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MY3bIKAAbHbIN BbIT <MAAOTO ABOPA»
M OINEPHOE TBOPYECTBO A. C. BOPTHAHCKOIO

HTEpPEC K POCCUHCKOMY MY3bIKaJILHO-TEA-

TpasibHOMY HckyccTBy X VIII Beka, paccmo-

TPEHHUIO OIEPHOTO TBOPYECTBA OTAEIBHBIX
KOMIIO3UTOPOB 3TOM 3MOXHU MPOSBIISETCS B MY3bIKO-
BEZICHUH CIIOPAANIECKH (O BO3PACTAIOIINX CIOKHO-
CTAX M3YYEHHUS MY3BIKH 3TOTO cTOoneTHs cM.: [14]).
Jlo HacTodIero BpeMEHM HadalbHBIA JTal CTa-
HOBJICHHSI U Pa3BUTHSL PYCCKOW OMeEpHl HCCIIENOBAaH
JTAJIEK0 HE MOJIHOCTHIO, YTO, BEPOATHO, BO MHOTOM
JIETEPMUHUPOBAHO KakK CIa0ON W3yYEeHHOCTBIO ap-
XHMBOB, XPAHAIMINX PYKOIMCHBIE TTAPTUTYPHI COUMHE-
HUM, TaK ¥ yCTaHOBUBIINMHUCS TPEICTABICHUIMH 00
WX MaJIod XyIO)KECTBEHHOW IICHHOCTH (CM., HaIpH-
MEp, CTaTbi0 O PyCCKOM KOMHUYECKOH OIlepe B aBTO-
puTeTHOM M3MaHNu «My3bIKabHEIH [leTepOypr» [7,
c. 43]). 3agaua HacTosAIIeH CTaThH — MTOKA3aTh CIEL-
n¢puaeckyro muccuro [l. C. BOPTHSHCKOTO B CTaHOB-
JICHUW PYCCKOTO OTIEPHOTO MCKYCCTBA M OTPaKCHHE
B €I'0 Ollepax, COUMHEHHBIX B Poccuu, My3bIKaIbHBIX
TpaJuIHi CaJIOHHOW KYJIBTYPBI, (DOPMUPYIOIINXCS B
cTpane Bo BTopoi nonosune XVIII ctonerus.

B Poccun XVIII Beka, CEeKyJIIpHOM IIO CBOEH
CYTH, YpE3BbIYAHO PEIPE3CHTATUBHON OKAa3blBa-
€TCsl CBETCKas CTOPOHA XH3HU O0IIecTBa, KOTO-
pas GopMHUpPYET CBOIO ICTETHKY, PErIaMEHTHPYET
HOPMBI TTOBEJICHHS, OPUEHTHPYET YeJIOBEeKa Ha OC-
BOCHHE OMpeAeaEHHBIX (OPM IeATEIbHOCTU. Pe-
JIEBAHTHOM COCTABJISIIOIIEH CBETCKOIO ATUKETA CTO-
JIETHSI B 9TOM CBSI3M SIBIIIETCS HCKYCCTBO. Becomyto
poib B GOpMHUPOBAaHNH HOBOTO THIIA CEKYISPHOTO/
CBETCKOTO YEJIOBEKAa BBIMOMHAIOT MY3BIKaJbHBIE,
JUTEpaTypHbIe H PUIOCO(PCKHE CaJOHBI, OTY4HB-
mue OONBIIOe PacIpOCTPaHEHUE B apUCTOKpATHU-
yeckux Kpyrax. Cpeny HUX — DpMHUTaXHBIN CaJOH
Exarepunst II, camonsr rpada U. U. lllysanoga,
M. M. XepackoBa U €ro >K€Hbl, OTHOM U3 IEPBBIX
pycckux nosrecc Enmnszasetsl HepoHOBOH, caiioH
Mapuu Kantemup, cectpsl nosra A. JI. Kantemupa
u jp. [Touru Bce onn Opainu 3a oOpaser Mojieib eB-
pOIIeiicKoro |, MpeXkJie BCEro, (PpaHIly3CKOTO apu-
CTOKPATUYECKOI0, U3HAYaIbHO JIBOPLIOBOTIO CaJIOHA
[15; 17], momymspu3upoBaiM TNPOCBETUTENHCKHE

ujeanbl ¥ CIOCOOCTBOBAIN TyXOBHOMY Pa3BUTHIO
JUYHOCTH. 3/1€Ch MOJTydaIl MaKCUMaJIbHOE BOTLIO-
IIEHHUE TaKHe SCTETHYECKUE MO3UIINH, KaK TajuioMa-
HUs, OJIaTOPONICTBO, KIPHUATHOCTEY, YTOHYEHHOCTH
B PAacKpBITHH YyBCTB, TNIyOWHA MX TEpPEKHBAHUU.
Camonnas kynerypa Poccum XVIII Beka, opueH-
THPOBaHHAs MPEXAE BCETO HA MPOCBEIEHHOTO JH-
JIETaHTa, aKKyMYJIHpOBaja BaKHEHIINE THUIIOJIOTH-
YecKue MpU3HAKM MCKycCcTBa amoxu lIpocsemenus
U aKTyaJIM3upoBajla, B CHJIYy CBOEU 3CTETHYECKOM
cnenu(puKy, CEHTUMEHTAIUCTCKUE TEHICHIINU.
[ToaTomy, rcxo/s U3 JaHHBIX XyJO0KECTBEHHBIX I10-
3WILWH, IENAaeTCs aKIeHT He Ha YTBEPKACHUH «IIpa-
BUJIBHOTOY», «IOJIE3HOTO» HWCKYCCTBa, O KOTOPOM
ropopwia Exarepuna II u €€ crnoaBHKHUKH, a HA
TeIOHUCTUIECKOM, «IIPUSATHOCTHOMY acCIeKTe, «ap-
TU(UIIMATBHOM BBICKa3bIBAHUNY (TI0 OIPEICIICHUIO
A.T". Kopo6ogoii [5]). Tem cambIiM camoHHAS KyIBTY-
pa crocoOCcTBOBaNA Pa3BUTHIO HE «O(DUITHATEHBIX)
KaHPOB HCKYCCTBa, IOMYyYMBIINX pPAacCIpoCTpaHe-
HUE IIPHU UMIIEPaTOPCKOM ABOpeE (omepa-seria, XOpo-
BbIE TIPOJIOTH, ONIbI, KAHTATH), @ KAMEPHBIX KaHPOB
(MHCTpYMEHTAJNbHBIE MUHHATIOPHI, aHCAMOIeBast
My3bIKa, MYy3bIKaJbHBIE TACTOPAIA M UHTEPMEANH,
KaMepHO-BOKAJIbHBIE COYMHEHUS).

[Ipu «mamoMm gBOpE» BETMKOKHSKECKOH YETHI
[TaBna IletpoBrya u Mapuu PEROpPOBHEL, TOIIEpE-
MEHHO pacnofaratomieMmcs B [1apnoBcke u ['arunne
(1780-¢ tT.), hopmMupyeTcst CBOH, OKATYH, HAUOO-
Jiee IPECTHXKHBIN B 3TO BPEMSI apUCTOKPaTHUYECKUI
CaJIOH, BIOXHOBUTENIEM H OPTaHU3aTOPOM KOTOPOTO
SIBIISIIACH CYTIPyTa HACJIEIHHUKA ITPECTONA.

Mapus ®énopoBHa Obll1a pa3HOCTOPOHHEH 0CO-
00if, He NMIMEHHOW XY/IO)KECTBCHHBIX TAJIAHTOB.
Omna 3aHMMAasach JKMBOIMHKCKIO, ITUTHEM, BHILITHBAHHU-
eM, y4JacTBOBaJa B co3iaHuu Janamadra [TaBmos-
CKOI'0 IapKa, OJIHOM U3 MEepBbIX JKEHIIUH B Poccuu
oBnazienia paboToi Ha TOKAPHOM CTaHKE, BHITAYHNBAs
W3JIeNUs U3 STHTaps U CIIOHOBOM KocT. Kpome Toro,
Mapuss ®EnopoBHa 3aHMManach OIArOTBOPHUTENb-
HOW NIeATeNFHOCTRIO U CIIOCOOCTBOBAJIa CTAHOBJIE-
HUIO JkeHCKoTo oOpasoBanus B Poccum [2; 8].
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OtHomenne K wuckyccTBy IlaBma, BeposiTHO,
Obu10 Oosee mpoxiaaHbiM. [lo muenuto K. Banu-
IIIEBCKOTO, «JIUTEPATypOd W MCKYCCTBOM OH HHTE-
pecoBalicsi He HCKPEHHO, 10 MPUHYKISHHIO, T0Ta-
rasi, YTO OHM JOJDKHBI 3aHUMAaTh M3BECTHOE MECTO
B 3aHATHAX rocymaps» [2, c. 64]. Ucropuk ymomu-
HAaeT O COBMECTHOM MY3HIIMPOBAHUHU IPYCCKOTO
xopouis @punpuxa Il u ITaBna: «@puapux II urpan
Ha (QueiiTe, a ero MOKJIOHHHUK pacreBajl POMaHCHI,
X0Ts rosoc y IlaBma — XpHIUIBI Ha HUXKHUX HO-
Tax W MPOH3UTENbHBIM Ha BBICOKMX — OBLT KpaifHe
Henpusaten» [tam xe]. [lo ceemenmsim A. C. Poza-
HOBa, HAMOONBIINA WHTEPEC K MYy3bIKaIbHO-TEa-
TpaJIbHBIM TIOCTaHOBKaM [laBen mposBisT B MOJIO-
noctu. Tak, B 1764 rony oH mpuHUMAl y4acTHe B
UCHOHEHNU poiu ['mmenes B Ganere «l amares u
Ammey [11, c. 24]. B nepuox nepBoro 6paka Ha Be-
nukoit kuaruae Haranse AnexceeBne Ilasen mposi-
BUJI MHTEPEC K ApaMaTHdecKoMy TeaTpy, yCTaHOBUB
B 1773-1776 rT. B CBOMX MOKOSX 3WMHETO TBOPIIA
nepeHocHoi Tearp [tam ke]. TearpambHble Tpu-
CTPacTHUs HaCJIEAHUKA B TOCJIEIYIOIINE TOIbI OBLTH
CBSI3aHBI C (PAHIY3CKUMH MY3bIKaJbHO-TEaTpallb-
HBIMU TIOCTaHOBKaMH.

Bo Bropom Opake ¢ npuniieccoit Codueti Jlo-
poreeii Broprembeprckoii (Mapueit DEnopoBHOIT)
[laBen mpomoKam WHTEPECOBATHCS  MY3BIKOM.
B 1781-1782 IT. BETUKOKHSDKECKAsT YeTa COBEPIIH-
Jla myTemiecTBre mo 3amaaHoi EBpore, B KoTopoMm
ITaBny IlerpoBruuy u Mapuu DEnOpoBHE TOBEIOCH
ycubimars urpy B. Monapra u M. KnemenTu, nozna-
xoMuTthcs ¢ onepamu K. I'moka u B. Mouapra. I1o3-
JKe, BEPOSTHO He 0e3 BIMAHUS (PpaHITy3CKOH KOpo-
neBbl Mapun-AHTyaHEeTThI, KOTOpas Obljla M3BECTHA
Kak 3amedarenbHas apguctka, Mapus PEnopoBHa
BMECTE CO CBOMMHU JI0YEPHMH TakXke OyaeT o0ydarsb-
cs urpe Ha apge. CTpeMsch co3JaTh BO3BBIIICHHYTO
XyHAOKECTBEHHYIO aTMOC(EpY B BO3BOAMBIIIEMCS B TO
Bpems IlaBnoscke, Mapust @EQopoBHA IPUBJIEKAET B
CBOW KpYT 3HAYUTENbHBIX JIUTEPATOPOB M MY3bIKaH-
ToB. Tak, mpu «MajioM JBOPE» B pa3HOE BPEMS CITy-
kv komriozutopsl . [awsuermo u 1. C. boptHsn-
ckuii, apduct XK. b. Kapaon, most u apamarypr
@. I. Jlabepmbep. 3nech hopMupyercst JTOOUTETh-
CKasi TpyIma M3 MPUABOPHBIX BETUKOKHSKECKOH
YeThl, CHJIaM{ KOTOPOW HCIONHSINCH MY3bIKaJlb-
HO-TeaTpaibHbIe criekTakiau. OT1o E. M. Hemumoga,
H. C. bopmoBa (Mycuna-Ilymkuna), I. Y. Anbi-
MmoBa (Pxesckas), B. H. Akcakosa, E. C. CmupHas
wm CmupHoBa (kHATHHSA [lonmropykoBa), KHS3bsS
I1. M. Bonkonckwuii, H. A. T'onmuneia, ®. H. onmunpry,
W. M. [onropyxkos, rpadsr A. A. Mycus-Ilymxkus,

I'. I. Kymenes, a taxoke C. U. [1nemees u ®. A. Bu-
ofbe. TeKCTBI U1 My3BIKaIbHO-TeaTPaIbHbIX [TOCTa-
HOBOK co3naBany rpad [ W. Yepubiés u O. I Jla-
dhepmbep [10, c. 6]. Jannas Tpymma «OIaropoaHbIX
aKTEPOB» JaBajia CHEKTAKIIH MPU «MaJIOM JIBOPE» C
1784 no xonma 1780-x rT.

Kak cBHIeTensCTBYIOT COBPEMEHHUKH O OBITE
«MaJIoTO ABOPAY, 3€CHh OOJBIIOE MECTO YIEIIIOCH
MY3bIKQIBHBIM W JIUTEPaTypHBIM TMOCTAHOBKaM, a
[TaBen «He wyxgancs oOmiecTBa, OXOTHUK OBUT 70
TeaTpa U BCSAKOH 3a0aBbi» [3, ¢. 56]. A. Kypakun
numIeT ceoemy Opaty B 1786 rogy: «3meck Bemuka
OXOTa /O CIEKTakKJed, OAHW pPEeNeTHINH W IIOKa-
36L...» [1, c. 15]. K «mamomy aBopy» Obuta mpumm-
caHa HeMelKas TpPYIIa, CTABUBINAS 3MHIILIIIH,
OJTHAKO ATH CIIEKTAaKJIM HE MMENTH OONBIION MOIy-
nsipHOCTH. Jl0CTaTOuHO OBICTPO 3UHTIINHIB BBITEC-
HSIIOT JIPyTUE MY3bIKaJbHO-TEATPAIBHBIC JKAHPhI —
UTAIISHCKASA |, B OOJBIICH CTeleHu, GpaHIry3cKast
KOMHYecKasi orepa B €€ JTHPUYECKOM, CEHTHUMEH-
TaJbHOM TIPEIOMIICHUH (O 3HAUYCHHUH KOMHYECKOU
OTIEepHl B €BPOIIEHCKOM TeaTrpe B ATOT MEPHOA CM.,
Hanpumep: [13]), a Taxxe mactopaib, ¢ aKIIEHTHPO-
BaHUEM HJIMILTUYECKOTO, JJIOOOBHOTO COAEP KaHUS.

W3 mnpuBenénHoro A. AHaHBEBBIM CITHCKA
npeacTaBlieHnii B ['aTYMHCKOM JIBOPLIOBOM Tea-
Tpe 3a 1786—1800 rT. [6, c. 299-321] cnenyer, 4To
WTaIBSHCKON TPYMIon 31eck Obuto maHo 35 mpen-
ctaBieHuil (oxono 18%), Toraa Kak mogaBiIAONIee
OOIBIMHCTBO criekTakied — 146 (oxomo 75%) mo-
cTaBieHbl (panHmy3ckoil Tpynmou. Ilpum «mamom
ZIBOpE» B OOJIBIIOM YHCIIE HCIIOMHSINCH KOMUYE-
ckue onepsl A. I'perpu («30pannuna u3 Canan-
cm», «Pugapn JleBuroe Cepmaney), H. [aneiipaka
(momynsipHas B Poccun onepa «Huna, ninu besywm-
Has ot mo0Bm»), I1. A. Moncunbu («Po3a u Komay,
«Je3eptupy), K. XK. Pycco («/lepeBeHCKuil KO-
nyH»), komenuu K. b. Monbepa, XK. @. Pensspa,
I1. O. bomapmre, I1. K. Mapugso, A. P. Jleccaxa,
M. Hunpo, I1. KopHens u ap., a Takke Apama B
cruxax . XK. ®enyiio ne Danndepa, Tpareanu u
apamsl @. M. Boasrepa, XK. @. drocu u ap. Kpo-
M€ TOro, B JHOPETTO MY3BIKAJIHLHO-TeaTpalbHbIX
ITOCTAaHOBOK YaCTO MCTIONB30BAJINCh B KAY€CTBE JIH-
TepaTypHbIX [IEPBOMCTOYHUKOB Apambl JK. Pacuna,
I1. Kopnens, @. Bonbrepa.

[Tomumo omep 3apyOexHBIX KOMIIO3UTOPOB B
1780-e rr. B IlaBnoBcke u ['aTunne ObUIM MOCTaB-
JeHbl Tpu onepsl [[. BopTHsAHCKOro, co3naHHbIE
CHETMAIFHO JUISI TOCTAHOBOK IIPH «MAJIOM JIBOPE»:
«IIpazmaectBo cenpopax» (1786), «Coxom» (1786) u
«Cria-coniepauk» (1787), a B 6osee mo3Hee Bpemst



G/ﬁ\

M3 Mctopum pycckom My3blkMu

2017, 1

U JpyTue TOMyJspHbIE KOMUYECKHE OTEephl OTede-
CTBEHHBIX My3bIKaHTOB: «Coutenmuk» XK. bromana
— 5. b. Kaspkanaa u « MenbHHUK — KOJITyH, OOMaH-
K 1 cBat» A. AbnecumoBa — M. COKOJIOBCKOTO.

OcTanoBuMCS TOApOOHEE HA ONEPHBIX CIIEKTa-
KJISIX, CO3AAHHBIX CHEIHAIBHO JUIS JIIOOUTETBCKON
TPYIIBI «OJIAaTOPOTHBIX AKTEPOBY TIPU «MAJIOM J[BO-
pe». . C. boprasHCKUH, Bo3BparuBLINch B Poc-
cuio, ¢ 1783 roja 3aHUMAET TOKHOCTh BEJIUKOKHSI-
JKECKOTO KareiabMeiicTepa, CMEHHB Ha 3TOM IOCTY
k. IMam3uemno. B 00s3aHHOCTH HOBOTO Kalleih-
MeiicTepa BXOAMI0 00yueHre urpe Ha KiaBupe Ma-
pun DENOPOBHBI, COUMHEHUE HHCTPYMEHTAJIBHOMN
MY3BIKH, B TOM YHCJIE ¥ CO3JJaHUe MapIIel JIs BO-
EHHBIX IK3ePIUINN HACTIEIHNKA IIPECTOa, a TAKKE
IpoBeieHHue KOHLepToB B I1aBnoBcke u ['atunne.

Kak ormewanmoch BbIlIe, CallOHHAA KyJbTypa
XVIII cronerus B Poccun 6pl1a opreHTHpOBaHA HA
HeopHUIMaIbHOE, TAJAHTHOE M YTOHYEHHOE O0IIIe-
HUE, a KaTeropus «IIPUATHOCTI SBIIAJIACH BaKHEH-
IIMM THIOJIOTMYECKAM KavyeCTBOM 3TOW KyJIBTYPHI.
lananTHOCTH 0003HAYAET «HE TOJNBKO Y3KyI0 cde-
Py YTOHUYEHHO JIIOOOBHOTO IOBENEHUS, HO, IIHPE,
CTHJIb U 00pa3 H3HH, OCHOBAHHBIN Ha MPUSTHOM
HCKYCCTBE OBITh IPHATHBIM. .. CJIOBOM “TaJlaHTHBIH”
Ha3bIBAIOT BCE TO, UTO €CTh HanOoJee HCKYCHOTO U
W3BICKAHHOTO, padUHHPOBAHHOTO M JYXOBHOTO B
HCKYCCTBaX; TaK Ha3bIBAIOT TO HEYJIOBUMOE, UTO CO-
CTaBJISIET MBET | Oyieck Bemiei» [12, c. 54]. Karero-
pusl «npUsSTHOCTH» Oblla BocTpeOoBana B Poccuu
B 3TIOXY CEHTHMEHTAJIN3Ma U paHHETO POMAHTH3Ma,
0COOCHHO B MY3BIKaJbHOM TeaTpe W KaMEepHO-BO-
KaJIbHBIX JKaHpaX W COOTBETCTBOBAJA MY3bIKallb-
HO-3CTETHYECKUM MPEANouTeHUsIM bopTHIHCKOTO,
CO3/IaBaBIIIETO MY3BIKY K T€aTpajJbHBIM MOCTAHOB-
KaM «Mayoro asopa». Paccmorpum, kakum o0pa3om
TaJIAaHTHBIN CTHUJIb CBETCKOTO OOIIEHUSI HAXOANUT BO-
IUIOIICHHE B OTIepax KOMIIO3UTOPA.

[locraBneHHble Ha clieHaxX ABOPIIOBBIX TEaTPOB
[TaBmoBcka 1 'aTYMHBI CHIEKTAKII UMENTH SBHO BBI-
PaXKEHHBIM PpPEKpEaTHBHBIN, pa3BiIEKaTelIbHBIA Xa-
paktep. Kak cBHIETENTHCTBYIOT BOCIIOMHHAHHUS CO-
BPEMEHHHKOB, 3TH MOCTAaHOBKM HOCHIIM XapakTep
pa3BiIedeHU, «yI0BOJILCTBUINY»: «HU oauH rox He
ObUT Tak Gorar yoosonbcmeusamu, KaKk HACTOSIIIHIA
[1784. — U. I1.]. Bc€ meTo MBI UTpay pas3HBIS KO-
mennd, To B I1aBmoBckoM, To B ['arunney; «Benukoi
KHATHHE 3aXO0TeNI0Ch JaTh CYyNPYTy CBOEMY CIOPHPU3
Y HEYasHHO IMPEACTaBUTh eMy B | aTdunHe Tearpaib-
Hoe 3penuie»; «Mx BpicouecTBa mobmm tearp. OH
... OB 3a0a6a o Moxey, — nuiiet M. M. J{onropy-
kOB (1uT. 1mo: [11, c. 9]).

BeckondumkTHas, pasBiekaTenbHas NpPUPOIA
MY3BIKaJIFHOTO Mpa3fHUKa, €CTECTBEHHO, NETep-
MUHHUpPOBANIA U CIeUN(PUIECKUIN THI MY3BIKaJIbHON
JpaMaTypriuyl 3TUX CIIEKTaKJel, OCHOBAaHHBIX Ha
CIO)KETax, THe JpaMaTuiecKuii KOHQIUKT T100 OT-
cyrcTByeT BoBce («lIpasmHecTBO ceHbopay), aubo
cymectBeHHO criaxkeH («Coxom» u «ChIH-comep-
HUK»). [ BeIpaskeHUs] Takoro 6€CKOH(IUKTHOTO
TWTA JApaMaTyprud HaumOoyee OpPraHW4YeH JHCaAHp
nacmopanu. IlacTopanp B KadecTBE HEOThEMIIE-
MOTO TIpM3HAKa paHHETO dTara CTAaHOBJICHUS OMep-
HOTO XKaHpa, B TOM uHcie u B Poccum, ormeuaer
A. T. KopoGosa. [lo €€ MHeHHIO, «EHTpalbHas
JUTA TIACTOpaJId TeMa JII0OBU, UTHOPUPYS CHIIbHBIC
MOTPSICEHHS] M TPyOBIe MOPHIBBI, IpHOOpeNa 3/1ech
0co0yr0 padMHUPOBAHHOCTD, TMMOCKOJIBKY PaCcKpHI-
Bajia HE CTOJIFKO YyBCTBEHHOE HACIaXICHUE JII000-
BBIO, CKOJIBKO IYXOBHO€ HACIaKIACHHUE TYBCTBOM,
KOTJIa BO3BBIIICHHAS! TAPMOHHS CepJiel] CTAaHOBHT-
Csl TIPOSIBIIEHMEM €CTECTBEHHOW TapMOHHH MHPa»
[5, c. 228]. Tak, IMEHHO «TyXOBHOE HaCJIaXKICHNE
YyBCTBOM» HAIOJHSET CMBICIOM J>XHM3Hb TEepOEB
onepsl «Coxom» (DPenepuro, IapBUpa) U «CHIH-CO-
nepauk» (Jon Kapmoc, Jlonna Jleonopa). [axe
KOMUYECKHE TIEPCOHAXKH 3/1€Ch TPHOOPETAIOT OTTE-
HOK 0J1aropojicTBa, Ojarofaps Ux MPHOOIEHHOCTH
K DTOMY BBICOKOMY M YTOHUYEHHOMY YYyBCTBY (Ha-
npumMep, o0pa3 CaHmeTTsl n3 «ChIHA-CONEPHUKAY).

Kpome TOro, Bce paccMmarpuBaeMble OIEphI
UMEIOT CYACTAUBOE PA3PeUuleHUe CIOHCEMHBIX KO-
ausull ¢ ¢hunane. Tak, Kaxylascss Hepaspellu-
MOCTh JIFOOOBHBIX OTHOIIECHUN TE€poeB W 0OETOB,
JAaHHBIX UMH paHee, COBEPIICHHO JIETKO U OeCKOH-
¢uKkTHO Hcue3aeT B ¢puHane onepbl «ChIH-comep-
HUK», I1Ie KpaTkuil pacckas Joxrtopa Hony Ileapo o
B3aMMHBIX YYBCTBax €ro chiHa U J{oHHBI JIeoHOPHI
IIPUBOJUT K CYACTIINBOM pa3ps3ke. HarmomHuMm, 4to
CIOXKCTHBIH MOTHB, K KOTopoMmy obpararorcs Jla-
¢depmbep u bopTHIHCKUI, B 3TH e TOABI HCIIOb-
syercs @. [lunnepom B ero apame «Jlon Kapiocy,
TJie OH MHTEPIIPETHPYETCS COBEpIIEHHO nHave. JIu-
pudeckue ayBcTBa B apame Llnmnepa okaspiBatoTcs
BTSIHYTBIMH B CJIIOKHEUIIHN KITYOOK (HIOCOPCKHUX,
MOJTUTHYECKHUX, COIUANBHBIX U ICHUXOJOTHIECKHIX
KOH(JIMKTOB ¥ BBICTYNAIOT B KAUECTBE BAYKHOTO, HO
TeM HE MeHee, TOAUYNHEHHOTO APYTHM 00CTOSTEb-
ctBaM, uyBcTBa. JJoH Kapnoc Iunnepa xeprByer
CBOEH JTIOOOBBIO, BRITECHSS €€ JPYyTUM COITHAIBHO
3HAYUMBIM MOTHUBOM (00 3TOM moapobHee cM.: [9]),
TOrza Kak B omnepe bopTHsSHCKOro 1000BHOE YyB-
ctBo Jlona Kapioca okasbiBaeTcst O€3yC/IOBHO J0-
MUHaHTHbBIM.
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Jpyrum mpu3HaKkoM >KaHpa MacTopajiy B CIIEK-
TakKIAX BOPTHIHCKOTO SBISETCS aKLIEHTyalus TexX
CIO)KETHBIX MOTHBOB, KOTOPBIE CITOCOOCTBYIOT CO3-
JIAHUIO ammocgepsl 2ananmuocmu. ITO CIEHBI
M000BHOTO TOMJICHHS (Hampumep, pomanc JKan-
HoTbepa u3 I 1. u ero xe apuerra us III 1. «Ilpa3n-
HecTBa ceHbopa», apun Penepuka u3 I u III n.
oneprl «Coxkom», apun Jlona Kapmoca n3 [ u II 1.
orneps! «CBIH-CONEPHUKY ); TACTOPAIU B TAIAHTHOM
CTHJIE, CBOETO pojJa MY3bIKaJbHBIE WHTEPMEINH,
OCHOBaHHBIE Ha ()PAHILY3CKUX MECEHHBIX U TaHIIe-
BaJbHBIX XaHpax (MEHydIT u KyruieTsl baGeTTsr u3
II 1., bunanpHBI OasteT — Opamns u3 «lIpa3nHecTBa
CeHbOopa», apusi MapuHbl B AyXe MEHY3Ta U apus
Ilenpunno u3 I 1., pomanc XKaunettsl u [peryapa
u3 II n. «Coxonay, mecenka AJIbOEpPTUHBI, OCHO-
BaHHas HAa PUTMax KOHTpaJaHca WM JKoce3a U
oepxeperra Canmertsl u3 11 1. omepsr «CriH-CO-
NepHUK» u ap.). [lacTopanbHOCTh MPHUCYTCTBYET U
BO MHOTHX JAPYTHMX HOMepax omep boprHsHckoro:
pouno Annetsl, apusi Ileperter m apus baberTs
u3 II 1. «IIpaznHecTBa ceHbopa»; apuu JKaHHeT-
161, ®enepuka, Mapunust u3 111 1. onepsr «Cokom»;
pomanc Jlouusl Jleonops! u3 1 1., KoneibensHas u3
IIT 1. onepst «CoiH-conepHuk» U Ap. Ilacropanasabie
CIO)KEeTHBIE, 00pa3Hble U SMOLMOHAIHLHBIE MOTHUBEI
OKa3bIBAIOTCSA TOMUHAHTHBIMU B CTHUJIMCTHKE BCEX
TpEX MY3BIKAJIBHBIX CIIEKTaKJel koMmriozuropa. Ha-
MIOMHUM, 9TO | JieicTByonue numa «IIpasnnecrsa
cenbopa» — baberra u Jlioka, AnHera u JIroOeH
— SIBIISIIOT cO0O0 BIIOONEHHBIX MACTYIIKOB, a Jei-
CTBHUE MPOUCXOIUT HA JIOHE CETTHCKOM MPUPOJIBI.

BaxnelnM JpaMarypru4eckuM IPU3HAKOM
«pycckuxy ornep bBopTHAHCKOTO SBIsSETCS HAMEPEH-
Has uodeanuszayus nepconadxcetl onepsl. EcrecTBen-
HO, B OOJIBIIIEH Mepe 3TO KacaeTcsa «OIaropoaHbIX»
repoeB, OJHAKO MPHUEM BO3BBILICHHS, 00IarOpaKu-
BaHUS XapaKTEepHU3yeT U MEPCOHAKEN TPaAUIINOHHO
KoMu4eckoro amiurya. Hampumep, [Jokrop B «Chi-
He-conepHuke» (00pa3 JOKTOPOB MPHUCYTCTBYET U
B onepe «Cokom», ogHako 3aeck bopTHAHCKUN HH-
TEPIPETHPYET MX HCKIIOUYUTENIEHO B KOMHYECKOM
KITIOY€) MPOSABISAET OIarOpOnHBIE YyBCTBA, YCTpa-
uBas Cyap0y BIIOOIEHHBIX, OMHOBPEMEHHO C DTHM
BBIKa3bIBasi CBOMMH JECHCTBUSIMHU TaKUe THITUIHBIC
CBOMCTBAa KOMHYECKOTO MEPCOHAXKA, KaK TUHAMHY-
HOCTb, HaXOYUBOCTh, CMEKAJIKy M JOOPOIYITHBII
OMOD.

UcknrountenbHoe  OIaropo/icTBO  MPOSBIISIOT
maBHBIE Tepou onep boprHsHCKOoTO. BriaropoacTso
OKa3bIBaeTCAd BEAYIIUM MOTHBOM jeiicTBuil De-
nepuka u DabBHPHEI B «Cokomey: demepuko roToB

MIO’KEPTBOBATh BCEM CBOMM COCTOSHHEM M JaXke
BEPHBIM JJPyTOM — COKOJIOM, PaJy BBIPAKECHUS TITy-
OMHBI JIMPUYECKUX YyBCTB K OJIbBUpE, DNbBHpa
TaKk)ke OJaropojHa B CBOMX MEYTax M MOCTYIKax,
JKenasi BCe CBOM CWJIBI M JIIOOOBb OTHaTh MHHMO
6onmpHOMY CBIHY. B omepe «CpiH-conepHUK» Ona-
roponnbie nepconaxu — on Ileapo, Hon Kapnoc
u Jlonna JleoHOpa MPOSBIIAIOT OJIATOPOJCTBO U IO
OTHOIIEHUIO APYT K JPYTY, yBa)kas 4yBCTBa OIH3-
KOTO 4YeJNOBeKa, U B CIACPKAHHOCTH MPOSBICHUS
CBOMX IEPEKHUBaHUIA, U B 00IEM 3TOCE OOIICHUS C
OCTaJIbHBIMU TIEpCOHAXKaMH. biaropoactBo repoes
MIPOSIBIISIETCA TAK)Ke B TOTOBHOCTH IPHUHECTH CBOU
YyBCTBA B XEPTBY 4yBcTBaM apyroro. Tak, Kapuoc
CKPBIBAaET CBOM IITyOOKHE IyBCTBA 110 OTHOIIEHHUIO K
JleoHope OT 0TIIa, YTOOBI HE OMPAYHTH €TO PATOCTh
OT TIpencTosAmIel keHUTHOBI;, JleoHOpa roToBa mo-
JKEPTBOBATh CBOEH JFOO0OBBIO paay CIIOBA, TaHHOTO
OTIly Iepe]l ero KoHYMHoW; HakoHel, JoH Ilempo
KEPTBYET CBOEH JIIOOOBBIO pajl CYACTbA IETEH.
Oror madoc OnaropoacTBa pacnpocTpaHsICTCs U
Ha OCTAJIbHBIX MEPCOHAXKEH, CPEeaU KOTOPHIX JaxKe
CIIyTH OXapaKTepH30BaHBI B Ooyiee CepbE3HOM U
BO3BBIIIEHHOM KJTIOU€, HEYKEIIN OOBIYHO.
l'ananTHas macropanb TPOSIBISETCS U HA YPOG-
He MY3bIKAIbHO20 A3biKa onep bopTHAHCKOTO.
Jua paccMaTpuBaeMBIX TMAPTUTYpP CBOWCTBEHHBI
XapaKTepHbIE MPHU3HAKK TOMOCA «TaJaHTHOCTID
[4, c. 14-17; 16]. K HEUM MOXXHO OTHECTH IIPOCTOTY
M TPO3Pa4HOCTH (DAKTypHI, YAaCTO HMMEIOIIYI0 Xa-
pakTep MpPOCTOrO IBYXTOJIOCHOTO AHWAJIOTHYECKOTO
M3TI0XKEHHA, OITM3KOTO CTOJIh aKTyaJbHOMY IS Tac-
TOpaJIi TOHY JOBEPHUTEIbHON Oecennl. [IpuHiumm-
anbHO roMo(oHHas (akTypa aKTUBHO HACHIIIEHA
THUTIOBBIMH XOJaMH U (GUTrypanusMu (pa3Hble BUIBI
TPE3BYYMH U UX OOpaIlleHHH, apIe/PKUO).

Menoauka BOKaJIBHBIX HOMEpPOB OIHPAETCS
Ha IJIaBHOE TIOCTYNEHHOE MBIKEHHE C YacTBIM
WCIIOJIb30BAHUEM TEPIIOBBIX M CEKCTOBBIX HHTO-
Hauuit (Hanpumep, apus Penepuka u3 I x1. «Coxko-
nay» uiau apuo3o CaHImeTTs! ¢ XopoM u3 | 1. onepsl
«CpIH-cONEpHUKY). 3aKpPYIIEHHOCTh MeJIoanYe-
CKHMX JIMHUH, OPraHWYHOE M aKKypaTHOE BILIETe-
HHE€ B HUX HEYACThIX YKpalIeHUH MOXXHO yMHOZO-
OUTH M3SIIHOMY OPHAMEHTY POKOKO, TUIETYIIEMY
aXXypHBIE KpY>KeBa.

Tomoc macTtopaidbHOCTH TPOSBISETCS B rap-
MOHHYECKOM TIHCbME M TOHAJBHOW ApamaTypruu
omep. Ilo mpenmyIiecTBy, HCIIONB3YS XapaKTEPHBIE
JUIsl Tactopanu ToHanbHOCTH F, G dur, a Takxke
Es m B dur, xoMno3uTOp ONMUpaeTcs Ha AUATOHU-
YeCKOe MHUCHMO M TPOCTHIE TOHUKO-JOMHUHAHTOBBIC
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TapMOHHUYECKHE COOTHOIICHHS aKKOPIOB C THIIO-
BBIMH KaJJaHCOBBIMH (opMynamMu. OHUM H3 perie-
BaHTHBIX NMPU3HAKOB MACTOPAIH SIBJISETCS UCIIONb-
30BaHHE TPUHIUMA 5Xa U WMHUTAIUH TPUPOIHBIX
3By4aHUH (OXOTHHUYBH 30BHI U T. II.), 9TO HaOIIOAA-
€TCsl M B pacCMaTPUBAEMBIX NMPOU3BeNEHUIX. Tak,
yBepTiopa K omnepe «ChIH-CONePHUK» COOEPKHUT B
cebe JacTele TEePeKINYKH MOTHBOB IO MPUHIIHITY
9Xa, UX TMOBTOPBI, C MOCIEAYIOIINM CEKBEHIIHPO-
BaHHBIM TIPOBEJCHHEM, B YBEPTIOPE M 3aKIIIOUH-
TENbHBIX HOMEpax ONephl HEOJHOKPATHO 3BYYUT
«30JI0TOH X0 BanTopH». HeciydaitHO U TO, 4TO B
mapTuType 00IBIIOE (2 HEPEAKO U JOMUHHUPYIOIIEE)
BHAMaHHUE OTBOJUTCS JYXOBBIM HWHCTPYMEHTaM W
WX COJBHBIM 3MHU304aM (HalpUMep, COJIO KIlapHeTa
B apno30 CaHIIETTHI ¢ XOpOM N (UICHTHI B apuu
Hona Kapnoca u3 I 1.).

BeckoHn(unkTHOMY THITy JIpaMarypruu Tac-
TOpald COOTBETCTBYIOT M aHcaMmOieBble HOMepa
orep boprasuaCckoro. [IpakTnueckn nux Bce (3a wmc-
KIIFOYEHNEM KOMHYECKHUX CLIEH, IJIe HCIOIb3yeTcs
MIPUHIXIT WHTOHAIIMOHHOTO M ApaMaTyprudecKoro
MIPOTHUBOIIOCTABJICHUSI T€POEB, HANpUMep, (QHUHAT
I 1. omepbr «Cokom») MOXKHO OTHECTH K aHCAMOJISIM
cornacus. [ epon ABMXKMMBI €MHBIM YyBCTBOM, UTO
OTpa)kaeTCsi B COOTHOIIEHHH BOKAJIBHBIX MapTHil
— TMPENMYIIECTBEHHBIM TI€HHEM MapaylieqbHBIMU
WHTEpPBaJIAMH C EAMHOBPEMEHHBIM ITPOU3HECEHUEM
TEKCTa, 9acThle TIOBTOPHI OJHUM IIE€PCOHAXKEU HH-
ToHauui gpyroro. KpoMme Toro, Bonpoco-oTBeTHas
CTPYKTypa B JHANOTax BOCCO3AAET BAXKHBIN IS
nactopaiu ToH 6ecenbl (ysT DnbBupkl 1 Denepu-
ka u3 Il 1. «Coxonay, punan I . onepsr «CriH-CO-
TIEPHUK» U JIP.).

[Ipocrora u OGeCKOH(IUKTHOCTD JpamMaTyp-
THH JETePMUHHUPYIOT OOpalleHne KOMIIO3UTOpa
K MpocTeiM (hopMaM, OCHOBAHHBIM Ha TPHHIIUIIC
BapHAHTHOW TMOBTOPHOCTH. OJTO, MHPEXAE BCETO,
KyIuieTHast (opma, SBISIONIAsCS OCHOBHOM JUIS
OONBIIMHCTBA COJBHBIX HOMEpOB omep boprHsH-
ckoro. EMWHCTBO mepekuBaeMoro repoeM 4yBCTBa,
ero ompeaenéHHas CTaTUYHOCTH CIIOCOOCTBYIOT
[MOBTOPHOCTH MeJoanueckor ctpodsl. U ToabKO B
KyJbMUHAIIMOHHBIE MOMEHTHI, XapaKTepu3yIoIIne
CIIOKHBIE TICHXOJIOTUYECKHE COCTOSIHHS TepOeB,
KOMITO3UTOP OOpariaercs K IpyruM onepHbsIM (op-
Mawm, Haripumep, B unaie | 1. onepsr «Cokon», 1o-
CTPOEHHOTO B CKBO3HOH (popMe WM B TPEXIACTHOM
apun Jlonnsl Jleonopsr u3 Il 1. omeprr «CriH-CO-
TIEPHUK.

Haxkoner, BaXHBIM PHU3HAKOM ITACTOPANH U TO-
[I0Ca «TaJJAaHTHOTOY SIBISIETCA OTOpa Ha TaHIEBAIb-
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HBIE XaHPBI: MEHY3T, CHIWJINAHY, TaBOT, Oyppe u
T. ., 9TO OyKBaJIbHO CTAHOBUTCS METPO-PUTMHUYE-
CKHM cTepxHeM onep boprHsHckoro. Tak, MeHysT
Bo II 1. «IIpaznHecTBa ceHbOpay» SIBISIETCSI OCHOBOM
JKAaHPOBOW CIIEHKH, Ha 3TOM JK€ TaHIIE CTPOUTCS
xeHckui xop u3 I 1. orepsl «Coxomy, BaXXHOE 3HA-
yerne B «CoKoJie» MOMy4yaeT U jKaHp OepiKepeTTsl
(pomanc o Tupcuce XKannertsl u3 Il 1. u e€ apuerta
u3 I 1.). OTMeTHM, 9TO TaHIIEBATBHOCTH HauboIee
AKTHUBHO MPOSBIISETCS B XapaKTEPUCTHKE JIEBYIICK,
KaK IPABWIO, BTOPOCTEIECHHBIX MEPCOHAXEH, deil
00pa3 mpu3BaH OTOOpPa3UTh TaKWE JKCHCKHE Kade-
CTBa, KaK KOKETIMBOCTb, JTyKaBCTBO, I'palluio (Ha-
npumMep, oopasbl baberTs! 1 AHHETTH B «Ilpazane-
CTBE CeHhOpa», Mapuusl B «Cokosiey, CaHIIIeTTH U
Anp0epTuHbl B «CBhIHE-COMIEPHUKE).

B xauectBe oOpasiia My3bIKaJbHOW MacTopa-
i npuBenéM neceHky CanmerTs! u3 Il 1. omepst
«CBIH-COTIEPHUKY, PETIPE3CHTHPYIONIYIO XapaKTep-
HBbIE TIPU3HAKK TacTopajin. BeiaepkanHas B «mac-
TOpabHON TOHANBHOCTHY F dur, oCHOBaHHAs Ha
TaHIEBATbHOM PUTME W HANKCAaHHAs B KyIUIETHON
(dbopme, MenoauKa 3TOH apuu ruOKa U U3sIHa, 110~
CTpOE€Ha Ha BOJHOOOPAa3HOM JBIKEHHH IO 3ByKam
TOHUYECKOIO M JOMMHAHTOBOIO Tpe3ByuMid. Eil
MIPHUCYIIN YePTHl 3BYKOM300Pa3UTEIHHOCTH (4Uepe-
JIOBaHWE BOCXOIALINX M HHUCXOMSAIMINX HMHTOHALWN
Ha CJIOBaxX «¥ BBEPX, U BHU3», Korna CaHmeTTa pac-
CyXJaeT o npuayuBoctd PopTyHBI), IPUEM dXa,
JIpOOHOCTH MEJIOIUYECKOTO CTPOCHUS pa3 v HeHa-
BA3YUBBIE yKpamieHus ((hopIuiaru ¥ rpynmnerTo).

BMmecte ¢ TeM KOMIO3UTOp B CBOHMIX IPOM3BE-
JIEHUSAX CO37aéT MEePBBIE B PYCCKOW orepe oOpa3iisl
JpaMaTHYeCKUX BOKAJIBHBIX HOMEPOB, pPacKpbIBa-
IOIINX CHUJIbHBIE JyIIEBHBIC NEPEKMWBAHUSA U CTpa-
ctu repoeB. K moka3arensHBIM MpUMEpaM TaKoOTo
pola MOXHO OTHecTH aputo JloHHbI JIeoHOpHI U3
II . «Criaa-conepankay. CIoKeT OCIeIHEH onephbl
BoptHsiHCKOTO B OONBINCH CTENEHHW MPEAPaCIIONo-
KEH K IMOKa3y TOHKUX IICHUXOJOTMYECKHX HIOAHCOB
Mepe)XKNBaHUH IVIABHBIX TE€POEB M HMX BHYTpPEHHE-
ro jaymeBHoro koHduukra. B paccmarpuBaemoit
apun «Hampacno ce0st s ynpekaro!» packpbIBaeTcst
CIIOXKHAsA AylieBHas Oopr0a TepOWHU: CTPEMIICHHE
K BEpHOCTH JaHHOMY € O0eTy BBINTH 3aMyX 3a
Hona Ilenpo u CHIBHBIM JIOOOBHBIM YYBCTBOM K
Hony Kapnocy. My3blka 3T0il apuy IOCTPOEHA Ha
MIPOTHUBOTIOCTABIICHNH KOHTPACTHBIX MY3BIKaJbHBIX
TUTAaHOB: TAHIIEBAIBHOCTH M JEKJIAMAIlMOHHOCTH;
HAIIEeBHOCTH MEJOJUYECKON JTMHUHM M PEUUTAlrN U
MaTeTUYECKUX MHTOHAIIUI B MOMEHTBI HAHOOJIBINEH
JKCTIPECCHH; IUIABHOTO PUTMA M AKTHBHOTO IyHK-
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THpa; TPO3padyHON (aKTypel W CTPEMHUTEIHHOTO
raMMaoOpazHOTO B3JETAa WK JPaMaTHYECKOTO Tpe-
MOJIMPOBaHMS CTPYHHBIX; HEYCTONUUBBIX TAPMOHUI
C BBIPA3UTENbHBIMUA BOCXOISIINMH MaJIOCEKyHJO-
BBIMH 33JIep>KaHUSIMHA U XpOMaTU3MaMHy; TOHAJIEHOM
comocranienuu pa3nenos (G dur u d moll). B ienom,
3Ta apusl COOTBETCTBYET CTHIIMCTUKE OMEpBI-serid,
OJTHAKO TIPH TIepeade CHIbHBIX apPeKTOB KOMIIO3H-
TOp CINIAXKHUBAET, 3CTETU3UPYET MEPEKUBAHMS TEPOH-
HU, YIEPKUBAs UX B TOIIOCE «TAIAHTHOTOY.

Takum o6pasom, onepsl J{. BopTHsHCKOTO, CO3-
JAHHBIE U1 TOCTAHOBKH TPYMIBI «OIaropoaHbIX
akTEPOB», 00JANAIOT PSJAOM OOIIUX THUIIOJIOTHYE-
CKUX TPHU3HAKOB, OTPAKAIONINX CIECIU(PHKY KaHpa
MacTopajii U Tomoca «rajanTHoro». Ciyxka mpu
«MaJyioM JIBOpE», TIie KYJIBTUBUPOBAJICS AyX (paH-
Iy3CKOM KyabTypbl, BOPTHSIHCKUI MONagaeT B J0-
CTaTOYHO YHHMKAJIbHYIO NJISI CBOETO BPEMEHHU 3a-
KpBITYIO cpeny. Tak, eMy He MPHUIIIOCHh CO31aBaTh
oHIIMANBEHBIX ONep s MMIIEPAaTOPCKOTrO JIBOpa,
HE TPHUIUIOCH OTPaXXaTb B COYMHEHHAX PYCCKYIO

HAIMOHANILHYIO MPOOJIIEMAaTUKy C OMOpOi Ha CIO-
JKETHI U3 KPECThSIHCKON JKU3HH, CIIEOBaTEeNLHO, HE
BO3HUKAJIO HEOOXOIMMOCTH 00pamarbest K CTUIIH-
CTHKE PYCCKOW HapOJIHOW MECEHHOCTH, KaK APYTUM
co3zparensM pycckoi onepsl. Hanporus, bopTHss-
CKHMH B CBOMX COYMHEHHSIX OPUEHTHPYETCS Ha €B-
porieiickre TpaJuiuK, IPEx]Iie BCero B uX (hpaHko-
WTAJbSIHCKOM TMPOSBICHNH, CIIEIOBAaHHE JCTETHKE
TaJaHTHOI'O CTUJISL U KATETOPUU «IIPUSATHOCTH». Beé
3TO TO3BOJIWJIO PACKPBITH MPUPOIHOE IapOBAHHE
KOMIIO3UTOpa-JIMpUKa, «pycckoro Momapra», ero
SIBHBIH MEJIOINYECCKUI 1ap, a B 00JIACTH ONEpHOH
JIpaMaTypruyl BIEPBBIE TOMBITATHCS PACKPHITH 00-
rarcTBO BHYTPEHHETO MHpa 4YeIOBEKa, N3HAYAIHHO
07aropoHOT0 M CIOCOOHOTO Ha COCTpajJiaHue M
CIJIBHOE YyBCTBO. TakmMm 00Opa3oMm, 3CTETHYECKHE
MNPUHIUIE BOPTHSHCKOTO W MY3bIKAJIbHBIA OBIT
«MaJIOTO JIBOpPa» OKAa3aJINCh YAWBHUTEIHHO CO3BYY-
HBIMH, ¥ 3TO B3aMMOJICHCTBHE MTOPOTUIIO TPH OTEP-
HbI€ BEPIINHBI B 0T€YECTBEHHOM MY3BIKaJIHbHOM HC-
kycctBe X VIII cronerusi.
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My3biKaAbHbIH ObIT «<MaAOrO ABOpa»
1 onepHoe TBOpUecTBO A. C. bOpTHSAHCKOrO

[IpoGeMa M3ydeHUs: PycCKOTO MY3BIKaTbHO-TeaTpanbHOro uckyccrsa X VIII Beka B Hacrosiee Bpems SBISACTCS
BECbMa aKTyaJbHOM, YTO MOATBEPKAAETCS MaJIOW M3YYEHHOCTHIO 00PA3LOB 3TOTO KaHPa B COBPEMEHHOM MY3bI-
KO3HAHUH U €T0 SIBHOH HeO0ONeHKOW. OTHIM M3 OCHOBOIIOJIOHHUKOB POCCHICKOTO MY3bIKAJIbHOTO TeaTpa sBISIETCS
xomnosutop Jl. C. BopTHsHCKUI, chIrpaBmINii 0coOyl0 poib B CTAHOBICHHWH M PAa3BUTHUU MY3BIKAJIBHOTO Tearpa
XVIII Beka. Ero TBOpueckas A€sITENIbHOCTD KalelbMecTepa NpoTeKaia Ipu «MajoM ABOPE» HACIEAHUKA IPECTOIIA
[TaBna ITerposuua u ero cynpyru Mapuu @€noposasl. B [TaBnoscke u ['aTunne, rne Mapus @EnopoBHa o6pa3oBa-
J1a TPYHILy «OIaropoxHbIX akTEPOB», COCTOSITUCH MpeMbephl TPEX onep boprHsHckoro («IIpa3aHecTBO ceHbOPay,

«Coxom», «CBIH-CONIEPHUK ).
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OcTeTHKa MPHUIBOPHOTO MCKYCCTBA OINMPANach Ha MPHHIMIEI TATAHTHOCTH U IIPUATHOCTHY, YTO BO MHOTOM
JIETEPMHHUPOBAJIO CTWIIMCTUKY paccMarpuBaeMbIX orep boprHsiHckoro. K xapakTepHBIM depTam ero TeaTpalibHBIX
MIPOM3BEACHUM UISi «MaJIOTO JIBOPa» CJEAyeT OTHECTH: PEKPEaTUBHYIO (YHKIHMIO CIIEKTAKIIS; TATOTCHHE K OECKOH-
(IIUKTHOMY THITY ipaMarypriu (JIM0O0 K CyIIECTBEHHOMY OCJIA0IEeHHI0 KOH(IINKTA); CTabMIbHOE OOpalieHne K KaH-
py macropaiy; 00s3aTeJIbHOE CYACTIMBOE Pa3pelIeHUe CIOKETHBIX KOJUIM3HMH; aKLEHTYAIHIO0 CIOKETHBIX MOTHBOB,
CIOCOOCTBYIOIMX CO3/J[aHUI0 aTMOC(Ephl TaTaHTHOCTH; HAMEPEHHYIO WICAIN3AIMIO ITEpPCOHaKeH, TOKa3 UX HUCKIIIO-
YUTENIFHOTO OaropoicTBa. B My3bIKaqbHOM OTHOIICHHWH 3TO: NMPOCTOTA M IPO3PaYHOCTH TOMO(GOHHOH (aKTyphl;
THOKOCTD M IUTAaBHOCTH MEJIOIUYECKOTO Pa3BHUTHS; XapaKTEpPHOE TOHAIBHOE ¥ TAPMOHHYECKOE Pa3BUTHE; HECIOKHAS
KOMIIO3UIIMOHHAs IpaMaTryprist; ONopa Ha TaHIIEBaJIbHbIC )KaHPBl. BMecTe ¢ TeM KOMITO3UTOpP B CBOMX MPOU3BEICHUSIX
cOo31a€T MepBhIe B PyCCKO orepe o0pasIibl IpaMaTHUECKUX BOKAIBHBIX HOMEPOB, PACKPHIBAIOIINX CHIIBHBIC TYIIEB-
HBIE MepeXXnuBanus U crpacti repoes (apust Jonnsr Jleonops! u3 11 1. «CriHa-conepHuKay).

Takum oOpazom, ciryxba Mpu «MajoM JBOpe» IMTO3BOJIMIIA PACKPHITH MPUPOIHOE JlapoBaHue bopTHAHCKOTO, ero
MEJIOAMYECKHH JIap M HONBITKH II0Ka3aTh 00raTcTBO BHYTPEHHEI'0 MHpa YeJI0BeKa.

KnrogeBble croBa: «manblii aBop» Haciennuka I[lasma IlerpoBuua, rajgaHTHOE MCKYCCTBO, ITAacTOpallb, OIeEpa,
tBOopuecTBO M. C. BopTHsAHCKOTO, pycckoe onepHOe uckyccTBo X VIII Beka.

The Musical Realities of the “Small Court”
and the Operatic Legacy of Dmitri Bortnyansky

The problem of studying the Russian musical-theatrical art of the 18th century presents itself as a very timely one,
which is confirmed by the fact that specimens of this genre have been studied very little and have been obviously
underappreciated. One of the founders of the Russian musical theater is composer Dmitri Bortnyansky, who
played a special role in the formation and development of the 18th century musical theater. His artistic activities
as a Kappelmeister took course in the “small court” of the heir to the throne Pavel Petrovich and his wife Maria
Feodorovna. In Pavlovsk and Gatchina, where Maria Feodorovna formed a group of “noble actors” the premieres of
three of Bortnyansky’s operas took place (“The Signor’s Festivity,” “The Falcon” and “The Son-Rival”).

The aesthetics of court art was based on the principles of gallantry and “pleasure,” which in many ways determined
the stylistics of the studied operas by Bortnyansky. The characteristic features of his theatrical compositions for the
“small court” had to include: the recreational function of the theatrical performance; the slant towards a conflict-free
type of dramaturgy (or to a considerable alleviation of the existent conflict); a stable reference to the genre of the
pastoral; a mandatory happy solution of all the collisions in the plot; accentuations of the motives in the plot capable of
creating an atmosphere of gallantry; a deliberate idealization of the protagonists and demonstration of their exclusive
noble qualities. In the musical sense this presupposes simplicity and clarity of the homophonic texture; pliancy and
fluidity of the melodic development; a characteristically standard tonal and harmonic development; a compositional
dramaturgy devoid of complexity; reliance on dance genres. At the same time the composer in his works creates the
first examples in Russian opera of dramatic vocal numbers disclosing the protagonists’ powerful emotional tumults of
the soul (such as the aria of Donna Leonora in Act 2 of “The Son-Rival”).

Thereby, Bortnyansky’s position at the “small court” made it possible for him to disclose his natural gift, his
melodic gift and attempts at demonstrating the wealth of the inner world of man.

Keywords: “small court” of successor to the throne Pavel Petrovich, gallant art, pastoral, opera, the musical legacy
of Dmitri Bortnyansky, 18th century Russian opera.
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MOAUTBbI O LAPE M BOMHCTBE B TEKCTAX YMHA
«3A3APABHOU YALLN» KOHLUA XVII - HAYAAA XVIII BEKOB

OTE€YECTBEHHOM KyibType koHIa X VII — Ha-

gaia X VIII BB. 0coOy1o pois MpuoOpeTaroT

€BPOIMENCKUE MOITUYECKUE U MY3bIKaIbHBIE
YKaHPbl TAHETUPUYECKON HAIMPAaBIECHHOCTH (KAaHTHI,
BHBATHI, KOHIIEPTHI), BOCTIEBAIOIINE TOCYIAPsI M €TO
BOMHCTBO. He TepsroT 3Ha4eHHs W TPaauIOHHBIC
BH[IBI TIEBYECKOTO MCKYCCTBA («CTHXW», MHOTOJE-
THUS, CJIABHHUKH), BXOZSIINE B KaJCHIApHBIE U OK-
Ka3uOHAIBHBIC O0TOCTYKeOHBIE U BHEOOTOCITYKEO-
Hble UK. Cpeau HUX HAXOOUTCS W YHH, KPAaTKO
MMEHYEMBIH «3a3paBHOI JaIen.

Bomnpockl ucropun ero ¢GopMuUpoOBaHHUs, CO-
CTaBa, MUKIMYHOCTH, 00Pa3HO-CMBICIIOBBIX CBSI3EH
TEKCTa U HareBa uccieaoBanuck B Tpyaax E. JI. by-
pumuHoi, T. @. Bnageimesckoii, H. b. 3axappunoi,
K. T. Hukonbckoro, A. C. Opnoga, I. A. [loxumae-
Boii, 1. M. Crerupéna, JI. B. Coxomnosoii, H. ®©. ®un-
Jief3eHa u Jp.

Hecmotpss Ha Hanmuume wucCleIOBaHHMA, BCe-
CTOpPOHHE XapaKTepU3YIOMNX JaHHOE YHUHOIOCIe-
JIOBaHUE, MPEICTABIAETCS aKTyaJbHBIM H3Y4YCHHE
MY3BIKAJIbHO-ITO3TUYECKOTO  SI3bIKa ITECHOTICHUI
LMKJIa CIAaBJICHUS IPAaBSIIEro rocyaaps U ero BO-
WHCTBa. MaTepraioM HCCIe0BaHNs N30paHBbI Imec-
HOTICHUS YMHA «ATIe ObIBACT 3a37paBHAs JaIliay u3
pyxormcHoro O0rxosa Ha TMHEWHBIX HOTaX KOHIIA
XVII Beka'.

HazBanwme, cocraB, MOITUYCCKUN U IIEBUCCKHUU
TEKCT TICCHOTICHUM YMHa «3a3paBHOMN YaIimy Ba-
PBUPOBAINCE. YUEHBIE BBIACIAIOT «CBETCKHA U
LIEPKOBHBII 0OPSIIbI» Yalllk TOCyIapeBoit’ U HUKCH-
PYIOT HECKOJIBKO BapHAHTOB €ro Ha3BaHus’. B 1ep-
KOBHOM OBITY UCIIOITHSIICS 0COOBIN YKH «3a IpuIIi-
BOK O 3[JpaBHUU TOCYIApPs», COIEPKAIINN CIIaBICHHE
rocyiapsi ¥ IpOIIEHUE O JTAPOBAHUH €My «IT00eIbI
Ha cymocTtate» [2, ¢. 207].

OCHOBHOI1 cOCTaB M MOPSIIOK 3aMMCTBOBAHHBIX
W3 Pa3IMYHBIX OOTOCTY)XeOHBIX IMKJIOB MECHO-
neHuil 9nHa «3a MPHINBOK O 3[IPaBHH TOCYIAPsD)
nokasad B tpyae E. JI. Bypuiunoii'. B pykomnuc-
HBIX KHUTAX COCTaB NECHONCHWI YHHA Pa3HHUTCH.
B xanre «Coopuuk nepdeckuii (O6uxom, Tpe3Bo-
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uel, [Ipasnaukn)» (XVII B.) comepxarcs Bce ymo-
MsaHyThle E. JI. BypuwinHOH NeCHOIEHNUs, a TaKke
OCMOIJIACHUK, KOTOpbIA BKIO4aeT: «JlHech BO3-
rpeme Tpyba moOpornacHas» (0e3 ykazaHus riaca),
«Cozmeaniocst B MPeMMEHUTHIA rpage MOCKBy»
2-ro mimaca, «Bo Onarodectrio Ha YTBEPXKICHHUE)
3-ro miaca, «llpucne Bpemsi Omarouectuo» 6-T0
raca, «Bo3BeneH OBICTH Ha MpecTom» 6-To TvIaca,
«m xe orBparucs» 7-ro miaca, «Panyrorcs Bcu
MpaBocIaBHUM Hapoam» 8-ro miaca, «OT Bcemep-
xuTems» 1-ro miaca’.

Yun 3 «O0uxoma Ha IMHEHHBIX HOTaX)» KOH-
na XVII Beka cocTOUT M3 CIEAYIOUIUMX IECHOIe-
Huit: «Cmacu 'ociogm» Tpomaps 1-ro miaca, «Bos-
Heceiica Ha Kpect Bomero» koHzak 4-ro mimaca,
«IIpencrarensCTBO CTpAIIHOE W HETTOCTHIAHOEY 60-
roponudeH 4-ro maca, «M co Bcemu npaBoCIaBHBI-
MHU...» MHOTOJeTHE, «VIke HEeM3PEUeHHOI MYApO-
CTHIO» cTHXHPa 8-r0 raca’. B JaHHOM pyKOIHCHOM
WCTOYHHKE OCHOBHBIE IECHOTICHHUS YHHA U3JI0KEHBI
3HAMEHHBIM PacIeBOM’.

O/HUM U3 IPUHIUIIOB 00bEMHEHHS TIeCHOTIE-
HUH B I[UKJI, IOMUMO paciieBa U QyHKIIMOHAIbHON
MPUHAUICKHOCTH TPA3THUYHOMY IEPEMOHHAITY,
siBisieTcsi o0mas tema, yrto ormedeHo E. JI. By-
pumuHOH [1, ¢. 134-135] u JI. B. Coxomnosoii [12,
¢. 509-510]. E. JI. bypunuHa yka3sIBacT Ha TO, 94TO
YUH «OTIMYAaeTCd EOMHCTBOM COJEp)KaHUS BCEX
MIeCHOIICHUH, IPEACTABIISAS COOO0I KaKk ObI BapHAITIH
Ha OHY TEMy ... MOJIGHHE, O JapOBaHUM ,,01aro-
BEPHOMY LIapI0 U BEJIMKOMY KHS3I0  3/[paBUsl, CUJIbI,
HeOeCHOH 1 3eMHOH TTOOeIbI HaJl BparaMmu, a TaKkkKe
CITaceHUs MOJISIIIUMCs 3a Heroy [1, c. 134].

MonuTBBl O Lape W BOWMHCTBE COJIEpXkarcsi B
MO3TUYECKUX TEKCTaX MeCHONEHUN unHa yxe XVI-
XVII BB. B «Yaiie rocynapeBoil naps, BEIUKOTO
ka3 MBana BacuibeBngay (I'po3Horo) mpucyt-
cTBytoT noxenanus: «Jait Bor, 3apaB Obul 1aph
rocyaapb Hall KHs3b Benukuil VBan BacuibeBuu
... U ¢ OOSIpBL, U C XPUCTOIFOOUBBIM BOMHCTBOM ...
A maps rocymaps Obl HamIero pyka BhICOKa Oblia
HaJ| BCEMU CymocTartsl...» [13, c. 558].
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YuuonocneaoBanue «Yammu ...bopuca deno-
posmuuay (I'ogyHOBa) BKIIOYAaET MOAOOHBIE MOJHT-
BEHHBIE TeKCTHI: «M Bce O BeIHMKHe rocynapu npu-
HOCHJIM Y€CTh U CJIaBy TOCYAapCKOMY WX JIMITY TI0
UX LAPCKOMY YMHY WM IO AocTosHuio <...> U Bce
OBl OKpECTHBIE TOCY/IapH MX LAPCKOTO BEIMYECTBA
MIPEBBICOYANIIIEH CTETIEHN MOCITYIIHBI OBLIH C pad-
CKHM TIOCITY’)KEHHEM, W OT TOTPSICAaHUSA M€Ya UX U
0T XpabpcKaro mojiBUra Bce CTPaHbl UMSHHU UX Tpe-
neranu. [lapckoe 6 UX MMs CITaBHO OBLIO TO BCEH
Bceenenneit» [13, ¢. 559-560].

B nosTrdeckux TekcTax YMHA BPEMEHH [[apCTBO-
BaHMs Asekcest MuxaitoBnda THIaiiiero mpucyT-
CTBYIOT CJIC/YIOIINE MOJIUTBEI O [Iape ¥ BOMHCTBE: B
Tponape «Cracu ['ocrionu sromm cBos» conepxarcs —
«... mo0e/IpI OJIarOBEPHOMY 1IApI0 HallleMy AJICKCEHO
Ha CONPOTHUBHEIA Aapyi»; B KoHIAake 4 miaca: «Bos-
HECBIICA Ha KPECT» — «...BO3BECENN CHIJIOI0 CBOEIO
OaroBepHaro Iapsi Haiero AJiekces MmoOembl jas
€My, Ha COIIOCTaThl ITOCOOME MMYIIE TBOE OpY)KHE
MHpY HernmoOequMyro Tobeny ...»; B OOTOpoanYHE:
«IIpencrarensCTBO CTpamrHOE W HEMOCTHITHOE» —
«...criacH OJIaroBepHOrO Iaps HAIIETO eMy Ke ToBe-
JIe IIapbCTBOBATH MOMAK/Ib EMY HEOECHYTO To0eIy»®.

ITecuonenus unHa u3 Oouxona xoHna XVII B.
BKJIIOYAJIM 3TH K€ MOJHMTBOCJOBHSA C BCTaBKaMHU
umenn [letpa’. B HameBax 3TOro mukia, o3arjiaB-
JIEHHOTO «ATre OBIBAET 3a3/IpaBHas dalray, HabIro-
JTAeTCs BBIACIIECHUE «KJIIOUEBBIX» CJIOB (CHMBOJIOB
XPHUCTHAHCTBA U TOCYIAPCTBEHHOCTH) C TIOMOIIBIO
i 1 Gut'’.

IToaTuueckuil TEKCT NEPBOTO MECHONEHUS LIUK-
na — Tponaps kpecty «Crnacu ['ocogn» BKIto4aeT
Tpu pazaena (crpodsr)':

1) Cnacu I'ocnionu mronu TBost U GnarociaoBu

nocrosiHue TBoE,

2) moOexapl OgaropepHOMY IHapio Haiiemy I[le-

TPy Ha CONPOTUBHBISA Japysii
3) u TBoe coxpassst KpecToM TBOUM KHUTEIb-
CTBO.

KoMmo3umuio mecHOneHust COCTaBIsET CIely-

IolIee COYETaHNe MOTIEBOK:

[Tepras crpoda
Cnacu I'ocnoou
PriM3a (2 ¢ cokpainenrem)'?, ®ura nmoBoguas (93)

Jloou Teos
PeiM3a (2 ¢ cokparieHuem)

U bnazocnosu
Poxek ceTbrif (68)
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Jlocmosnue Teoe
Kynmsma ckametinas (76)

Bropas ctpoda
Tlob6edvl brazosepromy yapro Hautemy
Poxexk (66)

Ilempy
®ura kynpssas (10)"

Ha conpomusnuis oapysii
Kymmsma cpemusis (59)

Tpetbs cTpoda
H Teoe
[Ipurnacka 6o. ¢ Tpsickoro (20)
Coxpanss
PytBa'* (3 ¢ cokparienunem), ®ura moBoaHas (92)

Kpecmom Teoum srcumenvcmeo
JlonuHka MeH. ¢ Kadk. 1 JIoMK. (80)

Jia BBIOENIEHUS KIIIOYEBBIX CIIOB B IO3THYE-
CKOM TEKCTe Tpomapsl KpPecTy HCIIOIb30BaHbI (DUTHI
— «®ura moBogHas» (Ha crmoBax «locmoam», «co-
xpaHsan»), «Puta kyapssas» («Iletpy»).

B 6oroponnune «lIpeacrarenscTBO CTpamrHoe
Y HEMOCTBIAHOE» 4-TO Tiaca MOATHYECKUH TEKCT
BKJIIOYAET TP pazJiena:

1) IIpencrarenbCcTBO CTpamHOE W HETMOCTHII-

HOe, He Mpe3pH Oyarasi MOJIUTB HaIllX BCE-
nerast boropoauiie.
YTBepau NPaBOCIABHBIX JKHUTEIHCTBO U
cracu OmaroBepHoro maps Hamero llerpa
eMy JKe TIOBeJella €CH IapCTBOBATH IIO-
aXxahp eMy ¢ Hebece mobemy

3) 3aHe ponuia ecu enrHa OJarocIOBeHHAS.

J111st BBIJIETICHHS CIIOB BKITIOUEHBI (PUTHI — «CBET-
nas» (Ha CIIOBE «CTPAIIHOE»), «MpadHas) («KH-
TEJIBCTBOY), «OOBIUHAD) («HAIIETO», «EMY») H JIp.
[Tomumo GuT, CTABUITBHOCTH TO3THYECKIM TEKCTaM
Tpomapst 1 60ropoanYHa MPUAAIOT PACIIEBBI IEPBO-
ro M 4eTBEPTOro IJ1acoB, 00JIaAatonye, o MHEHHIO
npot. b. Huxonaepa, onpenenéHHON CEeMaHTUKOMN:
MIEPBBIN — «IIPUMUPEHUS Heba ¢ 3eMIIEH BO eTMHOM
TpuyMde BCeMUPHOH CIIaBbI», YETBEPTHIN — «CBET-
JIOTO TOpKeCTBay [5, c. 39, 44].

CBeTckmii 00psiT «Jamm» TETPOBCKOTO Bpe-
MEHHU TaKKe BKIIOYaJ OlaromnokeraHus Hapio U
BomHCTBY. . M. CHerupéB ykaspiBaeT: «Torma
BBEJICHHI ... TOCTHI 110 00pa3ity EBponeiickux. [1ep-
BBIM OBLI “‘lpr3BaHKe MUJIOCTH bokuel, a BTOpsIM

2)
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OmarogeHCTBUA ceMmeiicTBy MBanma MuxaiioBuda
TonoBuna”, T. €. GuoTa», KOTOPBIE COMPOBOXK/A-
JIUCh «3aCTONBHBIMU NECHSMH, Kak Harpum[ep],
mobumoro Ilerpom I “Yapouku mo cronuky u mo-
xaxuBator”» [11, c¢. 203]". Ocolyto TOp:KeCTBEH-
HOCTh TpPHJABajJ0 OOpALy CalIOTOBaHHE OPYAHA-
mu. B Bocnomunanusx FOct FOmst o mpazgHoBanun
Hogsoro 1710 roga, Bo BpeMs KOTOPOTO IO Tpajau-
LMW YeCTh BO3JaBaJlaCh BCEM BOCHHBIM IOOenaM,
OJICp)KaHHBIM 3a TOfl, yKa3aHO: «3a0aBHO OBLIO
BHJIETh, KaK OJIMH PYCCKUI TOJCTAK €3IMJI B3ad U
BHEPEN IO 3aJ€ HAa MAJCHBbKOM JIOIAIN U KaK pa3
BO3JIE LAps CTPEJsUl U3 MUCTOJNETa, YTOOBI IMpH
yamax TIOJaBaTh CHTHAN K IyIIEYHON Mmamb0e»

[4, c. 249]. U310KXeHHOE CBUACTEILCTBYET 00 00-
HOBJICHMH MHPCKOTO YWHA «3a3[paBHOW dalImy,
KOTOPBIN PacIIHPSUICS U JTOTIOIHSIICS HOBBIMH JKaH-
paMH CBETCKO# KyJIBTYypbl — TOCTAMH H MECHSIMH.
TakuM 00pa3oM, B sI3bIKE CIIABIICHHS YMHA «3a
MPUWIMBOK O 3IPaBHU TOCYAaps» COXPAHSIOTCS TO-
ITHYECKHE U MEBUCCKUE MPUEMBI, CIOKUBIINAECS B
XpUCTHAHCKOW J0KCcOoNoruu. Cpenu HUX OCHOBHBI-
MU SIBJISIFOTCS TPOCTPAHHBIE PACTICBEI U «IIPa3IHIY-
HBIE» IV1achl. 3HAUMMBIEC CJIOBA TEKCTA BBIJEISIOTCS
nocpenctBoM ¢pur u nui. Tem cambIM B 1Mo3THYE-
CKHX TEKCTax Mpa3JHHYHBIX OOPSIOB NETPOBCKOTO
BPEMEHH aKIIEHTHPYETCS HE TOJBKO TPaIUIIHOHHO
XpUCTHUAHCKAs, HO U TOCYAapCTBEHHAS CUMBOJIMKA.

< MPUMEYMAHUA (<

! «Anie ObIBaeT 3a3apaBHast vaiia...» / O6uxon Ha
nHEeHHbIX HoTaxX («KHura, raroiemas O6uxox, Havyano
umbl 3 borom CBSTBIM: BCs OCIIEA0BaHUE, KAKO IOCTOUT
npocnasinsaTy B Tpoune cnaBumaro bora: munocts Ero k
HaM TIpeMHora, 1moi3y cebe npusaTH, XBary bory Bo3na-
ti»). Kon. XVII B. [Tonyycras. 006. JI. 92 — JI. 95 (Doun
Ne 379. Cobpanue [I. B. Pazymorckoro, Ne 106). URL:
http://old.stsl.ru/manuscripts/sobranie-rukopisnykh-
knig-protoiereya-d-v-razumovskogo/106?fnum=213.
([lara obopamenus: 01.08.2016).

2 JI. B. Cokonosa ormeuaeT: «K. Hukonbckuii ipes-
JIOKWJI pa3iiNyarh CBETCKUH, TPaKAaHCKMH YMH Yallu
TOCylapeBOil M 4MH ILIEPKOBHBIN, AyxoBHBIM. OmgHako
MpaBUJIbHEE TOBOPUTH O CBETCKOM M LIEPKOBHOM OOpsi-
Jlax 4Yalld TOCylapeBOH, MOCKOJIbKY YMH Yallld TOCyna-
peBoii (MHaue YuH “3a NPUIMBOK O 3/IpaBUU rocyaaps’),
T. €. pa3BEPHYTOE JEHCTBO, MPEALIECTBYIONIEE UCTTUTHIO
yary, ObUI COCTaBJIEH B LIEPKOBHOI cperie ToIbKo B X VI
B.» [12, c. 508-509].

3 Mompo6uee cm.: E. JI. Bypununa «un “3a npu-
JIMBOK O 371paBuu rocymaps”...» [2, c. 209]. Opdorpa-
(ust HaMCAHMS TAK)KE PA3HUTCS: CIIOBO «3a MPHITUBOK)
BcTpeuaercs B pazaensHoM Hanucanuu (y K. T. Hukons-
ckoro, . M. Cuerupéna, H. ®@. ®unneiizena, A. JI. Xo-
pouikeBuy) u B cnuTHOM (y JI. B. CokonoBoii).

4 B uccnenosanuu JI. E. BypunuHoii BBISIBICHBI Clie-
JYIOIIe IECHONEHHSI, BXO/IIME B YUH — «Tpomnaph 1-ro
miaca “Cnacu, ['ocroam, moau cBos”, KOHAAK 4-ro Iiaca
“BosHecsliics Ha KpecT”, boropoaude, 4-ro raca “Ipen-
CTaTeNbHUIE cTpaliHas”’, MHoroneTtue “Cnacu, [ocnoau,
U IOMUITYH”, ... cTuxupa 8-ro maca “Mxe Heu3pedeHHOI
MyZApOCTHIO”» [2, ¢. 209]. ABTOp OTMeuaeT nepBOHAYaNb-
HYIO NPHUHAJJIEKHOCTh MECHONICHUH K pa3IMYHbIM OOro-
ciyxeOHbIM 1mknam: «KoHzak, Tpornaps U GoropoanyeH
BXO/IMJIM B TIOCJIE/IOBAHUE CITYXKOBI YTPEHH; Tpomaphb H
KOHJIaK pacIieBaIuCh MIEPBOTO aBIyCTa B CIIyOe Ha Tpo-
HCXOXJICHHE YECTHOTO U >KMBOTBOPSILETO KPECTa U T. 1)
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[Tam sxe, c. 210]. JlomonHUTENbHBIMU TECHOTICHUSIMH,
BXO/ISIIIMMU B YHH SIBJSUIMCH — UpMoc 2-ro maca «Kpe-
mocTe Jast aproy, cTuxupa 6-ro raca «Sko mexap [ocmo-
JTN», 0CMODIIACHUK «/IHech Bo3rpeme Tpyba no0poriacHay
[2, c. 210]. B onmcannu cobpanus J[. B. PasymoBckoro u
B. @. OnoeBckoro o mocieaHeM CKa3aHo: «...IEeCHOIe-
HHS Ha BOCEMb INIacoB 0 OOpwOe 1aps ¢ packoioM. Hau.:
“Jluech BO3rpeme Tpyba moOpormacHas...”» [9, c. 73].
B. H. CepreeB B ctatbe «JIuTepaTypHbIii HCTOUHUK pU-
cynka XVII B. ...» yka3bIBaeT, 4TO MOCJIENHEE U3 yIIOMSI-
HYTBIX MECHONECHUH CO3[]aHO «II0 CIydYar0 BEHYAHHS Ha
napctBo Peonopa Anexceebuyay [10, c. 334].

