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K Bonpocy 06 aBTropcTBe Tokkatbl U dpyru d moll (BWV 565)

Huckyccus BokpyT aBTopcTBa Tokkatel u ¢yru d moll (BWV 565) mopoania psii THIIOTE3 O MPOUCXOKICHIH
counHeHUs. COBEpIIEHHO OYEBHIHO, YTO TOKa HE OymeT HalaeH aBrorpad mim XOTsS OBl MaHYCKPHIT H3 y3KOTO
oxpyxenus U. C. baxa, yTBepx/1aTh OXHO3HAYHO YTO-TNOO0 HE NMPEACTABISAETCS BO3ZMOKHBIM.

Hecmortpst Ha TO, 9TO caMBIi paHHUI MaHYCKPHIIT IPpUHAAISKUT nepy MoranHa Purka (yuennka Moranna [etepa
KenbHepa), maHHBIN (PaKT HE MOXKET CITYyKUTH OCHOBaHHEM JJIS MIPEAIIONIOKeHNs, 9To Tokkarta u Qyra d moll sBisercs
counHenueM KenvHepa.

Brontae BeposTHO, uTO MaHYyCKpUNT PuHKa siBIsieTcss Oojee mo3aHel (apHINTagTCKON) penakiuel KOMIIO3HITUH,
co3nanaoii B JltoHeOypre. Bo3moxHo, uro Tokkara u ¢yra d moll n3nadansHo Obuta HammcaHa M. C. baxom mns
KJIaBECHHA, a T03/{HEE MOSBHUIICS OPTaHHBIM BapuaHT 3Toro counHeHus. Ha ato ykaseiBaeT 3Byk Cis B OONbIIION OKTaBe,
HCIIOJIb30BaHUE KOTOPOIo B opraHHoM penepryape koHua XVII — nagana XVIII Beka BcTpedaeTcs UCKIIOUUTENBHO
penxo.

Hanuaue 3Byka Cis 103BOJSIET BBIIBHHYTH JIBa AMAMETPAIBbHO PasHBIX mpenmnonoxenus. IlepBoe: counHeHne
6put0 Hammcano mociie 1730-x romoB m He Momio mpuHamiexkars nepy M. C. baxa. Bropoe ocHoBaHO Ha (hakTe
CYIIIECTBOBAHMs OpraHa ¢ o6béMoM MmaHyanoB C—e® u o6némom memamu C—e’, Ha KOTOPOM BIIOJHE MOT WIPATh
H. C. bax B 10oHOM Bo3pacTe. DTO TO3BOJISIET IPEAIONOXUTh, 9To Tokkata u ¢yra d moll (BWV 565) counneHa
Baxom B BoO3pacte mo 15 et To ects 10 orhe3na B JlioHeOypr, nrbo B Bo3pacte 17—18 et mo ciy4aro KOHKypCHOTO
MIPOCIYIINBaHNS HA MECTO OPTaHHUCTA.

Kirouesnie cioa: U. C. bax, Tokkara u ¢yra d moll (BWV 565), Uorann Punk, Uoranu Iletep Kemnbuep,
Mollersche Handschrift, hanrasuiineiii cTuis.

Jns yumuposanus: Kuitoscku O. 0. K Bonpocy 06 aBropcrse Tokkarsl u gyru d moll (BWV 565) // TIpobnemsl
My3bIkaiabHOM Hayku. 2018. Ne 2 (31). C. 7-12. DOI: 10.17674/1997-0854.2018.2.007-012.

OLGA YU. KIJOWSKI

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0002-8482-911X, orgelolga@mail.ru

Concerning the Question of the Authorship
of the Toccata and Fugue in D minor (BWYV 565)

The discussion about the authorship of the Toccata and Fugue in D minor (BWV 565) has generated a number
of hypotheses about the creation of this work. It is absolutely obvious that while the autograph score or at least the
manuscript from J. S. Bach’s close surroundings, it would be impossible to assert anything.

Despite the fact that the earliest manuscript belongs to the pen of Johann Rink (the pupil of Johann Peter Kellner),
the present fact cannot serve as the foundation for presuming that the Toccata and Fugue in D minor is a composition
by Kellner.

It is quite possible that Rink’s manuscript is a later edition (from Arnstadt) of the composition written in Luneburg.
It is possible that the Toccata and Fugue in D minor was first written by J. S. Bach for harpsichord, and the organ
version of this composition appeared later. This can be hypothesized by the note C# in the lower register, use of which
in the organ repertoire of the late 17th and early 18th century can be found exceptionally rarely.

The presence of the note C# makes it possible to bring out two diametrically opposite suppositions. The first one
is that the composition was written after the 1730s and could not belong to the pen of J. S. Bach. The second is based
on the fact of the existence of an organ with a manual range of C—¢’® and the pedal range of C—¢’, on which J. S. Bach
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may very likely have played at a young age. This makes it possible to presume that the Toccata and Fugue in D minor
(BWYV 565) was composed by Bach before the age of 15, i.e. prior to his departure to Luneborg, or at the age of 17-18
for the occasion of a competitive audition for the job of an organist.

Keywords: J. S. Bach, Toccata and Fugue in D minor (BWV 565), Johann Rink, Johann Peter Kellner, Méllersche

Handschrift, the style of fantasia.

For citation: Kijowski Olga Yu. Concerning the Question of the Authorship of the Toccata and Fugue in D minor
(BWYV 565). Problemy muzykal'noj nauki/Music Scholarship. 2018. No. 2, pp. 7-12.

DOI: 10.17674/1997-0854.2018.2.007-012.

MOCJIETHUE ACCATIIETUS B MY3BIKO3HAHUHU

AKTUBHO DPa3BOPAYMBAETCS TUCKYCCHS BO-

Kpyr aBTopctBa Tokkarel u Qyru d moll
(BWV 565). Bpems ot BpeMeHHU MyOIHUKYIOTCS UC-
CIIEIOBaHMA, B KOTOPBIX MMPOTHUB aBTOpcTBa Morau-
Ha CeOactpsaHa baxa BEIABHUTarOTCS BCEBO3MOXKHBIE
apryMeHThl. B KauecTBe OmpoBepKeHHsI BO3HUKA-
0T IpyTHe IMyOINKaI, KOTOPIE OTBEPraroT JAaH-
HYyIO TEOPHIO U HACTAWBAIOT, YTO 3HaMeHUTas Tok-
kara u (yra d moll MOXeT mpUHAIIEKATh TOIBKO
H. C. baxy.

besycnoBHO, Kbl U3 aBTOPOB UMEET MPABO
Ha BBIPaXCHHE CBOETO MHEHHS, U, KaK U B JIIOOOM
CIIOpe, HEKOTOPBIE apTyMEHTHI KaXXyTcsl abCypIHbI-
MH, HO B TO € BpeMsl IpyTHe JOBOIBI BHI3BIBAIOT
KUBOH uHTEpec. Llenpro NaHHOM cTaTbU HE SIBISAET-
Cs1 OIIPOBEPIKCHHE WIIW MONTBEpkaeHue (pakra Oa-
X0BcKoro aBropctBa BWV 565. Jlo Tex mop, moka
He Oyner Haiijgen aBrorpad wim XoTs Obl MaHycC-
Kkpunt u3 6onee y3xoro okpyxenus U. C. baxa, He-
BO3MOYXHO OKOHYATEIbHO OBITH YBEPEHHBIM B €TO
aBTopcTtBe. C JIpyroil CTOPOHBI, M ONPOBEPTHYTHh
MIPUHAUIEKHOCTh JIETEHAAPHOTO COYMHEHUS Tepy
roHoro WM. C. baxa cTaHeT TOImyCTUMO TOJIEKO ITOCTIe
TOTO, Kak OyIyT HallleHBl ¥ TIPEAOCTABICHbI Oosee
BECOMBIE JI0Ka3aTeIbCTBRA.

Haubonee Ba)XHBIM TpeiCTaBIsIETCS — cOOpaTh
BOE/IMHO OCHOBHBIE CIOPHBIE MOMEHTBI, CBSI3aHHBIC
¢ asropctBoM M. C. baxa, n BBICKa3aTh CBOE OTHO-
IIEHUE K JTaHHOU TpodiieMe.

B kadecTBe OCHOBHOTO aprymMeHTa HpPOTHB aB-
topctBa U. C. baxa BeimBuraercs Gpakr comuumens-
HO20 npoucxodicoenuss manyckpunma. K coxasnenuro,
aBrorpad Tokkarel u ¢yru d moll He coxpaHHI-
Cs, a caMblil paHHUN MaHYCKPHUIIT IPUHAIIEKUT
nepy Horanna Punka (1717-1778) mu partupyet-
cs mpubmmsurensHo 1730 romom. Moranny Pun-
Ky — TajnaHTauBoMy ydeHMKy HMoranna Ilerepa
Kenbuepa (1705-1772) — npunamnexar emgé 17
MaHYCKPUIITOB 0aXOBCKMX COYMHEHHIl, aBTOPCTBO
KOTOPBIX HE MOJIEKUT COMHEHHUIO.

HecMmotpst Ha 3TO, HEKOTOpBIE HCCIIENOBATENN
BBIBUTAIOT BEPCHIO, COIIACHO KOTOPOH aBTOPOM
Tokkarel u (yru d moll sensiercs mubo Norans [Te-
tep KenbHep, mb0 KTO-HUOYIH U3 €r0 OKPY)KEHUS
[4, S. 121]. IIpu BcéM yBakeHHHU K OOJIBIIOMY KO-
JIUYECTBY MPHUBOIUMBIX apTyMEHTOB, €I KOTOPBIX
— ompoBepruyTh aBropcTBo Y. C. baxa m mposectu
CTHJINCTUYECKHE Mapajule i ¢ KOMIO3UIIMOHHBIM
tBOpuecTBoM M. II. KenbHepa, ocTtaérest OTKphI-
TBIM BOTIPOC: 3a4eM I0HOMY MYy3bIKaHTy (M. PuHKy
Ha MOMEHT CO3JaHusi MaHyckpunra Oputo 13-14
JIeT) MPUNHNCHIBaTh baXy MMEHHO 3TO COuMHEHHE?
JlocratouHo BcOMHHTH, YTO bax Ha TOT MOMEHT
HE TIOJIb30BaJICSl TaKOW OONBIION MOMYISIPHOCTHIO
U claBoM, kak, Hanpumep, @. ['enens.

KakuMm nyTéMm nepBoHauyajabHbBIA MaHYCKpPHIIT
Tokkarel u ¢Gyru d moll, ¢ koroporo U. Punk us-
TOTOBWJI KOMHIO, TOMAI B PYKH MOJIOJOTO MY3BI-
KaHTa, — ocTaércs HewsBecTHbIM. K. Bosbd mpen-
rmojlaraeT, 4ro ¢ OoNbHION J0Neld BepOosSTHOCTH
ITerep KenbHep BXoaui B KpyT 3HAKOMCTB MOJIOJIOTO
N. C. baxa, 0 4éM CBHIETEIHCTBYIOT MHOTOYHCIICH-
Hbl€ KOIIMM paHHUX couumHeHu#d baxa, nmpunanmie-
xamue nepy KeneHepa. IIpumeuarennbHO, 9TO 3TO
MMEHHO T€ COYMHEHU, KOMMHA KOTOPBIX HE COXpa-
HWJIUCh B BEMMapCKOM U JIEHIILIUTCKOM OKpYyXke-
Huu kommosuTopa [7, S. 228]. U3BecteH ¢akrt, 4yTo
Kenpuep moceman Jleiinmuur B 1720 roxy. Bronue
BO3MOXHO, YTO IMEHHO TOT/Ia OH MOT TOJIyYUTh OT
Bbaxa xonuro Tokkatel 1 (yru d moll.

JpyruM aprymeHToM, C MOMOIIBIO KOTOPOTO
HEKOTOPBIE HCCIIEOBATENIN TBITAIOTCS OCIIOPUTH
aBTopctBo U. C. baxa, siBnsercs neobviunas gpopma
mokkamvl. BE€ CUMTAIOT CIUIIKOM «HETUIIMYHON
JUTsT 0AXOBCKOTO JBYXYacTHOTO ILMKJIA — TOKKara
u ¢yra (v npemonus u ¢yra). besyciosno, eciu
CpaBHHBATH C 0Oo0JIee MO3THIMH COYMHEHUSIMHU KOM-
Mmo3uTOpa B (popMe IBYXYACTHOTO IMKIA (IIPEITEo-
st U yra), B KOTOpBIX M Tpenmonusi (TOKKara),
1 (yra UMEIOT ONPeICIEHHYO 3aBePIIEHHYO (HOp-
My, TO Ha TepBbIi B3nsA popma Tokkarer u dyru
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d moll MoXeT moKa3aThCs HEJIOTHYHOM, HE3PEIIOH,
U JCHCTBUTENIbHO HANpAalINBaeTCs BOMIPOC: Ha-
CKOJIKO TIPAaBOMEPHO YTBEP)KACHHE O HEOCIIOpHU-
MOCTH 0aXOBCKOTO aBTOPCTBA TaHHOTO COYMHEHUS?

ITomo6HOTO pona paccyxacHHS aOCOTIOTHO 6e3-
OCHOBATENIbHBI, MOCKOJIbKY OYEBHIHBIM SBIISETCS
¢axt pnustus Ha TBopyecTBo U. C. baxa 3HameHu-
TBIX TPEACTABHUTEICH CEBEPOrepPMAHCKOTO OpraH-
Horo uckyccrBa: J[. bykcrexyne, f. A. PeiinkeHa,
I béma u H. bpynca. ®opma Tokkarel u ¢yru
d moll ve nByxuactHa (cBOoOOmMHAs 4acTh — (hyra),
KaK 3TO MOYKHO HaOJI0aTh BO MHOTHX €r0 COYHMHE-
HUSX, KOTOPBIE 0003HAYEHBI KaK MPEITFOaus (TOKKa-
ta) U (yra, a TpéxdactHa (CBoOOIHAsS YacTh — yra
— cBoOomHas YacTh). B oOpamennn KoMmo3uTopa
K TOono0HOMY BUAY (OpPMBI M OTPa)KEHO BO3/ICH-
CTBHE CEBEPOTr€pPMAHCKON OPraHHOM IIKOJIBI.

[Tocne maccaxxHO-UMIPOBU3AIMOHHON TOKKATHI
cienyer Qyra, KoTopasi 3aBepIIaeTcsi He Ha TOHH-
Ke, a Ha VI cTyneHu, mocye 4ero cleayeT eié OJIuH
paszen, Tae Takke MpeolNafaloT MacCakd H HM-
MIPOBU3ALMOHHOCTH MbIIUIeHHUs. [loaTomy Hecmo-
Tpsl Ha TO, 4TO B MaHyckpunre Y. Punka Mbl BcTpe-
yaeM obOo3HaueHue «Toccata con Fuga: pedaliter
ex.d», BromHEe OOOCHOBaHHBIM OyleT MMEHOBAaTbH
6axoBckuii omyc BWV 565 xak Tokkara d moll, mo
AQHAJIOTHU C KOMIIO3HWLMSAMHU B CBOOOAHOH (hopme
(8 TBOpuectBe M. bykcrexyne, H. bpynca, B. Jlro-
6exa u I. béma), IMeromuMH HapsILy C 3MHU301aMHU
MaCCaKHO-MMITPOBU3ALIMOHHOTO XapakTepa OfHY,
nBe u 6omnee pyrm.

AOGCONIOTHO HEXapaKTepHBIM JJIEMEHTOM HeE
TonbKo Juis TBopyecTBa M. C. baxa, HoO m B 1enom
Uit 6apOYHOTO OPTaHHOTO HMCKYCCTBAa SIBIISIOTCS
OKmasHvle naccaxcuy B TepBOM pasaene TOKKaThl.
[TockonbKy 3ByKOBbIE BOBMOKHOCTH OpTraHa Mo3BO-
JISIOT YABOEHUE HA OKTaBY C IOMOIIBIO PETUCTPOB
onpenenéHHoro (pyToBOro MOJOKEHUS, HCIIONb30-
BaHHE B (DaKType MapaulelbHbIX OKTaB MpPEICTaB-
JISIETCSI POCTO HEPAITMOHABHBIM.

HcnonHenne nmaccakeil ¢ OKTaBHBIM YIBOCHH-
em B Tokkare d moll umeeT noruaHoe oObsICHEHHE.
BnonHe BeposSTHO, UTO HIDKHUM TOJIOC B HUX J00a-
BWJI INOO HEM3BECTHBINA MEPENHUCUYHK 0 TOTO, KaK
MaHyCKpUNT romai B pyku M. Punka, mmubo cam
W. Punak. Ckopee Bcero, M3MEHEHHS B IEpBOHA-
yanbHyI0 Bepcuio Tokkarel BHEC U. C. bax, n 3to-
My TIPEIIOI0KEHHIO €CTh BECOMOe 000CHOBAHHE.

XOpOII0 U3BECTHO, KAKOE MECTO B TBOPUYECKOU
*ku3Hu baxa 3aHUMaI0 3HaKOMCTBO C HHCTPYMEHTA-
mu Cesepnoii ['epmannn (JIroreOypr, Jlrobek, ['am-
Oypr). Emé B coBcem 10HOM BO3pacTe KOMITO3HTOP

XOPOIIIO U3Yy4nJI KaK 3ByKOBbIE OCOOCHHOCTH Opra-
HOCTPOEHUS, TaK U KOMITO3UIIHNOHHBIE U WCIIOIHH-
TEJIbCKHUE NPUHLHUIIBI CEBEPOrePMAHCKON OPraHHOMN
IIKOJIBI.

B nepuox npebbiBanus B Jlronedypre ¢ 1700
mo 1702 rom, a Takyke BO BpeMsl 3HAMEHHTOTO I10-
cemenus ropoaa Jlro6eka B koHme 1705 roma
N. C. bax umen BO3MOXXHOCTh UTpaTh Ha UHCTPY-
MEHTaX, MMEIOIUX OIPeeNEHHYIO 3BYKOBYIO KOH-
LEMNIUI0, OTINYHYIO OT 3BYKOBOI KOHIIETIIMU HH-
ctpymenToB Tiopuarum u Cakconnn. B wactHOCTH,
3TO KacaeTcst peructposku Organo pleno, B cocTaB
KOTOPOH 00s13aTeIbHO BXOIHIIO UCTIONB30BaHUE Pe-
ructpa 16' Ha OCHOBHOM MaHyaJe.

Wnctpymentsr B ApHimranre u Beiimape, Ha
KOTOpBIX Toke bax urpain, ciyxa opraHUCTOM, HE
umenu 16' B manyanax. Kpucrod Bonbd BeIIBUTS-
€T TPEATIONIOKEHHE, KOTOPOE KayKeTCs BIIOJIHE 000-
CHOBaHHBIM, YTO OKTaBHBIC YIBOEHHS SBISIOTCS
ApHIITAJCKON peakireil KOMITO3UIIMH, CO3/IaHHON
B JlroneOypre [7, S. 224].

[IpumeuarensHo, uTo B Hadane Tokkarsl d moll
(BWV 565) ucronb3yroTcs IBe MY3bIKAITHHO-PH-
Topuueckue Qurypsl: Exclamatio (BOCKIUIIAHUE)
u Aposiopesis (may3a, ciemyromas 3a OOpPBHIBOM
My3BIKaJIbHOW peun). D10 coderanue (Exclamatio
— Aposiopesis) 1. C. bax mOBTOpsieT TPMXKIBI, Tie-
pemernas Kakoe IMOCIEAYIONEe «BOCKIHIIAHUE
Ha okTaBy Hike. [lomoOHbIl mpuém BcTpewaercs
y Hurpuxa bykcrexyne B Tokkare in d (BuxWV
155) (mpumep Ne 1).

ITpumep Ne 1 . bykcrexyne. Tokkara in d,

BuxWV 155 (1. 1-5)
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Emé omna ocobennocts Tokkarer U. C. baxa
— (akTypHBI TPUEM, KOTOPHIA MOXKET ITOKa3aTh-
Cs HE COBCEM XapaKTEPHBIM JUIA €r0 OPraHHOTO
TBOPYECTBA, HO TEM HE MEHEE BCTPEYAETCS B Op-
raHHbix komno3unusx kak . bykcrexyne, I. béma,
H. Bpynca, Tak u camoro U. C. baxa. Peus naér 00
apnedocuo, B coBpeMeHHbIX penakuusax (Edition
Peters) BoIcaHHBIX B KOHIIE TakTa 2 U TakTalOo.

IIpumedarensHo, yTo B Manyckpunre M. Pun-
Ka apreKuo B KOHIIE BTOPOTO TakTa 0003HAYEHO
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HE BOJIHUCTOW JIMHUEHN, a ONpee’éHHON MaHepou
3aIMCH, IPY KOTOPOW HOTHI aKKOP/Ia PaCIIOIOKEHBI
B BUJE IECEHKH», YTO YKa3bIBAET HAa UX UCIIOIHE-
HUE He OHOBPEMEHHO, a moodepéano. B xonme 10
TakTa B MaHyCKpunTe PuHKa yka3aHuWe Ha pasjio-
YKEHHOE MCTIOTHEHNE aKKOpa BOOOIIE OTCYTCTBYET.

BesycnoBHo, apniemxnpoBanue Hanbonee xa-
PaKTEpHO JUIs KJIIABECHHHOTO MCKYCCTBA, IMTOCKOJb-
Ky SBIISETCS HEOTHEMJIEMBIM HCIIOIHUTEIBCKAM
puEMOM, AENAIONINM 3BYK KJIaBeCHHA Ooiee MsT-
KUM M 00BEMHBIM. TeM He MeHee, B IOIaBIIIOIIEM
OONBIIMHCTBE OPTaHHBIX KOMITO3WINH (haHTa3MH-
HOTO, MMITPOBH3AIIMOHHOTO CKJIaJa BCTPEYAIOTCS
pa3HO00pa3Hble BUJIBI APIIEHKHO, 3aMHCaHHBIE Pa3-
JUYHBIME criocobamu. [IprMepoM MOXeT CITyKUTh
Toxkara in d (BuxWV 155) Hutpuxa bykcrexyme
(mpumep Ne 2).

ITpumep No 2 . bykcrexyne. Tokkara in d,
BuxWV 155 (1. 6-12)
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[ockonbKy UCIIONB30BaHKE KIIABECHHHBIX MPHU-
€MOB HE SIBIIIETCS YEM-TO HEOOBIYHBIM JUIs1 KOMITIO-
3unuid (paHTa3MIHOTO CTHIIS, BIOJTHE MOXKHO JIO-
MyCTUTh, YTO M3HA4YaabHO Tokkara u ¢yra d moll
OblIa HamMcaHa JuTS KIaBecHHa (Kak 3TO Tpesnoia-
raloT HEKOTOPhIC MCCIIENIOBATEN ) U MO3JHEE Tepe-
JoxeHa JuIst oprana nmu6o camum M. C. baxom, 6o
KEeM-TO JIpyruM. J|eHCTBUTENHbHO, IPAaKTUKA «IIepe-
JIOKEHHUS» COOCTBEHHBIX COYMHEHMH A pasiany-
HBIX HHCTPYMEHTOB OBLTa pacipoCTpaHeHa y caMo-
ro M. C. baxa u ero coBpeMeHHHKOB. Jl0cTaTO4HO
BcrioMHUTH ¢yry BWV 539, 11, xotopas sBisercs
COOCTBEHHOPYYHOW 0OaXOBCKOH  TpaHCKPUIIIUEH
ckpunmyHoil pyru BWV 1001, 11 [6, S. 125].

3arpoHyB MpobieMy TPaHCKPUIIIIHK U Tepeso-
KEHHUH, HEOOXOANMO YIOMSHYThH TNPENIOI0KECHNE
Ilerepa Buinbsimca, coriacHO KOTOpOMY ME€pBOHa-
yaybHbI BapuaHT Tokkatel U (yru d moll Obu1
HamMcaH JUIsl CKPUIIKA COJI0O B TOHAJIBHOCTH @ moll
[6, S. 125]. Bo3MOXHO, 3TO COYMHECHHE, PHUHAIC-
kasiiee 6o camomy M. C. baxy, mu6o niepy apy-
TOTO KOMITO3UTOpa, bax BIOCIIENCTBIH ITEPETIOKIIT
Juist oprana. IIockonbKy BapHaHT JUIsl CKPUIIKH 10

10

CHX TIOp HE HalIeH U HU Y OIHOTO M3 OAXOBCKHUX
COBPEMEHHHMKOB MBI HE HAaXOAWM HHYEro MOa00-
HOTO, TaHHO€ MPEIIONI0KEHHE MOXKET OCTaBaThCs
TOJIBKO TIPETION0KEHNEM.

Emé omHuM apryMeHTOM, KOTOPBII HCIIOJb-
3yercs JuIst onpoBepkeHus aBropctsa M. C. baxa,
SIBJISICTCS] TaK HA3bIBAEMBIN « “‘npumumususm’” KoH-
MpanyHKkma u npocmoma 2apMOHUYECKO20 U3N0-
arcenus» [4, S. 59]. PaccyxneHus 1Mo 3ToMy IOBOILY
MOAPOOHO H3JIOKEHBI B HCCIIeNOBaHUsAX Ponbda
Kirayca u [lerepa Buibsimca. C HUMH MOXKHO O3Ha-
KOMUTBCSI U CHENaTh omnpeneséHHble BbiBoAbl. He-
CMOTpsI Ha MHOTHE, Ha TIEPBBIN B3MIIA KaXyLIHeCs
CTpaHHBIMH, MOMEHTBI, CBA3aHHBIE C (AKTYPHBIM,
TapMOHHUYECKUM WM KOHTPAITYHKTHYECKHM H3JI0-
xkenueM, Tokkara u ¢yra d moll (BWV 565) Boc-
MIPUHAMAETCS KaK LEJI0CTHOE COYNHEHHE CMEJIOro
MOJIOJIOTO KOMIIO3UTOPa-HOBATOPA.

BesycioBHO, Bce mepednciIeHHbIe BBIIIE 0CO-
oennoctu Tokkatel 1 Qyru d moll (BWV 565) mo-
ryT B TOH WA MHOW CTENIEHW MOJATBEPXJATh WA
ocnapuBarh aBropctBo U. C. baxa, HO, Kak ucmon-
HUTEINb, OCTAHOBIIIOCH Ha CIEAYIONEH 0CcOOeHHO-
CTH, KOTOpasi, Ha MO B3IVISI, MOXKET B OIPEesIEH-
HOW CTENIeHH MPOJIUTH CBET Ha JIAaHHYIO MPOOIIEMY.

Bo BTOopom Takte TOoKKaThl B pe3yibTare OK-
TaBHOTO YABOEHHWS TIIaccaka BCTPEYaeTcs 3BYK
Cis. D10 sBIAETCS OIHUM W3 apryMEHTOB, Omaro-
naps KOTOPOMY HEKOTOPBIE HMCCIEI0BATENN MOTYT
YTBEpKIaTh, uTo opraHHas Tokkara u ¢yra d moll
(BWV 565) u3nadanpHO ObLTa HarvcaHa Jjisl Kiia-
BECHHA M TOJIBKO TO3KE MEPENIoKeHa I OpraHa.

B OompmmHCTBE CcBOEM oprassl lepmaHun
XVII — nauanma XVIII Beka He UMeENU KIJIABUILY
Cis B 0ONBIION OKTaBe, TOCKOJIBKY TOHAJIBHOCTH
cis/Des B Me3aTOHWYECKOW TeMIIepalud HE YIO-
TpeOasnuch. JTO MO3BOJSAIO yMEHBIIATh CTOH-
MOCTh HHCTPYMEHTA 3a CYET SKOHOMHH MaTepHaa.
B xiaBecunax, Hanpotus, k koHIy X VII Beka yse-
JUYMABAETCS JHMAana3oH KJIaBUATyphl, U HEMELKHE
nHCTpYMeHThl KoHIAa XVII — nHawama XVIII Beka
yxe umenu xinasuiry Cis.

[ToaTomy mcnonp3oBanue 3Byka Cis B Opras-
HoM penepryape koHla X VII — nauana XVIII Beka
BCTpe4yaeTcs HWCKIIOUNTENbHO peako. Hammuawme
B Tokkare d moll 3Byka Cis MO3BOJIMIO BEIABUHYTh
MPEaNOIOKEeHNE, YTO COUNHEHHE HAIMCAHO MOCIe
30-x romoB XVIII Beka 1 HE MOTIIO IPUHAIICKATH
nepy U. C. baxa [4, S. 117].

Kakum 006pazoM MOXKHO OOBSICHUTE 3TO JTOBOJIb-
HO penKoe SBIEHHE, W MOXET JIM JaHHBIA (haKT
JIEHCTBUTEIBHO YKa3blBaTb Ha TO, 4TO TOKKara
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u pyra d moll (BWV 565) npuHaaiaeKuT nepy apy-
TOr0 KOMITO3UTOpPA MOCIEAYIONIEro MOKOISHNs?

Bo-nepBriX, yABOEHHE Maccaxeil B HEPBBIX
IBYX TakTax (M Jajee) Moo OBITh JOMHUCAHO
W. PuakoMm mnn kem-To u3 Ooiiee paHHUX KOIHH-
cToB. B cimyuae ¢ Punkom 3710 KaxkeTrcs Ooree jo-
THYHBIM, TIOCKOJIBKY OopraH B ropoje ['padenpone,
TJIe OpraHucToM ObLT ero yuntensb [lerep Kenpnep,
mocie pecraBpanuu 1737 roga uMmen B OONBIION
oktase kinaBumry Cis [Ibid.].

Kak pa3 Ha astom ocHoBanuu Ponbsd Kiayc
yTBepxkaaet, 4yro Tokkara u ¢yra d moll (BWV
565) 6puta Hanucana He panee 1730 roga u ckopee
Bcero npuHajexana nepy Moranna Ilerepa Kenb-
Hepa [Ibid.]. 3xeck onsiTh BOZHUKAET BOIPOC: 3aUeM
1oHOMY U. PUHKY IpUCBauBaTh COUMHEHUIO CBOETO
YUUATENS UM APYTOro, HE OCOOSHHO MOMYIISIPHOTO
KOMITO3HUTOpA?

C nmpyroii CTOpPOHBI, HE TOJBKO B COYMHEHHAX
H. C. baxa (npenMyIIeCTBEHHO paHHEro Iepho-
J1a) BCTPEYAIOTCsl TPYIHOOOBSCHUMBIE MIIH COBCEM
He OOBsiIcCHHMBIE Bemu. Hampumep, Kak HCTOIKO-
Barhb TOT (pakTt, uto B [Ipemtonuu e moll (601b110#)
Hukonayca bpyHnca ecte smuzon, B xotopom Cis
BCTpedaeTca ABaXKAbl (TakTel 92 n 94). Xorsa uH-
CTPYMEHTHI, Ha KOTOpbIX urpai H. bpyHc, He umenu
knapumu Cis.

Hapsiny ¢ 3TuM 10 cuX MOp AWCKYCCHH BBI-
spiBaeT [pentonus in fis 1. bykcrexyne. Ha xakom
WHCTPYMEHTE MOIJIO MCIIONHATHCS 3TO COYMHEHUE,
€CJIM MPUHUMATh BO BHUMAHHUE TEMIIEPAITUIO CTPOS
Ha opraHax bykcrexyne? U kakoBo TorAa ero mnpen-
Ha3HadeHUe? DTU U MHOTHUE JPYTHE BOMPOCH TIOKA
ocraroTcs 6e3 OTBeTa.

Crenyromnuii (akT, OOBSICHSIIOMHA TPOUCKOXK-
nenue 3Byka Cis B Tokkare u ¢yre d moll (BWV
565), sIBISIETCS, TIOXKAITy#, CAMBIM CYIIIECTBCHHBIM.
Henocrarouno paHee wcciemoBaHHBIA, HO TEM HE
MEHEE 3aCIyKUBAIOUINI ONpeneIéHHOr0 BHHUMa-
HUS, — 9TO 00bEM MaHyaJiOB U IeJaliil Ha OpraHe
cobopa cB. [eoprust B ropoze AiizeHaxe, rae ciy-
skun opranuctom s WM. C. baxa — Morann Kpu-
crop bax. MHCTpyMEHT OBIT yCTAaHOBJICH B Iie-
puon ¢ 1696 mo 1707 rox, m xotsa cam Horann
Cebactpsin bax ¢ 1695 ronma uin B ceMbe CBOETro
crapuiero Opara Moranna Kpucroda B Opupyde
(B 50 xumomeTrpax ot AlizeHaxa), FOHBI KOMITO3H-
TOp HaBEpHAKA MMEJ BO3MOXKHOCTh C HUM IIO3Ha-
KOMHUTBhCSA. Mactepckas opraHoctpoutens leopra
Kpucroda IlItepiuara, KOTopoMy ObLIO TIOPYUYSHO
W3TOTOBJIEHHE WHCTPYMEHTA, HAXOAMJIACh KaK pa3
B Opapyoe [3, S. 119].

11

OpraH, ycTaHOBKa KOTOPOTO PacTsIHYyJIach OYTH
Ha 10 net (MHCTpYMEHT HopabaThIBajCA, YCOBEP-
LICHCTBOBAJICA M PACIIUPSUIICA, TOCKOJIBKY IIEPBO-
HaydaJIbHBIN MPOEKT MojpasyMeBall Hamu4ne 22 pe-
THCTPOB), UMeN 4 MaHyasa, nefaib U 57 perucTpoB.
Kpome toro, 00béM ManyasoB coctaisut C—e’,
a 06bém memanmu — C—e! [1, S. 214]. BesycnoBHo, Ta-
KOH BEJIMYECTBEHHBIM HHCTPYMEHT HE MOI" OCTaThCsI
6e3 Baumanus ronoro Y. C. baxa.

OT1oT (pakT mpUCYTCTBUSA (XOTS M KpaTKOBpe-
MenHoro) B sku3uu U. C. baxa uHCTpyMeHTa ¢ 00b-
émom manyaiioB C—e® u 06béMoM miemanu C—e’ maér
BO3MOXXHOCTB MPENOI0KHUTh, YTO KOMIIO3UTOP MOT
COYMHHTH CBOE CaMO€ 3HAMEHUTOE MPOU3BEICHUE
B COBCEM IOHOM BO3pacTe, yxke B 15 Jet, To ecTh A0
orbe3na B JIroreOypr. Bosmoxno, Tokkara u ¢yra
d moll (BWYV 565) Bo3HHKIIA YK€ TIOCIIE OTHhE3/a U3
JlroneOypra BecHoit 1702 roxa.

[lockonmpky MmecToHaxoxneHue baxa mocie
okoH4aHUs o0ydeHus B JIroneOypre m 10 ero Ha-
3Ha4eHns B Mapre 1703 roma Ha MMOCT OpraHucTa
HoBo#i nepkBu ropoma ApHIITaATa TOKYMEHTAlb-
HO HE TOATBEP)KIEHO, MOXXHO HPEAIOIOKUTE, YTO
IOHBIII KOMIIO3UTOp, MPOXXHBasg TO y OJHOTO, TO
y APYroro pOACTBEHHHKA, MOT 3HAaKOMHUTBCS C HMH-
cTpyMeHTaMu TropuHruu. M3BecTHO, 4TO IyTelle-
ctBoBath 10HLIH U. C. bax Mor nemkoM, TeMm 0oJee,
€CIM peyb Ijla O BO3MOKHOCTH TTO3HAKOMHUTBCS
C BBIAAIOIINMCSI MacTepOM MM POCKOIIHBIM HH-
CTpYMEHTOM. B 3TOT roji cBOE€H KM3HU OH TaKKe
MOT UrpaTh Ha opraHe cobopa c. [eoprus B ropo-
ne AlzeHaxe W, TOTOBACH K OY€peTHOMY KOHKYpC-
HOMY TPOCITYIINBAaHUIO HAa JOKHOCTH OPTaHHCTA,
counHnTh Tokkary u ¢yry d moll (BWV 565).

B cmygae ecnu Toxkata u dyra d moll (BWV
565) coumnena g0 1700 roma, CTHIIMCTUYECKHE
CBSI3M C TBOPYECTBOM KOMIIO3UTOPOB CEBEPO-
TepMAHCKOM OpraHHOW INKOJBI JIETKO OOBSICHH-
Mbl. Kommosutop ObUT 3HAKOM C COYMHEHHSIMHU
5. A. Peitakena, I. béma, J1. bykcrexyne n H. bpyH-
ca emé 1o Hadaja obydenus B JlroHeOypre m Tem
Oomnee 3amonro g0 myremecTtBus B ropox Jlobex
Kk Hutpuxy bykcrexyne B 1706 roxy. O6 3TOM CBH-
nerenbetByet «Mollersche Handschrift» — Terpans,
B koropyto Horann Kpucrod bax (crapmmii 6par
. C. baxa) craparenbHO 3aITUCHIBAI KOMIIO3HUITHH
CBOMX COBPEMEHHHUKOB. MAaHYCKPUIOT CONEPKUT
H 3anucu, caenanasie camuM M. C. baxoMm, B gacT-
Hoctu, komno3zunuit 1. bykcrexyne u H. Bpyhnca
(6ompmras [penronus e moll).

Tokkara u Qyra d moll — spkoe, BUPTYO3HOE CO-
ynHenue. [IpeHasHaueHne ero — mopasuTh OJIECKOM,
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addexTom, BUPTYO3HOCTHIO I HEOPAHMHAPHOCTHIO
MbinuieHusi. CKopee Bcero, HamucaHa OHa Oblia
JUIs KOHKYPCHOTO TIPOCITYIIMBAaHHUS HA MECTO Opra-
HHUCTa (BOBMOXKHO, B 3aHrepxay3eHe, a BO3MOXKHO,
u B Apnmranre). Tokkara u ¢yra d moll Obuia He
MPOCTO CBHIMIIPOBH3MPOBAHA, HO 3a(hMKCHpOBaHA Ha
Oymare, 4TO CBUJICTEILCTBYET O TOM, YTO JJIsl FOHOTO
Baxa ObLIO BaKHO COXPAHUTh YIa4HYIO HIICHO.

. C. bax mor counuuth Tokkary u ¢byry d moll
(BWYV 565) kak B mepuon ¢ 1700 mo 1707 rox (kak
9TO TPENIOoNarajioch paHblie), TaK U JI0 OThE3-
na B JlioneOypr B 1700 romy, To ecTh B BO3pacte
15 nmer u panee. [locinennee OOBSICHICT U MHOTHE
CHETHITUYHBIC)» [T 0aXOBCKOTO KOMITO3HUITOHHOTO
MUCbMa MOMEHTBI: OKTaBHBIC YIIBOCHUS, apIIC/IKHO,
MPOCTOTY TAPMOHHYECKOTO HM3JIOKEHUSI U KOHTpa-
MyHKTA.

®axr cymecrBoBanusi «Mollersche Handschrift»
MOMOTAeT ONPOBEPTHYTh YTBEPKACHUE HEKOTOPHIX
nccnenosarened, uro Tokkara u dyra d moll wu3-
HavalbHO OBbIIa COYMHEHA JUIS CKPHUIIKH COJo [2,
S. 294] n TONMBKO HAMHOTO TIO3KE W CKOpee Bce-
ro He M. C. baxoMm Opu1a TIepeNiokeHa JJis1 opraHa.
B kadyectBe aprymMeHTa CTOPOHHHKH «CKPUITMYHO-
TO TIPOUCXOXKJCHUSD YKa3bIBalOT Ha (akTypy TOK-
KaTbl, OJIM3KYIO0 CKPHITUIHOM.

< AUTEPATYPA

«Mollersche Handschrifty kak pa3 comepxuT
[pentonuto e moll (6onpmyro) Hukonayca BpyH-
ca, nepenucannyio U. C. baxom. bpync BupTyo3Ho
BJIa/Ie] CKPHIIKOM, YTO OTPa3WJIOCh Ha €ro OpraH-
HOM HACIIeIUU, U SPKUM MPUMEPOM 3TOTO SIBJISIET-
ca Ipemonus e moll. Kak u3BectHo, bax xopormro
UTpall Ha CKPUIIKE, & COOTBETCTBEHHO, ObLIT 3HAKOM
CO CKpUNUYHOH (axTypoii. Mcrons3oBaHne «CKpH-
MUYHBIX TPUEMOBY» B OpPraHHOM COYMHEHHH CKOpee
Bcero oH nepeHsin y H. BpyHca.

[Mockomeky Tokkara u dyra d moll Buammo
Obuta co3nana baxoMm B paHHeM Bo3pacTe, HE CTO-
UT YIMBISTHCS OTCYTCTBHIO aBTOrpada COUNHEHUSI.
Bronne BepositHO, uto U. C. bax B Oosee mo3mHui
MEPUOJ TBOPUECTBA MOT MPEANIPUHATH CBOEOOpas-
HYI0 «YHCTKY» CBOETO0 KOMIIO3HTOPCKOTO Haclie-
ISl 1 COOCTBEHHOPYYHO YHHYTOXHTH aBTOTpadbl
COYHMHEHHI, KOTOpbIE Ka3ajHCh €My HEIOCTaToy-
HO 3penbiMH. Kak M3BECTHO, MOAOOHYIO AaKIHIO
npennpuHsan ero celH Kapn Ounnnm DMManywn
bax B 1772 rony, xorma cxEr Bce KIaBUPHBIE CO-
YUHCHHMS, HamucaHHble 10 1733 roma, TO ecTh 10
18 merT, MOCKOMBKY CYUTANl WMX CIHUIIKOM IOHOIIIE-
CKUMH H «HE XOTeJI, YTOObI OHH MPEACTABIISIIA €ro
B KadecTBe Kommo3utTopa» [7, S. 228]. Bo3aMoxkHO,
K. ®@. 3. bax mocnenoBan npuMepy CBOETO OTIIA.
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aras cuMponus Anexcannpa JlazapeBu-

ya Jlokmmaa (1920-1987), HanncanHas B

1969 romy, B mepuox WHTEHCUBHBIX IMOWC-

KOB MyTEH pa3BUTHSA OTECUYECTBEHHOW CHUMGMOHHH,
ABJISIETCSI IPUMEPOM OJTHOTO M3 IPKUX M CBOEOOpas-
HBIX BOIUIONICHUH IIEKCITUPOBCKUX TEM B MY3BIKE,
a TaK)Ke OPUTHHAIBHBIM pEIICHHEM CUMQOHHYE-
ckoro 1nukia. CBoeoOpa3HO M OPraHWYHO BITUCHI-
BasICh B KOHTEKCT CTHJIMCTUYECKH MECTPHIX «CHM-
(hOHMUECKHUX HMCKAaHUI» COBETCKHX KOMIIO3UTOPOB
koHIa 1960-X Tom0B, JAaHHBIA OMYC OTIMYACTCS
HEMOBTOPUMBIM 00nuKoM. [Ipomonxkas, ¢ oqHOM
CTOpPOHBI, TPaJAWIHUA CHUM(POHUYECKON IIKOJBI
H. S1. MsckoBckoro (KoTopasi, B CBOIO 04epelb, OC-
HOBBIBAETCSl HA PYCCKOM CHM(OHUYECKOW KIlaccu-
K€), C APYTO¥ — BIIOJTHE OTBEYAsI 3IIOXE U 3a0CTPEH-
HO noieMusupys B IyXe MY3BIKaJbHOW PHTOPUKU
HIECTHIECATHUKOB, COUNHEHHE WHOCKA3aTeIbHO,
BO B3BOJJHOBAaHHOM TOHE ITOBECTBYET O BEYHBIX HC-
trHaX. CUM(OHUYESCKHUNA IUKJI CTPOUTCSI HA OCHO-
BE TEKCTOB JBYX COHeToB Y. Illekcnupa, AaHHBIX
Ha SI3bIKE OPUTHMHAJA W B MOJTHYECKOM IEPEBOIE
b. [NacrepHaka; B mpou3BeicHUH PUTYPHUPYET JICHT-
TeMOp anpTa, 9To OTChuIaeT K nuaHocTH P. bapmas,
KOTOPOMY TIOCBSIIIICHO COYMHEHHE'. DTH CHUMBOJIH-
YEeCKHUe «KECThD», KOHEYHO, HE CITy4aliHbI M BO MHO-
TOM ONPEAENAIOT CBOeoOpa3ue MpeaCcCTaBIeHHON
B TPOM3BE/ICHUN CHM(pOHIMYECKOW MOJIEIU B PsIy
MaKpOIIHMKJIIA M3 OMUHHAAIATH cuMboHMit JIoKIiHA.
Konerr 1960-x TomOB B COBETCKOM MY3BIKE OT-
MeueH MHOTHMH TPHMEPaMH HOBOTO PELICHUS Tpa-
JMIIUOHHOTO cuM(oHmYecKoro mukia. Bemen 3a Ye-
TeipHaAaToi cumdonuei . Illocrakomua (1969)
MOJIOZIbIE KOMITO3UTOPBI MIPEAJIararoT CaMble CMeEITbIe
cuM(pOHNYECKHE KOHIICTILNH, a MY3BIKOBEIBI pac-
CY)KJJAIOT O TOM, BO3MOXHO JIM B JajJbHEHIIEM Cy-
IIECTBOBAHME JAHHOTO )KaHPa B €T0 TPaJUIMOHHOM
obmuke. Cpenu mepBbix — A. Kapamanos, A. Ilapr,
C. Cnonumckuii, b. Tumenko, A. IlIautke, b. Yaii-
KOBCKHH M Jpyrue, cpean BTopsix — M. I. ApaHoB-
ckuit, M. E. Tapakanos, E. 1. Yurapésa. Tak, Apa-
HOBCKHH pazfieyisieT BCE M3BECTHBIE HA TOT MOMEHT
COYMHEHHS B JIAHHOM JXKaHpe Ha «OOHOBISIOIIUC
YKaHp BHYTPH KaHOHA» U «aJIbTEPHATUBHBIE KAHOHY»
[4]. Hackonbko BIHCHIBACTCS B IOMOOHYIO MApaJInT-
my A. JlokmmH, — a1t ApaHoBckoro Bompoc?. Cme-
neie pemenust A. [IauTke B ero [epBoit cumdonnn
(1969-1972), xoropyto E. M. [IBockuHa omnpenemnset
kak «(K)eine Symphonie» [5, c. 235]; ocoOblit uHTO-
HAIIMOHHBIA M TeMOpoBBIit Mup «Sinfonia Robusta»
(1970) b. Tumenko u Bropoii cumdonun (1966)
A. Tlapra ¢ €€ IpOTHBOMOCTABICHUSIMU «Pa3pyIIH-
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TEJIBHOHN KECTOKOCTUY U UACAIBHON, HO YTEPSIHHOM
TapMOHHH, — BOT JIMIIb Majiasi 4acTh TOTO CMBICIIO-
BOTO TIPOCTPAHCTBA, KOTOPOE OKPYKaeT CHM(OHUM
JlokuHa.

Macmtabsr IIsroit cumdoHnu, Kak U cOCTaB
opkecTpa (CTpyHHbIE, apda U OapUTOH), HEBEJIUKHU.
DaKTHYECKH ITO KAMEPHOE COUNHEHHE, COCTOSIIEE
W3 JIByX YacTel, KOTOpble CKOpee AOMOIHSIIOT APYT
IpyTa, HEeXeln KOHTPacTUpyroT. CounHeHNe KOM-
MAaKTHO M HEMPOAOJDKUTENIHHO 10 BPEMEHHU 3BydYa-
HUS: TIPU BIIOJIHE CIEPKAHHBIX TeMIlax (4eTBEPTh
=73 u 58 ymapam MeTpoHOMa) 00€ YacTh 3BydaT
okosio 15 munyT. IlogoOHas TeHACHIMs HAOJOna-
€TCsl BO MHOTHX COYMHEHMSIX HA3BaHHOTO MEPHO/A.
B 1955 rony P. bapmaii co3maét MocKoBcKmii Ka-
MEpHBIIl OPKECTP U CaM JIeTIaeT apaHKUPOBKU IS
CTpyHHOro opkecrtpa kBapretoB [[. IIlocTtakoBuua,
Ha3bIBasgs WX KaMepHbIMH cuMpoHusmu’. Takxe
B IAaHHOM KaHpe MI0A0TBOPHO padortarot b. Yaiikos-
ckuit (Kamepnas cumponns, 1967), HeCKOIBKO 103-
xe — M. BaitnGepr (Yetbipe kamepHble cCHM(OHUM
¢ 1987 mo 1992 rox). M. E. TapakaHoB oTMed4aerT:
«...Ha3bIBasl CBOM COUYMHEHUS “‘CUM(OHUSIMH, KOM-
MO3UTOPHI YaCTO UMEIOT B BHUIY JII000€ OpKeCTpo-
BOE COUMHEHHUE KPYITHOH (OpMBI, oOaaroiiee, Kak
M TIPEACTABISIETCS, KaueCcTBOM cuMQOHH3May |8,
¢. 96]. JlokmmH co31aéT COUMHEHNE UMEHHO B Ta-
KOM KJTFO4€, Ha YTO YKa3bIBaeT MHTHUMHBIN XapakTep
BBICKa3bIBaHMS, TPAKTOBKA OPKECTPA KaK aHCaMOIst
COJIUCTOB, TOTajJbHAas TEMAaTH3allUs OPKECTPOBOH
TKaHU, TOHKas TeMOpOBasi MajuTpa, MPH TOM UYTO
JUTSL aBTOPA ITO NOTHOBECHASL CUMGPOHUSL.

[IaTas cumdonns nmeeT noazaroiaoBok «Cone-
1HI Lllexkcimpay. Komrosutop BeIOUpacT aBa coHETa
Benukoro tBopua: llectsaecsr mecroit* u Cembie-
cat Tpetuit. O0a MPOHM3aHbBI IBHBIMU U CKPBITBIMU
CMBICTIOBBIMH CBSI3SMH; UX OCHOBHAsA T€Ma — MOTH-
BBl JIPY>ObI, B3AUMHOU MOJJICPHKKH, TPOTECTA MPO-
THUB HECIIPAaBEUIMBOCTH JXKU3HEHHOTO YCTPOMCTBA,
HECOBEPIICHCTBO M MOPOYHOCTh HYeIOBEYECKON
MPUPOJBI B MPOTUBOIIOCTABICHNN CO3epLATEeIbHO-
CTH ¥ YMHPOTBOPEHHUIO, QMIOCO(CKOMY MPUSTHIO
KOHEYHOCTH ObITHs. Hapsiay ¢ coneramu B 3aBep-
HIEHUH COYMHEHNA JIOKITNMH HCIIONB3yeT CTPOKY U3
Tpareann «I['amner». Kak orMewanoch BbIIIe, KOM-
MO3UTOP MHIIET MY3BbIKY OMHOBPEMEHHO Ha aHTJIHA-
ckuit Tekcr Y. Illekcnupa v mepeBojl, BHIITOJIHEH-
uelii b. TTactepHakoM®, TeM CaMBIM TOTYEPKUBAS
XyI0KeCTBEHHYIO PABHO3HAYHOCTb TI033UHU aHTIIHHA-
CKOTO KJIACCHKa M CBOETO COBpEMEHHHMKA. M30upas
MHOTOMepHyI0 moa3uio lllekcrimpa, Kommo3utop
BBIPAXKACTCA UHOCKA3AMENbHO, CUMPDOHUUECKUM
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SI3BIKOM ITOBECTBYSI O IPOTUBOPEUHUSAX B OTHOIICHH-
AX YeJIOBeKa M CPeAbl, COKPOBEHHO MHTHMHOTO Ha-
yaJia ¥ BTOPTaroIlierocs N3BHe, BpaxaeoHoro.

[ vacTs cumponnm — TUHAMHUYHAS, TPOTECTHAS,
MCTOKaMU TeMaTh3Ma BOCXOIAMIast K BO30YXAEH-
HOM, MecTamMu THEBHOM peuu, Il — cozepuarennb-
Hasl, cCOCpeIoTOYeHHAas Ha MTyOokuXx dunocodekux
Pa3MBIIICHUSIX O MHpE M HEH30€)KHOM KOHIIE
YEJIOBEUECKOW KU3HHU. 3/1eCh BHOBH IMOTYEPKHEM
HUCTOPHYECKANA KOHTEKCT cuM@oHuu JlokmuHa:
MyONUIIUCTUYHOCTh MY3BIKAJBHOTO S3bIKA — aK-
TyajbHasl 4epTa My3bIKH TOTO BPEMEHH, HAYMHAs
¢ Tpunanuaroit cumponnu (1962) J1. HlocrakoBu-
qa, ero ke «Kaszum Crenmana Pasuna» (1964), xo-
TOpBIE 3a/1al0T TOH COIMAIBLHOW TOJIEMHUKE CKBO3b
pU3My CHM(OHHUYECKOTO BBICKa3bIBaHUS, U Jaiee
— cumponun «Mapuna» (1964) b. Tumenko, Bocs-
moii cumponnn «LIBets! Ioapmmy (1964) M. Baii-
HOepra. Cam JlokmmH Oonee OTKPBITO OOpaThUTCs
K OCYXJIEHHUIO COI[MaJIbHOTO 351a B JleBATON cuMm-
¢donuu (1975) na cruxu JI. MapreiHoBa. [lsTas xe
cuM(OHHS — HE MOCIIeIHEe COYMHEHIE KOMITO3UTO-
pa, OMHAKO YTOMJIEHHOCTH OT JKH3HEHHBIX MPOTH-
BOpEYHH, CMEJIOE M TParuiecKl HanpsHKEHHOE «00-
HApOJIOBaHHE» IOPOKOB OOIIECTBA, MPOIIATHHEIC
MOTHUBHI (CTpoka u3 «l'amieTa») 3aKITIOUUTENbHBIX
TaKTOB COYHMHEHUS BBI3BIBAIOT OIIYIIEHHE 710C/1e0-
Hux cnog aBTopa. OOpasHOe cozmepKaHHe MOI3HU
[lexcrupa, pacKpbITOE OPKECTPOBBIMH CpPEACTBa-
MU C IOAYEPKHYTOU POJIBIO AbmMaA-CONUCHIA, MOKET
NPOYHUTHIBATHCS KaK CBOCOOpa3Hasi cCUM(pOHHYECKast
aneropus?®.

B HekoTopoii cTeneHu npojosiKas pajl COUMHe-
HHUI B JlyXe OPKECTpPOBOM /ied’, a 1mupe — BOKaJb-
HBIX cuMonmii XIX—XX cronernii, JIokmmH MHO-
roe BBIPAXKAET C NOMOWbIO C106a U Hepe3 CIO6O.
[locnennee ucnonbp3yeTcsl KaKk HEKHU MPEUIOT BbI-
CKa3aTh Ha S3bIKE YHCTOW MY3bIKH (B MHCTPYMEH-
TaJbHBIX MHTEPMEAMSIX) TO, YTO KOMIIO3UTOP 0.
cebs TPOUYEN MEXITy CTPOK B TOI3UU AHTIIMHCKOTO
KJIacCHKa. B COOTHOIIEHNN 1 B3aUMOAEHUCTBUU Op-
KECTPOBOI TKaHH M Tojioca (CJI0Ba) BUAUTCS CYTh
NPOYTEHUS cumponuueckol artezopuu JIokumHa.

I'maBras meicib IllecThaecsT MIECTOro COHETA,
JIe)KaIIero B OCHOBE MEepBO yacTu CUMGOHUH, —
HENPUATHE JTUPUIECKUM T'epOeM HECOBEPIICHCTBA
OKpyXXaromen gedcTtBuTenbHOCTH. KoMmo3zuuus
MIPEICTABIsAET COOOM «IIEKCIUPOBCKHHA COHETY,
WIH COHET C «aHDIUICKON» pudMoit®, cocrosmmii
U3 TpEX KaTpeHOB C MEPEeKpECTHON pudMoit u 3a-
KITIOYMTEIBHOTO IBYCTHIINS, HA3IBAEMOTO «COHET-
HBIM KITIOUOM», HJIH COHETHBIM 3aMKoM». JIuTepa-

15

TypoBeq A. A. AHUKCT OTMEYAET, YTO JTaHHBINA COHET
COCTOHT «HU3 JIBYX MPEIOKEHUI — OTHO 3aKJIFOYEHO
B 12 cTpok, apyroe — B mocieaHee AByCTHIINE) [3,
c. 560]. MHOTOKpaTHBIE MTOBTOPEHUS ciIoBa «and»
B Hayajie CTPOK (YTO MMEET MECTO M B IMEPEeBOne
[TacTepHaka) ciy’kaT HapaCTaHUIO HYMOLMOHATILHON
BBIPA3UTEIBHOCTH M HAXOIAT TaKXKE OTpaKCHHE
B My3bIke. JIOKIIMH MOCIIEA0BaTENbHO, CTPOKa 3a
CTPOKOH, MJIET K I€HEPAIIBHON KyJbMUHALMU BCEU
qactd B 1udpe 5 maptutypsl. OHA Ke OTIenseT
BCE MPEIIECTBYIONIEE PA3BUTHE OT 3aKIIOYUTENb-
HOH CTPOKHM COHETA, B KOTOPOM CKOHLICHTPHUPOBAHA
OCHOBHAsl MBICITb O JIpyre, BOIUIOIIEHHAS B JBYX
MPOCKIUSIX — BepOaTbHON M MHCTPYMEHTAIHHOH.
[lepBast cTpoka epBOTo KarpeHa CO3By4HA MEPBOH
CTPOKE «COHETHOTO 3aMKa», YTO TaK)Ke HAXOJHT OT-
paxxeHHe B My3bIKalbHOH (opme. KommozuTop me-
PEKUIBIBAET CBOCOOPA3HYIO apKy OT Haudaja 4acTu
K €€ KOHITY, TOYHO MOBTOPSIS TIEPBbIE TAaKTHI CUMQO-
HUM (Ha4asio ciM(OHUH U TIePBBIE TaKThI IUQPHI 5),
KaK W TIpeAroiaraeT ModTHYecKas Haesd: B 3aBep-
IIEHWH TepOl MOHMMAET, YTO HaxXONsd CIAceHHE B
CMEPTH, OH OCTaBUT cBoero npyra omuoro. (Tired
with all these, from these would I be gone, / Save
that, to die, I leave my love alone.) B opurunaie
conet 3anucaH llexcrimpom 6e3 pa3ieneHus Ha Ka-
TPEHBI, CTPOKA 34 CTPOKOM, OTAEIIEH JUIIb «COHET-
HBIH KJTI09» (YTO, MO-BHAMMOMY, U UMEET B BUAY
AHUKCT, TOBOPSI O IBYX MpemIokeHusX). JIokmmH
BbICTpanBaeT (opMmy, cieays MOJOOHOMY IpPHH-
LUIYy: TIOCTENeHHOE Pa3BEPTHIBAHHE HEMPEPHIBHO
OOHOBJISIONTUXCS HHTOHAIIMH (OT IIEPBOTO TaKTa 10
ungpsl 4), TPOAOIKUTENBHAS OPKECTPOBAask HHTEP-
Menus (4-5 nudpsl), B KOTOPOH 3aKiIIOUYeHa KYIlb-
MUHAIM, ¥ KPaTkoe pe3toMe, PeMUHUCIICHIINS Ha-
yara, TJie pacKpbIBaeTCs KH0Ueqoti 00pa3 JJ0pororo
yenoBeka (0T 5 1o 6 uudpsl). 3aBeprraer I yactsh
Kparkasi KoJila — CBoeoOpa3HbIii MOCT K 00pa3sHOMY
MUpY BTOpO# yactu cumdonun (udpa 7).

Kak ormeuaer B. H. XonomnoBa, «COOTHOIIICHHUE
CJIOBA ¥ MY3BbIKH B BOKaJIHHOM IPOHU3BEIEHUH BCET-
Jla COCTaBIISIET CHEIHATbHYI0 TBOPUECKYIO 3334y
kxommosutopa» [9, c. 13]. Takyro ciennanbHyIO 3a-
nady JIOKIMH pemraer 1mo Xoay MPOUYTEHHs CTHXa
C COXpaHEHHEM B MY3BIKE 3aKOHOMEPHOCTEHl ero
JeJIeHus Ha CTpokH. My3bIkaiabHast popMa cienyer
3a MOATUYECKON CTPYKTYpPOH aHIIMHCKOTO COHETa
U, 10 CYTH, sBIIAeTCS CTpodyHOM. Kaxknmas cTpoka
TEKCTa OTAeJCHAa CUM()OHMYSCKUMH WHTEPME/Is-
MU, KOTOPBIE Pa3pacTaroTcs 1Mo Mepe MPUOIHKEHHS
K KyabMuHanuu | dactu. B HUX cioBo Oepér op-
KECTp, JUIETOPUYECKH PACKPBIBAIOIIUN BAKHBII
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JUIsL KOMITO3UTOpa CMBICI. B mapTutype BeIpaskeHu-
€M 3TOTO CMBICTa CTAHOBSTCA, B YaCTHOCTH, Kpar-
KHC TOSBJICHUS CONUPYIOIICH CKpUnku’® (CBOEro
pona alter ego aBropa) u ansra'’. AIBT-COIMCT €CTh
cuM(OHUIECKOE ONUICTBOpeHNEe bapmas-npyra.
3TOMY WHCTPYMEHTY JIOBEPCHBI CaMble IMPOHHK-
HOBEHHbIE MHTOHAMK. Hampumep, B Takre 4 nnd-
pol 5 (3aBepmienue | yactn cuM@pOHUI) HEKOTOPOE
BpeMs aJbT HHTOHUPYET KPAaTKYIO0 TeMY B BEICOKOM
perucTpe, 4To HECKOIbKO HHUBEIHPYET €ro CIeIH-
(huueckmii TeMOp, ¢ OMHOIN CTOPOHEI, C IPYTOH Ke
— MPHUAAET COOTBETCTBYIOIIYIO CMBICIY ITO3THYE-
CKOTO TEKCTa HYMOILMOHAIIBHYIO OKpacKy («Ia Ipyry
TpyaHO OymeT 0e3 MeHs»). My3bIka 3THX YeTBIPEX
TaKTOB YIWBUTEIHHO NMPOHUKHOBEHHA, MpPO3payHa
C TOYKH 3PEHHsI TAPMOHUU: HUCXOJISIIAS MEJIOIYe-
CKasi TUHHS OapUTOHA C OTTEHKOM JIOPUICKOTO J1aj1a
OKyTaHa HEXHBIM OO0JIaKOM MapajuIeIbHBIX MaJIbIX
tepuuit B opkectpe (mpumep Ne 1). B mudpe 9 (Takr
4, nagano Il wactu cumdonumn) cnoa lexcru-
pa «BO MHE THl BUJAMING OJETHBIN Kpail HEOeC...»
npeasapser cuM(pOHUYECKass HHTEPMEIHs C Kpar-
KHM COJIO CKPHIIKH Ha pp B BBICOKOM PETHUCTpPE. ITO
JOBEpUTENbHOE OoOpalieHne apTopa K Ipyry IJIHUT-
Csl BCETO JIBAa TaKTa M OCHOBAaHO HAa MEPHO IOKauu-
BaIOIIEMCS TPUTOHE c’—fis’, Kak OBl M30eraromEeM
AKIEHTHOCTH, Ha (DOHE HHCXOASIIMX TPHOJIBHBIX
¢urypauuit y aposr (mpumep Ne 2; 3mech u ganee
npumeps! u3 [1atoit cumdonnu A. Jlokmmaa).

[Tpumep Ne 1 A. Jloxmun. I1aras cumbonus,
I gactp, 1. 5
J=72 Canto
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Komno3utrop Haxogutr €MKHE U €CTECTBEHHBIE
WHTOHAINH, UMEIOIINE MMPUTOM TOHAIBHYIO OIpe-
JIeNIEHHOCTh: C TEPBBIX 3BYKOB CHUM(OHHU 3asB-
nsier o cebe g moll, TOHMKa KOTOPOTO OIYIIAeTCs
Ha TPOTSHKEHWH Bcero counHeHus. OpkecTpoBas
TKaHb HACBHIIIACTCS HWHTOHAIMAMH BOKaJbHON
MapTuU, KOTOpBIE, B CBOIO O4YEPEIb, PACKPBIBAIOT
CONEpKaHKUE IMOITUYECKOTO TEeKCcTa. BakHBIM Te-
MaTHYECKAM DJIEMEHTOM | 4acTH CTaHOBHTCS XOI
OT TepBOM K TpeTheil CTyNeHu 3ByKopsina g moll.
B ucrokax temarusma I yacTu CIObIIIUTCS B3BOJIHO-
BaHHAas pedb, YTO MPOSABISAETCS C CAaMOTr0 Hadaja —
C aKKoOpJa-Bo3riiaca rpyIIbl CTPYHHBIX HA ff U pHT-
MMUYECKH CKATOW MHTOHAIIMK BOKAJIbHOW NTapTUH HA
cioBax «m3Mydach Bcem» (1 takt nepen nudpoii 1).
OTO UMIYIBC, JAIONTUN YHEPTUIO JBMIKCHUIO BCEH
I wactu (mpumep Ne 3). Jlanee mmpoxoe pa3BUTHE
MOJTy4aeT MOTHB, OUEPUNBAIOIINN KOHTYPBI YMEHb-
MEHHOTO TPE3BYUHS (« yMEpeTh X04y» — TaKT 2
ot Havasna CuMQOHUM, MAPTHUS TEPBBIX CKPHUIIOK).
@DaKTUYECKHU JIBa BaXXHEUIIHMX 3JIEMEHTa MY3bIKU
I gactn coceacTBYIOT M B3aWMOJEHCTBYIOT; 00a
MOSIBIISIIOTCSl paHEe CBOMX BOKAJIBHBIX BapHaHTOB.
OTMeTHM TaKXKe «IPOTECTYIOIINE) YHUCOHBI CKpH-
IIOK, MPEABAPSIOIINE CJIOBA «TOCKA CMOTPETh, KaKk
Maetrcs OemHak» (4 takta mo mudps 2). Iepeunc-
JICHHBIE MOTHUBBI OTIPEAETIAIOT HHTOHAIMOHHBII 00-
nuk | wactu [1aroit cumdonmm.

[Tpumep Ne 3 [saTas cumdonms, I yacts
(1 Takt mo 1. 1)
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with all theze,

Oco0yro posib B COYMHEHUH UTPAET PUTM, OTpa-
KAIOIIUH JAEeKJIaMallMOHHOE Hadano. JT0, B TIEPBYIO
o4epe/ib, OTHOCUTCS K My3bIKaJIbHOMY BOTIIIOIIEHUIO
CTPOYKH C aHTIMHCKUM TeKcTOM. [lomoOHOe «IBO¥-
HOE» MY3BIKaJbHOE MPOYTCHUE OPUTHHAIBHOTO
U TIEPEBOJHOTO TEKCTOB — peayalllnii, eciu He
WCKJTIOYHUTENFHBINA TIpUMEp B CUM(POHUYECKON JH-
Teparype. IlokazarenpHO, YTO 3BYKOBBICOTHO 00a
BapuaHTa WACHTHUYHBI, HO B PUTMHKE MPAKTHYECKU
B K&)KJIOM TaKTe €CTh TOHKUE IPaJalliy, I3MEHEHHS,
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UAYLIME OT IPUPOABI IPOU3HOLIEHUS aHIJIMIUCKUX U
PYyCCKHX c0B. bosee Toro, IMEHHO TOHKasi HFOAHCH-
POBKa B OMY3bIKJINBAHUU CJIOB OIIPENENIAET PUTMU-
YECKUI T€HE3UC HEKOTOPHIX BaXKHEHIINX OPKECTPO-
BBIX PEIUTHK, YIIYOISIONHX 00pa3 ¥ MPHUBHOCSIIHX
B HErO JOIOJHUTEILHBIE CMBICIEI. A. A. AHUKCT
B npuMedaHusax K llecTpaecar mecToMy COHETY
oOpaiaeT BHUMaHHE Ha MEJIOANYHOCTh €ro 3aKiIo-
YUTEJIBHOW CTPOKH C IOBTOPSIOLIMMCS 3BYKOM «L»
— TOH caMO# CTPOKH, e ropopurcs o apyre. Ilpu-
MEPOM BIYMYMBOI'O IPOYTEHUSI TEKCTA MOTYT CIly-
KHUTH TakT | UGpPE 2 B MApTHTYpPE: PYCCKUIA Bapu-
AHT WCIIOJHEHUS — JJIMHHBIN ITyHKTUP, aHIIMHCKUMA
— OoJee UMITYJIbCUBHBINA KOPOTKHHA. OTMETHM H TaKT
4 Tam Ke: pyCCKHI — CJIOBO C OJJHIM CJIOTOM PEIIEHO
KaK YeTBEPTh HAa CUJIBHOM JI0JI€ TAKTa, B aHIVIMMCKOU
CTPOYKE CJIOBO U3 TPEX CIOIOB HA TOH K€ JI0JIe pe-
LIEHO KaK OCTPBIN ITyHKTUP U3 IIECTHAALATOMN, TPU-
11aTh BTOPO# 1 BoCchMOU. [1omoOHbIE «CxKaTHIe)» U Ha-
NPSUKEHHBIE PUTMUYECKUE PUCYHKH, IIEpPENAOLINe
HEKHUH UMIIYJILC OPKECTPY, BCTPEYAIOTCA B PA3HBIX
paznenax CumQoHUU U HECYT CIebl XapaKTepHOH
JUTSI KOMIIO3UTOPA MaHephl MIChMa''.

CMBICTOBBIM HeHTpOM | wacTtu sBisieTcs
OpOJOJDKUTENbHAST KylnbMUuHaus (cM. nudpy 4
B MApTUTYpe), IOopydeHHas opkecTpy. o cux mop
SMOLIMOHAJIBHO ~ B3BHHUYEHHAs, «pa3fpakEHHas»
My3bIKaJbHasl PeUb OPraHU3YeTCs 3[€Ch B YETKYIO
MapIIeByIO IMOCTYIb Oe3THKoro 371a. « Bomutomme»
KBHHTBHI B MEJIOIUU M aKKOPABI CTPYHHBIX IIEPEX0-
ST B OCYIWUTEIbHBIA YHUCOH-MOHOJOI CKPHUIIOK,
KOTOPBI KaKk Obl B N3HEMO)KEHUH HU3BEPraeTcsi co
3BEHSIINX BBICOT B OE3/IHY POKOUYIINX KOHTpada-
coB. Ilo cune BpICKa3bIBaHUS 3Ty KyJIbMHUHALUIO
MOXXHO YIIOJOOUTh TPaHIAMO3HBIM OpPKECTPOBBIM
yauconam lllocrakoBrua (Hanpumep, B | gactu ero
[TsToit cumdonum).

Ocnoga Il vactu Cumponun Jlokmmnaa — Cemb-
necsat tpetuit coner lllexcnmpa, cBoeoOpa3HBIN
COHET-3aBellaHue, TONBOJAIIUN UTOT depene (u-
N0coCcKUX pasMBINUICHHH Kommo3uTopa. B crpo-
Kax 3TOTO MPOM3BEACHHUS YraablBaeTcsl oOpaieHne
K HEKOEMY HaIIOJIHAIOIIEMY BHYTPEHHHH MUp aB-
TOpa ajapecary, CBUAAHUS C KOTOPHIM OBUIH JJOPO-
TH, TETIeph )K€ THU OOIIEHUS ¢ HUM couTeHsl. llo
CBOEMY CTPOCHHUIO COHeT aHanornyeH lllectbaecst
LIECTOMY — OT IIPOYMX CTPOK OTACJICHBI JUUIb JIBE
nocnenHue. Borpexkn 3ToMy, KOMIIO3UTOP MBIC-
JUT 3/€Ch TPAJULUUOHHBIMU KaTPEHAMM, OTHEIISISA
OPKECTPOBBIMU  MHTEPIIOIUSIMHU-KOMMEHTAPUIMHU
Ka)KJple 4eTbIpe CTPOKHU. llepen «coHeTHhIM 3am-
KOM», KaKk U B | yacTtu, pacnonaraercs KylbMHUHa-

17

MsA-0000IIeHNEe BCEX BAXHEUIINX MY3bIKAIbHBIX
Mmeicield Cumponnu. [TocnenoBarenbHOe pa3BUTHE
Marepuana ¢ uudpsl 8 no nudpy 13 mapruTypsl
MIPUBOANT K KOJI€ COYMHEHHS, KOTOPYIO MOXKHO Ha-
3BaTh CUHTETUUYECKOI. B Hell SBCTBEHHO CibIIIATCS
OTTOJIOCKH «HCTEP3aHHBIX)» WHTOHAIMOHHBIX (U-
ryp [ wactu (umdpa 13), MepHast HOCTYIb MOCIEN-
HUX MUHYT IIepell pacCTaBaHHEM Y KOHTpabacoB
(takt 6 mudpsl 14, Ha CcIOBaxX «CBHUIAHBIM, THU
KOTOPBIX COYTEHBI») M, HAKOHEI, SMOLMOHAIBHBIN
noAbEM, TOAOOHBI TIIyOOKOMY KaTapcHYeCKOMY
B3[IOXY Y CTPYHHBIX, IIMPOKO PACKUHYTHIX IO BCE-
My nuana3ony 3By4aHus (Takt 10 go mudpsr 16).

CBoeoOpa3HBIM «IOAYMBIBAHHEM) TEKCTa CO-
HETOB MOXXHO CUHUTATh MOSBICHHWE CTPOKH U3 MO-
Housiora I'amnera, re KIIFOYEBOE CIOBO «IIPOILAI»
pelIeHo Kak MOHOTOHHO TIOBTOpsieMast 80cx00suas
KBUHTa g-d’ Ha (hOHE yCTano COCKAaJIb3bIBAIOIINX
B HUCXoOsaueM ABWKEHUHM CTPYHHBIX. llosiBieHue
9TOW WHTOHAIIMM HE CIlyd4ailHO W OBLIO TpeacKa-
3aHO 3aKJIIOYMTENIbHBIMUA TakTaMu | gactu cumdo-
HuM (TIOCTIENOBAHUE HUCXOOAWUX KBUHT g-c-F-B,
y ap¢sr). HakoHen, BaXHOW ApamaTypruyeckon
JETANbIO ABISAETCS MPAKTUYECKH TOUYHOE MOBTOpPE-
HUE HayanbHbIX TakToB Cumbonun B 1udpe 17.
Ot0 emé pa3 moguEpPKUBaET 3HAYMMOCTh MOTHBA HA
cioBax «m3My4dach Bcem». Koma, Takum oOpasom,
CTaHOBUTCS MY3BIKAJIbHBIM BOIUIOIIEHHWEM IPOTH-
BOPEUMBBIX UYBCTB: YMHUPOTBOPEHHUS, TPOH3UTENb-
HOM TOCKH, MPOTECTA, TOPEYH, KaTapCHYECKON DK-
3aMbTallil ¥ CMAPEHHUS.

Temartusm Il gactu cumpoHHH CBOMMH HCTO-
KaMU yCTpPEMJIEH K XOpajly — BO BCEM CIIBIIIUTCA
MyApOe MPHUSITHE MBICITH O HEM30EKHOCTH yXona U3
MIPEKPacHOTr0, HO HECTIPaBeUIMBOrO Mupa. «[1you-
HBI MBICII) PAaCKPBIBAIOTCS OPKECTPOBBIMHU CpEJ-
CTBaMU: HACHIIICHHAs OOEPTOHAMH OKTaBa D—D1
y apd B cOYETaHMH C NeAAIbl0 D, y NATHCTPYH-
HBIX KOHTPa0acoB CO3/1aéT BRIPA3UTEIbHBIN 3 heKT
0e300HHOU 2YOUHbl HA CIIOBAX «JIPOXKa, JKEJITEET
B BETOK Tosin3He». U TyT ke MpeesbHbIi KOHTpacT
— «HEeocs3aeM0e» 3ByYaHUE CKPHUIIOK Ha Qpase «a
NITHYANA CBHUCT BE37le CMEHMJI MOKOM» (TakThl 1 u 2
nudpset 9). 3nech aBTOp CMEII0 UCTIONB3YET MPUEMBI
OpPKECTPOBOH 3BYKOIIMCH: TPUMEHSET KOJOPUTHBIN
KOMIUIEKC M3 MPO3PAavYHbIX, XOJIOJHOBATHIX (IIasko-
JIETOB CKPHIIOK (BBIMMCAHHBIX B CHHKOIIMPOBAHHOM
pHUTME), pereTHIiA Ha 3BYKe ¢’ y apdbl U menaei
TpyNIBI CTPYHHBIX (TakT 5 udpst 10). IT0T MOMEHT
MIPEIBOCXMUIIIAET OPKECTPOBAs MHTEPMEIMS, OCHO-
BaHHAs Ha HEOOJIBIIIOM COJIO TIEPBOM CKPUITKH (CJIO-
Ba «OT aBTOpPa»), HAYAIbHBI HHTEpBaJ KOTOPOTO
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— TpUTOH C’—fis’ — Halnr oTrpaxkeHue B Koje.
B nmpopomkenre nHTEpMEINN BOSHUKAIOT TPEBOXK-
HbI€ MHTOHAIMH U3 | yacTu counHeHus. ITO COJIO
BCTYTaeT B CBO€OOPA3HBINA IUAJIOT C COTUPYIOMINM
B CJIEyIOIIEM OPKECTPOBOM 3mu3oe anbToM. OH,
B CBOIO OuY€peqb, «KOMMEHTHPYET» MOCIEeIyIOIIre
4yeTeIpe CTpoku coHera lllexcnmpa, 3aBepIaromu-
ecsl CIIOBaMH WX OIIEYaThIBAET TEMHOTa». AJIBT,
CIIOBHO TIOAYEPKHUBAs WHTOHAIIMOHHYIO IIpeeM-
CTBEHHOCTh, HAUMHAET C TOTO K€ TPUTOHA, YTO U
CKPHIIKa, ITOCJI€ YeTO HECIICITHO «OTBEYaeT» Ha 3a-
JaHHBIN ero Bonpoc. [IpOHMKHOBEHHBIE CTPaHULIbI
My3bIKH JIOKIIMHA OBESHBI XapaKTEPHBIM JJIST KOM-
[IO3UTOPA YYBCTBOM IPOCBETIIEHHON TOCKH, Najé-
KOH OT OTYasiHusI.

My3pbika Il wactu I1sT0i1 cM$oHNT — mpomans-
HBIH MOHOJIOT, T¢ BaXKCH KaXKABIA HIOAHC, KayKaas
WHTOHAIMS. ABTOp OepekHO «3aredariieBaeT»
B opkecTpe ¢pasbl Lllekcninpa, B TO e BpeMs po-
M3HOCS UX KakK OblI «OT ce0s» (HaroMHHM, 4TO OyK-
BaJIbHOE 3HAYCHHE CIIOBA «AJIJIETOPHUS — CKA3AHHOE
no-opyeomy). BeymmuBasce B 3By4aHne, MBI y3Ha-
€M «KBUHTBI OCYyKIeHUs» 13 | yacTu, KOTophle Ipe-
BpaTWINCh B TPUTOHHI (miprMep Ne 2) u MepHO 10-
Ka4MBaIOTCS B XOJIOAHOM OIETICHEHNH, B 3BEHSIIIEM
BEPXHEM PETUCTPE y MEePBON CKPUIIKU COJO (TaKTHI
4 u 5 mudper 9). B uudpe 11 (cono-guanor) amst
3BYYHT B OKPYXXCHHH TSIHYIICWCS y BHOJOHUYEIEH
Tepuuy U 100aBJICHHOM K Hel KBapThl B 0acy, 4To
o0pa3yeT Ma)XOpHBIH KBAapTCEKCTAKKOPA (IIpUMep
Ne 4). 3ameTnm, uto JIOKIIMH He N30EeTaeT MPOCTHIX
rapMOHMYECKUX KpacoK. B KOHTEKcTe COYMHEHUM
JPYTUX KOMIIO3UTOPOB TeX JeT'> TaKkue CpeicTBa
MOTYT TOKa3aThCsl 0aHATBbHOCTHIO, HO 3TO, KOHEY-
HO, WIITIO3MS: aBTOP MPETOAHOCUT JIalludapHbIE HH-
TOHAIIMU ¥ CO3BYYHS YIWBUTEIBHO CBEXKO 3a CHUET,
B YaCTHOCTH, TOHKO IPOXYMaHHOW OPKECTPOBKH,
HI0aHCOB puUTMUKH. COJI0 anmbra ImpeaBapseT CIoBa
[excnmpa «BO MHE Tl BUAWIIH TO CTOPAHbBE...» —
3TO HA4Yal0 HEyMOJIMMOTO JBHXECHHSA K «TOPHKOID)
kynemMuHammu (mudpa 13 maprutypsi). Pazsutue
MEJIOAMYECKOW JIMHUM HAYWHAETCS C MHTOHALUM,
MIEPEKITUKAIOIINXCS ¢ TOTOOHBIM coJio B | wactu (Ha
CIIOBAX «J1a APYTyY Oynet TpyaHo 6e3 MeHs»). Merno-
JIAsT pa3BUBACTCSI CBOOOHO M BIIMBACTCSI B OOIITHI
MOTOK, r7ie (Ha mudpe 13) coxuMaeTcst B OTUaSHHBIN
BO3IVIaC MEPBBIX CKpUNOK. Cikarast MpyKMHA pPUTMA
MMeEeT TeHETHUKY «IIPOTECTHOTO YHHUCOHa» u3 | ua-
CTH ¥ TIOJIYYHT ITPOAOJDKEHHE B IPYTHX COUMHEHUAX
JloxmmHa, B 4aCTHOCTH, B ocnenHeil, OanHHaamna-
TOW cUM(OHHH, TIIe, CIOBHO BEPIIMHA-HCTOYHHUK,
Ha4yHET TEMY BapHallii, AaB UMIYJIbC PA3BUTHIO.

