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NMO3APABASAEM C IOBHUAEEM!

OT raaBHOro
peaakTopa

YBaxaeMble aBTOPbI, KOJLJIETH,
YHTATeJH )KypHaIa
«IIpo6seMbl My3bIKAJbHOI HAYKH
/ Music Scholarship»!

Kypnany — 10 ner. Ilozagu —
roJbl MCHBITAHUH Ha YKH3HECIOC00-
HOCTb U JKH3HECTOWKOCTB, IIPOBEpKa
Ha TNpO(ECCHOHAIBHYIO CaMOCTOs-
TEJIHOCTH, BIIEpeny — (PHHAHCOBBIE
TPYAHOCTH M HEIPEJCKa3yeMOCTh
cymecrBoBanus. 11 Bc€ xe... Ham
€CTb YeM CEero/iHs TOPJHUTHCS U C YeM
JPYT Apyra HO3/paBIIsTh.

Kypnan IIMH, BrirouéHHBII
B CIIUCOK HAy4YHBIX J>KYPHAJOB, pe-
nensupyembix BAK, npuobpén as-
TOPUTET M M3BECTHOCTH B Poccun u
3a pyoeskom. [eorpadust aBTOpPCKOro
KOJUISKTHBA U COCTaBa PEIKOJUICTUH
— OT 3amajiHbIX IpaHul 10 JlanbHero
Bocroka. B HéM nyOnuKyroT cBou pa-
0O0THI M3BECTHBIC YYEHBIE U MOJIO/IbIE
acnupaHThl. PejakiimoHHas onuTrKa
W3/IaHUsI OCHOBBIBAETCSl HA PEKOMEH-
JAaIMAX MEXIYyHApOIHBIX CTaHAAp-
TOB U KOJIGKCOB I10 ITyOJIMKAIIMOHHOMN
otuke. [loMuMo wW3gaHust neyatHOH
BEPCHH, )KypHaJI B 3JIEKTPOHHOM (op-
Me pa3Mellaercs Ha OQUIMAILHOM
caiite http://journalpmn.com (uc-
none3yercss Open Journal Systems)
B CBOOOZHOM JOCTYIIE IO JIUIIEH3UH
CC BY-NC-ND 4.0. Xypnan npu-
coeauHwiIcs K bynanmemrrckoil uHu-
nyaruBe OTKpbIiToro gocryna BOAIL
Wznatens — Ydumckuit rocynap-
CTBEHHBII WHCTUTYT HCKYCCTB — BO-
WEN B WieHbl ACCOUMALMU HAyYHBIX
penakrtopoB u wusnareneii (AHPI).
Hayunslii sxypHas BKIIOUEH BO MHO-
rue 0a3pl JaHHBIX W MOJIy4aeT BCE
OoJiee MIMPOKOE PacIpOCTpAaHEHUE 32
py6esxxom. CeronHs ¢ HaM1 COTPYIHHU-
yaroT: Scopus, EBSCO / Music Index,
RILM  (Répertoire  International
de Littérature Musicale), DOAJ
(Directory of Open Access Journals),
ERIH PLUS, Ulrich's Periodicals
Directory, Crossref, Hayunas snek-
TpoHHas 6ubnroreka eLIBRARY.RU
(TIMH Bxomur B stapo PUHII) u np.

JI. H. Hlaiimyxamemosa
JTOKTOP MCKYCCTBOBEICHUS,
npodeccop

2007-2017

Om pedakyuoHHoli Konnezuu

My3bIKaIbHBIX KyPHAJIOB JI0 HEABHETO BpeMeHH B Poccru cymecTBoBaIo HEMHOTO.
OcCHOBHBIM m371aHNEM ObLTa «My3bIKanbHas akagemMus. CTaitu mposBITh cedst «BecTHu-
Ki», «YUEHBIE 3aIUCKW» IPH By3ax. 1 BOT BO3HUK COBEPLIEHHO OPUTMHAIIBHBIA, COIUI-
HBIH, 9YUCTO HAy4HBIH KypHAI «[Ipo0iemMbl My3bIKaIbHON HayKim». OpraHA3aTopaMH BbI-
CTYITIJIA BCE FUIM TIOYTH BCE BEYILHE POCCUIICKHE By3bL. [lepeBopoT Ha reorpaduyeckoi
KapTe 0003Ha4Ya TAxKe W IIEPEBOPOT B HEHTpax M3ydeHMs My3bIKH. MHTepec okazaics
aKTHUBHO cOCpenoToueH, moMruMo Mocksel U IletepOypra, i Ha npyrux paiioHax Poccrm:
Yda (u3nmarens), Boporexx, Marautoropck, [lerposaBonck, Pocros-Ha-/lony, Caparos,
Cegepaslit KaBkas, Cubups, Cpenanit Ypan, Janeauit BocTok u ap.

Opnnako Poccus Beerma cTpeMmiIach K MHTETPAllii B TIPOCTPAHCTBE €BPOTIEHCKOM
Haykd. bl cozgan MexayHapOAHBIM OTHEN C JBOSKOM 3anaueil: MepeBOAUTH pOC-
CHIICKHE CTaThH Ha AaHIIIMHCKUH S3BIK U MyOJIMKOBATh AHIIMHCKHIE TEKCTHI MO-PYCCKH.
BricTponics mpsiMOi MOCT K YUTATENSIM 3alla/IHbIX YHUBEPCUTETOB. B coBpeMeHHBIH
Hay9IHBI 00OPOT BXOMAT TAaKKe M PACIpPOCTPAaHEHHBIE B MHUPE BHABI KOAWPOBAHHS:
ORCID, DOI, 0co60 Ba>KHO BKIFOYCHHE B SCOpPUS, 3aKPEIUISIOMNI TPYIsl B MUPOBOI
0a3e JaHHBIX. BceMu STHME 3HaKaMH OTIWYHS yKe OBiIanenu HeiHenrHue «IIpobiaemsr
MY3bIKIbHOH HayKi». 1l OHH CITOCOOHBI IPOJIOXKUTE ONIMCTAaTEIbHBIH Iy Th B OyayInee.

JIeHiCTBUTEIIBHO, BCETO JIECATh JIET, a KAKETCS, YTO y)KE HEBO3MOXKHO IPEJICTaBUTh cee
MaHOpaMy OTEYECTBEHHOTO MCKYCCTBO3HAHHs O€3 TOro, YTO MBI U3 TOJa B TOJ HAXOAUM Ha
CTpaHUIax 3Toro u3aanus. He Oyznet npeyBenueHreM yTBepKaaTh, 4To Oyay4u obepoc-
CHICKHUM, J)KypHaI BCE Ooiee 00peTaer cTaryc MexayHapoaHoro. M He Tosbko BBHIY Cyliie-
CTBOBaHMS B HEM COOTBETCTBYIOILIETO pa3/ieiia Ha aHIIMICKOM sI3bIKE — OOJIBIIOTO 10 00BEMY
1 MHOT00Opa3HOro 1o coepkanuio. JlocTaTouHo nepenucTarh XoTs Obl ABa-TPHU BBIMYCKa,
4TOOBI YOSAUTHCS BO BCEOXBATHOW reorpaduu aBTOPCKUX UMEH U B CTOJIb JKE BCEOXBATHOM
amMIUIUTyIe 00CyxaaeMoit pobiemaruku. M HakoHel — HEM3MEHHO BBICOKHI YPOBEHB Iy-
Onuxkanuii. Koneuno e, 310 3aciyra 6€CCMEHHOIO PelaKTOPCKOTO KOJUIEKTHUBA U MPEX/e
BCETO — INIABHOTO PeaKTopa. BOT y’k KTO BOMCTHHY CTOMT Ha CTpake M3HAYAIbHO yCTAHOB-
JICHHOTO 1I€H3a HEYKOCHUTEIILHOW B3BICKATEILHOCTH M 0€3ynpeyHol Hay4HOCTH. VIMEHHO
Omnaromapst atuM KauectBaM «IIpoOnemMbl My3bIKalIbHOM HAayKH» CMOIVIM BOWTH B COAPYXKe-
CTBO WM3JaHHMH, HAaXOISIIMXCS MO Arujaoi Scopus’a. Ho MOMUIMHHBIN peWTHHT XKypHaa-
I00UIISIpa ONPE/IeNSeTCS TEM, YTO OH — B HAIlIMX ceplax. A moceMy — MHOras emy jera!

A. H. /lemuenko
JIOKTOP UCKYCCTBOBEIECHHUS, podeccop

BcenomuHato cBou moxenanust «IIpoOneMaM My3bIKQJIBHOM HayKu» JECATHIICTHEH
JABHOCTH, OITyOJIMKOBaHHBIC B €r0 MEPBOM HOMEpE: CTaTh HOBBIMH IIa3aMH My3bIKOBE-
JICHHS, CBOETO POJia ONBITHBIM IOJIEM JUIsl anpoOalii HOBBIX UJEH YUEHBIX — MACTUTBIX
U CTAHOBSIIUXCS, TPOTHBOCTOSTH MOJOBO/IbI0 HU3KOIPOOHO# Hay4yHO!H MakyaaTypsl. Ce-
TOJIHS € PAJ0CTBIO OTMEYAL0, YTO ITH MOXKEJIAHNS M PEaIn30BaHbl, U CTOKPAaTHO MPEBBIIIe-
Hbl. JKypHan [0 npenena paciupui reorpaduio, He TONBKO NPEACTaBUB Ha CBOMX CTpa-
HMI[AX HAy4YHBIE IIKOJbI MPAKTHYECKH BCEX PETHMOHOB CTPAHbI, HO U IIEJNEHANPABICHHO
HHTETPUPOBAB UX B HAyYHOE CO001IEeCTBO MUpa. OH MOCTOSHHO YKPEILISET 1By CTOPOHHHUE
CBSI3M POCCHUHCKOW M 3apyOeHOH HayKH, JEMOHCTPHPYET KOJIOCCAJIbHBIC JOCTHKCHHS
OTEYECTBEHHOT'O MY3bIKO3HAHHUS U COACHCTBYET TEM CaMbIM IMPUOOILICHHIO K HUM YUEHBIX
Y MY3BIKQHTOB JIPYTHX cTpaH. JlocTmkeHHe cyry0o Ka3ajaoch Obl TAKTUYECKUX LieJield 00-
peraer, Kak BUJIHO, CTpaTeruyeckuii craryc, paboras na Oynymee. 1 Oyaymiee 910 cTaHo-
BUTCS He npu3padHbiM. OHO NpeacKasyeMo, MOCKOJIBKY KOPEHUTCS KaK B MPOIIOM, TaK
U B CETOJHAIIHEM JHE. YUHUTBIBAs BOCXOIALIYIO AUHAMUKY Pa3sBHUTHS, XKEJNAIO KypHAILY
U B JaJbHEHIIEM WATH 10 YCTAHOBUBILEHCS TPAEKTOPHUH, TO €CTh, T'OBOPS CIOBAaMU
B. Kangunckoro, — Briepén u BBepx! A ero cosmareisiM M JeNareisM — 3JI0pOBbs, OCY-
IIECTBJICHUS 33/lyMOK U HOBBIX TBOpUYecKuX B31ETOB! C Haaexk 10/ Ha COTPYIHUYECTBO,

E. b. Tpeméogenvckuii
JIOKTOP UCKYCCTBOBEJIeHUs, podeccop
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ORCID: 0000-0003-4544-4791, alexdem43@mail.ru

[NepBbli U3 «LLIECTUACCATHUKOB»
K 85-aetnio PoanoHa LleapyHa

Poxnon IlenpuH ObII IEPBBIM B PSAAY TaK HA3bIBAEMbIX «IIIECTHIECSITHUKOB), KOTOPHIE BHIABUHYIHICEH Ha BEAYIINE
TTO3UIIMH COBETCKOTO MCKyccTBa B 1960-e romer. Ero BxokaeHne B KpyT KPYIHBIX MacTepOB HAdalIOCh B CepenHE
1950-x (Ilepmsiit hoprenmanHbiii KoHIEPT, Oaner «KoHEK-[opOyHOK»), B yKe TOrJa B €ro TBOPYECTBE BHI3PEBAIH
3épHa TOTO0, YTO BIOCIEACTBHHU IIUPOKO Pa3BEpHETCA B INIOCKOCTH YCIOKHEHHO-ApamMaTHueckoit oopasHoctu (Ilepas
cumdonus, ornepa «He Tompko m060BE»). B Havare 1960-x yTBepKaeHNe HOBBIX IPHUHIIUIIOB 3BYKOBOTO MBIIIIJICHUS B
HEMaJIoii CTeneHn ObLIIO CBSA3aHO ¢ 00OpaleHNEM K TEXHHKaM aBaHTap/ia BTOPOH BOMTHBI (IIMK aBAHTapJHbIX yCTPEMIICHUH
npuxonuTcs Ha Tpetuit poprenmanHeiid KoHIept). [Ipu 3ToM camoe IITaBHOE COCTOSIIO B TOM, YTO KOPEHHBIM 00pa3oM
W3MEHMJICS UHTOHALMOHHBIM KOHTYp My3blkM lllenpuHa, ¥ rocrnoiacTByOLIEH Haeed CTall AyX PacKperolleHUs, O
4éM CBHICTENBCTBOBAIN INPOU3BEACHUS ITyONMIMCTHYECKOH HampaBieHHocTHn (Btopas cumdonms, «Iloatopusy,
oparopus «JIeHHH B cepalle HapomHOMY, oriepa « MEpTBBIE mymm»). PackpbiBas MUp JTIMYHOCTH, KOMITO3UTOp Oolee
BCET0 aKIIEHTHPOBAJ MHTEIUICKTyaJIbHOE Havao ((hopTenrnaHHbIi MUK «24 IpeToqun U (GyTi»), KOTOPOMY HEPEIKO
COITyTCTBOBAII IPKO BBIPAXCHHBIN apTHCTU3M (6anet «KapmeH-ciontay). MHoroe B TBopuecTBe Ll{enprHa cMbIKaioch
¢ ypOaHHCTHYECKOW CTHXHEH, CKa3aBIIMCh HMIMPOKUM BHEAPEHHUEM PaIMOHAIBHO-KOHCTPYKTHUBHBIX JJIEMEHTOB U
MOIIHOU SHepreTukoil (HaumHas ¢ I[lepBoil ¢opremmanHoil coHarel). [loBBIIIEHHAass MHTEHCHBHOCTH >KH3HEHHOTO
ITyJIbCa HallIa MPEIOMIICHNE U B YMOIIMOHAIBHO-TICHX0JIOTHYECKOH c(hepe, 9TO MPUBEIO K CHIIbHEHIIIEMY ApaMaTH3My
MHPOBOCTIPHATHSI, HOCTUTHYB CBOEro amores B Oanere «AHHa Kapenwmna». BmocnmenctBum Tparmdeckuii TOHYC
ocnabeBaet (OaneTs! «Yaiika» u «Jlama ¢ cobauxoit»), u ¢ koHIa 1980-X TOI0B KOMITO3UTOP OTXOOUT OT KpaiHOCTEH
aBaHTapja, TATOTes K MIPOSICHEHUIO U IPOCBETICHUIO 00Pa3HOTO CTPOS.

KiroueBble cioBa: COBETCKHE KOMIIO3UTOpBI-LIecTUACCATHUKH, Poguon lenpuH, 3BoIONMS TBOpYECTBAa H
crwnctuka counnenui llenpuna.

ALEXANDER I. DEMCHENKO

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0003-4544-4791, alexdem43@mail.ru

The First of the Composers of the 1960s
Towards the 85™ Birthday of Rodion Shchedrin

Rodion Shchedrin was the first among the so-called “composers of the 1960s” who made their marks in the leading
positions of the Soviet art of the 1960s. His entry into the circle of the significant masters began in the mid-1950s
(Piano Concerto No.1, the ballet “Konyok-Gorbunok™) and already at that time his music witnessed the maturation of
the seeds of what shall subsequently unfold broadly on the plane of complexly-dramatic imagery (the First Symphony,
the opera “Not Only Love”). In the early 1960s the assertion of new principles of sonar thinking was significantly
connected with the turn to the techniques of the avant-garde of the second wave (the peak of the composer’s avant-
garde aspirations coincides with the Third Piano Concerto). At that, the most import thing was in that the intonational
contour of Shchedrin’s music changed radically, and its predominant idea became the spirit of emancipation, which
was testified by compositions of a publicistic direction (the Second Symphony, the “Poetoria,” the oratorio “Lenin in
the People’s Heart,” the opera “Dead Souls”). When disclosing the world of the personality, the composer accentuated
most strongly the intellectual element (the piano cycle “24 Preludes and Fugues,” which was frequently accompanied
by the vividly expressed artistry (the ballet “Carmen-Suite”). Much in Shchedrin’s musical output interlocked with
the urbanistic element, as demonstrated by a broad implementation of rational-constructive elements and powerful
energies (beginning with the First Piano Sonata). The heightened intensity of the living pulse also found its reflection in
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the emotional-psychological sphere, which led to a most powerful dramaticism of world-perception, having achieved
its culmination in the ballet “Anna Karenina.” Subsequently, the tragic tone ebbed (in the ballets “The Seagulls” and
“The Lady with a Dog”), and since the late 1980s the composer continues to depart from the extremities of the avant-
garde, aspiring towards a clarification and enlightenment of his imagery structure.

Keywords: Soviet composers from the 1960s, Rodion Shchedrin, evolution of the creativity and the style of the

compositions of Shchedrin.

€peaKo B HaCJIeIUH KPYITHOTO MacTepa AJis

HacC OCOOEHHO MPHUTATATEIHHO BPEMS €ro

CTaHOBJICHHSI, BPEMs TIEPBBIX INPOPHIBOB
«K cebey» — Jalle BCero IMEHHO TOT/Ia 3aKJIa IbIBAET-
CSl apXeTHUIN WHAMBHUyaJTHbHOTO CTUJIS U «T€HOTHID»
Xy[IO0KECTBEHHOW KOHIENIINH, YTO APAroleHHO U
camo 1o cebe, a BMECTE C TEM MOXKET ONPEACIATh
KOHCTaHTBI HETIOBTOPHMO-CaMOOBITHOTO B aBTOpE
«00 OHell NOCAeOHUX OOHUQY.

Cka3zaHHOE B TOJIHOW Mepe OTHOCHTCA U K Po-
quony Koncrantunosuuy Ileapuny: caenaHHoe
VM B TIEPBbIE ACCATHIIETHS CAMOCTOATEIHHOTO Ty TH
TaK WM WHA4Ye CKa3bIBA€TCA B €r0 TBOPUYECTBE O
cux mop. OH ObUT NEPBBIM B Py TaK Ha3BIBAEMBIX
«IIECTUIECATHUKOB» HENAaBHO YIIEIIIETO BEKa, TO
€CTh T€X, KTO BBIIBUHYJNCH HA BEIyIINE TMO3UITUU
0TE4eCTBEHHOTO HCcKyccTBa B 1960-e roas! u caena-
JIU PEIaloNINil BKJIAJ B €T0 Pa3BUTHE HA BUTKE BTO-
poil nonoBuHel XX cToneTus. beul nepBeM — 310
O3HAYaeT, 4To J0JITOE BPEMS OH SIBIISJICS BO MHOTHX
OTHOIIEHUSX JINZIEPOM CPEAN KOMIIO3UTOPOB CBOE-
'O TIOKOJICHHS 1 PaHbIIIe IPYTUX 3asBHII O cebe.

[Ipunomanm Hekotopeie (axtel. BecHoit 1954
roja B KadecTBE AMIJIOMHOW pabOThI HA OKOHYA-
Hue MockoBckoii koHcepBaropuu Ponnon Ilenpun
ceirpast cBoi [lepBblit (opTenuaHHbI KOHIIEPT.
CourHEHHE ATO BBI3BAJI0 CaMBIN JKUBOW HMHTEpEC,
U BpeMs MOATBEPAMSIO €ro >KW3HECIIOCOOHOCTb,
a JuId caMOro KOMIIO3UTOPA Cpasy ke IMPOCTaBUIIO
10 KpaliHel Mepe TpU MO-Pa3HOMY BAJKHBIX AKLEH-
Ta: sipKasg HaIFOHANbHAs XapaKTepHOCTh, oOparie-
HUE K YacTyIlKe, MHTepec K (OPTENHaHo U KaHpy
(dhoprenmanHoTro KOHIEpTA. J|eHCTBUTENBHO, K HBI-
HEIIHUM JTHSM KOMITO3UTOD SIBISIETCS aBTOPOM IIATH
(hopTenMaHHBIX KOHLIEPTOB, Iay3a B CO3JaHUH KO-
TOPBIX BO3HHKIIA TUITH B 1980-¢ Tombr (1954, 1966,
1973, 1991, 1999). «M3MeHHD» POSUTIO OH TOJBKO
B 1990-e, nanmucaB koHuEpTH M1t TPyOs! (1993),
Buonondenw (1994), ckpunku u ansra (06a 1997).

Kak nsBectHo, koHCcepBaropuro lleapuH okas-
YUBAJI TIO JABYM OT/EJICHUSAM: KOMIO3HMIHUA (KiIacc
10. A. llanopuna) u doprenmano (kiacc 5. B. Onu-
9pa). Kak mmaHHCT OH BBICTyman BIOCIEACTBUU

TOBKO C HWCIHOJHEHHEM COOCTBEHHON MY3BIKH.
Wrpan e€ oH BEIMKOIENHO, CO3AaBasl MOAJIMHHBIE
3TaJOHBl TPAKTOBKM CBOMX IIPOW3BEACHMU. bynem
OTKPOBEHHBI: 3TO JIAJIEKO HE BCErJa MOXHO CKa-
3aTh O KOMIIO3UTOpax-MHAHUCTaX, U MBI 3a4acCTyIO
MIPEANOYNTAEM CIIYIIATh B «IYy>KOW», HEABTOPCKON
WHTEpIIpETalul MY3bIKy HE ToJbKO I[IpokodneBa
n llocrakoBu4ya, HO Jake TAKOTO BBIAAIOIIETOCS
HCIIOJIHUTENISA, KakuM Obl1 PaxmannHoB. Ctout emé
N00aBUTH OAMH IITPUX: HE pa3 CIy4yasloCh, YTO MH-
aHHUCTHI CUNTAIN HeKoTopsle counHeHus Lleapuna
TEXHUYECKH HEUCIIONHMMBIMH, a OH JIOKa3bIBall
oOparHoe — ToKa3bIBaJl 0€3yNpPedHbIM, OINCTATENb-
HBIM UX HCIIOJIHEHHEM Ha KOHIIEPTHOH 3CTpaje u
B CTYIUSAX 3BYKO3AIIHCH.

Crenyromrast KpymHas paboTa MOJIOZOTO aBTOpa
— 0aner «Kounék-I'opOyHOK», 3aBepmIEHHBIN B 1956
rofy, U 3TO OIAATh-TAKH CTaNO0 BaXKHOU Bexou. He
TOJIBKO TIOTOMY, YTO HAIlMCAHHAs UM MY3bIKaJIbHAS
CKa3Ka OKa3ajlaCh HACTOALIEH TBOPYECKOM ynadei,
u OayieT BOT y)ke 0oJiee MOTyBeKa ¢ YCIEXOM UAET
B psijie TeaTpoB, B TOM 4YHCJe Ha ciieHe bombiioro
TeaTpa, IJie CO BpeMEeHEM OBUIHM MOCTaBJICHbI MPaK-
TUYECKH BCE T€aTPaAIbHBIE TPON3BEACHIS KOMIIO3H-
Topa. He MeHee BayKHO Jpyroe: B IEPBOM K€ CBOEM
HecmyOdenueckom omyce Lllenpun oOpaTuics K xaH-
Py, KOTOPOMY CYXIE€HO OBLIO 3aHSATH B €T0 TBOpUE-
CTBE OIpENeNSIIoee MECTO, TMOCKOJIbKY HMEHHO
B OajieTe OH JOCTHUT HanOoJIee 3HAYUTEIHHBIX XYIIO-
KECTBEHHBIX PE3yJIbTaTOB — C BEPIINHOW B «AHHE
Kapenunoit». 1 Bpsin mu Oymer npeyBenndeHueM
moJo0Has OIeHKa CAEeNaHHOTO MM B JaHHOW oOma-
CTH: MUPOBOH 0ajieT BTOpOil mooBHHBI XX BeKa —
3T0 Tpexe Bcero Oaners! Lllenpuna.

Camo coboii pazymeeTcsi, 4TO e€ro OaJieTHBIC
MapTUTYPBI — OTHIOAH HE MPOCTO MY3bIKA JIJISI XOPEO-
rpadun. Kak npaBuio, oHH MPENCTABISIIOT cOOOM
MacImTabHble XyqoKeCTBeHHbIe KoHmenuuu. 1 To,
YTO MMEHHO B JIOHE JJAHHOTO XaHpa Yy KOMIIO3UTOpa
HEpeIKO BO3HUKAJIHM HanOoJee sipKue U TIIyOnHHBIe
TBOPYECKHUE HJIEH, TAK)KE HE CIy4yailHO: CO Bpeme-
HEM CTajo SICHO, 4TO, B CBOIO OU€pelb, IUTACTHKA
U 0000mEHHAsS 3pUMOCTh OalleTHOW 00pa3HOCTH
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SBJISUTHCH I €r0 BOOOPa)KeHUS CHIIbHEHIIINM CTH-
MYJIOM, HHUIIUUPYS COOTBETCTBYIOIINE MY3bIKallb-
HBIE UMITYIIBCHI.

IIpumedareneH nepBbIld OajeT €mé OXHUM: OH
nocssmeH Matie [Inmncenikoit — 6aiepuHe 1 KESHIIH-
HE, C KOTOpOM pa3 U HaBCera 0Ka3ajach CBSI3aHHOU
ero >KM3HEHHas W TBOpYeckas cynpOa. [lmucerkas
HE TOJNBKO CTaHIIEBajla BCE IEHTPAIbHBIC JKEH-
CKHE TapTHH B €ro 6anerax, HO U OblIa Xopeorpa-
(hOM-TTOCTAaHOBIIIMKOM PsiJia U3 HUX. M, KOHEYHO Ke,
HETPYAHO MPEANOIKNUTh, CKOJIb MHOTOE B Oaner-
HBIX 3aMBICIIaX KOMIIO3UTOpAa POXAAJIOCh B XOJE
COBMECTHBIX C HEI0 00CYKACHUN M Pa3MBIIIUICHUH.

Ha wmarepuane my3sikn «Konbka-lI'opOyHKa»
lenpuH cpenan HECKOJIbKO (OPTENMHAHHBIX MH-
auatiop («Crapmme Opatbs U WBany, «JleBuumii
XOpOBOI» W JAp.), © OHHU OTKPBUIM COOOH MEIyIo
CEpHIO TbeC, KOTOPBIE Cpa3y e W IMIMPOKO BOILIH
B perepTyap MUaHUCTOB. Bomum mo K0CTOWHCTBY:
3TO BEIH IPKUE, COYHBIE, CAMOOBITHBIE, UX OTJINYa-
€T BHPTYO3HBII OJIECK U KPacOYHOCTh MHCTPYMEH-
TaJbHON ManuTpsl. M Hafo mpu3HATh, YTO B IOA00-
HOM pOJI€ JydIlee KOMIIO3UTOp CO3Jal KaK pa3 Ha
JAHHOM JTare TBopdyectBa. EcTh B paHHUX (opre-
MMUAHHBIX MUHUATIOPAX M XapaKTepHO MepeaaHHbIi
HAI[MOHAIBHBIN KOJIOPHUT — MPEXKAE BCETO PYCCKHM.
C 3TOH TOYKM 3peHUs] NOCTAaTOYHO BCIYIIATHCS
B mbecy «Tpoiika» (1959), rme MHOTOE 3a1aHO yKE
caMUM 3arojoBkoM. Ho B KakoM NperoMIIEHHH
mpencrtaét 3TOT TPATUIIMOHHO PYCCKUA MOTHB!
3mech MBI CTAJIKUBAEMCS C TOW MPUMEYATEIHHOM
ocoberHocThIO mouepka lllexpuHa, KoTOpas mo-
poxmaeT ocobyio «crepeo@oHHIHOCTRY 00pasa,
€r0 CMBICJIOBYI0O MHOIO3Ha4HOCTh. B 3TOi mbece
YIOPYrHi CHUHKOIIMPOBAHHBIA PUTM CIIEU(PHICCKH
PYyCCKoOi UpperyispHON MeTpuku Ha 5/8 mepenaér
HacTpoeHne OecrrabanrHOTO Becembsl, TOAUYEPKHY-
TOTO TMECTPOTON SPMAPOYHBIX TOHOB, U OIHOBpE-
MEHHO CBOE€H «COMBYMBOI» IyJabCAllie BHOCHUT
MOJTEKCT, HAMEKAIOUINi Ha €31y IO yXxaducromy
HameMy 0e3I0POXKbIO.

Yo ewé ecth B «Tpolike» U 4TO cpa3y XKe Bbl-
nemwio llenpuna, Tak 3TO 4yBCTBO roMopa. To
YyBCTBO, KOTOPO€ HEYACTO BCTPEYACTCA B MY3bI-
KaJIBHOM HCKYCCTBE M KOTOPBIM B U30BITKE OKa3all-
cs Hamen€H MoJoAoW KoMIto3utop. FOMop camo-
OYEBHU/ICH B YK€ HA3bIBABIINXCS MEPBBIX KPYITHBIX
€ro COYMHEHHUSAX: 3TO M 030PCTBO OBICTPHIX YacTei
[TepBoro koHuepTa (B puHAIE OHO HA TPAHU PUCKA),
a «Konék-I'opOyHok» — Hacrosmmii 0aneT-0ydd
WIH nomeuwiHble CUEHBI, €CIH BOCIIOIb30BaTh-
cs moxnzaronoBkoM «llerpymkxu» CrpaBHHCKOTO

(kcratm, lenpua 3xeck Beaenm 3a CTpaBUHCKAM
BOCITPOU3BOJIUT YEPTHI MY3BIKaJIbHOTO CKOMOPOIIIE-
ctBa). UTo KacaeTcs paHHHX (HOPTEIUAHHBIX ITHEC,
TO TIPEIMETOM «CHEIHATIFHOTO BHUMAHU» IOMOP
cranoButcs B «FOMopecke» (1957), rae ssBCTBEHHO
MIPOCTYIINBACTCA TaKasg XapaKTepHas ISl MaHEPHI
[lenpuHa yepra, Kak MapagoKCaTbHOCTD XyHTOXKe-
CTBEHHOTO MBIIIJICHHS. B 1anHOM ciyyae — B nep3-
KOM, HO YOUBUTEIBHO OPTraHMYHOM CONPSIKCHUU
rpy0OoBaTo-IIap>KMPOBAHHOTO M TOHKOTO, U3bICKaH-
HO-HPOHUYHOTO.

Hapsiny ¢ mogoOHBIMH OIIyIIEHWSIMH CBETA,
pazocTH, 030pCTBa, TAPMOHUYHOCTH, B TBOPUECTBE
KOMITO3UTOpA TEX JIET BBI3pEeBaU 3€pHA TOTO, YTO
BIOCJIEACTBUU LIMPOKO PA3BEPHETCS B YCIOKHEH-
HOM W apamarndeckoir obpasHoctu. EE mpusHaku
000CTPSIUCH 110 Mepe nmpubmxkenus k 1960-m ro-
JaM, TIOJTy4rB HamOoJee MacITabHOE BBIPAKEHHE
B [lepBoii cumdonun u onepe «He Tobko 1F000BHY.
B aTux nmpousBeneHusIX mo-pasHOMY pacKphIBaIach
CUTYyalHs TIepesioMa BpeMEH — IMEETCS B BUAY TOT
MepesioM, KOTOPBIH MPOMCXOAWI B JBM)KEHHUU OT
mepBoOi MMOMOBUHBI XX BeKa (To ObUIM B OCHOBHOM
1930-1950-€ roasl) K ero BTOpOi MOJOBHHE (CBOM
OTCYET B OTEYECTBEHHOM HCKYCCTBE OHA B IIOJIHOU
Mepe Hagana B 1960-¢ romsr).

Ponwnon Illenpun pomuics B 1932 roxy u, cie-
JOBaTENIbHO, HAaYaJIbHBIH OTPE30K TPACKTOPHUHU €T0
KU3HEHHOTO ITyTH OXBaTHJI ITOYTH BCIO MPOTSIKEH-
HOCTh IIEPBOTO U3 3TUX HCTOPUYECKUX IEPHOIOB,
a caM OH B TOH WJIM WHOW CTETIeHHW YHACJIEIOBaj
COLIMAJIBHBIN U 3CTETUYECKHUN OIBIT TOTO BPEMEHH.
OpHako BHyTpEHHE, BCEM CBOMM CYILIECTBOM OH TS~
TOTeJ K CIEeAYIOMEMY XyI0KECTBEHHOMY JTaIty, T
eMy, KaK ¥ BCEMY €ro MOKOJIEHUIO, KaK pa3 U Ipe/l-
CTOSJIO TIPOSIBUTH ce0si B Ka4eCTBE JIMIUPYIOIIETO
u omnpenensomero. Y ecTecTBeHHO, YTO B paHHEM
TBOPYECTBE KOMIIO3UTOpa, KOTOPOE MPHILIOCH
B OCHOBHOM Ha BTOpYIO MmoyioBuHY 1950-%, 3TO BHI-
pasuioch B cBOEOOpa3sHOM CTHIIMCTUYECKOM Oa-
JIAHCHPOBAHWU MEXAY MPOUUIBIM U Oyaynmm. Yro
KacaeTcsl MPOILIOTro, TO OHO Hauboiee ocs3aeMo
HallOMHHAJIO O cebe "epe3 JOCTATOYHO MIMPOKUN
CIIEKTp accouuanuil ¢ My3bIKOM 1I03aHEro Pumcko-
ro-KopcaxoBa u PaxmannnoBa, panaero CtpaBuH-
ckoro u [IpokodreBa B cOeqUHEHNN C 3I€MEHTaMHU
3BYKOITUCH, UAYIIEH OT UMIPECCHOHHUCTOB.

Ha rpanu nepexona, To ecth Ha pyoexe 1950—
1960-x romoB, curyanus mnpuodperana gpama-
THYECKUN xapakTep. M MOXHO NOHATH KOPHU
3TOTO Apamaru3Ma: HampspKEHHOE MCHUXOJOTHYe-
CKO€ COCTOSIHME HaKaHyHe OOJBIINX IepeMeH,
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BBI3PEBAIOIINX BHYTPH XHU3HEHHOTO YKIaJa yXO-
JIMBIIEN CTaJIMHCKOM 3IMO0XH, CTPEMJICHUE BbI-
pBaTbcd W3 YK€ CTECHSIOMIMX OKOB IIPEKHETO
K TOPU30HTAM HOBOTO. DTOMY IO CyTH W TOCBSIIIE-
Ha [lepBas cumdonus (1958) ¢ eé crpactHoii ma-
TETUKOW MATEKHBIX TOPHIBOB (MCXOTHBIA 3aMBICET
OBLIT CBSI3aH C TIOABUTOM AJiekcaHapa Marpocosa),
¢ e€ My4HTEeNbHO-TOCKIMBBIMU Pa3AyMbSIMU U JIU-
XOPaJOYHBIM BO30YXIEHHUEM JKU3HEHHOTO MOWCKA.
Bapuaiuu dunaia, Bpoze Obl BeAyIIHE Yepes Lelb
KapTHH HECKOJBKO WIAMUIMYECKH-TIaTpHapXalibHO-
IO HAKJIOHEHHS K THMHHYECKOMY BOCIIEBAaHHIO HE-
3BIOJIEMBIX YCTOEB HAPOIHOTO OBITHS, HEOXKHJAHHO
MIPEpPHIBAIOTCA B KOJE BO3BPAIIEHHEM OCHOBHOTO
MOTHBa | yacTu: moBecTBOBaHME IMOBHCAET Ha BOTI-
poce, ncTauBasi B IN[yXOM CyMpake, Ha 1opore He-
BEZIOMOTO.

B omepe «He Tompko m00O0BB», KOTOpas Xpo-
HOJIOTHYECKH YK€ IepeliaruBaja B HOBOE JeCs-
twerne (1961), sTor OGamaHCHUPYIONIMA XapakTep
IepefiaH 4Yepe3 paccloeHrue OOIIEro, MaccoBOTO
(pycckast nepeBHS TeX JIET) M HHIUBHIYaTbHOTO,
BOIUTONMIEHHOTO TPEXKIe BCero B oOpasze Bapsapsrl.
HapomHo-maccoBoe Havaso 1o gyXy CBOEMy OCTaBa-
JIOCH IO TIPEMMYTIECTBY B PAMKaX OBLIBIX STHUECKUX
M3MEPEHHH, XOTS TOAaBaJI €r0 KOMIIO3UTOpP OYEHb
cBoeoOpaszHo. CBoeoOpasre 3To0 BO MHOTOM OITpere-
JISUTOCh CaMBIM IIMPOKHM HCIIONB30BAaHUEM JKaHpPa
yacTymkd. HacTompKo MIMPOKKM, YTO MTPOU3BEICHHE
Cpasy k€ CTaJli UIMEHOBATh OIIEPOH-YaCTYIIKOM.

K tomy Bpemenu tema Poduon Ll]edpun u uac-
miywiKa cTaja y)ke, 9To Ha3bIBaeTCs, IPUTUEH BO S3bI-
nex. oNbKIOPHBIN XKaHp, KOTOPBIN MPEXKIE TOIBKO
M3pe/Ka, B KAaUYeCTBE «CITy4aifHOTO TOCTSD» MPOHUKAI
B cdepy aKaJeMHIeCKOro UCKyCCTBa, CTAN ISl KOM-
MO3UTOpPA TIOMCTUHE 30JI0TOW JKUJIOW, KOTOPYIO OH
«BBIYEpPIIAT» €11BA JIU HE 70 camoro aAHa. Kak HUKTO
npyroi, LllenprH B 0OMIMK 1 BO BCEBO3MOXKHBIX Pa-
Kypcax BBOAWJ €ro B CBOM paHHHE counHeHus. [e
TOJIBKO ¥ B KAKOM TOJIBKO OOTMYhE HY BCTPETHUILD Ya-
CTYIIIKY B €T0 TBOPYECTBE TEX JIET: KaK MATKHI pac-
IeB ¥ KaK MCKPOMETHYIO CKOPOTOBOPKY WJIM YHCTO
WHCTPYMEHTAIBHBIN HAUTPHIII, KaK HEXKHBIH JINPH3M
JCBUYBUX «CTPaJlaHWi» H TPyOOBaTYIO «IOIKOBBI-
PHUCTOCTBY» MYCKHX TPHIIEBOK, KaK «3a00PHCTHIN»
Bynbrapusm («CeménoBHay B ¢unaine [lepsoro dop-
TEMMAaHHOTO KOHIIEPTa) W BEIMYABYIO JIMPOIMHKY
(punan [epsoii cumpornm).

C mpocToayIIHO-310pOBOH atMOChepoit Hapo-
HOM XU3HU B OMEpEe COMOCTABJIEH CJIOKHBIN, TPOTH-
BOpEUMBBIN BHYTpeHHMIA Mup Bapgapsl. I1o croxery
e€ IpaMa COCTOWT B TOM, YTO TOCJIE MYYHTEIbHBIX
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KoJicOaHW OHA OTBEpraeT UL ce0sS BO3MOKHOCTH
JIIO0OBH, KEPTBYSI COOOH /st 00IIero OIaronomy s
(oTcroma HazBaHme — «He monvko mo60BbY). OTHAKO
MOJVTMHHAS JjpaMa B WHOM: TIO CKJIaxy HaTypsl Bap-
Bapa Jlajieka OT CBOETO HETTOCPEICTBEHHOTO OKpPYXKe-
HUs, €€ TyX TOMHTCS YeM-TO WHBIM, M 3TO HHOE Ha-
CTPOEHO Ha Ty IICHUXOJOTUYECKYIO0 «TOHAJIBHOCTHY,
KOTOpasi CTaHeT THIMMIHOH 111 1960-X romos.

Bor xapakrepHelii mTpux. Y BapBapbl TOXE
eCThb uacmyuwika, HO Kakas! TpakToBKa Hapon-
HO-)KaHPOBOTO TPOTOTUIA 3[ECh YXKE BCELEI0
HaXOJUTCSI B Pyclie 3apOKAAaBIIEroCs TOTJa CaMo-
OBITHEHINIET0 TEYCHUSI OTEUECTBEHHOW MY3BIKH,
MOJTyYUBIIETO BIOCIEACTBUM HAaWMEHOBAaHUE HO-
8as ¢onvrnoprasn eoana. Y 31ech co Bcel 0ueBUI-
HOCTBIO TPEACTAET CBOMCTBEHHAs IICHXOJIOIM3MY
1960-x romoB amMOWBaJeHTHOCTH OOpa3a: BHEIIHE
— pasTyNbHBIA IJISIC-TPENaK, BHyTPEHHE — TOpPhKas
IpamMa ofiHO4YecTBa. Jlpama, HarlOMHEHHAs! HEBEPO-
SITHBIM, TIPEIENbHBIM HAaIPSLKEHUEM, CIIOCOOHBIM
B JIF000€ MTHOBEHBE 00EPHYTHCS KaTtacTpogoil Tymiu.

[Tocne omepwr «He ToMBKO JIFOO0BBY KOMITO3H-
TOp OKOHYATENBHO MPEOI0IeBaeT BCE TPAAHIIMOH-
HO€, TO €CTh TO, YTO IIJIO OT CTHJIA U CTETHIECKIX
YCTaHOBOK MPEBIAYIIETO MEePHOoAa. Y TBEPKACHNE
HOBBIX MPHUHIIMIIOB 3ByKOBOTO MBILIUICHUS B HEMa-
JIOW CTETIeHH OBUIO CBSI3aHO C OOpaIleHHEM K TeX-
HUKaM aBaHTap/a BTOPOW BOJHBI (ITUK aBaHTap/-
HBIX YCTPEMIICHUH IPUXOAUTCs HA TpeTuil KOHLEPT,
1973), xoTopbIe TOT/IA €MI¢ TOIBKO BXOIMIA B OOH-
XOJl OTeUeCTBEHHOT0 HcKyccTBa. Ho camoe miaBHOE
COCTOSUIO B TOM, YTO KOPEHHBIM 00pa30M H3MEHHII-
Cs HMHTOHALIMOHHBI KOHTYp My3blku IllenpuHna.
A B oTHOmIEHUH €€ «3TOCa» Hamboiee mpHUMeda-
TEJIHHOE 3aKIF0YaI0Ch B IOJTHOM PACKPENOujeHUl.

DTOT AyX pacKpEIOMICHHSI C 0COO0M HATIISTHO-
CThIO OIIYTHM B cdepe 00pa3HOCTH, KOTOpasi Tak
BbIIemsuTa panHero lllenpuna u cocrosana B coenn-
HEHUHN HAIMOHAIFHO-XapaKTepHOTO M IOMOPHUCTH-
YEeCKOT0, HEPEAKO «HACTOSHHBIX» HA YaCTyIIEYHON
ocHoBe. KBUHT3CCEHLMEW JWMHUM, €€ KyJIbMHHa-
1Mel 1 3aBeplIeHreM CTal KOHIEPT AJIs OpKecTpa
«O3opHBIe HacTymKku». AOcomoTHas cBoboma
B TPAaKTOBKE (POJIHKIOPHOTO KaHpa HareJIeHa 3/1eCh
Ha wn3o0peTareibHENIee OCTPOyMUE, MOCTOSHHO
MIEPEXO/IAIICE B «3aHO3UCTOEY IEPECMEITHUIECTRO.
Bcé aTo BBICTYIIaeT BKyTIe C HEOOBIKHOBEHHO IPKUM
KUBOITMCAHUEM, JI0 TEPIKOCTU COYHBIM U JIEP3KUM
B CBOEH KPAaCOYHOCTH.

VYrnomsaayB «O30pHBIE YaCTyIIKW», CTOHUT 3a-
METHUTh, YTO WMEHHO K 3ToMy Bpemenu Lllenpun
CIIOKWJICS B KPYITHEUIIIET0 MacTepa COBPEMEHHOTO
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OPKECTPOBOTO MHCHMa, MPUYEM NPEXIE BCETO
B (hopMax KOHIIEPTUPYIOWIETO CTHIIs. BoT mouemy
BOBCE HE CIy4ailHO OH OOHApYXWJ YCTOWYHMBBIN
WHTEpeC K JKaHpy KOHIepTa A opkectpa. K HBI-
HEIIHEMY JHIO UX MATH (10 JI00OMBITHOMY COBIIA-
JIEHUIO — TO K€ YMCIIO, YTO U Y CTOJb 3HAYMMBIX
Uil Hero (OpPTENMHaHHBIX KOHIEPTOB): «O30pHEBIC
gactymkm» (1963), «3Bonub (1968), «Crapunnas
MY3BbIKa POCCHHCKHX MPOBUHIHMAIBHBIX ITHPKOBY»
(1983), «Xopomomer» (1989), «Yetwsipe pycckue
necHu» (1997). «lIpeapIkToM» K HUIM B UX 3MOpHU-
oHOM MOXxHO cumTtath I yacte IlepBoit cumdponumy,
I€ HaXOAWM HEIPEpPHIBHOE YepelIOBaHHE OpKe-
CTPOBBIX TPYII U OTAEIHHBIX HHCTPYMEHTOB U T7IE
KOKIBIH W3 HUX (BKIIO9as TyOy) MOITy4aeT COJb-
HBI parMeHT. A B Ka4ecTBE «IOCTBIKTa» MOXKHO
paccmarpuBathk Tpetsio cumdbonuto (Symphonie
concertante «JIuta pycckux ckazok», 2000).

Illenpua noOMBaeTCS B IMOMOOHBIX KOMITO3H-
[USAX TIOAYac MpOoCcTo (heepuuecKor BUPTYO3HOCTH,
MIPEOCTABIAS OPKECTPY B IIEJIOM, €r0 OTAEIHHBIM
TpynIaM U COJUCTaM MacCy BO3MOXKHOCTEH IMOKa-
3ath cebst Bo BcEM Onecke. OCyIIeCTBIIsIST «PeXkKUC-
CYypy» 3THX apTUCTHYECKHX COCTSA3aHUH, OH BCe-
MEPHO PaCLBEYNBAET HHCTPYMEHTAIBHYIO MAJIUTPY.
Ckaxem, B «3BOHaX» B COOTBETCTBUU C MPOTPAMM-
HBIM 3aMBICJIOM KOMIIO3UTOP BBOAWT B OpPKECTpP
KOJIOKOJIa TpyOuarble W HaTypajbHbIE, OONBIION
HA0Op TPEYTONHHUKOB, TAPEIKH U aHTUYHBIE Tape-
JIOYKH, OPKECTPOBBIE M TaK Ha3bIBAEMbIE NACTYIIIbU
KOJIOKOJIBYHMKH, TaM-TaM U YEeJIECTY.

Te xe NpuEMbl OPKECTPOBOIO KOHLEPTHUPO-
BaHHS C COOTBETCTBYIOIIECH CKIOHHOCTBIO K JUQ-
(depeHIMAY ¥ WHIUBHUyaTH3allU UHCTPYMEH-
TaJbHOTO MHCHhMa BO MHOXECTBE BCTpEYaeM M 3a
npezenamMu JaHHoro xanpa. B wactHoctu lenpun
OXOTHO BBIJIETISIET B CBOMX MAPTUTYypax pa3Hoobpas-
Helmume conbHblie QyHKiuu. K npumepy, B Oaiere
«Yaifka» B 3TOM Ka4eCTBE BBICTYIAIOT (preiTa-muK-
KoJo, reliTa u anproBas (uieiTa, ro0oW U aHTIIHH-
CKUIl pOXKOK, KIapHeT, (arot, BalTOpHa, TpyOa u
nBe apdoel. B onepe «MépTBhle Aymim» mogoOHbIE
INPUEMBI OIPENEISUINCh LEISIMU NOPTPETHOM Xa-
PaKTEpUCTHKH, O YEM CaM KOMIIO3UTOP IMHCAT TaK:
«ManunoBy comytctByer ¢ueiita, Kopobouke —
¢arort, Hoznpépy — BanropHa, [Lmtomkuay — roboi,
CobakeBuuy — 1Ba KoHTpabaca (LMT. 10: [8]).

O 1onmHOW pacKpenomEHHOCTH TBOPYECKOTO
nyxa 1960-x romoB CBHACTEIHCTBOBATIN M IPOU3-
BeJICHHUsI  MyONMIIMCTHYECKON  HAaIpaBIeHHOCTH,
IIe KOMIIO3UTOpP HEW3MEHHO TIpeajiaraj CoBep-
IIICHHO HEOpAMHAPHBIE XYI0KECTBEHHbIE PEIICHUS
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U TA€ JHUK COBPEMEHHOTO COLIMyMa KaXAblil pa3
MpeicTaBall B TeX WM WHBIX YHUKAJIBHBIX PaKyp-
cax — uMeroTcst B Buay Bropast cumdonus (1965),
«IToatopus» (1968) u oparopust «JIeHuH B cepue
HapogHOM» (1969).

K UM 110 3a0CTpPEHHOCTH BUICHHUS COITHANH-
HOM CUTyaluu HpUMBIKaeT U omnepa «MEpTBbie
oy (1976). 3a0cTpEHHOCTB 3Ta OKa3aiach MOJ-
4EPKHYTON W BBHIy TOW KOPEHHOH MeTaMop(o3bl,
KOTOPYIO TIpETEpIIen B T€ ToAbl 00pa3HbId MUDP My-
3pikn LlleapuHa: OT romMopa K catupe, OT JKaHpO-
BO-XapaKTEPUCTUIECKOM MOJa4l HApOIHOTO Hava-
JIa K €ro Jpamarudeckoil TpakroBke. Hameuennas
B TpenbIayIIel omepe IpaMaTyprus pacciIOeHHUs
MpHOOpEeTaeT 31eCh 3aKOHUYEHHOE BBIPAKECHHE U
BOCIIPUHHMAETCS KaK MOHT&X ABYX MapajuieIbHO
CYLIECTBYIOIINX IIACTOB KU3HH, KOTOPBIE, OyIydu
a0COIIIOTHO YY>KEPOAHBIMH, PAKTHUECKH HE Tepe-
ceKaroTcs Apyr ¢ Apyrom. ['ybepHCkoe 0OIIECTBO
(Tak ckazarh, «00pa30BaHHBIA KIIACC)») KOMIIO3H-
TOp Beoen 3a loromem momaér B miaHe cyryboro
pa3BeHYaHHs, CaMbIM IIHPOKUM O0pPa3oM HCIIOJb-
3ysl BCEBO3MOKHBIE Tpajallid TpoTecka. Amenim-
PYyA K akademuueckum pecypcam OTIEPHOTO BOKaia
(B ToM 4mncie K BUPTYO3HBIM CTOpOHaM bel canto),
lenpuH yTpupyeT U NApOAUPYET WX, KaK ObI BBI-
BOpauMBasi HAN3HAHKY, U TEM CAMbIM BHIBOPAYHBACT
HauW3HAHKY CBOMX ITEPCOHAXKEH, TOOMBAsICh TOCPE/-
CTBOM 10100HO# TpaHchopmariuu 3ddekra BricMe-
WBaHHS U OKApUKATyPUBAHUSI.

Haponnas xu3Hb, KOTOpas y mucaress, Ha mep-
BBIi B3TJISI/I, TOYTH HEMPUMETHA M HAMEUEHA TOJIHKO
OT/ICNIBHBIMHU IITPUXaMH, KOMIIO3UTOPOM Pa3BEPHY-
Ta B MOJTHOBECHBII 00pa3HbIi miacT. bomee Toro,
eMy TPHIAHO €1Ba JIM HE OIpeJeiollee 3Haue-
HUE — TPOM3BEJICHNE OTKPBIBAETCS M 3aBEpIIaeTCs
0000mEHHOI KapTHHOI «Paceu». U Teneps BMECTO
MIpeKHEN BETUCTOCTH KPACOK M IOMOPHUCTHUYECKO-
rO HAKJIIOHEHHS MBI CTAJIKMUBAEMCSl C yIITyOIEHHO-
JIpaMaTH3MPOBAHHBIM OIIYIIEHHEM O€ICTBEHHOTO
e€ cocTosHUS (B ITOM, KOHEYHO XK€, YyBCTBYETCS
MIPOCKITHS HAa COBPEMEHHOCTH). CyMpadHo U 6e3Ha-
JIEXKHO TOBECTBYETCS O «JIAIIOTHOI», FOPEMBIYHOMN
CTpaHe, OOpe4€HHOM Ha CKYyJOCTb U TOCKJIHBYIO
0eCTIpOCBETHOCTH JOIMBIIIN30BAHHOTO CYIIIECTBO-
Banms. Pucys smy Poccuro, lllenpua obparmaercs
K HApOOHOMY NeHu0 B €T0 HaTypPaIbHOM BHJIE — 1 TI0
CIIOBECHO JIEKCHKE, U TI0 HHTOHAIIMOHHOMY (DOH]TY,
u 1o MaHepe ucnonHeHus. Croiab HeObIBasIOE A
aKaJeMUYECKOTO MCKYCCTBA HOBIIIECTBO IOATOTAB-
JUBAJIOCh MM 33J0JIT0 — JOCTaTOYHO HAIIOMHHTH
BKJIIOYCHHE «IIEPCOHAIBHOTO» TeMOpa JlromMuIs
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3b1knHOM B mapTtutypsl «llosTtopum» u oparopuu
«JIlenuH B cepjie HApOTHOMY.

BerynuB ¢ Hawana 1960-xX TOmoB B OCHOBHYIO
(hazy cBoero TBOpUECTBA, KOMIIO3UTOpP MOMIEN IO
MYTH PE3KOro 000CTPEHHS Pa3NYHBIX CTOPOH MY-
3BIKAJIGHON BBIPA3UTEIHLHOCTH, YTO COOTBETCTBEHHO
CONPOBOXKIIANIOCH CTYIIIEHHEM KPacoK ¥ TOHOB B 00-
PHUCOBKE BCETO U BCS. A 3TO, B CBOIO O4Yepe/lb, O3Ha-
4ayo, YTO XYyIOXXECTBEHHBIM Mpolecc mpuodpeTal
SIBHO pomaumuyeckyio uanpasieHnocms. W Hano
npusHath: Pomuon IllenpuH ObuT B 4YMCIie CaMBbIX
APKHUX MPEACTaBUTEICH POMAHTUIECKOTO JABIKEHHUS
BTOPOIl TIOOBUHBI XX Beka. 3aMETHUM, CO3HATENb-
HYIO TIPUBEP>KEHHOCTH TaHHOMY JBIDKEHHIO KOMITO-
3UTOP C MOJTHOM OTYETIMBOCTHIO 0003HAYMII, CO3/1aB
110 M30paHHBIM CTPAHHUIIAM CBOETO «IJIAaBHOTO» OaJie-
Ta KOHIIEPTHYIO KOMITO3HMLIMIO 107 Ha3zBaHueM «Po-
MaHTHUYecKast My3bIka “AnHa Kapernna».

Kak wn3BecTHO, CpenoToymeM pOMaHTHUYECKO-
IO HCKYCCTBa SIBJIIETCS MHp JMYHOCTU. B €€ co-
BPEMEHHOM KOHTYpE KOMIIO3UTOp Oojiee BCero
AKLEHTHPOBAJl WHTEIUIEKTYaIbHOE Ha4dallo, U eMy
yAAJIOCh J1aTh B MY3BIKE Ha PEIKOCTh CHIIBHBIN U
yOennTeNnbHbIN TOPTPET WHTEIUIEKTyalla TeX JIEeT
— WHTEJUIEKTyalla C €r0 CIOKHBIM ¥ MHOTOMEPHBIM
BHYTPEHHUM MHPOM, CBO€OOBIUMEM BHEIIHETO 00-
JIUKA W TOBEJIEHUs], C €r0 HEMpeICKa3yeMOCThIO U
[o1Yac MUKAHTHOW H30LIPEHHOCTHIO JKU3HEHHBIX
nposiBieHud. BC€ 3TO MPEBOCXOJHO «O3BYUEHO,
HarpuMmep, B (QopTenMaHHOM IHKIE «24 Tperto-
i 1 Gyruy (1964-1970), rae HecTaHIAPTHOCTH
M300paXEHHOM JMYHOCTH OTBEYACT COBEPIIECHHO
HEOXHJIaHHasi TpakToBKa nonudonun. [Tamsarys
aHanoru4yHeli 3HamMmeHuTHIM muka 1. [llocTtako-
Brya (1951), Bcé-Taku criemyeT NpU3HATH: TOIBKO
YTO Ha3BaHHBIM omycoM mMeHHO llenpun oTKpbLT
«IUTIO3» TOIM(POHUYECKOH My3bIKE BTOpPOW IO-
JIOBUHBI XX CTOJIETHS C €€ KaYeCTBEHHO HOBBIMHU
odepraHusiMu. Y OH cenan B 3TOM HalpaBlICHUH,
MIOXKay#, OONMBITUI BKJIAJ, 4eM KTO-THOO JIpyTOil.
Tak, moutn cpa3y mocjie HepBOTO IMKJIAa KOMIIO-
sutop BeimycTwl «[lonmudoHndeckyo TeTpaaby»
(1972) — ceputo u3 25 mbec ¢ Maccoil KOHTpaIyH-
KTUYEeCKUX KyHINTIOKOB W mapan. [Ipucoeamanm
K CKa3aHHOMY TOT (pakT, 4TO MEJJIEHHBIE YacTh
MHOTHX KPYITHBIX €0 COUMHEHHH — Maccakalib, U
9TH CTYCTKH MEAMTATUBHOCTH BCETAAa OCHOBAHBI Y
HETO Ha CIIOKHOM IMOJIU(POHUIECKOM Pa3BUTHH.

OOmien3BecTHBl ~ OaxWaHCKUE  TPUCTPACTHS
[lenpuna. Kak-to . M. IlocTtakoBuu 3aman emy
Bompoc: «Ecmu OBl BB momany Ha HEOOWTaEeMEIi
OCTPOB U BaM OBUIO OBI TIO3BOJICHO B3SITh BCETO
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OJTHO MY3BIKaJIbHOE ITPOU3BECHHE, YTO OBl BBI B3f-
mu?» Ulenpun, He 3axymMbIBasich, oTBeTHI: «McKyc-
ctBo ¢yru». C nMenem u Tpaaunuen baxa y Hero
BITOCJIEZICTBHH OKa3aJI0Ch CBA3aHO HECKOJIBKO COYH-
HEHU, B TOM yucie «My3bIKalbHOE IPUHOILICHUEY
— TUTAHTCKasl KOMIIO3ULUS, TJI€ OT BEJIMKOTO TPE-
IIECTBEHHUKA BOCIIPUHSATO HE TOJILKO HAa3BaHNE, HO
Y HECKOJIBKO XOPaJIbHBIX PEMUHHUCIICHIINHN, a TaKKe
BOCIIApEHHE B BBICH aOCTparupyromeid MBICIH U
[JJaBeHCTBYIOIIAsl PONb opraHa (KCTaTH, MOATOTaB-
JIUBasi IPEMbEPY, KOMIIO3UTOP B COBEPIIIEHCTBE OB-
JIa/ie7 UITPOI Ha TOM MHCTPYMEHTE).

NuTennexryannsmy My3biku LllenprHa Hepenko
COITYTCTBOBAJI SIPKO BBIPAKEHHBIH POMAHMUYECKUL
apmucmuzm. ITO TIPOSIBISUIOCH B OJIMCTATEIIEHOM
KOMIIO3UTOPCKOM MacTepCTBE, B MOAYEPKHYTO ICTE-
TU3UPOBAHHOW TMOJ[a4€ XyHAOXKECTBEHHOTO MaTepH-
aja, KpacoTe OTICIKHA MY3BIKaJIbHOU TKaHH, OOIICH
M3BICKAaHHOCTH W 3JIETaHTHOCTH 3BydYaHus. MHOTrma
apTHCTU3M MPHOOpETaT HEKYI0 CAMOIICHHYTO 3HAYH-
MocTb. OOpa3oM MoJOOHOTO poja MOXKHO CUHTATh
oaner «Kapmen-crouray (1967), rne lllenpun BbI-
CTYIUJI B KOHT'€HUAJILHOM MapTHEPCTBE ¢ buse, ocy-
IIECTBUB KOPEHHOE MPeoOpakeHne XPEeCTOMATHITHO
M3BECTHBIX MEJIOANI Ha COBpeMeHHbIH naa. Caena-
HO 3TO HACTOJIBKO OPTraHWYHO W BIEYATISAIONIE, YTO
WCKITIOYAIOTCS] KaKHue-T00 BO3MOKHOCTH IS yTIIpE-
KOB B HACHJIMHU HAJ NCXOIHBIM TEMAaTU3MOM.

[ToMumoO ipaMaTypruyecKkoi nepeKoMIOHOBKH,
€ro MoepHU3aIus BeAETCS TNIaBHBIM 00pa3oM IO
JUHUH B BBICIIECH CTENEHH OPUTMHANBHBIX TpaHC-
¢dopmanmii TeMOpa u putma. Bo3poauB Ha HOBOM
YPOBHE HCKYCCTBO TPAHCKPHIIINAN, KOMIO3UTOP
HE pa3 «BTOPTrajics» C TOH K€ IETbI0 U B COOCTBEH-
HYIO TeaTpaJbHyI0 MY3BIKY (KpoMe YTOMSHYTOH
Kommo3unuu o «AuHe KaperuHoi», 310 mepepa-
0oTku Marepuana onepbl «He Tombko MHOO0BBY H
Oanera «Yaiikay).

WHTennexTyann3M TOH MOpPHI 3a49acTyI0 CMBI-
Kalcsa ¢ ypOaHUCTHYECKOW CTUXuEH, OypHoe pas-
BEpTHIBaHKE KOTOpPOH B 1960-€¢ TOMBI MPOXOMMIIO
mon 3HakoM HTP (HayuHO-TEXHHMYECKOH peBOIIO-
MU — TaK CTaJI UMEHOBaTh OYEPETHOI BUTOK IIO-
BBIIIEHHOW aKTUBHOCTH «HWHIYCTPHAIBLHOU 3PBI»).
Ora ctuxus 3aTpoHyna My3blky Lllenpuna campim
HENOCPEICTBEHHBIM 00pa30M, CKa3aBIIHUCh IIHPO-
KM BHEJIPEHHEM pPalMOHAIbHO-KOHCTPYKTUBHBIX
3JIEMEHTOB M 3aIreJaTiieHueM MOIIHOW YHEPTeTUKU
cooTBeTcTBYyommero Tuma. C TOYKH 3peHHsS OTMe-
YeHHBIX [MapaMeTPOB HACTOALINM B3PBIBOM CTaja
[leprast poprenmannas conara (1962), koropas xax
pa3 W O3HaMEHOBaJla OKOHYATEIHHOE BXOXKICHHE
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IllenpuHa B «KOOpAUHATHD) BTOPOM MOJIOBUHBI XX
crosietus. B e€ [ yacTu mpoucxoauT CTpeEMUTENIbHOE
MIEPEepPOKICHUE IIEAIIEr0o OT PAaHHEro TBOPUECTBA
SAPMapOYHO-CMEXOBOTO Hadaia B XKECTKYIO ypOaHH-
CTHKY, a TIOCJIe TOTPYKEHHS B [TyOWHBI CO3HAHMUSI
(MemneHHas 9acTh) clieAyeT (DUHAJ C €ro «OTHEIbI-
Hiamen», MOUCTUHE BYJIKAHUYECKOH MarMoil sHep-
THH, C er0 Mad)0COM CaMOCKUTAHUS B IPOCTHO KJIO-
KOUylIEeH Kaxe AerCcTBUs.

YpOaHU3NPOBaHHBI MHpP COBPEMEHHOTO pO-
MaHTHKa — 3TO HEPEIKO MHp MapagokcoB. B Mmy3bike
lenpuna cTonb cnenuuIeckuii pakypc oT4ETIIN-
Bee BCEro Haxoauj ceOsl B «COBMEIIEHWH HECOBME-
CTHUMOT0» — JIEHCTBUTEIFHO HECOBMECTHMOTO HITH
II0 KpaliHEH Mepe TOro, 4TO Ha IEPBBIN B3MIAJ Ka-
JKeTcsl TakoBeIM. Ecnu B3sTh aiis mpumMepa GuHa
Broporo xonmepra, To 0OHapy>KUM MapagoKCaTb-
HBIE TIepedpOCHl OT AETOBHTON COCPENOTOYEHHO-
CTH (OHA aKIEHTUPOBaHA «BHEXYJ0KECTBEHHBIMI»
(dhopMynamMu MUAHUCTUYECKUX 3K3epcrcoB ['aHOHa,
peoOpa3oBaHHBIX B YPOAHUCTHYECKYIO MOTOPHKY)
K TeJOHWH JIETKOBECHOTO JJ0cyTa (Ha OCHOBE JKa-
30BOM HMITPOBU3ALINN).

ITomo6Hast cBOOOMa HEOKHIAHHBIX TEPEKITIO-
YeHWH W TPEeAeNbHO PEe3KHWX KOHTPACTOB BBI3BAJA
K JKM3HH 0COOOTO poja MPENIOANHHYIO Apamaryp-
ruto. OHa mpezacraBiser co0oi clerieHue Qpar-
MEHTOB Pa3HON BETWYHMHBI U PA3HOTO CMBICIOBOTO
HAIOJIHEHHUS, MOHT&XX 3BYKOBBIX OJIOKOB-KaJpOB,
KOTOpBIE CaM KOMIIO3UTOP HEOJHOKPATHO ONpese-
71 Kak npentonuu (Bropas cumdonus ¢ e€ mon-
3aroJOBKOM «25 TIpemoanid ISt OpKeCcTpa» WIH
MIPETIONNH, TIepeMeKaeMble HECKOJIbKUMHU WHTEp-
JIIOUSAMU, M3 KOTOPBIX COCTOUT OaneT «Yaiikay).
Bcé 3710 )X1MBO HAIIOMUHAET KHHOXPOHMKY, CIIOHTaH-
HO BOCCO3/IAIOIIYI0 MHOTOOOpA3HBIM MOTOK COOBI-
TUM U BIIEYATIIEHUH.

Anexcannp brok ompenensn poMaHTH3M Kak
«cmpemieHue Hcumv YOeCAmMePEHHOU HCUZHBIO.
Camo coboli pasymeeTcs, 9TO TIOJ00HAsT CBEpXHH-
TEHCHUBHOCTh JKH3HEHHOTO IylbCca HalUIa IIpe-
gomiieHue y IlleaprHa He TOJBKO B IUIAHE PE3KUX
IpaMaTypru4ecKuX TMEepeKIoueHuil, HEe TOJBKO
B OypHOH JHEPreTHKE ACHCTBEHHBIX MPOSBICHHM,
HO Y B IUIOCKOCTH 3MOIMOHAIBHO-TICHXOJIOTHYE-
ckux nepexuBaHuil. [loMHOXEHHas Ha OTMe4aB-
IIeecs BBIIIE CTYIIEHHE H 000CTPEHNE BCETO U BCH,
3Ta CBEPXMHTEHCHUBHOCTD IOBENIa K CHIIbHEUIIEMY
IpaMaTu3My W Jake€ TParu3My MHPOBOCIHPHSITHS.
MakcuMallbHOTO HAIPSDKEHUS JaHHAs CHUTYyalus
JIOCTHTAJIa B CaMOW OOJIBHOM JJIi pOMaHTHYECKOTO
CO3HaHUsA TpodiieMe — MpobdIeMe B3aMMOOTHOIIIE-
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HUH JIMYHOCTH W €€ OKPYXXeHHs, OCOOCHHO B Ba-
pUaHTe uX IpoTUBOCTOsHMS. Kommo3utop npuka-
cajicsl K Hel MHOI'OKpaTHO, B TOM 4YHCJIC B JKaHPC
WHCTPYMEHTAJIBHOTO KOHIEpPTa, Il yXKe caMo IO
cebe comocTasiieHe solo u tutti cTaHOBUTCS Omaro-
JIAaTHOM ITOYBOM JUIsl pa3srpaHUYEHUs] UHAUBUIYATIb-
HOTO 1 00IIero.

Cpoii amoreili pa3paboTka 3TOH IMpoOJeMaTu-
ku nponia B «Anue Kapenunoit» (1971), rne ona
npuoOpena 060cTpEHHO Tparmdeckuit Hakam. M co-
BCEM HE CITy4aiiHO, 00CYXJasi KOHIIETIINIO Oaera,
Cpasy ke 3aTOBOPHIIN O «08YX My3vikax». My3bIka
8HewHAA — ITO OKpy>KeHHe AHHBI, CBETCKOE 00IIIe-
CTBO, OOpHCOBAaHHOE KaK OECCTpPacTHO-XOJOIHOE,
B TOHAaX HM3BICKAHHOTO apHCTOKpaTu3Ma, IOpOi
TPOMOITIACHO-TIOMIIE3HOE B CBOHMX I[€pEMOHHAjaxX
(m Torma SIBCTBEHHO CIBIIIATCS OTTOJMIOCKH (haH-
(hapoHCKOH OpaBypBl COBETCKHX BpEeMEH). My3bI-
Ka 6HYmpeHHAsA — 3TO caMa AHHA, MOKa3aHHAas B
OCHOBHOM B MIIOCTacsIX HamnpsLKEHHEWIIEro ICH-
XOJIOTM3Ma U HEBEPOATHO CKOHJCHCUPOBAHHOM,
oOxuraromen, OyKBaJIbHO PEXYILIEH SKCIpeccHuu
(B eé€ Beipaxkenun Lllenpun nocTur Takoro mpezena,
9TO B 0003puMOM OyayIieM TPYOHO IPEACTaBUTH
cebe HeUTO MPEBBIIIAIOIIEE 110 CHUIIE M OTOJIEHHOCTH
Tparn4eckoro 4yBcTBa). He moBombcTBYsACH camoit
o cebe MOJSPU30BAHHOCTBIO 3TUX KOBYX MY3bIK»,
KOMIIO3UTOP TPEJEIHbHO 320CTPSeT KOH(IMKT MO-
Cp€aACTBOM HX COBMCHICHUA B OAHOBPCMCHHOM
3ByYaHUH, J0OMBasch 3(deKTa «CKPeKEUIyIei»
BEPTUKAIN (pa3yMeeTcsl, C UCIIOIb30BaHUEM TIOJIH-
TOHAJIBHOCTH).

baner «Anna KapennHa» mpomeMOHCTPHPO-
BaJl BBICIIYIO XYIOKECTBEHHYIO OCHAIIEHHOCTb
ero aBTopa. 37ech ¥ YMEHHUE MPU MHCIICHUPOBAHUM
JIUTEPATYpPHOTO TIEPBOMCTOYHHKA COCPEIOTOYUTD-
Cs HAa CaMOM HEOOXOIMMOM, CTPOTO COO0Opa3ysicCh
C 3aKoHaMH jkaHpa. W mopasuTenbHO KOPPEKTHOE
HCIIOJIb30BAaHNUEC MY3BIKAJIbHBIX LUTAT, ITPU3BAHHBIX
[IOMETHUTh UCTOPHUYECKOE BpeMs AEHCTBHA. 37eCh U
COBEpIIEHHO CaMOOBITHOE XyAOKECTBEHHOE HCTOII-
KOBAHHE HOBEHIIMX «TexHonorui». Kak, nomy-
CTHM, HCIIOJIb30BaHA COHOPHUKA TSI MOJCITUPOBAHUS
pedIeKCUPYIONNX COCTOSHUN IyTEM TOTPY>KEHUS
B 3BYKOBOE «IUIBIBYIIlee MapeBo». Mim kak 1mo-cBo-
€MY OTKJIMKHYJICA KOMITIO3UTOP Ha OIIBIT TaK Ha3bI-
BaEMOM KOHKPETHOW MY3BIKM, BbIKa3blBas HCKIIIO-
YUTENBbHYI0 YyTKOCTh K (UIongaM 3BYKOIIYMOBOH
arMoc(epsl OKPYXKaroIlIero Mupa 4 (heHOMEHaIIb-
HYyI0 CIIOCOOHOCTH MEPEIUIaBUTh WX B HOTHPOBAH-
HYI0 3alMCh aKyCTHUYECKOI0O HHCTPYMEHTapHus.
B «Anne Kapeannoit» nociaeqHsist u3 TUX 3BYKOBBIX
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HaTypaJu3aIliii BIpacTaeT B CAHMBOJIMYECKUN 00pa3  MCK BBIXOZA U3 3TOTO TYIHKA, KOMIIO3UTOP CO3AaET
JIOKOMOTHBA JKH3HH, PABHOAYIITHO IMPOHOCSIIETOCS  XOPOBOHW KOHIIEPT «3aredyarieHHbli anrem» (1987),

MHMO pa3AaBICHHON MHINBHTYyaTbHOU CYIbOBI. B KOTOPOM HaCTOMYMBO 3BYYMT MPU3bIB K JYXOBHO-
3aBepirast 0030p MEPBBIX NECATWIETHH TBOP- MYy MOKAasSHHIO.
yectBa Ponnona lllenpuna, B KauecTBe post factum Kusa B mocnennee Bpems B I'epmanuu, Po-

HEOOXOAMMO OTMETHTH cieayroinee. [lociae « AHHBI nquoH KoOHCTaHTMHOBHMY BOCIIOJNHSET CBOIO OT-
Kapennnoii» u otyactu Tperbero koHuepra Tparu-  Jal€HHOCTh OT POAHOM 3€MIIM BO3POXKICHUEM
YeCKHid TOHYC 3aMeTHO ociabeBaeT. Ero mocnennue  «pycomibcTBay, ¢ KOTOPOTO KOTIA-TO HadWHAT
CWJIbHBIE NTPOPHIBBI HaOmonaoTea B 6anere «Yak- (M3 XapakTepHBIX HAa3BaHUH HHCTPYMEHTATbHBIX
ka» (1979), npuuém Tparm3Mm Temeph 3aMbIkaeT- — omycoB 1990-x romoB — «XpycTajdbHbIE TYCIH,
Cs Ha caMO# JIMYHOCTU Kak camonpuumHe cBoero  «Poccuiickue dortorpaduu», «Bojorojackue cBu-
BHYTPEHHETO pa3niajia, a cCpeia OKa3pIBaeTCs TONBKO  penn», «bamamaiika» u 1. 1.). Ho, xoHeuHo, ca-

(hoHOM, XOTS U OTBEpracMbIM. B ciienyroniem 6aje- MO ITAaBHOE COCTOMT B €r0 CTPEMJICHUU BBISBUTH
Te («ama c cobaukoii», 1985) HeT yxe HU Tparuz-  CBOIl BEKTOp B JOMHUHHUPYIOUIEM Ha TaHHOM JTare
Ma, HU OBUIOH DKCIIPECCHU; €r0 Tepou MpeOBIBAIOT  JIBH)KEHUHM MOCTMOJIEPHA: OTXOJS OT KpalHOCTeH
B HEKOEM «ITOJIBEIIICHHOM) COCTOSTHUH, PABHOCHJIb-  aBaHTapAa M BOOOIE OT KaKOW-THOO0 M30BITOTHO-
HOM >KH3HCHHOMY IpO3sS0aHuio. JTO CBoeoOpa3-  CTH B MCKYCCTBE, IPEHNOYNTas ypOaHWU3HpPOBaH-

HO PE30HMPOBAIO COLMAIBHOMY TYNHKY, B KOTO- HOMY CYyIIECTBOBAaHHMIO COIPHPOAHOE ECTECTBO,
pOM okaszanach crpaHa kK cepeanHe 1980-x romoB  TATOTEs K MPOSICHEHHIO W IPOCBETICHHIO 00pas-
(To, UTO Ha3BaIM BPEMEHEM 3aCTOf, CTarHAIlMM).  HOTO CTPOs, KOTZa BCE 3HAYMMEE CTAHOBSTCS KJlac-
1 nmenno TOrga, Korma Ha4daJics I[eﬂTeHLHBIﬁ I10- CUYCCKHUEC OPUCHTUPBI CTUJIA. ..
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BokaAbHasi TeM6puKa B XOPOBbIX COUMHEeHUsIX Maypucuo Kareas
1958-1982 roaoB’

Crarbs nocBsIeHa Xxoposomy TBopuectBy Maypucuo Karemns 1958—1982 ronos, npeacraBuBIieMy npuMep OIHOTO
W3 CaMbIX pPaJuKaNbHBIX SBICHHI B XOPOBOH MYy3BIKE BTOPOi MONOBHHBI XX Beka. OCHOBHOE BHUMAaHHE YACICHO
PacCMOTPEHHIO BOKAJIBHBIX TEXHHUK, ONPEICIUBIINX XOPOBOE MMHCHMO KOMIIO3UTOpa. B cTarbe m3yuaercs: KOMILIEKC
UCTIONB3YEMbIX BOKAJbHBIX MaHep (IeHue, Sprechgesang, Neknamays), peryasiTopbl BOKaAJIbHOTO 3BYKOM3BIICUCHHUS
(xapakrep vibrato, moxka3arenn o00bEMa (HOHAIMOHHOTO BBIJOXA); CONEPKUTCS XapaKTEePUCTHKAa OCHOBHBIX
apTUKYIALUOHHBIX MPUEMOB: KaK TPAJIUIMOHHBIX I XOPOBOI My3bIKH XX BeKa (IICHHE C 3aKPBITHIM PTOM, (aIbIIET,
ménoT), TaK ¥ HOBAaTOPCKHX, BIIEPBBIC 3asBHBIINX O ceOe B counmHeHUsAX Karens (meHME CO CTUCHYTHIMH 3y0amu,
NICHWE C 3aKPBITBIM PTOM IPU OAHOBPEMEHHOM MNPOMU3HECEHUH TEKCTa, TMIEHHE POXKAIINM TOI0COM). BhlaeneHs
BOTIpOCHI paboTsl Maypucuo Karemst ¢ otnensHEIME (poHEeMamMu. B pamkax ananmsa «Anagramay» u3ydaeTcs MepBbIi
B 3aaJHOCBPOIICHCKON My3BIKE ONBIT MPUMEHEHHS quasi-CEpUHHBIX IpoLEexyp K paboTe ¢ BepOalIbHBIM PSAAOM,
0OyCIIOBHBIIMI IOSBJICHHE B MapTUType 3HAKOB Tabmui MexIyHapomHOW (oHeTHUecKod accouumanuu. [lanHoe
COYMHEHHE pacCMaTpUBACTCs KaK MEPBBII MPHUMEP HOBOTO BOKAJIBHOTO XaHpa — (POHEMHON KOMITO3HIUH. M3yueHne
COYMHEHUH, CO3AaHHBIX KOMIIO3UTOPOM B TEUCHHE NMEPBBIX ABYX ACCATHIICTHH €T0 KU3HHU B [ epMaHHM, TO3BOIIET
clienath BBIBOJ O ITOCIIEJOBATEIIFHOM PEIICHUH KOMIIO3UTOPOM OMNpPEAETIEHHON 3a/1adll — MOMCKE HOBOTO XOPOBOTO
3By4aHUs, CIIOCOOHOTO IIOMOYb XOPOBOM My3BIKE IIPOAOIDKUTD €€ Pa3BUTHE, BBIBECTU U3 COCTOSTHHS 3aCTOSI, B KOTOPOM,
110 MHEHHIO KOMITO3UTOPA, HAXOAMWIACh COBPEMEHHAs! EMY XOPOBas KyJIbTypa.

Kirouessle cnoBa: Maypucuo Karens, JIlrouano bepuo, Jlynmxu Hono, XopoBast My3bIka, TOCIEBOCHHBIN aBaHTap/,
BOKaJIbHasi TeMOpHKa, (POHEMHAsI KOMITO3HIIHS.

ALEXANDER S. RYZHINSKY

Russian Gnesins’ Academy of Music, Moscow, Russia
ORCID: 0000-0001-9558-0252, loring@list.ru

Vocal Timbral Patterns in Mauricio Kagel’s Choral Compositions
from 1958-1982

The article is devoted to the choral music of Mauricio Kagel from the years 1958-1982, presenting an example
of one of the most radical phenomena in choral music of the second half of the 20th century. Most of the attention is
focused on examination of the vocal techniques which determined the composer’s choral writing. The article examines
the complex of the utilized vocal techniques (singing, Sprechgesang, declamation), the regulators of vocal sound-
production (the character of vibrato, the indicators of the scale of the phonatory exhalation); provides a characterization
of the main articulatory techniques: both traditional ones for 20th century choral music (singing with closed mouth,
falsetto, whisper), as well as innovative ones, which demonstrated themselves for the first time in Kagel’s compositions
(singing with clenched teeth, singing with closed mouth while simultaneously pronouncing the text in a trembling
voice). The questions regarding Mauricio Kagel’s work with separate phonemes are highlighted. As part of the analysis
of the work “Anagrama” used the first attempt in Western European music of applying quasi-serial procedures to work
with a verbal text, stipulating the appearance in the score of signs of tables of the International Phonetic Association.
The present composition is examined as the first example of a new vocal genre — phonemic composition. Study of
compositions written by the composer during the first two decades of his life in Germany makes it possible to come up
with the conclusion about a consistent solution by the composer of a particular goal — the search for a new choral sound
capable of enabling choral music to continue its development, to lead it away from a state of stagnation, in which,
according to the composer, contemporary choral culture was existing.

* [lyOnuKanus IIOATOTOBJICHA B paMKax moaepxanHoro PO®U nayunoro mpoekra Ne 16-04-50011.
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aypucno Karems (1931-2008) — omua w3

HauboJiee CUMIITOMATUYHBIX (QUTYp st

MY3bIKM BTOPOM MOJIOBUHBI XX CTOJIE-
THS, OTMEYCHHOM, 10 ciioBaM A. JlomaHHa, «kpai-
HE 3alyTaHHBIM CIUIETEHHEM pa3HBIX TEUCHUH U
TIO3UIINH, YCTOWYMBBIX M CTUXHHHBIX peduIekcoB Ha
HeTpe/ICKa3yeMoe MPOIOKEHHE HCTOPUN MY3BIKIDY
[7, S. 14]. AKTHUBHBIE TIOUCKH HOBBIX (JOPM OBITHS
COBPEMEHHOTO MY3bIKAJIFHOTO MCKYCCTBa B COYMHE-
HUSIX 9TOTO KOMIIO3UTOPA MO3BOJIIOT pACCMaTPUBATh
€r0 TBOPYECTBO B OJTHOM PSITy C MCKYCCTBOM TaKHX
HOBATOPOB 3aIlaIHOCBPONECHCKON MY3BIKH IIPOLUIO-
ro Beka, kak Kapnxaitnn [ltokxay3eH, Jxon Keixk,
IIeep bynes, SAnuc Kcenakuc, pépap Jluretu. Imy-
OOKMIT MHTEpeC K MY3BIKAIBHOW HCTOPHH BMECTE
C THIIMYHO TOCTMOJACPHUCTCKAM HPOHWYHBIM OT-
HOILIEHUEM K €€ «CBATBIHIM) IPUBEI K POXKACHUIO
3HaKOBBIX pabor Karems — «Ludvig van» (1970) u
«Sankt-Bach-Passion» (1985), ckaHmaibHble Ipe-
MBEPBI KOTOPBIX TOJIBKO KaTaJIM3UPOBAIH U 6€3 TOro
OOJIBIIION HHTEPEC K €r0 TBOPUYECTRY.

[Ipo6rmema xopoBoro mucema Karemns, TBopue-
CTBO KOTOPOTO TNPEACTABISIET OJHO M3 CaMbIX pa-
JMKaJIbHBIX HaIpPaBJICHUN B XOpOBOM My3bike XX
BEKa, B TO e BpeMs MPOI0DKAET OCTaBaThbCs HaW-
MEHEe U3y4eHHOMU. J[a’ke B CpaBHEHUU C PEBOJIIOLU-
OHHBIMH OTKPBITHSIMH B O0OJIACTH XOPOBOTO MHUCHMa
npenmecTBeHHUKOB (ApHonbaa [Iénbepra m AH-
ToHa BebepHa) u crapmux coBpeMeHHuKoB Karens
(bpyno Manepusl, Jlynmxu Hono, JIrouano bepno)
€ro XOpOBbI€ COYMHEHHS IpeIaraloT MPUHIHUIN-
aJTbHO HOBBIM B3NS Ha HCIOIHUTENBCKAE BO3-
MOXXHOCTH XOpa, MHbIE (PaKTypHbIE U TEMOPOBBIE
pelIeHNsT XOPOBBIX COUMHEHH.

B sBomtonnu xopoBoro nucbma Karenst BaxxHein-
I1ee MECTO IPUHAJUICKUT ITEPBHIM JBYM €T0 TBOpUE-
CKUM JIECSITWIECTHSIM B | epMaHNy, HEMOCPEACTBEHHO
MIPEAIIECTBOBABIINM POXKIESHHIO CAMOTO H3BECTHOTO
XOPOBOTO TIPOM3BEACHUS Kommo3utopa — «Sankt-
Bach-Passiony. IIlpumeHEHHBIE B 3TOM H B ITOCIIENY-
ronmx counHeHmsx («Mitternachtsstiik», «Fragende
Ode», «Schwarzes Madrigal») BokaJbHbIE TEXHUKH
Obut  c(HOPMHUPOBAHBI KOMIIO3UTOPOM B padoTax,
co3nanHbx B miepuon ¢ 1958 mo 1982 ron. Mmento
Ha ITUX COYMHEHHUSAX OyJIeT COCPEAOTOYEHO Harle
BHUMAaHHE B HACTOSIIEH CTaThe C IETBI0 YCTAHOB-
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JieHus C(HOPMUPOBABIIECTOCS B ITUX IIPOU3BEACHUIX
KOMIUIEKCa BOKaJIbHBIX NpuéMoB Karens, ompene-
JIUBIIAX OOJIMK TO3IHUX XOPOBBIX COYMHEHUIN Ma-
CTepa W MOBIMABIIMX HA 3BOJIOLMIO €BPONECUCKON
XOPOBOM KOMITO3UIIMU MOCenHen TpeTh XX Beka.

ITpumeuarensHo, uTO, B oTiinune oT IllTokxay-
3eHa, Jluretu, Manepusl, Hono, bepuo, y Karens
OTCYTCTBYIOT B HACJCIUHA PAHHHE XOPOBBIE COYH-
HEHUSI, KOTOpbIe ObLTH OBl JOCTATOUYHO TPAJUIIHOH-
HBIMH 10 MY3bIKaJIbHOMY s3bIKY'. Ero miepBsIii omyc
¢ yuacTreM xopa — «Anagrama» (1958)* — mpomus-
BEJICHUE HOBATOPCKOE HE TOJIBKO IO OOIIEeH KoM-
MTO3UIIMOHHO-TEXHUYECKON Hjee, HO U IO MPEIIo-
JKEHHBIM KOMITO3UTOPOM OPUTHHAIBHEIM MpuEMamM
XOPOBOTO ITUCHMA.

«Anagramay, HanucanHas 3a 10 Jer mgo
«Sinfonia» Jlrowano bepro, BmepBwIe mpeacTa-
BHWJIa WCIIOJB30BAHHEIN BIIOCIICICTBUN HUTAJbSH-
CKHM KOMIIO3UTOPOM TIPUMEp NPUMCHECHHS quasi-
CepUIHBIX TIPOLIEAYP K BepOabHOMY TEKCTY?, 9TO
HEIMOCPEACTBEHHO OTPA3UIIOCh U Ha crienu(uKe BO-
KaJIbHON TeMOPHKH KaK B IIEPBOM, TaK M BO BTOPOM
counHeHusix. MimenHo 3aech Karenpb npeacraBuil B
MIPUIOKCHUH K TAPTUTYPE 3HAKU Ta0IuIl Mex myHa-
ponHoii (oneTrueckor acconmanuu (International
Phonetic Association), 0 3TOT0 HE TIPUMECHSIBIIHE-
Cs1 B BOKaJbHOU My3bIke. OTTaIKUBAsCh OT JPEBHE-
TO JIATHHCKOTO MajuHapoMa «In girum imus nocte
et consumimur igni» («MbI Kpy)KUMCS B HOYH U
CropaeM B OTHE») B KAUECTBE MPEIKOMITO3UITHOHHO-
ro psia (cBoero poaa BepOampHOUM cepun), Karenn
BBIBOJIMUT HOBBIC CJIOBA, a TAKXKE OTIC/IbHbIC (hOHE-
MBI, TPEJICTABIAIONINE HEMEUKHH, (DpaHIy3CKHi,
UTAJILIHCKUNA W HCIIAHCKUM SI3BIKU. YKaKeM 31€eCh
JIMIIIb HEKOTOPBIE MEXaHU3Mbl BepOabHO-(POHETH-
YeCKOTO MpeoOpa3oBaHuUsI UCXOTHOTO psifa;

1. IlepeBonm mammHApOoMa (KakK IETHKOM, TaK U
OTJICBHBIX YacTel) Ha IPYTUE S3BIKH.

2. 3amMeHa OTIEIbHBIX (OHEM NaTHMHAPOMA
WHBEIMH, WMEIOIMMH CXOJHO€ 3ByYaHHE (HAIPH-
Mep: nocte — nokte, girum — djirum u T. 11.).

3. PacmaneHue CIIOBECHOTO TEKCTa Ha CIIOTH U
oT/ieNbHbIe (OHEMBI, CBOOOAHO KOMOWHHpPYEMBIC
JIpyT C IPYroM, a TaKKe «IIPOM3BOICTBO» HOBBIX
dhoreM myTEM CcoUYETAHUS HCXOMHBIX (HAIIPUMED,
k+s [ks] =x).
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B oTHOmEHMM moCIeAHero W3 TPENCTaBIICH-
HBIX METOJOB HEOOXOQMMO CKa3aTb O BO3MOX-
HOM BIHMSHAM Ha €ro (OpMYyJIMPOBKY KaHTAThI
Jymmxku Hono «Il canto sospeso» (1955/56),
B KOTOPOW MPOM3BEACHO MOCIEIOBATENFHOE paciie-
IUTEHHE BepOabHOTO TEKCTa Ha CJIOTH M UX «Beep-
HOe» [6, ¢. 25] pacnpeseneHue 1o rojiocam (GakTyphl.
Kpome Toro, B oguH 1oz ¢ «Anagramay HOSBHIIHCH
«Cori di Didone» Hono — counHenne, B KOTOPOM UTa-
JIBSTHCKUN KOMIIO3UTOP Hadall aKTHBHOE ONEepPHpOBa-
Hue oTnenbHbIME GoHeMamu. OnHako HE B «Cori di
Didone», au Tem 6onee B «Il canto sospeso» Hono
HE OTKa3bIBAJICS OT COXpPAaHEHHs HMCXOMHOW IoCye-
JIOBAaTEJIbHOCTH CJIOTOB U (POHEM, MOCKOJIBKY 3TOTO
TpeboBaia o0IIast 715t BCEX €ro XOPOBBIX COUMHEHUI
ycTaHOBKa: «@DOHETHYECKUI MaTepuan aKTHB-
HO COTPYIHHUYAET C MY3bIKaJbHOW KOMIIO3ULIMENH Ha
cIty»0e cBoel ceMaHTHKm» [3, c. 46].

[Noxanyii, Ommke Bcex K mpemiokeHHOMy Ka-
rejieM METOAy CBOOOIHOTO KOMOWHHPOBAHUS CTaB-
MX HE3aBHCHUMBIMH JPyr OT Jpyra BepOaJbHBIX
yactul nogoweén Kapnxaiini IItokxay3eH B cBoeit
anekTpoHHON Kommosuimu «Gesang der Jiinglinge»
(1956). /lanHO€E COUMHEHUE C XapaKTEPHBIM JIJIsI HETO
CBOOOIHBIM KOMOMHHPOBAHUEM CJIOTOB U (JOHEM, BBI-
BEJICHHBIX 13 3aITUCH MEJIOINU C )parMEeHTOM TEKCTa
u3 Knuru npopoka Jlanuusna B UCTIONTHEHUH MaJIbYu-
Ka-nieBuero Moseda ITpouku, BO MHOTOM OIpeIesH-
JIO HarpasiieHue nouckos Maypucuo Karens, TecHO
obmasmierocst co lllTokxay3eHOM B T€pBBIE TOABI
ceoero npuesna B ['epmanunto. Kak u IlITokxayseH,
Karens wm3ywan ¢uionorndeckue JUCHUTUTUHBL H
ObLT yBIIEUEH UIEEH CO3MaHMUS B CBOMX KOMITO3UITHAX
MHOTOYPOBHEBBIX CEMAaHTUYECKHX IMOJIeH, BOTLIONIA-
€MBIX B TOM YHCJE U TOJMUSA3BIYHBIMH PECYpPCaMH.
B 3ToM oTHOWIEHNM TBOpUecTBO Kareist upesBbryaii-
HO XapaKTepHO WMEHHO JUI MY3BIKH BTOPOH IOJIO-
BUHbI XX B€Ka, KOrJa BaXKHBIM JJII KOMIIO3UTOPA
ABJIATIOCH HE TOJIBKO BKITIOUEHHE B KOMITO3UITHIO He-
CKOJIBKHX SI3BIKOB (TIOMOOHBIC CIIydan y)ke HaOrona-
JIUCh B MY3bIKE IIEPBOM NOIOBUHBI XX BEKa — B TBOP-
yectBe Crpasunckoro u [1I€nGepra, Hampumep), HO
Y aKTUBHOE B3aMMOJEHCTBUE MEXTy HUMH, NHHULIUH-
pyloliee 1axe CBOeoOpa3HbIC «JTMHTBO-MOTYIISIIAN,
CTOJIb XapaKTepHBIE U «AHarpaMMbD) (Ha 3TO Ha-
MeKaeT W Ha3BaHHE Tbechl). IIpuBreueHrne HOBBIX
A3BIKOB, B CBOIO OYepEe/lb, HETIOCPEICTBEHHO TTOBIIHSI-
JI0 ¥ Ha TEMOPOBYIO CTOPOHY COUYMHEHHUSI, OTPEIEeIsis
xapakrep (¢oHanuu, € oGopmiicHHE,
CHenU(UKyY apTUKYISINN.

TEKCTa 00YCIIOBMJIA M CTOJIb XapaKTepHBIN IS XO-
poBoro TBopuectBa Karenst mHTepec K abCTpaKT-
HBIM MaHUNYJSIUSIM OTACIBHBIMUA  (POHEMAMH,
HE TPUBS3aHHBIMH K KOHKPETHOMY BepOalbHOMY
psny. GOHEMBI, 10 CyTH, SIBHJIUCH JUII KOMIIO3U-
TOpa TOYHBIM PETYISTOPOM TEMOPOBOI CTOPOHBI
¢doHaIMH, aHaOra KOTOPHIM B HOTHOW 3alvCcH HE
nMernock. OrtranmkmBasch oT wuueh IllToxxayse-
Ha, pa3zpaboraBmiero Tabmuipl ¢poHeM — OT Oemo-
TO IIyMa JI0 CHHYCHBIX TOHOB — JJISl OpraHu3aliu
YK€ YINOMUHABLIEHCSA BBINIE AIEKTPOHHOM KOM-
no3urun «Gesang der Jinglinge», Karenp mnep-
BBIM CTall ONEPHPOBaTh CBOOOMHBIMU (hoHEMamu
B «OKHBOM» 3ByYaHHH, CO3/1aBasi BOKAJILHBIE KOMIIO-
3HIUK B TUANla30HE OT HEPA3NIMYUMBIX 10 BBICOTE
IIYMOB JI0 TPaJMIMOHHOTO BOKAJIBHOTO IMUCHMA,
OIMPAIONIETOCs Ha TIIACHBIE 3BYKH.

B «Anagrama» u «Hallelujah» (1967) 3amer-
HO CTpPEMJICHHE KOMIIO3UTOpa HE TOJBKO CHUCTe-
MaTHU3UPOBATh HWMEIOIIUECS] BOKAJbHBIC TEXHU-
KA, HO W TpPEUIOKUTh HOBbIC. B mpeaucioBun
k «Hallelujah» Karens npeacrasnser nuddepenim-
aITUIo0 HOTHOM 3ammcH OOBIYHOM BOKAITEHON MaHEPHI
(Singen), peueBoro nenus (Sprechgesang) u puTMu-
30BaHHOM peun (Sprechen). Yke B 3TOM iepedunciie-
HUM MPHUBJICKAET BHUMAaHHE HOBATOPCTBO KOMIIO3H-
TOpa, HACTAWBAIONIETO Ha Pa3IMYCHUU B BOKAIILHOM
COYHMHEHHHU PEYeBOTO TeHUs U peuu. Eciu MbI 00pa-
THM BHUMaHHE Ha BOJIONUIO Sprechgesang B XO-
poBbIx counHeHusx [lI€nbepra, To yBUANM, YTO CO
BpPEMEHEM HMHTOHAIIMOHHO JeTaTM3MpOBaHHOE pe-
geBoe nenue B «Die gliickliche Hand» (1909-1913)
u «Pierrot lunaire» (1912) cMeHsIeT HHTOHAIIMOHHO
OYCHb CcJiep)KaHHasA, Jake HECKOJIbKO MOHOTOHHAS
Bepcust Sprechgesang B «De profundis» (1950) u
«Moderner Psalm» (1950-1951), cooTBeTCTBY!O-
mas B «Anagramay CKOpee pe4eBOi napTuu, HO HeE
Sprechgesang. TlpumeuarensHo, 4T0 AUdQEpeHITH-
Pys HOTHYIO 3alliCh 9THX JIByX MaHep (pe4eBoro re-
HUS U peun), Karesb HCNonb3yeT J1Ba THITa HOTAI[UH
Sprechgesang 111énbepra: panHuii (MCIIOIB30BaH-
ueiii B «Die gliickliche Hand» u «Pierrot lunaire»)
— st Sprechgesang (mpumepst Ne 1 a, 6) 1 no3aHAN
(xapakTepHBIH IS 3amucu Sprechgesang B omepe
«Moses und Arony) — ans peueBbIX MapTHid (TIpH-
Mmepsl Ne 2 a, 0).

[Mpumep No 1 a

A. llIénbepr.
«Die gliickliche Hand». Kaptuna 1

[MiBig, aber sehr heftig]

—

BOSMO)KHO, HUMCHHO HMICA A3bI-

KOBOI'0 IpEBpalI€HUA HUCXOAHOTIO
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pumep Ne 1 6 M. Karenb. «Hallelujahy
Gesangsolo: Alto 1
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pumep Ne 2 6 M. Karens «Hallelujahy»

Gesangsolo: Alto 1
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QUENONSI NE CAU_.SA VE___
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HORRE-A-MUS 1 TA RE-

HOTO PErHcTpa — OT OYeHb HH3KOTO (sehr tief) 1o
OYCHb BBICOKOTO (sehr hoch). Yno0CTBO MOX00HOMN
3aIUCH, CBS3aHHOE C OTCYTCTBHEM TOYHOW (HKca-
UM BBICOTHI 3BYy4YaHHWsl NPH JETaJbHOM YKa3aHUH
HaIpaBJICHUs] UHTOHALIMH, SIBUJIOCh NPUYUHON €€
AKTHBHOTO BKJIFOUEHHUSI M B TOCIIETY IO TAPTUTY-
pot Karensi. Tak, OoJbliasi 4acTh XOPOBBIX MapTUH
«Staatstheater» (1971) 3ammcana WMEHHO TaKUM
obpazom (cm. mpumep Ne 3).

[TomoOHBINM METO 3alKMCH, JOIMYCKAIOUIUI 3HA-
YUTENBHOE YWCIIO BAapUAHTOB HCIIONHEHUS, Opra-
HUYHO BIHCHIBAJICS B THIIMYHOE JIJIsl MY3bIKaJIbHOTO
nckycctea 1960-1970-x mone mowcka HMCIONHU-
TEJILCKOM CBOOOMBI, Korda, nmo mMuenuto C. CanHwuo,
BIIEPBBIC 3asBUBIICH O MPOrPaMMHOM 3HAYCHUH 3a-
ronoBka counHenus JI. Hono «No hay caminos, hay
que caminar» («Hetr mopor — Hy)XHO WUATHY) JUIS
BCET0 MOCTCEPUATBHOTO MY3bIKaJIbHOTO UCKYCCTBA,
«TOT, KTO KOHIIEHTPHUPYETCS UIMEHHO Ha ‘“Heo0Xonu-
MOCTH uATH’, oOpeTaer OoJiee peaabHble BO3MOXK-
HocTm» [12, S. 33].

[Ipumep Ne 3 M. Karenb. «Staatstheater»

(pparment mapTutTypbl)
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KaJIbHOTO 3BYKOU3BJICUCHHSI CTAHOBUTCS Lu%if ;JJ” [J L ﬂ_;_L_f /r:’_:ﬂ JE% CE]

xapaktep vibrato. Kak 1 B OTHOIICHHH

MaHEepHI UCIIOJIHCHHUS, 31€Ch KOMITO3UTOP
MpenaraeT Tpu OCHOBHBIX YPOBHS: OT HHTCHCHB-
HOTO (mMolto vibrato) 4epes cpenHuil ypoBEHb (poco
vibrato) x BBIKIIIOUYCHHUIO Vibrato (senza vibrato).
YIMBUTEIBHO, HO B OJWH TOX C «Anagramay Io-
spwicst U uuka Jhx. Ilenscu «Tre canti sacri»
(1958), B kOTOpPOM KOMITO3UTOP aHAJIOTHYHBIM 00-
pa3oM peryaupoBai ypoBeHb vibrato. OmpHako y4u-
ThiBast TOT (bakt, uto counHeHus Lllenbcu cranu
M3BECTHBIMM I'OPa3/I0 MO3IHEE UX HAIMCAHUS, TU(-
(bepennmanus vibrato 3uech — MOJJIMHAAS HOBAIHSI
Karensa! BmocnencTtBun BMecTe ¢ KOHTPACTHBIM
COTIOCTABJIEHUEM Pa3IMYHBIX yPOBHEH vibrato KoM-
MO3UTOP MPUMEHUT ¥ U3MEHEHUSI CKOPOCTH Vibrato
B paMKax KOHTHHYaJIbHOH 3By4HOCTH. IlepBrlii
[pUMep MOI00HOTO POjia BCTPEUACTCSI B MAPTUTYPE
«Hallelujahy.

Baumanue K BBIpAa3UTEIBLHBEIM pecypcaM pedr
npuBoauT Kareins k uaee tTpanchopMupoBarh e€ 3a-
nuck. B otmrame ot LEnbOepra, mpenMyIieCTBEHHO
MCI0JIb30BABIIETO JJIs 3aicu Sprechstimme 00bIu-
HBbII HOTOHOCel, Karenb npejaraer ajis pe4eBbIX
TOJIOCOB MAapTUTYpHOE MPOCTPAHCTBO Oe3 JHMHUIL:
MOJIO)KEHNE HOTHBIX 3HAKOB OTHOCHTEIHHO IPYT
Ipyra o0yCJIOBIMBAET HMCIOJIB30BAHNUE ONPEACIIEH-
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Hapsiny ¢ coderanneM pas3iIH4YHBIX HCIION-
HUTENLCKUX MaHep, nuddepeHnraniuei ypoBHs
vibrato Karenp BBOAUT B MapTUTYpPy «Anagrama»
eiié OJMH BaYKHBIM PEryJIATOp — IOKa3aTesib 00b-
éma doHanmoHHOTO BBIZIOXA. B maprtutype Bcrpe-
4aloTCsd TpW OOO3HA4YEHUS: a) COn Vvoce, COOT-
BETCTBYIOIee OOBEMY BBIIOXA, TUIHYHOMY JUIS
WCTIOJTHECHHS KIACCHYECKHX BOKAJLHBIX COYHHE-
HUH, 0) mezza voce, IpeCTaBISIONIEE ICHNE C U3~
OBITOYHBIM BBIIOXOM (3PQEKT curioro nenus)* u
B) senza voce, COOTBETCTBYIOIEE NTPOU3HECCHUIO
TeKcTa MENOTOM (Kak OYeHb TUXHM, TaK U TPOM-
KHM).

Bce mperncrapneHHbIE BBILIE PETYISITOPHI BO-
KaJbHOTO HCIIOJHEHUSI COCEICTBYIOT B MApTHTYpE
¢ OOJNBLIMM KOJIIMYECTBOM PEMapoK, MPH3BAHHBIX
JNOOHTHLCS JIOTIOIHUTEIBHBIX 3BYKOBBIX J((EKTOB.
Cpenu HUX eCTh KaK yKe UCIIOJb30BaBIIHECs B MY-
3BIKAJILHBIX KOMITO3UIIHMSX MpeliecTBeHHIKOB Ka-
renst (panbliet, HIENOT, MEHUE 3aKPBITBIM PTOM), TaK
Y HOBBIE, CBUJICTEILCTBYIOIIE O HEOOBIKHOBEHHOM
n300peTaTeIbHOCTH KOMITO3UTOpa B IOHCKE OCO-
00} KpacOYHOCTH BOKAIBHOTO 3By4aHus. [lepeunc-
JIUM UX:
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1) meHune co CTHCHYTBHIMU 3yOamu (mit
zusammengebissenen Zdihnen) — npuém, Mo3BO-
JSAIOMUN TOOUThCs creUu(UIECKOTO MPHU3BYKA,
00yCIIOBJICHHOTO PE30HUPOBAHUEM YEIIOCTEH BO-
KaJINCTa;

2) meHue c ynpIOaroummMes proM (mit ldchen-
dem Munde), TpOTHBOIIOCTABICHHOE OOBITHOMY
MEHUI0, — MPUEM, TTO3BOJIAIONIUI MOTYUYUTh AOTOJ-
HUTEJbHBIH 00bEM BOKAIBHOTO 3BYYaHUS 3a CUET
HaNPsHKEHUS OTPEAETIEHHBIX JIUIIEBBIX MBIIII;

3) UHTOHMPOBAHHME TEKCTa 3aKPBITHIM PTOM,
npousBozsiiee d3PPEKT TIyXoro, HEBHIATHOTO OOp-
MOTaHUS;

4) BKIIOYEHHE B BOKAaJbHBIE MAPTUU TaKHX
HEMY3BIKAJIbHBIX AJIEMEHTOB, KaK CMeX, Kallelb U
JTaKe YaBKaHbE, METKAHbE A3BIKOM;

5) TIpPOMKHIi BBIIOX/BHOX;

6) CBHCT.

Jlaxxe B CpaBHEHHNH C CAMBIMU H3BECTHBIMU COYH-
HeHusMu Kojuter Karens, co3manapiMu B 1960 o,
BHJHO, HACKOJIBKO Pa3HOOOpa3Ha MalUTPa BOKAJb-
HBIX IpUEMOB B «Anagrama». KoHeuHo, cmex, Ka-
IIeJTb, CBUCT, HIETOT MBI 0OHApPY UM U B «Passaggio»
(1961-1962) bepwmo, «Aventures» (1962) Jluretw,
PaBHO KaK ¥ HCIIOJIb30BaHNE BOKAJIFHOTO U PEYEBO-
IO MHTOHUPOBAHUSA, HO LENBIA Psifi IPUEMOB TAK U
ocraiauck B 1960—1970-e roapl THIIHYHBIMHA HMEHHO
g naptutyp Karens. Cpenyt HEX MBI BCTpedaeM U
NpUEM, KOTOPBIA Y KOMIIO3UTOPa UMEET pa3IudHbIE
0003HAYEHUS1, HO TIPU ATOM BeChMa CXOHYIO UCIIOI-
HUTENBCKYIO peanm3annio. B «Anagramay HeomHo-
KpaTHO BCTpEYaeTCsl pemapka mit zittriger Stimme
(mpoxarmmmM rojocoM). AHaIOTaMH ATOTO MpuEMa
B «Hallelujah» (1967) cranoBsiTcs: a) ObicTpast pere-
TUIUSA 3ByKa (schnelle Tonwiederholung), 6) Tpemo-
110 (tremolo). KadecTBeHHOE pazinyue MEX Ty HIMA
COCTOSAJIO B YBEJIMYEHHH YHCIA PETETHIMH 3ByKa
B €IMHUILYy BPEMEHH BO BTOPOM ciiy4yae. B coumne-
HUAX, co3maHubix ¢ 1971 mo 1982 rox, Karens mpo-
JOJDKAET TI0JIb30BaThCsl KaK MEPBBIM, TaK U BTOPBIM
0003HaYeHHEM, TIPH ITOM Yallle IPUMEHSSI BTOpOe
(tremolo). K mpumepy, mpeca «Requiem» — omgHO U3
HauboJee U3BECTHBIX XOPOBBIX COUMHEHHH, BXOMAS-
nmx B Makpouuki «Rrrrrrr...» (1982), — ocHOoBana
Ha NMPEUMYIIECTBEHHOM UCIIOJIb30BaHUH ITOI00HOTO
tremolo (mpumep Ne 4).

[Ipumep Ne 4 M. Karenb. CeMb XOpOBBIX ITbEC

u3 nuKiIa «Rrrrrrr...», Ne 2
[Grave]
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Ilo cBoemMy 3By4aHMIO JAHHBIA IPHUEM aHAJO-
THYEH paHHeOapOUYHOW TEXHUKE PETNEeTUINH, MOTy-
quBIed o0o3HaueHue nota ribattuta. ObparieHmne
K 2TOH BOKaJbHOW TEXHWKE BCTpedaercs B pabo-
tax Jlrouano bepuo pyoexka 1950-1960-x romos.
O npumenenuu nota ribattuta B «Epifanie» (1961)
MUIIEeT, B yacTHOCTH, JI. B. Kupminuna, ykaseiBas
B Ka4yeCTBE MCTOYHHKA ATOTO NpHéMa COYMHEHUS
Knaynuo MonteBepau: «Ilomumo Takux H3BECT-
HBIX aBaHTapJIHBIX CPEACTB BOKAJHHOTO MHCHMA,
Kak Sprechgesang, WHUPOKUE CKauku H «(iei-
TOBBIE» (uopuTypsl, bepmo Bo3poxmaer 3mech
CTapuHHBIA TpUEM nota ribattuta, TOYEPIHYTHIN
y utanbsHcKuX aBTopoB XVII Beka, B 4aCTHOCTH
MownTteBepan...» [2, c. 88].

Bozpoxnenue B counHenusix Karens u bepuo
npuéma nota ribattuta, OTBEprHYTOrO Ha pyOeke
XVII-XVIII BekoB MO 3CTETHYECKHM COOOpaXKe-
HUSIM, CBHJIETEIBCTBYET O TOM, YTO BHUMAaHHE KOM-
MTO3UTOPOB, CO3JAIOMINX BOKAJbHBIE COYMHEHUS BO
BTOPOil MmojoBMHE XX BEKa, 0OpamieHo K HMCIOb-
30BaHMIO CaMbIX Pa3HOOOPa3HBIX TEXHHUYCCKUX
pPEeCypcoB, B TOM HYHCJE CBSI3aHHBIX C CO3IaHHEM
B COYMHEHHUSIX HAPOYNUTO HEKPACHBOTO 3BYYAHMS.
B «Anagrama» u «Hallelujah» Karenp mupoko uc-
nojib3yeT ropranHoe (guttural), HazanbpHOe (nasal)
neane. OObEMHBIE (DparMeHTH MApTUTYPHI «Vox
humana?» (1979) ocHoBaHBI Ha MPOTHBOIOCTAB-
JICHUM OOBIYHOIO (ordinario) W «HENPHUSITHOIO»
(unschon/ugly) nenus. [nsa BoruiomeHust 3ppeKTon
YPOIUTUBOTO, JTa’Ke MIOKUPYIOIIETO CIyIIaTeNe 3By-
YaHUS KOMIIO3UTOP NPHOETaeT K HCIIONB30BAHUIO
MeHU B KpallHWX yYacTKax PErucTpoB, a TarKkKe
Kkpuka® («Anagrama», «Vox humana?»). Bo3moxk-
HO, pacUIMpeHre BOKAJIBHBIX TEXHUYECKUX IMPHE-
MOB TIPY TIOMOIIY TOIOOHBIX CPEICTB SABUJIOCH BO
MHOTOM aHAJIOTHYHBIM dKcriepuMenTaMm LlIénbepra,
npeaoxkuBIIero myonuke B 1912-1913 rogax mnpu-
&M Sprechgesang xak BaXHEWINUI BBIPA3UTEITHLHBINA
KOMIIOHEHT OJHHX U3 CaMBIX M3BECTHBIX CBOMX IKC-
npeccuonucmcekux counHeHui — «Pierrot lunaire»
u «Die gliickliche Hand»®. Kpome Toro, cBOoro poib
MOTJIa ChITPaTh M 3asBJICHHAs B counHeHMsX Kcena-
knca 1960-x romoB («Oresteia» u «Medea Senecaey)
W7ies BOIUIOMIEHUS B XOPOBBIX HOMEPaX OTKPOBEHHO
HEnpo(eCCHOHAILHOTO 3BYYaHHUS .