5 «Auie 1 Koryia ObIBaeT O MHOTOJIETHO 3PAaBHH TOCY-
nape» // Coopruk nepueckuid (Oouxon, Tpe3ronsl, [Ipasz-
HHKH) Ha KpIOKOBBIX HOTax (CoOpanue /1. B. Pazymosckoro,
Ne 34; M. 3924). Tperbst uer. X VII B. JI. 109 — 06. JI. 116.
URL: http://old.stsl.ru/manuscripts/sobranie-rukopisnykh-
knig-protoiereya-d-v-razumovskogo/34?fnum=120.
([ara obpamienus: 01.08.2016).

6 H. ®. ®unmeii3eH yka3plBaeT Ha JAPYroid BapHAHT
YMHA TMETPOBCKOTO BPEMEHH, OKaHYMBAIOIMIMICA «IO-
XBaJIbHON cTuxupoil 8-ro maca <...> “J[Hech Bo3rpeme
Tpyba nobpormnacuas”» [14, c. 264-265].

7 I3BeCTHBI PYKOIHCH C MECHONCHUAMH YHMHA pa3-
JMYHBIX pacreBoB. BapmaHT ¢ TIpeuecKHM pacreBoM
ormucan B ucciaenosanun H. b. 3axapsunoii «Pycckue
6orocnyxeoOnbie nepueckue kauru X VII-XIX BexkoBy, ¢
JIEMECTBEHHBIM (IJapCKOE€ MHOTOJIETHE U3 YHHA 3a3/[paB-
HoW uamm) B uccinenoBanuu I. A. Iloxunaesoit «JIek-
CHKOH JieMecTBeHHoro neHus» [3, ¢. 116-117; 7, c. 36].

8 CM.: «Ame yin koraa OsIBaET O MHOTOJIETHO 3/pa-
BuM rocynape» // Coopuuk nesueckuii (O6uxoxn, Tpe-
3BOHBI, [Ipa3mHuku) Ha KprokoBeix Horax (CoOpanue
J1. B. PazymoBckoro, Ne34; M.3924). Tperbsiuets. X VII B.
06. JI. 109 - JI. 110.

® CM.: «Arte ObIBaeT 3a3apaBHas 4amia...» // O6u-
XOJl Ha TMHEWHBIX HOTaX («KHwura, rmaronemas O6uxon,
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Haudajo UMbl 3 borom CBATEIM: Bcd MOCNIEAOBaHUE, KAKO
JocTouT npocnasniatu B Tpoune cnaBumaro bora: mMu-
nocts Ero x Ham npemHora, rnonsy cebe mpusiTH, XBary
Bory Boznaru»). Kon. XVII B. [Tonyycras. O6. JI. 92.

' Hcnonp3oBaHue (GUT U APYrHX MEIOAUYESCKUX
NIPUEMOB, C TOMOIIBIO KOTOPBIX PACCTABIISIUCH CMBICTIO-
BbIE AKL[EHTHI B IECHONEHUSX, B TOM YHCIIE LIUKIIOB «3a-
3paBHBIX Yall», ObUIO PacCMOTPEHO B HCCIEAOBAHUH
E. JI. bypununoii [1, c. 115, 126—128].

' Homepa momneBok fanbl o B. M. MetamnoBy (Me-
tamoB B. M. Ocmornacue 3HaMeHHOro pacnesa. OnbIT

PYKOBOJICTBA K U3YYEHHUIO OCMOTJIACHUSI 3HAMEHHOTO pac-
1eBa Mo MIacoBbIM noneBkaM. M.: CuHofalbHas TUIIO-
rpadus, 1899. C. 57-62).

12[Teperu6d u ppim3a ¢ cokpamnieanem (Metamios B. M.
Vkas. cou. C. 9, 57).

13 Cm.: Mertamios B. M. ®utsl, ob1pe miacaM 3Ha-
MeHHOTO0 pocnesa // Meramnos B. M. Ykas. cou. C. 90.

“Vipaupytsac cokpaineruem. Cm.: Metamios B. M.
Vka3. cou. C. 9, npumep 2.

15 Onmy6nukoBaHa B u3fL.: [8, c. 12].
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koHua XVII — Hauyaaa XVIII BekoB

B crarbe paccmaTpuBaroTcs mpoOieMsbl (OPMUPOBAHUS MAaHETHPUUICCKUX KAHPOB PYCCKOTO XOPOBOTO HCKYCCTBA.
OOBEKTOM H3yUYCHHUS SBISACTCS YMHOIMOCIEAOBaHNE «3a3ApaBHON Yammy. L{ens cTaTbu — BEISBICHUE IIEBUCCKUX
mpuéMOB BOCTICBAaHHUS 00pa3a apsi 1 BOMHCTBA B MY3BIKATHbHO-ITIOATHICCKUX TCKCTaX YHMHA. 3a/1a4a UCCICAOBAHMS
— U3yYCHHE HCTOPUH BO3HUKHOBCHIS YHHA, €0 CTPYKTYPHI U cocTaBa. O003HAYCHHBIX MPOOIEM paHee Kacaauch
HCTOPHKH, (DHUIIOIOTH ¥ MY3BIKOBEIBI IIPU aHATU3€ YHHA «3a3paBHOM Yalllm» W OJHOTO M3 €r0 BapHaHTOB — «3a
NPUIIMBOK O 3ApaBUU rocynaps». [lecHonmeHus LEPKOBHOTO YMHA M3Y4YalOTCS aBTOPOM IO PYKOTHMCHBIM IEBUE-
CKHM KHHTaM, Cpeau KOTopeix — OOmxon Ha JTWHEHWHBIX HoTax koHNa XVII Beka, BKIFOYAIONIUI LUK MECHO-
meHni «Amne ObIBaeT 3a3apaBHas 4yama». OH SBISETCS OCHOBHBIM MaT€pHUAaJIOM HCCICIOBaHUSA. AKTyalbHOCTh
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pa6OTI)I OMpeaACIACTCd HOBBIM PAKypCOM HU3YUYCHUS IICCHONCHUN YMHA. ABTOp BBISABJIACT TCKCThI, BKIIIOUAIOIIHNEC
MOJIUTBOCJIOBUA O HAap€ U BOUHCTBEC, ONPCACIIACT MPUHIIUIIBI B3aHMOHeﬁCTBHH MMOATHYSCKOM M IEBYESCKOH CO-
CTaBJIAOIIUX. HOKaSLIBaCTCH, YTO B S3BIKE CJIABJICHHUS YMHA «3a MPUIIMBOK O 3[IpaBUM rocyaaps» COXpPaHAIOTCA
IIO3THYCCKHUEC U IICBUCCKUC HpI/IéMI)I, CJIOXUBIIUECCA B XpHCTHaHCKOfI JOKCOJIOTHH. CnaBieHue B TEKCTaxX YMHA
OPOU3BOAUTCA TPAAULUOHHBIMU MOITUYCCKUMU U IICBUYCCKUMU HpI/IéMaMI/I, cpean KOTOPbIX OCHOBHBLIMU SIBJIAIOT-
Cs MPOCTpPAaHHBIC PACIICBbI U «IMIPA3AHUYHBIC) TJIACHI. OCHOBHEIM CIIOCOOOM BBIJICJICHHUA 3HAYUMBIX CJIOB TCKCTa
ABJIACTCA UCIIOJIB30BAHUC qbum uauy.

Takum 06pa30M, B MMOSTUYCCKUX TCKCTAX MPA3AHUYHBIX O6pHHOB TNETPOBCKOI0O BPEMCHHN aKICHTUPYETCA HE TOJIb-
KO TpaAUIMOHHO XPpUCTHUAHCKAsA, HO U TOCyJapCTBCHHAs1 CUMBOJIUKA.

KiroueBnie ciiopa: PYCCKO€ XOPOBOE€ HCKYCCTBO, PYCCKasA JyXOBHAsA My3bIKa, MOJIUTBOCJIOBU O IApE€ 1 BOUHCTBE,
TICCHOIICHUA LEPKOBHOTO YMHA, ITTaChI, PACIICBBI, YNH ((333,I[paBHOI>'I Hauim).

Prayers for the Tsar and the Army in the Texts of the Ceremony

L ———————————————— —_——»

of the “Grace Cup” of the Late 17t and Early 18" Centuries

The article examines the issues of formation of the panegyric genres of the art of Russian choral singing. The
object of the research is the ceremonial sequence of the “Grace cup.” The aim of the article is to reveal the singing
techniques of glorifying the image of the tsar in the musical-poetical texts of the ceremonial order. The goal of
the research is research of the history of the emergence of the ceremonial order, its structure and components. The
specified issues have previously been touched upon by historians, philologists and musicologists upon analysis of
the ceremonial order of the “Grace Cup” and one of its variants — “For a Cup for the Health of the Sovereign.” The
chants of the church ceremonial order are studied by the author based on manuscripts of church singers’ books,
which include the Ordinary, on linear notes of the late 17th century, including the cycle of chants “The Grace Cup is
still Present.” This presents the main material for research. The topicality of the work is determined by a new angle
of study of the chants of the ceremonial order. The author discloses the texts including prayer recitations for the tsar
and the army, defines the principles of interaction of the poetic and chant constituent parts. It is shown that in the
language of glorifying the ceremonial order “For a Cup for the Health of the Sovereign” the poetic and chanting
techniques, which emerged in the Christian doxology, are preserved. The glorifying in the texts of the ceremonial
order is carried out by means of traditional poetic and chanting techniques, among which the basic ones are the
spacious chants and “festive” glasy. The basic means of accentuation of significant words in the text is the usages
of the fity and litsa.

Thereby, in the poetical texts of the festive ceremonies of the time of Peter the Great not only the traditional
Christian, but also the state symbolism is accentuated.

Keywords: the art of Russian choral singing, Russian sacred music, prayer recitations for the tsar and the army,
church ceremonial chants, glasy, chants of the ceremony of the “Grace cup.”
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CTPYKTYPA U MY3bIKA YEPKECCKOIO (AABITCKOTO)
MOXOPOHHOIO OBPAAA «[MCbIX3I'b3» («<MAAY HAA BOAOW»)

JHUM W3 BaXHEHIINX OOpAIOB KU3HEH-

HOTO IHMKJIAa YepKeCOB (aJbITOB) SIBIAETCS

MOXOPOHHBIA 00PSIT — Xb2022b9, KOTOPBIH
3aKaHYMBAETCS] IIOMHUHKAMH YCOIIIIETO — X63031)cC.
[ToxopoHHBIH 00psia 00pa3yeT 0Co0YI0 CHCTEMY CO-
LIMATbHO 33JaHHBIX HOPM WJIM MPaBHJI TOBEACHHUS,
CTporoe coOMIo/IeHNe KOTOPHIX ABJSIIOCH 00s3aH-
HOCTBIO Ka)XIOTO ujeHa 3THoca. llorpeGampHbIN
o0psin 4epKkecoB (aAbITOB) CIEAYeT CUHMTATh pas-
HOBHJIHOCTBIO KEPTBOIIPHHOIICHUH, Onaromaps
KOTOPBIM [IyIlIa YMEPILIEro Mepes MepeposkacHIEM
JOCTUTAET JTOCTATOYHOTO YPOBHS PUTYATbHON UH-
cToThl. IloaTOMy TpaBHIBHOE BBIIIOJHEHHE BCEX
PHUTYaNoB, [0 MPEACTABIEHUSIM YePKECOB (aIBITOB),
JOJDKHO OBIIIO CIIOCOOCTBOBATH O€CCMEPTHIO AYIIIH.

Onucanne Hanbojee apxXaWdyHBIX 3JIEMEHTOB
ITOXOPOHHOTO 00psifa YepkecoB (aABITOB) BCTpEUa-
eM B paborax eBporneiickux aBropoB XIII—XIX BB.
k. Uarepuano [5], ®. Hrobya ne Monnepe [10],
k. bemna [1], Xan-1llapns ne becca [2], Teby ne
Mapunbu [12] u np.

BepoBanus depkecoB (aIpIrOB) HOCHIIMA TIOJNH-
TEUCTUYECKUH XapaKTep, MOCKOJIbKY Psili 0OpsiIoB
(B wacTHOCTH, TTOXOPOHHBIN) CBSI3aHBI C OOparie-
HueM kKo MHOTHUM OoxectBam. A. T. Illopranor
MIPEINPHUHSI TOMBITKY CHCTEMaTHU3alluU aJbITCKIX
00XKECTB 0 00pa3Iy MPEBHETPEICCKOIO MAHTCOHA
6oros [15]. OH menwi UX Ha KOCMOTOHUYECKHE! U
XTOHHYECKHE?, Bo3raBisiembie Txss — Txamrxo (Be-
JIUKWH O60T) — BEPXOBHBIM 00KECTBOM a]IBITOB.

Kak u3BectHo, 00psia «I1cbixarsm» (Oyke. «Ilnau
HaJ BOZIOW»; ncbl — BOIA, 2bblH — IJIAKATh) CBA3AH C
[TIOMCKOM TeJla W MOXOPOHAaMH yIIW YTOHYBIIETO,
IJe UMENI0o MeCTO oOpalieHre K XTOHUIEeCKOMY 00-
XKeCTBy — borumue Box [lcwixo-I yauia® v KOCMOTOHH-
yeckoMy OoxkecTBy — Oory aymu [lcamxa.

IIcbixo-T'yamu umenu BUJI KPACUBBIX KEHIIVH,
pacuécriBatonux cebe Bosocsl. «Ecnm mpu BeTpe-
Ye ¢ HUMH HCITyTaenbesl, TO 3a00IeelIb, a eClii He
WCIYTaeIIbCs, TO BPEAHOE IEUCTBUE UX HE CKaXKeT-
csi. OHM MOTYT TIOTFOOUTH CMEPTHOTO U JIaXKe BCTY-
[IUTH C HAM B TaiHyIO0 CBA3b. CUUTANH, YTO KaXaas
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peKa UMEeT CBOIO “TOCTIOKY ™ (Tyal)», — OTMeYaeT
JI. . JlaBpoB [7, c. 203]. Ilcexo-I'yamm BecbMa
MACCUBHBI M MOTYT IPOCTO HaXOAWUTCS B PEKe, Jie-
KaTh B BOJIE UM YXOJUTH B BOIY.

«I1chIXarpa) — CrienManbHBIN YepKeCCKUi (apIr-
CKHii) OOps/A, KOTOPBIA OOS3aTE€IbHO IPOBOAMIICS
Jake B TOM CIly4yae, €CI TeJO0 YTOHYBIIETO ObLIO
HaJICHO M TIOXOPOHEHO Ui BOCCOENMHEHHS €ro C
nymioi. OH SBISIETCS HANOOJIee THITMIHBIM 1 perpe-
3€HTaTUBHBIM JIJISI YePKECCKOH (aIbITCKOM ) TPAIHIIIH.

OrnurcaHne epeMOHUH ITOUCKA TyIIH YTOTICH-
HHKA BCTPEUYAETCS Yy HECKOJIBKUX aBTOpoB — J[. Ma-
yaBapuanu u U. bapronomes [9], JI. U. JlaBpoBa
[7], I. ®. Yypcuna [14], A. T. lllopranosa [15],
UI. . Waan-Unst [4] u op. [3; 13].

Paccmorpum 00psan «Ilcexarsa». Ilocme Toro,
Kak CeMbs y3HaBala O HECUacThe, OTMOBELIAN POA-
CTBEHHHKOB, COCE/IEH M CENlFYaH, KOTOpBIE MO3IHEe
y4acTBOBajM B 00psize. [1aBHas poik B HEM OTBOAM-
JIach PUTYaJIbHOMY HaWTPBIIILY, UCTIONHIEMOMY Ha Ka-
MoLie* TPUTTaEHHBIM KamblLisnuwia® . J1ist ero mpose-
JIeHHs1 cCOOMpaach MpoIeccus, KoTopast AeIniach Ha
JIBE TPYMIIBL. 3aTeM BCE MPHUCYTCTBOBABIINE MOJYA,
MO/ 3BYKH PUTYaJIbHOTO HAWTPHIIA Ha KaMbLIE U C
HEOOXOAMMOM IS TAKOTO CITydas MITUIIEH — ETyXOM,
JIBUT'AJIMCH BIOJIb Oepera pek. [1o mudorornueckum
MIPE/ICTABICHUSIM aJbITOB CYHTAJIOCh, YTO TIOCHE
CMEPTHU CBSA3b MEXIy AYIIOH M TEJIOM 4YesOBEKa CO-
XpaHAETCS U «IyIlla yTOHYBIIIETO YEIOBEKa OCTAETCA,
110 HAPOJTHOMY TOBEPBIO, B PEKE €ILIE JHEU MSATHA-
1ath ¥ OIy»1aeT MO BOJOI0, OKOJIO TOTO MECTa, Tie
oH yToHY» [9, c. 81-82]. JIromu BepwiH, YTO B TOM
MECTe, IJIe IPEPHIBANIACh MEJIOANS, ¥ IIPOU3OLILIO Tie-
yabHOE coObITHE. ECin ke Tenno He OLUTO HaineHo,
TOTJa MHOTOKPATHO TIOBTOPSUTM 3aKJIMHAHHUE-TIPOCH-
Oy, oOpamasce k 6orune Boj [cexo-I'yama u 6ory
nymu [lcatxa ¢ HagexaoH, 9To WX Mpockda Oymer
yCIIBIIIaHa U BEPHET YTOTUIEHHUKA FIJTH XOTS OBbI BO3-
BpaTuT ero nyury. JlaHHas nporenypa Obuia Heo0Xo-
JIMa JUISL TOTO, YTOOBI BHIMOJIUTH TEJO MOTHOIIETO
y O60orMHH BOJ, MOBEAAB O €ro >ku3HU. Kommosumus
oOparieHust, B KOTOpPOi TEPEUHCISUINCH BCe TOOphIe
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JIeSTHUST TIPOMABIIETo0, B IIEJIOM HOCHJIA OTKPBITHINA
MMITPOBU3AIIMOHHBINA XapakTep. CamMo BO33BaHHE K
6oram M3HaYaIFHO IIIJI0 U3 A3BIYECTBA M OTIINYAJIOCh
CTETIEHHOCTHIO M TOPKECTBEHHOCTHIO. Eciu Teno He
YAABAIOCh HAWTH W TIOCIIE ATOTO, TOIJAa YYaCTHUKU
HEPEMOHHH CTAPAINCh PU3BATH €T0 Y1y, KOTOpas,
M0 WX MHEHHIO, OCTaBanach Ha mecte rubemu. Mc-
TIOJTHSAS. HaWTPBIII, TPOIECCHs BO3BpaIaiach B ayll,
CUHTAas, YTO JYIIIA «BEPHYIACH» C HUMH. 3aTe€M Ha4IH-
HaJIUCh TIOXOPOHBI TYIIIH.

Ilo npyroii Bepcuu, nof03BaB Aylly, €€ IOMe-
Ay B CHEIHAIBHBIA COCY., 3apaHee IMpPUTOTOB-
JICHHBIH, 3aT€M HaKPHIBAIN €T0 HEOOBIIUM KYCKOM
IIKYPBI JKEPTBEHHOTO OBbIKa W 3aBSI3bIBAJIM, YTOOBI
OHa BHOBb HE «ynerena». llocne puryanbHBIX gei-
CTBUIl BCE yYaCTHHKH TOPJKECTBEHHO, MOJ| 3ByKH
HAWTPHIIIA, TPUTAHIIOBBIBAsA, BO3BPAILAJIICH B aysl
Y TIPOBOAMIIN TIOXOPOHBI.

O06psia «I1chIXarpI» YCIOBHO MOYKHO Pa3AeInuTh
Ha CEMb Pa3leloB, a B ClIy4ae, €Ciid TeJ0 MOrud-
IIIETO HE HAaXOAWJIH, OH JOTOJHSIICS JBYMS HOBBI-
MU pUTyaJIaMU U 00IIlee YUCIIO JOCTUTANIO JACBSTH.
3mecy paccMaTpHUBaeTCsl BTOPOW BaphaHT, TaK Kak
OH CIJIO)KHEE MPEIBIAYIIEr0 He TOJBKO MO CTPYKTY-
pe, HO 1 TI0 CEMaHTHKE.

Cembsi TIOTHOINIETO, TOJYYUB COOOIICHHE O
neyasrbHOM COOBITHM, HadWHAlla €ro OIJIaKHBAaTh
B oMe (nepsuiii pasoen). Bo emopom paszoene co-
OpaBiIriecsi POICTBEHHUKH M OJHM3KHE O] 3BYKH
PUTYalnbHOTO HAWTPHIIA COBEPIIATN IEPEMOHH-
aJbHOE IIECTBHUE JUIA TIOMCKA YTOHYBIIETO UM JIOB-
JIM TyIId Ha Oepery pexu. Tpemuil pazden CBs3aH ¢
obpamenuem k 6oruae Box Ilckixo-I'yamre u uzimo-
JKEHHEM TPOCHOBI O TOMOIIH B IIOMCKaX YTOHYBIIIE-
ro. Ecnu Teno He Haxommuy, To obparmairch K 60ory
nymm Ilcarxa, 9T0OBI OH TTOMOT HAaWTH IYNIy II0-
rudIIero u mpu3Bath e€ K HuM. JlestHus mporaBiie-
IO MEPEUHCISUIA B YemeEépmom paszoeie; B Namom
MIPU3BIBAJIH AYIIY TOTHOIIETO; B ilechiom TPOXOan-
JI0 BBUTABIMBAaHUE JTyIIN IPU TIOMOIIH JYXOB PEK; B
cedbMOoM JyIIa IOMEIIANACh B CIIEIUAIBHBIA COCY/T
JUISL TIEPEHOCAa K MECTy 3aXOpPOHEHUS; B 80CbMOM
MIPOIECCHS TPENMPOBOXKAANIA AYIIy B ayll Ui MPO-
BEJICHUS TIOXOPOHHOTO 00psAna. M HakoHen, oxoH-
yaHue — Tiepexo] 0opsaa MONCKa yTOHYBIIIETO B T10-
XOPOHHBIN 00pA/ (BOCCOETUHEHNE TeNa U TyTIH).

Hexortopsie paznensr 00psia MOTIIH OITyCKaThCs
(B wacTHOCTH, YETBEPTHII): €CIHM TEIO HE HAXOAU-
71, TOTAa McKau aymry norudmero. Kpome storo,
4eTBEPTHIA KM CENbMOUN pa3zenbl B cilydae, €clid
BCE-TaKM TeJIO OBLTO HAWACHO, HCKITIOYAIH U TIepe-
XONIWJIH K TTOCIEAYIONUM PUTYaIaM.
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CrnoxHOe B3anMOIEHCTBHE TIPOHCXOIUT B 00psi-
ne «IIepxarea» Mexay MuGoM, My3bIKOH U CJIOBEC-
HbIM KoMmoHeHTamu. OOpa3syercss cBoeoOpasHas
TpHuaga: cyObeKT (MHCTPYMEHTAIbHBIH HAWTPHII)
— peUHUIUeHT (MMOKPOBUTENH, OOKECTBO) — OOBEKT
(denoBek, ¢ KOTOPBIM MPOU3OMIEN HECUACTHBIH CITy-
gait). BzanmozeicTBrue BceX KOMITOHEHTOB TPHAIbI
oTIpenessieT CTpyKTypy oopsna. Eciu npencraButh
e€ Kak cBOEOOpa3Hyl0 CHCTEMY, TO MOXKHO BBIe-
JIUTH TPH YPOBHA: A — KaMBUIAIIIIA, UCTIOTHSIOIAN
PUTYalbHBI HaWTrpeill-oOpanieHue, B — TOKpo-
BuTenb oopsna (6oruna Box llceixo-I'yama u Gor
oy [lcarxa), C — yTOHYBIINI YelIOBEK, 32 KOTO-
poro obpamatorcs K mokposuteiabHue. [Ipu pac-
cMoTpeHnu ypoBHeH 4 u C, MBI MOKEM OTMETHTH
TEeHJICHITUIO K UX 00beAMHEHHUIO. /{7151 O0IBITHHCTBA
aJBITCKUX O0OpPAI0OB XapaKTEPHO TO, YTO HUCCIIETye-
MBI ypOBEeHb B mpezacTaBisier coboi oOparieHne
K 00KECTBY-TIOKPOBHUTEIIO, CBI3aHHOE C IMOMBITKON
Marm4eckoro BO3ZecTBHA Ha mpupoxy. Hemamo-
BaXHO W TO, YTO B Bcerna sBIsSETCS LEHTPATbHBIM
paszaenoM oOpsiia U He 00bETUHSIETCS C APYTHUMH.

Bo Bpemst o0Opsna KamMpUIAIIIIA TIOX HEW3MEH-
HYI0 MEJIOJHUIO PUTYaJIbHOTO HAWTPHIIIA COBEPIIAET
XOJI C MIPUCYTCTBYIOIIMMHE BIIOJIb Oepera peku K me-
cry Tparequu. Tam oHU oOparnaroTcsi K OOTHHE BOA
[cexo-I'yame u x 6ory mymm Ilcatxa ms moncka
Iyl TIOTHUOIIEro, 3aTeM OT CBOET0 UMEHH B (popMe
Oecepl MPUCYTCTBYIOINE U3J1araioT CBOIO MPOCKOY.
Bo mHOrOM OHa fABISIACH OTAEIBHBIM TEKCTOBBIM
IUIACTOM, HE OO0pa3ylolMM BHYTPH CKOJBKO-HH-
OyIb CBSI3aHHOTO TIOBECTBOBAHWHSI. JDTO MOIVIH OBITH
JUTMHHBIE TEKCTHI, HE (YHKIMOHHPYIOIIUE B Ipy-
rUX 00psAAax WM BOOOIEe OBITYIOIIHE BHE OOpsa.
OHH HCTIONHATHCH JIIOOBIM M3 MPUCYTCTBOBABIIIHX,
IJe M3Jaraiich J0oOpbie JIESHUSI YTOHYBIIETO, JJIs
TOTO YTOOBI YMIJIOCTUBUTH OOTOB M BEPHYTH UM €TO
nyury. JlaHHOe oOparieHue SBIsIOCh My TEIEeCTBIEM
B BEPXHUH MHD, MOCIIE KOTOPOTO JKJaJIi BO3BpaLIe-
HUS OyIH yTormrero. Mudomorus B TaKux cirydasx,
o Belpakenuto b. H. Ilyrtunosa, npssmMo BHepsET-
Csl B pHUTYyaJl, 3aXBaThIBasi KyCKH TEKCTOB, MEpeIaBasi
UM cBomX TepcoHaxked [11, c. 91]. YmomsHyTteie
oOpaleHus: He CyIIeCTBYIOT U HE pacCKa3bIBalOTCS
BHE OIPENENEHHBIX 00pPAIO0B, XOTS COIEpXKaHNE MX
ropaszio MIHMpe, YeM MPOCTOE OMHUCAHKE. DTO CBOETO
pOAa pUTYalIbHBIN TEKCT, M OH TOKIECTBEH OO Iy.

Oco0r1ii nHTEpEC B KOHTEKCTE 00psana «lIcprxa-
I'B3» TPENCTABISACT KAMblLlb, TAE €My OTBOAWUTCSA
OJIHa M3 MIaBHBIX poJied. Ha HEM urparor crenu-
aJbHBIM pUTyalNbHbIM Haurpeim — <«lICBIX3rea»
(«Ilmag HAnm BOmOIl»), CHOCOOCTBYIOMIMI TMOWCKY
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Tena ytoHyBiiero. Bo Bpems o0psana Hau-
TPBITI 3BydYal 70 TEX IOp, IOKa He 00Hapy-
KUBAJIM YTOIUIEHHWKa. HecmoTpsi Ha 37O,
PUTYaJIbHBI HAWIPBIIL, HCIOIHIEMBIA BO
BpeMs MIECTBHA, NMPHOOPENT HEKOTOPYIO aB-
TOHOMMIO TI0 OTHOIIIEHHUIO K CaMOMy O0Opsiay.
O6pamenue k 6oruae Boxa llceixo-I'yama u
K Oory aymm Ilcarxa sBisieTcsl IEpBUYHBIM
MOTHBOM, KOTOPBII OTXOAUT HA BTOPOM IIJIaH
1 Jake co3maéTcs BIEYaTiIeHHe, YTO OH 3a-
OBUICS; BO BpeMs 3TOro oOpsina mepenaéres
SMOLIMOHAIFHOE COCTOSIHHE yYAaCTHHUKOB PH-
Tyana. JlJi1 MCIONHEHUS PUTYalIbHOTO Hau-
IphIla KaMbUTh WHOTJA 3aMEHSUTHA aJ[bITCKUM
CTapUHHBIM CMBIYKOBBIM WHCTPYMEHTOM —
aJBITCKOM CKPUIIKON — WUYenUUHO.
[HomMumo KambUIs (MIIM TIMYETIIIMHEL), B
oopsane «IIceIxare?», Kak yke OTMEeyanoch,
WCTIONB30BAJICSL METYyX. 3BYK, H3aBaEMBbIil
M BO BpeMs pHTyaja, TPAKTOBAJIM KaK 3HAK
TOTO, YTO UMEHHO 3/IeCh IPOU30IILIO MeYallb-
HOe coObITHe. JlaHHbINA 00psia ObiTOBAN y a0-
Xa30B IO/ Ha3BaHHEM «ATICTrapay, MOIy4HB
€ro OT HAMMEHOBaHWs OCOOON PHUTYaIBHOM
necHu 6e3 0B, KOTOPYIO HCIOJHSITH BO Bpe-
Mms ero cosepuieHns. «Ilocpenu peuku, okomo
OypIlifoKa CTaHOBUTCSI CAMBIN ONM3KHUN H JIIO-
OMMBINA 1T TIOKOMHHKA 4denoBek. OH JlacKo-
BO YIrOBapHWBaeT IYIIy YTOIUIEHHWKAa BOWTH
B OypIIOK, 9TOOBI OTIIPaBUTHCS K MECTy Bed-
Horo yrokoeHus. Hapon, crost mo obenm Ge-
peram pekw, MoéT Mo 3ByKH ““‘anxsipiia’™ win
CBHUpENN 0COObIe MEeCHHU ‘‘arcTrara’, a 3aTeM
C TECHAMH, CIEHUATbHBIMU TaHI[AMHA HECET
3aBsI3aHHYIO B Oyp/IroKe’ AyIly Ha MOTHITY», —
mumet [.O. Yypceun [14, c. 193-194].
WNwmepeTtnHsl ans MOWCKa YTOIUICHHHUKA
IyCKaJu B BOMy KyCOK xyieba ¢ cepeOpsHbIM
JIBYTPUBEHHBIM CBepXy. CHHTANIOCh, UTO TaM,
rae xyied OCTaHaBIMBAETCS W HAYMHAET Bep-
TETHCS, U HAXOAUTCS TPOTABIINH.
Kapauaesip! 1 6akapiisl Bo Bpems oopsiaa
WTPAJIH Ha CblObI3ebl — CBUPEITH: «. . . JTIOIH TITy-
OOKO BEPWJIH, YTO COIMPOBOXKIAEMAsT MY3BIKOH
TIECHS IOMOT'aeT HAMTH YTOIUICHHUKA, KOO OHU
JOJDKHBI OBUTH 3a100pUTh OOKECTBO BOIBI»®
[8, c. 20]. Ecm uepkech! 1 abxa3bl HCKAJIH TEJI0
MIPOTUB TEYCHUS PEKH, TO KapavdaeBibl U Oas-
Kapllpl — 10 TEUCHUIO PEKH, TPHU ITOM «HAYT
K peke ¢ MeTyXoM, YOe)KIEHHbBIC B TOM, YTO Ha
MECTe, TJIe MOKET OKa3aThCsl yTOIUICHHUK, T1e-
TyX 3aKpuau™ [6, ¢. 137].00psi1 «BbUIABINBA-

HUSI Iy1I» ObITOBAJI My CBaH, KOTOPBIC MPUXOIAT K MECTY
THOEITH ¢ OYPAIOKOM, CKPHITKOM — YHAHyPH’ M TIETYXOM.

OOpsiIpl, CBA3aHHBIC C MMOMCKAMU W MTOXOPOHAMH He-
JIOBEKa, YMAaBIIETO CO CKAJIBI WIIH C IEPEBA, BECbMa CXOXKH
C O0OpSIIOM «ITOMCKA IYIIM», HO C TOW pa3HUIICH, UToO Tie-
pea HavaJoM €ro MOWCKOB M JTAThHEHIIIMME ITOXOPOHAMH
HE00X0MMMO OBLIO TIPUHECTH B KEPTBY «KO371a wim Oapa-
Ha (HO HE KO3) U YMOIIUTh «BIABIKY ITHX TOP» ITO3BOJIHTH
MOAHSATH ITOruomero'”.

Cy1iecTByeT eAMHCTBEHHAS ayIl03aIuCh YEPKECCKO-
0 (aABITCKOTO) PUTYyaIbHOTO HauTphIma «[IchIxarsa», uc-
TIOJIHEHHOTO Ha Kambiie B ayne Kome-Xabmp Xabe3ckoro
pationa KapawgaeBo-Uepkecun (1949) Hyxom Kommoxo-
BbIM (p. 1878)!! (mpumep Ne 1).

Hawurpeim kampuisa u3 00psina «IIcbxarsan.
Horamus A. B. I'yaeBoit
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Oco0BIif HHTEPEC MPENCTABISIET TAKXKE F €THHCTBEHHAS
ayImo3arnych BOKTbHOM Menoann «lIcerxareay («Ilmad Hax
BOJIOI»)'%, McTIONTHEHHOH | 3aduKcrpoBaHHON B Hanbunke
(1961) 3apamykom Ilaryposrnuem Kapmaurymessim (1918—
2008) (mpumep Ne 2). B mom3aronoBke UMeeTCs yKa3aHHe
— «Txpompaly makwpaMd» («Menmomust obparienus»). Hc-
TONTHSUTHA €€, BEPOSITHEE BCETO, BO BPEMS IIECTBUS, YTOOBI
KaMbUISIIIA MOT' IEPEIOXHYTh, XOTSI CJIOBO «TXbAIb3ly» B
JIOCJIOBHOM TIEPEBOJIC O3HAYACT «IIPA3JHUYHAS Tpares3ay.
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Ota OpuruHaigbHas OJHOIOJOCHAs MEJIOAUS UCIIOJIHEHA ¢
DTyOOKOH MCHXOJIOTHYECKOH BBIPA3UTEIHLHOCTBIO.

IIpumep Ne 2 «IIcbxares. Txpanlay MakbIMI».
(«I1mag Hag Bomoit. Memomust oOparieHust K O0THHE BO).
Hotanus A. B. I'yueBoii
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OOpsinoBas GyHKIMS pUTYaTbHOTO HauTpbia «[Ichrxa-
I'b2» yTpadeHa. Ero My3bIkanbHbIE CBOMCTBA [0 CHX TIOP HE
uccneoBaHbl. J|aHHBI HaWTPHIII MMEET OPUTHHAIBHOE
Ha3BaHWE, WACHTHYHOE MEPBUYHOMY JIOKAJIHHOMY YepKec-
CKOMY (aBITCKOMY) OOpSTy TIOMCKA AYIIX YTOHYBIIETO.

Hapsny ¢ apxamdeckumu 0COOEHHOCTSIMU, MAHEPOU UC-
TIOJTHEHNS, 0003HAaYMM KOMIIO3UIIMOHHYIO CTPYKTYpY Hau-
TPBIIIa, OCHOBaHHYIO HA MHOTOKPAaTHOM TTOBTOPEHHH TIaphI
nepuoguunocteit  (atal)+(b+bl)+(ctcl)..., macmTaObl
pasnenoB KOTOPOM COOTHECEHbI KaK paBHOBENWKHE. Puty-
TBHOMY HaWTPHIITy CBOWCTBEH BAPUAIMOHHBIN TUIT pa3BU-
THS C HE3HAYUTENHHBIMU M3MEHEHUSIMU. EMy CBOHCTBEHHEI

3NIEMEHTHI PENPHU3HOCTH. B ero ocHoBe jiexar
MIOAB)KHBIE WHTOHAIIMOHHBIE CTEPEOTHUIIBI C
OIIOpOil Ha CaKpaJbHYI0 U OOpasHyi0 MOHO-
MIPOTPaMMHOCTh, B COEIMHEHHH C MOHO(Op-
MYJIBHBIM THIIOM HHCTPYMEHTAJBHOTO BapHa-
LIMOHHOTO Pa3BUTHSL

Takum obOpa3om, paccMOTpeB 0OpsA
«I1cBIXarB3», MBI MOXKEM OTMETHUTH, YTO C Of-
HOI CTOPOHBI, OH HOCWJI CaKpajbHbIN Xapak-
Tep, ¢ APYTOH CTOPOHBI, ITTABHOH €T0 IIENbIO SB-
JISIOCH YKeJIaHKe BO3IEHCTBOBAThH U TIOMYNHHUTH
cebe cuitbl pupoabl. «IIChIXare?» — MOXOpOH-
HBIN 00psi, comepKalyii B cede 1 KOMIDIEKC
MIPEICTaBICHUN O XM3HU U cMepTd. OH 3aHU-
MaeT BeChMa Ba)KHOE MECTO B PUTYaJbHO-MHU-
(horormuecKkor TpaaUIMK YepKEeCOB (a/IBITOB).
Oco0ast 3HaYMMOCTb TIPEACTABICHHOTO TIOXO-
POHHOTO KOMIUIEKCa OOBSICHSIETCSl HECKOIbKH-
MU TIpuduHaMu. Bo-TiepBBIX, 3TO MOCIeqHUI
pHUTyall B )KU3HH YEJIOBEKA; BO-BTOPBIX, HMEH-
HO B HEM XXW3Hb U CMEPTh CONPHUKACAIOTCA U
[IEPECEKAOTCS KaK HU B KakOW JPyrod cuTy-
armu. VccnenoBaHHBIN OOps/I MOWCKA TyIIH
YTOHYBLLETO AAET LICHHBII MaTepya Iyl OCBe-
IICHUS TIPEICTABICHUI YePKeCOB (aIbIrOB) 00
OKPY’KaloIlEM MHpPE M PEIUTHO3HBIX BEPOBa-
HusIX. «IIcpIXarpI» mpencraBiseT coOol KOM-
IJIEKC PUTYATbHBIX JEUCTBUM, MPOHMU3aHHBIX
CIIOKHEUTTICH MU(OIOTUIECKON CEMAaHTHKON U
MIPEICTABICHUAMH O JTyXaX yMEpIINX, YTO 3Ha-
YHUTENBFHO JOMONHAET KapTUHY PETUTHO3HBIX
BEPOBaHMI YEPKECOB (abITOB).

< MPUMEMAHUA (<

' K KOCMOTOHHYECKHM, TO €CTh K BEPXHEMY PaHTY
0oro., He UMelOIINX 00pa3a, oTHocsTes: Txamrxo (Benu-
Kuit 6or) — BepxoBHOE OOkecTBO anbiros, Llubmne (mMon-
HHs) — OOT rpo3bl M MOJIHKH, Yaiuxo (cuHee Hebo) — 6or
HebecHoro cona, Ilcarxa — Oor aymu, npeObIBaIOIINA
Ha HeOe W BO3MVIABJISIOIIMIN €XKETOAHBIA MHUp OOroB Ha
Omxamaxo. Ilcarxa Besmecyll, crocoOeH BO3ICHCTBO-
BaTh Ha NPUPOIY — YCMUPSThH yparaHsl, OypaHsl, Oyury-
IOIINIT OKeaH; B )KEPTBY eMy IIPHHOCHIIM OEIIyI0 KO3y.

2 B 4HCIO XTOHHYECKUX (AHTPOMOMOP(HBIXM) CY-
LIECTB BXOAAT: MasuTxa — OOr JIECOB M OXOThI, TXaraiemk
— Oor 3emstezenust ¥ 371akoB, Co3bIpern — 0Or JOMAIIHEro
ouara, AXHH — OOr KpYIHOro poraroro ckora, XbI-I'yama
— Oorunst Mopsl, [lcbixo-I'yama — Goruns pek, 3exkorxa —
0Or-IIOKPOBUTEINb HAC3THUKOB, AMBIII — OOT MEJIKOTO CKO-
ta [15, c. 28], B anpirckoit Mugosnorun Oor-nokKpoBUTENb
OBILICBOJICTBA, JKMBILIMK Ha 3eMJIe Cpely JIFoiel U Moruo-
I OT PYKH KpacaBWIIbI AXYMHIbI, KOTOpast 3arepla ero
B cyHIyKe U ymepTBuia. C KylbToM AMBIIIA Y a/IbITOB CBSI-
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3aHbBI 00bIYAK XOPOHUTH MMOKOHHUKA C OBIIOW X MOJINTBAMU,
00paI€HHBIME K AMBIITY 00 YBEJINYEHHH TIOTOJIOBbS OBELL.

> BO3MOXKHO, B psifie CIIy4aeB 3TO OMOCPEIOBAHHOE
oOpaiuenue k bornHe mops — Xbl-['yaue.

4 Kamwuio (kbaMbL1 — Kab.-uepk.; Scirpus lacustris — ka-
MBIII O3EPHBIN) — CTapUHHAS aJ(bII'CKas CBUPEIIb, KOTOpast
H3TOTaBIMBACTCS U3 KAMBIIIIA WK OPY>KEHHOTO CTBOIA.

5 Kamblisnuia — AHCTPYMEHTAITUCT, UCIIONTHUTENb Ha
KaMBbLIe.

¢ Anxvapya wmi anxuapya — IBYXCTPYHHBIA CMBIY-
KOBBI My3bIKaJIbHBI MHCTPYMEHT a0xa3oB. lmeHHO
anxpaplie NPUMHCHIBAIIOCH CBOUCTBO «... 3a3bIBaTh AYIY
B Oyptok», e€ Menoust OynTo Obl BEIpaXkaa MpU3bIBHBIC
caoBa: «Ter Hama! Ter Hamna! IToriaéM qomol, moiaém ¢
Hamu!» [14, c. 50].

7 Bypmrok ¢ TpPUKPEIUIEHHOH K HeMy cepeOpsHOi
HUTBIO TALlIWJIM HA BepEBKaX 10 LIEHTPY PEKH MPOTUB Tede-
Hust. CunTast, 4To JyIlia «JI0JDKHA BOWTH M3 BOZBI B OypIIOK
o cepebpsHOi HUTH» [9, c. 82], KoTOpyIO OmycKamu B



G/&\

My3blkaAbHas KyAbTypa HapoaoB Poccum

2017,1

Bofy. JlaHHast porieypa MpoJoibKaiach 0 TeX op, MoKa
OT UCTIAPCHUI BOIBI OH HE HAIYBAJICS, — «3HAYUT JyIa
yIKe TIOTaNIa B HETO; TOTJIa 3aTATHUBAIOT €r0 3TOH HUTHIO U
OTHOCST K POJICTBCHHHUKAM yTOHYBIIIETO, KOTOPHIC BEHIKY-
ITUB JyIITy, B TOT K€ JICHB BITyCKAIOT €€ 110 TOM HUTH Yepe3
0co00e, HAPOYHO JUIS TOTO CIICIIAHHOE OTBEPCTHE B MOTH-
Iy, Ta0BI TaM OIIATH OHA COCIMHIUIACK C TeJIoM» [9, . 82].
WHorna BMecTo cepeOpsHOI HUTH HCIOTB30BAJICS MIETKO-
BBIN IIHYp M HOBBIH Oypmrok [14, c. 193—194].

[To npexacraBieHussM abxa30B, €CIIH HE TTOXOPOHUTH
JYITy YTOIIIIETO, OHA «OTACTSACTCS OT Tella M OCCIIOKOUT
CBOMM HOYHBIM IIOSIBIICHHEM YK€ MOXOPOHEHHOTO IO-
KOMHMKa, TOKa €€ HE BBUIOBSIT» [4, ¢. 66] U HEe TIOXOPOHST.

8 B kapavaeBo-Oankapckoil MHU(OIOTHH TTOKPOBH-
TeNbHUIEH BOJBI BbICTynaeT DHeked. CornacHO Hapon-
HBIM TIOBEPHSIM, BHCITHE OHA HAIMOMUHATA XCHIIUHY C
JUTMHHBIMH CBETJIBIMU BOJIOCAMH U KHJIa Ha JTHE PeK, 03Ep
u BooéMoB [8, c¢. 20]. [TokpoBuTensIMU BOJBI B Kapayae-
BO-0ankapckoit MAGOIOTHH, IIOMUMO DHEKew, Oputn [laH-
mettup u CronemeH. Mx HasbBamu Cyy AHachl, TO €CTb,
Marepsio Boagr [8, ¢. 20]. KapauaeBiibl 1 Oankapibl «Be-
PWITH, YTO YTOHYBIIIETO 3aMaHMUIIA XO3sIiKa BOJIBI (CYy aHa-
CBI) WJIM 3aBOPOXKHIIM PYCaJIKH (Cyy KbbI3na)» [6, c. 137].

(D
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CTpyKTypa M My3blKka 4epKeCcCKOro (aAbirCKoro)
NOXOPOHHOro 06psiaa «IMcbixarbax» («MAay HaA BOAOH»)

CraThs MOCBSAIICHA CIIENHAIFHOMY YepkecckoMy (ampirckomy) obpsiay «llcerxarsa» («Ilmau Hag Bogoii»), CBsI3aH-
HOMY C MOMCKaMH IyIIu yToHyBIIero. OH sBIseTcs HanOolee THUIINYHBIM M PEIpPe3eHTaTUBHBIM IS YePKECCKOM
(ampITCKOM) HHCTPYMEHTANBHON TPaIUINH, TI€ ONHY U3 IIaBHBIX (YHKIHN BBHIIOTHAET CTAPUHHBIA MYy3bIKaIbHBIN
WHCTPYMEHT KaMblib. HCTPYMEHT HAJENWIH CaKpalIbHON CHIION, MMEIoIIe 00XEeCTBEHHOE MPOMCXOXKACHHUE U
MPOKJIAABIBAIONICH TPAaHHUIY MEXAY YEeJIOBEUYECKHMM IEPBONPEIKOM U OOXKecTBaMH. ABTOPHI BBIIEISAIOT B 00psae
Tpuany: cyovexm (MHCTPYMEHTAJIBHBIA HAWUTPBI) — peyunuenm (MOKPOBUTENb, O0KECTBO) — 0Ovexkm (UeIIOBEK, C
KOTOPBIM IPOM30IIEN HECUYACTHBIA cirydai). B3aumozeiicTBue yka3aHHBIX KOMIIOHEHTOB OOYCIIOBHJIO CTPYKTYpY
o0psima Kak CBO€OOpa3HyIO CUCTEMY, pacCMaTpUBaeMyIo B CTaThe. Beinenunu Tpu e€ ypoBHS: A — Kamblianuia, uc-
MOJHSIOUINH PUTYaNbHBIN HAUTPHIII-o0pamenue, B — moKpoBUTeNh 00psaa 6oruns Box Ilceixo-I'yama u 6or nymm
IIcarxa, C — yTOHYBIINH YETIOBEK, pagil KOTOPOTO 0OPAMIAIOTCs K IOKPOBUTEIBHHULIE.

PutyanpHbnii Haurpeim «IICBIXSTB3» HUMeEET psAl apXamdecKHX OCOOEHHOCTEH, CBA3aHHBIX KOMIIO3HIIMOHHOM
CTPYKTypoi u MaHepoil ucrnomHeHns. OH OCHOBaH Ha IOIBM)KHBIX WHTOHAIIMOHHBIX CTEPEOTHIAX C OIOpOH Ha
CaKpalbHYIO 1 00pa3HyI0 MOHOIIPOrPaMMHOCTh. He MeHee BakKHYIO poJib UrpaeT MOHO(MOPMYIbHBII THIT HHCTPYMEH-
TaJHHOTO BapHAIMOHHOTO Pa3BUTHSL.

[TombITKa PEKOHCTPYKIUH CTPYKTYpBI 00psaaa «IIchxarsa» npennpuHsaTa Buepssie. [Ipu ero aHanmse mpociexu-
BaeTCs B3anMojeicTBre Mu(a, My3bIKH U CIIOBA.

KiroyeBbie ciioBa: My3bIKaJIbHBIH (QOIBKIOP YepKecoB (abroB), «I1ChIXarba», 00psi MOUCKa YN YTOHYBILETO,
«IIna4q Hag BOOW», KAMBLTL.
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The Structure and the Music of the Circassian (Adyghes)
Funeral Rite “Psyheg’e” (“Lamentation under Water”)

5 .9

The article is devoted to a special Circassian (Adyghe) ceremonial rite, the “Psyheg’e” (the “Lamentation under
Water”), dealing with the search for the soul of the deceased. It presents the most typical and representative for the
Circassian (Adyghe) instrumental tradition, where one of the chief functions is played by the historical musical
instrument, the kamyl. The instrument was endowed with sacred power, possessing divine origin and interlaying the
boundary between the human primary ancestors and deities. The authors accentuate within the rite a triad: the subject
(the instrumental tune) — the recipient (the protector or deity) — the object (the person with whom the misfortune
occurred). The interaction of the indicated components stipulated the structure of the rite as a peculiar system, which
is examined in the article. All three of its levels have been accentuated — 4 — kamy! apsha, who performs the ritual
melody of addressing, B — the protector of the rite, the goddess of the waters of Psyho-Guasha and the god of the
soul Psat’ha, C — the drowned man for whose sake the protecting goddess is addressed.

The ritualistic tune “Psyheg’e” possesses a set of archaic peculiarities connected by a compositional structure
and manner of performance. It is based on movable intonational stereotypes with a reliance on the sacred and image-
bearing mono-programmatic qualities. No less important a role is played by the mono-formula type of instrumental
variant development.

The attempt of reconstruction of the structure of the rite “Psyheg’e” has been undertaken for the first time. In its
analysis the interaction of myth, music and the word is traced out.

Keywords: musical folklore of the Circassians (Adyghes), “Psyheg’e,” the ceremonial rite of search for the soul of
the deceased, “Lamentation under Water,” kamyl.
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®OHOCHEPA METATMTOANCA KAK PEHOMEH 3BYKOBOTO CUHTE3A:
K MPOBAEME D9KOAOTMUN AYAUAADHOW CPEADI

OBPEMEHHBI METaroiInC 4acTO CPaBHHUBA-

10T C JUKYHIJIIMH, OCHOBaHHEM JaHHON Me-

tadope CIYXHUT IMOBBIIIEHHAS OMACHOCTb,
KOTOPOW YENOBEK IOJBEPraeTcs, HaXOAACh B ITHX
MIPOCTPAHCTBAX, KAYKIOE U3 KOTOPHIX B BRICIIEH CTE-
MIEHN arpeCCHUBHO IO OTHOIICHHIO K Hemy. Pa3HAT-
Csl JINIITb UCTOYHUKHU OTIACHOCTH: B JUKYHIJISIX — 3TO
peajibHasi BO3MOXKHOCTb CTaTh JKEPTBOWM MUIIEBOM
[EMOYKH, B METAIIONNCE — IICUXOJIOTUIECKUH Tpec-
CHHT cpenpbl, TaryOHO! JIJIsl 370POBbS, a HEPEAKO U
*u3HH. B Tpuanme (akTopoB, HEraTMBHO BO3/ICH-
CTBYIOLINX HA YEJIOBEKA B TOPOAE, — IIIyM, CKOPOCTh
¥ TUIOTHOCTH HaceneHus. Ha mepBoM Ij1aHe CTOWT
IIyM, SIBJISIOLIMNCS 3BYKOBBEIM (DEHOMEHOM, 4YTO
00yCJIOBJIEHO OCTPOTOH CIIyXOBOTO BOCHPHSATHS.
OmuryrieHue koM¢popTa cpeabl 0OOUTaHMsI B ayHallb-
HOM TUJIaHE TEHETUYECKHU CBS3aHO C THUIINHOW U CO
3ByKaMHU TPUPONHOTO Mupa (HE cUMTas aHOMAlb-
HBIX — yparaHHOTO BETpa, M3BEPTaIOIICICs JIaBbI
U 1p.). DTOT CBOETO pofa AITAJOH 3IKOJIOTUYECKU
YUCTOW 3BYKOBOH Cpellbl B MPOCTPAHCTBE MEraro-
JMca CeTOAHs TONHOCTBIO yTpadeH. LluBmmzanus
MIPUBHECIA B HEKOT/Ia PeaIbHbI MHp TTOKOS U rap-
MOHHH MOITHBIE 3BYKOBBIE ITOCBHIIBI MHOKE€CTBEH-
HBIX UCKYCCTBEHHO CO3/IaHHBIX HNCTOYHHKOB 3BYKA,
COIPOBOXKIAIOIINX OBITHE YEIOBEKA B JIFO00M, Jaxe
BECbMa YNAJIEHHOW OT TOPOJICKOrO LIEHTpa TOYKE.
Ou4eBHIHO, YTO U3ACPKKH TEXHIMUECKOTO IMpoIecca
MPSIMO KOCHYJIUCh HE TOJBKO MPUPOTHON IKOJIOTH-
YECKOH cpesbl, HO Cpelbl KyJbTYPHOU, YaCThEO KO-
TOPOH SBJISIETCSA 3BYKOBON KOHTEHT COBPEMEHHOI'O
ropoja.

HanoMHuM, 9TO Hauajao W3Y4YEHHIO IKOJOTHUU
KyaeTyphl Obw10 mosiokeHo M. C. Jluxauésbim. B
IIMPOKOM CMBICTIE TOJT SKOJIOTHEN KYJIBTYpbl ydé-
HbII TOHUMAJ «BCE KyJIBTYPHOE HAcCIlIe/Ie YeJOoBe-
YECTBa» — COBOKYITHOCTH apTe(aKToB, TPEOYIOLIIX
coxpanenus. CpaBHHBas MeTaQOPUICCKH KYJIBTY-
Py ¢ IOMOM HeJoBeKa (OT rped. oikos — KUIUIIE),
y4IEHBIN YKa3bIBaJ, YTO «3a00THI KOJIOTOB JIOJKHEI
pacipoCTpaHATHCS HE TOJNBKO Ha YCIOBHUS, B KOTO-
PBIX JKMBET YENOBEK B MPUPOIE, HO U Ha yCIOBHS,
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B KOTOPBIX YEJIOBEK CYIIECTBYET B CO31aBAEMOM UM
Kkyasrype» [7, c. 91]. OrrankuBasch OT apxeTumna
«JIOM», OH TIPUMEHSIET K KYJIBType KaTeTOPHUIO Y000
cmea, 0TMedast, 9T0 «KYabmypa modcem Ovims 60-
Jlee 8bICOKOU U MeHee 8blCOKOL, KVIbMypa MoXdcem
bvimb bonee YOobHOU OJisl HCUZHU U MeHee YOOOHOT
[kypcuB Moil. — 4. K.]» [Tam xe, c. 92]. OgeBunHoO,
YTO TOBOPA 00 yI0OCTBE, aBTOP UMEI B BHJYy «Me€-
HEee BBICOKHI», HO HE MEHEE 3HAUMMBIH 111 YeIOoBe-
Ka cpe3, UMEHYEMBIA KyJIBTYpOU ITOBCEIHEBHOCTH,
BA)KHOM YacCThIO KOTOPOU SIBIISIETCS 3BYK.

YenoBek )KUBET B MUPE 3BYKOB, CIIyXOBOE CO3HA-
HUE — HapAAy CO 3pEHHEM M MHBIMH PELENTOPaMH,
orpeneisier TIyOMHY ero BOCHPHUATHS U OCTPOTY
MIepeKUBaHMM, TOKOJIBKY CpeJla ero KU3HEeAeATENb-
HOCTH MHOTOcocTaBHa. E€ koM(popTHOCTE omnpee-
JieHa HE TOJIbKO Ka4eCTBOM BO3AYIIHBIX MAacc WIH
BU3yaJM3UPYEMBIMH OOBEKTAMH, HO B OOJBIION
Mepe 3BYKOBOM COCTAaBIISIIOLIEH, aKTUBHO BO3/CH-
CTBYIOILICH Kak Ha (PU3UOJIOTHUIO YEIOBEKa, TaK U Ha
€ro HPaBCTBEHHYIO CYIIIHOCTb.

Hamomamnm: M. C. JIuxau€B HEOMHOKPATHO OT-
MeYaJl, YTO IKOJIOTHS MPUPOIBI U IKOJIOTHUS KyIbTY-
PBI TECHO CBS3aHBI, MO0 YEJIOBEK HE IMPOTHBOCTO-
WT TIPUPOJIE, @ COCTABISAET OO0 YacTh MPUPOIBD)
[Tam xe]. B cmry 3TOro oH 3aBHCHM OT KadecTBa
3KOJIOTUYECKOM Cpelibl — U IPUPOJHOM, U KYJIBTYp-
Hoit. Kak OHojIornueckoe CyIiecTBo — CTpaaaeT oT
HapyIIEHUS SKOJOTHYECKOTO PAaBHOBECHS MPUPOJ-
HOTO MHpa, HO HE MEHEee OTPHUIIATEIbHBIM OKa3bl-
BaeTcs JJIsl HEro HapyleHue OanaHca ayJquaibHOMI
CpeZbl JKU3HEAESITETbHOCTH — BaKHOW COCTaBIISIO-
e SKOJIOTUHU KyJIBTYPHOTO MPOCTPAHCTBA JKU3HU.
W 370 HeratuBHOE BO3JIEHCTBHE HE OrPAHMYEHO
HPaBCTBCHHBIMHU TATOJIOTHSMH, B OONBIIONW Mepe
OHO BIIMSIET HA 3[I0POBbBE, TAe Hauboiee yI3BUMBI-
MU OKa3bIBAIOTCA CIYXOBOE BOCIIPHTHE U TICHUXH-
YeCcKOe paBHOBECHE CYOBEKTa.

ITonumas mox aynuanbHOM Cpenod 3BYKOBOM
KOHTHHYYM, OKPY)KaIOIIWi YenoBeka, 0003HaYnM
ero repmuaoM M. E. Tapakanosa ¢ghorocgepa, o
CyTH KOTOPOTO YYEHBIA TOBOPHJ, UYTO 3TO YacTh
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«HOOC(hEpbI», «...HEKas MPHPOJHO-COLUAILHAS
LIEJIOCTHOCTD, HaXO/AIIast BRIPAXKEHUE B CTPYKTYP-
HO OPTaHM30BaHHBIX 3BYKOBBIX KOJEOAHHMSIX B HMX
aKyCTUYECKOM HEMOCPEACTBEHHO BOCIPHHHUMAE-
Moii (opme, U B popMe HECTBIIIUMOH, IJe 3BYKO-
BBl KoJeOaHWsl TPeoOpa3oBaHbl, MOAYIHUPOBAHBI
B paguom3nydeHus» (mut. 1mo: [4, c. 340]). Pa3Bu-
Bas AaHHy10 ujeto, M. I. BepmmHuHa npejuiaraer
OnMM3Koe K HalleMy MOHUMAaHHIO 3BYKOBOHM Cpebl
onpeneinenne: «Ilog gornocepoii noHuMaeTcs
3BYKOBOM KOHTHHYYM, PEIpPE3E€HTUPOBAHHBINA Kak
Ha MaTrepHaJbHO-IPOCTPAHCTBEHHOM, TaKk W ab-
CTPaKTHOM YPOBHSX, 3aITOJTHEHHBIN Pa3HOTUITHBIMHU
OHONIOTHYECKUMH (YaCTO HEOCO3HABAEMEBIE YEIOBe-
KOM), TEXHUYECKUMH U KYJIBTYPHO-CEMHOTHYECKH-
MU (OCO3HABaeMbI€ YEJIOBEKOM) 3BYKOBBHIMH CHCTE-
mamm» [ 1, c. 11]. Ot HEOCO3HABaeMbIe, CHOHTAHHO
BOCIIPUHHMAeMbl€ YeJIOBEKOM 3BYKOBBIE CyOCTaH-
LIMH, TaK)XKE KaK M OCO3HABAEMbIE, CHMBOIHYECKU
OKpaIIeHHbIE M COCTaBIISIOT 3BYKOBOW KOHTHHYYM
TOPOJICKOTO IPOCTPAHCTBA.

A. C. Jluxaués numrer: «Ob6pa3 ropoga mpea-
cTa€T mepea HaMH B JBYX acCIeKTax: B aclleKTe CHH-
XPOHHUU — €T0 BHEIIHUI OONHK KaK HaJIsHAS JaH-
HOCTb, U B aCMEKTe JTUAXPOHUU — BOCTIPHUATHE €TO
KaK HCTOPHH, KaK CTAHOBJIEHHS KyJIBTYypeD» [5, cC.
345]. B cooTBeTCTBUU C TUAXPOHUYECKUM CPE30M
MOYKHO paccMOTpeTh U (GoHochepy ropoja, Bbiie-
JIUB, KAK MUHUMYM, TPH UCTOPUYECKHE €€ MOMEIH.
JanuMm ux KpaTkylo XapakTepUCTHKY.

JpeBHepycckuii Topos; ObIT OPHEHTHUPOBAH Ha
KyJIBTypHO-CEMHOTUYECKOE OCO3HAHHE 3BYKOBOTO
mpoctpancTBa. Ero maeanmbHbI 00pa3 y4yHTHIBAI
BKHOCTH ayJHajibpHOro jJanamadra. Yemosek mpo-
[UTOTO OBLT TOTPYXKEH B €T0 TApMOHUIO, TNIE€ PUTM
OBITHS O3HAYMBAIH KOJIOKOJIbHBIE 3BOHEIL. [leiicTBu-
TEJBHO, TIIABHBIM «T0JI0COM» Topojia OBLT KOJOKOJL.
3ByK €ro, Kak u 00pa3, ObUT IPOHU3AH TIOJOKHUTEINb-
HOM cUMBOJIUKOM. B cTpyKkType ropoaa KOJOKOJ U
KOJIOKOJIbHBIE 3BOHBI BBICTYINAIH «KAaK MOIIHBIC
rapMOHHU3aTOPhI IPOCTPAHCTBA, KOTOPHIE TTOMOTAIIN
YeJIOBEKY BXOJUTh B PE30HAHC ¢ rapMoHuei Bce-
JeHHOW, oOperarh (QH3MYecKoe, dHEPreTUIEcKoe,
TICUXUYECKOE U TyXOBHOE 310pOBhe» [8]. OyHKIMHN
KOJIOKOJIBHBIX 3BOHOB MHOTOTPAHHBI M JIOCTATO4-
HO TIOJTHO OMNHCAaHbl B COBPEMEHHOW JHTEpaType.
VYKakeM JIMIIb, YTO OHU BCETJa COAEpIKATENbHBI.
Hepoauakon PomaH nuiet, 4To KOJNOKoJIa SBIISIIUCh
«TIPEeKpacHOW, HCKYCHO O(OPMIICHHOH 3BYKOBOIA
JIOMHHAHTOW OJaro4ecTUBOTO OBITA HAMIUX IPEI-
KOB. 3BOH OBUT TaKXXe YHHUBEPCAIbHBIM CPEICTBOM
maccoBoii wmH(popmanuu. Kutennm ropoga MOIIH
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OTHOBPEMEHHO U He3aMeIINTEIbHO Y3HABATh HOBO-
CTH: KOJIOKOJa BO3BEIIAJHN O BCTPEYaxX W MPOBOAAX
Ba)XHBIX JIMII, TIPa3IHECTBAX, OpaKkaXx W MOXOPOHAaX,
OTOMBaM BpeMs, COOOIANN O MoXKape, HaCTyIUIe-
HUH HETIPUATEIs, COOMpai HapoJl Ha Beue, uHpop-
MHPOBAJIN O Ype3BbIUAIHBIX 00CTOSATETHCTBAX [3].

[ maBHBIMM CTOYHHKAMHU 3ByKa, IOMHMO KOJIO-
KOJIOB, OBUIN JIIOICKHE TOJ0CA, KPUKH >KUBOTHBIX,
3BYKH MpPHUPOIBI, @ TaK)XE€ €CTECTBEHHBIE IIYMBI,
BO3HHUKAIOUINE B IMPOIECCE JKU3HEACSITEIHHOCTH
YesioBeKa (3ByK IIIaroB, CKPHIT IOBO30K, yAaphl KO-
JIOTYIIEK HOYHBIX cMoTputeneit u np.). M. I Bep-
IIMHWHA XapaKTepU3yeT 3Ty TPYIITy 3BYYaHUN Kak
Hambosee CEMUOTHYECKH HArPY>KEHHYIO U OTHOCHUT
e€ k buocdepunM [1, c. 10]. Takum 0OpazoM, KUBS
B TOpOJIE, YEJIOBEK OCTaBaJICid OIHM30K MPHUPOAE, B
€ro 3ByKOBOWM KapTWHE MHpPa 3ByKH TEXHUYECKOTO
MIPOUCXOKIEHHUS COCTABIISUTN JIMIIIh MATYIO 9acTh.

Ha py6exe XIX u XX BeKkoB, C pa3BUTHEM TIPO-
W3BOJICTBA U C MOSIBJICHHEM MAIIMHHOTO TPAHCIIOpTa
3ByKOBasg KapTHHA TOPOACKOTO MPOCTPAHCTBA Ha4IH-
HaeT MCHATHCA. B aymuanbHbIA manmmadgT ropoaa
aKTHBHO BIUIETAIOTCS 3BYKHM TEXHHYECKOTO IPOHC-
XOXKJICHUS], U XOTS JIO MOIIHBIX TPaHCIIOPTHBIX MO-
TOKOB emI€ aJieKo, NX BTOP)KEHHE CYIIIECTBEHHO H3-
MensieT porocdepy ropona. OHa cTaHOBUTCS Ooliee
HACBILIEHHOM, «Pa3HOTrOJIOCOW» M JUCCOHAHCHOM.
[osiBeHue MalvH, IPOU3BOAUMBINA UMU IIIYM U Iy
KW CUTHAJIBHBIX YCTPOWCTB aKTyaJM3UPYET «TPYIIILY
mexnogonayuu (Texaodorochepa), oTpaxas BEIXOL
YeJ0BEYECKOro CO3HaHUsI U3 OHocdepbl B cOmMoC-
depy» [Tam xe, c. 10-11]. CBoeoOpa3HBEIM HCTOPH-
YeCKAM JIOKyMEHTOM, 3a()MKCHPOBABIIMM 3TH W3-
MEHEHHUSI, SBIAETCS] YHUKAIbHAS 3aIUCh, CAeTaHHAs
komrtozuTopoM A. [[. KacramsckuMm 1moj peMapKoif:
«OTpBIBOK W3 YNWYHOW CHUM(OHHH, TBOPUMOHU IO
BpeMeHaM Ha yniry bonbimoit u Cpennert Kucnoskwy,
B Mockse, k Becte 1910 .y (mpumep Ne 1)1,

Hecmotps Ha TO, YTO 3amUCh OTpakaeT KOMIIO-
3UTOPCKOE BOCTIPHUSATHE, aKIIEHTUPYIOIIee BEICOTHO
ompenenéHHbIe 3ByKOBbIE KOHCTAHTHI, OHA, TEM HE
MeHee, TaéT MPEeACTaBICHNE O PACIIMPEHUH UCTOY-
HUKOB 3ByKa, Gopmupytomux (poHochepy ropona,
a Takke (QUKCHpYeT HamnpshKEHHE JHCCOHAHCHOTO
MOJIsI, KOTOpOoe 00pa3yIoT HECOMTACYIONINecs MEX-
Iy co00# BEIKPHKH TOPTOBIIEB 1 3BYKOBBIE CUTHAJIBI
MaIlIvH.

CrpemutenbHass WHAYCTPHATU3AUS BCETO 3a
HECKOJIbKO [NIeCATHIIETHH KapAWHAJIHHO H3MEHSET
ayIMaNbHYI0 Cpedy ropoja, TpaHc(hOpMUpPOBABIIIE-
rocs B Meramnojiuc: TexHocgepa ycTaHaBIUBAET IOJI-
HO€ TOCIOZICTBO, aKyCTUYECKOE 3arpsi3HEHNE CPEb
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0oOWTaHMS YelOBeKa JOCTUTAET TPaHMUII, YIPOXKaAIO-
IIMX 3I0POBBIO. 3BYKOBOM XaoC CKJIaJbIBAETCSA W3
MHOXECTBEHHBIX MCTOUHUKOB KaK IIYMOBOTO, TaK
U MY3BIKQJIbHOTO IIPOUCXOKJEHUs. MamuHu3anus
TOPOJCKOTO IMPOCTPAHCTBA IPUBOAUT K ITOPOrOBBIM
3HAUEHHUSM WIYMOBBIX J(QQPEKTOB, MPOU3BOAUMBIX
MOIIHBIMUA TPAHCIOPTHBIMU ITOTOKAMH, KYJIbMH-
HHUPYIOIMMH B 4achl UK. ClIeICTBUEM aKyCTHYEe-
CKHX CTPECCOB CTAaHOBATCS pPa3pa’KUTEIbHOCTD,
0eCIOKONCTBO, HApyIIEHUE CHA, TOTePs CIIyXa.
biarogapss TEXHUYECKHM CpEACTBAM MY3bl-
Ka TOXKE CTAHOBHUTCS JIEMEHTOM 3BYKOBOI'O Xaoca
JlaXKe B MECTax, UCKOHHO IPEIHA3HAYEHHBIX JUIS
OTJbIXa, HAIIpUMEP, B cajgax U napkax. IIpockanu-
pYyeM 3BYKOBOM JaHAMA(T OJHOTO M3 KPYIMHEHIITNX
MapkoB ropoaa-muuinonHuka — «Ilapk umenu Hu-
kojast OctpoBckoro» B PoctoBe-Ha-/lony. IIpu Bxo-
Jle IIOCETUTENsI BCTPEYaroT MPUYYUIMBBIE I0JI0Ca,
JIOHOCSIIIIMECS U3-32 OTPaKJICHUs BHYILIUTEIBHOIO
(parmMeHTa JIECHOTO MacCHBa, OTIAHHOTO IO 30HY
«JIMHO3aBPOB»: HCIIOJIMHCKUE MYJSDKU JPEBHUX
JKUBOTHBIX M3JIAI0T Pa3HOOOPa3HbIN MCKYCCTBEHHO
BOCCO3/IaHHBIM PEB BBIMEPILUX >KUTEJEH IIIaHe-
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Tel. Ho 3T0 snmmis mpemtonusa. AyauaibHbIE BIIe-
YaTiIeHUsS YCHIIUBAIOTCS 10 Mepe MPUOIMKCHUS K
HEHTPAILHOH YacTH Iapka, B KOTOpOil paboraroT
aTTPaKIMOHBI H MHOTOYMCIICHHBIE Kaderepuu. [1o-
CIIe/IHUE, pacliojiarasich Ha paccTOSHUM He Oolee
15-20 maroB aApyr OT Apyra, yCHIEHHO MapKUPYIOT
cebd ToCpeCTBOM MY3BIKH: JIETHSISI Kade-muBHAs
«banTuka» — poxoM, kade «Haramu» — morcoit, a B
3aBeJICHUH C TPOTaTeNbHBIM Ha3BaHHEM «OT Ty
3a3bIBHO 3BYy4YHT Bepka Ceparouka. Mexay 3TuMu
AKTUBHO KOHKYPHPYIOIIUMH TIO CHJIE TPOMKOCTH
3BYKOBBIMH TIOTOKaMH pa3zbe3KaeT NETCKUH Tpam-
BalUMK, Pa3BJICKAOIIMA MAJIIEHBKUX I1aCCAKUPOB
neceHkoi kpokonusia I'enbl. Hexotopwie cranuo-
HapHBIC KapyCeln TaKKe 03BYy4YeHBI — JTUOO MY3bI-
KaJbHO, JIUOO CHTHAIILHO, WM UMHTHPYIOT pealib-
HbI€ 3BYKH: MAIlMHKH — MAIllMH, BpaIlarolIuecs
CaMOJIETHKH — caMOJIETOB. A emE 3BYKH CTPEIbOBI
W3 THpa ¥ JapTC, MHUIIEHBIO KOTOPOTO SIBIISIOTCS
B3pbIBarOIIMECs IIapuku. IlapkoBoii «mapTutype»
TaKOTO TOJIKA MOXKET M03aBUA0BATh JIF000H KOMIIO-
3UTOP-ABAHTAPAUCT. Y HAXOIALIETOCS JKE€ B SIIULICH-
TpPE STHX 3BYKOBBIX BUXPEH CYOBEKTa CKIIAILIBACTCS
CIIO’KHASl TUCTAPMOHHUYHAS, HO TIPU 3TOM THIIEPIH-
HaMUYHas 3ByKOBasl KapTHHA, B KOTOPOH My3bIKa B
CIUTy MHOKECTBEHHBIX 3BYKOBBIX HACJIOEHUII mepe-
BEJICHA B KaTETOPHIO IIyMa. JTO JIM HE APKUH MpH-
Mep aKyCTHYECKOTO 3arps3HEeHHUs MPOCTPaHCTBA?
bnaromaps pasBUTHIO TEXHHYECKHX CPENCTB
My3bIKa CTAHOBHUTCS JOCTOSHUEM YIUIBL. [pPOMBI-
Xarollyue HU3KHE YacTOThl aBTOMOOMIIBHBIX 3BYKO-
BOCITPOU3BOJIAIINX CHCTEM, EPEKPHIBAIOIINE [ITYM
TPAHCIIOPTA, 3aCTABISIIOT YXKACHYTHCS TPU MBICIIH
0 JIOISX, CHJSIIUX B CAJIOHE aBTOMOOWIISL. 3BYKO-
BbIC MPHU3MATPOHBI, Tele()OHHBIE CHTHAIBI COTO-
BBIX, aylIWalbHOE OQOPMIICHHE BUTPUH BKYIIE C
IIYMOBBIM (DJOHOM CO3/IAIOT MPECCHUHT TOPOJICKOTO
poCTpaHcTBA. JKUTENb MEramnoynca, €XeJHEBHO
MIOTPY’KasACh B ATy MPUBBIYHYIO I HETO Cpe.ly, He
oco3HaeT e¢ Kak uykepoaHyro. OTpumarensHoe eé
BO3/ICHCTBHE CTAHOBHUTCS OLILy TUMBIM JIUIIH CO Bpe-
MEHEM, HAYMHASICh C MAJIOr0: IOPOr 3BYKOBOW UyB-
CTBUTEIFHOCTH CHMXAETCS, MPUTYIUIAS CIyXOBOE
BocmpuATHe. B MaccuBax TOMHHHPYIOMIMX TEXHO-
(horanmii My3bIKa nepecTaéT BOCIPUHUMATHCS Kak
aKT KOMMYHHKAIIMH, B Jy4IlIeM cllydae OHa CTaHoO-
BUTCS (DOHOBBIM DJIEMEHTOM, €CJIH HE 3BYKOBBIM
mycopowm. [Ipensuas atu npoueccel, M. E. Tapaka-
HOB IHCAJ O «3arpsi3HEHUN 3BYKOBOHM Cpelibl 00u-
TaHUS, O BOJILHOM JINOO HEBOJIHHOM BO3IEHCTBHUU
Ha CIyX U MY3bIKAJIbBHOE CO3HAaHUE MAacChl JIFOAEH,
3aXJIECTHYTHIX MOTOKOM DPa3HOTOJIOCHIX 3BYYaHHH,
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[IOPOI BOCIPUHUMAEMBIX KaK CBOETO pOJa PUTMH-
30BaHHBIN 1IyM, OCTAIOIIUKCA 33 IOPOrOM OCMBIC-
JIEHHOTO BOCTIpUATHSD [9, ¢. 36].

CpencTBoM, MO3BOJISIONINM CO37aTh HIUTIO3HIO
HA30J5I0UM OT XAOTUYHOIO 3BYKOBOI'O IIPECCUHIA
yauI, OercTBa B CBOW MHIMBUAYAIbHBIA MUp 3BY-
YaHWH, BBIOOP KOTOPBIX MPEIONPEACISIeTCs CaMUM
CyOBEKTOM, CTaHOBSTCS HAyIIHWKH, TPaHCIHPY-
IOIIHME TOCPEICTBOM TUICHEPOB WU Telle()OHHBIX
YCTPOMCTB W30paHHYIO 3BYKOBYIO WH(OPMAIIHIO
IpsIMO B CIyXOBOW ammapar dbenoBeka. OnHakKo
(du3ndecKkuil Bpel TaKkoro crocoda «CraceHus» OT
BOMHCTBYIOIIIETO 3BYKOBOTO TIOTOKA MPEBBIIIAET 3(h-
(hexT MHUMOH U30JIAIIHAH.

