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THE CONCEPTION OF GEORG FRIEDRICH HANDEL'S WORLDVIEW
IN THE CONTEXT OF HIS ORATORIOS* /

KOHUEMUMA MMPOBO33PEHUA I. ®. TEHAEAA
B KOHTEKCTE ETO OPATOPUAAbHOIO TBOPYECTBA

he subject of Georg Friedrich Handel’s
I worldview is complex and diverse. To disclose
it as a system of religious-philosophical
perspectives means to reveal the attitude of the
composer towards the various trends in the Western
European religious and philosophical life of the first
half of the 18™ century. Nonetheless, musicologists
have not been able to arrive at a single mode of
understanding. The major researcher of Handel’s
music, British source-study expert Donald Burrows
excludes the option of revealing the composer’s
spiritual world, since no direct testimonies disclosing
Handel’s worldview have been preserved (see: [14,
p. 9]). Burrows is also skeptical about the possibility
of elucidating Handel’s worldview positions by
means of analyzing his musical compositions, since
the composer, whether consciously or not, ... took
care to keep his opinions and proclivities out of his
work” [Ibid., p. 372].

But even in such a seemingly hopeless case
there are principles of revealing of the artist’s
general aesthetic positions in existence. Thomas
Mann accentuates two pivotal traits of the German
nation: “self-immersion” and “Innerlichkeit” — a
polyvalent concept, which can be translated as “...
gentleness, profundity of the life of the soul, the
absence of vanity, a devout attitude to nature, an
artless honesty of thought and conscience — in one
word, all the features of high lyricism” [13, p. 9].

In addition, two testimonies delineating
Handel’s ethical and aesthetical goals are still
known. One of them is described in his answer to
Lord Kinnwell: “I would be very sorry if my music
would only entertain my listeners: I aspired to make
them better” (cited from: [4, p. 31]).

* Translated by Dr. Anton Rovner.
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The other testimony is contained in his open
letter to the readers of the “Daily Advertiser”, where
he asks the public for support of his oratorical
perceptions: “... I perceived, that joining good
Sense and significant Words to Musick, was the
best Method of recommending this to an English
Audience; I have directed my Studies that way, and
endeavour’d to shew, that the English Language,
which is so expressive of the sublimest Sentiments
is the best adapted of any to the full and solemn
Kind of Musick [as an oratorio. — G. K.]” [14, p.
281].

The quoted statements make it clear to us that
three components — making the listeners better,
expressing the most elevated feelings and solving
his own ethical-aesthetical goals in the genre of
oratorio fitting for these ends — were formed by
the composer as one single goal. This aspiration to
express elevated feelings testified not only of the
composer’s intention to convey the aesthetically
beautiful, but also of that type of the composer’s
character and his worldview. “Everything that
is sublime and beautiful,” Mikhail Bakhtin
wrote, “forms not a phraseological unity in the
ordinary sense, but an intonational or expressive
word combination of a special kind. It is the
representative of the style, worldview, human
type...” [1, p. 302].

The comprehension of Handel’s philosophical
and ethical views also becomes possible by means of
reconstructing his ideas on the basis of the musical
compositions he wrote. The authoritative American
researcher of Handel’s music Robert Ketterer, in his
studies of the composer’s moral aspirations on the
example of the opera “Scipio,” asserts that such line
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of subject matter virtually became “...anticipated
the ethical discussions that we now associate with
the oratorios™ [24, p. 1].

A comparable idea was stated by Winton
Dean. In Handel’s oratorio “Samson” he sees the
quintessence of the expression of his religious,
ethical and philosophical views (see: [16, p. 331]),
while in the image of Jephtha from the oratorio
with that title he even assumes that the composer
created his own emotional and psychological
portrait [Ibid., p. 595]. The determinative factor
in the demonstration of Handel’s worldview is the
characterization of his overall personality provided
by the composer’s younger contemporary John
Hawkins, who asserted that throughout the entire
path of Handel’s life up to his final tragedy — his
loss of eyesight, which he was already not able
to overcome — the composer endured stoically all
of his other tribulations and, all in all, “he was a
man of blameless moral, and throughout his life
manifested a deep sense of religion” [20, p. 910].
Moreover, “In conversation [with other people]
he would frequently declare the pleasure he felt
in setting the Scriptures to music; and how much
the contemplating the many sublime passages
in the Psalms had contributed in his [personal]
edification ...” [Ibid.].

At the same time, J. Cockroft asserts that
Handel was a man “of great self-esteem and dignity,
with connections in the court, with powerful
acquaintances among the aristocracy. In addition,
he was a great businessman and pragmatist, who
knew how to achieve his goals” (cit. from: [11]).
To this ideal portrait let us add yet another quality
of Handel, described by John Mainwarring: ...
noble spirit of independency, which possessed
him almost from his childhood, was never known
to forsake him, not even in the most distressful
seasons of his life” [27, p. 41]. And indeed,
D. Hunter notes that Handel’s career emerged in
such a way, as if he was at will to shape it as he saw
fit (see: [22, p. 335)).

Nonetheless, in Handel’s worldview many
things remain unclear, since the idea-driven
interpretation of his music changed with history.
P. Potter considers that “the politicization and
popularization of the oratorios resulted in
[extremely]| liberal treatments of the works,
including elaborate stagings in the Weimar
Republic, “dejudaizing” of the texts in the Third
Reich, and attempts to secularize [the idea-based
content of] Handel’s oeuvre in communist East
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Germany” [29, p. 312]%

In our times the tendency of dejudaizing
Handel’s oeuvres has been transformed in some
works into the attempt of its antisemitization. Thus,
Michael Marissen supposes that the “Messiah”
virtually presents an anti-Jewish oratorio, while
its famous “‘Hallelujah’ chorus was designed ...
to celebrate the destruction of Jerusalem and the
Second Temple in A.D. 70.”, which is interpreted as
the “... divine retribution on Judaism for its failure
to accept Jesus as God’s promised Messiah” [28].
Handel in his “Messiah” employed for the first
time the combined sound of trumpets and drums
— an effect, which in baroque music, according to
Marissen, was utilized in the capacity of peculiar
“emblems of great power and of victory”, was
incorporated here for celebration of the destruction
of those “enemies” who crucified Jesus [Ibid.].

Nonetheless, this version has not received
support in the scholarly community. Ruth Smith
considers that, despite the distinct assertion of the
ideas of Christianity in the “Messiah,” Handel’s
work was not aimed at destroying Judaism (see:
[23; 30; 15, p. 474-476]). W. Heller is convinced
that to analyze the music of Handel in the manner
Marissen means to run counter to everything
that we know about him as a composer, while
“... the presence of trumpets and drums in the
“Hallelujah” chorus does not indicate that Handel
was kvelling [apparently, in the sense of “aspiring
to convey to the listener his feelings”. — G. K.]
over the Temple’s destruction [probably, in the
sense of particularly “divine retribution”. — G. K.],
since similar orchestration occurs in other Handel
works” (cit. from: [23]). And if we carry the idea
further to the point of absurdity, according to
B. Ivry, then “elsewhere...a 1959 recording of
“Messiah” conducted by Thomas Beecham would
presumably be even more anti-Jewish because its
orchestrator, Eugene Goossens, added clangorous
marching band cymbals, piccolo and triangle to
the “Hallelujah” chorus” [Ibid.].

Therefore, notwithstanding individual efforts
of “dejudaizing” Handels musical legacy, it is
clear that this was not inherent to the composer’s
worldview.

The question of the Christian essence of
Handel’s worldview turns out to be no less important.
D. Hunter, when analyzing the positions of Winton
Dean and Paul Henry Lang, considers that they
both attempt to evade this question, focusing their
attention on the assumption that ... Handel was not
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Christian apologist, though the composer seems to
have persuaded many others that that was indeed
what he was [i. e., a convinced Christian]” [21, p.
13—14]. Along with this, Hunter notes that Handel’s
older biographers —John Mainwaring, John Hawkins
and Charles Burney were confident in Handel’s
close interconnection with the Anglican Church,
“particularly toward the end of his life.” (cit. from:
[Ibid., p. 14]). Citing Handel’s librettist Thomas
Morell, Hunter says that in Handel’s “Theodora”
the Christian theme was the favorite one among all
his other oratorios (see: [Ibid., p. 13]).

There are strong reasons to consider the
composer to have been a devout Christian.
According to Marian van Til, Handel’s parents
were unintentionally strongly influenced by their
milieu in Halle (the composer’s birthplace), which
under the leadership of scholar and pastor August
Hermann Francke — a follower of the founder of
Pietism Philip Jacob Spener — became at the time
of Handel’s childhood the center of this religious
movement. And although the composer’s mother
and father were not officially its adherents, the
ethical principles of this especially sacred variety
of Lutherans, calling for universal compassion for
fellow creatures, were accepted by them (see: [Ibid.,
p- 2]). For this reason the Christological type of
ethics was grasped by Handel from his childhood?.
More importantly, C. R. Koch asserts that with the
aim of a certain restraint of the given influence, the
composer’s father, being an adherent of orthodox
Lutheranism and, therefore, an adversary of
Pietism, which was expanding in Halle’s schools,
was compelled to invite teachers to his home (see:
[25, p. 23].

