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XypHan
Mpo6éneMbl My3bIKAnbHOM HAYKM /
Music Scholarship®’

Llenp u3naHuss — UHTErpaIys TyMaHUTAPHON HAyKH U I1O-
BBIIIEHHE €€ aBTOPUTETa B POCCHHMCKOM U MEXIyHapo-
HOM HAay4YHOM HpPOCTPAaHCTBE; PaclpOCTPaHEHHE PE3yilb-
TaTOB UCCIIEIOBAHUI POCCUHCKHX YUEHBIX U 3apyOeKHBIX
KOJIJIET; COJICHCTBHE PA3BUTHIO aKaJEMHUYECKHX HCCIIEN0-
BaHUM U aBTOPCKHUX Pa3pabOTOK HHHOBAIHOHHOTO MPOhH-
JI51, HAYYHBIX HAIPaBJISHUI U IKOJ B LIMPOKOM reorpadu-
YEeCKOM JHaIa3oHe.

Hayunslii sxypHan cuntaercs: BKIOUEHHBIM B [lepeuens Bricmeit
aTTeCTAllMOHHON KOMHCCHU NIPY MMHHUCTEPCTBE HAYKH U BBICILIETO
obpasoBanus Poccuiickoit denepanuu B cooTBeTcTBUY ¢ 11. 5 IIpn-
kaza MunoOpHayku P® ot 12.12.2016 Ne 1586 (xxypHan uHIEKCH-
pyercs B Web of Science).

Hayunble HanpaBiieHust nepuogudeckoro usnanus: «MckyccrBose-
nenue», «Kynsryposnorusy, «lleqaroruueckue HayKu».

W3nanue npenHa3Ha4eHo JUIsl ITyOIMKAIMK OCHOBHBIX PE3YJIbTaToOB
HCCIIEOBAaHMUH BEAYUINX YyUEHBIX M COMCKaTeleld HaydHBIX CTelle-
HEH (IOKTOPCKUX W KaHANUAATCKUX).

Pyxomnucu mpoxonsT «IBOWHOE CIIETIOe» PEeleH3UpOBaHHE, PEIleH-
3MU XPAHITCS B PSIAKIUH S JIET.

PenakioHHast MOMMTHKA JKypHAJIa OCHOBBIBAETCS HA PEKOMEH/IAIH-
SIX MEXKTYHAPOAHBIX OPTaHU3ALMH 110 YTHUKE HAYYHBIX ITyOIMKaIUH:
Komutera no ny6nukaiuonHoii atuke — Committee on Publication
Ethics (COPE), EBporeiickoii accopiaiiy HayqHbIX PeIaKTOpPOB —
The European Association of Science Editors (EASE).

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

Wsnanue  3apeructpupoBano  kak  «Problemy
muzykal'noi nauki / Music Scholarship» B MexmxyHapoaHbIx 6a3ax
Hay4HOTO 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).

DOA.

Kypnan npucoeaunuics k byganemrckold HHULIMATHBE OTKPHI-
Toro nocryna — Budapest Open Access Initiative (BOAI).

SusicIndex:

Wznarens — Poccuiickas akageMust My3bIki nuMeHH [ He-
CHHBIX — SIBJISIETCSl WIEHOM ACCOIMAIMK HAayYHBIX pe-
nakTopoB n msnareneit (AHPUW), MexnyrapomHoii acco-
LMAaIMK 10 CBsA3sAM u3nareneii — Publishers International
Linking Association (PILA). Hay4HbiM cTaThsiM npyrcBa-
uBaetcs mudpopoi uaentudukarop DOI mexayHapoa-
HOW cucTeMsbl Oubnmorpaduyeckux ccputok Crossref.

YuraTenu M aBTOPHl MOTYT O3HAKOMUTBCS C DIIEKT-
POHHOW BepcHel BBINMYCKOB OecriaTHO B pasjelne

OF S
g ’6‘4@

EMERGING
SOURCES
CITATION INDEX

HAYYHAA SNEKTPOHHAA

LIBRARY.RU

| DIRECTORY OF
| OPEN ACCESS
J JOURNALS

AHPW

Accoumaums Hay4HbIX
PenaKTopOs 1 U3faTenel

; Crossref

The Journal
Problemy muzykal'noi nauki /
Music Scholarship

The aim of the publication is to integrate humanitarian
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:
“Culturology,” “Pedagogical Sciences.”

“Art Studies,”

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
ofinternational 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
Scholarly Electronic Library and are included
in the Russian 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).

BUBINOTEKA

EUROPEAN REFERE FOR THE
HUMANITIES AND SOCIAL SCIENCES

The journal became a member of the Budapest Open Access
Initiative (BOAI).

The journal is published by the Gnesin Russian Academy
of Music — the member of the 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

«ApxuBb». PDF-Bepcun crareif pacmpocTpaHSIOTCS
B cBoOOAHOM goctyre o smnensun Creative Commons
(CC-BY-NC-ND).

QOB

in the “Archives” section. PDF-versions of the articles
are disseminated in free domain on the license
of Creative Commons (CC-BY-NC-ND).

* HazBaHmue *ypHaJja 3apeructpupoBano B denepanbHoii ciryx0e o HHTeINIeKTyalnbHO# coocTBeHHOCTH (PocnareHT). CBHAECTEIBECTBO

Ne 824312. Ilpuopurer: 01.06.2021 1.

The title of the journal is registered in the Federal Service for Intellectual Property (Rospatent). Testimony No. 824312. Priority:

June 1, 2021.
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B Copepxanve H I

KyneTypHOEe Hacnegme Teopus My3blKu
B UCTOPUYECKONM OLIEHKE

8 Jlawenko C. K.

81 IHapezcpaockaa T. B.

My3bika ®aycto Pomurenn:

3epkajia naMsTH: K BOIIPOCY O «MY3BbIKaJIBHOM
JIronmuna IlecrakoBa 1 Muxanin marepuasey (Ha aHr. f3.)
I'muuka. Cmamus emopas 91 Konocoea H. B.

24 Haymenxo T. H. B3misin Ha KpunToQOHHUIO B IIUKITE

Hayunas nesrenbHOCTH Aunekcannpa PalixenbcoHa
T'ocynapcTBEHHOTO My3bIKaJIbHO- «IlecTph nepeBo1OB
MeIarorH4eCcKOro MHCTUTYTa 3 Bunnu MeabHUKOBAY

nMeHU ['HeCUHBIX B IEpBOE JUIsl TEPMEHBOKCA U (popTenuaHo
JECATHIIETHE €T0 pabOThI 105 Aneee B. B.

(Ha aHTI. 53.)
MHOroMepHOCTh TapMOHHUH

B [IPOU3BEACHUSIX KPYIMHOU (hOPMBI

IyxoBHOS MY3bIKO
C. B. PaxmMa"HuHOBAa: OIILIT aHAJIN3a

37 Anexceesa I. B. TpeTbero GpopTENUaHHOro KOHIIEpTa
BnustHue oHTONI0THH TPABOCIABHOTO (Ha aHTI. A3.)
HCKYCCTBa Ha MY3bIKYy ¥ HKOHOITHUCH
(Ha aHIIL. 513.) My3bIKQSIbHOS KYNLTYPA
HapPOoOoB Poccum
My3bIKQSIbHbIN TEATP 114 Awxomoe B. I
52 Oxynesa E. I @opMBI B3aUMOJICHCTBUS
B nouckax nogamHHON peaIbHOCTH: HapOAHOI0 IIECEHHOTO TBOPYECTBA
crienduka xaHpa U ApaMaTypruu M MHCTPYMCHTAJIbHOH MY3bIKH
B onepe Ilepa Hépropa (Ha mpUMepe TPaJUIHOHHOTO
<<CI/II[I[X3,pTX3,» COJIBHO-T'PYIIIIOBOTI'O IICHUA

68 Jlemuenxo A. H., KaBKa3CKUX HapO/OB)

Jucenosa /. M.

[ToBects A. YexoBa
«YEpHBINt MOHAX» KaK 00OBEKT
KOMITO3UTOPCKOM peduiekcuu TpaHCKpUNIMK MY3BIKAJIBHOTO
(Ha mpuMepe OTHOMMEHHOIL OTIephl TEKCTa B paboTe ¢ HAYMHAIOIIUMHU
A. Kyp6aroBa) NMAHUCTaMU (Ha aHI. 53.)

My 3bIKOIbHOE OBPA30BAHMNE

126 Hlaumyxamemosa JI. H.
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136 Kanwxncnan B. I1. 157 Iapéesa H. A.
VY4yeOHas JUCHUIUINHA IIponeccrl nudpopusanuu
«HaponHast My3bIKaJIbHAsL KYJIBTYPa» B HCKYCCTBC U TBOPYCCTBC.
B CHCTEME CPEIHETO JTUATICKTUKA B3aMMOCBSI3U
po(hECCHOHAIBLHOTO 00Pa3OBaHUSL: 169 Kpwinoea A. B.

MPoOIEMBbI U TIEPCIIEKTUBBI
p P ApT-UHCTAIUTAIMS Kak popma

TPaHCJIIHUN COUAJIBHO 3HAYUMBIX

My3bIKO B CUCTEME KYJBTYPbI CMBICTOB (Ha AHTIL. 53.)

145 Jlaspoea C. B. 182 Bonkoea II. C.
[TpoGnema aBTOPCTBA B DIIOXY TBOpUECTBO KaK yHUBEPCAIbHBIN
Hosbix meauna. Beeobmuit mudpoBoit (eHOMEH ObITHS
apXuB KaK MCTOYHHK (00 aBTOPCKOM KOHLIETILIUU
TPaHCMEINAIbHBIX TPAHCKPUIILIAN O. A. XKykoBoit)
(Ha aHrI. 53.) (Ha aHrI. 53.)

I B Contents H

Cultural Heritage Sacred Music

in Historical Perspective .
37 Galina V. Alekseeva

§ Svetlana K. Lashchenko The Influence of the Ontology
Mirrors of Memory: Liudmila of Orthodox Christian Art
Shestakova and Mikhail Glinka. on Music and Icon Painting
Second Article (In Russ.)

24 Tatiana I. Naumenko

Musical Theater
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tarbad «llocnegnue roabl KM3HM  BOW B CEpUM MEMYapHBIX CTAT€H CECTPHI
u koHunHa Muxauna MBanoBuua o Opare [1]. Kommo3unmoHHO OoHa HE OT-
JMYAeTCsl 0CO0OH MPOAYMAHHOCTBIO U NPU

FJ'II/IHKI/I, BOCIIOMHUHAHUA CSCTPHI €TI0,

JI. W. IllecrakoBoit. 1854—1857 rr.», omy06-
JUKOBaHHAsT B XypHaje «Pycckas crapu-
Ha» (1870, T. 2, c. 610-632), Obu1a TeEp-

BHUMATCIIbHOM YTCHUU TIPOU3BOIHUT BIIC-
YaTJICHUC CIIOHTAHHO IIPOroBapmBaCMbIX
BOCHOMI/IHaHHﬁ, Pa3pO3HCHHBIC JIINU300bI
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KOTOPBIX BCIIBIXMBAIOT B TIAMATH, C TPYIOM
yKJIa/bIBasiCh B 0OIIee €IMHOE MOBECTBO-
BaHMe. B0O3MOXXHO, B OCHOBE CTaTbM JCH-
CTBUTEIIBHO JI€KaJl Pa3TOBOPHBIA BapUaHT
BOCIIOMUHAHHM, HEOJHOKPATHO MPOroBa-
puBaeMbix LllectakoBoit B yCTHBIX Oecemax
U Tenepb — Mo €€ U COOCTBEHHOMY >KeJa-
HUI0, TIO IPOCKOE M JIpy3eit — 3apuKcupo-
BaHHBIX Ha Oymare.

o Tex mop, noka lllecrakoBa, BCHO-
MUHas 0 OpaTe, pacckas3biBaia O OBITOBBIX
MOAPOOHOCTAX KU3HU [ TMHKHU, ero xapak-
Tepe, Mpudyaax U MPUBBIYKAX, BO3POXKIae-
Moe ObLIO MYCTh U HE BCET/la KOPPEKTHO, HO
MO-CBOEMY YOEAUTENbHO, MO3BOJISS, XOTS
u He 0e3 moTeph, paccMarpuBaTh [IHH-
Ky KaK «IPOCTOrO YEJIOBEKa», CO CBOUMH
CWIBHBIMU U CJIAOBIMU YepTaMU XapakTe-
pa. Ho nepexop lllecTakoBoii K CyKIEHUSIM
0 TBOpuecTBE [JTMHKKM W KOMIIO3UTOPCKHX
3a7a4ax, BCTaBaBLIMX Iepe] HUM B IIO-
CJICIHHME TOJBI KU3HHU, KOPEHHBIM 00pa3zomM
MEHSJT CUTyaluio. BrepBeie 3TO mMOUYYB-
CTBOBaoCh, koraa IllecTtakoBa Hanpsamyto
3aroBOpwIIa 00 yTpaTe CTaperomuM OpaToM
MPEKHEU COYMHUTEIBCKOW aKTUBHOCTH M
€ro MOMOJI3HOBEHUSAX BOBCE OCTAaBUTh MY-
3pIKy. B HEMaol cTeneHu 3TO CKa3ajaoch U
Ha 0COOEHHOCTAX €€ BUAEHUS MUpa MpUsi-
TeJlel U Ipy3€i, OKPYKaBIIUX KOMIIO3UTO-
pa, ¥ Ha TPAKTOBKE MPUBOJUMOIO B CTAThE
nuchMa 3. JleHa o mocieHuX AHAX U KOH-
yuHe [TnHku. Bo3Hukaromue 31ech UCTo-
pudeckue nepéueHus, HecooOpa3HOCTH,
HETOYHOCTH, & TTIOPOM U OUEBUIHOE HECO-
OTBETCTBHE (hakTaM, — TeMa, K KOTOpOI
oOparumcs jaee.

1

CpaBHuBast TBOPYECKYIO aKTUBHOCTD [ JIH-
K1 ¢ Hekorga Obutoil, IllecrakoBa yTBepk-
nana: B [lapckom Cene u Cankrt-IlerepOypre
Opar mucan «4To-HUOYIb» JHIIL «UHOTIAY,
1 «BCE JIETO PEIIUTEIHHO HUYETO HE COUMHSLIT»,
XOTSl U «HAOPKECTPOBAJ HECKOJBKO IThECH'
— «IIpurnamenue k Taniy» K.-M. Bebepa
u Hoxktropn «Ilamsate apyx0em» U. I'ymmens
(xoTopsIii 0611 it mocBsieH). [IpaBna, lec-
TakoBa, MPOTHUBOpEYa caMmou cede, yrnmoMu-
Haja B TEKCTE CTaTbU W JIPYTUE€ COYMHEHMS,
CO3JaHHble [TTMHKOM B 3TOT MEPUOA, HO HE
KOHIICHTPUPOBaJa Ha HUX BHUMaHHE.

B nogo6HOM OTHOIIIEHHH K CO3AaBaeMO-
My [nunkoit B 31tu roasl [llecrakoBa Obuia
He oauHOkKa. He ymoBneTrBopéH Tpymocmo-
cOoOHOCTBIO [JIMHKKM OBLI, B YacTHOCTH,
B. CracoB, T0 W [€J10 MOHYKaBIIMA €ro
K paboTe, HO BCTPEYABIINI HEW3MEHHBIN
OTIIOpP KOMIIO3UTOpPA, MOTHUBHUPOBABIIETO
CBOIO peakiumio Ha cioBa CracoBa pa3iuy-
HBIMU 00CTOsITENbCTBAMU. CXOHOTO OTHO-
IICHUS K Pe3yJIbTaTUBHOCTH paboThI [ TMHKH
B 1850-¢ ronp! npunepxusaics u A. Cepos.
B HexponornueckoMm ouepke «Muxawi HBa-
HOBMY [ TTMHKa» OH muca:

B nocniennee Bpemst :xu3HU cBoOei [ HKa HE
HOAAPHII CBETY HUYETO, YTO OBl MOIJIO UATH
B CPaBHEHHUE C CO3AAHUSAMU, COCTaBUBIINMHU
€r0 U PYCCKYIO MY3BIKaJIbHYIO CaBy, <...>
Hanexn Ha HOBbIE MOrydHe BIOXHOBEHMS
OBLIO HE 0YCHb MHOTO...?

[TomoOHass Touka 3peHUsT COXpaHSIACh
B OT€UECTBEHHOM «IJIMHKUHHUAHE), BIIUSS HA
MO3UIIUM MHOTHUX UcciaeaoBarennei, u B XIX,
1 B XX Bekax, u gaxe B XXI Beke.

3nech U nanee Bce BblaepKKU U3 crathu LllectakoBoii nansl no: Ilectakosa JI. . ITocnennue rogst

XKHU3HM U KOHYMHA Muxaunna ViBanosuua [miuHky // IHKa B BOCTIOMUHAHUSAX COBPEMEHHHUKOB / 00II. per.,
COCT., IOJITOT. TEKCTA, BCTYII. CTaThs U KOMMEHT. A. A. OpnoBoid. M.: My3rus, 1955. C. 296-310.

2

A. A. OpnoBoiil. M.: My3srus, 1955. C. 21.

I'mrHKa B BOCIOMUHAHUSX COBPEMCHHHUKOB / O6H_I. pen., COCT., MOATr0T. TCKCTA, BCTYII. CTaTbsd U KOMMCEHT.
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B u3BecTHOM cMBICTEe MBICTB 00 «yraca-
HUW» TaJlaHTa TeHUsl, HeU30eKHOM CHIKe-
HUU €r0 TBOPYECKON AKTUBHOCTH K KOHILY
KW3HU HE HOBA. OHA MEPEKIIMKAETCS CO MHO-
TUMU CXOJIHBIMU YTBEP>KJICHUSIMH U, B 4aCT-
HOCTH, C TEMH, YTO OKPY>KaJIM B CBOE BpeMs
A. Ilymikuna. IMeroTcst B BULy pa3roBOpbl
0 «KpU3HUCE» B KOHIIE KU3HU I03TA, O TOM,
YTO OH KUCIHUCAJICS 1 OOJIbIIIE HUYETO 3aCy-
KUBAIOLIEr0 BHUMAHMS YATATENIeN U KOJUIET
CO3/1aTh HE B COCTOSHMU. B cxomHOM Kiroue
PasMBILULUIA U O 3araJlodHOM TBOPYECKOM
MosruanuM JIx. PoccuHu B mociieqHUE Troibl
€ro Xu3HU. Buaumo, TBOpel, MEHSIOLINN
CBOM MPEKHUM 00K, B TPUHLIUIIE OKa3bIBa-
€TCsl YyKJ MUHTEpecaM BOCITUTAHHOM UM XKe
caMuM IyOJIMKH, XKAYyIIeH OT CBOETro KymMHupa
IBYMKEHHUS B IIPEKHEM HAIIPaBJICHNH, [IOBTO-
PEHHS W Pa3BUTHUS MOJIOOMBILIETOCS, HO HE
€ro KapJuHaJIbHOTO H3MEHEHUS.

Mexny TeM, B IIOCIEHUE T'O/bl KU3HU
I'muaka coumHmn «/leTckyro monpKy» mis
IUIEMSIHHULIBI, Hanucail «Top)KeCTBEHHbIN
[Tonbckuity Ha TeMy HCIAHCKOTO OoJepo,
CO3/1aBaJl pOMAaHChI, paboTan Haja 3aMblC-
JoM ormepsl «JIByMyXHHIIa» U CUMGPOHH-
eil «Tapac Byns0Oa», nepikan KOppeKTypy
pykonucHo mnaptutypel «Pycnana» (BO3-
MOKHO, UMEHHO Torzna yOpaB MOCBSIIECHUE
M. I'eneonoBy [1;2]) u «AparoHCKoiu XOTbI»,
BOCCTAHABJIMBAJl CBOM PaHHUE NPOU3BEIC-
Hus (Bapuauu 1js apdsl win GopTenuaHo
Ha TeMmy Momapra, pomanc «Mos apday, Ha
ci. K. baxrypuna, «Ma3ypky, COUMHEHHYIO
B JIUJIMDKAHCE»), Jellall epesioKeHus: apui
I'ennens, BcTpeuancs ¢ A. JJaproMbKCKUM
U KOPPEKTHPOBaJ HAIMCAHHOE MOJIOABIM
aBTOpOM, IpaBuil counHEHHY H. Kykosb-

3

HUKOM MY3bIKYy K JApaMe «A30BCKOE cHJe-
HbE», MPOCMAaTPUBAJI MY3bIKAJIbHBIE OIYChI
K. BbynarakoBa, HHCTpYMEHTOBAJI PsiJi COUYM-
HEHUH U1 IporpaMMsbl KoHuepra /l. JIeono-
BOM, IPaBWJI U PEAAKTUPOBAT COOCTBEHHbIE
POMAaHCBI, FTOTOBSI UX K U3JJaHUIO.

B03MOXHO, KOJIMYECTBO CJI€IAHHOIO
U ycTynalo, ¢ Touku 3penus lllecrakoBoi,
IPUBBIYHOM NPOAYKTUBHOCTH [nmHKM [3;
4; 5], HO ecnM K COOCTBEHHO COYMHUTEIIb-
CTBY J00aBUTh PENAKTYypy — 3aHATHE HE
MEHEEe TBOPYECKOE M KpPOIOTIMBOE, IpaB-
Ky CYLIECTBYIOUIMX COOCTBEHHBIX TEKCTOB
Y TEKCTOB CBOMX MPUATENEH U KOJUJIET, €ClIU
y4ecTb HAaOPOCKH K HECOCTOSBILIUMCS COYU-
HEHHSIM, — IPEACTaBIeHNE 00 aKTUBHOCTH
KOMIIO3UTOpPa B ONMCHIBAEMBIIl MEepuoJ Cy-
LIECTBEHHO U3MEHUTCSI.

OpnHako najnexko He Bc€ cienaHHoe Opa-
ToM B 3TH ronbl lllectakoBa B mpuHLUIIE
CYMTAJIa 3aCIyXXUBAKOIIUM YIIOMHHAHHUS.
Ckopee Bcero, BeChb €€ XyHOXKECTBEHHBIN
U JKM3HEHHBI OIBIT, BECh €€ MY3bIKaJb-
HBI Oarax v 3HaHHS O MY3bIKe' IMOITAIKH-
BaJM K BUJICHUIO IpeaHa3HadeHus: [MHKu
B CO3JaHUM COYMHEHUN KPYyHHOH (POPMBI.
[IlecTakoBOi, BUAUMO, XOTEJIOCh TaKUX K€
OOJBIINX, CTAaTYyCHBIX YCIIEXOB Opara, 4To
Obutn y Hero panee. Crioco6HocTh [TMHKM
oOparuTh Ha ceOs Onarogaps UM BHUMa-
HUE BJIACTEM, BEPHYTHCS B DIUTAPHBIA KPYyT
3HakoMCTB [2; 6] lllecTakoBa, cyasi o Bce-
My, OlleHHBajia ()aKTOPOM HEMaJIOBaKHBIM.
Bc€ ocranpHOE OHA cuuTaza MHUMOJETHBI-
MU YBJIICYCHUSIMU TE€HMs, HE HUMEIOLIUMU
cepbE3Horo 3HaueHus. Ha cectpy nesdrens-
HOCTb [ TIMHKM B MOCTIEAHNUE TOJIbI €10 )KU3HU
IPOU3BOJIMIIA BIIEYATJIEHUE TOrO, 4TO Opar

l'ans0ypr I'. K. CtuneBoit kpusuc [muakn u poccuaneBckuit curapom // M. W. I'muaka. K 200-netuto

co aust poxaenus. T. 1. M.: MI'K, CII6 I'K, 2006. C. 176-184.

4

C. 434.

CwMm 00 stom: JlobGankoBa E. I'mnuka. JKuzep B smoxe. Onoxa B xu3Hu. M.: Mononas rBapaus, 2019.
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«paz0pachIBaeTcs», YTO OH YXe€ HE CIOCO-
O€H, KaK Ipexk/e, Ha OoNbllhe U Ba)KHBIC
Jiena BO CJIABY PYCCKOIO MY3BIKAJIBHOIO
HCKYyCCTBa M ce0sl Kak ero Teopua. XoTs
MHOIO€ U3 TOT0, YTO AENAJIOCh MY3bIKaH-
TOM B KOHIIE JKWM3HHM, AEJIAJOCh BIIEPBHIE U
¢ OOJIBIIION TBOPUECKOM OTHAUYEH.

I'muHke BCE OveBHMIHEE CTAHOBHWIOCH
TECHO B Ipeeaax TOro HallMOHAJIBbHOIO My-
3BIKAIBHOTO IIPOCTPAHCTBA, YTO KOIZA-TO
ObLIO OCBOGHO UM. Bcé omryTumee naBana
0 ce0e 3HaTh )KaXKJa pPacHIMPEHHsI TOPU30H-
TOB. BBITH MOXKET, HE BCEI1a TOYHO BBIPAKAs
CBOM OILLYIIEHUS, OH IbITAJICS HANTH CJIOBa
U (OpMYTUPOBKH, aJIeKBaTHBIE NEepPEKHBae-
MOMY B TO Bpems. Tak, B nmuceme KykosnbHu-
Ky oT 19 suBaps 1855 rona I mnnka 3ameuaint:

Yro xe MHe AcJ1aTb, €CJIU, CpaBHUBAsA ceOls
C TEHUAIBHBIMHU Maestro, s YBJICKArOCh UMHU
JI0 TakoH CTCIICHU, YTO MHE I10 Y6C)K,ZLCHI/IIO
HE MOJKETCS M HE XOUETCs IUCaTh?’

A 3TO y)e COBCEM Jlpyras IOCTaHOBKa
npo0IeMbl, HU B KO€i Mepe He 03Havaromas,
yTo [NMHKa, yTpaumBas MHTEpPEC K MY3bI-
KaJbHOMY COYMHHUTENBCTBY, OTKa3bIBAJICA OT
Hero. HaoOopot. B mepy cuin on ctpemmuiics
K TOMY, YTOOBI, OCTaBasICh PyCCKMM KOMITO31-
TOPOM, HOJHATHCSI K BBICOTaM €BPOIEHCKON
MY3bIKaJIbHOH KYJIBTYpBbl, OTKPBITh KPacoTy U
IyOMHY CBOEH «PYCCKOCTH» MY3bIKaJIbHOU
EBporme, 3aBoeBaB €€ mpu3HaHWE U, OJHO-
BPEMEHHO, — BBECTH €BPOIEHCKOE, BO BCEM
MHOro00pa3uu €ro NposIBICHUM, B PYCCKYIO
My3bIKY. I BHOBb IPUXOAUT HA AMATH OIIBIT
A. Ilymkuna. B u3BectHom cMmbicie [ nHKa
ObLT HAaZIeTIEH TOH 7K€ MyIIKUHCKON «BCEMHUP-
HON OT3BIBUMBOCTBIO» PYCCKOTO T'€HMS, HO
OT3BIBYMBOCTBIO MY3bIKaJIbHOM, TPYIHO BEp-

5

matepuainsl. JI.; M.: Mysrus, 1953. C. 509.
6 Tam xe. C. 502.

12

0anu3yeMoH, X0Ts U OTYETIIMBO CIBIIIMMOM.
12 Hos16pst 1854 rona on nucadi:

My3a MOsS MOJYHT, OTYACTH, IOJArar, OT
TOTO, 4YTO 51 OYEHb IIEPEMEHUIICS, CTaJl CEPb-
¢3Hee U IMOKOHHee, BeCbMa peiKo ObIBAIO
B BOCTOP’KEHHOM COCTOSIHMM, CBEpX TOrO,
MaJIo-TIOMally Yy MEHsI Pa3BUIOCHh KpUTHYE-
CKO€ BO33PEHHE HA UCKYCCTBO, U TENEPD 1,
KpOME KJIACCUYECKON MY3bIKH, HUKAKOU JIpy-
roit 6e3 ckyku ciymarb He Mory. ITo atomy
HocJeTHEMY OOCTOSITEIIBCTBY, €XKEJIH S CTPOT
K IPyTUM, TO emé CTpoXke K caMmoMy cede’.

it BBIpaOOTKH CTPOTOCTH K CamMoMy
cebe TpeboBaIoCh CaMOOCO3HAHUE U BPEMs,
9TOOBI 3TO CaMOOCO3HAHUE, MPOSBUBIIKUCH,
nayno pesyasrathl. IlocnmemHue Tombpl Ku3-
HH, KaK OKa3aJI0Ch, M OBUIM TEM BPEMEHEM,
korga [nmHka — ymIyOiI€HHO, BIYMYHBO
U HE CIIelIa, BHUMATEIBHO MPUCTYIITHBASIChH
K ce0e, — kaan B ce0e poKJICHUS HOBOTO.

My3bIKalTbHbIE MUHHATIOPBI, KOPPEKTYpa
TEKCTa, OITyChl, HAYaThie ¥ OCTABJICHHBIC Ha
TIOJIITY TH, IPOU3BO/ISI CO CTOPOHBI BIIEYATIIE-
HUE Pa30POCAHHOCTU TBOPYECCKUX MCKAHUH
[MuHKK, €ro HEeCHmOoCOOHOCTH 3aBEpPIIUTH
3aJyMaHHO€, ObUIM, B W3BECTHOM CMBEICIIE,
TEM «MY3bIKAJIbHBIM COPOM», U3 KOTOPOTO
JIOJDKHBI ObLITH OBl POJMTHCS MY3bIKAJIbHBIC
TBOPCHHUSI, CO3IaHHBIC APYTHM, HEBEIOMBIM
npexae [munkoit. Ho cynp6a pacniopsigurcs
WHave.

I'muHka meITalics W caM pa3o0paThbes
B MCHSBIIMXCS TBOPUYECKUX HWHTEpEcax,
BCJTYIIIMBAJICS, SKCIICPUMEHTHUPOBAJI, PACIIIHU-
psiT COOCTBEHHBIH CITyX0Bo# Oarax. OH npu-
BE3 ¢ co00# n3 EBpoMbI «I1bechl IIepKOBHOM
MY3BIKH CTapUHHBIX HUTAJIBSHCKHX MadCT-
pPO», HEMAJIO MOCIIOCOOCTBOBAB TOMY, YTO

Muxaun MBanosuy [uaka. JIuteparypnoe nacnenue. B 2 1. T. 2. ABrodnorpaduieckue u TBOpUECKHe
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OHM OBUTM WMCTOJHEHBI, U3ydan apuu [eH-
nensi, coyman nepuux lllepemeresa. Ilpu-
Be3s B Poccuro maptutypy 6axoBckoit Bol-
COKOM MECCBI, YBIEK HJCEN €€ UCIOTHEHUS
A. JIpBOBa, XJIOTIOTAJI O IIEPEBOJIE HA PYCCKHUI
s3pik kHUTH 3. [lena «l'enepan-6ac». Bcé
OLLlYTUMEE €T0 BIEKJIO K CTAPUHHON MY3BbIKE,
PYCCKOMY LIEPKOBHO-TIEBUECKOMY HACIIEAMIO.
OcBauBasi LIEpKOBHBIE JIa]Ibl, 3aKOHBI CTPOTOM
noin(oHuU, OH Y4YWics padoTaTth ¢ HUMH,
uas K GOpMUPOBAHUIO HA X OCHOBE HOBOTO
TUIA BBIPA3UTENIBHOCTH, 3aKkaHuuBas «Ek-
TEHBIO TIEPBYIOY», «Jla McrpaBUTCS MOIUTBA
MOsD», Tponapb «I UMH Bockpecenus».

He 3ameruTh nepemeH, MPOMCXOAMBIIUX
¢ I'mmukoii, Obu10 HeBO3MOXKHO. IllecrakoBa
(ukcupoBasia MX, HO BOCHpPUHUMAJIA U TIO-
JlaBajla B CTaThe KAaK MPOSBICHUE OYEPEIHOM
CTpaHHOCTH Opara, «BIPYT» 3aUHTEPECOBAB-
LIErocsl IEPKOBHBIMU HAlleBaMU, «BIPYI» Ha-
YaBILIErO IKCIIEPUMEHTUPOBATh C JyXOBHOM
My3bIKOH. Bummumo, He citydaifHO oHa «3a0bI-
J1a» YIOMSIHYTbh O TOM, YTO UHTEPEC 3TOT ObLT
y Opara qapaum. Emé B mopy pa6ots B [Ipu-
JBOPHOM NEBUECKOM Kaneue [ nHka Harmcan
XepyBUMCKYIO Ha IECTh TOJIOCOB — COYMHE-
HUE SIPKOE, JOPOT0€ ISl HEr0 KaKk KOMIIO3UTO-
pa, SICHO MPOSIBUBIIIEE €r0 BHUMAHUE K OTEYe-
CTBEHHOMY JTyXOBHOMY HACJIEIHIO.

C BHONHE ONIIYTUMBIM OOJIETYEHUEM,
OXKUJasl TOSIBJICHUSL «IIPEKHETr0 [JTHUHKMIY,
HAJIeSICh HA €r0 BO3BPAILICHUE K YCTOSBILIMM-
Csl COAEPIKATEIBHBIM U KAHPOBBIM ITPUOPHU-
teram, lllecrakoBa, OonuChIBasi HOBBIA KPyr
MHTEpecoB Opara, 3aMeyana:

Ho Bckope Mys3bIka Jpyroro poaa OTBIEKJIA
€ro OT ATHX 3aHSATHUI; eMy BApPYT IMpHILIa
MBICJIb HamucaTh €mié HEOOJBIIYI0 OIepy
«/JIBymyxxHHIIa», <...> Hayanuce XJa0moTsl,
TOJIKA O HOBOH OIlEpe.

7
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OpnHako OXKHIaHUS CECTPHI HE COBLUINCH.
OnHoil U3 BO3BMOXHBIX ITpuuuH ToMy Illec-
TaKoBa BUJIEJIA B OLIYIIAEMOM OpaTom HeJlo-
OpokenaTeIbCTBE K HEMY M €TI0 TBOPUECTBY
CO CTOPOHBI OKPYKaBIIETO OOIIECTBA.

EnBa 11 HEe acCOHAHCOM K MOCJIEIHUM He-
nensiM ku3HM [lymikuHa mpocMaTtpuBaeTcs
B KapTHuHe, pucyemoii [1lectakoBoii, u oOrie-
CTBO, TpeTupylollee Opara, 3100CTBYIOIIEE
0 TOBOAY €r0 TBOPYECKHUX HEYyJIa4, UCIOJI-
HEHHOE PaBHOAYILNS, 3arOBOPOB, HACEJEH-
HO€ 3aBUCTJIMBBIMU «IIPUATEISAMID [ TTMHKH:

...MHBIC W3 TpHATeNed OpaTa TO3BOISIIH
cebe, /Ui KpacHOTO CIIOBIA, KOHEYHO, Ha
ApPUCTOKPATHICCKUX BEeUepax, pacCKa3bIBaTh
po Opara pa3HbIe HEKPACHBEIC BEIIIH, a JIPY-
THe CUUTAIN 00sI3aHHOCTHIO TepeIaBaTh 3TO
Opary [monyxas Toro crpagars. — C. J1.].

Mexay TeM, KaK MHUcal B ol KOHYUHBI
[munku I1. 1yOGpoBckuii:

Bparos y sero [Imunku. — C. JI.], kaxer-
csl, He ObUIO U OBITH HE MOIJIO, XOTS MHOIIA
Y CIIy4YaJIMCh MEJIKOBOJHBIC 30MJIbI, HA KOTO-
PBIX OH HE 00pallaj HUKaKOTO BHUMAHU .

Kro 3mecy Obul mpaB, KOMY CHUTyaImus
Bujenach Tounee? Illecrakosa, GeccrnopHo,
BKJIaJIbIBaJia B OIICHKY CBOE, OYEHb JIMYHOE
U O4YEHb 3aUHTEPECOBAHHOE OTHOILECHHE
K OKpy>keHuto Opara. Ho Tak u He pemmnach
Ha3BaTh IOMMEHHO TE€X, KTO, IO €€ MHEHHUIO,
OTPABIISLT €EMY B 3Ty HOPY *KWU3Hb, OIPAHU-
YUBAsICh JIUIIb TyMaHHbIMU HamMEkamu. Ha-
MEKHU 3TU OBUIA TIOHSATHBI OJH3KOMY OKpY-
JKEHHUIO M JIOCTATOYHBIMH JIJIS TOI'O, YTOOBI
y CTOPOHHETO YUTaTeNisi OBbLIM OCHOBaHUS
TpakToBaTh 00pa3 €€ Opara Kak HEMOHSATOTO
TeHUS, TEPIISILIETO HAMaKU JIFO/ICH, HE CTOsI-
X ¥ COTOM JOJIH €T0 TaJlaHTa.

I'rHKa B BOCIOMMHAHUAX COBPEMEHHUKOB... C. 263.
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Bo3moxno, Ha yTBepxknaenus Illecraxo-
BOWM moBnMsyia UCTOpus KOoHQnukra [nuH-
ku ¢ @eodpunom Tomncreim (PoctucnaBom)
B CBSI3M CO CcTarb€il mocneanero «O xymo-
JKecTBeHHOU pesareiapHoctH M. U. I'mun-
ku. [lompoOuslii pazbop omepsl “XKuznp 3a
uaps’». Bei3BaBmas Henpusthe [JHHKH,
OHA IpHUBENAa K CCOPE MY3BIKAHTOB M CBS-
3aHHBIX ¢ HUMHU Jul. He uckiroueHo, 4to
B namsTH LllecrakoBoil ocTaBaiach U peaKus
Opata Ha JIpyrylo, «IIpEnoAJICHIIyIOo», KaK
XapakTepu3oBal €€ oH caM, ctarero O. Toc-
toro (Poctucnasa) «O 3acnmyrax r-ua Cren-
JIOBCKOTO, COZEpKaTelisl My3bIKaJIbHOIO Ma-
ra3uHa...». lllecrakoBa Morna UMeTh B BUILY
U TSDKEIIOE TBOPUECKOE paccTaBaHue [ TuHkn
¢ B. Bacunbko-IlerpoBbiM, KoTOpBIN, 0OHAa-
NEXKUB KOMIIO3UTOpPA CBOEH TOTOBHOCTBIO
K pabore Ham IHOPETTO «JIByMY>KHUIIB»,
«Ipona», OTHOBPEMEHHO HaYaB pacIyCKarhb
B [leTepOypre Helnernbie TOMKN O My3bIKaHTE.

bblia 5 BeIpakeHHas B CTAThe MO3ULIUA
[IlecTakoBO peE3yJbTaTOM €€ CcamOCTOs-
TEJIbHBIX HAOIIOICHUH U Pa3MbIIIUICHUN WIIH
OIMCBHIBAEMOE CKJIAJbIBAJIOCh IIOJ BIIUSHHU-
eM yOexJeHHI OKpYy»KaBIIUX €€ B Ty MOpy
monei? Jlymaercs, mocieaHee Oauxe K uc-
THHE: O He0OLleHEHHOCTU B Poccun Tanan-
TOB, TIIYXOTE€ BJIACTU K HYXKJIaM U YasHUSAM
JTY4YIINX MpeACTaBUTeNeH 00111ecTBa, O 3aCH-
JUU PaBHOAYIIHBIX YWHOBHUKOB, TyOSIIHX
KYJIBTYpY, HE TOBOPHJI B Ty IIOPY TOJIBKO JIE-
HuBbIU. [llecTakoBa 3KCTpanoaupoBaia 3Ty
UJC0JIOTEMBI Ha Cy/IbOy CBOEro Opara u ero
MPOU3BEICHUIA.

CyxaeHust 0 HEIPUSITHUH PYCCKUM 00111e-
CTBOM TaJlaHTa U Pe3yJIbTaTOB AEATEIbHOCTU
I'muHKM, 0 370NBIXATENIBCTBE B €TI0 aJIpeEC HE
TOJIBKO COXPaHSJIMCh B ymaX, HO, LIHUPSACH,
MPEBPAIIATUCH B aKCHOMY, 0€3 KOTOpOH He
CKJIQJBIBAJICA IOPTPET KOMIIO3UTOpPA HHU

8 Tam xe. C. 295.
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B IIPEAPEBOIFOIIMOHHBIC TO/IbI, HU B MEPBBIE
JIECSITUIICTHUSL COBETCKOM BIIACTH.

Tak, FO. bep-CtyHeeBa B CBOMX BOCIIO-
MHHaHUAX O ImHKe, 3anmuca”HHbIXx B 1906
rofy, yTBEpKaaa:

OH cTpaznan oT HenpU3HaHMs, HE IEPEHOCHIT
€ro, OH CIIMIIKOM MHOIO IIOTEpIeN OT He-
yaad CEMEMHOW JKHU3HU, OT JEprKaBLICH €ro
BCIO KM3Hb B CBOMX KOTI'TsiX Oose3Hu. Koneu-
HO, TP MOIOOHBIX YCIOBHSIX CIIEI0BAJIO ObI
6epeub Mux. lBaHOBHYA, HO KTO OBLIT HA 3TO
roros?®

[TonnepxaHHas MOJIOABIMU HACJIETHUKA-
mu gena [mmnkwy, IllecrakoBa paroBana 3a
BOCCTAHOBJICHHE CIIPABEIJIMBOCTH, 3a HC-
KyIUICHHE, ITyCTh U MOCMEPTHOE, BUHBI 00-
IIECTBA MEpe]l TeHUAbHBIM MY3bIKAHTOM.
B ynopcTtBe, ¢ KOTOpBIM OHa MyCCHUpPOBaJIa
ATy TeMy, ObIJIO HEYTO OOJIE3HEHHOE, OBIThH
MOXET, — IOPOKIEHHOE €€ TCUXUKOH,
C XapaKTEpHBIM HEIOBEPUEM M IOAO3PHU-
TEJIBbHOCTBIO, HEBEPUEM B ITO3UTHUBHBIE I10-
Oy>XJIeHUSI OKPYKAIOIIUX U, OJIHOBPEMEH-
HO, — (eTumu3anueii COOCTBEHHOW POJH
B BOCCTaHOBJICHUH CIIPABEAJIMBOCTH.

VYBIIEYEHHO TIOTPYXkasACh B MPOLLIOE,
[IlecrakoBa wHOTAA MOATOHsIA (HAKTHI TIOA
unero. Hepenko mytast naThl COOBITHH U3
KU3HU [ TIMHKY, UMEHA MCTIOJHUTENEH, BbI-
XOJIMBIIHUX Ha CILEHY, OHA CO3JaBajia Kap-
TUHY, [I0AYacC JIMIb OTAAJIEHHO CXOXYIO
C pealbHOCTBhIO. MOXXHO ObLIO OBl TIpen-
MOJIOKHTD, YTO 3/1€Ch JaBaiu O ceOe 3HATh
€CTECTBEHHbIE COOM MaMATH HEMOJIOMAO-
ro U He3nopoBoro yenoseka. Ho ucropus
npomeamero B usnoxkenun lllecrakoBoit
BBIIVIsI/IENIa caMa 10 ce0e HACTOJIBKO JIOTUY-
HO, yOeAUTEIbHO, HACTOJIBKO COOTHOCH-
MO#1 ¢ 00IIIECTBEHHBIM MHEHHUEM TOH TOPHI,
YTO y MAaJOCBEAYIIEr0 YuTaTess He ObLIOo
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HUKAaKMX OCHOBAaHUM YCOMHUTBCS B TOYHOCTHU
Y CIPABEIMBOCTH BBICKa3aHHOTO CECTPOH.

Mexny TeMm, yTBepKaas, K IpUMEpY,
yTOo «¢ camoro 1842 roma, korjma OBLI clie-
JaH JuTorpaguueckuil mopTper» Opara,
OoJbllle HE BBINOJIHAJIOCH «HH OJHOTO €ro
noprpera», lllectakoBa $BHO HCKaxkana
NeNUCTBUTENBHOCTD. Jl0CTaTOYHO MOAPOOHO
OIHUChIBas, Kak ¢ rmoMompio B. CracoBa et
yJaj10ch yroBOpUTh Opara moexarb clenarb
CHUMOK, OHA MOATACOBbIBaHUEM (DAKTOB 3a-
KJIaJpIBAJIa B MIOATEKCT CBOMX CJIOB MBICIIb
O BOIMIOILEM NPEHEOPEKEHNH OKPYKAIOIINX
K WHJee 3areyarieHus: BHEIIHero oO0Ju-
Ka KOMIIO3UTOPAa U CBOMX YCWIHAX IO HC-
MIPaBJICHUIO 3TOI HECHPABEIIMBOCTH. XOTS
B 1845 rogy Oblia cienaHa mapuxckas Jiv-
torpadus ¢ uzodbpaxxenuem [nuuku, B 1852
roay — jaareppotuil, BeinosHeHHbId C. Jle-
BULIKUM, JUIsl KOTOPOro, K TomMy Xke, [TuH-
Ka CHMMaJICsl HE OAuH, a BMecrte ¢ Jlronmu-
o MBanoBHoOil. A. Ilanpun ynomunHana
U O CyIIECTBOBAHUU MOPTpeTa I TMHKHU, BbI-
nonHenHoro WM. [Mansmom B mopy npebObiBa-
HUs KOMITO3UTOpa B Bapiase.

Ectp B cTarbe u Gosee cepbE3HbIC HECO-
00pa3HOCTH, 3aCTABISAIONINE MPEAIOJIArarh,
9T0 (PAKTOIOTUUECKUE OTPEXH U HATSKKHU
ObLIM 3a4aCTYI0 HECITyYailHbl, ECTECTBEHHBIM
0o0pa3oM IpouCTeKasi U3 OMpeeEHHOM To-
sunui [lecrakoBoit. Tak, ynopHo Mmyccupys
TeMy 3a0BeHust «)Ku3Hu 3a naps», yTBepx-
nasi, 4TO OHAa «ObUIa U3THaHa [pa3psaka
aBropa. — C. JI.] n3 penepryapa, AOJKHO
OBITH 3a HerogHocThiO!», IllecTakoBa SBHO
MOJICTpanBaja ACHCTBUTENBHOCTD MO CBOU
B3IIsAbl. Mexny tem, «Ku3Hp 3a naps» He
Obuta «M3rHaHa w3 penepryapa». OHa neil-
CTBUTEJIbHO ObUIa TEpeHeceHa CO CILEHBI
Bosnbioro Tearpa Ha clieHy AJEKCaHIPUHKU
(uro IlectrakoBa oOlEeHMBANA YHIKEHHUEM),
HO He BbIIaJaja u3 KyJIbTypHOIO POCTPaH-
CTBa CTOJIMII, MPOJOJKAsl UATH U B CE30H
1853/1854 ronmos, u mo3aHee. 18 mag 1854
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rojia orepa npouuia B AJI€KCaHIPUHCKOM Te-
arpe B nons3y M. CrenaHoBoi, 28 aBrycra
TaMm e Obuia nana B moms3y II. bymaxona,
10 centsa6ps «OKu3Hp 3a maps» CTaBWIU
B Mockse, B Manowm tearpe, B noabs3y Kypo-
Ba, 17 ceHTs10ps onepa BHOBS npoiuia B Mo-
ckBe, B Masiom tearpe; 10 okTs10ps B AJek-
CaHJIPHHCKOM T€aTpe COYMHEHHE OBLIO 1aHO
B mnocneanuii Oenedpuc M. CrenaHOBOM,
6 nexabps onepa npornuia B Mockse. B 3um-
HuUl ce30H 1855 rona onepa naBanach ABax-
bl B MOCKBe, C yIauHBIM HCTIOJTHEHUEM
naptuu AHToHH Bl E. CeMénoBoii. 30 aBryc-
ta 1855 rona «Xu3Hbto 3a Haps» OTKphIBAIN
ce30H B Tearpe-LMpKe. ..

Ornepa He ucudesana u3 MoJist 3peHust co-
BPEMEHHHUKOB, OCTaBasCh Yy HUX Ha yCTax,
u Onarogaps myOnukanuu cepuu crarei Oeo-
¢una Toncroro (Poctucnasa), chirpaBInx,
HEB3Upasi Ha HETaTUBHYIO peakuuto [nuH-
KM, CBOIO POJb B COXPAaHEHWHU HHTEpeca
K COYMHEHUI0. KpUTHK IpOIOIKIII U TTO3IHEE
Pa3MBILUIATE O 3HaYeHUHU «Ku3HuU 3a naps»
u B 1855 rogy BeIcTynuiI co cTaThEél 0 pyc-
CKOM OMNEpHON TpyNNe W BIUSHUM IOCTa-
HOBKM «2KM3HU 32 1aps» Ha €€ TBOPUECKOE
pasButue. He ciemyer 3a0bIBaTh ¥ 0 TOM, 4TO
B 3T0 k€ BpeMs . CreutoBCKuii B3I B pa-
00Ty KJIaBUP OIEPHI U MAPTUTYPY, O YEM CO-
00IIIa10Ch B TIPECCE U YTO, KOHEYHO, TIOIEP-
YKUBAJIO B 0OILIECTBE MHTEPEC K COUUHEHHUIO. ..

Hemano BompocoB BbI3bIBAET M BOIIE-
mas B crareto IllectakoBoi uctopus o TOM,
kak [mmHKa B 1854 rony, ycrynast e€ HacTo-
ATENBHBIM TPOChOaM, TOCETUJT CIEKTAKIIb
«Ku3Hp 3a maps», HCHOBITAB KpanHee pas-
JpaX€HUe OT YBUJECHHOIO M YCJBIIIAHHOTO.
Kak nokazanu vccnenoBarei, B peaabHOCTH
storo He ObL10. Ilocemenue InHKOM crek-
Takis «OKHU3Hb 3a Laps» COCTOSIOCH IBYMS
rogamu panbine — 8 mas 1852 roma. K Tomy
K€ CIIEKTaKJIb, KaK MMOKa3alli OTKJIMKH Ipec-
Chbl, «IpPOMIET COBCEM HE TaK CKBEPHOY,
Kak 310 onuceiBaer IllecrakoBa, U peakuus
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I'muuku Ha Hero Oblja Jajeko HE CTONb
OCTpOH, KaK BCIIOMHUHAJIOCh CECTPE.

CaoiictBennsble lllecrakoBoii HenoBepue
Y IOJO3PUTENBHOCTD, BO3MOYKHO, CKa3aJINCh
Y Ha OIIMCaHNH NIPECIOBYTOM CLIEHBI ITPOILA-
HUsI KOMIIO3UTOPA C PYCCKOU 3eMIIEN, CBUJIC-
TEJISIMU KOTOPOW ObUIM, MO €€ BOCIIOMMHA-
HUsM, oHa cama u B. Cracos:

VY 3acraBsel oH [[iuaka. — C. J1.] BbIlIEN U3
KapeThl, IPOCTUIICS C HAMHU, [IOTOM IUIIOHYII,
cka3zaB: «Korga 661 MHE HUKOT/IAa O0Jee 3Ton
raJIkOM CTpaHbl HE BUIATHY.

ONnu307] 3TOT, SAPKUMH, 3alIOMUHAIOIIHIMI-
Ci, HE pa3 NPUBOAWICA HCCIEAOBATENS-
MH B MOATBEPKJICHUE OCTPOr0 HEMPUATHUS
['muakon pycckou neuctButenbHOCTH. Ho,
CKOPEE BCETO, 3TO OJAUH U3 UCTOPUKO-KYIIb-
TypHbIX anokpudos, co3nannbix lllectako-
BOil. B monb3y mogoOHOTrO npeAnonoKeHus
TOBOPUT CYIIECTBOBaHHE Pa3HOOOPA3HBIX
BAPHAHTOB OMUCAHUS CXOAHOM CUEHBI. Tak,
B nuceMe [1. Jlyoposckoro k IllectakoBoii,
HAIlMCaHHOM Cpa3y MHOcCje KOHYMHBI [TnH-
KU, YUTAEM:

B 1851 romy Muxawn MBanoBu4 cobupai-
Ccsl 3a TPaHUILY, M BBl TOTJIa CaMH MpHUEXaIn
K Hemy B BapmaBy st cBUAaHMS C HUM
Ha KopoTKoe Bpems. [lomHuTE 5H, KaK MbI
MIPOBO’KAJIM Bac B OOPaTHBIN MyTh U OCTaHO-
BWINCH Haja Bucnoii, nepen moctom? bpar
Balll, MPOIIAsACh C BaMH, CKa3all, YTO HUKOT-
Jla y>Ke He )KeJlaeT Oolsee mepeeskarb 1o Ty
cTopoHy Bucinbl... ['pycTHOE 4yBCTBO BO3-
Oy’KIafoT Tereph 3TH CJIoBa...°

He 0e3 Bnustaus crarsu llecTakoBoii me-
pecka3 sMu30/la CTajl JOCTATOYHO IIMPOKO
OBITOBaTH B PYCCKOM OOIIECTBE, oOpacrtas

% Tawm xe. C. 262.

JTMKOBATBIMH MOAPOOHOCTSMH U TIpeBpalia-
ACh B MOYTH CKA30YHOE «TPUXK/IbI ILTIOHYI
U nepekpectuiica...». bonee Toro. Crnyctd
rogbl Amm30j, omnucaHHbM IllecTaxkoBow,
CTaJl OJHUM M3 apryMEHTOB B IOJIb3Y JIOKa-
3aTeNbCTBA MPUHIIMIUAIBHOTO HEMPUSATHUS
o3aHUM | TIMHKOM coBpemeHHOU eMy Poc-
cun. Ho, kak mpexacraBisieTcs, o caMOMy
CBOEMY CYIIECTBY BCE OBLJIO MHAYE.

V I'TIMHKU NeHCTBUTEILHO B MOCIIEIHUE
rofibl >KM3HU OBbUIO CJIOXKHOE OTHOLICHUE
Kk Poccun u npexnae Bcero k Cankr-Ilerep-
Oypry. Ha To OblJI0 MHOTO MPUYUH, B TOM
yuciae W JauyHoro xapakrepa. Ho, myma-
€TCs, OCHOBHAas IPUYMHA TOMY COCTOsIA
B a0COJIIOTHOW HECOBMECTUMOCTHU €ro CTa-
peIoIIero opraHM3Ma ¢ KIMMaTHYeCKUMHU
ocobeHHOCTsIMU Topona. «bynp s 310poB,
MHe Obl ObLTO0 uynHO B [lutepe», — mucan
OH CECTpE MEHbIIE YEM 3a IOl 0 OThE3-
na'®. KoHeuHO, Jps3TM C OIIIOHEHTaMH,
TO Y JIETI0 BO3HUKABIIIHNE Y HETO IO MOBOTY
u 0e3, CyIIEeCTBEHHO OCIIOXKHSIIN CUTYaIIHIO,
SIBHO MeIllasi CIIOKOHOMY U KOM(OPTHOMY
camoolyueHno komnosuropa. Ho Bcé xe
CHPOKJISITBIA KJIMMAaT» CEBEPHOM CTOIMIIBI
BCET/Ia CTOSJI Y HEero Ha nepBoM mecte. Kak
nucan I mnaka cectpe 28 uronsa 1855 rona:

MHe pelnTeNbHO BPEAEH 3ICIIHIIA KIIMMAT,
a MOXeT ObITh, €mé 0Oojee pacCTparBarOT
3[0POBbE 3JICIIHUE CIUIETHUKH, Y KaXXIOro
Ha KOHUYHUKE A3bIKa [10 MAJIOH MEPE XOTh Kall-
s syt

Ecmu nonmyctuts, uro onucannsii Ilec-
TAKOBOM 3IA30]l UMEJ MECTO, KpaliHE COM-
HUTEJILHO, YTO B MoBeAcHUEe [TTMHKM ObLIa
3aJIO)KCHA TOJUTHYECKas COCTaBIISIONIAS.
[muuka BOOOIIE Yypalics TMOJUTHKU U TEX,

10 Muxawnn MBanosuu ['munka. Jluteparyproe nacnenue. .. C. 549.

T Tam xke. C. 551.
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KTO cyuTai ceds mpuyacTHbIM K Hell. Oco-
OEHHO 3TO KacajlaoCh PYCCKUX SMHUIPAHTOB,
obocnoBaBmuxcs B EBpone. Kak ormeuan
Hen, nutupyemsii [llectakoBoii B cTarbe:

JIro0onBITHYIO YepTy B KHU3HH [JMHKH CO-
CTaBISUIO HEPACIOJIOKEHUE K HOBBIM pPYyC-
CKUM KHBILIUM 32 TPAHUIICIO MTOTUTUYECKUM
MUcaTeNsM, KOTopble nmucainu npoTus Poccuu.
Ecnu 3axoguna peub 00 HUX, TO OH paslpa-
JKaJICS 10 SIPOCTH, TaK 4TO s HE pa3 oracaics
ynapa. Bedepom, koraa 3To ciay4anoch, TPya-
HO OBIJIO €ro ycmokouth. UToOBI m30ekKaTh
MOJOOHBIX CIyYaeB, s1 HE JOMyCKal HUKAKIX
MOJMUTUYECKUX PA3rOBOPOB M HAIIOMHUHA TI0-
CETUTEJISIM, YTO 30HTUKH, KaJIOIITH U TIOJHUTH-
Ky OHHU JIOJDKHBI OCTaBIISATh 32 JBEPSAMHU. JTa
IIyTKa yAaBajiach, U [ JIMHKA TOTYAC e YCIo-
KauBayics. Ecnu ske OH caM HauuHall pasro-
BOp O MOJUTHKE, TO OOBIKHOBEHHO C HUM CO-
DJIAIIATNCH U HE TIPOTHBOPEUNIIN HU B 4éM'2,

Jlro60Bp Imuuku x  OTteuecTBy
TpyAHasi, TMepeMeHYnBast HUKOIZa HeE
ocTamisia ero. M TpakToBKa OMUCAHHOTO
3MK30/]a KaK BBIPAXKEHUE JKEJIaHUS KOMITO3H-
TOpa «CTPSAXHYTH MPax HEMOOUMOM POTUHBI
C HOT CBOMX)» BBIIVISIIUT B BHICIICH CTCIICHU
COMHUTENBHO. DTO ouryman aaxe B. Cra-
coB. B 1885 rony, onupasice Ha TEKCT CTATbU
[IIecTakoBo#i, OH BCE ke J00ABIISII, UCKPEH-
HE HEJI0yMeBast:

U »1o Bockimmman [mmaKa, KOTOPHIN ObLT Ye-
JIOBEK TAaKOM MATKHA W KPOTKUMH, KOTOPBIN
BCIO KM3Hb TaK CTPAcTHO, TaKk Oecrperesnb-
HO Jiro6un Poccuro!

Coxpansisi U TOIBI CITYyCTS PEBHOCTHOE
OTHOIIIEHWE K OpaTy W ero cyapoe, KOMITO-
HYysSI COOBITHSA M (DAKTHI TakK, YTOOBI KaxI0-

MY YHUTATENIO CTajo SICHO: TyIa My3bIKaH-
Ta, HE BbIJEpKaBIIasi Mary0 peanbHOCTH,
ObUIa BBITECHEHA U3 MHpPa 37100CTBYIOIIUMU
3aBUCTHUKAMH, HE TPOCTUBIITUMHU KOMIIO-
3UTOpY ero renuanbHoctd, — lllecrakoBa
OTKPOBEHHO HaBSI3bIBAJIa TAKOE BUJIEHUE CO-
OBITUI CBOMM YUTATEIISIM, TIOJIb3YSICh CBOMM
CEeMEWHBIM CTaTyCOM U JIMUHON MPUOIKEH-
HocThio K Immuke. IlpaBna, emé€ B 1950-¢
ronsl A. OproBa pemmiaach B IPUMEYaHUU
K TEKCTY CTaTbU OCTOPOXHO 3aMeTuTh: [le-
CTakoBa BOOOIIE ObUTAa CKIIOHHA «HECKOIIBKO
NPEYyBEIMYNBATh HEYCIIEX W HENMpPHU3HAHUE
[TUHKY TpU €ro KU3HU» 'Y, 0CTaBUB, BIPO-
yeM, 3TO HaOIIoeHNE Oe3 ITOSICHEHUH.

EcTp B cTatbe u 0coOBIil 3mM30/, TpeOy-
IOIUH UCKIIIOYUTENIBHO aKKypaTHOW HUHTEp-
nperanun. Peur una€t o npockde k 3. Jleny
n B. KammepoBy kak K JIFOASM, HaXOJIWB-
mumMcs psiioM ¢ [muakoit B bepnune, coo06-
IIUTh BCE, UTO U3BECTHO UM O MOCJIEIHUX
HEJIeNISIX JKU3HU KOMIIO3UTOopa. Bummmo,
C Takou ke mpochOoi oOparmics k [enHy
u B. DHrenprapar.

Otserun mu Kammepos Ha mpockOy [lec-
TakoBOM, — HeusBecTHO. Ho cBoMMU Boc-
MOMUHAHUSMH O KOHUYMHE [ TMHKYM fenurcs,
MUHYS cecTpy kommo3utopa. CoXpaHHIOCh
ero nuceMo Y. Typresesy, B KOTOPOM MOJIO-
O MY3bIKaHT MOAPOOHO, XOTS U B BEChMa
HECAEP)KAHHBIX TOHAX, C HCIOJIb30BaHUEM
He(OpMaNbHOM JTEKCUKH (Ja)ke CITyCTs TO/IbI
OCTaBaBUICICS HE TPUEMJIIEMOIT JJTsI TTe4aTH )
OTHCHIBAJ KOHUYMHY [ TMHKY 1 THU, IpeIIe-
CTBOBABIILIKE €.

UccnenoBatenu ¢ mogHBIM OCHOBAHHUEM
U OYCHb JIUIJIOMATUYHO HA3BIBAIA COJEP-
YKaHWE MHUChMa CBHUJIETEIHCTBOM TOTO, YTO

12 TiuHKa B BOCIIOMHUHAHHSAX COBPEMEHHHKOB. .. C. 308.

13" CracoB B. B. TopmM03bl HOBOTO PYCCKOTO HCKyccTBa. BriepBbie onmyOnukoBana B: BectHuk EBporibl.
1885. Llut. mo: Cracos B. B. M30pannsie counnenus: B 3 T. JKubonuch. CkynenTypa. My3ssika. M.: MckyccTBo.

T. 2.1952. C. 571.

14 TrinHKa B BOCIIOMUHAHHSAX COBPEMEHHUKOB... C. 396.
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«...MoJonou Apyr IMHKKM HE cyMmeln pa3o-
OpaTbCsi B CIOXKHOM TCHUXOJIOTMH TSIKEIO
6ompHOTrO yenoBeka. Pacckas Kammeposa
HaTypaJIMCTUYEH U HECKOJIBKO kKeCcToK. Co3-
NA€Tcsd BIEUYATIICHHE, YTO CMEPTh [JIMHKH
[Iopa3ujia aBTopa MpeXkAe BCEro HEepuIsi-
HOCTBIO Mpolecca (PU3NYECKoro paspyiiie-
HUS U COIyTCTBOBAaBIIEW €My HpPaBCTBEH-
HOU enpeccum» .

Cynd 1o COBOKYNHOCTHM HaJIM4YECTBY-
IOIIUX JAOKyMeHTOB, KammepoB nocrarou-
HO OTCTPAHEHHO U Ja)X€ LMHUYHO OTHECCS
K CMEPTH MY3BIKaHTA: «...s CEPACYHO IPO-
ctuiics ¢ [ muHkoit, mpoBokas ero Ha Kpeitr-
oepr [knanbume B bepmune. — C. JI.], HO
0e3 cokajeHus», — mucan oH TypreHey!'®.

Camo xe nucpMo Kamneposa Tak nozaei-
CTBOBaJI0O Ha TypreHesa, 4TO TOT, PEIIUB-
IUCh, CPOPMYIUPOBaANl CBOE OTHOILIECHUE
K MPOUCHIEANIEMY U CBOE€ IIOHMMaHUE KO-
HEW paHHEU KOHYMHBI [ TMHKM:

[Tapmx

25-ro mapra 1857 1.

...Cnacu6o, uckpensee cnacuodo 3a mucbMo
U 32 MOIPOOHOCTH O MOCIEAHMX MHUHYTaxX
[uHKH, XOTS paJJOCTHOTO B HUX Mallo, 3aTO
MHOTO noy4urtensHoro. Heyxenu xe ecnu
YeJIOBEK HE PETUTHO3€H, — TO HEMPEMEHHO
NOJKeH ObITh uHuYeH? Wi, ymupasi, onuH
PEJIUTHO3HBIA YEJIOBEK MOXKET OCTaBaTh-
cs yenoekoMm? bena B ToM cocrosiia, 4To
y I'muHKM He ObLIO HU PEIUTUU — HU BEPHI,
T. €. HUKakoi Bepwl HU B Kpacorty, Hu B Hc-
KyCCTBO, HU B JIOCTOMHCTBO 4€JI0OBEYECKOE.
bein y Hero 60mbIION TajJaHT — HO IMOMasl

OH B 00JI0TO NeTepOypPrcKON KU3HH, XBATHII
3apaspl BRICOYAMIIEH MPOTEKIIMA — KCTaTH,
TYT SIBUWINCH TPUPOKIEHHAS JICHB, TTapa3u-
TBHI-NIPUATENIN, BUHO, TCHUSJIbHHYAHHE, JIO-
MaHHE€ — U MONUIO BCE K 4€pTy!

DX, Kak MOAyMaellb, CKOJIbKO elé mHops-
JIOYHBIX JIIOAEH JOJDKHO MOTHOHYTH U JIEYb
HABO30M Ha IMOYBY — 4TOOBI 3Ta MOYBA, Ha-
KOHEI[ ynoOpeHHasi, MpuHecia OOMIbHBIC
U OnaroTBOpHbIe w0k ! !

KammepoB Obl1 HE OJUHOK B CBOEM
HETEpIEINBOM KEJIAHUU paccka3arb 3Ha-
KOMBIM O CMEpPTH [JIMHKM U TOCYJauuTh
¢ HUMH Ha ceil cuét. K mpumepy, Omrkaii-
IIMI HEeKorja apyr kommnosuropa, H. Mens-
TyHOB, B miuchbMe A. I'epuieny ot 28 dheBpans
1857 roma B oOmMX yepTax MOBTOPSI Ha-
omonenus KammepoBa, HO TOH TOBECTBOBA-
HUS OBbLI MPUHIIMIHATBLHO WHBIM, J1a U TOJ-
YEPKUBAJIUCH CYLIECTBEHHO MHBIE CTOPOHBI
MPOUCXOUBIIIETO:

Beln s korma-tTo O4YeHb JPYKEH M C MY3bI-
KaHTOM [JIMHKOM: MBI ¢ HUM OBUIM OJIHO-
KOPBITHUKH M OJHOKAITHUKHU. beaHsIK ymep
Ha JHAX B bepivHe, U ymep npekpacHo: HE
TOJIBKO CIIOKOWHO, JTa)Ke TIOYTH BECEJI0, IIy-
THJI HaJ CMEPTHIO eli¢ 32 HECKOJIBKO YacOB
110 He€ W HU OJT KAKWM BHJIOM HE XOTEI ITy-
CTHUTH K ceOe moma: «5I HuKoraa, MoJ, He JIU-
LIEMEpUJI, @ TETePh U MOJABHO HE X0uy»'s,

ITo Bcel BUIMMOCTH, NHUCbMaMHu MeJib-
ryHoBa u KammepoBa neino He orpaHuyu-
BAJIOCh, U CIYXOB, OKPY’KaBIIUX HCTOPHUIO
KOHYHMHBI [nHKH, ObL10 HeMano. OcobeH-

15 TypreneBckuii cOopHuK. Marepuaibl K OIHOMY coOpanuto counHenuit u nucem U. C. Typrenesa.
T. 1/ pen. M. I1. Anekcees, H. B. W3maiiinos. M.; JI.: Hayka, 1964. I1y6n. T. I1. [onosanosa. [lomnuHaNK

xpanutcs B ['TIb (P. 795, Ne 80). C. 383.
16 Tam xe. C. 389.

7 TypreneB U. C. TlonHoe cobpanue counnenuii u nucem: B 30 T. U3xa. 2-e, ucnp. u mon. M.: Hayka,

1987. T. 3 (1855-1858). C. 212.

'8 [Tucemo H. MenbrynoBa k A. I'epueHy ObLIO BrepBbIe OIMyOIMKOBaHO B: JIuTepaTypHOe Hacliemue.

T. 62. Ku. 2. C. 391.
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HO aKTMBHO OHUW HACHIIIAIN MY3BIKaJbHYIO
atMocepy Poccum B 1857 romy. Tak,
A. JlaproMbDKCKHMII 1O Cj€JaM OXBaTHUB-
el BcexX MOTPEOHOCTH y3HATh HAKOHEI-TO
«mpaBay» nucain JI. Kapmanunoi:

He nepenaro. .. myCThIX TOJKOB O MPUYHMHAX,
YCKOPHMBIIMX CMEPTh €r0, IIOTOMY YTO BCSI-
Ky OOJITOBHIO JIFOOJIO MPOITYCKaTh MHMO
yie. .. "

C rogamu cinyxu noytuxiau. Ho uepes
12 ner nocne cmepru Inmuuku Kammnepos,
UCIIOJIb30BaB ()parMeHThl CTAporo muchbMma
TypreHneBy u 3HaYUTEIBHO CMSTYUB OT/Eb-
HbIE BBIPAXKEHUS, OITyOINKOBAJl MX KaK CBOH
BOCIIOMUHAHMSA O [nHKe. A 4depe3 roj mno-
aBuiack craths lllectakoBoii, u Oosee uem
BEPOATHO, YTO OHA MPUCTYNHJIA K €€ HaIlu-
CaHUIO Paj TOTO, YTOOBI U3MEHUTH U YyTOY-
HUTb NPEACTABICHUS OOIIECTBEHHOCTH 00
00CTOSTENLCTBAX KOHYMHBI | TMHKH.

Pa3zHopeuuBble CBHAETENBCTBA O IMO-
CIIEAHMUX JHAX [TIMHKM M ero KOHYMHE, I0-
SBUBLIMECS B PYCCKOM KYJIBTYPHOM IIpO-
CTPaHCTBE 3a MPOIIEAIINE TOAbI, ObUTH Ha
pyky lllecrakoBoil. BoccrtanaBnuBas npouc-
HIeqIIee C YyXKHUX CJIOB, OHa Oblia BIIpaBe
BBIOpATh Cpeay HUX HE T€, YTO OBLIN OmmKe
BCETO K UCTUHE (0 4Y€M OHAa M HE MOTIJa Cy-
TUTh, Oyaydn Jajaeko oT Opara), HO Te€, UTO
MPECTABISIINCh €l HamOoiee BO3MOXKHBI-
MU, 0J1aro00pa3HbIMU, JAIOUIUMU, K TOMY
e, POCTOP JUIsl BEIPAXKEHUSI COOCTBEHHBIX
YyBCTB U IIEPEKUBAHUM.

B cBoeit memopuansHol craree Illecra-
KOBa onMpanack Ha nuceMo 3. JleHa, He 0e3
OCHOBaHMI Tojarasi ero 0ojee B3BEILICH-
HbIM U JOCTOBEPHBIM. 371€Ch OHa ObLIa HE
oauHoka. K npumepy, B «Pycckoii crapuney,
B TOM K€ BBIITYCKE, IJ1€ IPUBOJMIIACH CTAThs
IIlecTakoBOii, JIOIOJHECHHEM K HEW OBLIN

OMYOJIMKOBAHBI BBIJCPIKKH M3 «3alHCOK»
H. KykonpHuka, cogep:kaBiiie B TOM YUCIIE
BOCITIOMHHAHHUSI O €10 COOCTBEHHOM yYacCTUU
B OpPraHU3alMU TOPKECTBEHHON MaHUXUbI
I10 MOJyYEHUH U3BECTUS O KOHUMHE [ TMHKH
(1857 rom) m mombITKax HalAAUTh UMEHHO
¢ JIeHoM KOHTaKTHI AJisi cOopa HHpOopMaAITUU
0 JIETAJISIX yX0/1a KOMIIO3UTOPA.

beuto nu mpuBenénnoe B crarbe lllecra-
KoBOM muchMO JleHa (B mepeBojie ¢ HeMeEIl-
KOT0) KOIHMEN OTHPaBIEHHOro uM B. DHrenb-
rapATy WM HEMEUKUH MY3bIKaHT OTBEYall
cectpe [TMHKM HanpsiMyr0, — YCTaHOBUTH
noka He yzaajnochk. OgHaKo XapakTep AOKY-
MEHTA I03BOJISICT NPEAINOIOKUTh, UYTO Ce-
cTpa I IMHKHM NMPOCTPAHHO LIMTUPOBAJA €TI0
JUIS TOTO, YTOOBI HE TOJIKO BOCCTAaHOBUTH
ATUYECKYI0 M PEIUTHO3HYK CIIPaBeIUIN-
BOCTb B OTHOIIEHUM yMuparolero [mHku,
HO U «OIPABAATHCSD NIEPEN YUTATEIIEM U Ca-
MO co00# B CBOEM «HEYUYaCTUMW) B TTOCTE/-
HUX JTHSX )KU3HU Opara.

Bunumo, 3Ta noTpeOHOCTH TPY30M JiexkKa-
na Ha namatu [llecTtakoBol B TeueHUE BCex
JIeT, MPOUIEAIINX MOCIe€ CMEpPTH [JMHKH.
Otcroga — akUEHTUPYEMOE B TEKCTE CTaThbU
ONPABABIBAIONICE YTBEPKACHUE O TOM, YTO
HUKTO HE MOCYMTAN HY>KHBbIM CBOEBPEMEH-
HO YBEJOMHTH €€ TeJerpaMmon o Oose3HH
U KOHYMHE [TMHKHM, 9TO OBIBIIME TIPU HEM
JIIOAN CaMOCTOATENIBHO PaCIOPSIUIINCH T10-
rpebenreM kommosutopa B bepiune... Xots
Y 3/1€Ch BO3HUKAIOT BOIIPOCHI.

B yrBepxkaenusax lllecrtakoBoi nmpocma-
TPUBAIOTCS SIBHBIE HEYBSA3KU C IUTUPYEMBIM
er0 nucbMoM Jlena. Hemenkuit mMy3bIKaHT
nucaj, 4To cpasy ke Mocjiall cecTpe cooo-
IIEHWEe O KOHYMHE Opara; HalOMHUHAJ, YTO
HaArpoOHbI nmaMsaTHUK B bepnune («mpo-
CTOM MaMSATHHUK U3 CHJIE3CKOTO Mpamo-
pa») ObUI BPEMEHHO YCTAaHOBJIEH HMEHHO

1 I'miHKa B BOCIIOMHHAHHSAX COBPEMEHHHKOB. .. C. 310.
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I10 JKenaHuio cecTpsl. [loueMy conepxkanue
IIMCbMa TNPOTHBOPEUMIIO  YTBEPKICHUAM
[IlecTakoBoii, — HENOHITHO. B03MOXHO,
MPOU30LIEN MOYTOBBII COOM, U OHA HE MO-
Jyduia BOBpeMms mnociaHHoe JleHom co-
obmenne o konunHe [numuku. Ho ckopee
Bcero, y lllecrakoBoi Mo MpoOIIECTBUM JIET
CJIOKMJIACh CBOSI KAPTUHA TE€X TParun4ecKux
JIHEH, MMEBIIasg Majao OOIIEro C JEeHCTBH-
TEJIBHOCTBIO, HO MO3BOJISIBIIAS €1 BBIPA3HUTh
MIOCTOSIHHO INOXKYLIEE CTPEMJICHUE HaWTH
BUHOBAaTbIX B IMPOMUCIIEIIIEM, B KAaKOH-TO
MEpe YMEHBIINB TAKUM 00pa3oM TOT KOMII-
JIEKC BUHBI, 4TO Oynopaxus €€ MOoJCO3Ha-
Hue. [lepéuenns c ero ke camoi MPUBOJUB-
mmMucs ¢akTamu U3 nuckMa JleHna yxe He
VIMEJIN B 9TOM CJIy4a€ HUKAKOIO 3HAYEHUS.

Orcroma — ¢ Tpy#oOM CHEpKUBAEMOE
B CTaTb€ pa3lpak€HUE IO IOBOILY CBOETO
TParu4eckKu CIy4ailHOTO «HCKJIFOUCHUS
W3 4YMCIIa NIPUYACTHBIX K MOCIEAHUM JHAM
®u3HU Opata. OHO COXpaAHSIIOCH MO OTHO-
LICHUIO TMOYTH KO BCeM, KTO Boiseil IIpoBu-
JIEHUS CTAJl CBUAETENIEM KOHUMHBI [ TMHKY 1
ero norpedenus. XapakrepHo, uyto o Kamme-
poBe B 310i1 cBs3u IllecrakoBa BooOIIE HE
ynomuHana. 3aro JleH He ObL1 000HIEH e
BHUMaHueM. Ho BHMMaHMEM NpeAB3SITHIM
U arpeccuBHbIM. B TOM uncie u u3-3a Toro,
YTO BONPEKU €€ MPOChOe TaK U HE MpHUCIIal
eil mIappok, «KOTOpbIi OpaT OYEeHb JIIOOUIT
U B KOTOPOM YMEp».

...4 mpocuia JleHa mpuciaTe MHE BEIH,
OBIBIIIE CaMbIMH ONMM3KMMH Opary: oOpa-
30K, mopTtper Onu, GpaMuIbHBIA TEpCTeHb
U, MEXJy ITPOUnM, nuapoK, KOTOPhIiA Opart
OYEHB JIIOOWII ¥ B KOTOPOM ymep. Uepra Jtro-
OombiTHast: [leH, mpucklias BCE Te BEIIH,
0 KOTOPBIX 5 MPOCHIIA, HE IPHCITa nutadpoxa.
«He moceinato xanara noromy, — nucain [len
C cOO0pa3UTENFHOCTHIO BIOJTHE HEMELKOIO,
— YTO XaJaT CJIMIIKOM CTap, U Bbl U3 HEI'O
HUKAKOTO YNMOTpeOJeHUSI HE MOXKETe
caenats [paspsaka asropa. — C. JI.].

20

Cyns Kak 1o BIOJTHE OTYETIMBO MPOYH-
THIBAEMOMY B TOATEKCTE MocienHen ¢pa-
3bl €XHUJICTBY, TaK U MO UHBIM JIOKYMEHTaM,
[llectakoBa HE CTECHSIACh B BBIPAKCHUU
CBOETO HEMPUATHUS MO3ULIMH, 3aHATOU Jle-
HOM B OTHomIeHMH mnamsaTu I[nuHku. He
HCKJIFOYCHO, YTO MMCHHO C €€ CIIOB CTajo
pacupoCTpaHAThCA yTBEpKIeHUE, 4To [leH
JlaKe TPHUCIIAl €l CYET IO IOXOPOHAM, —
YTBEPKJIECHUE, BIIPOYEM, HE BOILIEAIIEE BCE
’K€ B TEKCT CTaTbhH.

HpaBcTBeHHYI0 KOMIIEHCAILIMIO IIPOUC-
menmemy IllecrakoBa Haxomuna B BOC-
MIOMUHAHUAX O TOM, KaK yIaJIOCh €U mepe-
Be3TH Mpax Opara B Poccuto, kak moMor ei
B 3ToM M. ToncToil, CKOJIb BEIUKOAYIIEH
OBLT MMIIEpaTOp, Pa3pPEUIUBIINNA IKCTYMHU-
poBath Tesio B bepiuHe u MpuBE3TH €ro Ha
poauHy, Hackoybko BHUMareneH Obut O. [Te-
TPOB, MTOMOTABIIHNK C yOpaHCTBOM Trpolda...
B noBecTBOBaHHMM 00 3THX COOBITHSX 34
KQKJIOW CTPOKOM CTaTbd YUTAJIOCH BIIOJIHE
MOHSITHOE YAOBJIETBOPEHHE 3a YAaBIIeecs
eil BOCCTAHOBJIEHHE CIPABEIJIMBOCTH B OT-
HOIIICHUHU NaMATH OpaTra ¥ MCIOJHEHUE Ce-
CTPUHCKOTO JI0JITA, XOTh B KaKOH-TO Mepe
obmeryaroriee s HEE caMOM TAKECTh MYK
COBECTH 32 TO, UTO «HE CyMea», «HE ycIie-
Jay, «He pazaenuiiay... Ho, uto nis He€, Bu-
IUMO, OBLJIO Ba)KHEe BCEro, — He I0 Co0-
CTBEHHOM BHHE.

Cratpda «llocnennne roapl )KU3HA U KOH-
ynHa Muxauna MBaHoBuua [ TMHKM, BOCIIO-
MHHaHUs cecTphl ero, JI. M. IllectakoBoii.
1854—1857 rr.» ObUla HE CAUHCTBCHHOM,
B KOTOpPOHM CeCcTpa KOMIIO3UTOpA CTapaliach
BOCCO3/1aTh 00pa3 Opara, 0COOEHHOCTH €ro
Xapakrepa, B3aMMOOTHOILIEHUS C IPY3bsMHU,
OXXKHMJaHUS ¥ TBOpYECKHE HaAexkapl. Cumii-
TOMAaTUYHO, YTO MX OOJIbIIAs YacTh JIOJIT0E
BpEMsI OCTaBajach HEU3BECTHA UUTATEIISIM.

Tak, craress «M. WU. ITMHKa B BOCIIOMHU-
HaHMSX €T0 CECTPbD» MosiBUJIach B «Pycckoit
crapuHe» (1. 44) B 1884 roay u, kak CBHU-
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JIETEIIbCTBYIOT JOKYMEHTBI, COTPOBOXK/IAB-
mue e€, ucxomno (B 1880 romy) mpenna-
3HAYaJIach TOJBKO JIJISi CBEJIEHUS pelaKkTopa
(M. CemeBckoro). Tem He MeHEe CITyCTS ue-
ThIpe roja (Bo3MOXKHO, K 80-neTuro [ nHkm)
cTarhsi ObliIa OIyOJIMKOBaHA, HO C XapaKTep-
HBIM MPEAYBEIOMIICHUEM:

Ot penakuuu. JlocraBienusiii B 1880 roxy,
IpU TPUBEAEHHOM BBHINIE K HaM IMHCHME,
OuepK BbICOKOyBaxaemou Jlrommuier MBa-
HOoBHBI IllecrakoBoil mnpenHa3HAYEeH €10
TOJILKO JJIsl IMYHOTO HAIIETO CBeieHus. Tem
HE MeHee, TaK KaK BCE, YTO OTHOCHUTCS JI0 Be-
JIMKOTO Hamiero kommnosutopa M. U. I'mun-
KU, HHTEPECYET BCEX PYCCKUX JIIOZEH, TO MbI
U [103BOJIIEM ce0e MOMECTHUTD 3Ty CTaThiO Ha
cTp. «Pycckoil cTapuHbl», B HaJAEKIE, YTO
JI. M. lllecTakoBa HaC U3BUHUT 3a Hapylle-
HUe e€ jKeJaHHs BO3MOXKHO J0Jee CoXpa-
HUTH €€ CTaThI0 B PYKOMMHUCHOM BH1e”.

Uto mpowusomnuio, mouemy Bojsi Illecra-
KOBOW ObLTa HapyIIeHa, MOYeMYy 3ampeT ObLI
cHAT — HeusBecTHO. Ho zeto ocraBunu 6e3
pazOuparenbCcTBa.

Croub XK€ CIIOPHOW B STUYECKOM ILJIaHe
Obuta U myoOnukanus crarbu «bsutoe Imun-
KU U €r0 pOoAuTENei», MOSIBUBIIEHCA B Te-
yatu B 1892/1893 romax, B «Exxeromguuke
UMIIEPATOPCKUX TeaTpoB» (OTACIBbHBIM TH-
paxoM pabora Beinuia B 1894 romy, Toxe,
BUIMMO, K roOwiero [uaku). Hanmucanuas
o naumaruee B. CtacoBa u 1o ero npe-
BapUTEIBLHOMY IUIaHY, OHA TOXE HE MpeaHa-
3HaYaaach ISl CKOPOH MyOIUKaIK, HO TEM
HE MCHEe BBIIIA B MEUaTH, BBI3BAB IIHPO-
KUH pE30HAHC.

20 Tam xe. C. 362.

Ckopee Bcero, IllectakoBa Bo3paa-
Jla IpoTUB npoucxoxaswero. Hemapom emé
B 1889 rony Ha kOHBEpTE, B KOTOPBII ObLITH
BJIOYKEHBI JINCTKU APYTrOi pyKOIIUCH, OHA Ha-
nucana, oopamasce k B. CracoBy:

Hoporomy Mmoemy baxy. [Tociie Moeii koHuun-
Hbl npoity Ero u Bapsapy JImurpuesny Ko-
MapoBy [aoub JI. B. CracoBa, mieMsHHHUIIA
B. CracoBa. — C. JI.] pacniopsiAMTbCS MOU-
MU 3alIMCKaMHU 10 UX ycMoTpeHuto. Jlronmu-
na lllecrakoBa 1889 rona 20 aBrycra?'.