3BYyKOBOI Xa0C, BOCIPUHUMAEMBIH €KETHEBHO
B HEOTPaHHYCHHBIX 00bEMaX, HOPMHUPYET 3BYKOBYIO
KapTUHY MMpa 4YeJIOBEKa, OHA OKa3blBaeTCs Iiepe-
HACBIILIEHHOW U JIUCTapMOHMWYHOM. TakoB, K coxa-
JICHUIO, PE3YJIBTaT OTCIICKEHHBIX 3BOJIFOLUOHHBIX
n3MeHeHn. O4eBHIHO, YTO OBM)KEHHE O0IIEecTBa
10 IIyTM TEXHUYECKOIO IIporpecca 3a IOCIEIHUE
JIBA CTOJIETHSI KAPAUHAIBHO U3MEHUIIO ayJuaIbHY0
cpelly ropoja, HallpaBUB TPACKTOPUIO €€ Pa3BUTHSA
ot Oouocdepsl k TexHocepe. KakoB xe pesyabrar
OTCJIEKEHHBIX IBOJIOIMOHHBIX N3MEHEHNN ?

@parMeHTapHOCTh 3BYKOBOM KapTHUHBI MHpa,
dhopmupyeMoii aymuadbHOW CpElNoN Merarmolmca,
MIPEAPACIIOIAraeT K PACCEIHHOCTH BHUMAHMSI, CO3-
JlaBasi MPHUBBIUKY OTOpAChIBaTh JIIOOYIO 3BYKOBYIO
rH(pOpMAINIO, B TOM YHCIIE U MY3BIKaJIbHYIO, B
pasgen (oHOBOH, TO ecTh BropuuHoil. Ha ¢uzno-
JIOTUYECKOM YPOBHE JIMTENBHOE IIPEBBILIECHUE 3BY-

KOBBIX ITOPOTOB BOCIPHUATHS IPUBOAUT HE TOIBKO K
MPUTYIUIEHUIO CIIYXOBBIX PELENTOPOB M ICHXUYE-
CKOW HECTaOMIBHOCTH, HO U K IOTEpPe CIOCOOHO-
cti auddepeHIPOBaHHO BOCIPUHUMATL MOTOKH
3BYKOBO# MH(OpMAINH, KOTOPYIO MO3T CUHTHIBAET
Kak ()OHOBO-IITYMOBOE I10JI€, 2 HE KaK MHTOHAIIMOH-
HO-CMBICJIOBBIE TIOCHUTBI. /|11 MaccoBoro ciymiare-
7S Takask OPHEHTAIUs MPENONPENeTeT BKYCOBBIE
MY3BIKaJIbHO-CTHJIEBbIE TIPENMIOYTCHHSA, JIeKAIINe
JIaJIeKo 3a TpefeNiaMu JUTUTEIbHO MHTOHHPYEMBIX
CMBICJIOB, IPUCYIINX aKaJAEeMUYECKOMY MY3BIKallb-
HOMY HCKycCTBY. OCMBICIIEHHOCTD 3BYKOBOM HH-
(opmanu MPOCTpPAHCTBA TOPOJA, OCO3HABAEMOTO
KaK COCTABIIAIONIAs MY3BbIKaJIbHON TPATUINH OBITa,
4acTh PUTYaJbHO-00PAI0BOTO KU3HEHHOTO LHKIIA
YeJl0OBeKa, CMEHSETCS TOCIIOACTBOM ayAHajbHOTO
Oecriopsizika, rJe My3bIka — OJ{Ha U3 COCTABIISIOIINX
MTOTOKA 3BYKOBOTO «MYCOPa».

OctpoTa mpo6IeMBbI ITOABOAUT K OCO3HAHUIO HE-
00XOMMOCTH CUCTEMHOM pabOThI Haj ayAHaIbHON
Cpezoi, KOTopasi OKpY’KaeT YeIOBeKa B MEraIouce
U MMEET CIICZICTBHEM HCKaXCHHE CIYXOBBIX U 00-
Pa3HBIX NPEACTABICHUM O MHUpPE, 3aTPyAHEHHOCTh
BOCIPHUATHSL HOPMAJIBbHBIX MHTOHAIMOHHBIX IOCHI-
710B U T. 1. OunIeHne ayquaabHOW Cpeasl Toposia —
HACBILICHUE €r0 MPOCTPAHCTBA MPUPOTHBIMU U MY-
3BIKAJIBHBIMH PEATHSIMHU BBICOKON Xy/I0)KECTBEHHON
MpoOBI — 337a4a 0COOOH COIMOKYIBTYPHOM 3HAYH-
MOCTH, PEUIeHre KOTOPOH — B COBMECTHOI padore
MYHHUIUIAJIBHBIX CITYKO, WH)KCHEPOB IO yCTpaHe-
HUIO TEXHOIIYMOB, 3BYKOPEKHCCEPOB M 3BYKOBBIX
JIM3aiHEPOB.

< MPUMEMAHUA (<

! fAluayk H. A. Boikpuku u Haurpeiuu // Tpymst
My3bIKaJbHO-3THOTpaduyeckoii komuccuu OOrmiecTsa
JoOUTENIel €CTeCTBO3HAHMUS, aHTPOIIOJIOT MU 1 STHOTpa-
¢un. T. 2. M., 1911. C. 8.

2 Yposenb myma B 20-30 nb npaktuuecku Ge3Bpe-
neH juis gyenoseka, 130 n1b — ypoBenb GoneBoro mopo-
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(Ha Marepmalie IEpMCKUX TOBOPOB): aBropedepar auc.
... Kaun. ¢moin. Hayk. [Tepms, 2013. 20 c.

2. [Hparyw O. H. Illym u ero Bo3aeiicTBue
Ha opraamM. URL: http://festival.1september.ru/
articles/551712/ ([lara obpamenus: 14.05.2016).
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ra. ConocraBuM I10 BO3pacTarolel IKary BO3ACHCTBHU
ITYMOB U 3BYKOB, €KEIHEBHO NMOTIOLIAIOIINX >KUTeNei
Merarojiica: ylIu4Hble ObITOBBIC IYMBI — 55 1B, peus u
urym Gonbiioro cynepmapkera — 60 1b, nerkoBbie aBTo-
Mobunu — 77 nb, aBroOycel 80 nb, /a1 ¥ BO3MYyUIHBII
TpancnopT — 100 nb [2].
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3. MHepommakon Poman. O CyIIHOCTH pPYCCKOTrO
KOJIOKOJILHOTO 3BOHA. «3Bydamas MKOHa»: JOKJIAA Ha
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http://www.danilovbells.ru/bellsonrussia/articles/dyh
kolokolnogo zvona i _zvychani.html (]ata obpamenus:
13.05.2016).
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®doHochepa meranoauca kak peHOMeH 3ByKOBOrO CUHTe3a:
K MpoOAeMe IKOAOTUU ayAUAAbHOM CPeAbl

HuBunu3zauus npuBHECIa B HEKOT/Ia pealibHbI MUP MOKOS M TAPMOHUU MOIIHBIE 3ByKOBBIE MOCHLIbl MHOXECTBEH-
HBIX HCKYCCTBEHHO CO3/IaHHBIX HCTOYHUKOB 3ByKa. OHU POPMHPYIOT arpeCCUBHOE CHHTETHYECKOE 3BYKOBOE ITOJIEC U
COMPOBOXKIAIOT OBITHE YeNOBeKa. M3IepKKU TEXHUUIECKOTO IPOTpecca KOCHYIIUCh HE TOJIBKO MPUPOTHON IKOJIOTH-
YECKOHM Cpeibl, HO U Cpellbl KyJbTYpHOH, 4aCTbIO0 KOTOPOM SIBISIETCS 3ByKOBOM KOHTEHT COBpEeMEHHOTro ropoaa. Ilo-
HUMAs TOJ] ayJUaIbHOM CpeZiol 3BYKOBOH KOHTHHYYM, OKPY>KAIOIIHMI YeI0BeKa, aBTOp paccMaTpuBaeT GoHoCchepy
ropoja B AMaXpPOHUYECKOM cpe3e. BBIIEIII0TCS Tpu HeToprUYecKre € MONIEIH: JPEBHEPYCCKUI TOPOJT; TOPOI pyoe-
ska XIX u XX BekoB; coBpeMeHHbII Meranoiuc. ccnegoBanue nociaeaHe MoIeau MOKa3bIBaET, YTO 3ByKOBOM Xaoc
COBPEMEHHOT'0 TOPOJCKOr0 MPOCTPAHCTBA CKJIAJBIBAETCS U3 MHOXKECTBEHHBIX HCTOYHMKOB KaK IIYMOBOIO, Tak U
MY3bIKaJIBHOTO ITPOUCXOXKICHUS. B MaccuBax TOMHHHPYIONINX TEXHO(OHAIMA My3bIKa IepeCcTAET BOCIPHHUMATHCS
AKTOM KOMMYHHKAIIMW. 3BYKOBasl KApTUHA MUpPa OKa3bIBACTCS MEPEHACHICHHON, TNCTapMOHUYHON, parMeHTap-
HoH. [IpoBouKpYs MOBBIIIEHHE HEPBHOIO HAMIPSKEHUS U CTPECCOBBIE COCTOSIHUS, OHA MPEeApacIionaraeT K paccesH-
HOCTH BHHMaHUs, CO3/aBasi IPUBBIYKY OTOPACHIBATE JIFOOYIO ayIHAIBHYI0 HHPOPMAIIHIO B pa3/ien (OHOBOI, TO €CTh
BTOPUYHOH. J[JI1 MaccOBOrO MOTPEOUTENs TaKas CIIyXOBas OPUCHTAIMS TPEHOMPEISISIeT My3bIKaaIbHO-CTHIICBEIC
NpeANOoYTEHUS, JeXalllie 3a npeaeaaMy JIUTEIbHO HHTOHUPYEMBIX CMBICIIOB, MPUCYILIUX aKaJeMUYECKOMY MY3bI-
KallbHOMY HCKyccTBY. OCMBICIICHHOCTh 3BYKOBOW MH(OpPMAITMH MIPOCTPAHCTBA FOPOAA, KaK COCTABIISIOIIAS MY3bI-
KaJIbHOW TPaTUINK ObITa, KAK YaCTh PUTYaTbHO-00PSAI0BOTO )KHU3HECHHOTO [IUKJIA YSIIOBEKA CMEHSETCS TOCIIOCTBOM
aymuanbpHOTro Xaoca. [IpodeccroHanbHEI 3ByKOBO# AHM3aifH TOPOICKOTO MPOCTPAHCTBA — MYTh K O30POBICHHIO
aylMalibHOM HKOJIOTUU rOpoJa.

Kimrouessie ciioBa: horOChepa, ropos, SKOJIOTHS ayIHalbHON Cpebl, 3ByKOBas KapTHHA MUPA.

The Phonosphere of the Metropolis as a Phenomenon of Sound
Synthesis: Concerning the Issue of Ecology of the Audio Environment

—_— o

Civilization has brought powerful advances of sound from numerous artificially created sources of sound into
what was once the world of calm and harmony. They shape an aggressive synthetic field of sound and accompany
the life of the human being. The expenditures of technical progress have affected not only the natural ecological
environment, but also the cultural environment, part of which is formed by the sound content of the modern city.
Comprehending under the term of audio environment the sound continuum surrounding the human being, the author
examines the phonosphere of the city in diachronic truncation. Three of its historical models stand out: the ancient
Russian city, the city of the turn of the 19th and 20th centuries and the contemporary metropolis. Research of the
latter model demonstrates that the sonic chaos of the contemporary urban space is comprised of numerous sources
of both noise-related and musical origins. In the massive predominating techno-phonations music ceases to be
perceived as an act of communication. The sonic picture of the world ends up being oversaturated, disharmonious
and fragmented. Provoking a rise of nervous tension and conditions of stress, it predisposes to absentmindedness,
creating the habit of discarding any audio-related information to the background or secondary mode. For the mass
consumer such an aural orientation predetermines the musical-stylistic preferences lying beyond the durably intoned
meanings inherent to the art of classical music. The meaningfulness of the sound information of the space of the
city as a constituent of the musical tradition of everyday life, as part of the ritual-ceremonial life cycle of man gives
place to the dominance of audio chaos. A professional sonic design of the urban space presents a path towards the
sanitation of the audio ecology of the city.

Keywords: the phonosphere, the city, ecology of the audio environment, sound picture of the world.
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AAAOBBIE OCHOBbI KAACCULUMN3MA
B KOHTEKCTE MMPOBO33PEHWA XVIII BEKA

TaHOBJICHUE XYI0)KECTBEHHOI'O CTWIIS, I10-
JIyYHUBIIETO HAUMEHOBAHUE «KJIACCHLIU3MY,
CIIPaBEJIMBO PAcCMaTpUBAETCS OJHUM H3

KyJbMHHAIIMOHHBIX MOMEHTOB HCTOPUU HCKYC-

cTBa. B pamkax 3toro cTHisl ObUTHM CO37aHBI Ia-

MSATHUKH XYIOKECTBEHHOH KYIBTYpBl, KOTOPBIE

JI0 HACTOAILIEr0 BPEMEHM SIBISIOTCS ATAJTOHHBIMHU

oOpa3namu pe3ylbTaToB TBOPYECKOH aKTHBHOCTH

yenoBeka. OObsICHEHHEM BBICOKOTO CTaTyca Kiac-

CULIM3MA SIBJISIETCA YCTPEMJIEHHOCTh K CO3JaHUIO

o0pa3a COBEPUICHHOTO MHpPa, COOTBETCTBYIOIIETO

3aMmblcily TBoOpsAwero Mup Breicmero PasymHoro

Hauana. Takasi ycraHOBKa IOJIHOCTBIO OTBEHasIa

o0mieMy YMOHACTPOEHHUIO pacCMaTpUBAaEMON ATO-

XU ¢ e€ mpekioHeHueMm nepen Pazymom — boxe-

CTBEHHBIM U 4YEJIOBEYECKUM. «bOr BHIEICS HBIHE

OCCKOHEUHO YyTAIIEHHBIM OT BceneHHoW TBOPIIOM

¥ 30[]9MM M TIPENCTABISIICS HE CTONBKO JIIOOSIIUM

CBoé tBOpenue borom, SIBUBIINM 9yI0 UCKYTUIEHUS

U PYKOBOJSILIMM YE€JI0BEYECKON UCTOPUEH, CKOJIBKO

BepxosubiM Paszymowm, IlepBonpuunHoi, 4T0 Hana

Hayajo MarepuanbHOW BcenenHol u Hazenwna eé

HEU3MEHHBIMU 3aKOHAMH, a 3aTEM YCTPaHWJIACh OT

KaKoro-inbo BMEIIaTelIbCTBA B 3€MHBIEC JETa), —

ormeuaeT P. TapHac [5, c. 240].

Meicaurenu ¢unocods, MareMaTukH,
€CTECTBOMCITBITATEIN — O0PATHINCh K TTO3HAHHUIO
PazyMHO-BOXXeCTBEHHBIX Hadall MUPO3JAaHUS C
L[EJIBI0 IIPUBECTU IPUPOLY U YEJIOBEYECTBO K CO-
CTOSTHUIO COBEPIICHCTBA. AHAJIOTHYHYIO 3a7ady
pelayii OpeACTaBUTENIN HUCKYCCTBA, TBOPUBILME
XYA0’KECTBEHHBIE MOAEIN FAPMOHUYHOIO, Pa3yM-
HO OPraHM30BaHHOIO MHUpPa, B paMKax KOTOPOTO
Bricie B cBoeil OOBEKTUBHOCTH O0XKECTBEH-
HO-MaT€MaTUYECKHE 3aKOHOMEPHOCTH COBIIaJa-
I0T C €CTECTBEHHBIMHU 3aKOHAMM Ipuponbl. Ecin
B YCJIOBUSAX OAPOYHOTO HCKYCCTBA OOKECTBEHHOE
U TIpUpoAHOe, HeOecHOe U 3eMHOe Hayaja Haxo-
JUIHACH B COCTOSIHUM AUCTapMOHHM, TO B UCKYC-
CTBE KJIACCHLIM3MA 3TU JBE IPOTUBOIOJIOXKHBIC
CTOPOHBI MHUPO3JaHUS NPEOBIBAIOT B COCTOSTHUU
HEpPacTOPKUMOTO €JUHCTBA M a0CONIOTHOH rap-
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MOHHH, IIOCKOJBKY MPEACTABIAIOT pa3IHYHbIC
cnocoObl peanuzanuu EgmHoro BoxkecTBeHHOTO
IIepBonauana.

Mup knaccuny3Ma MPOHHU3aH BHICIIEH 3aKOHO-
CO00Pa3HOCTHIO. DTO YTBEPXKIACHUE HATTISAIHO WII-
JIOCTPUPYET N300pa3UTENHLHOE HCKYCCTBO, KOTOPOE
IpeIaraeT BHUMAHUIO 3pUTENel BHIUMBIA 00pa3
naeanbHoro Muposnanus. He MeHee noctoiiHoe
MECTO B PsiIy UCKYCCTB 3aHMMAET My3bIKa KJIaCCH-
M3Ma, KOTopas co3AaéT HE BU3yaJbHBIN, a 3BYKO-
BOI1 00pa3, KOTOPBI 10 HACTOSIIETO BPEMEHH OCTa-
€TCsl ATaIOHOM abCOIOTHON TApMOHUU U BBICIIIETO
coBepiieHcTBa. [Ipor3BeieHNs BeHCKUX KJIACCHKOB
HE TepAI0T CBOEH aKTyaJllbHOCTH, HEU3MEHHO MpPH-
BJIEKasl TTOBBIIICHHBIH HHTEPEC CIIYIIATEIbCKON ay-
JTUTOPUH W HaydHOro cooOmectsa [8; 10; 11; 12].
Ho st poxeHust CToNb COBEPIIEHHOTO UCKYCCTBA
OpLTa HeoOXOoAMa HEe MEHEe COBEpIIeHHAs OCHOBA.
Takyio OCHOBY COCTaBWJIM PaBHOMEPHO TEMIIEpH-
POBaHHBIM MY3BIKJIBHBIA CTPOM M BO3HMKIIMKM Ha
€ro OCHOBE Ma)KOPO-MUHOP — €IUHBIH JIaJ C ABYMS
HaKJIOHEHUSMHU.

TemnepupoBaHHBI CTPOH, B paMKax KOTOPO-
ro KakJgas OKTaBa JIEIUTCS Ha JIBEHAAIaTh paB-
HBIX MTOJyTOHOB, KA4ECTBEHHO OTIMYAETCS OT BCEX
MIPENIIECTBYIONMX 3BYKOBBICOTHBIX CHCTEM W,
npex/ie Bcero, ot [Iudaropora (mudaroperickoro)
CTpOS, HCTIOJIb30BABIIETOCS My3bIKAHTAMH Ha MPO-
TSOKCHUH MHOTUX crojieTuii. OcHoBy ITudaroposa
CTpPOSI COCTABJIAIOT OOBEKTUBHbBIE 3aKOHOMEPHOCTH
— COOTHOIIEHHS NPOCTBHIX YHCEJ: €r0 MHTEpPBaJbI
o0pa3yioTcst B pe3yibTaTe MPONOPIHOHAIBHOTO
JleJleHusl 3Bydalled cTpyHbl. Takoil cTpoil ckia-
IBIBa€TCA OOBEKTUBHO, 0Oe3 ydacTHs CO3HaHUSA
YeJIoBeKa, COOTBETCTBEHHO, €r0 MMEHYIOT HaTy-
paJbHBIM HJIM €CTECTBEHHBIM. llpuHIMMUaNbHOE
OTIIMYME TEMIIEPUPOBAHHOTO CTPOSI COCTOUT B TOM,
YTO 3TO CTPOU UCKYCCTBEHHBIN, «CKOHCTPYHPOBAH-
HBIID» YeIOBEKOM. JTO pe3yapTaT yHOpsA04HBa-
IOIEeH eATeTbHOCTH YeJIOBEUYECKOTO pa3zyma, KO-
TOPBIA B IEJSAX «BBHIPABHUBAHMSD» 3BYKOBOTO psAna
CO3HATEIFHO MCKa)KaeT WHTEPBAJIbI HATYPaIbHOTO
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CTpOSI, COKpaIas pacCTOSHAA MEXKIY COCTaBJIIO-
LIIMH UX 3ByKaMH.

Kaxum xe 00pa3oM MOKHO OOBSICHUTH OYCBHU/-
HOE TPEUMYIIECTBO HCKYCCTBEHHO CO3/IaHHOTO,
HapyIIAIOMIETO BHICIINE MAaTEMAaTUYECKUE 3aKOHO-
MEpHOCTH CTPOSl HajJ CTPOEM, OMUPAIOIIUMCS Ha
O0OBEKTUBHBIE YHCIIOBBIE 3aKkoHOMepHOCcTH? s
OTBETa Ha ATOT BOIIPOC HEOOXOIAMMO COIIOCTaBUTh
3BYKOBBICOTHBIE U JIQJOBBIE CHCTEMBI, JIS)KAIHEe B
OCHOBE CPEHEBEKOBOW M HOBOEBPOIIEUCKON MY3bI-
KH.

[MugaropoB crpoit oOpasyeTcssi B pe3yibTare
JIBW)KEHHUS OT NUCXOJHOTO TOHA 10 aKyCTUYECKH M-
CTBIM KBHHTaM, [TO3TOMY Ka)KJbI TOH MOXKET CTaTh
OCHOBOM JISi TOJIHOTO CaMOCTOATEIHHOTO 3BYKO-
psana. OTciona — OTCyTCTBHE €AMHCTBA, MHOTOJJIe-
MEHTHOCTH, ellé TOYHEe, MHOTOCIOHHOCTE 3BYKO-
BOTO MPOCTPAHCTBA. B TakMX yCIOBHSIX CIIOKUINCH
pasHooOpa3HbIe J1aJIbl, KOTOPbIC IPUHSITO HA3BIBATH
LIEPKOBHBIMH, a TaKXe HaTypaJbHBIMH WJIH €CTe-
CTBEHHBIMH, YTO CBS3aHO C WX INHPOKHM HCIIOJb-
30BaHMEM B HApPOIHO-TIECEHHOM MY3UIMPOBAHHU.
KavecTBeHHBIE pa3inyus B MHTEPBAIHHOM COCTaBe
LIEPKOBHBIX JIAJIOB ITO3BOJIMJIM B TEOPUHU U HA TIPaK-
THUKE 3aKpEnUTh 32 KaXXIbIM M3 HUX KOHKPETHBIC
HPaBCTBEHHBIE MJIEN U SMOIIMOHAIBHBIE COCTOSHUS.
[Tomo6HoO 3BYKOpsiAam [Tudaroposa cTpos, HEPKOB-
HBIE JIaJbl CYIIECTBOBAIN 000COOJICHHO APYT OT
Jpyra, He IPETEHysl Ha CTaTyC €AUHON JaJ0BOM
cucteMbl. COOTBETCTBEHHO, 3BYKOBOE IPOCTpaH-
CTBO My3bIKH CpeIHEBEKOBBS MPEACTABIIIO COO0
COBOKYITHOCTh CAMOCTOSITENIBHBIX B CTPYKTYPHOM
1 COAEPKATEIHHOM OTHOIIEHHSX 3BYKOPSIIOB U J1a-
JIOB, CBOETO poaa mepapxuto. HazpanHble 0cOOCH-
HOCTH 3BYKOBBICOTHOW OpPTaHHM3AIMH ITO3BOJISIOT
yTBEpXKAaTh, YTO OHA COCTABIISJIA MPSAMYIO aHAJIO-
THIO TOCIOJCTBOBABIINM B OOLIECTBEHHOM CO3HA-
HuU noxu CpenHeBeKOBbS NPEACTABICHHUSIM 00
HMEepapXUYecKoOM yCTPOWCTBE MUPO3AAHUSA. ITO MH-
po3maHue CKJIaAbIBaIOCh W3 Pa3HOKAYEeCTBEHHBIX
YpOBHEH — HEOECHOTO M 36MHOTO MHPOB, KayKIbIH
13 KOTOPBIX, B CBOIO OYEPEb, IMEN MHOTOCTYTICH-
garyio (HeOeCHYI0, IIEPKOBHYIO, COIMAILHYIO) He-
papxwuio.

AHaJOTMYHbIE  MHOTOYPOBHEBOMY  MHPO-
yCcTporcTBY 3ByKopsimbl [ludaropoBa crpost u
LIEPKOBHBIE JaJbl Ha TPOTHKEHUH IUTEIHHOTO
MIepHOAa UCTOPUHU COCTABIISIIN OCHOBY Tpodeccu-
OHaNBHOM My3bIKM EBponbl. OnHAKO ¢ pa3BUTHEM
MHOTOTOJIOCHSI M OCO3HAaHHEM CaMOCTOATEIbHO-
ro 3Ha4YeHWs] TapMOHHYECKOW BEPTHUKAIH CTajo
OYEBUIHBIM HECOOTBETCTBHE  CYNIECTBYIOIINX
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peasnii MOTPEOHOCTSAM KOMITIO3UTOPCKOW U HC-
[IOJIHUTEJIbCKOM TNPaKTUKUA. Bo3HMKNA HacyliHas
HEO0OXOJUMOCTh B CO3[JaHUH E€IMHOTO 3BYKOBO-
IO IPOCTPAHCTBA, IO3BOJAIOLIETO OCYILECTBIIATH
TPAHCTIOHHPOBAaHWE W MOJYISIIIUM HE TOJBKO B
OmKaiIme, Ho U B JJOCTATOYHO OTJAJEHHBIE TO-
HaJBHOCTH, U30erast Mpu 3TOM KECTKUX CO3BYUHH
U «OYEBUJHBIX» THUCCOHAHCOB. B co3naHnu HOBOTO
CTPOs Y4acTBOBAJIM MHOI'ME BBIJAOLINECS MBICIIH-
Tenu u My3bikaHThI — JIk. Jlandpanko, B. Tanuei,
C. Cresun, A. Bepxwmeiictep u ap. Haubonee 3na-
YUMBIWA BKJIaJl, TO-BUIMMOMY, BHeCIU M. MepceHH
u 1. C. bax: mepBsIii gan maremarnyeckoe 000CHO-
BaHME HOBOT'O CTPOsI, BTOPOM — HA IIPAKTHUKE IIPOJE-
MOHCTPUPOBAJI €ro npeumyiecrsa. Pesynsrarom
o0mux ycunmii crajga paBHOMEpHAasl TEMIepanus,
[I03BOJIMBINAS MPEONOJIETh M30JIUPOBAHHOCTh IIH-
(baropeiickux 3BYKOPSIOB. XapakTepusysl TOCTO-
nHCTBa HOBOro crpos, T. H. JlupaHoBa nwuiier:
«C BBeZeHHEM PaBHOMEPHOW TEMIIEpaIliH CTallo
BO3MOXHBIM HCIIOJb30BAaHUE BCEX TOHAIBHOCTEH
Makopa U MUHOpPa, OCYNIECTBICHHE JIOOBIX MO-
OYJISIIAOHHBIX TUTAHOB, IPUMEHEHUE DHTapMOHU3-
May [4, c. 67]. Cienuduka 3TOro HCKyCCTBEHHOTO
CTpOsl C PaBHBIMH PACCTOSHUSAMHU MEXIy BCEMH
3BYKaMH ITO3BOJISIET TPAKTOBATH €ro Kak 00pas ein-
HOTO OAHOPOAHOTO MOTEHIHMATIHHO OECKOHEYHOTO
3BYKOBOT'O IIPOCTPAHCTBA, UMEIOIIErO SIPKYI0 aHa-
JoTHIO B chepe n300pa3suTeIbHOTO UCKyccTBa. Kak
W3BECTHO, MacTepa Bo3poJieHus B TEOpUU U HA
MPaKTUKE pa3padoTaiy IPUHIIUIIBI IPSIMON JIMHEH-
HOHM TMEpCIIEKTHBEI, 00ECIIEYNB MyTH K M300paxe-
HHUIO IPOCTPAHCTBEHHOM OeCpenebHOCTH B MEH-
3a)KHOU KUBOIIMCH KJIACCULIU3MA.

HazBaHHbBIE XyqOKECTBEHHBIE HOBAI[MH HMeE-
0T SIPKYK0 MHPOBO33PEHYECKYIO Iapajulesb: 3TO
KapAVMHAJIBHBIN IIEPEBOPOT BO B3IVILAAX HA MUPO-
YCTPOUCTBO, MPOU3OMICAIITNI B OOMIECTBEHHOM
CO3HAHMU Ha CTBIKE JABYX BenWkux 3mox — Cpen-
HeBeKOoBbs M HoBoro Bpemenu. TeMiepupoBaHHBII
CTpO#l U mpsiMas JIMHEHHasd NMEepPCHEeKTUBa BXOAWIN
B 00MXO0Jl B TIEpHOJ KapAWHAIHHBIX N3MEHEHHUH BO
B3IVISIIAX Ha MUPOYCTPOMCTBO, KOIZa CPEIHEBEKO-
Basl KApTHMHA 3aMKHYTOTO MHOTOYPOBHEBOI'O MHUPA
Tepsija CBOKO AKTYaJbHOCTb, YCTYIIasl IIEPBEHCTBO
MIPECTABICHUSIM O €TMHOM OecCIpeeIbHOM OTHO-
pOIHOM MpocTpaHcTBe BeeneHHoil — mycTtoM BMe-
cTruIIe OECKOHEYHOTO MHOTO00pa3Hst PeAMETOB
" sBlieHni. CUMBOJIMYHO, YTO B YHCJIE CO3/aTelieh
TEMIIEPUPOBAHHOTO CTPos ObuT BunueHo [anmuieit
— OT€ILl OJTHOTO M3 OCHOBOIIOJIOKHUKOB HOBOTO Ha-
yuHoro obpaza Bcenennoii ['anmmneo I'ammtes. He
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MeHee BaXEH U TOT (PaKT, 4TO yTBEPKACHUE TeMIIe-
PUPOBAHHOIO CTPOs 3aBEPIIMIOCh UMEHHO B X VIII
BEKeE, KOT/Ia yCUITUSIMH MPOCBETUTENEH 3aKPENIIIOCH
noHuManue bora kak Briciiero Pasyma, a Hanuuue
pasyma y 4eJOBEeKa CTal0 paccMaTrpuBaThCs KAk
CBUJETEIHCTBO €ro OoromszOpanHocTH. [Ipu 3TOM
IJIaBHOW 3a/1auell 4esloBEYECKOro pa3yMa BUIENIOCH
MIPUBEJCHIE MHPOYCTPOMCTBA B COOTBETCTBHE C
3akoHaMH Pa3yma BokecTBEHHOrO: 3aBEpIIUTH Ha-
yaToe, HO He3aBepuiéHHoe borom ymnopsjgoueHue
MHUpa, — UIMEHHO TaK TOHUMAaJIH CBOIO 3a/1a9y Mpes-
crapuresin puiocopun u Hayku I[IpocBerieHus.
OpHyM H3 TyTel K TaKOMY YIMOPSAIOYECHHI0 MOKHO
CUMTaTh M PABHOMEPHYIO TEMIIEpaIfio, KOTopas
MO3BOJIMJIA HCKYyCCTBEHHO YCOBEPIIEHCTBOBATH,
«BBIPOBHATHY» 3BYKOBOE MPOCTPAHCTBO, 00ECTICUNB
€My KayecTBa eJUHCTBA, OJJHOPOJHOCTH, OECKOHEU-
HOCTH.

TeMmnepupoBaHHBIA CTPOH, B CBOX OYEPEIb,
CTaJI MIPEANOCHUIKOW CTAHOBJICHHS MaYKOPO-MHHOP-
HOW JTaZIOBOM CHCTEMBI, KOTOPas XapaKTepU3yeTcs
KaK eIUHBIN JIaJ ¢ AByMS HakIoHeHHsIMH. OKOH-
YyaTeabHO MPEOI0JIEB MHOTOOOpa3ue HaTypalbHbIX
nanoB CpeaHEeBEKOBBS, MaKOPO-MHHOP TPEBPaTHII-
CSl B CTPOTYIO CUCTEMY OObEAMHEHHBIX KBUHTOBBIM
KPYroM YHHU(UITUPOBAHHBIX TOHAIBHOCTEU. « Tonb-
KO Ha OCHOBE PaBHOMEPHOW TeMIIepalii MEJIOAN-
yeckasi JIaJoBas CHCTEMa CTajia IpeBpamiarbcs B
JIaI0TapMOHUYECKYIO CHCTEMY, OObEAMHSIONIYIO HE
TOJBKO BHYTPUTOHAJbHBIE TapPMOHUYECKHE CPEa-
CTBa, HO, B KOHIIE KOHIIOB, TOHAJIbHOCTH BCEX CTETIe-
HEll pOACTBa CO BCEMH MPHUCYIIUMHU UM TapMOHUYE-
CKHMHU cpeacTBamMm», — koHctatupyert 0. H. Tronmua
[6, c. 66]. IIpu 3TOM Ba)KHEHIITNM OTIUIUTEIEHBIM
KaueCTBOM MayKOPO-MHUHOPHBIX TOHAJIBHOCTEH CcTa-
JIO SICHO OIYLIA€MO€ INIABEHCTBO OCHOBHOI'O TOHA,
BOKPYT KOTOPOTO CIIOXKWJIAch CHCTEMa TATOTEHUH
BCEX OCTaJIbHBIX 3JIeMEeHTOB: «Camoe xapaKkTepHoe
JUTS JTF0OOTO J1a/ia — 3TO TIIaBEHCTBO OCHOBHOTO TOHA
Y U3BECTHASI 3aBHCHMOCTH OT HETO BCEX OCTABHBIX
TOHOBY» [TaM ke, c. 79].

[epexox k mpeoOnanaHUIO TOHAIBHOW Opra-
HU3AIUN 3ByYaHUIl 3aHSI JOCTATOYHO MPOIOIKU-
TETHHBIA TPOMEXKYTOK BPEMEHH; 3TO OBLIT CIIOXKHEII
W HE BCerja MpsSMOJIMHEHWHBIA Mpolecc, MOAITOMY
crienuuKa JaJ0BOT0 MBIIUICHHUS JAHHOTO TEPHO-
Jla 10 HACTOAIIETO BPEMEHH MPHUBIICKAET BHUMAHNE
uccienosareneit [7; 9]. Eciu B ycnoBusix cpemme-
BEKOBBIX IIEPKOBHBIX JIJI0B 3BYKH COIOIYHHSIIUCH
M0 TIPUHIIXITY MOJAIBHOCTH, TO €CTh C OMOpPOH Ha
3BYKOPS/I, @ HE HA OTJIENBHBIN €ro TOH, TO TOHAIb-
Has opraHu3anus 4ETKO pasTpaHHyMiIa 3BYKH Ha
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LeHTp (TOHHKY), YCTOHYMBBIE TOHBI TOHHYECKOTO
TPe3By4Hsl U TOHAJBbHYIO Nepudepuro. Hammume y
LIEPKOBHOTO JIaJla OCHOBHOTO TOHA — (PMHAIINCA — HE
03Ha4aJIo ero abCOMOTHOTO TOMUHUPOBAHMUS: 37IECh
OTCYTCTBOBAJIA SICHAsA CHCTEMA TATOTEHWH; 3BYKH B
pamMKax Takoro jlaja oOyiafjaii 3HAYMTEIBHOU ca-
MOCTOSITETFHOCTBIO M CBOETO POJia PAaBHOIIPABHEM.
[ToaToMy KauecTBEHHOE pacCIOCHUE CTyTIeHEH JT1aia
Ha YCTOM M HEYCTOHW, KaK M BBIJIEJICHHE a0COIIOT-
HOTO IIEHTpPA, CTaJX OCHOBHBIMU OTIIMYUTEIHLHBIMU
MIPU3HAKaMH Ma)KOpPO-MHHOPA, KOTOPBIi BHITECHII
ycrapeBmme janpl. Heocoprumoe r1aBeHCcTBO Ma-
KOPO-MHHOPAa B MY3BIKE KJIACCHIIM3Ma OTMEYaeT
JI. Kupunnnna: «OmHO U3 CBHIETENBCTB TTyOOKHX
MIEpPEeMEeH, COBEPIINBIINXCS B MY3bIKQJTHHOM MBIIII-
JICHUH TIPH MIEPEXO0/Ie OT SMOXH bapoKKo K KIIacCHKe,
— 3TO PEIIUTENbHBIA 0TKa3 OT PyAUMEHTOB MOJAJhb-
HOCTHU U IIOCTPOEHUE BCEH MY3BIKAJIIBHON CHCTEMBI
Ha OCHOBE Ma)KOPO-MHHOPHOTO MBIIUIEHHUS ...»
[3, c. 25].

CraHOBNIEHHE Ma)XOPO-MHHOpPA TaKXKe HMEET
OYEBHJIHBIC Mapajuiesid B chepe MUPOIIOHUMAHHS:
KapAWHAJIbHBIE NU3MEHEHNS B MY3bIKQJIHHOM MBIIII-
JICHUH 10 BPEMEHH M IO CMBICIY COOTBETCTBYIOT
YTBEPKACHUIO TeTMOLIEHTPHIECKON KapTHHBI MUDA,
KOTOpasi BBITECHAJA M3 CO3HAHMSA YEJIOBEUECTBA
MIPEACTABIICHUS O 3aMKHYTOH Beenennoit ¢ 3emnéit
B KadecTBe a0COJIOTHOTO IieHTpa. HoBas mozmens
Bcenennoii Bkirouana OecKOHEYHOE MHOTO0Opa-
3W€ MMEIOMUX COOCTBEHHBIM IIEHTpP IUTaHETapHBIX
cucreM. [lo aHajoruu ¢ TaKMMH CHCTEMaMH OKa3a-
JIaCh yCTPOCHA M TOHAJIBHOCTH: TOHWUKA BBITIOIHS-
eT (pyHKIHIO NEHTpaTbHON 3BE3/bl, a OCTAJIbHBIC
3BYKH Kak OBbI BpaIIaroTCs BOKPYT He€, HATOMHUHAsS
opOuTanbHOE JABIXKCHWE IUIaHET. B pesynmbrare
My3bIKaJIbHOE TPOM3BENEHUE, HAIMCAHHOE B OfI-
HOH U3 Ma)XOPHBIX MJIM MHUHOPHBIX TOHAJIBHOCTEH,
yrnono6msiercst CONHEYHOH crucTeme, 3aTepsSHHON B
OecrpeneIbHOCTH 3BYKOBOTO IPOCTPAHCTBA TEM-
MIEPUPOBAHHOTO CTPOS, TMOTEHIMAIHLHO HAINOJIHEH-
HOTO MHOTO00Opa3ueM «TOHAJbHO-TUTAHETAPHBIX)
CHUCTEM.

SpKocTh TOJOOHBIX KOCMOJOTHYECKHX acco-
IManui HEe MCKII0YaeT BO3MOXKHOCTh WHOW — CO-
IMaIbHON WHTEPIIPETAlli JIaJOBBIX OCHOB
MY3bIKQTBHOTO KJIACCHUIIM3Ma, 00pa3sl KOTOPOTO
MPUHATO TMOHMMATh KaK BBICIIEE XYyH0)KECTBEH-
HOE TIPOSABIIEHUE TpakJaHCTBEHHOCTHU. Ecimm wmc-
KyCCTBO OapOKKO aKICHTUPYET 3MOIHMOHAIbHBIC,
adpeKTUBHBIE, TO €CTh MPUPOIHBIC MPOSIBICHUS
YeJoBeKa, TO KJIACCHIM3M IPEACTaBISAET YeJIOBe-
Ka KakK CYIIECTBO OOIIECTBEHHOE, JAEMOHCTPHUPYS
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€ro Jiy4yliue colHalibHble KayecTBa. B 3ToM CB-
3M TPEICTABISIETCS BO3MOXHBIM TPAKTOBATh TEM-
MIepUPOBAaHHBIA MY3bIKAIBHBINA CTPOH Kak o0pa3
€IMHOTO B CBOEM paBeHCTBe rnepen borom wueno-
BEYECTBA, OPraHM30BAHHOTO B COIHMAJIBHBIE U TO-
CyIapCTBEHHBIE CTPYKTYPBI, B pPaMKax KOTOPBIX
KaXJbll 3aHUMaeT oTBeAEHHOE emy borom mecto
1 9€TKO UCTIONHSET IpeaICaHHbIe CBBIIIE 00sA3aH-
HOCTH. [10/100HBII OIBIT «COI[HAIBHONY HHTEPIIPE-
Tallu MY3BIKM TPEACTaBIeH B Tpynax 1. AgopHo,
KOTOPBII yKa3bIBal Ha OOIIHOCTH CYIIECTBYIOIINX
B OAWH M TOT K€ MEPUOJ MCTOPUH MY3BIKAIbHBIX
W COLMAaJbHBIX CTPYKTYp: «OpraHM30BaHHOCTH
MIPOM3BEIEHNH HMCKYyCCTBa 3aMMCTBOBaHa y O0IIIe-
CTBEHHOU OpraHW3allnd...», — Tucan oH [1, c. 185].
CormmacHo AZOpPHO, MY3BIKQIBbHOE HCKYCCTBO, IIO-
n00HO ¢unocopuu BOCCO3AAET JyX CBOETO BpE-
MEHH, TI0TOMY «UCTOpUYECKOe Mpeodpa3oBaHue
MY3bIKQTbHOTO MaTepuajia TOCTOSIHHO OTPaKaeT,
3areyarieBaeT cielpl U3MEHEHHH B oOIIecTBe —
ke eCIM My3bIKa ¥ O0IIecTBO HE 3HAIOT APYT O
IpyTe WIHA BpaxayoT» [2, c. 83].

JelcTBUTENBHO, CTOJIb XapaKTepHas ISl MayKko-
po-MuHOpa (QYHKIMOHAJIBHO-CMBICIOBas Judde-
peHIanys 3ByKOB BO MHOTOM aHAJIOTWYHA CHCTe-
MaM rocyJapCTBEHHOTO YCTPOICTBA M COIMATLHBIM
CTPYKTypaM paccMaTpHUBaeMOrO BPEMEHH C UX TH-
TOTEHUEM K €AUHOBJIACTHUIO U KECTKOH COCIIOBHOM
ONPEAEIEHHOCTHIO. Ecin 10MyCTUTh BOBMOXXHOCTh
AQHAJIOTUH MEXAY TOHAIBHOCTBIO U CTPYKTYpOU
WIeabHOTO (C TOYKH 3pEHHS paccMaTpHUBaeMOTO
BpEMEHH) OOIIECTBa, TOTJa TOHUKY MOXKHO YIIOJI0-
OUTH ero aOCOMIOTHOMY LIEHTPY — MOHApXy, YCTOH-
YUBBIE TOHBI TOHUYECKOTO TPE3BY4HS — OJIM3KOMY
OKpPY>KEHHIO MOHapxa (apHCTOKPATHH), a JIAJOBYIO
nepudepuio (HEyCTOHYUBBIE TOHBI) — HU3IIMM CO-
LMATBHBIM COCIIOBHSIM. Takas «CoIfaiibHas HH-
TepIpeTanus MaXOpO-MHHOPA MPENCTABISIETCA HE
MeHee YOCAMTENILHON, HEXENHU «IPUPOTHOE» ee
ucronkoBaHue. HecnmydailHO paclBET HCKyCCTBa
KJIacCUIM3Ma (CIOXKHUBIIErocs Ha Teppuropuu Mra-
JINW) COCTOSIICS MMEHHO BO DpaHIu — cTpaHe 00-
pasmmoBoro abCcoMoTH3MA.

YMECTHO BCIIOMHUTH CHMBOJHYECKYIO IS
(panmy3ckorr MmoHapxuu ¢urypy Jlrogosuka XIV,
KOTOPBIM yMogo0MsuIcss a0CONIOTHOMY IIEHTPY HE
TOJIBKO CBOETO IOCyIapcTBa, HO U Beel BeenleHHOM.
B ero nurne cnumuck BoenuHo boxecTBenHoe (Imo-
MazaHHUK boxwuit), mpuponHoe (Kopoms-Comaie)
u conuanpHoe («l'OCymapcTBO — 3TO 5») Hadaja.
He Menee nmokasareseH B 3TOM IUIaHE W HApacTaro-
mui ot XVII k XVIII Bexky unTepec eBponeickux
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MBICTTUTENEN K COIMATBbHO-MOTUTHYECKON Tpolite-
MaTHKe (IOCTATOYHO BCIIOMHUTH Tpyasl T. [000ca,
JIx. Jlokka, X.-)K. Pycco u MHOTUX qpyrux npen-
crasureneil ¢ppanmysckoro Ilpocsemenns). Bpems
TOSIBJICHUS KJIACCHYECKUX TPYIOB, OOBSICHSIOIINX
BO3HMKHOBEHHE O0IIECTBA M TOCYAApPCTBa, a TAKXKE
pa3pabOTKH MHOTOYHUCIIEHHBIX IPOEKTOB MOCTPOe-
HUS UIE€aJHHOTO COI[MyMa COBIAAAET C YTBEPXKIE-
HHEM TEMIIEPUPOBAHHOTO CTPOSI U MAXKOPO-MHUHOpA
B MY3BIKaJJbHOM HCKyCCTBE Kiaccunuima. Ha atu
coorBercTBH yKasbiBaeT U JI. Kupnmmnza: «MHo-
IJa, KOrna CIyIIaellb U aHAIH3HpYellb KIaccuie-
CKyI0 MY3BIKy WJIM YWTaeIlb TPAKTaThl TOTO Bpe-
MEHH, CO3MaéTCs OIIyIIeHUEe, OYATO yTOIMHYeCKas
MeuTa MeicimTenei [IpocBemenus o0 maeaaTbHOM
TOCYJIapCTBE, B KOTOPOM OBl OPTaHMYHO COCIHHU-
JIUCH MPEUMYIIECTBA MOHAPXUYECKOTO, APUCTOKPa-
TUYECKOTO ¥ PECITyOIMKaHCKOTO CTPOSI, OCYIIIECTBH-
JIaCh B CTPYKTYPE KJIACCUYECKON (PyHKIIMOHATLHON
ToHANIBHOCTHY [3, C. 39].

JleficTBUTENbHO, BCS JIOTHKA JBHKCHHS MY3bI-
KaJlbHOM MBICITH, @, COOTBETCTBEHHO, MY3BIKallb-
HBIX 3By4aHU! B YCIOBMSIX Ma)XOPO-MHHOPHOM
JIAJIOBOM CHCTEMBI, MOKET OBITh MCTOJKOBaHA KaK
YTBEp)KJEHHE €NWHOHA4YaNINsi, €IUHOBIACTHS B
PENUTHO3HOM, €CTECTBEHHOHAYYHOM (KOCMOJIOTH-
YeCKOM) M COIMAIbHOM acrmekTax. Eciu B McKyc-
CTBE OAPOKKO MPEAOYTUTEIHHBIMU OKa3bIBAIOTCS
nepBbIe ABa (PETUTHO3HBIN U MPUPOAHBIN), TO CO-
[MAJTHHBIA aCIeKT BBIABUTAETCS Ha MEPBBIA IUIAH
WMEHHO B IMPOM3BENEHUSAX KiIaccuumidma. Mox-
HO YTBEp)KIaTh, YTO MY3BIKAIBHBIM KIIACCHUIIU3M
(mom00HO KJIACCUIIU3MY JIMTEPATYPHOMY, >KHBO-
MMMUCHOMY W T. NI.) CBOMMH CPEICTBAMH CITY/KHII
YTBEPXKICHUIO TpeobiafaBmieli B EBPOMEUCKHUX
rocynapcrsax (opMbl MpaBlieHHs, TO €CTh MOHAp-
XHUH. JTO yTBEPXKICHNE BOBCE HE 03HAYAET, UTO BCE
MPeICTaBUTEH MY3BIKAJIbHOTO KITACCUIIN3Ma ObLITH
yOeXIeHHBIMH MOHApXUCTaMH, HO B MX CO3HAHUU
(kKak ¥ B CO3HAHUHU YEIOBEUECTBA B IICJIOM ), TIO-BH-
JTUMOMY, TOCITOJICTBOBaJIa yOeKAEHHOCTh B HEOO-
XOIIMMOCTH €IUHOTO a0COIOTHOTO IIEHTpa Ha BCEX
YPOBHSIX MHPO3JaHUsA, Oyab TO O0KECTBECHHBIN
MHUp, Tipupoaa (KOcMocC) WK ke couuyM. Tombpko
HajJU4rde TaKOTO IEHTpPa, COTIACHO aroJioreTaM
MIPOCBEMIEHHON MOHAPXUH, TTO3BOJIUT OOCCIICUHUTH
COBEPIICHHBIN MHUPOTOPSAOK, O KOTOPOM TPE3HIIO
gesoBeuecTBO 3moxu [Ipoceemenus.

B 3axmrouenue cieayeT KOHCTaTHPOBATh, YTO
mepexoj] K HOBOMY CTPOIO M TOHAJIBHON OpraHu3a-
MY 3BYKOB, 3aBEPIINBIINICS B My3bIKaJIbHOM HC-
kycctBe XVIII Beka, cocTaBui XyA0KECTBEHHYIO
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rapajlieslb CTAHOBJIICHUI0 HOBOIO MHUPOIIOHHMMa-
HUS B 00IIeCTBEHHOM co3HaHWU EBpombl. Crern-
upuKa PaBHOMEPHO TEMIEPUPOBAHHOTO CTPOS M
TOHAJIBbHOM OpraHHU3alli{ 3BYYaHHU BBI3BIBAET ac-
COIMAIINK C HAyYHBIMH MPEICTABICHHUAMH O Oec-
IpeAebHON BceneHHOH M TeIMOLEHTPUYECKOM
MHUPOYCTPOICTBE, a TAK)Ke ¢ 00pa3oM HI€aIbHOTO
— )KECTKO CTPYKTYpPUPOBAaHHOI'O COLIMYMa BO IVla-

BE C IPOCBEIIEHHBIM MOHapxoM. lIpencraBnen-
HbI€ KOCMOJIOTMYECKHE U COI[MaJIbHbIE aHaJIOTUU
CBUJIETEJIbCTBYIOT O TOM, UYTO JIaJIOBblE OCHOBBI
MY3bIKQJIBHOTO KJIaCCHUIIM3Ma MOJHOCThIO OTBEYa-
JIM LEHTPaJIbHON MUPOBO33PEHUYECKON YCTAaHOBKE
3M0XH, @ UMEHHO, YOoe:kaEHHOCTH B PasymHo-bo-
’)KECTBEHHBIX OCHOBAHHUSIX MCKYCCTBa, IPUPOJIbI U
counyma.
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AapoBble 0CHOBbI KAACCULIM3MA
B KOHTekcTe mupoBo33penus XVIII Beka

Knaccumusm oTHOCHTCS K 9HCITy HanOojee 3HaYMMbIX TBOPYECKHX JOCTH)KEHUH dernoBedecTBa. OCHOBY CIIOXKHB-
werocs B uckycctBe XVIII Beka My3bIKaJIbHOTO KJIACCULM3Ma COCTABUIIM PaBHOMEPHO TEMIIEPUPOBAHHBIM CTPOU
1 Ma)XOpO-MHHOpPHAs JIaJioBasi CHCTEMa, KOTOPbIe HPUIIIM Ha CMEHY MU(aroperckoMy CTpOIO M COBOKYNTHOCTH
CPEIHEBEKOBBIX IIEPKOBHBIX JIAZIOB. JTH HOBOBBEJCHHS SBUJINCH PE3YJIBTATOM JJIHTEIBHOTO LIEIECHAIPaBICHHOTO
HAy4HOTO TOMCKa MBICIUTENICH U MY3bIKAHTOB MO CO3JIAHHIO HIECATbHOTO MY3BIKAJBLHOTO CTPOS. DTO MOJHOCTHIO
COOTBETCTBOBAJIO 00IIeMy yMoHacTpoeHuto smnoxu [IpocBemenus ¢ e€ npeknoHeHneM nepen Pasymom — Boxe-
CTBEHHBIM M YEJIOBEYECKHUM.

Ha3BaHHBIC HOBAIMM COCTABWIIN XyHAOXKECTBEHHYIO aHAJOTHIO 00pa3aM OECKOHEYHOTO OZHOPOIHOTO MPOCTPaH-
CTBa M TEJIMOLEHTPUIECKON CHCTEMBI MHpA, KOTOPHIC OTTECHWIM Ha BTOPOH IJIaH CPEIHEBEKOBBIEC MPEACTABICHUS
00 MepapXuuecKoM MHUpPOYCTpOHcTBe ¢ 3eMiIEH B KauecTBe aOCOMOTHOTO IeHTpa. ColMaabHBIM aHAJIOTOM Iepexozia
K IEHTPAIN3alMH JaJa ¥ TOHAJIBHOW OpraHU3alny 3BYYaHUs] MOKHO CUMTATh CTAHOBJIEHHE (PaHIly3CKOro abCcoro-
TH3Ma, a TAKXKE CO3/1aHHOE MIPOCBETUTEIISIMH YUEHHE 00 HI€AIbHOM YETKO CTPYKTYPHPOBAHHOM COOOIIECTBE PaBHBIX
niepen borom nrozieid Bo m1aBe ¢ MPOCBENIEHHBIM MOHAPXOM.

[IpencraBneHHbIE B CTaThe KOCMOJIIOTHYECKHE M COIMAIbHBIE aHAJIOTHH CBHICTEIBCTBYIOT O TOM, UTO JIaJOBBIC
OCHOBBI MY3BIKQJIFHOTO KJIACCHUIM3Ma TIOJIHOCTHIO OTBEYAIN LEHTPAIbHOW MHUPOBO33PEHUECKOH YCTaHOBKE 3IIOXH, a
HMMEHHO, YOS)KIEHHOCTH B Pa3syMHO-Bo)keCTBEHHBIX OCHOBaHUSAX HCKYCCTBA, PUPOJIBI M COLMYMA.

KirroueBeie ci1oBa: KIIaCCUIM3M, TEMIIEPUPOBAHHBIA CTPOH, MaXOPO-MUHOP, TEIMOLEHTPHUIECKas CHCTEMa, COIH-
anpHas CTPYKTypa.

The Modal Foundations of Classicism
in the Context of the World Perception of the 18* Century

Classicism presents one of the most significant artistic achievements of humanity. The basis of Classicism formed in
the art of music in the 18" century was comprised by the equal tempered scale and the major-minor modal system,
which succeeded the Pythagorean tuning and the assemblage of the medieval church modes. The aforementioned
innovations were the result of a lengthy goal-seeking scholarly search for thinkers and musicians for the end
of creating an ideal musical temperament. This corresponded fully to the overall mentality of the epoch of the
Enlightenment with its veneration of reason, both Divine and human.

The aforementioned innovations comprised an artistic analogy to the images of the infinite homogenous space and
a heliocentric system of the world, which sidelined to the second place the medieval perceptions of a hierarchical world
order with the Earth as the absolute center. The socially-conceived analogue to the centralization of the mode and the
tonal organization of sound may be conceived to be the formation of French absolutism, as well as the teaching created
by the Enlighteners of an ideal concisely structured community of people equal before God ruled by an enlightened
monarch.

The cosmological and social analogies presented in the article testify to the fact that the modal foundations of
musical Classicism corresponded in full to the central world outlook paradigm of the epoch, namely, the conviction of
the Rational and Divine foundations of art, nature and society.

Keywords: Classicism, the equal-tempered scale, major-minor, the heliocentric system, social structure.
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K MPOBAEME U3YYEHUSA CUCTEMHbIX CBOMCTB
KATETOPUU TNMPOCTPAHCTBA B MY3bIKE

aTeropusi MPOCTPAHCTBA CIIOKHEHTIIast

¢dunocodckas yHUBEpCcaaus, KOTOPY0 (u-

3uKH, QUI0CO(dbI, 3CTETUKH, JTHHTBUCTHI U
JUTEepaTypoBenbl MU3y4yaloT B HEPA3pBIBHOM CBS3U
co BpeMeHeM. E€ My3bIKOBEUECKOE UCCIIEIOBAHNE
HaMEPEHHO OCYIIECTBISIETCS HAMH B OTPBIBE OAHOM
KaTeropuy OT JIPYyro JUIs BBISBICHUS crienuguye-
CKHX CBOMCTB KaTeropH{ MPOCTPAHCTBA, a TAKKeE
(hakTOpoB, 00ECIIEUNBAIOIINX IIEJIOCTHOCTh €€ Cy-
IIeCTBOBaHMUS B My3blke. OCHOBOW HCCIIEZIOBAaHUS
craHoBsTcss npencrapnenus JI. ¢on bepranandu
O CHUCTeME KaK O COBOKYITHOCTH JJIEMEHTOB, Ha-
XOIAUINXCS B OMPEACNEHHBIX OTHOLICHUSX APYT C
JIPYTOM | €O cpefoi [2, ¢. 24]. IIpu 3ToM BaKHBEIMHU
JUTSL ICCIIEIOBAHUS CHCTEMHBIX KaueCTB KaTeropuu
MIPOCTPAHCTBA B MY3bIKE, HA HAI B3IV, SIBIAIOT-
Csl CBOWCTBa LIEJIOCTHOCTH, (PYHKIIMOHAIBHOCTH M
uepapxuyHocT. LlenocTHOCTh onpenensieTcs «cu-
JIOI» CBsI3€d JIEMEHTOB BHYTPHU CUCTEMBI, KOTOpasi
JIOJDKHA OBITh BBIIIE, YEM CHJIA CBSI3€H DJIIEMEHTOB
CHUCTEMBI C NIEMEHTAMM BHEUIHER cpenbl. DyHK-
[IUOHAJFHOCTh PACKPHIBAET OTHOLICHHS MEXIY
COCTABJISIOUINMH CHCTEMBI. VlepapXudHOCTh BBIpa-
JKAETCSI T€M, YTO Ka)KJIbIH IIEMEHT CUCTEMBI MOXKET
paccMarpuBaThCs KaK CHCTEMa; caMa CHCTeMa TaK-
K€ MOXKET pacCMaTpuBaThCs Kak AJIEMEHT HEKOTO-
poit HaxcucTeMsl (cynepcuctemsl) [ 1, c. 38].

Lens crarbu — mOKa3aTh NMMAaHEHTHBIE Kade-
CTBa CYLIECTBOBAaHHUS KaKIOW M3 MOACHCTEM IIPO-
CTpaHCTBa (peaNbHOTO, KOHLIENTYaIbHOTO, MIEPIIeTI-
TyaJbHOTO) B MYy3bIK€ M OOHApyXHUTh HEKOTOpHIC
o011re 3aKOHOMEPHOCTH, CBOMCTBEHHBIE KATETOPHHU
IIPOCTPAaHCTBAa KaK €QUHOW cucteme. BxiroueHue
HaM# CUCTEMHOTO IT0/IX0/1a 00yCIIOBIIIO CO3HATEINb-
HBIA OTKa3 OT PacCMOTPEHHUS MPOCTPAHCTBEHHBIX
MOJICKICTEM B X MPUBBIYHON MOCIEI0BATEIHHOCTH
peanbHOE, TMEepIeNnTyaJbHOe, KOHLENTyalbHOE
MIPOCTPAHCTBO, TOCKOJBKY TakKasl ITOCIIEJ0BaTENb-
HOCTh, Ha HAlll B3NN, MPOTUBOPEYUT ACHCTBU-
TEJILHOMY CYIICCTBOBAHUIO U (DYHKIIHOHUPOBAHHIO
3TOU KaTeropuu B MY3bIKE.

PaccmoTpuMm  Kakjoe W3 HA3BaHHBIX IIPO-
CTpaHCTB. PeanpHOE TIPOCTPAaHCTBO 3By4aHUS MY-
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36IKA BIIOJTHE 3aKOHOMEPHO TMPENCTABIACTCA B
OTEUECTBEHHOM MY3bIKOBeJIeHHH (opMOil cyiie-
cTBoBaHus Marepuu [11, c. 124]. [Insg Bu3yampHBIX
BHJIOB MCKYyCCTBa (Tearpa, KHHO, apXWUTEKTypHl U
CKYJBIITYpbl) MaTepHajJbHbIE CBOWCTBA MPOCTpPAH-
CTBa, BBISBJICHHBIC Y€pe3 COOTHOIIEHHWE MacChl U
MIPOCTPaHCTBA, 00bEMA W IMPOCTpPAHCTBA B OONb-
IIMHCTBE CIy4aeB pa3pabaThIBalOTCs COBPEMEHHON
Haykod [12]. B oTHomieHMHM MY3BIKaJBHOTO IIPO-
CTPaHCTBa €r0 MaTepHaJbHOCTb, MPEACTaBICHHAs
yepe3 cnenudpuueckyio cpexy OBITOBaHUS, OCTAET-
¢ terra incognita.

B maHHOM KOHTEKCTE MPO3OPIHUBBIM BHUAWT-
ca BolckasbiBanue Kapnxaiinna IlltokxayseHa:
«51 Bepro, yTO OmHaXABl My3bIKa OyzmeT ompene-
JSTh APXUTEKTYpPY, @ HE KaK TO ObLIO BIUIOTH JIO
HAaCTOSIIEr0 BPEMEHH, KOT/Ia Tl BBIHYK/IEH IMHCATh
MY3BIKY JJI T€X 3aJI0B, KOTOPBIE CTPOSIT apXUTEK-
Topb» (1UT. mo: [9, c. 20]). MoXXHO yTBEpXAaTh,
410 XX BEK U HACTOAILEE BpeMs ONpaBIalid 0XKH-
JaHUS MacTepa. YHHUKAJIbHBIE MOJEITH MY3BIKallb-
HOHM apXHUTEKTYpHI, CIy’Kallie Cpenoil OBITOBaHUS
MIPOU3BEACHUI MY3bIKaJbHOTO HCKYCCTBA CTalld
OTpaXeHHEM YHUBEpPCYMa MY3bIKaIbHBIX (OpM,
yTBepXkaas B BU3yainbHoOU ¢opme uueto O. [len-

JINHTA O TOM, YTO «aPXUTEKTypa — ...€CTh MY3bIKa
B MMPOCTPAHCTBE, KaK OBI 3aCTHIBIIASI MY3bIKay [13,
c. 280].

OnuH n3 Hanbosee SPKUX MPUMEPOB — IABHU-
mp0H «Dunmrncy, cipoektupoBanHbii Jle Kop6rosbe
s Beemuproit BeicTaBku B bproccene (1958). Ero
KOHCTPYKIHSA TMPEACTaBIIAa AEeBATh THIIEpOOInde-
CKHX MapaboJIONI0B, ACHMMETPUIHO COCTUHEHHBIX
MCXKIOY c000M CEeThIO CTAJIBbHBIX HATKHBIX TPOCOB.
Kaxaplii 3211 1 iepexosl 110 KOPUJ0PY OTIEISIUCH
JIpyT OT Apyra HE TOJIBKO apXUTEKTyPHO, HO U My-
3bIKaJIbHO. B 3ame 3Byuana «neKTpoHHas MOdMay
3. Bapesa. IIpu nepexone ciaymaTeinen mo KOpuIo-
py TpaHciaupoBasiock npoussenenue . Kcenakuca
«Concert PH». 3Bykoomeparopbl pacmpeneisuim
MY3BIKY B IIPOCTPAHCTBE IPH ITOMOIIU JUCKOB HO-
MepoHabupareJsi, MoKa CIIyIaTeId ePEIBUTaINCh
B cleaytomee momemnienue [9, c. 78].
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Wnest m3mepeHuss U OTrpaHUYEHUS] MPOCTPaH-
CTBAa MHOW OpraHu3aluedl My3bIKAJIBHOIO MaTepu-
ana pa3pabarblBaiachk KOMIO3HTOPAMH B MY3BIKE
u 10 XX Beka. OHa peayM30BBIBANIACH, HAIIPUMED,
yepe3 CMEHY TOHAJIBHO-JTAJIOBBIX KOHCTAaHT MyTEM
YyepeaoBaHUs MaKOpO-MUHOpA, Kak B «MasleHbKOM
rapmonnyeckom snabupunte» U. C. baxa. Mozaens
MY3BIKQIBHOTO JIAOMPUHTA CO CBOMMH «KOMHAaTa-
MI»-JIOKyCaMH, OTACNEHHBIMU JIPYT OT JIpyra HO-
BBIM TAPMOHUYECKUM U TEMOPAIbHBIM KOJIOPHUTOM,
MOAKPEIJIEHHBIM [IBETOCEMAHTUKOW, HaXOJuM U
B onepe «3amok reprora Cunss bopona» b. bap-
TOKa. BIM3KUI TUN CTPyKTYypHUpOBAaHMsI BCTpeya-
em B Konnepre ans 6assHa 1 KaMEpPHOTO OpKecTpa
«JIabupunTtbi» B. Koponesckoro'.

MOXHO TIPEATIONOKHUTh, YTO YHUBEPCAIHLHOCTh
(hopMOOOPa3yIOIMINX CBOMCTB KAaTETOPUH IIPOCTPaH-
CTBa, MPOSBIIONIASICI B CXOKECTH KOHCTPYKLHH
MIPOU3BECHUI Pa3HBIX BUJIOB HCKyCCTBA CBf3aHA
C OTpaXEHHEM HEKHX CIIOKHBIIHNXCS B OOIIECTBE
YCTOMYMBBIX KOHILIENITOB, 3aKPEIUIEHHBIX B KOHKPET-
HBII UICTOPUYECKHUN ITEPUOA U JIATEHTHO BJIMSIOIINX
Ha OpraHU3alHi0 MPOCTPAHCTBA B MPOHM3BENEHUIX
HCKyccTBa (cM. mompobHee: [4, c. 142]). [Ipumepom
TOMY CIy)XaT YHHUKaJIbHBIE T€OMETPUYECKHE KOH-
CTPYKIMH MY3BIKaJIbHBIX aPXUTEKTYPHBIX OOHEKTOB
U HEOPAHUHAPHBIE KOMIO3UIMHU MY3bIKH XX—XXI
BekoB. Hampumep, HeoOBIYHAs TUTAaHUPOBKA (pr3u-
YECKOro mpocTpancTBa Jloma My3bIkid B XeJIbCUHKU
BBIpa)KaeT CBOEOOPa3HYI0 OPraHMU3aLMIO COLMANb-
HOTO B3aUMOJICHCTBHSI, KOT/Ia BOKPYT OJHOTO CHJIb-
HOTO JIHJepa KOOTEepUpyeTCsl KOMaHAa WK TPyIa
ydacTHUKOB. Bokpyr 6onbiioro KonneprHoro 3ana
pacrmonaraiTcs BOCeMb MEHBIIINX 110 MacIITady 3a-
JIOB — ISl OPKECTPA, OpraHa, Juii KaMepHOH My3bIKH,
MEeHUs, JICKUUN, PENEeTUIUMN U OMEUIEHUs ISl ap-
THCTOB. [ToXOKyr0 opMy OpraHH3alul MYy3bIKAb-
HOTO TIPOCTPAHCTBA MOXKHO HaOmonath B TpeTheit
(oprenmannoii conare 1. bynesa, ¢popmy xoTopoit
E. MuxamuenkoBa-Cnipuna cpaBHuBaeT ¢ Co3Bes-
mueM 1 Co3Be3ANsIMU-3epKajlaMy, BPAIIAlOIIIMHUACS
BOKpYT B cepuueckoit Becenennoii. Conara cocro-
ut u3 5 gacter (hopMaHT, cormacHo bymnesy), BKiIro-
yast Aurudonsli, Tponsl, Koncremsuuu, Ctpodsl,
ITocnenoBarensHocTr. Kaxkaas u3 yacteil Hanucana
B HECKONbKMX BapuaHTax. CymectByer 16 Bepcuit
PacCIIOIOKEHHS OJHOTO U TOTO e Marepuasa, u3Me-
HSIOUIMX KOHIICTIIIUIO COYMHEHHUS B 3aBHCUMOCTH OT
HCITOJTHUTENIBCKOM HHTEpIpEeTaIu [7, ¢. 68].

Buyrpennue nomemenus KoHueprHoro 3aia
Komnenrarena ([anus)?, cpoexruposantom XK. Hy-
BEJIEM, pa3MeIeHbl B CEMHU Pa3HBIX IJIOCKOCTIX OT
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2,5 MeTpoB MOI 3eMJicii M Haa YPOBHEM 3EMIIH.
Bonbuioi 3an «maput» HaJl 3eMIIel, BO3BBIILIASACH HA
10 MeTpoB BBIIIE TPOTYyapa, APyTHE TPU 3aj1a Pacmo-
JIararoTcs Ha Pa3sHbIX YPOBHSX IO BBICOTE HAJ 3€M-
néii, a MEHBIINE TI0 MacIITaly 3aJbl CIIPOEKTUPOBA-
HBI HIDKE YPOBHS 3eMid. HeoObrdHast KOHCTPYKIUS
[IOMELIEHMSI CO3/IaHa ¢ YYETOM MY3bIKAIbHOM IIpaK-
THKH, pa3HOOOpa3ust Bcex (HOPM HCIOIHHUTEITBCKOTO
HCKYCCTBa, €0 CTWJICH U XKaHPOB.

[lomoOHast opranmzanusi MPHUBEAEHHBIX aApXH-
TEKTypHBIX O0paslloB HAIIOMHHAET MHOTOJIWHEH-
HOCTbH TOMU()OHUICCKOM MY3BIKH, TJE KaXIbIi TO-
JIOC pa3BUBAET COOCTBEHHYIO MEJIOIHUIO, HO B IIEJIOM
Bce rojioca (3ael) paBHO3HAYHBI. B coBpeMeHHO
MY3BIKE TIOXOKYIO CTPYKTYPY UMEET MHOTOKaHAIIb-
Hasi My3bIKa, CO3/1aBaeMasi C IMOMOIIBIO DIEKTPOoa-
KyCTHYECKOTO 000pynoBaHHs. TakoBO, Hampumep,
npomsBeaeHue M. ba06utra «®Dummomena» s
CHHTE3aTopa, CONMPAHO COJI0 W 3alUCAaHHOH W 00-
paboTtanHoil BokanmbHOW mapTuu. CyIIecTBYIOT U
MIPOM3BEICHHUS, T/I€ TIOKAa3bIBAETCSI KOHTPACT U JaXKe
KOH(IIMKT MEX]y TAPUTETHBIMUA CTOPOHAMH. TaKkoB
Crpynnsiit kBaptet Ne 1 D. Kaprtepa, rne onHoBpe-
MEHHO 3ByuaT OT YeThIpEX /10 mmecTu TeM. Kaxnas
COXpaHSET CBOM TEMII M MO-Pa3HOMY COUYETAaeTCs C
JPYTHMH, BOCITPOU3BOAS OCOObIE OTHOIIICHHS U Xa-
pakTepbl aHCaMOJIICTOB.

[IpuHIMNIMANbHAS YCTaHOBKA MapajuIeIbHOTO
CYIIIECTBOBAHUS PAa3HBIX YacTeH OFHOTO MPOM3BE-
nenust nexnapupyerca K. Illtokxay3eHoMm B renra-
sorun «Cset». KommosuTtop cunTai, 9To BCe CEMb
gacTell ero MpOW3BEACHHS JOIDKHBI HITH OTHO-
BPEMEHHO <CKENaTeNIbHO B CEMH 3ajJax Ha paccTo-
STHUM HECKOJIbKMX COTE€H METPOB JAPYT OT Jpyra,
HO B OIHOM 3[aHWH. ...B maeane ciymarens mon-
KEH MMETh BO3MOXXHOCTH MPHOOIIUTHCS K YacTAM
“Csera” Tak, Kak OH caM HoXxenaeT» (UuT. mo: [9,
c. 22]). [lomo6HOE pa3BUTHE CIOKETA MTPOU3BEACHIS
B CHUMYJNBTAaHHOM IIPOCTPAHCTBE, MO HECKOJIBKUM
MapajuIeTbHBIM JINHUSAM, KOT/Ia BOCTIPUHUMAIOIINN
caM MOXET BBIOMpPAaTh IMOCIIEIOBATENLHOCTD TJIAB,
XOJl BpEMEH W «IIPaBHJIa UTPBI», CBOWCTBEH U JIH-
TepaTypHbIM NMPOU3BeACHUsAM XX BE€Ka — pOMaHaM
I'. T'ecce «Urpa B Oucepy», X. Kopracapa «Urpa B
knaccukm», [. Ixoiica «Yimuccy.

B3anMocBs3b (GOpMBI TIPOHM3BEICHUN HCKYC-
CTBa C YCTAaHOBKaMH OOIIECTBEHHOTO CO3HAHUA,
0000IIEHHO CKOHIIEHTPUPOBAHHBIMU B SIPKOM, XY-
JO’KECTBEHHOM 0O0pa3e apXUTEKTypHOTO OOBEKTa,
OTJIMYAIOIIEMCSI OT OKPY’KAIOLIEHCs YTHIMTAPHOMN
NEHCTBUTENHHOCTH, TO3BOJIIET HAM CJIENaTh BBI-
BOJl, 4YTO peanbHOe (U3NYECKOe MPOCTPAHCTBO
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CYLIECTBYET B BOCHPHUATHHU YeNIOBEKa HEpa3phIBHO
CO CMBICJIOBBIM, KOHIENTYaJIbHBIM TIPOCTPAHCTBOM.
JlokazarenbCTBOM TOMY CITyKaT Pa3MBIIUICHUS ap-
XUTEKTOPOB, BBICKa3aHHBIX IO MOBOJY CBOMX TBO-
peHuii.

Tak, Hampumep, 3aMeHa KaMeHHOro (acana
Ha GopMy MeTaJUIMYeCKUX, Pa3lyBacMbIX BETPOM
cepebpsubIXx mapycoB Konnepraoro 3ama Y. Jluc-
Hes B Jloc-Anmxkenece (CIIIA) crutanupoBaHHOTO
apxutekropom ®. T'epn®, 0600MEHHO BBIpaXkaeT
CMBICII, TIPHUABAEMbIIl aMEPUKAHCKIM COIUYMOM
KOHIIETITY «MY3BIKaJIbHOE MPOCTPAHCTBO» B BUIE
MPOCTPAHCTBA, 3aXBAaTHIBAIOLIETO IPUKIIIOYCHUS,
BCTpEUYN ¢ MeuTOoi, cynp00ii. Jlom My3biku B Onb-
6opre (danus)!, MOCTPOCHHBIA aPXUTEKTYPHOM
CTynuen «XuMMens0ay3», MPeICTaBIseT CUM-
BOoJIMYECKOe O0000IIeHNe KOHIENTa «MY3BIKalb-
HOE TPOCTPAHCTBO» HEpe3 BOCIPOM3BEICHUE
MPOCTPAHCTBEHHOW (HOPMBI KOJIJICKTUBHOTO MY-
3UIMPOBAHUSA — aHCAMOJIA My3bIKATbHBIX HHCTPY-
MeHTOB. KOHIIEpTHBIN 3all 1aTCKOTO apXHUTEKTOpa
O. Dmmaccona «Apda» B Peiikpsapuke (Mcman-
1¥st)’ BOCIPOU3BOIUT Yepe3 CTEKISIHHYIO (haKTy-
Py apXHUTEKTypHOTO O0BEKTa MPOCTPAHCTBEHHYIO
cnenu@uKy 3By4aHus TeMOpa apdbl — 3BEHSIIETO,
YUCTOTO U MPO3PAYHOTO.

OpHaKko KOHIIETITYyaJhbHOE MPOCTPAHCTBO TMpEN-
CTaBIEHO 37IECh B OTHOCHUTENHBHO CTaTHYECKOM
COCTOSIHHH, COTPSDKEHHOM ¢ (popmoil mpowussene-
Hus. Ha Ham B3mIsSA, OHO CHMYNIBTAaHHO CBA3aHO
HE TOJIBKO C (POPMOM, HO U JKaHPOM MY3BIKaJIHLHOTO
MIPOU3BEACHNA, XPAaHAIINM B cebe yCTOsBIIMECS B
oO1m1ecTBe MOAETH B3aMMOOTHOIIEHUH M MATTEPHBI
noBeaeHws [16, p. 489].

IIpu 5TOM BHYTpH yCTOSIBUIMXCSI MOJEJIEH KaH-
poB 1 GOpM MPOU3BEINCHUI UCKYCCTBA YK€ CONEep-
JKarcsa (PaKTOphI SCTETHIECKOTO PUCKa M HEOIpee-
nénnoctu. IIo muennro K. Heryc u M. Ilukepunra,
OHM BBIPAXKAIOTCS B CTPEMIJICHUU XyHO)KHHUKOB KO
BCEMY HOBOMY, HIOKHPYIOLIEMY, HEOKHIAHHOMY.
D10 maxe SBJIIETCSA CBOCOOPa3HONH HOPMOM BhIpa-
JKEHHSI COITMAIbHOW KPUTHKH, PAAUKAIEHOTO BBI30-
Ba M CTpEeMJICHUS K HOBOMY [8, c. 144; 15, p. 10; 14,
p. 31]. Hcxoas u3 3TOTO, MOKHO TPEIITOIOXKHUTh,
YTO CONMAJBHOE Hadajo MPOHUKAET B IPOU3BE-
JIEHHE WCKycCTBa Topasfo Iirydke M «paboraeT»
Ha YpOBHE KOHIIENITYaJIbHOTO IMPOCTPAHCTBA, UM-
MaHEHTHO OPTaHU3YIOUIeTo (OpMYy W KaHPbI, KaK
YCTONYMBBIE MOJIENH KyAbTypsl anioxu [17, p. 558].

