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THE ISSUE OF THE GENESIS OF THE ITALIAN ORATORIO®

The article is devoted to the twofold issue of the genesis and the specificity of Italian oratorios which has not yet
received its solution up to now. Stemming from this issue, the author disclosed two principally important indicators of
genre. The first one is related to form and content, which was expressed in the presence of the moralistic sacred dialogue
and presumes an ethical-philosophical argument. The second is the socially communicative indicatory. Basing himself
on these factors, the author considers Emilio de’ Cavalieri’s “Rappresentatione di Anima, et di Corpo” [Representation
of the Soul and the Body] to be the first European oratorio. The researcher connects the new turn of development of the
oratorio with the name of Giacomo Carissimi, the director of the chief center of education for Jesuits in Rome. In his
Latin oratorios the composer brought in real-life images and demonstrated them in their conflicting contrariety.

On the basis of analysis of musical compositions from the 17" century (Cavalieri’s “Rappresentatione di Anima,
et di Corpo” and Carissimi’s “Jephte”) the author comes to the conclusion that Cavalieri’s musical compositions
represented the allegorical type of European oratorio, whereas Carissimi created a style of oratorio endowed with
concrete plots.

Keywords: Emilio de’ Cavalieri, Giacomo Carissimi, “Rappresentatione di Anima, et di Corpo”, “Jephte”, Italian
oratorio, opera, sacred dialogue.

MPOBAEMA TEHE3UCA UTAAbSIHCKOWM OPATOPUU

Cratbst HOCBSICHA IBYCMHON ITpo0IIeMe TeHe3nca U CIIeU(HUKN NTAbIHCKON OpaTOpPHH, KOTOpast B My3bIKO3Ha-
HHUM 0 CHX IIOp CBOETO pELICHUs He momyumia. Mcxost u3 31oil mpoOnembl, aBTOp BBISBIACT IBa MPHHIUINAIBEHO
Ba)KHBIX JKaHPOBBIX MOKa3atest. [1epBelii — popmMocoaepKaTenbHbIH, KOTOPBINH ObUT BEIPAYKEH B HAIMYNHT MOPAIN3UPY-
OIIETO YXOBHOTO JIMAJIOTa, 03HAYABIIETO ITHKO-(hriocodeknii crop. BTopoil — connanbHO-KOMMYHUKAaTHBHEIA. Ha
WX OCHOBE aBTOp cumTaeT mpomssencHue J. ne Kapamsepu «IIpencrasnenne o [dymre u Temey» mepBoii eBporeickoit
OpaTopHei.

HoBbIil OBOPOT B pa3BUTHM OPAaTOPUM MCCIEAOBaTENb cBsA3bIBacT ¢ uMeHeM Jx. Kapuccumu, pykoBonureneM
ITIaBHOTO IIEHTpa OOy4yeHus: ue3yntoB B Pume. B cBOMX JTaTHHCKHX OpaToOpHsSX KOMIO3UTOP MPETBOPWII peabHbIC
KHM3HEHHbIE 00pa3bl ¥ MOKa3aJl NX B KOH(QIMKTHOM IIPOTHBO/ICHCTBHH.

Ha ocnoge ananmsa npomssenennii («IIpencrasnenne o yme u Tene» Kasansepu, «Meddait» Kapuccummn) ne-
JlaeTcs BBIBOJI O TOM, YTO B TBOpUecTBe KaBanbepn ObUT HaMEUeH ajIeTOPHUeCKA THTT €BPOIICHCKOM opaTopu, TorIa
kak Kapuccnmu co3zan KOHKPETHO-CHOKETHBIM.

KaroueBsie cinoBa: Omuino ae Kasansepu, [xakomo Kapuccumu, «Ilpencrasnenue o [lyue u Teney», «Ueddait»,
UTaJIbSIHCKAsI OPaTOpus, ONepa, TyXOBHBIN THAJIOL.

nderrstanding of the genesis of Italian  have been revealed in relation to Cavalieri’s
oratorio as a genre possessing its own  composition “Representation of the Soul and
specificity has remained argumentative the Body” (“Rappresentatione di Anima, et di
in world musicology. This issue of genre is  Corpo”). Some scholars consider this work to be
connected with musical compositions of two  the first oratorio. These include Hugo Riemann',
outstanding composers — Emilio de’ Cavalieri  Emiliy Rozenov, [8, p. 26, 39] and Bruce W.
(ca. 1550-1602) and Giacomo Carissimi (1604  Bishop [9, p. 15]. In the British Encyclopedia
or 1605-1674). The most apparent disputes Cavalieri’s composition is also represented

* Translated by Dr. Anton Rovner.
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both as one of the earliest oratorios® and as an
allegorical moralité composition®.

Other scholars see the “Rappresentatione” as
consisting of various types of drama — allegorical
and oratorical (Walter Serauky [17, S. 14]); moral-
allegorical (Irina Manukyan*, Ivan Fedoseyev®); or
liturgical (Philippe Beaussant®). At the same time,
the researcher places the composition into the pre-
oratorical tradition.

A third group of scholars evaluates this
composition as an opera. These include Yuri
Bocharov’, Anna Bulychyova [5, p. 360], Maria
Batova [3], and also Elena Tsybko who establishes
the history of the oratorio as starting not from 1600,
when Cavalieri’s “Rappresentatione” appeared, but
from 1640, from the work of Carissimi®. Among
scholars from outside of Russia, mention must be
made of David Yearsley [21], as well as Murray
Bradshaw [10, p. 428] in his review of Warren
Kirkendale’s monographic book on Cavalieri. On
the other hand, Barbara Sparti in her analysis of that
selfsame edition considers “Rappresentatione” to
be a sacred opera [20, p. 303].

A fourth group of scholars view
“Rappresentatione” as both a sacred opera and as
the first specimen of an oratorio in Italy. Such is the
opinion of Tamara Livanova’. However, such cases
infrequently lead to a certain amount of confusion.
The historian of the oratorio, Howard E. Smither
supposes that the premiere of the “Rappresentatione
di Anima, et di Corpo” set down the tradition of
“performance in the oratorium of sacred dramatic
music which makes use of the new recitative
style” [18, p. 89]), therefore the composition,
notwithstanding its genre profile, resembling opera
to a greater degree, became of primary importance
in its formation of certain structural and stylistic
features of the genre of the oratorio, since the
composer conceived of a production in the vein of
a peculiar model of a sacred opera, connected in
the closest fashion with the history of the oratorio,
recreating, following Cavalieri’s conception, of
the previously popular genre of the style of sacred
representation (sacra rappresentazione), which was
prohibited by the edict of Pope Paul III [Ibid., p. 28]°.
Roman Nasonov, similarly to Smither, evaluates
Cavalieri’s composition as the first sacred opera,
which was greatly significant for the subsequent
development of the oratorio''. Wolfram Goertz is
convinced that Cavalieri in 1600 was influenced to
a certain degree by the style of opera, “although,
undoubtedly, he was not an opera composer!'2.”
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In reality, the genesis of the oratorio began
already during the time of the late Renaissance.
Bishop sees its sources in Orlando di Lasso’s motets
“Fremuit spiritus Jesus” (1556) and “Nuptiae factae
sunt” (1566) and states that “musically, these
motets are not related to oratorio, but the text and
the dramatic content of these stories relate directly
to oratorio” [9, p. 14].

In such a contradictory ascertainment of the
genesis of the oratorio the question arises, why is
it that prior mention of it as a musical composition
which is established in terms of its genre may be
found in the letter of Pietro della Valle (1586—1652)
to Giovanni Battista Doni (1595-1647) in 1640 (see:
[18, p. 5, 174])? And why is it that, for example,
Joseph T. Rawlins, when mentioning this fact,
along with Smither, brings to light the contradiction
between the labeling of “Rappresentatione di Anima,
et di Corpo” as the first oratorio (albeit, possessing
features of the genre of opera) and the widely
circulated opinion that the initiator of the oratorio
genre was Carissimi, whose most well-known
work “Jephte” was composed in 1648 [15, p. 15]?
Referring to the definition of Manfred F. Bukofzer,
Rawlins, nonetheless, specifies that Carissimi
virtually brought the oratorio out to a new artistic
level, having become in this sense its creator [Ibid.,
p. 15].