B «Anagramay, «Hallelujah» Karens He TOJB-
KO CHCTEMaTH3HpPyeT MaHEPbl UCIIOTHEHNS, BBOAUT
HOBBIE TEXHWYECKHE MPUEMBI, HO U aKTUBHO CMe-
muBaeT ux. B mapTutypax MHOTOKpaTHO BCTpeda-
IOTCS CIIy4au BOKanu3auuu molto vibrato 3akpei-
TBIM PTOM, HCIIOJIb30BaHHE IONIYOTKPBITOTO pTa
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(quasi bocca aperta) mpu TEepMaHEHTHOW CMCHE
WHTEHCUBHOCTH Vibrato, MCTIONIHEHNE BOKaJHHOTO
TPEMOJIO BMECTE C INIHCCAHAO M JaXe COYeTaHHE
CBHCTa C MHTOHUPOBAaHHEM BepOaILHOTO TEKCTA.

B «Anagramay, nmoxxanyi, BIEpBBIE CTOIb OT-
4E€TIMBO 3asBJI€HA MBICIIb 00 OIPEEISIONIeM BIIH-
SHUM (POHETUKU BepOaJBHOIO psijia HAa TeMOpPOBOE
pelieHre BoKanbHO# Kommnosunuu®. Karens 31ecs,
HE OrPaHMYMBAsICH JIUIIb CO3IAHUEM IOIUSA3BITHO-
ro BepOaJbHOTO psAja, paccMarpuBaeT (HOHETHKY
B KauecTBe Ba)KHEHINEH TeMOpOBOW JleTepMUHAH-
Thl, POXJas, IO CYTH, HOBBI >KaHpP BOKAJIBHOMI
KOMIIO3MIIUU — (DOHEMHYIO KOMIIO3MIIUIO (phoneme
composition®). TexHnuecKue IPUEMBI, HCIIOIb30BaH-
HBIE B «Anagramay, B 1960 robl HOTy4IHIH IPOI0I-
JKeHHE B BOKaJIbHOW My3bIke JlureTn («Aventuresy,
«Nouvelles aventures»), Bepuo (CexBeniust Ne 3,
«Sinfoniay), lllTokxay3zena («Carré», «Stimmung),
Kcenaxkuca («Nuitsy). Cpean HEX:

1) KoHTHHyaNbHBIE TpaHCHOPMAIMH 3BYYHO-
CTH TIOCPEJCTBOM YE€PEJOBaHMUS TNIACHBIX NPH HE-
MPEPHIBHOM BOKAJIM3alUU;

2) WCIONB30BAaHHUE IIYMOBBIX (3KCILIO3UBHBIX,
(hpHUKaTHBHBIX) COIIACHBIX IS TIOJTyYSHHS Pa3iIid-
HBIX COHOPUCTUYECKHX dPPEKTOB;

3) BOKaJIM3aIMs ¢ UCIOJIB30BAHUEM COHOPHBIX
COIIACHBIX (<m>, <I>, <n>);

4) cos3manue 3pdexra TPEMOIO MOCPESIACTBOM
WCIIOJIH30BAHMUS TIPY BOKAJIM3ALNN BUOPAHTHI <1>.

PaccmoTpuM KakIblii U3 3TUX MPUEMOB TOJ-
pobuee. Ilenne 6e3 cTOBECHOTO TEKCTA C MCIIOIB30-
BaHMEM OJIHMX IJIACHBIX CYIIECTBYET B BOKAJILHOM
MCKYCCTBE JaBHO, ONPEAETsisi OOIMK OIHOTO M3 ca-
MBIX W3BECTHBIX BOKAaJIbHBIX JKAHPOB — BOKAJIN3A.
Opnnako s Karens, HaunHas ¢ «Anagramay, Bax-
HO TIOCPEJCTBOM OTIEPHPOBAHUS ITIACHBIMU 3BYKaMHU
B BOKQJIbHBIX MAPTUAX HE TONBKO YITH OT comeprka-
TEbHOW KOHKPETUKH BepOaJbHOTO psina, HO, Tpe-
JKJI€ BCETO, MOyYUTh TOTIOIHUTEFHBIE BO3MO)KHO-
CTH JIJIsl HENIPEPBIBHOW TeMOPOBOIi TpaHchopMauu
XOpOBOM 3BYYHOCTH, 00YCJIOBIEHHOW CMEHOM Iy1ac-
HBIX Pa3IMYHOTO MOoxbEMa (HarpuMep, MepeaHero
OTKPBITOTO [a], TIepeHero 3aKphITOro [i], 3aaHEr0o
3akpbIToro [u]). Karenb ucmonb3yeT naHHbIil MpuEM
B TPEX OCHOBHBIX BapHaHTax: 1) MeUIeHHBIH (TIOYTH
HE3aMETHBII) Mepexo/l OT OAHOM TIIacHOW K APYyToi
(mpumep Ne 5), 2) ymepeHHo ObIcTpoe depemoBa-
Hue (mpumep Ne 6), 3) odeHb OBICTPOE YepeIOBaHNE
C CO3JAHMEM OTYETIMBOM MEJKOW ITyJbCalUU BO-
KaJbHOUM 3By4yHOCTH (0OpaTvM BHHMaHHE, MOCIEN-
HUI BapuaHT ObUI MCIONB30BaH B HAYaJbHBIX TaK-
tax «Sinfonia» bepuo — cm. mpumepst Ne 7 a, 0).
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[Ipumep Ne 5 M. Karenb. «Anagramay.

Anagrama II
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[pumep Ne 6 M. Karenb. «Hallelujahy
Gesangsolo: Soprano 2
[Sehr frei]
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Ipumep Ne 7a M. Karens. Staatstheater. Debiit

Solo Soprano 2
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Simile ()

[ITymoBeie cornacHble 3ByKku a0 Kareins B Bo-
KaJIbHON My3bIKE€ HE MPHUMEHSUIUCh OTACIBHO OT
[JIACHBIX 3BYKOB MO NMPUYMHE OTCYTCTBHSI pa3iiu-
YUMOW BBICOTHI TOHA MPH MX WHTOHHPOBAHUH.
OjnHaKO MMEHHO 3Ta aKyCTHYeCcKas 0COOCHHOCTD
IIYMOBBIX COTJIACHBIX TPUBJICKACT BHUMaHUE KOM-
MO3UTOPA, CTPEMSIIETOCS K PACITUPEHHUIO TEXHU-
YECKHUX PECYPCOB BOKAIbHOM MY3BIKH JJIS BOTLIO-
HICHUS SPKUX TEMOPOBBIX KOHTPACTOB B CBOHUX
counHeHUsX. Karelb MOXeT Kak TPYNIHPOBAThH
OJTHOPOJIHBIE cOTJIacHbIe (TOJIBKO JKCIJIO3UBHBIC
WU TONBKO (PUKATUBHBIE), TaK M CMENINBATh
ux. Obpamaer Ha cebs BHUMaHHE TOT (PAKT, 4TO
KOMITO3UTOP JJaXKe MPU KPaTKOM HCITOJIHCHUH Iy~
MOBOH COINIaCHOM MPEAIHUCHIBAET IPpU €€ NHTOHU-
POBaHUM KOHKPETHYIO TIIACHYI0, KOTOpasl JIOJDKHA
UMEThCA B BUJY UCIOJIHUTEIEM, MOCKOJIBKY CO-
[JIaCHBIE, TMPEXAEe BCEro, ONMPENEIAIOT XapakTep
aTaku, B TO BpeMsl Kak IMlacHbIe — Xapakrep ¢o-
Hallu¥, 3aBUCILIEH OT ONpEenesEHHOTO MoabEMa
racHoro 3Byka. Ocob6oe BHUMaHHE KOMITO3UTOPA
npuBiekaioT (ppuxaruBHbie cornacueie ([s], [J],
[f]), xoTopbie MOTyT Oiaromapst paboTe JTUIIEBBIX
MBI CO37aTh HJUTIO3UI0O HM3MEHEHUS BBICOTHI
BOCIIPOHM3BOJIMMOTO IIYMOBOTO TOHa (mpuUMeEp
Ne 8). [Tozxe 3TOT TpuéM CTaHET OJHUM U3 HaW-
0oJiee UCIIOIB3YEMBIX B COUMHEHMAX X. XOJUIHATE-
pa, B OCOOEHHOCTH B €r0 3HAMEHUTOM ITuKJie «Die
Jahreszeiten» (1975-1979). [IpumeuaTenbHO, YTO
yxe B «Hallelujah» Karens npomxemMoHCTpupoBa
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MoA00HBIN 3P (PEKT B OTHOIICHUH IKCIIO3UBHO-
ro 3Byka [k]. Mmtio3us u3MEeHCHHS BBICOTHI 3BY-
YaHUsS JIOCTUTAETCS TMOCPEACTBOM HYepPEIOBAHHUS
[JIACHBIX: OT TJIACHOW IEpPEeJHEro 3aKphIToro [e]
yepe3 TMIIacHBIE CpPeaHEro 3akpeiToro [li] m [0]
K TJIACHOM 3aJJHEr0 3aKphITOro noabsema [u] (mpu-
mep Ne 9).

[Mpumep Ne 8 M. Karenb. «Hallelujahy.
Gesangsolo: Alto 3
[Molto rubato]
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[Mpumep Ne 9 M. Karenb. «Hallelujahy.
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Hcnonp3oBanue B BOKaJIbHOM HHTOHHPOBA-
HUW COHOPHOW coTrjiacHOW [m] mosydmiio pac-
MpoCTpaHEHHEe B XOPOBOIl My3bike pybexa XIX
n XX BekoB (B counHeHusax Pasens, Paxmanu-
HoBa, [1Iérbepra). OgHaKo UMEHHO B COYNHEHH-
ax Karens, HaunHasg ¢ «Anagramay, Mpou30ILIO0
BKJIIOYCHHE B OPOUTY BOKAJIbHON KOMIO3HIIHH
U ABYyX JPYTHX YAOOHBIX JIJI KJIACCHYECKOTO

[ONTNORORG]
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() (o (o) (a] G) (a) (1) feu (a) [0 —

(ordinario) BOKaTBbHOTO WHTOHHPOBAHUA CO-
HOPHBIX COTMIACHBIX: BeyisspHOU [n] m [1]. Dxc-
MEPUMEHTOM, HE MOJIYyYHBIINM, MPaBIa, CBOETO
pa3BUTHSA, SIBIJIOCH TaK)K€ NMPUMEHEHHE B BOKa-
nu3anuu addpukar.

[Ipumenenne BUOpPaHTHI [r] CTAaHOBUTCS OJI-
HUM U3 XapakTEepPHBIX SBICHUHW I XOPOBOM
MY3BIKH BTOpO#l monoBuHBI XX Beka. YHoOCTBO
BOKaJIM3allMKM, KpPAaCOYHBI TPEMOJIOMOA00HbBIN
sd ekt chaenaiu HMCMOJIb30BaHHE WHTOHUPOBA-
HUA [r] OYeHb HPHUBIEKATEIbHBIM IJ KOMIIO3U-
topoB. Ho, noxanyi, umenno nis Karens Boka-
nu3anus [r] crama Hambosiee yHmoTpeOUTETbHBIM
MPpUEMOM, HCTIOIB3YEMbIM IOYTH BO BCEX €0 CO-
gyuHeHUAX. OCOOCHHO HHTEPECHA B 9TOM OTHOIIIE-
HUH TIepBasi XOpoBas Mbeca U3 mukKia «Rrrrrrr...»
(1982), sBuBmAasAcsS cBOEOOpa3HBIM TPEMOJIO-BO-
KaJM30M, MOJTHOCTHIO OCHOBAaHHBIM Ha BOKaJHU-
3amuu [r] B IByX OCHOBHBIX BapHaHTax 3TOW BU-
OpaHThl — JICHTAILHOM (SI3bIYHOM) W yBYJISIPHOM
(3amHES3PIYHOM) — B MapTUTypax OHU 00O3Ha-
4yeHbl cOOTBETCTBeHHO [R] u [B]. B «Hallelujahy»
BCTpPEUYAETCs TAK)KE MOIBITKA MTOTYyYESHHS TPEMOJIO
B BOKaJIbHOW 3ByYHOCTH IIPH MOMOIIU COMPUKOC-
HOBEHHMS KOHUHKA SI3bIKa ¢ Ty0amMu, CO3al0nIero
3¢ (deKT MHOTOKPATHOTO TPOU3HECEHUS COrJac-
Ho#t [l] (mpumep Ne 10). CmycTss nBaguath JjeT
MOAOOHBIN MPUEM CTAaHET OAHUM M3 KITFOUEBBIX
B mapturype «Canticum novissimi testamenti»
(1989-1990) JIrouano bepwmo.
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pumep Ne 10 M. Karenb. «Hallelujahy.

Gesangsolo: Soprano 1

[Tempo libero, ma giusto]
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AKTHBHOE UCIIONIb30BaHUE (OHEM CaMUX II0
cebe SBWIOCH CJEJCTBHEM IPHUHIUIHAIBHO WHO-
ro TIOHMMaHHUsS CyTH BOKAallbHOIO M, B YaCTHO-
CTH, XOPOBOT'O HCKYCCTBa KaK CaMOCTOSTEIHHOTO,
HE HUMEIOIIEro 005S3aTeNbCTB «OMY3BIKAJIHMBAHU»
ornpenenéHHoro BepOaabHOTO psifa. Karemb yike
B «Anagramay» 3asBHJI O MEPBUYHOCTU HJICH MY-
3BIKAIBHO-(DOHETHYECKOTO MPOEKTa: «“‘Anagrama’
BO3HUKJIA U3 JKEJIAHHUSA HCIIOJNB30BaTh SI3BIKU <...>
UCXOJIsl U3 aKyCTHYECKUX OCOOCHHOCTEH COCTaBIIs-
IOINX UX 9acTel, MpeoOpazyeMbIX B My3bIKaJIbHbBIE
anemeHTs» [10, S. 100]. OTcrona cmpaBemuBo U
MHEHHE HCCIIeI0BaTeNei, KoTopble, 010610 Mose-
¢y Xoticiepy, cuuTany, 4To B «Anagramay «3Byda-
HUE CJIOB BayKHee nX cMbiciay [14, p. 211].

Haxe To, uTo B psige cioyuaeB Karenp mpen-
MUCHIBAE€T OUYEHb OBICTPOE MPONU3HECEHNE YKa3aH-
HOM B CKOOKax 4acTH CJIOBa, IpeaBapsiomen Ty
WM WHYIO BOCIPOU3BOAMMYIO (pOHEMY, CBA3aHO
B IIEPBYIO OYEpeIb C IMOHUCKOM HYXHOTO KOM-
MO3UTOPY XapakTepa HCIOJHUTEIbCKON aTakw,
a HE C HEOoOXOOWMOCTHIO OOecredyeHus MOHU-
MaHHS 3aKII0YEHHOTO B TEKCTe CMbIcia (Mpu-
Mep Ne 11). Bomee TOro, HEOTHOKPATHO MOX-
HO HAOIIOAAaTh MPUMEPHI IpEeBpaIleHus CIOBa B
abcTpakTHBIA (oHHMUEeCcKHid diemMeHT (mpumep
Ne 12). IlogoOHbIit puéM B AaidbHEUIIEM IMOTY-
YUT IIHPOKOE PACIPOCTPAHEHHE B TBOPUYECTBE
bepuo (B «Sinfoniay», «Stanzey).

[pumep Ne 11 M. Karenb. «Hallelujahy.
Gesangsolo: Soprano 4

[Molto rubato]
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Gesangsolo: Soprano 4

[Sempre molto rubato]
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Karenp xpaiiHe penko HCIONB3yeT MPHUBBIYU-
HBII BepOaNbHBIA Ps/i, OCHOBAHHBIN Ha Ompene-
JNEHHOM JIUTEPaTypHOM IEPBOUCTOYHHUKE, YTO
00yCIIOBJIGHO €r0 KPUTHYECKHM OTHOIICHHEM
K TPaJANIIMOHHOMY MTOHUMAaHHMIO 337139 BOKAJIbHON
KOMIIO3UIIMH. B CBOMX BBICTYIIJIEHUSIX, HHTEPBBIO
KOMIIO3UTOP HEOAHOKPATHO NOTYEPKUBAN, YTO
IUISL HETO JUTepaTypa U My3bIKa — HE3aBUCHMBIE,
CaMOAOCTaTOYHBIE KYyJIbTypHBIE sABIeHUSA. OIHO
A3 U3BECTHBIX €T0 BbICKa3biBaHW: «llucarenu,
KOTOPBIMHU 5I JIO0YIOCh, — HENpHUKacaeMbl s
mens. Kakoe mpaBo s mMeEI0 ymydmarh Xopoiie-
ro moata?» [9, S. 80-81]. B 6ecene ¢ B. Kirorm-
MEeNbXO0JbIEeM KOMIO3UTOp OoTMeTHi: «Bompoc
“XoTuTe M BBl O3BYYMBAaTh JAHHBIN TeKCT?”
A BCTpEUYar0 CKENTHYECKH. DTO CBSI3aHO C (PyH-
JaMEHTAIbHBIM MMOHUMAaHHEM TOTO, YTO TEKCTHI,
KOTOpble OynyT negopMHpOBaHBI KOMIIO3UIUEH,
JIOJDKHBI OTBEYaTh ONPENENEHHBIM yCIOBHSM,
TaK KaK OHU TEPSIOT HEMOCPEICTBEHHYIO SICHOCTh
B COUETAHUHU ¢ MY3BIKoi» [9, S. 79-80]. Hns1 xom-
MTO3UTOpa TOPa3a0 BaKHEE ONMPEAESIonias My3bl-
KaJIbHYI0 apXUTEKTOHUKY WK TeMOpodakTypHOe
pelieHrne KOHCTPYKTHUBHAS HAEs, KOTOpas MOXET
JIeKaTh B ToJie BepOaIbHOTO TEKCTa (HAImpuMmep,
ujes majauHIpoMa B « Anagramay) Wid HaXOIUTh-
Cs BHE TOJIsI (HaIpuMep, Uaes mocie10BaTeIbHON
TpaHchopManuu BepOaILHOTO pssia MyTEM HHTE-
rpanuu (OHEMBI «I» B TPETheil XOpPOBOW Mbece
nukia «Rrrrrrry). UMEHHO TTOTOMY KOMITO3UTOP
B OONBIIMHCTBE CBOWX COYMHEHUU BBICTYMAeT U
B poiH NHOpETTHCTa, KOHCTPYHUPYS OpPUTHHAIb-
HBII BepOaNbHBIM pAN, BKIIOYAIONINN €ro co0-
CTBEHHBIE TEKCTHI (B TOM YHCIIE M «IICEBIOTEK-
CThI», 00pa30OBaHHBIE COEIWHEHHEM Pa3THYHBIX
(oHeM), TOKyMEHTaJIbHBIE MaTepHalbl, JUTEpa-
TypHBIE TIPOW3BENEHHUS, MpUOOpEeTaronIne 3ada-
CTYIO0 B HOBOM KOHTEKCTE MHBIE CMBICIIBI.

OpHako mepBooYepeAHas 3ajada, pelraemas
KOMITO3UTOPOM, B TOM YHCJI€ U TIOCPEICTBOM KOH-
CTpYHpPOBaHUsI HEOOBIYHOW BepOanbHOW (BepOalib-
HO-(pOHETHUYECKOH) OCHOBBI, — MOWCK HOBOTO XO-
POBOTO 3BydYaHHS, CIHOCOOHOTO TIOMOYb XOPOBOM
MY3BIKE IIPOJIOJKUTh CBOE Pa3BUTHE, BBIBECTH €€ U3
COCTOSIHHSA 3aCTOS, B KOTOPOM, TTo MHeHuIo Karens,
HaXOIWJIaCh COBPEMEHHAsi eMy XOpoBas KyJbTypa:
«“Tloromme XOpBI” CETOMHS HAXOMSITCS B COCTOSI-
HUU 3acTosl. BeposTHO, 3T0 00YCIOBIEHO TEM, UTO
OHH OUTYIIAIOT ceOsl CBSI3aHHBIMH C ONpPEACTEHHbI-
MU BO33pPEHHMSIMH Ha TIEHHE, WU TE€M, Y4TO JI0O0Bb
K CTapOMy perepTyapy y3aKOHHBAET ONPENEIEHHYIO
MY3BIKAIGHYIO Heonoruto» (1t mo: [13, p. 16]).
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HamepenHoe mpoTHBOIIOCTaBICHIE KOMITO3UTOPOM
CBOMX XOPOBBLIX COYMHEHUH MOMOOHOW PEaKITHOH-
HOM MY3bIKaJbHOM MJI€OJOTUU TOJATBEPKIAET U
BBIBOZ A. YWJIbsIMCa B OTHOIICHWU MYy3bIku Karems
u Kenmxa: «Keimk u Kareas momoriu ocBoOOXK1e-
HUIO KJIACCHYECKOM MY3bIKH OT TOT0, 4TO (hrsmocod
Anpbpext Bemmmep!® HasBanm “Hmaeoa0rHYECKUM
TeTTO JIOKHOTO BETNYHS, TITyOWHBI U JYXOBHOCTH )
[15, p. 196].

IIpu To¥t mone cBOOOMBI, KOTOPYIO IOIYyCKa-
€T KOMITO3UTOP B OTHOIICHWU 3BYKOBBICOTHOM H
BPEMEHHOH (B psAJie CIIy4aeB) OpraHU3alUN CBOMX
XOpOBBIX coumHeHuN 1957-1982 romoB, WMEHHO
TeMOpUKa CTAaHOBHUTCA Ba)KHEHIEH COCTaBIISIO-
e KOMITO3UIINY, B MAKCUMAJIbHOM CTENEHU MPe/I-
ycraHoBieHHON Karemem. CTpemsch mpeonoieTh
MIPEICTABICHNE O XOpe KaK O BOKAJIHLHOM MOHOJH-
T€, OTIMYAIOMIEMCS IOCTOSHCTBOM TEMOpPOBOTO
oopMIICHHS, KOMIIO3UTOP MPUXOIUT K CO3AHHUIO
SIBIICHUS, ynaqHo Ha3zBaHHOTO [[. [IlHeOenem «meHa-
TYpUpPOBaHHBIM NleHueM» (denaturiertem Sang) [13,
S. 19], To ecTh meHHEM, HAMEPEHHO H30aBICHHBIM
OT HaTypalbHBIX (M3HAYAIBHO TPHUCYIIHX €MY)
CBOWCTB.

Hcnonb3yst B mpolecce BOKaIbHOW JeHaTypa-
1MUY BBEJICHHUE HOBBIX BOKAJIBHBIX TEXHHK, PECyp-
CBhI (DOHEMOI KOMIO3UITNHU U JAXKE DIEMEHTH body
percussion'!, Karenb He OTKa3bIBa€TCS M OT KiIac-
CHYECKHUX NPUEMOB TIEHUS, UCTIOIB3yEMBIX B Kade-
CTBE OHOU M3 BO3MOXKHBIX COCTAaBIISIOIINX COBpPE-
MEHHOH BOKAJIbHON KOMTO3UITMH. TakuMm 06pazom,
Kareins B cBonx xomnosuimsx 1957—-1982 rr. BeIBO-
AT BOKAJI JAJICKO 32 MPEAEIBI €r0 MPUBBITHON YTH-
TUTapHOW (QYHKIIMM HOCHTENS CJIOBa, MpeBparas
ToJ0C B TIOJIMBAJICHTHOE MY3BIKAJIBHOE SIBICHUE,
CIOCOOHOE CTaTh OCHOBOM COYMHEHWH, HE YCTY-
naroIux 1o TeMOpoBoi AuddepeHIIMPOBAHHOCTH
MHCTPYMEHTAILHBIM KOMITO3UIIUsAM. Pa3Butne Xxo-
pOBOM KOMITO3ULIMKU B Mociennei Tpetu XX Beka,
MIPUBEIICE K CO3/IaHNI0 TAKHUX MIEACBPOB, Kak «Die
Jahreszeiten» Xommurepa, «Sinfonia» u «Canticum
novvissimi testamenti» bepmo, «Serment Orkos»
Kcenakuca, TONBKO TOATBEPAMIIO KU3HECTIOCOO-
HOCTB NIPEIIOKEHHBIX Karenem TeXHUYECKHUX MpH-
€MOB, HE TOJBKO CIOCOOCTBYIOIIMX IPEOJOICHUIO
KpH3HUCa B Pa3BUTUU XOPOBOW KOMIIO3HUITMH, HO
CIENaBIINX €€ OHUM M3 CaMbIX BOCTPEOOBAHHBIX
YKAHPOB HOBEHIIEH MY3BIKH.

< MPUMEMAHUA (<

! Hanpumep, Maruudukar bepuo, «Chore fiir
Doris» IllTokxay3ena, Peksuem Manepusi, «Tre epitaffi
per Federico Garsia Lorca» Jlyumxku Hono, 00pabotku
BEHTePCKUX HApPOIHBIX NeceH JlureTu.

2 B Hacrosiiiiee BpeMsl HCCIIEIOBATENIN BBIPAKAIOT
COMHEHHE B CYIIECTBOBAHMH XOpOBOW mbechl Karems
«Palimpsestos», ykazaHHO! B Ka4€CTBE EPBOM XOPOBOIA
paboThI B pa3IMYHBIX YHLIUKIONEANIECKUX CIOBapsx, B
toMm uucie u B The New Grove Dictionary. [Tpusengm
BBIZICPIKKY U3 palOThl, MOCBSIICHHON apreHTHHCKOMY
nepuony xku3Hu kommosutopa: «lepxapm P. Kox mo-
HuMan Palimpsestos xak cumBonmueckoe [ Karems.
— A. P.] nByMepHOE JaOMPUHTHOE MBIIUIEHHE, KaK Mpo-
u3BezneHue. Palimpsestos B 3TOM CMBICIIE MOT TIOHUMATh-
Csl KaK IIPOIPaMMHBIN 3aroJIOBOK Karajaora COYMHEHUH,
CYILLIECTBOBAaHUE OJHOUMEHHOW KOMIIO3ULIUU CIIELYET
HOABEPTHYTH cOMHeHUIo» [11, p. 250].

3 BuusiHHE TPHHIMIIOB CEPUIHON TEXHUKH HA pa3-
JIUYHBIE CTOPOHBI MY3bIKAJbHONW KOMIIO3HMIIMH, B TOM
4ucie U Ha paboTy KOMIIO3UTOpa ¢ BepOaIbHBIM PSIIOM,
ABIIIETCS. OJHOW W3 XapaKTEpHbIX TEHACHLUMH My3bl-
KambHOTO HMcKyccTBa 1950-X rofioB, Korjaa, mo cCioBam
E. I OkyHeBoi#i, «cepuanusMm <...> aOCOJIOTH3UPO-
BaJI IPUHIUI Psifia, paCTIPOCTPAHUB €ro Ha WHBIE, TOMU-
MO 3BYKOBBICOTHOCTH, apameTpei» [4, c. 95].

24

4 B «Vox humana?» (1979) maHHbBIi PO MHTOHH-
pOBaHMsI BBOJUTCS B MapTUTYpy pemapkoit «whispered
singing voice».

5 KpuK Kak O4YeHb OKCIPECCHBHBIA BOKAIbHBIM
MpUEM BIIOCIEACTBUU HCIIOIB30BAJICS HE TONBKO B CO-
YHHEHUSIX PEeICTaBUTENCH 3aI1aJHOEBPOIIEHCKOTO aBaH-
rapJia, HO ¥ B My3bIKE OT€YE€CTBEHHBIX KOMIIO3UTOPOB. B
crarbe «Xop B counHenusx P. lllenpuna no H. JleckoBy
(“3aneuarnennsiii anren” u “OvapoBaHHBIA CTPAHHUK)»
A. M. MBanoB muiier 06 ocoboM 3ddexTe, UCIob3y-
emoM P. K. IllenpuHbIM B JUTYprum «3amedaT/iCHHBIH
AHTeI»: «...XOPHCTHI JODKHBI U3/1aTh “MaKCMaJbHO BO3-
MOXKHBII BBICOKHII 3BYK: ITEHHE-KPHK’, TIOTOTOBICHHBII
Bocxoasmm glissando» [1, ¢. 104].

¢ CoBpeMeHHBIH OpHUTAHCKHI HCCIEI0BATENb
A. YuTren HapsSAMYIO CBSI3bIBA€T CTPYKTYpHBIC U (ax-
TypHblE NPEOOpa3OBaHUsl TPAAULMOHHBIX >KAaHPOB B
TBOpuecTBe ApHonbaa llIénbepra ¢ 3amauamu BOILIO-
LIEHUS SKCIIPECCUOHUCTCKUX 00pa3oB: «Cpeau caMbIX
BJIMATENBHBIX NpeodpazoBanuii ApHonpia [1énbGepra B
cthepe TpaaUIIMOHHBIX )KAHPOB BBIICISICTCS IPeoOpa3o-
BaHKE OIepbl B MOHOJIPaMy U LIUKJIa TIECHHU JUIs TIEBLIA U
(dopTenraHo B KOJUICKIHIO MONYCHEThIX [Sprehgesang.
— A. P.] menoxpam JuIsl T0oJ0Ca U MHCTPYMEHTAJIbHO-
ro KBHHTeTa. Bce ke OCHOBa ATHX OYEHb Pa3IHMYHBIX
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CTPYKTYpP U TEKCTYp — 0000IEHHOE N300pakeHUE C UX
TIOMOIIbIO OUEHb YYBCTBUTEIHHOTO YEI0BEKA B OIIACHO-
CTH, TIOA yrpo3oi» [16, p. 12].

7 E. B. depanoHTOBa OTMEYAET 3Ty 0COOCHHOCTh
counHeHmnit Kcenakuca B cBoeli pabore: «OH [Kcena-
xuc. — A. P.] moytu Bcerja peKOMEHIYeT HCIONHSTD
€ro COYMHEHHSI «IIPOCTBIMU» rojiocamu, Oe3 BHOpaTo,
HWHOTJIA CIICIUANBEHO YKa3bIBACT, YTO XOP JOJKEH OBITh
HenpogdeccHOHANBEHBIM. Bee npuéMbl 3ByKOM3BIICUEHUS
CJIOBHO HAIIPaBJICHBI UM Ha OTPHIIAHUC aKaJIeMUICCKOM
Tpaauuum» [5, c. 17].

8 MexaucuuiUIMHapHOe HcchenoBanne A. 3axa-
pakuca, M. Ilactuanuca u J[x. Pelic cBunerenscTByet
B MOJIB3Yy TOTO (PaKTa, 9YTO HEPAZTUINMOCTH CEMaHTHYC-

CKOM CTOPOHBI PEUEBOTO BHICKA3bIBAHMS (TIPH BOCIpUSI-
THHM peYd Ha HE3HAKOMOM SI3bIKE) YCHIIMBAET YyBCTBH-
TEJNBHOCTH K €ro TeMOPOBOMY CBOC0OOPA3HI0, U HA00OPOT,
«BOCTIPHATHE TEMOpPOBOW CTOPOHBI SI3bIKA MMOYTH HE 3a-
TPOHYTO TNPH KOMMYHHKAIlMd Ha POIHOM si3bIke» [17,
p. 394].

° JlaHHOE BBIpaXXCHHE BCTpevaeTcs B pabore
K. ®nopoca [8, p. 96].

10 AnpOpexT Bemnmep — coBpeMeHHBIH HEMELKHit
¢dunocod, ABIAIOUIMICT aBTOPOM paboT IO 3CTETHUKE MO-
JIepHa ¥ TIOCTMOJIEpHA.

""" Body percussion — UCTIONIb30BaHUE YacTed Tesa
BOKaJMcTa (pyK, HOT) JJISl CO3JIaHMsl PUTMHUYECKOTO aK-
KOMITaHEMEHTA TIEHUIO.
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®puuy, XanHpux KasiiH u naest cepuarmama

CepuanusM — METON KOMIO3MIUU, B KOTOPOM OpraHM3alMs pPa3IUYHBIX MY3BIKaIbHBIX MapaMeTpoB
OCYIIECTBISIETCSl HA OCHOBE IPHHIMIIA psifa. XOTS HOBBIH THI CTPYKTYPUPOBAaHHS MY3BIKaJIBHOTO IPOCTPAHCTBA
TIOJTyYHJI paclipoCTpaHEHHE B My3bIKe TTociie Bropoit MupoBoii BOIHEL, caMa Hiesl CepHain3Ma BOSHUKIIA (PaKTHYECKN
Ha 3ape JBEHAJUATUTOHOBON CUCTEMBI, C 3apOKICHHUEM CEpUIHOM KOHLENIMM Kak TakoBoM. CTarhsi MOCBsIIEHA
aBcTpuiickoMy kommosutopy @puny Xaitnpuxy KisiiHy, crosBlieMy y UCTOKOB cepuiiHOM My3biku. B 1921 rogy on
cozznan ¢popTrenuanHylo nmeecy «MammmHa» op. |, IpeABOCXUTHB ABEHAINATUTOHOBbIE OTKPBITHS ApHOibaa [11énbepra,
a TaK)Ke HalpaBICHMS XYIO)KECTBEHHBIX M TEXHHYECKHX IOMCKOB OoJiee IO3JHEr0 BpEMEHH. ABTOPOM CTaTbU
JAaHHOE COYMHEHHE PacCMaTpHBACTCs B KOHTEKCTE MAEH cepuanm3Ma. «MallnHay MIPeACTaBIsIeT WHTEPECHBIH OIBIT
OpraHn3aliy BBICOTHOTO, PUTMHYECKOTO U FAPMOHUYECKOTO MTapaMeTpoB Ha OCHOBE €AMHOTO CEPUITHOTO MpPUHIMIIA,
TpakTyeMoro KisiifHoM B TpaIMIIMOHHBIX IIOHATHHHBIX KaTeTOpusX (TeMa, akKopIl, rfaMMa H T. I1.). KoMIto3uTop OTKpHITO
JIeKJIaprpOBaJl IIPEKOMITO3UIIMOHHBIN MaTepHal, IepedrcINB OCHOBHBIE €T0 COCTABIISIONINE B TIPEUCIOBHH ITHECHI.

OcHoBHBIMU OTKpbITHAMU KidiiHa cranu 12-ynapHas puTMHYECKasl TeMa, «aKKOPA-MUPaMHUIay, «MAaTepHUHCKUN
aKKOpI» U 00pa30BaHHBIN HA €T0 OCHOBE BCEHHTEPBAIGHHBIN 12-TOHOBBIN psl. ABTOp CTaThH XapaKTEPHU3yeT TaHHBIH
Marepuall, yka3blBaeT Ha 0COOEHHOCTH €T0 pealn3aiy B « MaliHe» 1 IPOBOIUT Iapaulesid MeX 1y SKCIIEpUMEHTaM1
KrnsitHa n kxoMImo3uTopoB nocieBoeHHoro Bpemenu (Meccuana, b360uTa, Hono).

Kirouessie cioBa: @pun Xaitupux Knsiin, cepuiiHasg My3blKa, cepuanu3M, BbICOTHBIN psifl, BCEMHTEPBAIbHBIN
psn, pUTMUYECKU psifl.

EKATERINA G. OKUNEVA

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0001-5253-8863, okunevaeg@yandex.ru

Fritz Heinrich Klein and the Idea of Integral Serialism

Integral serialism is a method of composition that organizes different musical parameters on the basis of the
principle of a series. Although the new type of structuring of musical space was influential in the music written after
World War 11, the idea itself of integral serialism arose during the advent of the twelve-tone system, with the creation
of the serial concept as such. The article is devoted to the Austrian composer Fritz Heinrich Klein who was one of the
originators of serial music. In 1921 he composed a piano piece “Die Maschine” opus 1, in which he anticipated the
twelve-tone discoveries of Arnold Schoenberg, as well as the trends of artistic and technical discoveries of subsequent
times. The author of the article considers this composition in the context of the idea of integral serialism. “Die Maschine”
presents an intriguing attempt of organization of pitch, rhythmic and harmonic parameters based on a single serial
principle, which Klein treats in the traditional conceptual categories (musical theme, chord, scale, etc.). The author
draws attention to the fact that the composer openly demonstrated the pre-compositional material by enumerating his
main components in the preface of the piece.

The chief discoveries of Klein were the twelve-point rhythmic theme, the “pyramid chord”, the “mother chord”
and the all-interval twelve-tone row formed on its foundation. The author of the article presents characterization of this
material, indicates at features of its realization in “Die Machine” and draws parallels between the experiments of Klein
and the composers of the post-war period (Messiaen, Babbitt, Nono).

Keywords: Fritz Heinrich Klein, twelve-tone music, integral serialism, pitch row, all-interval twelve-tone row,
rhythmic structure.
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ATOM TOIy HCIIONHHUIOCH 125 ser co mHs

POXJIEHUSI OJHOTO U3 MUOHEPOB CEPUUHOU

MY3BIKH, aBCTPUHCKOTO KOMIIO3UTOpPA, IH-
carenst U xynoxuuka @puna Xaiiapuxa Koisiina'.
Hara, BripoueM, BpsAll M OcTajach 3aMEYEHHOW B
6onpIIOM My3bIKaNbHOM MHpe. Hu odurmansHbeIx
TOP)KECTB, HW HAayYHBIX CHMIIO3UYMOB, HU CIEIH-
AIBHBIX KOHIIEPTOB, HACKOJIBKO M3BECTHO, IO 3TO-
My TOBOAY He MpoBoamiock. Kak mpu >kxu3HH, Tak
Y TIOCJIE CMEPTH MY3BIKaHT OCTaéTca B TEHH Ooee
KpPYTHBIX (UTYP U COOBITHH.

Opurn Xaitapux KisitH HbiHE n3BecTeH (mpas-
na, Take B po¢eCCHOHAIBHOM Cpefie CKopee y3Ko-
My KpYTy CIICIIUAIUCTOB) Ojaromaps CO3JaHHOMY
B 1921 romy wuersipéxpydHoMmy ¢opTEenHaHHO-
My npomsBenenuto «Die Maschine» («MammunHay
op. 1). OHO ABHUIIOCH OAHUM W3 MIEPBBIX B HCTOPUHU
MY3bIKH CEPHIHBIX OITyCOB?, a TAK)Ke B ONPEIACIEH-
HOM CMBICJIE MPEIBOCXUTHIIO W0 CEepHaIN3Ma.
Hcrtopuueckoe 3Ha4YeHHE 3TOTO COYMHEHHUS B IIOJN-
HOM Mepe OBIJI0 0CO3HAHO JIUIIH BO BTOPOIl OJIOBH-
He XX Beka. Tak, B HOUHOI My3bIKalbHON IpOrpam-
Me «HewnsBecTHble HCTOKH 12-TOHOBOW MY3BIKHY,
TpaHciaupoBasiuencs 4 okTs0ps 1962 roma pagumo-
cranieir WDR, T'epbept Aiimept Bo Bceycblia-
Hue 3asBwi: «KULSIiiH KakeTcs MHE HECpPaBHEHHO
Ooee BaXHBIM CBHJIETENIEM PAHHETO COCTOSHUS
TEeXHUKH, 4eM Xaydp: CpPEeAH MepBbIX nojeKkadOoHH-
CTOB OH TOT, KTO LIEJHJICS JaJbIIe BCErO, a NMEH-
HO BIUIOTh JI0 CBSI3U PA3JIMYHBIX IUIACTOB U “‘TIapa-
MeTpoB”...» (mut. mo: [9, S. 292]). B nacTosmeit
CTaTb€ YNOMSHYTOE COYMHEHHE pacCMaTpHBaETCs
B paKypce MMEHHO CepHabHOTO OmbITa. B mpwuio-
KEHUH TpPEeAsiaraeTcsi MepeBoj] Ha PYCCKHUH S3BIK
cratbu KistitHa «I'paHHIa ITOJIyTOHOBOTO MHpay,
OITyOIIMKOBAaHHOW BHEpBbIe B KypHaie «Musik»
B 1925 roxy. Crrycts 6onee gyem 90 et pycckos3bIa-
HBIM 9UTaTENh CMOXKET COCTABHUTD MPEACTABICHHE O
MY3BIKJIbHOW T€OpHUH KOMITO3UTOPA Ha OCHOBE €T0
COOCTBEHHBIX CJIOB.

«MamuHay W3HA4YaIbHO 3alyMBIBAJIaCh [
KaMEpHOTO OpKecTpa B cocTraBe 12 WMHCTpyMeEH-
TOB M OCMBICIIMBAJIaCh €€ aBTOPOM KakK ITOIBIT-
Ka OCBOOOAMTHCS OT BIHMSHHUS CBOETO YUHTENS
[IIénbepra «uepe3 “IIEronbCTBO” BCEMH YMO3PH-
TEJIbHBIMH MY3BIKAIbHBIMUA KOHCTPYKIHSMU» [4,
c. 31]. INaprurypa couyumHeHHs ObLIa OTKJIIOHEHA
BeHCKUM «OOIIECTBOM YaCTHBIX MY3BIKaJIbHBIX
WCIIOJIHEHUW», OTKa3aBIIUMCA KOMMEHTHPOBATh
cBoé€ pewenue. B Tom xe rony Kustitn co3nai Ho-
BYIO BEpPCHIO Mbechl — JUIsI (OpTENUaHO B YETHI-
pe pyku. OHa Obuta omyoOnukoBana B 1923 romy
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mox TiceBmoHMMOM Heautontimorumenus (71ar.
— CaMOMYYHTENb) Cpa3y IBYMS H3JaTeNbCTBA-
mu — BeHckuM «Carl Haslinger qdm. Tobias» u
oepnmuackuM  «Schlesinger’sche  Musikhandlung
(Robert Lienau)». JIt00OMBITHO, YTO COYMHEHHUE
TaKXe TOJIYYHJIO TEPBYI0 MPEMHUIO Ha KOHKYpCe
KOMITO3UTOPOB, Bo3miaeisieMoM A. IlI&nbeprom.
OpxHAaKo HH ATO 0OCTOATEIHCTBO, HU YCIIEITHOE UC-
nonHenue «Mammne B Heio-Mopke B 1924 rony
HE CIoCcOOCTBOBAIM KOMIIO3UTOpPCKOM craBe Kisiii-
Ha ¥ IPU3HAHUIO €0 MY3bIKAJIbHBIX JOCTHKCHUH.
dakTHUYECKH 0 KOHIA KU3HU OH CTpajall OT He-
MOHUMAHUS U MYYHUTEIbHOU OE€3BECTHOCTH®.

«MammHa»*  wumena moms3aronoBok  «Eine
extonale Selbstsatire» («BHeToHanbHas catupa Ha
camoro ce0s»). B BepxHei 9acT TUTYJIBLHOTO JINCTA
TaKke pazmemnanach (pasza: «Diesen Grenzstein —
meiner Zeity («2Ta rpaHuIia — TpaHHUIIA MOETO Bpe-
MeHn»). O6e HaIMMCH CBUACTEILCTBOBAIHM O TOM,
yto KisiiiH, ¢ 0JJHO! CTOpPOHBI, MPUJABAl CBOEMY
COYMHEHHIO W COJCpIKAlIUMCS B HEM HOBAaIUSIM
3HAUCHHE HEKOETO TOBOPOTHOTO IMyHKTa B UCTOPHH
MY3bIKH, & C APYTOil — B ONPeAeIEHHOM CMBICTIE OT-
pHIIaT UX MEPCIIEKTHBHOCTD (TaK KaK HOBBIE MY3bl-
KaJbHbIC WU TPEICTABISUIMCH B OOMMYUTEIBHOM
(hopmMe catupsl), BO BCIKOM clTydae, JIJIsi COOCTBEH-
HOTO TBOpPUYECTBA’.

KomnosuTop cHabmui mbecy KpaTKuM Tpeiu-
CJIOBHEM.

«2TO0 pou3BeIEHUE CONEPIKUT:

1. [IBeHanaTHygapHyIo “pUTMUYECKYIO TEMY .

2. “Temy-mozmens” u3 12 pa3nuyHBIX TOHOB.

3. “UuTepBanpHyto Temy’ u3 12 pa3nuyHBIX
WHTEPBAJIOB.

4. “HeiiTpanbHyl0 ramMMmy’’, TOCTPOEHHYIO W3
YepeyIoNIXCs MAbIX U OONBIINX CEKYHI.

5. “KombOuHanmonHyo teMy”’, 00Opa3oBaHHYIO
u3 2-i, 3-it u 4-i Tem.

6. Campblil 0ONBIION MY3bIKAIBbHBIN aKKOP/I: IO~
JMy4eHHBIN OT “akxopnpa-nupamuas” (12 ymopsimo-
YeHHBIX 110 BEIMYMHE WHTEPBAJIOB) ‘‘MaTEPUHCKUN
AKKOP[”, COCTOSIIUN U3 12 pa3IMIHBIX TOHOB U OJI-
HOBpPEMEHHO 12 pa3mu4HbIX HHTEPBAJIOB.

7. “3epkajgpbHOE OTpakeHHE” W ‘“‘pPErHCTPOBOE
MOJIOXKEHNE” TEMBI, a TaKkKe e€ “‘CHcTeMy CUMMET-
pum’.

8. MareMaTn4yecKyl0 W KOHTPaIyHKTHUYECKYIO
pa3paboTky maeh myHkToB 1-7» [u3 IlpemucioBus
K MMapTUType].

O4eBUIHO, YTO MOJOOHBI KOMMCHTAPUU HE
TOJIBKO OBLIT HOBATOPCKHM I10 CYTH, HO 1 HAMHOTO
omepenui cBoé BpeMsi. B cxokelt, XxoTst u Oonee
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pa3sépuytoit Gpopme OnuBbe Meccuan B 1949
oIy IPEANONUIET OOBICHEHNE OJHOMY U3 CaMBIX
3HAMEHHUTHIX CBOHMX OILyCOB — (QOpTEHHAHHOMY
atony «Jlag nnuTenpbHOCTEH W HMHTEHCHMBHO-
creit». [lepedncrnass OCHOBHbIE KOMIIO3UIIMOHHbIE
coCTaBjdAwolINe counHeHud, KusitH, mo cyiue-
CTBY, aKIEHTHPYET BHUMAHHUE HA NPEKOMNOIUYU-
OHHOM Mamepuaie — KaTeTOPHUH, KOTOpas onpese-
JUT MY3bIKAJIBHO-TEOPETUYECKUIN AUCKYPC JIUIIb
B 1950-1960-¢e roasl.

Becr marepuan B «MarmuHe» pa3nuyHbIM 00-
pasom coderaercs U kKoMOuHUpyeTcs. Kommosumus
pa3zbuBaeTcs Ha IATh HEPABHO3HAYHBIX I10 MaCIITa-
O0am pasznmenoB: Marschtempo 4/4, Geméchliches
Tanztempo 3/4, Sehr langsame 3/2, Lebhafter
Zweischritt 2/4, Marschtempo 4/4. Kak cripaBemjiu-
BO OTMe4YaeT uccienosarensd J. XumieM, apxuTek-
TOHHKA IIEJIOT0 OKa3bIBAETCS TOCTATOYHO PHIXIION,
TeMaTu4ecKoe pa3BUTHE OTCYTCTBYeT. Kommo3nmus
HUMEET JTIOMHBIN XapakTep®.

Cam nBeHamuatuToHOBBIM MerTon Kiisiina,
UCXOJIsl U3 KOMMCHTApUsI, UMEET Cyry0o TeMaTu-
yeckuil xapakrep. Komnosurop onepupyer npu-
BBIYHBIMU MY3bIKAJIbHBIMH TepMuUHamMu « Themay
(Tema), «Skala» (ramma), «Akkord» (akkopn),
«Durchfithrung» (pa3pabotka). HecmoTpst Ha 370,
KOMTIIO3ULIHOHHO-TEXHUYECKHE MPUEMBI, KOTO-
pble OH HCHOJNB3YeT, MPEIBOCXUIIAIOT OCHOBHBIE
NPUHIUIIBI cepuitHO# TexHuku. Tak, 12-ToHOBas
«rema-monenb» (mpumep Ne 1 a) maeHTHYHA IO
cBoel (QyHKIUU cepuitHOMY psany. B xone mpowus-
BEJICHUS OHA HEOJHOKPATHO MEHAET PUTMHYECKOE
odpopmienne u xapakrep (mpumepsl Ne 1 b, c),
MOSBJISIETCS. B TOPU30HTAJIbBHO-JIMHEHHOM, BeEp-
TUKaJIbHO-TAPMOHUYECKOH M KOMOWHHPOBAHHOU
¢dopme (mpumepst Ne 2 a, b), TpaHCTIOHHpYETCS OT
JIPYTUX BBICOT, MPOBOANTCS B MHBEPCHUH, PAKOXO-
ne u pakoxonHoi naBepcuu (mpumep Ne 3). Kom-
MO3UTOP TAKXKE MPUOETaeT K IByX-, TPEX- U UETHI-
PEXKOIIEMHOMY HM3JI0KEHHIO TeM-PSAOB (IpUMep
Noe 1 ¢), mpuMeHsieT BBICOTHBIC MaJUHIPOMEI,
TEXHUKY «MocTa» (B mpumepe Ne 3 oOmuii ToH
Mmexnay Icis m Rlc 06Benén B kpyr) m gaxe Tax
Ha3bIBAEMYIO «IBYXCEPHIHYIO HHTEPIOJISIIHION»’
(mpumep Ne 4).

IIpumep Ne 1 @. Knsitn. «Mammsa
a) 1 2-ronoBasiTeMa-mMoens (1. 5—6, poprenmanol)

12-TOHOBaA TeMa-MOZENb

—
—
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pTMITICCKaR GopMyTa
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b) 12-ToHOBasI TEMa-MOZEJIb B TPAHCIIO3UIIMH U
HOBOM pUTMUYECKOM opopmiteHuH (T. 4142,
¢dopremnuano I)

¢) 12-ToHOBast TEMa-MOAEIH B TPAHCIIOUITHSIX U
HOBOM PUTMHYECKOM OQopmiieHuH (T. 28)
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[Ipumep Ne 2 @. Kusitn. «MammHay

a) 12-ToHOBas TeMa-MOJIENTb B BEPTUKAIBHO-Tap-
MoHu4eckoi popme (T. 35-38, poprenuano I)

b) 12-ToHOBas TEMa-MO/IEIIb B KOMOMHHUPOBAHHON
dopme (1. 129-130, dpoprenuano I)

Flotter

2 4 6 810 12

[Ipumep Ne 3 @. Kusitn. «MammHay
12-ToHOBas TeMa-MOJIENb B UETHIPEX CEPUNHBIX
dopmax (1. 189—192, hoprenuano I)
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[Ipumep Ne 4 @. Kustitn. «Mammnay
JByxcepuitnas uaTepnomsanus (T. 258-260,
¢doprenmano I)

Pr(1-5) Pf(6-8) BfO-12)

’r Y o e I

oo | S0 EI G The e bl = o L

= r 178 \'I i_rl-: T—T
S| f ofs ofs

bt | o B e R S o
Sa=== E==T=E "il“i'"{_H"

15 (10-12)

Kak yxe ormeuanoch, B «Mamune» KiditH
MIPEIBOCXMUIIIAET UEH MHOTOIIaPaMETPOBOM KOMIIO-
3WIIAY, OTKPBIBIIEH MyTh K cepHanu3My. Beinene-
Hue 12-ymapHOW pUTMHYECKOW TeMBbI, 12-TOHOBOH
TeMBbl, 12-WHTepBaJIbHONW TEMBI M «MAaTEPUHCKOTO
AKKOp/a» CBUIECTEIBCTBYET O TIOMCKAX CBSI3U MEXK-
Iy pPa3IUYHBIMH ITapaMeTpaMu, O MOIBITKAX HAWTH
SIUHBI YHUPUIMPYIOIIUI TPUHIWN JJsl opra-
HU3alUU MY3BIKAJIFHOTO Lienoro. besycmoBHO, 00
OPTOOKCATbHOM NPUMEHEHHH TEXHHUKH TPU 3TOM
peyb ené He UAET.

Tak, aBTOHOMH3AIMS PUTMUYCCKON Cepbl HE
MIPEJICTABIIAECT B KOMITIO3UIIUHN TTE€PMaHEHTHBIN MPO-
ecc, Ho mposiBisgeTcs cnopanndecku. Kpome toro,
Knsiin B cBOMX HOMCKax HEPEAKO OTTaJIKUBAETCA
OT y)K€ M3BECTHBIX IpereieHToB. Hanpumep, mpu
U3JIOKEHUH 12-TOHOBOW TEMBI-MOIEIH KOMIIO3H-
TOp TIpubOEracT K CBOCOOpPa3HO TPAKTOBAHHOM TeX-
HUKE W30pUTMHUU. PuT™Mudeckas ¢opmyna TeMbl
comepxut 11 emuaury BMecto 12 (mpumep Ne 1 a).
OcTHHAaTHOE TOBTOPEHNE IPUBOIUT K TOMY, YTO Ha-
yayo 12-TOHOBOW TEMBI-MOJENN MOCIIEI0BATEIHHO
CABHTaeTCs Ha OAHY PUTMUYECKYIO CIUHHILY BIIE-
pén, a Bo30OHOBIsIeMass PUTMHUYECKAsi CTPYKTypa
BCSIKMI pa3 COCNUHSETCS C HOBO# BbICOTOM®. UTO
Kacaercsi 12-ymapHoi PUTMHUYECKOH TEMBI, KOTO-
past oTKpbIBaeT Bc€ counHenue (mpumep Ne 5 a), To
OHa (pyHKIIMOHUPYET B MbECE TaK JKe, KaK ompelie-
néHHas puTMudeckas moaenb. OnbiT KistitHa 31ech
MIPEIBOCXUIIAET PUTMHUYECKHE OSKCIEPUMEHTHI
M. b360uTa U HEKOTOPBIX APYTHX KOMIIO3UTOPOB,
KOTOpBIE MBITATUCH CTPYKTYpUPOBaTh PUTM B TeC-
HOM CBSI3M ¢ aTakoi 3Byka. Hanmpumep, 12-ymapayro
TEMy MOXXHO IIPEJICTAaBUTh KaK YHCIOBYIO MOJEINb
B Ayxe mepBoi u3 Tp€x xommozurmii st poprenu-
aHo b>00ura, a umenno: 7 1 4. Kak u B COUMHEHUHN
aMEepHUKaHCKOTO KoMmno3uTopa (cM. mpumep Ne 5 b),
y KustitHa rpynms! 3ByKoB 000CO0IEHBI OCTaHOBKA-
MU ¥ nay3aMu. KoneuHo, 31ech emé He NCIob3y-
€TCsl TIepeCTaHOBKA YHCEII C I[eJIbI0 CO3/1aTh MHBEP-
CHOHHBIE M PAKOXOIHBIE CTPYKTYPHI, HO 12-ymapHas
TeMa TOJIBEPraeTcsl HHBIM MPEo0Pa30BaHUSIM, CBA-
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3aHHBIM C HEMPOIOPIIMOHAILHEIM YBEITUICHUEM
(cm., Hanpumep, T. 69—77) MO0 COKpaIIeHHEM KO-
JMUYECTBA CAUHUI] (3aKITFOUYUTEIBHBIE TAKTHI), YTO
B CBOIO OYepelh HATIOMHUT O OymyIuX dSKCIIepH-
MeHTax Meccuana.

@. Knsitn. «Mammzay.
12-ynapHas puTMHU4ecKas TeMa

IIpumep Ne 5 a

12-yrapuas puTMudeckas TemMa

nMarschtem 0

5

i
7

M. b266ut. Tpu KOMITO3UITHH
st poprenuano. Ne 1 (1. 1-2)
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CTouT YNOMSIHYTH TaKXe, YTO IPOIECC Bpe-
MEHHOTO pa3BEPTHIBAHUS B CEPUATHHOU TEXHHKE
00YCJIOBIMBAETCSA HE TOJIBKO OTHOLICHUSMH JJTH-
TEIBHOCTEH (XOTS MPAKTUKA PSIOB JITUTEILHOCTEN
— IHMPOKO PACTIPOCTPAHEHHOE SBICHUE B Cepha-
JIU3ME), HO M HCUUCIIICTCS] KOJTMYSCTBOM 3BYJAIIUX
HOT. 11 B 3TOM oTHOMmICHNH 12-ymapHas TeMa MoIia
Obl JaTh MMITYJIbC K (DOPMHUPOBAHUIO HJEH PSIOB
putMHYecKuX Guryp’.

C IBeHamaThiO0 Pa3IMIHBIMH JTATEIHHOCTS-
mu B «Mammnaey Kisgitn He pabotan. Ho o Towm,
9TO OH, BO3MO)XHO, CTOSUI HAa TIOPOTE OTKPBITHHA U
B 9TO# 00J1acTH, KOCBEHHO CBUICTEILCTBYIOT CTPO-
KM u3 muckMa K bepry: «S mryOoko 3amymancs u
TIOHSI, 9TO HET OOJIBIIE CMBICTIA UCIIONHATH CETOI-
Ha “Mamuny”. [la 1agao emé B rox €€ MmosBiIcHMS,
B 1921. Torma oco3HaHHOE UCIIOIH30BAHNE IBCHA]T-
LIaTH 3BYKOB OBLJIO Y€M-TO HOBBIM, aKTyasibHbIM. Ho
cerogus? To, 4To TOrAa MOMKHO OBLIO OBITH IPO-
podeckoil catupoi (1Mo MOBOAY TOTO, YTO MY3BIKa
pa3BUBACTCSA IO IMYTH JABEHAAIATUTOHOBOTO KOH-
CTPYKTHBH3MA M MaTEPHAIA3YETCS ), OMPEICTIIOCH
CETOMHSI OCYIIECTBICHUEM B MEHS CaMoro OOJIbIIIe
HE MHTEpecyeT (TeM 6oJiee, 9To 51 B TO BPEMSI TOXKE
COYHMHSI METOMIOM JIBEHAIATH WHTEPBAJIOB U JIBE-
HaJIaTH TOHOB, d celuac OCMAaHa8IUBaocsy y cie-
oyrowetl 803MONCHOCMU COYUHEHUsL. 0BEHAOYAMbBIO
36YKAMU U 0BEHAOYAMBIO PUMMUYECKUMU eOUHUYA-
mu). Kak ObI 3aHOCUMBO 3TO BCE HU 3BYHallo, 3TO
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mpaBaa, ¥ s MOTy 3TO AoKazaTb. Ho 310 yxke Mos
Tpareans — HE3aMEUCHHBIM U HETPU3HAHHBIM BCE
Oomee oTyamBarhCsl. .. [KypcuB Moit. — E. O.]» (uHT.
mo: [4, c. 27]).

CeromHs TPYIHO CKa3aTh, yIaJIOCh JIU €My OCY-
IIECTBUTH CBOM Heu. K coxalleHuIo, MHOTHE CBOU
12-ToHoBBIe counHeHus (cpean HuX «DaHTa3us Ha
JIBEHAIIATH3ByUne», ocBAmEHHas bepry) Kositn
YHHUYTOXHII.

OmHMM W3 TIABHBIX OTKPBITHA KOMIIO3MTOpA
CTaj TaK HAa3blBAEMbIH «MAaTEPUHCKUI aKKOpI»,
a 110 CyILIECTBY — IIEPBBIA B UCTOPUU CEPUMHON My-
3bIKM BCEMHTEPBAJIbHBIM CUMMETPUYHBIH psf. nes
YHOPSIOYNTE HE TOJBKO 12 3ByKOB, HO U 12 mHTEp-
BaJIOB COOTBETCTBYET JIyXy CEepHau3Ma C €ro MHO-
TOMEPHBIM MTPUHIAIIOM CEPUAHOCTH.

«MatepuHCKHI aKKOpA» TPEACTaBISAeT coO0i
BCEMHTEpBaJIbHOE 12-TOHOBOE CO3BY4YHE, KOTOPOE,
cornacHo Kisiiny, o6bennHseT B cebe Bce A0y CTh-
MBI€ aKKOPJBI U OTIPEACTISET «PAaHUIBI BOZMOXHO-
cTeit akkopmooOpazoBanus» [8, S. 283]. OH BbI-
CTPaMBAETCS Ha 3ByKe a, POPTENHAHO U B LIMPOKOM
PacTOIOKEHUN OXBATHIBAET 6 C TIOJOBUHOW OKTaB.
B crarbe «I'panuna noayTOHOBOIO MHUpPay» KOMIIO-
3UTOp TPEACTABUI JAHHOE CO3BYUYHE CIIEILYIOIINM
obpazom (mpumep Ne 6).

IIpumep Ne 6 «MarepuHCKUN aKKOPI»
es
P d X, Sekunde
N 2 g Terz ©
: S N L. Terz K
R g “; gr: Sekunde E
{5 % § " reine Quart N
R A N "§ Zberm. Quart N
; ] § oder: 3 f rene Quint g
B S 31 a.Septime | ¥
5 . E s - g Sext §
N 8 N . 7t Sexct *
A ) it grSeptime
;} reine 0.

B 3To0#i xe Aucno3uuuu akkKopj MOSABISETCS

B «Marmmae» B T. 75-76.
WHTepBanbl B JaHHOM CO3BYYMM PacloJararoT-
Cs1 CHMMETPUYHO OTHOCUTENBHO LEHTPAIBHOM OCH,
KOTOPYIO TIpe/ICTaBIsieT TPUTOH c-fis (mpumep Ne 7).
IIpumep Ne 7 WHTepBanbHas CUMMETPUS
«MAaTEepUHCKOTO aKKOpIa»

(1.8) 67 M6 6.6 M7 15 TpuroH 44 62 M3 63 M2

CornacHo KunsifHy, «MaTepuHCKUN aKKOpa» HE
MOJKET OBITh MOABEPTHYT MPEe0OpPa30BaHUAM, IPHU-
HATBHIM B TPAJAWIIMOHHOW TapMoHHMH (0OpaiieHwue,
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CMEHa PAacIOJIOKEHHs), HO €ro MOXXHO TIepeBep-
HYTh, IOMECTUB BEPXHUU TOH B 0acy M MOCTPOUB
OT HEeTo B 00paTHOM HaNpaBICHHUHU JIHOO Ty XKe I10-
CJIETOBATEIbHOCT 3BYKOB, JIHOO Ty K€ MOCIEeN0-
BaTeIHLHOCTh MHTEPBAJIOB. B mepBoM ciydae Mbl
OyZneM WMeTh JIeJ0 C TPAaHCIIO3UIHEH, BO BTOPOM
— C PErucTpPOBOM UHTEPBAJIBLHON MHBEPCUEN.
Pa3BéprhiBaHNE 3BYKOB «MATEPUHCKOIO AKKOP-
J1a» MO TOPHU30HTANIU 00pa3yeT BCEHMHTEPBAIbHBIN
psa, BTOpas MOJIOBHHA KOTOPOTO SIBISIETCSA PaKOXO-
oM TiepBoii. 3BykH 3toro psga (1-it u 12-i1, 2-it n
11-#, 3-1i m 10-if 1 T. 1.) TAaK)KE HAXOAATCS B CHMMeE-
TPUYHBIX TPUTOHOBBIX OTHOIIEHHAX (ipumMep Ne 8).

ITpumep Ne 8 «MarepruHCKUI aKKOp» B TOPH-
30HTAILHOH (hopMe (BCEUHTEPBAILHBIN PsiT)

BrocnencTsun gaHHBINA psia ObUT UCIIOIB30BaH
beprom B [IByx necHsax Ha cinoBa Teogopa [lItopma
(1925), Kamepuom xonnepre (1925), Jlnpugeckoit
croute (1926).

B «Mamune» KunsiiHa paccMarpuBaeMblid
BCEUHTEPBAJIbHBINA Psll (PUTYPUPYET JIMIIL B BEp-
TUKaTbHON (opme. B TopHM3OHTamBEHOM pa3Bép-
TBIBAHUU KOMIIO3UTOp IpelaracT MHYH BEPCHIO,
MMEIOIYI0 «KIMHOOOpPa3Hyo» (opMmy, KoTopas
IIPOU3BOJIHA OT «BCEUHTEPBAJIBHON TEMBI» COUMHE-
Hus (mpumep Ne 9).

[Ipumep Ne 9 «KimmHO00pa3HkIi» BCEUHTEP-
BaJIbHBIN psil B «MaruHe»
PACCTOSIHHUE B NOYTOHAX:
1 2 3 4 5 6 7, 8 9 10 11 12
d-mOll e e e v Sy R S
(npaBas pyka)ZEE‘IHIP—F 'f} dOP rv—br'*l hﬁv—!’—rg—‘ﬂ H.—i—‘_.:
™ 105-108 = = e
M2 62 m3 63 w4 T1p. U5 1\56 66 M7 67 u8
(q,,m[) P 12‘1.“ 1105‘9 8”‘7 6H 3
v pyve) A S kﬁ_ =
™. 153159 ~of i@ I"f' S %@M
( BOCHHTEPBAIBHBI "KIMHOOGPA3HELIT" Pt
== ———

31ech BCE MHTEPBAIIBI PACIIONATaIOTCA B TIOPSI/I-
K€ yBEJIMYEHHUS WIM yMEHBIICHHS (B Cllydae pako-
XOMHOTO JBIKEeHHS ). CaM psi OKa3bIBaeTCs MMaTuH-
IpoMHBIM. VIHTepBaiIbHAsT CUMMETPHUS aHAJOTHYHA
«MaTepUHCKOMY aKKoOpAy» (TOo ecTb oOparieHus
HMHTEPBAJIOB COOTHOCSTCS APYT C APYTOM B O0EMX
MIOJIOBUHAX PSIa).

AliMepT yKkaspIBaJl, YTO HaHHBIN psan Kiaiin
WCIIONIB30BAJI 3aTe€M B CBOMX Bapwmammsax op. 14.
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Co cBoeii CTOPOHBI OTMETHM, YTO CEPHsI TIOT0OHOM
KOHCTPYKIIMU BIIOCJEACTBUH CTaHET M3II00IEHHON
y HTanbsHCKOTO Komno3uropa Jlynmxu HoHo u co-
CTaBUT OCHOBY MHOTHX €TI0 CEpHAIbHBIX COYHHE-
HHM, B TOM YHCIIE TAKUX M3BECTHBIX, KaK «Incontri»
(1955), «Il canto sospeso» (1956), «Varianti»
(1957). Tort e psin, HO NaHHBIA B MHBEpcHH, Mec-
CUaH IIOJyYHUT IYTEM BEECPHOM MEpMyTalMU Xpo-
MaTHYECKOW raMMbl U 0003HAYUT MHTEpBepcHen |
B 4ETBEPTOM pUTMUIECKOM 3Tioze «OcTpoB orast 11».
N3 «marepunckoro akkopnaa» Kinstita oOpaszoBait
«aKKOpA-IMpaMuIy» — 12-TOHOBOE CO3BydHe H3 &
Pa3NUYHBIX U 4 yIBOCHHBIX 3BYKOB, COJIEpKalllee BCe
12 wHTEpBaNOB, YIOPAAOYEHHBIX MO BEIWYHUHE II0
MIPUHIITY TUPAMHJIBL OT YHCTON OKTaBbI CHH3Y 0
MaJIoi CeKyHIbI CBepXy. AKKOpZ OBLT MOMy4eH ITy-
TEM CMELICHUS YETHIPEX 3BYKOB «MAaTEPUHCKOIO aK-
KOpZAa», COCTABJISIBIIMX YMEHBIIEHHBIN CENTaKKOPL
e-cis-g-b, Ha nienbIil ToH BBepX (mprmep Ne 10).
IMpumep Ne 10 O6pazoBanue
«aKKOpJa-TIUPaMHIbD)

—

.Tm

72
rach derGrife geordrete
Jrteroalle.

o

B «Mamune» akkopA-nupaMpja, Kak IpaBH-
J10, MIPEAIIECTBYET «MAaTEPUHCKOMY akkopay». Ero
TOPU30HTAIBHOE OCYLIECTBIEHUE COOTBETCTBYET
«BCEUHTEPBAJILHOM TeMey Mbechl. TakuM oOpazom,
BCE MPOCTPAHCTBO COYMHEHUS (TOPU3OHTAIBHOE U
BEPTUKAIIFHOE) U Pa3HbIE €r0 YPOBHU (M3MEpEHHUS)
PETYAUPYIOTCS (XOTS W HE CTPOTO MOCIEI0BATEb-
HO) OOIIMMH TPHHIUIIAMH, Oa3UPYIOIUMHUCST Ha
psAnax, conepkammx 12 3J1eMeHTOB.

@pun XaiiHpux KisiiH — JIMYHOCTH HEOPIU-
HapHas U I0-HACTOALIEMY TeHHATIbHAs, Ha/IeIEHHAS
HEKUM IIPOPOUYECKUM JapoM. B cBOEM coumHeHUU
OH TPEIBOCXUTHJI HAIpPAaBICHHUS IOWCKOB KOMIIO-
3UTOPOB-CEPHAIMCTOB KaK B TEXHHYECKOM, TaK U
B 3CTETUYECKOM IUIaHE. «I'paHuIa MOEro BpeMeHu»
KiiiHa okaszanach B KaKOM-TO CMBICIIE CO3BY4HA
«4acy Hynp» IlITokxay3eHa, a B MEXaHUCTUYHOCTH
«MAIlMHBD, KaK B 3€pKajle, OTPa3UIUCh My3bIKaJlb-
HBI aBTOMATU3M, aHTUCYOBEKTHUBHU3M H «JI€BaIbBa-
A AaHTPOTIOIICHTPU3Ma», CBOMCTBEHHBIC OymyIIieit
MY3BIKaJIbHOM 3CTETUKE CepUaIn3Ma.

Onun u3 adopusmoB KustitHa riacut: «Xy-
JIOKHUK, KaK CBSIICHHHK, BCIO )KH3Hb COBEpIIAET
KEPTBONPUHOIIEHHS Ha alTape UCKyCcCTBa — B Ha-
NeX/Ie Ha JKU3Hb BEYHYIO B MOTOMKax» (LIUT. IO:
[4, c. 300-301]). CTtouT HamesATHCS, UTO ATU CIOBA
OKaXyTCsI IPOPOYECKUMH ISl TBOPYECTBA KOMIIO-
3UTOpA.

< MPUMEYAHUA (<

1

Opun Xanapux Kiita (Fritz Heinrich Klein)
pommicst 2 depans 1892 roma B Bymanemrre. O6yuan-
cs1 B BeHckoll BOeHHOM akagemMuu. 3aHUMAaJICS UTPOM Ha
¢dopTenuaHo mox pykoBoacTBoM OTma. B 1917-1918 rr.
Opan ypokn kommosunuu y llI&nbepra, 3arem mpomon-
xui oOydenne y Anbbana bepra, ¢ KOTOpBIM MOIepKHU-
BaJI IpY>KECKHE OTHOIIEHHS. B wacTHOCTH, TpH yyacTun
KnsitHa ObuUIM TOATOTOBICHBI KIaBUpPbI «Borueka» u
«KamepHoro konuepra». B 1924 rony nepeexain B JIun.
C 1932 no 1957 rox KisiiH npenojaBan KOMIO3ULUIO
U TEOpHIO MYy3bIKH B BpyKHEpOBCKO#l KOHCEpBaTOpHH.
VYmep B Jlunne B 1977 rony.

2 Tlepssie ynomunanus o ponu Kisiiina B uctopun
CepHIHON MY3BIKH, 110 BCEH BHIMMOCTH, NPUHAICHKAT
TepOepty Afimepty. B wactHoCTH, B Hadane 1960-x ro-
JoB oH BbimycTwi Ha WDR psia paauonepenay, nocBsi-
MEHHBIX OTKPHITHAM KirsiiHa; 3aKIIIOUNTENbHBIN pa3aen
ero yueOHnka «OCHOBBI cepuiHON TexHHKH» (1964),
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o3ariaBlieHHbIH «KpaTkuil HCTOPUYECKUH IKCKYpC»,
COZEPKUT CPEIH TPoUero Oeryblil aHaATUTHYECKHH KOM-
MeHTapuil k «Mamune» Kisiina [6, S. 160-161]. B 1975
rogy Xanc Osm1 OmyOIMKOBaJI JOBOJBHO Pa3sBEPHYTYIO
CTaThl0 O MHOHEpaXx JABEHAJUATUTOHOBOM TEXHUKH [9],
Cpean KOTOPBIX 0coboe BHMMaHHWE ynessuioch KirsiiHy.
Hackoibko MOXKHO CyIUTh, 3HAUMTENIbHAsE 9aCTh MaTepH-
aJIoB ObUIA ITPEAOCTABIIEHA NCCIIEI0BATEI0 CAMHIM aBTO-
pom. B 1989 rogy nosBuiace crarbst Kpucrtuana baiiepa
[5], ommparomasics Ha MaTepHalbl HEOIYOIHMKOBAaHHOM
ket [rorTepa Xodmrerrepa «Fritz Heinrich Klein.
Leben und Werk» (1988/89). B 1990-¢ romsr B CBET BHI-
nuia oommpHas padora J[pitBa Xumrema [7] ¢ mpuioxe-
HHUEM IIEpPBOTO aHINIOA3BIYHOTO NiepeBosia cTarby KirsiiHa
«I’'paHnna MOIyTOHOBOTO MUpa». B oTeyecTBEHHOM My-
3bIKO3HAHMH O TBOPYECTBE KOMIIO3UTOpA BIIEPBBIE YIO-
MuHaercss B Teopetnueckux Tpyaax FO. H. Xononosa,
MOCBAIEHHBIX JIBEHAANIATUTOHOBOU TexHuke [3]. B 2008
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roay uznaHa kaura B. IlenoBoii [4], sBasitomasicst Ha ce-
TOIHsI HanOoJsiee TONHBIM B PYCCKOSI3BIYHOM JHTEpary-
pe HcclieoBaHUEM JKU3HH U TBOPYECTBA KOMITO3UTOPA.
B Heé BxioueHsI JInTepaTypHble ponsBeaeHus Kisitna,
pomaH «CBsITBIE ABEHANIATH» U «AQOPU3MBI».

3 Bonee nonpo6HO 06 HCTOPUU B3aWMOOTHOIICHU
Kunsitna, [1Ién6epra u bepra, a Taxoke nproputere Kisii-
Ha B 00JIaCTH CEpUIHHOI My3bIKH CM. B YIOMSIHyTOH KHHU-
re B. Ilenooii [4, c. 16-30].

‘ B Ha3BaHMM HAIUIM OTPaXXCHUE YpPOAHUCTH-
YyecKue TeHAEeHIUMU BpeMmeHu. HamomuuMm, urto B 1913
rony Bbimen Qyrypucrtuuecknii manudecr JI. Pycco-
10 «VcKyccTBO IIyMOB», MPOCIABISIOMIMNA AyX WH-
pycrpuanusanuu. B 1920-e roasl B pasHBIX CTpaHax
OBUTO CO3/1aHO HEMAJIO COUNHEHHH, OTBEYAIOIINX ITHM
ycraHoBKaM: «Karajor celbCKOXO3SHCTBEHHBIX Ma-
muH» 1. Muiio (1919), Camonérnas conara (1922) u
Mexannuecknii 6anet (1923-1925) 1. Anteiina, «Ila-
cudpuk-231» A. Onerrepa (1923), 6aner «CranpHoi
ckok» C. IlpoxodseBa (1927), «3aBoa. My3slka Ma-
muE» A. Moconosa (1928).

> Tlom naBIEHHEM >KU3HCHHBIX OOCTOSATENBCTB
KnsifH BBIHYXXZEH OBIT BEpHYTHCS K TOHAJIHHOCTH.
B oxgnom u3 nucem k bepry on ¢ ropedsto nmucan: «lIlo-
BE/ICHHE aTOHAJIBHOTO KPyra M0 OTHOLICHHIO K MOUM Be-
I1aM JIOJDKHO OBIJIO ITPOTHATH MEHS B PYKH TOHAJIBHOCTH.
JlomkeH i 1 9TO-TMOO0 COYMHSTBH, YTO HHKOTO B MHpE
(xpome Tebs1) He MHTEepecyeT? 3a 9To s JOIKEH OBIT Tak
MOTUTATUThCA? SIBISIeTCS M MOMM TIPECTYIUICHHEM TO,
yro st o lIénbepra Havam COYMHATH C ABEHAIATHIO
ToHamu? Bce KpyTaTca BOKpPYr MEHs, Kak BOKPYr “ma-

Janu”’, HIKTO HE OCMEJIMBAETCS MPUOIM3UTHCA KO MHE,
4TOOBI HE UCIOPTUTH OTHOMICHUS ¢ “HuM”. Ho comHIe
BBIBOJIUT BCE HApYXKy... ameny» (IuT. no: [4, c. 27]).

¢ . Xupanem mosaraer, uto Kisiiis 3Ha11 0 CyIiecTBy-
IOIIMX KOMITO3MIMOHHBIX IpobneMax ot bepra, Ho mor
HE pas3leNaTh ero B3MIAAbl. B 10Ka3aTenbeTBO HCCIeno-
BaTeNb NPUBOIUT NUCHMO K bepry ot 8 mapra 1925 rona:
«Barme cyxneHue o MOEM TBOPYECTBE — ““OTCYTCTBHUE Te-
MaTHYECKOTO Pa3BUTHS — aOCOIIOTHO MpaBmwiIbHO! <...>
O HEKOTOPBIX COYMHEHUSX ACUCTBUTEIBHO MOXKHO CKa-
3aTh, 4TO “TEMAaTHYECKOE PA3BUTHE CO3HATENBHO OTCYT-
CTBYeT”, HO HE: ““OH COBEPILIEHHO HE CITIOCOOCH pa3BUBAThH
tembl”... Ecniu Bbl, ogHako, UMenu B BUAY B CBOEM Cy-
XKJICHWH, 4TO MHe, BKIrodyas “Mammny” n Op. 14 (MHO-
T'He pou3BeeHuUs BoI ené naxke He BUIENN), HEAOCTAET
TEMaTHYECKOTO Pa3BUTHS (B CMBICIIE OOIIETO OTCYTCTBHUS
TajaHTa), 1 BBl mpuaepkuBaeTech 3TOr0 MHEHUS, He-
CMOTPS Ha MOE BBIIIEYTIOMSIHYTOE pPa3bsCHEHUE, TOTA S
npoury Bac B cBoéM cremyromeM NUCbME MOJYEPKHYTh
9T0 0c000 emE pas. [y MeHsI pelnTeTbHO BaKHO 3HATH
00 »ToM. BEI 3HaeTe, HaCKONBKO 5 IeHI0 Bamm cioBa u
CMOT'Y M3BJI€Yb U3 HUX JIOTUYECKHE BBIBOJBI Il CBOETO
JaIbHEHIIero TBopuecTBay (IUT. 1mo: [7, p. 74]).

7 Tlonsrue, durypupyromee B kuure L. Koroyre-
ka «TexHuka xomnosunuu B My3slke XX Beka». JIByx-
cepuiiHas MHTEPIOJSALUS MPEANoNaraeT BBEJCHHUE 3BY-
KOB OJTHOM CepuM MeXJy ToOHamu Apyroi [1, c. 151].

8 Ha 3Ty 0coOeHHOCTb BIEpBbIC 00OpaTHI BHHUMA-
nue 'epbept Aiimepr [6, S. 160].

° bBonee moapoOHO 00 3TOM THIE PUTMHYECKOTO
CTPYKTypUpPOBAaHHUs CM. B KHUTE: [2, c. 52-54].

< MPUAOXKEHMUE (<o

®pun Xaiiapux Kusiin
[paHMua NOAYTOHOBOro mupa’

W3 pabotsl, Haxoxsmielcs enié B mpoiecce Ha-
MHUCAHUS, YbEH 1IN0 SIBJISIETCS CO3JAAaHUE MY3bI-
KaJIbHOW CTaTUCTUKH, TOCTPOCHHOM JIOTMKO-MaTe-
MaTHYECKUM ITyTEM, 371eCh OYAyT OIMyOITMKOBAHBI
HEKOTOPbIE HAy4YHBbIE PE3YJIbTaThl, KOTOPbIE MPE-
HAa3HAUYCHBl TPOAECMOHCTPUPOBATh  MY3BIKAHTY
MpeeNibHYI0 TpaHMIly Hallero 3BYKOBOTO MHpA,
9TO0OBI OH CMOT YBHETH €r0 BeIMUne U 00raTcTBO
HE TOJIBKO C 3MOLMOHAIBHO-COAEPKATETBbHON, HO
U C U3MEPUMOM TOUKH 3pPEHUS.

My3bikanbHad CTAaTHUCTUKA HE 3aHUMAaeTCs
OIMCAaHHEM aKKOPIOB WU OOyYeHHEM HX COe-
JUHCHUIO, IIOCJICIOBAHHIO M B3aMMOCBSI3H, HO,
OCBOOOJUBIINCE OT JIIOOBIX JOTMaTHYECKHUX H

33

ACTETUYECKUX COOOpaXeHWH, MpU3BaHa HCCIIe-
JI0OBaTh HAYYHO M KOJHWYECTBCHHO 6Ce MY3HhI-
KaJdbHBIC (PEHOMEHBI U MOATBEPIUTH PE3yIbTAThHI
YUCIICHHO W CUCTEMATHYECKU, B JIyXe TMOHSITHSI
«craructukay. OgHa u3 e€ 3a7a4 — YCTAHOBUTb,
CKOJIBKO KOPEHHbIX CO368Y4Ull> UMEETCSA B MY3BIKE.
Sl Ha3bIBaI0 KOPEHHBIM CO3BYYHEM TaKyIO TPYIITY
3BYKOB (0€3 yIBOEHHMII), K KOTOPOH MOYKHO CBe-
cTH abCONIOTHO BCE AKKOPIBI (OT OMHO3BYYHBIX
JI0 MHOTO3BYYHBIX). J[JIT TOYHOTO M WMCUEpIIbIBa-
FOIIETO BBIYHCICHUS BCEX KOPEHHBIX CO3BYYHI
MOAXOUT IMIPOCTPAHCTBO OOJIBIION CENTUMBI C 12
MMOJyTOHAMH. DTOTO MPOCTPAHCTBA JOCTATOYHO
Jlaxke JIsl CaMoro OOJIBIIOrO aKKOP/ia B MYy3bIKE —
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akkopzaa u3 12 pa3auIHBIX TOHOB, KOTOPHKIH B TEC-
HOM PAacIIOJIOKEHUH KaK pa3 COOTBETCTBYET 00b-
éMy Oonpmoi centuMbl. Clenyomuil nepeueHb
M03BOJIAET 0003peTh BCE KOPEHHBIE CO3BYYHSI.
B npenenax 60bIoit cenTUMBI UMEETCS:

12 ogHO3BYUMH,

66 nBy3BYyUHil,

220 TpEX3ByUHH,

495 yeTsIpEX3BYUHil,

792 naTu3Byuns,

924 mecTu3By4Hs,

792 cemu3Byuus,

495 BOChMU3BYUHH,

220 neBATHU3BYYHIl,

66 necATU3BYIHH,

12 omuHHAAIIATU3BYYHH,

1 nBeHamIIATH3BYYHE,

utoro: 4095 KOpeHHBIX CO3BYUHH.

Uwurarenb, BEPOATHO, pa3lCiHUT YAWUBICHHE,
KOTOpPOE€ HCIIBITAll aBTOP, KOT/AA OH, IO €ro pacué-
TaM, JOCTUT TaKOTO OTHOCHUTEIHHOTO HEOONbIIO-
r0 KOHEYHOro pe3yasrara. Heyxenu cymectByer
sumib 4095 KOpEeHHBIX CO3BYUHiA, K KOTOPBIM MOX-
HO CBECTH aOCOIIOTHO BCE aKKOPABI B My3bIke? Bcé
CTaHET SICHO, €CIIU MBI YYTEM, YTO OT OJHOTO KO-
penHoro nBeHamaru3Byuns umeercs 479 001 600
oOpaleHuif, eclnu NOABEPrHYTh MepecTaHoBKe 12
AKKOPJIOBBIX TOHOB, HE TOBOPSI YK€ O OC3MEpPHOM
KOJIMYECTBE IMOJIOKEHNUH, KOTOPBIE MOXHO 00pa3o-
BaTh, HaNpUMeEp, B Juana3one ¢oprenuano (7 ok-
taB). Crnenyrommii mpuMep, B KOTOPOM TIPEACTaB-
JICHBI BCE KOpeHHble 08)38)4us, TIPU3BaH MOKa3aTh
YUTATENI0 METOJ| pacuéra, a TakKXKe IMPeIIOKHUTh
BO3MOXKHOCTB TIPOBEPKH:
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11+10+9+8+7+6+5+4+3+2+1=
66 KopenHvlx 08Y38YUULL.
[pu xopennvix mpéxzeyuusx rpadudeckas kap-
THHA YCJIOKHSACTCS:
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U Tak panee; NoaHBINA YMCIOBOM psAll Ha€T cie-

JYIOLIUNA pe3yNbTar:
55+45+36+28+21+15+10+6+3+1=
220 xopennvlx mpéxseyyutl.

DTHM METOAOM MOXKHO MOKa3aTh M MPOBEPUTH
BCE OCTajbHBIE KOpeHHbIe co3Byuus. («llommas
TaOnuIa KOPEHHBIX CO3BYYHI» IpeaoCTaBlIeHA
B pacnopspbkeHue peaakuuu «My3BIKIm» € Helbio
MOATBEPKICHUA 3asBICHUM, CHEIAHHBIX B 3TOU
ctarbe.) B 1o Bpemsa kak 4095 KOpeHHBIX CO3BY-
4yl 00HApPYKUBAIOT Kak Obl (hyHOamenm, HA KO-
TOPOM MOKOUTCS BECh aKKOPAOBBIN XpaM MY3BIKH,
CIEeIYIOIINI aKKOPAOBBIN (DEHOMEH MPUBOIUT HAC
K KyIIOJTy 9TOTO Xpama 1 MOKa3bIBAET €TO BePUIUHY.
MBI 3HaeM, 4TO CyIIECTBYET JIUIIb OJHO KOPEHHOE
JBEHAJIaTU3ByYne, HO M3 HEro, TeM HE MEHee,
MOXXHO 00pa3oBaTh MHJUIMOHBI MPOU3BOIHBIX.
Ecnu MBI Teeps pacronokuM KOpPEHHOE JBEHAI-
[IaTU3BYyYHE B AMAMA30HE IIECTH C MOJIOBHHON OK-
TaB U Pa3MEeCTUM ero 12 pa3nuYHBIX 3BYKOB TaKUM
00pa3om, 9T0 OHH OYAYT COCTABIATH 0OHOBPEMEH-
Ho 12 pa3nuYHBIX HHTEPBAJIOB, TOT/Ia MBI TIOJTYYUM
aKKOpJ, KOTOPBIM MPEACTaBIAET TPAaHUIY BO3-
MOXKHOCTEH aKKOpA0oOOpa3oBaHMs, TaK Kak C KO-
JUYECTBEHHON TOYKM 3pEHHS HEBO3MOXKHO TIpea-
CTaBUThL cebe Ooiee OOMUPHBIA akKopA. UTOOBI
n30exarh JUIMHHOTO HAMMEHOBAHMS «aKKOpPI H3
12 pa3nuyHBIX TOHOB M OTHOBpeMeHHO 12 paziny-
HBIX HHTEPBAJIOB» U MOCKOJIBKY TaHHOE CO3BYyUHE,
TaK cKa3aTh, OObEJAMHSACT B ceOe Bce Mpovue ak-
KOPJBI, ST OKPECTHJI €T0 MOMPOCTY MamepuHCcKum
akxopoom. CIenyomui mpuMep MOKa3sIBacT HAM
MAaTEpUHCKUN AKKOpJ, IOCTPOEHHBIM OT camoro
HHU3KOTO 3ByKa (hoprenuano (A):

W, Sekunde
gn Torz

&L Terz

gr Sekunde
reine Quart
Zderm. Quart
reine Quint
Xl Septime
gnSext

el Sexct
grSeptime
reine /.

<5,

oder:

RRoerschiedenenteroalle
72 verschiedene Ione

72 verschiedene Jnteroalle

Yegegeposaceay

CBOMCTBO MaTepHHCKOTO aKKOp/Aa 3aKIIF04aeT-
Cs B TOM, YTO OH HE MMeeT OOpaIlleHHsI B CMBICIIE
TPaJAULUOHHOTO yYEHHUS O TAPMOHUHU U HE MOXKET
MEHATh PACIONOXKECHHE, HE MOTEPSAB CBOEH Xapak-
TEepHOH 4epThl — 12 pa3nuyHBIX HHTEpBaIOB. Ecim,
K IIpUMEpY, CaMblii BEPXHUH TOH eS NEPEMECTUTh
B 0ac, TO BHM3Y BO3HHKHET BTOpas yBEIWYCHHAsS
KBapTa es—a, ¥ B MaTepUHCKOM aKKopje OyleTr He-
JOCTaBaTh Majol CeKyHnbl. OmHAKO MOXKHO Iie-
PEBEPHYTh MATEpPUHCKHUHA AaKKOpHA, TaK CKa3aTb,
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HA 207108y CIeNaTh BEPXHUI TOH HIKHUM U 3aTEM
00 BBICTPOUTH /2 unmepsanog B TON ke mocie-
JIOBAaTEJIbHOCTH, KaK OHHM YHTAJHNCh PaHEE CBEPXY
BHM3® (YTO ABTOMATHYECKH HacT 12 pa3inuHbIX
TOHOB), MO0 pa3MecTUuTh /2 38yKk08 B TON XKE TO-
cienoBareibHOCTH!  (IPU  3TOM  ABTOMATHYECKH
BO3HHKHYT 12 pa3HbIX HHTEpBaIOB). J[Be (OpMEI
uH@epcuy BBIIVILIAT CIIEAYIOIIUM 00pa3oM:
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Sosoomrad l;i:

B 06oux ciayuyasx MaTepHHCKUI aKKOPJ COXpa-
HSIET CBOIO XapaKTEPHYIO YepTy. ITO 0OBsICHIETCS
TEM, YTO BCE€ WHTEPBAbI, JICJKAIINE HIDKE yBEIH-
YEeHHOU KBapThl (fis—c), SBISIOTCS OOpalleHUsIMH
TE€X, YTO PACIIOJIOKEHBI BHIIIE (OTHOCUTEIBHO pa3-
MEIISHHsI TOHOB B BEICOTHOM IIpocTpaHcTBe!). Ma-
TEPUHCKUN aKKOpZ B OPUTHHAIBHOM DPACIIOIOXKE-
HUU UMeeT emé omHO 0coboe CBOWCTBO: U3 HETO
MOJKHO JIETKO C()OPMUPOBATh BTOPOH aKKOPAOBBIH
¢denomen. Tpebyercs nuis 4 u3 ero 12 TOHOB®
— e-cis-g-b (KOTOpBIE COBMECTHO 00pa3yloT yMEHb-
MEHHBIA CENTAaKKOP) — MEePEMECTUTh Ha IIENbIH
TOH BBEpX, U TOIYUIHUTCS AKKOpO-nupamuod, Ha-
3BaHHBINA TaK MOTOMY, YTO BCe 12 MHTEPBAIOB BHI-
CTpaMBaIOTCS BHYTPU HETO MUPAMHIAIBHO: CHU3Y
— OKTaBa M Ha BEPIIMHE — MaJlas CeKyH/a.

Mutterakkord Pyramidenakkord

A\

by

BN

72
rach derGréfegeordnete
Jrteroalle.

.
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W3 12 3ByKOB aKKOpAa-MUPaMHIbl § pa3IuyHbI
1 4 yOBOEHBI, BCIEACTBHE 3TOTO OH pacHanaeTcs
Ha JIBa OJMHAKOBBIX YMEHBIIEHHBIX CENTaKKOpAa
a-c-dis-fis n gis-h-d-f, HenoCTaIONMIA CEeNTaKKOP.
(g-b-cis-e) — kak pa3 TOT, KOTOPBII CMECTHIICS B Ma-
TEPUHCKOM akkopae. MHTepBanbl, cocTaBisiomune
AKKOPJ-MIUPaMUJLy, YIOPSIOYEHbl TI0 BEIUYMHE.
l'apmonudeckoe obOpalieHue Wik CMeHa PacIoiio-
JKCHUSI HEBO3MOXKHBI 10 TEM JK€ MPHYMHAM, YTO
¥ B MaTepUHCKOM akkopzae. TeM He MeHee MOXXHO
TaKXe MPOU3BECTH UHBEPCUIO AKKOP/A:
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Urstellung Kopfstellung

Achse~
(fis~c)

e

————— —Achse
(s -¢)

o

Ecnn MBI cpaBHHM IepBOHAYaIbHOE MOJIOXKE-
HHAE C WHBEPCHOHHBIM, MBI YBHIIUM, YTO HMEETCS
00uH OOIIMI WHTEPBAJ, a UMECHHO — yBEIMYCHHAS
KBapTa fis—c. JTa 00IHOCTH JIETKO 00bSICHIMA, TaK
KaK yBEJIMYCHHAS KBapTa — HeUMpaibHblll UHmMep-
6aJ1, KOTOPBI TaKXe HE HM3MEHSETCS IIPU CBOEM
rapMoHudeckoM obparierun. Ecim Mbl mpoBeném
gepe3 ATOT HEHTPabHBI MHTEPBAI OCh B 000WX
aKKOp/Aax, Mbl OOHApPY>KUM, YTO BBIIIE U HIKE OCH
PaCTONI0KEHBI UCKITIOUUTENBHO HOHAKKOpObl. Cre-
IyIoliee TOPU3OHTAIBFHOE MPEACTaBIeHUue o0er-
YUT TIOHUMAaHHUE:

3)gis
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UeTbIpe HOHAKKOP/IA IPUBECHBI 37I€Ch B HCXO/-
HOM TIOJOKEHHH (ITOCTPOEHBI OT OCHOBHOTO TOHA
o TepuusaM). CMEXHbIE APYT C APYTOM HAXOMATCS
B OOMUHAHMOBOM OMHOWIEHUY: TIEPBbI CO BTOPHIM
U TpeTuil ¢ 4eTBEPTHIM. TOHBI B BEPTUKAIBHOM H3-
MEpEHHUU COCTOST UCKIIOYUTEIFHO B OTHOIIEHHSX
yBEeNWYeHHOU KBapThl (]), a B TOPU30HTAIHLHOM
— B KBUHTOBBIX OTHOIICHHUAX (CM. TUHEHHbIE CKOO-
KH); JIMIIb EHTPaJIbHBIE TOHBI 00pa3yI0T COBMECT-
HO BTOPYIO OCh (CM. IyHKTHPHBIE CKOOKH), KOTO-
pas TaxKe IMPOXOAUT Yepe3 yBEIHMUeHHBIE KBAPTHI.
Ota BTOpas ock (a—dis Wwim a—es) 00pa3yeT BMeCTe
C MEPBOH OCHIO aKKOPJA-MTUPAMUIIBI (fis—C) yMEHb-
MEHHBIA CenTakKopA. TakuM o00pa3oM, BHIIHO,
Kakoe OOrarCTBO CBSI3€H YCTaHABIMBACTCS MEX-
Oy TOHAMH W HMHTEPBAJIAMH aKKOpAa-MUPAMUIBL.
OrpannueHHBIH 00BEM CTaThU HE MO3BOJISET 37ECh
MPEACTABUTh TAKXKE APYrHe coueTanus. 5 xoren Okl
yKa3aTh JIMIIH Ha TO, YTO U3 BCEX aKKOPAOB, BHIBO-
JTUMBIX U3 MAaTEPUHCKOTO aKKOP/1a, aKKOPA-TTHPaMH-
J1a 3aHUMAEeT UCKITIOYNTEIbHOE MECTO IIPEXKIE BCETO
MOTOMY, 4TO Oyarojapsi MareMaTH4ecKuM (QyHK-
LIUSAM, TaKUM KaK CIOKEHHE W CHCTeMaTH4ecKas
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[IEPECTAHOBKA €r0 COCTABJISIOIINX, MOXHO [0-
CTUYb HC TOJIBKO BCECX yr[OTpe6I/ITeJ'H)HLIX, HO U O0
CUux HOp HCU3BCCTHBLIX My3I)IKaJIBHBIX HBJ’IeHHﬁ.
[Mocneanune — npeaMeT OyayILIETro MPeACTaBICHUS.
B 3axirouenne mo3Boiio0 cede 3aMeTHUTh, YTO 00a
aKKOpZ[OBBIX @eHOMeHa Y)Ke HallJINn HpaKTI/IT-Ie-
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CKOC€ NPpUMCHCHUEC B MOEM KaMEpPHO-MY3bIKaJIbHOM
COUMHEHMH «ManinHa — BHETOHaJIbHAs carvpa Ha
caMoro ce0s», OmyOIMKOBAaHHOM TIOJ TICEBIOHH-
MoMm Heautontimorumenus (M3garenscta Carl
Haslinger qdm. Tobias in Wien; Schlesingersche
Musikhandlung, Berlin).

S NMPUMEYAHUA (<

' IlepeBon BeimonneH E. I. OkyHeBod mo opu-

ruHanbHOW myOnumkanuu: Klein F. Die Grenze der
Halbtonwelt // Die Musik. 1925. Jg. 17. Heft 4.
S. 281-286. CBepeH ¢ aHITOS3BIYHBIM HEPEBOIOM
A. Xunnema, pasMmeménHoMm B kypHaie «Theoria»
(1992, Vol. 6, pp. 93-96). [Ipu mepeBone crenHaIb-
HOW MY3BIKaJIbHOH TEPMHHOJIOTUM BO BHHUMAaHHUE IpH-
HuMasiach kHura B. IleHoBoii «JIpama >kM3HU U CBSIThIE
nBeHanuars: Opun XaHpux KistitH, Henpu3HaHHBINH
reamit» (M., 2008), B KOTOpOH H3IOXKECHBI OCHOBHEIC
monoxkeHus reopun O. Knstitaa (npum. nepesoduuxa).

2 Urklidnge — OyxB. mpa3Byumsi, MepBOHAYAIBHBIC
co3Byuns. B aHmmos3prvHOM TmepeBoge — basic pitch
combinations — 6a30Bble BBICOTHBIE coueTaHus. bonee
TOYHBIM IIPE/ICTABIIIETCS TIEPEBOJ] TEPMUHA, IPEIIOXKEH-

Hblil B. 1leHOBOH, — «KOpPEHHBIE CO3BYUMS», OCKOIbKY
3HaYEHHE CJIOBa BOMpAeT B ce0sl TAKHE CMBICIIBI, KaK U3-
HaYyaJlbHBIM, MCKOHHBIN, IJIaBHBIHA, OCHOBHOH, 0a30BbIi
(npum. nepegoouuxa).

3 HHBIMH CJIOBaMH, pedb HUAET 00 WHBEPCHOHHOMN
MTOCIIEIOBATEIIEHOCTH HHTEPBAJIOB (NpUM. NepesooyUKa).

4 HMmerorcst B BHAY 3BYKH B PAKOXOIHOM IMOPSIIKE
(npum. nepegoouuxa).

5 CobcTBeHHO 13 TOHOB; s CUMTar0, OJHAKO, BCET-
Jla UG 12, TOTOMY 9TO 3aKITFOYEHHBIN B CKOOKH 13-i
TOH OKa3bIBACTCS YIBOCHUEM HIDKHETO g, 9YTOOBI MOXHO
OBLIO TPEICTaBUTH OKTaBy. DaKTUICCKH K€ MBI HMEEM
B My3bIKe 12 pa3inuyHbIX TOHOB U 12 pa3iauyuHbIX UHTEP-
BayoB (npum. . Knaina).
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IpHcT KueHek Ha NyTHM K CEpMMHOM KOMNO3ULLIUU

B crartbe paccMOTpEHBl MOTHBBI M 3CTETHYECKHE MNPEANOCHUIKH, MOOYyAMBIINE ABCTPUICKOTO KOMIO3UTOpa
n Teopernka OpHcTa KimeHeka oOpaTHThCA B CBOEM TBOPUECTBE K CEPUHHOMY METONy KoMMo3unuu. Omnupaschk
Ha BBICKa3bIBAHUS CAMOTO KOMIIO3HTOpA, €ro aBToOmorpaduyeckue 3aMETKH M KHUTH, aBTOp CTaThbH CTPEMHUTCS
PEKOHCTpYHpOBaTh JIOTHYECKHH IyTh, mpuBemmuii KmmeHeka k momexadoHUHM. Byayun mMoHaualxy HEraTHBHO
HACTPOCHHBIM K IAHHOMY BUY TEXHUKH 1 )K€ BBICTYNUB C KpUTHKOI [IIéHOEpra, KOMIO3UTOP NOCTENIEHHO TPUXOAUT
K MBICJIH 00 UCTOPUIECKON HEN30S)KHOCTH CEPUITHON KOMIIO3UITUH U yOSKJaeTcs B paIuKaIbHOW HOBU3HE CEPUIHHOTO
MbInuteHus. PaccmatpuBaercs Biusaue Ha Kmeneka pasnmuusix nctopudeckux uryp: @panmna lpekepa, OpHcTa
Kypra, Onyapna Opamana. BaxHbIM UMITyI6COM 11 KOMIIO3UTOPA CTaJIM PaOOTHI aBCTPUICKOTO MHCATEINs U MO3Ta-
carupuka Kapna Kpayca, uby MbICIIH O SI3bIKE OKa3aJIMCh CO3BYYHBI MHOTHM KPYIHEHIIINM MYy3bIKAaHTaM TOTO BPEMEHHU
(8 wactHoctH, 11I€HGepry). BauManme ymenseTcss TOUYKaM COIPHKOCHOBEHHS MOACKA(QOHHUH M HEOTOMHCTCKOTO
YYEHUsI, COCTAaBUBILIETO OCHOBY PEIUTHO3HOTO MIpoBo33peHus Kimeneka B 1930-e roasl. PackpriBaroTcs Kak BHEITHHE
(monmuTHYECKasl CUTyalMsl, POCT TOTAIUTApU3Ma), TaK U BHYTPEHHHE (BBI30B KOMITIO3UTOPCKOMY PEMECIY) MPUYHHBI
o0palleHnst My3bIKaHTa K CEpUHHOCTH.

Karouebie cioBa: Dpuer Kmenek, Kapi Kpayc, Apnonbsz LLIEuGepr, cepuiiHas My3bika, HEOTOMH3M.
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Ernst Krenek on the Path Towards Serial Composition

The article examines the motives and aesthetical factors which impelled Austrian composer and music theorist
Ernst Krenek to turn in his music to the serial method of composition. Basing herself on the utterances of the composer
himself, as well as his autobiographical notes and books, the author of the article aims at reconstructing the logical path
which brought Krenek to dodecaphony. Having at first had a negative attitude towards this type of technique, and having
even expressed public criticism of Schoenberg, the composer gradually came to the idea of the historical inevitability
of serial composition and became convinced of the radical novelty of serial thinking. The article examines the impact
on Krenek of various historical figures: Franz Schreker, Ernst Kurth and Eduard Erdmann. An important impulse for
the composer was provided by the works of Austrian writer and satiric poet Karl Kraus, whose thoughts about language
turned out to be congenial to many significant musicians of that time (in particular, to Schoenberg). Attention is given
to points of contact of dodecaphony and the Neo-Thomist teaching which comprised the foundation of Krenek’s
religious worldview in the 1930s. Both the external factors (the political situation, the growth of totalitarianism) and
the inner reason (the challenge to the craft of composition) of the composer’s turn toward serialism are discussed.

Keywords: Ernst Krenek, Karl Kraus, Arnold Schoenberg, serial music, Neo-Thomism.

pHCT Kmenek (1900-1991) — aBcTpuiickuii  xaHpax: omepsbl, 0ajeTbl, KOHIIEPTHI, MIEKTPOHHAs

KOMITO3UTOP, TEOPETHK, OOIIECTBEHHBI  My3bIKa U T. 1. KIIeHeK SABIseTcS Takke aBTOPOM

JesITeNb U MEeAaror, OOUH U3 CAMbIX OPUTH-  MHOTOUYMCIIEHHBIX 3CCE, OYEPKOB M PEIeH3HH, TeO-
HAJNBHBIX My3bIKaHTOB XX Beka. Ero mepy npuHan-  peTmdeckux paboT, OmyOIMKOBaHHBIX MpEeUMYyIlie-
JIS)KUT MHOXECTBO OITyCOB, CO3AAHHBIX B Pa3HbIX  CTBEHHO B AMepHKe.
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Bynyun poeecnukoM XX Beka, Kuienek 3ame-
Yatiea B CBOEH MY3BIKE Pa3HOOOpPAa3HBIE XyI0XKe-
CTBEHHBIE TEHJICHINH: TO3JHWIA POMAHTH3M, HE-
OKJIacCHIM3M, JKcnpeccrnoHusM. OH obparmaics
K PpasIUYHBIM TEXHHKaM, CO37aBas TOHAJIbHYIO,
aTOHAJBHYIO, JDKA30BYI0 MYy3BIKy. OcolOyio «ria-
By» B €r0 JKM3HHM COCTaBWJIa CepUiHAas TEXHHUKa,
OTHOIIIEHUE K KOTOPOH IIPETEPIIENO CYIIECTBEHHYIO
spomonmio. Cam KmieHekx roBopmii, 4to momoOHas
Pa3HOCTOPOHHOCTH M MHOTOJIMKOCTH €CTh CBOHCTBO
€ro JMYHOCTH. XapakTepHo, 4to B 1930-e romsl
3HAMEHUTBIA HeMelkui guocod Teomop AnopHo
Ha3BaJ €ro CaMbIM 3araJOYHBIM U3 BCEX HBIHE JKH-
BYIIIUX KOMIIO3UTOPOB M TOJIarai, 4To €ro TBopde-
CTBO HEBO3MO)KHO CBECTH K Kakoil ObI TO HH OBLIO
(dhopmyse. Lleas 1aHHOM CTaThu — IPOCIICIUT Y Th,
koTopblii npuBén Kineneka k cepuiiHOMYy MeTOLy
KOMIIO3UIIHH, & TaKXKe BBISSBUTH MOTHBEI, IIOOYIUB-
HIKE €r0 HE TONBKO IPUHSTH JI0JIcKaQOHHYIO CHCTe-
MY, HO U BOCIIPHHUMATh €€ KaK Ba)KHEUIIYIO TyXOB-
HYIO OCHOBY CBOEU MY3BIKH.

IlyTe K cepuitHON TeXHWKE OBUT I KOMIIO-
3UTOpa HE MPOCT W JOBOJIBHO M3BUIIHUCT. SIBISAACH
YYEHHKOM BBIJAIOUIETOCS KOMIIO3UTOpA M MEAaro-
ra @panna Illpekepa', KOTOPbIH HEOTOOPUTEIHLHO
oTHOcwWICS K paaukainn3iMy HoBoil BeHCKOW HIKO-
ne1, KimeHek u caM MCHBITHIBAJ MTOHAYaTy HEIpPH-
s3HEHHBbIC 4yBCTBa K noaekadonuu. B 1920-x
rogax KmeHek BBICTYNWII ¢ pe3KOW KPUTUKOH ce-
pUHHOCTH, Toyiarasi, 9YT0 KOMIIO3UTOPEI, KOTOPHIE
oOpaTuinch K JaHHOW TEXHHKE, MOMPOCTy HC-
geprnaad CBOE BIOXHOBEHHE. JTH BBICKA3BIBAHUS
BbI3BaM THEB camoro llI€uGepra. IlpormBocTo-
SHUE HAIIIO OTpakeHwe B Tpéx carmpax op. 28,
€JKOM XOPOBOM COYMHEHWH, HAIPAaBIEHHOM IIPO-
THB «IICEBIOMOJICPHUCTOB)» M HEOKJIACCUIHCTOB.
B nmpeaucnoBun k maptutype LIénbepr npuber-
Hyl K KaiamOypy, Mcmoib3oBaB umsi Kuieneka’:
wie der Mediokre neckisch sagt (kak HacMenUINBO
TOBOPHT MOCPEACTBEHHOCTD).

Opnnako yxe B koHme 1920-x romoB Kmenek
KapJIMHAJIBHO TEePecMOTpen CBOI0 mo3ummio. OH
pemmn oOpaTUThCS K CEpUHHONW TEXHHKE, OTKa-
3aBIIMCH OT MO3JHEPOMAHTUYECKUX M HEOKIIACCH-
IIUCTCKUX KOHIIETIIINH, U 3TOT MOBOPOT B KOMITO3HU-
TOPCKO# Kapbepe OBLI OOYCIOBIEH IIEIBIM PSIIOM
MPUYUH KaK BHYTPEHHETO, TaK M BHEIIHEr0 CBOW-
cTBa. KuieHek packpbul UX B psiie CBOUX CTaTeid U
KHHT [6; 7; 8].

Bo Bpems oOyuenus B ['ocygapcTBeHHOM aka-
JIeMUU MY3bIKH B BeHe KoMIo3uTopy mocyacTin-
BHJIOCH MIPOYUTATH TPYZ aBCTPHUICKOTO TEOPETHKA
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u nicuxojiora DpHcTta Kypra « OCHOBBI IMHEApPHO-
ro KOHTpamyHKTa». MccliemoBanue, BBOJIUBIICE
MOHSATHUS MOTEHUHAIbHON U KMHETUYECKON IHEp-
TUH, IPUBJICKIIO €70 HOBBIM B3TJISIOM Ha MY3BIKY,
KOTOpasi paccMmaTpuBajiach «HE MPOCTO KaK pac-
IUTBIBYATAs CHMBOJIM3AINS YyBCTB, HHCTHHKTHB-
HO acCONMHPOBABINAACS B MPUITHOE 3BYYAHHE
MaTepHH, a KaKk TOYHO CINIAHMPOBAHHOE OTpaxke-
HHE aBTOHOMHOW CHCTEMBI TIOTOKOB DHEPTHUH, Ma-
TePUAITN30BAHHOE B TIIATEIIHFHO KOHTPOIUPYEMBIE
TOHANbHBIE y30pb» [7, p. 36]. Yxe 31€ech HENlb3s
HE 3aMeTUTh, 4YTO KIlleHeka BOCXUTHI B MEPBYIO
ouepeapb JIOTMYECKUM acHeKT KOMIIO3UTOPCKOU
TeXHUKHU. binaromaps 3Toil KHUre U colep KaliM-
cs B Hell uaesm Kimenek, mo coOCTBEHHOMY IMpH-
3HAHUIO, OB TOTOB K JaJbHEHIIEMY BIMSHUIO Ta-
KUX yKe 0oyiee paJuKalbHO HACTPOCHHEBIX YMOB,
kak ®epyuuo Byszouu, Apryp lInadens, [epman
Hlepxen®, Duyapa DpaMaH®, ¢ KOTOPbIMU MO3HA-
koMwics B bepinuue. Berpeda ¢ 3TuMuU J0nbMuU
CITIOCOOCTBOBAJIA PACIIUPECHHUIO €T0 MY3BIKaJIBHO-
ro Kpyrosopa, a Tak»e roMorja eMy 0CBOOOIUTh-
CA OT IPEAPACCYAKOB B OTHOIICHWW HOBEHIIHMX
TeueHU My3blku XX Beka. KnieHek oT4éminBo
OCO3HAJI, YTO €CJIM OH JKEJIaeT COOTBETCTBOBATH
TpeOOBaHUAM 3TOXHU, MPEAMUCHIBAIONMICH XyTOXK-
HHUKY OBITh HEOOBIYHBIM, IPOTPECCUBHBIM, CJIOXK-
HBIM, €My TPHUAETCSA MPOABUHYTHCS 3HAYUTEIHHO
JlaJIbIIe MOJIEpHa, KOTOPBIHA MPONOBEOBAJICA €r0
yuautenem llIpekepoMm, a 3HAYUT, — PEIIHTEIHHO
OTOPBATHCS OT TPATUIIMOHHBIX CHCTEM MY3bIKaJb-
HOTO MBIIIJICHHUS.