B 1oso0HOM KOHTEKCTE MOJETH KOHIETITYalb-
HOTO NPOCTPAHCTBA, HA HAIl B3IVISM, CYIIECTBYIOT
HE TOJIBKO B OTHOCUTENIFHO CTAaTUYECKOM, HO U B OT-
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HOCHUTEIBHO JTUHAMUYECKOU (hopme, CO3aroIIeiics
MyTéM JAuajora, Kak ¢ 4eJIOBEKOM BOCIPHHHMAIO-
UM, TaK ¥ ¢ CaMO¥ TpaguIeii. DTOT TuajIor aK-
TyaJH3upPyeTCa B TBOPUECKUX MPOIIEccax, IPOTeKa-
IOIUX BO BPEMEHH — MHTEPIIPETANN U TIEPIETIINN
MY3BIKaJIbHOTO IPON3BEACHHS.

Ha nmpumepe ucciienoBanust pu3ndeckoro mpo-
CTPaHCTBa MY3BIKAJBHBIX APXUTEKTYPHBIX OOBEK-
TOB, TAaKUM 00pa3oM, MOXKHO CAENaTh BBIBOJ, YTO
BBIOpAHHBIN BEKTOP HCCIENOBAHHS IMEPCIIEKTHBEH
U B OTHOLICHWU MTOHWMAHUS CIENU(QHKH KOHIICTI-
TyaJbHOTO MPOCTpPaHCTBa B My3bIke. Kpome 3toro,
CTaHOBUTCS OUYEBUIHBIM, YTO I PA3TUYHBIX MTOJI-
CHCTEM TPOCTPAHCTBA HE CBOWCTBEHHA HEpapXu-
YECKH BBICTPOCHHAS BEPTHKAIb B3aUMOICHCTBUS.
OHo ocymiecTBIseTCs 0 APYTUM MIPUHINAIIAM, Ha-
MIpUMeEp, CUMYIBTAaHHOCTH, HYXAAIOIIUMCS OJTHAKO
B IAJIbHENIIIEM CEPHEIHOM UCCIIEIOBAHUHU.

C ¢usnuecKkuM MPOCTPAHCTBOM (OKU3HH» MY-
3BIKH CaMbIM HEIOCPEICTBEHHBIM 00pa3oM CBSI3aHO
aKyCTHUYECKOE TPOCTPAHCTBO, Oasupyromieecs Ha
(pm3mUecKnX 3aKOHOMEPHOCTSAX PaCIpOCTPaHEHUS
3ByKa B OKpyxaromeit cpeae. Cormacuo I. Opiogy,
aKyCTHUYECKOE MPOCTPAHCTBO B MY3BIKE — 3TO 0C000-
TO pOJia OPraHU30BaHHBIN aKyCTHYECKHH ()EHOMEH,
BCTpeYa C KOTOPBIM «IIPOHUCXOMUT B (PH3UYECCKOM
MIPOCTPAHCTBE — ...00IIEM HPOCTPAHCTBE IpeaMe-
TOB, TeJ, ABIKEHUH u mpoTspkEHHOCTEH» [10, c.
249]. OpmoB TaKke OTMEYACT, YTO aKyCTHICCKOE
MPOCTPAHCTBO HANPSIMYIO OMOCPEIOBAHO (haKTopa-
MU (PU3UUECKOTO MPOCTPAHCTBA, ¥ B TOM KOHTEKCTE
MIPEACTABIACTCS, YTO JOBOJBHO JIETKO PacCUHUTaTh
HauOoJIee aJieKBaTHBbIC MMapaMeTphbl (PU3UYESCKOrO
IIPOCTpaHCTBa I Xopoliel akycTuku. Ha nene ato
OKa3bIBAETCS HE COBCEM TaK. AKYCTHKOM yCTaHaBIIHU-
BaIOTCSI JIUIIIh BEChMa YCIIOBHBIE BETUUMHBI [T KOH-
LIEPTHBIX TOMEIIEHUI pa3HOW (PYHKIIMOHAIHHOCTH.
Jiist omHOIENIeBBIX 3aJI0B MY3bIKAJIBHBIX U OTIEPHBIX
TeaTpoB HauboJee TOAXOAMIEH C O3 aKyCTH-
KU SIBJISIETCS OBaJIbHAasl (popMa, OCKOIIBKY CTPYKTY-
pa Ha4aITFHOTO peBepOEePaIIOHHOTO MTPOIIecca B HUX
OXBaThIBaeT MpoMexyTok 20—30 Mc, 9yTo TaéT MOITHO-
Ty 3BYYaHHsI, COYCTAEMYIO C ICHOU OTUYETIIMBOCTHIO®.
J11s1 MHOTOLIEIEBBIX KOHLIEPTHBIX 3aJI0B, PACCUNTaH-
HBIX Ha TIPOBEIICHWE MY3BIKAJIBHBIX (eCTUBAJICH,
BBICTYIICHHI 3CTPaJHBIX KOJUIEKTHBOB, BIUIOTH 0
KHMHOTIOKa3a IHPOKO(POpMAaTHBIX (PHUIBMOB, reome-
TPUYECKYyI0 (HOpMYy PEKOMEHIYEeTCsl TUIAHUPOBATh B
Bujie amduTearpa ¢ ONTHMAIBLHBIM BpEMEHEM Ha-
qanpHBIX oTpaxenuit 30—40 mc [3, c. 31].

Kpowme BrImonHeHns psiia mapaMeTpoB U IJIaHH-
POBaHMUS KOHIIEPTHOTO MIOMEIIEHHS B COOTBETCTBUU
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C 30JIOTBIMH IPOTOPIMSIMH, MHOTHE aKyCTHKH 3a-
MEYaIOT, YTO HEMAJIOBAXHBIM SIBJISIETCS aKyCTHYe-
cKasi HacTpoika momermeHus. OgHAKO U 37ech He
Bc€ omHO3HauHO. CJIOKHOCTH IMJIAHMPOBAHUS aKy-
CTHKH TOMEIICHHS CBsI3aHa C TeM, YTO JaJeKO He
BCErja NPpUMMEHEHUE OJIHOTO METOJIa 1a€T UCKOMBIN
MIOJIOKUTEIIbHBIN aKycTHYECKUM pe3ynprar. Hanpu-
Mep, CTaTHCTUYECKUIl METOJ HAEaJbHO MOMOTaeT
paccunTarh TudQy3Hoe 3ByKOBOE IOJIE B IIOMEIIIe-
HUM, HO HE YYUTHIBAET ero GopMy M 0COOCHHOCTH
3BYKOBOTO T10JI €r0 KaXX10W OTAeIbHOM TOuku. ['e-
OMETPHUYECKHUN METOJl HarboJiee MOJTHO paccMaTpu-
BaeT (hopMy IOMEUICHUSI H paclpeieiieHue reoMe-
TPUYECKHUX OTPAKEHUH, OAHAKO HE MPUHUMAET BO
BHHMaHUe NU(PaKIIOHHBIC SBJICHNS, HEN30EKHBIC
MIpH OTPAKEHUH 3BYKa B PEAIbHBIX IIOMEIEHHUIX CO
CBOWIMH OTJICJIOYHBIMUA MaTepHalaMy U JEeKOPaTUB-
HBIMH OCOOeHHOCTsIMH. [IprMeHeHue BOIHOBOTO
METOZla OTEepPUPYET BO3MOXHOCTSMH BO3IYIIHOTO
00bEMa MOMEIIeHHs U €r0 yA00HO HCIIONB30BaTh B
MIOMEUICHUSX MPOCThIX (POopM, ONM3KUX K HOealb-
HBIM TIpomopIusaM. B peansHOCTH 1151 pa3HO0Opas-
HBIX U CJIOXKHBIX TI0 (pOpMaM IMOMENIEHIH BO3MOX-
HOCTEH METOZ|a BOJJHOBOI'O PE30HAHCA OKA3BIBACTCS
HEJ0CTaTOYHO, MOCKOJIbKY HEOOXOANMO YUHTHIBATH
BCE OTPAKAIIAE U NONIOIIAIOIINE ITOBEPXHO-
CTH W (U3NYECKUE CBOWCTBA 3BYKOBOTO CHTHANA
[6, c. 4-5].

DKcIepUMeHTANbHBIE PA0OTHI B CTPOUTEIBHOM
aKyCTHKE BTOPOM IONOBUHBI XX BEKa MOKa3aJIH,
YTO «OOBEKTHBHBIE IMapaMeTPhl 3BYKOBOTO MO
HaA&XHO XapaKTepU3YIOT aKyCTHKY IMOMEIIEeHUN
JIUIIB B TOM CIIy4ae, KOTrJa MKy HUIMH U CyObeK-
TUBHBIMH KPUTEPHUSMHU CYIIECTBYIOT JIOCTAaTOYHO
TOYHBIE KOPPEISIHOHHBIE CBSI3M». OIHAKO, 10 CUX
IIOp «IOWCK CBA3EH CYObEKTHBHBIX U OOBEKTHB-
HBIX OLIEHOK OCTAETCS MPEIMETOM HCCICIOBAHMID)
[6, c. 25]. OTn cyObeKTHBHBIE KPUTEPUH HATIPS-
MYIO 3aBHUCSAT OT TaKOH CJIOXXKHOW AMHAMHUYECKU
U3MEHSAIOUIEICS CUCTEMBI, KaK nepyenmyaibHoe
MIPOCTPAHCTBO YeJIOBEKA WJIM OTPAKCHHE OpTaHa-
MH 9yBCTB HPOCTPAHCTBEHHBIX U BPEMEHHBIX Xa-
pakTepucTHK peanbHoro mupa [11, c. 124]. Uzyye-
HUE CyOBEKTUBHBIX KPUTEPHUEB OLIEHKH aKyCTHKH
MIOMEIIEHNH CIyIIaTeNsMHd MPHUBEIO CHadaja K
BBISIBJICHUIO 18 KpuTepueB, a 3aTeM BBIIEICHUIO
TONBKO 8 HE3aBHCHUMBIX CYOBEKTHBHBIX KpHTE-
pueB. IMeHHO OHHM OBUTH pa3bACHEHHI B CIIOBape
cyOBeKkTHBHBIX TIOHATHU B. Peitxapara: pesepOe-
pamus (TYJKOCTh IIOMEIICHHS, COOTBETCTBEHHO
BOCIIPUATHIO CITyIIaTeNeH), SCHOCTh, MPOCTpPaH-
CTBEHHOCTh, TPOMKOCTB, OanaHc, TemOp, obimiee
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aKyCTHYECKOe BIICYATIICHNE, MeIamue GakTopel
(cm.: [6, c. 38]).

[Mpobnema BbIpaOOTKH CYOBEKTUBHBIX KpHTE-
pPHEB aKyCTHKH 3aja CYIIECTBEHHO YyCYyTyOisiercs,
€CJI TOBOPUTH O CaMHX MY3BIKaHTaX, MOCKOJIBKY
JI0 CHX TIOp HE CYIIECTBYET CepbE3HBIX UCCIIEN0BA-
HUHU, CBA3aHHBIX C aKyCTHYCCKUMHU TPEOOBAHHUSIMHU
K KOHIIEPTHBIM 3ajlaM MY3bIKaHTOB, PaOOTaIOIINX
B pa3HBIX CTWISIX W JKaHpax, C y4ETOM pasHBIX
CIIEIUATBHOCTEH. AKTYaTbHBIMHA Ha CETONHSITHUMA
MOMEHT SIBIISIFOTCS HCCIIEJOBaHHUS, COOTHOCSININE
CYyOBbCKTUBHBIC BIICUATIICHUS HWCIIONHUTENECH OT
TUTAaHAPOBKH 3aja, THMA CIEHBI, XapakTepa opra-
HU3AIUU CLIEHUYECKOTO IPOCTPAHCTBA (Hampumep,
MIpH HETPAAWIIMOHHOM PACIOJIOKEHUH OpPKECTpaH-
TOB), 3BYKOBBIX yCIIOBUY IUIAHIIIETAa CIICHBI, HAJIM-
YUl aphEPCIICHBI, MMOA3EMHBIX ITOMEIICHUH U MHO-
rux apyrux [18, p. 288].

Tem caMbIM MOXKHO 3aKITIOYHTh, 9TO aKyCTHIC-
CKO€ MIPOCTPAHCTBO, KaK 0COOBIM 00pa3oM OpraHu-
30BaHHasI cpenia CyIIeCTBOBAaHUS MY3bIKH, CBA3AHO
C (U3MYECKNM MPOCTPAHCTBOM HE HANpPIMYIO, a
CJIO)KHOM CHCTEMOW KOppedluil — BechMa pas-
BETBJIEHHOH U HECTAOMJIbHOM, 3aBHCSIIECH OT MHO-
xecTBa (PakTOPOB. AKYCTHYECKOE MPOCTPAHCTBO,
Ha HAIl B3DVIAN, MPEICTABISAET COOOW OTKPBITYIO,
TUHAMWYECKH HW3MEHSIONIYIOCS CHCTEMY, Hamlps-
MY CONPSDKEHHYIO C JAPYTOH, CTOJIb JKE CIIOXKHOM,
OTKPBITOM M JUHAMUYECKOW CHCTEMOMN — meplien-
TyalbHBIM TIPOCTPAHCTBOM denoBeka. X B3au-
MOJICIICTBHE CTPOUTCS MO KPYTY, OCHOBBIBASICh Ha
HEaJIIUTUBHOM NpuHIuIe. Mi3aMeHeHue B oJJHOM cH-
CTEME MPUBOIUT K U3MEHEHUIO B IPYTOM, TOTIOITHSIS
BO3MOXXHOCTH CHCTEMBI M TIPUBHOCS B HEE COBCEM
JpyTHe pe3yabTaThl.

IMocnennee moka3bpIBaeT, 4TO BCe OOO3HAYCH-
HbIE BUABI MPOCTPAHCTB B3aWMOMPOHHUKAIOT JIPYT
B Jpyra, HO BMECTE C T€M KaXIbIi MPEICTaBIIET
COOCTBEHHYIO TO/ICHCTEMY, (PYHKIIMOHUPYIOIILYIO 10
CBOMM MMMAaHEHTHBIM 3aKOHaM, COCTaBIISISI 0COOYIO
LEJIOCTHOCTh Kareropun. O6 3ToM B Tpyme «My-
3bIKa KaK mpeaMer JIorukm» rosopui A. @. Jloces,
MTOKa3bIBast, YTO MPOCTPAHCTBO B MY3BIKE — «HEUTO,
WCKITIOYAIOIIEee BHETIOJIOKEHHOCTb. 3/1€Ch HE UCKITIO-
YAEeTCsl KaU€CTBEHHOCTh U CYIIHOCTb TOM WM MHOU
onpeneneaaoctu A, B, C..., HO ucxmogaercs e&
BHETIOJIOKEHHOCTh. bynydu JaHbl B CIMTHOM M B3a-
MMOITPOHUKHYTOM COCTOSIHUH, 3TH OIPEAETICHHOCTH
BCEIZa CyTh €CTh HEYTO Hepa3ieibHO-€ANHOE» [,
c. 237]. Kaxxnast u3 06003Ha4eHHBIX TOICUCTEM — pe-
aNpHOE, KOHIENTyallbHOE, IepLEeNTyaIbHOe Ipo-
CTPaHCTBO — BHIUTCA HaM coOCTBeHHON BceneHHoit
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CO CBOEH CHCTEMOW KOOPAMHAT, HO HapsAy C 3TUM  CTBa KOppesuii M (HakTOpoB — OT COLMATBHOMN
rHOKO B3aMMOJCHWCTBYIOIIEH M B3aWMOCBA3aHHON ¢  (DYHKIIMOHAJIBHOCTH HCIOJIB30BAHUA IPOCTPAHCTBA
JIPYTHMU B paMKax MYy3bIKAJIbHOTO IPOU3BEACHUS. JI0 COOTHONICHUSI ero (U3NYECKUX BEJNYMH (IIU-

Ha ceropgHammHmii A€HP CTAaHOBUTCS akKTy-  PHHBI, JJIMHBI, BEICOTHI) C OCOOCHHOCTSIMH CITyXO-
AJTBHBIM HW3y4Y€HHE MPOCTPAHCTBA B MY3BIKE KaK  BOTO BOCIPHUATHS dYeloBeKa. AKyCTUYECKOE W Tep-
CHUCTEMBI HE TOJBKO C TOYKHM 3PEHUS OTACIBHBIX  LENTYaJbHOE IPOCTPAHCTBA SIBJISIOTCS CIOXKHBIMH,
COCTABJISIIOIIUX, HO U BOCIIPUATHUS KATETOPUU MPO-  OTKPBITBIMM, JMHAMMYECKU H3MEHSIOLIUMUCS CU-
CTpaHCTBa B BHJIE IEJOCTHOro (eHomena. J[ns  cTeMamu, B3aMMOJCHCTBYIONIMMHU YT C JPYTOM
B3aUMOJECHCTBUS COCTABILIFOIIMX INOJACUCTEM IMPO- IO IPUHLMILY HEAAJAUTUBHOCTH, KOIJA MOKA3aTeIn
CTpaHCTBA HECBOMCTBEHHA MEpapXWyecKas BEp-  OJHOW CUCTEMBbI Ha BBIXOAE, MOTYT 3HAYUTEIBHO
TUKaJIb. IloacucTeMpl B3aUMOIEHCTBYIOT IPYr C  W3MEHHTH U yIAy4YUIMTh apaMeTpsl apyroi. IToaro-
Jpyrom Oosee pa3HOOOPA3HO, B TOM YHCJIE M [IONIAp- My IOMCK HOBBIX CTpATETHH MCCIECIOBAHUS TAKOM
HO, OMHUPAsACh HAa pa3HOOOpa3Hble MPUHLMIBL. Ha-  CIIOKHOW KaTreropmu OT MPAKTUKH K TEOPHH W Ha-
pUMeEp, ISl peajJbHOTO M KOHIENTYaJIbHOTO MPO-  000pOT IOMOXET OOHAPYKUTh MHO)XKECTBO JIPYTHUX
CTPaHCTBA THNHWYHA CHMYJbTaHHAs CBA3b. CBSI3b  MMMAHEHTHBIX JUISI MOJCHCTEM 3aKOHOMEPHOCTEH
peaTbHOTO W aKyCTUYECKOTO MPOCTPAHCTBA MpPEA- W YCTAaHOBHTH CHENM(PHUKY MX B3aUMOCBSI3U JIPYT C
CTaBJISIETCS. MHOTOMEPHOM, 3aBUCHUMON OT MHOX€E-  JAPYTOM.

Aemop cmambu npunocum 2ry60Kyio0 61a200apHOCHb HAYYHOMY KOHCYIbMAHMY — OOKMOPY UCKYCCMBOBE)eHUs,
npogheccopy Jloomune Ilasrosne Kasanyesoii 3a nomous 8 8b100pe Memoooi02uteckux nooxo008, nymeil u cnocobos
uccnedo8amus, cOOeUCmeylouux NOHUMAHUIO KAmMe2opuu NpoCmMpancmed 6 UCKYCCmee U My3vlke, agmop blpadica-
em npusHamenvbHocmy ynenam Jlabopamopuu my3eikaibHo2o codepocanus Bonzoepadckoeo uncmumyma xynvmypol
U UCKYCCMS, COOeCMBYIOWUX pa3pabomKe memvl NPOCMPAHCMEA 8 MY3bIKe ROCTNAHOBKOU NPOOIEMHBIX B0NPOCO8 HA
HAYYHO-MEMOOUYECKUX CEMUHAPAX U KOHpepeHyusx, npogooumsix Jlabopamopueii.
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K npo6Aeme M3y4yeHUsI CUCTEMHbIX CBOMCTB
KaTeropmMm nNpoCTPaHCTBa B My3blKke

Kareropust npocTpaHCcTBa — ClIOXKHEHIas Gumocodckas yHUBepcanus, uecieayemas pusukamu, Gprnocodhamu, 3cTe-
THKaMH, JTMHTBUCTAMH U JIMTEPATypOBeaaMu. BKIIIOYeHHE aBTOPOM CTaThl CHCTEMHOTO IMOAX0/a 00YCIIOBUIIO CO3HA-
TEJIbHBIN OTKa3 OT PaCCMOTPEHUA MMTPOCTPAHCTBEHHBIX ITOACHUCTEM B UX HpHBLI‘IHOﬁ IMOCJIE€A0BATCILHOCTU — p€aJIbHOC,
MepIENTyalTbHOe, KOHIENTYaIbHOE MPOCTPAHCTBA, ITOCKOIBKY TaKas MOCIEeI0BATENFHOCTD, TI0 €r0 MHEHHIO, IPOTH-
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BOPCUHT JEHCTBUTEILHOMY CYIIECTBOBAHUIO U (PyHKIIMOHMPOBAHMIO 3TOH KAaTEropuy B COBPEMEHHOW Mys3bike. Tak,
peanbHOe MPOCTPAHCTBO PACKPHIBAETCA UEPEe3 MY3bIKAIbHYIO MOATUKY KOHCTPYKIMH pa3NUYHBIX KOHLIEPTHBIX 3aJ10B
MHpa B COOTHOIICHHH C YHUKAJILHBIMHA KOMITO3HMIMSIMU coBpeMeHHO# My3biku I1. Bynesza, M. ba66urTa, 3. Kapre-
pa, K. IllTokxay3eHa. AHaIOrMM MeXIy apXUTEKTYPHBIMH M MY3bIKaJbHBIMHM CTPYKTYpaMH MO3BOIMIN IPEATNONO-
JKUTB O B3aUMOCBSI3H ()OPMBI ITPOU3BEICHUH HCKYCCTBA C YCTaHOBKaMH OOIIIECTBEHHOTO CO3HAHUS ¥ CUMYJIBTaHHOCTH
CYILIECTBOBaHHS PEaNbHOTO U KOHLENTYaJIbHOIO NMPOCTPAHCTBA B My3bIKe. B HEMOCpPEACTBEHHOI CBA3U C peaabHBIM
MIPOCTPAHCTBOM HAXOMATCS aKyCTHUECKOE U MepIeNnTyaabHOE NpocTpaHcTBa. Bo BTopoil monoBuHe XX Beka aKyCTH-
KaMH OblIa yCTAHOBJICHA TECHAsl B3aUMOCBSI3b MEXIY OOBEKTHBHBIMH (PU3NYECKUMH, aKyCTHUECKHMH I1apameTpa-
MU TIOMEIIECHUH KOHLIEPTHBIX 3aJI0B U CYyObEKTHMBHBIMU KPUTEPUSMH BOCTIpHATHA. TeM caMbIM (pyHKIIMOHAIBHOCTH
aKyCTHYECKOTO IPOCTPAHCTBAa 00YCIIOBIMBACTCS HEAIMTHBHBIM NPUHIIMIIOM B3aHMOCBSI3H C IEPLENTYaTbHBIM IIPO-
CTPaHCTBOM, KOIZIa OKa3aTeu OQHON AMHAMUUYECKON CHCTEMBI BIMSIOT HA TaKyIO XK€ CJIOXKHYIO, OTKPBITYIO U JUHA-
MHYECKYIO0 CUCTEMY U Ha BBIXOJIE MOTYT 3HAYUTENIEHO U3MEHUTh U YIIy4HIUTh €€ mapaMeTpbl. [103ToMy MOMCK HOBBIX
CTpaTeruii NCcieJOBaHNs KaTerOpHH MPOCTPAHCTBA B MY3bIKE TOMOXKET 00HAPYKUTh MHOXKECTBO JPYTMX HMMAaHEHT-
HBIX JJIS TOZICUCTEM 3aKOHOMEPHOCTEH M YCTAHOBHUTH CHENU(BHKY HX B3aUMOCBSI3H APYT C IPYTOM.

KiroueBrnie ciaoBa: KaTeropus nNpoCTpaHCTBa B MY3BIKE, P€ATIBHOE, IEPLHENTYATIBHOC, KOHIECTITYAJIBbHOC ITPOCTPaH-
CTBa, MY3bIKa 1 aPXUTEKTYpPa, KOHOEPTHBIC 3aJIbl MUpaA.

Concerning the Issue of Studying the Systemic Traits
of the Category of Space in Music

The category of space presents a most complex philosophical universal, which has been researched by physicians,
philosophers, aestheticians, linguists and literary critics. The incorporation of a systemic approach by the author
of the article stipulated a conscious rejection of viewing spatial subsystems in their customary sequence — the real,
perceptual and conceptual spaces, since this type of sequence, in his opinion, contradicts the actual existence and
functioning of this category in music. Thus, real space is disclosed through the musical poetics of construction of
the various concert halls of the world in correlation with the unique compositions of contemporary music by Pierre
Boulez, Milton Babbitt, Elliott Carter and Karlheinz Stockhausen. Analogies presented between architectural and
musical structures have made it possible to assume the existence of an interconnection between the forms of works
of art with paradigms of social consciousness and simultaneity of existence of the real and conceptual spaces in
music. The acoustic and perceptual spaces exist in a direct connection with real space. In the second half of the 20"
century acousticians have established a tight interconnection between objective physical and acoustic parameters
of the interiors of concert halls and subjective criteria of perception. Thereby the functioning of acoustic space is
stipulated by the non-additive principle of interconnection with perceptual space, when indicators of one dynamic
system may influence a similarly complex, open and dynamic system and upon departure from it may considerably
change and improve its parameters. For this reason, the search for new strategies of research of the category of space
in music may disclose numerous other regular laws imminent for subsystems and establish a specificity of their
interconnection with each other.

Keywords: the category of space in music, the real, the perceptual, and the conceptual spaces, music and
architecture, concert halls of the world.
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OEMUHU3M U MY3bIKA.
ANCKYPC XEHCKOU NMPHUPOADbI B <cHOBOM MY3blIKO3HAHUWN»

MepukaHckoe «HoBoe  My3bIKO3HaHWEY,

TPOMKO 3asiBuBIIEEe 0 cede B 1980-¢ TompI,

OCYIIECTBIIIO PsiJl BXKHBIX U 0€3 COMHEHHS
TIOJIE3HBIX I3MEHEHHH B MY3bIKaJIbHOM 00pa30BaHUM
n Hayke CLIA. 3ameTnm, 9T0 aMEpHUKaHCKAM MY3bI-
KOBEZIaM TOTJIa HE MPeroiaBaiach laxe My3bika XIX
B. OHaKO, TaHHBIM ABJICHUSM, CBSI3aHHBIM C YIyd-
nieHreM 00pa3oBarelIbHOTO KYpPUKYITyMa U BOCIIOJI-
HEHHeM OebIX ISTEH, COITyTCTBOBAJIM U IPYyTHE — Ha-
LeNIeHHbIE Ha (YHIAMEHTaIbHOE MEePEOCMBICICHUE
BOOOIIIE BCETO, YeM 3aHUMAJIOCh MY3bIKOBE/ICHHE JIO
3TOTO, B TOM YHCJIE U TO, YTO HPEACTABISAET COOOH
CaMo HCKyCCTBO MY3bIKH. JleBH30M I TOm0OHOTO
IpoIiecca MepeoleHKH MOTYT SIBIATHCS CIIOBA Bia-
CTUTEJIHUIIBI yM MHOTHX yXK€ MOKOJICHHH aMepu-
KaHCKHX My3bIKOBenoB ChrozaH Makmepu: «S1 yxe
HE yBepeHa OONBIINE B TOM, YTO €CTh MY3bIKa» [4,
p- 19]. A 9TO0 YK TyT TOBOPUTH ITPO MY3BIKOBEACHHUE,
B YbH MIPEAEIHI OBLIO BOPOIIEHO CTOF MHOTO HOBBIX
CYOIVICITUIUTMH — OT KYJNBTYpHI M CIIOpTa A0 COIH-
ANBbHO-TIONUTHYECKUX U OOIIECTBEHHBIX JBIKCHHH,
takux Kak JIT'BT u ¢pemunanzm.

Ecau HaM, poccHMCKUM YUYEHBIM, JAHHBIC SIB-
neHus: TpynHo aud@epeHIupoBarh M0 MECTy HX
BO3HUKHOBEHHs, MO0 BCE OHHU MPEICTABISIOTCS
MIPOM3BOIHBIMH U3 MPEKPACHOTO JaNEKOro 3amana,
TO Ha caMOM 3araje MCCIENOBaTeIH TOCTaTOYHO
YETKO pa3rpaHUYMBAOT I'PAHULBI 3aBOEBAHUMN 3TO-
rO HOBOTO MY3BIKO3HAHHS, BBI3BIBAIOIIETO WHOT/A
HE MEHbIIIE BOIIPOCOB, YeM U y Hac B Poccuu. Tak,
Opuranckuii My3pikoBen Credano KacrennBek-
KM, BBICTYIas Ha aMEepUKaHCKOM (opymMe, HazBal
cebs «JIMHTBUCTOM ¢ Mapca: moceTuTenaeM aMepu-
KaHCKOM aKaJieMUYeCKOM LMBUIIM3AIMU U3 OTKPHI-
TOrO0 KocMmocay [3, p. 185]. B naHHOM KOHTEKCTE,
BBICTyHasi OJHAXKIBl B CXOQHON CHUTYaIlH, aBTOP
9THX CTPOK PELII MPOJAOIIKHTE MU(OIOTHIECKYIO
reorpaguio ¥ 0003HAUUTH CEOsl MPEACTaBUTEIICM
CYLIECTB HE W3 BEPXHET0 MHpa, HO OTKy/Aa-TO CHU-
3y (TO, YTO HA AHTIIMACKOM Ha3kIBaeTCsl downworld
— MECTO OOMTaHUs BCAYECKUX TyXOB, 00OPOTHEN 1
rHOMOB). M 4T0 O0JIee BCEero myraet pa3HbixX Mogo00-
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HBIX CYIIECTB (BKJIIOYasi, BO3MOXKHO, U TIOCTCOBET-
CKHX MY3BIKOBEIOB) — 3TO U €CTh TO, YTO COCTABIISIET
[JIaBHBIN TIPEAMET UCCIIETOBAaHMS TaK Ha3bIBAEMOTO
gender musicology, 910 u ABIsgeT co00i Hanboee
MIPUTATATEIBHBIN — U OMSTH K€ MyTaloN[Ui — aCIIEKT
WX Hay9HOH JI€ATENBHOCTH, C KOTOPOTO, BOZMOXHO,
pOCCHICKUM MyTh HCCIEJOBAHUA «HOBOTO MY3bI-
KO3HAHMS» U TOJDKEH HAYMHATHCS, BBULY €T0 MHTE-
peca 1 U3pSTHON M1 HaC HEOOBIYHOCTH.

Wrak, uto xe co0oil mpeacTaBiseT My3bIka B
e€ «CeKCyaJIbHOM» MPOYTEHHUU C TOYKH 3PEHHUS TeH-
nepHoro Mysbiko3HaHusA? [lpu mepBoM 3HaKOMCTBE
¢ paboTamMH CHENMAIMCTOB JAaHHOW oOnactu (a ux
YK€ COTHH, BKJIIOYAs IIEJIbIe BBIMYCKH PEIEH3NpY-
€MBIX JKypHAJIOB, MOHOTpaduu, COOpPHUKHU cTareit
Y MHOTOUYHCIICHHBIC BBICTYIUICHHA B Memuacdepe)
Opocaercs B miaza oOuiiie 3poTHYECKUX Meradop
MIPY ONTMCAHWU MY3bIKH; My3bIKa CTAHOBUTCS OOMTe-
JIbIO TIPAKTHUYECKU JII000H c(hephbl YeIOBEUCCKOM Jie-
SITENBHOCTH, KaXKAasi W3 KOTOPBIX HEPa3phIBHO CBSI-
3aHa C CEKCyaJbHOCTBIO. TeMBI My3BIKOBETYECKHX
pabot BrirouaroT B cebdst mpobnembl JITBT («cBoit
COOCTBEHHBII OIBIT BOCHPUATHS MY3BIKH, Oymydu
reem», 4eMy nocpsmieHa pabora @unumma bperra)
[2], Bce BO3MOkHBIE Buabl oTauumid (differences)
(Pyds Comn) [7], hunocodckoe paccMOTpEHHUE MPO-
OeMbl My)KeCTBEHHOTO W eHckoro (DmaiiH Iloy-
BasbTep) [8], LENbIif psix HOBBIX MyTEH U OTKPBITHIA,
npeanoxeHHsix Cpiozan Makknepu u MH. Ap. Kak
numeT Makkiiepy, «BOCCO3aHHe M OOHapy>KeHHE
TeHZepa M CEeKCYaJIbHOCTH B MY3BIKE SIBIISIETCS, BO3-
MOXKHO, HauOoJee 3pUMBbIM acleKToM (EeMHHHUCT-
CKO# My3BIKaJIbHOM KpUTHKW» [4, p. 7]. My3bIKa, 10
e MHEHUIO, «co3/aéT BO30YXKIICHUE M HAIPABIISCT,
KaHAJIM3UPYET JKeJIaHWe, OMEPHpPYs CIEelHaTbHBIMU
naTTepHaMHu (CTPYKTYPaMH), CO3IaBAEMBIMHU 3BYKOM,
KOTOpbIE HAllOMUHAIOT AHAJOTHYHBIE TATTEPHBI B
chepe cexcyanpHocTm» [Ibid., p. 8]. To ects, Ppemu-
HHUCTCKO€ MY3bIKO3HAHHUE MPEJIaraeT He MPOCTO Me-
TahOPUCTHKY, HO HACTOALIYIO CEMHOTHKY T€HIepa:
PS KOHBEHIIMOHAJBHBIX 3HAKOB, HM300IMYAIONINX
MacKyJIMHHOCTh W (DEMHHHHHOCTh B MY3bIKE (UTO
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Oyner mokazaHo HiwKe). JlaHHBIE 00IacTH, OIHAKO,
OTHIONb HE SBISTIOTCSI WCYEPITBIBAIOIINMH; MBICITH
WCCIeIoBaTeeld MPOCTUPAIOTCS TOpa3lo JallblIle,
BBUJy Y€Tr0 MX Hay4yHbIe pabOThl YacTO HAIIOMHHA-
IOT TEKCThl DIISHIEBBIX JKypHAJIOB Ha MHHYCOBBIX
JTakax OPHTAHCKUX U aMEPHKAHCKHX MAara3uHOB.
TakoBbl onucaHus TOW ke Makkiepu — HalpuMep,
nocesmeanble Grubmam 06 Muauana xonce (co-
JiepKaHue KOTOPOTo B ITPHUHITUIIE CBOAUTCS K perpe-
3€HTAIlMM MAaCKyIMHHOW OpaBypHOCTH W JKEHCKOU
COONa3HUTENBPHOCTH), WIN €€ peIlulnka O 3HaMme-
HutoMm Onokbactepe «Yemoctu» (1975): «vagina
dentatex» [Ibid., p. 8, 16]. MHorocTpanu4Hsie pado-
TBI MakKJepy MPeA0CTABISIOT OOIIUPHBINA MPOCTOP
BOOOpaXEHMIO W SI3BIKYy HCCcienoBarelbHUIBL. Ofn-
HAKO JIaBaiiTe MpOoCiienM, KaKuM e 00pa3oM OHU
BOCCO3/JIal0T UCKOMBIN I'eHJIEp B MY3bIKE, B UEM XKe€,
HAaKOHEIl, COCTOMT Da3IHYhe MEXIy pPa3TUIHBIMU
reHjiepamu, Gpurocopckoe 1 CEeMHOTHIECKOE.

Kaxk yxe yTBepkaanocs, C TOYKH 3pSHHS arloJIo-
TeTOB MY3bIKaIbHOTO (PeMUHU3MA, TOHSTHSA TeHepa
SBJISTIOTCS] OCHOBOTIOJIATAIOIIMMU ISl BCEH MY3BIKU
U U1l HCTOPHUH €BPOIIEHCKOM My3bIKH, B YACTHOCTH.
Makkiiepu yTBEpKIaeT, HallpuMep, YTO «Ha IIPO-
TSOKEHUU MCTOpPUM 3amaja, My3blKa MpeacTaBisiia
co0o#f akTUBHOE [3penwine], 3a KOTOPOE >KECTOKO
OMIMCh B TEPMHHAX TEHICPHOW HIEHTHYHOCTH»
[Ibid., p. 17]. YuursiBass paHHble QOPMYIUPOBKU
— «fought bitterly» — coBeplIeHHO HEYAUBUTEIHHO,
noyeMy (pEeMHHHUCTBI M IO CEH JE€Hb MPOIOIIKAIOT
TaK XK€ YKECTOKO CpakaThCs 3a TO, YTOOBI COPBATh
MAacCKHU C MYXKCKOM M dKEHCKON reHAEpPHOU UACHTHY-
HOCTH B IIPOCTPAHCTBE MY3BIKH. SIpOCTHBIE aTaku
Makxkiepu Ha beTXxoBeHa XOpOIIO U3BECTHBI KaK B
MY3BIKO3HAHHH, TaK U B Meauacdepe: aHaAIU3UPYsI
ero /leBsaTyto cum¢poHNIO, OHa OTMEYAEeT B YHCIE
ero OecUHCIEHHBIX TPEXOB «aTakylollee OueHue
06€nep», «CeKCyalbHOE HACHIINE) WIIH «TyIIaIyIo,
yOUHCTBEHHYIO SIPOCTh HACHUJIBHHKA, HECTIOCOOHO-
ro JocTh4b oprasMay [5, p. 5]. Hamo ckasare, 4to
e€ pabotel 0 beTxoBeHE B OCHOBHOM IOCBSIICHBI
000CHOBaHHUIO YTBEP)KACHHSA, UYTO COAEP)KaHUEM
HessiToii ciM(MOHUU SBISIETCS aKT JKECTOKOTO CEK-
cyanpHOTO Hacwius, muamerocs 40 munyT [Ibid.].
[Mo3xe MbI BepHEMCS K TIpobIieMe BEIOOpa BBIpaXke-
HUHM W IPUYMH CTOJb CUJIBHOW HEHaBUCTH Makkiie-
pY ¥ e€ CTOPOHHUKOB K MAaCKYJIMHHOMY IPEIMETY
uccienoBanus, Oynb To beTxoBeH unn KTo-T0 emg.
Hacrosmumii npumep sBISIETCSI TOKA3aTEJIbHBIM C
TOYKH 3pEHHS TOTO, KaK (PEMUHHUCTHI BBISBISIOT
JKEHCKYI0 MY3BIKaJIbHYI0 HJIEHTHYHOCTh — CTPOTO
10 KOHTPACTY C «YKaCHBIM)» MAaCKYJINHHBIM.
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HmenHO Takoe onpeneseHne JKeHCKOTO TeHaepa
—Yepe3 MPOTUBOTIOCTABICHNE Opy20MYy — IPEACTAET
B ITOJIABJISFOIIEM OOJIBIINHCTBE HCCIIEI0BATEIhCKIX
pabor. ¥ camux (GEMUHHCTOB JKCHIMHA SIBISETCS
He CyObEeKTOM, HO O0BEKTOM (WJIH, CKa)XXeM, HeJlo-
CyOBEKTOM), KOTOPBI HE MOXKET OBITh aPTUKYIIUPO-
BaH M30JIMPOBAHHO KaK TAKOBOW, HO 00A3aTENbHO B
Ka4eCcTBE MPOTHUBOIIOCTABICHUSA, OTBETa HA YTO-TO
yke cymecTtBytomiee. 11 3mech yxe HaOmomaercs
mepBast UX yA3BUMOCTb KOHIEMIMH JKEHIIMHBI, KO-
TOpas TaK WIK WHa4Ye Hy)KIaeTcd Kak pa3 B yTBEPXK-
JIEHUH CaMOM ce0sl TOCPEeNCTBOM aBTOPHUTETHON
(urypsl, BOMJIOMAEMONH MAaCKYITHHHBIM Ha49aJIOM.
HmeHHO Bce M3BECTHBIE aBTOPY 3THUX CTPOK (PeMHu-
HUCTCKWE KOHIETIINY HAYMHAIOTCS C W3JIO0KEHUS
CBOETO BHJICHUS MPHUPOJBI )KEHIIUHBI, HO HauWHas,
MIOBTOPSAEM, C €€ MPOTHBOIOIOXKHOCTH. U 3TO 00-
CTOSITEIbCTBO €CTECTBEHHBIM 00pa3oM IMPHUBOJUT
WX K YTBEP)KICHHIO IEHOHCHPOBAHHOTO M HETATHB-
HOTO 3Ha4eHus keHIKHbL. Kak, Hanpumep, 3asBis-
er Maprta MuHoy (cama TpencTaBuTedh (peMuHU-
CTCKOTO MY3BIKO3HAHHSA): «KOTJa MBI OIpEIeIsieM,
YTO OJIHA M3 BEIIEH He MOX0Ka Ha OCTAJIbHBIE, MBI
paszfensieM MHp; MBI UCHOJIb3YeM S3bIK AJIS TOTO,
YTOOBI OT/IENHTh, BBIACTUTH — TUCKPUMHUHHUPOBATH)
[6, p. 3]. B aTOM TIOCITETHEM W COCTOUT OCHOBHAS
CYTh JaHHOM MPOLEAYPHI HICHTHPHUKAIIHH.

Tak, nMeHHO caMu (PEMUHHCTHI JIEHCTBYIOT BO
Bpen caMuM cele, OCYIIECTBISS TO CaMO€ «OTHAe-
JICHUE» KEHCKOW HMJISHTHYHOCTH, TaKUM 00pa3oM
e€ muckpumuHupys. Ilo3Boaum cebe 3amarbes BO-
mpocoMm: modemy He HaoOopot? U mouemy Obl He
HauMHATh W3JIOKEHHE C YKCHIIWH, a HE C MYXK4HH,
9TOOBI HA00OPOT YK€ UX MPOTHBOMOCTABUTD KEH-
mae? Tak, uaes KEeHCKOH «cmaboCcTi» B Y3KOM U
CaMOM IIMPOKOM CMBICIIE, IPOTUB KOTOpOou (heMu-
HUCTHI TaK YCHJICHHO BBICTYIIAIOT, IPEACTAET B MX
’Ke COOCTBEHHBIX aHAINTHYECKHX paboTax Kak HU
9TO WHOE, KaK UX COOCTBEHHOE m300peTenue. B pa-
6orax Mapter Munoy, Onaun LlloyBansTep u TOM
xe Cpro3aH Makkiepu, HampuMep, U3jaaraeTcs mo-
clefoBaTeNbHas Cepus Map MPOTHUBOIOCTABICHUH,
COOTBETCTBYIOIIMX TEHICPHBIM THIIaM B MY3BIKE.
Kenckuii 1 My»XCKO#l TeHAEp HIAECHTHPHIUPYIOTCS
IO MIPHHIHITY: TIOPSZIOK / Xa0C, pa3yM / 4yBCTBa, TyX
/ Teno, KyiabpTypa / Ipupojaa — BCE 3TO MOKa HE HECET
0Cc000¥ TUCKPUMHUHAILINY, HO TIPOAOIKUAM 3TOT PAL:
MPUBJIEKATEILHOCTD / OTBpAlIEHUE, MyIPOCTh / Cy-
MAacCIIeCTBHE, XOPOIHNH / IJI0X0# u T. 1. Y onsiTh xe,
MIOCJIEAHSIS TTapa ¥ POU3BOIHBIE OT HEE SIBIIAIOTCA,
[0 CYTH, KIIFOYEBBIMH II0 OTHOIIEHHUIO KO BCEMY
npuBeaE€HHOMY cricKy. O TOM 3aKIII04aeT W cama
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Makxknapu, HarnpuMep: «(peMUHHHHOE — 3TO Clia-
00€, HECHOPMAJIbHOE U CYOBEKTUBHOE; MACKYITMHHOE
— 3TO CHJIBHOE, HOpMaJIbHOE M 00bEeKTHBHOEY. TaK,
«3KCKITIO3UBHBII TUCKYPC B CMBICIIE BHIKITIOUEHUS,
MIPOTHBOIIOIOKHOTO MHKITIO3UBHOCTH, BKITIOUEHHUIO
OTHOCHTEIHHO KEHIIMHBI, TOCIIOJCTBYET B paboTax
caMux (EMHHUCTOB, KOTOPBIE CBOMMH COOCTBEH-
HBIMH YCWJIMSIMH PEIIPE3EHTHPYIOT JKEHIINHY, KaK
«UYXYyl0, Ipyryio», — alien, the other. J/lannas ca-
MOJIUCKPEIUTAIIMOHHOCTh, BOBMOXKHO, M TTOPOXKAA-
€T MHOTO CTPaHHBIX TOCTYIIKOB M 3asBICHUI, KO-
TOpBIE MPEACTABUTEIN T€HAECPHOTO MY3BIKO3HAHUS
COBEpIIAIOT U [0 CETOJHAIIHUN JIEHb.
[MpumeuarensHo, 4T0 U B (QHUIOCOPCKOW, U B
TeHICPHON (ITIOMUMO «HOBOM MY3BIKOBETYECKON))
JUTEpaType HAJMYECTBYET HEMaJlo OIMpPOTECTOBA-
HUWA JAHHOM CHCTEMbI aHTMHOMUH, KOTOpbIE IMOKa-
3aHBI KaK HETOYHBIE, 0OMaHYHBBIE, 3a9aCTYIO TIPSIMO
MIPOTUBOpEUAINEe AeHCTBUTENRHOCTH. Kpome Toro,
BO3MOXKHBI M HWHBIE Mapbl MPOTHBONOCTABICHHMA:
He 00s3aTeNnbHO KyJbTypa / mpupona (MIMEHHO OHa
MHOTOTPAaHHO TPEACTABIEHa, B YaCTHOCTH, B pabo-
tax uccienopareabaull JieH Kockodd u Crozan-
ubl Ky3nk). Ho, Hanpumep, mouemy Obl He mpezyio-
KHUTh TOpa3ao Oojiee MO3UTHBHYIO IO OTHOIICHHUIO
K JKCHIIHE ¥ HE MEHEee PealbHO 3HAYUMYIO OIIIO-
3UIHIO [UBIIM3AIHS / KYJBTYpa, 3HAKOMYO HaM I10
OcBanpry [nenniepy (HaiiTH TaHHYIO OITIO3HUIIUIO
B paboTax ()éMUHHCTOB aBTOPY HE YIAJIOCh BOOOIIIS
Hurae). OnHako BriedaTieHHe co3Maércs Takoe, UTo
BBICTpanBasi JaHHBIE TAPHI OMMO3ULNH, (PEeMUHHUCTHI
HaMEPEHHO HE NBITAIOTCS BBIATH 3a MPEIEIIbl ATOU
KECTKON YEPHO-OEToN NTUCKPUMHIHAIIMOHHON CXe-
MBI: BeCh MU MOAEIEH Ha cepsl )KEHCKOTO U MYyX-
CKOTO, — TPEACTaBIICHHbIE KaK He PaBHOIPABHBIE,
HO 3THYECKH MPOTHBOMOIOKHBIE APYT APYTY, Kak
napctBo Opmysna u Apumana, 1oopa u 31a. Besme u
BCIONY MJICHTH(DUKAIINS KEHIIUHBI OCYIIECTBIISIETCS
yTEM €€ NEHUCTBUTENBHO XKECTOYaMIIEeH JUCKPUMU-
Harwu. B ntore paGoThI 1 BEICKa3bIBAHUS U3BECTHBIX
JKCHOHEHABUCTHUKOB, Takux Kak OtTo BeinuHrep,
CTaHOBATCSA OA30BBIMH U ONPENEIIONIMMA H IS
(heMHHNCTOB, ¥ JJI51 CAMBIX JIFOTBIX UX MPOTHBHUKOB.
Tax, 0TKa3bIBasACH (110 HEMOHATHBIM IPUIMHAM)
3aHUMATbCsl MEPECTPOUKON M IEPEOCMBICIEHUEM
caMOi 53TOH YOHMIICTBEHHOW CXEeMbl, HCCIIEI0Ba-
Tenn-(heMUHHUCTBI TIOCBAIIAIOT CBOM TPYABI pea-
OmuTanMu HEKOTOPHIX TOHATHH, B HEW MPHUCYT-
CTBYIOLINX, KOTOpPbIE, IO UX MHEHHIO, SBISIOTCS
HECIIPaBEJINBO — WU YPE3MEPHO — YHIU)KEHHBIMHU.
3nech HamOojee MOMYJSIPHBI aneJUIAAA K TETy
(KOoTOpO€e POTHBOMOCTABIEHO HY UCKIIOYUTENHHO
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MYKCKOMY pa3yMy) U yHZOBOJBCTBHUIO (4eMy Ipo-
THBOPEYHT, KaK HU CTPAHHO, MYXCKOE (GKEITaHHE,
desire). [ToBceMecTHO yTBEPKIAACTCS, YTO TUCKYPC
Tejla B 3HAYUTEIbHON CTENEHU HENOOLEHEH €BpO-
NEUCKOM LUBWIM3ALMEN, IOYEMY PA3NAOTCS IMPU-
3bIBBI OTMEHUTH TUCKPUMHHAIMIO TeJa, OCYyIle-
CTBUTHh «BOCKPEIICHHE TEIECHOCTH», KaK IHIIET
Bc€ Ta )xe Makkiepu. IMEeHHO 3TH TeMBl, Kacaro-
IIFecs] HeJOOICHEHHBIX aCIIEKTOB «YIOBOJIHCTBHSDY
U «Tela» B MYy3bIKE, U COCTaBJISIOT OHO W3 Maru-
CTpaJIbHBIX HaIPaBJIE€HUM MY3bIKOBEIYECKON MbIC-
JIY TEH/IEPHOTO HAIIpaBICHUS.

Kak yxe ykaspIBamoch, OPYyTUM KOHKPETHBIM
MPUMEHEHHEM JaHHOM CXeMBI sIBIIsieTCs cpepa My3bl-
KaJbHBIX 3HAKOB 1 CHMBOJIOB, I/l TOXKE BCE HA CBETE
pazneneHo HaaBoe — cepbl MyKCKOTO H JKEHCKOTO,
nuddepenimpoBansbie 10 KpaitHocTel. Co ctopo-
HBI BCE BBIINIINUT TaK, YTO IPUHIUIIOM JaHHOTO Pa3-
JIeTICHUsI SIBJISIETCST BHEIIHsST opMa: 4TO JIOMHUHU-
PYET, OCTPOKOHEYHOCTD U OKPYTJIOCTh. TaKTOBBIE
YepThl, HOTHBIE IITHIN WM 3HAKU aKIEHTOB, C OI-
HOW CTOpPOHBI, WJIM OKPYIVIbIE HOTHI, 3HAKH fermata,
nay3sl — ¢ Apyroil. Jlura — okpymas, ciieqoBareib-
HO, KEHCKas, ITIIb — Hao0opoT. Ho ecnu mTiis ¢
XBOCTHUKOM — 3TO BOTIPOC, TPEOYIOITHIA PEIICHIS «HA
MeCTe»; TMHAMHUYECKasl BUJIKAa — OCTaBUM YUTATEIIO
JIOTaaThCsl CaMOMY, Ha YTO YKa3bIBaeT Ced OCTpO-
KOHEYHBIM CHMBOJI. [letamm3anusi U aTeMu3arus
MIPUMEHSIOTCS M 0OJIee IMUPOKO: JTaKe TOHATBHOCTb,
9ETKOCTH (DOPMBI B CTPYKTYPBI, PUTM, HACTPOCHUE U,
HaKOHeIl, MeTpUYECKast OpraHu3aus — BCE 3TO TOXKE
cdepa MacKyJIMHHOTO, TPOTUBOIIOJIOKHAS OKPYIVIO-
ctd (B M1000M TIOHUMAaHWH), JOMHHUPOBAHUIO JIOJI-
TUX JUIMTENFHOCTEH, YyBCTBEHHOCTH, HESICHOCTH
TOHAJBHBIX OPUEHTHPOB. Eciny kafeHIwst TOTOBUTCS
Y pa3pemaercs — 3T0 O3Ha4YaeT HACTYIJIEHHE pa3pe-
IIeHUs, Opra3Ma, HO OT TOTO, Ha KAaKylO JIOJIO 3TOT
oprasm MpHUXOAUTCS — Ha CHIIBHYIO WK clialyto, 3a-
BHCHUT TO, KTO €10 repexuBaet [4, p. 9]. CoOCTBeHHO,
0TCIONA U IETaeTCsl 3aKITI0YeHUe, YTO MMEeHHO berxo-
BEH SABJISIETCS HACHIIBHUKOM, a CTPAJAroIasl KeHIIH-
Ha — >xepTBoit. Eciin 661 opra3mel ObUTH Ha c1abyro
JI0JTI0, TO OBLTO OBI Bc€ HA000POT. J{MCCOHAHCH — 3TO
0e3 coMHeHusI 007Ib; a IIOCKOJBbKY opra3m Obi1 y bert-
XOBEHA, TO BCA 3Ta 00Ib, ICHEE SICHOTO, JOCTaETCs
HaCWJIyeMOH MM MapTHEPIIIES, SKSHIMHE. 37eCh U Ja-
Jiee — BOIIPOCHI K aBTOpPaM Ceil TEOpPUH HEYMECTHBI;
«OYEBHIHBIEY» BEIIM HE HYXXAAIOTCS B JIOKAa3aTellb-
CTBAaX, a TOMBITKH OCIOPHUTH WIIM CIIPOCUTH «II0Ye-
My?» OyAyT BCTPEUEHBI IPOCTHON HETIPHUAZHBIO.

UyTh HIDKE OyIeT moKa3zaHa KpUTHKa (DEMUHHCT-
CKOTO MY3BIKO3HAHMA Ha 3armajie, HO ceiyac magum
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KpaTKue TOSICHEH U], XOTS U TaK 3TO y’Ke MOXKET OBITh
MIOHATHO, KAKUM 00pa30M UCTOPHS MY3BbIKH BBICTPa-
UBaeTcd B TpyJax (EeMUHHUCTOB. Tak, Harpumep,
[1énbepra, Bcnen 3a berxoBenom, Makkiepu Toxe
KPUTUKYET 32 HEJOCTAaTOYHBIN Pa3pbiB C MACKYJIHH-
HOW ToHanmbHOCTEIO; 11I€HOepr, mo e€ cioBam, 3TO
«TIOTUTUYECKUNA PEBOIIOIMOHEP, KTO HAINIO HAcTa-
MBAET Ha MOIYYEHUH CEKCYaIbHON JIMIIEH3UH, KOTO-
PpBI HAa caMOM JIeJIe HUTZE He OOHApyXHBAETCSD) IPU
ommwkaiimem pacemorpernn [4, p. 107]. CornmacHo eé
pa3BEPHYTOMY aHAJIM3y €r0 MY3bIKaJbHBIX U TEOpe-
THYECKUX padoT, Moce Ieproia aHapXuH B TBOpUE-
ctBe IlI€nbepra (rme mpencTaBIcHO H300paKEHIE
cymacuieqieii KeHIIMHB B MoHoxpame «Oxuma-
HHUE»), OH TIOBOPAYNBAETCA 00paTHO K Mee BBICIIE-
TO KOHTPOJIA Panyo Hajx My3bIKoil. COOTBETCTBEHHO,
€ro HOBBIM MPHUHIMIT OPTaHU3AINN MaTephaja eCTh
CBOETO PoJia TOXKE «HOBas (opMa MOpPsIKay, KOTO-
pHIfl HAIIOMUHAET CTapylo QopMy, eciu BOoOIe He
sIsieTcs: e€ skBuBasieHTOM. Ha mpumepe 1LIEnGep-
ra Makknepu yTBep)KJIaeT, YTO HE MPOCTO aTOHAJb-
HOCTB U JJMCCOHAHC BOIIJIOMIAIOT ()EMUHIUHHOE B MY~
3bIKE, HO IMEHHO caM xpomarusm [Ibid.].

[loMUMO TakMX YacTO aHEKIOTHYECKHUX CHTya-
1Ml B TBOpuecTBe MakKKiIepH, TaM HaJIMYECTBYIOT U
JpyTHe MpUMEpPHI, JOCTOWHBIE Ooliee MPUCTAILHOTO
W3YYEHHS: HalpHMep, >KUBOIMCAHUE madwomen —
JKSHIIWH, JIAIINBIINXCS PACCYAKa — B HICTOPHH OTIEPHL.
Ota Tema 3acily)XKMBaeT OTIEIBHOIO HCCIIEIOBaHMS,
YK€ B OIPEACIEHHON MEpe OCYIIECTBIEHHOIO aBTO-
POM 3THX CTpOK Ha mpumepe onepsl «Kapmen» [1].

«SIBnsiercs M My3bIKa [€CTECTBOM]|, HUYEMY HE
ITOJIBJIACTHBIM? MOJKET JIM OHA, XOTS OBl YaCTHYHO,
COIIPOTHBIIATHCS HAIIEMY MOVCKY OOBSICHEHHUH TOTO,
K 4eMy OHa oOpamiaercsi?» — TaKk HadYMHAeT CBOIO
monorpacdwuto ITurep Ban nen Topu [11, p. 11], ocy-
IIECTBIISAA, COITIACHO HalleMy HaONIOIEHHUIO, CaMyIO0
MacIITa0Hy!0 W BCEOOBEMITIONIYI0O KOHTpAaTaky Ha
nosumu Makkiiepu. Eciu nocnenssas npsmo 3asis-
JISIeT, KaK y)ke ObUTO CKa3aHO, YTO OHa caMa OOoIIbIe
HE 3HAET, YeM SIBIIIETCS My3bIKa, HO 3asBIISIET BMECTE
C TeM, YTO MY3bIKa — 3TO MOJIUTUYECKUH aKT, TO BaH
neH TopH B CBOMX CTarhsix W MOHOTrpaduu (crenu-
aNbHO HAIMCAHHOW KakK ONPOBEP)KEHHE B3MVISI0B
MY3BIKQIBHBIX (DEMHUHHCTOB) TMOCIIEOBATEIbHO OT-
CTaMBaeT UJCI0 O TOM, YTO «MY3BIKAIbHBIE COUYMHE-
HUSI HE TIEPEeBOIMMBI HA CTOJIb OIHO3HAYHBIN SI3BIK
cexcyanbHOCTH. OHH MOTYT CTAHOBHUTHCS OOBEKTaMHU
MPUTSDKEHNS, Bephl U T100BH. OHM MOTYT TOBOPHUT C
HaMH, HO HE TPSIMBIM SI3bIKOM, ITPOPBIBASICH MPSIMO K
cepaiyy 6e3 crenuduIeckoro Ha To CTpeMiieHus, 6e3
BepOabHOrO 000CcHOBaHMUs camux cebs» [Ibid.].
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IIpuBeném emeé oauH NpUMEDP BBICKA3bIBAHUS
BaH neH Topna: «berxoBen mopHorpad, berxoBen
CEKCHUCT. AHAJIOTHYHO TOMY, KaK 3TO MpPEACTaéT B
BYJIBTapHOM MapKCH3Me, TJI€ YeJIOBEK OKa3bIBaeT-
CS penylHpPOBaHHBIM A0 ‘“OKOHOMHUYECKHX CHII,
0€33aCTeHUYNBO CTPEMSIIUXCA B €le, KPOBY U pe-
cypcam, peMuHN3M Makkiepy peayupyer ero 10
CEKCYaIbHBIX HYXI, /10 MPOIIYTHIBAHUS BO3MOXK-
HOCTH, YTOOBI JOCTHYb CBOET0 OprasMa, M 3areM
YK€ J0 COLMO’KOHOMHYECKHX YCIIOBH, KOTOpBIE
obecmeuar eMy 3ToT oprasm» [Ibid., p. 38-39].

Hert Hu4ero yauBUTENIFHOTO B TOM, YTO ITOJIEMH-
Ka MEX]1y TUIOZIOBUTOM U CTpacTHOM Makkiiepy 1 BaH
nen TopHoM mpownsBena 3¢ ¢eKT, MoJOOHbI CTOMI-
KHOBEHHUIO JBYX I[yHaMH, KOTOPBIA, €CTECTBEHHO,
popoJpKaeTcs 10 cux nop. Ilpuuém Ban neH TopHy
JIOCTaJI0Ch HEMAJIO M OT caMoil MakkJiepu, U OT e€
MHOTOYHUCIICHHBIX U arpecCHBHBIX CTOPOHHHUKOB. B
XOJI TTOIILTH, Pa3yMEeeTCs, OTHIONb HE TOJIBKO PAacCyX-
neHus o0 My3bike. Cpeny BCeBO3MOKHBIX OTKIIMKOB U
MIOJIEMUYECKHUX CTaTel mpuMedareseH Bbiman Pyds
Comnm, oTBeyaromie Ha PEIUIMKy BaH JeH TopHa U
MIPUBOSAINEH HENBI P CTATUCTUYECKUX JTAHHBIX
Y3 HAIlMOHAJBHBIX apXHWBOB O TOJIOKEHUH KESHIIMH
B CIIA (cxompko OyHeT, CKOJNBKO yXe, a CKOJIBKO
MOXET OBITh U3HACWIIOBAHO), OTPOBEPTafONIEH TeM
CaMbIM CaMy BO3MOKHOCTH YTBEPKIEHHS TOTO, YTO
po6iieMa HepaBHOIIPaBHUS JKEHIIUH perieHa [9].

BceoObemittoniasi mojeMuKa MeXIy CTOPOHHH-
KaMH W [IPOTUBHUKAaMH (PEMHHU3Ma B MY3bIKe, TIPO-
JOJDKAIOIIASCS W TIOHBIHE CPEAW MpeACTaBUTEIeH
Pa3HBIX MY3bIKOBEYECKHX IIIKOJ, OTHIOAb HE TOJIIEKO
AMEpUKAHCKUX, — TPeOyeT OTIENLHOTO HCCIIeNoBa-
Hus. B HacTosImei paboTe OTMETHM, 9TO, KaK ITOKa-
3BIBAIOT MPUBEAEHHBIE — I MHOTHE JIPYTHE IPUMEPHI,
MOJITIMHHBIE 1IeTH (PeMUHHUCTOB B My3bIKO3HAHWH JIe-
AT OTHIONb HE B TUIOCKOCTH HAyKH, KaK M BOOOIIE
HE B IUNIOCKOCTH MY3bIKH. B yacTHOCTH, O1HA 13 T71aB
Makxkiepn (MOCBAIIEHHOW TBOPYECTBY HM3BECTHOU
nieButb! Jloypr AHZEpCOH) B €€ MPHUBOAMMOM BBIIIIE
MoHorpaduu 3By4HT Tak: «Jlymaiite o0 atom. [ly-
maiite 00 3ToM Kak. Jlymaiite 06 3TOM Kak 0 HOBOM
myTH... Jlymaiite 06 3TOM Kak O HOBOM IYTH CTPYK-
TypuUpOBaHUH BpeMeHm» [4, p. 147]. JlaHHbIC CTPOKH
oopmiteHsl co cnenupuueckor Tadyssipei (Hamo-
MUHAeT CTWIb MasKOBCKOTO), MPUHIUITHAIEHO BBI-
JEeTSISICh U3 OCTAJIBHOTO TEKCTa; M JTaKe TOCIEHSA
(paza mpo CTPyKTypHUpOBaHUE BPEMEHH, MOXKAIYH,
HE CTONIb YK M 3HAYMTENbHA, KaK MMPOBO3IJIAIICHHE
«HOBOTO TyTH». BO3MOXHO, 4TO 1eTbi0 (heMHUHU-
CTOB BCE-TaKH SBISETCSI MMEHHO TEpeMeHa MHpa,
[I0YeMy OHHU M TOBOPAT 00 M3MEHEHHWH OTHOIICHHUS
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YeJIoBeKa K PSy SIBICHUH, KOTOpPBIC TPEkKIE ObLUIH
TVCKPUMHHHUPOBAHHBIMH, B YHCJIE€ KOTOPBIX — YeIo-
BEYECKOE TEJI0, MOIYC YAOBOJIBCTBUS H T. 1.

Uneto HEOOXOMMOCTH UMITJICMEHTAIINU JKEH-
CKOTO CO3HaHHUS B MUp (MHOTJA pedb UAET O >KEH-
CKOM JIOTOCE) HE HOBA, €€ BHICKA3bIBAJIM B TOM YHCIIE
u pycckue punocodrl. B HayuHo-panTacTHUECKHX
npousseneHusx Auape Hopron u Ypcyner ne I'ynn
TaK)Ke MOKa3aHbl OOIIECTBA, T€ MUP yNPaBIAETCSA
KEHIUHAMH, KOTOpBIE AWKTYIOT YCIIOBHUS MHPY,
MIPOTHBOIIONIOKHBIE U3BECTHOMY mocTynaty Kanra:
TaM YIpaBISAIOT JIIOH, a He 3aKkoHbI. [loTroMy B gaH-
HBIX 00IIIEeCTBax HE MPOUCXOAUT YOHMICTB, 3BEPCTB
Y HECIIpaBeUIMBOCTEH, HE CYIIECTBYET aHOHHM-
HOTO 3aKOHA, a0CTPaKTHOTO TpeOOBaHUSA, KOTOPOE
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®eMHHU3M U My3bIKa.
AMCKYpC >KeHCKOW NPUPOADbI B <HOBOM MY3bIKO3HAHUM»

Hacrosimast cratest ncciieyer onHy M3 KIIOYEBBIX MPOOJIEM Tak Ha3blBAEMOTO «HOBOTO MY3BIKO3HAHUS», & HMCH-
HO — IPE/CTABICHUE O )KEHCKOH MPHUPOJE, YTO OIpeesieT Kak GHI0ocopuio My3bIKH, TaK U 00IINe NOTUTHIECKHE
yCTpeMIICHHUS MY3BIKOBEIOB-()EMUHUCTOB. B craThe moka3aHo, KaKMM 00pa3oM TUCKYpC KEHIIMHBI MPEACTABICH
W CTPYKTypUpOBaH B paboTax (peMHHHCTOB: KakK NMpaBHJIO, Yepe3 OTPHLAHHE MYXKCKOTO M MPOTHBOIIOCTABICHHE
eMy (drTo moaBepraercsi B crarbe KpuTHke). [lokazansl Takxke n 6osee o01mue Bo33peHus: PEMUHUCTOB Ha MIPUPORY
JKEHCKOTO M MY’KCKOT'0, 0OHApy>KMBa€MOT0 KaK Ha ypPOBHE KOHLEIINH U HJIEH, TaK U Ha yPOBHE MY3bIKaJIbHOU (op-
MBI U TeKCTa. B gmcie paccMaTpuBaeMbIX B CTaThe NCCIIEAOBATENEH — IPEACTABUTENICH My3BIKAIBHOTO (DEMHHN3MA
— nmenHa C. Makknepu, M. Munoy, ®@. bperra u MH. ap. Cpeau pa3auYHBIX KPUTHYECKHUX BBICKA3BIBAaHUII O BO3-
3peHHsX (EMHHUCTOB B CTaThe NpelcTaBieHbl Bo3paxenus 1. Ban neH TopHa, KOTOPBIN OTCTAaMBAET IIOJIOKEHUS,
MIPHUCYIIHE TPAIUINOHHBIM B3IVIIaM Ha MY3BIKAJbHYIO 3CTETHKY, B YACTHOCTH, aBTOHOMHIO MY3bIKH, CIIOCOOHON
BOCTIPHHHMATbCS «aBTOHOMHOY, «IIPOPBIBAsICH MPSIMO K cepAumy». IIpucoeannssacs k Bo33peHnsM TopHa, aBTOp cTa-
THH BBICKa3bIBACT CBOM CYXJICHHS O TEKYIIEH MOJIEMHUKE OTHOCHTEIBHO BOIPOCOB (DEMUHM3MA M MY3bIKH, TIPU3bIBAs
OTE€YECTBEHHBIX UCCIEN0BATENIEH BKIIOUUTHCS B JAHHYIO OJIEMHUKY.

KitroueBeie ciioBa: HOBOe My3bIKO3HaHHE, peMUHU3M 1 My3bIka, C. Makkiepw, I1. Ban nen Toph.

Feminism and Music.
A Discourse on the Feminine Nature in the “New Musicology”

The present article researches one of the crucial issues of the so-called “new-musicology,” namely, perceptions on
the feminine nature, which defines both the philosophy of music and the overall political aspirations of feminist
musicologists. The article demonstrates how the discourse of a woman is presented and constructed in the works of
feminists: as a rule, through rejection of the masculine nature and opposition to it (which is subjected to criticism
in the article). Also shown are the more general views of the feminists on the nature of the feminine and the
masculine, disclosed on the levels of the conception and idea, as well as on the level of musical form and the
musical text. The researchers mentioned in the article — representatives of feminism in music — include such figures
as Susan MacClary, Mark Minough, Philip Brett and numerous others. Among the various critical utterances about
the views of the feminists, the article demonstrates the critique of this tendency by Peter van den Toorn, who
defends the positions intrinsic to the traditional views on musical aesthetics, in particular, the autonomous position
of music, capable of being perceived “independently,” “by breaking through directly to the heart.” Concurring with
the opinions of van den Toorn, the author of the article asserts his perceptions of the current polemics regarding the
questions of feminism and music, calling upon Russian researchers to involve themselves in this polemics.

Keywords: new musicology, feminism and music, MacClary, Peter van den Toorn.
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KOHUEPTHAS X)KM3Hb M MY3bIKAAbHbIE YBECEAEHWS BEHDI
BTOPOU NMOAOBUHbI XVIII BEKA

yremecTBys 1o ABctpuu, B 1772 romy

Y. bépHu nuca B CBOEM JIHEBHUKE: «BeHa

Tak Oorara KOMITIO3UTOPaMH M 3aKITIOYaeT
B CBOMX CTEHAX TaKOE€ KOJIMYECTBO MY3BIKAHTOB
BBICOYAMIIMX 3acilyl, YTO OHa, IO BCEW crpaBen-
JINBOCTH, CTaja Cpeau APYTHMX HEMELKHX IrOpoJOB
HE TOJIBKO TOCYAAPCTBEHHBIM, HO U MY3BIKaJIbHBIM
LIEHTPOM HMIIEPHH. DTO MOXKET OBITh JOKA3aHO IIe-
PEYMCIEHUEM BCETO TOTO, YTO S CJBIILAT U BHJIEI
3/IeCh BO BpEMS MOEro KOPOTKOTO NpeOBIBaHUS;
HE MPOXOAMJIO MOYTH HHU OIHOTO Beuepa 0e3 Toro,
9TOOBI 3/1€Ch HE 3Bydasia My3bika» [1, c¢. 143]. Ha
MOCENYIOIUX CTPAHUIIAX YUTAEM O CaMbIX pPa3-
JUYHBIX KOHIIEPTaX, MY3bIKaJbHBIX COOpaHUSIX,
KOJUIETHSIX, aKaJeMHIX, accaMmOyesx, Ha KOTOPBIX
Bépuu ObLT yI0CTOCH YeCTH MOOBIBATE.

Onwucanust 3aneuanienu obpa3 BeHbsl BTOpOi
nostioBuHb! X VIII croseTuss — UMIEPCKON CTOJINLIBL
A KPYNHEWIIEro My3bIKAJIBHOIO LieHTpa EBpOIbL.
3mech 0OHAPYKUBACTCS CBUICTEIHCTBO YINBUTEb-
HOTO MHOTO00pa3usi KOHLIEPTHOH KH3HH TOTO Bpe-
MEHH, HEOObIYalfHO HACHIIIEHHOMN U MPOSBIISBIICH-
csi B caMbIX pa3n4HbIX Qopmax. Kiaccmueckas
anoxa, 1o cnosam JI.B. Kupuunoii, «mnpezncras-
JisieT co0oi B 3TOM OTHOUIEHWH OCOOBI MHTEpEcC,
IIOCKOJIBKY B HEW CYyIIECTBOBAJIA €[Ba JIM HE BCE
BO3MOXXHBIE (DOPMBI U THITBI KOHIIEPTOB, CBOW-
CTBEHHBIE KaK MPEIbIIYIINM, TaK U MOCIEIYIOIUM
BpemeHam» [3, c. 221].

N3yuenne xkoHueptHod xu3Hu XVIII Beka
Bcé OOJbIlIe MPHBJIEKAeT BHUMAaHHUE COBPEMEHHBIX
yuéHbix'. OJHAKO MO-TIPeKHEMY OCTAETCS Psijl He-
pemi€nnabix npodnem. He cayuaiino E. B. Jlykos,
onpenesis konuepT X VIII croneTus Kak «IoJuBapu-
aHTHYIO (OpMY», TOTIEPKHBAET «(HEHOMEHATBHYIO
HEYJIOBUMOCTb CaMOI'0 CYIIECTBA 3TOIO SIBJICHHUSY.
OH oTMeYaeT, 4To MHOT00Opa3ne BHJOB KOHIIEPTOB,
COCYILIECTBYIOIIIMX B OJHO BPEMsI, «JIENAaeT BEChbMa
HEIIPOCTOM 33Jjady BBIWICHEHHUS s1JIpa 3TON KyJIbTyp-
HOU (OPMBD», U KOHCTATHPYET, UYTO «B CBETE BBICKA-
3aHHOTO COOOpaXKEHHUS, [yMaeTcsl, IIOHSATHO, TIOYeMY
poOsieMbl OPMHUPOBAHUS KOHIIEPTA, CTAHOBICHUS
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ero crnenupuIeckux KavdecTB TOKa OCTAIOTCS BHE
BHHUMAaHUS HccienoBarenein» [2, c. 13, 29].

IToxoxue mMbIcau HaXoauM B cTarbe «KoHLepT»
nu3 HoBoro wm3manus cioBaps «The New Grove
Dictionary of Music and Musicians»: «Bcé mHoTO-
o0pasre My3bIKQIBHBIX COOpaHHi B TO BpeMs — HE
B TIOJTHOHM Mepe “KOHIICPTOB’ — MOATBEPIKAACT, UTO
My3bIKaJIbHas JKM3Hb B ABCTPUH HaxoaWiIach Ha
sTare GopMHUpOBaHUsI, 3aBEpIICHHE KOTOPOTO MPO-
n30MIET KO BTopol nosoBuHe XIX Beka ... IToaro-
My mpoOieMa H3y4YeHHs Pa3INYHBIX BUIOB “‘KOH-
[IEPTOB” M WX TUIIOJIOTHH CeHJac SBISIETCS OMHOM
M3 caMBIX OCTpBIX» [18, p. 228].

Takum oOpa3om, UCCIIEIOBATENN, C OJHOM CTO-
POHBI, pacCCMaTPHUBAIOT «KOHLIEPT» KaK HEOTHOPO-
Hoe sinenue. Ho, ¢ Apyroil — B nprBeIEHHBIX BbICKA-
3BIBAHMSX OTYETIIMBO MPOCIIEKUBACTCS TEHACHIUS
CBEJICHHSI Pa3HOOOpa3HbIX (HOPM MY3BIKAIBHBIX CO-
OpaHuii K HEKOEMY €JIMHOMY 00pasily, TOHUMaHHE
KOTOPOTO ONM3KO K COBPEMEHHOMY OTPEIEICHHIO
KOHIEPTAa KaK «ITyOJINIHOTO, TUIATHOTO HCTIOTHEHUS
MY3BIKH IO 3apaHee OOBSBICHHOW IporpamMme, Of-
HUM WA HECKOJBKHMHU MY3BIKAHTaMU B CIICIIHAITb-
HO 000pyZI0BaHHOM NOMeEIIeHun» [5, c10. 926].

[IpuxoanuTcs KOHCTATUPOBATh, YTO A0 CHX IMOP
My3BIKaJIbHAS MIPAKTHKA TOTO BPEMEHHU MPENMYyIIIe-
CTBEHHO pPacCMaTpHBAETCS CKBO3b MPU3MY COBpe-
MEHHBIX TPEJCTaBIeHN 00 MHCTUTYTE KOHLIEPTA,
a OHHU, B CHJIy ONpEACNEHHBIX MPUYUH, 3a9aCTYIO
JaJIeKu OT MCTOPUYEcKoil peanpHocTH. OTCIOna n
BO3HHUKAET PsAJ BOIIPOCOB, CBI3aHHBIX C H3YYCHUEM
camoro (eHomena B XVIII cromernn: yrouneHue
TEPMHHOJIOTHH, OIIPEJIEICHNE MOHATHS «KOHIEPTY,
XapaKTepUCTHKa BHIOB MY3BIKAJIBHBIX COOpaHHH,
pasHooOpasne KOTOPHIX HHUKAK HE BMEIIACTCS B
CTPOMHYIO TUIIOJIOTHIO.