Although the term “oratorio” was not yet in
use in 1600 for defining the genre (according to
Bukofzer, it carried merely a spatial meaning [11]),
there had already existed musical compositions
of this genre profile during the period prior to
Carissimi’s “Jephte.” Smither brings in a number
of synonyms to the concept of oratorio, which
appeared on title pages of various musical editions:
cantata, carmina, componimento da cantarsi,
componimento per musica, componimento poetico
da cantarsi nell’ oratorio, componimento sacro,
dialogo, dramma armonico, dramma sacrum and
sacro componimento drammatico. Here the titles of
oratorio, azione sacra u componimento sacro are in
the widest use (see: [19, p. 5]). The term oratorio
itself is interpreted in two meanings — as a dramatic
musical composition written on a sacred plot and as
a synonym of a sacred opera (opera sacra).

Thereby Smithers’ specifications bring in the
assumption that the oratorio was similar to a sacred
opera, differing from the latter only by its #ype of
content and venue of performance. These indicators
make it possible to presume that “Rappresentatione
di Anima, et di Corpo” is an oratorio, since it
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appeared within an ecclesiastical context, and
was performed in specific church premises — the
oratorium. But, most importantly, at the basis of
its dramaturgy there was a specific moralizing
sacred dialogue, conveying an ethical philosophical
argument, in which two contradictory worldviews
collided, one of which advocated the priority of
religious truth, while the other one contested it.
According to the correct observation of S. Arkhipov,
“the principle of the dialogue presumes the profound
universal connection of the human being with the
world, other people and God. It may be said that
dialogic thinking is a type of thinking that is already
systemic in its essence” [2, p. 129], and all the
more so, because in an oratorio it possessed, in our
perspective, a heuristic potential — the awakening in
the listeners of initiative in the choice of a religious
ideal.

This type of dialogue lay at the foundation
of various types of Western European oratorios
— the allegorical type, in which the content was
reduced to the arguments of equitable, generalized
concepts, abstracted from concrete images, and
the non-allegorical variety, at the basis of which
lay a gradually unfolding plot about the main
protagonist and his surroundings. Such type of
oratorio, depending on the character of the libretto
and its interpretation, presumed various branchings
of genres (see: [14, p. 161-165]). In those non-
allegorical compositions built on the conflicting
interaction of images dialogue could have been
compacted to the scale of one psychological
monologue, in which the main protagonist was in
a stage of a tragic moral choice. Such a monologue
in the future presented itself as an unusually
powerful energetic source for the composer’s
ethical conception [13, p. 74-78]).

The dialogue between the allegorical images
in “Rappresentatione” formed one of its chief
distinctions from the developed subject and
concrete protagonists of Jacopo Peri’s and Giacomo
Caccini’s opera “Eurydice,” the world premiere of
which took place not in an oratorium, but at the
Pitti Palazzo, and even from a sacred opera, which,
similarly to the secular type, was also created on the
basis of an unfolded plot (a bright example of this
is Stefano Landi’s opera “Il sant’Alessio,” written
in 1631 on the subject of the Christian legend about
the Roman patrician and presented in Rome in the
theater of the Cardinal Barberini brothers).

To these facts it must be added that “Rappre-
sentatione di Anima, et di Corpo,” unlike the operas
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by Peri and Caccini, as well as Landi, staged at
secular theatrical venues, was presented, according
to Beaussant, at the oratorium of Santa Maria del
Vallicella'®. This seems to be not an accidental
occurrence, since Cavalieri served as an organist at
the Oratorium del Santissimo Crucifisso in Rome,
after which, having maintained personal connections
with the founder of the congregation of oratorians
Philip Neri (1515-1595), became the chief inspector
of the fine arts of Duke Ferdinand de Medici in
Florence. According to Beaussant, Cavalieri, having
used sacred texts in his “Rappresentatione” and
having created a new style of musical declamation,
depicted through the prism of allegorical characters
(the Soul, the Body, Time, the World, Pleasure) “the
intentions of Philip Neri [who put into practice the
ideas] of the Counter-Reformation.”",

No less significant is Cavalieri’s dedication of
his composition, about which Kirkendale writes:
“Following the custom of aristocratic composers,
Cavalieri did not publish his work by himself,
but entrusted this to Alessandro Guidotti with a
dedication (on September 13) to the powerful
cardinal Pietro Aldobrandini, the nephew of Pope
Clement VIII, a pupil and benefactor of the Oratorian
Congregation”'s. But, most importantly, according to
the observation of Silvia Casolari, “deep ties existed”
there between Oratorian sermons and the text of the
librettist of “Rappresentatione di Anima, et di Corpo,”
Philip Neri’s student, member of the Congregation of
Oratorians, Padre Agostino Manni (cit. from: [15]).
Arnaldo Morelli writes that they were stipulated by
the Oratorians’ interest in the spoken word, whether
preached or sung, — “the word as sound, which,
through the ear, reaches the heart” [Ibid.]. Moreover,
Casolari revealed the connections of verbal images
with iconography of symbolic characters acting in
“Rappresentatione” (cit. from: [Ibid.]).

Thereby, in the formation of the image of the
human being of the Early Modern Period Cavalieri's
“Rappresentatione” possessed the character of
a religious-sententious work of art. An alternate
means of the selfsame process was the physical
elimination of an ideological opponent — such as,
for instance, burning the ingenious thinker Giordano
Bruno at the stake. Notwithstanding the seeming
paradoxical quality of this comparison of the two
historical events which happened during the same
year and month (the premiere of the first oratorio
and the execution of the “heretic” in February
1600), they both revealed the two means present
at that period of time of retaining people under the
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influence of the Catholic Church — the ideologically
peaceful and the punitive.

Cavalieri’s composition, in which religious
education of the masses was carried out by means
of art, possessed a specifically oratorical plot, where
the religious and sacred values were contraposed to
mundane ones, which exemplified the imperfection
of human nature. This idea was consolidated in
the oratorio as an original one and subsequently
found its reflection in the theoretical thought of
the early 18" century. Thus, French composer and
music theorist Sebastien Brossard asserted that
the plots for oratorios were derived from the Holy
Scripture and the Lives of Saints, while the forms of
the compositions may be allegorical and aimed at
elaboration of religious and moral issues!®.

In Cavalieri’s work the antithesis of the earthly
and the divine was presented with the aim of
comparing the contrasting monological utterances
of the allegorical characters. A typical national color
is presented here, in the vein of the final wave of the
Renaissance, in the expression of joyful and lyrical
feelings, which tinted the ascetic argument between
the allegories into the temperamental tones of the
Italian character, expressed in the poetically inspired
monodies and rhythmical dance-like themes of the
galliard, courante or villanelle. Monody presented
with added accompaniment demonstrated a genre
invented, according to Tsibko, by Cavalieri!’. Tt
served as a means for reconstruction of the image
of the Soul. Some contrast was presented by the
dance genres, which were used for the creation
of the image of the Body. At the same time, the
dialogic structure, which carried a stable function
in “Rappresentatione,” was derived from the Italian
lauda. Having been developed on its basis, the
tradition of juxtaposition of images secured the
reserved, ascetic characteristics of the former and
the bright emotional features of the latter.

From this array of genres it follows that
the aesthetic comprehension by the composer
of the initial ecclesiastical conception differed
substantially from its ethical rigor. It is not by
accident that the finale of “Rappresentatione di
Anima, et di Corpo” had a festive character, built on
a dance theme representing the images of Pleasure
and her companions, not devoid of charm.

At the same time, the edificatory essence of
the oratory, manifested in the contrasts of the
sublime and the earthly elements, formed the core
of the oratorio, i.e. its inner semantic structure,
which manifested the element that transformed the
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outer [1, p. 38]. Their interdependence stipulated
the steady principles of the genre, its “structural-
semantic invariant” (according to Mark Aranovsky),
signifying the “type of content programmed in the
typical structure” [Ibid., p. 32].

Anew turn in the development of the oratorio was
connected with Giacomo Carissimi, the head of the
main education center for Jesuits in Rome known as
the “Collegium Germanicum et Hungaricum,” and
the chapel-master of the St. Apollinarius Cathedral
affiliated with the former.