18

[Ipumep Ne 4 [Iaras cumdonns, 11 gacts, 1. 11

J=58
V-la solo

Tparnueckd HaJUIOMJICHHA, TPOHUKHOBEHHA
My3bIKa B iippe 15 mapTutypbl. ITO OAMH U3 y3710-
BBIX MOMEHTOB CUM(OHHUU — CKOPOHO cliep KaHHOE,
OTYYKIEHHO-BO3BBIIICHHOE TIpOLIaHue (IpuMep
Ne 5). B opkecTpe monro OOBITPHIBAIOTCS CTPOKH
u3 Tparenuu «['ammeTy — «mpormail U TOMHH 000
MHe». bapuTOH B BBICOKOM PErucTpe, MouTH (alib-
IIETOM, TIOET OOJBINYIO TePIHIO d’'—fis! (MOKHO pac-
CMOTpETh €€ B KOHTEKCTE JIOMUHAHTHI K OCHOBHOMY
G dur). D10 emé omHa ayeropusi JaHHOW cuMdo-
HUYECKOH MapTUTYPhl — BO3HECEHUE B BBICOKHE OM-
MUpeH, HeJlocaraeMble JIJIsl MyYUTEIBHOW OOBIIeH-
HOCTH C €€ TpyOOCThIO M TIOpOKaMH (TIPOTHB YETO
aBrop nporectoBai B | wactu cumdponun). [IpedoI-
BaHHE B OTCTPAaHEHHOCTH, CO3EPLAHUH HJCabHO-
0, HA/TTMIHOCTHOTO AOCOIIOTa CO31AaETCS MPOCTHI-
MU CpPEICTBaMH — pa3pekEHHAs ¢ MOMOIBIO divisi
¢axTypa, TOHYalIIee pp, MOHOTOHHO Kadaromasics
B Oacy manas cexynna H—c (apda ¢ xontpabaca-
Mu'*), MEpHbIE BCIUICCKH TEPIIOBBIX MMOJIUTAPMOHH-
yeckux akkopaoB (H|C) y apder.

IIpumep Ne 5 [Msrast cumdonus, 11 gactp, 1. 15
J=58m
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IMocrenenno (aktypa npuodpeTaeT 0OIUK XO-
pama, Hag KOTOPBIM BBICSTCS «IPOYHO YTBEPAHB-
HIFECsD BOCXOASMINE KBUHTHI U HUCXOAAIINE KBap-
THl Ha 3ByKax YCIIOBHOW TOHHWKU g—d («Ipormai,
MIPOIIIAi» ).

[Iaras cumdonus A. JI. JlokmmHa, HECOMHEH-
HO, MOXKET OBITh IMOCTaBJIE€HA B OAWH PsJI C BBLAA-
FOIIUMHUCS] COUMHEHUAMH KOMIIO3UTOPOB-IIIECTHIE-
CATHUKOB. YHHKAQJIBHBIH 00pa3elrl «IByS3bITHOTO)
(aHIIIHIICKOTO M PYCCKOTO) BOIJIOLIECHHUS BCEMHUPHO
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n3BecTHhIX cTpok lllekcrmpa, 3TO COUMHEHHE SB-
nseT coboit mpuMep emé M MOCTMOICPHHUCTCKOTO
080111020 KOOUpOo8aHus', Tme 3a MEPBUYHBIM CJIO-
€M T0A3WH AHIIMMCKOTO KJIACCHKA IPOYUTHIBAETCS
cumdonmnyeckas ayuteropusi JIokmuHa. ABTOp TO-
IBITAJICS, HE CBOAS BCEOOBEMITIONIETO CMbIcIa (hu-
T0co(CKOW JMPHUKHU 10 CYOBEKTUBHBIX KAaTETOPHH,
MOJYEPKHYTh B HEHl KOHKPETHBIN IUIaH, BBIBECTH

UHCMpYyMeHmMAanbHbLl 00pa3 Apyra, KOTOpOMY ajpe-
COBaHO COYMHEHHME W MpEANHUcaHa BaKHAas POJIb
B cuMmdoHnYecKoil apame. B cumdonnn HeT ompe-
JIEIEHHON MPOTrPaMMbl, UCTOJKOBBIBAIOIIEH CTOJIb
COKPOBEHHOE COJEpPKAaHUE, U TOJIbKO IIBITIMBBINA
CIIyIIaTeNb/UCCIeIOBaTelb  UMEET BO3MOXKHOCTD
00HApY>XUTh MHOTOMEPHOCTh JAHHOTO MY3BIKaJIb-
HOT'O TEKCTa.

< MPUMEMAHUA (<

! P. Bapmrait okoH4ns MOCKOBCKYIO KOHCEpPBATO-
puro B 1948 romgy mo kitaccy ansTa M BBICTYIIaJl BMECTE
¢ C. Puxrepom; B 1945-1953 romax — omuH U3 ydacrt-
HUKOB (anmbT) W cosnmatenedt KBaprera mmenn bopomm-
Ha. OgHOBpeMeHHO B 1948—1956 romax mrpan Ha anbre
B KBaprere umenun YaikoBCKoro.

2 M. ApaHoBcKkui, paccMarpuBas B kKaure «Cumdo-
HUYECKHE MCKaHus» npomsBeneHus A. JlokmmHa, cra-
BUT cieAyonmi (6e3yCIIOBHO PUTOPUIECKHIA) BOIPOC:
«...SIBIISIFOTCS JIM OHU CUM(OHUSIMH B TTOUTHHHOM CMBIC-
JIe TOrO ciioBa? <...> MX KOMIIO3MIIMS IIOIYaC JaXKe OT-
JNAIEHHO HE HAIOMHUHACT CTPYKTYPY CHUM(OHHYECKOTO
ukiay [4, c. 206].

3 Kamepnble cumbonunn: op. 49 a «MajieHbKast CHM-
tonns» (IlepBrrii cTpyHHBIH KBapTeT), op. 73 a (Tperwmii
CTPYHHBIA KBapTeT), op. 83 a (YeTBEpPTHI CTPyHHBIH
kBapreT), op. 110 a (Bocemoii cTpyHHBIN KBapTer),
op. 118 a ([ecsTolil CTpyHHBIH KBapTET).

* K Tekcry mamHoro conera B 1942 romy oGparmia-
ercs JI. HlocrakoBuu (op. 62); mpumedareiabHO, YTO
KOMITO3UTOp Takke BbIOMpaeT mepeBon b. ITactepHaka.
CBoé coumnenue oH mocpsamiaer M. ComnepTHHCKOMY
1 UCIIOJNIb3YET CTPYHHBIN OPKECTP C COMUPYIOIIEH CKPUII-
KOM U KOJIOKOJIAMHU.

> K mepeBofam JTaHHOTO aBTOpa KOMIIO3UTOpP 0Opa-
mayics B CBOEM TBOpYeCcTBe HeomHokparHo («IleceHkun
Mapraputs», 1973; monoomnepa «Tpu cuensr u3 “day-
cra”y, 1980).

¢ 3HavyeHWe TepMHHA B TAHHOM CIy4ac MOHHMa-
ercst OyKBalbHO, OT rped. allegoria, tae allos — npyroit
u agoreyo — ToBopio (ToBopro nHaue) [1, c. 38].

7 Nmerorcst B Bumy counnenus I. Manepa «13 Boi-
meOHOro pora Maipunkay, «llecHH cTpaHCTBYIOIIEro
nmoaMacTepbs», cumdonndeckne necau P. HlTpayca.

8 ByKkBeHHast CXeMa COOTHOIICHHUS PH(MMOBAHHBIX
CTpOK B coHeTe — ababedcdefefgg.

° Benuka e€ poib Kak cojucTa B YeTBéproii cumdo-
HUW.

103710 gBISETCA CBUAETEIHCTBOM NETAIM3ALUN Ka-
MEpPHBIX NMAPTUTYP U HEKOH CTUJIEBOW 4EPTOH KOMIIO3U-
TOpa; CONMUPYIOIINE TEMOPHI BCTPEUYAIOTCS B PAIC APYTHX
naptutyp (Hanpumep, B Yeréproii m OnmHHAAIATOM
cUM(pOHUSIX).

' 3ameTuM Taxxke, 4yTo JIOKIIMH BO MHOTMX CBOUX
COYMHEHISIX MCKYyCHO IPOpadaThIBaeT IpaMaTypruio
PUTMUYECKOTO Pa3BUTHS HEOONBIINX HWHTOHALMOHHBIX
3€peH, HachIIas Pa3IMuYHbIMU OTTEHKAMU TPUOJIEH, 1y-
0JIE! U ITyHKTHPOB BCIO MY3bIKAJIbHYIO TKaHb UeTBEPTOH
(1968) u Oguanrannaroi (1976) cumdponmii.

12 Harmpumep, yke yrmomsiHyTas Bbime «Sinfonia
Robustay (1970), Tperuit ctpynnsii kBapter (1970)
u Bropas cumdponus (1964) b. Tumenko, Bropoit koH-
LePT IS CKpUTIKH ¢ opkecTpoM (1966) A. IlTauTke, BTo-
pas cumdonus (1966) A. [Tapra.

13 Takoe coueTaHWe WHCTPYMEHTOB HEOIHOKPATHO
HCIIOJIb3YETCSI B 3TOM 4acTH

" Tlo meicu B. T1. Pynuesa, poman Y. Oko «Wms
PO3BD» MOXXET OBITh MPOYUTAH KaK TOCTMOACPHUCTCKUI
TEKCT C IBOMHBIM KOJUPOBAaHUEM, TO €CTh BKJIIOYAOIINH
HECKOJIBKO Pa3IMYHBIX 10 TIIyOMHE COMEpXKAaHUS CMBIC-
JIOBBIX YPOBHEH: NETEKTHB, WCTOPHYECKOE OIMCAHHE,
(unocodckas moBecTs U T. 1.
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KoHuenums «CHbl 0 Poccumn» B MHTepnpeTaumu
«Bapmnaumnit Ha Temy Kopeaan» C. PaxmaHuHOBa

Tema orHoweHuidl ¢ PoguHoll — nomuHaHTa MupoouyumeHuss PaxmanuHoBa. Ero mnocnenHee counHeHue
s ¢poprenuano como «Bapmammu ma Temy Kopemmm» op. 42 (1931) co3maHo B SMHUTpalMy TOCHE AECATHICTHSL
TBOpYeckoro monuanus. HaBcerna orpesannsiil ot Poccun peBomronueil koMno3utop B «Bapuanusx...» noBecTByer
0 cyap0e mobuMoit poruHsl B XX BeKe, 0 CTUXHU «PyccKoro OyHTa, 6eccMBICIeHHOTo U Oecriomaaaoro». He namenss
CBOMM NPESKHUM POMAHTHUECKUM HJeanaM B cdepe dyBCTBOBAHMS M JIMPHUCCKOW MENTOINKH, PaxMaHMHOB TeM He
MeHee OOHapyXHBaeT 37IeCh HEOCTIOPUMYIO MPHUBEPKEHHOCTh NCKYCCTBY XX Beka. COUMHEHHE OTIMYAET CypOBBIH
ACKETHUYECKUH KOJIOPUT M 0Cc00as BECOMOCTh KaXIOTO 3ByKa IIPH HEOKJIACCHIMCTCKON (opTrenuaHHOW (akType.
Konnermusa «Cubl 0 Poccum» aprymMeHTHpYeTCsi aBTOPOM C ITOMOIIBIO METO/a KOHLENTYaJIbHONH MHTETPAIlN: OHA
ONMPAETCS HA ACCOLIMATUBHOE MBIIIJIEHUE, CLUEHAPHBIN, PEKUCCEPCKUI TOIXO TMAHUCTA K TEKCTY. ba3oil koHuenuuu
BBICTYMAET O0TaTCTBO YCTOMYMBBIX CEMAHTHYECKHX 3HAKOB TEKCTA, a TAK)KE €r0 HHTEPTEKCTyallbHbIE CBA3U. OCHOBOM
TPYIIHMPOBKM NHKJIA KaK APaMaTHYECKOTO IIETOT0 BBICTYMAIOT pa3jIMdHbIE TpaHC(HOpPMAanWd OCHOBHOM TEMbBI —
¢ommu. B moanepikky KOHLEIMH paboTaeT HACHILICHHOCTh COYMHEHHUsI 00pa3aMu CMEXHBIX HCKYCCTB, aKTUBHOE
HCTIONB30BaHNE PUTOPHUYECKHUX MTPUEMOB.

KitroueBsbie ciioBa: hopTenuanHas HHTEPIPETAIINs, HHTETPAIlUs KOHIICTIIINHY, ACCOIUATUBHBIN CIOXKET.

Jlns yumuposanus: Bapranos C. 5. Konnenmust «Cubl o Poccun» B naTepriperanny «Bapuanuii Ha remy Kopemny»
C. Paxmanunnosa // [IpoGnemsr My3bikansHON Haykd. 2018. Ne 2 (31). C. 21-31. DOI: 10.17674/1997-0854.2018.2.021-031.

SERGEI YA. VARTANOV

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0002-4936-7132, varser@mail.ru

The Concept of the “Dreams about Russia” in the Interpretation
of Sergei Rachmaninoff’s “Variations on a Theme of Corelli”

The theme of the relationship with his native land presents the dominant trait of Rachmaninoff’s worldview. His
last composition for solo piano, the “Variations on a Theme of Corelli” opus 42 (1931) was composed at the time of
his emigration after a decade of creative silence. Having been forever separated from Russia by the revolution, the
composer in his Variations narrates about the fate of his beloved native land in the 20th century, about the force of the
“Russian rebellion, senseless and merciless.” While not forsaking his previous romantic ideals in the sphere of feeling
and lyrical melody, Rachmaninoff nonetheless discloses here an indisputable commitment to 20th century art as well.
The composition may be discerned for its stern ascetic color and a special significance of each sound, along with a
neoclassical piano texture. The concept of the “dreams about Russia” is rationalized by the author by means of the
method of conceptual integration: it is founded on associative thinking, a scenario, and a theatrical approach on the
part of the pianist towards the musical text. The basis of the concept is presented by an abundance of stable semantical
signs of the musical text, as well as its intertextual connections. The foundation of the group-division of the cycle as
a dramatic whole is presented by various transformations of the basic theme — a folia. The concept is aided by the
saturation of images of combined art forms and an active usage of rhetorical devices in the composition.

Keywords: pianistic interpretation, integration of the concept, associative plot.

For citation: Vartanov Sergei Ya. The Concept of the “Dreams about Russia” in the Interpretation of Sergei
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eMa oTHomeHui ¢ PommHolW — momMuHAaHTa

mupoomrymenus: Cepress PaxmannHosa (na-

nee C.P.)) — KpacHOW HHTHIO MPOHHU3BIBACT
€ro TBOPYECTBO. 3apyOeKHBII MEPHOA CTaJl UCTIHI-
TaHUEM MJid KoMmo3uTopa: «YexaB u3 Poccum, 1
MOTEPsUT JKEeJaHWe COYMHATH. JIMmWBIINCH poam-
HBI, 51 TIOTEPST caMoro ceds. Y M3rHaHHHKA, KOTO-
PBI JIMIIWIICS MY3BIKQJIBHBIX KOpPHEH, Tpaguluil
1A POAHOM IOYBBI, HE OCTAETCS XKEJIaHWUS TBOPUT,
HE OCTAETCS UHBIX YTEIICHUH, KpOME HEPYLINMOIO
0e3MOJIBHSI HETPEBOKMMBIX BOCTIOMUHAHUI» [12,
c. 131]. Ognaxo mocie ckuTaHui, KOHIIEPTOB, PHU-
HECIIMX eMy cllaBy nmuaHucta Homep onuH, C.P.
ctpout Buuty B llIBelniapun, BeIcaxxuBaeT Oepes-
KU ®, Haciaxnasch «Steinway & Sons», Bockpe-
maet ayx MBaHOBKH, re eMy KOTJa-TO TaK XOpo-
mo paboranock. Pacimpenue penepryapa 3a cuér
MIPOM3BECHHUN KJIaCCUKOB U MYy3bIKHd XX Beka C. P.
HCIIOTIB30BAJl KaK «Iepe3arpy3Ky»: OH PeIaKTHpy-
€T CBOM OIYCHI M CO3AAET IIEAEBPHI, 0000IIaronne
TeMbl ero xu3Hu. Kak ckasan H. Mertnep: «Tembl
€ro TVIABHBIX MPOU3BEICHUIN CyTh TEMBI €r0 KU3HU
— He (paKThI )KU3HU, & HEOBTOPUMBIE TEMBI HETIO-
BTOpUMOH >ku3HM» [8, c. 350].

Lenb cTatbyu — IpoCIeaUTh KOHIEIHIO (CKpPBI-
Tyt0 mporpamMy) «Bapumannii Ha Temy Kopemmmy,
PacKpBITh MBICIICHHBIN muaior, kotopeiid C.P. Benér
¢ yTrpadeHHOU poauHoit. Cyowvba Poccuu —kposomo-
yawas pauna 8 e2o dyuie. Mpl ormupaeMcs Mpyu 3TOM
Ha METOJI MHTETpally KOHIETIIINH, TIPEICTaBICHHBIN
B IyOnuKamusx aBropa B xypHaie «lIpoOnemsl My-
3BIKAJIEHON HayKm» [4; 5; 6], a Tarxoke B MOHOTpadun
«Konnenmus B popTrenuaHHON HHTEPIPETALIUH: ITO]]
3HakoM @panna Jlucrta u Cepres PaxmanunoBa»
[7]. Meton oGo6maer ombIT (popTeNMaHHON Kyib-
Typsl, pazBuBaeT ugueio C.P. o konyenyuu, crosmeit
BO TJIaBE yIVIa MHTEPIPETANH: «...IO T€X TOp, TTOKa
CTYIEHT HE CMOKET BOCCO3/1aTh OCHOBHYIO HUEIO CO-
YHHEHMUS. .. €TO Urpa Oy/IeT HaIOMHUHATH CBOETO pojia
mysvikanvryro mewanunyy» [11, ¢. 232]. C.P. npeny-
rajayl HACI0 UHIMEPMeKCmyarbHoCmu: «...JIPEKIE,
9eM MBI CMOXKEM CO3JIaTh YTO-JTH00, XOPOIIO OBl 03-
HAaKOMHTBCS C TEM JIy4IINM, YTO HaM TPEIIecTBO-
BaJIO. .. MPUYMHA TUTAHTCKOTO MY3bIKAHTCKOTO B3JIE-
ta [Pyounmreitna u Jlucra. — C. B.] 3akmouanach
HE B IIyCTOH CKOpIyIe MPHOOPETEHHON TEXHHKH.
Onu 3nanu» [Tam xe, c. 237].

Kax ormeuaer H. Banruna, «XynoXeCTBEHHBIE
TEKCTHl B JINTEPAType M B MY3BIKE YCTPOEHBI IO
3aKOHAM  acCOIMATUBHO-00Pa3HOTO  MBIIIICHUS,
B KOTOPOM >KM3HEHHBIM MaTepuan mpeodpasyercs
B CBOETO pofa ‘“‘MaJIeHbKYIO BCEJIEHHYIO , YBUICH-

22

HYIO TJIa3aMH JaHHOTO aBTopa» [3, ¢. 105]. Pema-
IOIYI0 POJIb B 3TOM WTPAeT BOOOpa)XeHHE — CIIO-
COOHOCTH MHTETPHUPOBATh 3HAKH TEKCTa B €IMHYIO
KoHLIeNuio. Hemb3st He coriacuThCs ¢ MHEHHEM
N. Xannanosa, uto my3sika C. P. — «uaeanpHbIN Cce-
MHUOTHYEeCKUH 00bekT. OHa Oorara yCTOSBIIMMUCS
CEMaHTUYECKUMH CBS35MU, YPE3BBIYAITHO HACKIIIE-
Ha 00pa3HOCTHIO CMEKHBIX HCKYCCTB, YCIIEIITHO HC-
MOJIb3yET CaMble CHIIbBHBIE PUTOPHUECKHE PUEMBI.
Bonee toro, cemnornka my3bikn PaxmanuaoBa 00-
Hapy>XHUBAET TO, YTO COBCEM HEJIaBHO OBIJIO OCMBIC-
JIEHO B MY3BIKaJIbHO-CEMHUOTHYECKON TEOpHH Kak
SK3UCTEHIIMAIbHBIN aClEeKT 3HaKa. .. My3bIKaJIbHbIN
3HaK MPOKUBAET CBOIO JKMU3HB TaK kK€, KaK dMOLUS
wii MeICTBY [15, ¢. 140]. Konmenmueit Bapuarmit
op. 42 mel BeiBUTaeM «CHbI 0 Poccuny: oHa onu-
paeTcst Ha 3HAKU TEKCTa, €r0 MHTEPTEKCTyalbHbIC
CBSI3M, a TAK)KE Ha CUCTEMY aBTOPCKHUX PEMApOK.

Bapunammmn — o6pazen; mosgnero cruns C.P.:
KUBOTBOpSAIIAsl CHUjla TPOUW3BENCHHUS MpPHUPACTaeT
MePEKINIKAMU ¢ TICHHOCTSIMH KyIbTyphl. O0 3TOM
cBorictBe XX Beka mumer A. IllHuTKE: «...deM
Ooubliie “KyJIBTYpPHBIX CIIOEB” B MYy3bIKE, TEM OHa
TOHBIIE. YBICUEHHBIM MOKOPECHUEM HOBBIX O0Ia-
cTeil, yenoBek 0epeT ¢ coboil BeCh OMBIT MPEXKHUX
3aBOCBaHUH <...> MOXET OBITh, 0OJIee BCETO TPO-
SIBIISIETCS. WHAWBHIYaTbHOCTh XYyNOXKHHUKA B TOH
OeCCTpanTHOW OTKPBHITOCTH HYKUM BO3IECHCTBUSM,
KoTJla BCE M3BHE MPUXOJAIIEEC CTAHOBUTCS CBOUM,
MOJYHHASACH HEYIOBUMOMY CyOCTpary WHIWBUIY-
aJIbHOTO, KOTOPBIM OKpaIIMBaeT BCE, K UEMY pyKa
XyIOKHHKA TIpukacaercs» [16, c. 163].

Kopenmu oTHIONG HE TIEpBBIM 00paTmiics K ¢o-
JIUW, BO3HHKIIEH B 3moxy 6apoxko. C.P. Boccos-
Maét B Gonuu TTyOWHHBIE MPOTOTHIBI JKaHpa:
COYETaHWE TIIOXOPOHHOTO pHUTyayla capabaHbl
¢ Oe3yMmHOI 3kcnipeccueit (oruss B mep. OyKBaib-
HO «0Oe3ymmey»). Donusi HaBestHA TAaKXKE IPEBHEH
JIETCHION O MOHaxe, KOTOPBIM BIIOOWIICS B Jie-
BYWIKY M Hapymmui obet 0e30paunsa. B pesynbrare
OH CTaJ OTBEPXEHHBIM U ObLI 00ped€H Ha camo-
yOHMICTBO, MOCKOJIBKY JIJISI HETO B PaBHOU CTETICHHU
HEBO3MOXHO OBUIO HHM COEIWHEHHE C NPEIMETOM
YyBCTBa, HA BO3BPAIIEHHE K MOHAIIECKOH >KMU3HU.
B Bapunamusax C.P. cpaBHHBaeT ce0s ¢ MOHAXOM,
KOTOPOMY CY’KJI€HO OKOHYHUTH THHU BJAJIH OT TOPA-
40 JI00MMOM poauHBI — TpexkHAs Poccus mcuesna
0e3Bo3BpaTHO. BakHa Tarke mapaiiens Bapua-
nuit op. 42 ¢ omepoii C.P. «®panuecka ga Pumu-
HU» Ha CloKeT «bokecTBeHHON KOoMenaum» JlanTe:
B KyJbMHMHalIMM Bapuanuii 3By4UT MOTHB TEHEH
[Maono u ®panuecku: «Her Gosee BeMMKO# cCKOpOH
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Musical Text and

its Performer 0

B mupe, / Kak BCioMUHATh O BpeMEHH CHACTIMBOM
/ B HecuacThb». B Menoauu Tembl (onuu SBHO WH-
TOHAIIMOHHOE POJICTBO CO 3HAMEHHBIM DPACIIEBOM,
a Takke ¢ TemMoi Tperbero ¢oprennaHHOTO KOH-
niepra d moll B TO¥ k€ TOHAIBHOCTH — TaKUM 00pa-
30M, Bapmanuu BKITIOYArOTCS B P COKPOBEHHBIX
omycoB B cobpanuu tekctoB C.P.: Ilepsas cum-
¢donus u Dnerndeckoe Tpuo Ne 2, [lepBas conara
op. 28 u Tpetwuii xkoutept op. 30.

OnsIT MUPOBO# KynbTypsl o3BoisieT C. P. pac-
IIUPUTH TIOJIE CMBICIIOB, MOAYEPKHYTh HMHIUBUIY-
AJBHYIO TPAKTOBKY JKaHpa.

Onoxa bapoxko. ©. Kynepen B Croute Ne 13
BBICTpaWBaeT Ha Temy (onuu IUKI U3 12 Bapua-
uuit: «®panmysckue Qonauu, wim Mackd JOMHU-
HO» («Les folies francoises, ou Les dominosy).
Tema 3nechk — 1-# KyImjieT B yepese KapHaBaJIbHBIX
CIICH-TIOPTPETOB — UMEET 3arojioBoK: «La Virginite,
“JleBcTBEHHAs] — IIOJ MAacKOW JTOMHHO HEBHUIHUMO-
ro (mpo3padHoro) 1BeTa”». JIErkoi «aeBuueckoin»
Tpaly 9yXIbl TSOKENbIE 2-¢ 10U QONHUA — OHH
OTMEYEHBI JINIIb MATKUMHU IIPUCETAHNUIMN» B Ha-
ganax Qpas.

Onoxa kraccuyusma. berxosen mius C.P. — 06-
pasen uia KoMmro3uiuu: «Buepa BeuepoM cibixai
B BCJIMKOJICIIHOM HCIIONHEHUU 9-10 CUMQOHHIO
berxoBena. Uro-HuOyap mydie 3Toil CUMQOHUHU
HUKTO HUKorga He Hamumet» [11, c. 447]. Huxn
berxoBena «32 Bapuamum» («KOpoHKa» perneprya-
pa C.P.) — Baxneiimuii mpororun op. 42.

Onoxa pomaummusma. Jluct B «Mcmanckoi
parncoaum» 3a0CTPHII KOHTPACT JKU3HEPaJT0CTHOU
XOThl U MUCTHYECKOW (oimu: e€ JAEMOHH3M IO~
4EPKHYT 3JIOBEIIUMHU marcato, OJHOToIoCcHeM Oa-
COB, IPY>XKMHOH pUTMa B3JIETOB TUPAT, KIUHBIMHU
staccato.

ITuanuzm XX eexa. BMeCTO THIIMYHOW poMaH-
TH4eckor (aktypsl u mupokoit menoauu C.P. sB-
nseT B op. 42 oOpasen MMo3AHEro CTHIIS, HEOKJac-
CHIIM3MA: aCKETUYHOCTh (DAKTYypbl, JTAKOHHYHOCTD
MOTHBOB, BECOMOCTh Ka)JOTO0 3ByKa. PeBHUBBI
naomonarens C.P., [Ipokodbses, ObIT SIBHO 03aja-
YeH M OTMedYal: «...Bapuanuu Ha TeMy Kopemmm,
O4YeHb MPHWJIUYHBIE W, BEPOSATHO, MPUTOTHBIC IS
CTapuInx KiaccoB KoHcepBaTopuu. Ho 310, KOHEU-
HO, He npexxHuil Paxmanunos Broporo u Tpetbero
KoHIIepTOBY [14, c. 287].

Ceemenmayus mexkcma COOTBETCTBYET KOHIIE-
unu «CHoB 0 Poccuny». Ux ciensl — «Poccus u Es-
pomna», «Poccus m Asmsa», «Poccus m BocTtoky,
«O06pa3 Poccun n3 smurpanTckoro ganékay, «lIpo-
(dananus obpaza Poccum», «Onuradus Poccuny —
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nokaseiBatoT: C. P., cTpacTHO MIO0SIIHIA CBOIO yTpa-
YEHHYI0 POJIMHY U CTPAJalolIui OT €€ Tpareauu,
MBITAETCSl OCMBICIIMTh UCTOPHUIO B Cyap0y Poccum
ot crapusbl 10 XX Beka B emmHcTBe. CTpyKTYpa
Bapuanuii cocTouT U3 NATH BUTKOB CIIUpaIH, pas-
BHUTHE B KOKIOM HUAET OT CO3ePYaHus K O0elcmeauro.
Cdepa cosepyanus — Tema u e€ sBiICHUS B Haua-
JlaX KakJI0TO BUTKAa — OJHIIETBOPEHHUE CBAIICHHO-
ro s aBropa obpaza Pomunusl. Cdepa oeticmeusa
— aKTHBHOCTh JECTPYKTHUBHBIX CHII: 0Opa3bl HaIlle-
CTBUSI, CTUXHUS «PYCCKOTO OyHTa, 6€CCMBICIEHHOTO
n Oecromaanoro» (A. Ilymxkun), morpy3uBmas
CTpaHy B Iy4HHY OparoyOuiicTBeHHOW BOHHBI. Co-
sepyanue B Koge — anurtadus Poccun: He cinyuaii-
HO ComxeHunsiH orernBan cootnomenune CCCP
u Poccum kak «yowmitnpl u youroro». CiieHapHoe
wieHeHne TekcTa Bapuanuii otpaxaer Tabmuma.

Taoauna. CueHapHblii NJ1aH

Cosepuanue HeiicTtBue

Theme. Andante cantabile
1. Poco piu mosso
II. L’isteso tempo
II1. Tempo di Menuetto
IV. Andante
V. Allegro marcato
VI. L’isteso tempo
VIIL. Vivace
VIII. Adagio misterioso
IX. Un poco piu mosso
X. Allegro scherzando
XI. Allegro vivace
XII. L’isteso tempo
XIII. Agitato
Intermezzo. A tempo rubato
XIV. Andante (come prima)
XV. L’isteso tempo
XVI. Allegro vivace
XVII. Menno mosso
XVIII. Allegro con brio
XIX. Piu mosso. Agitato
XX. Piu mosso
Coda. Andante

Con nepewuit: Poccua u Eepona

Theme. Andante cantabile. Tema B op. 42 3aHu-
MaeT MCKIIOUYUTEIHPHOE MECTO, BBICTymas oOpazom
Pomunsl. Jlns C.P. donust — He cTONBKO OapodHas
apus, CKOJIBKO PyCCKasl MPOTSDKHAS TECHS, Onm3-
Kasi 3HamMeHHbIM pacrnieBaMm. Kak u tema Konuepra
op. 30, oHa BBICTyIaeT AYXOBHBIM CTEP)KHEM CO-
YUHEHUS U TaKXKe SIBISIETCS CKBO3HOM, €€ TpaHc-
(dopMaly CTAaHOBATCS LICHTPOM MPUTSKCHUS. Psin
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CCKBCHHI/Iﬁ KOPOTKHNX MOTHUBOB 4YJACCHO COCIWHIA-
eTcsi B enuHyo menomuio (mpumep Ne 1). Aprop-
ckue peMapku Andante, piano cantabile opueHTH-
PYIOT Ha BokanbHOe npousHomienue: C.P. roBopur
o teme Konrmepra op. 30, uro oH «xoten “crerp”’
Menoauio Ha ¢)-HO, KaK e€ IOIOT MEBIBl, U HANTH
MOXOJIIee, BEPHEE, HE 3alIylIaloniee 3TO “‘Tie-
Hue” conpoBoxaenue. Bor u Bcé!» [12, c. 380].

[Tpumep Ne 1 C. PaxmanuHOB. Bapunanun
Ha temy Kopemm op. 42. Tema
s LI BN {37 Ay oy I B
== 27 :
i i t T i 1t
m“g . P centabile — crese,
[[2==: == : : ;
% v } 14 3

VYke B TeMe NpPETBOPSIETCS HJesl LUKIA: BHY-
TpPEeHHUI KOH(GIMKT BIOONEHHOTO MOHaxa (alter
€g0 aBTOPA) yraJIbiBaeTCsI B KOHTPACTE KaHPOB; XO-
pan 6aca — CUMBOJ aCKETHYECKOTO CITY)KEHUS, IKC-
mpeccusi MENIOJIMA — Tparndeckas 0e3HaIEKHOCTD
yyBcTBa. [IOBTOpEHHE BOCEMUTAKTa TEMBI TIOPOXK-
JaeT BOMPOCHO-OTBETHYIO CTPYKTYpY, IMO3BOJISIET
mosHee 0OpHcoBaTh cocTostHue Tepos. [lepBwiid
BOCBMHTAKT C MOJBEMOM M CIIaJOM, C BOIPOIIIa-
HUeM D B KOHIIE BOCIPUHHMAETCS Kak meradopa
HaZeXIbl. AKTUBHOE crescendo BO BTOPOM BOCH-
MUTAKTE JOXOTUT A0 KylIbMUHAIMH (TakT 14) — HO
3nech C. P. cBoGogHO mpenomisieT uaeto berxopena
3 1ukiIa «32 Bapuanum» — npuém nepenada. OH
COBEpIIAETCsl CPE/ICTBAMU HE JTMHAMUKU M (aKTy-
p#1, HO Tapmonwnd. [locne Toruku T (TakT 6) IpoBan
B CcyOIOMUHAHTY S 3ByYMT Kak 3HaK Kpaxa HaJexk-
IIbI, OTKa3a oT MeuTh (mpumep Ne 2).

Boobme mwkn «32 Bapumarum» berxoBeHa —
Ba)KHEHIIAs MOJIETb MHTepTeKcTa Bapuanuii op. 42,
xotst y C.P. Her mnem OopwrObI Oaca W Menomuu
B BOCBMHTAKTHOM ostinato (mompobHee cm.: [7,
c. 216-230]). OnHako HaIHUIIO OOIHOCTH BHYTPEH-
HEro JIEKCHKOHA. 3HaKH CEMAHTHUKH TEMBI IPOEIIH-
PYIOTCS Ha Bapualuu: a) purModopmyia Sarabanda
— Folia c putyanpHOI OCTaHOBKOW Ha BTOPOIi j0Ie
TakTa; b) mepenoM B KyJIbMHUHAIMH TakTa 6, 000-
3HAYarOUIMi TOYKY HEBO3BpATa, NOMUYEPKHYT npu-
émom nepenaoda; c¢) C.P., Bcien 3a berxoBeHowM,
HCIOJIB3YET pUmmopopmyny cyovowl, B op. 42 —
B Bapuarnu X1 (B ke «32 Bapuarm» — [V, XX V).

He menee Baxken st C. P. uaTeprexct ¢ «Kpeii-
ciepuaHoii»: B Bapuanusax op. 42, nomo0HO HHUKITY
[llymana, aBMKyIias cuja «PUTMHYECKOTO CIOXKe-
Ta» — CTAaHOBJICHHUE PUTMOGOPMYJIBI CHUIIMIHAHBI.
B «Kpeiiciepuane» oHa B JBYXJIOJIbHOM pa3Me-
pe (6/8), e€ mosinenue (Ne 6) mociie MyHKTHPOB
MPEIBIIYIIUX HOMEPOB CHMBOJU3HUPYET IPOPHIB
B cTuxuio nonaéraocty; B ¢uHane (Ne 8) oHa mo-
MUHHPYET, BBICTYIaeT MeTadopoil MOITHIECKOTO
Bocmapenusi Moranna Kpeiicnepa uHag yboroit pe-
aNbHOCTHIO JKM3HUA. B Bapunarusax op. 42 cummnu-
aHa B TpéxmoibHOM pasmepe (9/8) BrepBhie moO-
sBisieTcst B Agitato cxonp3smiedt XIII Bapuarun.
B 3akmtountensHoi KynbmuHaiuu X VII-XIX-
XX Bapuauuil cUIIMIMaHa CTAaHOBUTCS 3HAKOM TO-
TaJbHON KaTacTpo(del.

Var. 1. Poco piu mosso (Poccuss u EBpoma).
Cozeprianue TEMbl CMEHSETCA [EHCTBHEM: Me-
monus maput Haxa ¢aktypoit B nyxe «llecen 6e3
cinoB». Oco3HaHme 0c0o00W IIEHHOCTH MEJIOIUHU
eBporeickue poMaHTUKU XIX BeKka OTOXECTBIIA-
U ¢ TMPUOPUTETOM HHAWBHUIYAIBHOTO CO3HAHUA.
[ly6ept, MenaenscoH, Lllyman 3amoxunu Tpaau-
MM BOKaJIbHON TpakToBKM HHCTpyMeHta; C.P.,
Bciren 3a Jluctom, pagu TOCIOACTBAa CBOOOTHOM
MEJIOINU CIBUTAET 0achl U «OapKapoibHbIeY (u-
rypanuu Ha ciabeie gonu (mpumep Ne 3; manee —
npumeps! U3 Bapuanuii Ha Temy Kopemnu op. 42
C. PaxmanunoBa).

IIpumep Ne 3 C. PaxmMaHUHOB.

Bapwnanun va Temy Kopemmm op. 42.
Bapwuarus 1

IIpumep Ne 2 JI. Ban berxoBeH. 32 Bapuanuu. Tema
Tema J=06
P AT e = L Yrurwr, S U o S SN
R s e R C e resr et arasss a2 = s Se
NN U S N1 L p Ty \
e E E—r 2 £ PIEVEYBIYSE
I I : 4 3 ;%
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Var. Il. L’isteso tempo. C.P. Bo3naér nanb yBa-
JKeHUS (paHIy3cKuM KiaBecwHUCTaM: «Kykymrka»
JI. Jakena — oguH u3 ero «6mcoB». C BBICOTHI IH-
aamma XX Beka C.P. o0oramiaer KyKOBaHHE ITTHIIBI
noMpoHnYecKUME dPPEKTaMH U yTOHYEHHBIM KO-
JIOPUTOM — 3a0CTPSIET KOHTPACT LUTPUXOB staccato
B KpalHWX TroNocax (compaHo u 0ac) u fenuto
B CpeqHHMX (aJIbT M TEHOP), BHOCHUT HM3BICKAHHYIO
IUHAMUKY: piano leggiero (TEpBBI BOCBMHTAKT),
pp sempre leggiero (Bropoii) (mpumep Ne 4).

Tpumep Ne 4 Bapwuarust 2
Listesso tempo _ _
(g'}jﬁ == ~ﬁ‘\§ ,.;.\:f 7.“.\% ==

Var. Ill. Tempo di Menuetto. Onnaxo EBporia
9TO HE TOJBKO BHICOKAs KyJIBTypa, HO U TIpobiema
otHomeHus Hapoxa u Brnactu. C.P., xak u B Ilpe-
momun op. 23 Ne 4, uist BOIIIOIICHUS CBOMX CaMBIX
MpPa4HbIX MBICJICH H30upaeT (paHIly3CKUM TaHEI[
rajianTHou smnoxu (mpumep Ne 5). Dra meradopa
MO3BOJISIET CPaBHUTH cyArObl Poccnm m @panimu
koHa XVIII Beka W KaHyHa PEBOJIIOLMU, KOIJa
COLIMAJIbHOE PACCIOEHUE MOCTHIII0O MaKCHMyMa,
a CHMBOJIOM OTPEHIEHHOCTH BJIACTH OT HAapoja cTa-
na ¢paza Mapun-AutyaHertel «Ecin y HuUX HeT
xyeba, mycTh eaaT nupoxkHbie!» KoponeBa okoH4H-
J71a )KW3Hb HA TUIILOTHHE.

IIpumep Ne 5 Bapunanus 3

Tempo di Menuetto

p——=p =
1)

=

4

f

B mucmuyeckux HOUHBIX NEPEKIUYKAX MOMU-
806-30808 8 OANEKUX pecUuCmpax cnopsm 08e Cuibl
— 2pO3Hble HACKOKU U MPEBONCHBIE MOPMOIICEHUS,
a 3a HUMU — U36euHble pyccKue Gonpocwvl. « Umo
oenamv? Kmo eunosam?y. /[eudcenue ynupaem-
Cs 6 MYRUKU OCIMAHOBOK, 8 KOUX — 6ONPOULAHUSL O
cyovbax Poccuu.

s BOILIONICHUSI CTHXHH «PycCKOro OyHTa,
0eCcCMBICIIEHHOTO B OEeCHOIIaTHOTO», U arpecCuu
C. P. u3bupaer cepy MpauHOil CKEPIIO3HOCTH — TI0-
JOOUS KIUTSICKH CMEPTH».

25

Con emopoii:
Poccus u A3zua — nawecmeue bamoia

Var. 1V. Andante. Bapnanus BBICTYIIaeT TEMOM
CIEAYIOUIEro Kpyra: €€ CIOKOWCTBHME M UYHUCTOTa
BOCCO3/IalOT MPAaBOCIABHYI0 COOOPHOCTH, MKOHO-
nucHbI UK Poccum B nmyxe ¢pecok Anmpes Py-
6néBa. Takme accoumanmuy HaBesHBI CBEYEHHUEM
30504éHOr0 HUMOa — 3ddekToM 3Xa B BEpXHEM
perucTpe — HajJ CTPOTHUM XOpaJoOM TEMHI (TIpuMep
Ne 6).

[Ipumep Ne 6 Bapuanus 4

Andante

BY-PH,

1 [
P

Var. V. Allegro marcato. I'po3HOE BTOpKEHHE
pp/f pa3pylaeT uaeaabHbld MUp. J[Ba KOHTPACTHBIX
IUTaHa BapHalliil — BO3IVIALICHUS forte KOJOKOJb-
HBIX aKKOPZOB NPaBOCIABHOTO XOpajia M TOKKaT-
Has CTUXUs QUTypanuil marcato — aCCOUUUPYIOTCS
C arpeccueil BpaxJeOHOTo 9yKI0ro Mupa (IpuMep
Ne 7). Tarapo-MOHTOIECKOE WTO Ha BEKa BBEPIIIO
Poccuro B ctymop 3actos, pa3npoOiieHHast CTpaHa
OKazajach He TOTOBOM K Ooph0e.

IIpumep Ne 7 Bapunanus 5
Allegro(ma non tanto)s R
gt el )

Sis ..'L':q-.;‘ ;/Tm‘j T -:L’_?Fg_j
A fr: = 'i LA

Var. V1. L’isteso tempo. JJoMUHHpPYET CTpEMU-
TEIbHOE TOKKATHOE IBW)KEHHE, B LIEMKOCTH ap-
TUKYISIUUH leggiero e staccato B piano y3HAIOTCS
00pa3bl HAIIECTBHUSL: JIETy4asi KOHHHIIA TaTapO-MOH-
TOJIbCKUX OpII, HE BCTpeyasl OTmopa, mopabdoraer
ctpany (mpumep Ne 8).

[Tpumep Ne 8 Bapuanus 6
mste’no tempo
PR RN 43 P s M
o = = - =
. llculm) . ua«i 2 ) ) N
Eéj 24l il
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Var. VII. Vivace. 3HaKoM HaIIeCTBUS CTAHOBHT-
Csl TUIaMsl TIOKapHIL, CUMBOJIOM OCJICTBUS — IIPH-
3BIBHBIM KOJIOKOJIBHBIN Halar ff. Ilocne cyxoi rpa-
¢ukn 31ech OyHCTBO KpPacoK: KOJIOKOJIbHBIC 0achl
Ha Tenand oOpa3yloT BOJHBI 3BYKOBBIX BHOpaIuii
laissez vibrer, cMemmMBaOT TapMOHHH, Hax MpO-
CTPAHCTBOM IUIBIBYT CTOHBI MEIOAUYSCKUX MOTH-
BoB (mpumep Ne 9). 3neck HecomHeHHBI apku ¢ 111
4acThio cuMdoHHUeckor Mmo3Mbl «Kosokona» Ha
cnosa J. Ilo (nepesox K. banbmonTta) — Mmuctepuu
KOJIOKOJIbHBIX 3BOHOB: CIIBIIIHIIG, BOIOIIUI HAOAT,
/ TouHO CTOHET MEAHBIN an! / DT 3ByKH, B TUKOU
MYKE, CKa3Ky y>KacOB TBEPISAT.

IIpumep Ne 9 Bapuanus 7

degdee

%

Con mpemuii: Poccusa u Bocmox

Var. VIII. Adagio misterioso. Bapuanus otaerne-
Ha KOHTPAcTOM Iiepenaja ff/p — Kak TeMa TpeTbe-
rO Kpyra, BOCCO3/Ial0IIasi «BOCTOYHYIO UIIOCTACH)
obnuka poaunbl. M3BecTHO, uTo Poccus accummiu-
poBaa HpaBbl 3aXBaTYMKOB: OHHM IYCTHJIH TITy0O-
KHE KOPHH CO BPEeMEH HAIIECTBUSI — €BPOIEHCKOE
W a3MaTCKOE BBICTYNAIOT pyKa 00 pyKy B MEHTAJIH-
tete ctpanbl. C.P. paszmemnsn trouky 3penus I. Kaii-
3epnuHra: «Pycckue — 3To BeTUKUi Hapoj| He TOTO-
MY, YTO OHH CJIaBSIHE, HO M3-32 CHJIBI, BIIMTON B HUX
MOHIOJIbCKOM KpPOBBIO, KOTOPOH JIMIIEHBI JIpyrue
CIIaBSHCKHE IUIeMeHa. B pesynbrare Takoro cme-
IICHUS] BO3HUKIIO BEJIMKOJICITHOE COYETaHUE TOHKOM
JIYXOBHOCTH W BIIACTHOW CHJIBI, KOTOpPOE JIeNaeT
pycckuit Hapon ctonb Bemukum» [10, ¢. 178]. C.P.
nepenaér Mup Bocroka yepes NpUuxOoTIUBOCTh Me-
JIOIMKA ¥ PUTMHKH, TPALUIO CHHKOI W OpUCHTa-
nu3mel (ipumep Ne 10).

[Ipumep Ne 10 Bapuanus 8
Adagio misterioso o~ ﬁ rit, @ tempo B 5 poco -r-lt.
(2SS, == a‘“En’ == 5
é f’l L L _',=| r ¥ ¥—1¥ »
3 38 ¢ 7 z 3% % 3¢
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Var. IX. Un poco piu mosso. Bapuauus noka-
3p1BaeT, yTo C.P. Oone3HeHHO BOCIPHHHUMAET HC-
KakeHrne oOmmka Poccuu: momoOHBIE HAMIBIBBI
rapMOHHUHN Ha Oac-Tiemaay 9acTo CBA3aHBI Y HETO
¢ obpazamu cmept: «OctpoB MEPTBBIX», XVII
Bapuarus Pamcomuu Ha Temy [laranuau. 3gech HET
MTOKOSI HEOBITHS: CTOHBI, MyKH U oTuasiHue [{antoBa
aJla CIIopsIT CO CTPACTHOM kKaxJ0il Ku3Hu. B koH-
TpacTe ostinato CTOHYIUX 0acoB WM TPETETHBIX
BOCXOXKIICHUH B MEJIOIUHW, YIUPAIOIINXCS B TIpe-
rpay, CIOBIIIATCS AaHTUTE3a )KU3HA U CMEPTH — He-
MPUMHUPHUMBIX U HEPA3PHIBHO COMPSHKEHHBIX Hadasl
(mpumep Ne 11).

[Tpumep Ne 11 Bapwuarus 9
TUn poco pilt mosso -
? e
P— —— _g_,__‘
3 : =

Var. X. Allegro scherzando. Bue3amHoe BTOp-
’KEHUE TOKKATHOCTH BO3BpAIIaeT 3JIOBEIIYIO0 CKep-
IIO3HOCTh — 3TO 3HAK CTHXUH «PYCCKOro OYHTa,
OeccMbICIIEHHOro U OecromiagHoro». [lonauany
WTPOBOE COCTOSTHHE, KaK OblI IIyTKa, BCKope 000-
padmBaeTCs SPOCTHBIM HATHCKOM CHJII 371a: Oopbba
UaET HEe HA KU3HbB, a Ha cMepTh (pumMep Ne 12).

[Tprmep Ne 12 Bapwuarnus 10

Rt
=
3

TR
1

Var. XI. Allegro vivace. Ilepenatp komoccamb-
HbIM Hakan 0opbObl C.P. momoraer «purmodop-
MyJa cyas0bI»: €€ TPO3HbIe BO3INIALICHUS HA forte
— PyGukon, mepexos uepe3 KOTOPHIi AeaeT HEBO3-
MOXXHBIM OOpPATHBI TOBOPOT COOBITHH (TIpEMEp
Ne 13). berxoBeH B «32 Bapuanusx» TakXKe HC-
MOJIB3YET €€ B Y3J0BbIX MOMeHTax: Var. [V-V-VI,
XXIV-XXV.

[Tpumep Ne 13 Bapuarmms 11

Allegro vivace
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C.P. He nmuTan WUTIO3Uil OTHOCUTENHHO CYABOBI
ponuHsl, oH nucan: «Iloutu ¢ camoro Hayasa peBo-
JIIOLIMH S IIOHSUL, YTO OHA IOLIA IO HENPABWIBHO-
My IyTH. Yke B Mapre 1917 roma s pemmn moku-
HyTb Poccuro... Kak Tonmpko st Onmke CTONKHYJCS
C TeMHU JIOAbMH, KOTOpBIE B35UIM B CBOH PYyKH
cynp0y HaIero Hapoja W BCEU HAIIeH CTPaHBI, S
C yXacarolled SICHOCTBIO YBUJEIN, YTO ATO HAYajo
KOHI1A, KOTOPBIM HAIIOJIHUT ACHCTBUTEIBHOCTD YXKa-
camMu. AHapxus, HApHUBIIAas BOKPYT, 0€3)KalOCTHOE
BBIKOPUEBBIBAHKE BCEX OCHOB UCKYCCTBa, OeCCMBIC-
JIEHHOE YHUUYTOKEHUE BCEX BO3MOXKHOCTEH €ro BOC-
CTAaHOBJICHMSI HE OCTABJISUIN HAJEXKIbl HA HOpPMaJlb-
HY10 )kM3Hb B Poccun. HanpacHo s neITasncs HaiTu
JUTst ce0sl 1 CBOCH CeMbH JIa3CHKy B 3TOM “‘rirabaiiie
BexsM™» [10, c. 155].

Var. XII. L’isteso tempo. JIBa KOHTPACTHBIX I1JIa-
Ha BapUalLllM BBI3BIBAIOT aCCOLMALIUH C ABYMs I'pa-
HSIMU «PYCCKOTO OYHTa»: C OJTHOW CTOPOHEI, 3710€ f,
molto marcato — TSKEABIA TOIMOT CAIlOT «TPALY-
LIEr0 Xamay, ¢ Ipyroi — MUCTHYECKHE 30BBI piano
legato — BuHOBaTas OTNIAKA HAa MOPYraHHBIE pe-
JUTHO3HBIE CBITHIHU, BEKOBEUHBIE YCTOU (IIpUMeEp

Ne 14).

[Ipumep Ne 14

o Listesso tempo N

Bapuarmms 12

meicity C. P., cuninimnaHa npeBpamiaeTcsi B CHMBOI
TOPKECTBYIOIIETO 3JIa.

IIpumep Ne 15 Bapuanus 13

Con uemeépmotii:
00pa3z Poccuu u3 smuzpanmckozo 0anéka

brokx Temarnyeckn HACHIIIEHHOW MY3BIKH YH-
ctoro coszepuanus C.P. momemaer mepen CIeHOM
¢unanbHOM KaracTpodbl. UT0OBI MOTYEPKHYTH
€ro 3HaueHWe, aBTOp HapyIIaeT Yepery Bapualuil
— BBOJIUT KaHP UHTEPMEIIIIO, CBOOOHOTO pa3MBbIIII-
JICHUSL.

Intermezzo. A tempo rubato. Kax Ob1 B UM-
MPOBU3AIMA MHOTOKPATHO OOBITPHIBAIOTCS HHTO-
Hanma TeMbl — cioBHO C.P. Bocco3maér mporecc
MYYUTENBHOTO TIOMCKa o0pas3a yTpadueHHoW Poxm-
Hel (mpumep Ne 16). O6pa3 «mamsaru
CepaIa» MMEET MHTEPTEKCT — aKKOM-
MAaHUPOBAHHBII PEYUTATHB B POMAHCE
op. 4 «He moii, kpacaBuma» Ha CTHXHU

A. Ilymxkwuna: «He moii, kpacaBuia,

Smolto marcato

npu MHe / Tl nmecen ['py3uun nevanb-

Var. XIII. Agitato. TlepBoe
MOSIBJICHUE PUTMO(POPMYJIBI
CHUIWUIMAHBI,  OMpenessioniee
JlaJIbHENIlIee Pa3BUTHUE CIOXKE-
ta. Tpaauuuum 3TOrO >KaHpa
B (opTeNHaHHOW  JHTEpary-

[Ipumep Ne 16

Intermezzo
A tempo rubato

SR

Hoii: / HamomuHaror mue one / Jlpy-
I'YIO )KH3Hb U Oeper AajbHBIN.

HaTepmenio

pe: y berxoBena ona cBszaHa
C Mpa3AHUYHO-TAHIIEBAJIbHOMN
cruxueit (CenpMasi cuMpoOHHUS,
[ gactp; Konuept Ne 5, punan); lllyman Bomoma-
eT B CHIIUIMaHe CTuUXHio ¢aHTazuiHoctu (Cum-
(dhonunueckue 3Tr0nbI, Ne 5; «Kpeiiciepuana», Ne 6,
Ne 8). B op. 42 cununnana BeicTynaet Metadopoit
CHJI 3712, OJTHAKO TEpPBOE MOSIBICHUE MaCKUPYET €&
CyTh BKPAJ4MBOCTHIO TaHIA Ha piano (TpumMep
Ne 15). Oro 06pa3 cobna3Ha, UCKYyIIEHUS — OBITh
MOXET, 3aMaHYMBBIX COIMAJBHBIX HJCH: CcBOOO-
IIbl, PaBEHCTBa, OpaTCTBA — BOWHBI MUpPa XHKUH
MpoTUB ABOPIOB. OAHAKO MCKa)KEHUE 3THUX HICH
obepHynoch Tparenueit Poccun — mo3atomy, 1o 3a-

27

XKaup 5TOTO MOTPsCAOUIETO JTUPUYECKOTO
OTCTYILICHUS — DJIETUsA, 32 KOTOPOU CTOUT JApama
pasoburoro cepamna. My3bika d4apyromieil KpacoTsl
OJTHOBPEMEHHO SBJISET BBICOKUI oOpasern ¢opre-
MUAHHOW TapTUTYpHI, €€ TUIaHbl TPEOYIOT Tud-
¢depeHnranuu. PedyuTaTuBbl B MENOIUU marcato
HYXOarTCd B 3KCHpeCCI/IBHOI>'I HAaCBIINICHHOCTH
3BY4YaHUS; TUXHE HHCTPYMEHTaJbHbIE MepeOopsl
arpeggiato piano (apda, Jupa) OTTEHSIOT Clia-
JOCTHBIC TOMJICHUA FapMOHHﬁ; CTPEMUTECIILHBIC
rmaccaku KaJeHUUH veloce B3neTaloT B 3a00iad-
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HBIC BBICH, CJIOBHO B IIOIBITKE YBUACTH POAHBIC
MPOCTOPEI.

MEIChb aBTOpa HCOTCTYIIHO HWINET BBIXOH —
W HaXOJHWT €T0 B BOOOpakaeMoM (haHTACTHUECKOM
MyTENIECTBUM B MPOILIOE. AHAJIOIMYHOE COCTO-
sSsHUE HOCTajbIuu BbIpa3ui M. ByHun B pacckase
«JTo3auwmii yacy (1938) u3 coopHuka «TéMHbIE ai-
Jien», OTHCHIBasl, KaK Te€POil COBEPIIACT MBICICH-
HOE MYTEIIECTBHE B POJIHBIC, 10 OONH 3HAKOMEIC
C JIETCTBAa MeCTa: «AX, KaK JaBHO S HE OBLI TaM,
ckazan s cebe. C meBarHaamaru jetT. XKui korma-to
B Poccum, uyBcTBOBanm €€ cBoel, uMen MOJIHYHO
CBOOO/y pa3be3karh Kylda YrojHO, M HE BEIHK
OBUI TpyA TMpoexaTh Kakue-HUOyIb TPUCTA BEPCT.
A Bcé He exan, Bc€ oTkiaapBai. M mumm, mpoxoau-
Y TOABl, AecaTuinetus. Ho BOT yxke Henb3s 00Ib-
€ OTKJIaAbIBATh: WKW TCIICPb, UJIW HUKOIAA. Ha):[O
MMOJIb30BAaThCA C€AMHCTBCHHBIM M INOCICAHUM ClIy-
gaeM, OJlaro 4ac TO3IHANA M HHUKTO HE BCTPETHT
MeHs» [2, c. 37].

Var. XIV. Andante (come prima). XomnomgHas
KpacoTa xopana Tembl B Des dur, cantabile cpon-
HU OE3MONBHIO 3aCHEKEHHOTO IPOCTPaHCTBA
(mpumep Ne 17). Oto B3msia Ha Poccuto n3ganexa:
o0pa3 poAvHbBI 3aKOHCEPBUPOBaH B JyIe W3THAH-
HHWKa, HC 3HAOMICTO «MHBIX YTemeHHﬁ, KpOM€ HE-
pPyIIUMOTO O€3MONBHS HETPEBOKHMBIX BOCIIOMH-
mauawui» (C.P.).

[Ipumep Ne 17 Bapunauus 14

Andante_(come prima) PR

P cantabile crese.
S

Var. XV. L’isteso tempo. [lapaiokcajibHOE coye-
TaHUE TPU3PAYHO-JIEASHOTO onenenenus Des dur
C KaHPOM KOJIBIOEIBbHOW, CHMBOJIOM MaTepUHCKOM
mobBu! Xpymkas, enBa KOJBINTYIIAsICS METOIMS
dolcissimo BBITUIBIBAET HA BOJHOOOPA3HBIX TPHO-
JIAX aKKOMITAHEMEHTa — 3allOBe/lHasl TpaHb HEyIo-
BUMOTO 001HKa poauHb! (mpumep Ne 18).

[Ipumep Ne 18 Bapuamms 15

Listesso tempo (J=4-)

—
e F T e fef ol =
P oleissimo —— g | == |= ==y
P =N Nl I —— e =
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Con namutii: npogpanayun oopasa Poccuu,
cnonzanue 6 nyuuny opamoyouiicmea

Var. XVI. Allegro vivace. Bo3Bpamaercs 3110-
BelIasi CKEPIIO3HOCTh — CTHUXHUS «PYCCKOTO OyHTa».
ArpeccuBHBIE HAaCKOKHM TMacca)keil Ha XOpajbHbIE
TapMOHHHU aKKOPJOB (BEKOBBIE YCTOM) CTaHOBSATCS
Bc¢ Oomee mep3kuMu. B akkopnax, pacKkadmBaro-
IIMXCSl C BO3pacTarollel aMIUIMTYIOM, BOCHPOU3-
BOJIATCS PUTMUYHBIE YXaHbS COJAAT, PacKaunlBaio-
IIUX TapaH Ui pa3pylIeHHs BOPOT IpPU MITypMe
ocaXIEHHBIX Kpernocter (mpumep Ne 19).

[Tpumep Ne 19 Bapuarnus 16

Var. XVII. Meno mosso. BniepBbie B LIUKJIE Te-
Matndeckuii marepuan (Poccus) Tepser 3HaueHue
CBAIIEHHOTO cuMBOia!l Menoaust coxpaHsaeT UHTO-
HallM¥ TEMBI, HO YTPadyuBaeT CTPOHHOCTH XOpayia
— necakpanusyercs, mpodaHupyeTCs, CKaThIBaeT-
Ci B HU3KHE PETHUCTPHI MO MPHUTAHIIOBEIBAOIICE
TUTapHOe OpEeHUYaHWEe aKKOMIIaHeMeHTa (TIpuMep
Ne 20).

[Tpumep Ne 20 Bapwuarus 17

Meno mosso

3aBeprraomuil ke 4YeThIpEXTaKT Poco meno
MOSSO UTPAET IBOMHYIO POJIb: JAET MPEACTaBICHNUE
0 BechbMa JKaJKOM OKOHYaHMH 3moxu «Pycm yxo-
JAIIe» W nepenaér HacTOPOXKEHHOE OXKUJIaHHE
HEBEOMOTO OyAyIero 3aTauBIICHCS OTPOMHOM
CTpaHBbI.

Var. XVIII. Allegro con brio. Bropxenue p/f
— 3HaK BOILIApeHHUs HOBOW BiacTH B Poccum, ab-
COJIIOTHO YBEpOBABIIEH B CBOIO CHIY, MOAMSB-
meil Bcsikoe mpaBo. PuTmodopmyna cunmimaHsl
CTAaHOBUTCS CUMBOJIOM TOTaJIUTapU3Ma: ostinato
e€ puTMa acconmupyercs ¢ (aHATHUIECKOH eau-
HOH BOJIEH, pAaCKPYTUBIIEH MAXOBUK I'PaXK IaHCKOM
BoiHBI (mpumep Ne 21). JlyxoBeHCTBO, ABOpSH-
CTBO, KPECThsIHE-KYJIaKu (@ 3TO MOYTH MOJOBHHA
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oOmiecTBal) OOBSBICHBI KIACCOBBIMHM BparaMu.
Cunuinuana 3aech accoruupyercs He ¢ «Kpeii-
cnepuanoi» lllymana, a ¢ «Ilonérom Banbkupuii»
Barnepa — rumMHOM TUTIIEpOBCKUX JodTBadde.

IIpumep Ne 21 Bapuamms 18

All bri
a llegro con )l‘om

Var. XIX. Piu mosso. Agitato. 3aTaéHHOE BO3-
Oy)XIeHHe p U Sstaccato B HU3KOM PETUCTPE U BO-
BCE BBI3bIBAET I'poTeckoBble accouuanuu: YK He
JIpeMJIeT, a OJHUT, PHIIIET B MOUCKAX «KOHTPBHI»
— 3By4aHHE HallOMUHAeT (DBIpKaHBE 37TOOHBIX CO-
Oax-mmeex (mpumep Ne 22).

[Ipumep Ne 22 Bapuamus 19

Pe3kuM KkoHTpacToM cyxomy staccato CTaHO-
BUTCSI HOBBIM pazzien: (Gurypanuu Ha CMENINBaIO-
e nenanu B gyxe cueH Ana u3 Conarsl «Ilo mpo-
gyreHun Jlante» Jlucra (Takxke mbeca pemepTryapa
C.P.) 3amonHsAI0T BCE MPOCTPAHCTBO KJIABHATYPHI.
B Oubneiickoit kKapTuHE pa3TUBAaHHOTO MOPSI KPOBU
B TWranTckoM Hapactanuu C.P. ucmons3yer MoTu-
BbI Xopana baxa “Weinen, Klagen, Sorgen, Zagen”
(mpumep Ne 23).

IIpumep Ne 23

Bapwuanus 19

3aKiII0ueHUE BapHaIlMi — BOJTHBI HUCXOISIIINX
naccaxed akKOpJIOB — TPEJICTABISET aBTOLUTATY
XpOMAaTHYECKNX BUXpell Alla B OKOHYaHHWH OTIEPHI
C.P. «®panuecka na Pumunm», (mpumep Ne 24).

29

0
[Ipumep Ne 24 Bapuanus 19
. PHERE
==gty

Var. XX. Piu mosso. KynbMuHanus B 3aKI04H-
TEBHOM BapHallly CTAHOBUTCS BPOBEHb C TAKUMU
KapTHHAMU HEPaBHOUM OOPHOBI CHJI XKHU3HU U CMEP-
™ y C.P., xak «OctpoB MEPTBBIX», «Komokomay.
OTto0paxxeHrne KOHIA CBETa B JIETAIIMX IMaccakax
OKTaB M CKAayKOB CPaBHUMO ¢ «YeThIppMs Bca-
HUKaMu Amnokanurncuca» Jliopepa mim co B3IbI-
MaIOUIMMHCA KPBUIbSIMH JIPAKOHOB, B TPH B3Maxa
MTOKPBIBAIOIINX BCE MpoCcTpancTBo (ipumep Ne 25).
Tax Boctpussut C.P. HEUUCTH, MOPa3UBIIYIO CTpa-
Hy: TUKTaTypa HECET CMEPTh, BEIPOXKICHHUE KYyJIbTY-
PBbl, KOHEL] pyCCKOM UCTOPHH.

[Ipumep Ne 25 Bapuanus 20

SR W |

B ruranTckux BONHAX CIIMOAIOTCS JIBE CHIIBL:
XOpaJbHBIE aKKOP/IBI — TPYOBI AMOKaIHIcuca, mpo-
pe3arolne IpoCTPaHCTBO, U B3MaXu KPBUIBEB J[pa-
KOHA CHIWJIMAaHbl — 3HAK TOoTajlurapusMa. ToHWKa
d moll o3Ha4aeT KoHeN OOPHOBI: XOpall TOBEPIKEH,
MIPOBATMIICS B 0AChl — CUIIMIIHaHA TOPKECTBYET, CO-
xpaHseT cuny ff.

Con wecmoi: snumacghus Poccuu

Coda. Andante. «Poccus, KOTOPYIO MBI TTOTEPSI-
nu». Koza Bo3BpaniaeT cocTosiHUE CO3EpLaHus, O/1-
HAaKO BMECTO T€MBbI 3ByYUT CKOpOHAs 3JIeTHs, OCT-
nroaus-anuTadust: «Pa30uioch IHIIb cepare Mogy.
B kone siBHas nepekiuuka ¢ [ntermezzo CpeaHEro
paszena, Ho BMECTO tempo rubato IBUXKEHUE 311€Ch
npuoOpeTaeT TpaypHBIH xapakrep. M1 cHoBa B3au-
MOJIeHiCTBHE TPEX TUTAHOB MAPTUTYPhI: HE3BIOIEMBIN
TOHWYECKUH OpPTraHHBIA MYHKT B 0acy — CHMBOI
CTOMYECKON BBIIECPKKU IIEPE] HEMOIPAaBUMOCTBIO
CITy4YMBILIETOCS, BOJTHOOOPa3HBIE TPUOIU B aKKOM-
[IaHEMEHTE, IEepPEeNallie dMOLUOHAIBHbIN HaKajl
[IEPEKUBAHUS, U YEPENA IOPBIBOB BOCXOXKICHUI
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B MEJIO/INH, TOI00Hast OOPEYEHHBIM ITOTBITKAM Te-
pOs YHECTHCH BCIe ] 3a HecObIBIIEiics MeuToi. Cpe-
1 MUHOpa €AWHOXIBI, HAa HEIOCSATaeMO BBICOKOH
TUXOW KyJbMHUHAIWU 3By4uT D dur (TakT 5) — Kak
HEYasTHHBINA ITPOOJIECK CONHITA, HA MHUT OCBETHBITIHI
6e3pagocTHelil neizax (mpumep Ne 26). Oto «mo-
cieaHee mpoctu» Poccum.

[Ipumep Ne 26

ITocneaHuit 4YETHIPEXTAKT BO3BPAILIAET ACKETH-
yecKuid xopai «teMbl Kopemin» — 3aBepiiast JIMHUIO
JIEre€H/IEI O BIFOOIEHHOM MOHaxe. HeBO3MOKHOCTE CO-
SIIMHEHHUS C 00BEKTOM JIFOOBH 1 BO3BPAIIICHHS K ITPEK-
HEM JKU3HU 3aCTaBIISIET €70 PUHSATh CMEPTh — MYy3bIKa
B IIOCJIETHEM pp HUCXOJUT B TUIIIMHY BEYHOCTH.

3akAloueHue

[lo3HaHue COYMHEHUS MCIOTHUTENSAME OTIIAYa-
€TCs OT TPAAUIIMOHHOTO MYy3BIKO3HAHHS: M HEO0XO-
IMMO 00pa3sHO-KapTUHHOE, CHEHAPHOE MBIILICHHE.
TsopuectBo C.P. — muanucTa 1 KOMIO3UTOPA, aBTO-
pa omep U POMAaHCOB, MPOTPAMMHBIX CUMQOHHYE-
CKUX TI0OM — ITOKa3bIBAET CIEHUYHOCTH MBIIIICHUS
aBTOpa, KOTOPHIN MpHu3HaBaics: «B mporecce coun-
HEHHS MHE OY€Hb ITOMOTAIOT BIEYATICHHUS OT TOJIb-
KO YTO MPOYUTAHHOTO (KHWUTH, CTUXOTBOPEHHS), OT
MpeKpacHOU kKapTUHbL. MIHOTA S BITalOCh BHIPA3UTh
B 3ByKax OIpPEAETEHHYIO UACIO MU KaKyI0-TO UCTO-
pUIO, HE yKa3bIBas UCTOYHHK MOETO BIOXHOBEHHUS.
Ho BcE 310 He 3HAUYUT, YTO s MUUILY TPOrPAMMHYIO0

< AUTEPATYPA

bl B

My3bIKy. M Tak Kak HCTOYHHK MOETO BJIOXHOBEHHS
OCTaéTCsl IPYTUM HEM3BECTEH, ITyOInKa MOXKET CITy-
IaTh MOIO MY3BIKYy COBEPIIEHHO HE3aBHCHUMO HU OT
gero. Ho st Haxoxy, 4TO My3bIKaJIbHbBIE HICH POXKIA-
I0TCS BO MHE C OOJIBIIIEH JIETKOCTHIO TIOJT BIUSIHAEM
OmpeneNiéHHbIX BHEMY3bIKAJIbHBIX —BIICUATICHUID
[11, c. 147]. Cama naes KoHIENIMH (CKPBITOH Tpo-
rpamMMmebl) nipeaoxera C.P., ko-
TOPBIN TATOTEN K MPOrPaMMHO-
CTH, XOTA YacTO YKIJIOHSAJICA OT
e€ oObsaBieHus (OTIOOBI-KAPTHU-
uel, Conara Ne 1). ITosTomy Ham
Onm3ka Touka 3peHus M. Xanna-
HOBa, yTBepskaaromiero, uto C.P.
WICTIOBEIOBAJ TIOATHUKY 3MOIINO-
HalIbHOM mpaBjbl: «Eciv monbITaThCsl HAUTH ONUH
acIeKkT My3bIkM PaxmaHuWHOBa, HauOosiee LEHHBIN
JUTSL KayK/I0TO MICTIONHUTENS U CyIIaTessl 1 Haubo-
nee crelu(pUIHBINA I PYCCKON MYy3BIKAIBHOM JTy-
XOBHOCTH, TO 3TUM acleKTOM Oy/IeT uliest My3bIKalb-
HOM mipaBae [15, ¢. 32]. [IpemioskeHHasT KOHITSTIITHS
Bapwuarmii cneyer smornmonansHoi npasze: C. P. no
KOHIIa JKU3HU OOJeN AyIIOI0 3a POIUHY, MPOTECTO-
BaJI MPOTUB JAWKTATyphl, HO MOAJEPKHBAJI MHOTHX
PYCCKHX My3bIKaHTOB B Poccun u 3a pyOexxoM (Tmo-
CBUIKaMH, TOHOpapaMH), TIOMOTajl CTpaHe B BOWHE
¢ rumiepoBckoii [ epmanneil. Bapuannu op. 42 — ny-
XOBHOE 3aBEIIaHNE KOMIIO3UTOPA.

WcnonHuTtenp, KOTOPBIA JIENUT IUIACTUYECKUNA
TeKCT Op. 42 Ha KJIaBUaType, MoydaeT OecIieH-
HO€ TPENMYIIECTBO: BO3SMO)KHOCTh OCO3HATH TOH-
YJaliue HIOAHCHl MapTUTYPHl, MHOXXECTBO CIOEB
WHTEpTEKCTa, CcQOpMHUpPOBaTh HWHIUBHUIYaTbHYIO
koHuenuio. OHa ABISAETCS Pe3yNbTaTOM 03apPEHUS,
JYXOBHOTO POJICTBA U JIFOOBU — caMouieHTH(pHKa-
LU C MUPOM KOMIIO3UTOPA.
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MexxAy npou3sBeAeHMeM U UMMNIPOBU3aLMeit: 0 hopme CyLLLeCTBOBAHUS
MY3bIKM Ha Nnepece4eHUn KYAbTYPHbIX TPAAMLLUIA

B nenTpe BHUMaHUS cTaTthi — ()OpMa CyLIECTBOBAaHHS MY3BIKH, OBITYIONIAs B MY3bIKQJIBLHOH IPAKTHKE C SIIOXH
CpenHeBeKoBbs U 10 HacTosmero MoMeHTa. OHa He UMeeT COOCTBEHHOTO TEPMHHA U, KaK IPABHJIIO, TUIIOJIOTHYECKH &€
OTHOCSAT K «MMIIpOBH3alMi». [1o MHEHUIO aBTOpa cTaThy, 3Ta JOpMa CYIECTBOBAHUS MY3bIKH HMEET CAMOCTOSTEIILHOE
3Ha4YEHHE M 3aHHMAaeT POMEXKYTOUHOE MTOJ0KEHHE MEXTY «IIPOU3BENCHIEM» H «HMIIpOBH3alMei». HenpeMeHHbIM
e¢ ycIIoBHEeM OKa3bIBaeTCs HalM4ne «0a30BOr0 HOTHOTO TEKCTay, SBIISIONIErocs OCHOBOI Ul MMIIpOBH3aluu. B ero
(YHKLH MOKET BBICTYIIATh M OJHOTOJIOCHBIN cantus firmus (KaKk B MPaKTUKE «IIEHHS HaJl KHUTO#»), I MHOTOTOJIOCHO®
aBTOPCKOE COYMHEHHE (KaK B MpakTHKe HHTaOymanumii). K KOHKpEeTHBIM NpPOSBICHHAM 3TOH (OPMBI OTHOCSTCS
HEKOTOpBbIe KaHpbl CpeaHEeBEKOBbs — HAIpUMep, KOHTPAIYHKTUPOBaHUE Ha cantus firmus, AHTABOISIMN U «IICHUE
HaJ KHHUTOi» srmoxu Bo3pokaeHns, MIMIOPOBU3HPOBAaHHE B 3aJaHHOM JxaHpe ((yrw, puuepkapa M HAp.), MpaKTHKa
WTPHI 110 ITUPPOBAHHOMY 6acy 1 OeCTaKTOBBIE IPEITIONNH STIOXH 0apOKKO, UMIIPOBH3UPYEMast KaIeHIIUS B COIFHOM
KOHLIEPTE KJIACCHKO-POMAaHTHYECKOTO IIEPHO/A.

KinroueBrle cioBa: My3BIKaJbHOE INPOU3BEIECHHE, HUMIIPOBHU3ALMS, promptum, KyJIbTypa MY3bIKaJbHOU
JeITeNILHOCTH, (popMa CyIECTBOBAHUS MY3bIKH, My3bIKaIbHasi OHTOJIOTHSL.
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Between Composition and Improvisation: about the Form
of Existence of Music at the Intersection of Cultural Traditions

At the focus of the article’s attention lies the form of existence of music, which has been practiced from the Middle
Ages to the present day. It does not possess its own term and, as a rule, it is referred to “improvisation”. According to
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a OCHOBE HaOMIONEHHUS 32 MY3bIKAIbHOU

[IPaKTUKOM, NU3yYEHUs CHELUAIBHON JIUTE-

parypsl, a Takke Tpakraros smox CpenHe-
BEKOBb, Bo3poxneHns 1 HoBoro BpeMeHH MOXHO
BBIJICIIUTHh TPU YHHUBEPCAJbHBIC ()OPMBI OBITHS MY-
3BIKH, KOTOPBIE B CBOEI1 COBOKYITHOCTH C HanOOIIb-
el MOJTHOTOM OXBAaThIBAIOT CaMble pa3jIMuHbIE €€
nposieiieHus. icropnyecku nepsasi — Ta, KOTOPYIO
Ha3bIBalOT UMIpoBu3alueil. E€ ocHOBOM sBisieTcs
caM IpoLecC 3ByYKOTBOPUYECTBA, HEMOCPEIACTBEHHO
IIPOTEKAOIINA BO BpeMs My3HLMpoBaHus. Bro-
past — mpou3BeNieHNe — OTINYaeTcs (puxcanueit pe-
3yJIETaTOB KOMIIO3UTOPCKOIO TPyAa B HOTHOM TEK-
cre. [To KOMIUIEKCY CBOMX NMPHU3HAKOB 3TH (OPMEI
MPUHIUIIMAIBHO ONIO3ULUOHHEI APYyT Apyry. 1lpu
HAJIMYUU TOIOOHBIX TPOTHUBOIIOJIOKHOCTEH MOXK-
HO JIOITyCTUTh M CYIIECTBOBAHHE TPEThEH (HOPMEI
OBITHS MY3bIKH, 3aHUMAIOLIEH MEXIy HUMU HEKOe
CpelHEE MOJIOKEHUE.

Ha cymectBoBanue nociaeHeil yka3plBatoT MHO-
Tue uccieaoBaTenn. Tak, W3BECTHBIM MEIHEBUCT
O. depann nomaraet, 4To MEXIy «UMIIPOBH3ATOP-
CKAM» U «KOMITO3UTOPCKHM» CIIOCOOaMH TBOpUE-
CTBa BO3HMKAJIM MHOTOYHUCIIEHHBIE IEPEXOABI — KAK
Ha IIyTH OT UMIIPOBU3aLMM K KOMIIO3ULMH, TaK
¥ OT KOMITO3HUIIMK K HUMIIpoBu3anuu [12].

Y Ipyrux aBTOpoB peub UAET O TaK Ha3blBa-
€MOM MMIPOBH3aLlMM IO MOJEJIH, COYETAIOLIEH
CIIOHT@HHOCTH TBOPYECKOTO NMITYJIbCa CO CTa0MIIb-
HO CyILIECTBYIOLIEH CTpyKkTypo. MmeHHO Takue
(dbopMbl paccmarpuBaeT B cBoell crtarbe «Mbic-
T 00 MMIPOBH3AIMH: CPABHUTEIBHBIA MOIXOI
b. Hertn [14]. Anamm3upys HEKOTOpBIE >KaH-
po-bopMBI BHEEBPOIIEHCKOW MY3bIKH (MHIMICKHE
para m Taja, HpaHCKHUM JacTrax, apaOCKuii Makam
U JIp.), pa3BOPaYMBAIONINECS KaK WMIIPOBU3ALNU
10 YCTAaHOBJIEHHOM TpaJuLUEeNd MOJEINIH, OH IPUXO-
JIT K BBIBOAY, YTO (DAKTHUECKH OHH HE BITHCHIBA-
I0TCS B XapaKTEPHYIO ISl €BPONEHCKON MY3bIKU
JUXOTOMUIO HMMIIPOBU3ALMU-KOMIIO3ULUY, IIpel-
CTaBIAg OO0 «IMHWH, TPOBOAUMBIE PA3ITUIHBIMU
KyJTBTYypaMu MeXly (PUKCHPOBaHHON KOMITO3HIIUEH
U uMmnpoBm3aruei» [14, p. 6].

Hekas «cpennsisi» dhopma oOHapyKuUBaeTCs
u B crarse «MMipoBuzanus» u3 «My3bIKaJbHOTO
JekcukoHa Pumanay. 3neck oHa muddepeHnupyer-
Csl 110 CTEIEHU 3aBUCUMOCTH OT MOJEIU U MOXKET
OBITH: CBOOOIHOM (TIPH BUAMMOM OTCYTCTBHH CBSI3U
UMIIPOBU3HUPYEMOTO C MOJEINBI0), OTHOCHUTEIHHO
CBSI3aHHOW (B KaueCTBE MOJEIH BBICTYNAET MEJO-
JIUKO-TapMOHUYECKas CXeMa, KaK, HallpuMep, B UM-
MIPOBU3UPOBAHNY CTPOTHX BapHalliii) U CBSI3aHHOMN
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(Ipu TECHO¥ 3aBHCUMOCTH CIIOHTaHHO HM300peTae-
moro ot mozmen) [15, S. 390-392].

CoBpeMeHHas My3bIKalbHasg HayKa ITOCTOSH-
HO HAaXOAWUTCS B TMPOOIEMHOM I0JIe MY3BIKaJIbHON
OHTOJIOTHH. B CBS3M ¢ H3y4eHHEM BOIPOCOB, Ka-
carommxcst Tekcronoruu [1], nHTEpIpeTanuu cra-
puHHON My3bIKHU [7; 9] 1 My3bIku aBanrappaa [13],
MY3BIKaTLHOW ceMaHTHKH BooOme [17] u yprekcra
B uactHOCTH [2; 4; 16], UcClen0BaTeIbCKUM 00b-
€KTOM OKa3bIBaeTCs HE TOJBKO IPOU3BEACHHE, HO
u (opma OBITHS MY3bIKH, OTIMYAIOIIASICS B3aUMO-
JIEUCTBUEM HMIIPOBU3ALMOHHON M KOMIIO3UI[MOH-
HOH COCTABJIAIOIIMX.