[MomeiTaeMces pa3zo0parbesi B 9THX BOIIPOCaxX Ha
IpUMepe KOHLEPTHOM XU3HHU BeHbl BTOpO# MoJIO0-
BuHbl XVIII cronetus. O4eBUAHO, YTO IOCTHIKE-
Hue e€ 0coOEeHHOCTEN JOIKHO OMUPATHCS HAa UCTO-
pUYecKHe — ayTeHTUYHbIE — HICTOYHUKH, B KOTOPBIX
COACPKHUTCA COOTBETCTBYIOIIAs HWHQpOpPMausi u
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ornyvcaHue OBITOBABIIKX B TO BPEMsI KOHIIEPTOB, YC-
JIOBUH UX IIPOBEIECHUSI.

s Hagama HEOOXOQMMO YTOYHHTH ITOHHUMAaHHE
TEpMUHA «KOHLIEPT» B TO BpeMsi. Ero omnpezenenue
BCTpeYaeTcsl IPaKTHIESCKH BO BCEX CIIOBapsX U TPaK-
Tarax SIIOXH H SIBHO OTIINYACTCS OT HhIHEIIHEro. Tak, y
N.T. Bansrepa untaem: «Konmept [Concerto, Concert]
— o0o3HauaeT My3bikabHYI0 Kosuieruio [Collegium
musicum] WM HEKOe My3bIKaJlbHOE coOpanme» [17,
S. 179]. B sammxmornienyu U. I, 3ymbriepa Takke Haxo-
JTIUM JIAKOHUIHOE oTpenesieHre — «koHtepT [Concert)]
— 910 coOpanue apructoB [Tonkiinstlern], kotopsie
BMECTE HCTIONHSIOT My3bIKy» [15, S. 303]. Ilox cio-
BoM KoHIepT [Concert] B coBape X. K. Koxa «mon-
pasyMeBaeTCss MHOTOTOJIOCHAsI My3bIKa, UCIIOTHEHHE
KOTOpOW JMOO OpraHM3yeTcsi PereHTOM JUIsi yBece-
nenust [Unterhaltung] xak cBoero, Tak ¥ JIBOpA, MpU
KOTOPOM OH CITY’KHT, JIMOO YCTpauBaeTcst sl Iy Oiu-
KH, TaK YTO Ka)KIbI JFOOMTETbh MY3BIKH C PaBHBIM
MPaBOM 3a OIPE/ICTIEHHYO TUIaTy MOT PUHSTH B HEM
y4JacTe, My3bIKa e HCIONHAETCS] OCOOEHHBIM 00b-
€IMHEHNEM apTUCTOB WK auteTanTony [ 10, S. 349].

Kak BujauM, 3HaYeHHe TEpMHHA B TO BpeMs
ObUIO IMPOKUM (MM MOIVIO OOO3HAYaThCs JIIO-
0oe¢ My3BIKaJIbHOE COOpaHHWEe KaK TaKOBOE), OH
HEe ymoTpeOmsuics il 0003HaYeHUs] KaKuX-JIMOO
YHUDUIUPOBAHHBIX (OPM HCIIONHEHUS MY3bIKH:
«KOHIIEPTOM» MOIVIO Ha3bIBaThCs Kak ITyONMYHOE
BBICTYIUICHUE, TaK U BCTpedya JIOOUTENEH MY3BIKH
B npuBaTHOi arMocdepe. OTMETUM TaKxKe, 4TO He
CYIIIECTBOBAJIO EJMHOTO OOOOIIAIOIIEr0 TEPMHHA,
U COBpEMEHHAas TEHICHIMS OObEIWHEHUs pa3liid-
HBIX Ha3BaHWH IOJ OJHMM HAMMCHOBAaHHEM «KOH-
uepT» — JIMIIbL YCIOBHOCTh. PaHee ymoTpeOisumch
camble pa3JIM4YHbIe 0003Ha4YeHNs: KoHIepT (Konzert,
Concert, Concerto, Concerte, Conzert ¢ BO3SMOKHBI-
MU BapuaHnTamu — Virtuosenconcert, Theaterkonzert,
Dilettantenkoncert u T. 1.), akagemus (Academie,
Akademie, Accademiee), My3bIKaIbHOE COOpa-
aue (Musikversammlung), 3acTombHasi My3bIKa
(Tafelmusik), cobbitue, oxasus (Festtag, Gala-Tage),
accambines (Assamleya). lHorma BCTpedaeTcs naxe
obozHaveHre my3bika (Musik). IIpu sToM, omHAKO,
BBIOpaHHOE ONpe/IeNICHUEe MOIIIO IOMYEPKUBATE OCO-
OCHHOCTB TOTO WJIX HHOTO MY3bIKAILHOTO COOBITHSL.

@OopMbl KOHUEPTHOM KU3HU JECHCTBUTEIBHO
06Ut MHOTOOOpa3Hbl. Ho mpu BcéM uX pasinnyuuu
MOKHO BBIJICTUTH HECKOJIBKO BEIyHIHX (DaKTOpPOB,
UX JISTEPMUHUPYIONINX B KOHTEKCTE MY3bIKaJIbHOM
*u3Hu Bensl Bropoit momoBuasl X VIII Beka. Oto
(hakropsl gpementvie (CE30H MPOBEACHUS KOHIEP-
TOB, BpEMs CYTOK) M HpocmpaHcmeeHnvle (MeCTO
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[IPOBEIICHUS), a TAKXKE CUCMEMA OP2aHu3ayuu Mmy-
3bIKALHBIX COOPAHULL U COCMAB YUACMHUKOS.

Ecnu cynuth 0 BpeMeHH MPOBEACHUS KOHIIEPTOB,
TO MOKHO KOHCTaTUpOBaTh, 4TO B BeHe oHM 1aBasnmch
KPYIJIOTOIMYHO M TPAKTUYECKH eXeTHEeBHO. boiee
TOTO, Ha OAWH JICHb MOIJIO NPHUXOJUTHCS JaKe He-
CKOJIBKO KOHIIEPTOB, IIPOBOJIMMBIX B Pa3HBIX MECTaX>.
OnmHako MX HaWOOJbIIAsS KOHIICHTpAIUS HaOIroma-
eTcs BO BpeMs JISTHUX MECSIIEB, a TAK)KE B TEUCHUE
Benukoro nocra u Ansenta (Mecsir 10 PoxxaecTsa).
Torma OTMEHANIHCH ONEpHBIE CHEKTAKIH, apTHUCTHI
OKa3bIBAJIMCh 0e3 padoThl, TeaTpaibHbIe IUIOLIA KU
ocBoOoxnanmmch. «BeHckas razera» (ot 18 ¢erpanst
1750) cooOrmaeT: «IlockonbKy Bce ApaMbl B KOMEAUH
MIPUOCTaHOBIIEHBI Ha BpeMs cBsamieHHoro [locra, Tpu
KOHIIEpTa B HEZAETIO (B BOCKPECEHbE, BTOPHUK U YET-
Bepr) OyIyT MPOBOIUTHCS B UMIIEpaTopcKkoM Bypr-
Tearpe ISl yIOBOJIBCTBHUS X Bbicokoro Giaropoaus
U IyOITHKI».

Bwmecre ¢ Tem, 1 3nech momyac HMOSBISUTUCH 3a-
npetbl. OHU pacHpOCTPaHSIINCh HA JHU TOCyHap-
CTBEHHOT'O TPaypa ¥ JIHU MaMSITH WICHOB TPaBsIIEiH
cembu. Tak, Bo Bpems Benmkoro mocra 1790 roma
KOHIIEPTHI B Tearpax HE NMPOBOAWINCH B CBS3U C
TpaypoM o ciay4aro cMepTu ummeparopa Mocuda
11 (20 despass, nmepsas cyoboTa nocra)*.

Ecmu paccmarpuBath 6pems cymok, TO pasif-
YJau yTpeHHHE M BEYEepHHE KOHIEPTHI. YTPEHHHE
KoHLEpTHl (Morgenkonzert), Kak TpaBUIO, MPOBO-
TUITNCH JieToM. Hampumep, M3 JTHEBHHKOB H3BECT-
Horo ckpunada Y. IlynnaHnura MOXHO y3HaTb O
coOpaHusiX B napke AyrapreH, KOTOpbIe IPOXOIHIIH
eXeHeNleNbHO 10 yeTBepraM. OHM HAYMHAINCE B 8, a
WMHOT/Ia U B 7 9acoB yTpa u 3akaHunBaiuch K 11. Be-
YepHHUE KOHLIEPTHI, MPOBOIUBIIUECS KPYIIOTOINY-
HO, HAYMHAJIUCH OKOJI0 6 JacoB Beuepa [8, p. 319].

Bpems BcTpeun W JTUTEIBHOCTH JIPYIKECKHX,
MIPUBATHBIX COOpaHUI HEe OBUIM TaK CTPOTO peria-
MEHTHUPOBaHbI. [lo-BHIMMOMY, MX YYacTHHUKH CO-
Oupanuch B ynoOHyto i Hux nopy. K npumepy, B
nucbMax B. A. Mormapra MOXXHO YBUACTH OIIFICAaHUE
«ManeHbKoi akagemum» y ®. M. Ampbepra (xo-
3siMHa Kabauka), KoTopas «HadMHaNach B 4 yaca u
3aKOHYMIIACH B 8» Beuepa; 31eCh K& YUTAeM O BOC-
KpEeCHBIX akaleMusix y Oapona BaH CBHTeHa, Kyaa
KOMITO3UTOP PUXOIHI K 12 yacam u nip.°

IIpocmpancmeennvie pakmopsi CBSI3aHBI C Me-
CTOM TIPOBE/ICHUSI KOHIIEPTOB — KaK B 3aKPBITHIX
MIOMEUICHUIX, TaK M Ha OTKPHITOM Bo3xmyxe. Ilo-
ckoibKy B Bene Bmtors no 1830 1. He cymiecTBo-
BaJI0 CIEIUATM3MPOBAHHBIX KOHIIEPTHBIX 3aJI0B,
COOpaHUs MPOXOAMIIN B CAMBIX Pa3IUYHBIX, TIOAYAC
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HEOXXUJTAHHBIX JJIS COBPEMEHHOTO CITyIIaTelid,
Mecrax. JlyKoB CIIpaBeTMBO OTMEYAET, YTO «IIPO-
CTPaHCTBO, KOTOpOe OO)KMBajM MEpBbIE KOHIEPT-
HbIE TPEANpHsTHA, HAa caMOM Jeie OBIJI0 Heca-
KpaJbHBIM M HEATUTApHBIMY [2, . 163]°.

Ecnu oOpaTuThCs K 3aKPBITHIM TUIOMIAIKAM, TO
OJIHUMU U3 CaMBIX KPYITHBIX OBUIN: HMIIEPATOPCKHUE
Byprrearp u Kepraeprop-rearp (B 000oux KoHIEp-
ThI JaBajuch ¢ 1785), a Taxke vactHbie Ayd aep
Bugen (c 1787 mo 1801) u rearp B Jleomonpamraar
(c 1781). KoH1epTsl B Tearpax MOIIIU OBITH Kak ca-
MOCTOSITENIbHONW (POPMOI, Tak W BCTABKOM MEXIY
JIefcTBUAMH (aKTaMH) CIEKTaKJIeH, TO €CThb Ipo-
XOIMJIM BO BpeMs aHTpPakToB. B 3Tom cimydae oHun
COOTBETCTBEHHO 00O3Ha4aNuch Kak Konzertpause
nin Concerto entr’acte. Hampumep, U3 BEHCKOH
razetsl (17 aBrycra 1783) y3Haém 0 1mo106HOM KOH-
uepre: «Ysegomienne. Concerto entr’acte. Mexmy
JIByMsI aKTaMH{ OJIMH MOJIOZOW BUPTYO3, U3BECTHBII
YUYACTHUK MPHUBATHBIX COOpaHMid, OyleT UCTIONHSTD
XOpOIIO MOAOOpPaHHBIA KOHIIEPT HA CKPHUIIKE, pe-
[IMB CHENIaTh 3TO MPOCTO C OJarOTBOPUTEIHHBIMU
HEJIIMH | TI0 100poit Boiey’.

My3bIka MOIJIa 3By4aTh B OallbHBIX H MacKapaji-
HEIX 3anax (Redoutensdle). Oco0o#l MBIITHOCTHIO
omMyaiuch bonbmoi 1 Manbii 3ansl (Grofier und
Kleiner Redoutensdle), Bxonsmue B KOMIUIEKC AMIIE-
paropckoro nBopiia Xohoypr. KoHiiepTsl Tpoxoaniu
OOBIYHO B paMKaxX TOPXKECTB, MPUYPOUYCHHBIX K CO-
OBITHAM TOCyIapCTBeHHOTO MacmTaba. Tak, B OKTS-
ope 1760 roma 6buIa IPOBEICHA TIEIast CEPUS aKase-
MHH, TOCBAMIEHHAs cBaap0e aprreprora Mocuda 11
(Oymymero umneparopa) u Mzaoemist [Tapmckoit. [To
cimydaro Opaka aprrepriora @paHiia ¢ IPUHIIECCOM
Mapueit Tepesueit Hearmonuranckoit (1790) B boib-
11oM 3aste koHtepThl (Tafelmusik) nasan A. Canbepu.
OnHako u3peKa 31eCh MPOBOJIIIIICH M OOIIET0CTYTI-
Hble MeponpusTus. COXpaHWIUCh CBEICHHS, YTO Ha
macienoit Henmene (3 mapra 1783) coctosuics obre-
JIOCTYITHBIN Oan-Mackapaj, Ha KOTOpOM IPO3Byvasia
My3bika B. A. Momapra 1o yripaBsjieHreM aBTopas.

KonuepTsl 9acTo mpoBOAMINCEH B 3aj1axX KpyTI-
HBIX BEHCKHUX TOCTHHHII, PECTOPaHOB, OaHKOB, Ka3u-
HO W 3IaHUH TOPOJCKOM O6uprku. Tak, OmHUM U3 U3-
moOJICHHBIX MeCT B Bere Ob110 ka3uHo Mensrpyoe
(«¥Y myuHoTO CcKIIafay) Ha momanu Hoelip-MapkT.
Hexortopsie uepTbl My3BIKaIbHBIX COOpaHU B HEM
OTIMCHIBAET KPUTHK U u3narenb O. Hukomau (1784):
«B cocemHux KOMHaTaxX CTOAT HarOTOBE JIOMOEpHBIE
CTOJIBI JIJISl BCSIKOTO POJIa a3apTHBIX HIP, JUIS KOUX
KaXJIplid MOXKeT mpuoOpecTr a direction [CKOIBKO
YTOHO| UTpalibHBIX (hUIlIeK; 00IIecTBO MO Tpebo-
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BaHUIO 00CITY>KUBAETCS TAKXKe BCAKOTO pojia HAIHT-
KaMH¥ | 3aKycKamMmu» (IUT. 1o: [4, ¢. 272]).
My3bIKaIbHBIE BeUepa yCTPAauBAINCh U B 3alle,
OBIBILIEM YaCThIO PECTOPaHA UMIIEPATOPCKOTO MPO-
BU30pa, Jrooutenst Mmy3biku W, SHa Ha youre Xum-
Menbngoprracce. 3aj, OTKpeIBIIUiics B 1782 roxy,
OBUT MPOCTOPHBIM M BMeman okono 400 ciymia-
teneit [8, p. 330]. UaTepecHo, YTO UMEHHO 3/1€Ch
COCTOSITOCH TOCJIEAHEE IyOJMYHOE BBICTYIUICHUE
Mormuapra (4 mapra 1791), a Taxke BIepBble Iy-
OnmyHO ObLT WcToNHEH ero PexBuem (2 stHBaps
1793) na xonmepre, opranuzoBanHoM I. Ban Cute-
HOM OT UIMEHH BJIOBBI KOMITO3UTOPA. 31€Ch KE OBLITH
MPECTaBIIEHbl BHUMAHUIO CIyIIaTeled 3HaMEeHH-
111 KBHHTET 7151 popTennaHo u TyXoBbIX op. 16 u
Cernrer op. 20 JI. Bau berxosena [8, pp. 467, 486]°.
IIpexpacHblii KOHUEPTHBINA 3aJ1 U3 HECKOIBKUX
KOMHAT pacrojarajcsi B IOM€ W3/aTensl U KHUTO-
toproeua W.T. ¢pon Tparraepa. Ha BepxHux sTaxkax
MMOCTPOEHHOTO MM Ha momaau ['paben Oomnbmioro
ocobnska Tpartaepxod (1777) ObLJIO MHOTO JKHJIBIX
KOMHAT, a2 Ha HIDKHHUX PacIojarajuch OOIIEeCTBEeH-
HBIE 3aBEACHUS. 3/1€Ch OTKPBUIOCH Ka3WHO, TaKkKe
CITy’KMBIII€e KOHIIEPTHOH Tutomakoi (1784). B xau-
re npogeccopa BEHCKOTO YHUBEPCHTETA, aBTOpa U3-
nanus o Bene Bo Bpemena Mocuda 11, U. ne Jlyku,
guTaeM 00 ITOM OCOOHSKE: «31eCh €CTh IMpeKpac-
HbI MY3bIKAJIbHBIN 3aJ1, T/I€ MOYTH KaXKIbIi Beuep
IIPOBOJIATCS pa3IUyYHbIeC akageMuH. <...> Ka3uHo ...
OTKPBITO B JIF000€ BpeMsL, U HE TOJIBKO JJIsl BBICIIEH
3HATH, HO M JUIS BCEX ITOceTuTenei ... Bxom Oec-
miatHeIA. KaznHo pabotaeTr Kaxablii IeHb ¢ 8 4acoB
yTpa ¥ 0CTaéTcsl OTKPBITHIM B HOYHOE BPEMS JI0 TEX
op, TI0Ka MPUCYTCTBYIOT moceturenu. Kode, moko-
Jlaz, MyHII U T. A. TOCTYTIHBI IO CAMOM HU3KOH LIEHe.
Taxoke JOCTYITHBI JTy4IlIie HeMelKue, (ppaHiry3ckue,
WTAIIbSTHCKHE 1 aHITIMICKYE XKypHAJHI ... Jlioburemm
MY3BIKA MOTYT YCIIBIIIATh 3[€Ch UyAE€CHbBIE KOHIIEP-
ThI, KOTOpbIE WHOT/A AatoTcs OecriarHo ... My3bika
3ByYHUT TYT ITOCTOSHHO, OHa COIIPOBOXKJIAET pa3Bie-
YeHwusI, KOuX 371ech Tak MHOTOY [11, S. 39—40].
[InomankamMu [y TPOBEACHHUS MY3bIKaJIb-
HBIX COOpaHHMH MODIM OBITH MOKOU JBOPIIOB XO-
¢oypr, LLIénopynn, bensenep, Podppano (c 1786 —
Ayapcrniepr) u Jlakcenbypr. Tak, mo pacopsikeHHIO
Hocuda II 24 nexabps 1781 roga B XodoOypre co-
CTOSJIOCh 3HaMEeHHUTOe cocTsazanue B. A. Momapra
n M. KileMeHTH B IPHUCYTCTBUU BEJIMKOM KHATH-
Hu Mapun DEnopoBHBI (Cympyru OyayIIero uM-
meparopa Ilasna I), roctuBmieit B Bene!®. Taxke
B aBrobouorpadpuu K. 1. don Jurrepcaopda um-
TaeM O NATHUYHBIX BEYEPHUX KOHIEPTaxX IMPHHIA
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N. ®@. Cakcen-I nnpa0yprxay3eHCKOTO BO JBOPIIE
Podpano, npoxoausiiux B Tedenue 1750-x rr."!

My3bika 3Bydajia B CaJOHaX M3BECTHBIX BEHCKUX
0c00, TOMaxX 32)KUTOYHBIX TopoxkaH. O caMbIX IOITy-
JSpHBIX y3HaéM U3 «E>XerogHruka O My3bIKAJIBHOMN
xm3an Berst u [parwy (1796), m3ganHoro npennpu-
HUMAarelieM, KOJJIEKIIMOHEPOM TPOU3BE/ICHNI UCKYyC-
ctBa u nucareneM . @. ¢on Londensaom (crares
«Axanemun auneranToBy [«Dilettantenakademien»|):
«B BeHe ecTh MHOI'O JIOMOB, I7i€ 0€3 TOYHOTO OIpee-
JIEHUS] BPEMEHH TTOCTOSHHO IMPOBOAUTCA HECKOIBKO
OONIBIINX W MaJbIX aKaIeMHil B TedeHue roja. B nx
YucIie: cBeTIeHIni KHsi3b (hoH JIOOKOBHII, €ro KHsi-
xeckast Ceerioctsb rpad don JlmxaoBckuid, ero IIpe-
BocxonuTenibetBO Trpad Crpaddonsao, rpad ¢ou
Oiioc, ero BRICOYECTBO COBETHHUK VIEHIIN, COBETHUK
KopoJieBckoro aopa 6apoH ¢on [laprenmmraiiy, npu-
JIBOPHBII coBeTHHK ()oH Kpayc, IpraBOpHbIi cOBET-
auk o lpénep, rocionun ¢on [lyToH, rocroann
¢on Hapropn, rocniomun ¢on [Tyx6epr, 6apon ¢on
Jlanr u Muorue npyrue» [14, S. 73].

K sromMy cmmcky MOXHO NOOaBUTH HM3BECTHBIC
BeHCKHUeE cajionbl rpaduan M. B. don Tyn, 6aponec-
¢l M. . don Banbairerren, rpaga ®. 3uun, 6apona
I. Ban CBuTeHa W APYTHX IpeJCTaBUTENEH BbIC-
meit 3uatu — repuora K. E. Bioprreambeprckoro,
M. B. pon Ayapcnepr, B. A. Kaynutia, 1Bopiisi KHsi3eit
Ocreprasm, JluxrenmreiiH, Xappax, Kutcku, mocios
Poccum (kust3eit J1. M. Tomureiaa n A. K. PazymoBcko-
r0), Ucnanum, Capmusany, [ommanmum, Jaavu u mp.

My3bIKanpHBIE COOpaHHs yCTPAUBAINCH U B Ma-
coHckux noxkax. [1. B. Jlynkep u U. I1. Cycuako mu-
LIYT, YTO II0 HEKOTOPHIM CBEACHUSAM B BeHe BTopoii
nosioBUHbI X VIII CTONETHS «JI0KH OpraHU30BbIBAIINA
HE TONBKO 3aKpPbITbIe, HO M OTKPBITHIC 3acCEIaHus
— TOp)KECTBEHHBIE OaHKETHI, OIarOTBOPHUTEIbHBIC
aKIM¥ U KOHIIEPTHI, TJE€ MOIIH MPHCYTCTBOBaTh U
MOCBSIIEHHBIE, U TIPOCTO JIFOU U3 OOIIECTBA, B TOM
guciie game» [4, ¢. 67]. Koncnmparwst ecim u co-
Omroanach, TO JIUIIH O OTHOIIEHHUIO K KOHKPETHBIM
BCcTpedaMm. M3BecTHO, 9TO HamboIee YaCThIMU OBLIH
KOHIEpTHl B Joxkax «K O1arorBopuTenbHOCTI»
(unenom e€ ObL1 B. A. Moriapr), «K uctuaHomy co-
macuio», «K kopoHoBanHOU Hamexme» (e€ ydact-
Hukamu Opmm H. Ocreprasu, I1. Aprapua, meBen
B. Amambeprep, ucnonHsBIIANA TapTuio beasMoH-
ta B «lloxmmennn u3 Cepansn»), «K OCTOSHCTBY»,
«K Tpém oprnam» (y4acTHHKOM 3TOH JIOKH OBLT yiKe
ynomsiHyThI TpartHep), «K [lansmoBomy mepeBy»
(31€Cch KOHLEPTHI YacTo ycrpansan M. Taiig) u ap.

JletoM KOHIIEPTHI HEPEOKO MPOBOIWINCH Ha
oTkpeiToM Bo3ayxe (Promenadkonzerte) B mapkax
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Ayrapren, [Iparep, a Takxke NapKOBBIX aHCAMOJISX
IIpH YK€ YIOMSHYTHIX JBOPIIOBBIX KOMIIJIEKCaX
benbsenep, JlakcenOypr, L1IEOpyHH 1 mapke JleTHe-
ro nBopua kusa3s Jluxrenmreiina. Ha ciyvait Herno-
rObl B HUX CTPOMJIUCH POTOHABI WM HEOOJbIINE
3anpl. CaMbIM TOMTYJISIpHBIM B BeHe Obin mapk Ay-
rapTes, 10 1775 roga UMeBIINWNA CTaTyc UMIIEpaTop-
CKHX OXOTHHYbMX yronuit. 3atem Mocug I B coort-
BETCTBUM C MPOBOAMMOIN UM IMOJUTUKON MpHUKa3al
OTKPBITH €T0 JUIs MyONUKHY, U HaJl BOPOTaMH IapKa
ObUTa yKpervieHa Haamuch: «MecTo myOIrmIHBIX
YBECEJICHNH, MOCBIIMEHHOE WX LEHUTEIEM BCEM
monam». Ha okpanHe mapka pacronarajgoch 31aHne
(dbapdopoBoit MaHy(haKTyphI ¢ OOIBIINM 3aJI0M, I7Ie
IpH ciiydae 3By4ana my3bika. B 1780 romy 3mechk
OBUIH OTKPBITHI M IPYTHE MTOMEUICHUS — PECTOpaH
C TaHIIEBAIbHBIM 3aJI0M U OMITHAPAHOH, T/I€ TaKXKe
MIPOXOJVIIN MY3bIKaIbHBIE COOpaHUSL.

Hakonen, My3pika byacTo 3By4aja IMpPOCTO Ha
yaunax u miomasax (cB. Muxauna u ['paben). Co-
XpaHWJIOCh ONMHCaHNE aHOHWMHOTO HaOronmarens —
CBHUJICTENIS MMOJOOHOTO KOHIIEPTa (OMyOIMKOBaHHOE
B «BeHCKOM TeaTpanbHOM albMaHaxe»): « ITH HOY-
HBIE CEepeHabl HAIIAHO IMOKA3bIBAIOT BCEOOIIYIO
T000BH K MY3bIKE, 100, Kak OBl ITO3THO OHH HE JaBa-
JIUCH ... BCKOPE MOXKHO YBUJIETH JIOZEH Y OTKPBITHIX
OKOH, a 4epe3 HECKOJIIbKO MUHYT MY3bIKaHTHI ObIBa-
IOT OKPY’KEHBI TOJIMON aIyIOANPYIOMINX CITyIaTeinen
(gacto, Kak B Tearpe, TPeOYIOIINX OBTOPEHHSI ITbe-
CBI), ¥ OHH PEAKO PACXOIATCS TI0 JOMaM JI0 3aBepliie-
HUS CEpEeHaJIbl, @ HEKOTOPhIE TPYIIITHI TIOTOM COIPO-
BOXKIAIOT MY3BIKAaHTOB B JPYTYIO, COCETHIOI0 4acTh
roponay (rut. mmo: [20, p. 367-368]).

Ecnu o6paTuthes K cucmeme opeaHu3ayuu KOH-
yepmos, T0, BO-TIEPBBIX, Pa3IMIHON ObLIA PeryIsip-
HOCTHh TIPOBEJCHH: NMPAKTUKOBAIHNCH Kak aboHe-
MEHTHBIC KOHIIEPTHI, TAK M COOpaHHs Ha pa3oBOM
ocHOBe. Bo-BropbIX, oTiHyanach (GUHAHCOBAs CTO-
pOHa: OfHM COOpaHus MPEAIoIaraiy IIary, Ipyrue
Obutn OecrulaTHBIMU. [InaTHBIC KOHIEPTHI Yalle
yCTpauBalIUCh MO TOANHCKE WM aboHEeMEeHTaM
(Subskriptionsakademie). IloTeHIMAIBHBIM CITy-
[IaTeNsiM PacChUIANNCh MPUIIIANICHNA, THOO0 Mmocie
aHOHCA YKEJIAIOIINe 3alMChIBATINCH HA CEPHI0 KOH-
ueproB. Ecnu ux ObII0 HEAOCTATOYHO, TO KOHIEPT
MOT HE COCTOSTBCSI.

OObsiBIEHNUA O TPOBEICHWH KOHILIEPTOB, KaK
MIpaBUJIO, JaBajHCh B razerax. Tak, K mpuMepy, B
«Bemnckoii razere» (2 mapra 1782) neuaranu aHOHC
Ha KOHIIEPT 3HAMEHWTOW MEBHIBI (MEIo-Ccompa-
HO) JI. Tomm: «3aBTpa, TpeThero yucia Magam Toau
JIACT CBOHM TEPBBIA KOHIIEPT MO aOOHEMEHTaM B
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ka3uHO Menbrpy6Oe. Te, kTo emé He mommucaics
[aboniet], HO BCE e XOTAT MOYTHTH KOHLEPT CBO-
VM TPUCYTCTBUEM, MOTYT KyIHUTh OMJIETHI Ha BXOZIE
CTOUMOCTBIO 4 yKaTa»'?.

Takum e 00pa3oM — Ha OCHOBE IOIIUCKHU
— OBUIM OpraHM30BaHBl H3BECTHBIC aKaJIEeMUU
B. A. Monapra B Bene (1784). B ciuckax «maepxa-
TeJeil abOHEMEHTOB» — W3BECTHBIE MOKPOBHUTENN
KOMIIO3UTOpa, MNPEACTABUTENN BbICIIEH BEHCKOU
3HATH, KPyITHEHIINE TOTUTHIECKNE IeATEH, BCe-
ro 176 yenoBek'.

Ko Bropoit momosune XVIII cromeruss B AB-
CTpUHU TUIAaTHBIE KOHLEPTHI YK€ WMEIH CBOIO WH-
dbpacTpykTypy: OBUT OpraHM3aTop KOHIIEpPTa, KO-
TOPBI HAxXOIWJ HCIOJHUTENEH, OIpeneaéHHoe
KOHIIEPTHOE TIOMEIEHUE W TPHUBIIEKAJ CIyIaTe-
JIed. « YCTPOUTENAMU TaKUX KOHLEPTOB, — OTMEYAET
Kupunnmaa, — 0661980 ObLTH THO0 YaCTHEIC JUIIA,
JIeJIaBIINe 3TO, OJHAKO, Ha OoJee Uil MEHee Pery-
JIIPHON OCHOBE M C OTKPOBEHHO KOMMEPUYECKHMU
uemsiMu — 700 oOmiecTBa JIOOUTENEl My3BIKH,
LIETM KOTOPBIX OBUIM CKOpEe MPOCBETUTENbCKUMU
... Ho B mo0om ciydae, MHUIIMATOP KOHIEPTA caM
JOJKeH OB 3a00THTBCS M 00 apeHze 3aia, U O
MIPUBIICYEHUH MTOJTUCYUKOB, U O MTPOIaXe OMIIETOB,
Y 0 TIPUTNALICHUN OPYTUX MY3bIKaHTOB. Cpenu mo-
CIIETHUX OKa3bIBAJIUCH M BBINAIOIINECS MacTepa ...
Y HAYMHAIOIINE BUPTYO3HI ... M UICKYCHBIE IUJIETaH-
THI U3 YHCIIA Ipy3el U YISHHUKOBY |3, c. 222-223].

Cpenn W3BECTHBIX YyUpenuTelaedl Ha3z0BEM
@. 5I. MapruHa (OH 3aHUMAJICS TPOBEACHNUEM IIPaK-
TUYECKH BCEX KOHIIEPTOB, MPOXOAMBIINX B Menb-
rpyoe, mapkax IIparep m Ayrapren). Konmeprs! mo
MIOJNMCKE MOTJIM OPTaHU30BBIBaTh W IPUIBOPHBIC
MY3BIKaHTBI C pas3pelleHus ux narpoHa. B Bene
atuM mpociaswics Lllynnmannwr, coOGupaBmmii B
TOZbI CBOEH Ciry>x0BbI y rpada PazymMoBCcKoro exene-
JeJTbHBIE MTOIICHBIE KOHIIEPTHI.

OpranuzaropaMu MOTJIM BBICTYIIATh CAMH apTH-
ctbel. Tak, Mouapt u ero cectpa Hannepinb urpanu
B gome /. M. Tomummaa B Mapte 1786 roma. Oto
ObuTa cepus akaJeMuid, ycTpanBaemas camuMm Mo-
LapTOM, 32 KOTOpbIE OH MOJyd4asl BEChMa LIepoe
BO3HArpakxJieHue.

I'maBHOM 1eNbIO YyCTpOUTENENH KOHLIEpTa U
BBICTYMMAIONINX, KaK TIPaBWIO, OBUT 3apaboToK,
HO WHOTZIA KOHIEPTHI MPOBOIMINCH Ha OIaroTBo-
PUTENBHBIX yCIOBHAX. OOHUM W3 KPYyHMHEHUIINX
6put0 ocHoBanHoe @. JI. I'accmanoMm o061mecTBoO
«KoH1epTsl B MONB3y BAOB U CUPOT OPKECTPOBBIX
My3bikaHToBY (1771). Llenpro 3TO# OpraHu3ariuu
OBUIO OKa3aHHE MaTepUaTbHON IOMOIIM CEMBIM
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YMEpIINX KOJUIET, My3bIKaHTHI MIPH 3TOM ILIaTy 3a
CBOM BBICTYIUICHHS HE TONydaiu. |’ accMaHOBCKoe
00IIECTBO aKTHBHO NOAEP)KMBAIa apUCTOKPATHSI.
OnHrOBpeMeHHO ¢ yka3zoM oT 23 ¢espaist 1771 roxa,
paspelaronieM ero coznanue, Mapus Tepesus cae-
Jana rmepBOHAYANbHBIA BKIaa B (OHJ oOliecTsa B
pasmepe 500 mykatoB. Ilo3zke mOOUTENs MY3BIKH,
npubmkEHHbIH uMrepatpuisl rpad K. ¢don Lun-
neHaopd orMedan, 4TO MPHCYTCTBHE Ha Ojaro-
TBOPUTENBHBIX KOHIIEPTaX JAHHOTO OOBEAMHEHUS
CYHTAJIOCh 00A3aHHOCTHIO IS YWICHOB UMIIEpaTop-
ckoro nBopa [8, p. 216].

My3bIKaibHBIE COOpaHUS B APYKECKOM HIIN
nmpohecCHOHATFHOM KPYTy HOCWIJIM HHOM XapakTep
Y TIPOBOJMIINCH, M0 €CTECTBEHHBIM NPUYHMHAM, Ha
OecruiaTHOM ocHOBe. Berpeun mpoxoaniu B oMax
y mo0uTenel My3bIKH, IPHYEM ITH COOpaHHS MOT-
JIX IMETH 0COOBIN, MHOTTIA TaXKE Y3KOCTICTIHATBHBII
nHTepec (BCIIOMHUM akajeMuu y BaH CBUTEHa, KO-
TOpbIe OBUIM TIOCBAIICHBI MOYTH HCKIIOYUTEIHHO
my3bike U. C. baxa u I. @. I'engens).

WTak, KaKk BHUIHO W3 CKa3aHHOTO, MY3bIKaJlb-
Has xu3Hb Benwl Bropoii monosuHel XVIII Beka
Obuta BecbMa Oorara. Mexay BHIaMH KOHIIEPTOB
CYIIIECTBOBAJIO HEMAJIO PA3IMUYMil KaK MO BPEMEHHU
¥ MECTy MPOBEJICHHS, TaK U [0 OPTaHU3alUN U Xa-
pakTepy BO3HATrpakACHHS NCIIOTHHUTEICH. DTO CBH-
JIETENBCTBYET O MOMYASPHOCTH Pa3IUYHBIX (HopMm
MY3UIMPOBAHHUSA M TOATBEP)KIACT BHICKA3aHHBIN B
Hadaje CTaThH TE3UC O TOM, YTO KOHIIEPT emé He
ObUT HEKOHM cTporoit ¢umapMoHUYecKor (HopMoii,
KAaKOBOH OH cTaj Ha npotskeHuu XIX cronerus.

B cTtpemnennn ynopsao4nTh JaHHOE pa3zHooOpa-
31€ MY3bIKOBE/IbI CHCTEMATHIECKH TIPEATIPUHUMAIOT
TIOTIBITKY TUTIOJIOTHU3AIMH BUOB KOHLIEPTOB. Mcxoms
13 BEIOPAHHBIX KPUTEpHEB (TaKKX, KAaK MECTO IIPOBE-
JIEHUs COOpaHMH, NX TIPOTPAMMBI, XapaKkTep OpraHu-
3alliH M UCTIONIHUTEIHCKHIE COCTABBI) TPEIIararoTcs
pa3iYHbIe THIIOJOTHH | IaXKe KIIacCHU(PUKAIINH.

OpHako B 1LEJIOM, HENb3d HE 3aMETHTh, YTO
MpH KaXYIIEHCs pa3HOPOJHOCTH 3TH THIIOJIOTUH
CBOJSITCS K BBIJCIICHHIO JIByX OCHOBHBIX cdep
OBITOBaHWSl KOHIIEPTA: IMPHUBAaTHOW (CBS3aHHOW ¢
MPOCTPAHCTBOM WHTHUMHO-JIPY’KECKOTO OOIICHHNS)
W TyOnM4yHON (BBIHECEHHOW 3a PaMKH YacTHOTO
obuxona). IIpy 3TOM MpUBATHBIA KOHIIEPT HEPEIKO
XapaKkTepu3yeTcs KakK «pa3BleKaTebHasm, «Hedop-
MaJbHA» MY3bIKa «JIJIS1 BEYEPUHOK U TPA3THECTBY,
MyOJIMYHBIN e MPEICTaBIsSeT MY3BbIKY «aKaJeMH-
YECKYIO», «cephE3nyto» [12, pp. 43-47].

Kak Bunum, 1 371€Ch 0OHApYKHUBaeT ceOst TATOTe-
HUE K COBPEMEHHBIM MPEICTABICHUSAM O My3bIKaJIb-
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HOM JKU3HH, IPUBBIYHOMY JJIS1 HAIIIETO BPEMEHH pa3-
ME)KEBAHUIO aKaJeMUYEeCKOTO — HeaKaJeMHIECKOTO,
aKaJIEeMHYECKOTO — 3CTPATHOIO, CEPhEIHOTO — paz-
BJICKaTENILHOTO, MPO(eCCHOHANLHOTO — OBITOBOTO.

Mexy TeM, pa3/ieNeHns My3bIKH Ha JIBE aHTH-
HOMHYHEIE 00acTH OBITOBAaHUS (yBECETUTEIBHYIO
¥ KOHIIEPTHYIO) 1O >KaHPOBBIM NPHU3HAKaAM M TEM
Oosee 1Mo KayecTBY MY3BIKH B TO BPEeMS 3a4acTyIO
mpocTto He cymiectBoBaio. llomobnas cutyarus
MHOTHM M3 HAlllHX COBPEMEHHHWKOB MOXKET IOKa-
3aThCs M0 MEHbIIEN Mepe cTpaHHOM. JlykoB crpa-
BEJIUBO OTMe4aeT: «MBbI MPHUBBIKIN K TOMY, YTO
(dunapmonndeckas (“‘cepb€3Has’) My3bIKa Cyllle-
CTBYET B 0COOOM CTEpHIIFHOM IPOCTPAHCTBE, Ipe-
JKJIE BCETo, B 0COOOM KOHIIEPTHOM 3aie» [2, ¢. 165].
Ho B XVIII Beke He 6bUT0 YETKOTO pa3IHUNs MEXKIY
«aKaJeMHUYECKON» U «Pa3BIEKATEIbLHONY MY3bIKOM,
OIHH U T€ K€ COYMHEHHS MOTJIH 3By4arh M Ha Iy-
ONMUYHBIX KOHIIEPTaX, U B IOMAITHEM OBITY.

OnurapHoe, TpodeccHoHaIbHOEe U OBITOBOE,
MaccOBO€ HMCKYCCTBO HE Pa3JeNIsINCh HACTOIBKO
SBHO, KaK B HbIHEIIHee BpeMsi. KoMmo3uTopsI ¢ pas-
HBIM YCIIEXOM ITHCAJIH MPOU3BEACHUS, PACCUUTAH-
HbIE HE TOJBKO Ha 3HATOKOB M TOHKHX IIEHUTEJIEH,
HO W Ha MEHee MPOCBEUIEHHYIO MyOnuKy. My3bIka
JUISL COCPENOTOUEHHOTO KOHIIEPTHOTO, aKaJeMude-
CKOTO BOCTIPUSITHSI Y HUX COCEJICTBOBAJIA C OIIyCaMH,
He TPeOYIOLTMMH K ce0e OBBIIIEHHOTO BHUMAHUS U
OTBEYAIOIIMMH BIIOJHE YTHJIMTAPHBIM IIEJISIM, a Ha-
MUCAHHOE JUISl «CEPHEZHOW» ayAUTOPUNA COUMHEHNE
HEPEKO MOTJIO NCTIONHATHCSA MPOCBEIIEHHBIMU JTIO-
OuTensIMH My3BIKM B JIOMAalllHUX yclOBHsIX. bomee
TOTO, Ka4€CTBO 3THUX «MY3bIK» OBLIO PABHO BBICO-
KHM, M B 3TOM HE OBbUIO HHYETO UCKITIOYHTEILHOTO,
BeZlb ObITOBAs U IpodeccroHanbHas My3bika X VIII
BEKa «TOBOPIJIMN» Ha ONHOM S3BIKE, MOJB30BAIUCH
OTHUMH U TEMH K€ CPEICTBAMH.

[Ipu xaxxymeincs: pa3HOPOAHOCTH, 3TH C(hepsl B
XVIII cronetrs UMEIOT OIHY BaXKHYIO OOIITYIO 4ep-
Ty — IPAKTHYECKH BCe POPMBI My3UITUPOBAHUS ObI-
TOBAJIM B PycClie KyJAbTYypHl JOCYTa, TO €CTh CaMbIe
pa3Ho00pa3Hble BUBI KOHLIEPTHOW KU3HH, TaK WIN
WHa4ye, OTHOCWINCH K JJOCYTOBO KYIIBTypE.

HmenHO n0CyT ompenenst uX crenuduky, 9to
HE BCeTJa YUHUTHIBAETCS HCCIIEAOBATENAMH. TeM He
MEHee, B TMPEACTABICHUSIX TOTO BPEMEHH IPaKTH-
YeCcKH JTI000H KOHLIEPT OTOXAECTBISUICS MMEHHO C
yBeCeJIeHHEM Ha Jocyre (BCIIOMHHMM OIIpeesiCHHe
koHnepra, manHoe Koxowm). IloarBepkaenue Tomy
HAXOJMM B DHIUKIIONEANH 3yiabliepa. YUEHBIN -
canm: «[Ipu BcéM pa3HOOOpasuM BUJIOB MY3BIKH B
HACTOSAIIIEE BPEMsI CYIIECTBYIOT JBE 00NacTu e€ mpu-
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MEHEHHS: dTO OOIECTBEHHOE, MyONnn4HOoe, O(UIIH-
anpHOe ucnonb3opanue [Offentlicher Gebrausch der
Musik] n npuBarHOe Hcnionb3oBanue [ Privatgebrauch
der Musik]. OnHako TpaHUIBl MEXKIY HUMH J10CTa-
TOYHO 3BIOKHE, TTOCKOJIBKY U B TOM, U B IPyTOM CITy-
gae My3bIKa CITY)KUT OJHOMY — 3aIOJIHCHHUIO TOCYyTa

. CBOOOIHOTO OT CIIYy>KOBI BPEMEHH, YBECEICHHUIO
[Unterhaltung]» [16, S. 271-272].

[TomyepkHEM BaXXHOCTH 0COOOTO TMOHUMAHHUS
cTaryca yBeceleHHH B TO Bpems. Ha mporskeHnn
XVIII cronerus KyjapTypa IOCyra pa3BHBajlach B
pycie, KoTopoe OBIIO MPOJIOKEHO €M B aHTHYHO-
CTH: CYIIECTBOBAIO YETKOE IPOTHBOIIOCTABICHHE
MOHATHH negotium (offitium) — otium (1710 — A0CYT).
IIpu >TOM TIOA yBECEIEHHWEM TOApPa3yMEBaIOCh HE
COCTOSIHHE JICTKOMBICIICHHON Oe3/esTeIbHOCTH, HO
3aHATHE — C HAIUICKAIIAM YCEPIANEM U yBICUCHUEM
— HEKUMU «IIPHSITHBIMID TIPEIMETaMH, TIPEIKIE BCe-
T0, U3SIIIIHBIMA UCKYCCTBAMH, B TOM YHCIIC MY3bIKOH.
OT0 BpEeMSNPENPOBOKACHNUE HWMENIO CBOEH IIETIHIO
BOCITUTaHHUE XyJAO)KECTBEHHOTO BKyCa, YIydIICHUE
HPaBOB, MPOOYXIEHHE HHTEpPECa K BO3BBIIICHHO-
My U TIIyOOKOMY — OIHHM CJIOBOM, CaMOOOyHCHHE.
Jliom TOrO BpEeMEHH, B COOTBETCTBUU C JTAaHHBIMH
MHPOBO33PEHICCKIMI YCTAHOBKAMH, BOCITPHHAMA-
1 MY3BIKaJIbHOE TBOPYECTBO KaK YKpaIlIeHUE II0-
BCEIHEBHOTO OBITa M HEOOXOIMMYIO YaCTh CBETCKOTO
BpeMSIIpEIIpOBOXKAcHUA. bosee Toro, 3aHsITHS My3bI-
KO T HUX 3a9aCTyI0 UMENIM CTaTyCHOE 3HAYCHNE.

Cdepa mocyra Obuta BecbMa pa3HOOOpa3sHa,
0o0mupHa, W TPaHUIIBI JOCYTOBOW IEATEIHHOCTH
OBLTM TIOJBIIKHBI, YTO HAIIO OTPAKCHHE B YIU-
BHUTEIHHOM MHOT000paznn (opM My3bIKaIbHBIX
coOpanuii, He OTIUYABIINXCS K TOMY )K€ KECTKUMH
rpanniaMu. BaxxHo co3HaBaTh, YTO MOHITHS «KOH-
[IepTHAS KU3HB» U «MY3bIKATHHBIC YBECEICHHS HE
OBLTM AaHTUHOMMYHBI, ¥ MY3BIKQJIBHBIE JOCYTH, TI0
CYTH, COCTaBISUIM Ba)XKHEWILYI0 4acTh TOTLJAIIHEH
KOHLEpTHOHN ku3HU. Bo Bropoil nonoBune XVIII
BEKa KOHIIEPTHI OBITOBAJIM B TOPOJCKOM TIpa3THUY-
HOM U IIEPEMOHHAIIEHOM IPOCTPAHCTBE, ObLIH 3a-
MOJHEHUEM IIOBCEIHEBHOM JKM3HU Pa3HbBIX CIIOEB
001ecTBa, 4YTO JOIMYCKaJI0 COCYIIECTBOBAHUE pa3-
JITIHBIX BUIOB KOHIIEPTHOH JESITEITHHOCTH.

[TornmManue KyabTYpPHO-UCTOPUICCKOTO KOH-
TEKCTa MPEACTABIICTCS WUCKIIOYUTECIIEHO Ba)KHBIM
JUTSL FICCIICZIOBAHMSI KOHIIEPTHOHN >KM3HU TOTO Bpe-
MEHU U BbIACHEHMs €€ cnenuduxu. I10 1aéT BO3-
MOXKHOCTP ITO-HOBOMY B3IVITHYTh M Ha CAMH BHIIBI
KOHIIEPTOB, ¥ HA WX HAIIOJHEHUE, a TAK)KE THUIIOJIO-
ruzanuio. OgHaKo MOoCIeaHee SIBISICTCS 3aadei OT-
JIETHFHOTO UCCIICIOBAHUS.
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KoHuepTHasi )KM3Hb M My3blkaAbHble yBeceAreHUsI BeHbl
BTOpOoi noroBuHbl XVIII Beka

OnHUM M3 BaKHBIX HAIPABICHUI B HCCIIEIOBAHIH MY3BIKaJIbHOM KYJIBTYpPhI KJIIACCHYECKOH 3ITOXH SIBISICTCS H3yde-
HUE KOHLIEPTHOU )KU3HU TOTO BPEMEHHU.

Omnupasich Ha ayTeHTUYHbIE HCTOYHHUKH, aBTOP CTaThbH PEKOHCTPYHPYET KOHIEPTHYIO )XKHM3Hb BeHbl BTOpOii mO-
soBuHbl XVIII cToneTust — uMnepckoi CTOMULBI U KPYIMHEHIIEro My3bIKaIbHOIO 1LIeHTpa EBpomnbl. YTouHseTcs 3Ha-
YEeHHE CaMOro TePMHHA «KOHLIEPT», BBIABISIETCS] pasHOoOOpasne 0003HaueCHNH MY3BIKaJIbHBIX COOpPAaHUN B TO BpeMsl.
PaccmarpuBatotcst popMbl KOHLEPTHOW )KU3HH C TOUYKH 3PEHHS BPEMEHHBIX U IIPOCTPAHCTBEHHBIX (PAKTOPOB, a TAKXKe
CHCTEMBI UX OpraHU3alHu.

[Tpu 3TOM BBISICHSIETCS, UTO MPAKTUIECKH Bce (GOpMBI My3HLIMPOBaHUS OBITOBANN B pycilie KyJIbTypHl 10Cyra, U
HMMEHHO 0cyT (oOnanaromuii B To BpeMst 0cOObIM cTaTycoM) onpeneisit ux crennuxy. Chepa nocyra Obiia BecbMa
00IIMpHA, TPAHULBI JOCYTOBOM JEATELHOCTH TOIBM)KHBI, YTO HAIUIO OTPAXKEHHE B YIUBHTEIHLHOM MHOT000paznu
(opM My3BIKAIBHBIX COOpaHUH, TaKKe HE OTIIMYABIIUXCS )KECTKMMU I'PaHALIAMHU.

My3bIKaIbHBIE JOCYTH, YBECEIEHHS, IT0 CYTH, COCTABIISUIM BRKHEHWIIYIO YacTh KOHLIEPTHOM JKU3HHU M pa3rpaHu-
YEeHUs] My3bIKH Ha JIBE aHTHHOMUYHBIE 001acTH OBITOBAHMS (CEPhE3HYIO, aKaJlEMUIECKYIO U OBITOBYIO, pa3BIIeKaTeb-
HYI0) I10 ’KaHPOBBIM NPU3HAKAaM M TeM 00Jiee 110 KaueCTBY MY3bIKH B TO BPEMsI IIPOCTO HE CYIIECTBOBAJIO.

Takoe MOHMMaHNE KyJIbTYpPHO-UCTOPHYECKOIO KOHTEKCTA IPEICTABIISETCS HCKITIOUNTEIbHO BaKHBIM JJIsSI CCIle-
JIOBaHUS KOHLIEPTHOH >KU3HHU TOTO BPEMEHH M BBIACHEHUS €€ celu(pUKHA. ITO 1aET BO3MOKHOCTH IT0-HOBOMY B3IVIS-
HYTb M Ha CaMU BHJIbI KOHIIEPTOB, ¥ Ha UX HAIIOJHEHHE, a TAKIKE THITOJIOTU3ALHIO.

Kimrouessie ciioBa: Bena propotit momosuasl X VIII Beka, KOHIIEPT, My3bIKaIbHOE COOpaHUE, aKaAeMHUsl, My3bIKaJIhb-
HBII JIOCYT, YBECEIUTEIbHA My3bIKa.

Concert Life and Musical Entertainment in Vienna
in the Second Half of the 18" Century

One of the most important trends in the research of musical culture of the Classical era is research of the concert
life of that time period.

Basing herself on authentic sources, the author of the article reconstructs the concert life in Vienna of the second
half of the 18" century — the capital of an empire and one of the greatest musical centers in Europe. The meaning of
the very term of “concert” is specified, and the diversity of indications of musical gatherings at that time is disclosed.
The various forms of concert life are examined from the point of view of temporal and spatial factors, as well as the
system of their organization.

At that, it turns out that practically all the forms of music-making existed in the line of culture of leisure time
activities, and particularly leisure time (which at that time enjoyed a special status) determined their specific nature.
The sphere of leisure time was quite broad, the boundaries of leisure time activities were quite mobile, which found
its reflection in the remarkable diversity of forms of musical gatherings, which likewise were not distinct for any strict
boundaries.

Musical leisure activities and forms of entertainment, essentially, comprised an important element of concert life,
while the differentiation of music into two opposing spheres of existence (the serious, classical type vs. the vernacular,
entertaining type) based on their characteristics of genre and all the more so according to their quality of music, simply
did not exist at that time.

Such an understanding of the cultural and historical context is perceived to be exclusively important for research
of concert life at that time period and the ascertainment of its specificity. This makes it possible to look in new light at
the types of concerts themselves, their musical repertoire and their classification.

Keywords: Vienna in the second half of the 18" century, concert, musical gathering, academy, musical leisure,
entertaining music.
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THE MIGRATING INTONATIONAL FORMULA
AS A PHENOMENON OF MUSICAL THINKING?
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usic research from the perspective of
Mthe theory of language and musical-
verbal activity has acquired since a
certain period of time the character of a steady and
constantly developing tradition. At the beginning
of the 20" century the impulse for establishing
this kind of position was served by the ideas of
many scholars from Russia and other countries.
These include the elaborations of semioticians and
linguists Charles Peirce and Ferdinand de Saussure,
the representatives of the Prague linguistic circle,
the research of Roland Barthes, Algirdas Greimas
and Claude Levi-Strauss. The semiotics school
of structural linguistics of the Tartu University,
developed by Yuri Lotman, is widely known. Russian
musicology is in many ways greatly indebted for the
recognition of the status of music as a language and
speech to the scholarly initiatives of Boris Asafiev,
who proclaimed this type of musical and artistic
activity of human beings, dubbing it as “the art
of intoned meaning.” In his works the concept of
musical speech has lost its metaphorical hue and has
come closer to the linguistic interpretation of this
term. A short while earlier the concept of musical
speech had been examined in a close sense by
Boleslav Yavorsky.

Researchers of the issues of the semantic
organization of music in many ways even up to
the present day have based themselves on the
well-known position of perceiving music as an
intellectual process of thinking, the basis of which
is comprised of the triads of “composer-performer-
listener” and “language-speech-thinking.” However,
the “stumbling block” for musical scholarship for a
long time has not at all been formed by the formal-
constructive (material) segment of language and
speech — in its research of the norms and rules of
grammar and syntactic levels of musical language
musical scholarship has achieved considerable
and incontestable results. At the same time, there
remain numerous problems in the study of the
processes of thinking, the peculiarities of work of
artistic consciousness, the perception of the content
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of a musical text and the information encoded in it.
The content of music in the performer’s practical
work with the musical text continues to become
comprehensible in an intuitive manner, whereas
in the work of musicologists there has been the
traditional predominance of either the formal-
grammatical or the verbal-associative characteristic
features. For example, it is not an accidental
occurrence that in all the classical definitions of
thematicism, which fixate the features of the musical
theme as an integral compositional formation, the
syntactic aspect in particular has found its reflection.
The mechanism of applying semantic features to
the relation between the theme with the musical
image, the sources and the means of formation of its
semantic structures for a lengthy period of time has
fallen outside the attention of music scholars.

It is paradoxical that despite the obvious
and distinctly perceptible tendency towards
verbalization of musical-verbal traits it turns out
that the boundaries in the text of such important
of its constituent parts as the image-perception,
plot, protagonist, personage, and also, on the
other hand — emotion, mood, condition, emotional
experience — have almost never been researched?.
The descriptions of these terms have remained on
the threshold of free interpretations of subjective
results of perception. This causes a substitution of
the content of the musical text with the content of
the perception of the listener, or, on the other hand,
it shapes a stream of free associations which have
absolutely nothing to do with scholarship. In the
study of thematicism — the most “content-based”
category in the art of music — there is a conventional
prevalence of either a grammatical-syntactic, or an
intuitive-artistic approach.

Inother words, the categories of artistic thinking
and, in particular, the musical image, in contrast
to form, are virtually not recognized as structural
categories, and pertain to the realm of the ideal as
something not amenable to textual analysis. This
position also consolidates the narrow grammatical
orientation in the study of the linkage between the
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ideal and the material constituent parts of the text.

The attempt to solve the problem of the
contradiction and linkage between the ideal and the
material forms in aesthetical information has been
made by Leo Mazel in his theoretical elaborations.
Thus, in his articles one may find numerous
commentaries on how it is not appropriate to confuse
the categories of content-based and form-related
types, while the tools designated for the analysis
of form cannot be automatically incorporated for
analyzing content [6]. An in-depth research of the
definitions of the ideal and the material through
the substantiation of the differences between the
“note-based” and the “musical” text is contained
in Mikhail Aranovsky’s book “Muzykal’ny text.
Struktura i svoystva” [“The Musical Text. Structure
and Properties” [3]. Many substantive ideas about
the connection between thought with language and
speech were expressed by Boris Asafiev. Thus,
while bestowing attention on the existence of steady
intonational movements (“mobile forms”), Asafiev
stressed their immense role of being “generally
valid”, 1. e. participating in the creation of image-
related perceptions, the formation of a “dictionary
of general usage” pertaining to different epochs
and styles. He wrote about them, describing them
as “‘intonational archetypes” and “intonational
complexes” [5, p. 204] and examined them from the
position of an “oral intonational dictionary,” labeling
them as the “intonational fund of the epoch” [Ibid., p.
270-271]. Repeatedly the characterization of these
phenomena was accompanied by the introduction of
synonyms — the “existing supply of intonations” or
the “intonational dictionary of the epoch’.

Asafiev’s observations have proven themselves
as promising, primarily, due to the fact that they
stood at the sources of the formation of the present-
day conception of music as a communicative
system, a means of association, a special kind of
speech, the steady and socially objectified units of
which possess the ability to migrate from one epoch
to another, from one style to another, from one
musical text to another, shaping the correspondingly
appropriate semantic situations.

M. Mikhailov and M. Aranovsky have noted
on numerous occasions the regular law of the
appearance in musical thematicism of steady
stereotypic formations, which preserved the circle
of the specified meanings upon their incorporation
into various artistic contexts and called for unfolding
the idea in the direction of practical semantics with
the aim of consolidating the acquired observations*.
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Nevertheless, the theory of meanings and its
practical application could hardly have taken place
without a preliminary quantitative accumulation
or description of “generally valid” intonations, as
well as without an analysis of the sources or the
mechanism of their formation. And here semantic
analysis has shown itself as the most resultant.
It may be undoubtedly asserted that the semiotic
approach, which perceives music from the positions
of the triad of “language-speech-thought,” has
not exhausted fully their theoretical and practical
capabilities up to now and has made it possible
at the present day to solve many questions in the
direction of research of the communicative relations
of “musical-text-composition,” “musical-text-per-
formance” etc. Here it becomes momentously
necessary to make a specification: although since a
certain period to time semantics has indeed become
an object of attention of scholars and practitioners,
it is impossible to agree with the situation of an
extremely broad interpretation of this phenomenon,
when the entire field of musical content is referred
to as semantics, without taking any further steps
in this assertion, beyond the means of intuitive-
sensual knowledge. By semantics in the narrow
sense of the word we must understand, first of all,
the application to a musical text of a rather strict
analytical procedure — the method of semantic
analysis. Approaching the language of music in
this case means recognizing the presence in it
of steady intonational characteristics with fixed
meanings — lexemes or semantic figures, which
in their total aggregate comprise the intonational
lexis that represents the objective world and
artistic images. Many of them acquire the status
of migrating intonational formulas, which wander
from one musical text to another in the music of
various genres and preserve their initial meanings.
In the process of migration the formulas may also
acquire new meanings, altering within the context
of musical works by various composers from
various epochs and styles. The literal object and
image-related (extra-textual) and the figurative
artistic (primary and secondary) meanings of
the migrating intonational formulas and their
interaction in the context of a musical composition
determine the connection of the theme with the
musical image’.

The advantage of such an approach is that the
musical theme — the most important segment of
generation of meaning in a musical composition —
does not correlate with the image in a declarative
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(or intuitive) way, but demonstrates steady
mechanisms of this connection — the sign-related
and the metaphorical. The semantic figures organize
a direct connection of the sign with the meaning
and the image (representation of the objective
world, the human being or a concrete situation
of action). When establishing a correlation with
each other in context, the migrating intonational
formulas converge different meanings together and
generate numerous implications. Analysis of the
intonational and lexical constituency of a theme in
a musical composition makes it possible thereby
to free oneself from subjective interpretation
and elementally appearing associations in the
interpretation of a musical composition, provides
for deciphering the sign etymology in a way suitable
for the composer’s conception. In other words, the
semantic constituencies of the musical text are
structural in an objective way and are formalized
similarly to the grammatical elements filling up
a text. Consequently, they may be subject to a
special type of semantic analysis and deciphering
of information compressed into signs and perceived
by human intellect.

Let us examine these and other questions in a
more in-depth manner.

1. The Semantics of Migrating Intonational
Formulas and the Basic Sources of their
Formation

Thus, migrating intonational formulas are
established characteristic features with fixed
meanings, capable of arousing concrete object- or
image-related perceptions. Intonations with fixed
meanings actively migrate in the themes of various
musical texts, enriching the musical language
and concretizing the content of the musical
composition. Analysis of the intonational lexis
is in many ways provided for by the method of
semantic analysis. And if the grammatical approach
relies primarily on morphological and syntactic
structures (the tonal plan, chords, the metro-
rhythmic structure, the structure of the motives,
the phrases, the form of the musical composition),
the main goal of semantic analysis is the definition
of the intonational and lexical constituency of the
musical theme — the “generally valid” (using the
expression of Boris Asafiev) key intonations of a
musical composition, which create the means for
the subsequent competent interpretation, one that
is satisfactory for the composer’s conception. For
example, the pastoral images, which frequently
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arise in 17" and 18" century music, are concretized
in a rather concise range of intonational lexis,
comprehensible for the affixation of the goals of
intonating. This provides for an entire range of
constantly appearing migrating intonations of
figural or other varieties, such as those of sonar
or extra-musical nature: the “gallant figure” (a
motive with dotted rhythms, frequently adorned
with melismas), the pastoral sign — a “duo of
two pipe reeds”: “he and she” (“the shepherd and
the shepherdess”), “the golden move of horns”
demonstrated in various structural and semantic
modifications (“the triadic signal,” “the flickering
tone”), “the figure of longing” (the descending
chromatic ornamentation of the cadence),
and the “bourdon bass” (in a village pastoral
setting). Their fanciful combinations, frequently
interwrought into graceful ornamentation, pose
a complex analytical task of deciphering the
image-related meanings. But it is particularly the
details of the musical text with the characteristic
semantic figures which reveal within the context
of the “regulated feelings,” typical of the 18
century, a concrete sophisticated style and image-
related content of the contemplative, melancholy,
dramatic or heroically pastoral®.

The “recognizability, general comprehensibility
and accessibility” (according to Boris Asafiev) of
such small-scale migrating intonations and more
large-scale semantic segments of musical text
display themselves in moments of perception,
being documented in the consciousness of the
listener into concrete structures and the perceptions
and experiences connected with them. At the
same time, the formation of these connections
takes place in the process of crystallization of
the intonations into sound-complexes, which is
constantly carried out within two basic spheres
of musical activities: vernacular culture and the
musical texts of professional composers. The
theoretical generalizations made by Aranovsky
reveal the mechanism of the formation of such
stereotypes in living environment by means of
repetition. The logical scheme of formation of
stereotypes elaborated by the author appears as a
chain of interconnected phenomena, among which
two factors have been referred to as the most
essential: 1) the organization of a structure of a
living communicative situation, depending on its
aim; 2) the collectiveness of the situational action
[1, pp. 106—107]. It is quite apparent that the first
leads directly to the formation of associations (the
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invariant of the connection) and is conducive to
the “visibility,” whereas the second provides for
“general comprehension and accessibility.” They
possess a permanent connection with extra-musical
components, reflecting the important tendency of
the musical language to assimilate the various strata
and phenomena of culture.

And in truth, it is possible to follow up by
citing some examples of the unique resiliency of
a variety of migrating intonations connected with
“migratory” themes, subjects and images. Broadly
familiar is the example of the sustainability of the
existence of the medieval chant “Dies irae,” its
usage in professional compositional practice from
the 14" to the 20" centuries. The example of the
durability of the intonational formula of the “golden
progression of the horns” in the representation of
pantheistic ideas and their central theme of “man
and nature” is apparent. This function was obtained
by the “golden progression” in baroque music by
means of the connection with “hunting” themes.
In the professional musical texts of the composers
of the Austrian-German tradition during the course
of many centuries the “golden progression” has
immutably embodied the symbolism of nature in
its idyllic sensation and understanding. The types
of intonations with fixed meanings also include
numerous intonational formulas of the Classicist
era (the “etiquette formulas”), amounting to
typical intonations of ballroom dances and their
characteristic courtesy-related cadences, as well
as a group of signaling formulas-intonations,
which have already been discussed (the hunter’s
horns, military fanfares, bells), as well as a
significant number of intonational formulas from
the Baroque period, which have worked out as a
musical-depictive equivalent to various types of
representations of spatial physical movements:
“stepping figures,” “running figures,” “figures of
waves,” “figures of rotation,” figures of ascending
motion (anabasis) and descending motion
(catabasis) etc.”

Asafiev tied such kinds of intonations with the
capability of evoking concrete associations and
perceptions, adding to them “Gluck’s depictive
clichés,” “Wagnerian depictive formulas,” (forests,
fire, etc.), “current formulas” — images of the sea,
winter snowstorms, as well as images of the East,
Spain in Russian music, etc.

Thus, it may be asserted that the type of
intonations with steady fixed meanings providing
concrete associations on the level of images and
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perceptions organizes the stably functioning
tendency towards crystallizing elements of
speech into semantic structures. The diverse

types of intonations with fixed meanings generate
stable stereotypes of connection with the image,
encompass various different associations and form
the image-bearing world of music.

The shaping of meanings takes place on the
basis of well-known permanently functional factors,
among which the decisive role is played by various
concrete social communicative situations — speech,
motion, etiquette, the experience of communing
with nature and art, as well as music-making itself
as a plot-related situational action. A number of
semantic structures endowed with fixed meanings
are of a fextual origin, among other things. Thereby,
the source for shaping rhetorical figures, leitmotifs,
anagram symbols, with a range of emblems and
conventionality of meanings, as well as quotations
and quasi-quotations, may be presented by a
composer’s musical text.

The status of migrating intonational formulas
is hardly inherent to all sign-oriented structures,
but only to those which are endowed with stable
meanings, confirmed by the practice of their
usage.

Thus, the semantic mechanism of establishing
the direct connections of the migrating formula
with meanings and images is determined by their
permanent sources, which generate several groups
of intonations: 2) sound signals (applicative
conditions), 2) intonations of verbal origin (verbal
speech), 3) gesture and plasticity in the elements
of musical speech, 4) textural formulas and clichés
of instrumental nature (musical instruments),
5) musical rhetorical figures®. While undergoing
contextual changes, these meanings preserve direct
connection with the denotation. The specificity of
formation of these intonations on a pre-text stage
is manifested in their traits as situational signs. At
the same time, these very traits also stipulate in
numerous ways the process of generation of textual
— figurative meanings. The figurative meanings
are formed in art works by means of migration
of formulas from one musical composition to
another, from one genre to another, from one style
to another.

The most steadfast stereotype with a fixed
meaning is presented by the group of signal
intonations. Among those the “horn signals” and
fanfares, and in Russian culture the “bell chimes,”
stand out in terms of their greatest stability. The extra-
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textual meanings of the horn signals and fanfares are
chiefly connected with two situation: hunting and
military action. Besides the intervallic and rhythmic
similarities, the semantics is also enhanced by the
corresponding timbres of instruments (the horn,
hunter’s horn, clarion, orchestral horn, trumpet,
fanfare). Anyhow, timbre presents itself as one of the
leading components of connecting with the situation,
since in real everyday life it also demonstrates itself
as the most indispensable and immutable attribute.
At the stage of their incorporation in artistic texts,
these formulas disclose the greatest level of fixation
of the form, while the repetition rate of the form
(and, consequently, its recognizability) is conducive
for the transmission of extra-musical information
as well. Such intonations essentially depict real-life
signals and for this reason may have been related
to iconic signs. For example, the horn signal upon
being transferred into the musical text becomes
transformed into a sign (the “corni sign”), since the
entire stratum of associations, visual representations
and the situational context connected with it
becomes a designate’.

The other permanent source of formation of
intonations with fixed meanings is speech. The
general semiotic features both of speech and of music,
as well as the mechanism of formation of semantic
connections, are determined by the characteristic
traits of icon signs. The fixed assignment in music
of such “locutions” (to use Asafiev’s expression)
possesses a deliberate character and, consequently,
is called upon to promote the affectation and,
consequently, the communicative qualities of
musical speech. At that, if today we “discover” for
ourselves the “speech-related subtext” in the genesis
of these formulas, in the past their impact relied on
knowledge, cognizance, i.e. on the mechanism of
the sign-related situation.

This group of formulas is characterized
by an invariance of structures defined by the
communicative traits of the genetic source itself
— of verbal speech, which carries out a two-fold
function: the means for conveying information and
its perception (cognizance) by the listener.

Verbal speech has developed within humanity’s
social-communicative experience universal
grammatical and lexical mechanisms of combining
the affective, evaluative and representational
functions of verbal utterance. The intonations of
assertion, narration, juxtaposition, recitation, as
well as a number of intonations of a voluntative
character — admonition, command, supplication,

65

interdiction, etc. — appear already in their image-
related and semantic function proper, which means
that they bear concrete information in themselves.
Among the widely circulated intonations of
speech some have obtained the status of migrating
intonational formulas with the attributes and traits
of index signs. These are intonations of assertion,
question and exclamation, corresponding in their
origin to various types of evaluative relations
within dialogic situations. Their sound symbolism
has been developed in the primary verbal situations
of transmission and perception of information,
which have generated the standard constructions
of affirmative (narrative), interrogatory and
exclamatory sentences. In written speech the types
of sentences have subsequently been denoted by
corresponding conditional signs, while in oral
speech the functions of semantic differences have
constantly been taken upon itself by the intonational
stereotype.

The mechanism of their formation is permanent
and stable, since these intonations reflect the
typology of communicative situations and are
endowed with traits of the icon sign. Frequent
recurrence of the situation of the semantic message
results in repetition of accompanying intonations of
an evaluative character. These acquire the functions
of symbol signs, “stabilizing” and crystallizing in
the corresponding grammatical constructions — the
narrative, assertive, complexly constituent, etc.

A special role has been carried out by intonations
of the emotional-affective type — those which have
immutably accompanied the verbal utterances in
situations of perception of the message, i.e. which
have carried out either the function of specification
of the information (with the interrogatory
intonation), or its evaluation (with intonations of
exclamation, wonder, interjection, sadness, delight,
exultation and other emotional manifestations). In
verbal communication they present themselves in
the role of index signs.

Within the framework of vernacular genres the
intonations of plastic etymology — namely, various
dance-related rhythmic formulas — have acquired
their respective meanings. Such steady formations
contain in themselves the element of depiction
(such as, for instance, the reflection of dance figures,
reverences, pas, curtseys, bows, crossovers and other
types of relations between partners in dance). Since
etiquette presents a special sign-related system,
its securing in semantic figures was conducive to
its sign-related function. Also important is that
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the motive-depictive elements seem to appear in
such signs in a “removed,” mediated way. What
is secured in particular is musical form (in its
intonational and rhythmical aspects), based on the
utilization of specific lingual means, for instance,
suspensions, appoggiaturas, dissonances, etc. This
is what particularly becomes a sort of characteristic
of various situations related to etiquette and their
corresponding emotions.

The migrating intonational formulas based on
imitating the sounds of musical instruments form
yet another group of intonations, which combine
the attributes of icon signs and symbol signs
and, due to the extreme concreteness of sound-
and image-related perceptions, are widely used
as situational signs. Their genetically stipulated
“subject-relatedness” does not provide any
contradiction to the sound intonational formula,
but correlates with it appropriately at moments of
fixation of the most characteristic qualities: timbre,
special sound-producing effects, etc. The status of
migrating intonational formulas has acquired a
number of intonational stereotypes of the following
kind: “reed pipe signs” in connection with images
of bucolic pastorals and idylls, “bourdon signs,”
arousing perceptions of the bagpipe or the barrel-
organ; imitative tunes associated with folk
instruments, and other clichés of violin, organ and
ensemble textures of musical compositions for
chamber ensembles.

Within the well-known group of rhetorical
figures'® it is possible to encounter widespread
intonational formulas with fixed meanings from the
domain of depiction of motion and space, as well
as certain prototypes of mechanical motion in the
physical world itself. Thus, the linear ascending
and descending types of motion are presented in
music in the already familiar rhetorical figures
from the Baroque period, such as the anabasis
and the catabasis through the connection with the
human being’s visual experience. Also noteworthy
of attention is the obvious similarity of the sign’s
outward structure (the stepwise motion on the basis
of the seven-note scale) with visual perceptions of
ascent and descent, sensations of “upwards” and
“downwards,” i.e. the depiction of motion in its
direct physical meaning.

Subsequently other perceptions connected
with figurative symbolic meanings have also been
shaped. The music of J. S. Bach contains sound
equivalents not only of linear, but of other types
of mechanical motion through the connection with
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visual perceptions: wavelike, rotatable, sinusoidal,
and others. Often depiction is connected with
illustrating the key words in vocal compositions
and presumes the appearance of image-related
perceptions both of the types of motion themselves
and of the objects and phenomena which generate
them: clouds, winds, storm-clouds, mist, waves,
etc. “If a chorale text mentions motion, even by
accident”, Albert Schweitzer, “Bach depicts it with
sound” [14, p. 360].

Regarding the given group of migrating
intonational formulas, it may be noticed that the
artistic result of transmission of the images of
motion and space by means of music is rooted
not as much in the connection with the verbal text
as in the profound immersion of compositional
thinking into the natural mechanisms of motion,
whereas the result of the migration is spelled out
in the acquisition of secondary meanings and the
transformation of icon signs into symbols.

Itis characteristic that in the process of formation
of secondary meanings the primary function of
depiction, as a rule, is preserved, but passes into the
realm of formal attributes and structural elements,
while the semantic side is enriched by new,
secondary content in which the status of the symbol
becomes the primary one.

Thus, the realm of meanings is formed by
human consciousness by means of creation of
connections between the musical material and the
extra-musical world, in regards to which Asafiev
noted: “Here before us we have the process of
concretization of music into a living image-related
speech filled with significance”. (“Musical Form
as a Process”). The phenomenon of migrating
intonation in general is based on the associative
mechanism of our thinking. At the same time, its
significance adjoins closely to concreteness, extra-
musical associations, evident image-bearing and
linearly-graphic perceptions and plays the most
important role in “bringing in musical traits to
what is musical.” Its mechanism itself is stable
and manifests itself with an enviable persistence,
realizing its semantic potentials in the musical text
due to the phenomenon of migrating intonational
formulas, which operate more frequently in the
direction of the realm of musical consciousness —
the sphere of perceptions.

In the structure of consciousness and thought
perceptions hold a special borderline position
between levels of sensations and apprehensions as
levels of sensual concreteness and realm of thought
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in concepts, which provides a free “translation”
from the sensual-concrete realm into the sphere of
the intellect. At the same time perceptions serve as a
base and structural foundation for the organization
of other elementary psychic processes, for example,
apperceptions become involved in the process. A no
less important process of synthesis of perceptions
— their correlation with each other according to the
principle of identity and contrast — is also essential.
In this sense we may take into consideration certain
utterances, in particular, those by Albert Schweitzer,
about the fact that the creative work of thinking
and perceiving possess a complex character:
“Any genuinely artistic perception includes the
participation of all feelings”. No less important is
the realization that artistic thought and the image-
related languages of culture essentially comprise
one language: “Art in itself is not painting and
not music, but the creativity in which they are all
unified” [14, p. 327].

2. The Interaction of Migrating Intonational
Formulas with the Context
of the Musical Theme

As they get involved with the context of the
musical theme, migrating intonational formulas
actively participate in the creation of the musical
image. Although observation shows that the
intonational formula interacts with the context
of the theme in different ways, and each case is
individual, in general it is possible to reveal the
overall regular laws, making it possible to trace a
certain typology. This process of artistic and image-
related thinking may be generalized by means of
observation of a number of semantic situations,
where their constituent components would be
permanent: 1) sign-migrating formula, 2) context,
3) musical image.

Situation 1.
The Formation of Primary Meanings

Such a situation frequently appears within a
musical theme in the case when during the transfer
of an intonational formula its direct extra-textual
meanings do not change. Thus, the situations of
the kind may include musical fragments, where
intonations of a horn signal, for example, sound
in direct connotations in the texts of musical
compositions with subject matter related to
hunters, the fanfare — in military or triumphal
scenes, “gallant figures” — in instrumental themes
bearing characteristics of dance genres, “the
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bagpipe sound” and “the sign of the reed pipe”
— in pastoral scenes, lyrical dialogic scenes of
“cavalier-dame,” etc. For example, in the Finale
of Act I of Mozart’s “The Magic Flute” the fanfare
effects present in the music are connected with
the appearance of Sarastro’s entourage and his
triumphal chariot, while in such instrumental
pieces as Daniel Gottlob Turk’s “The Hunting
Horns and the Echo” and William Byrd’s “The
Trumpet” from his cycle “The Battle” the sound of
horn signals and fanfares are demonstrated in direct
correspondence to the subject matter. Analogously,
following the principle of correspondence, the
intonational formulas of the “gallant figures” are
used in numerous scenes of operas, since the music
recreates the same situations which occur in real
life (for example, dances, scenes of recreation,
high-society courtship, enticement, etc.). In all
the aforementioned and analogous cases, the sign
is transferred into the musical text in the guise in
which it functions in reality and acts seemingly in
real, while actually — in conditions modeled in the
music. The influence of the context in the present
case may be minimal and usually corresponds
to the nature of the sign. Consequently, it is
the intonational formula, in particular, which
becomes the main bearer of meanings. At that, the
relationship between the intonational formula and
the theme, as a rule, is organized on the basis of
the principle of correspondence of direct meanings
of the sign to the artistic paradigm of the musical
text.