The composer created a “Latin” type of Italian
oratorio written on Latin texts in a polyphonic
motet-madrigal style. (His contemporaries Marco
Marazzoli, Domenico and Virgilio Mazzocchi,
Francesco Foggia, i. q. presumably Luigi Rossi
and certainly poet Francesco Balducci, according
to Smither, also wrote in this genre.) Among the
main features of such oratorios Smither highlighted
their overall binary form, their use of texts from
the Old and New Testaments as literary sources,
as well as his use of texts of similar sacred-
moralizing laudas which existed during the times
of Philip Neri. These texts were interpreted freely,
and with the aid of Biblical quotations served as
a means of enhancement in arousing interest in
ecclesiastical instruction. They were comprehended
in a differentiated manner: the dramatic text
characterized one protagonist, while the narrative
text described several protagonists and presented
the image of the people. The groups of characters
communicated in ensembles, while the image of the
human crowd was recreated in the choruses, which
were dramatic, since they concretized the plot. At
the same time, the final choral scenes expressed the
moralizing idea (see: [18, p. 204]).

The significance of Carissimi in the
establishment of the Latin oratorio was also
manifested in the fact that the composer selected
its structuring forms, which have comprised the
foundation of the contemporary oratorio as well.
It included recitatives evidently influenced by
Monteverdi’s monody style, arias, duos and terzetti,
which alternated with the choral and instrumental
numbers. We shall also relate to this phenomenon
the composer’s dramaturgical innovations, such
as those of the bright tonal contrasts of major
and minor, conveying an instant change of the
protagonists’ emotional states. The aforementioned
principle — that of “mutatio toni or modi” — is
examined by Athanasius Kircher, highlighting it
in one of Carissimi’s cantatas and disclosing it in
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“Jephte” (see: [12, p. 673, 603-606]), following
which Smither states his presumption that Kircher
heard the composition in a performance directed by
the composer (see: [18, p. 245, 247)).

To this it must be added that the marked structure
of genre within the Latin oratorio, similarly to the
monody style, was introduced significantly earlier
— in the “Rappresentatione di Anima, et di Corpo,”
which suggests a direct historical succession from
Cavalieri to Carissimi in terms of the interpretation
of the structure and expressivity of stylistic features
of the Italian oratorio.

In his turn, Carissimi proceeded in departing
further from Cavalieri’s philosophical-allegorical
thinking to the direction of the study of man. This
new worldview position stipulated such plots which
made it possible to speak of people, which was
joined by the search for a musical manifestation
that was appropriate for expressing the new images.
The dramatic qualities of Carissimi, connected
(unlike the picturesque juxtaposition of allegories
in Cavalieri’s work) with the implementation
of eventful plots of the Biblical narratives, was
the result of the reflection of the processes of the
Counter-Reformation, which at the time of the
wars devastating the country resulted in the conflict
between the human and the regulating ecclesiastical
elements. Naturally, in the arts and, in particular,
in the sphere of music there was an increase of
tragic imagery, the pinnacle of which in the opera
genre was represented by Claudio Monteverdi’s
“L’Incoronazione di Poppea,” and in the oratorio
genre — by Ciacomo Carissimi’s “Jephte.”

The oratorio “Jephte” was composed in line
with the ethical directive towards the fulfillment
of the moral duty which obliged people to sacrifice
what was most dear to them. The typified problem of
ethos present in many similar plots was acuminated
by Carissimi'® on the conflict between the duty
towards God and the feelings of love towards one’s
daughter, which brought to the dramatization of
the genre. One of its distinguishing forces is the
deepening of the contrasts in the characterization
of images and their juxtaposition.

Changes affected the pivotal contrast of images:
joyful, singing and dancing, on the one hand, and
mournful and lyrical, on the other hand. In addition,
the changes also affected the interpretation of the
image of the main protagonist, who became internally
divided. Jephthah, who upon returning from war
saw his daughter, whom he was obliged to offer as
sacrifice to God, is one of the early tragic heroes in
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the genre of the oratorio. His recitative “Heu, heu
mihi, filia mea! Heu, decepisti me, filia unigenita;
et tu pariter, heu, filia mea, decepta es,” known as
the “Lamentation of Jephthah” (“Woe, woe unto
me, my daughter! Alas, thou hast brought me very
low [guiltlessly, having lured me into a trap], my
only begotten daughter; and you too, my daughter,
are smitten [you perish, having been taken into a
noose equally]» [our translation. — G. K.] conveys
a perturbate, seemingly breathless speech built upon
a restless throng of sounds intermitted with cries
of despair. There is a set of painfully “folded up”
intervals (diminished fifths and diminished thirds)
standing out in this vocal number, among which the
most tragic of all is the intonation of a diminished
fourth containing the semantics of mourning'.
Meanwhile, the instrumental accompaniment
arouses the image of the oppressive tread of a certain
supra-personal force weighing over the grief-smitten
father. The conflicting quality of the harmonic
and melodic projections is enhanced by harsh
dissonances: A-G# (m. 2) and D-C# (mm. 3, 8)%.
As the result of this kind of convergence of mutually
exclusive images — the mournful and the imperative?!
— the impression is created of the insolvability of the
psychological conflict. But most importantly, within
the lyrical sphere there was an extension of the
image-related and emotional spectra. This allowed
the composer to convey the state of a desperate
outburst, superseded by a lengthy immersion into
a lamento with the subsequent withdrawal into the
enlightened-lyrical sphere (such as the concluding
chorus of'the female friends). Such an immersion into
one emotional sphere, disclosing the many-nuanced
state of the chief protagonists will become a stable
dramaturgical feature of the European oratorio.

In addition, the contrast present in Carissimi’s
oratorio, albeit at a distance, was demonstrated
between the various choral numbers. Bishop
highlights three functions of the chorus in “Jephte”:
it is at alternate times a participant of the action, the
narrator and the emotional commentator [9, p. 20]. To
be specific, we encounter in it the following palette
of images — the joyfully soaring (as in the madrigal-
type chorus at the beginning of the oratorio, and the
triumphant chorus in honor of Jephthah’s victory),
the uneasy (as in the virtuosic antiphonal chorus
in the Venetian concert style of Giovanni Gabrieli,
communicating the atmosphere of the battle with the
Ammonites), as well as the mournfully condensed (as
in the choral chant depicting the crushed Ammonites,
as well as the choral insertions into the part of
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Jephthah’s daughter and the chorus — the chorale of
the women friends — arousing peculiar emotional
resonances created in the traditions of the Venetian
style with the “echo” effect).

Such kinds of choral contrasts of dramaturgy in
the oratorio “Jephte” established the tense emotional
atmosphere of the main conflict, seeming to project
it onto the various solo and choral sections of the
form. This many-sided aspect of tragic feelings was
present in the traditions of the Italian lamento (in
the music of Monteverdi, as well as Rossi, who like
Monteverdi composed his own opera “L’Orfeo,”
in which scholars discovered the presence of
autobiographical features).

In general, Cavalieri and Carissimi in the
two examined oratorios presented themselves as
antipodes of each other — one joyful, and the other

tragic — and established the two characteristic
varieties of the European oratorio: the allegorically
abstractive and the concrete-narrative. In both
cases, at the core of their ethical conceptions there
were sacred-religious ideas, but for the sake of
manifesting them they made use not as much of
ecclesiastical, but to a greater degree folk and court
musical genres. In such interpretations of the well-
known allegorical and Biblical subject-matter, in
line with both the departing Renaissance and the
ascending Baroque period, Cavalieri and Carissimi
found natural means for description of life realities
and generalized the narrative content characteristic
for Italian oratorios in forms typified for them,
based on dialogical principles, which comprised the
“genetic” code (to use the term of Mark Aranovsky)
of this genre.

The author of the article wishes to express his heartfelt gratitude to the researcher of the genre of the
oratorio Irina Konson for the numerous valuable comments and considerations expressed by her during the
period of preparation of the present material for publication.
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et di Corpo ist ein Meisterwerk aus der Friihgeschichte
der Oper. Zeit Online. (Die Zeit, 14/2005). URL: http://
www.zeit.de/2005/14/Die_Seele diskutiert mit dem
Koerper.

13 Also known by its other title — Chiesa Nuova.

4 Beussant Ph. Cavalieri Emilio de’ (av. 1550—
1602). Oratorio. Encyclopeedia Universalis.fr. URL:
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http://www.universalis.fr/encyclopedie/emilio-de-
cavalieri.

15 Kirkendale W. Cavalieri Emilio de’. Treccani, la
cultura Italiana. Dizionario Biografico degli Italiani.
Vol. 22. 1979. URL.: http://www.treccani.it/enciclopedia/
emilio-de-cavalieri (Dizionario-Biografico).