At the same time, the activities of the Anglican
church during the period of Handel’s life and
musical activities in Great Britain, according to
Lang, * faithfully reflected socio-economic
developments [in the country]; the cultic elements
descended from Catholicism remained, but in
reality this religion was a system of organized life
that under its theocratic exterior was essentially
politic” [26, p. 202]. For this reason particularly
“... the God, whom Handel memorialized in his
music for his new compatriots [the British. — G. K.],
could not be the same God Bach [among others]
worshipped; therefore the music Handel composed
for the official English divine service must also be
quite different from the Lutheran. Indeed, these are
not songs wrung [directly] from man’s soul as he
contemplates God.” [Ibid., p. 214].
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In the ritual church music oriented towards
government-supervised England, as well as in
Handel’s non-tragic compositions, this may
really have been the case. However, in his tragic
oratorios [our definition. — G. K.], where essentially
Handel’s self-consciousness manifested itself,
as did his apprehension of his place in society, it
was possible to perceive a sincere appeal of man
towards God, coming from out of the depths of his
soul, in which the spirit of the Lutheran composer
found expression. Ellen T. Harris emphasizes that
the creation of the oratorio “Theodora” marked
a transition “... from oratorio topics [aimed at]
celebrating the political state and national religion
(as in Judas Maccabaeus and Solomon) to personal
and reflective subjects focusing on religious
freedom and an individual’s private relationship
with God, a direction that he [Handel. — G. K.]
continued with his next and final oratorio, Jephtha,
composed in 1751)” [19, p. 9].

Nevertheless, some ofthe churchrepresentatives,
Handel’s contemporaries, did not accept his oratorios
as religious compositions. One of the critics wrote
after the premiere of “Messiah” that its apperception
was not an act of religion, “but for diversion and
amusement only,” being directed towards “... a
prophanation of God’s name and word” (cit. from:
[15, p. 474]). And these words were expressed in
reproach to a composer, who upon composing his
“Messiah” expressed his sensations as follows: “...
I did think I did see all heaven before me, and the
great God himself” (cit. from: [18]).

The formation of Handel’s worldview saw
the importance of the Biblical Commandments,
which comprised the foundation for the Lutheran
social ethics, established in the “Small Catechism”
(“Enchiridion”) and “Large Catechism” (“Der
deutsche Catechismus™) published by Martin
Luther (both editions came out in 1529 at the
composer’s birthplace, Saxony). Their creation
and dissemination were the result of Luther’s
concern about the low level of knowledge of the
basic concepts of Christianity on the part of the
parishioners, whereof it could be seen that his
actions in drawing people to faith wee stipulated by
motives of upbringing, i. e. virtually the aspiration
to make them better.

The guidelines for religious ethics connected
with the subject of the passions of Christ became a
major source for the tragic images in Handel’s music.
Through its prism many of the subjects from the Old
Testament incorporated by Handel in his oratorios
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were interpreted by him. They presented human
reason, evaluating man's actions, which served as
the qualms of his conscience. It turned into a force
hostile to human individuality. A crucial issue in
this contrariety was that of fulfillment of moral duty,
which led the main protagonist to his death brought
into reality as the extention of his moral aspirations.
Particularly during his confrontation with it, the
protagonist was left without any form of cover, and
in his final confession subjected himself to his doom.
The disclosure of such a contradiction gave Handel
the possibility to express in his oratorio the issue of
the moral choice, experienced in the sufferings of
his conscience.

Comprehension of this as a rational evaluation
of moral qualities was formulated in the ethics of
the English sensualists, on the basis of their study
of man’s “moral feeling” (see: [5, p. 612]). This
concept was introduced by English philosopher
Anthony Ashley-Cooper, 3™ Earl of Shaftesbury.
In his consideration of morality, one could sense
the connection with Christian ethics, not of the
English variety, which in many ways was based
on the teachings of John Calvin, treating the sinner
as a man worthy only of punishment by death. /n
contrast to this, Shaftsburys ethics was accordant
with the ideas of Luther, who, let us remind ourselves,
was concerned with man's salvation through faith,
which was his conscience, i.e., his moral sense.

At the same time, a considerable amount of
influence was exerted on Shaftesbury also by English
philosopher John Locke, a friend of the Earl. At the
basis of his worldview was the moral principle of the
ethics of the Enlightenment, which claimed that the
primary reason for man’s happiness or unhappiness
may be found in himself (see: [9, p. 56]). This
principle subsequently turned out to be accordant
not only to the ideas of Shaftesbury, but also to the
humanistic ideals of the English Enlightenment,
which was formed after the proclamation of writer
Henry Fielding of the idea of the human being as the
focus of attention of historians and poets.

Shaftesbury already during his lifetime
exerted a considerable amount of influence on
the development of European thought of the
Enlightenment (see: [5, p. 615]). It is known that his
ideas also provided some impact on Handel’s literary
and artistic milieu, including his librettists and
himself. However the philosopher’s requirements
for man to correspond to “the good of his appearance
or his system” turned to man their tragic side. The
latter manifested itself in the paradoxical necessity
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for self-sacrifice for achieving one’s happiness.
According to Shaftesbury, “the thirst for life and
love of life brought to an extremity does not serve
the interests of the individual; they form a hindrance
for his happiness. To dispose of this hindrance upon
necessity a man must sacrifice his own life” (cit.
from: [7, p. 140]).

The issue of moral choice brought Handel’s
musical closer to the ethics of Shaftsbury, on the
one hand, and on the other hand — to the ethics of
the French moralists. Being under the influence
of Rene Descartes, it obliged people to make a
choice between love and duty. The selection of
love, according to Jean de La Bruyere, testified
of the display of weakness [8, p. 249]. On the
other hand, following the call of duty signified the
achievement of “the heights of heroic and perfect
virtue” [Ibid., p. 225]. Fulfillment of the rules
of such an ethics preserved the moral principles
of society, not allowing “seeds of discord to
germinate” in it.

But man was not always successful, nor did
he always wish to follow the path of virtue. Even
the cognitivist Descartes asserted than only that
person was able to find delight in life, who was
genuinely moved by passions (see: [2, p. 710]). This
utterance displayed the traditions of the attitude of
the individual towards earthly attachments that
stemmed from the Renaissance era. For this reason,
according to Blaise Pascal, man was tormented by
the “internal strife between reason and passions,” he
incessantly battled with himself, since he reconciled
with reason only upon striving against his passions,
and vice versa. In connection with this, he always
suffered and was always torn by contradictions (see:
[8, p. 178])).

The ethical principles of the French moralists
found their reflection in Classicist drama. One of
the connecting links was that of Pascal and Racine,
both of whose works was drawn together by their
implementation of the teachings of the Jansenists.
According to the theory of Dutch philosopher
Cornelius Jansen, it was possible for man to redeem
his original sin and save himself from fate only by
realizing his own sinfulness and then — by means of
his moral perfection (see: [3, p. 65]).

The problem of contradiction between reason
and feeling served as a foundation for the plays
of Racine, with whose work Handel was very
familiar. His early English oratorios “Esther”
(1732) and “Athalia” (1733) were based on the
famous playwright’s dramas with these titles. The
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monologues characteristic for him, where the
protagonist was shown in the state of an inter-
personal conflict and bitter repentance, likewise
formed a stable attribute for Handels tragic
oratorios. Such are the confessionary scenes
involving Samson, Saul, Semele, Jephtha and
Theodora in the oratorios named after them,
Nitocris in “Belshazzar,” Cleopatra in the oratorio
“Alexander Balus,” Deyanira in “Hercules,” Joseph,
Simeon in the oratorio “Joseph and his Brethren,”
and Christ in “Brockes Passion.”

By displaying these protagonists expressing
contradictory feelings, Handel integrated the
cthical-aesthetical tendencies of the Baroque
and Classical periods, which was possible for
him as the result of his encyclopedic knowledge,
and with the aid of which he became part of the
circle of the outstanding thinkers of the 18th
century. According to Romain Rolland, “the great
Germans of the end of the century, such as Goethe
and Herder, were not freer or more universal than
in the sphere of music this Saxon was, who was
suffused with all the artistic thoughts of the West”
[12, p. 263].

The criterion for mastering these thoughts
was established by Handel’s moral paradigm,
which was formed by his ethical attitude to
reality. In consequence of it he came to the level
of comprehending music as the reflection of the
human being’s spiritual and emotional world (a
position, which was established only at the end
of the 18™ century) and in his apprehension of the
images of the individual and the people created
a type of oratorio that was unprecedented in its
significance and immensity, lofty, spiritually
inspired by the concept of faith and aspiring towards
the phenomenon of “integral-mindedness.” While
addressing God, it also generated thoughts about
the human being. In such a bipartite condition,
which characterized the image structure of
Handel’s oratorios, the central worldview-related
issue of that time showed through, comprehended
as the humane issue.

Handel, having taken as his example the moral
and religious values, which predominated over
human passions, set before him the goal of making
people better and thereby provided the idea (to use
the expression of M. Sokolov) for his oratorical
output, in which the tragic oratorio became a sort of
meta-genre, endowed with the abilities to bear into
the future their communication to humanity. But
the paradox was in that the composer, transmitting
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the aspiration of the protagonist to make the most
worthy moral choice, showed his desperation, by
means of which he demonstrated himself not as
much as a purely ecclesiastic composer as a secular
artist-philosopher, whose worldview was founded
on Christological ethics.