All in all, the first type of sign-related situation
may be expressed by the scheme “Sign 1 + Context
1 + Image 1,” which possesses the following
characteristic features:

1. The composer’s musical text uses into-
national formulas from the supply of “commonly
encountered” intonational lexis formed beyond its
boundary.

2. The sign is incorporated into the musical
text in its direct meaning and corresponds to the
context.

3. The transfer of the sign into the musical
text results in the formation of a direct semantic
connection of “sign — musical image.”

4. The influence of the context on sign-
related Situation 1 presents itself as weak, while
the invariant qualities of the structure and
semantics of sign, in contrast, are expressed
strongly. Thereby, the sign preserves its inherent
primary meaning.
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Situation 2.
The Transformation of Primary Meanings

The artistic connection of the second type,
unlike Situation 1, is based already on the
semantic transformation of prepared intonational
formulas under the influence of the context of the
musical theme. Situation 2 may be expressed with
the scheme: “Sign 1 + Context 2 = Image 3.” The
semantic logic of such transformations each time
takes up a purely individual trait and depends on
the concrete artistic goal. At the same time, the
transformations manifest themselves, depending
on how the contextual environment affects the
intonational formula. The question here primarily
concerns the influence of the elements not related
to the sign, situated exteriorly in relation to it
(we call them “regulators”). Tempo, dynamics,
articulations, modal-harmonic solutions, etc., as
a rule, appear as exterior regulators. As a result
of their impact the semantic figures virtually
acquire a new meaning, one that is opposite to the
direct and primary artistic significations. These
observations have been demonstrated by us on
the examples of analysis of many fragments from
musical compositions from different styles''.

For semantic Situation 2 it is characteristic to
the utmost degree that the context, which presents
a most important link in the chain of connections
between the sign and the image, may not
coincide or may coincide only partially with the
semantics of the sign. As a result, the sign, while
preserving its basic structural particularities,
nonetheless changes in some of its aspects,
adapting to the context of the theme. But at the
same time the image of the theme appears as the
result of a “compromise” between the context
and the meaning of formulas. Thereby, the path
towards the variability of meanings — a quality so
characteristic for music as an art in general — is
manifested in full.

Situation 2 and the mechanism of its formation
may possess the following characteristic traits:

1. The sign preserves the invariant of the
structure, which is what allows it to be recognizable
in a new musical text.

2. The “regulators” either suppress or
strengthen the meanings of the sign. Thus the
premises arise for collisions between invariant and
contextual meanings.
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Situation 3.
Creating Secondary Meanings

The distinctive feature of Situation 3 is expressed
in the occurrences due to which the already familiar
connection of the sign with the meaning, which has
been formed in any musical text, establishes itself
as a constant one in the process of the migration
of the sign into other musical texts. Sign 2, which
appeared in the previous situation, passes into the
subsequent new context (Context 3). This situation
also determines the regular stage of migration of
formulas, as well as the process of formation of
secondary meanings. Its scheme has the following
appearance: “Sign 2 + Context 3 = Image 3.”

An illustration to such a connection is formed
by the numerous examples which feature analysis
of the permanent connections of the sign with the
regulators of the opposite declination: for instance,
“the sign of corni—allegro” or “the sign of corni—
adagio”. In Situation 2 they were initially directed
only for the sake of suppressing the direct meanings
ofthe signal. However, the signs which were formed
in this manner as the result of numerous repetitions
have acquired the status of wandering images with
new, secondary meanings.

If in Situations 1 and 2 the sign and the context
established their relations according to the principle
of correspondence, while the transformation carried
an individual character and occurred by means
of a breach of this correspondence by bringing
in regulators, in Situation 3 the relations between
the regulator and the sign become stabilized. This
process signifies the active inclusion into the
mechanism of transformed stereotypes of connection
of sign-related elements of the musical text with
those elements that are not related to the sign. It
becomes possible to trace out the modifications
of meaning in the varied sign-related structures,
depending on their context. For example, the sign
of corni discovers the ability to change its meaning
at a very wide range (even to the extent of reaching
the opposite meaning). Migrating from the level of
the heroic to the sphere of lyricism, manifesting
itself as a sign of pastoral idyll or peaceful nature,
it symbolizes the idea of the cult of friendship and
love as the ideal of human relations, one of the
boundaries of the “subject matter of the highest
order: man and nature.” Such a meaning has been
formed indirectly through the pastoral, forming
into the logical-associative set of “corni — nature —
pastoral — the ideal.”
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In operas and vocal compositions in the
conditions of fast tempo the corni sign frequently
manifests itself as a symbol of the ideas of duty,
honor, nobleness, military prowess, glory. The
primary meanings of the horn signals here seem
to become an associative basis for the formation
of meanings “based on adjacency” and centered
on the “similarity of situations” (hunting is the lot
of the brave), and so the corni likewise become a
symbol of the aforementioned qualities.

The formation of secondary meanings takes place
according to one and the same principle in various
groups of intonational formulas, including those
possessing a more close connection with the text of
the literary source. Often in musical compositions
with a literary text or a literary source there arises
the situation of a discrepancy of the symbol of the
words with the primary meanings of the migrating
intonational formulas. For example, the secondary
meanings of the catabasis figure, which signify the
effect of approaching in the literal meaning and
embodying a straightforward downward motion,
have been formed in the secondary connection
with the meanings of the words “veneration,”
“humiliation,” “destruction,” ‘“immersion into a
quagmire,” “Adam’s fall from grace,” possessing
a symbolic meaning. On the other hand, the direct
symbolism of the anabasis figure for illustrative
depictions of vanishings of angels, dissipating
mist, or the motion of winds acquired a figurative
secondary meaning due to the replacement of
verbal meanings with abstract concepts: the words
“resurrected,” “resurrection,” “shall elevate” in the
cantatas and oratorical works of Heinrich Schutz,
Georg Frierdrich Handel, Johann Sebastian Bach
and Duetrich Buxtehude.

Thus the transformation of primary meanings
into secondary meanings takes place, the latter
having been formed in the conditions of a certain
context begin likewise to migrate as stable
formulas.

Situation 4.
The Interaction of various Intonational Formulas
in the Context of the Theme

Situation 4, which could be expressed by the
scheme: “sign + sign = image,” establishes the
phenomenon of the transfer and the convergence in a
new context of two or several intonational formulas.
These processes lead, as a rule, to the strongest
semantic transformations and are distinguished
for their artistic effects of various focuses. Such
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typical cases include the horizontal combinations
of two formulas close to each other in meaning
or the combination of formulas that are opposite
to each other in their meanings. For example, in
Mozart’s Sonata for piano in D major (K. 576)
the horn signal is juxtaposed by the semantics of
the lyrical gallant musical figure. The semantic
logic of a gallant subject called for the usage of
both formulas, capable of evoking the identity of
meanings necessary for a pastoral subject: “the
hunt is a game associated with pleasant pastimes
in natural surroundings.” Illustrations of a different
combination may be served by numerous examples
from Domenico Scarlatti’s sonatas for piano, where
two initial meanings of opposite content superpose
with each other: “horn signal — bellicose summon”
and the etiquette formula in the bass “the cavalier’s
salutation and bow.” However, in the combination of
two signs one of them may prevail, which is created
by the actualization of various meanings with the
aid of regulators — those which either correspond
or do not correspond with the nature of the initial
sound.

The semantic transformations of the interacting
structures not only create an impact on changes of
meaning, but also themselves alter the structures
of the combined signs, at times bringing to life
new combinations with independent meanings
and sturdy implications. A frequently incorporated
metaphor turns into a “wandering” image. In
general, the following becomes essential for this
situation.

Since the sign actualizes certain conceptions,
the interaction of the signs leads to the interaction of
perceptions, to their synthesis (i. e. the connection
of several pictures-phenomena, situations and
events) and carries out not only the functions
of concretization, but also generalization and
evaluation. Such a mechanism is capable of carrying
succinct artistic information about the phenomenon
and serving as a very flexible perfect model of
connection between the intonational lexis and the
musical image.

The process of transformation and additive
relations of the intonational formulas is not limited
to the situations described above. It deepens and
gradually ramifies in itself. The semantic connection
with the primary source becomes more and more
remote, the intonational formulas transform
themselves into syntactic elements and grammatical
constructions the sign-related essence of which
gradually becomes lost. A particular logic of the
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stages of functioning of such connections in music
takes shape. They may be presented in a generalized
way in four basic stages:

1) the stage of denotation or primary seman-
tization, the formation of extra-textual (direct)
meanings in the everyday musical milieu;

2) the stage of secondary and subsequent
semantization, the formation of primary and
secondary meanings in the artistic context of the
musical theme;

3) the stage of partial desemantization: the
transition of formulas onto the level of cross-
style stereotypes as the result of devaluation (due
to overuse) and “effacing” of the primary and
secondary meanings and the acquisition of a general
musical expressivity;

Gy —

! Translated by Dr. Anton Rovner. Another version
of the article was published in Problemy muzykal’noj
nauki/Music Scholarship issue 2011/2 (9).

2 For more information about this see: Shaymu-
khametova, L. N. Semanticheskiy analiz v rabote
muzykanta-ispolnitelya [Semantic Analysis in the Work
ofthe Performing Musician]. Muzykal 'nyy text i ispolnitel’
[The Musical Text and the Performer]. Ufa: Laboratory
of Musical Semantics, 2004, pp. 3—16; Shaymukhame-
tova, L. N. Smyslovye struktury muzykal’nogo
texta kak problema prakticheskoy semantiki [Meaning-
Related Structures of the Musical Text as an Issue of
Practical Semantics]. Muzykal’'noye soderzhaniye:
nauka i pedagogika: materialy Rossiyskoy nauchnoy-
prakticheskoy konferentsii (2000, 4-5 dekabrya, Moskva)
[Musical Content: Scholarship and Pedagogy: Materials
of the Russian Scholarly-Practical Conference (2000,
December 4-5, Moscow)]. V. N. Kholopova, Executive
Editor and Compiler. Moscow; Ufa, 2002, pp. 84-101;
Baykieva R. M. Geroy kak kategoriya muzykal noy
poetiki (na primere pyes detskogo fortepiannogo
repertuara) [The Hero as a Category of Musical Poetics,
on the Example of Pieces from the Musical Repertoire
for Children]: Dissertation for the Degree of Candidate of
Arts. Ufa: Laboratory for Musical Semantics, 2010. The
theory of musical emotions in the context of music as an
art is presented in V. N. Kholopova’s book “Muzykal’nye
emotsii” [“Musical Emotions”] (Moscow, 2010).

3 For greater elaboration see works of E. Orlova and
T. Tcherednichenko [9; 10; 11].

4 The issue of stable migrating sound-complexes
was much elaborated on by D. Cooke, J. Jiranek and
B. Szabolcsi [17; 18; 19]. Szabolczi limited himself
to observing several migrating intonations (die
Wanderthemen), Cooke related his descriptions to the
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4) the stage of actualization of the extinguished
direct (extra-textual) and figurative (contextual)
meanings in an author’s new text.

Thereby it may be asserted that notwithstanding
the full singularity of the act of the composer’s
creativity, the semantic processes occurring in a
musical theme are subservient to certain objective
laws of interaction between intonational formula
and context. Through this interaction one of the most
important and permanent mechanisms of musical
thought is formed — the connection of the “migrating
intonational formula” with the image-perception.
Their interaction results in the creation of a unique
artistic image of the musical theme — the most
significant content-based segment of a composition
in the musical legacy of many genres and styles.

NOTES ~—o>(<

domain of modal and intonational stereotypes and
concentrated on the signification of the role of the basis
of pitch-modes in them, Jiranek built a concept of the
“incoming and outgoing” elements of the musical text
by basing himself on logical arguments, almost not
incorporating the musical material.

5 This theoretical conception is expounded
in the following works: L. N. Shaymukhametova
“Migriruyushchaya  intonatsionnaya  formula i

semanticheskiy kontekst muzykal’noy temy” [“The
Migrating Intonational Formula and the Semantic
Context of the Musical Theme™] [12], “Semanticheskiy
analiz muzykal’noy temy” [“Semantic Analysis of the
Musical Theme™] [13].

% For elaboration of this issue in greater detail
see: Asfandyarova A. 1. Intonatsionnaya lexika kak
problema artikulyatsii fortepiannykh sonat Gaydna
[Intonational Lexis as an Issue of Articulation of Haydn’s
Piano Sonatas]. Istoriko-teoreticheskiye problemy
muzykoznaniya: sb. tr. [Historical-Theoretical Issues
of Musicology. A Compilation of Articles]. Russian
Gnessins’ Musical Academy, Ufa State Institute for the
Arts. Moscow, 1999. Issue 156; Also see: Intonatsionnaya
lexika obrazov pastorali v tematizme fortepiannykh sonat
Y. Gaydna [The Intonational Lexis of Pastoral Images
in the Thematicism of Joseph Haydn’s Piano Sonatas]:
Thesis of Dissertation for the Degree of Candidate of
Arts. Novosibirsk, 2003.

7 Description of the formulas is also contained in
many editions of works by the members of the Laboratory
for Musical Semantics at the Ufa State Academy for the
Arts. See catalogue of electronic library of the LMS:
www.lab-ms.narod.ru.

8 The list of the sources, of course, is not complete
and is limited to the most obvious phenomena which are
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conducive to the formation of the migrating intonational
formulas.

? The basic structural variants of signal formulas and
their textual modifications related to the transformation
and increasing of the gamut of meanings are described in
detail in the book “Semanticheskiy analiz muzykal’noy
temy” [“Semantic Analysis of the Musical Theme™] [13,
pp. 124-138]. A detailed characterization of the group
of intonations with established meanings is contained
in Chapter 2 of my research work “Migriruyushchaya
intonatsionnaya formula i semanticheskiy kontext muzy-
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The Migrating Intonational Formula
as a Phenomenon of Musical Thinking

The musical theme is one of the most important content-filled elements of musical compositions pertaining to various
genres and styles. The semantic processes in the musical theme demonstrate the action of a universal mechanism,
which provides its connection with the musical image. The fact that this mechanism has not been studied sufficiently
leads to a narrow-grammatical directedness in musicological analysis.

Approaching a musical composition from the positions of semantic analysis means acknowledging of the presence
in a musical theme of stable intonational features with established meanings — namely, lexemes and semantic figures,
which altogether make up the intonational lexis. Many of them acquire the status of migrating intonational formulas,
appearing from one musical text to another in the music of various genres and preserving their initial meanings.
Coming into interaction with each other in context, the migrating intonational formulas combine together meanings
and generate numerous significances.

The article examines the processes of forming direct and mediated meanings. The semantic mechanism of forming
direct connections of migrating formulas with meanings and images are determined by their permanent sources, which
form several groups of intonations: 1) sound signals, 2) intonations of speech origins (verbal speech), 3) gesture
and plasticity in the elements of musical speech, 4) textural formulas and clichés of instrumental nature (musical
instruments), 5) musical-rhetorical figures. While undergoing contextual changes, these meanings preserve their direct
connection with the denotation. Indirect meanings are formed in musical compositions by means of migrations of
formulas from one musical composition, genre or style to the next.

The author distinguishes four stages of semantic transformations:

1) the stage of denotation or the primary semantization, the formation of extra-textual (direct) meanings in the
vernacular music-making environment; 2) the stage of the secondary and subsequent semantization: the formation of
primary and secondary meanings in the artistic context of the musical theme; 3) the stage of partial de-semantization: the
transition of formulas onto the level of general stylistic stereotypes as the result of devaluation (due to lengthy overuse),
the “erasing” of primary and secondary meanings and the acquisition of an overall musical type of expressivity; 4) the
stage of realization of the extinguished direct (extra-textual) and mediated (contextual) meanings in a new musical text.

An analysis of the intonational and lexical makeup of a theme in a musical composition makes it possible to
free oneself from a subjective interpretation and impulsively arising associations in the interpretation of a musical
composition and provides for the deciphering of the sign-related etymology that is appropriate to the composer’s
intention.

Keywords: semantics, semantic figures, theme, theory of meanings, migrating intonational formula.
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Murpupyiowias MHTOHaUMOHHas hopmyAaa
Kak peHOMeH MyY3bIKaAbHOTO MbILLUAEHUS

My3blkanbHas TeMa — BaXKHEHIINI COAEPKATEIbHbIN CETMEHT NMPOU3BENCHUN pa3HbIX )KaHPOB U cTuied. CeMaHTH-
YeCKHE MPOIIECCH B My3BIKAIBHOM TeMe JeMOHCTPHUPYIOT ICHCTBHE YHUBEPCAIEHOTO MEXaHU3Ma, 00eCIIeunBaroIe-
T0 €€ CBSI3b C MY3BIKaIIbHBIM 00pa30M. Hen3ydeHHOCTh TAKOTO MEXaHU3Ma IPUBOUT K MPEOOIaaHHI0 y3KOTpaMMa-
TUYECKON HAIPaBICHHOCTH B MY3BIKOBEIUECKOM aHAIH3E.

[Momxox x My3BIKaTPHOMY MPOM3BEICHIIO C TIO3UIHI CEMaHTHUECKOTO aHAIM3a O3HAaYaeT MPU3HAHUE HATMYUS B
MY3BIKaJIbHOH TeME yCTOWYHMBBIX HHTOHAIIMOHHBIX OOOPOTOB C 3aKPEIUIEHHBIMH 3HAYCHUSIMH — JICKCEM, CEMaHTHYe-
CKUX (pUTYp, B COBOKYITHOCTH 00pa3yIOIINX HHTOHAIIMOHHYIO JISKCUKY. MHOTHE U3 HUX MPHOOPETAIOT CTaTyC MHUTPHU-
PYIOIINX HHTOHAIIMOHHBIX (hOPMYII, KOUYIOIIIX M3 TEKCTa B TEKCT B MY3BIKE PAa3HBIX JKaHPOB U COXPAHSFOIIUX UCXOI-
HBIE 3Ha4YeHUs. BeTymas Bo B3amMoeiicTBHE APYT ¢ APYTOM B KOHTEKCTE, MUTPHPYIOIIIEC HHTOHAIIMOHHEIE (POPMYITBI
COBMEIIIAIOT CMBICITBI U POKIAIOT MHOXKECTBO 3HAYCHUH.

B crarse paccMaTpuBaroTCs MPOLECCH (POPMUPOBAHUS HPSMBIX U IMIEPEHOCHBIX 3HadeHUH. CeMaHTHYECKUIl Me-
XaHU3M (HOPMUPOBAHUS MPSMBIX CBS3eH MUTPHUPYIOMEH GOpPMYIIBI CO 3HAYCHHEM M 00pa3oM OMpENeseTcss UX IMo-
CTOSTHHBIMH UCTOYHHKAMH, KOTOPBIE 00pa3yrOT HECKOIBKO TPYIIT MHTOHAILW: 1) 3ByKOBBIC CHTHAJBI, 2) HHTOHAIINU
pEUYCBOTO MPOHUCXOXKACHUS (BepOambHas peds), 3) JKECT U IUIACTHKA B 3JIEMEHTaX MY3BIKaJIbHOH peud, 4) pakrypHbIe
(hopMyITE 1 KJIHIIIE MHCTPYMEHTAIBHOM MPHPOABI (My3BIKaTbHBIC HHCTPYMEHTHI), 5) My3BIKaIbHO-pUTOpHICCKIE (HU-
rypsl . [IpereprieBas KOHTEKCTHBIC U3MEHECHHUS, STH 3HAYCHUS COXPAHSIOT MPSMYIO CBSI3b C A€HOTaTOM. [lepeHOCHBIE
3Ha4YCeHUS POPMUPYIOTCS B XYI0KECTBEHHBIX IPOM3BEACHIIX ITyTEM MUT AU (POPMYIT U3 TIPOU3BECHHS B IIPOU3BE-
JICHHE, W3 JKaHpa B JKaHP, U3 CTUIISA B CTUIIb.

ABTOpOM pa3nnyarTcs 4 CTaIul CeMaHTHYECKUX TPeoOpa3oOBaHHML:

1) cramus meHOTAMH, WITH IEPBUYHON CEMaHTH3aINY, (OPMHUPOBaHHE BHETEKCTOBEIX (TIPSAMBIX) 3HAYCHUHN B OBI-
TOBOH MY3UIMPYIOLICH cpeze; 2) CTaaus BTOPUYHOW U MOCIEAYIOMel ceMaHTH3aun: (OPMHUPOBAHUE TTEPBUIHBIX,
BTOPHYHBIX 3HAUCHHUH B XyHO)KECTBCHHOM KOHTEKCTE MY3BIKAIBHOW TEMBI; 3) CTaaus YaCTHYHOHN JTeCeMaHTH3aI[UH:
repexo popMys Ha YPOBEHB OOIIECTIIICBBIX CTEPEOTHIIOB B PE3yIbTaTe JeBabBANHU (OT JOJITOTO YIOTPEOICHHS) 1
«CTHUpaHUs» MIEPBUYHBIX W BTOPHYHBIX 3HAYCHUN U OOPETCHHS 0ONMIeMY3bIKaIbHON BBIPA3UTEIBFHOCTH; 4) CTamus ak-
TyaJH3alyy YTaclIuX MPSMBIX (BHETEKCTOBBIX) U IIEPEHOCHBIX (KOHTCKCTHBIX) 3HAYCHUN B HOBOM aBTOPCKOM TEKCTE.

AHaNM3 HHTOHAIIHOHHO-JIEKCHYECKOTO COCTaBa TEMBI IIPOM3BEICHIS TIO3BOJISICT OCBOOOAUTHCS OT CYOBEKTHBHOM
TPAKTOBKU M CTUXHIHO BO3SHHUKAOIINX aCCOUHMAIMA B HHTEPIIPETAIIH POU3BEICHHS, 00ECIIEUNBACT PacIA(YPOBKY
3HAKOBOH STUMOJIOTHH a[ICKBATHO aBTOPCKOMY 3aMBICITY.

KiiroyeBble cioBa: ceMaHTHKA, CEeMaHTUUECKUE (DUTYPBI, TeMa, TEOpHs 3HAUCHUH, MUTPUPYIOLIasi HHTOHAIIMOHHAS
thopmyrna.
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THE CONCEPTION OF GEORG FRIEDRICH HANDEL'S WORLDVIEW
IN THE CONTEXT OF HIS ORATORIOS* /

KOHUEMUMA MMPOBO33PEHUA IT. ®. 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. In
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
ethical-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(<

3 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 @punpuxa ['en-

JIeNd CII0KHA M MHOTONpoOneMHa. PackpbITh

e€ Kak cHcTeMy pelurno3Ho-puiocodekux
B3DJISIIOB — 3HAYHT BBISIBUTH OTHOIIICHUE KOMIIO3H-
TOpa K Pa3HbIM TEUECHUSIM 3aI1aTHOEBPOIIEUCKOH pe-
JIUTHO3HO-(UIT0COPCKOH JKU3HU TIEPBOH MOJIOBUHBI
XVIII Bexa. OmHako My3BIKOBEIBI B 3TOH cdepe K
€IMHOMY NOHMMaHMIO He npuuuid. KpynHeinmmii
ucclieoBarTeNb TBopuecTBa ['eHens, aHNIMMUCKU
ucrounukoBen . bappoy3 uckarouaem 603mooxc-
HOCMb 8blABLEHUSA OYXOBHO20 MUPA KOMRO3UmMopda,
TaK KaK TPSIMBIX CBHIETEIHCTB, PACKPHIBAIOIINX
TeHJIEJIEBCKOE MHPOBO33pEHHE, HE OCTANOCh (CM.:
[14, p. 9]). bappoy3 Takke CKENTUIECKA OTHOCHT-
CsI K BO3MOYKHOCTH TMPOSICHUTH MUPOBO33PEHUECCKHE
no3unyu [eHnenst mocpeacTBOM aHaju3a ero Mpo-
W3BEJICHUH, ITOCKOIBKY KOMIIO3UTOP, CO3HATEINb-
HO WJIM HET, ... T03a00THJICS, YTOOBI €r0 MBICITH
M CKJIOHHOCTH OCTaJICh 32 paMKaMH TBOPYECTBa»
[Ibid., p. 372].

Ho nmaxe B Takom, Kaszanoch Obl, Oe3HAIEX-
HOM CIIy4ae, CyIIECTBYIOT MPUHITUIEI BBISIBICHUS
00X ATUYECKUX MO3UINN XymokHUKa. T. MaHH
BBIJIEJISIET JBa KOPEHHBIX CBONCTBA HEMEIKON Ha-
1y «camoyriyonéunocts» U «Innerlichkeity —
MOHATHE MHOTO3HAYHOE, KOTOPOE TIEPEBOIAUTCS, KaK
«... HO)KHOCTh, TITyOWHA AYIIECBHOM KU3HH, OTCYT-
CTBHE CYETHOCTH, OJaroroBeiHOe OTHOIIEHHE K
npupoze, 6eCXUTPOCTHAsT Y€CTHOCTh MBICIH U CO-
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BECTH, — KOPOYE TOBOPSI, BCE YEPTHI BHICOKOTO JIH-
pusmay [13, c. 9].

Kpome TOro, nBa CBHIETENHCTBA, OYEPUHBAIO-
[IFe ITHUYECKHWEe W dCTEeTHYECKHe 3afaqu | ennens,
Bc€ ke m3BecTHBL. OHO BBIPAXKEHO B €TO OTBETE,
oOpaméuHom k sopay Kuuuyany: «5 odeHs coxa-
nen Obl, ecir OB MOSI My3BIKa TOJBKO pa3BieKaja
MOMX CIyIIaTeNel: 1 CTPEeMHJICS CAENaTh WX JIyd-
ey (1uT. mo: [4, ¢. 31]).

Jpyroe comepKuTcs B €ro OTKPHITOM IIHCh-
Me K uutaressim «Daily Advertiser», rae oH mpo-
CHUT ITyONHKy O TOAJIEP’KKE CBOUX OPAaTOPHAIBHBIX
MIPEJICTABIIEHUI: «... S IOCTUT, YTO COBMEIUICHHE B
My3bIke Omaroro [good] cMbIciia U 3HAYUMBIX CIIOB
ABJISIETCS JIYYIINM [TBOPYECKHUM| METOIOM, KOTO-
PBIN U151 aHDIMHACKUX CITyIIaTesNel sspseTcst Hanbo-
Jiee MPHUBJIEKATEIbHBIM; ST HAPABISAI CBOH ... YCH-
JIWsSL, 9TOOBI TIOKAa3aTh [BO3MOXKHOCTH | aHTIIMACKOTO
A3BIKa, KOTOPBII CTOJb MCKYCEH B BBIPA)KEHUHU HaH-
BO3BBIIICHHBIX YYBCTB, YTO Haubolee HpuemiieM
[[U11 MCTIONB30BAaHUSA B CO3/IaHWH]| Takoro (yHOa-
MEHTAJIBHOTO W TOP)KECTBEHHOTO >XKaHpa MY3BIKH
[kak opatopus. — . K.]» (uut. mmo: [14, p. 281]).

W3 npuBen€HHBIX BBICKA3bIBAaHUI CTaHOBUTCSA
SCHO, YTO TPH COCTABJISIONINE — CAENaTh CIyIaTe-
Jiel JydIie, pacKphITh HAMBO3BBIIICHHBIE TIEPEKH-
BaHUS U PEIIUTh CBOM ATHKO-ICTETHUYECKUE 3a/1a9n
B MOIXOJIAIIEM ISl 3TOTO YKaHPE OpaTOPHUU — CKJIa-
JBIBAJINCH JUI1 KOMIIO3UTOPA B €AUHYIO I1eNb. Takoe
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CTpEMJICHHE BBIPA3UTh BBHICOKHE UYYBCTBA CBHIE-
TEIbCTBOBAJIO HE MPOCTO O HAMEPEHHHU Mepenarh
MIPeKpacHoe, a O THIIE XapaKTepa KOMIIO3UTOpa U
€ro MUpOBO33peHuH. «BCE BBICOKOE U ITPEKpaAcHOE,
— nucan M. Baxtuh, — 910 He (pa3eoNornyecKoe
€IMHCTBO B OOBIYHOM CMBICIIE, & MHTOHALMOHHOE
WIH D3KCIIPECCHBHOE CJIOBOCOYETaHHWE 0CO0O0TO
pona. DTO MpeACTaBUTENb CTHIISL, MUPOBO33PEHIS,
genoBedeckoro tuma...» [1, c. 302].

BrisiBienre  puimocopcko-3THUECKUX B3IIISIIOB
I'ennmenst BO3BMOXXHO U IIyTEM PEKOHCTPYKLIMU €ro
W Ha OCHOBE CO3MaHHBIX UM IPOM3BEACHUH. AB-
TOPUTETHBI aMEPUKAHCKUI HCCIIEAOBATENb TBOP-
yectBa ['enaens P. Kerrepep, usydast HpaBCTBEHHbIE
yCTpeMJICHHSI KOMIIO3UTOpa Ha TPHUMEpE OMephl
«CHuImmony, yTBEPKAAET, UTO «TIOI00HAS CIOKETHKA
(bakTHUECKH CTasla MMPEIBECTHUKOM OpaTOpHaIbHOM
ATHUYECKOH TTpodmeMaTukm» (cM.: [24, p. 1]).

CxogHyr0 MBICTH BBICKa3bpiBaeT u Y. JlwH.
B oparopuu I'ennens «CaMcon» OH BUANT KBUHTIC-
CEHIINIO BBIPAXKEHHUS €T0 PEIMTHO3HBIX, STHYECKUX
u ¢unocopeckux B3nAoB (cM.: [16, p. 331]), a B
obpase MeBdas u3 oMHOMMEHHOW OpaTOpUU Jaxe
MIpenoaraeT, 9YTo KOMIIO3UTOP CO3/aj CBOW COO-
CTBEHHBIM 3MOIIMOHAIBHO-TICUXOJIOTHYECKUI TOp-
tper [Ibid., p. 595].

Omnpenensiomiei B moka3ze MUPOBO33peHus | eH-
JIeJIsl SIBJISIETCSI XapaKTePUCTHKA €ro o0Iero oomu-
Ka, JaHHAs MJIAAIIAM COBPEMEHHUKOM KOMIIO3HUTO-
pa Jx. XOyKMHCOM, YTBEpPKJABIIKM, YTO BILIOTh
110 TIocTieiHeH Tpareanu | enyens — moTepu 3peHus,
C YeM CTIPaBUTHCS OH YK€ HE MOT, My3bIKaHT CTOMKO
MIEPEHOCHIT BCE IPYTHE HAMACTH W B LEJIOM SBIISUI-
CSl «YEeJIOBEKOM Oe3yIpedHON MOpaH, a €ro KU3Hb
ObLTa HAMOTHEHA TITyOOKO# penurno3HocTeion [20,
p. 910]. Bonee Toro, «B cBOMX Oecenax [Cc APyTUMHU
JOABMU | OH BeChMa 9acTO paccKas3biBall [cobecen-
HUKY], KaKkoe Haclla)XI€HUEe OIIyIIal, KOrnaa Imepe-
KJIaZbIBaT TEKCTHl llucanns Ha My3bIKYy, H KaKylo
pOTb B €ro [JIMYHOCTHOM| CTaHOBJIEHHWW CHITPAJo
co3epliaHie MHOTHX BO3BBIIIEHHBIX CTPOK B Ilcan-
Max ...» [Ibid.].

Bwmecre ¢ Tem [[x. KokpodT cuuraer, uro I'en-
JeTb ObUT YEITOBEKOM «OOJBIIOTO CaMOYBaKEHHS U
JOCTOWHCTBA, CO CBSA3SIMH TIPH JBOPE, C OONBIIMMU
3HAKOMCTBaMH Cpenu apucTokparuu. Kpome TorO,
9T0 ObUT BeNUKWII OM3HECMEH, MparMarhk, YMEB-
M 100MBaThCs CBOMX Menen» (uuT. mo: [11]).
K »romMy wupeansHOMy mopTpery mobaBuM emé
onHO KauecTBO ['enzaens, BoisiBneHHoe J[k. Mbiiny-
OPHHIOM: «...OJaropofHbIil JyX HE3aBUCHMOCTH,
KOTOPBII BJIaJIe)l UM IOYTH C JIETCTBA, HUKOTZA €T0
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HE TOKHIAJ, JaXe B CaMbIX CIOXKHBIX JKU3HEHHBIX
obcrositenbeTBax» [27, p. 41]. 1 neiicTBUTENBHO,
J. XanTep ormeuaet, 4yTo Kapbepa ['eHaens cioxu-
Jlach TAKUM 00pa30M, CIIOBHO OH OBLJT BOJICH BBICTpa-
MBaTh €€ o CBoeMy pasyMeHuto (cM.: [22, p. 335]).

Opnaxo B MupoBo33peHuu lenmens ocraércs
MHOTO HESICHOTO, TIOCKOJIBKY UOeUHAs MPaKmosKa
e20 meopuecmea ucropudecku meHsace. I1. Ilot-
TEp CUMTAET, YTO IIONUTU3ALUS U TOMYyJISIPU3aLus
TEHJIEJIEBCKUX OpaTOpUi Hallljla CBOE BHIPAXKEHUE B
ux [KkpaiiHe] cBOOOTHBIX WMHTEPIIPETAIHSIX, BKIIO-
Yasi 3aMBICIIOBAaThle CIEHHYECKHE IOCTAaHOBKU B
Betimapckoii pecriyOnuke, “nenyau3annio” TeKCTOB
B TperbeM Peiixe u mombITKax CEKyJIspU3UPOBATH
[uneliHoe cozeprkaHue| TeHISIEBCKUX TIPOU3BEIe-
HUH B KOMMYHUCTHYECKON BocTounoi I'epmanumy
[29, p. 312]".

B namre BpeMs TeHIEHIS OeHyIU3alliN TBOP-
gecTBa [enmens B HEKOTOPHIX paboTax TpaHcdop-
MHpPOBaHa B IOMBITKY €r0 aHTUCEeMHUTH3aluu. Tak,
M. Mapuccen nomnaraet, uto «Meccusa» ¢akrTude-
CKHU SIBJISIETCS] aHTUEBPEICKOM opaTopuei, a e€ 3Ha-
MEHHTHIN «... X0p “AJUTmuryiis” ... TIpeICTaBIsICT
TpuyMdanbHOE Ipa3THOBAHUE Pa3PYLICHHS PUMIISI-
Hamu Broporo Xpama B Hepycanume B 70 T. H. 3.»,
KOTOpO€ TPaKTyeTCs KaK «... O0KECTBEHHOE BO3-
JastHUE 32 HECIIOCOOHOCTh My/eeB MpUHATh Uuncy-
ca B KadecTBe obOerranHoro borom Meccum» [28].
I'ennenp, BoepBble npuMeHuBIIMKA B «Meccum»
COBMECTHOE 3By4aHHue TpyO u OapabaHOB — puéM,
KOTOPBIN B OapOKKO, COTIIACHO Mapucceny, UCIIONb-
30BajIc B Ka4eCTBE CBOEOOpa3HOW «3MOJIEMBI Be-
JIUKOH MOIIK ¥ 1oOenbl», ObLI yHOTpeOnEH 31ech
JUTA TIPA3JHOBAaHUS YHHYTOKEHHS TEX «BPAaroBy,
yto pacsuin Mucyca [Ibid.].

Ho osrta Bepcust B Hay4HOM COOOIIECTBE MOJ-
nepxku He Hamwia. P. CMUT cumTaet, 4To, HECMO-
TpsS Ha SBCTBEHHOE OTCTamBaHue B «Meccum»
We XpUCTHAHCTBA, T€HJEIEBCKOE MPON3BEACHUE
Ha YHUYIDKCHUE WyJan3Ma HaleleHO He ObUIo
(cm.: [23; 30; 15, p. 474-476]). Y. Xemnep yOex-
n€H, 94TO aHAJIM3UPOBATh MY3BIKY | eHmens, momxoo-
HO MapucceHy, — 3Ha4UT BCTYIaTh B IPOTHBOpPEIHE
CO BCEM, YTO MBI 3HAEM O HEM KaK O KOMIIO3HTOpE,
a «Hanmu4aue Tpyo u 6apabaHoB B Xope “Arumnyiis’”
emeé He TOBOPHUT O TOM, 4TO [ eHIenp MCTIBITHIBAI
[0 BCel BUIMMOCTH, B 3HAYEHUH «CTPEMUIICA Tie-
penats ciymarenio». — /. K.] 9yBCTBO MOTPACEHUS
OT paspyuIieHns Xpama [BeposTHO, B 3HAUECHUH KaK
pa3 «0okecTBeHHOTO Bo3Me3aus». — /. K.], Tak Kak
MoJ00HasT OPKECTPOBKAa HAOMIONAETCS W B JAPYTHX
TCHICTIEBCKUX MpOM3BEACHIIX» (IUT. mo: [23]).
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W ecnmn noBoauTh MBICHH A0 alOCypnaa, CUHTaeT
b. AiiBpu, TO, «B MPOTHBHOM Ciydae, ... 3alHCh
“Meccun” 1959 rona mox ympasneanem T. buaema
OyZIeT, IPEeIOI0KUTENBHO, eIIé 0oJiee aHTHUCEMUT-
CKOM1, moToMy uTO €€ opkecTpoBUIMK E. I'ycceHce no-
OaBmII B “AJUTHIIYHIO” JIsI3raroliue uMOabl, MUK-
KOJIO U TpeyronbHuK» [Ibid.].

Takum obpasom, HecmMomps HA omoelbHbie No-
nulmKuY 0eespeuzayuu meopuecmeaa I endens, acHo,
YMO MUPOBO33PEHUIO KOMNOZUMOPA MO  C60li-
CMBEHHO He ObLIo.

He meHee BaXHBIM OKa3bIBAETCS BOIIPOC O XpU-
CMUAHCKOU CYyWHOCMU MUpogos3peHus I endens.
M. Xantep, aHanuzupys no3uuuu Y. uHa u
I1. JIanra, cuuraet, 4To 00a OHH IBLITAIOTCS STOT BO-
mpoc 000MTH, POKYCHpPYsS CBOE BHHUMaHUE Ha TOM,
YTO «... l'eHAenp amoJoreToM XpHCTHAHCTBA HE
OBLI, HECMOTPS HA TO, YTO MHOTHX OH B TOM [4TO
SBJsIeTCsl yOS:KNEHHBIM XpHcTHaHuHOM. — [! K],
Kazajoch, cMor yoeautb» [21, p. 13—14]. Hapas-
HE ¢ 9TUM XaHTep OTMEYAeT, YTO paHHHE OMorpa-
¢w1 Tenpens — k. Moiiayopunr, JIx. XoykuHC,
Y. bépau — ObUTH yBEpEHBI B TECHOM B3aWMOCBSI3U
Ienpenst ¢ AHITIMKAHCKOH LIEPKOBBIO, «B 0COOCHHO-
CTH, K KOHIly ero >xu3um» (1ut. no: [Ibid., p. 14]).
Ccputasace Ha reHaenesckoro jubperrtucta T. Mo-
peinna, Xantep ropoput, uto B «Deogope» ['enaens
XPUCTHAHCKAsl TeMa Cpeau APYTHUX €ro opaTopuid
ObuTa n3mooaeHHoM (eM.: [Ibid., p. 13]).

JeicTBUTENbHO, €CTh BECKUE MPUUYMHBI, YTO-
OBl cUNTaTh KOMIIO3UTOpA YOSKAEHHBIM XpUCTHA-
auaoM. CornmacHo M. Ban Twui, Ha poguteneit [ en-
JIeJIsl CUJIbHOE BIIMSHHE HEBOJIBHO OKa3bIBAJIO X
OKpyXeHHe B Xajuie (Ha poauHe KOMIIO3UTOpa),
KOTOPBIN MOJI MPEIBOJIUTEIHCTBOM YUEHOTO U Tac-
Topa ABrycra ['epmana @panke — mocie0BaTEA
ocHoBarens mueTusmMa Owmmnma SAxobda Illmene-
pa — cTaj BO BpeMeHa jAeTcTBa [ eHzens nHeHTpoM
3TOTO PeIUTrHo3HOTO TeueHus. U, xots odpunmans-
HBEIMH €0 MPUBEPKEHIIAMHI MaTh M OTEI] KOMITO3H-
TOpa He OBUIH, 3TUYECKHE MPHUHIUIIBI 3TOH 0c000
CaKpaJbHOM PAa3HOBHUIHOCTH JIIOTEPAHCTBA, MO0Y-
JKIABIIUE K BCEMEPHOH IMOMOIIHN OMMKHUM, OBIITH
umu BoctpuHsaTel (cMm.: [Ibid., p. 2]). Tlostomy
XPUCTOJNOTHYECKasi 3THKa Obuta ycBoeHa [eHpe-
aem ¢ netctBa’. bonee Toro, K. P. Kox yrBepxnaer,
YTO B LEJAX ONPEAETIEHHOTO OTPAHUYEHHUS JaHHO-
TO BIHMSHHUS OTEI] KOMIO3UTOpa, OyIydH MpHUBEp-
JKEHIIEM OPTOIOKCATHHOTO JIFOTEPAHCTBA U TIOTOMY
MPOTHBHHUKOM PAaCTYIIEro B MIKOJAaX Xajule IMue-
TH3Ma, BBIHYXKJEH ObUI MpHUINaIaTh yIUTeled Ha
oM (cm.: [25, p. 23])).
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JesTenbHOCTD Ke AHITTUKAHCKOH IIEpKBH B II€-
pYon KU3HU B TBopuecTBa I enmens B Benmukoopu-
Tanuu, kak numet I1. JIaHr, «... Bceleno oTpaxaiia
COLIMAJIbHO-OKOHOMHYECKOE pa3BUTHE [CTpaHBI|;
OCTaBIIIMECS [CO BPEMEH| KaTOIUIM3Ma KyIbTOBBIE
3JIEMEHTHl COXPAaHWINCh, HO B JIEHCTBUTEIHLHOCTH
penmurus ObUia [Takoi| cHCTEMOl OpraHU3aIliu
KU3HU, KOTOpas IOJl TOKPOBOM BHEIIHEW PENUTH-
03HOCTH B 3HAYUTEIHHOIN Mepe SBUIach IMOTUTHYE-
cku 00ycioBieHHONY [26, p. 202]. B cBsi3u ¢ 3TUM
KOHKPETHO «... [00pa3] bora, kotopslii I eHmens 3a-
IeJaTyiesl B CBOMX MPOM3BEICHUSX [IpeaHa3HaYCH-
HBIX| AJI1 HOBBIX COOTEYECTBEHHHMKOB [aHIJIMYaH.
— I K.], He ObUT TeM XK€ caMbIM, YTO [Hampumep |
y baxa; moaTomy My3bika, co3maBaemas [ enaenem
JUTS QHTITUICKOM IIEPKOBHOM CITYKOBI, OT JIFOTEpaH-
CKOM JOJDKHA ObLTa MPUHITUIHAIBHO OTINYATHCS.
W neiicTBUTEIBHO, COUYMHEHHBIC WM II€CHOIICHUS
[HeTIOCpEenCTBEHHO| W3 HYENIOBEUECKOM MyIH, Kak
ecmu ObI cam oH Jnnie3pen [00pa3] bora, He ucxo-
o [Ibid., p. 214].

B puryanbHO-LEPKOBHOM MY3BIKE, OpHEH-
TUPOBAaHHOW Ha OQUIIMO3HYIO AHIIHWIO, KaK H B
HeTparmueckux mnpomsBeAeHusx [enmens, »5To
IENCTBUTEILHO MOINIIO ObITh Tak. OIHAKO B €ro
mpazuieckux opamopusax [onpeneneHne Hamle. —
I’ K.], tme, B CyIIHOCTH, B TIOJHOW Mepe W MpOosi-
BHJIOCH caMoco3HaHue [ eHaens, Kak ¥ MOHUMaHus
CBOET0 MECTa B 00IIIECTBE, CIBIIMIAIOCH HCKPEHHEE,
HayIiee u3 TIyOuH Aymu oOpaiieHne 4eIoBeKa K
bory, B 4ém BeIpasuics IyxX KOMIIO3HTOpPa-JIIOTE-
panuHa. E. Xappuc noau€pKuBaeT, 4To CO3JaHHue
opatopuu «Peomopa» 3HAMEHOBAIO MOBOPOT ...
OT OpaTopHalbHEIX CIOKETOB [HAIICJICHHBIX| Ha
Mpa3JHOBAHME MOJIUTHYECKUX U HAIMOHAJIBHO-pE-
JIUTHO3HBIX COOBITHI (Kak B [Mpou3BeleHUSX |
“Uyna MaxxkaBeir” n “ConomMoH”) K miIyOOKOMY
BHYTPEHHEMY OCMBICIIEHHUIO TPOOJIEM pEeIUTHO03-
HOH ¢cBOOOIBI M JUYHOCTHBIX OTHOIIECHUI ¢ borom
— HampaBJIEHHUIO, KOTOPOE OBIJIO MPOAOIKEHO B €T0
[Tennmens. — I” K.] cnenyrorei, cTaBiieii mocien-
Hel opatopueii [kommosurtopa] — “Uesdaii”, coun-
aéuHoM B 1751-Mm» [19, p. 9].

Tem HEe MeHee, HEKOTOpbIE cOBpeMeHHbIE | eH-
JIENI0 TIPEJCTABUTENN LIEPKBH €r0 OpaTOpuu Kak
pEeNMTHO3HBIE IPOU3BENEHNS HE Mpu3HaBain. OauH
13 KPUTHKOB TOCJE MpeMbephl «Meccumy mmca,
4TO e€ MpPEACTaBICHNE SBISETCA HE PEIMTMO3HBIM
JEMCTBOM, a «JIUIIB OTBJICUYEHUEM OT HETO U pa3Biie-
YeHneM», OyIydn HallpaBJICHHBIM Ha «OCKBEpHEHHE
nvenn bora u cmoBa Ero» (mwmt. mo: [15, p. 474]).
M 5Tu cioBa mpo3Bydalin B YNPEK KOMIIO3UTODY,
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KOTOPBIH TpH co31aHuM «Meccum» CKa3al O CBO-
UX OLIYUIEHUSAX TaK: «... ‘0 AyMall, 4TO BUJEIN BCE
Hebo mepen coboit u camoro Benmukoro bora™ (LuUT.
mo: [18]).

B dopmupoBanun wmupoBo3spenus [eHuens
BaXXHBI bubietickue 3anogedu, cocmasuguiie 0CHo-
8y JIOMEPAHCKOU COYUANbHOU IMUKU, 3ATTOKEHHON
B «Manom karexusuce» («Enchiridion») n «boib-
moMm katexusuce» («Der deutsche Catechismusy)
M. Jliorepa (0ob6a m3maHus yBuaenu cBeT B 1529
roay Ha ponuHe Kommo3utopa B Cakconun). [osis-
JieHne X ObUIO BBI3BaHO 03a004eHHOCTHIO JltoTe-
pa HU3KUM YPOBHEM 3HAHMS MPUXOKAHAMU OCHOB
XPHUCTHAHCTBA, M3 YETO BHIIHO, YTO €T0 OeliCcmausl
no npuobuienuio ooell Kk eepe ObLiu 00YCl1061eHbl
MOMUBAMY BOCHUMAHUSL, MO eCmb (DAKMUecKu
cmpemaeHuem coenams ux ayuue.

[Tosio)keHUsT PETUTMO3HON 3THUKH, CBA3aHHBIC
¢ Temoii Crpacteit XpuctoBsiX, y [ennens cramu
HCTOYHUKOM TpareAuiHbIXx o0pa3oB. CkBO3b €6
MpU3My OBUIM TPAaKTOBAaHbI MHOTI'HE BETX03aBET-
HBIC CIOXETBI, UCIIOJIb30BAHHbBIC KOMIIO3UTOPOM B
OpaTopusX. B HUX pasym, oyeHudasuiull 0eticmeus
yejno6eKa, Cryxicun yepvizeHuem e2o cogsecmu. OH
npespawjaicsi 80 GpPANCOEOHYI0 TUYHOCHU CUTY.
eHTpasbHON B 3TOM NMPOTUBOACHCTBUM SBUIACH
npobieMa HCIONHEHUSI MOPAILHOTO JI0JTa, YTO
BEJIO TepOsi K CMEPTH, KOTOpasi BBOJMIACH B Pealib-
HOCTb KaK HPOO0NdNCEHUE HPABCHMBEHHbIX YCIpeM-
nenuti. IMeHHO mepen Hel Tepoit octaBaics 0e3
MIPUKpac U B CBOEH MMociaenHel uCoBen caMm cebe
BBIHOCHJI IIPUTOBOP. PacKphITHE TaKOTO MPOTHBO-
peuus 1aBajo BO3MOXHOCTh [ €HJIEN0 BOILIOTUTH
B OPATOPUU HEPEHCUMYI0 8 MYKAX cosecmu npooie-
MY MOPanbHO20 8b1O0PA.

IToHumaHnue e€ Kak palMoHaIbHON OIIEHKH MO-
PAILHBIX Ka4ecTB ObUIO C(OPMYIHPOBAHO B 9muKe
AHRIULCKUX CEeHCYanucmos, OCHOBAaHHON Ha HCCIIe-
JIOBaHUHU «MOPAILHOTO UyBCTBA) YeNOBeKa (CM.: [5,
c. 612]). IlousTue 310 OBUIO BBEICHO AHITTUHCKAM
¢unocopom D. IlledprcOepu. B ero BHuMaHuu K
MOpaJy OLyIaJIach CBSI3b C XPUCTUAHCKOM ATHUKOM,
HO HE C aHIIMKMCKOM, BO MHOIOM OCHOBAaHHOH Ha
yuenu JK. KaynbBrHa, KOTOPBIM OTHOCHIICS K Ipell-
HUKY KaK 4€JI0BEKY, I0CTOHHOMY TOJbKO CMEPTHOH
Kapbl. dmuka sice Llleghmcobepu bvina cozeyuna ude-
am Jlromepa, 3a6omuguiecocs, HanOMHUM, O cnace-
HUU Ye08eKa 8epotl, KOMopast ObLLA e20 CO8ECTbIO,
Mo ecmb MOPANbHbIM YYECTHEOM.

Bwmecte ¢ Tem Oosibliioe BiIMsSHHUE Ha (HUIOCO-
(ha okazam m ero APYT — AHIIUUCKUU MbICIUMEND
LDic. Jlokk. B OCHOBE €ro MUPOBO33PEHUS JIEXKAJ
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MOpaJbHBI TPUHLHUI TMPOCBETUTEIBCKON ITHKH,
KOTOPBIH TIACHII, YTO MepBasi IPHYNHA CYACTHS HITH
HECYaCThsl YEJIOBEKA 3aJI0KEHa B HEM CaMoOM (CM.:
[9, c. 56]). [IpuHIUIT 3TOT B JaJbHEHIIIEM OKa3all-
cs co3BydeH He Tonbpko muesm Llledrcbepu, HO U
eymMaHucmudeckum udeanam anenutickoeo Ilpocse-
wenus, chopMHUpOBaBIIETOCS MTOCIIE MPOBO3ITIAIIe-
Hus nucarenem I. OUIIUHIOM UAEU YelloBeKa Kak
[IEHTpa BHUMaHHUsI HICTOPHKOB U TI03TOB.

edTcbepn yxe MpH KU3HU UMENl OTPOMHOE
BJIMSHUE HA Pa3BUTHE EBPONEIHCKON IPOCBETH-
TeIbCKOH MbIchu (cM.: [5, c. 615]). M3BecTHO, uTO
€ro WIeW BO3JCHCTBOBAIM M Ha JUTEPATypPHO-XY-
JIOKECTBEHHOE OKpykeHue [eHmens, B ToM uducie
Ha ero JIMOpPETTUCTOB U Ha Hero camoro. OnHaKo
TpeboBanus uiocoda cooTBETCTBUSI «Onary ero
BHJa WM CUCTEMBD» 000padNBAIUCH IJIS YeIOBEKa
Tparndeckoi ctopoHoil. OHa MpoSABIIIACE B nHApa-
OOKCANbHOU HeoOXOOUMOCMU CAMONONMCEPMBOBA-
HUA paou oocmudicenus ceoe2o ciacmops. COTIacHO
[Hedrcbepu, «aoBenéHHas a0 KpPaWHOCTH KaKaa
’KHM3HHU U JII000Bb K KH3HU — BOBCE HE B MHTEpECax
JINYHOCTH, OHM CTAHOBSITCS MOMEXOH €€ CUacThIO.
Jns ycTpaneHust 3Toi moMexu Ipu HEOOXOTUMOCTH
CIIeMyeT JKePTBOBAaTh COOCTBEHHOH >KH3HBIOY (ITHT.
mo: [7, c. 140]).

[Ipobnema mMopanbHOTO BBIOOpPA, C OMHOU CTO-
pOHBI, cOmmKana TBOpUeCcTBO [e€HACNIS C ITHUKOM
ledTcbepu, a ¢ apyrot — ¢ smuxou @ppanyys-
ckux mopanucmos. Haxonupmasicsi moj BIUSHAEM
P. lexapta, oHa 00s13bIBaNa caenarh BEIOOP MEXKAY
T000BBIO U JIOATOM. BEIOOp JII00BH, 110 CYXKICHHUIO
K. Jlabproifepa, CBUACTEIBCTBOBAN O TPOSBICHIH
ciabocru [8, c. 249]. CnenoBanue e 0Ty O3HAYA-
JIO TOCTIDKEHHE «BEPIIHMH JOOpOIETeNr, reponde-
CKOM W COBEpIICHHOW» [TaM ke, . 225]. BemomHe-
HUE TPaBUII TAKOH ITUKH COXPAHSIIO HPABCTBEHHBIE
yCcTOM 00IIeCTBa, HE TIO3BOJISAA B HEM «IIPOPACTH Ce-
MEHaM pazziopay.

Ho dgenoBeky manexo He Bcerna yaaBajloCh HIIN
HE XOTeN0Ch CIeI0BaTh Jo0poaeTeny. Jlaxe Korau-
TUBUCT JleKapT rOBOPHII, YTO TOJIBKO TOT MOT HacJIa-
JUTBCS )KU3HBIO, KOTO TIO-HACTOSIIEMY BOJHOBAIU
crpactu (cm.: [2, c. 710]). B aTom BbICKa3pIBaHUU
MPOSIBHJIMCH TPAJIHUIIUN PEHECCAHCHOTO OTHOIIICHUS
JUYHOCTH K 3€MHBIM TpHBS3aHHOCTSAM. [loaToMy
yesioBeka, no ciaoBaMm b. ITackans, Mydmiia «Mex-
Joycobuia pasyma U CTPacTeil», OH HEempepbIBHO
BOEBAJI caM ¢ c000il, 10O MPUMHPSIICA C Pa3yMoM,
TOJIBKO KOTJIa 6OPOJICS CO CTPACTIMHE, U HA0OOPOT.
B cBs3u ¢ aTEIM OH Bcerna cTpagan u OblT pa3aupa-
eM TpoTuBopeunsamu (cMm.: [8, c. 178]).
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Hpascmeennvie npunyunvl @panyy3ckux Mmo-
PANUCmos HaAWY ompasxicenue 8 KidCCUYUCmcKou
opamamypeuy. OTHON W3 CBA3YIONIUX OKa3alach
nuHus Ilackanme — PacuH, TBOPYECTBO KOTOPBIX
cOMMKaIoCh MPETBOPEHUEM YYEHHS SHCEHUCTOB.
ITo Teopuu romtanackoro ¢uinocoda K. Axcenus,
WCKYTIUTh IEPBOPOIHYIO BUHY M CHACTUCH OT CYIIb-
OBl MOXHO OBUIO, JHUIIH OCO3HAB CBOIO TPEXOB-
HOCTb, a 3aT€M — C IIOMOIIBI0 HPABCTBEHHOTO CO-
BepIIeHCTBOBAaHMS (CM.: [3, c. 65]).

[IpoGnema mpoTuBOpednss MEXIy pa3yMoOM U
yyBcTBOM (hyHIupoBama mpou3BeneHus Pacuna,
TBOPUYECTBO KOTOpOro I'eHpens xopouio 3Hai. Ero
paHHUe aHrnuiickue oparopun «chupb» (1732) n
«Atanusay (1733) 6putn HanTUCAHBI IO THECAM TOTO
(bpaHIy3cKOro IpaMarypra. Xapaxmephvie 05 He2o
MOHON02U, 20€ 2epou ObLIU NOKA3AHbI 8 COCMOAHUU
BHYMPUTUYHOCTIHO20 KOHQIUKMA U 20PbKO2O pac-
KasAHUsA, ABUNUCL YCMOUYUBLIM NPUSHAKOM U Mpa-
euueckux opamopuii I endens. TakoBBI HCITOBEIATb-
uele cueHsl Camcona, Cayna, Cemensi, Hesdas,
@Deo0phl B OTHOMMEHHBIX OpaTopusix, Hutokpuc B
«Banracape», Kieonarpsl B oparopun « AIeKCaHIp
bany, desaupsl B «[epakie», Mocuda, CumeoHna B
oparopuu «HMocud u ero 6pares», a TakKe Xpucra
B «ITaccuonax no bpokecy».

[Toka3piBast 3TUX TepOEB B BBIPAKEHUH IIPO-
TUBOPEYMBBIX UYBCTB, |E€HAENs WHTETPHPOBAI
STHKO-3CTETHYECKHE TEHACHIIMN OapOKKO W Kiac-
CHUIM3Ma, YTO CTajo BO3MOXXHBIM Oyarozmapsi €ro
SHIUKJIONEINIHOCTH, C TOMOIIBIO Y€ro OH BOMIEN
B Kpyr Bolgaromuxcsa meicaureneit X VIII Beka. I1o
cioBaMm P. Pommana, «Beiaukne HEMIIBI KOHIIA CTO-
neTusi, Takue, kak I'ére u I'epnep, He ObuTH OOMICe
CBOOOIHBIMY U 00JIce YHUBEPCAIbHBIMH, YeM ObLIT B
MY3BIKE 3TOT CAKCOHEII, IPOHUKHYTHIH BCEMH XyI0-
’KECTBEHHBIMHU MBICTIIMH 3amana» [12, ¢. 263].

KpurepueMm B 0CBOEHUH 3TUX MBICIEH SBUIACH
Hpaecmeennas ycmanoska I endens, komopas 6vina
chopmuposana ezo dmuyecKUM OMHOUIEHUEM K
oeticmeumenvrocmy. BCIencTBAE 3TOr0 OH BBIIIET
Ha ypOBEHb MOCTHMXECHHS MY3BIKH KaK OTpPa)KEHUS
JyXOBHO-IMOILIMOHAIBFHON KU3HU YeJIoBeKa (IO3H-
WS, YTBEPAUBIIASICS TONHKO B KoHIle X VIII Beka) u
B CBOEM BOIUIOIIEHNH 00Pa30B JMYHOCTH U HApoJa
co3/1aJ1 HeOBIBAIBIN IO 3HAYCHUIO M MACIITAOHOCTH
BEJIMYECTBEHHBIM, ONYXOTBOPEHHBIM KOHLEITOM
BEPBI, YCTPEMIIEHHBIA K (DEHOMEHY €IMHOMBICITHS
By oparopuu. Ilpu obpamennn k bory ono mopo-
JKAAJI0 ¥ TyMBI O 4eJioBeke. B TakoM nBycTopoHHEM
SBJICHUH, XapaKTEpPH30BaBIIEM OOpa3HBIA CTpPOU
TeHJIETIEBCKUX OpPaTOPHi, MPOCTYNUJIa aKTyalbHas
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MHpPOBO33peHYecKass IpobiemMa TOro BpPEMEHH, B
LIEHTPEe KOTOPOW HAXOMWIACh 2YMAHUCUYECKas
nmesl.

I'ernens, B3sB 3a 00pa3en; HPAaBCTBEHHO-PEIH-
THO3HbIE IIEHHOCTH, JOMHHHPOBABIINE HAJl 3€M-
HBIMH CTPAcTsIMH, ITOCTaBWJI 3a/ady CJIeNaTh JIo-
JIeil JTydIre ¥ TeM CaMbIM udeedhuyuposan (TEpMUH
M. CoxonoBa) cBOE opaTropuaabHOE TBOPUECTBO, B
KOTOPOM Tparmdeckas opaTopus cTajia CBOETO poja
MeTa)KaHpOM, 00JIIaBIIMM BO3MOKHOCTSMH HECTH
B Oyay1ee cBou nocnaHus denoBedecTBy. Ho mapa-
JIOKC COCTOSI B TOM, YTO KOMITO3UTOD, IepenaBas
CTpPEMJICHHE Tepos CIeNaTh Hamboyiee J0CTONHBIHA
MOpAaIILHBIN BBIOOP, HOKA3AN €20 6e3HA0EHCHOCMD,
nocpeocmeom uezo HPoABUN cebs He CHOAbKO KaK
cyey60 YepKosHbIll KOMROZUMOP, CKOLKO CEeMCKULL
XYO02UCHUK-hUI0CO, B OCHOBE MUPOBO33PEHUS KO-
TOPOTO JIeXKana XpPUCTOIOTUYECKas ITHKA.

OparopuansHoe Hacieane leHzaens, cOCTOSB-
mee u3 26 MPOU3BEACHHMA, OTHAKO, YIUBUTEIHEHBIM
00pa3oM paBHO pa3AeIIOCh HAa TParmdecKue 1 He-
Tparn4eckue, B 4€M MPOSBUIACH TUATEKTUIHOCTh
ero MeIieHus. B nBeHaamatn oparopusx («Amex-
canzp bam», «Aranus», «Auuc u I'anares», «Bai-
tacap», «l'epakim», «HeBdaitn®, «Meccus», «Cam-
con», «Caym», «Cemena», «Peomopa», a Takxke
«ITaccuonsl mo bpokecy») TiaBHbIE Tepor THOHYT,
a B nBeHazuaru («Bockpecenue», «Bridbop I'epak-
na», «Jledopa», «3pauis B Erunrey, «ucyc Ha-
BuH», «Myma Makkageit», «O Pagoctn, Ileuanu u
Mynapoctuy, «Oparopust Ha cirydaity, «lIpa3mauk
Anekcannpa», «Tpuymd Bpemenn wu IlpaBuby,
«ComomMon», «IchUpPb») — BCE OCTAIOTCS >KHUBBHI.
A MeXay TeMH W JIPYyTUMH OpaTOpUSIMH OCOOHSI-
koM cTosT «CycanHay u «Mocud u ero 6parbs»,
IJie TVIaBHBIE TePOH, HE 3Has O MPEACTOAIIEM CIia-
CEHHH, MEPEKUBAIOT MYKH, CPaBHUMBIE TOIBKO C
npeacMepTHeIMU. [1o3TOMy HaHHBIE TIPOU3BEACHUS
MIPOBOIMPYIOT HAa TO, YTOOBI BOCIPHHUMATH HX,
CKOpee, KaKk Tparudaeckue.

HNmenHo B Tparmueckoi cdepe My3bIKaIbHOU
KyJIBTYpBI B I€JIOM U Y [ @Hens1, B 4aCTHOCTH, MPO-
WCXOJWIIN TOpPa3UTENbHbIE XYyIOKECTBEHHBIE OT-
kpeitusa. Co3maB rajepero TpareAniHbBIX 00pa3oB,
OH MUNU3UPOBAT UX KAK XApaxmepbsl, BHYTPEHHEE
CONIEp’KaHUe KOTOPHIX, MO HaOmompeHmio A. Mu-
XalioBa, B EBPOICHCKOM pPa3BUTUU «OBUIO Kak
OBl BRIBEpHYTO “M3HAHKOW Hapyxy » [10, c. 214].
OTa «BBIBEPHYTOCTH» B TBOpUecTBe | eHzaens mpo-
M30IIJI1a TIOTOMY, YTO KOMIIO3UTOP, B OTIMYHE OT
IPEYECKOTO MPEICTABIECHUS O XapakTepe, Ie OH
O3Ha4aJl «BHEIIHUI 3HAK BHYTPEHHETO» [TaM xke],



Gy~ MexAyHapoaHbI oTaeA ® International Division 2017,1

CZIeTIal aKIeHT Ha 00pa3e «BHYTPEHHETO YEJI0BEKa» B nenom mupoBo33penue l'eHaensi, pacKpbiB-
(xonmerit M. JIroTepa), B KOTOPOM JYXOBHBEII MUpP  III€eCS B MPETBOPESHUH COBPEMEHHBIX MY PEIIUTH-
pacKabIBaJICS B HEIPUMHUPHUMBIX IIPOTHBOPEUMSIX C  O3HO-dTUUYECKUX HIeH, ObUIO 00YyCIIOBICHO KECT-
caMuM co0oit 1 oKpyxeHueM. [ epou ke, Mogo0HBIE  KOW COIMAaIbHO-TIOBEICHICCKON perilaMeHTaIlneH,
Xpucty 1 o3apEéHHBIC TPAHCIICHICHTHBIM CBETOM,  MPHUOMMKEHHE K KOTOPOHl B NEWCTBUTEIHLHOCTH
CTPEMUJIMChH K TyXOBHOMY COBEPILICHCTRBY, IEPSKU-  OBLIO COMPSHKEHO C MPUHYAUTEIbHBIM [101aBJICHHU-
Basl B €TO JOCTIDKCHUN MYYUTEIBHBIA MyTh. Botio-  eM B cebe mpupoaHbIX 9yBCTB. HOo MMeHHO Takas
asi TaKKe TPareIuiHbIe XapaKTephl, KOMNO3UMOp  PErIaMEHTALUs TOBEACHUS JINYHOCTH B OOIIECTBE
Nn008EN OAPOUHYIO IMUKO-ICMEMUYecKyo cucmeMy  COOTBETCTBOBaJa 3aJladaM HAa3UAATEIBLHOTO JKaH-
K @vlcuium eé npedenam, nNpubIu3ué K epanuyam  pa OpaTopuH, a IIAaBHOE — OTBedYaja ycTpemiie-
Knaccuuecko2o uckycemea snoxu Ilpoceewyenus u  HUASAM CaMOro KOMIIO3UTOpPA CHeaTh Clyllarelel
oasice 8 KAKOU-mMo Mepe Ux npeoooies. JTydIIe.

Asmop cmamvu cepdeyno npusnamenen ceroenegedy Upumne Koncon 3a psao yewmHvlx 3amedanuti
u coobpadicenuil, 8bICKA3AHHLIX €I0 8 npoyecce NOO2OMOBKU OAHHO20 Mamepuala K nyonuxayuu.

< MPUMEMAHUA (<

' O BocrpusTHH TBOpUecTBa [eHIENs B yCIOBHAX 3 HecmoTpst Ha TO, 4TO B oparopuu jao4b Mendas
TOTaJIMTapHBIX pekuMoB B ['epmanun XX Beka cm.: [17]. OCTaéTCs B JKUBBIX, JCUCTBYIOLIME JIULA 10 U3BECTHUS O
2 TlompoOHee 0 XPHCTOIOTHYECKON TeMe B TBOpue-  cnaceHuu Uduc nepexuBaroT eé cynp0y Kak Tpareauio.

cte I'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 mupoBo33spenns I. @. leHaean
B KOHTEKCTe ero opaTtopMaAbHOro TBOpYecTBa

CraThs MoCBsIIeHa MPOOJIeMe BBISBICHHS FCHICICBCKOTO MUPOBO33peHMsI. OCMBICIHBAIOTCS MHOTOOOpAa3HbIE, IO~
Yac B3aMMOUCKITIOYAIONIUE MHEHUS O PEIUTHO3HO-(PIIOCOPCKUX B3MIAAaX KOMIIO3HTOpPA. AHATU3UPYS HAYYHBIC
uzaen, chopMyITHPOBAHHEIC B Pa00TaxX MOCICTHUX JBYX JCCIATHICTHH, IPEUMYIIIECTBEHHO 3apyOCe)KHBIX YUEHBIX, aB-
TOP, OJTHAKO, C UX MHEHHEM coryiamiaeTcst He Bceraa. Mcxoas u3 BeicKa3biBaHU [ eHaeNst, CTpEMUBIIETOCS «CeNaTh
cIyliaTeney gyuiiey, pacKphiTh « HAUBO3BBIIIEHHBIE YyBCTBa» U PEIIUTh dTUKO-3CTETUYECKHUE 3a7aul B MOAXOIsI-
IIeM JUTSl 3TOTO «(PYHIAMEHTAIFHOM U TOP>KECTBEHHOM KAaHPE» OPATOPHUH, UCCICIOBATEIh BBIIBUTACT COOCTBEH-
HYIO KOHIIENIMIO MUPOBO33PEHUS KOMIIO3UTOPA, KOTOPYIO apTyMEHTHUPYET STUYECKOM CYLIHOCTHIO €r0 TBOPUECTBA.

Hacnenue I'engens paccMarpuBaeTcsi B KOHTEKCTE HJIEH MPEAIIECTBOBABIIMX U COBPEMEHHBIX €My MBICIUTENEH
kak penurunosusix (M. Jltotepa, XK. KanpBuna), Tak u cBerckux ([x. JIokka, 3. llledTcoepun, XK. Jladproiiepa, b. ITac-
kaist, K. Sucenns). [IpuHIIUNIMATBHO BaKHBIC HIIEH 3THX MOPAIUCTOB, MPETBOPEHHBIC B TEHACICBCKUX OPATOPHSIX,
CTaJIM UICTOYHUKOM TpareIMAHBIX 00Pa30B, XapaKTSPU30BABIINXCSA HPABCTBCHHBIM KOH(IIMKTOM, HA OCHOBE KOTOPOTO
KOMIIO3HTOP BOILIOTHII MPOOIEMy MOPAIBHOTO BBIOOPA, MIEPEKUTYIO B MyKax COBECTH. [103TOMYy HE CiTydaitHO 0O0JTb-
1I€ MOJIOBUHBI TeHAETIEBCKUX OPaTOpUil OKa3aauch BeIMYANIIMMU TPAarn4eCKUMU MIeAEBPaMU, K KOTOPBIM OTHOCSITCS
«Anekcannp bam», «Aramus», «Anuc u [anares», «Banracapy, «'epakmy, «erdait», «Mocud u ero o6patbsi», «Mec-
cus», «Camcony, «Cayn», «Cemenayn, «Cycannay, «Peogopay, a Taxxke «Ctpactu o bpokecy».

BrisiBiisiss MUpOBO33peHUYECKHE IPUHLIUIIBI [ eHaens1, onrMpaBIIerocs Ha KECTKYIO COIMAIbHO-TIOBEAEHUECKYIO pe-
TJIAMEHTAIIMIO YeJIOBeKa B OOIECTBE, aBTOP CTAThH MTOKA3bIBACT, YTO UMCHHO OHA COOTBETCTBOBAJIA 3a7a4aM HA3Ua-
TEJIHLHOTO KaHpa OpaTopuH, a IIIAaBHOE — OTBEYAJIa YCTPEMIICHUSIM KOMITO3UTOpa CIeaTh Ciyliareiaei myquie.

Kinrogesie cioBa: MmupoBos3perue [. @. I'ennesns, THIHOCTH KOMITO3UTOPA, )KaHP OPATOPUH, TPArudecKoe, pein-
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JUHANI NUORVALA AND MICROTONAL MUSIC:
INTERVIEW WITH A COMPOSER FROM FINLAND

VYBaxkaemble unTaTenu xxypHana «IIpobiaeMbl My3bikanbHOM Haykm»! [Tpen-

JlaraeM MHTEPBBIO ¢ uHCKUM Kommo3uTopoM KOxanu Hyopsana. becena co-
crosuiack 26 ceHtsa0ps 2016 roga Bo BpeMsl BU3UTA KOMIO3HTOpPa B MOCKBY
JUTSI UCTIOJTHEHUS €T0 MPOu3BeeHNH MOCKOBCKUM aHCaMOJIeM COBPEMEHHOM

My3bIKH B ['0Cy1apCTBEHHOM LIEHTPE COBPEMEHHOM MY3BIKH.

To the readers of the journal “Problemy muzykal'noy nauki/Music Scholar-
ship:” We are presenting an interview with Finnish composer Juhani Nuorvala.
The Conversation took place on September 26, 2016 prior to the concert of the
Moscow Ensemble for Contemporary Music, where his music was performed.

/l-p Aumon Poenep

Dr. Anton Rovner

*r—

Could you tell me about your early background
and your formative years? Where did you study and
with whom? As I understood, you studied in Finland
and in New York.

In the 1980s I studied at the Sibelius Academy in
Helsinki, where my teacher was Eero Himeenniemi,
a mid-generation composer and a student of Paavo
Heininen. H@meenniemi had been a founding
member of the well-known Korvat Auki or “Ears
Open” Society, a group of particularly talented
young modernists, among them Kaija Saariaho,
Magnus Lindberg and Esa-Pekka Salonen. I studied
with him for a long time, and for one semester I took
the time off from the Sibelius Academy and went to
Paris to study with Tristan Murail. I graduated from
the Academy in the early 1990s, and at one point I
got a Fulbright to study composition in the United
States at City University of New York with David
Del Tredici and a few other teachers.

Which composers provided an influence for you
when you were young?

I went to study with Tristan Murail, because
at that time, when I was in my twenties, I became
very interested in the French Spectral School. Other
than that, I was always fascinated with American
minimalism, which was very unusual at that time
in Finland. So I was perceived to be a strange bird
by my colleagues, due to my interest in minimalism
and American music in general. Not that my music
reflected that so much, when I was a student, but
later on in my life that influence began to show more.
In the mid-1900s I started to find my own voice as
a composer, and for the most part I left behind the
academic modernist style that was prevalent in the
new musical scene in Finland at that time and still
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is up to now. My journey to New York to study with
a famous neo-romantic composer reflected that
tendency in my musical tastes, as did my going in
New York in general, since for many years I was
very interested in the American Downtown music,
especially in minimalism and post-minimalism. I
already knew a lot of this music, which I had the
chance to hear in live performances for the first time,
when I went to New York in 1993-1994. By that
time [ had already been familiar with the composers
from the Bang on a Can festival, unlike, I suppose,
almost everybody else in Finland.

Another streak in my musical activities was
my ever deepening interest in microtonality or
alternative tunings, and that started very gradually.
Of course, the French Spectral School, which
fascinated me earlier, already had much to do with
microtonality. Since I was interested in this musical
trend when I was a student and even studied with
Tristan Murail, the microtonal aspect of Spectralism
became one more ingredient in this mix. I started
to incorporate microtones, namely, quarter-tones,
when I was still a student. Later I started studying
microtonality deeper and becoming more acquainted
with a broader assortment of styles and techniques
of microtonal music, as well as the theory of various
tunings and temperaments. I became particularly
interested in just intonation and the American
trends of microtonal music, in particular the music
of Ben Johnston. I already had this interest, and 1
knew about this when I came to study in New York
during the 1993-1994 academic year. But that did
not form a part of what I wrote at that time, and also
my teachers with whom I studied then were not in
the least into this direction in music. Still, I did meet
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some musicians who were important in this trend.
One significant meeting [ had was with composer
Joel Mandelbaum. I studied at the City University of
New York. Whereas my studies took place mainly at
the university’s Graduate Center, it was possible to
take courses at any of the colleges or universities
of the CUNY system. When I went to study at
CUNY, I knew that Joel Mandelbaum was teaching
at Queens College. I wrote to him before I came,
and it turned out that he had retired. But [ was able
to meet with him, and he showed me the Scalatron,
the microtonal keyboard built in the 1970s, which
was still working at that time at his studio at Queens
College. I have recently found an old cassette tape
of an interview that I took from him at that time,
which has not yet been published anywhere, and
I intend to have it published — possibly online —
because it is of interest to microtonal musicians.
Joel Mandelbaum told me about his work in 31-tone
equal temperament and showed me his compositions
in this scale. These were quite new things at that time
for me. He showed me his Woodwind Quintet and
gave me a copy of a few pages from the score and
a recording on a cassette tape, from a performance
put up by microtonal bassoonist and composer
Johnny Reinhard. Mandelbaum recommended me
very warmly that if | wanted to study microtonality,
I had to get in touch with Johnny Reinhard, whom
he described to me as a walking encyclopedia of
microtonal music. However, I had already been
aware of Johnny Reinhard and knew that he was
organizing the American Festival of Microtonal
Music. During my year of studies in New York I
went to the concerts of this festival, where among
other things I heard performances of the electric
guitarist Jon Catler’s microtonal rock band and
bought some cassette tapes.

So, as I understand, you started incorporating
microtones into your music around that time? What
kinds of microtonal tunings and temperaments did
you use in your music? Did you start with quarter
tones and then pass onto more complex tunings and
temperaments, like just intonation?