B aBroOmorpadpuueckoii cratbe «CamoaHa-
nm3y (1953) xKoMImo3uTOp OmpenenseT poiab Kak-
JIOTO M3 YIOMSHYTBHIX BBINIE XyIOKHHKOB B CBO-
el cyanOe [6]. Opamany OH ObUT 00S3aH HOBBIM
B3msioM Ha @pamnta [lybepra, 0 KOTOPOM T0JITOE
BpEeMsS OCTaBaJICS HEBBICOKOTO MHEHHSI, CUUTAs
€ro MY3BIKY IMPOCTOH, MOMyISIpHOW W Jaxe Oa-
HanpHOW. MIMEHHO DpAMaH pacKpbUl Mepen HUM
TOHKOCTh M H300pETAaTEeNbHOCTh TyOEPTOBCKOM
rapMOHMYECKOW TEXHUKH, 4TO TTomoriio KuieHeky,
10 €ro COOCTBEHHBIM CJIOBaM, OTYETIIMBEE OCO3-
HaTh WJICI0 aBTOHOMHOCTH MY3BIKH, MOHSATH, UTO
OHa JKUBET 110 CBOMM COOCTBEHHBIM 3aKOHaM, CBO-
OOJHBIM OT KaKUX ObI TO HU OBLIO CEMAHTUYCCKUX
KOHHOTAIIUH.

Ewmié onHuM Ba)KHBIM UMITYJIBCOM Ha IYTH K Ce-
puiiHOi KoMmo3uiuu Juis Kiieneka crajio BIusHUe
Kapna Kpayca, aBcTpuiickoro nucarens v 1o3Ta-
catupuka, ¢ 1899 m3naBaBIiero cBoi COOCTBEHHBIH
xypran «®Paken»’. Unen Kpayca, kak H3BECTHO,
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ObUTH ONM3KM OCHOBOIIOJIOXKHUKY JOACKa(pOHUHU
Apnonpay Iéu6epry®. Kimenek cunran Kpayca on-
HUM U3 BEJIMYAHIINX MacTepPOB HEMEIIKOTO sI3bIKa’,
BOCXUINAJICS «YHUKaJIbHOW HE3aBUCHMOCTBIO €ro
JyXa M HeTPUMHUPUMOCTBIO €r0 ITHYECKHUX yOexK ie-
HU» [6, p. 10].

Kpayc, He Oymyun duiocodom, chopmupo-
BaJI, IO CYTH, COOCTBEHHYIO (QHIOCODHIO SI3bIKA U
B ONpEAENEHHOM CMBICIE OKa3ajcs MPenIIeCcTBeH-
gukoM JlronBura BurtreHinreiina. SI3bIK 1J1s HEro
ObUT BBIp@KEHHEM 0COO0OTO poma peaabHOCTH®.
Kpayc Obu1 TBEpHO YOEKAEH, UTO MPAKTHUKA SA3BIKA
CIIYXHUT OTpa)keHueM Mopanu. Hanen€HHelii oco-
OBIM YYBCTBOM CJIOBa M (hoTorpaduueckoil mams-
TBIO, OH C 0€3)KaIOCTHBIM CapKa3MOM I'POMHJI BYJIb-
rapHOCTh PEYr CBOUX COBPEMEHHUKOB, MECTPSIIICH
rpaMMaTHYECKUMH M CHHTAKCHUYECKHMHU OIIUOKa-
MU, oroBopkamMu U 1p. COeIMHUB JBE pa3IHYHbIC
chepbl — MOpalb U JHUTEPATypy — H MPOTHUBOIIO-
cTaBisis ceds Bcemy mupy, Kpayc tpebosan adco-
JIIOTHOM OTBETCTBEHHOCTH TEpPesT A3bIKOM !,

CréprocTh f3BIKA — BEpOATBHOTO, MY3HI-
KaJIbHOTO — OIIyIllaJJaCh MHOTUMH BBIJIAIOIUMU-
ca nuuHocTsamu. Hapsay ¢ LIéabGeprom octpyto
HEOOXOIMMOCTh B OOHOBIICHWUHM S3bIKA MOYYB-
ctBoBan M Kmenek. OH yka3bIBas, 4TO MHTEpEC
K JBEHAJIATUTOHOBOW TEXHUKE COBIMAN Yy HETO
C MEepUOJIOM BHYTPEHHETO HCTOIIEHUS BCEX MY-
3BIKAJILHBIX PECYPCOB, KOTOPHIMU OH MOJIb30Ball-
csi ipu counHeHUU. OH TOHSUI, YTO HE MOXET U
JaJbIlle YKCTUTYyaTHPOBATh POMaHTUYECKHE U HEO-
KJIaCCUYECKHUE WIMOMBI, HE BIaAasl B S3BIKOBYIO
KOCHOCTB, TaK Ipe3upaemMyr ero kymupom Kap-
snom Kpaycowm.

OnHOBpEeMEHHO C 3THUM O0pallleHue K Cepuii-
HOCTH CTaJIO /I KOMIIO3UTOPA CBOEr0 POja BbI-
3080M. B xoH1ie 1920-x ronos Kurenex Huuero He
3HAJI O KOMITO3MIIMOHHO-TEXHUYECKUX MpUEMax
nonexkadoHUH, KOTOopas oOjajgaia B €ro BOOO-
paXCHHH 330TEepHUYECKUMHU depraMu. JKenmaHue
OCBOWTH HOBBIE TEXHHYECKHE TPOIEAYPHl OH
BOCIIPUHUMAJ KaK Croco0 OKYHYThCS B TalHBI
peMecna. M3ydeHue ocHOB nojekaOHUU OBLIO
COMPSDKEHO IS HEro ¢ HeMaJbIMU TPYJHOCTSI-
MU, TOCKOJIBKY B TO BpEeMs HE CYIECTBOBAJO
HHUKaKUX y4eOHBIX MOCOOWH MIIM CTaTei, BHATHO
Pa3bACHAOIIMX IPUHIUIIBI TOM TEXHUKU. bepr u
BebepH, ¢ koTtopeiMu KiiteHek ObLI 3HAKOM, BEJIX
ce0s, 1Mo ero cjIoBaM, OYeHb CIEPKAHHO U HE OT-
KpPOBEHHHMYAJM O TalflHaX CBOEro pemecia. B aToit
CUTyalldd KOMITO3UTOpP MPEINPHUHSII COOCTBEH-
HbIC aHAJUTHYECKUE HCCIICAOBAHUS IS PACKPHI-
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THS TIPUHIOWIIOB OpTaHU3aINu IoaeKadOoHHON
My3bIKH. Ero mpoHHUIaTeNnbHBIE U OpUTHHAIBHBIE
HaONIONEHHs BIIOCIEICTBUHM HAIUIM OTpaXXeHUE
B IIEJIOM psiJie cTaTeM, MOCBAIMIEHHBIX KaK KOH-
KpETHBIM aBTOpaM, Tak U 00muM npobiemam ce-
pHiHOCTH.

ObpaiieHne K CepritHON TeXHUKE, TOMUMO BCe-
T0 MpoYero, ObUIO OOYCIIOBIEHO W TOJUTHYECKON
CUTyalHel, BCETONIOMAONM POCTOM TOTaJINTa-
pusma. B 3TOM OTHOLIEHUM TPUHATHE HOBOM TEX-
HUKH OKa3ajJoch cBOcoOpa3Hoi (opmoii mporecta
MIPOTHB CHUCTEMBI, IIPECIeyIOIEel NCKyCCTBO, CBO-
0OIIHOE M HE3aBHCUMOE OT MOJUTUYECKOW Mpora-
ragnel. [lokasarenbHO, 4TO MEPBBIM COYMHEHHUEM
Kmreneka, HanmucaHnHBIM B 101eKaOHHON TEXHUKE,
crana onepa «Kapn V». Ha co3ganue storo omyca
y KoMIo3uTopa ynuio 6omnee Tpéx et (1930-1933).
Omnepa uMmena SIBHYIO aHTHU(AITUCTCKYIO HalpaB-
JIEHHOCTb, SIBIISJIach, 1o cinoBaMm Kieneka, mpoas-
CTPUHCKON M KaTOJMYECKOH 1 Obla CHATA C IMOCTa-
HOBKM B BeHCKoO#l rocygapcTBEHHOM oImepe Imociie
TOTO, KaK CTaJ0 M3BECTHO, 4To [WTiep Ha3HadeH
petixkaniyiepom I'epmanun.

B cratpe «Kommosutopckue Brnusaus» (1964)
Kmenex yxa3piBan, 4To 3asBKa Ha XYJOKECTBEH-
HYI0 CBOOOIY, C KOTOPOI OH accOIMUpOBaIl JOjie-
Ka(oHMIO0, COMPOBOXK/IATaCh HE MEHEE BaYKHBIM IS
€r0 MHUPOOUIYIICHHUS «IEPEyTBEPIKIECHUEM BEPHI
B CHCTEMaTHYeCKHE JOTMAaThbl PUMCKO-KaTolude-
ckoit uepkBu» [7, p. 39]. JleWcTBuTeNnsHO, B TOT
MePHOJT OH OBLJI 3aHAT MOMCKAaMH HEKOTOPBIX ITapa-
nenerr mMexay ¢uiaocodpueit dombl AKBHHCKOTO,
CUMTABIIETOCA B CBOE BpeMsI TNIABHBIM HJIEOJIOTOM
PUMCKO-KaTOJUYECKON LEPKBU, M «yHHBEPCAIH3-
MoM moaekadorHo#i cucreme» [Ibid.]!2.

Kax m3BecTHO, AKBHHAT MBITAJICS adalTHPO-
BaTh QuiocoPuio ApUCTOTENSI K XPUCTHAHCKOMY
BEpPOYUYEHHUIO, COIM3UTD TEOJIOTHIO U (prutocoduio,
MmoauépKuBasl CyIIeCTBOBAHUE TapMOHHH MEXIY
CBEepXpa3yMHEIM (OTKPOBEHHE) U €CTECTBECHHBIM
3HaHUEM, TO €CTh MEXAYy Bepol U pazymoM. Ou-
nocodust oMbl AKBUHCKOTO ObLTa 3aHOBO aKTY-
anu3upoBaHa B KoHIe XIX Beka, IOpOAUB LEJI0E
¢dbmtocodckoe HampaBleHUE, MOTYyIUBIIECE HaH-
MEHOBaHHE HeOoTOoMH3Ma. HeoTOMHCTCKHUX BO3-
3peranii B 1930-e roger mpuaepxxusancs u Kmre-
HEK.

B HeoTomMm3Me BaXHOE 3HAYCHHE WMEET
ydeHue 00 aHaJOTHMU CYLIETO, MOCTYIHPYIOIee
BO3MOXKHOCTb MO3HATHh bora yepe3 mo3HaHue co-
TBOPEHHOTO UM MHpa, a TaKXKe HUJed nepapxude-
CKOW YHOPSIOYEHHOCTH COTBOPEHHOTO OBITHS.
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AHaorusi Cymero mpoaobKaeT WA ApPHCTO-
TeJNs O MPOSBIEHWU €AMHOTO Hayaja B €IMHHY-
HBIX CyImIHOCTAX. KimeHek momsiTancss HaMEeTHTh
TOYKHU COMPUKOCHOBEHHUS N01eKa(hOHUN M HEOTO-
MUCTCKOTO yueHHs B JaHHOW oOnactu. CornacHo
€ro MHEHHIO, CEepHUiHAas TEeXHHKa TapaHTHPYeT
JIOCTHKEHNE eTMHCTBA BCETO MPOU3BEICHHUS, 10O
Oasupyercs Ha yHuguyupyiowet udee [3, c. 6].
Jaxxe cambie HESICHBIC CO3BYYHS Oyiaromaps psaoy
007a1a10T IETOCTHOCTHIO. B acce, mocBAmEHHOM
mectuaecaTuieTHeMy robuneto I[lIE€nGepra, on
MONYEPKUBAET CBSI3b BBICOTHOTO pSa CO Cpen-
HEBEKOBBIM IOHSTHEM «TapMOHWUU Mupa»: «Ero
[pana] BHYTpeHHSAS dcTeTHYecKas MCTHHA Oyner
JI0Ka3aHa caMOd “TapMOHHYECKOI™ My3BIKOii, CO-
3naHHoM uM. HeoObldHOE BIieUaTIICHUE CEPhE3-
HOCTH M JOCTOWHCTBa OyJeT BBI3BAHO €T0 4pe3-
BBIYAHBIM E€IMHCTBOM, IOJIHBIM Kaye€CTBOM OT
€ro OKPYIJIEHHOCTH W TMOYTH aCTPOHOMHUYECKUM
COOTBETCTBHEM M TapMOHHUEH 3JIEMEHTOB» (ITUT.
mo: [5, p. 308]).

Jlubperro «Kapna V», HammcaHHOE CaMHUM
Kuienekom, Takxke copepxkano Napajliesid MeExk-
Iy nonekadOHHON TEXHUKON M yNOpAI0YMBaHUEM
KOCMHUYECKOTO yHHUBEpcyma. Tak, Hampumep, bo-
JKECTBEHHBIN IIAC, KOTOPBIM CIBIIIUT YMUPAIOUIUI
MUMIIepaTop, BO3BEMIAET: «S1 mapoBan BaMm MUp, MU,
KoTophId moaBuroM Komym0Oa OblT ipeicTaBieH ge-
JIOBEYECTBY KaK IeJ0e, YTOOBI JIIONN Y3peNHd, Kak
B WIealbHOW cepe OH Bpamaercs dyepes JIBeHa/l-
11aTh HeOCCHBIX 3HAKOB, KOHCUHBIX, H BCE JKe OeCKo-
HeuHbIx» [Ibid.].

I. lyOuHCKHi cripaBeIMBO 3aMedaeT, YTo He-
oTtoMucTcKas mo3uius Kireneka, CAuTaIonero 1se-
HAJIATUTOHOBYIO CHCTEMY 00pa3oM HeOEeCHOTO T0-
psanka, Obula MPSIMO MPOTHBOIIONOXKHA KOHIIETIIIHN
T. B. AnopHO, KOTOpBII HHTEPIIPETUPOBAT JO/IEeKa-
(hOHUIO C MaTepHATMCTUYECKUX MTO3HUIINH, IoJarasi,
YTO OHA BBICTYITMJIA 3€PKAJIOM «IIOJHOHM pamnoHa-
JU3AIUH TPUPOABI, TUITHYHOMN JJIS AyXa TO3THETO
kanuTann3May [Ibid., p. 309].

IIpuHsB cepuilHyIO0 TEXHUKY KaK OCHOBY CBO-
€ro KOMITO3UTOPCKOTO MeToxa, KmieHek TeMm He
MEHEe HEYCTaHHO pedIeKcHpoBal O HEOOXOIH-
MOCTH U cMbIcie e€ cyuiecTBoBanus. [locne cos-
naaus «Kapna V» oH MOHsUI, 9TO JoacKadOHUS
HE MOXXET pacCMaTpPUBAThCA B Ka4€CTBE TOTOBOTO
METO/a, CTHOCOOHOrO TPOU3BOJIUTH COBPEMEH-
HYIO MY3bIKy. ISl KOMIIO3UTOpa CEPUIMHOCTB, 1O
€ro cOOCTBEHHBIM CJIOBaM, CTalla «IIPUBUBKON OT
c0o0Na3HOB» M CTHUJIEBBIX HCKYIIEHHWH, KOTOPBI-
MH IIECTpeJia COBpeMeHHass My3blka. M BcE ke
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y HEro AOBOJBHO YacTO BO3HUKAJIM COMHEHUS
B JCTETHYECKOH LEHHOCTH JaHHOTO KOMIIO3H-
LHOHHO-TEXHUYECKOTO MeToja. M BBI3BaHBI OHU
OblTM HE OOIIEeCTBEHHBIM HETAaTHBH3MOM H TIpe-
nyOexxaeHrneM, HO HMCXOIWIIM, YTO Ha3bIBAeTCH,
«m3HyTpm». Hepenko Kmenek 3agaBancs Bompo-
COM, MOTJIA JIU BCE €0 MY3BIKaJIbHBIE HJIEH BO3-
HUKHYTH 0€3 MoCpelncTBa CEepUIHOW TEXHUKH, U
€CIlv Ja, TO He OKa3aluch OBl OHU O0JIee yIauHbIMU
Y COBEPIICHHBIMH, UCIIONB3YyH OH «CBOOOMHOEY,
MIPOM3BOJIBHOE MHCHMO, a HE pa3HOOOpa3HbIe
TEXHUYECKHE omepanuu. «5 Bcerna mpeomosaeBal
3T MOMEHTHI KoJIeOaHUs, — MPU3HABAJICS KOMIIO-
3UTOp, — INIABHBIM 00pa3oM paccyskjias, 4To Jaxke
€CJIM KAaKOH-TO MYy3bIKaJbHBIA OPraHU3M MOT
OBITH co3/MaH 0e3 MCIIOJB30BaHUS dTON TEXHUKH,
OH B JEHCTBUTENBHOCTU IOPOXKIACH €€ NMPUHLHU-
MaMu, ¥, CJe0BaTeIbHO, TEXHUKA JOJDKHA Oblia
UMETh (QYHKIHIO B 3TOM IIpolecce, HECMOTPS
Ha TO, YTO (PYHKIHS MOTJIa TMOSBHTHCS BIOCIHE/I-
ctBur. CHOHTAHHOCTHb, HACTOJBKO >KEJaHHAS
U HeoOXomuMmas JUisl CO3/IaHUs 4ero-iubo, 4To
MPOSIBIISIET JKU3HEHHOCTD, TOTJa ObllIa YeM-TO, 32
9TO HY)KHO OBLTIO OOpPOTHCS B YIIOPHOU padoTe, a
HE YeM-TO, YTO MPEAIarajJoch Kak MoJapoK ¢ He-
6ec. Kpome Toro, 51 yoexxman ce0s CHOBa M CHOBA,
YTO HHUKaKas Apyras ¢opma nucbMa He IpHHECTa
OBI MHE OOJBIIIETO YAOBIECTBOPECHUS» [6, p. 32].

B mocnegnem ciydae peub HIET TaKke 00
ONPENENIEHHON PAILMOHAIMCTUYECKON HAKIOHHO-
cTu ckiaga MbinuieHuss Kumeneka. B To ke Bpems
OH cyHTal J0JeKaQOHUIO UCTOPUIECKHA HEU30exk-
HBIM CJEJCTBHEM aToHaiIbHOCTH. HeoOxommmocTs
pamoHanu3anuyd 1 KOHCTPYKTUBHOTO MOpPSAKA OH
OOBSICHANT BHYTPEHHHMH IpoOIeMaMH aTOHaIb-
HOM KOMIIO3WIINH, HE CIOCOOHOW TeHEepPHpPOBATh
KkpynHble ¢popmbl. Kpome Toro, coxpanenue camoi
aTOHAJIFHOW HJIMOMBI 3aBHCENO OT CHCTeMaTH3a-
UK 3BYKOB MEXIy cOOOW TakuM 00pa3oM, YTOOBI
HU OJMH U3 HUX HE MOIy4nJI IPEUMYIIECTBa Iepe
JIPYTHM.

OrnsapiBasgch Ha CBOW KOMITO3UTOPCKHI IyTh
B 1970-¢ roas! B kaure «Horizons circled» (1974),
Kmenex 3ametni, 9To aTOHAIBFHOCTD B MOPY CBOE-
IO BOBHUKHOBEHUS ObIjIa BOCIIPUHATAa MHOTHMH KaK
Oosee MIOKUPYIOLIHI PeHOMEH, YeM noaeKadoHus,
XOTA TIOCTIeTHSSI, OCHOBBIBAIOIIASACS HAa aOCOIIOTHO
HOBOW HJie€ MPEAKOMIIO3UIMOHHON OpraHu3allui,
B JEHCTBUTEIHHOCTH OKa3ajiach Ooyiee paguKaib-
HOH (popmoit mbrnuterus'. s Kureneka obparie-
HUE K CEpUIHOCTH 0003HAYNIIO HOBYIO CTa/IUIO €T0
MY3BIKaJIbHOTO PA3BUTHSL.
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< MPUMEMAHUA (<

' Kuenek obyuancs y Illpexepa nauunas ¢ 1916

rofa: CHadasa Opai yacTHBIE YPOKH, a 3ateM, ¢ 1920 ropa,
nocTynui B BeHckyro akagemuio My3blku. TakTHKa rpe-
nofaBaHusl komrosuimu IlIpekepom ommyanack cTpem-
JICHUEM K OPUI'MHAJIBHOCTH M M30eraHneM BCSKOTO pojia
6ananpHOCTEH. C 0COOBIM TPETIETOM U Ba’KHOCTBIO OH OT-
HOCHJICS K KOMITO3UTOPCKON TEXHHKE, CUUTAs], YTO MY3bl-
KaHT JOJDKEH MOJIaraThesl He TOJBKO Ha BJOXHOBEHHE, HO
1 o0naiaTh HEOOXOANMBIMU PEMECTICHHBIMU YMCHUSIMHU.

2 Tak, B mucbMe K Amazneo ne @wmmm ot 13 mas
1949 rona 1Ién6epr mpusnaéres: «1 Hammcan ux [Tpu ca-
THPBI| B CHIIEHOM Pa3ApaKEHUH OT HAMaJOK CO CTOPOHBI He-
KOTOPBIX MOMX 0OJIee MOJIOZIBIX COBPEMEHHHUKOB, H 51 XOTEI
TIPeIYIPEANTD WX, 9TO MEHsI JIydIIle He Tporate» [4, c. 374].

3 Dror ciyyait Knrenek yroMuHaeT B CBOei aBTO-
onorpaduueckoii kaure «Horizons circled», mo6asmsis:
«Ilo3xe 51 N3BUHMIICS 32 CBOM IOHOIIECKNE KOJKOCTH, U
TTOCIIE 3TOTO MBI JKIIIK B Mupe» (8, p. 28].

4 Apryp llua6ens (1882-1951) — aBcTpHiicKHiA
MTUAHKUCT, [IE/Iaror, KOMIIO3UTOP, TOHKHI WHTEPIIPETaTop
MY3BIKH BEHCKHX KiaccukoB (Momapra, berxosena, [ly-
6epra) u pomantukoB (Illonena u Jlucra).

5 Tepman lllepxen (1891-1966) — u3BecTHbIH He-
MELKUM AUpHKEP, MpoNaraHAUCT HOBOM M HOBEHIIEH
My3bIkH XX BeKa, HHTepIpeTaTop counaenuii [11ubep-
ra, bepra, Bebepna, Kmeneka, [lamnamukkomns:, HoHo,
Bynesa, [lTokxay3ena, Kcenakuca u ap.

¢ Dmyapn Opaman (1896-1958) — TamaHTIMBBINA
HEMEIIKIHA MHaHUCT M KoMro3uTop. B 1920-e roas! ObIT
OZHUM M3 BEIYIINX MYy3BIKaHTOB-HCIONHUTENEH ['epma-
nun. Ero pemepryap BKIIIOYan MpOW3BENCHHS KAaK BEH-
CKUX KJIACCHKOB, TaK M COBPEMECHHBIX KOMIIO3HTODOB.
Hecmotpst Ha TO, yTO Dp/AMaH NMEN HEMAJIBIH KOMITO3H-

< AUTEPATYPA

1.
2004. 640 c.
2.
3.
4.
5.

TOPCKHH yCIIeX, HBIHE €T0 TBOPYECTBO OKa3ajloCh HEBO-
cTpeOOBaHHBIM.

7 B xypHane K. Kpayca mo 1911 roga my6muko-
Baymchk @pank Benmexunna, Asryct Crpurabepr, Ockap
Vaiinpn, @pann Bépdens, [lerep Ansrendepr, Jetnen
¢on Jlwmmen-kpon, Dmnp3a Jlackep-Ilromep, Amonpd
Jlooc, Opux Miozam. C 1912 roma Ha 00MOXKE XKypHA-
na mosBisieTcs Haamuck: «Samtliche Beitrdge von Karl
Kraus» («Bce crarem nHammcanbl Kapmom Kpaycom»).
Kypnan uznaBancst HeperyasipHO U KaXKIAbIi pa3 pa3ind-
HBIM 00BEMOM, KOTOpEIHA Komebaincs ot 16 mo 300 cTpa-
Hull. Kmenek Bnepsbie npountan «®Pakem» B 1917 roxy.

8 O HEKOTOPBIX MEPEKINYKAX B HHTEIICKTYalb-
HBIX BO33peHMsX ABYX renueB mumer 0. Kon B crarbe
«A. II€nbepr u “kpuTHKa s361Ka”» [2].

 Ha cnoBa Kpayca koMIo3uTop mo3aHee HaIHIIeT
ki eceH «Durch die Nachty op. 67 (1930).

10" XapaxrepHo ero BbICKa3biBaHHe: «SI cumTaro uc-
KyCCTBO HM YE€M HMHBIM, KaK SI3BIKOM, KOTOPBIH COOTBET-
CTBYET PEabHOCTH, NPEBBIMAONICH pasym» (UHUT. 1O:
[1,c.307)).

" OTroveHHbIH, OnecTsmui CTUIL nMpo3bl Kpay-
ca MOBJHSAJ Ha JUTEpaTypHbIN cTuib Kieneka.

12 Jra mpobiema MOmyYmiIa OCBEIICHHE B CTAaThe
I Mybunckoro «Ilepemena ybOexnennii Kmeneka: aB-
CTPUICKNH HAIMOHAIM3M, MOJIUTHYECKUN KaTOJIHIH3M
U JIBCHAAUATUTOHOBAs KOMITO3HLE» [5], mMO3TOMY MBI
OTPaHMYHMMCS JIWIIH OOIMMH 3aMEYaHHUAMH MO TaHHOMY
BOIIPOCY.

13 OH 00BsICHSIET ITOT MAPAIOKC TEM, YTO HOBBIH BUI
TEXHUKH HE W3MEHMII Xapakrepa 3By4aHus My3blku. Op-
TaHW30BaHHAs] CBOOOJHO aTOHAJIBHO WM CEPUIHO, OHa
ocTaBaach BCE TAKOW ke AMCCOHAHTHO HACHIILICHHOM.

~ O
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New Trends in Contemporary Music:
an Interview with Karmella Tsepkolenko

Dear readers of the journal
“Problemy muzykal noj nauki/Music Scholarship

%)

We are offering you an interview with Ukrainian composer
and public figure, one of the leading representatives of avant-
garde music, the artistic director of the festival “Two Days and
Two Nights of New Music” in Odessa, Karmella Tsepkolenko. The
conversation took place on April 25, 2017 in the Odessa National
A. V. Nezhdanova Musical Academy (Conservatory).

VYBaxkaeMble UHTATENHN )KypHasa
«IIpobaemsr my3bikanbHON Haykn/Music Scholarship»!

[Ipenmaraem HHTEPBHIO C YKPAUHCKUM KOMIIO3UTOPOM U 00-
IIECTBEHHBIM JEsSTeNeM, OAHUM M3 BEAyIINX MpeACTaBUTENEH
aBaHTapJHOW MY3BIKH, OPTaHU3aTOPOM OJECCKOTO (hecTHBaIIS
«JlBa mHA m nBe HOUM HOBOM My3bikn» Kapmemnoit Llenkonenko. becena cocrosnaces 25 anpens 2017
roga B Oxecckoil HalMOHATBHOM MY3BIKaIbHOM akageMuu (KoHcepBaTopun) uMeHn A. B. HexxnanoBoii.

Can you tell us about your musical and  Parlikokosh. Starting from second grade, I studied
especially your compositional activities? Where did ~ with Grigoriy Dmitrievich Buchinsky, and from
you study, who were your teachers, and how did this  sixth grade onwards — with Elena Petrovna Panikova.
affect you as a composer? Starting from fifth grade, I studied composition with

Whenever I am asked this question, I always  Alexander Lazarevich Kogan. He was a remarkable
answer that I was very lucky with my teachers. Of  man, who greatly influenced me and my music. As
course, my first teachers were my family. [ grew up  far as I remember, he never prohibited me from doing
in a mixed Ukrainian-Armenian family. My father  anything [ wanted, allowing me to compose absolutely
Semyon Dmitrievich Tsepkolenko was a battery  freely, but always threw in various ideas, introducing
technician, but at that he was a very well-read and  me to specimens of painting and literature, thereby
educated person and knew many Ukrainian folk songs  considerably broadening my artistic outlook. Having
and fairy tales, which I listened to with great pleasure ~ known that I was fascinated with mythology, he gave
in the evenings. My mother, Mariam Georgievna  me a rare edition of a book from 1927 about Greek
Demchuran, formerly a ballerina, loved music very = mythology. This kind of synthetic perception of art,
much and played the piano well. My grandfather ~ which subsequently evolved into my methodology
playedthe flute and themandolininavirtuosicmanner. ~ for composition, called “scenary development,”
At our home concerts were frequently organized, in ~ was installed initially by Alexander Lazarevich. I
which other members of our family also took part. My  graduated from school, having completed studies
first piano teacher was Zoya Dmitrievna Parlikokosh,  both as a music theory major and a piano major. At the
who was a student of Maria Mitrofanovna Starkova.  conservatory I studied piano with Ludmila Naumovna
At the same time, I also studied the fundamentals of  Ginzburg, a pupil of Heinrich Gustavovich Neuhaus,
composition with Ivan Dmitrievich Botvinov. By  and composition with Alexander Alexandrovich
the age of six I had already written many musical  Krasotov. Already from my student years I had
compositions. At the age of six I started going to the  participated in numerous festivals and competitions
Stolyarsky Music School studying piano with Zoya  for composers.
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Having completed my studies at the Odessa
Conservatory, I enrolled in post-graduate studies
at the Moscow Pedagogical Institute named after
Lenin, where my academic adviser was Gennady
Moiseyevich Tsypin. Under his guidance I defended
my dissertation titled “Perfection of the Forms and
Methods of the Educational Process in a Class of
Musical Composition (Concerning the Issue of
‘Scenary Development’” of Musical Material)”
and obtained the academic degree of Candidate of
Pedagogical Sciences.

In 1988 I received an invitation to attend the
Third International Festival of Contemporary
Music, which then took place in Leningrad, which
involved the participation of such composers
as lannis Xenakis, Gyorgy Ligeti, Krzysztof
Penderecki, Luciano Berio and George Crumb —
the elite of the world of contemporary composers.
I was given a guest ticket to all the concerts of the
festival, since I was a member of the Composers’
Union of the USSR since 1983. This presented
the turning point in my compositional work. I had
already composed a lot of music by then, but it
was all traditional, in the Soviet vein. During those
years starting with 1988 and all through the 1990s
my “second compositional education” began, which
was based on attendance of festivals of avant-
garde music, such as “The Days of New Music” in
Moldova, “Europe-Asia” in Kazan and “Gauda” in
Lithuania. Particularly after the festival in Leningrad
the metamorphosis of my musical thinking began.
At first I found much of the music I heard there to
be incomprehensible, and | had strange sensations
upon hearing it. Prior to that, the only avant-garde
music arriving from the West was that which was
brought over upon the initiative of the composers
living in the Soviet Union who asked their relatives,
friends or even sailors to obtain some new musical
literature, since at that time nothing was available
here, except for works by Polish composers, such
as Bohuslaw Schaeffer, Penderecki or Thadeusz
Baird. Other Western composers, such as Boulez
and Stockhausen, were portrayed to us as pertaining
to an enemy culture, as “apologists of bourgeois
culture.” This festival opened my eyes, as well as
the eyes of many other young composers, towards a
multitude of musical trends which previously were
absolutely inaccessible for us. Whereas the first two
International Festivals of Contemporary Music,
which took place in Moscow in the 1980s, featured
music by composers only from such countries
as Vietnam, China and the countries of Eastern
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Europe, the Third Festival was organized in a totally
different way — it was moved to Leningrad, and the
leading Western composers of avant-garde music
were invited there. Among the composers from the
Soviet Union, the music of Gubaidulina, Denisov
and Schnittke, as well as a number of others, was
performed there. I was especially impressed by
the music of Xenakis, as well as how Zubin Mehta
conducted the New York Philharmonic Orchestra.
At that time it was very difficult to understand this
music. There was a tremendous amount of concerts,
and they were held in the most diverse types of
concert halls — not only at the Grand and Small
Halls of the Philharmonic Society and the Concert
Hall of the Leningrad Conservatory, but also in
many of the palaces, most notably, the Palace of
Yusupov. At that festival there was a concert at
the Philharmonic Society, which for the first time
was held at night, after which we sat the rest of
the night in a café with my colleagues among the
composers and discussed the program. This served
as one of the impulses for the conception of the idea
of the festival “Two Days and Two Nights of New
Music,” which was subsequently organized and
directed by me (along with German percussionist,
Professor Bernhard Wulff) in Odessa. After that,
in 1992 I received a commission from organist
Vladimir Khomyakov, who asked me to write a
composition for an unusual instrumental ensemble
consisting of flute, cello, organ and percussion, and
promised to have me invited to the Summer Courses
for Composers in Darmstadt. He had been invited to
perform in Darmstadt, and he needed a program of
new compositions. I was immediately excited by this
idea and started to write this composition, which I
gave the title “Night Preference.” This whole idea of
the card game was transferred into the musical texture
by me — in this composition the structure of the game
is described in musical images. At that time I had not
yet created my method for composition, but this piece
forestalled it. It presents a sort of program music, but
notated in greater detail. I went to the courses in
Darmstadt twice — in 1992 and 1994. Then I attended
master-classes in Bayreuth, which were taught by
Romanian composer Violetta Dinescu, the courses of
Helmut Lachenmann in Dresden, and various other
composition courses in different European countries.
Could you tell us, how you came up with the
idea of organizing the festival “Two Days and Two
Nights of New Music,” when this festival began,
how it was organized throughout all these years,
and which musicians you invited to perform in it?
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The idea for this festival was conceived during
the various contemporary music festivals 1 had
attended, starting from Leningrad, including many
European ones. After the festivals’ concerts, instead
of going to bed, we gathered together with other
composers, listened to each others’ music and
discussed it — sometimes this happened during a
meal at the table. This way, we passed organically
from one concert into another. As a result of
this, I had noticed that during the course of such
communication, approximately at 3 or 4 in the
morning, you begin asking yourself: are you one
person, or are there several people present within
you? There arise certain interesting images and
those influences which develop compositional
creativity. After each festival I attended I regularly
began composing a new musical work. Sometimes
I even began composing music while still attending
the festival. I have retained this habit up to now
— whenever I go somewhere to a musical event,
I always bring along music paper or a musical score
on which I am working. Let me cite one interesting
fact — I began work on my mini-mono-opera
“Tonight Boris Godunov” in Lithuania, where the
action of the play by Alexander Pushkin began —
on the border of Lithuania. That was when I was
attending the “World Music Days” contemporary
music festival, organized by the ISCM (International
Society for Contemporary Music), which was being
held in Vilnius that year. As the result of all of my
attendances of various European festivals, I myself
gradually developed a strong desire to organize
my own festival devoted to contemporary music.
My first attempt took place in 1994, when I even
compiled the entire program, since at Darmstadt
I made some wonderful friends of the musicians
who came there, such as Pierre-Stephane Meugé,
Carin Levine, Fernando Grillo, the Ensemble fiir
Neue Musik Ziirich and the 2E2M ensemble. But
wherever | had gone to ask for help, none of the
governmental structures were interested in this
in the least, since at that time everything was in a
chaotic state, and neither the Ministry of Culture,
nor the Composers’ Union had any money. Then
my husband, Oleksandr Perepelitsya turned to the
newly opened branch of the Soros Foundation to ask
them for financial assistance, and they paid my trip
to Switzerland to a concert where my composition
was performed. After this trip we were suggested to
write the theses for several cultural projects, which
the directors of the Foundation liked, and they
offered Oleksandr the position of manager of cultural
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projects. The same year, towards the end of 1994, we
submitted a proposal, which in February 1995 was
approved, and we obtained the monetary means for
organizing the festival “Two Days and Two Nights
of New Music.” When we received this assistance,
only two months remained until the time of the
planned festival, and we had to organize everything,
think everything over, invite the participants, send
out invitations for visas, etc. Everything which now
is done in a relatively easy and painless way each
year was tried out at the first festival with great
effort, since all this experience for us was new and
previously unknown. We spent sleepless nights
working and worrying, all the communication took
place by telephone, since there was no Internet
at that time. However, notwithstanding all the
difficulties involved, the festival took place, and
literally all the guests who came to it expressed
their wishes to come again next year. This is how
the festival was established, and it has continued
successfully since then up to the present. Our
festival is an international forum for contemporary
art, which includes not only music, but also theater,
the visual arts and poetry. It has been compared
to a symphony, a novel, or a theatrical play, all of
which unfold during the course of two days and two
nights. Yes, our festival is elitist in its innovative
direction and bold artistic search, but it presents a
living creative organism, which carries the idea of
an open, democratic society and the integration of
Ukrainian culture into the world space. I am sure
that it has carried out its mission successfully.
Here is one example: during the first years musical
works by Ukrainian composers were almost never
performed at the festival, since the guest musicians
performed only music from their own countries.
Ukrainian music was associated with Russian
music, and among the latter only three composers
were known — Alfred Schnittke, Edison Denisov and
Sofia Gubaidulina. Musicians from other countries
had no idea that there exists an Ukrainian musical
culture, which is closely connected in its past not
only with Soviet music, but also with European
music. During the subsequent years this situation
changed. Presently, an indispensable stipulation
for performing in the festival is the mandatory
performance by musicians from other countries
of at least one work by an Ukrainian composer.
Each year no less than ten ensembles and around
50soloists cometo participate in our festival: thereby,
during all the years of the festival a tremendous
amount of Ukrainian music has been played in it.
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Presently, each of the ensembles and soloists who
has participated at the Odessa festival has in their
repertoire compositions which serve as examples
of contemporary Ukrainian music. And these
include such world famous ensembles as “Musik
Fabrik,” the Percussion Ensemble of the Freiburg
University of Music (Germany), “Accroche Note,”
“2E2M” (France), “Wiener Collage” (Austria), the
“Continuum” ensemble (USA), “Ensemble fiir Neue
Musik Zirich” (Switzerland) and many others.
Another important development of our endeavor is
that these ensembles and soloists are commissioning
Ukrainian composers to write compositions to be
performed especially at our festival. The makeup of
our listeners have also has changed, having become
younger in their age and more numerous in their
quantity.

We are setting up great plans for 2019, when
our festival shall celebrate its 25th anniversary, for
which date we shall think over the program of the
festival most painstakingly, and we already have
some preliminary agreements. It is already known
that the Jugendlische Symphonische Orchester
is going to come to our festival that year — this
is an assembled German orchestra comprised of
musicians from various cities in Germany, which
is now directed by flutist Carin Levine. She herself
shall also come to our festival and will perform
a program of contemporary music in our Solo-
solissimo cycle. She performed in the very first
Solo-solissimo cycle of our very first festival, and
this cycle virtually began with her performance.
I wrote a piece for solo flute for her performance at
the festival, which I called “Carin Sounds.”

Please tell us about your own music, about the
main features and parameters of your musical style
and about some of the most representative of your
musical compositions.

My music is written in an innovative style
and makes use of a wide range of contemporary
extended techniques for the achievement of
expressive, depictive and theatrical effects. I cannot
say that I always work in the same style, whether
it is pointillism, the dodecaphonic technique,
sonorism or anything else. It seems to me that in
each of my compositions everything is determined
by the scenario. In some cases it could even be a
combination or blending of several different styles.
If it is necessary for the sake of image-related
expression, I could make use of pointillism — while
a pitch series is essentially present in any musical
composition. Since I communicate regularly with
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a large number of interesting musicians in Europe,
I have compositions for solo instruments written
for particular soloists, who have also performed
my works for irregular ensembles of performers,
in which I have used non-standard combinations
of instruments for the creation of unusual and
innovative sound effects. An example of the latter
is my composition “...und auch der Wind wohnt...”
for contrabass flute, contrabass saxophone and
tuba, in which this extraordinary combination of
instruments generates a special kind of musical
development and the achievement of the innovative
sound effects that are present in this work. I have
written a number of operas and musical-theatrical
compositions which have been staged in various
countries in Europe, in which I have made use
of colorful vocal and instrumental effects for the
intensification of dramatic effects.

In the 1980s I developed a special method of
composing which is conducive for form-generation
and achievement of the identity of musical form
and dramaturgy, which I use in teaching at the
Odessa National Academy of Music (formerly the
Odessa Conservatory). I discovered this method in
1983. That year I had the wish to participate in the
Carl Maria von Weber Competition, and I had to
compose a string quartet. My professor had a very
negative attitude towards string quartets, and this
dislike towards this ensemble, naturally, was picked
up by me. I wished to compose this work, anyhow, in
order to take part in this competition, but could not
force myself'to write this work. I turned to my friend
poet Vladimir Grigoryevich Razhnikov, who was a
psychologist, a Doctor of Sciences and, moreover,
wrote poetry and was always ready to share his new
ideas. I asked him to help me and think of a way
which would be able to help me write a composition
for string quartet. He thought it over for a long time
and came up with the idea of the four musicians in
the string quartet ensemble representing the four
elements — water, earth, fire and air. As the result of
his suggestion, | wrote this composition with great
ease, since it was sole this idea, without any scenary
development, without any step-by-step direction,
stirred a creative urge, aroused musical images and
enabled me to compose this work, which received
a prize at this competition. After this, my following
compositions were written by me together with
him. T expressed the wish to write compositions
for specific ensembles, he came up with ideas or
wrote epigraphs, and this was conducive for me
to compose music. One of the first compositions
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written by me in this fashion was “The Story of the
Puritan Flute” for the “Pastoral” ensemble, which
existed during those years in Odessa, consisting of a
non-standard ensemble of instruments: flute, oboe,
violin, cello and harpsichord. This composition
also presented a case of “scenary development,”
albeit the second kind — the plot-related. There also
exists the literary type of “scenary development,”
when the musical elaboration is connected with the
literary text. The plot-related scenary development
has more resemblance to operatic dramaturgy,
when the composer creates for himself or herself a
structural plan resembling a libretto, but he or she
does not demonstrate it or tell about it to anybody.
All of this is described in my book “Formirovanie
osobennostey studentov-kompozitorov (osnovnye
printsipy metodiki prepodavaniya v klasse
kompozitsii)” [“The Formation of Individual
Features in Student Composers (the Basic Principles
of Methodology of Teaching a Composition Class™],
published in Odessa in 2008, which describes
in detail the method of scenary development for
instruction for student composers.

Could you tell us about your colleagues among
the composers living in Odessa, or those who have
lived there recently, whose artistic presence in
the city is significant, and whose music has been
performed in your festival?

In Odessa I have always been surrounded by
worthy colleagues, with whom I had very friendly
relations, and together with whom we have formed
the Odessa composers’ school. First of all, I must
mention my closest friend and colleague was Julia
Gomelskaya, a brilliant person and composer of
numerous significant compositions, many of which
have been performed in our festival and in many
European countries, including Moscow. Her tragic
death in December 2016 in a car accident has
created an irretrievable loss among the musicians
of Odessa. This year a whole block of her musical
compositions was presented at our festival, which
included her works written with contemporary
musical means: the string quartet “From the Bottom
of the Soul,” “Hutsulka — Dance for Piano and
Percussion,” “DiaDem” for two violins, as well
as works for childrens’ chorus and female chorus,
which elaborated Ukrainian folk songs. Our
colleague, Ludmila Samodayeva, was an active
participant of the Odessa musical life for a long time;
she has recently moved away to Mexico, having
promised to return to Odessa in a few years. Our
other colleague, Alyona Tomlyonova now lives in
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Moscow. Presently a new generation of composers
has grown up, among which the following are
especially noteworthy: Asmati Chebolashvili, a
very talented composer from Georgia, now living
in Odessa, whose music is frequently performed
at our festival; Svitlana Azarova, who is presently
residing in Holland; Natalia Cherbi, a student of
Julia Gomelskaya, presently living in Poland; Anna
Tikhoplav, a very good composer, whose music
was successfully presented at the festival this year.
Among the older generation, special respect was
always merited by Alexander Krasotov, who passed
away, and Yan Mikhaylovich Freidlin, who now
lives in Israel.

Which of your compositions have recently been
performed in European countries during the past
years or are planned to be performed recently?

Since I started traveling to Europe to attend
master-classes in the early 1990s, I have made
friends with many remarkable musicians and musical
ensembles, many of which have commissioned
me or asked me to write music for them. For
this reason, since those years my music has been
performed in Europe. My first work performed in
Europe was “The Endless Sameness of the Sun”
for flute, clarinet, violin, cello and piano, and it was
performed in Switzerland by the Ensemble fiir Neue
Musik Ziirich. My music is frequently played at the
“World Music Days” festival organized by the ISCM
(International Society for Contemporary Music) in
different countries of the world. I have been the
president of the Ukrainian section of the ISCM
since 1997, and so I have regularly attended these
festivals. In addition, my music has been performed
in many other concerts and festivals of contemporary
music in Europe. In 2009 my composition for piano
trio was played at the Jurgenson Salon in Moscow
by the “20th Century” ensemble directed by Maria
Khodina. Of course, it has been performed in Odessa
at the “Two Days and Two Nights of New Music”
festival, in Kiev and Lviv. Soon I am planning to go
to Lviv to the “Contrasts” festival festival, and to
Kiev to the Musikfest festival.
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Research Works in Contemporary Music
in the Musicological School of Valentina Kholopova

Valentina Nikolayevna Kholopova is celebrated for her accomplishments as a specialist in contemporary music,
a writer of innovative research works on 20" century musical rhythm, the music of Webern, Schnittke, Gubaidulina,
Shchedrin, and many other composers. Consequently, the themes of the diploma theses, dissertations and books by
her students are predominantly focused on 20" century music, manifesting the emergence of an entire new school
of musical research works of that type. It is possible to observe the attention towards well-known composers from
the previous century (Stravinsky, Schnittke, Gubaidulina, Tishchenko, Vorontsov), but also research has been made
on the musical legacy of unduly neglected composers — Sergei Protopopov (Anton Rovner) and Nikolai Obouhov
(Nino Barkalaya). Among the composers from other countries studied in the class of Kholopova, for the first time in
the USSR and Russia there were works written about Messiaen, Xenakis, Gorecki, Vieru, Mansuryan and groups of
composers from West Germany (Lachenmann, Rihm, Schnebel, Trojan, Dadelsen), Hungary (Kurtag, Szollosi, Durko,
Lange), as well as jazz and pop music. After completion of their studies, the graduates from the professor’s class wrote
numerous topical books in various languages: Ivanka Stoianova wrote about Berio and Stockhausen, Tatiana Frantova
— about polyphony in Schnittke’s music, Rosa Sultanova — about contemporary musical rituals among the peoples of
Central Asia, Natalia Vlasova — about Schoenberg and Zemlinsky, Elena Mikhalchenkova-Spirina — about Kancheli,
Ekaterina Akishina — about Schnittke, Olga Ozerskaya — about Vorontsov, and Andrei Kudryashov wrote a textbook
on the theory of musical content. In addition to the aforementioned names, Kholopova’s students include professors
Ekaterina Dulova, Dina Kirnarskaya, Boris Gnilov and Irina Lozovaya.

Keywords: Russian musicology, academic school, contemporary music, diploma works, dissertations for degrees
of Candidate of Arts and Doctor of Arts, monographic works, textbooks.

MNccaeaoBaHUSA MO COBPEMEHHOMU MY3blKe
B HaY4YHOM LKOAe BareHTHHDBI XOAONOBOM

Banentnna HwukomaeBHa XonomoBa HW3BECTHA KakK CIICIMAINCT 110 COBPEMEHHOH My3BIKE, aBTOp HOBATOp-
CKUX TPYAOB IO MY3BIKaIbHON puTMHKe XX Beka, TBopuecTBy BebepHa, [IIautke, ['yOaiimynunoii, lenpuna u ap.
U B TemaTHKe AUTUTOMHBIX PabOT, TUCCEpTAMi M KHUT e€ yIeHUKOB IpeodiiafaeT My3bika XX Beka, 00pasyercs nemnas
IIKOJIa MICCIIEOBAHMH TaKoro poja. 3aMEeTHO BHUMAaHHE K M3BECTHBIM PYyCCKUM KOMITO3UTOPAM ITPOILIOTO CTOJICTHS
(CrpaBunckuii, [Iautke, ['yoaiimynuna, Tumenko, BopoHIIOB), HO MPOMCXOIUT U PACKPHITHE TBOPUECTBA 3a0BITHIX
nméH — Cepres [Iporomomnoa (AuTon PoBHep), Hukomas O6yxosa (Huno bapkamas). U3 3apyOeKHBIX KOMITO3UTOPOB
B Kitacce XomomoBoi Brepsle B CCCP u Poccun Hanmmcans! pabotel o Meccuany, Keenakucy, ['ypenkomy, Buepy,
Mancypsny, rpymme asropoB OPIT (Jlaxeaman, Pum, Bose, [lluedens, TposH, Janens3en), Bearpun (Kyprar, Cémné-
i, Jlypko, Jlanre). 3aTpoHyTHI ka3 B MON-My3bIka. [locne okoH4aHMs y4€O0BI BEITYCKHUKH Ipodeccopa co3mann
HEMaJO aKTyalbHBIX KHUT Ha pa3HbIX s3blkax: MBanka CrosHoBa — o bepmo, IllTokxaysene, Tarbsina ®panToBa —
o nomudonnu [1IauTtke, Po3a CynranoBa — 0 COBpeMEHHBIX My3bIKaJIbHBIX 00psaax HaponoB Cpenneit Azun, Haranps
Bnacosa — o IlIén6epre n Lemmuuckom, Enena ®@epanontoBa — 0 Kcenakuce, Enena MuxanuenkoBa-CrimprHa —
o Kanuenn, Exarepuna Axummaa — o IlIauTtke, Ompra O3epckast — o Boponmose, Auapeit Kynpsmos — yaebHOE
1mocoOue Mo TEOPHH MY3BIKaJIBHOTO cofepkaHus. [JoMUMO Ha3BaHHBIX MMEH, N3BECTHBIMU YYEHHKaMH XOJOMOBOH
sBittoTcs npodeccopa Exarepuna Jlynosa, nna Kuprapckast, Bopuc ['nunos, Hpuna JlozoBast.

KiroueBble clioBa: poCCHHCKOE My3BIKO3HAHHE, HaydHas IIKOJa, COBPEMEHHAas MY3bIKa, IMIUIOMHBIC Pa0oOTHI,
JUCCEePTALNU KaHIUIATCKHE U TIOKTOPCKHE, MOHOTpauH, yaeOHbIE ITOCOOHSL.
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DN
he name of Valentina Nikolayevna
I Kholopova, Merited Activist for the Arts
of Russia (1995), Laureate of the Premium
of the Government of the Russian Federation
(2011), Academician of the Russian Academy for
Natural Sciences (2011), an outstanding scholar,
music theorist, Doctor of the Arts, professor at the
Moscow State Conservatory, founder and head of
the Department of Interdisciplinary Specializations
for Musicologists (1991), founder of a significant
school of music scholarship, and a renowned
public figure, is well-known not only in Russia,
but in many countries of the world.

Thirty books by Valentina Kholopova and over
five hundred articles have already now become
an integral part of the classical fund of Russian
musicology. She is one of the leading specialists in
the contemporary artistic culture of the 20" century.

On one of the conferences devoted to contem-
porary music organized at the Moscow Conser-
vatory Sofia Gubaidulina uttered an interesting
thought. Having been asked the question of how
she evaluated the music of Russian and Western
composers of the second half of the 20" century,
she answered the following way: “In my opinion,
there are two categories of composers: the so-
called ‘disseminators’ and the ‘gatherers.”” In the
domain of musicology Kholopova undoubtedly
pertains to the first category. She is a generator of
new ideas, always being on the foremost frontiers
of contemporary music scholarship and throwing in
her hearty support of all new phenomena in music,
developing those unexplored domains which
subsequently become traditional and established.
To be more precise, Kholopova herself creates and
instigates musical scholarship. She is a brilliant
classifier, and scholarly concepts and categories
are expounded by her into a rigorous system.
Valentina Nikolayevna is a master of providing
precise and capacious definitions to various
scholarly concepts.

Valentina Kholopova has reached that pinnacle,
that mastery and profundity in music scholarship,
towards which, in our opinion, many musicologists
have an obligation to aspire. Her work in musical
research exemplifies amaximally precise penetration
into the style of the composer whose music she
is studying, and her words are sounding music,
which we are able to hear and even to see without
even looking at the musical score in question. The
music scholar’s analytical text always corresponds
adequately to the composer’s artistic style, while the
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musical compositions studied are comprehended
through the prism of ethical, aesthetical,
philosophical, religious, and culturological ideas of
their time. The reader immerses himself or herself
into the limitless artistic world of the particular
composer, whose music is presented by the scholar
as the highest spiritual substance.

Kholopova’s first book — “Fortepiannye sonaty
S. S. Prokofieva” [“The Piano Sonatas of Sergei
Prokofiev”] (written together with Yuri Kholopov)
— appeared 55 years ago (in 1961 [32]). Her well-
known works on contemporary music include
“Voprosy ritma v tvorchestve kompozitorov XX
veka” [“Questions of Rhythm in Music by 20®
Century Composers”] (1971, Bela Bartok Prize,
Hungary, 1981 [24]), “Anton Vebern” [“Anton
Webern”], first book (together with Yuri Kholopov,
1984 [33]), “Muzyka Veberna” [“The Music
of Webern”], second book (together with Yuri
Kholopov, 1999 [34]). The second book devoted to
the musical legacy of Anton Webern was published
in Russia 30 years after it was written! The two
books on Webern comprise a foundational work,
which virtually does not have any analogies either
in Russian or in Western musicology. The two
authors examine issues related to the aesthetics,
philosophy and musical language of this classic
representative of 20™ century Austrian music.

Kholopova is the author of the first monographic
books on Alfred Schnittke and Sofia Gubaidulina in
Russian musicology — “Alfred Schnittke” (written
together with Evgeniya Chigareva, 1990 [35]);
“Sofia Gubaidulina,” with an interview taken by Enzo
Restagno [28] (1% edition 1996; 2™ supplementary
edition 2008; 3™ supplementary edition 2011). The
book on Gubaidulina was published in 1996, just
in time for the Third International Contemporary
Music Festival “Sofia Gubaidulina — Giya Kancheli
— Tatiana Sergeyeva — Sergei Berinsky — Alexander
Vustin,” which took place in Moscow that year.
Especially important for musical scholars and
musicians of various fields was the subsequently
published book of Kholopova about Schnittke:
“Kompozitor Alfred Schnittke” [“Composer Alfred
Schnittke] [27] (1* edition 2003; 2™ edition 2008;
3 edition 2010).

I must also highlight the brilliant research work
on Rodion Shchedrin — “Put’ po tsentru. Kompozitor
Rodion Shchedrin” [“The Path along the Center.
Composer Rodion Shchedrin] (2000 [26]). The
book was exhibited at the International Book Fair in
Frankfurt-an-Mein in 2002.
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As a person who is always present in the thick
of things of her time, Kholopova has summed
up her knowledge in her book “Rossiyskaya
akademicheskaya muzyka posledney treti XX —
nachala XXI vekov (zhanry i stily)” [“Russian
Classical Music of the Final Third of the 20™
Century and the Beginning of the 21* Century
(Genres and Styles)”] [31]. The issues emphasized
by the author include the contrast of worldviews
of Russian composers before the emergence of
new Russia and after, radical modifications of the
opera and the symphony as the principal genres of
classical music.

Kholopova’s published works on the music of
other 20™ century composers are widely known.
Among them are Dmitri Shostakovich, Igor
Stravinsky, Edison Denisov, Roman Ledenyov,
Sergei Slonimsky, Boris Tishchenko, Victor Suslin,
Galina Ustvolskaya, Vladislav Shoot, Alban Berg,
Bela Bartok, Olivier Messiaen, contemporary
Chinese composers and a host of others.

At the present day the overall capacity of
Kholopova’s published works comprises over 1000
printer’s sheets.

Many of Kholopova’s works — her books and
separate fragments from them, as well as numerous
articles — have been translated into other languages
(German, English, Italian, French, Swedish,
Chinese, Hungarian, Polish, Czech, etc.) and
published in other countries.

Kholopova has also instilled her love towards
study and profound comprehension of contemporary
music in her students, who at the present time
comprise a large school of scholarship.

Kholopova’s pedagogical activities
continued for already over 60 years.

Under the guidance of Valentina Kholopova 43
diploma theses have been written, and numerous
dissertations have been defended — 27 for the
degree of Candidate of Arts and 5 for the degree of
Doctor of Arts [5]. Her class has formed such music
scholars as Ivanka Stoianova (Paris), Ekaterina
Dulova (Minsk), Rosa Sultanova (London), Marina
Lobanova (Germany), Elena Mikhalchenkova-
Spirina (France), Tatiana Frantova, Natalia Vlasova,
Dina Kirnarskaya, Andrei Kudryashov, Boris
Gnilov, Irina Lozovaya, Alexander Naumov
(Russia), and many others. Having herself written
numerous books and articles about many composers
from Russia and other countries (aforementioned),
she has always presented one of the centers of
attraction for students and post-graduate students

have
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who wished to research contemporary music. The
greater part of works written under her tutelage is
devoted with 20" and 21* century music. Moreover,
the research works written about a number of
composers have been the first ones in the USSR
and Russia: the first works about French composer
Olivier Messiaen, Polish composer Henryk
Mikolaj Gorecki, Romanian composer Anatol
Vieru, Armenian composer Tigran Mansurian, a
group of composers from West Germany — Helmut
Lachenmann, Hans-Jurgen von Bose, Wolfgang
Rihm, Manfred Trojan, Detlev Mueller-Siemens,
Worlfgang von Schweinitz, Hans Christian von
Dadelsen, Dieter Schnebel; a group of Hungarian
composers — Gyorgy Kurtag, Andras Szollosy,
Zsolt Durko, Istvan Lang, as well as lannis Xenakis
(parallel with Mikhail Dubov). The research works
on Nikolai Obouhov and Sergei Protopopov have
become the first dissertations to be written about
these Russian composers.

One world famous musicologist to have
emerged from Kholopova’s school is Ivanka
Stoianova from Bulgaria, who subsequently
relocated to France. She began her musicological
activities with studying Olivier Messiaen’s modes
and rhythms in her diploma work ‘“Voprosy
ritma 1 lada v tvorchestve Olivye Messiana
40-kh godov”! [“Questions of Rhythm and Mode
in Olivier Messiaen’s Music from the 1940s”]
(let us compare: the first Russian monographic
book about this composer written by Victor
Ekimovsky 17 years later?). Subsequently she has
had publications of numerous diverse and relevant
texts dealing with contemporary scholarly issues
and the most eminent 20" century composers.

In her theoretical research work “Zhest — tekst
— muzyka” [“Gesture — Text — Music”] (1978
[37]) the musicologist conceived of a new issue,
which was topical at that time — about erasing the
boundaries between high academic art, with its
centuries-long aesthetic traditions, and everyday
life. She examined the phonetics of fragmented
words, music for reading, multimedia performances
and other such phenomena as a system of devices in
the emerged transitional period. Not having taken
up a critical position in regard to these experiments,
she acknowledged the major changes which had
occurred in the practice of composition.

A fundamental work of hers was the
monographic book “Luciano Berio — chemins de
musique” [“Luciano Berio — Musical Paths”] (1985
[39]). Stoianova constantly communicated with
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Berio during her work at IRCAM from 1975 to
1980. Consequently, she wrote her 512-page book,
bearing the notion in her mind that the book was
being written not by her, butby the composerhimself.
The monographic work is based on a large quantity
of factual material, and the composer’s thoughts are
presented there in many dozens of quotations. To
achieve this documental quality the musicologist
chose an original means of arrangement of the text
of the book — in two parallel rows — one of them
presenting the utterances of Berio and many other
cultural public figures, while the second containing
Stoianova’s authorial analysis. The list of
quotations includes those of poets, philosophers and
musicians: Umberto Eco, Clément Rosse, Vincent
Descombes, Eduardo Sanguinetti, Marcel Proust,
Italo Calvino, Pierre Boulez, Cathy Berberian,
Vinko Globokar and others. The chapters of the
book are arranged according to genres, among
which are: “Voice” (dealing with Berio’s “Visage,”
Folk Songs, “Sequenza No. 3”), “Quotations,”
(“Sinfonia”), “Words” (“Circles,” “Epiphanies,”
“A-Ronne”), “Scene” (“Opera”), “Along the Paths”
and numerous other compositions. Throughout the
extensive space of her book Stoianova illustrates
Berio’s unusual, extremely broad aesthetics,
embracing both serialism and folk songs, and also
analyzes his musical scores. In her opinion, the
musical works of this composer pose and to an
extent solve the main problems of contemporary
music: elaboration of the new structural principles
of the post-war avant-garde music, incorporation
of musical techniques of non-European origins,
bringing in naturalistic sound effects, techniques
of quotation and collage, modification of vocal and
instrumental performance by means of electronic
textures, use of phonetics of sounds in semantic
and asemantic contexts, and transformation of
traditional theater. The publication of this book
received a prize from the Charles Cros Academy
as the best book about music written in French

(1985).
Stoianova’s  significant work  Karlheinz
Stockhausen “Je suis les sons...” [Karlheinz

Stockhausen “I am the Sounds...”] (2014 [38]) is
based on the material of the composer’s numerous
musical compositions and articles, as well as
interviews with the women who were the closest to
him. In all fairness, while dubbing this figure the most
outstanding and inventive composer in the music of
the second half of the 20" century, she examines
the principal aspects of his musical language: his
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discoveries in the domain of organization of musical
time, the formulaic principle in his compositions,
the development of the spatial parameter, the
metaphor of light in his stage compositions (the
operatic heptalogy “Licht”), and the connection
with Wagner’s idea of Gesamtkunstwerk in his
interest in synthetic, total works of art.

When creating her two-volume “Textbook of
Musical Analysis,” a most unusual phenomenon in
France (1996, 2000), Stoianova stemmed from the
traditions of the Moscow Conservatory: Volume 1
dealt with simple and complex classical forms,
while Volume 2 presented variations, sonata form
and the cyclical forms [40; 41].

Tatiana Frantova wrote such a fundamental
research work on polyphony in the works of Alfred
Schnittke (her book and dissertation for the degree
of Doctor of Arts “Polifoniya A. Shnitke i novye
tendentsii v muzyke vtoroy poloviny XX veka”
[“The Polyphony of Alfred Schnittke and New
Tendencies in the Music of the Second Half of the
20™ Century”], 2004, 2005 [22; 23]), that it actually
became a teaching about contemporary counterpoint
in general, with maximally succinct generalization
and classification of a variety of contrapuntal
phenomena in late 20™ century music.

Among the well-known Russian research
works in this field, Frantova’s work is distinguished
by its principally broader interpretation of the very
concept: not only as a compositional one, but as a
category of human thought which has realized in
the artistic sphere. Her specific paradigm is such:
polyphony is a “broad metaphorical interpretation
applicable towards manifold phenomena of
culture, art, human thinking and consciousness”;
“polyphony as a contemporary artistic universal”
[22, p. 12, 41]. In connection therewith, she takes
into account thoughts of various philosophers and
writers, for example, the utterances of Claude Levi-
Strauss about the 20" century being the time of
“a polyphony of polyphonies” [Ibid., p. 14],
and those of Thomas Mann about the novel as a
work based on “the technique of counterpoint,
contexture of themes, in which the role of the
motives is played by ideas” [Ibid., p. 13]. In
connection the arts of cinema and theater she bases
herself on the ideas of Sergei Eisenstein, Vsevolod
Meierhold and many others. When passing from
polyphony to music, Frantova demonstrates the
latter in the context of virtually all the leading
20" century composers, including Schoenberg
and his school, Stravinsky, Bartok, Hindemith,
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Prokofiev, Shostakovich, Messiaen, Stockhausen,
Denisov, Sergei Slonimsky and many others.
In regard to the polyphony in Schnittke’s music,
she asserts that for this composer this presents not
merely a technique, but the idea of creativity in
whole [ibid., p. 80]. In connection with his music
she presents a whole set of original typologies of
contrapuntal phenomena, in which she compasses
all the innovative characteristics of 20" century
music. The latter include poly-ostinato, rhythmic-
contrapuntal and single-plane forms [Ibid., 96].
The musical legacy of Schnittke becomes inducted
into the entire “cosmos” of philosophical and
artistic thought of the 20" century.

A special theme in contemporary music is
elaborated by Rosa (Razia) Sultanova. She wrote
her dissertation on the rhythmic system of the
Shashmaqom (1987) [19]. After having moved from
Uzbekistan to the United Kingdom, she broadly
expanded her activities in the field of traditional
folk music of different countries, researching the
present-day rituals of Uzbekistan, Tadzhikistan,
Kazakhstan, Turkmenistan, Azerbaijan, Tatarstan,
Turkey, Cyprus and Afghanistan. She has had a
publication in Russian of her work “Poyushcheye
slovo uzbekskikh obryadov” [“The Singing Text of
Uzbek Rites”], and in English (and, subsequently,
Korean) — her book “From Shamanism — to Sufism:
Women, Islam and the Cultures of Central Asia”
(2014 [42]), while her books soon to be published
are “The Popular Music of Afghanistan” [43] and
“Turkic Music: from Shamanic Voices to Magam,
from Zhikr to Hip-Hop” [44].

Let us examine several of the issues in
Sultanova’s works. On the basis of her dissertation
she has published her work “O vzaimosvyazyakh
usulya i ritma melodii v vokal’nykh chastyakh
Shashmakoma” [On the Interconnections of the
Usul and the Rhythm of Melody in the Vocal Parts
of the Shashmaqom™] [17]. At the time of her
writing the issue of rhythm in the mentioned field
had not yet been claborated. Sultanova came up
with a number of concise conclusions in her chosen
theme. She asserted that it is not advisable in the
context of Uzbek culture to apply the methods
derived from European meter and rhythm. In the
simultaneous presence within the melodic line
of the singing voice and the usul beaten out on
a percussion instrument it is worthwhile to see
the junction into one of two rhythmic systems:
in the melody — the quantitative principle (just as
in the times of Antiquity, B.C.E.), and in the usul
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— the qualitative principle, stemming from the
tradition of the Eastern rhythmic ostinato. At the
same time, the rhythmical structures of the usul must
not be notated as rhythms divided into European
measures: they indeed present stable, historically
established formulas, which is common for many
cultures of the East. Having examined the various
poly-combinations, Sultanova also considered
the question of the poly-semantic qualities of the
melody and the usul, having demonstrated their
distinctions in relation to the dynamics of the entire
musical form.

Having researched the issues of historical
continuity of Islamic cultural traditions in the
world, first of all, in the USSR and taking Soviet
Uzbekistan as an example, Sultanova has revealed
a remarkable means for their preservation — through
the traditional rites carried out by women. She
elaborated on this topic in her work “Muzyka,
sokhranyonnaya za stenoy” [“Music Preserved
behind a Wall”] [16]. The author explains that the
Soviet regime suppressed not only the Orthodox
Christian church, but also the adherents to the
Muslim faith, since it saw them as no less great
enemies, and tried to repress the men. And only the
women, concealed in the isolated premises of the
ichkari [homes], had the ability to carry out their
traditional rites. Those rites pertained to all the
important moments of human life: birth, marriage
with all of its respective stages, and overcoming the
hardships of death. As Sultanova writes about this
topic researched by her: “today it may be already
said with certainty: all the traditional culture ended
up being preserved by women” [Ibid., p. 36].

The main scholarly issues in the theoretical
works of the school of Kholopova turned out to be
those related to philosophy, aesthetics, composition
and musical content.

Among the philosophical-aesthetical issues we
shall highlight those brought up in the works about
20™ century Austrian composers, Nikolai Obouhov,
Sergei Protopopov and lannis Xenakis.

Two books of landmark nature about 20™
century Austrian composers were written by Natalia
Vlasova: her monographic book “Tvorchestvo
Arnol’da Shenberga” [“The Music of Arnold
Schoenberg”] (2007 [7], which she defended as
her dissertation for the degree of Doctor for the
Arts) and her book “Aleksandr Tsemlinsky. Zhizn’
i tvorchestvo” [“Alexander Zemlinsky. Life and
Music”] (2014 [6]), which was the first large-scale
work about this composer written in Russian®.
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In her work about Schoenberg the autonomous
first part of the book is devoted to the philosophy,
aesthetics, as well as the poetics of the composer’s
music. But the greater part of the work consists
of analysis of all of Schoenberg’s compositions
in chronological order, from the first to the last.
Although the artistic philosophy of the founder of
the Second Viennese School has been elucidated
adequately in world literature (and not only in
relation to his music), Vlasova has been successful
for the first time in a book written in Russian to
conjoin into one entity all the essential sides of his
thinking. The chief trait highlighted by the author in
Schoenberg is his paradoxical quality. Furthermore,
she juxtaposes his aspiration towards novelty with
his conservative tendencies, the essential departure
from tonality and the return to certain features of it,
the declaration of the primacy of intuition and the
elaboration of a rational method of composition, etc.
Most fundamental is the emphasis in the book of that
world-perception prevalent in the early 20" century,
which Vlasova calls the “‘maximalist’ pathos” [8,
p- 10], which impelled Schoenberg to regard the
artist as a Messiah, a God-Man. In addition, the
author does not leave out the mysticism of the idea
of “Swedenborg’s heavens” in Balzac’s “Seraphita,”
which exerted its influence on the perception of the
efficacy of the 12-tone series in all the directions
of composition. At the same time, in the second
part of the book, devoted to the analysis, especially
important is the professional analysis of every single
composition by Schoenberg, which makes the book
so indispensable for those who turn their attention
to the composer’s music.

In writing the research work on Alexander
Zemlinsky, the merit of the author is perceivable
from the very choice of the subject: this composer,
who during his life had been so significant for the
composers of the Second Viennese School, was
subsequently forgotten for many decades, and the
interest in him was revived only after the exhaustion
of the tendencies of the post-war avant-garde. The
personality as a composer of “Schoenberg’s teacher”
appears in complete contrast to that of his pupil, which
provides a glimpse of the rather motley array of styles
in Schoenberg’s surroundings and the aesthetical
fractionation within the famous trio of the Second
Viennese School. It must not appear as surprising to
us, but the demarcation line between Schoenberg’s
and Zemlinsky’s aesthetics turns out to be manifested
in their respective attitudes toward tonality. The latter
remains consistently a tonal composer, and this is
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emphasized by Vlasova in her introductory “sketch
of the composer and person” of her monographic
work. Further on, she defines him as “a lyricist
in his uttermost essence, who is interested not in
supernal heights, not in large-scale conceptions and
generalizations, but in the life of the human soul in all
of its manifestations” [5, p. 9]. From this aesthetical
dominant idea the musicologist also deduces the
composer’s preference for vocal music — songs and
operas (among the latter especially interesting was
his plan to set to music Maxim Gorky’s “Malva”).
Within Schoenberg’s school the closeness of Alban
Berg to Zemlinsky is shown, since the former
dedicated his “Lyrical Suite” to the latter and inserted
a quote from “Lyrical Symphony” composed by the
addressee of the dedication.

Nino Barkalaya in her dissertation written
for the degree of Candidate of Arts “Estetika i
kompozitorskaya tekhnika Nikolaya Obuhova v
kontekste russkogo i frantsuzskogo modernizma”
[“The Aesthetics and Compositional Technique
of Nikolai Obouhov in the Context of Russian
and French Modernism”] (2011 [3]) examined the
composer’s music in connection with the most
complex aesthetics of the epoch of “the mad years”
(or les années folles, the French title of the Russian
Silver Age). There has already been a publication
of Elena Poldyayeva’s monographic book about
Obouhov*, where the main task was the recreation
of the composer’s artistic path based on archival
material, for the first time in Russian. In her turn,
Barkalaya became directly preoccupied with the
most important questions related to philosophy and
religion, as the result of such artistic intentions of
Obouhov as the grandiose synthetic composition
“Le livre de vie” [“The Book of Life”], as well as
“Le troisiéme et dernier testament” [“The Third
and Last Testament”]. In their conceptions such
works of Obouhov presented not absolute music,
but sverkhiskusstvo [supra-art] (the term of Russian
philosopher Nikolai Fedorov®). In essence, Obouhov
maintained the religious-philosophical conception
of Alexander Scriabin’s “Mysterium,” which also
had been conceived of as supra-art, called on to
transform humanity spiritually. Barkalaya proves
that Obouhov envisaged his special mission in the
world, just as Scriabin did, as well as Schoenberg.
Among the questions related to the music, she
analyzed Obouhov’s “psycho-analytical form” and
“absolute harmony,” and for the first time provided
generalizing definitions for the character of his
musical compositions.
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In the aesthetical context of the Russian Silver
Age, as well as the subsequent artistic tendencies
developed in Soviet Russia, for the first time
the musical legacy of Sergei Protopopov is
examined in Anton Rovner’s dissertation for the
degree of Candidate of Arts “Sergei Protopopov:
kompozitorskoye tvorchestvo i teoreticheskiye
raboty” [“Sergei Protopopov: Musical Compositions
and Theoretical Works”] (2011 [15]). Protopopov
was a student of the famous musical theorist Boleslav
Yavorsky and remained a follower of his teachings
for the rest of his life. In the 1920s the composer
developed an original modernist harmonic language
derived from the “Yavorsky modes,” which he
used in his major compositions, written during that
decade: three piano sonatas and various vocal works.
The harmonic language was expressed for the most
part in symmetrical scales (similar to Messiaen’s
modes of limited transpositions), with “dissonant”
pitches, which fell outside of these scales, but were
resolved into them. Protopopov’s musical style
was formed against the background of many of the
aesthetical trends of the Silver Age — Symbolism,
Futurism, Cubism, Cubo-Futurism, Suprematism,
Impressionism, Expressionism and others. The
composer organically combined together features
of such contrasting stylistic trends as Symbolism
and Cubo-Futurism. The traits of Symbolism were
demonstrated by romantic textures and emotional
moods, in a way similar to the music of late Scriabin,
as well as the numerous symbolic performance
indications written in French and Italian (sometimes
in Russian). The features of Cubism were realized
in harsh textural sonorities, extended geometrically
into textural blocks, which replaced each other
through abrupt changes, thus creating the large-
scale forms of the compositions. Rovner also shows
the stylistic break in Protopopov’s music, when in
the early 1930s due to the ideological pressure of
the Soviet authorities he, like a number of other
modernist composers in the country, was forced
to abandon his modernist musical aesthetics in
favor of a more traditional musical style with tonal
harmonies. To a degree, this turn to tonality was also
caused by the composer’s own artistic inclinations.
In the early 1930s he wrote an opera “The First
Cavalry Brigade,” where he combined his receding
modernist style with his emerging traditional style.
He expressed his departure from his modernist style
and the “Yavorsky modes” in a lyrical manner, by
composing a song “I had loved you” to a poem by
Alexander Pushkin, in which his modernist style
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is subsumed by a traditional musical language.
Towards the end of his life, in 1948 Protopopov
made a completed version of Scriabin’s unfinished
mystical composition, the “Prefatory Action,” using
Scriabin’s literary text and scoring it for reciting
voices, chorus and two pianos.

Elena Ferapontova, having turned Iannis
Xenakis” vocal compositions, found a new
philosophical-aesthetic approach to this unique
personality and delineated a new image of this
composer, different from the customary one: not an
avant-garde constructivist, but a humanitarian social
activist. This was expressed in her dissertation for
the degree of Candidate of Arts “Vokal ’naya muzyka
lannisa Xenakisa kak fenomen kompozitorskogo
tvorchestva” [The Vocal Music of Iannis Xenakis
as a Phenomenon of Compositional Creativity”]
(2008 [20]), as well as her book “Iannis Xenakis.
Vokal’noye tvorchestvo” [“lannis Xenakis. Vocal
Music”] (2011 [21]).

Ferapontova’s  perspective is  essentially
different from that of heightened interest in the
constructivism in Xenakis’ musical thinking
demonstrated by the majority of researchers in
Russia and in other countries. Most typical are the
works of such music scholars as André Baltensperger
“lannis Xenakis und die Stochastsche Musik.
Komposizion im Spannungsfeld von Architektur
und Mathematik™® [“Tannis Xenakis and Stochastic
Music. Composition in a Field of Tension between
Architecture and Mathematics”], and Benoit
Gibson “Xenakis. Organisation sonore, techniques
d’écriture, orchestration™ [“Xenakis. Sound
organization, techniques of writing, orchestration”].
In regard to Xenakis’s vocal music, the researcher
outlines a different aesthetical world of the
composer, which emerges from the incorporation of
the living human voice and verbal text. This world is
more concrete, even more narrative-oriented, as the
result of the composer’s attention towards Ancient
Greek tragedies; it is theatrical and at times contains
descriptive elements. While in the composer’s
instrumental music each new opus contains
(in her words) only an “uncompromising movement
forward,” “a reliance on the tradition of culture is a
fundamental quality of Xenakis’ vocal music” [21,
p. 42]. Ferapontova emphasizes that it is particularly
in the vocal music the humanism and civic political
pathos of this 20" century composer demonstrates
itself most distinctly. She indicates at the title of
the composition “Polla ta dhina” for children’s
chorus and orchestra, in which Sophocles’ words
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“Wonders are many, and none is more wonderful
than man” are set to music. She refers to the title
of the chorus “Serment-Orko¢” set to the words of
the Hippocratic Oath. She notes that having lived
through the horrors of World War II, Xenakis wrote
such compositions as “Nekuia” (“The Killed”) for
chorus and orchestra and his choral composition
“For Peace.”

In regard to musical composition Kholopova,
being the author of a fundamental Russian musical
textbook “Formy muzykal’nykh proizvedeniy”
[“Forms of Musical Compositions”] (St. Petersburg,
1999;2001; 2006; 2013 [29]), has always demanded
of her students a thorough knowledge of musical
form and the solution of its undisclosed aspects. Let
us turn our attention to some of these issues.

A productive path of analysis of composition
was opened up by Elena Mikhalchenkova-Spirina,
having turned to the symphonies of Giya Kancheli.
She examined the musical form of this composer
on the basis of dramaturgy. This new method is
demonstrated in her dissertation for the degree
of Candidate of Arts “Teoreticheskiye problemy
simfonicheskogo  tvorchestva Gii  Kancheli:
dramaturgiya, muzykal’nyy yazyk” [“Theoretical
Issues in Giya Kancheli’s Symphonic Music:
Dramaturgy, Musical Language”] (Moscow, 1983)
and her book “Simfonicheskaya dramaturgiya Gii
Kancheli” [“The Symphonic Dramaturgy of Giya
Kancheli”] (1997 [13]). The peculiar features
in Kancheli’s dramaturgy as seen her were:
dramaturgical parallelism, block form-generation,
and subito-contrast upon changes of blocks of music.
The continuing musical block is determined by a
unity of type of its expressivity, in the characteristic
cases — the contemplative and the active. Several
blocks coordinating with each other at a distance
create a special kind of theme — the macro-theme
(a term of Vera Valkova). The number of macro-
themes may be diverse — from two (Symphonies
No. 1-4) to seven (No. 6). The aesthetically
delineated type of symphonic organization was
connected by the author with 20" century neo-epic
dramaturgy and the traditions of Georgian music.

The compositional and dramaturgical regular
occurrences linked with tendencies of genre and
style related to opera are elaborated by me in my
dissertation for the degree of Doctor of the Arts
“Russkaya opera XIX - nachala XXI vekov.
Problemy zhanra, dramaturgii, kompozitsii”
[“Russian Opera from the 19® Century to the
Early 21¢ Century. Issues of Genre, Dramaturgy,
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Composition”] (2012, academic advisor —
Valentina Kholopova) [11]. A study was made
of such brilliant, innovative compositions as
Nikolai Sidelnikov’s large-scale operatic dilogy
“Chertogon” (1981), Rodion Shchedrin’s “The
Enchanted Wanderer” (2002) and “Boyarynya
Morozova” (2006), Ivan Sokolov’s “The Poor
Cavalier” (2000), Vladimir Tarnopolsky’s “Wenn
die Zeit uber die Ufer tritt” (1999) and others.
Most of the operas have been studied for the
first time. These compositions viewed within
the context of artistic paradigms of turn-of-the-
century art were expounded in my book “Russkaya
opera vtoroy poloviny XX — nachala XXI vekov:
zhanr, dramaturgiya, kompozitsiya” [“Russian
Opera of the Second Half of the 20" Century
and the Early 21% Century: Genre, Dramaturgy,
Composition”] (2011 [12]). The book presents
a genre classification of operatic works of the
indicated historical time period, as well as a
method of analysis of opera, formulating the basic
guidelines, which are determinant in the study of
this genre. Each concrete composition is analyzed
according to single methodological criteria: first
of all, elucidation is made of the specific features
of the genre of a particular operatic masterpiece,
which predetermines, in its turn, the principles
of musical dramaturgy and the peculiarities of
composition of opera, in general, including the
various levels of organization — from the lowest to
the highest.

Olga Ozerskaya, after having studied the major
chamber and orchestral works of the presently living
composer Yuri Vorontsov (b. 1952), asserted the
absence in the composer’s music of the very system
of Igor Sposobin’s six functions and, as a result, the
essential non-classic quality of musical form, albeit
with the possibility merely of applying to it Boris
Asafiev’s functional triad i-m-t (Ozerskaya O. V.,
“Vorontsov Yu. V. Esteticheskiye vzglyady i
muzykal’naya kompozitsiya” [“Yuri Vorontsov.
Aesthetical Views and Musical Composition™] [14]).

Among the separate parameters of musical
composition, along with pitch, special attention
is always given to rhythm. Kholopova herself has
written two books about rhythm in music [24; 25]
and has placed rhythm in a most important place
in her monographic book about Gubaidulina [28].
However, an absolutely distinct phenomenon is
formed by Sofia Gubaidulina’s technique, when she
elaborates a system of transfer of pitch relations
into rhythmical ones. These transformations are
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researched by Natalia Brugger in her work “‘Glo-
rious Percussion’ Sofii Gubaidulinoy. Traktovka
udarnykh, kompozitsii, soderzhatel’nyy aspect”
[““Glorious Percussion’ by Sofia Gubaidulina. An
Interpretation of Percussion, Composition and the
Aspect of Content] [4]. The composer stems from
the thought that all pitches are essentially pulses in
time, but we do not perceive them that way. She sets
the task before herself to manifest these proportions
in certain particular rhythms by means of numerical
expressions of intervallic correlations. She makes
use of indications in herz numbers of cycles per
second of the pitch of each sound and subtractive
tones of intervals, all of which are correlated with a
scale of tempi and lengths of measures, which results
in a set of definite durations, becoming the audible
rhythmic pulsations of inaudible temporal pulses
of the pitches. The harmonics of the overtone and
the so-called under-tone scales are audibly reflected
in thythms with diminutions or augmentations of
durations.

While studying the parameters of musical
composition, Kholopova discovered that in
contemporary music there exist conjoined parameters,
which cannot be divided into the traditional ones —
texture, articulation, rhythm, etc. Such conjoined
parameters she saw in numerous compositions of
Gubaidulina. And since it reveals itself as a certain
type of musical expressivity, she dubbed it the
“parameter of expression,” and discerned in it the
antithesis of functions — “consonance of expression”
(legato, continuity of texture, monorhythmy) and
“dissonance of expression” (staccato, tremolo,
trill, discreteness of texture, polyrhythmy). These
varieties of sound blocks comprise musical forms
[28, p. 125, 138, 142, 163, etc.]. With the aid of this
method cellist and musicologist Irina Shevtsova was
able for the first time to determine the forms of the
famous 10 Etudes for Cello Solo (1974), perceived
the concise relief design of “Detto-I"” (1982), the
Sonata “Rejoice!” (1981/88), and other compositions
(dissertation for the degree of Candidate of Arts
“Sochineniya Sofii Gubaidulinoy dlya violoncheli:
problemy muzykal’nogo soderzhaniya, kompozitsii
i traktovki instrumenta” [“Compositions by Sofia
Gubaidulina for Cello: Issues of Musical Content,
Composition and Interpretation of the Instrument™],
2014 [36]). In her turn, Valeria Gorokhovskaya
found the manifestation of this conjoined parameter
in the music of Penderecki, Gorecki, Part, Denisov,
and especially Lachenmann, and expounded on it in
her diploma thesis “‘Parametr ekspressii’ v muzyke
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XX veka” [“The ‘Parameter of Expression’ in 20
Century Music”] (1995 [9]).

Finally, since Kholopova is the creator of her
own original theory of musical content, with an
elaboration of firmly substantiated categories
tested by practice, this problem range is
continuously being mastered by her students. And
the present theoretical conception (along with
the elaborations of her colleagues — Liudmila
Kazantseva and Liudmila Shaymukhametova)
presents the most innovative theory in Russia in
the 21% century. The most important categories of
this new teaching include the dyad of “specialized
and non-specialized musical content” and the
triad of “the three sides of musical content” (see
Kholopova’s research work “Fenomen muzyki”
[“The Phenomenon of Music”] [30]).

One of the most significant works in this
tradition is Andrei Kurdyashov’s textbook “Teoriya
muzykal’nogo soderzhaniya. Khudozhestvennye
idei yevropeyskoy muzyki XVII-XX vekov” [“The
Theory of Musical Content. The Artistic Ideas of
European Music from the 17" to the 20" Centuries”]
addressed to musical institutions of higher education
[12], a book of essential importance, with the most
important insights about music, serving for the
enrichment of musical education in Russia.

Kudryashov turned to contemporary music in
the last chapter of the book “Soderzhaniye idey
muzyki XX veka” [“The Content of the Ideas of
20" Century Music”]. Among the posed issues
are the artistic ideas of modernism, avant-garde,
neo-baroque and neoclassicism, in particular, the
neoclassical ethos of stylistic models in the music
of the first half of the 20" century (on the example
of compositions by Igor Stravinsky, Alban Berg,
Dmitri Shostakovich), and the semantic meaning
of symbolism in the music of the second half of the
20" century (on the example of the works of Arvo
Part, Alfred Schnittke and Sofia Gubaidulina). This
book, being an original and innovative research
work, contains a concentrated conjunction of
categories of humanitarian scholarship — those
pertaining to philosophy, aesthetics, literary
criticism, art criticism and musicology proper.
It enables musicians of all fields to comprehend
musical compositions of various artistic directions
and styles through the prism of established cultural
paradigms, and also, which is very important, to
bring to the level of perfection their musical-
semantic ear as one of the most indispensable
professional qualities.
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The students of the professor brought in
the problem range of content into their works,
along with issues of composition, performance,
and sometimes contiguous disciplines. Thus, in
Ekaterina Akishina’s dissertation for the degree
of Candidate of Arts “Semanticheskiye aspekty
analiza tvorchestva A. Shnitke” [“The Semantic
Aspects of Analysis of the Music of Schnittke”]
(2003 [1]) the content-related method was formed
as an intermingling of semiotics and musicology
(subsequently her book “Problemy interpretatsii
soderzhaniya muzykal’nykh proizvedeniy Alfreda
Shnitke” [“Issues of Interpretation of the Content
of Alfred Schnittke’s Musical Compositions™],
2013 [2] was published). The entire semantic
approach was developed by her independently,
whereas Kholopova, who wrote the first two books
on Schnittke (one together with Evgenia Chigareva
[35]), did not introduce the theory of semiotics into
either of them.

The framework of Akishina’s research was
formed by Kholopova’s theory of the three sides
of musical content (emotion, depiction and
symbolism). The author placed the symbolic side
first, having a good sense of the semantic nature
of Schnittke’s music. She did such an original
elaboration of the composer’s symbolism that she

GYys—

' Stoianova 1. (Kristeva). Voprosy ritma i lada v
tvorchestve Olivye Messiana 40-kh godov: diplomnaya
rabota [Questions of Rhythm and Mode in the Music
of Olivier Messiaen of the 1940s: Diploma Thesis].
Moscow, 1970. Vol. 1. 137 p.; Vol. 2 (Supplement with
Musical Examples). 51 p. MS located in the Library of
the Moscow State P. I. Tchaikovsky Conservatory.

2 Ekimovsky V. A. Olivye Messian [Olivier
Messiaen]. Moscow: Sovetsky kompositor, 1987. 304 p.

3 The source material was served by the diploma
thesis. See: Vlasova N. O. Problema “novoy prostoty”
v tvorchestve kompozitorov FRG 70-80-kh godov:
diplomnaya rabota [The Issue of “New Simplicity” in
the Music by Composers from the Federal Republic
of Germany of the 1970s and 1980s]. Moscow, 1989.
92 p. MS located in the Library of the Moscow State
P. I. Tchaikovsky Conservatory.
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succeeded in reaching the profound essence of his
musical style, having touched upon the symbolism
of the ethical order, with the contrast of good and
evil. In the symbolism of evil there was a highlight
of “infernal evil,” “das Bose,” and “evil as broken
good.” At the same time, in the symbolism of
good there was “catharsis as the highest good” and
“contritio (repentance) as a human-based good.”
Akishina was able to make some additional musical
discoveries in the other two sides of musical content
in the context of Schnittke’s music. For example, in
the sphere of depiction she disclosed the depiction
of the objectless (“the devil’s thoughts” in the
“Faust Cantata”). Within the emotional sphere,
notwithstanding the manifold negative images,
she ascertained the prevalence of the dynamics of
ascending motion, which “contains a profoundly
concealed fundamental positive element.” [2,
p. 87].

In this article the numerous works of Professor
Kholopova’s students are characterized only briefly.
Nonetheless, even from this presented overview
of a selected set of books and dissertations it
may be seen that the works pertaining to the
musicological school of Valentina Kholopova
have always been and remain on the forefront of
Russian musicology.

NOTES ~—&o( <

4 Poldyayeva E. G. Poslanie Nikolaya Obukhova.
Rekonstruktsiya biografii [The Message of Nikolai
Oboukhov. Reconstruction of a Biography]. Moscow:
Russkiy put’, 2008. 292 p.

> A term coined in 1899, see: Feodorov N. F. O dra-
makh Ibsena i o sverkhiskusstve [About Ibsen’s Dramas
and About Supra-Art]. Feodorov N. F. Statyi o literature i
iskusstve [Articles on Literature and Art]. URL: http://www.
bolesmir.ru/index.php?content=fedorov&name=f-write.

¢ Baltensperger A. Jannis Xenakis und die
Stochastische Musik: Komposition im Spannungsfeld
von Architektur und Mathematik. Bern: Verlag Paul
Haupt, 1996. 709 S.

7 Gibson B. Xenakis. Organisation sonore, techni-
ques d’écriture, orchestration. D.E.A. Paris, Ecole des
Hautes Etudes en Sciences Sociales / Ecole Normale
Supérieure / IRCAM, 1992. 95 p.
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mst Banentunst HukonaeBHbl XoJ0moBoW —

3aciyXeHHOro Jesitens HUcKyccTB Poccum

(1995), naypeara Ilpemunm IlpaBuTenscTBa
P® (2011), akagemuxa PAE (2011), BeLmatomerocs
Y4EHOTO, TEOPETHKA MY3BIKH, JOKTOpa HMCKYCCTBO-
BezieHus1, podeccopa MOCKOBCKOW KOHCEPBATOPUH,
3aBeYIOIIEH €10 JKe CO3JaHHOH Kadenpoit Mexnuc-
UTUTMHAPHBIX CHEIHATU3ai My3bIkoBenoB (1991),
ocHoBaressl OONBIIOW HAYYHOW LIKOJBI, OOIIECTBEH-
HOTO JEATeNsl — IUPOKO U3BECTHO HE TONBKO B Poc-
CHUH, HO ¥ BO MHOTHX CTpaHaxX MHUpa.

Tpuanare kaur BaneHTHHB! X0I0NMOBOW U CBBIILIE
MSATUCOT CTATEH YK€ CErO/IHS BOIIN B KJIACCUYECKHUM
(hoHI oTeuecTBEeHHOTO MYy3bIKO3HaHH. OHa SBISETCS
OJTHUM W3 BEYUIMX CIEIHATNCTOB MO MY3bIKAJIbHOM
KynbsType XX Beka.

Ha onHolt u3 KoH(epeHIui o COBpeMEHHOH My-
3bIKE, IIpoxoauBLIed B MOCKOBCKOM KOHCEpBaTOpHUH,
Codus ['yOaiimyniHa BeICKa3alia HHTEPECHYIO MBICTb.
Ha Bompoc o ToM, Kak OHa OLIEHHMBAET TBOPYECTBO
OTEYECTBEHHBIX M 3alaJHBIX KOMIIO3UTOPOB BTOPOM
MOJIOBUHBI XX CTOJNETHsI, OHA OTBETHJIA CIICAYIOIEE:
«Ha mo# B3I, €cTh JBE KaTeTOPUH KOMIIO3UTOPOB
— TaK Ha3bIBaeMble “cesrenu’” U “‘cobuparenu”». Xo-
JIOTIOBa B MY3BIKOBEIGHUH OTHOCHTCS, 0€3yCIOBHO,
K nepBoii kareropun. OHa SIBISETCS TEHEPaTOPOM HO-
BBIX WJIeH, HAXOAUTCS Ha MEePEeI0BhIX pPyOexkax coBpe-
MEHHOM HayKH U OXOTHO MOJJAECPKHUBAET BCE HOBOE,
pa3pabarbiBaeT T€ HEU3BEJAHHbIE OOJIACTH, KOTOpHIE
BITOCJIC/ICTBUN CTAHOBSITCS TPAAUIIMOHHBIMH U YCTO-
seiuMucs. Tounee, Xonomnosa cama co31a€T U JeiiacT
Hayky. OHa — Gnectsmuil KIaccu(ukaTop, HaydHbIE
TIOHATHUS M KaTETOPUU M3JIararoTcs €0 B CTPOroil cu-
cteme. Banentnna HukonaeBHa — MacTep TOYHBIX H
EMKUX OMpeneTIeHUI pa3TUIHbIX HAYYHBIX TOHATHH.

Banentnna HuxonaeBHa XosomoBa JOCTHIIIA
TO BEPIIMHBI, TOTO MAaCTEPCTBA U TNIyOWHBI B HayKe,
K KOTOPBIM JIOJDKHBI CTPEMHTHCSA, Ha Hall B3MIIA,
MHorue yu€Hble. E€ wucciaenoBaHUs OMUIETBOPSIOT
MaKCHUMaJbHO TOYHOE BXOXKICHHE B CTWJIb KOMIIO-
3UTOpa, €€ CIoBa — 3ByYalllas My3bIKa, KOTOPYIO MBI
MOYKEM YCJIBIIIATh WIH 1aXe YBUIETb, HE TIISS B Iap-
TuTypy. CIOoBO Y4€HOro BCerjaa aJieKBaTHO COOTBET-
CTBYET XyJ0KECTBEHHOMY CTHJIIO KOMIIO3UTOPA, & €T0
MIPOU3BEACHUS OCO3HAIOTCA Yepe3 MPU3MY STHUECKHUX,
3CTETUYECKUX, GUIOCO(CKUX, PEIUTHOZHBIX, KYJIBTY-
pOJIOTMYECKUX HJIeH CBOero BpeMeHu. UuTarens mo-
rpy’kaeTcss B Oe3rpaHUYHbIN XyHO)KECTBEHHBIH MUD
KOMIIO3UTOpa, TBOPYECTBO KOTOPOTO MPEICTABICHO
y4EHBIM KaK BbICIIIAs TyXOBHAs CyOCTaHIIHS.

[lepBas xHura — «®DopTenuaHHbIE COHATHI
C. C. IlpokodsreBa» (coBmectHo ¢ FOpuem Xosoro-
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BBIM) — niosiBUJIach 55 net Hazax (1961 [32]). K uzsecr-
HBIM TPYJaM 10 COBPEMEHHOM My3bIKe OTHOCATCS «Bo-
MPOCHI pUTMA B TBOPUYECTBE KOMITO3UTOPOB XX BEKa»
(1971, mpemust umenu benbr baproka, Benrpus, 1981
[24]), «AnTOoH BebGepn», kHHra neppas (COBMECTHO
¢ FOpuem XononoseiMm, 1984 [33]), «My3bika Bebep-
Ha», KHUTa BTOpas (coBMecTHO ¢ FOprem XoI0noBbIM,
1999 [34]). Bropas kHura, mocBsIIEHHAS TBOPUECTRY
AmnTtona BebGepHna, Obuta n3gana B Poccun numib cry-
ctst 30 ner mocne e€ coznanus! [IBe kauru o Bebepre
SIBISIFOTCS (DyHIAaMEHTAJIbHBIM TPYOM, KOTOPBIA Ipak-
TUYECKH HE MMEeT aHAJIOTOB HU B POCCHIICKOM, HU B
3anaHOM MY3bIKO3HAHUH. ABTOPBI HCCIIENYIOT IPO-
07eMbl ACTETUKH, (PUI0cOo(UHU, MY3bIKATIBHOTO S3bIKA
KJIACCHKA aBCTPUMCKON My3bIKH XX BEKa.

CoOpITHEM B MY3BIKaJbHOM MHpE CTalld TEpBbIE
B OTEUECTBEHHOM MY3BbIKO3HAHUH MOHOTpaduu 00 AJb-
¢pene Iautke u Codpuu ['ydaitmymunoi — « Anbdpen
Tuutke» (B coaBropctBe ¢ EBrenuein Uurapésoi,
1990 [35]); «Codus I'ybaiimynanna», ¢ FHTEPBBIO DHLO
Pecranno [28] (1-e uzn., 1996; 2-e, nom. uzn., 2008;
3-e, pon. uzn., 2011). Kuura o I'yOaiinynuHoit Oblia
BhIy1ieHa B 1996 rony crenuanbHO K IPOXOAUBLIEMY
B Mockse III MexayHapomHoMy (ecTUBaIO COBpe-
MeHHOH My3bIku «Codus ['yoaiimymuna — ['nsa Kandge-
1 — Tarbsna CepreeBa — Cepreii bepunckuii — Aexk-
canzp Byctrun». UpesBbdaiiHO Ba)KHOW JUIsl YUEHBIX U
MY3BIKaHTOB Pa3HBIX CHELUAIBHOCTEH cTaa u3AaHHas
BIIOCJICICTBUN Omorpaduyeckas KHUTa XOJIOHMOBOH
o Iuutke: «Kommozutop Ambdpen Iluutke» [27]
(1-e u3n., 2003; 2-e uzn., 2008; 3-e 3., 2010).

OTtmeuy Taroke Onecrsiiee ucciaenoBanue o Ponu-
one Illenpune — «Ilyte mo nentpy. Kommosurop Po-
quoH [llenpun» (2000 [26]). Kaura BricTaBnsiace Ha
MexayHapoIHOW KHUKHOM BhIcTaBke BO dpaHkdyp-
te-Ha-Maiine B 2002 romy.

Kaxk genoBek, Bcerja HaXOIAMIKICS B TyIIe COOBI-
TUI CBOErO BPEMEHHU, XOJIOIOBAa CYMMHUpOBaJia CBOU
3HAaHUS U MHOTOJIETHUE BIleyarTieHus B KHure «Poc-
cuiickas akajeMHuyecKas My3blka MOCJEIHEH TpeTH
XX — nagama XXI BexkoB (kaHpel u ctunm)» [31].
Cpenu BBIIEICHHBIX aBTOPOM MpOOIeM — KOHTPacT
MHUPOOIIYIICHUH POCCHHCKUX KOMIIO3UTOPOB J0 00-
pasoBaHus HOBoi Poccuu u nocie, paaukaiabHas MO-
I(UKAIHS OIephl, CHM(OHIH KaK BEAYIIUX KaHPOB
aKaJeMUYECKOI My3bIKH.

[lIupoko W3BECTHHI MyOIUKAIIUU XOJOIOBOM
0 TBOpYECTBE APYruxX KoMmo3utopoB XX Beka. Cpe-
Iu uccnenyemsix aBTopoB — Imutpuii llloctakoBuy,
Urops CrpaBunckuit, Snucon Jlenncos, Poman Jle-
nenés, Ceprert Cnonnmckuii, bopuc Tumenko, Buk-
top Cycnun, ['annna YerBonbckasi, Bnagucinas yTs,
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Anb6an bepr, bena baptok, OnuBbe Meccuan, coBpe-
MEHHBIE KUTalcK1ie KOMIIO3UTOPSI U Jp.

Ha cerogns o0mwmii 00bEM OIMyOIMKOBaHHBIX pa-
60t Xomnomosoii cocraBmseT cBbime 1000 meuaTHBIX
JIUCTOB.

Mmuorue u3 pabot X0NomoBoil — KHUTH U UX OT-
JeTbHbIC (pparMeHTHl, MHOTOUNCIICHHBIC CTaThH — TIe-
pPeBEICHBl Ha WHOCTPAHHBIC SI3BIKM (HEMEIKWH, aH-
IIMACKUM, WTANbSHCKUH, (paHIly3CKHi, IIBEICKHH,
KUTANCKUI, BEHT€PCKUH, MOIBCKUHN, YEHICKUNA U Jp.)
U U3/IaHBI B IPYTUX CTPaHAX.

JIxo00Bb K M3yUYCHHIO U TIIyOOKOMY MOCTHKEHHIO
COBPEMEHHON MY3BIKM XOJIOTOBa MPHUBHJIA U CBOUM
Y4EHHUKaM, KOTOPBIE COCTaBJISIOT HAa CETOAHSIIHMN
JIEHb OOJIBIIYI0 HAYYHYIO IIKOITY.

[lenarornueckas nesTeNbHOCTh XOJIOMOBOM IMpo-
JlofkaeTcst yxe cBbiiie 60 JeT.

Ilon pyxoBoactBom Banentunsl XononoBoi
ObUTO HamucaHo 43 TUIUIOMHBIE PaOOTHI, 3allIHIIe-
Hbl 27 KaHIWJATCKUX M 5 JOKTOPCKHUX JUCCEpTALMH
[5]. U3 e€ xnacca BeIUIM Takue y4yéHble, Kak lBaH-
ka CrosHoBa (ITapux), Exarepuna dynosa (MuHCK),
Po3za Cynranosa (Jlonnon), Mapuna Jlo6anosa (I'ep-
MaHus), Enena Muxamuenxosa-Crmpuna (Opanrus),
Tarpsina @pantoBa, Haranes Buacosa, Juna Kup-
Hapckasi, Auapeit Kynpsimos, bopuc I'nunos, Upuna
JlozoBas, Anexcannp Haymos (Poccust) u np. bBynyuu
caMa aBTOpPOM KHHUT U CTaT€il 0 MHOTUX POCCUMCKUX U
3apyOeKHBIX KOMIIO3UTOPAX (OHU HA3BIBAINCH BHIIIE),
OHa Bcera OblIa OJJHUM U3 IIEHTPOB MPUTSDKCHUS JUIS
CTY[ECHTOB U aCIIMPAHTOB, JKEJIaBIIUX 3aHUMAThCA CO-
BpEMEHHOI My3bIkoi. Bombmast yacte paboT mox eé
pykoBoACTBOM HocBsleHa My3bike XX—XXI Bekos.
IIpu sTOM O 1ENOM psifie KOMIIO3UTOPOB OHU OBLIH
nepsbiMH, co3ganHbiMu B CCCP u Poccun: o ¢pan-
y3e OnuBbe Meccuane, nossike I'enpuxe ['ypenxom,
pymbiHe AHartone Buepy, apmsHune Turpane Man-
cypsiHe, Tpymme kommnoszutopoB ®OPI' — Xempmyte
Jlaxenmane, Xance-lOprene ¢on bose, Bonbsgranre
Pume, Maundpene Tposie, [letnere Miomnepe-Cu-
MeHce, Bonbdranre ¢pon LBaitnuue, Xance-Kpuctu-
ane ¢on Jdanens3ene, Aurepe LlInebene, rpymme BeH-
repckux komno3utopoB — sépae Kyprare, Annparie
Cénnémn, XKonbre dypro, MmTtBane Jlanre, Takxe
o Sunuce Kcenakuce (mapamiensHo ¢ Muxauinom Jy-
60BbIM). MccnenoBanus o Hukonae O6yxose u o Cep-
ree [Iporononose cTanu nepBbIMU JUCCEPTALUAMEU 00
ITUX PYyCCKUX KOMIIO3UTOpaX.

BceMupHO M3BECTHBIM MY3BIKOBEIOM cTana 0oi-
rapka, nepeexasmasi Bo ®panuuto, — IBanka CTosiHO-
Ba. HayuHyio JesTenbHOCTh OHA Hayana ¢ U3ydEHUs
nanoB u putMoB OnuBee MeccuaHa B AUILUIOMHOMN
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pabote «Bomnpocsl putMma u naga B TBopuectse Onu-
Bbe Meccuana 40-x romos»! (cpaBHUM: TIepBas poc-
cuiickast MoHOTpagus 06 3ToM Kommo3uTope Buxropa
ExumoBckoro nosisuinack yepe3 17 mer?). Jlanee ona
BhITycTmiia B [lapike pazHooOpas3HbIe U aKTyaJIbHBIC
TPYZBI IO COBPEMEHHBIM HAay4IHBIM ITPOOIeMaM U BUA-
HeHIuM Komnosuropam XX Beka.

B teoperuueckom uccnenoBanuu «Kect — Teker
— My3bika» (1978 [37]) My3bIKOBeq MOJHsIA TOTIA
BEChMa HOBYIO M aKTyaJbHYIO IpoOiieMy — O cTupa-
HUY TPAHUI] MEXy BBICOKHM aKaJeMHUYECKUM HUCKYC-
CTBOM, C €70 MHOTOBEKOBOM 3CTETHUYECKOM TpaauIu-
eif, 1 o0BIZIeHHOH Xu3HBI0. Kak cucremy npuéMos B
oOpa3oBaBIIeiics MPOMEXKYTOUHOHW IOJIOCE OHA pac-
cMoTpena (OHETHKY Pa3OpBaHHBIX CIIOB, MY3bIKY AJIS
YTEHHs, CICKTAKIM MylnbTUMenua u T. 1. He 3amss
KPUTHYECKOH MO3UIUH K 3THM 3KCIEPHUMEHTaM, KOH-
CTaTHUpOBaja HACTYIHUBIIUE CYLICCTBEHHbIC HM3MEHE-
HUS B KOMIIO3UTOPCKOM IIPAKTUKE.

KanuraneHeIM TpyaoMm cTana e€ MoHorpadus
«JTrouano bepuo — my3bikanbHble TyTH» (1985 [39]).
CrosiHOBa IOCTOSIHHO obmianachk ¢ bepuo Bo Bpems
paboter 8 UPKAM ¢ 1975 mo 1980 ron. U cBoto kHu-
ry B 512 cTpaHuIl oHa Hamucana ¢ Tol uuaeei, Oyaro
ABTOPOM SIBIISICTCS HE OHA, @ caM KOMIIO3UTOp. MoHo-
rpagus OCHOBaHA Ha OTPOMHOM (PAKTOIOTHYECKOM
Marepuajie, ¥ MBICIH KOMIIO3UTOpA IPEACTaBICHBI
TaM BO MHOTHX JeciTKax Iurtar. s ocymiecTsie-
HUSI 3TOH JOKYMEHTAIbHOCTH MY3BIKOBEH HM300perna
OpPUTHMHAJIBHBIM CHOCO0 PACIOJIOKEHUS! TEKCTa KHHU-
TH — B J[Ba NapajUIebHBIX CTOJIONA: B OJHOM IIOMe-
IIEHB! BBICKA3bIBaHUS bepno m MHOTMX Apyrux aes-
TeJel KyJabTyphl, B JpyTroM AAa€Tcsi aBTOPCKUM aHaIN3
CrostHOBOH. B 1mutaTHOM psimy MpeacTanu Mmucareny,
noaThl, (unocodsl, myssikanTe: Y. Dko, K. Poce,
B. lexom0, D. Canrsunertu, M. Ilpyct, U. Kansu-
Ho, I1. bynes, K. bepbepsn, B. I'mo6okap u np. ['na-
Bbl KHHUTH BBICTPOCHBI IO KaHpPaM, CPEAU KOTOPBIX
— «lomnocy («Jluk», Haponusie necHu, «CekBeHIUs
3»), «ldurare» (Cumdonus), «Crosay («Kpyrny,
«Omupanuny, «A-Ronne»), «Cuena» («Omepay),
«IlyTssMu», MHOTOUUCIICHHBIE pyrue counHeHus. Ha
o0MmupHOM NpocTpaHcTBe MoHorpaduu CTosiHOBa OC-
BEIACT U HEOOBIYHYI0, KpaifHe HIMPOKYIO ACTETHKY
Bepro, NpUHUMAIOLIYI0 U CEpUAU3M, U HApOIHBIC
MECHHU, TaKKe aHaIM3UpyeT ero maptutypsl. Ilo eé
MHEHUIO, IPOU3BECHUS 3TOr0 KOMIIO3UTOPA CTaBsIT U
B ONpeeNEHHON Mepe PEeIIaloT OCHOBHBIE POOIEMbI
COBPEMEHHOI! MY3bIKI: BBIPA0OTKA HOBBIX CTPYKTYp-
HBIX TPHUHIUIOB IIOCJIEBOCHHOIO aBaHrapjaa, Moj-
KIIFOUCHUE MY3BIKAIBHBIX TEXHHK BHEEBPOIEHCKOro
MNPOUCXOXKJCHUSI, BHECEHHUE  HATypPaIUCTHUYECKHUX
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3BYYaHUH, TPUEMBI TUTUPOBAHUS W KOJUIAXKa, MOJH-
(bukarus Bokajga U HHCTPYMEHTAILHON UTPBI IOCPEI-
CTBOM SJICKTPOHUKH, MCIIOJIh30BAaHUE (POHETUKHU CIO-
Ba B CEMAHTHUYCCKHX U aCEMAaHTHYECKUX KOHTEKCTaXx,
npeoOpa3oBaHUe TPAAUIMOHHOTO Teatpa. Vzmanue
nonyuuio npemuto Axkagemuu Hlapns Kpo xax myu-
I1ast KHATa 0 My3bIKe Ha (paHiry3ckom si3bike (1985).

B 3naunrtensHolt padote «Kapnxaiinn ltokxay-
3eH, “A — 3Byku...”» (2014 [38]) CrosiHOBa OCHOBBHI-
BaeTCsl HA MHOTOYMCJICHHBIX COUYMHEHHSAX U CTaThsIX
KOMITO3UTOpa, a TaKke€ MHTEPBBIO C ONM3KUMH eMy
xeHmuHaMu. CIipaBeiiInBO Ha3bIBas JAHHYIO PUTYPY
caMbIM KPYITHBIM H300peTaTesieM B MY3bIKE BTOPOM
nonoBHUHBI XX BeKa, OHA pacCMaTpUBAaET IIaBHEHIIINE
ACTIeKThl €r0 TBOPYECTBA: OTKPBITHS B OpPTraHU3AINH
MY3BIKaJIbHOTO BPEMEHH, MNPHUHIHUI (HOPMYITBHOCTH
B €T0 KOMIO3HUIMSIX, Pa3BUTHE IPOCTPAHCTBEHHOIO
napameTpa, MeTaopy CBeTa B CLICHUYECKHUX IIPOU3Be-
JneHusix (omepHas renrajorust «CBeT»), CBA3b C HeeH
Barnepa Gesamtkunstwerk B nuHTEpece K TOTaIbHOMY
IIPOU3BEICHUIO HCKYCCTBA.

Co3naBast IByXTOMHBIH «YUeOHUK 1O My3bIKaJIb-
HOMY aHAJIU3y», CTOJIb perKkoMy mpeamery Bo dpan-
un (1996, 2000), CrosHOBa MCXOAMIA U3 TPATUIUHA
MockoBcKo# KOHCEpBATOPUU: B TOME 1. — MPOCTHIE U
CJIOXHBIE KJIaccHdeckue (hopMbl, B TOME 2 — Bapua-
IIUM, COHATHAs U IuKiIndeckue Gopmei [40; 41].