CracoB nogaepsxkan LllecrakoBy. B npu-
IIMCKE HAa TOM JK€ KOHBEPTE OH, IepenaBast
Marepuainsl B mneparopckyto [Tyonnunyro
O1ONIMOTEKY, X01aTalCTBOBA:

[Ipunocs B nap Mmmneparopckoit [TyOmmu-
HOIl OubnuoTexke «My3bIKadbHbIE BOCIO-
muHanus» JI. U. IllectakoBoil, TOKOPHO
npoiry bubnunoreky B mpomoKeHHUE KHU3-
Hu JI. U. lllecrakoBoi U MOEN HE TOJBKO
HE JiaBaTh UX B Il€4aTh, HO U HE JO3BOJATH
gutath HUKOMY. B. Cracos. CIIb., 1 nrons
189322,

[To xemanuto JI. MB. IllecTtakoBoi, BbIpa-
KEHHOMY B IHMCbME KO MHE, HACTOSIINE
«3amnuckuy» ObuUTM cnucaHbl ¢ 1 jgexaOps
1894 rona no 8 nexabpst Exarepunoro Ie-
OprueBHOI0 MakapoBoW [Ji1 Hare4yaTaHus
B TearpasbHOM ExeromHuke moj penaxiu-
et A. E. Momuanoga. B. Cracos. 1 gexaOps
1894%,

[Ipocrhba, BUIMMO, BO3BIMENIA OTKIIHK.
Toneko mnociae koHuuHBI IllecTakoBon
u B. CracoBa (06a ckonuanuce B 1906 rony,
C pa3HMIIE B HECKOJIBKO MECALEB) OBLIU

2l PozanoB A. C. JI. 1. IllecrakoBa. Mou Beuepa // [TamsaTHuKH KynbTypbl. HOBbIE OTKpBITHS. 1988. M.:

Hayxka, 1989. C. 164.
22 Tam xe.
2 Tam xe.
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Hareyaranbl (pparMeHTHl cTatbl «Mou Be-
yepa» (CTaThs JOILIA J0 HAIETO BPEMEHU
TOJIBKO B KOIHH), MPEJICTABISIONIENH cO00M
BOCTIOMUHAHUSI «HE MY3BIKaJIbHOTO JesiTe-
75, a HEMIYTOoM, T00poskenareIbHOu U aes-
TEJIHHOM JKEHIIUHBI», KaK XapaKTepH30Ball
ux A. Pozanos*.

Jlronmuna MBaHoBHA Hayana mucarb 3TH
BocrnioMuHanus 31 mas u 3akoHumna 15 aB-
rycra 1889 rona, paborasi HaJl TEKCTOM IO
npocb0e CracoBa M MOCBSITUB HAlMCAaHHOE
emy xe. DparmMeHTs! paboThl OBLIH OIYOIH-
KOBaHbI B «PyCCKOM My3BIKAJIBHOW Ta3eTe»
BriepBbie B 1910 rogy (Ne 41) u emé uepes
TpH rojia, B TOM € U3aHUH, 110/l Ha3BaHU-
eM «M3 Hen3maHHBIX BOCIIOMHMHAHUI O HO-
BOM pycckoi mkose» (1913, Ne 51/52).

A. Po3aHOB oTMeuaJ, 4To B ATUX IMyOJH-
Kaiusax «Mou Beuepa» BBIIUIM JAJEKO HE
B [IOJIHOM BH/JIE:

3HauuTEeNbHAS, U IPUTOM OYCHb HHTEPECHAS
U IIEHHAas, 4acTh MX TEKCTa OKa3ayjach 0e3
BCSAKHUX OTOBOPOK BBIMYIIEHHOW. A TaB-
HOE, MPU 3TOM TEKCT «3alrCOK» MOABEPTCS
HE BCErJa yJauHOMY PEIaKTOPCKOMY BMe-
IATENbCTBY M JOCATHOW CTHUIMCTUYECKOU
npaBKe?.

Ckopee Bcero, UCCIIeI0BaTelb ObLT MpaB:
TIPOMCXOIMBIIIEE C MYOIUKAIIUSIMHI MaTepra-
JI0B OBLIO CBSI3aHO C BbICKa3biBaHusMU Ille-
CTaKOBOW O 3/IPaBCTBOBABIIMX JIFOISX, YTO
NPEICTABISIOCH €€ APY3bsIM U COBETYHKAM
KpaifHe HeXeIaTeIbHbIM™,

JomxHo ObL10 TIpoiiTu enié 75 neT, mpe-
xKne deMm Onaromapst ycwiusim A. PozaHoBa
YUTaTeIh CMOT IMO3HAKOMHUTBCS C ITOJHOM
BEPCHUECH CTaThH, TIOCIIEAHEH U3 CepPUU BOCTIO-
muHaauil JI. IllecraxoBoit’’. K coxanenuro,
9Ta MyOJIMKAIKS MPOIILIa MMOYTH HE 3aMEYUCH-
HOH MPpOoQeCCHOHATIBHBIM COOOIIECTBOM?S,
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B KynbrypHoe Hacnepgue B uctopudeckoi oueHke H I

Hayunas crates

HayuHas pesatenbHocTb [ocyaapcTBeHHOro
MY3bIKASIbHO-NEAArorM4ecKoro MHCTUTYTa MMeHU MTHeCHUHbIX
B NepBoe fgecsaATuieT1ue ero paéorbl™*

Tarbsana UBanosHa Haymenko

Poccuiickaa akademus my3viku umenu I necunulx,

2. Mockea, Poccutickas @edepayus,
t.naumenko@gnesin-academy.ru®, https.//orcid.org/0000-0002-0286-2339

Annomayua. Ha ocHOBE TOKyMEHTOB, XpaHsIuxcad B PoccuiickoM rocynapcTBEHHOM apXuBe
JIUTEPATypbl U UCKYCCTBA, aBTOP CTaThU OCBEIAET UCTOPUUYECKUN KOHTEKCT OTKpBITHS B 1944 rony
MY3BIKaJIbHOTO By3a HAyYHO-METOUUECKOTO IPOQHIIS, a TAKKE TaET OLEHKY MEPBOMY JAECITUIECTUIO
ero pabotsl. Kak xapakTepHast 0COOEHHOCTh OTMEUAETCSI OTCYTCTBUE SPKO BHIPAKEHHOTO «IIEPHOJIA
CTAHOBJICHUS», IIOCKOJBKY J€ATEIbHOCTh [OCYNapCTBEHHOIO My3BIKAJIBHO-IIEAArOIrMYECKOrO
uHctutyta (IMIIM) nMenn I'HecHHBIX omMpanach Ha MOJIYBEKOBOH OIBIT (PYHKIIMOHHUPOBAHHUS
THECHHCKUX Y4eOHBIX 3aBe/ieHuil. PaccMarpuBaroTcs BONPOCH! aKTUBHOTO Pa3BUTHSI MY3bIKaJIbHO-
TEOPETUYECKOr0 00pa30BaHUs TPEXYpPOBHEBOM CHUCTEMbI (OT IIKOJIBI 70 YYMJIHMIIA WU BYy3a),
(bopMHpOBaHUS KAHPOB MY3BIKOBEIYECKOM JHMTEPATyphbl, COTPYAHUYECTBA KOJIJIGKTHBA HOBOTO
yueOHoro 3aBeneHUs ¢ MOCKOBCKOW KOHCEepBaTopue u ap. ABTOp CTaTbU MOTYEPKUBACT, UTO
co3ujarenbHas Hay4HO-MeToan4eckas pabora noa pykoBoactBoM Enenst @abuanoBHs! ['HecuHoM
HOCHMJIA IIeJICHANpaBlIeHHbI XapakTep. Ha NpoTsiKeHUM JecsaTuieTus CIoXuiach y4yeOHO-
MeTonnueckas 6a3a mpoQeccHOHaTBPHOIO MYy3bIKaJIbHOTO 00pa30BaHUs BCEH CTpaHbl. 3a KOPOTKOE
BpeMsl JEATeIbHOCTh MHCTUTYTA MpHOOpena Bcecoro3Hbli MacmTad, TemM cambiM ['MIIU umenn
I'HecuHBIX CTaa BBIIAIOIIMMCS IIPOEKTOM BPEMEHU.

Knroueswie cnosa: I'ocynapcTBeHHbBIN My3bIKaJIbHO-IEAArOTMUECKUN HHCTUTYT UMEHU [ HECUHBIX,
My3bIKajgbHOE 0Opa3zoBanue B CoBerckom Corose, Enena @abuanoBHa ['HecnHa, My3bIKOBEUECKHE
UCCIIeIOBaHus, TPO(eCcCHOHATBLHOE My3bIKaJIbHOE 00pa3oBaHue

Mna yumupoeanun: Haymenko T. M. Hayunas nedarensHOCTb ['0CynapCcTBEHHOIO My3bIKAJIBHO-
MeIarOrM4eCKOr0 MHCTUTYTAa UMEHHM [ HECHHBIX B MEpBOE JecATHIIeTHE ero padboTsl // [Ipobnemsl
My3bIKanbHON Hayku / Music Scholarship. 2024. Ne 1. C. 24-36. (Ha anr. 513.)
https://doi.org/10.56620/2782-3598.2024.1.024-036
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30 oxTs0pss — 2 HOsOpst 2018 roma.
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ne of the phenomenal peculiarities

of'the Gnesins’ Institute from the first

day of its existence was the absence
of any kind of acutely expressed “formative
period” — from the first days of its existence,
the educational institution began to work
in such a natural manner, as if it were
continuing a process begun earlier. For that
matter, that was precisely what it was doing:
by that time Elena Fabianovna Gnesina had
already a half-a-century-long experience
of directing the Gnesins’ educational
institutions; moreover, in Moscow there
turned out to be a fair share of good musicians,
who subsequently became the first professors
of the new institute. As her contemporaries
observed, Elena Gnesina possessed the rare
talent of attracting the best specialists to work,
of “drawing together like-minded people.”
[1,p.201]

Of course, first of all, it becomes necessary
to mark the contribution of the Moscow
Conservatory, which generously shared
everything it could with the newly established
institute. This was realized by Elena
Fabianovna in full. In 1946, in connection with
the Conservatory’s 80th anniversary, Gnesina
sent a “filial greeting” from the “firstling-
institute.”! Twenty years later, she already
addressed her Alma mater in the following
manner, in connection with its centennial:
“Dear Moscow Conservatory! Our mother
and grandmother!””> And these were more than
simple words pronounced in honor of a jubilee.
The new institute accepted wholeheartedly the
Conservatory’s academic traditions, which
in the conditions of the second half of the 1940s
demanded a considerably greater input into

the elaboration of the tutorial literature for all
the levels of musical education than was
necessary during the prewar decade. [2]
It is not by chance that at that time critical
evaluation of textbooks became a separate
form of expert activities for musicologists.
[3, pp- 32-33]

By that same time, the particular
views regarding higher musical education
had already been formed; it was seen as
an integration of its most important constituent
parts: musical performance, musical pedagogy,
and activities related to scholarly research.
This influenced to a considerable degree
the subsequent activities of the graduates from
the Gnesins’ Institute: some of them became
significant researchers in various fields
of musicology, including the history and theory
of the performing arts (such as Gnesina’s
pupil Avgusta Malinkovskaya [4]), folk music
studies (Mikhail Fikhtengolts’s violin student
Tatiana Kazantseva [5]), and fundamental
musicological research (Yuri Tyulin’s student
Natalia Gulyanitskaya [6; 7]).

In order to understand how the foundations
of the Gnesins’ Institute were laid and how
their diversity was expressed, it is important
toturntodocuments—aconsiderable portion
of them was passed on to the Russian State
Archive of Literature and Art (RSALA).
The documents preserved there demonstrate
what was the real role of art during the first
decade of the Institute’s existence, 1i.e.,
the second half of the 1940s and the first
half of the 1950s; why the scholarly-
methodological conception turned out
to be more convincing for the opening
of a new musical institution of higher

' Gnesina E. “Ya privykla dolgo zhit'...”. Vospominaniya, pis'ma, stat'i, vystupleniya [ “I Have Become
Used to Live Long... ”. Memoirs, Letters, Articles, Presentations]. Comp. by V. V. Tropp. Moscow: Kompozitor,

2008. P. 218.
2 Op. cit. P. 221.
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education in the capital city that already
possessed a Conservatory; finally, whether
there did, indeed, occur such a harsh
differentiation of scholarly obligations
between the new institute and the Moscow
Conservatory, the former of which being
assigned with the task of creating tutorial
literature, and the other — having set up
the priority of work with fundamental
scholarly research works. It must also
not be forgotten that simultaneously with
the Gnesins’ State Musical-Pedagogical
Institute, the All-Union Scholarly-Research
Institute for the History of the Arts affiliated
with the Academy of Sciences of the USSR
(presently — the State Institute for Art
Studies) was established, which also took
upon itself a significant part of the scholarly
research work in the field of music carried
out in the country.

The documents pertaining to the prewar
five-year-plan, up to the evacuation
of the Moscow Conservatory to Saratov
in the autumn of 1941, testify that during this
period the professors of the Conservatory
had created a whole set of works, among
which absolute precedence was held
not by the monographs, and definitely
not by dissertations, which were virtually
in the single digits in number, but particularly
by textbooks. Among the most significant
of the latter, presented during the final
prewar year, was Istoriya russkoi muzyki
[A History of Russian Music], published
under the editorship of Mikhail Pekelis
(1940), Istoriya zapadnoevropeiskoi muzyki
do 1789 goda [A History of Western
European Music before 1789] written
by Tamara Livanova (1940) and Istoriya
novoi yevropeiskoi muzyki ot Frantsuzskoi
revolyutsii 1789 g. do Vagnera [A History
of New European Music from the French
Revolution of 1789 to Wagner] written
by Valentin Ferman (1940). The simultaneous

27

publication of three textbooks on music
history had its reasons. Beyond the facade
of this significant event there were hidden
processes present, including those bearing
a political character. A certain part of them
were directed against musical academic
education: this was the same old story,
generated practically  simultaneously
with the Conservatory musicology itself.
Both in the prewar and in the postwar
periods, there was a sense of skepticism
present in regard to the expediency
of a specialized musicology department, and
the affair became aggravated, compelling
the musicologists to search for various forms
of “vindication” for their profession.

Yet another “anti-musicological” initiative
emerged in 1936, when the Committee for
the Affairs, created shortly before that, declared
war against “formalism.” This struggle
also reached the Conservatory, to which
the recommendation had been sent to increase
the number of student groups learning music
history disciplines up to 100 people by means
of amalgamation with the other departments.
Due to a lack of textbooks, there arose
the danger of unification of the tutorial
programs, for which music history was
included among the special disciplines.
In April, the session of the Historical
Commission of the Moscow Conservatory
was visited by acting director Valentina
Shatskaya. The historians of the section
expressed their unanimous disapproval
with the proposal of the Committee, having
called it “methodologically unmotivated.”
It was decided that the strengthening
of the status of the profession demands
the swiftest elaboration of textbook
for the entire spectrum of music history.
Shatskaya concluded the session with
the words: “This year, we shall inform
the Committee that we shall engage
in the specification of each major field



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

of studies and the creation of methodological
materials for music history.””

Immediately after the publication
of the set of the aforementioned textbooks,
a thematic number of the journal Sovetskaya
muzyka [Soviet Music] was published
(No. 12 from 1940), consisting almost
entirely of reviews: one by Sollertinsky
on Ferman’s textbook; one by Kuznetsov
on Livanova’s textbook; while the textbook
published under Pekelis’ editorship received
three reviews at once — respectively,
by Alshvang, Belyayev and Rabinovich.

These facts show that on the state level,
priority was given particularly to textbook
literature among all the other genres
ofmuscologicalwriting. Wecouldalsoconsider
the circumstance a weighty vindication
of this that the tutorial-methodological
literature became a constant theme
of the publications in the journal Sovetskaya
muzyka, in which, moreover, not only
the materials already written and published
were discussed, but also future, projected
ones.

Since the middle of the 1940s,
the publication of each textbook was
accompanied by the many-day-long
discussion at the Musicological Section
of the Soviet Composers’ Union and at open
intercollegiate and interdepartmental

conferences in  musical educational
mstitutions. .. In themselves, such discussions
presented a special phenomenon, which
it is necessary to comment. Thus, Volume 1
of Yuri Keldysh’s essays Istoriya sovetskogo
muzykal'nogo tvorchestva [The History
of Soviet Musical Creativity] was discussed
atasession of the Musicological Commission
of the Soviet Composers’ Union during
the course of two days, October 22 and
23, 1947,* and this was only the beginning
of a lengthy cycle of open thematic
meetings. Another textbook by Keldysh
— Istoriya russkoi muzyki [A History
of Russian Music]— was discussed on an open
session of the Theory and Composition
Department of the Moscow Conservatory
collaboratively with the Musicological
Section of the Soviet Composers’ Union;
the session lasted with interruptions from
November 30 to December 17, 19487
The music theory works were discussed
no less exhaustively. A sort of record
was the discussion of Alexei Ogolevets’
textbook Osnovy garmonicheskogo yazyka
[The Foundations of Harmonic Language]
and the tutorial Vvedenie v muzykal'noe

myshlenie  [Introduction to  Musical
Thinking), completed in 1936, albeit,
placed into the plan of discussions

only in 1946. These works were examined

3 Proceedings of the Session of the Department of History and Theory of the Moscow State Conservatory.

RSALA. Fund. 658, List 14, Portfolio 612. P. 906.

* Stenographs of Discussing the Essays of History of Soviet Music [Vol. 1]. October 22-23, 1947.

RSALA. Fund. 2077, List 1, Portfolio 201. 151 p.

5 Stenographs of the general sessions of the department for discussing Yuri Keldysh’s textbook History
of Russian Music. Proceedings of Discussions of Yuri Keldysh’s Textbook History of Russian Music
at the Open Meeting of the Theory and Composition Department of the Moscow State Conservatory
in Combination with the Musicological Section of the Soviet Composers’ Union on November 30 —
December 6, 1948, Vol. 1. RSALA. Fund. 658, List 18, Portfolio 508. 97 p.; Proceedings of Discussions
of Yuri Keldysh’s Textbook History of Russian Music at the Open Meeting of the Theory and Composition
Department of the Moscow State Conservatory in Combination with the Musicological Section of the Soviet
Composers’ Union on December 10—17, 1948, Vol. 2. RSALA. Fund. 658, List 18, Portfolio 509. 133 p.



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1

by the musicological commission
of the Composers’ Union during the course
of 14 days. The overall capacity of proceedings
comprised 1273 pages.°

In such a historical context marked
by excessively steadfast attention
to tutorial literature, which only continued
to accumulate each year, Elena Gnesina
conceived of a musical higher educational
institution of a scholarly-methodological
profile. The Institute was created,
as it 1s well known, in 1944, and at that same
time the first plan for scholarly research
work was implemented. In it the activities
of each of the departments, including
the performances, were indicated.

Three main committals were taken
in regard to the Music Theory Department,
directed by Sergei Skrebkov: the first
consisted in elaborating a coordinated plan
of education in the field of music theory
oriented on its three-level character, since
the system of the educational institutions
founded by the Gnesin family at that
time presented a comprehensive school
comprised of all the levels of musical
education — from the school to the higher
educational institution. On the very first
conference of the Music History, Theory
and Composition Section of the Gnesins’
State  Musical Pedagogical Institute,
College and School, which took place
on September 30, 1944, Skrebkov emphasized
particularly this circumstance: “The securing
of knowledge must be in the form
of textbooks, and here the question is brought
out of creating it in our own conglomeration

of schools (since the goal of the department
1s in directing methodological questions
of musical education not only in the institute,
but in the college, and the school”).”

The second committal was accepted
by Olga Skrebkova, which engaged
in elaborating a plan for new harmony
textbooks and subsequently carried it out in two
forms: Khrestomatiya po garmonicheskomu
analizu [ Chrestomathy of Harmonic Analysis]
(1948) and Prakticheskii kurs garmonii dlya
studentov-vokalistov [A Practical Harmony
Course for Vocalist Students] (1952),
which became the first specialized textbook
after the publication of the Conservatory’s
“Brigade harmony textbook”. Finally,
the third committal provided for a creation
of a textbook of musical grammar for
children’s music schools. This particular
committal was taken upon herself by Elena
Davydova, who subsequently created all
the first textbooks and became the author
of a methodology for teaching solfege.

The Music History Department in its full
complement began working on textbooks
for music literature for music colleges
and a number of elaborations on music
outside of Russia, including the musical
culture of the USA — this subject matter
was taken up by Valentina Konen, who was
accepted to the department in 1944.

Just as at the Music Theory Department,
a coordinated plan for music history education
in the conglomeration of the Gnesins’
musical institutions which was elaborated
by the head of the department Valentin
Ferman. The academic committals were

¢ Stenographs of discussion of Alexei Ogolevets’ works Fondations of the Harmonic Language and
Introduction to Contemporary Musical Thinking. RSALA. Fund. 2077, List 1, Portfolio 174-200.

7 Proceeding No. 1 of the Conference of the History, Theory and Composition Department of the
Gnesins’ State Musical-Pedagogical Institute, the Gnesins’ College and the Gnesins’ School, which took
place on November 30, 1944, RSALA. Fund. 2927, List 1, Portfolio 194. P. 3.
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taken upon themselves by the other
departments, as well. For example,
the Department for Wind Instruments brought
into their yearly plan the creation of three
textbooks at once: Mikhail Tabakov’s Schoo!
of Trumpet Performance, Jan Schubert’s
School of Bassoon Performance and Nikolai
Platonov’s School of Flute Performance.
Even the Military Department took upon
itself the elaboration of three tutorial manuals
for the higher educational institutions:
for a course of tactical preparation,
for a course of firearms training and
for the major field of studies of “a nurse
from the reserves of the Red Army.”

A truly 1innovative project was
the elaboration of a complex of tutorial
materials for the Department for Distance
Learning proposed on the department
meeting of the Music Theory Department
by the associate director Yuri Muromtsev
on September 7, 1949.° This complex
merits special study as a large-scale tutorial-
methodological achievement of its time.

Anoteworthy peculiarity of the Institute’s
academic activities from the first days
of'its work was the correlation of the tutorial-
methodological and the research activities.
Whereas the subject matter of the planned
literature was predominantly methodological,
in the dissertations, the affairs stood somewhat
differently. The pedagogues who stated
the work on dissertations before 1948
(when there was a post-graduate program
opened in the Institute), brought in their
themes into the committals ofthe department.
Thus, the plan of the Music History Department

for 1944-1945 included two dissertations
written for the degree of Candidate of Arts:
Evgeniya  Bokshchanina’s  Russkaya
opera XVIII veka [18th Century Russian
Opera] and Konstantin Rosenschild’s
Fortepiannye sonaty Betkhovena [Beethoven s
Piano Sonatas]. Prior to the defenses
of the dissertations, both of the themes were
substantially changed, but the works were
brought to their conclusive states: in 1955
Bokshchanina defended her dissertation
for the degree of Candidate of Arts ‘Sankt-
Peterburgskii gostinyi dvor’ Matinskogo-
Pashkevicha i russkaya opera XVIII veka
[Matinsky-Pashkevich's ‘The St. Petersburg
Merchant Court’ and 18th Century Russian
Opera], while Rosenschild became
a Candidate of Sciences in 1946 after
the defense of his dissertation on the theme
of Voprosy estetiki betkhovenskikh sonat
[Questions of the Aesthetics of Beethoven's
Sonatas].

By 1952, the post-graduate program
had 15 aspirants, and they included future
faculty members of the Academy of various
major fields of study: Feodor Arzamanov,
Valentin Berlinsky, Oleg Boshnyakovich,
Leonid Dmitriev, Irina Prokhorova,
Boris Ionin, and Ivan Mozgovenko.
It became apparent almost immediately
that the post-graduate program turned out
to be one of the most important means
for preparation of full-time faculty members
of the Institute. Under the conditions
of this type of instruction, it was
already mandatory to write dissertations
by aspirants pursuing all the major fields

8 The Plan of the Scholarly-Methodological Work of the Gnesins’ State Musical-Pedagogical Institute
for 1944-1945. RSALA. Fund. 2927, List 1, Portfolio 190, pp. 2, 3, 6, 7.

® Proceeding No. 1 of the Conference of the History, Theory and Composition Department of the
Gnesins’ State Musical-Pedagogical Institute, the Gnesins’ College and the Gnesins’ School, which took
place on September 7, 1949. RSALA. Fund. 2927, List 1, Portfolio 271. P. 9.
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of study, although, naturally, just as in our
time, this did not always turn out to be
successful.

The themes of the dissertations
confirmed by the Music Theory Department
were primarily connected with the general
academic problem range of musicology
of that time, or with issues of musical
performance. Examples of those include:
Zapadnoyevropeiskii romantizm v kriticheskoi
otsenke A. N. Serova [Western European
Romanticism in Alexander Serov’s Critical
Evaluation] by Iraida Smirnova, Printsipy
vospitaniya muzykantov u Chaikovskogo
i Rimskogo-Korsakova [The Principles
of Bringing Up Musicians, According to
Ichaikovsky and Rimsky-Korsakov] by
Boris lonin, Russkie sovetskie pianisty —
ispolniteli sonat Shopena [Russian Soviet
Pianists — Performers of Chopin's Sonatas|]
by Oleg Boshnyakovich, Ispolnenie kvartetov
Chaikovsogo [Performances of Quartets
by Tchaikovsky] by Valentin Berlinsky,
and Taneyev kak pedagog [Taneyev as
a Pedagogue] by Feodor Arzamanov. '

It is noteworthy that it was not the
aspirant who chose the theme of the future
dissertation, but the department. Thus,
Ionin and Smirnova, who enrolled in 1948,
simultaneously with the confirmation of their
academic advisor as Tamara Livanova, were
assigned the following themes: Smirnova

was assigned the theme: About the Russian
Classical Quartet, while lonin was assigned
the theme: Russian Piano Music from the Late
19th and 20th Centuries."' However, in 1949
Livanova left the Institute, and the aspirants
passed into Konstantn Rosenschild’s class,
having also changed the themes of their
dissertations.?

If we are to compare the themes of the
aspirants from the Gnesins’ Institute with the
dissertations discussed at that same period,
carried out at the Moscow Conservatory,
the differences between them may appear to
us as not being very substantial. No special
“connection” to the methodological profile
of the musical institution is perceptible,
in total, although diploma theses and
dissertations on methodological themes were
carried out during the course of the entire
history of the Institute. Also noteworthy
is the assemblage of the professors who took
upon themselves the academic guidance
of the first aspirants from the Gnesins’
Institute. In a special table bearing information
about additional places of employment, all
of the academic advisors, almost without
exceptions, have the Moscow State
Conservatory indicated as this additional
place.” In all probability, this circumstance
impacted to a certain extent the formation
of the academic image of the new institute’s
first dissertational research works.

10 List of Aspirants of the Gnesins’ State Musical-Pedagogical Institute. RSALA. Fund. 2927, List 1,

Portfolio 710, pp. 2, 3.

" Proceedings of the Department Meetings of the Music History Department of the Gnesins’ State
Musical-Pedagogical Institute from December 2, 1948. RSALA. Fund. 2927, List 1, Portfolio 263. P. 30.

12 The change of the academic advisor for both of the aspirants in the middle of the academic year was
recorded in the proceedings of the Music History Department. See: Proceedings of the Department Meetings
of the Music History Department of the Gnesins’ State Musical-Pedagogical Institute from February 24,

1949. RSALA. Fund. 2927, List 1, Portfolio 263. P. 72.

13 List of Aspirants of the Gnesins’ State Musical-Pedagogical Institute. RSALA. Fund. 2927, List 1,

Portfolio 710, pp. 2, 3.
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At the same time, we must also note
the practice of the joint departmental
meetings of the Musicology Departments
of the Conservatory and the Gnesins’ State
Musical-Pedagogical  Institute  devoted
to academic and tutorial literature created
in both musical institutions. This was
in part promoted by the mutual reviewing
of the works — such as, for instance,
Alexander Alexeyev’s work Russkie
pianisty [Russian Pianists] (the discussion
at the Moscow Conservatory with
the participation of the Music History
Department of the Gnesins’ State Musical-
Pedagogical Institute),'* or the programs
of a set of tutorial courses. Especially
distinctly standing out in this context
is the discussion of certain Masters’ works,
first of all, the aforementioned textbooks
by Yuri Keldysh Istoriya russkoi muzyki
[4 History of Russian Music] and Ocherki
sovetskoi muzykal'noi  kul'tury [Essays
on Soviet Musical Culture], which were
participated by  musicologists  from
the Moscow Conservatory, the Gnesins’
State  Musical-Pedagogical Institute,
the All-Union Scholarly-Research Institute
for the History of the Arts affiliated
with the Academy of Sciences of the USSR,
as well as musicologists and composers who

were members of the Musicological Section
of the Soviet Composers’ Union. '3

The events of 1948-1949 did not bypass
the Institute. In particular, in connection
to the tutorial-methodological activities,
they were expressed in the reevaluation
of all the large-scale results achieved during
the previous years. One of the characteristic
actions of the time directed against
“cosmopolitanism” and “anti-patriotism,”
there was a demand of a reevaluation
and the elimination from the tutorial
process of the aforementioned music history
textbooks, — first of all, the textbooks
written by Pekelis and Livanova in 1940.

On February 24, 1949, Konstantin
Rosenschild carried out a departmental
meeting of the Music History Department
resorting to rhetorics, which up to that time
had never been encountered in the Institute’s
documents. Standing into notice was
the discussion of the results of the first
semester in light of the instructions
of the article in the Pravda newspaper from
January 28 Ob odnoi antipatrioticheskoi
gruppe teatral'nykh kritikov [About Once
Antipatriotic Group of Theatrical Critics].
Sessions devoted to discussions of a series
of denouncing articles against “antipatriots”
and “cosmopolitans” took place in many

14 The fact is mentioned by Konstantin Rosenschild during the course of the departmental meeting of the
Music History Department. See: Proceedings of the Department Meetings of the Music History Department
of the Gnesins’ State Musical-Pedagogical Institute from December 2, 1948. RSALA. Fund. 2927, List 1,

Portfolio 263. P. 31.

15 See, for example: Stenographs of Unified Departmental Meetings of World Music History and
Marxism-Leninism of the Moscow Conservatory and the Music History Department of the Gnesins’ Institute
for the Discussion of the Project of the Program for the Course of World Music History for Performance
Departments on May 11-18, 1954. RSALA. Fund. 658, List 18, Portfolio 596. 61 p.; Stenographs
of the general meetings of the Department concerning discussions of Professor Yuri Keldysh’s textbook
History of Russian Music on November 30 — December 6, 1948, Vol. 1. RSALA. Fund. 658, List 18,
Portfolio 508. 97 p.; Stenographs of the general meetings of the Department concerning discussions
of Professor Yuri Keldysh’s textbook History of Russian Music on December 10—17, 1948, Vol. 1I. RSALA.
Fund. 658, List 18, Portfolio 509. 133 p.; Stenograph of the discussions of Essays of Soviet Musical Creativity.

RSALA. Fund. 2077, List 1, Portfolio 202. 178 p.
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of the country’s institutions.' I shall quote
a small fragment from this session, once
again, drawing attention to the fact that
in the context of Soviet musicology, tutorial
literature was situated in the sphere of special
risk — this was discovered in every one
of the tense periods of Soviet history:

Wherein lie the determining deficiencies
and mistakes in our work? Having unfolded
a struggle with aestheticized formalism in
music and musicology, we, nonetheless,
have overlooked the most important — its
anti-patriotic substance... We did not take
well-timed and energetic measures towards
the withdrawal of detrimental antipatriotic,
cosmopolitan books permeated with
subservience towards foreign subject matter
and attempting to dispute against our native
priority in the most precious and leading
acquisitions of the art of music in the 19th
century... I have in mind, from the first,
such nefarious works as the textbook in the
history of Russian music under the editorship
of professor Pekelis and the “Essays”
by Professor Livanova... It is particularly
our department, along with the department
of Marxism-Leninism of our Institute, had
to make a presentation in due time before
the directory of the Institute and the GUUZ"
with the demand of the withdrawal of these
harmful books.'

It is noteworthy that two years earlier
Rosenschild presented himself as an editor
of materials of a scholarly session devoted,
among others, to Livanova’s books. Then he
placed her works on a par with the works
of academician Boris Asafiev, which meant
the highest recognition of their merits,
and then, remembering his comment,
repented publicly and rejected his former
words. This example is one of many that
demonstrate the uncertainty and fluctuation
of the judgments in everything that was
connected with the evaluation not only
of Soviet music, but also Soviet musicology.
This especially pertained to those research
works that were carried out in the vein
of state commission and was situated under
a special control of the state.

In all fairness, it must be said that
this would be the sole document of this
type coming from the Department. In no
other proceedings of the History, Theory
and Composition Department pertaining
to the years 1948—1949, there is not the least
insinuation of condemnation, or even any
critical reevaluation of any book, textbook
or program. Thus, despite the circumstances,
which were hardly always favorable
in the way of creation of tutorial-
methodological literature, the first decade
turned out to be one of the most productive

16 See: Documents of the Moscow Conservatory and the Gnesins’ State Musical-Pedagogical Institute:

Stenograph of the general meeting of the department to discuss the article About One Antipatriotic Group
of Theater Critics, published in the newspapers Pravda and Kultura i zhizn' [ Culture and Life]. March 15-17,
1949. RSALA. Fund. 658, List 18, Portfolio 513. 229 p.; Stenograph of the session of the Council of the
Institute for the discussion of Yu. V. Muromtsev’s presentation The Struggle for the Routing of the Anti-
Party Group of Cosmopolitan Musicologists and Our Tasks. March 9 and 10, 1949. RSALA. Fund. 2077,
List 1, Portfolio 44, 45. 76 p.; 96 p. See also: Vlasova E. S. Delo muzykovedov [The Musicologists’ Affair].
1948 god v sovetskoi muzyke. Dokumentirovannoe issledovanie [The Year 1948 in Soviet Music. A Documented
Research]. Moscow: Klassika-XXI, 2010, pp. 360—400.

'” Main Directorate of Educational Institutions.

18 Proceedings of the departmental meeting of the Music History Department of the Gnesins’ State
Musical-Pedagogical Institute from February 24, 1949. RSALA. Fund. 2927, List 1, Portfolio 263. P. 30.
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during the entire history of the institute.
Approximate statistics show that the absolute
leader among all the methodological genres
was the “program”: from 40 to 50 of them
were created annually, moreover, a certain
part of them were aimed for schools
and colleges. This was a wonderful genre
of methodological literature published,
as a rule, by the Ministry of Culture
in the form of separate brochures in each
discipline. Some of the programs were
of such a detailed character that they
reminded synopses of lectures.

Another genre must be noted, which at
that period were considerably significant.
Against the background of the existent
textbooks, numerous monographic sketches
with the subtitles “Manual,” the tasks
of which consisted in supplementing and
absorption of the corresponding chapters
of textbooks in music history, whether
foreign, Russian or Soviet. Only Boris Levik
single-handedly elaborated such manuals on
thethemesofJ. S. Bach, Gluck s operareform,
W. A. Mozart, Ferenc Liszt, Maurice Ravel,
A Criticism of French Musical Impressionism.
Debussy, Nikolai Myaskovsky, Aram
Khachaturian, and V. P Solovyov-
Sedoi... Such a type of work at times
reminded of Asafiev’s academic activities
in the first post-revolutionary decade, when
the future academician published signed
research essays one after another, filling
out yet another scholarly field, that was
uncultivated at that time: Tchaikovsky:
Opyt kharakteristiki [Tchaikovsky:

an Attempt of Characterization] (1921),
Skryabin: Opyt kharakteristiki [Scriabin:
an Attempt of Characterization] (1921),
List: Opyt kharakteristiki [Liszt: an Attempt
of Characterization] (1922), Shopen:
Opyt kharakteristiki [Chopin: an Attempt
of Characterization] (1922), Glazunov:
Opyt kharakteristiki [ Glazunov: an Attempt
of Characterization] (1924), etc.

This way, the constructive scholarly-
methodological work, the plan of which was
confirmed each year and signed personally
by Elena Gnesina, was endowed with
a purposeful character, similar to the way
the Gnesins’ conglomeration of educational
institutions was built step by step. Requests
for the creation of programs and tutorial
manuals were unfailingly carried out,
forming the tutorial-methodological basis
of the country’s professional musical
education. During a short period of time,
the activities of the Institute assumed
a national scale. An intensive written
correspondence was maintained with
the Committee for the Affairs of Art,
the Ministry of the Higher Education
of the USSR, and from 1953 —
with the Ministry of Culture of the USSR
about the creation of textbooks, not only
for the schools, colleges and institutions
of higher education of the RSFSR, but also
for those of a number of other republics
of the USSR. Simultaneously, the Institute
carried out other task orders for reviewing
scholarly-methodological production created
throughout the entire territory of the USSR."

19 See, for example: Correspondence with the Chief Directory of Educational Institutions of the
Committee for the Afairs of Art affiliated with the Council of Ministers of the USSR about the Plan-
Prospect of the Program of the History of Ukrainian Music, V. S. Galatskaya’s Academic Work Essays
on Musical Literature. September 22 — December 6, 1950. RSALA. Fund. 2927, List 1, Portfolio 9. 37 p.;
Correspondence with the Chief Directory of Educational Institutions of the Committee for the Afairs
of Art affiliated with the Council of Ministers of the USSR about the Compilation of Tutorial Programs,
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From the position of the present day,
we see that the Gnesins’ State Musical-
Pedagogical Institution became a great
project of time. It met its main demand,
the moment of which can be defined quite
well by using Sergei Averintsev’s words —

“the universal apotheosis of the school.”
Whereas Soviet history itself was perceived
as a ceaseless pedagogical process,
how uniquely high must have been
the role of the educational institution and
the educational book!
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Annomayuna. CounanbHblii MHCTUTYT [IpaBocnaBHOl LlepkBU NMpPOHMKAaET BO BCE CTOPOHBI
TBOpUYECTBA (MKOHOIUCH, IEPKOBHOE MIEHUE, LIEPKOBHOE IEUCTBUE), IOAIEPKUBAsI HETOBTOPUMOE
MbliieHre. OHAKO LEJIOCTHOCTh ATOrO MBIIIJIEHUS CTAHOBUTCS IOHSTHOW TOJBKO CETOJHS.
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OorocioBckux BbickaszbiBanuii Moanna [lamackuna, OtioB LlepkBu, aHanu3 ucropuorpaduu
TBOpYECTBA TaKUX aBTOpOB, kKak oren [laBen ®dnopenckmii, FOpuit Jlorman, Anexceit JIumos,
Cepreii ABepunneB, Hwukomaii MwuxanploB, NO3BOJSAIOT MOHATH IIIYOMHHYIO OHTOJIOTHIO
MPAaBOCIABHOTO HCKyCcCTBAa. ABTOp CTaTbM IMojaraer, 4yrto koHuenmus HMoanna Jlamackuna,
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dbopmMupyeTcsi yHUKAIbHBIH KOMIUIEKC MPUEMOB-PETYIATOPOB BBIPA3UTEIBHOCTH XPaMOBOTO
HCKYCCTBa, OKa3bIBAKOLIMX BO3JIEMCTBHE M HAa MCKYCCTBO COBPEMEHHOE. B crarbe NpHBENCHBI
IIpUMEPBI TaKOro BiIUsHUA B TBopuecTBe [eoprus Cupuaosa.
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Introduction times: the singing tradition, the icon painting

The constituent elements of the Orthodox  tradition, and the features of the rituals
Christian artistic tradition existent in the for various church holidays are analyzed.
church have been actively studied in recent The theological content of the icon has
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been revealed by Irina Yazykova,! Vladimir  as Archbishop Dimitri (Sperovsky), Victor
Lossky, Leonid Uspensky,” Tatiana Eremina,® Lazarev, and Nikolai Troitsky. In particular,
and Galina Kolpakova,® who wrote about Nikolai Troitsky wrote about the symbolism
the influence of hesychasm on icon painting, of the iconostasis. Father Pavel Florensky
and Boris Uspensky analyzed the semiotics in his work Iconostasis comprehended
of icons.” The content of the icon connected the theological content of the altar barrier,
with the liturgical text was examined by and in the article The Church Ritual
Irina Shalina,® and Liudmila Shchennikova’  as a Synthesis of Arts argued that the meaning
following Alexei Lidov,® Liliya Evseeva,” and  and the content of the icon are revealed within
others. The singing tradition in the church the space of the church, and it is the church,
is studied by a large number of researchers. not the museum, that provides the appropriate

The foundations of the study of the venue for this.'"” The aforementioned authors
iconostasis have been laid by suchresearchers  have not studied the icon (iconostasis) within

' Yazykova I. Bogoslovie ikony [Theology of the Icon].

URL: https://predanie.clients-cdnnow.ru/download/uploads/ftp/yazykova-irina-konst/bogoslovie-ikony-
1/boghosloviie-ikony-iazykova.fb2 (accessed: 04.12.2023).

2 Lossky V. N., Uspensky L. A. Smys! ikon [ The Meaning of Icons]. Trans. from French by V. A. Reshchikova,
L. A. Uspenskaya. Moscow: Orthodox Christian St. Tikhon Humanitarian University: Eksmo, 2014. 336 p.

3 Eremina T. S. Russkii pravoslavnyi khram. Istoriya. Simvolika. Predaniya [The Russian Orthodox
Church. Story. Symbolism. Legends]. Moscow: Progress-Traditsiya, 2017. 508 p.

4 Kolpakova G. S. Iskusstvo Vizantii. Rannii i srednii periody [The Art of Byzantium. The Early
and Middle Periods]. St. Petersburg: Azbuka-Klassika, 2004. 528 p.; Kolpakova G. S. Iskusstvo Vizantii.
Pozdnii period. 1204-1453 gg. [The Art of Byzantium. The Late Period. 1204—1453]. St. Petersburg:
Azbuka-Klassika, 2004. 320 p.

> Uspensky B. A. Semiotika iskusstva [ The Semiotics of Art]. Moscow: Yazyki Russkoi kul'tury, 1995. 360 p.

6 Shalina I. A. Vkhod “Svyataya Svyatykh” i vizantiiskaya altarnaya pregrada[ The Entrance to the Holy
of Holies and the Byzantine Sanctuary Barrier]. lkonostas: Proiskhozhdenie — razvitie — simvolika. Sbornik
statei [ The Iconostasis: Origin — Development — Symbolism. Collection of Articles]. Ed.-comp. A. M. Lidov.
Moscow: Progress-Traditsiya, 2000, pp. 52—84.

7 Shchennikova L. A. Drevnerusskii vysokii ikonostas XIV — nachala XV v.: itogi i perspektivy
izucheniya [The Russian High Iconostasis at the turn of the 15th Centuriy: The Results and Prospects
of Research]. Tkonostas: Proiskhozhdenie — razvitie — simvolika. Sbornik statei [ The Iconostasis: Origin —
Development — Symbolism. Collection of Articles]. Ed.-comp. A. M. Lidov. Moscow: Progress-Traditsiya,
2000, pp. 392-410.

8 Lidov A. M. Ierotopiya. Prostranstvennye ikony i obrazy paradigmy v vizantiiskoi kul'ture [ Hierotopia.
Spatial Icons and Images of the Paradigm in Byzantine Culture]. Moscow: Dizain. Informatsiya. Kartografiya,
2009. 362 p.

° Evseeva L. M. Eskhatologiya 7000 goda i vozniknovenie vysokogo ikonostasa [Eschatology
ofthe year of 7000 and the Origins ofthe High Iconostasis]. lkonostas: Proiskhozhdenie —razvitie—simvolika.
Sbornik statei [The Iconostasis: Origin — Development — Symbolism. Collection of Articles]. Ed.-comp.
A. M. Lidov. Moscow: Progress-Traditsiya, 2000, pp. 411-430.

10 Florensky P. Khramovoe deistvo kak sintez iskusstv [Temple Action as a Synthesis of Arts]. Iconostasis.
Selected Books on Art. St. Petersburg: Mifril, Russkaya kniga, 1993, pp. 283-307.
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the space of the church during the liturgical
ritual in the annual cycle of divine services,
nor have they studied the connection between
the different elements of ritual.

However, the collection of icons with
the texts of chants by Nikolai Petrovich
Likhachev!' supports the idea of the need to
study the relationship between iconography
and hymnography. Alexei Mikhailovich
Lidov created works explaining church art
as a hierotopy, or a sacred unity. This
approach was initiated by Father Pavel
Florensky and Prince Evgeny Trubetskoy
at the beginning of the 20th century.
The synthesis of the musical and the artistic
phenomena through the “proto-meanings”
of Orthodox Christian art is studied by
Natalia Seregina,'? which also becomes
the basis for identifying the influence
of the ontology of Orthodox Christian art on
Russian art in a more profound sense.

Yuri Lotman in his work Inside the Thinking
Worlds wrote: “The icon represents a part
of the ritualistic-rhetorical context, which
deals with not only the process of creating
an icon by an icon painter, but also the
entire spiritual structure of his life, implying
a strict, righteous way of living, prayer,

fasting and spiritual ascension.”’® There are
studies with the idea of synthesizing the arts
in the church at a new level. Thus, in 2021
Natalia Dvinina-Miroshnichenko defended
her dissertation in the field of cultural studies
on the theme of “The Iconic Significance
of Orthodox Christian Sacred Music
in the Context of Russian Culture of the Late
20th and the 21st Centuries.”'*
Researchers, following Robert Taft,
recognize that the history of liturgical
texts originates is Greece, in such places
as Cappadocia and Pontus. However,
Sergei Averintsev expresses his regrets that
the subtleties of the early texts written
by the Church Fathers presented an
insufficiently studied aspect of Byzantine
studies. This situation has continued up
to the present day. It is no coincidence that
at the present the University of Vienna
is 1mplementing a project for new
translations of works by the Church Fathers.
According to the website of the Association
of Byzantinists, the aim of this project
is to “identify the principles of the canon
laid down in their works.”"® Therefore,
it is important to understand what is known
today from the liturgical settings of the Church

' Likhachev N. P. Materialy dlya istorii russkogo ikonopisaniya. Atlas. Ch. 1-2 [Materials for the History
of Russian Icon Painting. Atlas. Part I, Part II]. St. Petersburg: Expeditsiya zagotovleniya gosudarstvennykh

bumag, 1906.

12 Seregina N. S. Intonatsiya kak tsennost’: protosmysly. Drevayaya Rus' [Intonation as a Value: Proto-
Meanings. Ancient Rus]. St. Petersburg: Galart Plyus, 2017. 398 p.

13 Lotman Yu. M. Semiosfera: Kul'tura i vzryv. Vnutri myslyashchikh mirov: Stat'i. Issledovaniya.
Zametki [The Semiosphere: Culture and Explosion. Inside the Thinking Worlds: Articles. Researches. Notes].

St. Petersburg: Iskusstvo-SPB, 2004, pp. 183—184.

4 Dvinina-Miroshnichenko N. E. lkonoznachimost' pravoslavnoi dukhovnoi muzyki v kontekste
otechestvennoi kul'tury kontsa XX — XXI veka: dis. ... kand. kul'turologii [The Iconic Significance of
Orthodox Christian Sacred Music in the Context of Russian Culture of the Late 20th and the 21st Centuries:
Dissertation for the Degree of Candidate of Culturology]. Moscow, 2021. 193 p.

15 The Making of the Byzantine Ascetical Canon: Monastic Networks, Literacy and Religious Authority
in Palestine and Sinai (7th—11th Centuries). https://doi.org/10.3030/841476
URL: https://cordis.europa.eu/project/id/841476 (accessed: 04.12.2023).
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Fathers, what can be understood about the
essence of visual images and their symbolic
meanings.

Because of this, I recall the words
of St. John of Damascus about man’s
perception of the Hypostasis of God of the
Word as being “about an inseparable and
non-merged connection and Hypostasis.”!
According to St. John of Damascus,
we worship the “purple of the body”,
and not the body itself. This argument
is connected with the idea of an exchange
of energies: “And this is an image of mutual
communication, when each of the two natures
offers what is peculiar to it in exchange
for the other because of the identity
of the Hypostasis and their penetration
of one into the other.”"’

As Mikhaltsov writes, “in fact, this
argument of the Reverend John of
Damascus is based on the doctrine of the
properties of interchange (Greek. (NN

or interpenetration
(Greek. of natures, one

of the points of which states that the human
nature in Christ communicates with the Divine
energy.” [1, p. 83] According to Lampe’s
lexicon of the Greek patristics, perichorisis
is a “circular movement, repetition, mutual
communication, or interpenetration.”

In other words, the material
manifestation of Christian images in colors,
forms and sounds provides a person with
the opportunity of worshipping not a

“creature,” but the Creator. Deification, the
Incarnation of God as a union of the Human
and Divine natures in the image of Christ,
as well as the Mother of God, provide
the Christological basis of icon worship and
psalmody. Thereby, St. John of Damascus
considers the simultaneous presentations
of the images of Christianity in icons
and singing as the most important basis
for communion of the human being with
God. At the same time, the Christological
justification of the images of Christianity will
undoubtedly be important for understanding
the artistic integrity of the image, the
unity of artistic means that are designed to
support the ontology of imagery. The author
of this publication believes his goal is to show
the synergy of hymnography and iconography
as the ontological basis of all Orthodox Christian
art, regardless of the time of its creation,
and I am confident that this ontological
meaning of synergy accompanies the entire
history of Orthodox Christian art both
in the old days and at present.

For many years | have been developing
a methodology for studying the znamenny
chants, one that is based on the idea
of the homily role (the preaching basis)
of hymnography texts in the structure
of chants, on understanding the melodic
system of chants as a modal structure
of the ichos (in the Byzantine tradition)
or the glas (in the Russian tradition). This
concept is outlined in a number of my

16 Kozlov M. Uchenie sv. [oanna Damaskina o Presvyatoi Bogoroditse po ego slovam na Bogorodichnye
prazdniki [The Teaching of St. John of Damascus on the Most Holy Mother of God According to His Words
on the Feasts of the Mother of God]. Svyatootecheskoe nasledie. T. 3: Tvoreniya prepodobnogo loanna Damaskina:
Khristologicheskie i polemicheskie traktaty. Slova na bogorodichnye prazdniki [Patristic Heritage. Vol. 3:
The Works of St. John of Damascus: Christological and Polemical Treatises. Words for the Feasts of the Mother
of God]. Trans. and comment. by Father M. Kozlov, D. Afinogenova. Moscow: Martis, 1993, pp. 228-248.

17 John of Damascus (the Monk). Tochnoe izlozhenie pravoslavnoi very [The Exact Exposition
of the Orthodox Christian Faith]. Moscow: Sretenskii monastyr', 2003. P. 93.

8 Lampe G. W. H. Patristic Greek Lexicon. Oxford: Clarendon Press, 1961, pp. 1077—1078.
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monographs.” Numerous stichera of the
Oktoikhos in the Byzantine, Russian and
Korean traditions — about 1000 hymns from
the time period between the 10th and the 19th
centuries, fromthefirsttotheeighth Byzantine
ichos or the Russian glas, has become
the material of the research. Manuscripts
reviewed from Russian State Library,
the Saint Petersburg National Library, Vienna
State Library, the Russian State Archive
of Ancient Documents and others. According
to the methodology 1 have developed,
the melody of the chant unfolds not solely
in one mode, but in a certain modal system,
wherein the melodic formulas that separate
the zones of homiletics (the introduction,
sentence, exposition, moral application,
and conclusion) perform an important
function of delimiting the individual sections.
At the same time, the internal content
of the melodic formulas written in the znamenny
notation, but possessing their own supporting
notes in each glas, correlates with all
the supports of the glas system, which is fixed
for the performance of this chant.

Deep foundations for understanding
the ontology of Orthodox Christian Art are
contained in the studies of Greek scholars
Gregory Statis,”® Achilleus Chaldaiakis,?!

Emmanuel Giannopoulos,* and others. They
do not contradict the thoughts expressed
in this article. Moreover, as it turns out,
the color perception of chant texts,
according to the theory of Pseudo-Dionysius
the Areopagite about the role of colors,
correlates very precisely with the color
scheme of the icons that support separate
individual chants. It is because of this that
the synergy of the artistic means of Orthodox
Christian Art is realized. At the same time,
some contemporary COmposers perceive
very accurately the spiritual content of the
authorial poetic texts of a number of Russian
poets of the Silver Age and achieve the same
synergy of artistic means. In this case, we are
talking about Georgy Sviridov (1915-1998),
who managed to sense the special “colored
ear” of Sergei Yesenin’s poetry and reproduce
the melodic and harmonic solutions closely
resembling znamenny singing in his work.
Albina Kruchinina wrote in her article
about the Old Russian keys to the work
of Sviridov,” highlighting as a trilogy three
of his works — Three Choral Works from
the Music for the Drama by Aleksei Tolstoy
Isar Feodor loannovich, the vocal poem
Departed Rus’ and the cantata Bright Guest.
However, the researcher did not make any

¥ Alekseeva G. V. Vizantiisko-russkaya pevcheskaya paleografiya. Issledovanie [Byzantine-Russian

Singing Paleography. Study). St. Petersburg: Dmitry Bulanin, 2007. 368 p.; Alekseeva G. V. Sinergiya
sredstv vyrazitel'nosti pravoslavnogo iskusstva: tekst, tsvetovaya model' ikony, melodika: monografiya
[The Synergy of Expressive Means of Orthodox Christian Art: Text, Color Model of the Icon, Melody:
Monograph]. Vladivostok: Far Eastern Federal University, 2022. 88 p.

20 ¥166nc T ©. Ot avaypappatiopot kot to padn'pota g Bulovtivng pelorouag. Adnvar, 1979. 238 p.

2l Chaldaiakis A. From the Ritual of the Matins Servise: The Insertion of Poetic Texts in the Chant
of the Polyeleos. Musicology. Journal of the Institute of Musicology of the Serbian Academy of Sciences
and Arts. 2011. No. 11, pp. 75-101.

22 Tavvomovhog E. Hyodtikn teyvn. Aoyog kot pehog. @socoolovikn, 2008. 409 p.

2 Kruchinina A. N. Drevnerusskie klyuchi k tvorchestvu Georgiya Sviridova [The Early Russian
Keys to the Music of Georgy Sviridov]. Muzykal'nyi mir Georgiya Sviridova. Sbornik statei [Georgy
Sviridov's Musical World. Collection of Articles]. Comp. by A. Belonenko. Moscow: Sovetskii kompozitor,
1990, pp. 124-134.
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mention of Yesenin’s and Sviridov’s “color
hearing.” In this article, further below, we
shall examine the same works, but also
taking synesthesia into account.

The Ontology of Orthodox Christian Art
in Music and Icon Painting

The results of my research of the
ontology of Orthodox Christian art have
been published in a number of articles.*
[2, 3] Here the synergy of the expressive
means of Orthodox Christian art is proposed
to be considered by using the example of
the dogmatic from 4 Glas or 4 Ichos “Christ
the Good Shepherd”. In this dogmatikon,
the Mother of God was mentioned as a
consolation.

The ideas of Christ as the Good
Shepherd and the Idea of the Mother
of God as consolation are supported by
well-known icons. The educational nature
of visual images containing the dogmas

of Christianity, according to the teachings
of St. John of Damascus, synergistically
enhances the logic of the tripartite sermon
in dogmatics. The image itself traces its
origins back to the ancient Orpheus, known
from the Roman catacombs when Christianity
had not yet been officially accepted, as well
as from a mosaic in the mausoleum of Galla
Placidia in Ravenna in 440 AD (Il. 1).

At the same time, the Mother of God,
accompanied by the image of Christ
the Good Shepherd is present only in the
image of Heaven. According to the theory
of Pseudo-Dionysius the Areopagite, blue
1s the color of the Mother of God, red
is the color of life, purple is the imperial
color, white is the color of sanctity, blue
is the color of the Heavenly spheres, black
is death, green is life, etc. The aesthetics
of color in Byzantine icon painting
is carefully analyzed by Victor Bychkov.?
The researcher emphasizes the special

I1.1. Mosaic The Good Shepherd. Ravenna, Mausoleum of Galla Placidia. 440

24 Alekseeva G. V. Metatexts of the Sacred Image System in the Space of an Orthodox Temple. Art History
in the Context of Other Sciences in Modern World. Parallels and Interactions. Proceedings of the International
Academic Conference. April 21-26, 2019. Moscow: Filin, 2020, pp. 292-305. (In Russ. and English.)

2 Bychkov V. V. Fenomen ikony: Istoriya. Bogoslovie. Estetika. Iskusstvo [Icon Phenomenon: History.
Theology. Aesthetics. Art]. Moscow: VRS, 2008. 630 p.
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spiritual structure of Byzantine icon
painting, which creates the light-color
symbols bringing in the understanding
of the Christian meanings of the ascent
to God in an anagogical manner. Following
Otto Demus,”® Victor Bychkov writes:
“The Mother of God is placed on the concave
surface of the conch in such a way that the
real light, reflected from the golden cubes
of smalt, is focused around her figure,
creating the effect of the Mother of God
belonging to another, Heavenly World.
This effect is enhanced by the scale of
the figure, more than twice the size of the
Apostles depicted below it. The effect of light
focusing in the center of concave surfaces
of conchs, niches and sails was actively
incorporated by Byzantine mosaicists.”*’
The color hermeneutics of the text is based
on the same color spectrum: purple, green,
blue, gold (see Table 1). At the same time,
in the early versions of the icon image

of the Good Shepherd, the color scheme
1s simpler than in the later ones.

This dogmatic has the following
meaning:

1. Through the help of You, O Mother
of God, the prophet David, who became
the forefather of God, in his Psalm to Him
who exalted You, proclaimed about You:
“The Queen has appeared at Your right
hand.”

2. As God, who deigned to be born and
become a man from You without a Father,
made You the Mother, the Bearer of Life,
in order to restore His image in Man,
damaged by passions, and, having found
a sheep lost in the mountains, to take
it on His shoulders and bring it to the Father.

3. And, according to His will, in order
to unite with the Heavenly Powers and
the Mother of God, save the World, O Christ,
who is endowed with great and profound
blessing.

Table 1. Color Hermeneutics of Dogmatic “For the Sake of Thee"

4 L

riiac ke Tebe pamu
Borooren npopox
JlaBuT IIECHEHHO O

II.

Ts 60 MaTepb XomaTauiry
»KMBOTA II0Ka3a, 0e3 otra u3 Tebe
BOYEJIOBEUNTHCS 0J1arOBOIMBEIN

111

1 o Cpoemy
XOTEHUIO, ¢ HEOECHBIMU
COBOKYIIUT CHJIaMH,

Tebe mpoBo3riacu
Benuuus Tebe

Bor, na Coit maku 0OHOBUT 00pa3
HCTJIEBINUI CTPaCTbMH, U
3a0JIy K IIIIee TOPOXHUIITHOE 00peT

CoTBopIiieMy: IpencTa

U CIIaceT,
Boropoxune, Mup,
Xpucroc, umesn

proclaim in song about
You the greatness of
You the Creator: the
Queen appears at Your
right hand,

in order to renew His image in us,
destroyed by passions, / and, having
found a sheep lost in the mountains, /
taking it on his shoulders to bring it
to the Father,

IMapuma omecuyto Tebe, | OBUA, Ha pamo BocIipuum, ko OTIy | BEJIHIO H 60raTyro
TPHHECET, MIJIOCTb.
4 L II. 1.
Ichos For the sake of For God made You a Mother, And according to His
Thee, God the Father, | the bearer of life, / without a father, will, O Mother of God,
the prophet David, deigned to be incarnated from You, / | Christ shall combine

with the heavenly forces,
and save the World,

being endowed with a

great and rich grace.

26 Demus O. Die Byzantinischen Mozaikikonen. I. Die grossformatigen Tkonen. Wien: Verlag der

Osterreichischen Akademie der Wissenschaften, 1991. 99 p.

27 Bychkov V. V. Op. cit. P. 231.
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Il. 2 The Anastasimatarion of Constantin Protopsalt. 1863. Fol. 210-211%
Accordingly, Byzantine notation bears
the same signs of stops at the completion G e
. . . —tD o S — N\ ——
of each section (IL. 2, 3). Byzantine manuscripts Ko e e
from different periods convey different post- B -
reform recording traditions: in 1865 we can B
. . . ¢« €8 @1 0 W2TRRIIPA pm 4 Tas Az 65 i de .
see more extensive singing, compared to TS e s
1839. However, the perception of phrase __";___P._Q_; M G e
: : : s : GayTs 2 nE & ¢n M Bx cs ‘3 CE A i ;.\v'—x 'lt-; 13 ’n
endings and their main melodic outlines are i e s
. WQ\)ﬂLj—“‘h\-———_——/\ \‘-\)—3\—
not fundamentally different from each other. Tor ex tparwiotts wr e 3 Sane s tbinke e S
. —&‘w_—t—\m——‘93\>,\})33\-—
The nature of the musical formulas at the % b ovar o mu cas e Bo mieaeios T o vaTm .
end of the sections in the Byzantine (Il. 2, iy B T
3) and Russian (Il. 4) versions is invariably T e e e
based on the typical final formulas, e s ST R dhmn e
. Ja Py teTix tpe & e @& Y& Yn Fe vz te ¢ How 61 Tdvza
and the color content of the meanings of the B TR S e gl
: . ——a T Tag ¥ px YL Ay QU vz . ¥Z g3 Gt 7 XAt GL GA
texts is conveyed by means of mosaics and = Q_q_g_ﬁ—\;(?.____\_; S s SRR
1 1 ] . @1 0. T X& TV X0 Ouoy Xt §0s O & YWY TO pe (I XItmAY ¥
versions of icon images. A purple chiton o s e St
; : ; : T R vl by segorhe ve
is discerned in a mosaic of the 5th century - -
AD, featuring white sheep, the blue sky, -

and green vegetation — all this also appears
in the text of the dogmatikon. Il. 3. The Anastasimatarion of Peter Protopsalt. 1839 Fol. 337

28 Neov avooTAUGLLOTOPLOV 0PYOV KOl GLVTOROV peAomotnoev mtopo Kovetavtivos mpotoncaltic.
Ev Kovotavtivovmoiet, 1865. 686 p.

2 Avaotoolpotaplov olvtopov pelomownoegv mapo Iletpv Aaupmoadamiov tot Ilelomovvnotv.
Ev KovotavtivovmoAet, 1839. 104 p.

45



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

‘

e P
9 £ - 6 - /J’:ﬁ'.

“d
c 1 ‘,’I"‘"""l‘. uuil(\"((:guu‘.

\_:/?'/n--—\f-/:‘.\\'

1% € L
: byl aLaeN: 2\ ¥
JeAc o ( th LEo WIS faper

% -

- ¥ :ﬁ C s Y oy
7((,’1

Ily;« l(l.(Q AACL HA T Tl

S Ry
N L g ot
”‘w‘-c (€3 gAadicaa vdcete oa
= - bk
P / A Nl el - v
dlug f tiga llu\‘ et - Lo
$
- - =g A5 /‘ N
{40 A T Ca MG E s ane 1("\ Ad

55\ S

)

. =" 3
TR G A gt S A ¢ LAy o ey N

7__ = 5 [Pt
- % O il L LN

2 -
¢ - TE KB Ga. At “N” VAN TS

-

By

A Tk B el

~
5"?'5 i aga Yﬂ(l‘\ A (i\ TRy
Z VA -//"\ = 5 S '('.
.(n Gs iy (’(\ (e A L6 mayvead
-\ -
- >  Sge = O
A ATemies ghara o g aS AL
o
\ : /,, > "b 7 -

Kata: <\ ACTAH Hatst ¢ A U

-4 |

- o
i AN 2 4 - :/‘: L
T CUFALQ 160 TUIATE (@ 1hf beg Tig

;(-xk‘“t NE QG Wy AABRYe S y

- : '/—r’o"'./‘

gy
. ' -
NP / YA ,4§“— o
£ OTE ATt “-‘\l,l INOPAC ILLE =  Ha
% 7=
e L z° /\ "\ S50
AWOX FUIEE HAE S TLEHA B E

R - = S A
£ R LT B g
jita NJ"Q‘ g :‘l\:‘x““"\"‘ >
i f / /\'—/- ‘/‘
fCar Ly :('( 151 » "f""“ ({ira¢ dQ

t’“‘“ \d""fﬂn(-\ i e WECE

/‘ PR A ,/\ =(4:33:-3N

MG featit Saatsany N eg CetAss
. (R, ©
z A - - 7-
L r Lt
LATRY MerIACE TH IR & "l A
- - v > -./
1% \izad TR A ‘\
ale » : . LR
e Ave 'L X4 g ca et
Heid AV Tl X 848 :
: 2 ." )‘ﬁ ’ .-. »~ \
I EA S INAN (0 (MR G CATH Yo
o/ <
l- - \-
H\d e, -
/ / \ . e
: \ e
J ‘\(ll .,u nHa i (\nn,\n\'ul
; .
2% / A - ”

!("A,} 'n, OV £ 1€ AA 11T Hav: HA

v 2 ST s el

(v ‘
t v tl(%l"( e u(\\f'lt‘g\l

.

Il. 4. The Octoechos and Obikhod in Kryuki Notation.
The End of the 15th and the Beginning of the 16th Century®

What should be considered as the
compositionally significant components
of the text? There are two aspects
to highlight here: the first component
of the artistic form, which in all dogmatics
are endowed with three-part foundations,
as prescribed by Alexander Nikolsky,*! while
each section ends with significant musical
formulas, as a rule, possessing the meaning
of characteristic formulas: culisms, groonka,
and dolinka. Here we can see the groonka.
I propose a new version of understanding
the homiletical system of this text. [4]

All these are recognizable musical formulas,
broadly circulated in the Byzantine and
Znamenny chant.

It seems that Alexander Nikolsky did
not assess quite accurately the complicated
character of this dogmatic from the point
of view of homiletics and poetics. The moral
application in this section should be clarified:

And, according to His will, in order
to unite with the Heavenly Powers and
the Mother of God, save the World.

The second component: emphasizing
the expressive words of the texts with fitas

30 Collection by Dmitri Razumovsky. Fund. 379, No. 49. P. 11. Russian State Library.

31 Nikolsky A. V. Formy russkogo tserkovnogo peniya. Formy dogmatikov bol'shogo znamennogo
rospeva. Uchebnoe posobie [Forms of Russian Church Singing. Forms of the Dogmatists of the Greater
Znamenny Chant. Tutorial]. Moscow: Moskovskaya konservatoriya, 2010. 92 p.



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1

and extended chants in the music, which is
also well known as a method of conveying
the content of the emotional points
ofthe liturgical texts of the znamenny chants.

The color symbolism of the icon image
concurs with the hermeneutic structure
of'the melodic text endings, provides the very
principle of teaching in the context of church
art: conveying the dogmatic foundations
of the dogma through the synergy of all
the artistic means that take part in the church
action. And here the national features
of the chant intonations, the iconic adaptations
to them, become only part of a large canon,
what is essentially the Art of the Church.

Analysis of the melodic structures
of the hymns to the Mother of God
always results in the fact they declare the
threefold nature of the sermon, as well
as the threefold nature of the Christ, the
son of the Theotokos [Mother of God].
The Russian and Byzantine traditions have
a genetic connection between the melodic
formulas of the section endings — they
are the Byzantine kilisma and the Russian
kulisma, which transmit the “movement
of the wheel.” The nature of the usage
of these formulas as metatexts of the chant
constructions 1s obvious, but the melodic
manifestation of these formulas differs
in the various national traditions.

Due to the modern approach of the authors
studying the synesthetic nature of musical
and artistic consciousness, not only
the traditions of Christian icon painting,
but also the deep meaning of metaphysical
experience in modern non-objective art,
— the author proposes a new approach to
the ontology of Christian imagery through

the synergetic-hermeneutic perspective,
where everything exists in synthesis: the
color solutions of the icon image symbolism
concur with the hermeneutic structure
of the text, and the poetic and structure
of the text is rhythmicized by the endings
of the melodic sections. All of these serve
to convey the dogmatic foundations of the
Creed through the synergy of artistic means
in the church service. Thereby, every time
we can see the power of the canon and
the individuality of the master. This is the
ontology of Orthodox Art artistic image.

The Influence of the Ontology of Orthodox
Christian Art on Contemporary Music

It is not by chance, and there no coincidence
that in the works of the outstanding Soviet/
Russian composer Georgy  Sviridov
it 1s possible to sense the continuation of
the ontological foundations in the spiritual
traditions. His Three Choral Works from the
Music to Alexei K. Tolstoy’s Tragedy Tsar
Feodor loannovich (1969-1972), Sergei
Yesenin’s Poem Departed Russia (1977)
and his Cantata The Bright Guest (1979) are
permeated with a synthesis of artistic means
genetically related to the Russian Orthodox
Christian tradition. As Mikhail Arkadiev
writes, there is a special “axial pulse”
present in Sviridov’s music.* The researcher
connects this pulse with the traditions
of J. S. Bach’s music. Yet, it appears that
Sviridov’s works belong to the pulse
of the Russian spiritual tradition. The author
provides us with these examples from Sergei
Yesenin’s poems, as well as a composer by no
means chosen randomly Georgy Sviridov and
his music. Sergei Yesenin love for the Russian

32 Arkadyev M. Liricheskaya vselennaya Georgiya Sviridova [The Lyrical Universe of Sviridov].
Russkaya muzyka i XX vek [Russian Music and the 20th Century]. Ed.-comp. M. Aranovsky. Moscow: State

Institute for Art Studies, 1997, pp. 251-264.



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

blue exranses is well known. In the poetry of
the Silver Age, the concept of intermediality®
is widely used as the creation of a holistic
artistic image through the interaction
of the different art forms. The special role of
the blue color in the poetry of Sergei Yesenin
1s indicated in several studies [5]. At the same
time, Yesenin was aware of the meaning
of blue being the color of the Mother of God,
the Intercessor. Georgy Sviridov felt this
very well. In Yesenin’s Bright Guest the fifth
and sixth verses are permeated with “blue”:
“Glory to God in the Heaven and Peace
on Earth! The moon pierced the clouds with
its blue horn”, “Quietly floated out
of the grove darkness like a blue swan.”

In Sviridov’s music we can hear the turns
of the “wheel”, close to the Russian kulisma
circling: g — b-flat — e-flat — c — e-flat — f— d ,
g—b-flat— e-flat — c — d— b-flat (Example No. 1).

At the same time, these sounds resemble
bell peals, which subsequently create
a harmonic completeness of the choral
accompaniment. In the Prayer for three
choruses, the “kulisma” or “wheel” singing
1s perceived very well at the end of the
phrase “Blessed be Mary, the Lord is with
You” (e-flat — g — d — f — ¢, Example No. 2),
in the chorus Holy Love.

In other words, the ontology of the
Orthodox Christian tradition has exerted
an influence on contemporary sacred music.

Example No. 1 Georgy Sviridov. Cantata Bright Guest.
Part VI, mm. 18-24
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33 Jensen K. B. Intermediality. The International Encyclopedia of Communication. Theory and Philosophy.
2016, pp. 1-12. https://doi.org/10.1002/9781118766804.wbiect170
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Example No. 2

Georgy Sviridov. Prayer in Three Choral Works
from the music to Alexei K. Tolstoy's tragedy
Tsar Feodor loannovich, mm. 20-21
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In the poem Departed Rus, the “indigo
andblue”in Yesenin’s textare also associated
with the swinging melodic formulas of the
endings of his phrases: “the blue clang of her

horseshoes” in the movement titled Autumn
(Example No. 3), “the blue doors of the
day” in the number Open to Me, Guardian

above the Clouds (Example No. 4).

Example No. 3 Georgy Sviridov. Departed Rus.
No. 1. Autumn, mm. 5-10
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Example No. 4 Georgy Sviridov. Departed Rus.
No. 3. Oven to Me, Guardian above the Clouds, mm. 1-2
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The allusions to the Divine sphere
of the Mother of God in Yesenin’s texts
are reinforced in Georgy Sviridov’s music
with melodic swings of a circular (kulism)
type, firmly established in the consciousness
of any Orthodox Christian.

Conclusions

In conclusion, the synergy of the
artistic means of Orthodox Christian Art
(the close interaction of the chant text color
filling permeating an icon and the sections
of the chant text homily melodic endings)
reveals the ontology of Orthodox Christian
Art from St. John of Damascus’ writings and
continues to be present in the present-day
contemporary art.

el
L

The 24th Congress of Byzantine
Scholars held in 2022 disclosed
new possibilities for studying the
mechanisms of conservation and means
of the development f the paradigms of the
Church. My report, written especially for
the congress, was devoted to this issue.
From the materials of this scholarly forum,
I would especially like to note the work
of Mirto Veikou (Uppsala University),
who suggested searching for new means
scholarship, since “the paths of bridging
interdisciplinary gaps are proposed,
together with a paradigmatic study based
on the concept of space” [6, p. 235]. These
recommendations must be heard and
apprehended.
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B nouckax nogMHHOMN peanbHOCTH:
cneuuPpumKa XAaHpA U ApamMaTtyprum
B onepe lMNepa Hépropa «CupgaxaprTxa»

Exarepuna I'ypbeBna OKkyHeBa

Ilemposzasoockas 2ocyoapcmeaennasn koncepgamopus umenu A. K. Iasynosa,
2. Ilempo3zasoock, Poccuiickas ®@edepayus,
okunevaeg@yandex.ru=, https.//orcid.org/0000-0001-5253-8863

Annomayua. Crarbst (OKycUpyeTCs Ha >KaHPOBBIX M JpaMaTypruyecKuX OCOOEHHOCTSIX
onepbl «Cuanxaprxa» (1974-1979, pen. 1984, nubperro One CapBura) naTcKOro KOMIIO3UTOpa
ITepa Hépropa. E€ crokeT OCHOBaH Ha HMCTOPUH IOHOTO bBynabl, €ro poKICHHH, B3POCICHUHU
Y CTOJIKHOBEHUHU C YEJIOBEUECKUMU CTPAJaHUAMU, OT KOTOPBIX MPUHI] OB HCKYCCTBEHHO OIPa)/1E€H
CBOMM OTLOM. ABTOp CTaThbU CBS3bIBAET KAHPOBOE CBOEOOpa3He Omepbl ¢ €€ MOAYIUPYIOLIUM
XapakTepoM W3 MHUCTEpUU B JpaMmy, YTO IMOATBEPXKIAETCS HW3MEHEHUSMH, BO3HUKAIOIIKUMU
BJIEKCUYECKOM CTPOE JINOPETTO, B XPOHOTOIE COUUHEHUS, [TOCIIEI0BATEIHHO 0TOOpaXKaloieM pa3Hble
MoJIeI1 BpeMeHH (MUdoioruyeckoe, XyJ0KeCTBEHHOE, TICUX0JI0rMYeCKOe), B BBIOOPE ISl KaXKI0T0O
NEHCTBUS pa3HbIX OMEpHBIX (HOpM, B JpamMaTypruyeckoM IMpolecce, HAlPaBIEHHOM OT BHEIIHE-
COOBITUHMHOTO IJIaHA K BHYTPEHHE-IICUXO0JIOIMUeCcKOMY. B cTarbe packpbIBaloTCs KOMIIO3UIIMOHHbBIE
cTpareruu, nomoraromue Hépropy BOmIOTUTH KOHPIUKT MOJJIMHHOIO U HEIOCTOBEPHOTO MHPOB
Ha MY3bIKaJIbHOM ypOBHE: pUTMHUYECKas TpaHC(opMalus U METpUYECKas epeakleHTUPOBKA TEM,
coeuHEHNEe OOEPTOHOBBIX U YHTEPTOHOBBIX PSAIOB, OTKA3 OT MEPApPXUUYECKONW CHCTEMbI B KOHIIE
[II akTa, CUMBOJIM3UPYIOLINK Pa3phIB I'eposl C MPOILIBIM MUPOM. B CBSI3M ¢ TBOPUECKUM KPHU3UCOM,
kotopbiii Héprop ucneitan nocne counHenus «CuaaxapTxuw», aBTOp CTaTbH MOJIAraeT, YTo orepa
MOKET ObITh UHTEPIPETUPOBAHA KaK caMopedIeKcHsi TBOPYECKON JAEeSITEIbHOCTH.

Knrwouesvie cnoea: narckas My3blka, My3blkajbHbIH Tearp, Ilep Héprop, One Capsur,
«Cuanxaprxa», MUCTEpHSL, JpaMa

Jna yumuposanusn: Oxynea E. I. B mouckax momamHHON peanbHOCTH: cnenuduka >KaHpa
u npamatypruu B oniepe Ilepa Hépropa «Cunnxaprxa» // [IpoOnembl My3bikasibHOM Hayku / Music
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Abstract. The article focuses on the peculiarities of genre and dramaturgy of the opera
Siddharta (19741979, revised 1984, libretto by Ole Sarvig) by Danish composer Per Norgard.
Its plotline is based on the story of young Buddha, his birth, growing up and encounter with
human sufferings, from which the prince had been artificially shielded by his father. The author
of the article connects the opera’s singularity of genre with its character of modulation from
a mystery to a drama, which is confirmed by the changes occurring in the libretto’s lexical
structure, in the chronotope of the composition, which reflects consistently the various models
of time (the mythological, the artistic, and the psychological), in the choice of different opera
forms for each act, and in the dramaturgical process directed from the outward eventful plane
to the inward psychological dimension. The article reveals the compositional strategies that
helped Norgérd manifest the conflict between the genuine and the inauthentic world on a musical
level: the rhythmic transformation and the metric reaccentuation of the themes, the combination
of the overtone and the undertone pitch sets, the rejection of the hierarchical system at the end
of Act III, symbolizing the main protagonist’s estrangement from the world of his past.
In connection with the artistic crisis experienced by Nergard after he composed Siddharta,
the author presumes that the opera may be interpreted as a self-reflection of artistic activity.
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For citation: Okuneva E. G. In Search for a Genuine Reality: The Specificity of Genre
and Dramaturgy in Per Norgard’s opera Siddharta. Problemy muzykal'noi nauki / Music Scholarship.
2024. No. 1, pp. 52—67. (In Russ.) https://doi.org/10.56620/2782-3598.2024.1.052-067

arckuii kommosutop Ilep Héprop TBOpuecTBa BBICTYymaeT cuUMGpOHHYECKAS
(Per Neorgard, p. 1932), Hecmotrpss  My3bika (moapoOHee 00 sTtom cM.: [1]), He
Ha IPEKJIOHHBIM BO3pacT, IO Mpa- MEHEE 3HAaYUMBIH IIJIACT COCTABIISIIOT MY3bI-
y 3aHMMAeT CETOIHs JIMAUPYIOIIEe MECTO  KajbHO-TeaTpajibHble counHeHus. Héprop
cpenu Mmy3bikaHToB CeBepHoil EBponbl. Ero  siBisiercst aBropoMm mectu onep — «Jlabu-
TBOpYECKUI Oarak BechbMa BHYWIUTENEH pHUHT», «['mibramemn, «Cuaaxaprxa», «bo-
Y Ha JaHHBIH MOMEHT OXBATHIBAET CBBIIIE KECTBEHHBIN LIMPK», «beCKOHEUHas ECHBY,
YETBIPEXCOT OIYyCOB, HAaNMCaHHBIX B pa3- «Houb yenoBeuecTBay, MOCTABICHHBIX B TE-
HBIX JKaHpax. XoTs Bexyuled obnacteo ero  arpax Konenrarena, Opxyca u CTOKrosabpma.
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My3bIKallbHO-TeaTpaibHas JesITeNb-
HOCTb KOMITO3UTOpPA, HACKOJIBKO H3BECTHO,
HE IMOJIyYMJla BCECTOPOHHEIO OCBELIECHUS
B MHUPOBOM MYy3blkO3HaHUHU. O030p CLIEHU-
YEeCKHX OIYCOB COIEPXKHTCS B cTaThe MeH-
ca bpunkepa «MysbikanbHas apama Ilepa
Hépropa: neynauu, TpuyMdsl U HOBbIE Ha-
YHHAHKS» ', OTMEYAOIIETO TBOWCTBCHHOCTD
XyJIO’)KECTBEHHBIX TOMCKOB JaTcKOro ma-
CTepa, KOTOPbIE ONPEIENISIIOTCS YCTaHOBKA-
MU Ha TPAJMIMIO U HAa dKCIEpUMEHT. B He-
naBHeM Homepe Cambridge Opera Journal
omybnukoBaHa crathsi bappu Bunepa [2].
B uenTpe e€ Banmanus — ase oneposl Hépro-
pa «l'wnbramenn» u «Houb yenoBeuecTBay,
paccMaTrpuBaeMble B KYJbTYPOJIOTHYECKOM
(mocpenctBoM koHIenToB J[k. Kammobena)
Y [ICUXO0aHAJIUTUYECKOM (CKBO3b MPU3MY ap-
xetunoB KOHra) pakypcax.

K coxanenuto, onepHas my3bika Hépro-
pa, Kak, BOPOYEM, U JPYTUX COBPEMEHHBIX
JaTCKUX aBTOPOB, MPOJOJIKAET OCTABATh-
¢ ferra incognitfa i OTE€YECTBEHHOIO
MY3bIKO3HAHUS (MCKIIFOYCHHE COCTABIISIET,
noxayuyi, jaumb TBopuectBo b. Cépence-
Ha [3]). JlaHHas cTaThs OTYACTH MpPHU3BaHA
KOMITIEHCUPOBATh CYIIECTBYIOIIUNA Mpoden
U TPUBIEYh BHHMAHHE HE TOJBKO HCCIIE-
JoBaTeNeil, HO U TeaTpajbHbIX JeATenei
K OIIEpHOU My3bIKe /aHuu.

OOBbexTOM u3yueHHUs cTana omnepa-6a-
net «Cuanxaprxa» (Siddharta), co3nanHas

1

Hépropom B 1974-1979 rogax. Bei6op o0y-
CJIOBJIEH 0COOOW POJIBIO ITOTO COYMHEHUS
B TBOPUECTBE KOMIIO3UTOPA, O YEM B KOHIIE
pabotbl Oynet ynoMsinyTo otaensHo. [Ipen-
METOM BHUMAaHHUS OKa3aJluCh >KaHPOBBIE
Y KOMITO3UIIMOHHO-paMaTypruueckue yep-
ThI, @ TAKKE «ICTETUKA, POKIEHHAST KOMIIO-
3UIMOHHBIMU HOBausiMu» [4, p. 146].
[loBomoM 71 COYMHEHUS MOCIYKHUII
3aKa3 HaAlMOHAJIbHOM OIEPHOM TPYIIIBI
Ocno, Xenscuukn, Konenrarena m Ctok-
roJibMa, 0OpaTUBIIEHCS K YETBIPEM KOMIIO-
sutopam CeBepHoil EBpomnbl — gaTdyaHuHy
Iepy Hépropy, ¢punny Moounacy Kokkone-
Hy (Joonas Kokkonen, 1921-1996), nop-
Bexiy Anbppeny Ancony (Alfred Janson,
1937-2019) u mBeny boépny Bunbxo Xan-
as0epry (Bjorn Vilho Hallberg, p. 1938)
— ¢ IpocKOOI HamMcaTh ONEPhI HA PETUTH-
o3Hy1o Temy. [IpoekT npenycmarpusain mnpe-
MbEpPYy COUYMHEHHII B CEBEPOEBPONEHCKUX
CTOJIMYHBIX Te€aTpax U racTpoin>,
OO6nyMbIBasi CIOXKET I HOBOM OMEPHI,
Héprop ocranoBun cBoi BBIOOp Ha ABYX
¢urypax — Uucyce u npunne Cugaxaprxe,
Oynyuiem ocHoBarelne Oyanusma. [lepBona-
YaJIbHO KOMIIO3UTOP OOJIbIIe CKIOHSIICS
K UICTOpUHU XpHUCTA, HAMEPEBASCHh OTPA3UTh
TeMy oauHouecTBa. Ero BHUMaHue mnpu-
BJIeKJa clieHa B ['ecumaHCcKOM cany, Koraa
XpHUCTOC TOMUJICS B MYYUTEIBHOM OKHJ1a-
HUW HAJIBUTAIONINXCSA CTPAIIHBIX COOBITUI

Brincker J. Per Norgéard’s Music Drama: Failures, Triumph, and new Beginnings // The Music of Per

Norgard: Fourteen Interpretative Essays / ed. by A. Beyer. London: Scolar Press, 1996, pp. 189-215.