Yes, I started with quarter tones in 1990, and
then, in 1995 I wrote my first composition where
I incorporated just intonation, albeit only in one
movement, not in the entire piece. That went on for
quite a while, and I wrote musical compositions that
had sections or movements in alternative tunings,
most notably, just intonation. I used overtone
tuning in the kantele, for which I have written a lot
of music since that time. The kantele is a Finnish
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folk instrument resembling a zither. The concert
kantele is the modern version of the instrument,
which has tuning levers, which make it into a
chromatic instrument; they work precisely like
the pedals of the pedal harp, except that they are
adjusted with the fingers, not with the feet. My first
musical composition incorporating just intonation is
called Three Impromptus for clarinet and kantele.
That work has been quite popular among kantele
players, and as many as three CD recordings are
available. The part of the clarinet is challenging as
it incorporates quarter tones, sixths tones and just
intonation adjustments for pure thirds and sixths.
Similarly to many of my other compositions of that
time, the Three Impromptus for clarinet and kantele
were not written in just intonation throughout. So
I wrote a number of other compositions like that,
which had static harmonies for entire movements
or sections, basically presenting an overtone drone
of a chord from the harmonic series, somewhat
resembling Johnny Reinhard’s 128-note scale of
harmonics up to the 255th, except that in my pieces
I didn’t exceed the 15" harmonic. There was usually
a melody drawn over this static chord. As the years
went by, I started to write longer compositions, as
well as entire compositions in alternative tunings,
particularly just intonation. So in my microtonal
music I started to incorporate harmonic movement
and, eventually, counterpoint. Sometimes I compose
music in other tunings besides just intonation, but
most of my compositions are in just intonation or
involve approximations of just intonation.

What kinds of tunings or temperaments have
you used in your musical compositions, besides just
intonation?

Sometimes I write quarter tone music, although
quite rarely. In 2013 I wrote “Fanfare and Toccata”,
a composition for the Fokker 31-tone organ, (which
is located in Amsterdam, Holland) and viola da
gamba. So I have explored the famous 31-tone
equal temperament as well in my music and will
continue to do so in the near future. Recently I
have looked into more unusual types of equal
temperaments, although I have not written much yet
with them. I have been taken by 22-equal, which
has some very interesting properties. There has
also appeared a new branch of tuning theory, called
Regular Temperament Theory, which is practiced
mostly online, outside the academia. They have
useful new concepts and plethora of interesting new
tuning systems, which are given funny names, but
possess quite interesting properties. Thus, I have
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recently written music in the so-called “porcupine
temperament.” This unusual system has fourths that
are so narrow and minor thirds that are so wide that
stacking three minor thirds will get you to minor
seventh, which equals two fourths. That is how the
intervals combine in this “porcupine temperament,”
and this minor seventh turns out to be quite close
to the harmonic seventh or the seventh partial of
the overtone series. That is how this temperament
works. I used this temperament in my music for a
piece of dance theater called Omnipotens (2016,
Espoo, Finland), featuring an evening’s length of
spoken monologue and dance, and it is scored for
tenor saxophone and kantele, the latter being tuned in
this strange tuning. The saxophonist found the right
fingerings on his instrument in order to play in this
temperament and learned to play and improvise in a
7-note scale. So it may be said that in recent years |
have been widening my palette of different tunings.
For a long time in previous years | had worked only
in just intonation, but now I am interested in a larger
variety of different temperaments. This “porcupine
temperament” could also be tuned in 22-note equal
divisions of the octave, but in this case I used 96
equal divisions of the octave to tune it. It is not
necessary to use any small steps here, but the 96
equal divisions of the octave is where one can also
find this quasi-diatonic seven-note scale which I
used, and 96 was chosen because the transposition
interval of the tuning lever of the kantele, is 100
cents, obviously, ie. the standard semitone of
12-equal, and that interval also belongs to 96-equal
and is a logical chromatic alteration in this
temperament. So any of the chromatically altered
kantele notes belong to this temperament, too. That
is why I chose this particular equal division of the
octave — at the suggestion of a student of mine. The
aforementioned 22-equal scale has recently been
gaining some popularity among the microtonal
community, although written scores are still a rarity.
That is a particularly fascinating tuning system that
I intend to explore.

As I noticed from your CD, as well as from
your pieces that are to be performed in Moscow by
the Moscow Contemporary Music Ensemble, your
music tends to slant towards diatonicism, rather
than chromaticism. Is all of your music generally
diatonic with added microtonality?

Yes, it is true, although I do not use the term
“diatonic.” I usually say simply that it is tonal and
consonant. “Diatonicism” implies a diatonic scale,
and I do not usually work with scales, although I did
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in the dance piece that I mentioned. I usually work
with harmonies and harmonic progressions, and then
the scale comes as a by-product of that. I start with a
collection of pitches, and then I search for melodic
tunes, out of which my musical composition grows
and evolves.

Is it possible to obtain tonal, quasi-diatonic
scales with the “Porcupine” scale, the 22-equal and
the 31-equal temperaments?

Yes, exactly, that is what is derived from them.
The 31-tone division has a long history, having
been discovered in the 17th century by the famous
Dutch astronomer and physicist Christiaan Huygens
and propagated in the 1950°s by another Dutch
physicist, Adrian Fokker. It is almost exactly the
same as quarter-comma mean-tone, which was the
main tuning system for some two hundred years in
Western music. But “Porcupine” is not really a scale
— rather, it’s a temperament in the abstract usage
of Regular Temperament Theory. There are many
scales in that temperament, and various tunings
can be used for it, 22-equal and 96-equal being
two of them. Similarly, Meantone, in this abstract
sense, is a temperament where four fifths land on
the same pitch as (two octaves plus) a major third,
which means that the syntonic comma, or 81/80,
is done away with, or tempered out. Many scales
can be used in Meantone, such as major, minor,
the chromatic scale and so on. And many tunings
can be used for it, such as 1/4-comma meantone,
1/5-comma-meantone, 19-equal, 31-equal and even
12-equal. Porcupine, on the other hand, combines
intervals quite differently, and other commas in it
are tempered out — not the syntonic comma. And has
its own scales. There are thousands of such newly
discovered temperaments.

Could you name some of the most important
compositions of yours, which define your musical
style, and describe them?

There are two compositions of mine, which
I consider to be the most important in my entire
musical output. One of them is my Concerto for
Clarinet and Orchestra. It does not get played much,
due to the difficulties of getting contemporary
concertos performed. This work consists of five
movements, one of which is an accompanied
cadenza. It was written in 1998 in Helsinki and has
been performed four times around that time, always
with Harri Miki of Tapiola Sinfonietta as the soloist.
Its first movement incorporates just intonation
11th and 7" partials. In fact I arranged this first
movement into a version for bass clarinet and tape,
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and called it Concertino. It is included on my CD
on the Alba label. That movement of the concerto
was influenced by the music of dance-clubs, such
as techno and house. In the electronic version I
actually made use of real sounds of synthesizers
and drum machines. I’ve later made arrangements
of the solo part of Concertino for other instruments:
bass clarinet, trumpet, accordion, cello and electric
kantele. It gets played fairly often.

The other important musical composition I wish
to mention is my opera “Flash Flash,” which is written
entirely in just intonation. Only one of its three acts,
namely, the middle act, called Intermission, has been
performed as a semi-staged concert opera. The plot
of the opera is about Andy Warhol, and the librettist
was Juha Siltanen, one of the leading playwrights in
Finland — although the libretto is written in English.
It was completed in 2006, and the performance
of its middle act took place in 2009 at the Musica
Nova Festival in Helsinki with five singers and the
ensemble Avanti! conducted by Dima Slobodeniuk.
I have been trying to arrange a full performance
of the opera ever since then, but there have been
numerous obstacles, including a number of cancelled
performances, but we are continuing to try to find an
opportunity for a performance of'it. It created a lot of
interest among the contemporary music community
in Finland at the time of the sold-out performance of
the second act.

I would also like to mention another orchestral
piece of mine from 1996, which is called “Notturno
urbano.” It may be found online on Youtube, where
there is an excellent performance of it by Dima
Slobodeniuk conducting the Helsinki Philharmonic
— unfortunately, there has been no decent recording
of it on CD. This work was performed numerous
times after it was premiered by the Tapiola
Sinfonietta, and still is now and then. It is a very
dance-like piece, influenced by popular music. That
piece was performed once in Kiev, Ukraine, and one
Finnish orchestra took it to their tour in Japan. Of
the current repertoire that is played now, the pieces
that you are going to hear tonight, Boost for cello
and synthesizer and Ruoikkohuhuilu (Flute of the

Seaside Reeds) for alto flute and electronics — those
are both microtonal, electro-acoustic pieces that
are making their current round. In 2014, the Radio
Symphony Orchestra premiered my Septimalia, a
work in virtual extended just intonation for re-tuned
orchestra.

Where do you have your music performed in
Finland or in other countries?

My music is performed most often in Finland,
in new music festivals, such as Musica Nova,
Time of Music, Vintasaari, as well as in various
concert series. The new music scene in Helsinki
has recently become very lively, not least because
of the Music Centre, which was opened there in
2011. Sometimes my musical compositions are
performed in other countries as well. My piece for
alto flute Ruoikkohuhuilu was performed in New
York in March 2015 at the American Festival of
Microtonal Music, organized by Johnny Reinhard.
The Finnish electroacoustic group defunensemble
took Ruoikkohuhuilu in Australia and Boost to Kiel
and Berlin in Germany. I have some connections
with musicians in the Netherlands. This is in part
because the kind of contemporary music that they
compose and perform there is close to my music
in its aesthetics. The Netherlands Wind Ensemble,
with Finnish folk singer Sanna Kurki-Suonio and
kantele musician Eija Kankaanranta as soloists,
arranged a concert of my music as well as Finnish
folk music in my arrangements, in Amsterdam,
Groningen, and Maastricht in 2006, and then
took it to Prague in 2007. There is also a vibrant
microtonal scene in Amsterdam connected with the
recently renovated Fokker organ and the small but
very active community that arranges concerts. The
Fokker organ installed in the contemporary music
center, Muziekgebouw aan ‘t 1J, and their new
organist is a Finn, Ere Lievonen. So I have been
going there on and off. I am starting to work on a
commissioned piece for the Ensemble Scala, Ere
Lievonen’s group specializing in 31-tone music.
As far as my other important musical activities, 1
have taught composition at the Sibelius Academy in
Finland since 2011.
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THE MAIN ASPECTS OF GIUSEPPE TARTINI’S INFLUENCE
ON THE VIOLIN SONATAS BY IVAN KHANDOSHKIN

t the start of its history, the Russian violin
Aschool existed under the strong impact of

European culture and was guided primarily
by Italian musicians. The Russian nobility regarded
the Italians as setting great examples for imitation,
and entrusted them with the leading artistic positions
at the court. For example, composer and conductor
Giuseppe Sarti served at the Russian court for
decades and actively assisted the promotion of
Italian music. Within a short period of time, the
Russian Empire became one of the most progressive
cultural centers, attracting a multitude of European
musicians, while producing its own indigenous
talents, many of whom were taught by Italians.
Consequently, the first Russian musicians, most
notably violinists, violists and singers, frequently
applied Italian models and techniques in their
performances and musical compositions, adhering
to the public demand for Italian music. The works of
Italian violinist-composers formed and comprised
the primary violin repertoire at the Russian court of
the 18™ century, influencing the later developments
of the Russian violin school.

Ivan Khandoshkin was a connoisseur of
Italian music and was recognized as a master
of improvisation in the Italian style. Although
Khandoshkin managed to become the first
Russian violinist, raising the Russian school of
violin performance to the level of a self-sufficient
musical phenomenon, it is important to remember
that he constantly turned to European models in
his performance and his composing. According
to various documental records, including the
catalogue from the Moscow Foundling Home!, Ivan
Khandoshkin was thoroughly familiar with the violin
works of Pugnani, Boccherini, Vivaldi, Corelli,
Tartini, and others. Furthermore, fostered by Italian
violinist Batista Tito Porta, Khandoshkin worked
closely with some of the leading Italian musicians,
adopting their techniques and performing traditions.
Being an avowed improviser, Khandoshkin was also
one of the few Russian violinists (if not the only)
to be treated equally alongside the famous Italian
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guest-virtuosos. A number of successful Italian
violinists — F. Giardini, F. Fiorillo, G. Albetrazzi, F.
Tardi, and especially F. Sartori and A. Lolli, were
Khandoshkin’s competitors on the Russian stage for
many years, and directly influenced his performing
and compositional style, encouraging him to attain
perfection in the performance of Italian music.
Ivan Khandoshkin was also known as a passionate
follower of Giuseppe Tartini, having adopted the
methods introduced in Tartini’s treatise ‘7rattato
di musica secondo la vera scienza dell'armonia,’?
which had not been published in the Russian Empire
at that time, but, very likely, had been brought to the
Russian court by Italian musicians.

As a solo violinist, and practicing orchestral
musician, Ivan Khandoshkin, had an extensive
knowledge of Italian music, with its techniques and
stylistic nuances, which he was capable of adopting
while composing his own solo violin music in
the Italian style. However, notwithstanding the
abundance of Italian violin composers at that time,
it was still Giuseppe Tartini’s violin music which
had the greatest effect on Khandoshkin’s violin
sonatas, especially on his manner of treatment of
the bow technique. The influence of Tartini is also
perceptiblein the special attention Khandoshkin gave
to the violin timbre, supporting it with considerable
expansion of the violin range. Following the
European models in his violin sonatas, Khandoshkin
utilized the compositional principles of eighteenth
century sonata form, paying special attention to the
clear differentiation of the two main theme groups.
This manner of application of the sonata form also
most likely came from the methods of Tartini, who
actively promoted dramatic, technically challenging
violin music based on profound contrasts of themes.

The influence of the artistic concepts and
methods of Giuseppe Tartini may be disclosed
in all the violin sonatas by Ivan Khandoshkin
and is distinctly apparent in many aspects of
Khandoshkin’s violin music.

Let us review the main aspects of Tartini’s in-
fluence on the violin sonatas by Ivan Khandoshkin:
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Like Giuseppe Tartini, Khandoshkin was
interested in broadening the expressive potentials
of the violin, aiming to expand its vocabulary by
introducing new techniques and performing methods.
This endeavor furthered the dramatization of violin
music, which, according to Tartini, had the necessity
of expressing all types of human emotions in order to
reach new artistic levels in violin performance. It is
interesting that in many ways Giuseppe Tartini was
guided by the authoritative theoretical works of the
Italian Kapellmeister, Gioseffo Zarlino,* one of the
first music theorists to promote the idea that music
“must affect the human’s soul, and incite diverse
human emotions.” So, in this sense, Tartini’s violin
performing style, with its technical innovations,
was inspired by this progressive philosophical
idea from the past, and also was influenced by the
Italian concitato (“agitated style”), which had been
widely used in early Italian Baroque music. Ivan
Khandoshkin, in his turn, most likely possessed
the knowledge of the Italian concitato, because
music in this style (including a number of works
by Claudio Monteverdi) had been performed at the
courts of Saint-Petersburg. Moreover, close analysis
of his solo violin sonatas indicate some influence
of the Italian concitato as well, demonstrating a
certain connection to the rhetoric that was typical,
not only for Baroque music, but especially for the
compositions of Giuseppe Tartini. For instance, there
is an extraordinary example in the second movement
of the Sonata in G minor in which Khandoshkin
uses agitated and persistent, repetitions of a very
dissonant interval (the minor second) in order to
intensify the dramatic culmination (Example 1).

1. Sonata in G minor (II)
Allegro assai
H 1 . i‘ ﬁ # # g N
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At that time dissonances in music were very
sparse and possessed a passing function, whereas,
in Khandoshkin’s case, dissonances are deliberately
usedasanimportantelementofmusical development.
Such use of dissonance in a Classical composition
of the eighteenth century undoubtedly demonstrates
Khandoshkin’s boldness as a composer. Therefore, it
is possible to state that Ivan Khandoshkin’s interest
in expanding the technical and expressive potentials
of the violin was in many ways inspired by Tartini’s
ideas and elaborations about the dramatization of
violin music and performance. At the same time,
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by adopting these innovative ideas and methods of
Tartini, Khandoshkin was able to elevate them to a
new level;

As a consequence, the dramatization of violin
music created a noticeable impact on the overall
concept of the sonata cycle. Giuseppe Tartini would
typically compose deeply contrasting movements,
presenting a wide range of different emotions
and feelings to the listener. Similarly to Tartini,
Khandoshkin’s solo violin sonatas demonstrate an
extreme diversity of emotional states designated by
different sections of the form. Khandoshkin’s sonatas
would typically start with a darker ‘tragic’mood, move
to lighter colors, then return to a certain melancholy
at the end. This artistic logic assisted Khandoshkin in
the creation of comprehensive, and cohesive sonatas,
which have evolved into a well-organized cycle.
The presence of several contrasting musical themes
connected Khandoshkin’s sonatas to the style of
early Classicism with its concise forms. Combining
this with an active type of musical development
demonstrated the Baroque through-composed form,
resulting in an advanced overall style. This intricate
balancing between clear-cut sonata structure and
through-composed form also comes from the style
of Tartini’s violin sonatas. As for the influence of
through-composed form, it is possible to draw some
connections to Italian Baroque violin sonatas, and,
more specifically, to the trio sonatas by Corelli.

All of Khandoshkin’s violin sonatas demonstrate
the influence of Italian theatrical drama, which may
also be traced in Tartini’s works for violin solo.
Both Tartini and Khandoshkin incorporated the
main principles of Italian theatrical drama in their
music, implementing the dramatic theatrical solo
monologues, which alternated with the orchestra
or chorus. This artistic method was advanced by
Giuseppe Tartini, who claimed that solo violin music
needs to be based on human speech which, according
to him conviction, would be helpful in composing a
comprehensive solo piece. The strong connections
between rhetoric and music were typical for the
Baroque era, but in Tartini’s violin sonatas these
bonds often played a decisive role in the process
of writing a melody. Similarly to Italian drama and
the violin music of Tartini, Khandoshkin’s sonatas
contain episodes of recitation, which imply the
characteristics of an actor’s speech (including the
well defined recitative-like phrases, diverse fermatas
and/or pauses, various leaps, etc.) For example, in
the second movement of the Sonata in G minor he
introduces a recitative-like episode (Example 2).
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1. The presence of traits of vocal music of Khan-
doshkin’s sonatas, primarily in the type of melodicism
used and application of such bowing techniques as
legato, reflected the influence of Italian opera as
well. Since Khandoshkin composed his sonatas in
the Italian style, it was obviously his intention to
implement not only the general features of Italian
music, but also certain characteristics of Italian
opera. He accomplished this by focusing mainly
on the famous lamento with its descending short
musical phrases, pauses, and short lyrical motives
that typically represent the emotions of sadness or
melancholy. One such example can be found in the
first movement of the Sonata in G minor (Example 3).

3. Sonata in G minor (1)

Maestoso

2.Thevocalnature ofthe melodies is also dictated
by the composer’s appeal to Russian melodicism.
Even though, in his sonatas, Khandoshkin did not
utilize Russian folk songs the way he did in his
variations, some of the episodes do display the
influence of Russian folk song, as reflected in the
harmony. For example, in the opening of the third
movement of the Sonata in G Minor, Khandoshkin
included an episode that is based on a repeated
secondary dominant progression, followed by
leading tones (C—C#) in bass line, which is typical
for Russian lyrical folk songs (Example 4).

4. Sonata in G Minor (I1I)

This requires the violinist to imitate Russian
two-voice singing in order to create a stylistic,
and coloristic, contrast to the rest of the piece. It
is interesting that this movement is written in the
form of variations — Khandoshkin’s favorite genre
to utilize in his works based on Russian folk songs.
It follows that the elements of Russian melodicism
introduced in the opening theme constitute the
harmonic structure of each successive variation,
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5. Variation III
Andante con variazzioni m T~ m’ =

Such reference to folk song harmony in the
sonata genre, which is clearly different from a direct
quotation of melody, is likewise derived from the
methods of Giuseppe Tartini, who asserted that “in
order to be a good violin player, it is important to be
a good singer.” Tartini himself often incorporated
Italian gondolier folk songs in his works.

Since Tartini was known for developing violin
bowing techniques, he paid special attention to
the right arm, focusing on producing a strong and
rich sound. Like Tartini, Khandoshkin was clearly
interested in improving right hand techniques. For
this end he made use of various double- triple-
and quadruple-stops, string crossings-over and
staccato passages, all of which require the use, and
good distribution of the ‘weight’ of the right-arm
(Examples 6-8).

6.
Maestoso
S
7.
Andante con variazzioni
e o o o '3 '3 s 2 e =
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8.
Andante Maestoso
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To continue elaborating on the impact of Tartini
on Khandoshkin’s violin sonatas, it is necessary to
review another aspect of this influence more closely.
As has already been demonstrated, Khandoshkin
was guided by Tartini’s approaches in many ways,
and the use of cadenzas seems to be another domain
where Khandoshkin applied some of Tartini’s
methods.
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episodes, inserting them in the different sections of bl .

the form of the respective work. At certain times, I Cres

he would write down these small cadenzas, but - 7

more often he would place a fermata, or a longer

note, at the end of the musical phrase (cadence) or Khandoshkin:

larger section, implying that the violinist should L Pk e,

improvise on his own, developing the main musical Erter

material of the sonata in a virtuosic manner. This

method stems from Italian Baroque music, where

soloists were expected to improvise on long Khandoshkin:

fermatas, impressing the public with their ingenuity \ R

and virtuosity, enabling the other musicians of the %ﬁm

orchestra prepare their scores, re-tune, or switch

bows, without distracting the audience. As a soloist

and orchestra concertmaster, Khandoshkin was Khandoshkin:

often obliged to improvise during his performances —

of Italian operas, concertos and various works for J!E—%

chamber ensembles, which evidently developed
his skills of improvisation in the Italian style, and
affected his own music.

Similarly to Tartini, Khandoshkin incorporated
something similar to “natural” and “artificial
modes”,® as well as “florid” (artificial) cadences
which, in his case, imply large-scale improvisations.
In Tartini’s interpretation modes did not mean
keys, but implied a method of creating and then
incorporating embellishments and ornamental
figures (or short cadenzas) into the music. According
to Tartini, natural modes are small embellishments
which the performer can feel intuitively and are
“taught by Nature herself”.” Artificial (compound)
modes are applied according to bass progression
and should vary the main melodic material of the
musical work. In the case of these it was preferable
for the composer to write them down and insert
them into the cadential points of the melody, or in
any other spots in the music, regardless whether
or not the melodic phrase was completed. Tartini
also suggested including either florid (artificial)
cadences® in places marked with a fermata or long
notes which suggested this fermata to be held as
long as the performer wishes, “at his own will”.? The
“cadences” may occur at melodic cadential points,
or where the melody stops, thereby completing
the melodic line naturally. The following are a
few examples that demonstrate the similarities
between the methods described in Tartini’s treatise
and fragments from Khandoshkin’s sonatas, once
again demonstrating Tartini’s influence on the latter
(Examples 9—12).
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Generally speaking, in Khandoshkin sonatas
the natural and artificial modes are applied as
ornamental figurations within or at the end of
musical phrases and often have a fill-in role,
whereas the artificial cadences, present in the
music in the form of improvisatory cadenzas,
depending on where they are placed in the
composition, could possess a developmental,
transitional, or conclusive function. By applying
these methods to his sonatas, Khandoshkin allows
the performer to demonstrate not only his or her
originality in using ornamentations, but also to
prove his or her artistic talent while improvising
the “florid” cadenzas.

Since Khandoshkin’s performing and com-
positional practice was closely connected with
the art of improvisation, it would be appropriate
for the violinist performing the composer’s
music to include at least some short impromptu
embellishments in these sonatas. The complexity
of'the method of modes, and the overall singularity
of Khandoshkin’s style may create difficulties for
the violinist in regard to improvisation. While
performing Khandoshkin’s sonatas, the violinist
must carefully choose not only the optimum places
in the music for the “modes” and “cadences”,
but, more importantly, their respective styles and
techniques which comprehensively represent the
specificity of Khandoshkin’s music. Furthermore,
the properly chosen techniques take on special
significance, because they assist greatly in the
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overall stylistic and structural cohesiveness of the
musical work.

The method of modes in Khandoshkin’s
interpretation has a very free improvisatory
approach and is typically associated with
complex ornamental figurations during or at the
end of a musical phrase. Some inconsistency in
Khandoshkin’s score markings, most likely, comes
from a tradition of the eighteenth century, when
composers often neglected to indicate most of
the tempo and dynamic indications, leaving this
prerogative to the performers. Conforming to
this tradition, Khandoshkin usually supplied his
scores with very sparse score markings, making
it difficult for the violinist to determine the best
place for natural and artificial modes. Despite this
difficulty, the violinist still must carefully choose
the place for any kind of embellishment, in order
to prevent a breakup of the melodic cohesiveness.
Generally speaking, the best instances for
embellishments would be at the melodic cadences,
pauses in between two musical phrases, and notes
of longer values (half-notes or longer). The spots
where there is a large leap in the melodic writing,
as well as the notes marked with trills, also present
good instances for bringing in more elaborate
ornamental figures.

As has already been mentioned, the florid
cadences in Khandoshkin’s sonatas may carry
different functions. If the fermata sign, denoting
the place for a cadenza, appears at the end of a
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' Russian: Mockosckuii Bocnurarensubiii  Jlom

[Moskovskiy Vospitatel’nyy Dom].

2 Padua, 1754.

3 One of the most famous Italian music theorists
(1517-1590), who was also a composer and the
Kapellmeister (maestro di cappella) at the Cathedral of
St. Mark.

4 See: [2, p. 53].
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melody or a larger musical section, the violinist
should focus his improvisation on the affirmation
of the main music material, rather than on its
development, and create a type of virtuosic coda.'®
In places where the note or musical section (phrase)
following the fermata, is preceded by any kind of
embellishment (mode), the violinist must end his
or her cadenza in such a way as to create a smooth
transition to the next note or section with no break
in the melodic line. While improvising a cadenza,
the violinist must adhere to the overall style of the
musical composition, while diversifying it with
different bowings and colors. However, all the
bowings not introduced before in the music, must be
incorporated with caution, in order to avoid stylistic
inconsistency and to prevent possible break-up of
the musical and stylistic cohesiveness.

Khandoshkin became the first Russian violinist
and composer to develop the genre of the violin
sonata and its violin techniques to a greater extent
than any other Russian violinist or composer of the
eighteenth and nineteenth centuries. This was only
possible because of his unparalleled understanding
of the existent genre of the violin sonata and his
unique ability to combine this knowledge with the
European performing traditions. All three of his
sonatas for violin solo were obviously composed
under a strong Italian influence, and became the
first and, in my opinion, the best examples of such
works written in Italian style by a native Russian
composer.
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¢ The terminology of Giuseppe Tartini, introduced
in the second part of his “Traité des Agréments de la
Musique”.

7 Tartini, Giuseppe “Traité des Agréments de la
Musique” (English translation by Cuthbert Girdlestone).

8 What we would call a cadenza.

°See: [2, p. 135].

19 Different music theorists provide different terms of
this: codetta, micro-coda, short closing episode, et.
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The Main Aspects of Giuseppe Tartini’s Influence
on the Violin Sonatas by Ivan Khandoshkin

The outstanding Russian violinist Ivan Khandoshkin has comprehended profoundly the traditional Italian musicians
who exerted an influence on his music and performance. The greatest amount of interest was demonstrated by him
in the achievements of Giuseppe Tartini. The author of the article, examining Khandoshkin’s sonatas, demonstrates
their closeness to Tartini’s aesthetics and compositional techniques. Along with the general tendencies of the bow
technique, interpretations of the timbre of the violin, expansion in the range of the instrument, the more essential
aspects of Tartini’s influenced are accentuated: gravitation towards the Italian style of concitato (in particular,
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the usage of dissonant instruments); a reliance on the peculiarities of the operatic recitative; manifestation of the
specificity of the operatic style of lamento; transmission of the vocal nature of folk melodicism; balancing between
concise structural organization (with profound contrasts between the respective sections) and a through type of
development; expansion of the technical possibilities of the right hand (the enrichment of the strokes). Special
attention is given by the author of the article to Khandoshkin’s cadences, perceiving an adherence to the methods
of Tartini in this sphere as well. Thus, Khadoshkin’s indication of the fermata (or a sustained note) at the end of a
musical phrase or section presumes the improvisation by the performer, carrying out both a decorative and a form-
generating function. Deepening the violin’s expressive capabilities and bringing in new performance techniques,
Khandoshkin was the first to develop the genre of the violin sonata in Russia. This became possible as the result of
his unique talent of unifying his own practical habits with Western European performance innovations.

Keywords: Ivan Khandoshkin, Giuseppe Tartini, the Russian violin school, the Italian violin school, the solo violin
sonata, technique of violin playing.

OcHoBHble acneKkTbl BAMsiHUA Axky3enne TapTuHu
Ha CKpUNu4Hble COHaTbl MBaHa XaHAOLUKMHA

Beinatommii pyccknii ckpunau MBan XaHIOMKUH TyOOKO MOCTHT TPaIUIMHA UTAIBSIHCKHX MY3bIKAHTOB, OKa3aB-
LIMX BJIMSHUE HA €r0 TBOPYECTBO M MCIIOJHUTENbCTBO. Hanbonpinii HHTEpEeC OH MPOSBUI K AOCTHXKCHHUSM BEJIH-
xoro J[xy3enne TapTuHu. ABTOp CTaThy, paccMaTpuBasi COHaThl XaHIOIIKHHA, TOKa3bIBACT UX OJIM30CTh 3CTETHKE,
KOMIO3ULIMOHHBIM npuémamM TaptuHu. Hapsny ¢ oOuiyMu TeHISHIMSMH TEXHUKH CMBIUKa, TPAKTOBKH CKPHITNY-
HOTrO TeMOpa, paclIMpeHus Tnuara3oHa HHCTPYMEHTa, BBIICICHBl HanOoJjee CyIeCTBEHHbBIE acleKThl BO3ACHCTBIS
TapTuHuU: TATOTEHHE K WTANBSHCKOMY CTHIIIO cOncitato (B 4aCTHOCTH, MCIIOJIb30BaHUE AMCCOHUPYIOIINX HHTEP-
BaJIOB); OTIOpa Ha 0COOCHHOCTH OIIEPHOTO PEYNTATHBA; BOILIOLICHNE ClIelM(UKK OonepHOro cTwiis lamento; niepe-
Jlada BOKaJLHOW NPHPOJBI HAPOAHOHW MENOAMKH; OalaHCHPOBAaHHE MEXAY YETKOHM CTPYyKTypHOW opraHu3anuei (¢
ITyOOKMMH KOHTpacTaMH paszelioB) M CKBO3HBIM Pa3BUTHEM; PACHIMPEHHE TEXHHYECKUX BO3MOXKHOCTEH IpaBol
pyku (oboramenne mrpuxoB). Oco0oe BHUMAaHUE aBTOP CTAThH YIENseT KaJeHINsAM XaHJOUIKHHA, yCMaTpuBas U
B 9TOH chepe cinenoBanue merogam Taptunu. Tak, ykazaHue XaHIOMIKHUHBIM fermata (100 BIIEp)KaHHONW HOTBHI)
B KOHIIE MY3bIKaJIbHOH (pa3bl WIIM pa3jelia IMoipa3syMeBaeT UMIIPOBU3AIMIO UCIIOJIHNTEIS, BBITOTHSAIONIYIO KakK Je-
KOpaTUBHYIO, TaKk U (hopMooOpasytomyro GyHKINHU. YIIyOssisi BEIpa3uTeNIbHbIC BOBMOXKHOCTH CKPUIIKU U BHEIPSS
HOBBIE UCIIOJIHUTENIbCKHIE NPUEMBI, XaHIOUIKUH NEPBBIM Pa3BUI )KaHP CKPUMMYHOM coHaTsl B Poccun. D10 cTano
BO3MOXKHBIM O1arosiaps €ro yHUKaJbHOMY TaJlaHTy 00beAMHEHHsI COOCTBEHHBIX IIPAKTHUECKUX HABBIKOB C 3aIla/HO-
€BPOINENHCKUMHU UCTIOTHUTEIbCKUMU HOBALIUAMH.

Kirouessie cinoBa: Ban XangowkuH, Jxy3enne TapTuHH, pycckas CKpUIIMYHAS LIKOJIA, UTAJBSIHCKAs CKPUITNY-
Hasl IKOJIA, COJIbHASI CKPUITNYHAs COHATa, CKPUITMYHAS TEXHUKA.
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A DISCOURSE ON THE NATURE OF WOMEN IN MUSICOLOGY

However, I am not longer sure what MUSIC is.
Susan McClary

l. Foreword

In his discussion of the so-called New
Musicology in one of his articles Stefano
Castelvecchi characterized himself as “a linguist
from Mars: a visitor to the American academia from
outer space (i. e., from Europe)” [2, p. 185]. Since
even Castelvecchi considers himself as a Martian
alien coming down to new academic ground, from
where may I then be regarded (a citizen of Eastern
Europe gazing at Western Musicology in a futile
attempt to discern where the “old” is and where the
“new” 1s)? I must be from another galaxy, or even
further; perhaps, the best is to describe me not as
a human being, but a creature of the downworld
(according to the famous Tanith Lee, the new wave
British fantasy novelist), learning the humans’ way
of thinking and speaking. And, of course, the first
thing that legendarily frightens all the dwarves and
ghosts, is the subject of Gender Musicology (the
post-Soviet scholar discovers the freedom to write
about subjects which he could recently only dream
of), which is essential and of the greatest interest
to all newcomers.

It is of no surprise that music appears as the
realm of different sexual metaphors; contrarily,
music seems to be just the one among the whole
array of different human activities, all of which
are indisputably tied to sexuality. The ‘“new
musicologists” speak about matters quite foreign to
the true domain of musicology (as it was represented
in the Old, previous, but not in the New scholarship);
their subject matter includes, for instance, non-
traditional sexuality (“the experience of himself as a
gay man in music” by Philip Brett) [ 1]; different sorts
of “differences” (Ruth Solie) [9], political problems,
governmental and class relations, etc. According to
Susan McClary, one of the most prominent apostles
of the new scholarship, the construction combining
gender and sexuality “is probably the most obvious
aspect of feminist music criticism” [4, p. 7]. As she
writes, “music is [...] concerned with the arousing
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and channeling of desire, with mapping patterns
through the medium of sound that resemble those
of sexuality” [Ibid., p. 8]. Thus, the new scholarship
intends “to develop the musical semiotics of gender:
a set of conventions for constructing ‘masculinity’
or ‘femininity’ in music” [Ibid.]. The same aspects
are discovered by McClary everywhere, and she
discusses them in the same manner as if she spoke
about vulgar pornographic movies: for instance,
her brief remarks concerning several of them (“the
musical representations of masculine bravura or
feminine seductiveness in Indiana Jones movies”
[[bid.]; her extraordinary thought about Jaws:
“the vagina dentate,” etc) [Ibid., p. 16]. Only a
glance at the “beginning pages” of her voluminous
research shows that there is something more than
the astonishing imagination she possesses (both
her adherents and opponents willingly accept
that). What kernel is covered by that “astonishing”
metaphorical stratum?

1. The Quest for the Woman'’s Identity

McClary affirms that “throughout its history in
the West, music has been an activity fought over
bitterly in terms of gender identity.” Considering
these words, it is of no surprise that McClary still
continues fighting bitterly, while she unmasks the
real male or female identity in different musical
strata. Thus, her descriptions of Beethoven’s
“musical sins” quickly became well-known in the
public media: she points out such features as the
“assaultive pelvic pounding,” “sexual violence” and
“the throttling, murderous rage of rapist incapable
of attaining release” in his works [5, p. 7].

Later we shall return to the question of the
wording and the possible reasons for McClary’s
wrath concerning Beethoven’s rapist tendencies.
Now from here it is easy to trace the woman’s
identity in music, which ostensibly should be the
opposite of the embodiment of Beethoven’s “terrible
gender” in sound.
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Polarizing femininity against masculinity
resides in the majority of feminist writings; a
woman is an entity that may not be articulated
in isolation, but must be presented in opposition,
in reverse, or pointed as a response to a certain
other entity. It is perhaps this fact which discloses
the hidden weakness of “women’s uplifting” (or
“butchering up,” as McClary expresses it), which
still needs an oblique approval by male authority
[see, for instance, 8]. Thus, just as has been shown
above, the feminists start their explanations
about women by describing the opposing side.
And certainly this makes clear immediately
that discourse of the following kind leads us
to quite an exposed and negative connotation
of women. As Martha Minow declares, “when
we identify one thing as unlike the others, we
are dividing the world; we use our language to
exclude, to distinguish — to discriminate” [6, p.
3]. Considering this statement, one may ask why
do women provide exclusion of themselves, but
not of men? The idea of female “weakness,”
against which feminists protest so resentfully,
could be considered as nothing else but their own
fantasy. According to many studies by feminists,
the following dichotomy of males / females is
represented in accordance to the schemes of order
/ chaos, intellect / feelings, spirit / body, culture
/ nature (these examples do not contain anything
blameworthy yet; but keep reading); attraction
/ repulsion, wisdom /| insanity, good / bad (that
is the essential meaning, the overall root for the
entire list), etc. I shall cite the same McClary: “the
‘feminine’ is weak, abnormal, and subjective; the
‘masculine’ strong, normal, and objective” [4, p.
10]. Judging feminist theory as a whole, the woman
embodies the discourse of “otherness,” which is
always opposed to the masculine “rightness.” And
certainly the defensive stance is unavoidable and
essential for feminists; this explains many of their
“strange” moves.

However, these antinomies seem to be slippery,
deceptive and imprecise, failing to reflect the entire
variety of real phenomena of gender in their actual
reality. For instance, since they accept the opposition
of culture / nature (among the examples are those of
Ellen Koskoffand Suzanne Cusick), why do they not
take for granted such an opposition as civilization
and culture (which we do not find among their
examples), popularized by another very famous
Western philosopher, and not at all containing any
discrimination against women? (In his book “The

Decline of the West” Oswald Spengler demonstrates
the first entity, “civilization,” in quite a negative
light in comparison with the second, “culture.”)
However, a single exception does not challenge the
overall negative scheme. Thus the most misogynist
studies, such as those of Otto Weininger, became
fundamental for both feminists and for their deadly
enemies.

Observing the aforementioned construction, I
make bold to affirm that it is fallacious to follow
that twofold, black-and-white construction,
since the real dichotomy of gender is much more
complicated; and the real goal for feminism should
lie beyond the mentioned dichotomy. Later we
shall discuss arguments both pro et contra for that
version of feminism.

Among the more or less positive definitions for
women, feminists choose the symbol of the “body”
(as opposed to the “mind”) and their favourite
“pleasure” (versus men’s “desire”). The discourse of
the body is something underestimated by European
civilization, which is why the acquittal of the body
presumes for feminism a way of re-discriminating
of woman herself (“resurrection of the fleshly,”
as McClary points out). The idea of pleasure also
possesses immeasurable value and significance: just
in order to emphasize that McClary devotes plenty
of pages of her study, constructing the appropriate
fundament which consists of many parts from the
treatises of respected philosophers and theorists.
“Far from finding pleasure to be trivial,” Foucault
then announced that “pleasure thereby becomes
political rather than private — it becomes one of
the principal means by which hegemonic culture
maintains its power” [4, p. 29].

Political implication is another thing that stirs
feminists; music is not only a sexual but a political
act. That is one of the reasons for the accusation
against Beethoven: his implied image as a “rapist”
offends all women.

However, the constitution of these antinomies
should be considered as the first stage of “gender
construction” in music, provided by feminists,
followed by the system of peculiar and highly
detailed definitions: the bar-line is quite opposite
to the round-shaped notes; the “masculine” and
“feminine” cadences are defined by whether “the
final chord of a phrase or section occurs on the
strong beat” or “it is postponed to fall on a weak
beat” [Ibid., p. 9]. Everything is this world is
dissected, split in two, everywhere we are forced
to recognize the feminine and masculine features.
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That is why this total dichotomy is required:
everything becomes simple and clear; whatever
is masculine cannot be feminine. The arrow
shape, release, ratio, the domination of tonality
on one side; roundness, prolongation, sensibility,
the enfeebling of tonality on the reverse. If there
is tension and release, that presumes sexual
ejaculation, and the beat of the cadence shows us
whether it is man or woman who has the climax.
Simply for the price of the overall condemnation
of women, for the sake of fastening them to the
position of “badness” (as opposed to everything
that is positive, as a reminder), women’s nature
starts to be identifiable, visible and capable of
being manipulated in the latter discourse. Since the
theoretical background of that sort of feminism is
apparently too weak (or “feminine,” if you wish),
we shall not discuss it anymore, but turn instead to
the question of how this “women’s discourse” is
put into practice.

I1l. Representations
of the Female in Music.

In this section I shall concentrate on many
different representations of women by Susan
McClary, Ruth Solie and others.

According to the Review by Paula Higgins on
McClary’s study “Feminine Endings,” ‘McClary
has a considerable gift for interpreting music as a
cultural paradigm, and whether or not one accepts
her metaphors and agrees with the broad conclusions
she draws from them, her writing about music is
passionate and compelling” [3, p. 183]. McClary’s
major point is to identify the tradition of women’s
madness, which became the essential condition for
women’s state of consciousness in Western opera.
She concentrates on Monteverdi’s operas, declaring
that they created a model for depicting women in
opera, failing to describe another state of affairs
evident in the most famous operas, as with Verdi’s
and Puccini’s operatic heroines, who do not embody
the tradition of the insane hysterical woman on the
whole. Nevertheless, her description of Bizet’s
Carmen might be regarded as a work of genius of
originality and deserves a special attention.

But first we must cast a glance at the question
of tonality / dissonance, which, surprisingly, takes
on specific importance in the case of Carmen.
McClary provides a meaningful discussion
concerning Schoenberg’s “Theory of Harmony”
which describes a path leading to the dissolution of
tonality. According to our genius of interpretation,
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“the political revolutionary [Schoenberg], who
boldly demands sexual license, is nowhere to be
seen” [4, p. 107]. After the period of anarchy (the
depiction of the mad female in his Erwartung), he
turns back to the idea of supreme rational control:
“so that anarchy would not ensue, but rather a
new form of order. I may add, however, that this
new order will soon begin to resemble the old,
until it becomes completely equivalent to the old”
[Ibid., p. 108]. According to this, not atonality, but
chromaticism itself means femininity, the opposite
of tonality. Equipped with these analytical tools,
McClary provides her reading of opera with many
piercing insights.

The melodic line of Carmen is obviously
chromatic, which reflects the main heroine’s state
of “otherness” (see the “Habanera”). She is a real
feminist heroine, the opposite of the officially
ordered masculinesociety and conveyingawoman’s
“bodily outlook” (which greatly corresponds to the
well-known fact that confuses many researchers
of her non-traditional operatic representation in
dance-songs instead of arias). McClary points
out Carmen’s musical distinction, as opposed to
the totally diatonic Micaela (not to mention her
emphasized sexual morality); the same type of
“lyric urgency” distinguishes Don José (“the most
painful mama’s boy in the history of opera”) [7,
p. 35]. Meanwhile, the similarly chromatic and
sensual toreador is seen as the real protagonist
for Carmen, notwithstanding the impossibility of
their mutual atonal coexistence. “Since Carmen is
chromaticism, she must be destroyed, musically as
well as dramatically, by the upholder of bourgeois
tonal order,” Higgins writes [3, p. 181]. “Bizet’s
musical strategies [...] set up almost unbearable
tensions that cause the listener not only to accept
Carmen’s death as ‘inevitable,’ but to desire it” [4,
p. 62].

Among some of the other perspicacious ideas
of McClary I shall emphasize one which, in my
opinion, nevertheless, I would consider very
dubious. I have in mind her entirely shocking
explanation of the famous scene with Carmen and
José singing his “Flower Song” (about his staying
in prison and “fevered longing and dread” about
Carmen). The melodic line with a barely attained
culmination moving gradually in several approaches
up to the final burst, along with the literary text with
masochistic submissions (discovered by McClary),
leave her no doubt (and seemingly not Carmen
either) that José’s confession of his masturbatory
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practices is represented. That is why it comes as
no surprise that Carmen immediately rejects his
love with anger (I would determine her action as
a dramatically unpredictable move), while their
distinctions and integrity to the diametrically
opposed worlds of the masculine and the feminine
amplify to a greater extent. “He reconverts her
back into a distanced object of desire even in her
presence; he manages ‘to transcend’ only by so
doing. [...] José’s moment of greatest passion
is his self-absorbed monologue, his internalized
metaphysical narrative that has no room for another
human voice” [4, p. 59]. The thorough description
by McClary does not actually disaffirm the validity
of another point of view, especially since Don José,
after all, has no need of being defended by women,
in particular, who succeed in their counterattack.

For me it is questionable that the main content
of this aria is so immutably clear and indubitably
tied to his pervasive practices (while dreaming
about sex with Carmen). We do not have to forget
that it is she, not he, who widens the distance
between them, forcing José to perform his painful
confession about his hidden thoughts (she does
that because of her own guileful desire to ensnare
him into their gypsy journey); moreover, among
the peculiarities which as far as I know all the
feminists (at least, it is true of Susan McClary)
obviously fail to observe, is not merely the
presence of sexuality, but its quality and temper.
Sexuality may be discovered everywhere in every
human activity, even in any type of thought, but
it is embodied very differently, depending on
the specific state and grade of sublimation (a
component which is not earnestly elaborated in
musicology, and yet determined as being highly
significant in psychoanalysis). McClary does
not provide any serious proof of her statement
concerning José’s sexual activity. Meanwhile, the
ultra-sublime spiritual gradation with its present
symbol “flower” (embodying the other, vegetative
type of love, which does not wither due to the
spiritual energy of the true lover, whose tensioned
and narrow-shaped expression is compatible
not only with sexual ejaculation but also with
religious prayer) by all means makes possible
the appearance of the divine, supreme ecstasy of
the main hero, which is not shared by the body-
occupied Carmen.!

Nevertheless, the point touched by McClary
seems to be incredibly intriguing; I am able
to construe the same paradigm in many other

operatic realms (examples include numerous
operas by Puccini, Verdi, etc). We may rejoice
for Cavaradossi and Calaf, who sing their arias
(similarly possessing the greatest and most
intense culminations, narrating about their
beloved women) during nights of silence, not
in the presence of their lady-loves, who are not
aware of the abstract signification they possess for
their lovers involved in their nightmarish actions.
Otherwise, Tosca, perhaps, would not die for her
lover; incidentally, the figure of Turandot, who
kills nice young men in memory of her violently
raped mother, provides for a most appropriate
example of a modern feminist; and the way in
which Turandot escaped her own vicious practices
is also rewarding and possible prescription for
today’s feminism.

V. Behind the Masks: Criticism
and the Essential Goals of Feminism

We have dwelt enough on McClary’s morbid
imagery. Incidentally, the final chapters of her book
(where she dwells upon ingenious rock musicians,
such as Laurie Anderson and Madonna) are of the
greatest interest. The possible advantages of her
method I would like to turn to later, after we touch
the question of the criticism against her (especially
because her writings have really presented a fertile
field for various attacks). “Is music inviolate? Can it
withstand indefinitely our search for an explanation
of its appeal?” [11, p. 11] Peter van den Toorn poses
this question about this at the very beginning of his
book, which establishes a positive answer to that
problem. The goal to overturn McClary’s position
seems to be essential for van den Toorn, since both of
the researchers are polarized in all possible aspects.
Whereas McClary proclaims in the Introduction to
her work that she is “no longer sure what MUSIC
is” [4, p. 19], and that music is a political act, van
den Toorn starts immediately with a declaration that
“musical works can become objects of affection,
faith, and love. They can speak to us indirectly, cut
through to the heart without deliberation, without
verbal approximation” [11, p. 11].

The entire polemics between McClary and van
den Toorn lies beyond the scope of this article (taking
into consideration McClary’s response and many
other moves by their supporters and adversaries).
The major aspect of van den Toorn’s criticism is to
cleanse music from this ideological foam, clarifying
its own meaning using the old analytical methods
which van den Toorn intends to vindicate. (The
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entire chapter in his work is titled “In Defense of
Music Theory and Analysis.”) “Beethoven the
Pornographer. Beethoven the Sexist. [...] Analogous
to ‘vulgar Marxism,” in which man is reduced
to ‘economic forces,” ceaselessly scrambling for
food, shelter, and reserves, McClary’s feminism
reduces him to his sexual needs, to a groping about
for release, as it were, and then to socioeconomic
arrangements by which that release is secured”
[Ibid., p. 38-39]. In his polemics against McClary,
van den Toorn finds many lapses in her own logical
constructions (including diametrical changes of
wording in citations from her earlier writings, which
show her uncertainty in regards to the problems
she discusses) [Ibid., p. 34]. The most convincing
point of his position emerges not in criticizing
the notorious McClary, but in extending her own
“feminist side of the argument”: “no doubt our
sexualities reach into every crevice of our beings;
their pulls and attractions are a part of daily life.
But this, too, may be precisely the point. Diffuse
and reaching everywhere, sexuality is potentially
a part of everything.” According to him, feminists
need to elaborate their specific research methods
and tools in order to establish a direct link between
sexuality and music (which most likely does not
exist). Otherwise, “sex and sexuality may be of
no more assistance in coming to terms with music
than they are in dealing with [...] other works and
activities,” “including athletics, cooking and card-
playing” [Ibid., p. 42—43].

As convincing and substantial enough as his
explanations are for us, they undoubtedly enrage
McClary and her devotees. Ruth Solie’s article
“What do Feminists Want?” [10] turns out to be
the most vociferous among the fighters; she stems
her arguments from the ostensibly remote domain
of human rights and goes even further. “On this
side of the curtain it’s not an academic exercise: a
female is raped every six minutes in this country;
at least one girl in four now twelve years old in the
United States will be raped at some time in her life
” 110, p. 409]. I cede to Solie in competing with
her regarding statistics of any kind (remarkably,
how much work should she dedicate to explore
the archives which she claims as the proof which
has nothing to do with musicology, as it used to
be when it still was the old variety). All of these
proclamations are made in response to van den
Toorn’s plea that legislation has already solved
women’s problems. On the contrary, if we take
into consideration Solie’s position, we are given

the impression that this problem has not been
solved at all, having been prolonged forever;
whereas statistics, as one may assume, will always
be frightening and appalling (come to think about
it, why not turn to the other terrifying question of
why the average lifespan for men is shorter than
that of women?). Incidentally, I find that Solie
is correct in turning most remotely away from
ordinary scholarship: she really does respond to
her own main question “what do feminists want.”
In other words, what they really want lies distantly
far beyond musicology; it seems that they merely
need to establish a new variety of scholarship.
According to McClary, what they wish for is quite
likely to change the world. As she states in one
of the final chapters of her “Feminine Endings”:
“Think of it. Think of it as. Think of it as a new
way. Think of it as a new way of structuring time”
(4, p. 147].

V. What is Feminism For?

Inasmuch as I must disagree with McClary’s
entire treatise, I am absolutely all for the latter
quoted statement. I would really like to believe
that feminism has its own sublime purpose, which
should proceed in precisely the realms announced
by McClary and many others. The body is really
underestimated by our intellectual civilization;
and the well-known postulate by Kant “the laws
should rule, but not the people” must be changed,
in my opinion, to quite the opposite state of affairs.
One of the novels by Ursula Le Guin narrates a
story about the invasion of a remote planet by
humans, where they enforced an aggressive and
vicious policy. The aborigines residing on the
planet were absolutely peaceful, living under
matriarchy and incapable of waging war. After
a series of horrible actions carried out by the
invaders (raping the women, murdering the local
people, etc), the aborigines learn how to fight back
and kill, eradicating the humans off the planet. The
last surviving of the humans, the most cruel and
unprincipled of them, is captured, but they cannot
kill him because of their inability to carry out one
additional immoral act, even if it is required by
the new law. The individual approach vanquishes
the collective one (‘essentialism’, as Ruth Solie
states in her articles); and the man, nevertheless,
is allowed to live.

In this context, does feminism in musicology
correspond to these ideas? Do we see anywhere
any condemnation of war or cruelty in whatever
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guise, any new approach to individuality, or any
denial of autonomous blind-law pitiless practices?
If feminists do wish to achieve such goals, it
is imperceptible yet in the perspective of their
grandiose scenes of battles against Beethoven,
Schenker, Peter van den Toorn, etc. However,

Gy —

! Since McClary’s book is abundant with many
different anecdotes about her students, I would also
like to share the topic of discussion which was held
by my friends and me when we were students at the
Conservatory. The action of blackmail carried out by
Carmen towards Don José in response to his painful
and sincere confession confirmed our most misogynist
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A Discourse on the Nature of Women in Musicology

The article discusses the phenomenon of gender musicology (a trend of the so-called new musicology), viewed
through the lenses of a foreigner, of a representative of a different national school of musicology (namely, Russian).
The article questions the basic fundamental concepts of feminism in musicology — particularly the black-and-white
vision of almost everything, from barlines to musical genres and forms — where we always forced to recognize
masculine and feminine features. The focal point of the essay is the criticism viewpoints of Susan McClary, who is
one of the founders of this discipline. Another case is constituted by the discussion of one of the most well-known
and picturesque examples of feminist critique: Bizet’s opera Carmen, which is the showcase for numerous ideas
of musical feminists — namely, the juxtaposition between the body-oriented outlook of Carmen and spiritual and
bourgeois outlooks, the music- and gender-related mechanism of creating the musical and conceptual ‘desire’ to kill
Carmen, and so on. Additionally, of positions critical gender musicology are discussed — epitomized by Peter van
den Toorn’s critique of musical feminists, and his subsequent counteraction against their position. Finally, the essay
questions the essential role and value of feminism, part of which is formed by gender musicology.

Keywords: masculinity and femininity in music, Gender Musicology, Anglo-American musicologist.
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AMCKYpC >K€HCKOIM NPUPOAbI B MY3bIKO3HAaHUMU

Cratbs paccMaTpuBaCT HAIIPABJICHUEC I'CHACPHOI'O0 MY3bIKO3HAHUA B aHITIO-aMCPUKAHCKOM MY3BIKOBCICHUN; KPDUTHU-
YECKOMY PacCMOTPEHHUIO MOJBEPracTCsl OCHOBHAsI TeOpeTHUECKast 0a3a MaHHOW JAMCUHUIUIMHBI, €€ TePMHHOIIOTHS U
KOMILJIEKC TJIaBHBIX UJIEH, @ UMEHHO: «4E€pHO-0eIblii» NPUHIIMII pa3/ie]eHus] BCEro M BCsS Ha Chepbl MACKYIHHHOTO
U (eMHHUHHOTO, OTCYTCTBUE 00JIee CI0KHOTO U aJIeKBaTHOTO MOHATUITHOTO anmapara u T. 1. K npumepy, Bo BcéM,
BKJTIOYasi KaK MY3bIKaJIbHBIE AHPBI, TAK U 3HAKH HOTHOTO MHChMa, TaKke TpeOyeTcs ycMaTpuBaTh Be3AECyIUe
NPU3HAKHA MAcCKYJIMHHOTO U (heMUHHMHHOTO. [T1TaBHBIM 00BEKTOM paccMOTpeHus BisitoTcs padoTsl C. Makkiepu —
UX SI3BIK, KOHLEIIIMH, TOJyYHBIINE HAHOOJIBIIYI0 U3BECTHOCTD (CTaThs, yTBepxkIatomas, 4ro Jleparas cumpoHus
BberxoBena npezacrapnser co0oi akT U3HACUIIOBaHUA). BMecTe ¢ TeM, B TaHHOMW cTaThe JeJaeTcs MOMBITKAa PacCMO-
TPETb U JOCTOMHCTBA I'CHACPHOI'O MY3bIKO3HAHMS, B CBA3H C YEM aHAJIM3UPYIOTCA B3IJIA/IbI HpeﬂCTaBHTeHeﬁ JaHHO-
rO HalpaBJICHHs Ha NOKaszaTelabHbIN npumep — onepy «Kapmen» XK. buse, rie ssBcTBEeHHO npencTaBiieH KOHGINKT
Pa3IUYHBIX MOAXOA0B (UICOJIOTHI) — TEIECHOH, )KEHCKOM, CBOOOTHOMN, — M MYKCKOH, JYXOBHOM, Oypikya3Hoii. Pac-
cMaTrpHBaeTCs TeKyllas nojeMuka My3bikoBenoB-pemunucros ¢ [1. Ban-nen TopHOM, a Takke oOcyxaaercs: boyiee
HUPOKOEC 3HAYCHUC q)eMI/IHI/ISMa B MY3bIKO3HAHUH, CCTOAHAIIHEM MUPEC 1 O6IJ.[GCTB€.

KiroueBnie ciiopa: MACKYJIMHHOCTb U (1)GMI/IHI/IHHOCTL B MY3BbIKC, ICHACPHOC MY3bIKO3HAHUEC, AHITIO-aMCPHUKAHCKOC
MY3bIKO3HAHUEC.
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KOAAEKTUBHAS OTMEPA-BAAET «<MAAAA» (1872):
MEPBbIN BbIXOA B CBET

3narenbeTBo «A-R Editions» (MuanTow,

CHIA) B cepun «HenaBHue uccieqoBaHms

B obnactu My3bIku XIX — Ha-
yajia XX BEKOB» OIMYyOJHKOBAJIO Kja-
BHp 1oj Ha3BaHueM: «Mmama (1872).
CueHsl U3 KOJUIEKTUBHOM OmephI-Oa-
sera e3aps Kron, Monecra Mycopr-
ckoro, Hukonas Pumckoro-Kopcakosa
u Anekcannpa bopoamnHa. Pemakiims
AnnOpexta ['ayba» (centsiops 2016).
DT0 TO caMO€ COYHMHEHHE, O KOTO-
pom Bnamumup BacunseBuu Cracos
cKazan B cBoeil kHure o bopoaune:
«Bce ToBapmmu ero m camu coszia-
BaJI B TO BPEMsI U3yMHUTENbHBIE CIie-
HBI Juis “Mnaasr”’; sBunuchk “Komo”,
i “msicka” U Xopel — y PumMckoro-Kopcakosa;
CIleHa M COH SIpommpa, siBJIeHHE 3710TO OOXKECTBa,
Mopensl — y Kiou; mectBue claBSiHCKUX KHS3€H,
OombITasi HapOAHAsI CIICHA Ha IUTOMIATH, ‘‘CITyXKe-
Hue YépHomy ko3my” — y Mycoprckoro; HO Bce
OHM OBUIM HEBOJBHO TPHHYKACHBI CO3HABAThH
rpOMagHOE, B HACTOSIIEM CIydae IOIaBiIIoIIee
MepBEeHCTBO boponnna, n ¢ TIyOOKOW cHUMITaTHEH
Ipy>XOBl M YIWBJICHHUS TPEKIOHSUINCH MEpe] CBO-
UM 000XKaeMbIM ToBapuIeM. ‘“WmonoxepTBEHHBII
xop Panmeracty” m “mysT kHa3s SIpoMupa ¢ KHSDK-
HOil BoiiciaBoii” Bcero Oornee mopaxanu MX, Kak
U Hac BCeX, OMMKaWIIMX 3HAKOMBIX bopomuHa»
[3, c. 30].

KomnnexkTnBHOE COUMHEHNE AONTOE BpeMs OBLIO
CKOpee JICTEH/ION, YeM peaJbHBIM OOBEKTOM IS
WCCIeNOBaHus. «5 OOHAPYKHUIL, UTO 0 MEHS MY3bI-
KOBEJIbI paccMaTpuBaiu “Mitagy” Kak HeTIOCTHKH-
MBIH, 3aKpBITEINA “4épHbli AmuK’. OHU HE H3yda-
M e€ coxpaHuBIIHecs (HparMeHThl camHu 1o cede.
Cxopee, OHM HW3y4Yald TO, YTO TONYYHIIOCH TIPH
nepepaboTke My3bIKH “Mmaapl”, BKITIO4asi 0OIImp-
HbIe paszenbl oopoauHckoro “Kusizs Urops”, n —
B MEHBIIIEH CTENIEHU — MY3bIKY, COMMHEHHYIO paHee
W UCTIONIb30BaHHYIO B “Muiane”y, — mumier [ay0 Ha
MepBBIX cTpaHunax Beenenus [7, p. ix].

«A-R Editions» criennanu3upyercs: Ha BbIITY-
CKE KPUTHYECKUX H3IaHUH, CHA0XKEHHBIX COJIMI-
HBIM Hay4HBIM ammnaparoMm. «Miama» — He UCKITIO-
geHue: u3 544 cTpaHUIl HOTHBIH TEKCT 3aHUMAET
okosio 400 (BxTIOUasi MPWIIOKEHUS), OCTAIBHOE —
nccaenoBanue, 0030p UCTOYHUKOB U TEKCTOJIOTH-
yeckne koMMmeHTapuu. Ctporo roops, «Mmama»

Mlada (1872)

Scenes from a Collaborative
Opera-Ballet by César Cui,
Modest Musorgskii, Nikolai Rimskii-
Korsakov, and Aleksandr Borodin

Edited by Albrecht Gaub

o1 s siion o

MpencTaBiieHa He B BHJIE OTACIBHBIX CIEH, Kak
ykazaHo Ha obnoxke. IlepBoe neiicteue (Kion) u
gerBeproe (bopomuna) mocnme Hayd-
HOW PEKOHCTPYKIUH AILOpexToM
l'ayOom AByX CIieH OKa3aluCh IIOJ-
HBIMH. MIX My3bIKa BIIepBbIE OITyOIH-
KoBaHa 0Oe3 3HAYUTENBHBIX H3MCHE-
HUW, BHECEHHBIX Krou npu m3nanuu
I netictBust B 1911 romy, a Pum-
ckuM-KopcakoBbIM — mipu 00paboTke
B 1889 romy ¢uHaIBHBIX HOMEPOB
IV netictBus. Bo II u III geiicTBusX,
nopy4yeHHblx Mycoprckomy u Pum-
ckoMy-KopcakoBy, J1€MCTBUTEIBLHO
MHOTO JIaKyH. YacTHYHO WX MOXHO
3aMOJIHUTH Onarofapsi MpUBENEHHON
B KOMMEHTApHSIX «CJIOBECHOW DPEKOHCTPYKIIHI.
[TsaTe1il KOMITO3UTOP, paboTaBmuil Hax «Mitanoii»
B 1872 romy — JlrogBur MuHKyC, KOTOPOMY HO-
cTajach HamOoNbIIasg 4acTh OaNETHBIX HOMEPOB.
MuHKyC TpeACTaBI€H OTACIbHBIMU NHECAMU W3
coOctBeHHoro Oanera «Mmama» (1879), koropsre,
CKopee BCero, ObUIM COYMHEHBI emé sl KOJUICeK-
THBHOU omeprl-0anera. Ouu BeuIn B [letepOyp-
re (1879) B ¢poprenuaHHOM NEPEIOKEHUN HEKOTO
I'epmana Paitabomnnaa.

AnnOpexTom ['ayOoM B 001IIe#i CIIOKHOCTH HC-
TTOJIB30BAHO 27 PYKOMTUCHBIX HICTOYHHUKOB (HE CIATAS
MO3AHCHIIINX U3aHH ), XPAHAIIUXCS B OMOINOTEKE
Cankr-IlerepOyprckoit  koHcepBaropuu, Poccuid-
CKOM HalMOHaJbHOM OnOnuoTeke, PoccuiickoM MH-
CTUTYTE€ MCTOPHHM HCKYCCTB, Bcepoccuiickom My-
3eHOM 00BEeTMHEHUH MY3bIKAIbHOW KYJIBTYpPBI UM.
M.U. I'nusku 1 OubaroTeKe MapuHHCKOTo TeaTpa.
B mpunoxenusx HapsiLy ¢ BapuaHTaMH OTJECITbHBIX
creH, akcummte pykormcu «CrieHsl Topray My-
COPICKOTO M OTHENbHBIX TaHIeB MUHKyca IpuBe-
JeHa HeOOobIIas XpecToMaTus TEKCTOB 0 «Muiaze».
B neé Bouum m3BectHble (parmeHTsl pabor Cra-
coBa M «Jletonncn Moell My3bIKAJbHOU JKHA3HU»
Pumckoro-KopcakoBa, MeHee HU3BECTHBIE OTPBIBKU
n3 HewsmaHHOW kHuru IlaBma AsekcanmpoBuda
Jlamma «llommmaHBIE TEKCTHI omephl “Miama” u
“Kus3s Urops” bopoanHay n coBceM HEM3BECTHBIE
razeTHeie peueH3uu Ha uzganue Kiou I neiictBus
omepsI-0aneTa U Ha WCIOJIHEHHUE 3TOTO IEHCTBHS B
Muxaitnosckom Tearpe 13 despans 1917 roga, emé
MIpH JKM3HU aBTOpa ¥ 3a CUMTAHHBIE JHM JI0 HaYaja
PEBOIIOIHHL.
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Omnepa-6ayeT, 0 KOTOPO# CYINIIH, TIIAaBHBIM 00-
pasom, co cioB CracoBa nu Pumckoro-Kopcakosa
Y TI0 OTJIEJIBHBIM ONYOJIIMKOBAaHHBIM (pparMeHTam,
Temeph IpejacTana B BUIE, OJU3KOM K IOJTHOMY.
MOXHO OLEHHTh U KOHCTPYKTHBHOE MBINIJICHUE
Boponuna, n moas nojabckoi my3sl Kiou — ypo-
J)KeHIa BuiibHO ¥ yueHnKa MOHIOIIKO, YTO OKa3a-
JIOCh OYEHB KCTATH IIPHU COYNHEHHUH OTIEPHI O 3a1Maji-
HBIX ciaBsiHaX. B nienom konnextuBHas «Miana»
(3a BeryeTOM BKJIaa MUHKycCa) MpeACcTaéT «aBaH-
rapJHbIM» COUMHEHHEM «Morydeil Ky4ku», Ioj-
HBIM JEP3KUX IKCIIEpUMEHTOB. W KOHE4HO, 3TO
ApKUN 00pa3zer MmpesoMICHUSI PyCCKUMH KOMIIO-
3UTOPAMH POMAHTHYECKONH ICTETHKH. DCTETHKA
3Ta MNPUMEHUTEIBHO K MY3BIKAJIBHOMY TeaTpy
cepennasl XIX Beka emé HemaBHO OblIa y Hac
MO IOJIO3PEHHUEM, HO TeIEPh, KOT/Ia OJJHA 33 JAPY-
roii MOSBJISAIOTCS pabOThI, MOCBAIIEHHBIC OllepaM
Meiiepbepa, oHA IPUBIIEKAET BCE OONBITUN HHTE-
pec.

HccnenoBarenbckas 9acTh U3MaHUS 3HAYUTEIb-
Ha. AnpOpexT ["ay0 onmpaeTcst Ha Oorarbie MaTepu-
ajel cBOeH MoHorpaduu [6] U B JOBOIHHO CKATOM
TeKcTe naéT orpoMHbIi 00bEM nHpopmariuu. [pex-
CTaBIICHBI TEHE3HC OInephl-0anera M IMOPOJUBIIUC
3TO TMpowW3BeNeHHe HaydHble HHTEepechl (CTemaHa
AnexcannpoBruda leneoHoBa, cBeieHHS O IMOab-
CKHX CJaBSIHAX W WX S3b[Y€CKOM ITaHTEOHE, PEKOH-
CTPYKIIUS JINOPETTO, aHATTU3 CTUXOTBOPHOU METPHU-
ku. IIpociexeHsl ucToprs N3aHNs, UCTIOTHEHUS U
u3ydeHus: «Miaap, IPUCYTCTBYET TaKKe Xapak-
TEepPUCTUKA OTAENBHBIX HOMepoB. Tak, o «Ciuene
BoiicnaBer 1 Mctuoa» (Kron) roBopurcs: «3T1oT
HOMEp B JIEHCTBUTEIHHOCTH NPEACTABISAET cOOO0M
MOHOJIOT MCTHBOS, JIMIIb €IUHOXIBI IMpephIBac-
MBIl KOPOTKOH perinkoil BolicaaBel — MpeKkpacHblii
oOpaser Toro, uro Krou 1 ero CTOpOHHUKH Ha3bIBa-
7M1 “METIOANYECKUM PEYUTATUBOM’, [TO €CTh] CTpO-
ro CHJUIA0MYECKOTO MeHHs Ha (JOHE [TeMaTH4ecKy |
HE3aBHCHUMOTO aKKOMIIaHEMEeHTa. TOHaJIbHOCTh —
Es-dur (BbiOpanHas, BEpOsITHO, 32 CBOM ‘‘Tepouye-
CKre” KOHHOTAIlMN), OJTHAKO MPH KJIF0Ye BCETO JIBa
o6emoirst. B takrax 22-25, xorma MCTHBOI BIIOMH-
HaeT yomiicTBo Mmazapl, 1 BHOBh B TakTax 51-52,
KOIZIa OH 3acTaBiisieT BoiiciaBy BOPOXXUTh, My3bIKa
MoayupyeT B d-moll — TOHaIbHOCTb, ACCOLUUPYIO-
IIYIOCS ¢ CHJIAMH 3J1a Ha MPOTSHKEHUH Bcel “Mia-
oer”» [4, p. 282].

Hackonbko HHTEPECHOW M HEOKUJIAHHOM cTa-
HOBUTCS UCTOPHUS KOJUIEKTUBHON «Mianp», eciu
paccMaTpuBarh €€ IeTalbHO, MPHUBJIEKAs MaKCH-
MaJbHOE YHCIIO MCTOPUYECKUX HCTOYHUKOB, JIET-

KO TI0Ka3aTh Ha IPUMEpe TeHe3uca oneprl-oanera.
Kax Bersicamn I'ay0, crokeTHasi KaHBa 3aMMCTBO-
BaHa u3 Oanera @umunmo Tamsorm «TeHp» Ha
My3bIKy JlromBura Maypepa (1839). Ob6pamenne
mupekTopa HWmmepatopckux TeatpoB lemeoHo-
Ba K HCTOPUHU IMOJIAOCKHUX CJaBSH OOYyCIIOBICHO
€ro Hay4YHBIMU HCCIIETOBAaHUSAMH, MPUBEAIINMH K
nosiBnieHnio kKauru «Bapsru u Pyce» [5]. B 1870
roxgy ['emeoHoB mpenmosaran IOCTaHOBKY OajeTa
«Mmamga» ¢ my3biko Anekcanapa HwukomaeBudaa
CepoBa. Cmepts CepoBa momeriana OCymeCcTBUTh
9TOT TuIaH. Torja AMpeKTop 3aaymal ornepy-oaner
Ha MY3bIKy HECKOJIBKMX KOMMO3UTOpoB. Korma u
3TOT 3aMBbICENI HE yHaJCs, OH PEIInI MPeBpaTUTh
JTMOPETTO B OMEPHOE, MEPEBECTH €T0 Ha UTAIIbSH-
CKMH s3BIK M npemioxuth Jxysenne Bepau wuc-
MIOJIHATh TIOJYYWBIIEECS MPOU3BENEHNE CHIAMU
Uranpsackoit Onmeper B Iletepbypre [5, p. xv—
xviii]. U3 aroro mnaHa Tokeé HUYETO HE BBINLIO,
omHako B 1879 romy mosiBriicst Oamer MwuHKyca
u Ilernna «Mimaga», a B 1892-M — onHOMMEHHAas
onepa-6aner Pumckoro-Kopcakosa.

My3bIka, HaJ KOTOpOil y4aCTHHKH OajaKupeB-
CKOTO Kpykka paboraimm B 1872 romy, 3adactyro
TaKKe€ UMEET MPEABICTOPUI0. MyCOPICKUil UCIIONb-
30BaJ Marepual «IBaHOBOM HOUYM Ha JIbICOM TOpEeY,
necHto u3 coopuuka banakupera, pparmentsr «Ca-
nam6o» u «llaps Dmumay, bopoauH — CKHU3BI 3a-
OpomeHHoro B ToT MOMeHT «KHus3s Uropsi», a Kion
— teMbl U3 «HoTHOTO ankbomay, KOTOphIi Haya Be-
ctu B BumbHo emé B 1850 romy (CTpaHHIIBI U3 3TOTO
anp00Ma ¢ HaJAMMCSAMH Ha TOJIbCKOM SI3BIKE TIPUBeE-
JEHBI B BUIE (haKCUMMUIIE).

OrpomHBI MHTEpEC MpencTaBiseT mpobdiema
BarHEpPOBCKOTO BIMSHHUA Ha 3aMBICENl M MY3BIKY
onepei-Oanera. Kak m3BectHo, Pumckuii-Kopca-
KOB B3sJICS Ha cBOI «Mmamy» cpasy ke mociie
Toro, kak B 1889 romy B IlerepOypre BmepBbIe
npo3Byu4aio «Kombio HubemyHra». «B mocmepTaO
n3nanHoMm tpyne “Ilucema o my3sike” I'egeoHOB
pa3BUBAeT HJEH, COCTABIAIONINE JICTETHYECKOE
000CHOBaHME KaK KOJUIEKTHBHOTO TBOPYECTBA,
TaK U CHMHTE3a MY3BIKH M TaHIa, — numeT ['ay0. —
B nporuBoBec Puxapay Barnepy, xotoporo oH
[IPOBO3INIAIIa]l CBOMM 3aKJSTBIM BparoMm, OH
yTBEPXKIaJ, YTO BCIKUH XyTOXKHUK, KaK Obl OH HH
OBLI TATAHTIWB — Aake MukenaHkeno byonapor-
TH, KOTOPOTO | €1€0HOB IEHMIT B MTOJIHON Mepe Kak
JKUBOTINCIIA, HO HE KaK CKYJBITOpA, apXUTEKTOpa
WM TI03Ta, — MOXET JIMUPOBATh JIUIIb B OJHOM
BHJI€ HCKYCCTBA, U YTO JIUIIb XyJOKHUKH BTOPOTO
psAoa cnocoOHBI JOOMBATHCS PAaBHBIX PE3yIbTaTOB
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B Pa3IUYHBIX MCKYCCTBaxX, HUIJE, pa3yMeeTcs, He
nocturas Benuuusi. ClieqoBaTeabHO, €CTh CMBICI
pacrpenenuTh paboTy HaJl MPOU3BEICHHUEM MEXK-
Iy HECKOJNbKHMH JIOJbMHU, B COOTBETCTBUU C HX
WHIUBUIYaTbHBIMH TalaHTamu. Jlamee B cBoeMm
Tpyne legeonoB otrBepraer B3misiag Aptypa lllo-
TIeHray’pa Ha MY3bIKy KaK Ha €IUHCTBEHHBIN BH]
WCKYCCTBa, MPUTOIHBIN A1 0ObEKTHBAIH BOJIU:
CKopee, OH YTBEp)KJaeT, YTO MaHTOMHUMa U TaHeI]
pPaBHBI MY3BIKE B 3TOM OTHOIIEHWU. AHTHBarte-
puanckoe Gesamtkunstwerk [cOBOKyIHOE IpouU3-
BeJIEHNE HCKYCCTBa|, B KOTOPOM — Kak B “Mmane”
— JIOJDKHBI OBITh CHHTE3WPOBaHBI MY3bIKa, TaHEI]
Y MaHTOMHMMA, SBWJIOCH OBl JIOTMYHBIM BBIBOZOM
u3 310 maeu. Yto Kacaercsi TepMHUHA ‘“‘orepa-0a-
net”, “Mnany” TpaAUIIMOHHO TPAKTYIOT B KOHTEK-
cte (paHIly3cKOro jxaHpa opéra-ballet, koropbrit
nosiBriicst okosio 1700 roma m BO BTOpOU TOJIO-
BuHe XIX Beka SBHO BBIIICI W3 MOIBI. XOTSI S U
HE OTBEpPral0 KaTerOpH4YecKH 3TOr0 IMOAXOAa, HO
MPEIIOYNTAI0 OMKCKHIBATh ““Mitamy” Kak 3KCIepH-
MEHTAIBHBIN CUHTE3 JIByX KaHPOB MY3BIKAIHHOTO
Tearpa, akTyanbHbIX B Poccun oxomo 1879 rona:
BO-TIEPBBIX, OOJIBIION OMEPHI B TOM BUJE, B KAKOM
oHa mpeacTaBieHa y Ixxaxkomo MeitepOepa u ero
pycckoro xoiutern CepoBa, M BO-BTOPBIX, KIacCH-
geckoro Oamera Mapwuyca Ileruia, KOTOpBINA BCer-
Jla BKJIIOYAJ pa3BEPHYTHIE MAHTOMUMHBIE DO
[5, p. xv].