16 Cit. from: Oratorio. Encyclopcedia Universalis. URL:
http://www.universalis.fr/encyclopedie/oratorio/#i_34716.

'7 Tsybko E. N. Op. cit.

¥ The texts for his musical compositions, the authors
of which, according to Smither, have not been established

and may even have been written by the composer [18, p.
225].

19 This intonation was revealed on the example of
Carissimi’s oratorios and characterized by Valentina
Konen (see: [6, p. 119]).

2 See the Edition: Carissimi G. Jephte. Denkmdiler
der Tonkunst II. Erste Abtheilung: Oratorien. Bergedorf
bei Hamburg: Friedrich Chrysander, 1869. 27 S.

2l As Nasonov writes: “the rhythms of a funeral
procession combine with lamenting descending melodic
intonations and acute harsh dissonances” [7, p. 129].
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OHMMaHWE TeHe3Mca HTAIbSIHCKOW opa-

TOPUHU KaK >KaHpa, WMEIOIIEero CBOIO CO0-

CTBCHHYIO CIECIU(UKY, B MUPOBOM MY3bI-
KO3HAaHWM SIBISIETCA JAMCKYCCHOHHBIM. [IpoOiema
JKaHpa CBA3aHa C IMPOU3BCACHUAMU JIBYX BbLJIArO-
IMHUXCA UTAJTBAHCKHUX KOMIIO3UTOPOB — DMHUITHO e
Kapamsepu (oxomo 1550-1602) u [lxakomo Ka-
puccumu (1604 wmu 1605-1674). HanbGonee oue-
BUJIHO pasHoIjlacus IPOABUIIMCh B OTHOIICHHUU
counHenus Kasanbepu «lIpencrasnenue o yie u
Tene» («Rappresentatione di Anima, et di Corpoy,
1600). OnHu y4€HbIE CUMTAIOT €r0 nepsotli Opamo-
pueti. Cpequ aux — I. Puman!, O. Pozenos [8, ¢. 26,
39], b. bumon (cm.: [9, p. 15]). B bpuranckoii au-
LUKJIONEANH counHeHue Kapanbepu penpe3eHTu-
pyeTcs ¥ Kak OJ[Ha U3 CAMBIX PAHHHUX OPaTOPHIi®, 1
B Ka4€CTBE aJUIETOPHYCCKOTO MOPATIHUTE®.

Hpyrue yuénsie B «Rappresentationey ycmarpu-
BAIOT pa3lIMuHbIC BHUJBI OpaMbl: ajuIETOPUYECKOM
oparopuanpaoit — B. Cepayku [17, S. 14]; Mmopaib-
Ho-ayuteropuueckoit — M. Manyxksn®, . ®emocees’;
nutypruudeckoit — ®@. Boccan®. Bmecre ¢ Tem uccie-
JI0BaTellb BCTPAMBACT MPOU3BEICHUE B MPEIOparo-
PHAIBHYIO TPAJUIIUIO.

Tperbu kBamuuIMpyrOT npousBeneHne Kasa-
nmeepu Kak onepy. K Takum otrocstes FO. Bouapor’,
A. bymeraésa [5, c¢. 360], M. barora [3], a Takxke
E. LIp16xo, Benst uctopuro oparopun e ¢ 1600 rona,
Korma mosiBuiIoch «Rappresentatione», a ¢ 1640-ro —
¢ TBopuectBa Kapuccumu®. 13 3apyOeKHbIX yUEHBIX
— JI. Mupcou [21], kak u M. Bpammoy [10, p. 428],
B CBOCH pereH3nn Ha MoHorpaduio o Kapambepn
V. Képkenmpitna. b. Captu ke, aHaIH3uPys TO K€
n3nanue, cuntaer «Rappresentatione» orepoit my-
xoBHoOi [20, p. 303].

UersépThie paccmarpuBaioT «Rappresentatione
W KaK JIyXOBHYIO OIlepY, ¥ KaK IepBbIi o0paser opa-
topuu B Utanuu. TakoBo Mmuenue T. JIuBaHoBoiA’.
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OpnHako B MOMOOHBIX CIIy4asx HEPEAKO BO3HH-
kaer myrtanuna. Mcropuk oparopun X. Cmumep
nosnaraet, yto npembepa «lIpencrasnenus o Hyiie
u Tene» monoxxuna TpaguIMio «UCTIOIHEHHUS B Opa-
TOPUYME JIyXOBHOM ApaMaTU4eCKOW MY3bIKH, HC-
TIOJIB3YTOIIEH HOBBIN PEUUTATUBHBIN CTHIIB» (CM.:
[18, p. 89]). IloaTomMy mpou3BEACHHUE, HECMOTPS
Ha CBOM, CKOpEe, OIEPHBIA >KaHPOBBIH MPOQHIIb,
CTaJ0 TPUHIWIHAAIGHO BaXHBIM B (OPMHUPOBa-
HAU ONpPENeIEHHBIX CTPYKTYPHO-CTHIICBBIX UYEPT
OpaTOpHaIHLHOTO KaHpa, TaK Kak KOMIIO3UTOp 3a-
MBICITHJI TIOCTAHOBKY B KadecTBE CBOEOOpa3HOMN
MOJIET! 0YX0BHOU OTIEPHI, CAMBIM TECHBIM 00pa3oM
CBSI3aHHOMW C UCTOpPUEN opamopuu, BO3pOKIas, CO-
racHo 3ambiciny KaBanbepw, paHee MOMYISIPHBIN,
HO BIIOCIEJCTBUM 3amnpeliéHHbii ykazom Ilambl
[TaBna III xaHp TyXOBHOTO MpENCTaBIEHUs (sacra
rappresentazione) (cwm.: [Ibid., p. 28])'°. P. Haconos,
monobro Cmuaepy, KBATH(PHUIUPYET COYMHCHHE
Kapanbepn kak mepByI0 TyXOBHYIO OIEpy, KOTO-
pas umesna GoJIbIIOe 3HAUYEHHUE /IS TTOCIIEAYIOIETO
passutus oparopun''. B. T'épriy yoexnén, uro Ka-
BanmbepH B 1600 roy vCmbITaT HEKOTOPOE BITHSTHIC
OTIEPHOTO CTHUJIS, «XOTSI OTIEPHBIM KOMIIO3UTOPOM,
0e3yCIIoBHO, He OBL» 2.

B 1eiicTBUTENIBHOCTH 3apOXKJIEHUE OpPaATOPUU
Hayajoch y)Xe BO BpeMs Tmo3aHero PeneccaHnca.
E€ uctoxn b. bumon Buaut B morerax O. Jlacco
«Fremuit spiritus Jesus» (1556) u «Nuptiae factae
sunt» (1566), KOTOpBIE IO CBOCH MY3bIKATHHOU
CYIIIHOCTH €111€ C OpaTOpUel He KOPPETUPOBAIIH, HO
0 TEKCTY M APaMaTHYECKOMY COJEPKAHHIO — Y)Ke
ObLIH IIPSIMO C Hel cBsizaHbD» [9, p. 14].

B TakoM mpOTHBOPEINBOM BBISICHEHUU TCHE3H-
ca OpaTropuy BO3HUKAET BOIPOC, ITOUYEMYy paHHEe
YIIOMUHAHHE O HEH KaK O )KaHPOBO-OMPEAETEHHON
MY3BIKQTFHON KOMITO3UITUN BCTPEYACTCS B IMMHCH-
me 1. genmma Bamme (1586-1652) x JIx. b. Houu
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(1595-1647) B 1640 romy (cm.: [18, p. 5, 174])?
N nouemy, nanpumep, k. Poynuns, npusoas, Ha-
psany co CmuiepoM, 3TOT (GaxT, BBISBISIET TPOTH-
BOpeure Mexy yrBepkieHuem «lIpeacrapnenHust
o [yme n Tenme» kak nepgoti opamopuu (XOTSI H
C YepTamMH ONEPHOTO JKaHpa) W IIHPOKO pacipo-
CTpaHEHHBIM MHEHUEM, YTO OMYOM OPATOPUH OBLI
Kapuccumu, ups Hambonee M3BECTHas OpaTopus
«Meddaii» Obuta coznana B 1648 romy (cm.: [15,
p. 15])? Ccputasce Ha ompeaeneaue M. bykodiie-
pa, Poynuns, omnako, yrounser, uro Kapuccumu
(haKkTHYEeCKHU BBIBEJI OPATOPUIO HA HOBBIH Xy/I0Ke-
CTBEHHBI yPOBEHb, CTaB B 3TOM CMEBICIIE €€ co3/1a-
teaem (cm.: [Ibid., p. 15]).