2

C 3aka3om paHee Bcex crpasuiicst Anbdpen SHcon, npencraBuBmunii onepy Et fjelleventyr («l'opHas

ckaska», 1972), mocraHoBka KoTtopoil Obina ocymectsieHa B Ocnmo B 1973 romy. Ilpembepa omepsl
Brépua Buibxo Xamns6epra Josef («HMocud», 1979) cocrosnack 8 Crokronsme B 1979. Onepa Moonaca
Kokxonena Viimeiset kiusaukset («Ilocnemuue uckymenus», 1975), packpblBaromias UCTOPHUIO KH3HU
(PMHCKOTO TPONOBEJHMKA, OCHOBATENs JIIOTEPAHCKOrO penuruo3Horo nsmkeHus «lIpoOyxaenue» IlaaBo
Pyorcanaiinena, nomyunna HanOonpmuid pe3oHanc. Ilocne npembeps! B XenbcuHCKU B 1975 rony ®unckas
HaIlMOHAJIbHAS OIlepa MOKa3ana €€ BO MHOTMX MY3BIKAJIBHBIX Te€arpax MHpa, B TOM 4ucie B MeTpononuTeH-
orepa.
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— apecTa, OBITOK U Ka3Hu. JJisi HanucaHus
mubperro Héprop oOpatmics K JaTcko-
My 1o3Ty U uckycctBoBeny One Capsu-
ry (Ole Sarvig, 1921-1981), aBropy KHUT
Evangeliernes Billeder belyst af denne tid
(«O6pa3sl EBanrenus, ocBeniéHHbIC HAIIIUM
BpemeHem»), Krisens Billedbog («Kuura
C WJUTIOCTPALMSIMU KPHU3UCa»), B KOTOPBIX
HaIlIO OTpaXeHUE, 10 CI0BaM KOMIIO3MTO-
pa, «IOYTHU IKCTUOMIIMOHUCTCKOE camopa-
300madeHue Hamiero Beka»®. CapBur oma-
cancs, 4uro ucropuss Mucyca B KOHEUHOM
UTOTE€ MOXKET OKa3aTbCsl CIMILKOM 3MOJIe-
MaTU4YHOM, TOrJga Kak MIEH «IpoOyxie-
Hus»y CuaaxapTxu oH Hammén o6onee 3aMaH-
YHBOM.

JInOpeTTo OTTaNKUBAIOCh OT KAHOHUYE-
CKUX OyJIMACKUX U CAHCKPUTCKHUX TEKCTOB,
B KOTOPBIX M3Jarajloch HE TOJBKO yUYEHUE,
HO M xu3Heonucanue bynnbl llakbsmyHu,
MMEBILET0 Npu poxaeHnn umsa Cuaaxaprxu
['ayrambl. B onepe mnokas3aHbl COOBITUSI €r0
MOSIBJICHUSI HAa CBET, B3POCJICHHUS, a TaKXKe
CTOJIKHOBEHUS C PEAJILHOCTBIO.

Cupnxaprxa NpOMCXOAMSI W3 3HATHOTO
poJia v cTall 0JNTroXKAaHHBIM PeOEHKOM paj-
xu Cynaxonansl M KoposneBbl Maiin. OH ObL1
HaJeJI€H 00’KECTBEHHBIMU YEPTAMHU C CaMO-
TO CBOETO POXKJICHHUS: €Ba BBIMISA U3 yTPO-
Obl MaTepH, MaJIBYUK cpa3dy CMOI' BCTaTh U
IIPOWTH CEMb IIAroB IO 3€MJIE B YETBIPEX
HaIpaBJIEHUSAX CTOPOH CBeTa (Ha ceBep, IOT,
3anmag M BocTOK). [IpuaBopHBI acTposor
AcwuTa npejickaszal, 4To IpUHI] OTPEYETCs OT
MHUpa U NMOoKUHET ABopen Kanumnasacty, kak
TOJIBKO TO3HAET YEJIOBEYECKUE CTpasaHusl.
JKenas, 4ToOBI €ro ChIH CTaad BEIUKUM IIpa-
ButeneM, Cyaixonana peul orpauTh ero

OT CypOBOH pealbHOCTH KU3HU U U30aBUTH
OT HecyacTbsl U cTpagaHui. OH OKpYXHII
CuaaxapTxy pOCKOIIbIO U YIOBOJILCTBUSIMH,
3arepeB BCeX OOJIBHBIX, YPOMIUBBIX U KaJIEeK
B MoJ3eMeNbsX aBopia. [IpuHna Bocnurana
té1s [lpamxkanaru, 3aMeHUBIIAs €My MaTh
nocjae cMmeptd Maitn. OHa ¢ COMHEHHEM
1 OCCITOKOMCTBOM HaOII0aIa, KaK MaJIBIuK
pOC B HMCKYCCTBEHHO BBICTPOEHHOM MHpE,
3amMedasl 4acTyl 3aJyMUYHMBOCTb U TPEBO-
ry Ha ero nuue. [loB3pocnes, Cuaaxaprxa
KEHUJICSI HA CaMOW KpacHUBOW JIEBYILKE —
npuHIecce S3omxape, Koropas poausaa eMy
ChIHA.

B onepe ucthHa OTKpPBIBAETCS MPUHILY
BO BpEMS YBECEIMTEIBHOTO IMpPE/ICTaBIIC-
HUf, Korjga OoJibHAsi TaHUOBIIMIA AMpa,
pa3Biekasiias CuaaxapTxy, €ro craperoiie-
ro OTlla W MPUABOPHBIX, TEPSIET CO3HAHHE
BO BpeMs TaHIla U yMHUpPAET. B 3TOT MOMEHT
nepen CuaaxapTxou NpeacTaroT TPU «BUIE-
HUs» — OOJIE3HH, CTapOCTH U cMepTH. Pa-
30071a4MB OOMaH, MPHUHI] TTOKUAAET JTBOPEI]

Kanunagacry.
Uctopust o Cuanxaprxe npuodpena ass
KOMITO3UTOpPA BHEBPEMEHHOE  3BYy4YaHUE.

Héprop npuznasasics, 4To 0OHapy>KUJ1 B HEH
NapaJijIeNId C COBPEMEHHOM JE€MCTBUTENIBHO-
CTBIO, B KOTOPO JJOBOJIBHO YacTO MPEATPH-
HUMAIOTCS MOMBITKH CIVIAJANTh KU3HEHHbIE
IIPOTUBOPEUMUS U «IPUYKPACHUTH Y’KAaCHOE
YTEIIUTEIbHBIMA MaHEPAMM DPEYH, CBOIS-
MMM, KaK 3TO IMPOUCXOIUT B CPEACTBAX
MaccoBOi MH(pOpMaIMH, KU3Hb U CMEPTh
K CBOCr0 pojaa HENpephIBHBIM, 0e300u-
HO-TPOTECKHBIM ‘aMEPHUKAaHCKUM IIOXOPO-
HaMm” B ctuie MBauna Bo»*. He xamwlid,
no MHeHuto Heépropa, crnocobeH ceromss

3 Norgéard P. Programme Note: Siddharta (1974-79/1984) — Play for the Expected One // Per
Norgérds kompositioner. Kronologisk vaerkfortegnelse 1949-2015. Udgivet af Per Nergéard & Ivan Hansen.
Copenhagen: Det Kgl. Bibliotek & Ivan Hansen, 2022. P. 221.

4 Ibid. P. 222.
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y3peTb UCTHHY W, momoOHo Cuaaxaprxe,
HalTU B ce0e CHIIbI MPOTHUBOCTOSITH ITUM
TeHAeHIusAM. KoMmmo3uTop momaran, dYTo
JIOMM HE JOJDKHBI 3aHUMAaTh KOH(POPMHCT-
CKYIO TO3MIIMIO M0 aKTyaJIbHBIM BOIPOCaM
COBPEMEHHOCTH, OyAb TO TOHKa BOOpYXKe-
HUW, 3arpsA3HEHUE OKPYKAIOIIEH Cpensl,
00pb0a KEHIIMH 32 paBHOIIPABHE UITU Paco-
Boe HepaBeHCTBO. Mcrtopus Cunaxaprxu
YYUAT UX COTMPOTUBIIATHCS JIOKHOU KapTUHE
MHpa U TOBOPUTH HET OE3HPABCTBEHHOCTHU
MOJTUTHYECKOU JCMArOTHH".

B nporpammubIx 3ameTkax k onepe Hép-
rop noa4E€pKuUBal, 4TO, MO CYILIECTBY, Mpe-
oOpa3oBain Mud B Ipamy, cliejaB aKLIEHT Ha
OJMHOYECTBE M OTYASTHUH, KOTOPHIC HCIIHI-
THIBAET repoM, KOTJa BCKPbIBAETCSA JI0XKb €T0
cymiectBoBaHus. [1013arooBok cCOYMHEHUS
— Spil for den ventede (Ilbeca mia oxunae-
MOT0) — MPOSICHSET KaK 3aMbIcel, TaK U To-
3uruio aBropa. Omepa NpoHU3aHa OXKUIAHU-
eM — OXuIaHueM mosiBieHus CuaaxapTxu
Ha CBeT, OKUJAHUEM IpeIHAYepPTaHHOU eMy
CynbOBI, OXUJaHHEM pa3zobiaueHusi oOma-
Ha ¥ mpod. [lokazaTenpHO MpPU STOM, UTO
BHUMAaHHUE KOMIIO3UTOpPA, a BCJEN 3a HUM
U 3pUTENs/CIIyIaTelis, COCPeI0TOUNBACTCS
MEPBOHAYAIBHO HE Ha BHYTPEHHEM IICHXO-
JIOTHYECKOM MHUPE Tepos, a, 0 METKOMY Ha-
omronenmio M. BpuHKepa, «Ha OKpYXCHHH,
dopmupytomem cozHanue» Cummxaprxu’.
B 9T10i1 cBsi3u MMEHHO OXUAAHHE OIpele-
JseT CHeupUIECKUid TUT COOBITHHHOCTU
B onepe Hépropa, cTaHOBACH BHYTpPEHHEU
MPYKUHOM, HANPABIAOLIEH BECh XOH JIE€H-

5

CTBUSI K HEMHUHYEMOMY PaCKpBITUIO Tparu-
YECKOW UCTUHBI.

XKanpoBoe 0003HaueHHE, KOTOPOE KOM-
MO3UTOpP JlaJl CBOEMY COUYMHEHHUI0, — OIle-
pa-0aner — OTChUIAeT K TPaJUIUsAM, CIIO-
YKUBILHUMCS B IPUABOpHOM TeaTpe OpaHunn
Ha pyoexe XVII-XVIII Bexo. BepmuHHbI-
MU 00pa3iiamMu 3TOTo KaHpa, Kak U3BECTHO,
cunrtatorcs «lanantHas EBpona» A. Kamma
n «l'anantnas Uaonsa» K.-O. Pamo. B mo-
ClelyIolIe Beka K orepe-0ajeTy mnepuo-
JTUYECKU 00palainch TaKue KOMIO3UTOPHI,
kak A. Jlapromenkckuii («TopxkectBo Bak-
xa»), d. Ilyyunnu («Bumnucer»), H. Pum-
ckuii-KopcakoB («Mnaga»), X. B. Xenne
(«Tearp uynec») u ap.

B nanHOM ’kaHpe BOKaJIbHbIE€ M TaHIIE-
BaJIbHbIE CIIEHBI JUIIb HAa MEPBbIA B3I
ObUIM PaBHOIPABHBI 110 CBOEH 3HAUMMOCTH.
Xopeorpaguueckue KOMIIOHEHThI — 3aya-
CTYH0 BCE-TAaKM MMENIU IUBEPTUCMEHTHBIN
XapakTep W HOCWIH JIEKOPAaTUBHYIO (PyHK-
uuro. HoBbI B3I HA POJIb TaHIIA B OTIEPE
obl1 mpennokeH B XX Beke P. Iltpaycom
(«Canomesi») u A. lIénGeprom («Momceit
U AapoH»), B COYMHEHUSAX KOTOPBIX, XOTA
OHM M HE MPUHAJICKAIH KaHPY Onepbl-Oa-
jera, xopeorpaduiyeckue 3MU30bl (TaHeI
Canomen u TaHell BOKPYT 30JI0TOTO TEJbIIa)
HAJIEISINCh KOHIIENTYaJIbHBIM 3HAYEHUEM.

AnanornyasiM oOpazom u y Hépropa
TaHLEBAJIbHbIE HOMEpPA CTAHOBATCA Y3JI0-
BBIMHU MOMEHTAMHM JIpaMaTypruy  Omep-
HOT'O CIEKTakisl. TakoBbl, K IpUMEPY, Ta-
Henl Maiin n3 [ akra, CHMBOJIM3UPYIOIINN,

«YTO MPOM30ILIO, HAPUMED, C IIPOIIECCOM TOTUTHISCKON YUCTKHU MOcie pa3obiaueHuss XpymeEBbIM

CTAJIMHCKOTO Teppopa Ha MapTHHOM che3ae 1956 roga? — BockiMIan KoMmo3utop. — Kak mMormu Jiroau
MIPOJIOIKATH JKUTh C OPTaHU3AINeH, KOTopas clenaia BO3MOKHBIMU TaKHe TyIOBUIITHBIC W3Bpamenusa? Kak
MOT'YT CETOAHANTHUEC KPACHOPCYHBBIC III/I(pr)I, KacaroImurecs prucCKa pa3BUTUA paKa, CBA3aHHOT'O C €KEAHCBHBIM
BOSHeﬁCTBHeM PaanOaKTUBHOCTH HAa YPAHOBBIX PYAHUKAX U aTOMHBIX 3JICKTPOCTAHIHAX, HE ITOJIOKUTH KOHEIT
3TOMY 3aTsiHyBIIeMycsl kKaHHnOan3my?» Cwm.: Nergard P. Programme Note... P. 223.

¢ Brincker J. Op. cit. P. 207.
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1o cyTty, 3auarne CHIIXapTXH U ONpeAes- Hyl TpaHCPopManuio®), €IMHCTBOM pH-
IOIUMN TakuM 00pa3oM XOJl BCEX AallbHEW-  TyalbHOIO M TeaTpaibHOr0 Hadail. YUepTsl
mux coObITuH, U Tanen Ampsl u3 Ill akta, MuUCTEepHATBHOCTH COXPAHSIOTCS B COUYMHE-
BO BpeMs HUCIIOJIHEHHsI KOTOPOro y MPUHLA HUM U B JajbHEHIIEM, HO INIaBHBIM OOpa-
3aKpaJbIBAIOTCSl COMHEHHUS B JOCTOBEPHOCTH ~ 30M Ha COAEPKATEILHOM YPOBHE (Haluyue
OKPY’KaloIlero MUpa’, 9To B KOHIIE KOHIIOB  JIBYX MHUPOB, CO3JJaHWE MOJEITH HICATFHOTO
MPUBOJUT K IOCTHKEHUIO TEPOEM UCTUHBI. MUPOIIOpSIIKA, TOSBICHUE TOIPaHUYHBIX
Oo6pamenne Hépropa k omepe-0aneTy, COCTOSHUN cO3HaHHs, (QOPMON KOTOPBIX
MOMHUMO 3TOTO, TO3BOJSUIO Haubojee BbI-  BBICTYNAIOT BHUJEHUS, CUTYaIUsl 3TUYECKO-
MyKJIO BOIUIOTUTH T€IOHMU3M MPUIBOPHOM IO BbIOOpa), TOrJa Kak OINEpHbIE (OPMBI
xu3Hu KanmmaBacty, a Takke HQAENUTh M Jpamaryprusi BcE Ooubllle MOIYIHPYIOT
TeaTpaJIbHOE JEHCTBO CBOETO0 poOJa CHUM- B CTOPOHY ApPaMbl.
BOJINYHOCTBIO. CHHTETHYECKass MpuUpoaa Onepa BKJIIOYAET TPU aKTa, O3aIvIaBJICH-
’KaHpa OTpa3miiach HE TOJBKO Ha COUETAHUU  HBIX COOTBETCTBEHHO «YTpoy, «IlonmeHby
B CLIEHMUECKOM ITPOCTpaHCTBE Xopeorpapun  u «Bedep». OTu Ha3BaHMs, MO 3aMBICITy
U TEHUSA, HO W Ha pacnpeneneHuu poseid. HEpropa, HecyT CUMBOIMYECKYIO (PYHKIIMIO,
Hamnpumep, raBHbiif repoit — Cugaxaptxa W00 acCOIUMUPYIOTCS C Pa3HBIM TEUCHHEM
— TIPUCYTCTBOBAJI Ha CIIEHE B JIByX UIIOCTAa- BpPEeMEHH’. YTpPO BBICTyHaer Mmeradopoid
CsIX: Kak IeBell (TEeHOp) U Kak TaHiop. Ponmu  Havana TBopeHus, Havyasa >kU3HU. B cBs3u
KopoJieBbl Maiin 1 AMpbI peiHa3Ha4YalluCh  C 3THM TOKa3aTelIbHO, YTO B JIEKCHUKE JIHU-
VCKJIFOYUTENIBHO /U1l TAHOBILIHIL. OpetTo B | akTe TOMUHUPYIOT CIIOBA, CBSI3aH-
Xotss Héprop u Ha3pBaeT CBOE COYM-  HbIE C CEMAHTHUYECKUM KOMIIOHEHTOM CBETa!
HEHHUE JpamMou, B JEHCTBUTEIBHOCTH ero  straler (myuun), lys (cBeT), lyser (CBETHTh-
orepa B KaHPOBOM OTHOIIEHHHM MUMEET MO-  csl), glans (cusiHue), stjerner (3BE31bl), sol
nynupyromuii xapakrep. OHa HauuHaeTcss  (cosHue), himlen (HE00), HO TAKKE BAXKHYIO
KaK MHUCTEpPHUSI CO BCEMH XapaKTePHBIMU  POJIb UTPAET W ONMO3uIus gleede (pagocTh)
i He€ MpU3HAKaMu: wiueed m3dpaHHWue- — sorg (rope)'’. JleiictBue I akra mporekaeT
CTBa, MOTMBOM MMCTEpPUAIBHOIO MYTH, OC- B CBEpPXpEaTbHOM, MHU(DOIOTHUYECKOM Bpe-
HOBaHHOTO HA KOHUEMNTE «OKU3Hb — CMEpPTh  MEHH, OXBAaThIBAIOIIEM KaK Obl B OJJHOM MO-
— BO3pOXACHHE» (MPEANONaraloleM HEe MEHTE COOBITHS MPOILIOTO, HACTOSIIETO U
00s13aTENFHO PEAIbHYI0 CMEpPTh, HO AYXOB-  OyAyIIETO U HaJIeIEHHOM CHMBOIMYHOCTBIO:

7 Awmpa Bo Bpems TaHIa M300paxkaeT BoNeOHHIy Mpararpamiany, KOTopasi pa3birpbIBaeT HCTOPUIO

mo0BH Mojomoro foHomwM K gAeBymke Kalipue. beckoneunoe HaHu3bIBaHue pojei (Ampa wurpaer
Mpararpaiany, kotopas urpaet Kaiipuio, koTopas Ha caMOM Jene oka3biBaeTcs npuHueccor [lupmoit)
3actaBisier CuUaaxapTxy 3adyMarbcs Haj BOIPOCOM, a KTo Mrpaer camy Ampy? YUto, ecnu Bc€ BOKpYT
SIBIIICTCS] HE TEM, YEM Ka)KETCsl Ha caMoM Jienie?

¥ TlogpoOnee 00 3ToM cM.: Kypanosa FO. A. Muctepus XX Beka: K mpoOiiemMe )kaHpOBOW HIACHTH(OUKAIIH
// UccnenoBaHus MOJIOABIX MYy3bIKOBeNIOB: ¢0. crateil. M.: PAM um. ['Hecunsix, 2011. C. 110-118.

 KoMIO3HUTOp CpaBHHMBAeT THUIBI BPEMEHH, BOILIOMIEHHBIE B TPEX akTax «CHAIXapTXH», C BUIOM,
OTKPBIBAIOLIMMCS B30PY IMaCCaKUPa U3 WIIIOMUHATOPA caMoJIETa IIPU €ro MPU3EMIICHUH: «. ..C BBICOTHI 0030p
JydIe, XOTs JeTajdd HEesICHBI, TOTJa KaKk Ha YPOBHE 3eMJIM OOLIM BUA TEPSIETCS, XOTS NETAM CTAHOBSITCA
BUAMMBIMH, OILyTUMBIMH U cIbIIMMBIMIY. CM.: Nergard P. Op. cit. P. 216.

19 31ech 1 manee KpUTEpUEM O0TOOPA CIIOB SIBISIETCS] YaCTOTA MX MOSBICHHUS B TEKCTE.
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oe3panoctHoe cymiecTBoBanue Cynaxona-
Hbl 1 Maiin, Monsiuux HebGeca mociaTh UM
ChIHa, 3auatue CUIXapTXH, €ro POXKJIEHUE,
cMepTh Malin U MpOpOYECTBO aACTPOJIOTA.
HuknuyHOCTh MUGPOIOTUYECKOTO XPOHOTO-
na Héprop orpaxkaer B MHOTOYUCIEHHBIX
MMOBTOPEHUSIX BEPOATIBHOTO U MY3BIKAJIbHO-
ro marepuaina. B I akte qoMmunupyomue no-
3UIMU 3aHUMAET XOp, KOTOPBIN BBICTYIAET
MPEUMYIIECTBEHHO B POJIM KOMMEHTATOpa
coObITHH (B €ro perikax MnpeoodagaroT
(dhopMBI TpeThero uIa), TaHel Maiiu Hecér
puryanbHyio ¢yHknuo. Be€ sTo ompene-
JseT MHUQOIMOITUYECKUE YEPThl ONEPHOTO
KaHpa.

[TonaeHp, acCOLMUPYIOIIUNCS C MaKCHU-
MaJIbHBIM BO3BBIIICEHUEM COJIHIIA HaJl TO-
PU30HTOM, CUMBOJM3UPYET >KU3Hb KaK Ta-
KOBy10. Jlekcuueckuil cTpoit IMOpeTTo BO
I akre ompepensaioT cioBa livet (KU3HB),
gleede (panocts), lykke (cuactne), fest (Top-
XKeCTBO), lyst (yooBONBCTBHE), MO0 IETh
Cynaxonanpl 3akirodajach B TOM, UYTOOBI
MOMMATh ChIHA B «JIOBYIIKY KU3HUY», TO €CTh
MPUBA3aTh €r0 K 3€MHBIM YIOBOJIbCTBUSIM.
CoObiTust 11 akra pa3zBopaunBaroTcsi B Xy-
JI0KECTBEHHOM BpEMEHH, CIeUu(pUIHOCTH
KOTOpPOTO  OMpeAeisieT KOMIO3ULIUOHHAS
cuMMeTpus. JlelicTBue HauMHAETCSA C IPO-
tuBoctosiuust Cymaxomansl u [pamkanaru,
HE 0o/100psroIIeii TUTaHoB maps. “Men under
hver bloms, se: rod og jord og ormes nat
sorte rige — jord og orme: skjul ikke dét!
Lyv ikke for prinsen!”!" — npexynpexmaet
[Ipamxanat. DTUM ke IPETOCTEPEKEHUEM
nerictBue 3akanuuBaercs. Bo Il akre, B oT-
JUYKE OT NEPBOro, Beaylllee 3HaYeHUE MpH-

11

00peTaroT NUAIOTMYECKUE CIICHBI U aHCaM-
OJieBbI€ DMH30/bl, XOP BKIIIOYAETCS JIHUIIb
B KOHIIE, BO BPEMsI CBaJIcOHOTO TOPKECTBA.
Ero ¢ynkius MeHsieTcs, OH OKa3bIBaeTCA
NACCUBHBIM YYaCTHUKOM coObITHH. B xo-
POBBIX BBICKA3bIBAHUAX TMOSBISICTCS JIMY-
HOE MECTOMMEHHE MHOXXECTBEHHOTO YMCIIa
vi (MBI).

Beuep B omepe Hépropa BbicTymaer,
C OJIHOM CTOpPOHBI, 3aBEPILICHHUEM OIpee-
JIEHHOTO 3Tara W3HU, a C IPYTrOu, OJIMIE-
TBOPSIET Ha4yaJl0 HOBOI'O IyTH, CBS3aHHOIO
¢ no3HanueM CHaIxapTXod CBOEro MCTHH-
Horo npenHazHadyeHus. Jlekcuka III akra
HATOJIHEHA CJIOBaMHU, BXOMASAIUMHU B CEMaH-
TUYECKOE T0JI€ OMIMO3UIIMA COKPBITOCTH —
SABIIGHHOCTU: Vvirkelig — uvirkelig (peanbHOE
— HepeanbHoe), synlig — usynlig (BUTUMbBIN
— HEBUIUMBIN), egentlig (Ha caMoM Jene),
slor (Byanw), underligt (cTtpaHHO), ukendt
(meBeoMbIi), se (y3peTh), vide (y3HaTh).
CornacHo Hépropy, coObrtus B III akre mpo-
TEKAIOT B THUNEPPEATTMCTUYECKOM BPEMEHH,
OTpaXEHHEM KOTOPOTO CTAHOBUTCS BECh-
Ma MPOJOJKUTEIBHBIII MOHOJOT TJIABHOTO
reposi, UCTIOMHSAEMBIN TIOCHE SIBICHUS €My
TpEX «BUACHHUI». B HEM MOMEHT MPO3PEHUS
(B peallbHOCTU JIAIIMNACA JOJMU CEKYHJbI)
MPENCTAET CIIOBHO ObI O] YBEIUYUTETHHBIM
CTEKJIOM, TIO3TOMY TOYHEE TOBOPUTH O Bpe-
MEHU CYObEKTUBHOM WJIH IICUXOJIOTUYECKOM.

OTMETHM, YTO MOHOJOI OB BKIIIOYEH
KOMITO3UTOPOM TIOCJ€ TPEMbEPhl  OMEpPbI
B CtOoKroneMe, cocrosBiueiicss B 1983 romy.
BcraBka Obuta 0003HaueHa kak Formarkelse
(«3armenuey). Héprop npu 3ToM Hcmons30-
BaJI TEKCT CTUXOTBOpeHUst Aonbha Bénbdmu

«Iloxg KaXKapIM ITBETKOM B3TJISTHUA: KOPEHB, W 3eMJIS, U TEMHO-HOYHOE ITApPCTBO UEpBEH — 3eMIIs

W YepBH: HE CKphIBaid Toro! He nru mpuHIy!» 3mech u ganee nepeBos GpparMeHTOB THOPETTO C JATCKOTO
sI3BIKA BBITIOJTHEH aBTOPOM CTaThH 110 PYKOITUCHOM MapTUType, pa3MemEnHOM Ha caiite Wise Music Classical.
URL: https://www.wisemusicclassical.com/work/21615/Siddharta--Per-N%C3%B8rg%C3%A5rd/ (mara

obpamenwms: 08.01.2024).
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Wie ein Kind, cTHIINCTHYECKH U JTEKCUYECKHU
CYILLIECTBEHHO OTJIMYAIOIIUICS OT TEKCTA JIM-
operro CapBura, 4yTo MO3BOJISLIO OoJee OT-
YETIIMBO MeEpeaarh MEpPEMEHY, MPOMU30LIE-
myro B Cuajxaprxe B MOMEHT OTKPBITUS UM
HENOUIMHHOCTH OKPYXaIOLIEro MUpa.

B III akte maBHYIO poib B ApamMaTypruu
UTPAOT MOHOJIOTH'? U JMaory, onaromaps
YeMy B ONEpEe YCUIIMBAIOTCS YEPTHI JpaMBbl.
[TokazarenbHO, YTO CYIIECTBEHHO MEHSET-
csi 1 QyHKIUS Xopa (XOpPOBBIE AMHU30/bI He-
MHOTOUYHUCIIEHHBI), POJb KOTOPOTO CIIOBHO
Obl pa3aBauBaeTcsi. C OJHOM CTOPOHBI, XOP
BBICTYNAET B ONIIO3UILIMU K IEpOr0, TaK Kak
NEPCOHUPHUIMUPYETCS C MPUIBOPHBIMU CITy-
KUTEJIIMH, C IPYrod, B XOPOBbIE PEIUIMKU
MOCTENEHHO MPOHUKAIOT (ppasbl Cugaxapt-
XM C XapaKTepHBIM JJIsi HUX yHoTpeOsieHu-
€M JINYHOTO MECTOMMEHUS €IWHCTBEHHO-
ro 4mcia jeg (s1), TO €CTh XOp CTAaHOBUTCS
TPAHCJISITOPOM MBICIIEN IPOTArOHUCTA.

Takum o00pa3oMm, KaHPOBO-ApaMaryp-
rUYecKue TpaHcPopMaluu OTpakaroTcsl Ha
HECKOJIbKMX YPOBHSIX COYMHEHHS: 4Yepe3
JIEKCUYECKUN CTPOM SI3bIKA, ITOCPEACTBOM
pa3HbIX Mojieiell BpeMeHH, a Takxke Onaro-
Japsi IPEeANnoOvYTeHUIO Pa3InYHbIX OINEPHBIX
¢dbopM, BBHIOpAaHHBIX B KayeCTBE BEIYIIUX
B JIpaMaTypruyeckoM pa3BEPTHIBAHUU JIEH-
ctBuid. Bc€ 3TO 1Ma€r OCHOBaHUE yTBEp-

XKIaTh, YTO Apamaryprusi Onepsl B LEJIOM
OKa3bIBAECTCS IIOJIBEP/KEHA IIOCTEIIEHHOMY
MIPOLIECCY HMHTEPUOPHU3ALIMH, IEPEXOAy OT
BHEITHE-COOBITUMHOTO TUIaHA K BHYTPEH-
HE-TICUXO0JIOTUYECKOMY.

B KOMNO3UMIIMOHHON CTPYKType OIEphI
Héprop coueraer npuHIMIIBEI CKBO3HOTO pas-
BUTHS C TPAJULMOHHBIMUA OMEPHBIMU KaH-
paMu. AKTbI HE MOAPA3AEISIIOTCA Ha CLEHBI
WM OTIEJIbHBIE HOMEPA, CIIELYs] CKBO3HOMY
MPUHIKITY CTpoeHUs. TeM He MeHee BHYTpH
ATOTO0 HEMPEPBIBHO Pa3BEPTHIBAIOLIETOCA
L[€JIOT0 BO3HUKAIOT BIIOJIHE OIPEACIIECHHBIC
B YKAHPOBOM OTHOILICHWH U 3aKOHYEHHBIE 110
O(OpPMIICHHOCTU COJIbHBIE, aHCaMOJIEBbIE
M XOPOBBIEANU30/1bl (HalpUMep, TaHel Maiin,
necHsa Ilpamxanatu u gereil, 6amnaga u3
I akta, monosioru IlIpamxkanatu u Cugaxapt-
xu u3 Il u III akTOB), HEpEAKO HAMKMCAHHBIE
B KYIUIETHBIX (pOopMax.

OcHOBHOM KOH(MIUKT OTMEphl COCPEIOTO-
YeH Ha IPOTUBOIIOCTABICHUU JBYX MHUPOB
— MOJJIMHHOTO W HexocToBepHoro'®. Ero
3aBsA3Ka OCYIIECTBIISIETCS B KOHIE | akra,
xorga orer CHAIXapTXu pelaeT OrpaanuTh
CblHA OT HENPUISAIHBIX CTOPOH JXKU3HHU
U BOCIIUTATh €ro B «Caay YAOBOJIbCTBUII»,
HO IPOTHUB ATOTO PELIMTEIBHO BO3Pa)KaeT
[Mpamxanatu'®. OTKpBITOE CTOJKHOBEHHE
npotuBobopcTByromux cuil (CynaxonaHbl

12 OTMGTI/IM, YTO 49aCTh U3 HHUX JIMIICHA OPKECCTPOBOI0 CONPOBOXKIACHHU. Hpen(z[e BCCTO 3TO MOHOJIOTH

Cupnxaprxu “Forunderlige Amra” («UynecHas Ampay) u “Disse toner sé triste” («9TH 3ByKH TaK Ie4abHbD» ),
MPEPHIBAOIIUE TAHEI] AMPBI H CITYXKAaIlHe BaXKHBIMH IPaMaTypruieCKUMH MOMEHTAMH Ha MYTH TOCTHKEHHUS
TIPUHIIEM WICTHHBI, a TAKXKe 3aKIIoYnTesHbIH MoHoJoT [Ipamkamarn “Sé er det sket, dét som jeg frygted”
(«Cry4ninocs To, 4ero st Tak 0Osu1ach»), COMPOBOKIAEMBIA aJbTOM COJO. ACKETH3M 3BYYaHUS MO3BOJISLI
KOMTIO3UTOPY MOJTHEE TIepeaTh ApaMy OJJMHOUECTBA U OTUYASIHUS.

13 «Danbib IBOPIIOBOM KH3HU — CYTh onepbl!», — ykassiBas Héprop. Cm.: Nergard P. Kvalmemusik?
// Dansk Musik Tidsskrift. 1983-1984. ARGANG 58. Nr. 6. P. 312-313.

14 E& KOpOTKHii MOHOJIOT OITUPAETCS Ha CIEAYIONIHiA TeKeT: “Sorgen har ramt os pa gleedernes dag: deden
har ramt som en havn for vor synd: det er ondt, perverst at skille lyst fra nad og ded, giv de svage fri, de
gamle, det er ikke for sent” («Ileganp mopa3mira HaC B IEHb PAaIOCTH: CMEPThH MOpa3miia Kak BO3ME3INe 3a
HAaIl TpeX. ITO 3J10, U3BpAICHUE — OTAEIATH YAOBOJIBCTBHE OT TOps U cMepTH. OCcBOOOAM CITA0BIX, CTAPHIX,
MOKA HE CIIUIIKOM TI03]THOY ).
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n Ilpamxkanaru) npoucXoAUT B Hayaje
Il axTta, BpeMEHHBIM «mOOEIUTEIEM» U3
KOTOPOTO BBIXOAMT pajka. B nanpHenmem
KOH(JIMKT NMPOTEKAaeT B 3aBYaJUPOBAHHOMU
dbopme. Ero Beipaxxenuem B koHie Il akra
CTAHOBUTCS CBaJicOHOE TOPIKECTBO, KOTO-
poe, comtacHo pemapke Hépropa, momx-
HO HMMETh HEOJHO3HAUHYH CIIEHUYECKYIO
peanu3anuio, OamaHCUPysS MEXIYy Mpasi-
HUKOM M KomMapoMm (mareridt). B 111 akre
KOH(JIMKT CKPBITO COJEPKUTCSA B paccka-
3¢ ['anmapBbel U TaHue AMpBI, IPEACTaB-
JAOIMUX COOOW HE YTO MHOE, KaK «TEKCT
B TEKCTe». brmaromaps 3ToMy ymMHOXaeTcs
UCKYCCTBEHHOCTh U 0€3 TOro MOAAEIbHOTO
MHpPA, a TPAaHULIBI MEXAY WUIKO3UEH U pe-
aJbHOCTBIO OKOHYATEJIbHO yTPAuMBAIOTCH.
HecmoTpss Ha cBOM JIAaTEHTHBIM Xapakrep,
KOH(QIUKT o0ocTpsercs Onaromapst BOBIIE-
YEHHUI0 B HErO HOBBIX JECUCTBYIOIIHUX JIWII
— TPUIBOPHOIO acTpojiora ACHUTBI, CO-
MHEHHUsI KOTOPOTO B YCIIEXE MCKYCCTBEHHO
CMOJCIUPOBAHHOW KWU3HU HE OCTAITCS
He3aMmeueHHbIMU CuaaxapTxoi, mnosTec-
cel ['angapBbl ¥ TaHIOBUIULIBI AMpPBI, YbU
pa3BiEKaTeIbHbIC TPEACTABICHUS HABOIST
MIPUHIIA HAa ONpPEAEIEHHBIE Pa3MbIIUICHUS.
Pa3Bsi3koit KOH(IUKTA BBICTYIIA€T MOHOJIOT
Cunnxaprxu u3 Il akra, BBICTpOEHHBIN Ha
TekcTe A. Bénbdum.

boénpmas yacte coOBITHI Omepsl pas-
BOPA4YMBAETCS B PAMKax JIO)KHOW KApTHHBI
MHPA, OJMLIETBOPEHUEM KOTOPOM BBICTyIA-
et Cynaxoznasna v ero Jsopen. AyTeHTHYHAs
chepa B mepByl0 oOuepedb ACCOLMHUPYET-
ca ¢ llpamxanaru, KoTopas HEOQHOKpAT-

15 Brincker J. Op. cit. P. 209.

16

HO U OE3yCHEIIHO MPEeAoCTeperaeT paaxy
0 mociencTeusix oOMaHa. B »3Toil cBs-
31 KOH(JIUKT JIOCTOBEPHOTO U HEAOCTO-
BEPHOTr0, MO CIPABEJIMBOMY 3aMEUaHUIO
. bpuHkepa, nonydaer HONOIHUTEIbHBIN
paKypc, JEMOHCTPUPYS CTOJIKHOBEHHUE
«pa3IUYHBIX KOTHUTUBHBIX MHUPOB — MYXK-
CKOT'0, OCHOBAaHHOI'O Ha BJIACTH, U KEHCKO-
ro, OCHOBAaHHOTO Ha COIEPEKUBAHHUK» .
Jlarckuii uccrmenoBarenb NOAYEPKUBAECT,
4YTO BCJEICTBUE A3TOro B «CuamxapTrxey
MPUHLUIINAIBHO MEHSETCS TUIl KEHCKOIro
nepcoHaxka. Ecnu B MpexxHUX My3bIKalb-
HO-TeaTpasibHbIX paborax Hépropa nomu-
HUPOBAJI apXETHUIl «BEYHO-KEHCTBEHHOTO)
C SBHBIM YKJIOHOM B CTOpOHY la femme
fatale!'®, To Tenepp xeHCKU 06pa3 mpuoo-
peTaer «3THYECKOe U3MEPEHUE»' .

JIBoeMupue — TUMUYHAS YepTa pOMaH-
TUYECKOM TMOATUKHU, Ka3ajioch Obl, CBUjE-
TEJIbCTBYIOIIAsl O HEOPOMAHTUYECKHX TEH-
neHuusx tBopuectBa Hépropa. OnHako peub
B JIAaHHOM CJIy4ae UAET HEe O IPOTUBOIIOCTAB-
JICHUH MEUTHI (Mealia) U JeHCTBUTEITLHOCTH,
B pe3yibTaTe KOTOPOro Iepoil OTUyKIaeTCs
OT MHpa, HO 00 UJUTFO30PHOCTH, UCKYCCTBEH-
HOCTH, HEIOCTOBEPHOCTH TOM PEalbHOCTH,
B KOTOPOHM CyIIECTBYET OOJBIIMHCTBO JIIO-
nen. IlocraBnennas Hépropom B 1970-¢
rofpl mpobiemMa, Mo CYIIECTBY, OTpa3wia,
a, CKopee, J1aXe MPeABOCXUTHIIA aKTyaJIbHbIE
TE€MBbI TIOCTMOJIEPHUCTCKOM KYyJIBTYphl KOHLIA
XX cronerus, CBSI3aHHBIE C BUPTyaJbHOMU
PEaIbHOCThIO, CEMAHTUKOM BO3ZMOXKHBIX MU-
poB, HEOMHU(DOJIIOTU3MOM, KapTHUHOH MHpa,
BPEMEHEM U TIPOCTPAHCTBOM %,

JKenmmiaa y KOMIO3UTOpa 3a49aCTyIO BBICTYIATa OOBEKTOM CEKCYaIbHOTO JKeNaHus. TakoBbl HEBECTHI

B Oanere Den unge mand skal giftes («Monomoii 4eTOBEK pelraeT >KeHUThCs», 1964), retepa Uimapa B omepe

«I'unpramenn» (1971-1972).
17 Brincker J. Op. cit. P. 208.

'8 B KMHOMCKYCCTBE HanOoJIee SIPKUM U JOCTYITHBIM UX BOILIOIICHHEM cTall GpuiabM «Marpuua» (1999,
pex. JI. u 3. BadoBcku), mpuoOpeTIIHii KyJbTOBBIN CTaTyC.
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KoHpmUKT moaiImHHOTO M HEA0CTOBEP-
HOTO MHUPOB MOJYYWJ CHEeUU(PUIECKOE BbI-
paxkeHHMe Ha My3bIKaJbHOM YpoBHE. OT-
METHM, 4TO Tepuoj TBopuecTBa Heépropa,
npuxoasuica Ha 1970-e roawbl, uccieno-
BaTeNld MMEHYIOT uepapxmueckum'”. bec-
KOHEYHasi Cepusi, OTKPBITasi KOMIIO3UTOPOM
B KOoHIIEe 1950-X roioB, Ha10JIrO ONpeaeIuiIa
€ro KOMITO3UIIMOHHKIe cTparerun. OHa oba-
nana ¢pakTaabHBIMU CBOMCTBAMHU U HeEpap-
XUYHOCTBIO, Hanbosee OYEBUIAHBIMU MIPH €€
peanu3alui B TOPU30HTAIBHOM HU3MEPEHHUU
(Ha MENOANYECKOM YPOBHE, B COOTHOILICHUU
(hakTypHBIX TOJIOCOB), uyTO TTOOYAMII0 HEPro-
pa ¢ 3TUX K€ MO3UIUI UCCIIEeI0BaTh U APyTHe
napamMeTpbl My3bIKaJIbHOTO si3biKa. «Cuu-
IXapTxe» MpeAlecTBoBain omnepa «l uib-
ramenn» (1971-1972) u Tperbs cumponus
(1972—-1974), B npouecce pabOThl HaJ KO-
TOPBIMU KOMIIO3UTOP OOHAPY>KUJT BO3MOXK-
HOCTU HMEpapXUUYECKON OpraHU3alMKU PUTMA
MIPU MIOMOIIIM 30JI0TOTO CEYEHUSI U TAPMOHUHU
Ha OCHOBE OOEPTOHOBBIX PSIJIOB.

My3bika «CuaaxapTxu» Takxke OIH-
paercsi Ha UepAPXUUYECKUE CTPYKTYpbl. EE
WHTOHAIITMOHHBIM HMCTOYHHKOM  SIBIISICTCSI
OCCKOHEUHBIH psii, HA OCHOBE KOTOPO-
rO CO3JAI0TCS HEMOXOXKHE JPYyr Ha Jpyra
TeMbl. YaCTUYHO MPUHLIUIBI CBOEH pabOThI
Héprop packpein B mporpaMMHON 3aMeT-
K€, COCTABIICHHOH ISl TPEMbEPhI Onepni’.
Tak, OqHUM U3 BaXKHEUIIUX IPUEMOB B CO3-
JTAHUW HOBBIX T€M CTaJl METOJl (GPUITBTpaIun
OECKOHEUHOTO psijia, 0003HAYECHHBIN CAMUM
KOMIIO3UTOpOM Kak wavelength (mmuHa

BosiHbl). [Ipouenypa npenycmarpuBaia us-
BJICUCHHE TOHOB U3 OECKOHEYHO pa3BepThI-
BAaIOIIIEICA CEpUU MO CUCTEMATHUYECKOMY
npuHuuny. Hanpumep, otkpsiBaromas [ akr
«JIBOpLIOBasi My3bIKa» (Ha3BaHHE CaMOTO
Hépropa) Bo3HuKIIa HA OCHOBE U3BJICYCHUS
Ka)KJI0TO TPEeThero ToHa, necHs [Ipamxana-
TH U JIeTell — Kaxxaoro 15-ro, 6anama —
KaxxJ0ro 45-ro, TeMa NpopoyecTBa — Kax-
noro 75-ro Tona. OTMETHM, 9TO MMOmO0HAs
omepauus He SIBISETCA HOBATOPCKOW IO
cBoei cytu. CxomHbIM 00pa3oM co3gaBai
npousBoaHbIe psAaAbl AnpOan bepr B cBoeit
onepe «Jlymy»?'.

HépropoBckoil My3bIke IpU 3TOM OKa-
3BIBAIOTCA TPHUCYILIM TOHAJbHBIE YEPTHI.
DTO CBSI3aHO, C OJJHOM CTOPOHBI, C 0COOEH-
HOCTSIMHM CTPOEHUS CEPUHU, OCHOBAHHOM Ha
NOCTEIIEHHOM HMHTEPBaJbHOM pacliupe-
HUM, HO TMEPUOJUYECKH BO3BPAILAIOIIECH-
csl K ucxogHomy ToHy. C Ipyroil CTOpOHBI,
TOHAJbHBIE aCCOIMALUU O0YCIIOBJIEHBI pe-
aju3alueil B My3bIKalbHOM TKaHU 00epTo-
HOBBIX psi0B. TakoBO, HampUMep, HAYaJIOo
onepel. Ero TOHanbHONW ONOPOM CIYXKHUT
A dur. YTOHUYEHHOCTb 3By4YaHHUS OpKe-
CTPOBKM BO MHOTOM OIIPEAEISIOT TeMOpPHI
doprenuano, apdsi, BuOpadoHa U KpoTa-
noB. Ilpu sTOM HMMHOpeccHOHUCTHUYECKAs
3BYKOIIMCh JOCTUraercs Oiaaropaps npoTH-
BOIIOCTABJICHUIO HUKHUX (OCHOBAHHBIX Ha
0ojiee MMPOKUX KOHCOHAHTHBIX MHTEpBa-
Jax) ¥ BEpXHUX (CIMBAIOIIUXCS B KIacTe-
pb) o0epToHOB. CBsi3b ke 00pasza IBOpIa
C 00epTOHOBBIM 3BYKOPSZOM B KaKOM-TO

1 Tlepromu3anusi TBOpUECTBA KOMIIO3UTOPA MpeiokeHa B ctathe: Bonde A., Nielsen R. Per Nergards

musikalske univers // Col Legno. 1997. P. 499-536.

20 Pasmemena B kaure: Per Norgards kompositioner. Kronologisk verkfortegnelse 1949-2015. Udgivet
af Per Norgard & Ivan Hansen. Copenhagen: Det Kgl. Bibliotek & Ivan Hansen, 2022. 598 p.

2l Bonee moapobHO 00 3THX Meromax cM.: Okynera E. I, Kpanusuna /. E. Muoroo6pasue eauHCTBa:
0 crioco0ax mpeoOpa3oBaHMsl BHICOTHBIX PSIOB B CEPUIHON M cepuanbHol My3bike // Opera musicologica.

2017. Ne 3. C. 21-50.
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CMBICJIC OKa3bIBAETCS] CUMBOJIUYHOM, BBI-
CTynas OTpa)XX€HHUEM MaTpuapxaibHOIO
ycrporicrBa Kanunasacry.

KunroueBoit Temoit [ akra MOXKHO cUHTaTh
temy Oamnaasl (mpumep Ne 1). E€ unTOHAa-
LMY B JAJIbHEIIIIEM IPOHU3BIBAIOT COJIbHBIC
PEIUTUKH TPUIBOPHOTO acTposiora ACHTHI,
npejickaspiBaroniero Oynyuiee npunna Cunu-
nxaptxu. [lockonbky OaHHas TeMa MOJy-
YEHa IOCPEACTBOM JOCTATOYHO IIUPOKON
«JJIMHBI BOJHBDY (KaXabld 45-i1 TOH), Bce
octanpHble Tembl | akrta (mecHs Ilpamxa-
naTtu u AeTel, TaHen Maiiu u ap.) Tak Win
MHaue BKJIIOYAIOT B ce0s €€ WHTOHALUU.
B npumepax Ne 2 1 3 3Tu HOTBI J1s1 HATVISA -
HOCTH OOBEICHBI KpYyXKOuKkamu. Takum 00-
pa3zom, TeMa OaJutazibl B CKPBITOM BUJE Kak
OBl yXKe CONEPIKUTCI B KaXIAOW U3 TEM, UTO
CBHJIETEIBCTBYET O MPEIONPEAEIEHHOCTH
U HEU30EKHOCTH BCEX MPOUCXOIAIIUX CO-
OBITHIA.

Mpumep N2 1 1. Héprop. «Cuapxaptxan. | akT,
Tema 6annags (xop)
Example No. 1 Per Norgard. Sidaharta. Act I.

The Theme of the Ballad (chorus)

sotto voce

1
Gré-den ris-ler midt i kon-gens

Man can v@-re  dronning og ha' sorg. borg.

0 _
Mpumep N2 2 | akT. TecHs MpapxanaTv v peted
Example No. 2 Act |. The Song of Prajapati and Children
Prajapati Bernekor
0 Nt N | !
7 B B o v S S == e = e s ) s s s ' s L 28
et e e e
T 7 e e g =
Se: Mawyaslar si e-ne skont__ hun har en mand. Er daen blomst a-le-ne i sin
P} P“ljapali N Bornekor |
gI“"'%"IJ..—F‘:’IW.‘H&*‘-pJ’I..I"%"IJ.-HFI
> > k4 T —r VT b4 T
blom - ster - stand.  Hun fin-der in-gen gle-de  un - der hjer-tets skat.  Hor e-vig he-den
5> N IPrajapfti,anekor ) \ _ X
A - 2 y -y o T o > < ° 5 Y 1 -2 I — xa |
e e e o P e B e TR R R e S it e
ECE=E { i 3

sumaner om os, den - me mat. Sor-gen, sorgen gster  al-le, in - gen kam g fii.

22 Norgérd P. Programme note... P. 218.
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Mpumep N2 3 | akT. TaHew Maiu

Example No. 3

Act 1. The Dance of Maya

Kak yxe ormedanoch, KOH(IUKT ABYX
MHUPOB — JIOCTOBEPHOI'O M HEJIOCTOBEPHOIO
— HAaxOJIUT HEMOCPEICTBEHHOE OTPaKEHUE
B caMO# My3bIKe. B CBOMX KOMITO3UIIMOHHBIX
crparerusix Héprop ucxogusn u3 TOro, yTo
HCKYCCTBEHHO BBICTpOCHHYIO CynaxoaaHoi
PEaNbHOCTH CJIEAYET BOCIIPUHUMATh KaK BMe-
I1aTEJIbCTBO B «ECTECTBEHHYIO HEPAPXUIO,
clenaHHyto emE Oosee crporoit Onaromaps
TOMY, 4YTO “KpacuMBO€” CTajo eI Kpacu-
Bee, a “ypoanuBoe” ObUIO MPOCTO CIPSITAHO
B MO/I3EMENTbIX JBOpIan®?. Komrosurtop mnpu
TOM CTPEMUJICS, YTOOBI «UCKPUBIEHHOCTHY
HOBOTO MHpa OKa3ajach Kak MpeaesbHO OCs-
3a€MOi1, TaK ¥ MPHUBJIEKATEIbHOM JUISl CITyIIIa-
tens. J{ns 3Toro, mo ero cOOCTBEHHBIM CIIO-
BaM, OH MPHUOETHYN K MPUEMY «COETUHEHUS
3HAKOMOTO (M 0€30MacHOr0) ¢ HE3HAKOMBIM
(M BOJHYIOLIUM)», KOTOPBIM peann3oBal Ha
CTWJIMCTUYECKOM M  SI3BIKOBO-TEXHUYECKOM
YpOBHSX. B 4MCTO TEXHUYECKOM OTHOIICHUN
peub uAET 0 PUTMUYECKON TpaHchopMaluu
1 00 U3MEHEHUU METPUYECKOM aKIeHTyalluu
TIOBTOPSIOIIMXCSI MOTUBOB U TeM. Hampumep,
MeJIoIMYecKasl JIMHUS B MapTUSX TEepCOHa-
KEeW YJICHUTCS KOMIIO3UTOPOM Ha HEOOJb-
M€ CETMEHTHI, KOTOPBIC TPHU IMOBTOPECHUU
HAJIEJISIFOTCSL HOBBIM pUTMOM (Tipumep Ne 4),
a WHOTJAa B MHTOHAIIMOHHO U PUTMHUYECKH
CXONIHBIX (pparMeHTax CMEUaroTCsl CHIIbHbIE
nonu (mpumep Ne 5).
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Mpumep N° 4 Il akT. Ananor CupoxapTxu
v CyaoxonaHs! (nutepa J),

penmka CyanxofaHsl “Sa lev da end nu stoerkere”

Example No. 4 Act II. Diclogue between Siddharta
and Suddhodana (rehearsal letter J),

Suddhodanar's Reply "S& lev da end nu stoerkere”

="

s
> > ¥

S levda endnu  ster-ke-re, et li-vétph prove.  Lod 3 prin-sesser valge goldrin-ge  hos jer. Se:

Mpnmep N2 5 Il akT. MoHonor CynaxonoHsl
"Nu stréler dagens lys' (nutepa C)
Act Il. Suddhodana'’s Monologue

Nu strdler dagens lys rehearsal letter C)

Example No. 5

Suddhodana’ #
") 3 # {2
e
23—

14

Nu strd-ler  da-gens lys.

frem. - te-ren  klin - ge!

der-nes svarm sum-mer

Ung - dom dan-ser, her

B I axkre naHHBIA NPUEM HCIOIB3YET-
Csl B OTHOILLEHUU JINIIb JIByX TEM — IIECHU
[Ipamkanaru n Tanua Maiiu. Kak BugHO 13
rpuMepoB Ne 2 1 3, B X OCHOBE JIEIKHT, 110
CyTH, OJJHA U Ta k€ MejoAus. B taHue ona
Oosiee XpoMaTU3MpOBaHA 3a CUYET MOIYTO-
HOBBIX CIBHUIOB, M3MEHSIOIIMNX KAa4€CTBO
MHTEPBAJIOB (Hanmpumep, 0OJbIINE CEKyH/IbI
Y TEPLMH CTAHOBSTCS MajibIMU). [TyHKTUPBI
Y CHUHKOIIBI IIPUAAIOT MY3bIKE TaHLA OpI'U-
aCTUYECKUM XapakTep, Torga Kak B Iiec-
HE PUTMHYECKHUI pUCYHOK Oolyiee MpocToi
1 He3arelnuBelid. Creayromue apyT 3a Ipy-
rOM MECHS U TaHel, cortacHo HEépropy, oka-
3BIBAIOTCS B3aMMOCBSA3aHbl 110 IPUHLMILY
VMITYJIbCA U IEUCTBHUS.

Bo II m IIl akrax npuém coueTaHus
«3HAKOMOTI'0 C HE3HAKOMBIM» SBJISETCS OC-
HoBononararomuM. CMeHa aKIeHTyaluu
U pUTMHUYECKHE MpeoOpa3oBaHUs MHTOHA-
LUOHHO HEU3MEHHBIX (MM HE3HAUUTEJIbHO
BapbUPOBAHHBIX) TEM CO3JAIOT, IO MBICIU
KOMIIO3UTOpA, WJUIIO3MK0 H3MeHeHui. He-
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MOJITMHHOCTh, TAKUM 00pa3oM, BBIPaXKaeTCs
MIPEXKJI€ BCETO HA METPOPUTMHUYECKOM YPOB-
HE, TO €CTh CBSI3bIBAETCSI C BPEMEHHOU CTO-
POHOM MY3bIKH.

«VICKpUBIIEHHOCTB»  MCKYCCTBEHHOIO
mupa Héprop Bomomaer u MHBIM CHOCO-
oom. Bo II akre Bocxoasuine 06epTOHOBBIE
PAbl COEIUHSIOTCA B OIHOBPEMEHHOCTH
C HUCXOSIIUMHU YHTEPTOHOBBIMH (CM., Ha-
npuMep, NapTUIO0 CTPYHHBIX B jutepe F u3
IT akra). Psig Tem, TouHee MOTHMBOB, aHAJIO-
TUYHBIM 00pa30M BBICTPAUBAETCS B 3€PKaJIb-
HOM oOparieHuu Tud0 pakoxone (CM. Tpu-
Mep Ne 6). Takum oOpazom, epeBEPHYTOCTh
MHpa HaXOJIWUT OTPAKEHHE B paMKaxX MMMa-
HEHTHO MY3BIKQJIbHOU CTPYKTYPBhI TEKCTA.
Monvep N26 @ Il ok, 7.1-2

Example No. 6 @ Act Il, mm.1-2

V-nill, V-le

o)

Monmep N2 6 6 Il kT, 7. 25-26
Example No. 6 b Actll, mm. 25-26
V-nil|'>
R e T
'3 A= > > > VV v
Vi Sz
Moumep N2 6 B Il kT, pacckas faHaapeb!

Example No. 6 ¢ Act Ill, Gandarva's Story

 —
T T
o T
r

Ga,r;darva mf’ sensuale
"y
e+
= o be’"

Dren-gen var

T
T
T
T N a—

b
>

ar

3 1

frem - ten og sad i

Pazaumy mexnay gocroBepHoit (I akr)
u "HegoctoBepHou (II m III akTer) peanb-
HOCTBIO Héprop ma€r npodyBCTBOBaTh H
Ha ypoBHE CTWJIIMCTUKHU. B My3biky I u III
aKTOB OH BKJIFOYAET 3JIEMEHTHI MOM-MY3bl-
KM, TIPOSBIISIIOLIMECS MIPEXKIE BCErO B MPO-
CTBIX MEJOJWYECKUX M TapMOHHYECKUX
0o0opoTax, TaHIEBAJIbHOCTH U PUTMUYHO-
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ctu. OpueHtauuss Ha 00JIaCTh MacCOBOMU
KYJIbTYPbI, aCCOLMUPYIOUIEHCS C >KU3HBIO
TeJIOHUCTUYECKOM, HO MPU ITOM HACKBO3b
(baabIIMBOKW?, MOMOTaeT CIyIIATEII0 BOC-
CO311aTh y>K€ 3HAKOMYIO €My IO CpelICTBaM
MaccoBoW MH(OpMAIUM KapTUHY «KOCMeE-
THYECKOI» TEUCTBUTEIBHOCTH.

Hawnbonee ci0KHON CO CTHIIMCTHYECKOM
Y KOMIO3UIIMOHHO-TEXHUYECKOU TOUKH 3pe-
HUS OKa3aliach paboTa HaJ CIIEHOM, B KO-
toporr CupaaxapTxe OTKpbIBajlach HCTHHA,
MOCKOJIbKY pPEaJIbHOCTh, MpEJCTaBIlIas Ie-
pel MPUHIIEM BO BCEHl MOJIMHHOCTH, CKB03b
npusMy e20 cO3Hauusl, Oblila BOBCE HE TOX-
J€CTBEHHA TOMY MHUpY, MOMJIMHHOCTh KOTO-
poro B | akTe 3puTenbs ycTaHaBIMBaJ ca,
OTBJICYEHHO OT JIMYHOCTU IPOTArOHUCTA.
B mnepBoii Bepcum onepsl Héprop mnpeno-
CTaBJIST BO3MOKHOCTbD CIIYLIATEII0 CAaMOMY
BOOOpa3uTh, 4YTO JIOJDKEH IIOYYyBCTBOBATh
repoii B MOMeHT mpo3peHust (Cuaaxaprxa
MoJT4a moKujan cieny). OgHako 3To pere-
HUE€ BBI3BAJI0 KPUTUKY TOCJIE CTOKTOJIbM-
CKOU TIpeMbepbl omephl. Tak, Uemnc bpun-
Kep OTMeYall, YTO HepapXuyeckas My3bIKa
Hépropa npoyHo cBsA3bIBaiach ¢ WILTIO3HEN
Y UJIE0JIOTHUEN, B paMKaX KOTOPBIX BOCIIUTHI-
Basica Cuaaxaprxa, v He Jlapajia «HOBOM ay-
TEHTUYHOW UAMOMBI», KOTOpas MOKa3bIBasia
Obl OTJIENEHHOCTD MPHUHIA OT €ro MpoILIo-
ro, 4TOOBI «MOCTPOUTH HOBOE, JAYXOBHOE
MHPOBOE TOCIOJICTBO B KAYECTBE OCHOBATE-
a1 perurun»??. Tlostomy B 1984 romy, kak

YK€ YINOMHUHAJIOCh, KOMIIO3UTOP [100aBHII
Formarkelse.

B MoHoOnore ocymecTBisercss pe3Kui
CTWJIMCTHYECKUN M KOMIIO3UIIMOHHO-TEXHU-
YECKUH pPa3pblB CO BCEM MPEAIIECCTBOBAB-
muM MarepuaiioM. Héprop orkassiBaercst OT
HMEPAPXUYECKOM CHUCTEMBI, OIMPEACIABIICH
€ro CrocoObl COYMHEHMS] M POXKAABIIECH 10
HEKOTOPOM CTENEHH «UACATU3UPOBAHHYIO»
My3bIKy. Tak, My3bika MOHOJIOra CHIIXapTXU
ONMPAETCS] HA aTOHAIBHOCTh, OHA HACHIIICHA
CKauKaM{ Ha IIMPOKHE TUCCOHAHTHBIC WH-
TepBaJIbI (HEPEKO OOJIBIIE OKTABHI) U BCEBO3-
MOYKHBIMH TNIMCCaHAo0. B ommuue ot mpex-
HUX KAHTWJICHHBIX BbICKA3bIBAaHUI Tepos,
o0JIaIaBIINX YepTaMH TECEHHOCTH U TaH-
LIEBAJIHOCTH, OHA JIMIIIAETCS CBSI3EH C KAKU-
MU-TTHOO0 KAHPOBBIMU TMpoTOTUMNaMU. Jlekia-
MalMOHHAsl B3BUHUYEHHOCTD 3/1€Ch HAXOAUTCS
Ha T'PaHU UCIOIHUTEIBCKUX BO3MOKHOCTEM.
MoHoror 3aBepiiaeTcs HUCXOIAIIEH Xpoma-
TAYECKON raMMOM, KOTOpast CTAHET XapaKTep-
HOM MJIMOMOW MY3bIKaJILHOTO si3bIka HEépropa
B TaK Ha3bIBaeMbIi nepuos Bénbduu, moce-
noBaBomi 3a «Cummxaprxoi»?. CTpeMsch
BBIPA3UTh «IK3MCTCHIMAIBHYIO TOIIHOTY»
reposi, KOMIO3UTOP MPUOETAET K TAKUM MPHE-
MaMm, KOTOpbI€ MOITIX Obl a/IEKBAaTHO MEPEAATh
bu3noIoruyecKue MposiBICHUsI, CBONCTBEH-
HbIE JTAHHOMY COCTOSIHUIO (JI€30pHeHTalus,
HapylleHue paBHOBecHs). MOHOIOr MpPOHU-
3aH OCTOSIHHBIMHU TEMIIOBBIMU YCKOPEHUSIMH
U 3aMENJICHUSIMHU, TEPEMEHHBIMH METPaMH

» HanmoMHHM, YTO TOMYJISIPHOCTh MOTM-MY3bIKH 3a4aCTyl0 3aBHCHUT HE OT BOKAJbHBIX JaHHBIX TEBIA U
CIOCOOHOCTEH KOMIIO3UTOPA, a OINpeeNsieTcss Cyry0o BTOPUYHBIMU (haKTOpaMH, TAKMMHU KaK CEKCyabHas
MIPUBJIEKATEIFHOCTh M CKaHAAJNbHAS peIyTauus, Npu4déM MOcieqHsAs MoAdac HamepeHHO (abpukyercs
CaMUMH 3BE37]aMU C LIEJIbIO IIPUBJICUYECHUS] BHUMAHHS.

24 Brincker J. Op. cit. P. 211.

» XpomaTH4ecKyr raMmMy KOMIIO3UTOp CpaBHUBaJ ¢ oOpasom karacTpodsl. Cm.: Jensen J. The Great
Change: Per Nergard and Adolf Wolfli // The Music of Per Neargard: Fourteen Interpretative Essays / ed. by

Anders Beyer. London: Scolar Press, 1996. P. 11.
% Norgéard P. Kvalmemusik?.. P. 313.
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Y TIOMTUPUTMUEH, co3marormMu P ekt «ka-
YaKOIIErocs mosan?’.

Takum 06pazom, KaHPOBYIO U Apamaryp-
TMYECKYIO CHEeUU(UKY Omnepbl ONpeesserT
e€ «Moaynupyromun» xapakrep. Ilo mepe
pPa3BEPTHIBAHUSL MUCTEpUSI TIPEBPAIACTCS
B JpamMy, MU(OJIOTUYECKOE BPEMSI CMEHSIET-
Csl TICUXOJIOTMYECKUM, a JApaMaTyprudeckue
MPUEMBI HAMPaBIEHbl HA MOCTENEHHYIO WH-
TEPUOPHU3ALUI0 MY3bIKAJIbHO-TE€ATPAILHOTO
nmpocTtpancTBa. IIpousBeneHne He mpocTo
CHUHTE3UpYET B ceOe pa3HbIe JKaHPOBbIE MPU-
3HaKM M JIpamMaTypruyeckue IMpoLecchl, HO
MMEHHO <(JIBUTAETCS» OT OJHOIO IOJI0CA
K JIpyromy.

CnennpuyHOCTh aBTOPCKOM KOHIIEIIIUU
Ha caMoM Jiesie Ob1a 00ycioBIIeHa MTyOOKHU-
MU U3MEHEHUSIMHU, HAMETUBIIUMHUCS B XyJI0-
KECTBEHHO-3CTETUYECKOM MHPOBO33PEHUU
Hépropa. Onepa «Cunaxaprxa» 0003HAYH-
Jla MEepeJOMHBIA MYHKT B €r0 TBOPYECTBE.
B 1979 rony, no 3aBepiieHUN COYMHEHUS,
KOMITO3UTOP TMEPEXUIT CEPhEZHBIN XymoxKe-
CTBEHHBIM Kpu3uc. YBIed€HHOCTh HEpro-
pa uepapxuueckuM npuHuuMnom B 1970-e
rozibl ObUIA TaK BEJIMKA, YTO B KOHIE KOHIIOB
MpeBpaTUIach JUisl HEro, 0 METKOMY BbIpa-
xennio M. Bpunkepa, B «(pUI0codGuIo Ku3-
HU»?®, My3blka paccMaTpuBaliaCh MM Kak
OTpa)KE€HUE MPUPOJIbI (TPAKTYEMOM KaK JTyX,
a He MaTepusi), 0a3UpOBABIIICIICS HA 3aKOHAX

27 Tbid.
28 Brincker J. Op. cit. P. 203.

CaMOPETYISINH U CAMOCOXPAaHEHUS B OTPH-
HaBLIeH J1I0ObIe HCTOPUUECKUE U3MEHEHUSI.
B cBouX BBICKa3bIBaHUAX IJATCKHUM MacTep
HEPEJIKO areuIupoBall K (PEHOMEHY MY3bl-
KaJIbHOM 9KOJIOTUH, aKTyaJM3UpOBaBLICICS
BO BTOPOM MOJI0BHHE XX BE€Ka U COCTABUB-
el GyHAaMEHT 3CTeTUYECKON KOHIEMIIUU
psoa eBpONEMCKUX aBTOPOB, CPedu KOTO-
pBIX HauboJee KpymHoOU (Urypoit siBisiercs
Canbarope [lappuno (cMm., Hampumep: [5]).
B 1973 rogy my3bikanbHbld KpuTUK [lon
HunbceH B OTKpBITOM MHCHME, OIMyOIHKO-
BaHHOM B Dansk Musik Tidsskrift, oOBuHUI
KOMIIO3UTOpa B PEAKIMOHHOM MeTa(u3u-
YECKOM HJieajn3Me, TpaHuyalleM ¢ COJUI-
cu3MoM. OH OTMETHII, YTO «OPTAaHUYECKOE)
MBIIIUICHUE BEAET K OACHOMY OTKa3y OT JH-
QJIEKTHKH, JIUIIas MY3bIKY «HE00XOIUMOTO
dbepMeHTa KPUTHKU — OTPHIIAHUSD), TTOITO-
My Hépropa Hunbecen cpaBHIII CO CBETCKUM
CBSILIIEHHUKOM, «...KOTOPBIM MPUHOCUT OT-
YasBIIEMYCS YEJIOBEYECTBY YTEIIEHHUE, BO-
oOpakaeMoe OTIyIIEHHE TPEXOB U oOela-
HUE BHYTPEHHEro CIAceHHs BMECTO TOTO,
4TOOBI MPU3BIBATh K pa3gade xyieda, BOIBI
Y pealbHOM MaTeprualibHON XU3HM»”. 1 X0Ts
B OTBETHOM IHCHME, Pa3MEIIEHHOM B TOM
ke Homepe Dansk Musik Tidsskrift®, xom-
MO3UTOP OTKPEIIMBAJICA OT MOJOOHBIX TPaK-
TOBOK, YKa3bIBasi, YTO €T0 B3MIS/IbI OBLITN HE-
BEPHO MCTOJKOBAHBI®', BpeMs IOKA3aj10, 4To

2 Nielsen P. Abent brev til Per Nergérd // Dansk Musik Tidsskrift. 1973-1974. ARGANG 48. Nr. 1.

P. 10.

30 Cm.: Norgérd P. Svar til Poul Nielsen // Dansk Musik Tidsskrift. 1973-1974. ARGANG 48. Nr. 1.

P. 12-14.

31 Héprop moma4€épKuBal, 4TO €ro KOMIO3HUIIMOHHBIH METO B OCHOBE CBOCH JHAaJIEKTHYEH, MMOCKOIBKY
BBICTPOCH Ha MPOTHBOPEUMH MEXAY PAIOHAIBHO OPraHM30BaHHBIM MAaTEPHAJIOM, JIAaHHBIM TPUPOJIOH,
Y MHIMBUyaJbHON BOJIEH aBTOpa, BMEIIMBAOIIETOCS B 3TOT MaTepyall M peakTupyomiero ero. O4eBUIHO,
41O paccyxkieHus HEpropa ocraBanmch B TpaHUIAX KOMIIO3UTOPCKOM MPAKTHKH, TOTNA KaK KPUTHKA
Hunbcena kacanacek mpexae Bcero Gmioco(pcKo-3cTeTHIECKON O3UIIMN JATCKOTO MacTepa.



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

N0l UCTHHBI B KpuTuke Hunbcena cymie- ¢ OCHOBareiaeM HOBOM penuruu, 6e3ycioB-
CTBOBAJIA, IOCKOJIBKY HEPAPXUYECKAs CUCTE-  HO, MOXKET IOKa3aTbCsl KOMY-TO HE TOJIBKO
Ma KOMIIO3ulMu 3aBena Hépropa B TynmuK. NpEeyBEIWYEHHBIM, HO M IIOKUPYIOIIHUM.
Beunblii ¥ Hen3MeHHbIM Hepapxudeckuid B nelcTBUTENbHOCTH peub UIET 00 OIbI-
MHUpP KaK B KOMIIO3ULMOHHO-TEXHHYECKOM, T€  KOMIIO3UTOPCKON  camopediekcuu,
TaK M 3CTETUYECKOM IUIAHE OCHOBBIBAJICA  XAPAKTEPHOW I MHOTHUX XYI0KHUKOB
Ha NPUHLINIE CaMONoJo0Us U HE OCTaBIIAJ B JAaHHBIN nepuoj BpemeHu. CroKeT olepsl
KOMIIO3UTOPY HHOW BO3MOXKHOCTH, KPOME MOYKHO TpPakKTOBaTb MeETaQOPHUUYECKH Kak
0ECKOHEYHOTI'0 CaMOITOBTOPEHUSI. BBIXOJl U3 IUIEHa COOCTBEHHBIX 3CTETHYe-

Brrxonom u3 xpusuca st Hépropa cra-  ckux yOexxaeHuit u 3abmyxaenuit. Onepa
JI0O 3HaKOMCTBO C TBOPYECTBOM IIBEHIAP-  OKAa3aJIaCh HE TOJBKO «BIEYATISAIOIINUM 3a-
CKOTO XylIOKHHUKa-n30(ppennka Bénpdu, BeplieHneM BEIUKOro Neproaa TBOPUECTBA
KOTOpPOE YKa3allo eMy HOBBIC IyTH pa3BU- HEépropa, HO M Ha4aIOM HOBOW JIOXK» 2.
tud. B atom cBere omepa «Cupaxaprxa» W B 3ToM oTHOomeHuu 3HadeHue «Cun-
npuoOperaeT HeKUil aBroOnorpadUueckuii  AXapTXu» Uisi TBOPYECTBA KOMIIO3UTOPA
oTOJIECK, XOTsA OTOXAecTBieHue HéEpropa  TpymHO MepeoleHUTb.
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Anton Chekhov's Novelette The Black Monk
as an Object of Compositional Reflection
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Abstract. The article examines Anton Chekhov’s literary heritage in the musical interpretation
by Russian composers. The main material for study was formed by Chekhov’s novelette written
in his late period and its opera version created by the young Russian composer Alexei Kurbatov.
The enigmatic circumstances of the creation and the musical qualities of the short story served
as the occasion for research by numerous literature and music scholars. A special place in this
category is taken up by Nikolai Fortunatov’s scholarly work Muzykal'nost' chekhovskoi prozy
[The Musical Qualities of Chekhov’s Prose], in which the researcher interprets the structure
of the novelette as that of a sonata form. The authors of the present article examine Kurbatov’s
operatic text making use of the method of a comparative literary-musical analysis and show
how the structure of the opera, its musical themes and characterization of the images correlate
with the hidden musical form of Chekhov’s prose. This is also aided by the genre chosen
by the composer — a literary opera that preserves the original text and the outline of the plot.

Keywords: Anton Chekhov, opera, literary opera, Alexei Kurbatov, The Black Monk

For citation: Demchenko A. 1., Disenova D. M. Anton Chekhov’s Novelette The Black Monk
as an Object of Compositional Reflection (on the Example of the Eponymous Opera by Alexei
Kurbatov). Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1, pp. 68—80. (In Russ.)
https://doi.org/10.56620/2782-3598.2024.1.068-080

TOMY, YTO OMNpPENENAI0T NeQUHUIU- Py KOMIIO3UTOPOB, TaK, COOTBETCTBEHHO,
el «IMTepaTypHas omepa»', B MO- H B cpele YUYEHBIX, pa3padarhIBaIONIUX BO-
clelHEe BpEMsI BO3HMK JIOCTaTOYHO  IPOCHI €ro TEOpUM U NpakTUku. [lomumo
YCTOMYMBBII MHTEPEC KaK CO CTOPOHBI BCE  M3yYEHHUS OOLIMX 3aKOHOMEPHOCTEH My3bl-
yamie oOpamjaromuxcss K JaHHOMY JKaH-  KaJbHOTO IMpolecca B JaHHOU cdepe (oaHa

! BO3HHKHOBEHHE TEPMUHA CBA3BIBAIOT C MMEHEM BBIIAIOIIETOCs HeMelkoro yuénoro Kapia Jlansxaysa
(1928-1989) u ero xuuroit «Vom Musikdrama zur Literaturoper: Aufsidtze zur neueren Operngeschichte»
(«OT My3BIKaTEHOM JIpaMBbl K JINTEPaTyPHOH orepe: o4epKu HOBeHIIelH nctopuu oneps», 1983). MznagansHO
YUIEHBIA TIPEICTaBIII JAHHBIA TEPMUH B JOKJIAJIC HA CUMIIO3UYME, TTOCBAMIEHHOM MTPOOJIeMaM JTUTEPaTyPhI
B Schloss Thurnau B 1980 rony. Ha stoit kordepeniuu K. Janbxay3 gan kpaTkoe onpeeieHue TUTepaTypHOn
oriepe, B KOTOPO CJIOBECHBIH TEKCT INTEPATYPHOTO MTEPBOMCTOYHMKA BOCITPOM3BOANTCS B OIIEPE «KaK OH €CTHY.
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U3 TMOKa3aTelabHbIX paboT — «JluTeparyp-
Has omepa: K mpobieme x)aHpoBoH nedu-
Hum» [1]), COBEpIIEHHO HEOOXOAUMBIM
Ha HBIHEIIHEM JTare CTAaHOBHUTCS aHAaIM3
KOHKPETHBIX TMPOU3BE/ICHNUN, HAMUCAHHBIX
COBPEMEHHBIMU KOMIIO3UTOPAMHU, YTO CO3-
naét 0asuc JUisi MOJHOMAcITaOHOro Ha-
YYHOTO OCMBICHCHHUS (POPMHUpPOBAHUSL TH-
MOJIOTUYECKUX KOHTYpPOB JIUTEPATypHOUH
onepsl 1 € 3BOIIOINN. B 3TOM HarpaBieHnn
B OTEUECTBEHHOM MY3bIKOBEICHUU TOKa
HAOJIOMAIOTCS TOJBKO €IWHUYHBIC OIBITHI
[2; 3]. OTnenbHOE, IPUYEM TBOPUECKH BECH-
Ma TPOAYKTUBHOE PYCJIO >KaHpa CBSI3aHO
C aKTUBHBIM MPUBJICYEHUEM YEXOBCKOTO JIU-
TepaTypHOro Haclle[usl, YEMY, €CTECTBEHHO,
MOCBSALIEHO HEMAaJI0 CHElMANIbHbIX CTaTei
[4; 5]. [Ipensaraemblii MaTtepuan CIOXKWUII-
Cs MMEHHO Ha IEPEeCEUCHUH OTMEUYEHHBIX
HaIpaBJIEHUH UCCIEI0BATEIbCKOTO MOKCKA!
OTJCJIbHO B3STOE€ MPOU3BEJCHUE, OCHOBAH-
HOE Ha U3BECTHOM YEXOBCKOM CIOXKETE.

Kak moka3biBalOT HCCIEAOBAHUS TIO-
CJIEIHUX JIET, OMEphl MO MPOU3BEACHUIM
A. YexoBa CTOST 0COOHSKOM B IPETBOPEHUH
KaHpa JIMTEPATypHOIl onephl B TBOPUYECTBE
OTEUYECTBEHHBIX KOMIIO3UTOPOB BTOPOH IO-
noBuHbl XX — Havyana XXI Beka. Cpenu
MY3bIKQIBbHO-T€ATPATIBLHBIX COYMHEHHUM TI0
A. Uexoy BoizensitoTcs «CBagpba» A. Xod-
MuHoBa (1977), onepusiii quntux «LBeTs
3ano3naneie» (1979) u «MolleHHUKH TI0-
HeBosie» (1984) E. Toxman, «Korma Bpems
BbIXOAUT U3 Oepero» B. TapHomoibckoro
(1999)%, «Bummnésniii cag» H. MaptbiHo-
Ba (2004-2008), xamepnHsie omepnl «bes-
3ammTHOE cymiectBo» (1996), «Bembpmay
(1998), «Menseas» (2006-2013) B. Xomo-
ma u «lOo6unei» (2001), «Menseas» (2007)

2

C. Kopreca. [lonobHast UHTEHCUBHOCTb 00-
pameHus Kk npousBeneHusM A. Uexona, mo-
MUMO HMX MPOYMX XYAOKECTBEHHBIX TOCTO-
MHCTB, BO MHOTOM OOBSICHSIETCS MPUCYLIEH
UM SIPKO BBIPAKEHHOW MY3BIKAJIBHOCTBIO.

B uenom MOXXHO TOBOPUTH O ABYX YPOB-
HSX MY3BIKQJIBHOCTH B TBopdecTBe A. Ye-
X0Ba — 9Kcnauyumuom (Tae My3blKaJlbHas
00pa3HOCTh IPUBHOCHUTCS U3BHE) U UMAIU-
yumnom (TA€ BIUSHUE MY3bIKaJIbHOCTH UMe-
€T 2IYOUHHBIL CIMPYKMYPOooOpa3yViowuil xa-
paxkmep). BrionHe eCTeCTBEHHO 4YEXOBCKas
MY3bIKaJIbHOCTh OOBSCHSIETCS U C NO3ULUU
TPEXYpPOBHEBOM  MaclITaOHO-uUepapxuye-
CKOIl CHCTEMbI MY3BIKaJIbHOTO BOCIPUSATHUS
E. HasaiikuHckoro, BKIIOUaromieii B ceOst
TeMOpo-pakTypHbiii (HOHUYECKUIT), UHTO-
HAIMOHHO-JICKCUUECKUI (CUHTaKCUYECKHUH)
Y KOMIIO3UIIMOHHBIN YPOBHH.

[lepBble 1Ba ypOBHSA YKa3blBalOT Ha
0co00e My3bIKaJbHOE YYBCTBO, MPHUCYIIEE
MUCATENI0, KOTOPBIA C OONBIION XymoXKe-
CTBEHHOM CWJION BBIPAKEHUS CO3AAET LIETIbIE
MY3bIKaJIbHO-3ByKOBbIE KapTHHBI B CBOMX
JUTEPATYPHBIX COUYMHEHUsIX. Kommo3zuiu-
OHHBIN K€ YPOBEHb MY3BIKAIBHOW IOITUKH
Yexona, coracHo cucrteMe E. HazalikuHcko-
ro, Ha HaIlll B3IVIS, CBSI3aH C IEJBHON U ab-
COJIFOTHO JIOTUYECKOM CTPYKTYPOW MPOU3BeE-
JICHUH TIUCaTelIs, 0 KOTOPOU ITPOHUIIATEIBHO
3ameTu1 JI. Toncroit: «HexoB co3ian HOBBIE,
COBEPILICHHO HOBBIE, ITO-MOEMY, UIsl BCETO
Mupa GOpMbI MUCAHUS, TOJOOHBIX KOTOPHIM
s HE BcTpevas Hurge. YexoB — HeCcpaBHEH-
HBIN XyIOKHUK. [[a, 1a, IMEHHO HECPAaBHEH-
HBIH... y UexoBa cBOsl ocoOeHHAst (hopmar”.

My3bikanbHOCTB cTHIA A. UexoBa B Mod-
HOIl MEpe pacCMOTpEHa B MCCIEIOBAHMSIX
€ro mnociieHer noBectu «YEpHbIA MOHAXY.

Ornepa HanMcaHa Ha OCHOBE HECKOJbKUX Ibec A. Uexona: «Tpu cectpbiy, «Haiikay, «saas Bansy.

3 Iur. mo: @oprynaroB H. M. My3bIKaJbHOCTh Y€XOBCKO# 1po3bl // IIyTH HCKaHHIi: O MacTepcTBE

nucarend. M.: Coerckuii nmucarenb, 1974. C. 111.
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Hanucannas B 3penblid nEpUol TBOPUYECTBA
nucaresns, OHa IO CUX IOp MPUKOBHIBAET
K cebe BHUMaHHE MHOTUX HCCJIeIOBaTelNeH,
MOpOKJasi OOJNBIIOE KOJIMYECTBO pa3ivy-
HBIX UHTEPIIPETaLIH.

IToBects mnmcamace neroM 1893 roma
B uMeHun YexoBbix B MenmnxoBo. C TOUKH
3pEHHsI CBOETO COAEpKaHUS OHa YJIWUBH-
TeJIbHBIM 00pa30M aKTyallu3UpyeT BCE TpU
YPOBHSI CBO€OOpa3HOM MY3BIKaJIbHO-II0d-
Tuueckor cuctembl A. Yexoma. Ilpumepsl
(hOHMYECKOTO YPOBHS MPOSIBISIOTCS B «3BY-
KOBBIX» ONMCAHMAX Caja, Napka U OKpyxka-
OUIeH repost npupoasl. s wiumrocTpauuu
3TOW OCOOCHHOCTHU MHCATENHCKOM MaHEpPhI
MpUBEAEM OTPBIBOK U3 MEPBOM ITIaBbI OBE-
ctu «YEpHbIl MoHax»: «CTapUHHBIN NapK,
YTPIOMBII U CTPOTUMA, pPa30UTHIN Ha aHTIIUN-
CKUU MaHep, TAHYJICS YyTh JIM HE Ha LIEIYIO
BEPCTY OT I0OMa J0 PEKH U 3[€Ch OKAHYNBAJI-
cst OOpPBIBUCTBIM, KPYTHIM INIMHUCTHIM Oepe-
TOM, Ha KOTOPOM POCITH COCHBI ¢ OOHaKUB-
IIMMUCS KOPHSAMH, TOXOKUMHU Ha MOXHAThIE
Janbl; BHU3Y HENIOIMMO Oliectena Boja,
HOCWJIHCH C KAJTOOHBIM MTUCKOM KYJIHKH, U
BCcerga TYT ObUIO Tako€ HACTPOEHUE, UTO
XOTb CaJMCh U OayuTay MUII»”,

NHTOHAIMOHHO-JIEKCUYECKU  YPOBEHB
ONpEAMEYEH 4Yepe3 YINOMHHAHUE KOHKpPET-

HOT'O MY3BIKAJIbHOTO COYMHEHHS B «HEpHOM
MOHaxe» — 3T0 cepeHajga «Bamaxckas je-
reHaa» UTajabsHCKOro kommnosuropa I. bpara.
Ou4eBHIHOCTh  MY3BIKAJIbHO-KOMITO3UILIMOH-
HOTO YpOBHS CBSI3aHA C M3BECTHBIM BBICKA-
3piBaHeM [J[. [llocTakoBUYa O COHATHOCTH
yexoBckoil noeectu. B 1960 rogy B crarse
«CaMbIii 653K KOMITO3UTOP MPU3HAETCS:
«MHoOrue 4exXOBCKME NPOU3BEIAECHUS MY3bI-
KaJIbHBI 10 CBOEMY MoOcCTpoeHuro. [loBecTh
“YEpHbIii MOHAX” 51 BOCIIPUHHUMAIO KaK BEllb,
TIOCTPOSHHYIO B COHATHOM (hopMe»”.