However,  Handel’s  oratorical  legacy,
consisting of 26 works in the genre, seemed to
divide in a remarkable way into the tragic and
the non-tragic, which manifested the dialectic
quality of his thinking. In twelve of the oratorios
(“Alexander Balus”, “Athalia,” “Acis and Galatea,”
“Belshazzar,” “Hercules,” “Jephtha,” “Messiah,”
“Samson,” “Saul,” “Semele,” “Theodora” and
“Brockes Passion”) the main protagonists die at
the end, while in the other twelve (“Resurrection,”
“The Choice of Hercules,” “Deborah,” “Israel in
Egypt,” “Joshua,” “Judas Maccabeus,” “L’Allegro,
il Penseroso ed il Moderato,” “Occasional Oratorio,”
“Alexander’s Feast,” “The Triumph of Time and
Truth,” “Solomon” and “Esther”) all the main
characters remain alive. However, two oratorios
— “Susanna” and “Joseph and his Brethren” stand
apart between these two categories, since in the
latter two the main protagonists, not aware that they
will be saved at the end, endure states of torment
comparable only with those preceding death. For
this reason these two works create the impact of
being perceived, rather, as tragic ones.

It is in the tragic sphere of musical culture in
general, and in Handel’s music in particular, that
there occurred remarkable artistic discoveries.
Having set up an entire gallery of tragic images,
Handel typified them by means of characters, the
inner content of which, according to Alexander
Mikhailov’s observation, “seemed to be ‘turned
inside out’” within the context of development of
European thought [10, p. 214]. This “turning inside
out” happened in Handel’s musical output, because
the composer, in contrast to the Greek perception
of character, where it meant “the outward sign
of the inner” [Ibid.], accentuated the image of
the “inner human being” (following the concept
of Martin Luther), in which the spiritual world
shattered from the irreconcilable contradictions
within himself and his surroundings. At the
same time, the protagonists, similarly to Christ
and irradiated with transcendent light, aspired
to spiritual perfection, undergoing the tortuous
path towards its achievement. By manifesting
such tragic characteristics, the composer led the
Baroque ethical-aesthetical system to its highest
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limits, bringing it close to the boundaries of
Classicist art of the time of the Enlightenment, and
even overcoming them to a certain extent.

All in all, Handel’s worldview, having revealed
itself in the realization of the religious and ethical
ideas of his times, was conditioned by rigid social-
behavioral regulations, the approach to which

was in reality interconnected with a compulsory
suppression of innate feelings in oneself. But these
regulations of behavior of the individual in society
corresponded with the goals of the edificatory
genre of the oratorio and, most importantly, —
corresponded to the aspirations of the composer to
make his listeners better people.

The author expresses his heartfelt gratitude to Handel scholar Irina Konson for valuable comments
and insights expressed by her during the process of preparation of the present article for publication.
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! Regarding the perception of Handel’s musical

legacy in the conditions of the 20th totalitarian regimes
in Germany see: [17].

2 For greater detail on the Christological Theme in
Handel’s Music see: [6, p. 91-95]).

NOTES —o(<

> Despite the fact that in the oratorio Jephtha’s
daughter remains alive, the characters of the oratorio
mourn her fate as a tragedy, until the moment the news
arrives of her being saved.

eMa MupoBo33penus ['eopra @puapuxa ['en-

JIeNI CII0KHA M MHOTOTpoOieMHa. PackpbITh

e€ Kak cHcTeMy pelurno3Ho-puinocodekux
B3DJSIIOB — 3HAYHT BBISBUTH OTHOIIICHUE KOMIIO3H-
TOpa K Pa3HbIM TEUECHUSIM 3aI1aTHOEBPOIICHCKOH pe-
JIUTHO3HO-(QUII0COPCKOM JKU3HU TIEPBOH IMOJIOBUHBI
XVIII Beka. OgHako My3BIKOBEIBI B 3TOH cdepe K
€MHOMY NOHMMaHHI He npuuud. KpynHenmmii
ucclieoBaresb TBopuecTBa ['eHens, aHNIMUCKU
ucrounukoBen . bappoy3 uckarouaem 603modnc-
HOCMb 8blABLEHUA OYXOBHO20 MUPA KOMRO3UmMopd,
TaKk KaK TPSIMBIX CBHUICTEIHCTB, PACKPHIBAIOIINX
TeH/JIEJIEBCKOE MHPOBO33pEHHE, HE OCTANOCh (CM.:
[14, p. 9]). bappoy3 Takke CKENTUICCKA OTHOCHUT-
€51 K BOBMOYKHOCTH TPOSICHUTH MEPOBO33PEHUCCKHE
no3unuu [eHnenst mocpeacTBOM aHaju3a ero Mmpo-
W3BEJICHHUH, ITOCKOIBKY KOMITIO3UTOpP, CO3HATEINb-
HO WJIM HET, ... TI03a00THJICS, YTOOBI €r0 MBICITH
M CKJIOHHOCTH OCTaJINCh 32 paMKaMH TBOPYECTBa»
[Ibid., p. 372].

Ho nmaxe B Takom, Ka3zanoch Obl, Oe3HAIEXK-
HOM CIIy4ae, CYIIECTBYIOT MPUHITUIBI BBISBICHUS
00X ATUYECKUX MO3UINN XymokHuKa. T. MaHH
BBIJIEJISIET J[BA KOPEHHBIX CBOMCTBA HEMEIKOW Ha-
muu: «camoyriyonéaocts» u «Innerlichkeity —
MOHATHE MHOTO3HAYHOE, KOTOPOE TIEPEBOUTCS, KaK
«... H&)KHOCTh, INTyOWHA AYMICBHOM KU3HH, OTCYT-
CTBHE CYETHOCTH, OJaroroBeiiHoe OTHOIICHHE K
pupoze, 6eCXUTPOCTHAS YECTHOCTh MBICIH U CO-
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BECTH, — KOPOYE TOBOPSI, BCE YEPTHI BHICOKOTO JIH-
pusmay [13, c. 9].

Kpome TOro, nBa CBHIETENHCTBA, OYEPUNBAIO-
e TUYECKHEe W dCTEeTHYECKHe 3amaqu | enmens,
Bc€ ke m3BecTHBL. OJHO BBIPAXKEHO B €T0 OTBETE,
obpaméarom K nopay Kuanayany: «S oueHs coxa-
yien Obl, eciar OB MOsI My3bIKa TOJBKO pa3BicKaja
MOMX CHyIIaTeNel: s CTPEeMHJICS CAENaTh WX JIyd-
mey (uT. mo: [4, ¢. 31]).

Jpyroe comepKuTcs B €ro OTKPBITOM IIHCh-
Me K uutaressiM «Daily Advertiser», riae oH mpo-
CUT IyONHKY O TOAJIEPIKKE CBOUX OPATOPHAIBHBIX
MIPEJICTABICHUI: «... sl TOCTUT, YTO COBMEIICHHE B
My3bIke Onaroro [good] cMbIciia U 3HAYUMBIX CIIOB
SBIISICTCS JIYYIIUM [TBOPYECKHUM| METOJOM, KOTO-
PBI U151 aHIMHACKUX CITyIIaTesnel sspseTcst Hanoo-
Jiee MPUBIIEKATEIbHBIM; ST HAPABISII CBOH ... YCH-
JIWs, 9TOOBI TIOKA3aTh [BO3MOYKHOCTH | aHTIIMIACKOTO
A3bIKa, KOTOPBI CTOJIb UCKYCEH B BBIPAKEHUHU HAH-
BO3BBIIICHHBIX YYBCTB, YTO Haubolee NpUemIieM
[[U11 MCTIONB30BAaHUSA B CO3/aHUH]| Takoro (yHIa-
MEHTAJIBHOTO W TOPYKECTBEHHOTO JKaHpa MY3BIKH
[xax opatopus. — [T K.]» (uut. mmo: [14, p. 281]).

W3 npuBen€HHBIX BBICKA3bIBAHUI CTaHOBUTCS
SICHO, YTO TPH COCTABJIAIONINE — CeNaTh CIIyIiaTe-
JIel JydIie, pacKphITh HAMBO3BBIIICHHBIE TIEPEKH-
BaHUS U PEIIUTh CBOM ATHKO-ICTETHUYECKHE 3a/1a9n
B TOXOJIAIIEM ISl 3TOTO YKaHPE OPaTOPHUU — CKJIa-
JIBIBAJIMCH JUIA KOMIIO3UTOPA B €AUHYIO 11enb. Takoe
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CTpPEMJICHHE BBIPA3UTh BBICOKHE UYYBCTBA CBHJIE-
TENbCTBOBAJIIO HE MPOCTO O HAMEPEHHHU Tepeaarh
MIpEeKpacHoe, a O THIE XapakTepa KOMIIO3UTOpa U
€ro MUpOBO33peHuH. «BCE BBICOKOE U ITPEKpacHOE,
— nucan M. Baxtuh, — 310 He (pa3eoNmornyecKkoe
€IMHCTBO B OOBIYHOM CMBICIIE, & MHTOHALMOHHOE
WM DKCIIPECCHBHOE CJIOBOCOYETaHHWE 0COOO0TO
pona. DTO MpeACTaBUTENb CTHIISL, MUPOBO33PEHHS,
genoBedeckoro tuma...» [1, c. 302].