HerpynHo 3aMeTuTh, YTO, ONMHKCHIBAS IIPOME-
KYTOUHYI0» (PopMy, HCCIIEOBATENIM OTHOCST €&
BCc€ ke K MMIIpoBH3anuu. [10m0OHbBIE yCTaHOBKHU
He 0e30CHOBaTeNbHEL, OCKONILKY 3Ta opma 0a3u-
pyeTcsi Ha MTHOBEHHOM IIPOIYyLIMPOBAHUN MY3BIKH.
B 10 ke BpeMs B Hel conepkarcs SBHbIE KOMIIO-
3WIMOHHBIE 3JIEMEHTHI, BBIPAXKAIOMIMECS B HaJH-
YUH 3aKOHUYEHHOW CTPYKTYpbI, CTAOMIBHOW MoOze-
JIY, KaKOTO-JIN0O MCXOIHOTO HOTHOTO TEKCTa U JIp.
TakuMm oOpa3om, ompezesieHne JaHHOH (OPMBI Cy-
[IECTBOBAHUS MY3BIKH KaK HMIIPOBH3AINH TpeOyeT
OTOBOPOK M yTOuHeHUW. HecomMHEHHO M TO, YTO
OHa HyXXJaercsi B coOcTBeHHOM TepmuHe. O003Ha-
4uM €€ Kak promptum.

Promptum ¢ naTMHCKOTrO0, Cpeiy IPOYEro, O3Ha-
JacT «HAXOASIIHNIACS B TOJHOM TOTOBHOCTH, HMEIO-
IUICS HAroToBe». B HaleM ciyyae 3TUM TepMu-
HOM Oyzner o0o3Hauarbesi popMa OBITHS MY3BIKH,
B KOTOPOW OJHOBPEMEHHO COCYIIECTBYIOT MMIIPO-
BH3AaIlMOHHBIE W KOMIIO3WLIMOHHBIE KOMIIOHEHTHI
M KOTOpas TEHETHYECKU SIBIISIETCS MEPEXOIHOW OT
KYJIBTYpbl MY3BIKAJIbHOW NEATENbHOCTH K KYJIBTY-
pe My3bIKaJIbHOTO mpou3BeaeHus'. K KOHKpETHBIM
MIPOSIBIICHUSM promptum’a MOXXHO OTHECTH HMIIPO-
BU3UpPYEMBIC Ha cantus firmus xaHpbl CpeqHeBeKo-
BbsI, HHTABOJIALIMM M «IIE€HUE HaJ KHHUTON» 3IIOXH
Bospoxnenus, ”MIpOBU3NPOBAHHE B 3aJaHHOM
KaHpe, MPaKTUKy Urpbl mo 1udpoBaHHOMY Oacy
1 OecTakTOBBIE TPENIOANH JTOXH OAPOKKO, HM-
MIPOBHU3UPYEMYIO KaJEHIIMI0 B COJBHOM KOHIIEP-
T€ KIACCHUKO-POMaHTHYecKoro mnepuoma. OmHaKo
MIEPEXOIHOCTh promptum’a MOXKHO IPEICTaBIIATh
U BJIPYTOM CMBICIIE — KAK CHHTE€3UPOBAaHUE CBOHWCTB
«TPOU3BENIEHUS» W «UMIPOBU3AIUK» B pPaMKax
oTaensHOrO omyca. [Ipu 3ToM B pasimudHbIE UCTO-
pUYecKHe TepuoAbl W B PA3IWYHBIX >KaHPOBBIX
IJIacTax My3bIKH promptum OKa3bIBaeTcs OIIKE TO
K IIEpBOMY, TO KO BTOpoil. I 3T0 — emE 01HO NOHU-
MaHUe MEPEXOTHOCTH promptum’a.
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B nmanpHelimeM 1y BBISIBICHUS CBOWMCTB JaH-
HO¥ (hOPMBI CYIIECTBOBAHHS MY3bIKH IIPEAITPUMEM
e€ OmucaHWe MO KpPUTEpUsIM, (QOPMYIUPYEMBIM
Ha OCHOBE H3YyYEHHUs CIIEIUAIbHON JUTEPaTyphl
U COOCTBEHHO My3bIKH. Cpein HUX:

1) Hanmuuue THMCHMEHHOW (QUKcauu (OTCYT-
CTBHE HOTAIIHN);

2) Hanwuue (OTCYTCTBHE) WHAMBHIYaJIHLHOTO
ABTOPCKOTO 3aMBICIIA;

3) KOMITO3MIIMOHHOE BBICTPaWBaHHE MY3bIKH
(MM OTCYTCTBHE TAaKOBOTO);

4) crmoco0 mpoayIMpPOBaHHS MY3BIKH (KOMIIO-
3ULUS WM UMIIPOBU3ALINS);

5) coxpaHeHHME WJIH HECOXpaHEHHE HICHTHY-
HOCTH COYMHEHUS NMPH AabHEHIINX BOCIPOU3BE-
JCHUSX;

6) TN KOMMYHUKaTuBHOU cuTyaumu (audde-
PEHLIMPOBaHHBIN MU HeandepeHIIMPOBAHHBIH).

OcTaHOBUMCS Ha 3THX KPUTEPHIX MOApoOHee.

1. Promptum mpeamnonaraeT Haiuyue HOMHO20
mexcma. JTo — ero HelpeMeHHoe yciaoBue. OgHaxo
(ukcamus B promptum’e MOXeET ObITh Pa3TNIHOMN:
OT €IMHCTBEHHO 3aIMCAHHOTO TEHOpa IO LEIO0Tr0o
MHOTOTOJIOCHOTO COYHHEHHSI, CTAHOBSIIIEr0Cs 00b-
€KTOM J1J1s1 UMITpoBU3anuu. [Ipusatom B promptum’e
HE O0HApPY>KUBACTCS MPSMON 3aBHCHMOCTH MEXIY
Mepoii (PUKCAIMK U CTETICHBIO UMITPOBHU3AIUOHHO-
T'O MPOYTEHHUS JaHHOTO TekcTa. Ho u B ToM citydae,
€CJIM 3allUCh OTPakaeT MOJHO3BYYHYIO MHOTOIO-
JocHYlo (GakTypy, HOTHBIM TEKCT B promptum’e
(yHKIMOHNpYeET 0co0bM 0Opa3om. Eciu o oTHO-
IEHUIO K TPOU3BEICHHUIO MOXXHO TOBOPHUTH O Cy-
LIECTBEHHOM COBIAJCHUH 3alHCaHHOTO M aKyCTH-
YECKOTO TEKCTOB, TO B promptum’e pa3HHuLa MeXITy
HOTHPOBAaHHBIM M 3BYYalM OKa3bIBa€TCA BeChMa
oIryTUMOM. /leno B ToM, 4TO JaHHAS 3aIKCh SBIIS-
€TCS JIMITb 00BEKTOM JIJIsi UMIIPOBH3ALIMH: OHA 0Yep-
YUBAET HEKUE TPAHUIBI HCTIOIHIEMON MY3BIKH, HO
HE 3aKiIiouaeT B cede Bcio nHpopmanmio o Hel. 1o
3TON MPUYHHE TO, U3 YETO MPOU3PACTAET UMIIPOBH-
3anus promptum’a, MOXET ObITh Ha3BaHO OA308bIM
HomHubiM mekcmom. I10CKONbKY OH SIBIISIETCS JIUIIb
HCTOKOM M TIOJICTIOPBEM IS yCTHOTO MY3HUIIMPOBA-
HUS, TO €T0 IPOUCXOKICHIE HE 00sI3aTeIHHO «KOM-
MTO3UTOPCKOE»: TaK, BO BpemeHa CpeqHEeBEeKOBbS
n Peneccanca promptum’sl Halie oCyIIeCTBISUINCH
Ha OCHOBE TPUTOPHAHCKOTO XOpasa WM HapOJHOU
MIECHHU, YeM aBTOPCKOTO Omyca. B oTaenbHbIX ciy-
Yasix promptum He COIPOBOXKIAIICS MPEIBAPUTEND-
HOM HOTHOH 3ammchi0 — HAlpUMep, B OapoyHOU
MPaKTUKE UMIIPOBU3UPOBAHUS B PA3IUYHBIX TIO-
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TUQOHNYECKUX KaHpaxX (puuepkap, gyra U T. IL.)
Ha 3alaHHYI0 TeMYy. 3/1eCh CIIOCO0 O3HAKOMIICHW
C OOBEKTOM IS MMIIPOBH3AIMH (B BHUIE 3aIUCH
WIM HAWTPHIBAHWUSA) HE SBISUICA NPUHIHUIIAAIBHO
BaXHBIM, MOCKOJIbBKY pa3BOpadyrBaHUE MOJO0OHOTO
promptum’a KOOPINHUPOBAIOCH HE CTOJIBKO TEMOI,
CKOJIBKO JKaHPOBOW CTPYKTYPHOH MOJETBIO.

Cama HE0OXOAMMOCTh B IHUCHMEHHOH (huKca-
LIMU, HECMOTPS Ha pa3indHoe (QYHKINOHHPOBAHUE
HOTHBIX TEKCTOB, OOBETUHSIET Promptum i «Ipou3-
BezieHue». PojicTBO 910 MiMeeT u Ooree TTyOMHHBIC
ocHoBanus. Tak, B. 1. MapTeIHOB pa3aeinser ycT-
HYI0 ¥ TMCBMEHHYIO KYJIBTYPHI IO 0COOEHHOCTAM
MY3BIKaJIFHOTO OTIBITa, OMPEAEIsis MEPBYIO U3 HUX
KaK OCHOBBIBAIOIITYIOCS Ha CITyXOBOM (ayIHaIEHOM )
OTIBITE, & BTOPYIO — Ha BU3yaJIbHOM. VX KapauHamb-
HOE OTJIMYHE MEXTy COOOI aBTOp BUAMUT B TOM, UTO
OHHM OTHPAIOTCS Ha Pa3IMYHbIe MPUHIMUITEI COOTHE-
CEHMs SIBICHUH: CIIyXOBas KyJNbTypa peau3yeTcs
KaK MOCJIeIOBaHUE MTOI00MIA, a B BU3yalIbHON 00h-
€KTBhI KOPPETUpPYIOT Ha OCHOBE KPUTEPHEB TOXKIIE-
cTBa U pasnuuus [5, c. 163].

BaxueilmuMm acrekToM BH3yalbHOW chepsl
SBISieTCS (UKcalUsl, a IOCKOIBKY W promptum,
U «IPOU3BEICHHUE» OMHUPAIOTCS Ha 3alMCaHHBINA
TEKCT, TO OHH aBTOMaTHYECKH BXOZST B MPOCTPaH-
CTBO KyJIBTYpBl BU3yaJbHOTO ombiTa. OJHAKO MPHU
3TOM B XapakTepe ux (yHKIMOHHPOBAHUS HAOIIO-
JaeTcs CyIIecTBeHHOe pasnmune. HoBoeBpomeii-
CKO€ TIPOM3BEICHHE POXKIACTCS C HaMEpEHHUEM
MPO3BydYaTh Kak paHee He ciblmaHHoe. CTerneHb
OPUTHHAIILHOCTH Ka)JIOTO O0BEKTa CTAaHOBUTCS
OJHOW W3 BO3MO)KHOCTEH KOHCTAaTalliul pPa3iIudus
B MHUpe musica composita. VIMIPOBU3UPYEMbIN
10 TIpaBHJIAM promptum, HaupOTHUB, YIIOA00IIETCS
YK€ CIBIIIAHHOMY M TEM CaMbIM pPEeajHu3yeT OIBIT
ayMajibHOU KYJIBTYPBI.

Taxkum 00pazom, promptum, TPUMBIKasi BHEIITHE
K SIBICHUSM BH3YaJIbHOM KyJIBTYpBI, B €€ YCIOBHIX
¢dakTudeckn (YHKIMOHUPYET Kak ()EHOMEH KYIIb-
Typbl ayauanpHOd. Ho B oTiMume or «uMIpoBu3a-
um», 0oJiee HEMOCPEACTBEHHO MPEACTaBISIONIEH
KyJBTYPY CIIyXOBOTO OTIBITA, promptum HE MOXKET
OBITH «CBOOOTHBIM» 3BYKOBBIM MOTOKOM. OH OCy-
IIECTBIISIETCS] TOJBKO MPU CONEHCTBUN «BU3YaIbHO-
T0 aHAJMTUYECKOTO KOHTpoJs» (MapThIHOB), KOTO-
PBIi B TAHHOM CJIy4ae MPOSBIISIETCS B BBITIOJIHEHUN
YCTaHOBJICHHBIX MTPAKTUKON HOPM 3BYKOBBICOTHOCTH
10 OTHOIIEHUIO K BUANMOMY HOTHOMY TEKCTY (Kak
B MMIIPOBU3UPOBAHHOM KOHTPAIyHKTE Ha cantus
firmus), WK B HEYKOCHUTEJIBHOM CJICZIOBAHUM Tap-
MOHHUYECKOMY IUIaHy, OTPaXEHHOMY B 3amucH (Kak
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B MPakTHKE WIPHl MO U(poBaHHOMY Oacy WM
B OECTAaKTOBBIX NPENIONNAX), HIH B TEMaTUIECKOM
«0000IIeHNMY YK€ YBUICHHOTO (YCIIBIIIIAHHOTO) Ma-
Tepuana (Kak B COJBHOI KaJICHITNH KOHIIEPTa).

2. Hann4re HOTHOTO TEKCTa B promptum’e yc-
JIOXKHSIET HpobieMy agmopcmed N aemopcKo2o 3a-
mouicaa. C OTHOM CTOPOHBL, B KYJIBType MYy3bIKallb-
HOW JIEATENbHOCTH OHA HHUBEIUPYETCH, MOCKOJIBKY
MHOTHE Pa3sHOBUIHOCTU promptum’ 0B CYLIECTBO-
BAJIM BHE musica composita, TO €CTb B TEX KaHPO-
BBIX c(epax, rae GeHOMEH aBTOpPCTBA OOBIYHO HE
paccMmarpuBaeTcsa. ABTOPCKYIO WHAWBHIYaJIbHOCTh
HUBEJNHPYIOT TaKXXe Hajaudue B promptum’e 6a30-
BOTO HOTHOTO TEKCTa HEKOMIIO3MUTOPCKOTO IPOUC-
XOXKIECHHUSI M, B HEKOTOPBIX CIIy4asx, HECIIOKHBIC
B peanu3aliiii HOPMbI BBIBEJCHHUS BepTHKaIN. Ta-
KHM 00pa3oM, B yCIOBHSIX TOCIIOICTBYIOMIEH KyIlb-
TYpBI MY3bIKQJIbHOM AEATEIHHOCTH TI0 OTHOIIEHHUIO
K promptum’y BOIPOC O BOIUIOIIEHHH B HEM aB-
TOPCKUX WHTEHIMH HE BCETa IMPaBOMEpEH.

C npyroii CTOpoHBI, 1aHHas (HopMa CYIIECTBO-
BaHUS MY3BIKH HE FICU€3aeT U IIPH JOMHUHUPOBAHUHU
B XYIOKECTBEHHOHN MPAKTHUKE KyJIbTYpPBI My3bIKalb-
HOTO TIpon3BeneHus. Kak ¢ TOYKH 3peHHs BOILIO-
IIIEHNS aBTOPCKOTO 3aMbICIIa OIICHUBATh, HAPHUMED,
6ecrakroBeie mpemoanu JI. Kynepena, momHbIH
3BYKOBOHM TEKCT KOTOPBIX HCIIOJHUTENh UMIIPOBH-
3UpyeT Ha OCHOBE 33IaHHOW KOMITO3UTOPOM TapMo-
HUYECKOM CXeMbI? DTH IMPETIOANH Jarre ObUTH «He-
KOMITO3UIIOHHOT0» TPOUCXOKICHHUS, SIBIISIT COO0H
aBTOPCKYI0 HMIIPOBHU3AINIO, 3alHCaHHYIO 3aTeM
BechbMa yCIIOBHO. [109TOMY KOMIIO3UTOPHI U TPeOo-
BaJIM OT MY3bIKAHTOB JFOOBIMH CPEACTBaMU (BILJIOTh
JI0 TIPSIMO¥ MMITPOBH3AINN) IPUOIU3UTH XapakTep
3By4aHHs K UMIpoBH3UpyeMomy. U3 atoro ciemy-
€T, 4YTO UMIPOBU3NPOBAHNE MY3BIKH HCIIOTHUTENIEM
3apaHee IUTAHWPOBAJIOCh KOMIIO3UTOPOM, HaIlpaB-
JAIOMMM €€ XOI MOCPEACTBOM 3alMCAHHOTO Tap-
MOHHYECKOTO TUIaHa (OTPa)karoIlero KOMIIO3HIIN-
OHHBII TapaMeTp LEJO0r0), ¥ MOTOMY M3HAYaIbHO
BXOJIMJIO B €TO aBTOPCKHIA 3aMbICEIL.

Taxum oOpas3om, promptum MOT KakK peann3o-
BBIBaTh WHJVBHUIyQJIbHBIA aBTOPCKUN 3aMBbICElN,
Tak W He OBITh CBA3aHHBIM C HMM. Bcé 3aBuce-
JI0O OT TOTO, K YCIIOBHSIM KaKOTO THIA KyJIBTYPHI
ero (yHKIMOHUpOBaHWE ObLIO Ommxke. OgHAKO
U B TOM, M B JPyroM Cllydae 3TOT KPUTEPHil HE SB-
JSIETCSl KOHCTUTYHUPYIOIINM JUIsl TAHHOH (POPMEI Cy-
IIIECTBOBAHMS MY3bIKH (KaK €ro OTCYTCTBHE B «HM-
MIPOBU3ALINIY WIHM HATMYUE B «IIPOU3BEICHUNY).

3. Cromp e HEOJHO3HAYHO TPOSBIAETCS
B promptum’e N Kpumeputi KOMNO3UYUOHHOU Bbl-
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cmpoernnocmu  mysviku. Co BCEeH OmMpenenéHHO-
CTBIO KOHCTaTUPOBATh €€ HAIWYNE WA OTCYTCTBHE,
C OIHOW CTOPOHBI, HE TMTO3BOJISET OA30BBIM HOTHBIM
TEKCT, OTTPAaHUYUBAIOIINN promptum B TPOCTPaH-
CTBE M BpPEMEHH, C APYrOi — UMIIPOBHU3AIMS, IO~
CpPEACTBOM KOTOpPOH JIaHHBIA TEKCT IpeBpallacTcs
B TOJHO3BYYHYIO MYy3BIKaJIbHYIO TKaHb. 151 pa3pe-
IICHHS 3TOW MpoOiieMbl HeoOxoauM auddepeHim-
POBaHHBIM MOAXOJ K HOTHOMY M aKyCTUYECKOMY
TEKCTaM promptum’a. 3alMCaHHBIA TEKCT, CTaHO-
BSIIMICSA OCHOBOM JIJIS UMIIPOBU3ALIUH, YKE COJEP-
XKUT B cebe OompenenéHHyIO JIOTUKY IOCTPOEHUS
My3bIKaJIbHOTO MaTepuana. CBoOoma My3bIKaHTA,
WCTIOTHSIOMIETO prompitum, peanusyeTcs, Mpexnae
BCEro, Ha YpOBHAX ()OHUYECKOM W CHHTaKCH4e-
CKOM, TOT/Ia KaK KOMIIO3WIIMOHHBIN eMy 3ajaH Oa-
30BBIM HOTHBIM TEKCTOM. B wmrtore promptum, xak
U «IPOM3BEICHUEY, 00JaTaeT CTPYKTYPHOU 3aKOH-
4yeHHOCThI0. Ho ecnu B mociieaneM cirydae 3aBep-
MEHHOCTH 00ECTIEYNBAETCS IMOJTHOW KOMITO3UIINOH-
HOM BBICTPOCHHOCTBIO IIEJIOTO, TO B promptum’e
rapaHTHPYETCs JHIIb 0a30BBIM HOTHBIM TEKCTOM.
MMeHHO B 3TOM KOPEHUTCS OAHO U3 OTIUYHUI KOM-
MO3UIIMOHHOTO OOPMIICHUS Marepuasa B Ha3BaH-
HbIX (opMax CyIIecTBOBaHHMS My3BIKH. Jlpyroe
3aKJII09aeTcs B TOM, YTO B MPOH3BeACHUHU (hopMma
ABJISIETCS CIIEACTBHEM 0co00ro crmocoba co3maHus
MY3BIKH — KOMITO3UINH, B TO BPEMsI KaK promptum
peanmmsyetcst depe3 uMmmpoBuzanuio. Mmenno o0
3TOM MOMAET peub Jablie.

4. B promptum’e OCHOBHBIM CIIOCOOOM MPOSTY-
LMPOBAaHMS MY3bIKH SIBISIETCS umnposusayus. OHa
BKJIIOYAET HECKOJIBbKO pasHoBuaHOCTE. M. A. Ca-
TOHOB IO OTHONIEHUIO K My3blke X VI Beka, korma
TE€XHHUKa MMIIPOBHU3AINH «JOCTHUIJIA BBHICOKOW CTe-
neHu npodeccuoHanbHON pa3pabOTaHHOCTH U Jie-
TaJU3UPOBAHHOCTHY, BBIACNAECT TPU BO3MOXKHBIX
e€ BUJA: BEPTUKAJIBHBIN (3aKIIOYAETCA B «HUMIIPO-
BH3MPOBAHHOM TIPe0o0pa30oBaHUU OJHOTOIOCHOTO
HameBa B MOJU(OHHYCCKYIO IIbECy»), TOPHU30H-
TaJbHBIN (TpenanogaraeT «MHANBUAYAIBHYIO BUD-
TYO3HOCTb, TaJAHT MTHOBEHHOTO COYMHEHHUS» Ha
OCHOBE JIMMUHYUPOBaHHUS) U CBOOOJIHBIN («Ha OC-
HOBE HCIOJIb30BaHHS CIICHU(PHYHBIX IS JaHHOTO
WHCTPYMEHTA TEXHUYECKHX W (DaKTypHBIX MpHuE-
MOBY») [8, ¢. 31]. OTu BUABI UMIPOBU3AIUHN ObUIH
IIMPOKO PaCIpOCTPAHEHBI KaK B IIEPKOBHOM, Tak
1 B CBETCKOH Cpefie U JAOCTYNHBI HE TOJIBKO ITPO-
(heccnoHaIBHBIM TEBIIAM I HHCTPYMEHTAJIUCTAM.

Hecmotpss Ha mnpunararenbHoe «CBOOOTHASD
B OTHOIIEHUH OJHOTO W3 BHUIOB, HCCIEIOBATENbh
TOBOPUT O XECTKUX MpaBHIaX, PerIaMeHTHPYIO-
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IMX CTapuHHYI0 uMmpoBuzanuio. C omHOH cTO-
POHBI, 3TH HOPMBI OBIIM Y3aKOHEHBI CAMHUMH KaH-
pamu, ¢ Opyroi — B MHOTOYHCIIEHHBIX TpaKTaTax
MpaBWjia UMIIPOBU3ALNN KOHKPETHU3UPOBAIHCH «C
TaKOM CTENEeHbI0 Pa3padOTaHHOCTH U CHUCTEMAaTHY-
HOCTH, 4YTO, Ka3aJoch Obl, BOZHMKaJa yrpo3a caMo-
My CYIIECTBOBAHHUIO MPUHIINITA IMIIPOBH3AINNY [ 8,
c. 19]. Mysbikautsl CpenHeBexoBbst 1 Peneccanca
pacmonarand pa3BUTHIM «IJI0CCAPHEM» BO3MOXK-
HBIX MEJIOJIMYEeCKHX M (aKTypHBIX (QHUTYp, TapMo-
HUYECKUX COYETAaHWH, CHHTAKCHYECKUX MOJEIEH,
[I03TOMY CaM IIPOIECC UMITPOBU3UPOBAHUS MPEXKIE
BCEro OBLI CBSI3aH C MHAUBUAYAIBHBIM BBIOOPOM
U KOMOWHUPOBaHHEM NPUEMIIEMOTO B JaHHBIN
MOMEHT M3 BCETO pa3Ho00pa3us CyIIECTBYIOIIETO
«bpouna». Takoit Tumm ummposm3anuu 1. B. Uepen-
HAYEHKO Ha3bIBaeT «KaHOHMIeCKuMY [10, c. 407].

Omnwmpasice Ha TpakTarhl Mo3gHero Peneccanca,
M. A. CanioHOB TpeAroaraet, 4To B 3TO BpeMsI Cy-
IIECTBOBAJIO JIBA «aHTArOHHUCTUYECKUX HJIealia My-
3BIKAJILHOW MPAKTUKWY [8, ¢. 44]: oguH K3 HUX OBLI
CBSI3aH C TOYHBIM HCIIOIHEHHEM aBTOPCKOTO HOTH-
POBaHHOT'O COYMHEHHS, APYTOM — C €ro KOJIOPUPOBa-
HUEM, TPUBOAANIMM K HW3MEHEHHUIO OOJIHMKa OpHUTH-
Haja. Ho aBTOpUTET KOMIIO3UTOPCKOTO TEKCTa €mé
HE Ka3aJICsl He3bI0IeMbIM, MTPAKTHUKa CBOOOAHOTO HMC-
MIOJTHEHUST aBTOPCKOTO omyca B 31oxy CpenHeBeKo-
Bbsl — Pereccanca Oplia 0ojee pacmpoCTpaHEHHOH,
YeM TOYHOE CJIeZIOBaHHE TEKCTy. Takum 00pazom, To,
YTO KOMIIO3UTOPOM O(QOPMIIIIOCH KaK «IPOU3BEIE-
HHUE», B JEHCTBUTEIHHOCTH Haie (PyHKINOHHUPOBaA-
JI0 KaK promptum, SBISACH JUIIH 0a30BBIM TEKCTOM
TUTS IICTIOTTHATENTECKOM MMITIPOBH3AITUH.

Uro xacaeTcsi WMIIPOBU3AIMKA B promptum’e
HoBoro BpemeHu, TO B HEH Tak)ke €CTb CBOE-
oOpa3Hasi «<KaHOHHYHOCTE». OHA MPOSBISAETCSI, Tpe-
JKIE BCEro, B OIPAaHUYEHUU BO3MOXHOCTEH. Tak,
B urpe 1o nuppoBaHHOMY 0acy HCIOIHUTEIb MOT
BapbUpOBATh PACIHONIOKEHWE aKKOPIOB, TOJIOCOBE-
JIeHre, YKpallaTh 3By4aHHE «MaHEepaMI», HaKOHeIl,
W3MCHUTH Xapakrep (akTypsl B IEJIOM, HO 3TO,
noxuépkuBaer M. 1. KaryHsiH, «siBiseTcs UMIIpoO-
BH3AIIMEH JIUIIb MTOCTOJBKY, IOCKOIBKY CHUTHATypBHI
YKa3bIBAIOT HA BCE, UTO CIEMyeT urparsy [3, ¢. 104].
CkazaHHOE aKTyaJbHO M B OTHOIIIEHHH COJBHOM Ka-
JIeHIMN B KoHIepre. lcmonHuTensckas cBoOoOAa,
MIPOpBIBAIOIIAsCd B MMIIPOBU3AINH, OKa3bIBACTCS
3[eCh BeChMa yCJIOBHOM, IMOCKOJIBKY OHA M3HAYallb-
HO OTPaHWYMBAETCS aBTOPCKUM TEMATHUECKUM Ma-
TEpUAJIOM W XapaKTEePHBIMHU JJIsI TAHHOTO pasfena
(hopMBI crIOCOOaMU €ro MPEICTABICHNS U Pa3BUTHS,
a TaK)Ke YCTOWYMBOCTHIO «OOIIMX (POPM JIBHIKECHHSD».
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OnHako «HecB0OOAa» HMIPOBHU3ALUU
promptum’a BCE ’Ke pa3IndaeTcs B yCIOBUSIX KYJb-
TYpPbl MY3BIKUIGHOH JIESTEILHOCTH W KYJIBTYPBI
MY3BIKQIBHOTO TpOW3BeAeHUs. B mepBom ciydae
OHa KOHTPOJIUPYETCS A3BIKOBBIMH HOpPMaMH, CyIIe-
CTBYIOIIMMHM B NPaKTHKe U 3a(pUKCUPOBAHHBIMHU
B TpaKTarax, BO BTOPOM — PErIaMEHTHPYETCs OOJb-
II1€ TIOJTHOTOM 6a30BOT0 TeKCTa (MM CTAOMIIBHOCTHIO
(hOpMBI, KaK, HaPUMEpP, B UMIIPOBU3AIIUK (YTH, PHU-
4yepkapa, (paHTa3uu U JIp. Ha 33JaHHYIO TEMY).

5. PaccMoTpenne promptum’a ¢ TOYKA 3pEHUS
Kpumepusa UOeHmu4HOCmY OCTIOXHIETCI MHOTO-
o0pa3ueM TEXHWK W BUIOB HMIIPOBHU3UPOBAHUS,
a TaK)Xe pa3jIMdueM THUIIOB 0a30BOrO HOTHOTO TEK-
cTa (aBTOPCKOTO WM HEABTOPCKOTO), CIyKAaIIUX
00BEKTOM IS WMIPOBU3AIMHU. TaK, HECKOJIBKO
promptum’0B OTHOTO >XaHpa (Hampumep, THMEIs,
AHTJIMIICKOTO JHUCKaHTa wiu ¢GoOypaoHa), Oraroma-
ps XapakTepHOMY JUIsi HUX WHTEPBAJILHOMY HJIM aK-
KOPIIOBOMY COCTaBY, MOTYT BOOOIIE HE OTIINYAThCS
IpyT OT Apyra. B 3ToM ciydae MOXXHO TOBOPHUTH O
CaMOWJCHTHUYHOCTH promptum’a, HO CKOpee KaH-
pOBOM, 4EM KOHKPETHOIO omyca. B koHe4YHOM uTO-
re nogobue promptum’oB B 310Xy CpeaHEBEKOBbS
n PeHeccanca cooTHOCHMO ¢ momoOveM HareBOB
B (OJIBKIIOpE: OHU TOXKICCTBEHHBI B CHIIY Pa3BoO-
paduBaHus UX KaK CIEIOBaHHUS HOPMaM M Pa3yind-
HBI Oy1arofaps WHANBHTyaJIbHOMY IIPETBOPEHHUIO.

B promptum’ax HoBoro BpemMeHH, B CBS3H
C pa3BUTHEM WHAMBHAYaJlbHOTO Hadaja, Ooiee
JIOJDKHO OBUIO OBI TIPOSIBIISITHCSI KAaueCTBO Pa3IIu-
yeHus, 4eM ToxaecTBa. OpHaxko 0a30BBIN TEKCT,
JIeKAIIMHA B OCHOBE Ka)KJOTO O3BYYHMBAaHHS W Ha-
MIPaBJSIONINN MMITPOBU3AIMIO B 33/JlaHHOE PYCIIO,
MO3BOJISIET B OOJBIION CTETIEHH HICHTH(UIMPOBATS
pa3iyHbIe UCTIONHUTEIBLCKUE BapraHThl. [lomoOHas
WACHTHYHOCTh POJICTBEHHA TOHM, KOoTopas Halmio-
JAeTCSl B «IPOM3BEIACHUN». promptum TPOSBISIET
CIOCOOHOCTh TIOBTOPSIEMOCTH B Pa3lIMYHBIX HC-
MOJTHUTENIECKUX PeaTH3alusaX, YAepKUBas HEKYIO
«caMocThy. Paznmuume ocymiecTBisSieTcs B cCaMOM
3ByKOBOM BOIUIOIIEHUN MY3BIKH: IIPOU3BEACHUE»
peanu3yeTcs B HCIOIHHUTEIBCKOW WHTEPIPETALINH,
a promptum — B HCIOJHUTEIHCKOM BapHaHTE.

TakuM 00pa3oM, C TOYKH 3PECHUS KPUTEPUS
WICHTUYHOCTH MBI BHOBb HAOIONAaeM MPOMEXY-
TOYHOE TONOKEeHHUE promptum’a. OH paBHO MOXKET
YHOAOOATHCS KaK «MMITPOBH3AIUN» (B OTOXKIECT-
BJICHWH €TUHUYHOTO CO BCEOOIINM), TAK U «IIPOU3-
BEJICHUIO» (B COXpaHEHUH camorionoowus). B atom —
OJTHAa U3 €T0 OCOOCHHOCTEW: promptum IepeHNMaeT
MpU3HAKK (OPMBI CYIIECTBOBAHHS MY3bIKH, JOMU-
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HUPYIOILEH B JTaHHBII HCTOPUYECKUM MOMEHT WIH
B JIaHHOM >KaHPOBOM IIACT€ MY3BIKaJbHOW KyIlb-
TYPBI.

6. HecMoTpst Ha TO, 9TO UMIIPOBU3ALNS SBIIS-
€TCsI 3]1eCh OCHOBHBIM CIIOCOOOM TPOAYIIMPOBAHHUSI
MY3BIKH, KOMMYHUKAMUBHASL CUmyayus, Xapak-
TepHast ISl promptum’a, ONIKe KYIbType MY3bI-
KaJbHOTO MPOU3BEACHUSA, MOCKOIBKY OTIMYAETCS
muddepeHmanueil 3TaroB CO3JaHUs, HCIOJHE-
HUS U BOCIPHUATHSA MY3BIKH. V1 BHOBB perraromiee
3HAYEHNE HMMEET HaJINYUe MUCHBMEHHOTO HOTHOTO
TekcTa. HezaBucuMo OT TOrO, CBA3aH OH C KOH-
KPETHBIM KOMIIO3UTOPCKHM HMMEHEM WM HeT, 0a-
30BBII TEKCT CO3JAETCA U CYUIECTBYET 10 MOMEHTA
WCTIOJTHEHHUS, Pa3eNnsis TEM CaMbIM CTaJuU OBITHS
promptum’a. OIHAKO B OTIMYHAE OT aBTOPCKOTO
oryca, B promptum’e TIABHYIO POJb WUTPAET €ro
o3ByunBaHue. [103TOMy pe3ynbrar TBOpUECKOH Je-
ATEIHHOCTH COBIIAJIAET 37€Ch C CaMUM IPOIECCOM
JIESTEIHOCTH, B TO BPEMsI KaK B «IIPOU3BENECHUI
— C MPECTaBISIEMBIM TEKCTOM.

OTa poib HCIOJHEHHUS, CTAHOBSIIETOCS He-
MIPETIOKHBIM yCIIOBHEM CYIIECTBOBAHHUS MY3bIKH,
MO3BOJISIET COOTHECTH promptum € «AMIPOBU3A-
nuei». B promptum’e cam mpouecc 03BydnBaHUS
0a30BOr0 TEKCTa MPEBpAIIAeTCs B MOJIUHHBIA CO-
3UIATENBHBIN aKT, MOCKOIBbKY KOHEYHBIN pe3yabTar
SBJISIET COOOM HEYTO OTIIMYHOE OT 3arnucanHoro. [1o
STOW TPUYHMHE TMOHATHE «HCIIONHEHHE», CI0KHB-
meecss B paMKax musica composita S1oxu 6apoKKo
¥ OrpaHUYMBAIOIIEe HAMEPEHUS My3bIKaHTa, KOTO-
Pblil MOET U UrPAaET HE CBOXO MY3BIKY, TOUHBIM ClIe-
JIOBaHWEM HOTHOMY TEKCTY, BPSA JIU MOXET OBITh
MPWIOKUMO K promptum’y.

Uto KacaeTcs MepHeNTHBHON (Da3bl My3bIKaTh-
HOW KOMMYHHKAIlMU, TO B JaHHOW (opme cyie-
CTBOBaHMS MYy3bIKU OHA HeolpeaeneHHa. Promptum
MOXET pEalM30BBIBATHCSI M COJBHO, M KOJUIEK-
TUBHO, OBITh PACCUMTAHHBIM Ha CIIyIIaTeIhCKOE
BHMMaHHE (Kak, HallpUMep, HAa MY3bIKAIbHBIX CO-
Opanusax JI. Mennun, mpumiamaBmero caMbelx Ta-
JAHTIUBBIX UMIPOBH3aTOPOB, YTOOBI OICHUTH WX
HCKYCCTBO), JINOO BOOOIIE HE OPHUEHTHPOBATHCS
Ha TakoBoe€ (KaK B «IIEHWW HaJ KHHUTO», pacipo-
CTpaHEHHOM B 0O0OMXOJ€ — IEPKOBHOM U MHPCKOM,
JIOMAIIHEM MY3WIUpOBaHUM). B KoHe4HOM HTOTE
3TO PETYIHUPYETCS KOHTEKCTOM — TOCIOACTBYIOIINM
TUTIOM KYJIBTYPBI, YCIOBUAMHU (OYHKIMOHHPOBAHUSA,
JKQaHPOM U T. 1. TakuM 00pazom, U ¢ TOUKH 3PEHUS
0COOEHHOCTEH KOMMYHHUKAIIMH promptum packpbl-
BAETCs KaK MPOMEKYTOUHAS MEXKAY «IIPOU3BEACHU-
eM» U «UMIPOBHU3AIUEID hopma OBITHS MY3BIKH.
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Wrax, MoXHO HaOIIOAATH, YTO MEPEXOTHOCTH
promptum’a TPOABIISETCS B pa3HbIX acnekTax. OH
BCTPaMBAETCAd B JOMHHHPYIOUIUH THI KyJIBTYpPHI,
MMOTYMHAACH TOCIIONCTBYIONIEH (hopMme CyIIecTBO-
BaHUS MY3bIKH U TIpHoOpeTas e€ mpusHaku. B yc-
JIOBHSIX KYJNBTYPBI MY3bIKAIBbHOM NEeSTENTbHOCTH OH
YHOAOOISETCS «MMITPOBU3ALNNY, OTIUYAACh MH-
HUMAaJbHOH (UKCaIel, «KaHOHWYECKOH» HMIIPO-
BU3alMEN, HEPa3AeNEHHOCThIO MPOAYLUPYIOLIEH
U penponylupyIomell NeATeNbHOCTH; B KYIbType
MY3BIKaJIbHOTO TPOU3BENIEHUS — «IIPOU3BEICHHIO,
MTOCKOJIBKY ONHMPAEeTCsi Ha HOTMPOBAHHBIA MHOTO-
TOJOCHBI KOMIIO3UTOPCKMM TEKCT, MPEACTaBIISIL
c000if HE CTOIBKO MMITPOBU3AIMOHHOE MY3HULIUPO-
BaHHE HA €TO OCHOBE, CKOJIBKO «HCIIONHUTENbCKUN
BapHaHT» aBTOPCKOTO TeKcTa. B kmaccuko-poman-
THYECKYIO 30Xy promptum BOOOIE BXOANT B TIPO-
CTPAHCTBO MPOU3BEACHUSA, IPUMEPOM YEMY MOXKET
CIIy>)KHATB COJTbHASA KaJeHIINS B KOHIIEPTE.

Tem He MeHee, HECMOTPS Ha CBOE MPOMEXY-
TOYHOE TIOJIOKEHHE, MO0 KOMIUJIEKCY NPHU3HAKOB
promptum B UCTOPUYECKOW MEPCIIEKTUBE BUIAUTCA
BcE ke Oornee ONM3KUM K «IIPOU3BEIACHHUIO», YEM
K «uMmmpoBm3anumny. CTpyKTypooOpasyromiei xa-
PAKTepUCTHKON promptum’a SBISETCS HaIUYNC
HOTHOTO TEKCTa, KOTOPBIN OKa3bIBAeT CYIIECTBEH-
HOE BIMSHHE HA BEChb KOMIUIEKC CBOMCTB JTAaHHOM
(dopmBI CcymiecTBOBaHHS MY3BIKH. l[lncbMeHHas
(uKcanus «OTpaHUYMBACTY prompium BO BpeMe-
HU ¥ TIPOCTPAHCTBE, a Pa3BOPAYMBAIONIASCS Hal
0a30BBIM TEKCTOM HMMIIPOBHU3AIMS TOAYMNHAETCS
€ro KOMIO3UIIMOHHOW Joruke. Hammume 6a3oBoro
HOTHOTO TEKCTa CTAHOBHUTCS 3aJOTOM HIEHTHY-
HOCTH promptum’a TpU €ro BOCIPOU3BEICHUSIX,
MPHONIKAIOMIEHCS K MACHTUYHOCTH «IIPOU3BEE-
Hus». Hakoner, yxe cymiecTByiomas 10 UCIOIHE-
HUS HOTHAs 3aruch W3HadanbHO auddepeHnupyer
KOMMYHHKAaTUBHYIO CHUTyanuio. TakuM o0pa3om,
Onaromapsi 6a30BOMY HOTHOMY TEKCTY promptum
(maxe B yCIOBHSAX KyJIBTyphl MY3BIKaJbHOW [esi-
TEIBHOCTH) HAaYMHAET YMOJOOMATHCS «IIPOU3BEE-
HUIO». DTO MOABOAUT K MBICIH O TOM, YTO «IIPOU3-
BEJICHHE» U «promptumy MpUHAIIEKAT K OTHOMY
U TOMY € THIy (JOpPM CYIIECTBOBAHHS MY3BIKH,
koTophiid X. X. OrredpexT Ha3bIBaeT «opusmusiky»
(«omycHast my3bika») [11]. JlaHHOE moONOXKEHHE
pacnpocTpaHsAeTCsl He TOJIBKO Ha JOKJIACCHYECKYIO
MY3BIKY, pedb O KOTOPO¥l [I1a BBIIIIE, — OHO ITIOMOTa-
€T OCMBICIICHHIO CTOJIb MPOOIEMHON 00JacT, Kak
($opMBI OBITHSI MY3BIKH BO BTOPOH TOJIOBHHE XX —
Hagane XXI Beka, BKIIOUas aKaJeMHUUECCKOEe U He-
aKaJieMU4eCcKoe €€ HallpaBJICHHUs.
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< MPUMEMAHUA (<

! «Kynerypa My3BIKAIBHOH ASSTENBHOCTI» M «KyJAb- € TeM HJIM UHBIM THIIOM. K KynbType My3bIKaJbHOTO
Typa My3BIKQJIBHOTO IIPOU3BENEHUSA» — TEPMHHBI  IIPOM3BENEHUs, cienays Ha3aWKMHCKOMY, OTHOCHTCS
E. B. Hazaiikunckoro. IMeHHO HalvuuMe MM OTCYT-  KOMIIO3UTOPCKas My3blka HauuHasi ¢ XV Beka, KyJb-
CTBHE MPOU3BEACHHUS SBIACTCSA ISl y4EHOTO OCHOB-  Typy MY3BIKAJIBHON [EATEIBHOCTH PENpPE3CHTHPYIOT

HBIM KPUTCPUCM Ka4K pasrpaHu4CHusd KYyJIbTyp, TakK APYrue KaHpPOBBIC IJIACTBI, 4 TAKKC CPCAHCBCKOBAA
U COOTHCCCHHA PaA3JIMYHBIX MY3bIKAJIbHBIX MNPAKTUK eBpOHCﬁCKaﬂ MYy3bIKa [6]
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Perynmupyembiii BO MHOTOM 3aKOHAMH KOMMEPLHH «IUIABHJIBHBIA KOTEM» My3bIKambHOH KyasTypsl CIIIA
B amoxy pedopm @. JI. Py3sensra 1930-X romoB mepeknBai MEpBBIi B HCTOPHH IIEPHON YCTAHOBICHHUS CHCTEMBI
TOCYJapCTBEHHOTO TAaTPOHaXKa. JTa cucTeMa (yHIaMEHTAIbHO OTINYAIach OT eBpomnelckoi. Mcmonp3ys Marepraisl
rasersl «Hpio-Mopk Taiimcy, omy6nukoBanHbie B 1933 rofy, aBTOp paccMarTpHBaeT COOBITHS BOKPYT CO3JaHHs
Kommo3uTopckoro 3ammTHOTO 00mIecTBa, OOBEAWHUBIIETO KaK IIMPOKO NPHU3HAHHBIX, TAK U MEHEE OLCHEHHBIX
xommo3utopoB CIIIA. [Toka3piBaercs, B Kakoil Mepe mporpamma OO1iecTBa, H3HA9aI-HO HAMEIEHHAsI KOMITO3UTOpaMH
Buagumupom ykensckum u Kapinocom HYasecoM, okazanack co3ByuHoi nonutuke Hosoro kypca @. /1. Py3Bensbra.
CpaBHenne no3unuy YaBeca B HAMOHAIBHON MY3bIKAJIbHOM XKHU3HU C IIOJIOKEHHEM aMEPUKaHCKUX KOMIIO3UTOPOB-
COBPEMEHHUKOB CITyKUT IPUMEPOM NPUHIUITHAIBHBIX PA3IHIHN B pACCTAHOBKE My3bIKaIbHBIX cil Mekcuknn CIIHA.
CoObITHs TOMenIeHs B KoHTeKeT monemuku Onunaa J{oyaca — Xappucona Keppa o myTax npodeccnn KOMIIO3HTOpa.
B craree 3aTpoHyTa mpoOiemMa CTaHAapTH3aUWM My3bIKanbHON KynbTypel CIHA B pamkax ®emepansHOrO
MY3bIKaJIbHOTO MPOEKTa B IIPEEMCTBEHHOCTH C IBM)KEHHEM «MY3bIKaJIbHOTO BOCHHUTaHUD». ONMpPasCh Ha JOCTYIHbIC
HCTOYHMKH, aBTOP OCBELIAET IIOCIJCIOBABIINE IONBITKM HAIMOHATM3ALNN AMEPUKAHCKOTO KOMIIO3UTOPCKOTO
COOOIIECTBA M JIeJIaET MPEIIONIOKEHHE O IPHINHAX HegouropeuHocty O0mecTna.

KiroueBsle cioBa: KoMmnosuropckoe 3amuTHOE 00mecTBO, My3bikanbHas Kynsrypa CHIA XX Beka, Bnaanmup
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An Unrealized Scenario of American Musical Life
at the Time of the Presidency of Franklin Delano Roosevelt

The “melting pot” of American music, in many ways regulated by the laws of commerce, was for the first time
furnished with the state system of patronage during Franklin Delano Roosevelt’s reforms in the 1930s. This system
differed fundamentally from the European variety. While examining articles published in the New York Times in 1933
the author observes the historical background of the Composers Protective Society, which brought together both highly
celebrated American composers and their less recognized contemporaries. The article shows how the Society’s program,
which was first outlined by Vladimir Dukelsky and Carlos Chavez turned out to be in line with Roosevelt’s New Deal.
Comparison of the social position of Chavez in the musical life of Mexico with the positions of the American composers
contemporary to him serves an example of the principal differences in the settings of musical powers in United States
and Mexico. The author elucidates the Composers’ Manifesto published by the members of the Society in the context
of the polemics between Harrison Kerr and Olin Downes, in which the two composers discussed the perspectives of
composing music as a profession. The article touches upon the theme of standardization of the musical culture of the
USA in the framework of the Federal Music Project (FMP) as a successor of the Music Appreciation Movement. Basing
herself on the available sources, the author elucidates the subsequent attempts of nationalization of American music and
hypothesizes upon the possible reasons of the rapid evanescence of the Composers Protective Society.

40



2018,2

Music in the System of Culture

0

Keywords: Composers Protective Society, 20th century American music, Vladimir Dukelsky (Vernon Duke),
Roosevelt’s New Deal, Federal Music Project, Music Appreciation Movement, Olin Downes, Harrison Kerr.

For citation: Maksimova Antonina S. An Unrealized Scenario of American Musical Life at the Time of the
Presidency of Franklin Delano Roosevelt. Problemy muzykal'noj nauki/Music Scholarship. 2018. No. 2, pp. 40—47.

DOI: 10.17674/1997-0854.2018.2.040-047.

MOAXOJIAX K OCMBICICHHIO CIICIU(PHKA MY-

3bIKaNbHOM KynbTypbl CILIA oueBHaHBIH TO-

BOPOT HAMETWJICS mociie Bropoil MuUpoBOi
BOIHEI B uccienoBanuax 1. Ueisa. OH OBLI IIOATO-
TOBJIEH KYJIBTYpHBIM CTpouTeNnbcTBOM 1930-X T0O0B.
K HacTosiimemy BpeMeHH B KOPITyCE WCCIIEIOBaHUN
00 aMepuKaHCKOH My3bIKe C(OPMHPOBAHO TPEN-
CTaBJIeHHE O HEH KaK O CIUIaBe pa3HOHAI[MOHAIIb-
HBIX — JIOKAJIbHBIX ¥ IPUBHECEHHBIX UMMUT PAHTAMHU
— Tpaauiuii, Metaoprudeckn 0003HAYaEMOM Kak
«UTaBWIBHBIA KOTEM» (melting pot). Mccienopare-
TN BBIJENSAIOT B Ka4eCTBE KIIIOYEBOH M POJIb KOM-
MepUUU. DTUM (PAKTOPOM, ONPEACIISIONIUM OOIUK
My3bIKaTbHON KynbTypbl CLA, oGycrmoBineHsl 3a-
KOHOMEPHOCTH W TIPOLIECCHI B MUPE aMEPUKAHCKOH
MY3BIKH, TPUHIMITMAIBHO OTIMYHBIE OT UCTOpUYE-
CKH CJIOKMBILEHCS CHCTEMbI MY3bIKAIbHON JKHU3HU
EBpomsl m Poccum, e amurtenpHOE BpeMs (C Tie-
peppiBaMH U B pasHbIX (hopmax) JOMHUHHPOBAIA
cucreMa marponaxa. IlepBas B nctopun AMepuxku
TIOTIBITKA YTBEPIKIEHHUS CHCTEMBI TOCYIapCTBEHHO-
ro MaTpoHaXka ObLIa MPEANPHHATA B MEPUOJ TIpe-
sunentcTea @. /1. Pyssensra (1933—-1945), nnumm-
uposasiero Hoeelit kypc (New Deal) — komruiekce
Mep 1o crabmmmsanuu 3koHoMuku CIIA. Py3senst
— enuHCTBeHHBIN npe3uneHT CIUIA, n30upasmimiics
Ha CBOM IOCT yeThIpexapl. HecMoTps Ha paznuuus
B oleHKax [5, ¢. 98], OOJBIIMHCTBO HMCTOPHKOB
CKJIOHHBI cunTarh NonuTHKy HoBoro kypca addex-
TUBHOH, TPUBEIIICH K «PacCIIUPEHUIO (eepalib-
HOTO MPaBUTEIHCTBA; <...> CHIYKEHHUIO COIMATILHOMN
middepeHHAIMA U YBEIHYCHUIO JIONHM CPEIHETO
kmaccay [1, ¢. 35], a camoro Py3Bensra — ganbHO-
BUIHBIM TIONWTHUKOM, Y€l «IIparMaTu3sM M pea-
JIU3M IPOSIBUWINCH B TPE3BOM OLIEHKE BHYTPEHHEH
U MEXIyHApOJAHOM CHUTyallld, PEIINTENbHBIX Me-
pax B Oopnbe ¢ kpusucom» [4, c. 198].

HoBblil KypCc BHOCHJI CyLIECTBEHHBIE KOPpPEK-
TUBBl B TPUBBIYHYIO JJIsI AMEpPHKH CHCTEMY 00-
[IECTBEHHO-OKOHOMHYECKUX OTHOIIEHHH. DJTO Ka-
canoce W cdepsl MCKYCCTBa, YYaCTHHKH KOTOPOH
MIPeX/Ie eBa JIM MOIIIM HAJAEATHCS Ha TOIACPIKKY
rocynapersa. B Haganme XX Beka Takoe yCTpOUCTBO
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aMEepPUKAaHCKOM MY3BIKAIbHOW KU3HU 0COOEHHO He-
MIPUBBIYHBIM OKa3bIBAIOCH [T KOMIIO3UTOPOB, IIPH-
exaBmux B CIIA, HO BOCIUTaHHBIX B HHOU Cpejie,
— mia umMmurpanToB. K HuM otHocurtcs U Bnaju-
mup Jlykenbckuid, KOTOopeli K cepeamne 1920-x
ycren W3HYTPU MO3HAKOMHUTBECS C MY3bIKaJbHOU
*u3HpI0 Poccun, Amepruku u EBpomnsl U s KOTO-
poro cynpba npodeccun kommozuropa B XX Beke
cTajla OZHOM M3 KIIOYeBBIX mpobnem. B Hacnmenuu
JyKenbCcKOoro COXpaHWJIMCh BOCIIOMHHAHUS O IPH-
MedJaTeIbHOM dITH30/Ie, CBSI3aHHOM C ITOTBITKOH Op-
ragm3aruu B CIIIA Kommmo3utopckoro 3ammTHOTO
obmectBa (Composers Protective Society). Manu-
(dect obOmiecTBa ObuT HameyaraH B razere «Hero-
Mopk Taitme» 4 mronst 1933 rofa BCkope MOCIIe mep-
BOM MHayrypauuu Py3sensra B MapTe TOTO e roja.
CornmacHo JlyKenmbCKOMY, TIOIBITKY CO3aHUS
Oo6mecTBa mpeaBocXuTwiIn ero oOecensl ¢ Kapro-
com Yasecom. Kommnozutopsr BecTpetwuch B 1932
rogy B Mekcuke, riae JykeabCKkuid BpEMEHHO Ipe-
ObIBaJ, OXKMZIAs BO3MOKHOCTH JJIsI BO3BPAIICHUS
B CHIA B craryce mMmurpanTta. B 1o Bpems poc-
CHIICKO-MEKCHUKAaHCKHE KYJIBTypHBIE KOHTaKTBI 00e-
CTHEYMBAINCH WMEHHO NPUCYTCTBHEM B MeKcuke
pycckoro 3apybexps!. Jykensckuii Hamén B Yase-
C€ €IMHOMBIIUICHHUKA: «...eTO PEATMCTUYECKH JIe-
MOKpPaTHYHOE BHHUMAaHHE KO BCEM ‘‘MY3BIKAIbHBIM
TPY’KEHHKaM’, Ta)Ke CaMbIM HE3aMETHBIM, COOTBET-
CTBOBaJI0O MOUM COOCTBEHHBIM HJESM; Hac 0OOMX
pacmupano OT MPaBEOHOTO KEJTaHWS CHEeNaTh ITU
W7V TIPUHATHIMU TOBCEMECTHO, H MBI BCEIIETIO OT-
nanuck padore» [10, p. 264]. poHn4HBIN TLT1aKaT-
HO-PEBOJIIOLMOHHBIA CJIOT J[yKeJIbCKOro CO3BY4YEH
BOCIIOMHMHAHMAM YaBeca: «...MOJIOAEKH MOEro Io-
KOJICHHUS YyBCTBOBAJIA ce0sl akTEpaMH Ha TUTAHTCKOU
ciieHe OOpbOBI M MYKECTBa Kak pa3 B TO Bpems,
KOTJ]a Mbl Ha4WHAIM OOpeTaTh YyBCTBO IOTMHHO
HAIMOHAJBFHOTO CO3HAHWS» (WUT. 1o: [2, ¢. 132]).
B. Jlonenko ormeuaet, uto B 1920-1930-¢ Yasec
HaxXoAWICAd B TIOMCKE COOCTBEHHOTO CTHJIA B TPEX
HaNpaBlCHUAX: WHAUXEHU3ME, ypOaHU3Me U COYH-
HEHMAX «“‘Ha 3100y JHS”, <...> OTBET KOMIIO3UTOpa
Ha 3aIpOChI PEBOIOIIMOHHON 3moxm» [3, ¢. 30-31].
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IIo BocnmoMuHaHusM J[lykenbckoro, «upeeu
¢ukc YaBeca ObLT OrpOMHBIA MY3BIKAIBHBIN (e-
CTUBaJIb HOBOI MY3bIKH, CHOHCUPYEMBIN U yIpaB-
JIIEMBIA KOMIIO3UTOpaMH, He HWHTEepIpeTaTopaMu
Wik BIIOONEHHBIMA B MPHUMAJOHH MaTPOHAMHU.
<...> Mekcuka — 3T0 O4ar pOMaHTHYECKUX 3aro-
BOPOB U KOHTP3arOoBOPOB; IIEPEBOPOTOB H KpPO-
BOMPONUTHS. MBI OBl C YIOBOJIBCTBHEM IPOJIHIH
KpOBBH Ooiyiee OOraThIX Mapa3WTOB OT MY3BIKH, HO
B TOT KOHKPETHBIA MOMEHT OTPaHHYMINCH BEp-
OanpHBIM HacWIHEM B (popMe mepBoro HabOpocka
“Manudecta KOMIO3UTOPOB” — OOMOBI 3aMe]|JICH-
HOTO neicTBus, B3opBaHHON B 1933 rtomy» [10,
p. 264]. B My3BIKaJIBHOM KH3HU CBOCH cTpaHBI Ya-
BEC 3aHMMaJI IPUHIUIHAIFHO HHOE TIOJI0KEHUE TI0
CpaBHEHMIO C J[yKenbCKHUM, KOTOPBIM TOrAa Jake
HE HWMeNl aMepuKaHCKoro rpaxngaHctBa. C 1928
rona Yaeec Bo3miasisui CUMGpOHUYECKUN OpKecTp
Mexuko u koHcepBatopuro’. Kak mwmirer P. Mu-
paHga, B KOHIENIINY BHOBBH CO3JaHHOTO OpPKECTpa
«Ba (akropa CrocoOCTBOBAIU HACTYIUICHUIO 30-
JIOTOTO BEKa MEKCHUKaHCKOW CUMQOHHYECKOH My-
3BIKM: CIUSIHUE TPEX IOKOJIECHUM KOMIIO3UTOPOB U
JKeJlaHUe — MTOIXBAaYeHHOE MHOTUMH XyAOKHUKaMHU
— co3/1aTh cyry00 MEeKCHKaHCKuil penepryap»’ [11,
p. 47]. byayuu ocHoBareneM W TJIABOW CTOJIUIHO-
ro opkecrpa, YaBec yxxe Ha pydexe 1920-1930-x
3a71aBajl TOH My3bIKallbHOW *kW3HU Mekcuku. Ko-
miasa B nuckMe Kk Yamecy ot 16 mexabpst 1933
roga coobmai: «Korma s Obl1 B Mekcuke, s He-
MHOTO 3aBHIOBaJ TBOEH BO3MOXKHOCTH CIIY)KUTh
CTpaHe ¢ TOMOIBI0 MY3bIKH. 31ech, B CILIA, MBI,
KOMITO3UTOPBI, HE UMEEM MEePCIEKTHBBI PYKOBOANUTH
MY3BIKJIbHBIMA JI€IaMU HAIlUM — HAIIPOTHB, C MO-
MEHTa MOETO BO3BpAIllEHUs y MEHA cOo37aéTcs BIIe-
gaTJICHHE, YTO BCE OOIBIIE M OOJBIIE MBI ITHIIEM
B BakyyMe. 371eCh, MHE Ka)KeTCsI, KaK HIKOT/Ia Majia
peanbHas CBA3b MEXKAY MyOIMKOW M KOMITO3UTOpa-
MU U, KOHEYHO, 3TO OUCHb OOJIE3HEHHOE MTOJIOKEHHUE
Bemedd. Kak Buawib, a1 MeHS TBOsI paboTa B Ka-
yectBe Jefe de Bellas Artes — oueHb Ba)KHBIH ITyTh
K CO3ZIaHHIO ayIMTOPHUH U MPEOBIBAHUIO B KOHTAKTE
¢ aynutopueil. Korga komy-T1o 310 yaé€rcsi, OH MO-
KET COUMHSITh C UCTUHHON PaoCThIO»?.

OtcyTcTBHEe TOAOOHBIX BO3MOXHOCTEH y Jly-
KEJIBCKOTO YaCTHYHO KOMIIEHCHPOBAJIOCH €T0 aB-
TOPUTETOM B KPYT'y aMEPHUKAHCKHX MY3BIKaHTOB.
B ero nom 66utm Bxoxu A. Komann, [[x. Mopocec,
b. XeppmanH. Bce oHM npuHsUIM ydacThe B pas-
paboTKe TPOEKTa aMEPUKAHCKOTO MY3BIKaJIBEHOTO
¢dectuBanst mo Habpockam, caelaHHbIM YaBecom
u dyxenbckuMm B Mekcuke. JlaHHas ucropus mnoka
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MOJTHA JIaKyH, MOCKOJIBKY HH caM JOKYMEHT, HHU
CBUJICTEJIFCTBA YJACTHUKOB COOBITHII HE OOHApYy-
xeHbl. CormacHO BOCHOMHHAHHMAM JlyKembcKoro,
¢ mpoekToM (ecTHBaJsl OH OTIPaBMWICS K ATHecc
Meiiep, koTopas COIIaCWJIACh BBIACIUTH HA HETO
50000 mommapoB. IlpemBapurensHOE comiacue
obut0 monyveno u ot C. Kycepuiikoro, mpearona-
raeMoro My3bIKaJIbHOTO AupekTopa (pectuans. 1o
cBuzerenbCcTBy Jlykenbekoro, KyceBuikuili naxe
TUTAHAPOBAJ B CIIy4ae yclexa MOKWHYTh MOCT JH-
pmwképa BbocToHCKOrO OpKecTpa W BCEIENo II0o-
CBATUTH celsi dTOMYy HOBOMY mpoekTy. OmHako 3a
3THUM DSHTY3Ma3MOM CKpbIBanach (aTaipHas s
BCErO MPENNpUATHS AETalb. MEXAYy AUPIKEPOM
MU COBETOM KOMITO3UTOPOB BO3HUKIIH PAa3HOIIACHSA,
KacaBIIMECs] paclpesiesieHns poJlied B IMPOEKTE.
KommosuTops! xenmanmn camu OTOMpaTh penepry-
ap Ui nporpaMM, KyceBuLkuil ke Iosarai, 4To
YOPaBIATh MPOLECCOM JOKEH OIWH YEJIOBEK —
mupmkép (To ecth 0H cam). [Ipobiema, KOTOPYIO
KOMITO3UTOPBI-«3arOBOPIIUKI» CTPEMIIINCh HC-
KOPCHUTHh MYTEM co3JaHusl ecTuBalls, OKa3aiach
B JIaHHOM cCJy4ae Hepaspemmumonr. 3 memyapos
Hyxenbckoro u3zBectHo, uto Kycesuiikuii BEn nepe-
mucky ¢ A. Meiiep, bITasch yoeauTs €€ He TOIBKO
B OINpPaBIAaHHOCTH CBOEH TO3WIWH, HO U B TOM,
YTO 3TO EAMHCTBEHHO BO3MOXKHBEIN IMyTh OpraHU-
3anuu ¢ectuBand. [IpoTHBOCTOSTHIE 3aKOHYMIOCH
oTka3oM KyCeBHIIKOTO OT ydacTusi B NPOEKTE, a
BMECTE€ C HHM — YXOAOM HECKOJIBKHX KOMIIO3H-
TOpoB, BKIo4as Korutanpa. He xenas orcrynars,
WIEHBl KOMIIO3UTOPCKOTO KOMHUTETa MPEATIONKHIIN
BaKaHTHBIH TocT mupmwképa MOmxuny [ycceHncy
1 chopMyITUpOBaN KOJJICKTUBHBIN MaHUpecT, 1aB
opranuzanuu HoBoe umMst: Kommoszutopckoe 3amur-
HO€ 00IIECTBO.

Cyast o BceMy, MMITYJIbCOM IS PEIINTENb-
HBIX JICMCTBUM MOCIYyXuUja, C OJHOM CTOPOHHI,
nHayrypauus PysBenbsra, a ¢ Ipyrol — IOJIEMHKA,
pa3BepHyBIIasCs B aMEpUKAaHCKOW Ipecce B Mae
1933 roma MexOy KOMIIO3UTOPOM XappHCOHOM
Keppom m xputukom Ommaom J[oyHcom. Kepp,
penaktop xypHaia «TpeHm», XOpoIo M3BECTHBIN
B MY3BIKaJbHBIX KpPyrax Kak 3HATOK M 3aIlUTHUK
HOBOI My3BIKH, ONYOJHMKOBaJ B OJHOM M3 BBIIY-
CKOB JKypHaja CTaTblo, OMUCHIBAIONIYIO TUIAY€BHOE
MoJIoXKeHne cephezHoro kommosutopa B CIIIA. Ilo
MHeHuio Keppa, camo ycTpoHCTBO Hapo)kaarole-
rocsi TOTPEOUTETHLCKOTO OOIIecTBa aBTOMAaTHYE-
CKM OJOKHMPOBAJO MYTH Pa3BUTHA IJIS BCETO, YTO
HeNb3s OTHECTH K TPYMIE «TOBApPOB IIHPOKOTO
MoTpeOIeHns», BKIIOYast U IMyTH AJs HOBOHM aka-
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JIeMUYEeCKO My3blKM. B 3TOl cuTyauuu, nuiier
Kepp, cepbE3Hblii KOMIIO3UTOpP «OKa3bIBAETCS BU-
HOBHBIM B HApyLICHWH 3aKOHA CIIpoca W MNpel-
JIOKCHUSI»’, KOTOPBI B CBOIO OYEpEIb MOOUIPSCT
JMIIb 3aypsIIHOCTh. Beaymuil B TO BpeMsi KpUTUK
«Hpro-Mopk Taiimey» O. JloyHe B cBOEif rasere oT
21 mas 1933 roma omybiukoBan orBeT Keppy mon
Ha3BaHUEM «YZIeJl KOMIIO3UTOPA: HAUTH PBIHOK IS
CBOEr0 TOBapa — 3aHATh MECTO B COBPEMEHHOM
Mupe». B cTarbe OH NMO3MLMOHUPYET COYMHEHME
MY3BIKM Kak OW3HEC, ToJiaras, 4To KOMIO3HTOPY,
KaK HMCKYCHOMY MEHEIDKEPY, CIEAYeT Hay4YHUThCs
Ipoaasarh CBOM ToBap. [10 MHEHHIO KpUTHKA, «E1BA
pa3IMYUMBIe» MPOOIEMBI UCKYCCTBA, JaKe€ BMECTE
B3SIThIE, YCTYIIAIOT IO CJIOKHOCTU XUTPOCIJIETEHU-
sIM 3aIlyCcKa JKEJIE€3HOH JOpOrd, 4To, BIIPOYEM, HE
03Ha4aeT, YTO MPEOJIOICHUE ITHX MPOOIEM JIOJHKHO
nmocturarbes npome u OvicTpee. Kepp He ocTaBmn
cratpio JloyHca 0e3 BHUMAHHSI, 1 OTBET, U3IaHHBIHA
28 Mas1, okazayucs BechbMa mokazarenbHbM. k. [u-
Jlanm orMeuaert, 4To B HEM KOMITO3UTOP HE CTABUT
I10J{ COMHEHHE 3TUYECKYIO CTOPOHY BBICKA3bIBAHUIM
HoyHca: «MHeHHe 0 TOM, YTO UCKYCCTBO 10 CyIlle-
CTBY OBLIO TPOIYKTOM MOTPEOIECHHUS, MPOIMUTAIO
JaKe B3IVISABI €ro Oyaymux “cTpaxkeid” u3 aMepH-
KaHCKHUX WHCTHTYTOB MY3BIKAJILHOTO BOCIIMTaHUS,
[Kepp] HE yTBepxmaeT HH TOTO, YTO HCKYCCTBO
(dbyHAaMeHTaNbHO OTIMYHO OT OW3HEca, HU TOro,
YTO OHO 3aCJY’KMBAET UHBIX CTAHAAPTOB OLIEHUBA-
HUS, 9€M KEJIe3HOMOPOXKHOE Aemo» [9, p. 93].
Kommentapuit QuJlanmn, B uemom crpaBejiu-
BBI, HE YYWTBIBAEeT yTBepxkAcHUE Keppa: «...KoM-
MIO3UTOP, AAKE IIMPOKO H3BECTHBIM, HHUKOIAA HE
MOJYYUT OT CBOMX KOMITO3HMIIUI MPHOBUIH KJIEpKa.
Bopsice 3a MacTepcTBO M IPU3HAHUE, OH JOJDKCH
HU3BICKUBATh <...> CpPEACTBa K CyIIIeCTBOBaHI/IIO>>6.
B otmmumne or Joynca, Kepp, HamepeHHO win
HEBOJIBHO, IIpoTuBopeuws1 jJuHuu HoBoro kypca.
B 1936 romy Py3BensT, mo3mpaBisisi aMepHKaH-
CKMX rpaxnaaH ¢ JIHéM Tpyna, roBopuwir: «Msl OT-
Ka3bIBAEMCSI NPOBOJUThH Pa3jIMUUE MEXIY TEMH,
KTO JKUBET TPYIOM CBOMX PYK WJIH YMCTBEHHBIM
TPYIOM, W TE€MH, KOTO KOPMHUT COOCTBEHHOCTH
<...> He cyniecTByeT HUKaKuX IPUYUH JUIS PACKO-
Ja MeXay “OenbiMu” M “CHHMMH BOPOTHHYKAMH,
XyJO)KHUKAMH W PEMECICHHUKaMH, MYy3bIKaHTa-
MH M MEXaHHKaMH, IOpUCTaMH H OyXrajaTepamu,
apXHUTEKTOpaMu U waxrépamu. <...> Jlenp Tpyna
MPpUHAJIEKUT HaM BceM. JleHb Tpyna cuMBOIU3U-
pyeT Hajexkay Bcex aMepukaHueB. Kaxnbli, KTo
IIBITAETCSL HABSI3aTh €MY KIIACCOBOE COIEpIKaHUE,
OpocaeT BbBI30B BCEH KOHIENINH aMEpPUKAHCKOH
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neMokparum» [6, c. 99]. Konnenmus sTa mpemnona-
rajia ¥ yCcpeIHeHHe OOIIECTBEHHBIX U KYJIbTYPHBIX
CTaHJapTOB.

B 1o Bpems Kepp He BXoaui B psifibl KOMIIO3UTO-
POB-«3arOBOPIIIUKOBY, OJJHAKO BO MHOTOM €0 OTBET
OKa3aJICsi CO3BYYHBIM KOMITO3UTOPCKOMY MaHH(De-
CTY, KOTOpBIH Takke Obu1 HampasieH O. JloyHcy u
omy6mukosan B «Hpro-Hopxk Taitve» 4 mons. Teker
MaHudecrta Tacwr «Mbl, HWKEOIIHCABIINECS,
O0BCTUHIITNCE IS co3fanus KoMITO3UTOPCKOTO
3alIUTHOTO OOIIECTBa, YTOOBI BOCCTAHOBUTH KOM-
MIO3UTOpA B €T0 3aKOHHBIX MIPaBaX B MUPE MY3BIKIY.
OOmiecTBO cTaBWJIO Tiepes; coOOH Ienb «O00pOTh-
csi ¢ (yHOAMEHTATBHBIMH 3JIOYIOTPEOICHUSIMI
B OTHOIICHWH KOMIIO3UTOPOB W TOJAEP’KUBATH MX
B BO3MOXXHOCTH «3apabaTpIBaTh Ha J>KU3Hb CBOEH
pabotoit». Manudect obmuyan opKecTphl, JHPHKE-
POB, COJIMCTOB, yKa3biBas (B IU(pax) HA UX BHICOKHE
noxoapl. JlIst cpaBHEHHS! IPUBOIMINCH apTyMEHTHI
0 OEICTBEHHOM IIOJIOXKEHUU CpeOHecmamucmuye-
CKO20 KOMNO3UmMopa, KOTOPbIM HE MOIy4all T'OHO-
pPapoB 3a CBOIO MY3BIKY, a Jalle — He JoOuBacs eé
WICTIOJTHEHHS BOBCE. ABTOPHI CETOBAJI HA HEBHUMA-
HUE UCIIOJHUTENIEH K COBPEMEHHBIM aMEPUKaHCKUM
KOMIIO3UTOpaM, Ha JAOMHHUPOBAHHE B pemepryape
€BPOIIEHCKON MY3bIKHM IPU3HAHHBIX MATpPOB. I0BO-
PHIIOCH O «IIPEayOeKICHUAX PYKOBOISAIINX KPYTOB
Y HAIMOHAIMCTHYECKOM BEPHOIIOJIAHHIYECTBE CO
CTOPOHBI AUPIDKEPOB, 3a4acTyIO0 BEIYIINX K HCIION-
HEHHWIO HH3KOMPOOHBIX MPOM3BEACHHH, YTO OTpa-
’KaeTcsl yTparoil aBTOpUTETa HA BCEW COBPEMEHHOMU
My3bike»’. B menn OOmiecTBa BXOIUIO H3IaHHE
O6poruropsl «KOMITO3UTOPHEI TOBOPST HAYHCTOTY»,
PpacKphIBAIOIIEH KOHTEKCT KOMIIO3UTOPCKOM padoThI;
BBEJICHHE B MPOTPaMMBbI KOJUIEKEH W KOHCEepBaTo-
puii Kypca COBpEMEHHON MY3bIKH; €5KEMECSIYHBIN BbI-
ITyCK CIHCKA HOBBIX NMPOW3BENECHUH aMEPUKaHCKUX
KOMIIO3UTOPOB, PEKOMEHJOBAaHHBIX K HCIIOJHEHHUIO
Y W3JAHUIO; YUPEXKAECHUE «EKEroJHOTo (ecTUBaIsi
COBPEMEHHON MY3BIKH, IPOrpaMMBI KOTOporo Oy-
JIeT yCTaHaBIMBAaTh KOMIIO3UTOPCKUM coBeT». [lma-
HUPOBAJIOCH JaKe co3laHue Owopo uHpopmamy,
COOOIIAOIIEro MyOIMKEe O 3JI0yNOTPEOICHUIX JH-
PYOKEPOB M HCIOIHUTEIEH MO OTHOLIEHUIO K KOM-
no3uropam. Mann(ecT moanrcaiy CBhIIIE 1BaALATH
KOMITO3UTOPOB, B ToM uuciie M. Axpon, P. benner,
M. bnuncraity, Dx. I'epmsun, I Koyamn, 1. Myp,
V. Purrep, K. Camsiieno, b. Xeppmaun, M. Iun-
JUHTEp U Apyrue. MHOTHE W3 HUX BPSAZ JIU MOIIA
[I0XKaJIOBAaThCs HAa HEJOCTAaTOK MPU3HAHUSA, OJHAKO
W OHH OUIYIIAIH, YTO MPOQecCHsi KOMIIO3UTOpa Ha-
XOAWJIACH TIOJ] YTPO30H.
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[epBbIM OTBeTOM Ha TYONUKALMIO MaHU(ecTa
CTaJoO OTKpPHITOE MUChMO Auekcanzipa KennOepuna
C pe3kol KpHTHKOHU coneprxanus Mmanudecra: «Ilep-
BOC JKE BBICTYIUICHHE OOIIECTBA HAYMHAETCS C Ha-
310K Ha CaMH KaHAJIbl, Ye€pe3 KOTOPHIE €r0 WICHBI
JOCTHUIII HEMaJIBIX YCIIEXOB, C YTBEPXKIECHH 3aBe-
7I0MO U (DYHIAMEHTAJIBHO JIOKHBIX»®. 10 MHEHHIO
Kenpbepuna, B Mmy3bikanpHoN xu3aKn CILIA xomrto-
3UTOpaM TMPEIOCTaBICHbl OCCUHMCIICHHBIE BO3MOX-
HOCTH JJIsl camopeali3allui — 4epe3 (ecTHBaH,
MIPEMHUH, COTPYIHHUYECTBO C OpkecTpamu. KembbOe-
pPHH mpHOErHYN K oOBHHEHHsM 4ieHoB OOIecTsa
B MOIMBITKAX CKPBITh 3a MaHH(peCTaUsIMU COO0-
CTBEHHYIO MPOQECCHOHATBHYIO 3aypsIHOCTh M He-
COCTOSITETIBHOCTD, PEIOMHPYSL: «...[IEYaTbHO BUIETh
cpenr TONIMced MMEHa MOJIOABIX TPETEHIEHTOB
Ha KOMITO3UTOPCKUE JIaBpbl, 0€3 COMHEHHsI 00naja-
IOINX TaJJaHTOM M MacTepcTBoM. KTo ke To muTi,
YTO BBIBEAET MX W3 MyCTHIHKU?» . Cpemy OTKIHKOB
0pU10 TIChMO bepHapna Pomkepca ¢ Hagexaon Ha
TO, uTo OOIIeCTBO OyIET 3aIlIMIIaTh HHTEPECH KaK
KOMIIO3UTOPOB, TaK M «BCEX YECTHBIX MY3bIKAHTOB
Awmepukm»'°, Hembscon Ipaiic sxeman O61ecTBy po-
CTa JI0 HAI[MOHAJIFHOTO U MEXTyHapOIHOTO YPOBHS
Y BO3Jaraj Ha HETo HAJAEXKIy KaK Ha SAPO POKIa-
TOIIENCS HAITMOHAIBHOW KOMITO3UTOPCKOM IIKOJBI!!,
Hessupas nHa xputuky KenpOepuna, uepe3 Hememto
nocie BbIXoga ero crarbt OOIIECTBO OOBSIBUIIO
O BCTYIUIGHHH B CBOHW DPS/IBI €IIE€ TBEHAIIATH HIIe-
HOB, B ToM uncie Keppa u Pomxkepca. B ucnonnu-
TenbHBIN coBeT OOmecTBa Obti M30pansl [. Koy-
2, B. lykensckui, I. Moppuc u b. Baitmxenaap.

Hecmotps Ha pe3oHaHC B mpecce U SCHBIE Ha-
Mepenusi, OOIIECTBO CIIOBHO PacTBOPUIIOCH Yepes
JIBa Mecsflla IOCiie CBOEro mnossieHus. Kommosu-
TOpcKuil (ecTuBainb Tak W He coctosuics. Cornac-
HO Jlykenbckomy, ATHecc Metiep BhIHYKIIeHa OblIa
OTKa3aTbCsl OT (PMHAHCHPOBAHUS MPOEKTA, TOCKOIIb-
Ky B ToM ke 1933 rony eé€ cynpyr, FOmkun Metiep,
mpuoOpén razery «BammMHTTOH TOCT», COCPEno-
TOYMB YCHJIUSI M CpPEACTBA HAa PA3BUTHH W3JAHMA.
CBoro poib, BO3MOXKHO, CBHITPAI0 M aBTOPHTETHOE
MHeHne KyceBuIkoro, u mpoTHBOpedHe B CaMOM
npoekre QecruBans. XKenas opraHu3oBarh My3bl-
KaJbHOE COOBITHE, IETUKOM YIIPABIIEMOE KOMIIO-
3UTOpaMH, €ro UJEUHbIE BIOXHOBUTEIN BCE KE HE
TOTOBBI OBUTH CAMOCTOSATENIFHO €r0 CIOHCHPOBAaTh,
Momnazas B 3aBUCHMOCTH OT BHEIIHHX (PMHAHCOBBIX
BiuBaHuil. K ToMy ke OHM (hakTUUECKH TpHYKC-
TN K «BPaXECKOMY JIarepio» My3BIKaHTOB-HC-
MIOJTHUTENEH, 0e3 Ybero ydacTusi peayu3anus UJIeH
Obuta HeBo3MOXHA. [IpumeuarensHO U TO, YTO JU-
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pwxépom dectuBans 6v11 m30pan KyceBuukuid,
a He komno3utop — wied O6mecTsa. Ha 3Ty pons mor
npeteHaoBath Koruian, Ho OH penoyén NOKUHY Th
MIPOEKT U3 yBakeHHs K KyceBHIIKOMy — CBOeMy y4H-
TENIO U CaMOMY aKTHBHOMY MHTEPIIPETATOPY.

Manudect, 3anuIaBIui HHTEPECH «CPETHE-
CTaTHCTUYECKOT0» aMEPHUKAHCKOTO KOMIIO3UTOPA,
Ka3aJoch Obl, HE MPOTUBOpeUn KoHIenryu HoBoro
Kypca. B Tekcte roBOpmIIOCH, YTO KOMITO3UTODP HE
HYXJIaeTcs B MPOCTOM (MHAHCOBOM COJICHCTBHH,
MOCKONBbKY DyHIaMeHTabHbBIE TIPOOJIEMBI OBLITH pe-
3yJIBTaTOM «IJIOXO OPraHW30BaHHON MY3bIKaJIbHOU
CTPYKTYPBI AMEpUKI». YIIOMHHASI O TOCYIapCTBEH-
HOH IOJIEPIKKE EBPONEUCKUX U COBETCKUX KOMIIO-
3UTOPOB, WieHbl OOIIEecTBa, XOTh U HE HAIPIMYIO,
obpamamuchy k Bmactasm CIIA. Pomxepc BvIpa-
3uics emé Oonee SICHO: «IPaBWIIBHOE BpeMs IS
WAYIIEr0 HampojoM, BOMHCTBYIOIIETO BUKEHUS,
JUIA HOBOTO Kypca aMEpPHKAHCKOM KOMITO3UITUI.
Opnnako o0bexkToM KpuTuku Keppa Obuta «cpemssist
KyJIbTypa», Ha KOTOPYIO0 BCKope Harenuicss HoBbii
Kypc U CyTh KOTOPOW 3aKIJII0Yajach B JE€MOKpAaTH-
3alMd W KalmUTaJW3alud  «BBICOKOH» KYJIBTYpPHI,
TO €CTh B NPeoOpa30BaHUH DIUTAPHOTO NCKYCCTBA
B «IIPOAYKT HIMPOKOTO MOTPEOICHUY.

Hogelit kypc onpaBnan oxumanus OOmiectsa
mums otdactd. B 1935 romy Pysmensrom Obina
3aImyIieHa IporpaMma MmoAepKKH UCKYCCTB, KOTO-
past oOpena cebs B paMKax JAEATEIbHOCTH AIMH-
HuCcTparuu obmecTBeHHBIX padot (Work Progress
Administration, WPA). Cpenu nporpamm WPA Ha-
xonuicss U PenepanbHbli My3bIKAIBHBIA ITPOEKT
(Federal Music Project, FMP), craBuBmuii nemnbto
TPYAOYCTPOMCTBO HYKAAOMIMXCA'2 MY3BIKAHTOB,
MOBBIIIICHHE KAYeCTBa MY3BIKAJIbHOTO 00pa30BaHUs
U IPOCBEILIEHNE IUPOKON aynutopuu. Kak u npy-
rue nporpaMmbl WPA, My3bIKaJIbHBIM TPOEKT IO-
OILPSUT TTATPUOTHU3M, JEMOKPATHIYHOCTHh C OCOOBIM
BHUMaHHEM K OTPaKEHHIO MOBCETHEBHOW >KHU3HU
W aneuisinueil K MacCoBOMY BKYCY, TOJIMTH3HPO-
BaHHBIE CIOXKETBI U «IUTAKaTHBIN CTHIIb.