Xotst TepMuH «oparopusi» B 1600 roxy st 060-
3HAYEHHUS KaHpa emé He UCTIOIb30BajCs (COmIacHO
Bbyxoduepy, oH MMeI JIMIIb TPOCTPaHCTBEHHOE 3HA-
yenne, cM.: [11]), B mepuosa 10 KapuCCHMOBCKOTO
«Meddas» My3blKalIbHbIE MPOU3BEICHHUS TAKOTO
YKAHPOBOTO Mpodus yxe cymecTBoBanu. X. CMu-
Jiep K TIOHSTHIO OPaTOPHH MPUBOJUT PSJi CHHOHH-
MOB, KOTOPBIE 3HAYMIIUCH HA TUTYJIBHBIX JINCTAX HOT-
HBIX M3aHUN: cantata, carmina, componimento da
cantarsi, componimento per musica, componimento
poetico da cantarsi nell’ oratorio, componimento
sacro, dialogo, dramma armonico, dramma sacrum
u sacro componimento drammatico. 31ech Hau-
0osiee yacToO HMCIONB30BAINCh HA3BaHUA Oratorio,
azione sacra u componimento sacro (cm.: [19, p. 5]).
A caMm TEpMHUH OpaTOPUH HMCTOJIKOBBIBAJICS B JIBYX
CMBICTAaX — KaK JpaMaTH4YecKoe MPOM3BEIECHUE Ha
CaKpajbHbIN CIOKET U KAaK CHHOHUM JyXOBHOMH oOr1e-
p (opera sacra).

Taxum oOpazom, u3 onpenencHuit Cmuaepa BoI-
TEKaeT TO, YTO OpaTopus OblIa CXOTHA C AYXOBHOU
OTIepOii, HO OT CBETCKOW OTIINYANIaCh MUnom cooep-
JHCAHUA U MeCmoM UCHONHEeHUs. DTU TIOKa3aTeNn
JTAIOT BO3MOKHOCTH MIpenonarars, uto «lIpeacras-
nenwne o [yme u Tene» — opamopus, nockonvky ono
B03HUKJIO 8 YEPKOBHOM KOHMEKCme, UCNONHANOCH 8
cneyupuueckom nPpUYEpKoOSHOM noMelujeHul — opa-
mopuyme. Ho TmaBHOE — B OCHOBE €T0 JpaMaTyp-
TUH HAXOAWJICS XAPAKMepHblll MOPAIUSUPYIOUWULL
0yX06HbILL Ouaioe, TIEPEIaBaBIINi dTHKO-(Pr0cod-
ckuii criop. B HEM cTanknBanuch ABa KOHMIMKTHBIX
MHUPOBO33pPEHHUS, B OJHOM M3 KOTOPBIX IPOIOBEI0-
BaJICSl IPUOPUTET PEIUTHO3HOW MCTHHBI, a B JIPY-
roM — e€ ocnapuBanue. [1o BepHOMY HAOTIONCHHUIO
C. ApxurmoBa, «IpUHIUI AWAIOTa MOAPa3yMeBaeT
100abHYIO U IIYOWHHYIO CBSI3b YENIOBEKA C MU-
poM, Apyrumu JoasMu U borom. MoxHO cka3arb,
YTO JUATIOTHYECKOE MBIIUIEHUE — 3TO YK€ CHCTEM-
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HOE TI0 CBOCH CyTH MBIIIIeHUE» [2, ¢. 129], TeMm 6o-
Jiee 4TO B OpaTOPHUX OHO, HA HAIl B3IIIsA], 001a1a10
IBPUCTUYECKUM TIOTEHIIMAJIOM — MPOOYKICHUEM B
CITyIIaTeNsIX MHUIMATHBBI B BHIOOPE PEIUTHO3HOTO
njeana.

[Tomo0HBII Auasor JIET B OCHOBY Pa3HbIX THIIOB
3aaIHOEBPOIECUCKON OpaTOpUU — AJJIETOPUUECKOM,
B KOTOpPOH conep:kaHue CBOAMIIOCH K CIIOPY paB-
HOIIPABHBIX, a0CTParMpOBaHHBIX OT KOHKPETHBIX
00pa30B, 0000MEHHBIX TOHATHI, ¥ HeaJlJIeropuye-
CKOM, B OCHOBE KOTOPOH JIeXkKaJl IOCIIENOBATEIBHO
PACKpPBIBABIIHMIACS CIOKET O T€POE U €r0 OKPYKEHHH.
Taxast oparopusi, B 3aBUCMMOCTH OT XapakTepa Jno-
PEeTTO M €ro TPAKTOBKH, MpEAToarajia pa3indHble
JKaHpoBbIe pa3BeTBicHus (cM.: [14, S. 161-165]). B
TeX HEAJUIETOPHYECKHUX IMPOU3BEICHHUIX, KOTOPBIC
OBUTM TIOCTPOEHBI Ha KOH(DIMKTHOM B3aMMOJCH-
CTBHM 00pa30B, AMAIOT MOT OBITh CIIPECCOBAH JIO
MacIITaboB OAHOTO TICHXOJIOTMYECKOTO MOHOJIOTA,
B KOTOPOM T€pOi HAXOAWJICS B COCTOSTHUH Tparnie-
CKOTO MOPaJIbHOTO BBIOOpa. [10M0OHBIN MOHOJIOT B
OyayIeM sIBUJICSI HEOObIYaifHO MOIIHBIM YHEPTeTH-
YECKUM HCTOYHUKOM BBIPAKEHHS dTHUYECKOW KOH-
nernmuu aBropa (cm.: [13, p. 74-78]).

B mmanmore  amnmeropmueckux — 00OpaszoB
«Rappresentationey 3akIr04aI0Ch OHO U3 TIIABHBIX
€ro OTJIIMYHUI OT Pa3BUTOTO CIOKETA M KOHKPETHBIX
niepconaxkeit ornepsl . Ilepu u Jx. Kauunan «39B-
puANKa», IpeMbepa KOTOPOil cocTosach HE B Opa-
TOpUyMe, a B nayaio [IuTTH, 1 1axxe oT 1yXOBHOU
OTIepHI, KOTOpasi, KaK U CBETCKas, TOXKE CO3aBajiach
Ha (pyHIaMEeHTe pa3BEPHYTOTO CIOKETA (IPKUH MpH-
Mmep — onepa Cr. Jlanan «Caaroit Anekceii», 1631,
HamMcaHHasg Ha TEeMy XPHUCTHAHCKOM JIETEHIBI O
PUMCKOM TaTpULIMK | TIpeAcTaBiieHHas B Pume B
TeaTpe KapauHaioB OparkeB bapOepunn).

K atum daxram mo6asmm, uto «llpeacrapneHue
o [ymwe u Tene», B omIMune OT IPE3CHTOBAHHBIX
Ha cBeTckux Iuionaakax omep Ilepu m Kauuunm,
a Taroke Jlanam, 6pUT0 TIOCTaBNeHO, Kak mumeT .
Boccan, B oparopun Canra Mapwust nens Bannmuaen-
mal®, Dro, mymaercs, HeciydaiHo, Tak Kak Kapa-
JBEPU paHee CIyXWi1 opranuctom Oparopuu Jenb
Cantuccumo Kpoumdueco B Pume, mocne uero,
TIOJIIEPKUBAsA JINYHbIE CBA3M C OocHoBareneM Kon-
rperaiun oparopuanieB Oummmmom Hepu (1515-
1595), cran Bo DropeHINH IIABHBIM HHCIIEKTOPOM
MIPEeKpacHbIX HCKyccTB repriora depauHanma ae
Memnan. Cornacao boccany, KaBambepu, HCIONb-
3ysa B «Rappresentatione» TyXOBHBIN TEKCT U CO3/1aB
HOBBI CTWJIb MY3BIKQJIbHOW JEKJIaMalliu, BOILIO-
THJI CKBO3b NMPU3MY aJUIETOPHYECKUX TEPCOHAKEN
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(Hyum, Tena, Bpemenun, Mupa, Y1oBoIbCTBHSI) Ha-
Mmepenust @. Hepu B konTekcte uueit Kontppedop-
Manuu ',