BeisiBienre  puimocopCcko-d3THUECKHX B3IVISIIIOB
T'ennenst BO3BMOXXKHO U IIyTEM PEKOHCTPYKLIMU €ro
WICH Ha OCHOBE CO3MaHHBIX UM TPOU3BEACHUN. AB-
TOPUTETHBIM aMEPUKAHCKUI HCCIIEA0BATEIb TBOP-
yectBa I'enaens P. Kerrepep, usydast HpaBCTBEHHbIE
yCTpeMJICHHSI KOMIIO3UTOpa Ha TPUMEpE Omephl
«CHummuony, yTBEP/KAAET, UTO «TIO00HAS CIOKETHKA
(bakTHUECKH CTasia MPEIBECTHUKOM OpaTOpHaIbHOMN
ATUYECKOH TTpodmemMaTukm» (cM.: [24, p. 1]).

CxogHyr0 MBICTH BBICKa3bpiBaeT u Y. JlwH.
B oparopuu I'ennens «CaMcon» OH BUANT KBUHTIC-
CEHITMIO BBIPAXKEHHUS €TO PEINTHO3HBIX, STHYECKUX
u ¢punocopckux B3msAoB (eMm.: [16, p. 331]), a B
oOpasze Mesdas n3 oqHOMMEHHONW OpaTOpPUH JaxKe
MIpeoaraeT, 9YT0 KOMIIO3UTOP CO3/1aj CBOW CO0-
CTBEHHBIM 3MOIIMOHAIBHO-TICUXOJIOTHYECKUI TIOp-
tper [Ibid., p. 595].

Omnpenensiomiei B moka3ze MUPOBO33peHus | eH-
JIeJIsl SIBJISIETCSI XapaKTePUCTHUKA €ro O0IIero oomu-
Ka, JaHHAs MIIAAIIAM COBPEMEHHUKOM KOMITO3UTO-
pa Jx. XOyKMHCOM, YTBEpPKJABIIMM, YTO BILIOTh
JI0 TIocTieiHeH Tpareanu I enyens — moTepu 3peHus,
C YeM CIIPaBUTHCS OH YK€ HE MOT, My3bIKaHT CTOMKO
MIEPEHOCHIT BCE JIPYTHE HAMACTH U B LEJIOM SBIISII-
CSl «UEeJIOBEKOM 0e3yIpeyHON MOpaH, a €ro KU3Hb
ObLIa HAMOJHEHA TYOOKOH peIMruo3HOCThioN [20,
p.- 910]. bonee Toro, «B cBOMX Oecenax [¢c ApyTrUMHU
JIOABMU | OH BeChMa 9acTO paccKas3biBall [cobecen-
HUKY |, KaKoe Haclla)KIeHUE OIIyIa, KOrnaa Imepe-
KJIaZpIBaT TEKCTHl llucanns Ha My3bIKYy, H KaKylo
pOTb B €ro [JIMYHOCTHOM| CTAaHOBJIEHHWHW CHITPAJIo
co3epliaHie MHOTHX BO3BBIIIEHHBIX CTPOK B Ilcan-
Max ...» [Ibid.].

Bwmecre ¢ Tem [x. KokpodT cuuraer, uro I'eH-
JIeNTb ObUT YEJTOBEKOM «OOJBIIOTO CaMOYBaKEHHS U
JIOCTOMHCTBA, CO CBS3SIMH TIPH JIBOPE, C OONBIIMMU
3HAaKOMCTBAaMH Cpenu apucTokparuu. Kpome Toro,
9TO ObUT BeNWKWII OWM3HECMEH, MparMarhk, yMeB-
M 100MBaThCst CBOMX Menen» (uuT. mo: [11]).
K »sromMy wpeansHOMy mopTpery mobaBuM emé
oJIHO KauecTBO ['enpens, BoisiBneHHoe J[x. Moaiiny-
OPHHIOM: «...0JaropofHbIil JyX HE3aBUCHMOCTH,
KOTOPBII BJIaJIeNl UM TOYTH C JIETCTBA, HUKOTZA €TO
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HE TOKHJAJ, JaXe B CaMbIX CIOXKHBIX JKM3HEHHBIX
obcrositenbeTBax» [27, p. 41]. 1 neiicTBUTENBHO,
. Xantep ormeuaer, yTo kapsepa [enaens cioxu-
Jlach TAKUM 00pa30M, CIIOBHO OH OBIJT BOJICH BBICTpa-
uBaTh €€ 0 CBoeMy pazyMeHuto (cM.: [22, p. 335]).

Opnako B MupoBo33peHuu lenmens ocraércs
MHOTO HESICHOTO, TIOCKOJIBKY UOeUHAs MPAKmosKa
e20 meopuecmea ucropudecku meHsack. I1. ITot-
TEp CUMTAET, YTO IOJUTU3ALUS U TOMYISIPU3aLns
TeHJIEJIEBCKUX OpaTOpUi Hallljla CBOE BbIPAXKEHHUE B
ux [KpaiiHe] cBOOOTHBIX WHTEPIPETAIHSIX, BKIIO-
Yasi 3aMBICIIOBAaThle CIEHHMYECKHE IOCTAaHOBKU B
Beiimapckoii pecryomke, “nenyan3anuio’” TeKCTOB
B TperbeM Peiixe u mombITKax CEKyJIsIpU3UPOBATDH
[uneliHoe copeprkaHue| TeHISIEBCKUX TIPOU3BEIe-
HUI B KOMMYyHUCTHYECKON BocTouHoi I'epmanumny
[29, p. 312]".

B namre BpeMs TeHIEHIMS JeHyIU3alliH TBOP-
gecTBa [eHmens B HEKOTOPBIX paboTax TpaHchop-
MHpPOBaHa B IMOMBITKY €ro aHTUCEeMHUTH3auuu. Tak,
M. Mapuccen nomnaraet, uto «Meccusa» ¢pakrtude-
CKU SIBIIIETCSI aHTUEBPENCKOI oparopueid, a e€ 3Ha-
MEHHUTHIN «... X0p “AJUTHIyis” ... TIpeaCTaBIsCT
TpuyMdanbHOE Pa3THOBAHUE PA3PYIICHHS PUMIISI-
Hamu Broporo Xpama B Hepycanume B 70 T. H. 3.»,
KOTOpO€ TPaKTyeTCs KaK «... O0KECTBEHHOE BO3-
JTasHUE 32 HEeCIOCOOHOCTh MyneeB NpuHATH Mucy-
ca B KadecTBe obOeranHoro borom Meccum» [28].
I'ennens, BrnepBble npuMeHuBlIMKA B «Meccun»
COBMECTHOE 3By4aHue TpyO u 6apabaHoB — MpuéM,
KOTOPBIN B OapOKKO, COTIIACHO Mapucceny, UCTIONb-
30BajIcs B Ka4eCTBE CBOEOOpa3HOW «IMOJIEMBI Be-
JIUKOH MOIIM M 1o0eb», OblT yHoTpeOsIéH 3/1ech
JUTSL TIPa3THOBAHUS YHUUYTOXKECHHUS TEX «BPAroBy,
gT0 pactsum Uucyca [Ibid.].

Ho osrta Bepcust B HaydHOM COOOIIECTBE TOJ-
JepKkrd He Hammia. P. CMHT cumTaet, 9Tto, HECMO-
TpsS Ha SBCTBEHHOE OTCTamBaHue B «Meccum»
We XpUCTHAHCTBA, TeHJEIIEBCKOE MPOM3BEIACHNE
Ha YHUYIDKCHUE WyJan3Ma HalelieHo He ObUIo
(cm.: [23; 30; 15, p. 474-476]). Y. Xemnep yOex-
IEH, 9TO aHATU3UPOBATh MY3bIKy [eHmaens, momo0-
HO MapucceHy, — 3Ha4HUT BCTyIaTh B IPOTHBOpPEYNE
CO BCEM, YTO MBI 3HaeM 0 HEM KakK O KOMIIO3UTOpE,
a «Hanmuuue Tpyo u 6apabaHoB B Xope “Asumnyiis’”
emeé He TOBOPHUT O TOM, 4TO [ eH/enb MCTBITHIBAI
[0 BCel BHIMMOCTH, B 3HAYEHUH «CTPEMUIICA Tie-
penats ciymaresnio». — /. K.] 9yBCTBO MOTPACEHUS
OT paspyuieHns Xpama [BeposTHO, B 3HAUYCHUH KaK
pa3 «0okecTBEHHOTO Bo3Me3aus». — /. K.], Tak Kak
Mo00Hasi OPKECTPOBKAa HAOMIONAETCS W B JPYTHX
TCHICNIEBCKUX MPOM3BEACHIIX» (TUT. mo: [23]).
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W ecimn noBoauTh MBICHH A0 alCypnaa, CUHTaET
b. AiiBpu, TO, «B MPOTHBHOM Ciydae, ... 3alHCh
“Meccun” 1959 rona mox ympasneaunem T. buaema
OyIeT, mPeaOI0KUTEIBHO, eII¢ 0oiee aHTHCEMUT-
CKOM, moToMy uTO €€ opkecTpoBUMK E. I'ycceHce no-
OaBmII B “AJUTHITYHIO” JII3raroliue uMOabl, MUK-
KOJIO U TpeyronbHuK» [Ibid.].