I'maBoii FMP Obu1 nHasnauen H. I Coxkoios,
sMUrpanT u3 PoccHH, BBITYCKHHK Menbckoro yHu-
BEPCUTETA, MPEXJE PyKOBOAUBIINN KIMBIEHACKUM
opkecTpoM u opkectpoM Haponuoit dumapmonun
Can-®Opanrmucko. J1o mpegonpenemmio kypc FMP
Ha TIOMYJISIPU3AINIO0 aKaJIEMHUYECKON MY3BIKH Cpenn
HaceneHus. B atom cmeicne FMP nponomxkan nu-
HUIO 3allyIIEHHBIX B Havaje BeKa MPOTpaMM «My-
3pIKaNIbHOTO BOocmuTaHus» (Music Appreciation),
Pa3bACHSIIOMNX aCIeKThl BBIPA3UTEIBHBIX CPEICTB
aKaJeMHYEeCKON MY3BIKH HEMOATOTOBICHHOMY
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CiTymarento. BakHBIM pecypcoM B 3TOM TEUEHUH
crayio paauo u, kak mumeT Jx. Ilaciep, k 1930-m
rofiaM, C paclpoCTpaHEHHEM pPaJAMOBEUIAHUS, TEK-
CTBI MY3bIKaJIbHOTO BOCIIUTAHUS «CMEMIAIN aKIEHT
C TOTO, KaK CIyIlaTh, — HA TO, ¥mo CIymare» [12,
p- 213]. To ectb ¢ Teopuu My3BIKH — Ha UCTOPHIO.
B opOuty BHHMaHuMA momaganu Ouorpaduu KOM-
MO3UTOPOB, HCTOpPUYECKUH (DOH CO3maHus TpoU3-
BeneHnid. CBOE MPONOIDKEHHE 3TOT BEKTOp HAIEN
B nestenbHOCTH FMP, mom srumoit KoToporo ObLT
coznan Kommosuropckuit  Gopy™m, MOATOTOBIICHEI
«YKa3arellb aMEPUKAHCKMX KOMIIO3UTOPOB BpPEMEH
WPA» (ue wusnan) u «buorpado-oudnuorpaduye-
CKHH yKazarenh My3bIkaHToB CIIIA ¢ KOTOHHATBEHBIX
BpeMEn» (omyOimkoBaH B 1941). PaccmarpuBas omHy
W3 KHAT «MY3BIKQJTFHOTO BOCIIUTAHHS», HATMCAHHYIO
X. I Kunuemmoit B 1930-e, Ilacnep orMedaet, 4To,
npusHaBas goctmwkenus [ledroccu, CTpaBHHCKOTO,
[porodwepa, Illéndepra, Xunmemura, OHerrepa,
aBTOp 0OXOAWUT BHUMaHWEM My3bIKy AfiB3a, Koyamia
«u naxe Kommanma» [Ibid., p. 216]. Cpenu amepu-
KaHCKHX KOMIIO3UTOPOB BHUMAaHHUE YAETSIOCH (QHUTy-
paM peruoHaIBFHOTO MacITada, To €CTh TeM, KTO TIpe-
TEHJIOBAJI Ha POJIb «TOPAOCTH MECTa», a HE CTPaHBI
B LIEJIOM, 1 HE MOT KOHKYpPHPOBAaTh C MPU3HAHHBIMHU
Ha MUPOBOM ypoBHE MMeHamu. [Ipaiic B ynomsHy-
TOM OTBeTe Ha MaHudpecT nucain: «Hukro HUKOTAA HE
OyzeT yBepeH B TOM, UTO FIMEETCS B BHIY IO My3bI-
koii Coenuuénnpix IlITaros, moxa e€ CTHIM U MaHe-
pB1 He OymyT GoJee TIOJIHO CHHTE3MpOBaHb. Jlanee
IIpaiic ynioMsiHya 0 KOMIIO3UTOPax BOCTOYHOM, Cper-
He-3anaaHoi u 3amagHou dacrer CIIIA, otrmaBas
npeanodTreHre mnocnenHuM. llpumedarensHa 3mech
Ta JEHEHTPAIN30BaHHOCTh, KOTOpasi B TO BPEMS,
BO3MOYKHO, HE TI03BOJIIIa KOMITO3UTOPaM AMEpPUKH
00beIMHAUTHCS Ha HAIIMOHAIFHOM YPOBHE.
[IpoGiemMa MecTta CepbE3HOrO KOMIIO3UTOPA
B AMEPUKAHCKOM My3bIKAJIbHOM JKM3HM OCTaBa-
Jach 3HAYMMOW B CEpelWHE W BTOPOM IIOJOBHHE
XX BeKka, coXpaHss aKTyaJIbHOCTb U s Jlykeib-
CKOTO, ¥ ISl €r0 OBUIBIX CIIOJABM)KHUKOB. Kommang
u Kepp ¢ rpynnoii eiMHOMBIIIIEHHUKOB OPraHu30-
BaJlM AJBSHC aMEPUKAHCKUX KOMITO3UTOPOB (1937)
u lentp amepuxanckoit my3biku (1939). [lykens-
ckuii B 1944 rony Hammcaia CTaThio «YIeN KOMIIO-
3uTopa B AMEpHKe», Ha3BaHHE KOTOPOW OTChIIa-
7o k mybmukanuu Jloynca. Hambonee monHo cBOE
BUJICHHE TIPOOIEM aMEepHUKaHCKOW My3bIKaJIbHON
JKU3HU OH m3iokui B kamre «llocmymaiire! Dcce
Ha obecriennBanye My3bIkm»!' (1963). Bompoc yua-
CTH KOMIIO3UTOPa OOCYKIAJCsl B paMKaxX KPUTUKU
«CcpemHed KyIbTyphl» BO BTOpOM mosoBuHe 1940-x
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—Havaiie 1950-x rofoB., IJie OJHUM U3 00BEKTOB OKa-
3anach My3bika Kommanzna. CormacHO KOMMEHTapHUIo
1O. H. Porynésa, «00MBIIMHCTBO aMEPUKAHIIEB TIOA-
nepxamu 3akoHbl “HoBoro kypca”. OmHako B mo-
JUTUYECKUX U DKOHOMHYECKHX Kpyrax Oblia MHas
peaknua. Py3BenbTa cTamu KpUTHKOBaTh M CIIEBa,
W CIpaBa, U BHYTPH JEMOKPATHYECKOHN MapTum» [6,
c. 65]. Jlo6aBuM K 3TOMY, 9TO B YHCJIC OIIIOHCHTOB
®enepanbHoro npoekra Obu1 Maprun a3 Mnan-
MM, BIOCJEACTBUM — m1aBa Komuccnu no paccie-
JIOBaHUSIM aHTHUAMEPUKAaHCKOM AesTelbHOCTH. MHO-
THE TIPEICTaBUTENIM HAyKH W HCKYCCTBA, IPEXKIE
YCIIEIIHO BNMCAaBIIMeECs B onMuTHKY HoBoro xypca,
OB OOBMHEHBI KOMHCCHEH B CHMITATHSX K KOM-
myHusmy. Cpenn Hux — beprcraiin, bauncraiin, [o-
yac u Komnann, BKIIOYEHHBIE B OOIIUPHBIN CITUCOK
«Kpacusie kananb» («Red Channelsy)'.

Crycra necstuneTus ObBIIAN cekpetaps Kom-
[MO3UTOPCKOTO 3alTUTHOTO 001ecTBa ApTyp beprep
Bc€ eml€ Oyl HEOCTaTOK BHUMAHMS K TBOpYE-
CTBY aMEPUKaHCKHX KOMITO3UTOPOB: «KaJo0bI [Ma-
Hugecra] 3Bydanu BeChMa IMOXOXKE Ha T€, YTO MBI
CIIBIIIMM CETOAHs. <...> C HEJABHHUX IIOP MBI IIpH-
BBIKJIM AyMaTh 00 3TOM Kak 0 MHHOBABIIIeH Tpolite-
M€ M BEPUTH, YTO aMEPHKAHCKAas CIICHa JOCTHIA
camocrosTeiabHocTd. Ho Gotock, eBporelickas 3a-
BUCHUMOCTb BCE €lI€ UMEET MMUPOYarIInil pa3Max»»
[8, p. 46].

Nnesa u nmporpamma KoMIlo3UuTOpcKOro 3aiuT-
HOTO 001IecTBa OBUTH aKTyanbHbI. IMEHHO TI03TOMY,
HE 33JyMBIBasICh O JETAISAX peaNn3alliu, K IpPOeK-
Ty MPUMKHYJIO TaK MHOTO BEAYIINX KOMIIO3UTOPOB
CIHA. OpmHako «3aroBOPIIMKM» OCTAHCh «3aro-
BopiuKamMmy. O0IIecTBO HE OOBSIBIISIIO O POCITYCKE
YJICHOB, HO, KpOMe MaHU(ecTa, JHIIb pa3 myOInd-
HO 3asBWJIO O cebe B mpecce. [Ipuuunbl aToMy emmé
MIPEACTONT yCTaHOBHUTH. [lokazaTenmpHa OIMCHIBae-
Mast JIyKenbCKUM HCTOpHsl ¢ QecThBaieM. Pa3pu-
Basi 03By4YeHHYIO YaBecoM HJEr0, OpraHu3aTophl He
BITOJIHE YWIM KOJIOCCANBHYIO pa3HHIy B ACHUCTBH-
tenpHOCTH Mekcuku 1 CHIA Toro Bpemenu. Bme-
CTE C TeM B meperoBopax ¢ A. Meliep KOMIO3UTOPHI
yOexnanm eé B pUHAHCOBOU JIMKBUIHOCTH MPOEKTA,
rapaHTUPOBATh KOTOPYIO OHH He Mord. [lornManu
OHHU H TO, 4TO 0€3 aBTOpUTETa TUPHKEPA, UMS KO-
TOPOTO MPUBJICYET BHUMAHNE MyOIHKH U KPUTHKH,
MIPOEKT HE MOMYYHT JODKHOTO pe3oHaHca. [lozumm-
OHUpPYS (eCcTUBAIb KaK «IPOMYKT», TPOJABas €ro
KaK OM3HEC-HIICI0 M OTBOIS TUPIKEPY POITH «IJTHIIA
9TO KaMIlaHUH, KOMITO3UTOPHI TOMEIIATIH TPOEKT
B CHCTEMY OTHOUIEHHMH, IPOTUB KOTOPOM BBICTYIIA-
JIK, BMECTO TOTO YTOOBI IPEOJIONETh €€ PaMKH.
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< MPUMEMAHUA (<

! Cormacuo T. YekoBoii, «He CTaB OJHHUM H3 3Ha-
YUTENIbHBIX LIEHTPOB POCCUHCKOW sMurpauuu, Mekcu-
Ka, TEM HEe MEHee, OKa3anach B IIEHTPE TacTPOJIBHBIX
MapIIpyTOB NPEICTaBUTENEH PyCCKOTO 3apyoesxns. Han-
OonbInasi MHTEHCUBHOCTh 3THUX BU3WTOB IPHUIIACH HA
30-40-e rr, T. €. Ha EPHUOJ, KOrJa HEMOCPEACTBEHHOIO
KkynsrypHOTOo oOMeHa mexay CCCP u Mekcukoii He cy-
mecTBoBasI0. Takum 00pa3oM, pyCcCKHE SMUTPAHTHI CBO-
HMH TracTPOJISIMU 3aII0JTHIIIN BaKyyM KyJIbTYPHBIX CBSI3CH
¢ CCCP» [7, c. 14], ocobenno B cepe Oanera, My3bIKH
u KUHOUCKyccTBa. [1o sToit mpuumHe, BepostHO, C. [Ipo-
KO(BEB IBITAJNICS yCTAHOBUTH TBOPYECKHI OOMEH MEX Ty
xommosuropamu Mekcuku u CCCP He odunmansHo,
a gepe3 Jlykenbpckoro, o 4éM MPOCHI €r0 B HHCHME OT
14 aBrycra 1933 roma (cm.: Cepreit u Jluna [Ipoxodbe-
BBl 1 Brmagmmup lykensckuii. [lepenncka 19241946 /
my6i., komM. M. Bumaesernkoro // Cepreit [Ipokodbes.
IIucema. Bocnomunanus. Crateu. HeusBectHble Mate-
puaner. M.: lexa-BC, 2007. C. 30).

2 Emg paHblIe KOMIIO3UTOP CTajJ OIHHM H3 OCHO-
Bareneil [lanameprkaHCKOH acCOIMAIK KOMIIO3UTOPOB
Hapsay ¢ Bapesowm, Parmzom nu Koyamnowm.

3 Tlox Tpemsi MOKOJCHUSIMH KOMIIO3UTOPOB MMEIOT-
csl B BHIY poBecHHKH YaBeca («cpemHee) MOKOJIEHHE),
ero crapmmue (mokonenus M. Ilonce) n mmaamwue (po-
muBmrecs B 1910-e Tomer) COBpeMEHHUKH.

4 Library of Congress, Aaron Copland Collection,
Box-Folder 249/26.

5 Hur. no: Downes O. The Composer’s Lot // The
New York Times. 1933. May 21.

¢ Kerr H. Modern Composers’ Problems // May 28.
7 The Composers Unite // June 4.

Native Composers Again // June 7.

Kensbepun pomuiicst B oauH rox ¢ JIyKeJIbCKUM
U OJHOBPEMEHHO ¢ HUM oOyuaics B KnueBckoii koHCep-
BaToOpHH, HO UMs JlyKeIbCKOTO B €r0 CTaThe HE yIOMs-
HyTO. CBENIeHNIT 0 KOHTAaKTaX My3BIKaHTOB OOHAPY>KUTh
TIOKa HE YIaJIOCh.

10 Composers Society Again // June 11.

""" American Composers // July 2.

12 B peun ot 28 anpenst 1935 roma, anoncupys WPA,
Py3BensT coobumin: «IIpoeKTs JOMKHBI B NIEPBYIO O4e-
penb obecrieunBaTh paboOTy TeM, KTO B HACTOSIIUN MO-
MEHT Toy4aet nocobus» [7, c. 91].

13 B 3armaBunm «Listen here! A critical essay on music
depreciation» Jlykenbckuii OOBITpPHIBACT HA3BAHWE JIBU-
YKCHUS My3BIKaJIbHOTO BOCIIUTAHHA (music appreciation),
nuMes B BUILy CUTYalllIo B TTOCIIEBOCHHON MY3bIKaJIbHOM
kynsType CIIIA.

14 TTonHoe Ha3BaHue Opourropsl — «KpacHbie KaHAIBI:
OTYET O KOMMYHHCTHUYECKHUX BIMSHHSIX HA pajio W Te-
nesuneHum» («Red Channels: the report of Communist
influence in radio and televisiony, June 1950). [Ty6mu-
Kalys, OCYIIECTBIEHHAs W3AATEIIMH aHTHKOMMYHH-
cTudyeckoro anpMaHaxa «KoHTparaka», mpencTaBisia
co0oi1 yka3arens UMEH C OCHOBAaHUEM JUISl BKITFOUCHHS
B CITHCOK — CBSI3H C HEXKEJIATEJIbHBIMH OPTaHHU3ALMSIMHY,
MEpOTIPUATHAMHI U JIHLAMH.
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bawkmnpckas onepHasi ctryaAusi npu MoOCKOBCKOM KOHCepBaTOpPUM:
CTPAaHULbI UCTOPUU

Crarps MOCBSIIEHA BOIPOCAM peaTH3alld MporpamMmbl KyasrypHoro ctpoutenbetBa CCCP B 30-e rogpr XX
BEKa, B 4aCTHOCTH, ()OPCHPOBAHHOM MOITOTOBKE HAIMOHAJIBHBIX MY3bIKAJIBHBIX KaApOB. B meHTpe BHUMaHMs aBTOpa
— bamxkupckas onepHas cryaus npu MockoBckoi koHCcepBaropun. OCHOBY CTaTbi COCTABHIIN apXHBHBIE MaTEPHAIbI,
moyepnHyThle W3 (oHAa MOCKOBCKOH KOHCEPBATOPHH, XpaHSMIErocs B POCCHIICKOM TrocymapcTBEHHOM apXuBe
JINTEPATYPBl U UCKYCCTBA, a TAKXKE U3 apXxuBa MOCKOBCKOM rocyaapcTBeHHON KoHcepBaropuu uMm. I1. M. YalikoBckoro
U BeOOMCTBEHHBIX (oHIO0B HammonampHOoro apxmBa PecmyOmmkm bamxoproctan. Bompmias 9acTe JOKYMEHTOB
BBOJUTCS B HAyYHBIH 000pOT BIEpBbIe. [ BOCCO3AaHMUs XPOHOIOTHUH COOBITHI U3 KHU3HHU CTYJHHIIEB aBTOPOM OBLIN
HCIIONB30BaHbl HE M3JaHHBIC paHee BOCIHOMMHAHMS BBITYCKHHUIBI CTyauu 3anTyHbl MnpOaeBoil. PaccmarpuBarorces
Takue npoOIeMbl, Kak Ha0Op KOHTUHICHTA, OpraHKu3alsa yIeOHOTO Mpoliecca, CO3AaHIe HallMOHAIBHOTO perepTyapa,
¢uHarcupoBanue, OBIT. OcBemaeTcss MepBBIi rox (GYHKIHOHUPOBAHHSA bamkupckoro omepHoro Tearpa. JomkHOE
BHHMMaHUE yzemnseTcs IMYHOCTH ['a3u3a AsibMyXxaMeToBa Kak Opraiusaropa bamkupckoil onepHoi cTyauu.

W3ydyenne MOKyMEHTOB, CBSI3aHHBIX C JICSATENBHOCTHIO ONEPHOW CTYOWM, IOMOTA€T OCMBICIECHHIO CIOKHOH
1 TIPOTUBOPEYMBON KYJIBTYPHOM CHTyallum B bamkupuu B Nepuox WHTEHCHBHOTO Ppa3BUTHSA MYy3bIKaJIbHO-
TeaTpaJbHBIX TPATULIUH PECIyOINKH.

KnrodyeBbie ciioBa: My3blKaibHas KyabTypa bamkupun, bamkupckuii Tearp omepbl u Oanera, onepHas CTyaus,
My3bIKaJIbHOE 00pa3oBaHue, MOCKOBCKasi KOHCepBaTopus, [ a3u3 AITbMyXaMeTOB.

Jna yumupoeanus: balimyxameroBa I. A. Bamkupckas onepHas cTynust npu MOCKOBCKON KOHCEPBaTOPHH:
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The Bashkir Opera Studio affiliated with the Moscow Conservatory:
Pages of History

The article is devoted to issues of realization of the program of the cultural buildup in the USSR during the
1930s, including the stepped-up preparation of national musical personnel. The focus of the author’s attention is on
the Bashkir Opera Studio affiliated with the Moscow Conservatory. The basis of the article is built on archival material
drawn from the fund of the Moscow Conservatory, preserved at the Russian State Archive of Literature and Art, as well
as from the archive of the Moscow State P. I. Tchaikovsky Conservatory and the departmental funds of the National
Archive of the Republic of Bashkortostan. A large number of documents is brought into scholarly circulation for the
first time. In order to recreate the chronology of events from the lives of the members of the Opera Studio the author
made use of previously unpublished memoirs of one graduate from the Opera Studio, Zaituna Ilbayeva. Such issues
are examined as the enrollment of personnel, the orchestration of the tutorial process, creation of national repertoire,
financing and everyday life. Description is given of the first year of the functioning of the Bashkir Opera Theater.
Significant attention is given to the personality of Gaziz Almukhametov as the organizer of the Bashkir Opera Studio.

Study of documents connected with the activities of the Opera Studio is conducive for the understanding of the
complex and contradictory cultural situation in Bashkiria during the period of intensive development of the musical
and theatrical traditions of the republic.

48



2018,2

Area Studies in Music

0

Keywords: the musical culture of Bashkiria, the Bashkir Theater of Opera and Ballet, the Opera Studio, musical

education, the Moscow Conservatory, Gaziz Almukhametov.

For citation: Baymukhametova Gulshat A. The Bashkir Opera Studio affiliated with the Moscow Conservatory:
Pages of History. Problemy muzykal'noj nauki/Music Scholarship. 2018. No. 2, pp. 48-55.

DOI: 10.17674/1997-0854.2018.2.048-055.

30-e TomBI MPOILIOTO BEKa OJHOW M3 IVIaB-

HbIX 3a71a4 COBETCKOTO TOCYJapCTBa CTAJIO

YCKOPEHHOE pa3BUTHE KYyIBTYpPHl HAIHO-
HAJILHBIX PEcITyONIUK, a Ba)KHOW €€ JacTbio — OT-
KpBITHE OIEPHBIX TearpoB W (OPMUPOBAHUE Ha-
[IUOHAJBHOTO pernepryapa. Kak crnencrsue, BcTana
npobiieMa TOATOTOBKK MPOQECCHOHANBHBIX MY-
3BIKAJIFHBIX KaJPOB M3 MPEACTABUTENCH KOPEHHOU
HAI[MOHAIBHOCTH. Pemenne BUIEIOCH B CO3MaHUU
HAI[MOHAIBHBIX CTYIWH 1 OT/IEICHN PU BEAYIINX
y4eOHBIX 3aBEIEHUSIX CTPAHBI.

3HAYNTENBHYIO POJIb B JieJie MOATOTOBKM HAIlH-
OHAJTBHBIX MY3bIKaJIBHBIX KaJpOB Chirpajia MOCKOB-
CKas ToCy/lapCTBEHHas KoHcepBaropus. 3aeck B 1932
roqy Oblla OpraHM30BaHa IepBasi OMEpHAs CTYIAWS
— bamxkupckas. [lozxe Hawanu (QyHKIMOHHUPOBATH
Tarapckas (1934), V36ekckas, Kazaxckas crynum
u Typxmenckoe otnenenue (1935) [11, c. 62].

bamkupckas omepHas CTyausi paHee HE fB-
Jsmack OOBEKTOM  CHEIHATBHOTO HCCIIEeTOBAHMS.
B omy0nmkoBaHHBIX TpyAax, MOCBSIIEHHBIX pa3-
JUYHBIM AacIIeKTaM HCTOPHH OAIIKHUPCKOW MY3bI-
K{, (yHKIIMOHUPOBAHUE CTYIUU BBIPUCOBBLIBACTCSI
TG «ITyHKTHPOM», @ B MOAXOZAE K €€ M3y4EeHHUIO
yaie BCero HabIIoNaloTCsl eAMHUYHBIE OIICHOYHBIC
XapaKTePUCTHKU C TIO3UIIUI COBETCKOTO BPEMEHH .
Ha ocHoBe psiga apXMBHBIX JOKYMEHTOB, OOJIbINas
4acTh KOTOPBIX paHee He BBOAWJIACH B HAayYHBIN
000pOT, aBTOP CTPEMUTCS BOCCTAHOBUTH OObECKTHB-
HYI0 KapTHUHY COOBITHUH, CBS3aHHYIO C HCTOPHEH
bamkupckoil onepHon CTyauH.

B opranuzanuu onepHON cTyauy BeLyInasi poib
NpUHAJJIeKATIA TIEBILY, KOMIIO3UTOPY U (HOJIBKIOpH-
cry lasuszy CanuxoBuuy AsbMyxametoBy?. I1o ero
3aMBICITY, CTYAMWIBI-BBITYCKHUKH JOJDKHBI OBLIH
COCTaBHTH sApO Oymymiero bamkupckoro omnepHOTo
Tearpa, B KOTOPOM ObI OCYIIECTBIISUIUCH IOCTAHOB-
KM MY3bIKJIbHBIX CTHEKTaKJIeH HAllMOHAIBHBIX KOM-
no3utopoB. OOnanasi HE3BIONEMBIM aBTOPUTETOM
(x TOMY BpeMeHH OH yXe ObII YIOCTOEH 3BaHUs Ha-
pomHoro aptucra BACCP), I. AneMyxaMeToB cMOT
yOeIMTh TIPAaBHUTENLCTBO PECIYOIMKH B HEOOXO-
JUMOCTH CO3/IaHHUsS OIIEpHOW cTymuu. 14 Qeppaiis
1932 roma mpencraButens bamkupckoit ACCP mpu
IIpesnmuyme BIIUK L. JlayToB noanucan nUCbMoO
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B Haponnsiit komuccapuar npocsenierns (Hapkom-
mpoc) PCOCP ¢ npockboii 06 oTkpbiTHH B MOCKBE
oraenenus Ha 50 denoBeK «uisi 00ecTiedeHus Hall.
Kazpamu baimmysrocrearpa ¢ pacd€ToM BBIIYyCKa
yxke B 1935 romy 25-tm BokammuctoB, 10-Tu Kypa-
WCTOB M 15-TH 4en. XopucToB U Oanera» (IHUT. TO:
[5, c. 19]). st TOMCKOB OymyImuX ydamuxcs: AJb-
MyXaMeTOB OpTaHH30BaJl BBIE3AHBIE SKCIISAUIINH TI0
IeCTH paioHaM peciryOnukn. Ha mpociymmBanum
Y3 TSITACOT C JINIITHKM YeJIOBEK 0TOOpaIH TPUALAT.
B npaktrke MoCKOBCKO#M KOHCEPBAaTOPUH CO3/1a-
HHUE CTYIUH (B TOM YHCJIE W HAIlMOHAJIBHBIX) OBLIO
SIBJICHHEM HOBBIM. 10 MpU4MHE OTCYTCTBHS MOA00-
HOTO ONbITa HU JUPEKIHs By3a, HU Hapkommpoc
PCOCP ne 312111, KaK BBICTPOUTH TIpoIiecc o0yde-
Hus cryauiines. [IpuObIBIIMX B cTONMIly OamIKup
(20 yenoBek)® MepBOHAYABLHO OMPEACITUIN Ha pad-
(hak KoHCepBaropuu, M TOIBKO B 1935 romy omm
CTaJll 3aHUMAaThcAd B TeXHHWKyme. PerreHmem Bcex
OPTaHU3AIMOHHBIX BOIPOCOB 3aHAJICSA Ha3HAYEHHBII
HAa IIOCT AMpeKTopa cTyauu [. ATpMyXxamMeToB.
IIepBoHauansHO bamkupckas onepHas CTyaus
MMEHOBAJIACh OT/AEJICHUEM U TPENCTaBisuIa cCOO0H
CaMOCTOSITENIbHYI0 «y4eOHO-IIPON3BOJCTBCHHYIO
enuHUIy». Pecybnmka momkHa Obuta pemats BCe
(bvHAHCOBBIE M IOPUANYECKHE BONPOCH, MOCKOB-
CKasi KOHCepBaTOpHsA, B CBOIO OU€pe/b, BhICTyIala
rapaHTOM IOATOTOBKH BOKAJHCTOB (ITOKE U KOM-
MTO3UTOPOB), OOECTICYEHHSI TIEJTaTOTUIECKUM COCTa-
BOM H METOIWYECKUM PyKoBoACTBOM. Kpome Toro,
KOHCEpBaTOpHs B3siia Ha cebst 00513aHHOCTH IO CO3-
JaHWIO 0TOOPOYHOI KOMUCCHH U3 YHCIIa CBOUX Ipe-
nojiaBaTesyiel ¢ MeNbl0 MX KOMaHIHPOBKH B Yy
IUIA puéMa HOBOTO Habopa cTyneHToB. llemarorn
TaK)Ke MOJDKHBI OBUIM COCTAaBUTH y4EeOHO-TIPOM3-
BOJICTBEHHBIN TUIAH, MPOrpaMMmy OOyYeHHs M CO-
I71acOBaTh €€ C OTBETCTBEHHBIMHU PYKOBOIUTEISIMU
bamkupckoro otaenenus [11].
[Ipodeccopcko-nipenomaBaTeIbCKUil COCTaB
BKJIFOYAJI TI€IaTOTOB KOHCEPBATOPHUH W TEXHUKYMA.
Kpome Toro, B xauecTBe COBMECTHTENEH MpHUIIa-
[IAJIMCh TIPETIOAaBaTeNld M3 JAPYTrUX y4eOHBIX 3aBe-
JeHnil. B pasHble ro/ibl Ha BOKAaJbHOM OT/AEJICHUU
Bammkupckoii cTyanu paboTany yHHUKaJIbHBIE MacTepa
CBOCTO JielTa, NMCIOIINE MHOTOJICTHUN CIICHUYCCKUN
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W TIEIArOTHYECKUN OIBIT. ApPXUBHBIE JOKYMEHTHI
TIO3BOJISIFOT BOCCTAHOBUTH UMEHA HEKOTOPHIX U3 HHUX.
OTO IEBIIbI, paHee BBICTYIIABIITNE Ha JTYHIITIX OIICPHBIX
IIomaaKax Mupa, — A. AckodeHckui, J1. bamanoBckas,
C. HpyzsxuHa, E. [leTpenxko, meaaroru-MeTomucTbl —
. Acnienrysn, E. MubkoBHd, OTIBITHBIE TTpodeccopa,
B TIOCIIEYIONIEM BHECILIME OTPOMHBINA BKJIAJ B pas-
BUTHE BOKJILHOTO MCKYCCTBa HALIMOHAJIBHBIX PECITY-
ok, — M. Bnamumuposa, E. EnoxoBmu, H. Criepan-
ckuit u apyrue’.

B nepBblii ron AeSTENBHOCTU CTYANH, TOTIA €1IE
Bamxkupckoro otnenenns, I. AmpmyxameToB co-
BMECTHO C COPAaTHUKOM, MaHaonuHucToM WM. Mns-
JIOBBIM, HCIIONHSIOINM OO0S3aHHOCTH JTUPEKTOpa
TexaHnkyma B. COKOJIOBBIM M CeKpeTapéM yueOHOI
yactu pab¢aka npu koHcepBatopun E. Kowapar
pa3paboTain cnenranbHy0 Y4eOHyI0 mporpamMmy [7,
c. 81]. B marepuanax apxuBa MOCKOBCKOH KOHCEp-
BaTOPUH COXPAHWICSH JOKYMEHT C IEPEYHEM Ipea-
MEeTOB 110 Iporpamme bamkupckoro oraenenus (cTy-
mun). Cpenu CHeIUaNTbHBIX JUCIUIUTAH 3HAYATCS:
BOKaJI (CTIEMAIBHOCTH), CIIEHUYECKOE€ MacTepCTBO,
PHUTMHUKA, IJIACTHKA, 0011Iee (opTenruano, My3bIKaib-
Hasl TpaMoTa, TapMOHHUS, CONb(EIKHIO, UCTOPHS MY-
3BIKH, COUMHEHHE, YPOK HAPOIHBIX HHCTPYMEHTOB,
XOp, UICTOPHSI My3bIKaJIbHOH KOMITO3HIINH, aKTEPCKOE
MacTepCTBO, CIeIMaIbHas MOAroTOBKa. B KoMIuekce
00111€00pa30BaTeNbHBIX PEIMETOB BKIIIOUEHBI Oarl-
KUPCKHUH (TEeXHWKa OAIIKUPCKOW pedr) U PyCCKHUH
si31kH, uctopust CCCP, uctopust mapTuu, 00IIecTBO-
BeZIeHUE, MaTeMaTnKa, reorpadusi, HOMUTIKOHOMHUS,
HCTOPUKO-KJIacCOBas 00ph0a, hu3ndeckas KyasTypa,
BOCHHOE 7Ie10°. BBeneHne ryMaHUTApHBIX JHCIIU-
TUIMH CBSI3aHO C TEM, YTO 00BbEM U ypOBEHb 3HAHUI
CTYIUHIICB OBLI CJIA0BIM — B OCHOBHOM HIX OTOOpaH
13 IepEeBEHB; MHOTHE HE BIAJIEITH PYCCKUM SI3BIKOM.

PykoBozncTBO M cTyneHThl bamkupckoil omnep-
HOW CTYJHH UCTIBITHIBAIIN OOJNbINe TpyaAHOCTH. s
MHOTHX CTYAE€HTOB HE TOJIHKO OOy4YEeHHE B CTOINY-
HOM y4eOHOM 3aBEJIE€HWH, HO U CaMa MOCKOBCKas
00CTaHOBKa OKa3aJlach TSDKENOW W HETPHBBIYHOM.
OnHoif u3 mpoOieM, ¢ KOTOPOil CTOIKHYIIHCH PYyKO-
BOJICTBO M ydalllMecs 1o npuesie B Mockay, cTanm
YCIIOBHSA, HEMPUTOTHBIE IS IpoKuBaHusA: Hapkom-
npoc PCOCP Beimenw aj1st OTAEICHIS U3 ABAAIIATH
YeJIOBEK TOJBKO JBE KOMHATHl B HEJABHO JTOCTPO-
€HHOM OOMICKUTUHU JepeBHU AjiekceeBo. OmHaKo
Jaxe OHM He ObIM 000pYIOBaHBI HEOOXOMUMOI
Me0OeTIbIo M TTOCTEeNFHBIMU MTPUHAISKHOCTIMA. He
Jy4ire oOCTOSUIM Jieia C OACKION M TpeaMeTaMu
niepBoit Heobxoaumoctnu — Hapxkommpoc BACCP or-
npaBul MOJIOJIEXE B MOCKBY B TOM OfI€K]I€, B KO-
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TOPOI OHM IIPUEXATIU U3 ACpPEBEHb. B croxuBIIEH-
cs cuTyanmd AJBMYyXaMeTOBY NPHIIIOCH peIIaTh
BCE BO3HHUKIIIHE BOIPOCH CAMOCTOSTENHHO. OH ObLT
BBIHY)KJICH BepHYThCS B Y Dy 3a ACHbBraMH U BCEMHU
HEOOXOIMMBIMHU BelaMu i ydarmuxcs. U3 «Boc-
nomuHanui» MisioBa: «Yepe3 HEKOoTOpoe Bpems
oH otmpasui yepe3 [ocbank Ha Moé ums 5000 py-
Oneii. Hame mnonoxkeHue ymydmmnoch. [a3u3 ka-
KIIOMY pasliall 1o JIBE Mapbl OENbs, TAKKE POCTHI-
HU, OficsyIa U TPOYNe HEOOXOMMMBIC BEIH...» [7,
c. 80]. B muunom apxmBe AnmpMyxameToBa COXpa-
HUJICS CTIMCOK MPHOOPEeTEHHBIX UM BereH [J, c. 21].

Hecmotps Ha npeanpuHsThIe ATBMYyXaMETOBBIM
JEHCTBHS, OCHOBHOM ITPOOJIEMON OTIEICHUS OCTaBa-
nock (unancupoBanue. Hapkommpoc BACCP, B3sB
Ha ce0st 00513aTeIbCTBO 10 (PMHAHCOBOMY OlecIede-
HUIO y4eOHOU CTPYKTYPHI (COACPIKAHUIO YUAIIHXCS,
BBIIJIATE 3apIUIATHI MIPETIOJABATeNsIM U T. 11.), €r0 He
BbINONIHAJ. Hukakoil MarepuanbHOU MOAJIEPKKH CO
CTOPOHBI PecyOIMKU OKa3aHO He ObLI0. CTymeHTHI
BCE BpeMs OIIYIIANM HYXIy — JIE€HEeT He XBarajo
Jlaxe Ha nuraHue. Bekope npasurenscTBo baniku-
pUH ¥ BOBCE OTKa3aJOCh BBIIUIAYMBATH 3apIUIaTy
nenaroraMm. TompKO TMocie XoaaraiicTBa AJbMyxa-
MeToBa OT UMeHH bamHapkommpoca nepen Hapkom-
nmpocom PCOCP mannHas mpobiema pa3permiach;
¢ mas 1933 roma xoHCepBaropus caMa Havaja BBI-
IUTa4YMBaTh 3apmJiary mnemaroram, a ¢ 1933-1934
yaeOHOro rozia Bce (PMHAHCOBBIE BOIPOCHI OTIEIe-
HUSL, TOMUMO CTUIICHINH, TAKXKe NEPEIUId B pacio-
pshKeHne KoHcepBatopuu [7, ¢. 81].

Co BpeMeHEM BO MHOTOM Onarofaps yCHINSAM
AnpMyxaMeToBa YCIIOBUSI IPOXKMBaHUS, a TaKkKe
y4eOHBIN mpouecc ydamuxcsi bamkupckoro otnie-
neHus Hamanguiauck. B konme 1933 roma, yoemus-
IIFCh B TOM, YTO BCE OPraHU3AI[MIOHHBIE BOIPOCHI
pelieHsl, oH BepHyJcs B Yy, B MOCKBe ke MOSB-
JISUICA TIEPUOMYECKH: TIepe KaXKIbIM HOBBIM yue0-
HBIM TOZIOM, @ TaKXe B CEepPeauHE 3UMBI U BECHON
BO Bpems 3a4€ToB. OHAKO ATOTO OKAa3alI0Ch HEJO-
CTaTOYHO MJIsi HOPMAJIBHOTO (PYHKIMOHHPOBAHUS
otaeneHusi. OTCyTCTBHE AUPEKTOPa OTPHUIATEIHHO
CKa3bIBAJIOCH HA XO/I€ Y4€OHOT0 MpoIecca B IEeJIOM.
Co BpeMeHeM HavajIu COKpamarhes Kak oo1meoopa-
30BaTeNIbHbBIC, TAK U CICIHATIbHBIC TUCIUIUTAHBIC,

B nexabpe 1935 roga AnpMyxameToBa OTCTpa-
HWIM OT JOJDKHOCTH JHUpeKTopa bamkupckoro ot-
neneHns. Takoe pelrreHre pyKOBOJACTBA BO MHOTOM
OBUIO MHUIIUMPOBAHO YYAIIUMHUCS, KOTOPBIC HAIHCa-
JIM TINCHMO B BBIIIECTOSIINE MHCTAHIIUH, BBIpaXkas
CBOE HENOBOJILCTBO TMOJOKEHHEM Jel B OTAEje-
Hun'. Tloct AJbMyXxamMeToBa 3aHsUI MPENoIaBaTelb
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Bamkupckoro nenarornyeckoro uHcturyrta J{. Ema-
COB®, XyIO)KECTBEHHBIM PYKOBOIHUTEIICM OTICICHHS
Ha3HAYMIIM Tiefiarora Kadenpbl conpHOro nenus: Mo-
CKOBCKOM koHCepBaropun E. MunbkoBud’.

Ha Bpems 3umunx kanukyn 1935-1936 yueOHo-
ro rona E. MunbpkoBruY ObUTa TIPEITPUHSTA TOC3IKA
B Yy, rae oHa caenaia aokiaasl Hapkomy mpo-
CBEIICHHUS, TAPTUHHOMY PYKOBOJICTBY, IPaBUTEINb-
CTBY M OOIIECTBEHHBIM OPTAHHU3AIUSIM PECITyOITH-
KA O HE BIIOJIHE OJIATOMOIYYHOM ITOJIOKEHHUH eI
B bamkupckom otnenenunu. Pesymsratom moxia-
JIOB SIBUWIOCH TPHHATOE MPaBUTENHCTBOM barku-
puu Ilocranosnenue ot 17 mapra 1936 rona, B ko-
TOPOM IIJIa Pe4b O peopraHu3aniu ¢ | CeHTAOps
1936 roma bamrkupckoro BOKAJIBHOTO OTICIICHUS
IpU TEXHWKyME KOHCEpBAaTOpPHH B TOCTOSHHYIO
OTIEPHYIO CTYOUIO C TSATHIECTHHM KypcoM oOyde-
HuUs 11pu MockoBckoit koHcepBaTtopun. Kpome Toro,
OBLIO MPHUHATO PELICHHUE MPOIIUTH CPOK 00yUeHUS
1o 1 saBapst 1938 roga CymiecTBYIOIIEMY COCTaBY
CTY[IEHTOB U TIPOBECTH HOBBII HaOOp CTYIHHIIEB —
BOKAJIUCTOB U KOMITO3UTOPOB'.

B wurone 1936 roma 6611 Ipon3BeAEH MOTIOTHU-
TenpHBIM Habop B bamkupckyro crymmio. B pe-
synerare u3 150 genoBek otobpanu ymms 30, a Ha
yuéOy Bblexanu 22 (M3 HUX MOJOBHHA Oaikup)''.
Emé omHO mnpociyimMBaHHE YKe OTOOPaHHBIX
B bamkupuy CTynuiLeB COCTOAJIOCh B KOHCEp-
Batopuu 9 centsaops 1936 roma. B cocraB xommc-
cuu Bouutn: H. Palickuil — negaror KoHcepBaropuu
M 3aBeNyIOIINN BOKAJIbHBIM OTACIEHHNEM TEXHHKY-
Ma, P. biitoman — nupekrop texHukyma, /1. Emacos
— nmupekrop bamkupckoit cTyauu, a Takke npodec-
copa M TpernojaBaren KoHcepeaTopun — . Acme-
nyan, A. XKenesnosa, E. MunskoBud, H. Criepan-
ckuil. [{enpto mpoCiIylIMBaHus CTAJIO ONpeieNIeHue
TEMOpPOB TOJOCOB, pacHpeiesieHHe YJaluxcs o
nefaroraM B MHAMBUAYaAJbHBIE KJIAcChl, a TaKkKe
pelieHrne HEKOTOPBIX OPraHU3aI[HOHHBIX BOIIPOCOB.
W3 noxmaga E. MuasKkoBHY M3BECTHO, UTO MHOTHE
ydariiecs He o0y1aany HeoOXOAMMBIMHI BOKAJIbHBI-
MH JaHHBIMHU U ObLIH TIPHHSATHI YCIOBHO'2.

Marepuansr PIAJIN cBuIeTensCTBYIOT, 4TO
B OkTs0pe 1936 roma B bamkupckoii onepHoii cTy-
MM HACYMTHIBAJIOCH 36 YeaoBeK: 32 BOKAJIUCTa,
3 xommo3utopa u 1 pexuccép'®. Cocras cTyauiiiieB
OKa3aycs pa3HOPOJHBIM Kak 1Mo Bo3pacTy (ot 21 mo
33 jer), Tak M 1O ypoBHIO obpasoBanusa't. B pe-
3yAbTaTe M yYallMecs, U TPEenofaBaTeIN UCIBIThI-
BaJIM OOJBINNE TPYIHOCTH.

Yuebnasg mporpamMma bamkupckoit omnepHoOU
cTyauu (HOpMHPOBaIach B IpoIecce 00yUYCHUS BO-
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KayucToB-0ammkup. OHa BRICTpanBajach 1Mo MPUHIIH-
Ty TIOCTENIEHHOTO YCIIOXHEHUs. Bee cTyneHTsl, kak
MIPaBUIIO, HAYMHAJIM C Pa3ydrnBaHHs HEOOJBIINX TIe-
CEeH M POMAaHCOB, OCBOEHHS MY3bIKAJIbHON IPaMOTEHI,
HO OJIMKe K BBIIYCKY YK€ JOJDKHBI ObLTH UCIIONHSATh
HEeOOMBIIME PONM B OINEPHBIX CHEKTAKISX. AHalo-
THYHO BBICTPAMBAJIMCh IMPOTPAMMBI M OCTaJBHBIX
HAIMOHAJIbHBIX CTYIUH U OTIACICHHUH, (YHKIMOHH-
PYIOLIMX K TOMY BpeMeHH! B By3ze [11].

Cepbé3HbIM OCIOXXKHEHHEM B pabore bamkwup-
CKOM CTyOuu SBWJIOCH OTCYTCTBHE aKaJemMude-
CKOTO KOHIIEPTHOTO M OTEPHOTO HAaIMOHAIHHO-
ro pemepryapa. B 3Toii cBs3u oOpamraer Ha cebs
BHHMaHUe JoKJIagHas 3amucka E. MuipbkoBHY Kak
XyJI0KECTBEHHOTO PYKOBOIUTENS CTYIWH, BBICIAH-
Hasg B Ympaeienwe 1o nenaMm uckycctB BACCP:
«HecmoTpsa Ha miuTenbHBIE TIEPETOBOPHI O HEOO-
XOIMMOCTH CO3/IaHus OALIKUPCKOH HaIlMOHAILHON
OTIEepHI, KOTOPEIE, IKOOBI, BEJIMCh B 3TOM HarlpasBlie-
HUU C TI03TaMH U KOMITIO3UTOPAaMH, OIEPHI O CHX
IIOp HET, U HE IpeaBuauTCcs» (IuT. 1o: [4, c. 193]).
[o psany ob6vexTHBHBIX pu4nH (B bamkupun B 1O
BpeMs enlé He ObLII0 KOMIIO3UTOPOB, KOTOPhIE MOT-
1 OB paboTaTh B OMEPHOM KaHPE) CO3TAHHUE Ha-
LMOHATFHONW OMephl 3aJepXkKaJloCh Ha HECKOJIBKO
netT. B pesynprare memaroru KOHCepBaTOPHH, Tak
¥ HE JOXKIABILINCh OT PECITyOJINKH HAIMOHAIHEHOTO
penepTyapa Ui CTapiieil rpynmnsl CTYIUH, IPUCTY-
WM K pa3yunBanuio omnepsl «[IpexpacHas menb-
Hruuxay Jx. [lan3uenno (Ha pycckoMm U Oamrkup-
CKOM $I3BIKaX).

Hecmotpss Ha cMeHy pyKOBOACTBA, B CTYAWUHU
COXpaHSANMHCh (PMHAHCOBBIE MPOOJIEMBI, KOTOPBIE,
B YaCTHOCTH, TOPMO3WJIHM TOCTaHOBOYHYIO pPabo-
Ty HaJ BBIIIYCKHBIM CIIEKTaKJIEM: Ha OPKECTPOBKY
W MakeTbl He ObUIO Cpe/cTB. [IeHeKHbIE BOMPOCH
YaCTUYHO CPBIBAIM U Y4YeOHBIH MpoLecc OmepHOn
ctynun. Tak, cmera Ha 1936 rox, cocTaBieHHas Ha
OCHOBAHHM TOTPEOHOCTEH KOHCEpPBAaTOPHH, ObLIA
ype3aHa TOYTH HAaIOJIOBHHY. B 1ensx sxkoHoMuun
PYKOBOACTBO COKPATHJIO TEAArOTMYeCKU KOJUIEK-
TUB — B JTOT MEPHOA B CTYyAWH OTCYTCTBOBAJIU
MIperofaBaTeNy Mo AWKIMH, TAHIy W ONEPHOMY
kiaccy's. Kpome Toro, He XBarajao ayauTOpHil IS
3aHSATHA — CTYIACHTHl OBUIM BBIHYXXICHBI €3IUThH
K TlefaroraM © KoHLepTMeicTepam jgomoil. OO0
stoM E. MunbkoBuu nucana: «Mpl O4eHb CTECHE-
HBI IOMEIICHUEM. . . S TIPUIIaIiana HCKIIOYUTETHHO
TaKUX KOHLIEPTMEHCTEPOB, KOTOPHIE MOIIIM 3aHH-
MAaThCs CO CTYICHTaMHU y ceOst Ha JoMy»'S.

[IpuBenénnsie (HakThl CBUACTETBCTBYIOT O TOM,
yto U 0e3 [. AnpmyxameroBa MpoOIEeMBI CTYAUU
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OCTaBaJIUCh MTO-NPEXKHEMY HEPEIIEHHBIMU. B cTpa-
HE Ha3peBaJl MUK CTAJMHCKUX PENpeccui, U Jud-
HOCTH OBIBIIETO TUpPEKTOpa bamkupckoil onmepHOH
CTYOIMH KaK HeNb3s Jy4Ylle MOAXOAWJIa Ha pOJb
OpraHM3aTopa TaK Ha3bIBAEMOTO «BPEIUTEIHCKOTO
IIaHupoBaHus yuéos» [4, c. 195]. Uepes nBa roma
[OCJIe OTCTpaHeHHA OT NODKHOCTH, 11 mexabps
1937-ro, I'a3nu3 AnpMyxaMeToB OBII apecTOBaH,
a 10 uromst 1938-ro paccrpensau kak Bpar Hapoma'’.

B xonme mas 1938 roma yxe 0e3 ygactust Ajb-
MyXaMeTOBa COCTOSIIOCH UTOTOBOE MPOCITYIINBAHHUE
nepBoro Habopa cryauiines. OIHAKO BOIPOC O CTa-
TyCe CTYIMH OCTaBaJICS OTKPBITHIM. PyKoBOACTBO IO
3TOMY MOBOJY YETKOM NO3ULIMKU HE UMENI0. B pesyib-
Tare BOKAJIMCTaM BBIJAJH CIPABKH 00 OKOHYAHUH
IIOJIHOTO Kypca bamkupckoil onepHOM cTynuu Ipu
MOCKOBCKOM KOHCEPBATOPUU IO CIIELUATBHOCTH
«cospHOE TIeHue»'S. B ¢cBs3um ¢ Tem, uTo mpodeccu-
OHAITLHBIN YPOBEHB CTYAUHIIEB, II0 MHEHHUIO TIpodec-
COpOB, OBUT JAJNIEK OT COBEPIICHCTBA, PYKOBOJICTBO
KOHCEPBAaTOPUH TIPHHSJIO pEIIeHHE OTIPAaBUTh HX
B Yoy Tonbko Ha onuH roa. Ilpenmonaranock, 4to
3T0 OyZIET CBOETO poja «IPOW3BOJACTBEHHAS IPaK-
TuKa». OnHaKo Ha Jere BCE MOMy4YHIOCh COBCEM HE
TakK, KaK IUIaHUPOBaja AUPEKINS By3a.

B urone 1938 roma crapmas rpynna bamkup-
CKOHM OIEpHOM CTYJIMU B COCTaBE JIEBSITH YEJIOBEK
npubsIa B Yy, rie, Kak 0Ka3aiaoch, UX HUKTO HE
*maj. MHOTOYHCIICHHBIE TOKYMEHTAJIbHbBIE NCTOY-
HUKH CBHJETEIBCTBYIOT O TOM, YTO IIPABUTEIHCTBO
pecnyOnuky He OBUIO TOTOBO HM K OpPTraHMU3alNN
OTIEpHOTO TeaTpa, HU, TeM OoJee, K TPyAOyCTpOu-
CTBY BOKaJIUCTOB M 00ECTICUCHUIO UX XIIbEM. Of-
Hako Yka3 CrannnHa «O6 opraHu3aiiuy OepHbBIX Te-
aTpoOB B HAIMOHANBHBIX PECITyOINKax», MPUHITHIN
emé B 1937 romy, BpsSA U MOKHO OBLJIO MTPOUTHO-
puposars. Hacnex oprannszoBaHHbI bamkupckuil
OTIEpHEIN Tearp (TepBOe €ro Ha3BaHWE — CTYIHS)
Havas paboTy MajsiM cocTaBoM: 11 commcToB, Xop
n3 40 genosek, 6anet u3 12, opkectp u3 33 u 7 xy-
JIO’KECTBEHHBIX pyKoBoauTeneii'’’. Xop U opkectp
Ot c(OPMHUPOBAHBI U3 BBHITYCKHUKOB HCIIOJHU-
TENILCKUX OT/AENCHUH Y (PUMCKOTO MYy3BIKaJIBbHOTO
yauinima; OaleTHyIo TPYIy Tearpa COCTaBWIIN
CTYZAEHTHI OaJIETHOTO OTAEIEHHS TeaTpaTbHO-XyH0-
YKECTBEHHOTO YUMJIUINA.

g paboTsl B TeaTpe n3 MOCKBBI Ha TIOCT TJIaB-
HOTO TUPWKEPA U XYIOKECTBEHHOTO PyKOBOJHUTE-
nst 6601 mpuriamén 1. CnaBUHCKUE — BBITYCKHHUK
MoCKOBCKO# KOHCEPBATOPUH, K TOMY BPEMEHH YKe
MMEBIINHA ONBIT TUPIKEPCKOM paboTel B bompmiom
Tearpe. XOpMEUCTEpOM U BTOPBIM JUPHKEPOM Ha-
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sHaunan O. Paiitpia — 10 npuesna B Yy oH py-
koBoaun KoiutektuBamu Kwuesa, baky, Caparosa,
Anma-Atel n np. Pexuccépom tearpa cran K. ba-
KUPOB, PaHEE 3aHUMAaBLIMM MOCT pexuccépa bam-
KHPCKOTO aKaJleMHYecKoro Tearpa apambl. Kpome
TOTO, PYKOBOJZICTBO PECITyOJIMKH MPUHSIIO PEIICHNE
MOJKIIIOYUTH K JIeTTy OpTraHU3aIfy TeaTpa JIydIInx
pabOTHHUKOB, KOTOpPBIE HMEIWCh HAa TOT MOMEHT
B Ye. Tak, maBHBIM XOpMENCTEPOM OTPEAEITIIN
PYKOBOAMTENS X0pa pecmyonukanckoro Jloma mpo-
ceenienuss BACCP H. Bonorora, Ganermeiictepom
Ha3HAYWIH OBIBIIIETO COMUCTa AHCAMOIIST HAPOIHO-
ro taaia CCCP B Mockse, b6anermerictepa GpyHK-
HUOHMpPYIONMX B Y(de IpamMaTHuecKux TeaTpoB
(bamkupckoro u pycckoro) @. l'ackapoBa, KOH-
HEPTMENCTEPOM — MUAHUCTKY KOMHUTETa pannodu-
kanuu pu CHK BACCP E. Kpsuiosy.

Ha nmaganmpHOM sTame opranm3zannu bamkup-
CKOTO OTIEPHOTO Tearpa PyKOBOIAUTEIH M apTHUCTHI
WCIBITHIBANIM OOJbIINE 3aTpyAHeHus. Tak, B 4act-
HOCTH, OTCYTCTBOBAJIO IPOCTOPHOE MOMEIICHHE.
B »a10i1 cBsA3m oOpammaer Ha cebs BHMUMaHHUE J0-
KyMEHT, XpaHsauuiics B HaunumoHaneHOM apxuBe
PecrryOnmukn  bamkoprocran. B IlocranoBnenun
CHK BACCP Ne 1264 «O mpenocTaBIICHUU IIO-
MeleHus: balkupckoil onepHoOl CcTynum», naTu-
poBanHoM 19 cenTsa6ps 1938 roma, roBoputcs:
«...K 1-My OKTAOpS C. T. 0OCBOOONUTH TTOMEIICHHE,
3aHHMAaEMO€ PauOCTYIUEH IIPH IBOPLE KyIbTYPHI,
U TIPEIOCTaBUTH 3TO MOMEIIEHNE ONEPHOM CTYINN.
Kny6 mMennkoB BO nBOpIie KyJBTYpHI NEPECEINUTH
B HIDKHHUH 3TaxX, OCBOOOXIaeMoe MOMEIICHNE
MPEAOCTaBUTh OMEPHOH cTyaum»?’. OmHako B TO-
CJIEAYIOIIEM HH OTHO M3 3THUX ITOMEIEHUI KOJIJIeK-
THBY NPEJAOCTABICHO Tak W He ObUI0?!. B maHHOi
CUTyallul TeaTp HE WM BO3MOXXHOCTH HaudaTh
KOMIUIEKTaNIo0 0aJeTHOM TPYyNIbl 1 COCTaBa CHM-
(hoHMIECKOTO OpKecTpa.

Bcxope onepHomy Tearpy Obliia BbIZeIeHa KOM-
HaTa, B KOTOPOH TaKkKe pa3MeIIaIinCh OAKIUPCKIi
U pycCKuil apamaruueckue tearpbi?. OueBHIHO,
YTO TaM IPAKTHYCCKH HE OBUIO YCIOBHH IS HOP-
MaJbHOTO ()YHKIIMOHUPOBAHNS HOBOTO KOJUIEKTHBA.
OTCcyTCTBHE TPOCTOPHOTO OTAILTUBAEMOTO IOMe-
IICHHUS, OPKECTPOBOM MBI NMPHUBOAMIO K CPBIBAM
HEOOXOMMMOH CUCTEeMATUIECKON paOOTHI.

Cepbé3Hoil npobiieMoit cTano U (huHaHCOBOE
obecrieuenue Tearpa. CoxpaHUBIIHECS apXUBHBIE
JIOKYMEHTBl CBHIETEIBCTBYIOT O TOM, YTO H3-3a
OTCYTCTBHS JIEHEKHBIX CPEACTB TPYIIa TeaTpa He
MOTJIa MPHUCTYNUTH K IUTAHOBOW paboTe — co3ma-
HUIO HAalMOHAILHOU orepbl. [Tomumo 3toro, B Ye
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CTYIMHIIBI yKe HE TOITyJalld CTHIIEHANIO U HEKOTO-
pbie ObLTH BBIHYKICHBI IPOCUTH YBOJILHEHUSI.

Opnako pecryOnrka JObKHA Obl1a parop-
ToBaTh MoOCKBE 00 OTKPBITHH OIEPHOTO TeaTpa.
Hecmotpst Ha Bce cioxHoctH, 14 mekaOpst 1938
rofila OH OBUI OTKPBIT BBIMTYCKHBIM CIEKTAKIEM
crynuiineB — onepoil «IIpexkpacHas MeabHUYHMXa»
Mox. ITanzuenno. B nepBsie roasl kojiektus bari-
KHPCKOTO OIEpPHOTO TeaTpa LETHMKOM COCTOSUT W3
BUEpAIIHUX CTYIEHTOB MOCKOBCKOM KOHCEpPBATO-
puu. IlepBeiMu conmuctamu tearpa cranu b. Ba-
neesa, [II. BammaxmeroBa, M. l'abmpaxmaHoBa,
X. l'amumos, B. Tankun, 3. Unsbaera, O. CeipTia-
HoBa-Kanmmawmaa, M. MakcytoBa u I. XaOuOymimH.
K cents6pio 1939 rona, HeCMOTps Ha TUTAHBI PYKO-
BOJICTBA KOHCEPBAaTOPHH, CTYIUHIBI HE BEPHYIUCH
B MOCKBY IS JAJIBHEUINETO MPOIOIIKCHUS 00y-
YyeHus1 — 0e3 HUX TeaTp MPOCTO He MOT Obl (yHK-
UOHHPOBaTh. TakUM 00pa3oM, CIYCTS TOJ «IIpO-
M3BOJICTBEHHAS TPAKTUKAY CTYAMHIIEB IOCTETICHHO
Mepenuia B CaMOCTOSTENbHYIO TBOPUECKYIO JKU3Hb.
Mosozaple meBIbl aKTUBHO BKJIIOUWIIMCH B paboTy
1o GOpPMHUPOBAHUIO penepTyapa Teatpa. B Teuenue
IBYX-TPEX JI€T OBLIM MOCTABICHBI HECKOJIBKO TEMa-
TUYECKUX CHUM(OHHYECKMX KOHIIEPTOB M TpPUHA[-
L[aTh OIIEPHBIX CIEKTAKIICH.

ITonBoas wroru, ciegyer OTMETUThb, YTO, He-
CMOTps. Ha BCE CJIOXXKHOCTH, OCHOBHAs KYJbTYp-
HO-TIOJIMTUYECKAsT JUPEKTUBA IPAaBUTEIbCTBA
OTKPBITh OTEpPHBIA Tearp B peciyOnnke — Oblia
BbINOJHEHA. J[pyroil Bompoc, Kako 1eHoil. BrI-
IIyCK «TBOPYECKOW MPOMYKLIHHU» OCYILECTBISICS
(hopcupoBaHHO, B JyX€ BpEMEHH, UTO, O€3yCIOBHO,
HAMEJIO JpaMaTU4YeCKHUE IOCIIEACTBUS. BripBaHHbIE
W3 IPUBBIYHON CENBbCKOM CPENbl, IICUXOJIOTHYECKU
HEIOATOTOBJICHHBIE K CTOJIMYHOM JKHU3HYU, MHO-
rUe CTyIMHLBI TaK U HE CMONIU aJalTHPOBAThCS
B Mockse. OTCyTCTBHE 3JI€MEHTApHBIX YCIOBHUN
JUIsT HOPMAJIBHOIO IIPOXKUBAHUS, IIOCTOSIHHAs He-
XBaTKa JIGHeT W, KaK CIIECTBHE, HEAOeAaHue, 00-
JIe3HH, TnpodeccroHanpHas HEMPUTOAHOCTh TPH-
BEIH K TOMY, 9TO B KOHEYHOM HTOT€ I pabOTHI
B OTKphIBIIMiics B bamkupum teatp ObuM 3adwmc-
JICHBI JIMIIb I€BSTH U3 IBAJILIATH YEIIOBEK.

W BcE ke 3HauUECHHE IEATEIbHOCTH IIEPBHIX BbI-
IIyCKHUKOB CTYIMH TPYJHO NIEPEOLICHUTD. IIepexus
BCE TPYAHOCTH, OHU Cpa3y NOIPYy3HJINCh B AKTHUB-
HyIO TeaTpaibHyI0 padoTy; MIMEHHO Ha HUX Jep-
JKaJICsl perepTryap Tearpa B IIEPBOEC JECATUIIETHE.
CoycTst Bpemsi, Bc€ OHHM BBIPOCIH B HACTOSIINX
npoeccroHanoB, CTajdl BEAYIIMMH COJHCTAMU
Tearpa.

< MPUMEMAHUA (<

' Cwm., nanpumep: lanmuna I. C. Xycaun AXMeTOB.
JKuzub, TBOpUeCcTBO, Bpems. Y da: Kuram, 1994. C. 5-26;
Taymmna I'. C. 3arup Mcemarmos. Y da: Kurar, 1997. 212 ¢.;
KypmamieBa I. A. IlepBbie maru mpodeccCHOHaTLHOM
My3BIKaTbHOW KyasTypsl (1917-1941) // Ouepku 1m0
HCTOPUHM OAlIKUPCKOM My3bIKH: ydeb. mocobue. Ya,
2001. Bem. 1. C. 26-44; Maxueii C. U. «Kapmyrac»
H. Yembepmxu, «AxOy3am» A. CnagaBexkna u X. 3a-
UMOBA: MX POJb B (DOPMUPOBAHUM M PA3BUTHUH HAIHO-
HAJIbHOW Oamkupckoi omeps! // T'a3u3 AsibMyxameToB
U My3bIKalbHasi KynbTypa bamkoprocrana: ¢6. cr. /
coct. H. B. AxmetxkanoBa, B. A. Illypanos. Ya, 2006.
C. 50-56; Vrpiomoa T. C. TI'a3u3z AnbMyxameToB W
6amkupckas onepa // Tam xe. C. 9-16; Yrpromona T. C.
Bamkupckas orepa / O4epky 10 HCTOPHH OAIIKUPCKOM
My3BIKH: yue0. mocobue. Yda. Bom. 2. 2006. C. 5-95.

2 AnbmyxameroB lasmz CammxoBuu (1895-1938)
— OJWH W3 OCHOBOIIOJIO)KHUKOB OAaITKHPCKOTO Tpodec-
CHOHAJIbHOTO MY3BIKaJIBHOTO HCKYycCTBa. MHHIMarop
CO3/IaHUs TEPBBLIX TaTapo-Oamkupckux omep «CaHusd
(1925) u «Ourue» (1930), HAMCAHHBIX B COABTOPCTBE
¢ xommnosutopamu C. ['absamm u B. BunorpamgoBbsiM.
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3 Cnucok mepBoro Habopa CTyIUiIlEB MPUBEIEH
B pabote M. Unpucosoii «Ia3u3 AnmbMyxaMeToB u Oar-
KUpCKas My3bIKaIbHASI KyIbTypay» [5, c. 20].

4 Cmucok memaroroB  BamkupcKoro — OTHeTIeHHs
MIK // PTAJIN, ¢. 658, om. 9, exn. xp. 96.

5 bamukupckas ornepHast crynus. JIMUHbIE 1ena CTy-
nentoB // Apxue MI'K, ¢. 52, om. 2-13, ex. xp. 1.

¢ BBINyCKHHUIIA CTYAWH, B MOCIEAYIOMIEM OfHA U3
MEPBBIX COMUCTOK bamkupckoro omepHoro tearpa 3aii-
TyHa MnbbaeBa mucana, uto K Hadamy 1935-1936 yue6-
Horo Toma u3 17-18 mpeameTroB ocTaBUiaM Bcero 4—5
CIEIUANBHBIX [6, C. 8].

7 TompoGree 06 910M cM. B iyOnukarnmy: [1, ¢. 70-76].

8 EmacoB [layr Tumeposuu (1901-1989) ¢ 1941
mo 1945 Obi1 HaYaTHPHUKOM YTpPaBIEHHUS 1O JIeJaM HC-
kycctB ipu CHK BACCP, B 1943—-1944 — nupextopom
OOBeqMHEHHOTO OAIIKUPCKOTO TeaTpa.

® MunbkoBuu Ekarepuna AmnaronbeBHa (1888—
1952) — coBeTckas meBwuIa (CompaHo), IMemaror, 3a-
CIy)XeHHBIH JesaTenb HcKyccTB bamkupckoir ACCP
(1946). C 1924 no 1949 npenonaBaia colbHOE MEHUE
B MockoBckolt koHcepBaropuu (¢ 1941 roma — mpo-
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¢deccop, B 1935-1938 — XynoxecTBEeHHBII pyKOBOIH-
TeIb BOKaJIBHOIO OTAeneHHs bamkupckoil omepHON
CTYIVH).

% TIporokon Ne 167 3acenanus bropo bamkupckoro
obmactHoro komutera BKII(6) «O0 opranmzanum Gam-
KHpcKo# onepsd» ot 17 mapra 1936 . // HA PB, ¢. 122,
om. 16, en. xp. 48, 1. 27-30.

" Toxnmax E. MunbkoBuu o pabote Bamikupckoit
ctynuu ipu MI'K 1 nepenncka o pabote HallMOHAIBHBIX
crynuii // PTAJIN, ¢. 658, om. 17, ex. xp. 83, 1. 1-6.

'2 Tak, HampuMmep, BOCEMb CTYACHTOB OBLIN MpHU-
HSTBHI YCIOBHO «OOJBIIECH YacThIO M3-3a CHIIOTHI», ABOC
— «U3-3a HEIOCTaTOYHOW BBIPAXXEHHOCTH TOJOCOBBIX
CPEICTB», TPOMX KOMHCCHS IIPU3HAaJIa YCIOBHO NpodHe-
MIPUTOAHBIMU. 371ech ke E. MUIbKOBHY 1eTUT CTY/IEHTOB
CTapIIell rpyrnmnsl CTyAnd Ha JBe Kareropud. OmHy, mo
e€ MHEHHIO, COCTaBHJIM TAaK Ha3bIBACMBIC (ITOJTHOIICHHBIC
CTYAEHTBI», KOTOPBIE B IIOCIIETYIOIIEM CMOTIIN OBl 3aHAThH
IIepBOE TOJIOKEHHE B bBalIKMpCKOM OIEpHOM Tearpe
(b. Baneesa, III. BammaxmeroBa, X. 'anmumos, B. Tan-
kuH, 3. UnnbacBa, O. CeipianoBa-Kammanaa, M. Mak-
cyTtoBa, I. XabuOymnuH). B npyroii xareropuu 4nciu-
JIICh CTYAEHTHI, KOTOPBIE BCIIEIICTBHE CIIa00TO 3/10POBBS
1 CPEIHMX TOJIOCOBBIX NAHHBIX HE CMOTYT ITOJHSATHCS
BBIIIIE BTOPOCTETIEHHOTO MOJIOKEHHUS B TeaTpe (X. Axme-
ToB, M. 'abapaxmaHoBa) [Tam xe].

13 Cenenus o bamikupckoii u Kazaxckoii cTyausix ot
23 okts0ps 1936 1. // PTAJIN, ¢. 658, om. 17, en. xp. 83,
1 17.

" Hampumep, B cTapuieil Tpymme MY3bIKAIBHYO
MOATOTOBKY MMenu Jiminb 4erBepo: . Bammaxmero-
Ba, X. lNanumos, 3. Unnbaca u O. CeiprianoBa-Kamu-
HuHa. Bece oHm oOywanmmcs B BamkupckoM My3bIKab-
HoM TexHukyme. Y b. BaneeBoii, M. ['abnpaxmanoBoii
n M. MakcyToBoii He OBUTIO HH MY3BIKaJbHOTO, HH Tea-

TpaJbHOTO 00pa3oBaHusl. VX MIPUHSIIN B CTYIUIO ¢ Oa30i
7-netneit mwkonel. B. Tankua u . XabuOynaun nmenn
Bcero 4 xiacca 00pa3oBaHus, HO Y TIOCJIEIHETO, TOMHMO
9TOro, OBUI cHeHMYecKHil onblT — B 1932-1933 Xabu-
OyinH paboTalt apTuCTOM B MOCKOBCKOM LIEHTPAILHOM
TarapckoM pabouem Tearpe. Cm.: bamkupcekast onepHas
cryaus. JInansle nena crynentoB // Apxus MI'K, ¢. 52,
omn. 2-13, exn. xp. 1.

15 oknax E. MunbkoBuu o pabote Bamkupckoit
cryauu ipu MI'K u nepenncka o pabote HallMOHAIBHBIX
crymuit // PTAJIN, ¢. 658, on. 17, en. xp. 83, 1. 1-6.

16 Tam xe.

'7 OdunuanpHbli npuropop I. AbMyXaMeToBy ObLT
BBIHECCH 3a YYacTHE B aHTHCOBETCKOW BaJMJOBCKOM
TPYNIIHPOBKE, «CTAaBUBIIEH Lenbio cBepkeHne CoBer-
CKOI1 BITACTH ¥ CO3IaHUE AaHTIOPKUCTCKOTO TOCYAapCTBa
MyTEM BOOPYKEHHOTO BOCCTAHUSI M COBEPIICHUS TEPPO-
puctryeckux akros Hax wieHamu BKII(6) u Coerckoro
MPAaBUTENBCTBaY (IUT. 1M0: [4, c. 200]).

'8 Barikupckas onepHas ctynus. JIndHble nena cry-
nentoB // Apxus MI'K, ¢. 52, om. 2-13, en. xp. 1.

' Te3uchl JOKNIA/A HA COBEIIAHUH PaOOTHHKOB HC-
KycctBa bamrkupun ot 13 nexabps 1938 r. Onepnas cry-
must // HA PB, @. 122, om. 18, en. xp. 569, 1. 33.

20 TTocranosnenue Ne 1264 CHK BACCP «O npeno-
CTaBJICHUM NOMelleHust bamknpcekoit ornepHoH cTymum»
ot 19 cenrs16psa 1938 . // Tam xe, ex. xp. 609, . 331.

2! JloknagHasi 3amucka OT JUpeKTopa barikupckoin
onepHoii ctyauu C. KagsipoBa cexperapro bamkupckoro
obkoma BKII(6) A. 3anmukuny ot 13 oxrsiopst 1938 1. /
Tam xe, . 335.

2 Tpu TeaTpa ObUTH pa3MeLICHBI B 3AaHMU AKca-
KOBCKOTO HApOAHOTIO A0Ma, MOCTPOEHHOro B 1914 roxy.
Heine 310 31anne npuHaaexxut bankupckomy rocynap-
CTBEHHOMY Te€aTpy OIepbl u Oanera.

< AUTEPATYPA (<

1. Baiimyxamerosa I. A. ['a3u3 AnmpMyxaMeTOB — OpraHu3aTop OaIKUPCKOi onepHo crynun // TpaguunonHas
n npodeccronanbHas My3bIKaJdbHas KynsTypa PecnyOmmkn bamkoprocran: ¢6. marepunano Bcepoc. Hayd.-TIpakT.
koH(. ¢ MexmyHap. yaactuem / pen.-coctT. H. B. Axmerxanosa; YU um. 3arupa Mcmarunosa, PYMI] MK Pb. Va,

2015. C. 70-76.

2. bamrasuna A.A. Pexuccépsl TearpoB bamkoproctana: Oubnmorpaduueckuii cupaBodHHK. Y da: Apkamm,

2014. C. 32-35.

3. BmacoaE. C. 1948 rox B cOBETCKO# My3bIKe: JOKYMEHTHPOBaHHOE HccienoBanne. M.: Kiraccuka-XXI, 2010.
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6. Wnwbaesa 3. 3. Bocnomunanus. Yoa, 1982. 30 c. Pykomuich XxpaHutcs B IMIHOM apxuBe D. M. J[aBBITOBOMA.

7. Wnamos U.T. Bociomunanus // T'azu3z AmpmyxametoB: Crarsu. BocmomuHauus. JJOKyMEHTHI / aBT.-COCT.

M. A. Unpucosa. Yda, 2008. C. 74-84. Ha Tar. s13.

8. Kapmosa E.K. O6 m3y4ueHnn My3bIKanbHOTO mponuioro bamkupuu: mcropuwdeckwii 0630p // [Ipobiaemsr
My3bIkasbHOM Haykd. 2017. Ne 4. C. 151-158. DOI: 10.17674/1997-0854.2017.4.151-158.
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9. Maxueii C.U. Pycckue xoMmo3utopsl U bamkupus (kK mpoOieMe B3auMOICHCTBUS NBYX KYIbTyp). Yda:
Tunem, 2008. 168 c.

10. MockoBckas koHcepBaTopus: OT HCTOKOB 10 Hamwmx jgHeH / pem.-cocT. H. A. Muponosa. M.: IIporpecc-
Tpaguuwms, 2005. 744 c.

11. CanuxosaJl. U. HaurionanbHbIe My3bIKaJbHbIE OTACIECHUS U OIEPHBIE CTYIMU B MOCKOBCKOM rocyaapCTBEHHOM
rxoHcepBaropuu B 30-e roxsl XX Beka // MysbikoBenenue. 2009. Ne 6. C. 61-67.

12. Shin B. National Form and Socialist Content: Soviet Modernization and Making of Uzbek National Opera
Between the 1920s and 1930s // Interventions-International Journal of Postcolonial Studies. Volume 9, Issue 3,
pp. 416-433.
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JUHANI NUORVALA

Composer and Theorist Joel Mandelbaum on Microtonality

I spent the academic year 1993-1994 in the
United States, studying composition at the Graduate
Center of the City University of New York. In
the 1980’s I had studied “spectralist” music with
composer Tristan Murail in Paris, and I had used
quarter-tones in some of my compositions, but my
deeper interest in microtonality, various tuning
systems, and Just Intonation, in particular, was
only truly starting in the 1990s, and especially
during my year in New York.

the Octave and the Tonal Resources of the 19-tone
Equal Temperament” (Ph.D. thesis, University of
Indiana, 1961; available online at http://anaphoria.
com/mandelbaum.html).

It turned out that Mr. Mandelbaum did not
teach a class in microtonality at the time I studied at
CUNY, but he kindly agreed to a meeting. I recorded
his words on cassette tape; while I started by asking
about his path to microtonality, and inquired about

his own music, more than an

Although I did not study with
amicrotonal composer, I knew
of an important microtonalist
who had taught the subject
at Queens College, which is
part of the City University
of New York. His name is
Joel Mandelbaum and his
presence was indeed one of
the reasons I had applied to
this university. I had learned
about him, his views, and
ideas, from an article that
proved groundbreaking for my
development: “Six American
Composers on Nonstandard
Tunings” by Douglas Keislar
in Perspectives of New Music (vol. 29, No. 1,
Winter, 1991, pp. 176-211). Mr. Mandelbaum
(b. 1932) is a highly educated, skillful composer
who writes in a clear, tuneful, and accessible tonal
style to which the use of microtones add an original
and fascinating flavor. Unfortunately, his music,
such as his important, much-acclaimed operas on
Jewish subjects, is all but unavailable on recordings.
Of his microtonal music, only a short electronic
work in 31-tone equal temperament is available
on CD (“Andante cantabile” on the compilation
“Electronical,” American Festival of Microtonal
Music — Pitch P-200208).

Among microtonal composers and scholars of
tuning systems, Joel Mandelbaum is widely known
for his seminal dissertation “Multiple Division of
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interview, our rendezvous
was a private lesson or
lecture for an enthousiastic
beginner, on the workings of
the 19-tone and 31-tone equal
temperaments, as well as the
use of the pure intervals of the
harmonic series. During the
recording, I mostly kept silent,
as | had in mind that I could
later use it in a radio program.
However, the talk concerned
such a specialized subject that
I gave up on that idea. Recent
decades have  witnessed
a  growing  international
interest in microtonality and
alternative tuning systems among musicians from
all genres, thanks to synthesizer and computer
technology, as well as internet communities.
I believe that publishing this 1994 interview now
makes available a fine short introduction to a
remarkable microtonal composer and theorist, and
two of the most important and popular microtonal
tuning systems: 19 and 31 equal divisions of the
octave.

After his most illuminating  talk,
Mr. Mandelbaum demonstrated various intervals
and tunings on his Motorola Scalatron, an early
digitally retunable electronic organ, which at the
time was still in working condition.

Juhani Nuorvala
Helsinki, Finland, February 1, 2018
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Path to microtonality

Juhani Nuorvala: How did your interest in
microtonal music begin?

Joel Mandelbaum: The origin of my interest
in microtonal music is interesting in itself. I had
forgotten about it. When I thought of, as any other
student, doing research for a doctoral dissertation,
I had been advised: “Do it in theory, not in
composition.” This was because even then [ was
writing in a very conventional style, and the fashions
were very different. They said, you’ll never get a job
as a composer; you’ll get a job as a theorist. So I
had to find a theory topic, and I thought of a number
of topics, and one of the things in the back of my
mind was: “If I ever have a lot of time, I’d like to
explore microtones.” I didn’t know at that moment
where I got the idea, but somehow it had been there
as one of several topics I proposed, and the people
in Indiana University liked it better than my other
topics, so I said “fine, I’1l do it.” Then, later on, after
I had done the thesis, I discovered notes that I had
taken as a freshman in college. I realized that was the
source of my fascination with microtones — it was a
lecture on microtones given by Paul Hindemith. He
spent most of the hour describing these fascinating
advocacies of microtonal tuning. During the last ten
minutes he debunked them all — he didn’t believe
in any of them. I found the first forty-five minutes
absolutely riveting and the last ten minutes totally
unconvincing. So in the back of my mind I knew
wanted to go through this material too. And when,
finally, having to find the dissertation topic, the
people at Indiana University knew about the 19-
tone per octave tuning, since one of them had read
Joseph Yasser. So they suggested that I explore
the 19-tone per octave tuning, which was not so
difficult to do: I got their harpsichord and tuned the
two keyboards differently, and could experiment
and started to do it. [ also read their reading list and
followed up their bibliographies with their reading
list and read other things. It wasn’t long till I decided
that this was an absolutely undeveloped field, that
nobody knew what anybody else was writing, and
that there needed to be a kind of overall map and
survey. The last reasonable survey of any sympathy
had been done by Robert Bosanquet almost a
century earlier. The survey made by Murray Barber
had been so hostile to microtones that there was
simply no real presentation of what was going on.
So the thesis expanded into a survey of the entire
field, and still I retained as a portion of it some
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theoretical exploration of 19-tone tuning, including
some pieces. Among the people I researched in
the thesis was Adrian Fokker in Holland, and the
correspondence I got back from him was so warm and
supportive and invitational that when I got a chance
a few years after I finished my doctorate, I spent
a summer in Holland working on the organ there and
composing in the 31-tones-per-octave tuning, and I
liked very much what I found and discovered. So I
maintained that tie to the 31-tone people in Holland
and contributed some impetus to supporting George
Secor and getting the Motorola company to make
some experimental 31-tone keyboards. That was
before the days of the expansion of the synthesizers
into microtones. We have one right across the hall
here. And I wrote a set of preludes in the 31-tone
scale. Then I wrote a scene from the opera I was
writing from 1966 to 1971, which was a setting
of The Dybbuk, in which the natural seventh was
used consistently as a harmonic interval between
the voice of the girl who is possessed and the man
who possesses her. Only where that happens were
microtones used, but I thought that is was effective
to do that. I wrote a number of pieces — I never
liked the sounds of the various organs that I used to
find the pitches. So I experimented with writing for
standard instruments. I found some string players
could find the notes, and some couldn’t, and it was
a little unreliable. What I found reliable were the
upper partials of the French horns, and that the flutes
could maintain a fairly good scale, if you tune them
about a third of a semitone flat, so that they could
play seventh partials of the notes that other people
had. A lot of my microtonal writing since then has
focused on those instruments. For instance, I wrote
a little study for woodwind quintet, where the flute
was tuned flat.

19-tone equal temperament

Juhani Nuorvala: Is the reason why you use
31-equal, and is the importance of 19-equal and
31-equal that you can approximate just-intonation
intervals conveniently?

Joel Mandelbaum: In 19-equal it does not work
so well. The point of this scale is mostly getting new
intervals into the system. The minor thirds are almost
perfectly in tune in 19-tone equal temperament. The
major thirds are fairly close, but they are actually
smaller than pure major thirds — and we are so
used to hearing major thirds larger than pure that
I am not so sure it helps, and the fifths are pretty
much shortened. The triads are recognizable. An
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interesting experiment I did when [ was doing my
thesis at Indiana University, [ wanted to accompany
some songs. After the harpsichord we tuned two
pianos, and we had singers come in and sing
standard repertoire, while accompanying them with
regular scales in 19-equal. And they were amazed
that it wasn’t so difficult. As a matter of fact, later
with The Dybbuk, where, of course, we rehearsed
with the singers with piano, and then shifted the
last minute to microtonal instruments, Paul Sperry
was very resistant to the change, and then when
the change came, he said “this was so easy, you
shouldn’t have even bothered using microtones, just
indicated regular notes, and it would have been the
same.” In fact, the intervals are not the same, but
this is easy to do, because the intervals are pure.
One of the things we discovered was that it was not
a great burden if you used the conventional scales
in 19 or 31. Singers adjust very easily to keyboard
instruments that are tuned to 19 or 31. In 19, the
scale wasn’t improved, it was just different.