[TokazaTenbHO W TOCBSIIEHHE MPOU3BEACHUS
Kapanbepu, o uém mumer Y. Képkxenmaiin: «Cie-
Iysi 00BIYAal0 apUCTOKPATHYECKHX KOMIIO3UTOPOB,
KaBanbepu He omyOnMKOBall CBOIO pPadOTy cam,
HO JIOBEpHMJI cenath 310 Aneccanapo ['yunortu ¢
nocesimenueM (13 ceHTsa0psi) MOTYIIEeCTBEHHOMY
kapauHany [lbeTpo AJbI0oOpaHAWHY, TUIEMSHHU-
Ky nanel Knumenta VIII, yueHUKY 1 TIOKPOBUTEINIO
OparopraHcKoi KOHTrperamum» >,

Ho rmaBHOE — Mex 1y 60TOCITY:Ke0HOH OpaTOpH-
AHCKOH MPaKTUKOH ¥ TeKcToM JinoperTrcrta «I[Ipe-
crasiienus o yuie u Teney», yuenuka Hepu, unena
Konrperamum oparopuanmes, csimeHHIKa A. MaH-
HU cymiecTBoBaiy, o Habmonenuo C. Kaconapw,
mryOokue cBsi3u. A. Mopeiiy MAIIET, YT0 OHU OBLITH
00yCJIOBJIEHBI MHTEPECOM OpPaTOPHAHIIEB K CIIOBY:
MIPOTIOBETyEMOMY, MOIOIIEMYCSI, «CJIOBY KaK 3BYKY,
KOTOPBIN uepe3 yxo pocturan cepamnay [Ibid.]. ITo-
MuMo 3toro, Kacomapu BbIsSIBUIIA CBSI3M CIOBECHBIX
00pa30B U UKOHOIpahuu CUMBOJUYECKHUX TIEPCOHA-
Kel, neficTByromux B «Rappresentatione» (IHT. TIO:
[Ibid.]).

Takum o0OpasomM, «IIpeocmasnenuey Kasanvepu
8 Ghopmuposanuu obauxa uenosexa Hosoeo epeme-
HU HOCUNO XApaKkmep peiucuo3Ho-Hpasoyuumens-
Hoti axyuu. VIHBIM CpPEACTBOM TaKOTO Iporecca
ObUTO0 (U3MYECKOe YCTPAHEHUE HICOIOTHYECKOTO
OIMIOHEHTa — COXOKEHHWE Ha KOCTPE T€HHAIBHOTO
Mbiciurens Jxopaano bpyno. Ilpu kaxymieiics
MapaOKCaIbHOCTH CPAaBHEHUS JIByX HCTOPHUIECKHIX
COOBITHH, TMPOUCIIENIINX B OJHOM U TOM K€ IOy
n Mecdane (mpeMbepsl NMepBOil OpaTopuu M KazHU
«eperuka» B ¢eBpane 1600 roma), B HUX B TO Bpe-
Msl PaCKpBUINCH JIBa CII0co0a yJiepKaHus YeIoBeKa
TIO]T BIMSTHUEM KaTOJTMYECKOM IIepPKBH: UI€0IOTHYE-
CKHM MHUPHBIN U KapaTeJIbHBbIi.

IIpousBenenue KaBanbepu, B KOTOpOM pe-
JIUTHO3HOE BOCIIUTAaHHE MacC OCYIIECTBISIIOCH
CPeICTBaMHU MCKYCCTBa, HWMENO CIeHu(pUIECKH
OpaToOprabHBIN CIOKET, THE PEeTUTHO3HO-TYXOB-
HbI€ IIEHHOCTH TPOTHUBOMOCTABIUIUCH 3EMHBIM,
OJIUIIETBOPSIBIINM HECOBEPIIEHCTBO YEJIOBEYECKOM
HaTypbl. Moesa sma 3akpenunacs 8 opamopuu Kax
UCKOHHAA W B JaJbHEWIEM Hallla OTPaKCHHE B
Teopernyeckoil Mbiciu Hadana XVIII Beka. Tak,
(hpaHITy3CKHii KOMIIO3UTOP W MY3BIKAJILHBIM Te-
opetuk C. bpoccap yTBepxkman, 4TO CIOXKET IS
oparopuu 3auMcTByercs u3 I[lucanus wnu Kutus
CBSITBIX, a )OpMa MPOU3BE/ICHHSI MOXKET OBITh ajlie-
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TOpPUYECKOM, HAIIEIIEHHOW Ha OOCYXK/IEHUE PeNTUTH-
O3HBIX U HPABCTBEHHBIX MPOOIIeM!®.

YV KaBanbepu aHTHTE3a 36MHOTO M HEOECHOTO
Obula JIaHAa B CPaBHEHMHM KOHTPACTHBIX MOHOJIO-
THYECKUX BBICKA3bIBAHUM aJIETOPUYECKUX Tep-
coHaxked. TUNMYHO HAIIMOHAJILHOM 3/eCh Kak Ha
nocienHeld BojaHe PeHeccaHca siBUach Iepenada
KU3HEPAJOCTHBIX U JIUPUIECKUX YYBCTB, OKPACHB-
IIMX ACKETUYHBINA CIIOP aJUIErOPUil B TEMIIEPaMEHT-
HBIC TOHA UTAIIBSHCKOTO XapakTepa, KOTOPBIH ObLI
BBIP@XEH B IMO3THYHO-OIYXOTBOPEHHBIX MOHOAH-
SIX W TAHIEBAJHHO-PUTMUYHBIX TEMax TallbSpIbl,
KypaHTBl WIN BWJIIaHEIUTbl. MOHOAMS C COMpPOBO-
xaeHneM Obuta cosmana Kasamsepu'’. Oma ciy-
JKHUJIa CPEACTBOM packpbiTus obOpasza [lymm. Kon-
TPacToOM SBHJIMCH TaHIEBAIbHbIE KaHPbI, KOTOPHIE
OBLIM UCIIOB30BaHbI /I Co3aHusi 00pa3zoB Tea.
Juamornveckast e CTPYKTypa, BBITIOJHSBIIAS B
«Rappresentatione» ycTrolunByio (yHKIMIO, OblIa
3aMMCTBOBAaHA U3 UTAJbSHCKOM Jay/bl. Beipociias
Ha e¢ OCHOBE TPaJWIUS MPOTUBOIIOCTABICHHUS 00-
pa3oB 3aKkpenwia 3a TMEepBBIMU ClIepyKaHHO-acKe-
TUYHBIE XapaKTEPUCTUKH, a 32 BTOPBIMH — SIPKO
SMOLIMOHAJIEHBIE.

W3 sToro xaHpoBOro aHcaMmOis CIemyer, 4To
ICMEMUIEcKoe 0CMbICIeHUE KOMRO3ZUMOPOM UCX00-
HOU YepPKOGHOU KOHYENYuu CyujeCmeeHHo oOmauda-
A0Cb om eé amuueckoeo puzopusma. HecinyuailHo
¢unan «IlpencraBnenus o yme u Tene» mmen
Mpa3JHUYHBIA XapakTep, OCTPOCHHBI HA TaHLE-
BaJIbHOI TeMe HeMUIIEHHBIX 00asHIs 00pa3oB Hac-
JIKJIEHUS M €T0 CITyTHHKOB.

HasunarensHast e CymIHOCTH OpaTOpHHU, BO-
IUIOMIEHHAs B KOHTPAcTax BO3BBIIIEHHOTO U 3€M-
HOTO HayaJ, SIBIJIACh SAPOM OPATOPHH, TO €CTh €r0
BHYTPEHHEH CEMaHTHUYECKOM CTPYKTYpOH, KOTO-
pas u chopmupoBana BHemHIOWO (cM.: [1, ¢. 38]).
WX B3aMM03aBUCUMOCTH OOYCJIOBUJIA YCTOWYMBBIC
MpPU3HAKK JKaHPA, €r0 «CTPYKTYpPHO-CEeMaHTHYe-
ckuit mEBapuanT» (M. ApaHOBCKHIf), O3HAYaBIIUIT
«THII COZIEPIKAHMSL, 3aIIPOTPAMMHUPOBAHHBIN B THITO-
BOI cTpyKType» [Tam xe, c. 32].