TaresitHa ®paHTOBa co37ana CTONb (yHAaMEH-
TaJbHOE wucclenoBanne o nomudonnn Anbsdpena
[ITauTKe (KHUTA U JOKTOpcKas aucceprauus «[lomu-
¢onus A. lIHWTKE ¥ HOBBIE TEHICHIIUU B MY3bIKE
BTOpO# moJjoBuHBI XX Beka», 2004, 2005 [22; 23]),
YTO OHO (PaKTUYIECKH CTAJI0 YUEHHEM O COBPEMEHHOM
nonu(poHUH BOOOIIE, C MAKCUMAIBHO EMKUM 0000111e-
HHUEM U KilaccupuKanuei moJu(pOHNIEeCKHIX SIBICHUIH.

Cpenu M3BECTHBIX POCCHUHCKHX HCCIETOBAaHUN
no JgaHHOU mpoOneme Tpyd DpaHTOBOH BBIIEIHICS
MPUHIUIHAIBEHO 00Jiee MUPOKUM TOJTKOBAHHEM CaMO-
TO TIOHSATHS: HE TOJBKO KaK KOMITO3UIIMOHHOTO, HO H
B Ka4€CTBE KaTErOPHHU UEJIOBEUECKOTO MBIIIJICHUS, pe-
aNM30BaBlIelcs B XynokecTBeHHOH cdepe. EE cren-
u(puvecKre YCTAHOBKH TaKOBBI: MOTH(POHUS — «ILIU-
pokoe MeTahopHUUeCcKOe TOJIKOBAaHUE MPUMEHUTEIBHO
K pa3HOOOpa3HBIM SIBICHUSM KYJIBTYPBI, UCKYCCTBa,
YEJIOBEYECKOT0 MBIIIJICHUS W CO3HaHUs»; «mHonudo-
HUS KaK COBPEMEHHas XyIO)KECTBEHHas yHHBepca-
mus» [22, c. 12, 41]. B cBsi3u ¢ 3TUM OHA MIPUHUMAET
BO BHUMaHMe MbIciU puiiocodos, nucareneit. Hanpu-
Mmep, BbickasbiBanusa Kiona JleBu-Ctpoca o XX Beke
Kak 3pe «mnonupoHun noaudoHui» [tam xe, c. 14],
Tomaca MaHHa 0 poMaHe Kak MPOU3BEACHUH, OCHO-
BaHHOM «Ha TEXHHUKE KOHTPAIyHKTa, CIJIETEHUHU TEM,
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B KOTOPOM pOJIb MOTHBOB WIPAaIOT UAECU» [TaM Ke,
c. 13]. B cBs3H € UCKYyCCTBOM KHHO, Te€aTpa OMUpaeTcs
Ha uneu Cepres OizeHuireiiHa, BeeBonona Meiiep-
xonpaa ¥ MH. Jp. Ilepexons k monupoHUn B My3bIKE,
@®paHTOBa MOKa3bIBaeT €€ B KOHTEKCTE elBa JH He
BCEX BEAYLIMX KOMIIO3UTOPOB XX CTONETHS, BKIIIO-
yas LlIén6epra u ero mkomny, CtpaBuHckoro, bapToka,
Xungemura, [Ipoxodsera, lllocrakoBuua, Meccuana,
roxxay3ena, [lenucoBa, CnoHnumckoro u T. A. Ilo
noBoay xe noiaudonuu LITHUTKe OHA YyTBEPIKIIAET, 4TO
JUIS HEero 3TO HE TOJBbKO TeXHUKa, HO U HJesl TBopue-
CTBa B 1eJoM [Tam xe, ¢. 80]. B cBs3u ¢ ero my3bl-
KO OHa AAa€T LENbIi Psii OPUTHHANBHBIX THUIIOJIOTHH
MONU(POHUYECKUX SIBIEHUM, B KOTOPBIX CXBaTBIBAET
HOBAaTOpPCKUE CBOMCTBAa My3blkn XX Beka. Hampu-
Mep, GOpPMBI MOIMOCTUHATHEBIE, PUTMO-KOHTPAITYHK-
TUYECKHe, CUMYIIbTaHHbIe [TaM ke, 96]. TBopuecTBO
[ITHUTKE OKa3bIBaeTCA BBEAEHHBIM BO BECh «KOCMOCH
(buI0CcoPCKO-Xyn0oKEeCTBCHHOTO MBIIUTeHH XX BeKa.
Oco0ylo TeMy B COBPEMEHHOH My3BIKE pa3pa-
OarpiBaeT Po3a (Pasusa) Cynranosa. [lucceprauuio
oHa Hanmcana o putmuke [llammakoma (1987 [19]).
A mocrne nepeesfia u3 Y3bekucraHa B BennkoOpura-
HUIO IIMPOKO pa3BepHyJIa AEATEIbHOCTD 110 TPAJAHULIHU-
OHHOM My3bIKe Pa3HbIX CTPaH, HCCIIEIysl COBPEMEHHBIE
oOpsimbl  Y30ekucrana, Tamkukuctana, KasaxcraHa,
Typkmenucrana, AsepOaifixana, Tarapcrana, Typ-
uuu, Kunpa, Adranucrana. Ha pycckom s3bike €ro
BhIMTyIIeHa pabota «[loromiee coBo y30ekckux oOpsi-
noB» (1994 [18]), Ha aHmIMiicKOM (3aTEM KOPEHCKOM)
— kaura «OT maMaHu3Ma — K cy(hu3My: )KeHIIKUHBI, hC-
naM u KyasTypsl Cpenneit Azun» (2014 [42]), Haxo-
nstes B iedaty «llomyssipHast My3bika AraHucTaHay
[43], «My3bIKa TIOPKOSI3BIYHOTO MUPA: OT MMAMaHCKUX
TOJIOCOB — K MaKOMY, OT 3UKpa — K XHUI-XO1y» [44].
PaccmotpuM HekoTOpbIe U3 mpobiieM B padorax
CynranoBoii. Ha ocHOBe auccepTaluy OHa BBITYCTH-
na paboty «O B3aUMOCBA3SIX YCyJlIsl U pUTMa MeJo-
U B BOKanbHBIX 4acTsx [llammakomay [17]. Torma
npobjgemMa PUTMUKM B Ha3BaHHOW oOjacTH eumé He
Obuta sicHoi. CynTaHoBa caeiaia psx YETKUX BEIBO-
IOB 1Mo m30paHHON Teme. OHa KOHCTaTUPOBaja, 4TO
K y30€KCKOW KyJbType HE ClleyeT NPHUMEHATh MOJ-
XOJIbl CO CTOPOHBI eBporneiickoil MmerpopurMuku. [Ipu
CYLUIECTBOBAaHMM B OJHOBPEMEHHOCTH MeEJIOANYE-
CKOM JIMHUM MOIOILEro rojioca W ycyis Ha YIapHOM
HHCTPYMEHTE IIeTIeCOO0pa3HO BHICTH COCOMHEHHE B
OJTHOBPEMEHHOCTH JIByX PUTMHYECKHX CUCTEM: B Me-
JIOAUM — IPUHIMIT KBAHTUTAaTUBHOCTU (KaK B aHTHY-
HOCTH JIO H. 3.), @ B ycyJle — IPUHLUI KBAaJIUTaTUBHO-
CTU, UAYIIHUNA OT TPAJULHUH BOCTOYHOM PUTMHYECKOU
OoCTUHATHOCTH. [IpH 3TOM PUTMUYECKUE CTPYKTYPHI
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yCyJIsL HE CIEAYET BBIpa)kaTh Kak JEJSAIIHecs Ha €B-
pOIENCKUE TaKThl: OHU — UMEHHO YCTOHUYUBBIE, UCTO-
PHUECKH CIOKUBIINECS (Popmyabl, YTO CBOHCTBEHHO
MHOIUMM KyiabsTypaM Bocrtoka. AHanusupys pasiaud-
HbIe TonucoueTanusi, CylaTaHOBa paccMOTpeNa U BO-
IpOC O TOJMUCEMaHTUYHOCTH MEJIOAWH U YCYJIs, TO-
Ka3aB MX OTIMYHE B OTHOIICHHHM K JHHAMHKE BCCH
MY3bIKaJIbHOH (hOPMEIL.

Hccnenys mpobieMbl HCTOPUIECKON TPEEeMCTBEH-
HOCTH HCIaMCKHX KYJIBTYpPHBIX TPAAUIMA B MHpeE,
B niepByto ouepens, B CCCP, CynraHoBa Ha nmpumMepe
CoBerckoro Y30eKkucTaHa pacKpblIa YAUBHUTEIBHBIN
CIOCO0 MX COXPAaHHOCTH — Yepe3 TPaIULHUOHHEBIE 00-
paapl xkeHIMH. OHA MOCBATHIIA 3TOMY padboTy «My3bI-
Ka, COXpaHEHHas 3a CTeHOI» [16]. ABTOp 0OBsCHSET,
YTO COBETCKAasl BIACTh OOPOJIaCh HE TOJBKO C IPaBoO-
CJIAaBHOH IIEPKOBBIO, HO U C HOCUTEIISIMH MYCYJIbMaH-
CKOIl Bephl, OHa BHJENA TaM HE MEHBIIUX BParoB U
cTapajach pernpeccupoBaTh MykKuuH. Y Tonpko crps-
TaHHbIE BO BHYTPEHHEM, H30JIMPOBAHHOM [TOMEIICHUU
WYKapH >KEHIIIMHBI MOTJIH MOIIOJIEHO COBEPIIATH CBOU
TpPaIuIMOHHBIE O0PsIbl. A OOpsIIbI 3TH OTHOCHUJINCH
KO BCEM BaXKHBIM MOMEHTAM UEJIOBEUECKOM JKU3HHU:
POXCHHUIO, CBAIbOE CO BCEMH €€ 3TaraMu, Ipeooe-
HUIO TpynHOocTel, cmepTu. Kak numer CynraHoBa 00
U3y4aeMOM PETHOHE, «CETOIHS MOXHO YK€ C yBEPEH-
HOCTBIO CKa3aTh: BCSI TPAAUIMOHHAS KyIbTypa OKa3a-
J1ach B pyKax KEHIIUH» [TaM Xke, ¢. 36].

OCHOBHBIMHU TEOPETUYECKUMU MPOOIEMaMH B pa-
0oTax 1KoJbl XOJOMOBOW cTaimu (HUI0coPCcKo-3cTe-
THYECKUE, KOMIIO3UIIMOHHBIC U IPOOIEMbI My3bIKaJIb-
HOTO COJCPIKaHMUS.

U3 gurnocoghcrko-acmemuueckux npobnem Bblze-
JIUM T€, YTO HOMAHSTHI B UCCIEAOBAHUAX O KOMIIO3H-
Topax Asctpuu XX Beka, Hukomae OGyxoBe, Cepree
IIporononose, SAnnuce Kcenakuce.

JlBe KamuTajgbHbIE KHUTH O KOMIIO3UTOpax AB-
crpun XX Beka Boityctuna Haranbs BiacoBa: MoHO-
rpadpuo «TopuectBo ApHonpaa IIEn6epra» (2007
[7]; ona 3amuTHia €€ Kak JOKTOPCKYIO AUCCEPTALUIO)
u KHUTY «Anekcanap Llemnunckuii. JKuszHp u TBOpue-
ctBO» (2014 [6]), mepBoe KpymHOE HCCIeqOBaHUE 00
9TOM aBTOpE Ha PYCCKOM S3BIKE®.

B xnure o lllénbepre camocTosTensHas HepBast
9acTh TOCBSMICHA (MIOCO(HH, 3CTETHKE, a TaKKe
MO3THKE B TBOpUYECTBE Kommosutopa. Ho 0dmbpiiyro
9acTh TPyda COCTAaBISCT AHAIM3 BCEX COYMHEHUI
B XPOHOJIOTHYECKOM HOPSIIKE, OT IEPBOTO JI0 MOCTe -
Hero. XoTs ¢wuiocodus TBopyecTBa maBel HoBoi
BEHCKOH IIIKOJII B MUPOBO# JTUTEparype (He TOJIBKO O
MY3bIKE) OCBEIIICHa OCHOBAaTEIbHO, BiacoBoit ymaér-
CsI BIIEPBBIC HA PYCCKOM SI3bIKE CIUIABUTH BOCAWHO BCE
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CYIIHOCTHBIE CTOPOHBI €ro MblnuieHus. LlenTpansHoe
ompeneseHue, kotopoe aBrop faaét LLEéndepry, — 3To
napaodokcanvrocms. I nanee cOnocTapiseT yCTpeM-
NEHHOCTh K HOBHM3HE W OXPaHUTENbHbIC TCHICHIIWH,
MPUHIUIHAIGHBIA YXO OT TOHAJIBHOCTH W BO3Bpa-
LIeHUe K e€ CBOICTBaM, JIeKJIapaluio HHTYUTUBU3MA
U BBIPAOOTKY PAlMOHAIBLHOTO METOJa KOMITO3UITUH
U T. A. CylecTBeHHO MOJYEPKUBAHUE B KHUIE TOTO
MUpPOOIIYIIEHHUs 3I0XH Hadana XX BeKa, KOTOpoe
BrnacoBa Ha3bIBaeT «‘MaKCHMaJIN3aTOPCKUH™ magocy
[8, c. 10]. bnaromaps emy lllénbGepr paccmarpusa-
€T TBOpLa UCKyccTBa kKak Meccuro, borouyenoseka.
He ynymien u muctuimsm unen «Hebec CeneHO0pray
B «Cepadute» banmp3aka, MOBIMABIINII Ha MIpeACTaB-
JIEHUE O AeHCTBUY 12-TOHOBOM cepuu BO BCEX HAIPaB-
JIEHUSIX KOMIO3ULIMHU. B aHanmuTH4eckoil xe 2-i yacTu
Ba)keH NpodecCHoHaBHBIN pa3dop KaxI0ro Npon3Be-
nenust LLIEnGepra, 4To nenaeT KHUTY CTONIb HEOOXOAH-
MO TIpH 00paIEHUH K My3bIKE KOMIIO3UTOPA.

B cosmanuu uccnenosanus o0 Anekcanape Llem-
JIMHCKOM 3aciyra aBTopa O4eBHJIHA U3 CaMOro JIMIIb
BbIOOpa TEMBI: 3TOT KOMIIO3UTOP, MPU KU3HH CTOJb
BayKHBIH 711 HOBOBEHCKO MIKOJBI, TIOTOM OBILIT 3a0BIT
Ha MHOTHUE JCCATUIETUS, U UHTEPEC K HEMY MOSIBUJICS
JIUIIb TOCNe MCYEpNaHWs TEHAECHUUI IOCIEBOEHHO-
ro aeaHrapza. KoMmo3uropckasi JTUYHOCTh «y4HTEINs
[[Iénbepra» mpencraer Kak IMOJHAs €My MPOTHBOIO-
JIOXHOCTB, YTO JAET MPEACTaBICHUE O BECbMAa MHOIO-
CJIOMHOI MY3BIKAIbHON CTUITUCTUKE B IIEHOEPTOBCKOM
OKPYXEHUH U SCTETHYECKHUX PACCIOCHUSAX BHYTPH 3Ha-
MEHHUTON HOBOBEHCKOM TpoWku. IlycTh He mokaxercs
YAUBUTETBHBIM, HO JIEMAPKAlIMOHHON JIMHUEH MEXIY
scretukamMu 111€HOepra u LIeMIMHCKOTO CTaHOBUTCA
OTHOILIEHHE K TOHAJIBHOCTH. BTOpoii — mocnenosa-
TENbHBIA TOHAIUCT, U 3TO Nox4YE€pKUBaeT BiacoBa BO
BBOJHOM «abpuce KOMIO3UTOPa U YENIOBEKa» CBOEH
MoHorpaduu. Jlanee oHa onpeaemnsieT ero Kak JUpUKa
10 CaMOM CYTH, KOTOPOT'O HHTEPECYIOT HEe «HaJIMHUPHBIE
BBICH, HE KPYTHBIE KOHLENIIUK 1 0000IIeH s, a dKU3Hb
YeJIOBEUECKOH IyIIH BO BCeX e€ MPOsBISHUAX» [ 5, ¢. 9].
U3 310l 3cTeTHUECKON JTOMHHAHTBI MY3BIKOBE]] BBIBO-
JIUT U TIPEANOYTeHHUE KOMIIO3UTOPOM BOKAJIbHOWU MYy-
3bIKH — TMIECEH U omep (Cpeau MOCIEAHUX JIIOOOIBITEH
3aMbicenl Ha croker Makcuma [opbkoro «ManbBay).
BuyTtpu mixonsl HHI€n6epra nokasana 6nu3octs K Liem-
JTUHCKOMY AJibOaHa bepra, HOCBATHBIIErO TOMY CBOIO
«JIuprgeckyro crouTy» ¢ murarod u3 «JIupuaeckont
cUM(OHHUI» aJipecara MOCBAIIECHUS.

Huno bapkanas B KaHAMOATCKOW IUCCEpPTaLMA
«DcTeTrka U KoMIo3utopckas texuuka Huxomnas O6y-
XOBa B KOHTEKCTE PyCCKOT0 U (PpaHIly3cKOro MOIEPHU3-
Mmay» (2011 [3]) paccMoTperna TBOPUECTBO KOMIIO3UTOPA
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B CBSI3U CO CIIOXKHEHIIIEH 3CTETHKOMN 3MOXH «Oe3yMHBIX
net» (les années folles, dpaniry3ckoe HasBanmne Cepe-
OpstHOTO Beka). 00 O0yxoBe yxe Oblia BBITYIICHA MO-
Horpadust Enensr IonbaseBoit*, e miaBHOU 3a1adeit
OBUIO BOCCO3AaHHE TBOPUCCKOTO IIYyTH KOMIIO3UTOpA
[0 apXWBHBIM JAHHBIM, BIIEPBBIE HA PYCCKOM S3BIKE.
Bapkanast ke BOpPAMYIO 3aHSJIACh CEPhE3HCHITMMU
(brIT0CcOCKO-PENUTHO3HBIMU  BOIIPOCAMH, OJlaromapst
TaKHM OOYXOBCKHMM 3aMbICIIaM, KaK I'PaHMO3HOE CHH-
TETUYECKOE Npom3BeneHne «KHura Xnu3Hm», a Taxke
«Tperuit u nocnenuuit 3aset». Ilo Tumy TBOpUecTBa
nopoOHbie counHeHus: OOyXoBa MPENCTaBISIN COOO0M
HE YHCTYI0 MY3BIKY, @ CBEPXHUCKYCCTBO (TEpMHH pycC-
ckoro ¢unocoda Huxonas denopora’®). Ilo cymiectsy,
OO0yx0B TpoaomKII (PprnocodCKo-peTUrno3Hy0 KOH-
nermuto «Mucrepun» Anexcanapa CkpsOnHa, Takke
3ayMaHHYIO KaK CBEPXHCKYCCTBO, IPH3BAHHOE TyXOB-
HO TIpeoOpasuTh uenoBeuecTBo. bapkanas 1oka3sIBacT,
yT0 OOYXOB MPEACTaBISLI cede CBOIO 0COOYH0 MUCCHIO
B MHpe, Kak MbIcnmn e€ CkpsiOuH, a taroke L1IEnGepr.
W3 My3BIKaJIBHBIX BOIIPOCOB €0 Pa300paHbI «IICHXO-
aHamuTHYIeCKast (opmMa» U «aOCOMIOTHAS TapMOHHSD)
O0yxoBa, BrepBbIe 0000IIEH XapaKTep My3BIKAIBHBIX
KOMITO3HULIUH.

B scternueckom koHTEKeTe pycckoro CepeOpsHo-
IO BEKA, a TaKoKe JaTbHEHINX, BeIpadoTaHHbIX B CCCP
YCTAaHOBOK IO OTHOHICHUIO K UCKYCCTBY, BIICPBLIC BCC-
CTOpOHHE paccMOTpeHo TBopuecTBo Cepres IIpoTono-
MOBa B KaHIWAATCKOM auccepraumu AHTOHa PoBHepa
«Cepreii IIpoTOnoOnoB: KOMIIO3UTOPCKOE TBOPYECTBO
u Teoperuueckue padote» (2011 [15]). Iportomomnos
0BT YYC€HHUKOM 3HAMCHHUTOI'O MY3BIKAJIBHOI'O TEOPETU-
ka b. JI. SIBopckoro u ocraiucs IOCIEAOBATENEM €r0
y4eHHusl Ha Bclo ku3Hb. B 1920-x rogax koMIio3uTop
BBIPa0OTa HOBaTOPCKYIO, MOJCPHUCTCKYIO TIapMo-
HHIO, OCHOBAHHYIO Ha «lIazax SIBOPCKOTro», KOTOpas
MPUCYTCTBYCT B OCHOBHBIX €TI0 MY3bIKAJIbHBIX MPON3-
BE/ICHUSX, HAITUCAHHBIX B TO AecATHieTHE: TPEX (hop-
TCTIMAHHBIX COHATaX U pas3INnIHbIX BOKAJIbHBIX COYUHE-
HUSIX. OTa rapMOHUA BbIpaKajlaCb MPEUMYIICCTBEHHO
CUMMCTPHUYIHBIMU JIalaMU (HOI[OGHI)IMI/I JlagaM OorpaHu-
YEHHOW TpaHCmo3ulMu MeccuaHa) ¢ «IMCCOHAHTHBI-
MW TOHAMHU, BBIXOISAIIIMMU 3a PAMKU 3TUX JIaA0B, HO
HNMCIOIIUMU PA3pCIICHUEC B HUX. TBOp‘IeCKa}[ JIMYHOCTDH
KOMIIO3UTOpa 0003peBaeTcst Ha (hOHE MHOXECTBA Te-
yeHui CepeOpsHOrO Beka — CUMBOJH3MA, (QyTypHu3Ma,
KyOu3ma, KyOoQyTypusMma, cymnpemaru3Ma, HMIIpec-
CHOHHU3Ma, HKCIPECCHOHM3MA U Apyrux. Kommosurop
OpPraHUYHO COYETaNl BOSTUHO YEPThl TAKUX KOHTPACT-
HBIX CTHJIMCTUYECKUX HANpPaBICHUH, KaK CHMBOJIH3M
U KyO6odyTypusMm. UepTsl CUMBOIM3MA NPOSBISUIICE B
UHCTPYMEHTAJBHON (hakType M SMOLMOHAJBHBIX Ha-
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CTPOEHUSIX, OT4acTu Onu3kux mo3nHemy CkpsiOuHy, a
TaKkKe 4epe3 MHOKECTBO aBTOPCKHX PEMapOK, Hallu-
CaHHBIX MO-(QPaHIy3CKH M MO-UTAJbSIHCKK (MHOT/A
mo-pyccku). KyOusm BBISBWIICS B CO3JAHUHU KECTKUX
(hakTypHBIX 3By4aHHH, T€OMETPHUYECKH PACTSHYTHIX B
(hakTypHBIE OJIOKH, PE3KO CMEHSIOUIMX APYT Apyra u
00pazyrolMx KpyHble (opMbl ipor3BeaeHuid. PoBHep
MOKA3bIBACT TAK)KE U NIOPA3UTENBHBII MEepesoM B 3CTe-
tuke [IpoTononosa, Koraa u3-3a JaBjieHUs BIacTel, o-
JOOHO JAPYT'MM KOMITO3UTOPaM-MOAEPHUCTaM CTpPaHBbl,
OH OBLJI BBIHYK/IEH paccTaTbCsi C MOAEPHU3MOM B IMOJTb-
3y 0Oojiee TpaJAuLHOHHOTO MY3BIKAJIILHOTO CTHJIS U TO-
HaJbHON rapMoHHHU. B HEKOTOPOIl Mepe 3TOT OBOPOT
B CTOPOHY TOHAJILHOCTH OBbUT BBI3BaH U COOCTBEHHBIMHU
XyAOKECTBEHHBIMH CKJIOHHOCTSAMH KOMIIO3UTOpa. B
Hauasne 1930-x ronoB o Hanucan onepy «IlepBast koH-
Hash», B KOTOPOM COENMHMI YEPTHI CBOETO YXOMSILETo
MOJIEPHUCTCKOTO CTHJISI C BO3HHKAIOUIUM TPaJULIMOH-
HBIM CTHJIEM. YXOJ OT MOAEPHUCTCKOTO CTHIIS U JIaJIOB
SIBOpCKOTO OH BBIpA3WJl JIUPUYECKH, COUMHUB POMAHC
«41 Bac mobum» Ha cruxorBopenue Ilymkuna. [To xony
pa3BUTHS MOAEPHUCTCKUN CTUJIb B POMaHCE IOTJIONIa-
€TCs TPAJULUOHHBIM MY3bIKaJIbHBIM S3bIKOM. K KOHITY
xu3HH, B 1948 roxy, IIpoTononoB co3nan 3aBepii€H-
HYIO BEPCUIO HE3aKOHUYEHHOTO MHUCTHYECKOTO COYMHE-
Hus Cxpsiouna «lIpenBapurenbHoe JeHCTBOY Ui UTe-
11a, Xopa U IByX (hOopTenHaHo.

Enena ®epanonroBa, 0OpaTHUBILUCH K BOKaJIbHO-
My SAnnucy Kcenakucy, Hanuia HOBbIH (unocodcko-
ACTETUYECKHUI TOAXO/ K 3TOM TMYHOCTH U 0OpucoBaja
WHOM, YeM MPUHATO, OOJUK TaHHOTO KOMIIO3UTOpA: HE
aBaHrapauCTa-KOHCTPYKTHBHCTA, @ COL[MAILHO aKTHB-
HOIo T'yMaHUTapHs. YKaKeM Ha KaHIUAATCKYIO AuC-
cepranuio «BokanbHas my3bika SHHuca Kcenakuca
Kak ()eHOMEH KOMITO3UTOPCKOro TBOpuecTBa» (2008
[20]), a Taxxe kHury «SHHuc Kcenakuc. BokanbHoe
TBOpuecTBO (2011 [21]).

B3amsin @epanmoHTOBOM CYIIECTBEHHO OTIWYEH
OT TIOBBIIIEHHOIO BHUMAaHHUS K KOHCTPYKTHBHU3MY
B MbinuieHun Kcenakuca, mposBUBIIErocs y Ooiib-
LIMHCTBA HccieoBareieit u 3a pyoexom, u B Poccuu.
Tunanel, HanpuMep, padotel AHape baxsTencnepre-
pa «Snnuc Kcenakuc u ctoxacruyeckasi My3bIKa: KOM-
MO3ULMS B I0JI€ HAPSIKEHUS MEXIY apXUTEKTypoi
n Marematukoii»®, benya ['mocona «Kcenakuc. Op-
TaHM3AIHs 3ByYHOCTH, TEXHUKH MTMChMa, OPKECTPOB-
Kkm»’. B CBA3M ¢ BOKaJIbHBIM TBOPYECTBOM HCCIICIO-
BaTeJIbHUIIA BHIPUCOBBIBAET UHOM 3CTETUYECKUN MU
KOMITO3UTOpPa, KOTOPBIA MPOUCXOAUT OT BKIFOUCHHS
’KUBOTO YEJIOBEUECKOTO T'0JIOCA U CIIOBECHOTO TEKCTA.
Ot0oT Mup OoJee KOHKPETEH, Aaxe CIOKETeH; Oriaro-
Japsi oOpalIeHUIO K APEBHETPEUECKUM TPareIusiM OH
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TeaTpajieH M COICPKUT WHOTAA >JIEMEHTHI H300pa-
3UTENBHOCTH. M ecim B MHCTPYMEHTAIBHOH cepe
KOMITO3UTOPa KaKJIbIi HOBBIM OIMyC COAEPKUT (10 e
CJIOBaM) TOJBKO «OECKOMIIPOMHUCCHOE ABMKECHHUE BIIC-
pEm», TO «oTopa Ha TPAAUIUIO KYJIBTYPHI — KOPEHHOE
KaueCcTBO BOKaJbHOU My3bIku Kcenakucay» [21, c. 42].
@epanoHTOBa MOAUEPKHUBACT, YTO UMEHHO B BOKAJIb-
HOHM 00macTu 0COOCHHO HAITISIHO MPOCTYHAIOT U Ty-
MaHU3M, U TPaXIaHCKO-TIOJIMTHYECKUH magoc 3TOro
xomno3uropa XX Beka. OHa yka3bIBaeT HAa Ha3BaHHE
counHeHus «Polla ta dhina» (st nerckoro xopa u op-
KecTpa), B KOTopoM 3By4ar cioBa Codokia: «MHoOTO
€CTh UyZieC Ha cBeTe, YenoBeK — UX BCEX UyAeCHE».
Ccrinaercst Ha HaUMeHoOBaHHE xopa «Serment-Orkogy
Ha cjoBa KIATBB ['unmokpara. OTMedaet, 4To nepe-
KUB yxkacbl Bropoil MmupoBoil Boiinbl, Kcenakuc Ha-
MUcan Takue counHeHus, kak «Nekuiay («YOHUTHI»)
JUISL XOpa C OPKECTPOM, XOp «3a MUDP».

B otHowmEeHUN My3vikanvHOU KoMRo3uyuu Xomio-
moBa, Oyaydu aBTOpoM 0a30BOTO POCCHHCKOTO yueod-
Huka «DopMbI My3bIKaIbHBIX Npon3BeneHuin» (CII6.,
1999; 2001; 2006; 2013 [29]), Bcerna TpeboBasa OT
YUCHMKOB OCHOBATEIBHOTO 3HAHUS (POpMBI U pellle-
HUSI €€ HePaCKPBITHIX BONPocoB. OcTaHOBUMCS Ha He-
KOTOPBIX MpobiIeMax.

IInonoTBOpHBIM IyTh aHaAM3a KOMIIO3MLIUU OT-
kpbita Enena MuxamaenkoBa-CriprHa, 0OpaTHBIIUCH
k cumdonusiM ['mu Kanuenu. OHa paccMoTperna My3bl-
KaJlbHYI0 (pOpMy 3TOr0 KOMIIO3UTOpa Ha OCHOBE Opa-
mamypauu. HoBblll METON €10 IPOAEMOHCTPUPOBAH B
KaHUIaTCKoN nucceprauu « Teopetndyeckue npobie-
MBI cUM(OHHYECcKOro TBopuyectBa I'uu Kanuenu: npa-
MaTyprusi, My3bIKaIbHbIH s361K» (M., 1983) n xHure
«Cumponnueckas gpamaryprust I'uu Kanuemmn» (1997
[13]). OcobeHHOCTAME YBUICHHOM €0 ApaMaTypruu
Kanuenu cramm: apamaTyprudeckuil HapajuiesiusM,
OJ0uHOE cTpoeHHe, subito-KOHTpacT Mpu cMeHe Oio-
koB. Cam jsamuiics ONOK ompenensercss eJUHCTBOM
THUIIA €TO BBIPA3UTEIBHOCTH, B XapaKTEPHBIX CIIydasx
— CO3€pLaTeJIbHOr0 WM JelcTBeHHOoro. Heckombko
0110KOB, KOOPIUHUPYIOIIUX HA PACCTOSIHUH, 00pa3yloT
0cob0ro poia TeMy — MakporeMy (TepmuH Beprl Baib-
koBoit). KomndaecTBo MakpoTeM MOXKET OBbITh pa3InuHO
— ot AByX (cumponruu Ne 1-4) o cemu (Ne 6). Dcreru-
4ecKU 0OpUCOBaHHBIN B CUM(OHIUECKON OpraHu3a-
LMW aBTOP CBsi3ajia C HEO3MUYECKoH apamaryprueit XX
BeKa U TPAAULUSIMU TPY3UHCKON MY3bIKH.

KoMmno3uiuoHHble U ApaMaTyprudeckue 3aKoHO-
MEpPHOCTH B COBOKYIHOCTH C KAHPOBBIMU U CTUJICBBI-
MU TEH/CHIMAMU 110 OTHOLIEHUIO K ONEpPe OCBEILEHbI
MHOIO0 B JOKTOpPCKO#l muccepranuu «Pycckas omepa
XIX — nauana XXI BekoB. [Ipobnemsl xxanpa, 1paMa-
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Typrus, komnosunuu» (2012, Hay4HBIf KOHCYJIBTaHT
— Banentuna Xosomosa) [11]. Beumm uccnenoBaHbl
Takue SPKKe, HOBaTOPCKUE COUMHEHHS, KaK MacIITao-
Has omnepHas aunorusi «Yeproron» Huxonas Cuaens-
Hukosa (1981), «OuapoBanubil cTpaHHUK» (2002) 1
«bospeiHst MopozoBa» (2006) Poaumona Ilenpuna,
«bennbrit Bcamuuk» Meana Coxonosa (2000), «Korma
BpeMsl BBIXOAUT U3 6eperoB» Brnagumupa TapHOIONB-
ckoro (1999) u np. Bombemas yacTh onep u3ydanach
BIIepBbIe. JlaHHBIE TPOU3BEIEHUS B KOHTEKCTE XyHO-
KECTBEHHBIX MapagurM HCKycCTBa pyOexa BEKOB IO-
JYy4YWI OTpakeHHue B KHHUre «Pycckas omepa BTOpoit
nosioBuHbI XX — Hayasna XXI BeKoB: kaHp, ApaMaryp-
rust, komnosuus» (2011 [12]). B pabote npencras-
JieHa XKaHpoBas KiacCH(UKaLUs ONEpHBIX MPOU3Be-
JeHUH YKa3aHHOTO HCTOPUYECKOTO MEpHUoaa, a TakxkKe
Memoo ananuza onepol, rue cHopMyIHPOBAHEI OCHOB-
HBI€ MOJIOXKEHUS, SBJIAIOLIUECS ONPEESIOUIMMU TPU
WCCIIEIOBAaHUM 3TOro jkaHpa. Kaxmoe KOHKpeTHoe
COYMHEHHE aHAIU3UPYEeTCs MO E€IWHBIM METO0JO0-
TUYECKUM KPUTEPUSAM: OCBELIAeTcs, MPEXIE BCEro,
cnenuguKa XXaHpa TOTO WU HHOTO OTIEPHOTO IIIE/ICB-
pa, KOTOPBIH MIpeoIpeaessieT, B CBOIO Ouepeb, IpUH-
UMbl MY3bIKaJbHOW IpaMaTypruil U OCOOCHHOCTHU
KOMITO3UIIMU OTEPHI B LIEJIOM, BKJIIOYas pa3Hble ypOB-
HU OpraHU3ally — OT HU3LIETO A0 BBICUIETO.

Onbra O3epckas, u3ydas OCHOBHOE, KaMepHOE
U CUM(pOHHYIECKOE TBOPUECTBO HBIHE 3IAPABCTBYIO-
mero kommosutopa Opus Boponuoma (p. 1952),
KOHCTAaTUpOBaJla TaM OTCYTCTBHE CaMOH CHUCTEMBI
LIECTH «CIMIOCOOMHCKUX» (PYHKILIMIA, & B CBSI3U C 3TUM
— W IPUHIHITHATEHYIO HEKJIACCUIHOCTE (OPM, € BO3-
MOYXHOCTBIO MIPUMEHEHUSI TOJIBKO (DYHKIIMOHAJIbHOM
Tpuansl bopuca Acadrena i-m-t (O3epckas O. B.
«Boponuos 0. B. Ocrerndyeckue B3MIAIbI U MY3bl-
KaybHasi koMno3unusy [ 14]).

W3 oTnesnbHbIX MapaMeTpoB My3bIKaJIbHOM KOMIIO-
3ULIMHU, HAPSAAY CO 3BYKOBBICOTHOCTBIO, BCEra yaems-
eTcst BHUMaHue purMmuke. Cama XoJomnoBa sBJsieTCs
aBTOPOM ABYX KHHT TI0 pUTMUKe [24; 25], cyliecTBeH-
HOE MECTO yeIsIeT pUTMUKe B MoHoTrpaduu o ['yoaii-
nynaon [28]. Ho coBepiieHHO 0COOBI ciydait co-
crapiser Texauka Codpun ['ybaitmyanHo#, Korjaa oHa
BEIpa0aThIBaET CHCTEMY IIEPEBOJA BBICOTHBIX OTHO-
LIeHUH B pUTMHUYECKUE. DTH NMPEBpAILeHUs] U3yUEHBI
Haranwmeit Bpyrrep B pabore «“Glorious percussion”
Codun I'yOaiimynnHOM: TpaKTOBKA yHAPHBIX, KOMIIO-
3UIUH, cofeprkaTenbHblil acnekt» [4]. Kommosutop
WCXOAMT U3 TOH MBICIIH, YTO BCE BBICOTHI — 3TO MYJIb-
Chl BO BpPEMEHH, HO MBI UX HE BocmpuHHMaeM. OHa
CTaBUT Tiepes co0ol 3aauy myTéM HU(PPOBBIX BhIpa-
KECHUH MHTEPBAIBHBIX COOTHONICHUH BOIUIOTHTH 3TH
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IPOTIOPIINHK B ONpenenéHHOM puTMe. Vcmomb3yroTcest
0003HauCHHUS B TepIiax BBICOTHI K&KAOTO 3ByKa U pas-
HOCTHBIX TOHOB HHTEPBAJIOB, COOTHOCSITCS CO IIKAJIOH
TEMIIOB ¥ BEJIMYMH TAKTOB, B PE3YJIBTATE YETO MOTyda-
I0TCSI PSIIBI ONIPENENEHHBIX [UIUTEIBHOCTEH, CTAHOBS-
IIMECs CIBIIIUMON PUTMUYECKON MTyJIbCaIlUell HECIIbI-
IIAMBIX BPEMEHHEIX IyJIbCOB BHICOT. OOEPTOHOBEIC
U TaK Ha3bIBAEMBIC YHTCPTOHOBBIC DPSAIBI CIIBILIIMMO
OTPaXAaIOTCSI B PUTMaX C YMEHBIIICHHEM MM yBeJIN4e-
HUEM JJIMTEILHOCTEH.

W3yuyas napaMeTpbl My3bIKaJbHOW KOMIIO3ULIUHY,
XomnomoBa OOHapyKuiIa, 9YTO B COBPEMEHHOH MYy3bI-
K€ BCTPEYAIOTCS ¥ CIIUTHBIC TTAPAMETPHI, HE JICTUMBIC
Ha TPaAUIMOHHBIE (DAKTYpy, apTUKYIAILUIO, PUTMU-
Ky U T. 1. Takol CIMTHBII ITapaMeTp OHa yBHUJEIA BO
MHOXXECTBe counHeHuit ['ybaiinynunoii. Y mockonbky
OH MpOSBISIET ceOsl Kak OmpenenéHHas My3bIKallb-
Hasl BBIPA3UTENBHOCTh, TO HAa3BaJa €ro «IIapamerp
IKCIIPECCUN», C AaHTUTE30H (PyHKIUH — «KOHCOHAHC
JKCTIpeccun» (Jerato, KOHTHHYaJIbHOCTH (DaKTypHl,
MOHOPUTMHUSI) U «JIMCCOHAHC SKCIPECCUN» (CTAKKaTo,
TPEMOJIO, TPEeJb, AUCKPETHOCTh (haKTypHhl, MOJIHPHUT-
Musi). M3 Takux OJIOKOB COCTABIISIOTCS MY3bIKAIbHbIC
¢opmsr [28, c. 125, 138, 142, 163 u ap.]. Mpuna Llles-
I[0BA, BHUOJOHYEINCTKA U MY3BIKOBEH, C ITOMOIIBIO
3TOT0 METOJa BIIEPBHIE CMOIIA OMPEAEIHUTH (Gop-
Mbl 3HaMEHHUTBIX 10 3TIOHOB [JIs1 BHOJIOHYEIU COJIO
(1974), yBugena uérkuii penbed «Detto-I» (1982),
coHatbl «Panyiica!y» (1981/88) u mpyrux codrHeHHi
(xannuparckas aucceprauusi «Coumnenus: Codun
I'yGaiinynmuHoil Asl BHOJIOHYETH: NMPOOIEMBI MY3bl-
KaJbHOTO COJCPKAHUS, KOMIIO3UIMA U TPAKTOBKH
uHCTpyMeHTa», 2014 [36]). A Banepus ['opoxoBckas
Hallula JieiicTBUE 3TOTO CIUTHOTrO mapameTpa y Ilen-
nepenkoro, I'ypenkoro, Ilapra, JlenncoBa, 0COOEHHO
y JlaxeHMaHa U 3amIMTHIIA AUITIOMHYIO pabdoty «“Ila-
pamMeTp 3Kcipeccun” B My3bike XX Bekay (1995 [9]).

Hakonen, nockonbKy Xoi0IOBOH IPHUHAAIEKUT
COOCTBEHHASI Meopus My3bIKANbHO20 COOEPICANUS, C
BBIPa0OTKOI TBEPIO OOOCHOBAaHHBIX M MPOBEPEHHBIX
MPAKTHKOH KaTerOpHid, 3Ty MpoOIeMaTHKy O0CBauBalOT
u € yueHuku. Y maHHas TeopeTHuecKas KOHIICTIITHSI
(Bmecrte ¢ paszpaboTkamu kosuier — Jlronmuns! Kazan-
nesoid u Jlrommuner [laiimyxameToBoit) — Hanbomee
HoBaropckas B Poccun nauana XXI Beka. K BaxHeil-
MM KaTeropusM HOBOTO YYEHHsI OTHOCHUTCS Auaja
«CIICIMANBHOE U HECTEHHATbHOE MY3bIKaJIbHOE CO-
Jep>KaHUe» U TPUala «TPH CTOPOHBI MY3BIKATBHOIO
cojiepKaHus» (CM. HccieoBaHue XoonoBoi «DeHo-
MeH My3bIKu» [30]).

OnHUM U3 3HAYUTENBHBIX TPYAOB CTANI0 y4eOHOE
nocobue Anapes Kynpsmosa «Teopust My3bIKaabHO-
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rO copiepxKaHusl. XyJI0KECTBEHHbIC U/IEU €BPOIEHCKON
My3bIkd X VII-XX BB.» 11 My3bIKaJIbHBIX By30B [ 12],
KHUTa TPUHIUIHAAIBHON Ba)KHOCTH, C IEHHEHIIUMHU
CBEJICHUSIMH O MYy3bIKE, CIIy’KaIasi 0OOTallleHUIO My-
3BIKAJIBHOTO 00pa3oBaHus B Poccuu.

K coBpemenHoif Mysbike Kynpsimos obOparmics
B nocienHell mase «Conepaxanue uned My3biku XX
Beka». CpeaM MOCTAaBIEHHBIX NpoOIeM — Xymoxe-
CTBEHHBIC UJECU MOJECPHU3MA, aBaHTapAa, HEOOAPOKKO
U HEOKJIACCUKHM, B YaCTHOCTH, HEOKJIACCUYECKUH 3TOC
CTHJIEBBIX MOJIEJIEH B MY3bIKE NEPBOM MOIOBUHBI XX
Beka (Ha npumepe npousBeneHuii Uropst CtpaBuHCKO-
ro, Ans0ana bepra, JImutpus IllocrakoBuya), cMbic-
JIOBOE 3HAYEHUE CUMBOJIMKHM B My3bIKE BTOPOH IOJIO-
BHUHBI XX Beka (Ha mpumepe counHeHuit Apso Ilspra,
Anb¢pena lInutke, Coduu I'ybaiimyaunoit). JlanHbIit
TPYyJ, OPUTMHAIbHBII U HOBaTOPCKUM, COAEPIKUT KOH-
LIEHTPUPOBAHHOE COEAMHEHNE HayuyHbIX I'yMaHUTap-
HBIX KaTeropuit — GuIocoPcKux, ICTETHUECKUX, JIUTE-
paTypoBEIUECKHUX, UCKYCCTBOBEIIECKUX, COOCTBEHHO
My3bIKOBeAUeCKUX. OH MO3BOMSET MY3bIKAHTAM JIFO-
OBbIX CIEIHAIbHOCTEH 0CO3HABATh MPOU3BEICHUS pa3-
JIUYHBIX XYIOKECTBEHHBIX HANpaBICHUH M CTUIIEH
CKBO3b MPHU3MY CIOKUBIIMXCSA KYIBTYPHBIX Mapajirm,
a TaKKe, 4YTO BECbMa Ba)XKHO, COBEPIICHCTBOBATh CBOU
MY3bIKAIbHO-CMBICAI060U CIyX KaK OIHO U3 CaMbIX He-
00XOMMBIX MPO(ecCHOHATBHBIX KaYeCTB.

VYuenuku npogeccopa mpoOneMaTHKy coaepika-
HUSI BBOAWIN B CBOM PabOThI BMECTE ¢ IMpoOieMaMu
KOMIIO3MIIMH, HCIOIHUTENBCTBA, WHOIZNA CMEXHBIX
Hayk. Tak, B kaHgumarckoil nuccepranuu Exarepu-
Hbl AKUIIMHONW «CeMaHTHYeCKHUe acleKThl aHaIHu3a
TtBOpuecTBa A. [IIHutke» (2003 [1]) conepxarenbHbIi
METO/I CJIOKUJICS KaK MEPEIUIETEHNE CEMUOTUKN U MY-
3bIKOBeZIeHUs (To3aHee Obuia u3naHa kaura «IIpoO-
JIeMbl HMHTEPIPETALMUA COACPIKAHUS MY3bIKAJIbHBIX
npousBereHuil Anbdpena luautkey», 2013 [2]). Becob
CEeMaHTUYECKUH OAXO0] ObLI €10 BEIPAOOTaH CaMOCTO-
STEJIBHO, B TO BpeMs Kak XOJOIMOBa, CO3JaBIIas JBE
nepsble kKHuTH 0 LIHUTKE (OmHY coBMecTHO ¢ EBre-
Hueil Yurapépoit [35]), TeOpHi0O CEMHOTHKH Tyda He
BBOJMJIA.

Kapkacom uccnenoBanns AKMIINHOMN CTajla TEOPUS
Xo0n0moBoil 0 TpEXx CTOpPOHAX ComepKaHWs (IMOIMI,
n300pa3uTeNbHOCTS U CUMBOIIUKA). 11 Ha IepBoe MecTo
aBTOp IIOCTABHMJIA CUMBOJIMYECKYIO CTOPOHY, XOPOILO
YYBCTBYsl CMBICJIOBYIO IIpupoay My3biku [IIHuTKE. OHA
crienana Takyr COOCTBEHHYIO pa3pabOTKy CHMBOJIUKU
y KOMIIO3UTOpa, YTO JONUIA JO IITyOHMHHOH CYTH €ro
TBOPYECTBA, 3aTPOHYB CUMBOJIUKY 3TUYECKOIO HMOpPsI-
Ka, ¢ KOHTpacToM J100pa u 371a. B cuMBonke 351a ObLIH
BBIJICTICHBI «3710 HH(epHambHOEY, Wi «das Bose», u
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«3I10 KaK CJIOMaHHOE J00po». A B CUMBOIIHKE JJ0Opa —
«KaTapcuc Kak J0o0po BEICIIEe» U «contritio (TIOKasHKE)
Kak J100po uenmoBedeckoe». My3bIKalIbHbIE OTKPBITHS
AKUIIMHA c/ieNajia ¥ B IByX JIPYTUX CTOPOHAaX COAep-
xanus My3sika LIanTke. B m300pasurensHoCcTH, Ha-
npuMep, oOHapyKHJIa MoKa3 OecIpeIMETHOTO («MBIC-
M JbpsiBosiay B «DaycT-kaHTaTe»). B amMornmoHansHOM
CTOpPOHE, HECMOTPSI HA MHOXKECTBO HETaTUBHBIX 00pa-
30B, YCTAHOBMIIA IIpeoOIalaHie THHAMUKU MOIBEMOB,

YTO «COAEPIKUT DITYOOKO CKPBITYIO (DYHIaMEHTaIbHYHO
TO3UTHUBHOCTHY [2, ¢. 87].

B nanHO# myOnuKanyy JTUIIE KPAaTKO XapaKTepu-
3yIOTCS MHOTOYHCIIEHHBIC Pa0OTHl YIEHUKOB mpogec-
copa. Ho u o nmpezacraBineHHOMY 0030py H30paHHOTO
psifa KHUT U AMCCEpTalMi BUAHO, YTO TPYABI Hayd-
HOM 1mKoJBI BaneHTnHel XomomoBoil Beerga ObUH U
OCTAIOTCS Ha MEPEOBOM Kpae pOCCUIICKOTO MY3BIKO-
BE/ICHUSL.
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Igor Stravinsky’s Symphonic Poem “The Song of the Nightingale”

The symphonic poem “The Song of the Nightingale” or “Le chant du rossignol” (1917) was written by Igor
Stravinsky on the basis of his opera “Le rossignol” (“The Nightingale”). In his version for orchestra the composer
concentrated his attention on the leading thematicism and was able to present the music in purely instrumental timbres
in a more colorful and relief manner, and for this reason the composition turned into a more significant one from the
point of view of artistry. The determinant quality of the symphonic poem “The Song of the Nightingale” is the world
and man in the primordial state of their manifestation. In a relatively compact musical space the composer was able to
recreate numerous diverse planes of the initial musical idea. The primordial spirit is not so apparent in the genre-related
characteristic sphere. But Stravinsky seems not to aestheticize the living material from the positions of academic art,
but pours it out in all of its naturalness, passing it onto the score “alive,” — from hence comes the acerbic sappiness
of the colors of the bazaar. The “Scythian” quality as the most important expression of the initial musical element
obtained an unexpected and sharp turn here. When composing the opera based on the motives of Hans Christian
Andersen’s well-known fairytale, naturally, Stravinsky developed the urge to correlate its color with the geography of
the plot. Notwithstanding all of its conventionality, the sound solution of a number of episodes is rather unambiguously
associated with the trite perception of the East, however the most essential element consisted in replication a special
plane of the Russian national nature in its juxtapositions with the Scythian and Central Asian elements, as well as what
was inherited from the Mongol-Tatar yoke. The most direct relation to the initial sides of existence is born by the life
of the subconscious recreated in the symphonic poem “The Song of the Nightingale.” For the sake of immersion into
this sphere, the composer chose as his prerequisites the stages of dream, forgetfulness, slumberous reverie, which turn
into an impulse for a turnabout of the life of instincts, carried out in the depths of the psyche. And the whole presents
itself in motion from dynamism of a festive motion, of military processions and the vivacity of fairytale images to
the staticity of reverie and oblivion. And behind the motion from dynamism to staticity there is a certain semantic
implication present, reflecting the local historical-artistic situation of the second half of the 1910s: after the avant-garde
boom of bold initiatives and a burst of innovations of the first half of that decade there was a temporary departure from
the extremities of “storm and stress.”

Keywords: Stravinsky’s early music, the symphonic poem “The Song of the Nightingale,” 20" century music.
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K 135-AeTHI0 CO AHSI POXXKACHUS KOMIIO3UTOPA
K 100-AeTHio oaAHOro u3 weaespoB CTpaBMHCKOro

CumdcoHnueckast noama «llecHb coroBbsi» Mropsi CTpaBMHCKOro

Cumdponnueckas mosma «IlecHp comoBbs» (1917) Obuta co3nana M. @. CTpaBUHCKHM Ha OCHOBE MarepHala
ero onepsl «Conoeit». [Ipu nepepaboTke it OpKecTpa KOMIIO3UTOP CKOHLEHTPUPOBAJ BHHUMaHUE Ha BeAyIEeM
TEMATU3ME U CYMECJ NMOAAaTh €0 B MHCTPYMCHTAJIbHBIX TeM6an 60nee KpaCOYHO M BBIIYKJIO, ITO3TOMY B I[aHHOfI
BEPCUU NPOU3BEJCHNE OKa3alloCh XyA0KECTBEHHO Oojiee 3HaUMTENbHBIM. Ompenestoniee KauecTBO CoAepKaHuUs
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cuMdoHNUeCcKOi oMbl «I1eCHBb COOBBS» — MHUP M YEJIOBEK B IIEPBOPOHOCTH CBOMX NPOsIBICHUN. B oTHOCHTEIBHO
HEOOJIBIIIOM MY3BIKQIBHOM IPOCTPAHCTBE KOMITO3UTOPY YIAJIOCh BOCCO3/aTh MHOKECTBO pa3HOOOpa3HBIX IpaHen
n3HauanbpHOTrOo. He cTons 04eBH/ICH IyX NepBO3/1aHHOCTH B )KaHPOBO-XapakTepuctuieckoii cepe. Ho CrpaBunckuii
Kak OyQTO HE ACTETU3NPYET KM3HEHHBIH MaTepua ¢ MO3UIHUI aKaJeMHYECKOTO0 HCKYCCTBa, a BHIMIECKUBACT €TO
BO BCEHl HaTypalbHOCTH, «KHBBEM» MEPEHOCA MPSIMO B MapTUTYpPY, — OTCIOJA TE€PHKAas COYHOCTh SPMApPOUHBIX
Kpacok. «CKU(CTBO» Kak BaKHElIlee BhIpa)KCHHE W3HAYAIBHOTO MOJYYMIIO 37IECh JIOBOJILHO HEOXHJIAHHBIH U
pe3kuii noBopot. [Ipu counHeHny onepsl IO MOTUBAM U3BECTHOM cka3ku AHJepceHa y CTpaBUHCKOTO €CTECTBEHHO
BO3HHKJIO MOOYXJEHHE COOTHECTH e€ KOJOpHUT c reorpadueii croxera. [Ipu Bceil cBoell yciI0BHOCTH 3BYKOBOE
pelleHre psiia 3MHU30[0B JOCTATOYHO OJHO3HAYHO ACCOLUUPYETCS C PACXOXKUM IMpercTaBieHueM o BocToke,
OJTHAKO CaMOe€ CYIIECTBEHHOE COCTOSJIO B BOCIPOM3BEICHUN 0CO00M TpaHM pycCKOW HAIMOHAIBHOW HATypHl B €&
COIIPUKOCHOBEHHAX CO CKH(CKMM, CpeAHEa3HaTCKHM, a TakKe C TeM, YTO IO OT BPEMEH MOHIOJIO-TAaTapCKOTO
ura. CamMoe HEMOCPEACTBEHHOE OTHOLIEHHE K H3HAYaJIbHBIM CTOPOHAM CYIIECTBOBaHMS HMMEET BOCCO3JaHHas
B cuMponuyeckoil moome «IlecHb cOMOBBS» KM3HB MMOACO3HAHUS. [y MOTrpyXeHus B 3Ty cdepy KOMIO3HTOP
n30paj B KauecTBe MPENNOCHUIOK COCTOSHUS APEMBI, 3a0BIThsl, COHHOW TI'PE3BI, YTO CTAHOBUTCS MMITYJIBCOM JISI
Ppa3BOpOTa KU3HU HHCTUHKTOB, COBEPIIAOIIEICS B HeApax ncuxuku. M nenoe npeacraér B ABUKEHUH OT AUHAMU3Ma
Mpa3HUYHOIO JEHCTBA, BOMHCTBEHHBIX LIECTBUH M XMBOCTH CKa30YHBIX OOpa30B K CTAaTHKE APEMBI, 3a0BITHS.
A 3a ABM)KEHUEM OT JUHAMHUKU K CTaTUKE yraJbIBaeTCsd ONpPENeNEHHbIM CEeMaHTUYECKUH MOATEKCT, OTPa3UBIIUI
JIOKaJbHYI0 MCTOPUKO-XYJ0)KECTBEHHYIO CHTYaIlMI0 BTOpOH mojoBuHBI 1910-x rogoB: mocie aBaHrapaHoro Oyma
JIep3KUX MHMLMATHB M B3PbIBA HOBallUN NEPBOI MOJOBUHBI JECATUIETUS MPOUCXOAMJI BPEMEHHBIH OTXOJ OT
KpaitHocTell «OypH U HaTHCKay.

KiroueBple cnoBa: panHee TBopuecTBO CTpaBHHCKOTO, cuMQoHmUecKas mosMa «[IlecHb comoBbs», My3BIKa
XX Bexa.

he symphonic poem “The Song of the

Nightingale” or “Le chant du rossignol”

(1917) was written by the composer on the
basis of the material of his opera “Le rossignol”
(“The Nightingale”). The composer wrote the opera
with a large interval in the time period of his work,
which considerably influenced its image.

The first act was begun in 1907 and completed
in 1909, i.e., in the very beginning of the
composer’s artistic path, when his individual style
had not yet been established and was in the general
vein of Russian music of the 1900s. Acts 2 and 3
were composed in 1913-1914, when Stravinsky
had already composed the ballets “Petrushka”
and “The Rite of Spring,” which brought him
world recognition. These two acts appeared in the
conditions of an intense renaissance of Russian
music, which makes them distinctly different from
Act 1.

The aspiration towards manifestation of a new
national style turned out to be so strong, that, as
he was composing his opera, the composer was
not able to return literally on a physical level to
the refinedly aestheticized, somewhat smooth style

of Act 1 and composed the other two acts in a
totally different vein (the “pagan” element and the
skomorokh' primitive style in a motley blend, as
well as a relative Oriental quality and constructive-
urbanistic elements).

Herein is the reason of the “incompatibility of
textures” of the various acts of the operas created
in different times. And the question is not in the
stylistic incompatibility. Frequently one may
encounter justified criticism in research literature
in regard to the First Act: “The entire character
is somewhat lifelessly-artificial... The composer
contents himself with an aesthetical salon style. The
artificial aestheticism of Act I is confined and has
little perspectives” [11, p. 96, 97].

Compared with the theatrical version, the
symphonic poem “The Song of the Nightingale” is
characterized by an aesthetical and stylistic unity,
stipulated by the fact that the composer consciously
based it only on the material of Acts 2 and 3, written
in a novel style and absolutely homogenous, as
Stravinsky himself had also noted [13, p. 114].

In addition, upon the revision for orchestra he
concentrated his attention on the leading thematicism

"' The skomorokhs were medieval Russian and East Slavic clowns who could sing, dance, play musical instruments
and compose for oral/musical and dramatic performances. Skomorokh qualities in music may be interpreted as lively
buffoonish dance qualities. — Translator s note.
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and was able to present it in purely instrumental
timbres much in a more colorful and relief manner,
and for this reason in the present version the
composition turned out to be more significant from
an artistic point of view, which is what is inscribed
in the composer’s written evaluation “I consider
‘The Song of the Nightingale’ to be one of the most
successful of my pieces” [12, p. 30]. We may also
cite the opinion of Boris Asafiev, who considered the
examined oeuvre to be “one of the most picturesque
and colorful compositions of Russian music,” and
noted that within a set of Stravinsky’s scores (“The
Firebird,” “Petrushka,” “The Rite of Spring” and
“The Soldier’s Tale”) “The Song of the Nightingale”
is the most fairytale and the most magical-alluring,
if not the strongest in its expressivity” [1, p. 81].
The aforementioned induces us to bestow our
preference on this composition over the opera and
impels us to examine it in particular, moreover, since
conceptually it is entirely an independent piece.

The determinant quality of the content of the
symphonic poem “The Song of the Nightingale” is
the world and man in the primordial state of their
manifestation. During its relatively short duration
(the composition is about 24 minutes long) the
composer was able to recreate an entire “bouquet”
of diverse boundaries of the initial idea. The most
basic of them is the nature of genre, “Scythian”
qualities, the life of the subconscious, the fairytale-
childlike element. At the same time, all of this is
presented in an extremely concentrated way, so
unlike the opera “The Nightingale” the symphonic
poem “The Song of the Nightingale” is capable of
creating the impression of being a double of “The
Rite of Spring.”

The primordial spirit is not as apparent in the
genre-characteristic sphere. It may appear that
we have before us merely sketches of a festivity.
But Stravinsky seems not to generalize and not to
aestheticize the living material from the positions of
academic art, but pours it out in all its naturalness,
passing it onto the score “alive.” Hence comes the
perceivable concreteness of shumstvo or “noisiness”
(we shall make use of the neologism of Alexei
Nikolayevich Tolstoy from his novel “Peter I’) — the
shumstvo of the idle crowd, conveyed through the
flickering heap of its images, its discordant clamor,
vanity, rattle, swinging (the initial section, and then
starting from citation number 44). From there comes
the acerbic sappiness of the colors of the bazaar,
brisk street rhythms, characteristic exclamations,
outcries, harmonic plunks, strumming on the

72

balalaika, slotted by dazzling flares of illumination.

All of this demonstrates direct connections
with the picturesque-descriptive pictorialness of the
ballet “Petrushka” (1911) and the early orchestral
opus “Fireworks” (1908), demonstrating itself
in fusion with that stylistic component which let
itself known in full measure later, in the musical-
theatrical composition “Renard” (1916). The
quality in question is the “skomorokh” attribute.
Its “injections” bring into the festive atmosphere
alternately a tawdry and a boisterous nuance (in
addition to the aforementioned sections — citation
numbers 25; 61). At the same time, the limitation
to short “popevkas,” the use of skipping dance
movements and country tunes, the hypertrophied
leaps, the specific instrumental effects, such
as glissandi of trombones not only provide the
characteristics of exaggeration (at times with
mocking features), but also intensify the impression
of primordiality, which may be explained by the
chronological remoteness of the genre sources of
the skomorokhs.

The “Scythian” quality as the most important
expression of the initial musical element, having
found a bright manifestation in Stravinsky’s “The
Rite of Spring” and Prokofiev’s “Scythian Suite,”
obtained an unexpected and sharp turn here. For
the sake of identifying it, let us make use of the
anachronistic concept of Asiatic qualities, which
corresponds of one of the outdated meanings of the
word “Asian” — a rude, backward person [8, p. 18].

As a preliminary condition for its artistic
realization, the given phenomenon presumes the
presence of a certain definite color. When composing
the opera based on the motives of Hans Christian
Andersen’s  well-known fairytale, naturally,
Stravinsky developed the urge to correlate its color
with the geography of the plot, in which an event
from the life of a certain Chinese emperor (one of
the episodes is indicated in the score as “Chinese
March,” citation number 18) is intersected with the
mention of neighboring Japan, from whence the
artificial nightingale is brought.

Notwithstanding all of its conditionality, the
sonic solution of a number of episodes is rather
unambiguously associated with the widespread
perception of this type of East: the pentatonic base,
the motion in parallel fourths, timbres of wind
instruments, and as a “dressing” — a delicate finesse
of watercolors (see citation number 22, the first
violins playing divisi into four sections against the
refined background of the celesta and the harps).
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However, in the context of this composition the
oriental element does not possess a self-sufficient
meaning. It sufficed for the composer to slightly
indicate the corresponding color, in order to bring
out to the truly essential — to that “Asiatic” quality
understood as a special boundary of Russian national
culture, characteristic particular to customary
usage within the country in its juxtapositions with
the Scythian (at least metaphorically) and Central
Asian elements, as well as what was inherited from
the Mongol-Tatar yoke. As an analogy it must be
reminded that Alexei, the main protagonist of
Dostoyevsky’s novel “The Gambler,” as well as of
Prokofiev’s opera with the same name, which was
written a year prior to “The Song of the Nightingale,”
spoke about his “Tatar heritage.”

For the art of music to outline such a
phenomenon was rather a rare occurrence: singular
but sharp touches in the image of Khovansky from
Mussorgsky’s opera “Khovanshchina” (leaps down
a tritone and a tenth towards an importunately
ground II scale degree) and in the portrait of
Shahriar from Rimsky-Korsakov’s symphonic suite
“Sheherazade,” in several features of the image of
the Polovtsy from Borodin’s opera “Prince Igor” and
the image of the Tatars from Rimsky-Korsakov’s
opera “Kitezh,” and directly prior to the appearance
of the examined composition — in the characteristics
of the Moor from “Petrushka” and from several
fragments from “The Rite of Spring.”

In the symphonic poem “The Song of the
Nightingale” the Asiatic guise of the Russian person
appears with a naturalistic exposure, coming out to
the top first in the section with citation number 16,
and then in its recapitulation (citation number 61)
with echoes in the episodes (citation numbers 71, 77).

The massive, expansive march gait (ff, molto
pesante) with vibrant, militaristic signals and sharp,
disconnected retort-gestures (the monopoly of the
brass), and at times also with explicit “invectives”
(citation number 71) — this is what the formula
of the rudely charging force, the sketching of the
bonze-boyars parading with the conceit of fanfarons
and calvish complacence, but, nonetheless, in a
menacing and even intimidating manner. All of this
clearly creates the effect of khanate despotism, but
it must be admitted that we have before us a variant
of fauvism, growing from out of the roots of the tree
of Russian existence.

The most immediate relation to the elemental
sides of existence is the life of the subconscious,
recreated in the symphonic poem “The Song of
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the Nightingale.” It is not perchance that it is
closely contacting with pantheistic perceptions. On
numerous occasions the illusion appears of singing
of birds, the hooting and roaring of creatures
inhabiting the untouched wild backwater places. The
human element also appears in direct connections
with secret nature, when not conscious thoughts
or feelings find themselves on the foreground,
but intuitive incentives and reactions, instinctive
inclinations and emotions.

For the sake of immersing himself into this
sphere the composer chose as the prerequisites the
stages of dream, forgetfulness, slumberous reverie,
with the accompanying sensations of languor,
psychological softness, “visceral” fermentation.

In the episodes connected with similar conditions
and perceptions a certain realization of the feeling
appears only in the theme of the trumpet (the first
statement is in citation number 68, the second — in
citation number 96). Much in it comes from the
color of evening dusk — crepuscular, linked with
an alert lull, with unsteadiness and inarticulateness
of mood. In all other regards the “dusk theme” is
accordant with the entire music of oblivion. The
impression of nebulosity is created by means of
motive dormancy and intonational neutralization.

The horizontal element is neutralized
everything is built on the “slumberous” ostinato of
the sole chord sounding in a measured, endlessly
repeating homogenous figuration of the strings and
harps. The vertical element is likewise neutralized
— this sole pedaling harmony is a chord based on
perfect fifths with the intervallic indifference
characteristic to it. The mode is also neutralized — the
fundamental chord based on perfect fifths forming
the background (Ab + Eb + Bb + F) gravitates
towards A-flat major and at the same time contains
in itself two sounds (Bb and F), which become
tonal centers for the trumpet melody floating above
them (the latter sways between the keys of F minor
and B-flat minor), and overall there appears a
coarticulation of parallel scales of A-flat major and
F minor with the plagal “addition” of B-flat minor.

As a result, this particular neutralization of
the recreated inner state takes place, which is also
determined by the turning to the genre of the lullaby
with the monotonous repetition of intonational turns
inherent to it, with the overall “languid” character.

In the other episodes of the slumber music this
nebulosity and amorphousness is expressed even
more distinctly by means of the emphatic staticity
of the texture and the diffuseness of the contour. The
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“calls” of the instincts are born in a misty mirage of
an illusively unreal environment, woven together
from staunchly individualized sounds (for example,
in citation number 39 the solo passages of the flute
and clarinetto piccolo against the background of
flecks of the celesta, separate retorts of the muted
strings and the harmonics on the harp).

Almost with a physiological tangibility
Stravinsky recreates the effect of involuntary
flinching, peculiar to the state of dreamy languor.
It may remind of a light shiver running through the
body — in the guise of eccentric scherzo-caprices
(an entire chain of these tiny fragments appears,
beginning with citation number 81). There are
also flinches presented in the forms of peculiar
“tics.” It could be said that in the “dusk theme”
the background is based on the conjugacy of two
rhythmic patterns in 3/8 meter with a syncopation
on the second sixteenth — this impulsive “click”
is what presents the imitation of flinching (as if
twitching in a dream).

The described stay in the condition of slumber
becomes a “foothold” for the turnabout of the
innermost, conceivable with difficulty — the life
of instincts taking place within the depths of the
psyche, in the crypts of the subcortex, in the depths
of the “insides.”

The most unacceptable equivalent of this
concealed world is discovered by the composer for
himself'in the rituals of sortilege, sorcery and magic.
There were similar elements in “The Rite of Spring”
and even in Prokofiev’s “Scythian Suite.” But there
they presented a complementary sphere, while in
the symphonic poem “The Song of the Nightingale”
the magic of the subconscious comes out to the
forefront as the leading stratum of imagery.

A sorcerer, a wizard, a shaman — it is in this role
that Stravinsky presents himself here. He artistically
conjures up a whirl of invocations, sortileges,
exorcisms and sorceries, broadly manipulates with
archaic elements (very indicative is the episode
starting with citation number 72 — the mutter of a
sacred verse with a low bassoon).

Obviously, behind the created “dense” action,
the alluring sweet toxin and half-somnambular
captivation, there lies hidden a specific lyricism
of languor of instincts, the mystery of their
dark and enigmatic existence (in addition to the
aforementioned sections see also citation numbers
39-43, 58-60).

Disclosing the life of the subconscious, the
composer at times touches upon the “queer,” the
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outlandish (for example, in the episode bearing
the indication “Play of the Artificial Nightingale,”
citation numbers 58-60). The scenes with the
“Asiatic element” sometimes demonstrate
something mocking and toy-like. Depictions of
the festive razzle-dazzle uncover such an immense
abandon to leisure pastimes, in which you never
know when something non-adult would show
through.

Herein the material examined above interlocks
at least with manifestations of a childlike perception
of'life, which comprises a weighty “revenue item” of
the symphonic poem “The Song of the Nightingale”
and the accessory of which to the “initial stage” we
have no need to prove.

The whims and fancies of children’s fantasies
most often coincide in their focal points on the
miraculous, magic, and fairytale-like, which the
chosen subject matter also helps induce. Everything
else is concentrated in two intermezzi, which
intermit the festive noise (“shumstvo”): the first
— at citation number 13, the second — at citation
number 38 (with the indication of “The Song of
the Nightingale”). Both episodes are distinguished
by a sharp slowdown of the tempo and transition
to an extremely transparent texture — against the
background of trills and harmonics of the solo
string instruments the filigree textures of reed-pipe
fiorituras are interwoven.

The improvisations of the flutes present the
peak of fancifulness and capriciousness (here they
are, indeed, “magic flutes”). In them, as well as in
the finesse of the entirely individualized timbres,
there is a sense of the influence of the practices of
Impressionism and “Mir iskusstva” [“The World
of Art”], but the refined delicacy is subservient
in this case to the transformation of the fairytale-
childlike element, obtaining a preeminent charm of
primordial purity.

The juvenescent perception of life presented
not as much a self-sufficient type of content as a
curious sign of “the childhood of the epoch,” if one
is to presume by this the initial stage of evolution
of contemporary civilization, which coincided with
the first decades of the 20™ century. The miracle
of being was in many ways connected with the
sensation of a discovery of the world, which seemed
to have appeared anew before people of that time.

This sensation was also subjective, but to a
certain degree was also able to be generated by
objective reality, since the contemporary time
period, which came into its own right, carried in
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itself a mass of hitherto unfathomable things and
phenomena.

Herein is the reason of the elevated-exuberant
attitude towards the surrounding environment,
endowing “The Song of the Nightingale” with a
brightly expressed festive tone. The hedonistic
message leads to an absolute dominant of pure,
iridescent colors, all sorts of ringing effects, which
conveys an admittedly preexistent character to the
whole. And if only once (at citation number 58) there
appears the episode of groaning and shrieking, in the
overall context it is perceived as a purely outward
“presentation-like” imitation of the dramatic scene,
as an amusing curiosity or simply a gag.

The hedonistic directedness is also expressed
by the inclination of this oeuvre towards exoticism
— after all, almost everything here is based on
the fanciful, extravagant and magic (especially
intriguing is the music of the skomorokh, “Chinese”
and fantastic fairytale musical fragments).

The world appeared as being full of miracles, a
peculiar box of oddities, the stream of which dazed
with its colorful motley. The “splendid mosaic” [1,
p- 81] splashed out by the composer’s hand in its
multifold compositeness and multi-source quality
remind of the Babylonian pandemonium.

It suffices to say that the composition consists
of thirteen more or less delimited episodes and
sections. In their turn, seven sections are built from
a set of micro-episodes (from three to nine in their
number). The overall number of structural units is
46. In addition to this, many micro-episodes may
be disjoined into a set of fragments. It is indicative
that in his concern for the practical convenience of
performance, the composer was impelled to mark his
rather small score with almost a hundred numbers.

It was possible to prevent the transformation
of this indescribable multitude into a chaotic
accumulation of “fragments” by means of the art
of thematic assemblage, derived from the artistic
experience of Rimsky-Korsakov and brought
by Stravinsky to a conceivable limit of lapidary
elegance. In addition, besides the remarkable
combinative technique, a very definite semantic
trajectory acts as a binding factor: from the
dynamism of a festive act, military processions and
the liveliness of fairytale images to the staticity of
reverie and distraction.

The priority of the dynamic element in the first
half of the composition is absolutely apparent, but
in its second half (starting from citation number 44)
there is a swift dramaturgical diminuendo — first as
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a sharp shortening of recapitulative statements of
the material (the initial section and its recapitulation
starting with citation number 44, the section starting
from citation number 16 and its recapitulation
starting from citation number 61), and then by
means of dispersal up to separate inconspicuous
echoes (the final “traces” appear at citation number
77, and before citation number 96).

On the other hand, the static sphere develops
along the line of an unswerving crescendo of
its significance — at first it “steals in” gradually,
but already towards the end of the first half of
the composition regains a large section for itself
(citation number 39-43), while in its second half
unfalteringly pushes out dynamic images (starting
from citation number 58), coming out in the end
towards an unchallenged dominance.

During the entire course of the composition the
contrast of these spheres is sustained, emphasized,
in particular, by a sharp juxtaposition of tempi:
Presto for one, Larghetto, Adagio and Tranquillo for
the other. The pre-planned aspect of the composer’s
resolution can be seen in the interpretation of the
conclusion as well (citation number 96) with its
effect of complete slowdown, cooling down and
dissolution — the gradual thawing of the sonority
is captured in numerous comments: Tranquillo,
Piu tranquillo, Encore plus calme,; dolcissimo, con
sordino, comme un echo, morendo, p, piu p, pp.

Behind the motion from dynamism to staticity
a certain semantic implication may be divined.
Indeed, in the fast episodes there is a prevalence
of strong, teasing impulses, a flamboyantly elegant
interpretation of genre, an innocent illusion of
“tricks and attractions.” And in that shift which is
perceived in the slow sections one can easily see
the aspiration to pass from outward manifestations
to inner concentration, from a tempestuous activism
directed outwardly, to immersion inwards.

Apparently, it is not perchance that the “dusk
theme” is allocated — the theme that is most
informative and artistically valuable for the
entire composition, the theme with features of
meaningfulness, spirituality, thoughtfulness, the
only theme endowed with a sufficient amount of
gravity and a tinge of melancholy (it is not in vain
that intonations of luminous attribution take root
into its contour).

The meaning of the examined dramaturgical
trajectory is not limited to the frameworks of the
present, singly approached conception. The local
historical-artistic situation of the second half of the
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1910s was reflected in it in a curious manner. After
the “modernist” boom of bold initiatives and an
explosion of initiatives in the first half of the decade,
which for Stravinsky himself were connected, first
of all, with the ballets “Petrushka” and “The Rite of
Spring,” during those years (especially in 1917-1918)
there was a partial departure from the extremities of
the “storm and stress” period, there was a certain
weariness from the abundance of discoveries, which
caused a noticeable decline of activity.

The temporary lull was also observed in those
years in the musical productivity of other major
composers — Prokofiev (the last of the “Visions
fugitives,” the First Symphony, First Violin
Concerto) and Myaskovsky (Fifth Symphony),
which proves the natural pattern for the appearance
of the symphony “The Song of the Nightingale,”
which in its structural and dramatic organization
modeled in a peculiar manner the marked peculiarity
of the experienced historical stage (as a remote
parallel I may remind of the dissipation of the fronts
of World War I taking place during that time).

The analyzed composition is turned primarily
to the decorative-exotic angles of the “pagan”
trend, the most important function of which in
Russian music of the early 20™ century was the
show of elemental forces, their fermentation and,
in particular, the disclosure of the phenomenon of
primordiality in nature and man.
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Tonality: the Semantic Aspect

Present-day perceptions of semantic connotations of tonality rely for the most part on the metaphoricity of
meanings, the reason of which is rightfully found in the mechanism of building associations. However, it would be
too simple to explain such a complex and stable phenomenon only by means of a metaphorical transfer of meanings
from the adjacent fields of activity to music. In this seemingly purely personal act there are a lot of rather objective,
“universal” elements. Effectively, association as a semantic principle may be characterized not only by spontaneity and
subjectivity of semantic connections but also by their rather consistent and objective character.

Today we have right to speak about an ontological and natural (which is far from subjective) metaphoric character
of tonality’s semantics. This type of semantics possesses quite objective grounds. A composer programs and sets
a specific artistically indispensable metaphoricity. It is important to realize that the semantics of any tonality is
undoubtedly adjusted by many factors. It depends on the context, so it presents a flexible notion — this also defines the
objective rule of its existence.
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TOHAABHOCTb: CéeMAaHTUYECKMUM aCneKT

CoBpeMeHHbIE MPEICTAaBICHUSI O CEMAHTUYECKOH OKpacKe TOHAJIBHOCTH B OOJBIIOW CTENEHH YIOBAIOT Ha
MeTahOPUIHOCTh CMBICIIOB, IPUYUHA KOTOPOM MPaBOMEPHO OTHICKMBAETCSl B MEXaHU3MeE accouuupoBanus. OHAKO
OOBSICHATH CTOJIb CJIOKHBIA M CTOWKHANA (PCHOMEH ACHCTBHEM TOJIBKO METa(GOPUYSCKOTO MEPEHOCAa CMBICIOB W3
CMEXHBIX 001acTeil B My3bIKy ObLIO OBI SIBHBIM YIpOIIEHHEM. B 3ToM, ka3anochk Obl, Cyrybo JHYHOCTHOM aKTe
HEMaJlo 00BEKTUBHOTO, «BCeOOIero». TeM caMbIM B aCCOLMHUPOBAHUN KaK MTPUHIIAIE CMBICIIO00pPAa30BaHUs CIIEyeT
yCMarpuBaTh HE TOJBKO CHOHTAHHOCTb M CYOBEKTUBHOCTH CMBICIIOBBIX CBsI3el, HO M MX BIIOJIHE 3aKOHOMEPHBIH U
00BEKTUBHBIN XapaKTep.

CeroiHsi MbI BIIpaBe TOBOPHUTh 00 OHTOJIOTMYECKOW, MPUPOIHOI (OTHIONb HE CYyObEKTHBHOMW) MeTa(opuuHOCTH
CEMAaHTUKH TOHAIBHOCTH. DTa CEMaHTHKAa MMeEET BIONHE OOBEKTHBHBIE OCHOBaHH. KoMIo3uTop mporpammmupyer,
3a71aéT BIIOJIHE ONPEIEIEHHYIO, XY0KECTBEHHO HEOOX0JUMY0 MeTa(hOpHuHOCTh. BakHO MOHMUMATh, 4TO CEMaHTHKA
TOHAJILHOCTH HEMPEMEHHO KOPPEKTHPYETCS MHOXKECTBOM (akTopoB. OHA HAXOAMTCS B 3aBUCUMOCTH OT KOHTEKCTa,
CTaJIO OBITh, OHA MOJBHKHA — B TOM TaK)KE€ COCTOUT OOBEKTUBHBII 3aKOH €€ OBITHSL.

KiroueBrie ciosa: TOHAJIbBHOCTH, CCMAHTHKA, MeTa(l)OpI/I"IHOCTI), CTUJIb KOMIIO3UTOpA, ﬂSI)IK/pC‘II), HUHTEP-
TEKCTYaJIbHOCTb, apXCTHII.

onality is one of the basic categories in  research represents tonality as a fundamental
music theory. Many aspects of tonality have = compositional tool (at least, in the broad sense,
been studied comprehensively. Principally,  within the domain of classical music).
researchers aspire to define an initial concept as Another aspect of tonality — its semantics —
pertaining to the music of various historical periods,  does not escape the attention of musicians and
the essence of tonality, a typology of tonalities, tonal ~ music thinkers either. For instance, the theory
drama and polytonality. The accessible academic  of affects has defined the expressiveness of the
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tonalities most widely used in composing practice,
thus summarising the practical knowledge.
Particular keys have been connected to specific
affects — this aspect was reflected in the works
of Johann Mattheson, Johann Quantz, and Marc-
Antoine Charpentier. Subsequently, the range of
semantically significant keys was expanded (for
example, in the music of the Romantic era), the
expression of tonality revealed its synesthetic
qualities (in the colour and light concepts of Nikolai
Rimsky-Korsakov and Alexander Scriabin).
Towards the present time, a significant number of
observations in the sphere of semantics of tonality
have been accumulated within the styles of certain
composers: Johann Sebastian Bach [9], Wolfgang
Amadeus Mozart [13; 15], Frederic Chopin [1],
Mikhail Glinka [7], Piotr Tchaikovsky [14], Sergei
Rachmaninoff [8], Nikolai Rimsky-Korsakov [2],
Dmitri  Shostakovich [12], etc. Contemporary
scholarship has brought the semantic aspect of
polytonality into a sharp focus [10].

In summary of the current tonality semantics
studies, musicology is presently beginning to
embrace tonality semantics on an empirical level
— there is hardly any theory fully present in this
domain of knowledge. The accessible information
on tonality provides no substantial examination of
its semantic aspect and, thus, cannot be considered
satisfactory. This is why present-day musicology is
faced with the challenge of further investigation of
tonality’s semantic potential.

This challenge implies raising several scholarly
questions — I shall address only some of them here.

If we view tonality as a medium of expression
for a composer, it is reasonable to perceive its
semantics from an ontological standpoint and define
how tonality-based semantics are created, and what
does the spectrum of tonality-related semantics
represent.

Present-day views on semantic connotation
majorly rely on the metaphorical aspect of the
meanings, the reason of which is rightfully
found in the mechanism of forming associations.
Nonetheless, it would be too elementary to
explain such a complex and stable phenomenon
with merely a metaphorical transfer of meanings
from the adjacent areas of activity to music.
There is no doubt that achievements in the sphere
of acoustics, psychology, physiology, culturology
and semiotics may provide an invaluable
contribution to the development of the above-
mentioned matters.
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Thus, experimental and statistical acoustic
data prove the existence of quite evident formant
constants in the colouring of the sound of a
specific pitch, sounded by a specific instrument.
When studying formant pitch characteristics
(on the piano, the violin, the oboe, or the cello),
Andrei Volodin managed to discover the correlation
between the quality of a tone and the pitch, and to
make an important conclusion “of the presence of
objectively reasonable grounds for why musicians
attribute a special emotional tone to each of the
pitches and are able to feel it, even when they do
not have absolute pitch” [3, p. 37]. Consequently,
it becomes possible to discover not only the
associative (or, rather, the subjective) component
in the semantics of tonality, but also the acoustic
component (which is rather stable and objective in
its goal).

The association itself does not proceed as
easily as it may be imagined. This seemingly
personal act contains many objective “universal”
components. O. D. Volchek provides one of
the proofs for the existence of a permanent
“universal” sense of tonality. She discovered stable
connections between the keys and references to
specific “environmental conditions” based on the
analysis of 400 songs by Russian composers. The
researcher detected the tonalities which are most
appropriate for reflecting “vast expanses” (E-flat
major), “bounded space” (C major, B-flat major),
“a water-related environment” (E-flat major,
D major, B minor), “the sky” (G major, E minor)
etc. (see: [4, p. 109]). Hence, the association as a
meaning-bearing principle may be characterized
not only by the spontaneity and subjectivity of the
semantic connections but also by their extremely
consistent and objective character.

The dichotomy of “language vs. speech,”
developed by semiotics, is also conducive for
understand the nature of creation of meaning in
tonality. Similarly to the other musical elements,
tonalities “live” in two paradigms. One of the
paradigms is speech-related, since it defines the
individual semantic fullness of a particular key,
introduced by the composer in certain musical
composition, and specifically presenting a “speech”
statement. At the same time, the inclusion of
tonality into the world of “language,” established by
the efforts of many generations of musicians, who
contributed to the global fund of musical elements
with a historically formed domain of their potential
meanings, permeates the individual local semantics
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with the aggregates of the meanings which were
developed and selected during centuries-long
practice of musical composition. Individual
“speech-related” semantics, which intensifies
some of the components of the “language-related”
spectrum of meanings, naturally gains more depth
and polysemy.

While studying the origins of the meanings
of certain keys, it is hardly possible to bypass the
phenomenon of intertextuality, which defines the
integrative quality of fiction texts. In our case,
we refer to semantic parallels and arches, based
on tonal similarities of musical compositions.
An obvious hint at Beethoven’s heroic style
(the Eroica Symphony) provides the key of
E-flat major for Richard Strauss’ symphonic
poem Ein Heldenleben, thereby placing the
composer’s artistic autobiography, interwoven
with reminiscences from his earlier works,
upon a pedestal. Likewise, C major is hardly a
randomly established tonality in Doctor Gradus ad
Parnassum, a piano piece from Claude Debussy’s
suite for piano Children's Corner. Because of
this recognizable trait, the composer’s reference
to numerous ectudes in C major, which perfect
the pianist’s skills (particularly, to Carl Czerny’s
etudes), becomes more evident. It becomes clear
that composing music triggers the mechanism of
associations, which result in the occurrence of
juxtapositions of meanings.

The concept of the metaphorical origin of tonal
semantics was also substantially complemented
and transformed by Carl Gustav Jung, who stated
that culture is saturated with meanings, namely
archetypes, which accumulate basic human values.
Within the context of the issue in question, it defines
the role of a particular key in the formation and
the long-lasting existence of some fundamental
archetypical meanings in music. One of such
archetypes, namely that of a grievous loss, was
noticed by N. G. Ivanko, who found out that
among 108 compositions by composers in Russia
and other countries written in the genre of Stabat
Mater, keys with flats were prioritised, specifically
G minor (in 30 musical compositions), C minor
(28), F minor (25), and D minor (9), whereas keys
with sharps possessed exceptional natures (since
they were found in 3 works only) [5]. The key of
C minor became a symbolic tonality, typical for a
solemn and tragic parting, cultivated by another
genre, namely, the funeral march (for instance,
it may be found in the slow movements featuring
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funeral marches of the 3 Symphony and the Piano
variations of Beethoven’s opus 34, 2 movements
from Schumann’s Piano Quintet opus 44, Chopin’s
Prelude No. 20, the funeral march from the Act 3 of
Wagner’s Gétterddmmerung, and Alyabiev’s songs
The Living Dead and The Coffin, etc.).

Thus, today we may speak about an ontological
and natural (which is far from subjective) metaphoric
character of the semantics of specific keys (as well
as various other musical elements). This semantics
possesses very objective grounds. The composer
programs and sets a specific metaphoricity, which is
artistically indispensable.

It is important to realize that the semantics of
any particular tonality is certainly adjusted by many
factors. It depends on the existing context of the
music, so it presents a flexible notion — this also
defines the objective rule of its existence.

One should not ignore the fact that any key
manifests itself with various levels of definitiveness:
it may be concisely represented with some typical
mode and harmonic means, or, otherwise, it may
be represented as a scarcely perceptible, subtle
component. Sometimes it is more perceptible to
the ear of an analyst, rather than being audible to
a listener. Surely, when the key is “diffusive,” it is
difficult to speak about its semantics. This causes the
natural character of the keys’ ambiguous semantical
interpretations.

It is essential to understand how the semantics
of a particular key proves itself in the musical
form during the entire musical work. In the
process of musical formation, the level of the key’s
importance is regulated: at the expositional stage
of the composition, where it is aimed to narrate the
musical theme, it may prove itself in a consistent
and symbolic way, while in the developing stages its
transient appearance has too little time to manifest
its semantics. In this connection, we may point out
the quite stable semantics inherent to the C major
tonality, which is quite typical for the first musical
pieces of cycles of preludes or the polyphonic
cycles of preludes and fugues (considering their
quite different following tonal strategies) of Bach,
Shostakovich, and Shchedrin.

Semantics significantly correlates with a
composer’s style. According to our experience
(once again, empirically), we know that Bach’s
C major differs greatly from the one that is present
in the musical pieces of Haydn, Mozart, Beethoven,
Chopin or Prokofiev. Edison Denisov once said:
“My D major is special. No one else ever had
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a D major like that in my music” [6, p. 99]. It is
also known that the perceptions of connection
between colour/light and tonalities of the masters
of synesthetic abilities Nikolai Rimsky-Korsakov
and Alexander Scriabin differed from each other
(Rimsky-Korsakov perceived C major as the white
tonality, while Scriabin perceived it as the red one).
However, there are some questions that are waiting
to be considered, such as: what are the reasons for
formation of this or that semantics in a composer’s
style; to which extent is it subject to evolution; how
does it fit in the context of contemporaries’ music;
to which extent does it preserve the predecessors’
gains and to which extent does it give rise to its
adherents.

Within the context of a musical style, it is
important to know to which extent the tonality’s
semantics is significant for the composer. In
addition to the observations of researchers, a lot
of information may be gained from statements of
the composers themselves. Thus, Mikhail Glinka
allowed his songs to be performed and published in
different transpositions of the initial keys, and this
could refer to the fact that when choosing a tonality
(at least in the vocal music), he was guided by the
principle of the convenience of the music for the
performer, rather than its semantics. Alexander
Scriabin felt rather subtly the expressive diversity of
tonalities: “All the music changes completely if we
imagine that it [an Etude. — L. K.] was composed in
E-flat minor rather than in D-sharp minor” (quoted
from: [11, p. 135]).

When studying a composer’s style, it may be
interesting to consider the matter of priority of the
choice (or, on the other hand, the avoidance on the
part of the composers) of certain tonalities. For
instance, the fondness for keys with a great number
of sharps or flats, demonstrated by such composers
as Mily Balakirev, Anton Rubinstein and Anatoly
Lyadov is quite informative. Nonetheless, this issue
should be solved, and not only statistically, since the
use of the tonalities is stipulated by various reasons,
some of which pass beyond the composer’s style.
Considering the main reasons, the priority of some
tonalities must be understood as a trait, typical for
the composer’s individual style. One should consider
the critical demand for certain expressive means,
including the tonality or tonalities helping implement
the ranges of musical thoughts and images, which
are important for the composer. Widely used by
the composer and related to the imaginative and
semantic dominant of his/her creative work, this
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key may be considered the composer’s individual
tonality. D minor in Rachmaninoff’s music and
C-sharp minor in Sviridov’s music obtained such a
personal meaning.

Tonalities may gain the status of a special
stylistic sign (the style of an epoch or a culture) not
only in the oeuvre of some individual composer,
but also within wider contexts. Tonality is abundant
with such semantics in conditions of correlation with
atonality, modality or other pitch systems, which
are used by composers who are our contemporaries.
The D major triad, which impressively concludes
Krzysztof Penderecki’s Stabat Mater, has become
a signature of classical art. An intense dialogue
between two “characters,” tonality (represented by
the G minor triad) and atonality, unfolds in the first
movement of Edison Denisov’s Sonata for Violin
(Example 1).

Example 1 Edison Denisov.
Sonata for Violin (I)
) =0

W

Violino :

Besides the stylistic aspect, it is quite
worthwhile to study the genre aspect of the
semantics of tonality. It is known that in the baroque
tradition the semantics of a particular key (and not
only the tonality) was in many ways influenced
by the words to which the music was set, and was
established in the genres combining music and the
spoken word, such as oratorios, masses, passion
music, etc. The affects from the rhetoric tradition
were subsequently extended to instrumental
music. Nonetheless, in this sphere multiple genres
coexist together with their original semantic areas.
When applied to such genres, tonalities are subject
to the “genre content” (a term coined by Arnold
Sokhor) of the music. Thereby, it turns out that
even within the boundaries of the style of a single
composer, for example, Frederic Chopin, the
abovementioned C major possesses a great many
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interpretations, as manifested in its chorale (in the
middle part of the Nocturne in C minor opus 48
No. 1), Mazurkas (opus 7 No. 5, opus 24 No. 2,
opus 33 No. 3, opus 56 No. 2, opus 67 No. 3, opus
68 No. 1), Prelude opus 28 No. 1, and Etude opus
10 No. 1. This is why not considering the proper
content peculiarities of the genre and not studying
the interaction of tonality and a genre would
greatly impede the understanding of the position

of particular tonalities in individual compositions
by composers.

Consequently, this brief overview of the
issue, connected with the semantics of tonality,
demonstrates that the range of problems in this
sphere is quite broad and has yet to be explored in
full. The blank spots in this sphere of musicology
are enormous, and the perspectives for research are
tremendous.
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The music of Polish-Russian composer and pianist Mieczyslaw Weinberg has received international acclaim since
his death in 1996, especially during recent years. Although many of his solo piano works were published, performed
and recorded during his lifetime, including his 6 solo piano sonatas and 17 Easy Pieces, there were several solo piano
compositions in his archives which have remained unpublished, unperformed and unrecorded for many years. Peermusic
Classical in Hamburg, Germany obtained pdf copies of these compositions, which were subsequently included as part of
the recordings of “Mieczyslaw Weinberg — Complete Piano Works Volumes I-IV”” on Grand Piano/Naxos Records.

Sonatina Op. 49 (1951) and its subsequent revised version as Sonata Op. 49b (1978) are two such works. There
are interesting comparisons to be made between the compositional techniques Weinberg employedin each version,
i. e. how he used the original material from the Sonatina in the Sonata revision, what changes he made and how he
made them, including quotations from previous solo piano works inserted into the latter versions. It is also a notable
fact that Weinberg, himself a virtuoso pianist, had ceased to compose for solo piano after 1960. The Sonata Op. 49b,
“Can-Can” in Honor of Rastorguyev (1965), and Two Fugues (1983) present the sole exceptions, of these Sonata
Op. 49D being the most compositionally substantial work.
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CoHatuHa op. 49 (1950-1951) u eé Bepcusi — Conata Op. 49b (1978)
MeuncaaBa BaitHO6epra

My3bIKa HOJIBCKO-PYCCKOTO KOMIIO3UTOpa M NHaHucTa MeunciaBa BaitHOepra momydmia MexayHapomaHOe
IIPU3HAHUE TTOCIIE ero cMepTH B 1996 rony u 0COOEHHO B ITOCHIEIHUE TOABI. XOTS MHOTHE COJIbHBIE ()OpTEHHAHHBIC
MIPOU3BEICHUS OBLIM OITyOJIMKOBAHBI, MCIIOIHEHB! M 3alMCAaHbl B TCUCHHE €r0 >KU3HU, B TOM YHCIE 6 COJBHBIX
¢dopTenuaHHbIX COHAaT W 17 Tbec, B €ro apxwBax HMEETCS HECKOJIbKO KOMIO3MIMH, KOTOPBIE OCTaIOTCS
HEOITyOJIMKOBaHHBIMH, HEIPOBEPEHHBIMH M HE3aperMCTpUpOBaHHBIMHU. ['amOyprckoe msnarenscTBo «Peermusic
Classical» (I'epmanHnsl) TONYyYMIIO apXWBHBIE KONWH COYMHEHHWH, KOTOPBHIE BIIOCIEACTBUU OBUTH BKJIIOYCHBHI B
koMIutekT «Meuncnas BaitnOepr — [lonHoe coOpanne QoprenuanHbIX HpousBeneHui, I-IV Tom» rpamsanuceit
«Grand Piano / Naxos».

Conaruna op. 49 (1951) u nmocnenyromas e nepepadoTka B Bepcuu 1o HazBanueM Conara op. 49b (1978) — nBa
13 3THX Ipou3BeneHui. Ilpencrapnsercs HHTEPECHBIM CPaBHUTH KOMITIO3UIMOHHBIE NMPUEMBI, TEXHUKY BaiinOepra,
MY3bIKaJIbHBIA MaTepua, KakuM oH Obl1 B CoHaTHHE M Kak ObUT M3MEHEH B mocienyoniel Bepcun COHAThI, Kakue
LUTATHI U3 IPEABLIYIINX COJILHBIX (POPTEITHAHHBIX IPOU3BEICHNI OBUTH BKIIOUEHBI. Ba)kKHO yUNTHIBAThH M TaKOH (aKT,
4910 Oyay4YH MHAHUCTOM-BHPTY030M, BaifHOepr mepecTan COYMHSATH M coimpHOTO (popremmano mocue 1960 roxa.
Conara op. 49b, «Kankan», nocssménnsiii Pacropryesy (1965) n «/Ige ¢pyrm» (1983) siBnsirorcst HCKIIIOUECHUEM, U3
nux Conara 49b — camas 3HaunMas pabora.

KiroueBsie ciioBa: Meuncnas BaitnOGepr, Mouceit BaitaGepr, Jmutpuii lllocTakoBud, eBpeiickiue KOMIIO3HTOPHI
B CoBetrckom Coro3e, MONbCKHE/COBETCKHE KOMITO3UTOPEI 1950-x romoB, coerckas ¢oprennanHas My3bika 1950-x
TOJI0B, BIMSHUE HAPOIHON MY3BIKH, JETCKast TETPAb.
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he music of Polish-Russian composer

I Mieczyslaw ~ Weinberg has  gained

considerable international prominence in

recent years, in the West, starting from the early

1990’s with the pioneering performances of pianist
Murray McLachlin, produced by Tommy Persson.

One of the greatest influences in his compositional
life arose from his Jewish origins. Although he
was not a religiously observant Jew at any point
during his lifetime, Weinberg's exposure to Jewish/
Yiddish culture was constant from his earliest
childhood. His father, a violinist and music director,
toured with Jewish theatrical companies and
composed music for them; starting at a young age,
Weinberg accompanied him on many of these tours.
Weinberg's own early musical activities included
his participation as a pianist, ensemble leader, and
composer at the Jewish theatre with his father.

Weinberg's formal piano studies began at the
age of 12 and continued at the Warsaw Conservatory
with the renowned pianist and pedagogue Jozef
Turcyznski, himself a student of Ferrucio Busoni.
Evidently Turcyznski considered Weinberg to
be one of his best students, such a distinguished
musician, that had events in Weinberg's life been
different he would have had the opportunity to
study at the Curtis Institute of Music with Josef
Hofmann, to pursue the career of a concert pianist.
However, World War II intervened, and Weinberg's
only recourse as a Jew was to escape east to the
Soviet-occupied zone.

After crossing into Soviet territory Weinberg
settled in Minsk for two years, where he studied
composition with Vasily Zolotaryov atthe Belorussian
Conservatory, from which he received his diploma
in 1941. Zolotaryov, a student of Balakirev and
Rimsky-Korsakov at the St. Petersburg Conservatory
and himself a prolific composer, provided Weinberg
with a solidly-grounded compositional foundation.
At that time Weinberg also met Nikolai Myaskovsky,
the renowned symphonic composer and teacher, to
whom Weinberg continued to show his compositions
after moving to Moscow to continue his career as
a professional composer. Weinberg later performed
many works by Myaskovsky for members of the
Composers' Union.

However, the strongest influence on Weinberg,
one that would remain such for the rest of his life
(and, it could be said, vice versa), was his first
encounter with the music of Dmitri Shostakovich, a
performance of Symphony No. 5 at the Philharmonic
Society. Because Shostakovich’s music was not
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well known in Poland, Weinberg would previously
have been unfamiliar with it, the possible exception
being the Three Fantastic Dances Op. 5 for
piano. Shostakovich and Weinberg would meet
subsequently.

When the Nazis invaded the Soviet Union, it
was necessary for Weinberg, as a Jew, to escape
from Minsk, but the peculiarities of the data in his
documents did not permit him to leave. Weinberg
received assistance in this plight; he was able to board
a train to Tashkent, where he spent the next couple of
years. Although he did not have proper background
papers upon his arrival in Tashkent, he eventually
found employment as a rehearsal pianist for the
Uzbek Opera. It was in Tashkent that he met his first
wife, Nataliya Vovsi-Mikhoels. Solomon Mikhoels,
Nataliya Vovsi-Mikhoels' father, the renowned
Jewish actor, artistic director of the Moscow Jewish
State Theater and chairman of the Jewish Anti-Fascist
Committee, at the time was the Artistic Director
of the Uzbek Opera and Ballet Company where
Weinberg worked. According to Nataliya Vovsi-
Mikhoels, it was her father who first introduced
Weinberg's works to Shostakovich. According to
Weinberg himself, Yury Levitin, a former student
of Shostakovich and director of the musical theatre
in Tashkent during the time Weinberg lived there,
either sent a score of Weinberg’s First Symphony
to Shostakovich or brought it to him personally.
This was the beginning of their association, which
continued until Shostakovich’s death in 1975.

During the difficult years of the early 1950's,
when anti-Semitic activities directed at the Jewish
community increased dramatically, Weinberg was
arrested in 1953, purportedly on the grounds that he
was a Jewish nationalist. The accusation was founded
both on the Jewish themes in his compositions and
on his alleged political activities to establish a free
Jewish republic in Crimea. The real reason for his
arrest was his familial tie with Solomon Mikhoels
and Miron Vovsi, a close relative of Weinberg's wife,
who was Stalin's chief physician. Vovsi was the
chief defendant in Stalin's fabricated “Doctors’ plot,”
in which it was claimed that a group of physicians
conspired against the lives of Soviet leaders by means
of medical sabotage. Shostakovich wrote to Lavrentiy
Beriya, director of the NKVD, on Weinberg's behalf
to vouch for his credentials as a composer and as a
person, also citing Weinberg's health issues.

After Weinberg's release from imprisonment,
his life settled in a pattern where he was able
to maintain enough artistic freedom to pursue
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his compositional activities without having a
particularly high public profile. The reasons
for this were many. First, his health was always
delicate and especially after his arrest. Second, he
did not receive complete public rehabilitation as he
did not involve himself greatly in the work of the
Composers' Union, nor did he promote himself as
a performer or teacher.

One of his most prominent works from the
1950°s was the Sonatina Op. 49, later revised as
Sonata Op. 49b, and this is the main subject of this
article.

Sonatina Op. 49 was composed in 19501951,
as inscribed on the cover page, and is dedicated to
Dmitri Shostakovich.
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The completion date is given as 9 February,
1951

The completion date of the Sonata Op. 49b is
given as 22 April, 1978.

Since the revision of the Sonata is dated 27 years
after the composition of the original Sonatina was
composed, Weinberg clearly intended to develop
the original work further, possibly to improve it, and
certainly to reorganize some of its musical material
and to lengthen it substantially; hence the change in
title from Sonatina to Sonata.

The first alteration is the discrepancy of the
opening tempos between the original Sonatina
and the revised Sonata. The tempo marking in the
Sonatina Op. 49 is Allegro leggiero, quarter note =
200, and the time signature is given as cut time. The
tempo marking in the Sonata Op. 49b is also Allegro
leggiero; however, the metronome marking is half
note = 88 and the time signature is 2/2. What was
the composer's intention changing in both the time
signature and the tempo?
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The change from cut time to 2/2 does not in fact
alter the basic harmonic rhythm, or pulse, of either
movement as both are interpreted as containing 2
beats to a measure. What may in fact account for the
slightly slower tempo in the Sonata is the rhythmic
alteration in the first full measure. In Sonatina
Op. 49 the opening rhythmic motive in the third beat
is two sixteenth notes and an eighth note as shown in
the above example; in Sonata Op. 49b the opening
rhythmic motive in the first half of the second beat
is an eighth note and two sixteenth notes, also as
shown in the above example. The pitches in both
instances are B A G. By changing the rhythmic
figure in the Sonata, it has a less forward-moving
impetus, thus lending itself to a more relaxed
feeling to the pulse. As the rhythmic alteration in the
opening theme appears to be consistent throughout
both the Sonatina Op. 49 and the Sonata Op. 49b, it
could be concluded that this is a conscious choice
on Weinberg's part.

There is also a discrepancy of notes at the end of
the second full measure is of Sonata Op. 49b as seen
in the above example. In the Sonatina Op. 49 the
last note of the second full measure is clearly an E,
whereas in the Sonata Op. 49b it is clearly a D.
Is this intentional? Below is a later entrance of the
opening theme of the Sonata in the left hand:
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Given that other entrances of the opening
theme are consistent with the second example, it
would appear that the composer's intention would
be to maintain the consistency of the theme in both
versions. Therefore, the D in the Sonata Op. 49b
could be considered to be an error on the part of the
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composer. There are additional changes in the notes,
but none that merit mention, except to be observed
when learning and performing both the Sonatina
and the Sonata.

The Sonata's first movement, although only
extended by an additional 13 measures (4 measures
in the exposition; 9 measures in the beginning of
the development section, with the left hand playing
the melody, accompanied by the right hand playing
on the second beat), is significantly longer than the
Sonatina. This is achieved by the implementation
of repeats, whereby the exposition is played twice
exactly as written and the development is played
with two different endings?.

There are many similarities between both first
movements, including the use of sequences and
repetition by rhythmic displacement of thematic
material’. Both movements are folk-like in character
and follow the same compositional formula, i.e.
exposition, development, recapitulation and coda.
Both codas are played twice as slowly as the opening
tempo; in the Sonatina the rhythm is augmented to
twice its value, whereas in the Sonata the last 4
measures are marked as Doppio piu lento, and the
meter is changed to 3/2. The difficulty level does
not significantly increase between the Sonatina and
the Sonata; perhaps the only passages that could be
considered more difficult in the Sonata are the two
double-third scales as opposed to the single-note
scales in the Sonatina.

One of the fascinating aspects of the second
movement of the Sonatina is Weinberg's choice of
free passacaglia as a compositional structure, which
Weinberg chooses to incorporate as the B section
of the third movement in the Sonata. Because it
is not strictly in the passacaglia tradition since the
bass pattern changes with each reiteration after the
first measure, it would be appropriate nonetheless
to classify this as a free passacaglia, given its
ground-bass function throughout the movement.
This is an example not only of his knowledge of
the Baroque style, but also his apparent fascination
with passacaglia. Sonatina Op. 49 and Sonata
Op. 49b are not the only instances of Weinberg's
use of passacaglia in solo piano composition; the
entire 603-measure first movement of Sonata
No. 5, Op. 58 for solo piano*, composed in 1956
(5 years after the original Sonatina) is also built on
passacaglia.

Opening of Sonatina Op. 49, 2™ Movement in
which the passacaglia is established in the first 7
measures:
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The opening of the 13 movement of Sonata No. 5,
in which the passacaglia is established in the first
18 measures:

The second movement of the Sonatina Op. 49
is reiterated as the middle, or B, section of the third
movement of the Sonata Op. 49b. However, we must
observe the difference in notation, and metronomic/
tempo indications.

The opening of Sonatina Op. 49, 2" Movement:
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Although it is difficult to read the handwriting in
the above example, the rhythmic value is set to the
quarter note, i.e. 6/4, and the metronome marking
of quarter note = 84. In the Sonata the rhythmic
value as set to the eighth note, i.e. 6/8; based on the
opening tempo as dotted quarter note = 80, which
would equate to quarter note = 160, it is reasonable
to state that in this section eighth note = 80 is the
composer's intention. Weinberg further indicates the
tempo as meno mosso.

Sonata Op. 49b, 3" Movement B Section:
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Although there is little actual difference between
the two metronomic indications, Weinberg changes
the character of this material; it functions as a
slow, lugubrious, rather stately stand-alone second
movement in the Sonatina, as opposed to the
more intense, rather restless B section of the third
movement of the Sonata. This is partially attributed
to the continuation of the Allegretto as established in
the beginning of the third movement of the Sonata; it
is also a based upon visual interpretation. 6 separate
quarter notes in 6/4 time would be played differently
as written in the Sonatina from 2 groups of 3 eighth
notes in 6/8 time as written in the Sonata®. The change
in character is particularly fascinating as the actual
material used in both differs only in their endings as
the first 24 measures are exactly the same.

The final 2 measures of the B section of the
3" movement of the Sonata, passing into the short
repeat of the A section:
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The Sonata has a more concise conclusion to the
passacaglia, although the movement does not end
at that point, but continues into the restatement of
the opening fugue subject. This is achieved by an
elision at the cadence, i.e. an enharmonic V+ chord
into a held E, serving as both the end of the B section
and the beginning of the A restatement.

Last 5 measures of the Sonatina, 2" movement:

2,

o

SES
SRR

2 =

rep

2
E—
—

logl || olg
ki

dleg ||

E——
S

The regular motion of the quarter notes in the
Sonatina ceases during the last 4 measures of the
second movement, which ends with an inconclusive
cadence as the final chord, that is not only incomplete,
but in an implied first inversion of the triad.

There are also significant differences in
dynamics as the second movement of the Sonatina
ranges from ppp to p with crescendi and decrescendi
throughout; the only dynamic indications in the
passacaglia section of the Sonata are f, which is
maintained throughout, and espressivo.

The second movement of Sonata Op. 49b
begins with musical material that does not appear
in the Sonatina Op. 49. A superficial examination of
Weinberg's solo piano compositions does not yield
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any relationship between this material and any pre-
existing piece; however, as the B section of this
movement exists originally as No. 14 of Weinberg's
Children's Notebooks Op. 19, further examination is
required. There is in fact a direct relationship between
the opening and closing A sections with the B section
that can be substantiated. The opening and closing
A sections are built upon repeated quarter notes on
the same pitch, supported by harmonies, which move
chromatically in opposite directions, for 4 measures
at a time. The B section contains measures with
repeated quarter notes on the same pitch, supported
by harmonies that ascend chromatically by half-steps
for 4 measures at a time. Weinberg's use of clusters,
chromatic harmonic progression and expanding
registration create an intense atmosphere completely
different in character to Sonatina Op. 49.

The first two examples demonstrate the continual
use of quarter notes on the same pitch. In the first
phrase of the Sonata a B quarter note is repeated for 4
measures (with the exception of the last beat, which
changes to a C), followed by another four measures in
which the B (with the G above) appears as a half note.
In the next phrase the B (with the G above) quarter
note is present for 4 measures, followed by another
four measures in which the B and G appear as half
notes. The surrounding notes move chromatically in
opposing directions in the second phrase.

Sonata Op. 49b, Opening of the Second
Movement:

The Sonata incorporates the same music exactly
as in the Children's Notebook, Op. 19 No. 14, i.e. a
tied dotted half note G# to a quarter note followed
by two G#'s in the same measure, 2 full measures
with G# quarter notes, and a downbeat G# quarter
note in the excerpt below:
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However, instead of repeating the same note in
the next phrase, Weinberg chooses to bring in F#
instead. The harmony moves chromatically by half-
step in the bass.

The opening of the Sonata B Section is exactly
the same as in the Children's Notebook, Op. 19
No. 14.

B Section Opening of Sonata Op. 49b:

The opening of Children's Notebook, Op. 19
No. 14:

L
L

Weinberg alludes to this opening in the A section
of the Sonata by the descending pattern F# — D — B
followed by the sequential F — Db — Bb in the right
hand.

There are almost no substantial changes from
the Children's Notebook, Op. 19 No. 14 to the music
incorporated in Sonata Op. 49b. The most important
differences would be in their conclusions. In the
Children's Notebook, Op. 19 No. 14 there is an
attacca indication directly into the next piece with
an inconclusive cadence at the end of the piece. In
the Sonata the measures that set up the attacca in the
original piece are removed; instead a measure of F#
quarter notes played first by the right hand serves as
an elision from the B section into the A concluding
section. The left hand continues the F# quarter notes,
while the right hand has chromatically-ascending
harmonies. The final two measures present a plagal
cadence of iv6-5 to i in G# minor.

The third movement of the Sonatina Op. 49 is a
fugato, whereas the third movement of the Sonata
Op. 49b is a fugue with the B section passacaglia
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described in this chapter. One major difference
between the two is the respective lengths; the
third movement in the manuscript of the Sonatina
is less than 2 pages long and presents the subject
in the style of a fugue with 3 complete statements,
followed by several episodes without any further
complete statements, winding down to a 3-note
motive of repeated quarter notes.

The opening of Sonatina Op. 49, 3" Movement:
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The exposition of the Sonata is 5 pages long in
the manuscript; that is partially due to Weinberg's
physical manner of writing, but it is also the
result of the exposition's measure length of 116
measures.

The opening of Sonata Op. 49b, 3" Movement:

The A section in this movement is in the form of
a 4-voice fugue, with clearly-established entrances
of the subject, divided into three sections. The case
could be made for an exposition, development and
recapitulation as follows.