BrniocnenctBum 3Ta MBICTB  TTOCITYXKH-
Ja OCHOBOW IJisi pabOThl HHUKETOPOACKOTO
mureparyposena H. ®@oprynaroBa «My3bl-
KaJIBHOCTh YEXOBCKOW IMPO3bI»°, B KOTOPOW
noapoOHO MPOAHAIM3UPOBAHA CTPYKTypa
YEXOBCKOro «YEPHOro MOHaxa» ¢ TOUKH 3pe-
HUS PETBOPEHUS B HEM YepPT COHATHOCTH.

Kak u3zBectHo, B XX Beke moBecTh «Hep-
HbIII MOHAaX» MOIJIa MOCITYXUTb HCTOYHH-
koM i omnepsl [[. IlocrakoBuua. B ap-
XUBE KOMIIO3UTOpPA COXPAHWJICS 3CKU3HBIN
IUIaH OTepbl, AaTUpoBaHHBIA 1972 romom’.
B name Bpems MoBECTh MOJIy4YWJIa BOILIO-
IIEHUE B OTHOUMEHHOM ONepe MOCKOBCKOTO
xommo3utopa Asekces Kypoarosa®,

Onepy «Yépnsiit monax» KypbaroB Ha-
nucan B 2009 roay, a B 2014 cocrosioch

* Yexor A. I1. Yépmupriit monax // Yexos A. I1. ITonHoe cobpanue counnenuii. B 18 1. T. 8. M.: Hayka,

1977. C. 226-227.

5 IMut. mo: ®oprynaro H. M. Ykas. cou. C. 107-108.

6 Tam xe.

7

[Tonpobuee 06 sToM cM.: bynaesa E. «B onepe Bc€ momkHO OBITH B IBIKEHUN // TprOyHa MOI0A0TO

JKypHanucTa: My3bIkalbHas ra3era CTyneHToB MocKoBcko# koHcepBaropun. 2004, Ne 7.
URL: http://tribuna.mosconsv.ru/?p=2893 (mara obpamenwusi: 01.02.2024).

8

Anexkceit Kyp6aros (p. 1983) — poccuiickuii KOMITO3UTOP, TUAHKCT, IEATOT, JIaypeaT MK IyHapOTHBIX

KOHKYpcoB. OkoHUMI MOCKOBCKYIO KOHCEPBAaTOpHIO IO Kiaccy ¢oprenuano moreHTta HO. Jlncudenko
unpogeccopa M. Bockpecenckoro, 3anumarncs komnosunueil y T. Xpennnkosa, T. Uynosoii u E. Teperynoga.
Jlnana3oH TpPOU3BEJACHUI MOCKOBCKOTO KOMIIO3MTOpPAa BEChbMa IIHPOK — OT KaMEpHBIX IPOU3BEICHHI
Y pa3NMYHBIX IMEPEeNOKEHUHA 10 MacCIITaOHBIX CHM(OHHYECKHX TOJOTeH M omep. B cBoéM TBOpuecTBe
IIPOJO/DKAET Pa3BUBATh KIACCUYECKHE TPAIWLMA MHUPOBOM My3blkdM. B Hacrosiuee Bpems Ipenomaér
B MOCKOBCKOI KOHCEpBAaTOpPUH, AKTUBHO KOHLEPTUPYET KaK MMAHKCT.
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€€ mepBO€ WCIOJHEHHE B paMKax Mexmy-
HapoaHoro ¢ectuBans «Onepa ampuopu»
(r. Mockaa).

[To »aHpOBOW MPHUHAIIEKHOCTH COYHU-
HEHHE MOYKHO OTHECTH K Pa3HOBHUJIHOCTH
nuTeparypHoil omnepsl. MysbikoBen I. 3a-
JTHETIPOBCKasi B CBOEM cTaTthe «Jluteparyp-
Hag omepa B Teopuu Kapna Jlanbxaysa»
(2017) BblEenunIa cleayolMe OTINYU-
TEJIbHBIE YEPThl JINTEPATypHOH ONeEpbl: Ha-
MIPABJICHHOCTh J3CTETHKU «JIUTEPaTypHOU
OTIephI» Ha «PA3TOBOPHBINA Tearp» (9TO 03-
HAYaeT, YTO «...B COOTHOIIEHUH CIIOBECHOTO
Y MY3BIKaJIbHOTO TEKCTOB BaYKHO HE OTpaxe-
HUE MIEPBOTO B AETAJIAX BTOPOI0, & CO3JaHUE
CPEICTBAMHU MY3bIKU ONPEECIEHHON CLIEHU-
YeCKol cuTyanuu u odmiero addexran)’ u
HEAOIYCTUMOCTb IIOJTHOTO MCKIIFOUEHUs OC-
HOBHBIX 3JIEMEHTOB JIpamMaTypruu CIJIOBEC-
HOT'O UCTOYHUKA.

IlepBast yepra yka3plBaeT Ha TO, YTO
HCTOKH JIUTEPATypHOH omnepbl KOpPEHSTCS
B TpagulMsX HUTanbsgHCKOW omnepbl XVII
BeKa drama per musica. 1o 3Tomy moBoxy
OputaHckuil Mmy3bikoBena Jxeddpu Yy nu-
met: «[Ipu Takoil uHTEepmperanuu Irodas
JTUTEpaTypHasi onepa JI0JDKHA OBITh aBTOMa-
TUYECKH CKOMIIPOMETHUPOBAaHA OTHOIIECHH-
MM, KOTOpbIE OHA YCTAHABIMBAET MEKIY
TEKCTOM W MY3BIKOH: JUTEpaTrypHas omnepa
CTAHOBUTCSI >KAHPOM, B KOTOPOM MY3bIKa,
10 CyTH, TEPIUT MOPAXKEHNE B IPEBHEH OUT-
BE CO CJIOBOM, CTAHOBSCh J1I0OPOBOJIBHBIM
paboM KaHOHHYECKOTO TeKCTa»'’.

9

u obpazosanus. 2017. T. 2, Ne 3. C. 186.

OTMeTuM, 4TO Ha MPOTSAKEHUU BCETO
HMCTOPUYECKOTO MYTH CTAHOBJICHUS OIEPHI
IIEPBEHCTBO OTAABAJIOCH Pa3HBIM €€ COCTaB-
msommM.  MyseikoBenn M. Cycuako chpa-
BE/NIMBO OTMEYajia JiBa (hakropa, BIUSIBIIMX
Ha «TapMOHUYHYIO MPUIIAKEHHOCTh Pa3HbIX
WICKYCCTB B oriepe»'': BO-TIepBBIX, «...BO BHY-
TPEHHEHN CTPYKTYpE ONEPHOIO KaHpa UMeEI-
Cs HEKUM IJIaBHBIA, UEHTPAIbHBIN JJIEMEHT,
“cTepKeHb”, KOTOpbIH M oOecneuuBall lLie-
JIOCTHOCTb JIAaHHOM CHUCTEMBI, CO3/1aBasi OCHO-
BY ISl B3AaMMOJICHCTBUS IPYTUX UCKYCCTB» '%;
BO-BTOPBIX, 32 BPEMsI CYILLIECTBOBAHUS OIEPhI
ATOT LIEHTPAIbHBIA AJIEMEHT NEPUOIUYECKH
MEHSUICS, «...JIUJAEPCTBO UMENIN pa3HbIE HC-
KyccTBa. M 001K OnepHOro npeacTaBlIeHUs
OTpeieisl TJIaBHBIM 00pa3oM TO MO3T, TO
JIEKOpaTop, TO KOMIIO3UTOP, TO TIEBEID) .

BTopoil oTnMUMTENBHBIM NPU3HAK CBS-
3aH C IOCJENO0BATEIbHBIM BOIUIOLIEHUEM
B OIIEpE CIOXKETa BHIOPAHHOTO JIUTEPATyPHO-
IO UCTOYHHKA.

NHoM, 3TUMOJIOTUYECKUN, PaKypC IIO-
HATUSL «JUTEepaTypHas omepa» IMpeacra-
B JUHTBUCT O. Ilanarn. Ero BHuMaHue
COCpPEIOTOYMBAETCSI HAa CEMAHTHUKE JBYX
yacteu cinoBa Literaturoper: «B TO BpeMs
kak Oper (ormepa) B 3HAUUTENBHOU CTeme-
HU OJJHO3HAYHO MCIIOJIb3YETCS B HEMELIKOM
A3BIKE, @ TAK)KE B POMAHCKOW 30HE OXBa-
Ta, CyHIECTBYET MO KpallHEW Mepe ABa Ha-
MpaBJICHUS] TMOHATUHHOW WHTEpIpETAUN
1 yactH “Literatur”. Ilepoe o60o3HauaeT
BCIO JINTEPATypy KyJBTYPHOTO S3bIKa B Lie-

3agrenporckas . B. JluteparypHas onepa B Teopun Kapia Jlansxay3sa / Yenexu cOBpeMeHHON HAyKH

10 Chew G. “Literaturoper”: A Term Still in Search of a Definition // Sbornik praci Filozofické fakulty
brnénské university. H, Rada hudebnévédna. 2009. Vol. 56-57, Issue H42-43. P. 6.

" Cycunko U. T1. CHHTE3 HCKYCCTB B OIEpe: WUIIO3US WIH PealbHOCTh // My3bIKOBEIeHHE K Ha4daIy
BeKka: mpornuioe u Hactosmee. M.: PAM umenun ['Hecunsix, 2002. C. 169.

12 Tam xe.
B3 Tam xe. C. 170.
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JIOM BTOXM WU OJHOM JHUCUMILIUHBL, ApY-
roe O03HayaeT B Y3KOM CMBbICIE OO0JacTb
M0931H, XYJO)KECTBEHHOH IUTEpaTyph»'*.
[IpunepxuBasich mpaBul s3bIKa, HCCIEA0BA-
Telb OTHOCHUT BBIPAXEHUE «JIUTEpaTypHas
orepa» K TUITy TaK Ha3bIBAEMBIX CIIOKHBIX
cinoB (Determinativkomposita), B KOTOpbIX
HEPBBIN AIEMEHT OIpeneseT u 3a1aéT co-
nepxaHue BToporo 3BeHa. K mpumepy, Oa-
pOYHas onepa yKa3bIBaeT Ha 30Xy CTaHOB-
JICHMsI, XYJOXKECTBEHHas OIepa OTHOCUTCS
K IIPEAMETY Y IOCTAaHOBKE BOIIPOCA CHKETA.
«/n1s BeIpaxkeHust “nmureparypHas omepa’,
— nogcHser O. [lanar, — 3TOT JUHIBU-
CTUYECKUH BBIBOJI O3HAYAET, YTO IEPEMEH-
Has BHYTPEHHSS CTPYKTypa COEIUHEHUS
Y CEMaHTHUECKas 00JacThb JeHCTBHSI IEPBOTO
3JIEMEHTAa HE Jal0T TOYHBIX apTyMEHTOB “3a”
UCIOJIb30BaHKuE TepMHHa». OTcrona aBTOp
MpeJiaraeT paccMarpuBarh JIMUTEPATypHYIO
OIepy «KaK YKaHp, HE UMEIOLIUI ONpeaeIEH-
HOT'O TEPMUHOJIOTMYECKOTO armaparan ',
Paccyxnenus O. Ilanaria, Ha Ha B30I 4,
Ba)XHBI JJIs1 IOHUMaHUsI JIUTEPATYPHO orie-
pBl. B Hay4HOH cpene CIOXWIACH «MOZIEINb
OOBSACHEHMsI TOCPEACTBOM OXBaThIBAIOILIUX
3aKOHOB», co3fianHas B 1948 rony nByms He-
Meukumu yuéneivu K. I'emnenem u I1. On-
neHreiiMom (j1oruka oObscHeHust [emmerns
— Omnnenreiima). CoracHo €M, CylecTBy-
10T €IMHUYHbIEC BBICKA3bIBaHUs, HE YHUBEP-
CaJIbHbIE, KOTOPbIE OMMCHIBAIOT HayaJIbHbIE
YCIIOBUS, M CYXJIEHUs, pacuIn(poBbIBaIO-
mme oObscHsIeMbIN GeHomeH. Onupasch Ha
naHHyro Teoputo, O. Ilanarn coeryer pas-
JMYaTh MPOTOTUIHYECKUH, MPUOPUTETHBIN
Y CMEILIAHHBIA BapUaHThl MIOHUMAHUS JIUTE-

patypHoOU oriepsl. Mcxoas u3 pa3MbliuieHUN
UCCJIEZIOBATEN, MOXKHO JaTh CIIEAYIOLIYIO
XapaKTEpUCTUKY JAHHBIM PA3HOBUIHOCTSIM:

— npomomunu4eckuti BApUAHT JIATe-
paTypHO omepbl IMpeanojaraeT YacTUYHOE
WJIU TIOJTHOE BOCHIPOU3BEAEHUE TEKCTA JINTE-
paTypHOro NEPBOMCTOYHUKA «KaK OH €CTh)»
C MocJe10BaTeNIbHbIM pa3BEPThIBAHUEM (a-
OyJIbl TUTEPATYPHOTO MTPOU3BEICHHUS,

— npuopumemmublii BApUAHT TAKKeE HUC-
XOIUT M3 YaCTMYHOTO WJIM TMOJHOIO BOC-
MIPOU3BEJICHUS TEKCTA B €T0 OPUTHHAIBHOM
BU/JIE, HO JIOIyCKAeT KOMIIO3UTOPCKOE Iepe-
OCMBICIIEHUE ApaMaTypruu JINTEPaTypHOTO
MCTOYHUKA;

— CMewlaHHblli BapUAHT OCHOBBIBAET-
Cs Ha «METO/€ KOMOMHATOPUKH TEKCTOBY
(E. PyubeBckasi), To ecTb MoapazymeBacT
YaCTUYHOE MCIOJIb30BAHUE OPUTMHAIIBHOTO
TEKCTa U €ro nepepadoTKy, JAOMYCKAOLLYIO
KOMIIO3UTOPCKOE MEPEOCMBICICHHE ApaMa-
TYypryy JUTEPATypPHOTrO0 UCTOUHHKA.

HeobxonrMo oTMeTHTb, 4TO BO BCEX 3Ha-
YEHUSIX UMEHHO CJIOBO, BEpOAJIbHBIN TEKCT
B OIEPE BBICTYMAET KaK «CyOCTpaT) My3bl-
KM, CTAHOBSICh CTPYKTYPHBIM 3JIEMEHTOM
B KomIio3uuuu nenoro. M Bc€ ke nurepa-
TypHasi oIepa, HECMOTPsI HAa BCE HAIaJIKH,
OTBEYAET OCHOBHBIM IPU3HAKAM ONEPHI, TAK
KaK BKJIIOYAET BOKAJIM3AINIO CLIEHUYECKOTO
TEKCTa; PUTMHU3ALHUIO OMNEPHOrO JECHCTBUSA;
CUM(OHU3ALNI0 JAUHAMUYECKOTO PaCKpbI-
THUST MY3BIKQJTBHOTO CONlEpKaHus '®,

Omnepa A. KypbaroBa — 0JIUH U3 HEMHO-
IrMX CJIy4aeB, KOIZa TEKCT JUTepaTrypHO-
ro NEPBOMCTOYHUKA MPAKTUYECKU IOJHO-
CTBIO COXpaHSETCA B ONEPHOM MapTUType.

14 Panagl O. Literaturoper: Terminologische und semantische Uberlegungen eines Linguisten // Sbornik
praci Filozofické fakulty brnénské. H, Rada hudebnévédna. 2007-2008. Vol. 56-57, Issue H42—43. P. 20.

15 Ibid. P. 24.

16 Cm.: ®epman B. OcHoBBI omepHoi#t apamarypruun // OnepHBIA TeaTp: CTaTbd W UCCAeqOBaHMs. M.:

My3srus, 1961. C. 7.
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Ucxona w3 mpeayioKeHHOW BBIIIE THUIIOJIO-
TUH, OHA OTHOCUTCS K IPUOPUTETHOMY THILY
JUTEpaTypHOU omepel. B ocHOBy omnepHo-
ro JUOpPEeTTO, aBTOPOM KOTOPOTO BBICTYIIHII
caM KOMIIO3UTOP, MOJIOKEHBI BCE UYEXOBCKUE
JIMAJIOTH TJIaBHBIX T€POEB.

B omepe ceMb KapTHH, COCTaBISIOIINX
OCHOBY JIByX neucTtBui. Kommno3uTop BBO-
IUT HEKOTOPBIE COKpalleHus, Imporyckas [V
u VI rmmaBbl MOBECTH.

CooTBeTcTBHE I7IaB MOBECTU KapTH-
HaM OIephl 3aUKCUPOBAHO B MPUBOIUMOMN
HUXKe Talnuie.

Pemenne UCKIIOUUTH U3 OMEPHOTO ACH-
ctBUs 1V 17aBy CBSI3aHO C KEIaHUEM KOM-
MO3UTOpA 3a0CTPUTh BHUMaHUE Ha oOpasze
IJJABHOTO T€POSl U €r0 OTHOLLIEHHUSIX C «UEp-
HBIM MOCJTaHHUKOM». A mpomyck VI rmaBel
OOBSCHSETCSl MPEBATUPOBAHNEM B HEH TO-
BECTBOBATEILHOM YacTH (paccKa3bIBAIOIICH
0 CBaIcOHBIX XJIOMOTAaX) U OTCYTCTBUEM CIO-
KETHOU COOBITUITHOCTH.

ITo my3pikanpHOMY s13BIKY oniepa A. Kyp-
OaroBa OnMM3Ka POMAHTHUYECKOW U TO3THE-

poMaHTH4eckoil Tpaguuuu (B nyxe I1. Yaii-
koBckoro, P. Baruepa u P. IllTpayca). Kpome
TOTO, CaM KOMIIO3UTOpP OTMEYAeT BIUSHHE
MoHoonepsl 0. bynko «3amucku cyma-
CIIE/IIIETO)» MO0 MOTUBaM OJTHOMMEHHOM TO-
Bectu H. T'oroms.

B crpykTypHOM 11aHe «HEPHBIA MOHAX)
A. Kyp6aroBa npencrapiser co0oil KOMIIO-
3UIMIO CO CKBO3HBIM pa3BuTueM. Mckirouas
TpaJUIIMOHHBIE OTIEpHbIE (POPMBI B BUIE Y-
ATOB, apui, aHCAaMOJIeH UM PEYUTATUBOB U
co3/1aBast Kak Obl «OMY3bIKaJICHHBIN JTUTEpa-
TYpHBIA TEKCT», ONE€pa HAXOAUTCS B pyclie
COBPEMEHHBIX TpaHCcpOpMalMil Kiaccuye-
CKOW OTEPHI.

MOXHO OTMETUTH, UTO B COUMHEHHH BO-
00111€ HET MPUBBIYHOTO CIICHUYECKOTO JICHi-
ctBusi. Ckopee €€ MOXXKHO Ha3BaThb onepoti
BHYMPEHHEe20 NCUXON02ULECKO20 COCTOSHUSI.
Kak roBopui cam komno3utop: «B To BpeMs
Kak YexoB onuchbIBaeT COOBITUS OTCTPAHEH-
HO U OOBEKTHBHO, S MOMBITAJICS CPEICTBAMU
MY3bIKAJIbHOW BBIPA3UTEIIBHOCTH CMECTUTD
aKUEHT Ha gHympeHHut mup KoBpuHa —

Taénuua 1. CooteeTcTBUE CTPYKTYpPHI Onepbl A. KypéaTosa u pacckasa A. Yexoea
Table 1. The Correspondence of the Structure of Alexei Kurbatov's Opera with Anton Chekhov's Novelette

IloBecTh A. UexoBa

Omnepa A. Kyp0artoBa

I rmaBa — skcno3unus o6pa3os Tanu, Eropa
B nuasnorax ¢ KoBpuHeim

JIEMCTBUYE I
1 kapTuHa — 3Kcno3uiys obpaza Tanu
2 xapTHUHa — dKCcro3uIus oopasza Eropa

rudens KoBpuna

II rmaBa — nepeckas nerenasl 0 Monaxe, nepsas 2 KapTUHA
BCTpEYa C HUM

III rmaBa — pasroBop ¢ KoBpuHbiM, MbIcIu 0 MoHaxe 3 kapTuHa

V raBa — 6ecena KoBpruna u Monaxa B mapke 4 xapTuHa
VII rnaBa — BTOpas 6ecena ¢ MoHaxoMm B KBapTHUPE, JENCTBHE II
MIPUBEIIAS K JICYEHUIO 5 KapTuHa
VIII maBa — neuenue AHapes, pa3pbiB ¢ [leconknmu 6 KapTuHa
IX rmaBa — ¢uHanbHasg BcTpeua ¢ MoHaxom, 7 KapTUHA
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T. €. BCEX TePOEB ONEPHI U BCE COOBITUS MBI
BUJIUM CKBO3b MIPU3MY €r0 3peHHs»'’.

Kpowme toro, A. Kypbaros moguépkupan
1 OOJBIIYIO POJIb OPKECTPA B CBOEM COYU-
HeHuu: «B npuHnune, omepa 3By4YUT HE
COBCEM Jla’ke KaK oIepa B KIIACCUYECKOM
MMOHUMAaHUM, TJI€ €CTh MEHUE MOJI aKKOMIIa-
HEMEHT opkecTpa. Ckopee, IeHUEe BIUCAHO
BHYTPb OPKECTPOBOU TKaHU, U B LIEJIOM 3TO
OoJbplLIE TOXOXKE Ha opaTopuio (¢ yepTa-
MU cuMOHMH), YeM Ha omepy»'s. Orcroga
OTpoMHasi poiib TeMOPOBOTO KOMIIOHEHTA
U JICUTTEeM, NPUAAOIIUX SPKOCTh MY3bI-
KaJIbHBIM XapaKTEPUCTUKAM MEPCOHAXKEN U
UX COCTOSIHUSIM.

B crpykrypHOM IUTaHE oOIlepa CIOBHO
cleyeT My3bIKaJbHOM ¢opMe TMOBECTH,
noApoOHbIi ananu3 koropoit H. dopryna-
TOB MPEJCTABWII B YIOMSHYTOW BBIIIE CTa-
The. [IpencraBuM HEKOTOPBIE U3 CPABHEHUIA.

I masa, mo meicnu H. ®oprynarosa,
— aKcnosuyusi conamuou ¢gopmei. Hauano
IIOBECTH OTKPBIBAETCA OMUCAHHUEM COCTO-
aausi KoBpuHa. DTy Temy wHcclieoBaTelNb
paccmaTpuBaeT Kak BCTyIUieHHE. B kade-
CTBE 21a8HOU N NOOOYHOU napmuii OH BBI-
JIeNISIeT JIBa KOHTPACTHBIX 00pas3a: yeprombiii
napk, B xoropoM KoBpuH BrepBbie BCTpe-
TUT YEpHOTO MOHAXa, U JUPHUUECKas TeMa
pacysemaroueco caoa Ileconkux. Tam xe
H. ®opryHaroB yka3bpIBacT 1 HA BOSHUKHOBE-
HUE €11 OJHOU TEMBI — TEMBI JIF0OBU TaHu
u KoBpuHa. «I mmaBa, a BMecTe ¢ HEl U KC-
MO3UILIMS TIOBECTH, 3aKAHYMBACTCS KAPTUHOU
caja... — IUILIET uccienoBarenb. — JTa
3aBeplIaonas 4acTh IVIaBbl MOCTPOECHA HA

oTONecKax, PEMUHHUCIICHIMAX MaTrepHuana,
KOTOPBIN 3HAKOM HaM yXKe IO TPE/IIIeCTBY-
IOIIMM pa3aesiaM 3KCIO3MIUU. TeM caMbiM
U BCEH DKCIO3UIMH MPUIAETCSA W3BECTHAS
3aKOHUEHHOCTD, 3aBEPIIEHHOCTH) 7.

Omepa OTKpBIBAETCS MEPHBIM apIie-
KO apdbl, KOTOPOE 3a1aéT BCTYUTEIBHOM
TEME XapaKTep MOYTH «IMUYECKOTO 3aUMHAY
(mpumep Ne 1).

Mpumep N2 1 A. Kyp6aTos. Onepa «4&pHolid MOHAX?.,
| percTue, kapTuHa 1, 7. 1-7
Example No. 1 Alexei Kurbatov. The Opera The Black Monk.
Act |, Scene 1, mm. 1-7
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OcHOBHasi TeMa y CKPUIIKU 3BYYHUT HE-
YCTOWYMBO W <«3BIOKO», cO37aBasi IIpHU-
3payHbBli M MpPayHbIA KOJIOPUT, COIPOBO-
KIaromuid odpaz dvima. B To ke BpeMms
MOCJICYIOIIEEe PAa3BUTHUE TEMBI, MEPEXOIs-
1ee B KPEIICHUPYIONIYIO KaHTUJICHY CTPYH-
HBIX, OyATO pUCYeT CBETJIBIA U pacyeema-
rowutl cad (ipumep Ne 2). Takum o6pazom,

Mpumep N2 2 | nevicTee, kapTuHa 1, 7. 22-28
Example No. 2 Act |, Scene 1, mm. 22-28
= . == —= =

= = '9\_/' T f ".' =S
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17 Cmopomuuosa E. H. Kommosutop Asnekceir Kyp6aros: «Ctpanno, 4to YexoBa Tak peIKo CTaBUIIN
Ha onepHOH crieHe» // HoBocTtHoi mopran «Beueprsiss Mocksay. URL: https://vm.ru/entertainment/489985-
kompozitor-aleksej-kurbatov-stranno-chto-chehova-tak-redko-stavili-na-opernoj-scene (mara oOpamieHuUs:

01.02.2024).
'8 Tam xe.
19 ®oprynaros H. M. Yka3. cou. C. 107-108.
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TE€Ma BCTYIUIEHUS, TOA0OOHO YEXOBCKOW MO-
TUBHO-CTPYKTYPHOH 3aBs3Ke, 3aKJIF04aeT
B ce0Oe JBa MPOTUBOIIOJIOKHBIX 00pa3a.

B cBoro ouepenp, A. KypOatoB npumaér
TeMaM YexoBa UHbIC 3HAYCHUS: napK — Me-
CTO, B KOTOPOM AHJpEN BIIEPBBIE BCTPETUT
Monaxa, U, COOTBETCTBEHHO, UMEHHO 3Ta
TemMa OyIeT NpeaBapsATh €ro IMOsBICHUE,
TeMa Ke caoa — KaK BhIpaKeHHE JII0OOBHON
mvaun Tanu m AHznpes — B JajbHENIIEM
OyZeT COINpOBOXKIATh JHMPUYECKHE CLIEHBI
OIIEpHI.

Bropas kapTuHa, npooisKaoast nose-
crBoBanue | u Il miaB, Takke OTKpbIBaeTCA
naptueil pacckazuuka (tema apgsl). 3ame-
THM, 4T0 DOpTyHATOB B CBOEM HCCIIENO-
BaHHUM BBIJIEIISTT CXOXKECTh Hayaja BTOPOM
I71aBbl MOBECTH C MEPBOW, BeAb 00€ OHH
OTKPBIBAIOTCSI HAIIOMUHAHUEM O 0OJIE3HEH-
HOM COCTOSIHUM AHIpes. Y KOMIIO3UTOpa
K€ IepBas U BTOpasi KapTUHBI (110 aHAJIOTUU
C NIOBECTHI0) HAYMHAIOTCS TEMOW BCTYILIE-
HMS, CBSI3aHHOU ¢ cadom. Ilociie u3noxke-
HUS TEMBI CJIEAYET HOBBIM JHMAJIIOr — Ha
stoT pa3 Kospuna u Ilecoukoro. Takum
oOpa3om, nepBasi U BTOpasi KapTUHBI CIIy-
’KaT cBO€0Opa3HOM sKcnosuyueli OCHOBHBIX
JNEUCTBYIOIIMUX MEPCOHAKEH, OKPYKAIOIIUX
KospuHa.

ITo konuenuuu H. ®oprynarosa, [I-VII
IJ1aBbl BBIMOJHIIOT (PYHKLHIO pa3paboTKu.
WccnenoBarens BbIACISIET B HUX TakXke U
HOBYIO TEMY — TE€MY 3I11M30/1a B pa3padboT-
K€, @ IMEHHO MUCTHYECKYIO cepenady bpa-
2a, cJI0Ba KOTOPOW MOBECTBYIOT O JEBYILKE
Cc OOJBHBIM BOOOpaKEHHEM. JTa «TeMa»
IIpEe/BEIIAET MOosABIeHHE MoOHaxa, Tak Kak
no crokery KoBpuH, ycrnbllliaB UMEHHO ce-
peHaay, BCIIOMUHAET JIETeHAy O YEpHOoMm
MOHAaxe.

Kommno3utop He muTHpyeT MNOpOU3-
BEJICHUE HTAJbSHCKOIO KOMIIO3UTODA,
a MIPUBOAMT CBOIO Bepcuio. E€ 0CHOBHBIMU
BBIPA3UTENIIMU  SIBJIAIOTCSA  MOJIYTOHOBBIE
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CEKYHJIOBbIE M TPUTOHOBBIE HWHTOHALMU
B BEPXHEM PETHUCTPE y CKPUIOK, KOTOPBIE
nanee AyOIupyrOTCs B BOKaJbHOM MapTUH
(mpumep Ne 3). Coznaércst mouTH dKCIpec-
CHOHUCTCKUH 00pa3 MaHsIICH TaWnHCTBEH-
HOCTH U CTpaxa.
Mpumep N2 3 | BeicTBue, KAPTUHA 2, T. 284-288

Example No. 3 Act |, Scene 2, mm. 284-288

0 CONO CKPHIIKIH LOIKHO IBYHIATH TIOTYCTOPOHHE, eCITH HEBOIMOKHO JOGHTECS HYKHOIO Spdekta
OOBIHBIM 3BYKOM, MOXHO HCNIO/B30BaTh (hraxkoneTst. B kpaifHeM cirydae MOKHO CHITpaTh Ha OKTaBY HIKE.
CKpHMay JIOKeH CHACTD B TIYGHHE CLEHBI.
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Cueny Ha OaJKOHE U CIEAYIOIIUNA BaK-
HBIM pasnein KapTtuHbl — Jierenny KospuHa
0 MoHaxe — paszenser OpKecTpoBas HH-
TepMEANS HAa TEME BCTYIUICHUS.

Crnenyer otmeTHTh, uTO y A. UexoBa AH-
Jper ¢ mosiBIeHneM MoHaxa HaYMHAET UC-
NBITHIBATh MaHUIO Bennuus, y A. Kypbarosa
K€ Tepoil C caMoro Hayajla BO3BEJIMYUBAET
o0pa3 Momnaxa, a He ce0s1. Orcroga noguép-
KHYTO 3MUYECKHI XapaKTep MYy3bIKAJIBHOTO
IIOBECTBOBAHMUS.

Benen 3a atuM gparmeHTOM, Kak UIIET
H. ®opryHnaros, mony4aer pa3BUTHE TEMa
yrpromoro napka (erasnas napmus). OHa
KOHLIEHTPUPYET B ce0€ OrPOMHYIO CHIIy Ha-
NpsDKEHUS M B HUTOre TpaHCPOpPMUpPYETCS
B TeMy YépHnoeo monaxa — TIIABHYIO TEMY
B pazpabomke.

B omnepe HaOmromaercss aHaJIOTUYHBIN
MPOLIECC: T€Ma BCTYIUICHUS IIABHO MOJY-
JUPYET B CLEHY MEpBOro sipjieHus MoHaxa.
HavanbHblii MOTUB ONEPBI IPU TMOSBICHUH
Monaxa mnpuoOpeTaeT BEJIMYECTBEHHBIN
xapakrep (mompuépkuBas 00KECTBEHHOE Ha-
4aJjio B €ro o0JIMKE), MOCTEeNeHHO TpaHchop-
MUPYSCh B JIEUTTEMY BEJIMYHS, OCHOBHOU
MOTHB KOTOPOW 3BYUUT Yy BAJITOPH H TPYO
(mpumep Ne 4).
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pun BcrpeTrsl MoHaxa (II rmasa). Ilo
cioBaM ®oprynaroBa, 31aech «KoB-
pUH BOJICIO OOCTOSITEIBCTB MPUXOIUT

B COCTOsSAHUC, HOI[O6HOG TOMY, KaKO¢C

HeKorjga ObUIO TEPEXKHUTO MM, KOTJa,

NOTPSICEHHBIN, OH BIIEPBbIC YBUJIENT Ta-

Moumep N 4 | neicTBme, KApTUHA 2, T. 346-350
Example No. 4 Act |, Scene 2, mm. 346-350
h— — = = ;
. - S A —
= i{\ x:,oi ¥ = Wt s = ;_ & =
§é»~f g o
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VHCTBEHHBIN NPU3PAK, CTOIBKO IOps U

H. ®oprynaroB ormewan, 4Tto B paspa-
OOTKE TOBECTHU-OMEPBl 08e BOJIHLI PA3BU-
mus (II-1II u V-V 1maBel) opranu3oBaHbl
onuHakoBo. «CBoeoOpasue uX MOCTPOCHUS
B UEXOBCKOW HOBEJJIE 3aKIIOYAETCS B TOM,
YTO Ha4yaJIO KaXKJ0i U3 3TUX IJIaB yCTaHaB-
JIMBAET CBSA3b C 3AKIIOYUTENBHOW YacCThIO
MPEIIICCTBYIOMIEH TJIaBbl, MPEACTaBISET
co0oii cBoeoOpa3zHoe HallOMUHAHKE, IPEEM-
CTBEHHOCTb, ‘‘pughmy’ cumyayuil [KypcuB
wamt. — A. J1., 1. 1.]»%.

Tak, 3akIOYUTENBHBIN pa3nen Oecempl
(4 xaptuna — V 11aBa) NpeACTaBIsET CO-
00l OpKECTPOBYIO HHTEPMEIMIO, MPOIOI-
KAION[YI0 MpavyHble 00pa3bl 3-i KapTHHBI
unu III rmaBel moBectu. Ocoboe BHUMaHME
CTOUT OOpaTUTh Ha MOCJIEIHIO MYy3bIKaJlb-
HYI0 TeMy auainora 4-ii KapTuHbl («Tema
0e3ymus»), KOTopasi MOSBIISIACh B OKOHYA-
HUM YK€ YIIOMAHYTOU 3-i1 KapTuHBI. UMeH-
HO TaM AHJpel BrepBbIe 3ayMalcs 00 ui-
mo30pHocTH YEpHOro MoHaxa. A yxe B 4-i
KapTHUHE «TeMa O0e3yMus» OKOHYaTeJIbHO
odopmisiercst U puodperaeT uHPepHab-
HBIE YEPThl, CTAHOBSICh TEMOU «IIPEIBECTUS
CMEPTU».

ConarHoctb B noBectd A. UexoBa moa-
YEpKUBAJIaCh M PENPU3HBIM OKOHYAHUEM
crokera. B IX miaBe BHOBb pa3BEPTHIBAIOT-
csi coOBITHSI pOKOBOTO Bedepa, korma Kos-

20 Tam xe. C. 117.
21 Tam xe. C. 124.
22 YexoB A. I1. Vkas. cou. C. 255.
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HECUACTUW MPUHECIIUN BIIOCIEACTBUU
emy u ero omm3kum»?'. MccnenoBarenb
0003HauaeT 3Ty MIaBy KaK OUHAMUYECKVIO
(Ounamusuposanmyro penpusy), Bellb TEMBbI
B HEH IIPOXOJIAT B IPEOOPAKEHHOM BHJIE.

3/1€Ch CHOBA MOABJISIOTCS TeEMbI YépHoco
MOHaxa v cepenaovl bpaea (kak TEMBI-CITYT-
HuKa nepsoil). Hamomuum, uro B IX mase
nepel CMEPThIO TePOi BHOBB CIIBIIIAT TOT
pomanc. CoOCTBEHHO, C 3TOM TeMbl (cepe-
HajJa B KOMIO3UTOPCcKOM Bapuante A. Kyp-
0aroBa) OTKpBIBAETCA M 3aKIIOYUTEIbHAs
7 xaptuHa omepsl (mpumep Ne 5). E€ mo-
CJIeTHUE TaKThI TJIABHO MEPEXOISIT B TEMY
Tanu — Tak aBTOpP HAIIOMHUHAET O Tparmye-
CKOM cynbOe TepOrHH.

Mpumep N2 5
Example No. 5

Il peicTaue, kapTUHA 7, L, 132
Act Il, Scene 7 rehearsal number 132

VeI

C-bassi

TaHs BcOMUHAET O CBOEM IIEPBOM BIIE-
yatieHun o0 AmHpapee: «S mpuHsuia TeOs
32 HEOOBIKHOBEHHOI'O YEJIOBEKA, 3a I'€Hus,
g mono0mwia Teds, HO Thl OKa3aJicsi CyMa-
cHIemuM...»**. Permnuky compoBoxkaaer
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mema eenuyusi, KoTopas BIIEPBbIE MOSBUIIACH
B [TAPTUU €€ MOHOJIOTA U3 NIEPBOIl KAPTUHBI.

B momeHnT cmeptu KoBprHa, kak numer
H. ®oprynaros, 36yuum mema ar0d66u Tanu
n KoBprHa — Kak BBICIIMI UTOT BCETO pas-
Butus. ITo ananoruu c 3tumM, B onepe B nap-
TUU CTPYHHBIX BO3HUKAET 6MOPOU MOMUS
8CMYNIeHUs, XAPAKTEPU3YIOIINN, KAK YKe
MUCAJIOCh BBIIIE, JHOOOBHO-TUPUYECKYIO
JUHUIO JEUCTBHS. 3aBeplIacT Omepy CoJjo
apdbl, cozaBasi TEM CaMbIM 3aKPYITIEHHYIO
apOYHOCTH B OOIIIEH CTPYKType Onepsl (IpH-
Mmep Ne 6).

Mpumep N2 6 Il peicTBme, KAPTMHA 7, L. 141
Example No. 6 Act Il, Scene 7, rehearsal number 141
g —
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Takum oOpa3zom, 3aKITIOYUTENbHAS Kap-
TUHA TIPEACTABISACT COOOU OuHaAMUUECK)IO
penpusy (COOTHOCUMYIO C  ONMCaHHOU
H. ®opryHnatoBbIM penpu3zoti nosecmu).

B omepe A. KypGatoBa B 7-ii KapTuHE
B CBSI3M C MOBTOPOM CIOKETHOM CUTyallUH
TaK)Ke€ BO3BpAILACTCA mema npeodgecmus
Monaxa (KOMIIO3UTOPCKOE pEIICHHE cepe-
Hazae! 1. bpara), mema Tanu (HanmomuHaro-
mas 0 €€ HeCOBIBIIMXCS HAJEKIaX), mema
genuyusi (BIEpBbIE MPO3BYUYaBIllas B MOHO-
jore TaHu, a 3areM B snu304ax ¢ MoHaxoM,
MPOBOJIUTCSI Y MEJHBIX HWHCTPYMEHTOB),
mema ecmynienusi (Kak MocjaeHee HallOMuU-
HaHUE O PaCIBETAIOIIEM Calle U JIO0BN).

OOmas apxuTeKTOHHKa ToBecTH «UEp-
HBII MOHax» MW OJHOUMEHHOW OIEpHI
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A. Kyp6artoBa MOXeT ObITh CXeMaTHU4HO BbI-
paxkeHa cieayomuM o0pa3oMm:

Okcno3unms (TmaBa II — kaptunsr 1, 2)

['maBHast mapTHsi — TeMa YrprOMOro Mapka
(o6pa3er KoBprna, Monaxa)

[ToGovHast mapTus — JUpUYecKas TeMa cajia
(B pa3paboTke Tema J1ro0BH, Tann)

3aKIouMTeNIbHAsT MApTHUsT — Ha OCHOBE
TEMBbI IIapKa

Pazpa6orka (rnaBer [II-VII — kapTunb
3-6)

Tewma snuzona — Cepenana I. bpara

Pa3zButre TeMbl MaBHON MapTHH — TEMBbI
napka — TeMa Benuuus (TJIaBHasg Tema B pas-
paboTKe, IO CIOKETYy MepBbIi pa3roBop ¢ Mo-
HaXOM)

PazButne Tembl moOoO4yHON mapTuu (Tema
Tanu) — TeMa kpyuieHus (1o CrokeTy AHJIpeit
BIIEPBBIC MTPOSBIISAET MPU3HAKH OC3yMHSI)

LlenTpanpHblii pa3nen pa3pabOTKH — KOH-
Gkt 006erx TeM BO BTOPOM JICWCTBUU OMEPHI
(Momnax 3aBnajen pasymoM AHapes)

3aKJIFOUUTENIbHBIN pa3fen — 6-s1 KapThHA
(Anapeli mocne Je4eHus1) — TpaHCHOPMHUPO-
BaHHBIEC TEMBI [JIABHOW MapTUU U TOOOYHOM.

Penpwu3a (rnasa VIII — kaptuna 7)

[ToBTOpeHne BceX TeM U3 SKCIO3UIUU
B TPaHC(OPMHUPOBAHHOM BUJIE.

Wrak, coHarHas pudma MOBECTH, BHI-
pakeHHass HAJMYHMEM JIByX KOHTPACTHBIX
00pa3oB, UX pa3BUTHEM U TPAHCPOPMUPO-
BaHHBIM MOBTOPEHUEM B 3aKIIOYUTEIIHHOU
YaCcTH, HallJla MPETBOPEHUE U B ONEPHOM
Bapuante A. Kyp6arosa. B cBoém Borwoie-
HUU COHATHOU (HOPMBI KOMITO3UTOP CIIOBHO
pedIeKTopHO CclieqyeT CXeMe, BBISBJICH-
Hou JI. IllocTtakoBu4yeM M BHOCIEACTBUHU
H. ®oprynaroBeim. Henb3st HE OTMETUTH
M My3BIKAJIBHOE 4yThE caMoro A. Yexosa,
YbU MOBECTU M paccKa3bl HE pa3 CTaHOBHU-
JUCh TPEIMETOM MY3bIKaJIbHOTO aHaJn3a,
TaKXe MOATOJIKHYBIIIEe KOMIIO3UTOpa Ha To-
JTIOOHYIO CTPYKTYPY OIEpHI.
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OnHako My3bIKaJbHBIE XapaKTEPUCTHU-
KU TMIaBHBIX repoeB B omepe A. KypbGarosa
M3HAYAJIBHO IMPEIBOCXUINAIOT TPAaruyecKui
UCXOJl COOBITUHM, YEro HeNb3sl MPOCIEIUTh
B TIOBECTBOBAHUM nucareinsd. Tak, 3Jeru4Ho
B3BOJIHOBaHHAsi TeMa TaHU yKe yKa3bIBaeT
Ha HecObIBIIEeCs cuacTbe repoeB. OO0 rToM
K€ CBHJIETEJIbCTBYET U TMOSBJICHHE TEMBI
6e3ymus B Tpetbelt kaptune (I1I rase), xor-
71a peYb 3aXOAUT O BO3MOKHOM 3aMYKECTBE
Tanu. O6pa3 MoHaxa ¢ ero SMUYECKUM Xa-
pPaKkTEpOM MY3BIKAJIBHOIO I1OBECTBOBAHUS
packppIBacT HE MaHUIO BelW4yusi AHApes,
a BeMuue TEMHOro nocnanHuka. Kommnosu-
TOp MOKa3bIBaeT, uto 00pa3 Monaxa, Harpo-
THUB, HE HECET JJIsi AHIpes HUYEro paspy-
muTenbHoro. Jluteparyposen M. I'upiimasn,
BBICKA3bIBasACh O BbIABIEHHON QopTyHa-
TOBBIM O08ymeMHOCmu B OOIIEH CTPYKTY-
pe TOBECTH, MNPOHULIATEIBHO OTMEYall:
«...KaxJas U3 TeM, B CBOIO O4Yepe]lb, HECET
B ceOe BHYTpEHHEE MPOTHBOPEYNE U MPUH-
LUUIIKaIbHO AByTeMHA. Benp B Teme uépHoro

MOHaxXa COBMEIIIEHBI HE TOJBKO HECUaCThs,
00J1€3Hb, CYMacCIlIECTBUE U B KOHEYHOM CUé-
T€ CMEpPTh, HO M MEUTa O BBICOKOM IpeHa-
3HAYEHUH, CYACThe U JII0OO0BH, IOJIUHHAS
JKU3Hb YEJI0BEKA, KOTOPOMY “‘HY’KHO HE TPH
apIIMHA 3eMJIH, He ycaap0a, a BeCh 3eMHOMU
miap, BCsl Ipupoja, riae Ha IpoCTOpe OH MOT
OBl TIPOSIBUTH BCE CBOMCTBA U OCOOCHHOCTH
CBOEro cBoOOgHOTO nyxa”. OJHUM CIIOBOM,
3[IeCh U MaHus, ¥ Beanure»?’. IMeHHo ta-
KO€ TOJIKOBaHHE oOpa3a MoOHaxa Iepeaant
B CBOEH orepe KOMIO3UTOP.

Takum oOpaszoMm, omepa A. KypbOarosa
JIEMOHCTPHUPYET COOTBETCTBHE OCHOBOIIOJIA-
rarolliM KPUTEPUSIM JINTEPATypPHOM OIEphI
— Kak B (paOynbHO-ApaMaTypruuecKkoM Iia-
HE, TaK U CTPYKTYPHO-KOMITO3UITHOHHOM.
B sTOM XaHpPOBOM MPETBOPEHUH KOMIIO3U-
TOpP CyMeJ BBICBETUTh IIYOMHHYIO, apXETH-
MAYECKYI0 «MY3BIKaJTbHOCTB» TEKCTa TO-
BecTH A. UexoBa U MPU 3TOM MPEJICTABUTh
IIaBHBIE 00pa3bl B WHIWUBUIYabHO-aBTOP-
CKOM MY3BIKaJbHOM MPOYTCHUH.
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Abstract. The end of the 20th century demonstrates an expansion of horizons of the comprehension
of musical sonorities, the conception of their transformation from music into “sound,” which
radically changes the perception of timbre: this element becomes transformed from a peripheral
component of sound to the primary element, thereby changing entirely the entire conception
of musical material. Thus, the theory of music material developed by outstanding German philosopher
Theodor Adorno in the middle of the 20th century has found its confirmation. The latter’s concept
of the historicity of music material was upheld and further developed by Italian composer Luigi
Nono, who fundamentally changed the sphere of perception of this phenomenon, which subsequently
was testified by his German student Helmut Lachenmann. This required not only new combinations
of sound, but a reevaluation of the attitude of working with them. Fausto Romitelli (1963—
2004) pertains to the generation of composers that discovered new paths for work with sound.
In his musical output sound becomes a complex multicomponent phenomenon presuming an
interaction between acoustic instruments, electronic sounds and reverberation — the sound “aura”
and the sound “halo,” both of which are also composed consciously (presenting “composed
resonance”). Romitelli’s individuality demonstrates itself in the fact that he builds this component
of his musical material, basing himself on sonar discoveries in the sphere of rock music, in particular,
the Pink Floyd ensemble, which finds reflection in such of his works as EnTrance, Professor Bad
Trip, etc. Romitelli characterized the “aura” of his sound as “dirty,” comprehending this as a specific
resonance of the sound of the electric guitar in rock music. Romitelli’s “composed resonance”
is not characteristic solely of him; “composed resonance” as an element of musical material may
be discerned in the works of other composers, in particular, Kaija Saariaho in her Amers for solo
cello and ensemble.

* The article was prepared for the International Scholarly Conference “Musical Science in the Context
of Culture. Musicology and the Challenges of the Information Age,” held at the Gnesin Russian Academy
of Music on October 27-30, 2020 with the financial support of the Russian Foundation for Basic Research
(RFBR), project No. 20-012-22033.
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Annomayua. Konenn XX Beka JIEMOHCTPUPYET pacIIUPEeHHE TOPU30HTOB IOHMMAaHUS
3ByKa, KOHIICTILMIO €r0 IMEepexoja B «CayHA», 4TO B KOpHE MEHsET Npe/CcTaBlIeHHEe O TeMOpe:
U3 COMYTCTBYIOIIETO KOMITOHEHTA 3By4aHUs] TeMOp CTaHOBUTCS OCHOBHBIM, MEHSSI B pe3yibTare
BCIO KOHIICTIIMIO MY3bIKaJbHOTO Marepuana. TakuM o0pa3oM HaXOAWUT CBOE MOATBEP)KICHHE
TE€OpUsl UCTOPUYHOCTU «MY3BIKAJIbHOTO MATEPHaJIay, BBIABUHYTAs MEPBOHAYAIBHO BBIIAIOIINMCS
HeMelKHM yueHbIM TeonopoM AnopHo B cepeanne XX Beka. Ero koHenT 6bu1 HOAXBayeH Mpex/ie
BCETO HUTAIbSHCKUM KoMmno3uTopoM Jlymmku HoOHO, KOTOpBI NPUHLMIINAIBHO W3MEHUJ 30HY
npezacTaBieHuit 00 3ToM (peHoMeHe, 0 UYéM CBHUJIETENILCTBYET €ro YYeHHK XelabMyT JlaxeHmaH.
3710 MOTpeOOoBajIO HE MPOCTO HOBBIX 3BYYaHWH, HO MEPECMOTpa OTHOUICHUS K paboTe ¢ HUMHU.
®daycro Pomurennmu (1963-2004) mpuHAIIEKUT K TOM TEHEPAIMU KOMIO3HTOPOB, KOTOpPHIE
B 00J1aCTH aKaJIeMHUYECKOr0 MCKYCCTBA HAIITM HOBBIE ITyTH pabOTHI cO 3ByKOM. B ero TBopuecTse
3BYK (CayH]1) CTAHOBUTCSI MHOTOKOMITOHEHTHBIM, CIIEIIMAJIbHO COUMHEHHBIM CIIOKHBIM ()EHOMEHOM,
7€ B3aMMOJCHCTBYIOT aKyCTUUYE€CKHE MHCTPYMEHTHI, JJIEKTPOHHBIE 3BYYaHUsI U peBepOeparus —
«aypa», 3ByKOBOE€ «TaJl0», KOTOpPbIE TAK)KE COYMHSIOTCSA HAMEPEHHO ((COYMHEHHBIA PE30HAHCY).
NuauBuayansHOCTh POMUTENIN CKA3bIBAETCS B TOM, YTO 3TOT KOMIIOHEHT CBOETO MY3bIKAaJIbHOTO
Marepuajga OH CTPOMT, ONMHUPAsACh Ha 3BYKOBBIE HAXOJKH B OONACTH POK-MY3bIKH, B YaCTHOCTHU
My3bIku Tpynisl «lIuak ®@noiiay, uto oTpaxaercs B pane counHenuit (EnTrance, Professor Bad
Trip). «Aypy» cBoero 3Byka PomuTeM XapakTepu3oBal Kak «IPA3HYI0», MOHMMAsl IOJ ATHM
crienn(pUIecKrii pe30HAHC 3BYyYaHHs 3JEKTPOTUTApPhl B POK-My3blke. «COUMHEHHBIH PE30HAHC»
PomuTtennu He ABIsIeTCS YEM-TO MPHUCYIIHUM TOJBKO 3TOMY KOMIO3UTOPY; (hEHOMEH «COYMHEHHOTO
pe3oHaHCca» KaK 4acTH MY3BIKAJIBHOIO MaTepHajla MOXKHO IPOCIEINUTh U Yy IPYTHX aBTOPOB,
B yactHocTH Yy Kaitn Caapuaxo (Amers 1751 BAOJIOHUYEINN COJIO M aHCaMOIIs).

** (CraThd TOATOTOBIEHA I MeXIyHaponHOW HaydHOW KoH(MepeHmmu «My3blKalbHas HayKa
B KOHTEKCTE KYJIBTYPbl. My3bIKOBE/IeHHE 1 BRI30BBI HH(POPMAITMOHHOM 31TOXW», cocTosiBiIeiicss B PAM nmeHn
I'aecunrprx 27-30 oktsa6pst 2020 roma npu puraHCOBOH Nouepxkke PODU, mpoekt Ne 20-012-22033.

82



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1

Kniouegwie cnosa: ®aycro Pomurennu, AnOpHO, My3bIKaIbHBIM MaTepual, cayH, «COUNHEHHBIN

pE30HAHCY

Hnayumuposanusn: Laperpanckas T. B. My3bika @aycto PoMutesm: K BOIpocCy 0 «My3bIKalIbHOM
marepuane» // Ilpobmemsl My3bikanbHOW Hayku / Music Scholarship. 2024. Ne 1. C. 81-90.
(Ha anm. s13.) https://doi.org/10.56620/2782-3598.2024.1.081-090

austo Romitelli (1963-2004) has
Fcaptivated Russian listeners by his

dazzlingly brilliant media opera An
Index of Medals, which was performed in
Moscow as part of the Drugoe prostranstvo
[Other Space] festival in 2016, and then
in St. Petersburg in 2017. By that time,
the composer was not alive for some time.
However, during the 41 years of his life,
he was able to demonstrate himself as one
of the greatest stars of the generation of
the end of the 20th century. The weight
of his contribution to the art of music
may be confirmed by the imposing list of
publications bearing witness to that interest
that his art has aroused among professionals,
critics and the general public.'

Romitelli studied in Milan with
Franco Donatoni, and in 1991 he came
to the “Course of Musical Informatics”
at the IRCAM, since he was interested
in the French Spectral music, in particular,
the works of Hugues Dufourt and Gérard
Grisey. And while Grisey and Dufourt merit
to be characterized as the “indomitable
sons of Darmstadt” who rejected the legacy
of Boulez and Stockhausen, Romitelli
ought to be dubbed as their “indomitable
grandson,” who distanced himself from
Spectralism, but departed into the realms

where the ‘“Arthouse” Darmstadt music
feels itself uncomfortably — the spheres of
psychedelic art-rock music and the complex
forms of jazz.

He formulated his artistic creed in the
following way: “The pivotal idea of music
is to examine sound as the material which
is intruded upon in order to endow it with
physical and perceptive characteristics
by means of refinement...”” The concept
of “sound” bears a special meaning for
the composer: the author of the first
monograph on Romitelli, Italian researcher
Alessandro Arbo testifies that “...anybody
who had the luck of meeting Romitelli most
likely remembers how he pronounced that
word suono [sound], with that exceedingly
characteristic intonation of his, resonating
on the vowel ‘0.” When he was listening
to music that was not his, sound was the first
(and sometimes the last) thing to attract his
attention. He conceived a substantial part
of his compositional work as an attempt
to make the energy of sound work.” Sound
in this case is understood not as a compendium
of parameters, such as pitch, duration or
timbre; it is comprehended particularly as
the material, that is something substantial,
complex, but at the same time unified.
The conventional concept of “sound”, on the

' See: Guidarini L. Transtextuality Techniques and Spectral Manipulation in Fausto Romitelli’s Late
Compositions. URL: https://www.academia.edu/41452505 (accessed: 30.01.2024).

2 Cit. ex: Veller V. Vechnaya krasota v sovremennykh zvuchaniyakh [Eternal Beauty in Contemporary
Sounds]. URL: http://gnesin-college.ru/content/print/concerts/20111213 mforum.pdf (accessed: 27.01.2024)

3 QGuidarini L. Op. cit.
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one hand, is subdivided into pitch, timbre
and articulation; on the other hand, these
parameters are not summated in sound,
but are especially comprehended within
a unified complex and composed. Not only
these parameters are realized in sound,
but also in plastic and psychophysical
traits; in this respect it is possible to view
the parallels in relation to sound as it
is perceived by Romitelli and, to take
one example, Erwin Schulhoff; the way
Schulhoff presumed “bodily pleasure” from
sound determinately finds a parallel with
Romitelli’s understanding of sound. [1]

In present-day musicology, itis customary
to presume that the term “musical material,”
notwithstanding the historically existent
usage of the word, was brought into broad
discourse by Theodor Adorno. Some Russian
researchers (such as Mikhail Pylaev* and
Liudmila Leipson®) note that particularly
in German musicology this expression has
become, as Carl Dahlhaus expressed it,
“a term pertaining to philosophy and music
theory.”®

In his Philosophy of New Music, Adorno
for the first time begins polemicizing with
the predominating ‘“naiveté,” according
to his characterization, the characterization
of musical material as a certain assemblage
of tones abstractly granted to the composer.
He rejects the possibility of this definition
as an exclusively physical phenomenon,

asserting that it is essentially a historical
category, rejects the invariant understanding
of musical material for all the times and
speaks of the necessity of cognition of
“the laws of the motion of the material,”
according to which “not everything is
possible in each of the epochs.” As Leipson
shows, “...the compositional material is to
a certain degree distant from pitches in the
same way as language is distant from the
supply of its phonemes. The material does
not merely narrow down or expand with
the flow of history. All of its specific features
are signs of the historical process.”’

With the appearance of atonality and
Schoenberg’s twelve-tone method and
the dissolution of the classical-romantic
forms, Adorno comes up with the necessity
of posing the question of new consistent
patterns of the musical material pertaining
to New Music. And this becomes justified
— the Second Viennese School presents
a paradigm shift in the organization
of pitch. However, the musical material
of the composers of this direction continues
to exist within the autonomy of the tempered
scale, which had been created before
them and was carefully preserved during
the course of several centuries. The conception
of musical sound remains the same in it.

The appearance of the new genres
of the postwar avant-garde style and the
emergence of the tendency towards creating

4 Pylaev M. E. Muzykal'no-sotsiologicheskaya kontseptsiya T. Adorno: opyt kharakteristiki [The Music-
Sociological Conception by Theodor W. Adorno: Trial of Description]. Modern Problems of Science and
Education. 2015. Vol. 1, Issue 2. URL: https://science-education.ru/ru/article/view?id=19797 (accessed:

27.01.2024).

5> Leipson L. K. The Concept of Musical Material: From Adorno to the Present. Almanac. 2018. No. 10,
pp. 73-86. (In Russ.) URL: https://nma.bg/almanac_en/the-concept-of-musical-material-from-adorno-to-

the-present/ (accessed: 27.01.2024)
6 Cit. ex: Pylaev M. E. Op. cit.
7 Leipson L. K. Op. cit. P. 75.

84



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1

borderline genres involving the contiguous
forms of art and technology have stimulated
considerable radical changes in the regular
laws of choice. The figure of Luigi Nono
appears along this path rather predictably:
Adorno’s pivotal ideas are present in the
foundation of the understanding of music
intrinsic to the Second Viennese School
as “intrusions into the sound reality of our
time.”® This was reflected in Nono’s text
The Historical and the Real in Contemporary
Music written by him in 1959. Nono’s
student, Helmut Lachenmann continued the
work of his teacher. The perception of the
“real” in contemporary music imminently
led towards a strengthening of attention
towards the acoustic component, towards
the expansion of the field of experiments
with sounds. The logical result of this was
the creation of IRCAM — the institute of
electroacoustic research in Paris and the
electronic music studios in various countries
— Germany, Italy and the United Kingdom.

Lachenmann acknowledged that he
had sent his students to IRCAM to obtain
experience of what he called “real” sound in
a concert hall. The new “turn of the collective
ear” distinctly heard in its sound an immense
potential of the inner microstructure
of sound, its endless diversity. The prospects
ofthe disclosed possibilities seemed endless;
this explains why Lachenmann stated
in his interview in 2012: “There is something
dangerous in sound.” This “real sound”
is connected by the composer particularly
with the work in electronic studios, which,

in his opinion, has led to a new conception of
musical sound. “The old, traditional concept
was not rejected, but it was seen as historic:
melody, harmony, rhythm, symphony
orchestra, counterpoint, polyphony... <...>
‘a harp pizzicato,” or another pizzicato,
or a certain intensity, or a certain duration,
or a register, etc. One tried to think in these
categories, and Nono was one of the most
strict [of the] persons doing this.”!?

Lachenmann felt that during his studies
with Nono, he was made to be sort of'an object
of experimentation. As he remembered it:
“I was a kind of Versuchskanninchen [a guinea
pig]; he tried out how to teach.”!! He writes:
“Whenever 1 wrote two notes, one after the
other for the same instrument — let’s say for
an oboe a C# and then an E b with a legato
slur — he said, ‘This is a melodic element,
this is bourgeois, you should never do this!’
And this was hard. If I wrote a trill, he would
say, “You are Francois Couperin, with all
these ornaments...” <...> Some weeks later...
he said that if you wrote only one note, let’s
say for harp, it was already a bourgeois
element. <...> These were very important
provocations for me, so I had to think about
other categories. <...> He has to construct
his own behaviour. And he has to find it for
each new piece again and again. And this is
not in the electronic medium (which is a kind
of ‘paradise’), but in society’s material.”!?

It is well-known, what the search
of musical material in Lachenmann’s music
resulted in: he was able to create an original
conception, a peculiar aesthetics and

 Phillips W. Spaces of Resistance: the Adorno—Nono Complex. Twentieth-Century Music. 2012. Vol. 9,
Special Issue 1-2. P. 83. https://doi.org/10.1017/S1478572212000217

Experimental Affinities in Music. Ed. by Paulo de Assis. Ghent: Orpheus Institute, 2015. P. 93.

0 Tbid,
I Tbid.
2 Tbid., pp. 93-94.
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a typology of sound, which has continued to
attract researchers by its originality — let us
make a reference to one of the latest attempts
of interpretation of “the phenomenon of
Romitelli,” Nastasya Khrushcheva’s article,
[2] as well as the recently published article
by Svetlana Lavrova. [3] Romitelli did not
create his conception of sound as material,
but we are able to reconstruct it: we can
determine certain features of Romitelli’s
sound that characterize the specificity of
his compositional style. In a certain sense,
he was also compelled to follow the path of
Lachenmann — through the rejection of pre-
established standards of sound.

Musicologist Alessandro Arbo highlighted
the concepts that were crucial for Romitelli:
sound, modernity, the high and the low,
degeneration, paroxysm and profundity.'
This may be considered as a contour
description of the entire sound material
of Romitelli.

The term “sound” began to come into
general use by musicologists, first of all,
for describing and analyzing rock music:
the “sound” created by the electric guitars
may have been so individual that it did not
fit in any of its variations into the pure form
of a timbre or an individual manner of
playing. The level of individualization of the
sound was built out of many components:
the attack of the sound, the manner of intoning,
the degree and character of technological
processing of the initial sonority. “Sound”
may also be understood as the source
character of the “musical material,” similar
to the way how in the present day it is of no

small importance on what material an artist
draws (whether he uses concrete, paper,
plastic, glass or a composite surface) and what
he draws with (a pencil, oil, wax, drawing
ink, etc.). Already prior to the artistic stylistic
manifestations, the source technological
data prepare the ground for fundamental
differences in a work of art. Of course,
their choice is stipulated by the personality
of the artist (or the composer), but,
nevertheless, for the beginning, it remains
beyond the limits of the individual: Romitelli
oriented himself on the world of complicated
(complex) sounds in which the leading role
was played by electric instruments (first
of all, the guitar) and, complementarily,
the electronic processing of sound.
Researchers note that “these sonorities were
combined by him with traditional orchestral
instruments.”'* We may concur with Svetlana
Lavrova’s opinion: “Romitelli distinctly
realized the aesthetic importance of the
technological revolution, which has created
new forms of sensitivity.”'> The composer
asserts: “At the center of my composition
lies the idea of sound as a wholeness. Sound
is material, it possesses traits of the tessitura
element — graininess, porosity, density
and resilience. Its physical characteristic
features must necessarily be made accessible
to perception. The new possibilities today are
— sound sculpture, instrumental synthesis,
anamorphosis, sound  transformation,
spectral morphology, drifting into the
sphere of unstable densities, distortions,
and interferences occurring, among other
reasons, because of the use of electroacoustic

3 Arbo A. Le corps électrique: voyage dans le son de Fausto Romitelli. Paris: Harmattan, 2005. 198 p.

14 Lavrova S. V. Sal'vatore Sharrino i drugie. Ocherki ob ital'yanskoi muzyke kontsa XX — nachala
XXI veka [Salvatore Sciarrino and Others. Essays about Italian Music of the Late 20th and the Early 21st
Century). St. Petersburg: Vaganova Ballet Academy, 2019. P. 120.

15 Ibid.
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technologies. In the present day, a greater
amount of significance is attached to sounds
of a non-academic origin, ‘adulterated’ and
‘harsh’ sounds, those of metallic nature,
derived from rock and techno music.”'¢ All of
this inevitably redirected the composer toward
the computer technologies of processing and
obtaining sound immediately at the beginning
of his association with IRCAM.

The piece written during this period,
EnTrance (1995-96) includes in itself
a study of sound with the help of a mantra
from the Tibetan Book of the Dead. The idea
of the composition is rooted in ritual, and its
aim is to arouse the state of a trance. The text
of the work is served by a mantra consisting
of 15 syllables. The means used by Romitelli
are: the sound of breathing (inhaling and
exhaling.) This is accompanied by turns
of the head, as if recreating the physiology
of reaching the state of a trance. For the
sake of enhancing the action of the ritual,
two microphones are used on both sides
of the singer’s face, transmitting his voice.
The exhalation is sounded through the frontal
microphone, and regular reverberation
is applied; at the same time, the inhalation
is, in contrast, carried away through
microphones to the rear wall of the hall,
and a lengthy, unnatural reverberation with
the light effect of an echo is made use of.

The material of the entire piece summarily
consists of three components: acoustic
sound, electronic sound and reverberation
— the latter merits additional discussion.
It is difficult to say, at what moment the
spot of the resonance becomes the object of
special attention on the part of composers.
It may be presumed that at first it was paid

16 Cit. ex: Ibid. P. 266.

attention not so much by the “arthouse”
composers, as it was by rockers, especially
those who were inclined not towards mass
art, but toward more conceptual intentions.
We could remember the audio experiments
of THE BEATLES at the time of the release of
the album Sgt. Pepper s Lonely Hearts Club
Band, inasmuch as there still exist valuable
video recordings, where Paul McCartney
manipulates the multitrack recording. There
are memoirs available written by ingenious
British sound engineer Peter Zinoviev about
his work in a British studio with the PINK
FLOYD group. There is proof available
that Romitelli was very enthusiastic about
the music of PINK FLOYD, admiring their
sound. It turns out chronologically that the
famous albums of the PINK FLOYD, such
as The Dark Side of the Moon and Wish
You Were Here, were created, respectively,
in 1973 and 1975, almost 20 years prior
to Romitelli’s trip to IRCAM. One could
presume that the magical effect of the sound
reverberation, or the “aura” of sound, a sort
of sonar “halo” became an insuperable sound
enticement for Romitelli, an effect which he
brought into the sound material of his music
from the very beginning.

The composer had a predilection
toward referring to Bacon and rock music,
as he acknowledged that “...sound in
contemporary music has been castrated by
formalism and dogmas in regard to the purity
of the musical material: cerebral (lacking
sensitivity), incorporeal sound, bereft of
flesh and blood. Personally, I love dirty
sound, distorted, harsh and visionary, which
at times is created by pop music and which
[ am trying to integrate in my compositions.”"’

17 Cit. ex: Arbo A. Le corps électrique: voyage dans le son de Fausto Romitelli. Paris: Harmattan, 2005.

P. 143.
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Romitelli carried out several intentions
where aura prefers to be “dirty.”

The saturated energy of his music arouses
the intense sensation of the sonar “presence”
that the composer expresses verbally,
characterizing EnTrance for soprano,
ensemble and electronics. He asserts that
in this piece he wished to put a stop to all
“dialogic, discursive and purely formal
intensions in favor of the intensions of sonar
presence, immobile and continual, hypnotic,
spherical, revolving in space and time.”'®
A component of such a hypnotic sound is
created by what may be called “composed
resonance.”"’

Another composition by Romitelli —
the cycle Professor Bad Trip — illustrates
perfectly the idea of “composed resonance”
according to the logic of “shadowed
aura.” In his annotations to this three-
movement cycle, the composer wrote:
“That which predominates in Professor
Bad Trip is the hypnotic and ritual aspects,
the taste for deformation and the artificial;
constant repetitions; continuous persistent
accelerations of the material and the time
prone to turbulences and distortions, to the
state of super saturation, flat spectrum noise
and catastrophe, constant driftage to the
direction of chaos, objects denominate and
attenuated; unsupportable speed and density;
ragged, discontinuous routes or, on the
contrary, harshly set ones as the trajectory
of a shell.”?°

The first of the movements of Professor
Bad Trip, Lesson 1 (1998) is written for an
ensemble of eight instruments (flute and
bass flute, bass clarinet, electric guitar,

piano and electric piano, percussion
instruments, violin, viola and cello)
and electronics. The piece begins with
a section of “persistent repetitions.”
This movement, which may be called
“the accumulation of energy,” is intriguing
from the perspective that it aspires towards
the interfusion of all the elements; it becomes
clear that it is particularly this interfusion
(or amalgamation) that provides the
sensation of the “aura.” It is perceptible
in the example that several strata
superimposed on each other support each
other: the winds, the guitar, the electric
piano, the vibraphone and the strings create
arich “texture” of sound wherein it becomes
impossible to isolate any separate sonorities
from each other. This circumstance 1is
emphasized by many researchers: “Romitelli
succeeds in maintaining a delicate balance
between sounds of diverse origin, and
as a result the extremely heterogeneous
ensemble is perceived as a unified whole,
without being divided into the ‘acoustic,’
‘electroacoustic’ and ‘electronic’ groups.
It is also inappropriate to talk of
a predominance of the ‘acoustical’ or
the ‘electronic’ sound: these are intermixed
in the unified authorial sound, without which
the composer’s style is unthinkable.” [4, p. 33]

There is a sensation that the aesthetics
of the “composed resonance” revealed
itself most strongly during the time period
beginning from the 1980s and ending
with the 2000s in the music of a mixed
type, wherein electronics neighbors with
acoustic instruments. This is demonstrated
especially brilliantly by the repertoire

'8 Cit. ex: Arbo A. Anamorphoses. Etudes sur I'ceuvre de Fausto Romitelli. Strasbourg: HERMANN,

2015. P. 25.

19 Analogous ideas are developed in Svetlana Lavrova’s aforementioned article. See: [3].
20 Cit. ex: Arbo A. Fausto Romitelli: An Index of Titles. Paris: L’Harmattan, 2005. P. 55.
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of IRCAM, including Boulez’s Resonances
(1981-1984). There the electronic sounds
are heard as a double of the instrument, or
as an intensification of the creation of the
“halo” or the artificial prolongation, or even
immersion — the feeling intensified by the
fact that not infrequently these compositions
required special spatial conditions. At times,
this “aura” is created by that fact that the
electronic sounds seem to form an echo
for the instrumental part. This is especially
characteristic for the music existent in line
with the ideas of Spectralism, for example,
the early compositions of Kaija Saariaho.?!
[5] In Amers (“Coastal Landmarks™) for cello,
ensemble of instruments and electronics,
the material is “worked out” from the cello
sound as the result of the existent spectral
analyses of the cello trill upon different
positions of the bow and with different bow
pressure. The spectrum changes when it is
generated from a sound made with normal
bow pressure and sul ponticello. As for the
procedural side, characteristic for spectral
scores, we see changes, which frequently
are not perceived as confirmations of
the evolution of the pitches, when a sole
spectrum becomes variably either richer
or poorer. The electronic transformations

interacting with the cello make use of Iana,
and such programs as CHANT, Phase
Vocoder SVP and the IRCAM program of
synthesis of physical modeling. Their aim is
to generate the sound “halo” that sometimes
merges with its instrumental counterpart.
This sonar “halo” or “aura” is one of the
most important qualities of the new sound
material at the turn of the 20th and the 21st
centuries, when electronics do not generate
sound, but create a sort of a new periphery of
sound commensurable in certain ways with
the acoustic experiments of those who wrote
musical compositions acoustically having
in mind a particular church (for example,
there exists the opinion that Monteverdi’s
Vesperae was composed particularly in
expectation of being performed at the San
Marco Cathedral.) The new conditions of
sound of music in the 20th century suggested
something different: an “aftermath” is being
created especially for it, which no longer
presents a certain uncontrolled summarizing
result — the acoustic resonance of a certain
particular space. The latter in particular is
what becomes a part of the musical material,
a self-sustained component that possesses
its own laws of elaboration and possibilities
of development.
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B3rnap Ha kpuntodoHUio B uukne AnekcaHppa PainxenbcoHa
«lecTb Nnepesonos ns Bunnu MenbHukosa»
ANs TepMeHBOKCcA U popTenmaHo

Hpuna Baragumuposua Konocosa
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Annomayua. TexHuka KpuntoQoHuu, copmupoBaBuiascs B 1990-x, sBusercs peakum
MIPUMEPOM OTEYECTBEHHOI'O HOY-Xay B 00JIaCTU HOBEWIIMX METOAOB COYMHEHMsI My3bIku. E€ cyTh
CBSI3aHA C MOCJeI0BaTeIbHbIM NEPEKOANPOBAHUEM CIIOBECHOTO TEKCTA B MY3bIKaJIbHBI Ha OCHOBE
n30MpaeMoil aBTOPOM CHCTEMBI 3BYKOOYKBEHHBIX COOTBETCTBUU. OCOOEHHOCTH MAHHOW TEXHUKH
B O0IIMX YepTax y»Ke OMHCaHbl, OJHAKO aHAJIU3 CBA3AHHBIX C HEH COYMHEHUN HE YTPauyuBaeT CBOEH
aKTyaJbHOCTH, TOCKOJIBbKY ITO3BOJISIET PACIIUPSATh NPEACTABIEHUE O KPUIITOPOHUH U €€ OTEHIHAIE.
OObexkToM u3yueHus B cTaThe CcTal LUKI Juist (oprenuaHo u tepmeHBokca «lllects mepeBonoB
u3 Bumin MenpHukoBa» (1996), onuH M3 mepBbIX KpUNTO(POHUYECKUX OIyCOB AJEKCaHApa
Paiixenpbcona. B crarbe OTMEUYEHBI OCOOEHHOCTH MO033UM MENbHUKOBA, MNpPOaHAIU3HPOBAHbI
MIPUHLIMIIBI pa0OTHI KOMIIO3UTOPA C HEHM U YCTAHOBJIEHO, UTO €TI0 IOAXOJ] OIIPEEISIETCS COleP)KaHUEM
u oobéMom ctuxoB. KpaTtkue TekcTol, ¢pukcupyroume onun odopas (Ne 1, 3, 4, 5), mpeBpaiieHbl
B MHCTPYMEHTaJbHbIE MUHUATIOPHI MPU MOMOIIK Oojiee mpoctoro mudpa (XpoMaTHueCcKOro Win
JMaTOHUYECKOTO 3BYKOPSAa, PACXOIAIIETOCS OT ONPEAEIEHHOTO TOHA), B HUX COOMIOEH CUHTAKCUC
TEKCTa, UCHob3yeTcs roMmopoHHas ¢akrypa. Homepa, mpou3BoaHble OT MPOTSHKEHHBIX CTHUXOB
(Ne 2 1 6), UMEIOT MOJUMENOAUYECKYIO (aKTypy, JUHUM KOTOPOIl MOPBIBAIOT CBSA3b CO CJIOBOM;
B HUX IPUMEHEHO 110 JIBa I (pa, UMEIOIUX UHIUBUYaJIbHOE YCTPOHUCTBO. B X01€ n3yuenus uukia
TaK)K€ BBISIBJICHBI 3JIEMEHTBl 3BYKOM300pa3UTENbHOCTH, BO3HMKawmue B «lllectu mepeBomax»
Ha pa3HbIX YPOBHSX — OT OCOOEHHOCTEN opraHuszanuu mudpa, GakTypHbIX 3aKOHOMEpPHOCTEN
710 TIepesiady rojioca noi3Ta cpeAacTBaMu TeMopa TepMeHBokca. [IpennpuHAThI aHaIu3 pacKphIBaeT
00rarcTBO BO3MOYKHOCTEH, 3aJ0KEHHBIX B TEXHHMKE KPUNTOMOHHM, M yOEXKIaeT, YTO JEHCTBUE
MIPUHIINIIA [TEPEKOAUPOBKH, JIEKAIIETO B €€ OCHOBE, HE OIPaHUYMBAETCS] HAXOXK/IEHUEM CHUCTEMbI
3BYKOOYKBEHHBIX COOTBETCTBHUI, a, OXBaTblBas pa3HblE CJIOM, YCTAHABIMBAET MHOTOYMCIICHHbBIE
CBSI3U MEX/1y MY3BIKOM U OPOJUBILINM €€ TEKCTOM.

© Komocosa 1. B., 2024
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Knroueswie cnosa: xpuntodoHsi, COBpEMEHHBIE TEXHUKH KOMITO3UIINHU, ATIeKcaHp Paiixenbcon,
Bunnn MenbHUKOB, TEPMEHBOKC

Jlna yumupoeanusn: Komocoa W. B. Bsmisang Ha kpuntodoHWio B HUKIE AJEKCaHapa
Paiixenscona «Illects mepeBomoB 3 Bwimm MensHUKOBa» sl TEpMEHBOKCA M (opTernuano //
[Tpo6nemsr My3bikanpHOU Hayku / Music Scholarship. 2024. Ne 1. C. 91-104.
https://doi.org/10.56620/2782-3598.2024.1.091-104

I B Theory of Music W

Original article

A Glance at Cryptophony in Alexander Raikhelson's
Six Translations from Willi Melnikov for Theremin and Piano

Irina V. Koposova

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russian Federation,
irina.koposova@glazunovcons.ru®=, https.//orcid.org/0000-0001-9436-5171

Abstract. The technique of cryptophony, which was developed in the 1990s, presents a rare
example of skill and knowledge formed in this country in the sphere of the newest methods
of composing music. Its essence is connected with a consistent recoding of a verbal text into
a musical text on the basis of correlations between letters and pitches chosen by the composer.
The peculiarities of this technique have already been described in their general features, however
analysis of the compositions connected with it has not lost its topicality, since it makes it possible
to expand our perception of cryptophony and its potential. The object of study in the article is
Alexander Raikhelson’s cycle Six Translations from Willi Melnikov for piano and theremin (1996),
one of the composer’s first cryptophonic works. The article highlights the peculiarities of Melnikov’s
poem, analyzes the principles of the composer’s work, and establishes that the latter’s approach
is determined by the content and the capacity of the poems. The short texts that fixate one image
each (Nos. 1, 3, 4, 5) are transformed into instrumental miniatures with the help of a simpler cipher
(a chromatic or diatonic pitch set stemming from one definite pitch), and in them the syntax
of the text is observed and a homophonic texture is used. The movements created from extended
poems (Nos. 2 and 6) possess a polymelodic texture the lines of which sever the connection
with the words; they make use of two ciphers each that possess individual structures. During the
course of study of the cycle, elements of sound-figurativeness have been revealed, which appear
in the Six Translations on various levels — from the peculiarities of the organization of the cipher
and the textural regularities to the transmission of the poet’s voice by means of the timbre
of the theremin. The undertaken analysis discloses the wealth of the possibilities present
in the technique of cryptophony and convinces us that the action of the principle of recoding lying
at its basis does not limit itself to the identification of the system of correlation between the letters
and the pitches, but, spanning various strata, establishes numerous connections between the music
and the text that generated it.

Keywords: cryptophony, contemporary composition techniques, Alexander Raikhelson, Willi
Melnikov, theremin
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eXHUKa KpUNTO(QOHWH, CYThIO KO- BaHH OT 3amaja B 001acTH HOBBIX CPEACTB

TOPOW CTall MOCJeNoBaTeNbHbI Me-  koMno3uuuu (06 stom numer M. CHUTKOBa

PEBOIl CIIOBECHOTO TEKCTa B My3bl- ¢ OMopoil Ha BeickasbiBanusi C. HeBpaesa?).
KaJIbHbIII Ha OCHOBE M30MpaeMoil aBTOPOM K HacTosmemy MoMeHTy KpuUnTo(oHUs
CHCTEMbI 3BYKOOYKBEHHBIX COOTBETCTBHiA!, yXe JOBOJBHO IIOJHO OXapaKTepU30BaHA:
3apoamiack B Hadase 1990-x cpenu oreue- e€ acreTmueckas maTgopma COOTHECEHa
CTBEHHBIX aBTOPOB Kpyra «AJbT€pHATUBBI»  C KOHIENTYaJIU3MOM U 0COOO0H pOJIbIO CIlO-
— Cepres HeBpaeBa (mpemnoxuBinero e€  Ba B My3bIKaJbHOM counmHeHuw [1]%, a ata-
Ha3Banue), Upaunsl FOcynosoii, IBana Co- bl KOMIIO3ULMOHHOIO MPOLECCA MOTYYUIH
kojoBa’>. OHa SIBJIIET PEIKHIA MPUMEP OTE-  OCMBICICHUE M onucanue’. [IepBoiii U3 HUX
YEeCTBCHHOTO HOY-Xay B 00JIACTH HOBEUIINX  CBSI3aH C 8b100pOM nepgoucmounuxa’; qamie
METOJIOB COYMHEHHS MY3bIKU. XOTS JJaHHAsl  BCErO 3TO JIUTEPATYpPHBIA TEKCT IOATUYECKO-
KOMITO3MIIMOHHASL CTPATErusl U yXOAUT KOp- TO WM IMPO3aHMuYECKOro CBOMCTBA, HEPENIKO
HSMH B M3BECTHBIE €BPOIEMCKOMY HCKYC-  OIpelelEHHOM KaHPOBON MPUPOIb! (ITUCH-
CTBY MJI€U (HAllpuMep, TEXHUKY MOHOTpaM-  Ma, CTaTbH, PEJIUTHO3HBIE TPOIIOBEH, IICaA-
MUPOBAHHUS), HO Pa3BUBACT MX a0CONIOTHO  MbI, anUrpadsl, mapajsl U 3arajkyd U T. 1.).
camoObITHO. [lokazaTenbHO B 3TOM CBA3M  BTOpBIM 3TamoM CTAHOBUTCS HAXOJCOEHUe
MOHUMaHUe KPpUNTOOHUHU KaK cneruduue-  wugpa (Knroya Wik Koaa), KOTOPbIi M03BO-
CKH PYCCKOTO OTBETA Ha BBI30BBI €BPOIEH-  JIET NEPEBECTH «YyPTEKCT» B MY3bIKAJIbHOE
CKOTO MY3BIKaJbHOTO CE€pHalu3Ma, JaBllie- 3BydaHue. B HcCIenoBaTelIbCKUX TEKCTax,
ro BO3MOXHOCTbH IPEOAOJICHUSI KOMIUIEKCAa Kak U B JaHHOM CTaTbe, TEPMUHBI «1IUDPY,
ACTETUYECKON HEIMOJHOLEHHOCTH M OTCTa-  «KJIIOY» U «KOA» HCIOJb3yIOTCA Kak

' Bce BApUAHTBI OIIPEACIICHUSA, AaBacMOI0 KpI/IHTO(I)OHI/II/I, AKICHTUPYIOT 3TOT A4CICKT, IOCKOJIbKY

OTTAJIKUBAIOTCSL OT MEPBOTO OMHCAHUSl TEXHUKH, BblONHEHHOro WM. CHutkoBod. Cm.: CHutkoBa U. U.
«Hemoe» coBo u «roBopsmIas» My3blka (04epK HAeH MOCKOBCKHX KpHITOGOHUCTOB) // My3bika XX Beka.
MockoBckuil hopyM: MaTepuanbl MexxayHap. Hayd. koHp. M.: MI'K um. I1. U. Yaiikockoro, 1999. C6. 25.
C. 98-109; CrutkoBa W. M. My3blka uiel U uien My3bIKH B PyCCKOM MY3BIKaJIbHOM KOHIENTyanu3Me //

My3biKOBeZIeHUE K Haualy Beka: npouuioe u Hactosmee. M.: PAM umenu ['necunbix, 2002. C. 158—168.

2 Taxxe K Helt oOpamanuch Buktop Exumorckuii, Imutpuii CmupHOB, Asekcanap PaiixenabcoH,

Maxcum babunres u mp.
3 CuutkoBa U. U. Mysbika upeii... C. 164-165.