Nms Barnepa mnosiBisieTcs Ha CTpaHUIAX HU3-
IaHus emeé pa3 — B HEOXKUJTAHHOM KOHTEKcTe. B
koMMeHTapusix ['ayd mumer o gyate Spomupa u
Kpena: «Ecnu B “Mnane” u ecTb BarHepuaHCKue
MOMEHTHI, UX MOKHO HalTH 371€Ch, B pacckase Spo-
MHpPa O €T0 BTOPOM CHE M3 IIEPBOTO NCUCTBUM [4,
p. 289]. D1y My3bIKy bopoauH mo3mgHEE HCTONb-
3oBan B «Kusaze Mrope» ana CHa SIpocnaBHBI co
cinoBamu: «B Tocke no Uropro n3HbpLIa BCA AylIa.
Nsmyumitacek s, cepauem ucrommwiacs. 1lokos Het
HH HOYBIO MHE, HH JHEM...» [1, ¢. 309-310]. Emé

Yamie BO3HUKAET Te€Ma JIMCTHAHCTBA yYaCTHHUKOB
«Moryue#t kyuku». B uactHOoCTH, cuM{@OHUYE-
ckuil aHTpakT Pumckoro-Kopcakosa «Iloner Te-
HEi» C BBIXOJOM 3a Ipeaeisl TOHAIBHOCTH — OT-
YETINBO JTUCTHAHCKUN (XOTs ['ay0 HaxomuT B HEM
cxonctBo ¢ mbecoit Pobepra llymana «IIpocsmee
outs» [4, p. 287]).

Kak BunHO, BBeZIeHHE U KOMMEHTapuH K «Mia-
7ie» Ccofep)KaT aHAJIMTUYECKHE pasfenbl (B dacT-
HOCTH, TIPOCJIEKEHBI TEMaTHIECKHE CBA3H BO BCEM
npousBenennn). M3manuwe mnpemocrasuseTr Oora-
THIA Marepuasl s JalbHEWIIMX MCCIEeI0BaHUMI
¥ TIOCTAaHOBKM HOBBIX mpoOieM. Hampumep, kak
(YHKIMOHHPYET JISHTMOTHUBHAS CHCTEMA B KOJIJICK-
THBHOM COYHMHEHUH, KaK CKJIAJBIBACTCS MY3bIKaIb-
Has JpaMaTyprus U Kakod NpeacTaér B HEM pPOJb
aBTOpa — Bellb MpoliieMa aBTOPCTBA B MY3bIKE yKe
JTABHO CTajia JUCKYCCHOHHOM. C 3TON TOYKM 3peHUs
«Mnanay Tem 1ieHHee, 9T0, B ommune oT «llapad-
pa3» U KBapTeTa Ha TeMy B-La-F 310 COUMHEHUE ce-
pré3noe. 1, moMuMO BCEro mpodvero, 3TO MpeKpac-
Has My3bIKa.

W3nar komekTuBHYO «Miamy», AJbOpexT
I'ay6 moB&n o0 3aBepiieHUs N€70, HAaX KOTOPHIM
emé B 1920-1930-¢ romel Tpymwauck B Ilerpo-
rpane — JIeHWHTpame My3bIKOBeIbl AHIper Pum-
ckmii-Kopcaxos, [1asen Jlamm u FOpwuit 3arnep.

B m3nannu ucnonbp3yeTcs COBpEMEHHAas pyc-
ckas opdorpadusi, ¥ IpUMEHsIETCS TpaHCIUTEpa-
nwms, npuasatas bubmmorexoit Konrpecca. [leuars
XOPOIIIETO KaueCTBa, BEPCTKA — He 0€3 N3JIHNIIECTB,
BpO/I€ NIBEHAAIATH IIYCTBHIX XOPOBBIX CTPOK Ha
BcéM mpoTsmkeHuu cieHsl Kymadnoro Oos. [lpum
9TOM, K COXAJCHHIO, CPENIU JIECITKOB (aKCUMHU-
Jie HeT HHM OJHOTO IBeTHOro. UTo KacaeTcsa IeH
«A-R Editions» Ha Hay4YHBIC H3aHUS, OHU 00CC-
KYPaXHBAIOT TpH JI0O0M Kypce BamioT. Beé ke
CMEI0 HaAesAThCA, 4TO «Miajga» Tak WM WHa4Ye
MPOHUKHET B POCCHIO M MOJTYYHUT 3acCiIyKEHHYIO
M3BECTHOCT.
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KoAarekTHBHas onepa-6aret «<Maapa» (1872):
nepBbii BbIXOA B CBeT

KonnextusHas onepa-6aner «Mmnana» (1872) naru xomno3zutopoB Ha nubperro Crenana I'eneoHoBa u Buxropa
Kpbli10Ba BoccTaHOBIIEHa HEMELIKMM MY3bIKOBeJOM AnbOpexToM ['ay6om u B 2016 rogy onyOauKoBaHa aMepHUKaH-
ckuM u3narenbetBoM «A-R Editionsy. PexoHcTpykiust mpoBezieHa o 27 pyKOMUCHBIM HCTOYHUKAM, XPaHSIIUMCS
B Cankr-IlerepOypre u Mockse. HacTh My3bIKH H3[jaHa BIIEPBBIE, YAaCTh — BIIEPBbIC B OPUTMHAIBHOM BHUE, 0€3
TeX 3HAYUTENbHBIX U3MEHEHUH, KOTOPbIe OB BHECEHBI NIPU NPEKHUX MyOIHKanusx. Bo BTOpOM u TpeTbeM feii-
CTBHUAX, NpuHamIexkaBunx M. Mycoprckomy u H. Pumckomy-KopcakoBy, umeroTcs 3HauMTeNbHBIE JaKyHBI. Tem
He MeHee, ONMyONMKOBaHHBIH KJIaBUpP B COYETAHUU C MCCIENOBAHMEM M KOMMEHTAPHSIMH IO3BOJISIET COCTABUTh
npeacTaBieHre 00 dKCIEPUMEHTAIBHOM COYMHEHHH YYaCTHUKOB «Moryueil Ky4ku», a Takke 0 TIyOuHe CTHIIN-
CTHYECKOT0 KOHTpacTa Mexay cueHamu, HanucaHHeiMH L. Krou, M. Mycoprckum, H. Pumckum-KopcakoBsiM 1
A. bopoaunbiMm, u OaneTHbIMA HOMepamu JI. Munkyca. YacTHYHO PEKOHCTPYHPOBAHO JMOPETTO OmMephi-0anera,
IpeCTaBlIeHbI B3NISAIbI aBTOPA UACH onepbl-0anera «Minana» — ['e1eoHOBa — Ha ITyTH Pa3BUTHUSI My3bIKaJILHOTO Te-
aTpa, ero «aHTUBarHepuaHcKas dcreTuka. [lomyuymn oObsicHeHNE BBIOOD CIOXKETa U3 UCTOPHH MOJA0CKHUX CIIaBSH.
W3naHue 3akpbiBaeT «Oeoe MATHO» B HCTOPUH PYCCKOHM MY3BIKH U MPENOCTABISET MY3bIKOBEAaM 3HAYMTEIbHBIN
Marepuai Ui JaJbHeHIINX UCCISIOBAHNH, B YaCTHOCTH, /ISl U3Yy4YCHUs ()EHOMEHA KOJIJIEKTHBHOTO MY3BIKaJIbHOTO
[IPOU3BEICHMUSL.

KiroyeBble ciioBa: KoJIEKTUBHAS onepa-0aier «Miana», KiaBup, onepa-0aieT, peKOHCTPYKIHSI HOTHBIX PYKOIIH-
ceil, «Moryyast Kydkay.
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The Collective Opera-Ballet “Mlada” (1872):
the First Performance

The collective opera-ballet “Mlada” (1872), written by five composers to the libretto of Stepan Gideonov and Viktor
Krylov, has been reconstructed by German musicologist Albrecht Gaub and was published in 2016 by the American
publishing house “A-R Editions.” The reconstruction was carried out on the basis of 27 manuscript source materials
preserved in St. Petersburg and Moscow. A section of the music has been published for the first time, part of which
— for the first time in its original form without the significant alterations brought into the previous publications.
In Acts 2 and 3 completed by Modest Mussorgsky and Nikolai Rimsky-Korsakov there exist significant lacunae.
Nonetheless, the published piano-vocal score in combination with the research and commentaries makes it possible
to create a perspective of this experimental musical composition written by the participants of “The Mighty Handful”
group, as well as the depth of stylistic contrast between the scenes written by Cesar Cui, Modest Mussorgsky,
Nikolai Rimsky-Korsakov and Alexander Borodin and the ballet numbers written by Ludwig Minkus. Partially
reconstructed is the libretto of the opera-ballet, the positions of the creator of the idea of the opera-ballet “Mlada,”
Gedeonov, are presented on the paths of development of the musical theater, its “anti-Wagnerian” aesthetics. The
choice of the plot from the history of the Polabian Slavs was given an explanation. The edition fills in a “blank
spot” in the history of Russian music and presents musicologists with significant material for further research, in
particular, for the study of the phenomenon of collectively written musical compositions.

Keywords: collective opera-ballet “Mlada,” piano-vocal score, opera-ballet, reconstruction of musical manuscripts,
“Mighty Handful”
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TEMA CYAbbbl Y TIPOMbICAA B «<MOAAHTE» M. 1. YAMKOBCKOT O

OJUIMHHBIA MIEAEBP MY3BIKAIBHOTO HC-
KyCCTBa, KaK M3BECTHO, OTKPBIBAET IIE€pern
HCCienoBaTeNieM Oe3TrpaHHYHBIE BO3MOXK-
HOCTH WHTEpIpEeTalud ero cmbicia. Heobxomu-
MOCTb TIOTPYKEHHSI BIITYOb KOHIIENTYaIbHOTO MOJISI
O0COOEHHO SICHO OIIYIIaeTCs B MPOU3BECHUH, OKa-
3aBIIEMCS] XPOHOJIOTHYECKHU MTOCIECIHUM B TOM WIIH
WHOM >KaHpe WM B JKM3HM Komno3zuropa. CounHe-
HUE, B CUJTy OObEKTUBHBIX MIPUYUH MTOJBOIIIEE HE-
KH{ UTOT, BOCIIPUHUMAETCSI KaK CBOe0Opa3Hoe Iy-
XOBHOE 3aBellanue reHus. «omanTtay — nocnenHss
orepa BEJIHKOTO XyAO)KHHKA, CO3JaHHAs 32 OIUH
TOZI ¥ AECSITh MECALEB 70 ero cMeptH. Llenb crarbu
— PaccMOTpEHHE IYXOBHBIX IUIACTOB COAEP KAHUS
«MonaHTe», 3aCTyKUBAIOIIUX MTPUCTAIHHOTO BHU-
MaHUs U3-3a MPUHAICKHOCTH ONePbl K HTOTOBBIM
MIPOU3BEACHUAM KOMITO3UTOPAa W PACIpOCTpaHEH-
HOCTH COBETCKOTO CTEPEOTHIIA €€ TPAKTOBKH'.
Hayunas pa3zpaboTka Bompoca O pelHruo3HOM
conepxaanu «VomaHTbD) Ha4aIach CPaBHUTEIHHO
HEaBHO — «IPEJUIyBCTBHE» TEMBI TOSBISETCS B
OTE€YECTBEHHOM MY3bIKOBeeHUH ¢ 1990-x Tom10B [ 35,
c.26; 3, c.94; 4, c. 96]. bonee moxpoOHO Ha TyXOB-
HOM coniepkaHuu «omaHTe» akKIEHTHPYET BHUMA-
Hue U. CkBopIoBa, CuuTasi, 4T0 «MMEHHO PEIUTH-
o3Has uzes, unes boxxecTBeHHOTO CBeTa, 3acTaBmia
HallKkOBCKOTO B34ThCsI 3d HEXAPAKTEPHBIA AJI1 HETO
CpeIHEeBEKOBHIN ciokeT» [12, c. 22]. Mucrepunainb-
Hbele 4epThl «lojaHThD) B MTUOpPETTO M Tearpalib-
HOW JpamaTyprud Ofephl BIIEPBBIE pacCMaTPHUBAET
A. IlapwuH [7, c. 249-269]. My3bIKOBeUECKHi aHa-
T3 TIPOM3BE/ICHUSI B MHTEPECYIOLIEM Hac pakypce
ocymectBn€H JI. CepeOpskoBOi, BIUCHIBAIOIICH
«onaHTy» B KOHTEKCT MO3/IHEro TBopuecTsa Yaii-
KOBCKOTO M BCKpBIBAIOMIEH CBA3h MY3BIKAJIHHOTO
TekcTta ¢ TemMarm3MoMm «llukoBoit mamery. ABTOp
0003HaYaeT BEKTOP WHTOHAIIMOHHOW JIpaMaTypruu
OTIepHI, — «OT UHTPOLYKIMH... K (puHampHOMY Be-
JMKOMY CIIaBOCJIOBHIO», — KaK «IIyTh IYXOBHOTO
po3peHus U BocxoxaeHus» [11, c. 52].
OO0patieHnio K penuruo3Homy cmeiciay «Mo-
JMaHTB TOCBAmeHsl crathu JI. IlaBmynunoi [6,
c. 214-223], H. CkBop1oBoii [Tam xe, ¢. 194-200]
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u H. TamboBckoit [Tam xe, ¢. 126—138]. Haubonee
MOAPOOHBIN aHAMU3 MY3BIKAJIBHO-THTEPATypPHOTO
TekcTa «VOMaHTB» C TOYKH 3pEHHS HHTEPECYIO-
el Hac MpoOJIeMaTHKN CONEPIKUTCS B MOCIEAHEN
W3 HUX. ABTOpP BBISBISICT MPUHITUAIIEI PaOOTHI Ha
TUOPETTO Omephl, cpaBHUBaAs TeKCT M. U. Yaiikos-
CKOTO C OCHOBHBIMH JINTEPATyPHBIMH UCTOUHUKAMHU
— JIByMsI pyCCKHUMH IiepeBonaMu apamsl I I'epua, a
TaK)K€ COOTHOCHUT CMBICIIOBBIE U3MEHEHHS B TEKCTE
C JKaHPOBO-MHTOHALIMOHHOM XapaKTEPUCTUKOU Te-
MaTh3Ma M OCOOCHHOCTSIMH MY3BIKAJIbHOW Ipama-
typrun. [lo muaenuro H. TamGoBckoii, «MomanTa»
CTalla «HEeOCO3HAHHOW HCIOBEIBIOY» KOMIIO3UTOpA
B IEPBOHAYAIIFHOM PEIMTHO3HOM 3HAYEHHUU 3TOTO
ciosa [6, c. 138].

lumore3y o crenu@uke TyXOBHOTO TOATEKCTa
«onanTh», copepxaniel «MUCTUYECKUNA OMBIT 3C-
XaTOJIOTHUI», TO €CTh 3aBEpIICHHUS 3eMHOTO CyIIe-
CTBOBaHHMS M TEpPEXoia B MHOW MHp, BHICKAa3bIBAET
H. Bacunnesa [1, c. 56]. AHanusupys My3bIKaib-
HO-TIOTHYECKYI0 TKaHb OIEpPbI, aBTOP HAXOOUT B
Hel nmoaTBepkaeHue ceoel uaee. MHoraa cyxieHus
BBIIISIIAT HECKOJBKO KAaTETOPUYHBIMU, TEM HE Me-
Hee, CTaThsl CONEPXKUT PsiJl HaOIONEHHH U BBIBOJIOB,
KOTOpBIE BBICBEYHMBAIOT JAPAMATypPIUI0 TPArHUECKUX
U MOJIMTBEHHBIX 00pa3oB B omepe. M. CkBopiio-
Ba ymomuHaeT o0 Homante B cBoeil MoHOTpaduu
B CBS3M C Mu(]oIoreMaMu CHA, «PacCKpPHIBAIOIIETO
MHUCTHYECKHHA TTOJTEKCT CIOKETa ONeph», W caja,
KoTophli B «MomanTe», 0 €€ MHEHMIO, €CTh «CUHO-
HuM Pas» [13, c. 65]. «Punocodcko-peIurno3HbiM
TPaKTaTOM O BO3BBILIAIONIEH CHJIE JIFOOBM» Ha3bl-
BaeT onepy YaiikoBckoro I. T'onwapenko [2, c. 97],
oTMeuast «PETUrHo3HO-(PUIOCO(CKUE CMBICIIBI B MO-
Hojiore DOH-XaKua», «CONMPHKOCHOBEHHE TE€POMHHU
¢ boxxecTBeHHbIM Ha4yalloM, €€ TOTOBHOCTb K IIpe-
00paXKeHHUIO AYIIN», & TAKKE XapaKTepu3yeT hUHAI
KaK <«JTUTyprudeckoe AercTBo» [Tam xe, c. 90-91].
E. IlpuxonoBckasi 3CKU3HO, HO KOHIIEHTPUPOBAHHO
OYEepUMBAET WHHUIMAIOHHO-MUCTEPHAIBHBIA IO/
TEKCT MPOU3BEACHUS U KOMIUIEKC (HHIOCOPCKUX
BOIIPOCOB, CBSI3aHHBIX C MHUCTHYECKOW TPAKTOBKOU
CBETa M €ro poJId B TyXOBHOM IyTH MomnaHTsr [§].



G/ﬁ\

Xy,AO)KQCTBeHHbll;I MWD MY3blKaAaAbHOTIO MPOM3BEAEHNA

2017, 1

Becbma mHTEpeceH BONpPOC O peneniud Iy-
XOBHBIX TOATEKCTOB «lomaHTh» B 3apyOeKHBIX
nccnenoBanusix. C OIHOW CTOPOHBI, BOCIPHITHE
WHOCTPAaHHBIX Yy4YEHBIX CBOOOJHO OT HApPOYUTO
CBETCKOH (M COBETCKOI) MHUPOBO33pEHUCCKOM TTapa-
JTUTMBI, C IPYTOl — KaK OKa3aJloCh, OHO WCIIBITHI-
BaeT CHJIbHOE BO3JEHCTBHE MCHXOaHATUTHIECKOTO
METO/Ia HHTEPIIPETAUH UCKYCCTBA?, 3aMETHM, 4TO
YCTONYNBBIN HHTEpEC K 0OHAPYKEHUIO HOBBIX ILIa-
CTOB cozepkanus B «lonaHnTe» BO3ZHHUKAET B 3apy-
OexHBIX uccienoBanusax takxke B 1990-e rr. Ocra-
HOBHUMCS Ha HUX HOApoOHee, MOCKOIBKY paHee 3TH
paboTBl HE paccMaTpUBAJINCh OTEYECTBEHHOH My-
3BIKAJIbHON HAyKOM.

JlyxoBHasi TeMmaTHKa SIBISIETCA ONHOM W3 CO-
CTaBIIAIONIUX HHTEPIPETAIINH, XOTS U HE IEHTPaJIb-
HOH, B oOcTosiTeIbHOM MoOHOrpaduu A. Jluiike.
[To mHeHMIO aBTOpa, omepa mpearoaraetT «ooiuee
IyOOKO€ HcciIeqoBaHne OONIacTH CHMBOJIHM3MA,
mupa u ncuxoanainuza» [17, p. 608—609]. Ho eciu
IIBE TOCJIEHUE COCTABIAIONINE PAacCMaTpPUBAIOTCSA
BeChbMa TIIATEIHHO, TO CUMBOJIMYECKas Mpobiema-
THKa CKOpee TOJIIbKO 0003HAYaeTCs PUTOPUUECKUM
BonpocoM: «Ecnu o6patutbes k buorpapuaeckomy
KOHTEKCTY, CJIEyeT JIM MCKAaTh HOBBIH CHMBOJIN3M
MEXIy COOTHOIIEHHEM TOTO CBETa, KOTOPBIA BOC-
npussuia MonanTta, u TeM CBETOM MHpa U BHYTPEH-
HEW pajlocTH, K KOTOpOMy cTpemMuiics YalKoBCKUI
3a Tox 0 morpebanpHBIX TeHed coei Ilarermue-
ckot cumonuu?» [17, p. 611-612].

K. I'pénke o603Ha4aeT, 4To GUHAT ONIepBbl HOCUT
cakpaybHbIi xapakrep [16, S. 19]: B pa3BépHyTOit
OyaromapcTBEHHON MonuTBe YallKOBCKWU Ienaet
SBHBIM PEJIUTHO3HBI OTTEHOK YyBCTB IOJIaHTHI
Kpome TOrO, penurmno3HO-MaHTEUCTHYECKUNH MO-
MEHT, [0 MHEHHIO aBTOpa, KPOETCS B TPAKTOBKE
MIPUPOJBI KaK HEKOETO YyAECHOTO 00KeCTBEHHOTO
TBOpeHUsl. MHCTHYECKOE NPOUCXOXKACHUE HMEET
TaKKe CyeBepHO-I3bIMecKuil cTpax Pobepra mepen
HEOOBSCHUMBIM U MYJPO€ CIIOKOHCTBHE MaBpUTAaH-
ckoro Bpada [Ibid., S. 22].

WnTeprniperanus obpa3a-nousaTus ceera B «Mo-
JIaHTE» KaK IIEHTPaIbHOU QUII0COPCKOI KaTeropuu
cogepxwurca B uccnenoBannu JI. bpayn [15]. Ilo
e€ MHEHHUIO, B CIOJKETE€ ONephl CKPHIBAETCS IPHUT-
4Ya O CJIETIOM, >KHMBYIIEM 10 HCIEJICHHUS B COCTOfA-
HUU paiickod HEBUHHOCTH. IIpo3peHue BricTynaeT
Metadopoit boromozHaHus — HEOOXOAUMOM IeNn
JUTS TIpOIiecca BHYTPEHHETO CO3PEBAHUS YEJIOBEKa.
JI. BpayH akueHTHUpYeT KEPTBEHHYIO COCTaBJISIO-
IIYIO0 HUCIENEHHUs, KOTOPOe CTAHOBUTCS CO3HATENb-
HBIM aKTOM JIFOOBH M CAaMOOTPEUEHHS JJISl TePOUHU

Y TpeAronaraeT MmpeoposieHue crpaxa. B ¢unane
onepsl ucyr npo3pesmeil MomanTel ycTpaHseTcs
obpamieHueM e€ B3Msia K HOUHOMY HeOy, KoTopoe
3[IECH — B COOTBETCTBHU C HACSIMH PEIUTHO3ZHOTO
¢unocoda Bi. ConosbéBa — mpruolOpeTaeT 3HaUCHUE
aHTHUTE3BI KO BCceMy 3eMHOMY. MccnenoBarenpHua
YKa3bIBaeT, YTO CaKpaJbHBIN XapaKTep 3aKIIOUYH-
TEJIHHOTO TMMHA OTYETIINBO BBISBIISJICS U B CIIEHO-
rpaduu Gpunana Ha npembepe «ogaHThI»?, a TaKKe
oOparaetT BHUMaHKe Ha paszzenenue QyHKuui pas-
HBIX TEMOPOBBIX IPYII B MYy3bIKAIBHOW MOJISIpU3a-
U 00pa3oB TeMBI U cBeTa [Ibid., S. 339-340].

CHMBOJIMYECKYIO TPaKTOBKY TeMOpPOBOH Jpa-
Matypruu B «Momnanre» momuépkusaet I. 3aiioHu-
KOBCKH, CBSI3bIBasi 3By4aHUE JEPEBIHHBIX TyXOBBIX
Y BaJITOPH HE TONBKO ¢ pu3udeckuM Hemyrom HMo-
JIAHTHI, HO U C «0oJiee CephE3HOH JYXOBHOH CIIETIO-
TOH €€ oTa». B TOM e KItoue TPaKTyeTCsl U MECTO
NEUCTBUS — «HETPABIOMOAOOHEI B CBOEM BOJI-
meOCTBE CHAIMNNA MUP», KOTOPBI BOCHPUHUMACT-
¢ 3psSYMMU reposiMu onepsl kKak paid. Kpome toro,
3aifOHYKOBCKUI — €IMHCTBEHHBIN U3 3apyOeKHBIX
aBTOPOB, 3aMETUBIINN WHTOHAIIMOHHYIO OOIIHOCTH
MEXIy TEMOM CBETAa MU OPKECTPOBOW MeEJIONUEN U3
Ne 7* u 0OBsICHSIIONIHIA €€ TEM, YTO MHP, CKPBITHIH
ot cienoii MomaHTel, OTKpbIBaeTca eil Omaromaps
cwite mo6Bu [21, p. 100-102].

Crnemylomye Tpy aBTopa YIOMUHAIOT O PENTUTH-
03HBIX MOTHBax «/omaHTBD) MPU CpPaBHEHUH OTIe-
PBI C TUTEPAaTypHBIM MEPBOMCTOYHUKOM — JpamMon
I'. T'epua. P. JIx. Yaiinu noquépkuBaeT cTpeMIIeHUE
M. N. YallKOBCKOTO «yCWJIMTh JIBa 3JIEMEHTa, yIO-
MsAHYTHIX B Iikece [I. ['epria. — 4. M.]: 9yBCTBEHHOH,
MoYTH “npepada’TuTcKoi” KpacoThl, IPeCTaBICH-
HOU camoM, mogoOHBIM Paro, 1 ero apomMaTrHBIMHU
LBETAMM, a TAK)KE PEIUTHO3HbIN NIEMEHT, IOAYEp-
KHBaIoOIMH poiib boxecTsa B 1 6€3 TOro 4yJieCHOM
BoccTaHoBieHnuu 3peans Nomanten [20, p. 411].

Hemenxwuit uccnenoarens /. Ksunrepa o6o-
3Ha4aeT OOIIyI0 JUISl OTEphl M ApaMbl UICIO MPO-
3peHusl Kak OTKpoBeHHs bora. ABTOp BcTpamBaer
€€ B MaBpUTAHCKUI KyJIbTYpHBIM KOHTEKCT XI-XV
BEKOB, YKa3bIBasi Ha KPAaCHOPEYMBBHIE TEKCTOBBIE U
CMBICIIOBBIE TApaJlIeNld [paMbl ¢ apaOCKUMH (u-
JTOCOPCKUMH U MEIUITMHCKUMH MCTOYHUKaMH [19,
S. 130-143; 18, p. 135-145]. KBunrepn ananuszu-
pyet 0bpa3 D6H-Xakua, KOTOpsId y ['epua siBisercs
HOCHUTENIEM HJEW B3aMMOCBA3HM PAlMOHAIHHOTO U
MHUCTHYECKOTO CIOCOOO0B Mo3HaHus TBopma. AB-
TOp MPUXOIUT K MBICIH O CXOACTBE HIEH ONephl U
MbECHI, HO TPH 3TOM yKa3bIBa€T Ha HECOBIAJICHUE
¢opmbl ux Borutomenus y lepua u YaiikoBckoro.
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ITo ero MHeHMIO, Beaymas TeMa boromo3HaHus B
«MonanTe» BBIXOJUT HA MEPBBIM IUIAH JIMIb B 3a-
KJIFOUUTENIBHON MouTBE MOJIaHThI C XOPOM, OTCYT-
ctByromieit y I'epria [19, S. 143].

®pannysckuil arop JI. bunono takke cuuTaer,
YTO «JATCKUK mucaresb npenocraBuil YailkoBCKo-
My CIOXKET ¢ OOTaThIM CHMBOJIMYECKUM H3MEPEHH-
eM», KOTOPHIii, BEPOSTHO, 3aTPOHYI B KOMIIO3HUTO-
pe HeKyro «MHUCTHYECKYIO CTpyHy». OH OoTMeuaer,
yto MonmanTa )KUBET «B BOIMICOHOM YHHUBEPCYMEY,
«I07T PO30i»°, TpeObIBast B TTyOOKO# Hevasu, CBs-
3aHHOM C MHCTEPHUAIBHOM TallHOM, KOTOpPYIO OHa
TILETHO TBITAETCS OTKPBITh. B 1enom «jaeiicTBue
OTIephI TIOKa3bIBAeT Bedamune TBOpIa U pa3Bopadu-
BaeTCs B CTYHICHHOW pENMIHo3HOW armocdepe»,
peanu3ys TeM caMbiM «(YHIaMEHTaIbHBINA acIeKT
poMaHTH3May. britoo yka3eiBaeT 1 Ha «OTTOJIOCKU
MHOTOUYHCJICHHBIX €BaHTEIILCKUX ITOBECTBOBAHUI
B peun DOH-Xakua, 0003Ha4yast PparMeHThI, COIAEP-
JKammye B ce0e CIOKETHl 00 MCUETICHUH CIETBIX 10
ux npocsde u Bepe (Md. 9: 27-29; JIk. 18: 35-43;
Mk. 10: 46-52), u oOHapyKuBasi CBS3b €BaHTEIb-
CKHX 4YyleC €O «cTparervei» sedenus MonaHThl,
mpenaraeMoi MaBpuTaHCKUM BpadoM [14, p. 61].

00630p nmureparypel 06 «MomanTe» 3a mocuen-
HUE YETBEPTh BEKA MOKA3BIBACT, UTO PEIIUTHUO3HBIMA
CMBICJ IPOU3BEICHNSI HAYMHAET BCE CHEE OCO3HA-
BaTbCsI COBPEMEHHBIMH HCCIIEOBATEIIMU. JI0Xa
pyOexxa ThICSUEICTUI IMEepecMaTpPUBACT MPEKHUC
CTEPEOTHUIIbI BOCIPUATHS OINEPHI, HO HE POPMHUPY-
eT mu oHa HOBBIe Kimmre? KakoB kpurepuii 00o-
CHOBAaHHOCTH HCCJIEIOBATENbCKOTO B3IVIsA, HE
MTO3BOJISIFOIIMI BOCTIPUHUMATE €TO JIUIIh KaK OJTHO
U3 CyOBEKTHBHBIX CYXJeHUH? B orBere Ha 31O
BOIIPOC MOXKHO OBUIO OBI TPUHATH BO BHUMAHHE
«KOJIMYECTBEHHBIN» TOKa3arelib: BeAb LEJBbIN psia
y4EHBIX 00paImaroT BHUMAaHUE Ha JYyXOBHYIO IIPO-
OmeMaTuKy, 6ojee TOTO, MPUXOIAT K CXOAHBIM WITH
nepeceKarmmMcs BoiBojaM B €€ TpakrtoBke. Ho y
T'YMAaHHCTHYECKOM M IICUX0AHAIUTHYECKON TEOpHUil
IIPUBEPKEHIIEB HEe MeHbIe. Heo0XoauMocTh Hayu-
HOTO OOOCHOBAHHS M HMHTEPIIPETAIIUN PEIUTHO3-
HO-(pHI0copCKUX cMbIcTIOB «MonmanTel» 00yciIoB-
JICHa HE TOJIbKO OMOTrpa)MuYeCKUM M KYJIBTYpPHBIM
KOHTEKCTOM OIIePBI, HO U SIBHO y3HABAEMBIMH dJIe-
MEHTaMH, «0003HaYaIOMMMI» CaKpalIbHyI0 00pa3-
HOCTh, IMMAHCHTHBIMH CAMOMY OIIEPHOMY TEKCTY
BO BCEH COBOKYIHOCTH €rO COCTaBJIIONINX — Kak
JTUTEPATYPHO-CIICHUIECKUX, TaK U MY3bIKAIHHBIX.
Bwmecrte ¢ Tem, 0630p uTepaTyphl OKa3bIBAET, YTO
IyXOBHOE COZIep)KaHWE Yale BCETO BBIBOIUTCS U3
CIOXKETa U TINOPETTO, TOTIAa KaK MY3bIKa OTIEPHI ITPH-

BJIEKAETCSI JUIsl 3TOTO JIUIIb OTYACTH, U PO BaXK-
HEHIIEero CHCTEMHOTO MapaMeTpa XyHI0KeCTBEHHO-
TO IEJoTo (a B OIepe — IIABHOTO) OCTAETCS B TCHU
WCCIIEIOBAaTENIbCKOTO BHUMaHUA. 3amadell TaHHOU
CTaThH U OyAET aHAIN3 MY3bIKaJIbHOM JpamMaTypriuu
«onaHTel» B paKypce BBIPaKEHUS B HEH pEJIUIU-
03HO-TYXOBHOHN TPOOIEMaTHKH.

IIpu cpaBHenuu nubperro «lomaHTB» € €ro
OCHOBHBIMH JIUTEPATypHBIMA MCTOYHHKAMHU — IIe-
peBogamu npambl leHpuka lepiia, caenaHHbIMU
B. 3oToBBIM® 1t . Muiiepom’ — HaMu 0OHAPYKEHO,
YTO COKpAallleHHEe TEKCTOB-MCTOYHHKOB B «loman-
TE€» COYETAeTCs C BBEICHHEM pPa3HOMACIITaOHBIX
TEKCTOBBIX BCTAaBOK. B nmommcaHHBIX (hparmeHTax
TUOPETTO TIOMEIIEHBI 3HAKOBBIE (hpa3bl, HAMEKAIO-
IME Ha IPUCYTCTBHUE CIOXKETOB U 00pa3oB CBsIIeH-
Horo [Tucanus®, QyHKIIMOHUPYIOMIUX B TEKCTE OTIe-
PBI KaK MMOPOKAAFOIINE MOIEIIH.

I'maBHOW cpenM HUX, YYMTBIBAs CHOXKETHOE
CXOZICTBO M TEKCTYyaJbHBIE Iapaijielid, BBICTYIIa-
€T €BaHTeNbCKasi MUCTOPUS O CIETIOPOKAEHHOM W3
9 tmaBel EBanrenms or Moanna, KoTopas IOMOJ-
HSIETCSl DJIEMEHTaMH CTPACTHOTO ITOBECTBOBAHUS.
Jpyrue croxeTsl 00 UCIEICHUH CIICTIBIX SBIISIOTCS
B OIIEpPEe OCHOBOW «IuTaHa» DOH-Xakua: dymo mpo-
3peHusl MPOU3OUIET Toraa, koraa Monanra y3Haer
0 HeIyTe W MOYyBCTBYET JKEJaHHE BUAEThH, TO €CTh
e BONIEM3BSIBICHNE CTAaHET BEAYIIMM (aKTOpOM
MIPO3pEHMS, KaK B CiIy4ae OONBIIMHCTBA €BAHIENb-
CKHX CIIETIIIOB, IPOCUBIINX XPUCTA 00 MCUIEICHNN.
B ominune oT HUX, TONBKO B CIOKETE O CIEMOPOXK-
IEHHOM PEIIEHHE COTBOPUTH Yy[0 MPUHUMAET CaM
Xpucroc. bosee Toro, cienora oKa3pIBacTCs «IIpo-
MBICITUTENIFHO» TIOCIAaHHOW Clleniy ajis oOpere-
HUS Bepwl U boromo3Hanws, mogoOHO TOMY, KaK B
HMonanTe xaxaplii MOMEHT AEHCTBUS lieJICHANpaB-
JIEHHO JIBWKET CIOKET K Uyly HCIEeNIEHUS — Jaxke
HE3aBHCHMO OT BOJM W 3HaHUs repoeB. Hammuawne
€BaHTeJIbCKOTO TPOTOTHIIA HE TOJBKO ITO3BOJISET
YBUJETH B Uyjie Mpo3peHus MonanTel yHUBEpCalb-
HYI0O MOJelb OOXXECTBEHHOTO BMEIATeNhCTBA B
JKU3HBb YEJIOBEKa, HO M aKTyaJU3UpPyeT MPHUCYIIYIO
9TOMY CIOXKETY XPHCTHAHCKYIO TPakTOBKY CyabObI
u IIpomeicna, a Takke pONb 3TUX MOHATHH B BBI-
SBJICHUH IPUYNH U CMBICIIA YEIOBEUECKOTO CTpaaa-
HUS. SIBIEHUS U porecchl, 00Hapy>KEHHbIE HAMHU B
MY3BIKJIbHOM TEKCTE, YKa3bIBalOT Ha TO, YTO 000-
3HA4YE€HHAs BBIIIE TyXOBHAs MPOOIIEMaTHKa MOXET
MIPETEeH0BaTh HAa POJIb IIyOMHHOTO OCHOBAHHSA U
WMCTOYHHMKA WHTOHAIIMOHHOW JpaMaTypruy OIEpHI.
310 He OyJeT BBHINISANETh MPEYBEIHMUCHHEM, €CIIH
YUUTHIBATh, YTO oOpanieHue YaiKOBCKOTO K TeMe
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cynbObl, cTpamanusi, lIpoBuaeHHns W JTyXOBHOTO
IIyTH aKTyaJU3WpOBAIOCh B IMOCIEAHHUE TOIBI €r0
YKU3HU, 9TO OBUIO 00YCIIOBICHO OHMOrpaduIecKuM u
TBOPYECKUM KOHTEKCTOM M MMEJIO SIBHO BBIPaXKCH-
HYI0 JJUYHOCTHYIO JTYXOBHYIO M TICHXOJIOTHYECKYIO
MOTHBHPOBKY.

Penurrno3no-ayxoBHbBIN IJIACT COAEpKaHUS, HA
(hopMupoBaHUE KOTOPOTO OBLIA HAITPaBIICHA padoTa
TUOpETTHCTA, PEATU3YETCs B My3bIKATbHOM TEKCTE
OTIEepHI C TIOMOIIBI0 WHTOHAITMOHHBIX, TEMOPOBBIX,
TapMOHHUYECKUX M PUTMHUYECKHUX DJIEMEHTOB, FIME-
IOIUX BBICOKYIO CTETeHb ceMaHTn3auuu. llosBie-
HUeE, pa3BUTHE W TpeoOpa3oBaHME MY3bIKAIBHBIX
JIEKCEM TIOAYMHEHO MO3HAHUIO M PACKPBITHIO COOT-
HOIIICHHUSI POKOBOW BpakJeOHON CynbOBI U 61aroro
IIpoBunenuss — Toro, YTo B €BAHIEILCKON MpUTUE
apOpPHCTHYHO BBIPAXKAIIOCH B OTBeTe XpHCTa Ha
BOIIPOC O NpUuMHE cTpajgaHuil cienna: «Hu ceit
COTPEIIN, HU POAUTEINS eT0 — HO J1a IBITCS dena bo-
JicuUsi HA HEM.

Konnemnmus Tteomuien, CHOpoerUpOBaHHAs B
CBSIIIICHHOM TEKCTE Ha CyAb0y OTJAEIBHOTO YeIoBe-
Ka, BoIulolaercsi B My3bike «MonaHTe» MyTéM 1o-
CTETIEHHOTO M3KMBAHWS HETATHBHOTO MOTEHIIHANIA,
MIPUCYIIEr0 «POKOBBIMY MY3bIKAIbHBIM JIEMEHTAM,
1 (HOpMHUPOBAHUS MeMbl cema, KoTopasi B (hUHATC
npeacTaét cBoeoOpa3HOW KBUHTICCCHIIMECH W HTO-
TOM Pa3BUTHUS CAKPAIBHBIX MY3bIKAIBHBIX 00Pa30B,
o0peras pUTYalTbHO-IUTYPTUYECKOE H3MEpEHHE.
Breiaenum mpu aunuu My3vikanvHoU opamamypeuu.

Ilepsas — cxeo3Hoe npocpeccupyioujee pazeu-
mue My3bIKAbHbIX JJ1eMEeHmo8 mpazedul poKa.
OTa JMHHA OXBaTHIBACT MHTPOAYKLIMIO U TPH Tpa-
TeIUITHBIX BEPIIMHBI ONIEphl — apuio Kopois Pene,
CIIEHy C pO3aMH M 3MH30] CIEHbI IPO3PEHHUS, T/
HNonaHTa UCHBITBIBAET CTpax Iepen He3HAKOMBIM,
YyXJbIM MHPOM, OTKpHIBIIUMCS e€ odaM. Kaxnas
13 KyJbMUHAIMN TIO CHJIE, HANIPSDKEHUIO U TIOJTHOTE
MIPOSIBIICHUS «POKOBBIX» MY3BIKaJIbHBIX AJIEMEHTOB
MIPEBBIIIAET IPEABIAYIIYIO.

Kommnosutop otkpsiBaet onepy MHTpOoaykuumei,
B KOTOPO# HaXOJAT BOILIOIIEHHE TJIABHbIE HHTOHA-
LIMOHHO-00pa3HbIe PENPE3eHTAaHTHl TPareaInu poka
U BBICTpaWBaeTcs e€ apaMaTyprudecKas MOJEIb.
Conocrapmsisi JUPUYECKYI0O TEMY, COTKAaHHYIO W3
HWHTOHAIMI lamento ¢ ux 0apOYHON TparmyecKou
CEMaHTHUKOM, C OETXOBEHCKUM PUTMOM («(CTYKOM))
CyZbOBI, KOMITO3UTOP Pa3BOPAYMBACT CIOXKET HAIpPS-
KEHHON HepaBHOW OOpPHOBI, MPUBOIAIIEH K KYIb-
MUHAIMH-CPBIBY Ha TapMOHWHU albTepUPOBAHHON
cyomomunanTel (1. 38—40). HanmomuuM, 9T0 Takoe
TapMOHHUYECKOE PEIIeHNE TPareJUHBIX KyJIbMIHA-

WA — TUMWYHBIA NIPUEM B OTNEPHBIX U CUM(OHHU-
YECKHUX MpOou3BeeHUAX YaillkoBCKOTO, TIe TUpUyie-
CKHUIl repod crankuBaercsi ¢ (paTaibHOH BIACTHIO
cynp0bl. MITOroM TpPOTHBOCTOSIHUS OTMEUYEHHBIX
TeM B IHTpOAYKIIMM CTAHOBUTCS MOJTHOE TIOAYHHE-
HUE 00ECCHJIEHHOTO W CIIOMJICHHOTO JINPHYECKOTO
oOpa3a pOKOBOMY Hauaiy, IOTPYKEHHE €ro B IIy-
OuHy pokoBoW oOpeuéHHOCTH. 3anmanHas MHTpo-
IOYKIMEW MOAENb Tpareuy poka UrpaeT BEAYIIYIO
POJIb B MYy3bIKaJIbHOW ApaMaTypruu omnepsl. «Poko-
BOH CIOKET» C IMpeaHadepTaHHBIM HCXOJOM Ipoe-
nupyercs Ha cyAb0y IIaBHBIX T€POEB OMEPHI. ITO
HaXOJUT CBOE BBIPAKCHHE KaK B WX COJBHHBIX BBI-
CKa3bIBaHMUSX HA ypOBHE TeMaTm3Ma (OeTXOBEHCKas
dhopmyna cynpObl) U TapMOHHUH (pErIaromniasi poib
aNbTepPUPOBAHHON CYOIOMUHAHTHI B MOCTKYJIBMU-
HAI[MOHHBIX CIaJaX, 3aKOHOMEPHOCTH TOHAJIBHO-
TO JBIKEHUS, IIEJIOTOHOBBIE TPUXOPIBI), TaK U Ha
YPOBHE KOMIO3HUIHHU. 3[ECh PAa3BUBAIOIINE Pa3AEIbI
Y KyTbMHHAIIUU OTMEUYEHBI IBHBIMU MEPEKINYKaMU
C COOTBETCTBYIOIIUMH YaCTIMH HHTPOIAYKIHU IO
CMBICITY U JApaMaTypruueckoMy PelIeHHIO, a TaKKe
1m0 (pakTypHO-TEMOPOBBIM OCOOCHHOCTSIM.

OTMeTHM ¥ CKBO3HYIO pONIb TeMbl-lamento:
MOSIBJIEHNE XapaKTepHOW WHTOHAIIMHM B3JI0Xa C
peNbEMOM B IIYHKTUPHOM PUTME Ka)KIbli pa3 Ha-
MMOMHHAET 00 OOPEYEHHOCTH TePOEB, CIIOBHO OTMeE-
YeHHBIX MTHTOHAIIMOHHOM «II€YaThio» KEPTBBI POKA.
Hocurenem ¢aranpHONH ceMaHTHKH BBICTYIAeT B
OTIEpe U «TOHAIBLHOCTHL TpeIomnpeaeieHus» h moll
— OCHOBHAsI TOHAIBHOCTH MIHTpOAYKIINHM, OTMEYAFO-
mast npengyBcTBue (MomanTta) uiam siBHOE OCO3HA-
Hue (kopoib PeHe) reposMu Tparmueckon mpeaHa-
YepTaHHOCTHU CBOEH CYIBOBI.

My3bikanbHas cepa Tparudeckoro He ucuep-
MBIBAETCSl TPOPACTaHWEM HWHTOHALMOHHBIX «3Ha-
K0B» VHTpOAYKLIMH B MYy3bIKQJIBHON TKaHW OIEPHI.
B ocHoBHOM My3bIKanbHOM TekcTe «lMomaHTeDy
Takke (HOPMHUPYIOTCA CEMAaHTHYECKH YCTOMYMBBIC
3JIEMEHTBI, COIPSLKEHHBIE CO CTPACTHOM TEMAaTHKOM.
3amanHas GapoYHBIM OOIMKOM TeMbI-lamento, 00-
pasHasi cepa cTpajaHus BKIIOYaeT B ce0s pUTOpU-
YEeCKH OPUEHTHPOBAHHBIH «MOTHB MYyUYEHHUYECTBA»
3 apun Kopoisi PeHe (TEKCT «ecid TpemieH si»),
MHOTOOOpa3HbIe BapHaHTHl MOTHBA KPEeCTa B TapTH-
SIX BCEX TepoeB — BIUIOTH A0 Pobepra, a Taxxe HUC-
XONAIIUHN TIEJIOTOHOBBIM TpUXOpI-catabasis c-b-as
(6acoBslit Tonoc apuu Pene), Hecymmii B cebe ma-
MSATh 00 YHHBEpCaAIbHOCTH aekra TparuyecKkoro.

Bmopyto aunuto My3bIKaIbHON ApamMaTypruu
MOXKHO OOO03HAYUTHh KaK OHnpogepiceHue mooenu
POKOGOU mpazeouu uepe3 NepeoCMblCeHUue pe-
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npe3eHMUpPYIoOWuUx eé My3vikaivHolx cpeocms. 1lo-
BOPOTHBIM MOMEHTOM B HMHTOHAIMOHHOH (hadyie
Tparenuu poka cTaHoBATCSA cueHbl Ne 4 m Ne 5,
00BeTMHEHHABIC CUTYaIlneH B3aMMOJICHCTBHUS KOPO-
1 Pene u D0H-Xakua. B 1uanoruyeckux dru3o-
JlaX ¥ COJHHOM BBICKA3BIBAHWH Bpada KOMIIO3UTOP
HaMEJYaeT W HAYMHACT PEaJU30BBIBATH IJIABHBIC
MPUHITUIIBI pa0OTHI ¢ TEMAaTU3MOM KOHTPICUCTBHSI,
Onarogaps KOTOPBIM 3J€MEHTHI C TpareAuiHol ce-
MaHTHKOM MpeBpaIlaroTcs U3 HOCUTEIEeH UIeHn po-
KOBOH CynbOBI B CpeACTBa BhIpakeHHs uaen boxe-
CTBEHHOTO TPOMBICTIA.

Ha ocHoBe aHanu3a yka3aHHBIX HOMEPOB C y4a-
ctieM DOH-XakWa HaMU BBISBJICHBI J[Ba BEAYIIMX
npuéMa pabOTHl KOMIIO3UTOpPA C CEMAaHTHYECKH
OTIPEICIEHHBIM TEMAaTU3MOM, KOTOPBIE MHOTOKpAT-
HO ¥ Pa3sHOOOPa3HO MPOSABISAIOTCS U B APYTHX ClIe-
HaX OTEpHI:

1) nomewenue «HnecamusHozo» d1emenma 6
HOBbIU, «NO3UMUSHBLLY JUMEPamypHO-Clo-
JHCEMHbBILL KOHMEKC,

2) uzmeHenue O00HO20 U3 NAPAMEMPOS GH)-
mpeHHeli CMpYKmMypbl 8 CAMOM dleMeHme
TaK, YTOOBI SBCTBEHHO IPUCYTCTBOBAIH
HEKHe WHBapHAHTHBIC YepThl. VX Hammume
YKa3bIBa€T, UTO MOABUBILIUICS caKkpajbHbIN
MY3BIKQJTBLHBIA CHMBOJI SIBJSICTCS PE3YJIbTa-
TOM KOHIIETITYaJIbHOTO TIE€PEOCMBICICHUS U
[IPEOJOJIEHUS U3HAYAIBHO «POKOBOTO» BJIe-
MEHTa, BBIpacTas 13 Hero.

O06a npuéma CTaHOBSTCS CPEICTBOM ISl BOTLIO-
IICHUS] OpaMamypeuieckozo NPUHYUNAa «Om npopo-
yecmea K CeepuieHuioy, XapakTepHOro Ui JKaHpa
MHUCTEPHH, KOTOPEIH MPOSBISETCS B CHCTEME HUHTO-
HAITMOHHBIX M TEMAaTHYECKUX CBSI3ei. My3bIKaIbHbIC
3JIEMEHTHI PAa3HOTO MAcIITa0HOTO YPOBHS, IOSBHB-
IMeCs IPY yKa3aHUH TepOeB Ha HEKUE TPAIYIIHE CO-
OBITHS, BHOBb BO3HUKAIOT B CHUTYAIlMH HUCIIOTHCHHUS
npopodecTBa. brarogapst aToMy NmpUHIHITY KaKaoe
COOBITHE CIOKETa OKYTBIBAETCS OPEOJIOM TTO3UTHB-
HOU IMpeHaYepTaHHOCTH, TIyOMHHOM 1enecoodpas-
HOCTH, TIPOTHBOIIOJIOKHON pa3pymIUTEILHBIM U HE-
MIPEACKa3yeMbIM JIEHCTBUSAM CJIETIOTO POKa.

PaccMoTpumM peanuzanuio nepeozo npuéma B
MoHonore J0H-Xakua (Ne 5). B conbHOM BBICKa-
3BIBAHUH Bpada BIIEPBBIC B OIEPE MOSBISAETCS KOH-
nenTtyanrbHas unaes [IpoMbicia Kak albTepHATHBEI
POKOBO# Cynn0e: BIEpBBIC €€ ITIaBHOE «JICHCTBY-
folIee JINI0» — OETXOBEHCKash TeMa CyAbOBI — TO-
MeIIaeTcs B KOHTEKCT IPOPOYecTBa 00 MCIeIEHUU
Honantsr. Kpome Toro, My3bika MOHOJIOTa BOMpaeT
B ce0s emé HEeCKOIbKO 3HAYMMBIX 3JeMeHTOB. OH

HanucaH B & moll — tonaneHOCTH WHTpOAYyKUINH,
a OCTHHATHas IIOTICBKA, MHOTOKPATHO ITOBTOPS-
fonasicsa B 0acOBOM Trojioce, 3aKjIioueHa B 00bEMe
HHUCXOJSIIETO I[€JIOTOHOBOTO TpHUXopaa cis-h-a,
moIo0HOTO TpUXOpAYy B 0Oacy W3 apuu KOpOIsA
Pene. B xympmunanmmmu monomora («Korma mos-
BUTCS CO3HAHbE BEJIMKON UCTHUHBI B yMe...», No 5,
. 21, 1. 9—11) saMeMeHTHI, IPEKIe HECYIIHE CMBICT
POKOBOTO TIPEAOIPEACIICHHUSI, BKIIOYAIOTCS B pa3-
BEépTHIBaHHE CcO37aBacMoii DOH-Xakua KapTHHBI
MHUCTHYECKOTO OTKPOBEHHUSI O NTo3HaHUU HMomanToi
JIyXOBHOI'O CBeTa. DTO NMPHUBOAMT K TpaHchopma-
MM CaMOW HJIEW HEOTBPATUMOCTH «POKOBOU CYy/Ib-
Ob1»’, My3bIKaJIbHbIC 3HAKH KOTOPOH B MOHOJIOIE
YKa3bIBAIOT HE Ha HEM30EKHOCTh CTpajaHus, a Ha
MIpeAHAYEPTAaHHOCTH TIPO3PCHHUSI.

MoHonor Bpadya BaKeH HE TOJBKO IIPOpOUe-
CTBOM CYACTJIMBOTO (PpMHAIa, BHICKA3aHHOM B JIH-
TEepaTypHOM TEKCTE, HO M BBIPAKEHHOH B MY3bIKE
CHMBOJIMYECKOW KapTUHOW «MUCTUYECKOTO OTHS U
CBETa», B KOTOPYIO BIUIETAIOTCS «POKOBEICY DIIEMCH-
Tbl. I MOBTOPSIOIMICS KaK 3aKJIMHAHHUE IEJI0TO-
HOBEII TpUXOpI, U puTMOGOpMyJia CyIbOBI CTaHO-
BSITCSI TUTACTAMH MTOJIMPUTMHUIECKOTO OPKECTPOBOTO
(hoHa, COOTHECEHHBIMU MEXK Y COOO0M IO MPUHITHITY
3BOHHMIIBI. CodeTaHne YEeTHIPEX OCTHHATHBIX TEM-
OpO-pUTMHYECKNX JIMHAA — BPEMEHHBIX IIOTOKOB
pa3HOl MHTEHCUBHOCTH, UMEIOIINUX 3aKPEIIEHHBIE
30HBI JIOKAJTU3AINH | OTIIMYAIONTUXCS IPYT OT ApyTa
10 OKpacke 3ByKa, — (popMupyer oOpa3 MHOTOMED-
HOTO MHOTO HPOCTPAHCTBA, OTJIMYHOTO OT OOBIYHON
TpéXxMepHON peanbHOCTU. HaumHas ¢ MoHosora
D6H-Xakua, 0e3yclIoBHAsI OJHO3HAYHOCTh HEraTHUB-
HOM CEMaHTHUKH M OETXOBEHCKOW PUTMO(OPMYIIBI,
Y HUCXOJSIIETO I[EJIOTOHOBOTO TPUXOPJa CTaBUTCS
IOl COMHEHHE, XOTS emé M HE OTBEpraeTcs IOJ-
HOCTBIO — 3TO mpowu3oiaer B ¢unane. Tak, Tpuo-
JIA CYABOBI B TOM WJIM WHOM BHJIE TIPUCYTCTBYIOT B
crieHax Bomemona u MonmaHThI, OHY K€ CTAHOBSTCS
OCTHHATHBIM (DOHOM Ha MPOTSDKEHUM HMPAKTHYCCKU
Bcero (huHaa, BRICTyTAs B POJIU TUHAMHU3UPYIOIIE-
TO PUTMHIECKOTO (haKTOpa, COOOIIAIOIETO MYy3bIKE
HaIPaBJICHHYIO0 YCTPEMJIEHHOCTh K UTOTOBOMY CO-
OOpHOMY CJTABOCIIOBHIO Ha TEME CBETA.

Bmopoii npuém paboThl C TpareauHHBEIMH MY-
3BIKAJILHBIMU 3HaKaM¥ (M3MEHEHHE CTPYKTYPHBI IIPH
COXpaHCHHHM WHBAPHUAHTHBIX MapaMeTpoB) GopMu-
pyercs B quanorax D0H-Xakua ¢ KOposléM (CIEHBI
Ne 4, No 5, Ne 8). Ha Harmm B3I, €ro BOIUIOIICHUE
HaxOAWTCSI B HEMOCPEICTBEHHON KOOPIWHAITUH C
CHUCTEMOM JyXOBHBIX AHTHHOMMH, BBICTPOECHHOU
JTUOPETTUCTOM B JINTEPATYPHOM TEKCTE omephbl. Ho
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Ha MY3BIKaJIbHOM YPOBHE KaTerOpUH ThMBI U CBETA,
JKM M HICTUHBI, HAKa3aHMSI U CIIACEHUS OKa3bIBAIOT-
CSl HE CTOJIBKO MPOTHUBONOCTABICHHBIMH, CKOJIBKO
TUAJIEKTUIECKH B3aUMOCBSI3aHHBIMU. CaMbIM sIp-
KAM ¥ KOHIENTyaJbHO 3HAYWMBIM BBIPAXCHHUEM
3TOTO SABJsETCS (POPMHUPOBAHKE [TIABHOTO CaKpalb-
HOTO CIMBOJIa OTIEPHI, BRIPAXKEHHOTO /MeMotl ceemda.

MenonudecKkuii pUCyHOK membl ceema BOUpaeT
B ce0s BaKHEHIINE CEeMaHTHYECKH 3HAYMMBbIE MH-
TOHAIIMU OMEPbI (U POKOBBIE, U JINPHIECKUE), CBA-
3bIBasi MEXJLy COOOW OTJEIbHBIE MOMEHTHI CIO)KETa
TaK, YTO MY3bIKAJIbHOE BOIUIOUIEHHE CAKPAJIHLHOTO
o0pasa CIIOBHO TPEJCIIBIIINTCS, TPEIIyBCTBYET-
Cs B My3bIKaJIbHOW TKaHU. VIHTOHAallMM TEMBI CBe-
Ta (MEepBOTO MPEIJIOKEHHS) BO3HUKAIOT B MapTUH
HomaHThl yke B TIEpBO# CIleHE (OT CIIOB «JIACKOM,
CYacCTheM KpacuTe MHe Xu3Hb» 10 «O, Mapra, s
xoay uero-to», Ne 1, m. 1, . 17-28), Hamekas Ha
TaifHy, CKPBITYIO OT CO3HAHHS M BOCHPHUATHS CIIe-
10} IpUHIIECChl. BapraHTOM TeMBI CBETA SIBISIETCS
Y MOTHB «BOCXHIIIEHUS U IPEKIOHEHUs» Bogemona
(Ne 7, m. 30, T. 14-15), «y3Hnatomiero» B Momanre
CBETIIYIO aHTEIIONOMOOHYIO IEBY W3 CBOEH Tpé-
3bI-BH/ICHUS.

CaMOCTOSTENTPHBIM CIO’KETOM HHTOHAIIMOHHOMN
JIpaMaTypruyl ONephl SBJSETCS MOCTENEHHAs KpH-
CTaJuIM3alisl TEMBI CBETa B COJO (paroTa U3 Tpa-
reIMHHO-OKPAIIEHHBIX OPKECTPOBBIX IMOCTIIOAUI
MoHoJyiora D0H-Xakna (Ne 5, 1. 22, T. 6) U opke-
CTPOBOM 3aBepricHnn ciieHbl Ne 5 (11. 23, T. 10-13),
MIOCTPOCHHOM Ha TeMaTh3Me apuu Kopois Pewe.
Wx ucrounuk — comno (parota B penpusze MHTpoayK-
LIMH, CIIOBHO «JIOCKA3bIBAIOIIEr0» TEMY POKOBOU
obpeuénnoct (1. 59—62). dopMupoBaHHE TEMBI
CBETa B HeNpax Tparuueckodl Qurypsl catabasis
CTaHOBUTCS OJHUM M3 MyTeH MY3BIKaJILHOTO BhIpa-
KEHHS HJIeH TPOMBICIUTEIBHOCTH CTPaJaHUi Kak
CPeICTBa K JOCTIDKEHHIO TPO3PEHHUS W MHUCTHYE-
ckoro otkpoBenus'’. TToHUMaHKe TOTO MOHAYATY
CKPBITO OT CO3HAHHUS TepoeB, HO OHO MOCTETICHHO
CTaHOBUTCS SIBHBIM 10 MEpE Pa3BUTHS IEHCTBUSI.

HauGonee 3HaumMas s pPeUrHO3HO-(HIIO-
co(hCKOl KOHIICTIITUY OTIePhI ATHUECKAs TIEPEOICHKA
«POKOBOTO» MY3BIKaJIbHOTO JIEMEHTA OCYIIIECTBIIS-
eTcs B TApMOHUU. DMOJIEMaTUIHBIE [l TBOPUECTBA
YallKoBCKOTO B IIEJIOM aKKOPIbl allbTEPUPOBAHHOMN
CyOTOMHUHAHTBl OKa3bIBAIOTCA BKIIOYEHHBIMH B
poriecc npeodpa3oBaHuii, IPUBOAAIINN K HEUTpa-
JU3alUN U ONPOBEPKEHHUIO UX HETaTHMBHOUN ceMaH-
tukd. CenTakkopabl CyOZOMHHAHTOBOW TPYIIIBI
WCIONB3yI0TCA B «lonanTe» MpeuMyIIeCTBEHHO B
aIBTEpPUPOBAHHOM BHJIE, BOHHKAs Ha MUKE Tparu-

YeCKUX KyJIIbMUHAIMH, BHE3AITHO BTOPrasich MO0
Opocasi TAMHCTBEHHYIO MPAYHYIO T€Hb Ha COOBITHS
u peun repoeB. Ho B ¢uHanIbpHONM OnaroqapcrBeH-
HOMl MONIWTBEe Ha cioBax «XBama Tebe!» (Ne 9,
. 81, T. 1-3) KOMITIO3UTOP BBOIUT HAMYPATbHOLIL
akkopJ cyonomunantosoil rpynnsl (Ilg;s B As dur).
OH mosBigeTCS B HEOOBIYHOM W HEOXKHIAHHOM
JUTSL OTIEPHOTO CHEKTakis 3By4yaHuu a cappella y
aHcamOns conrcToB. BaxkHOCTh MOMEHTa mom4Ep-
KHBAaeTCs BOCCO3JAHHEM XpaMOBOTO NeHHs 0e3
COIPOBOXKJICHUSI W THUINAWIIENH JTUHAMUKOM 3TOTrO
COKpoBeHHOTro obOpamenus xk Topiy. Konmemnty-
aNbHO 3HAYMMBIM 3[I€Ch CTAHOBHUTCS HE TOJBKO TO,
YTO OTMEHAa aNbTepaliil CHUMAeT HampsHKeHHE,
CBOMCTBEHHOE ANBTEPHUPOBAHHBIM  IIATaJIbHBIM
CENTaKKOpAaM B MO3TUKE YalKOBCKOIO, U CIOBHO
0CBOOOXKIAET T€POEB U3 TUCKOB BCEBIACTHOM Ipo3-
HOHM M KecToKo# cympObI. Jle3anmpreparius cenrak-
KOpJa CyOJOMHHAHTOBOW TPYIIBI npespaujaem
2apMOHUYECKYIO «IMONIEMY» POKA 8 «CEEPHYMYIO) 6
8epmuKailb memy céema — WHTOHAIIMOHHBIA 00pa3
npo3penust U borono3nanus. B nocinenHux Takrax
omepsl ONaromapCTBEHHBIM MOJHMTBEHHBIA XOpai
anTtu(oHHO ToaxBarbiBacTcs xopoM (Ne 9, 1. 81,
T. 3—6), 3aTeM NPUCOETUHSIETCS OPKECTPOBOE CO-
MPOBOXKACHNE, B KOTOPOM MHTOHAIIMH TEMBI CBETA
HCKPSATCS B TIPA3THIUYHOM «KOJIOKOJIBHOMY» TPE3BO-
He. Tem cambIM cakpasibHasi CEMaHTHKA MY3bIKalb-
HOTO CHMBOJIa CBETa, BHIBOAUMAS M3HAYAIBHO W3
CUTYaIllHl €r0 MOABJIEHHS B CIIEHE YyJeCHOTO Mpo-
3peHusi, 00BEKTUBHUPYETCS Uepe3 BHIIBICHHE 00T0-
CITyEOHBIX HKAHPOBBIX HCTOKOB TeMaTru3ma'l.
Tpembvlo TUHUIO MY3bIKAALHOU OpPaAMAmypauu
npeocmasisem pa3eumue GHEenOa0ICHbIX mpaceoult
nacmopanbHO-UOULTUYECKUX dieMenmos. Peub uaeT
0 Teme opkecTtpoBoro BeryiuieHuss K Crene No 1
(G dur), xoTopasi CTAaHOBUTCSI WHTOHAIIUOHHBIM H
TOHAJIFHBIM UCTOUHUKOM | iMHa cBeTy (Ne 7, «YHya-
HBIH TIEpBEHEI] TBOPEHBA») B mapTun Bomemona u
WonanTel, 1 IMEHHO B pa3BuTuu [ MMHA gocTUraer-
Csl OKCTaTHYeCcKas KyIbMHUHAIUS, [l TOI0ca Tepo-
€B YCTPEMJISIFOTCSI BBBICH 10 3ByKaM CENTaKKOP/IOB
HarypaybHON cyOonomuHaHThl (II; u S5), composo-
KMaACh MHCTUYECKHUM «IIEpEe3BOHOM» ap(oBbIX
aprie/pkio B BBICOYAMIIEM peTucTpe («Iydmuit
mepit Ero Benmay, Ne 7, 1. 49, 1. 14 — . 50, 1. 1).
[IpuHIKTT «3BOHHOW» MOTUPUTMUH (POHOBBIX (hak-
TYPHBIX TUIACTOB, SIBIIAIONIUICS B ONIEpe 3HAKOM MH-
CTHYECKOW peasbHOCTH (Kak B MOHoJore DOH-Xa-
KHa), TaK)K€ BO3HHUKAET MPHU (PaKTypPHO-TEMOPOBOM
BappupoBaHuM I'mMHa B nmapruu MosaHThl, IIpu
nmoBTope reponHel TumHa B Ne 8 (m. 61, 1. 18-21).
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[Ipsimast cBSA3b MOCTIETHETO MHU30/1a CO CLIEHOU TPO-
3peHus (1 ¢ TEMOU CBETa) OCYIIECTBIICTCS ¢ TIOMO-
B0 TOHAJEHON apku — TUMH B Ne 8 3By4HT HE B
G dur (xax B Ne 7), a B As dur — TOHaJTbHOCTH TEMBI
CBETa, UTPAIOIIEH ONPEEINSIONIYIO POJIb B (PUHATIE
OTIEPHI.

TeMm campIM TpEThsl JIMHUAS MY3BIKAJIBHON Jpa-
MaTypriuyl  XapaKTepHU3yeTcsl TOCTETIIeHHbIM Ha-
KOIJICHMEM MY3bIKAJIbHBIX 3JIEMEHTOB, HECYIIHX
pEIUruO3HO-MUCTUUECKU CcMbICT. WX CKBO3HOE
pa3BUTHE W B3aMMHOE COMPSIKECHHUE CBS3BIBAIOT
WAWJUTMYECKUA MHP TEpBBIX CIEH C MOMEHTOM
npo3penust, GUHAIbHOW MOIUTBON MomaHTsl U co-
OOpHBIM CITAaBOCJIOBHUEM, PUTYaJbHBINA CTAaTyC KOTO-
poro o603Ha4aeTCs MPUCYTCTBHEM JIUTYPTUIECKUX
MY3BIKaJIHBIX TPOOOPa3oB — TeMOpo-(haKTypHBIX
(menue a cappella, anTrdOHHBIE TEPEKIINYKHA XOPa
Y COJICTOB) U ’KaHPOBBIX (XOPaJIBbHOCTh, KOJIOKOIb-
HOCTB).

Takum 00pa3oM, BBISIBICHHas TPH aHAJIN3E
«/onaHTe» CHUCTEMHOCTH IPOIECCOB CEMaHTHU-
3aMM MY3BIKAIBHOTO $3bIKa TMO3BOJSET CHAETaTh
BBIBOA O IIEJICHANPaBICHHOM BOIUIOMIEHUH KOM-
MO3UTOPOM peNUrno3Ho-punocodckoro 3ampicia.

B omnepe YalkoBCKOTO — MOJOOHO HOBO3aBETHOMY
pacckazy 0 CIeHopOXIEHHOM — POKOBas 0OpeucH-
HOCTH Ha CIIETIOTY OKA3bIBACTCS MPEIHAYCPTAHHBIM
CBEHINIC HWCIBITAHUEM, OpUBOASIIMM MojaHTty K
mo0BH, 9ydy MPO3peHUs U OTKpoBeHHS CBeTa mc-
TUHBL. EBaHTenbCKas MOPOXKIAIOMas MOJENb JIH-
OpeTTO W CKBO3HAS MYy3bIKaJIbHAS JpaMaTyprus,
IIOCTPOEHHAsT Ha MOCTEIIEHHOM IIpeoOpa3oBaHUN
cuM()OHUIECCKOM MOJICTTH TpareIuy poKa, 3aJaHHOM
WnaTponykuueii, B (pUHATBHBIN CaKpaJbHBIA PUTY-
aj, coOOIIAIOT CKAa30YHO-JIET€HIAPHOMY CIOXKETY
«onantel» npuTdeBBI Xxapakrep. Jlupuyeckas
JlpaMa CTaHOBUTCS MucTepueil boromo3Hanus, B
MIPOKUBAHUN KOTOPOU TE€POU MOCTUTAIOT OTKPOBE-
HUAS AYXOBHOH IIENTM YETIOBEUYECKOTO OBITHSI. JTOM
uenbio B «lMomanre» craHOBUTCS oOpereHue bora
nyTém cienoBanus Ero IIpomeiciy, Hampagisionie-
My K CHACEHHUIO Yepe3 CTPAaJaHHUE U JKEPTBEHHYIO
m000Bb. B03MOXXHO, B 3TOM NMOHUMAaHUU BBICIICH
OTIPaBIAHHOCTH YEJIOBEYECKHUX CKOpOEil, BO3ZMOXK-
HOCTH BHJIETh B HUX HE MOJIOT 0€3:Kajg0cTHOro (a-
TyMa, a 3a0oTmByto pyky [IpoBuaenwus, 3aximoqa-
€TCsl «IYXOBHOE 3aBEIIaHHE» KOMIIO3UTOpPA B €ro
MOCJIeTHEN orepe.

< MPUMEYAHUA (<

' OfuH U3 CTEPEOTHIIOB MPEATNONaraeT BOCIPUITHE
«VonaHTe) Kak TPOraresbHOW JIETEH/IbI O YyH0eHCTBEH-
HOI cuie JoOBH, OTKpBIBAIOIIEH Iepe] MpOo3peBIIei
HonanToil kpacoTy BUAMMOTO 36MHOIO MHpa, YTO Cylle-
CTBEHHO PeIyLIMPYET CMBICIIOBO MOTEHIIMAI OTIEPBI.

2 B 00JBIIMHCTBE PabOT MPOBOAUTCS MBICTB O TOM,
yto «MonaHnTta» — 3T0 omepa o0 Iepexoie OT AETCTBA K
B3pOCIIOH )KU3HU, O IPOOY>KIEHHUH JIIOOBU BO BCEH COBO-
KyIHOCTH NICUXO(QH3NOJIOTNIECKUX NPOSIBIEHUH, BOCXO-
Jsmast K Opeiiry TpakToBKa B3aMMOOTHOILICHUH T'epoeB
(oTer — 10Yb — BO3IMIOOJICHHBIM, U JOH-XaKua Kak ero
CyOCTHTYT), ¥ INpPO3PEHHUS-MHUIHAINHA KaKk MeTadopsl
oOpeTeHus 4YyBCTBEHHOTO OIBITA.

% Cankr-IlerepOypr, MapunHckuii Tearp, 6 aekabps
1892 r.

* E€ mpuHATO HAa3bIBATh «TEMOIl BOCXHUILCHHS H TIpe-
kioHeHus» Bogemona [9, c. 340].

3 ABTOp YKa3bIBAET, YTO IIBETOK HAMEKAET Ha CEKPET,
T.K. P03a CO BpeMEH aHTUYHOCTH aCCOL[MMPOBAIACh C MU-
cTepueil u ¢ MmomuanueM [14, p. 57].

¢ Omy6nukoBaH B xypHaie «[laHTeoH U penepryap
pycckoii cuensy, 1850, Ne 2, k. 4, ¢. 3-48.

7 OmybnukoBaH B KypHane «Pycckuil BECTHHKY,
1883, 1. 163, Ne 2, c. 653-710.

8 Hampumep, Havyano apun koposs Pene (Tocnonpb
MOH, €CJIM IpeIleH s — 32 YTO CTPA/JACT aHTell YHCTHIH»,

Ne 5, . 17, T. 28-32) BBI3BIBaET aCCOUMAIMH C HAYAIIb-
HOW (hpa3oii «PaBBH, KTO COTpEINH, CeH JIH, U POJUTE-
I ero, siko cnen poaucsy («Yuurens! Kro corpemm,
OH WJIN POJUTEIN €r0, YTO POIMICS CIETBIM?»), OTKPHI-
Batonieir 9 maBy EBanrenust or MoaHHa 00 MCLEICHUU
cnenopoxaénnoro. Minu pennuka xopois Pene «Kaxk ar-
Hel boxuit ona uaET Ha nbITKY. boxke Moty (Ne 8, 1. 64,
T. 3-5). 3nech u nanee HUQPb ¥ TAKTHl YKa3bIBAIOTCS 10
NpWXKU3HEHHOMY u3nanuto: Yaiikosckuit I1. U. Monan-
Ta: JIMpUYECKasl olepa B OJHOM JIEHCTBUU / CIOKET 3a-
uMcTBOBaH u3 apamsl I. I'epra; Texer M. HaidikoBckoro.
IMaptutypa. M.: U3n. I1. FOprencona, 1892.

° TlogpoOHOe oOmpeaeneHue MOHITHS «POKOBas
cynp0a» coxpepxurcsi B cratbe JI. A. CepeOpsikoBoii
«Teomerpus Tparegun” B “Xosanumue” M. II. My-
coprckoro» [10, c. 31].

1" IHTOHAI[MOHHBIM MHBAPHAHTOM BO BCEX IpHBE-
JNEHHBIX CJIydasiX CTAHOBUTCS HMUCXOJSILEE JBUKEHUE
10 3ByKaM KBHHTCEKCTAKKOpJa, 3aKJII0YEHHOE B 00BEM
reKcaxopzia, a CTENEeHb NPUONMKEHHS K CaKpaJbHOMY
00pa3y ¢uHasa 3aBUCHT OT PUTMUYECKOH OpraHU3aLUH
catabasis’a y ¢parotos.

"' TIo muenuto JI. A. CepeOpsakoBoii, «00bEKTHBALIUSI
PEJIUTHO3HO-AYXOBHOTO COAEPIKAHUSI Uepe3 JKaHp» SABIIS-
€TCsl OHUM U3 MyTell BOIUIOLIECHUS CaKPaJbHBIX CMBIC-
JIOB.
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Tema Cyap6bi 1 NMpombicaa B «<MoaanTe» . U. YaiikoBckoro

B craTthe paccMaTpuBacTCs pEIMTHO3HO-TyX0BHas npobieMarrka onepsl [1. M. YalikoBckoro «Monantay. [Ipu ana-
JM3e JIMOPETTO BBISBISIETCS €BAHIENIbCKAs MOPOXK/IAIOIIAs MOZEIb CIOKeTa — puTda o cienopoxaéunom (M., 9),
¢ e€ Temoii boxkeCcTBEeHHON MPOMBICIIUTENLHOCTU CTPaJAaHil, KOTOPhIE OKa3bIBAIOTCS HE HAKa3aHUEM 33 HEBEJOMbIN
Tpex, a CPeICTBOM CIaceHUsl, MPUBOISAIIMM ClIella K MPO3peHHnIo, Bepe U no3HaHuto bora. Bommomenue nanHoi
TeMbl B «FlojgaHTe» MPOCIEKUBAETCS HA YPOBHE MY3bIKAJbHOM JpaMaTypruu uyepe3 B3auMOJECHCTBUE CEMaHTU3H-
POBAHHBIX IEMEHTOB MY3bIKaJIbHOTO TEKCTA, PEIPE3CHTHPYIOIIUX TPArHUECKYIO U CaKpaIbHYI0 00pa3Hbie chepsl,
COOTHOCHMEIE B orepe ¢ moHATUsIMHU Cynp061 1 [IpoMbiciia. BrisBisieTcs CBsI3b MEPBOW Cephl ¢ TOITUKOU TpareIuu
poKa, MOofIeNIbHO 3a7aHHON MHTpOoayKIIMeH, a TakyKe paccCMaTpUBAIOTCS MOMEHTHI U MPUHIIUIIBI OTIPOBEPKEHUS PO-
KOBOU JIpaMaTypruvecKoil MOIeTH MyTEM MpeoOpa30oBaHUs MY3bIKAIBHBIX JJIEMEHTOB C «HETaTUBHOI» CEMaHTHKON
B MY3bIKaJIbHbIE CUMBOJIBI MUCTHYECKOH 00pasHocTH. [1o xony aHann3a 000CHOBBIBAETCS CHCTEMHOCTh COZIEpIKa-
TEJIbHO-HAMPABICHHON pa0OThI KOMIIO3UTOPA C MY3BIKAJILHBIM TEKCTOM, B KOTOPOM (DOpPMHUPYETCs IpamMarypruue-
CKHI BEKTOp OIEPHI — OT TpareJuu poka K (PHHATEHOMY «IHTYPrHUYCCKOMY» NeHCTBY. PaboTa comepKUT BBIBOJ O
TOM, YTO TPOOIEMa TIPEOOJICHHUS CYAbOBI UMEIa i1l KOMIIO3UTOPA NTYOUHHYI0 MHPOBO33PEHUYCCKYIO MOTHBUPOBKY,
YTO CIIOCOOCTBOBAJIO 0COOOH PENUTHO3HO-AYXOBHOM aKIEHTYalllu €ro NOoCIeIHEH Onephl.

Kirogesrie cnoBa: YaiikoBcknii, onepa «onanTta», onepHas ApaMaTyprusi, Tpareanus poka 1 TeMa CyabObl B My-
3bIKE, CAKPAJIbHBIE My3bIKQIbHBIE JIEMEHTBHI.
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The Themes of Destiny and Providence in Piotr Tchaikovsky’s “lolanta”

The article examines the religious and spiritual problem range of Piotr Tchaikovsky’s opera “Iolanta.” Analysis of
the libretto reveals the Gospel-generated model in the plot — the parable of the blind-born (John, 9), with its theme
of the Divine ordaining of suffering, which turns out to be not a punishment for an unknown sin, but a means for
salvation, 