Exposition — Measures 1-65, utilizing both
complete subject statements in all 4 voices plus
episodes. This section is almost exactly the same
as the original Sonatina; the Sonatina's entire
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3 movement is 67 measures in length with a
4-measure cadential extension. Weinberg writes
hand crossings in both the Sonatina and the
Sonata, a device he employs frequently in his
compositions.

Development — Measures 6679, with fugue
subjects in opposite chromatic motion, creating
restlessness and instability.

Recapitulation — Measures 80—116, utilizing the
upper registers of the piano for a complete subject
statement and descending in register with additional
statements or episodes. Weinberg once again uses
hand-crossing techniques mentioned earlier in the
Exposition. This section ends with an allusion to the
Coda, which utilizes material from the Children's
Notebook, Op. 19 No. 10. The Coda material starts
in the example below in measure 109.

Conclusion to A section of Sonata, 3**Movement:
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Beginning of Sonata Op. 49b, 3" Movement —
Coda:

Beginning of Children's Notebook, Op. 19
No. 10:

Allegretto
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In the Children's Notebook, Op. 19 No. 10
the 5-note ostinato G — A — Bb — C — D (with the
D descending) in the left hand is established in the
1% measure and is used throughout until it reaches
the Coda, whereas in the Coda of the Sonata it
first appears in the 3 measure. The interpolated

music in the Coda of the Sonata is also shorter
than in the Children's Notebook, Op. 19 No. 10;
the Coda of the Sonata incorporates 28 measures
from its predecessor, which has 38 measures plus
its 10-measure Coda.

The endings of the Sonatina Op. 49, Sonata
Op. 49b and Children's Notebook, Op. 19 No. 10 are
all significantly different. The third movement of
Sonatina Op. 49 winds down to a quiet completion
with a diminuendo, using a cadential extension
of 8 measures without great fanfare other than an
inconclusive ppp final chord®.
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The Children's Notebook, Op. 19 No. 10 actually
has two different endings in one. The first is a p
espressivo which plays on the minor second interval
in the right hand between G b and F with ascending
and descending half-step chromatic motion in the
left hand. The second is a pp augmentation of the
last 4 notes of the right hand opening measure,
descending by octave in each hand. The character
of the ending is both pensive and inconclusive,
followed by declamatory, emotionally intense piece
in its original context.

Children's Notebook, Op. 19 No. 10, Last
Measures:
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The last several measures of the Coda in the
Sonata are very dramatic as opposed to its source
material. This is achieved by the use of the fugue
subject episodically and by the extreme register
ranges in the piano. The dynamics, not shown in this
example, are ff as established earlier in the Coda.
The fugue subject is first introduced in the right hand
in measure 184, leaving the left hand to continue
the 16™-note ascending motive of the right hand in
measures 184-186 at the same starting note played
by the right hand during measure 1837. When the left
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hand states the fugue subject in measures 187—188,
the right hand continues the left hand motif of
measures 184185 in an inversion.

Ending of Coda with episodic entrances of
fugue subject starting in measure 184:

There is a glaring omission in both the original
manuscript and the example above®, which is the
change in meter from 5/8 to 6/8 from measure 184
to the end. This is not indicated in either, a clear
example of unintentional composer error.
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' This is the same year in which Shostakovich
completed his 24 Preludes and Fugues, mentioned earlier
in reference to Weinberg's Two Fugues.

2 This is atypical of early Sonata Allegro form;
for example, in a survey of Mozart's piano sonatas
the exposition is repeated in its entirety and the
development and recapitulation would be repeated
together in their entirety. This practice was later
abandoned as composers further developed sonata as
a compositional form.

* Rhythmic displacement of thematic material is a
compositional device employed by Weinberg throughout
many of his compositions.

* Dedicated to his friend and colleague, the pianist
and composer Boris Tchaikovsky, this sonata was
published during Weinberg's lifetime and is currently
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Does the inclusion of two different sections
of the Children's Notebooks affect the integrity
of the original material? This is an interesting
question to consider, as composers frequently
borrow from their own material or from music
by other composers; Weinberg is not the first, nor
is he the last composer to borrow from himself.
The answer would be that it does not as much
affect the integrity of the material as it does the
intention of the material. If the answer depends
on the definition of integrity, i.e. the state of being
whole, entire, or undiminished®, both movements
from the Children's Notebook would be considered
undiminished as their value is maintained in
their original context and their integration into a
different context. If the answer depends upon the
definition of intention, i.e. the purpose or effect of
an action'’, both movements from the Children's
Notebook are affected by Weinberg's choice to
integrate them into a different context.

Does this lessen their musical value in either
context? That is a matter of opinion, which may
require some further historical perspective to answer
fully; for now, it is fair to say that the music merits
full consideration regardless of its context.

NOTES ~—o(<

in print, available through Internationale Musikverlage
Hans Sikorski.

5 The 6/8 tempo indication is given at the bottom of
the previous page; although difficult to read, nonetheless
it is present.

¢ The grace note in the left hand, an F, changes the
last chord from a Picardian 3™ to a G dominant seventh
chord in 3™ inversion.

" The D} is a 4th below the opening measure of
the right hand, with the 4ths varying note to note from
perfect to augmented intervals.

8 From Peermusic Classical Germany engraving.

? Dictionary.com | Find the Meanings and Definitions
of Words at Dictionary.com. Web. 07 Nov. 2011. <http://
dictionary.reference.com/browse >.

10 Tbid.
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The New Obikhod of the 20™ Century:
Compilations of Monastic Liturgical Music of the Late 20th Century

The article is devoted to the contemporary tradition of the Orthodox Christian Church, of new compilations of
liturgical chants, combining a significant quantity of sacred compositions, transcriptions and harmonizations, altogether
forming the “new obikhod (i.e. liturgical repertoire) of the 20" century.” The object of this study is formed by the
sacred choral works by Archimandrite Matfey (Mormyl) and Deacon Sergei (Trubachev).

The collections of church music compiled by them have not obtained the title of “Obikhod” [i.e. standard liturgical
repertoire], however, the chants have been gathered into compilations on the basis of a certain order of service (for
example, the chants of the All-Night Vigil or Liturgy). And what is characteristic for Early Russian standard liturgical
repertoire, they were placed in order of the succession in the church service. At the same time, it is indicative that
the Early Russian tradition of compiling musical collections — several variants of the same chant were presented in
succession; either different chants or one and the same chant, but for different choral groups.

As sources all types of Early Russian chants were included into the compilations: the Znamenny, Demestvenny,
Putevoy, Kiev, Greek, monastery traditions, as well as the scores and selected voices of strochny chant polyphony, which
conforms to polynody (when the same hymnographic text is notated in various ways), which is quite characteristic to
the church singing liturgical repertoire of Ancient Rus.

This way, the amplitude of the presented compilations, the complex structure, the diversity of the types of chants,
the reliance on the Early Russian and contemporary monastic traditions make it possible to come up to a conclusion
about the birth in contemporary sacred music of a new type of liturgical repertoire, which connects the past, present
and future of the Russian Orthodox Christian musical art.

Keywords: Russian sacred music, Orthodox Christian obikhod [i.e. liturgical repertoire], compilations of music for
church service, monastery singing tradition.
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HoBblit neBueckuit o0omxop, XX ctoretus::
MOHACTbIPCKMe 60rocayxedHble cO60pHMKM KOHLLA XX Beka

Crarbsl TIOCBSIIIICHA COBPEMEHHOW TpPaJMIMK IIPaBOCIABHOTO JYyXOBHOTO TBOPYECTBA, HOBBIM COOpPHHKaM
6orociykeOHBIX NTECHONEHUH, 00bEANHSIONIMM 3HAYMTEIFHOE KOJINYECTBO AYXOBHBIX COYMHEHUH, TPAHCKPUIIINN U
rapMOHHM3AIMH, B COBOKYITHOCTH 00pa3ylomuXx «HOBBIH o0uxon XX cromerus». [IpeaMeToM paccMOTpeHHst CTajo
JyXOBHOE TBOpUecTBO apxuMaHaputa Mardes (Mopmburs) u nuakona Ceprus (TpyOauésa).

CocraBiieHHbIE MU ITEBUECKIE COOPHUKH HE MOTy4niIn HazBaHue «OOMX0m», OJHAKO MECHOIEHHS 00bEIHHSIINCH
B COOpHHKHM Ha OCHOBE OIPECIEHHOTO YMHOIOCIIENIOBaHUS (HAarpuMep, MecHONeHUsl BceHomHoro OneHnst mim
Jluryprun). 1 4ro xapakTepHo ist peBHepycckux OOMXO0I0B, OHM PAaCHONIaraIuCch B TIOPSAKE CIEJOBaHUS B 00psize.
[Ipu 3TOM MOKa3aTeNbHO, YTO COXPAHSUIACh JPEBHEPYCCKasi TPAAWIMS COCTABICHHS COOpHHMKA — ITOCIIEI0BATEIHEHO
M3JIarajich HECKOJIBKO BApUAHTOB OJHOTO M TOTO K€ NMECHOINEHHS: KaK Pa3HBIX paclieBOB, TaK M OJJHOTO pacIeBa, HO
JUISl pa3HBIX COCTABOB.
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B kauecTBe TNEPBOMCTOYHHUKA B C60pHI/IKaX ObLIN 3aﬂeﬁCTBOBaHH BCC BUJbI IPCBHCPYCCKUX PACIICBOB: 3HaMeHHBII>i,
I[eMeCTBeHHLIﬁ, HyTeBOﬁ, KHCBCKHﬁ, Fpe‘leCKHﬁ, MOHACTBIPCKUC TPpAAUIINU, a4 TAKIKEC [TAPTUTYPhI U I/I36paHHBIe rojoca
CTPOYHOT'O MHOT'OI'0JIOCHUSA, YTO COITIACyCTCA C MHOTOPACIICBHOCTHIO, BECbMaA xapaKTepHOﬁ JJI TICBUCCKHUX O6I/IXOI[OB

Hpesneii Pycu.

Takum 06pa3oM, IOTHOTA MPECTaBICHHBIX COOPHHUKOB, CJIOXKHAsK CTPYKTYpa, pa3sHOOOpa3ye THIIOB NIECHONICHHH,
OIopa Ha JIPEBHEPYCCKYI0 M COBPEMEHHYIO MOHACTBIPCKYIO TPAJULMK MO3BOJSIOT CAENAaTh BBIBOJ O POXKICHUU B
COBpPEMEHHOH JAYXOBHOH My3bIke HOBOTO THIa OOMX0/a, COSTUHSIONIETO MPOIILIOE, HACTOsIIee U Oyayliee pyccKoro

MPaBOCIIaBHOI'O MY3bIKaJIbHOT'O UCKYCCTBA.

KnrogeBble coBa: pycckast AyXOBHAsI My3bIKa, IIPABOCIIABHBIN 00MX01, 00ToCITy)eOHBI COOPHUK, MOHACTBIPCKAs

TICBUCCKas Tpaaulus.
he Russian term “obikhod” bears several
I meanings: the customary, established,
steady pattern of life or activities; objects
of household, everyday life, household conditions;
and, finally, a chant-book of liturgical repertoire.

The “Obikhod” is one of the most important
manuscript books of church music. This compilation
contained “the most indispensable requirements for
the church,” “adherence to the most indispensable
requirements for the church... evening, morning
and liturgical services; chants for Lent, Holy Easter
and the entire Holy Week.” The title “Obikhod”
itself already appeared in the 17" century. It
contained, among other things, new chants, which
entered the “Obikhod,” i.e. the everyday use after
the replacement of the Studite Regulation with the
Jerusalem Regulation.

The unique quality of this chant-book also
consists of several other features. Thus, chants of
all the church cycles are gathered in this book: the
year-round, the weekly and daily cycles, with which
the circular repetition of the tone [glas] pillar and the
succession of the eleven Sunday Gospel readings
correspond as well. The chants are arranged in the
order of the succession of services in correspondence
with the Statute and the Typikon. At the same
time, it is emphasized that each church service is
examined as pertaining to a particular day of the
year (a part of the year-long cycle), a particular day
of the church week — the week-long (or sedmitsa,
a part of the seven-day cycle), a particular hour of
the daily prayer cycle and a particular tone or “glas”
(glas pillar).

In addition, the Obikhod contains the invariable
and some of the most important variable chants
of the All-Night Vigil, the Liturgy, the Moleben
[i.e. public prayer], the successions of Lent, the
Holy Week and Easter, sometimes the Trebnik
[Euchologion], the Octoechos, the Mineia, the
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Triodion, the Irmologion and the Psalter. The
genre system is imprinted in it in utmost detail:
the genres, the names of which are defined by
their content (the JVoskresen [Eastern] Chants,
the Bogorodichen [Theotokion] or chants to the
Mother of God, the Otpustitelen [Releasing]
chants, the Troichen chants [addressed to the
Trinity], Dogmaticons, Muchenichen chants [for
martyrs], Mertvenen chants [for the dead], Svetilen
chants [for Light], Troparions); the genres, the
names of which are defined by their capacity (the
Stichera, Kondak and Ikos); the genres, the titles of
which are determined by the order and imagery of
singing [Canon, Antiphons]; the genres, the names
of which identify the positions of the people raying
[the Akathist, Sedalen, Ipakoi, Kathisma]; the
genres, the names of which indicate the time they
are chanted during the service (Svetilichen chants,
Prokeimenons, Prichasten chants [Communion
Hymns], Otpustitelens [Releasing], Blazhenny
[Blessed], Khvalitny [Praise]). The standard
types of church service were also reflected in
the names, depending on the correlation of the
melody and the liturgical text: Samoglasny (Self-
toned), Samopodobny (similar to themselves) and
Podobny (similar).

The Obikhod is distinct for its polynody: each
chant is presented in several versions — based on
their tone or glas, more rarely non-glas, of various
traditions of church singing. The singing varied
according to the type of rospev — Stolpovy (pillar),
Znamenny, Kondakarion, Demestvenny, Putevoy,
or Strochny. Such types of chant as the monophonic
(“simple,” “single-tone,” “simple,” Edinoglasnoye
[Single-toned], Edinoglasyashcheye [Singly-
pronouncing]) and the polyphonic (mnogoglasny
[many-voiced], treglasny [three-voiced”], trisuguby,
chetveroglasny [four-voiced], etc.) singing. In
addition to this, the Obikhod makes use of all the
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main ensembles of performers: the priests’ and the
deacons’ exclamations; the singing of one soloist-
canonarch; the singing of the canonarch alternately
with the chorus; the trio (beginning with the 16™
century); the choir of church singers; the singing of
two or more choirs. Moreover, reflection was found
by antiphonal (singing of two choirs alternately),
hypophonic (a choral refrain was added after each
line sung by the soloist) and responsorial singing
(alternating the soloist — deacon or canonarch
— with the choir). The glas system, which is the
most important component of canonical liturgical
singing, is reflected in detail (in the Troparions,
Sticheras, Prokeimena and other genres).

Three main varieties of the Obikhod of the 16™
and 17" centuries stand out: the simple (chants
of the day-long cycle with the common Moleben
(public prayer) and, more rarely, the Order of the
Grace-Cup), the full (includes the simple Obikhod
and chants for Lent and Easter) and the spacious
(which contains, among the aforementioned the
chants of the Trebnik [Euchologion] — for funerals,
weddings, etc.).

Rather frequently the Obikhod included
commentaries describing the various types of
singing based on their loudness: the soft (tikhoglasny
or soft-toned), veleglasny (sung with a great tone,
i. e. plenophonic, in full sound); the peculiarities
of tessitura, since the rise of register was naturally
also connected with intensification of volume. In
this sense the lowest, low, middle, high, higher
and highest voices were marked out; the borzoye
(i. e. the swift and energetic) and the soft or kosnoye
(unhurried, leisured, with longer note values) were
distinguished. The characteristics of singing were
also indicated: first of all, its liturgical intent was
noted, as well as the divine wisdom inherent in
it. Church singing was interpreted as the singing
of the sacred, the divine, the holy: for example,
“sacred church singing,” “divinely inspired songs,”
bozhestvennomu peniyu dostoit utverzhdatisya

[Divine singing requires to be affirmed],
podvizaytisya o svyatom penii [proceed in sacred
singing].

In such a manner, overall, this unique book
in the fullness of its reflection of church liturgical
services and the church tradition presents a diversity
of types of liturgical chants and is distinguished for
the complexity of its structure. In well-known cases
it could replace numerous other chant books at the
kliros (or choir gallery).

Attempts to compile editions of church chants
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were made during the course of the entire history of
the art of Russian church singing, starting from the
16™ century. In 1772 the Moscow Synod Printing
Press released the first publication of the “Obikhod
of Church Music Singing.” In 1778 on the basis
of the manuscript of Bishop of Tver Gavriil
the Sokrashchyonny obikhod notnogo peniya
[“Abridged Obikhod of Church Music Singing”]
was published, intended for instruction in sacred
seminaries. In 1887 this edition was replaced by
the “Tutorial Obikhod of Church Music Singing.”
In 1888 Penie pri vsenoshchnom bdenii drevnikh
napevov [“Singing of Early Chants upon the All-
Night Vigil”] was published, being the result of the
work of instructors at the Court Church Singing
Cappella directed by Nikolai Rimsky-Korsakov.
Finally, in 1915 the “Obikhod of the Synod Choir”
was compiled by Alexander Kastalsky.

In the late 20™ century, after the significant date
of the millennial anniversary of the Christianization
of Russia (1988) numerous diverse compositions
began to appear. Among them especially
distinguished were the works of masters who were
not only deeply enrooted in the tradition of sacred
Orthodox Christian art, but also well familiar with
the kliros practice, and also frequently adherent to the
priestly order; Metropolitan Illarion, Archimandrite
Nafanail, Deacon Sergei Trubachev and Archpriest
Nikolai Vedernikov.

The most honorable position among them is
held by Archimandrite Matfey (Mormyl), who was
an ardent collector and, it could be said, restorer of
church chants. He was an authoritative and a most
experienced master of church singing, member
of the clergy, monk and celebrated chapel-master
of the combined chorus of the Troitse-Sergieva
Lavra. No other monastery chorus of that time
possessed such a repertoire. It included the Kiev-
Pechera, Pochaev and Glinsky chants, chants of
Archpriest Nafanail (Bachkalo), chants of Deacon
Sergei Trubachev, pre-revolutionary chants of the
Lavra, chants from the northern regions of Russia
— Solovki and Valaam, as well as arrangements
and harmonizations by Father Matfey. At the
present time four-hundred ninety five works by
Archimandrite Matfey have been published,
compiled into six musical editions:

1) Liturgia. Neizmenyayemye pesnopenia
dlya monastyrskikh khorov [Liturgy. Immutable
Chants for Monastery Choirs] (602 pp., 2009);

2) Vsenoshchnoye bdenie. Neizmenyayemye
pesnopenia dlya monastyrskikh khorov [All-Night
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Vigil. Immutable Chants for Monastery Choirs]
(492 pp, 2000);

3) Pesnopenia Postnoy Triodi v tryokh
chastyakh. I chast’: Podgotovitel’'nye nedeli k
Velikomu Postu. II chast’: Pervaya sedmitsa
Velikogo Posta. III chast’: Passii [Chants of the
Lent Triodion in three parts. Part I: Preparatory
Weeks for Lent. Part II: First Week of Lent. Part I11:
Passions] (265 pp., 2000);

4) Pesnopenia Strastnoy Sedmitsy [Chants of
Passion Week] (423 pp., 2000);

5) Posledovanie Strastey Khristovykh.
Utrennya Velikogo Pyatka [Succession of the
Passions of Christ. Morning Service of the Great
Five Days] (105 pp., 1997, 2™ Edition — 2003).

6) Rozhdestvenskiy prazdnichnyy  triptikh.
I chast’: Prorokov slava. II chast’: Nas radi rodisya
Otrocha Mlado, Prevechnyi Bog. III chast’:
Yedinorodny Syne i Slove Bozhiy, spasi nas
[Christmas Festive Triptych. Part I: Glory of the
Prophets. Part II: The Young Child, the Eternal God
was born for us. Part III: The Only Begotten Son
and the Word of God, Save Us] (102 pp., 1999).

As we can see, the structure of the spacious
Obikhod is contained in the aforementioned
collections. All the types of church service are
present, as well as almost all the genres — Troparions,
Sedalens, Antiphons, Bogorodichens, Katabasis,
Prichastens (Communion Hymns), Ektenias and
others. All the main books of Orthodox Christian
church service have been incorporated into the
chants — the Gospels, the Psalter, the Octoechos, the
Iromologion and the Triodion.

Also used are many canonical chants: in his
music Archimandrite Matfey harmonized 35 various
chants, rospevy and napevy (chants and melodies).!
The greatest amount of chants was composed on the
basis of the Kiev Chant (86). Second in quantity are
the chants of the Zosima Hermitage (66), and third
in quantity are the chants of the Troitse-Sergieva
Lavra (29). The other 33 rospevy and napevy are
less in their quantity.

Correspondingly, the collection of sacred
works of Sergei Trubachev brings together chants
of Evening Service, Morning Service, the Divine
Liturgy, the Pointiff Service and transcriptions of
musical works by other composers. Most of the
chant prayers pertain to the immutable chants of the
Day-long Liturgical Cycle.

In his musical compositions Trubachev
turns most frequently to Znamenny chant for his
source. The latter became the basis for nine of his
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compositions. On repeated occasions Trubachev
made use of chants which appeared on the basis of
Znamenny chants — the Kiev chant (seven chants)
and Greek chant (six chants). In addition, in his
compositions Sergei Trubachev frequently turned
to chants of the monastery traditions, which also
germinated from the Stolpovoy [pillar] Znamenny
chant. The composer’s attention turned to the
Solovki chants (four chants), the Valaam chant (one
chant), the rospevy and napevy of the Gethsemane
hermitage of the Troitse-Sergieva Lavra. The basis
for the Prichastens [i.e. Communion Hymns] (the
Sunday chant “Praise the Lord from the Heavens,”
the week-long and the Easter chants) became the
chants from the liturgical books Krug prostogo
peniya (“Circles of Simple Singing”), the “Obikhod”
and “The Companion of the Psalm Singer.”

These compilations of chants did not receive the
titles of “Obikhod” and were published as liturgical
compilations pertaining to concrete church services
(Archimandrite Matfey, Archimandrite Nafanail)
or as “Complete Compilation of Church Service
Chant” (Deacon Sergei Trubachev). However,
it must be reminded that in the books of church
chants as well the title of “Obikhod” did not
appear immediately, but considerably later than
the compilations of liturgical chants proper were
established in practice.

It is important to mark the fact that in the
Soviet period there was an obvious shortage and
an almost total lack of editions of sacred music. All
the music that could be found was copied out by
hand, as arule, and the sources are still preserved at
the Troitse-Sergieva Lavra. Father Matfey passed
the music to his singers, the choir members, while
the choristers, in their turn, having completed their
studies at the Lavra and upon return to the places
of their abode, helped disseminate the chants
throughout the entire Soviet Union. Thereby, the
chants from the Lavra or, to be more precise, the
Lavra tradition of the liturgical repertoire singing
began to be spread in Ukraine, in Moldova, in
Crimea and even abroad.

The compilations of the present time period
astound by their fullness and diversity — frequently
they present several volumes of chants which are
absolutely different in their styles, suitable for being
performed by either a small kliros choir or by a large-
scale professional choral ensemble. They contain
numerous versions of the same chants. For example,
in the compilations of Father Matfey there are
30 cants of the Kheruvimskaya pesn’ [“Cherubim
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Song”], 31 chants of “Otsa i Syna. Milost’ mira”
[“Of the Father and the Son. Mercy of the World”],
40 chants of Dostoyno est’ [It is Truly Meet”], 33
Zaprichastny Concertos. A smaller amount of
chants, but also exceeding 5 or 10 versions of chants
on a single text, are contained in the compilations of
Deacon Sergei Trubachev.

Undoubtedly, the directedness at the church
singing traditions of the best monastery choirs is
preserved. As such, the appearance of chants and
their compilations was aroused by an essential
necessity: music in the indispensable quantity was
lacking, many chants were not even notated at all.
In a number of cases (Archimandrite Matfey, Sergei
Trubachev, Archimandrite Nafanail) the traditional
chants of the Troitse-Sergieva Lavra were finally
notated, while in other cases they were the chants of
the Valaam and Solovki Monasteries, etc.

At that, even chants of various types of rospev
were used (the Znamenny, the Greek, the Kiev, etc.).
However they are given in versions for present-day
choral ensembles — the mixed choir predominates,
the male choir is used less frequently, and the
female (or children’s) choir is used even more
rarely. These are all diverse types of transcriptions
of the canonical chants, sometimes transcriptions
of original compositions by particular composers,
which were firmly ingrained in the church singing
practice of the 20" century.

The church singing tradition of the Troitse-
Sergieva Lavra is reflected in fullness. At that,
the “individual intonation” 1is perceived very
distinctly: the selection of the chants, as well as
their arrangements, are carried out according to the
predilections of the “authors,” — the choirmasters,
singers and the composers of sacred music. This
presents a peculiar segment of functioning of the
tradition of a particular singing ensemble (or group
of ensembles, as in the case of Archimandrite
Matfey) in a concrete historical period.

The value of such a landmark of the art of church
singing rises even more from recording of the music
on compact discs, on which a significant quantity
of chants is imprinted. This kind of work has also
been done by Archimandrite Matfey, as well as by
the brothers of the Valaam Monastery. This way,
it also becomes possible to study notated editions
along with audio and video recordings of their
performances by the authors of the transcriptions
themselves.

It is necessary to pinpoint another important
moment, which brings together the new compilations
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of chants with the early Russian Obikhod. The
compilers of the new Obikhod or liturgical repertoire
did not call themselves authors or composers.
First of all, they indicated the source material (for
example, the chant of the Zosimov Hermitage)
and the means of its presentation (arrangement,
harmonization, expounding, redaction, etc.). The
composers and/or arrangers names did not always
appear on the music, and when they did, they did
not demonstrate signs of authorship, but rather a
symbol of sacred and ecclesiastical responsibility,
as was customary among the church singers of
the 17" and 18" century, who accompanied the
manuscripts with supplications for a prayer for
one’s own temerity for one who was bold enough to
bring into the Divine glases his own sophistication.
For this reason even up to now there exist many
arrangements and transcriptions from the final
decades of the 20™ century the authorship of which
is not indicated or has been lost upon the multitude
of manuscript copies.

In the new Obikhods the corresponding style
of church singing is imprinted, which also received
the title of obikhod due to its exceeding circulation,
reflection of canonicity and traditional qualities.
Choral chants that are close to the obikhod are
characterized by a careful attitude towards the
spiritual frame of the chant. The present style is
characterized by diatonic harmony, the preservation
of the subtlest differentiation of harmonic devices,
their directedness of genre at the Byzantine
prototypes, the coherence between the harmonic and
the melodic planes, the organization of the entire
texture of four-voiced harmony. In harmonizations
of chants in minor tonalities the resources of
changeability of mode, hidden in the early church
modes, become revealed. The accompaniment of
the original chants with triadic progressions also
becomes indicative.

The foundational features of this direction
should also be seen in the predominance of the
text over the music (the beauty of the music must
not distract from the meaning of the text) and,
correspondingly, the subservience of the musical
rhythm to the verbal rhythm, a lack of extension
of syllables, the simultaneous pronunciation of the
words of the text by all the singers, the absence
of solo singing, the unhurriedness of the motion
of musical time, the use of natural vocal registers
(without tension of tessitura) and a simple harmony,
“readily understandable and expressive towards the
text and religious feelings of the praying person”



G/\f\

MexXAyHapoAHbIM oTaeA ® International Division

2017,4

(B. Nikolayev). But, most importantly, there was
a return to the initial meaning of the liturgical
singing, when “the word becomes permeated
with the depth of spiritual contemplation and
experience of prayer” [6, p. 587]. After all, the
“healing power of the church chants lies in the
impact of the word and the melody, amalgamating
in indissoluble unity: the thought is contained in
the word, the word — in the melody, the melody
discloses the meaning of the word, the thought or
idea contained in it. The content and the form in
the chant are indivisible. And, by perceiving the
melody, we perceive the words, which generate
the melody” [Ibid]. The chants (rospevy), which
convey the sacred text and the hymns, reveal the
“soaring of the prayer,” we can hear in them the
echoes of the true ‘harmony of the world,” the
music of the divine spheres, and on some days,

even the fearsome call of the Archangel’s trumpet”
[6, p. 519].

In a remarkable manner, the new Obikhod of
the 20" century also reflected other meanings of
the term “obikhod.” The collections of church
chants have infixed the means of carrying out
church service habitual for one hermitage or
another, and also compiled the valuable portion
of the “kliros proprictorship,” the foundation
of the church singing legacy. In certain cases
the compilations of Archimandrite Matfey may
replace a whole set of other church chant books.
No wonder that these musical compilations have
received general circulation, and presently the
chants of Archimandrite Matfey, Archimandrite
Nafanail and Deacon Sergei Trubachev are sung
on the kliroses of the entire Orthodox Christian
world.

Gy NOTES (<o

" Here and below the term “rospev” indicates the
Early Russian chants — the Znamenny, Demestvenny
and Putevoy. The appellation of “raspev” pertains to
the types of chants which appeared in the 17" century
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Concerning the History of Education of Music Theorists and Composers
in the First Russian Conservatories'

The article is focused on the sources of education for music theorists and composers in Russia. It examines
the question, for the preparation of what kinds of musicians the major studies of “Music Theory” were directed:
whether it brought up instructors of music theory disciplines, or provided for education for composers? This
question is legitimate already because Piotr Tchaikovsky in his aspiration to become a composer wrote a request
to enroll into a special class of music theory at the St. Petersburg Conservatory, while in his diploma among the
enumerated disciplines that of “Composition” is lacking. The historical documents, preserved in the archives of
St. Petersburg, Moscow and Klin, bear witness that the music theory students were taught according to one program
of preparation of composers. The entire process of study, in which the theory and practice of musical composition
were placed on par with each other, was directed towards the achievement of this aim. The sources of the given
concept lie in the German practice of teaching professional musicians, first of all, in the theoretical pedagogical
system of Adolf Bernhard Marx. His pupil and follower, Nikolai Zaremba became the founder of Russian
conservatory education, which was based on Marx’s system. And Zaremba’s pupil Tchaikovsky transferred the
principles of parity teaching of the theory and practice of composition to the Moscow Conservatory. How these
principles were carried out in the teaching of the disciplines “Harmony,” “Counterpoint,” “Form and Fugue,”
“Orchestration” and “Composition” is examined in the article on concrete examples, which are the archival
sources: the textbook “Forms” by Zaremba’s pupil Vasily Safonov and the rough drafts of the programs for music
theory disciplines made by Tchaikovsky.

Keywords: first Russian conservatories, education for music theorists and composers, musical source studies,
Adolf Bernhard Marx, Nikolai Zaremba, Piotr Tchaikovsky.
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K ucTtopum TeopeTuko-KoMno3uTopckoro o6pasoBaHus
B MepPBbIX PYCCKMX KOHCEPBATOPUSAX

Crarbst oOpalieHa K MCTOKaM TEOPETHKO-KOMIIO3UTOpCKOro oOpasoBanus B Poccuu. B Hell paccmarpuBaercs
BOIPOC, Ha MIOITOTOBKY KaKUX MY3BIKAaHTOB ObUIA OPUEHTHPOBAHA CIICIMANBEHOCTh « Teoprsi My3bIKM»: BOCIIHTHIBAJIA
JI OHA TpernojaBaTeield TEOPETUIECKUX IUCHUIUIMH WM XKe JaBajna KOMIIO3UTOpPCKoe oOpa3oBaHue? DTOT BOIPOC
IIpaBOMEpPEH yxe noTomy, uto I1. Y. YalikoBcKkuil, cTpeMsaCh CTaTh KOMIIO3UTOPOM, UCAJ MPOIIEHHE O MOCTYIIEHUN
B CIICNMAIBHBIN Ki1acc Teopun My3bIKH [leTepOyprckoil KOHCEpBaTOpHH, a B €ro JUIUIOME CPEAd MEepeYHCIEHHBIX
JUCHUILIMH OoTcyTcTBYyeT «Kommosumusi». lcTopuueckue IOKYMEHTHI, XpaHsmuecs B apxuBax [lerepOypra,
Mockssl n KimHa, CBHIETENBCTBYIOT, UYTO YYalIMECS-TEOPETHKH OOyYalIuCh 1O E€IMHOW IporpamMMe IOArOTOBKU
KOMIIO3UTOpOB. Ha nocTikenue 3Toit nenn ObUT HallpaBiieH BeCh MpolLecc 00ydeHus, B KOTOPOM TEOPHs U IPaKTHKa
COYMHEHHS] MY3BbIKH HAaXOAWIMCh B MApPUTETHBIX OTHOLIEHUsAX. MICTOKM NaHHON KOHLENIMM JIeXKaT B HEMEIKOI
MIPaKkTHKe O00y4YeHUs NMpOoQeCCHOHANBHBIX MY3BIKAHTOB, IPEXKAE BCETO — B TEOPETHKO-IIEAArOTHUECKOM cHCcTeMe
A.Bb. Mapkca. Ero yuenuk u nocnenosarens H. Y. 3apemba ctat 0cCHOBOIIOIOXXHHUKOM POCCHHCKOTO KOHCEPBATOPCKOTO
oOpazoBanus, Oazupyromerocsi Ha cuctemMe Mapkca. A ydeHuk 3apeMObl YalKOBCKMII TepeHeC NPUHIMUIIBI
MApUTETHOTO MPENOoiaBaHus TEOPUHU U MPAKTUKU COUMHEHMs] B MOCKOBCKyr0 KoHCcepBaroputo. Kak ocymiecTBisiiuch
9TH NPUHIMIIEI B TPENOAaBaHuH JUCHUIUINH «[ apMoHus», «KoHTpanyHKT», «DopMbl 1 dyra», «ITHCTpyMEHTOBKa» 1
«KomMmo3suuusy», paccMaTprUBaeTCsl B CTaTbe¢ HA KOHKPETHBIX NMPUMEPax, KAKOBBIMHU SIBIISIIOTCSI apXUBHbBIE HCTOUYHHUKHU:
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uestions of musical education and musical

pedagogy, undoubtedly, stand among the

universal and eternal ones. Inexhaustible
are theoretical and methodological issues of
educating a musician in each separate country and
in each separately examined period of time: this
may be proven even by a random choice of works
by present-day researchers, such as, for instance,
the one proposed by the author in the present
article [5; 11; 13—19]. The solution of imperative
questions of musical education and pedagogy, as
a rule, is preceded by study of the history of the
question. Such an approach, in particular, makes
it possible to comprehend the present from the
positions of the losses and discoveries and, in many
ways, to anticipate the future. This is particularly
why historical research is so multi-faceted, while,
in the meantime, history continues to pose us more
and more new enigmas. Among the latter is the one
which this work is dedicated to.

On August 22, 1862 a petition came from
nobleman Piotr Tchaikovsky to the Directorate
of the Russian Musical Society in St. Petersburg
with the following content: “Having the wish to
study music, and for the most part music theory,
in the College? newly established by the Musical
Society, I have the honor of kindly requesting of
the Directorate of the indicated Society to admit
me amongst the pupils of this institution <...>3.”
Three and a half years later, after having presented
at the public final examination a cantata composed
by himself set to Friedrich Schiller’s “Ode to Joy,”
Tchaikovsky would graduate the aforementioned
College as the first specialist “in theory*,” and the
only one to graduate that year. His diploma would
bear the information that he passed “the entire
course of musical education and in the examinations
has demonstrated the following proficiencies in the
major fields of study: the theory of composition (in
the class of professor Zaremba) and orchestration
(in the class of Professor Anton Rubinstein), having
received the marks of ‘excellent’.” At the same
time, the list of the main subjects would show an
absence of the discipline of “Composition,” nor
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would there be any written indication of what major
qualification Tchaikovsky received. The question is
valid: which major field of activity did the future
great composer plan to pursue, and how was he
indicated in the documentation when he graduated?
The answer to this question is a crucial one for
the comprehension of the conception of the major
discipline of “Music Theory” in the first Russian
conservatories.

The introduction of the word “theory” into
the name of the major discipline indicated at its
goal of bringing up the so-called “theorist®,”
i.e. a specialist in music theory. This category
could include a future composer — who may also
pertain to this category, since his knowledge of
music theory in its fullest capacity comprises the
indispensable foundation for his creativity, —as well
as a future instructor of music theory disciplines.
Thus, both qualifications were combined in their
studies by a single major discipline. In the report
of the proceedings of the Directory of Professors
of the Moscow Conservatory from February 1870
we can read: “As for the music theory classes,
most of the students pursuing studies of Music
Theory are especially intent on becoming teachers,
since only few people become composers’.”
Upon his graduation the composer received a
diploma of the first category, whereas a teacher
received the diploma of the second category. Such
a dispensation also took place at the performers’
departments of conservatories, where the virtuoso
soloist received a diploma of the first category,
while the orchestral musician or an instructor of
various instruments received a diploma of the
second category®. In the preparatory instruction of
these two qualifications for performers there was
a distinction in the tutorial programs and in the
examination requirements, which was specified
in the relevant documents’. It would have seemed
that in the instruction of composers and instructors
of music theory disciplines the situation should
have been the same. However, “Music Theory”
was the only major discipline where the intrigue
regarding the student subsequent specialization
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was kept up until the final examination. History
has preserved a remarkable document — the report
of the proceedings of the Board of Professors of
the Moscow Conservatory from January 13, 1872,
where the resolutions included the following: “The
goal of the class of major studies in music theory
consists in submitting for the examination musical
compositions the forms of which are stipulated by
the board of professors two months prior to the
examination. This goal is equally applicable for
receiving diplomas of the first category, as well
as those of the second category. Upon examining
(sic!) the submitted compositions the examination
commission decides'® whether the student
demonstrates compositional (artistic) abilities, or
merely knowledge of musical form, orchestration
and general composition technique. In the first
instance the committee awards a diploma of the
first category, while in the second instance it awards
a diploma of the second category''.” The content
of this document shows that the division into the
future composers and teachers of music theory
disciplines was not reflected in the process of
education — all the students of the major discipline
of “Music Theory” were taught in accordance with
one single program of preparation of composers.

Such a state of affairs is what determined
the conception of the major discipline of “Music
Theory” in the first Russian conservatories:
each of their graduates, regardless of whether
he completed studies as a composer or a music
instructor, was required to know how to write
music and to possess the abilities of writing it.
Such ability was considered an indispensable trait
of professionalism, not only of a composer, but
also of a teacher, as well as a critic. Tchaikovsky
wrote: “Every good musician, especially a theorist
and critic, must try himself out in all types of
composition” [12, p. 201].

Essentially, this position presents nothing
other than the didactic principle of the famous
German music theorist Adolf Bernhard Marx,
whose scholarly and pedagogical system, as is
known, comprised the foundations of the Russian
music theory education in the first conservatories
— it was introduced into the educational system
by his student and the first professor of music
theory at the St. Petersburg Conservatory, Nikolai
Ivanovich Zaremba. In the introduction of the
first volume of his monumental work “Die Lehre
von der musikalischen Komposition, praktisch-
theoretisch” Marx expressed the thought that his

book is addressed not only to the composer but to
any musician, especially to a conductor and teacher,
who only then would be able to comprehend the
deep meaning of a musical composition, when they
would know how to write it [18, S. 3]. To take it more
broadly, this was the general European principle of
musical education, which the founders of the first
conservatories in Russia successfully adapted to
Russian conditions.

From the aforementioned testimony it follows
that the theoretical and practical components of
the educational process of major studies in music
theory were required to be in sort of paired relations
with each other. How was this demonstrated?

The specialized course of music theory
designated for student theorists was divided
into cycles of predominantly theoretical and
predominantly practical disciplines. The theoretical
cycle presented that very “Theory of Composition”
which we find indicated in Tchaikovsky’s diploma.
The enumeration of subjects of the theoretical cycle
comprising the theory of composition in its broad
meaning may be found in the encyclopedic article of
N. F. Solovyov'? from the Brockhaus & Efron Large
Encyclopedic Dictionary, titled “Music Theory™:
“The T[heory] of composition <...> is subdivided
into elementary T[heory], harmony, counterpoint,
summary of polyphonic and harmonic forms, both
instrumental and vocal, as well as the summary of
the characteristics of all musical organs, i.e. the
human voice and instruments” [10, p. 890-891].
The article contains a subtle remark: “T[heory] of
composition in itself cannot create a composer, but
is merely conducive to an accurate development of
compositional talent” [Ibid.]. Professor Zaremba
also regarded the theory of composition as a basis
for acquiring compositional skills. He compared it
with “the material part of the art of composition”
[2, p. 2], upon the mastery of which “the student
proceeds to practical composition of orchestral and
vocal pieces” [Ibid.].

At the same time, in its tutorial practice per
se, the discipline of “Theory of Composition” was
comprised of a smaller number of subjects. As a
rule, these were “Harmony,” “Counterpoint” and
“Forms and Fugues'.” As for “Elementary Music
Theory” and “Orchestration,” the first, having
been transformed into a preparatory course, was
gradually taken off the curriculum of the theory
of composition. At the same time, “Orchestration”
during the first years of the existence of
conservatories, being a significantly more practical
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discipline, was joined with practical composition.
Such a combined course was identified either by
the single title of “Orchestration,” most frequently
found in documents, or the double-title of
“Orchestration and Practical Composition.” The
content of such a combined course was comprised of
a system of exercises for mastery of the technique of
orchestration, as well as preparation by the students
of their own compositions in various forms for
different instrumental ensembles. This composite
of disciplines, undoubtedly, was conducive to the
development in a future composer of symphonic
thinking, which was so eagerly sought for by the
musical practice of Romanticism.

The combined course of orchestration, or
the separated instruction of the aforementioned
disciplines in combination with the subjects of
“Orchestral Performance” (from the 1870s called
“Direction of Chorus and Orchestra”) and “Score
Reading” comprised the aggregate of practical
disciplines which concluded the education for
composers and theorists in the first Russian
conservatories. Thereby, its structure consisted of
two parts, which is what substantiates the parity
origins of the theory composition and creative
compositional practice.

It is indicative that this parity found its reflection
not only in the correlations between the subjects of
the theoretical and practical cycles of disciplines,
but also within each one of them. A vivid example
of this is the penetration of the practical component
of instruction into the theoretical courses of
harmony, counterpoint, form and fugue as a system
of exercises in prescribing the studied forms, known
in contemporary practice as modeling.

In confirmation to this let us examine two
documents, which have direct bearing on the
discipline of “Music Theory” in the first Russian
conservatories — the musical notebook of Zaremba’s
pupil, subsequently the outstanding pianist,
conductor and musical public figure Vasily Ilyich
Safonov, as well as Tchaikovsky’s autograph
manuscripts of rough drafts of tutorial programs for
theory of composition, which he put together during
the period of his work as a professor at the Moscow
Conservatory.

Safonov’s musical notebook with the title
“Forms'*” imprinted on the side of the cover
presents a documentary source, where the course
of musical forms as it was taught by Zaremba
was written down on paper. Despite the fact that
the notebook belongs to an individual student

of Zaremba!> and pertains to a time when the
professor had already ceased his work at the
St. Petersburg Conservatory'®, there is a good
reason to view the course of forms taught to
Safonov as a typical example of Zaremba’s
teaching such a course at the Conservatory. As is
well-known from the utterances about Zaremba on
the part of his students!’, he was a strict adherent
to the theoretical and pedagogical system of
A. B. Marx. Safonov’s course compendiums
confirm this. Several pages of the given document
contain references to concrete sections from
Marx’s work “Die Lehre von der musikalischen
Komposition, praktisch-theoretisch.” In his
practice of modeling of the studied forms Zaremba
likewise bases himself on Marx, utilizing a system
of three types of exercises: “foundations,” “Skitz”
and “execution'®.”

It is noteworthy that such exercises had not
been held out either by the teacher or by the student
as finished compositions — their completion was
presented as a mandatory practical component in
the mastery of the course’s theoretical topics. The
forms (from sentences and phrases to simple song
forms and from chorale harmonization to fugues),
texture, harmony and melodies of the exercises
from Safonov’s notebook testify of the student’s
mastery of sorts of clichés of the time period, which
comprised an indispensable foundation for the
formation of the professional musician.

Let us now turn to Tchaikovsky’s notebooks'’.
They give a perception on the basis of which
statutes the education for composers was founded
in the second Russian conservatory.

On pages 110-113 of the archiving in the
frameworks of the years 1870—1877 there is a sort
of strategic path of the major discipline “Music
Theory” prescribed by Tchaikovsky’s hand,
namely: a practical mastery of the forms parallel
to the music theory subjects, i.e. the same kind of
modeling. According to these notes, in a harmony
course the student learned the simple forms: from
the two-measure structure, containing in itself
both a motive and a phrase, to a parallel period;
in a counterpoint class he mastered in practice
irregular periods, simple binary and ternary
forms; in the course of “Canon and Fugue” the
student tried his hand in the rondo and sonata
Allegro forms.

An analysis of the document shows that the
mastery of the forms was through, and towards
the time of the student’s entry into the zone of
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creativity, which was demonstrated by the course
of free composition proper, the student already had
the perception formed of the main musical forms,
prescribed, played and understood through the
practice of systematic exercises.

Let us observe that in his prescribing the
practical part of the theoretical courses, Tchaikovsky
constantly makes use of the term “exercise” in all the
programs, including that of orchestration, but does
not use this term in the course of free composition.
Here, there are no other forms of practical work
present, besides that of composing itself.

For the sake of understanding better the practical
difference between exercises and composition let
us return to Safonov’s notebook titled “Forms.”
Having examined the system of three assignments,
comprising the essence of practical work in
mastering the theoretical course, we see that the
student constantly dealt not with the creation of
a ready-made musical composition, but with its
preparation. And usually he stopped merely on this
level of preparation. In our view, it is particularly
this “preparatory character” which distinguishes the
exercise as a certain didactic unit from a composition,
as a unit of creativity, albeit in merely a tutorial
process. Presumably, this is particularly what was
presumed by Zaremba’s student Tchaikovsky, when
in the working-out of his program he distinguished
the exercise as the chief form of practical work in the
classes of theory of composition from composition
per se as the basic form of practical work in the
class of free composition.

It is noteworthy that it is particularly the
principle of division between the exercise and the
composition which lay at the foundation of the
content of the final examination in music theory,
both the specialized and the mandatory subjects
(i.e. mastered as part of the main disciplines for
performers). Thus, if the requirement for the music
theory majors involved the creation of a completed
symphonic or vocal-symphonic composition
in a large-scale form?’, in other words, a full-
fledged composition, the graduate of one of the
major disciplines in performances completed
his theoretical education solely with exercises,
consisting “in proposing that the student add to a
given voice, for ex[ample], a fragment of a quartet,
separate voices; or to write an accompaniment to
some art song, or — to write a variation, imitation,
fugato, etc.2.”

Thus, the educational principle itself of teaching
how to write, as well as the process of education
itself, which presents nothing else but a path towards
a consistent achievement of mastery in composition,
and the final result of teaching the major discipline
of “Music Theory,” is the creation of a composition
in a large-scale form, and even the intrigue of the
final examination, which passes its resolution in
the last moment concerning the crucial question, or
whether or not the graduate will be a composer — all
of this testifies to the fact that the main purpose of
the major discipline of “Music Theory” which the
young Tchaikovsky decided to study in 1862, was
the education of a composer.
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' The present article is essentially a redaction of
article [9], revised and complemented.

2 During the first years of their existence the
St. Petersburg and the Moscow Conservatories were
officially called musical colleges. The first conservatory
statute confirmed on October 17, 1861 was called
particularly that way: “The Statute of the Music
College” (see: [3, pp. 11-15]). In the documentation
from the 1860s and early 1870s both of these titles
may be found. Officially the name of “Conservatory”
as the sole one was confirmed by the “Statute of the
Conservatories of the RMS,” adopted on November 25,
1878 (see: [Ibid., pp. 45-64]).

3 TSMM, al2 No. 4/2.

* Tchaikovsky was called a graduate in music
theory studies in the “Program of Exit Examinations for
December 29 and 31, 1865 (CSAA, f. 408, inv. 1, i. 47,
s. 92).

> TSMM, al2, No. 198.

¢ This is how in the documentation both the student
of the major discipline of “Music Theory” and the teacher
of music theory disciplines are called.

"RSALA, f. 661, inv. 1, No. 8, s. 113 b. — 114.

§ In the major vocal class such a division was not
present.

?RSALA: f. 661, inv. 1, 1. 8, 5. 178 b. — 179; f. 661,
inv. 1,1. 9, 5. 13-13 b.; [4, pp. 25-26].

10 Here and onwards in the quotation the words are
underlined as they were in the document.

"RSALA, f. 661, inv. 1,1. 9,s. 12'b.

12 Solovyov Nikolai Feopemptovich (1846-1916)
— composer, musical critic and faculty member (since
1885 — a professor) at the St. Petersburg Conservatory,
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Images of Instrumental Duets
in the Musical Texts of Haydn’s Keyboard Sonatas
and Their Implementation by Means of the Modern Piano

The stylistic interpretation and the image-related and semantic expressive articulation in Haydn’s sonatas
present pedagogue-musicians and students with difficult challenges. Haydn’s keyboard sonatas are frequently
interpreted in the traditions of later time periods, which contradicts the composer’s individual style and the
intonational lexis of the compositions. The key to the articulation regulated by the composer’s style may be
served by the acoustic images of instrumental ensembles, which is concisely marked in the musical notation.
Deciphering them makes it possible to present in a more precise manner the goals of expressive and comprehensive
performance.

The article presents performance sketches and scenarios, applied in the process of mastery of Haydn’s keyboard
sonatas and geared on the formation of the skills of articulation. Practical developments of the exercises presuppose
a timbral recreation of fragments of the sonatas by means of digital piano or keyboard synthesizer. The author
demonstrates the attempt of work on the sketches on the level of the musical theme, examining it from the point of
view of manifestation of acoustic images of instrumental duos: single-timbre (violin and viola, viola and cello) or
multitimbre (flute and keyboard, flute and cello).

The simplicity of the exposition and the lucid graphics of the placement of the instruments with their typical
registral division into “high” and “low” contain a great creative potential for the subsequent variant instrumental
ensemble transformations. The practice of amateurish music-making prompts many similar possibilities, some of
which are demonstrated in the article: the replacement of the timbre of the soloist instruments, the unfolding of the
duo into a quartet, the technique of the vertical shift of timbres.

The suggested creative exercises help not only to cultivate timbral thinking, but also to form skills of competent
articulation in the work with keyboard instruments of various constructions.

Keywords: Joseph Haydn, Haydn’s keyboard sonatas, keyboard synthesizer, digital piano, instrumental duo.

A. 1. ACOPAHIBAPOBA

Yumcruii 2ocyoapcmeennwiti uncmumym uckycems um. 3aeupa Mcmaeunosa
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OO6pa3sbl MHCTPYMEHTaAbHbIX AYSTOB
B TeKCTax KAaBUMPHbIX coHaT U. TanaHa
M UX BOMAOLLEHME CPEACTBAMM COBpPeMeHHOoro hopTennaHo

CruneBas uHTEpIIpeTanus u 00pa3HO-CMbICIOBAs BBIPAa3UTEIbHAS apPTUKY/ISILUS COHAT [ aiifiHa CTaBAT HETIPOCTHIC
3aja4n Iepe] IefaroraMu-My3blkaHTaMHu M ydamumucs.. KiaBupHsle coHatsl alijHa 9acTO MHTEPIPETUPYIOT B
Tpaguuusax Oosiee MO3AHETO BPEMEHH, YTO IIPOTUBOPEUNT MHANBUAYAIHHOMY aBTOPCKOMY CTHIIIO M WHTOHAIIMOHHON
JIEKCUKE Tpou3BeeHui. KirodoM K permaMeHTHpOBAaHHOH aBTOPCKUM CTHIEM apTHKY/SIIUUA MOTYT CIIyKHTh
aKycTHYecKrue o0pa3bl MHCTPYMEHTAJIBHBIX aHcaMmOnell, OT4ETIMBO OTMEUCHHBIX B MYy3BIKaNbHOH rpaduxe. Mx
pacumppoBKa IMO3BONSET OoJiee TOYHO CTAaBUTh XyAOKECTBEHHBIE 33Jaudl BBIPA3UTEIBHOIO M OCMBICIEHHOTO
HCTIOTHEHUSL.
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B crarbe npencTaBieHb! HCIIOMTHUTENLCKIE SCKU3BI U CIIEHapHH, IPUMEHSIEMbIE B TIPOLIECCE OCBOCHHMS KJIABUPHBIX
comar M. TaiiiHa M OpHEHTHPOBaHHbIC Ha (POPMHUPOBAHME HABBIKOB APTHKYISILHH. [IpakTHuecKHMe pa3pabOTKH
3aJJaHuil TpennonaraloT TeMOpOBOE BOCIPOM3BEAEHHE (ParMEeHTOB COHAT CpelncTBamMu IMdpoBoro ¢oprenuaHo
WIN KJIABHIIHOTO CHHTE3aTopa. ABTOP IOKa3bIBaeT ONBIT pabOThl HajJ 3CKU3aMHM Ha YPOBHE MY3BIKAJIBHOH TEMBI,
paccmarpuBast €€ ¢ TOYKH 3pEHUsI BOIUIOIIEHHUS aKyCTHUECKUX 00pa30B HHCTPYMEHTAJIBHBIX TyITOB: OJJHOTEMOPOBBIX
(CKpHIIKH ¥ aNbTa, CKPUITKW M BUOJIOHYEIH), PA3HOTEMOPOBBIX ((ICHTHI M Ki1aBecuHa, GIeHThl 1 BUOJIOHYEIN).

[Ipocrora n3nokeHus u scHast Tpaduka pactoIOKEHHsST HHCTPYMEHTOB C MX THIIOBBIM PETHCTPOBBIM JICIICHHEM
Ha «BBICOKHME» M «HHU3KHE» COMCPXKUT OONIBIIONW KpEaTWBHBIM MOTEHIMAN Ul IIOCIEIYIOUIMX BapHaHTHBIX
HWHCTPYMEHTaJIbHO-aHCaMOJIEBBIX IIpeoOpa3oBanuil. [IpakTika JII0OUTENTLCKOTO MY3HIIMPOBAHHMS TTOJICKAa3bIBAET MHOTO
MMOAOOHBIX BO3MOXKHOCTEH, HEKOTOPHIE M3 KOTOPBIX JEMOHCTPUPYIOTCS B CTaThe: 3aMeHa TeMOpa COJIHMPYIOIIETO

WHCTPYMEHTA, pa3BEPTHIBAHME Jy3Ta B KBAPTET, IPUEM BEPTHKAIBHON IIEPECTaHOBKH TeMOPOB.
[IpennoxxeHHsle TBOpYECKHE 3a/JaHHs MOMOTalOT HE TOJIBKO BOCIUTHIBATH TEMOPOBOE MBIIUIEHHE, HO U
(hopMupoOBaTh HABBIKM TPAMOTHOH apTHKYJISLUK B paboTe ¢ KJIaBUITHBIMU HHCTPYMEHTAMH PA3JIMYHOM KOHCTPYKIIHH.

Kiroueeie crnoBa: W. Taiign, kimaBupHBIE coHarThl [aiinHa, KIABUINHBIA CHHTE3aTOp, IMH(pOBOE (QopTenmaHo,

WHCTPYMEHTAJBHBIN JTy3T.

tylistic interpretation, as well as descriptive
and meaning-related expressive articulation in
Haydn’s sonatas present complex challenges
before pedagogue musicians and students at various
levels of their musical education. The absence of
outwardly effective emotional contrasts frequently

presents a drawback for including Haydn’s
compositions into concert and examinational
programs and objectively presents particular

difficulties for deciphering the semantic details
of the musical text of his compositions. Haydn’s
keyboard sonatas are frequently interpreted in
the traditions of a later period of time — from the
point of view of “romantic piano technique,”
which is demonstrated either in either exaggerated
dynamics, or in excessive cantilena, melodious, and
sometimes even expressively dramatic performance.
This contradicts the principles of the composer’s
individual style and the intonational lexis of the
music. The key to the correct articulation of many
of Haydn’s keyboard sonatas, regulated by the
composer, may be provided by the acoustic images
of instrumental ensembles, distinctly imprinted in
the notated music. Their deciphering helps present
in a more precise manner the challenges of an
expressive and meaningful performance.

Haydn’s works for keyboard instruments,
including the sonatas were composed in an
atmosphere of widespread domestic instrumental
music-making, both in terms of solo instruments and
ensembles. Frequently the same compositions were
played in various alternate instrumental versions,
while the acoustic images of the soloists (violinists,
flutists, horn players, cellists or harpsichordists) and
the various instrumental ensembles (trios, quartets,

duos) were brought into the musical themes of the
keyboard sonatas in the forms of the “protagonists”
who organized the main content of the subject
matter related to the “music-making scenes.” Mono-
timbre dialogue or a multi-timbre contest of several
alternate musicians playing a single musical theme
appear repeatedly and change their structure within
the overall composition of the keyboard sonata.

The article demonstrates the attempt of work on
the sketches of the keyboard sonatas on the level of
the musical theme, examined from the perspective
of the acoustic images of instrumental duos existent
in them.

Haydn wrote numerous duos for various
instruments. According to the Hoboken list, most
widely known are 6 duos for violin and viola,
4 duos for 4 barytons and 2 duos for 2 clarinets.
And although he gave preference to mono-
timbre ensembles (as may be inferred from the
aforementioned list), it is also known that type of
music-making practice gained a foothold which
actively instigated the timbral variability upon the
unfolding of the music for keyboard instruments
into an instrumental score. In other words, it was
customary to perform the same compositions in
various changing combinations of instrumental
timbre.

Below we present performance sketches and
scenarios applied in practice of mastery of sonatas
by Joseph Haydn in the work with the students of
the Ufa State Institute for the Arts. It is possible to
perform them on one piano four hands, as well as
on two pianos. On the basis of the offered timbre
scenarios these elaborations also presume and
active utilization of a digital piano or synthesizers'.
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Images of mono-timbre duos

In the hereinafter contained examples (No. 1, 2)
the vertical graphics of the notation of mono-timbre
duos are quite apparent. Accordingly, the outer
register indicates a consistent presence of the duo
for violin and viola (Example 1), as well as that for
violin and cello (Example 2).

The Violin and Viola Duo

Example 1 Sonata Hob. XVI: 49. Finale

Tempo di Menuetto

slow movements reflect duos of instruments with
contrasting timbres. The strict chordal statement
in Example 3 reproduces the acoustic image of the
harpsichord (clavichord). The melodic material,
reminiscent of that of a solo flute, is permeated with
improvisational utterances peculiar to a soloist,
abounds with melismatic adornments and is richly
ornamented.

We suggest playing the presented fragment
in a (duo) ensemble, either on 2 pianos, with the
assignment of the roles of the “flutist” and the
“harpsichordist” between the two performers, or
on two synthesizers, with the incorporation of

Db e e Sty L et Tfres, Pt L S the selfsame timbres of flute and harpsichord (or
{‘f . R B 1 clavichord).
(L SSSESES e SR e e SesesE
Example 3 Sonata Hob. XVI: 48
0 1 * -
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G e e F The two-staff model suggested below
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~ — (Example 4) reflects the images of the contrasting-
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S = e === tradition of change of instrumentalists’ ensembles

Notwithstanding all the differences of content
and thematicism in the aforementioned musical
fragments, the texture of these compositions in two-
staff notation corresponds to the typical written-
down musical representation of a keyboard musical
score with its opposition of “high and low registers.”
This makes it possible to indicate in the most general
manner the alternative of the presence of the timbres
of high and low registered instruments.

Images of duos of instruments
with contrasting timbres

Let us cite other examples (No. 3, 4), where
the graphics of the music of the piano sonatas’

existent at that time, the solo flute in both of the
examples (No. 3 and No. 4) may be replaced with
the violin, likewise included on the panel of the
synthesizer.

Example 4 Sonata Hob. XVI: 6
Menuetto
' /‘L\ (r
e e e S
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Transformation of the duo into other
structures

The simplicity of statement and the concise
written-down graphics of the placement of
the instruments with their typified registral
classification into ‘“high-registered” and “low-
registered” ones contain a great creative potential
for subsequent versions of instrumental ensemble-
related transformations. The practice of amateur
music-making suggests many such possibilities.
We shall now illustrate several such means by
concrete examples.

1. Substitution of the timbre of the solo
instrument

Perform on a synthesizer the contrasting-timbre
duo suggested above (on the basis of Example 4).
At that, the melody may be divided horizontally
between the timbres of two different soloists: the
violin (mm. 1-6) and the flute (from the upbeat to
m. 7 until m. 10). The part of the lower strings shall
be performed by the cello and bass.

2. Unfolding of the duo into a quartet

The duo may be unfolded into a quartet, if each
line of the music (both the upper and the lower) obtains
the possibility of an independent dialogic utterance.
Thus, the hidden horizontal dialogue between the
violin and the flute, as has been shown above, was
able to reveal itself particularly as the result of the
disguise of the melody by various timbres. A similar
indication of the horizontal dialogue likewise
becomes possible in the lower line — in the part of the
lower strings: for this it merely becomes sufficient to
perform the melodic replies in the various registers of
the keyboard instrument, subdividing them into two
measures (along with the motives on the upbeats).

It is also possible to do similar work on
replacement of timbres and transformation of the
duo into the quartet (or trio) on the basis of any
other examples presented in this article.

3. The technique of vertical displacement of the
timbres

The interesting effect of change of registers
and timbres results automatically from the use of
the “mirror” technique. In order to achieve this, it
becomes necessary to change roles (the upper line
must be played by the second musician in the low
register and, correspondingly, the lower line must
be played by the first musician in the upper register).
We suggest playing Examples 1 and 4 by means of
this special method. They sound especially well on
a synthesizer, but even in an ensemble performance
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they would also achieve the effect of spatial
stereophonic sounding, which would require special
attention towards articulation.

Features of the duo in the range
of the “general forms of sounding?”

The examples presented below contain typified
specimens of texture occasionally encountered in
the music of Haydn’s keyboard sonatas. In music
theory these are called “general forms of sounding”
or “figurations,” which lead in the usual sense to
their examination as technical, semantically neutral
episodes of the music, or not very expressive,
auxiliary sections of musical compositions.
Nonetheless, such textural graphics indicate at signs
of the presence in the music of acoustical images of
string instruments may in many ways be examined
and intonated in a diverse instrumental context.

In the following musical fragment (Example 5)
it becomes possible to intonate the music on the
basis of imitation of various preset acoustical images
(and their substitutions). The suggestion is given to
imitate at the piano or in the real sound of synthesizer
timbres, such as, for instance, the harpsichord, harp
or violin with their subsequent substitution.

The syntactic structure of the episode also makes
it possible to reveal other creative possibilities
of the musical text concealed within the overall
notation. Thus, if either the motives (lasting half
a measure each) or the phrases (lasting 1 measure
each) are marked with the imitation of various
string instruments, it may be possible to build the
composition of the duo on the basis of a dialogic
horizontal division of the motivic answers.
Example 5 Hob. XVI: 23

[Allegro moderato]
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Indications of the sound of the instrumental
duo concealed in the texture of the overall forms of
sounding may also be encountered in the following
example from one of the piano sonatas (Example 6).
It becomes possible to disguise the timbres of
the string instruments according to their vertical
sonorities in a way close to the content of the musical
graphics (a violin and a cello on the synthesizer).
But it is also possible to achieve a horizontal timbral
transformation of the upper line, perceived as a
dialogue between two violins or a violin with a flute
(4 measures for each player).

Hob. XVI: 30 Allegro

In Example 7 the instrumental ensembles may
be marked first as two mono-timbre duos continuing
one into another: a duo for violin and viola (mm.
1-4), then the subsequent duo for violin and cello
with bass (mm. 5-7) with the corresponding
piano articulation, or with the inclusion of the
corresponding timbres on the synthesizer. In Haydn’s
musical output such instrumental ensembles are
fixated in a number of his compositions and are
well-known, for example, as “six duos for violin
and viola” or the “25 duos for baryton and cello
(with or without bass).”

Example 7 Hob. XVI: 24
[Allegro]
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“Transitional structures” as images
of changing instrumental ensembles

Within the framework of many of the piano
sonatas we encounter the so-called “transitional”
structures, which in the thematic process indicate
features of replacement of images of the changing
instrumental ensembles. Let us examine these on
several examples of Haydn’s piano sonatas.

Thus, in Example 8 the duo for violin and cello
is unfolded into a mono-timbre trio from a divisi in
the part of the soloist (mm. 11-14). The following
merging of all the parts into unison is concluded
by a divisi of the conclusive cadence (mm. 17—18).
Following the replacement of the solo violin part
with that of a woodwind instrument applied by the
composer in practice, it is possible to include the
corresponding timbres of high wind instruments on
the synthesizer.

Hob. XVI: 21

Example 8

[Allegro]
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In Example 9 the duo for violin and cello
(mm. 1-8) is transformed into a mono-timbre trio:
violin, viola and cello (mm. 9-16). It is possible to
make the mono-timbre sound of an episode of the
trio into a multi-timbre texture by giving the upper
voice to a “flute.” On the synthesizer it is sounded
by bringing in the corresponding timbre, that of
the piano, and it also may imitate the timbre of the
flute — with a registral transfer of a melody written
down in the music an octave above.

112



Me>XXAYHapoOAHbIM oTAeA ® International Division

2017,4 0
Example 9 Hob. XVI: 24 Examples 10 and 11 are constructed in a similar
Allegro fashion: the ensemble of the two soloists gradually
Dbttt e > ff e . grows into a trio with consistent vertical shifts of
{"3\ - T =" - the divisi. Example 11 may be interpreted as a duo
eler,le .
e e e g for flute and horn, where the parts of the soloists are
—_ 7 - alternately doubled into an interval of a third and
e '_-_"_v‘;; ;Vfﬁ i -“ﬂ for the texture of a trio. The artistic goals relevant
{ ;m | B : - r '}E 4 ‘ rj*' to the proposed scenario are well reproduced on the
e o e = e piano, in a piano ensemble with allotment of the
e . = fee tee.. igles between the p'la},/’ers, the participants qf the
{.%,, ¥ F ﬁh i = = instrumental duo-trio,” and also on a synthesizer.
., et
= et #  Example 11 Hob. XVI: 25
I © e N N Tempo di Menuetto
{@%' = = I Y
Qﬁuj/\! ] - P . e . })ﬂ;”!’: qe ir = s w1 ——= S —
SEE e {., R oS T VU S ISR
== S j = F F :

In Example 10 the thematic answers of the two A f\f_‘rr: s %ﬂ g J e “J’ ¢ P2
string instruments in the duo are complemented by \'f ‘ ; ' ‘h ' ' Iaat%‘ i T
the divisi of the violins, developing into a trio as & JJ-JJ-J | Jéﬂ; F lg |’ |’ lg : J‘%ﬁ%
the result of this. After the recapitulation sign the

. . . . 5 e d N eerfoe, .
process of unfolding the duo into a trio is carried Gt e e 1
out more massively, demonstrating the potential {; ‘ —_ ==.! 4 L |
creative possibilities. = ﬁ ,%ﬁ e i
Example 10 Hob. XVI: 41
Allegro di molto Example 11 may be perceived both as mono-
e T ) A e W timbre (string trio) and as multi-timbre (flutes and
{"? = r_ oal e = r,,ﬁ,, =7 < :I: strings) ensemble of instruments. The lower strings
S SRSE S SEsS Sy _=—S=siaS=s ‘-5% SEi= call for a spatial unfolding — the transfer of the cello
part an octave below. All of this may be brilliantly
e S " recreated on the synthesizer with the application of
A = the corresponding articulation.
T = EEE SESEIPESER S TR EE The suggested creative exercises enable us not
only to bring up a timbre-related thinking, but also
s .'”fh_, P e PRt s e to form the skills of competent articulation in the
{ © — L. I — . work with keyboard instruments of various types of
G e e ===/  construction.
Gy NOTES (<

' Such attempts, which may be made broadly in
such cases as, for example, in the practical situation of
“sight-reading,” freely make usage of digital technique
of any brand or construction. Thus, for several years we
make successive usage of digital pianos of the Kurzweil

firm, whose sounds are maximally close to the real sound
of the acoustic timbres of the symphony orchestra. For
more about the Kurzweil electronic instruments read the
website: http://kurzweil.com.

2 A term of Elena A. Ruchyevskaya.
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Franz Schubert and French Opera: Concerning the Problem
of “The Native and the Foreign” in the Austrian Musical Theater
of the First Third of the 19* Century

The article is devoted to the connections of Franz Schubert’s operatic works with the French musical theater
of its time. These connections are stipulated by that significant position which was obtained in German-speaking
lands during the first two decades of the 19 century. In Schubert’s works for the stage, just as in operas by other
Austrian and German composers of that time, there are many features present which are characteristic of French
genre models. The article examines, among other things, points of connection between two of his operas, “Alfonso
und Estrella” and “Fierrabras” with “Semiramis” by Charles Simon Catel, which was staged in Viennese opera
theaters, and which, as it is known, Schubert was fascinated with. This confluence is characterized, first of all, by
the characteristic punctured rhythmical formulas, which in all three operas approach the functions of leitmotifs in
their significance, some melodic turns and the specific harmonic progression bringing in the connection between the
Aria of Azema from “Semiramis” with the Chorus of Florinda from “Fierrabras.” A certain amount of impact was
also exerted by Catel’s “Semiramis” on the libretto of “Alfonso und Estrella.” It is possible that one of the scenes
of the latter opera — the conspiracy scene — was brought in the general outline of the subject under the influence of
the French examples, moreover that particularly in the music of this scene one can discern the greatest amount of
connections with the analogous episode in Catel’s opera.

Keywords: Franz Schubert, Charles Simon Catel, Austrian opera, French opera, music of the early 19" century.
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®. LLly6epT u chpaHuy3ckas onepa: K npobAeme «CBOE-uyxKoe»
B aBCTPMMCKOM MY3blKaAbHOM TeaTpe nepsou Tpetu XIX Beka

Crarpst mocBsmieHa cBsa3sM onepHoro TtBopuyectBa @. IllyGepra c (hpaHIy3cCKMM My3BIKaJbHBIM TEaTPOM
€ro BPEMEHHU. JTH CBSI3M OOYCIIOBICHBI TEM 3HAYEHHEM, KOTOpPOE TeaTp NMPHOOPENT B HEMEIKOSI3BIYHBIX 3EMIISIX
B riepBble 1Ba AecsaTmieTs X1X Beka. B mry0epToBCKUX CIIEHHUECKHX OITycax, Kak U B ollepax APyruX aBCTPUHCKUX
Y HEMEIKUX KOMIIO3UTOPOB TOTO BPEMEHH, MOXXHO HAWTH MHOXECTBO YepT, XapaKTEPHBIX JUIS (PaHIy3CKHX
KaHPOBBIX Mozieneil. Cpenu Mpovero B CTaThe pacCMOTPEHBI TOUKH COITPUKOCHOBEHHS JIBYX €ro omnep, « Anb(oHco
n Octpemna» u «Poeppadpac», ¢ «Cemupamugon» L. C. Karens, koTopas cTaBmiiach Ha BEHCKHX CIICHAaX U
xoropoii lllyGepT, kak u3BecTHO, Bocxummaics. [lepeceueHns KacaroTcsl IpeXx/ie BCEro XapaKTEePHbBIX MyHKTHPHBIX
puTMHUYECKHX (OPMYII, KOTOPbIE BO BCEX TPEX OIlepax M0 CBOEMY 3HAYCHUIO IPUOIMKAIOTCS K JIEHTMOTHBAM,
HEKOTOPBIX MEJIOUYECKHX O0OOPOTOB, a TaKKe CIEHU(PHUECKOTrO0 TapMOHHYECKOTo 000poTa, 0O0BEAMHSIONIETO
apuio Azemsl 3 «CeMupamMuasy u aputo ¢ xopom @opunasl n3 «deeppadbpaca». OnpenenéHnoe Bo3uencTBHE
«Cemupamuna» Karemnst okazana taxke Ha J1uOpeTTo «AnNb(GOHCO M DcTpesbhy. Bo3MOXKHO, 9TO OfHA U3 CLEH
MOCJICAHEN ONephl — CIIeHa 3aroBopa — ObljIa BBEJeHa B OOILIYIO0 CIOKETHYIO KaHBY MO BIMSIHHEM (ppaHITy3CKOTO
oOpa3sia, TeM O6oiee YTO UMEHHO B MY3BIKE 3TOH CIICHBI OOHAapYyXHBAaeTCs HauOOJIbIIEEe KOJNIECTBO IIepeceueHn
C aHAJIOTMYHBIM 31MH3040M y Katens.

Kirouessie cioa: @. y6eprt, 1II. C. Karens, aBcTpuiickas omepa, ¢ppaHIfy3cKas omepa, My3blka Hadama XIX
BEKa.
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“Schubert and France” is probably a somewhat
unexpected approach to the theme. In reality, if the
comparison of the musical legacy of this composer
with Italian music seems natural — at least because
he studied with Salieri and wrote arias on Italian
texts — it would seem that French music would
not have exerted any considerable impact on him.
Nonetheless, this impact did exist, and was, in fact,
much greater than could have been expected. And
this has to do not as much with the peculiarities
of his biography as with his personal inclinations
and the overall tendencies in the Austrian-German
musical theater of that time.

It is well-known that the years of Schubert’s
formation as a professional (the late 1800s and the
first half of the 1810s) coincided with the sharpest
decline of the interest of the Austrian audiences in
Italian operas and the peak of the fashion towards
the French variety. It is indicative that among the
operatic performances the young composer attended
prior to 1816 — and this is the year that Rossini’s
operas began appearing on Viennese rostrums
— there had not been a single Italian one. On the
other hand, of the nine operas he had the chance to
hear during that period, five were written directly
for France!, while of the remaining four at least two
demonstrate to one degree or other some closeness
to the French tradition?.

The heightened interest in French opera on the part
of the German and Austrian audiences [12, S. 316; 7,
S. 86] spells out the musical-theatrical context
in which Viennese composers of that time were
compelled to work, and Schubert, obviously, was not
an exception from the general rule. The impact of
French theater can be observed in his operatic legacy
in its most diverse manifestations — from the sources
for the libretto and the motives of the subject to the
musical topoi and models of the opera forms>.

Since these manifestations are overly numerous,
let us focus our attention on only two kinds of them
— reminiscence themes and musical ideas derived
from French compositions®.

As it is known, the idea itself of recognizable
thematic elements connected with particular situations
or characters had first been developed in the domain
of French musical theater. In the beginning of the 19™
century it was perceived by German composers and in
their compositions reminiscence themes turn into real
leitmotifs. However, in Austrian opera the situation
was somewhat different, and Schubert, similarly to
many of his colleagues among his compatriots, was
more inclined towards the French type®. In his music

these are indeed reminiscence themes — thematic
arches, which connect scenes situated at a distance
from each other. For example, in the first scene of
the opera “Fierrabras” the entrance of Charlemagne
is accompanied by ascending tiratas (see March and
Chorus No. 13), which are repeated in the finale of
Act 3, likewise highlighting his appearance on stage.
Certain Schubert scholars consider this theme to be
a leitmotif — either of the emperor himself or of his
victories or of the Frankish knights in general [14,
p. 500-501; 13, S. 103], however, in my opinion, the
meaning of this theme is too vague for a real leitmotif.

The same may also be said about the more or
less regularly repeated thematic elements which
scholars find in his two large operas: they may be
labeled as leitmotifs only with great extension. This
is also testified by the lack of consensus among the
researchers themselves in the interpretation of the
depiction of one character of the plot or another by
means of these themes.

Thus, for example, the motive with the dotted
rhythm ). 5| J, appearing in the opera “Alfonso
and Estrella” and, incidentally, not possessing a
fixedly attached melodic contour, is interpreted as
pertaining either to the character of Alfonso, the
son of the deposed king Froila [11, p. 218] or to
the depiction of his antagonist Adolfo [14, p. 491]
(see Examples No. 2 b, ¢, e, f). A similar motive
also appears in “Fierrabras,” which it is customary
to correlate in this opera either with the image of
the principal character, the Moorish prince, or,
in general, with the Moors [14, p. 497-499; 11,
p. 260; 13, S. 101] (see Examples No. 1 a, 1 b%).

Schubert. “Fierrabras,”
Ensemble (No. 4), mm. 115-117

Example 1a

Schubert. “Fierrabras,”
Recitative, Chorus
and Ensemble (No. 8), mm. 15-17

Example 1b

However, some researchers indicate, and rightly
so, that such motives with dotted rhythms may also
be found in many other compositions by Schubert,
and that their implementation simply has to do
with the composer’s predilections [3, p. 123; 13,
S. 102]. And, indeed, this rthythmic pattern appears
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oftentimes not only in his other operas, but also in
his songs, where some of its modifications obtain
the meaning of musical topoi. At the

Example 2 Analogous motives in

“Semiramis” and “Alfonso und Estrella”

same time, the specific features of

Charles-Simon Catel. “Semiramis”

its use in “Alfonso und Estrella” and
“Fierrabras,” as it seems, may have
roots in French opera — at that, in quite
concrete examples of it.

On May 19, 1819 in a letter to one
of his friends, Anselm Hiittenbrenner,
Schubert wrote the following: “in the
near future there will be a performance
of Catel’s ‘Semiramis’ with its endlessly
beautiful music” [6, S. 27]. We have no
other testimony of the composer being
familiar with this opera, however, the
evaluation which Schubert gives to

2 a.Act 1. Aria of Azema
with Chorus, mm. 1-2

2 d. Act 2. Aria of Azema,
mm. 32-34

Violin T

Franz Schubert. “Alfonso und Estrella”

2 b. No. 2. Aria of Froila,
mm. 8082

2 e. No. 8. Recitative and Aria
of Adolfo, mm. 1-3

crese )

) b- T » T
Violn  JB bbb

= =

2 ¢. Solo of Adolfo from the
Conspiracy Scene (No. 17.
Chorus and Ensemble), mm. 1-2

2 f. No. 10. Finale of Act 1,
Arioso of Adolfo, mm. 61-63

Catel’s music bears witness to the fact

. >

that, first, by that time he knew the

Fag., Vic., Basso — 5

. e e > {. v
e St Violin 1 e e e e e
e e R L

music (either saw it on stage’ or in some

=" "

way or other obtained access to the

score), and, second, that he esteemed it very highly.
And it is particularly in “Semiramis” a noticeable
role is played by that very rhythmic formula, about
the significance of which in Schubert’s two large
operas researchers never tire debating.

The introduction is built upon it — namely, the
aria with the chorus of one of its main heroines,
Babylonian princes Azema, while subsequently
it appears as a reminiscence in another aria of the
same opera — in the Second Act. This appearance
could be considered to be accidental, if in the
same aria we would not find fragments of another
theme from the introduction. Most importantly, in
both cases the dotted rhythmic pattern is connected
with the mention in the text of Arzace, Semiramis’s
unrecognized son who achieved victories as a
military commander. And since each time the
narrative recounts his military glory, the rhythmic
formula with the dotted rhythm may be interpreted
very concretely — as a symbol of military prowess.

It is indicative that it is particularly this meaning
which unifies virtually all the cases of appearance of
this leit-rhythm in Schubert’s grand operas: Adolfo
is a military commander, who achieved many
victories, Alfonso is a young hero who is waiting
to win his final battle, while Fierrabras is a Moorish
knight captured by the Franks, who prior to that
had demonstrated wonders of bravery in battle. The
table below (Example 2) presents a comparison of
analogous motives from “Semiramis” and “Alfonso
und Estrella.”

This can hardly be called a chance coincidence,
moreover, because it has to do not only with Azema’s
part. Catel’s opera, just as Schubert’s “Alfonso and
Estrella,” contains a conspiracy scene, in which this
rhythmic formula appears, as well. The situation
itself in both cases is similar: the plot is organized
by an antagonist striving for power and claiming
the hand of the princess who previously rejected
him (Assur in Catel’s opera, Adolfo in Schubert’s
opera), who aims to achieve his ends by means
of violence. In addition to both operas having
choruses of conspirators, they also feature solos by
the antagonists, in which the motive with the dotted
rhythm predominates. Even the phrases of the vocal
parts in both cases are constructed similarly, more
or less beginning with the same formula: in Catel’s
opera the phrase takes up four measures, while in
Schubert’s work it is two measures long, but, at that,
they are almost identical — in the second case they
are merely notated in smaller thythmic values in the
same time signature of 4/4 (Examples 3 a, 3 b).

It is quite probable that the conspiracy scene in
the opera “Alfonso und Estrella” owes its existence
to Catel’s “Semiramis.” Its libretto was created
almost simultaneously by one of Schubert’s closest
friends, Franz von Schober, in his own words “in
very great innocence of heart and mind®.” Schober
was not a professional librettist and, not having any
experience in this genre, most likely, based himself
on operas familiar to both young men — including
“Semiramis,” which Schubert was fond of.
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Example 3 a. Charles-Simon

Example 5 a Charles-Simon Catel.
“Semiramis,” Act I1I, Conspiracy Scene,

Catel. “Semiramis,” 5=

the Conspiracy Scene, solo
of Assur, mm. 118-121

w chorus of the conspirators, mm. 45

Example 3 b. Franz Schubert.
“Alfonso und Estrella,” solo -

— —
e P

>

Scene (No. 17), mm. 2—4

of Adolfo from the Conspiracy PR/ A

Example 5b Franz Schubert.

This is also demonstrated by other coincidences
in the musical setting of the conspiracy scenes: in
the accompaniment of the chorus in Catel’s opera
there are staccatos in the low strings and bassoons,
while in Schubert’s opera they are present in the
cellos and contrabasses; in solo episodes have
comparable textures in the strings (Example 4);
comparable intonations — in particular, the reliance
on the auxiliary second interval (Example 5); even
the tempo indication coincides — Allegro assai
(of the entire chorus in Catel, in Adolfo’s solo in
Schubert).

Example 4 a Charles-Simon Catel.
“Semiramis,” Conspiracy Scene,
Solo of Assur, mm. 118-121
Bosons e = >
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Example 4 b Franz Schubert.

“Alfonso und Estrella,” Conspiracy Scene,
solo of Adolfo from No. 17, mm. 2-4
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“Alfonso und Estrella,” Chorus
of the conspirators, mm. 173-175

e 1
Tenorl Jopt PP £
i

T T T
Nun fehlt A - dol - fo

Franz Schubert.
“Alfonso und Estrella,”
Conspiracy scene, Recitative
of Adolfo, mm. 202-203

Example 5 ¢

Adolfo

Another coincidence, most likely, likewise
not an accidental one, may be found between the
initial phrase of Assur’s solo in the conspirators’
chorus and the very beginning phrase in the
second duo of Adolfo and Estrella in Act III of
Schubert’s opera (notwithstanding the different
metro-rhythmical and tonal conditions, the
similarity is sufficiently apparent, see Examples
No. 6 a, 6 b). Incidentally, some researchers
consider this phrase in “Alfonso und Estrella”
to feature the same leitmotif, albeit sounding in
augmentation [14, p. 496].

Example 6 a Charles-Simon Catel.
“Semiramis,” Conspiracy Scene,
solo of Assur, mm. 110-113
. -
Example 6 b Franz Schubert.

“Alfonso und Estrella,” Duo of Adolfo
and Estrella (No. 25), mm. 1-3

The effects of the impact of “Semiramis” are
also perceptible in other operas by Schubert. The
most interesting example, in our opinion, is provided
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by the cross-connections between
the aforementioned Aria of Azema
from Act II of “Semiramis” and the

Table 1. Harmonic progressions in the Aria of Azema
(“Semiramis”) and the Aria of Florinda with Chorus (“Fierrabras”)

Aria of Florinda with the chorus

Charles-Simon Catel. “Semiramis,” Aria of Azema

from “Fierrabras.”
The coda of the last of the

G dur|S*,~DDVIL |Il5, =T, - %, -1, - K¢, | D, - T

F dur | D7

mentioned arias makes use of a

b, =T, -1, — K, | VIL (—VI)=VIL (- T)

harmonic idea, obviously picked

Franz Schubert. “Fierrabras,” Aria of Florinda with Chorus

up from Catel. The similarity
between these two  chord

progressions  demonstrated in
Table 1 is absolutely apparent and
is confirmed by the coincidence
of the points of reference of the
melodic line (see Example 7;
at that, in Schubert’s case, this
melodic line is considerably
more expressive and richer®).

Example 7 a

Charles-Simon Catel. “Semiramis,”
Act II, Aria of Azema, mm. 103-107

TN

Only the beginning and the end
differ. And these differences are
quite exemplary. In Catel the
rhythm of the harmonic changes
is concisely allocated in spans of

Example 7 b

Franz Schubert. “Fierrabras,” Act 111,
Aria of Florinda with Chorus (No. 21), mm. 66—71

half-measures. In contrast to this,
Schubert “stalls” on the harmony
of D, for two measures, constantly alternating
V and VI} in the melody, and this enhances the
strong emotional impression from the unexpected
resolution'.

The endings differ considerably, as well. Catel
simply fortifies the IIIb by means of a perfect
authentic cadence. In contrast to this, Schubert
interrupts this cadence by a deviation into scale
degree VI, which unexpectedly turns out to be in
major, thereby returning us to the initial F major.

These changes, fortified by a constant balance
between the parallel major and minor tonic keys,
bring into the Aria of Florinda that inimitable color,
for which Schubert’s songs are celebrated.

Thereby, it turns out that the core of the
nonstandard and seemingly purely Schubertian

Gy —

' “Iphigénie en Tauride” by Christoph Willibald
Gluck, “Jean de Paris” by Frangois-Adrien Boieldieu,
“Médée” by Luigi Cherubini, Gaspare Spontini’s
“La vestale,” “Cendrillon” by Nicolo Isouard (the list of
operas is cited from [2, p. 110]).

harmonic progression has French roots, a fact
which, nonetheless, in no way deprives the Aria of
Florinda of its originality. Moreover, in contrast to
Catel’s music, which is pleasant, but still mostly
generic, this originality is perceived even more
prominently. The same thing can also be said about
other instances of interconnection with the score of
“Semiramis”: Schubert always ends up being a head
taller than his French contemporary, whose music he
was so fascinated with. Borrowing ideas from other
composers has always provided for him an impulse
merely to expand the volume of his own creative
energy — it is not perchance that both the conspiracy
scene in “Alfonso und Estrella” and the Aria of
Florinda in “Fierrabras,” admittedly, is among the
best pages of these rarely performed operas.

NOTES ~—o(<

2 “Fidelio” by Ludwig van Beethoven and “Die

Schweizer Familie” by Joseph Weigel.

3 Separate aspects of the theme of “Franz Schubert
and French opera” are elucidated in such works as [14,
p.- 474-535; 10; 9] and others.
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4 It is known that various different musical

impressions — including theatrical ones — exerted a
noticeable influence on Schubert’s music (see, for
example, [4, p. 125-137; 5]).

5 The fact that this technique in Schubert’s musical
output can be traced directly to the French tradition is
indicated, for example, by Wischusen [ 14, p. 482].

¢ The first example (1 a) is connected directly with
Fierrabras, while the second (1 b) has to do with the
appearance of the Moors on stage.

7 Catel’s “Semiramis” was performed on stage

8 Cit. from: [11. p. 211].

 Not least due to the change of the musical syntax in
its correlation with the poetical text. While in the Aria of
Azema the examined harmonic progression is contained
within one vocal phrase, which corresponds to one verse
in the text, in Schubert’s case it appears on the boundary
between two phrases, connecting the ending of the first
and the beginning of the second verse and neutralizing
the caesura between them.

10 Concerning the role of median harmonic
relationships in Schubert’s music see [4, p. 138-145; 15,

in Vienna from 1806 — first in the Theater an der Wien  p. 122].
(until 1814 [1, S. 281]), and then from 1814 — at the
Karthnerthortheater [8, S. 328].
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Henry Irving: Outstanding 19" Century British Actor.
Concerning the Issue of the Genre of the Stage

The article is devoted to the English actor and theatrical producer of the Victorian Age, Henry Irving (John
Henry Broddrib). During the course of his entire life on stage Irving aspired towards recognition of himself as a
tragic actor. At the same time his natural gift revealed itself with full force in the genre of the melodrama and in
characteristic roles. The article presents an analysis of the roles that disclose in the most precise and bright way
the issue of the theater genre in the activities of Henry Irving. The production of the play “The Bells” by Leopold
Lewis would become the indisputable theatrical victory of Irving as an actor and producer. The characteristic
image of the respectable burgomaster and the repentant murderer Matthias acquires tragic features. William
Shakespeare’s “Hamlet” would be perceived in an ambivalent manner by the audiences and professional critics.
The tragic prince of Denmark would present himself before the public as a live person with his passions, pain
and turmoil. The tragedies in Irving’s productions differed cardinally from the traditional interpretations of that
time, and the Victorian public was not prepared to accept at once such directional solutions. Notwithstanding
this, the Lyceum Theater under his direction became the theatrical center of Victorian London. Matthias, Hamlet,
Macbeth, Othello, King Lear and Richard III were the roles that disclosed the tragic duality of Henry Irving’s
theatrical gift.

Keywords: Henry Irving, theater of the Victorian Age, English theater, Shakespeare, melodrama, tragedy.
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K npo6Aeme cueHnUecKkoro »xaHpa

CraTbs OCBSIIEHA AHITIMICKOMY akTEPy M MOCTAaHOBUIMKY BHKTOpHaHCKOM snoxu I'enpu Upsunry (Jxony
I'enpu BponpuOy). Ha mpoTspkeHUHM CrieHMYecKo# >ku3HHM VIpBHHT cTpeMumics K NPU3HAHUIO ce0s Kak akTépa-
Tparuka. [Ipu 3ToM ero npupogHOE JapOBaHKE C MONTHON CHIION paCKpPBUIOCH B )KaHPE MENIOAPaMBbl U XapaKTEPHBIX
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lexcriupa OyaeT HEOXHO3HAYHO BOCHPHHAT 3PUTENSIMH M NPOQECCHOHAIBHBIMU KPUTHKaMH. Tparmdeckuit
JaTCKUI MPHUHII MPEICTaHeT Mepe]] IMyOJNKON KHBBIM YEIOBEKOM CO CBOMMHM CTPACTSAMH, OOJIBIO U CMSTCHHEM.
Tpareauu B nocranoBke MpBuHTra KapAMHANIBHO OTIMYAIUCh OT TPAAUIMOHHBIX TPAKTOBOK, U BUKTOPHUAHCKAs
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several periods of its development: the

Neoclassical, the Romantic and the Post-
Romantic. With the annulment of the theatrical
monopoly in 1843 a new age in the history of British
theatre began, which was later called the Victorian
Age. The aesthetics of this period was Post-Romantic,
because it realized the issues of “verisimilitude” of
stage expression of the dramatic character and its
milieu posed by the Romantic theatre. The Victorian
theatre of the second half of the 19™ century witnessed
the appearance of a type of performance, the main aim
of which was to create the illusion of verisimilitude;
the most important means for new expression was
the visual element, whereas the main discovery of
stagecraft was the box-shaped stage which enclosed
the space of the stage, made it hermetically self-
reliable, capable of imitating the “architecture of
everyday life.”

The theatrical life of the final quarter of the 19
century in England may legitimately be called the age of
Henry Irving (his real name was John Henry Brodribb,
1838-1905). The Lyceum Theatre, in which he was the
director, producer and leading actor, was the theatrical
center of London. Notwithstanding the outward success,
the owner and chief stage-manager of the Lyceum
Theatre, who defined the theatrical image of London at
that time, was compelled during the course of his entire
life to vindicate the benefits of theatrical art. Virtually
all of his theatrical works are devoted to this subject.

He was not distinguished with an athletic physique,
his self-confidence was only a mask, in addition he
was not handsome or well-mannered. His attempts to
be “an actor of explosive temperament” resounded
against the weakness of his voice. Nonetheless,
whenever he stood up on stage, each time he changed
completely and beyond recognition, transforming into
the character whose role he played. Henry Irving was
that person, who by the strength of his talent of an actor
was able to overcome all theatrical boundaries and
clichés. Having become an acknowledged performer
of characteristic roles of villains, Irving proves that
he is capable of being an intriguing tragic actor. The
latter exists quite organically both in melodrama and
in tragedy. Being the director of the most successful
theatre in London, with each new stage production he
won over his audience numerous times.

No less remarkable was his friendship with Ellen
Terry, the leading actress of the theatre and the mother
of the well-known producer, scene designer and
reformer of the art of the theatre Edward Gordon Craig.
They resembled two verges of human talent. Terry was

The 19" Century British theatre passed through

endowed from nature with remarkable talents of an
actor. In contrast to this, Irving was compelled all of his
life to struggle with his outer deficiencies. Thus, during
the course of his entire life, the first British actor, who
obtained his rank of nobility, was forced to vindicate
his professional validity. “His artistic life was one
long struggle towards perfection: fault after fault he
conquered, one by one he laid by his mannerisms, line
by line he modelled the beautiful, sensitive face that
he had evolved from his original immobile and rather
ordinary features. To the hour of his death he worked
incessantly, his whole career was a progression and
those who witnessed his last performance probably
saw him at his best” [5, p. 151-152].

From the age of fifteen the future actor attended
classes of recitation, dance and a school for fencing.
During that time he made the acquaintance of William
Hoskins, an actor from the troupe of Samuel Phelps,
from whom he took lessons of acting technique. In
1856 at the age of 18 John Henry Brodribb takes on the
pseudonym of Henry Irving (in honor of Washington
Irving, who wrote the “Sketch-Book,” the actor’s
favorite literary work) and sets off to Sunderland with
a recommendation letter to start his acting career.
After Sunderland for two and a half years he worked
in Edinburgh at the Theatre Royal and the Queen’s
Theatre. He joined the Edinburgh theatrical group on
January 9, 1857 and left it on September 13, 1859.
Here he played 428 roles in 327 plays. He played
roles of silent characters and reasoners, as well as the
main characters of light comedies, burlesques and
farces. During this period he performed numerous
roles in Shakespeare’s plays: those of Florizel in
“A Winter’s Tale,” Cassio in “Othello,” the Earl
of Surrey in “Henry VIIL,” four different roles in
“Macbeth,” the most important of which was that of
Macduff, as well as Paris and Tybalt in “Romeo and
Juliet.” In “Hamlet” he played practically all the male
roles, except that of the Prince of Denmark himself.
His last role in Edinburgh was that of Claude Melnotte
in Edward Bulwer-Lytton’s “The Lady of Lyons.”
The rising star of the provincial stage was invited to
Princess’ Theatre in London, and Irving went on to
conquer London. In the very first play he acted in he
had only six lines of text in his part, and those too were
at the very beginning of the performance. As a result
Irving was forced to cancel his three-year contract.
Several reading evenings in London were followed by
Dublin, the Theatre Royal in Glasgow and five months
in Greenock. During that period he played small,
insignificant roles, receiving a tiny salary. His acting
career was inexorably sliding back to its initial stage.
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The next stage was work at the Theatre Royal in
Manchester. There he engaged in wearisome toil work.
Irving gradually overcame his natural infirmities. His
weak tenor voice with its dry timbre was developed by
him until it reached low, velvety, noble bass notes. He
developed the plasticity of his body. During this entire
period only one single role was played by him with
great success. It was the role of the villain Hardress
Cregan from “The Colleen Bawn” by Dion Boucicault.

During the time of the young actor’s work in
Manchester, the 300" anniversary of Shakespeare was
celebrated by a series of “Shakespeare readings” and
“live pictures.” Irving imagined John Philip Campbell
in the role of Hamlet. It was at that particular moment
Irving seemed to have physically perceived his power
as a tragic actor. But he did not wish to imitate the
stars of the past, since he felt the tragedy of the main
protagonist in his own way.

In October 1864 Irving was discharged for his
expressed obstinacy of behavior, and his wanderings
resumed: Edinburgh, Bury, Oxford, Birmingham,
Liverpool, Douglas. When Henry Irving left Manchester,
he was 27 years old, and he had been working on the
professional stage already for about 9 years.

At that time Dion Boucicault was looking for an
actor who would play the villain in his new play “The
Two Lives of Mary Leigh,” which was later renamed
into “Hunted Down.” Not having found an appropriate
choice, the playwright suddenly remembered the actor
who played Cregan and invited him to play the role
of the villain. On July 30, 1866 the world premiere of
“Hunted Down” took place in Manchester. Irving began
playing all the chief roles in the melodramas. In the
summers he went on tours to Paris, Dublin and Bristol.
But then American actor John Clark joined the troupe,
and from that time Irving was given only small-scale
comedy roles. As a result, he departed from the theatre.

Anew Queen’s Theatre opened up in London, the star
of which was Irving’s long-time friend from Edinburgh,
the remarkable comic actor John Lawrence Toole. He
helped provide the unemployed actor work in the theatre
for the smallest salary. On the opening day three plays
were shown. Irving played in David Garrick’s old-time
farce “Catharine and Petruchio.” Here he met for the first
time beginning actress Ellen Terry, with whom he later
worked in partnership at the Lyceum for over twenty
years. He stayed at the Queen’s Theatre for a little over
a year, having become the recognized performer of the
roles of high-society villains. He played the role of the
loafer and scoundrel in the play “More Precious than
Life” and the cold-blooded villain in “The Lancashire
Lass” by Henry James Byron, and the bandit Bill Sikes

from Charles Dickens’ novel “Oliver Twist.” The actor
tried desperately to overcome his position, choosing
the roles of positive heroes for his benefit performance,
but was forced to play the role of the bankrupt gambler
who marries for the sake of money in Le Thiers’s play
“Everything for Money.” After the role played by him in
James Albery’s play “Two Roses,” with which on June 4,
1869 the “Vaudeville” Theatre was opened, Henry
Irving was pronounced to be one of the best character
actors of London.

However, Henry Irving was attracted most of
all to the roles of protagonist which contained in
themselves a tragic duality. And what is even more
remarkable — the specific techniques of Irving’s
theatrical performance underwent transformation of
genre, and melodrama acquired features of tragedy.
Two landmark roles in the actor’s biography were
the roles of Matthias from Leopold Lewis’ play “The
Bells” and Hamlet from William Shakespeare’s play.
Two polarly different characters, two genres distant
from each other, connected in the artistry of one actor.
The problem of genre in Irving’s work will become the
main conflict of his life.

The role of the Alsace burgomaster was played
by Tallien and his successors, B. C. Coquelin senior
and M. Goth. The French actors saw in burgomaster
Matthias an average Alsatian, who killed a boarder
of his hotel, a Polish Jew, solely for the sake of pure
financial gain, and the fears were founded merely on
the inevitable downfall of the image of the successful
and respected bourgeois. His death, in correspondence
with the author’s original text, was the consequence
of hallucinations caused by excessively drunk white
wine. From this point of view, Matthias became a
character from Balzac’s “La Comedie Humaine” and
could be played in the corresponding manner.

Irving approached this character from a different
position. For him this was a suffering person, who
nonetheless was able to adapt to visions aroused by
his imagination. Persecuted by pangs of conscience
day after day, he lived in expectation of retribution.
His revealed fears were supposed to impress the
audience. When committing the murder, Irving’s hero
seemed to act in an automatic fashion, as if driven by
an insuperable force. This event altered Mathias’ fate
to such a degree that he became rich and after a certain
while acquired the position of burgomaster. But each
second of his life he remembered what he had done.
At the end the main character seemed to begin existing
in two parallel worlds, one which was real, and the
other — created by his imagination, where the bells on
the neck of the horse of the boarder killed by him rang
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incessantly. More and more often his imagination had
the upper hand over reality. In his visions Matthias
received the impression that he was judged and
condemned to death. At that moment the illusory
world overpowered the main character, and he died.

In the cold evening of November 25, 1871 “The
Bells” were staged in no less cold circumstances. The
play was placed in the middle, between two other plays.
George Belmore, who opened the performance with a
farce, and who also appeared in “The pickwick Papers”
in the role of Sam Weller, where Irving performed the
role of Jinge, was supposed to be the star that evening.

Edward Gordon Craig in his book about Henry
Irving writes that he saw over thirty performances of
“The Bells.” Of course, he was not able to attend the
premiere performance, because at that moment he was
not yet born. But the descriptions of later performances
from 1898-1900 provided rather precise perceptions
of what took place on stage.

Not only had Craig attended the performances as
an audience member, but he was also present at the
rehearsals in the theatre, observing the dramatic process
from within. For this reason he accentuated his attention
on describing not as much the outward parameters of
the performances as the emotional experience of the
main protagonist, expressed for the most part by the
actor’s plastic and mimetic motions. And indeed,
notwithstanding the fact that the performances were
products of the Victorian Age with its “archeological
naturalism” and ardent attitude towards the outward
appearance of the smallest details of staging, the actor
took the leading position in it. It was as if the character
came to life against an ideal picturesque background
and began to act, not surpassing the boundaries of the
alternating pictures. However, subsequently, when
Henry Irving became the director of the Lyceum
Theatre, he would always perform in the leading roles.
But during that entire evening he was not the star either
in the first or in the last production. “The Bells” — this
was the play that was entirely his creation.

Edward Gordon Craig writes that during all the
performances Irving’s appearance on stage was met
with standing ovation. In contemporary psychological
theatre such a reaction on the part of the audience may
appear to be inappropriate. But during Irving’s time
the actors’ entrances on stage were among of the most
important constituents of their profession. Moreover,
Craig defines most precisely, what the essence of the
performance of “The Bells” was — “no more than a
series of variations on a single theme, —namely, Irving”
[1, p. 109]. Irving’s entire role was a tragic dance. On
pictures and etchings depicting Henry Irving in the

role of burgomaster Matthias, he is always presented
in the dynamics of the movement of his whole body.
His eyes and pose remind us once again of the nature
of his chief talent of an actor — his characterizations.
He transformed his natural infirmities into the special
traits of his individuality. Not having perceived a state
of harmony within himself (since the talented actor and
theatrical producer were contained in an infirm body),
Henry Irving desperately sought for it without. And by
creating the images of his protagonists, by disclosing
their essence, he obtained this harmony in his existence
on stage. The most successful roles of Irving carried
in themselves the features of the protagonist suffering
from his inner duality, from the discrepancy between
the inner and the outer, from the lack of harmony
between himself and the surrounding world. The
character of Matthias became a breakthrough of his
hitherto hidden spiritual and physical forces.

The “Times” newspaper gave the best description
by the effect produced by this play on the audiences:
“Mr. H. Irving has thrown the whole force of his
mind into the character, and works out bit by bit, the
concluding hours of a life passed in a constant effort to
preserve a cheerful exterior, with a conscience tortured
‘til it has become a monomania. He is at once in two
worlds between which there is no link — an outer
world which is ever smiling, an inner world which
is a purgatory. The struggles of the miserable culprit
fighting against hope are depicted by Mr. Irving with a
degree of energy which seems to hold the audience in
suspence” [3, p. 88].

The ensuing silence in the theatre hall was caused
by the horror and the absolute credibility of the events
that took place on stage, and suddenly, as an outshot
there were standing ovations and a squall of approving
response. As the curtain fell, Irving knew that all of
London was at his feet.

Prior to that, the “Times” wrote about Irving
merely as a good character actor and performer of roles
of high-society villains. In this instance they branded
the premiere of “The Bells” as the birth of a new tragic
actor. In substance, the play itself did not contain in itself
either any tragic moods or such a deep disclosure of the
main character’s inner world. Henry Irving created his
own work of art by means of this play. The dual world
of the main protagonist was one of the main premises
of classical tragedies. The substantial conflict occurs
between the character’s inner spiritual world and his
place in the real world. Henry Irving went a step beyond
the literary material and the labels attached to him of the
“high-society villain” and the “good character actor.”
He did not cease being a wonderful character actor,
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but such distinctness of character acquired features of
veritable tragic qualities.

“The Bells” presents one such example of how the
34-year-old actor, already past the prime of his youth,
became acknowledged by everybody and for the rest
of his life. One single evening, one step on stage, and
result was a lifetime of popularity, lasting from 1871 to
1905, the year of his death. If the actor’s lengthy path
towards this first victory is to be remembered, then his
proclivity towards characters tinted by more than one
hue becomes understandable. Being confident in and
having sensed within himself the strength of a tragic
actor, Henry Irving did not yield to the temptation of
being recognized as a good performer of characteristic
roles of “high-class villains.” His individuality consisted
in this combination of characteristic and tragic features.

When in 1874 Irving announced for the first time
his intentions of playing the role of Hamlet, everybody
understood that he claimed a part of the great glory
of old days, along with Garrick, Campbell, Kean,
Macready and Phelps. But Irving turned out to be the
most successful of the five actors who played this role
during the following three seasons.

It is difficult to estimate the influence exerted
on Irving by other Hamlets. Similarly to many other
actors of the Victorian Age, he was well instructed
in the numerous traditions of performance of this
role. Irving played with Booth and Fechter, taking
the role of Laertes, when their tours brought them to
the provincial theatres in Manchester in 1861 and in
Birmingham in 1865. Undoubtedly, he was familiar
with their rendition of the image of Hamlet; some
elements were appropriated by him from Phelps,
whom he watched in a theatrical performance for the
first time at the age of 12. The first Hamlet remained in
the actor’s memory forever.

Performances of “Hamlet” towards that time
became rather standard occurrences. Even in the
premiere evening the public was well instructed in the
techniques of playacting and standards of production.
Edmund Keane paved the way for the tradition of
star actors. The latter were not as much concerned
with the theatrical performance in general, building
it in such a way as to provide the main protagonist
with the opportunity of demonstrating the power
of tragic experience. During each performance the
actor made use of all the wealth of the colors of his
or her theatrical palette, sometimes even somewhat
congesting the performance of mimicry, gesticulation,
impressive poses, movements and modulations of
voice. The means of expression were not always in
accord with the psychological truth of character. There

were moments when the actor created a sensation
with a stroke of genius, with a bright gesture, which
conveyed the meaning of the scene, speech or gesture.
The traditional type of production of “Hamlet” was
so familiar to everybody that the minutest changes
or insertion of anything new generated a sensation.
Innovation for its own sake more often than not had
a discouraging effect, but when a novel idea appealed
to the audience, it was tantamount to genius. Thus,
the actor MacReady was celebrated for his rendition
of Hamlet’s madness with a swift and characteristic
stride along the edge of the stage; swinging his
handkerchief, as if in idle indifference to everything,
though morbidly concealing his feeling of the
approaching triumph. Only one change in “Hamlet”
was important — it was the star-actor, who frequently
shortened his textual role in order to demonstrate an
assortment of newly discovered effects.

Irving changed this kind of course of events.
In both of his productions he was restricted in means,
since in 1874 he had not yet become the full-fledged
owner of the Lyceum Theatre. Even by 1878 he had not
gathered the complete ensemble which supported him
in his later performances. Nonetheless, he was able to
present the most realistic version of “Hamlet” for that
age. He tried to determine and convey the meaning of
each word, and not merely to declaim beautiful verses.
Prince Hamlet was no longer draped in beautiful clothes
appropriate for the palace. He wore a simple costume of
black silk, a short camisole and a heavy golden chain on
his chest, and had his face disclosed to the public. All of
the monologues of the man protagonist were poignant
and perturbate reflections. The audience saw the pale,
weary face with eyes filled with pain. Due to the natural
infirmities the voice of Hamlet at times broke off into
unpleasant raucous notes, whereas his gait became
unsteady and nervously twitched. But all of this merely
gave the protagonist his own inimitable individuality.
Hamlet performed by Irving was an integral, complex
and mystical figure, but at the same time an intimate
and vivacious person. He ceased from being simply the
“tragic prince of Denmark.”

In reality, Irving’s hero was so free from typical
theatrical clichés, so truthful and remote from the
standards that the premiere in 1874 placed the
audience into an impasse, and the wary silence in the
hall continued up all through the third act.

Irving frequently reiterated that the true aim of art
was beauty, whereas truth is the indispensable part of
beauty. His Hamlet was, first of all, a living person, with
his hysterical outbursts, melancholy, madness and with
his sense of duty towards the family’s downtrodden
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honor. He was not ideal, — just as no person is ideal. The
“Hamlet fever” began on October 31, 1874, and during
that season the play was staged over 200 times.

After his triumph in the role of Hamlet, Henry
Irving continued to produce William Shakespeare’s
tragedies: “Macbeth,” “Othello,” “King Lear” and
“Richard II1.” And each production differed cardinally
from traditional renditions for that time. And even
though the audience was not immediately receptive
of such decisions, nevertheless, the Lyceum Theatre
hall was always full. The conclusion can be arrived at
that Irving achieved his aim. But besides the author’s
wish that came true, there existed something else,
which was independent and immutable — it was natural
talent. In pursuit of the fame of the tragic actor, did he
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«CTapbii 3aMOK» Mycoprckoro
B KOHTEKCTE aHAaAOTMM U NapaAAeAer

IIpu paccmorpernn mbeckl Mycoprckoro «Crapeiii 3aMok» w3 ImKia «KapTHHKH ¢ BBICTaBKH» B CTaThe
MIPOBOJATCA MapajeId ¢ Pa3sHOOOPA3HBIMHU SIBICHUSMH MHPOBOTO (B OCHOBHOM MY3BIKaJIBHOIO) HCKyccTBa. Ilo
JIOTMKE WHTEPTEKCTYaJbHBIX IIOXOM0B OHU PACHIMPSIOT 00BEM COICPIKATENbHBIX XapaKTEPUCTHK U IPOSCHSIOT
CTHIIEBBIE OCHOBBI. VICKOHHO HallMOHaNIbHas Mpupoa nukia «KapruHok» Hanbosee oueBHIHBIM 00pa3oM 3anedaTiacHa
B KpallHUX pa3zienax BBUIY CBS3EU C PyCCKOM NECHEH, 3HAMEHHBIM PacleBOM M POTOBBIM COUYMHEHMEM Havana XIX
Beka. [ryOuHHas *xKe ues — BOIDIOICHHE, TOBOPS ci1oBaMH Jl0CTOEBCKOTO, BCEMUPHON OT3BIBUMBOCTH PYCCKOH ITyTITH
— SIPKO MPOSABJIEHA W B KapTUHAX M3 JKU3HM JPYTHX HApOJOB U KynbsTyp. Cpeau MpPOBOAMMBIX aHAJIOTHUH C TbECOn
«Crapslif 3aMOK» OIHU MOTYT Ka3aTbCs OYCBUIHBIMU, APYTHUE — HEOXKUAAHHBIMU. JTO ’KaHDP CUIMIMAHBI, 3HAKOMBII
pycckum kommnozutopam ¢ X VIII Beka, BarHEpOBCKHIT TPHUCTaH-000POT, «JIeNeIomas Tyury T'yMaHHOCTEY (bennHckuit),
JIoHecEHHas W3 TIIyOOKOM OPEBHOCTH TeMa Hepa3melEHHOW TroOBH, OfHA M3 HOBEJT AKyTaraBbl, TpyOamypHO-
MEHCTEP3NHIEPOBCKUE TPAAUIMK COYCTAHHUSI CKBO3HOW KOMITO3HMIMM M CHUCTEMBI NOBTOPOB, MPUHLUI CBEICHUS
K TOXIecTBY, 3HakoMbIi 1o [llyGepty, Bar-popme, Myramam, KiosiM U IPYTHM BOCTOYHBIM KOMITO3UIMSAM. Bcé 3T0,
KOHEYHO, €7Ba U OyAeT KOMIUIEKCHO BCIUIBIBATH NPH HETOCPEICTBEHHOM BOCIIPHATHH MY3bIKH Mycoprckoro. Ho
HE TOBOPHT JIM caMa BO3MOXKHOCTh TIPOBE/ICHHS CTONb PA3HBIX aHAJIOTHH O PEIKOCTHOM IIMPOTE €ro MpeaCcTaBICHUN
0 MHpE U 00 HCKYCCTBE, O Y€M MOXKHO CYIUTh, KOHEUHO, 110 TMCbMaM U BOCIIOMHHAHHUSAM, HO B TIEPBYIO OYEpEb — I10
PE3yIBTaTUBHOCTH XYJO)KHHUECKHX OIBITOB, OCYIIECTBISBIINXCS, BUAUMO, CIIOHTAHHO-UHTYUTHBHO. 1 He TanTcs nn
3[1eCh OAMH M3 MCTOYHUKOB MHTEPTEKCTYaIbHBIX, MTOMTUCTHINCTHUECKIX M KOJIAXHBIX MOOYKICHUH KOMIIO3UTOPOB
MOCJENYIOIINX TOKOJIEHUH.