4 Cpenu Gortee paHHMX ITyOJIMKAIHI [0 STOMY ITOBOY Hanbotee BaKHbI cTarhk 1. CHUTKOBOM, yITIOMHHAEMBIE

B CHOCKe 1.

5> Tlompobuee Bcero 3to caenano B crarbe P. [Morankuuoit. Cwm.: ITorankuua P. B. Kpunrodouwus:

uctopust U coBpeMeHHocTh // FHOxHO-Poccuiickuii My3bikanbHbIH anbMaHax. 2018. Ne 3. C. 96-103.
https://doi.org/10.24411/2076-4766-2018-13015

¢ P. [MorankuHa npeaiaraeT 0003HAYaTh JINTEPATYPHBIN TEPBOMCTOUHUK KaK yPImeKcin.
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CHHOHHUMBI, XOTSI €CTh IOIBITKA OTACIHTH
WX JpyT OT aApyra (cM.: [2]).

O0001IeHE aHATUTHYECKUX HaOJrOIe-
HUM, BBIMOJHEHHBIX Pa3HBIMH aBTOpPaMH,
MO3BOJISIET 3aKJIIOUaTh, YTO HA dTare KOIu-
POBKH CIIOXHJIOCH HECKOJIBKO CIIOCO00B
co3faHusi KpunrtooHUYeckoro psiaa. Yaiie
BCEr0 KOMIIO3UTOPHI Pa3BUBAIOT CYIIECTBY-
IONIYI0 CHCTEMY 3BYKOOYKBEHHBIX COOT-
BerctBuid’. [lpu mocienoBarenbHoOl anda-
BUTHOW MIM(POBKE MOTYT HCIIOJIH30BAThCS
CIIE/TYFOIIUE TPHHITUIIBL:

Xpomamuueckuii — €My CBOWCTBEH-
HO TIIOCJIEIOBATEIEHOE KOAMPOBAHHUE psaa
0 TIOJTyTOHAM OT UCXOJHOM TOYKH BBEPX M
BHU3 WJIU TOJBKO B OJTHOM HAaIlPaBJICHUM;
OouamoHuveckuti — TIOApa3yMeBaeT
AHAJIOTUYHBIN aJITOPUTM  TIOCIIEIOBATEIIb-
HOW KOJTUPOBKH TOJBKO MO JUATOHUYICCKUM
3ByKaMm;

UHMEPBATIbHOU KOOUPOBKU — TIPU
HEM an(aBUT IETUTCS IOIMOJIAM, TOIY-
YUBINWECS OyKBEHHBIC Mapbl COOTHOCSTCS
C onpeIeIEHHBIMU MHTEPBAJIAMH.

Hcmonb3yeMbie pu KOTUPOBKE alihaBu-
ThI MOTYT IIH(POBATHCS LETUKOM (B Cliydae
Pa3BEPHYTHIX TEKCTOB) WJIM YaCTUYHO (TIpU
oIope Ha OTJAeJbHEIC cioBa). [lpu Komupo-
BaHMM Bcero andaBuTa W3-3a HECOOTBET-
CTBHSI KOJIMYECTBA OYKB UHCITy XpOMaTHye-
CKUX WJIA JHATOHUYECKUX 3BYKOB JHANa30H
UCIIOJIb3yEMOTO 3BYKOPSI/Ia PACIIUPSICTCS Ha
HEOOXOIMMOE YHUCIIO OKTaB, OTYETO OJUH U
TOT K€ 3BYK IOJIy4aeT MHOTOKPaTHYIO OyK-
BEHHYIO HOMHHAIIHIO.

KoMmmo3utopamMu HaxokacHHe mUdpa
TPaKTyeTCsl HE TOJBKO KaK Cyrybo Jiorude-

7

ckuii stan. Hanpumep, Mpanna FOcynosa
roBoput: «lIpu Bcel Kaxkymencs npocrore
Y OYEBUIHOCTU HAYYUTh ITOMY METOIY He-
BO3MOKHO, MOMEHT KOMIIO3UTOPCKOW pa-
OOTHI 3aKIIOYAETCsl B HaXOXKJACHUU Mmudpa,
KJIFOYa U caMoi cucremsl 3HakoB. U panno-
HAJIBLHOMY aHaJIM3y 3TOT MOMEHT He MOj/a-
&rcst BooOme»®.

OuHATBHBIM 3TanoM paboThl  HaX
KpUNTO(QOHUYECKUM OIyCOM CTaHOBHT-
csl nepepabomka BHEMY3bIKAJIBHOIO IEp-
BOMCTOYHHKA B KOHKPETHYIO 3BYKOBYIO
dopmy’. HecMoTpsi Ha KaxyIIMHCS aBTO-
MaTu3M JAHHOTO Ipolecca — BeAb Kax-
JBIA 3ByK HOTHOTO TEKCTa OMNpEAeIseTcs
mm(poM — Ha MOBEPKY JAaHHBIN dTal OKa-
3bIBA€TCS TECHO CBSI3aH C JIEMCTBUEM TBOP-
YEeCKOM MHTYMLMU: TpeBpalleHue Hadopa,
POCCHIA OTIENBHBIX 3BYKOB, MONyYE€HHBIX
B IIpolecce 3BYKOOYKBEHHOIO I€peBOja,
B JKMBYIO MY3BIKaJbHYIO TKaHb BCErJa WH-
nuBuayansHo. Kpome Toro, nepepaborka He
OrpaHUYMBAETCA JIMIIL BOCIPOU3BEICHUEM
OyKBOCOCTaBa TEKCTa, B My3bIKE B TOW WU
WHOU CTETIEHU HAXOIAT OTPAKCHHUE U MHBIC
ero ciou. IloaToMy BHONHE 3aKOHOMEPHO,
YTO CYLIECTBYIOIUE aHAJIUTUYECKUE OIU-
CaHUSl KOHKPETHBIX KPUNTO(POHUYECKUX
OMBITOB JaJIEKO HE BCerna XapakTepusy-
IOT Bce 0003Hau€HHbIE 3TaIlbl U 0COOEHHO
TpeTtuid u3 Hux (cm., Hampumep: [3; 4; 5)),
YTO MOOY’KJ1a€T BHOBb U BHOBb 00paIlaThCcs
K U3yYEHUIO KPUNTOPOHUYECKUX OIYCOB U
3aneyaTaCHHON B HUX CaMOOBITHOM (opme
Jyanora TeKCTa U My3bIKU.

OOBEeKTOM U3yUYEeHHMsI B HACTOSIIEH CTaThe
CTaJI LMK Ui (popTenuaHo u TepMEHBOKCA

B KpI/IHTO(I)OHI/I‘IQCKI/IX COYMHCHHAX ITIABCHCTBYCT BBIBCACHHUC M3 CJIOBA 3BYKOBBICOTHOI'O IMapaMeTpa,

HWHOTa BCTPEUACTCA KOAUPOBAHUC T6M6pOB, puT™Ma, HpI/IéMOB 3BYKOU3BJICYHCHUS U JIP.

8

Ne 1. C. 16.

9

94
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P. [ToranmknHa Ha3BIBaET BEIBEIEHHYIO MTPH TIOMOIIN 3BYKOOYKBEHHOTO KO/Ia MY3BIKY UUPDPOMEKCNOM.
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«ectp mepeBonoB u3 Buimu MenbHUKO-
Ba» (1996), onuH M3 MEpBBIX KpUNTO()OHHU-
YeCcKHX oIycoB Asekcanpa Paiixenpcona'.
K texnuke kpuntopoHHH KOMIIO3UTOP 00-
pammascs ¢ cepenunnl 1990-x!': ero mepBbiM
COYMHEHHUEM, CBS3aHHBIM C Hel, ctam Ne 3
3 nukia «Tpu mbecwl st QIIEUTHI COJIO»
(1995), B uncne nmociaeaaux — «Tam Her
3eMJIU...» IS (pOpTEenHraHo U AMEKTPOHUKHU
(2021)". OcobOHsikOM cpeau KpunTo(OoHH-
YECKHUX OIBITOB aBTOpA CTOSAT IUKJIIBI Tie-
PEBOJIOB C yKa3aHUEM NEPBOMCTOYHUKA —
«ectp mepeBogoB 3 B. MenbHUKOBa» U
«Cempb mepeBozioB u3 B. XneOHukoBay. Mx
Ha3BaHUs TOBOPAT O TPAKTOBKE KpUNTO]O-
HUYECKOW UJIEH B TyX€ MEKCEMUOTHUECKOTO
nepeBojia, a oOpalieHue K [UKIy T03BOJISET
MperoiaraTh MHOT0OOpa3re MpeTBOPEHUS
KpUNTOPOHUYECKUX CPEICTB.

B xauecTBe nmepBOMCTOYHUKA B aHAIU3H-
pyeMoM 1ukiie PaifxenbCoH BBIOpasl CTUXO-

TBOPEHHUSI CBOETO APYra, MO3TA-3KCIEPUMEH-
tanucta Buinu MenbHuKOBa (HacTosIee
umMsi Butamuit PoGeproBuu MenbHUKOB,
1962—-2016), nartucanusie B 1990-¢ roaml.
JluteparypHsblii cTiiae MenpHUKOBA BECh-
Ma OpUTMHAJeH U ompexaensieTcss deHome-
HaJIbHBIM TTOJIMSI3BIYMEM: TIOAT YTBEPIKIAJL,
YTO IHCAJI CTUXU Ha 93 s3BIKax, cBOOOIHO
roBopui Ha 153 Hapeuusx u yutan Ha 250
s3pikax'®.  JKaHpoM, KOHIIEHTPHUPOBAHHO
BBIPA3HBIIKUM CHEIU(PHUKY €ro TBOPUYECTBA,
CTaJIM TaK HAa3bIBAEMBIE IUH2B0200€/1eHbl —
CTUXOTBOPEHUS, COCTABIICHHBIE U3 (hparMeH-
TOB, MIPUHAAJICKAITUX PA3HBIM, IPEUMYLIE-
CTBEHHO PEIKUM WJIM UCUE3AIOIINM, S3bIKAM.
Jlexnamupyemble aBTOPOM, JHMHIBOroOesne-
HBI NIPEBPALLIATHNCH B CBOEOOpa3HbIe BOKAJb-
HbIE KOMIIO3ULIMH, COCIUHSIOIINE TEKCTYPhI
C Pa3IMYHBIMU COHOPHBIMH XapaKTEPHUCTH-
kamu'?, Boree mpuBbIYHAsS 1O cBoei (op-
M€ M033usl, NMpUHaJyIekaias MelbHUKOBY,

10" Anexcannp Biagumuposud Paiixenscon (poa. 1969) — BeIyCKHUK MOCKOBCKOWM KOHCEPBAaTOPHH

o knaccam oprenuano (1993) u kommozunmm (1999). B 2002-2003 rogax craxkuposaics B [lapuxckoit
KOHCepBaToOpuu, Tie o0ydalcss KOMIbIOTepHOU My3bike. B mepuon ¢ 1995 mo 2009 rox OblI HayYHBIM
corpynHukoM lleHTpa snexTpoakyctuueckoir My3bikn («TepMmeH-1ieHTpa») U B 3TO Ke Bpems pabortal
Ha Kadenpe counHeHus: MOCKOBCKOH rocyaapcTBeHHON koHcepBaropun umenu 1. . YaiikoBckoro. Cerogas
A. PaiixenbCoH KpoMe KOMITO3UITUH MTPETIONAET My3bIKAIbHY IO HH()OPMATHKY B AKaIEMUYECKOM MY3bIKaTbHOM
KoJUTe/Ke TP MOCKOBCKOH KOHCEPBaTOPHH, a TAKXKE SBIAETCS KOHIEPTHPYIOIUM COJIEHBIM U KaMEPHBIM
ncnonauteneM. Cm.: URL: https://www.mosconsv.ru/ru/person.aspx?id=8964 (nara oopamenus: 01.02.2024).

' BbIxom K KpUNTOPOHHH OKA3aJICs JIJIsi KOMIIO3UTOpPa 3aKOHOMEPHBIM HTOTOM TBOPYECKHX HMCKaHHUM.
B mawane 1990-x um Oburl co3maH psin coumHeHHd («Dmmmricucy, «Bapuamum» u «MHTEepMenoy),
3a(pIKCHPOBAaHHBIX MTPH TIOMOIITH CJIOB, HO SIBIISFOIIMXCS 1O CBOCH CYTH MY3BIKaJIbHBIMU: UX XYIOKECTBEHHAS
BBIPA3UTEIHHOCTh U CMBICT PACKPHIBAIMCH MMEHHO MPH YTEHUH BCITYX, IEKJIAaMHPOBAHHUU. 3aTeM BO3HUKIIA
Yyepena KaMepHO-BOKAIBHBIX MPOM3BEICHNH Ha BBIPA3UTENbHBIC IMPHUECKNAE TEKCTHI: KT ITbeC Ha CTUXH
K. baxsmonTa u I'. Tpakms st [ByX compaHo U 6GapuToHa (6aca); «JIyHHOe» ISl BRICOKOTO TOJI0Ca HA CTUXH
H. Tadhdu; BokanbHBI OWKT A7 6aca HAa CTUXHM HEMEIKUX ITO3TOB; BOKAIHEHO-(DOPTEHAHHOE COUNHEHHE
«11» Ha cmoBa borndanus 11 ABYX conpaHo, 6apuToHA U IBYX (hOPTEHMaHO; BOKAIBHBIN UK TSt OapUTOHA
«IIcanmer JlaBuga uist IICHUS.

12 Cpenn mpyrux counHeHmi: «Bo3Bpaiienue» IS ABYX CKPHUIIOK K 37eKTpoHHKH (1999), dyra
n3 nukia «lllects mpexmoutenuit» s oprana coio (2001), cromra «Mope» mist GielTs, T000s
u anektporukn (2011). Yacts U3 HUX ommpaeTcs Ha COOCTBEHHBIE TEKCTHI aBTOPA.

13 ®enun C. JIerko au BEIyYHUTH COTHIO A36IK0B // Hayka u xku3Hb. 1999. Ne 4. C. 58-60.

4 B cern VHTepHET e€CTh HECKOJIBKO BHEO, MO3BOJSIONIMX YCIBIIIATH aBTOPCKYIO HHTEPIPETAIUIO
JTIUHTBOTOOEIIEHOB.
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TAKKE HMEET CBOE <JIMIO»: €€ OTIWYaeT M MEPEKPECTHOW; KPOME TOrO, 3TO CTHUXO-
TATOTEHHE K a(OPUCTUYHOCTH, EMKOCTH TBOPEHHE EIMHCTBEHHOE HMEET 3arjiaBue
BBICKA3bIBAaHUSI W WCIIOJIB30BaHUE «CJIOB-  (cM. Tabnuiy 1).

KEHTaBPOB», HEOJOTU3MOB, TIOIy4YeH-

HBIX IyTEM CIIMSHHS KOPHeil Heckonh- — 100nMua 1. Tekcrosas ocHosa Lukna

KHX, 3a9acTylo JaIékux mo sHauemmo  <LI€CTbnepesopos» A. Paiixenbcoa™

ciioB, obnanarommx Beienctue sroro  lable 1. The Textual Basis

LIMPOKOT ceMAHTUKON. OHM KOHLIEHTPH- of Alexander Raikhelson's Cycle Six Translations
pOBaHO MPEACTABIEHbl B CIEIYIOLIEH
aBTOXapaKTEPUCTHUKE: «S] — cioBoOOOpa-
30BapBap, HEUCIPABUKUHI, HEIMpeCcKa-

Ne 1 | MeXOKOHHBII MPOCTEHOK — 3aMKHYTOCTb,
POXAEHHAS IEPEMHOKEHUEM JIBYX
OecrpeeTbHOCTEH.

3yOp, HEYKPOTHUTP, B UEM-TO — H3sIIIe-
puna. CouumanbHOE MPOUCXOXKIEHUE
— TBOPSIHMH M3 pa3HOYTHHIEB. Pon
3aHATHH — Be3aenbHUK. CKirag yma —
MYJITUMEHTAIUCT.  HalmoHAIBHOCTH
— upeei. [Ipodeccust — Goserom» .

Ne 2 | B kpolIeuHOM CTEKIISTHHOM OCKOJIKE
OTtpaxkaercs nenoe Hebo.

A BUJEN JH KTO-HUOY/b,

YroOb1 HEOO

OTtpaxano 0CKOJIOK?..

Tak 3aueM ke CUMTaTh

Berpeuatoress momoOHBIE HEOJIOTU3MBI MaJoe — HUYTOKHBIM,

U B CTUXOTBOPEHUSX, HW30OpaHHBIX A BeIMYeCTBEHHOE —

A. PaiixenbCOHOM: 9de60pOHOK (N9 4), HereMeHHO BeIIUKUM?

U3BHeHacmbve, Memaiiomeieem, CuHe- Ne 3 |IlycToe MHOXECTBO — 3TO HYJIb,

cepv (Ne 6). Bce mepeunciieHHbIE 0CO- MOKOHYMBIINHN CaMOyOHICTBOM.
6CHHOCTI/I JEJIa0T ITOA3HIO MepHUKO- Ne 4 |U3 6omora JOHECJIOCH IICHUC )Ka60pOHI<a.
Ba, B KOTOPOil coBo mpeogoneno cou | Ne 56| JI0O0BB eCTh BHI3IOpOBIICHHE
TpaHUIIbl, HACATbHBIM OOBEKTOM JIJIst OT HEHACTOALICTO CeOs.

>>> JI3BHEHACThE <<<

CkonbkeHbe. Briepeckonb3b — BIPOCKOIIB3b
HeBHATHBIX CJIOB CAMOCOXOKEHBE.

HesiBu HEmooTpakeHbe

BrioinyoOHMMKY — BITOJTYBpO3b.
[Iponmy>xuH MaToBasi CMajbTa

Pactépra o Haxxak acdanbra.

W, 3aTBOpHB 3aKara IBEpb,
MeTamioMrieeT CHHECEPb.

MHOTO0s35I1YbE THSI — COJIHCT,

KpUNTO()OHUYECKOTO MepeBoa.
Kommosuropom oToOpaHO IIECTh
CTUXOTBOPEHUN MeNbHUKOBA, OTINYa-
FOIIMXCS IO IPOTSHKEHHOCTH U CKIady.
[Ipenmy1iecTBEHHO 3TO BEPIHOPHI: Ol
HocTpounblie (Ne 3—-5) m mMHOrOCTpOU-
Hble: kpatkuii (Ne 1, U3 Tpé€x CTPOK)
u naauHHBIA (Ne 2, W3 JIeBSITH CTPOK).
JIumb mocnegHee CTUXOTBOPEHUE MPE/T-

CTaBJIsIeT CO0OM YETHIPEXCTOIHBIN MO JIMEHHDI KpyXeBHOTO GaHTa
U3 TPEX YETBEPOCTUIINIM, KaXKJIO€ CO [Ipennousem. U ucnucan mucT
CBOCH PU(PMOBKOM: KOJIBIICBOM, TAPHOU Ha 11yHHO-3BE3JHOM DCIIEPAHTO.

15 Bun MenbaukoB. Omnpezene3Bus u onryiienku / YeTeIpéxmucTHUK. EsXece30HHBIN TUTepaTypHO-
XyAokecTBeHHBIH sxypHaIL. 2023. 15 nosiopsi. URL: https://cloveromsk.blogspot.com/2023/11/blog-post 26.html
(mara obpamenws: 01.02.2024).

16 CTUXOTBOpEHHUsT OPUBOIATCA 1O u3ganuio nukiaa. Cwm.: Paiixenscon A. Illects mnepeBomoB
n3 Bummm MenbHuKOBa: sl TepMeHBOkca W ¢oprenuano // Theremin: KOMITO3WIIMYU JJIsl TEPMEHBOKCA
Y COTIPOBOXKIAIONTUX HHCTPYMEHTOB. MockBa: Kommosurtop, 2009. C. 46-52.
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N3 mectu ctuxoB 00pa3oBaHO 5 MheC:
(dbuHaT MKJIa TPOU3BOIECH OT JIByX TEKCTOB,
0 4YEM rOBOPUT €r0 CJIBOCHHBIN HOMED (5—6).
Pacnipenenenue cTMXOB B COYMHEHUHU 3ajia-
€T ero KOHTypsl — Kparkue Homepa (Ne 1,
3 u 4) B HEM YepeayroTcs C MPOTAKEHHBIMU
(Ne 2 u 5-6). KoMmo3utopoMm HE OCTaBJICHO
HUKAaKUX yKa3aHUW 1O MOBOAY MPUHIIUIIOB
MEPEKOJINPOBKU TEKCTA B MY3bIKY, XOTS UJIEsI
UX B3aMMOOOPaTUMOCTH yKa3aHa UM OYEHb
scHO. Bo-nepBbIX, 00 3TOM CBUACTENLCTBY-
€T Ha3BaHME COUYMHEHMS, BO-BTOPHIX, B CY-
LIECTBYIOILEM BapHaHTE MyOIMKALMK UK
CJIEIOM 32 HOTHBIM TE€KCTOM PAaCIIOJIOKEHBI
MO3THYECKHUE TEKCTHI.

B HOMepax, umerolux pa3Hblii MacTao,
KOMITO3UTOPOM HCIIOJIb30BaHbl OTJIMYAIO-
uyecs Ipyr OT Apyra MPUHLMIBL «IIEPEBO-
Ja» TeKcTa B 3BYKOBYIO (opmy. Kparkue
o pasmepy ctuxu (Ne 1, 3, 4), 3anevarse-
BaloIlle OJMH 00pa3-COCTOSHHE, MpeBpa-
IIEHbl B HMHCTPYMEHTAJIbHbIE MHHHUATIOPHI
C MOMOLIBI0 0O0Jiee MPOCTOro ajaropuTMma.
B kauectBe «kioua» winu «mudpa» 37ech
BBICTYIIUJI XPOMAaTUYECKHUI 3BYKOPSA, BbI-
CTPOEHHBII BBEPX U BHU3 OT LIEHTPAJIBLHOTO
ToHa: B Ne 1 m 3 — 910 3BYK ¢/, B Ne 4 —

3BYK fis'. LIeHTpabHBII TOH COOTBETCTBYET
nepBoit OykBe andaBuTa («a»), OT KOTOPOM
OH TOCIENIOBaTENIbHO KOIUPOBAH BBEPX
Y BHU3, 00pa3ys psij u3 65 3ByKOB B 1Marazo-
He mecTH okTaB. Kaxknas OykBa B mpezenax
TaKOTO 3BYKOpsJa MOTY4YWJIa COOTHECEHHUE
C IByMs 3ByKaMHU (OTHUM U3 BEPXHEH, yCIIOB-
HO «00EpPTOHOBOI, BTOPHIM — U3 HUYKHEH,
YCJIOBHO «YHTEPTOHOBOI», yacTH). ckito-
YEHUE COCTABWIA YETHIPE OYKBBI — «ay,
«&», «C» U «3» — 3BYKH, COOTBETCTBYIOIIHE
UM B «OOEPTOHOBOM» U «YHTEPTOHOBOM)
psaax, COBMAMAIOT (3TO IICHTP pslia U 3BYK,
OTCTOSIIIUNA OT HETO Ha TPUTOH, SBJISIOLIUMI-
csl OOIIMUM TPU COOTHECEHUH TPSIMOM U WH-
BEPCHUOHHON ()OPM XPOMATHUECKON TaMMBI,
cM. Tabmuiy 2). B nienom mmudpsel, ucmnonb-
30BaHHBIC TPU TMEPEBOJIE KPATKUX CTUXOB,
MOKHO CUHTATh POACTBEHHBIMH, ITOCKOJIBKY
UX «Kapkac» 00pa3yroT OJHHU U TE )K€ 3BYKH
—cufisBNeluNe3wufisucsNe4.
[Ipeobmanatomas 1BOMHAS HOMHHAIIHS
Ta€T KOMIIO3UTOPY BO3MOXHOCTH BBIOOpA
KOHKPETHOTO 3BYKOOYKBEHHOTO COOTBET-
CTBUS, YTO OTPAXKAETCsl HAa OOJUKE Kaxk-
JIOTO CJIOBa B «MY3BIKAJIBHOM H3Mepe-
Hum» [1]"7. OTMEeTHM, YTO, OTIpeesis TOH,

Taénuua 2. Wndp, ncnonssyemeii B N2 11 N2 3 uukna «LLects nepesopoe» A. PaixenbcoHa
Table 2. The Cipher Used in the 1st and 3rd Movements of Alexander Raikhelson's Cycle Six Translations

c' Jcis!| d\dis'| e | 1| fis'| g |gis' a' | b | k' |c’...| «0bepTOHOBasS» YaCTh psaa
h | b a |gis| g |fis| f | e |dis| d|cis|c.. |«yHTepTOHOBas» 4acTb psjia

a| 0 B T bi e ¢ |k | 3 | W | ¥ | K | 1 |mepsas OKTaBa/.manias okmasa
M| H|o | non|p | ¢ | T|Yy |d| x| | u Bropas/oboruwasoxmasa
m | ol | b | Bl | b | 3 | PO | A TPEThsl / KOHMPOKMABA

7 B WcCieoBaTebCKOM JINTEpaType yTBEPAWIOCh MHEHHE, YTO B KPHINTOPOHMYECKHX OIMycax
«pa3BEPTHIBAHUE MY3BIKaJIbHOW (OPMBI JTHUKTyeTCs (POHETHUECKOW NpHPOAOil BepOAILHOTO TEKCTa, €ro
OYKBEHHO-9aCTOTHBIM cocTaBom» [1, ¢. 31]. Ilpu oOrmie cripaBeaTMBOCTH STOTO MOJIOKEHUS €T0 ACHCTBUE
YCIIOBHO, IOCKOJIBKY B OOJIBIIIMHCTBE CBOEM HCTIONB3YyEMbIE KOIBI MPEAIOIAraloT COOTHECEHNE KaXK 10 OyKBBI
C HECKOJIBKMMH MY3bIKaIbHBIMY 3ByKaMH (B kofax «lllectu mepeBomgoB» 3T0 COOTHOMIEHHE KosteOmeTcsi oT 1:2
1o 1:4). CnenoBarenbHO, y KOMIIO3UTOpA BCETAA €CTh BEIOOP, KAKOMY M3 COOTBETCTBUH OTAATH MPEAIOYTECHHE.
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COOTBETCTBYIOIINHN Kax0H OyKBE, KOMIIO-
3UTOP BOCHPOU3BOJIUT €ro aOCOIIOTHYIO
BBICOTY, BKJIOUasi peructp («oOepToHO-
Basi» 4acTh Psi/la OXBATHIBAET AMAINA30H OT
MepBOM 10 TPEThEUW OKTaBbI, KYyHTEPTOHO-
Bas» 4acThb pacrnojaraeTcs B JIHana3oHe
OT MajoW 10 CyOKOHTPOKTaBbl, MOITOMY
B JIaHHBIX HOMEPAX BBIBOAUMBIE TOHBI pac-
MOJIArar0TCs B JUANA30HE IECTH OKTAaB).

Bo Bcex Homepax, BHIBEJICHHBIX U3 KpaT-
KHX TEKCTOB, TPaHUIIbI CJIOB BIIOJIHE OCs3ae-
MBI, IOCKOJIBKY Ka)X/10€ U3 HUX PABHO TaKTYy.
OTO MpaBUJIO HE COOJIIONCHO JIHIND EIH-
HOX/Ibl, B OTHOILIEHUH CJIOBa «Oecmpeelb-
HOCTe», mocieaHero B Ne 1: cJi0BHO IMOI-
TBEPKJ1asi CBOM CMBICII, OHO HE «BIUCATIOCH
B 0003HAYEHHBIE PAMKH U «PacCTEKJIOCh» Ha
JIBa 3aKJIIOYUTEIBHBIX TaKTa bechbl. Criocod
KE «IPOUZHECEHHS CJIOB» 31E€Ch BapbHUpY-
erca. Ecnmu ux rpaHUIbl COXpaHSIOTCS, TO
o0pa3yroTcsi MOTHBBI PaBHbIC TakTy (MpH-
Mep Ne 1); mpu pa3OuveHnr Ha CHHTarMbl
WU CIIOTHU CJIOBAa TpeBpallaroTcs B Oosee
Kpatkue MoTuBhbl (mpumep Ne 2). B cnyuae
MOOYKBEHHOTO Pa3eICHHsI OHU TPEICTAIOT
KaK MyaHTUJIMCTUYECKAsl pPOCCHITb JTINOO Kak
VMHTEPBAJIbHBIN UM AKKOPJOBBII KOMILIEKC.
B ornnume ot Gonee IENOCTHOTO MOAXO-
Jla, OPUEHTUPOBAHHOTO Ha CJIOBO WJIU CJIOT,
«OyKBEHHBII» TOJXOJ MPUBOAUT K TOMY,
9TO OYKBBI-3BYKH TOSIBIISIIOTCS B TaKTE HE
B CBOCH MCXOJHOHN IIOCJIEI0BATEIHLHOCTH,
a B IIPOM3BOJIBHOM MOPSJKE, BCIEICTBHE
Yero npeaonpeacaéHHOCTh 3Byvallei Mare-
puu Byanupyetcs (nmpumep Ne 3).

BaxHplM MOMEHTOM B MpOIECCE «IIepe-
BOJIa» TEKCTa B MY3BIKY CTAaHOBHUTCS BBIOOD
(dakTypHoro oonuka nsec. Ero nouck Bo MHO-
TOM OIpPEAENSIETCS COAECPKAHUEM TEKCTa.
Nnes npoTMBONOCTABIEHUS 3aMKHYTOCTH
u OecrpenenbHOCTH, 0003HaYEeHHAsI B TIEp-
BOM CTHXOTBOPEHHH, HAXOIWUT BBIPAKECHHE
B TPEXTONOCHON (pakType, B KOTOpPOU map-
TUSI TEPMEHBOKCA, HOTHPOBAHHASI B Malloi

1 OONBIIION OKTaBaX, OKPYKCHA 3By4aHUEM
doprenmano. PaspexxeHHas, cxomHas ¢ Imy-
AHTUJIUCTUYECKON (PaKTypa, MCTIOIb3yeMast
B Ne 3 (mpumep Ne 2), koppenupyet ¢ (e-
HOMEHOM ITYCTOTO MHOXKECTBA, OTIMCAHHBIM
B CTUXOTBOpPEHUU-TIEpBOMCTOUHUKE. CBsi3a-
HBbI C HIM €TO PETHCTPOBKA W arorMYeCcKue
0COOCHHOCTH: 3By4aHUE TEPMEHBOKCA 3/1€Ch
BIIEPBbIC TIOJJHUMAETCSI B BEPXHUUN PETUCTD,
a B €ro MapTHUU UCTOJBL3YIOTCS aTaka 3ByKa
C TIUCCAaHIWPOBAaHUEM M CTAKKaTo, MpHUE-
MBI UTPBI, YCUJIHBAIOIINE TPOH3UTEIHLHOCTh
3By4aHHUs TeMOpa B 9TOM JIMAIra30He M CTa-
HOBSIIIIUECS HEKUM DSKBHBAJICHTOM <«3BECHS-
e MyCTOTBhI». XapaKTEepHbl H3MEHEHUS,
MIPOUCXOMIAIINE B JIByX IMOCIEIHUX TaKTax

Mpumep N2 1 A. Parxensco. «LLects nepesogos.
N3, 7.1-2
Example No. 1 Alexander Raikhelson.

Six Translations. No. 3, mm. 1-2

)
(]%).. ——
; P n c o| eree o N b!)?(
(B2 S =t e —
%zb T 3 e
Moumep N2 2 «lllects nepesopos». N° 1, 7. 1-2
Example No. 2 Six Translations. No. 1, mm. 1-2
=70 K O H[H] —---> npo c-----
FEr— T e e |
A M e )KI o' pp /";;oco crese. R ,H‘O K
ﬁg}f — D- % —r—r—7 T ;'I.,
PP
(5 .
ggbl ’--"*---------*----"“"ﬁ(blﬁ ----- Te
Monmep N2 3 «lectb nepesopos». N° 4
Example No. 3 Six Translations. No. &
Lento misterioso :
a y rit. /"
Jemas e teenes Ee s
o ARY \Y \VARY ©
r e~ _
K] bel Ho &b A.T X _joop H ~
- J'Ig o ,ﬂg."'.' fc nuﬂ"’e'w iﬁ ﬁ ‘r- ﬂtgkggz
E=S LS = = st ===
|88 AT T y f’,pﬁ a
PE===" % 12

B3
Ped. Rod. attacca
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MbEChl, — pa3pacTaHue (PakTypbl, IPHUBO-
Js11ee K OKCIIPECCUBHBIM aKKOPJIOBBIM yz1a-
pam, B KOTOPBIX MOYXHO BHJIETh PEAKLIMIO Ha
(uHaJIbHBIE CJIOBA CTHXA: «IOKOHYUBLIUI
caMoyOHuIICTBOMY.

N300peTarenbHO M C IOMOPOM pEHIEH
Ne 4. B HéM napTus TEpMEHBOKCA ONIUPAET-
csl Ha Tpa(yMueCcKyro HOTALMIO U U300paXkaeT
JoHOCsIIeecs U3 00I0Ta «IeHuey MupHye-
CKOTO Ka0OpOHKa, KOTOPOE B KOMIIO3UTOP-
CKOM MHTepHpeTanuu OOJIbIIe IMOXO0XKE Ha
3aBbIBaHHE. EMy aKKOMIIAHUPYIOT KOJIKHE
aKkopabl (oprenmano, coOpaHHBIE U3 3BY-
koB ctuxa (mpumep Ne 3). [lepeuncneHusie
3NIEMEHTHI 3BYKOM300pa3UTENbHOCTH JIMII-
HU pa3 yOeKIal0T B TOM, YTO KPUNITO(POHH-
YeCKHE COYMHEHMS] MOKHO TPAaKTOBATh Kak
0COOBII POJT BOKAJIBHON MY3bIKH, B KOTOPOI
CJIOBO, TIEpECTaB OBITh CIBIIINMBIM, HE3PH-
MO MPUCYTCTBYET B HOTHOM TEKCTE HE TOJIb-
KO CTPYKTYPHO, HO ¥ CEMaHTUYECKH.

OnHMM W3 MOMEHTOB, IMOBIJIMSABIIUX Ha
3By4aHHE IUKJIA U ero (aKkTypHBIH OOJHK,
I10-BUJIUMOMY, TAKXK€E CTaJIO IOIpakaHue ro-
nocy noara. «lllects nepeBo0B» yIUBIAIOT
HEOOBIYHOM TPAKTOBKOM MapTUU TEPMEHBOK-
ca. /lnanas3oH 3TOro MHCTPYMEHTA LIMPOK U
MOJKET OXBAThIBATh JO BOCBMHU OKTaB, MpHU
9TOM HauOOJBIIYI0 XapaKTEpHOCTh TEMOp
WHCTPYMEHTA UMEET B CPEIHEM M BBICOKOM
peructpax. B 1aHHOM ke LIMKIIE MapTHs TEp-
MEHBOKCa B TpEX HOMepax (IIepBOM, BTOPOM

U 4eTBEPTOM) HOTHPOBAHA B 0ACOBOM KJTIO-
4e' 1 cBsi3aHa ¢ OOJIBIION OKTABOM, /I WH-
CTPYMEHT 3BYUHUT MNPUIITYIIEHHO U BIIOJIHE
CpPaBHUM IO TEMOPY C MY>KCKHM TOJIOCOM.

CrpoeHrne HOMEpPOB, MPOU3BOAHBIX OT
npoTsHKEHHBIX cTUXOB (Ne 2 u 5-6), Gonee
CJI0XKHO. B HUX KOMMO3UTOp BBHIOMpAET MO-
JUMENOANYECKYIO0 (PaKTypy, TMHUHA KOTOPOU
CaMOCTOSITEJIbHBI B METPOPUTMHUYECKOM,
3BYKOBBICOTHOM M PETUCTPOBOM IIJIaHaX.
[IpyurHa »TOrO KpoeTrcss B OOpalleHUuU
K CpEICTBaM JBYX pa3HbIX KoJ0B. B Ne 2
OHU MPUMEHEHBI K OJHOMY U TOMY K€ TEK-
CTy (YTO MO3BOJIAET, KAK Mbl YBUAHM BIIO-
CJIEJICTBUHU, PACKPBITh OOpa3HyIO OIIMO3H-
[UI0, 3aJ0)KEHHYIO B CTUXE), B (uHale
— K JIByM pa3HbIM, JIOMOJIHSIOUIUM APYT
JIpyra 1o CMBICITy CTUXaM.

[IpuHIUIIBI TOCTPOCHUSI ITUX KOIOB BbI-
ISAAT U3OLIPEHHEE, YeM B HOMEpPAX, «BbI-
BEJICHHBIX» MX KpaTKUX CTUXOB. Bo BTOpOI
beCce MapThsi TEPMEHBOKCA, KaK Yyxke ObLIO
CKa3aHoO, 3ByYUT MPEUMYIIECTBEHHO B HUX-
HEM PErucTpe M INOJy4yeHa IPU TOMOIIH
mrdpa, OXBATUBIIETO MOYTH MOJTHYIO BOCXO-
JSIIYIO XpOMAaTUYECKyt0 rammy u3 11 ToHOB
oT ¢ 110 b. Uncmo 3ByKOB B HEll OOBSICHSET-
Csl KPaTHOCTBIO KOJIMYECTBY OYKB PYCCKOTO
andasuta. OH pa3OUT Ha 3 CErMEHTa, COOT-
BETCTBYIOIIMX OOJBIIONW, Majgod W TEePBOM
OKTaBaM, — B UTOTE Ka)/bli 3ByK B JAHHOM
CJIy4ae CBsI3aH C TpeMsi OykBamu (Tabnuua 3).

Taénuua 3. LWndp, ucnonb3yemslit B naptum TepMereokea B N2 2 uukna «Lectb nepesogos» A. PaixenbcoHa
Table 3. The Cipher Used in the Theremin Part in the 2nd Movement of Alexander Raikhelson's Cycle Six Translations

cis d es e f fis g gis a b...

a 0 B r hi§ e é xK 3 u i | OombIast OKTaBa
b M H 0 i} p c T y ¢ | manas okTaBa

X 11 q I I b BI b 3 10 s | mepBasi OKTaBa

B OCJIOM K€ B COUMHCHU U BaﬂeﬁCTBOBaH JAHaIiasoH B 5 OKTaB: CaMbIM HU3KUM 3BYKOM, NTOABJIAIOIUMCA
B MIapTHUU TCPMCHBOKCA, OKA3bIBACTCA C, a CaMbIM BbBICOKHM —ﬁSj.

99



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

doprenuaHHas TapTUS 31ECh TOTyYe-
Ha TMOCPEJICTBOM CHMMETPUYHO OPraHu30-
BaHHOTO IK(pa: B HEM pyCcCKHil andaBuT
«CTIOKEH TIOMoJIaM» BOKPYT OYKBBI «ID»,
ABIISIOIIENCA LEHTPAJIbHON B andaBute U3
33 Oyks. [lomyuuBimiicst OyKBEHHBIH psif
COOTHECEH ¢ 17 3ByKamMu HUCXOASIIEN XPO-
MaTHYECKOM raMMbl B Juamna3zoHe ACIHMbI
— ot as’ 10 ¢’. B utore uerkipe 3ByKa (as,
g, fis, f) cBA3aHbI C YETBIPbMs, OIUH (€) —
C TpeMsi, OCTaBIIUECS CEMb— C ABYMsI OyKBa-
Mmu (Tabmuna 4). CAMMETPUYHOCTD MTOCTPO-
eHHsI BTOpOro mudpa, Kak ¥ COOTHOIIICHHUE
MeX1y co00i ABYX MIU(POB, NEHCTBYIOIMINUX
B nbece (OAMH M3 HUX OCHOBAaH Ha BOCXO-
JAIIEH, a BTOPOM — HA HHUCXOISIIE-BOC-
XONAIEH XpOMaTuyecKoil ramme), MOXKHO
CBSI3aTh C MOTHBOM OTPa)KEHHs, KOTOPBIii
M0-pa3HOMY OOBITPAaH B TEKCTE BTOPOTO CTHU-
XOTBOPEHUS (OCKOJIOK, OTPaKArOIIUN HEOO /
He0O0, OTpaxaroiee OCKOJIOK).

@akTypa BTOPOM NBECHI MOCTPOEHA IO
3aKOHAM KOHTPACTHOW MOJIU(POHHUH, TAPTUU
KOTOPOW BCTYNAaIOT pa3HOBPEMEHHO U Peru-
CTPOBO TPOTHUBOIIOCTABICHBI JIPYT IPYTY.
Wx mmpsl KOHTPACTHBI TIO TUATIA30HY, T0-
TOMY mnaptusi (GOpTENnHaHo 37eCh CBs3aHa
C XpPYCTaJIbHBIM 3BYKOM BTOPOM W TPEThEU
OKTaB, a TEPMEHBOKCAa — C TYCKJIbIM HH3-
kuM peructpom. Kpome toro, ¢ Takra 8 3By-
YaHWe HWHCTPYMEHTOB aBTOHOMHU3HPYETCS
(commacHO aBTOPCKOM peMapke, OTCIONa map-
THA MOXKHO HCHOJHATh HE3aBHUCHUMO ApPYT
ot npyra). [IpuunHa Takoro >kecta Kpoercs

Taénuua 4.

B U3MCHEHUM TEKCTOBOW OCHOBBI NapTHH
TEPMEHBOKCA: €€ 3BYKOCOCTaB C TOr0 MO-
MEHTa «CBOPAYMBAETCS» 10 OJHOIO CJIOBA
«OCKOJIOK», OHO BHSITHO M YJIEHOPA3IEIbHO
«JIeKJIaMHpYEeTCs» B IEPBOM OKTaBe ff.
MeTpopuUTMHUYECKOE CTPOCHUE aHCaM-
OJeBbIX HapTUi B 3TOM Mbece MOHAYaly
OTIMYAETCAd OT OKPYXalUUMX HOMEPOB.
B HEl KOMIIO3UTOP NPAKTUYECKH OTKA3all-
Cid OT CHHTAaKCHCa ITOITUYECKOIO TEKCTA.
[InacTuka TuHUM 34€Ch TAKOBA, YTO, HECMO-
Tps Ha clenoBaHHe OyKBOCOCTaBYy CTHXa,
COOTBETCTBHE CJIOBO=TAaKT HE BBIICPKHU-
BAETCs, MY3BIKAJIBHBIE LE3ypbl JIOBOJBHO
IIPOU3BOJIBHO «PACCEKAT» TEKCT, II0ITOMY
KOHTYpBI CJIOBA KAK KOMIIO3ULIMOHHOMN €/11-
HULBI OKa3bIBAIOTCS TMONIOUIEHBI Pa3BEp-
TBIBAHUEM MY3BIKAJIBHON MBbICIN (LIpUMEp
No 4). Cutyanust MeHsieTCsi HaUYMHasi C Tak-
Ta 8, B KOTOPOM TEKCTOBasi OCHOBA MapTHUU
pasnensiercs: (opTenHaHHas MPOAOIIKAET
OpPHMEHTUPOBATHCS HA 3aJaHHBIM C Hadaja
IIPUHLUIT «3BYKOBOIO IOTOKa», @ B MapTHH

Mpumep N2 4 «lLlecTb nepesoposy. N2 4, 7. 1-4
Example No. 4 Six Translations. No. &4, mm. 1-4
staccato Pilt mosso = 69 cT ek nsa H
”!f;w"“‘ e T e S

B K po I,LLI e4 HO M b b b b3

gﬁ >y fh>‘0‘l.¢£ fr— Py Et Eﬁ
§ 5 ] = =
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LLinp, ucnonszyemsinn B naptum poptenuaHo B N2 2 uukna «LLlects nepeeopos» A. PaitxenbcoHa

Table 4.

The Cipher Used in the Piano Part in the 2nd Movement of Alexander Raikhelson's Cycle Six Translations

b | & | as’ g fisT f €

as’ | & | fiss| £ | € |es’ | & | cis’
6 | & "

._1
X
o
o
™

" u K I M H

o

I X b y T c

100



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1

TEPMEHBOKCA BHOBb BBISBIISIOTCS TPAHUIIBI
CJIOBa KaK IMHMIIBI TEKCTa. Bee onncannble
OCOOCHHOCTH MAaTepHAIN3YIOT, OOJEeKaroT
B 3BYKOBYIO ()OpMY IO-pa3HOMY OOBbITpaH-
HbIIl B MO3THUYECKOM TEKCTE€ MOTHB COIIO-
CTaBJIEHUS HPOTHUBOIOJIOKHOCTEN: Kpo-
IIEYHBIA OCKOJIOK / 1iejoe Hebo; Majoe /
BEJINYECTBEHHOE; HUUYTOKHOE / BEJIUKOE.
@®uHanbHas nbeca «lllectu nepesonos»
M0 CTpOoeHUI0 opuruHaibHa. OHa HMeeT
CIBOCHHBI HOMEp, YTO TOBOPUT O IPOU3-
BOJHOCTH €€ 3BYKOBBICOTHOW CTPYKTYpPBI
OT AByX ctuxorBopeHuit'’. TIoCcKOIbKY HX
npupoja OTINYHA (IATOE CTUXOTBOPEHHE
— OJIHOCTPOYHBIA BepnuOp, mecroe —
12-cTpouHBbIi YETBIPEXCTONMHBIA XOpei),
K KOZIUPOBKE KOMIIO3UTOP MOJOIIEN [T0-pa3-
HOMY, Y4Tsl 3aKOHOMEPHOCTH, CJIOKHUBILIU-
ecda B counHeHuu. [Ipu mepeBonme msATOro
CTUXOTBOPEHUS, KAK M UHBIX KPATKUX BEp-
TuOpoOB, OH COCTaBWJI IH(P HA OCHOBE
3BYKOpPSiZa, PacXOAsIIerocs OT LEHTpalb-
Horo ToHa (Tabnuma 5). Ho B oTiauuue ot
IPYrUX HOMEPOB JaHHBIM 3BYKOpsA HE
XpPOMAaTU4ECKUM, a TuaTtoHndeckui. Konu-
YeCTBO 3BYKOB B HEM (MX ILIECTh: fis, gis, a,
h, cis, e) 3a7JaHO YUCIIOM OYKB B CJIOBE «JIIO-
00Bb», TIABHOM i (UHATHHOW THECHI.
B oTHOmeHuun BTOpPOro TeKcTa, pa3BEpHY-
TOTO 1O MaciTaly, IPUMEHEH CUMMETPHY-
HBI 17-3By4HBIA XpOMaTW4YeCKuil mudp,

KOTOPBIA OBLT HAWJAEH MPU BBIBEIACHUU
dboprenraHHON MapTUU BO BTOpPOHM mbece
(Tabnuma 4). B o6oux mmdpax meHTpaIb-
HBIM SBJISIFOTCS DHTAPMOHUYECKH DPaBHBIE
3BYKH — gis/as.

Homep opranuzoBaH Tak, 4TO KOHTpa-
MYHKT CTHXOB M BBIBEJICHHBIX W3 HHUX WH-
CTPYMEHTAJIBHBIX TAPTUHA BO3HUKAET HE
cpa3y. YacTb OTKpBIBa€T BbIpa3uTeIbHAs
MEJOAMs, TTOCTPOSHHAsI Ha «JIeKJIaMaIlum
naroro cruxorBopenus (T. 1-6). Hempe-
PBIBHO TOBTOPSISICH™ HAa NPOTSHKCHUHM BCEH
KOMITO3HIINH, OHA CTAHOBHTCS B HEH CBOETO
pona cantus firmus. C Takta 7 €ro cornpoBo-
XKIAeT rooc, 00pa30BaHHBIN U3 TEX KE 3BY-
KOB, a ¢ pyOexa TakToB 15—16 — 3ByKOB,
NPOAYLHUPYEMBIX HOBBIM CTUXOTBOPEHHUEM.
Orcrofa mapTUM MHTOHAITMOHHO 000C00Is-
IOTCSI M UCTIOJTHAIOTCSL HE3aBUCUMO JIPYT OT
npyra (aHaJOTUYHO TOMY, KaK 3TO MPOUCXO-
uio B Ne 2).

Menoaust cantus — MHCTpyMEHTAJIbHAS,
OMHPAETCS HA pa3MEPEHHOE JBUKEHHE (YeT-
BEPTHBIE, MMOJIOBUHHBIE), YEPEayeT X0l Ha
IIUPOKHE MHTEPBAJIBI C TIOCTYIICHHBIM J[BU-
xeHueM (mpumep Ne 5, BEpXHHU TOJ0C).
MHuorokparHas HOMUHAIUST KaK0M OyKBbI
B 3BYKOBOM psi1y oOecIieunsia BO3MOKHOCTh
BbIOOpa COOTBETCTBYIOLLETO €if ToHa. [lenas
€ro, KOMIIO3UTOP OCTAHOBHUJICS HAa BHICOTAX,
COOOIIAIOIIMX MEJIOAUM KPacKy Harypasb-

Taénuua 5. LLnp, ncnonb3yeMsiin B NSTOM CTUXOTBOPEHUM Lmukna «LLlects nepesopos» A. PaixenbcoHa
Table 5. The Cipher Used in the Fifth Poem in Alexander Raikhelson's Cycle Six Translations

.. IS cis fis

gis

cis fis | gis...

.6 0

a

€

19 SIBnssce JIMPUYICCKHUMU T10 cBOEH CyTH, CTUXOTBOPCHHA AOMOJIHAKOT APYT Apyra U O6’B€):[I/IH$I}0TC$I

TEMOM JI00BH.

20 KonnuecTBo IMOBTOPOB TEMbI — IIATHh — COBIIAJACT C HOMCPOM CTHXAa U HOMCPOM IbCChI.
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Mpumep N2 5 «lects nepesogos», N° 5-6, 7. 19-22
Example No. 5 Six Transfations. No. 5-6, mm. 19-22
g Juvh : — : .,
vk ' g
PPn v 6 o B b e 11:g"r/b
B i e P — P S oy .
e =
) n Ed Ul T I
X ¢ o e € a M O CO X €e Hb e H e a6 U

HOTO MMHODA: B CTPYKTYpE JIMHUU TTpeoldiia-
naet Tpe3Byuue fis—a—cis (13 37 3ByKOB Me-
J0UH 23 MPUXOAATCS Ha 3TOT aKKOPH).

B npoTuBOMONOKHOCTD cantus IJWHUA,
IIPOU3BOJHAS OT BTOPOTO CTUXA, UMEET XPO-
MaTHYECKYI0 IPUPOLY U OpraHru30BaHa Mpu
MOMOIIM MEJKUX [UIMTENbHOCTEH (BOCH-
MBIX, IICCTHAAIAThIX, CHAO)XKEHA OOJIBIIHM
konuyecTBoM (opinaros). Ilockonbky eé
mudp CBA3aH C BBICOKUM PETUCTPOM, 3BY-
yaHue oOpeTaeT XapaKTepHBIN KOIOPUT —
OHO ONMM3KO MTHYbEMYy TMeHHI0. B 1emom
Omarogapsi CBOMM OCOOCHHOCTSIM HOBBIU
KOHTPAIyHKT OTTEHSET, HO HE 3aTMEBAET
cantus, TMaTOHUYECKOE 3By4YaHUE KOTOPOTO
ABIIIETCS JOMUHHUPYIOIIMM B puHane. [laxe
B TOCJIEIHUX YEThIPEX TaKTax MbECHI, INE
cantus OTKIIIOYAETCsl, €r0 IPUCYTCTBUE MPO-
J0JDKAeT olIylarbes. Tak MPOUCXOIUT He
TOJILKO M3-3a CIIyXOBOM HHEpLUH, BO3HUK-
1€l BCJIEJCTBUE MHOTOKPATHOIO MOBTOPA,
HO M BBUJY COXpaHEHHUs 0 KoHIa (uHaja
MEPEMEHHOM METPUYECKON OCHOBBI NIEPBOM
TeMmsl: 8/4, 6/4, 14/14, 4/4, 13/4. C no3uiuii
3BYKOM300pa3UTENbHOCTH Takas OCOOEH-
HOCTh CTPYKTYpPbl — BBIKJIIOUEHUE YTPSIMO
BO3BpaLIalOUIEIiCs TEMBI — PE3OHUPYET CO
CJIOBaMHU CTHXa «OCBOOOXJEHHME OT HEHa-
CTOSIIIETO ce0s» U BHIPAXKAET UX CMBICI.

Takum oOpa3om, cpeau Ipyrux mbec
nuKiIa (UHAT BBIACISIETCS W 1O CBOEH

CTPYKTYpE, U 110 3BYKOBOMY KOJIOpUTY. Bme-
CTE C TeM MOCJIEIHUI HOMEP COUMHEHUS BbI-
CTyIaeT Kak 0000IIaonii OCHOBHBIE TeX-
HOJIOTMYECKHe ujaen counHeHud. [Ipuunna
ATOTO KPOETCS B OOpAIlleHUH K CTUXaM pas3-
HOU MPOTSHKEHHOCTH, 4TO B paMKax «lllectn
MEPEBO/IOB» O3HAYAET JBa OTIWYHBIX MOJA-
X0a K TIEPBOMCTOYHUKY U OTpa)kaeTcsl Ha
BbIOOpe TuMa Immdpa, OOMMX MPUHIIUIIOB
opranu3anuu (paxTypsl, a TJIAaBHOE — OCO-
O0eHHocTel cuHTakcuca. Kak MoxHO ObLIO
YBUJETh, MPU NEPEBOAEC KPATKUX CTUXOB
(Ne 1, 3, 4) KOMIIO3UTOpP COXpaHUI B My-
3bIKAJIbHOM BBICKA3bIBAHUU IIACTUKY TEK-
CTa, a npu paboTe ¢ pa3BEPHYTHIM CTUXOM
(Ne 2) nmpeononen CTpyKTypPUPYIOLIYIO CUILY
CJI0Ba. DTH NPUHIIMIIBI COOTIONEHEI U B u-
HaJje, I7Ie MOTHUBBI JUATOHUYECKOU MEJIOIUN
cantus OPUEHTUPOBAHBI HAa KOHTYPHI CJIOB
M 3a4acTylO0 BBINOJIHEHBI TaK, YTO COOIIO-
JAIOT CBOWCTBEHHOE BOKAJbHOM MY3bI-
K€ TMPaBWIO YIJIMHEHUS YIAPHBIX CIIOTOB.
CrpykTypa e XpOMaTH4eCKOM TEMBI JOCTa-
TOYHO aBTOHOMHA OT MTOPOJUBIIETO €€ CTUXa
(emeHrMe HAa MOTHBBI BBIMOJIHEHO IMPOU3-
BOJIbHO, CJIOBO B HEM HE PaBHO TaKTy).
Heranu ckpymnyn€3Hoit paboOThl CO CTH-
XOM, KOTOpbIE MbI TOCTApaJIMCh OXBATUTh
npu ananuse «lllectn mepeBonoBy, yoexa-
10T, YTO JICXKAIIUl B OCHOBE KPUNTOPOHUU
NPUHLIMI 3BYKOOYKBEHHOTO TMEpeBOja, He-
CMOTpsI Ha €r0 BHEIIHIOK MPOCTOTY, BECbMa
BapuabesieH U MOXET MPUBOJUTH K HECXO-
’KMM 3BYKOBBIM pesyabraraM. OHHU 3aBUCAT
OT pa3iNuHbIX (HAaKTOPOB: CBOICTB Tepe-
BOJAUMBIX TEKCTOB (MX OOBEMOB, JIEKCHKH
U CEMaHTHKH); OCOOCHHOCTEH MOCTPOCHUS
mudpa, ero perucTpoBOi 3aKperuIEHHOCTH
U 1eHTpa (B JAHHOM CIIy4ae HCIOJIb30BaHBI
MO-pa3HOMY OpPTraHU30BaHHBIC JUATOHUYE-
CKMM M XpPOMaTHYE€CKUE PSAAbl Pa3HOTO AU-
ama3oHa); W30MPAaeMOro THIA CHUHTAKCHCA
(cIIOBECHOTO, KOTJ]a TPaHUIIBl CJIOBA YUUTHI-
BAIOTCSl B MOTUBHUKE, pa3Mepax TaKToOB; JHO0
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MY3bIKQJIbHOTO, B CIy4ae €CJIM CJIOBO pac-
TBOPSIETCSI B MHCTPYMEHTAJIbHOM 3ByUaHHH).
A maBHOE — OT CITIOCOOHOCTH KOMITO3UTOpA
TBOPYECKH HHTEPHPETUPOBATh WHTEHIIMH,
M3IIy4aeMble CIOBECHBIM TEKCTOM, IIOCKOJIb-
Ky €ro IepeKoIMpOBKa OKa3bIBAETCSA ropas-
710 LIMPE HAXOKIECHHSI COOTBETCTBUIA MEXAY
OyKBaMH U My3bIKaJIbHBIMHU 3BYKaMHU.

[uxn «Illects nepeBOOB), ABISICH OJI-
HUM M3 NEPBbIX KPUINTO(POHUYECKUX OILy-
coB A. PaiixenbcoHa, yIuBIIET MaCTEPCKUM
BJIaJICHUEM BO3MOKHOCTSIMU KPUNTO(POHUU
Y [TyOMHOUM IPOHUKHOBEHHS B OCOOEHHOCTH
no33un Bumu MenbaukoBa®!. OtobpaB cTu-
XM C pa3HbIM COZIEP>KAHUEM — JIMPUYECKUE,
¢unocodckue, (¢daHTacmMaropuyeckue, —
KOMIIO3UTOP PAaCKpbLI UX 00pa3bl 4epes3 Hio-
aHchl (DaKTYpHOH OpraHM3alluy, >KaHPOBBIN
OOJIUK Mbec, a TaKKe uYepe3 OCOOCHHOCTH
3BYKOBOW CTPYKTYpPBI: MEHSS IUU(PBI, UX UC-
XOJIHBIM TOH, JMAaNa3oH, OH CyMell JOCTUYb
B Ka)XJIOM CJIy4yae MHAMBHUIYaJIbHOTO 3Byda-
HUS, 10-Pa3HOMY CBA3aHHOI'O CO CTHXOM.

OTnenpHO OTMETHM aBTOPCKOE IoNaja-
HUE B TEMOp: Ha HaIll B3IV, NIPUYYAIIMBOE
3By4aHHE TEPMEHBOKCA KaK HENb3s TOYHO
COOTBETCTBYET AYXy MEJIBHHKOBCKOM I103-
3MM, a caM MHCTPYMEHT Oyiarofaps €ro uc-
MOJIb30BAaHUIO B TIEPBOM MOJIOBUHE IUKJIA
B HE CIIMIIKOM XapakKTEPHOM JUIsl HETO HU3-

KOM PETUCTPE JIa’ke OKa3ajcsi CIIOCOOEH J0-
HECTH 10 ciymiarens ronoc nosta. [Ipogoi-
JKas aHAJIOTHI0, MOXKHO yrnoaoouts «Illecth
IIEPEBOJIOB», HOMEPA KOTOPBIX KOHTPACTHBI
MEXIy cOOOW M TepeTeKaroT APYr B JApyra
attacca, 3By9aHUIO OJHOTO M3 JIMHTBOTOOE-
JIeHoB Buiimm MenpHUKOBA.

DCTETUYECKUM CMBICT KpUTITOGOHUU pa-
OoTarorye B HEM aBTOPBI U MCCEAOBaTEIN
noHuMarT cxoxe. M. KOcymoBa cuutaer:
«MpICb, BBIpaXEHHAsT B OJHOM CHUCTEME
3HAKOB, OyaydM TEpeBeAEHHOW B JIPYTyIO
3HAKOBYIO CHUCTEMY, 0OpeTaeT 00bEM U BO3-
JIeWCTBHE, KOTOPBIX HE OBLIO, KOTJIa OHA CY-
[[ECTBOBAJIA TOJILKO B OJHOM CHUCTEME. .. »*.
[To maenuto U. CHUTKOBOH, «...KpUNTOdO-
HUS OJIMIICTBOPSIET OCOOYI0 WIS MY3bI-
KH: OHa MOHUMaeTcs Kak MHoObITHE CioBa
— HOCHTENSA BBICIIETO CMBICIA M BBICHICH
HEHHOCTU» . PaiixeIbCOH e B CBOEM IIPO-
W3BEJICHUM IIPUJAJl STUM BBICKa3bIBaHU-
M JIOBOJIbHO KOHKpETHBIM cMbIci. Ha3Bas
CBOM TIBECHI «IEPEBOAAMHU», OH YyKazaj
UX TNEPBOMCTOYHUKU M HACBITHII MY3BIKY
CBSI3SIMH C HUMH. DTO 3aCTaBJISICT UCIIOIHH-
TeJIs, CIyIIATelIsl, UCCIe0BaTeNs UCKATh U
HAXOJAUTh MHOTOYHCJICHHBIC COOTBETCTBHS
ME¥Kly TEKCTOM U MY3bIKOW, BHOBb U BHOBb
BOCXUIIASICh UX CITOCOOHOCTHIO MTO-Pa3HOMY
TOBOPHUTH 00 OTHOM U TOM IKe.
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MHoroMepHoCTb raApMOHUMU
B Npou3BeaeHusax KpynHon ¢opmel C. B. PaxmaHuHoBa:
onbIT aHanusa Tpetbero ¢opTenUAaHHOro KoHuepta**

Buraanii Bragumuposu4 AJjieeB

Poccuiickaa akademus my3viku umenu I necunulx,
2. Mockea, Poccutickas @edepayus,
v.aleyev(@gnesin-academy.ru®, https://orcid.org/0000-0002-9104-9437

Annomayua. OIHUM U3 )KaHPOB, AKKYMYJIUPYIOLIUX BaXKHbIE CTUJIEBBIE IIPUMETHI TBOPUECTBA
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elatively little has been
written about the harmony of
Sergei Rachmaninoff’s music,
notwithstanding the significant amount of
research made of his life, his music, and

the performance aspects of his works. [1]
When discussing the harmony in the great
Russian composer’s style, musicologists
most frequently touch upon the questions
connected with the modal organization of

**  (Crarbg MOATOTOBIIEHA HAa PYCCKOM SI3BIKE IS )KypHaja «Y4éHble 3amucku Poccuiickolt akameMuu

My3bIKH UMeHU ['HecuHbIx», 2019, Ne 4, c. 3944,
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his music, the application of his “signature”
chord — Rachmaninoff’s subdominant, the
complexification of the chords as a result
of the characteristic particular features of
voice-leading transformed in the poly-
melodic texture. [2]

Undoubtedly, these integral attributes
of the harmonic style are present in the
composer’s works throughout his entire
musical legacy. [3] At the same time, it must
be mentioned: their individualizing role
pertains to Rachmaninoff’s chamber works
— his instrumental and vocal miniatures.
[4] The compositions written in large-scale
forms, in our view, reveal, along with the
aforementioned traits, significantly more
substantial “indicators” of the composer’s
harmonic thinking. Such categories as
tonality and tonal plans, melodic modulations
and linear-chromatic voice-leading, which
in Rachmaninoft’s large-scale forms have
a special individual-authorial meaning, have
almost never been elaborated on in scholarly
literature.

One of the genres that accumulated the
composer’s important stylistic traits turned
out to be the piano concerto. [5] The significant
compositional scale, the breadth and the
multidimensionality of the musical content
make it possible to include within its limits
a significant amount of various harmonic
“phenomena” and “facts.” Towards the
moment of the creation of the Second Piano
Concerto (1901) and especially the Third
Piano Concerto (1909), we may pronounce
the final confirmation of Rachmaninoff’s
harmonic style, which remained unchanged
during the subsequent years, as well.
It reveals itself with a profound reliance
on the traditions of late romantic harmony
(following both the Russian tradition
and those from other countries) in the use
of a number of innovations characteristic
of the music of 20th century tonal composers,

as well as in the broad incorporation of
Rachmaninoff’s own original harmonic
techniques and means.

Let us examine certain harmonic
peculiarities intrinsic to Rachmaninoff, by
the example of the Concerto for Piano and
Orchestra No. 3.

The tonal plans of the different movements
of the concerto vividly manifest the features
intrinsic to the extended tonality of composers
of the Romanticist era. This is discovered on
the macro- and the microstructural levels.
Thus, the correlation of the chief tonalities
between the movements of the cycle
isrealized according to the scheme of D minor
(first movement) — D minor — D-flat major
— F-sharp minor (second movement) —
D minor (third movement), which confirms
the obvious interaction of the major-minor
systems. Within the first movement we
observe “free” mediant harmony connections
between the primary and the subsidiary
theme groups in the exposition (D minor —
B-flat major); in the recapitulation there are
connections of the minor second between
these two sections: the subsidiary theme
group sounds in the relation of the tonality

of the “Neapolitan” degree to that
of the primary theme group (D minor —
E-flat major).

The second movement — the Intermezzo
— brings in numerous tonal-harmonic
innovations and intrigues. Thus, its
beginning, in which the theme of the
subsequent  variations is  expounded,
is marked by three sharps in the key
signature. At the same time, we observe
the real exposition of the thematic material
in the key of D minor.

In light of this, the beginning statement
of the theme in the key of the first movement,
on the one hand, must be perceived as
a conscientious device on the part
of the composer. Apparently, the tonal
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unity of both of the movements on the level
of the ending of the previous movement
and the beginning of the subsequent
movement emphasizes to the greatest degree
their undoubted artistic-figurative and
dramaturgical integrity. Simultaneously
with this, let us note that the prolongation
of the D minor key on the level of the
beginning of the second movement is very
brief; its purposes is seen in the transition to
the new tonal content. The central continuous
section of the movement, presenting an
active variational development of the theme,
ismarked by five flats in the key signature with
the predominance of the key of D-flat major
(a similar method of interaction between
two remote tonalities can also be marked
in the Second Piano Concerto between the
first and the second movements.)

On the other hand, the presence
of the three sharps in the beginning
of the Intermezzo receives a definite
explanation closer to the end of the second
movement. What is meant here is the

transition of the variations sounding
in the flat tonalities to those

. Example No. 1
endowed with sharps. (In
this music this transition

is confirmed by the change
of the key signature: the five flats

regards to the beginning of the movement
(two thematic foundations are obvious here).
In this light, the initial exposition in D minor
is perceived on the level of the tonality
of the VI minor (“Schubertian”) degree,
so frequently encountered in Rachmaninoff’s
compositions.

Other tonal interactions of this kind also
testify in favor of this kind of interpretation.
This can be seen, for example, in the
culminating fragment from the first movement
based on the sequencing of the enharmonic
links. The augmented triad lying at the basis
of the complex enharmonic connections
makes it possible to input tonalities
contained in such a correlation in each link
of the sequence. These are E-flat minor and
B minor; F-sharp minor and D minor
(Example No. 1 shows the interaction between
the keys of F-sharp minor and D minor
in the relationship of the VI “Schubertian”
step). Thereby, the correlation of the minor
tonalities in the relationship of the VI
“Schubertian” step must rather be perceived
as a tendency.

Sergei Rachmaninoff
Third Piano Concerto.
First movement, development section

are replaced by three sharps.)
The previously sounding D-flat

major (which is enharmonically

the same as C-sharp major) takes
upon itself the function of the
dominant of the subsequent key

of F-sharp minor. Moreover,

the variations, most perceptible

1s the return of the initial theme

after the further brief sound of g e

in the harmonically changed and

of F-sharp minor. Its sound

diminished version in the tonality g

creates a thematic stability in
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The third movement, similar
to the first, demonstrates a free correlation
of the tonalities between the primary
and the subsidiary theme groups. Both
in the exposition and in the recapitulation,
their interaction is built according to the plagal
principle (D minor — G major; C minor —
F major). Such is the strategy in lining
up the tonal plan between the movements
of the cycle and inside each one of them.

As for the tonal development within
the limits of the specific, local fragments
of the concerto, we must note its definitive
abundance, diversity, and, what is quite
characteristic, frequent unpredictability,
stipulated by a number of factors. Among
them, of paramount importance are the
numerous enharmonic  deviations and
modulations, the entire set of major-minor
systems, the broad modal changeability, as
well as the linear-chromatic voice-leading,
influencing the peculiarities of the tonal
plan. Each of the factors enumerated earlier
receives an individual authorial application
in the Third Concerto, as well as in all of
Rachmaninoff’s music, in general. Together
they confirm in all of their apparentness the
meaning of the concept of extended tonality,
formulated by Arnold Schoenberg in
a scholarly fashion and expounded by Ernst
Kurth in a literary, figurative way. As the latter
noted “...for Romanticism (even with the
preservation of the tonal completeness), the
main element lies in the fluctuating, mobile
forces, in the endless possibilities of the
deviations. Its luxuriating fantasy abounds
in the riches of tonal development. For this
reason, even in the completed forms, leading

to the return to the main tonality, the latter
presents merely the background removed to
the very depth, concealed by the impetuously
proliferating with the offshoots of numerous
deviations [the author’s italics. — V 4.].”!

Along with this, it is important to
note that, just like in most musical
compositions of the turn of the 19th and 20th
centuries, as well as those created during
the subsequent decades of the 20th century,
the peculiarities of tonality in the Third
Piano Concerto are not exhausted by merely
by a generalized stable word combination
— extended tonality. The actualization
of the “Rachmaninoff tonality,” in our
opinion, takes place not in a straightforward
manner and, in a number of cases, hardly
in a definitive manner. The explanation of
the process of tonal development cannot be
presented solely according to the principle
of “here one chord passes onto another,
and here a certain deviation takes place.”
We presume that without the consideration of
specific characterizations reflecting the local,
concrete displays of the tonal manifestations,
any analysis of Rachmaninoff’s many-
sided and ambiguous tonal system turns out
to be absolutely ineffective. Particularly
the minor effects, specific features and
details, each time forming new formulas
of tonal expressions, allow in many ways
to reveal and establish those “current, mobile
forces creating extremely saturating effects”
about which Kurth wrote.

In connection with this, let us turn to Yuri
Kholopov’s teaching about harmony,” which
expounds the criteria of special tonal states,
broadly applied by 20th century composers.

I Kurth E. Romanticheskaya garmoniya i ee krizis v “Tristane” Vagnera [Romantic Harmony and its
Crisis in Wagner's “Tristan’’]. Moscow: Muzyka, 1975, pp. 307-308.

2 Kholopov Yu. N. Garmoniya. Teoreticheskii kurs [Harmony. Theoretical Course]. St. Petersburg: Lan,

2003. 544 p.
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The list of the states suggested by the scholar
includes, in addition to the traditional type,
associated with functional tonality (in our
case, the extended functional tonality of the
major-minor mode), nine various types, in
a number of cases containing associative-
metaphorical names. The latter include loose
tonality, dissonant tonality, floating tonality,
inversional tonality, variable tonality,
swaying tonality, multivalent tonality,
withdrawn tonality, and polytonality. All
these enumerated types reflect the various
interactions of the stable criteria — the four
tonal indices—the Center, the Tonic,
Sonata features, and Functions.
A number of tonal states can be
found by us in the music of the Third
Piano Concerto. Thus, the application
of functional tonality is characteristic for all
the movements of the cycle; especially
apparent is its presence in the ‘“stable”
sections of the outer movements —
the primary and the secondary theme groups.
Quite frequent are the cases of applying
multivalent tonality. (In such examples we
interpret harmony in two keys at once.)
As a rule, this 1s connected with
the phenomenon of polymodality,
in the condition of which the major and
minor modes sound simultaneously
in different strata of the texture. A typical
expression of the present phenomenon turns
out to be the so-called modal mixtures, which
in Rachmaninoff’s case unify the closely
related tonality with the indispensable
combination in the vertical dimension of two
harmonic “tiers” — the major and the minor.
Moreover, a multivalent type of tonality
evidently manifests itself in the situation

of the variability of functions. During
the process of harmonic development,
the previous tonic begins to accept on itself
a different function of a new tonality, for
example, the dominant. As a result of this, the
subsequent motion of the harmony is carried
out insufficiently precisely from the tonal
point of view: the multivalence is stipulated
by its simultaneous interpretation — both
as the tonic and the dominant. The most
brilliant example of this is the significant
fragment of the second movement in its
length — the variation in F' minor, within
which the keys of its parallel major tonic and
its subdominant (¥ major and B-flat minor).
Similar manifestations of multivalent
tonality are a characteristic sign not only of
the Third Concerto, but also of a number of
other works by Rachmaninoff.

A broad application in the music
of the Third Concerto may be found
in the swaying tonality, presenting for
Rachmaninoff its typical means of artistic-
figurative thinking, a sort of visiting card
of modal-tonal expression. In many ways,
it is connected with the phenomenon
of modal wvariability,’ inherited by
the composer from his predecessors,
the representatives of the “Mighty
Handful.” Each new statement of the theme
(motive) is frequently accompanied by a
modal-harmonic renewal. In such cases,
it is possible to observe the obvious swaying
state of changing tonics (Example No. 2
demonstrates a swaying tonality in the states
of modal variability).

A manifestation of swaying could also be
seen in the numerous cases of the D harmony
resolving into tonalities that “substitute”

> This is also stated by Liudmila Dyachkova. See: Dyachkova L. S. Garmoniya v muzyke XX veka:
uchebnoe posobie [Harmony in 20th Century Music: Tutorial Manual]. Moscow: Gnesin Russian Academy

of Music, 2003. P. 62.
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Example No. 2

Tempo precedente, ma un poco piu mosso

Sergei Rachmaninoff. 7hird Piano Concerto.
First movement, conclusive theme

the feeling of tonal unpredictability,
a constant tonal renewal, and
sometimes — the effect of a deceived
expectation. Frequently, the resolution

of the D, in a minor tonality into a T°,

| L

of the relative major is presented in

et~

-1,

I

the conditions of lengthy sequencing,

which strengthens the character

of the tonal swaying.

The described cases of the

special states of tonality are the
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the tonic possessing local characters.
These are predominantly represented by
the harmonies of the II, III, and IV degrees
in major. The meaning of the application
of such innovations is in the directedness
towards the veiling of the sound of the tonic,
in the extension of the developing character
of the action.

By analogy with this, we must also note
the heightened role of the tonal-harmonic
connections formed due to the interaction
of the tonalities in the states of a relative
major—minor. Such interactions are marked
by the usage of specific harmonies, among
which there is the major III°, in major (similar
to the D°, of the relative minor), the D,
of the minor tonality, resolving into the T,
of the relative major, and especially
the VII*, with the interval of a fourth
(the “Rachmaninoft subdominant”), endowed
with three variants of solution, in addition to
the main version. Through frequent usage
of the indicated harmonies, there appears

m

most demonstrative for the Third
Concerto. Our attention is drawn to
the repeated cases of their recurrence.
Moreover, the various types of tonal
states change frequently, as if passing
(flowing) into each other. Such
successive combinations constantly
renew the tonal image, making it
multifaceted, colorful, and ornate.
The most complex cases of the
specialstatesareconnectedinRachmaninoft’s
music with their simultaneous “vertical”
application. In other words, not four,
but eight combinations of tonal indices
mentioned earlier work simultaneously.
Their frequent non-concurrence stipulates
the augmentation of chromatization and
even the elements of disharmony, which
in their turn provide for the enhancement
of emotional tension.

The indicated case of the simultaneous
presence of multivalent and dismounted
tonality 1s the “chromatic” transition in the
second movement between the initial section
in D minor and the subsequent D-flat major.
The short passage (piu mosso), consisting
of six measures, distinct for its instability
and uncertainty of sound, accumulates a set
of interesting tonal-harmonic peculiarities.

First of all, its application is stipulated
of a bright ellipse formed wupon the
combination ofthe D, ofthe previous D minor
section (which in the states of the multivalent
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tonality are interpreted, rather, in the vein
of A major* as D, — S) with the subsequent
half-diminished VII®,. It is noteworthy that
it would be logical to perceive the function
of two harmonies in the state of the ellipse,
particularly stemming from the key of
A major. (The half-diminished VII®, has no
direct connection to the preceding D minor
and may be interpreted only by analogy with
the subsidiary D; in the states of 4 major,
it is an elliptically taken half-diminished
DD VII®,.) Its stable prolongation in the low
registers of the orchestra and the soloist’s
part naturally leads to the key of D-flat major,
in which it becomes considered equivalent
to a II°; with a diminished fifth.

Second, the stable consistency of
the half-diminished VII°, in the low
registers of the orchestra is considerably
enriched by the superstructure in the high
registers of the piano. It is particularly this
chromatic stratification, saturated by the
supplementary counterpoint of the middle
voices sounding in the conditions of
polyrhythmic relations is what creates the
features of dismounted tonality. Its essence
is in the functional decoupling of each of
the chords (sonorities), defined merely in
the various tonalities, but not subservient
to any of them. In this regard, Kholopov
uses a very forceful comparison: “Tonal
darkness as a special means.”’

The diversity of the tonal “images” has
also significantly influenced the particular
features of the functional relations between
the chords. The overwhelming majority of
the specific manifestations of functionality
intrinsic to the tonality of the late 19th and
early 20th century, found a brilliant reflection

in the music of the Third Piano Concerto.
We have in mind such manifestations
as the enhancement of the plagal and
the mediant functional groups, the violation
and the variability of the functions, the broad
bifunctionality, the elliptic correlations
between the dominant chords of tonalities
of remote steps of relationship, and,
finally, the use of melodic deviations and
modulations localizing and even canceling
the customary functional connections.

Thereby, the harmony in the Third
Concerto reflects the features of tradition
and innovation characteristic to the music of
many composers of the first half of the 20th
century. The traditional aspects are expressed
in the reliance on extended functional
tonality of the major-minor mode broadly
applied by the Romanticist composers. The
given type of pitch organization determines
in many ways the specificity of the tonal
plan of the composition, the peculiarities of
the functionality of the chordal structure.

Along with this, a significant place is also
taken by those new traits that came to music
at the turn of the 19th and the 20th centuries.
It is tied to the processes of apparent
differentiation within a large-scale pitch
model: extended tonality appears through a
multitude of its local manifestations (states)
making it possible to determine its inner
dynamics in a more precise manner.

These most important tendencies
emerging by means of numerous interactions
of the elements comprising them make it
possible to look at the phenomena lying at the
basis of the harmonic style of Rachmaninoft’s
large-scale works, in particular, his Third
Concerto.

* The tight interaction between the keys of D minor and A major is clearly perceived, starting with the

very beginning of the second movement.
5 Kholopov Yu. N. Op. cit. P. 421.
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KaK MpaBUjiI0, B HCIOJHEHUH TPAJULHUOHHOTO CTPYHHO-CMBIYKOBOrO HHCTpyMeHTa. Kax
MOATBEPKIAET JKMBas (POIBKIOPHAS MMPAKTHKA, €r0 yYacTHE B COJIHO-TPYIIIOBOM NECHONICHUH HE
ABIsieTCS 00s3aTeNbHBIM (pakTopoM. B craThe ompenenseTcss MECTO U POJIb HHCTPYMEHTAIBHOTO
IUIacTa B paccMaTpuBaeMoM (DOJIEKIIOPHOM MaTepHaiie. ABTOPOM BBISBIISIIOTCSI OCHOBHBIE (DyHKIIMA
BceX (aKTypHBIX IIACTOB, MAPUTETHOCTH MEPBBIX IBYX JIMHUN IMeceHHOH (akTypel UM (HOpMBbI
UX B3aUMOJICHCTBUS, B KOTOPBIX OTpakaeTcs TPaJULMOHHO-HOPMATHBHAs U CaMOJIOCTaTOYHAas
CTPYKTYypa XapaKTepHOI0 MHOTOT0JI0CHOT0 necHomneHus: HaponoB CeepHoro Kapkasa.

Knrwoueesvie cnoea: 3THOKYIBTYpa, CONBHO-TPYIIIOBAsi MaHEpa MCIIOJHEHUS, MY3bIKaJbHas
WHCTPYMEHTAJIbHAs! KyJIbTypa, HHCTPYMEHTAIIN3M, KOMMYHHKATUBHBIE (DOTBKIOPHBIC TPAIUIIUN

Jna yumuposanua: Auixoros b. I'. @opMbl B3anMoielicTBUS HAPOAHOTO IECEHHOTO TBOPYECTBA
U MHCTPYMEHTAJIbHOM MY3BIKM (Ha NpUMEPE TPAJULUOHHOTO COJBHO-IPYNIOBOTO IEHUS
KaBKa3Cckux HaponoB) // IIpobmembr my3bikanbHO#W Hayku / Music Scholarship. 2024. Ne 1.
C. 114-125. https://doi.org/10.56620/2782-3598.2024.1.114-125
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Abstract. The article examines the interconnection of the vocal-choral and instrumental
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W3y4YeHWE HApOIHBIX HWHCTPYMEH-  KOMIIO3UIUID MOAHUMA TPOOIEMaTHKY 3BY-
TOB 3aMETHO pacuIMpsercss Onarofa-  4Yalllero HapOJHOrO MHCTpyMeHTanu3ma. OH
ps BO3pOClIeMy HHTepecy uccienoBareneid mucain: «TemOpoBasi HarmoJHEHHOCTh MY3bl-
KUCHONHsBIICHCS HAHUX My3blke. EMIEB 1986  Ku, €AMHCTBO CTPYKTYPHBIX XapaKTEPUCTUK
rony Y. ManueBckuii B ctarbe «OTpakeHHME W BOCIPOM3BOIALIETO €€ MHCTPYMEHTA —
cnenu(PUKy WHCTPYMEHTapus B My3bIKaJlb-  OJIHA W3 INIABHEWIIUX YEPT TPaJAULMOHHOTO

Bo BTOPOM TMOJIOBUHE XX CTOJETHS  HOM (opMe HAPOTHBIX MHCTPYMEHTAJIBHBIX
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HApOIHOro HMCKyccTBa»'. CHUMITOMATHYHO,
4TO B 3TOT € IEPUOJ B OTEUECTBEHHOM
(ONBKIOPUCTUKE BO3HUK TEPMHH «MY-
3bIKaJIbHAs ~ HApOJHO-UHCTPYMEHTaJbHas
KyJIbTypa». B HOBOM ThIcsiueneTun Hapsay
C OTACTBHBIMU CTaThSIMU MOSIBUIIUCH U 00B-
€MHBIE JUCCEPTALMOHHBIE HCCIEIOBaHUS,
CUCTEMHO MpPEACTAaBIAIOIINE BCECTOPOH-
HUE XapaKTEPUCTUKH HAIMOHAJIBHON WH-
CTPYMEHTAIBHON KYJIBTYpbl TOTO WJIM UHO-
ro stHoca’. bonbmioi pe3oHaHC BbI3Baja
m3nanHas B 2007 romy ¢yHIamMeHTaibHas
MoHorpadpuss M. Manuesckoro «Haponnas
MHCTPYMEHTaJbHAsl My3blka Kak (EHOMEH
KYJIBTYpbl», B KOTOPOW Yy4€HBIM IIpeacTa-
BUJI 0000IIEHHOE HCCIeI0BAaHUE HApPOAHOU
Y MTHCTPYMEHTAJIbHOM MY3bIKK®. VM ke ObLI1O
00OCHOBAHO TIOHSTHE «TPATUIMOHHAS WH-
CTpYMEHTAaJIbHASI MY3bIKaJIbHAS KYJIBTypay®.

B nanHOl cTarbe 3aTparuBaeTcsi Ipak-
THUYECKU HE HUCCIIEOBAaHHAs paHEEe TeMma
B3aMMOJIEHUCTBUSI NECEHHOTO (OJbKIOpa
U MHCTPYMEHTAJIbHON MY3bIKM B TPaIULH-
OHHOM KynbType HapoaoB CeBepHoro Kaska-
3a. AIpHOpH U3BECTHO, YTO B COOTBETCTBUU
CO CJIOKUBIIMMHUCS COLUAIBHO-KYJIBTYPHBI-
MU IPUOPUTETAMH, OCOOCHHOCTSIMU OBITHS
U XapaKTepOM JKHU3HENEATEIbHOCTH CKJIa-

JBIBAIOTCS. MECTO U POJib (HOJIBKIOPHOIO
TBOPYECTBA, IJ7I€ HAOIIONAETCs TOMUHUPO-
BaHUE IIECEHHOTO COJBHOTO M KOJUIEKTHB-
HOTO WM BOKaJIbHO-MHCTPYMEHTAJIBHOTO
Hauyan. Mcxons u3 aroro, B crarbe npeasa-
raercsi mpuMepHas Kiaccudukanus QGopm
B3aMMOJICICTBUS IECEHHOTO U MHCTPYMEH-
TAJIBHOTO TBOpYecTBa. EE aprymenrtanus
OCHOBBIBAETCS HAa Marepuajie aJbIICKOIo
HApOJIHOTO TBOPYECTBA, & B HEOOXOTUMBIX
Cly4yasiX MpPUBJIEKAIOTCS MapKUPOBAHHBIE
CBOICTBAa OTAEIBHBIX ITHUYECKUX KYJBTYp
B CEBEPOKABKA3CKOM (DOIBKIOPHOM apeaje
(agpIrckoM, a0Xxa3CKOM, OCETHMHCKOM, Oaj-
KapCKOM M KapadyacBCKOM).