Taxum obpasom, HecmMompsi HA OMOeETbHLIE NO-
nulmKuY 0eespeuzayuu meopuecmsa I enoens, AcHo,
YUMo MUPOBO33PEHUIO KOMNOZUMOPA 3MO  C0l-
CMBEHHO He OblLIo.

He meHee BayKHBIM OKa3bIBAETCS BOIIPOC O XpU-
CMUAHCKOU CYWHOCMU MUpo8o33peHus I endens.
M. Xanrep, aHanuzupys nozuuuu Y. JluHa u
I1. JIanra, cuuraet, 4To 00a OHU MBITAIOTCS ITOT BO-
npoc o0oiTH, Gokycupys CBOE BHUMaHHE Ha TOM,
YTO «... leHJenp amojoreToM XpHCTHAHCTBA HE
OBLI, HECMOTPS HA TO, YTO MHOTHUX OH B TOM [U4TO
ABISETCS yOSXKNEHHBIM XpucTHaHWHOM. — [ K.],
Kazajoch, cMor yoeautb» [21, p. 13—14]. Hapas-
HE ¢ 9TUM XaHTep OTMEYaeT, YTO paHHHE OHorpa-
¢u1 Tenpenst — k. Moiinyopunr, k. XoykuHC,
Y. bépuau — ObTH yBEpEHBI B TECHOM B3aWMOCBS3U
Ienpenst ¢ AHITIMKAHCKOH LIEPKOBBIO, «B 0COOCHHO-
CTH, K KOHIy ero >xu3um» (uut. 1o: [Ibid., p. 14]).
Ccputasice Ha renpenesckoro juoperructa T. Mo-
peinna, Xantep roBoput, uto B «Deogope» ['enaens
XPUCTHAHCKash TeMa Cpeau APYTHUX €ro OopaTopuid
ObuTa n3mooaeHHou (eMm.: [Ibid., p. 13]).

JeicTBUTENbHO, €CTh BECKUE MPUYUHBI, YTO-
OBl cUMTaTh KOMIIO3UTOPA YOSKIEHHBIM XpUCTHA-
HuaoM. CornacHo M. Ban Twui, Ha poguteneit I en-
JIeJsl CUIIbHOE BIIMSHHME HEBOJIBHO OKa3bIBAJIO X
OKpyXeHHe B Xajule (Ha poAuHe KOMIIO3UTOpa),
KOTOPBIN MOJI PEIBOJIUTEILCTBOM YUEHOTO U Tac-
Topa ABrycra ['epmana @panke — Mmociea0BaTENsI
ocHoBarens muetusma Oummnma fAxobda Ilmene-
pa — cTaj BO BpeMeHa JeTcTBa [ eHzens ueHTpoM
3TOTO PEIUTHO3HOTO TeueHus. W, XoTs odummannb-
HBIMH €TO MTPUBEP>KEHIIAMU MaTh M OTEI] KOMITO3H1-
TOpa He OBbLTH, ITHYECKHUE MPUHIIMIIBI ITOH 0c000
CaKpaJbHOM PAa3HOBHUIHOCTH JIIOTEPAHCTBA, MO0y~
JKIABIIUE K BCEMEPHOU IMMOMOIIH OMMKHUM, OBLITH
umu BoctpuHsaThl (cm.: [Ibid., p. 2]). Tlostomy
XpHCTOJIOTHYECKasi 3THKa Oblia ycBoeHa [enjpe-
aem ¢ nercrBa’. bonee Toro, K. P. Kox yrBepxaer,
YTO B LIEJSAX ONPEAETEHHOTO OTPAHUYEHHUS JAaHHO-
TO BIMSHHUS OTEI] KOMIIO3UTOpa, OyIydH MpHUBEp-
JKEHIIEM OPTOIOKCATHHOTO JIFOTEPAHCTBA U TIOTOMY
MPOTUBHUKOM PACTYIIEro B MIKOJAX Xajule IMue-
TH3Ma, BBIHYXKJIeH ObUI MpHUINIaaTh y4uTelend Ha
oM (cm.: [25, p. 23]).
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JesTenbHOCTD Ke AHITTMKAHCKOH IIepKBH B TI€-
puoj xKu3HU U TBopuecTBa [enuens B BenukoOpu-
Tanuu, Kak numet I1. JIanr, «... Bceleno oTpaxaiia
COLIMAJIbHO-OKOHOMHYECKOE pa3BUTHE [CTpaHbI];
OCTaBIIIMECS [CO BPEMEH| KaTOIUIM3Ma KyIHTOBBIE
JJIEMEHTHl COXPAaHWINCh, HO B JIEHCTBUTEIHLHOCTH
pemurus ObUia [Takoi| cHCTEMOl OpraHU3aIliu
KU3HHU, KOTOpas IOJl TOKPOBOM BHEIIHEW PENUTH-
03HOCTH B 3HAYUTEIHHOIN Mepe SBUIACh MTOJTUTHYE-
ck# 00ycIoBIIeHHOI [26, p. 202]. B cBsi3u ¢ 3TUM
KOHKPETHO «... [00pa3] bora, kotopsrii I ennens 3a-
TIeJaTyiesl B CBOMX MPOU3BEICHUSX [IpeaHa3HAYCH-
HBIX| JJI1 HOBBIX COOTEYECTBEHHHMKOB [aHTJIMYAH.
— I K.], He ObUT TeM ke caMbIM, YTO [Hampumep|
y baxa; moaTomy My3bika, co3maBaemas [ ennenem
JUIsL aHTJIMICKOM IIEPKOBHOM CITy»KOBI, OT JTFOTEpaH-
CKOM JOJDKHA ObUTa MPUHITUIHAIBHO OTINYATHCS.
W neiicTBUTEIBHO, COUYMHEHHBIC WM IICCHOIICHUS
[HeTTOCpEeNICTBEHHO| W3 HYEJIOBEUSCKOM IyImH, Kak
ecmu ObI cam oH Jane3pen [o0pa3] bora, He ncxo-
iy [Ibid., p. 214].

B puryanbHO-LEPKOBHONH MY3BIKE, OpHEH-
TUPOBAaHHOW Ha OQHIIMO3HYIO AHIIHUIO, KaK U B
HeTparnyeckux mnpomsBeAeHusx [enmens, -5To
IEHCTBUTEIILHO MOINIO OBITh Tak. OIHAKO B €ro
mpazuieckux opamopusax [onpeneneHne Hare. —
I’ K.], tme, B CyIIHOCTH, B TIOJHOW MeEpe W TMpOosi-
BHJIOCH caMoco3HaHue [ eHaens, Kak ¥ MOHUMaHus
CBOET0 MeCTa B 00IIIECTBE, CIBIIIAIOCH HCKPEHHEE,
HIyIiee 3 IIyOuH AyIn OOpalieHune deoBeKa K
bory, B 4ém BeIpasuics 1yx KOMIIO3UTOpa-JIFOTE-
panuHa. E. Xappuc nonu€pkuBaeT, 4to CO3JaHue
opatopuu «Peomopa» 3HAMEHOBAIO MOBOPOT ...
OT OpaTopHajbHBIX CIOKETOB [HAIICJICHHBIX| Ha
Mpa3HOBAHME MMOJIUTHYECKUX U HAIMOHAIBHO-Pe-
JUTHO3HBIX COOBITHI (Kak B [MpOW3BEICHUSIX |
“Nyna Makxkaseir” n “ConomMoH”) K TIIyOOKOMY
BHYTPEHHEMY OCMBICIEHHUIO TPOOJIEM PEeIUTHO03-
HOM ¢cBOOOIBI M JMYHOCTHBIX OTHOIIECHUI ¢ borom
— HanpaBJIeHUIO, KOTOPOE OBIJIO MPOAOIKEHO B €r0
[Tenmens. — [T K.] cnemyrore, cTaBIiei mocien-
Hel opatopueii [komrozutopa] — “UMesdaii”, coun-
aéurou B 1751-m» [19, p. 9].

Tem HEe MeHee, HEKOTOphIE cCOBpeMeHHbIE | eH-
JIENI0 TIPEJCTABUTENN LIEPKBH €r0 OpaTOpuu Kak
peNMTHO3HBIE IPOU3BEIEHNS HE Mpu3HaBain. OauH
13 KPUTHKOB TOCJE TMpeMbepsl «Meccum» mmcai,
YTO e€ MpPEACTaBICHNE SBISETCS HE PEIIMTHO3HBIM
JIEHCTBOM, a «JIUIIBH OTBJICUEHUEM OT HETO U pa3Biie-
YeHHeM», Oy/lydn HaIllPaBJICHHBIM Ha «OCKBEPHEHHE
nvenu bora u crmoa Ero» (mwmt. mo: [15, p. 474]).
W 5Ty cioBa mpo3Bydanu B YNPEK KOMIIO3UTODY,
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KOTODBIH TIpH co3JaHuu «Meccuu» cKazajl O CBO-
UX OLIYUIEHUSX TaK: «... “d JyMall, 4TO BUJEJN BCE
Hebo mepen coboii u camoro Benmukoro bora™ (UuUT.
mo: [18]).