KiroueBsie cnoBa: Mycoprekuid, «CTapblil 3aMOK», XyJI0KECTBEHHBIE U CTHIIEBEIE MTapaliey, UHTEPTEKCTyalbHbIC
MOAXOABI.

EVGENY B. TREMBOVELSKY

Voronezh State Institute of Arts, Voronezh, Russia
ORCID: 0000-0002-3194-6398, tremb-mus@mail.ru

“The Old Castle” by Mussorgsky
in the Context of Analogies and Parallels

In examining Mussorgsky’s piece “The Old Castle” from the suite “Pictures at an Exhibition”, the article
draws parallels with various phenomena of world art (mainly, the art of music). Following the logic of intertextual
approaches, they expand the scale of the content-related characteristics and elucidate the stylistic foundations. The
genuinely national nature of the cycle of “Pictures at an Exhibition” is most evidently embodied in the outer sections
of the piece in view of the links with Russian folk songs, Znamenny chant and horn-call compositions from the
early 19" century. Its inherent idea — the embodiment, in Dostoevsky’s words, of the universal responsiveness of the
Russian soul — is clearly manifested in the depictions from the life of other peoples and cultures. Among the realized
analogies with the piece “The Old Castle”, some may seem obvious, others — unexpected. There is the Sicilienne
genre, familiar to Russian composers from the 18" century, Wagner’s Tristan chord progression, the “cherishing
soul of humanity” (according to Vissarion Belinsky), the theme of unrequited love, recalled from remotely ancient
times, one of the novels of Akutagawa, the traditions of the troubadours and Meistersingers of combining through
composition and a system of repeats, the principle of converging to sameness, familiar from Schubert’s work,
the bar form, the Mugham, the Kily and other Asian musical styles. All of this, of course, is unlikely to arise in a
complex manner in the direct perception of Mussorgsky’s music. But does not the possibility itself of providing
so many analogies testify of the rare breadth of his ideas about the world and art? All of this may be evaluated,
obviously, from his letters and memoirs, but mainly in the effectiveness of the artistic endeavours, which were
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apparently carried out spontaneously and intuitively. And is not one of the sources of intertextual, polystylistic and
collage-technique inspirations of composers of subsequent generations hidden here?

Keywords: Mussorgsky, “The Old Castle,” parallels in art, Richard Wagner, Franz Schubert, Mugham.

apajuIeNi, CBSI3M, AHAJOTHH MEXIy KOH-

KPETHBIM TPOU3BEACHNUEM H JIPYTHMHU Xy-

JIOKECTBEHHBIMH SIBJICHUAMU MOTYT HMETh
pasHbIe MPeanoCchUIKH. HeKoTopsie 13 HUX MPOTHO-
3UPYIOTCA KOMIIO3UTOPOM 3apaHee WM BO3HUKAIOT
B XOJIe¢ COYMHEHHUS KaKk Obl CaMONPOM3BOJIBHO, TO-
Oy’k1asi K IpUBJICYCHHUSIM U 3aMMCTBOBaHUAM. J{py-
THe IPUBHOCATCS CO BPEMEHEM YXKe HE3aBUCHUMO OT
HaMEpEeHUIl XyJ0KHHUKa WHTEPIIPEeTaTOpaMu — CIIy-
MIATEJISIMH, HWCIIOJHUTEISIMH, HCCIIeI0BaTeNIAMHU .
Ho, Tak unm nHaue, B COOTBETCTBUU C JJOTUKOM MH-
TEPTEKCTyaIbHBIX IOAXO0A0B BCE OHH, KaK IIPABUJIO,
00BETUHSIOT TUIIOJIOTHYECKH POACTBEHHBIE IO Ka-
KAM-TTH00 MapaMeTpaM XyI0KeCTBEHHbBIE 00bEKTHI.

IIpeanpuHATOE B TaHHOM CTaThe paCCMOTPEHUE
nbecbl Mycoprckoro «Crapblii 3aMOk» U3 Qopre-
MUaHHOTO IHKIa «KapTHHKM ¢ BBICTaBKID HaIpaB-
JICHO K JOCTHKEHHIO TIaBHOM LIETH — BBISIBUTH XOTS
OBl HEKOTOpBIE U3 BO3MOXKHBIX C HEW U €€ dJleMeHTa-
MU yHO100JIEHHI, CIIOCOOHBIX YBEIHYHUTh U YILIOT-
HUTH 00BEM TEXHOJOTHUECKHUX U COAEPIKATeNbHBIX
HPEICTABICHUN U XapaKTePUCTUK’. YCTaHOBJICHHE
K€ peaNbHBIX JHO0 JakKe CIyYalHBIX aHAIOTHH U
CBsi3el KOHKPETHOTO OITyca C IPYTMMH SIBICHUSMHU
KyJBTYpBI PA3HBIX 30X MOXKET MPHOIM3HUTH K TO-
CTHIKCHHUIO OOIIMX MPUHIUIIOB MBIIUICHUS XyT0XK-
HUKA U YSICHUTH MPHUPOLIY €r0 CTHIIEBBIX HCTOKOB U
MEPCIIEKTUBHOCTH OTKPBITHH.

Ho BHauane HECKOIBKO COOOpaKeHUH 000 BCEM
nuKie. B cuily moucTHHE BCENEHCKON TeMaTHKH,
00beTMHUBIIEH HAIlMOHAJBHBIE KYIBTYPHI, JKaHPbI
u 3110xH, «KapTHHKM» 0Ka3anuch TeM COYMHEHUEM,
OT KOTOPOTO CTHJIEBBIE TOKH MPOTSHYJIUCH Jaie-
KO BIIepén W ew€ fanbllie — Ha3aA. B atom «Boe-
pén-Hazamy 3amedaTiienock € 0CO0O0W SPKOCTHIO
JUIO XyAOKHWKA-TMTaHTa, OOHSBIIETO ThHICSYENe-
tus. [Ipexyragars mo efBa mpopacTaromuM 3€pHaM
B TIpenenaXx CBOCH AMOXHM Ope3KyIne TEHICHIIHH
OyIyIIero 1 CBA3aTh UX C HUTSMH JaBHO YIIEIIINX
BpeMEH — 3Ta OTBETCTBEHHEHINas 3ajada pelieHa
UM C UCKITIOYMTENBbHOHN yOeAUTEIHHOCTHIO.

B mpomnecce pabotsl Hax «KapTuHKamMu ¢ BBI-
ctaBkm» Mycoprekuii mucan CracoBy: «Mos ¢u-
3MOHOMHS B MHTEpMenax BUAHa». OTHOCUTEIHHO
TaKOTO MPU3HAHUS JTFOOOTIBITHO OOHAPYKHUTH POJI-

cTBO BerynurensHol «lIporynku» ¢ necueit «bua-
TOCJIOBU, MaTH, BECHY 3aKJIHMKATH», OIYyOJIHKO-
BaHHOM 3a JiBa rona A0 3aBepueHus «KapTuHok»
B cOoprmke A. PyOma. YuuTeiBas, TOMHUMO 3TOTO,
YyTh JH HE «JIOCIOBHOE» (C COXPAaHEHHEM TOHAJb-
HOCTH) BOCTIPOM3BE/IEHNE TEMBI POTOBBIX BapHa-
uuit Hayana XIX Beka «SpocnaB-ropon» B 3aKito-
yuTenbHbIX «borareipckux Boporax (B ctompHOM
ropojie Bo Kuee)»?, a Takxke mojaMedeHHbIH eré
B. KapaTbIruHbIM HCTOK MOCEAYIOIIETO «X0paia
B 3HaMEHHOM pacrese «Enunel Bo Xpucra KpecTu-
TecsD, MOXKHO CHENaTh o0IIee 3aKII0YeHNe: UK
OXBAYEH BEJIIMYECTBEHHOM apKOi, COMKHYBILEH
TPHU UIIOCTACH OTE€YECTBEHHOM KyJIBTYPHI — HAPOJI-
HYIO, CIIaBHJIbHO-OOTAThIPCKYI0O U MOJUTBEHHYIO.
B npendunansHoii «M30ymike Ha KypbHX HOXKKaX
(baba-fra)» Kk HUM TPHCOBOKYIUIEH €mIEé U MHUpP
PYCCKOM CKa3KHu.

[Ipupona oOpamisonMX pas3aesioB HaBOIUT U
Ha MIMPOKO 000O0Iaronuii BEIBOX 00 MCKOHHO Ha-
LMOHATIFHOM JyXe Bcero Iukia. Hu pasHosA3bId-
HbIC Ha3BaHMs OOJBIIMHCTBA IbEC, HH COOTBET-
CTBYIOIINE UM «CIO)KETHD» HE TOIHKO HE CHIDKAIOT,
a, HalPOTHB, YCHJIWBAIOT 3HAYEHHE TAKOTO BBHIBO-
na. BHemHe 3TO momepKUBaeTcs MHOTOKPATHBIM
BKJIIOYCHHUEM «aBTomepcoHaxa» («Promenadoy).
Ho emé€ BaxHee, yTO My3bIKaJIbHOE BOCCO3JIaHUE
CIIeH-KapTHH W3 JKM3HU Pa3HBIX HApOAOB U chep
KYJIBTYpBI TI03BOJIIET PACKPHITH IIYOMHHYIO WICH-
HYIO TIOIOCHOBY II€JIOT0, COOTBETCTBYIOIIYIO CJIO-
BaM J[0CTOEBCKOTO O «BCEMHPHOW OT3BIBUNBOCTID)
pycckoit aymmu. CKas3pIBae€TCsS 3TO B CIOCOOHOCTH
aBTOpa CO3/IaTh TO, YTO HMEET HIIK O0pETAET CO Bpe-
MEHEM MHOXXECTBO CBSI3€H C CaMbIMH Pa3HBIMHU H,
Ka3aJ10Ch ObI, TPYIHO YIIOMOOIIEMBIMU O0ObEKTaMHU.
Nnmoctpanueit 31ech CIOCOOHBI CITYKUTH pa3HbIe
HoMepa. Beibop ke moka nMeHHO «CTaporo 3aMKa
(«I1 vecchio Castello») B kakoi-TO Mepe mpeaornpe-
NeNE€H Ha3BaHHMEM, KOTOPOE MOIJIO IOJATOIKHYTh
KOMITO3UTOPA K TEM WJIM WHBIM CTHJIEBBIM BOCKpE-
HICHHUSAM.

N3BecTHO, YTO B ABYX 3apHCOBKAX CPEIHEBEKO-
BbIX 3aMKOB B. I'aptmana, nocnyxuBmux aias My-
COPI'CKOTO MPOTOTHUIIOM, HE ObLIO TpyOaaypa, KOTo-
PpBIi, Kak 00 ’TOM TOBOPHUT CTAaCOBCKas Mporpamma,
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MOET CBOIO MEYAIbHYIO IIECHIO MOl CTEHaMH 3aMKa.
Bgenenne nepcoHaxka ocymecTBICHO, TAKUM 00pa-
30M, CAMHM KOMIIO3UTOpOM. B Iibece HeHaBsI34HBO,
C/ICP)KaHHO M ATHYECKH CTPOTO BHIPAKEHO YyBCTBO
HEW30LIBHOM TI00BH, 3alI€UaTiIeBAIOIIEe COCTOSHIE
e€ reposi. OHa OTHOCHUTCSI, COOTBETCTBEHHO, K TOH
rpyIe COYMHEHUH, KOTOphle OOBEIMHEHBI IMOHS-
THEM «mopTpeT-amMonms» (onpenenenue JI. Kazan-
1IeBOM, HEOE30CHOBATEIHHO CUUTAIOIICH, YTO Yepe3
nepeaady 3MOIMH OPTaHUYHEE BCETO OCYIIECTBIIA-
€TCsI BOCCO3aHue TUIHOCTH [6, ¢. 19-24]).

OO6pa3 dyenoBeKa, BBI3BIBAIOIIETO COYYBCTBHUE
U COCTpaJaHue, SIBISIETCS COAEPIKATEIbHBIM II€H-
TpoM OOIbIIeH dYacTH HOMEpPOoB AnnOoma. limy-
O0KO TYMaHHUCTHYECKHH madoc Oompeaenser TO
CYUIHOCTHO€, 4YTO KOHIICTIIUOHHO CBSI3bIBACT
MbeChl €ro HadaipbHOTO Tpuntuxa («Gnomusy,
«Ilvecchio Castelloy, «Tuilleries») Mexry cob0it 1
¢ nocaenyrouumu pasaenamu («Bydloy, «Samuel
Goldenberg und Schmuyle», «Catakombaey,
«C MEpTBRIMH Ha MEPTBOM $I3BIKE», MOJTUTBEHHOMN
TeMol U3 «borareIpCKuX BOPOT»). 3/1€Ch, HECO-
MHEHHO, CKa3blBae€TCsS CBOWCTBEHHAss BPEMCHH,
ropops cinosamu B. bennnckoro o @. JlocToes-
CKOM, «JIeJIeIoIasi IyIry TyMaHHOCThy». [Incarens
¥ caM Ipu3HaBajcs: «...M300paxaro Bce TITyOMHBI
IyImw genaoBedeckoiy (mut. mo: [11, c. 68]). Ja u
Mycoprckuit uepes roj nocie co3nanus «Kapru-
HOK» B mucbMe K A. IonenmmeBy-KyTy3oBy nu-
can: «Kakoit oOmmpHbIi, 60raThiii MUP UCKYCCTBO,
eciu 1enbio B3AT uenoBek» [10, c. 198]. Xymoxe-
CTBEHHOE BOCCO3/[aHHE YeJIOBEKa MPU CONPHYACT-
HOM W COYYBCTBEHHOM OTHOLICHHH K HEMY — 3TO
W eCTb MaKpoHJes, MPOHU3BIBAIONIAS BECh IIUKIL.
[TycTb 1 He BceT/ia K TOMY OBUIN IICUXOJIOTHYECKHE
U CIOKETHBIE MPEANOCHIIKH B rapTMaHOBCKHX 3a-
pHCOBKax.

[TopTperHsiii THII 06pa3a He O3HAYAET €T0 CTa-
TUYHOCTH M Hepa3BruBaeMocTH. [ my0oko 3aTaéHHas
SMOIMST ITOCTEIEHHO BBISBISIETCS BCE ¢ OOJBIIEH
MIOJTHOTOM, a B KYJIbMUHAIIIOHHOM pa3Jiejie MpOphI-
BaeTcsd HapyxXy. DTO MOAYEPKHYTO BKIIOUCHHEM,
CKOpee BCErO OCO3HAHHBIM, XapaKTepHOTO «TpH-
CTaHOBCKOTO JICUT-000poTay. COOTHECEHHE C MMe-
IOIIell CUMBOJIMYECKOE 3HAYCHUE «UMEHHOI» rap-
MOHUEH HE CIIydaiHO U He MeTadOpUIHO, a BIIOTHE
KOHKPETHO M Ocsi3aeMo. Tem Oojiee 4TO «Mycopr-
ckue akkopaeDy (mpumep Ne 2) cOCTOAT U3 TeX Ke
3BYKOB, 4TO U «BarHepoBckue» (mpumep Ne 1), xors
HMMEIOT JIPYTYI0 TOHAJbHYIO HAaCTPOIKY, HHOE pac-
MOJIOKEHHE U «HETIONHBIN» BHJ (B HUX OTCYTCTBYET
TOH Cu).

[Tpumep Ne 1 P. Barnep. «Tpucran u N3onpaa»

Langsam und schmachtend
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[Ipumep Ne 2 M. Mycoprckuii. «Ctapblil 3aMOK»

Andantino molto cantabile con dolore
Haf, v | ]

=
— ]
oy

N A inAain

allsl
-

[
LYK
LRl

JonomauTenbHBIM (aKTOPOM OOIIIHOCTH CITy-
JKUT TaKKe HCKIIOYMTEIbHO crenuduueckas ue-
TaJlb TOJIOCOBEACHUS, OTpakEHHAS B ipuMepe Ne 3,
— TIapaJIICIIA3M CIIOJI3AI0IINX Ha MOJITOHA BHU3 Ma-
JBIX ceNTUM (0HA U3 HUX B KaXXJ0M 000pOTE HOTH-
pOBaHa KaK yBEIMUCHHAs CEKCTa).

[Tpumep Ne 3 a) Baruep

[ ;\b
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6) Mycoprexwuii
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K crnoBy: TpucraH-akkOpH B TIOJTHOM (9YE€THI-
PEX3BYYHOM) BHE U HAa CBOMX )K€ 3ByKaX MOSBUTCS
B HaYaJIbHOM, MHOTOKPaTHO MIOBTOPEHHOM 000pOTE
nocienyronei mpechl « Trommbppuiickuil cam». ITo
mogmeTtrn emé O. Kyprt, ynoBHBIIMIT BCTpeyHBIE
TOKH MY3BIKQTbHO-CTUJIEBBIX IPOLIECCOB B €BPO-
MEHUCKOM U PYyCCKON MY3BIKE.

3ameTuM Temeph, uTo B «CTapoM 3aMKe» BO-
IUIOIIEHO HE TOJBKO TIIyOOKO JIMYHOE YYBCTBO HE-
pa3nenéHHom 1F00BH, a U HEYTO OOBEKTUBHOE, BEU-
HOe, CBA3aHHOE C OTTEHKOM apxaunku. He mokumaer
OIYIIIEHHE, YTO MMPOHUKHOBEHHO M CTPOTO 3ByYa-
miasi MeJo/nsl JIOHeCEHa U3 IITYOOKOH JPEBHOCTH.
U oHo BHonHE peanbHO, MOCKOIBKY TeMa Hepaszie-
NEHHOHN M00BH — OJTHA M3 CaMbIX PacIpOCTpPaHEH-
HBIX, K IPUMEDPY, B TECEHHOM HCKYCCTBE CpEIHEBE-
KOBOH M peHeccaHcHO# EBporbr®.

Crenuguka obpaza mbechl BO MHOTOM 00Y-
CJIOBJIEHA CTWJIM3AaLMEH, IPOSIBUBLICICS B IIPUBJIE-
YEeHUN HEKUX CTAPUHHBIX SI3BIKOBBIX U YKaHPOBBIX
49epT, co3manmux 3GEGEeKT MPOCTPaHCTBEHHO-BpE-
MEHHOH OTAaNEHHOCTH. 3AECh B MEPBYIO OYEPEIb
HY)KHO OTMETHTh XapaKTEPHYIO MMHTAIHIO YepT
cununuansbl, koropas emé B XVIII Beke mHorma

130



2017,4

The Creative Worlds of Musical Compositions

0

MpPHUBJIEKAIACh PYCCKUMH KOMIIO3UTOpaMu (Ha-
npumep, O. Koznosckum, I. TeruoBemM) s 00-
PUCOBKH POMaHTHYECKUX 00pa3oB CTApHHBI, CBS-
3aHHBIX C TEMOH JTIOOOBHBIX CTPAJaHUN U Pa3IyKu
(B oTOM maHe moka3aTenbHBI necHU [. TemoBa
u3 cobopramka «Mexay aenom Oezmenbe»). Cpenn
oonee no3nuux npumepos — 11 gacTs cumdorUM
I1. YaiikoBckoro «Maugppen», «CepeHana» u3 Oa-
neta U. CrpaBunckoro «llynsunnemnay, rema Paii-
MOH/IBI U3 OJHOMMEHHOTO PHIIAPCKO-POMAHTHYE-
ckoro Oanera A. I'masyHoBa u 3nu30j u3 (puHaza
ero xe CkpunuyHoro xoHrepra. Ho ocobo moka-
3arenpHa TiIasyHoBckas «CepeHama TpyOamypay,
BKJIIOYEHHAsT B crouTy «M3 cpenHux BekoB». Eé
TemMatu3M Onmm30k «CTapoMy 3aMKy», a Ha3BaHHE
MOIONIIO OBI ATOM TbeCe, MOXKATYH, axe OoJbIIe,
yem B3siToe y ['apTmana onpenenenue (Beas B Hel
HET KaKWX-JIM0O 3BYKOBBIX IpPHMET 3amkKa). Yep-
ThI «CTAPHUHHOCTH» ¥ MyCOprcKoro (M MO4TH OHH
e y [lmasyHoBa) — 310 U OypaoHUpyomui 0ac, u
PUTM CUIMIIMAHBI, © HadaJlbHAash KBUHTA (Kak Obl
HACTpOIKa WHCTPYMEHTa), U chopMupoBaHHas U3
€€ 3BYKOB BOCXOZsIIAas KBAapTa ¢ HUCHAJLANOLICH
3aTeM yCTynmaMu Mellofueld. DTH 4epTHl JieXxar Ha
MOBEPXHOCTH. bomee ke omocpenoBaHHBIE CBS-
3M C MY3BIKQJIBHBIM HCKYCCTBOM TPOILIBIX BEKOB
00Hapy>KMBAIOTCI B HEKOTOPBIX OCOOCHHOCTSAX
(dhopMooOpa3oBaHus, BOCCO3JAIONIUX TPyOaxyp-
HO-MEHCTEP3UHICPOBCKUE TPATUIIUHI OPOPMIICHHUSI
MY3bIKQJIFHOTO MaTepHuania, B 4aCTHOCTH, COYeTa-
HHAE CKBO3HOW (OpMBI, pa3BUBAEMOW IO ITHWHHUH
O0OHOBJIEHHS, M IIEION CHCTEMBI TIOBTOPOB, MPOTHU-
BOCTOSIIIAX 3TOMY MPHHIIHITY.

M3BecTHO, 9TO MOMOOHOE codeTaHue (B CpaB-
HUTEIBHO MPOCTOM BHJIC U B WHBIX HPOIOPIIHSIX)
HaOIromaeTcss B HEKOTOPHIX BapHaHTaX CTapHH-
HOM Bar-hopMbl, B KOTOPBIX TpuneB (4Abgesang,
3-4 yacTh) BHa4aje CTPOUTCA Ha HOBOM Marepuaie
WM Ha Pa3BUTHH JBYX MPEIAIICCTBYIOMUX Stollen,
a B KOHIIE MPHUBOAUT K TOH kK€ KOHIIOBKE, UTO yXKE
JIBaXKBI CIIY’KWJIa KOHIIOBKOH B cTOLIaXx. B memnom
NOJTy4aeTcsi HeKoe pudMyloliee 3aBeplIeHre BeexX
Tpéx pasmenoB. Takas (popma OKa3BIBAETCS OHO-
BPEMEHHO U CKBO3HOM, U PEMPU3HOM, C TOU Cyllie-
CTBEHHON OCOOEHHOCTBIO, YTO pempHu3a SBISETCS
B HEW HE CAMOCTOSTEIHHBIM Pa3AeioM, a OpraHude-
CKMM 3TarioM JIOPa3BUTHS U 3aBEPIICHHUS OUePeTHO-
rO TeMaTH3Ma.

bonee cnoxHOE COOTHECEHHME NPHUHIIMIIOB
CKBO3HOTO Pa3BUTHS M IOBTOPHOCTH HAOIIOAAETC,
KaK OTMEYEHO, B KOMIO3uIuu «CTaporo 3amkay.
Ona cocTouT M3 1ecTH cTpod), NOMAPHO TPYIITU-
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PYEMBIX B TPH YaCTH, a TAK)KE BCTYIICHUS U KOJBI
(BcTyruieHHe 3BYyYMT TPH pa3a B Hadasie MEpBOH,
BTOPOH U mATO# cTpod):

¢cm. ABB ecm. AT B TIB T'OB

1-g cpoda 2-sctpoda 3-acipoda 4-1crpoda S-acrpoda 6-1ctpoda

6cm. AEB AEB

Ko0a

IlepBas 9acTs

28 1.

Bropas gacte

18 1.

Tpersst gacTp

41 1. 20 T.

B mepBoil yacTU 3KCIOHMpPYETCS HE MPOCTO
OCHOBHOW T€MAaTu3M, a ¥ OTMEUEHHBIEC TIPUHIIUIIBI
(hopmooOpa3zoBanus Bcei mbeckl. MHOTOOOpa3HO
MPOABHJIACh 37€Ch, B YACTHOCTH, IOBTOPHOCTb.
OTO W TOHMYECKUH OPTaHHBIN MyHKT, U HAJIWIUE
JIBYX BapHaHTHO COOTHOCHUMBIX cTpo(, U coxpaHe-
HUe B 00eux crpodax HavabHOH (A) U KOHEUHOM
(B) dpa3 necHu npu OOHOBJIICHUH CEPEAMHHO-PA3-
BuBaromux 3tanoB (b u I'). OTMeueHHble YepTHI
[I0-CBOEMY HPOSBATCA U B MOCIEAYIONUX YaCTSIX,
TaK)Ke€ COCTOSIIMX W3 [ABYX MEPUOAUYIHOCTEH
(ctpod) W WMEOIIUX B Ka4eCTBE CEPEAMHHOTO
arama HoBhie mponomxkeHus ([ n E). CBoeobpas-
HO, YTO BO BTOPOH 4acTu 00e €€ MepuoguIHOCTH
(cTpodbl) OTKPHIBAIOTCS IBYKPATHO TIOBTOPEHHBIM
XapaKTepHBIM aKKOPAOBBIM obopoToM (T. 29-30;
38-39), mepeHEeCEHHBIM U3 KYIbMHUHAIIMOHHON
TOYKU paszBuBaromiero temarusma (I°) mpemrme-
cTByIOIEeH 9acTh (T. 22—23). DTOT 060pOT CIYKUT
TeNeph He BEPIIMHOW, a HadajJoM IMyTH K Tpe-
JIeThHO Manékod Ha maHHoM dTare rapmonmn (11
HU3KOH K S). B Tako#l «uennseMocTu» TeMaThde-
CKMX 3BEHBEB IIPOSIBISIETCS B3aUMOJECHCTBYIOIINN
C TIOBTOPHOCTHIO MPHUHIHII CKBO3HOTO (IIPOJOI-
KEHHOTO) pa3BUTHA. byayun 3ayioeH, OmsiTh Ke,
B Ha4aJIbHBIX pa3zeiax MbeChl, TOT MPHUHIINII CKa-
3BIBACTCS Jaliee B MOCTYMATeabHO Oe3pernpu3HOi
CTPYKTYpE KaXIO# CTpodbl, a Takke B 00pazoBa-
HUU HOBBIX, BCE Oosiee MPOTSHKEHHBIX U CIIOKHBIX
cepeMHHbIX 3TanoB ux craHosinenus: b, I, [, E.
CymecTBeHHO, YTO BCE OHM — MMEHHO IPOJOII-
KEHUS, HE SBISAIONINECS TEMATUYECKH OTWICHEH-
HBIMH pa3zgenamMu. TakuM oOpa3oM, HECMOTpS Ha
o0unue B COYMHEHHMH TOBTOPEHUN, caMa MBICIb
Xy[I0’)KHUKA HHUTZIE HE TIOBTOPSAETCS, HO MMOCTOSTHHO
npeobpaszyercs.

Urak, ¢opma «3amMka» MHOTOKOMIIOHEHTHA,
ClIoXKHa W m3o0perarenbHa. Ho B Hel HET W3BI-
CKa, KaKux-J1ubo jeTanei, BHECEHHBIX pagul HUX
camux. Bce OHM (QYHKIHMOHAIBLHO W JIpamaryp-
TUYECKH ONpaBIaHHBI, HEOOXOJMMBI U TOYHO
noxoruanel. Crnernuduka xe GopmMbl 000CHOBBI-
BaeTcs CHenu(pUKOW COIep)KaHHs, B TOM YHCIIE
TpyOaaypHO-MEUCTEP3NHTEPOBCKUMH  aCTIEKTaMHU
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3ambicna. [lpeacraBnsercsi HEOECIIONE3HBIM YiKe
npeanpuHsAToe ynomobinenue ¢  Bar-gopmoit
— He ¢ e€ CTPYKTYypOH, a ¢ MPUHIUIaMH OpTraHH-
3aIiH, CKa3bIBAIOLUIMMUCS B pa3BUBAIOLIEM Xa-
paktepe Abgesang W HaIMYUH TTOBTOPSIOMIEHCS
«pumytomeit KOHIIOBKM». B mpece Mycoprckoro
3Ta KOHILIOBKA, TOMHUMO IIECTH CTPO(, 3aBEpIIaeT
TPHU BCTYIUICHHS W HamoMmuHaerca B kome. C He-
KOTOPBIMH OTOBOPKAMH MOXKHO YTBEpPXKIaTb, YTO
KOMITO3HUIHS «3aMKay TPENCTABISIET coO0N yHH-
KallbHBIH 00pasel IByXCTylneH4aroil Bar-Gpopmsl,
B KOTOPOH IMOCJE IByKPaTHOTO M3JIOKEHHUS TEMBI,
MMOA00HOTO TIEPBOM W BTOPOM CTOJIAM, CIEAYIOT
nBa (MOBTOPEHHBIX BHYTpH cels1) pa3aena (BTopas
Y TPEThS YaCTH), KAXKIBII U3 KOTOPBIX BBITIOIHSAET
¢bysakuio Abgesang (mpuaém y Mycoprckoro ecTb
npumMep — necHs «3a0bIThIi» — 1 0oJiee 0OBIYHOTO
npeTBopenus Bar-hopMmsl).

Kak BuaHo, camoii crneuu(uyeckor uepTon
«3amKay SBISIeTCA TMPUBEACHNUE BCEX €T0 PasZesioB
K OZHOM KOHIIOBKE, B UY€M CKa3BhIBAIOTCS, KOHCUHO,
HE TOJIBKO CBsI3H ¢ hopmamu CpeHEBEKOBbBSI U PaH-
Hero Bo3pokneHus. DTOT M3BECTHBIN, B OOIIEM-TO,
npunuun JI. Ma3zeneM onpenenén «IpuBeIeHueM K
enuHCTBY», a O. COKOJIOBBIM — «CBEIEHUEM K TOX-
JIECTBY» WM «1mono0uio». B coorBeTcTBUU € 3THM
MIPUHIIAIIOM «HEU3MEHHBIE Pa3/ebl JOJLKHBI HEIo-
CPEICTBEHHO 3aKJIIOYaTh Ka)/J0€ HOBOE IMOCTpOe-
HUeE, KaKk Obl BBUIMBATHCS M3 HETO M, TAKUM 00pa-
30M, CITy’KUTh MTOCTOSTHHBIM UTOTOM. .. MBICIB, KaK
OBl IBITASICH IPOJIBUHYTHCA B HOBOM HalpaBJICHUH,
HEn30eKHO CBOPAYMBAET HA OJMH M TOT XK€ Mpe-
yYKa3aHHbIA MIyTb. bnarogaps 3ToMy, ¢ IOMOIIBIO
CBEIICHHS K TOXJECCTBY MOXKHO HHade M TIIyOxKe,
4eM B POHJIO, BBIPA3UTh CYIIHOCTD “idée-fixe”» [12,
c. 163].

B ucropun My3bIKM U3BECTHBI CTHIIH, JJIS KO-
TOPBIX OJWHAKOBOE OKOHYAHHWE pA3IWYHBIX IIO-
CTPOEHHI SBIAETCA €CIUM HE HOPMOH, TO YacTo
rcroab3yeMbiM puéMoM. OTHO M3 CaMbIX SPKHUX
CBUJIETENBCTB — TBOpUecTBO Illybepra. Ha xapak-
TEpHbIE I HETO NPUMEPHI, MOAOOHBIE IECHIM
«Dmorep» n «bayxmaronuii oroHéK» U3 «3UMHET0
nyTu», «biarogapHocts pyubto» u3 «lIpekpacHoit
MEJIBHUYUXW», 00paTnia BHuMaHue 1. JlaBpeHTbe-
Ba. OHa 00BsCHIIIA UX CKIIOHHOCTBIO KOMIIO3UTOpA
K HETHIIOBBIM CTPYKTYPaM H, 4TO OCOOCHHO MpUMe-
YareabHO B KOHTEKCTE MPOBOAMMEBIX HAMH ITapai-
nenelt co «CrapeiM 3aMKOM», K CKBOSHOMY Pa3BH-
THIO, PacCeKaeMOMy Ha JTalbl TOXIECTBEHHBIMU
okoHuaHusiMu ctpod [9, ¢. 45-51]. BooOrie cTpo-
¢uaHOCTE (POPMBI MOXKET OBITH OJHOW W3 TpE.-

MOCBUIOK, BEAYIIMX K €CTECTBEHHOMY POXKIEHHUIO
PUPMYIOIINX KOHIIOBOK.

Becbma nanékoil anasorued MOryT mMocCiy-
KHUTh 37€Ch U 00pa3lbl BOCTOYHOH MY3BIKH.
VY azepOalKaHCKUX MYTaMHCTOB M Ka3aXCKHX
KIOWIIW MPUHIMI TPUBEJIEHUS K OJHOM MOTIEBKE
Ka)XJI0H ouepeqHOl BONHBI HapacTaHUS dHEPTUHU
M BOCXOXKJIGHHMSI KaHOHH3WPOBAH /IO TaKOH cTe-
MEHHU, 9TO BeXU (GOPMBI B CO3J]aBAEMbIX UMHU 00-
pasmax MoNy4YuiIu Jake ClelaJbHble Ha3BaHUS:
MOBTOPSIIOMIAsACS KOHI[OBKA MYTaMOB — «asir»,
reHepanbHas KyIbMHHALUS — «Xal»; NepUOIU-
YECKHU BO3BpalIaionieecs HadaJIbHOE TOCTPOCHUE
KIoeB — «0ac OybIH», BBICIIAs 30HA HANPSKEHUS
— «ynkeH cara». [lo KOHTpacTy ¢ KyJIbMHHAaIIH-
OHHBIMH J3TalaMH 3aMBIKAIOUIHE TOCTPOCHUS
pacronararoTci BHHU3Y, UYTO CBHJIETEIbCTBYET
0 CeMaHTH3alM{ JIaJI0BOTO MPOCTPAHCTBA U
0 XapaKTepHOI ONMMO3ULIHNH yCTOA (HU3) U HEYCTOS
(Bepx). K Tomy xe B Mmyramax, a oT9actu (paccpe-
JIOTOYEHHO) M B KIOSX YCTOM yKpersercs myTeM
ero OypAOHHOTO yIepXaHUA W TEePHOANYECKOI
akneHTyannu. KoHedHO, B KOHKPETHO-)KaHPOBOM
acmekTe Myram (MakoM) W KIOMl TPYZHO cOIO-
CTaBUMBI, IIPX TOM 4TO 00a OHU MO-pa3HOMY BO-
MJIOINAIOT APAMaTypryi0 AJAIIUXCS COCTOSHUH.
Uto KkacaeTcs MYraMHOTO HCKYyCCTBa, TO OHO,
B OTJIMYHE OT MPEUMYIIIECTBEHHO AITNYECKOH KaH-
POBOCTH KIOS, IO IPUPOJIE JTUPUUECKOE, COOTHO-
CHMOE HCCIIEOBATeISIMU C Cy(QhH3MOM — CpeaHe-
BEKOBBIM PEIUTHO3HO-PUIOCOPCKUM yUCHHUEM,
HaIlpaBIE€HHBIM K MO3TATHOMY MOCTHXEHHUIO TaK
Ha3bIBAEMOH «00KECTBEHHOM MCTHUHBI», 3aIleyar-
JIeBa€MOU B TOM YHCJIE U B JIIOOOBHOM JTUPHUKE My-
CYJIbMaHCKHX MO3TOB-CY(pHEB°.

DTO MOKaXXeTCsl HEMpaBAONON00HBIM, HO TIOY-
TH BCE CKa3aHHOE, B YaCTHOCTH, O Myramax MOYKHO
[0 aHAJIOTUW TPUCTIOCOONUTh K aHam3y «CTaporo
3aMKa» C €ro pu(pMyIoIIMHICS KOHIIOBKaMH, M03-
TalHBIM YCHJICHHEM OT cTpo(dbl K cTpode 3MOIu-
OHAJIFHO-00Pa3HOTO HANpPSKEHUs, JIOTUKOW MeAu-
TaTUBHO TPOMJIEHHOTO COCTOSHUS, YyACpKaHUEM
OpPTaHHOTO IyHKTAa ¥ TOHAJIBHOW OTIOPHI (C IpUBIIE-
YEHUEM TapMOHHH U3 cTpos S). 31ech CKa3bIBacT-
Csl MOIAJIbHO-MOHOINYECKU-YHUTOHNUKAIBHBIA THI
MY3BIKaJIbHOTO MBIIUIEHNUS W, COOTBETCTBEHHO,
(hopMooOpazoBaHus, KOTOPBIH, BEPOSITHO, U SIBIISI-
eTcsl TeM OOIIMM KOpHEM, YTO NAET BO3MOXKHOCTH
YHOAOOHUTH CTONb AaNEKWEe M peajbHO HE COIpPH-
KacaBmimecs: siBieHus. Hememo, KOHEYHO, WCKATh
MPEANOCHUIKH TPEINPUHATON Mapajuledn B Ka-
KHX-TN0O0 peaibHBIX CBA3AX WHOPOTHBIX KYIBTYP.
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OnHako ¥ OTOPOCHTH aHAJIOTHIO COBCEM OBIIO OBI
HenmpaBWIbHO. MyCOPrcKuil eiBa M 3HajJ Maka-
MaT, HO OH MOT aleJUTMPOBaTh K YKa3aHHBIM BBIIIE
IpeBHUM TpyOamypHO-MeiCTep3NHTepOBCKHM
TPagULHSIM FUIH TOYEPITHYTh CXOMHBIC MPUEMBI
U3 apxanyuecKkux 00pas3loB PYCCKON HApPOIHOH M
npo¢decCHOHANbHON MY3BIKH. A yJIaBIMBaHHEM
CXOJICTB M OOIIMX 3BEHHEB B Pa3HBIX HAIIMOHAIb-
HBIX KyJIbTypax, JI0XaX M HCKyCCTBaX CETOIHS
y>K€ HUKOTO He yAWBHUIIb. [I0TOMYy-TO U OKa3bIBa-
IOTCS YMECTHBIMH MHOTHE, Ja’ke€ BECbMa JalEKue
1 HEOXKMTAaHHBIC YIIOAO0ICHUSI.

[To3BonuMm cebe B 3aKimiodeHHe emé OfHy Ma-
paiensb — ¢ HOBEJUIOH STMOHCKOTO MHCATeNs IePBOU
YeTBEpPTH MPOLUIOTO Beka AkyTaraBbl «Kak Bepmi
bucoity. B Heilt onuchiBaeTcsl 0KUIAHUE MOJIOIBIM
yenoBekoM bucsem cBoeil BO3mMIOONEHHON BO3IE
PeKH MoJ MOCTOM — BHaJalle «IIpHU SIPKOM 3aXOMsi-
IIIEM COJTHIIE», 3aTeM «B HATIOIHSBILIEHCS CyMpPaKoM
TUIIMHE» MIPH «0e3KaI0CTHOM MPUIINBE», KOTOPBIXA
3aNbET €My KOJIEHH, 3aT€M JKHBOT, TPY/b... «A OHa
BCc€ He 1UIa». «B MONHOYB... BOJA U BETEPOK, TH-
XOHBKO MEPeHIENThIBasICh, OEPEKHO TOHECTH TEJI0
bucas uz-nox mocta B Mmope. Ho nyx bucas ycrpe-
MuiIca K cepauny Hebay. I[lo momymmcrudeckomy
SMUJIOTY, CIYCTS BEKa «3TOMY JIyXy... BHOBb ObLIa
JIOBEpEHa YesloBeuecKask KU3Hb. JDTO U €CTh AyX,
KOTOPBIHM )KMBET BO MHE... I ATHEM U HOUBIO 51 )KUBY
B Meurax... CoBceM Tak, kak bucsii B cymepkax
I0J] MOCTOM JKJaJT BO3MIOOIEHHYT0, KOTOpask HUKOT-
J1a He IPUAET».

Yrnonobnenue «Craporo 3amMKa» dTOW MHUHH-
aTIOpe HCXOOUT HE TOJIKO M3 OOLIHOCTH HX TIO-
3THUYECKOTO0 HACTPOEHHs, HO TaKXe M3 CXOJCTBA
CEeMaHTHYEeCKH CYIIHOCTHBIX (hopMooOpasyrommx
MPUHITUIIOB, CPEIX KOTOPBIX TJIABHBIN — MPHUBEIE-
HUE K €IUMHCTBY. B HOBesie AKyTaraBbl Ka)Jblid
u3 mectn BcE Oosiee HaAMpsDKEHHBIX W BCE Oolee

CYMEPEYHBIX JTallOB OKHUIAHHUS MOIBITOKHBAET-
Cs1 OJTHOM W TOH ke (hpa3oil: «A oHA BCE HE IIIIAY.
OTOT neyYanbHbIN cantus firmus B COYCTaHUH C JIPY-
TUMH CPEICTBAMH CO3MaET MMPUMEPHO TOT XKE XyI0-
JKECTBEHHBIH >((PEKT, YTO W KaJTaHCOBBINA pedpen’
«Craporo 3aMKa».

3aBepiasi pacCyKIeHHUs, BIymMaeMcs emé pas
B cioBa Mycoprckoro: «Most GU3HOHOMUS. .. BHJI-
Hay. VHIMBUAYaIbHOCTh KOMIIO3MTOpA MPOSBIIA-
eTCsl KaKIBIH pa3 MO-HOBOMY B €T0 KOJOCCaIbHOM
YMEHHH, KaK OH TOBOPWJI, 3aKJII0YaTh >KU3HEHHBIN
THUIl B IPUCYLIYIO eMy ofHOMY (opMy. A ¢ Apyroit
CTOPOHBI, — B €0 BCETrZa yMECTHOM IPHUBICYECHUU
HEKHX BEYHBIX M BCEOOIINX, a TOTOMY BHEHUCTOPH-
YeCKUX WM, YTO TO K€ CaMOe, BCEHMCTOPHUYECKHIX
3aKOHOB ¥ MPUHIUIOB (HOpMOOOPa30BaHUS, HMEIO-
X TIyOOYalIIyIo IMCHXOJIOTO-COAePKATEIbHYIO
MTOJIOCHOBY.

Kak ciymars Mycoprckoro? MoxHO, KOHEUHO,
Bc€, 0 YEM BCTIOMUHAJIOCH BBIIIIE — HAPOIHAS ITECHS,
pOTOBBIE BapHalny, 3HAMEHHBINA pacnes, JlocToes-
ckmif, Barmep, Tero, YaiikoBckuii, CrpaBuH-
ckuii, [nmasyHos, Bar-dopma, TpyOamypHO-Melic-
Tep3uHrepoBckue Tpagunuu, llybepr, makomar,
KioH, cyQusm, AKyTarasa — He IPUHUMATh BO BHH-
MaHH€ IpU BOCHpUATHUM My3blkH. Ho, ¢ apyroit
CTOPOHBI, HE TAWTCA JIM OAWH W3 HCTOKOB BCSIKOTO
pola MHTEPTEKCTYaJIbHBIX, MOJUCTHINCTUYECKUX,
KOJUT&XHBIX W TPOYUX MOJOOHBIX MOOYKACHUN
KOMITO3UTOPOB TIOCTIEIYIOMINX IOKOJIEHUH B TIO-
TPSICAIONIE PE3YIBTATUBHBIX XYIOKHUYECKUX OIIbI-
Tax MyCOprckoro, oCyImecTBIIEMbIX, CKOpee BCe-
r0, CIIOHTAaHHO-UHTYUTUBHO. 1 HEe TOBOPHUT 11 3TO
0 PEIKOCTHOU IMIMPOTE €ro MPEACTABICHUA O MHPE
1 00 UCKyCCTBE, 0 YEM MOYKHO CYAMTH IO IMHChbMaM
M BOCIIOMHUHAHHUSM, HO €IlI€ B OOJbIICH CTEICHU
(XOTs1 3TO M TpyAHEE) IO €r0 OCHOBHOMY HACJICAHIO
— MY3BIKaJIbHOMY TBOPUYECTBY.

< MPUMEMAHUA (<

! [apaJuiesn pasJIMYHOrO TUIIA TOIYYaroT Beé Goee
IIIPOKOE PACIPOCTPAHEHNE HE TONBKO B OTEYECTBEH-
HOW, HO M B 3apyOexHOH nureparype (Hampumep: [14;
15; 16; 17; 18]).

2 C 9TOM 1IeNBI0 OTYACTH COTIACYETCSI CTPEMIICHHE
Amnnpl Kpuctr Ha Marepuane My3slku Mycoprckoro mo-
CTHYb OCOOEHHOCTH €0 aCCOLMATHBHOTO MBIIIICHNUS.

3 TloapoOHee 06 ATOM CM. B Hallell KHUIE€ O CTHJIE
Mycoprekoro: [13, c. 115-116, 262-263].

4 Hemasto mokasaresibHbIX 06pa3IoB TAKOTO pojia Imo-
MEIIEHO, B YaCTHOCTH, B U3aHus: [2; 8].

5 Hcrons3yeMbie 31eCh CBEICHUSA O MyraMax, KosX,
00 o0mMX W CHermupUIeCKuX MPHUHIHUIAX Pa3THIHBIX
BOCTOYHBIX MY3bIKAJIbHBIX KYJIBTYP COJAEPIKATCS, B 4aCT-
HocTH, B Tpynax T. [xanu-3azme [3], b. Amanosa, A. My-
xambetoBoii [1], U. Eomsta [4].

¢ ITepeBox Haramuu Pensaman: http://lib.ru/
INOFANT/RUNOSKE/bisej.txt.
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7 TepMHH «KaJaHCOBBIH pedpeH» ObUT BBeAEH  BCEro MOSBISACTCS B KajaHcax <...> DTo W HaéT MOBOJ
C. 3apyxoBoii MPUMEHUTEIBHO K KIOSIM: «IIOCTOSIHHBIM ~ HAa3BaTh JaHHBIH AJIEMEHT “‘KaJlaHCOBBIM pedpeHom’»
YCTOMUYMBBIN JTAJJOMHTOHALIMOHHBIHN 3JIEMEHT, K KOTOPO- [5,c. 79].
My HEpUOJUYECKH BO3BpalllaeTcsi BCE pa3BUTHUE, YAl
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My3blKa/\bHa$I TEPMHUHOAOIUMA
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O TpakToOBKe MOHATUSA «AeTCKasi My3blKa»
B POCCUMUCKOM MY3bIKO3HAaHUU

B crarbe paccMaTpuBaroTCsd BONPOCHI TEPMHHOJIOTUH AETCKON MY3bIKHM. AHaIM3HPYIOTCS U CPaBHUBAIOTCA
TPaKTOBKU [TAaHHOTO IOHATHS, INPEUIOKCHHBIE B paboTax y4éHbix XX — Havama XXI BekoB. B wmcropuueckoit
TIEPCIIEKTHBE HAOIIONAIOTCS ONpeNeIEHHbIE N3MCHEHHS B MOAXOJAaX K OCMBICICHHIO TOHATHS «IETCKas MY3BIKay.
Jlnst aBTOpOB BTOPOH MOJIOBHHEI X X BeKa BAKHEHIINMH B aTpHOYTHPOBAaHWH MY3bIKaJIbHBIX ITPOU3BEACHHUN SBISIOTCS
JIBa KPUTEPHS: COOTBETCTBUE HCIIOIHUTEIBCKUM BO3MOXKHOCTSAM PEOEHKA M y4€T 0COOCHHOCTEH €ro BOCIIPUATHS.
CoBpeMeHHOE ITpeAcTaBiIeHNE 0 (PeHOMEHE JEeTCKOM MY3BIKM OXBATBHIBACT IIMPOKUH KPYT SBICHHH: OT MPOSIBICHUS
0000MIEHHON CEMaHTHKN JETCKOCTH, HEKOETO HOCTAIBIMYEeCKOro o0pasa B JyIIe B3pOCIbIX O BKIIOUEHUS peOEHKa
B OOIIYIO CHCTEMY «KOMITO3MTOD (My3bIKa, COUMHEHHAS TETbMH) — UCIIONHUTEINb — CiTymarensb». CrennpuaecKuMu
JUISL M3ydaeMol NpoOJIEMAaTHKH SIBISIFOTCS. BOIIPOCHI MPUMEHEHHsI COOTBETCTBYIONIEH TEPMHHOJIOTHU B OTIEIIBHBIX
aHPOBBIX PA3HOBUIAHOCTSX JAHHOHM 001acTH (HampuMep, B YCIOBHSAX JETCKOTO MY3BIKAJIIBHOTO TeaTpa). 31ech Jalie
BCEro HAOIOAAeTCs TeHACHIIMS 3aMMCTBOBAHUS PsiJla TEPMUHOB HCXOAHOTO KAaHPOBOTO IIPOTOTHUIIAY (YTO OTYETIMBO
MOXHO TIPOCIIEIUTh Ha IPUMEPE MYy3BIKAIbHO-CIIEHHYEeCKHX counHeHuit). [lone B3aumoneiicTeuii B cepe neTckon
MY3BIKH BEChbMa IIUPOKO, YTO, B CBOIO OYEPElb, MOXKET CTaTh OCHOBOW JJIsl HAyYHBIX IIEPCHEKTUB B 3TOH 00IaCcTH.

KiroueBpie cioBa: JeTckas My3blKa, My3bIKa IS JETEH, METCKas My3bIKa B HAyYHBIX PadOTaX pPOCCHHCKUX
MY3bIKOBEZIOB, TEPMHUHOJIOTHSI AETCKOW MY3BIKH, MY3bIKa ISl AETCKOTO HCIIONHEHHS W BOCHPUSTHS, THUIIBI IE€TCKOH
MY3bIKH, )KaHPBI I€TCKOH MY3BIKH.

ALEXANDER A. ERMAKOV

Urals State M. P. Mussorgsky Conservatory, Ekaterinburg, Russia
ORCID: 0000-0003-4536-8696, theoreticural@mail.ru

On the Interpretation of the Concept
of “Children’s Music” in Russian Musicology

The article analyzes and compares various interpretations of the concept of “children’s music,” proposed by
Russian scholars of the 20" and early 21* century. Certain changes in the approaches towards understanding the
concept of “children’s music” are observed in the historical perspective. For composers of the second half of the 20™
century the most important attributes of musical compositions are the following two criteria: the correspondence to the
performance possibilities of children and the consideration of the peculiarities of their perception. The contemporary
viewpoint of the phenomenon of children’s music spans a wide circle of phenomena — from the expression of the
general semantics of “childlike features,” a certain nostalgic image in the soul of adults, to the inclusion of a child into
the overall system: composer (music written by children) — performer — listener. The questions peculiar for the studied
problem range are those of application of the corresponding terminology in the separate varieties of genre in the given
field (for example, in the conditions of children’s musical theater). Here most often there is a tendency of adoption of a
set of terms of the initial genre “prototype,” which may be distinctly observed on the example of musical compositions
for the stage. The field of interactions between different genres in the sphere of children’s music is immensely wide,
which in its turn may serve as a basis for prospects for a great amount of scholarly research in this domain.

Keywords: children’s music, music for children, children’s music in scholarly works of Russian musicologists,
terminology for children’s music, music for performance and perception by children, types of children’s music, genres
of children’s music.
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THUM W3 TEPCIEKTHUBHBIX HANpPABICHUN My-

3bIKIBHONM HAyKW SBISICTCS W3YYCHHE Mpo-

Onemathkd JeTckod My3bikd. OO 3TOM CBU-
JICTEIBCTBYET, B YAaCTHOCTH, OTYETIMBO BBIPAKCHHAS
B TIOCJIEIHNE TOABI TEHACHINS K YBEIMYCHHUIO KOJIHIC-
CTBa MOHOTpadMid, CTaTei, METOMUYECKHUX paboT, MOCBS-
IIEHHBIX JaHHOW Teme'. Paciupsiercs Kpyr BOIPOCOB,
3aTparuBacMbIX YUEHBIMH. JleTcKast My3bIka Kak OOBEKT
HCCIIEZIOBAaHMS BCE Hallle PacCMaTpPHUBACTCSl B KOHTEKCTE
COBPEMEHHBIX HAyYHBIX HOAXOJOB (C MO3ULUH TEOPUH
MY3BIKaJIbHOH TIO3THKH, CEMAaHTHKH U T. [1.).

B »T0il cBA3M aKTyanbHBIMU IPECTABIAIOTCS
BOIIPOCHI TEPMUHOJIOTHH, B YaCTHOCTHU T€, YTO OTpa-
AT CTEHU(UKY MPUMEHEHUSI U TPAKTOBKH CaMOT0O
HOHSTHS O0eMmcKas My3bika B MY3BIKOBEIUECKON JIN-
Teparype. PackpbITHIO OCHOBHBIX aCIEKTOB JAHHOM
poOJIEMATHKY MOCBAIIEHA HACTOAIIAS CTAThA.

W3yueHnem yka3aHHOTO (peHOMEHa OTEUECTBEH-
HOE MY3BIKOBE/ICHHE HAaYaJI0 3aHUMAThCSI CPAaBHUTEIIb-
HO HE TaK JIaBHO — B CEpeIUHE MPOIIIOoro Beka. [Ipu
3TOM KaK OOBEKT MCCIICIOBAHUS COOCTBEHHO MY3bIKa
JUISL IeTell TTOSIBUJIAch TaKXKe OTHOCUTEIBHO HEJaBHO
— IpuONIM3NTENHHO BekoM paHee. CkazaHHOE BOBCE
HE UCKIII0YAET TOT0, YTO, C OAHOW CTOPOHBI, IPAKTUKA
OBITOBAHUS IETCKOM MY3BIKH HIMEET IITyOOKHE HCTOPU-
YecKHe KOPHH, BOCXO/SI K 00pa3iiaM APEBHETPEIECKUX
netckux meced [1]. C gpyroél CTOpoHBI, B 00JacTH
Ipo(eCcCHOHANBFHOTO KOMIIO3UTOPCKOTO TBOPYECTBA
no kpaiHei mepe ¢ Hayana XVIII Beka u3BeCTHBI
MPOU3BEACHUS NEAArOTNUECKOil HAPaBICHHOCTHU IS
OBJIA[ICHHS HAYaTbHBIMH MY3bIKATbHBIMH HaBBIKAMIU®.

B kadecTBe MPUOPUTETHBIX IO BPEMEHH CO3IAHUS
00pas3IoB CrieU(pUIECKH IETCKOH BETBH MY3BbIKH MOTYT
paccMarpuBarbcsi Takue oOIychl cepenunbl XIX Beka,
Kak «Anbp0oM [uts toHotectBay P. [llymana (1848) u —
CBOEOOPa3HBIN TBOPUESCKHI OTKIIMK Ha HETo — «/JleTckuii
ans0om» 11. Yaiikosckoro (1878). B obonx ciry4asx, Ha-
Py € SPKO BBIPAXKECHHBIM AUJAKTHYECKIM MOMEHTOM
(TTO3UIIMOHHO TIPUCTIOCOONCHHAS UISI MAJCHBKUX PYyK
(haxTypa, IPOCTHIC >KAHPOBBIC MOJEIH, JICMEHTAPHOE,
BIIOJIHE OOBSICHUMOE JIs JIOTUKH peb&Hka hopmoobpa-
30BaHUE), MOXHO OTMETHTh M XapaKTepHBIH BHIOOP
aBTOpaMK OOpa3HOro psifia, OTBEYAIOMIEro crenuduke
nerckoro Bocnpusats («ex Moposy», «Becénsiit kpe-
CTbsHHUH...», «IlepBag yrpara», «/rpa B nomagKu»,
«Map IepeBSIHHBIX COIIATHKOBY, «baba-Sray).

IlosiBneHNEe My3BIKAJIBHBIX OITyCOB, CIICIMATIBHO
IpefHa3HAYEeHHBIX IS JAETeH, CTAaHOBUTCS IOBOIOM
JUISL TIOCTAaHOBKM BOIIPOCA: Ymo credyem NOHUMAMb
100 MepMUHOM «JI€TCKas My3bIKa»?

«Ob11ee TpeboBaHNE K HAYYHOMY TEPMHHY COCTO-
UT, KaK M3BECTHO, B TOM, YTO OH JIOJDKEH OTJINYATHCS

OOJBILEH CTPOTOCTHIO 3HAYCHUSI M IMPOYHOCTHIO CBA3U
KaK C SIBJICHHEM, Tak U ¢ moHstuem» [10, c. 6]. Bmecte
C TE€M BCJIEACTBHE IIHPOTHI U CIOKHOCTH CaMOTO SIB-
JIEHUSI IETCKOW MY3BIKM T'PaHUIBI B TPAKTOBKE TEPMU-
HOJIOTHYECKOH 0a3bl IOBOIBLHO MOABIKHBL. OOpaTiMest
K CIEIHaIU3UPOBAHHBIM CIPABOYHBIM H3NAHUAM —
«My3bikanpHON dHIMKIONEANN» [1] 1 «My3bIKanb-
HO-3HLIMKIIONennyeckoMy cioBapio» [19]. Ompene-
JIEHUs, TPUBEAEHHBIE B COOTBETCTBYIOIIMX CTaThiX
«Jlerckass My3bIKa», HOCST OOOOIIAOIMI Xapak-
tep. Tak, mo ompenenenuto HO. Anuesa, «Jl[eTckas]
M[y3bIKa] — My3bIKa, MpeIHA3HAYCHHAS TSI CIyIIaHUs
Wiy ucnonaenus: netbMuy» [1]; cormacuo FO. Ceméno-
BY, «Jl[eTckas] M[y3bIka] — My3bIKa, IpEIHA3HAYCHHAS
JUISL MICTIONTHEHUsI IEThbMH U TIOIPOCTKAMH HJIH HCTIOJ-
HseMas B3pOoCIbIMU A5 Aetei» [19]. B oboux ciaydasx
aBTOPBI, BBIABIISISL CIEU(UKY JaHHOK 001acTH TBOpUE-
CTBa W UCIIONHUTENILCTBA, aKIIEHTHPYIOT (PaKT «Ipef-
HA3HAYEHHOCTH» COYMHEHHUH YKa3aHHOW HarpaBieH-
HocTd. [Ipy 3TOM He KOHKPETU3UPYETCs, Kem UIH Yem
MoJI0OHOTO CBOMCTBA My3bIKa MpeTHa3HaueHa (KOMIIO-
3UTOPOM, YCTaHOBUBIICHCS MY3BIKAIILHON MPaKTHUKOU
WIN JakKe KOHKPETHBIM JIMLIOM, HAllpUMep, MelIarorom
M0 CHEUUATFHOCTH TpU BbIOOpE ISl MPOIBUHYTOTO
YUECHHUKA CJIOKHOTO, BIIOIHE «B3POCJIOr0)» COUYMHEHUS).

B kaxnoit u3 npuBen&HHBIX (HOPMYIUPOBOK OUe-
BH/THA MTOTIBITKA MY3bIKOBEIOB ONIPEICIUTh JJIsl TEPMHU-
Ha HEKUH eMHbII 001Ul KpUTepuil, «3HAMEHATENbY.
TakoBBIM B IIEPBOM Clly4ae SBJSETCS HEMOCPEICTBEH-
HO caM «azapecar» (peOEHOK), KOTOphI B mpolecce
KOMMYHHKAILIMU MOXKET BBICTYTaTh B Pa3HbIX CTAaTycax
(ucnonHUTEH TUOO CIIyIIATENh)®, a BO BTOPOM — CBSI-
3YIOIIUM 3JIEMEHTOM CTaHOBHUTCSI COOCTBEHHO (hakTop
WCTIOJTHEHHUS MY3bIKH. 31€Ch KPYT' Y4aCTHUKOB KOMMY-
HUKAI[UK BKJIIOYAET, HAPSAAY C MPEICTABUTEISIMH O~
pacTaroIero NOKOIEHHsI, TAK)KE U B3POCIIBIX APTHCTOB.
Opnako umeHHo B TpakToBke 0. CeMEHOBBIM JTaHHO-
ro TEPMUHA «B TEHW» OCTAETCsI MOMEHT, CBS3aHHBIN
C BOCIIPHUSITHEM COYMHEHM MoJ00HOTrO poaa (pedé-
HOK B CTaTyCe «CIymaTessny). MoXHO MPEIoI0KUTh,
YTO K KaTerOPUU JETCKON My3BIKH (DOPMATIBHO OTHO-
CsITCS, HAIIPUMED, U XOPOBBIE ATIU30/BI C yUaCTHEM Jie-
Teil U3 KJIaCCHYECKUX MHOTOAKTHBIX omep («Kapmen»
K. buse, «IluxoBas mama» II. YaiikoBckoro). Brpo-
4eM, Jajiee, B OCHOBHOM TEKCTE CTaThH, aBTOpP 0C000
OTOBapHBaeT MOOOHBIE MOMEHTBHI, TOJYEPKUBAST BaXK-
HOCTB y4€Ta JETCKOTO BOCTIPHSTHSI.

Takum oO0pa3oMm, NpuBENEHHBIE B YKa3aHHBIX
SHIMKJIONIEIUYECKIX HCTOYHUKAX TEPMHUHBI B 0000-
mEHHON (opme 0003HAYaOT Hanbosee pachpocTpa-
HEHHBIE TPaHM MCCIIEAYEMOIO SIBICHHS, HE BCETrJa
HacTauBas Ha «CTPOTOCTH 3HAYEHHs», YTO, B CBOIO
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OYepeib, IPOSBISAETCS B JOTOJIHEHUAX U UCKITIOYCHHU-
AX YK€ II0 X0y TEeKCTa cTaTei.

OnHIM 13 IEPBBIX OTEYCCTBEHHBIX MY3BIKOBEIOB,
CIIELHATBFHO OOPAaTHUBIINXCS K M3yUeHHIO cephl aeT-
cKkoi My3bIKH, cTall b. AcadbeB. Yike caMum Ha3BaHU-
eM cratbu — «Pycckas My3bIKa O JETSIX U AJIsl IeTei»
[2] — OB 3a1aH ONpeneNEHHbINA MPUHLIUT e€ KacCH-
¢ukannu. IIpoBons mucraHimio «peGEHOK — B3poOC-
JBIY, YU€HBIHN, ¢ OMHOI CTOPOHBI, An(depeHunpyeT
«MY3BIKY O JETSIX» U MY3bIKYy «aJ1s aerei». C npyroi
CTOPOHBI, IEPBOCTEINIEHHOE 3HAUEHNE ISl aBTOPa IPU-
o0peTaeT MMEHHO MOMEHT BOCHPHSTHS IOXO0OHOTO
poJa NpOU3BEACHUI: NPAKTUYECKH BCE UCCIIEAYEMbIE
UM XYyIOXECTBCHHBIE 00pa3lbl MpeTHa3HAuUCHBI IS
B3pOCIIBIX MCIIOIHUTENEH U AJIs IeTeH-ciryIaTenei.

CymMmMupyst ipencTaBieHust 0 GeHOMEHE JeTCKOM
MY3BIKM B OTMEUEHHBIX BbIIIe paboTax, ciiexyeT Moj-
YEpPKHYTh, YTO BaKHEHUIIMMH 37€Ch CTAHOBATCS JBA
KpUTEPUS: COOTBETCTBUE UCHONHUMENLCKUM BO3MOXK-
HOCTSIM peOEHKA U YIET 0COOEHHOCTEN €ro gocnpus-
mus. IlomoOHast yCTaHOBKA M CETOAHS UIPAeT 3aMeT-
HYIO POJIb B TPAKTOBKE UCXOAHOTO IOHSTHSL.

B T0 %€ BpeMs B COBpEMEHHOM MY3bIKO3HAHUH OT-
Y€NIUBO IPOCIEKHUBAETCA TEHACHLMS KOMILUIEKCHOIO
paccMOTpeHHs yKa3aHHON MPOOIeMaTHKU C IIPUBJIEUE-
HHEM MEXIUCIMIUIMHAPHBIX MOIXOA0B. JTO B 3HAYH-
TENILHON Mepe pacIIupseT U 000ralaeT TpaauHOHHbIH
paxypc B HCCIIEIOBaHUH TAHHOM 001aCTH MY3bIKAJILHO-
ro uckyccTBa. Tak, demcmeo Kak LENOCTHBINA (peHOMEH
CTaHOBUTCSI OJHOM U3 LIEHTPAJIbHBIX KaTErOpUil B KOH-
neniu Y. Hemuposckoit. OcMbICIEHHIO CHEU(DUKI
€r0 BOIUIOLLIEHUSI B MY3bIKE IIOCBAIIEHA, B YaCTHOCTH,
JOKTOpCKasi [uccepTanus MysblkoBena [16]. Pazmuu-
HBIC ACMEKTHI U3y4YeHHs ATOM NMPOoOIEeMAaTUKHU BbISBIS-
10T U HOBBIE TPAHU B CONCP>KAHUU TOHSATUS «AETCKast
My3bIkay. [IpumedarensHo, uto HeMupoBckas B cBOEM
UCCIEA0BaHUN O0paIlaeTcss K MPOU3BEACHUAM KaK «O
JEeTAX», TaK U «IJs eTeid». A B caMoi acabeBCKOM
muddepeHmayy yuéHslii ClipaBeJINBO OTMEYACT He-
KOTOpBIE HE JI0 KOHLIA IPOSICHEHHBIC MOMEHTHI, U TIpe-
XJIE BCErO — CJIOXKHOCTD B BBISBICHUU IPHUHIIUIIOB, 10
KOTOPBIM COOTHOCSITCSL JJaHHBIC KaTE€rOpUHU [TaM 3Ke].
Brpodem, AcadbeB He CTpeMHUTCS K TUIOJIOTHHU, €TO
paboTa MOCBSIIIIEHA CKOPee aHAM3y U COMOCTABICHUIO
HECKOJIbKMX MOMyJIsApHBIX ommycoB XIX Beka, Ha mpu-
Mepe KOTOPBIX aBTOpP MPOBOAUT U0 HEOOXOIUMOCTHU
yuéTa KOMIIO3UTOPOM Ha MEPBOHAYATBHOM TBOPUECKOM
JTane OCOOCHHOCTEH BOCHPHATHS MY3bIKM MOTEHIIU-
aJIBHBIM ajjpecaToM (PeOEHKOM).

HoBble BO3MOXXHOCTU B M3y4YEHHM COICPIKATellb-
HBIX 4CHEKTOB MY3bIKM JUIf J€Tell MOTyT ObITb 00-
HAapy>XCHbl C TOMOINBI0 CEMUOTHYECKOTO MOAXOAA,

pacIMpPSIOIETO TPAIUIMOHHYIO METOAOJOTHIO aHa-
JUTUYECKOTO MY3BbIKO3HaHMA. [ paMOTHOE MpodTeHHE,
CBOETO poia CEMaHTHYeCKas «paciIu(poBKa» My3bl-
KaJIbHOTO TEKCTa CIIOCOOCTBYeT Ooliee yrimyOnE€HHOMY
U TOHKOMY TOHMMaHHIO peOEHKOM OCHOBHBIX CTOPOH
Xy/J0KECTBEHHOTO LEJIOT0, aKTUBU3UPYET TBOPUECKHIA
MOTEHIIMAJl B HAIPABJICHUU MMOUCKA HOBBIX HCIOIHU-
TeNbCKUX petieHnil. CMbICIOBas OpraHU3alys TeKcTa
JIETCKUX TPOM3BEICHUI (HOpPTEMUaHHOTO perepTyapa
nmoJipoOHO mccnenoBana B paborax J[. bassutoBoit u
P. BaiikueBoii [3; 4; 5; 6]. «CeMaHTUYECKHIA aHAIN3
MO3BOJISIET BBIBECTH MPOLIECC BBISBJICHUS COAEPIKaHUA
MY3bIKQJILHOTO TPOU3BEACHUS U3 YYBCTBEHHO-HHTY-
WTHBHOIO Ha YpOBEHb aJeKBATHOIO MOCTHXKEHHS aB-
TOPCKOM XYJOKECTBEHHOW HIIEN», MOTYEPKUBAET
P. baiikuesa [4, c. 204]. B koHTeKCTE OCHOBOMOJIArato11Ie-
TO TIOHATHA MHTOHAIIMOHHOM JIEKCUKH (MUTPUPYIOIIUE
MHTOHAIMOHHBIE GopMyisl, TepMuH JI. 1laiimyxamero-
Boi) JI. basizsutoBa B cdepe AETCKOM My3BIKH BBISBIISICT
cneuuduky oOpasyrolMx TaKyl JIEKCUKY ceMaHTH4e-
CKUX (Uryp (MHTOHAIIMOHHBIX (POPMYIT, OOJaTAFOIIINX
3aKPEIUIEHHBIM 3HAYCHHEM), KIUIIE ¥ 3HAKOB-00Pa30B.
BaxHo ormeTHTh, 4TO MONOOHBIE (DUTYpPBI, OOHAPYKU-
BaeMbl€ B TEKCTax JAETCKUX OIyCOB (HarpuMep, IIara,
Oera, TpBDKKA, Ka9aHUS, CKONBKCHUS, CKAYKH), KOH-
KpEeTH3UpYys COAEpXaHUe MPOU3BENEHHUS, «...MOTYT BO-
IUIOLIATh XapaKTep, BO3PAcT, IOJI YeJIOBEKa, XapakTep B
CUTyalluH (3HaK repost WK IepcoHaka), ONULETBOPATD
00pas3bl MTHUII ¥ JKUBOTHBIX B UX (DONBKIOPHBIX, CKAa304-
HBIX ¥ APYTUX JETCKUX MPEICTaBIeHusIxX» [3, ¢. 9].

CeMHOTHUECKUI TMOAXOJ NpearoyaraeT U3yueHue
psina siBIeHui B chepe TeTCKON MYy3bIKU TaKKe U B KOH-
TEKCTE OCHOBHBIX KaTE€ropuil My3bIKAJIbBHOW MOATUKH
(Tepoii, IEpCOHaX, CIOXKET, 00pa3, aBTop M T. I.). Tak,
BBISBJICHUIO ITPU3HAKOB Irepost Kak onpeeNéHHOM cMbIc-
JIOBOH CTPYKTYPHI My3bIKAIBHOTO TEKCTa (a He MeTado-
pHUecKoro oopasa) U Croco0OB MX BBEICHHS B TEKCT
MbeC IETCKOTO (POPTENHAHHOTO periepTyapa MOCBIICHa
Kanauaarckas auccepramus P. baiikuesoit [3]. Kaxnas
13 TpEX KaTeropuii repost (epCoOHUPUIMPOBAHHBIN, He-
nepcOHU(HUIUPOBAHHBIN, PACCKA3UYHK) «IIPUCYTCTBYET
B TEKCTE KaK PeUeBOl CYOBEKT (OH HameIsieTcs coO-
CTBEHHOM MHTOHALIMOHHOM JIEKCUKOW Pa3nUYHON STUMO-
JIOTUH), Yb€ BHICKA3bIBaHUE NAETCS B BUJIE IPSIMOM peyH,
nmasora (Tonuiora), MoHosoray [3, c. 14].

Hapsny c uccienoBaHusMH, B KOTOPBIX peain3o-
BaHbl COBPEMEHHBIE IOIXOAbl K H3YYEHHUIO JIETCKOM
MY3BIKH, B)KHOE 3HAUCHHE MUMEIOT HAy9IHBIC pabOTHI
WHOTO IUIaHa, MOCBALIEHHBIE MpoOJieMaTHKe KJacCu-
¢uxarmu. OmHa 13 MOAPOOHBIX CHCTEMaTHU3aluil IeT-
CKOM MY3BIKM IpoBefieHa My3blkoBeaoM A. JlecoBu-
yenko [11; 12]. B crarbe «JleTckast My3bIka: MPUHIIUATIBI
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TUTIOJIOTHH» MM CIEUATFHO OrOBAPHBACTCS BO3MOXK-
HOCTh PAacCMOTPEHHUS JAHHOTO SIBICHHS C Pa3TUYHBIX
TIO3UITUH (CHOKETHO-TEMAaTHUECKOM, BO3PACTHOM, KaH-
poBoit). OxHaKo, IT0 MHEHHIO aBTOPA, «BCE 3TH BOIIPOCHI
yAOOHO paccMarpuBarh B COUETAHUU C (YHKYUOHAIb-
Hou munonocuell [Kypcus moil. — 4. E.]» [11, c. 385].
B ocHoBe npeiokeHHO# Kaccu(UKaIum Jiexar Jie-
BATh (YHKIMOHAJBHBIX «THIIOB JCTCKOH MY3BIKW»,
KoTOpble, Kak cuuTaeT A. JlecoBHUEHKO, SIBISIOTCS
31eck Oosiee BaKHBIMHU (haKTOpamMH pa3BUTHS, HEXe-
JIU KaHPbI «B3pOCIIOi» My3bIKH. B 3TOl koHIENmu
HaXOJSIT MPOIOJDKCHUE, C OJHOM CTOPOHBI, naen Aca-
(beBa (My3blKka «O JETSAX» U MY3bIKAa «UIS JIETEH»),
a ¢ Ipyroil — MOJIOXKEHHsI YIIOMSIHYTBHIX BBIIIE «JHITU-
KJonenuyeckux» crarei. OnHaKo 37€ch 3HAYUTEIHHO
paciupeHbl TPaHUIbl TOHUMaHUS SIBICHHS JIETCKOM
MY3bIKH, 3alle4aTiIeHbl pa3ndHble (GOpMBI ero cyie-
CTBOBaHUs B cormyMe. [logoOHass MHOTOaCTIEeKTHOCTD
B TPaKTOBKE TMOHATHUS SIBUJIACH MPHUYUHOW TOTO, YTO
B OCHOBY THUIIOJIOTHHU IIOJIOKEHBI HE OJIUH, a Cpa3y He-
CKOJIBKO KPUTEPHEB, YTO, KaK MPEICTABISAETCS, MPH-
BOJMT K M3JHIIHEH AeTanu3aluu. B pesyasrare ogHO
U TO XK€ MY3bIKaJIbHOE MMPOU3BEICHHE MOXKET OBIThH OT-
HECEHO OJJHOBPEMEHHO K Pa3HbIM THIIaM.

Taxkum 00pa3om, U3 aHaIM3a MPUBEIEHHBIX MY3bI-
KOBEJYECKHX HWCTOUYHUKOB CTAHOBHUTCS OUYEBUIHBIM,
410 00IIIee MOHATHE «IETCKas My3bIKa» BEChbMa MHO-
rorpaHHo. B ero ocHoBe JIEXKHUT, MPEX/E BCETo, KOM-
IUIEKC MpeAcTaBleHUH o creruduyeckoit obracTu
MY3BIKaJIbHOTO TBOPYECTBA, B ILEHTPE KOTOPOH Tak
WIA MHA4Ye HAaXOIUTCS PeOEHOK B Pa3IMUYHBIX «HIIO-
CTacsx»: OT MpOosiBIeHHs O00O0OUIEHHON CeMaHTHKH
JIETCKOCTH, TIpeTBOpeHus GeHomeHa aerctra [7; 15],
HEKOET0 HOCTAJIbTN4eCKOro 00pasa B AyIle B3POCIBIX
[11] o BriIrOUEHUS peOEHKA B OOIYIO CHCTEMY «KOM-
Nno3UTOp (My3bIKa, COYMHEHHAS JI€ThMH) — HCIIOJIHU-
Tenp — caymarensy [1; 19; 11]% B pesyasrare 00bEM
MOHATHS 3HAYUTENILHO PACIIUPSIETCS, €ro TPAHUIIBI
CTaHOBATCS BEChbMa MOJBMKHBIMU.

TpaauIIMOHHO B 4YHCJIE HEOTHEMIJIEMBIX CBOWCTB
COUMHEHMH, NMpUHAIIeKaIMX chepe AeTCKOH My3HI-
Kd (TIpeXIe BCEro, My3bIKH JJIsl FOHBIX HWCIIONHHTE-
Jei W ciymarenei), BBIAENSACTCS OCOOBIH XapakTep
MY3BIKAIFHOTO Marepuania, TEHJICHIUS K ero HEeKOH
«YTPOIIEHHOCTHY», «KOHKPETHKE» KaK B 0Opa3HO-CO-
JeprKaTeNIbHOM IUIAaHe, TaK U Ha YPOBHE MY3BIKAJIBHO-
SI3BIKOBBIX cpencTB. B wactHocth, E. Toncrast onpene-
JSIEeT CNIeIYIOIINe TUIIOJIOTHIECKHE YepThl IPOU3Bee-
HUM 17151 A€TEH: «HECIIOAKHBIN SA3BIK, 3ByKOOPraHU3a1Hsl
Ha OCHOBE Ma)KOPO-MHUHOPHOI CHCTEMBI, HEOONbIINE
MacITalBbl... JTOCTYMHOCTh MWCIIOJHEHMS, MEJIOAnYe-
CKasg peNbe(HOCTh M JKAHPOBAsS OHPEIEIEHHOCTHY

[20, c. 17]. HemupoBcKasl, BBIABILA My3bIKaJIbHO-JIEK-
CHUECKYIO0 CHenu(UKy JETCKOH OOpa3HOCTH B COYH-
HeHusx 1. M. YaiikoBckoro (o meTsx u uis AeTei),
YKa3bIBa€T HA TEHJICHIIMIO K HEKOEMY «YIPOIICHHUION
MY3BIKAIFHOTO TeKCTa (OHO3HAYHOCTh KAHPOBOU CHU-
CTEMBI, IPOCTOTA U SICHOCTh KOMIIO3UINH, HEOObIIINE
MEJIOINH, IPOCTOTA PUTMUYECKUX (GUTYp U T. A.), UTO,
OJIHAaKO, HE JOJHKHO CIYXHTh OIIEHOYHBIM MOMEHTOM
JUISL CPaBHEHHUS CO «B3POCIBIMIY) COUMHEHUSIMHU. «My-
3pIKa YaliKOBCKOTO O JETAX OTMEUeHa 0CO0O0H TOHKO-
CTBIO, O0asHHEM, CBOCOOPA3HYI0 XPYIKYIO KpacoTy
mpuAaéT el yIUBUTENBbHOE COYETaHUE MpOCTHOmbl U
U3bICKAHHOCMU, KQKABIA pa3 MPOsBISIOIIeecs M0-pas-
HOMY», — TOTYEPKUBAET Uccaenosarens [15, c. 173].

BesycnoBHo, Hambonee oOIMe NpencTaBiIeHUs
0 JISTCKOM MY3bIKe, €€ Crielu(rKe BOZHUKAIOT HA OCHO-
Be 00BEKTUBHBIX MPENOCHIIOK, IPEXK/IE BCEr0, HCXOAS
U3 TICUXOJIOTHYECKMX 0COOCHHOCTEH BOCTIPUSATHS TPEI-
CTaBUTENEH MOAPACTAIOUIEro MOKoiIeHus. JTa chepa
OTKPBITA U IS Pa3HOTO POJia TBOPYECKUX IKCIIEPHMEH-
TOB, UHTepecHbIX uneil. He cayuaiino H. Konmuesckuii
yKa3bIBaJl HA OTPOMHOE 3HAYE€HHE NIl CITYXOBOTO BOC-
MUTaHUS U TBOPYECKOTO pa3BUTUS PeOEHKA BBEICHUSA
B €ro HUCIOJHUTEIBCKUHA penepTyap LIMPOKOTO Kpy-
ra TIpOW3BE/ICHUIA, B TOM YHUCIe U 00pa3loB JETCKOM
My3bIKH Ha COBPEMEHHOM MY3BIKaJbHOM MaTepHae
[9]. «B merckoii My3bIke, rae BCE OueHb KOHKPETHO,
SICHO OIIYIIAeTCsl TOYHAsi OOYCIOBIEHHOCTD SI3bIKa U
CTPYKTYpBbI 00pa3HbIM 3aaHueM. M B Takux cirydasx
Jake OYECHb HEMPUBBIYHBIE MPUEMBI BOCTIPHHUMAIOT-
Csl €CTeCTBEHHO... OTMETHM MOMEHThl HEOOBIYHBIE
B JIaJOBOM OTHOIIEHUH (4aCTO — OCTPO IUCCOHAHTHBIE
M0 3BYYaHUIO), 3HAUYUTEIbHYIO YCIOKHEHHOCTH Me-
TPOPUTMUYECKOH OCHOBBI, PACHIMPEHHE KPACOUHBIX
BO3MOXKHOCTeM (oprennanoy [9, c. 111-112]. B takom
KITIOY€ BO3MOXKHBI pa3Hble BAPUAHTHI XYJ0)KECTBEHHBIX
peweHuid. J{ng neTckoro BOCHpUATHS OOJBIIYIO POJb
WTpaeT caM XapakTep 3BydaHus, (oHMUYecKas CTOpoHa
(ponmueckwmii Tun cnpimanus, no E. Hazalikuackomy),
«MaTepUabHO-OUTYTHUMAs IPEIMETHOCTh MY3bIKH, He-
MOCPEACTBEHHOE OIyIeHue 3BykoBy» [14, c. 72]. Tlo-
9TOMY HEOOBIYHO 3By4Yallli€ BEPTUKAIW, AUCCOHAHT-
HBIE 3BYYHOCTH — 3TO CPEICTBA, KOTOPbIE MOT'YT OBITH
HaIpaBJieHbl Ha MOCTOSHHOE «YyAEp’KaHWe» BHUMAaHHS
peb&Hka, criocoOCTBOBATh AKTUBU3AIIMHU €0 CITyXOBBIX
TIPEICTABICHUH.

PaccmoTrpeHne 3asBIIEHHONW B HACTOSILIEH CTaThe
poOIeMaTUKN NPEACTAaBISeTCS KpailHe BaKHBIM JUIS
Pa3BUTHSA KaK CUCTEMBI IETCKOM MY3bIKH B 11€JI0M, TaK U
OT/IENBbHBIX €€ JKaHPOBBIX Pa3HOBUAHOCTEH. B HayuHOM
obuxone mpu OOpallleHHH K >KaHpaM, OTHOCSIIHUMCS
K M3y4aeMoil 00facTu JETCKOM My3bIKH, HaOII0AaeTcs
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TEHJICHIIUSI 3aMMCTBOBAaHUsI OCHOBHOW TEPMHUHOJIOTHH
HCXOTHOTO KaHPOBOTO «IPOTOTHIIAY (YTO OTUYETIMBO
MOXHO TIPOCJICIUTh Ha MPUMEpPE MY3bIKaJIbHO-CIICHU-
YEeCKUX COYMHEHHH). B To jxe BpeMs B My3bIKe, ajpe-
COBaHHOU JIeTsM, OoJiee crienn(UUEeCKUM CTaHOBUTCS
XapakTep MpUMEHEHHUs TEPMUHOB M ToHsATHI. Hampu-
Mmep, auddepeHtmanyisi My3bIKaTbHOTO TeaTpa Ha JIFo-
OUTENBCKYI0 U MPO(QECCHOHATIBHYIO «BETBI» UMEHHO

3[IeCh MMEET INPHOPUTETHOE 3HaueHHe. Mexnay Tem,
B TEOPUH U NPAKTUKE OBITOBAHHUS «OCHOBHOI» pa3HO-
BHUJIHOCTH, OPMEHTUPOBAHHON Ha «B3POCIIOT0» HCIIO-
HUTENS. ¥ 3pUTENIsl, OTMEUEHHOE JIEJICHNE HE SIBISIETCA
npuHIHUansHbeIM. [Tone momoOHBIX B3auMOIeHCTBUI
B cpepe AETCKOM MY3bIKH BEChMa ITUPOKO, YTO, B CBOO
ouepesib, BeChbMa MEPCIEeKTUBHO I JalbHEHIINX Ha-
YYHBIX U3bICKaHUH B 3TOH 00IacTH.

< NMPUMEYAHUA (<

! Tak, 0a3a JaHHBIX HAYYHOW ANEKTPOHHOM OUOIH-
oreku eLIBRARY.RU Ttonbko 3a HemonHble MOATOpa
roga (2016 u wagano 2017 roga) momoiHIIACE Oolee
yeM JecsAThI0 paboTaMH TORO0OHOW HalpaBIEHHOCTH.
B 10 >xe Bpems B Hay4YHBIX HM3JJaHUSX, BKIIOYEHHBIX B
BeAyIIne 3apyOexHble 6a3bl TaHHBIX Scopus 1 Web of
Science, mpoGiemMariuka COOCTBEHHO JETCKOH MY3BIKH
IIpeJicTaBlIcHa B MEHBIIEH cTeneHn. B ocHOBHOM Takue
HCCIIEIOBaHUS TIPOBOJATCS IO CMEXHBIM C MY3BIKOH
obnacTaM (JeTcKas TuTepaTypa, nefparoruka u ap.) [21;
22;23; 24].

2 Hanpumep, nbecsl U3 «HoTHO#M TeTpaan AHHBI
Marnanensl bax», KOTopsle pacpocTpaHEHBI B COBpe-
MEHHOM IIIKOJIEHOM peTiepTyape, BOBce He cozepikar de-
ro-TO crenuduyecku aerckoro. Peus uaér aums o mpo-
cToTe (haKTypbl, MUHHATIOPHOCTH (OPM U CKPOMHOCTH
MacmTaboB B psijie COYMHEHNH MHCTPYKTUBHOTO Xapak-
Tepa. «Co3naéres BieyawieHne, YTo TeTpalb 3Ta Kak Obl
“xoguna” no nomy baxa u3 pyk B pyku. Bunumo, He ToIb-
KO JII000}1 M3 WIEHOB CEMBH MOT OCTAaBUTH B HEH CBOIO

< AUTEPATYPA

3aIUCh, HO U KXl MOT I0JIb30BaThCS €10, UTPaTh IO
He. Jletw, 4To momITaIe, MOTJIM HAWTH B HEW TbECHI
HECIJIO)KHBIE U HEOOJIbIINE; T€, KOTOPBIE ITOB3POCIETH H
IpUOOpeNy M3psITHOE MacTepPCTBO, MOIIM MPUCTYNHUTh
K CIONTaM W TapTUTaM», — MoquépkuBaoT A. Muika u
T. [Ha6amuna [13, c. 16].

3 Cxo/iHas TPaKTOBKA TepMHHA MpeaioxeHa B Poc-
CUIICKOM NeNaroruyeckod SHIUKIONEINH: «IIPOU3Be-
JICHNS] HapoOAHOTO M TPO(ECCHOHAIBFHOTO TBOPUYECTBA,
CHeNManIbHO MpeIHa3HAYEHHbIEe IJIS AETCKOTO BOCIpUS-
Tus uny ucnonHenus» [18]. Ilpasaa, B 3ToM cinydae aB-
TOP UCIIONIb3YET TEPMUH «MY3bIKa JUISI JETEM).

4 M3y4asi BO3MOXKHBIC TPaHU MPOSBICHUS (eHOMEHa
«IETCKOH MY3BIKM», HEOOXOMMO CKa3aTh eI 00 0JHOM
cthepe, monpobHO rcciaenoBanHoi B kaure T. U. Kamryx-
HHUKOBOH «AKyCTHYeCKHH TeKCT pebEHKay [8]. Peus unér
0 JIETCKOM CIIOHTAHHOW MY30BOM JIESTEIbHOCTH (TEPMUH
HOpBekckoro ydenoro 0. P. BeépkBomma, o6o3Haua-
IOIMHA LEJNOCTHBIM KOMIUIEKC: «3BydaHHe-ABHKECHUE-
urpa), e€ 3ByKOBOH «COCTaBIISIONICH).
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Poab . 1. UBaHOBa-PapskeBHuy1a B hOpMHUPOBAHUM KYAbTYPHOIO
npocTtpaHcTBa KpacHosipcka koHua XIX — Havyaaa XX Beka

B craree m3ywaercs ponb BBITycKHHKa [leTepOyprckoii mepueckoit kamesmnsl [laBma Mocugosnua MBanoBa-
PankeBnua B CO3MaHMM YHHMKaIbHOTO OOJHMKa MY3BIKaJIbHO-XYNOXKECTBEHHOHM km3HM KpacHospcka koxma XIX —
Havyana XX Beka. [lonnmast yHuBepcanuy u crielidrKy pasBUTHS KyJIBTYpHBIX IporieccoB Crubupu, MiBanos-Paakesua
KaTaJM3upoBall WX DPa3BEPTHIBAHKME, BO MHOTOM IIPEAONPENEISIsl MOCIEAYIONIYIO0 3BOJIONNIO XYIOKECTBEHHOTO
npoctpancTBa KpacHospcka. Ero Ooraras mesTenbHOCTh NMPOHHMKANA NPAKTHYECKH BO BCE OA3HCHBIE 3JIEMEHTHI
MYy3bIKalIbHOM )ku3HU KpacHospcka, hopMHUpys M BBICTpanBasi MX B IIEIIOCTHYIO MOJIEIb PETHOHAIBHOTO aKaIEMHIYECKOTO
HCKyccTBa. braronaps ero mogBmKHUYECKOMY TPY/LY MOIIHYIO MTOANUTKY HOTy4HiIa MpogeccnoHalbHast My3bIKalbHas
cdepa Kpacnospcka. I'maBHoe ero neruine — Haponnas koHcepBaTopus, KOTOpas yCIeHO (YHKIIMOHUPYET U TIOHbIHE,
— SIBUJIOCH KJIIOYEBBIM MOMEHTOM IIEpEBECa CHII B MOJIB3Y NMPOEeCCHOHATN3ANNH U €€ TAIbHEHIIIEero JOMUHIPOBAHHS
B CHCTEME JIOKAJIbHBIX aKaJIEMUIECKUX Tpaaunuii. PaTys 3a pa3BuTHE N300pa3UTEIBHOIO HCKYCCTBA, PakeBIY OXOTHO
00IIaICsl ¢ MPEACTaBUTEIIMH XY/I0)KECTBEHHOTO II€Xa Topojia M aKTHBHO IOJJEPKHBAN JKelaHWe chiHa Muxawmia
CTaTh XUBOMHUCIEM. JIMYHOCTH 3TOTO crenuanucTa, copmupoBaHHast U poxaéHHas B 3moxy CepeOpsHOro Beka
B MeTponosnmu Poceny, e€ macimtad u KylbTypHBIH KPYT030p CBSI3BIBANIN IIEHTP U IEpH(EpHIo, CTONUILY U IPOBUHIIUIO.
KoopnuanpoBanock knBoe OOIICHNE BELYIINX XyIOXKECTBEHHBIX cHil KpacHOsipcka (My3BIKaHTOB M JKHBOITHCIIEB),
CHHTE3UpYs] pa3lNYHbIC HANPABICHHUS M TPAJULIUHN aKaAEMHUYECKOro McKyccTBa. OOecrednBanoch MONHOMpPaBHOE
BKJIFOYEHHE CHOMPCKOTO ropoja B 0OIIHE POIECCHl CTPONUTEIHCTBA CHCTEMBI OTCUECTBEHHON KYIIBTYPBHI.

KirroueBeie citoBa: My3bIKanbHas KyasTypa Poccun, My3sikanbHas KynbTypa Cubupu, My3bIKajibHas akaIeMAIecKas
KyJbTYypa, XyIO)KeCTBEHHas Xu3Hb KpacHosipcka, HaponHas xoHcepBaropusi, pucoBainbHas wwkona, I1. Y. MBanos-
PankeBuu.
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The Role of Pavel Ivanov-Radkevich in Forming the Cultural Space
of Krasnoyarsk in the Late 19* and Early 20" Centuries

The article researches the role of the graduate of the St. Petersburg Church Singers’ Cappella Pavel losefovich
Ivanov-Radkevich in the creation of the unique image of the musical and artistic life of Krasnoyarsk of the late 19"
and early 20" centuries. Understanding the universals and the specificity of the development of cultural processes of
Siberia, Ivanov-Radkevich catalyzed their unfolding, in many ways predetermining the subsequent evolution of the
artistic space of Krasnoyarsk. His abundant activities permeated virtually into all the basic elements of the musical
life of Krasnoyarsk, forming and organizing them into an integral model of regional academic art. As the result of his
self-sacrificing work a powerful replenishment was received by the professional musical sphere of Krasnoyarsk. His
greatest achievement — founding the People’s Conservatory, which successfully functions up to our days — presented a
crucial moment of the swaying of the balance in favor of professionalization and its subsequent predominance within
the system of the local academic traditions. In his struggle for the development of the visual arts, Radkevich ardently

* MccnenoBanue BBIMONHEHO MpH (HHUHAHCOBOMN momaepxke Poccuiickoro Gonaa GpyHIaMEHTAIBHBIX HCCIICTOBAHMUIA,
[paButenscTBa KpacHosipckoro kpasi, KpacHosipckoro kpaeBoro (hoH/a NOANCPKKH HAYYHOH M HAYYHO-TEXHUYECKON
JESITETFHOCTH B paMKax HayqHoro mpoekTa Nel7-14-24006.

143



G/ﬁ\

My3blKa/\bHO€ KpaeBeAeHNne

2017,4

communicated with the representatives of the artistic community of the city and actively supported the wishes of his
son Mikhail to become a painter. The personality of this specialist, formed and generated during the epoch of the
Silver Age in the metropolis of Russia, its scale and cultural range of vision connected the center and the periphery,
the capital and the province. He coordinated the living communication of the leading artistic forces of Krasnoyarsk
(the musicians and the painters), synthesizing the various trends and traditions of academic art. He provided for a full-
fledged inclusion of the Siberian town into the overall processes of constructing the system of Russian culture.

The reported study was funded by Russian Foundation for Fundamental Research, the Government of the
Krasnoyarsk Region, the Krasnoyarsk Regional Fund for Support of Science and Technology within the framework of
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epuon pybexa XIX—XX BekoB H3BECTEH
B OTCUYECTBECHHOW HmcTOopmu Kak CepebOpsi-
HBII BEK M CBSI3aH C MOABEMOM JyXOBHOM
KYJIBTYpBbI, BCIUIECKOM TBOPYECKOW SHEPIrUH, YKpe-
IieHHeM MpodeCCHOHAIN3Ma M PaCIBETOM IPO-
CBCIIEHHOTO JIIOOWUTEIHCTBA B PA3IUYHBIX BHIAX
uckyccTBa. J{ist 3Toro sTama xapakrepHo GopMHPO-
BaHHE 0CO0Oro THIIA JIMYHOCTH, KOTOpasi, o0anas
«PEHECCAHCHBIM MAacIITadOM», UCIIONB3YS YHUBEP-
CaJbHBIM TBOPYECKUN apceHas, JaBajla MMILYJIbC
CHCTEMHOMY Pa3BUTHIO KOHIIIOMEpaTa UCKYCCTB.
Nmenno Ttakumu kadecTBamu obOmaman [lasen
HNocudosuu MBanos-Paakesud. B korme XIX — Ha-
yane XX BeKa OH CYILECTBEHHO MOBJIMSII Ha CIIO-
JKEHUE YHHUKAJIBHOTO XyJOXKECTBEHHOTO OOJIMKa
KpacHosipcka, crtocoOCTBOBaJ pa3BUTHIO U B3aUMO-
JIEUCTBUIO PA3IMYHBIX TPaAUIUN aKaJeMUYeCKOro
HUCKYCCTBa, UHUIMHUPOBAJ CO3/I1aHUE HOBBIX KYIlb-
TYpHO-00Pa30BaTeIbHBIX WHCTUTYIUNA, BBICTYITHI
aBTOPOM psiJla HOBATOPCKHUX TBOPUECKUX MPOEKTOB.
MacmrabHocts TananTa MiBanoBa-PajkeBuua, xop-
MeicTepa, KOMIIO3UTOpa, Iefarora, OTMe4aid MHO-
M€ HCCIIeJIOBATENM, M3YyYaBIlIHE €ro KyJbTypHOE
Hacnenue [1]. Penxas my3bIKaibHAs Omap&HHOCTH
[NaBra HocudoBuya ycuinBansach CHUHKPETHYHO-
CTBIO €T0 BOCHPHSTHS PAa3HBIX BHJIOB HMCKYCCTB.
Bo03MO0XHO, IMEHHO 3Ta MPHUPOIHAS CIIOCOOHOCTH
MO3BOJIWJIA €My HE TOJIBKO BJIMTHCS B KYJIBTYpHbBIE
nporeccsl CHOUPH, OCMBICITUTE UX M OCBOUTH, HO
U TIOAHSITH Ha 0oJiee BEICOKU MpodecCHoHambHbII
YPOBEHB, IPHUIaTh HOBBIH BEKTOP MECTHOMY CIICHA-
pHUI0 XYIOKECTBEHHOTO Pa3BUTHS, YTO MOTpPeOOBa-
JIO OT HEro NIyOOKOro MOHUMAaHMs PEerHOHAIbHBIX
ocoOenHocTel. Tak, OTMETHM CBOICTBEHHBIH CH-
OMpCKON KyJAbType CHHKPETHYHBIA MPHHIHUI pa3-
BHUTHSI HCKYCCTB. XyIO)KECTBEHHYIO KU3HB TOPOJIOB
HACHIIIANA «MHAKCTOBBIC» MEPOTPHSITHS, HHTETPHU-
pOBaBIIME U CHUHTE3WPOBABIINE MHOTHE TBOpYE-
CKH€ HaIlPaBJICHUS, CO3IABABIIIHECS JIIOOUTEITHLCKHE

KPYXXKH U 00IIecTBa 00BbeIUHSIIN aJIeTITOB Pa3iInd-
HBIX BUJOB UCKycCTB. B KpacHospcke cHHKpeTH3M
ONPEAEISUT XApaKTep XyHNOXKECTBEHHOM Cpelpl U
KyJBTYpHOTO TIPOCTPAHCTBA.

Kpome Toro, ycnoBusi OpMUPOBaHHUS U JMHA-
MHUKa XyJOXKECTBEHHOW xu3HH CHOMPH 3aBHCEIH
OT MUTPAIMOHHBIX TBOPYECKUX CHII, TPHOBIBABIINX
W3 KPYIHBIX KYITBTYPHBIX IIEHTpOB (TopomoB EBpo-
nieiickoii Poccun u 3apybexxnoii EBporbr) Ha me-
pUQEpHI0 U BBITIONHABIINX JOHOPCKYIO (DYHKIIHIO.
Braronapst neHTpOOEKHBIM ITOTOKaM, TBOPYECKOM
NEeSITEIHOCTH MUTPAHTOB U KYTETYPHOMY KOHTaK-
Ty C MECTHBIM HACEJICHUEM IMPOUCXOAWIO CIIOXKE-
HUE YHUKAJIbHON Xy OKECTBEHHOM Cpelibl PETHOHa,
IIOCTEIIEHHOE YKOPEHEHUE U OCBOCHHUE B HEW aka-
JEMUYECKHX TpPaJHIUi, OOHOBICHHE TBOPYECKUX
[IPOLIECCOB M MX peanu3anus Ha 0ojee BbICOKOM
Ka4eCTBEHHOM ypOBHE.

Beienum Taxoke TOT (DaKT, 9TO MUTPALUOHHBIE
MOTOKHU (KaTopKaHe, CChUIbHBIE, BOCHHOIUICHHBIE,
OeXKEHIbI, IBAKYUPOBAHHBIE, PEIIPECCUPOBAHHBIC),
CYIIECTBEHHO aKTUBU3UPYSICH B TOJBI KPYIHBIX CO-
[UATBHO-TIOJINTHYECKUX KaTaKJIM3MOB (BOCCTaHHH,
BOITH, PEBONIIONMN) W 3HAYUTEIHHO YCHUIHMBASA TPU
3TOM O3HA4YE€HHOE BHIIIE [IEHTPOOEKHOE IBIKECHHE,
MPUBOAMIN K BPEMEHHOMY I€pepacipeiesieHHuI0
KOHIIGHTPALlMM TBOPYECKUX CHJI BHYTPH CHCTE-
MBI OTEYECTBEHHOH KYJIBTYpPBI, SIAPOM KOTOPOH Ha
ONPEACIIEHHOM UCTOPUYECKOM ATalle CTaHOBWINCH
nepudepuitaple cuOUpCKHe Toposa.

[ToMruMO Ha3BaHHBIX «IPHUILIBIX» ITOTOKOB,
CBSI3aHHBIX, MPEXKIE BCEro, C KYIBTYpOH CCHIIb-
HBIX, KOJIOCCAJIbHOE BIIMSHUE Ha TBOPUECKOE pas-
BuTHe CHOMpPH OKa3aM OTIASIHHBIC MOABUKHUKHI
uckycctBa. Ix 100poBOIbHOE MPUOBITHE B PETHOH
OBLIO PEIKOCTHIO, & MUCCHOHEPCKAs e TEILHOCTD
B 00JIaCTH KYJIBTYpHI TpeOOBajia CTOMYECKOro Tpe-
OJIOJIEHUS CIOKHOCTEH, CBA3AHHBIX C TEPPUTOPH-
ATHHOW HM30JAIMEN PEeTHOHA OT XYI0)KECTBEHHBIX
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LIEHTPOB, C CYPOBBIMU KIIMMaTH4E€CKHUMH YCJIOBU-
MU, C HHU3KOH OOpa3oBaHHOCTHIO HACENICHUS H
HE3aUHTEPECOBAHHOCTBIO MECTHOM BJIACTU B OCY-
LIECTBJICHUU KYJIBTYPHBIX IPOLECCOB.

[epeunciieHHble 0COOEHHOCTH KYJIBTYPHOTO
pasButus CuOupu B TOITHON Mepe OTpa3uiINCh Ha
TBOpueckoM Iyt MBaHOBa-PajkeBnya, KOTOPBII
nmobpoBosHO M30pait cronmiy Exnncerickoit Tyoep-
HUHU MECTOM CBOEH KM3HEEATEIHOCTH Ha 25-11eT-
Huil nepuox (1897—-1922 roasl) u cMOT HE TOIBKO
IIPEOAOIETH CI0AKHOCTH UCTOPUUECKOTO 3TAIIA, CBSI-
3aHHOrO C [lepBoif MUPOBOI BOHOM, peBoIOLIEH
u ['paskiaHCcKOM BOIMHOM, HO U COAENCTBOBAJ TBOP-
yeckoMy pacuseTy KpacHospcka.

I1. . sanoB-PankeBud ponmics 4 mapra 1878
roga B IlerepOypre. C cemu jieT Hadana paboTarh
MIEBYMM B PA3INYHBIX XpaMax, a B IBEHAIATh OB
MIPUTTIAIMIEH B TAHCHOH U3BECTHOTO MTETEPOYyPrcKoro
perenta A. C. ®areeBa, rae onapEHHbIE MATBUUKA
YUHIINCHh MY3bIKe U menu B xope Kazanckoro co6o-
pa. B 1894 roxy mocTynmi B mepBbIii KIacc PereHT-
ckoro otaenenuss Hwmmneparopckoi IIpunBopHoii
IIEBYECKON KaleJuIbl, IpoAosnKas neTs B Kazanckom
cobope. OH yXxe B I0HBIE TOBI TPAMOTHO PYKOBOIHII
Hapoasbim xopom mipu co0ope 1 yCTIeITHO 3aMEHsIT
IJIaBHOTO PETeHTa Ha OCHOBHBIX CIyX0ax B Xpa-
Me. Ilo oxonuanuu IlpunsopHoii kamesisl IlaBen
HocudoBry npuHsIT NpUDIANIEHUE HA JOJDKHOCTD
Ipernoaasaress eHus U My3blkd B KpacHospckoit
Yuurenbckoit ceMuHapuu'.

K xonmy XIX Beka mporecc My3bIKaJbHOTO 00-
YYEHHSI B paMKaxX CHCTEMBI HApOJHOTO 00pa30BaHUs
B KpacHosipcke npo1én onpeaesi€HHbIi My Th CBOETO
CTaHOBJIEHHS, HO IO-IPEXKHEMY CYLLECTBEHHO TOp-
MO3HJICSI KaJpOBBIM Ie(PHUINTOM M, OTYACTH, HEJIO-
cratkoM ¢uHaHcuposanws. [1. U. VianoB-Pajikesuy,
npuexas B KpacHospcK, He ycrieBall yOBIETBOPSITH
npuramenus. [IoMuMo OcHOBHOTO MecTa paboThI
B YUHTENbCKON CEMUHAPHH, B IIEPBBIE I'O/IbI OH IIpe-
nojasail nesue B JlyxoBHOH cemunapuu, /JyxoBHOM
yuuuile, EnapxuanbHoOM xKEHCKOM yuwinie, JKeH-
CKOM TruMHa3uM, TeXHUYECKOM KeJIE3HOAOPOKHOM,
Pemecnenrom u ['oponackom (TpEXKIACCHOM, a 3aTeEM
TpaHC(HOPMHUPOBAHHOM B YETHIPEXKIACCHOE) Y4H-
muiax. K Hagamy Broporo necstuinetust XX Beka y
[MaBna MocudoBuya ocranack My3bIKaJIbHO-TIC/A-
TOrMYecKas IPaKTHKa B Y UUTEIbCKOM CEMUHAPUU U
JKenckoii TMMHA3KUU (HE CUMTAsi YACTHBIX YPOKOB)?,
a 3aTeM K MOCITy>KHOMY CITHCKY y4eOHBIX 3aBEICHUI
J00aBHIICS OTKPBITHIA B Toposae B 1916 romy Yum-
TEJbCKUI UHCTUTYT'. B 4mciie 3HAYMMBIX HOBAIUiA
nemaroruueckoit aesrenpaocty Iapna Mocudoruua

— co3/IaHue cMemanHoro xopa (6onee 60 genoBek)
13 Y4eHHUKOB JKEeHCKOM T’MMHA3UM U Y UUTEIILCKOH ce-
MUHapHUH, KOTOPBIA TaKke ObUT OTKPBIT IS IPOCBE-
MEHHBIX JIFOOUTENEH U3 «B3POCIIBIX IOCTOPOHHUX.
OH npuHMMaI yyacTe BO MHOTHX KOHIIEpPTaX U MO-
CTaHOBKax cueH u3 orep B KpacHospcke («OKuzub
3a Hapa» M. I'munku, «Mazenay» 1. YaiikoBckoro,
«Awugay IIx. Bepau u 1p.)*. HekoTopble U3 I0HBIX XO0-
puctoB MBanoBa-PankeBrnda B OymyIeM COCTaBHIH
MHUPOBYIO MY3bIKaJIbHYIO 3uTy. M. CragKoBCKHiA,
BBIITYCKHUK YYUTEJIbCKON CEMHUHAPUHU, OKOHYMII
[leTepOyprckyto KOHCEpPBATOPHIO M CTaJl COMHUCTOM
Mockosckoro bomsoro tearpa. I1. CioBiioB nocie
JyX0oBHBIX yunmnuina u cemuHapuu B KpacHospcke
powén Kypc B MOCKOBCKOI KOHCEPBATOPUH, COJIU-
poBajl Ha BeAyLIUX clieHaxX cTpaHbl — B KueBckoil
onepe, Haponuom nome B Ilerporpane. M. Tokape-
BUY, OJIHA U3 «MY3bIKaJIbHBIX 3BE3104eK» JKeHCKoU
TUMHAa3MH, CTajla COJIMCTKON MUIIaHCKOM onepsbl.

[MaBen MocudoBud ObUT CaMbIM MOMYJISIPHBIM
YaCTHBIM II€aroroM 1o (oprenuaHo, odIee Yuc-
JI0 YYEHHWKOB-TIMAHUCTOB 3a TOABI, MPOBEIEHHBIC
B Kpacnospcke, nocturano 50 genosek. [lomydas
KpPEeNKylo HCIOJHUTEIhCKYI0 0a3y, HEKOTOpHIE W3
HHUX, B TOM YHCJIC €T0 COOCTBEHHBIE CHIHOBBS AJICK-
cannp ¥ Hukonaif, ycnemHo mpomoipkanu o0yue-
HHE B POCCHICKHMX CTOJIMYHBIX KOHCEPBATOPHUSIX®.

B npodeccronansHoli cpese aBroputet MBaHO-
Ba-PagkeBnua ObLT a0COMIOTHRIM. MHOTHE KOJIJIETH
oOpamanuchk K HEMY 32 COBETOM M KOHCYJBTallU-
eil: CBeTCKME XOpMeicTepsl W LEPKOBHBIE percH-
o1 — M. I'. Kapenun, K. I'. lllxnsp, B. B. MBaHoB,
®. B. MscuukoB, C. @. AbasHueB, IUPHKEPHI
— B. H. llamupo u A. JI. MapkcoH, mapTHEPHI 1O
KOHIIEPTHOM CIIeHE, B MPOIUIOM OBIBIINE YUYEHUKH
—I1I. . CaoBuos u M. K. CnankoBCKknii 1 MHOTHE
moburenu. [lamy MocudoBudy HaHOCHIIA BU3UTHI
MIPUEIKHE M TaCTPOIMPYIONINE MYy3BIKAHTHI — Ha-
MIpUMeEp, AUPIKEPHI MTEPEIBUKHBIX OMIEPHBIX TPYTII
M. M. Quseiickmii u A. A. DiixeHBanpa. Yacto
B €T0 KBapTHPE yCTPAUBAIMCH My3BbIKAJIbHBIC BEUE-
pa ¢ yuactueM JiroduTesei u npopeccunoHanos’.

IIpakTnuecku cpa3zy no npuesne II. M. Hga-
HOB-PajikeBnY BowIEN B cocTaB mnpasieHus KpacHo-
SIPCKOTO OOIIIecTBa JIIOOUTENEH MY3BIKA U JINTEepa-
Typbl, opunuansHo (QyHKIFOHHpOBaBIero ¢ 1886
roma. Onmpasce Ha CBOM MeTepOyprcKuil OMBIT, OH
rpaMOTHO M yMello pykoBoawi xopoMm OOriecTsa,
TIOBBIIIAsI €T0 UCIIOJHUTENLCKHI YPOBEHb, OOHOBIISIS
penepryap, ycTpauBas CaMOCTOSITENIbHBIE TyXOB-
Hbie KoHIEpThl’. K coxkanenuto, OOIIECTBO Kak op-
TaHW3aIMs MPAKTUYECKH TEePECTano CyIEeCTBOBATh
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K KOHIy niepBoro aecsatuierns XX seka. I1. . MBa-
HoB-PankeBnu B 1910 roxy nmpuHsI y4acTue B CO3-
JaHuM HOoBOro Mys3bikankHOTO obmiectBa B Kpac-
HOSPCKE, OOBEIMHUBIIETO EAMHOMBINUICHHUKOB
B 00NacTH akaJeMHYecKOro HCKYycCcTBa, mpodec-
cuoHanoB u jrobuteneii. [lpu My3pikamsHOM 00-
mecTBe OH CGHOPMHUPOBAT JIFOOUTEIBCKUN CHM-
(ornyeckuii opkecTtp, HacumThiBaBmIMK 20-25
YeJIOBEK, M YCIeIHo ympasmsul uM®. Hecmorps
Ha HEMPOAOIDKUTEIBHOCTh (PYHKIIMOHUPOBAHUS
3TOro OOIIECTBa, OPKECTP TOJ PYKOBOACTBOM
II. Y. MBaHoBa-PankeBHya ¢ pasjiMuHbIMH U3MEHE-
HUSIMH B COCTaBE IIPOCYIIECTBOBAN BILIOTH /10 1919
rona. [TaBen MocudoBnd npuBiék K urpe B KOJUIEK-
THBE «B3POCIBIX» MPOPECCHOHATLHBIX MY3bIKAHTOB
U JIOOWTENeH, a TaKke ydJalmxcs KPacHOAPCKUX
['yOepHCKOM MY)KCKOW THMHA3uU M YUHUTEIbCKON
ceMHHapHH. B 3TuX y4eOHBIX 3aBeIeHISIX PETo/a-
BaJICh MHCTPYMEHTAJIbHBIE MY3bIKAJIbHBIC TUCIIH-
IUTMHBL. B cocTaB opkecTpa BXOIWIM YETHIPE ChIHA
II. . IBanoBa-PankeBnua, rumHa3ucTsl KoHcTan-
ThH, Anekcanap, Muxann u Hukomnaid, mpeycnes-
M€ B OBJAJCHUHA HABBIKAMU WIPHI Ha KIApHETE,
BaJITOPHE, TPOMOOHE W TPYOE COOTBETCTBEHHO’.
B wucnonnennm xomiexktuBa 3Bywanu: «MemaHxo-
nmus» O. HanpaBauka, «Banbc-Danrazusy» M. [ua-
ku, Andante n3 Uerséproii cumdponun 1. Yaiikos-
CKOro, yBepTiopa K oriepe B. A. Monapra «CBaan0a
®urapo», dpoprenuannpie koHIEepThl O. Mennens-
cona d moll u g moll, conucramu B KOTOPBIX BBICTY-
TN YacTHBIE yueHnku MiBaHoBa-PankeBrn4a — rum-
Hasucthl JI. Kosnos u JI. ['mHOypr [6, c. 114, 141].