Hrak, B My3bIKE YCTHOM TpaguLluU Kax-
JIOTO HapojAa MPUCYTCTBYIOT JBa CaMOCTOS-
TEJIbHBIX HAIPABJICHUS — IIECEHHOE U HH-
ctpyMeHTanbHoe. C OJHOW CTOPOHBI, OHU
UMEIOT JTMOO CaMOCTOSITENIbHBIN XapakTep
pa3BUTHs, JTUOO MX CUHTE3UPOBAHHUE CTa-
HOBHTCS BBIPAKEHHEM dTHUYECKOTO (PONIBK-
JIOPHOTO MBILUICHHS, & C IPYTOH CTOPOHBI,
y OTHENbHBIX HApoOAOB B OCHOBHBIX IIE-
CEHHBIX JKaHpaxX NPHUCYTCTBUE MY3bIKaJlb-
HOTO MHCTPYMEHTAa OKAa3bIBAE€TCSI COBCEM
He oOs3arenbHBIM. KpaTko mnpeacTaBuM
HaIlli HaOMIOZICHHsI B JAHHOM BOITPOCE.

MarnumeBckuit . B. Otpaxkenune crenmudukd WHCTPYMEHTApHs B MY3BIKaTBLHON (hopMe HapOTHBIX

MHCTPYMEHTAITLHBIX KOMIIO3UITHH // [Tpo0iieMb! TpaAuIOHHON HHCTPYMEHTAIBHOM My3bIki HapomoB CCCP.

JL.: JITUTMuK, 1986. C. 11-29.

2

B kauecTtBe mpumepa mnpuBenéM KoHIeNnTyandbHOe wuccienoBanue P. I. PaxumoBa «bamkupckas

HapoaHas UHCTPYMEHTaNbHAs KyJIbTypa: 3THOOPTAHOJOTHIECKOE HCCIE0BaHNEY, TAE aBTOp, ONMHUPAsCh Ha
TPUXOTOMUYECKOE EIEHUE «MY3bIKATbHBIN HHCTPYMEHT — HHCTPYMEHTAIIbHAS My3bIKa — HCITOTHUTEIhCKUE
TPaJUIIUN, TIOABOAUT BAKHBIA MTOT CBOWM HM3BICKAHUAM: «...0amIKMpCKas WHCTPyMEHTANbHAs KyIbTypa
MIPECTABIIICT COO0M CTPOMHYIO U B3aMMHO MTPOHHUKAIONTYIO cUcTeMy». L{uT. mo: Paxumos P. I. bamkupckas
HapoaHAash WHCTPYMEHTaJbHas KyIbTypa: 3THOOPTAaHOJIOTHYECKOE HCCIIeioBaHHWe: aBToped. muc. ... A-pa

HCcKyccTBOBeAeHM. MarauTtoropck, 2006. C. 12.

3 Manwuesckuii M. B. HaponHas mHCTpyMeHTalIbHasE My3bIKa Kak (EHOMEH KylbTypbl. AjMarsl: Jlaiik-

[pecc, 2007. 520 c.

4 Manuesckuit M. B. TpaaulMOHHBIH HMHCTPYMEHTAIN3M B STHHYECKOW HCTOpUH: OanTo-(QpUHHO-
YTOPCKHIA U TIOPKO-CIaBSIHCKUH actiekTsl // Exeromquuk ¢puaHO-yropckux uccnenoanuii. 2018. T. 12, Ne 4.
C. 141-160.
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Bo-niepBeix, M. Xapnan aBTOPUTETHO
YTBEP)KIAJI, YTO MY3bIKaJIbHBIA HHCTPY-
MEHT B HapOJHOM TBOPYECTBE M3HAYAIBHO
SBJISJICS. ABTOHOMHBIM U HCIOJIb30BAJICS
YEJIOBEKOM «IIPEUMYILECTBEHHO ISl CaMO-
CTOSITEIBHBIX HAWUTPBIIIC» . JleiCTBUTEIh-
HO, y OOJBIIMHCTBA STHUYECKUX TPy Kak
B COJIBHBIX OOPSII0BBIX U CEMENHO-OBITOBBIX
KaHpax, TaK U B HENPUYPOUEHHBIX MHOTO-
TOJIOCHBIX MECHSAX NpeodyagaeT >KEeHCKoe
nexnue. Hampumep, y BOCTOUYHOCIABAHCKHUX
HapoJI0B, OCOOCHHO B PYCCKOM TpaaWLu-
OHHOM MY3bIKaJIbHOM (DOJIBKIIOPE, UHCTPY-
MEHTAaJIbHOE CONPOBOXKIACHUE NPAKTUYECKU
OTCYTCTBOBAJIO, IIPU ATOM HIpa Ha MY3bl-
KaJIbHbIX HHCTPYMEHTAX OCTaBajach Mpepo-
ratuBoil MyxuuH. Takum oOpa3om, Hapon-
Hasl NECHs, HE UMesl NPSMOIo MepeceyeHus
C MHCTPYMEHTAJIBHOW MY3BIKOM M HAaXOZSCh
C HEH B IapaJUICIbBHOM COCYILECTBOBAaHUM,
JOJITOE BPEMsI pa3BUBANIACH ABMOHOMHO.

Onnako B JI00OM yCTaHOBHMBLIEHCS
3aKOHOMEPHOCTH BCErga IpPUCYTCTBY-
I0T MCKJIIOYeHUs. B JaHHOM KOHTEKCTe
IO. T'aiicuHa cnpaBeqIMBO yKa3bIBAa€T, YTO
«U3MEHEHME NECEHHOW TpajuIuu — IIpo-
1[ECC JTOBOJILHO OBICTPBIA, TUHAMHYHBIN»
[1, c. 179]. Tak, B cpeTHEBEKOBBII MEPUO
Ha Pycu OBUIMHBI «CKa3bIBAJIMCh» MO/ 3BY-
ku rycieit’, a B XIX Beke, Korja 4acTyml-
Ka «repeOpanachk» B IEpEeBHIO, Oananaiika,
a BIIOCJIEJCTBUM M TapMOHHUKA 3aHSUIM Me-
CTO HENPEMEHHOI'0 AaKKOMIaHUPYIOIIETo

5

6

nHCTpyMeHTa. HazoBém emé oqHO MCKIIro-
YEHUE U3 PYCCKOW TPAJUIMOHHOW KYJIbTY-
pbl. Peub UI€T 0 TBOPUECTBE CKOMOPOXOB,
I7I€ B TECHOM €IMHCTBE HaXOAWINCH TICHHE,
TaHell, MaHTOMUMa, BepOallbHOE YTEHUE,
LUPKOBBIE TPIOKH, KOTOPbIE B COBOKYITHO-
CTU MOXKHO OTHECTH K 3aKaTy paHHe]oJib-
KJIOPHOTO CUHKpPETHU3Ma.

Bo-BTOpbIX, B BOCTOYHBIX KYJIbTypax
(upaHCKOM, TaJUKUKCKOW, WHIUUCKOH,
azepOaiiKaHCKOUW U Ap.) TIEHUE U UHCTPY-
MEHTaJlbHasi MY3blKa HaXOHSATCS B CUH-
Kpemuyeckom B3auMoaeucTBUU. OOBIYHO
IIEBEL[ CBOE BOKAJIBHOE HMCIOJIHEHUE, UMeE-
I0IIEE MOHOIMYECKYI0 OCHOBY, COIIPOBO-
XKJaeT UrPOid HAa MHOTOCTPYHHOM HHCTpPY-
MEHTE THUIIA CcUTapa, Tapa. B kauecTse
nonreepxkaeHus «Bkiarou€éHHocT» (b. Ily-
TUJIOB) MY3BIKAJbHOTO HWHCTPYMEHTapHUS
M €ro 3HauYeHHs B azepOailKaHCKUX JKaH-
pax mpodecCUOHANbHOW MY3BIKU YCTHOU
Tpanunuu npuseném cnosa JI. 3oxpabo-
Boil: «IIpuHUMOBI co3maHus Jlaia CBSI3aHbI
C MyTaMHBIM HCTIOJHUTEIBCTBOM, BEAYIIYIO
pOJIb B KOTOPOM HTI'PaeT 3BYKOBasi HaCTpPOU-
Ka MHCTpyMeHTa map» [2, c. 188]. B Gecene
C 3THOMY3BIKOJIOTOM, JOKTOPOM HUCKYCCTBO-
Benenns Pankom YeneOMEBHIM U3BECTHBIN
UCIIOJIHUTENh a3epOalKaHCKUX MYTaMOB
MOJENUIICS HEKOTOPBIMU OCOOEHHOCTSIMU
BOCTOYHOTO BOKaJIbHO-MHCTPYMEHTAJIBHOTO
ucnoaHutenbcTBa. C OAHON CTOPOHBI, MYy-
3BIKAHT 3a4aCTy0 COIPOBOXKJIAET CBOE Ie-

Xapnan M. I. Putm u MeTp B My3bIke yCTHOM Tpaauuuu. M.: My3bika, 1986. C. 13.
CoenuHeHUEe TECEHHOT0O W HWHCTPYMEHTAIBHOIO Havaldl B (OJIBKIOpPE MPOM30HAET B TEPHOX

nocT(OIBKIOpa B TaK HA3bIBAEMOM TOPOJCKOM (OJBKIIOPE, KOTOPBIM CIOXKHIICS MO NPUYHUHE OCOOBIX
(haKTOpOB BIUSHUS, IPEKIE BCETO HHOKYIBTYPHOTO, TPEACTABUBIIETO HOBBIH THI (DOJIBKIOPa, OCHOBAHHOTO
Ha MPUHIUIAX TOMO(POHHO-TAPMOHNYECKOTO MBIIILTICHUS.

7 JlaHHBIH BOHpOC, OE3yCIOBHO, OCTAETCS CIIOPHBIM, OJHAKO CIOXKHO HE MPEAIOoiararh, 4To ObUIMHBI
MOTJIM UCIIONHATHCS HAa Pycu B CONPOBOXKICHUH Tyciel, 0cOOEHHO B HOBropoackuii nepuoa. Mcmomaurenu
C MOMOULIbIO Tyclled co3[aBajd COOTBETCTBYIOUIMI 3BYKOBOW (OH HETOPOIJIMBOMY MPOIECBAHHUIO
MOBECTBOBATEILHOTO TeKcTa. Takke Helb3sl He BCOOMHHUTBH M CaKpallbHBIH 00pa3 repos SMHYECKUX MEeCEeH
B pyccKo# KynbType — Caako-rycispa.
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HHE€ HWHCTPYMEHTAJIBHOW HWIPOM IOTOMY,
YTO BOKAJIbHAsl U MHCTPYMEHTAJIbHAs map-
THUH, HAXOASCh B CHHKPE3HCE pealn3aluu
3BYYaHUN pa3IMYHbIX 3BYKOBBIX c(ep, CBA-
3aHbl €IMHOM ApaMaTypruye€CcKON JIMHUEH.
C J1pyroil CTOpPOHBI, HMHCTPYMEHTAJbHAs
My3bIKa MIOPOIl OXBaThIBAET OOJBLIEE UTPO-
BO€ MPOCTPAHCTBO U COAEPKUT 3HAUYNUTEIIb-
HO€ UMIIPOBU3ALIMOHHOE Pa3BUTHE.
B-TpeTbux, y KaBKa3CKHUX HapoOJ0B
C IPEBHUX BPEMEH COCTAaB JOMUHHPYIOLIEH
COJIbHO-TPYIIIIOBOM (hOPMBI TPAIUIIMOHHOTO
IIECEHHOTO UCIIOITHUTENBCTBA OrPAaHUYUBAJI-
Csl 3ameBaJiol U XOPOBBIM (aHCAMOJIEBBIM)
COIPOBOXKACHUEM. B HEKOTOpBIX Ciydasx
HCIIOJIb30BaHUE MY3bIKAaJIbHOTO HHCTPYMEH-
Ta B 00ILEM MY3UIMPOBAHUU JIOMYCKAJIOCH,
HO M OTCYTCTBHE MY3BIKAHTA-UHCTPYMEH-
TAJIACTA HE CYUTAIOCh HAPYLICHUEM YCTa-
HOBJICHHBIX TPaJAMIMOHHBIX HOPM Hapo.-
HO-TIECEHHOTO MCIOJIHUTENbCTBA. JlaHHBIM
BOIpoc MbI 3arparuBaiu emweé B 2020 roay;
TOTa HaJdUuuue NOJ00OHOTO pacHIMpPEeHus
(bakTypbl paccMaTpuBalioCh KakK JIOMOJHU-
TeNbHBIN pakTop e€ oboramenus [3]. 3nech
HamnpalmBaeTcs 00bSICHEHUE C MPUMEHEHU-
€M pacxoero (ppazeosnormsmMa «uejgoBeye-
CKUH (paKkTOp»: B OMHCHIBAEMOM CIIy4ae OH
«paboTaeT» Tak, 4TO €CJIM B MOJE 3PEHUS
onpenenéHHoi (HONBKIOPHONW TPYMIbl Ha-
XOJIUJICSI OTBITHBIA MHCTPYMEHTAIMNCT, €rO,
€CTECTBEHHO, MPUITIALIAIN JUIsI COBMECTHO-
ro UCIoJIHEeHUs neceH. FIMeHHO Tak ObITO-

8 TloHsATHEe M3 HAPOJAHON TEPMHHOJIOTHH.

9

BaJjia UCIIOJHUTENbCKAs TPAKTUKA Y HAPOJOB
Kagkaza. Ilpu stom ¢dopmoobdpazyronmm
Y JIaJIOMHTOHALIMOHHBIM PETYJISTOPOM BCET-
na Oblla yCTOWYHMBAsl MapTUS MY>KCKOTO
xopa (edrcvy®), m3naraemasi B CTpyKType MoI-
BYOKHOTO OyproHa’. B aToii cBsi3u npuBeaém
OecnpeleeHTHBIH [pUMEP aKTUBU3ALMU
€XKbY, IIe M3JIO)KEHUE OCHOBHOW MEIOANH
NPUHAJIEKUT MMEHHO XOPOBOMY aHCaM-
010 ¢ qyOIUpPOBaHUEM CTPYHHO-CMBIUKOTO
MHCTPYMEHTA, CO3JAlIIUM KOHTPAaCTHOE
COINOCTABIIEHUE C COJUPYIOLIEH JeKjama-
nuoHHo naptueit. 3t1o «llecHs o baxuuca-
paiiCKOM IIOXOZE», POJIb COJIMCTA B KOTOPO,
[0 MHEHHUIO BBIJAIOLIETOCS MCCIIENOBATENSA
U HCTIOJNIHUTENS HapoAaHbIXx neceH 3. Kap-
nanrymena [4, c¢. 70], orpaHu4uBaercs
KOHCTaTalMel CHKETHOM KaHBBI, a YMOIIU-
OHAJIbHO-BBIPA3UTEIBHYI0 CTOPOHY HamneBa
BBIIIOJIHAET XOPOBOE CONPOBOXKACHHUE CPELl-
CTBAMM «BEepOANM3HUPYIOIIEr0» aCCOHAHC-
HOT'O TEKCTA.

Takum 00pa3oM, B HacTodlled cTaTbe
OpeAnpuHUMaeTCs MONbITKAa AU QepeHu-
aluy BUJIOB B3aMMOJEWCTBHS HapOJHO-IIE-
CEHHOT0 W HHCTPYMEHTAJILHOTO TBOpYE-
CTBa, 3aBUCUMOTIO, IVIaBHBIM 00pa3oM, OT
TPaIUIIUOHHOTO (HOIBKIOPHOTO MBIIIICHUS
TOTO WM MHOTO ATHOCA.

B 3TOM KOHTEKCTE MOXKET BO3HHMKHYTH
BECbMAa Ba)KHbIW, HO €CTECTBEHHBIN BOIIPOC:
MOXET JIM IPUCYTCTBUE MHCTPYMEHTAb-
HOTO COIPOBOXKJIEHUS OKa3aTb BIUSHHUE

CwMm. moapobnee: AmxoroB b. I KaBkaszckoe OypAoOHHOE MHOTOTOJIOCHE: ONBIT CPaBHUTEIHbHON
xapakrepuctuku // HOxxHO-Poccuiickuii My3bikanbHbli anmbmaHax. 2004. Ne 1.

C. 90-101. ToBops

0 KaBKA3CKOH CONBHO-TPYNIIOBOM MeceHHOH (opme, HeoOX0AMMO HAIOMHUTH, YTO B JlarecraHe HapogHOE
MHOTOTOJIOCHE TPAKTUYECKH OTCYTCTBYET, 3a MCKJIIOUEHHEM CEBEPHBIX aBapleB U KyMBIK, AN KOTOPBIX
«HE XapaKTepHO KOJUIEKTUBHOE MYKCKOE MEHHME». Y HHX IIHPOKOE paclpoCTpaHEHHE UMEET COIbHOE WIN
KOJUIEKTHBHOE YHUCOHHOE MCTIOTHUTENBCTBO (Yallle >KeHCKOE), CONPOBOXKAAEMOE CTPYHHBIM HHCTPYMEHTOM.
Cwm.: AGaynnaesa O. b. BokanbHbIi (ONBKIOP JaprHHLEB: COCTaB U clieli(rKa 5KaHPOB: aBToped. IucC. ...

KaHJI. uCKyccTBoBeneHus. Poctos-nHa-Jlony, 2003. C. 9.
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Ha JKAaHPOBYI MPHUHAICKHOCTh Tec-
HU? B My3bIkanbHOW (QOJIBKIOPUCTHUKE
€CTh MHOXECTBO ONpEJENeHU TepMHHA
«OKaHp», OTPAXAIIIUX paKypc MOAX0ja
K €ro packpbITuio (1Mo cpene ObITOBaHMS,
M0 TEMaTUYECKOMY TMPHU3HAKY, MO BHUAY
NPUYPOUYEHHOCTH U T. 11.). Hanbonee Onu3-
KMM K Hamed mnpoOiieMaTuke SBISETCS
onpexnenenue E. ['mnmuyca, akueHTupyo-
mee (QyHKIMOHAJIbHOE 3HAYCHHUE >KaHpa
B CTPYKTYyp€ KOHKPETHOM HapOJHOW Ilec-
Hu'’, He MeHee Ba)KHO B 3TO¥ CBSI3U U MHe-
Hue T. Pyauuenko, xoropasi, UAEHTHUDU-
HUpPYS JKaHPOBYIO CHUCTEMY (POJIBKIOPHOTO
Marepuana, MpUBOJUT B KAaueCTBE HEMpe-
MEHHBIX KPUTEPUEB CUMYAMUBHOCb U
Gopmbl KOMMYHUKAMUBHOCU €20 Oblmo-
sanus [5]. B mpolecce HaydHOro M3bICKa-
HUSI Mbl YCTAHOBHJIH, YTO MPUCYTCTBUE UIIU
OTCYTCTBHE MY3BIKAJIbHOTO HHCTPYMEHTA
B (pakType 00IIeKaBKa3CKOM MECHU HU B KOEH
Mepe He co3Aa€T IBy3HAUHOCTH B OIpejere-
HUU €€ )KaHPOBOW NMPUHAJIEKHOCTH.

B mnoarBepk/ieHHE BBIIEU3I0KEHHOTO
Te3uca MPUBEAEM CTATUCTUKY JOIOIHU-
TEJIbHBIX BKJIFOUEHUH HHCTPYMEHTAJIBHOIO
mwiacta B QakTypy COIBHO-TPYMIIOBOTO Iie-
HUS Yy OTJEIbHBIX HAPOJIOB Ha OCHOBE HOT-
HBIX MyOJIUKAIU C IOCTaTOYHBIM YPOBHEM
UX SIMIMOHHOW NMOArOoTOBKU. Tak, B U3AaH-
HOW CpPABHUTEIIBHO HEJABHO JBYXTOMHOM
«AHTONIOTUM HAPOAHBIX TIECEH OaNKapIeB U
KapadaeBieB»'' HacumThiBaeTcs 135 oOps-
JIOBBIX M HAPTCKUX TECEH, CPeAr KOTOPBIX
45 oTHOCATCA K COJBHO-TPYNIIOBOMY HC-

MOJTHUTENBCTBY. U TOJBKO JIBE TIECHU U3 HUX
UMEIOT HHCTPYMEHTAJIbHOE COMPOBOXK/IE-
Hue. K coxxaneHuro, B JaHHON 3THUYECKOU
KYJIbTYpe OTCYTCTBYIOT OMYyOJWKOBaHHBIE
UCTOPUKO-TE€PONYECKUE TMECHH, INe Tpe-
UMYIIIECTBEHHO JIOMUHHUPYET COJIBHO-TPYII-
NOBasi MaHEPa UCTIOTHEHHUS, TOITOMY CIIOXK-
HO JieJlaTh KOHEYHbIE BBIBOJBI O XapaKTepe
KOOPJIMHAIIMN KOJIJIEKTUBHOTO TIECHOTICHUS
C MHCTPYMEHTAJIBHON MY3BIKOW y Oankap-
LIEB U KapayaeBIIEB.

OceTuHCKUN TMECeHHBIH  (ONBKIOP
npencrasieH B konudectBe 100 mpumepos
B cOopHHKe «OCETHHCKHE HAapOIHBIC TeC-
HU» (coctaButenb b. ['amaes)'?. B Héwm ory-
OJTMKOBAHBI MMPAKTUICCKU BCE KAHPHI — MHU-
donoruyeckue, oOpsAOBBIE, TE€POHUECKUE,
JUpPUYECKHE, TUISICOBBIE, OJIHA HAPTCKasi,
COBPEMCHHBIC TIECHU M TaHIEBaJbHBIC WH-
CTpyMeHTalbHble Haurpeimu. M3 oOmiero
KOJIMUYECTBA HApOJIHBIX NeceH 85 o0pasios
COOTBETCTBYIOT TPAIUIIMOHHOW OOIIEeKaB-
Ka3CKOM HOpPMaTHBHOW CTPYKType (COJb-
HO-TpynnoBoit). Cpeaun HUX JIUILb TPU COJIb-
HBIX HarleBa M OJHA XOPOBas MECHS UMEIOT
CTPYHHO-CMBIYKOBOE COIPOBOXJIEHUE, OT-
HOCSIIIIEECs] K TUIOJOTUU OOIIEKaBKa3CKUX
CTPYHHBIX WHCTPYMEHTOB (WUKANUUHA —
aJbITCK., Kbl3-K00y3 — OaJKapcK., Kapada-
eBCK., anxvbapya — abXxa3CK., KUCbIH-(DaH-
Oblp — OCETHUHCK.).

M3BecTHO, YTO MHOTOTOJIOCHOE TIEHUE
y abxa30B HMMEET YHUKAJIbHYIO KOJUICK-
TUBHYI0 (OpPMY TMECHONEHHS — Ha IPO-
TSOKCHUHM MHOTHUX JICCATWICTUH Yy HHX

10 Topoxosa E. A., ITammmua O. A. Hayunas npo6iemaruka rccienosanuii E. B. Tunmuyca // Marepuaisn
u ctath¥ K 100-meturo co mus poxacaus E. B. ['mmmmyca. M.: Kommosutop, 2003. C. 17-58.

' AHTOJIOTMSI HApOAHOW mMecHu OankapieB W kapadaeBueB. T. 1. Mudonorndyeckue u oOpsIOBbIC
necan. Hanmpauk: M3n-Bo M. u B. Komisiposeix, 2015. C. 52-411; AHTONOTHS HapOIHOUW TIECHU OakapIieB
n kapadaeBues. T. 2. Haprckue necan. Hanpuuk: U3a-so M. u B. Kotsipossix, 2020. C. 30-262.

12 OceruHCcKHe HApOJHBIC MEecHH, coOpaHHbie b. A. TamaeBbIM / MOA peln. W C MPEIUCIOBHEM

E. B. l'unmmyca. M.: My3bika, 1964. C. 29-228.
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copmupoBanuch ceMmelHbIe aHCcaMOu,
BKJIIOYABIIIME HE TOJBKO TUIUYHYIO IS
OOJIBIIMHCTBA KaBKA3CKUX HAPOJIOB COJIb-
HO-TPYNIOBYI0 MYKCKYIO TPAJHIINIO, HO
Y TIEHHE KEHIIHUH U JeTeH, M03TOMY MHO-
TOroJIOCHOE IeHHE B JAHHOM pPEruoHe
npuoOpenio 6onee MacmTabHYIO QakTypy
c mpeobnagaHueM TPEX- WIM MATUTOJIOC-
HBIX TIECEH, a HEKOTOPbhIC U3 HUX JIOCTUTA-
10T CEMU- U Jlaxke BochbMmurojocus'>. Hyx-
HO TaK)Xe KOHCTAaTUPOBATh, YTO Pa3BUTOE
MHOTOTOJIOCHUE PACIPOCTPAHEHO IPAKTH-
YeCKHM BO BCEX JKaHpax abxas3ckoro (oiib-
KJIOpa — OT HAPTCKUX M TOXOJHBIX IO
COBPEMEHHBIX IIYTOYHBIX U KOJXO3HBIX.
B omimnume or nmMHEApHOTO B3aMMOJIECH-
CTBHUSl COJMCTAa W MY>KCKOTO aHcamoOus
B COJIBHO-TPYNIOBO#l ¢opme (aHTH(OH-
HOM WJIM CTPETTHOM), B a0Xa3CKoW mecHe
B OOJIbILIEH CTENEHU MpPEBAIUPYET aKKOp-
JOBBIN CKJIaJl KAK HECOMHEHHOE BIIUSHUE
TPY3UHCKOM MHOTOTOJIOCHOW TpaJUIHH.
Opnako B a0Xa3CKOM IECHOINEHUU HAaJH-
Yue ANAJIOTOBOTO «y3KOJOKaJIbHOTO» SIB-
JICHUS OTMEUYEHO TOJBKO B TPEX CIydasx.
AJBITCKUN  MY3BIKQJIBHBIA  (DOTIBKIIOP,
UMEIOIIMNA COJBHO-TPYIIOBYIO (GOpMy H3-
noxeHwust, coctaBmi 205 ecen'* pa3muHbIX

KaHPOB: MHU(DOJIOrMUECKUE, HApPTCKUE, 00-
PAIOBBIE, TPYNOBBIE, BpaueBaTElbHbIE, CE-
MEIHO-OBITOBBIE, HMCTOPUKO-TEPOUUECKHE,
necHu-mnayn. M3 HUX HHCTPYMEHTallb-
HOE CONPOBOXJECHUE HAOIIOHAeTCs JIMIIb
B 46 (22%).

KpaTtko ocraHoBHMCS Ha 0COOEHHOCTSIX
B3aMMOJICICTBUS IIECEHHOIO HAIleBa U WH-
CTPYMEHTAJIbHOW MY3bIKH Ha OCHOBE HapT-
CKUX MuHaTIel'’. B aHanm3upyeMom HamMu
MatepHaje HOTHBIX TPaHCKPUILHUIT'® HopMma-
TUBHYIO (0053aTENbHYIO) CTPYKTYPY UMEIOT
44 oOpa3ua W JMIIb B BOCBMH IMPUMEPAX
IPUCYTCTBYET HMHCTPYMEHTAJIBHOE COIPO-
BOJKJeHUE. Takue Iokas3areiau CTaTUCTUKHU
JMIIHUNA pa3 MOATBEPXKAAIOT HEOOs3aTelb-
HOCThb €r0 Hajuuusi B oOueil ¢akrype He
TOJIBKO B 3MMUYECKHUX, HO U B APYTUX MHOTO-
TOJIOCHBIX MECHSIX.

JlaHHBII pakTOp B TPAAULIMU SITUTYECKOTO
HapOAHO-IIECEHHOT'0 UCIIOJIHUTEIbCTBA TAET
BO3MOKHOCTh PACKPBITHSI Pa3zHOOOpa3HOM
pPOJIM MHCTPYMEHTAJIBHBIX IIJIACTOB B IIOBE-
CTBOBATEJIBLHOM XKaHpe. B aTom, moxanyi,
U MPOCMATPUBAETCS OJIHA U3 MapKUpPOBaH-
HBIX CTHJIMCTHYECKUX OCOOEHHOCTEN albIr-
CKOro (POJIBKIJIOpa MO CPAaBHEHUIO C COJIb-
HO-UHCTPYMEHTAJIBHOW IPAKTUKON APYIUX

3 Amy6a B. P, lllypos B. M. [lecennbie Tpaauine 63b10CKHX U adKyicKux abxa3oB. M.: CoBpeMeHHas

My3bika, 2015. C. 256, 285.

14 Cwm.: HaposHble MECHH M MHCTPYMEHTAJIbHbBIE HAWTPHIIHU anpiroB / mod pen. E. B. Tunmuyca. M.:
Cogetckuit kommozutop, 1980-1990. T. 1. 1980. 224 c.; T. 2. 1981. 232 c.; T. 3, 4. 1. 1986. 264 c.; T. 3, 4. 2.

1990. 488 c.

I3 TTIimuHATIE — TEPCOHU(PUIUPYIOIINN STHOMY3bIKAIBHEI TEPMUH, KOTOPBIA IPHMEHSIETCS TOJIBKO

K HApTCKUM TIECHSM M WHCTPYMCHTAIBLHBIM HAWTpPhIIaM, B MPOCTPAHCTBEHHO-CAKPAILHOM CMBICIIEC
YKa3bpIBAIOIIMK Ha BMecTwiniie (KIaJe3b) M acCONUUPYIOIUICS ¢ OO0BEMHOCTHIO SMOIMOHAILHOTO,
BU3YyaJbHO-YYBCTBCHHOTO BOCIIPUSATHS MY3bIKH B 1IeJIOM. [IIMUHATIb (HublHATHS) COCTOUT UX JIBYX CIIOB —
«nubinsy (My3bIKATBHBIA HHCTPYMEHT) U «1b9» (MECTO, Hora, BMecTHiuIe). Eciin OyKBaNbHBIN TIEpeBOI
CIIOXHOTO CJTOBA («MY3BIKATBHBIA HHCTPYMEHT B Py TIISIpe» ) IEpeBECTH Ha YPOBEHB CAKPAILHOTO TIOHUMAHUS,
TO OHO OKa3bIBACTCS IEHHOCTHBIM OTPENEICHIUEM apXandeCKOW MY3bIKH (1ecHb) TIPOTOAIBITOB CO BPEMEHH
II TBIC. 710 H. 3., SIBISIOMIETOCS UCTOPUICCKUM TEPHOIOM (POPMUPOBAHUS TePOHUIECKOTr0 3moca « HapThiy.
16 HapogHble TECHM M MHCTPYMEHTAIbHbBIE HAUTPBIIIN aabiroB... T. 2.
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HapoJOB, B YAaCTHOCTU y OCETHH. 3JECh
HY’)KHO OTMETHUTb, YTO OCETUHCKHE HapT-
CKHE (PIUYECKHE) MECHU H3JI0KEHbI OfI-
HOTOJIOCHO U TOJBKO B COIPOBOXKJIEHUU
CTPYHHO-CMBIYKOTO XOpP10(OHA, TEM CaMbIM
HapyIas TPaguiHio 00IEeKaBKa3CKOM COb-
HO-rpynmnoBoil ¢opmbl. B nanHoMm ciyuae
MOJKHO IPENATIONIOKHUTH, YTO Y OCETHH JI0 Ha-
LIMX JHEH COXpaHMIach KO4eBasl TPaguLUs
Cyry0o COJBHOIO ¢ HHCTPYMEHTAJIbHBIM CO-
IIPOBOXKJICHUEM IIECHONECHMSI M3 JAJEKOro
aJIaHO-CapMaTCKOro HCTOPUYECKOIO IEpu-
oma. Uro ke Kacaercs APYrMX OCETHHCKHUX
MECEHHBIX >KaHPOB — MM(OIOrHYECKHUX,
OOpSIIOBBIX, IUISICOBBIX, T€POMUYECKHX, JIH-
puueckux (Bcero 94 neceH), — OHM MCIOJ-
HSIOTCSI TOJIBKO B COJIBHO-TPYNIOBOM (popme
0€e3 BCSIKOrO MPUCYTCTBUSL MHCTPYMEHTAJb-
HOTO IUIACTA.

Tenepp paccMOTpUM  XapaKTepHbIE
(GbopMBl B3aUMOJIECHCTBUS TMECEHHBIX Me-
JOAUM W MHCTPYMEHTAJIbHOM MY3BIKH
B aJBITCKUX HApTCKUX MECHSX, B (pakry-
pe KOTOpBIX HaOIIOAaeTCs WHCTPYMEH-
TanbHass JuHUA. Ilpu 3TOM aKkueHTupy-
€M BHUMAaHUE Ha €€ MECTOIOJIOKEHUU
B MeJocTpode U Ha TOM, Kakue PyHKLHUU
MY3BIKaJIbHBII HMHCTPYMEHT BBINOJHSIET
B opM00OOpa3z0BaHUM.

WTak, BO-NEPBBIX, B KOPPEJSILUU HH-
CTPYMEHTAJIbHON MY3BIKH C COJBHO-TPYI-
MOBBIM  TI€CEHHBIM  HCIOJIHUTEIHCTBOM
KOPPEKTUPOBKA UX OTHOIICHUH B OoJbLIei
CTENeHH CBsI3aHa C KaHPOBOH Crel(pUKON
MIECHU M BO MHOTOM OINpeIeNsieTcs Impak-
THUYECKUM OIIBITOM M MCIOJHUTEIBbCKUMHU
BO3MOXHOCTSIMH MY3BbIKaHTa-UHCTPYMEH-
tanucta. C (QyHKIIMOHATBHON TOYKH 3pe-
HUs MY3bIKaJIbHBI MHCTPYMEHT, KaK Y¥kKe

ObUIO OTMEUYEHO, Yalle Bcero ayOnupyer
napTUIO aHCaMOJIeBO-XOPOBOH JIMHUHU, 000-
ramasi OpHaMEHTAJbHBIM BapbUPOBAHHEM
obmyro dakrypy. Pazymeercs, 4To B TakoMm
COI03€ CJIOKHO OKHMJaTh MX PUTMOUHTO-
HaIlMOHHOTO TOKJIECTBA, BBI3BAHHOTO HC-
MOJIHUTEIIbCKUMH OCOOCHHOCTSIMU TOJ0Ca
U uHCTpyMeHTa. OJHAaKO BCTpeYaroTcs OT-
JIeTIbHBIC TPUMEPHI, TJIe 00a miacta B OyK-
BaJIbHOM CMbICIIe TPUOIMKAIOTCS K €IUH-
ctBy. [loaTBEepkIeHUEM CKa3aHHOTO MOTYT
CIIY’KUTb, HAIPUMEP, HECKOJIBKO MECEH pas3-
HBIX J)kKaHpoB: Mudonornyeckue («Ilmmuma-
sutxa» u «Cearoit [eopruii»), cBagebHas
MEeCHsI, KOT/Ia HeBECTY BEAYT B JIOM, HapT-
ckas («Cocpyko JTOOBIBa€T OTOHBY), UCTO-
puko-repounueckas («Ilecnst o baxuucapaii-
cKoM moxoze»)'’.

Bo-BTOpBIX,  BHEIIHEE  BICYATICHHE
3HAYEHUS! WHCTPYMEHTAJIBHOTO COMPOBO-
KICHUST B HAPTCKUX TECHSIX BBIPAKACTCS
B UYETKOM MOAAEPKKE METPOPUTMHUUYECKOMN
OpraHu3alK KOJUIEKTUBHOTO MY3UIIMPOBA-
Hus. Ero mpucyrcrtBue B oOmieil cTpykry-
pe o0pa3ioB crmocoOCTBYET AMHAMU3ALUU
TEMITOIBMKCHUSI, 0€3yCIIOBHO BO3ACHCTBYS
Ha paBHOMEPHOE Pa3BEPTHIBAHUE TOBECTBO-
Banus. Tak, B mmuHamie «boit Caycapsiko
¢ Torpemem» (Oxemyrckasi BepcHsi) CTH-
MYJIOM 3HEPreTHYEeCKOT0 HMMIIyJibCca, CIIO-
COOCTBYIOILLIEIO AKTUBU3ALMU MeEJIOUYe-
CKOTO COJEp’KaHMsl TIECHU, CTAHOBHUTCS
OCTHHATHO aKI[EHTUPYEMbIil OMOPHBIN TOH,
nyOnupyemMblidi B TIAPTHH MY’>KCKOTO XOpa
(mpumep Ne 1).

B-TpeTbux, B HauMMEHbIIEH CTENEHU
POJIb  MHCTPYMEHTAJILHOTO COIMPOBOXKICHHUS
B DMUYECKOM MECHE 3aMETHA, KOIa UHCTPY-
MEHT BapUAHTHO MOBTOPSIET JIUIIH KOPOTKUI

17 Cm.: HapoaHble necHU 1 HHCTpyMEHTaIbHbIE HAaUrphiiy aaeros... T. 1. C. 65-67, 7075, 152—154;

T.2.C.70-72; T. 3. C. 51-53.

121



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

xopoBoii pedpeH. B mnechne
«MecTp Amiamesa 3a KpOBb
oTua» (KabapAauHCKasi Bepcusl)
TEKCT U3JIaraeTcs B PEIKOMU I
MIIWHATIEN 1e3yPUPOBAHHOMN
dbopme, rIe HameB COACPKUT
JIBAa MOTHBA: IMEPBbIA HCIO-
HSET COJIUCT, BTOPOMl — MyX-
ckoii ancambOib. [lecHs Hauu-
HAeTCd C MHCTPYMEHTAJIbHOTO
BCTYIUICHUS. 3aTe€M MOJKIIIO-
YaeTCsl COJMUCT, KOTOPBbIA BeE-
IET OCHOBHOE MEIOIUYECKOE
3€pHO, €My OTBEYaeT YyHHU-
COHHBIN XOp (BTOpON MOTHUB
MIECHM), MIPEACTABIAS UHCTPY-
MEHTaJIbHO-XOPOBOM KaJaHC.
JpyrumMu cioBaMH, BaXHBIM
opranmsyomuM  (hakropom
CTPYKTYpPbl MEJIOCTPO(HI BHI-
CTyHaeT e€IuWHas UeNb pUT-
MOJIBMKEHUSI U3 TPEX 3BEHBHEB
BapbUPYEMBIX PUTMODOPMYI
aas. ]IBe 3 HHUX 00pa3ylOT-
Ci Ha OCHOBE BepOAILHOIO
MOJIYCTUIINS, a TOCHeqHss
CEMHCIIOXKHBIM aCCOHAaHC-
HBIM  CIIOBOOOOPOTOM  XOpa:

Moumep N2 1 «boit Caycapbiko ¢ ToTpetlgm»®
Example No. 1 Sausaryko’s Fight with Totreshch
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JaKITIOUnTEIILHAS

daza pUTMOMHTOHAIU-

OHHOHM CTPYKTYpPHI MIECHHU, CO3AAIOMIAs YET-
KO€ OUIYIIEHHE MOJIBM)XHOM TaHILIEBAIbHOU

18 Tam xe. T. 2. Ne 3. C. 34.

pUTMO(POPMYJIbI, JTOMOJHUTENIBHO MONTyYa-

€T TeMOpO-PErrCTPOBOE «YTOJIICHHUE» 32
CU4€T JABYXTOJIOCHO-OYpAOHHOTO IyOIUpo-
BaHUS IMIUKammuHoW'®. KopoTkuii MOTHB

19 Bo Bcex »aHpax aJbIr'cKOro (GoIbKIOpa poiib HHCTPYMEHTAIBHOTO IIacTa MECHU MPEHMYIIECTBEHHO

BBITIOJTHAIOT IHMHUKAIIIIWHA,

HMCEromias,

IO MHCHHUIO MHOI'MX HCCHGHOB&T@HGﬁ,

ApUCTOKPATHICCKOC

MPOMCXOXKAEHHE, N nXanud (Tpemorka). llukanmnHa — pa3sHOBUAHOCTb CMBIYKOBOM IIEHKOBOW JIIOTHH
— Ha MPOTSDKEHWH BCEH MCTOPUH aJbIrOB 3aHMMasla 0c000€ MECTO B 3THHYECKOH Kynbrype. OHa urpana
[JIaBEHCTBYIOLIYIO POJIb B HAPOAHOM HHCTPYMEHTApUH, TOYTEHHbIE HCIIOIHUTEIN HOCHIIH €€ Ha M0sICE BMECTO
KHMH)KaJla, OHA TaK)Ke BHCEJIa B IoME Ha MOYETHOM Mecte. Takum 00pa3oM, IIMKAIMIIMHA CTaja CHMBOJIOM
HallMOHAJIBHOM KynbTyphl. K mpuMepy, KBUHTACCeHIUEH copepskanns neceH-cerosanuii «Ilecus o Hapryre»
n «CeroBanust Maptunel XpaOGporo» ciyxar cioBa: «Bor ckopo ympy — roBopsi: / Moo MIHMKaNIIuHy
CTapyIo METh 3aCTaBIISAIO», YKA3bIBAIOIINE HA CAKpaJbHOE 3HAYCHHE IINKAMIINHBL B TPaIULMOHHON KYJIBType
ansiroB. Cm.: HaponHblie nmecHU U HHCTPYMEHTANIbHbBIE HAUTphIluy aabiros... T. 3. Y. 2. C. 375, 379.
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C HEOJHOKPAaTHO AakKLEHTHU-  [lpumep N2
PYEMBIM TIJIaBHBIM OIIOPHBIM

TOHOM, 1yOIMPOBAaHHBIA MYX-

Example No. 2

«MecTb ALLIOME3T 30 KPOBb OTLIOY
Ashamez’ Revenge for His Father's Blood

.\

x NI =

o

CKUM aHcamOIeM, CO3IaéT puT-
MOHMHTOHAIIMOHHYIO  (hOpMyITy

. ¥
O 4
Ha.c(w) - pan Mea _ klow.

Ha MPOTSDKEHUM BCEH Makpo-

(opMBI TIECHU, BBI3bIBAasl aHa-
JIOTUI0 CO CTPYKTYpOW ocmu-

-4

Hamuot gopwvr (A. KOchun).

JIaHHBI TIpUMEpP OAHOBPEMEH-

HO BBINOJHSCT MU CBSI3YOLIYIO
byHkImo pedpeHa MexmIy Ba-
PHATUBHO HM3MCHSIIOIIMMCS Ha-
neBoM comucta (mpumep Ne 2).

Mpumep N2 3
Example No. 3

«bon Cocpyko ¢ Totpeluem» 2
Sosruko’s Fight with Totresh

3 "3

B-4etBépThIX, B OOJBININH-

s r
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CTBE NPUMEPOB, IN€ MPHUCYT-
CTBYET COIIPOBOXJCHHE, MECHS

7

¥
Co . clb)-poi-Kpydy cu  HOXY...

hlL:J/"

>
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o
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MOYKET HAUMHATBCSA C HMHCTPY-
MEHTaJbHOW Maptuu. B mecne
«boit Cocpyko ¢ Torpemem»

Yo. yo. yo,

e —= — 1 PP e —

(xaGapauHCKast Bepcusi) Me- r
JIOJMKA KaK B COJILHOM, Tak M

B XOPOBOW MapPTUSAX OTPAHUYHUBACTCS Y3KUM
3BYKOBBIM JIMAIIa30HOM — OOJIBIIION U MaIon
TEPUUSIMU COOTBETCTBEHHO. B TO ke Bpems
WHTOHAIIMOHHOE COJICp)KaHWE TAPTHH IIIH-
KalllIMHbl PacIIupsieT 3BYKOBOE MPOCTPaH-
CTBO HameBa JI0 MIECTUCTYIIEHHOTO 3BYKO-
psaa (c MpoIycKoM BTOpOM cTyreHH). Tem
caMbIM MHCTPYMEHTAJIbHBIN IJIACT OKpallu-
BaeT JCKJIaMaIlMOHHO-TIOBECTBOBATEIHHBIN
KOHTEKCT HaIleBa IAPOKUM MEJIOAHYECKUM
pa3mMaxoMm, co3aBasi SACHYI0 J1A00UHMOHAYU-
OHHYI0 NOOOEPIICKY BEPXHUM ILIACTaM, CTPYK-
TYpHO OOBEIMHSS JTUATOTOBBIC MEPEKITMIKA
COJIMCTa U XOPOBOT0O aHcaMOIIs B €IUHOE Lie-
noe. PUTMOMHTOHAIIMOHHOE BapbUPOBAHUE
MapTUU MHCTPYMEHTA TAaKKe BIUSCT HA Me-
JIOUYECKYI0 THOKOCTh B OOIIIEM HareBe, 1o-

r r

=

poxzas eni€ OAHy MHTOHALMOHHYIO JIMHUIO
gopmynvroco 3nadenus (mpumep Ne 3).
B-nATBIX, MHOW BapHaHT KOHTPACTHO-
CTH, CO3JAOIIMNCSI NapTUEHd HHCTPYMEH-
TaJIbHOTO IJIACTa, MOKET UMETh KOCBEHHOE
OTHOLIEHUE K MOHATHUIO «KOHTPACTHOM Io-
AUGOHUMY, MOPOKAASL CIOKHYIO CTPYKTY-
Py TpEXCTPOUHOM (PaKTyphl, HEIPUBBIYHYIO
JUIA 3nr4Yeckoro xanpa. Tak, necHs «llla-
OaTBIHBIKO €/1€T Ha Xacy HapTOB» (LIarcyr-
CKasl BEpCcHs) TakKe HAuMHAETCA C pas-
BEPHYTOr0 BCTYIUIEHHS, TJ€ HUCXOASIIAs
MEJOJNYECKass JIMHUSA IIMKAIIIUHbBL J10-
CTUTaeT JAuana3oHa CEKCThbl, TPUKAbI Ye-
peaysach ¢ TUXOPAHOW perukoil (cu—is)
MY>KCKOH XopoBoi rpynnsl (mpumep Ne 4).
Jlanee BcTyInaeT COJMUCT, MapTUs KOTOPOIO

20 HapomHble NECHU U HHCTPYMEHTAJIbHBIC HAUTPBIIIHK aabIroB. .. T. 2, Ne 14. C. 102.

21 Tam xe. Ne 5. C. 46.
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KOHTPACTHOE UHCTPYMEH-

MpeAcTaBisieT coboil JeKIaMaluoOHHO-
OCTUHAHTHYIO MEJOIM3allMI0 TEKCTa Ha
oHOW BbIcOTE 1. Ecnmu BO BCTymieHUU
JMHUU WHCTPYMEHTA U XOpa HaXOIUJIUCH
B aHTH(OHHOM PEXKHUME, TO B MeJocTpode
YCTAHABIIUBAETCSI OJHOBPEMEHHOE COBMeE-
IICHUE BCEX IJIaCTOB — OCTHUHATHO CHILIA-

TaabHOE 3BY4YaHUE, MOPOXK/IA-

e€MO€ KpEaTHBHBIMU BO3MOXK-
HOCTSIMH MY3BIKaHTa. BrpIlIen3noxeHHbIe
HAONMIONCHHS  SIBIISIIOTCSL  TIPEIBAPUTENb-
HbIMH. J[aHHBIA (EHOMEH PErHOHAaJIBLHOTO
(GONBKIOPHOTO MBIIUICHUS, 0€3yCIOBHO,
TpeOyeT npyroro (opmara uccieaoBaHUS
C TpUBIEYCHHEM Oojiee MHUPOKOTO Kpyra
HAy4YHBIX PaKypCOB.
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Annomayusa. B cratbe pacCMaTpUBAIOTCS TBOPUYECKHE 33 JaHUS IO TPE0OPa30BAHHIO IEPBUYHOTO
aBTOPCKOTO TEKCTa B YCIIOBHAX aHCaMOIIEBOTO My3WIIMpPOBaHUs B Kiacce ¢oprenuano. Mx menb
— OBJIa/ICHHE HEKOTOPHIMHU HaBBIKAMH CBOOOTHOTO MY3WIIMPOBAHUS B KOHTEKCTE TUATOTHUECKUX
CTPYKTYp ¥ WHTOHALIMOHHOMW JIEKCUKH 0apoKko. PaccMaTpuBaroTcsi Takue yHUBEPCAJIbHbBIE TPUEMBI
TBOPUYECKOTO MPeoOpa30BaHusl, Kak PETHCTPOBKA U AyOupoBKa, ucronbs3dyembie B X VII-XVIII Bexax
MIPY TIEPEU3II0KEHNH KIIABUPHOTO TEKCTA B pa3IMYHbIe aHCaMOJIeBbIe COCTaBbL. TeXHUKA TPHUMEHEHHUS
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he technique of variant transformations

of original compositions was formed

in the instrumental musical culture of
the 17th and 18th centuries in the conditions
of standard ensemble music-making.
It was reflected in the musical texts of piano
reductions. [1; 2; 3] The tradition of amateur
music-making was that of unfolding the
two-staff piano score into an ensemble score
with various versions of re-exposition. [4]
The foundation of the technology was

served by the sixteen chief techniques
of transformation of the initial musical
text, among which the most diffuse
were: registering, doubling, inversion,
folding and unfolding, tempo change
(deceleration, acceleration), change of
dynamics (intensification, attenuation),
change of articulation, the technique of ars
combinatoria, expansion and contraction,
transformation of the vertical into
the horizontal and of the horizontal into

** Ha pycckoM s3bIKe cTaThsi omyoiaukosana B xypHaie "MKOHU / ICONI", 2019, Ne 2, ¢. 116-127.

https://doi.org/10.33779/2658-4824.2019.2.116-127
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the vertical, and ornamentation. They pervade
the graphics of numerous musical texts as the
universal means of work with the primary
source. The mastery of the acquired practice
of wvariant transformation compositions
has become the tradition of creation
of transcriptions of ready-made musical texts
in the conditions of ensemble play along
with the frequent changes of the makeup
of the performers or the genre-related
basis of the dance. Below we present
the development of intonational etudes
on the basis of fragments of J. S. Bach’s
works for clavier with the aim of mastering
two of the aforementioned techniques —
registering and doubling. The application
should result in the initial attempts of work
with transcriptions of original compositions
for beginner musicians. [5] The conditions
of competent organization of the proposed
forms of work with the musical text on
intonational and figurative bases are:
1) deciphering the semantic structures and
intonational lexis of the initial authorial
musical texts; 2) work in the conditions
of role playing (narrative-driven situations);
3) reliance on the structures of syntactic
dialogue (between the horizontal and the
vertical). [6; 7]

J. S. Bach. Preludein D minor

The musical score graphics indicate
at the attributes of the presence of two
grammatical-semantic structures in
the Prelude: ornamentation (the upper
line) and the bass part (the lower line).
In the original musical text they are
examined as grammatical structures up until
the moment of the choice and concretization
of the acoustical images hidden in them on
the part of the performer.

The concretization of the semantic
structures and the endowment by them
of various meanings may occur depending

128

onthechosenstorylines, sinceitis particularly
the storyline which is capable of endowing
each of the versions with various — already
not abstract, but definite — meanings. Below
we propose different versions of storyline
situations for subsequent transcriptions:
“ am playing the organ,” “There is
a rehearsal of early orchestra going on,”
“And how this would sound on a flute ...?
with two cellos ...? in a dialogue between
the strings and wind instruments ...?”

“l am Playing the Organ”

In the vertical structure of the musical
text (Example No. 1) in the storyline of
“I am playing the organ” in the bass part
the performer assigns a particular meaning
to the “organ pedal.” In the situation of role
play, the student performs it as an “organist,”
by playing it with the left hand, which marks
this structure on the piano in an articulatory
manner. The figurations are colored
by the “soloist-organist” by means
of the technique of registering: he transfers
segments of the ornamental design into
the various registers of the organ.

The universal technique of registering
presumes the action of transference
of separate sounds, motives, phrases,
melodies or other sections of the musical

J. S. Bach.
Notebook for Wilhelm Friedemann Bach.
Preludein D minor

Example No. 1

||||||

||||||
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text into another register. The application
of this technique was frequently connected
with the peculiarities of the structure
of the instruments and the necessity
of playing the manuals. With the help
of the technique of registering, the clavier
pieces were unfolded into a semantic score,
thereby creating a quasi-orchestral sound
in household conditions. The registering
was also one of the most elementary and,
at the same time, the brightest means
of 1improvisation and preluding on
the organ.

In the examined example the drawing
of the ornamentation (the figuration)
in a horizontal unfolding may be
segmented and transferred an octave above
in the pianist’s right hand in the proportions
of 1 +1; 0.5+ 0.5 or 2 + 2. It is necessary
to sound out all of these variants.
The piece is performed in a majestic,
moderate tempo intrinsic to the organ.
Whenever appropriate, it is possible
to identify and include the necessary timbre
on the keyboard synthesizer.

“There is a Rehearsal
of an Early Orchestra Going On"

In the role playing, on the basis
ofthe selfsame example with the participation
of an imaginary orchestra and the solo
part (of a virtuoso soloist), the student is
offered to bring in the registral shifts of
the motives corresponding to the subject
(1+1; 0.5+0.5) in a fast tempo. In this case,
we can count as the “soloist” an acoustic
image of a string instrument (e.g., a violin)
or a wind instrument (e.g., a flute) performing
figurations (upper line of Example No. 1).

The teacher or partner in the ensemble
performance would play the lower line —
the basso continuo' part, strengthening
the effect of the orchestral sound by means
of doubling (“two cellos”).

Doubling is the technique of performing
the same melody or harmonic element on
several instruments at once (in classical
compositions — in octaves, thirds or
sixths). Doubling is frequently applied
by condensing the sound and creating a
dynamic effect for the aim of expanding the
acoustic space. In works for clavier doubling
becomes an indication of the elements of a
shortened score: the acoustic images of solo,
tutti, basso continuo, and instrumental duos.
For example, in the following examples
octave doubling represents the images of
tutti (mm. 3—4 and 7-8 of Example No. 2,
mm. 1-2 and 5-6 of Example No. 3).
Doubling in thirds presents a continuous
belt-type variety voice-leading, typical
for a duo for two flutes (mm. 3-4 and
mm. 7-8 of Example No. 3). It creates
the timbral-acoustic images of shepherd
pipes and pastorals.

The Musette
(Shepherd's Pipes and Bagpipes)

Example No. 2 Notebook for Anna Magaalena Bach.

Musette. BWV Anh. 126

' Basso continuo (Italian for “continuous bass voice”) — in a polyphonic musical composition from
the baroque period — is the part intended for variant transformation. The performance of the continuo part
was assigned to the pedal part of the organ played by the legs or to the low string instruments — the cellos,

violas da gamba, etc.
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Example No. 3 Notebook for Anna Magadalena Bach.
C.P.E. Bach. Polonaise. BWV Anh. 125
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The well-known piece from the
pedagogical repertoire for beginners,

the Musette from the Notebook for Anna
Magdalena Bach (Example No. 2) contains
easily recognizable semantic structures:
acousticimages ofthe soloist (the shepherd’s
pipe) and the accompanying instrument
(the bagpipe) (mm. 1-2 in a vertical
dialogue), as well as the tutti image
(mm. 3-4; mm. 7-8). However, this
example, condensed into the notation
of piano music in the score, is not so
simple in itself. It ought to be examined
as a specimen of a twice reflected musical
text. First of all, the clavier text contains
features of a baroque ensemble with
the alternation of a smaller and a larger
groups of the orchestra. The small group
is the flute and the cello (mm. 1-2 and
5-6); the large group is the orchestral tutti
(mm. 3-4 and 7-8). Second, the baroque
ensemble demonstrated in the clavier text
carries out its own artistic goal: it performs
a pastoral scene in the storyline of playing
of a village orchestra: “the shepherd’s
pipe and the bagpipe.” The performer’s
use of registering in the soloist’s part
(the transferal of the tune played by the
flute-pipe in mm. 2 and 6 an octave higher)
may be conducive to creating a dialogue
the simplest way — as an echo of two flutes.

The result of such work with semantic
structures is provided by the capacious

sound of the material in the guise
of an unfolded score (instead of a flat text with
a depiction of a bagpipe, a straightforward
and crude means in this refined picture).
Correspondingly, adjustments are made
to the goals of performance articulation
which  provide the correct style
of exposition. While unfolding the text
from a flat two-line format into the format
of a capacious musical depiction, we obtain
acoustic stereo effects.

The grammar and syntax of the musical
text with its division into repeating motives,
as well as the figured type of exposition in
many compositions create the possibility
of applying the aforementioned storylines
and registering as the chief techniques of
transformation and “coloration” of the
ornamentations.

J. S. Bach. Preludein C major

In the assignment for preluding placed
by J. S. Bach in the Notebook for his son
(Example No. 4), the model of exercise,
similar to the previous cases, is built
on grammatical-semantic  structures
of the “organ pedal” and ornamentation.

Example No. 4 J.S. Bach.

Notebook for Wilhelm Friedemann Bach.

Prelude in C major
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In the storyline “I am playing
the organ,” the registering is carried out
on the level of ornamental motives, or by
means of transposition up an octave of an
entire figured segment equal to a measure.
The doubling of the bass part is possible
on the condition of the participation
of a musical partner playing the role
of the “second organist.” In the case
of a performance of the prelude on the
piano (or two pianos), the goals of subject-
related articulation are set. The intonational
study may also be solved by an organ sound
created on a synthesizer.

Especially intriguing is the effect
of combining the synthesizer (organ) and
the piano (a quasi-flute sound) together
with applying the technique of registering:
the even-numbered measures (or motives)
of the prelude are played on the piano
an octave higher than what is written,
drawing out the necessary timbre into
the colorful palette of the flute register.

J. S. Bach. Prelude No. 6 in D minor

Example No. 5

J. S. Bach. Well-Tempered Clavier. olume |.
Prelude No. 6in D minor

In the musical text of the Prelude from
the Well-Tempered Clavier (Example No. 5),
the bass part is deciphered as a sign
of a particular orchestral sound
(the staccato of the low strings). By
creating a transcription, we can presume the
development of the storyline by enhancing
the spatial effect by the octave doubling
of the bass and the registral transferals

131

of the soloist’s ornamental motives.
The meaning of the organ pedal is obtained
by the bass part, just as in all analogous
cases, in the storyline “I am playing
the organ.” The difference between
the sounds of two various meanings —
the orchestral and that of the organ —
1s achieved on the piano by means of
dynamics and articulation.

Considering the presence of ornamental
structures in the musical text of this fragment,
itbecomes possible to create various versions
of unfolding of the ornamental lines:
1) to carry out the registering by separating
the figurations into the phrases or motives;
2) to group the triplets into “anacrusis”
motives and to play the piece in a slow
tempo; 3) to perform the motives-designs
in various dynamics, with “echo effects”;
4) to perform the motives-designs in various
timbral colorations (“And how would
the melody have sounded on the flute ...?
Ontwo flutes ...? On a flute and an oboe ...?”).

Thereby, each version may create new
combinations of the constituent parts of the
ornamentation, to enhance their colorfulness
by means of registering and doubling.

J. S. Bach. Preludein C minor

In the following fragment (Example
No. 6) in the storyline “I am playing
the Organ,” a different allotment of roles
is suggested: the first measure would be
played by the teacher and the student strictly
according to the musical text (in the notated
register), while in the second measure
the ornament would be transferred by the
student an octave higher. The repeated pitch
C at the end of each even-numbered measure
may also sound out in an organ registering,
if the player makes use of both of his or her
hands. In the storyline “there is a rehearsal
of a string orchestra going on” in the same
example, a precise allotment of roles is
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desirable in the vertical dialogue between the
bass and the soloist parts % The variant
re-exposition of the text may be initiated
by subsequent changes in the storyline. For
example, in the soloist’s part a change of the
problem-related situations and a performance
of the solo parts in the form of role playing
are possible: “And how would this sound on
a flute?” (the technique of registering on the
top line), “And how would this sound when
played by solo violins?” (the technique
of doubling in octaves; the combination
of registering and doubling).

J.S. Bach. Twelve Little Preludes.
Preludein C minor

Example No. 6

J. S. Bach. Sarabandein D minor

In the clavier text of the Sarabande
in D minor from J. S. Bach’s French
Suites (Example No. 7) we can discern
the indications of a quasi-orchestral score

Example No. 7 J.S. Bach. French Suite No. Tin D minor.,
Sarabande
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with the stratification of its instrumental
parts into divisi sections in each of the lines
of the two-line clavier notation.

The teacher and the student
are advised to “unfold” the clavier text
into a “stereophonic” space of the voices
ofthe texture, which may be done by applying
the techniques of registering and doubling
when performing a work for piano four
hands. Each of the performers is expected
to play his or her line with two hands.
The teacher has to intonate the lower
line of the musical text, carrying out the
registering of the lower voice by means of its
transferal an octave down (in the left hand).
The student then would play the upper line
of the musical text, transferring the upper
line (in the right hand) an octave higher
(“And how this would sound on a flute?”).
The solo flute could also sound in a different
variant: as a horizontal, alternate dialogue
“of two flutes.” In this case, the student
would apply the registering on a massive
level of 4 + 4. The upper voice — the one
assuming the role of the first flute (mm. 1-4)
— 1s performed according to the musical
text; the voice impersonating second flute
(mm. 5-8) would sound an octave higher.

As can be seen from these clear examples,
the assignments are to be carried out
in the form of both solo and ensemble
music-making; in a dialogue of the teacher
(or the partner) with the pupil. Such a type
of work is suggested by the semantic
structures of the musical texts of most
of the pieces, the storyline organization
of which is dialogic: the pupil performs the
figures of the ornamentation (or the melody)
in the upper line in the role of the soloist;
the part of the lower line “on the organ”
or in the orchestral sound of the basso
continuo 1s performed by the teacher.

This type of work has much merit.
It makes it possible to divide into two
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portions for two musicians the difficulties
connected with performance, and at the
same time it presents the possibility
of concentrating on applying various
concrete techniques of transformation
of the musical text, comprehending it not
only from the technical side, but also from
the side of its musical content.

J. S. Bach. Minuetin B minor

In J. S. Bach’s works for clavier and
his suite cycles we frequently encounter
dance pieces with the genre indicated in
the title. Such pieces may also be subjected
to variant performance transformations on
the basis of changing the storylines. Thus,
Example No. 8 undoubtedly possesses
the genre features of a minuet, and the
key intonation of the piece is the rhythm
of the step, however, this does not provide
the sole semantic structure of the musical
text. The wvertical syntactical model

% turns out to be no less obvious.
It serves as an indication of the presence
in the clavier music of a compressed quasi-
score. On its basis, the minuet can be presented
in the role play as a piece that is “not
danced,” but, in other words, as a scene of
music-making. Two well-known techniques
suffice for its unfolding: the doubling within
the basso continuo part and the registering

J. S. Bach. French Suite No. 3 in B minor.
Minuet

Example No. 8
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of'the soloist’s ornamentation. The technique
of doubling would create the illusion
of the sound of the low string instruments
(the performer’s left and right hands play
in octaves simultaneously). Registering
represents the acoustic images of the flute
and the violin whose dialogue may be
built on the thematic responses of various
proportional levels by means of transposing
one of them an octave higher.

A no less interesting version of registering
can also be applied in this example
in the basso continuo part, built on
dialogic anacrusis motives. The storyline
for the performer would be the situation
of playing in the horizontal dialogue on
“two cellos” with an alternating exchange
of thematic responses in various registers
of the piano.

J. S. Bach. Fantasia

J. S.Bach. Partita No. 3 in A minor,
Fantasia, mm. 79-89

Example No. 9
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In conclusion, we suggest performing
a fragment from the Partita in A minor
(Example No. 9) with the insertion
of various storylines: “I am playing the
organ,” “There is a rehearsal of a string
orchestra going on,” or “Trio for two
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flutes and cello” in combination with
the teacher, applying the various different
types of registering and doubling at alternate
times.

Types of registering: a) a segment
of the ornamentation is equal to a phrase
(2 measures); b) a segment of the
ornamentation is equal to a motive.

Types of doubling: in the basso
continuo part make use of two storylines:
a) “The cellos are playing simultaneously;”
b) “The cellos are playing at alternate times.”

The formation of proficiency of the
mastery of the universal techniques of
transformation of the composer’s musical

text is extremely relevant not only for
adult performers, but also for young
musicians. They are conducive to a dynamic
interaction on the part of the pupil with
musical compositions and make the routine
work on the text more fascinating and
meaningful. Such forms of study activities
pertain to the category of intensive forms,
since they provide accelerated results in the
understanding of the semantic organization
of the musical text and in the increasing
of pianistic and compositional skills of the
learner, and they also allow the pupil to
make the first confident steps in mastering
the art of transcription.
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Annomayua. Haponnas My3bIKanbHasi KyJIbTypa — OJHA M3 3HAYMMBIX JUCLMILIUH B CHCTEME
cpenHero npogdeccuoHaIbHOTO 00pa30BaHMsl, KOTOpasi Ha CETOAHSIIHUN IeHb HE UMEET Kakoi-1100
Hay4YHO-METOINYECKON MOAEPKKHU. B cTarbe paccMaTrpuBaroTCs KItOU€BbIe MPOOIEMBbI, CBSI3aHHbIE
C peanu3aiuen JTaHHOTO y4eOHOTO Kypca, TaKue KaKk OTCYTCTBHE COBPEMEHHBIX YUeOHBIX MOCOOUH
1 COOPHHUKOB J€MOHCTPAIlMOHHOTO MaTepuaia, a IIaBHOEe — yCTapeBIlasi Ha CETOHAIIHUN JIeHb
METOAMYECKasl yCTAaHOBKA, COINIACHO KOTOPOI Hapo/iHas My3blKajbHas KyJIbTypa paccMaTpuBaeTcCs
Kak cymMa (POJIBbKIOPHBIX TEKCTOB. ABTOPOM 0OOCHOBBIBAETCS aKTyaJIbHOCTh BBIPAOOTKH MHOTO —
KyJBTYPOJIOTMY€CKOT0 — I10/1X0/1a K U3y YEHHIO TUCIUIUINHBL, KOTOPBIH 00ecrieurBai Obl BOCIpUATHE
e€ 0o0beKTa Kak IEJIOCTHOIO MHOTOMEPHOTO siBieHHs. [l peanmu3amuu 3TOW WHUIIMATHBBI
npeJiaraeTcsi TeMaTHUECKUil IIaH, COCTaBJIEHHBIH Ha OCHOBE COOCTBEHHOIO MEJArornyeckoro
OTIbITa B paMKax y4eOHOM Harpy3ku, KOTopasi IpeaycMOTpeHa IeHCTBYIOIIMMU 00pa30BaTeIbHBIMU
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B pe3yibTaTe COIMOJOrMYECcKOro ompoca yuammxcsi KamyKckoro 0071acTHOrO My3bIKaJbHOTO
kouiemka uMenu C. U. TaneeBa. B 3axiroueHue ompenensioTcss MyTH peIIeHUs MpoOIeMbl
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o0pa30BaTeIbHOMN CPEb.
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Abstract. Folk musical culture is one of the significant disciplines in the system of secondary
vocational education, which does not enjoy any academic or methodological support in the present
day. The article discusses the key problems associated with the implementation of this training course,
such as the lack of modern teaching manuals and compilations of demonstration material, and most
importantly, the currently outdated methodological approach, according to which folk musical culture
is regarded as a summation of folklore texts. The author substantiates the relevance of developing
a different — namely, a culturological — approach to the study of the discipline, which would ensure
the perception of its object as an integral multidimensional phenomenon. For the implementation of this
initiative, a thematic plan is proposed, drawn up on the basis of the author’s own teaching experience
within the framework of the teaching load, which is provided for by the current educational standards.
As it was being formed, the requests and interests of students were taken into account, identified
as a result of a sociological survey of students at the Kaluga S. I. Taneyev Regional Music College.
In conclusion, means of solving the problem of educational and methodological support are determined
with a focus on the capabilities of the modern digital educational environment.
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(mamee — HMK) 3aHumaer oco- U BceoOIlel UCTOpUEH, BMECTE C KOTOPbI-

00€ MecTo B KOpIyce TUCIUIUINH, MH COCTaBIsET MPEIMETHBIN OJI0K UCTOPH-
COCTABIAIOIINX NPOTPAMMY TMOATOTOBKH  KO-KYJIBTYPOJIOTHYECKOW HAIPABIEHHOCTH.
CIIELIMAJICTOB CPEIHETO 3BEHA IO HampaB-  VcTopus MUPOBOM KyJIbTypbl U HapOJHas
JeHU10 « My3BIKaJIbHOE HCKYCCTBO». BOTIM-  My3bIKajdbpHass KyJdbTypa 3aJar0T J1Ba BEK-
yye OT OOJBIIMHCTBA MPEIMETOB, HA3BaHUA  TOpa AJI MOCTHXKCHUS yYalllUMUCA KYib-
KOTOPBIX accourupoBanbl ¢ My3bikoi, HMK  TypHOro Hacnemus uenoBeuectBa. B mep-
BXOJIUT HE B TPO(DECCUOHANIBHBIN, a B 00IIIe-  BOM ClIy4ae CTYACHTHI U3Y4aloT Pa3InyHbIC
oOpa3oBaTeIbHBIN YIEOHBIHN IUKIT, OTHOCACH ~ 00JIacTH TMPO(EeCCHOHATBHOTO HCKYCCTBa,
K ero npouibHOMY paszzeiy. 31ech OHa CO- BO BTOPOM — HENpogecCUOHATbHOTrO

l l apoaHas My3bIKaJIbHAasi KyJIBTypa CEACTBYET C MCTOPUEH MHUPOBOW KYJIBTYPBI
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(mapogHoro, TpaaunnoHHOro). ITockomb-
Ky COBpPEMEHHOE MYy3BbIKallbHOE 00pa3o-
BAHME CBA3aHO IIPEXKIE BCEro C MY3BIKOU
npodeccuoHanbHOM Tpaguluu, COYETaHUE
COOCTBEHHO  MY3bIKaJbHBIX JAUCIUIUIMH
C HUCTOpPUEN MHUPOBOH KYJBTYpBI CO31AET
LEJIOCTHYIO KYJIBTYPHYIO cpeny, popmupys
y CTYIEHTOB KOMIUJIEKCHOE IPEACTABICHHE
o cepe ux JAesTeTLHOCTH.

HMK anpecyercss kK MHOU KyJIbTYpHOU
oOnactu, npuuéM U CaMO HAaUMEHOBAaHHE
JUCLUIUIMHBI, M ONHCaHHe €€ B paMKax
JNEUCTBYIOIIUX 00pa3oBaTeIbHBIX CTaH-
naptoB! neraeT aKUEHT HMCKIFYUTEIbHO
HAa MY3bIKQJIbHOM COCTaBISIOLIEH Kypca.
[Ipu sTOM A1 aOCOMOTHOTO OOJIBIIMHCTBA
oOydaromuxcs  cdepa  My3BIKAIHHOTO
dbonbKkIOopa SIBASETCS YYXKAOW U TPYIHO-
nocTuraeMor. MHOTroneTHUN Tegarorunye-
CKHMH OIIBIT aBTOpa MO3BOJISIET YyTBEPKIAATh,
YTO HApOJHbIE HANEBBl B UX AyTEHTUYHOM
3By4YaHUU BOCHPUHHUMAIOTCS  CTyICHTa-
MH TSKEJIO, BOCIIPOU3BEICHUE Ja)Xe He-
CIIO)KHBIX TMECEHHBIX 00pa3loB MO HOTaM
3a4acTyl0 BBI3BIBACT 3HAYUTEIbHBIE 3a-
TpyAHEHUs1. BeposTHO, OCHOBHasg MNpHUYU-
Ha NMOJOOHBIX SBJIEHUH — B 0COOOM My-
3bIKAJIBHOM SI3bIKE, KOTOPBIM HETOHSTEH
MOJIOJIOMY Y€EJIOBEKY, BOCHIUTAHHOMY B CO-
BPEMEHHOU TOPOJACKOM MY3BIKAJIbLHOU Cpe-
ne. Kak HU cTpaHHO, CXOJHBIE MPOOIEMBI
HaOJIIOIal0TCSl CETOJHA B MPOILIECCE YCBO-
€HUs CTYJEHTAMHU KJIAaCCUYECKON MY3BIKU,
COCTABJISIIOIICH OCHOBY Y4eOHOMN mporpam-

1

Nmerorcs B Buay DenepaibHbIE TOCYIApCTBEHHBIE 00pa30BaTeIbHBIC CTaHIAPTHI

mbl. [. TapaeBa 00BsACHAET CKYAHOCTD KYJb-
TYpHOro Oaraxka yyauiuxcsi TeM, 4TO TaKas
My3bIKa OTCYTCTBYET B MX IOBCEIHEBHOM
>ku3HeHHoM ombiTe [1, ¢. 200]. OgyeBuHO,
YTO ISl PEUICHUS MOJ00HON MPOOIEMBI
HE00X0IMMO CO3/1aBaTh HOBBIE KYJIbTYpHBIE
CBsI3M B3aMeH oTcyTcrByromux. I. Tapaesa
npeajiaraeT reHepupoBaTh MX HAa OCHOBE
OMOLMOHAIBHOTO COYYacTHUsl, HCIONb3Yys
pasnuuHbie (GOPMBI BU3yaTU3alMH MY3bI-
KaJIbHOTO MaTepuana [Tam xe, c. 202].
OMOLIMOHAJIBHBIM OTKJIMK KakK OCHO-
Ba M3YyYEHHs HAPOJHOW NMECHU COCTABISAET
OJIHY M3 0a30BBIX METOJIUYECKUX YCTAHOBOK
COBETCKOM menaroruku’. OHako COBpeMEH-
HO€ STHOMY3bIKO3HAHUE 3MKAETCA Ha TOM,
YTO CYIIHOCTHBIM Ka4e€CTBOM (DOJIBKIIOp-
HOTO ITPOU3BEJICHUS SIBIISIETCSI HE €r0 3MO-
LIMOHAJIbHAS TIOAOIUIEKA, a OIpEaeIEHHAs
KyJIbTYpHast (yHKIUs, KOTOpas 00yCJIOBIIH-
BAa€T CTPYKTYPHBIE MapaMeTpbl MY3bIKaJIb-
HOro Tekcra®. COOTBETCTBEHHO, JJISI TOTO
4qT0OBI OOJIErYUTh BOCHPUATHE YUaIUMUCS
HApOJHOM MY3bIKM, HEOOXOAWMO CO3/aTh
y HUX MpEACTaBICHUE O MOMOOHBIX (PYyHK-
IUSX U UX Mpeanocbuikax. Takum oOpaszom,
B (okyce y4eOHOW AMCIUIUIMHBI OKa3bIBa-
IOTCS HE MECHU M HaWIPBIIIN KaK TaKOBbIE
U JJaKe HE MY3bIKaJIbHO-(OJIBKIOPHBIE JKaH-
pbl, a TPaJIULMOHHAS KYJbTYpa KaK LIEJIOCT-
HOE€ M CaMOJOCTaTOYHOE SIBJIEHUE, OCHOBY
KOTOPOTO COCTaBJIsSIET CBOEOOpa3Has KapTH-
Ha Mupa. Takod MOAXOJ MO3BOJIAET 3HAKO-
MUTH yUYAIIUXCS C MY3BIKaJIbHBIM (POIBKIIO-

CpenHero

npodeCCHOHaIBHOT0 00pa30BaHUs 10 PSIy HANpaBlIeHUN TPyHIbl «My3bIKanbHOE UCKYCcCTBO» (2021).

2

3

Cwm.: [Tomosa T. B. OcHOBBI pyccKoii HapOAHOM MY3bIKH: yueOHOe mocodue. M.: Myssika, 1977. C. 14.
BHepBI)Ie HOILO6H3§I naesa 61)1.]13 BbICKa3aHa BbIAAONIUMCA OTCYCCTBCHHLIM 3THOMY3BIKOBECIOM

E. I'mnmuycoM u KpHCTaIM30BaHa B €r0 ONpeesieHHH (OIBKIOPHOTO KaHpa, KOTOPBIN €CTh «TUMH3aIMs
MY3BIKQIBHOW CTPYKTYPHI O] BO3JACHCTBHEM OOLIECTBEHHOH (YHKIMU U copepkaHus». [lompoOHee cM.:
lunmuyc E. B. PutyanbHble WHCTpyMEHTANbHBIE HAaWTPHIIIA MEIBEKBETO Mpa3iHUKa OOCKUX YrpoB //
Haponneie My3blkanbHbIe HHCTPYMEHTBHI M HHCTpPYMEHTaJIbHAsE My3bIKa: ¢0. cTaredl 1 MarepuaioB. B 2 u.
4. 2. M.: Cosetckuit kommosutop, 1988. C. 165.
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POM, HE TOCTYJIHUPYS €ro «3K30TUYHOCTHY,
a oObsICHsIS e€.

Ha ceronuAmHuii 1eHb KyJIbTYpOJIOTH-
YECKUN BEKTOP B U3y4YCHUU HAPOJHOU MY-
3BIKAJIBHOM KYJBTYpBI CIEAyeT MPU3HATh
HE TOJBKO aKTyaJbHBIM, HO U €IMHCTBEH-
HO BO3MOXHBIM. Kpome TOro, uMeHHo Ta-
KOM MOJIXOJT OKAa3bIBAETCSI BOCTPEOOBAHHBIM
B cTyieHueckoi cpeae. OO 3TOM TOBOPST
pe3yapTarbl aHOHMMHOI'O ONpOca, IpOoBe-
INEHHOTO aBTOPOM Cpeau cTyneHToB Kamyx-
CKOr0 00JIaCTHOTO MY3BIKAJIbHOTIO KOJUIEH-
xa umenu C. U. TaneeBa B ¢erpasie 2024
roga. B uccnenoanuu ydactBoBainu 84 ye-
JIOBEKa, OOydaroluecss Ha pa3HbIX Kypcax,
B TOM YHCJI€ MEPBOKYPCHHUKHU, KOTOPBIE OC-
BaMBaIOT JUCIUIUIMHY B HACTOSIIEE BpEMS.
B uuncie npounx ObuT 3a7aH Bompoc « [l
4ero, no-pamiemy, HyxeH npeamer HMK?»
U TPEUIOKEHbI CIEAYIOINe BapUaHThl OT-
BeTa (C BO3MOXKHOCTBIO BbIOOpaA JI0O0T0 MX
KOJIMYECTBA):

a) TMOBBIIIAET OOIIMHA KyJbTYPHBIH YpO-
BEHB;

0) yuactByer B (HOPMUPOBAHUH IPO-
(heccuoHaIHHBIX KOMITETEHITHA MYy3bIKAHTA;

B) BOOOIIE HE HYKEH;

r) Jpyroe (YKaxxure, 4To MMEHHO).

[Tonasnstoiee OONBIIMHCTBO OMPOIIECH-
HBIX BBIOpai0O TEpBbIA BapUaHT, MPUUYEM
€CJIU CPeau TEPBOKYPCHUKOB IOl TaKUX
OoTBETOB cocTtaBuia 75%, TO cpenu mpe-
CTaBUTENEN OCTAIbHBIX KYpCOB (Te€X, KTO
yke 3akoHuna nzyueane HMK) — 93-94%.
OTMeTHM, 9TO K MX YHUCIy OTHOCHUTCS IIO-
JIOBMHA TE€X CTYJAEHTOB, KOTOPBIE CUUTAIOT
IUCLUIUTIHY HEHY)XHOW' (Tpoe W3 MIECTH).
[TokazarenbHO cOYETAHUE BAPHUAHTOB «a»
" «0» B TecTOBBIX OiaHkax. Tak, okojio 2/3
MIEPBOKYPCHUKOB M BTOPOKYPCHHUKOB TpE/I-

MOJIaratoT, YTO 3HAKOMCTBO C HapOIHOMN
MY3bIKaJIbHOU KYJIBTYpOH HEOOXOIUMO IS
dbopmupoBanusi uX MPoGeCcCUOHATBHBIX
komrereHuui. Ha 3—4 kypcax xoan4ecTBo
noJOOHBIX MHEHHUU PE3KO YMEHBIIAeTCs
M COCTAaBJISIET JUIIL 1/3 OT BCEX HUMEIOIINX-
cs. 3anmpoc Ha CONPUKOCHOBEHHUE C TpPaJu-
UMOHHOW KYJBTYPHOW CpPENON BBIPAKEH
Y B HEMHOTOYMCIIEHHBIX «JIPYTUX» OTBETAX
Ha IOCTAaBJIEHHBIN BONPOC: «J1a€T NpeCTaB-
JIEHUE O HApOoIe», «IO3BOJISIET Jy4lle IOo-
HUMAaThb MEHTAJUTET», «IIOMOTaeT JIy4ulie
1 O0JIBIIIE Y3HATH O CBOEH CTPaHE M 0OBIYasIX).

CrpemiieHne K TOHUMAHHUIO CYTH $B-
JICHUM OKpPY’KAIOIEro MUpa, B TOM YHCIIE
MY3bIKQJIbHBIX, SBISETCA OTIMYUTEIBHON
YEepTOW CTYAEHTOB-TIOIPOCTKOB, COCTABIISIO-
IIMX OCHOBHOM KOHTHHI€HT MY3bIKaJIbHBIX
yumuil 1 kowtepken. [penomasas HMK,
aBTOP M3 rojia B IOl OTBEYAeT HA MHOTOUKC-
JIEHHBIE BOMNPOCHI, HAUNHAIOIIMECS CO CI0BA
«moyemy». IHTepec yyammxcs K pogHOM, HO
BMECTE C TEM UYKJIOM JUIsl HUX KYJIbType Ha-
XOJIUTCS B pyCJI€ MEXKYJIbTYPHOU KOMMYHH-
Kalliy, 3alpoc Ha KOTOPYIO BO3pPAcTaeT Kak
B 00ILIECTBE B LIEJIOM, TaK U B COBPEMEHHOMN
oOpa3oBarenbHOM cpenie. ONbIT OCTHKEHUS
«MHOW» KYJIBTYpPbI, HU3Y4YCHHUS CMBICIOBOU
OCHOBBI €€ SIBJICHUI MOXKET CIIOCOOCTBOBATh
Pa3BUTHIO B Yy4alllUXCsl KYJIBTYpPHOH M CO-
UAJILHON TOJIEPAHTHOCTH (ITOJPOOHEE CM.:
[2]), OTKPBITOCTH ¥ BOCIIPUMMYUBOCTH K HO-
BOMY, CTPEMJIEHUIO HE OTTOPTHYTh, a UCCIIE-
JI0OBaTh HeroHsaTHoE [3, c. 31].