In the pieces published in my thesis (Nine
Preludes for Two Pianos in 19-tone Equal
Temperament, 1961), I tried to illustrate different
speculations. There was a writer named Theovald
Kornerup, who advocated 19-tone tuning based on
the golden ratio. And so I had some golden ratio
intervals, which essentially produce a sort of a very
sharp E in the middle from C to C — a pitch between
E and F. That makes the golden cut on the octave,
a very close approximation. Following Yasser’s
suggestion, I built some scales according to his
ideas, which sort of came down to using equivalents
of whole-tone scales, and tended to create consonant
and dissonant principles, in which the major second
seems to come up as a consonace. I composed one
piece, which I enjoyed writing, in which I set up
a twelve-tone row and used the twelve tones out
of 19 as a kind of tonal field. Although the piece
was entirely serially created around the row, the
row modulated first to closely related rows with 11
notes in common and one new, and, finally, at its
climactic point, to as many new notes as possible
— seven new, retaining five old pitches — and then
came back. It was interesting to sort of explore
the synthesis between tonal movement and serial
twelve-note structures. I thought it kind of worked,
but I’ve never done the process again. It felt quite
satisfying to me. It was a very short piece. I haven’t
really tried my luck over a long haul. But I had a
sense, when I came back at the end, that it was a
rounding and a closure, which I don’t usually hear
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in twelve-tone music. And then I took something,
which was as close to the equal pentatonic as I
could, but 19 isn’t a multiple of five, so it wasn’t
equal. But it still created a kind of gamelan effect. I
also wrote a few other compositions — for instance,
a bitonal piece, in which the two keys were one 19th
of an octave apart, and kept in a separate hand. All
that was fun.

31-tone equal temperament

Joel Mandelbaum: What made 19 interesting
was the extra notes and the particular relationships
which they provided, whereas in 31 the charm
was that the major thirds were really pure, and
the natural sevenths were very close to pure too,
so that you suddenly had a system in which even
though you still could modulate with the freedom
of equal temperament, you basically were working
with the overtone series through the 12th partial,
even though the 11th partial is not quite so good
but it’s much purer than in 12-equal. In 12-tone
equal temperament 11 is a quarter-tone off, while
in 31 it’s pretty close — you take the note between
F and F#, and you have a pretty good 11th partial
of C. So up to the 12th partial the system works
pretty well in 31. In no other system short of 70s
or 80s you could get tuning that close [except
41-equal? — J. N.]. However, what I found
in 19 was that I was using all the notes quite
logically. With 31 I wasn’t interested in using all
the notes. I was interested in creating systems that
use some of them. My own particular proclivities
were harmonies with the seventh partial. One thing
I liked very much was the ratio 6:7, which is a little
smaller than the minor third, but a lot larger than
the major second. And it is a small minor third, and
three of them add up to a pure minor sixth — not a
major sixth but a minor sixth! — and four of them
to a major seventh. I found that this provided an
interesting set of relationships, which would come
with a certain surprise to the ear, and yet things
would fit pretty well. I also discovered a kind of a
jazzy idiom as though you had a minor third with
a sort of blue note character to it, which was very
attractive. So that’s something I’ve used quite a bit
in several of my pieces.

Have you met Johnny Reinhard? He is the one
who keeps his attention on all the activities of the
city. In any case, he asked me to write a 31-tone
woodwind quintet, saying: “Just write the notes,
and don’t worry about how we’ll play them, and
we’ll play them,” which was a little optimistic.
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It didn’t quite turn out quite that well, but it was
close. The horn, curiously enough, had the greatest
problems doing it that way. Fairly recently I wrote
a woodwind quintet entirely in 31-tone tuning,
without worrying about it. (Woodwind Quintet # 2,
1991) But I found that I was using a 13-tone scale
most of the time.

On the techniques
of writing microtonal music

Juhani Nuorvala: Do you use Fokker’s notation
for 31-equal?

Joel Mandelbaum: Yes, 1 do. I like his notation,
it makes very good sense, because it relates to the
standards of intonation that existed back in the
Renaissance, when F# was lower than G-flat, and
everybody knew that. So semi-sharps and sesqui-
sharps in this context make good sense. I think that
it’s a very logical notation system. I did one work
for about ten instruments, including a microtonal
keyboard, which was in it a little bit, but did not
play a big role. And the woodwind instruments
there were all instructed to play normal diatonic and
chromatic music, but they had to tune in odd ways.
So I could probe the pitch by the tuning. And of
course the result of that was Klangfarbenmelodie,
simply because in order to write a microtonal
melody I had to jump from one instrument to
another, and different instruments had control over
different parts of the pitch spectrum. It came out
experimental, but I was pleased with the results.
Another work was for three horns and trombone,
and the idea there was simply the upper partials.
In the outer movements all the horns are in F, and
everything is in sympathy, almost like a single chord
all the way through the piece. In the inner movement

I have one horn in F, one in E and one in C, and I go
for as many microtonal pitches as I can, including
some cluster chords, where all four notes are within
a semitone, but all playing different pitches. The
work [ was describing earlier had, in addition to the
woodwinds, also three string instruments including
a double bass. One passage turned out remarkably
well. I had a double bass solo in the middle of it in
which, all of a sudden, the double bass was playing
all the units of the system, a melody with the tiniest
intervals, and the double bass player plays figures
in one position like a violin, which is the easiest
thing in the world, and something they never do,
but it’s perfectly natural, and it turned out very well.
Each movement of that piece is based on a totally
different conceptual premise, which is also the way
the movements of my 19-tone composition in my
thesis worked out.

Now I tend to use microtones in fragments of
larger non-microtonal pieces. My opera on which
I am working now (The Village, 1995) has two
microtonal scenes out of thirteen. On certain special
occasions, for instance, when a horn plays a seventh,
I ask it to play a natural, flat seventh. I regard that as
routine. That doesn’t make the piece microtonal, but
it’s only when I decide to tune the flutes down, so
that the whole segment is systematically lowered,
that I consider it microtonal, even if it’s just for the
seventh chord.
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[oTnyeckne moTuBbl B onepe Tomaca YMACOHa
«cnoBeab ONMpPaBAQHHOIO rpeLHUKa»

Crarbs NOCBSIIEHA UCCIEN0BAHUIO omnepbl «VcrnoBeap onpaBIaHHOIO IPENIHMKay HMIOTIAHICKOIO KOMIIO3UTOpa
Tomaca Yuicona (1927-2001). BeIBISIIOTCS CBSA3M MEXK/Ty OIEPOI M INTEPaTypHBIM IIEPBOMCTOYHHKOM — TOTHYECKUM
POMaHOM MIOTIAHACKOro no3Ta /keiimMca Xorra. ABTOp KacaeTcsi 3CTETHUECKUX B3NI0B KOMIIO3UTOPA, HOAUEPKHBAs
oco0oe BIHMsSHNE HAa UX CTAHOBJICHHE KOMIIO3UTOPOB-IKCIIPECCHOHHUCTOB, B YacTHOCTH, Anbbana bepra. Kak Baxknas
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KOMIIO3UTOpA.

ABTOp OOparaercsi K ICTOKaM jKaHpa TOTHKH, a TaKXKe K 0COOCHHOCTSIM TOTHYecKoro pomana. Ha ocHoBe pabor
AHIIMHCKUX JINTEPATypOBENOB 0000IIaI0TCS OCHOBHBIE YEPTHI )KaHpa C aKIIEHTOM Ha TeX, KOTOphIe HaIlIH HanOoee
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ubbed by his contemporaries as the “leading
DScottish composer of his generation” [5,

p- 7], Thomas Wilson (1927-2001) holds
a very important place in the history of Scottish
music in the second half of the twentieth century.
However, his music has yet to be explored fully
by musicologists and represents a broad field for
exploration. Much information about various
aspects of his life and music may be found in the
biography written by his wife Margaret Wilson and
David Griffith [7] and in a large archive of Thomas
Wilson’s correspondence, notes, critics’ reviews
etc. carefully collected by Margaret throughout
their almost fifty years of marriage. Many of his
works received detailed commentaries on the pages
of essays written by musicologists, composers and
performers, former colleagues, friends, and family,
published in 2004 by the Musica Scotica.

Due to the fact that the medium of contemporary
opera presents a topical issue of present-day
musicology, this essay will focus on Thomas
Wilson’s operas. It will explore the connections
between his opera The Private Memoirs and The
Confessions of a Justified Sinner and the gothic
novel of the same name by Scottish poet James
Hogg. The author will identify the distinguishing
traits of the gothic text and explore their impact on
the dramaturgy and musical style of the opera.

According to Margaret Wilson, Thomas believed
that music is a reflection of the lives we live and
the environments we live in. He thought that it is
a matter of high importance for a composer to be
aware of his musical surrounding. Nevertheless,
living in a century of great artistic innovations, his
style remained relatively conservative. Being very
much aware of contemporary music and of the
various different stylistic factors and techniques as
they appeared, he had never sought for innovation
for its own sake. He found many modern composers
too preoccupied with the qualities of structure
and techniques rather than the question of the
composition’s final goal and expression. What the
composer included in his musical arsenal had to
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be consistent with his style and approach and most
importantly had to satisfy the purpose of every
particular piece. The musical vocabulary of the
twentieth century was organically combined with
the one of the previous epochs forming his original
distinctive voice.

His style developed throughout his life,
influenced by a truly eclectic range of sources.
Considerable impact in this process belongs to the
icons of the early twentieth century — Anton Webern
and Alban Berg. The aesthetics of expressionism
represented in the works by members of the Second
Viennese School appealed to Thomas Wilson.
Friends of the composer often pointed out that
of all European composers Berg was the closest
to him in style and expressive force. The striking
resemblance between the two composers is revealed
most obviously in the mixture of tonal and atonal
elements and deeply expressive and sensitive
orchestral writing. Although Wilson’s instrumental
forces are far from lavish, he attains an astonishing
variety of colors and textures. The dark undertones
of Wilson’s operatic pieces are characterized by
themes and issues of expressionism, its deep interest
in characters’ inner lives and violent external and
internal conflicts.

Although he had always been reputed as a
composer of large-scale symphonic works, opera
played an important role in his life. The two operas
written by the composer, both commissioned by
Scottish companies, made a significant contribution
to nation’s cultural output. Wilson’s first venture
into the operatic medium occurred in 1968 when
BBC Scotland approached him with a commission
to write one-act opera. The Charcoal Burner was
recorded in March 1969 and broadcast on Radio 4.
The libretto of the opera is based on a tragic
story by John Walford, a charcoal burner from
the Quantock Hills area of the West Country who
was publicly executed in 1797 for the murder of
his wife Jane Stovey. All the events are presented
as a narrative of an unnamed poet, through which
we can see the piteous effect they induced in his
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mind and soul. The story reflects those principal
features which the composer considered necessary
for a good libretto — highly dramatic elements and
demonstration of the contrasting oppositions of
light and darkness, the best and worst in mankind.
The Charcoal Burner received a warm reception
from the critics, who agreed that the opera is “a
major contribution to operatic literature” [7,
p. 108]. After completing The Charcoal Burner,
the composer claimed that he had reached another
important point in his career as a composer. By
tackling the hitherto untried genre Wilson expanded
his musical vocabulary. These methods of working
with librettos, operatic form, dramaturgy and other
aspects of such a significant undertaking as writing
an opera developed in his second big operatic
project.

In the 1970s the Scottish Opera contacted four
Scottish composers with a commission to each
write an opera — lain Hamilton (The Cataline
Conspiracy), Robin Orr (Weir of Hermiston), Thea
Musgrave (Mary Queen of Scots), and Thomas
Wilson (The Confessions of a Justified Sinner).
Three years later, in the York Theatre Royal at the
York Festival on June 18, 1976 the world saw the
first performance of the opera in three acts based
on an extraordinary work by Scottish poet James
Hogg The Private Memoirs and Confessions of a
Justified Sinner (1824). The opera remained the
only full-length work in that genre by Thomas
Wilson.

The composition of the opera absorbed the
composer and developed into three years of
obsession during which he faced and successfully
resolved many difficulties. In order to cut
down the costs and make the opera suitable for
touring, the commission allowed only a chamber
orchestra of forty-five musicians, three solo
vocalists and a chorus of only twenty members.
Such conditions became a significant challenge
for Wilson, whose orchestral style was marked
by an expanded use of large romantic orchestra.
However, “he showed an outstanding ability to
achieve the huge dynamic range, varied textures,
and his characteristic orchestral voice in scoring
which was effective in the large conventional
theatres as well as the smaller and more restricted
venues of the tour” [3, p. 18]. The orchestration
of the opera is always lively and intensely vivid.
The reinforced lower registers of the orchestra
(alto flute, bass clarinet, contrabassoon, three
trombones) have a direct impact on the gloomy
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gothic atmosphere. Although the opera “does
not have a lot for the lover of good tunes” [6],
its expressionist orchestral writing, as well as the
vocalists’ increasingly hysterical recitative-like
declamation, carries within itself the unbearable
tension of the opera’s dramatic narrative. As the
critics pointed out, “when musical points are as
tellingly made as these, it seems hardly necessary
to underline them visually” [Ibid.].

Wilson found the solutions for the other two
difficulties — finding the right librettist and the
appropriate text — in his close friend, the choral
director of Scottish Opera John Currie. Currie had
already worked with the composer on a few earlier
compositions as a conductor and understood his
music very well. He was the first to suggest adopting
Hogg’s The Private Memoirs and Confessions of a
Justified Sinner for writing an opera. “For years
I had been fascinated, perhaps because of an
early religious background, with that strange and
powerful novel by James Hogg — said Currie —
and was surprised and delighted when Wilson was
gripped by the work’s dark undertones” [3, p. 17].
As Currie pointed out, one might have been
surprised that the composer, “a Catholic, steeped
in plainchant and, to the end of his life, the great
liturgical texts, should have embraced a work with
the Calvinistic doctrine of Predestination (or a
Scottish distortion of it) as its central evil, and its
title character an anti-hero” [Ibid.]. However, the
gothic novel with its character-driven plot, strong
muscular style of language in the vein of the King
James Bible, complex psychological collisions
and unexpected narrative twists perfectly coincide
with his aesthetic interests. He “recognized in the
Sinner a profound myth of good and evil which he
was well equipped to present in operatic language”
[Ibid.]. Besides, Wilson discovered a link between
the novel and one of his favorite operas, Berg’s
Wozzeck, and often referred to it in the discussion
of his work.

The genre of the gothic novel determined the
stylistic features of the music of the opera as well
as its production. Its distinguishing traits can be
seen not only in the opera’s dramaturgy but also
in its original musical implementation. In order
to clarify what the term gothic means it is useful
to refer to the origins of the genre. It originated
in England in the second half of the 18th century.
The term is attributed to English author Horace
Walpole, with his novel The Castle of Otranto
(1764), subtitled in its second edition “A Gothic
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Story”. It emulated Gothic architecture, which
appeared as a background of many of these stories.
The Gothic is associated with “supernatural and
natural forces, imaginative excesses and delusions,
religious and human evil, social transgression,
mental disintegration and spiritual corruption” [1,
p. 1]. Gothic plots vividly demonstrated criminal
behavior; humans who are disturbed, alienated,
divided from themselves, governed by their alter
egos and no longer in control of their passions and
desires, became its subjects.

To define the gothic characteristics of the opera
it is necessary to identify the distinguishing traits
of this genre. Professor of 19th-century literature
John Bowen in his article Gothic motifs [2] says
that despite the fact that there is no essential
element which belongs to all gothic texts, there is
a number of important characteristics they have in
common. The first one to be named is steaming
from the name of this genre. This type of texts
usually have plots taking place among the gloomy
castles with secret subterranean passageways,
in stormy and desolate landscapes, ruins of old
churches etc. The harsh, stern context of Scotland
presents the appropriate frame for The Confessions
of a Justified Sinner. The distant, marginal settings
of the Scottish borders highlight the gothic effect
of the story. Although music is aimed to reflect
the internal psychological state of Robert (the
sinner), it coincides very much with the dark and
mysterious external atmosphere of the story. The
interplay between the dull atmosphere of the old
family house and the restless mind of the Sinner
can be seen from the very beginning of the opera.
The slow oscillation on the high flute and clarinet
in the orchestral prelude, chromatically underlined
by the strings and harp, the tonal ambiguity, as
well as the dense and dissonant harmony create a
feeling of discomfort and tension. The subsequent
leaps of minor ninths and the clarinet “cadenza”
will mark many of the heightened and agitated
moments in the drama.

According to John Bowen, “the gothic world
is fascinated by violent differences in power, and
its stories are full of constraint, entrapment and
forced actions” [2]. This sense of psychological
threat and manipulation reveals in the relationship
between the Sinner and his demonic alter ego,
the mysterious apparition visible to nobody else,
the “second-self” of the Sinner’s split identity —
Gil-Martin. While essentially being Satan in the
guise of a beautiful young man possessed with
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T. Wilson. Confessions
of a Justified Sinner.
Act 1, Orchestral prelude

Example 1

the ultimate desires for power and destruction,
as many evil leaders are, he was endowed with
great seductive powers. From his first entrance,
Robert falls under the influence of this “figure of
mystery, majesty, persuasive intellect, and, above
all, beauty” [3, p. 23]. He uses Robert’s beliefs
and pre-existing tendencies in evil purposes,
convincing him that it is his mission to “cut
sinners off with the sword” [4].

The thematic area related to him is completely
new in the opera in terms of its atmosphere. With
a sudden change to vivid diatonicism, he ravishes
the sinner with the music that reflects his beauty
and plausibility. But to the degree that Gil-
Martin’s true identity becomes gradually more
apparent, his music becomes less radiant. In the
musical fragment describing how the first murder
is committed, the lustrous harmony associated
with Gil-Martin is changed into violent orchestral
chords. Nonetheless, the thematic material of
this musical episode is hardly new. The music of
violently contrasting character is derived from the
same source — the main thematic seed of the opera,
the same way that the illusions and confusions of
the Sinner’s own characters are part of a single,
albeit, shattered, personality. First, his music
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consists of a version of the dense and dissonant
initial chord of many notes, repeated either in
slow tempo or in aleatory passages in the prelude.
Here it is played with all the dissonant harmonies
removed. This thematic area is gently incorporated
with the modal chorale from the beginning of the
Act L.

Another characteristic feature of the gothic
world is that it is “a world of doubt” [2]. The
uncertainty that accompanies the gothic element
is very typical of a world in which psychological
disturbance and hallucinations, imagination and
emotional affects utterly shatter the sense of
reality; this is a characteristic trait of a world in
which ambivalence and uncertainty obscure the
boundaries of evil and vice. The Confessions of a
Justified Sinner focuses on the same collisions of an
individual psyche. As a metaphor for the distortions
and doubts in the Sinner’s mind, Wilson makes use
of off-stage effects. This kind of device has been
used by composers in psychological and symbolic
ways in many operas'. For Thomas Wilson it is the
domain of delusion, schizophrenia, madness, and
uncertainty which reflect the Sinner’s unsteady
psychological state.

The “world of doubt” absorbs the Sinner
from the very beginning of the opera. Scene 1
involves us into a family prayer, during which
Reverend Wringhim ardently preaches the
doctrine of Predestination. The central concept of
this distorted version of the Calvinistic doctrine
is that if you are among the chosen you can do
no wrong, your place in Heaven is secured, no
matter what you do on earth. Being overwhelmed
with the key phrases associated with the doctrine
(“predestinate”, “first-born”, “those who are
called, those who are chosen”, “numbered
amongst the elect”, etc.), Robert starts to question
himself on whether he is the chosen one. This
turns into an obsession for him. His questions
and doubts are doubled by off-stage whispers —
“first-born, sinner, second-born”. They are also
emphasized by a broad range of musical means of
expression, such as the chromatic musical style,
tonal ambiguity, and dense dissonant harmony.
This feeling of uncertainty is conveyed through
the intermittent agitated declamation of the vocal
part of the Sinner. Its short melodic phrases with
a descended shape and wide leaps demonstrate his
tense emotional state.

After the Sinner is told of God’s revelation
that he is one of the Elect (Scene 2), his doubts
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T. Wilson. Confessions
of a Justified Sinner.
Act 1, Scene 1

Example 2

T. Wilson. Confessions
of a Justified Sinner.
Act 1, Scene 2

are temporarily replaced by joy. His vocal part
broadens, acquires ascending melodic direction,
with the inner-voices echoing the word “chosen.”

Notwithstanding this, the overall atmosphere of
the “monologue of a mind unhinged” [3, p. 21] does
not change. The dark orchestral colors imply that
his internal conflict is not exhausted and soon will
overtake him with renewed vigor.

Much more examples demonstrating the
influence of the gothic genre in Tomas Wilson’s
opera may be given, but already the aforementioned
ones make it possible for us to conclude that the
gothic motives of James Hogg’s works had a
considerable impact on the music of the opera. The
dark atmosphere of the novel coincided perfectly
with the composer’s expressionistic aesthetics. His
profound interest in the complex psychological
collisions and desire to uncover the motives of a
young man falling prey to distorted religious beliefs
and crossing the line of sanity enabled Wilson to
produce music that reaches beyond the emotional
boundaries of mere stage action. The juxtaposition
of the distinguishing traits of the gothic texts and
their musical implementation demonstrate that the
composer’s penetration into the violent atmosphere
of the novel predetermined many dramatic and
stylistic features of the enchanting music of Thomas
Wilson.
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' The use of off-stage effects can be found in  stage female chorus), and Madama Butterfly by Puccini
Jenufa by Janacek (xylophone), Savitri by Holst (off-  (humming chorus).
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The Study and Practice of Applying the Serial Technique in China”

At the turn of the 1970s and the 1980s, after the cessation of the Cultural Revolution Chinese composers began
intensive study of the 20th century European musical classics, including the compositions of the Second Viennese
School, as well as the European and American postwar avant-garde, including serialism. The result of this was an
adaptation of serial technique on the Chinese cultural soil, a synthesis of the method with national traditions — modal,
timbral, metro-rhythmic, philosophical and aesthetical.

Mastery of the technique took place in two mutually conditioned directions — the theoretical-methodological,
connected with expounding the chief principles of Schoenberg’s compositional method, and the practical, which
led to the creation of dodecaphonic works by Chinese composers. The first to demonstrate interest in the 20th
century Western classics was Luo Zhongrong. As the result of his translations of musical texts, the theoretical
works of Arnold Schoenberg and Paul Hindemith became well-known, the ideas of the American apologists of
serialism, George Perle and Allen Forte, began to be disseminated. A major researcher of serial technique in China
is musicologist Zheng Yinglie. From the late 1970s he developed original courses devoted to twelve-tone music for
students and aspirants, and in 1989 he published his own tutorial materials as a monograph “Courses of Composition
of Serial Music.”

Special interest for Chinese musicians was aroused by the figure of Arnold Schoenberg. At the present time
analysis of chosen works carried out by Chinese music scholars has firmly entered into tutorial material for students
of higher musical educational institutions in the People’s Republic of China. The greater part of articles about
Schoenberg written in China is devoted to his pedagogical, theoretical and conducting activities. In the domain of
Chinese scholarship all of the crucial works by Schoenberg pertaining to different periods of his work have been
examined. In recent years there have appeared articles elucidating the history of study of the legacy of Schoenberg
in China.

Keywords: Chinese serial technique, Arnold Schoenberg, Zheng Yinglie, Luo Zhongrong, Chinese musicology.

For citation: Fan Yu, Krom Anna E. The Study and Practice of Applying the Serial Technique in China. Problemy
muzykal'noj nauki/Music Scholarship. 2018. No. 2, pp. 66—73. DOI: 10.17674/1997-0854.2018.2.066-073.

MN3yyeHne U npakTMKa NpUMeHeHust CepuMMHOU TexHUkHn B Kutae

Ha py6Gexe 1970-1980-x romoB, mocie OKOHYAHHS KyJIBTypHOU PEBOIIOINH, KUTAaHCKHE KOMITO3UTOPHI HAYaJH
MHTEHCUBHO M3Yy4aTbh €BPOINENUCKYIO KJIaCCUKy XX CTOJIETHS, B TOM YHCIIE COUYMHEHUS KOMIIO3UTOpoB HoBOI BeHCKOM
LIKOJBI, & TAK)KE EBPONEUCKUI U aMEpPUKaHCKUI TOCIIEBOEHHBIN aBaHrap[, BKIIto4asi cepuanusM. Pesynprarom crana
aJanTanys CepUHHONW TEeXHUKM HAa KUTAHCKOH KYIBTYpHOW IMOYBE, CHHTE3 METOJa ¢ COOCTBEHHBIMH TPATUIIHIMH —
JII0BBIMH, TEMOPOBBIMH, METPOPHTMHUYECKUMH, (PUII0COPCKO-ICTETHICCKIMH.

OcBoeHNE TEXHUKH MPOXOIIIIO B IBYX B3aUMOOOYCIOBICHHBIX HAPABICHUSIX — TEOPETUKO-METOIOIOTHIECKOM,
CBSI3aHHBIM C M3JIO)KCHHEM OCHOBHBIX IPHHIMIIOB MIEHOEPTOBCKOTO KOMITO3MIMOHHOTO METOAA, M MPAaKTHYECKOM,
KOTOPHIH TPHUBEN K BOSHUKHOBEHHIO JOMEKA(OHHBIX MPOU3BEACHUIN KUTAHCKUX KOMITO3UTOPOB. IlepBBIM TpOSBHI
HHTEpeCc K 3amaaHbiM kiaccukam XX Beka Jlo WxywxyH. braromaps ero mepeBogam B Kutae cranu HM3BECTHBI

* Translated by Dr. Anton Rovner.
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teopernyeckue Tpyabl A. llIéubepra u I1. XunnemnTa, Hayamy pacrpoCTPaHATHCS HEH aMEPUKAHCKUX arloJIOreTOB
cepuanus3ma — Jlxk. Ilepna u A. @opra. KpynHsim uccnenoBareneM cepuitHoi TexHUKH B Kurtae sIBIsieTCsl My3bIKOBE]
Uxon Muite. C xonna 1970-x ronoB oH pa3paboTall aBTOPCKUE KypCHI IO IBEHAJIIATUTOHOBOW MY3BIKE JUISl CTYJICHTOB
1 aciMpaHToB, a B 1989 roxy onmybnukoBan coOCTBEHHBIE yueOHbIE MaTepHaibl B Buie MoHorpadun «Kype counnenus
CEpUIHON My3BbIKH».

OcoObI1ii MHTEpeC A KUTAHCKUX MYy3BIKaHTOB IpeacTaBuia urypa A. l1Iénbepra. AHamu3 M30paHHBIX OITyCOB
ABCTPHHCKOTO MacTepa, BBIMOIHEHHBIH KHTAaHCKUMH YYEHBIMH, B HACTOSIIEE BpPEMs INPOYHO BOLIET B ydcOHBIC
Marepuabl JUIs CTYJICHTOB BEICIINX MY3BbIKQIBHBIX YU€OHBIX 3aBeeHnii Kuraiickoii HapoqHoit pecnyOnuku. bonpmras
yacTh crareii o llIén6epre B Knrtae nocesiena ero neaaroruueckoi, TeOpeTUIECKO U TUPYKEPCKOI eI TebHOCTH.
B kuTalickoM Hay4HOM IIPOCTPaHCTBE PAacCMOTPEHBI Bce KioueBble mpomsBeaeHust llIEnOepra, oTHOCsMMECS
K pa3HbIM IIEpHOJaM TBOpYECTBA. B mocienHue rofs! NOSBUINUCH CTaThU, B KOTOPBIX OCBEIIACTCS UCTOPUS U3yUYEHUS
nacienus [1I€nbepra B Kurae.

KimroueBbie cnoBa: kuraiickas cepuitHas Texanka, ApHonsa [I€abepr, Wxsn Mune, Jlo YxyHXKyH, KUTaiickoe
MY3BIKOBEJICHHE.

Il yumuposanus: @aunp H0#, Kpom A. E. M3yuenune u npakThKa OIpUMEHEHUs CepUitHON TexHuku B Kurae //
IIpo6aembr My3bikanbHOM Hayku. 2018. Ne 2. C. 66—73. DOI: 10.17674/1997-0854.2018.2.066-073.

a prohibited field in China for many years for  after its emergence, as if post factum.

ideological reasons. This prohibition provided At the turn of the 1970s and the 1980s the
an impediment not only for the dissemination of = Chinese composers began to study intensively
new compositional techniques, but also for the the musical classics of the 20th century — the
performances of new avant-garde works. This could  compositional heritage of Bela Bartok and Igor
be explained by the cultural polity of the state,aswell ~ Stravinsky, as well as the extensive quantity of
as the constant governmental control over composers ~ works of the Second Viennese School — Arnold
and their music put into effect with the creation of  Schoenberg, Anton Webern and Alban Berg, as well
the People’s Republic of China in 1949. The strong  as the European and American postwar avant-garde
influence of the Soviet Union was conducive to the  music, including advanced serialism. At that, one
intensive cultural development in China, however  of the most complex problems arising before the
the reverse side of this effect was the disapprobation ~ Chinese music was the problem of adaptation of a
of contemporary Western European and American  foreign artistic experience into their own musical
music and the creation of an atmosphere in which  culture. In this respect, the composers traversed the
work with relevant compositional techniques was  naturally determined path from imitating Western
not considered acceptable. musical examples to an original brand of realization
The first turn towards the musical avant-garde  of European techniques and styles in their own
by composers in China took place only in the late  musical oeuvres. Similar processes could be
1970s. In 1978 the Chinese Communist Party  observed in many countries which had undergone
proclaimed the polity of “reforms and openness”  periods of totalitarian rule and the iron curtain,
as the result of which Chinese composers received  in particular, the USSR of the time of the “thaw”
the opportunity to “connect” to the world musical  of the 1960s. Thereby, in the 1980s a new cultural
processes. As a result, the artists of that nation began ~ phenomenon was formed, which for our purposes may
to grasp actively the art of the West and to master  be identified as the Chinese national musical avant-
20th century compositional techniques and use  garde. Inits development “there has been an intensive
them in their own works. Following the horrifying  search going on for compositional techniques which
decade of the “Cultural Revolution” the most topical ~ connect the national and the avant-garde traditions”
task was to catch up with what had been previously  [1, p. 555]. To provide characterization for this
withheld, to try one’s hand in the previously process, Chinese musicologists have frequently

inaccessible styles and techniques of composition.  employed the term “the New Wave” [11].
Due to these historical circumstances the immersion Especially thorough attention of the Chinese
by composers, performers and listeners into 20th  composers was drawn to serial technique — one of

The avant-garde art of the 20th century had been  century avant-garde art took place several decades
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the most complex and rational techniques in the
music of the previous century. The musicians began
their familiarization with it by carrying out analysis
of the works of the classics of the Second Viennese
School, studying European scholarly and tutorial
literature, establishing personal contacts with
Western musicians and pursuing their education
in Europe and USA. As a result, the composers of
the nation adapted the serial technique onto their
Chinese cultural foundation, synthesizing this
method of composition with their own traditions:
the modal, timbral, metro-rhythmic, philosophical
and aesthetical.

The first musician who turned to dodecaphony
in his compositions was Luo Zhongrong (b. 1924).
In 1979 he wrote his song “Picking Lotus Flowers
along the Riverside” which has become widely
known as the first serial composition to be published
in China (1980). The appearance of this miniature
work provoked a boom of study of twelve-tone
music written by Western composers, and gave
the impetus for Chinese composers to make their
own attempts in this direction. Among the most
significant names, mention must be made of Chen
Mingzhi (1925-2009) and Zhu Jianer (1922-2017).

The study of serial technique took place
in two mutually conditioned directions — the
theoretical-methodological, connected with the
exposition of the basic principles of Schoenberg’s
compositional method, and the practical, which led
to the appearance of dodecaphonic compositions by
young Chinese composers.

Directing themselves toward the leading figures
of the 20th century, in particular, Luo Zhongrong,
they began developing serial technique in the
national vein, connecting dodecaphony with the
pentatonic scalar organization characteristic to the
Chinese folk music tradition. Among the famous
musicians the names of Lu Shilin, Wang Jianzhong,
Wang Xilin (b. 1937), Zhou Jinmin, Peng Zhimin
and Yang Hengzhan deserve special mention.

A heightened interest in the study of the Western
classics of the 20th century was demonstrated by
Luo Zhongrong. Notwithstanding the numerous
difficulties, prohibitions and limitations, he was able
to read and translate from English into Chinese an
immense amount of theoretical works. Thereby he
surpassed many of his contemporaries and made an
immense contribution to the development of musical
scholarship in China. Luo translated the book by
American composer and theorist George Perle
“Serial Composition and Atonality,” Schoenberg’s
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work “Harmonielehre” and the work by American
musicologist Allen Forte “The Structure of Atonal
Music.”

As the result of Luo Zhongrong’s work the
works of the founders of the European 20th century
academic traditions and the ideas of the American
apologists of serialism (Perle and Forte) have
become known in China.

Thereby, parallel to the practical mastery
of serial technique the process of its theoretical
comprehension unfolded. Its first researcher in
China became the well-known contemporary
musicologist Zheng Yinglie. From the late 1970s he
developed independently and successfully led in the
Wuhan Conservatory his original courses on twelve-
tone music for undergraduate and graduate students
of institutions for higher education, and in 1989
he published his tutorial materials as a monograph
“Serial Music Composition Course.” The book
contains numerous examples from the works
of Schoenberg, Webern and Berg. In its second
part Zheng Yinglie provides detailed analytical
articles on the compositions of the three masters
of the Second Viennese School. He also provides
musical examples from fragments of pieces by Luo
Zhongrong. In the revised and supplemented edition
of his book from 2007 Zheng Yinglie included his
articles about the music of the national composers
Chen Mingzhi and Zhu Jianer [12]. This monograph
became the first work of its kind published in China.
In a letter dated on October 2, 1986 Luo Zhongrong
personally congratulated the scholar with the
publication of the first Chinese research work on the
serial technique [13].

The study of the history and theory of this
method gradually became an integral part of the
courses on 20th century European music in China.
Thus, already in 1981 Zhong lJilin, a professor
at the Musicology Department at the Central
Conservatory in Beijing, began teaching the seminar
“Contemporary Western Music,” the plan of which
included analyses of several serial compositions.

Special interest for the Chinese musicians was
aroused by the figure of the founder of this method
of composition — Arnold Schoenberg. His musical
legacy drew considerably more attention to itself
than the activities of the other participants of the
Second Viennese School and their contemporaries.
In the 1980s in China Schoenberg’s works began
to be translated and musicians became largely
acquainted with his music. In the early part of
that decade the task was set by the musicians
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to familiarize themselves with the composer’s
musical output and technique of composition,
to implement its teaching in the Conservatory
classes. As a result, at the present time analysis
of selected oeuvres by the Austrian master carried
out by Chinese music theorists became firmly
ingrained in the musical textbooks and tutorial
materials for students of China’s institutions for
higher education. Most of the articles deal with
the Klavierstucke opus 11, 19 and 25. Detailed
analyses of these compositions, illustrated by
musical examples, is provided not only as part of
the musical programs of the Doctoral level, but
also in the process of Masters’ studies.

It must be noted that most of the publications
about Schoenberg in China have been devoted to
his activities as a teacher, theorist and conductor,
while his compositional legacy has not yet been
studied in full up to now. In the domain of Chinese
music scholarship Schoenberg’s chief compositions
from different periods of his musical output have
been examined. The expansion of the perceptions
of the musician and the evolution of his style have
slackened during recent years, but at the same time
the popularization of the music of all the composers
of the Second Viennese School have become more
intense. Most of the elucidating articles of that type
have been written for art lovers, unprofessional
connoisseurs, and attendees of contemporary
music concerts who had the urge to learn more
about European composers, but found scholarly
articles too difficult to comprehend. These articles
discussed the figures of Schoenberg and his pupils,
their destinies, the aspects of genre and style in their
works, questions of evolution, and even the basic
rules of the serial technique.

An important stage became the appearance of
research works devoted to the problem range of the
Second Viennese School in general. Of special value
are the articles in which not only the information
about the composers of the Second Viennese
School is systematized, but also the process of
development of the twelve-tone technique in
Europe and in China is commented. An important
place in Chinese Schoenberg studies is taken by
the research work by Xu Yuan “Schoenberg and
the Twelve-Tone Method of Composition” [10].
This work, published in 1981, presents one of
the first examples of turning to the theoretical
issues of the Austrian composer’s musical legacy.
The article not only demonstrates the sources of
the formation of his musical language, but also
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provides a substantiation of the historical natural
laws of the emergence of new compositional
methods in the 20th century, and brings to light the
general cultural processes and individual styles of
the previous century. For the first time in Chinese
musicology the author traces the process of
periodization of Schoenberg’s musical output. In
addition, Xu Yuan reveals the historical influence
of the ideas of the Second Viennese School, and
consequently writes about the postwar avant-
garde music and total serialism, in which the main
parameters of the series are spread onto the other
parameters of musical expression.

The beginning of the present century witnessed
the appearance of articles devoted to study of
Schoenberg’s musical output in the country. They
include the work of Wang Lijun “Commentaries
to the Process of the Study of Schoenberg’s Music
in China” [9]. The author examines the issue in
two aspects: the comprehension of his musical
heritage by Chinese musicologists at various
historical stages, as well as the perception and
absorption of Schoenberg’s music by the national
composers.

During the last few decades Chinese music
has traversed a colossal path of development
connected with both the study of 20th century
avant-garde compositional techniques and their
full-fledged adaptation in the national cultural
soil. The composers have achieved the productive
artistic synthesis of the European methods of
composition with the Chinese philosophical
systems, folkloristic ritual genres and the particular
features of the five-step modal organization,
timbre and rhythm.

Among the Western compositional techniques
relevant for Chinese music, serial technique has
taken one of the leading positions: both composers
living and working in China (Luo Zhongrong,
Chen Mingzhi, Li Baoshu) and the musicians
who have left the country — Chen Yi (b. 1953),
Chen Yuanmin, Yang Yong — have turned to it
with unrelenting interest. This compositional
system, “non-national” in its nature, subservient
to universal numerical laws, has turned out to be
on demand of composers going along the path of
the search for their national identity in the complex
sound world. The organic interaction between the
theoretical and the practical approaches to the
study of serial technique has brought along high
artistic results, which have been appraised in China
and beyond its borders.
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BaHrapZHOE UCKYCCTBO XX BEKa JOJITUE IOfIbl

Haxoamwnoch B Kurae nox 3anperoM no nonu-

TUYCCKUM NIPUYIHHAM. 3alpeT IPersiTCTBOBAI
HE TOJIBKO PACIIPOCTPAHEHUIO HOBBIX TEXHHK KOMIIO-
3WIUH, HO M MICTIONTHEHUIO COBPEMEHHBIX aBaHT'APJHBIX
OITyCOB. DTO MOXXKHO OOBSCHHUTH KyIbTypHOU HOJIUTH-
KO rocyapcTBa, MOCTOSIHHBIM KOHTPOJIEM HaJI KOMIIO-
3UTOPaMH M MX TBOPYECTBOM, YCTAHOBJIEHHBIM C OCHO-
BaHus Kutalickoit HapomaHoi pecrryomuku B 1949 roxy.
CunsHoe BrustHue CoBerckoro Coro3a crocoOCTBOBa-
JI0O MHTCHCHBHOMY KyJIBTypHOMY DAa3BUTHIO CTpaHBI,
OJIHaKO 0OOPOTHOM CTOPOHOM 3TOTO BO3JICHCTBUS OBLIO
OCY)KIEHUE COBPEMEHHOIO 3alaJHOEBPONEHCKOro U
aMEPHUKAHCKOTO MY3bIKaJIbBHOTO HMCKYCCTBA, CO3/aHHE
arMocdepbl, B KOTOPO HE I0MycKaiack padoTa ¢ akTy-
QIBHBIMU KOMITO3UTOPCKUMHU TEXHUKaMH.

IlepBoe oOpammeHHe KHUTaWCKUX KOMIIO3UTOPOB
K aBaHrapzy IpoU30ILI0 TOJIBKO B KoHLE 1970-x ro-
noB. B 1978 rony KommyHnucTiueckoii maprueit Obiia
MIPOBO3IVIAIIEHA MOJIUTHKA «PEPOPM U OTKPHITOCTHY,
Oraromapsi KOTOpOH KHUTaiCKMe MY3bIKaHTHI HONYYH-
JI BOBMOKHOCTD IIOJKITIOYUTECSD K MUPOBBIM MY3bI-
KaJbHBIM IIpolieccaM. B pesynbrare HaluOHaJIbHBIE
aBTOpBHl HAYalld AKTHBHO IOCTHTraTh 3amajgHOE HC-
KyCCTBO U OCBauMBaTh IPUEMBI KoMIo3uuu XX Beka
B coOcTBeHHOM TBOpuecTBe. Ilocie crpammHoro aecs-
TUJIETUSL «KYJIBTYPHOM PEBOJIIOLUN» CaMOM aKTyallb-
HOM 3a71a4eii ObLT0 HABepCTaTh YIYLIEHHOE, TOMPo0o-
BaTb ce0sl B paHee HENOCTYNHBIX CTUISAX U TEXHUKAX
COUMHEHHUs. B cmly HCTOpUYECKHX OOCTOSATENIBCTB
NOrpy>KEHUE B aBaHTapHOE UCKYCcCcTBO XX Beka IIpo-
H301IJI0 CITYCTS JAECATUIIETHA NIOCIIE €0 BO3HUKHOBE-
HUsI, Kak OBl post factum.

Ha py6exe 1970-1980-x rogoB KuTalicKue KOM-
MO3UTOPHI HaYaJIl MHTEHCUBHO U3y4aTh KIAacCUKY XX
cronerus — Hacneaue benst baptoka, Urops CtpaBus-
CKOT0, OOIIUPHEII Kopityc counHeHuit HoBoii BeHCKo
mKosnbl — ApHonbna lIénGepra, AntoHa BebGepHa
u Annbana bepra, a Taxxe eBponeickuil 1 aMmepuKaH-
CKUI IOCIIEBOCHHBIH aBaHTap/l, BKJIIOYAs CEpPUATTU3M.
IIpu sToM ofHOIl U3 Hambonee CIOXKHBIX MPOOIEM,
BO3HMKIIMX MEpesl KUTaCKIMU My3BbIKaHTaMH, OblLiIa
npobnemMa ajanTaldy 4y>KOro omeiTa. B 3Tom oTHO-
HIEHUH KOMIIO3UTOPBI MPOLUIN 3aKOHOMEPHBIH MyTh
OT MOJpakaHUs 3alaJHbIM 00paslaM A0 OpUTHUHAIb-
HOTO IIPETBOPEHUS! E€BPONEUCKUX TEXHUK M CTUIIEH
B COOCTBEHHOM TBOPUECTBE. AHAJIOTMYHbIE IPOLECCHI
MOXHO HaOMNIOAaTh BO MHOTUX CTPAaHaX, MEPEXKUBIINX
HEepUOA TOTAIUTAPHOIO MPABICHUS U JKEJIE3HOTO 3a-
HaBeca, B yacTHOCTH, B CCCP nepuopa «orrenenn»
1960-x ronos. Takum oOpaszom, B 1980-e roas! hopmu-
pyeTcs HOBOE KyIbTYPHOE SIBICHHUE, KOTOPOE MOXHO
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YCIOBHO O0003HAUUTh KaK HAYUOHANbHBIU KUMALCKUL
MY3bIKATbHBIN asaneapo. B ero pycie «uaéT MUHTEH-
CHBHBIH ITOMCK HOBBIX KOMIIO3UIIMOHHBIX TEXHUK, COE-
JIUHSIOMIMX HAallMOHAJIbHbIE U aBaHTapHbIE 3araHble
Tpagurumy» [1, c. 555]. Kuraiickue My3bIKOBEIbI TSt
XapaKTEpUCTUKHU ITOrO MPOIEecca YacTO HCIONb3YIOT
tepmuH «HoBast BomHa» [11].

Oco0eHHO TmpHUCTaJbHOE BHUMAHUE KUTAMCKUX
KOMITO3UTOPOB TPUBJIEKIIA CEpUITHAS TEXHUKA — OJHA
U3 CaMbIX CIOKHBIX U PallMOHAIBHBIX B MY3BIKE MPO-
mepuiero crojgetud. C Her0 My3bIKaHThI HaYald 3Ha-
KOMMTBCSI TIOCPEICTBOM aHAJIN3a COUYMHEHUN KIIAcCH-
k0B HOBOI BEHCKO IIKOJIBI, H3yYEHUsI €BPONEHCKON
Hay4HOU M y4eOHOMN JIUTepaTypbl, JINYHBIX KOHTAKTOB
C 3amagHbIMM My3blKaHTamMH U yué€0bl B EBpomne u
CILA. B pesysnbrare HallMOHAJIbHBIE aBTOPHI aJalTH-
POBAJIN CEPUIHYIO TEXHUKY Ha KMTAlCKOM KYJIBTYPHOMR
MOYBE, CHUHTE3UPYd 3TOT METOJ KOMIIO3UIHUU C CO0-
CTBEHHBIMH TPAIULMSAMU: JIQJOBBIMH, TEMOPOBBIMH,
METPOPUTMHUUYECCKUMH, (PHITOCOPCKO-ICTETUICCKUMHU.

[TepBbIM MY3BIKAHTOM, OOpAaTUBIIUMCS B CBOUX
MpOM3BEICHUIX K Honekadonun, crai Jlo WxyHxyH
(p- 1924). B 1979 roay on Hanucan necHro «CoOupas
LBETHI JIOTOCA BIOJb Oepera peKu», MUPOKO U3BECT-
HYIO KaK IIepBOE CEpUIHOE COUYMHEHHE, OITyOITMKOBaH-
Hoe B Kurae (1980). ITosBienue 3Toil MUHUATIOPHI
CIPOBOIIMPOBAIIO OyM M3YUEHUs JIBEHAIIATHTOHOBOM
My3bIKH, HAllUCAaHHOW 3amaJHbIMH KOMIIO3UTOpPaMH,
U MOJATOJKHYJIO KUTaCKUX MY3BIKAHTOB K COOCTBEH-
HBIM OIBITAM B 3TOM HampaBlicHHU. B gmcie HanGo-
Jlee 3HAYUMBIX UMEH Ha30BEM UnHb Munwxu (1922—
2009) u YUxy L[3staBIpa (p. 1922).

N3yueHne cepuiiHON TEXHHUKHU MNPOXOJIUIIO B JBYX
B3aMMOOOYCIIOBIIEHHBIX HAaNpaBJIE€HUAX — TEOPETH-
KO-METOJ0JIOTMUECKOM, CBSI3AHHOM C HM3JI0KEHHEM
OCHOBHBIX IPHHIUIIOB MEHOEPTOBCKOTO KOMITO3HIIU-
OHHOTO METOZa, U NPAaKTUYECKOM, KOTOPBIH MpPUBEN
K BOSHUKHOBCHHIO JOACKA(POHHBIX ITPOM3BEICHUI MO-
JIOABIX KMUTAHCKUX KOMIIO3UTOPOB. OpHEHTUPYSCh Ha
kopudeeB XX Beka, B yacTHOCTH, JIo WKyH)KyHA, OHH
HayaJly pa3BUBaTh CEPUHHYIO TEXHUKY B HallUOHAJb-
HOM pycClie, COSTUHS AONeKaQOHHUIO C TIEHTaTOHHOMH
JIaIOBOM OpraHu3aluel, XapakTepHOH 111 KUTalCKON
¢donpkopHOi Tpaaunuu. Cpeau U3BECTHBIX MY3HI-
kantoB — Jly [llununas, Ban [[3sapwkyn, Ban Cunnab
(p.- 1937), Uxoy I3uabmuns, [Ioa Yxumuns u Sx
XeHukKaHb.

[ToBbIIEHHBIH HHTEPEC K H3YYEHHUIO TBOpYE-
CTBa 3allaJHBIX KIAacCUKOB XX Beka mnpossua Jlo
WxyHxyH. HecMOTpst Ha MHOTHE TPYIHOCTH, 3aIIpeThl
U OrpaHUYEHUs], MY YAAJIOCh IPOUECTh U IEPEBECTH
C AHIJIMHCKOTO SI3bIKA Ha KHTAHCKUH OTPOMHOE KOJIH-
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YeCTBO TEOPETHIECKHX pabot. B aTom oH mpeB3omén
MHOTHX CBOMX COBPEMCHHUKOB M BHEC OIPOMHBIH
BKJIaJl B pa3BUTHE My3blKalbHOU Hayku B Kurae. Jlo
NepeBEN KHUTY aMEPUKAHCKOTO KOMIIO3UTOpa U TEO-
peruka Ixopmxa [lepna «CepuiiHas KOMIO3UIUS U
aTOHAIILHOCTBY, Kinaccuueckuit Tpya [1Iénbepra « Teo-
pHsL TapMOHHIY, Pa0OTy aMEPUKAHCKOTO MY3BIKOBEIa
Annena ®opra «CTpyKTypa aTOHAJIbHONU MY3bIKI.
bnaromaps aktuBHOH pabote Jlo WxyHxyHa
B Kurtae cramm u3BeCTHBI TPyl OCHOBOIIOJIOKHHUKOB
€BpOIeiicKol akajgeMuueckor Tpaauuuu XX Beka
(ILIénbepr), HAYAMHM PACHPOCTPAHATHCA UACH aAMEpU-
KaHCKuX anonoreroB cepuanusma (Ilepn u dopr).

Takum 00pa3oM, mapauIedbHO ¢ HMPAKTHYCCKUM
OCBOEHHUEM CEpUNHON TEXHUKU Pa3BOPaYMBAJICS IIPO-
necc e€ TeopeTudeckoro ocMeiciaenus. [lepsbim e€ uc-
cienoBareneM B Kurae cta u3BeCTHBIN COBpEMEHHBIN
My3bikoBe] YxoH Huine. C xonna 1970-x ronos oH ca-
MOCTOSITEJIbHO pa3paboTan M yCrHemHo BEN B YXaHb-
CKOM KOHCEpBATOPUM AaBTOPCKUE KypChl 11O IBEHA[-
ITATUTOHOBOM MY3BIKE AJISI CTYACHTOB M acCIUPAHTOB
BBICIIUX y4eOHBIX 3aBeficHUl, a B 1989 rony omy6inu-
KOBaJI CBOHM yueOHBIE MaTepUabl B BHJIC MOHOTpahUH
«Kypc counnenus cepuitHoil My3biku». Kuura conep-
HUT MHOTOUYHUCIICHHBIe npuMepsl u3 LlIénbepra, Be-
6epHa u bepra. Bo Bropoii e€ uactu Yxon Uune npen-
JaraeT NoApPOOHbIE aHATTUTUYECKUE OYEPKH O MY3BIKE
Tpé€x koMno3uTopoB HoBoil BeHCkol mikosbl. Takixke
OH NpHUBOIUT (parMeHTsl U3 mbec Jlo WxyHXKyHa.
B nepepaborannoe u fononHeHHoe u3ganue 2007 rona
UxoH MHie BKIIOYMI CTaTbd O MY3bIKE HAI[MOHAJb-
HBIX KoMno3uTopoB Usnp Munwku u Yxy L3sHBIpa
[12]. DTta moHorpadus crana mepBbIM TPYAOM TAKOTO
pona, omyoiaukoBaHHBIM B Kurtae. B muceme, natupo-
BaHHOM 2 OKTA0ps 1986 roma, Jlo UkKyHXKYH JTHUYHO
HO3/paBMJI YIEHOTO C ITyOIMKanuel mepBoro KUTai-
CKOT'O HCCJIeJOBaHUS 10 cepuitHoi Texauke [13].

W3y4deHue uCTOpUu U TEOPUU METO/A IIOCTENIEHHO
CTAaHOBUTCSI YacTbIO KypCOB IIO €BPOIIEUCKOH My3bl-
ke XX Beka B Kurae. Tak, yxe B 1981 rogy UxoHr
I3unuub, mpodeccop (GaxyabTeTa My3bIKOBEICHUS
B lleHTpanbsHoil koHCepBaTtopuu [lekuHa, Hauaa BeCTH
cemuHap «CoBpeMeHHasl 3amnajHasi My3blKay, B IUIaH
KOTOPOTO OBUT BKJIFOUEH aHATTN3 HEKOTOPBIX CEPUIHBIX
COYMHEHUI.

OcoOblil uHTEpEC AN KUTAHCKUX MY3BIKAHTOB
npeAcTaBisia GUrypa OCHOBOMOJIOKHUKA ITOTO Me-
Tofa kommosuiuu — Apnonpaa I11€nGepra. Ero nHa-
cleqre MPUBIEKIO K cebe 3HAYMTENIbHO Odnbliee
BHUMaHHE, HEXENU ACATENbHOCTh JIPYI'HX Y4YacTHU-
koB HoOBOIl BEHCKOH IIKOJIBI U MX COBPEMEHHHUKOB.
B 1980-¢ rogsl B Kurae HaYMHAIOT NEPEBOUTH TPY-
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el 1Iénbepra u mpuoOILaTbcs K €ro TBOPYECTBY.
B Havane gecarunerus cTossia 3aja4a OCBOUTH KOP-
MyC MPOU3BEJCHUNA MY3bIKAHTa, TEXHUKY COUYMHEHHS,
BHEIPUTH €€ M3YUCHUE B KOHCEPBATOPCKHUX KIaccax.
B pesynwsrare B HacTosiee BpeMs aHanu3 uU30paH-
HBIX OMYCOB aBCTPUHCKOTO MacTepa, BBIMOJTHEHHBIN
KUTaHCKUMU YYEHBIMH, IPOYHO BOLIEN B YUEOHUKH U
y4ueOHbIE MaTepHalibl I CTYJCHTOB BBICIITUX MY3bI-
KaJIbHBIX Y4eOHbIX 3aBefieHU Kurtas. bonbmmHCTBO
ctareil kacaercs oprenuaHHbIX nbec op.11, 19 u 25.
[TonpoOHEI pa30op 3THX KOMIO3WIUH, MTPOHILIIO-
CTPUPOBAHHBIN MYy3bIKaJIbHBIMU MPUMEPAMHU, Ipe/ja-
raercs He TOJIBKO B paMKaX aClMPaHTCKUX MPOTrPaMM,
HO ¥ B IpoIriecce 00y4YeHHs B MarucTparype.

OTtMeTuM, 4TO OONbBIIAs YaCTh MyOJHUKAIHHA
o I[Iénbepre B Kurtae mocesmieHa ero mnegaroruye-
CKOM, TEOPETUYECKON U TUPMKEPCKON EATEIbHOCTH,
B TO BpeMs KaK KOMIIO3UTOPCKOE HAacleAue OO0 CUX
MOp OCBOEHO JAJIeKO HE MOJHOCThIO. B kuTaiickom
HAy4YHOM THIPOCTPAHCTBE PACCMOTPEHBI KIIOUYEBBIE
npousBenenus IlIénOepra, oTHOCAMMECS K Pa3HBIM
nepuoaaM TBOpUecTBa. PacuivpeHue npencTraBlieHUt
0 MY3bIKaHTE, 00 SBOJIIOINY €TI0 CTUIISI B HAyYHOU cpe-
Jie B MOCJEAHNE rO/ibl 3aMEIJIMIIOCh, HO BMECTE C TEM
aKTHUBU3UPOBAJIACH MOMYAAPU3AIUs MY3BIKH KOMIIO-
3uTOopoB HOBOM BEHCKOM IIKOJBI. BOMBIIMHCTBO Tpo-
CBETUTENIBCKUX CTaTel TaKOro poia HANUCAHBI IS
MOOUTENeH UCKYCCTBaA, HEMPO(hECCHOHATIOB-MeJIOMa-
HOB, ITOCETUTENICH KOHIIEPTOB COBPEMEHHOW MY3BIKH,
KOTOpBIE XOTeNH OBl y3HATh O €BPOINEHCKUX aBTOPAX,
HO Hay4HbIC IMyOJIUKAIIUH JUUTSI HUX CIIMIIKOM CJIOXHBI.
B atux craresax oOcyxaarorcs ¢urypsl 111EnGepra
W €ero Y4YEeHUKOB, HMX Cyap0a, >KaHPOBO-CTHJICBBIC
ACTEKThl X TBOPYECTBA, BOIIPOCHI SBOIOINH U JJAXKE
OCHOBHBIC TIPABHJIA CEPUIHON TEXHUKH.

BakHBIM 3TammoM cTaio MOSBICHHE HCCIIEI0Ba-
HUH, TOCBANIEHHBIX Mpobnaematuke HoBO# BeHCKOM
KONl B mejoM. OcoOyro IEHHOCTh MPEACTABISIOT
CTaTh¥, B KOTOPBHIX HE TOJHKO CHCTEMaTH3WPOBaHA
uH(pOpMaIHSI 0 KOMIIO3UTOPax-HOBOBEHIIAX, HO TakK-
)K€ MPOKOMMEHTHPOBAH MPOIIECC PAa3BUTHUS JIBEHA]I-
aTuTOHOBOM TexHUKH B EBpone u B Kurae. BaxHoe
MECTO B KUTAMCKOM MIEHOeprHaHe 3aHMMaeT UCCIIE0-
Banue Croii FOans «I1I€n0epr M ABEHAAIIATUTOHOBBIH
MeToa kommosutuuy [ 10]. Ota myonukanus 1981 roga
SIBIISIETCSI OJJHUM W3 TIEPBBIX MPUMEPOB OOpaIieHus
K TEOPETHUYECKUM TMpoliieMaM TBOpYECTBA aBCTpPUM-
CKOTO KOMITO3UTOPA. B cTaThe HE TONBKO Mpe/cTaBiIe-
HBI UCTOKH ()OPMHPOBAHUS €T0 MY3BIKAIBHOTO S3bIKA,
HO W JIJaHO O00OCHOBAaHWE HCTOPHUYECKHX 3aKOHOMEp-
HOCTEH BO3HHMKHOBEHHS HOBBIX METOJIOB KOMITO3HMITUN
B XX Beke, BBISABICHBI OOIIKE KYIBTYPHBIC IPOIIECCHI
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U MHIUBUAyaJIbHBIE CTHIM B HCKYCCTBE IIPOIUIOTO
CTOJIETUS. ABTOD BIIEPBBIE B KUTAHICKOM MY3BIKOBE/E-
HUU IPOCIIEKUBAET MIPOLECC NEPUOAU3ALUU TBOpUE-
ctBa LlIénbepra. Kpome toro, Croit FOaHb packpbiBaeT
HUCTOPUUYECKOE BJIMSHUE UJEM HOBOBEHIIEB, II0ITOMY
IUIIET O €BPOIEHCKOM IOCIEBOCHHOM aBaHrapie U
TOTaJbHOM CEpHAIU3ME, B KOTOPOM OCHOBHBIE Iapa-
METPBI CEpUU PACIPOCTPAHSAIOTCS HA JPYTUE CPEACTBa
My3bIKaJbHOH BBIPA3UTEIbHOCTH.

B nHauase HbIHEIIHETO CTOIETHS HaYajIl MIOSBILATHCS
cratei 00 M3ydeHnu TBopuectBa llI€nGepra B cTpane.
K mpM npuHagexuT pabdora Ban Jlumzionst «Kommen-
Tapuu K IIpolieccy uccrneqoBaHus My3blku 1lIénGepra
B Kurae» [9]. ABrop paccmarpuBaet nmpoodieMy B JBYX
acIeKTax: MOCTM)KEHUE €r0 TBOPYECKOIO HACIIEIUsl K-
TaliCKUMM My3bIKOBElaMH Ha Pa3HbIX HCTOPUYECKHUX
JTanax, a Takke BOCIPHUITHE M OCBOCHHE HIEHOEProB-
CKOM My3bIKY HALIMOHAJIBHBIMY KOMIIO3UTOPAMHU.

3a nocnegHUE AESCATUIETUS KUTAHCKOE MY3bIKaJlb-
HO€ MCKYCCTBO IIPOIILIO KOJIOCCAIBbHBIN Iy Th pa3BUTHU,
CBSI3aHHBIM KaK C W3Y4YEHUEM aBaHrapAHBIX TEXHUK
nucbMa XX BeKa, TaK M ¢ MX ITOJHOICHHOM ajjanTaluei

Gy
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About the Genre Specificity of Instructive
and Concert Vocalises

A unique branch of vocal performance is formed by specimens of the “wordless” vocalise — a musical genre
formed in the countries of Western Europe and in Russia towards the mid-18th century. Situated beyond the perimeter
of musicological thought, it nonetheless conceals numerous riddles. The latter include the structural and sematic
organization of its two varieties: the instructive and the concert vocalises. Pertaining to one category, they remain
individualized in their means of presentation and the specificity of their performance and, consequently, in the tasks
which are set before the vocalist. Their expressive potential is formed in the process of interaction of musical and
non-musical components, which require thorough attention. A separate problem is posed by the study of the genesis
and historical evolution of the genre in the direction from applied specimens (the instructive vocalise) to artistic
examples (the concert vocalise). The specificity of the vocal melody in vocalises is revealed through the prism of
interaction between the acoustic, technical and expressive characteristic features of the singer’s voice performing
and the vocal “orphoepy.” A typical feature for vocalises pertaining to the Russian and Western European vocal
schools is its melismatically melodic thematicism. It is examined in the article in close connection with the varied
forms of vocal and instrumental practice of music-making.

Keywords: musical genres, instructive and concert vocalises, the singer’s voice, thematicism, musical
compositions.
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O xaHpoBo# cneumdmrke HHCTPYKTUBHbIX
M KOHLLePTHbIX BOKaAM30B

VHUKaNbHOH 00JIaCThI0 BOKAJIBHOIO MCIIOJIHUTENILCTBA SABJIAIOTCS 00pasipbl «OECCIOBECHOI0» BOKaIU3a
— MY3BIKQJIBHOIO JKaHpa, cOpMHUpOBaBILErocst B cTpaHax 3amaaHoil EBpombsl m Poccum k cepenmne XVIII
Beka. Haxomsmuiicsa 3a mepuMeTpoM My3BIKOBEIYECKONH MBICIH, OH BCE emé TauT Hemano 3arafok. Cpenu HHUX
CTPYKTYpHasl U CMBICJIOBAsl OpraHU3alus IByX €ro pasHOBUAHOCTEN: HHCTPYKTUBHOIO U KOHLIEPTHOI'O BOKAJIU30B.
OTHOCsIIMECST K €IMHOMY pOAY, OHM WHAMBHIYAJIbHBI 10 CHOCOOy OBITOBaHMS M clieU(HUKE HCIOIHEHUS,
a cJeoBaTebHO, M0 3a7a4aM, KOTOPBIE CTOST Mepel BOKAIUCTOM. VX BbIpa3uTeNbHBINA MoTeHIHan GopMupyercs
B Ipolecce B3aUMOJIEHCTBHS My3bIKaJIbHBIX U BHEMY3BIKAIBHBIX KOMIOHEHTOB, KOTOPbIE TPEOYIOT MPUCTAIBEHOTO
BHUMaHus. OTHENbHYI0O NpoOieMy NpPEACTaBIseT H3yueHHe TeHe3Hca, WCTOPUYECKOW OBOJIOLHMH JKaHpa
B HallpaBJICHUH OT NPUKIAJHBIX (MHCTPYKTHBHBINM BOKAIIN3) K XyI0)KECTBEHHBIM 00pa3iaM (KOHLEPTHBIN BOKAIN3).
Crnenudurka BOKaJILHOW MEJIOJMH BOKAJIMW30B NPOSBISAETCS CKBO3b NPU3MY B3aUMOJEHCTBHS aKyCTHYECKHX,
TEXHUYECKUX U BBIPA3UTEIILHBIX XapaKTEPUCTUK HCIOIHSIOUIETO €€ BOKAJIBLHOTO IoJIoca U BOKAIBHOM «0pho3umy.
Tumnonornueckoit 0COOEHHOCTHIO BOKAIM30B, IPUHA/IJIEKAIINX OTEYECTBEHHO! 1 3ar1aHOEBPOIEeHCKON BOKAJIIbEHBIM
LIKOJIaM, SIBJISETCSl (pUI'ypallMOHHO-MENIOJMYECKU TeMartu3M. B crarbe OH paccMmarpuBaeTcsi B TECHOM CBs3M
¢ pazHo0Opa3HbIMH (popMamMK BOKaJIbHOW M MHCTPYMEHTAJIBHON IPAKTHKH MYy3UIIUPOBAHMUSL.
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MY3bIKaJIbHasA KOMITIO3UIIU.
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n the history of musical culture there exist
Icertain phenomena the perception of which

is concentrated around quite obvious
observations of their outward descriptions. Such
is the phenomenon of vocalises, which represent
a genre of vocal compositions performed without
verbal texts and include both the “exercises in
vocalization” and the “concert pieces.” Thus,
various works in their genres have developed the
attitude towards vocalises as musical material or
etudes for voice designated solely for the purpose
of development of virtuosic vocal technique
and not possessing any independent substantive
meaning. Nonetheless, they comprise an unique
domain related not only to vocal pedagogy, but
also to performance practice. At that, the study of
structural and semantic organization of the two
varieties of vocalises — the pedagogical and the
concert types, which pertain to a single category,
but are individualized in their means of existence
and specificity of performance — has remained on
the periphery of researchers’ thought. The attempt
to make sense of the essence of the vocal genre
as a unique artistic phenomenon prompts towards
examining a set of important questions about the
roles of the intra- and extra-musical, vocal and
instrumental components in its genre content.

The original traits of the vocal compositions
created during the course of several centuries by
composers and pedagogues of various national
schools' has been formed at the intersection of
vocal and instrumental practice of music-making.
The development of the vocalise has been carried
out in the direction from applied practice generating
the basic regular laws (the typization of content
and form) in the pedagogical vocalise, to their
artistic manifestation in the concert vocalise®. The
emergence of the principle of vocalization devoid
of words forming the “core” of the genre took place
within the context of the 11th century Western
European vocal-choral culture. An important
condition for the emergence of vocalises was the
emergence of the various national schools of vocal
singing®. The flourishing of solo singing in opera, the

75

instrumental concerto and the bel canto style lay at
the foundation of the formation of the vocalise (from
the mid-17th to the early 18th century). The turn
toward the extra complicated virtuoso technique of
vocal performance, the generalization of scientific
knowledge of acoustics and the discipline of
“vocalology” (“vokalovedenie” in Russian: a term
of Yuri Rags), as well as the practical experience
of the vocal-choral and instrumental intonating has
led to the emergence of the concert vocalise (the
19th and early 20th century) genetically connected
with the instructive variety. As a multifunctional
phenomenon — an exercise in the formation of
technically perfected singing and an autonomous
artistic phenomenon — the vocalise has traversed a
complex and a many-valued path of evolution the
study which is conducive to an understanding of the
genesis of this genre.

The specificity of the genre of the vocalise has
been formed in close connection with the purpose
of the two historically developed varieties — the
instructive and the concert, which have interacted
in the process of evolution. Thus, the applied role
of the pedagogical vocalise in teaching vocal-
technical skills to a singer portended the chamber-
like qualities of its sound. On the other hand, the
concert vocalise, which possessed artistic worth and
was performed by the professional singer on stage,
has posed a different challenge for him — to “line
up” an interesting interpretation of a composition.
Nevertheless, the pedagogical and the concert
vocalise, which pertain to one category, possess
common regular norms of thematic structure.

A through element for vocalises is the leading
position of the vocal line with a concentration of
technically complex components in the melodicism
it demonstrates. Directed towards an interaction
with the instrumental element, they bear witness to
the role of the voice as a perfect instrument growing
from one historical era to the next. The thought of
the dependence of melodic organization of vocalises
on the immanently musical components is not
polemic, but deserves attention because it pertains
to the methodologically crucial ones.
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Thus, the specificity of the vocal melody
in vocalises is determined in many ways by
acoustic, technical and expressive characteristics
of the voice performing it. At that, the peculiarity
of “vocal speech,” or “orthoepy” (a term of
Vladimir Morozov) reflects the norms of singing
pronunciation of musical sounds developed by
vocal practice. Its individual possibilities — sound-
generation (gravity, mass, volatility of sound),
smoothness of sound-leading, as well as temporal
unfolding of vocal tones — are stipulated by the
acoustic organization of the vocal apparatus of
the singer. It conditions the phases of intonational
life of musical sound — its reviviscence (attack),
dynamic and timbral unfolding, and waning. The
extension of the melodic phrases is in many ways
programmed by breath, range, speed and rhythm
of intonational “transference.”

Let us emphasize that the “corporeality” of the
vocal tone, in the opinion of Evgeny Nazaykinsky,
is conditioned by the “physical concreteness of
the voice — the really sounding instrument, the
singer’s vocal cords,” and the named components
are “quite perceptible by ear” [5, p. 141]. At that,
it is particularly the timbre which carries out the
“concretely-characteristic function, since it gives a
perception of the personality” [Ibid.]. Other sound
elements add perceptions of the person, “his or her
manner of performance — intonating, the timbral
tessitura and other physical real characteristic
features of the voice or instrument” [Ibid.]. In this
connection it is difficult to overestimate the role of
exercises in vocalization in the formation of the
timbral traits of the singer’s voice.

Special interest is aroused by the universal
non-musical components which are specific for
each type of vocalise. Notwithstanding the fact that
the vocalise is sung without words, its semantic
organization presumes the importance of the sounds
of speech: phonemes, morphemes and syllables.
The phonemes contain semantically distinguishing
features, for example, vocal vs. non-vocal features,
hollowness vs. sonority, which participate in the
process of sound-generation, the formation of the
timbral characteristics of the voice, sound-leading.
However, their role in the vocalise is not reduced
merely to service functions. Without forming
a cohesive lexical set, they participate in the
organization of syntactical and semantic boundaries*
of the thematicism of the vocalise by means of the
correspondence of the syntagmas of the verbal
text in the language of the original to the melodic
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motive. Researchers have observed that various
national languages possess their own syntactic
principles of articulation of speech, moreover, the
pronunciation of the phonemes of vowels (a, e, i) in
most European languages is not identical with each
other. In this connection, the microelements of the
word conjoined with the processes of breath aid the
singer in perceiving the melodic syntax vocalises
created by composers of various national vocal
schools.

Simultaneously the phonemes and syllables
carry out an applicative role of teaching the singer
sound-generation and sound-leading. This is what
the vocal orthoepy, the activization of the resonator
apparatus of the singer and the presentation of
his or her professional technical, expressive and
virtuosic potential depend upon’. Moreover, the
verbal components participate in highlighting the
supporting melodic tones in the ornamental figures
of the vocalise. As auxiliary elements of the content-
related domain, they also play a phonetic role in the
creation of emotional states. At the same time, the
verbal peculiarities of the vocal orthoepy form the
stylistic, nationally distinctive and communicative
functions of the genre of the vocalise. As Liudmila
Astrova observes, vocal speech becomes the
expresser of a special “general or basic vocal
emotion,” 1. e. the feeling that “arises as the result of
performance or listening to vocal music with words
irrespectively from the artistic emotions connected
with the poetic and musical content of a specific
composition” [4, p. 112]. The length or shortness
of syllables pronounced conjointly (do, re, mi, etc.),
regulates the expanse, forms vocal phrases and
creates the emotional tone of the performance of the
vocalise.

The aforementioned unique and universal
functions of the phonemes and morphemes do not
exhaust all the perceptions of the verbal components
which separate the instructive vocalises from the
concert variety. Thus, in one instance the role of
the extra-musical components in the text of the
compilations is taken up by the introductions,
recommendations and commentaries which are
connected with the didactic purpose of the instructive
vocalises. In another case the elements of a different
artistic system (the title headings and dedications)
carry out a communicative role in the concert
vocalises. They involve the listener, the performer
and the composer into the process of co-authorship.
In addition, the title may indicate the cultural
context, as well as the national specificity. Thus, the



2018,2

Me>XXAYHapoOAHbIM oTAeA ® International Division

0

title of the “Aria (Cantilena)” from the “Brazilian
Bachiana No. 5” for voice and eight cellos by Heitor
Villa-Lobos, written in memory of J. S. Bach, draws
our attention to the Brazilian color of the vocalise.
At the same time, Maurice Ravel’s “Piéce en forme
de Habanera” alludes to the genre, as well as the
Spanish cultural context. The title may also indicate
at the stylistic references, for example, the romantic
ones, with the synthesis of the arts typical for the
style, generating new types of artistic utterance.
These include the genres of artistic literature — the
hymn, the ballad, the epic lay and others. The ability
of ability to respond to impulses different in respect
to its immanent musical resources expands the
perception of the genre-related content, about the
intense processes of evolution.

In the intonational and compositional structure
of the vocalise — a brilliant representative of the
era of homophony — the role of the principles
of harmony is all too apparent. The cadential
progressions, the harmonic pulsations, the modal-
tonal logic synchronize the intra- and extra-musical
components of the thematicism of the instructive
vocalise. Its square structures hearken back to
dance music or to the strophic quality of poetical
speech, which genetically is connected to song. In
the intonational “groundwork™ of concert vocalises
the periodicity and regularity of the succession of
motives create rhythmoplastic figures of preimages
of genres. Thus, the cliché of the waltz in the second
movement of Reinhold Gliere’s Concerto for Voice
and Orchestra forms an equable circular intonational
motion which is organically continued by the
“rounded” ternary-form composition. Naturally, the
spectrum of action of the genre-related components
is much broader, since it elucidates the artistic
content of the “wordless” musical text.

Notwithstanding the fact that the vocal part
in the vocalise presents that very relief which
stipulates the form and the content of the musical
whole, the melody pertains for the most part
to the flat, non-relief type of thematicism. The
ornamental type of intonating, close to the etude or
prelude variety, is characterized by generality and
dispersion of development. The intonational fluidity,
modal-harmonic imbalance, variant-variational
repetitions of one motive typical of the thematicism
of vocalises testify of the predominance of the
procedural element. And the musical text unites the
general trait of artistic interpretation of emotions
and expression by means of the dynamics of the
intonational process®.
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At the same time, the emotional atmosphere
imprinted in vocal etudes or concert compositions
without words differs considerably. Indeed, the
lyrical tone of vocalises stems to the “genuine”
(natural or living) emotions (Valentina Kholopova
[9, p. 98]) with a motor-plastic, vocal or speech
genesis. They are conveyed directly by the
performer and are perceived by the listener.
However, in the concert vocalise there is
a predominance of a multilayer complex of
“depicted” emotions stipulated by the artistic
image. The emotional tone is modeled by the
corporeal-sensual instrument — the human voice,
which conveys the most intricate nuances of
moods. Since it is formed by the singer’s “body
frame,” the acoustic characteristic features of the
orthoepy turn out to be connected to the utmost
degree with psycho-emotional aspects. The raised
question is rather complex, since the latter do not
possess substantive concreteness and do not lend
themselves to concise classification.

The specific features of the pedagogical and
the concert vocalises is revealed in the genre-
related genesis of the thematicism and the single-
component compositional and dramaturgical
rhythm (term of Victor Bobrovsky). This, the
collateral subordination of the variants to one
intonational idea in the instructive vocalises is
stipulated by their applicative role — the affixation
and securing of one vocal skill in each example.
In the intonational prototypes of the instructive
vocalises it is impossible to overlook the didactic
component. For example, the vocalises with
the virtuosic quasi-instrumental passages and
ornamentation resemble in many ways 18th
century opera arias and continue the aesthetics
of bel canto. According to Eleonora Simonova
“the foundation of all the ornamental insertions
[arias. — I. A.] contains the same figures that are
present in the exercises, which at that time served
as important guides for singers” [6, p. 14]. And the
synthesis of the cantilena with the virtuosity of the
vocal line has become an indication of the singer’s
professionalism in the instructive vocalises of the
past and the present, pertaining to the Russian
vocal school, as well as vocal schools of other
countries.

Having overcome the boundaries of an
applied character and having extended its artistic
potential, the vocalise has preserved its single-
intonational foundation genetically connected
with its instructive purpose. Nonetheless, in the
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instructive and concert specimens of vocalises
the single-element idea is manifested in different
ways. In the first case the clichéd, incomplete
and sketchy qualities of the thematicism create
the impression for a preliminary sketch for
a composition to be subsequently completed. The
factors limiting the content range — the absence
of measure-based organization, the hyperbolized
repetition of the formulas and the inert qualities
of the melodic motion of the sequences assist the
singer in his or her sound and timbre generation’.
In another case the vocal part acquires the role
of an integral and completed verbal utterance,
the fanciful and quasi-improvisational outline of
which resembles an extravagant narrative plot
unfolding before the viewer. Nonetheless, it is
subservient to the principle of dynamic waves with
the stages characteristic to it — a concentration of
intensity, during the attack and before it. It forms
the emotional tone of the composition, since the
“wavelike type of development is the internal
process organized in a particular way” [7, p. 29].
Despite the technically complex and virtuosic
intonational structure, in the concert vocalises the
performer solves his or her artistic challenges.

The wavelike process in each example is
organized in an original manner. Thus, the process
of “endless” intonational unfolding of the vocal
part in Rachmaninoff’s “Vocalise” fits into the
harmonious architectonics of free binary form
(with features of mirror symmetry). In the rare
examples of concert vocalises expounded in
sonata form, for example, the first movement of
Gliere’s Concerto for Voice, the monothematic
musical material is formed by means of numerous
and diverse sequences. The adopted dramaturgical
compositional logic is conditioned by the purpose
of the concert vocalise devoted to presentation
of the synthesis of the virtuosic and the artistic
potentials of the voice, thereby approaching in its
capacities to those of a musical instrument.

As we can see, associated with the functions
of the instructive and concert vocalises are their
compositional and dramaturgical solutions. The
simple and compound ternary forms, typical for
vocalises, “preserve the memory” of the early
historical aria da capo®. The richness of its structural
types may be observed in the pedagogical and
concert specimens of the vocalise, the compositional
solutions of which are diverse. Thus, the principles
of solo singing, the dialogueness and virtuosity put
the vocalise closer to an instrumental concerto.
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The intonational improvisational qualities and the
fluidity bring it together with the refined genre of the
poem, whereas the concentration within the melody
of the brightest effects and the vocal sound-leading
testify of the closeness of the vocalise to the musical
elegy. Characteristic features of other genres in the
dramaturgical compositional fabric of the concert
vocalise expand its artistic field to a considerable
degree.

The principles of concert performance allow
the performer to demonstrate vividly his or her
professional skills — the virtuosic and timbral
possibilities of the voice, his or her artistry and
many other things. Thus, virtuosic solo performance
in vocal cadenzas without the participation of
the partner and dialogic structures bring in the
idea of a competition between the voice and the
instrument. For example, in Gliere’s Concerto the
coloratura soprano competes with the orchestra
and the solo clarinet. At that, the intonational
specificity of the vocalise is demonstrated in the
interaction of the vocal and the instrumental texts,
expressed in the exchange of intonational lexis’.
In this sense the duo of trills and roulades of the
vocal and instrumental parts of Gliere’s vocalise
manifests an enormous spectrum of feelings of the
lyrical hero.

The timbral dialogue between the vocal and
instrumental segments of the musical text forms
the process of an endless intonational formation
and creates an entire set of artistic effects. Thus, the
vocal cadenza with the quasi-glissando chromatic
gliding in Ravel’s “Piece en forme de Habanera”
indicates the beginning of the recapitulation, while
the alternating sound of the retorting passages in the
vocal and piano parts in Stravinsky’s “Pastorale”
imitate the effect of an echo.

The question of the genesis of the concert
vocalise also includes the semantical dimension,
wherein the principles of monothematicism and
solo singing create perceptions of the monologic
qualities of the verbal utterance. However, it
demonstrates in a no less convincing way by
means of a dialogue which never develops into
an argument and does not cause a transformation
of the lyrical image, but instead recreates the
lyrical hero’s inner conversation. Indeed, the
“genre modus” (a term of Marina Starcheus) of the
concert vocalise is presented as a “peculiar outer
expression of an inner vision and inner action,
which in the musical text of a composition is
reflected by a combination of outer fragmentation
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with inner purposefulness, specific only for lyrical
moods” [8, p. 50]. The conflict-free dramaturgy
with intonational “self-motion,” complemented
with “descriptive” details, becomes an ideal form,
which researchers correlate with a unidirectional
monologic speech reflecting the emotional-
cogitative processes of a personality. In a concert
vocalise it is embodied by means of a synthesis
of vocal-conversational, instrumental and plastic
vocabulary.

The interaction of the vocal and instrumental
elements in the concert vocalise reflect features
of romanticism. In the intonational structure their
synthesis was demonstrated in the extension of the
registral scope and the quantity of used intervals
(their chromatization and alteration), the speed of
intonational transference. The indicated signs of
sound imitation (mimesis) of musical instruments
by the vocal sound have considerably expanded the
content-wise scope of concert vocalises.

In conclusion of this article, let us note that
the vocalise signifies a particular stage in the

Gy —

' The leading vocals turned out to be the Italian
(17th—19th centuries), the French (18th) and the Russian
(mid-19th — early 20th centuries). Among the composers
who wrote concert vocalises were 20th century artists
of world fame (Heitor Villa-Lobos, Reinhold Gliere,
Maurice Ravel, Sergei Rachmaninoff, Igor Stravinsky)
and lesser known Russian and Western composers.

2 About this see: [1].

3 Such, for example, was the “Schola Cantorum,”
established in Rome by Gregory I for the preparation
of church choir singers. It became a model for schools
for church choir singers connected with monasteries
in Reichenau, Cologne, Paris, Lyons, Cambrai and St.
Gallen (8th—10th centuries).