B dopmupoBanun wmupoBo3spenus [enuens
BaXXHBI bubietickue 3ano8edu, cocmasuguie 0CHo-
8y JIOMEPAHCKOU COYUANbHOU IMUKU, 3ATTOKECHHON
B «Manom karexusuce» («Enchiridion») n «bosb-
mom katexusuce» («Der deutsche Catechismusy)
M. Jliorepa (0oba m3maHus yBumenu cBeT B 1529
rogy Ha pomuHe Kommo3utopa B Cakconun). [Tosis-
JIeHHe UX OBbUIO BBI3BaHO 03a00ueHHOCTHIO JItoTe-
pa HU3KUM YPOBHEM 3HAHMS MPUXOKAHAMH OCHOB
XPUCTHAHCTBA, M3 YEr0 BHUIHO, YTO €TI0 OelCmaus
no npuobuienuio mooell Kk eepe ObLiu 00YCl1061eHbL
MOMUBAMU  8OCNUMAHUSA, MO eCMb QaKmu4ecku
cmpemaeruem coelams ux ayuue.

[Tosio)keHUsT PETUTHMO3HON 3THUKH, CBs3aHHbBIC
¢ Temoii Crpacteit XpucToBbiX, y [ennens cramu
HWCTOYHUKOM TpareAniHbIx o0pa3zoB. CKkBO3b €&
MpU3My OBUIM TPAaKTOBAaHbI MHOI'ME BETX03aBET-
HBIC CIOXKETbI, UCIIOJIb30BAHHbBIC KOMIIO3UTOPOM B
OpaTopUsIX. B HUX pasym, OyeHusasuiull 0eticmaeus
uenoeeKka, Cryxcun yepvizenuem e2o cogsecmu. On
npespawjancsi 80 GPANCOCOHYI0 TUYHOCTU CUTY.
eHTpasbHOM B 3TOM MPOTUBOACHCTBUM SBUIACH
npobiemMa HCIOMHEHHUsI MOPaJIbHOTO JI0Jra, 4TO
BEJIO TepOsi K CMEPTH, KOTOpasi BBOJMIIACH B Pealib-
HOCTB KaK NPO00NNCEHUE HPABCMBEHHBIX YCIPeM-
nenuti. VIMeHHO mepen Hed Trepoit octaBancs 0e3
MPHUKPAC M B CBOCH MOCIIETHEH UCTIOBEH caM cede
BBIHOCHJI IIPUTOBOP. PacKphITHE TaKOTO MPOTHBO-
peuust 1aBajgo BO3MOXHOCTh [ €HJIEN0 BOILIOTUTH
B OPATOPUU NEPEHCUMYI0 8 MYKAX CO8eCMU Npobiie-
MY MOPANbHO20 8b1O0DA.

ITonumanue e€ Kak palMoHaIbHON OIIEHKH MO-
PAIBHBIX Ka4ecTB ObUIO CHOPMYITHPOBAHO B 9muKe
AHRUUCKUX CEHCYanucmos, OCHOBAaHHON Ha HCCIIe-
JIOBAaHUHU «MOPAILHOTO UyBCTBA) YeIoBeKa (CM.: [5,
c. 612]). IlousaTre 310 OBUIO BBEACHO AHTTTUHCKAM
¢unocopom D. IlledrcOepu. B ero BHuManuu K
MOpaJii OLIyIIaIach CBSI3b C XPUCTUAHCKOM ATUKOM,
HO HE C aHIIMMCKOM, BO MHOIOM OCHOBAHHOW Ha
yuenuu JK. KasbBHHAa, KOTOPBIM OTHOCHIICS K I'peLl-
HUKY KaK 4eJIOBEKY, JIOCTOHHOMY TOJIBKO CMEPTHOM
Kapbl. dmuxka sice Llleghmcobepu bvina cozeyuna ude-
am Jlromepa, 3a6omusuiecocs, HanOMHUM, O cnace-
HUL Yen08eKa 8epoll, KOMopast ObLLA e20 cO8eCbIo,
Mo ecmb MOPANbHbIM YYECTHEOM.

Bwmecre ¢ Tem Gonbioe BiIMsiHHE Ha (QHIIOCO-
(ha okaza; m ero APYT — AHIAUUCKUL MbICIUMEND
IDic. Jlokk. B 0CHOBE €ro MUPOBO33PEHUS JIE€XkKaJ
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MOpaJbHbIA MPUHLUUI MPOCBETUTEIHLCKONH AITHKH,
KOTOPBIH TIIaCHIl, YTO MepBasi IPHYUHA CYACThS HITH
HECYaCThsl YEJIOBEKA 3aJI0KeHa B HEM CaMOM (CM.:
[9, c. 56]). IIpuHIUIT STOT B JaNbHEHUIIEM OKa3all-
csi co3BydeH He Tonbko maesm llledrcoepu, HO u
eyMaHucmudeckum udeanam anenutickoeo Ilpocese-
wenus, chopMrUpOBaBIIETOCS MTOCIE IPOBO3ITIAIIE-
Hus nucarenem I. OUIUHIOM Ueu YelloBeKa Kak
[IEHTpa BHUMaHHUSI HICTOPHKOB U TIOATOB.

[edrcbepn yxe mpu XKU3HH UMEN OTPOMHOE
BJIMSHUE HA pPa3BUTHE EBPONEHCKOW IPOCBETH-
TeJIbCKOM MbIchu (cM.: [5, c. 615]). M3BecTHO, 9TO
ero WJeu BO3JICHCTBOBAIM M HA JIUTEPATYPHO-XY-
JIO)KECTBEHHOE OKpY)KeHHe [eHyens, B TOM yuciie
Ha ero JIMOPETTUCTOB U Ha Hero camoro. OnHaKo
TpeboBanus uiocoda cooTBETCTBUSI «Onary ero
BUJIa WJIH CUCTEMbD» 000PavYNBAINCH JIJISl YEITOBEKa
Tparndeckoi ctoponoil. OHa MposABIIIACH B napa-
OOKCAIbHOU HeoDXOOUMOCMU CAMONONCEPMBOBA-
HUsA paou 0ocmudicenus ceoe2o cuacmps. COTIacCHO
[edrcbepn, «aoBenéHHas 10 KPaWHOCTH KaKaa
YKH3HHU U JIF000Bb K KHM3HU — BOBCE HE B MHTEpECax
JINYHOCTH, OHM CTAHOBSITCS IOMEXOH €€ CUacThIO.
Jns ycTpaneHust TOH MOMEXH IIPU HEOOXOTUMOCTH
CJIEyeT )KEPTBOBAaTh COOCTBEHHOM >KU3HBIO» (IIUT.
mo: [7, c. 140]).

[Ipobnema MopanbHOTO BBIOOpPA, C OJHOW CTO-
pOHBI, cOmmKanza TBOpUECTBO [eHACNIS C ITHUKOM
IledTcbepu, a ¢ apyrot — ¢ smuxoil gpanyys-
cKkux mopanucmos. Haxonupmasicsi 1oj| BIUSHAEM
P. Jlexapra, oHa 00s3bIBaJIa C/IENaTh BHIOOP MEXKIY
T000BBIO 1 JIOATOM. BEIOOp J1H00BH, 110 CYkKICHHUIO
K. Jlabproifepa, CBUACTEIBCTBOBAN O TIPOSBICHUH
ciaboctu [8, c. 249]. CiaenoBanue e 0Ty O3HAYA-
JIO TOCTIDKEHHUE «BEPIINH JOOPOIETeNr, Teponde-
CKOM M COBEpIICHHOW» [TaM ke, . 225]. BemmomHe-
HUE TIPaBJI TAKOH ITUKU COXPAHSIIO HPABCTBEHHBIC
yCTOM 00IIeCTBa, HE TIO3BOJIAS B HEM «IIPOPACTH Ce-
MEHaM pazziopay.

Ho dgenoBeky manexo He Bcerna yaaBajloCch MIN
HE XOTeN0Ch CIeI0BaTh qo0poaeTenu. Jlaxe KOrHu-
TUBUCT JleKapT rOBOPHII, 4TO TOJIBKO TOT MOT HaCJIa-
JIITBCS )KU3HBIO, KOTO MO-HACTOSIIEMY BOJHOBAIU
crpactu (cm.: [2, c. 710]). B aToM BbICKa3pIBaHUN
MPOSIBHIIMCH TPAJIUIIUN PEHECCAHCHOTO OTHOIIICHHS
JUYHOCTH K 3€MHBIM TpHBS3aHHOCTSM. [loaToMy
yesioBeka, no cioBaM b. ITackans, Mydmiia «Mex-
JloycoOuIa pasyma U CTPacTeil», OH HENpepbIBHO
BOEBAJI caM ¢ c000il, MO0 MPUMHPSIICS C Pa3yMOM,
TOJIBKO KOTJIa 60POJICS CO CTPACTIMH, U HA0OOPOT.
B cBs3m ¢ 5THM OH Bcerna cTpagai u OblT pa3aupa-
eM mpotuBopednsamu (cMm.: [8, c. 178]).
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Hpascmeennvie npunyunvl @panyy3ckux mo-
PATUCMO8 HAWLIY OMpadiCceHue 8 KidCCUYUCHCKOU
opamamypeuy. OTHON W3 CBSA3YIONIUX OKa3aIach
auHus Ilackanmp — PacuH, TBOPYECTBO KOTOPBIX
COMMKANIOCh MPETBOPEHUEM YUYEHHS SHCEHHCTOB.
[To Teopuu romnanackoro ¢uinocoda K. SAxcenus,
WCKYTIUTh TIEPBOPOIHYIO BUHY U CHACTUCH OT CYJIb-
OBl MOXHO OBUIO, JHIIIb OCO3HAB CBOIO TPEXOB-
HOCTb, a 3aT€M — C MIOMOII[bI0 HPABCTBEHHOTO CO-
BepIIeHCTBOBAaHUS (CM.: [3, c. 65]).