K coxaneHuro, KynbTypOJIOTHYECKUU
MOIXOA K NPENOJAaBaHHID HAPOAHOW MYy-
3BIKAJIbHOM KYJIBTYpBbl HAaXOAWUTCS B 3HAUYM-
TEJIbHOM NPOTUBOPEUYHH C TpeOOBaHUSAMU
OI'OC. Jlymaercsa, ogHa W3 NPUYUH CIIO-
JKUBLIEHCS CHUTyallUM KpOETCsl B OTCYT-

4 BepOHTHO, Opu TakKOM COYCTAaHUHN MHEHHI «HCHYKHOCTB» CTOUT pAaCUHCHHBATH KaK OTCYTCTBHUC
HUHTCPECA K IIPEAMETY, 3BHAYUMOCTL KOTOPOI'O BCE Xe HpI/IBHaéTCﬂ.
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CTBUM KaKOH-IHOO HAy4YHO-METOAMYECKOU
pednekcun B 3TOW 00JAcTH, BCIEICTBUE
Yero 3a IMOCJIeHUE JECATHIETUS] HE ObLIO
co3naHo HU ofHoro (!) yueObHOro mocoobus
M0 HApOJHOW MY3bIKAJIBHOM KYJIbTYpe WU
HapOAHOMY MY3bIKaJbHOMY TBOPUECTBY JIJIs
CpPEIHMX CHEIUaIbHBIX Y4eOHBIX 3aBejie-
Huir’. MckimodeHneM MOXKHO ObUTO OBbI CUU-
tark KHUATY B. llypoBa «KaHpsl pycckoro
¢onpkitopay, n3nanay B 2007 romy®. Pa-
00Ta TO3UIIMOHUPOBAHA KakK ydeOHOe Io-
coOue 15t My3bIKaJIbHBIX BY30B W YUYWJIHILI,
HO CTOUT OTMETHUTh, YTO OHA HE MPOXOAMIA
HUKAaKOM SKCIIEPTHOM MPOBEPKH (IoIpoOHee
0 mpoOiieMe SKCIEePTHONW NPOBEPKU yueo-
HBIX nocobuii piua CIIO, a mmeHHO 00 OT-
CYTCTBMM 3aKOHOAATEIBHO O(OPMIICHHOM
CHUCTEMBbI JIKCHEPTU3bl M HETaTUBHBIX IIO-
CJIEJICTBUSAX CIIOXKHBIICHCS CUTyallMd CM.:
[4, c. 302—303]). B onucanuu My3bIKajab-
HO-(onbKIopHBIX kaHpoB B. IypoB mpu-
JEPKUBAETCA  HCTOPUKO-CTHIIMCTUYECKOTO
MOJIX0/1a, HACJeqys U3BECTHBIM Ha CETOJHS
aBTOpaM Y4YeOHHMKOB U Y4YEOHBIX MMOCOOMIA
H. Bauunckoii, T. [TonoBo#, A. PynHeBoii’.
Bo Bcex aTux mocoOusix HapomHas My3bl-
KallbHasl KYyJIbTypa NpPEACTaéT KaK HEKU
Ha0Op TMEeCEH M HAWTPHIIICH, 00beIUHEHHE
KOTOPBIX B dKAHPOBBIE TPYIIIIHI OCYIIECTBIISA-
€TCsl IIPEXKJIE BCETO 10 CONEPKAHUIO UX 1103~
TUYECKUX TEKCTOB U OOCTOSITENILCTB UCTIOJ-
HeHus. [TomrMo TOro, 4TO Takoi MOJIXOM HE
JAET 1IeJIOCTHOTO MPECTABICHUS O KYJbTY-

5

pe, 3a er0 paMKaMH OCTAIOTCs Kak COOCTBEH-
HO MY3bIKaJbHbIE KPUTEPUH KaHPOBOM
muddepeHanum, Tak U OINPeAeIsIonue
uX (pyHKIIUH My3bIKaJIbHBIX TEKCTOB. Oc000
HYXHO CKa3aTh O MY3bIKaJbHOM MaTrepuale,
KOTOPBIM IPOUJUTIOCTPUPOBAHBI TEOPETHYE-
CKHE Pa3eNbl YIIOMSIHYTHIX Y4€OHBIX TOCO-
Ouii: 3HAUUTEIBHYIO UX YaCThb COCTABIISIOT
IpUMeEpHl U3 MECEHHBIX COOPHUKOB Pa3HBIX
neT, HaunHas ¢ koHa X1X Beka (B yueOHUKe
B. lllypoBa Gosbliast 4acTh HOTUPOBOK MPH-
HQJISKUT aBTOpy). BO Bcex mpuBOIUMBIX
npUMepax OTCYTCTBYIOT €IMHBIC MPUHIH-
bl HOTUPOBAHUS, KOTOPBIC TIO3BOJHIN OBI
COIOCTABIIATh UX MEXAY COOOW MO KaKUM-
100 CTPYKTYpHBIM mapamerpam. Kpome
TOT0, MECHU U3 COOPHUKOB pyOexa XIX—XX
BekoB (H. Pumckoro-Kopcakosa, A. Py6ria
U APYTUX) JHUIIEHBI Ay TCHTUYHOU (PaKTypBI,
YTO 3HAYUTEIIFHO CHIKACT WX IICHHOCTh
B KauecTBe MWJUIIOCTPATUBHOIO MaTepua-
na. CyIIeCTBEHHBIM MHHYCOM HMMEIOLIUXCS
y4eOHBIX TOCOOMH CciemyeT MPHU3HATh MoY-
TU TIOJJHO€ UTHOPHUPOBAHUE PErMOHATbHON
CHelM(HUKN PyCCKOTO MY3bIKAIBHOTO (OJIh-
KJIOpa KaK B TEOPETHUECKHUX pa3enax, TaK
U B COCTaBE HOTHOW 4acTH.

BBuny ycrapenoctu y4eOHBIX MOCOOMIA
U OTCYTCTBHUS Y4€OHO-METONMYECKON Oa3bl
npoOiieMa COAEP’KATENbHOIO HAIOJIHEHUS
kypca HMK ctout ceronnst o0co6eHHO 0CTpO.
Kaxnoe oOpa3oBarenbHOE — yUpexkIeHUE
pemiaer e€ Mo-cBoeMy, paszpadarbiBasi COO-

ITomumo MY3bIKQJIBHBIX YYWIWLI] U KOHHCH)Keﬁ, HapoJHasd MY3bIKaJIbHAasA KYJbTypa HpCHO,[[aéTCH

B YUMJIMIIIAX U KOJUJICPKaX KYJIBTYPBI U UCKYCCTB, pCATU3YIOMIUX MPOrpaMMbl IMOATOTOBKU CIICHUAJINCTOB
Cp€aHETO 3BCHA 110 HAIIPAaBJICHUIO <(My3LIKa.HLHOG HUCKYCCTBO».

¢ Ilypor B. M. JKaHpsl pyccKOro My3bIKaabHOTO (OJIBKIOpA: y4eOHOE MOCOOUE JUTS MY3BIKaJbHBIX
BY30B U yuniuil. B 2-x u. Y. 1. Mcropusi, OpITOBaHNE, My3bIKaJIbHO-TIO3THYECKHE 0cOOeHHOCTH. M.: My3bIKa,

2007. 398 c.

7

Cwm.: baunnckasg H. M., IlonoBa T. B. Pycckoe HaponHO€ My3bIKalIbHOE TBOPUECTBO: XPECTOMATHS.

M.: Myssika, 1973. 303 c.; IlomoBa T. B. OcHOBBI pycckoil HapoOHOW My3bIKHM: ydeOHOe mocoOue.
M.: Myssika, 1977. 224 c.; PynaeBa A. B. Pycckoe HaponHOE My3BbIKaJIbHOE TBOPUYECTBO: OUEPKHU IO TEOPHH

¢donbkiiopa. M.: Komnosutop, 1994. 224 c.
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CTBEHHbIE paboune MporpamMMbl JAUCUUIUIA- MYy TBOPYECTBY JUIS BBICIIMX YYEOHBIX 3aBe-
Hbl’. [IpyHIMTBI MX GOPMHUPOBAHMS U TeMa-  JeHHH'', CO3IaHHOTO KOJUICKTUBOM aBTOPU-
TUYECKOTO HAIOJIHEHUS Pa3JIMYHbl, IEPEYHU  TETHBIX 3THOMY3BIKOJIOIOB (OTBETCTBEHHBIN
npeylaraéMoil IuTeparypsl nectpsl U paz-  pemakrop — O. [lammna):

HOpOAHBL. Eciu Takue CUCKU M BKIIIOYAOT

KosmuecTBo
HCTOYHUKH, IpEIHAa3HAYEHHBIE HEIMOCPE- Ne Conep:xanue Tem yUEGHDIX HaCOB
CTBEHHO JUIS CTY[JCHTOB CPEIHUX Npodeccu- | 1 | Teopernieckue ocropbi 9
OHAITLHBIX y4eOHBIX 3aBEICHMI, TO UX BO3- TPAAMIMOHHON KyILTYPRY
9 o 1.1 Beenenue. ®onbkiiop Kak 0coObIi 1
pact — He MeHee 30 ser’. O6BEM yueOHOro THI KyTETYPHI
BpeMeHH, oTBoAMMOro Ha usyuenue HMK, 1.2 | Pyccxas napojast My3bikabHas 2
6 KyJIbTypa: HCTOpHUS U reorpadust
onpeneﬂﬂech;I YYEOHBIMHU IUIAHAMHU YYWJIAILL 13 | Kanposas cucreya 1
1 KOJUICIKEU U B IIOAABIAIOIIICM OOJIBIIINH- PYCCKOTO (hOIBKIOpa
CTBE COCTABIIAET 36 aKaJeMUIECKUX 4acoB'”, 1.4 | Pernonansnas nprposa 1
HApOIHOM KyJIbTypbl
Taroke BakHBIM (HAKTOPOM SIBIISIETCS «IIO- 1.5 | Tpannmonnas kaptura mupa 3
TOYHBIN» IIPUHIUIT OCBOCHHUA IUCHUILUINHEI, 1.6 | Kogbl-sI3bIKH TpaguiMOHHON 2
. My3bIKaIbHBIN SI3bIK
pu  KOTOPOM  (OPMHUPYIOTCSI CMEIIAHHBIE KYABTYPBI. Y
p P (1) PMHD 2 Pycckasi HapoaHasi My3bIKaJIbHAsI 23
y4eOHBIE TPYIIIBI, COCTOSIINE U3 CTYJICHTOB KYJABTYPa ¥ €6 KOMIIOHEHTHI
Pa3sHBIX CIIELUAIBHOCTEW. B 3TUX ycimoBusix | 2.1 | Putyansi npupoasoro mukia ™
BasKHEHIIeH 3a1a9ell CTAHOBHTCA CO3laHhe | >l Kauenuapueic o0psst n neckn >
2.1.2 | XopoBoabl 2
PBIM, YYUTHIBas BCE IEPEUUCIICHHBIE YCIIO- 2.2.1 | PouHb! i KpECTHHEI 2
BHSL, OTBEYAI OBl KYJIBTYPOIOTHUECKOMY [Of[- |22 | CBancOubili 00pia 4
’ KyJIbTYp . y I{U 2.2.3 | [IoXOpOHHO-IOMUHAJILHBIN 2
X0y K M3YyYECHHUIO HAPOJHOW MY3bIKAIBHON OOPSI0BBIi KOMILIEKC
KynbTypbl. OJTMH U3 BAPHAHTOB TAKOTO TlaHa | 2.3 | Heobpanosktit ponbiop €)
10 2.3.1 | Pycckuii anoc 1,5
Ha npOTﬁumeHHH JIET PEeaIu3yeTcsl aBTo- 232 | Tnpmeckas necws s
POM 3TON CTAaTbu B KaJ'IY)KCKOM 00JaCcTHOM 2.4 | BynHu ¥ Ipa3aHUKH 1
MY3bIKaJIbHOM KOJUICIKE. B 3HauMTeIhHOM 2.5 | Pyccxas Haponnas 4
o WHCTPYMECHTAJIbHAsA KYJIbTypa.
CTENEHW OH ONUPAECTCS HA TEMAaTUYECKUUI KOHTpOTBHEIE MEpOMPUATHS )
J1aH y4eOHMKa 10 HAPOTHOMY MY3bIKAJIbHO- Beero 36

8 Paboune porpaMmebl, B COOTBETCTBUU C KOTOPBIMU AUCIUIIIINHA «Hapoz[Haﬂ MY3bIKaJIbHAs KYJIbTypa»

pcann3yeTCsa B TOM HUIIM UHOM y‘{€6HOM 3aBCACHUHN, PAa3MCIICHBI Ha UX 0(1)I/ILII/IaJ'ILHBIX caiitax B pexume

OTKPBITOTO AOCTYIIA.

? CwM., HarpuMep, IPOrpamMMbl ydeOHOU AucuuIuinHbl «HapogHas My3bIkalibHas KyJIbTypa» Ha calTax

Kpacnosipckoro komnenxka uckycctB umenu I1. Y. MiBanoBa-PaakeBuua, Hukeropoackoro My3plKanabHOIO
yumnuma (komemxa) umenn M. A. bamakupeBa, HoBoCHOMPCKOro My3bIKaJbHOIO KOJIJIE)KA HMEHH
A. ®. MypoBa, CBepIJIOBCKOTO MY3bIKJIbHOTO yuminia (kojutemxka) umenu 11. U. YaiikoBckoro u ap.

19 MuHMMaJIbHOE KOJMYECTBO YueOHBIX 4acoB, 0TBeACHHBIX At HMK B y4eOHBIX IU1aHaX, COCTABIISIET
ocoOyto TpobneMy. 3HaUWTENbHAs 4YacTh BBIMTYCKHHKOB yupexaermii CIIO He mpomomkaer oOydeHne
B IPOQUIBHBIX By3ax, MOCIEIHNUE, B CBOIO O4Yepelb, IPEAyCMAaTPUBAIOT N3yYeHHE HAPOAHOIO TBOPYECTBA
JUIIb JUIS HEKOTOPBIX cHenuanbHocTed. TakuM o00pa3oM, Ui OOJIBIIMHCTBA CTYAEHTOB OOyudeHHE
B MY3bIKaJIbHOM KOJIJIE[KE — €IMHCTBEHHAsI BO3MOXKHOCTh 3HAKOMCTBA C HAPOIHON MYy3bIKaIbHOM KyIbTY PO,
KOTOpO€ HEOOXOIMMO CJIeJIaTh OJTHOLIEHHBIM U aIeKBAaTHBIM.

Il HapomHoe My3BIKaJIbHOE TBOPUECTBO: yueOHuK / otB. pem. O. A. IMarmmaa. CII6.: Kommosutop, 2005. 586 c.
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K coxanenuto, B npuBeAEHHBIN nepe-
YeHb HE BXOJAT TEMbI, CBA3aHHBIE C OCO-
OCHHOCTSIMU PUTMUYECKOM U 3BYKOBBICOT-
HOM OpraHM3alyy TPAJULMOHHBIX HAIlEBOB
W HaWTPBIIIeH, TTOCKOJIBKY O0Iee KoJuye-
CTBO 4acoOB, OTBEJEHHBIX YUYECOHBIM IUIAHOM
st HMK, kpaitHe orpanuueHo. MoxHO
MPEAIONIOKNATh, YTO JJI OCBELIECHHS IO-
JTOOHBIX BOMPOCOB OBUIO OBl JOCTATOYHO
2—3 ypOKOB, OJIHAaKO OIBIT aBTOpa MOKa-
3aJl, 4TO 3TO HEIEIIeCO00Pa3HO, MOCKOIbKY
HE MO3BOJISIET CPOPMUPOBATH Y YyUaITUXCS
CKOJIb-HUOY/Ib YCTOMYMBBIX MPEICTABICHUI
00 yKa3aHHBIX MapaMeTpax MY3bIKaTbHBIX
TekcToB. Habmonenust cBoeoOpa3zHoro sA3bI-
kKa (OJIBKIOPHON TPaJUIIMU MOTYT BKIIO-
4yaTbCsl B Pa3felibl, OCBELIAIOLIUE OTAEIb-
HbI€ XKaHpPbl U 00psA0BbIE KOMIUIEKCHI. Ecin
e Y4YeOHBIM IIJJaHOM 00pa3oBaTEIbHOTO
yupexaenus 1t HMK npenycmorpenst 60-
Jiee IIUPOKHE BPEMEHHBIE PAMKH, 3TU TEMBI,
0€3yCII0BHO, JOKHBI IPUCYTCTBOBATH B Te-
MaTUYECKOM IUIaHE JUCLUIUIMHBI.

OpueHTanMsl TEMaTUYECKOro IJIaHa Ha
LIEJIOCTHOE MPEJACTABICHUE O TPaAULMOH-
HOM KyJBType crnocoOcTByeT (opMupoBa-
HUIO y CTY/IEHTOB I103HABATEIBLHOTO UHTEPE-
ca, UMEIOLIETo pa3Hble BeKTOphl. K Takomy
BBIBOJly IO3BOJIAKOT IPUMTH OTBETHI y4a-
IIMXCS Ha BOIIPOC, O YEM UM XOTEJIOCh Obl
y3Hath Oosbiine Ha ypokax HMK, 3aganubrit
B paMKax BBIIIEYIIOMSHYTOTO aHKETHUPOBa-
HUs. B KadecTBe BapmaHTOB OTBETa OBLIU
MIPEAJIOKEHBI CIEAYOIIHE:

a) O IMCHUXOJIOTHMH HOCUTENEH Tpaauliv-
OHHOW KYJIBTYDBI,

0) 00 oOpsmax u mpa3gHUKaX;

B) 0 (POIBKIIOPHBIX KaHpaX;

I) O HAapOJHBIX MY3bIKAJIbHBIX UHCTPY-
MEHTax;

1) O MYy3bIKQJIbHOM $I3bIKE (DOJIbKIIOpA —
€ro PUTMUYECKON U 3BYKOBBICOTHOM Opra-
HU3ALMH{, MHOTOTOJIOCHUY;

€) CBOU BapHaHT.
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Haubonbiiee BHUMaHUE PECMOHICHTOB
NPUBJIEKIIa TPAAUIIMOHHAS HHCTPYMEHTAIb-
Hasi KyJIbTypa — OTOT BapUaHT BHIOpaIu
42% crapmeKkypcHUKoB U 53% CTyAEHTOB
nepBoro Kypca (mocieaHee, 04eBUIHO, 00b-
SICHSIETCSI TE€M, YTO COOTBETCTBYIOIIMNA pa3-
nen HMK onu emi€ ve npoxonunu). OngunHa-
KOBO BBICOK M YCTOMYMB HHTEPEC YUAIIUXCS
K o0psimam u mpa3aHukaMm (48% omporeH-
HBIX) B COYETAHMM C MOTPEOHOCTHIO B HX
MICUXOJIOTUYECKOM OCMBICIIEHUHU, KOTOpas
MOCTENIEHHO BO3pAacTaeT: Ha MEePBOM Kypce
BapUaHT «a» BeIOUparoT 33% OMpOIICHHBIX,
Ha BTopoM — 40%, Ha crapmux — 45%.
AHanornyHasi TEHJEHIUSI TMPOCIIECKUBACT-
Csl M B pOCTE MHTEpECA K DJIEMEHTaM MY3blI-
KaJbHOTO SI3bIKa QOTBKIOPHOHN TPATUITIH —
0T 25% CTyIEHTOB B MEPBbIi 1o 00yUeHHs
1m0 36% B nocnenytomue. OU4eBUAHO, UTO
JKeJlaHue pa3o0paTbcs B TOM, KaK YCTPOECHO
u3ydaeMoe SIBJICHUE, YCUJIMBAETCS TI0 Mepe
B3pociieHus: ydamuxcs. CoueTaHue 3TOro
npouecca ¢ MpoecCHOHATBHBIM POCTOM
CTY/IEHTOB TO3BOJISIET MPEANOI0KUTH OOIb-
1yt 3G (HEKTHBHOCTh OCBOSHUST HApOIHOMN
MY3bIKQTbHONW KYJIBTYPBl Ha CTapIIuX Kyp-
cax YYWIMILA/KOJUJIeXKa, a He Ha TEepBOM,
KaK 3TO MPEINUCaHO COBPEMEHHBIMH yueo-
HBIMH IJITAHAMM.

OpnHa W3 KJIIOYEBBIX MPOOJIEM B peau-
3allMy TPEAJaraéMoro MoAXoia K Hu3yye-
HUIO TUCIHUIUTAHBI 3aKII0YaeTCsl B COOTHE-
ceHuu e€ colepKaTeIbHOr0 HaNOJHEHUS
Y KOTHUTUBHBIX BO3MOXHOCTEH YyYalIuxcs
NOJAPOCTKOBOro Bo3pacta. OIeHuTh Mpa-
BUJILHOCTh M30paHHOW CTpaTeruu OTYACTH
MO3BOJISIIOT OTBETHI CTYAEHTOB Ha BOIIPOC
«HackoipKko CHOKHBIM OBUT/SBISICTCS IS
Bac npeamer HMK?». U3mepars ypoBeHb
CJIOKHOCTH TIpearainoch mo 10-6amipHoi
mkane. B menom nogasmnsitomiee OONMBITNH-
CTBO OIPOIIECHHBIX OLEHWIN TPYAHOCTh
OCBOCHHSI HApOJHON MY3BIKAIBHOW KYJIb-
Typbl HUXKE CpPEeIHEN, BbICTaBUB 3—4 Oasuia.
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[Ipu »TOM Cpenn MEPBOKYPCHUKOB, M3yda-
IOUIMX JUCLUIUIMHY B HacTosIlee Bpems,
MHOTHE cuMTaroT npeamer JErkum (33%
BbIOpanu auana3zoH 1—2 Oamna), a 4yacTh
IpeACTaBUTENCH CTapUIMX KypcoB — yMe-
peHHo cnoxHbIM (18% mocraBunu 7—8 Gan-
70B). OTMETUM, 4YTO Cpeau MOJYYEHHBIX
OTBETOB HE HAIJIOCh HU OJHOIO, KOTOPBIH
yKa3bIBaJl Obl HA BEICOKUN YPOBEHB CIOKHO-
CTH JUCIIUILINHEI.

VYCnemHocTs YCBOCHHUSI CTyI€HTaMU MH-
dopManuu B paMKax 3asiBICHHON KOHIIETI-
LIUH, Pa3yMEETCs, HE MOXKET ONPEACIATHCS
OJTHUM JIMILIb TEMATUYECKUM IUIAHOM JAMC-
mUIUIMHBL. OTMETUB 0€3yCIIOBHYIO Bax-
HOCTb JOCTYIHOTO M3JIOXKEHUSI TEOpETUYE-
CKOro MaTepuaia, yKakeM JIBa BaXKHEUIIINX
KOMIIOHEHTa Kypca HapOJHOW My3bIKajb-
HOM KyJlbTYypbl, HEOOXOAMMBIE ISl 0OecIe-
YEHUs1 EMy CTaTyca MOJHOLEHHON yueOHOH
JTUCIUIUIMHBL. DTO COBpEMEHHbIE yueOHbIe
nocoOus, CrocoOCTBYIONINE 3aKPETUICHUIO
MOJIyYEHHBIX 3HaHUM U TIO3BOJISIIOLIME pac-
HIUPATh MX CIEKTP, a TakXke MHOTOYHC-
JICHHBIE XPECTOMATHH ayAHoO- U BUIEOMa-

B IICHTPAJIU30BAHHOM Y4eOHO-METOauYe-
CKOM TIOJIE COCTAaBIIAET OAHY W3 KIIIOUe-
BbIX MpOOJEM B MPENo/aBaHUU HE TOJBKO
HMK, HO U CMEXHBIX C HEIO AUCUMILIMH,
TaKUX KaK HapOAHOE MY3BIKAJIbHOE TBOP-
4YeCTBO, pacmiupoBKa HApOAHOU IMECHH,
00JacTHBIE MEBUYECKUE CTUIH, U psAlla ApPY-
TUX, PEATU3YEMBbIX B MpOrpaMMax pas3ind-
HBIX CHeIUaJbHOCTeH cpenHero mnpodec-
CHOHAJLHOTO 00pa3oBaHus. Perenue 3toi
poOJIEMbI MOXKET JIEXKATh B TPAAUIIMOHHOM
MJIOCKOCTH CO3J1aHUsl OyMa)KHOTO y4yeOHU-
ka. Bmecte ¢ TeM cerogHs NpakTUYECKH
KOKJOMY CTYICHTY M MPENOAABATENIO J10-
CTyllHa COBpeMEeHHas IudpoBas cpeja,
obnagaromas IIHPOKUMHU 00pa3oBaTeib-
HBIMM BO3MOXHOCTAMU. Vcnosb3oBaHue
MHTEPHET-PECYPCOB TMO3BOJISIET HAXOAUTh
HYXKHYIO HMHQOpMAIUI0 CBOEBPEMEHHO
u B TpeOyeMom o0béMe [5, c. 424], a mo-
TOMYy (JOPMHUPOBAHUE CETEBOTO JEMOHCTpa-
nuonHoro ¢onga HMK cnenyer npusHaTh
OJTHUM W3 ONTUMAJLHBIX CIIOCOOOB pere-
HUA MpoOsieMbl y4eOHO-METOAMYECKOTO
obecrieueHus] Kypca HapOJHON MY3bIKaJb-

tepuanioB. OTCYTCTBME TaKUX MOCOOUNA  HOUM KyJBTYpHI.
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Abstract. The article is devoted to the problem of authorship in the digital and post-digital eras.
The digital revolution that took place in the early 21st century, radically changed artistic thinking.
It was conducive towards the dismantling of the previous analog system and the subsequent
transformation into the digital format, stipulated by the methods of encoding of information.
The discreet cyber system makes it possible to reduce to a maximal degree the processes
ofinformational transmission and to solve numerous various aims in simultaneity. The contemporary
artist operates with the broadest spectrum of materials, including everything that was created and
fixated not only in the digital, but in the analog form. This comprehensive archive forms the
basis of the trans-medial transcriptions and opens up new trajectories of creative development.
The article presents composers’ concepts that have appeared in the era of New Media: glitch-
art, which uses intentionally distorted digital objects, which are presently included into the field
of new music, the development of systems of artificial intellect for the creation of imitations
of authorial styles, as well as conceptual outsourcing. The academic novelty consists in the fact
that for the first time in Russian musicology the challenge of the problem of authorship is being
realized in the digital and post-digital eras, and also for the first time in the present angle the music
of composers Bernhard Lang and Johannes Kreidler is examined. The conclusion of the present
research is that the contemporary issue of authorship turns out to be subservient to the openness
of the unified digital archive and the possibilities of the trans-medial transcriptions in the situation
of a unified digital perception.
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Hayunas ctatbs

NMpo6nema asTopcTBa B 3noxy Hosbix Megua.
Bceobwmin uuppoBoit apxme KaK UCTOUHUK
TPAHCMEeAUAnbHbIX TPAHCKpUNUUA™**

Ceetriiana BuranbeBHa JlaBpoBa

Axaodemus Pycckoeo 6anema umenu A. A. Bacanosoti,

2. Canxkm-Ilemepoype, Poccutickas @edepayus,
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Annomayun. Ctarbs TOCBAIIEHA MpoOiIeMe aBTOPCTBA B HUGPPOBYIO U MOCTIUIKUTAIBHYIO
snoxy. [ludpoBoit mepeBopor, npousomenmuii B Hadyane XXI Beka, paguKkadbHO U3MEHHI
XyJl0O)KeCTBEHHOE MbIuieHrne. OH crmocoOCTBOBajJ CIIOMY MpEXHEH aHallorOBOW CHCTEMBI
U moclienyouiei Tpanchopmannu B digital — dhopmar, 00ycIOBICHHBIH METOJAMH KOJUPOBKHU
uHpopmanuu. JluckperHas kubepcucrema MO3BOJSET MAKCHUMaJlIbHO COKPATUTh IMPOIECCHI
nH(OpMALMOHHOHN Tepenayu M peniaTb MHOXKECTBO PA3JIMUHBIX 3a7a4 B OJIHOBPEMEHHOCTH.
CoBpeMeHHBIH Xy/I0KHUK OTIEpHPYET MIUPOYANUIIINM CIIEKTPOM MaTepUasoB, BKIIoUas B ce0st BCE To,
9TO CO3JaHO U 3a()UKCUPOBAHO HE TOJILKO B IM(POBOM, HO M B aHAJIOTOBOM (hopMe. DTOT BceoOImuii
apXMUB CTAHOBUTCS OCHOBOM TPAHCMENMAJIBHBIX TPAHCKPUIILHUKA M OTKPBIBAET HOBBIE TPACKTOPUU
TBOPYECKOIO pa3BUTUA. B cTarbe MpEACTaBIEHBI KOMIIO3UTOPCKUE KOHLENLHH, IOSBUBILINECS
B 910Xy HOBBIX Meaua: MUTY-apT, UCIOIB3YIOUINI HAMEPEHHO UCKaXEHHbIE IIM(PPOBBIE OOBEKTHI,
KOTOPBIE CETO/IHS BKJIFOUEHBI B I10JI€ HOBOW MY3BIKH, Pa3BUTHE CUCTEM UCKYCCTBEHHOI'O MHTEIIJIEKTA
JUISL CO3IaHUS] UMUTALMM aBTOPCKOM CTWJIMCTHUKY, a TAK)Ke KOHLENTYaJIbHBIN ayTcOpCUHT. HayuHas
HOBH3Ha COCTOMT B TOM, YTO BIIEPBBIE B PYCCKOSA3BIYHOM MY3BIKO3HAHUU OCYLIECTBISETCA
MIOCTAHOBKA MPOOJIEMBI aBTOPCTBA B HU(POBYIO U MOCTAUKUTAILHYIO 3TIOXH, a TaK)KE BIIEPBBIC
B JIaHHOM paKypce paccMaTpuUBaeICs TBOPYECTBO COBPEMEHHBIX KOMIIO3UTOPOB bepHxapna
Jlanra n Moxamneca Kpaiimnepa. BblBox M3 JaHHOTO HCCIIEIOBaHHA: COBPEMEHHAs MpobiIeMa
aBTOPCTBA OKA3bIBAETCS MOAYMHEHHOW OTKPBITOCTU €IWHOTO IIM(PPOBOrO apXuBa M BOZMOXKHOCTH
TpPaHCMEINATbHBIX TPAHCKPUIILUI B CUTYaIlMH €IMHOTO IIU(PPOBOTO MPEICTABICHHUS.

Knrwouesvie cnosa: snoxa HoBbix menua, mpobiema aBropcTBa, rmuTd-apT, bepuxapn Jlawr,
Woxannec Kpaiimnep, Hosas My3bika, u(ppoBas ¥ HOCT-INIKUTAIBHAS IOXH, [00p-7CTETHKA

** CraThs MOATOTOBJICHA IS MexayHapomaHoW HaydHOW KoHpepeHIHH «My3bIKaabHAs Hayka
B KOHTEKCTE KYIbTypbl. My3BIKOBEACHHE M BRI30BHI MH(DOPMAIIMOHHOM SIIOXW», cOCcTOsBIICHCS B PAM nMenu
I'aecunrprx 27-30 oktsa6pst 2020 roma npu puraHCOBOH Nouepxkke PODU, mpoekt Ne 20-012-22033.
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he digital revolution that took place
I at the threshold of the 21st century,
of which we have become the direct
witnesses, has cardinally changed artistic
thinking. In the present-day understanding
it has carried out the demarcation of
the dismantling of the previous analog
system and the transformation to a digital
format, which is based on special methods
of encoding information with the help
of a discreet cyber system that makes
it possible to reduce to a maximal degree
the processes of informational transmission
and to solve numerous very different aims
at once.

For the sake of communication
of various artistic language in the art
of New Media, a common communicative
field is created in which the modus
of the artistic impact becomes unusually
broad. It may span both the visual and the
audial spheres, generating them into a single
media space. In Lev Manovich’s book
The Language of New Media it becomes
possible to find a fair assertion that the
hybridization of art is aided by a single digital
representation.! Thereby, all the objects
(regardless of the means of their creation or
digitalization from analog sources) receive
a unified digital representation, moreover,
both the visual and the audial media are
represented in a single format, which makes
it possible to pass with ease from one source
to another and combine them together freely.

Such a metamorphosis presents by itself
a cardinal transformation from a monolithic
— or continuous — image into a discreet
one.

The field of cinema, presenting in itself
moving pictures —i.e., a set of photographs
— presents a massive model of the process
of pixelization. In the system of New
Media, it is projected onto the fractal
principle, wherein the structures, regardless
of their scale, are analogous. Lev Manovich
enumerates the following five peculiarities
of New Media: 1) numerical perception,
2) modularity, 3) the possibility of
automation, 4) mutability, 5) transcoding.?
Thereby, the key features turn out to be the
following: discreetness, automation and
variability, being the result of modularity,
and also the changeability of the “New
Media object,” which no longer presents
a fixed, immutable form.

Recoding becomes the characteristic
trait of compositional thinking in the era
of New Media, being conducive towards
the deconstruction of the comprehensive
digital archive. The technology of morphing,
which has received circulation in the three-
dimensional and in the two-dimensional
(raster and vector) types of graphics,
applicable for the transformation of objects,
may be presented in the regime of audio
and video processing of the source material,
which merely heightens the possibilities
of trans-medial converting.

' Manovich L. The Language of New Media. Cambridge: The MIT Press, 2002. P. 80.

2 Ibid. P. 27.
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Researcher Alina Venkova, when
mentioning Lev Manovich, writes: “Digital
technologies form their own aesthetic register
that influences, just as any artistic medium
would, the form of expression and provides
arepetitive answer: ‘The digital compositing
thatunifies the scattered elements into asingle
‘seamlessly stitched’ virtual space, — this
provides a fitting example of the alternative
‘aesthetics of continuality. <...>""”* The work
with the data of the media tracks becomes
a “convincing form of impact due to its fitting
into the mechanisms of hyper-stimulation
of feelings, which are characteristic
for contemporary culture.” The logic
of the montage technique and the aesthetics
of discontinuity reveal in themselves
the paradox of digital culture wherein
the visual, the stylistic and the semantic
heterogeneity are turned to the integration
of the fragments into a single essence and the
presentation of a new wholeness. This new
form of continuality works with temporal
structures and the heterogeneous material
is analogous to the montage technique
of cinematic art, which operates with moving
photography image.

The emergence of photography has
become revolutionary for the analogue epoch.
As Michael Rush writes in his research work
New Media in Art, photography endowed
humanity with “power over time, having
made it possible to stop it, to measure
its structure, to set the tempo with the help
of a frame-by-frame accelerated or slowed film
shooting and numerous other manipulations

with the category of time applied
in the discipline and art of photography.’
Herbert Marshall McLuhan in his book
Understanding Media asserts that ““...mosaic
is the mode of the corporate or collective
image and commands deep participation.
This participation is communal rather than
private, inclusive rather than exclusive.”®
The new dynamic, mobile and elusive
digital technology obviously contradicted
the heavy analog tradition existent during the
course of many years, which could not protect
the notated depictions and information
from loss, obsolescence and destruction.
Today we live in the post-digital epoch
of unification of the analog and the digital
worlds that were previously juxtaposed
from one another. This new hybrid aesthetics,
arising from the experience of mixture
or juncture of the analog and the digital
traditions, demonstrates an overt interest —
first of all from its aesthetical points of view
— 1n defeat, defect, deterioration and the
final failure of the project of digitalization.
Elvira Zhagun-Linnik, while citing the
authority of such critics of contemporary art
as Michael Betancourt, Claire Cloninger,
Rosa Menkman, John Case, etc., asserts
that glitch-art is presently carrying out the
“sociocultural function of the meta-criticism
of the contemporary technology-generated
civilization, showing its limitations and
deficiency.” [1, p. 72] Our perception
is formed through visual and sound
aberration, which generates new artistic
meanings. It is noteworthy that the term

3 Venkova A. V. Digital Immersive Environments in Art: New Anthropological Horizons. Actual
Problems of Theory and History of Art: Collection of Articles. Vol. 10. St. Petersburg: NP-Print, 2020,
pp. 649—655. (In Russ.) https://doi.org/10.18688/aa200-4-60

4 Ibid. P. 652.

5 Rush M. New Media in Art. Moscow: Ad Marginem Press, 2018. P. 13.
¢ McLuhan M. Understanding Media: The Extensions of Man. Cambridge, Massachusetts; London,

England: First MIT Press, 1994. P. 211.
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“glitch-art” has come into use from
the sphere of experimental electronics
of the 1990s, within the framework of which
the genre of glitch-music. [Ibid.] The account
started from 1991, with the appearance
of the album October 91 created by a group
of German sound-artists and experimenters,
one of the songs of which — Neopren —
contained elements of digital noise, called
glitch.’

Subsequently, during the 2000s sound
techno-morphism became the basis of the
artistic manner of Italian composer Fausto
Romitelli. In addition to cultivated musical
sound, it includes nonmusical technology-
relatedirritants, whichalsoevokeassociations
with glitch. The preference towards “dirty,”
uncultivated sound possessing numerous
hindrances on Romitelli’s part leads to the
fact that this acoustically heterogeneous
material is filtered, transformed, synthesized
and involved in the spectral sound field
of musical composition.

Thus, inthe presentday the contemporary
artist has at his disposal the entire gigantic
archive uniting in itself everything
that is created and fixated both by
digital and analog means. The ideas
of disturbance of an “ideal” sound object, [2]
the possibilities of its compression,
accelerated replication, and defect serve
as the chief means of work with material
that is for the most part derived from
the universal archive of recordings.

Glitch-art, being the art of mistakes and
digital hindrances, signifies destruction
of the digital code or physical manipulation
of various electronic devices. By estranging,

adopting and damaging the recordings,
and then mounting them together, the artist
constructs a conception in which the idea
of the wreckage of the digital culture turns
out to be predominating in the context of the
increscent crisis of digitalization.

Composer Alexander Schubert in
his theoretical work Switching Worlds®
presumes that the influence of glitch-art
1s retrospectively traced back to Italian
Futurism, wherein the use of noises was
generated, and then this technology was
applied by artists during the course of
the entire 20th century, including the
representatives of “concrete art”: Bruno
Munari, Franz Walter, Christian Markley and
others. While editing the programs or using
them in an untypical quality, glitch-artists
with the aid of digital deconstruction created
new specimens of “the art of the mistake.”
British publicist, avant-garde artist, as well
as specialist in the sphere of computer
technologies, James Bridle determines
as the semantic axis of the new aesthetics
the so-called “rendering phantoms,” living
in our imagination, in the liminal virtual
space: between the present and the future,
the real and the virtual, the physical and
the digital. In certain cases, artists place
digital objects into the physical world, and
vice versa. The interchange between the
digital and the analog ‘“‘source material”
lies at the source of the artistic method
of glitch-art, working with the “abducted”
and the “restored” word in a new context.

From the point of view of Roland Barthes,
myth in its contemporary understanding
1s formed from the “speech stolen

7 Scott H. C. Against the Tyranny of Musical Form: Glitch Music, Affect, and the Sound of Digital
Malfunction. Critical Studies in Media Communication. 2017. No. 34. P. 328.

https://doi.org/10.1080/15295036.2017.1333624

8 Schubert A. Switching Worlds. Frankfurt am Main: Wolke Verlag, 2021. 231 p.
® Bridle J. The Render Ghosts. URL: https://www.readingdesign.org/render-ghosts (accessed: 02.02.2024).
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and restored.”' The expropriation of the
sound material and its subsequent return
in a new context — in the music of the
post-digital era — serves as a foundational
method of the contemporary composer’s
work. Alexander Schubert suggests defining
by the term of “post-digital imperative” the
rejection of the interaction with the digital
technologies, presuming by it the attitude that
1s negative to it — an “intentional nostalgic
escapism.”'! As the point of departure
for the critique of the art of the digital era,
Schubert proposes shifting the accent from
the possibility of applying technologies
in the sphere of perception of technical

changes.'?
German  experimental  composer
Maximilian Marcoll (b. 1981) has

been working since 2016 on a series of
compositions called Amproprifications.
The title of the cycle presents the sum
of appropriated specimens of music
with their procedural enhancement.
The fragments of the music extracted
from the universal internet archive are
modulated within the frameworks of this
cycle with the aid of changes to the volume
taking place in real time. The performance
parts include in themselves elements of
various musical scores, at the same, the
composer does not add a single note into
the text of the original music. The creation
of the acoustic hindrances spans through a
broad spectrum of techniques — from the
soft attenuations barely perceived by the

ear to the harsh and loud fragmentations.
The filtrations, the laminated cultivation
of sound are connected with the overall idea
of acoustic strengthening and the principle
of expropriation of the material.
Manipulations with units of storage
of musical information and the
reconfiguration of ready-made materials lie
at the basis of the artistic method of Austrian
composer Bernhard Lang (b. 1957).
His idea, reflecting the artistic principles
of the digital epoch from the position
of the technologies in use have been inspired
by the philosophical concepts of Gilles
Deleuze."” Thus, in particular, especially
representative for his work is the “meta-
cycle” Difference/Repetition for various
ensembles, in which the composer projects
the ideas of Deleuze’s treatise into his
music. Having begun his work on the cycle
in 1998, simultaneously, since 2007, the
composer has been creating another meta-
cycle endowed with a similar philosophical
title, however, at the same time, connected
with the ideas of Gottfried Wilhelm Leibniz.
The cycle of pieces titled Monadologies
includes in itself various musical “monads”
from the examples of music of various
centuries and styles. Having from the start
been influenced by Deleuze’s treatise and
simultaneously presenting the specificity
of the artistic thinking of the epoch of
New Media, Lang has defined his aesthetic
conception as “loop-aesthetics.”' In its
focus was the problem of Differentiation

10 Barthes R. Mythologies. Trans. by J. Cape. N. Y.: The Noonday Press, 1991. P. 124.

1" Schubert A. Op. cit. P. 74.
12 Tbid.

13 Deleuze J. Difference and Repetition. Trans. by P. Patton. London; New York: Continuum, 2004. 432 p.

For more on this see: Lavrova S. V. Akusticheskaya fotografiya i “loop”-estetika. Nasledie printsipov

eksperimental'nogo kino v novoi muzyke [Acoustic Photography and “Loop”-Aesthetics. The Legacy
of the Principles of Experimental Films in New Music]. Bulletin of the Vaganova Ballet Academy. 2016.

No. 3, pp. 218-227.
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and Repetition, which, further on,
is also developed in Monadologies.
The phenomenon of “loop-aesthetics,”
theorized by Lang in his eponymous
work,!® has created the basis for endless
repetition of the already existing material.
The processing and the multiple re-recording
of music leads to the creation of meta-
compositions that are intended to change
radically the listener’s understanding of the
issues of original musical compositions.
In contemporary reality, fragments
of classical and popular music are
omnipresent, the world has become a peculiar
acoustic space. Lang, similar to Schubert,
orients himself not on technological
extensions as such, but on the shift
in the listener’s perception that the latter
form.

In his cycle Monadologies Lang creates
a “collection” of musical elements existent
on gramophone records and revises it
artistically. The key to understanding the
new method of composition is provided
by Deleuze’s interpretation of Dissimilarity
and Repetition: the composer displays
the short fragments of the musical material
in irregular loops. The material is subjected
to deconstruction: it may be sliced,
compressed or enlarged, but in the form
of a short musical cell it remains in the heart
ofthe composition. The repetition of the same
sound elements is intended to transform our
perception: the object remains unchangeable,
whereas the focus of its perception opens to
the listener a labyrinth of interpretational
possibilities, in which the latter has to find
his own path. This way, repetition generates

15 Lang B. Loop aestetics Darmstadt 2002.

differences in perceptions, disrupting the
identity of thought. In one of the articles,
titled Weltraummiill: Kurze Notiz zu den
Mpythologien des Ab-Falls [World Garbage:
A Concise Mythology of Waste],' Lang
turns to the sphere of contemporary mass
culture — intellectual garbage (or trash)
that is “the creation of the mass production
of machines,” ‘“the civilizational snare”
and “the stimulus for the activation of the
creative element.”!’

The reorientation of the aims and
principles of compositional work in the post-
industrial epoch, wherein there remains no
place forthe previously predominantattitude
towards authorship in the differentiation
between ‘“one’s own” and “somebody
else’s,” makes itself felt in Lang’s music, in
all obviousness. The composer makes use
of the digital archive of musical recordings,
and polemicizes with analog technologies
in the technique of compositional work,
simulating the effect of a broken record or
of a frame bounce (the jitter effect). Upon
the replication of the “jitter effect,” first of
all, it is necessary to determine the epsilon
region, wherein the modulated point of the
cycle is shifted back and forth chaotically.
This technique is frequently created with
the help of control over random generators.
At the same time, the primary source text
itself can be frequently traced out quite
concisely.

Max Erwin in his analysis of Lang’s
opera ParZeFool, created on the basis
of Wagner’s Parsifal, asserts that on
a superficial level Lang remains faithful
to the source material. [3, p. 101] Making

URL: http://members.chello.at/bernhard.lang/publikationen/loop aestet.pdf (accessed: 14.02.2024).
16 Lang B. Weltraummiill: Kurze Notiz zu den Mythologien des Ab-Falls. Ton. 1998. Nr. 4. URL:
https://bernhardlang.at/publikationen.html (accessed: 14.02.2024).

17 Ibid.



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

use of the recording of Pierre Boulez’s
performance as his basis, Lang replicates
almost precisely the respective durations
of the sounds of the three acts. The principle
of the work consists of splicing and looping
of separate phrases that Lang fixated as
being the key elements of the musical
text. These examples of expropriation of
the material and the playing with digital
technologies are designed to form a new
type of their perception. The hermeneutical
circle of the digital era includes analysis not
only of the so-called databases, but also of
the specimens of digital art, as well as their
interpretation in glitch-art, opening up an
infinity of articulation of meanings.

The work with the databases may be
carried out both “manually” by the composer
himself and by means of a machine with
artificial intellect. [4; 5] One of the steps
towards Barthes’ The Death of the Author
turned out to be the “Emmy” system
developed by David Cope in the 1980s.
With its help the method of automatically
composing music within the framework of
particular stylistic grammars has emerged.
The work of “Emmy” is aligned on the
analysis of the existent musical fragments,
making it possible to create new ones on their
basis. The algorithm, titled Continuator,
developed by Frangois Pachet, has presented
the possibility of continuing any musical
composition and literally finishing writing it
from the spot where the “living” composer
stopped. The basis of the documentation is
formed by the notated musical specimens,
and for this reason the programmer does not
necessarily have to be a specialist in Bach’s
music, for example, to have the possibility

of creating a program that generates music
in that composer’s style.

Cope has become a mediator between
the historical figure existing in real life —
the composer — and the computational
machine. He initially stemmed from the
idea that all music in its essence is inspired
plagiarism. The great composers had
“absorbed” the music that existed before it,
whereas their brains had “recombined” the
musical material and in some cases made
it special and recognizable, forming what
we have determined to be henceforward as
the authorial style.

“Emmy” 1s based on the process
of encoding data: the melodic language,
the harmonic structures, as well as the
particular stylistic lexis that considers
the logic of development and the style
of any particular composer on the basis
of the database. The list of “Emmy” musical
scores compiled with the aim of computer

programs numbers in the hundreds.
The latter include Beethoven's Tenth
Symphony, Vivaldis Zodiac, the Well

Programmed Clavier and numerous other
works.”® One of the most interesting
experiments for Cope was the creation with
the aid of “Emmy” the opera Mahler, which
is based on the aforementioned composer’s
songs and symphonies downloaded into the
database, while the libretto was generated
from his personal correspondence. In his
approach to composing the opera, Copetraces
the parallel with the music of Mahler, who,
in his turn, made several attempts to write
an opera, but was only able to finish one that
Carl Maria von Weber failed to complete,
Die drei Pintos. Henceforward, this opera

18 Cope D. The Well-Programmed Clavier: Style in Computer Music Composition. XRDS: Crossroads,
The ACM Magazine for Students. 2013. Vol. 19, Issue 4. P. 18. https://doi.org/10.1145/2460436.2460444
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has existed in two authorships."” Thereby,
the work with the system of artificial intellect
“Emmy” in Cope’s music, in general, and in
relation to the opera Mahler, in particular,
almost completely erodes the conception of
the authorial musical text.

The most well-known linguist-scholar,
Noam Chomsky does not consider it possible
to identify human reason with ChatGPT and
the like, since according to him, it is not
“a static machine, avaricious for hundreds
of terabytes of data.” On the contrary,
“...human reason presents a remarkably
effective and elegant system operating with
a limited capacity of information. It does
not aspire to violate the correlations of the
data, but attempts to create explanations.”*
Chomsky also attempts giving a different
appellation to this phenomenon, rejecting
“artificial intellect” as such. From his point
of view, this technology is nothing else but
a software computer program for plagiarism,
since it does not create anything, but only
copies already existent works by real artists,
modifying them to such an extent as to
bypass copyright laws.”?!

There also exist examples wherein
plagiarism is carried out not by artificial
intellect, but by other composers whose
work in copying is evaluated significantly
lower than the initial composer’s “original
idea.” A well-known example of such
a conceptualistic approach towards creative
work 1s the three-movement composition
Fremdarbeit (Outsourcing) (2009) for flute,
electronic keyboard, cello and percussion
by Johannes Kreidler (b. 1980).

In his preceding self-advertising
campaign, the composer oriented himself on
social and political issues. The low payment
for labor and the hand-to-mouth existence
of specialists in Third World countries have
compelled people to consent to degrading
pennyworth contracts offered by the author
of the “ingenious idea,” namely, Kreidler.??
Having received a commission from the
musical festival Klangwerkstatt in Berlin
for 2000 dollars, he decided to sell his idea
of musical outsourcing for the greatest sum
possible. Part of the advertising campaign,
and the performative constituent part
of the composition proper, turns out to be
the transmission of the general idea and
the explanation by the composer himself
of'the conception preceding the performance.

For the first movement of his piece,
Kreidler discovered on the vast spaces of the
internet and befriended Chinese composer
Xia Nong Xiang, who specialized in writing
musical compositions for special occasions:
weddings and funerals. Kreidler agreed
to pay Xia Nong Xiang a standard fee of the
sum of $10 for a composition in Kreidler’s
style, presenting the corresponding examples
of his music for copying.

For the second movement, Kreidler
established a contract with Ramesh
Murraybay, a programmer-engineer from
India with the experience of work in the
sphere of programming audio systems.
Upon the completion of the contract
in Germany, the latter was compelled
to return to India. Murraybay consented
to create technology generating software

1 Cope D. Virtual Music: Computer Synthesis of Musical Style. New York: The MIT Press, 2004. 552 p.
2 Chomsky N. The False Promise of ChatGPT. New York Times. 2023. March 8. P. 3.

21 bid.

22 Iddon M. Outsourcing Progress: On Conceptual Music. Tempo. 2016. Vol. 70, Issue 275, pp. 36-49.

https://doi.org/10.1017/S0040298215000613
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that would be capable of duplicating
Kreidler’s style. Having no reservations,
he began his work for $15, since he had
to sustain his wife and four children in
India. Murraybay had to analyze numerous
examples of Kreidler’s music with the aim
of determining the percentage composition
of stylistic components, dynamics, tempi
and timbres. During the process of study,
it has been found that the music of the
German composer consisted of 25% of
samples, which in their turn included 70%
of elements of pop music, 20% of speech
and 10% of classical music. The remaining
75% was taken up by instrumental music,
in which 53% was comprised of work using
the pointillist technique, and 23% was
linear and possessed a complexly defined
structural constituent part. The scale
of percentage of volume was presented
by the following characteristic features:
“46% of moderate capacity, 39% of
loud sounds, and 15% of soft sounds.”?
Kreidler used a software program to create
the second movement.

For the third movement Kreidler
entered into another contract for the sake
of cooperation, following which Xia Nong
Xiang created a musical composition
with the means of Murraybay’s software
programs, which included the additional
condition that it would include fragments of
ragtime and Maria Callas’ singing. For this
means, Kreidler paid the associate composer
another $45, as the result of which the
overall cost of the entire composition rose

to $90. This way, the composer realized his
conception, according to which the idea of a
musical work costs in terms of money much
more than the performance does.

Confirming the fact of anonymity
of the incorporated musical material by
Lang, as well as the conception of Cope’s
overall plagiarism, Kreidler concurs with
the validity of all sorts of technological
innovations and the “cheap labor” of
copyists. He says that he hears his pieces for
the first time at the concerts, emphasizing
especially that he is the bearer of a brand.
Here parallels appear with the work of Andy
Warhol, who also represented himself as
abrand. Nevertheless, Kreidler asserts that in
the sphere of music, in contrast to the visual
arts, it is impossible to receive so much
money from advertisement.?* In his musical
works, he makes use of numerous various
samples, which also include quotations from
the sphere of pop music. Thereby, Kreidler
“tests music for self-identity and accentuates
the exacerbation of the theme of copyright
in the digital epoch.””

The composition for musical theater
Audioguide is a poetical talk show,
in which Kreidler affronts Roland Barthes’
The Death of the Author, creating pseudo-
authorial material, and also making use of
a large number of self-quotations from his
earlier works composed seven years prior.
Extremely contrasting musical material is
illustrated by his quotations and pseudo-
quotations from the music by the composers
ofthe postwar avant-garde direction. Such an

2 Pasiecznik M. Kreidler. URL: https://pasiecznik.wordpress.com/2014/10/14/kreidler-2/ (accessed:

04.02.2024).

24 Kreidler J. The Culture of Copying: Monetary Value and Exploitation.
URL: https://runway.org.au/culture-copying-monetary-value-exploitation/ (accessed: 04.02.2024).

25 Rutherford-Johnson T. Music after the Fall: Modern Composition and Culture Since 1989. Oakland,
CA: University of California Press, 2017. 348 p. https://doi.org/10.1525/california/9780520283145.001.0001
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opposition can be examined as the dialectics
between form and content; Theodor Adorno
expresses it as a rejection of the conception
of the work of art as a unified organism.
The problem of the listener’s perception
today is connected with the rejection
of authorial music as such, in the context
of which the recipient already no longer
tries to discern what was created by a
real composer from the forgeries created
by artificial intellect or a product
of activities of “musical undocumented
aliens.” The evolutionary possibilities on
a parametrical level turn out to be minimal,
whereas the potential for innovations
is concealed in the contexts.

The composer presents his music
in the context of medial forms stipulated
by the existence of digital technologies.

A very substantial factor is created by the
act of acquisition or “expropriation” of so-
called “outward” music. At the same time,
it 1s necessary to note that the question of
the estrangement of copyright for composers
becomes one of the elements of intellectual
play.

Kreidler works in the sphere
of exceedingly “compressed sound art”
(the conception he has come up with,
in fact, being called Compression Sound
Art.)) Making use of a sound archive,
he “compresses” the collections of all
the songs by THE BEATLES and all
the Beethoven symphonies to the duration
of one minute, and even to a fraction
of a second. In his piece Product Placement,

he compresses 70,200 musical specimens
to the duration of 33 seconds. It becomes
a comical affair that Kreidler attempts to
register officially and receive the copyright
permission for the use of 70,200 specimens
of music from the sound recording company
GEMA (Gesellschaft fiir Musikalische
Auffiihrung), and this fact has also become
a part of his conception and his advertising
campaign.

The original idea, according to Kreidler,
just as for Marcel Duchamp, with his
rejection of work and promotion of “the
great laziness™ of conceptualism, stands
significantly higher than the ‘“originality”
of the music itself. The present time visibly
demonstrates the situation of the so-called
“music within music,” as Kreidler asserts,
when the time arrives for original ideas
for the creation of various bricolages out
of “ready” material.”

It has become obvious that the present-
day problem of the composer’s authorship
has become subservient to the openness
of a unified digital archive and
the possibility of trans-medial transcriptions
in the situation of the general format of
presentation of the musical material.
The post-digital era has asserted the
diversity of sources, the play with the “ideal
sound” of total digitalization, the aspiration
to destroy the “sterility” and, once again,
to take away the hermetic seal from all
the databases, allowing the authorial
material to become the source of all sorts
of archival play for the composer.

% Lazzarato M. Marcel Duchamp and the Refusal of Work. Trans. by J. D. Jordan. Los Angeles, CA:

Semiotext(e), 2014. P. 5.

27 Kreidler J. Musik mit Musik Abgedruckt. Darmstddter Beitrdge zur Neuen Musik. 2012. Nr. 21 (Juli),

pp- 73-80.

155



Mpo6énembl My3blkanbHoM HAykK / Music Scholarship. 2024. N2 1

References

1. Zhagun-Linnik E. V. Problematization of Artistic Aspects of Glitch Art in Contemporary
Glitch Studies. Articult. 2019. No. 2, pp. 69-78. (In Russ.)
https://doi.org/10.28995/2227-6165-2019-2-69-78

2. LavrovaS. V. To the Concept of “Sound Object” in Musical Theory and Composition Practice
of the End of the 20th — the Beginning of the 21st Century. Vestnik of Saint Petersburg University.
Arts. 2023. Vol. 13, Issue 1, pp. 20-39. (In Russ.) https://doi.org/10.21638/spbul5.2023.102

3. Erwin M. Bernhard Lang — Bernhard Lang: ParZeFool. Gloger, Hofmann, Bankl, Témasson,
Arnold Schoenberg Chor, Klangforum Wien, Young. Kairos, 0015037KAI. Tempo. 2020. Vol. 74,
Issue 293, pp. 101-102. https://doi.org/10.1017/S0040298220000157

4. Lavrova S. V. The Problem of Musical Thinking and Artificial Intellect. South-Russian
Musical Anthology. 2023. No. 4, pp. 84-95. (In Russ.) https://doi.org/10.52469/20764766 2023 04 62

5. Pereverzeva M. V. The Prospects of Applying Artificial Intelligence in Musical Composition.
Problemy muzykal'noi nauki / Music Scholarship. 2021. No. 1, pp. 8-16. (In Russ.)
https://doi.org/10.33779/2587-6341.2021.1.008-016

CnUCcoK UCTOYHUKOB

1. XKaryn-Jlunnuk 3. B.  IIpoGnematu3anuss  XyIOXKECTBEHHBIX  AaCIEKTOB  IVIMTY-apTa
B COBPEMEHHBIX HCCIIEOBAHUAX IMUTY-(heHOMEHOB // ApTuKynbT. 2019. Ne 2. C. 69-78.
https://doi.org/10.28995/2227-6165-2019-2-69-78

2. Jlapona C. B. K nOHATHIO «3BYKOBOM 00BEKT» B MYy3BIKaJIbHON TEOPUU U KOMITO3UTOPCKOM
npakTrke kKoHna XX — nHawana XXI Beka // Bectauk Cankr-lleTepOyprckoro yHUBEpCHTETA.
UckycctBoBenenue. 2023. T. 13, Beim. 1. C. 20-39. https://doi.org/10.21638/spbul5.2023.102

3. Erwin M. Bernhard Lang — Bernhard Lang: ParZeFool. Gloger, Hofmann, Bankl, Témasson,
Arnold Schoenberg Chor, Klangforum Wien, Young. Kairos, 0015037KAI // Tempo. 2020. Vol. 74,
Issue 293, pp. 101-102. https://doi.org/10.1017/S0040298220000157

4. JlaBposa C. B. IIpoGiema My3bIKaJIbHOTO MBIIIUIEHUS K HCKYCCTBEHHBIN HHTEIUIEKT // FOxHO-
Poccuiickuii My3bikanbHbll anbmanax. 2023. Ne 4. C. 84-95.
https://doi.org/10.52469/20764766 2023 04 62

5. Ilepesepsea M. B. IlepcriekTUBBI IPUMEHEHUS UCKYCCTBEHHOTO MHTEIIEKTA B My3bIKAJIBHON
xomno3unuu // [Ipobnemsl My3bikanbHOM Hayk / Music Scholarship. 2021. Ne 1. C. 8-16.
https://doi.org/10.33779/2587-6341.2021.1.008-016

Information about the author:

Svetlana V. Lavrova — Dr.Sci. (Arts), Associate Professor, Vice-Rector for Research
and Development.

Hnghopmayus 06 asmope:
C. B. JlaBpoBa — JOKTOp MCKYCCTBOBEJIEHHUS, TOICHT, MPOPEKTOp IO HaydyHOU padore
U Pa3BUTHIO.

Received / Iloctymuna B pegaknuto: 19.02.2024
Revised / Onobpena nmocne penensuposanus: 05.03.2024
Accepted / [Ipunsra k myomukarmu: 06.03.2024

156



Mpo6neMbl My3bliKasbHOM Hayku / Music Scholarship. 2024. N2 1
Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 1

ISSN 2782-3598 (Online)

Bl Mysbika B cucteme kynetypbl [l I

Hayunas crares

YIK 78.1+130.2+004 @
https://doi.org/10.56620/2782-3598.2024.1.157-168

EDN: TSLYIO

Mpouecchl uuppoBUusaLUMN B UCKYCCTBE U TBOPYECTBE:
ANANEKTUKA B3AUMMOCBS3U

Hanexna AsnexcanaposHa Lapésa

Hanbrnegocmounvlil 20cy0apcmeeHHblll MeXHU4eCKUll pblOOX035AUCMBEHHbII YHUBEPCUMEN,
2. Braousocmok, Poccutickas @edepayus,
nadezda58@rambler.ru®=, https://orcid.org/0000-0002-6179-3978

Annomayusn. B crtaTbe paccMaTpUBaIOTCS OCOOEHHOCTH TMPOLECCOB LHUPPOBU3ALNU
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peanbHOr0 U BUPTYyaJIbHOTO MUPOB. CreHepHpOBaHHOE KOMITBIOTEPOM MPOCTPAHCTBO OTKPHIBAET
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KOMITBIOTEPHBIX TEXHOJIOTHH TOPOXKAAI0T MHOTO00Opa3ne B 3CTETHUYECKOM BOCHPHUSTUU MCKYCCTBA.
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Abstract. The article examines the peculiarities of the processes of digitalization in contemporary
art and their influence on the artist, the comprehension of virtual space in the philosophy
of postmodernism. In the article the specificity of digital art is discussed, and the extent of justifiability
of the predictions of the development of virtual reality in art is determined. In the philosophy
of postmodernism, the processes of virtualization have been evaluated ambivalently. The virtual
dimension does not always stand against reality. Art presents a sphere of a productive interaction
between the real and the virtual. The virtual world created by art contains within itself the possibility
of transferal into actual reality. On the one hand, the contemporary processes of digitalization
in art enhance the tendencies of degradation of the cyber culture, the possibility of replacement
of the artist with the programmer. On the other hand, they erase the boundary between the real
and the virtual worlds. The space generated by the computer opens up new strata of the multifaceted
world, other dimensions of the already familiar existence. The means of computer technologies
generate diversity in the aesthetic perception of art. But for actualization of the virtual space
as a transformed reality a creator is required. The preservation of the self-sufficient presence
of the artist in digital technologies of art would be possible with the aid of the dialectic character
of their interaction.
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OBPEMEHHAsd »JI0Xa METAMOJIEPHA  «BUPTYAJIbHOM PEAJTBLHOCTU» — OJHOIO W3
OCBaMBAET IMATHIA TEXHOJIOTMYECKUII  OCHOBHBIX IMPOSBIECHUIN MpoleccoB nudpo-
YKJIQJ W HAXOIWUTCA B COCTOSHUM  BU3ALUU.
nepexoga k mecroMy. DyHmameHTAIbHON B HayuyHOM guTEparype BBIICISIOT
OCHOBOM pa3BUTHSI CTAHOBSATCSA «BBICOKHME»  pa3IM4HbIEe BHUABl BUPTyalbHOCTH (ecTe-
HAHOOMOTEXHOJIOTUM W TEXHOJIOTHM IU(- CTBEHHO cO3/laBaeMas BOOOpakeHUEM de-
poBuzaiuu [1]. B HacTosiiee BpeMs 4eno-  JIOBEKa; KaK BUJI PEaIbHOCTH; KaK BUJl HE-
BEUYECTBO CYIIECTBYET B MUPE TEXHOJOTUH  ObITHS; UHPOPMAIMOHHAS BUPTYalbHOCTD
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u 1p.)'. MBI coCpenoTounMcss Ha HOBOM
BUJIE, TOPOXKAEHHOM KOMIBIOTEPHBIMU
texHonoruamu. B XXI Beke HOBBIN TEXHO-
JIOTHYECKUH ypOBEHb KOMITBIOTEPHU3AIUN
obmrecTBa 00yCIOBUI Mporecchl Mudpo-
BH3aIlNH, KOTOpas MPEAJI0KIIa KaYeCTBEH-
HO HOBBIA YPOBCHb CO3JIaHWS U TEpeaadn
KyJIBTYpHBIX M1acToB uHpopmanuu. [Ipen-
MOJIaraeTCs, YTO MPOLEeCChl (P pOBU3AITUU
— HCTIOJI30BaHKE MU(PPOBBIX TEXHOJIOTUH
B Pa3NIMYHBIX 00JaCTIX KU3HEAESATEIbHO-
CTH OT MPOU3BOJICTBA W YIPABICHHS O
00pa3oBaHMs U UCKYCCTBA — 3TO MEPEXO]
oO1iecTBa K HOBOMY, KaueCTBEHHO YIyd-
IEHHOMY YPOBHIO cymiecTBoBaHus. [loHs-
THE «IUPPOBBIE TEXHOJOTHUW» BKIIOYAET
B ce0s1 «0oblMe TaHHbIe, HEUPOTEXHOJIO-
TUU U UCKYCCTBEHHBIN HMHTEIIEKT, CUCTE-
MBI pacIpeieI€HHOTO PeecTpa, KBAaHTOBBIE
TEXHOJIOTUH, HOBBIC IPOU3BOJICTBEHHBIC
TEXHOJIOTUU, TMPOMBIILUICHHBIM HHTEPHET,
KOMIIOHEHTHl POOOTOTEXHUKH W CEHCO-
PUKY, TEXHOJOTHH OCCIPOBOJHOW CBS3H,
TEXHOJIOTUU BUPTYaJIbHOM U JIOTOTHEHHOU
peanbHOCTEN» .

B snoxy metamoznepHa nudpoBbie TEXHO-
JIOTHHM CO3/1aI0T OCOOYIO Cpexdy, MOom0OHYI0
pEaNbHOCTH, «BHUPTyaJIbHOE TOCYyIap-
CTBO» 0€3 I'paHull C MOIIIHON KUOEPKYIbTY-
pOM, MEPCHEKTHBOM KOTOPOrO CTAHOBUTCS
MOCTENIEHHOE 3aMEIleHUE YeJIOBEYECKOIro
pa3zyma UCKYCCTBEHHBIM UHTEIIJICKTOM.

Hapacranue nporeccoB unpopmarusa-
WY ¥ KOMITBIOTEPU3AINH OOIECTBA MHUIIN-

1

UpPYyeT YCUJICHHE 3aBUCUMOCTH YEIOBEKa OT
IT-mpoctpanctBa. Ilpormecch muppoBu3a-
UM KOCHYJIUCH Bcex cdep xu3au. Lludpo-
BbIE TEXHOJOTUH WHTECHCHBHO BHEIPSIFOTCS
B cepe oOpa3oBaHus. B Hayke coBpeMeH-
HBIE€ OTKPBITUS HEBO3MOXHO TPEACTaBUTH
0e3 mudpoBoro nHCTpyMeHTapusi. B penu-
THH IIEPKOBHBIE CITYKObI TPOXOAST B OHJIAKH-
pexxume. B cormanbHol cdepe corceT Bbi-
TECHSIOT peajbHyI0 KOMMYHHKAIIHIO.

B HOBOM (heHOMEHE «1PPOBOTO UCKYC-
CTBa» MHOT000pa3Hble IU(POBBIE (HOPMBI
NPOU3BEACHUN «CO3IAIOTCS U MOIU(UIH-
PYIOTCS TIPY TIOMOIIH SI3BIKOB TPOTPAMMH-
pPOBaHUSI M KOMIIBIOTEPHBIX IPOTPAMMY”.
Takue XynokecTBeHHble O0BEKTHI 0003HA-
YarOTCsl TEPMHHOM «BUPTyaJIbHOE HCKYC-
ctBO». COBpeMEHHOE MCKYCCTBO CTajo, IO
BolpaxkeHnto @. Ilonmepa, BUpTyanu3upo-
BaHHbIM'. C OJHON CTOPOHBI, B IpoIecce
UppPOBU3ALNU CO3MAETCSI HOBBI yPOBEHb
UCKYCCTBa, TJI€ HET MPOCTPAHCTBEHHO-
BpeMEHHBIX orpanunyeHuii. C apyroii cro-
POHBI, UX BIUSHUE Ha Pa3BUTUE JTUYHOCTHU
HEOAHO3HauHO. Pemenne mnpobiaemMsl co-
XpaHEHHUsl TBOPYECKOM CYIIHOCTH YeJIOBEKa
B 310Xy LU(ppoBU3aLUU TpedyeT MTyOoKoro
OCMBICJICHUSI.

TexHoJ0THYU BCEraa UCMOb30BAIUCH XY-
JO’KHUKOM JIJ1s BOILTOIeHus ero uaeu. [1po-
O1eMa 3aKIII09aeTcsl B CIECAYIONIEM: KaKOBO
COOTHOILIEHUE YeJIOBEKa-TBOpIA U TEXHO-
JIOTUYECKUX WHHOBAIMKA B TPOU3BENIEHUN?
He BBITECHSIOT JT KOMITBIOTEPHBIE TPUEMBI

Cwm.: I'pszaoBa E. B. ®unocodcknii aHanm3 KOHIETIIINA BUPTYaIbHOW peanbHOCTH // dumocodcekas

MbIcib. 2013. Ne 4. C. 53-82. https://doi.org/10.7256/2306-0174.2013.4.278

2 PasButue U(POBBIX CKBO3HBIX TEXHOIOTHIA.

URL: https://cdto.wiki/Pa3Butre 1mudpoBBIX CKBO3HBIX TeXHOJIOTHI (Hara obpamenus: 16.01.2024).

3

Kupnuenko E. U. Lludposoe ckyccTBO: CrI0c00 KOMMYHUKAIHU HITH CPEICTBO HOBOM XyZI0KECTBEHHOM

obpazHoctu? // HayuHoe o0o3penue: 3nekTpoH. xkypHai. 2018. Ne 1.
URL: https://srjournal.ru/wp-content/uploads/2018/01/ID91.pdf (nara oopamenus: 16.01.2024).
4 Popper F. From Technological to Virtual Art. Cambridge, Mass.; London: MIT press, 2007. 459 p.
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M CpEICTBa BOOOpakeHHE W Aylly aBTopa?
B cBs3u ¢ 3TUM MBI cOocpefoTouMMCSl Ha
($uI10cOPCKO-aHTPOIIOTOTUIECKOM TTIOAXO/IE
K PacCMOTPEHHUIO0 MpoOIeMbl B3aUMOACH-
CTBHSI YEJIOBEKA B MICKYCCTBE C CO3/1aHHBIMU
UM [U(PPOBBIMU TEXHOJIOTHSIMH.

B nay4HOl JMTEeparype HM3ydeHHE Ipo-
O1eMbl IUPPOBU3ALUN UCKYCCTBA YK€ UMe-
et ucroputo. P. 1O0. Xypym, E. b. [ITymenko
MIPEJCTABIISAIOT AHAJTUTHKY (POPM KOMIIBIO-
TEPHBIX TEXHOJIOTUI B U300pa3UTEIBHOM HC-
KyCCTBE, pacCMaTpHUBAIOT CBS3b LU(PPOBOI
Y TPAJUIMOHHO-II(PPOBOI (hOPM HCKYCCTBA,
aHAJIM3UPYIOT XapaKTePUCTUKH LU(PPOBOro
UCKycCTBa (MHTEPaKTUBHOCTb, HOBBIE XY/10-
KECTBEHHBIE CPEJICTBA, DIUTAPHOCTH) [2].
MHorue aBTOpHI MMOKA3bIBAIOT, Kak IUPO-
Bbl€ TEXHOJIOTUU PACUIMPSIOT BO3MOXKHO-
cTH XynoXHHUKOB. O (heHoMeHe 1upoBOro
UCKYCCTBa, OCOOCHHOCTSIX €T0 MPOSBICHHUS
B MY3BIKAJIbHBIX TPAKTHUKaX pPa3MbIILUIAET
H. Bapnauenko’.

Lenb HacTOsAIIEH CTaThK — PACCMOTPETH
0COOEHHOCTH MPOLECCOB HU(POBU3ALUU
B COBPEMEHHOM HCKYCCTBE M WX BIHSIHHE HA
XyAOKHHUKA.

HoBusna wuccrnenoBanust oOycCIIOBIEHA
PETPOCIIEKTHBHBIM aHAJIA30M TIOCTMOJIEP-
HUCTCKOTO OCMBICJIEHUS IIPOIIECCOB BUPTY-
anu3anuu B cBeTe nudpoBoil TpaHchopma-
nnu nekycersa XXI Beka.

MocTMopepHM3M 0 npoueccax
BUPTYQNM3aLuum

Pednexcus dunocodpun moctmonepHus-
Ma B 70-e roasl XX Beka 0 IBHIKEHUHU YeEJIO-
BEYCCTBA K BUPTYAIbHOMY CYIIICCTBOBAHHIO
BbIpa)kaJla OLIYIIEHHE BBICOKOW IUHAMMU-

5

K1 3TOro mporecca. B ¢okyce BHUMaHUSA
TEOPETUKOB IOCTMOJIEPHU3MA HAXOAMJICA
BOIIPOC O CYUIHOCTH BUPTyaJIbHOW peajib-
HOCTH. KOHLIENTHI «BUPTYaJIIbHOCTHY», «TH-
NEPCUMYISILINS, «TUIEPPEATBHOCTDY» BO-
IUIA B HAYYHBIN 000poT Onarogapst pabotam
K. bonpwuiisipa, P. bapra, K. Jlené3a u np.

®unocopbl HEONHO3HAYHO OLICHUBAIIU
npotiecchbl BupTyanusauu. C ogHoi cTopo-
Hbl, BCE MPEACTABUTEIN IOCTMOJEPHU3MA
NOHMMAJIM HapacTarollee MPOTUBOCTOSHUE
BUPTYaJIbHOCTH M peaJlbHOCTU. Bupryans-
HOCTh paccMaTpHBaliach Kak (opma oTayx-
JeHust 00pasa OT UieH, 3HaKa OT 03HAYaeMO-
ro, 4eyioBeKa oT ero tenecHoctu. [Ipuunna
OTYYXJIEHUSI OOYCIIOBIE€HAa OCOOBIM Xapak-
TEPOM B3aUMOJACUCTBHUS YEJIOBEKAa MU TeX-
HUKHU. BupTyanuzanuio KyiabTypbl B KOHIIE
XX Beka cBsi3biBasU ¢ TexHonorusimu CMU
U Macc-Meaua, KOTopble, CO3/1aBas CUMYJIs-
Kpbl, YCTAHABJIMBAIOT HEOCA3aE€MbI KOH-
TPOJIb KU3HU YEJIOBEKa U 00IIecTBa.

Tak, K. Bompuitssp B pabore «Cumy-
JIakpel U cumyisaiany (1981) onpenens-
€T CUMYJSIKp Kak SIBICHHME, NOPOKIEHHOE
COBPEMEHHBIMU HH(POPMAIIMOHHBIMU TEX-
HosorusiMA. CHUMYISIKp TIOHHMMAeTCsl Kak
o0Opa3, JUIIEHHBI BHYTpEHHEW H1eu, HO
OH COJEPKUT U30BITOYHOE YUCIIO JIEeTalieH,
OTCBUIAIOIINX K peanbHOCTH. CHMYISIKPBI
CTaHOBATCS Ooyiee peaJbHBIMU, YE€M cama
peanbHOCTh, U IOTOMY OHH BBITECHSIOT pe-
anbHOCTh. CUMYISIKp — 3TO «IIOPOXKIAECHUE
MOJIEJIEN pEealbHOTO OpUTMHAJIa U peajlb-
HOCTH: runeppeanbHoro»’. OcoOeHHOCTh

MOCTMO/ICPHUCTCKOM KYJIBTYpPhl — THIIEP-
peasbHOCTh — OOYCJIOBJIEHA MAacCOBBIM
NOSIBIICHUEM CHUMYJIAKPOB. CUMYISIKpPbI

Bapnauenxo H. A. My3bIkanbHasi KyJabsTypa B 310Xy LudpoBuzanuy // Guinocodcko-KyabTypOoIorHuecKie

uccinenoBarus. 2021. Ne 9. URL: https://fki.lgaki.info/2021/07/01/my3bIkanbHasg-KyaIbTypa-B-3M0XY-
uugposu/?ysclid=1s99vi2rr6721744431 (nara obpamenus: 16.01.2024).

¢ Boapwmiisp XK. Cumynsikpsl u cumyssinai. M.: TToctym, 2015. C. 5.
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MEPECTAOT OTpaXKarb JACHCTBUTEIBHOCTD,
HO BBICTPAMBAKOT «UAPCTBO CUMYJISKPOBY,
BUPTYAJIBHYIO PEajbHOCTh. bonpuiidp naér
MeCCUMUCTUYHBIN mporHo3 Oymymiero. O6-
IIECTBO NOTPEONeHUsT CO31acCT BUPTYallb-
HBIN HJ1ea, 00pa3en-CuMyIsakp, K KOTOpOMY
JOJKEH OyIeT cTpeMHUThCs yenoBek. B «Cu-
cTeMe Beulei» (uiIocod MUIIET O «IOJy-
€CTEeCTBEHHOM» CYIIECTBOBAaHUH OOIIECTBa
NOTpeOJIeHUsl, B KOTOPOM YK€ 3aBEpILEH
Ipolecc AeryMaHNu3aluy KyabTyphl'.

C npyroii cTopoHsl, B IOCTMOAEPHU3ME
OCMBICIINBAJIACh MEPCIIEKTUBA COCYILECTBO-
BaHUS BUPTYyaJIbHOTO M peanbHoro. llpo-
CTPaHCTBOM, B KOTOPOM p€aIn3yeTcss MOJIENb
B3aMMOJICUCTBUS aKTyaJbHOIO M BUPTYyallb-
HOTro, (hr0codbl BUIEIH UCKYCCTBO.

B uckycctBe Kak B CEMMOJIOTMYECKOU
cucreme, nonaraer P. bapt, kpome «o3Haqa-
IOILETO» U «O3HAYAEMOI'0» CYIIECTBYIOT «HE
1IBa, & TPU Pa3IMYHbIX IEMEHTA: BEIb TO,
YTO 51 HEMOCPEACTBEHHO BOCIPHUHHUMAIO, SIB-
JISI€TCS. HE MOCIIEN0BATENBHOCTBIO IBYX JJIc-
MEHTOB, a KOppeJssuueil, Koropas ux oobe-
nunsiet. CiaenoBarenbHO, €CTh 03HAYAOILIEE,
03HAa4YaeMO€ U €CTh 3HAK, KOTOPBII IPEICTaB-
asieT co0oi pe3yNbTaT acColMaluyu MEePBBIX
JBYX JJIEMEHTOB»®. «ACCOIMALUI» POXKIIa-
I0TCSl B c(pepe JTMUHOTO «s1», OHU PE3YJbTaT
NIEPEKUBAHUM, BOCIIPUATHN BO BHYTPEHHEM
Mupe cyObeKTa. 3HauuT, eaeT BbiBoj bapr,
CYLIECTBYET 03HAYa€MOE, OHO BBIPAIKAET M-
MIAPUYECKYIO PEAIBHOCTD, €CTh O3HAYAIOIIIEE
— 3TO KaXyLAasCsi PEaJbHOCTb, U TPEThs
pealbHOCTh — 3HaK (CUMBOJ) — BO3HUKAET
B UPPALIMOHATILHON cepe «si».

Omnpepensisi CyIHOCTh CHUMYIISIKPOB
B pabote «I1naron u cumynsakps», XK. [lenés

7

8

I'. K. Kocukoga. M.: IIporpecc, 1989. C. 76.

aHanusupyet uaeto [lnarona o cymecroBa-
HUU JBYX BUJOB 00pa30B: €CTh KOIUU U CH-
Myssikpel. Komnust siBiisieTcst mojjo0ueM Bety,
COICPXKHUT B cede e€ BHYTPEHHIOI HJCIO.
Cumynskp — 9TO KOMUS KOMHUH, OH UMEET
JUITH BHENTHee Ttoooue. Jlenés onpenenser
CUMYJISIKP Kak 00pa3, JTUIIEHHBIN ox00usl.

B coBpemenHnom mupe, yoexaen [enés,
CUMYJISIKp BOCIPUHHUMAETCS B KayeCTBE
OTMIOPHOM TOYKH. DTO JJaXKe HE UCKYCCTBEH-
HOE, KOTOPOE BBICTYMAET KaK KOMHS KOIIHH.
B omnnume ot konuu, KoTopas JKUBET MO0-
OueM, CUMYJSKp CO3[aET JMIIb BHEUIHUN
s dexT cxoncTBa, a HA CaMOM JeJie SBIIS-
ercsi umuTanuei. Cumynskp oOHapyKuBa-
€T CBOIO MOJJIMHHYIO CYUIHOCTb B PacXox-
JICHUH, CTAHOBJICHUU, BEUHOM HM3MECHEHUHU
U paznuuuu. Bc€ cTaHOBUTCS CUMYISIKPOM:
«CuMynskp — 3T0 cucTeMa, B KOTOPOU pas-
JUYHOE COOTHOCUTCSA C PA3IUYHBIM MOCPE/I-
CTBOM Camoro pasznuuus»’. Takum o0pazom,
Jené3 mpuxoAuT K BBIBOIY, YTO CHUMYIISKD
noJpa3yMeBaeT U3MEHEHUE CaMOU MPUPO/IbI
KOTIUH.

Ho ecth cdepa, B koTOpOii BUPTyaib-
HOCTh YDIyONsieT, YKpallaeT, YCHIIMBaeT
peanbHOCTh. JTO MCKYycCTBO. B mpencras-
neHusx Jlenésa uCKyccTBO CIOCOOHO co3/1a-
BaTh BUPTyallbHOE OBITHE, CYIIECTBYIOIIECE
Hapsiy C pealbHbIM, HE 3aTEMHSIS, HE OTBO-
paduBasICh OT HETO.

J1ené3 mepeoCMpICIMBAET KIACCUYECKUN
NPUHIIAIT MUMECUCA U TPAKTYeT ero Oolee
mpoko. Ecth 00pa3 u ero 3epkaibHasi Ko-
nusi, HO B UCKYCCTBE €CTh «3a-3€pKajibey,
JIpyroll MUp pealbHOCTH, MPOTUBOCTOS-
uuii oosieHHOMY. Ha rpanuiie neictBu-
TEJILHOTO W BOOOpa)kaeMoro, B 00JIaCTH

Boapuiisp XK. Cucrema Bemeil. M.: Pynomuno, 1995. 168 c.
Bapt P. U30pannbie pabotei: Cemuoruka: Ilostuka / mep. ¢ ¢p.; cocT., 00mI. pea. U BCTYM. CT.

 Ienés XK. Pasnmuune u moBropenue / nep. ¢ ¢p. CII6.: ITerpomomuc, 1998. C. 334.
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MPPALMOHAIILHOTO CYIIECTBYET «3a-3€pKa-
JbE», CO3/1aBaeMOe€ B HEOOBSICHUMOM paliu-
OHAJIbHO TBOpYECKOM Ipouecce. «VMIMeHHO
TaM, B ‘3a-3epKajibe”’ TBOPYECTBA, OYIIyIOT
ClIeTible, MppallMOHANbHBIE CHJIBI HEoIpe-
JEJISIEMOT0 Y HEBBIPA3UMOTO, U3 “‘HUUTO”
MOSIBIIACTCS ““HEYTO”’, XaoC MPEBPAIIACTCS
B KOCMOC, SHTPOITHsI — B Kpacoty»'’. B TBop-
YECKOM aKTe Ojaromapsi MOCTHXKEHUIO CIIOB
1 00pa3oB CyOBEKT Oecco3HATENLHO Mepece-
KaeT rpaHuibl MupoB. [lorpyxenue B chepy
0ecCco3HaTeIbHOTO0 B TBOPUYECKOM IIpOIecce
MO3BOJISIET MOKA3aTh «YUCTHIE COOBITHUS, pe-
QJIILHOCTH, KOTOpbIE HEMPECTAaHHO MPUObIBa-
10T ¥ YIQJISAIOTCA. <...> OXBAaTUTb BCCIICHHY1O,
e€ yxachl U €€ caBy: INyOHHY, IOBEPXHOCTb,
00bEM HIIH CBEPHYTYIO IIIOCKOCTHY !,

B ¢umocodpun mnoctmomepHuszma uc-
KyCCTBO M TBOPUYECTBO MPEJCTABISAIOT MPO-
CTPAHCTBO B3aUMOJCUCTBUS SMIUPHUECKO-
r'O ¥ TPAHCLIEHIEHTHOTO, BOCIIPUHUMAEMOTO
Ha BHEPAIMOHAJBLHOM YpPOBHE CO3HAHUS.
PannonanbHoe 00BsICHEHHWE COTBOPEHHOTO
HCKYCCTBOM MHpa «3a-3epKajibs», BOOOpa-
KAeMOro M YCJIOBHOIO, JOTHYeCKUM (op-
MaM co3HaHusl HexocTynHo. [loatomy ¢u-
70co(bl YTBEPKAAIOT BOZMOKHOCTH MHOTO
BUJICHUS] MAPA XyJTOKHUKOM 2.

B ¢unocodpun Jlenésa uckyccTtBo Ha-
nensieTcsi 0co0oil (PyHKIMEH IMOCTHKEHUS
CymHOCTH ObITHs. «MCKycCTBO, — MHUIIET
Jlené3, — na€tr HaM NOAJIMHHOE €IUHCTBO:

€IMHCTBO MaTEPHUAILHOTO 3HAKa U a0COJIOT-
HOTO JYXOBHOTO cMbicia. CyIIHOCTh SIBJIS-
€TCsl B TOYHOCTH TaKUM E€IMHCTBOM 3HAKa
U CMBICJIa, KAKUM OHO OTKPBIBAETCS B TPO-
U3BE/ICHUH UCKYCCTBa» .

Jené3 npencrapiisyi OObEKT B UCKYCCTBE
KaK ¢IMHCTBO aKTyaJIbHOTO U BUPTYaJIBHOTO.
OTU N1Ba COCTOSHUS: aKTyallbHOE (JaHHOE
B HAJIMYUE) U BUPTyaJbHOE (TPOTYKT BOOO-
pakeHUs1) — COCYIIECTBYIOT. « BupTyanbHbIe
00pa3bl He O0JIee OTACTUMBI OT aKTyaJIbHOTO
00BEKTa, YeM IOCJIeaHUI OT HuX. M MMeHHO
OHU BO3JICHCTBYIOT Ha aKTyallbHOE»'*.