* Inthe musical scores of the vocalises the boundaries
of the motives are frequently reflected graphically, for
example, as commas: one of them indicates taking a short
breath, while two indicate taking long (lengthy) breaths.

5 The most convenient phoneme for vocalization is
a, which is autonomous in its sound-generation, but is
included in the syllables fa, /a, ta. On the other hand,
pronunciation of the vowel y is uncomfortable for
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development of vocal genres. Its substantial domain
is generated as the result of the intersection of the
intra- and the extra-musical, the vocal and the
instrumental elements. Conditioned by the needs
of the practice of music-making, it has evolved
from an applied function (the instructive vocalise)
to the direction of extension of musical capabilities
(the concert vocalise). The ornamental-figuration
thematicism of vocalises, based on the variant-
variational repetition of structural-semantic
unit-motives, is connected with the directedness
towards presentation of the virtuosity of the voice.
It has also determined in many ways the syntactic
and artistic organization of the thematicism of
vocalises. Having traversed through the stages
of its formation, the vocalise has formed itself
in vocal practice as an autonomous genre. At the
same time, it has demonstrated the capability of
interaction with the genres of instrumental music.
The vocalise has entered the 21st century as one
of the bright and multifaceted genres capable of
further subsequent transformations.

NOTES ~—o(<

forming a vocal sound and sound-leading, which is why
it is not used in vocalises.

¢ Studies of figurational thematicism from the
indicated positions is contained in numerous publications
of the Laboratory of Musical Semantics (LMS). For
example, see: [14].

7 See the exercises from the “Complete School of
Singing” by Alexander Varlamov, “L’ecole de chant”
by Dupré, and “Exercises in Perfection of the Voice”
by Mikhail Glinka, where there is no measure-metrical
organization.

8 See the ternary da capo form in Sergei Prokofiev’s
“Vocalise” and Igor Stravinsky’s “Pastorale.”

® The clichés typical for the instrument bear
information about its acoustic, technical and timbral
peculiarities. They preserve the “memory” of performance
(sound-emission, sound-leading, articulation), the
conditions for its everyday existence, about the genre
characteristics, etc. Study of various instrumental
text through the prism of their interaction see in the
publications of the Laboratory of Musical Semantics:
[3; 10].
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The Special Stylistic Features of the Song Folklore
of the Belgorod-Kursk Border Region: A Local Aspect”

The content of the article discloses the musical styles of songs of various genres of the regional tradition of
the Podolkha village of the Prokhorov District of the Belgorod Region as a bright example of the traditional song
culture of the Belgorod-Kursk territory of the basin of the Psyol River. This research disclosed the existence of
calendar farming songs (spring, summer), which are characterized by a narrow range of sound, the simplest motor
rhythmic patterns, laconic compositional structures and heterophonic texture. The integral and archaic qualities
of the folksong tradition have been demonstrated by the broad circulation of karagods (a variety of round-dances,
moving in circles with songs), tanki (moving in circles while singing songs and holding hands), “shirinki” (round
dances with towels), original forms of “gulba” (folk festivities), and the developed male choreographic elements of
“khozuny.” The wedding karagod songs are performed in fast tempos while dancing, have a common compositional
structure and refrains with the words “aliley,” “lyoli-lyoli,” “ladu-ladu,” dushelmoya” [“my soul”]). In the texts of
these genres there is a predominance of syllabic poetic structure, as well as a present of tunes with tonic verse. the
range of the karagod, tanki and wedding songs is based on intervals of fourths and fifths. The ambitus (sound range
of the mode) of the interval of the sixth present in some of the songs can be explained by a tertial superstructure of
the top voice to the main voice. The melodic composition is realized by means of varied repetitions of one modal
and intonational model. The singing model is strong and intense, as the result of which there exists the expression
of “shouting” or “crying out” a song.

Keywords: singing tradition, stylistic features, karagod, “tanok,” “gulba,” sound range, rhythmic patterns,
compositional structure, heterophony.
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CtuaeBble 0COOEHHOCTH neceHHoro poAbkAopa
beAaropoAcko-Kypckoro norpaHmMubsi: AOKaAbHbIM aCnekT

COJIep)KaHI/IC CTaTbU PACKPLIBACT MY3BIKAJIbHYIO CTUINCTUKY MECCH PA3HBIX KaHPOB JIOKaJIbHOM Tpaguuuum cejia
Iononsxu IIpoxopoBckoro paiioHa benroponckoit 061acTé Kak SpKU npuMep TPaAULMOHHONW MECEHHOH KYNbTYpPhI
Bbenroponcko-Kypckoro Ilomncensst (tepputopusi OacceitHa peku Ilcénm). MccnemoBaHue BBISIBUWIO OBITOBaHHE
KaJIeH/IapHO-3eMJICIeTIBUECKIX TeceH (BECEHHHeE, JIETHHE), JUIi KOTOPBIX XapaKkTepeH Y3KUiH 3BYKOBOW OO0BEM,
npocTeifias MOTOpPHAs PUTMHUKA, JAKOHUYHBIE KOMIIO3UIIMOHHBIE CTPYKTYpHI, rerepodonHas dakrypa. LlensHocTh
U apXauyHOCTh HApOAHOW IECEHHOCTH INPOSBUIACH B IIMPOKOM pPACIHPOCTPAHEHMH KaparoioB (pPa3sHOBHUIHOCTH
XOpOBOJIa, JIBIYKEHUE 110 KPYTY C TECHEH), TAHKOB (ABMKEHHE 10 KPYTY C MECHEH, B3SBUINCH 32 PYKH), «ITUPHHOK»
(XOpOBOIBI C TOJOTEHIIAMH), CaMOOBITHOM (DOPMBI «TyNBOBI» (HApOJHOE IPa3HOBAaHKE), Pa3BHTOTO MYMKCKOTO
xopeorpaduueckoro Hadana «xo3yHoBy». CBa/ieOHble KaparoJHble MECHH HCIIONHAIOTCS B OBICTPOM TEMIIE 11O IUIACKY,

* Translated by Dr. Anton Rovner.
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HMMEIOT OOIIYI0 KOMIIO3UIMOHHYIO CTPYKTYPY M «aJMJIELIHBII» NpHIEB (TIPUIEB CO CIOBAMU «AJHMIIECH», <«JIEIH-
TENMM», «IaIy-JaLy», «IyIIenb Mos»). B TekcTax 9THX ’KaHpOB IpeodiIagaeT CHIuIabnieckoe CTHXOCIOKEHHE, UMEIOT
MECTO U HaIeBbl C TOHMYECKUM CTHXOM. /lMama3oH KaparofHBIX, TAHOYHBIX M CBaJCOHBIX IeceH Oa3upyercs: Ha
KBapTO-KBUHTOBOW OCHOBE. CEeKCTOBBIN aMONTYC (3ByKOBOH 00BEM J1ajia) HEKOTOPBIX MECEH OOBSICHSIETCS TEPIOBON
HaJCTPOMKON BEPXHETo rojIoca OCHOBHOMY. Menoguueckas KOMIIO3ULMS Peaan3yeTcsl HOCPEICTBOM BapbUPOBAaHHOTO
TTOBTOPEHHS OJJHOM JIaJOMHTOHAIIMOHHON Mozienu. [IeBueckast MaHepa — Kperkasi, HalpspKEHHAs, BBUAY Yero ObITyeT
BBIPQKEHUE «KPUYAThY WIN «CKPUUAThy MECHIO.

KnrodyeBble ciioBa: neBuecKas Tpaaulys, CTHIEBbIE 0COOCHHOCTH, Kaparof, «TaHOK», «TylIb0a», 3ByKOBOH 00BEM,
PHUTMHKA, KOMIIO3UIIMOHHAS CTPYKTYpa, rerepodonus.

Jlnsa yumuposanus: XupoB M. C., XKuposa O. ., Xopoummiosa E. JI. CtuneBbie 0COOCHHOCTH MECEHHOTO
(honpkiopa benropoacko-Kypckoro morpannybst: ToKaabHbIN acekt / IIpobiembl My3bikanbHOM Hayku. 2018. Ne 2,
C. 82-96. DOLI: 10.17674/1997-0854.2018.2.082-096.

tudy of the regional song traditions of the Study of the song traditions of Southern
South of Russia remains one of the most Russia has presented the object of works by
crucial objects of research of contemporary  A. V. Rudneva, V. M. Shchurov, 1. N. Karacharov,
musical folklore, which is founded on a number of  G. Ya. Sysoyeva, M. S. Zhirov, O. Ya. Zhirova,
premises: N. S. Kuznetsova' and other authors, which bears
— the production of immensely valuable factual ~ witness of the existence of many original local
material in the form of contemporary sound manifestations of folk music in the Belgorod
recordings, which make it possible to carry out  Region. The song culture of the village Podolkhi
theoretical analysis of works pertaining to folk  of the Prokhorovka District of the Belgorod
music on a qualitatively new level; Region as a constituent part of the Belgorod-Kursk
— the availability of research-backed criteria of  area near the Psyol River (a tradition highlighted
artistic evaluation of folk song performance practice =~ by I. N. Karacharov) merits separate analysis
extending the boundaries and depth of knowledge due to having been previously insufficiently
of the folk music of the Southern Russian region, studied. The content of the present article is
which calls for a reconsideration of the current based on this author’s ethnographical musical
views of the art of singing as a multilayer ethnic  materials notated on the territory of the research
cultural phenomenon with a branched genre-related  in the 1990s. To a certain degree these materials
system and specific regional features of being  were expounded in work “Traditsii narodnoy
[2, p. 92]; khudozhestvennoy  kul’tury  Prokhorovskogo
—the demands of professional modern education  rayona” [“The Traditional of Folk Art Culture of
for folk singers, as well as those of professional and ~ the Prokhorovka District”] [3].
amateur performance practice, both of which aspire The territory of the contemporary Prokhorovka
to master the various regional folksong traditions  District, situated in the basin of the Psyol River,
in ways that are close to authentic sound with their ~ in ancient times, according to scholars, was
subsequent artistic interpretation in performance the home of settlements of Eastern Slavs —
in correspondence with the aims and goals of the  Northerners, the main occupations of which was
tutorial process and concert activities. farming and stock-raising. This is testified by
This results in a naturally determined rise of  the ethno-cultural manifestations of “agrarian
the role and significance of the search process, the  cult holidays, a presence of elements of pagan
disclosure and allocation of the stylistic features  songs, the simplest musical instruments, objects
of regional folksong traditions which make it of material culture, articles of the purpose of
possible to provide for the quality of perception and  everyday use” [3, p. 3].
recreation of folk music compositions (the context, The natural dissipation of the early forms of
speech and musical intonations, symbolism, codes,  folklore within the subsequent strata of archaic
“the play” of the song, etc.) as a genetic fund of the  folklore have made it possible for researchers
historical and cultural memory of the people. even after several centuries to discover artifacts
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which confirmed their prior existence. Exemplary
in this regard is the tradition of leading round-
dances (“khorovods” or “karagods”) in the open
air, including on the borderline territory between
villages, participated by about five hundred
people. This stylistic zone is characteristic for
very developed choreographic forms of folk art,
namely, the so-called “tanki” — a special variety of
“karagod” of a noncircular type, based on a single
chain, which constantly changes its direction,
forming either a calk, a circle, a zigzag-like
“snake,” a “wicker fence” or a “cabbage,” at other
times dispersing into two or four parallel lines.
Also revealed is the fact of the existence in the
region of “shirinkas” [“towel”] (i.e. round-dances
with towels), in which the performers move along
the street under their towels, which they raise
above, in parallel lines in the form of “turning the
sleeves inside out.”

During major holidays (such as the “Krasnaya
gorka” [“Red Hill”]) in this form of “karagod” the
villagers moved onto a broad meadow — the main
venue for the festive action, where the “karagod”
began its motion “cum sole” (following the
direction of the sun). On the foreground here were
the “khozuny,” or “prancers” — men who set the
rhythm, mood and character of the “karagod” song
by jumps upwards, roundabout turns, successive
stamps of foots in front, swaps of knees and cries
of “Go on! Go on!” “More-more!” and short
whistles. This type of mass celebration, in all
probability, has been singled out from the earliest
times into an independent phenomenon and has
received the name of “gul’ba” [“revelry”]. In one
of the first documents of Ancient Rus, the “Povest’
vremennykh let” [“The Primary Chronicle”]
a testimony was preserved of public merrymaking
conducted by several villages where demonic
songs and dances were sounded.

In the traditional song performance practice
in this local region it has become possible to trace
the stylistic traits and forms of everyday activities
peculiar to the Southern Russian tradition of the
border area between the Belgorod and the Kursk
Regions. Along with this several peculiarities of the
local song tradition have been revealed. Of special
interest are the so-called “spring” and “summer”
songs occasioned particularly to these seasons. The
characteristic refrains, “Ladu-ladu” and “Dushel’
moyo” [“My soul”], testify of the genetic connection
of this body of lyrical songs with the ceremonial
and the “karagod” varieties:
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The green oak-wood,
Lyoli, ladu.

The green and flowery,
My soul.

(Spring song)

Reminiscences of the earliest musical
instruments and the traditional song forms have
been preserved by the words of the song “Vyidu ya”
[“I will go out”’] notated by us in the territory of our
research:

...My play is not finished,
My song is not told.

And the unfinished tanki,
My friend not diverted,
Neither with pipes,

Nor with whistles...

As analysis shows, the local song tradition
is presented with season songs, dance songs,
“karagod,” “tanki,” wedding and lyrical songs of
later origins.

The poetical content of the “karagod” songs
includes the most diverse subjects connected
with social, family, personal lives and everyday
work of human beings. In general, the image-
related and thematic content of the “karagod” and
dance songs of the Podolkha village is close to
plangent songs, which confirms the statement of
V.Ya. Propp that the “round-dance and merrymaking
songs differ little in their subject matter from
the “progolosny” [supplicatory] songs: these
likewise recount about family life and the same
kinds of infelicitous family relations, but their
tone is absolutely different. What is demonstrated
in the “golosovye” [voiced] songs from a tragic
side is shown here from a comical side. Tragedy
turns into a farce” [6, p. 239]. The leading theme
of the “karagod” songs is the theme of love —
about young people meeting each other, creating
families, about the various vicissitudes of amorous
and family relationships.

The subject of extolling unmarried youth
in the “karagod” songs is connected with the
traditional symbols and images of prosperity
and flourishing (“gardens,” “grapes,” “flowers”),
which corresponds to the pagan concept of the tree
of life. The “karagod” is led by a new pair, viewed
as a future family maintaining its hereditary line
and creating the new generation. For this reason,
the symbols manifesting the force of growth and
offspring are continuously present in the glorifying
songs. Such images are richly adorned with
epithets:
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I will go to the green gardens,

I will catch a young nightingale...
(“Poidu ya, moloda”
[ “Iwill come, a young woman’’])

My green gardens,
Green grapes.
Grapes, darling,
Curly rowan tree...
(“A sady moi, sadochki”
[ “And my gardens, my gardens )

The main protagonists of songs of praise — the
young man and the girl — are endowed with brilliant
images (of a male and female dove), their future
life appears in iridescent tones as idealized and
embellished. An example of this may be served
by the song “Vo gorenke vo novoy” [“In the new
house”], where “everything is new, sharpened,
gold-plated, brought over from the capital city.” In
the popular conception the “dove” is a pure, holy,
divine bird. The perception of doves as being holy
birds stems to the Christian tradition: the Holy Spirit
descended from the heavens as a dove during the
baptism of Jesus. A male and a female dove cooing
together are a symbol of lovers. They are also
widespread as poetic images of the bridegroom and
bride in the wedding songs. The merits and riches
of the main protagonists are described through their
surrounding circumstances, which are described by
the so-called technique of step-by-step narrowing
down of the image: “new mountain,” “oak wood
table,” “gold-plated legs,” “the white table cloth
was woven by sixty lathes,” “brought over from
Moscow.”

The relatedness of the “karagod” of praise and
the wedding songs is also confirmed by the presence
of common clipped passages. For example, the
episode of embroidering of the wedding towel is
described with an identical set of word formulas,
independently of what genre the strain belongs to:

To sew and embroider with silk,
Along the edges there is a variety,
Along the middle there are sequins...
(“Oy ty, Donyushka”
[ “Oh you, Donyuska’’] —a “karagod” song)

Since the participants of the local “karagod”
songs are girls and young men from the village, it is
quite natural that in the “karagod” and dance songs
the theme of peasants’ work is frequently brought
up, which, as a rule, always deviates to the theme
of love. For example, in the song “Poseyu ya lyon”
[“I shall sew linen”] the final outcome of the girl’s
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work of sewing linen is the motive of her choice of
a mate and a helper. This is the poetical solution of
the subject of matchmaking and marriage. It must
be observed that few songs are entirely devoted
solely to the theme of work:

Tell me, tell me, Dunyushka,
And do not conceal, my dearie,
How white linen is sown,
How white linen is torn,
How white linen is moistened,
How we will weave it.
(“Skazhi, Dunyushka”
[ “Tell me, Dunyushka’’] — dance song)

Since not only girls, but also young women
took part in the “karagod” songs, the subject of
family relations has been widely imprinted into
the songs of this genre. Here the young girl shows
herself as a bold woman, not afraid of anybody,
who willfully goes to a merrymaking events into a
“young” gathering of singers of “karagod” songs.
Undoubtedly, this is not a veritable reflection of
the rules of family life, but a case of round-dance
mischief on the part of the young peasant woman:
“Svyokor s pechki ubilsya, za kolodu zavalilsya”
[“My father-in-law fell from the furnace and was
killed, tumbling down beyond the stump-block™].

One of the central images of the “karagod”
songs is the street in the broadest meaning of the
word, where the song choreographic action proper
(the “gul’bishche” and “gul’ba,” or carousal and
revelry) was carried out:

I caroused at the revelry,

The friend of my heart is on my mind.
(“Akh ty, gul’bushka, gul’ba”
[ “Oh, you carousal, revelry’])

Give me a rouse of vodka,

So that I could drink myself drunk

And walk through the street.

On our street, on the marketplace

There are violins, as well as bagpipes.

There are also previous sweethearts. ..
(“Trakhnulis’ chashki, tarelki”
[ “The cups and plates came crashing”’])

In their emotional moods the ‘“karagod”
songs come close to dance tunes endowed with a
humorous character. Such is the song “Udarilsya
komarishka so dubishka” [“The mosquito bumped
against the oak™] the main protagonist, having fell
of an oak tree “strewed about his bones,” “shattered
his boisterous head.”

Due to the fact that in all the “karagod”
songs and dance tunes of the researched territory
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an integral component of their structure was
choreography and, consequently, lexis on their
various manifestations, it follows that the poetical
aspect of these songs is distinguished by a diversity
of actions, reflecting motion: “I walked through
the street,” “I caroused in the revelry,” “I shall go,
a young girl, into the green gardens,” “do not go
past the green garden,” “I strolled by the bank,
I strolled by the green one,” etc.

Altogether, the subject matter and the images of
the “karagod” songs of the Podolkha village fit quite
adequately into the system of the common Russian
round-dance images. The greatest distinction is
contained in the musical filling of the described
texts [1, p. 111].

The complex of the musical characteristic
features is defined by the term “song type,”
utilized by many researchers of folk music: “...as
a result of its predicament, the concept of ‘song
type’ also extends into the level of characterization
of inner-textual phenomena, on separate elements
of structure, specific means and methods of
expression intrinsic particularly to song forms:
the type of song strain (verse-phrase), the song
chant of a directedness of intonation organized in
a special way, modal-scalar organization, melodic
construction, musical-strain rhythm and accent
relationship, etc.” [5, p. 35].

The specimens of the local musical folklore
presented for analysis have a set of parallels
between the genres of “karagod” and wedding
songs, which is revealed on various levels. First
of all, both the wedding and the “karagod” songs
share a common compositional structure, at the
basis of which lies a symmetry of rthythm, as well
as an even number of rhythmic periods of the type
of: ab/rr, ab/rb, etc.

Example 1 “Svalilasya dubrovushka so verkha”
[“The Leafy Grove Tumbled Down
from Above”]
(wedding song)
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Example 2 A vse gosti po lavochkam sidyat
« . o
[“And all the Guests Continue Sitting
1 kb
on their Benches”]
(13 2
(“karagod” song)
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Second, the wedding songs, just like the
“karagod” songs, are performed along with dance
in a fast tempo. They bear a distinctly expressed
rhythmic pulsation. Third, both examined genres
use common refrain words “lyoli, lyolyushki,”
“ley, ley,” etc. Proceeding from the aforementioned
indications, it makes sense to examine the rhythmical
structure of wedding and “karagod” songs jointly.

The assortment of verse formulas in the
analyzed tunes is diverse: practically each specimen
is distinct by its structure of verse. Nonetheless, one
could trace out distinctly a tendency of combining
the tunes with a one-element verse of the type
of: 4+4 (“Kak na pole na polyane” [“How on the
field, on the meadow”]); 6+6 (“Na zoryushke
rano” [“Early at Dawn”]); 7+7 (“Vo goren’ke,
vo novoy” [“On the hill, on the new one”]).
A significant group of songs is comprised by tunes
with a tonic verse: “U Vanyushi vesyolaya golova”
[“Vanyusha has a Merry Head”], “Poydu vya,
moloda” [“T will go, a young woman”], “Udarilsya
komarishka s dubishka” [“The Mosquito bumped
against an Oak™], “Trakhnulis’ chashki, tarelski”
[“The Cups and Plates went Crashing”]. All these
examples pertain to the three-beat verse, adjoining
the “kamarinskaya.” The appearance of such
versification in dance tunes of the Belgorod Region
is not perceived by us as a singular phenomenon.
On the contrary, its presence harmoniously inserts
the local tradition into the overall Russian choral
culture.

In their compositional structure the poetical
texts of the “karagod” songs of the Podolkha
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possess solely strophic form, which may contain
a refrain, or it may be organized without one. The
“karagod” songs may also be characterized for their
melodies with the strophic form of a poetical text
with an inner-strophic and chain repetition of an
entire verse. Examples of inner-strophic repetitions
include the following: KE = aa/AA (aa/ab/ab).

Da ty, Donyushka,

Da ty, Donyushka,

Ty, Donyushka — lyubushka.
Ty, Donyushka — lyubushka.
[Oh you, Donyushka,

Oh, you, Donyushka.

You, Donyushka, are my love,
You, Donyushka, are my love.]

The rhythmic structure of the “karagod” songs
is characterized by a temporal periodicity of
structural units of musical form — structures marked
by pauses or musical segments. One of the tags of
the genre in the “karagod” tunes marked by pauses
is the presence of refrains: “oi, li, oi, li, lyali, lyoli,”
etc. The refrains may be either small and correspond
to the syllabic group of the verse, or large and
correspond to the entire verse:

V nas na pole, na polyane, lyoli, ladu...
[At our place on the hill, on the meadow, lyoli, ladu]
(small refrain)

Vo gorenke vo novaya, vo svetlitse svetlovoy,

Ekh, lyoli, oi, lyoli, ekh, lyoli, lyoli, lyoli...

[In a new hut, in a light room,

Hey, lyoli, ho, lyoli, hey, lyoli, lyoli, lyoli]

(large refrain)

One of the bright stylistic features of the
“karagod” songs is the juxtaposition of rhythmic
periods with diverse types of rhythmic pulsation.
The round-dance forms with changes of count
units frequently correlate with a particular form of
poetic verse: its first section is formed by means
of repeating the first syllable group of the verse
(as a rule, four-syllabled), while the second one
is built on the repetition of the entire verse (aa/
ab/ab). As the result of the change of rhythmic
pulsation the second period of the melo-verse
in its temporal scale is equal to the first, despite
the double augmentation of the syllable capacity
(“Okh ty, Donyushka” [“Oh, you, Donyushka”],
“Use gosti po lavochkam” [“All the guests sat on
the benches”]).

The lyrical songs of the researched tradition
pertain to the so-called tunes pertaining to the
late traditional musical style. They possess an
elementary type of composition and correspond
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with syllabic and measure-based syllabic-accentual
verse. The most widespread tunes have turned out to
be those combined with a measure-based syllabic-
accentual verse with the accentuation in the line
on the third syllable (the formula of the verse is
8+7). On the level of compositional construction
lyrical songs possess their own specific features.
As arule, the verse consists of four rhythmic units,
corresponding to each line of a quatrain: ab/cd. In
addition, in lyrical songs there is a lack of refrain
songs that are so characteristic for ceremonial folk
songs and the “karagod” songs. As the result of
analysis of the rhythmic structure of folk songs of
the studied region the following conclusions have
been made:

—inthetexts of the “karagod” songs in most cases
the syllabic-accentual versification predominance,
there are refrains with accentual lines, like the
“kamarinskaya”;

— in their compositional structure the poetical
texts of the “karagod” songs possess exclusively
strophic form (with or without refrains);

— overall, the forms of the “karagod” songs are
characterized for their symmetrical construction:
rhythmic periods, as a rule, consist of two or four
refrains.

We have revealed a stable dependence of the
symmetry of the form on the respective type of
refrain.

Thus, the melodies of refrains of the “alilyo”
type presume an unchangeable motor rhythm,
bear in themselves a symmetry of form, unlike
the melodies with the refrain words that contain
in themselves different types of musical time.
The pitch organization of the songs of the area
near Oleshensky village in the Bryansk Region
must be regarded as a combination of various
musical components, which include modal-scalar
construction, melodic composition and various
types of polyphonic texture.

On the level of melodic-intonational analysis
the wedding and “karagod” songs demonstrate a set
of common features, among which are:

1) The use in the tunes of a working range, as a
rule, not exceeding the interval of a fifth, or even a
fourth (Example 3).

Some of the songs go as far as to span the
range of the sixth, but the range of the perfect
fourth or fifth still remains to be the working
foundation, whereas the ambitus of the sixth can
be explained by the add-on of a third to the basic
range;
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Example 3 “Letela galushka”  Example 5 “Letel oryol”
[“The Jackdaw was Flying”] [“The Eagle Flew”] (lyrical)
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2) The realization of the melodic composition
is based on varied repetition of one modal and
intonational model (Example 4);

Example 4 “Poidu ya, poidu ya moloda”
[“I shall go, I shall go a young lady”]
(dance tune)
D4y Y G S G
LAy A MO-J‘IO-I:&, mo¥i - Iy A BO 3€-JIe-HBI-€ Ca- Ja.
{) 4
%“‘\-/J-‘-“J_}_}J‘J-‘. o 5 S 3
1Ioit - ny #, no#t - m;y % MO-7O-71a, [moit-my A BO 3e-Ne-Hbl-€ ca-Ja.
{) 4

oy BO 3€-Jle-Hbl-€ Ca- Ja.

3) the manifestation of the melodies with a
single-type texture can be explained by variant
heterophony.

In the researched tradition the sequence of
sounds of the lyrical songs is presented by the full
seven-note scale, which is an indication of a late
style of the traditional song culture. The search for
expressivity of the melodicism and the peculiarities
of the textures of the analyzed songs create
sequences of sounds consisting not only of the
seven basic steps, but also those that reach 10- or
11-step scales. Such extensive sequences of sound
are created as the result of octave doublings of the
Ist, 3rd and 7th scale steps (Example 5).
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within the range of a fourth with the successive
descending filling or an ascending stepwise filling-
in of a fourth (Example 6).

Example 6 “V nas po polyu, da po polyane”
[“At our place, on the field, on the meadow”]
(wedding song)

N
Ja mo mo -

1.B Hac no mo o,

The final cadential sections are developed
on the basis of several melodic turns. The most
characteristic is the motive spanning the range of a
fourth (Example 7).

Example 7 “V nas po polyu, da po polyane”
[“At our place, on the field, on the meadow”]
(wedding song)

S S e e S =:
- -
B - 0

T

Bai-(s1)-1  ce - O ke Ja Ny -Tro -

T
Ay - mWems-(u) MO

Another melodic model of the cadential section
is singing of the tones around the tonic pitch upon
its repetition.

The modal-scalar structure of the local lyrical
songs is interconnected with the type of texture
expressed in functional two-voice polyphony. This
type of polyphony is characteristic for singing styles
of later formation. Usually in this type the chief
vocal part is performed by the lower voices, while
the upper voice carries the role of the supporting
voice (See Example 5 “Letel oryol” [“The Eagle
Flew”]). An original trait of the researched tradition
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is the equivalence of the vocal parts. In the general
structure of the mode the independence of the voices
is preserved in the lower, as well as in the higher
voice, as a result of which all the basic modal and
intonational models are realized.

While characterizing the song tradition of the
Podolkha village of the Prokhorov District, it is,
first of all, important to highlight its general and
characteristic features and traits. In particular, it is
the existence of songs of the calendar-agricultural
cycle, those related to the family and everyday life
(such as wedding songs), dance tunes, ‘“karagod,”
lyrical and “chastushka” [folk rhyme] songs.
A characteristic feature of the folk songs of the
Podolkha village is the total absence of drawn-
out lyrical songs. The local lyrics are represented
by later-period urban songs or lyrical songs of
Ukrainian origin. The traditional tunes from the
village are rhythmically distinct, their melodic
outline is simple and sparse.

When speaking of the stylistic foundations of
the song culture, it is necessary to mark out the
large amount of seasonal songs with a narrow range
of melodies, the simplest motor rhythm, laconic
compositional structures and heterophonic texture.
All of this yet again confirms the hypothesis of its
ancient roots. If the voices move in a free manner
horizontally, this generates a large number of
dissonating vertical sonorities, which endows the

Gy —

I See: Rudneva A. V. Narodnye pesni Kurskoy
oblasti [Folk Songs of the Kursk Region]. Moscow:
Sovetskiy kompozitor, 1957; Shchurov V. M.
Belgorodskoye Prioskol’ye: pessennyy notnyy sbornik
[The Belgorod Region by the Oskol River: Compilation
of Songs]. Issue 2. Belgorod: Belgorod State Center of
Folk Art, 2004; Shchurov V. M. Yefim Sapelkin i yego
ansambl’ [Yefim Sapelkin and his Ensemble]. Moscow:
Sovetskiy kompozitor, 1969; Shchurov V. M. Pesel’niki
iz sela Foshchevatovo [Singers from the Village
Foshchevatovo]. Moscow: Sovetskiy kompozitor,
1989; Shchurov V. M. Pesni Userdskoy storony [Songs
of the Userd Area]. Moscow: Kompozitor, 1995;
Shchurov V. M. Userdskiye pishchiki [Userd Reeds].
Pamyati K. V. Kvitki: sbornik statey [In Memoriam
K. V. Kvitka: a Compilation of Articles]. Edited and
Compiled by A. Banin. Moscow, 1983; Shchurov V. M.
Yuzhnorusskaya pesennaya traditsiya [The Southern
Russian Song Tradition]. Moscow: Kompozitor, 1987,
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songs with a special acerbity of sound. This is
also promoted by the strong, intense manner of
singing of village performers. It is demonstrated
in the loud, pronouncedly emotional replication of
calendar, round-dance and dance songs traditionally
performed on the street. Such manner of singing
reminds of the precisely pitched scansion. For this
reason, the widely prevailing expression among
folk singers “kritchat’ [“to shout”] or “skritchat’”
[dialect jargon of the previous term] in the sense
of “shouting out” a song is perceived practically in
the literal sense [4, p. 79]. This specific peculiarity
of the local performance has been noted by us
during the process of recording a local authentic
vocal ensemble. The manner of singing the songs
connected with the motions and dances in the Kursk
Region near the Psyol River “in a concordant voice”
(loudly, in a heart-rending manner) is described by
A. V. Rudneva’.

The integral and archaic quality of the folk
singing style has been demonstrated in the
predominant functioning of the “karagod” songs,
including the “shirinkas” (the round-dances with
towels), the “tanki,” the wedding and calendar
songs. Altogether, the singing tradition of the
Podolkha village of the Prokhorovka District of the
Belgorod Region presents a bright specimen of the
regional style of the Belgorod and Kursk Regions
near the Psyol Region.

NOTES —o(<

Karacharov I. N. Pesennaya traditsiya basseyna reki
Psyol (Belgorodsko-Korskoye pogranichye) [The Song
Tradition of the Psyol River Basin (The Border Area
between the Belgorod and the Kursk Regions)]. Belgorod:
Krestyanskoye delo, 2004; Sysoyeva G. Ya. Pesennyi stil’
voronezhsko-belgorodskogo pogranichya: monografiya
[The Song Style of the Border between the Voronezh
and the Belgorod Regions: a Monograph]. Voronezh:
Voronezh Regional Printing House, 2011; Zhirov M. S.
Regional’naya sistema sokhraneniya i razvitiya traditsiy
narodnoy khudozhestvennoy kul’tury: uchebnoe posobie
[Regional System of Preservation and Development
of the Traditions of Folk Artistic Culture: a Textbook].
Belgorod: Belgorod State University Press, 2003;
Zhirov M. S. Traditsionnye prazdniki i obryady
Belgorodchiny: uchebnoe posobie [Traditional Holidays
and Rituals of the Belgorod Region: a Textbook]. Belgorod,
2002; Zhirov M. S., Zhirova O. Ya., Alexeyeva O. 1.,
Sarayeva L. P. Fol’klornye traditsii Valuyskogo rayona:
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uchebno-metodicheskoe posobie [Folklore Traditions
of the Valuy Region: Tutorial-Methodological Manual].
Belogorod: Belgorod State Institute of Arts and Culture,
2011; Zhirova O. Ya. Traditsionnaya prazdnichno-
obryadovaya kul’tura Belgorodchiny v sovremennoy
srede regiona: monografiya [The Traditional Culture
of Holidays and Rituals of the Belgorod Region in
the Contemporary Environment of the Region: a
Monograph]. Belgorod: Belgorod State Institute of
Culture, 2004; Kuznetsova N. S. Svadebnyy muzykal no-
etnograficheskiy kompleks v pessennoy traditsii
verkhnego Prioskol’ya [Musical Ethnographic Complex

3y4e€HHWE MECTHBIX NMEBYECKUX TPagulIui

IOra Poccun octaércst oqHOM 13 IIEHTpab-

HbIX TEM COBPEMEHHOH MY3bIKAIBHON
(hOTBKIIOPUCTHUKH, YTO 0OOCHOBAHO PAIOM IPEITIO-
CBIJIOK:

— (hopMupoBaHueM OorarenIero pakTonoruye-
CKOTO Marepuaja B BUJE COBPEMEHHBIX 3BYKO3aIlU-
ceil, TO3BOJISIIOIINX OCYIIECTBISTh TEOPETUICCKUI
aHaJIU3 NPOU3BEIAECHUI HAPOAHON MY3BIKM Ha Kade-
CTBEHHO HHOM YPOBHE;

— HaJIM4MeM Hay4yHO OOOCHOBAHHBIX KPUTEpH-
€B XYIOXXECTBEHHOH OIIEHKH HapOIHO-TIEBYECKOTO
WCTIOJIHUTENBCTBA, PACIIUPSIONINX TPAHULIBI U TITy-
OuHy MO3HAHUI O MY3BIKAIEHOM (DOITBKIIOpPE FOXKHO-
PYCCKOTO permoHa, TpeOyIoUmMX IepecMoTpa Cio-
JKUBILIUXCS B3[ISIIOB HA TEBYECKOE MCKYCCTBO Kak
MHOTOTPAHHOE 3THOKYJIBTYPHOE SIBICHHE C pa3BeT-
BJIEHHOM >KaHPOBOM CHCTEMOI1, CAMOOBITHBIMHU PETH-
OHAJILHBIMU 0COOCHHOCTSIMHU OBITOBAHUS [2, €. 92];

— 3ampocaMu COBPEMEHHOTO MpodecCcroHab-
HOTO HApOIHO-TIEBUECKOTO 00Opa3oBaHwms, mpodec-
CHOHAJBHOTO U JIIOOMTENHCKOTO HCIIONHUTENb-
CTBa, CTPEMSIIMXCA K OCBOCHHWIO PETHOHAIBHBIX
HApOJHO-TIECEHHBIX TPaIUIHUKA B NPHOIMKEHHOM
K TOUIMHHOMY 3BYyYaHHWIO BHJE C TOCIeXyromen
HUX TBOPYECKO-UCIIOJIHUTEIBCKON HHTEpIIpETALUEi
B COOTBETCTBHH C LEISIMH W 33aJadaMH y4eOHOTO
npouecca, KOHIIEPTHON JeATeIbHOCTH.

BBuny 3T0r0 3aKOHOMEpPHO BO3pacTaeT poib U
3HAYUMOCTh NpoIlecca MOUCKa, 00HAPYKEHHS 1 BbI-
JIEJIEHUS] CTHJIEBBIX CBOWCTB MECTHBIX HapOIAHO-TIE-
CEHHBIX TPATUIINHA, TTO3BOJIAIONINX 00ECIEYNTh Ka-
YECTBO BOCTIPHSATHS M BOCCO3JaHM MPOU3BEACHUN
(honpkTOpa (KOHTEKCT, peueBast U My3bIKaIbHAs HH-
TOHAIINHU, CUMBOJIMKA, KOJIbI, KUTPay MECHH H T. 1.)
KaK TeHeTH4eCcKoro (hOHJa UCTOPUKO-KYIBTYPHOM
MaMsATH Hapoaa.
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of Wedding Songs in the Song Tradition of the Upper
Region near the Oskol River]: Thesis of Dissertation
for the Degree of Candidate of Arts. Moscow, 2017;
KuznetsovaN. S. U vorot bela beryoza stoyala: svadebnye
pesni russkikh syol Chernyanskogo i Novooskol’skogo
rayonov Belgorodskoy oblasti [By the Fence the White
Birch Stood: Wedding Songs of the Russian Villages of
the Chernyanka and New Oskol Districts of the Belgorod
Region]. Belgorod: POLITERRA, 2012.

2 See: Rudneva A. V. Narodnye pesni Kurskoy
oblasti [Folk Songs of the Kursk Region]. Moscow:
Sovetskiy kompozitor, 1957.

HccnenoBaHNi0 IOKHOPYCCKUX II€CEHHBIX
TpaguIui MOCBAIICHB paboThl A. B. PynHeBoi,
B. M. Illyposa, 1. H. Kapauapoga, I. fI. CricoeBoii,
M. C. Xuposa, O. 5. XKuposoii, H. C. Ky3uerosoii'
U IPYTHX aBTOPOB, YTO CBUACTEIHCTBYET O HATHINH
Ha benropomgunHe MHOXECTBAa CaMOOBITHBIX JIO-
KaJIbHBIX TPOSBICHUN MY3bIKAIHHOTO (HONBKIOpA.
ITecennas xynbsrypa cena [lomonsxu ITpoxopoBcko-
ro paiioHa benropoackoit 061acTu Kak COCTaBHOM
gactu benroponcko-Kypckoro Ilomcensst (Tpanu-
nus Beigenena M. H. KapagapoBeim) 3acimyxuBacT
OTJENBHOTO aHaJln3a B CHJIy HEIOCTaTOYHOU M3y-
geaHOoCTH. CoepKaHue MaHHOHN cTaThu Oa3upyer-
C Ha aBTOPCKUX MY3BIKAIBHO-ITHOTPAPUICCKUX
MaTepuaax, 3alMCaHHBIX Ha UCCIETyeMON TeppH-
Topun B 90-¢ rombl XX cromerus. YacTUIHO ITH
MaTepHaibl HU3JIOKEHB B pabore «TpamurmonHas
HapojHasi XyIOXKeCTBeHHas KynbTypa I[Ipoxopos-
cKoro paiioHa» [3].

Teppurtopus cospemenHoro IIpoxopoBckoro
paiiona, pacronoxenHas B OacceitHe pexu [lcém,
B JPEBHHE BPEMECHA, TI0 CBUICTEIBCTBY YUCHBIX,
MpUHAIIeKATA TMOCEIECHUSIM BOCTOYHBIX CIIaBSIH
— CeBepsHaM, IVIaBHBIM 3aHATHEM KOTOPBIX OBLIO
3eMJICTIAIIIECTBO U CKOTOBONCTBO. OO 3TOM CBUIE-
TEeILCTBYIOT dTHOKYJIBTYPHBIE ITPOSBICHUS «arpap-
HBIX, KyJABTOBBIX IIPA3THUKOB, HAIMIHE DJICMCHTOB
SI3BIYECKUX BEPOBAaHUM, paHHUX (HOPM MY3bIKAJIb-
HOro (hoJILKJIOpa B BHJIC apXaWdHbBIX IMECEH, MPO-
CTEUINX MY3BIKAJLHBIX WHCTPYMEHTOB, TpEIMe-
TOB MaTepUaIbHON KYIBTYpPBI, U3EIUNA OBITOBOTO
HazHaueHUs» [3, c. 3].

EcrecTtBeHHOE pacTBOpeHHME paHHUX (opMm
(hoNpKIIOpa B MOCIEAYIOMNX TUIACTaX apXandecKo-
ro (QOJBKIOpa IMO3BOJSET HCCIEOBATENSAM JaxKe
CITyCTSI CTOJICTHSI HAXOUTh apTe(PaKThI, IIOATBEPXK-
naronpe ux Oputoe cymectBoBanue. IlokazarenpHa
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B 3TOM OTHOIICHUH TPATUIMS BOXKICHHUS XOPOBO-
JI0B (KaparoioB) Ha OTKPBITOM BO3yX€E, B TOM YHC-
Jie — Ha [IOTPaHUYHON MEX]y CENaMU TEPPUTOPUM,
B KOTOPBIX Y4aCTBOBAJIO MOPAIKA MATUCOT YEIOBEK.
s 1aHHOM CTHIIEBOM 30HBI XapaKTEpHBI BeCbMa
pasBuThle xopeorpaduueckue (GopMbl HAPOIHOTO
HCKyCCTBA, TaK Ha3bIBaEMble «TaHKH» — 0co00as
Pa3HOBUIHOCTH Kaparol0B HEKPyroBOTO THIIA, OC-
HOBaHHasl Ha €IMHOH, HO IIOCTOSHHO MEHSIOIIECH
HampaBJIeHWE ABIDKEHHUS IlenH, oOpasyromieil To
TIOJIKOBKY, TO KPYT, TO 3UI'3ar000pa3HyIo «3MEeHKy»,
«IJIETEHbY, «KAITyCTKY», TO PACXOAIIYIOCS Ha B
WIH YeThIpe napasuiend. BeisBieH u ¢akt OpITOBa-
HUS B pETHOHE «IIHPHHOK» (XOPOBOOB C IOJIOTEH-
[[aMH), B KOTOPBIX HCIONHUTENN TOA MOTHITHIMHU
BBEpPX MOJOTEHIIAMU MABIDKYTCS MO YIHUIE ABYMS
napajuIeIbHBIMU JHHAAMHA B (hOpME «BBIBOPAYHBa-
HUS pyKaBay.

B 6onpmme npazmaviky (KpacHas ropka) Takoi
(dhopMoii Kaparojma CelIsHE MPOABUTAIUCH HA IIU-
POKHi1 JIyT — OCHOBHOE MECTO MpPa3HUYHOTO JeH-
CTBa, I7I¢ Kaparoj] HauMHAaJ JBH)KEHUE IIOCOJIOHbY
(mo comuiry). Ha mepBeIif M1aH 37€Ch BRICTYHAIH
«XO3YHBI», «CKaKyHBD» — MY>KYHHBI, KOTOPBIE 3a-
JABaIM PHUTM, HAaCTPOCHHME W XapakTep Kaparof-
HOW TIECHH MPBDKKaMHU BBEPX, TOBOPOTAMH BOKPYT
ceb, moouepENHBIMA MPUTOTIAMH HOTaMH BIIEpPETU
ce04, XJIOMKaMH 110 KOJIEHSIM, BRIKpUKaMu: «JlaBaii-
naBait!y, «Emé-emé!», kopoTkum cBucTOM. [107100-
HOE MacCOBOE TYNISIHHE CEJISH, IO BCeH BEpOSTHO-
CTH, eml€¢ B JPEBHOCTH BBIIEIHIOCH B CAMOCTOS-
TEJBHOE SIBIICHUE U MTOTyYMIIO Ha3BAaHHUE «TYIHOBI».
B oanom u3 nepBrix nokyMeHTOB [IpeBHeit Pycu —
«IToBecTn BpeMEHHBIX JIET» — COXPAHMIIOCH CBUJIE-
TEJIBCTBO 00 UTPHIAX MEXAY CEIaMHU, Te 3ByHaIn
0eCcOBCKHE TIECHH U TUISCKH.

B TpaguuoHHOM MECEHHOM HCTIOTHUTENHCTBE
3TOM JTIOKaJIbHOM 30HBI TPOCIIEKUBAIOTCS CTUIIUCTH-
YeCKHe YepThl U (POPMBI OBITOBAHUS, CBOHCTBEHHEIC
IOKHOPYCCKOM TpaauIiui OeIropoaCcKO-KypCKOTO
MOTpaHndbsl. BMecTe ¢ TeM HaMU BBISIBIICHBI U HEKO-
TOpBIE 0COOEHHOCTH MECTHOW MIECEHHOH TPaHIIHH.
Oco0bIit MHTEPEC MPEICTABIMIOT TaK Ha3bIBACMBIC
«BECEHHHME» U «JIETHHE)» NEeCHHU, NPUypOUCHHBIC
MMEHHO K 3THM BpeMeHaM rojia. XapaKTepHble Ipu-
nesbl «Jlany-nany», «Jlymens Moé» — cBHIETEb-
CTBYIOT O T€HETHYECKOW CBSI3M JAHHOTO KOpITyca
JTUPUIECKUX IIECEH C OOPSTOBBIMHU U KAParoJHBIMU:

3enéHast IyOpOBYIIKa,
JI€nu, nany.

3enéHas KyapsBad,
Hymens Mo€. (Becennss)

91

BocrnomuHanue o ApeBHEHIINX MY3bIKaJbHbBIX
WHCTPYMEHTAX, TPAJAUIIMOHHBIX (opMax MECEHHO-
CTH COXPaHWIM CJIOBA NECHU «Brliiay s», 3anucan-
HOH HaMM Ha UCCIIEAYEMOU TEPPUTOPUH:

...Y MeHe urpa HeJoUTpaHa,

Ilecenka He JOCKa3aHa.

Jla He TOBOXKEHHBIN TaHOYEK,
He 3a0aBieHHEBIN ApYKOUCK.

Ja He nynkamuy,

Jla He ryakamu. ..

Kak mokaspiBaeT aHain3, MECTHas IE€CEHHas
TpaauIUs TMPEACTABICHAa CE30HHBIMH, TUISICOBBIMH,
KaparoJHbIMHU, TAHOYHBIMH, CBaJI€OHBIMH, JTHpPUIE-
CKHMMH TIECHSIMH ITO3/THETO TIPOUCXOXKICHHUS.

[ToaTryeckoe comepikaHue KaparogHBIX IMECEH
BKJIIOYAET CaMble pa3HOOOPA3HBIE TEMBI, CBI3aHHBIC
¢ OOIIeCTBEHHON, CEMECHHOM, JTUYHOM KU3HBIO H
OBITOM YenoBeKa. B memoM o0pa3HO-TeMaTHIECKOE
cofiepKaHNe KaparoAHBIX U IUIICOBBIX IIECEH cela
[Homonpxu 6:IM3KO MPOTSKHBIM TTECHSM, TIOATBEPIK-
nas ciosa B. 4. [Iponna o ToM, 4TO «XOpOBOIHBIE
Y UTPOBBIE MTECHU 110 CBOUM T€MaM Majio YeM OTIIH-
YaroTCs OT MPOTOJIOCHBIX: B HUX OTPAKAeTCs Ta JKe
ceMeifHas )KM3Hb U T€ JK€ HeOIaromnosyJyHbie ceMei-
HbIE€ OTHOILIEHMS], HO TOH UX COBEPILIEHHO NHOM. To,
YTO B TOJIOCOBBIX MECHAX MOKAa3aHO C TPAarm4ecKon
CTOPOHBI, 3/IeCh IOKa3aHO CO CTOPOHBI KOMHYE-
ckoii. Tparenus npeBpamtaercs B dapey» [6, ¢. 239].
Benyieii Temoii KaparoJIHbIX NECEH ABJISIETCA TEMa
JFO0BU — O 3HAKOMCTBE MOJIOZBIX JIFONIEH, CO3AaHUN
CEeMBbH, Pa3NIUYHBIX MEPHUIETUSIX JTIOOOBHBIX H Ce-
MENHBIX OTHOIIICHUH.

Tema BenMUaHUS XOJIOCTOM MOJOAEXKU B Kapa-
TONHBIX TECHSX CBS3aHAa C TPAJUIMOHHBIMU CHM-
BOJIaMH U 00pa3amu OJaronoixydus ¥ MpoIBeTaHHs
(«cam», «BUHOTPaI», «UIBETOYKH»), YTO COOTBET-
CTBYET SI3bIYECKOMY MOHATHIO ApEBa KU3HU. Benér
Kaparoji HOBas mapa, KoTopasi 0CO3HaéTcs Kak Oy-
IyIasi CeMbsi, MPOAOIDKAIOIIAs PO U CO3AroIas
HOBOE ToKosieHue. [103ToMy cHMBOIIBI, BOTUIOIIAO-
M€ PaCTUTENBHYIO CHITY, IOCTOSHHO IPUCYTCTBY-
IOT B BeITMYAIBHEIX TTecHsX. Takue oOpassl 6oraro
YKpaIeHsl SMUTEeTaMU:

Ioiiny 51 Bo 3enéHble cafa,

VIIOBJTFO 51 MOJIOZIOTO COTIOBBSL. .. («[101idy 51, MONOOAY)
Cazpl MOH 3€JIEHBIE,

3enéHple BHHOTPAIBSI.

BuHorpaass — HeHATIIAIBS,

KyuepsiBas psiouna... («4 cadvt mou, caoouxuy)

[maBHBIE repon BeIMUYaIbHBIX MECEH — MapeHb
W JIeByIIKa — HAJEJEHBI SIPKUMU o0pazamu (ToIry-
01 u romyOymkn), ux Oyaymiasi >KU3Hb MPEACTaéT
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B pamy)XHBIX TOHAX, WCATU3UPOBAHHAS U TIPUY-
KpamieHHas. [IpuMepoM MOXET CIyXUTh TECHS
«Bo ropeHke BO HOBOI», Il «BCE HOBO, TOUYEHO,
IT030JIOYCHO, W3 CTOJIBHOTO Tpaaa TOCTaBICHO».
B HapomHOM MMOHMMAaHUK «TONYyObY» — YKMCTasi, CBS-
Tas, 00Xkbsl mrura. [IpencraBmenue o romyde Kak
CBATOM MTHIIE BOCXOAUT K XPUCTUAHCKOHN TPaulIUu:
B Bue romyost Cesaroit Jlyx comén ¢ Hebec BO Bpemst
kpemenns Uucyca. Bopkyromme romy0s ¢ roimyOKoit
— cuMBOJ BIrOONEHHBIX. [1IMpoko pacnpocTpaHeHb!
OHM ¥ B KaU4eCTBE MOATHUYCCKUX 00Pa30B KCHHUXA H
HEBECTHI B CBaICOHBIX MecHAX. JlocTomHCTBO U 60-
raTCTBO IVIABHBIX TEPOCB OMHUCHIBACTCS Uepe3 OKpPY-
JKAIOMIYI0 WX OOCTaHOBKY, KOTOpas Tomaércs Tak
Ha3bIBAEMbIM MPHUEMOM CTYIICHYATOIO CYXKEHHUS 00-
paza: KHOBasi TOPEHKa», «CTOIUK JTyOOBOID», HOXXKKH
I030JI0YCHANY, «CKAaTePTh Oea, B IIeCThACCAT CTaH-
KOB TKaHa», «i3 MOCKBBI IIPHBE3CHAY.

PomcTBO BemMYaNbHBIX KaparomHBIX M CBajeo-
HBIX TECEH MOATBEP)KIACTCS W HAIMYMEM OOIIMX
KJIMITAPOBAHHBIX MecT. Hampumep, 31mm307] BBIIIHI-
BaHMS CBaJCOHOTO PYITHUKA OMHUCHIBACTCS OIUHA-
KOBBIM HaOOpPOM CJIOBECHBIX ()OPMYJI, HE3AaBUCHMO
OT TOW WJIM MHOM KaHPOBOM NPHHAJJICKHOCTH Ha-
TeBa:

III&€nmxoM IITUTH, BBEIIIINBATH,
ITo xparomkam — paayLKam,
ITo cepénouxe — 6nEcTavKwy. ..
(«Ox, mwi, [{ontowxa» — xapacoouast)

ITockonbKy y4aCTHHKM MECTHBIX KaparojioB —
3TO CENbCKUE JIEBYIIKH U IOHOIU, TO BIIOJHE €CTe-
CTBEHHO, YTO B KaparoJIHbIX M IUISICOBBIX TECHSX
HEpEJIKO 3aTparuBaeTcsi TeMa KPECThSIHCKOTO TpyAa,
KOTOpas, Kak MpaBUJIO, BCEIrJa MEPEXOAUT B TEMY
mobBu. Hampumep, B mecHe «llocero st méu» pe-
3yJIbTATOM CESHUS JibHA AEBYIIKOM SIBJISIETCS MOTHUB
BBIOOpA IPYra-MOMOIIHUKA. JTO TOITHYECKOE pe-
IIIEHUE TEMBI CBaTOBCTBA M Opaka. Hamo oTMeTuTs,
YTO CHELHUAIBHO TEME TPYAA MOCBAIIECHO MaJo Iie-
CEH:

Cxkaxu, ckaxH, JlyHromka,
[a He noTaif, Tony0Oymika,
Kak 6enait n€H cesit.
Kak 6enait n€H TOMSIT.
Kak 6enaii 1€H Mouar.
Kax mbI ero OymeM TKaTH.
(«Ckadrcu, J[ynrowxay — naisacosast)

Tak xak B Kaparojax NPUHAMAJIW Y4YacTHE HE
TOJIBKO JACBYLIKH, HO ¥ MOJIOJBIE KCHILIUHBI, TEMA
CEMEHHBIX OTHOIIEHUH IIMPOKO 3ae4aTiICcHa B I1eC-
HAX JAHHOIO aHpa. 37IeChb MOJIOAKA IIPENCTaéT
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CMEJION, HUKOTO HE OOSIIEHCs KEHITIMHON, KOTOpast
CaMOBOJIBHO YXOIUT Ha TYJITHBE B «MOJIOZIOV» Ka-
paron. besycnoBHO, 3T0 HE peaqbHOE OTpa)KCHHE
MpaBWJI CEMEMHON KU3HU, a XOPOBOJIHOE 030PCTBO
MOJIOZION KpecThsTHKH: «CBEKOp C meuku yomics, 3a
TIEHB-KOJIOY 3aBAJTUIIC».

OnHMM U3 LEHTPAIbHBIX 00pa30B KaparoJHbIX
TEeCEH SIBIIETCS YAWIla B CAaMOM IIMPOKOM 3HaYe-
HUU 3TOTO CJIOBA, T7ie COOCTBEHHO M Pa3bITphIBA-
JIOCh TIECEHHO-XOpeorpaduueckoe AEUCTBO (TYIIb-
ouie, ryyinoa):

A rynsana Ha ryne0e,
Cepreunaii qpyr Ha yMe.
(«Ox, moi, 2ynvbyua, 2ymvoay»)
JlaiiTe 110 yapouke ropenku,
Yro0 51 bsiHA HaMMIACs
W no ynune npouwnacs.
B Hac Ha ynuue, Ha pbIHKe
Tam ¥ CKpUIKH, ¥ BOJIBIHKH.
Tam u npexHUEe CyaapKH. . .
(«Tpaxuynuce wawku, mapenku)

Ilo cBOoeMy 3MOIMOHANBHOMY HACTpPOIO K Ka-
parogHBIM TECHSIM ONMW3KH IUISICOBBIE, MMEIOIINE
LIYyTOYHBIA Xapakrep. TakoBa IecHs «Ymapuics
KOMapHilika co JIyOuIlKa», repoil KOTOPOU, yIaB
¢ my0a, «pacTpyChi CBOHU KOCTHY, «pa30ni OyHHYIO
TOJIOBKY». BBHIy TOTrO, 9TO BO BCEX KaparomHBIX
M IUISICOBBIX TECHSIX HCCIEeyeMOl TeppUTOpUn
HEOTHEMJIEMBIM KOMITOHEHTOM CTPYKTYpBI SIBIISI-
nmack xopeorpadus, a CIIJOBATENILHO, U JIEKCHKA
B PA3JIMYHBIX €€ MPOSABICHUAX, TO U MOITHKA ITHX
MECeH OTIMYAeTCs pazHooOpa3ueM JeicTBU, OT-
paKaoMuUX OBIKEHUE: «A MO YIHUIIE MPOILLIACT,
«sl TyJsiia Ha TyJb0e», «IIoHay MOJIoza BO 3eIEHbIC
caja», «He XOIW MHMO 3e€JIEHOTO cafa», «s mo Oe-
PEKKY TOXa)XKHBala, MO 3€JIEHOMY MOTYIHBAJIa»
1 T. 1. B menom temarnka u 006pasbl KaparoaHbIX
neceH cena [logonbxu BrogHe BOUCHIBAIOTCS B CH-
CTEMy OOIIEPYyCCKUX XOPOBOMHBIX 00pa3oB. Hawm-
Oolblliee OTJIIMYHME COACPKUTCS B MY3bIKAJIHLHOM
HaIOJTHEHNH OMUCAaHHBIX TeKCToB [1, c. 111].

Komrnexc My3bIKaabHBIX XapaKTEePUCTHK OIpe-
JIeNAeTCSl TOHATHEM «IIECEHHBI THID», HCIIONb-
3yeMBIM MHOTHMH HCCIIef0oBaTeIsiMu (pombkiiopa:
«...B CHIIy CBOE€H 0OYyCIIOBJICHHOCTH TOHATHE ‘‘Tie-
CEHHBIN THUI PacHpOCTPAHSAETCS U HA YPOBEHb Xa-
PaKTEPUCTUKH BHYTPUTESKCTOBBIX SBJICHHUHN, Ha OT-
JIeNIbHBIE DIIEMEHTBI CTPYKTYPBI, CIeU(pUICCKHIE
CpeICTBa M CHOCOOBI BBIPAKEHHUS, CBOMCTBEH-
HbIe IMEHHO TECEHHBIM (popMaMm: THI MMECEHHOU
cTtpodsl (cTuxa-Ppassl), IECEHHOrO pacieBa 0co-
ObIM 00pa3oM OpPraHMW30BaHHON HMHTOHAIIMOHHOMN
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HAIPaBIEHHOCTH, JIAI0OBOM OpraHU3aIl{, MEIOAN-
YECKOTO CTPOs, MY3BIKAJIbHO-CTUXOBON PHUTMHKH
W aKIIEHTHOCTH U Jap.» [5, ¢. 35].

[IpencraBneHHbIe K aHATN3y 00pa3Ibl MECTHO-
r0 MY3BIKaJbHOTO (OJBKIOpPA WUMEIOT PAI Mapai-
JeJe MEXIy KaHpPaMH KaparoaHbIX W CBaIeOHBIX
MECEH, YTO TMPOSBIACTCS HA PA3IMYHBIX YPOBHSIX.
Bo-miepBeIX, U cBajeOHbIC, U KaparomHbIE TECHU
HUMEIOT OOIIYI0 KOMITO3UI[MOHHYIO CTPYKTYPY, B OC-
HOBE KOTOPOH 3aJI0’)KEHA CHMMETPHS PUTMUYIECKOTO
pUCyHKa, a TakXke YETHOE KOJIMYECTBO PHUTMHYC-
CKUX TIEpHOJIOB, THIA: ab/rr, ab/rb U T. 1. (IpUMepEI
Ne 1, Ne 2)*,

Bo-BTOphIX, cBajicOHEIC MTECHH, KaK U Kaparoj-
HbIE, UCTIOTHSIOTCS O] TUISICKY B OBICTPOM TEMIIE.
B Hux 4éTko BbIpak€Ha HEIPEpPBIBHAs PUTMHYE-
CKasl MyJIbCaIusl.

B-Tpetsux, o0a paccMarpwBaeMBIX >KaHpa
UCIIOIB3YIOT OOINMe MPHUIIEBHBIE CIIOBA: «JIENH,
NEMOLIKNY, «JIeH, Jei» u T. 0. Mcxond u3 nepeduc-
JICHHBIX BBIIIE TPU3HAKOB, [1EIeCO00pa3HO paccMa-
TPUBATh PUTMUYECKOE CTPOCHHME CBAZCOHBIX M Ka-
paroHbBIX TECEH BMECTE.

Habop cTtuxoBbIX GopMyNn B aHAIU3UPYEMBIX
HameBax pa3HooOpa3eH: MPAKTHICCKH KaXKIBIH 00-
pasen; oTIMYaeTcs CBOEH CTUXOBOM CTPYKTYpPOH.
Tem He MeHee B HUX YETKO MPOCIIEKUBAETCA TEH-
JIEHITAST COYCTAHMSI HATICBOB C OIHONJIEMCHTHBIM
ctuxoMm THma: 4+4 («Kak Ha mose, Ha TOJSHE);
6+6 («Ha 30promke panoy); 7+7 («Bo ropenke, BO
HOBOW»). 3HAUNTENBbHYIO TPYIITY MECEH COCTaBIISA-
10T HamleBbl C TOHUYECKUM CTUXOM: «Y Bantomn
Becénas rosnosay, «lloiiay 4, Mononay», «Ynapuics
KOMapuIlka co Aayoumikay, «TpaxHymuch dYaimikw,
Tapenkny. Bce mpuMephl OTHOCSTCS K TPEXyIapHO-
MY CTHXY, TPAMBIKAIOIIEMY K THITY «KaMapHHCKO.
IlosBieHWe TOAOOHOTO THITA CTHUXOCIOXKCHHS
B IUIACOBEIX TECHSAX BenropoaunHbI HE MPEACTaB-
JISIeTCS HaM HMCKITIOUNTEIBHBIM siBIeHHEM. CKopee
HA000POT — €ro HAJIMYHUE TAPMOHUYHO BITUCHIBACT
MECTHYIO TPAJUIHIO B OOIIEPYCCKYI0 XOPOBOIHYIO
KYIBTYDY.

ITo KOMIIO3UITMIOHHOMY CTPOEHHIO TIOITUIECCKHE
TEKCTHI KaparoJHbIX MeceH cena [1omonbxu nMeroT
TOJNBKO cTpoduyeckyro Qopmy, KoTopas MOXKET
cozepxarb pedpeH, a MOXKeT OBITh OpraHM30BaHA
u 6e3 Hero. g KaparomgHbIX TECEH XapaKTePHBI
Y HaIeBbI CO cTPOopUUECcKOi (HOPMOI MOITHUECKOTO
TEKCTa ¢ BHYTPUCTPO(DHBIM U IEMHBIM TTOBTOPOM

* HoTHble mpuMepsI cM. Ha ¢. 86—88.
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nenoro ctuxa. Ilpumeps! BHyTpUCTPOHBIX TTOBTO-
poB: KE = aa/AA (aa/ab/ab).

Ja Tb1, JloHOMIKA,
Jla o1, JloHFOMIIKA.
Te1 [lontomka — mro0ymika,
Te1 JloHtomka — Jr00y1ka.

I[JI}I pI/ITMI/I‘IeCKOFO CTpOCHI/IH Kaparozmmx
IeCCH XapaKTepHa BpeMEHHas TMEPUONUIHOCTH
CTPYKTYPHBIX €IWHHII MY3BIKAIBHOW (OpMBI —
11€3ypPUPOBAHHBIX MOCTPOCHUN WIJIM MY3bIKaJIbHBIX
cermeHToB. OTHUM K3 MapKepoB KaHpa B E3ypH-
pOBaHHBIX KapaFO]lHBIX HalrieBax ABJISICTCS HAJINYUC
pedpeHoB: «oit, iu, o, Ju, JIsLTH, ETM» U T. 1. Ped-
peHLI MOFYT GBITB HWJIN MaJIBIMHU U COOTBE€TCTBOBATH
CJIOrOBOM TPYIIIIE CTHUXA, WK OOJIBIIMMU U COOT-
BE€TCTBOBAThHb I_Ie.HOMy CTI/IX}/:

B Hac Ha none, Ha nonsHe, A€MM, Namy...

(manviii peghper)
Bo ropenke Bo HOBOH, BO CBETJIMIIE CBETIIOBOM,
Ox, nénu, oi, n€nu, 3X, AEIU, NEIH, JTENH...
(bonvwoil pegppen)

OnHOH M3 SIPKUX CTUIIMCTUYECKUX OCOOEHHO-
CTe¥ KaparoJHBIX TECEH SIBIIIETCS COIOCTAaBICHUE
PUTMUYECKHUX IEPUOAOB € Pa3IMYHON PUTMHUYECKOI
myJbcanueid. XopoBogHbIE POPMBI CO CMEHOHN CUET-
HOM €JIMHMIIBI YaCTO COOTHOCSTCS C ONPENeIEHHON
(dhopmoii o3THUECKO# cTpodbI: MepBhIl e€ pa3uen
oOpasyeTcst myTEM ITOBTOpa MEPBO CIIOTOBOM TPYTI-
b cTHXa (KaK MpaBUiIO0, YETHIPEXCIOKHOI), a BTO-
POii — CTPOUTCSI Ha MIOBTOPE BCero ctuxa (aa/ab/ab).
bnaromaps W3MEHEHHIO €IUHUIBI PUTMHYECKON
MYJTBCAIMH BTOPOU MEPUOJ] MEITOCTPOQHI 10 CBOUM
BPEMEHHBIM MacIiTabaM paBeH IEepBOMY, HECMO-
Tpsl Ha IBOWHOE YBEIWYEHHE CIOTOBOIO 00BEMaA
(«Ox, 181, JloHIOMKa», «YCE TOCTH TIO JTABOIKAM ).

Jlupudeckue TECHH HCCIeAyeMOH Tpaauiuu
OTHOCSITCSI K TaK Ha3bIBa€MbIM HAaIleBaM C IMO3/IHE-
TPAAUIIMOHHON MY3BIKabHON CTHIUCTHKOW. OHHU
MMEIOT TEPBUYHBIN THI KOMIIO3UILIMU M COYETAIOT-
Cs C CHJUTAOMYECKUM U CTOIMHBIM CHJIIIa0O0-TOHH-
yeckuM cTtuxoM. Hambonee pacmpocTpaHEHHBIMU
OKa3aJIMCh HANEBBl, COYETAIONIIUECS CO CTOIHBIM
CIITa00-TOHUYECKHUM CTUXOM C yIapEHHEM B CTOIIE
Ha TpeTheM ciiore (hopmyna ctuxa: 8+7). Ha ypos-
HE KOMITO3UIIOHHOTO CTPOEHUS JIUPHUYECKHE Tec-
HU UMEIOT cBoto cnennduky. Kak mpaBuio, crpo-
(a cocTOMT W3 UYETHIPEX PUTMHUYECKHUX E€IWHUII,
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COOTBETCTBYIOIINX KAKIOMY CTHXY B YETBEPOCTH-
mmu: ab/cd. Kpome Toro, B TMpHUYecKnX TECHSX OT-
CYTCTBYIOT MPUIIEBHBIE CIIOBA, CTOJb XapaKTEPHbBIE
IUIs1 00psAIOBOTO (PONILKIIOPA U KAParoJHBIX MECEH.

B pesynbrare aHann3a puTMHYECKOTO CTPOCHUS
MIECEHHOTO (DONIBKIIOpa UCCIEAYEMON TEPPUTOPUN
OBUTH CENaHBI CIEAYIONINE BHIBOBI:

— B TEKCTaxX KaparoiHbIX MMECEeH B OONbIINH-
CTBE CIlydaeB NPeoOaacT CHIUIA0MYIECKOE CTH-
XOCJIO)KEHUE, IMEIOT MECTO HAIeBBl C TOHUYECKUM
CTHUXOM THIIA «KaMapUHCKON»;

— TI0 KOMIIO3WUIIMOHHOMY CTPOEHHIO TTO3THYE-
CKHE TEKCThl KaparoJHBIX IECEH MMEIOT TOJBKO
ctpoduyeckyro dpopmy (¢ pepperom u 6e3 ped-
pena);

— B IEJIOM JUIsI KaparogHbIX (OpM XapaKTepHO
CUMMETPUYHOE CTPOEHHE: PUTMHUYECKHE TIEPUOIPI,
KaK IIPaBUJIO, COCTOST U3 IBYX MJIH YETHIPEX pedpe-
HOB.

Hamu BpIsiBieHa cTabuiabHash 3aBHCHMOCTH
cumMMeTpuu Gopmel OT Tuna pedpena. Tak, HarmeBbI
C «anuiaEmHBIM» pePEHOM IPEAONararoT He Me-
HSIOIYIOCSI MOTOPHUKY, HECYT B ce0e CMMMETpHY-
HOCTH (POpPMBI, B OTJIIMYHE OT HAINIEBOB C IPHIICB-
HBIMH CJIOBaMH, KOTOPBIE COZIEpP)KaT B cebe pasHoe
My3bIKaJIbHOE BpeMsl. 3BYKOBBICOTHYIO OpIaHH3a-
LUIO TOJOJEIICHCKUX TMECEH CIIEAYeT paccMaTrpH-
BaTh KaKk OOBEIMHEHHE PA3TMYHBIX MY3bIKAIbHBIX
KOMITOHEHTOB, B KOTOPOE BXOJST JIaJOBOE CTPOE-
HUE, MEeJIOANYECKast KOMIIO3HUIINS U TUITBI MHOTOTO-
JIOCHOHM (paKTypBHI.

Ha ypoBHE Men0AMKO-HHTOHAITMOHHOTO aHAJIH-
3a cBa/iIeOHBIC M KaparoAHble IECHU MPOSBIISIIOT PSIT
OOIINX MPU3HAKOB, CPEIU KOTOPHIX:

1) mcmonp3oBaHWE B HaeBax CPaBHUTEIHHO
HeOoIbIIoro pabovero quana3zoHa, Kak MpaBmio, He
MIPEBBIIIAIONIET0 HHTEPBAia KBUHTHI U Jake KBap-
ToI (IpuMep Ne 3).

OTnenpHBIE NTECHU pean3yloTCsS B CEKCTOBOM
Jana3oHe, HO pabodell Mo-TpexHeMY OCTa&Tcs
KBapTOBO-KBHHTOBAasi OCHOBA, a CEKCTOBBIN amOu-
TYC OOBSICHACTCS TEPIOBOM HAJICTPOUKOW BEPXHETO
royioca K OCHOBHOMY;

2) peamuzanmsi MEJIOAMYECKON KOMITO3HUITHH
OCHOBaHa Ha BapbHPOBAHHOM ITOBTOPEHWH OIHOMN
JIAAOMHTOHAIIMOHHON Mozenu (mpumep Ne 4);

3) BOIUIONICHHWE HAIEBOB B eAMHOW (akType
OOBsICHSICTCSI BADUAHTHON reTepoOHUEH.

B wmccnemyemoil Tpaguuny 3ByKOPSII JHpUYE-
CKHMX TECEH MPEJCTaBIICH MOJTHON CEMUCTYIIEHHOU
LIKAJIOH, 4TO SABISETCS MPU3HAKOM ITO3THETO CTHIISA
TPaAULIMOHHON ITeCEHHOU KynbTypbl. Ilouck BeIpa-
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3UTEIBHOCTH MEJIOAMKH U 0COOEHHOCTH (aKTypsl
aHAJIM3UPYEMBIX TIECEH CO3/al0T 3BYKOPAIBI, HE
TOJIBKO COCTOSIINE U3 CEMH OCHOBHBIX CTYIEHEH,
HO W jmocturaromue npeaenoB 10—11-cTynmeHHbBIX.
Takne mMPOKOOOBEMHBIE 3BYKOPSIBI CO3MAFOTCS
Onarofapsi OKTaBHOMY yaBoeHuto 1, 3, 7 cryneHei
(mpumep Ne 5).

Menogudeckoe CTPOSHHE TaHHOTO KaHpa OTIIH-
gaeTcsl OONBIIUM pa3sHOOOpasueM, TIaBHBIM CpPEI-
CTBOM MY3BIKAJIbHOH BBIPA3UTEIHHOCTH SBIISETCS
Menonusi. Hamu BBISIBIICHBI JIBa YCTONYUBBIX ITPHH-
[[UIIa OPTaHHU3AIMU B HAIEBaX, KOTOPBIC SBISIOTCS
MPOU3BOAHBIMHU OT HAYaIbHOW HHTOHAIIMU U UMEIOT
CIeMyIoNie Ipu3HaKy: 1) HUCXOAIIEe ABIKCHHE
(damie Bcero MOCTYIIEHHOE) B JHMANAa30HE CEKCTHI
JUIsl BEPXHUX TOJOCOB M KBapThl — JIJIsl HUKHUX;
2) BOCXOJISIIIIAN X0 B 00BEME KBapTHI C TIOCIICTYTO-
IIMM HUCXOZSIINM 3aII0JTHEHUEM HJIH BOCXOJSIIEe
MTOCTYTICHHOE 3aIT0JIHeHNE KBApTHI (Tipumep Ne 6).

3aKTIOYNTENbHBIE  KaJCHIIMOHHBIE — pa3aeisl
pPa3BHUBAIOTCS HAa OCHOBE HECKOIBKUX MeEJIOANYe-
ckux 06oporoB. Hambonee xapakTepHOU sBISETCS
moreBka B 00béMe kBapThl (mpumep Ne 7). [pyras
MeJIoAnYecKass MOJENb KaJIeHIIMOHHOTO pasfena —
OTIEBaHKE OTIOPHOTO TOHA IPH €TO MOBTOPEHUH.

JlamoBoe cTpoeHNEe MECTHBIX JHUPUUIECKUX Iie-
CEH HAXOJMTCSI BO B3aUMOCBSI3H C THIIOM (DaKTyphbI,
BBIPOKEHHON B (DYyHKIIMOHAJIBHOM JBYXTOJIOCHH.
OTOT TUN MHOTOTOJIOCHS XapaKTepeH Ajs IeBue-
CKUX CTWIEH mo3mHero ¢opmupoBanus. OOBIYHO
MIPH TakOM THIIE OCHOBHAs TOJIOCOBas MapThs HC-
MOJTHAETCS] HIPKHUMH TOJI0CaMH, a BEPXHHUNA TOJIOC
BBITIONTHSICT (PYHKIHMIO MoArojocka (mpumep Ne 5
«JIeten opén»). OcoOOEHHOCTHIO HCCIISIYEeMOit Tpa-
JIMIINY SBJSIETCS PABHO3HAYHOCTH TOJIOCOBBIX Map-
Tui. B 0bmieit cTpykType 1aga caMoCTOSITETbHOCTh
TOJIOCOB COXPaHseTCs KaK B HIXKHEM, Tak U B BEPX-
HEM ToJIoce, B PE3yJIbTaTe 4ero peajnu3yroTcs Bce
OCHOBHBIE JIa/IOBO-WHTOHAIIIOHHBIE MOJIEITH.

XapaxTepusys MeceHHyo Tpaauuuio cena [lo-
nonsxu  IIpoxopoBckoro paiioHa, HEOOXOIUMO,
Mpeke BCEro, BBLAECTUTHh Hambosiee o0mue u xa-
pakKTepHbIe €€ 4epThl U CBOWCTBA. B wacTHOCTH, 3TO
OBITOBaHHE TIECCH KaJICHJapHO-3EMIIE/IEIBYECKOTO
Kpyra, CEMEHHO-OBITOBBIX (CBa€OHBIX ), IITSICOBBIX,
KaparofHbIX, JHUPUYECKUX, YaCTyIIeK. Xapakrep-
HOM OCOOCHHOCTBIO TIECEHHOIo (hOJBKIOpa celia
[lomonpxu sBISIETCSA TO, YTO 3AECH MOTHOCTHIO OT-
CYTCTBYIOT MPOTSXKHBIE JIMPUIECCKHE TTECHU. MecT-
Hasg JUpHKAa MPEACTABICHA IIO3JHEH TOPOICKOMI
MeCHeW WM JTMPUYECKUMH TECHSIMH YKPAHHCKOTO
MPOUCXOXKJEHH. TpagulOHHBIE HANEBHl ceja
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PUTMHYECKH YETKH, TIOABMKHBI, UX MEJIOAMYECKUN
PUCYHOK IPOCT U CKYII.

Ecnu roBopuTh O CTUJIEBBIX OCHOBAaxX IECEH-
HOW KYIBTYpBI, TO CIIEAyeT OTMETHTh OOJbIIOE
YHCJIO CE30HHBIX IIECEH C Y3KHUM JUana3oHOM Me-
JIOMHA, IpoCTeHlIeli MOTOPHOM PUTMUKOH, JIaKO-
HUYHBIMA KOMITO3WIIMOHHBIMH CTPYKTypaMH, Te-
tepodonHol (pakrypoii. Bcé 310 B ouepenHoii pa3
MIOATBEPKIAET TUIIOTE3Y O €€ OPEBHHUX KOPHSIX.
Ecam romoca ABMXKyTCS CBOOOJHO IO TOPH30H-
TaJIM, TO 3TO MOPOXKIAET MHOKECTBO JTHCCOHUPY-
IOIUX BEPTHUKAJIBHBIX CO3BYYMH, YTO M IPUAAET
MeCHAM 0C00YI0 TEPIKOCTH 3By4aHUsA. DTOMY CIIO-
coOCTBYeT TakXe KpemKas, HaupspkEHHas MaHepa
MEHUsl CeNbCKUX ucnoiaHuTene. OHa TPOSABIA-
€Tcsl B TPOMKOM, IONUYEPKHYTO 3MOLMOHAIBHOM
BOCIIPOU3BEICHUN KaJI€HAAPHBIX, XOPOBOIHBIX
U IUICOBBIX TECEH, TPAJUIIMOHHO HCIIOTHIEMBIX
Ha yinuue. Takas MaHepa IEHUS HAIIOMUHAET BbI-

COTHO-OIIpeAienéHHoe cKanauposaHue. I[loaromy
LIUPOKO OBITYIOIIEE CPEAN HAPOAHBIX MEBIIOB BBI-
paxXeHHe «KPUYaThy» WIH «CKPUYATh» MECHIO BOC-
MIPUHUMAETCS MPaKTUYecKu OykBaibHO [4, c. 79].
HanHas crenuduyeckas 0COOEHHOCTh MECTHOTO
WCIIOJIHUTEIHCTBA MIOAMEYEHA HAMH B XO/I€ 3aIlUCH
MECTHOTO ayTEeHTHYHOTO aHcaMOia. MaHepy meTh
«B TOJNOC» (TPOMKO, HaJCaJHO) ITECHH, CBSI3aHHbIE
¢ IaBmwxeHHeM U Iusickoid B Kypckom Ilomcenbe,
omucaina A. B. Pynnesa’.

enpHOCTh M apXau4HOCTh HAPOAHOM ECEHHO-
CTH MPOSIBUIIACH B IipeobiaiatonieM GpyHKIINOHUPO-
BaHWH KaparoAHbIX IECEH, B TOM YHCIIE ITUPHHOK»
(XOpOBOIOB € pPYIIHMKAMH), TAHKOB, CBaJICOHBIX,
KaJIeHIapHBIX IeceH. B 1emoM, meBdeckas Tpaau-
uus cena Ilomonbxu ITpoxopoBckoro paiiona ben-
TOPOJICKOM O0JIacTH SIBIISIET COOOM SIpKUid 0Opazer]
peruoHanpHoro ctuwis  benropojacko-Kypckoro
IToncenss.
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The article examines the history of the existence of the folk musical chordophone the shikapshina (a group of
string necked lutes), its functional role and meaning in the traditional culture of the Adyghes, its revival and the stages
of its modernization in the changing sociocultural conditions of the 19th and 20th centuries. In the past the sphere of
functioning of the shikapshina in the life and fate of the people was multifaceted. It fulfilled a peculiar function of
a communicative channel of inter-generation transmission of the ethnic culture of the people, and the active bearer of
folklore traditions, the sage, the poet, the song creator and performer (dzheguaklue) enjoying indisputable authority
and genuine love in society, who held the shikapshina in his hand, identified the inherently valued folk culture and its
social status. The shikapshina was used both as a solo and an ensemble instrument in the genres of instrumental and
dance music, and was also capable of accompanying ritual, epical (Nart), historical-heroic songs; for the most part the
shikapshina was concordant with lamentation songs and purifying songs.
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LLInkanunHa KaKk HallMOHaAbHbIM CUMBOA
KYAbTYPbl aAbIrOB (YepKecoB)

B crarbe paccMarpuBaeTcs UCTOpUSI OBITOBaHHMS HApOAHOTO MY3BIKAIBHOTO XOPAO(OHA wiukanuiuksl (TPyIIa
CMBIYKOBBIX IICHKOBBIX JIOTHeH). [lokasaHbl (QyHKIMOHAJIBbHAS POJb M 3HAa4eHHE MHCTPYMEHTa B TPaIMIMOHHOM
KyJIBTYpe aJbIrOB, MPOLECC BO3POXKICHUS W STallbl MOJACPHU3ALMH B MEHSIOIIUXCS COLMOKYJIBTYPHBIX YCIOBHAX
XIX-XX BekoB. Cdepa yvacTus IMUKANIIAHBI B XU3HH M Ccyap0e Hapoia B MHPONUIOM OblTa MHOTOTPAHHOM.
WHCTpyMeHT sBISUICS CBOCOOPa3sHBIM KOMMYHHKATHBHBIM KaHAJIOM MEKIIOKOJIEHHOW TPAaHCMHUCCHH ITHHYECKOMH
KYIBTYypBL. AKTUBHBIH HOCUTEIH (DONBKIOPHBIX TPAAUIIA, MyApELl, TO3T, IECHOTBOPEI] U HCIIOMHUTEIND (0orcazyaklys)
Ha MIMKalIMHE TOJb30BaJCAd B COLMYME HENpEepeKaeMbIM aBTOPUTETOM M HMCKPEHHEH JII000BBIO, OTOXIECCTBILSI
CaMOLICHHYIO HApOAHYIO KyJAbTypy M e€ oOmecTBeHHBIH craryc. lllukammmHa HpUMeHsUIach Kak COJBHO, TaK
U B aHCcaMOJIe B )KaHpaX MHCTPYMEHTAIbHON M TaHIIEBAJIbHON MY3bIKH, MOIJIAa CONIPOBOXKIATE OOPSIIOBBIE, SITHYESCKUE
(HapTckue), HUCTOPUKO-TEPOWYECKHE IIeCHH. B OonblIell CTeNeHH IMKANIIMHA CO3ByYHa IECHSIM-CETOBAHMAM
U OYHCTHUTEIbHBIM IIECHSM.