[IpoGnema mpoTuBOpednss MEXIy pa3yMoOM U
yyBCTBOM (DyHIMpoOBana mpou3BeneHus Pacuna,
TBOpUYECTBO KOoTOpOro I'enjens xopouo 3Hai. Ero
paHHHe aHIHiicKkue opatopun «Ichupb» (1732) n
«Atanusay (1733) 6pun HanTUCAHBI IO THECAM ITOTO
(bpaHIy3cKoro ipaMarypra. Xapaxmephwie 05 He2o
MOHON02U, 20€ 2epou ObLIU NOKA3AHbI 8 COCMOAHUU
BHYMPUTUYHOCTIHO20 KOHQIUKMA U 20PbKO2O pac-
KasHUsA, ABUNUCL YCIMOUYUBBIM NPUSHAKOM U Mpa-
euueckux opamoputl I endens. TakoBbI HCIIOBEIATb-
Heie cueHbl Camcona, Cayna, Cemensi, Hesdas,
@Deo0pbl B OIHOMMEHHBIX OpaTopusix, Hutokpuc B
«Banracape», Kneonarpsl B oparopun « AIeKCaHID
bany, desuupsr B «[epakie», Mocuda, CumeoHna B
oparopuu «HMocud u ero 6pates», a TakKe Xpucta
B «ITaccuonax no bpokecy».

[Toka3piBast 3TUX TepOEB B BBIPAKEHUH IIPO-
TUBOPCUUBEIX YYBCTB, [CHAENs WHTETPUPOBAT
STHKO-3CTETHYECKHE TEHACHIIMN OapOKKO W KJjlac-
CHUIM3Ma, YTO CTaj0 BO3MOXKHBIM Oyarozmapsi €ro
SHIUKJIONENYHOCTH, C TOMOIIBIO Yero OH BOMIEN
B Kpyr Bolparomuxcsa meiciaureneit X VIII Beka. I1o
cioBaM P. Pommana, «Beiaukme HEMIIBI KOHIIA CTO-
neTusi, Takue, kak ['ére u ['epnep, He ObuTH OoOJIce
CcBOOOIHBIMU U 00JIce YHUBEPCAIbHBIMHU, YEM ObLIT B
MY3BIKE 3TOT CAKCOHEI], IPOHUKHYTHIH BCEMH XyI0-
’KECTBEHHBIMH MBICTIsIME 3amanay [12, ¢. 263].

Kpurepuem B 0OCBOEHUU 3TUX MBbICIEH SIBUIIACH
Hpasecmeennas ycmanoska I endens, komopas 6vina
chopmuposana ezco dmuyecKUM OMHOUIEHUEM K
oeticmeumenvrocmy. BCIencTBAE 3TOr0 OH BBIIIET
Ha ypOBEHb MOCTHMKEHHS MY3BIKH KaK OTpPa)KeHUS
JTlyXOBHO-IMOILIMOHAIFHON KU3HU YeJoBeKa (TO3H-
WS, YTBEPAUBIIASICS TONHKO B KoHIle X VIII Beka) u
B CBOEM BOIUIOIIEHNH 00Pa30B JMYHOCTH U HApoJa
co3/1aJ1 HeOBIBAIIBIN 110 3HAYCHUIO  MACIITAOHOCTH
BEJIMYECCTBEHHBIM, OJYXOTBOPEHHBIM KOHLEITOM
BEPBI, YCTPEMJIEHHBIA K (DEHOMEHY €IMHOMBICIIHS
By oparopuu. Ilpu obpamennu k bory ono mopo-
JKIAJI0 ¥ TyMBI O 4eJloBeke. B TakoM BycTopoHHEM
SBIICHUH, XapaKTEpPH30BaBIIEM OOpa3HBIA CTpPOU
TeHJICIIEBCKUX OpPaTOPHi, MPOCTYNUJIa aKTyalbHas

83

MHpPOBO33peHYecKast MpobiemMa TOTO BPEMEHH, B
LIEHTPE KOTOPOW HAXOAWIACh 2YMAHUCIUYECKas
nmesl.

I'ernenn, B3sB 3a 00pa3en; HPAaBCTBEHHO-PEIH-
THO3HbIE IIEHHOCTH, JOMHHHPOBABIINE HAJl 3€M-
HBIMH CTPAcTsIMH, ITOCTAaBWJI 3a/ady CJeNaTh JIo-
JIeil JTydIne ¥ TeM CaMbIM udeeduyuposan (TEpMUH
M. CoxomoBa) cBOE oparopuaabHOE TBOPUECTBO, B
KOTOPOM Tparudeckas opaTopus cTajia CBOETO poja
METa)KaHpOM, 00JIa/IaBIIMM BO3MOXKHOCTSMH HECTH
B OymyIiee cBou mociaHus denoedecTBy. Ho mapa-
JIOKC COCTOSII B TOM, YTO KOMITO3UTOD, TeperaBas
CTpPEMJICHHE Tepos CAeNaTh Hamboyiee J0CTONHBIMA
MOpaJILHBIN BBIOOp, nOKaA3an e2o 6e3Hadéxcnocme,
nocpeocmeom ue2o NpoAsuUl ceds He CMOAbKO KaK
€y2y60 YepKosHbIll KOMNOZUMOP, CKOLKO CEeNMCKULL
XY002UCHUK-huI0CO, B OCHOBE MUPOBO33PEHUS KO-
TOPOTO JIeXKana XPUCTOIOTHYECKas ITHKA.

OparopuansHoe Hacieane lenaens, cOCTOSB-
mee u3 26 IMPOU3BEACHHUM, OJHAKO, YIUBUTEIHEHBIM
00pa3oM paBHO pa3ieIIOCh HAa TParuiecKnue 1 He-
Tparn4eckue, B 4€M MPOSBUIACH TUATEKTUIHOCTh
ero MeIuieHus. B nBeHaamaTi oparopusx («Amex-
canzp bam», «Aranus», «Auuc u I'anares», «Bai-
tacapy, «l'epakim», «HMeBdaiin®, «Meccus», «Cam-
con», «Caym», «Cemena», «Deomopa», a Takxke
«ITaccuonsl mo bpokecy») TiiaBHbIE TepOU THOHYT,
a B neeHajuaru («Bockpecenuey, «Brioop I'epak-
nay, «Jledopa», «3pauis B Erunrey, «ucyc Ha-
BuH», «Myma Makkaseit», «O Pagoctn, Ileuann u
Mynpoctuy, «Oparopust Ha cirydaity, «lIpa3mauk
Anekcannpa», «Tpuymd Bpemenn u IlpaBubiy,
«ComomMon», «IchUpPb») — BCE OCTAIOTCS JKHUBBI.
A MeXIy TeMU W IPYTHMH OpaToOpUsMHU OCOOHSA-
koM cTosT «CycanHay u «Mocud u ero 6parbsi»,
I7ie TVIaBHBIE TePOH, HE 3Has O MPEACTOAIIEM CIia-
CEHHH, TEPEKUBAIOT MYKH, CPaBHHUMBIE TOJIBKO C
npeacMepTHeIMU. [1o3TOMy maHHbBIE TIPOM3BEACHNUS
MIPOBOIMPYIOT HAa TO, YTOOBI BOCIPHHMMATH WX,
CKOpee, KaKk Tparudeckue.