[TaBen MocudoBry o0magan KOMIO3UTOPCKUM
mapom. OH OTHaBajl MPEANOYTEHHE B COYMHEHUU
MY3bIKH KaMEpHBIM BOKAaJbHBIM JKaHpaMm (CBeET-
CKMM H LIEPKOBHBIM), YTO BO MHOTOM OBLIIO CBA3aHO
C TIeJarOTHYecKoil paboTON M 00SI3aHHOCTHIO TMPO-
BOJIUTH CITy>KOBI B IOMOBBIX LIEPKBSAX MPU YIEOHBIX
3aBepeHmssx. C 1902 roma MBaHoB-PangkeBuu Imy-
ONMMKyeT CBOM AYXOBHBIE TIECHOIICHUS B M3/1aTelb-
cree II. FOprencona B Mockge'’. Bepiunoii ero
CBETCKOM KOMITO3UTOPCKOM JesTeNbHOCTH CTajia
netckas onepa «LlapeBHa 3eMusHIYKa», HAIMCAH-
Has B 1914 roxy. Kak muanmym 11 e€ mocTaHoBOK ¢
1914 o 1919 rox sunmcs s KpacHosipcka HOBa-
TOPCKUM U OecTpereIeHTHBIM MTPOEKTOM, KOTOPBIN
CBEJl B «OJHOM TOYKE» BECh MPENBLAYLIUI pa3any-
HBI KynbTypoTBopueckuii onbT IlaBma HMocugo-
BHYa KaK TeJarora, AUpmwiepa, xopMmeicrepa, KOM-
MO3UTOPA, OOIECTBEHHOTO JICATENS U TATaHTIMBOTO
opranmzaropa [Tam xe, ¢. 172—180]. K ucnonaenuto
onepsl MBaHoB-PankeBny npusnék yyamuxcs XKen-

cKkoi 1 MyXCKOM TMMHa3Mil (B TOM YHCIIE CBOUX
CBIHOBEH-WHCTPYMEHTAINCTOB), «B3POCIBIX» MY-
3BIKAHTOB-JIIO0UTENICH U CUM(OHUYESCKHI OpKEeCTP
ieHHbIX odumepos [lepBoit MUPOBOIi BOITHEI, pa3-
MemaBmuxcs B Jarepe omm3 Kpacuospcka. B aém
WTpaj BBITYCKHUKH EBPOMNEHCKUX KOHCEpBATo-
PHIA, CONHCTBI 3apyOEeKHBIX OPKECTPOB M TEaTPOB.
[To3HaKOMHUBIINCH C WX TBOPYECTBOM U BBICOKUM
MacTepCTBOM Ha CIIEHE OJIHOTO W3 JarepHbIX Oapa-
koB, IlaBen MocnoBud BBICTYNHII WHUIIHATOPOM
MHTEPHALMOHAJIILHOTO TBOPYECKOIO COTPYIHHYE-
CTBa, JOOMBIIUCH COOTBETCTBYIOIIETO pa3perieHus
Y MECTHOM BJIACTH, & KPACHOSIPCKUE IOHBIE MY3bI-
KaHTBI CMOTJIA MPUOOITUTEHCS K OCSCIICHHOHN ITKOJIe
MactepcrBa!!. OmepHble CIIEKTAKIM MTPOXOIMIN Ha
cuene lopoackoro tearpa KpacHosipcka, 3a au-
prKEpPCKUM IyasTOM cTostl aBrop. B 1916 romy
KOMITO3UTOP OTIIpaBMI pykKomuch «llapeBHbI 3eM-
nsanakn» B MockBy k C. . 3uMuHy B TIOTydniT
OTBET, YTO IOCTAHOBKA OIIEPHI B TEATPE 3aIIaHUPO-
Bana Ha 1917 rox'?. OnHaKo U3-32 PEBOTIOIIMOHHBIX
COOBITHH 3T HAMEPEHHSI HE OCYIIECTBUIIHCH.

3aBetHoit meutoit IlaBma MocudoBuya Obuia
opraHu3anys My3blKanbHOH ImKoiael B KpacHo-
spcke. llepBoe mpodeccnoHambHOE TMOCTOSHHO
JICWCTBYIOIIEE MY3bIKaJbHO-00pa30BaTrebHOE Y-
pexnaeHue B ropoge Ha EHucee OTKppUIOCH BO Bpe-
Ms coBeTckoi Binactu B 1920 romy. OHO HOCHIIO
Ha3BaHue HapoJHON KOHCEpBATOPUHU U COEAUHSIIO
YepThl COBPEMEHHON HAa4YaJIbHOM U CpeAHed mpo-
(eccuonanpHOM mIKoN. MIHUIIMATOpOM €€ co3nanus,
[JJaBHBIM COCTaBHTENIEM Y4YeOHBIX IJIAHOB W TeEp-
BbIM nupekropoMm cran II. M. MBaHoB-PaakeBud.
B stom HOBatopckom it Enuceiickoit ryOepHun
(HO OTHIOAB HE VIS OTCUYECTBEHHON MCTOPUH) TIPO-
exre IlaBen MocudoBud cMOT HAUTH «TOYKY TIEepe-
CEUCHMsD» CTPEMJICHUI IEepernoBOMl My3bIKaJIbHOU
HHTEUIMreHuu KpacHosipcka v 3a1a4 KyJIETypHOTO
CTpOHUTENLCTBa OobiIeBHKOB. HaponHas koHcep-
BaTOpUs YCIEIIHO CUHTE3UPOBAJIA CTAPbIE U HOBBIE
bopmbl yueOHO# aesTenbHOCTH . OMHAKO TBOpYE-
ckue untepeckl [1apna Mocudosruia He orpaHuyu-
BaJIMCh MY3BIKUJIBHBIM MCKycCTBOM. IIo mepe cun
OH COZACHCTBOBAJI PA3BUTHUIO Xy[0’KECTBEHHOM KM 3-
HU IOpoja, B TOM YMCJIE NOLJEP/KUBas CTPEMIICHUE
CBOEI0 TPETHETO ChlHA MHXauia K 3aHITHIM U30-
Opa3uTeNbHBIM UCKYCCTBOM.

B 1910 rogy 6marogapst ”HUITMATHUBE BBIIAIOIIC-
rocst pycckoro xkuBomnuciia B. M. CypuxoBa B Kpac-
HOSIpCKE Hayalla paboTy XyHZOXKECTBEHHAas INKOJNA.
Cpenu e€ epBhIX YICHUKOB OB ICBATIIICTHUN Mu-
xann VBanoB-PankeBrd. OH «yCHJICHHO 3aHUMAJICS
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B PucoBasibHOM 11IKOJIE, ¥ €T0 YUUTEINb XylnoKHUK Ka-
paraHoB ObUT foBOJIeH M. [loMrMO pricyHKa KapaH-
JlalioM 1 ymi€M, OH Hadall mucarh MacioM. B gome
MOSIBIJIMCH BCE aTPHOYThI XYJIOKHHUKA: SIITUKU C Kpa-
ckam#, onmnda, MTaTuB, KUCTH, XOJICTHI, TOJPaMHHU-
K{, CKpeOKH, TaJINTpa, — CJIOBOM, OECIopsiKa. .. He
obeperibesin 4. PBeHHE K HCKYCCTBY, KOTOPOE TTOME-
yaiy A0OMOUYaalbsl Muxamna, OTIHYano BCeX PeosT,
yAIUBIIUXCS KUBOIHCH. C HIMH paboTaIy TaTaHTIIN-
BbI€ T€IarOTH, KOTOPHIe, UMesl CTOIMYHOE Tpodec-
CHOHAJBHOE 00pa30BaHUe, aKTHBHO COJICHCTBOBAIIH
(hopMUpOBaHHIO XyIOXKECTBEHHOH cperbl KpacHosip-
cka. Tak, Muxawn I'puroppeBrny Kocteines, Bocnu-
TaHHUK MOCKOBCKOTO YUWJIMINA >KWBOTIMCH, BastHUS
1 30/149ecTBa, 10 1912 roma paboTait B JOIDKHOCTH 3a-
BeAyromero mkoyioi. Anekcannp I'puropsesud Ilo-
TIOB, BBIITYCKHUK AKaJIEMHHU Xy[AOKECTB, IPETIOIaBa
Jetsm sienky. Jmurpuii TnnokenTheBud KaparaHos,
TaKXKe MOJYYHMBIIMNA aKaJeMHYecKoe 0Opa3oBaHHE,
BEN YPOKH TI0 KUBOITUCH U PHCYHKY.
[enarornueckas meronuka Kaparanosa Obuia
yHUKaJNbHOU. JIMUTpuii ITHHOKEHTHEBHY Ha CBOUX
ypOoKax Joomi neTh ¢ getbMu. OH cUUTA, YTO MY-
3BbIKa, MPOHUKAS B AMOIMOHAIBHBIA MHp peOE&HKa,
YCHJIMBAET BBIPA3UTEILHOCTh HW300Pa3UTEIHHOTO
A3bIKa W TIOMOTAET BBIIBUTH TBOPYECKHE OCOOCH-
HOCTH Ka)KJIOTO 4epe3 XyJOXKECTBEHHBIN IpoLecc.
Takoli CHHKpETHYHBIH METONl 00Y4EHUsI, B KOTOPOM
SA3BIKA M300PA3UTEIHHOTO U MY3BIKAJIHHOTO UCKYC-
CTBA YCHUJIMBAJIM JIPYr Ipyra, JErKO BOCIIPUHUMAJ-
cst netbmu. st Muxaunia JaHHBINA TI€aroruae CKUm
noaxof ObUT CO3BYYEH CTHIIIO KH3HH €r0 CEMbH.
B nome HBanoBeix-PamkeBmuedl mapmia ocobas
TBOpUECKasl cpella, HACBIIEHHass OOIICHUEM MYy-
3BIKAHTOB W kuBonHcieB. [1aBen Nocudosuu mpy-
KW C KPACHOSIPCKUMHU MacTepaMH, «OY€Hb JTIOO0MIT
JKUBOIINCH, M XyAOKHUKH MOCTOSTHHO OBLTH Y HETO
B nome»': A. T TTonos, A. C. Ceprees, H. K. Kon-
crautuHoB, M. I. Koctbines. Ilpuxonss B roctu
K MY3bIKaHTY, OHU COBETOBAJIUCH C HUM IIO IIOBO-
Jly CBOEro TBOPYECTBA, YacTO IPUHOCHIU CBOHU
paboTBI, HEKOTOPBIE NAPHIN PATYLIIHOMY XO3SHHY.
B roctuHOM Hax posieM Bucena macka berxose-
Ha pabotsl [lomoBa. B aToii e kOMHaTe «pajoBa-
7a m1a3 HebospIIas KapTHHA TOBapHINa Mo padorte
B YuuTenbckoil ruMHa3nu — AHToHa CepreeBuda
CepreeBa — Xy/Io)KHIKa M TIPENOAaBaTeNs pUCOBa-
Hus'¢. Hat muBaHOM pacmosiaranack 0oJibIiast Kap-
trHa KocThineBa «PanHss BecHa Hag EHMceem».
Mexny stum xuBonucuem u IlaBinom HMocu-
(hoBHYEM CIIOXKHINCH 0COObIE B3aUMOOTHOIICHHUS.
IIpuexaB B KpacHOsSpCKk cOBCEM MOJIOIBIM, MY-

3BIKAHT Ha4aJl MPEIoJaBaTh B KEJIE3HOIOPOKHOM
TEXHUYECKOM YUHIIUINE. 3AeCh K€ paboTal n3BecT-
HBI B ropoae xyaoxHuK Koctemes. Mx oOmenne
MEPEPOCIIo B JIPpYKOy, YKPEMUBIIYIOCS TIOCIE TOTO,
KaK OHM CTajJ¥ YYWUTENSAMH Ui A€TEH ApYT ApyTa.
Mumra yumicst B PucoBanpHO# mikone, a Onbra —
«oub KocTpurieBa cucTeMaTHyeckd 3aHHUMallach
y IMaBna Mocudosuya no doprenuano»'’. Tlams-
TBIO 00 JTOH Jpy)Oe CTalm MOPTPET My3bIKaHTa
kucty Kocteuiea'®. MHOro JIeT 3TOT XOJICT, KOTO-
pblil oueHb HpaBuwics MBaHoBy-PankeBuuy, ykpa-
may CToNoBylo naoma. OIHAKO MOPTPETHPYEMOTO
HE yCTpauBaja JJWHA 30JI0TOM LENOYKH YacoB,
KOTOpasi CBEIIMBAjach «OT JKMJIETHOW NETEeIbKU
K )KWJIETHOMY KapMaHy ¥ HECKPOMHO NTPUKOBBIBAJIa
K ceOe BHUMaHUE KaXKIO0T0 3puTelss. Murma caenan
e€ mouTH mpsiMod M KopoTkoi. Temepp orer| ObIT
noBosieH»'?. DTO MPOM30MLIO TOr/a, KOrma aBTopa
paboTh yKe He OBLIO B JKMBBIX, a FOHOIIA JOCTUT
3HAYUTEIHHBIX YCIIEXOB B JKUBOIIHCH.

Ero crpemienue cTarh XymToKHUKOM HAXOAWJIO
TOPSIYYIO TIOAZIEPKKY OTIa, HECMOTPS Ha TO, YTO
y Muxaunia ObUIM UCKITIOUUTENBHBIE MY3bIKaJIbHEIC
cnocoonoctu. [Tasen Mocudosud 1r00mi1 conpopo-
JKIaTh ChIHA Ha TUIEHAIpax W HaOmio#ars 3a ero pa-
60T0#. Ha MHOTOYNCIIEHHBIX 3TIONAX TOTO BPEMEHHU
3ameuarnéH obpas craporo Kpachosipcka: Kysneu-
HBI€ PAJIBI, OTHOAITAXKHBIE IOMA, TAHOPaMBI OEPETOB
Enuces ¢ mauHpIMH KyHaJIbHSIMHU U OKPECTHOCTSMU
MOHACTBIps. E’XKenHeBHBIE MITyOUH Ha OTKPBITOM
BO3/yX€ U B yU4EOHBIX ayIUTOPHUSIX YTOUHSIIUCH CO-
BETaMH MPOPECCHOHATBHBIX XYIOKHHKOB, KOTO-
pBI€, BXOAS B OKPYKEHHE OTIIa, CTapauCh MOMOYb
IOHOMY KOJUJIETE ¥ COJIEHCTBOBANHN €T0 paboTe B CTY-
JTUH-KOMMYHE, CO3aHHOM B TOPOZE XYIOKECTBEH-
HbIM oTaenerneM npodeoroza PABUC B Hagane XX
Beka. O Muxamie Kak 0 caMOOBITHOM KpacHOsIP-
CKOM JKHMBOITUCIIE BCTIOMHHANHU Aejnerars! [lepsoro
che3/ia CHOMPCKUX XyAOKHHUKOB B 1927 roay?’.

B stot nepuon M. I1. IBaHoB-PaakeBuu yuui-
cs Bo BXYTENHe (Briciem xyno)kecTBEHHO-TEX-
HHYECKOM MHCTUTYTE) U pabotai ¢ P. P. ®anbkom?!,
OJTHIM M3 CaMBIX SPKUX MPEICTABUTENIEH PYCCKOTO
aBaHrapga Hayana XX Beka. Muxaun IlaBnoBuu,
BOCIIUTAHHBIN HA TPAIULIAAX PEANTMCTHYECKOM IIKO-
ne1 KaparanoBa, paroBait 3a opMHpPOBaHHE HOBOTO
A3BIKa B MCKYCCTBE, HaI€SICh, UTO «PACIBET KUBO-
mucH 6ar30K»22. TTom06HO OTINY, OH BCIO YKHU3HB TI0-
CBSITHJI CIYKEHHUIO OTEYECTBEHHOM KYJIBTYpe, BCET-
J1a TOMYEPKUBAL, YTO YCIIEXy CBOEMY OH, B IIEPBYIO
odepenpb, 0053aH KpacHOSPIIaM, BOCIIUTABIIINM €r0
Kak XyJIOKHHUKa>.
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TBopueckue ycTpeMiieHUsl AesTeled KylbTy-
pb1 Kpacnosipcka xoHna XIX — Hauana XX Beka,
cpelu KOTOpbIX Beayulyro pousb urpan II. M. Msa-
HOB-PajkeBHY, BBIBENIM Pa3BUTHE MY3bIKAJIbHO-XY-
JOKECTBEHHOM KU3HU ropoaa Ha 0ojee BBICOKHN
KA4ECTBEHHBII ypOBEHb B CPaBHEHUU C IIPEIbIAY-
UM 3TalloM. baraxk IpakTUYECKUX U TEOpeTHYe-
CKMX 3HaHMH, ony4eHHbIX [laBmom Nocudosruem
B Cankr-IletepOypre, BreuarieHus M MaMsiTh OT
OOIIeHNS ¢ XyA0)KECTBEHHBIMH JIUJIEPAMH ITIOXU H,
0€e3yCII0BHO, COOCTBEHHBIH MPHUPOIHBIA MOTEHIIHU-
ax — Bc€ 3TO COCOOCTBOBAJIO PACIBETY €T0 TBOP-
YEeCKOH 3HepruM B NpoBHHLKAIBLHOM KpacHospcke,
KOTOPBI M3HAYaJIbHO PacCMaTpUBAJICS UM HE Me-
CTOM CCBIIKHU H pPerpecca, a CBOOOJHON KYJIBTYPHOM
IJTOIIAAKON, KaXK/yIIe HOBBIX UJEH U MPOEKTOB.

ITorpy3uBIIUCE B MECTHYH KYJIBTYPHYIO Cpe-
Iy, OH CTaJl e€ LIEHTPAJILHOU, CHCTEMO0Opa3yoIieh
¢urypoii. ITaBen MocudoBud BIHST MPAKTHICCKH
Ha Bce Oa3zWCHBIE DIIEMEHTHI MY3BIKATBHOM JKH3-
Hn KpacHosipcka (MCITOTHUTENBCTBO, MEAAarOTrH-
KY, KOMIIO3UTOPCKOE TBOPUYECTBO, OPTaHU3ALNIO
KOHIEPTHOM kU3HH), GOPMUPYS X U BBICTpaUBas
B €MHYIO, CTPOMHYIO U Pa3BUTYIO CUCTEMY aKaje-
MHYECKOTro HcKyccTBa. OTHOBPEMEHHO B TOJIE €T0
HWHTEPECOB BXOAWIH TIOMCKU B OOJIACTH JKUBOTIHICH,
Tearpa, JIMTEpPaTypsl, NPOJABHUKEHUE KOTOPBIX OH
MOAJIEP’KUBAJL KAK HA JIMYHOCTHOM, TaK M Ha Ipo-
(eccuonanbHOM ypoBHe. B cumiy ucTopmuecknx
obctositenbeTB (IlepBoit MupoBoii u I'pakmaHckoi
BOHH, peBomtonuii) B KpacHospcke B Hauane XX
BEKa MPOUCXOAWIIO YHUKAJIBHOE IIEPECEUCHUE MacC-
mMTaOHBIX MHTPAIMOHHBIX BOJIH, COIEPKaBIINX
KpyIIHbIE TBOPYECKHE PECYPCHI B UYHCJIE BOCHHO-
IJICHHBIX, O€XXEHIIEB, «BBIHYXIEHHBIX» TacTpOiE-
poB. T'opox 6bu1 MOT00EH MOLTHOMY TBOPYECKOMY
[JIJABUJIBHOMY KOTIIY, COEAMHSIBIIEMY pPAa3JIM4YHbIE
TPamuIUM MY3BIKaJbHOTO M HU300pa3sUTEeNHHOTO

HCKyCCTBa, «TOPEHHE» KOTOPOTO BO MHOTOM Op-
raHu3oBbIBaiock W Hanpasisiiocs 1I. M. MBaHno-
BbIM-PasikeBndueM. BricTymas KOHCONMMIUPYIOMNM
WICHHBIM IICHTPOM, OH CyMeJ coOpaTh, 00bEIMHUTD
Y WHTETPUPOBATH BEAYIINE XyJ0KECTBEHHBIE CHIIBI
KpacHosipcka (MecTHBIE U «IIPHIILTBIE» ) i CPOPMHU-
pOBaTh HOBBIM KyJIBTYpHBIH 00pa3 ropoja.

B Hauane XX Beka IOCPENCTBOM JIMYHOCTH
WBanosa-PagkeBnua KpacHospck ObUT aKTHBHO
BOBJICUEH Cpa3y B JIBE CHCTEMBI «00OIOIOIOIE3HO-
ro kpoBooOpameHus» (tepmuH E. TpemOosenbcko-
ro [5]), nian «kpyroBpameHus» (tepmuH M. [Ipox-
xxuHo# 1 U. KoznmoBckoi [2]), KyIbTypOTBOPUYECKOM
nH(pOpMaIHH: TIOO0ATBHYIO (BHEIIHION), BBIPAKaB-
IIyI0CAd B HEMPEPHIBHOM OOMEHE «JIByX IOCTOSH-
HBIX BCTPEYHBIX TOKOB, CIIOITHOTO MaCCOBOTO JIBH-
KEHUSI MEXJIy IIEHTPOM U nepudepuel, cronuuei
Y IPOBUHIHEW» [4, ¢. 52], u ToKanbHYyIO0 (BHYTpEH-
HIOI0), 00€CTIEYNBABIIYI0 COTPYIHUYECTBO MEXKIY
MY3BIKAaHTaMH U XyJOKHUKAMH TOPOJIa.

B nerax UBanoBa-PankeBnda ero 1eiaoCTHOCTD
BOCIPUATHSL HCKYCCTBA CIIOBHO pa3BepHYIach M
CTayla pa3BUBATHCA IO OMpPEACNEHHBIM BEKTOpaM
— HHCTPYMEHTAJIBHOE HCIIOIIHUTENIBCTBO, JUPH-
KUPOBAHME, TIEJAroTuKa, KOMIIO3UTOPCKOE TBOP-
YEeCTBO, XHBOIIUCH, KYyIBTYPHO-OOIIECTBEHHAs W
OpraHu3aropckas JesTedbHOCTh. Oc000 OTMETHM
nuteparypHbiii nap Ilarna Mocudosuya, peanuso-
BaBIIMKCA B XKaHPE MEMYapUCTHUKU U IIE€PeIaHHbII
10 HAaCIeNCTBY ChiHy Auekcanapy?*. CymbObl ChI-
Hogei#l [laBna Mocudosuua (kak 1 MHOTUX JIPYTUX
ypokeHneB KpacHosipcka) HIUTFOCTpUPYIOT yCIIem-
HOCTh (DYHKIMOHHPOBAHHUA KYyIBTYPHOTO MOCTa
MEXIYy IPOBUHLHEH U CTOJULEH, CTPOUTEILCTBO
KOTOpOTO BO MHOTOM OBLIO 3ayiokeHo VBaHO-
BbIM-PajikeBuueM-cTapmmM, ¥ MOJHOIPABHOE
BKJIIOYEHHE CHOMPCKOTO TOposa B OOIINE TEHACH-
MU CTAHOBIJICHUS OTEUECTBEHHON KYIBTYPHI.
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B craTthe mpocnexuBaeTcs Mpolecc HayuYHOro MOCTHXKEHHS MYy3bIKalIbHOTO mpouuioro bamkupuu (ceromns
— PecnybOnuku bamkoprocraH) — omHoro u3 lOxHo-Ypanbckux pernonoB Poccum. ABTOp paccMarpuBaet
JIeATEIIbHOCTh UCTOPUKOB, JIUTEPATOPOB, XKypHanucToB HauyuHas ¢ XVIII Beka, uyell onbIT UMEJ NPUHLIUIHAIBHOE
3Ha4YeHUe Il My3bIKoBeaueckoil oosmactu. Toukoi oTcuéra obo3Hadatorcs Tpyasl [lerpa PrrukoBa, cocraBuBLine
(yHZaMEHT BCECTOPOHHEro H3yueHHs Kpas, a Takxke ordérel OpeHOyprckoit skcnenuuuu lBana Kupwuiosa.
Xapakrepusytorcs npousBenenus sureparypbl (Tumodes bensesa, Cepres AxcakoBa, Bnagumupa ams),
BBIJICJISIIOTCSL UIMEHa UCTOpUKOB, 3THOrpadoB (Pyda Uruarsesa, Jmurpus Bonkosa, Bukropa ®unonenko u np.).
3arparuBaeTcs 1esTeIbHOCTh OOIECTBEHHBIX 00benuHeHnii: O6mecTBa no u3ydeHuto bamkupuu, bankupckoro
otaenenuss Bcepoccuiickoro oOiiecTBa OXpaHbl NMaMSATHUKOB HCTOPUM M KyJbTypbl, OOLiecTBa KpaeBeloB
bamkoprocrana. Jla€rcst olieHKa HallpaBI€HUI UCTOPUYECKUX NOUCKOB kpaeBenoB Huxonas bapcosa, I'eoprus
I'yaxoBa, 3unauas! 'ynkoBoit, Mypana Paxumkynoa, Bmagumupa CxaumunoBa, 'amunsl benbckoil, Jlrommust
AranoBoii u 1p. [ToguépkuBaercst BaxkHasi posib MIHCTUTYTa HCTOPHH, S3bIKA U JTUTEPATYPHl Y PUMCKOTO HAy4HOTO
nentpa PAH i BceCTOpOHHEro Mo3HaHUsI PErHOHa, a TAKXKe ACSTENbHOCTh Y (PUMCKOTO MHCTHUTYTa HUCKYCCTB
B PacCILMPEHUH MOJIsl UCCIIEIOBAHUS MY3bIKAJIbHBIX SIBICHUH. PerynspHo opranuzyeMblie KOH(GEPEHIIMN TOKa3bIBAIOT
1[eJIeCO00pa3HOCTh KOHCOJIMAALMN HAyYHBIX HAlpaBICHUH. ABTOp NPUXOAUT K BBIBOAY, YTO JIOCTHIKEHUS
B PEKOHCTPYKLIMM U OCMBICIEHUHM MY3BIKAJIIbHOM MCTOPUU PETMOHA BO3MOXKHBI IIPU YCIOBUU COTPYNHHUYECTBA
MPECTAaBUTENICH PA3IMYHBIX 00JACTEeH 3HAHMIA.

KiroueBpie ciioBa: My3bikaibHas KyaeTypa HOxxHoro VYpana, My3bikanbHas ucTopusi bamkupuu, My3blkaibHas
ucropuorpadus, My3bIKAIBHOE KpaeBeleHHe, Y PUMCKHIA TOCYTApCTBEHHBI HHCTHTYT WCKYCCTB MMEHH 3armpa
Hcmarniona.

ELENA K. KARPOVA

Ufa State Institute of Arts named after Zagir Ismagilov, Ufa, Russia
ORCID: 0000-0002-5355-1573, elenaconstanta@rambler.ru

About Studying the Musical Past of Bashkiria:
a Historical Overview

The article traces out the process of scholarly achievement of the musical past of Bashkiria (presently —
the Republic of Bashkortostan) — one of the regions of Russia located in the South Ural Mountains. The author
examines the activities of historians, literati and journalists beginning from the 18" century, whose experience
was of principal significance for the domain of musicology. The referential point is formed by the works of Piotr
Rychkov, which comprise the foundation of comprehensive studies of the region, as well as the reports of the
expedition to Orenburg undertaken by Ivan Kirilov. Characterization is provided of works of literature (by Timofey
Beliaev, Sergei Aksakov and Vladimir Dal), the names of historians and ethnographers (Ruf Ignatiev, Dmitri Volkov,
Victor Filonenko and others) are highlighted. Mention is made of the activities of such social alliances as the
Society for the Study of Bashkiria, the Bashkir Section of the Russian Society for the Preservation of Landmarks of
History and Culture and the Society of Regional Scholars of Bashkortostan. Evaluation is given of the trends of the
historical discoveries of regional scholars Nikolai Barsov, Georgy Gudkov, Zinaida Gudkova, Murad Rakhimkulov,
Vladimir Skachilov, Galina Belskaya, Ludmila Atanova and others. Emphasis is made of the important role of the
Institute for History, Language and Literature of the Ufa Scholarly Center of the Russian Academy of Sciences for
comprehensive knowledge of the region, as well as the activities of the Ufa Institute for the Arts in the expansion of
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the fields of research of musical phenomena. The regularly organized conferences demonstrate the practicability for
consolidation of scholarly trends. The author comes to the conclusion that the achievements in the reconstruction
and comprehension of the music history of the region are possible upon the conditions of cooperation with each

other of representatives of various fields of knowledge.

Keywords: musical culture of the South Urals, music history of Bashkortostan, musical historiography, musical
regional studies, Ufa State Institute for the Arts named after Zagir Ismagilov.

CMBICTIUTh HCTOPHUYECKOE TMPOIUIOE POC-
CHUHCKHX PErmoHOB, BOCCO3/1aTh CTPAHHUIIBI
Pa3BUTUS My3bIKaJIbHOW KYJIBTYpPbI BO BCEM

WX MHOTr00OpasWu, BBIACIUTH (QHUTYPHI IpecTa-

BHUTENEH, Onaromaps CaMOOTBEP)KEHHOMY TPYyAY

KOTOPBIX 3aKJIaJBIBAIICS MPOYHBIH (QYHAaMEHT Xy-

JIO’KECTBEHHOM 3BOJIIOLINH, — 3TH 33a9H CTAHOBSIT-

csi Bc€ Oonee akTyaJIbHBIMH JJISI MCCIIeIOBaTENeH.

[ITnpoxuii 0XBaT COLMOKYJIBTYPHBIX SIBICHUH Mpea-

[oJIaraeT TECHBIE KOHTAKTHI MY3BIKaJbHOW HAyKH

¢ OOIIEeNCTOPUYECKIMH, HCKYyCCTBOBETYECKHUMH,

KyJbBTypoJloTHueckuMu  obmactsimu.  OGo3peBast

IyTH HAy4YHOTO TOCTIKEHUS MY3BIKAIBHOTO IIPO-

nutoro bamkupun, BakHO HE TOJBKO BBICBETHUTH

MMeHa MY3BIKaHTOB, CACNABIINX IIard B 3TOM Ha-

MIpaBJI€HUH, HO TaKXXe PacCMOTPETh ACSITEIHHOCTh

HCTOPHKOB, JINTEPATOPOB, KYPHAIUCTOB, €W OTBIT

MMeN TPUHLIUITHANBHOE 3HAaYeHHUE I MY3BIKOBE-

JCHMSL.

Toukoii oTCu€Ta HCTOPUUECKOIO KpaeBeje-
Hust FOkHOTO Ypana ctan u3maHHblid AkaneMueit
Hayk B IletepOypre Tpyn Ilerpa MiBanoBu4a Prru-
xoBa (1712-1777) «Tomorpadus OpenbOyprckas,
TO ecTh o0cTosTeN HOE onrcanne OpeHOyprekoit
ryoepaumn» (1762). Tpynsr «Komymba OpenOypr-
CKOTO Kpasi» — TaK Ha3bIBaJH aBTOpa, HA4aBIIETO
WCCIIEOBAaHUs O]l PYKOBOJACTBOM OTEYECTBEH-
Heix yuénbix U. K. Kupwiosa, B. H. Taruiuesa,
— coctaBuin (yHIaMEHT M3ydeHusa pernoHa. Ha
MPOTSHKEHUN YETHIPEX MEeCATHIIETHH OH paccMa-
TpUBaJI Teorpaduio, CTopuro Ypana, [1oBoKbs,
Kazaxcrana, oka3aBUINCh 3a4MHATENIEM 3KOHOMH-
yeckoi reorpadun Poccuu, a Takxke MepBbIM pyc-
CKUM 4JIEHOM-KoppecnoHeHToM [letepOyprcekoit
akagemuu Hayk (Mmmeparopckoit AkameMnn HayK
M XYyIOXXECTB, KaK OHa Ha3blBalach B CBOE Bpe-
Mma). U xota B cBonX paborax PeIUkoB He KacaeTcs
COOCTBEHHO KYJBTYPHBIX SBJIEHWH, WMEHHO €ro
TPYABI MOCITYXWIA OCHOBOH BCECTOPOHHETO TIO-
3HaHMUsS pernoHa. llepBrle omucaHus KyJIbTypHBIX
coObiTuit Y Pb1 HaxonuM B oTuérax OpeHOyprekoit
skcienumu (1734—1744) obep-cexperapss Cena-
ta, reorpada u xaprorpada Meana Kupumiosu-

ga Kupunosa (1689-1737) (cm.: [8]). OH numet
0 TIPOBEJCHUU IPA3THUIHBIX TOPKECTB, CBSI3aH-
HBIX C JKH3HBIO IIAPCKOTO JBOpa (TOMOBITUHEI
BOCIIIECTBUSI Ha TMPECTON HMIICPATPULIBI AHHBI
HNoaHHOBHBI), yHIOMIHAs IIEPKOBHYIO CITyKOy, ITy-
meyHyio mane0y, Qeitepepk. Llepemonnn ObLIO
MIPUHATO yCTpamBaTh C y4acTHEM BOCHHOTO Tap-
HU30HHOTO OpKECTpa, 3By4aHHE KOTOPOTO COIMpPO-
BOXKIAJIO MeCTBUsA, (peiiepBepku, Oabl.

CBoeoOpa3Hyi0 Jeronuch neHTpa bamkupun
— Ydb1 — ourn 200 JIeT COCTaBISUIM MPEICTABU-
Tenu cembu Pebermuckux!. Crapimee MOKOJIEHHE
OBLIH CBSILICHHOCTY)KUTEIIAMH, CPEIU UX TIOTOMKOB
— YUHOBHUKH, BOCHHBIC. KapTHHBI TOPOACKOTO My-
3bIKajIbHOrO ObiTa KoHIa X VIII — nepBeIX gecsTh-
netnit XIX Beka 3a)MKCHPOBaHBI B JTHEBHUKOBBIX
3amucsax Mmuxamna CeméHoBuua PeGennHckoro
(1769-1815)%. TlpuBiekaeT BHHMaHHE OIMCAHHE
BECEHHMX Mpa3nHukoB Hadana XIX Beka. Tak, Pe-
OenuHCKUI 1a€T, B YACTHOCTH, 3aPHCOBKH YIUBU-
TEJIbHBIX pa3BiieYeHU Ha MacjeHully — KaTaHue
[0 TOPOACKUM YIHIIAM Ha JIOIKAaX, MOCTaBICHHBIX
Ha Kosi€ca. Bnepenu exaiy «IeceabHUKW», My3bl-
KaHTBI, COOMpas TOJNIMBI 3pUTEICH W CIIyIIaresci.
[IpazmHoBanme ke Cemuka, TpoHUIBI COMPOBOXKIA-
JIOCh MHOTOYHCJICHHBIMU XOPOBOJIaMHU C TICHUEM U
mwssckami®. TeM caMbIM OOHapyKHBAaeTCsl MpPHMe-
yarenbHasg 4YepTa KyIbTypbl PETHOHA: B TOpOAax-
Kpenoctsax bamkupun, rae mpeobmamano pycckoe
HaceJIeHue, JIOJT0e BPEMS COXPAaHSUTUCh TPAAULINN
KpPECTBhSHCKOTO OBITA.

Bamkupckuii kpaid HaxoJUT OTpa’KEHUE B pyc-
ckoit muteparype. Hauano npoieccy noiaoxusna mno-
BecTh Tumodes Casenbeuua bemsesa «Ky3-Kyp-
gy (Kazawp, 1812). HammcanHoe KpemocTHBIM
openbOyprckoro nmomemnmka H. Y. Tumamesa mpo-
W3BEJCHUE CONEP)KUT IICHHEUIIINEe MaTepuabl s
W3YYCHHS MY3BIKAIIbHOW HCTOpHH Kpas®. ABTOp
KaK IIyOOKHM 3HATOK HAPOAHBIX TPATULIMHA I10-
Ka3blBa€T MX BCECTOpOHHE. BriepBbie B pycckoi
nuteparype aaércsi oOpa3 OalIKMPCKOTO CICIHA
— CKa3WTeNsl, My3BbIKaHTa, BBITIOIHSIOMIETO 0COOYIO
poib B HapomHoit cpene. OH ObLI1 CIOCOOCH BUACTH
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Y TIPE/IBUJIETh, XPAaHUTH NCTOPHIO POJIOB U 3arievar-
7eTh e€ B My3BIKaJIbHO-TI03THYECKOH (hopme. Hamm-
CaHHas BEChbMa CBOCOOpa3HoO, codyeTaromias Mmpo3a-
WYSCKHA TEKCT C MOITHYECKUM (MPTIK), IMOBECThH
BKJTIOYAET U TEKCTHI IECEH, 1 KOMMEHTapHUH aBTOPa,
Kacarolluecs COOBITHM, BRI3BABIINX €€ ITOSBJICHUE,
1 CTI0CO0O0B MCTIOJTHEHUSI.

YHUKaIbHBIM HCTOYHUKOM CBEICHUH O KYJb-
TYPHBIX TPAAULUAX YOUMCKUX ABOPSH, B TOM YHCIIE
U TPaIWIUsAX MY3BIKAIbHBIX, cTaja kHura Cepres
Tumodeeruua AxcakoBa (1791-1859) «/lerckue
roasl barposa-BHyka» (1858). ABTopckue ommca-
Hus ObITa mocienuero aecsatmwietuss X VI Bexa u
camoro Hagasia XIX pa3HBIMU IpaHsIMU PaCKpbI-
BAIOTCSI MEpeJl COBPEMEHHBIMU HCCIICIOBATEIIIMHE’.
AKCaKOB TIOKa3bIBaeT KPACOYHBIE KApTHHBI pPyC-
CKHX HApOTHBIX OOpSIOB C UTpamH, nmecHAMu. Ha
CTPaHHUIaX €ro KHUT TOBECTBYETCA U O JAETAJAX Ce-
MEHHOTO YKJIaJa ABOPSHCKUX WMEHHM, CBI3aHHBIX
C My3BIKaJIbHBIMHU pa3BiedeHusMu. K npumepy, aB-
TOp MeMyapoB NepeAaéT BIEYATICHHUS OT MOE3IKU
K MocKoBckomy momentnky H. A. JlypacoBy, ume-
HUS KoToporo Haxomwnuck B llogmockoBbe (ce-
rogas — My3eit-ycans6a JIro6muao), CumOupckoit
ryoepanu, CrepiauraMakckoM yesne mnox Y Qow.
Buazmess KpenocTHBIM TEaTpoM, TeaTpajbHOM IIKO-
JIOM, KaIleJuloM, pPOroBbIM OpkecTpoM, Jlypacos
yCTpauBa MPUEMBI C OOJIBIINM Pa3MaXOM.

I'myGokum wuccienoBatenem OpeHOYpPrcKkoro
Kpasi craj Bpay, nmucareib, dTHOrpad, JEKCHKO-
rpad, oguH U3 TepBLIX TIopkoioroB B. U. Jlanb
(1801-1872)%. Ecnu B XIX Beke [lans Ha3biBaIu
«@THOTpa(hMueCcKUM U3BO3YUKOM», TO B HAIIU JTHU
ero 0003Ha4yalT POJOHAYANBHUKOM 3THOTpadu-
YEeCKOTO HAmpaBiCHUsT B PYCCKOM JuTeparype’.
M3o0pakeHre >KW3HM, TPATUIUN My3WIIUPOBa-
HUS OalIKUp OH MPEACTAaBUJ B CBOMX JIUTEPATYyp-
HBIX TTpou3BeaeHmsX. [IpeancnoBue ke K TOBECTH
«bamkupckas pycanka» (1843), rme aBTop pas-
MBIIIISET O MY3bIKaJbHOW W TMO3THYECKOH CTO-
poHaxX HapOAHOW TpPaAWILIMW, >KAHPAX, HHCTPY-
MEHTapH#, MaHEpe WCIIOJIHEHNS, HA MHOTHE TO/IbI
COXpaHseT 3HaYeHHE NMEPBOOCHOBHI A OaIIKup-
CKHX (hOJIBKIIOPHUCTOB.

C MoMeHTa OTKpBITUSL Y GUMCKOTO I'yOEpHCKOTO
Mmy3es mpu CraructudeckoM komutete (1864, HpiHe
Hammonansuelit my3elr Pb) wmsydyenne kpast mpu-
oOperaer oOmecTBeHHBIH xapakrep. Muummaro-
pom BeIcTynui Hukomait Anekcanaposud ['ypBud
(1828-1914) — Bpau, uctopuk, craructuk. Ero mo-
MOIITHUKOM B OpPTraHU3aIIH My3€sl, CHCTEMaTHU3alli1
HUCTOPUYECKUX M JTHOTPAPUUECKHX MaTepHasioB

cTas mHxeHep, nureparop Koncrantna AHapeeBrd
Byx (1812-1895). bynyun Ha ciyx6e B Opendypre,
Byx comuszuiicst ¢ kommozutopoM A. A. AnsiObeBbIM
(oTOpIBaBIIEM cchuTKy B 1833—-1835), momnepxuBas
ero mIyOOKUi MHTEpeC K KyJIBType HapoJOB Kpas.
Ilo cBuperenbcTBYy HMCTOPUKOB, Byx mnepeBonuin
OalIKUpCKUE TIECHU HA PYCCKHH WM (PpaHIly3CKHUi
s3pIkK®. OCTaIOTCS HEM3IaHHBIMU JHEBHUKH Byxa,
KOTOpBIE OH BEN MHOTHE TOIBI U TAE HAIUIN OTpa-
KEHUE ¥ OPCHOYprekue, U yOUMCKIE CTPaHUIIBI €T0
ouorpadun’.

CorpynaukoM  CTaTUCTHYECKOTO  KOMHUTE-
ta ¢ 1865 roma cran Pyd I'appunoBnu Mrnarbes
(1818-1886) — nmuunocTs BeImatomasica. Okazas-
muck B barkupuu He o cBoeii Bosie'’, 3aHuMasICh
HCTOPUEHN, apXEONOTueN, CTAaTUCTUKOM, )KypHaIu-
CTUKOW WM MHOTHM JipyrumM, B 1860—1880-e rombl
oH xuBér nomnepemenno B OpenOypre u B Ye.
Bynyun my3bikanbHO 00pa30BaHHBIM, 3HAs SI3BIKU
(oxoHum [TapmKcKyto KOHCEPBATOPHIO KaK IEeBEI]
U TEOPETHK, a TaKKe MOCKOBCKMH JlazapeBckuil
WHCTUTYT BOCTOYHBIX A3BIKOB), OH MPOSIBIII TITy0O0-
KU WHTEpeC K MY3BIKaJbHBIM TPaJWLIHSIM Hapo-
noB Poccun. IrHaTtbeB mepeBOUI YCIIBIIIAHHBIE
UM OaIIKUPCKHE MECHU Ha PYCCKUH SI3BIK, JIETHII-
Csl CIIyXOBBIMH BII€YATIICHHAMH B CBOMX paboOTax.
MHuoroo6pa3Hbie HaOIIONEHUS, Kacalouiuecs oai-
KHPCKOTO MY3BIKAIBHOTO (OJBKIOpa, HAXOJIUM
B ero crarbe «CanaBat FOmnaeB, myraué€Bckuii 6pu-
rajup, MeBel ¥ UMIPOBU3ATOP», KOTOPast [ 3T-
HOrpadoB, QOIBKIOPHUCTOB SBISETCS HACTOJIBHOM
(em.: [1]).

3ametHas Qurypa cpeau JiertomnucieB bar-
KHpUH — yPUMCKHIA TopoJickol ronosa (B 1875—
1887 rr.) Amutpuiit Ceménonud Bonkos. OH cobpan
1 0000IIKI MaTepuabl uCTOpuH Y GBI 32 TIEPUOJ
¢ XVI go xonmna XIX Beka. CeMb TOMOB PYKOIIH-
ceil TOTOBWJINCH K WM3JAHMIO IO CIIy4aro Mpasf-
moBauus 300-metust ropoma (1886)'. Mmenmno
. C. BonkoB oOHapyxuil (akThl, Kacarouuecs
npeObiBanuss B Y(de CChUIBHBIX TOJSIKOB M Tea-
TpanbHOi mnoctaHoBku «Ilan BponucmaB» — co-
OBITHS, TTOJIOXKHUBILIETO HAYAJIO MY3bIKaJbHO-TEaT-
PaJIbHOM U3HU Kpas.

K konny XIX Beka MHTEpeC K My3bIKaJlbHbIM
TPaIUIUSAM PErHOHAa CTAHOBUTCS YCTONYHBEBIM, YTO
MTOKa3bIBAI0OT W MHOTOYHCIICHHBIE KypHAIHCTCKHE
nyonmukanuu (. JI. Hedénora, H. B. Pemesona,
H. A. KpamiennHHukoBa u 1p.)'%, a Takke mare-
pHaNbl MEPBOTO aKaJAEMUYECKOTO W3IaHMS, TIOITY-
YUBIIETO IIMPOKYIO H3BECTHOCTh, — «My3bIKa U
MIECHU yPaAIbCKUX MYCYJIbMAaH C OYEPKOM HUX OBbITa»
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C. T. PuibakoBa (Cankr-Ilerepbypr, 1897)8. Co-
Beplllasi Ooe3KM Ha Ypan no 3ananuio Pycckoro
reorpauieckoro ooiiecTra, Ppi0akoB BHEC 3HAUHM-
TENILHBIA BKJIAJ B pa3BUTHE (OJIBKIOPUCTUKH, IT-
Horpadu, a TAKKE KPaeBeICHUS.

Iox pykoBoACTBOM IperiofiaBaTelsi TMMHA3HH,
¢unonora-socrokoBea Bukrtopa Wocudosmuua
Ounonenxo (1884-1977)* B Ve Ob10 OCHOBAHO
«O01ecTBO M0 U3yYCHUIO MeCTHOTO Kpas» (1908),
KyJa BOILIM TpENojiaBaTeld, Bpadd, PabOTHHKH
3eMCTB. 3a HEOOJBIIION CPOK MOJIONION YIEHBIH CO-
OpaJt OKOJIO THICSYN IK3EMIUIIPOB KHUT 110 UCTOPUH
Bamkupuu'>. MHTepec MNpPEnCTaBIAOT, MOMHMO
HUCTOpUYECKHX TPYJAoB DUIOHEHKO (B YaCTHOCTH,
nccnenoBanus «bamKupe)), ICTOPHUCCKUE Odep-
KM TmpenogaBarenst ruMHasun B. A. Edpemosa's.
Pabora ObmiectBa nocne orbe3na OuoHeHKo of-
HaKo ObLIa HEJONITOH.

IIpu Axanemuentpe Hapkommpoca BACCP B
TEUCHUE ICCSITH JIeT PyHKImoHupoBaio «O0re-
cTBO 1o n3yueHuto bamkupun» (1922-1932) nox
PYKOBOJICTBOM II€Iarora, OpraHu3aropa HapoIHO-
ro oopaszoBanus lllapuda Xamuaymnosuua CroH-
genes (1885-1959). Ilpu ygacTum Takux H3BECT-
HBIX juTeparopoB, kak M. Tadypu, . HOnThIi,
H. Tarupos, X. ['abuTOoB W3IaBAIHNChH >KypHAIbI
«bamkupckuil Kpai», anpMmaHax «balIKUpPCKUN
KpaeBequyeckuii coopHuK» (o pen. CroHuenes,
Tpu BhImycka: 1926-1929). Ha ocnoBe OO6mme-
ctBa (pachOopMHUPOBAHO B TOMABI pPeHpeccHii) o0-
pazoBasics bamkupckuii Hay4dHO-UCCIEI0BATEIb-
CKMIi MHCTUTYT HAIIMOHAJIBHON KyiIsTyphl (1932),
BIIOCJICJICTBUH BBIPOCIIMIA B HAYYHBIH (UIHAT
AH CCCP (MuactutyT ncropuu, sI3bIKa U JIMTE-
patypsl). B mepBbie rofpl paboThl OH BKIIOYAT U
MY3BIKalIbHBIA  CEKTOp, COTPYOHHKH KOTOPOTO,
— a ato Obutn I. AnbmyxameroB, C. ['aOsmiu,
WN. CanteikoB, A. Kirouapés, — coenunsinu ¢Goib-
KIIOPHO-3KCIETUITHOHHYIO paboTy ¢ HaydHOMH !,

AKTUBH3aIUs KpaeBeIUeCKOTO JBUIKCHHS
CBs3aHa C co3maHueM Bcepoccuiickoro o0re-
CTBa OXpaHbl NMAMATHUKOB HCTOPHH U KYJIBTYpHI
(BOOIIHK, 1965). Cekmuro kpaeBeaenus bamxup-
CKOTO pecITyOIMKaHCKOTO OTAeIeHus Bo3riaBui Hu-
konaii Hukomaesuu bapcos (1901-1981) — craru-
CTHUK, SKOHOMUCT, 0ubmuodmit. O mpornuioM ropoaa
Ha CTpPaHUIAX PECHYOIMKAHCKUX Ta3eT PerylispHO
yOJIMKOBAIUCH cTaThu (B razete «Beuephss Ydar
1M ObLTa OTKpBITa pyOpHKa «Kity0 3HaToKoB Y QbI»),
OPTaHN30BbIBAJIMCH BBHICTYIICHUS HA TEICBUICHUH.
B 1990-e romer mamsatu H. H. bapcosa mpoBoau-
mch «bapcoBckue KpaeBeueCKUe YTCHUS.

YHUKaJIbHYIO KOJJIEKIIHIO TePCOHAIHH (OKO-
70 350 ThIC. KapTO4YeK) MO HCTOPHH M KYIBType
Kpasg COCTaBWJIM HH)XEHEPHI-CTPOUTEIH, CYIPY-
ru ['ynkoBel — I'eopruit @EnopoBud (1916—1995)
n 3uHauaa MBanosHa (1933-2008). Ununuupys
coznanme Jloma-myzest C. T. AkcakoBa, oHU yOe-
peryM HcTopuuecKkoe 3JaHue oT cHoca. Orpom-
HEBIN ¢akTonornueckuid marepuan ['ynkoBsl 0000-
i B uccnenoannn «C. T. AkcakoB. Cembs u
OKpYy)KEHHE: KpaeBemueckue odepku» [5]. Cpeam
HECKOJIBKUX JECSATKOB OMYyONMKOBAaHHBIX MU pa-
00T 3aciTy’)KMBaeT BHUMAaHUS U3JaHKE, B KOTOPOM
MpeANpUHATa TOMBITKA OOOOIICHHUS TEOPHUU U
MpaKkTHKA Kpaeemuecko paborel («Kpaeseme-
Hue. Teopust u nmpaktuka», 1995).

AKcakoBCKasi TeMa KPAacHOW HUTBIO IPOXOAUT
CKBO3b TBOPYECTBO MHUCATENs, mydnunrcta Muxan-
na AanpeeBrua UBaHOBa — OCHOBATEIIS M PE3UICH-
ta AkcakoBckoro ¢onna (bamkupckoe oraencHue
MexayHapogHoro (oOHAa CIaBSHCKOH HHCHMEH-
HOCTH U KYJBTYpbI), IHUPEKTOpa MEMOpPHAIBHO-
ro [Joma-my3es, aBropa xkHuru «KopHu u Kpona.
S 6611 B AkcakoBe» (1991). Ilo manmmarne @oH-
Jla yupexjeHa Beepoccuiickast auteparypHas mpe-
mus umern C. T. AkcakoBa, a Takke CTYICHUECKIE
AxcakoBckue crunerauu (¢ 2006 roma mpemmun)
JUTSL TIOOUIPEHUS M3Y4YeHHS W TOIMYJspr3alyud Ha-
cienust Akcakosa'®,

CocraBuTeneM psjia KpaeBeq4eCKHX COOpHH-
KOB BBICTynHJ 3aciyxeHHblid Bpada PCOCP Bna-
mumup Anaronmbesnd  CkaumioB  (1923-1996).
B wacTHOCTH, OH TOATOTOBMII K IEPEU3AAHNIO KHH-
ry C. f. EnnarpeBckoro «BocmoMrHaHus 3a TSATh-
necsat ynet» (Yda, 1984), comepkaliyto BayKHbIC
CBUIECTEIHCTBA MY3BIKAJILHON UCTOPUU Y (BI.

JIloKyMeHTBI 0 TpeObIBAHUH BEJMKOTO PYCCKOTO
neBma ®émopa lamsmuaa B Yde MHOTO NIET M3Y-
yajia MHXeHep 1Mo oOpa3oBaHuio ['annHa AnexcaH-
npoBHa bennsckas (1927-2004) — mpencemarens
MexperunonansHoro [lansnuHckoro ueHTpa, BAOX-
HOBHTENH MMAIAIUHCKOTO IBHXCHHS B pecITyOrKe.
Ona wuHCIpPHpPOBAJIA MY3bIKAJIbHO-TEATPATHHBIE
aKIMU, HAlpaBJICHHbIE HAa YBEKOBEUEHHE IMaMSITH
TeHUAJbHOTO AapTHCTa, AKTUBHO MOJAEp KHBAja
WCCIIEZIOBAaTENLCKUN MHTEPEC K KyJIBTYpPHOMY IIPO-
NIoMy peruona’’,

OnHO W3 3HAYNTENBHBIX SIBICHUIN KpaeBeICHUS
Bamkoprocrtana — npesrenpHocTs Mypana I'anu-
moBu4a Paxumkymnosa (1925-2015). ['maBHBIM pe-
3yJABTaTOM MHOTOJETHEH paboThl y4€HOTO, meaaro-
ra, JTUTepaTopa-KpaeBeja CTajla MOHYMEHTaJIbHAs
aHTonoruss «balmIkupus B PYCCKOM JMTEpaType»
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(1. 1-5, 1961-1968; nepeusn. 1. 1-6, 1989-2001).
TpyAHO MNEpEeOLECHUTh WHULMATUBY YYEHOIO H
B CO3JaHMU KHIDKHOU cepuH «30JI0ThIE POITHUKH»
(1978-1989), OTKpHIBITIEH AT ITUPOKOTO YUTATEIIS
OTPOMHBIN MacCUB JuTepaTypHoro Hacuenws HOx-
Horo Ypama®. Hemano cTpaHuI] OmyOIMKOBaHHBIX
MPOU3BENCHUIN COINPHUKACAIOTCS C MY3bIKaJIbHOU
KyJbTypou bamkupuu.

Konconmnpanus kpaeBeI4ECKHUX CHII MPOUCXO-
IUT B TOoAbI mepectpoiiku. O6pasyercs OOmiecTBO
kpaeBenoB PB (1989)%!, zarem VYdumckoe ropoa-
ckoe obmecTBo KpaeBeaoB (bamkupckmii dhumman
Poccwmiickoro ¢onga xynsTypsl, 1992), HBIHE HO-
csmee UMs ero ocHoBaredst Daropbl AXMepoBOi
(1828-2004). Bmigensercs Kak caMOCTOSITENbHAs
BeTBb y(aBeneHue?. OpraHuzaropaMu MepOIpH-
ATWH, aBTOpaMH H3/IaBa€MBIX MaTepHAIOB BBHICTY-
MAIOT MPEACTABUTEIH CaMbIX Pa3HbIX Mpodeccrit 1
BO3PAcTOB.

My3blkaiabHOE KpaeBeneHne GopMupyercs ma-
paUIETIbHO YKpEIUICHHI0O B peciyOiuke obnactu
MY3BIKQJILHOTO 00pa3oBaHusi W Haykd. [lepBblii
B bamkupun npodeccuoHanbHbBIA My3BIKOBEl, 3a-
IMUTUBIINKN KaHAWIATCKYI0 auccepranmio, Jlon-
muna llerpoBra AtamoBa (1920-1994) ymensina
00I1bIII0€ BHUMAaHHE U TPOCBETUTENECKOMY, H Hay4-
HOMY HaIlpaBIIeHUSIM KpaeBeneHus. OHa ocTaBmia
MHOXKECTBO cTareit, Tpya «Cobupareny u uccieao-
Barey OAalIKMPCKOTO MY3BIKAILHOTO (DONBKIOpa
[1], a Taxxe HE3aBEPUIEHHBIE PYKOIIMCH (XpaHATCS
B nmuuHoM (porae LII'MMA PB). IIpocBeTHTENBCKYIO
U Hay4HYyto aearenpHocTh JI. [1. ATaHoBo# mpomon-
xua O. M. [laBeloBa.

Otnensl ATHONOTHH, (OIBKIOPUCTUKH, HCTO-
pUH ¥ HCTOpUHM KyIbTyphl Bamkoprocrana ¢yHk-
UOHUPYIOT B HCTHTYTE MCTOpHH, A3BIKA U JIUTE-
patypsl Y pUMCKOTO HaydHOTO IIeHTpa Poccuiickoit
akajgeMun Hayk>. XOTs OCBEIIEHHE MYy3bIKaIbHOM
KYJIBTYPBI HE SIBISIETCS IPUOPUTETHOM 3a1adei yu-
peXIeHus, KaX/I0€ U3 HaPaBICHNH NMeeT HEKOTO-
pBI€ TOUKU MEpPECeUeHHs] ¢ MY3BIKAIBHON cdepol,
YTO HAXOIUT OTpakeHHe B IyOmukyemsix WHCTH-
TyToM (YyHIAMEHTaJIbHBIX TpyAax’*, n3maBaeMbIX
y4eOHBIX mocoOusax. OTAETbHYI0 CTPYKTYpPY, BO3-
HUKIIyI0 Ha 0aze MHCTHUTYTa, mpencTaBiIseT Hayd-
HO-U3JIaTeNbCKUM KoMIUIeKke «bamkupckas sHIM-
knoneawsn» (1993), mmaBHBIM MPOEKTOM KOTOPOTO
CTaJl0 MHOTOTOMHOE H3JlaHHe, OObSBIIEE TpoMaj-
HBIN TUTACT UHPOPMALIMHU O MPOIIOM U HACTOSIIIEM
pecrnyOnuKkn BO BCEX BO3MOXKHBIX HAIPaBICHUSIX,
BKJIIOYas My3bIKanbHOE [3], sanmknonenus «Cana-
Bar FOmaes»® u mp.

N3yyeHne My3bIKQJIBHBIX TPaAULMil peruoHa
COCTAaBHJIO OJHY M3 BaKHBIX TpaHEW AEATEIHHO-
cTi Y pMMCKOTO HHCTUTYTa UCKYyCCTB MMEHHU 3aru-
pa McmarunoBa ¢ MoMeHTa ero OTKpHITHS (1968).
UccnenoBarenbckue  HampaBieHUs, CBSI3aHHBIC
¢ pabotoii DoybKIOPHOIO KaOWHETa, a 3aTeM CO-
s3nanHoi @. X. KamaeBbiM Kadenpbl OalKHpCKOi
My3bIkH 1 (pompkiiopa (1989), oxBarunmm obnactu
My3bIkanbHOW 3THOrpaduu (H. B. AxmerkaHoBa,
P. T. F'amumymnuaa, X. C. xTHcaMoB), OpraHoIIo-
run (A. M. Kybarymes, P. I. PaxumoB), ncropu-
KO-KynsTypHyIo nipobnematuky (I H. Axmazneesa,
I C. I'anuna). K ucropudeckomMy mpomioMy o0-
palieHsl HaydHbIe paOOTHI IEAAroroB BeayIuX Ka-
¢enp. PaccmarpuBarorcsi Bonmpockl GOpMHUPOBAHUS
MY3BIKJIFHOTO  00pa3oBaHMs, MCIIOJHUTEIHCTBA
(JI. . Anexkceesa, B. K. Jlanre, M. II. ®omen-
koB, mozgHee H. @. Napumoga, P. 10. Hlaiixytau-
HOB), CTAQHOBJICHHUS OAIIKUPCKON aKaIeMHUYCCKON
KOMITO3UTOPCKOM IIKOJIBI B IIEJIOM W OTHCNBHBIX
e€ xanpos (H. A. Enosckas, P. X. Hcmamrymnosa,
C. 1O. Kapumoga, E. P. Ckypxo, T. C. Yrpiomona),
TBOPYECKOHN AEATEIbHOCTH YUPEXACHUH, IIpeacTa-
BHTENeH XynoxectBeHHOH KynsTyphl (E. K. Kapro-
Ba, C. . Maxueii, C. M. IlinaronoBa) u MHOTHE
apyrue. B My3bIkallbHON MNPAaKTUKE MHUHYBILIHX
JIECATUIIETHI TOPOH 0OHAPYKHUBAIOTCS HCTOKH Ce-
rofHsmHuX npoueccoB. Ha opranuzyemoix YI'IU
MHOTOUYHCIICHHBIX KOHPEPEHIUIX — BHYTPHUBY30B-
CKHX, a TaKXe PecIyOJIuKaHCKOTO U MEXIyHapOI-
HOTO CTaryca — OTKPBIBAETCS IIMPOKas maHopama
XPOHOJIOTHYECKH O€3rpaHMYHOTO IO HAYyYHBIX
WHTEPECOB, OTHOCSIINXCS K MY3BIKAIbHOW HCTO-
pun Kpas. Bmpouem, paccMOoTpeHHE IBH)KEHUS
MY3bIKOBEIUE€CKOM MbIcau bamkoproctana Ha py-
6exe XX—XXI BekoB — mpeaMeT OTAETbHOTO pa3-
roBopa.

HayuHo-nonynsipHbie W y4ueOHBIE U3IaHUS 10
HCTOpHH U KylbType bamkoproctana (M. B. Areesotd,
B. H. bypasuoga, 3. A. Habuesoii, . B. Hurmarys-
munoi, C. I'. Cunenxo, 0. A. Y3ukosa, C. A. Xai-
(uHa 1 Ap.) yKe TPaTUIMOHHO (PUKCHPYIOT SBICHUS
MY3BIKQTbHOW JKHM3HHM, OMHPAsCh B TOM YHCIE Ha
HCCIENYyEMBIE MY3bIKAaIbHO-UCTOPUUECKON HayKoi
coObITHS, UMeHa U (QakThl. B cBOIO ouepens My3bl-
KOBeZIeHHe BcE darie oOparaercst K Bompocam, Ha-
XOISIIMMCST Ha TEPECEYEHHH OOIIEUCTOPHUYECKUX,
KyJBTYPOJIOTHUECKUX MpobieM. PexoHCTpykmma u
OCMBICTICHHE MY3BIKQIFHOTO MPOILIOr0 pEeruoHa
HEn30eXHO BeIyT K KOHCONUAAINH HAYYHBIX CHII, a
3HAYUT BIEPEIN — TECHOE COTPYAHNIECTBO MPeCTa-
BUTENEH pa3muUHbIX 00IacTeil 3HaHU.
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Pycckas 6areTHas Mmy3bika nocaeaHei yerseptu XIX — Hayaaa XX Beka:
ot YarkoBckoro Kk CtpaBMHCKOMY

B crarbe npociexuBarTCs U3MEHEHUsS] PUTMHUYECKOM OpraHu3aliiyd My3blku Oanera nocieaneit yerBeptu XIX
Beka. OmpenensioTes cBoicTBa TaHIEBaIbHON My3bIKH 10 II. YalfkoBCKOTO M yCTaHABIMBACTCS OCHOBOIIOIATAIOIIEE
3HaYeHHEe B Hell MeTpa. B OameTHOM, JaHCAaHTHON My3BIKE CKIAABIBAeTCS (YHKIIMOHANbHAS METPOPUTMHUYECKAst
CUCTEMA, IIe METP UI'PaeT OPTaHU3YIOUIYIO POoiib. BO3HUKAIOT ABa TUIIA B3AUMOCBA3HM METPA U PUTMA: C IOJYUHEHUEM
METpPy PHUTMHYECKOTO PUCYHKa — OCHOBHas (MeTpuuyeckas) (yHKIMS, U C WU3MEHEHHEM MeTpa MOCPEICTBOM
PUTMHYECKHX CTPYKTYp — mepeMeHHas (HeycToiumBas) ¢GyHKIMs merpa. JlelicTBHEe NepeMEeHHBIX METPUYECKUX
¢dbyHkuui npociexkuBaercs B Oanerax I1. YaiikoBckoro u A. I'masyHoBa B OHOH W3 periaMEHTHPOBAaHHBIX (HOpM
— KJIaCCUYECKOM TaHILIEBAIbHOM CIOUTE. B SKCIO3UIIMOHHBIX, CPEAUHHBIX U 3aKIIFOUUTEIbHBIX IOCTPOCHUSAX U3MEHEHUIO
MO/IBEPraloOTCsl HIDKHHUE CJIOM MY3bIKaJbHOW (DakTypbl, TOrA KaK B CBA3YIOUIMX MOCTPOCHUSX, MpPEAHA3HAYEHHBIX
B xopeorpaduu Jist mepexo/ia TAaHIOBIIMKA U3 OJHOM TOYKH CLEHBI B APYTYIO, IEpEMEHHbIE METPUUECKUe (PYHKINU
MPOSIBIISIIOTCS BO BCEX CIIOSIX MY3bIKajbHOW (hakTypsl. B O6anetHoit My3bike YaiikoBckoro u [asyHoBa ¢opmupyercs
psn NpUEMOB HAKOIUICHHS METPHYECKOW HEyCTOMYMBOCTH: OT HCIOJB30BAaHHUS Pa3HOOOPA3HBIX PUTMHUYECKUX
TPy, PATMUYECKOTO YCKOPEHHUS WM 3aMEUICHUS IO CMEHBI MeTpa (a TakKe TeMHOJIBL, IToNuMeTpusi). TeM cambIM
YCTaHABIHMBACTCS IPEEMCTBEHHOCTh TAaHIEBAJILHON MY3bIKHM YalKoBcKoro u IMa3yHOBa ¢ OTKPBITHSIMU B OasleTHOM
My3bIke CTpaBHHCKOTO.

Kurouenie ciioBa: baneTHas MYy3bIKa, pUTM, AUBEPTUCMEHT, METPHUUICCKUC Q)yHKHI/II/I, KJIaCCHYECKHI TaHHeBaJ’ILHHﬁ
LHKII.

ANNA V. GALYATINA

Magnitogorsk State M. 1. Glinka Conservatory (Academy), Magnitogorsk, Russia
ORCID: 0000-0003-1685-8469, agalyatina@74.ru

Russian Ballet Music from the Last Quarter of the 19" Century
to the Beginning of the 20" Century: from Tchaikovsky to Stravinsky

The article examines the changes of the rhythmical organization of ballet music from the last quarter of the
19" century. The features of dance music prior to Piotr Tchaikovsky are traced out, and the fundamental meaning
of the metric principle is established in it. The ballet dansante music develops a functional metro-rhythmic system,
in which meter plays an organizing role. Two types of interconnection of meter and rhythm emerge: with the
subservience of rhythm to meter — the basic (metrical) function, as well as one involving a change of meter by
means of thythmic structures — the changing (unstable) metric function. The action of the changing metric functions
may be traced in the ballets of Tchaikovsky and Glazunov in one of the regulated forms — the classical dance suite.
In the expositional, middle and conclusive sections the lower layers of musical texture are subject to alteration,
whereas in the transitional sections, designated in choreography for the motion of the dancer from one point to
another, the changing metric functions manifest themselves in all the layers of the musical texture. In Tchaikovsky’s
and Glazunov’s ballet music a number of effects of accumulation of metric instability are formed: from the usage
of various rhythmic groups, rhythmic acceleration or retardation to change of meter (as well as hemiolas and
polymetry). Thereby, succession is established between the dance music of Tchaikovsky and Glazunov and the
innovations in Stravinsky’s ballet music.

Keywords: ballet music, rhythm, divertimento, metrical functions, the classical dance cycle.
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ycckas OanetHas My3bika pyoexa XIX-XX

BEKOB TMpEACTAaET SABJICHHEM MHOTOTPAH-

HBIM. B KOpOTKMI IpPOMEXYyTOK BpEMEHHU
mexay 1890 r. (moctarnoBka M. Ileruna «Crismieit
kpacaBunb» I1. YaiikoBckoro) u 1908 r. (mocra-
HoBka M. ®okuneiM «Kap-Iltune» U. CtpaBun-
CKOTO) B HMCTOPHH PYCCKOTO Oajiera mpou30mEn
Mepexoa OT >KaHpa aKaJAeMHUYECKOTO OOJIBIIOTO
Oanera k xopeorpaduyeckoi apame. CMEHHUICS
THUI TAaHIIEBAaJbHONH MY3BIKH: OT KAHOHHU3UPOBAH-
HOH, CO CTPYKTYPHBIMH M PUTMUYECKUMHU TPaHU-
aMu, 00yCIOBIMBAEMBIMH TUKTATOM OajeTMen-
cTepa, 10 CMM(QOHUYECKOW — CO CTPYKTYPHOH H
pUTMHYECKON CBOOOAOMU, OMpenensieMoi KOMIIO-
3UTOPOM.

B my3biko3HaHMM U 0aJeTOBEJCHUU TMPOU3-
BeJenusa YaiikoBckoro u ['azyHoBa ¢ oiHO# cTO-
pousl 1 CTpaBHHCKOTO C IPYroil — paccmarpu-
BAaIOTCS pa3/lesIbHO: KaK SBJICHHUS ITOBOPOTHHIE,
CBS3aHHBIE CO CMEeHOH mapamurmbl. Pybex XIX
1 XX BEKOB pa3fenuii 0ajeT Ha «CTapbli» U «HO-
BBIiI». IMEHHO IO3TOMY «OKaHPOBBIA U KOMIIO3H-
LIMOHHBIA 00Uk OanmeroB YaiikoBckoro u Inasy-
HOBa HE UMEET NMPSAMBIX COOTBETCTBHUI B PAaHHHUX
6aneTHsix omycax CtpaBuHcKkoro u IIpokodneBar
[5, c. 188].

Mexnay TeM yxe B OaneTHOW My3bike YaiKoB-
ckoro u ImasyHoBa MOXXKHO OOHapyXKHUTh H3MEHe-
HUS TPaJUIIOHHOTO CTPOCHUS OAaleTHBIX TeM,
0 4€M CBHJIETENLCTBYET TOT (hakt, uto [leruna,
3aKa3zaBIINN MY3BIKY K «Crisiimel KpacaBuie», 3a-
TPYAHSJICA C MOCTAHOBKOW TaHIIEB, XOTA KOMIIO-
3UTOP JTOCKOHAJIIBHO BBITIOJIHIII €ro TpeOoBaHUs
«B OTHOUIEHUHM pa3Mepa, TemIa W COAepKaHUS
OTIEeNBHBIX HOMEpoB» [2, ¢. 179]. HecomuenHo,
YTO «HEY0OCTBa» MY3BIKH [0 OTHOIICHHIO K TaH-
LEBAJBHBIM JIBUKCHUSIM OBLITH CBSI3aHBI C HApYIIIe-
HUEM TUIIOBOM PUTMHUYECKON OpraHu3alui.

B crarbe peus moinér o purMe GaneTHOW My-
3pIkH YaiikoBckoro u ['mazyHoBa. Putm — niaBHbII
JKAHPOBBII 3JIEMEHT TAaHUEBAJIBHOW MY3bIKH U
HMEET OIpPENEIEHHbIE «HOPMBDY. BricTymas ne-
(uHUIMEH TopsnKa, PUTM «IIPOYEepUMBaET Tpa-
€KTOPHIO B3IVIsAJIa, 3HAIOLIETO Kyla CMOTPETH, IIIe
0o0Hapy»XUBaTh CXOICTBO U paznuuue» [8, c. 210].
OTKIIOHEHHS] OT TAHIEBAJILHOTO PUTMA ITO3BOJISAT
«YBUJICTb» M3MEHEHUS TeMaTH3Ma OaleTHON My-
3pIKH KoHIa XX Beka, a TakKe 00bSICHUTH MPUIH-
Hy npeodpa3oBaHusg pUTMa B OaJETHBIX MPOHU3BE-
JeHusx koHna XIX — Hagana XX BB.

OmnpenenuM 0COOCHHOCTH pUTMa B OpraHU-
3aruu O0aneToB mepBoi mosioBHHB XIX B. boib-

IIMHCTBO MApPTUTYpP TOTO BPEMEHH CO3/1aBaJIOCh
Kak KOMOWHATOpPHOE BapbUpOBaHHE «HaOOpa
MY3bIKaJbHBIX (OPMYJ: TaHLEB, MEJIOIUH, PUT-
MHYECKHX PHUCYHKOB, MPHUMEPOB OPKECTPOBKH WU
baxType» [6, c. 39]. B pe3ynsrare B 6anere ot-
KpUCTAJUTH30BAJICS OCOOBIN THUI MY3BIKH — TaH-
LEeBaIbHBIN, WM JaHcaHTHBIM'. Ero ocHoBHBIE
KAHPOBBIE CBOMCTBA TPOSBIIAIOTCS UYEpe3 METpP
U puTM. MeTp BBICTYNAET «ONOPHOM NOJEH TaH-
na» [4, c. 39], puT™M ompenenseT akKIeHTHOCTh U
COU3MEpPUMOCTb JJIMTEIbHOCTEN TaHIEBaIbHOU
My3bIKA. MeTp My3BIKH OKa3bIBaeT CYIIECTBEH-
HOE BIMSHHME Ha TaHEl, TaK Kak Omaromaps pas-
MEPEHHOCTH METPHYECKHUX EAMHHI], a TaKKe HX
OTIOPHOCTH-HEOMIOPHOCTH, COOTBETCTBEHHO YIIO-
pPSIOYMBAIOTCS. CMEHBI TOJIOKEHUH W JIBUKEHUUN
YeJI0BEeKa — MPOIECC «MYCKYIbHOTO HANPSKEHUS-
pacciabiIeHus.

Taxkum oOpa3oM, BhIIIEHAa3BaHHBIE XapaKTe-
PUCTHUKHU JAHCAHTHOW MY3bIKH ONIPEIEISIIOTCS 3a-
BHCHUMOCTBIO OT MeTpa. B pe3ynbrare 3mecs ckia-
npiBaeTcsl (QYyHKIMOHAIbHAS METPOPHUTMHYECKAS
crcTeMa, TIe METp UTPaeT OPTaHU3YIOMIYIO POIb.
Ha Brictiem ypoBHE — POpPMBI — METP OIpeAesieT
pasMepsl MacHmTaOHO-TEMaTHYECKUX CTPYKTYD,
CrocoOCTBYsl OOBEAMHEHUIO MANBIX CTPYKTYpP
B KpYIHBIE MOCTPOCHHS, PEryaupys COM3MEepH-
MOCTh PHTMUYECKUX MPOMOPIIUNA, TEM CaMBbIM
co3faBasi MEepUOAUYHYIO (pOpMy MY3bIKH TaHIA.
Ha HH3mIeM ypoBHE MeTp MmomuyuHsieT cebe puT-
MHYECKUHA PHUCYHOK, OMpENessis cCOpasMepHOCTh
aKueHToB. Takol TUN B3aMMOCBA3€H ycCTaHaB-
JIUBACT OCHOBHYIO (YCMOUYUBYIO) MempUuyecKyo
@yuxyuro (no teopun H. Adonunoit [1]), u eé
NIeicTBUE 0O0HAPYKMBAECTCA B TUBEPTUCMEHTHBIX
creHax’. B maHToMHMax, UMEIOMIMX CBOOOTHYIO
OT TaHI]a OpPraHU3aIUIO, CKIAJBIBACTCS APYTron
THII METPOPUTMHUYECKUX OTHOIICHHUM, MIPU KOTO-
PBIX PHUTM MOXKET MEHATh 3aJaHHYIO0 CTPYKTYPYy
MeTpa ¢ MOMONIbIO aKIICHTOB, (GopMupys nepe-
MenHble (Heycmouyusslie) mempuieckue QyHKyuu
Ha (OHE OCHOBHBIX.

B HayuyHOl nuTEpaType CIO0XWIOCH YCTOU-
YUBOE MHEHHE O TPAAUIIMOHHOM PUTMHYECKOM
CTPOEHHUH TAHUEBAIBHON My3bIKM YallKOBCKOTO
n I'mazynoBa. B wactHocTH, E. JlysnoBa mnwumer:
«YaiikoBckuii Hambomnee ONHM30K TPAJAMIIUAU CTe-
peoTuna B 00JACTH pUTMa Kak HEOOXOIUMOMH oc-
HOBBI TaHIEBAIBHON (OpMBI, €€ BaKHEHWIIEero u
Hanboyee yCTOMIMBOTO deMeHTay [6, c. 54]. Tak
JU «TPaTUIIMOHEH» PUTM B OaJ€THBIX MPOU3BEe-
Husix YaitkoBckoro u [mazynoBa?
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B OGamerax YaiikoBckoro u ImasyHoBa mepe-
MEHHBbIE MeTpHYecKhe (YHKIUU HAUYWHAIOT Jeh-
CTBOBATH B OAHOM U3 CaMbIX PEIVIAMEHTUPOBAHHBIX
B MY3bIKe OaJIeTHBIX ()OPM — KIIACCHYECKOM TaHIIe-
BAJILHOM LIMKJIE. PaccMOTpUM B HEM JIeCTBUE Tie-
PEMEHHBIX METPUYECKUX (PYHKIUH Ha HECKOJIIbKHX
YPOBHSIX: B DKCIIO3ULMOHHBIX, CEPEIUHHBIX U 3a-
KJIFOUMTEJIBHBIX pa3fenax, a TaKKe B CBA3YHOUIUX
IIOCTPOCHHUSIX.

HeycroliunBas QyHKIMS MeTpa IpOCTyHaeT
yKe B 3KCIIO3UIIMOHHBIX pa3ienax (opMbl TaH-
[eB, a UMEHHO B O(GOPMIIEHHUH MY3BIKAITHHOMN
TeMbl. B Temax Anmaxxmo xapakTepHO MPEOoIe-
HHE MeTpuUueckoil uéTkoctu noneil. B Pas dex
trios u3 | neiictBus «JlebequHoro o3epay» CHHKO-
bl C 3aJlep)KaHUEM Ha BTOPOM U TpETheil Joisix
B TPEXJIOIBHOM pa3Mmepe, 00pa3ys KBa3UUMIIPO-
BU3ALMOHHBII PUTM, «PacTACUBAIOT» IO BpeMe-
HU 3aTaKTOBYKO CTPYKTypy TeMmbl. Bocmpusrue
CHJIBHBIX JOJIEM TaKXe CINIAXKUBAET PUTM Tap-
MOHMYECKHMX CMEH, Kak B Amaxkuo u3 I neiicTBus
«Crosimie#t kpacaBuLbl», TI€ BBEACHHE TOHWYE-
CKOM rapMOHMHU Ha ciabyio JOJI0 TakTa, a Ja-
nee n e€ «u3zberanue», TOHAJIbHBIE OTKIOHEHUS
HaIOJIHAIOT MEJJICHHBIN pa3/iesl TaHLEBAIbHOIO
[IUKJIa «TI€BYYECThIO», TaK HEOOXOIUMOM JIJIs XO-
peorpadum, OCHOBaHHOW Ha CTaTUYHBIX M03aX,
nmoAAepKKax U 00BOJIKAX.

B temax Bapuanuii HapymaeTcs TpaauIMOH-
Has ITOBTOPHOCTh pUTMHUYECKUX Ipynn. B «Bapu-
anuu ABpopsl» (Breixon) u3 I metictBus «Crismeit
KpacaBHUILIb» OCHOBHAsI TEMa COCTOUT U3 IIATH pas-
HBIX PUTMHYECKHUX PHCYHKOB, 4TO cO3maéT 00pa3
HEIOCTOSIHHOM, WTPUBOM, IIAJOBIMBON I'€POUHH.
CoenuHenne pa3nuYHBIX PUTMOB B TeMax Bapu-
aldi OPOUCXOAUT MO NPHUHLMUILY BTOPTarOLINXCS
KaJICHIIMH, TJe KOHEI MpelbIIymero (parMeHra
TE€MBI SIBISETCS HAYAJIOM CIEAYIOIIEr0 KOHTPacT-
HOTO TEMaTHYecKoro HoBooOpasoBaHms. Temy
nepBoii Bapuanuu Paiimonas! 171a3yHOB opranu-
3yeT U3 JBYyX PUTMUYECKUX [PYNI — PUTMa IOJb-
KH U TIPEOIOJIEBAIOIIETO €€ pUTMa «POBHOTO Oera»
HIECTHA/IIATBIX, YTO CIIOCOOCTBYET E€JHMHCTBY H
CIIMTHOCTH CTPYKTYPBI TEMBI.

B cpenHux pasngenax TaHUEBAJIBHBIX HOMEPOB
(yHKIMOHAJIBHAS TIEPEMEHHOCTh METPa pacuIupsi-
€TCs, YTO CBSA3aHO C NMPUBHECEHHEM B OaleTHYIO
MY3bIKy pa3paboToyHBIX TpuéMOB. (OcobeHHO
OHHU MPOCTYHAKT B ANaxHo0’, co3aaBas 3MOIIMO-
HaJbHOE HampspkeHne. OCHOBHBIM Pa3BUBAIOLIIM
IPUEMOM CTAHOBHUTCS YCKOPEHHE PUTMHUYECKOTO
mynbca B conpoBoxaeHun. B Anaxuno u3 111 meii-

161

ctBus «Crsmieil KpacaBUIb» PUTMUYECKUNA MYITbC
IpOOUTCS C UETBEPTH 10 TPUOJIEH, a B TIPEIBIKTE —
JI0 TPUALATH BTOPHIX, YTO 00pa3yeT pUTMUIECKYIO
nporpeccuto, Gpopmupyromy 3G(eKT HeyKIOH-
HOTO pOCTa HAaNPsKEHUs, TOCTETIEHHON TIOJTOTOB-
KH K KyJTbMUHAINH.

B Bapurauusax npuémM pUTMHUYECKOIO yCKOpe-
HUA TMPOBOAMUTCS OT BCTYIICHHUS K KOJE, YTO CO3-
IaéT TMHAMHUYECKYIO KYJIbMHHAIHMIO K KOHITY (op-
MBEL.

B OGamerax YalikoBCKOrO CMeHa pHUTMHYE-
CKOTO PHUCYHKa OTpa)kaeT KOMITO3UIHI0 HOMe-
pa. Hampumep, B Bapmaumm ABpopsl mHepBbId
paszen opraHM30BaH Ha [BIKEHWH BOCHMBIMU
JUTATETEHOCTSIMH, BTOPOM LIECTHAAIATHIMHU.
¥ I'nmazynosa popma Bapuanuii «ocHOBaHa Ha ““BEHI-
pamuBaHuy’”’, TPOU3PACTAHUU OJHOTO TEeMaTHde-
CKOro 00pa3oBaHUsA U3 APYTOTOY, UTO, KAK CUUTAET
E. BborareipéBa, siBisieTCsl «CBOCOOPA3HBIM NOHU-
MaHueM [Ja3yHOBBIM mporecca cuM(OHU3IMA»
[3, c. 296]. B nmoctpoenun Bapuanmii cozmaércs
pUTM dYepeqoBaHHs DPa3lesoB, CBOETO pojaa IMpo-
rpeccus, rae dKCHO3UIMOHHBINA MPUEM U3TT0KEHUSA
Y Pa3BUTHUSA TEMBI, B3STHIA 32 OCHOBY, pa3BOpadH-
BaeTcs B Oojee KpymHBIE IO MacmTabaMm MmocTpo-
enus. Tak, B Bapuauuu PailMOHIBI M3 BTOpPOIO
JNEHCTBUS YCTAHABIMBAETCS TEHIACHIUSA K PUTMH-
YEeCKOMY YCKOPEHHIO 3a CYET MOCTETeHHOIO, OT
paszena K pasaery, YMEHbIIEHUIO PUTMa COTIPOBO-
xaenus. Hampumep, B mepsoM pazzaene Bapuanun
Ha (oHEe pUTMa MOJBKHU MOSBISIOTCS MOJTOJIOCKH,
BO BTOPOM OHH YCKOPSIIOTCS 70 «Oera mecTHaana-
TBIX», B KOZIE HOMEPa MOTUBBI 00bEIUHAIOTCA.

B cpennux pasmenax TaHIEB MpuéMamMu Me-
TPUYECKOH HEYCTOMYMBOCTH TAKXE CTAHOBSATCS
METPUYECKHE U TEMIIOBble OTKJIOHEeHUsA. B «Ba-
puanmu Jlezupe» u3 6amera «Crsmas KpacaBuIia»
METp KOJIEONeTcss MEeXAYy ABYX- U TPEXTOIBHBIM,
a pasmep MeHsercs ¢ °/, Ha °/,; B xone Bapuanun
KyJIbMAUHAIIMOHHBIA XapakTep pasfena MOoauEpK-
HYT PUTMHYECKHM C)KaTHEM TEMBI IIEPBOTO pasjie-
na (¢ %, B pasmep */,) U TEMIIOBBIM yCKOPEHHEM
(ot Vivace x Prestissimo). B «Bapuaruu ¢geu Can-
¢upos» mo ykazanusam llernna ncrmonp3oBaH He-
TPaIUIIHOHHBIN T OaleTHOM My3BIKH pasmMep >/ »
KOMIIO3UTOP TPAKTYET €ro Mo-pasHoOMY: KaK CyM-
Ma pasmepos */, + 3/, u, maobopor, */, + ?/,, coor-
BETCTBEHHO BBIJIEJSS MEPBBI U BTOPOW paseisl
taHua. IlepemMeHHOCTh akIeHTOB 3amaéT 00Opasy
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B COOTHOITICHUHU 3:2 (HAJIIO)KCHHE PUTMa TPUOJICH
Ha MeCTHAAIATHIC).

B 3akmrounTensHBIX pas3nenax TaHIEBaJIbHBIX
HOMEPOB MEPEMEHHOCTh METpPa IOMOTaeT COo3/a-
HUIO KyabMUHAuu. OCHOBHBIMH MPUEMAMHU CTa-
HOBATCA: PUTMHYECKOE yBEIMYEHUE TEMBI, PHUT-
MHYECKOE YCKOpPEHHE MyiabCa COMPOBOXKICHUS
(Anmaxuo mn3 Oamera «lllenkyH4nKk»), BBEICHHE
HOBOI Oojiee aKTUBHOI TeMBbI, aKIIEHTHOE BapbH-
poBanue MOTHBOB (Anaxwuo u3 Il neiictBus 6anera
«PaliMoH1a» ), METpHYECKas MOIYJISIITUS C TCHICH-
HEeH K YCKOPEHUIO (COKpAIICHHE METPUUECKUX
noneit B «Bapmanmm ABpope» u3 1 geiicTBus
«Cnsimeit kpacaBUIBD»), BBHIIIMCAaHHAA CMEHA Me-
Tpa, remuoina (;keHckasi Bapuarus u3 11 geiictBus
banera «PaiiMmoHma»).

Kakx Buamm, mnepeMeHHBIE METpPUUYECKHE
(yHKIIMM B OCHOBHBIX pasfeiiax HOMEpOoB Kiac-
CHYECKOT0 TaHIEBAIHHOTO IIMKJIA OBUIH CBs3a-
HBI, TJIaBHBIM 00pa3oM, ¢ HIDKHUMH IUIaHAMU
My3BIKaJdbHOU (akTypsl. M3meHnenme Bcex eé
CIIO€B 3aJIECTBYETCS B CBA3YIOUIUMX IMOCTpOE-
HUsIX Apaxuno. HapymieHne OCHOBHBIX MeETpHU-
YecKuX (YHKIUWA B HUX CTAJI0 BO3MOXXHBIM H3-
3a HETAHIEBAJILHOW POJM JAAHHBIX MOCTPOCHUU
B Xxopeorpaduu, Ilie OHHU CIyXKaT JUIsl preparation
— MOJTOTOBKM TAHIIOBIIMKA K KakoMy-ITn0o HO-
BOMY JBMIKEHHIO, TEPEMEIIECHUIO U3 OJHOW TOY-
KU CIeHBI K Apyroi. Oco0eHHO HACHIIIEHHBIMU
ABISIIOTCS TIPEAKYJIbMUHAIMOHHBIE CBA3YIONINE
IIOCTPOCHUSI B INpOU3BeAeHUAX UalKOBCKOro —
Mepexobl OT CPEeIHEH YacThu K penpuse, Tak Ha-
3pIBa€MbI€ JIOMHHAHTOBBIE HpeAbIKTHL. llo mac-
mrabaM OHM MpUOIHKAIOTCS K opMe mepuoa.
B Apnaxuo Oxpertsl u 3urdpuna us Il geificrBus
CBSI3yIOI[€e MOCTPOEHHE OT MEPBOTO pasjesia K
cepenrne GOPMBI JUTHTCS 9 TAKTOB, XapaKTePHBIH
pUTM, NOSBJISAIOLIMICS B TaHHOW CTPYKType, Mo-
BTOPSIETCS M BO BCEX CIENYIONINX CBI3KaxX, CO00-
masi ¢opMe CKBO3HOE pPa3BUTHE W 3HAYUTEIHHO
IWHAMU3HPYS TaHel. B mpeaxyaTbMUHAIMOHHOM
pasmene u3 «Anpaxmo npuHua Opmana nu Pen
Hpaxe» u3 Il getictBus Oanera «lllenKkyHIHK
YailkoBCKUM TSI pa3BUTHUS UCIOJIb3YET YCEUEH-
HYIO TeMY BTOporo paszaena. [Ipu kaxmaom mpose-
JIEHWH B HEHl aKIEHTHO BapbUPYETCS MOTHB: OH
YKOpauyMuBaeTCa OT ABYX TAKTOB 3BYUYaHHS IO 1O-
JIyTakTa, 9To co3maéTt npobiieHue. B pesynprare
(hopmupyercs XapaKTepHBIH PUTM MPOMOPLIHIA:

MOTHBBI COKpamalTcs, o0pa3ys MpOrpeccHio
2:1:0,5 takra. Jlaliee OoCHOBHas TeMa AJaKHO
pa3BHUBaeTCs CEKBEHTHO, M3MEHSETCS BpEeMS 3BY-
YaHWS TEMBI: BMECTO ABYX TAaKTOB OHAa 3BYYHUT
OJIMH TaKT Onarogapsi HaJIOXCHHIO BTOPOTO 3Be-
Ha CEeKBEHIIMM Ha KOHEI[ MepBOT0. 3aT€M MOTHB
CEKBEHIIMM PUTMHYECKU C)KUMaeTcs (YMEHbIIa-
€TCsI): OH IPOBOJUTCS BOCHMBIMH JIUTEIbHOCTSI-
MH, TIEPEXOIIAIMUMHI B KOHIIE B TPHUOJIH U3 BOCH-
MBIX JJIUTENbHOCTEMH.

Oco60oro BHUMaHHS C TOYKH 3PEHUS METPHU-
YECKOM HEyCTOMYMBOCTH 3aCIIy’KUBAET 3aKIIO-
JUTeNIbHBIA HOMep nukia — Koga. B Oamerax
YalikoBckoro u I1asyHoBa OHa MOABEPIVIACH HAU-
OO0JIBIIIEMY PUTMHUYECKOMY U3MEHECHHUIO, YTO CBS3a-
HO ¢ BuaeHueM Koawl kak (puHAIBHOTO MOCTpOE-
HUS KJIACCHYECKOr0o TaHIeBaIbHOTO IuKia. Ha 3to
YKa3bIBaeT penpHu3HOe IpOBeAeHUE PUTMODOPMYIT
Y MEJIOAUYECKUX MHTOHAIWN W3 MPEABIIyIInX HO-
MepoB crouThl. B Komax u3 6aneroB YaitkoBckoro
HaOmogaeTcss MPUEM YCKOPEHHUS PUTMHYECKOTO
MyJabCa B CONMPOBOXACHUH. B (rHampHBIX HOMeE-
pax mukia 6aneroB ImasyHoBa co3maércsi MOTOp-
HOCTH JIBIDKEHUS Onarofapsi mocCiIe0BaTeIbHOMY
peoOpa3oBaHUI0 Pa3HOOOPA3HBIX PUTMOGOPMYII.
B Kone u3 Benrepckoii crouts! 111 nelictBus «Paii-
MOH/JBD» 33/IaHHBIE B HAaJYaJle YeThIPe THUIA aKTHUB-
HBIX PUTMHYECKUX PUCYHKOB C XapaKTEPHBIM TIO-
CTCIICHHBIM YMEHBIICHHEM B HUX PUTMHYECKUX
JUIMTEILHOCTEH B JAlIbHEHIIIEM BUIOU3MCHSIIOTCS,
YTO CIIOCOOCTBYET CKBO3HOMY Pa3BHTHIO TeMaTH-
YEeCKOro MaTepHaia.

Takum oOpazom, aHaIN3 METPOPUTMA B KJlac-
CHYECKHX TaHIIEBaJbHBIX IUKIaX OaneToB Yaii-
KOBCKOTO W IJa3yHOBa ToOKa3aj, 4TO B HOMEpax
KJIaCCHYECKON CIOWTHI Oanera Oe3yclIOBHOE TIO-
CIIO/ICTBO OCHOBHBIX METPUYECKUX QYHKIUH MOJ-
JEP)KUBAaeTCS TapajijIeIbHBIM JIEHCTBUEM TIepe-
MEHHBIX MeTpuueckux pyHKiuil. OTCIONa MOXHO
CIenarh BBIBOJ, YTO B 0AJETHON MY3bIKE ITOCIE-
Hel yeTBepTu XIX BeKka MPOUCXOIMIIO pacliupe-
HUE, Pa3BUTHE KJIACCUYECKON (YHKIIMOHAIBHON
METPOPUTMUYECKON CHCTEMBI, OCYIIECTBISIIOCH
HaKOIJIEHHE MPUEMOB U CPEJICTB CO3TAHUS METPHU-
yeckoil HeycToiunBocTU. B Hauane XX Beka non
BiusiHueM YaiikoBckoro u ITasyHoBa jaeicTBUE
MEPEeMEHHBIX METPUUYECKUX (QYHKIUH B OaneTHOM
My3bike CTpaBHHCKOTO OyAeT pacUIpATHCS 10
TIOJTHOM CBOOOIBI METpA.
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! TancautHoCTh (ompenenenue B. Bancnosa) — 3to
«COBOKYIHOCTH (POpMaIIbHBIX Ka4eCTB MY3bIKH, JCIaro-
mmx e¢ ymoOHOH ais TaHmay [4, c. 536]. IMMaHeHTHEI-
MU CBOHCTBaMH JAHCAHTHOM MY3BIKH SIBIISTIOTCS: SICHOCTD
METPOPUTMHIECKOI OpraHU3aInH, KOTOPas MPOSIBIISCTCS
B aKIEHTYallld CHIBHBIX JTOJICH, KBaJPAaTHOCTH H CHM-
METPUH KOMITO3UIIMOHHON CTPYKTYPBI; HEPUOANICCKAS
CMEHa MaciTabOHO-TEMAaTHYECKUX ITOCTPOCHUH; Hallu-
YHe MOBTOPSIIOIIUXCS PUTMO(POPMYI, ONPEAeIEHHOCTh
KaJIeHITHi [7].

2 Kilaccu4eckuil TaHUEBaJAbHBIA LUK (CIOMTA, JIH-
BEpTUCMEHT) — Pas dex dex, Pas de trois, Pas de quatre,
Grand pas mMeeT YETKYI0, KaHOHHU3UPOBABIIYIOCS CO
BpeMeHeM (DopMy, COCTOSIIYI0 U3 Anaxno, Bapuarmii
MO0 KOJHWYECTBY YYACTHUKOB (PKCHCKHE M MYXKCKHE) H
Konpl. My3bika B HOMEpaX CIOMTHI CTPOTO YIIOPSI0YeHA
Y TIOMYMHEHA ONPEACTIEHHBIM IBIDKECHISIM KIIACCHYECKO-
TO TaHIa, XapaKTEePHBIM U1 KOHKPETHOTO TaHI[A: 1103aM
B AZaXHO, JIETKOMY Oery Ha ITyaHTaX B KCHCKOW Bapua-

WY, TIPEDKKaM B MYXKCKOH. Pas d'action — neficTBeHHBIH
TaHeI — OTINYAeTCS OT CTPYKTYPBI KIIACCHUYECKOH CIO-
WTHl OTCYTCTBHEM KoAbl. JlaHHas gopma mmeeT pa3oMm-
KHYTYIO, HE3aBEePIIEHHYIO CTPYKTYpY, IMEPETEKAIOIIyIO
B (uHAIBHBIC CIeHH OaneroB. [IpsAMO MPOTHBOMONOXK-
Ha JIUBEPTUCMEHTY Jpyras popma Oanera — maHTOMIMA.
Omna npenHa3Ha4YCHA IS Pa3BUTHSA CIOKETa, U e€ hopma
HE UMeeT YETKOCTH, 00pa3ys KOHTPACTHO-COCTABHYIO
CTPYKTYpY, 3aBUCSIIYIO OT JKECTOBBIX «BBICKAa3BIBAHUI
TepoeB.

3 B Oanerax nHawama XIX Beka cpemHuii pasmein
(dbopMBI ATaXkKno Mao OTIMYANCS OT BCTYNMUTEIHHOTO.
CMena yactelf ObTa MOTYEPKHYTA TAPMOHHYECCKUMH
cpeacTBaMH (COBEpIIICHHOW KaJleHIMEH), TeHepaTbHOM
T1ay301i, TOSIBIICHHEM OCHOBHOM TEMBI TIEPBOTO pa3zenia B
HECKOJIBKO M3MEHEHHOM BapbHPOBaHHOM Buae. Mcmoins-
30BaHME BBIPA3HUTEIEHBIX CPEACTB B CPENHEM pasieiie
OBLTO HAIPAaBIICHO Ha BHISIBICHHE OC3MATEKHOCTH AJa-
JKHO, YTO TTOMIEPKUABAIIO TUPUICCKHI XapaKTep HOMEpa.
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Ctuaeobpasyloias poab paktypbl B My3bike P. LLlymaHa
(Ha npumepe chopTenuaHHbIX NPOU3BEAEHUI)

B crarse nccrexyrorcst ocobeHHOCTH (PaKTypHOH OpraHW3aliy TapMOHUH B mpousBeneHusx Pobepra [llymana.
IIpouecc MHAMBHIYaNU3alUUd MY3bIKaIbHO-BBIPA3UTEIbHBIX CPEACTB, HNPOMCXOASIIMN Ha mpoTskeHun XIX Beka,
Haméa oTpakeHHe B crmoco0ax ¢akTypHeIX pemreHmit. HoBusHa crms lllymana 3aximodaeTcss HE B H300pETEHUHU
HOBBIX TapPMOHHM, HO BO B3aWMOJEHCTBIM rapMOHUYECKOTO Pa3BUTHS C OCOOCHHOCTAMH (DAKTYPhl H METPOPHUTMA.
SIpkuM TOKa3aresieM IpH 3TOM CTaHOBWTCS monugpoHu3anus roMo(oHHON (BakTypel 3a CUET METPOPHUTMHUUECKOTO
000c00ICHNS TOIOCOB M METIOIUKO-NHTOHAIIMOHHBIX IPUEMOB.

Onmna w3 uepr HoBaropcrtBa lllymana xapakTepusyeTcs BKIJIIOUYCHHEM B TapMOHHMIO [OOABOYHOTO, WIIH
BHEJPSIIOIIETOCS, TOHA, MPUMBIKAIOLIETO CHU3Y K aKKOPJOBOMY TOHY M SIBIISIFOILETOCS JTUCKOPIAHCHBIM B TEPIIOBOM
cTpykrype akkopaa. st lllymana TunmdeH Takxke NpuéM «CTOIKHOBEHHUSD aKKOPJOBOTO M HIKHETO XPOMaTHIECKH
MIPUJIETAIOIIEro TOHA. [[pHHIINIT IOy TOHOBOTO COOTHOIIEHHMS 3ByKOB BKIIIOYACT M MPUEM OTHOBPEMEHHOTO COYETaHMS
Pa3IUYHBIX 3BYKOBBICOTHBIX (POPM OTHOM M TOH ke cTyneHu. B ycnoBusax monmnpoHu3annu roMoGpoHHOH (akTypsl
BO3MOXXHO CTOJIKHOBEHHE IIPECCAPHOTO TOHA HE TOIBKO C AKKOPJIOBBIM, HO M CO CBOMM JHATOHMYECKHM aHTUIIOIOM.
s mEHOTHX Tipom3BeneHni [llymana xapakTepHO Takke METPUIECKOe HECOBITAICHHE OTACTHHBIX CII0EB ToMO(OHHOI
TKaHM, B PE3YyJIbTAaT€ YEro MOXET BO3HUKHYTh OJHOBPEMEHHOE 3BYYaHHE DPa3IM4YHBIX (OPM OFNHOW M TOH XKe
cryneHu. Ocoboe 3HaueHne B My3bike lllymana mproOpeTaroT Takiue ANCKOPAAHCHBIE TOHBI, KOTOPBIE OKa3bIBAIOTCS
MIPOJIOHTUPOBAHHBIMK OT MPEABIAYIIET0 akkopaa. TeM caMblM MOXHO INPEINOIOKUTh, 9T0 B TBopuecTBe lllymana
HAYMHAIOT 3aK/IabIBAThCSI OCHOBBI aKKOPAOBBIX CTPYKTYp XX Beka.

KnroyeBble cnoBa: akkopi, (akTypa, HEaKKOpAOBbIE 3BYKH, moidudoHM3aMs ToMO(pOHHOH (akTyphl,
(UryprpoBaHHBIN KOHTPAITYHKT, IIOJIMAKIIEHTHOCTh, METPOPUTM.

TATIANA G. GONCHARENKO

Ufa State Institute of Arts named after Zagir Ismagilov, Ufa, Russia
ORCID: 0000-0003-1203-6708, tgoncharenko48@gmail.com

The Style-Generating Role of Texture in the Music
of Robert Schumann (on the Example of his Piano Compositions)

The article researches the particularities of textural organization of the harmony in the musical compositions of
Robert Schumann. The process of individualization of the means of musical expressivity, taking place during the course
of the entire 19" century, found its reflection in the means of textural solutions. The novelty of Schumann’s style consists
not in invention of new harmonies, but in the interaction of the harmonic development with the peculiarities of texture
and metro-rhythmic elements. At that, a brilliant indicator turns out to be the polyphonization of the harmonic texture by
means of its metro-rhythmic individualization of the voices and the melodic-intonational techniques.

One of the features of innovation Schumann’s innovation is characterized by the incorporation into the harmony of
an additional or inculcating tone adjoining the chord tone from below and presenting a dissonant pitch in the chord’s
tertial structure. Schumann’s music is also characterized by its technique of “collision” of the chordal and the lower
chromatically neighboring tone. The principle of the semitone relationship of pitches also includes the technique of
simultaneous combination of various pitch forms of one and the same scale degree. In the conditions of polyphonization
of harmonic texture a collision of the dissonant tone not only with the chordal tone, but also with its diatonic antipode.
Many of Schumann’s compositions are characterized by metric nonconcurrence of separate strata of the homophonic
facture, which occasionally result in a simultaneous sounding of various different forms of the selfsame scale degree.
Special significance in Schumann’s music is acquired by such discordant tones which turn out to be prolonged from
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the previous chord. Thereby, we may presume that in Schumann’s music the foundations of chordal structures of 20t

century music begin to be formed.

Keywords: chord, texture, non-chordal sounds, polyphonization of a homophonic texture, figured counterpoint,

poly-accentuality, metro-rhythm.

My3bike XIX Beka Qakrtypa CTaHOBHUTCS

CHenU(pUUECKUM SBICHUEM CTHIIS OTIEINb-

HOTO KOMIIO3UTOpa, YTO B OOJBIION cCTe-
neHu otHocutcs U K Pobepry lllymany. HoBuzna
ITYMaHOBCKOTO TAPMOHUYECKOTO CTHJIS 3aKITI0YaeT-
Csl He B M300pETEHHH HOBBIX TapMOHUI. AKKOpPAO-
BO-TaPMOHHYECKHH KOMIUIEKC KaK KOHCTPYKTHBHAs
n (yHKIMOHANBHAA equHMna B My3bike lllymana
HecéT B ce0e HE apryMEHTHUPYIOIIee HaYalo, a BbI-
ABJISIET CBOM MHAWBHIyaJbHBIE YEPTHI TOIBKO B pe-
3yJbTare B3aUMOJICHCTBHS ¢ OCOOEHHOCTSIMU (hak-
TYpBI 1 METPOPUTMA.

Hayka o rapmonuu mupoko pa3paboTana moHs-
THE O IByX MCTOJIKOBAaHUIX aKKopza: 1) akkop. Kak
CIIUTHAs aBTOHOMHAsI €IUHHIA; 2) aKKOPJ KaK CyM-
Ma WHTepBajoB. Ecny Mo OTHOIIEHHIO K TEPBOMY
MOKHO TOBOPHUTH O TOM, YTO «aKKOPABI IPUCTABIIA-
I0TCS OIMH K JPYroMy, KaK pe3Ko OTIpaHHYEHHBIC
IpYyT OT Apyra TIBIOBI-MOHOJHTBD», TO MEJOAn3a-
LU TOJIOCOB (aKTyphl AOIMYCKAET U «TAKOE CIIe-
IJICHHE WHTEPBAJIOB, KOTOPOE B pe3yabTare HUTIE
He 00pasyeT peajbHO CIBIIIUMOTO TTOJHO3BYYHOTO
akkopma-moHoiuTay [12, c. 54]. Kortypsl akkopaa
B MTOCJIEHEM CITy4ae OKa3bIBAIOTCS CIPOEIIMPOBAH-
HBIMH Ha TOPU3OHTANb, U caM ()CHOMEH aKKopaa
(DYHKIMOHHPYET B MY3bIKATHHOM TEKCTE KaK KOH-
CTPpYKTHBHass ¥ (yHKIMOHAJIbHAS eIWHUIA dYe-
pe3 BpEeMEHHOE COMpPSKEHNE TOHOB, SBISIOIINXCS
OIIOPHBIMH B IJIaHE (POPMHUPOBAHUSI BEPTUKAIBLHOTO
KoMIulekca. IMEHHO B 3TOM 3aKJIIOYEH OCHOBHOM
CMBICJ TIPOIIECCOB aKKOPAOOOpa3oBaHHA B MY3bI-
ke llymana, mpoTekaromux B HeIpax roMopOHHO-
oM OHHYECKOTO CKIIajIa.

[Ipu stoM noaugonuzayusi romoPoHHON (hak-
Typbl KAK OCHOBHOM Ka4€CTBEHHBIN I10Ka3aTeilb €ro
TapMOHHUYECKOTO CTHJIA HapsAay C METPOPUTMHUYE-
CKUM 000COOJIEHHEM TOJOCOB OCYIIECTBISUIACh U
MEJIOANKO-WHTOHAIIMOHHBIMHU CpecTBaMu. Tak, xa-
paxrepubiM Juist [llymana sisnsercst BBenenue ¢u-
TYpParMoOHHOTO, MEJIOAN3UPOBAHHOTO KOHTpAITyH-
kTa (0coOeHHO B cpefHeM cioe GakTypsl). [Tpuém
(bUTYypalMOHHOTO M3JOKEHUS TapMOHHU HMEET,
KaK M3BECTHO, JaBHHE Tpaauluu. BripasutensHbIe
CBOICTBa TAPMOHUYECKON (purypanmm mpesyraman
emé Y. C. bax — 1ocTaTo4HO BCHOMHUTBH IPETIOINIO

C dur n3 1 TomMma «Xopomo TeMIepHUpOBAHHO-
ro KiaBupa». B TBOpYeCcTBE BEHCKHX KIIACCHKOB,
a B ocobennoctr y B. A. Momapra, 3T0 CTaHOBUTCSA
00BIYHBIM (aKTYpHBIM cpencTBoM. Ho BepmimHOM
KJIACCHYECKOTO MCKYCCTBA, B IUIaHE MPUOIMKEHUS
sddexra gaHHOrO MpuéMa K Iepeaade POMaHTH-
YeCKOr0 MHpPOOIIyIIeHus, sBisgercs | gacty dop-
TenuaHHON coHatsl op. 27 Ne 2 JI. Ban berxoBena.
B my3sike pomanTHkoB, HaumHas ¢ @. llyGepra
n ®. MeHnenbcoHa, TapMOHMYECKHE (UTYpaLnun
COTIPOBOXKJCHHS BCE OOJIee HACKHIIAIOTCS HEAKKOp-
JIOBBIMH 3ByKaMH', 9TO CO3AaET peasibHbIC MPE/IIIO-
CBUIKH 15 TonudoHu3anuu GakTypsl Ha roMO(pOH-
HOM OCHOBe. 3/1ech emé OONBIINIT CMBICI, YeM TpU
rapMOHHYECKHU (PUTYPUPOBAHHOM CONPOBOXKICHHUH,
npuoOpeTaeT 3(P(EKT MEeTOCTHOTO BICYATICHUS.
OmHuM W3 TPOCTEHIIMX MPHUMEPOB 0Opa3OBaHUS
TpEXCIOIHON (aKTypsl ¢ (PUTYpUPOBAHHBIM CpPE-
HUM cioeM sBisgeTcs mbeca Ne 14 u3 «JlaBuacoron-
miepoB».  Hepemko — MenmoAuKo-rapMOHHYECKHE
¢urypannn mpeBpamiaTcs B Bedyllee Hayalo U
«0o0pa3yioT B MPOU3BEIACHHH MHKpPOTapMOHHYE-
CKH{ YPOBEHb, HA KOTOPOM HMHOT/IA JICNAI0TCS Ype3-
BBIYAITHO CMeJTbIe TBOpUeckue Haxonku» [11, c. 13].
Crnemyer OTMETHTb, YTO TPEXCIOMHOCTH (PAKTYpPBI
¢ (QUrypHpOBaHHBIM KOHTPAITYHKTOM OCTagrcs He
TOJIFKO M3JIIO0JIEHHOW MaHEpO# MUChbMa, HO U MPH-
oOpeTaeT 3a0CTpEHHBIE YEPTHI 110 CPABHEHHIO C 00-
Jiee paHHHMH €r0 COUYMHEHHSAMH. Tak, Hampumep,
HUCXOZmAs QUrypausi BCTpeYaeTcss B CepenHe
Homepa 1 «Kpeticinepuanb» u B fis moll’Ho# mbe-
ce (oprenmannoro nukia «lleane moyrpy» — mo-
cienHeM doprenuanHoMm counHenun lllymana. Ho
ecin B «Kpeiicnepuane» (akTypy oTiIH4YaeT HeBe-
COMOCTB, OJTHOIIJIAHOBOCTH, TO B «llennn moyTpy»
OHa 0oJiee HACBIICHHA, TUPPEepeHIIMPOBAHHA U T10
XapakTepy HpUOIMKaeTcs K MMIIPECCHOHHUCTCKON
3BYYHOCTH ([OCTaTOYHO BCIOMHHUTH MPETIOTUIO
Jlebroccu «Canpl moa JoKIEM» U3 IUKIIA «ICcTaM-
BDY?).