HoBbli1 TOBOPOT B pa3BUTHH OpaTOpHUN OBLT CBS-
3aH ¢ /icakomo Kapuccumu, pyKOBOJUTEIEM IVIaB-
HOTO IIeHTpa 00y4yeHns He3yHTOB B PuMe, H3BeCTHOTO
Kak «I epMaHO-BEHIepCcKast KOJIETUsl», U KalleJIbMei-
CTepOM TMpHHAIekKaBIIero e cobopa Cs. Amon-
nuHapua. Kommo3utop co3fman «JIaTHHCKUN» THIT
HTaJbSIHCKOM OpaTopuy, HAlIMCAHHOM Ha JIATUHCKUE
TEKCTHl B MHOTOTOJIOCHOM MOTETHO-MaJpUTabHOM
ctune. (B atom xanpe, cormacao X. Cmuzepy, pa-
6oranmu u coBpemeHnnku Kapuccumu — M. Mapair-
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oy, B. u 1. Manzokku, @p. @ojxa, Npeanonoxu-
tenpHO, JI. Pocen, a Taxoke moat @p. banbaydun).
B uucne ocHOBHBIX 4epT Takux oparopuii Cmwuep
OTMEYall UX JABYyX4YaCTHOCTh, MCIOJIb30BAHME B Ka-
YeCTBE JINTEPaTypHBIX MCTOYHHKOB TEKCTOB Berxo-
ro u HoBoro 3aBeta, a Takke TEKCThI MMOXOXKHX JTy-
XOBHO-MOPAIM3UPYIOMINX JIayH, CYyIIECTBOBABIINX
B ObiTHOCTE @. Hepu. TekcThl 3TH ObUTH CBOOOIHO
TPAKTOBaHBI M C IIOMOIIBIO OMOJICHCKUX IIUTAT CITy-
JKUITA CPE/ICTBOM YCWJIEHUS B MPOOYK/IEHHH HHTE-
peca K UepkoBHOMY HazuiaHuio. OHM OCMBICIHBA-
ek auddepeHIPOBaHHO: APaMaTUIECKUNA TEKCT
XapaKTEepHU30Ball OHOIO I'eposi, IOBECTBOBATEIbHBII
— HECKOJIbKHX U 00pa3 Hapoxa. [ pyrimsr mepconaxen
M3BSICHSUIACH B aHCAMOJISAX, @ 00pa3 JIFOICKOM TOJIITBI
BOCCO3/IaBAJICS B XOPaxX, KOTOPBIE, KOHKPETH3HUPYS
CIOXKET, ObUTH IpaMarnyecknMu. OUHAIBHBIC e XO-
POBBIE CLEHBI BhIpAXKaJIM MOPAIU3UPYIOILYIO HUICHO
(cm.: [18, p. 205]).

3nauenne Kapuccumu B CO3MaHUM JTATHHCKON
OpaToOpuy BUANTCS U B TOM, YTO B TBOPYECTBE KOM-
MO3UTOpPa MIET WHTEHCUBHBINA OTOOpP CTPYKTYpHUPY-
fomux €€ HopM — peINTaTHBOB, TIO BCEH OUEBHUIHO-
CTH, C CyIIECTBEHHBIM BIUSHUEM MOHOAWYECKOTO
ctuist MoHTeBEpIM — apuid, Iy3TOB U TEPLETOB, Ye-
PeAYIONIMXCS C XOPOBBIMU M HHCTPYMEHTAIBHBIMU
HOMEpaMHM, HYTO BIIOCIEJACTBHH XapaKTepHU30BAIO
OCHOBY OpaTopu# u 6onee mo3aHero Bpemenn. Ot-
HecéM Crofia M pamMaTyprudeckne HaXOAKH KOMIIO-
3UTOpA, HANIOA00UE SIPKUX TOHAIBHBIX MayKOPO-MH-
HOPHBIX KOHTPACTOB, TEPENAIONNX MTHOBEHHYIO
CMEHY 3MOLIMOHAJIBHOIO COCTOSIHUA repoes. JlaH-
HBIH IPUHIMI — «mutatio toni or modi» — paccMa-
TpuBaet A. Kupxep, oTMedasi ero B OJHON 13 KaHTaT
Kapuccumu n HarisimiHo packpbiBas B «Heddaer
(cm. 00 atom: [12, p. 673, 603—606]), BcaencTBre
yero CMmuep BBICKAa3bIBAET MPEATIONIOKEHUE, UTO
Kupxep capliman 370 Ipou3BeIeHUE 0] yIpaBiie-
HueM aBtopa (cMm.: [18, p. 245, 247]).

K »TomMy noGaBuM, YTO OTMEYEHHBIN KaHPO-
BBl COCTaB BHYTPH JIAaTMHCKOM OpaTOpUH, Kak U
MOHOJIMHHBIA CTWIJIb, OB BBEJCHBI 3HAYUTEIHHO
pasbie — B «IIpeacrasnenuu o Jdyme u Teney», uro
HABOJHUT HA MBICIIb 00 MCTOPHUYECKOW NMPEEeMCTBEH-
HocTtu KaBanbepu — Kapuccumu B m1aHe TPaKTOBKH
CTPYKTYPBI U BBIPA3UTEIBHBIX CTUJIEBBIX YEPT UTaA-
JIbSIHCKOM OpaTopuH.

Kapuccnmu sxe cnenan mar ot prmocodcko-a-
Jeropudeckoro MpinuieHus Kapambepu B cTOpoHY
yenosekogedeHus. ITa HOBask MAPOBO33pEHIECKAS
no3unyst 00yCJIOBHJIA TaKHE CIOKETBI, KOTOPBIE
MO3BOJIMJIM TOBOPHUTH O JIFOMSAX, YTO COMPOBOXKIA-
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JIOCh TIOMCKOM aJIeKBaTHOTO HOBBIM 00pazaM My-
3BIKAJIPHOTO BOIUIOMICHUA. JlpamaTtu3M My3bIKH
Kapuccumu, cBsi3aHHBIH (B OTIIMYHE OT KAPTUHHOTO
comocTaBlieHusa auteropuii y Kaamsepu) ¢ mpe-
TBOPEHUEM COOBITHHHBIX CIKETOB OHOICHCKUX
CKa3aHWH, SIBIICS CIIECTBHEM OTPaKEHUS YCH-
nuBaBmmxcss B Uranmm mponeccoB Konrppedop-
MaIuy, 4TO BO BpEMS PA3OpsBIIMX CTPaHy BOWH
BBIPA3WJIOCh B KOH(MIMKTE YEIOBEYESCKOTO Havama
1 IEePKOBHO-pEeTNIaMEHTHpYIomero. EcTrecTBeHHO,
YTO B UCKYCCTBE H, B YaCTHOCTH, B MY3bIKE YCHIIH-
JIach TparenuitHasi 00pa3HOCTb, BEPIIMHON KOTOPOH
B omnepHoM xaHpe crana «Koponanus Ilonmen»
K. MonteBepnu, a B oparopuanbHoM — «Heddain»
k. Kapuccumu.

Oparopust «HUeddaii» Obuta co3gana B pyciie
3THUYECKOM YCTAaHOBKH Ha BBHITIOJHEHUE MOPAIHLHOTO
Jonra, 00s3bIBAIONIETO MPUHECTH B JKEPTBY CaMoe
noporoe. TUMM3upoBaHHYIO MPOOJIEMATHKY 3TOCA
MHOTHUX TTOI00HBIX CiokeToB Kapuccumu 3aoctpuin
Ha KoH(mKTe monra nepen borom n gyBcTBa J1100-
BH K JIOYEpH, YTO MPHUBEJIO K JApaMaTHU3alUU KaH-
pa'®. OmHMM W3 OTIHYNTEIBHBIX €€ MPHUHIUIIOB
CTaNo yenybneHue KOHMPACMAa 6 XapaKmepucmuke
006pa308 u ux NPoOMUEONOCMAaBLEeHUU.