KuroueBpie cioBa: STHHYECKAs KyJIbTypa, aAblTH (Y€PKECHI), My3bIKaJIbHbIE HHCTPYMEHTHI aJIbITOB, IIUKAIIIIMHA
KaK THII CMBIYKOBBIX IIEHKOBBIX JIIOTHEH.

Jns yumuposanus: AmxotoB b. I IllukammyHa Kak HaIlMOHAJIBHBIH CHMBOJ KYJIBTYPHI aJbIrOB (YepKecoB) //
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n the picturesque expanses of the Caucasus,
ranging from the Black Sea coasts to the

Caucasus mountains

The centuries-long history of the Adyghes
testifies of the axiological achievements of the
people of civilizational

and the basins of the Kuban
and Malka Rivers, from the
earliest times there have
lived a large number of
peoples who have spoken
different dialects of the
same language, and have
called themselves the
Adyghes. Next to them
live the Abkhazians, who
similarly to the Adyghes are
the indigenous peoples of
the Caucasus. According to
linguists, the Adyghes and
the Abkhazians comprise
a single group in terms
of their languages — the
Adyghe-Abkhazian group within the overall family
of the Caucasian languages. From the times of
Ancient Greece, the forefathers of the Adyghes were
named in various ways: Maeotae, Sinds, Kerkets,
Zikhs and Kasogs. Starting with Herodotus and
Strabo, history has preserved information about
the places of their abodes and about certain traits
of their characters: “When you swim across the
Bosphorus, you will find Sinds there...” [7, p. 16],
“Kerkets who commit any kind of crime are removed
from sacred service” [9, p. 56]. From the times of
the late Middle Ages the Adyghes had already been
called Circassians, especially in the West, up to the
present time. Franciscan monk Wilhelm de Rubrouck
testified in 1253: “To the south from us there were
the greatest mountains, on the sides of

Photo 1. The Aushiger Village
(Kabardino-Balkaria),
near which is located the grave-mound
of the legendary hero of the folk song
“Andemirkhan”

significance. These were
the Maikop and Koban
archeological  cultures,
the grave mounds of
which have preserved the
artifacts from the 3rd to
the 1st millennia BC: the
megalithic ~ monuments
(the dolmens); the heroic
epos “Narty”; the code
of unwritten laws and
rules (the common laws —
adygé habzé); the social
institutions  (hospitality,
patronage, atay,
horsemanship, etc.). In
the conditions of the lack
of their own statehood, the latter provided self-
regulation and self-development of the people,
the territorial integrity and preservation of their
culture. The high specimens of civilizational
achievements may also include the Kabardinian
horse — one of the most ancient breeds (as the
result of selection the Anglo-Kabardinian horse
received worldwide fame in the 1960s); the
special structure of the solo-and-group singing;
the cherkesska as an original form of male outer
garments, etc.

The present article is devoted to one of the relicts
of the Adyghe traditional culture, the shikapshina,
presenting a semantic dominant of musical thinking
marked by the timbre-intonation model and an

example of ethnic audition (Izaliy

which, to the direction of the desert,
Circassians and Alans live... who
confess the Christian belief and up till
now struggle against the Tatars...” [6,
p.36]. Towards the end of the Caucasian
war in the 1860s 12 Adyghe tribes
had remained in the Caucasus (the
Kabardinians, Bzhedugs, Temirgoevs,
Shapsugs, Abzakhs, Beslanians, etc.).
At the present time the Adyghes live
dispersed in three administrative
territories of the Northern Caucasus:
the Kabardino-Balkar Republic (the
Kabardinians), the Karachaevo-
Circassian Republic (the Circassians) and the
Republic of Adygeia (the Adygeians).

Photo 2. The hero
of the epos “Narty” Ashamez

Zemtsovsky), which has become the
national symbol of the people.

The range of musical
instruments of the Adyghes was
presented by a diversity of musical
instruments, including winds, strings
and percussion instruments. The
origins of some of them are endowed
with mythological content. Thus,
the heroic epos “Narty” (the 2nd
millennium BC) recounts of the birth
of the kamyl, presenting a brand of
vertical flutes. The protagonist of
the epos, the patron of cattle and
forests Ashamez was resting one day, and he woke
up from captivating sounds. He saw a broken tree,
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on which the core of one of the branches was eaten
by worms. From the resultant apertures sounds were
emitted, which drew Ashamez’s attention to a great
degree. Having pruned the branch, he adjusted it to
the form of a musical instrument, one end of which
was painted in white, and the other — in black. When
he blew into the white end, all the surrounding
things were transfigured, reflecting in the fertility
of the land and the increase of offspring of cattle,
and when he blew into the other end — it resulted in
natural disasters and hunger.

Photo 3. A collection of ancient shikapshinas.
National Museum of Regional History (Nalchik)

The names of the musical instruments of the
Adyghes in most cases contain the root pshina
(pshiné), interpreted by folk terminology as
a musical instrument, whereas the specifying word
of the variety of instruments indicates either on an
important detail of its construction, or on the means
of its sound-production, or on its characteristic
outer contours. Some of the instruments have
indications which disclose the characteristic sound,
a means of sound-production or the materials
they are manufactured from. For example, the
lepepshiné (the — pshiné for fingers is a plucked
string instrument), the pshinedyk uak 'ué (a type of
angle harp), the pshinek’eb (the k’eb is a pumpkin,
a pshiné of a roundish form), the pkh’etslych
(resoundingly hit wooden plates), the k’amyl
(kamyl), the bzh’amiy (manufactured from horns of
large horned cattle, the bzh ¢, i.e. horn), etc.

The gender-based allocation of instrumental
performance was determined by the mental
particularities of the Adyghe patriarchal society.
In this connection in traditional everyday life, as
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in the song legacy, the practice of playing musical
instruments and the right of its social manifestation
was for the most part the prerogative of men.
Performance on musical instruments by women was
limited to the frameworks of the family circle.

Musical instruments were widely used in
many spheres of the Adyghe traditional culture,
carrying out soloist and ensemble functions.
A mixed ensemble of instruments could be varied
and bore the spontaneous character of its contingent.
This depended on concrete situations, the time and
place of the artistic self-expression, and also on the
presence in the singers’ ensemble of an experienced
instrumentalist skilled at playing any particular
instrument and the preservation of any separately
taken local tradition. The solo and ensemble
instrumental performance practice allowed for
the inclusion into the playing of the musicians of
unison choral accompaniment in the form of short
rhythmicized refrain-like phrases, performed by
men, including the instrumentalists themselves.

The distinguishable side of the folk music of the
Adyghes is the autonomous coexistence of vocal-
choral and instrumental music-making, which
predetermines the non-mandatory participation
of the instrument in the process of singing. This
is chiefly connected with the solo-and-group
performance, where in the declamatory melodicism
of the soloist the structural-organizing and mode-
regulating functions are performed by the bourdon
male chorus. The statistical data of the documented
specimens of the socially relevant genres (epic,
historical-heroic, and lyrical-epic songs) confirm
the inclusion of the instrumental stratum, limited to
the participation of the shikapshina, in only one fifth
of the documented song examples.

At the same time the sound of instruments was
frequently used in the solo and polyphonic song
genres. In the mythological chants addressed to
various benefactors, and also in the ritual songs
of the yearly cycles (the shepherds’ tunes for
bringing out the flock, putting the sheep to sleep,
signaling calls of notification, etc.) the instrumental
participation, usually on woodwind instruments,
has been preserved. In the wedding cycle the song
genres were frequently accompanied by playing on
string instruments, not to mention the large body of
dance melodies.

Instrumental music was used in an extra-
curricular manner in some genres not typical for it,
connected with the process of work, for example, in
the songs of plowmen — the vaklué uered (vaklué —
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to plow, uered — song). Our attention is also drawn
by the fact placed on record of accompaniment on
the shikapshina in an Arob song. Here the choice of
the instrument is not perceived to be an accidental
one, since its timbre sound, concordant with the
human voice, corresponded with the atmosphere of
profound reflection and character of the meditative
song of a cattle driver. In this connection a systematic
character is assumed by the folk terminology
defining the meanings of such songs “dzapé uered”
(in Kabardinian: “song on the tip of the tooth™)
the semantic translation of which is closer to the
expression of “song under the tongue.”

Along with the songs for curing smallpox, the
everyday life of the Adyghes included instrumental
tunes employed in folk medicine. In this case the
“Shchlopshchaklué” (Shchapsh) rite acquired a
sacred character, when “get-togethers” of youth were
organized at the bedstead of the indisposed person,
and their functions were directed at the creation of
an atmosphere of noisy merriment. For this aims
ambivalent humor, songs and dance were brought
in. Each person who attended the ritual banged on
a sonorous metal object hanging on a door for the
sake of frightening away evil spirits. Instrumental
tunes, most often performed on the shikapshina,
also sounded in the ritual. They carried the function
of being timed to each form of doctoring: alleviating
pain, removing a bullet, curing fractures and
dislocations. The entire complex of diverse actions
was directed at truncation of pain and sufferings of
a male, the expression of which contradicted his
metal behavior.

A preeminent example of the inseparable
interaction of solo and group singing with the
instrumental accompaniment is presented by the
singing procession during the search of a drowned
man, the Psycheg’é (Cry into the water). Usually
the instrumental part was performed by the wind
instrument, the kamyl. The mythological meaning
of the participation of the instrument in this ritual
consisted in the fact that when the compound of
the vocal-instrumental ensemble approached the
place where the drowned man was lying, it was
particularly the instrument became silent, as if
broken down with grief.

Due to the tendency of broad circulation of the
harmonica in the last quarter of the 19th century
into the everyday life of many of the peoples of the
Caucasus, all the traditional instruments have been
brought down to a secondary position, whereas
some of them have disappeared irretrievably.

This phenomenon is explained by the physical
characteristics of the harmonica — a brilliant and
powerful sound, which holds a firm position as an
accompanying instrument in folk choreography.
However, in the solo and group singing of the
Adyghes the harmonica has not taken root. The
main reason is provided by the chordal-harmonic
texture of the instrument, which contradicts the style
of the Adyghe traditional singing. We must also
note of such an important factor that the keyboard
harmonica has not acquired its own name, so the
folk terminology assigned to it the neutral term in
the vocabulary of the Adyghe language, pshina (the
musical instrument).

At that, it must be noted that the instrument, in its
origins coming from a different culture, has absorbed
in it the national traits of music of the oral tradition
of the peoples of the Caucasus, including the special
ethno-cultural traits. Thus, the various performance
traditions appeared, which has given a concrete name
to the instrument — the Kabardinian harmonica, the
Ossetian harmonica, the Adygheian harmonica, etc.
Despite the rather successful attempts at reviving the
traditional musical instruments, up the present time
the keyboard harmonica has preserved its active role
in the culture of the peoples of the Caucasus.

At the same time, it is important to state that due
to the well-known bearers of the folklore tradition
especially revered by the people, the shikapshina,
which was the closest to the spirit of culture and was
a favorite of the people, has not disappeared. They
were Elmurza Shaozhev and Khasan Khavpachev
(Kabardino-Balkaria), Aslambech and Tembot
Chich (Adygeia), Cherim Patov (Karachayevo-
Circassia), Ibrahim Dzhamirze and Indris Naguchev
(the Krasnodar Region) and Lazar Derbitov (the
Stavropol Region). Notwithstanding the complete
influence of the harmonica on the musical traditions
of the Adyghes, these people and many others
were able to transmit to succeeding generations
the traditional form of folklore performance on the
shikapshina, having left thousands of recordings of
enduring value.

Thus, in the Adyghe ethnic culture the
predominant position has always been taken by the
shikapshina, which pertains to a group of bowed
stringed necked lutes. This type of instruments is
broadly circulated among the peoples of the Northern
Caucasus with similar features of construction,
manner of performance and expressive capabilities:
among the Balkarians and Karachayevians it is the
kyl-kobuz, among the Abkhazians it is the a-p 'yartsa,
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among the Ossetians it is the kissyn-fandyr, and
among the Chechens it is the atukh-pandur.

The kunatskaya, which was the guest house
or guest room, serving also as the arena of
demonstration of cultural values, contained an
honorary place on which the shikapshina hung, on
which not only a guest of the house, but also any
chance traveler or fellow-villager could play upon
desire. It was the kunatskaya in particular, as one
of the sacred spaces of the developmental site of
ethnic culture, and the shikapshina with its chamber
sound, presenting the aesthetic ideal of the auditory
spectrum in the traditional culture of the Adyghes,
corresponded to the atmosphere of concentrated
solemnity and calm interchange of various types of
information. When people entered the kunatskaya,
to express their respect to the guest, a friendly
atmosphere was established there. At that, epic
narrations about glorious heroes were performed,
as well as majestic songs about recent historical
events and dramatic lamentation songs. This is how
the creative act was carried out, which involved the
participation of all those present in verbal eloquence
and vocal-instrumental and dance performance. In
all of these events the shikapshina was involved
in the most active participation, accompanying
songs or effervescent dance, during the course of
which the shikapshina was joined by the percussion
instrument, the pkhatsich (a kind of ratchet) and
active hand clapping, which created a single
energetic space, into which all those present were
involved. In other words, in everything which took
place in the kunatskaya one of the characteristic
features of the social activation of the folk musical
instruments in the life of the ethnos was activated.

The shikapshina could be kept in each house,
as a particular kind of “visiting card,” reflecting the
attitude of the master of the house to the values of
his culture. Ethnographers assert that the shikapshina
was the favorite instrument of the noblemen, and if
any one of them was able to play the instrument, his
pertaining to this social category was not subjected to
any doubt. The English traveler James Bell remembers
in his travel notes in the Caucasus how once he came
into the house of a well-born person, where he saw
an elderly prince teaching his grandson how to play
the shikapshina [5, p. 341]. This fact may bear witness
that the system of education in the Adyghe society
presumed the indispensable ability to play a musical
instrument, and particularly the shikapshina.

The Adyghe active bearers of the folk music
heritage (the dzheguaklué, who are the players,

101

songwriters and narrators) likewise never parted
with it. During its countless travels in settlements,
including other ethnic territories, accompanying
warriors in their campaigns and being present in
various military clashes, the shikapshina hung from
their waists, taking the place of their daggers. All the
facts and images observed by them were imprinted
in the grandiose heroic songs and lamentation songs
in honor of the slain heroes, accompanied by this
instrument.

A semantic meaning was also present in the
raw material from which the shikapshina was made
— these were noble species of wood — pear-trees,
walnut-trees and maple trees, the structure of which
was distinct for the softness of their wood substance,
which gave ease both to the work of the master and
the supple expressivity of the forms of the details
made of it. In olden times preference was given to
the pear tree (“the Circassian bergamot”), which
contained a special sacred character in itself. In the
worldview perceptions of the Adyghes, this tree, in
particular, was an object of worship as the Tree of
Life, which symbolized fertility and renewal.

Thereby, the like facts from the previous lives
of the Adyghes bore witness of the high social
status of the shikapshina, which concentrated in
itself the value-based content of spiritual heritage
— the musical symbol of national culture and pride
of the people. In this sense of special interest are
the texts of the folk songs, in which the hero in the
most dramatic moments of his life finds support
and recumbence in the magic power of the folk
instrument, capable of cathartic cleansing. Thus,
in the lyrical-epical songs (“The Lamentations of
Martin the Brave,” “The Lamentations of Nartug,”
etc.) the valiant knight, previously tormented by
undeserved accusations in his address, speaks from
the first person: “Soon I shall die — I say, — so I am
playing the old Adyghe shikapshina.”

Frequently in the folk instrumental practice one
may encounter attempts at perfection of traditional
musical instruments. It is known that Vasily
Andreyev perfected the balalaika with the aim of
a more effective sound and the inclusion of it into
the orbit of ensemble music-making. As a result, the
balalaika achieved a high professional level in its
development. But, at the same time, the balalaika
has left behind it the symbolic sign of belonging
to the Russian culture. It is possible to cite the
origin of the harmonica in the early 19th century
in Germany (one of the hypotheses) as an artificial
musical tool and its unprecedented circulation
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throughout the entire planet. Notwithstanding the
relatively short period of time, it has transformed,
due to its functional duties, into the significance of
a national instrument, and then, having modernized,
has achieved the status of a high class professional
instrument. A similar path was also traversed by
the Caucasus keyboard harmonica in the culture of
most of the peoples of the Caucasus. shikapshina
The Adyghe shikapshina has also been subjected
to constructive alterations. Having emerged in
the distant past, it functioned for many years as
a two-stringed instrument. Sound generation on
the shikapshina was carried out by means of an
arched bow on extended hairs from horses’ tails,
which is what directly determined its complexly
composite name (shikapshiné: shi — horse, k’¢ —
tail, pshiné — musical instrument). The frequency
of the sound oscillations and the timbre coloration
of the instrument was formed within its wooden
body. However, there may have been other samples
as well. Sergei Taneyev, who visited the Caucasus
at the end of the 19th century, conveyed the words
by the Balkar enlightener Ismail Urusbiyev that “its
upper soundboard was previously made of rams’
skin, and now it is made of wood” [12, p. 197].
Gradually the hair was replaced by animals’
guts, for the sake of achieving a more qualified
sound, and this resulted in a brighter and more lucid
sound generation, while the body
of the instrument made entirely out
of wood of various configuration
broadenedtheacoustical capabilities,
and the shikapshina, generally
speaking, acquired a more attractive
aesthetical appearance. In the 1920s
another fact of the alteration of the
construction of the shikapshina was
placed on record. According to the
testimony of the French aristocrat
Thebou de Marigny, who served in
Russia from 1837 to 1839, writes:
“I was a witness to several dances,
which were performed accompanied
by the sounds of a sort of violin with
three strings...” [13, p. 114].
Starting from the 1930s there
emerged a more intensive stage of reconstruction
of the shikapshina. First Elmurza Shaozhev (1898—
1971), a well-known performer on the instrument
and preserver of performing traditions, was invited
to the republican radio, where an instrumental trio
was created. Besides Shaozhev, was comprised

Photo 4. The outstanding
performer on the shikapshina
Elmurza Shaozhev
(1898-1971)

of the legendary musicians, Kuratsa Kashirgov
(harmonica) and Tanakhum Ashurov (zurna).

The harmonica and the zurna were distinct for
their noticeable dynamic range and a greater range
of sound, which extended the capabilities of the
shikapshina. For this reason, Shaozhev, having in
mind the aim of achieving a harmonious sound
balance in the trio, chooses the variety of the
three-stringed instrument, thereby having firmly
consolidated it in the living folkloristic practice.
Subsequently, he was also the initiator of the
addition of the fourth string to the instrument. The
same period also featured the replacement of gut
strings for steel strings, which was carried out by
the virtuoso performer on the shikapshina and its
manufacturer, Khasan Khavpachev, who has left
hundreds of recordings of instrumental music and
young students. Such alterations in the construction
of the shikapshina have been accepted with good
grace by folk musicians, and have been firmly
consolidated in the characteristic features of the
instrument up to the present day.

V. G. Oiberman, a specialist in musical instru-
ments and their manufacturer worked in Kabardino-
Balkaria during the time period from the 1960s
to the 1980s, and he had an immense amount of
experience of restoration of traditional instruments
of the various peoples of Russia. Having studied
archival materials and museum
artefacts and, thereby, having
prepared a scholarly base, he began
to restore the string instruments
of the Adyghes, improving their
acoustic possibilities. As the result of
this longstanding and fruitful work,
having made string instruments
of diverse sizes, Oiberman was
conducive to the establishment of the
first national orchestra “Bzh’amiy,”
as well as other ensembles.

It is also necessary to mention
the merits of the remarkable master
of manufacture of the shikapshina,
performer and pedagogue Zamudin
Guchev (Republic of Adygeia), who
opened up a museum-workshop.
Adhering to the practice of the past, Guchev has
preserved the initial form of the instrument and
the traditions of its performance, cultivating the
two-stringed shikapshina out of principle. He also
founded in the city of Maikop the specialized
Republican Children’s School for the Arts, where
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the musical instruction is carried out solely on the
national Adyghe instruments.

Photo 5. Pupils of pedagogue, performer
and master Zamudin Guchev (Republican
Children’s School for the Arts, the city of Maikop)

In 2014 on the base of the four-
stringed shikapshina a new variety
of the instrument was created, with
six strings. A well-directed working
name for it was given by composer
Jabrail Haupa — the pshynebzykh —
a pshina with six voices. The creator
ofthe essentially new instrument was
a young musician with a university-
level education, the well-known
performer on the shikapshina,
pedagogue and manufacturer of the
instrument, Zuber Evazov.

In the conditions of the broad
revival of the traditional musical
instruments of the Adyghes during
the last few decades, the shikapshina
has already found its definite
niche at the levels of elementary,
intermediate and higher professional education.
The lengthy contemplations and artistic search of
the young master have brought him to the decisive
step of transformation of the shikapshina, which
in his opinion meets its present-day needs in both
solo and ensemble performance. The pshinabzikh
has preserved its hereditary connection with the
shikapshina: likewise, it pertains to the family of
bowed string instruments, the form of the contact
of the instrument with the performer (gripping
it between the legs), and the main features of
performance are identical in the two instruments.
The new qualities of the instrument include:
a considerable broadening of the pitch range,

Photo 6. Zuber Evazov,
pedagogue, performer
and manufacturer
(city of Nalchik)

the noticeable range of the resonating body and
fingerboard, while its timbre has achieved a softer
chest character. The creator of the instrument,
Evazov himself says: “...while technical passages
can be played much more conveniently on the four-
stringed shikapshina, lyrical melodies sound much
more expressive on its six-stringed variety.”

The pshinabzikh is presently at the stage
of its formation, and only time will show
what possibilities it is still concealing. Its firm
consolidation on various levels of performance,
including folk performance practice, will make it
possible to clarify the classificatory accessory of the
pshinabzikh, which is genetically connected with
the shikapshina.

Such is, briefly, the history of the Adyghe
shikapshina, its functional role and significance
in ethnic culture, its revival and the stages of
its modernization in the new
sociocultural conditions. The most
significant ethno-organologist of
contemporaneity Igor Matsievsky
justly highlights the circulation of
the form of bourdon polyphony
in the musical thinking of the
Caucasus peoples, naming one
of the important reasons for such
interaction “the presence of
bourdon-based musical instruments
(of the type of the shikapshina),
undoubtedly, presents a serious
generating factor” [8, p. 105].

Photo 7. Pshinabzikh
(6-stringed shikapshina.
Master Zuber Evazov,
the city of Nalchik)
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Poccumnckas akapaemMust My3blkM MMeHU THeCHHbIX
Kak 6a30Bblii METOAMYECKUI LLEHTP Pa3BUTUS 0Opa3oBaHKUS
B cdhepe KyAbTypbl M UCKYCCTBA

CraTbs IIOCBJAIIICHA aKTyaﬂbHOﬁ r[p06neMe peuicHusA CTPATCTUYCCKUX 3a/la4 XYyHOXKXCCTBCHHOI'O 06pa30BaHI/I$I,
OHpeI[eJ'IéHHI)IX pOCCHﬁCKHMH TroCyalapCTBEHHbIMH JOKYMCHTAMMU. q)yH,HaMGHTOM CIIO>KUBIIIEICS CUCTEMBI SIBIISICTCS
PaHHAA HpO(I)CCCI/IOHaJ'II/BaL[I/IH 06yqalonmxca, TECHEUIITUM 06pa30M CBs3aHHas C aKTHBHBIM HpI/I06H1€HI/I€M Hauboee
OﬂapéHHHX ,HeTCﬁ K HCKYCCTBY U TBOPYCCTBY. Kak moxa3niBaet IpaKTyuKa, M1 AJOCTUKCHHA YCIICXa HGO6XOI[I/IMO

* Translated by Dr. Anton Rovner.

106



Me>XXAYHapoOAHbIM oTAeA ® International Division

2018,2 0

MIPOMTH JONTHH Iy Th 00yUYEeHNUS], HAUMHASL OT MYy3BIKAJILHOH IIIKOJIBL, C TPOJJOIDKEHHEM €T0 B CPEIHEM 3BEHE — YUIIIHIIE
— M BBICIIEM y4eOHOM 3aBE/ICHHU.

Ocoboe 3HaueHHE B 3TOM IIpOIlecce UTpaeT MeToandeckoe obecrieueHrne ydeOHO-BOCIIMTATENIFHOTO Ipoliecca.
C 1962 o 1991 ron npu Munucrepcrse KynsTypsl CCCP paboran Beecoro3Hsli MeToqudecknii KaOWHET MO y4eOHBIM
3aBe/ICHHSIM UCKYCCTB U KyJIbTYpHI. [1apamnensHo ¢ HuM B 1980-e ropl ocyIiecTBIsuI AesiTeabHOCT PecryOnukanckuii
MeToanyeckuii kabuHeT mpu Mununcrepcerse KynbsTypsl PCOCP, rie pykoBoguTe Ml HayYHO-METOJJMYECKUX CEKIMN
MY3BIKaJILHOTO 00pa30BaHUsI SIBJSUTHCE ITPEACTaBUTENN My3bIKalIbHO-TIeIarorn4eckoro HHCTHTYTa (HeiHe Poccniickas
aKaJIeM1sl My3bIKH) UMEHH [ HeCHHBIX.

Cerozns Ha 6a3e Poccuiickoii akanemMnun My3bIki UMeHH ['HecnHbIX paboTtaet L{eHTp moBEIIIeHUS KBaIU(DUKALIUH
1 TIEpENo/IrOTOBKH paOOTHHKOB KYJIBTYpBl M HMCKycCTBa. B cTpykType akagemun oTkpbiT denepanbHblil pecypCcHbIN
METOJMYECKHH LIEHTP pa3BUTHs 00pa30BaHUs B chepe KYJIBTYphI M ICKYCCTBA, OCHOBHAS 33/1a4a KOTOPOTO — COXpaHEHHE
Y pa3BUTHE YHUKAILHON TPEXCTYIIEHYATOW CHCTEMBI MY3BbIKAIEHOTO 00pa30BaHMs «IIKOJIa—y4HIINIIE—BY3», OKa3aHHE

MCTOI[H‘IGCKOﬁ n KOHCYHLTaTHBHOﬁ noMomu y‘le6HBIM 3aBCACHUAM, ITOBBIIICHUEC KAY€CTBA 06pa3OBaHI/IH.
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n February 29, 2016 a Decree of the

government of the Russian Federation

No. 326 implemented the “Strategy of the
State Cultural Polity for the Period until 2030.”
This document of perspective planning of the
development of culture and art was presented
as an “inter-route phenomenon,” which covered
all the types and directions of sociocultural
activities, science, art, inter-ethnic and international
interaction, cooperation, as well as education,
upbringing of the population of the country and
development of the growing generation.

Already in the Decree of the President of the
Russian Federation from February 24, 2014 No. 808
it was noted that during the 250 years of the existence
of Russian education in the sphere of the arts an
unique system of professional preparation of artistic
personnel has been created. Atits core lies the principle
of continuity of professional education from the age
of five or six to the advanced level of undergoing all
stages of intermediate and advanced education. The
accessibility of education in children’s musical and
artistic circles, choreographic circles and studios has
not only made it possible for children to attend them
en masse, but also assisted pedagogues in bringing
to the front especially gifted pupils and providing
for their farther professional education regardless
of their social position or place of dwelling [5]. This
system of professional preparation of artistic workers
has been acknowledged on an official level as a part
of our cultural heritage and has been a decisive factor
securing for Russia one of the primary positions in

the world as a great cultural dominion. Our authority
in the sphere of music, theater, ballet and other arts
has virtually become a pivot for the image of Russia
and continues to remain such up to the present day.
What people think of us from Alaska to Australia is
in many ways the result of their becoming familiar
with the great Russian culture and a token of their
respect for it.

In order for us to preserve our high international
status, it is necessary, keeping in consideration the
experience of previous generations, to provide for
a further perfection of the entire system of artistic
education, since it is education in particular which
creates the foundation for the strategic development
of culture and art, gradually acquainting each
pupil in schools for the arts, musical colleges and
institutions of higher education with the genuine
values of the Russian civilization, endowing
future musicians with patriotic feelings, aesthetical
perceptions, tastes, ideals...

The foundation of the system of artistic
education is formed by the aspiration towards
professionalization, beginning from an early age,
which must be infused already in the children’s
schools for the arts. The essence of their activities
is geared on active immersion of each child into the
world of the beautiful and sublime, the selection
of the most gifted children and assistance in their
formation and development. The artists formed
by children’s schools for the arts include virtually
all of our outstanding cultural activists, — among
them, pianist Denis Matsuyev, conductor Vladimir
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Yurovsky and singer Anna Netrebko. They also
include ballet artists Ulyana Lopatkina, Diana
Vishneva and Svetlana Zakharova — after all, pupils
are accepted to choreographic colleges while still
being children, at the age of 10. Let us also not
forget Russian popular music, so beloved by the
people: their representatives, from Alla Pugacheva
to Dima Bilan and Valeria, have passed through our
music schools. Even the recent participants of the
competition “Eurovision” — the Moldovan artists,
laureates of the 2017 contest — have also been
formed by the Russian system of musical education.
At the core of this system there exists a unique
methodology which guides a gifted child from the
first steps in art to realize himself or herself as a
young professional, which presents the basis of this
entire system. This same approach makes it possible
to educate an average professional stratum, i.e.,
possibly, not as much the future stars themselves as
those who would educate the future stars, as well
as their auditorium, this whole army of “talents and
admirers.” The merit of this type of methodology
consists in the fact that the performers are able to
work not only with uncommonly gifted children, but
also simply with capable and motivated youngsters,
and to open up the doors to the profession to them.
A lot has been done during the years of the Soviet
regime so that the methodological equipage of our
education remained on a high level, the result of
which was that the tutorial manuals, as well as the
achievements of the best teachers were the domain of
the entire community of pedagogues in all the regions
of the country. In 1962 in affiliation with the Ministry
of Culture of the USSR the Soviet Methodological
Cabinet for Educational Institutions for the Arts
and Culture was created, which existed until 1991;
parallel with this the Republic’s Methodological
Cabinet for Educational Institutions for the Arts and
Culture, affiliated with the Ministry of Culture of the
USSR had carried out its activities. Prior to that, back
in 1970 the scholarly-methodological sections were
created. The leaders for almost all the sections of
the Scholarly-Methodological Council for Musical
Education were chosen among the representatives of
the Gnesins’ Musical-Pedagogical Institute, which
included soloist of the Bolshoi Theater Natalia
Shpiller and director of the Choral Cappella of Russia
Alexander Yurlov. The Department of Pedagogy and
Methodology continues successfully to work in the
Institute. The most important thing was that in the
system of the Ministry of Culture of Russia virtually
in all the regions of the country there were so-called

methodological cabinets functioning, which were
engaged in methodological provisions and assistance
to pedagogues and the schools for the arts. As the
result of their activities our education in the sphere of
art was given constant support and worked effectively.

The situation which emerged in the early 1990s
had a negative influence on the functioning of
children’s schools for the arts and on the system of
their methodological provision. Thus, according to
the statistics from 2014 the tutorial-methodological
centers functioned only in 52 regions of the Russian
Federation, which amounted to only slightly more
than half, or 61% of the country.

In eight of the districts of the Russian Federation
the tutorial-methodological service was completely
absent, whereas in 25 regions it was presented in
the form of structural subdivisions of educational
institutions and institutions of culture.

This fact confirms the existence of basic
problems which are in need of solution. It is not by
chance that they have found reflection in the state-
provided documents — “The Strategy of the State
Cultural Polity for the Period up to 2030” and “The
Foundations of the State Cultural Polity.”

The aforementioned problems include, first of
all, the following:

— adeficitin the provincial regions of employees
in the sphere of the arts, most notably, orchestral
musicians, directors of artistic musical ensembles
and ballet choreographers;

— the invasion of mass culture into the
children’s schools for the arts, spontaneous
creations of Popular Music Vocal Departments and
other methodologically unsecured directions, which
hampers a value-oriented upbringing for our youth;

— cutbacks of the infrastructure of professional
education, including curtailment of the quantity of
children’s schools for the arts, which deteriorated
the situation of the replacement and professional
preparation of artistic personnel.

In connection with this during all the recent
years the Ministry of Culture has been carrying
out an immense job of solving the problems of
children’s schools for the arts and, in particular,
their methodological provision. A set of documents
has been implemented, among which was the Law
regarding Education, presenting the possibility for
specialized schools in the spheres of the arts to
work within a legal environment, as well as more
localized documents, such as the “Conception of
Development of Musical Education prior to 2020,”
and a set of others. A great breakthrough was also
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exemplified by the legislative recognition of pre-
professional programs in the children’s schools for
the arts and separation of supplementary education
into two different strata — pre-professional and
generally aesthetic education.

Nevertheless, all of these efforts of the
Ministry of Culture are still not capable of solving
in full measure the programs identified in the
state documents. These problems require more
active measures, such as the creation of effective
methodological provision for the educational
process (this is especially relevant in the cases of
musical schools and schools for the arts), i.e. the
creation of a federal resource center for strategic
directions for the development of supplementary
education for children, which has direct relevance
to pre-professional education in the sphere of
the arts. This in particular is stipulated by the
project “Accessible Supplementary Education for
Children,” which was implemented on November
30, 2016 by the Presidium of the President of the
Russian Federation for Strategical Development and
Priority Projects. In addition, in the “Bases of the
State Cultural Polity” it is marked out that it is called
upon to “create the conditions for the high quality of
artistic education and for those children who do not
plan to become professionals.” The habit of life, the
norm of the young generation must be determined
by the “ability to orientate oneself freely in classical
and contemporary painting, music and the other
arts” [5]. It is also necessary to bear in mind those
“revolutionary” changes which have taken place in
the perception and mentality of the young generation:
contemporary youth is the generation of the Internet
and social media. In the present day there is a need
for serious methodological restructuring of the
programs, curriculums, and means of transmission
of information — based on scholarly knowledge
— in order to bring up both future professionals
in the sphere of art and amateurs. There is a need
for qualified methodological support, in addition,
bearing the aim in mind of maximizing the cultural
level of the auditorium, its spiritual and moral,
aesthetical, and patriotic upbringing, so that various
“adventurists of art” would not be able to impact
so easily the minds of our youth, provoking it
towards antisocial behavior. It is not by chance that
the Ministry of Culture of the Russian Federation
has set before it the goal of creating a federal
methodological center on the basis of one particular
state institution which possesses an immense
cumulative experience of work in the present field,

a high professional status, its own infrastructure and
personnel-related resources corresponding to the
conditions for the solution of the arisen problems.

These requirements on the federal level have
been satisfied by the Russian Gnesins’ Academy of
Music.

The Academy, which previously bore the
name of the Gnesins’ State Musical Pedagogical
Institute, has always been a methodological
center of both the Soviet Union and the Russian
Federation. Today the Academy presents a unique
example of an educational institution in the sphere
of the arts. It includes all the levels of musical
education — from a children’s school for the arts
to the highest professional link, as well as all the
musical specializations mastering classical and folk
music, pop and jazz art, musical pedagogy, musical
management and production.

Thus, in our times the Russian Gnesins’
Academy of Music preises a methodological center
for education in the sphere of the arts, ranking on
an international level: it is officially acknowledged
as a basis-oriented institution for higher education
on the level of the leaders of the countries which
are members of the Commonwealth of Independent
States in the sphere of the art of music and
musical education. In the Academy on the basis
of the Department of Contemporary Mastery and
Contemporary Performance there is a Department of
UNESCO included. The basis of the achievements of
the Academy is the aforementioned Department of
Pedagogy and Methodology, which has successfully
functioned from the day of the establishment of the
Gnesins’ Institute, as well as the Department of In-
Service Education and Retraining of Employees
of Culture and Art, through which hundreds
of specialists have passed. It was the Gnesins’
Academy in particular which, having the wish to
support the system of children’s schools for the arts,
has established and supported ROSKI — the Institute
for the Development of Education in the Spheres
of Culture and the Arts, which has functioned since
2012 up to the present day. Through the Decree
of the Collegiate of the Ministry of Culture of the
Russian Federation from August 8, 2017 the Federal
Resource Methodological Center for Development
of Education in the Sphere of Culture and Art was
established within the structure of the Academy.
The main task of the Center is the preservation
and development of the unique system of musical
education “school — college — institution of higher
education,” the provision of methodological and
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consultative aid to educational institutions and  consolidation of the leading position of Russia as a
raising the quality of education. great cultural dominion capable of implementation

The establishment of the Federal Resource  of the state cultural polity into life, laying a solid
Methodological Center for Development of  foundation for the continuation of our cultural
Education in the Sphere of Culture and Art has  identity and patriotic upbringing of children and
created a solid foundation for the preservation and  youth.
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®opTenuaHHble NPOU3BEAEeHUS
KMTaMCKOro komnosmutopa Am Nuxas

B craree mpencraBneH 0030p (OpPTEMHAHHOTO TBOpYECTBa KuTaiickoro kommosutopa Jlm WMuxas (p. 1927).
PaccmarpuBatoTcs 0COOCHHOCTH CTHIIS, XapaKTEPHBIE YE€PThl My3bIKaJIbHOTO SI3bIKA TIPOU3BENCHNH 1T (hopTenuaHo.
OcHOBHOE BHUMaHHE yaesercs cnenudurke omycos JIu MHXas, KOTopas 3aKI09aeTcs B 00bEANHEHNN MY3bIKaJIbHBIX
Tpanuimii Bocroka n 3amana. JIu Muxaif 3anMCTByeT KOMITO3UIIHOHHBIE TPUEMBI HAPOAHOI MEIOTUKN CBOEH CTPaHBI,
COBMeEIIIas MX C 3aI1aTHOM J1aJ0BOI1 MaHEpOi MICbMa H MHCTPYMEHTAILHBIMH 0COOCHHOCTAMH opTenuano. BaxHo, 4To
CO3/1aHHBIE UM [IPOU3BEACHUS HE YTPAUUBAIOT CBOMCTBEHHBIN KUTAICKON My3bIKE HALIMOHAJIBHBINA KOJIOPUT. biiaropaps
aroMy counHeHus JIu Muxasa nonyyator B Kutae mupokoe Npu3HAHKME, a UCIONb30BAHUE COBPEMEHHBIX MPUEMOB
3amafHoi My3bIKH 00eCTIeunBaeT MOHNMAaHNUE ¥ IPUHATHE UX OHOBPEMEHHO M CO CTOPOHBI EBPOIEHCKON ayTUTOPHH.
B pesynbrare QoprennanHoe TBOPYECTBO KOMIO3UTOpPA MONB3yeTCs IIUPOKON M3BECTHOCTBIO KaK HA PONUHE, Tak
1 3a pyOeskoM. ABTOp CTaThH IIPOBOAUT apryMEHTHPOBAHHEIA aHAIIN3 €r0 0COOCHHOCTEH, NAaET XapaKTePUCTUKY Py
MIPOU3BEACHUMH, IEMOHCTPUPYIONINX YCIIEITHOE CIUSHIE ABYX MY3bIKAJIBHBIX KyJIBTYD.
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This article contains an overview of the legacy of piano works by Chinese composer Li Yinghai. The peculiarities
of the style and the characteristic features of the musical language of the piano compositions are examined. Special
attention is given to the principal specificity of Li Yinghai’s piano music, which consists in the fact that the composer
blends in his music the characteristics of the musical traditions of the East and the West. Li Yinghai adopts compositional
techniques of traditional folk melodicism of his country, combining it with the Western modal-scalar structure and
with the instrumental features of the piano. It is important that the compositions written by him do not lose the
specific features of the national style of the Chinese music. As a result, Li Yinghai’s compositions have received broad
recognition in his native country. In addition, application of modern techniques of Eastern music made the composer’s
works understood and recognized in Europe as well. Thereby, the composer’s piano works have become popular both
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3BECTHBIM KUTacKuid kommo3utop Jlu

MHxall TOCBATHII CBOXO JKU3Hb MCCIIEA0BA-

HUIO U pa3BUTHIO My3bIku Kwuras. Coue-
TaHWE 3aMaJJHOM KOMIIO3UTOPCKOW TEXHUKH, C Of-
HOM CTOPOHBI, U MY3BIKaJIBHOTO CTPOSI, MEIOIUKH,
FapMOHUM U HAallMOHAJIBHOW KUTANHCKOM MaHEpbl —
C IpyTOM, BHECTIO CYIIECTBEHHBIN BKJIa]] B pa3BUTHE
KHTaiickoi (oprenuaHHOW My3bIkd. KommosuTtop
HE TOJIBKO CO37[aJl MHOJKECTBO TPOM3BEACHUH, KO-
TOpBIE OTIIMYAIOTCS] HAIMOHAJIHHBIM CaMOOBITHBIM
CTHJIEBBIM H3SIIECTBOM, HO M HAamuUcal PAld TPY-
JIOB, TIOCBSIIIEHHBIX NCCIIEAOBAHUIO TEOPETHIECKIX
U MNPAKTUYECKUX ACHEKTOB JAaHHOW MY3bIKaJIbHOU
oOmacTu.

B nauwane 1950-x romoB Jlu Wuxait memaer
06pabdoTku 100 HapomHBIX TECEH. 3aTeM KOMIIO-
3utop oroupaeT 50 U3 HUX W U3NAET PopTenHaH-
HBIH cOOpHUK «50 KUTAUCKUX HAPOIHBIX MHEC IS
dboprenmano». DTOT TPyAd COACPKHUT HAPOTHBIC
necan u3 21 pernona Kuras. Coznanue gaHHOTO
nuKIa (GOpPTENMHaHHBIX MHEC CIOCOOCTBOBAIO 00-
HOBJICHHIO BOKAJIbHOW MEJOAUKA W TapMOHHYE-
ckoro nuckMa Kutas. Oto mpowusonmio Onaromaps
TOMY, 9YTO KOMIIO3UTOP HE CTaj CJENo CIeA0BaTh
paHHUM MY3BIKaJIBHBIM (hOpMaM HapOJHBIX MTECEH,
a OCYIIeCTBUJ HX MepepadoTKy: B3SB 3a OCHO-
By TEOPETHYECKHE HCCIEeNOBaHUS JIaJOTapMOHHU-
YECKOTO CTPOs HApOAHOW MY3BIKH W BOOpaB mpu
3TOM Jy4Yllee W3 KIACCHYECKOTO MY3BIKaIbHOIO
Hacnenus, Jlu MHxail 0OHOBMJI HapOAHO-NIECEH-
HYIO TPaAULIHUIO.

Paccmotpum kak npumep meecy «CopBaTh 1Be-
Thl TPOCTHHKa». JTO TEpENOKEeHHE TPYIOBOU 3a-
nieBku MecTHOCTH Cy0nii mpoBuHImHK L[3sHCY. OHO
COXpaHWIO B cebe M3HAYAIbHBIM PUTM TIECHHU, TIPU
3TOM MeJIouYecKasi JIMHUS TepenaéT NepBO3aH-
HBIM JTUPU3M M M3BICKAHHOCTH cTWiIs. bonee Toro,
3[I€Ch KOMIIO3UTODP aJIalTUPYET MOJUPOHUYECKYIO
MaHepy MHCHbMa: MENOIWYECKHE JIMHUHM KaKIO0TO
royioca B3aMMOJOMONHSIIOT IPYT APYra, OXHOBpE-
MEHHO COXpaHsisi HE3aBUCUMOCTh. BCE 310 co3maér
JKUBOM M CBEXHWH XYIOKECTBCHHBIH 00pa3 HapoI-
HOM MECHHU.

«IuThIii TOTOCOM YeX0» — OPTEMHAHHOE TIe-
penokeHre HapoJHOW necHH npoBuHUKK [laHbCu.
PurMuueckuil pUCYHOK aKKOMIIAHEMEHTA CTPOMT-
Csl Ha JABMKEHUH LIECTHAIIATHIX, MPH 3TOM Ha Ka-
KAYIO CHIIBHYIO JIOJI0 TPUXOMUTCs may3a. Kommo-
3UTOP HE TOJIBKO COXPAHWJI YMCTBIA U UCKPEHHUI
CTHJIb HAPOJHOTO MaTepuraia, HO ¥ MPUBHEC MeCeH-
HYIO TEKy4eCTb, a TAK)Ke YIIIyOHJI HEXXHBIH U KPOT-
Kuii 00pa3 MOJIOIOH EBYIIKH, IPE3SAIICH O JTHOOBH.

JIn Muxaii TmarenpHO paboTan ¢ KaKIou Ha-
pPOMHOM MeoaueH, WCIONb3ysl KOMOHWHAITHIO CO-
BPEMEHHBIX KOMITO3UTOPCKUX MPHUEMOB H SIPKYIO
(opTenMaHHy0 MaHepy, YTO TIOMOIJIO PaCKpPHITh
3aKII0YEHHOE B MECHSAX MHOrooOpa3ue HapOmHBIX
My3BIKaNbHBIX 4epT. [logobHoe coueTanme BKyTie
C COBPEMEHHBIMU XYIOKECTBEHHBIMH OCOOEHHO-
CTSIMH C(hOPMUPOBAIIO BBIPA3UTENbHBIA U JTAKOHHY-
HBII My3BIKJIBHBIN CTHIIb My3bIKH JIu MHXas.

B mpeaucnoBun k c6opHUKY «50 KuTaWCKHX
HapoaHbix nbec» Jlu Muxail numet: «JlaHHBIN
COOpHUK B IEPBYIO OYEpeAb HANpaBIeH HA HETO-
CPEICTBEHHOE H3yYeHHWE TapMOHHYECKOTO CTPOs
HApOJIHBIX TECEH M HMX NpPHMEHEHHEe B 00pa3o-
BaTelIbHOM TMpouecce. Takum 0o0pas3oM, TiaBHas
3aja4a — MPEANPUHATh MOMBITKY TITyOXe Hccie-
JIOBaTh M OCBOUTH HAPOJHBIN JIaJl, a TAKXKE TOHAb-
Hyto cuctemy» [10, c. 1]. B cOopHUKe MBI BUIHM
MHOTOOOpa3ue pa3nuvHbIX npuéMoB. Hampumep,
B mbece Ne 3 «Tuberckmii TaHem» mpeodiamaet
nonmudoHnYecKuil ckian, B mbece Ne 6 «llecHs
ropieB AHbXOW» H00aBJICH HapauIeIbHbIN ToJIoC,
B mbece Ne 21 «"aga Meimay — akkopaoBast (ak-
Typa, B mbece No 42 «IIuTelif T0TOCOM 4exom» —
rapMoHudeckue ¢urypanuu. 50 QoprenuaHHbIX
MbE€C UMEIOT Pa3InNYHOE TEPPUTOPHAIBHOE MTPOUC-
XOXKJICHUE, 9YTO HE TOJIBKO OOBSICHSIET pasHooOpa-
3We COAEPIKALINXCSA B HUX MY3bIKAIHHBIX YEPT, HO
¥ BOCCO3AaéT MUHHATIOPHBIC 00pa3bl KUTAHCKOM
TPAAUIIMOHHON KynbTypbl. CTpyKTypa MpOHU3Be-
J€HUW, a TaKKe UX TAPMOHHUYECKHUHA CTPOH OTIM-
YarTCsT YUCTOTOH W SICHOCTBIO, Onaromapsi demy
JAaHHBIE TBECHI 110 TPaBy MOXKHO Ha3BaTh KJIACCH-
YeCKUMH 00pasnaMu GopTenuaHHOH MUHHATIOPHI.

B cOopauke «50 HapomHbIX (OpTEMHaHHBIX
nbec» JIu MHxail coenuHsier 3amajgHyro jajgorap-
MOHHYECKYI0 CHCTEMY C KHTAWCKUM TPaIHUIHOH-
HBIM TICHTAaTOHMYECKHM JIaJIoM, pPacKpbIBas ca-
MOOBITHOE MY3bIKaJbHOE COJEp)KaHHe B 00JIacTh
MEJIOJUYECKOH CTPYKTYpBI, a Takxke (opMupys
YHUKaJIbHBIM MY3bIKAIbHBIN CTUIIb, IPOHU3aHHBII
Yapyrolleil CUI0W HAPOJAHOTO UCKYCCTBA.

B xwuralickoil TpaJuLIMOHHOW KOMIIO3UTOPCKOU
TEXHUKE WCIIONB3YeTCsI TEHTAaTOHWYECKUH Jas.
B cBoeii my3pike JIu MHxait 6epét 3a OCHOBY cXO-
KYIO CUCTEMY, U3BJIeKas UAEH JJIs TBOPUYECTBA IIO-
CPEICTBOM TIIyOOKOTO WCCIENOBAaHHUS HAPOIAHOTO
marepuana. CoueTasi COBpeMEHHbIE PUEMBI C HO-
BOW CUCTEMOM MY3bIKAJIbHOTO 513bIKa, OH CTPEMUTCS
nepeaaTh KOHIENIUI0 YTOHUYEHHOTO CIIOKOMCTBUS,
SICHOM 3ByKOBOM MOCII€IOBATEILHOCTH, a TAK)KE YH-
CTBIX W JJAKOHWYHBIX 00pa3oB. brmaromapst ceoemy
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VHHUKaJIbHOMY B3IJISIy HA KHTaHCKYIO (OpTenHaH-
HYIO KYJIBTYpY, a TaKKe IPEBOCXOIHBIM 3HAHUSAM
M HaBBIKaM B JaHHOM oOjactH, JIu Muxai BHOCUT
OTPOMHBIM BKIJIAJl B PA3BUTUE KUTANCKOH MY3BIKH.
OH aKTHUBHO pa3BHUBAET CAMOOBITHOE MY3bIKAIbHOE
MHUPOBO33pEHHE, OECIIPECTAHHO HUIIET MOITHIECKOE
BJOXHOBEHHE, HA OCHOBE YE€r0 CO3/aET OpUTHHAIIb-
Hble npousBeneHus. Kpome toro, JIu Muxai numer
Tpyasl «Kparkuii 0630p HapOAHOTO NMEHTATOHHYE-
ckoro nama» (1959), «llenTaToHNYeCKHE aNTUIAKA-
TypHBIE 3TI0Ab! 1 poprenuano» (1963) u npyrue,
MIPOBOJS MHOTOJIETHHE HMCCIEIOBAHUS TPaIUIIHOH-
HOH My3bIkH KuTasi.

«lleHTaTOHMYECKHE AaNIMINKaTypHBIE 3TIOABI
JUtst (hOPTENHUaHOy IMOTOJIHUIN YUeOHbIE T0COOUS,
IIPH 3TOM CTaB CBOEOOPA3HBIM ATAJIOHOM KHTal-
ckuX (popTenuaHHbIX 3THOAO0B. JlaHHbIH COOPHUK U3
20 sTr0MOB 00MaKaeT GoraTblM BHYTPEHHUM COJEp-
JKaHUEM, «BKJII04asi oTpaboTKy TPaHCIIOHUPOBAHUS
[EJOTOHHOTO JIa/a, 4YepelOBaHUS TMapayliebHBIX
KBapT W TEPIUi, aKKOPAOBOTO apIeiKuo, Jaja
(ONBKIOPHBIX MECEHOK XYHaHb, a TaKKe yIpakK-
HEHHs Ha HCIIOJIHEHHE YABOCHHBIX CO3BY4YHH, Ia-
paJUIeNbHBIX KBUHT, OKTAaB M IEHTATOHHYECKHUX Me-
mu3moB» [11, c. 23]. Cozganne naHHOTO COOpHUKA
pemmio mpoOieMy HCHOIB30BAHUS AITUIMKATYPHI
B TICHTAaTOHWYECKOW ramme: Oiaronaps crierudud-
HOM 0a30BOH TEXHUKE KAXKIBIA DTIOJ BHOCHUT CBOIO
nenty B oOyueHHe e€ MCIIOMHEHHIO. DTOT TPYyA 3a-
KJIa/IbIBA€T OCHOBY UII OCBOCHHS IEHTAaTOHUKH,
KOTOpasi SIBIISIETCS KPaeyrolbHBIM KaMHEM Tpa-
TUITMOHHOTO cTpos B (hopTenuanHoil My3bike. OH
obOoratuii 00JacTh KHTANHCKOTO (OpTEMHaHHOTO
TBOPYECTBA, CIIOCOOCTBYS «IIPOIBETAHUIO KHUTAii-
CKOM (popTenmmaHHON MY3BIKH» [TaM ke, c. 45] u
OJHOBPEMEHHO MOCITYXXUB TOJYKOM JJIs e€ «ajar-
Tallud ¥ YKOPEHEHUs» [TaMm xke, ¢. 56].

KoMIo3uTops! cTapiiero moKoJIeHus! MPOBOIH-
T JUIATENbHbIE KPOTOTINBBIE H3BICKAHUSA, B pe-
3yAbTaTe KOTOPHIX MM YOAJIOCh YCTAaHOBHUTH CBSI3b
MEXIy <«J1a0BO-TAPMOHHYECKAM YCTPOHCTBOMM'
U BBIPOKEHHEM «COAEPKaHUS MY3BIKAIBHOTO IIPO-
U3BEICHUSI»?. DTO TOCIYKHIIO MPEKpacHoM 6a3oit
JUISL aKTHBHOTO Pa3BUTHS HAIIMOHALHON caMOOBIT-
HOCTH KUTalCKOH My3bIKH. biiaronaps HeyCTaHHBIM
YCHIUSAM psiia JeATeNel, B TeUeHHE HEeCKOIbKUX
JEeCSITUICTHH (QopTennaHHble MPOU3BEICHUS, Ha-
JeNEHHBIE HAIIMOHAIBHBIMH  XyH0)KECTBEHHBIMU
yepTaMH, He IPEKPaIIai BBIXOIUTh B CBET, ITOCTE-
MIEHHO TIPHUOOpeTas BCEOOIIyI0 H3BECTHOCTh. MOX-
HO YTBEpXAarh, 4yTo nbechl JIu NMuxas «Kuralickas
(netita u Oapaban B cymepkax» u «lIpomranue

C YE3KalolMM JPyroM» SIBIIOTCA o0pas3lamu BO-
IUIOMICHNUA HAIMOHAIBHOTO CTHJIS B TBOPYECTBE
KOMITO3UTOpa. B HUX 3aMMCTBOBaH rapMOHUYECKUN
CKJIaJl U OCHOBHOM MOTHB JPEBHUX KIIACCHYECKHUX
MeCeH, KOTOphIE MOMYy4aloT JajbHeHIee pa3BUTHE
Ha OCHOBE MY3BIKaJbHBIX UYBCTB, 3aJIOKEHHBIX
B OPUTMHAJIBHOM IIbECE.

Hanpuwmep, npoussenenune «llpomanue ¢ yes-
JKAIOMIMM JIPYTOM», HAIMCAaHHOE KOMIIO3UTOPOM
B 1978 romy, siBnsieTcss CONMbHBIM (hopTenuaHHBIM
MIEPENIOKCHUEM TBECHl I CTAPHHHOTO IIHHS.
B =eit ueTsipe paznena (cM. cxemy 1).

Cxema 1

Ilepserii pasgen Bropoii pasaex

Al
(1-15) (16 - 30)
IERY Ty
BCTyIUICHHE a b al bl
1 6 8 7 8
bB man bA ryn F roit bAryn F roit
Tpernii paszxen Dunan
A2 A3
(31-48) (49 — 60)
a2 b2 c a3
75 6 9
bAryn F 1oii bGryn bB man

Ha BblenpuBei€éHHON cXeMe MOKHO YBUJIETD,
YTO JIaHHAs MbECa CJIENAYET COBPEMEHHBIM MY3bI-
KaJIbHBIM KOMIO3UIIMOHHBIM IpuHIunaM. Co3nan-
Has KOMIIO3UTOPOM (OpMa COOTBETCTBYET CTPYK-
Typ€ UCXOIHOH Nbechl. E€ Xyn0)KeCTBEHHBIEC YEPThI
3aKITIOYal0OT B ce0e SIPKO BBIPAXECHHBIM XapakTep
JPEBHOCTH, KOTOPBI COYETAETCSI C ICTETUKOM Tpa-
JIUIMOHHOW MY3BIKaJIbHON KYJIBTYPBI.

Taroxke B 1972 roay Jlu Muxait numer dopre-
nuaHHy nbecy «Kwuralickas ¢ueiita u 6apaban
B CyMEpKax», SBISIIOLLYIOCS IEPEJIOKEHUEM HH-
CTPYMEHTAJIbHOM My3bIKM Juisi nunel. IIpousse-
neHre coctouT m3 11 yacreld (BCTYIUICHHSA, TEMBI,
BOCBMH Bapuainuii u ¢uHama). A CTpyKTypa €ro
MIPOSIBIISIETCS. B CMEHE TEMIIOB «CBOOOIHBIN — MeI-
JIEHHBIN — OBICTPBINA — CBOOOTHBIN (CM. cxemy 2).

HannonanbsHble 4epThl, a TaKXKEe MEIOAU3aLUs
TapMOHHH MPHUAAIOT MY3bIKAJIIEHOW (OopMe SICHOCTh
1 49€TKOCTh. sl JydIero BBIpaK€HUS YyBCTB U
OobIeil BRITYKIOCTH CO3/1aBaeMbIX 00pa3oB JIu
Wnxaii mpuMmeHseT THOKYI0 PHUTMHYECKYIO MO-
JIeJIb, CBOMCTBEHHYIO KUTAWCKOW MY3BIKE, a TAKXKe
CBOOOTHO BapbHUPYEMBIH TEMII, KOTOpbIE BMECTE
AKTUBU3UPYIOT JpYrHe TNPHUEMBI, HCIIOIb3yeMbIe
B NPOU3BEJACHUHU. Bce 3TH 4epThl NOKa3bIBAIOT €I0
TOPSIYYIO JIIOOOBH K POAMHE.

113



My3blKkaAbHa9 KYAbT d HAapoAOB MMMpPa
Gy~ y YABTYP poa p 2018,2
Cxema 2 OCHOBE JIEKUT TPAJIULIMS, COUETAIOIIA-
SCA C KOMIIO3UIIMOHHBIM OIIBITOM 3a-
Berymienne Tema A Al A2 aiHOHU My?’HKH'
Konoxkox u 6apadan B Ilpenzaxarzoe Topa [dyHmrans nox Bertep uzrudaer CTOUT OTMETUTDH q)OpTeHI/IaHHy}O
MOICIBHAX COTHLIE Ha Gepery PEKH BOCXOOOM .]-I}’HI;I H3BHIHCTBIH IIOTOK «
(- (820 (2133) (34-56) neecy «Bapmammm Ha Temy “Cmena
CBODOTHBIH TeMIT aHJaHTe MOZAEpaTo cB0dOaa pHTMA ’
ABOPILIOB », KOTOpasd Oblja HaIrcaHa
Ian® Van\ Ve ™/
344 44445 44445 81055 Ha 3aka3 B 2000 roqy B [llanxae mus
el e RS «Kamnanum 1o cGopy ¢oprenuaH-
A3 Kynner A4 AS A6 HBIX NPOHU3BEACHUN i netei Kuras
Pacmenenne Tenn CxprITasi rpasHna Beaeprsa necua Jloaxa KpysKHTCA, o
HEeTKa MEXIY BOTOM 1 prbaxa yAapAACE 0 Geper XXI Bekay». Oua coctout u3 6 yacreii:
obmaxom . o
(57-70) (71-79) (100-134) (135-154) TeMBI, 4eThIPEX Bapualui u QuHaia.
G Amazto AAISEPETTO Vexoperme aa@iso 7o Bapunanyu yHUKaIbHBI 110 CBOEH Jaz10-
ALIErPETTIO o
Y = 23 T BOU CTPYKTYpPE€, KOTOpas IMpEaACTaBJIA-
5+4+5 1+5+8+4+5 4+4+4+4+4+4+4+3+5 7+8+5 er coboi CMCHY CJICAYIOUINX OCHOB-
As ITTan EsTyun As ITTan o
& HBIX TOHOB: T'YH — WXHW — LIIaH — IOU
A7 TloBTOpHOE MpOBegeHHe A8 PnHA — L3I0 — YKHU ﬂaHHaﬂ OqepéI[HOCTB
Kpux Ha cTpeMHHHe Il1eck BOZBpaIIArOIIEHCs TOOKH .

(193-254)
AJaXHO HOCTENEHHO YCKOPALTCA A0 MOAEPATO

(155-192)

(255-268)
Ceo0oassIi TeMn

HaOIIIOJaeTCsl Kak B caMOM TeMe, Tak

VekopeHue agaxHo 10
Moaeparo
N V)
4446+
Es IOi

14+14+20+(r1aBHa% Tema 4+3 ) +¢HHan 6
Jlag Es }O# npeepamaerca B As Illag

B »Tux 1BYX Ibecax CBOMCTBAa CTapUHHOIO
LIMHA U IUIBl COYETAIOTCSI C COBPEMEHHBIMU 3CTeE-
THYeCKUMH uzaesmu. Kommosutop cMor oroOpa-
3UTh B HUX JIy4llle€ U3 KUTANCKON TpaauLIMOHHOMN
MY3BIKH: DJIaBHBIM 3JIEMEHTOM OH CJENIall OCHOB-
HOM MOTHB M JIaJ, UCXOAHOHN KJIaCCHYECKOM IIeCHU
U MPOSIBUII IIPYA 3TOM HOBATOPCKOE MBIIIIEHUE, YTO
MO3BOJIMIIO IPEBHEH KIIACCHYECKOM Mbece, 00pa3Ho
TOBOPSI, HAIIOJHUTHCA ABIXaHUEM COBPEMEHHOCTH
U IIPY 3TOM HE TOJBKO COXPAHUTh OTIIEYATOK H35-
IIECTBA KUTAWCKON KYJIbTYpbl, HO U OJHOBPEMEH-
HO PaCKpbITh CHIIy BBIPA3UTEIbHOCTH MY3BIKU JUIS
dhoprenuano.

®oprenuanHoe TBopuecTBO JIu MHXas yHacie-
JIOBAJIO JIYYILIEE U3 KUTANCKON TpaIULHOHHOW My-
3BIKM, IIPUJIAB €1 HOBOE 3By4aHue. KomnosuTop BhI-
OpaJ nenoM CBOEH )KU3HH Pa3BUTHE HAIIMOHATBHOMN
KYJIBTYpPBI, CO3/1aJl MHO)KECTBO MHCTPYMEHTAJIBHBIX
MIPOU3BEACHUI B KHUTalCKOM CTHJIE, TEM CaMbIM
MIPEAOCTABUB JIFOJSIM 10 BCEMY MUPY BO3MOXHOCTh
OmKe TTO3HAKOMUTHCS ¢ My3bIkoM Kwuras, a nmes-
TEJISIM MCKYCCTBA IOCIIEAYIOIIMX IOKOJIEHUH Ipo-
JOJDKUTh PACHpOCTPAHEHUE STHUYECKOW MY3BIKH.
[Tomumo 3TOTO, KOMITO3UTOp OOOTaTUiI €€ TBOP-
YeCKOe I10JIe, YTO CTaN0 OCCHEHHBIM OIBITOM JUIS
JAJIbHEMIIET0 HMHCTPYMEHTAIBHOTO TBOPYECTBA.
SIBassace xoMriozutopoMm M mneparoroM, JIu Muxait
BCETNA NPUAEPIKUBAJICS B CBOEM TBOPUYECTBE IIPUH-
LIAINIa HAalMOHAJIBHOIO NHUChbMa, LIEJEHAIPABICHHO
CTPEMSICh BbIPAa3UTh B HEM KUTANUCKUN cTUIIb. B ero

U B Kaxzaou Bapuauuu. Ilocnepona-

~ TEIHHOCTh OECTIPEPHIBHO MOIYIIUPYET
4+2+8 a
TTan A lllan B OJHOMMCHHBIC TOHAJIBHOCTH, HpI/I

3TOM JIaJI0Basi CTPYKTypa KaKAOH W3
Bapuauui pasinyHa. 3BECTHBIA My-
3p1koBe] [0 Xo4y nman maHHOM OCOOGEHHOCTH Ciie-
Oyronyto oneHky: «Tema “CmeHBI IBOPIIOB” HE
SIBJISIETCS. YEM-TO HOBBIM WM peAkuM. Ho e€ HoBuU3-
Ha ¥ YHUKAJIBHOCTh B JIaHHOW IMbECE 3aKIII0YaeTCs
B HCIONB30BAaHMM TMpHEMA MOCIEA0BaTEIHLHON
cMeHbI (“‘CMeHBI TBOPIIOB”), HA OCHOBE KOTOPOTO
M CO37aroTCs Bapuaruu Ha temy» [8, ¢. 37]. Ilpo-
W3BEJCHNE, BBIJIEPKABIIECE HCIBITAHHE BPEMEHEM,
PacKpBIBaeT TaJIaHT KOMIIO3UTOPA, OTpaKas «ICH-
HOCTh HOBU3HBI U yHHMKalbHOCTH». HecMoTps Ha
Hebonpmol 006éM «Bapuanmii Ha Temy...», B HUX
«C TIOMOUIbIO HOBAaTOPCKOTO MpHEMa, BBIPAKEHHO-
ro B CIEU(PHUUECKOI JIaJIOBOH CTPYKTYpe BapHa-
LUH, PaCKPBIBAETCS CMBICI MTPOU3BEICHHS, B CBSI3U
C YeM OHO 3aciyXMBAaeT HaIlero oco0Ooro BHHMa-
HusA» [Tam ke, c. 38]. [lomoOHbI ycnex oObsICHA-
ercss TeM, 4ro Jlu MHxail npoBOAWI HOCTOSHHBIE
WCCIIEZIOBaHUS B 00JacTH TEOPUH KOMIIO3HMIIUU
Y TIOMCKa HOBBIX KOMIIO3UTOPCKHX MPHUEMOB, pea-
TU3ys NOJTyYeHHbIE 3HAHUS Ha TMPAKTHKE.
Komrmo3utop Taxske co31aéT MHOXKECTBO IPYTHX
SIPKUAX (OPTENTHAHHBIX POU3BEACHUH, CPEIH KOTO-
pBIX — crouThl «3o00mapk», «Co ciioB 0alyIIKn,
«llupkoBbie 3apHCOBKNY, Npemonus « TubdeTckmii
TaHe», IbeChbl «XOXKJAEHUE M0 KaHaTy», «Bblcokast
JyHa» ¥ TIp. DTH MPOU3BEIEHHUS B OIMHAKOBOM Mepe
JEMOHCTPHUPYIOT HHTEIJUIEKT KOMIIO3UTOPA, a TAKKe
JPyTUe 0COOCHHOCTH €0 JIUYHOCTH.
IMecun ¢ ¢doprenuaHHBIM CONPOBOXKICHUEM
3aHHMalT 0c000€ MECTO B TBOPYECTBE KOMIIO-
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3utopa. B Takux npousBeaeHusnX, Kak «Bbicokue
ropel Taim3e», «IIpuxogut depanby, «Adamy-
xan», «I[lox cepedpucteiM cBetom JlyHbD», «lao-
nutaity, «Bocxsanenue Keéntoi pexn», «SH baii-
Ja0» W JIPYrux, QOPTEIHAHHOE COMPOBOXKICHHE
¥ BOKaJIbHASI MApTHS MCKYCHO IOTOJHSIOT JIPYT
Ipyra, He yTpaunuBas Py 3TOM CBOEH MHAUBUIY-
ampHOCTH. CBekue oOpaswl, Ooraras rapMOHUS,
SICHBIE CJTOM MY3bIKaJIbHOM TKaHH, IPOCTOE UCIIOJ-
HEHHE — BCE 3TO JOCTaBISET YAOBOJILCTBHE KaK
BOKAJIHNCTY, TaK U akkoMmmaHuaropy. CTouT 0co6o
OTMETHUTH MPOU3BEJICHNUE B COTPOBOXKIACHUU POp-
TenuaHo noJ, Ha3BaHueMm «SH baiinao», kotopoe
HanOoJiee SIPKO MepenaéT BhIPA3UTEIIbHBIA MECT-
HBIM KOJIOPUT M HApPOIHBIN TyX. DTa mbeca SBIs-
eTcs TepeNoKeHWEM apuu u3 omepsl «/leBymika
¢ GeNBIMU BOJIOCAMU», KOTOPasi MPEACTaBIsIeT ca-
MO€ paHHEE CPaBHHUTEIHHO 3aKOHUYEHHOE IMPOU3-
BEJICHHE KPYITHON (POPMBI, OTHOCSIICECS K KAHPY
HOBOH KuTalcKoil onepsl. [lanHasa apusi, ocoOeH-
HO monroOuBIIAsCs MyONHMKe, HamucaHa aJis Oa-
putoHa. B Hell 00benMHEHBI My3bIKAJIbHAS U Apa-

MaTH4ecKasi COCTaBISIOIINE OTEPhI, B Pe3yIbTare
Yero BO3HMKAET CBEXKHI XyJ0’KECTBEHHBIH 00pa3s,
o0Jamaromuii SpKUMU YepTaMU COBPEMEHHOCTH
U HalMOHalbHOro Kosioputa. JIm MHxail B35 3a
OCHOBY CTWJIb OTIEphI, CBOEOOPa3HO «BOCCO37a-
Basi» mpowmsBeneHne. OH HamMcaad XyJZO0XKECTBEH-
HYIO TIECHIO, COCTOSIIIYIO U3 BCTYIUICHHS, 3aKIIIO-
YEHHs] U YETBIPEX BapUALUM, NPHU 3TOM MEXKIY
KOKIBIMH JBYMsI SMH30AaMH €CTh HEIMOBTOPS-
IOIIKeCcs] MHTEPIIONNH, Oiaromaps KOTOPBIM BCE
MIPOU3BEIEHNE TPOHUKHYTO €IUHBIM JTYXOM.
PaccmotpenHbie GpoprenruaHHble TIPOU3BEACHUS
HEecyT B ceOe HOBBIN 3BYKOBOH 3(h(eKT KUTalCKOTO
uzsniectsa. OHU Pa3HOOOPA3UIIN KOJIOPHUT TBOpUE-
CKOTO TT0JII KUTAHCKON MY3bIKH, CTUMYIHAPYS HallU-
OHAJIbHOE MY3bIKAJIbHOE HCKYCCTBO K aKTHBHOMY
pasButuio. JIlm Muaxair moOumics OOIBIIX YCIIEXOB
B oOmacty (opTenmmaHHOTO TBOPYECTBA, BHECS
OTPOMHBIN BKJIQJl B Pa3BUTHUE KUTANUCKONH MY3BIKH.
OnHOBpPEMEHHO OH 00OraTui U MUPOBYIO (opre-
MaHHYIo cepy, YTO CTaJO CIEACTBHEM BBIXOAA Ha
MEKIYHAPOJIHYIO apEHY KHUTAWCKON MY3BIKH.

< MPUMEMAHUA (<

! B MenofiMKe MEHTATOHHOTO JIaJia CYHIeCTBYET pas-

JUYME MEXITY OCHOBHBIM U BCIIOMOTATENILHBIM TOHAMH.
OcHoBHBIC TOHBI — TOHBI TIeHTaToHuKU C, G, D, A, E, Ta-
KUM 00pa3oM, BcriomorarenbHbie — F u B. 31ech rmaBHOM
mpoOIeMoil SABJSIETCSI COYETaHWE TMEHTATOHHOM TapMo-

HUYECKOM CTPYKTYPBl C Ma)KOPO-MUHOPHOW CUCTEMOMH,
OCHOBAaHHOH Ha TPE3BYUHSIX.

2 Tlompa3yMeBaloTCs HCIOJIb3yeMbIE B IIPOM3BEIC-
HUU Pa3IU4YHBIC HCIOJHUTEIIBCKUE NIPUEMBI JUIsl BBIpaA-
JKECHUS 3MOLMOHAJILHOTO COAEPKAHUSL.
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TpaHckpunuuu xopeorpacpmnueckux oopasos M. lNMetuna
B 6arete C. lNpokocbeBa «3oayLuKa»

B crarbe paccmarpuBaetcs nocienuuid 6aner Ceprest [IpokodneBa «3omyinkay, riae KOMIO3UTOP 00pariaeTcs
K CTWIIO akajemMuueckoro Oanera Mapuyca Ilernna. BuepBeie B cBoéM OanetHom TBOpuecTBe I[IpokodbeB
BBICTPAWBACT KOMITO3UIIUIO IO TUITY KITACCUUCCKUX CIICKTaKJICii: ¢ JACJICHHUCM Ha aKThI C 06513aTeJ'leI)IM BKJIIOYCHHUCM
KJIIaCCUYCCKUX, HICTOPUICCKUX U XapaKTCPHBIX CIOUT. O]IHaKO B COOTBCTCTBUU C CO6CTBCHH])IM CTHUJIEM, KOMIIO3UTOP
WPOHHU3MPYET HaJ MOJIEIbIO aKaJeMHUYECKOTO OajieTa, BRBICMENBAast HE CTOJIBKO «CTapblil» 0ajer, CKOJIbKO Apambaner
— ouuMaNbHBINA KaHP COBETCKOTO MY3BIKaJBHOTO TeaTpa, Iiie ACHCTBOBaJ PYTUHHBIM NMPUHIUI UCIIOJIb30BaHUS
Ia0JIOHHBIX PUTMHUYECKHX PUCYHKOB. TpanuioHHble pUTMO(OPMYIBI IPYU 3TOM YacTO MPOTHBOPEUMIH 00pazam
repoeB OaJeTHOH JpaMbl.

Kanowns! 6aneroB [leTuna ucrnosb3yoTcs B ApaMaTypruu «30IyLIKU» IS BOIUIOIIEHUsT 00pa30B KOPOJIEBCKOTO
nBopa. B omimume ot Mupa niyOOKHMX YyBCTB IVIaBHOW IepOMHU, B €€ OKPYKEHHUHU BBIACISETCS YOIMOPHOCTh U
XOJIOIHOCTh — KayeCcTBa, ONpeeNsBIIne CTHIb crekTakiei [letuna B GanerHom tearpe. Kiaccuueckue TaHIbI
B Oanere [Ipoko(dhbeBa MOAyYarOT KOMUYCCKHI OTTEHOK Oyiarofapsi AepopMaiii UX KaHPOBBIX PUTMOGOPMYIIL.
OOBbEKTOM HMPOHMHM KOMIIO3UTOpa BBICTYINAIOT MHOTHE H3BECTHBIE XOopeorpaduyeckue HOMepa CHEKTaKiel
Iletuna.

KnroueBrie cioBa: 6anerst Cepres IIpokodneBa, Mapuyc Ilernmna, akanemudeckuit 6aner, 6aner «3omymkay,
KOMHYECKOE B MY3BbIKE.

Jna yumuposanusa: I'anatuaa A. B. Tpanckpunuum xopeorpadudeckux odopazoB M. Ileruma B Oamere
C. Ilpoxodnena «3omymmkay // [Ipobaemsr Mmy3sikanbHOM Haykn. 2018. Ne 2. C. 118-123.
DOI: 10.17674/1997-0854.2018.2.118-123.

ANNA V. GALYATINA

Magnitogorsk State M. 1. Glinka Conservatory (Academy), Magnitogorsk, Russia
ORCID: 0000-0003-1685-8469, agalyatina@74.ru

Transcription of Maruis Petipa’s Choreographic Images
in Sergei Prokofiev’s Ballet “Cinderella”

The article examines Sergei Prokofiev’s last ballet “Cinderella,” where the composer turns to the style of
the academic ballet of Marius Petipa. For the first time in his ballet output Prokofiev builds the composition
according to the type of classical performances: with division into acts with incumbent inclusion of classical,
historical and characteristic suites. However, in correspondence with his own style, the composer expresses
irony over the model of the academic ballet, mocking not as much the “old” ballet as the dramballet (dramatic
ballet) — the official genre of Soviet musical theater, where there was a routine principle of use of conventional
rhythmic patterns. At the same time, the traditional rhythmic formulas frequently contradicted the images of the
protagonists of the ballet drama.

The canons of the ballets of Petipa are employed in the dramaturgy of “Cinderella” for demonstration of
images of the royal court. Unlike the world of profound feelings of the main heroine, her surroundings are marked
by primness and coldness — qualities which determined the style of Petipa’s performances in ballet theater. The
classical dances in Prokofiev’s ballet obtain a comical tint as the result of deformation of their genre-related rhythmic
formulas. The object of the composer’s irony is demonstrated by many well-known choreographic numbers of
Petipa’s performances.
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tBopuectBe Cepresi [IpokodbeBa mocien-

HAN Oaner «30iyIIKay BBIACISICTCS CPEIu

JIpyTUX COYMHEHUH 3TOTO XaHpa. Ecim npe-
JBIIYIINE ECTh OANETOB JIOMAaIH YCTOH OalIeTHOM
MY3BIKH, TO B «30JIyIIKEe» KOMIIO3UTOpP BO3Bpalla-
ercs Kk HopMaMm XIX Beka. «S mucan “3omymky”
B TPaJWIUAX CTAPOr0 KIACCHYECKOro Oayeray, —
ykaspiBaet C. [Ipokodses (uut. mmo: [3, c. 221]). On-
HAKO O0CTAETCsI HESICHBIM, Ha CTHIIb KAKOTO «CTapOoro
Oaneray — KJIACCHYECKOTO WJIM POMAaHTHYECKOTO —
omHpacs KOMIO3UTOP, CO3/aBast «30IYIIKY».

Yrtounenne BHOCUT nubpertuct H. Bomo-
KoB'. B mpeancioBun K THOPETTO «30IYIIKH» OH
numeT: «MHe Ka3ajJoch, 4TO pycCKoMy Oaiery
CTOUT BCIIOMHHUTH O 30JyIIKE €€ U TTOTOMY, 9TO
B paboTe HaJ ATUM CIO)KETOM MBI CyMeeM KOC-
HYTHCSl TPaJULUN PYCCKOM KJacCUYECKOU Xope-
orpaduu, CO3AaHHBIX U YKa3aHHBIX HAM BEITUKUM
YaiikoBckuM, ocoberHO B ero “Crsmei kpaca-
BuIe”» (ut. mo: [5, c. 88]). JanHbrii KOMMeHTa-
pYii OTCBUTIAeT K KaHPY aKaJeMHUYECKOro Oajera
«3noxu Ilerumnay.

Hespumoe npucyrcrsue M. Ileruna oumyrtu-
Mo B Oanete «3omymkay. [lepBoe, a0 00HAPYXH-
BaeT €ro CTWJIb — ATo Bo3BpamnieHue [Ipokodrepa
K KOMITO3HIIHH aKaJeMUYEeCKOTO Oajiera, cTaBIiei
BU3UTHON Kaproukod I[letmmna. Tak, «3omymrka»
COCTOHUT W3 TPEX aKTOB C O0sA3aTEITHHBIMH CIOH-
TaMH BHYTPH WU JUBEPTHCMEHTOM B IOCIETHEM
u3 HUX. B Ganere mpucyTCTByeT M XapaKTepHas
xopeorpadudueckass ¢GopmMa — KIACCHUYECKHI
TaHIleBaJIbHBIN UK. Eciin ydecTh, 4TO KOMIIO-
3UTOp paHee HE MCIOJB30Bal B OANETHBIX COUYH-
HEHHSIX NMOJ00HBIX (GopM, TO oOpalieHne K HUM
B «30JyIIKE» AEMOHCTPUPYET YCTAHOBKY KOMIIO-
3UTOpa Ha aBTOPCKUH CTHIIb MacTepa UMIIEPaTop-
cKoro Oanera.

[pu stom Ilporkodner obOpamiaercss K KaHPO-
BO-CTHJIEBBIM 3aKOHOMEPHOCTSIM ~ KJIACCHYECKOTO
Oanera ¢ moneit mponnu. Kommosurop momurydun-
BaeT HaJl CTepeoTUnamMu 0anetoB «3moxu [lerumay:
MIPEXAE BCEro, HaJ MY3BIKaJbHO-CTHIUCTHYECKU-
Mu HopMmamu OaneroB JI. Munkyca, Y. Ilynn, HO

TaK)X€ W HaJl HEKOTOPHIMH M3BECTHBIMU CIIEHWYE-
CKMMM HOMepamu noctaHoBok Ilerumna. Komnosu-
TOp «UTPAET» C MY3bIKAIbHBIMH MOJEIAMHU aKaje-
MUYECKOTo Oanera.

CyObeKTHBHON NPUYMHOW IMapoOAHPOBAHUSA U
«Tepenpa3sHUBaHUA» KIACCHUYECKHX HOpM B Oa-
nere «3onymika» ctayno oTHouieHue [IpoxodbeBa
K mabigoHaM W cTaHAapraM. B mociemnem 6anert-
HOM TIPOM3BENEHUN KOMIIO3UTOpP CMeEETCs He Hal
reposimu ckasku III. Tleppo, a HaJL 3CTETUKON «CTa-
peix» OaneroB. Tounee, Ganeros I[lerumia, HOPMBI
CTHJISL KOTOPOTO TIO/IBEPTAINCH KPUTHKE B MEPBOI
nojaoBuHe XX BEKa, XOTAd €UI€ HEBOJbHO U IpH-
CYTCTBOBAJIM B JApamOajere — IJIaBHOM OaJeTHOM
*aHpe coBerckoro Tearpa’. ITo cimosam T. A. Tops-
4eBOH, «Iporecc “BecEioro paccraBaHus” MY3bI-
KaJIbHOTO MCKYCCTBa CO CBOMM MPOILIBIM CHEIal
KOMHMYECKOE aKTyaJIbHOM ACTETUUECKOM KaTeropueit
MY3BIKH 3TOTO Tiepuoga» [2, c. 18].