BuptyanbHoe, opraHm3ys OOBEKT, aK-
TyallM3UPyeTCs,, OHO CTAHOBUTCS BIIOJIHE
peasbHBIM, OHO TPUHAJICKUT PEATHHOMY
o0bekTy. B mporecce co3maHus mpowusBe-
JIEHUSI BUPTYyaJbHOE peanu3yercs: OOBEKT
CTAHOBUTCS MaTepuajbHBIM. B HCKyccTBe,
yoexnén Jlenés, «BooOpakaemoe M pe-
aJIbHOE JOJDKHBI OBITH YEM-TO BpOJIE ABYX
CMEXHBIX WJIM HAKJIQJBIBAOIIMXCS JAPYT Ha
Ipyra OTPE3KOB OJHOW TPACKTOPHH, IBY-
Ms TO U JIeJI0 MEHSIOIUMHUCS CTOPOHAMH,
Bpalaonmmcs 3epkaiom»'®. Boobpaxkae-
MO€ — 3TO OeccO3HATeIbHOE MPHUKpPEILIe-
HUE BHPTyalbHOTO o0Opa3za K peasbHOMY
00BeKTy WM Hao00poT. PeanbHblit 00BEKT
CO31a€T BUPTyaJIbHBIA 00pa3, B CBOIO OYe-
pens BooOpaskaeMblii 00pa3 BTOpraercs
B peambHOCTh. BHpTyaabHOE CTaHOBHUTCS
pEaNbHBIM, TIOCKOJIBKY OHO TIEPEKHBACTCSI.

10 JTmaxosax B. A., Tlerposa O. H. «3a3epkaibe» HEKIaCCHIECKOH 3¢TeTHKH // TlepcreKTHBEl MeTa(U3HKH.
Knaccuueckas u Hekinaccumueckas Metadusmka Ha pyOeske BEKOB: MaTep. MeXayHap. KoH(]. / oTB. pen.

M. VBapos. CII6.: n-T yenoBeka PAH, 1997. C. 42.

1 TTenés XK. Kpurnka u kmauka. CI16.: Machina, 2002. C. 38.

12 TTapeBa H. A. TIpo6iema dhutocoduu UCKYCCTBA U KYJIBTYPhI B PyCCKOM CHMBOJIU3ME U €BPOTICHCKOM
MOCTMOJICPHHU3ME: KOMIIApaTHBUCTCKUI Moaxo: MoHorpadus. Biagueocrok: Janbnayka, 2009. C. 110-130.

13 TTenés XK. Mapcens Ipyct u 3uaxu. CII6.: Anereiis, 1999. C. 67.

14 Ilenés XK. AktyanbHoe U BUPTyalbHOE.

URL.: https://poisk-ru.ru/s44831t3.html?ysclid=Isantfdevt707346943 (nata obpamenus: 16.01.2024).

5 Nlenés XK. Kputrka u xnmHuka. .. C. 89.
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HckyccrBo, nmomaraer Jlen€3, ocHOBaHO Ha
YyBCTBE, [IO3TOMY B HEM IIPOUCXOAUT B3au-
MOJICHCTBHE PEaJbHOr0 U BOOOpakaemoro,
B TBOPYECKOM IIPOLECCE AKTYATIU3HPYETCS
BUPTYyaJIbHOE.

Takum o00pazoM, B TMOCTMOJEPHU3ME
UCKYCCTBO pacCMarpHUBaJIOCh Kak cgepa
IIPOAYKTUBHOTO B3aMMOJEHCTBHS peallb-
HOM WM BUPTyaJIbHOW cpensl. Mcuesaromue
TPaHULIbl MEXAY IOAJMHHBIM IIPOU3BENe-
HUEM U €ro KOIIMEH MOXKET BOCCTAaHOBUTH
BOOOpaKeHHE XYIOKHUKA, CBS3bIBAIOIIEE
pea’bHOCTh U co3AaBaeMblii o0Opa3. Mup
BPAIIAIOIIETOCs  3€pKaJla, «3a-3€pKaJIbsy»,
(opMHUpYEMBIl UCKYCCTBOM, COEAMHAS Cy-
LIECTBYIOIIEE U BOOOpakaeMoe, aKTyaIu3u-
pYyeT BUPTyaJbHOE.

Pa3mbInuleHHs O BUPTYaJbHOCTH B MC-
KyccTBe Jlené3a mo3BOJISAIOT pacCMaTpUBaTh
M(pPOBBIE TEXHOJIOTMM B HCKYCCTBE Kak
«3epKajio», crnocoOHoe TpaHC(hHOPMUPOBAThH
BUPTYyaJbHOE IPOCTPAHCTBO U PACKPBITH
MHOroo0pa3Hy0 peaqbHOCTh Mupa. [pyru-
MU CJIOBaMH, BUPTYaJIbHbIM MHp, CO3JaBae-
MBIl ICKYyCCTBOM, COJEPKUT B ce0€ BO3ZMOXK-
HOCTb II€PEX0/1a B AKTYAJIBHYIO PEabHOCTb.

Oco6eHHOCTM NpoLeccoB Ludpposmaunm
B cdepe uckyccrea

Hay4Ho-TeXHMYECKME OTKPBITHS MpE.I-
JIararoT HOBBIE TEXHOJIOTUH, KOTOPBIE BO BCE
BpEMEHA HCIOJIb30BAINCH XYIOKHUKAMHU
JUIs BorIonieHus ux uaei. Ho B HacTosiem
TEXHOKPaTU4ECKOM, KOMITbIOTEPU3UPOBAH-
HOM BEKE BO3HHUKAET BOIPOC: HE MpeBpa-
TUJIUCH JIM TEXHOJOTUU IUGPOBHU3AIUU U3
BCIIOMOTATEJIbHOTO CPEACTBA B JOMUHHPY-
IONIYI0 HaJl BOOOpaXEHHEM TBOpPIA CHITY,
KOIZla 3a TEXHOJIOTMYECKHMMHU HOBaIUSIMH
YK€ HE BUAHO HHU WJEHU NMPOU3BEACHUS, HU
caMmoro aBTopa?

B nacrosmuii nepuon O4YEBUIHBIM CTa-
HOBUTCS HAIMYHE JBYX MPOTUBOIOIOKHBIX
CTOpPOH MpoIiecca udpPoOBU3AIUN B UCKYC-
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cTBe. be3ycnoBHO, MO3UTUBHBIMH SBIISIIOTCS
BO3MOXHOCTH, CO3/1aBa€MbI€ TEXHOJIOTHUSI-
mu. HudpoBuzanus oTKpeIBaeT XyI0KHUKY
HOBBIE CIIOCOOBI BBIPAKEHUS €ro TBOpYE-
CKOT'O 3aMbICJIa, UHBIE BO3MOXXHOCTH IpEa-
cTaBlieHUs cyulectByomiero Mupa. C 3toit
TOYKH 3PEHHS BUPTYaJIbHOCTH, BO3HUKILAS
Onaronapsi UM(QPOBBIM TEXHOJOTHUSAM, IIO-
3BOJISIET OOJIEE MOJIHO U TITYOOKO OCMBICTUTh
U BBIPA3UTh pa3lu4Hble rpaHu ObiTus [3].
Psin aBTOpOB momnaraer, 4To BUPTyaJIbHBIE
MIPOLIECCH MMEIOT IO3UTHBHBIN XapakTep.
Onu c1ocoOHBI CTaTh UHCTPYMEHTOM Pa3BH-
THS COLIMAJIBHOM CHCTEMBI. BUpTyanbHOCTH
HE OTPaHUYMBAETCS MHCTPYMEHTAJIbHBIM Xa-
pakTEPOM U pacCMaTpHUBAETCS KAK «CTPYK-
TYPHBII 3JIEMEHT MPOCTPAHCTBA CYObEKTay,
KOTOPBIN CHOCOOEH BBISIBUTH PEaTbHOCTh
BupryanpHoro [4]. Tpanchopmupyrorcs
A3BIK, IPOCTPAHCTBO U CaM CIOCOO TBOpUE-
CTBa XyHOXHUKA: «TexHOIOruum BHUpPTYyalb-
HOW W JIOMOJIHEHHOM PEaJbHOCTA CMOTIIN
BBIBECTH UHTETPALIMIO YEJIOBEYECKON U BUP-
TyaJbHOW Cpelbl HAa HOBBIM YPOBEHBY [5,
c. 40].

CoBpeMeHHBIE BUPTyallbHbIE  KaHPbI
AIIEKTPOHHOW JIUTEPATYPBI UCIONB3YIOT HO-
BbI€ Cpe/CTBa (aHMMalus, rpaduka, BUIEO,
JTUAJIOTOBBIN MHTEpdENC U Ap.) A BKITIO-
YEHUs TI0JIb30BaTeNIsl B HWHTEPAKTUBHBIN
npouecc. Cerenureparypa, NpEACTaBICH-
Hasi B LM(POBOM BHJE, paclpocTpaHsemast
B UHTEpHETE (ANEKTPOHHBIE KHUTH, KOMITbIO-
TE€PHBbIE XYHOXKECTBEHHbIE HHCTAJUISALINH,
4ar-00Thl; CTHMXU M PaccKasbl, CO3JaHHBIC
KOMIIBIOTEPAaMHU; TPOEKTHI COBMECTHOTO Ha-
MACAHUS U JIp.), MO3BOJISIET MOJIb30BATEIIO
B MHTEPAKTUBHOM IPOLIECCE «MHTErPUPO-
BaThb MECTa PEAJIbHOTO MUPA C BUPTYaJIbHBbI-
MU MOBECTBOBaHUSIMUY», MPEOJOJIEBATh I'pa-
HUIYy MEX]ly PEaJIbHBIM U BUPTYaJIbHBIM [6].

[MudpoBuzanus npeniokuia HE TOJb-
KO HOBBIM MHCTPYMEHTApUN NJIsl CO3JaHUS
IIPOU3BEICHUs, HO U HMHOW, BUPTYaJIbHBIN
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Croco0 €ro CyImiecTBOBaHUSI B MEIUIHOM
npoctpancTBe. HTEPaKTUBHOCTD, dIUTAp-
HOCTb, HOBBIE XYIOXKECTBEHHBIE CPEICTBA
CTAaHOBATCS OTIMYUTEIHHBIMH  YEePTAMH
nudpoBoro nckycctra [2]. Tak, B My3bIKaib-
HOM HCKYCCTBE HOBBIE TEXHOJIOT' MU [TO3BOJIS-
IOT CTaBUTh M JOCTUTATh XYIOKECTBECHHOMN
LM, JaXKe HEe MBICIIMMOM B KJIacCHYECKON
My3bIKe. BO3HMKaeT BO3MOXXHOCTH cCO31a-
HUsl OECKOHEUHOIo pa3zHOoOOpa3usi 3BYKOB.
[TosiBnsitoTCSt HOBBIE METOABI 00PaOOTKH
U pEelaKTUPOBAHUS 3ByKa: TEXHOJIOTUU IIO-
3BOJISIIOT TPaHC(POPMUPOBATH TEMOP, BBICO-
Ty, IMHAMUKY 3ByKa. [oBbIIIaeTCS KauecTBO
3BYYaHHs] MY3BIKQIBHOW 3alUCH, IOSBIIS-
€TCSl BO3MOXHOCTbh COXPaHSITh BCEBO3MOXK-
HBIC TIApaMETPbhl U HACTPOUKH B CTYIUAX
3BYKO3aIIUCH, COBEPLIECHCTBYIOTCSI METOJIbI
00pabOTKH 3BYKOBBIX CHUTHAJIOB U PEIAKTY-
PBI My3bIKQJIBHBIX 3aITUCEi» 'S,

ABTOMAaTHU3UpPOBAHHAS TEHEPAIIHS MY3bI-
KM pa3pabarbiBaeT pazHOOOpa3Hble KaHaJbl
CBSI3M TBOPIIA U MOTPEOUTENSI: OT BOCHPO-
M3BOJICTBA 3JIEMEHTOB KOMIIO3MIIUHU, TPaHC-
dbopmaruu TemOpa, Temia, ToHa 10 cOopa
Y aHaJlM3a JaHHBIX O CIyIIATeNsIX IS CO3-
JaHUS  MY3bIKQJIBHBIX  PEKOMCHIAITHi' .
CereBoe, KOMIIBIOTEPHOE HCKYCCTBO pac-
HIUPSET ayIUTOPHUIO JJIA BCEX >KENAIOIIMX
MO3HAKOMHUTHCA C MPOU3BEIACHUSMHU, CTaTh
COYyYaCTHUKOM TBOPYECKOTO MpOIiecca.

B nepcnektuBe pa3zsutus uudpoBu3anuu
chopmMupyeTcs HOBas MOJENb CO3HAHUS,
WHOW THUM Tepeadu 3HAHU, MaMsITH. JTO
MCKYCCTBEHHBIM UHTEJUIEKT, CO3JJaHUE KOTO-
POToO SBJISIETCA LIEbI0 HAyYHO-TEXHOJIOTHYE-
CKOTO pa3BUTHS. DIEMEHTHI UCKYCCTBEHHO-
rO MHTEJUIEKTA YK€ 3aHSJIU 3HAYUMOE MECTO

B Pa3IN4YHbIX cepax KUZHEACITEIbHOCTH.
Tak, ucnonb3oBaHue B My3bIKE TpaHCPOp-
MaTHBHBIX IU(POBBIX YCTPONUCTB MO3BOJISET
COEJIMHATDH UCIIOJIHUTES, 3BYK U IPOCTPaH-
cTBO. TeXHOJOrMM MO3BOJISIIOT BKIIIOYUTH
TEJIECHOCTh B Ipouecc co3manus. Hampu-
Mep, NPUMEHEHHE CEHCOPHOTO HHTEJUIEK-
Ta pa3penacT TEXHUYECKOMY YCTPONCTBY
UCIIOJIb30BaTh JBUKEHUE UCIOIHUTENA [7,
c. 155]. HoBble MpakTUKU C UCTIOIb30BAHU-
€M JaTYUKOB JABMKECHUSI (KE€CTbI, ABUKCHUS
PYK) IPEICTABISAIOT pa3ivu4Hble BapHUalun
CO 3ByKaMmH, apTuKymsinueil. B oOpaznom
BOCIIPUSTHH KOMIIO3UTOpa LU(PPOBHIE TeX-
HOJIOTMM CIOCOOHBI PAacCKpbITh YyBCTBH-
TEIbHOCTb HCIIOJIHUTENSA-MY3bIKaHTa 4epe3
ero tejo. TeaecHOCTh MBICIM TBOpLA CTa-
HET OCHOBAaHUEM JUIsl BBIPAXKEHUSI KYJIBTYp-
HBIX U UCTOPUYECKUX apXETHUIIOB [TaM Xe|.
My3bika mpencrapisieT co0oi (pU3NUECKyIo
(GopMy ABHIKEHHSI MaTepUH, MaTepHabHbIE
3ByKOBbIE (DOPMBI CO3JAIOT (PUIUUECKYIO
DHEPTUI0 3ByKa. 3/1€Chb U OOHApYKUBAETCS
ydacThe Tejla B BOCHPHUATUM MY3BIKH, TEC-
Has CBSI3b MBICJIH U Tena. BupTtyansHoe npo-
CTPAHCTBO CIOCOOHO BBIPA3UTh OLIYLICHUS
TeNa, €ro JBUKEHHUM, OTKPBIBAET HOBBIE BO3-
MOKHOCTHY IIOHUMAaHHUs pEaIbHOCTH.

Takum 00pa3oM, TEXHUYECKHE KOMIIBIO-
TEpHBIE CPEACTBA B MCKYCCTBE MOEIIUPY-
10T 00BbEM, ABMKEHUE, 3BYK, LIBET U JPYTrHe
du3nyecKkue XapakTEpPUCTUKU H300paXkae-
Moro. B creHepupoBaHHOM NpPOCTpPaHCTBE
SBCTBEHHO OCSI3a€MBIMU CTaHOBSTCS HECY-
IIECTBYIOIIME BEIM U sIBIE€HUA. V3meHs-
eTCsl U XapakTep BOCHPHSTHS HCKYCCTBa,
CO3JIaHHOTO LH(POBBIMU TEXHOJOTHUSIMHU.
B wuHTEepakTHBHOU cpeae TPEXMEPHOIO

1o Tupdanosa O. B. My3bika B 510Xy 1H(pOBBIX TexHOIOrHH // HayuHoe 0603peHHE: SIEKTPOH. Ky PHAL.
2018. Ne 1. URL: https://srjournal.ru/2018/id81/?print=pdf (zara obpamenns: 12.01.2024).

17" Ap6Gy3oBa T. McciienoBarenu Ha3Balu TPEH/IbI My3bIKAIbHON HHILYCTPHH.
URL: https://trends.rbc.ru/trends/industry/62cffae89a7947fbede54fd0 (mara obpamenwms: 12.01.2024).
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MPOCTPAHCTBA CIyILIATeNb (3pUTENb) B3au-
MOJIEHCTBYET C BUPTYyaIbHBIMU OOBEKTAMHU.

Ho, ¢ npyroi ctopoHbl, HEBO3MOKHO WUT-
HOpPUPOBATh HEOJHO3HAYHOCTh B3aWMOJIEH-
CTBHUSI YEJIOBEKA U TEXHUYECKUX YCTPOMCTB.

Crnenyer Ha3BaTh ClEIyIOLIME Ba)KHbIE
acmeKkThl MpoOJeMbl B3aUMOJECHCTBUS Xy-
JOKHUKA-TBOPIIA U HOBBIX ITU(PPOBBIX TEX-
HOJIOTHM.

Bo-niepBbIX, CTaHOBUTCA OUYEBHUIHBIM,
yTO pa3Butue Hayku B XXI Beke onepexaer
BO3MOKHOCTHU Y€JIOBEKAa B OCBOCHHUU Hayy-
HBIX JOCTH)KCHUU. [[MHaAMUKa pa3BUTHS TEX-
HOJIOTMHM TaKOBa, YTO YEJIOBEK HE yCIIEBAET
aZanTUPOBaTh OTKPBITUSA JI pealu3aluu
CBOMX Iened. TemMn W3MEHEHUs MaTepu-
aJbHOTO0 MHpPA, COUMAIBHON M HHTEIUICK-
TyaJbHOH cdep CyLIECTBOBAHUS YEJIOBE-
Ka HE BKJIFOYAET €ro B IPOLIECC OCBOEHUS,
a, Ha00OpOT, OTCTPAHSET, OTUYXAAET €r0 OT
MHpa, HOBAIlUM KOTOPOrO OH HE B COCTOS-
HUU OCBOUTH. [losIBIIsIeTCS pUCK OTCTaBaHUA
YeJIoBeKa 0T TEXHUYECKOTO Mporpecca U ero
MIpEBpALIEHNUS B IPUIATOK TEXHOJIOTHYECKO-
ro yCTPOUCTBA.

Bo-BTOpBIX, MaccoBas KyJbTypa, OpOX-
naemasi HU(PPOBBIMU TEXHOJOTHSIMHU, BOC-
MIPOU3BOJUT KOMHMM KOMHI, COBEPIIECHCTBY-
€T TOJBKO TEXHUYECKHE XapaKTEPUCTUKHU
BHOBb CO3/1aBA€MbIX CUMYISKpOB. OTOpBaH-
HOCTb OT CMBICJIIOB O03HAa4aeMOro JEMOH-
CTpUpPYET Jerpajaiuio KUOEpKyJIbTypBHI.
Kommepuumanuzanus #cKyccTBa (KOMIIBIO-
TepHble HUrpbl, KuHOPUIBEMBI 3D-(popmara
U T. I.) CTAHOBUTCS «IICHUXOJOTMYECKUM
KaIKaHOM», TIOMIaB B KOTOPBIi, YEJIOBEK J10-
OpOBOJILHO MEHSIET PEAIbHYIO KU3Hb Ha UJI-
JI030pHOE (PYHKITMOHUpOBaHHUE!'®,

B-Tpetbux, kKoMnbIOTEpHAS TEXHUKA CO3-
Ja€T BO3MOYKHOCTh 3aMEILCHUST XYHOKHHUKA
MPOrPaMMHUCTOM. YCKOPSIOIIAsCs MOACPHHU-
3a1us oOIIeCcTBa MPEeBpaIlaeT HOBbIC TEXHU-
KM B HE3aBHCHUMYIO OT YEJIOBEKAa, HEKOHTPO-
nupyeMyto cuctemy. Co3iaHHas mporpamMma
OTPAHUYMBAECT BO3MOXKHOCTH YEIOBEKA, MO-
CKOJIbKY TIpe/JiaraeT eMy oOpasbl, adrOpHT-
MBI TOMCKA ¥ MOJICJIH PEIIEHUM, OTpaHUYECH-
HbIE CYOBEKTHUBHBIM BHUJCHUEM CO3aTelis
MPOTPAMMBI.

A. Kpokep u M. BboiiHcTeiiH, pa3BuBas
MPOTHO3bl MOCTMO/IEpHU3MA 00 aHTPOIO-
JOTUYECKUX PHUCKAX TEXHOKPATHYECKOTO
mupa (en€3 u I'Barrapu O TEXHUKE Kak
MallIMHe JKeJlaHui, 00 yNpaBlIeHUH YeJIOBe-
KOM TOCPEACTBOM «UYUITUPOBAHUS; TUIIEP-
peanbHocTu K. Bonpwuiisipa), mpencranisi-
10T Oy/IyIee OTUyKJIEHHUE YEeJIOBEKa OT €ro
TEJIEeCHOU 000J0YKM Kak (GOopMy BUPTyallU-
saruu. @unocodsr XXI Beka Tak ke, Kak
MMOCTMOJIEPHUCTHI, TPEAYNPEKAAOT O BO3-
MOXKHOCTH TIPEBPAIICHUS YeTIOBEKa U3 CyOb-
€KTa KYJBTYpbl B «y3€J] CBA3W» MEIUNHOI
TUNEPPEATHHOCTH: «...TEJNO OymayIiero amoo
CTaHET HOBOM I'€HETHUYECKON KOMOWHAITHCH,
100 MCUE3HEeT KaK McuepriaHHas IBOJIOIH-
OHHasi BOBMOXKHOCTh. IloiiMaHHas B KalKaH
B JKECTKOE CHIJIOBOE MOJIE BUPTYaJIbHOM pe-
aJTBbHOCTHU, KUOEP-TUIOTh CTAHOBUTCSI HAIIIUM
TEJIEMAaTUIECKUM TOPH3OHTOMM '°.

B 1O Bpemsi kKak HEMOCPEACTBEHHO XY-
IOKHUK CHOCOOEH C€O31aTh MHOXKECTBO
WHTEpIpEeTaliid, MporpaMMa TOJBKO HUMH-
TUpyeT OECKOHEYHOCTh BapuaHTOB. Ha
caMOM JieJe BBIOOp pEallbHO OrpaHHYEH.
[IporpaMmma — 3TO «ammapar 3HA4CHHII»,
Mpeiaralmuil  CyObeKTUBHOE TMPOUYTECHHE

18 Casurkas T. Bupryanusanus kyaeTypsl / UHTEnpoc: nHremiekryanbHas Poccust.

URL: http://intelros.ru/subject/figures/tatyana-savickaya/23649-virtualizacii-kultury.html (maTa oOpamenus:

16.01.2024).

19 Kroker A., Weinstein M. A. Data Trash: The Theory of the Virtual Class. Montreal: New World

Perspectives, 2001. P. 28.
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ucnoaautess?. LudppoBoe ycTpoicTBO HE
MOXET TeHepUpOoBaTh OECKOHEYHOCTb WH-
TEepPHpEeTalnii, MOCKOIbKY KOMITbIOTEpHAs
porpaMma  OrpaHWYCHa  3aJ0KCHHBIMU
B HEW allTOPUTMAMH U MOJIEJISIMU PELICHUM.
Tak, ananu3 npousBeneHU TUPPOBOM KH-
BOIIMCH TTO3BOJISIET TOBOPHTH, YTO MPHU BCEX
e€ TOCTOMHCTBAX «apT-MPOAYKT HHU(PPOBOii
KUBOTHCH 3aKOJUPOBAH BHYTPH KOMIIBIO-
tepa» [8, c. 409]. «I[Iponomxkas Tpanchop-
MHUpPOBATh IJIOCKOCTh TPATUIMOHHOIO HC-
KyCCTBa, TEXHOJIOTUU CETOAHS HACTOJIBKO
3aXBaTBIBAIOT TBOPIIA, YTO €TO IKCTICPUMEH-
THI C ‘“‘MaTrepuasomM’” 3aCIOHSIOT cO0O0M Bce
WHBIE CMBICIIBI M HA3HAYEHHsI HCKYCCTBA,
co3/1aBasi KICKYCCTBO TEXHOJOTHIIN?!.

Wtak, coBpeMeHHBI YPOBEHb LIU(PPOBBIX
TEXHOJOTUH TaKOB, YTO OHH MPEOIOJIEIIN
CTaTyC CpEelICTB BOILUIOIIEHHUS 3aMbICiia JIs
XyJO)KHUKA B MarepuajibHyro Gopmy. [ud-
POBBIE TEXHOJOTHMH B HCKYCCTBE CO3AOT
HOBbIE AcTeTndeckue (eHomensl. Komnax,
MOHTaXX, MEIUACPE/ICTBA U APyTUe TEXHO-
JIOTUYECKUE HOBAIMM TPEjIaraloT HHOU
THUIT CO3JIaHUS ¥ BOCIIPUSATHUS XYIOKESCTBCH-
HOTO WM MY3BIKAJIBHOTO TMPOU3BE/ICHUS.
Ho mpu oTcyTCTBUMM TBOPUYECKOTO MOTEH-
1yasa, SCTETHUECKOTO BKyca TIPHU BCEX TEX-
HUYECKUX HOBALUAX MPOU3BENCHUsI OymayT
TOJILKO TpPE3CHTAIMel TEeXHOIOTUYECKHUX
BO3MOXKHOCTEW. B 310N cutyanmu cocyuie-
CTBOBAHHME TBOpIA M ITUPPOBBIX TEXHOJIO-
THI MOXKET OBITh YCTIEIIHBIM JIMIIb TPU CO-
XPaHCHUU JTUATIEKTHYECKOTO XapakTepa X
enuHCTBa. ClieMyeT COXpaHATh W HUCHOJb-
30BaTh BCE JIydlllee B MPOIECCE Pa3BUTHUS
Y B3aMMOJCHCTBUS XyTOXKHHKA CO CKBO3HBI-
MU TEXHOJOTHSMH, OyKBaJILHO «IPOIINBA-

IOLMMI» HAIly peadbHOCTh. Bo3MoOKHOCTH
U(QPOBBIX TEXHOJOTUN OrpaHuyeHbl 0e3
TBOPUYECKOTO CO3MJIATEIBHOTO BKJIIOUEHUS
YeJIOBEKa, HO W YEJIOBEK YCHUJIIMBAET CBOU
TBOPYECKHUI MOTEHIMaN O1arogapsi HOBBIM,
CO3JJaHHBIM UM K€ TEXHOJIOTHUSIM.

3aknioyeHue

Takum 00pa3oMm, B HACTOSIIMA TIEPUOJ
OYEBHUTHO, YTO MPOTHO3BI TECOPETUKOB (PUITO-
copum MOCTMONEPHHU3MA O MACIITaOHOCTH
MPOIIECCOB BUPTYAJIM3AIMH BO BCEX cepax
oOmiecTBa B TOJHOW MeEpE OMPaBIATHUCH.
Tpanchopmanmu B ob6mactu HHGOpPMAIIH-
OHHBIX TEXHOJIOTUH OTPEAEISIOT OCHOBHYIO
TEHJICHITNIO COBPEMEHHOU KYJIBTYPBI — TIO0-
CTCTICHHOE 3aMEIIECHUE PeaTbHOCTH BUPTY-
AJIbHBIM MUPOM.

Pepnexcus ¢denomena BupTyampHOCTH
MIOCTMOJICPHU3MOM COJIepKaia Mpexyrnpe-
KICHHE 00 OMACHOCTH BUPTYaJIM3AIMK KaK
mporecca  CO3JMaHus  TUIEPCUMYIISIKpaMU
WLTIO30PHOH peanbHOCTH, KHOSPKYIBTYPHI.
K coxanenuto, B Mupe Habiromaercs TeH-
JICHITUSI CHIKEHUS YPOBHS KUOCPKYIBTYPBI,
npeIararoleil mpou3BeneHus, 00pa3bl, He-
raTUBHO BJIMSIONINE Ha MACCOBOE CO3HAHUE.

Ho d¢wunocodckas pednexcus Bupry-
aJIBHOTO MPOCTPAHCTBA B TTOCTMOJCPHU3ME
BhIpakaJla UJCI0 NMPeo0pa3oBaTeIbLHOIO I10-
TEHI[Maja UCKyCCTBA. XyIOKHHK Onaromaps
BOOOPaXCHUIO, HHTEIUICKTYaTbHOMY U 3CTE-
TUYECKOMY Japy CIOCOOCH 00JeYh B KOH-
KpeTHbIE (hOPMBI HECYIIECTBYIOIIYIO CPENY,
KOTOpasi SBJISIETCS OTPAXEHHOU U Tpeodpa-
30BaHHOH B €r0 CO3HAaHWUU PEATbHOCTHIO.
CoznaBasi BHPTYaldbHBIA MHD, XYIOKHUK
CTAHOBUTCS TBOPIIOM PEaTHLHOCTH.

2 Rokebay D. Transforming Mirrors: Subjectivity and Control in Interactive Media // Critical Issues
in Electronic Media / ed. S. Penny. Albany: State University of New York Press, 1995. P. 143.

2l Ckomora 3. H. CoBpemeHHOE HCKYCCTBO: (OpMBI M TexHOMOrHH // Momomoii yuénsrid. 2013. Ne 11.

C. 852.
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B midpoByto 3moxy y XymoKHHKA MOSB-
nsieTcst 0OJBIIe BOZMOYXKHOCTEH ISl TIepece-
YeHHUs TPAHMIIBI AMIIMPUYECKOTO M TpaHC-
LIEHJICHTHOTO MHpOB. Bcmommuuas o0pas
TBOpYECKOTO akTa Jlené3a, MOKHO TipeacTa-
BUTH BUPTYaJIbHOE U peajbHOE B UCKYCCTBE
XXI Beka Kak BpallarolIeecs «3epKanoy,
B KOTOpOM oTpakaeTcst Mup. OT XyI0)KHHKA,
B PYKax KOTOPOTO HaXOAMTCS TaKOe «3epKa-
JI0», 3aBUCHUT TIEpECEYCHHE, COBMEIICHNE,
B3aMMO3aMeHa BUPTYATbHOTO U PEAILHOTO.

CoBpeMeHHbIE peallii MOKa3bIBAIOT, YTO
HOBBIE ITU(PPOBHIE TEXHOJIOTUU KakK Ipe.-
JaraloT 4YeJIO0BEYECCTBY MPOCTPAHCTBO BO3-
MOYKHOCTEH, TaK U TpaHCHOPMUPYIOT Mpe.-
CTaBlieHHE O ()EHOMEHE ICTETHYECKOro, 00
WUCTHHHON IEHHOCTH HCKyccTBa. B mpo-
CTPaHCTBE BUPTYaJIbHOM peallbHOCTH Yello-
BEK CIOCOOCH peanu30BaTh COOCTBEHHBIE
KpEeaTHBHBIE BO3MOYKHOCTH BO BCEX cdepax
CBOCH JKU3HENCATEIHBHOCTU: 00pa30BaHUM,

HayKe, MEIUIIMHE, apXuTeKType. Bo3mox-
HOCTb MPEOAOJICHUSI MPOCTPAHCTBA U Bpe-
MEHHM, KOMMYHHUKAIUSI C HCKYCCTBEHHBIM
WHTEJUIEKTOM M CO3JJaHHBIMH MM 00pa3amMu
OTKPBIBAIOT HOBBIM YPOBEHb MEPEKUBAHUS
pealbHOTO MUpa.

Wrak, nuudpoBbie TEXHOJIOTUH SIBISIOT-
Cs HE TOJBKO CPEACTBOM JJI1 TBOPUYECKOTO
npolecca, JJisi MOJHOThI BOIUIOIIEHUS XY-
JIO’)KHUKOM 3MITUPHYECKOro ObITHs. Tex-
HOJIOTMM WHHUUUHMPYIOT TO3HABATEIbHBIN
MOTEHIMAT XYJAOKHHKA, TOOYXIAlT ero
COBEpIICHCTBOBAaThL MacTepcTBo. CoBpe-
MEHHBIE HUQPPOBBIE MPOILECCHl B HCKYC-
CTBE TMO3BOJISIOT TMpeoOpa3oBaTh BUPTY-
aJIbHO€ B peajibHOE, BKIOUUTHCS 3PUTEIIIO
B TBOPYECKHH MPOILECC, CTATh COTBOPLIOM.
Bmecte ¢ TeM B ATOM TUaJICKTUYECKOM B3a-
MMOCBSI3U TEXHOJIOTHMIN U TBOPUYECTBA YEJIO-
BEUECKUH (PaKTOP MPOJIOJDKAECT OCTABATHCS
ONPEICIISIIOIIUM.

CnUcoK UCTOYHUKOB
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Abstract. The connection between art and society presents the main subject of the article. Briefly
touching upon the causes of this phenomenon, which stem from the high level of communicative
activity of the modern context of our lives, the author shows the connection of these processes and
the need of art to absorb the vital problems of our existence — war and peace, ecology, a healthy
lifestyle, the role of art, etc. Many artists today think that the absence of that connection leaves
art beyond the boundaries of its relevant and called-for forms. One sign of that global tendency
is the special interest in the documentary artistic practices, as well as the drifting of art outside
of its traditional environment of museums and concert halls. The result is wide dissemination
of the performative forms of presentation of socially significant artistic concepts, one of which
is installation. While characterizing the environmental side of the issue and tracing the key points
of the historical development of the art of installation, the author observes that it is genetically
determined to reflect the socially significant problems. Considering the different examples
of installation artefacts, the author points out their predisposition to the synthesis of arts. Introducing
music to the broad palette of expression means that it not simply intensifies this influence, but,
because of the processual nature of music, it possesses the effect of theatricality that manifests itself
in the process of exploration of artistically organized environments on the part of the audience.
Analyzing the examples of installation constructs that are situated in urban landscapes from this
perspective, the author arrives at the idea that the natural consequence of the aforementioned
processes is the emergence of artistically presented installations. One of the possible examples
is the installation by Heiner Goebbels Everything that Happened and Would Happen based

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

Translated by Dr. Anton Rovner.
© Alexandra V. Krylova, 2024
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on texts from Europeana: A Brief History of the 20th Century by Patrik Ourednik. The main aim
of the analysis of all the examples is to identify some of the new forms of involvement of audiences
in the process of perception. While traversing through the liminal state, it is involved in the meaning-
generating process and in the process of search and comprehension of the meaning, the audience
acquires the chance to understand profoundly the difficult problems of modern social life.

Keywords: installation, society, performance, synthesis of the arts

For citation: Krylova A. V. The Artistic Installation as a Form of Transmitting of Socially
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ApT-MHCTONNAUMSA KAk ¢opMa TPAHCNSALUU
COLUMANIbHO 3HAOYUMbIX CMbICNIOB™”
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Annomayun. CBS3b HCKycCTBa C COIMYMOM — IJIaBHas Tema crarbu. Kparko Kacasch
NPUYHH JaHHOTO SIBJICHUS, 3aKJIIOYAIONINXCS B BHICOKOW CTENEHH KOMMYHHUKAaTHBHON aKTUBHOCTHU
COBPEMEHHOTO KOHTEKCTA >KU3HHU, aBTOP YKa3bIBaeT Ha CBS3b 3TUX MPOIECCOB C MOTPEOHOCTHIO
HCKYyCCTBa BOOPaTh B CBOIO OPOUTY TO IIABHOE, YTO COCTABIISIET KU3HEHHO Ba)KHBIE MPOOIEMBI —
HKOJIOTUH, BOMHBI M MHPa, 3[0POBOTO 00pa3a >KU3HHU, pOJIU TBOpUYecTBa U Ip. OTCYyTCTBUE 3TOM CBA3H,
110 MHEHHIO MHOTUX COBPEMEHHBIX XYy/I0’)KHUKOB, BBIBOJUT HCKYCCTBO 32 PAMKH aKTyaJTHU3UPOBAHHBIX
1 BOCTpeOOBaHHBIX (POpPM €ro ObITOBaHMS. 3HAKOM JAHHON TIIOOANBHOW TEHICHIIMH BBICTYIIAET
0COO0BIIl MHTEPEC K JJOKYMEHTAIBHBIM (pOpMaM MCKYCCTBa, a TAKXKE BBIXOJ] apTe(PaKTOB 3a MPEIEIbI
TPaIUIMOHHBIX MPOCTPAHCTB — MY3EMHBIX M KOHUEPTHBIX 3ajoB. CIIEICTBHEM K€ CTaHOBHTCS
[IMPOKOE PAaCHpPOCTpaHEHHE NMEePPOPMATHBHBIX (POPM MPEMOAHECEHUS ITUX COLUATBHO-3HAYUMBIX
XyJIO)KECTBEHHBIX KOHLIENTOB, OJHOH M3 KOTOPBIX SBISETCS HWHCTAUIALMSA. XapakTepusys
SHBAMPOHMEHTAJBHYIO CYTh SIBJICHUS M MPOCIEKHUBAS KIIOYEBBIC BEXU HCTOPHUYECKOTO PA3BUTHUS
MHCTAJUIALIMOHHOTO MCKYCCTBA, aBTOP CTaTbU YKa3bIBAeT HA TEHETUYECKYIO €ro NMPHBEPKEHHOCTh
K OTPaXEHHUIO COLMAJIbHO-3HAYMMON TeMaTuku. [IpM paccMOTpEHHUM pa3HBIX MPUMEPOB
MHCTAJUIALIMOHHBIX apTe(aKTOB OTMEYAETCS MX MPEIpacloNOKEHHOCTh K CHHTE3y HCKYCCTB.
B crarbe akieHTHpYyeTCs, 4TO BBEACHUE MY3bIKaJIbHOW COCTABIISIONIECH B MAJIUTPY CPEACTB HE TPOCTO

** CraThs MOATOTOBJICHA IS MexayHapomaHoW HaydHOW KoHpepeHIHH «My3bIKaabHAs Hayka
B KOHTEKCTE KYJIBTYPHl. My3bIKOBEACHHE W BBI30BBI HH(POPMAIMOHHON SITOXU», COCTOsABINEeHcsS B PAM
nvenn I'Hecnubix 27-30 okTsa6pst 2020 roma npu puHaHCOBOM ogaepkke PODU, nmpoekt Ne 20-012-22033.
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ycunuBaeT 3(p@eKT BO3NEHCTBUs Ha CIyllarelsis, HO MPUAAET LEIOMY, B CHIy NPOLECCyalbHbIX
CBOMCTB MY3bIKHM, 3((eKT Tearpanus3aliy, BO3HHUKAIOIIMM B IpPOLECCE OCBOEHUS IMyOIMKON
MHCTAJUIILMOHHBIX XY/I0)KECTBEHHO OpPraHM30BAHHBIX NMPOCTPAHCTB. AHAIM3UPYs C ITONH TOUYKU
3peHusl IPUMEPHI MHCTAUIALMOHHBIX KOHCTPYKTOB, PACHOJIOKEHHBIX B TOPOJCKUX JaHIIIadTax,
aBTOP MOJABOAUT K MBICIM O TOM, YTO €CTECTBEHHBIM CJIEICTBUEM OTMEUYEHHBIX IPOLECCOB
CTAaHOBMUTCS BOBHUKHOBEHHUE XYy 0KECTBEHHO-TIPENOJHOCUMBIX MHCTAUISILIMMA. B kauecTBe omgHOro
13 BO3MOXKHBIX IPHMEPOB TaKOr0 PoOjAa BBICTYNMAaeT MHcTauiAuus XaifHepa ['eb6enbca «Bcé, uto
MIPOM30IILIO U MOIVIO IIpou30iiTh» Ha TekcThl [larpuka Oypxxennuka « Europeana: kparkasi ucropus
NBaALATOr0 Bekay. KiroueBoll ycTaHOBKOW aHaiM3a BCEW COBOKYMHOCTH MPUMEPOB CTAHOBUTCS
BBISIBIICHHE HOBBIX (DOPM ydacTus 3puTessl B IpoLiecce BoCcpuaTus. [Ipoxoas yepe3 TMMUHAIBHOE
COCTOSIHME, OH OKa3bIBa€TCs COYYaCTHUKOM KOHCTPYHPOBAHHS CMBICIOB, U B 3TOM IPOLECCE UX
aKTHBHOTO TOCTWIKCHHUSI M MOMCKA C BBHICOKOW CTENEHBIO CHIIBI M TIIyOWHBI MPUHUMAET Ha cels
CJIOJKHBIE MPOOJIEMBbI COBPEMEHHON COLIMATILHOM KU3HU.

Kniwouesvie cnosa: nucTauaLus, couuyMm, nephopmMaHc, CHHTE3 UCKYCCTB

Jna yumuposanusn: KpouioBa A. B. Apr-uHcTannsuus kak ¢popMa TpaHCISIUN COLMATBHO
3HaYUMBIX CMBICIOB // [Ipobmembl My3bikanbHOU Hayku / Music Scholarship. 2024. Ne 1.
C. 169-181. (Ha anm. s13.) https://doi1.org/10.56620/2782-3598.2024.1.169-181

I am interested only in that art that changes the ideology of society ...
Art that only reproduces aesthetic values is inferior.
Marina Abramovich'

arina Abramovich’s words, which  then it is not life. Art, after all, must be part

were brought out in the epigraph  of life.””
of the present article, express It is possible that the given assertion
in an extremely precise way her basic idea: would be perceived by many to be too
in the 21st century art cannot be free from  peremptory, however, it is doubtless that
the problems of reality, it cannot be “pure.”  the concretion of art and reality is one of
Art, including the art of music, when the global tendencies of contemporaneity,
drawing the Human Being into its orbit, the proof of which can be provided
isaimed attheactivationofhisconsciousness, by the development of documentary forms
at the process of analysis of the complex, in all the arts, the denotation of existential
acute, painful, and, at the same time, seminal  objects as artistic ones in the conditions
problems of contemporary society. of transferring them into an environment that
The answer to why this is the case can disfurnishes them of their initial functional
be found, once again, appearing from the belonging, and many other processes.
founder of performative practices Marina  One researcher of the contemporary musical
Abramovich, who asserts: “...if we regard theater writes about them the following
art in an isolated way, as something sacred way: “When choosing the storyline basis
and existing separately from everything, for their compositions, composers turn

' Abramovi¢ M. Proiti skvoz' steny. Avtobiografiya [Walk Through Walls: A Memoir]. Moscow: AST,
2019. P. 229.
2 Ibid. P. 240.
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to socially significant themes, raising
questions of global, panhuman proportions.
Similar to the experience of video art,
documentary materials — texts, photographs
and video recordings become for composers
both a point of reliance for creating a libretto
and the basic (and, at times, the sole) source,
stipulating all the aspects of the artistic
whole.” [1, p. 132]

At the same time, we must understand
that, obviously, we are claiming not that
contemporary art is called upon to comprise
a certain part of a normal person’s being,
but that the nature of the latter is changing.
The consumer of art, living in the epicenter
of numerous communicative practices,
acquires a different demand towards
the arts offered to him. The format
ofthe “ready-made” is successful only within
the framework of tradition and the classics
marked by the imperishable test of time.
The art of the present moment has required
a different approach already during the course
of several decades. The comprehension
of it “not as a ready-made answer
to the problematic questions of being, but
rather as an impulse towards contemplation
through experience, has led to implication
of the public into the process of construction
of meanings,” has provoked the consumer
of art “towards the comprehension of
various levels of reality and a more profound
understanding of one.” [2, pp. 191-192]
One of the key components of art turns out
to be interactive element with a heightened
degree of communicative involvement.
In the format of real time, the listener/
viewer immerses into a special artificially
constructed space, which, reorienting it,
transforms the passive contemplator into

a participant who combines the achievement
of meanings with their construction.
The latter occurs on the basis of the sharp
impulses received during the process
of an active form of perception, instigating
a search of meanings of what has been
seen, not endowed with direct analogies
with realities through personal experience.
In 1957, Guy Debord wrote: “Culture
reflects, but also prefigures, the possibilities
of organization of life in a given society.””
The directedness of the artists working
in the vein of an indicated tendency
of transformation of life towards active
contacts with society has become
the basis for the development of new forms
of perception of art, and the first in this set,
in addition to performance, is presented
by installation, about which it is referred.

Installations are an environmental
art' based on the conception of the inner
interconnection of the artistic object with
the surrounding environment, creating
an impact on the viewer involved in the
process of mastery of an unusual artistic
space. As the art of the surrounding milieu,
it appeared by having separated itself from
painting, which was more inclined towards
the artistic mastery over space. The roots
of this phenomenon stem towards
the early 20th century avant-garde art,
towards the works of Pablo Picasso within
the framework of analytic Cubism with its
collage technique, towards Vladimir Tatlin’s
counter-relief constructions, and Marcel
Duchamp’s ready-mades and assemblages,
into a constructivist kinetic sculpture.

But what is milieu? In the broad sense,
it is the surrounding, the summation
of the conditions in which a person’s living

3 Cit. ex: Foster H., Krauss R., Bua I., Buchloh B., Joslit D. Art since 1900. Modernism, Antimodernism,
Postmodernism. Third edition. New York, NY: Thames & Hudson, 2016. P. 456.

4 Environment — surrounding, milieu.
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activities pass. Numerous scholarly works
are devoted to the impact of the milieu
— whether the natural, the social, or the
psychological. Installation as an artistically
oriented artificial “mounting” of a limited
environmental space declared in the status
of art is directed towards suggestion,
concentrating on socially significant themes.
It is not by accident that its emergence
is associated with the Conceptualism
of the 1960s. Demonstrating itself
as a museum phenomenon, installation
has opposed dynamicism to the academic
staticism of architecture and paintings
demonstrated at exhibitions.

When characterizing the researched
phenomenon, Anne Ring Petersen delineates
its most important distinctive features,
indicating that installation:

— activates physical space and the
contexts into which it is implanted;

— extends a work of art in time, thereby
endowing it with a situational character;

— places the viewer’s “real” experiences
ofaphenomenological character at the center
of attention, trying to arouse the realization
of the interconnection of corporeal
perception, its subjectivity with a temporal
expansion of artistic experience.’

The aforementioned particular features
explain to a certain degree the directedness
of the phenomenon towards the socially
oriented  problem  range  capable
of transforming the organization of life.
Konstantin Bohorov notes that installation:
“...should not only represent in a most
accessible form a certain information
in a spatially unfolded form, but

problematize  the  very  structure
of representation as derivative of global
historical transformations.” [3, p. 169]
Letus confirm by means of examples what we
have asserted. Thereby, Marcel Duchamp’s
installation device bearing the title “1200
Coal Bags Suspended from the Ceiling
over a Stove,” created for an international
exhibition devoted to Surrealism in Paris in
1938, according to Hal Foster’s description,
presented a “...conflation of spaces —
of industrial work and  artistic
entertainment...”" This effect was
predetermined by the fact that the realities
of industrial labor in the guise of coal
sacks” were complemented by an audio
setting in the form of insane laughter,
German march music, as well as a hysterical
dance bearing the title L’acte interrompue
[The Interrupted Act]. Each detail of this
symbolic space possessed social significance
and, overall, conveyed the atmosphere
of the indeterminacy and tension (social
hysteria) perceived in society on the eve
of the war.

In the late 1950s, the artists
of the “New Realism” movement brought
out the installation from insular frames
from exhibitions and museums onto
the street. The interaction with the city public
landscapes instigated the enhancement
ofthe socialmeanings ofthe art ofinstallation.
Thereby, the self-destructing installation
Homage to New York was characterized
by its creator Jean Tinguely as “a simulacra
of catastrophe” (II. 1).

Christo and Jeanne-Claude’s installation
Wall of Barrels. Iron Curtain (11. 2)

5 Peterson A. R. Spatial Formations. Installation Art Between Image and Stage. Copenhagen: Museum

Tusculanum Press, 2015. 509 p.

¢ Foster H., Krauss R., Bua I., Buchloh B., Joslit D. Op. cit. P. 354.

7 The configuration of space became more complicated by the fact that as a result the placement
of the bags on the ceiling, the upper and the lower parts changed positions.
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II.1. Jean Tinguely. Homage to New York. Il. 2. Christo and Jeanne-Claude. Wall of Barrels, Iron Curtain.
Self-destructing installation. 1960 1961-1962

presented a barricade of 240 oil
barrels on rue Visconti in Paris,
referring directly to the then
recently built Berlin Wall.® There
are numerous examples to this.

The semantic filling of the
installation constructs has affected
the most varied issues of society,
for example, the installation
12 Cavalli (12 Horses) by Jannis
Kounellis accentuated the idea
of Italy’s primary connection with
agrarian economics, bringing out
natural values’ to the forefront and
forcefully inscribing them into the
context of the institutional American
economic system (1. 3).

II. 3. Jannis Kounellis. 72 Cavalli (12 Horses.
1969

8 Foster H., Krauss R., Bua I., Buchloh B., Joslit D. Op. cit. P. 505.

 Foster notes that incorporating installations into the institutional context had aroused a shock:
“...shock of the reappearance of nature within the spaces of acculturation. Consisting of twelve workhorses
displayed in the gallery over the duration of the exhibition, /2 Cavalli emphatically countered any assumption
about the sculptural object as either a discrete form, or a technologically wrought thing, or a discursive
structure. Instead it insisted on the model of prelinguistic experience, as well as on nondiscursive structures,
and nontechnological, nonscientific, nonphenomenological artistic conventions.” Ibid. P. 585.
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The works of Adrian Piper raise the
problems of racial inequality and human
rights — as can be seen, for example, in the
video installation Cornered (1. 4).

Il. 4. Adrian Piper. Cornered. 1988

Mona Hatoum’s installation The Light at
the End (1989) is devoted to the repudiation
of stereotypes and clichés existent in the
social conscience.!” There are numerous
examples of this. It is apparent that any
socially significant problematic aspect
could be fit into the semantic field
by installation art.

However, let us turn to the fact that the
physical presence of the audience member
within the space ofthe installation actualized
new emotions oriented towards either
unravelling or constructing the meanings
encoded into new substantive objects
or their unusual combination brought
the participants into a liminal condition.
This was conducive in many ways to
the fact that the art of installation is
synthetic, since it was formed at the

intersection of various arts, the capability
of the phenomenon to assimilate any
objects of the animate and inanimate world
was also directly connected to various types
of the artistic practices brought into
the artists’ range of vision. By virtue
of this, musical and — to take it more
broadly — sound realities have become
no less significant materials for creation
of installation works (see about this: [4].)

It is a curious fact that the first installation
that introduced the Soviet audiences with
this phenomenon, which was called “Rai”
[“Paradise”] (by Vitaly Komar and Alexander
Melamid, 1973), presented the space
of an apartment permeated with objective
symbols of various religions, the immersion
into which took place with the light from
a flashlight and with music. Unfortunately,
it was not possible to find any information
about what this musical accompaniment
represented. One thing became apparent:
music as a procedural temporal art when
connected with the spatial plastic elements
of the installation constructions endowed
the resultant phenomenon with features
of theatricalized reality.

While contemplating over the nature
of sound installations, Nikolay Khrust notes:
“Just as in self-sufficient sound installations,
so in the applied sound design of exhibitory
space, what seems to us as being extremely
important is the prospect of the creation
of multi-variance, which may be achieved
by a multitude of means: for example,
by the introduction of chance-based,
interactive algorithms. As the result

10 “In a dark apex of a triangular gallery in London, she [Mona Hatoum. — A. K.] set six electrical rods
in a vertical steel frame in a way that resembled an abstract cage. The viewer was attracted by the sheer beauty
of the red-hot rods, only, on approach, to be repelled by the extreme heat <...> Contra the cliché, ‘the light
at the end’ of this particular tunnel brooked no escape or reprieve; as Hatoum commented, only ‘imprisonment,

torture, and pain’ were evoked.” Ibid. P. 739.
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of the sound, the exhibit item really becomes
a character with whom ‘it is possible to
speak’; with each new time, it would ‘say’
something new to you, while avoiding
turning into a mechanical device, such
as a clock with a cuckoo [the author’s
italics. — A. K.].”"" The audial component
in the structure of installations, undoubtedly,
not only endows the total work of art with
dynamics, but it brings in the element
of dramaturgy and play, it enhances
the feeling of interaction with the surroundings.
These qualities are extremely important
for the realization of socially significant
themes. Let us examine a few examples
from the present-day temporal context.

The development of digital computer
technologies has opened up new possibilities
for the manifestation of socially oriented
subject matter. Just as in the museum
space, so in the city landscape, the art
of installation attracts people by its ability
to “open” our eyes towards many problems
of contemporaneity. Nathalie Rotenberg,
when describing the musical installation
Music Works created by the “City Peloto”
studio (with architect Ilan Behrman and
artist Anat Behrman), situated in the center
of Jerusalem and presenting a construction
in the form of a gramophone, from which
it is possible to emit sounds only by turning
the handle, writes: “In this effort there
is something more than a simple pressing
of a button, — this is a peculiar summons
of defiance to the Clicking Man. To
a certain degree, the gramophone functions
as a ‘fitness machine’: herein lies
the reference to the corporeal practices

of modernity — the enthusiasm towards
the healthy way of living, the struggle
against physical inactivity, and a certain type
of de-virtualization aroused by physical
activity reminding us that music
(the ‘production’ of music in various
hypostases, or music-making) is not merely
a form of diversion, but a type of work
worthy of respect”'? (1. 5).

II. 5. llan Behrman and Anat Behrman. Installation Music Works
(City Peloton studio)

Sport and the healthy way of living
is a socially significant theme realized
numerous times by the selfsame studio.
Such is the installation Going Nowhere
Fast, which presents bicycles attached
to bases. When the pedal is pressed,
the sounds of the gramophone and drums
and the light of lamps, the speedometer and
the fan are activated — they become turned
on, creating a visual, tactile and auditory
experience of a highly emotional scale (I1. 6).

Even more impressing with the idea of
attraction of attention to the art of music is the

! Khrust N. Yu. The Real Aleatory in an Interactive Sound Installation. Bulletin of the Vaganova Ballet

Academy. 2018. No. 4. P. 145. (In Russ.)

12 Rotenberg N. Music of Public Spaces: Sounding Art-Objects in Urban Design. Manuscript. 2018.
Vol. 12, Issue 1, pp. 170-171. (In Russ.) https://doi.org/10.30853/manuscript.2018-12-1.37
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Il. 6. llan Behrman and Anat Behrman. Installation Going Nowhere Fast
(City Peloton studio)

installation The Royal Playback Orchestra,
presenting a podium and twenty so-called
“orchestral chairs” set up seemingly on an
orchestral stage. Any passerby, when siting
down to rest, unwittingly finds himself in
the role of an oboist or violinist, depending
on the place he sat in. The spontaneous
concert achieves a culminating tutti, as
soon as all the “musicians” are seated in
their places. Nathalie Rotenberg writes:
“The playback orchestra is ‘accordant’ with
the playback theater — the performative
artistic practice of group improvisation that
intrudes into real life, erasing the boundaries
between the actor, the audience member,
the producer and the author-scenarist;
the playback theater, just as the playback
orchestra is oriented on the production
of meanings within the framework
of the milieu.”" As the result of the art
of installation, the city is being transformed
into a certain type of theatrical plaza. One
such global project is The City of Memory
by the well-known French media artists
Michel Lemieux and Victor Pilon, created
in collaboration with the playwright Michel
Marc Bouchard, who wrote the scenario

3 Rotenberg N. Op. cit. P. 169.
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for each fragment of the installation,
and composer Maxim Lepage, who
created original music for this project.
This monumental installation ‘“canvas”
adorns the historical part of Montreal and
returns its residents to the city’s sources,
to history, acquainting it with the people who
have invested their labor into it: their spirit
is imperceptibly present within the walls
of the old city. [5]

The disclosure of the theatrical potential
of the interactive musical installations
provoke their transferal into the theatrical
milieu, at the same time, the social
substantive keynote of the phenomenon
remains in force. A brilliant example of such
a scenic installation is Heiner Goebbels’
work Everything that Happened and Would
Happen. The word combination “theatrical
milieu” is quite conditional for this type
of work; more probably, this is a territory
with an indicated division into the venue
where the action is taking place and the
place where the audience member is present.
Thereby, the premiere demonstration
of the aforementioned installation took place
on an immense deserted railway station
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in Manchester. This is important, since the
immersion into the thicket of social life
would be bereft of credibility in a refined
interior of a traditional space. Regine
Miiller characterizes Goebbels’ composition
as “multimedia theater.”'* Let us examine
the constituents of this definition.

The nature of installations manifests itself
in the fact that we are dealing here with the
art of the environment that is purposefully
constructed by the Master and saturated
with messages provoking the viewer to
a search for associations, the experience
of stressful intellectually emotional
states. But this is not a static composition,
everything lives, moves, glitters, and
changes, which does make it possible to
doubt the theatrical essence of the action.
The multimedia quality is predetermined
by the palette of means that realize the social
underpinning. Fragments of contemporary
Czech writer Patrick Ourednik’s book
Europeana: A Brief History of the Twentieth
Century" are placed at the basis of Heiner
Goebbels’s installation. In correspondence
with the literary source, the installation was
infiltrated with fragments of the most varied
events from the beginning of World War I
to the invention of the Barbie doll presented
outside of a temporal succession in various
language, presenting the viewer with
a factual “cocktail” from what had already
occurred at a particular temporal point,
as well as that which is yet to come
in the future.

The second strata is comprised of video
sequences presenting excerpts from the
program ‘“No Comments” of the news
channel Euronews in a similarly spontaneous

4 Miiller R. Taumeln um die leere Mitte.

order: the atomic reactor in England,
the climate in Berlin, refugees aspiring to
reach the island of Lampedusa, mass protests
in Hong Kong, as well as texts from various
books (in the forms of titles) sounded out
by performers in various languages and
recounting of facts that are terrible in their
absurdity: the spontaneous ceasefires on the
fronts of World War I, bearing such aims
as exchanging chocolates for cigarettes;
15 kilometers of killed Germans counted with
the consideration of the average age of each
corpse of 172 centimeters, about the project
ofthecompetitionofmonumentstothevictims
of the Holocaust in Berlin, representing
a motor park with red busses, where each
one, instead of bearing the indication
of the final station, has an inscription of the
name of one of the various Nazi concentration
camps and the sign “Where are you going?
I am going to Maidanek™. ..

The most important artistic-expressive
stratum of the performance is sound.
Similar to the composer possessing radio
technologies on a level of perfection and
understanding profoundly the nature
of the audio theater with its specificity
of formation of an emotionally charged
milieu, Goebbels forms the sound aura
of the scenic installation through delicate,
dynamic and diversified means.

If one could imagine sound complexes
in the forms of objective substances, then
within the space of installations each one
of them possesses its concrete dislocation.
These sound “isles” are situated along
the side perimeter of the broad stage.
The predominating sound constituent part
of'a composition turns out to be the aggressively

URL: https://www.heinergoebbels.com/en/archive/texts/reviews/read/1397 (accessed: 04.02.2024).
15 Qurednik P. Europeana: A Brief History of the Twentieth Century. Dalkey Archive Press, 2005. 120 p.
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colored percussion texture; the latter
is competed against by saxophones, their
sounds directed at nontrivial means of sound
production that complement the pulsation
of the percussion by creaking, seemingly
“sniveling” or “barking” sounds. The Ondes
Martenot, the organ and the guitar form an
“isle” of the softer timbral-acoustic sphere,
which is rarefied by whistling and rattling
electronic sounds. Regine Miiller notes, that,
as a result, this sound-and-noise suggestion
leads to the conclusion that “you are struck
by a shrill, noisy soundtrack which possesses
something captivating in it.”'¢

A personal dramaturgy developing
in a parallel way is owned by the light,
the color and the landscape of the stage
that changes ““as the sea or a garden change
in windy weather. Arches appear from mist,
black buildings move by themselves on
stage, performers with plangent scraping
noises carry empty pedestals (while we love
to dismount gods from them) along the black

linoleum — moreover, the floor changes
its color.”"’

The basis of the scenography
of the performance was comprised

by decorations created by Klaus Griinberg
in 2012 for the project Europeras 1 &
2 featuring music of John Cage within
the frameworks of the international festival
for contemporary art “Ruhrtriennale,”

16 Miiller R. Op. cit.

the director of which at that time was
Heiner Goebbels. The material attributes
of this project in its disassembled
appearance, albeit, which at the same time
preserves the splendor of luxury, comprised
the decorative party of the installation,
with the consideration of the permanent
realignment of its substantive visual
environment. “The background drawings
are not fully adjusted, but, just as the parts
of the stage furnishings and technical
means, are organized so to create a new
object-related theater.”’® Just as at times
it becomes difficult to understand the words
of the rumbling reverberating texts, so the
visual pictures do not carry any concrete
programmed meanings. This  would
contradictthe aesthetics ofabsence advocated
by Goebbels, the producer and composer.”
The failure to understand becomes the chief
meaning of the presented action, which
1s from the start inherent to installations,
the most important element turns out to be
the raucous space of associations, which
in itself may be varied. For example,
the interpretation of the unclosed finale,
wherein the chaos of objects, colors and
sounds may be associatively compared
to Caspar David Friedrich’s painting
The Arctic Sea (Failed Hope) (11. 7, 8).

The space for imagination and
the construction of meanings is presented

17 Shenderova A. Otdel'naya nedostatochnost'. “Vsyo, chto proizoshlo i moglo proizoiti” Hainera
Gebbelsa na Teatral'noi olimpiade [Separate Insufficiency. Everything that Happened and Would Happen
by Heiner Goebbels at the Theatrical Olympiad]. Kommersant. 2019. Ne 203. P. 11.

18 Das Theater der ritselhaften Dinge Heiner Goebbels: Everything that Happened and Would Happen.
Detlev Brandenburg German Stage (DE). 24 August 2019.

URL.: https://www.heinergoebbels.com/en/archive/texts/reviews/read/1401 (accessed: 04.02.2024).

19 Goebbels H. Estetika Otsutstviya. Teksty o muzyke i teatre. Seriya “Teatr i ego dnevnik”
[The Aesthetics of Absence. Texts about Music and Theater. The Series: “The Theater and Its Diary”].
Trans. by O. Fedyanina. Moscow: Teatr i ego dnevnik, 2015. 271 p.
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Il. 7. Scene from the play by Heiner Goebbels
Everything that Happened and Would Hoppen

Il. 8. Caspar David Friedrich. The Arctic Sea (Failed Hope).
1823-1824

by Heiner Goebbels to all the participants civilization sinking, or, moving in a vicious
of this multimedia installation environment, circle, does it repeat the mistakes of the past,
and each person finds his answer to or...? What other versions are available?

the question: is the “ship” of European Life does not provide any final answers...
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Abstract. This article is devoted to the issue of creativity, which is perceived by the example
of the monograph Tvorchestvo i religioznost'v russkoi kul'ture. Filosofskie issledovaniya [ Creativity
and Religiosity in Russian Culture. Philosophical Studies] (2022) written by Russian philosopher
and cultural scholar Olga Zhukova. Although the philosophical and cultural analysis of the artistic
process is carried out in the researcher’s work mainly based on the material of literature, the universal
nature of creativity allows the author to discover the parallels between the verbal, philosophical
and musical modes of discourse. Since the provisions and ideas expounded in the monograph
create the precedent for discussing the current topical theoretical and methodological issues of the
art of music, the purpose of the article is determined by constructing a system of argumentation
that ensures the legitimacy of the following statement: creativity acts as a phenomenon of existence,
determining the self-justification of the artist’s personality, whether he or she is a poet, artist
or composer, or a reader, viewer and/or listener (performer). At the same time, the central task
of this article is to position music as a spiritual and intellectual type of creativity, the universal
forms of which are the knowledge of reality and the creation of an image of meaning, revealed
in the structure of an artistic text. Relying on the experience of well-known philosophers, cultural
and art historians, word artists and performing musicians, the author expresses the necessity to tune
the ear of every artist to the sounding entity, the essence of which is able to be revealed with the most
completeness only by music.
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TeopuyecTBO KOK YHUBEPCANbHbIAN $EeHOMEH 6bITUS
(06 asTopckoin koHuenuum O. A. Xykoso#n)

IMoauua CranuciaasosHa BoikoBa

Poccuitickuii 2cocyoapcmeennwiii nedacoeuueckuti ynugepcumem umenu A. Y. I'epyena,
2. Canxkm-Ilemepoype, Poccutickas @edepayusl,
polina7-7@yandex.ru=, https://orcid.org/0000-0002-2424-7521

Annomayun. CraTbs TOCBsIIeHa NpoOieMe TBOpPUECTBA, KOTOpas paccMaTpUBaETCs
B MOHOTpaduu poccuiickoro yuénoro — ¢uiocoda u kynsryposora O. A. XKykosoii «TBopuecTBO
U PEJIMTHO3HOCTh B pycckoil KynbType. @unocodcekue uccnenosanus» (2022). Hecmorps Ha To,
4T0 PHII0CO(CKO-KYIBTYPOJIOTHYECKUI aHATIN3 TBOPUECKOTO MPOoIecca OCyIecTBIsIeTcs B padoTte
UCclleZioBaTeNsl NMPEUMYIIECTBEHHO Ha Marepualie JUTeparyphl, €ero yHUBEpPCaJbHBIH XapakTep
MIO3BOJISIET aBTOPY OOHAPYKUTh Hapajliead MEXAy CIOBECHBIM, PHIOCO(PCKUM U MY3bIKaJIbHBIM
nuckypcamu. [10CKOIbKY MOJIOKEHHS M MIeU, BbIIBUTaeMble B MOHOTpauu, CO3JaI0T NPELEeeHT
s OOCYXJEHHS AaKTyaJdbHBIX TEOPETHKO-METOJOJIOTMYECKHX MpoOIeM  MY3BIKaJIbHOTO
HCKYCCTBA, 1IeJIb CTAaTbU OMPEAEIAETCS IOCTPOCHNUEM CUCTEMbI apryMEeHTalluu, 00eceyuBaroIien
IIPAaBOMEPHOCTb CJIEIYIOIIEr0 YTBEPKCHH: TBOPYECTBO BBICTYNAET B Kau€CTBE OBITHIICTBEHHOTO
(eHoMeHa, 00yCIIOBIHMBAIOIIETO CAMOOIIPaBAaHNE JMYHOCTH TBOPLIA, HE3aBUCUMO OT TOTO, UAET JIU
peub 0 03Te, XYI0’)KHUKE, KOMIIO3UTOPE TMO0 YnuTaTese, 3puTelie u ciymaresne (ucnoianurene). [pu
3TOM LIEHTpaJIbHAs 3ajJjada HaCTOALIEeH CTaThl — MO3UILMOHUPOBATh MY3bIKY B Kaue€CTBE JyXOBHO-
MHTEJUIEKTYaJIbHOTO TBOPUYECTBA, YHHUBEPCAJIbHBIMH (POpMAMHM KOTOPOTIO BBICTYHAKOT MO3HAHME
pPEaNbHOCTH U CO3HMJIaHUE CMBICIIO00pa3a, PACKPBHIBAIOILIETOCA B CTPYKTYPE XyHA0KECTBEHHOTO
TekcTa. Onupasch Ha ONBIT U3BECTHBIX (PUII0CO(OB, KYJIBTYPOIOr0B U HCKYCCTBOBE/IOB, XY/10’)KHUKOB
CJIOBA ¥ MY3bIKaHTOB-HUCIIOJIHUTENICH, aBTOP CTAThbU MPUXOJUT K HEOOXOAMMOCTH HACTPAaUBaTh CIyX
BCSIKOTO TBOPIIA Ha 3Byyallee ObITHE, CyTh KOTOPOTO ¢ HAaMOOJIbIIEH MTOJIHOTOM CIOCOOHA PaCKPBITh
JIMILB MY3BbIKA.

Kniwouegvie cnosa: 38yqaiiee ObITHE, TBOPUECKHUH IPOLIECC, CTPYKTYpa Xy 0KECTBEHHOI'O TEKCTA,
My3bIKa U puiocodpus

Jna yumupoeanusa: BonkxoBa II. C. TBopuecTBO Kak yHHMBEpCaJlbHBIH (heHOMEH ObITHs
(06 aBropckoit koHuenmu O. A. XKyxoBoit) // IIpo6nemsl My3bikanbHON Hayku / Music Scholarship.
2024. Ne 1. C. 182-190. (Ha anrn. s3.) https://doi.org/10.56620/2782-3598.2024.1.182-190
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he monograph of Russian philosopher
Tand cultural scholar Olga Zhukova,
which saw the light of day in
2022, titled: Creativity and Religiosity in
Russian Culture. Philosophical Studies,'
presents the final part of the trilogy, unified
by an authorial concept, which has
developed during a considerable amount of
time: the first monograph — The Philosophy
of Russian Culture. A Metaphysical
Perspective of Man and History was
published in 2017,? the second — An Essay
on Russian Culture. The Philosophy
of History, Literature and Art — came out
in 2019.° The essence permeating all three
of the books is the centricity of ideals
present in Russian culture. What is meant
here is “the path of salvation, or justification
by creativity,” which is so idiomatic for
the Russian tradition, by means of which
the controversy between the autonomous mind
and the religious conciliarity is alleviated.*
The very fact that Olga Zhukova offers
the reader on the pages of her monograph
a “philosophical analysis of the cultural and
intellectual heritage of Russia in terms of
the continuity of the creative experience,
the essence of which becomes the mutual
semantic conditionality of religion, artistic
creativity (mainly pertaining to literature)
and philosophy,” is what allows us to
discuss the modernity and the timeliness
of the conception developed by the Russian

scholar, confirmed by a number of academic
studies undertaken within the international
humanistic tradition, as well as those indirectly
affecting the issue advocated by the author
present in many areas, including musical
content, musical hermeneutics, musical
cultural studies, philosophy and axiology
of music. For the author of the book,
a professional musicologist, the philosophical
aspects of music, literature and the other arts
have long become the defining topic of research.

The material for the author’s numerous
years of research is the history of Russian
culture in a variety of forms of artistic
and philosophical creativity. Creativity
is examined by Olga Zhukova in the
ontological-epistemological, the historical-
cultural, the psychological and the aesthetic
aspects. It is noteworthy that in the new book
a significant position is held by the theory
of creativity, the psychology of creativity,
the peculiarities of artistic comprehension
of'the world, and the forms of pre-predicative
thinking that reveal themselves in the
artistic and spiritual-religious experience.
This research line connects the book with
the first monograph of the philosophical
trilogy, The Philosophy of Russian Culture.
The Metaphysical Perspective of Man
and History, wherein the author traced
out in a special way the path of the formation
of the aesthetic ideals of Russian culture
in composers’ artistic endeavors.

I Zhukova O. A. Tvorchestvo i religioznost' v russkoi kul'ture. Filosofskie issledovaniya [Creativity
and Religiosity in Russian Culture. Philosophical Studies]. Moscow: Soglasie, 2022. 594 p.

2 Zhukova O. A. Filosofiva russkoi kul'tury. Metafizicheskaya perspektiva cheloveka i istorii
[The Philosophy of Russian Culture. The Metaphysical Perspective of Man and History]. Moscow: Soglasie,

2017. 720 p.

3 Zhukova O. A. Opyt o russkoi kul'ture. Filosofiya istorii, literatury i iskusstva [Essay on Russian
Culture. Philosophy of History, Literature and Art]. Moscow: Soglasie, 2019. 588 p.

4 Zhukova O. A. Tvorchestvo i religioznost'... [Creativity and Religiosity...]. P. 2.

> Ibid. P. 62.
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The scholar’s focus of thought is on the
structure of the interdependence of religion
and art in professional musical practice
at the stage of creating the Russian school
of composition as an artistic synthesis
of folk, church and secular (Europeanized)
musical traditions.® The author shows that
the art of music became a link of continuity
and the moment of self-foundation of the
cultural tradition during the time period
between the 18th and 20th centuries through
the artistic reinterpreting by composers
of the aesthetic and ethical ideals of Russian
religious culture and the artistic values and
practices of European modernity.’

It is interesting to compare the approaches
to the phenomena of musical, literary and
philosophical creativity developed in Olga
Zhukova’s philosophical trilogy about
Russian culture and a number of other
monographs by the author with the types
of studies that, in addition, formulate the
theoretical models interpreting the universal
aspects of creative activities.

In this context, we must cite Natalia
Kireeva’s large-scale research  work
in which the art historian elaborates
on the communicative and axiological
model of interaction of subjects that unite
under the sign of musical theatricalization
as a phenomenon that integrates various
forms of musical and theatrical action and
the musical and theatrical genres that have
gradually developed during their evolution
from their initial state of sacred ritual to that
of artistic performances.?

By creating an axiomatic model of
formation of the artistic personality, Kireeva
emphasizes the importance of the following
instance. Based on the formation of a holistic
worldview, marked by the conformity
of nature and the mindfulness of self-
development, the desired model initiates the
need for artistic self-expression as a response
aroused in order to prevent or resolve
the contradictions topical for a concrete
sociocultural situation. [1] Motivated by
the experience of the need to restore the lost
integrity of being, such types of creative
activity are implicitly oriented towards
avalue-permeatedresult,andthepredominant
features such as moral principles and the
selfless service to the ideal. [2]

Returning to  Olga  Zhukova’s
monographic study, let us express the
following assumption. The unconditional
significance and undoubted validity
of the cultural philosophic conception
of the Russian thinker 1is stipulated
by the fact that philosophy, artistic creativity,
as well as religious experience are all
derivatives of language in both its verbality
and non-verbality. In this case, the question
is not about the type of language that has
as its source the self-organizing scheme
ofnature called to provide the communication
processes relevant to any living organism —
here the human being essentially comes to
resemble a natural creature, because such
an act of speaking resembling the moo
of a cow or the barking of a dog does not
provide an individual with an instant leap

6 Zhukova O. A. Filosofiya russkoi kul'tury... [The Philosophy of Russian Culture...]. P. 132.

7 Ibid. P. 134.

8 Kireeva N. Yu. Evolyutsiva muzykal'noi teatralizatsii: kommunikativno-aksiologicheskii rakurs:
monografiya [ The Evolution of Musical Theatricality: A Communicative-Axiological Perspective. Monograph].
Saratov: Saratov L. V. Sobinov State Conservatory, 2023. 466 p.
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from the world of nature to the world of
society. On the contrary, we are discussing
language as a source of thinking. Unlike
the type of language initiating the process
of communication called forth to create
favorable conditions for accumulation,
processing and storage of information with
the aim of its subsequent transmission to
other beings, which corresponds to the best
adaptation of any creature to its surrounding
environment, the type of language that is
directly related to the experience of thought
activity requires the direct participation of
its bearer, the linguistic personality, for its
best implementation. Its task is to carry
out the organmization of a self-organizing
conveyance of nature in order to overcome
natural automatism and release oneself
from the oppression of a natural program
that makes it difficult to form a property of
speech affected by the individual Self.

In other words, while language as an
informational system appears before us
on the level of a ready-made product,
language as a conceptual system appears
to be only potentially possible, presenting
in itself a continuous creation, or, equally,
an actualization of the energy that has
absorbed the spirit of the people. Because
the word generated in the process
of the formation of meaning of an individual
person surpasses the framework of subjectivity,
acquiring an intersubjective character,
the activity of thought itself as an act
of creativity performed by a linguistic
personality diffuses the boundaries that
divide religion, art and philosophy. [3]

From this point of view, it is impossible
not to remember Marin Mersenne (1588—
1648), the French mathematician, physicist,
philosopher, theologian and music theorist
who was aimed at finding the parallels
between music and theology, which led
him to discover the Triunity of God in

diatonicism (God the Father), chromaticism
(God the Son) and enharmonics (the
Holy Spirit). In the same way, Russian
linguists are inclined to see in the language,
as a system the embodiment of the Divine
Trinity, under the sign of which the self-
organizing scheme of nature becomes likened
to God the Father, the experience of organizing
this informational system becomes connected
with God the Son and, finally, the Holy Spirit
appears before us at the level of thought
activity, the effectiveness of which becomes
recognized in the actualization of meaning
that focuses within itself the invisible unity
of the past, the present and the future in their
moral and ethical aspects. [4]

Finally, that circumstance that that the
statement in the Gospel, “In the beginning
was the Word” turns out to be in line with
notions,according towhich, “Inthebeginning
was the Number”, “In the beginning was
Music”, “In the beginning was Gesture”,
“In the beginning was Emotion”, evidently
convinces us that sound, just as emotion,
are inherent features of musical speech,
precisely as intonation actualized in verbal
discourse holds in itself a certain gesture.
No less remarkable in this context is that the
Slavic Word finds its connection with sound
and ability to hear. In a similar way, “Music
as a deed” allows the sacred Word to be
likened to thought.

It seems that all these connotations that
are implicitly present in the designated
lexemes found in the Russian language
compel us to acknowledge the insights of
certain representatives of Russian culture
— contemporaries of the 20th century,
who managed to obtain world recognition
and have overcome time boundaries — as
absolutely valuable for the art of music.
Here appears the unity of philosophy and
art, vindicated by Yakov Golosovker (1890—
1967), albeit, with a slight reservation: while
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philosophy deals with images of meaning,
then art deals with images of meaning, as
well as the position of Alexei Losev (1893—
1988), according to which philosophy,
mathematics and music are one and the same
thing, and the inviolability of the position
of Mikhail Bakhtin (1895-1975).

In a concise essay, titled Art and
Responsibility, published in 1919, a little
more than a hundred years ago, the Russian
thinker emphasizes: regardless of the person
able to bear responsibility for his words
and actions, the integrity of scholarship,
culture and life will always remain purely
mechanical.

Answering a question, about what
presents the guarantor of their internal
communication, Mikhail Bakhtin writes:
“Only the unity of responsibility. For all
I have experienced and understood in
art, I have to take responsibility with my
life, so that all that has been experienced
and understood by me would not remain
inoperative in it. But guilt is also tied with
responsibility. Not only must life and art
bear mutual responsibility, but they must
also share the blame for each other. The poet
must remember that his poetry is to blame for
the vulgar prose of life, while the man of life
must know that the sterility of art is justified
to blame his absence of discrimination and
lack of seriousness of the issues of his life.
Personality should become completely
responsible: all its moments should not only
fit together in the temporal series of its life,
but also penetrate each other in the unity
of guilt and responsibility.””

While surreptitiously concurring with
Bakhtin, Zhukova constructs a system

of argumentation basing herself on personalia
represented by the names of Alexander
Herzen, Fyodor Dostoyevsky, Mikhail
Stakhovich, Vladimir Ern, Vasily Karaulov,
Sofia Panina, Ariadna Tyrkova-Williams,
Piotr Struve, Alexander Golovnin, Lev
Tolstoy, Nikolai Berdyaev, Lev Karsavin,
Boris Zaitsev, Osip Mandelstam, and Boris
Pasternak. The authorial commentaries
uttered about their lives, destinies, individual
works, and specific actions, etc., based
on the subtlest observations, non-trivial
experience of perception of events standing
apart from us at a distance of an entire epoch,
a fundamental knowledge of Russian history,
literature, and philosophy — all of this shows
Olga Zhukova as a researcher of the highest
caliber, endowed with powerful intuition
and the ability to respond sometimes even
to the most remotely perceptible vibrations
of time.

The book comprises an introduction,
two sections, a conclusion, a bibliography,
an index, as well as a summary and
information about the author. The first
section, titled The Historical Dynamics
of Russian Culture: Religious Values,
Social Ildeals and Cultural-Political
Practices is presented in six chapters, each
of which gradually resolves the questions
ofthe axiological transformations of Russian
culture in terms of the historical dynamics
of sociocultural ideals and the typology
of creative experience; the sociocultural
dynamics of Russian religiosity: from
the culture of medieval traditionalism to
the modern post-secular society; the ideals
of national literature and the mission
of the Russian writer; the religious

? Bakhtin M. M. Iskusstvo i otvetstvennost' [Art and Responsibility]. Estetika slovesnogo tvorchestva
[Aesthetics of Verbal Creativity]. Ed. by S. Bocharov. Publ. 2. Moscow: Iskusstvo, 1986, pp. 7-8.
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and creative principles of social life, examined
in the aspect of Russian political thought;
the values of the Russian Enlightenment
and practice of social construction;
the national ideal of culture and politics,
implemented by Piotr Struve in keeping
with Pushkin’s Russia.

The second section, titled The Self-
consciousness of Russian  Culture:
Creativity and Religiosity in the Artistic
and Philosophical Tradition is comprised
of seven chapters, in which artistic creativity
and religiosity are consistently examined
as an epistemic issue; the question is raised on
the formation of a professional philosophical
culture in Russia and Alexander Golovnin’s
role in this process; the ethical-religious
concept of the creative self-consciousness
of the artist Nikolai Berdyaev is revealed
in the example of his reception of the heritage
of LevTolstoy; aninterpretation ofthe concept
of perfection in the religious metaphysics
of Lev Karsavin is provided; the artistic
experience of the outstanding representatives
of Russian literature, Boris Zaitsev,
Osip Mandelstam, and Boris Pasternak,
is comprehended as a philosophical issue.

Against the background of all
of the above, it seems that the perspective
of the study of the theme of creativity
and religiosity in Russian culture, examined
in the mainstream of philosophy, included
in the title of the monograph, absorbs almost
all of its themes and possibly turns into
an entire problem range.

Let us express the assumption that
the angle of research put forth in the title
of the monograph: the theme of creativity
and religiosity in Russian culture, examined
in line with philosophy, exhausts almost all
its themes and possible turns of thought.

Therefore, this book provides an
obvious testimony of both the viability
of the authorial concept and the emergence of

an independent direction within the framework
of the development of philosophical theory
of culture and historical-philosophical
research. This state of affairs, in our view,
is determined by the fact that the author
is able to view at the events of her interest in
both historical and philosophical retrospect
and perspective, as well as the specificity
of textual and contextual analysis, looking
intently on the smallest details the neglect
of which sometimes leads to inaccuracies
and distortions in interpretations. The main
merit of this peer-reviewed monograph, in
our view, is the immersion into the world
of insights and philosophical discoveries
of the author and modern scholar gives
hope that the dialogue of authors —
the protagonists of the book and
the researcher — 1s also akin to creativity.
Such a creative rethinking of the heritage
appears as a response of an intellectually
honest scholar and citizen, who claims
her own share of the responsibility
for the current state of the national culture.
To what extent can the experience of
a cultural philosopher be of interest to present-
day musicians — theorists, practitioners
and educators? It seems that, in addition
to the universal character of the creative
process, the facets of which are highlighted
mainly on the example of literature, special
attention is merited by the fact that the
other representatives of Russian culture
entering the problematic field of the Russian
scholar are greatly represented by the names
of artists who are either directly or indirectly
related to music. Let us remind ourselves
of the musical qualities inherent in the prose
and poetry of Osip Mandelstam and Boris
Pasternak, the latter of which transferred
himself into the sphere literature from
music, having acquired a sense of disbelief
in his own skills as a composer, as well as
the points of contact between Boris Zaitsev,
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Paul Klee and Edison Denisov discovered
by Anna Melnikova in her dissertation
devoted to the synesthetic interpretation
of the latter composer’s instrumental
works.!” We shall also not disregard the
attempts of comprehending the essence of the
musical element attempted by Lev Tolstoy
in his Kreitserova sonata [Kreutzer Sonatal.
And we can hardly fail to remember here
the thought arrived at by our contemporary,
the original philosopher and musician Father
Ioann Bogomil, that Piotr Tchaikovsky
is a musical counterpart of Nikolay
Berdyaev, being a musical poet and thinker,
whose entry into national Russian archetype
is phenomenal!

There is no doubt that, in this context,
both notes and letters are merely sacred
signs containing much more than sight and
hearing are able to admit into themselves
and what is seen exclusively by inner man.
At the same time, the only key to entering
this inner space is the “ethical register
of personal self-understanding.” [5, p. 34]
The actualization of the latter is solved
in keeping with the rhetorical canon
in the triune of Ethos, Logos and Paphos,
in this context all participants involved
in the process of creativity become
connected with the creation “here and now”
of a sounding work by the means of which
the very being itself obtains its own sound.
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