HNmenHo B Tparmueckoir cepe My3bIKaabHOU
KyJIBTYpBI B 1I€JIOM U y [ eHensi, B 4aCTHOCTH, TPO-
WCXOJMIIN TIOPa3HUTENbHbIE XYIO0KECTBEHHBIE OT-
kpeiTusa. Co3maB rajepero TpareAniHbIX 00pa3oB,
OH MUNU3UPOBAI UX KAK XApaxmepbsl, BHYTPEHHEE
CONIEp’KaHUe KOTOPHIX, MO HaOmomeHnio A. Mu-
XalioBa, B EBPONCHCKOM pPAa3BUTHUU «OBUIO Kak
OBl BRIBEpHYTO “‘M3HAHKOW Hapyxy » [10, c. 214].
OTa «BBIBEPHYTOCTH» B TBOpUecTBe lenaens mpo-
M301IJ1a TIOTOMY, YTO KOMIIO3UTOP, B OTIIMYHE OT
IPEYECKOT0 MPEJCTABICHUS O XapakTepe, Te OH
O3Ha4aJl «BHEIIHUI 3HAK BHYTPEHHETO» [TaM xke],
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C/IeTIall aKIeHT Ha 00pa3e «BHYTPEHHETO YEJI0BEKa» B nenom mupoBoz3penue l'enpaensi, pacKpbiB-
(xonmerit M. JIroTepa), B KOTOPOM JYXOBHBII MUpP  III€ECS B MPETBOPECHUH COBPEMEHHBIX MY PEITUTH-
pacKabIBaJICS B HEIPUMHUPHUMBIX TIPOTHBOPEUMSIX C  O3HO-dTUUYECKUX HICH, ObUIO 00YyCIIOBICHO KECT-
caMuM co0oit u oOKpyx)eHueM. [ epou ke, Mogo0HBIE  KOU COIMAaIbHO-TIOBEACHYCCKON perilaMeHTaIlueH,
Xpucty 1 o3apéHHBIC TPAHCIICHICHTHBIM CBETOM,  MNPHUOIMKEHHE K KOTOPOH B NEUCTBUTEIHLHOCTH
CTPEMUJIMCh K TyXOBHOMY COBEPILICHCTRBY, IEPSKU-  OBLIO COMPSHKEHO C MPUHYAUTEIbHBIM 10/1aBJICHHU-
Basl B €TO JOCTIDKCHUN MYUYUTEIBHBIA MyTh. Botuio-  eM B cebe mpupoaHbIX 9yBCTB. Ho MMeHHO Takas
asi TaKKe TPareIuiHbIe XapaKTephl, KOMNO3UMOp  PErIAMEHTALUS TOBEACHUS JINYHOCTH B OOIIECCTBE
Nn008EN OAPOUHYIO IMUKO-ICIMemU4ecKyio cucmemy  COOTBETCTBOBAJAa 3aJlayaM HA3UAATEIBHOTO JKaH-
K @vlcuium eé npedenam, nNpubIuU3Ué K epanuyam  pa OpaTopuu, a IIABHOE — OTBedYaja ycTpemiie-
Knaccudecko2o uckycemea snoxu Ilpoceewgenus u  HUASAM CaMOro KOMIIO3UTOpPA CHejaTh Clyliaresei
oasice 8 KAKoU-mo mepe ux npeoooies. JTydIIe.

Asmop cmamovu cepdeyno npusnamenen ceroenegedy Hpumne Koncon 3a psao yewmHwvlXx 3amedanuil
u coobpagicenuil, 8bICKA3AHHLIX €10 8 npoyecce NOO2OMOBKU OAHHO20 Mamepuanla K nyonuxayuu.

Sy MPUMEMAHUA (<O

' O BocrpusaTHH TBOpUecTBa [e€HIETS B yCIOBHAX 3 HecmoTpst Ha TO, 4TO B oparopuu joub MeBdas
TOTAJIUTapHBIX peskuMoB B ['epmannn XX Beka cm.: [17]. OCTaETCs B JKUBBIX, JCHCTBYIOLIME JIULA 1O U3BECTUS O
2 TlompoOHee 0 XPHCTOIOTHYECKON TeMe B TBopdye-  cnaceHuu Uduc nepexuBaroT eé cynp0y Kak Tpareauio.

cte l'ennens cMm.: [6, c. 91-95].
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The Conception of Georg Friedrich Handel’s Worldview
in the Context of his Oratorios

The article is devoted to revealing and presenting Handel’s worldview. The incompatible opinions, varied at times,
become comprehensible. While analyzing scholarly ideas formulated in the academic works of the last two decades,
written mostly by musicologists outside of Russia, the author, nonetheless, does not always concur with them.

Stemming from statements of Handel, who aspired to “make his listeners better,” to disclose the “most exalted
feelings™ and to solve ethical-aesthetical goals of the “fundamental and solemn genre” of the oratorio most appropriate
for it, the researcher brings out his own conception of the composer’s worldview, which he arguments by the ethical
essence of his music.

Handel’s musical legacy is examined in the context of the ideas of thinkers contemporary to the composer and
preceding him, both religious (Martin Luther, John Calvin) and secular (John Locke, Lord Anthony Shaftesbury,
Jean de La Bruyere, Blaise Pascal, Cornelius Jansen). The essentially significant ideas of these moralists interpreted
in Handel’s oratorios became a source of tragic images characterized by ethical conflict, on the basis of which the
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composer manifested the issue of ethical choice experienced in the pangs of consciousness. For this reason it is not
perchance that over half of Handel’s oratorios turned out to be the greatest tragic masterpieces, including “Alexander
Balus,” “Athalia,” “Acis and Galatea,” “Belshazzar,” “Hercules,” “Jephtha,” “Joseph and his Brethren,” “Messiah,”
“Samson,” “Saul,” “Semele,” “Susanna,” “Theodora,” as well as the “Brockes Passion.”

By disclosing the worldview principles of Handel, who based himself on a strict social-behavioral regulation of
man in society, the author of the article demonstrates that it was what particularly corresponded with the goals of the
instructive genre of the oratorio and, most importantly, met the composer’s aspirations to make his listeners better.

Keywords: Georg Friedrich Handel’s worldview, the composer’s personality, the genre of the oratorio, the tragic,
religious-philosophical ideas, the music of Great Britain, the music of Germany.

KoHuenuus mupoBo33spenmns I. @. leHaean
B KOHTEKCTe ero opaTtopMaAbHOro TBOpYeCTBa

CraThs MOCBAIICHA TPOOJIEME BBISBICHHS FCHICICBCKOTO MUPOBO33peHHsI. OCMBICIHBAIOTCS MHOTOOOpPa3HbIC, MO~
Yac B3aMMOUCKITIOYAIONINE MHEHUS O PEIUTHO3HO-(PIIOCOPCKUX B3MIAAAX KOMIIO3UTOpPA. AHATU3UPYs HAYYHBIC
uzaen, chopMyITHPOBAHHEIC B pa00TaxX MOCICTHUX JBYX JCCITHICTHH, TIPEUMYIIECTBEHHO 3apyOCIKHBIX YUCHBIX, aB-
TOp, OJTHAKO, C UX MHEHHEM coryiamaeTcst He Bceraa. Mcxoas u3 BeicKa3biBaHUM [ eHesst, CTpEMUBIIETOCs «CenaTh
cyuaTesney ayuiiey, pacKphiTh «HAUBO3BBILIEHHBIE YYBCTBa» U PEIIUTh ATUKO-ICTETUUYECKHUE 3a7a4u B MOAXOIs-
IIeM JUTSl 3TOTO «(PYHIaMEHTaJIbHOM U TOP>KECTBEHHOM KaHPE» OPATOPHUH, UCCICIOBATEIh BBIIBUTACT COOCTBCH-
HYIO KOHIIENIMIO MUPOBO33PEHUSI KOMIIO3UTOPA, KOTOPYIO apTyMEHTUPYET STUYECKOI CYLIHOCTHIO €r0 TBOPUECTBA.

Hacnenue I'engens paccMarpuBaeTcsi B KOHTEKCTE MJIEH MPEANIECTBOBABIIMX U COBPEMEHHBIX €My MBICIUTENEH
kak penurunosusix (M. Jltorepa, JK. Kanpeuna), Tak u cBerckux ([x. Jlokka, 3. lledTcoepu, XK. Jladbproiiepa, b. ITac-
kaist, K. Slacenns). [IpuHIUMNMATbHO BaKHBIC HIICH STUX MOPAIUCTOB, MPETBOPEHHBIC B TEHACICBCKUX OPATOPHSIX,
CTaJIM UCTOYHUKOM TpareMUHBIX 00Pa30B, XapaKTePU30BABIINXCS HPABCTBCHHBIM KOH(IIMKTOM, HA OCHOBE KOTOPOTO
KOMIIO3HTOP BOILIOTHII MPOOIEeMy MOPAIBHOTO BBIOOPA, MIEPEKUTYIO B MyKax COBECTH. [103TOMYy HE ciTy4daitHO 0O0JTb-
1I€ MOJIOBUHBI TeHIETIEBCKUX OPaTOpUil OKa3aauch BeIMYalIIMMU TPAarnueCKUMU HIeEBPaMHU, K KOTOPbIM OTHOCSITCS
«Anekcannp bam», «Aramus», «Anuc u [anares», «Banracapy, «epakmy, «erdait», «Mocud u ero o6pathsi», «Mec-
cus», «Camcony, «Cayn», «Cemenay, «Cycannay, «®eogopay, a taxke «Ctpactu o bpokecy».

BrisiBiisiss MUPOBO33peHUYECKUE IPUHILIUIIBI [ eHaeNs1, OnMpaBIIerocs Ha KECTKYIO COIMAIbHO-TIOBEACHUECKYIO pe-
IJIAMEHTAIIMIO YeJIOBCKA B OOIIECTBE, aBTOP CTAThH ITOKA3bIBACT, YTO UMEHHO OHA COOTBETCTBOBAJIA 3a7]a4aM Ha3Ua-
TEJILHOIO KaHpa OpaTopuH, a IMIABHOE — OTBEYAJIa YCTPEMIICHUSIM KOMITO3UTOpA ClIeaTh Ciyliareiaei ayJnre.

Knrogesie ciioBa: MupoBos3penne [. @. I'ennesns, TMIHOCTH KOMITO3UTOPA, )KaHP OPAaTOPHH, TPArHuecKoe, Peiu-
rruo3HO-(prtocopckue nnen, My3blka Bennkoopuranun, My3sika [ epmanum.
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