W3MeHeHus 3aTpOHYJIM CTEPKHEBOM KOHTPACT
00pa3oB: paJOCTHBIX — IE€CEHHO-TAHIEBAJIbHBIX,
C OHOW CTOPOHBI, U CKOPOHO-TUPUUYECKUX, PEUH-
TaTUBHO-APUO3HBIX — ¢ Apyroil. Kpome rtoro, us-
MCHEHHsI KOCHYJIUCh U TPAaKTOBKH oOpaza camorod
[JIaBHOTO I'epos, KOTOPBIH OKa3aics BHYTPEHHE pa3-
JIBOCHHBIM. Meddaii, BUAAIIMI 110 BO3BPAIICHUH C
BOMHBI CBOIO JI04Yb, KOTOPYIO JIOJKEH NMPUHECTH B
XKepTBy bory, — ouH U3 paHHUX B OpaTOPUH Tpare-
IMHHBIX TepoeB. B ero peunrtaruse «Heu, heu mihi,
filia mea! Heu, decepisti me, filia unigenita; et tu
pariter, heu, filia mea, decepta es», U3BeCTHOM Kak
«ILmaa Ueddas» («'ope, rope mue, 1096 MOsi! YBHI,
cpas3uia MeHs [ 0€3BHHHO B 3aI1aTHIO 3aMaHUB |, 109b
eIMHOPOHAS; M THI TaK e, YBbI, JI0Yb MO, Cpa-
JKeHa [TMOHeIIb, B CUJIKM PABHO IMOIABIIHUCH |» [11e-
peBon Hamt. — /] K.] mepemana CMATEHHAs, CJIOBHO
3aJIpIXaroIascs pedb, KOTopas TMOCTPOEHA Ha Tpe-
BOJKHOM TOJTYEEe 3BYKOB, IPEpHIBAIOIICHCS BO3IIa-
caMu oT4astHUS. B He#l BeIenseTcs psa 00Je3HCH-
HO «CBEPHYTHIX» UHTEPBAIOB (YM. 5, yM. 3), cpeau
KOTOPBIX HamOoJiee TparndecKoi OKa3bIBAETCs MH-
TOHAIMS COfepKallell B cede CEMaHTHKY CKOpOH
YMEHBIIEHHOHW KBAapThI'’. A B MHCTPYMEHTAIHHOM
COIIPOBOXKJCHUN BO3HHMKAET 00pa3 THETYIIEeH Io-
CTYyIIM HEKOEW HaJUIMYHOM CHUJIbI, JOBJICIOLIEH Hal
noTpsicEHHBIM OTHOM. KOHQIUKTHOCTH penbedoB
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ycuiieHa PEe3KMMHU TUCCOHaHcamu: a—gis (T. 2) u
d—cis (1. 3, 8)*. B pesynbrare mog00HOTO COBMEIIIE-
HUS B3aMMOMCKITIOYAIOIIUX 00pa30B — CKOPOHOTO |
MUMIIEPATUBHOT0*! — co31aéTcs BIieUaTIeHHE Hepas-
PEIUMOCTH TICHXOJIOTUIECKOTO KOH(IIMKTA.

Ho maBnoe — B nupuxe Kapuccumu npouso-
[IUIO pacIIMpPeHHre SMOLUMOHAIBHOTO crekTpa. OHO
MTO3BOJIMIIO KOMIIO3UTOPY TIepelaTh COCTOSHUE OT-
YasHHOTO MOPBIBA, CMEHSBIIIEECS UINTEIbHBIM T0-
rpykeHueM B cepy lamento ¢ TIOCIEAYIOINAM BbI-
XOJIOM B IPOCBETIIEHHO-TIOITUYHBI MHP 00pa30B
(3aKITIOUNTENBHBINA XOP TIOAPYT).

ITonoGHOE 6otCUBaHUE 6 OOHY IMOYUOHANLHYIO
cgepy, packpelearowyio MHO200MMEHOYHOe CO-
CMosiHUEe 21A6HLIX OelUCMEYIoOWUx AUy, cmaHem
YCMOUUUBLIM OPAMAMYPUYECKUM NPUSHAKOM €6-
PONEUCKOU Opamopul.

Kpowme Toro, kouTpact B oparopun Kapuccumu,
XOTS ¥ Ha PaCCTOSAHNH, OBIIT BBIPAsKEH MEXKIY XOPO-
BbIMHU (pparmeHTamu. bumion B «Meddaey BoIsBIISICT
Tpu (DYHKIIUHM XOpa: yYacTHHKA JICHCTBUS, paccKas-
YUKa W OMOIIMOHAILHOTO KOMMeEHTaTopa (cMm.: [9,
p- 20]). KoHkpeTHO MBI HAXOJUM B HHUX CIEIYIO-
LIYI0 TAJIUTPY 00pazoB — pajioCTHO-NAPAIINA (Ma-
JpUTajIbHBIN XOp B HAa4ajle OPAaTOPUU U CIIABUIIbHBII
— B uecTh nobdeasl Meddas), 6ecriokoiinbiii (BUp-
TYO3HbI aHTU(OHHBIH XOp B KOHIIEPTHO-BEHE-
nmanckoMm ctwiie Jx. ['abpuanu, 03ByuMBarommn
arMocdepy OUTBBI C AMMOHUTSIHAMH ), CKOPOHO-CT'Y-
MIEHHBINA (XOpaIBHOE IIECHOIICHUE B OOPHCOBKE pa3-
OWTHIX aMMOHUTSH, a TaK)Ke XOPOBBIE BKpArICHUS
B nmaptuu nouepu Mesdas u coOCTBEHHO XOp-Xopas
MIOJIPYT — CBOEOOpA3HbIE IMOIIMOHAIBHBIE PE30OHAH-

CBI, CO3/IaHHBIC B TPATUIMIX BEHEIIMAHCKOTO CTHIIS
¢ 3P PeKTOM «IKa).

[TomoOHBIE XOPOBBIE KOHTPACTHI B IpaMaTyprun
oparopuu «Heddaii» cozmaBanu HapsHKEHHO-IMO-
UOHAIBHYI0 aTMoc(epy OCHOBHOTO KOH(IHKTA,
Kak ObI TIPOEIHpys €ro Ha pa3iu4yHble COJIbHBIE U
XOpOBbIe yyacTku (Gopmbl. Takas MHOTOIPAaHHOCTb
Tparny4ecKux NMEepeXMBAHUN HAXOAWJIACh B TpPau-
OUAX UTaNbsHCKOTO [amento (K. MonTeBepau, a
taxxke JI. Poccu, aBropa, kak 1 MoHTeBepIM, CBOEH
coOcTBeHHOH omeprl «Opdeii», B KOTOPOW HAIUIN
oTpakeHre aBToOHOTpaGUIeCKIe YePThI).

B nenom Kapanbepu u Kapruccumu B AByX pac-
CMOTPEHHBIX COYMHEHHAX SBUJIMCH KOMITO3UTOpPA-
MH-aHTUTIOJAMU — JKU3HEPAJOCTHBIM W Tparude-
CKHM, KOTOPBIE CO3JANIN 08d XAPAKMEPHLIX MUNA
€BPONeliCKOU  0pamopuu:  UHOCKA3amenbHOo-0m-
B1eUEHHDBIN U KOHKPEMHO-CIoicemHbltl. Y 000UX B
OCHOBE dTHYECKHUX KOHLEMINH HAXOINUIHUCH TyXOB-
HO-PEJIMTHO3HbIE WJeH, HO B WX BOIUIOMICHWH OHU
MIOJIb30BAJIMCH HE CTOJIBKO IIEPKOBHBIMH JKaHPAMU,
CKOJIbKO HAPOIAHBIMH U TIPUABOPHBIMU. B TakoMm oc-
MBICJICHIH U3BECTHOM aJIJIeTOPUYECKON n Omoieii-
CKOM CIOJKETHKH, JIIKABIIEM B PyCIie My3bIKIIbHBIX
TpaJulIMi Kak yxojsiuero PeHeccanca, Tak U BCTy-
naBuieil B cBou Ipasa snoxu bapokko, Kapanbepu
n KapuccnMun Hammmm ecTecTBeHHbIE CIIOCOOBI BO-
IJIOMICHUS JKU3HCHHBIX pealnii u 0000w xa-
pakTepHOe IJIsl UTAIbSIHCKOW OpaTopuu cojeprKa-
HUE B TUITM3UPOBAHHOW JUIA HET0, OCHOBaHHOW Ha
JUAIOTHYECKUX TPUHIUTIAX (POPME, 9TO COCTABUIIO
«TeHeTH4YecKuil kom» (moHsTrne M. ApaHOBCKOTO)
3TOTO JKaHpa.

Aemop cmamvu cepOeyHo npusnamelen uccieoogamento xcamwpa opamopuu HMpune Koucon 3a yenHole
3amMeyanus U cOoOPAaNCeHUsl, BbICKA3AHHbIE 8 NEPUOO NOO20MOBKU OAHHO20 MAMeEPUaa K nyonuKayuu.
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