Opnna u3 dyept HoBaropcTBa lllymana B obGna-
CTH TapMOHHH XapaKTEpU3yeTCs BKIIOYCHHEM B
TapMOHHUIO J00aBOYHOTO, I BHEIPSIOUIETOCH,
TOHA’, MPHUMBIKAIOUIETO CHU3Y K AaKKOPIOBOMY
3BYKY H SIBISIIOIIETOCS AMCKOPAAHCHBIM TOHOM B
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TEpIOBOH CTpPyKType akkopna. l[loarBepxaeHu-
€M TOMY MOXeET CIIYXXHUTh Hadaso MHTepmenno u3
IV wactu «Benckoro kapuaBaia»* u Bapuarus 1X
(gis moll) n3 «CumMpOHUYECKUX OSTIONOB». 3BYK
Cisis ABJSIETCS BHEAPSAIONIMMCS TOHOM. «Bxiu-
HUBAsACh» B AKKOPJI TOHWYECKOTO TPE3BYUUS Zis
moll’a, XKoTOpoe 3BYYHT Ha TEAAIH, OH OCTPO
JIUCCOHHUPYET C aKKOPAOBBIM TOHOM dis. Bripa-
3UTelIbHAd CUjla 3TOro Ipuéma KpalHE BeJIMKa:
B COYETAHUM C PUTMHUYECKHM JBMKEHUEM /S, J J
B COIPOBOXICHUH M MEJOAMEH MIMPOKOTO JIbIXa-
HUS 3By4YaHHE NpUOOpeTaeT MOBBIIICHHBIA 3MO-
LMOHAJIBHBI TOHYC. B TaHHOM OTpPBIBKE MOXHO
BBLJICIUTD TPH (PAKTYPHBIX CIIOS: MEJIOIUYECKHit
royioc, pUrypanroHHbli KOHTPANYHKT (JI0CTaTo4-
HO XapaKTepUCTUYECKHI) U TOHMYECKUH Oac.

B MHurepmenuo u3 «BeHCKOro KapHaBajay
paccnoenue (akTypbl Ha IIaBHBIA, QUTYpUpOBaH-
HBIA CpemHHUIl rojoc u Oac emé Oonee OIyTHMO
BCJIEJICTBUE METPUYECKON WHIUBUAYyaJIU3alUUUd €€
«araxei». Kak u B mpumepe u3 «CumpoHIIECKHX
9TIOZIOBY», B (PUTYPAIIMOHHOM CJIOe (aKTyphl TaKKe
o0pasyercsi BHEAPSIOMUICS TOH Olarofaps 3Byda-
HUIO Ha TeNalu Bcero (pakTypHO-rapMOHHYECKOTO
KOMILIIEKCA.

CpaBHHBas JaHHbIE (DparMeHThl, 3a0CTPUM
BHUMaHHE Ha OOTaThIX BBIPA3UTENBHBIX BO3MOXK-
HOCTSIX npuéMa. BHenpeHue ToHa B akkopz — 3TO
BHEIIHWI oOmuii pe3ynsrar B obomnx ciydasx. Ho
JKaHPOBO-BBIPA3UTENbHAS CYIIHOCTh WX Pa3livHA.
B «Cumdponnueckux 3trogax» [X Bapuaius ssis-
eTCsl JIMpUYEeCKUM IeHTpoM Iukia. [IpemmecTBys
¢unany, oHa 6epér Ha ceOst PyHKIUIO ApaMaTypru-
yeckoro orcrpanenus. B Murepmenuo, ¢ ero MoHo-
JIUTHOCTBIO 3ByYaHHS, BCE CJION (PAKTyphl TPU3BAHBI
CO3/1aTh BIIEUATIICHWE SHEPTHYHOTO B3BOJHOBAHHO-
O IOTOKa 3By4HOCTHU. I eHnanbHas Haxonka [Ilyma-
Ha B BapHaIlH 3aKII0YaeTcs U B epeaade Gaxkryp-
HBIMH CPEACTBAMH MPOTHUBOIIOJIOKHBIX COCTOSHHUI:
Hey/lIepKUMBbI Oer Bpemenu ((uryparuoHHoe co-
MIPOBOXK/IEHNE) U PEMUHHCLIEHIINS [TyOOKOTO JINPH-
YECKOTO MEPEKUBAHUS (MEIOIUS BEPXHETO roJIoca).
[HomupuTMHIUECKOE COOTHOIIEHHE CIOEB (DaKTypHI
(KBUHTOIIb B MEJIOAWYECKOM TOJIOCE W JIBHIKEHHE
J . 4 B CONPOBOKIECHHH) YCHJIMBAET OLIyLIEHHE
Pa3IMYHBIX BPEMEHHBIX N3MEPEHUH.

3pyuamas B (uUrypanuu HWKHSST XpoMmarude-
CKasl BCIIOMOTaTeJIbHasl HOTa, 1a)Ke €CJIM OHA 3aJ1ep-
JKUBAETCS MEAAbI0 BMECTE C TeM 3BYKOM, K KOTO-
pOMy HampaBJI€HO 3TO MENOJUYECKOe IBIKEHHE,
HE BCerna BHEIpSeTCS B aKKOpA. 3HAUYNUTEIbHYIO
POJIB 3/1€Ch UTPAIOT BPEMEHHBIE yCIOBHSL.

Emé xmaccuku Hepenko BBOOWIN B (urypa-
LIMOHHOE COTPOBOXKJCHHE TaKHE XPOMATHUYECKHE
BcrioMorarenpHble 3ByKH. OCOOEHHO dYacTto 3TO
BCTpedaeTcs y Momapra, Hanpumep, B pa3padoTKe
I gwactu conarel B dur K. 281. CpaBamBas ¢ mpe-
OBIOYIIUME  [IPEMEpaMH, OTMETHUM CJIEeIyIOIINN
3HAYUTEIbHBIN (akTop: B UHTEpMEIIo U BapHaluu
HWKHUN XPOMAaTUYECKUHA BCIIOMOTaTEJIbHBIA 3BYK
MPUXOANTCA Ha Hadajlo PUTMHUYECKOH (Qurypsi,
B TO BpeMs Kak B coHare Mormapra 3To ycioBHE
oTcyTcTBYeT. Ilo 3TOH K€ mNpUYMHE IMOSBIECHUE
B (uUrypupoBaHHOM TOJOCE BCHOMOTaTEIBLHOTO
ToHA his B ¢oprenmanHoi neece llymana «lleane
moyTpy» op. 133 Ne 4 He o3HauaeT BHEAPEHUS €T0
B akkopa. M Bc€ ke psan 00CTOATENBCTB MO3BOJISIET
HaM yTBEPXKJaTh, YTO 3TO — UMEHHO IIYMaHOBCKUN
CTHJIb TICHMaA.

[lepBoe, uto oOpamaer Ha cebs BHUMAaHHE,
— roMo(pOHHO-TIONM(POHUYECKUN cKIal (akTypbl
TaKOTO K€ TUIA, KaK U B MPEIBIAYIINX IPUMEpPax U3
«CumdpoHngecKkux 3TI0oa0B» U «BeHckoro kapHaBa-
JIay: TIABHBIA Toj0¢, GUTYPUPOBAHHBIA CPETHUN U
0ac. B manpHeitmem pasButhu mbechl auddepen-
LMPOBAaHHOCTh (AKTYphl TMOPOXKAAET pa3IMIHBIC
[0 CWIe TPHUEMBI «CTOJKHOBEHUS» AaKKOPIOBOTO
W HIDKHETO XPOMAaTHYECKOTO BCIOMOTaTEIHLHOTO
TOHA, MOSIBIEHNE KOTOPOTO HOCUT OCTHHATHBIN Xa-
pakrep. IloHagamy AMCCOHAHTHOCTH aKKOPIOBOTO
Y HEaKKOPZOBOTO 3BYKOB He3zHaumTenbHa. Ho yxe
B TakTe 5 MbeChl KOHPIMKTHOCTD 3THX JIBYX TOHOB
YCHIJIUBAETCS BCIEACTBHE UX OMHOBPEMEHHOTO 3BY-
YaHHUsl B MEJIOJANYECKOM ToJIoce U (DUTYpaAIIHOHHOM
¢dopmyne. Takoro pona SBJICHHE C TOYKU 3PEHUS
KaHOHOB KJIACCHYECKOW (DYHKITMOHAIIEHON TrapMo-
HUU OTIPEAEIAETCS KaK ABIKEHUE K 3aHATOMY TOHY.
Opnnako B my3bike lllymana, Bnpodem, kak u 'y Mo-
napra, 3To HabmomaeTcsi Hepeako. Bo3aMoXHOCTH
WCIOJIB30BAHMA OJHOTO W TOTO K€ HpruémMa KOM-
MTO3UTOPAMH PA3IUYHBIX AMOX OOBICHIETCA TaKUM
OOIIMM KauecTBOM, KaK MeJOoAu3aus (akTypHBIX
IJIAHOB, C TOM pa3HUIIEH, 4TO JIETKOCTh, MpO3pay-
HOCTh (hakTypbl Momnapra MO3BOJISIET pean30BaTh
3TOT NpUEM B HEMOCPEACTBEHHOM BHJE (HAIpH-
mep, Hagano | gactu conarer C dur, K. 279), B T0
BpeMs KaK BBICOKas CTETNEHb WHIWUBUAYAIH3alN
cinoéB ¢aktypsl B «IleHnn moyTpy» nenaer 3T 1Ba
TOHa OoJiee HE3aBHCHMBIMU TI0 OTHOIIEHUIO OAWH
K apyromy. Kpome Toro, mosBieHne HeaKKOp10BOTO
3ByKa Ha cJ1a0OM BpPEeMEHH B COBOKYITHOCTH C Ha-
CBIIIEHHOCTHIO (DAKTYPHOTO MUChMAa HCKITIOYACT Jie-
TaJU3UPOBAHHBIN ITOIXO0/ K OCMBICIIEHHUIO SBICHUS.
3HaYUTEIHHO 00JIce BaXKHBIM OKa3bIBaeTCs 3G GeKT
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yenocmHnozo BIICUATIICHHS, YTO BOOOIIE Xapakre-
pu3yeT KOMITO3UTOPOB-POMAHTHKOB B OTHOIICHHUU
psAna npuéMOB BBEACHUS HEAKKOPIOBBIX 3BYKOB.

[losiBeHNEe HIKHETO HEAKKOPIOBOTO XPOMATH-
YEeCKH MPUIIETAIONIETO TOHA (J1a)Ke eCIIH OH MPUCYT-
CTBYET B Hadaje OCTUHATHOW PUTMHYECKOH (ury-
pBI) HE BCEra O3HAYaeT BKIIIOUYEHHE €r0 B aKKOPA.
Tak, Hampumep, OTCYTCTBHE NeNalH3alu{ I10Y-
TH Ha BCEM NPOTHKEHUM Tbechl «Bemas nrumay
n3 «JIecHBIX CLEH» CTaBUT XPOMAaTUYECKUH 3BYK
B JIUHEApHYI0 3aBUCHMOCTH OT MOCIEAYIOIIETO aK-
KOpPAOBOTO, €10, 1o Tepmunonoruu FO. H. Tionuxa,
CIIelyeT OTHECTH K NpeccapHoti BCTIOMOTaTeIbHOM .
CpaBHuBas ¢ nmpuMepamu u3 «BeHckoro xapHaBa-
na» u «CUM(POHUYECKUX ITIONOB», OTMETHM, YTO
B 3THX JIBYX CIyYasx, TOMHMO DEIIAIOLIEeTO 3Hade-
HUS TIeJalTN3aliH, UTPAeT ONPENeNEHHYI0 poiib (o-
HOBBI XapakTep (pUryparun, a TakkKe OHOPOAHOCTh
1 CKOPOCTh PUTMHYECKOTO IBMIKEHUS, YTO CBOAUT
K MUHUMYMY 3Q@deKT paspenieHus HeakKopJ0BOTo
3ByKa B aKKOP/OBBIH, CIOCOOCTBYSI ()OPMHUPOBAHUIO
WX BEPTHKAJIBHOTO cooTHomeHus. Hamporus, mpu-
CYTCTBHE XPOMAaTHYECKOTO TOHA B MEJIOIUIECKOM
royoce nbechl «Bemas nTumay, mpu IpoYrx paBHBIX
YCIIOBHUSX, OA€T TPENCTaBICHUE O JTMHEAPHOU IMpH-
PO COOTHOIIEHHS €T0 C aKKOPAOBBIM TOHOM.

Heckonbko cxoxuii mpuMep MOXKHO IPHUBECTH
n3 Havana snm3ona «Noch rascher» IOmopecku.
[BycnoitHas (axTypa BKIOUaeT B ce0s rapMOHU-
YeCKy (GUIypalui0 W MEJIOAM3UPOBAHHBIN Oac.
B TaxTte 3 anm3ona HU IpeccapHBbIii 3BYK e, HU BCIIO-
MOTaTeNbHBIH Cis, 3Bydaliue OMJHOBPEMEHHO CO 3BY-
KOM d, He CTaHOBATCS BHEJPAIOIMMUCS ToHamMu D,
g moll’a. IlpyuvHEI 1BE: OTCYTCTBUE MEIATU3AIINN
Y HAJIM4IHE BCeX TPEX TOHOB B MEJIOAMYECKOM TOJI0-
ce, obecreunBarolee ux JNHEapHOe CONPSKCHHUE.

Oco0eHHO OTYETIMBO MEJIOAMYECKass MPUpPO-
Jla XpOMaTH4YeCKH MPHUJIETAIONIETO TOHA TPU CTOJN-
KHOBEHHUH €0 C aKKOPIOBBIM 3BYKOM IIPOSIBIIAETCS
B nonuQoHnYecKoit Tkanu. BHoBs oOparumcs k 1X
Bapuaruu u3 «CUMGOHUIECKUX ITIOIOBY, SIBIISIO-
mieiicss IpUMepoM TMOAKITIOUEHHUS] MEJIOAN3HPOBAH-
HOTO KOHTPAITyHKTA.

B nauane BTOporo mpemiokeHus 1 aajee mpu-
CYTCTBYET pazjielieHne (akTyphl Ha YeThIPE YPOB-
HSI: MEJIOAMS BEPXHETO roJI0Cca, MEJIOIU3NPOBAHHBIN
KOHTPAITYHKT, TTOIKITIOYAIOLIHICS TOCPEACTBOM T10-
TUQOHNYECKON UMHTAIMH, (DUTYPUPOBAHHBINA KOH-
TpamyHKT ¥ 6ac. Ho BRIpa3UTEeNbHBIA CMBICI 3TOTO
npuéMa 3aKIouaeTcs B PacCIiOCHUU (QakTypbl Ha
IBa KPYIHBIX IUTacTa: MmodupoHWYecKuid (cBoe-
00pa3HbIli HHCTPYMEHTAJIbHBIA Jy3T) U TOMO(OH-

HBIH (urypanvonnas ¢akrypa). B takre 8 sTrona
3BYK fisis, IPUHAJJISKAIINNA BEpXHEMY TOJIOCY, He-
CMOTpS Ha 3By4aHHE ero Ha MeJand OJHOBPEMEHHO
CO 3BYKOM gis, MOXKET OBITh PACIICHEH TOJIBKO Kak
3a/iep KaHue MOBHIIICHHON KBUHTHI £ dur’a, mpuro-
TOBJICHHOE B IPYTOM TOJIOCE (B (PUTYpAITH U MEJIO-
M3UPOBAHHOM KOHTpAITyHKTE). BBICOKass cTeneHnb
WHIVUBUTY ATU3AIAHA MEJIOANIECKOTO KOHTPAITYHKTA
emé 6osiee yCHIIMBAET 3HAYCHHUE €T0 MEIOINIECKOM
TIPUPOIBL.

NMHATaIMOHHOCTh H3JIOKCHUS SIBISICTCS  OJ1-
HOHM W3 XapakTEPHBIX YEPT JIOTUKHA MY3BIKAJIEHOTO
MbiuieHus [Ilymana. [Tpuuém Hlyman game Bcero
MIPUMEHSIET HETOYHYI0 MMHUTAIUIO KaK Ipuém, 00-
nmagaroruii Oonpmel BaprabenpHOCTRIO. [loaKimio-
YEeHUE MMHUTAIIMOHHOTO KOHTPAIYHKTa €CTECTBCH-
HBEIM 00pa3oM MOXKET MPHUBECTH K CTOIKHOBEHUIO
aKKOp/IOBOTO M XPOMAaTHYECKH MPUJIETAIOIETO He-
aKKOp/IOBOTO TOHA, KaK 3TO U MPOUCXOIUT B TheCe
«OT1uero?» (eMm. T. 5, 9, 11).

Kak Obl TO HU ObLIO, B JIFOOOM Cily4ae MmpHMe-
HEHHE aKKOPJOBBIX 3BYKOB OJJHOBPEMEHHO C HEaK-
KOPJIOBBIMH OTpPa’kaeT MOMU(DOHUIHOCTH JIOTUKH
MmbinuieHus [llymana, Ha 4To B CBOE Bpems oOpa-
man sauManue [, B. XXutomupckutii [2, c. 437].

[IpuHIIUT TOITYTOHOBOTO COOTHOIICHHUS 3BYKOB
BKJIFOYACT W MPUEM OIHOBPEMEHHOTO COYCTAHWS
PA3TUYHBIX 36YKOBLICOMMBIX (hOpM OIHOU U TOH XKe
cryneHu. VIcTopu3Mm JaHHOTO SIBICHHUS BOCXOIUT
K 3I0Xe MoNM(OHUCTOB, HEMTOCPEACTBEHHO IpE-
IECTBOBABILIEH BEHCKOMY Kiaccuuu3my. Ero cyTthb
BBIpaKaeTcs B OOpa30BaHMM TIONMIIAJOBOCTH Kak
pe3ylibTaTa COOTHOIICHHSI MEJIOAMYECKH Oosee M
MEHEE HE3aBHCHMBIX TOJI0COB (akTyphl. B My3bike
Bbaxa monmmiagoBele coueTaHus BCTPEUAIOTCA Ype3-
BBIYAITHO YaCTO, HAPUMEP, B MPEIIONUIX es moll
m3 [ Toma u C dur u3 1l Toma «Xoporro TeMmepupo-
BaHHOTO KJIABUPA».

«Jli14 Kj1accu4eckoro CTUISl MUChbMa, — YKa3bl-
BaeT J. KypT, — MO)XKHO yCTaHOBHUTH OTpeneiéH-
HO€ TPaBUJIO MO OTHOIIEHHUIO K OJHOBPEMEHHOMY
YIOTPEOIICHNIO PA3IMIHBIX XPOMATHICCKUX (opm
OJTHOTO M TOTO K€ 3ByKa. DTO OKa3bIBAETCA BO3MOXK-
HBEIM, KOTJIa OJIMH U3 3BYKOB SIBIISICTCS aKKOPIOBEIM,
a Apyroil — HeakkopJOBbIM» [6, c. 338]. ¥ Mouap-
Ta, mogo6Ho baxy, Takoe MoIyTOHOBOE COYeTaHWe
B aKKOPJOBOM KOMILIEKCE BO3HHKAeT Ha OCHOBE
nonwiagoBocTi. Ho HE MeHee peako 3T JBa TOHA
COOTHOCATCS B BHJIE aKKOPJIOBOTO W HEAKKOPIOBO-
ro 3BykoB. Kak, Hampumep, B pa3paboTke mepBoi
gactu coHatbl B dur K. 281 Momnapra. Uto kaca-
etcs berxoBeHa, To oH, 10 MHeHHUIO KypTa, «ymeer
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M3BJIEKaTh M3 PE3KOTO CTOJIKHOBEHHUS TaKUX TOHOB
KpaiiHe MoIHble ahdeKTsI...» [Tam ke, c. 339].

[lTymaH, KOTOPBIA UCIBITHIBAT 0COOYIO IIPHBEP-
JKEHHOCTh K ITOJOOHBIM 3BYKOBBICOTHBIM COYETa-
HUSM, TOHYAWIINM 00pa3oM cyMmen mepefarh pas-
JUYHBIE WX OTTEHKH. BHOBb oOparmMcs K Ibece
«Bemas nTuna».

Kpaitane paszmensl KOHIICHTPHUPYIOT B cebe
NPUHIMIT TTOCTETIEHHOTO YCHJICHUS YepT MOIudo-
HUYHOCTH. DTO MPUBOJUT K TOMY, UTO MpeccapHas
BCIIOMOTATeNbHAsl OKa3bIBAETCS B BEPTUKAIHLHOM
COOTHOIICHWH HE TOJIBKO C aKKOPJOBBIM TOHOM,
K KOTOPOMY OHa NPHJIEraeT, HO U CO CBOMM JHMATO-
HUYECKUM aHTUIIOAOM.

ITomudornyueckuii MOTEHINAI COACPKUTCS YKE
B M3JIOKEHUH NIEPBOTO YETHIPEXTAKTA B BUJE HETOU-
HOW OOpamEéHHOW MMHUTAIMH, TJAE JJIEMEHTHl QY-
roo0pa3HOro TPOBEICHUS BO3HUKAIOT BCIICACTBUC
TOHHUKO-JJOMHHAHTOBOTO COOTHOIIEHUS MPEIIIONKE-
HUIl TIEPBOTO MEPHOAA, YTO HEPEAKO BCTPEHAIOCH
U B TBOPYECTBE BEHCKHX KiaccHKOB. COOCTBEHHO
nonuGoHNYECKre MPUEMBI BBOASTCS B Pa3BHUBAlO-
IeM pasjene KpaitHux dacrteit ¢popmer’. Tlonagamy
3TO — KaHOHHWYECKas MMHUTAIHA, TAE MpeccapHbIA
TOH d 3ByYUT OJTHOBPEMEHHO C aKKOPJOBBIM TOHOM
es. JIuCCOHAaHTHOCTh BEpPTHKAJM pPE3KO BO3pacTra-
€T B MOMEHT CTOJIKHOBEHHsI MPECCAPHOTO TOHA fis
C aKKOPJIOBBIMH 3ByKamH g U f (cM. T. 11). DtoT nipu-
&M pelicTByeT Ha (OHE SIBICHUS MOJUMEIIOAN3MA.
B nmanpHeiinnem, akTHUBU3HPYS Mosn(oHUYECKOE
Hayajo MyTEM BBEIEHUA CTPETTHON HMMUTAIUH,
[Iyman HeoqHOKpaTHO mpuberaet kK 3GdexTy oqHo-
BPEMEHHOTO 3BYYaHHS Pa3UYHBIX 3BYKOBBICOTHBIX
¢dopm ctynenu (cM. T. 14, 15).

B Takre 5 mbecol «Konen mecan» («PaHTacTH-
YEeCKHe MbeCh» Op. 12) B BepTUKAIBHOM KOMILIEKCE
o0pasyeTcsi 0CTPO TUCCOHUPYIOIINN HHTEPBAJ YBE-
nmaeHHoN okTaBbl G—gis. Co3Byune, BO3HUKAIOIIEE
B 3TOT MOMEHT, HE MOXET ObITh (DYHKIIMOHAIBHO
middepenimpopano. OHO TpeACTaBIsIET CcOOOi
XPOMAaTHYECKH MPOXOISAIINN KOMILIEKC C TPOJIOH-
THPOBAHHBIM 3By4YaHHEM MIPUMEI g moll’a. be3 yué-
Ta JAHHOTO CO3BYYHS BECh 000POT MPEACTABIISLI OB
co00if mpocTelHii BUJ NIepexoa B TOHATBHOCTh
JIOMUHAHTBHI:

gmollt,=s,—D° —T° D dur

[Iyman u3beraet cToNb MPSIMOIMHEHHOTO JIBU-
JKECHUSI yTEM MEJIOIU3AlNY, a TaAKKe COOCTBEHHO
noau(OHMU3ANN MYy3bIKalIbHON TkaHu. Tak, B Xa-
pakTepe NBWKEHHS BEPXHEro Tojloca OTYETIHBO
MIPOCITYIINBAIOTCA YePThl CKPBITOTO ABYXTOIOCHS,
IIe BEPXHHUH rojoc IyOnmupyercss B aKKOPIOBOM

cioe GakTypbl, 9YTO CO3AaéT JOMOIHUTEIBHBIN (-
(bexT IPOTIOHTUPOBAHHOTO 3BYKA g.

Bel11ie roBOpHIIOCH 0 cieupUKEe METPOPUTMA B
my3bike [llymana kak peasbHOTO (hakTOpa, BIUSAIO-
IIETO Ha MPOIeCcChl MOTU(POHN3ANNH TOMO(OHHOM
(hakTypsI.

XapakTepHbIM 11 MHOTHX IPOU3BEICHUI
[llymana sBISETCS Mempuueckoe Heco8nadeHue
OT/IENBHBIX CIIOEB ToMOpOHHON TKaHu. [locieno-
BaTeNIbHO 3TOT MPUHIIUI BBIJEPKUBACTCS B HOME-
pe «Kuapuna» u3 «Kapnasana». B kpynHom ruiane
(bakTypa mpechl COAECPIKUT JIBa IJIACTa, KAKIBIA U3
KOTOPBIX MPETEHAYET Ha CBOM METPUYECKUI YCTOM.
Ho mpuuuHBI, MO KOTOPHIM 3TH IIIACTHI OKa3bIBa-
IOTCS B Pa3HBIX BPEMEHHBIX IUIOCKOCTSAX, HECKOMb-
KO OTIMYAKOTCA B KpalHMX pas3fesiax U cepeiuHe
dopmel. Tak ke Kak U B Ha4YaJle THECHI, BEPXHUMA
wIacT GakTyphl CPETHETO pa3iena COIEPIKUT B ceOe
IJIaBHBIN TOJIOC, a HIKHUU TPENCTaBIsieT co0o0it
(bakTypHOE COIPOBOXKICHHUE THITA «0ac — aKKOPI.
B mnepBoM ciyyae METpHUYECKOE HECOBIAJECHUE
BEPXHET0 M HWKHETO dTaxed (aKTypsl sBIAETCA
CIIEZICTBHEM JAEHUCTBHUS IPHHIMIA TOJWAKIIEHTHO-
CTH, a TaK)K€ CHHKOITMPOBAHUS B KOHTPAITyHKTHPY-
FOILLIEM FapMOHHUYECKOM rojioce. B cepenune npechbl
IIOCTOSIHHO JICHCTBYIOIIIMM OKa3bIBAETCS TOJIBKO
MpUEM CUHKOITMPOBAHUSA, HO OH PUBOJUT K IPOTH-
BOIIOJIOKHOMY PE€3YJIBTaTy B CPABHEHUU C HAYAJIOM
nbechl. Ecinu B nepBbixX TakTtax «Kuapune» rapmo-
HUYECKHUI ToJ0C He BCTymaeT B (PyHKIMOHAIBHBINA
KOHQUIUKT C CONPOBOXKIICHHEM, a JIUIIb ONEepeKaeT
3By4aHUE KaXJIOI0 aKKOPAOBO-TApMOHHUYECKOTO
KOMILIEKCA HMJ)KHEro IIjlacTa, TO B Takrax 6—8 ce-
pPeAUHBI OH OTCTAaET OT FApPMOHHYECKHUX CMEH aK-
KOPIIOBOTO TuIacTa (akTypbl. IMEHHO 3TO SIBIISIETCS
MPUYHHOW OJIHOBPEMEHHOTO 3By4YaHHUsl TOHOB f U fes
B TakTe 6 cepeuHbl, 4T0 U obpasyer S°, As dur’a
CO cIBOEHHOU Tepuueil. IIpu oTcyTCTBUM MeETpU-
YECKOTO CMEIICHHS TOJI0COB (haKTyphl TapMOHUYE-
CKasi TIOCIIEIOBATEIbHOCTh BhITNIsAZENa OBl BechbMa
mpocTo (T. 5-8):

As dur: 117 -85 — T —ym. VIL —t c moll’a.

Ha nam B35, 66110 OBI HEBEPHO YTBEPKIAATD,
YTO TAKOTO POJia TUCCOHUPYIOIIAs BEPTUKAIb 00pa-
30BaJIaCh BCJIEACTBUE IOJIMIAZA0BOCTH, TOCKOIBKY
MOCJENHsAsl caMa SIBUJIACh PE3YJIBTaTOM METpHYe-
cxoii nuddepeHmanum roj1ocos HaKkTyphl.

[Ipu oOpamennn k mo3aaeMy TBopuectBy Llly-
MaHa TaK)Xe HeJIb35 0CTaBUThH 0€3 BHUMAaHHS IPUEM
OJTHOBPEMEHHOTO COUYETaHMsSI Pa3IMYHBIX 3BYKOBBI-
COTHBIX ()OPM OZHOM U TOM ke cTyneHu. Ero ctuinb
(hakTypHOTO THIChMa CTAHOBUTCA OOJEe BSI3KHM,

169



G/ﬁ\

My3blKaAbHbIM XAaHP U CTUAb

2017,4

MIOPOH TSDKEIIOBECHBIM, B CBSI3U C YEM 3a0CTPAETCS
9KCIPECCHBHOCTH CAMOTO MPHUEMA.

®daxrypa «PaHTacTudeckoi mbech» op. 111 Ne 1
(c moll) otnnyaerca BceMu KadeCTBaMH, XapakTep-
HBIMH JUIS TIO3IHEr0 CTWJISI KOMITO3UTOpa. 311ech
COXPAHSIOTCS BHEITHUE YePThl TPEXCIONHHOMN (ak-
Typbl. IIpy 3TOM IVIaBHBIM MEJIOIUYECKHM TOJ0C
MaKCUMAaJIbHO HaJeNEH NpU3HAKAM{ JeKJaMallu-
OHHOCTH, Y€MY B 3HAYUTEIHFHOU CTENEHH CII0CO0-
CTBYIOT CHHKOIIBI, (DUTYPUPOBAHHBIH KOHTPAITYHKT
KpaiiHe XpOMaTH3WpOBaH W MPEICTaBIsAET COOOU
MMOTOK OOpamEHHBIX MOTHBOB. EcTecTBEHHO, 4YTO
IIPH TaKOM COOTHOIIEHUH (aKTYPHBIX IUIAHOB HE-
n30€KHO BO3HHKAIOT OCTpHIE ArccoHaHChl. He Oy-
JIEM TIOIPOOHO OCTAHABIUBATHCSA HA TIEPBOM paszie-
e daHTazum, orpaHUYMMCs JUIIbL KOHCTaTaluen
(bakTa HEOTHOKPATHOTO BEPTHKAIHLHOTO COUYETAHUS
AKKOPZOBOTO M HIDKHETO MPUJIETAIONIeT0 XpoMaTH-
YECKOTO TOHOB.

B cBsi3u ¢ mHTEpECyOmUM Hac BOIIPOCOM 00pa-
THUMCS K Ha4ajly BTOpOTo paszena. B takre 2 mpec-
CapHbId TOH CiIS 3BYYUT OJHOBPEMEHHO C IIPUMOU
(d) u centumoti (¢) D, g moll’a. Ho B usonupopan-
HOM BHE NOA00Hasi BEPTUKAIb Majo YeM OTINYa-
€TCs OT aHAJIOTUYHOTIO SIBIeHUS B «Bemen nTuie»
(em. 1. 11). Dddexr ycunenus npuéma 3aKirodaeT-
Cs B TOM, YTO B MOMEHT pa3pelieHusi HeakKKOpAO-
BOTO 3BYKa (cis) HE CO3MaéTCs BICUATICHUS HOAHOU
docmuenymocmu akkopaa (3To HACTyIaeT TOJIBKO
Ha TIoCIIeHEH more TakTa). Permmaromee 3HadeHMe
3[1eCh MPUOOPETAET XPOMATHIECKOE IBMKECHUE T1a-
paJUIETbHBIMH CEKCTAKKOPAaMHU B (PUI'YpPallMOHHOM
1acTe, KOTOpoe He TOJIBKO MPENATCTBYET MTOJTHOMY
JNOCTI)KEHHIO aKKOpJa, YTO YCHIIMBAEeT €ro (yHK-
LMOHAJFHYIO CYIIHOCTh, HO W BPEMEHHO MPHUAAET
YepThl HEAKKOPJIOBOTO TOHA 3BYKY d, 320CTPAS TEM
CaMBIM JMCCOHAHTHOCTbH MPEIBITYIIEr0 CO3BYYHSI.

HeaxkopioBbie 3ByKH, 00pa3yloline ¢ aKKop-
JIOBBIM TIOJIyTOHOBBIE BEPTHKAJIBHBIE COYETAHUSA,
B I1€JIOM, KaK MBI YOeIUINCh, HE TIPHOOPETAI0T Ca-
MOCTOSITENIFHOTO 3Ha4Y€HUS, TIOCKOJIBKY YaIlle BCETO
HUMEIOT XPOMAaTHYECKYIO IPUPOLY H, YTO OCOOCHHO
BaxHO, oOycioBiensl y Illymana pa3ButeIM Tojo-
COBEJCHHEM. BIioiHe TOHATHO, YTO B YCJIOBHAX
MEJIOIU3UPOBaHHON (aKTypbl BBOJHOTOHOBBIN Xa-
paxTep Mallol CeKyHIIbI 000CTPSETCS, B CHUIIy Y4ero
CTpEeMJICHHE BOCCTAHOBHUTH PAaBHOBECHE 3HAUYUTEIb-
HO TPEBOCXOANUT BO3MOKHOCTh U3MEHHUTH aKKOPO-
BYIO CTPYKTYDY.

Hapsny ¢ mpocrefimimMy BUaamMu JUAaTOHAYE-
CKMX HEaKKOPJIOBBIX 3ByKOB 0coboe 3Hauenue y [1ly-
MaHa MpUOOPETAIOT TaKWe TUCKOPAAHCHBIE TOHBI,

KOTOpBIE OKAa3bIBAIOTCS MPONOHSUPOBAHHBIMU — OT
MIPEABIYIIETO aKKOpAA. SIBISSICH CIIEICTBUEM TOJIO-
COBEZICHUS, OHH TaKOKe JJAJIEKO He BCET/Ia CTAHOBSTCS
KOMIIOHEHTOM aKKOp/I0BO#l cTpykTypsl. Ho Bbimene-
HUE UX B MOOOYHBIA aKKOPAOBBIA TOH MPOHUCXOANT
BCE-TakM 4dalle W ecTecTBeHHee. HemamoBaxkHOe
3HaUEHHE 3[IeCh NMEET UX AMATOHWYECKas MPHPOAA.
He ciryqaiizo nepBbIM aKKOPAOM € TOOOYHBIM TOHOM
OKa3ajach JOMHHAHTa C CEKCTOW, TO €CTh C JUaTo-
HUYECKUM TOOOYHBIM TOHOM, XOTSI apceHasl BBIpa-
3UTENIFHBIX CPENCTB BKJIIOYAN U MPHUEMBI BBEICHUS
XpOMAaTH4YEeCKUX HEAKKOPJOBBIX 3BYKOB.

Kak ymommHanocp BbIlE, TPUMEHEHHE BBI-
JIEP>KAHHBIX 3BYKOB SIBJISIETCSI XapaKTEPHOU 4epToil
ITyMaHOBCKOTO TapMOHHYECKOTO CTHIA. B memom
3TOT MPUEM HAXOOUTCS B PyCie CHEIU(PHUKU TO-
ModonHo-nonudonmyeckoro nucekma lllymana, u
CIOCOOBI €r0 BOIUIOIIEHHUS OTIIMYAIOTCS MHOTO00-
pasuem. Tak, HanpuMep, eciu BBIJIEPKAaHHBINA TOH
BKIIMHUBAETCS B THITUYHO TOMOQOHHYIO (aKTypy,
TO BO3HUKAeT KOH(IMKT MEXIy TOPH30HTAJbIO
W BEPTHKAIBIO, M caM MpHuEM OOHapyKHUBaeT ceOs
oueHb penbedHo. B meece «Ilerne moyTpy» op. 133
Ne 3 Ha mpOTSDKEHHH TOYTH ABYX TAaKTOB BBIIEp-
KUBAIOTCs TIpuMa U centuma D, A4 dur’a, obpasys
B aKKOPZIOBO-TApPMOHUYECKOI MOCIIEA0BATEIFHOCTH
D, - S, - D% — T°,° — D*, — T, nucconupyrouue
co3Byums (1. 21, 22). IlockonpKy NHIIb OOUH M3
3THX JIByX TOHOB MOXET OBITh aKKOPJOBBIM B TOHH-
YeCKOW M CyOIOMUHAHTOBOW (PYyHKIIMH, TO HPOHMC-
XOIIUT CBO€0Opa3HOE BapbHUPOBAHHE B WX NMPUHAJ-
JIEKHOCTH aKKOPIOBOHM cTpykType. OOpamarTr Ha
ce0s1 BHUMaHUE U 3ama3IbIBaroNve (yHKIIMOHATh-
HBI€ CMEHBI aKKOpPAOB, YTO MPHUBOAUT K MEPEHOCY
TapMOHHHU dYepe3 TaKTOBYIO 4epTy. Tak ke Kak u
PUTMO-TapMOHUYECKHE MPENBEMBI, 3TO OTHOCHUTCS
K XapakTepHBIM MPOSBICHHSIM IIYMaHOBCKOTO rap-
MOHHYECKOTO CTHJIS.

Heckonpko Oomnee caMOCTOSTENBHOE 3HAYe-
HUE TPHOOpETaeT MPOJOHTHPOBAaHHAS IPHUMa OT
TOHMYECKOTO Tpe3ByuHs D dur’a B TOMUHAHTCEM-
TaKKOpJE, C KOTOPOTO HAYMHAETCS 3aKIII0YCHHE
k Homemnerre Ne 8. Mpl HE MOXEM YTBEp)KIarh,
YTO OHA CTAHOBHUTCA KOMIIOHEHTOM CTPYKTYPBI, HO
BCE JKe MPUCYTCTBHE (pepMaThl MEXTY 3TUMHU JBYMS
aKKOpIaM{ W pasfiiuve B AMHAMUKE (yracarouiee
P U f) CO3MAI0T YCIIOBHSA, MTPU KOTOPBIX 3BYK d OKa-
3BIBAETCSl Ha TPAHHU BKJIIOYEHHS €r0 B CENTAaKKOPI
B Ka4eCTBE 3aMEHHOI0 TOHA.

[llymana, BepoATHO, HpUBJIEKAIN caMH (POHH-
YECKUE CBOWCTBA D, C BhIIEPKAHHBIM TOHUYCCKUM
ToHOM. [IpHn 3TOM OH pa3HOOOPA3UT NAHHBINA IPUEM,
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MIPUMEHSS B KQYECTBE MPEIIIECTBYIOIIETO aKKOp/a,
HanpuMep, 1BOMHYI0 TOMUHAHTY. Tak, B IATON Mbe-
ce nukia (1. 27, 28) 3ByK d OCHOBaTEIBHO MPHUTO-
TOBJIEH B TEPLKBAPTAKKOPAE ABONHON JOMHUHAHTHI
Y BBIICP’KUBACTCS B TEX JKE€ TOI0CaX (PaKTyphl.

Honmudonnueckas nuppepeHInpPOBaHHOCTD T0-
nocoB (akTypsl o3Boisia Lllymany cyrybo muaro-
HUYECKHUMH CPEACTBAMHU JOCTUTATh YAUBUTEIBHBIX
3¢ }EeKTOB 3ByYaHHsI Kak BEPTHKAIW, TaK W IPO-
CTEMIINX aKKOPIOBO-TAPMOHUYECKHUX IIOCIIE0Ba-
TEJIBHOCTEM.

@DaxTypHOE pa3BUTHE B IepBoi D dur’HOil mibe-
ce «llenne moyTpy» OCHOBaHO Ha COIOCTAaBICHUHU
aKKOPJIOBOTO ¥ TOMO(OHHO-TIOTUPOHHUYECKOTO
CKJIa/1a, IpU4EM MOCIeTHIH B JaHHOM CITydae oOHa-
PYKHMBaeT TATOTEHHE K TOJIM(POHUIECKON (akType,
YTO IPUBOIUT B KOHIE MHECHI K CTPETTHOMY IIPO-
BEJCHUIO TEMBI IO THUITY TOHAIBHOTO OTBeTa (T. 4—7
OT KOHIIa). IMEHHO 3TO COMOCTaBICHNE IBYyX Ha4Yall
— TOMO(OHHOTO ¥ TOJIM(OHUIECKOTO — 3aCTaBISIET
UTpaTh HOBBIMH KPacKaMH apXawyHYIO 10 CBOEMY
(YHKIIMOHAILHOMY  CMBICITy — aKKOPJOBO-TapMo-
HUYECKYIO IOCJIEeIOBATENbHOCTh MEPBBIX TaKTOB.
Jo monkmioueHuss nmpréMa MeNOIU3allii TOJI0COB
(bakTypbl OCHOBY T'apMOHHYECKOTO JBHIKCHHUS CO-
CTaBIIAET JIaJ0Basi MepeMeHHoCTh D dur — h moll
(1. 1-4). Janpueiimee paszputue (T. 5-9) ocHOBa-
HO Ha TPAJAWIIMOHHOM THIIE «30JI0TOI» CEKBEHIINH,
C TIOMOIIBI0 KOTOPOW OCYIIECTBISAETCS IUIaBHBIN
nepexon u3 D dur’a B h moll. be3 yaéra Heakkopo-
BBIX 3ByKOB OHa BBIIVISAUT TIPOCTO:

IL-D,-T°, -1V - VIP, =P, -D, ... -t

Ho maBHBII CMBICI KPOETCSI B TOM BIleYarsie-
HUHM, KOTOpoe co3naércsi Omaromaps MOCTOSHHOMN
HETNOJHON JOCTUTHYTOCTH aKKOpHa, YTO, KaK yKe
TOBOPUJIOCH, YCHJIMBAET €ro (akkopaa) (pyHKIIHMO-
HaJIbHBIM CMBICII.

[lepBoe, 4uTo 3aciTyKMBaeT BHUMAaHUSA, — 3TO TEX-
HUKA [IPUMEHEHUS BBIIEP)KaHHBIX 3BYKOB, KaXKIBIH
13 KOTOPBIX TOTOBUTCS B ApyroMm roisoce. Ilepsrlii
AKKOPZ BTOPOTO M TPETHETO 3BEHHEB CEKBEHIINU CO-
JEPKUT B COMPAHO MPOJIOHTHPOBAHHBIA TOH Oaco-
BOTO TOJIOCA MPEABIAYIIero akkopnaa. Paspemenue
€ro commaaaeT ¢ (pyHKIHMOHAJIBHOH CMEHOH, 4TO
MOJTHOCTHIO HEHTPaIN3yeT CTPEMIICHHE YTBEPIUTh
TEPLOBYIO CTPYKTYpY, U OH ONpeneiaéHHbIM o0pa-
30M BpacTaeT B akkopil, obpasys T°, ¢ BHenpsio-
mumest no6ounbIM ToHOM (T°,*%). Bo Bropom akkop-
JIe BCEX 3BEHBCB TAKKE 00pa3yeTcs BBIACPIKaHHBIH
TOH, HO TEpIOBasg CTPYKTypa MpPH ITOM cpa3y ke
BOCCTAHABIIMBAETCS, U OH HE MPHOOpETaeT camo-
CTOSITENIFHOTO 3HAYEHUSI.
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[IpoTuBopeune TOPHU3OHTAIM U BEPTHKAIN
BO3HMKAET U Ha CTHIKE MOTUBOB BCIIEACTBHUE OIlE-
PEXEHUS B BEPXHEM T'0JIOCE Pa3pELLEHUs B IOCIIE-
nyronmid akkopn. Tak, Hanpumep, 3BYK fis B KOHIIE
1-ro 3BeHa B D7 SIBIIIETCA HEAKKOPAOBBIM, HO IS
nocnenyiomero T°, on 6L ObI TEpLKEH, B KOTOPYIO
JIOJDKHA pazpennthes centuma D, . Takum 06pasom,
3/1€Ch BOBHUKAET HEKOTOPOE IIPOTUBOPEUHE C TOUKHU
3peHus] HOPM YUYEHHS O MY3BIKaJIbHOM CHHTaKCHCE,
KOTOPOE ITIACUT, YTO MOTHB JOJDKCH OKaHYMBATHCS
MONbKO aKKOPIOBBIM 3ByKoM. Ho B naHHOM ciyyae
3TOMY MOXHO HaWTH OOBSICHEHWE B MHIIUBUIYaJIH-
3aITiH TOJIOCOB (PaKTypPHI.

BapuanTtsl nogo6HOTO OKOHYAHUSI MOTHBOB, HO
B MEHEe SPKO BBIPaXXEHHOW (hopMe, UMEIOT MECTO
u B counHenusax lllymana, oTHOcsAmmXcs Kk Oonee
paHHeMy TepHOAy TBOpUecTBa. Tak, B TpeTbeM
npoBeneHnn TeMbl B Ne 1 «JlaBujcOoHIepoBy ro-
MOGhOHHO-TTOT(DOHUIECKINA CKITa]] XapaKTepHu3yeT-
Csl METPUYECKHUM HECOBIAJIEHUEM CIOEB (aKkTypHl,
YTO SIBJISIETCS CIECTBHEM AKIEHTHPOBKU H PETY-
JIIPHOTO CUHKOIIMPOBAHHUs B BEpXHEM ciioe. Kaxaas
AKLICHTUPOBAaHHAs JI0JI1 €r0 OTCTAaET OT I'APMOHMU-
YEeCKOM CMEHbl Ha OAHYy 4eTBepTh. Ilo ananoruu
C TEpBBIM [IByTAaKTOM IIpUMEpa TOSBICHUE 3BY-
Ka fis o3Ha4aeT He paspemenue D B .2 h moll’a,
a mepexoJl HOHBI B IPUMY JOMHHAHTOBOTO CEITaK-
kopaa. Ho ecniu v He mpUHUMATH BO BHUMAaHHE 3TO
00CTOSITENTHCTBO (XOTSI OHO, HA HAIl B3TVISAM, BECh-
Ma CYHIECTBEHHO), TO IMOCIEAYIOUINI aKKOpI Tak
WIM MHaue IpeACTaBisfeT coboit t°,, mockosibky
3BYK € OKa3bIBa€TCSl HEMPUTOTOBICHHBIM U B TAKOM
BHJIE aKKOPJI JUIUTEIBHO BblaepkuBaeTcs (J—).
[Ipumeuarenen ToT (akT, YTO BHEAPSIIOMIUNACS TO-
OOYHBIN TOH e HaclIaWBaeTCs Ha HaYajlo 2-TO 3BE€HA
CEKBCHIINH, TJIe BEpXHUI cliol (akTypbl B mpele-
JlaX CEeKBEHIIMPOBAHMUS OTCTAET HA TPU YETBEPTH M,
TakuM 00pa3oM, ATOT TOH IMOJyYaeT pa3pelIeHue
JIMUIb Ha MOCIEAHEH YETBEPTH CIEAYIOLIETO TaKTa.

Ocobyro rpymmy B rapmonnu Illymana coctas-
JISIOT aKKOPABI C yAEP)KaHHBIM TEPIIOBHIM TOHOM
nanga. IlpuMeHeHue NOMHUHAHTBI C CEKCTOH SIB-
JIIeTCA TPAJAWIMOHHBIM. TakoW CHerupuKm, Kak
y llomena, B my3bike lllymana akkopa He mpuoo-
pE€n, XOTS M BCTPEYAETCS 4ACTO KaK C MeEIOoAuYe-
CKHMM NOCTyNeHHBIM JBHkeHueM ot III k I ctynenn
[IpY PA3PELLICHNUN B TOHUKY, TAK U 4EPE3 HENOCPE-
CTBEHHOE JIBUYKEHHE K OCHOBHOMY TOHY JIaJ1a.

K ogHOMYy 13 nIposiBIEHUI TapMOHUYECKOT'O CTH-
ns lllymana MOXXHO OTHECTH HMPUMEHEHHE YMEHb-
méxHoro cenrakkopaa VII crynmeHu ¢ KBaproil
BMECTO TEPLIMH, KOTOPBIA B ONPEACIEHHOM CMBICIIE
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MIPEIBOCXUIIIAET BAaTrHEPOBCKUI TPHCTAaH-aKKOPI.
OH He craHoBUTCS crnenn(uyeckoil rapMoHUEH
[llymaHa, a cKopee XapakTepu3yeT HaMEUueHHYIO B
€ro TBOPYECTBE TEHJCHINIO K PACIIMPEHHIO YHCIa
AKKOP/OB C MMOOOYHBIMH TOHAMH. YIep>KaHUe KBap-
Thl B YMEHBIIEHHOM V1L, —3TO He MPOCTO yzeprKaH-
HBI TOH KaK ACTETUYECKas MOTPeOHOCTh, TEXHH-
yeckuil npuéM. Ho BaykHO U TO, 4TO 3aTparuBacTcs
CaMbIi KOJIOPUTHBIH TOH J1aaa’.

Kypr B knure «Pomantuueckas rapMoHus U €€
kpusuc B “Tpucrane” Baraepa» ormedaer cirydai
ynorpebnenus VIL™ B @anrasuu C dur op. 17 [6,
c. 80]. IIpumep, GeccropHO, YAAUHBIN, TOCKOIBKY
AKKOpA 37IeCh UMEeT Ty K€ abCONIOTHYIO BBHICOTY,
yTOo U 'y Baruepa.

He wmenee penbedHO MPOCTYHarOT KOHTYPHI
JAHHOTO aKKOpJa B MEIJIEHHOW Bapvali U3 LUK-
J1a Ha TeMy «Abeggy. [IpumeuaresneH TOT GakT, 4To
Bapuariuu 0butn Hanucansl [lymanom B 1830 romy,
TO €CTh Ha IIECTh JET paHblie PaHTa3unu. YMEHb-
IEHHBIM TEPUKBAPTAKKOPA C KBAPTOW SIBISIETCS
B 9TOM NpUMEPE MOIYIHUPYIOUINM MIPH TOHAIHEHOM
nepexone u3 Es dur’a 8 b moll (1. 10, 11). Ilomyt-
HO 3aMEeTHM, YTO B KOHIIE TPENbIIyIIEro TaKTa
B Es dur’e 3Byuut D™, v paspelieHie ero HecKob-
K0 HeoOBraHO. Cekcra pa3pernraeTcs He B OCHOBHOM
TOH J1aJla, a B KBUHTY, ¥ MPH 3TOM aKIEHTHPOBAH-
HYI0, C MOCJIEAYIOUM IIOCTYIIEHHO BOCXOISIINM
IBIOKEHWEM K TOHHKe. B MaHepe pasperieHus
MPOCTYNAOT YepThl Oonee mo3nHero cruiist [lyma-
Ha: TOHHYECKOE TPEe3ByYHE€ 3BYYHUT KOHCOHAHTHO
TOJIBKO Ha 4€TBEPTOH J' TakTa, a JO 3TOr0 MOMEH-
Ta B €70 BEPTHKAJb BTOPTaeTCsl MPOJIOHTMPOBAHHAS
CeNnTUMAa OT MPEBIAYIIEro D, u HEMpUroToBICHHAs
cexkyHna BMecTo Tepuuu. llocnmennee 3amedanue
3acIyXUBaeT 0cOO0r0 BHUMaHMUSI, TOCKOJIBKY TaKOH
NpeccapHblil BCIOMOTaTeIbHbIN TOH CTAHET B JAajlb-
HeHieM crenuuIecKoil 4epTol IIyMaHOBCKOTO
MMChMa, BIPOYEM, KaK ¥ MPUMEHEHHE BBIACpKAH-
HBIX TOHOB.

Brime HeogHOKpaTHO 00Opamanoch BHUMaHUe
Ha m3oOperarenbHOCTh lllymana B muiane mpu-
MEHEHUs TOro uiau uHoro npuéma. IloarBepaum
Hally MBICITh IpuMepoM u3 3akiiodeHus K «Ho-
BeyuterTe» Ne 8.

T'onocoBenenue B B dur’HOM 31IM30/1€ OTIIAYAET-
cs1 OOJBIION IIABHOCTHIO, TEKYYECTHIO, HACHIIIICH-
HOCTBIO BBIIEP’KaHHBIMU 3ByKaMH, 00pa3yroIInMu
MEXTAaKTOBbIE CHHKOMBL. MHTepecyromuii Hac ak-
KOpA TOSBIISIETCS YK€ B TakTe | W MpeaCcTaBIseT
coboit VIL ™, npunaanexanmit menoguueckomy (!)
¢ moll’to. KBapra B TaHHOM Cily4ae MMEET COBEp-

LIEHHO CaMOCTOSITEJIbHOE 3HAYEHHUE, IIOCKOJIBKY
OTCYTCTBYET MOMEHT IIPUIOTOBJICHHUS. Pa3perienue
OCYILECTBISETCS XOIOM Ha TEpUUIO BHU3. J[BuxKe-
HHUE CENTHUMBI CKa4KOM M TeM 0Oojiee Ha MHTEpBal
yYBEeTU4ICHHOH 4 (TpaBza, ¢ MOCISAYIOMNAM MOy TO-
HOBBIM BOCXOXKACHHEM) IPOTHBOPEYHUT BCEM KaHO-
HaM KJIaCCUYECKON FrapMOHUH, €CJIM PACCMATPUBATh
JAHHBI IIPUEM H30JIMPOBAHHO OT IOCIELYHOLIETO
pa3BUTHS, KpailHE HACBILIEHHOTO CaMOCTOSITEIb-
HBIM MEJIOIMYECKUM JIBUKEHUEM TOJIOCOB (DaKTy-
pbl. Ho uMeHHO nocnenHee U He JOIYCKAET CTOJb
y3koro noxaxona. IIpsMoiuHeiHOCTh 000pOTa UMe-
€T BBIPA3UTENbHBIN CMBICH, KOHIICHTPUPYS B cede
YEepThl HEKOETO IEPEIOMa MPU JIBUKEHUU K IIPOTH-
BOIIOJIO)KHOMY Kau€CTBY: OT CUHXPOHHOTO I'0JIOCO-
BEJICHUS B MpPEAIIECTBYOMEM pedpeHe K Menoau-
YeCKH THOKOHM MOMM(OHU3UPOBAHHON TKAHH.

Wtak, B pe3ynbrare HaOMIONEHUIN HAJ CHENH-
(uKol BBEICHHUS HEAKKOPJOBBIX 3BYKOB B MY3BIKE
[Ilymana mopuepkHEM, 4YTO KaK XpOMaTHUYECKHUE,
TAaK U JUATOHUYECKUE HEAKKOPJAOBBIE 3BYKH MOTYT
CTaTb KOMIIOHEHTOM aKKOPIOBOH CTpyKTyphl. 1lpn
3TOM IIEPBBIE U3 HUX BBICTYIAOT TOJBKO B KAUECTBE
BHeIpstomuxcsa. HeakkopioBele 3ByKH, UMEKOLINE
Cyry00 IMaTOHWYECKYI0 MPUPOAY, MOTYT 00pa3o-
BaTh aKKOPJBI KaK ¢ JO0OABOYHBIMHU (BHEIPSIONTH-
MHUCS), TaK ¥ C 3aMEHHBIM ITOOOYHBIM TOHOM.

B ckpeIToii hopme 31ech 0OHApY)KUBAETCS TCH-
JNeHIHS K OcNablIeHHIo TEPIIOBOTO NMPHUHIIMIIA aK-
Kopaoo6pazoBanmsi. OcTaéTcsi MPEANOI0KUTE, YTO
y IllymMaHa HaYMHAIOT 3aKJIAIbIBATHCSI OCHOBBI aK-
KOPIOBBIX CTPYyKTyp XX Beka. Tak, akkopasl C 3a-
MEHHBIMU TOHAMH, U B IIEPBYIO OUYEpPEAb C KBAPTOi
BMECTO TEPLIUU, — 3TO YK€ CEPbE3HBIM 1IAr HA ITyTH
K KBapTOBOM CTPYKTYpE.

[IpuMeHsas akkoOpAbl C BHEAPSIONIMMHCA IIO-
OOYHBIMH TOHAMH, B OCOOCHHOCTH C CEKYyHJOH H
KBapTOM B YCJIOBUSX TPEXDIEMEHTHBIX CTPYKTYD,
[IlymaH 1o HEKOTOpPOM CTENEeHW NIpenyrajan BO3-
MOXXHOCTb CEKYHJIOBOTO IIPHHIIMIIA COIPSDKCHUS
COCEIHMX TOHOB B aKKOPJIOBOI BEPTUKAJIU.

Ho no cpaBHeHuro, Hanpumep, ¢ Mycoprckum,
CkpsOMHBIM, KOTOpBIE SBHWIIUCH 37I€Ch MOWCTHHE
HOBaTOpamMu W HEIMOCPEACTBEHHO IPEABOCXUTUIN
akkopauky XX Beka, IIlymaH He BBIBOJUT CBOU
TBOPUYECKHUE TIOUCKH 3a IPEIENbl TEPLIOBOTO MPUH-
WA aKKOPJI0oOpa3oBaHus. AKKOPIOBOE OKpyoice-
Hue BO3HUKIIEW CTPYKTYpBl, INPHUHLHII pPaAcnono-
JiceHusi TOHOB B €€ BEPTHKAIIM, XapakTep J1aJg0BOro
CONPSDKEHUST KOMIIOHEHTOB BEPTUKAJIU U FOPU30H-
TaJIl — BCE 3TO OCTAETCS B paMKaX KJIACCHYECKOM
(yHKIMOHAIBHOM TapMOHHUU.
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' 3. Kypr HasbIBaeT Takyl MeJIOAUKO-TapMOHUYE-
CKYIO (DHTYypaliio «MMIPECCHBHBIMU (DUTYpaMH COIPO-
BOXICHUS [6, c. 404].

2 B tBopuectBe bpamca, MHOroe yHaciieqoBaBIIec-
ro ot llymana, Takke BcTpedaeM aHAIOTMYHBIN TPHEM
(aktyproro m3noxenus (cm. Kanpuaumo op. 76 Ne 1).
U XoTs 0 BpeMEHH OH HAaXOAUTCS ONIMKE K MCKYCCTBY
HUMIIPECCHOHM3MA, TOT XapakTep u300pasumenbHoCmu,
KOTOpBIM HaneneHa (akrtypa meechl Lllymana «Ilenue
MOYTPY», COBEPIICHHO OTCYTCTBYET B IOJOOHOM (ak-
TYpHOM M3NIOKeHUH Y Bpamca.

3 Tepmun FO. H. Tromuna [10, ¢. 10, 117-119].

* Ilpumep mpuBeAEH B UUTHPOBAHHOW paboTe
IO. H. TronmHa.

Gy

AUTEPATYPA

5 Tlpumep npuBogutcs B pabore 0. H. Tronuna
B CBSI3M C aHAJIM30M CHEIU(HUKH IpeccapHbIX TOHOB [ 10,
c. 90].

¢ Best mbeca mpecTaBisieT co0oil CIOKHYIO TPEX-
yacTHyt0 (opmy. Kpaiinue pasmensl u3M0KeHBI B MPO-
CTOH JIByX4acTHOH (hopme, T7ie HeOOIbIIOe JOMOTHEHUE
COZIEPXKHT JIEMEHTHI PETIPU3HOCTH.

7 C 31O TOYKH 3pECHUS CUMITOMATUYHO YacToe MpH-
menenue VI PaxmanunossiM. M3penka on BeTpedaet-
cs y lllonena, Hanpumep, B Hoktropae op. 27 Ne 1 (tmo-
CIICHUHN TaKT MEepPeT PETIPU30ii).
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KoHuepTtbl aArs opkecTtpa P. K. LLLeapuHa:
K Npo6AemMe TPaKTOBKM XKaHpa

B crarbe paccMarpuBaloTCAd OCOOCHHOCTH HOBAaTOPCKOIO IIPOYTEHHS OJKaHpPa KOHIEpTa JUull OpKecTpa
B TBopuecTBe Ponuona Illenpuna. Kommosurop co3naér cBOH BapHaHT OPKECTPOBOIO KOHIEPTa, NMPEIOMIIEHHBIN
B pyCJie TaKMX CTHJIEBBIX HAllpaBICHHH, KaK HEO(POIBKIOPU3M U HOCTMOAEPHHU3M. JIOMHUHUPYIOIMIMMH MTPU3HAKAMHI
koH1epToB lllenpuHa sABIAIOTCS MPETBOPEHHME PYCCKOM TEMAaTHUKH M NPOTPAaMMHOCTb, KOTOpbIE BO MHOI'OM
OIPEAEIIAIOT JpaMaTypru4eckuii npoduiib COYMHEHNH U IPUHIIMIBI UX KOMIIO3UIIMOHHOW OpraHu3auuu. JKaHpoBbIMU
MCTOYHUKAMHU KOHLIEPTOB KOMIIO3MTOPA CTAHOBSITCS OAapOUHBIl concerto grosso, poMaHThUueckas cumdoHHUeckas
nosma, CuM(pOHNYECKNE KapTHHBI PyCCKUX KOMIO3UTOpoB. OOpa3zHO-My3bIKaJIbHOE pa3BuTHe B KoHIepTax llleapuna
pean30BaHO HAa OCHOBE OJJHOAIEMEHTHON M MHOTOJIEMEHTHON ApamMaTypruu. B MoHoqpamMaTyprudeckix KOHIepTax
(«3BOHBI» U «XOPOBOABDY) CBOOOAHO TPAKTOBAHHBIM MPUHIMII MOHOTEMAaTH3Ma BO B3aUMOJAEHCTBUM C BapHaHTHO-
BapUaIlMOHHBIM Pa3BUTHEM NPUBOAUT K BO3HUKHOBEHHUIO MPOU3BOIHBIX KOHTPACTOB, B YaCTHOCTH, K YKAHPOBBIM
TpaHcopmanusM TeMarn3mMa. KoHIepThl ¢ MHOTO2JIEMEHTHOM aApaMaryprueid («O30pHble 4acTyiku», «CrapuHHas
MY3bIKa POCCHHCKUI NMPOBUHLIHUAIBHBIX LUPKOB», «UeThIpe pyCCKHe MECHW») XapaKTepU3YIOTCs OIMOpOM Ha quasi-
CIOMTHBIH CIIOCOO OpraHu3annuy KOMIIO3UIINH, KOHTPACTAMH-COIIOCTABICHUSIMA HEKOH(IMKTHOTO THIIA.

Kiroyesrie cinoBa: Poguon IllenpuH, KoHIEpT Al OpKeCTpa, HHCTPYMEHTAIBHBIM KOHIEPT, HEO(OIBKIOPH3M,
concerto grosso, MOHOAPaMaTyprus, MOHOTEMATH3M.
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Rodion Shchedrin’s Concertos for Orchestra:
Concerning the Problem of Interpretation of the Genre

The article examines the peculiarities of the innovative rendition of the genre of the Concerto for Orchestra in the
musical legacy of Rodion Shchedrin. The composer creates his own version of the orchestral concerto, modified in
the course of such stylistic trends as neo-folklorism and post-modernism. The predominating features of Shchedrin’s
Concertos are in the putting into practice of Russian subject-matter and programmatic features, which in many
ways define the dramaturgical profile of the compositions and the principles of their compositional organization.
The composer’s genre sources for the concertos turn out to be the baroque concerto grosso, the romantic symphonic
poem and the symphonic pictures by Russian composers. The depictive-musical development in Shchedrin’s
concertos is realized on the basis of single-element and multielement dramaturgy. In the monodramaturgical
concertos (“The Chimes” and “Khorovods”) the freely interpreted principle of monothematicism in interaction with
variant-variational development leads to the emergence of resultant contrasts, in particular, to the genre-related
transformations of thematicism. The concertos with the single-element dramaturgy (“Mischievous Chastushkas,”
“Early Music of Russian Provincial Circuses,” and “Four Russian Songs”) are characterized by a reliance on a
quasi-suite means of organization of compositions, as well as by contrasting juxtapositions of non-conflicting
types.

Keywords: Rodion Shchedrin, Concerto for Orchestra, instrumental concerto, neo-folklorism, Concerto Grosso,
monodramaturgy, monothematicism.

175



G/ﬁ\

My3blKaAbHbIM XAaHP U CTUAb

2017,4

OHIIEPT JJIs OpKecTpa Kak ocobas pa3Ho-

BHJIHOCTh HMHCTPYMEHTAIHHOTO KOHIIEPTa

JIONITOE€ BpeMsi OcCTaBajcsi Ha mnepudepuun
BHUMAaHHUS KOMIIO3UTOPOB, OJJHAKO B MY3bIke XX —
Hayaita X XI Bexa OH CTaHOBUTCS OJHUM M3 HanOo-
Jiee BOCTpEOOBaHHBIX JKaHPOB. ba3oBoil MOJENbIO,
Ha KOTOPYIO OMHUPAIOTCS KOMIIO3UTOPBI, SIBISICTCS
OapouHEIl concerto grosso, HE 3aKPETHUBIIAKUCS
B JKaHPOBBIX CUCTEMAax MOCIEAYIOUIMX 30X Kiac-
CHIIM3Ma W POMAaHTH3Ma', HO BO3POKIEHHBIA B Ha-
4aJjie MpoILIOro CTOJIETHUS.

OO6pamenue k concerto grosso B XX BEKe HE
OBLIO TIOTIHITKON BOCCO3/IaHMS CTAPUHHOTO JKaHpa,
B IIEPBHIX JK€ OIycax’ OH cpasy mpeacTal B 0OHOB-
néaHom Buje. IIpexnae Bcero, MosiBUIOCH Camo
JKaHPOBOE 0003HAUYCHHUE «KOHIIEPT ISl OPKECTPay,
KOTOpOE paHee B My3bIKe HE BcTpedanock. OmHa
W3 TIAaBHBIX OCOOCHHOCTEH KoHIepTa XX BeKa
3aKJII0YaeTCsS B CHHTE3¢ 0apOYHOM KOHIEPTHOCTHU
U COHATHOW IpamMaTypruu, a TakXe BO B3aUMO-
JNEUCTBUU C APYTHMU XKaHpamu. HakoHerl, camoe
Ba)KHOE€ — KOHLEPT MOJIy4aeT MpeIoMIIEHUE B pa3-
JINYHBIX CTUJIEBBIX KOHTekcTax. B 1910-1940-¢
roJibl B 3aIaJIHOEBPOIEHCKON MY3bIKE MOABISIOT-
Csl HEOKJIAaCCUITUCTCKUE coumHeHus A. Kazemnsl,
II. Xunpemura, SKCHOPECCUOHUCTCKUN KOHIIEPT
A. bepra, nmocesménnsnii A. [Iéabepry, Heoba-
pounsie omycel M. Perepa, 3. bnoxa, neodons-
xinopubie — 3. Kogas, M. Poxa, JI. JIuretu. 3name-
auteiii Kornept mis opkectpa (1943) b. baproka
— IpUMEP TMOJIUCTIINCTHIECCKOTO TPONU3BEACHUS, B
KOTOPOM MEPEIIETAIOTCS YEPTHl HEOKJIACCULIM3MA
1 HeO(POITBKIIOpU3MA, TIPEIBOCXHUIIIAIOTCS TTOCTMO-
JNEPHUCTCKUE TEHACHIINU (B YaCTHOCTH, BBOIUT-
¢ nurara u3 nonyiasapHod omnepertel ®. Jlerapa
«Becénas BmoBa»). Co3IaHHBI B TO K€ BpeMs
N. CrpaBuHCcKUM «DOEHOBBIH KOHIIEPT» IS
KJIapHETa W JKa3-OpKecTpa MPEIACTaBISICT cO00it
CTUJIEBOM CHUHTE3 JI)Ka30BOW MY3bIKM U HEOKJIac-
CHUIIUCTCKUX TpUHNHMIOB. Omopa Ha CTHICBOU
CHUHTE3 CTaHeT B JaJibHEHIEM JIOMUHUPYIOLIEH
YEepTON OPKECTPOBBIX KOHIIEPTOB BTOPOU MOJIOBU-
HBI XX BEKa.

B oreuecTBeHHON MY3BIKE 3TOT JKaHP MOIYUYHIT
sapkoe npersopeHue B TBopuectse P. K. Illenpuna,
MIPEICTABUBIIIETO COOCTBCHHBIN BAPHAHT OPKECTPO-
BOTO KOHIIEPTA, MPEIIOMJIEHHBIN B pyciie HEO(Ob-
KJIOPDHOTO HAIPaBJICHUS W B IOCTMOICPHHUCTCKOM
pakypce®. Beero y IlempuHa msTh OPKECTPOBBIX
KOHIIEPTOB, KOTOPEIE MO BPEMEHHU CO3JaHUS TPyII-
MIMPYIOTCS B JiBa LMKJIA: paHHHE KOHIEpTH 1960-x
rogoB u npomusBeacHuUs 1980—1990-x rogos.

Pannme counnenuss — «O30pHBIE YaCTYIIKID»
(1963) u «3BoHB (1968) — BO MHOTOM OPHCHTH-
POBaHbI Ha XapaKTE€pHbIE M cepequHbl XX Beka
TBOPYECKHE OJKCIIEPUMEHTBI C concerto grosso.
Brusiaue crapuHHOTO XKaHpa MPOCTYIAET B MOBBI-
IIEHHOW oMM MONHU(POHMYECKUX TPUEMOB pa3BU-
TUs (peanbHble U quasi-UMHUTAIAN, CUMYJIbTaHHBIE
COBMEIICHHUA TeM), CHeru(pUKe HWHCTPYMEHTOBKH
(3HaUMTENTPHOE BHUMAHHE YAENSETCS OacOBBIM
MapTUsM — «IpuU3paKkam» basso continuo, a TaKxe
MOMEHTaM COJIMPOBAaHUS OTAEIHHBIX HWHCTPYMEH-
TOB WJIM WX TPYII cOOOpasHO TpagumusM Oapod-
HOTO KOHLIepTa). B mHTOHAIMOHHOM OMHM30CTH BCex
TEMaTHYECKUX DJIEMEHTOB MPOCIEKUBAIOTCS OTIO-
JIOCKH 0apOYHOTO MPUHIIUIA «SIpa U pa3BEPTHIBa-
HUS», HECMOTPS Ha 3CKU3HBIM XapakTep TeMaTu3Ma
1 BBICOKYIO CTETIEHb AUCKPETHOCTH B €T0 9KCIIOHU-
pOBaHUHU.

I'pynma xoH1epToB M1t opkecTpa koHna 1980-x
1 1990-x ronoB — «CrapuHHast My3bIKa pOCCHICKIX
MPOBUHITHANIBHBIX ITUPKOB» (1989), «XopoBomb»
(1989), «Yetsipe pycckue necHu» (1998) — ornm-
gaeTcsi OonbpIIeld MacImTabHOCTBIO, SPKO BBIpa-
KEHHBIM CTpeMJICHHEM K cuM(OHM3auu (BCIO-
MHUHAIOTCS  KOHIEPTHO-CUM(QOHUUYECKUE  OIMYCHI
C. B. PaxmanuHoBa).

IlepBeie sxe koHLUEpTHI LleaprHa cranu npume-
pamM# HOBaTOPCKOW MHTEPIIPETAINHY KaHpa B PycIie
Heodopkiopu3ma’. BMecte ¢ TeM B HUX 00Hapy-
KUBAIOTCS YE€PTHI CTUIIEBOTO CHHTE3a: B « O30pHBIX
YacTymIKax» $ICHO OIIYTHMO BIHAHHE JKaza,
a B «3BOHaxX» BEJHKa POJib MPHUHIUIIOB COBPEMEH-
HOT'O IIMChbMAa — CEPUMHON M IyaHTHWJIMCTHYECKOMN
TEXHUK, COHOPHBIX d3QPEKTOB U allcaTOPHUKH.

«CrapuHHast My3bIKa POCCHMCKHX IPOBHHIIU-
aNbHBIX IMPKOB» — IOJNUCTHINCTHYECKOE MPOH3-
BezieHne, obpameénHoe B XIX Bek, B KOTOPOM CO-
YeTaroTcsl OJeCTAIUH UPKOBOM MapIll, Mapous
Ha 0aJeTHO-IMPKOBYIO CIOHTY, JINPHYECKUHA CHM-
¢orm3m (aymro3usa Ha ctunb 1. M. YaiikoBckoro)
M OTTOJOCKH MOMyIsipHOro pomaHca «Oum uép-
Hble». KoHiiepThl «XopoBoas» U «HeTripe pycckue
MECHW» MPONOKAIOT HEO(DOIBKIOPHYIO JIMHHIO
tBOopuecTBa [lenpuna.

KoHCcTaHTHBIMU NpU3HAKAMHU KOHIIEPTOB KOM-
MO3UTOpA SIBIISIIOTCSI IPETBOPEHUE PYCCKOU mema-
MUKU 1 RPOSPaAMMHOCMb. B KaX10M U3 KOHIIEPTOB
3aroJIOBOK TIPEACTaBIseT cOOOi ONHIIETBOPEHHE
Kakoro-iimbo 3BykooOpaza Poccun. B IlepBom
TakuM CHMBOJIOM CTAHOBHUTCS YacCTYIIKa — YKaHD,
MPHUCYIIUH HCKITIOUYUTENEHO PYCCKOMY (OJIBKIIO-
py’. B uacTymike KOMITO3MTOpa MPHUBICKAIOT €€

176



2017,4

Musical Genre and Style

0

COBPEMEHHOCTh W 37T000AHEBHOCTH, MHOTOTpPaH-
HOCTh KOMHYECKOTO, TIOCKOJIBKY B HEH, IO CII0OBaM
KOMITO3UTOPA, «BCET/Ia €CTh IOMOP, HPOHUS, KA
cartvpa Ha CyUIECTBYIOIIUE MOPSIAKH, HA “BOXKIEH
Hapona”» (1uT. 1mo: [7, c. 284]).

Bo Bropom KoHIlepTeé MNOAOOHBIM 3HAKOM
PYCCKOH  MY3BIKAJIBHOM  KYJBTYpPbl BBICTYyHAOT
3BOHHOCTh M KOJIOKOJBHOCTB, HOJYYHBINHE IIpe-
JIOMJICHHE B TBOPYECTBE MHOTHX OTE€YECTBEHHBIX
KOMIO3UTOPOB. lllenpuHy ¢ MOMOIIBIO ATOTO CUM-
BOJIa yJaJIOCh BOCCO3/aTh, Kak otMevyaeT M. E. Ta-
pakaHOB, «3Bywamyio armocepy ApeBHeill Pycu
KaK HEOThEMJIEMYIO YacTh KU3HU PYCCKHUX JIONEH
OT POXACHHS N0 YXOAa B IOCICTHHHA IyTHY [6,
c. 122]. Konneprom «3BOHBI» B TBOPYECTBE KOM-
MO3UTOPa OTKpBIBAeTCS Ienasi rajepes oOpa3oB
3BOHHOCTH ¥ KOJIOKOJIbHOCTH, TECHO CBS3BIBAIOIITNX
€ro My3bIKy C PYCCKOW MY3bIKAJIbHOW TpajulIueH.
K atum o0Opaszam, TpakTys UX TO JUKYIOIIE, TO Tpa-
THYECKH, OH oOpamraercs B «Pycckux Tpe3BOHAxX»
3 «Terpamu mst ronomectBay (1981), xopoBBIX
counnenusnx «Kaznas [lyrauéray (1981) u «Konrep-
tuHOY» (1982), B «Pycckux 3BoHaX» n3 YeTBEpTOTO
¢doprenmannoro kouunepra (1991), B «BeuepHem
3BoHe» U3 «Poccuiickux dotorpaduii» (1994).

Tperuit koruept — «CTapuHHasg My3bIKa pOC-
CUHCKUX IPOBUHUHAIBHBIX LHUPKOB» — IEPENAET
atMocdepy ropojackoro Obita XIX Beka: mo cio-
BaMm lllenpuHa, «BCs pycckasl IuTeparypa, KHBO-
MUCh TOTO BPEMEHH TECTPAT MOITHYHBIMH, Apa-
MaTHYE€CKUMH, CEHTUMEHTAIBHBIMU KOJUIU3HUSIMH,
“mpuesmamMu’ M “‘orbe3gamMu’ OPOASUUX ITHMPKOB
B MaJICHBKHX POCCHUUCKUX ropomaxy (IuT. mo: [7,
c. 294]).

Haszpanue YerB€proro koHiepra «XopoBOAbI»,
C O/HOI CTOPOHBI, aNeUIPyeT K KOHKPETHOMY
(hONBKIOPHOMY JKaHPY, HENOCPEJICTBEHHO CBS3aH-
HOMY C UTPOBBIM U OOPSIOBBIM OBITOM, a C JPYTOH,
— CTaHOBUTCA (QHUIOCOPCKHM BOILIOMICHUEM HWJICH
KPYTOBOPOTA B )KU3HHU U IPUPOJE.

Haxonen, I1a1b1i1 opkecTpoBbIi KOHLEPT — «He-
TBIPE PYCCKHUE TIECHM — TOCPENICTBOM «0000IICHHSI
yepes xaHp» (A. A. AJBIIBaHT) Bocco3maér odpas
PYCCKOM OPOTH, pacKphIBAEMBIN depe3 HapOIHbIC
MIECHU — OBUTUHHYIO, UTPOBYIO, IIBITAHCKYIO IIJISICO-
BYIO ¥ 0OPSII0OBO-BEITHYAIBHYIO.

TakuM 00pa3oM KOMIIO3UTOP JOCTUTAET [Iy0O0-
KOTO XY/I0’KECTBEHHOTO 0000IICHUS U B TO K€ Bpe-
MsI TIpeIaraeT CaylaTeIsiM KOHKPETHBIE accomna-
IIUH C SBJICHUSMH PYCCKOM JKH3HU.

[IporpaMMHBIE€ 3aroJOBKH BO MHOTOM OMpEe-
JSIOT W HEKOTOpBIE OCOOEHHOCTH JApaMarypryu.

Tak, B Ha3BaHUSAX TPEX KOHIIEPTOB COMAEpIKATCA
yKa3aHUsl Ha MEPBUYHBIE MY3BIKAJIbHBIE JKAHPHI —
YacTyIKa, XOopoBoj, necHs. DompKIopHBIE KaH-
PBL, BOBJIEKaeMble B aKaJeMHYECKHH KOHIIEPT, 00-
YCIIOBJIMBAIOT CIEIU(HUKY MEJIOAUKH, PUTMHUKH,
MIPUHIINIIOB Pa3BUTHS, IPUBHOCAT YePTHI HIMIIPOBH-
3annoHHOCTH. Hampumep, B koHuepre «O30pHBIE
YacTyIIKM» CPEACTBAMU OpKECTpa BOCCO3mAETCA
arMocdepa HaCTOSIIEr0 «4aCTYUIEYHOTO TYPHUAPAY,
B KOTOPOM TIOOYEPETHO BHICTYMAIONINE YIACTHUKN
CTaparoTcs Kak Obl MEepenerosTh ApyrT npyra. Ta-
KO€ COPEBHOBAHME KaK HEJb3S JTyUIlIe COOTBETCTBY-
€T JyXy COCTSI3aHHsl, CBOMCTBEHHOMY KOHLIEPTHOMY
xaHpy. Menoaudeckass adOpHUCTUIHOCTh YaCTYIII-
KH, €€ eCTeCTBEHHAs BADUAHTHOCTH MPUBOST K KOH-
TpacTaM: TeMOPOBBIM (BKJIFOUCHHUE B TUATIOT HOBBIX
WHCTPYMEHTOB-COJIUCTOB); TUHAMHYECKHM, BO3-
HUKAIOIIUM B CBSI3U C OCOOCHHOCTSIMH IPOCTPAH-
CTBEHHOTO DACIIOJIOKEHHUS MY3BIKaHTOB-COJIFICTOB
B OpKecTpe (TeMaTHYecKuil MaTeprai pacchuIaeTcs
C Pa3HBIX TOYEK); TEMATUIECKUM, TOSBIITIOIIAMCS
Onarozapsi CONMOCTABICHUIO PA3IMYHBIX KAaHPOBBIX
Pa3HOBUAHOCTEM YACTYIIKH (YacCTYIIKH-CKOPO-
TOBOPKH, YaCTYIIKH-PAcCKa3bl M JIMPUYECKHE Ha-
CTYIIKU-CTPaaHus).

B 3aronoBke TpeTpero KoHIEpTa CIOBOCOYE-
TaHHE «My3bIKa ITMPKOB» BOCIPHUHHMAETCSA Kak
CKpBITOE yKa3aHHE Ha MPUKIAJHON XaHp — CIOHU-
TY My3bIKQJIBHBIX HOMEPOB®, CONMPOBOKIAIOIINX
HCIIOJIHEHHE LUPKOBOM mporpaMMbl. B My3bike
KOHIIEPTa TIepeMeHa HOMEPOB MOMYEPKUBAETCS
KOMITO3UTOPOM OJarogaps KOJIJIa)KHOMY BKITIOUE-
HUIO Pa3/iesioB, UIMUTHPYIOMINX 3PUTEIHCKUE arIo-
mucMeHTel. Kpome Toro, 3asiBieHHas mporpaMmma
MIPOBOIMPYET oOpaleHne K KaHpam U arpudyram
LMPKOBBIX BBICTYIUICHWIA: Mapi (mapan-aiie),
dandapsr.

Hakowner, cBoeoOpa3ne mporpaMMbl HaKJIabI-
BaeT CBOM OTMEYATOK W Ha BBHIOOP OPKECTPOBBIX
cpenctB. Hampumep, B «3BoHaX» BBOAATCS Op-
KECTPOBbIE M HATypajbHbIE IIEPKOBHBIE KOJIOKO-
Jla, BaKHAsE POJIb MPUHAJJICKUT MEIHOH TpYIIIe;
B maptutype «CTapuHHON MY3BIKH POCCHHCKHX
MIPOBUHITMANBHBIX [IHUPKOB» KOMIIO3UTOP HCIOJb-
3yeT ayAuo3alyCh MEHUS NTHI, B «XOpOBOAAX)»
BEIIMKAa pOJIb TPYNNBl JEPEBAHHBIX JYXOBBIX,
B 4aCTHOCTH, OJOK-(ICHThI, OJN3KOH (HOJIBKIOP-
HOMY 3BYYaHHIO.

JKanposbiMu uctouHukamu koHueptos Llenpu-
Ha SIBIIIIOTCS OapouHblli concerto grosso, poMaH-
MU4ecKas cCumM@ponuieckas nosma, cumponuieckue
Kapmumbl pyCcCKUX KOMNO3UMopos.
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OT ncTOpHUYECKOTO MPOTOTHUIIA COnCerto grosso
KOMITO3UTOP NIEPEHUMAET TIIaBHBIH Apamarypride-
CKHI IPUHIUN — OUAN02UYHOCb, PACKPBIBAIOIILY-
I0CSL UePEe3 KOHYEpMUpo8aHue u KOHYepmHocmy'.
KonueprupoBanue — criocod oCyliecTBICHUS U~
ajora, ero «MaTrepuaju3alnvs» U OJHOBPEMEHHO
MPHUHIUI TEMATUYCCKOTO PAa3BUTHS — OCHOBBI-
BaeTcs Ha OOMEHE OpKEeCTpaHTaMH €IWHUIAMU
nuasora (COJIbHBIMU MM aHCaMOJICBBIMHM PEILIH-
KaMH), a TaK)Ke Ha 9epeOBaHUHA MOMEHTOB COJIH-
poBaHusl, aHCaMOJIeBO# UTPHI U obmux futti. Ilox
KOHIIEPTHOCTBIO TIOHMMAETCsI 0c000€ CBOWCTBO
JUATOTHYECKOTO BBICKAa3BIBAHMS, MOAPA3YMEBAIO-
IeTO JE€MOHCTPAIMI0 BHICOKOTO ypPOBHS mpodec-
CHOHAJIbHBIX KaY€CTB MY3bIKaHTa: BUPTYO3HO-TEX-
HUYECKOTo OJiecKa, KPacOYHOCTH, AapTUCTU3MA,
«KpacHOpeUHus»» M OpaTropckoro nagoca, yMEHHS
MMIIPOBU3MPOBATh, WTparhb B aHcamOie W T. II.
BaxHO OTMETHTB, YTO TPUHIUI KOHIEPTUPOBA-
Hua y lllenpuHa coBmMemaeTcst ¢ OMHOBPEMEHHBIM
TeMOpOBO-(paKTYpPHBIM BapbUPOBAHHEM TEMAaTH3-
Ma. Bce BcTymaromme B IUANOT COJNHCTHI ABISA-
IOTCS. PaBHONPABHBIMUA YYaCTHHKAMHU KOHIIEpTA.
Wx maptum oTnuyaoTcs KPacOYHOCTHIO, HACKIIIE-
Hbl BUPTYO3HOCTBIO M HEPEIKO Ha/JeNIeHBl Xapak-
TEPHOCTHIO (HANpUMEp, «IIaYylIHe» KIapHETHI
WU «TPOCTHHKOBOE», IacCTOPaIbHOE 3BydYaHHE
6moK-(IeTh B «XOpoBOJax», Urpa Ha CKPHUIIKE
W TIpenapupoBaHHOM opTenuano quasi-balalaika
B «UeTrpéx pycckux mecHsIx» u «O30pHBIX Ya-
CTYTIKAX»).

KoHuepTHOCTBD, B 11€J10M CBOMCTBEHHAS MY3bIKE
[lenpuna, oOHApYKUBAETCA B CTPEMIICHUH CO3/1a-
BaTh COYMHEHHMS, B TIOJHON Mepe pacKpbIBaroIIne
BBICOKOTIpO(peCCHOHANIBHBIE Ka4ecTBa MY3bIKaH-
TOB-COJIUCTOB, COBPEMEHHBIH YPOBEHb MaCTEpCTBA
KOTOPBIX KOMIIO3UTOpP MMEHYET «IapajioM BHPTYO-
3HBIX BO3MOXHOCTE» [3, c. 154]. B cBsa3u ¢ aTuMm
aBTOp YacTO CTAaBHUT Nepell My3bIKaHTaMH HHTeE-
pecHBIE HCIIOIHUTENbCKHE 3afadu (TIeHHe OpKe-
CTPaHTOB, MOJpakaHUE HAPOIHBIM UHCTPYMEHTaM
WIN 3BYKOM300pa3uTeIbHOCT). KOoHIEpTsl oTim-
YaroTCsl TEXHUYECKOW Pa3BUTOCTHIO OPKECTPOBBIX
MApPTHA: HEMPOCThIE PUTMBI MPH CKOPBIX TEMIaXx,
0OJIBIIIOE YHCTIO pa3AeiieHui divisi U IPOUCTEKAI0-
M€ U3 HUX aHCaMOJIeBbIe CIIOKHOCTH, Pa3IMIHbIC
ayeaTopuuecKue MpUEMBI, OPKECTPOBBIE KIIACTEPhI
Y COBMECTHBIE IIIUCCAHJI0 — BOT JIMIIb HEKOTOPHIE
W3 XapaKTEePHBIX TPYAHOCTEU, BCTPEUAIOIINXCS Ha
CTpaHWIaX MapTUTYD.

OT >XaHPOBOTO MHBApHAHTA CTAPUHHOIO KOH-
LepTa KOMIIO3UTOP TAK)Ke BOCTIPUHSIT NPUHYUN MO-

HoOpamamypauy, JeKaluii B OCHOBE OTIEIIBbHBIX
yacTtell 0apoYHOro KOHIEPTHOro Iukia, a y Ille-
JIpUHA peau3yeMblii B MaciiTabax KPYIHOTO Of-
HOYACTHOTO COYMHEHUS («3BOHBDY, «XOPOBOIBI»).
Kak u3BecTHO, MOHOpamaryprusi 6apoYHOTO KOH-
nepra 6azupopaiachk Ha TeMaTH3ME 0COOOTO poja,
THUTIA «SIAPO U PA3BEPTHIBAHUEY, ISl KOTOPOTO OBIIIO
CBOMCTBEHHO «JIBIKEHHE IO KPYTY», HE MPUBOIS-
Imee K BOSHMKHOBEHHIO HOBOTO KadecTBa oOpasa.
V Illenpuna e, HAIPOTUB, TOMUHUPOBAHUE OJIHO-
ro obpasa He MCKIIOYAaeT TEeMaTH4eCKUX KOHTpac-
TOB B TpoOIlecCCe MY3BIKAIBHOTO pa3ButhsA. Llempb
3THX KOHTPACTOB — HE NMPOTHBOIIOCTABICHHUE TEM,
a yTBEPKACHHE MCXOIHOTO TE3WCa MyTEM pPacKphl-
THS €TO0 CMBICTIOBOM MHOTOTPaHHOCTH.

Jpyroil xaHpOBOW COCTaBIISIONIECH KOHLIEPTOB
Jutst opkectpa lllenpuna BeICTyIaeT poMaHTHYECKas
cumdonmnueckas mosma, cozganHas @. Jlucrom.
HanoMHuM, 9TO TEpBBIM OIBITOM CHHTE3a JKaH-
POB COJBHOTO KOHIIEPTa U CUM()OHIMYECKON TOAIMBI
Obutn «JKUHHBY 171t QOPTEMUAHO C OPKECTPOM
C. @panxka (1884). lllenpun xe BIEpBBIE pacHpo-
CTpaHAET UACI0 MOAOOHOTO CHHTE3a Ha OPKECTPO-
BBIIl KOHIIEPT, peanu3ysl e€ 4depe3 OJAHOYACTHOCTh
MU CBOOONHO TPAaKTOBAHHBIN HpUHYUn MoHomema-
musma, TPOSBISIOMIMNACA B BO3HWKHOBEHHH KOH-
TPAacTHBIX HOBOOOPa30BaHHMW M3 €IUHOTO WHTOHA-
[IMOHHOTO MCTOYHHUKA.

Haxowner, BnusiHUE )XaHpa CAMPOHINYECKUX Kap-
THH 00HapYKMBAETCS B IPOTPAMMHOM COACP KaHUU
KOHIIEPTOB, BaYKHOW POJIH M300pa3UTEIHHOTO HA4Ya-
na («O30pHBIE YaCTYIIKI», «3BOHBD, «CTapuHHAS
MY3BIKa POCCHUICKUX MPOBHUHIMAIBHBIX LIUPKOBY),
a Takke Omaromaps HaJIMYUIO TMPU3HAKOB AIIHYe-
ckoro cuMponu3Ma (mpeodiaaHue SKCIIOHUPOBA-
HUS HaJ| pa3paboTKOH, crienuduyeckas MITKOCTh
KOHTPAacTOB, BapHallMOHHBI METON Ppa3BHUTHS) U
MEIUTATHBHOM CO3ePIATEIbHOCTH («XOPOBOIBDY,
«YeTbIpe pycCcKHUe TECHN).

My3bIKaIbHO-00pa3HOe Pa3BEPTHIBAHUE B OP-
KecTpoBbIX KoHueprax lllenpuna peamusyercs Ha
OCHOBE O/THORJIEMEHTHOM M MHOTO3JIEMEHTHOH Jpa-
marypru (B. I1. Bo6poBckwuit).

MoHonpamarypruyeckas OpraHu3auus IpHu-
Cylla TaKUM KOHIIEpTaM, KaK «3BOHBD» U «XOpo-
BOJIbD». B HUX CBOOOIHO MPETBOPEHHBII PUHITHIT
MOHOTEMAaTH4EeCKOro cHM(pOHHU3Ma BO B3aUMOIEH-
CTBUU C BapHaHTHO-BAPHALIMOHHBIMH M TeMOpO-
BBIMH TIpe00Opa3oBaHUSMU TPHUBOANT K BO3HHUK-
HOBEHUIO HPOU3BOOHbIX KOHmMpacmos. | TaBHBIM
Pe3yabTaToM TaKOTO Pa3BUTHS CTAHOBATCA JKaH-
poBble TpaHC(hOpMaIH TEePBOHAYATLHBIX TEM,
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pacKphIBaloOIIfe HOBBIE TPAaHU XYA0KECTBEHHOTO
obpa3a.

Tax, HeUTpanpHas B )KAHPOBOM OTHOLIEHUH HA-
YaspHas TeMa KOHIepTa « 3BOHBI — I0/IeKaQOHHBIH
psa U3 IBEHAJUATH TOHOB, MOMEUIEHHBIA B HACHI-
HICHHYIO COHOPHBIMH 3P PEeKTaMu 3BYKOBYIO CPEY,
— MEpepoXkAAeTCS B TEMY C OTUETIMBO MPOCTYyMa-
IOLTMHY TTPU3HAKaMH 3HAMEHHOM MEJIOANKH, Pe3io-
MUPYIONIYI0 00pa3HOE Pa3BUTHE B IPOHU3BEACHUHU
(. 23-24).

Konuepr «XopoBoabl» OTKpBIBAETCS IACTO-
paJIbHOW «TPOCTHUKOBOM» TEMOM, KOTOpas SIBisi-
€TCsl MCTOYHHKOM TeMaTh3Ma COYMHEHHUS W Haro-
MHHAeT UMIIPOBU3ALMOHHBIN NACTYIUI HAUTPBILIL.
Vike BO BCTYIUIEHUH U3 HEE BBIPACTAET BTOPAsl, MO-
TOpHAs YacTyNIEYHO-TOKKaTHas Tema (1. 2), B Ko-
TOPOH COXPAHEH IPEXKHUI MEIOAMKO-TapMOHHMYE-
CKHH KoMIUIeKC. B cBorO ouepesp, 3Ta MpOU3BOIHASL
TeéMa OKa3bIBaeT BIUSHHE Ha AajbHEiIIee pa3BH-
tue. Takum 00pa3oM, macTOpanbHBIN HAWTPHII U3
BCTYIUICHHS CTAQHOBHTCS IIOIBIXHOW TaHIEBAIb-
HOHM TE€MOH B AyXe HapOAHBIX XOPOBOAHBIX IIECEH
K Havally mepBoro pasmena (i. 4), a B IEHTpab-
HOM SITU30/I€ TIEPBOTO pas/iesia TPaHCPOPMHUPYETCs
B JHEPTrUYHBIN TPa3THUYHBIA KOJIOKONBHBIN 00
(. 13). B cpenHem pasmene MPOUCXOIUT HCAHPO-
bl cosue, TIepekintodeHne B cdepy miava (u. 32),
a mamee — orcanposas mooyaayus (B. A. Llykkep-
MaH) B pa3yfaJiblii TAHET-TUISC (KyJIbMUHAITMOHHBIHA
amu30a — 11. 57).

MmuorosnemenTtHass Jpamatyprus llepsoro,
Tperbero u IISTOro KOHIIEPTOB XapakTepU3yeTCA
OMOPOH Ha quasi-CIOUTHBIA CIIOCOO OpraHu3aluu
xoMmo3unud. [Ipu 3ToM BaXXHO MOTYEPKHYTH, UTO
MHOXXECTBEHHOCTh JApPaMaTypruyecKux 3JIEMEHTOB
B KoHueprax lllenpruna He mpeanonaraeT HaJIHdue
KoH(QIUKTa. Bee coeaseMbie 3MTU30/1bI HaTpaBIie-
HBI Ha MHOTOTPaHHOE PacKPBITHE OJHOTO I100alb-
HOTO 00pa3a — SIBIEHUA-CHMBOJIA PYCCKOH KYJBTY-
PBL, BEIOPAaHHOTO KOMITO3UTOPOM.

Tak, ocHOBa apamarypruu kKoHiepra «Ctapus-
Has My3blKa POCCHIICKMX MPOBHUHIMAIBHBIX ITHP-
KOB)» — KOHTPACT-COMOCTABIICHHE 3ITNU30/I0B PA3HOM
00pa3HO-CMBICIIOBOM M JKaHPOBOW HAaIpaBIE€HHO-
CTH: IIEPEMOHHANBHOTO TOPXKECTBEHHOTO MapIiia
(KpacouHO€ BCTYIUIEHHE), KaJEHI0CKOIa CMEHSIO-
X JPYT JIpyra MOMEHTOB [IUPKOBOTO MPeICTaBIIe-
HUS (CpemHssl 9acTh), TUXOW peIeKCUBHON 4acTH
C TICHHEM OPKECTPAaHTOB M TPaHIUO3HOTO futti-Map-
ma (perpusa U3 JIBYyX pasesioB), SIPKOH TWHAMHY-
HO Kofpbl. Iloxoxmum oOpazoM BBICTpOeHBI U «Ye-
TBIpE PYCCKHE MIECHN», T/I€ TePOH-ITyTeIeCTBEHHUK

MEPEKUBACT PsJl PA3IHYHBIX COOBITHH, KaxJIoe
13 KOTOPBIX XapaKTEePHU3YyeTCsl Yepe3 My3bIKy OJHON
13 YETHIPEX MECEH.

OO6mas depra OpKEeCTPOBBIX KOHIEPTOB Ille-
IpUHA — 00HOYACMHOCMb, OTIMPAIONIASACA HA BHY-
TPEHHIOID MPEXYACMHYIO APXUMEKMOHUKY, HYTO
oOycrmoBnuBaeTcsi 0COOEHHOCTSIMU JpaMaTypriu,
MPEeXJIe BCET0, MOHOOOPA3HOCTHIO COJEpPKaHUS,
HaIpaBICHHOTO Ha MHOTOACHEKTHOE PacKpBITHE
00Ho20 0bpaza. MacuTabHOCTh OHOYACTHOU
KOMITO3HIIMH BBI3BIBAET AHAJOTUU C pOMaHTHYE-
CKOM TMpOTpaMMHON CHM(pOHHUYICCKON IMOAIMON H
CUM(POHUYECCKUMH KapTHHAMHU PYCCKUX KOMITO3H-
TOPOB.

B koHmeprax ¢ ogHO3IEMEHTHOH Apamarypru-
el TOMHMHUPYIOT HPUHIUIBI CKBO3HO20 8APUAHM-
HO-8apUAYUOHHO20 PA3BUTHI U (DAKMYPHO20 Kpe-
wenouposanus (B. H. Xomnomosa), co3gaBaeMoro
Onaromapsi HaKaIUIMBAaHUIO OPKECTPOBOW 3BYYHO-
CTH. DTO MPHUBOIUT, B YACTHOCTH, K HHTEHCU(DUKA-
MU TpeoOpa3oBaHWil HAYAIBHBIX TEM B CPETHHUX
paszenax, OCHOBaHHBIX Ha NMPOU3BOAHOM KOHTpAc-
te. B «XopoBogax» nuHaMHKy 0Opa3zHOTO pa3BEp-
TBIBAHUS CO3AAET HENPEPBIBHBIA BapHALMOHHBII
MIPOLIECC, COMPOBOXAAEMBIM >KaHPOBBIMH TpaHC-
dhopmanmsamu, B «3BOHAX» — HIES MOCTEHIEHHOTO
OXBaTa 3BYKOBOTO TIPOCTPAHCTBA, NPHUBOISIIEIO
K CTaHOBJICHHIO KpelleHAUpYIome ¢(akTypHOH
¢dopmbl. [l ocyIiecTBIEHHS JAMHAMHAYECKOTO
HaKOIJICHUA KOMIIO3UTOpP TpHOEraeT K TaKoOMy
npuéMy BEPTUKAJIBHOTO MOHTaXa, KaK HANnible
(O. B. CunenpHUKOBA), KOT/Ia HOBOE BBOIUTCS HA
(oHE emé He OT3BydYaBIIETO MPEABLAYIIETO. JTO
MPUBOJUT K BOSHUKHOBEHUIO OIH()OHUY TIIACTOB:
y)XXe pa3paOoTaHHBIE TeMaTHYeCKHe U TeMOpo-
BO-(DaKTypHBIE KOMILIEKCHI MOCTENIEHHO Mprodpe-
TaloT (OHOBOE 3HAUCHHE, HA ITH TUIACTHI HAKJIA [bI-
BalOTCS HOBBIE BAPHUAHTHI TEMBI.

B «XopoBomax», rae nepBelii M CpegHUU
paszmensl Mo BPEMEHH PeajbHOTO 3ByYaHHS IMOY-
TH OJIWHAKOBHI (O0K0O 10 MUHYT), pa3NiuyHO HX
nepyenmyanvHoe (TepeXxuBaeMoe) BpeMs, IO-
CKOJIbKY pa3M4Ha W HACHIIIAEMOCTb COOBITHS-
Mu. B mepBom paszene, mOCTPOEHHOM Ha Bapu-
AHTHO-BapHallMOHHOM Ipe0oOpa3oBaHUU TIIABHOM
«CBUPEIBHOI» TEMBI (CJIOBHO 3aMEIJICHHBIA TEMIT
pa3BUTHS), TPOUCXOAUT MOTPYKEHHUE B co3epyda-
Hue UL OJHOH U3 TpaHel o6pa3a. Bo3pacrtanue
MICUXOJIOTHYECKON KOHIIEHTPAIMU TEepLenTyalb-
HOTO BPEMEHH BO BTOPOM pasziejie JOCTHTaeTCs
3a CUET YNIoOmHeHUs «COObIMUUHOUY CMOPOHbBL
Omarogaps ocanposviM MpaHchopmayusm TEMBI,
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MPUBOASIINM K TAKUM «IIOJTIOCHBIM» IPOTHBOIIO-
JIO)KHOCTSIM, KaK AKCIIPECCUBHBIN IIJIa4 U pas3yaa-
JIBIM TUISC.

B koHmeprax ¢ MHOTORIEMEHTOH Ipamaryp-
rHell XapaKTepPHBIMU CTAHOBSITCS TaKHE CIOCOOBI
OpraHM3allN KOMITO3UINH, KaK quasi-CIONTHOCTB,
MOHTaX, KOHTpacThI-comocTaBineHus. [Ipm asTom
B KaueCTBE CKPEIUIIONIUX CPEACTB BBICTYIAIOT
ckBo3HbIe TeMbl (Tperuit koHnept «CrapuHHas My-
3bIKa POCCHICKUX MPOBUHIMAIBHBIX IHUPKOB») U
putmuueckue octuHato (Ilateni konuepr «Yertsi-
pe pyccKue TIeCHI»), CO3MaloNIHe, TI0 BRIPAXKEHUIO
lenpuna, «TOKKaTHBIN» TpUHIMT (GopMoobOpaso-
BaHus. OCHOBHAs CMBICJIOBasl Harpy3Ka MPUXOIUT-
Csl HA CPEIHUE Pa3Jelibl, KOTOPBIE OQOPMIISIFOTCS B
quasi-CrouTy, ePBbIE K€ YaCTH BBIMOIHSAIOT CKOpee
MTOJTOTABIMBAIOIIYIO MJIM BBOJHYIO (DyHKITHIO.

B konuepre «Herblpe pycckue NECHW» NEPBBIA
paszen CTPOUTCS Ha BapHALMOHHOM Pa3BUTHHU O-
HOM TeMbI B JyXe HAPOJHOTO HareBa, €€ yCIOBHO
MOXKHO Ha3BaTh meMou nymeuiecmeeHHuka. Tema
JOPOTH, TOCKH TI0 POAHON CTOPOHE IMPEACTaBIISIET
emé oJIMH CKBO3HOH 00pa3 B TBOPYECTBE KOMITO3U-
Topa®.

ConeprkaTenbHO-CMBICIIOBBIM 0a3MCOM COYHHE-
HUS SBISIETCA CPETHUM pa3zies, COCTOSIINN U3 de-
TBIPEX SMU30/I0B, CBA3aHHBIX C 00pa3aMH PYCCKOM
OBLTMHBI, XOPOBOIHOM, IBITAHCKOW JTHMPUYCCKON H
0b6psimoBoit ieceH (cxema 1).

Crneunduka BBEJCHHUS HAPOAHBIX HAIMCBOB
B aBTOPCKMH TEKCT 3aKitoyaeTcs B ToM, yTo Lllenpun
TATOTEET HE K IIUTUPOBAHUIO, a CKOPEe K aJTIO3UN
Ha (QOIBKIOpHBIC UCTOYHHUKH. B amm3o71e ¢ ObUIH-
Hoit «IIpo o6psiHio» (1. 8—11) HaneB BrICBEUHMBa-
€TCsl OAHOBPEMEHHO B JBYX Pa3IMYHBIX U3MEPEHU-
AX: MUTHPYETCS B YBEJIMYCHUN Y HU3KHUX CTPYHHBIX
U TPOBOAWTCA C NPUOTUIUTENHHOW TOYHOCTBIO
MEJIOANYECKONH JTMHUA B MOHOMEPHOM JIBHKCHUU

POBHBIX IJIUTEIBHOCTEN COJI0 y alibTa. XOPOBOJIHAS
necHs «Kak 3a pedxoro», ykazaHHasi KOMIIO3UTOPOM
B Ka4e€CTBE OIHOTO W3 HAPOAHO-TIECEHHBIX MPO0O-
Pa3oB, Ha MEJIOTNIECKOM YPOBHE ceOsi He MPOSBIIs-
€T, OJJHAKO Ha OCHOBE € PUTMHUYECKHUX PHUCYHKOB
CTpOUTCS KpaTkuid smu307 (1. 12), rae CKpunka u
aneThl quasi balalaika nMuTHPYIOT (OIBKIOPHBII
TeMOp. AJuTio3ust Ha ecHIO «JIBe rutapen» (TpeTuit
3MM30[]) OTIMYAETCA HEKOTOPOH HMIIPECCHOHHCT-
CKOW pa3MBITOCTBIO TEMAaTHU3Ma: MOTHUBBI-3HAKH, T10
KOTOPBIM MOYKHO WACHTHU(UIIUPOBATh MECHIO (Ha-
MpsDKEHHBIE POMAHCHBIE WHTEpPBaJbl, TaHIEBAJIb-
HBIE «IBITAHCKUE)» CEKYyH/bl, IMUTALUU THTAPHOTO
AaKKOMITAHEMEHTA), PacCpPelOTOYCHBI BO BPEMEHH U
B (hakType.

Haubonee y3HaBaema TONOMIONHAS —TECHS
«CnaBa» (W4eTBEPTHIA OIU30A CpPENHEH HYacTH,
1. 21-33), Ha OCHOBE KOTOPO pa3BUTHE MPUBOAUT
K O0IIel THHAMUYECKOW KYJIbMIHAIINH ITPOU3BEIe-
HUS (Ipa3gHUYHBIN TPE3BOH, 1. 29-33).

Oco0ast poib B OPKECTPOBBIX KOHIIEPTAX MpPH-
Haanmexut penpusam. B «lupkax» BO3HHKaeT
penpur3a MpOAOIDKAIONIETO AeCTBHs, rae Halmro-
JlaeTcsl JUHAMHU3alusl OCHOBHOM TeMbl. B cumyib-
TaHHOU pernpuse-koje «YeThIpEX PyCCKUX MECEH»
MPOMCXOJUT COBMeIIeHHe (QYHKIUH COOCTBEHHO
penpusbl U YacTUYHO dKcno3unuu. CoBMeIIeHne
KOMITO3UIIMOHHBIX (YHKIUH OOHapyXHBaeTca u
B KOfI€ «3BOHOBY» OJ1aromapst BBEACHUIO HOBOI TEMbI
B JyXe 3HAMEHHOT'0 pacreBa.

P. K. IleapuH B CBOMX OPKECTPOBBIX KOHLIEPTAX
BBICTyIaeT KaK HOBAaTOp, AEMOHCTPUPYIOMIUNA HO-
BYIO JKHM3Hb KaHpa B XX Beke. BrisiBieHue cnenu-
(uKM IPEeTBOPEHNUS KaHpa KOHIEpTa I OpKecTpa
B COBPEMEHHOM OTEYECTBEHHON MY3bIKE B KOHTEK-
CTe CTWJIEBOTO IUTIOpATHM3Ma TPEACTABISET HECo-
MHEHHBI MHTEPEC U MOXKET CTaTb TEMOM CHELU-
AIBHOTO HUCCIIEJOBAHUS.

Cxema 1 Konuepr Ne 5 «Hetslpe pycckue ecHu»
A B Al + Coda
IepBslit pasnen Cpenuuii pasnen Penpusa u xona
o. 1-8 . 8-33 1. 34-45
Broanbiii paznen — obpa3 goporu, «Brnieuatnenus IyTELIECTBEH- BosBparmenre tem o6oux mpeabl-

TPOMKHY; IJIaBHBINA IIEPEX0] K CpeHE-
My pazaeny (1. 8)

Huka: ObuimHa (. 8—11), mepebopsr
Oananaiiku (1. 12), npIraHckas JUpH-
yeckast iecHs (1. 12-20), «CnaBa» u
Tpe3BoH (1. 21-33)

JOyIMX Pa3feNoB — CHHTETHYECKas
penpu3a; kona (1. 44-45)
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< MPUMEMAHUA (<

' Tloxanyi, eIMHCTBEHHBIM HAIlOMHHAHHEM O
concerto grosso B 3TOT NMEPHOJL CTAIHN KOHIIEPTHBIC CHM-
donnn M. Taiinua u B. A. Momapra — cBoeoGpa3HbIi
THOPU/IHBIN JKaHp, B KOTOPOM OTAENBHBIC HOBATOPCKHE
YepThl TBOPYECTBA KJIACCUKOB (OCOOBI THIT TEMaTH3Ma,
OIopa Ha TPHHIMIBI KJIACCHYECKOH (pyHKIHMOHAIBHOM
TrapMOHUH, TOMO(MOHHBIN THIT (AaKTYyphl) MEPEILIEIUCE C
TPAIULUSIMU CTAPUHHOTO concerto grosso (KOHIEpTHAs
(hopma, KOHTpACTHI futti U solo, THIT UCTIOTHUTEIHCKOTO
COCTaBa, 0OMIINE COTBHBIX KaJACHIHN).

2 TlepBeiM TONOGHBIM counHeHHeM cran KoHiept
B cTapuHHOM cTIiie M. Perepa (1912), mo myxy Omm3kmii
6axoBcknM bpaHaeHOYprcKMM KOHIEPTaM.

3 YepTsl MOCTMOAEPHU3MA OOHAPYKUBAIOTCSA U
B JIPyTHX COYMHEHMAX KOMIIO3UTOPA, HAaIlpHMeEp, B OIepe
«Méptseie gymm» (1977). Cm. 06 stom: [1].

# Cremyer OTMETHTh, YTO B OTIHYHE OT HEO(OIb-
KJIOPHBIX ~ KOHIIEPTOB  3apyOEXHBIX KOMIIO3UTOPOB
(b. Baptoxk, 3. Konaii u 1p.), B counnenusx Lenpuna He
HaOJIfoaeTCs BINSHNAE HEOKITACCHIIM3Ma (IIPEKIE BCETo
TaKUX €ro 0COOEHHOCTEH, KaK COHATHAs ApaMaTyprus 1
thopma).

> JKaHp dYacTymiku (QUIypHpyeT Tarkke B JAPYTHX
counHenusix llenpuna: Hanmpumep, B onepe «He Tonb-

Ko m000BE» (1961), [lepBom QopTenmaHHOM KOHIIEPTE
(1954).

6 Ilernp KOHTPACTHBIX AMH300B B KoHuepTe [lenpu-
Ha He 00pa3yeT CIONTY B KIIACCHYECKOM €€ MOHMMaHUH
(umkn 3aBepm€HHBIX MO GopMe HOMEepoB). CIOMTHOCTH
Ha OCHOBE COIOCTABJICHHS HECKOJIBKUX LUPKOBBIX MY-
3BIKaJIBHBIX 00pa30B 3[1€Ch TOJBKO YCIOBHAs, CaMH K€
SMH301B6l HE SBISIOTCS CaMOCTOSTEIBHBIMH M 3aKOH-
YEHHBIMH ¥ COCAMHSIOTCA [0 MNPUHIOWIY MOHTAaXa.
[TpuHOMOBI MOHTaXXHOW ApaMaTyprull W KOMITO3HIIUH
B TBopuecTBe lllenpuHa pazpaboTaHbl B MCCICAOBAHUH
O. B. CunenpaukoBoii «MOHTaX KaK MPUHIAIT MY3bI-
kanpHOrO MbInuteHus Poxnona Illenpuna (Ha mpumepe
MHCTPYMEHTAJIBbHBIX TPOU3BEACHUN KOMITO3UTOPa)» [4].

7 JInanoruyHOCTh B PA3IMYHBIX NPOSIBICHUAX TPH-
Biekaet BHuManue Lllenpuna. O6 3TOM CBHIETENBCTBYET
HE TOJIBKO YCTOWYMBBIH MHTEpPEC KOMITO3MTOPA K JKaH-
Py KOHIIEpTa, HO W NMPOHWKHOBEHHWE KOHILIEPTHPOBAHUS
B JIpyrue >xaHpsl (Harpumep, Tperbs cumbonus «Jlnma
PYCCKHX CKa30K»).

8 Marepecuo, uro LlleapuH MpOUUTHPOBAI IIIaBHYO
TeMy cBoero [Iaroro koHmepra B onepe «Jlepmay (2013)
IIPY TIEPBOM TIOSIBJICHUH IJIABHOTO T'e€posi, BCIIOMHHAIO-
mero ponHyto Tymy.
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