OO0beKkToM TaponupoBaHHS B 0Oanere cTaHo-
BATCSI HE TOJNBKO aKaJeMHYECKHE KaHOHBI TaHIIA,
HO W MY3BIKaJIbHBIA S3bIK. «KapauHambHBIM 10-
CTOMHCTBOM (WJIM MOPOKOM, €CIIH XOTHUTE) MOEH
YKU3HH BCerna ObIIM MOUCKH OPUTHHAIBHOTO, CBO-
€ro My3bIKaJbHOTO S3bIKa. Sl HEHaBMXKY MOApaXKa-
HUeE, s HEHAaBWXY HM30WUTHIE MPUEMBDY, — 3aMedall
[Ipoxodres (uut. mo: [7, c. 3]). To xe MOXHO cKa-
3aTh 0 MPOKO(MBEBCKOH OaJeTHOI My3bIKe, Te KO-
MH3M JOCTHTaeTCid HECOOTBETCTBHEM KaHOHU3H-
POBaHHBIX MY3BIKaJIbHO-BBIPA3UTEIBHBIX CPEICTB
peanpHOM CLEHWYEeCKOW CHUTyalluH WM aMIlIya
reposi. CTONKHOBEHHE (HECOOTBETCTBHE) Pa3HBIX
YpOBHEHN MY3bIKaJbHOTO TeKcTa (putModopmyna
— XaHp, )XKaHp — UHTOHAITUA) cO3MaET dh(DEKT Be-
Cebsl.

lyTnuBHIi TOH MO/Ia49H CTUJIEBBIX HOPM Oalte-
ToB Iletnmna, 6e3yCIOBHO, HMEET U JApaMarypru-
yeckoe 3HaYeHue. Tak, Ipu MOMOIIH JehOopMUpo-
BaHHBIX OAJETHBIX (QOPMYI KOMIIO3HTOP CO3JAET
chepy 00pa3oB, TPOTHBOIIOJIOKHBIX 30JYIIKE.
Ecau B mokase mmaBHoO# repounu I[Ipoxodnen
CTpEeMMWJICSl Tepenarbh 4YyBCTBa, TO B OOIIECTBE,
e€ OKpyxaromeM, — OecyyBCTBHE, YOIOPHOCTb.
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VMeHHO 3TH MPHU3HAKK 3aKPENMINCh y JedaTenei
OanetHoro tearpa XX Beka 3a cmekTtakisimu Ile-
THWIIa, TIOCTABICHHBIMU IO MPaBHJIaM aKaJeMH3-
Ma’. B HUX «Oelblii» CTUIIb KIIACCHYECKOTO TaHIIa
Ka3aJcs «0e39MOIMOHAIBHBIM.

Jns moaTBepKIeHNs CKa3aHHOTO 0oOpaTumcs
K aHanm3y OaneTHOW My3bIku. Ho mpexme ompe-
JeNUM  CIOCOOBI  MPOSIBIIGHUS KOMHYECKOTO.
Komuyeckoe B My3bIKe HCCIEAYyeTCS B TpyAax
b. boponuna [1], T. I'opsaesoit [2], A. Kopobo-
Boit [6], O. ComomonoBoM [9]. ABTOpHI BBIIECIISI-
IOT YCTOSIBIIMECS S3BIKOBBIE CPEIACTBA MPOSBIIE-
HHSI KOMHUYECKOTO: JKaHp CKEpIo, 3a0CTPEHHBIC
aKIICHTHI, IIOBTOPHOCTh PETUInK, 3 dexT Heoxu-
JAHHOCTH, TPOTHUBOIIOCTABICHUE, TNPUMHUTHBU-
3anus  MY3BIKaJbHO-BBIPA3UTENbHBIX CPEACTB,
HCKa)XeHHE HOPM KIACCHYECKOTO0 MY3BIKaJIbHO-
ro si3pIKa U apyrue. s Toro 9ToOBl 0CO3HATH U
BBIIBUTH MOJIYCHI KOMHYECKOTO B MY3BIKE, HEOO-
XOAMMO COMOCTaBUThH >KAHPOBO-CTUJIEBBIE, KOM-
MTO3UIIMNOHHBIE, ICTETUIECKHUE, I3BIKOBBIEC TapaMe-
TPBI MPOU3BEACHUSA C KJIIACCHYECKIUMU o0pa3amMu
(cMm.: [6]).

Tak, B «30mymike» HapyIIaeTrcs MOpsIoK HO-
MEpOB KJIACCHYECKOTO TaHIeBaJbHOTO nukma. OH
Ha4MHAETCS C BapHalyil, HOABOIAIINX K AJaXHO,
a 3aBepmaerca Kopoil. BHyTpu TaHLEBaJIbHBIX
LWKJIOB KOMIIO3UTOP HCIIOJIb3YET THUIIWYHBIC IS
«cTappix OaneToB» xaHpoBble (opmynsl. Hampu-
MEp, B IEPBOM JeNCcTBUM Bo3HUKAET TaHel «Ilaze-
manby» (TaHer c¢ mainsio). CaMo Ha3BaHHWE TaHIE-
BaJIbHOTO HOMEpa YK€ yKa3bIBaeT HAa MPOHUYHOE
OTHOIICHHWE aBTOpa K TpaAWIHOHHOMY Pas de
Chdle. B mMy3bIKe BMECTO JETKOTO, BO3IYIIHOTO
TaHIa MepeJl CIYIIAaTeNIMA BOSHUKACT «KOJIOUEe»
cKep1i0. MpoHMs KOMITO3UTOpPa pacTIpoCTPaHIETCs
3/1eCh Ha TUIIWYHBIC IS )KEHCKOTO TaHIa PUTMO-
(hopMyIBI TTONBKM M BaJibca C WX HEOXKHIAHHBIM
cornocraBieHnrneM. OCHOBY TaHIa MPEICTaBISAET
CKEpIIO B OBICTPOM TEMIIE, C MEIKUMH JIITUTEIIHHO-
CTSIMH U CKauK000pa3Hoit Menoaneii. Putm monsku
IPH ATOM TIepefaéT He JIEBUYbI0 MTPUBOCTH 00-
pasa, Kak 3TO OOBIYHO HCIIONH30BAIOCH B BBIXO-
HBIX BapHalusax conuctok B Oamerax M. Ileruma,
JI. IBaHoBa, HaNIpOTUB, OH IPUJAET TaHIy YIJIOBa-
tocTh. [IpuMuTHBHAS Qopmyna Basibca, IpoOuBa-
FOIIAsICS CKBO3h CKEPIIO, OOPHCOBBIBACT TPyOOBa-
ThIE MAHEPHhI CECTED.

Hapg tunmuneiMu B xopeorpaduu [lermma
MPBDKKaMH  OaleprH, 3a49acTyi0 HE CBSI3aHHBIMHU
¢ 00pa3oM, KOMITO3UTOP CMEETCS B BapHalluH «Xy-
JplIKW». «HecypasHocTh» npblKKOB B TaH1e [Ipo-

ko(beB moguépkrBaeT puTMOQOPMYIION CTAPUHHOM
JKUTH, CTWIMCTUYECKH IPOTUBOPEYAILEH My3bIKE
1 xopeorpadun akageMu3ma.

B «Bapuanun KyOsimkmy» mokasaHa yrioBaras
[IJJACTUKA T€POMHHM, CTPEMSLIEICS K U3BICKAHHOMY
taniy. [ImaBHOE ABIKEHHE HapyIIaeTcs: 6marogaps
TOMY, YTO PUTM BaJIbCA BO3ZHUKAECT BHOBb U BHOBb,
nepeOuBaeMblil  pa3TUYHBIMH  HETaHIIEBAJIHLHBIMU
PUTMHYECKUMH 000POTaMHU.

[IpokodpbeB B «3o0iymike» HIYTUT HAJ HEKO-
TOPBIMH KOHKpPETHBIMH HOMepamu OanetoB lle-
tuna. Komno3urop co3naér 3ByKOBBIE CHUMBOJIBI,
OTCHITAIONINE CIymaTeas K BH3yalbHBIM 00pa-
3aM [9], B aHHOM cilydae, XopeorpapuuecKuM
«M3IOMHUHKaM» MacTepa MMIIEpaTOpPCKOro Oarnera.
Hanpumep, «TaHen kaBajiepoB» U3 BTOPOrO akTa
HampaBiIseT ciaymarened K «Amaxuo ABpPOpPHI
C YeTHIphbMS KaBasepamu» Hu3 Oanera «Crsmias
kpacasuma» II. YaiikoBckoro. B obomx cmydasx
MPOCTYMAaeT TOP>KECTBEHHBIN TOH, HO PUTM Oyppe
B My3bike [IpokodreBa npeyBenuunBaeT Y4ETKOCTh
W MaHEpHOCTh TaHIIEBAJLHOrO 00pa3a, HeoOXo-
JUMBIE JUISI KJJACCUYECKUX ABUKEHUN B MY’KCKOM
TaHLEe BTOpoM 1monoBuHbl XIX Beka.

«Bapuauuu mjisi 4eThlp€X TAHUOBIIMKOB» U3
Oanera «Paiimonma» A. Ina3zyHoBa cTaHOBSTCS
06bexToM upoHnU B «TaHIe 4eThIpéX CBEpCTHHU-
koB» IIpokodrera. Jlannsiii Homep v IleTumna BEI-
nensiics Ha poHe MHOKECTBa KEHCKHX BapHalui.
3nech My>KCKOW TaHeI] BHOBb 3asBJISIJI CBOM IpaBa
Ha TIEpBEHCTBO, KoTopoe B XIX Beke ObLIO yTpa-
YEHO B CBS3U C TIIaBEHCTBOM POJM IIpUMa-0aiepu-
Hbl. Kommno3uTop oOpamaercs B My3bIKe K MOAETH
xopeorpaduu My>XCKUX BapHalii — ¢ 00g3aTenb-
HBIMU IPBDKKaMHU, KOTOPBIMH ILETOJISUIM HCIIOJ-
Hutenu y Iletuna, nopoil Hapymas LENOCTHOCTh
xopeorpaduu. MOMEHT HpPBDKKAa B MY3BIKE MYXK-
CKHX BapHallfil «CTaphIX 0aIeTOB» 9acTO KOOPIH-
HHUPOBAJICA IYHKTUPHONH PUTMHUYECKON TpYyNIO.
B «3onymke» myHKTUPHBIH PUTM THIIEPOOIN3N-
POBaH: OH IPUXOAMUTCSH HA KLKIYIO U3 YETBIPEX
JI0JIEH, CIIOBHO TaHEI] JOJDKEH COCTOSITh TOJBKO U3
OJTHUX TIPBIKKOB.

OO0s3aTeIbHBIMA  COCTABIISIIOIIMMH  aKaJIeMU-
YecKnX OaJIeTOB BBICTYNAJIH HCTOPHUKO-OBITOBBIE
M XapakTepHbIE CIOMTHL. BTOpoil akT «30IymIkm»
TaK ke, KaKk U BTOpO# akT «Crsrieit KpacaBHIIbD»,
HAa4YMHAETCS C HCTOPUKO-OBITOBOM cromThl. IIpo-
Ko(bEeB UCTONB3YET B HEW pUTMO(OPMYIBI CTa-
pUHHBIX TaHUEB. B «IIpuaBopHOM TaHLE» MOXKHO
yrajgarb puT™M ajuieMa"asl. Ho OH npucyTcTByeT
B CKPBITOM BHU/JIE, IPOSBIISISICH TOJIBKO B MEJIOAHM.
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[TapamnensHO pUTMY CTapUHHOTO TaHIIA BO3HUKA-
et put™ rajiomna (¢ mudps 134), yto co3aalT KO-
Mudeckuid 3G EKT.

Tpamunuonnyro s lIlernna XapakTepHyro
ctouty [IpokodbeB BBOIUT B TOCIEAHEM aKTe.
1 31ech KOMIO3UTOp HapyuiaeT €€ 1eI0CTHOCTb,
MIPOHMU3BIBAS TAHLBI CIOUTHI PUTMOM Tanona (IBu-
JKEHHE KOTOporo oToOpakaer moucku Ilpun-
neM 3omymku). Cionta 0oOHapy>KUBAET CXOJCTBO
c TaHmamMu HeBecT u3 «JlebemuHoro ozepay,
«lenkynunkay: B «CoOna3He» u300pakaeTcs
HCITAaHCKas HeBeCTa, B « OprueHTaIum» — apabckas.
B «Cobnazue» [IpokodhbeB He HCIONB3YyET PHUT-
MOQOpMYIIBl TIpUBBIYHOTO st OanetoB IleTmma
6onepo. My3bIKa JHIIEHa TUOUYHBIX HCIAHCKUX
TaHIEBaIbHBIX pUTMOQopmyin. Mcnanckuii xoio-
puT co3naércs Gmarogaps 1axy — UCIIOJIb30BAHUIO
IT Husko#t crynenu. IlpucyTcTBYeT TakKe XKaHpO-
BBl HAMEK Ha CEPEHAly B IIEPBOM YAaCTH U PUTMO-
(dhopmyina ranmona — Bo Bropoi. CepeHaza (TaHely
MEepPBOM MMaphl) yTaablBacTCsA 3a CUET 3BYUaAHUMH,
UMUTHPYIOIINX TUTApy: JBIKEHHS MO 3ByKam
Pa3JIOKEHHBIX AKKOPAOB, KBHHTOJEH W CEKCTO-
Jeil Meno Uy, MoJ0OHBIM TUTAPHBIM TIepedopam.
Takue npuémel B IEPBOM pa3lielie U SHEPTUUHBIN
PWTM Tanora BO BTOPOM CO3Jal0T NCKYCCTBEHHBIN
o0pa3 cTpacTHBIX UCMIAHCKUX TaHIeB OaneToB [le-
THUIIA.

[Togo0OHO TOMY, Kak 3T0 mpoucxoauT B «Il{en-
KyH4HKe», B «Cobnazne» [IpokodpreBa putmude-
CKOE OCTHHATO (JBH)KEHUE QUTYpallUid IeCTHA-
[aTBIMHA B MEJIONHMH) HApYyIIAaeTCs BKIIOYECHHEM
reMHUOJIBI, YTO 00pazyeT 3PQdeKT HEeOoXUJIAHHO-
CTH.

Tpamummonnséi s Hadana OaneroB Iletm-
ma Mapm 3aMeHEH B «30IIyIIKe» BO BCTYIUIEHUH
¥ Ha4YaJBHBIX HOMEpax IraBoToM, emé Ooiee cro-
COOCTBYIOLTNM Nepeaade YOMOPHOTO CTHIIA KIacCh-
yeckux 6aneToB. Beixos repoeB B mocienHeM Jeii-
cTBUM Beeraa y [leTnma HaunHamncs Takke ¢ Mapiia,
HO IIpoko(hbeB BeIOHpaET rajion — 0oee MmoaAXoIs-

KN 7151 Iepeauy MO-F0HOIIECKHA CTPEMUTEIBHBIX
nraroB HpI/IHIla, a HC MCIJICHHOT'O IECTBUA KOPO-
JIEBCKOH CEMbBH, 3aBEPIIAIOIIETO HMIIEPAaTOPCKUe
OaneTsl.

B «3omymke», kak Bugum, lIpokodreB komu-
YeCcKH mpenomMisieT ctuip OaneroB Iletuna mms
BOIUIOLIEHUSI 00pa30B, XapaKTEPU3YIOMINX KOPO-
JICBCKUM J1BOpP. bBeCuyBCTBEHHOCTb OKpYKEHHS
KOPOJIsd HOI[T-IépKI/IBaeTCSI YCTOABUIMMUCA DJICMCH-
TaMH MY3BIKQJIBHOI'O0 CTUJIA aKaACMHYCCKOT'O Oa-
JieTa W, MPekae BCEro, 4epe3 MPHUHIIMIT CO3JaHus
OasleTHON My3BIKM Ha OCHOBE 3aKPEIUIEHHBIX 3a
psAOM TaHLEBAIBLHBIX HOMEPOB >XaHPOBBIX PHUT-
Modopmyn. Monenu kinaccuaeckoro 6anera Ipo-
KO(i)BeB IIOMCIIACT B HOBBII KOHTCKCT, HUCIIOJIb3Ys
MY3bIKaJIbHO-BBIPA3UTEIbHBIE CPEACTBA, Hapylla-
OIUe CTECPCOTUIILI pPITMPI‘IeCKOfI opraHu3anuu
TaHueB. B pesynbTare TpagulIMOHHBIE PUTMO-
(hopmyBl Bapuanmii mepecTaroT HECTH ITIaBHYIO
(YyHKIIMIO: KOOPIWHALUWN MY3BIKH W JIBH)KEHUS.
OHu «MenpKaloT» Ha (OHE TaKWX HETPaJAUIIHOH-
HBIX TaHIIEBAJIBHBIX HOMEPOB, KaK rajoll, CKepLo,
MPOHU3BIBAIOIINX MY3bIKy Oajera ¥ NpUIaroIInX
€My KOMHYECKHUU XapakTep.

Komno3utop BelcMEMBAET PYTHUHHBIN IPHUHIIMII
CO3JaHUA MY3BIKU IJIA OaJIETHOTO CIIEKTAKIISI — HE
TOJIBKO AaKaJIeMHYECKOTO0, HO COBPEMEHHOTO €My
npambanera, TIe OJHH U TE€ )K€ PUTMUYECKUE PU-
CYHKH KaK MO IabJIoHy MEepeHOCHUIINCh U3 OJHOTO
banera B npyroii. Kpome my3siku 6aneros [letnma,
[oJie KPUTHKU CO CTOPOHBI KOMIIO3UTOpA PacIpo-
CTpaHseTCsl Ha I1a0JOHBI xopeorpaduu — 00s3a-
TCJIBHBIC UIA pAAa TaHLCB THUIIbI IBUXCHHUA, 4aCTO
He uMeromue o0pa3Horo 3HadeHus. | umepbonmza-
Uel Kakoi-1u00 puTMOQPOMYJIBI TaHIA, 32 KOTO-
poit B xopeorpaduu 3aKpEHWICsS OMPeAcIIEHHBII
PUCYHOK JBHXEHHS, KOMIIO3UTOP IOMYEPKUBAET
MEXaHUCTHUYHOCTh OajeTHoi rpaduku. Bcé sto
CITY>)KAT H300paXKeHHEM YOTIOPHOCTH U XOJIOAHOCTH
KOPOJIEBCKOTO ABOPA, KOHTPACTUPYIOIIETO C )KUBOM,
YyBCTBEHHOW 30TYIIIKOM.

< MPUMEMAHUA (<

' Heobxomumo orMeTuth, uto C. IIpokodneB pabo-

Tan Hajg «30JYLIKOW» C HECKOJbKUMH Oanermeicrepa-
mu: cHavyana ¢ B. YaOykuanwu, 3atrem ¢ K. CepreeBbim.
ITocranoska xe P. 3axaposa B 1945 roay ocymiectsius-
Jach Ha YK€ TOTOBYIO MY3BIKY.
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otHOocwnch K Hemy C. srunes (cm.: [4]), M. @okun
n A. Topckuii. Ix TBopuecTBO OBIJIO HANPaBJICHO IPO-
THB HEYKOCHHUTENBHBIX TPABUII aKaIEMHYECKHUX OaIeTOB.
Oty ke muHHIo B 1920-x romax yxe COBETCKOTo nepuosaa
npopomxun K. I'oneii3oBckuid, TBOPUBIIUI B NMPOTHBO-
Bec OonbimoMy OanieTy B jkaHpe MUHHATIOpPB. HOBBIH
B3I Ha Hacnenue [letuna chopmuposan @. Jlomyxos.
Boccranosnennsle uM cnekrakiu [letumna 6puth Teope-
THYECKH U3YUCHBI M CTAJIM HEKUM I1a0JIOHOM B CO3JIaHUH
HOBOTO ’kKaHpa COBETCKOTo Oajera — apambanera. B ném
HCIIONIb30BAINCH KOMITO3HUIIUS U (DOPMBI aKaJIeMUIeCKO-
ro Oainera, MOMEIIEHHBIC B HOBBIE YCIIOBUS TPAHCIISALIUH

aKTyalbHBIX JTUTEPATYPHBIX UCTOYHUKOB. Ho HHUKTO He
BUJIEN M HE XOTeIl BUJIETh NPSIMBIX CBSI3el COBETCKOTO Oa-
JeTa ¢ uMmrneparopckuM. [leTuna XoTs ¥ BCOOMHUIIHN, HO
Ha IbejiecTal 0ajaera He BO3HECIH.

3 Tak, kaura M. ®okuna HazeiBaercs «[IpoTus Te-
YEHUsI», TO €CTh MPOTUB cTwiIs OaneroB Ilerumna. B mpo-
THUBOBEC «0esoMy» OeCuyBCTBEHHOMY KJIACCHUECKOMY
TaHILy, SIBJSFOIIIEMYCsl OCHOBOH akaiemn3ma [lerumna, Oa-
neTMercTepsl B Hadase XX Beka BBICTYITHIIM CO CBOOOI-
HOMW IJIACTUKOM, TaHIIEM MOJEPH, OTKPBIBAIOIINUM NIEPE]
3pUTENSIMU CTUXUIO UyBCTB.
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CuHecTeTMYECKMH MOAXOA B Pa3BUTUNU XYAO0XKECTBEHHOIO BOCIpUATUA
CTYAEHTOB Ha 3aHATUAX MO (bOpMa/\bHOﬁ KOMMO3ULUUU

XyIOKECTBEHHOE BOCIPHATHE — IPOTHBOPEUMBBIA IPOIECC, OCHOBAHHBIM HAa EJWHCTBE PpalMOHAIBHO-
JIOTHYECKOTO M 3MOIMOHATIBHO-IyBCTBEHHOTO Hadasl. B CTaTbe M3JIOKEHAa METOAMKA Pa3BUTUS XYAOKECTBEHHOTO
BOCTIPHATHS CTYACHTOB Ha 3aHATHIX 10 (POPMAIBHON KOMITO3UIINH, OCHOBAaHHAsI HA CHHECTE3HMHU — 4Yepe3 oOpaieHne
K acCOLUanusIM, MEKCCHCOPHBIM aHAJIOTHSIM, BOSHUKAIOIIMM IIPH OXHOBPEMEHHOM BO3JEHCTBHH M300pa3UTEIHHOTO
HCKycCTBa M My3bIKH. [10mOGHBIN MeTOJ, ONMHMpAaromMiics Ha 3aKpeIUIeHHE IBETOBBIX aCCOIHAINK W Tapaieneit
MEXIy NMPOU3BEICHUSIMH JKUBOIICH M MY3bBIKH, MO3BOJSIET JOOHUTHCS LENOCTHOTO MPENCTABICHUSI 00 HCKYCCTBE,
PacKphITh €ro 00pa3Hyto npupoxay. ObpaiieHne K My3bIKe Ha 3aHATHSX CO CTyACHTaMH Xy 0>)KECTBEHHbIX HaIlPaBICHUN
PacKpBIBaET SMOLMOHATIBHYIO IPUPOAY HCKYCCTBA, CIIOCOOCTBYET YIITyOIEHHUIO TBOPIECKOTO MPOLIECCa, YCHINBAIOIIETO
BO3JICHCTBHE HCKYCCTBAa Ha JIMYHOCTh. AOCTPaKTHOE HCKYCCTBO, B YaCTHOCTH, a0CTPAKTHBIM SKCIIPECCHOHH3M,
JUpHYECKas aOCTPAKIUS HAXOIATCS OJIIKE BCEro K MY3bIKE 110 CTEIIEHH BO3JEHCTBHS HA TyBCTBA YEIOBEKA, 00IaJatoT
CIIOCOOHOCTBIO BBI3BIBATh CIIOXKHBIE, MHOTOCJIOIHBIE acconuanuy 0e3 KOHKpeTH3auuu oOpasza. ABTOPHI CTaTbu
MTOKA3BIBAIOT A(PPEKTUBHOCTh CHHECTETHYECKOTO MoAxXona B 00ydeHnH (popManbHOW KOMITO3HINH, ITO3BOJISIONIETO
CTYAEHTaM IPOYyBCTBOBATH, [IEPEKUTH IMOIIMOHAIFHOE COAEep)KaHNEe a0CTPaKTHON KapTUHBI. Pe3ymbraTrom o0ydeHus
SIBISIETCSl Pa3BUTUE Y CTYACHTOB CIIOCOOHOCTH K IIOJHOIIEHHOMY BOCIPHSTHIO M OIIGHKE MCKYCCTBA, a TaKXkKe
K CO3/IaHUIO SPKHX, BEIPA3UTEIBHBIX )KUBOIUCHBIX IIPON3BEICHAH.

KiroueBbie ¢lioBa: MOMUXYI0KECTBEHHOE BOCITUTAHHE, CHHECTE3MS, (hopMasbHast KOMITO3HUIINS, XyI0XKeCTBEHHBIN
00pa3, XyZ0KEeCTBEHHOE BOCTIPUSTHE, XYI0KECTBEHHO-TBOPIECKHE CITOCOOHOCTH.
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The Synesthetic Approach in the Development of Artistic Perception
in Students during Instruction in Formal Composition

Artistic perception is a contradictory process, based on the unity of the rational-logical and emotional-
sensuous elements. The article expounds a methodology of development of artistic perception of students during
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instruction in formal composition based on synesthesia — by turning to associations, intersensory analogies
occurring upon the simultaneous impact of the visual arts and music. Such a method, based on securing color
associations and parallels between works pertaining to the visual arts and music makes it possible to achieve
an integral perception of art and to disclose its image-related nature. Turning to music during instruction of
students of artistic directions reveals the emotional nature of art and aids the extension of the creative process
which strengthens the impact of art on personality. Abstract art, in particular, abstract expressionism, as well as
lyrical abstraction, is situated at the closest proximity to music in their level of impact on people’s feelings and
are capable of arousing complex multilayer associations without any concrete images. The authors of the article
show the effectiveness of the synesthetic approach in teaching formal composition, which enables the students
to feel through and live through the emotional content of an abstract picture. The result of this instruction is the
development in students of the capability of a full-fledged perception and evaluation of art, as well as in the

creation of bright, expressive works of visual art.

Keywords: poly-artistic upbringing, synesthesia, formal composition, artistic image, artistic perception, artistic

creative abilities.

For citation: Purik Elza E., Shakirova Marina G., Akhmadullin Mars L. The Synesthetic Approach in the
Development of Artistic Perception in Students during Instruction in Formal Composition. Problemy muzykal'noj
nauki/Music Scholarship. 2018. No. 2, pp. 124-132. DOI: 10.17674/1997-0854.2018.2.124-132.

YI0’)KECTBEHHOE BOCIPHITHE — IIPOLECC

[OCTHKEHUS IPOU3BENCHUS UCKYCCTBA, €r0

(OopMBI 1 BHYTPEHHETO TYXOBHOTO COJEp-
kaHus. CHOCOOHOCTH K aJIeKBaTHOMY BOCHPHUSATHIO
XyJOKECTBEHHBIX MPOU3BEICHUI TpeOyeT IeseHa-
MIPaBIECHHOTO OOYYEeHHS, PaCIINPEHNUS MIPeICTaBlIe-
HUIl 00 UCKYCCTBE U IEHCTBUTEIHHOCTH, Pa3BUTHUS
OT3BIBUMBOCTU K KpacoTe HMCKYCCTBA U IPHUPOJIBI,
MOHNMaHUs e€ 3akoHOMepHocTel. CylTHOCTh JaH-
HOTO BOCIPHUATUS 3aKJII0YAECTCS B NOCTHKCHHUH XYy-
JI0KECTBEHHO-00pa3HOM MPHUPOIBI MCKYCCTBA, MO-
CKOJIBKY 00pa3 sIBISIETCS €ro KIFOUYEBBIM ITOHITHEM.
['maBHas 11€M1b M CMBICH JIIO00TO UCKYCCTBA COCTOAT
B 3CTETHYECKOM OTOOpaXeHNH JIEHCTBUTEIHHOCTH,
a CIIOCOOHOCTh K €ro TOHWMAaHHIO MOXET OBITh
chopMHpOBaHa TOJNBKO Yepe3 OCO3HAHWE IUIACTH-
YECKOTO SI3bIKa, CPEJICTB, KOTOPBIMU ONIEPUPYET XYy-
JIO’)KHUK, U TOIO COIAEP’KaHUS, YTO 3aJI0KEHO B OC-
HOBY IIPOU3BEACHMUSL.

ITo3HaBaTenbHBIN O CBOEH MPUPOE MPOLECC
XYJIO’)KECTBEHHOI'O BOCIIPUSITUS OCYLIECTBIISIETCS
Onaronaps paboTe pa3InYHbIX aHAIM3aTOPOB — 3PH-
TEJNBHBIX, OCSA3aTeNbHBIX, €CIA peub UAET 00 M30-
Opa3uTeNbHOM HCKYCCTBE, M CIYXOBBIX, €CIIH TO-
BOPHUTH 0 My3bIKe. Bocrpusitie nckyccta Tpedyer
AKTUBHOW PabOThI MHOTHX MEXaHH3MOB TICHXUKH:
SMOLIMOHAJIBHO-UYBCTBEHHBIX M HWHTEIUIEKTYallb-
HBIX, a TaK)K€ PENPOAYKTUBHBIX, OCHOBAHHBIX Ha
HETMOCPEICTBEHHOM OTPa)XeHUH, U MPOAYKTUBHBIX,
OCHOBAHHBIX Ha BOOOpaKEHHUH, MPHUYEM UX COOTHO-
IIIEHHE Ha Pa3HBIX YPOBHAX BOCHIPHUATHS OTINYAET-
csi. B akre BOCHpUSTHS NPOU3BENEHUS HCKYCCTBA

n300pa3HuTeNbHBIE CPEJCTBA TPaHC(HOPMHUPYIOTCS
B OMOIMOHAIILHO-BBIPA3UTENbHBIE. VIMEHHO TO-
9ToMy (hopMa XYIOKECTBEHHOTO TPOU3BEICHHUS
(KOMITO3UIINSA, PUTM, IIBET U T. J.) CIUTa BOCIUHO
C ero copep)kaHreM (CIOKETOM, HIeeH, IyBCTBOM,
HacTPOEHHEM).

Pa3zBuTne CrnocoOHOCTH K TOJHOIEHHOMY
BOCIIPUATHIO UCKyccTBa, o MHeHH0 b. II. FOco-
Ba, OCHOBAaHO HA IIOHUMAaHHM TPEXCTYIIEHYATOMN
CTPYKTYpPBI 3TOTO TpOIecca, MPEIOKEHHOH UM
n ero kxomieramu no HHNHM XynoxecTBEHHOTO
pocruTannst AITH CCCP emié B 80-¢ romer XX
Beka. CTpyKTypa XyJ0KECTBEHHOTO BOCIPHUSTHS,
COTJIACHO 3TOMY HCCIIEOBAaHHUIO, BKIIIOYAET TPHU
acrmeKkTa: BO-TIEPBBIX, MO3HABATEIbHBIM — TO €CTh
3arac 3HaHUH, IpeICcTaBIeHU 1 00pa30B, XyIoXKe-
CTBEHHYIO dPYIUIUIO (3HAHUS 110 TEOPUU H HCTO-
PHUH UCKYCCTBA, (POpMalibHbIC 3HAHMUS); BO-BTOPHIX,
CEHCOPHO-3MOIIMOHAIBHBI — TO €CTh OT3BIBYH-
BOCTh Ha 3JIEMEHTHI (POPMBI IPOHU3BEICHUS U €TO
cofiepaHus (OT3BIBYMBOCTD Ha SI3BIK MCKYCCTBA,
4yBCcTBO (OPMBI, PUTMa, TAPMOHUH, NOHUMAaHHE
COJICpKaHHs MPOU3BENCHUS); U B-TPETHUX, HPAB-
CTBEHHO-BOJIEBOU, a(eKTUBHBIN acCIeKT — cole-
peXuBaHUE, yMEHHUE BbIpaKaTh CBOE CyKJaeHue 00
uckyccTBe (00IIeHUe 110 TIOBOJLy UCKYCCTBA, CYOb-
E€KTUBHOE OTHONICHUE K TPOM3BEICHUIO, CIIOCO0-
HOCTBH aCCOLIMHMPOBATH XYJOXECTBEHHOE COOBITHE
C COOCTBEHHBIM OIBITOM, AKTUBHOE BOCIIPHUSITHE
aBTopcKoi mo3uiun) [11, c. 43].

Criertuduka mnpoiecca pa3BUTHs CIIOCOOHOCTEH
K XYJIOKECTBEHHOMY BOCHPHUATHIO 3aKIII09aeTCs
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B TOM, YTO 3CTETHYECKOE ITO3HAHUE JCHCTBUTENb-
HOCTH, 3MOIIMOHATBHO-3CTETHYECKAas OLIEHKA OKPY-
YKAIOMINX SBJICHUN HAYMHAETCS C IPOIIecca BOCIPH-
arus. CaM e Mmporuecc BOCHPUATHS TPOU3BEACHUN
HCKyCCTBa TpeOyeT MepeKNBaHUS U IOHUMAHUA Xy-
JIO’KECTBEHHOTO 00pasa v CPe/ICTB, CO3/IAOIIUX €TO.
[Ipu 3TOM MHOTOOOpa3ue ICTETHYECKUX SIBICHUIMA
03Ha4aeT MHOTOOOpa3ne CPEACTB BBIPAKECHUS IS
pPa3IMYHBIX BHJOB HCKyccTBa (M300pa3suUTENLHOTO
WCKYCCTBa, MY3bIKH, MO33HH), IMO3BOJSIOUINX CO3-
JlaBaTh CXOAHBIE 00pa3bl, epenaBarh HACTPOCHHUE.
Kpowme toro, oboramienme XynoxeCTBEHHOTO OTIbITa
SIBJISIETCSl 00SI3aTENIFHBIM YCIIOBHEM Pa3BHTHS BKY-
ca, CIIOCOOHOCTH K a/ICKBaTHOM OICHKE M TIOHHMa-
HUIO UCKYCCTBA.

CraHOBHUTCA OYEBUAHBIM, YTO JUIA ITOJHOLEH-
HOTO BOCIPHATHSA TPOU3BEACHHUS HEOOXOTUMBI
B CIMHCTBE TO3HAHWS, CIIOCOOHOCTh YYBCTBEHHO
BOCIIPUHUMATH S3BIK KOHKPETHOTO BHJIa NCKYCCTBA,
OTOXIECTBISATH ce0sl C aBTOPOM, aKTHBHO y4acTBO-
BaTh B XyJ0’KECTBEHHOM JIEHICTBHU.

Bocmpusitue nckyccrsa 3puTENsIMHU Pa3TUIHBIX
BO3PacTOB HEPEIKO XapaKTEePHU3YyeTCs OTCYyTCTBHEM
WM HeIOCTaTOYHOH C(hOPMHUPOBAHHOCTBIO PAcCMO-
TPEHHBIX BHIIE KadecTB. VccremoBaHus, MOCBA-
MIEHHBIC BBISIBIICHUIO OCOOCHHOCTEH BOCIIPHSITHS
Pa3IMYHBIX BUAOB MCKycCTBa (My3BIKH, H300pa3u-
TEIBHOTO HCKYCCTBa, JIUTEPATyphl), MOKA3bIBAIOT,
YTO oOmpenenéHHas AePeKTHOCTh, (pparMeHTap-
HOCTHb BOCIIPHSTHA, TUIHYHBIEC I ACTed U TOA-
POCTKOB, OOyCIIOBJIEHBI HE TOJBKO BO3PAacTOM, HO
n o0ydeHueM. B 0cHOBE Takoro BOCIIPHUATHSA HEpe/-
KO JIe)KaT HEBEPHBIE YCTaHOBKH, CIIOKUBIIHECS CTH-
XHUITHO WM B Pe3yJbTaTe HEMPABUIBHOTO OOYIEHHSI.
OHHM MOTYT COXpaHSTHCS HA MPOTSHKEHUHU JOJITOTO
BPEMEHH U Y B3POCIBIX MPU YCIOBHH OTCYTCTBHUS
JOJDKHOM 1moarotoBku. K TaKOBEIM MOKHO OTHECTH
TpeOOBaHWE CXOJCTBA, T'PAHUYAIIECTO C HAWBHBIM
peanu3MoM, CIOKETHOE BOCIHpPHATHE, HETIOHUMa-
HUE YCJIOBHOCTH WCKYCCTBa, HEYMEHHE BHJIETH
B XYZIO’)KECTBEHHOM 00pa3e MOATEKCT, CHMBOJI, 3HAK,
a TaKkXXe HEeCIIOCOOHOCTD 3a/IepP’KNBAaTh BHUMAaHUE U
JIaBaTh OLIEHKY CBOEMY M UYXXOMY TBOPUYECTBY, HE-
yMeHHEe 000CHOBATh CBOIO O1eHKY [10, c. 56].

CriocoOHOCTh K TIOHMMAHHUIO $3bIKA HCKYyC-
CTBa OMHUpaeTcs Ha 3HAHUS U MOXKET OBITh pa3BUTa
B MPOIIECCE aHaJM3a, OIICHKH, 00CYKICHHS MPOU3-
BEJICHUH MCKYCCTBA. OMOLMOHAJIBHAS PEeakIus Ha
(dopmy, Ha pa3IUYHBIE BBIPA3UTEIHHBIE CPEICTBA
a¢QeKTUBHEE BCEro pa3BHBAETCS B Ipoliecce Jie-
ATENBHOCTH — XyAOKECTBEHHO-TBOPYECKOW TpHU
o0y4eHnH W300pa3uTEeNIbHOMY HCKYCCTBY, HCIION-

HUTENBCKOW — B My3bIKaIbHOM 00Opa3oBanuu. Cro-
COOHOCTBH COIEPEKHUBATH, PEarupPOBaTh HA AMOIIH-
OHAJIbHO-CMBICJIOBBIC ACIICKTbl Pa3BUTH CJIOXKHEC,
dTa CTOPOHA BOCIIPHUSTHS CBSI3aHA C aCCOIMATHB-
HBIM MBIIIJICHHEM U TpeOyeT KOMIUIEKCHOTO BO3-
JIEUCTBUS HA JTUYHOCTD.

O MOJTHOLIEHHOM BOCHPHUSATHH HCKYCCTBa MBI
MOXEM TI'OBOPUTH JIMIIb B TOM ClIy4da€, Korja 3pu-
TEJb IOHUMAET, 4/M0 N300PaKEHO B MIPOU3BEIACHIH
U 0 YéMm OHO, a TaK)Ke 0CO3HAET, Kax OHO CO3JaHO,
3a C4ET KaKUX CPENCTB JAOCTHUTACTCS BO3ICHCTBHE
Ha 3putensa. KadectBo BocmpusaTHs, ero TryOnHa
3aBUCAT OT CTCIICHU IMOAI'OTOBJICHHOCTHU U Tpe6YIOT
CIeUalbHOW TPEHUPOBKH.

AKTUBHBIC METOJIBI TTO3BOJISTIOT OOYYHTh CIICITH-
AJIMCTOB TBOPYCCKUX HaHpaBHeHHfI, CIIOCOOHBIX
peuiath 1podeCCHOHAIbHBIE MPOOIEMbI, Pa3BHUThH
peduiekcrio, TBOPYECKHE CIIOCOOHOCTH, MPOIYK-
THUBHBIN CTHJIL MBIIIJIEHUS U JCATCIBHOCTH.

OCHOBHO# 3a/jaueil HAIIETO MCCIICIOBAHUS SIB-
JIIETCSL MCIOJIb30BaHue 3()(EeKTUBHON MeTOIUKH
Pa3BUTUA XYJOXKCCTBCHHOT'O BOCIIpUATHA HA 3aHA-
THAX 10 QopmanpHONW Kommosuiuu. llpemnoxken-
Hass METOAHKA IIO3BOJISICT )Z[O6I/ITBC${ Y CTYACHTOB
[IETIOCTHOTO TIPENCTaBICHUsI 00 HCKYCCTBE Hepes
PaCKpbITUC TPUPOABI XYA0KCCTBCHHBIX SIBJICHUU
Ha OCHOBE B3aMMOJACUCTBHUS HM300pa3UTEIHLHOTO
HUCKYCCTBa U MY3BIKH. COBeleIeHCTBOBaHI/Ie Xyno-
JKECTBCHHOI'O BOCIPUATUA TIPOUCXOJUT TOpas3go
yCIIEITHee, €CIIM B M3yUYEHUU HCKYCCTBa 00eCIIeun-
BaC€TCd €AMHCTBO BOCIIpUATHA W TBOPYECTBA, pac-
KPBIBACTCA €AHAasA o6pa3Ha$[ OCHOBA KHMBOIIMCH U
MY3bIKH, a BBIPAa3UTCIIbHBIC CPEACTBA KUBOIIUCHU
CpaBHUBAIOTCA C MY3BIKaJIbHO-BBIPA3UTCIIbHBIMHA
CpeICTBaMHU.

BOCHpI/IHTI/Ie XYOOXKXCCTBECHHOI'O ITPOU3BCACHUA
3aBHCHT OT MHOXECTBa (D)aKTOPOB W YCTaHOBOK,
MPEABIAYIIETO OMBITa 3PUTEISA, OCOOCHHOCTEH €ro
TUIHOCTH. B Xo7ie 3HAKOMCTBa C MPOU3BEACHHEM
3pUTETh MOXKET PearupoBaTh Ha CIOKET M €ro 3a-
HUMATCJIbHOCTb, BHCHIHIOIO IMPHUBJICKATCIBHOCTDH
M KpacoTy M300paKEHUS, a TaKXKe CXOICTBO, pea-
JIUCTUYHOCTDH, ITIOHATHOCTH 1/1306pa>1<aeM0r0, qacCTo
HE 0CO3HaBasg COOCTBEHHBIX MIPEIICTABICHUHN O TOM,
KaKOH JOJDKHA OBITH WjeaabHas KapTHHA.

B nportiecce 00yueHusI U300pa3UTEILHOMY HC-
KyCCTBY BaXHO IIOKa3aTb, YTO HapAdy C BHEIITHEN
CTOpOHOM — (hopMOit — cylIecTByeT aApyrasi, JexKa-
mas ropaso IIyoike, — COAepIKaHUE MPOU3BEIe-
Hus. B nckyccTBe 00€ CTOPOHBI BaKHBI: U TO, 4O
XOYeT CKa3aTh XYAOXKHHUK, ¥ TO, KAK OH 3TO JEJIACT,
KaKue cpeAcTBa ucmoib3yer [6]. Ilpu aTom criemxyer
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YUWATHIBATh, YTO aHANW3 AT TMOHUMAaHHE OCHOB
HCKyCCTBa, HO HE BCErna IMO3BOJISET OIIYyTUThH €r0o
IUTACTUYECKUE TOCTOMHCTBA, SMOLMOHAIBLHO-IYB-
CTBEHHYIO Mpupoy. CaMbIM CIIOKHBIM 37€Ch SIBIISI-
€TCs BOIIPOC O TOM, KaK BBI3BATh OTBETHYIO SMOIIN-
OHAJIFHYIO PEaKIUIO 3pUTENS Ha IPOU3BEIACHHUE.

W3BecTHO, YTO YENOBEK MOXKET IIIyOXe Io-
HATH JTI000€ TPOU3BEACHUE, YIOBUTH arMmocdepy,
HACTPOCHHE, €CIIM 3a/IeHCTBOBATh PA3IMYHBIE €r0
pelenTopsl — 3pUTeNbHbIE, CITyXOBBIE. M3y4unB oco-
OCHHOCTH BOCHPHUATHS XYIOKECTBEHHBIX MTPOU3BE-
JIEHUH CTyIEHTaMH, MBI IPHUILTH K 3aKIIIOYECHUIO,
4To OOpalleHne K My3blke — Hauboyee MpoayK-
TUBHBIA METOJ], TOCKOJIBKY MY3bIKa aKTHBH3HPYET
aCCOLMATUBHBIN PsJl, CO3/1a€T COOTBETCTBYIOILYIO
arMocdepy, HaCTpauBaeT Ha IEPeKUBAHUE WC-
KyCCTBa Ha SMOLMOHAIBFHOM ypoBHE. llpm 3TOM
BKJIIOYAIOTCSA MaMSTh, BOOOPaKEHHE, YIITyOnmseTcs
TBOPYECKUI MTPOLIECC, YCUIINBAIOIINNA BO3ACICTBUE
MCKyCCTBa Ha IMYHOCTb.

B My3bIkanbHOM 00pazoBaHHM pPa3BUTHE BOC-
MpUATHSA TakKe BaxkHO. OCHOBHBIE 33/1a4H 37€Ch, T10
CYTH, COIIOCTaBHMBI C BOSHUKAIOIUMH B O0y4EeHUHU
M300pa3uUTENIbHOMY MCKYCCTBY: OCMBICIIEHUE XyIO-
JKECTBEHHOTO 00pa3a COYMHEHUS, €ro aJIeKBaTHOE
BOCHPHUATHE U BOCIPOHM3BEACHNE, IOHUMAHHE MY-
3BIKAJILHOTO si3bIKa. OTCIONA BO3HUKAET WIes YIo-
PAIOYCHHOTO 0OBEIMHEHNUS PA3THYHBIX TIPEIMETOB
3CTETHYECKOTO IHKJIA s (OPMHUPOBAHHS Y yda-
IIUXCSI CTPYKTYPUPOBAHHOTO, IIMPOKOTO KOMILIEK-
ca XyJIO0K€CTBEHHO-ICTETUYECKUX 3HaHUW. bazoii
nocnyxwm chopmymupoBanasie b. I1. FOcoBeM
MPUHLUIBL  TONUXYJ0KECTBEHHOTO BOCIIMTaHUS,
OCHOBAHHOTO Ha OOIIIHOCTH BCEX BUIOB HCKYCCTBA,
o0pa3HOW TpHUPOAE XyOOKECTBEHHBIX SBICHUH,
a TaK)ke KOMIUIEKCHOTO M3y4Y€HHS Pa3iM4YHBIX BU-
JIOB MCKYCCTBA Ha €IWHOW 00pa3HO-XY/I0KECTBEH-
HO#1 ocHoBe [11].

[IpoGmembl B3aMMONEHCTBHUSI MY3BIKH C JIH-
TepaTypor, H300pa3UTENbHBIM HCKYyCCTBOM, Te-
aTpOM paccMaTpuBAIOTCS MHOTHMH HCCIIEI0Ba-
TeISIMA TakXe CKBO3b MPU3MY CHHECTETHYHOCTHU
My3bIKaJIbHO-XYI0KECTBCHHOTO co3HaHus [4; 12].
JI. H. [ITaitmyxameToBa B MOCJIEAHEE ACCATUIIETHE
AKTUBHO Pa3BUBAET IKCIIEPUMEHTAIbHbIE IPOTPaM-
MBI  MY3bIKQIbHO-(PYHKIIMOHATIBHOTO, TMPHUKIAI-
HOTO TPOQWIS, «...TIe B KOMIUIEKCE Y4YacCTBYIOT
HU300paKeHUe, CIIOBO, MY3bIKa, IIBET U CBET» [8,
c. 183]. Tak, Ha 3aHATHSIX MY3bIKOH B AETCKHX IITKO-
JlaX UCKYCCTB MpenjiaraeTcs UCIOIb30BaTh UTPY CO
CJIOBOM, BBITIOJTHUTH HOTHYIO 3aIlFICh PUTMA CTHXa,
3aMEHHUTH KITIOYEBBIE CTPOKH CTHXa MEJIOANEH, To-

MIBITAaTHCS] O3BYYUTH KIIIOUEBOM PUTM CTHXA Pa3HBI-
MH WHTOHAIFSIMHU — TOJIOCOM | Ha (poprenmano [9].

W. JI. Baneukuna u U. A. Tpodumosa nposenn
YCTEUIHBIE IKCTIEPUMEHTHI TI0 «PHUCOBAHUIO MY3BI-
KI», WIH «MY3BIKaIBHOU rpauKe», B X0J€ KOTOPBIX
npoBepwiid 3PPEKTUBHOCTh MeToZa B OOy4YCHUHU
My3bIKE U JKUBOMHCH B YCIOBHUAX HIKOMbI. Kpome
TOTO, OBIIa MPENNpPHHATA TOMBITKA HCCIENI0BATh,
«...KaKk UMEHHO B PHUCYHKaxX OTPa)KaeTcsl My3bIKa
— OT OTAENBHBIX CPEICTB MY3BIKaJHLHOW BBIpPa3H-
TEIHHOCTH (MEJIOIMS, TApMOHUS, JIaJ], TEMOP, TEMII,
(haktypa, TMHAMHKA) 10 OOIIETO BICUATICHUS OT
Pa3HOCTHUJIEBBIX, PAa3HOXAPAKTEPHBIX, MPOTPaAM-
MHBIX M HENpPOTpaMMHBIX counHeHui» [1, c. 38].
B utore moxazana He0OXOIUMOCTh HHTETPAaTUBHOTO
MOX0/1a K MPETIOIaBaHUI0 JUCIHILIINH TyMaHUTap-
HOTO IMKJIa KaK OCHOBOIIOJIATAfOIIEro IMPHWHIHMIA
MO3HAHUS MCKyCCTBa Yepe3 (GOopMUPOBaHHE B BOC-
MIPUSATHNA CHHTETHYECKHUX XyHIOKECTBEHHBIX 00pa-
30B, 4epe3 MOHWMaHUE CMBICTA XyH0)KECTBEHHOTO
npousBeaeHu [2, c. 34].

nes Tox1eCTBEHHOCTH B OCBOEHHUHU JIEHCTBU-
TENBHOCTH PA3TUYHBIMH BHJIaMH HCKYCCTBa SPKO
nposBwiack B XIX Beke ¢ IOSBICHUEM HUMIIpEC-
CHUOHM3Ma, TECHO CBA3AHHOTIO C My3bIKOH. B xuBO-
MIMCH HMMITPECCHOHN3M XapaKTepHU30BaICA TOHKOU
nepenayeii MUMOJIETHOTO BIICYATIICHUS, OCOOBIM
BHAMaHHUEM K KOJIOPHUTY. B My3bIke UMIIPEeCCHOHH-
CTOB — TO € TATOTEHHE K Iepeaade HEYIOBUMBIX
HacCTPOEHHI 4epe3 3BYKOBBIE IATHA, YHCTHIE TEM-
OpoBble Kpackh. My3bIKaIbHBIE TPOU3BENEHUS
K. leGroccu — Gnecrsiiye mpuMepbl UMIIPECCHOHN3-
Ma (cumbonuueckuid TpunTHx «Mopey, dhoprenu-
aHHbIe Tpom3BeneHnsl «JIyHHBI CBETY», «ApOMaThl
Y 3BYKH B Be4epHEM BO3Iyxe peroT» u ap.). [loucka-
MU KOJIOPUTA OTIIMYAIOTCs npousBeneHust A. CKps-
6una, M. Hropnéanca u Apyrux KOMIO3UTOPOB.

O B3auMOAEHCTBMM MY3BIKH M YKHBOIIMCH H3-
BECTHO JaBHO. My3bIKa TMO3BOJIIET 3PHUTENIO Ha-
TIOJTHUTH MTPOU3BEJICHIE HOBBIM CONIEPIKaHUEM, B TO
e BpeMsl 3pUTEJIbHBIC CTUMYJIBI TIOMOTal0T Oolee
[TyOOKO TIOCTHYh MY3bIKaJIbHBIH 00pa3, MOHATH
Y TIOYYBCTBOBAaTh BHIPA3UTEIBHBIE CPEJICTBA MY3bI-
ku. [IpakTrka paboThI CO CTYICHIECKOM ayTuTOpUEH
MTOKa3bIBAET, YTO HarboJiee 000CHOBAHHBIM SIBJISIET-
CSl CONOCTaBJICHHE MPOU3BEICHUN MY3BIKAaJIHHOTO
1 N300pa3UTENHHOTO HCKYCCTBA HA OCHOBE aCCOIIH-
aTUBHO-00PAa3HO CBS3M, CEMAaHTUYECKOTO POJICTBA
3THX BUAOB UCKYCCTBA.

O6pa3 ompezenseTcss YyBCTBaMH, HACTPOEHH-
€M, KOTOpBIE 3aJI0’KEHBI B KAPTUHE, OH CTAHOBUTCS
OOBEIUHSIOMMM HayajioM TIpH OJHOBPEMEHHOM
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BO3ZICWCTBUN HAa YeJIOBEKa MY3BIKH M JKUBOIIHCH.
Hactpoenme, mepenaBaemoe B KHBOIIMCH, JIETde
YJAOBHTH, €CIIM OHO YCHJIMBACTCS 3BYYaHHEM CXOJI-
HOTO TIO XapaKTepy M COACPKAHHUIO MYy3BIKAJILHOTO
MIPOU3BECHHUS.

CymiecTByeT CEMaHTHYECKOE POJCTBO MEX-
Iy KOJIIOPUTOM — OJHHUM M3 BaXXHEWIINX CPEICTB
SMOLIMOHAIFHON BBIPA3UTEIHHOCTH B YKMBOIHUCH —
1 TeMOpoM B My3bIke. [IprMepsI B3anMOCBA3H 3BYKa
Y IIBE€Ta MHOTOYHCIIEHHBI KaK B MYy3BIKE, TaK U B KH-
Bonvcu. Tak, B. KananHckuil cooTHOCHI € onpene-
NEHHBIM [IBETOM TOT WITK HHON MY3BIKAJILHBIA TEMOP:
nmoOuMbIe 1[BeTa — roiay0ol, KpacHBIH, CHHUN —
ACCOIMUPOBAINCH y HETO ¢ TeMOpaMH pa3iImdHBIX
MY3BIKQIBHBIX HHCTPYMEHTOB (Tpy0a — KUHOBaph,
(hnefita — cBETIIO-CHHUH, BUOJIOHYENIh — TEMHO-CH-
HU# U T. 1.) [5]. OOpa3 B )KUBOMUCH U MY3bIKE CO3-
naétesl CpecTBAMH XyA0KECTBEHHOTO (MYy3bIKallb-
HOTO) f3bIKa: TeMOP, KOJIOPUT, PUTM, TEMIT — T€ €TO
JJIEMEHTHI, KOTOpPBIE OCO3HAIOTCS MPEXAE BCETO.
Putm siBnsieTcss OCHOBOM MO33UM U MY3BIKH, a TaK-
K€ OTHUM W3 CaMbIX JCHCTBEHHBIX CPEACTB XYIO-
YKECTBEHHOTO BBIPKEHHS B IUIACTHYECKHUX HCKYC-
CTBax — HUBOIIMCH, CKYJBITYpPE, apXUTEKTypE.

CBsI3b MEXJy CIYXOBBIM U 3pUTEIBHBIM BOC-
NPUATHEM TIO3BOJISIET YCHJIMTH 3MOIMOHAIBHOE
BO3/ICHCTBHE HCKYCCTBA HE TOJBKO B IPOLIECCE BOC-
MIPHUSTHA, HO U B TIpOIiecce COOCTBEHHO TBOPYECTRA.
XyAOKHUK (MY3BIKAQHT), HCIONB3YIOIINNA JpyTHe
BHJBI UCKYCCTBA KaK CPEACTBO BIOXHOBEHHS, J0-
CTHTraeT 0ojiee BHICOKHX PE3yJIbTaTOB.

OTcyTcTBHE B IPOU3BEICHNN HCKYCCTBA 300pa-
JKEHHUS KaK TaKOBOTO BBIIBUTAET €T0 JIEMEHTHI (JIH-
HeifHbIe, IBETOBbIe, KOMIIO3UITMOHHBIE) Ha BEIyIIEe
mecto. OT 3puTens, BOCIPUHUMAONIICTO a0CTpaKT-
HOe (OecmpenMeTHOE) HMCKYCCTBO, TpeOyeTcs 0co-
0ag 3puTenbHAs YYBCTBUTEIBHOCTH, CHOCOOHOCTH
SMOIMOHAIFHO PEearnpoBaTh Ha EMEHTHI XyIOXKe-
cTBeHHOW (PopMBI. «XyJIOKHHK, 0Opamasch Hero-
CpPE/ICTBEHHO K 3JIeMEHTaM MCKYCCTBa (JIMHUS, IIBET,
IIITHO, Macca), CO3/1aET XyI0KECTBEHHBII OPraHU3M,
HMMEIOIINI CBOIO 3aKOHOMEPHOCTBY, — TaK OXapakTe-
pH30BaHa CyTh a0CTPAaKTHOIO HCKyccTBa B «CiioBape
XyAOKECTBEHHBIX TEPMHUHOBY», TIOATOTOBICHHOM | 0-
CYIapCTBEHHOW aKaJeMHel XyIOXXECTBEHHBIX HayK
B 1920-¢ romst [7, ¢. 9]. 3aKOHOMEPHOCTH 3Ta OCHO-
BaHa HAa PUTMHUYECKOM XapaKTepe KOMIIO3UIIHH.

Jiia abcTpakTHON JKMBOMIHCH MY3BIKA SIBIISIET-
Csl MCKYCCTBOM, POJCTBEHHBIM IO CBOEH MpHUpO-
JIe IMEHHO Onarofiapsi, B EPBYIO O4epeb, PUTMY.
CTpyKTypHUpOBaHHOCTh ITPOM3BEACHHS, JIOTHKA 10~
CTpoeHHsI GOPMBI — Ta OCHOBA, KOTOpasi MOMOTAET

00BETMHUTDh YCHIINA MY3bIKM M >KMBOIHCH, BO3-
JIeHCTBOBaTh Ha JIMYHOCTb, CO37aBasi aCCOIIUATHB-
HBIH psil, OOJIErYaroNuii TOHUMAaHKE SMOIIMOHAIIb-
HO-00pa3HOTO COMEP KA.

BrrsicHeHne Toro, Kak My3bIKa BIMSIET Ha BOC-
MpUATHE KapTUHBI, HA4YaJloCh C BBIABICHHUS OCO-
OCHHOCTEH  BOCHPHSATHSI JKUBOIHCH  CTYJICHTA-
MH, HW3yYaOIUMH HW300pa3uTeNbHOE HCKYCCTBO,
Y TIPOBENM PSi/I 3aHATUI C MPOCMOTPOM TPOU3BEZIE-
HUM pa3iMyHBbIX CTWIECH M HAIPaBJICHUH, pa3HOIo
KauecTBa. [Ipn aHamu3e ocoGeHHOCTE BOCTIPUATHS
YKUBOIIMCH CTyJeHTaMH | Kypca XyIoKeCTBEeHHO-Tpa-
¢uaeckoro Qakynsrera bamkupckoro rocymap-
CTBEHHOTO TIE€JArOrnYecKOr0 yYHHBEPCHUTETa MMEHHU
M. Axmymibl MBI OOpaTWIM BHHUMaHHE Ha OIpere-
NEHHBIE 3aKOHOMEPHOCTH, KOTOPBIMH XapaKTepH3Yy-
€TCs 3TOT MPOLIECC: MHOTUE PEarupyroT Ha CIOXKET,
TeMaTuKy KapTuHbl (32%); 4acTh CTY[ICHTOB IPHUBJIE-
KaloT BHEIHsA PQEKTHOCTh MPOU3BEICHNUS, HEO-
OBIYHOCTD (DOPMBI, SIBHAS CTHIIH3AIHS, IPKUE KPACKH
(21%); merue BOCIIPUHUMAIOTCS] TIPOM3BEACHUS TaK
Ha3bIBAEMOI'0 «CAJOHHOTO HCKYCCTBa», OTIAYAO-
pecs TMOBEPXHOCTHOCTBIO CONEPXKAaHWSA; MHOTHE
CTYAEHTHI HE CTPEMSTCA J1aTh pa3BEPHyTOEe 000CHO-
BaHME CBOEH OIIEHKE, OTMEYast OT/EIbHBIE CTOPOHBI
(hopMmBI (Kak MPaBUIIO), FITH OTJAEIbHBIE KOMITO3HIIU-
OHHBIE IPUEMBI, WK KOJIopHT (36%).

Jlnme HebompmIas 4acTh CTYIEHTOB OKa3ailach
CHOCOOHA OIICHWTH COAEp)KaHHE KApTHHBI U €€
(¢opMy B €OMHCTBE, 0XapaKTEPH30BaTh OCOOEHHO-
CTH IUIACTMYECKOIo s3blka. HadaibHBIA ypOBEHb
BOCIPHUATHS 3aBUCHUT KaK OT MHANBHIyAJIbHBIX 0CO-
OCHHOCTEH CTYIIEHTOB, TaK U OT YPOBHS WX JIOBY-
30BCKOU MOAATOTOBKH, OOY4EHUSI B XY/10’KECTBCHHOM
IIKOJIE, CTYIHH.

b1 npoBenéH UMK 3aHATUH MO U3YYEHUIO
abCTPaKTHOTO MCKYCCTBA, MPOYUTAHBI JIGKIIUU 10
nuctopun aOCTpaKkTHOH kmBomucu XX Beka, TEO-
pUM KOMIIO3WLIMH, €€ 3aKOHAM, MpaBHWJaM W IIPH-
émaM. 3aHATHS TPOBOIIIMCH B paMKax y4deOHOI
muctuioineel «DopManbHas Kommo3unus». Beck
TEOPETHUYECKH MaTeprai ObUI MPOUILTIOCTPHPO-
BaH paboTamMH XyJOKXHHKOB-aOCTPAaKIIMOHNCTOB
(B. Kannunackoro, K. Manesuua, JI. [lomoBoi,
I1. Kiree, I1. Mouapuana u ap.). B xone nekrwii ocoboe
BHUMaHHE YAESIIOCh aHAIN3Y KOHKPETHBIX TPOU3BE-
JICHUI, CPaBHUTENFHOMY H3YUEHHIO OCOOCHHOCTEH
HUX IUIaCTHYECKOro si3bika. Ilokas cialiioB KajKIbIM
pa3 CONpOBOXKAAJICS MY3bIKAILHBIM ()ParMEHTOM.

AOGcTpakTHas KUBOIHUCH BO3ICHCTBYET HA TO-
CO3HaHUE 3PUTENS 32 CYET COSTMHEHNST SKCIIPECCUB-
HBIX BO3MOYKHOCTEH pHUTMa, KOHTPACTa, LBETOBBIX
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CO3BYYMH, JTUHAMHUKH JIMHUM, CUMBOJIMKH, CKpPBI-
TOW B MaJOOOBSCHUMBIX 3JIeMEHTaxX KapTuHhL. [lo
SMOLIMOHAIBHOMY HAIPSDKEHUIO K TAKOW YKMBOIIH-
cu (aOCTPaKTHOMY DKCIIPECCHOHHU3MY, JTUPHUICCKOM
abcTpakmmu) OIM3Ka COBpEMEHHAsI My3bIKa, MY3bI-
KaJbHBIM aBaHTap/, CYThIO KOTOPOTO SIBISIETCS Tpe-
o0IalaHue JTyXOBHOTO COJIEPKAHUS, DKCIIPECCHSL.
XyIO’)KECTBEHHBIN MOTEHITHAN, KOTOPHIM 0071a-
JTaeT My3bIKa, OKa3bIBAaeT MOILIHOE BIMSHUE KaK Ha
MIPOIIECC TBOPUECTBA, TAK M Ha BOCIPHUSATHE UCKYC-
CTBa, HAIOJHAS TPOU3BEIEHHUE HOBBIM CMBICIOM.
B mpouecce aHanmza XyHmo)KECTBEHHBIX CPEICTB
a0CTPaKTHOW >KMBOIIUCH HMCIIOJIb30BaNCS 3¢ ekt
CHUHECTE3UH, yCUIICHHUS BU3yaJbHBIX CTUMYIIOB Oa-
rojapsi MpOCIyIINBAaHUIO My3bIKA. OTHOBpEMEHHO
MIPOUCXOANI TPOLIECC YCHUIICHHUS AMOIMOHAIHHOTO
BO3JIEUCTBUA MY3bIKM 3a CUET ONOPHI HA BU3yaJlb-
Hble 00pa3bl. Co3naHue BU3yalbHOTO 00pasa-mpe-
CTaBIIEHUSI MY3BIKaJBHOTO 3ByYaHUS B KOMILIEKC-
HOM CHHECTE3WH MPEBPAIIAI0 JUHAMUKY B CTaTHKY:
«...MEJIOJVH NIEPEXOAT B JMHUN, TADMOHHUH U TEM-
Opbl — B KpacKku, a peructp u ¢akrypa o0Opa3yror
TPaHMIIB BU3YaIHHOTO MOJIOTHAY [3, . 18].
CpenctBa My3BIKaJbHOW  BBIPA3UTEIHHOCTH
(Memoausi, MHTOHAIMS, JaJl, TEMI, TUHAMHKA, pe-
TUCTP, TeMOP), UCTIOIB3yEMBIE B MY3BIKE, COITOCTa-
BUMBI C TaKHUMH XYIOXXECTBEHHBIMH CpEICTBAMHU
B a0CTpaKTHO# KMBOIIKMCH, KaK TUHAMUKA (CTaTHKA),
XapakTep PUTMHUYECKOTO CTPOS KAPTHHBI, KOJIOPHT.
B pabote co cryneHTaMH-XyJO)KHUKAMH CTa-
BUJIACH 1IeJIb YIIYOUTh UX MpEACTaBicHHs 00 ad-
CTPaKTHOM JKMBOIMUCH, PACUIMPUTH TBOPUYECKUN
OTIBIT 32 CYET OBJA/IEHUS OIBITOM HCKYCCTBA aBaH-
rapaa. K abcrpakTHO# KUBOTHCH OBLIH MTOMOOpa-
Hbl MY3BIKaJIbHBIE TPOU3BENICHUS, IMO3BOJISIIONINE
DIyOXKe pPackpeITh 00pa3HO-3MOIMOHAIBEHOE CO-
JiepKaHue KapTuHbL. JKUBOMHCHBIE TPOU3BEACHHUS,
MOKa3aHHBIE CTYACHTaM, IONOMPAINCh C TOYKU
3peHus TUIACTUYECKUX 3a7a4 — KOMIIO3UIIMOHHBIX,
[IBETOBBIX, 00pa3HBIX, — IOCTABICHHBIX Ha KaXKIOM
3aHITHU.
[Ipu 3TOM My3bIKa MCIIONB30BalIach HE TOJIBKO
B KadecTBe ()OHA: MPH MPOCITYIIUBAHUN PUMEHSI-
JUCHh TaKue METOABl U MPUEMBI, KaK CPaBHEHUE U
aHaJIN3 CPEACTB BBIPA3UTENBHOCTU IS TOTO, YTO-
OBl CTYIEHTHI MOIJIM TOHATH CYTh MY3BIKaJHHOTO
o0pa3a, TOYyBCTBOBaTh HACTPOCHHE, BBHIPAKCHHOE
B 3ByKax. Tak, Hampumep, Ipu MPOCMOTpe padot
B. Kanaunckoro 3Byuasna My3sika C. I'yGaitmysu-
HOW — KaJieHua U3 Bapuanuii Ha mecTb rekcaxop-
noB «Ilon 3nakom CkopnuoHa» Jisi cHMQpOHUYe-
CKOT'O OpKecTpa u OasiHa.

Puc. 1. B. KaHamHckmin. Komno3numsa VI. 1913

[locrenenHo Hapacraroliee HanpsHKEHNUE, «HEPB-
HBII» PUTM, «YHOPSJOYEHHBIH» XaocC, KOTOpbIE
HecET B cebe ITa My3bIKa, TIOMOTAIOT TIIyOXKe TI0-
YyBCTBOBAaTh JAWHAMHUKy KapTuHbl KaHaWHCKOTO
«Kommosutus VI», MOIITHBIA BOJJOBOPOT IIBETOBHIX
MSITCH, IMHUN, POpM, CIIOKHYIO OpTraHH3alUIo MPO-
CTPaHCTBa, HAIIBIBAIOLIETO Ha 3PHUTENS, CO3Jal0-
IIETO ONIyIeHHEe a0COIFOTHON SHEPTHH.

[Ipu nokase padotsl [1. Monapuana «KpacHoe
JepeBo» Mbl oOparmiuch kK TBopuyectBy U. C. baxa
(3Byuana Apus u3 opkectpoBoit Croutsr Ne 3). Ko-
JIOPHUT KapTHHBI 00Pa3ylOT TaApMOHUYHO OPTaHHU30-
BaHHBIE aKKOPJIBI, CO3ByUYHE LBETOB CTPOTO MPOIY-
MaHo. [IOHATE U Oy TUTH 3Ty TAPMOHHIO TOMOTAET
KJIACCHMYECKasg My3bIKa. BbIpa3nuTenbHbIE BO3MOX-
HOCTH IBETOB, MX CIOCOOHOCTh TapMOHHPOBATH
WM KOHTPAaCTUPOBATH JIErye MPOUyBCTBOBATH YePe3
TapMOHHIO 3BYKOB, KOCMHYECKYIO TIIyOWHY MPOU3-
BeneHus baxa.

Puc. 2. T1. MoHapuaH. KpacHoe aepeso. 1910
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[Ipu 3HaKoMcTBE cTyneHTOB ¢ paboroii I1. Kiee
«[Ipubmmkenne» 3Bydand KOHIEPT A CKPHUIIKH
¢ opkectpoMm Codun ['yoaiiaynunoit «Offertoriumy.
Komno3zunust Kniee ctpoutcss Ha putMe 1IBETa, HO
He ToHa. Y ['yOaliaynuHoi npeoOiagaeT miaBHbIM,
CTIIOKOHHBIN My3bIKaJbHBIH (OH ¢ TOAUEPKHYTO
MIPOSIBIISIFOIIMMUCS «HEPOBHBIMI» PUTMAMHU.

Puc. 3. I'. Kaee. Mpubanxerre. 1934

OnHOBpEMEHHOE BO3/IEHCTBIE MY3BIKH H )KHBO-
[IMCH, YCUIINBAIOIIEee SMOIIMOHAIFHOE BO3/IEHCTBIE
HAa 3pUTeNs U ciymareis, Bcerna agdexrusno. [o-
MIONTHSASL APYT JApyra, pa3iuyHble BUABI UCKYCCTBA
00peTaroT Uil BOCIPHUHUMAIOIIETO UX B EIHHCTBE
YEeJIOBE€KA HOBBIM, JINYHOCTHBIA CMBICI, JaXke 3Ha-
KOMBI€ YK€ TIPOM3BEICHUSI OTKPBIBAIOTCS C HOBOM,
HEOXHUJAHHON CTOPOHBI.

BTtopas yacTh 3aHATHI CTPOMIIACH HA BBIIOIHE-
HUU TBOPYECKUX PabdoT.

Meroauka npoBeAeHUs MPAKTUIECKUX 3aHATHI
BKJIIOYAJIA PSAJ] 3TAIOB.

1. Ompenenenue LenH: BBIOJIHNUTH aOCTPaKT-
HYI0 KOMIIO3HIIMIO, UCIIONB3ys BOIOPACTBOPUMBIN
Marepual (aKkBapenb, Tyailb).

2. IlocTaHoBKa 3ajad TBOPUYECKOHW pPabOTHI:
CO3/1aTh LIEJIOCTHYIO, YPAaBHOBEIIEHHYIO KOMITO3H-
LU0, OTIMPAsICh HA 3aJ]aHHbIE YCIOBUS (IS KayKI0-
TO 3aHATHUS CBOM — CTAaTWKa, JUHAMHUKA; JOMHHAH-
Ta, OTCYTCTBHE JOMUHAHTHI; PUTM PaBHOMEPHBIH,
3aMeUIAIONINICS, YCKOPSIIOIIUNCS U [Ip.); Iepeaarh

ornpenenéHHOe HACTPOCHHUE, MCIOIb3Ysl BECh KOM-
TUIEKC BBIPa3UTEbHBIX CpeACTB (JIHMHUS, (GopMa,
LIBET, KOJIOPUT, TEXHHKA).

3. Iloxa3 mpousBeneHnid U3 aOCTPaKTHON Ku-
BOTIMICH, COITPOBOXKAAFOIIUICS COOTBETCTBYIOLINM
MY3BIKAIIHBIM (parMeHTOM. MeToabsl 00y4YeHHS:
CpaBHEHHUE, aHAIH3, JEMOHCTpaIUs NMPUEMOB pa-
0OTBHI.

4. UrtoroBslii aHanu3 U 00CyxjacHUE padoT
C TOYKH 3pEHHS MOCTABICHHBIX 331a4.

[Mocne npoBeneHus UKIA 3aHATHIA OBLIH TPO-
aHAIM3UPOBAHBL: ) YPOBEHb BOCIPHUSTHS MPOU3-
BeICHUN aOCTpPaKTHOW JKUBOMHCH CTYACHTAMH,
CIIOCOOHOCTh MIOHUMATh SI3bIK HCKYCCTBA, 00pa3HOe
COZIep)KaHKe, OMOIMOHAJIBHYIO XapaKTePUCTUKY
n300paxaeMoro, yMeHUe aHAJTU3UPOBATH KOMILIEKC
UCIIONIb30BAHHBIX Xy/I0KECTBEHHO-BBIPA3UTEIHLHBIX
cpenctB; 0) ypOBEHb BBITIONHEHHUS CTYICHTAMH
TBOpUYECKUX paboT, yMeHHE BEIOUPATh W HCIIOIB30-
BaTh XyJO)KECTBEHHBIC CPEJICTBA JUISI CO3aHUs 00-
pasa, BBIPa3UTEIbHOCTh, IMOIIHOHAILHOCTD PadoT,
WX HOBU3HA M OPUTHHAIILHOCTD.

Pesynbrarel Hame#d pabOTHl MOKa3ad, 4TO Op-
raHu3aIys y4eOHOro npoiiecca, IOCTPOCHHOTO Ha
UCIIOJIb30BAaHWY TIPOHU3BEIICHUN N300pa3UTENLHOTO
MCKyCCTBAa M MY3BIKH, UMEIOMNX OMU3KyI0 00pas-
HO-OMOIIMOHAJIBHYIO OCHOBY, IPUBOJIHT K IOBBIIIIC-
HUIO (P GEKTHBHOCTU O0yUCHHS.

beun caenan BEIBOG O TOM, 4YTO oOparieHue
K MY3BIKE B IPOIECCE BOCHPUATHS aOCTPAKTHOM
JKUBOIIMCH CIOCOOCTBYET Pa3BUTHIO TBOPUYECKUX
CIOCOOHOCTEH CTYJIEHTOB, TOBBINIAET KAaueCTBO
TBOpYECKHUX PabOT, UX BBIPA3UTENBHOCTh, YpO-
BEHb IIOHUMaHHUS fA3bIKa WCKyccTBa. Hapsny
C TPSIMBIM PE3YJITaTOM — BO3POCIIUM YPOBHEM
Pa3BHUTHUS XYJ0KECTBEHHOTO BOCIPHSITHS — MOXK-
HO HAONIONaTh M TaKkue MOOOYHBIE PE3yNbTATHI,
KaK TIOBBIIICHHE MOTHBAIIMH K TBOPYECTBY, POCT
WHTEpeca K UCKYCCTBY M MY3BIKE; pa3BUTHE XY-
JIOKECTBEHHOTO U MY3BIKAJILHOTO BKyca; CMelle-
HUE aKIeHTa C TEXHOJIOTHYECKOro TOAX0Aa K Xy-
JIOKECTBEHHO-TUIACTUYECKOMY, OCHOBAaHHOMY Ha
nepegaye 4yBCTB, YCIOKHEHHH acCOIMAaTHBHOTO
psna B paboTax CTYIEHTOB; COBEPIIECHCTBOBAHUE
CIOCOOHOCTH K COIOCTABJICHUIO BBIPA3UTEILHBIX
BO3MOXKHOCTEH MY3bIKH W H300pa3uTEIbHOTO HC-
KyccTBa. JTO emE pa3 MOATBEPKAAET MBICITH O TOM,
YTO MENOCTHOCTh, 0OPa3HOCTh, aCCOIUATHBHOCTD
— Ta OCHOBAa, KOTOPast MOKET 00bEAMHUTH BOCIIPHS-
THE W300Pa3UTENLHOTO UCKYCCTBA M MY3BIKH, CIIO-
COOCTBYsI HHTCHCUBHOMY OCBOCHUIO XYyIO0XKECTBEH-
HOTO SI3BIKA.
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0] MOAIOTOBKE MY3blIKAHTOB B TBOP4Y€CKOM BY3€
Ha OCHOBe Aya/\bHOﬁ CUCTeMbl OﬁyquMﬂ

B crarpe paccmarpuBaeTcsi BOIPOC MOAEPHHU3AINH TIOITOTOBKH MY3BIKAHTOB B COBPEMEHHOM TBOPUECKOM BY3€
Ha OCHOBE JyalIbHOW CHCTEMBI OOYYeHUs, OCBEIIAIOTCS HEKOTOPHEIE €€ 0COOCHHOCTH | mpenMytecTBa. O003HaUEHO,
YTO YMEHHS W HaBBIKH, MPHOOPETEHHBIC BO BpeMs MPAKTHYECKUX 3aHATHH IO IyalbHOW CHCTEME, 3HAUYHTEIHHO
YBEIMYHMBAIOT THOKOCTh ¥ MOOMJIBHOCTD CTYJECHTOB, CHI)KAIOT OIACHOCTH COIMANBHON A€3aJaNTalliy, MOBBIIIAI0T
po¢eCCHOHANBHBIA YPOBEHB.

OTMe4eHO, YTO PSR CHCTEMHBIX IIPOOJIEM OTEYECTBEHHOTO 00pa3oBaHUs TpeOyeT AETANbHOTO IepecMOoTpa,
HE00XOIUMOCTh MOJAEPHH3ANN 00pa3oBaTeNbHON cucTeMbl oco3Haércs [IpaButensctBom PD m momnep:kmBaeTcs
TOCYJapcTBOM. BEISBICHBI OCHOBHBIE NMPUIWHBI CHIKEHHUS KauecTBa MPO(ecCHOHaIbHON MOATOTOBKH MY3BIKAHTOB
B y4eOHBIX 3aBElICHMAX, HaOmomaeMele B mocienHee BpeMs. [lepexon Ha myanpHOE 00ydueHne B Poccum momnepxan
[Ipe3unenTom PO Ha 3acexanny HAOIIOOATEIFHOTO COBETa ATEHTCTBA CTPATETHIECKIX HHUIHMATHB 0 TIPOJBIKEHIIO
HOBBIX ITPOEKTOB.

Crarps OTpakaeT akTyalIbHYIO podiieMy (GOPMHUPOBAHIS KOHKYPEHTOCIIOCOOHBIX CIIEIUAIMCTOB M CTAHOBJICHHUS
pogecCHOHANOB ¢ OoJiee BEICOKIM COBPEMEHHBIM YPOBHEM 00pazoBanus. CeromHs padoTomaTeNn 3anHTEPECOBAHEI
B MOJIOJIBIX CTICIIMATINCTAX, KOTOPBIX HE TpeOyeTcs JOydnBaTh U NEpeyInBaTh Ha pabodeM MecTe.

KnroyeBbie ciioBa: cepa KyabTypbl U HCKYCCTB, podecCHOHANbHOE 00pa3oBaHue, TBOPUECKUI By3, 00yueHHe
MY3BIKaHTa, AyallbHasi CHCTeMa OOydeHUsI.

Jns yumuposanus: irnatosa U. b., Ilokposckas E. A., Kupeesa O. A. O noarotroBke My3bIKaHTOB B TBOPUYECKOM
By3€ Ha OCHOBE JyaJIbHOI cuctembl 00yueHus // [Ipobnemsl My3bikansHOH Hayku. 2018. Ne 2. C. 133-139.
DOI: 10.17674/1997-0854.2018.2.133-139.
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About the Traiting of Musicians in Artistic Institutions of Higher
Education on the Basis of the Dual System of Education

The article examines the issue of modernization of the training of musicians in the contemporary artistic institution
of higher education on the basis of the dual system of education, and some particular features and advantages of this
system are elucidated. It is indicated that the skills and experiential habits acquired during the time of practical studies
based on the dual system of teaching considerably increase the flexibility and mobility of the students, reducing the
danger of social disadaptation and raising the level of professionalism.

It is noted that a number of systemic problems of Russian education require detailed revision and modernization
of the educational system is realized by the Government of the Russian Federation and is supported by the state. The
basic reasons for the decrease of the quality of professional training of musicians in educational institutions observed
in recent times. The transition to the dual system of education in Russia is supported by the President of the Russian
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Federation at a session of the supervisory council of the Agency of Strategic Initiatives for Implementation of New

Projects.

The article reflects the topical problem of formation of achievement-oriented specialists and the formation of
professionals with a higher present-day level of education. Today employers are interested in young specialists whom
it is not necessary to teach up and retrain at their place of work.

Keywords: sphere of culture and the arts, professional education, artistic institute of higher education, training of

a musician, dual system of education.

For citation: Ignatova Irina B., Pokrovskaya Evgeniya A., Kireyeva Olga A. About the Traiting of Musicians in
Artistic Institutions of Higher Education on the Basis of the Dual System of Education. Problemy muzykal'noj nauki/
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JIOXKMBIIASCS B MOCIICAHEE BPEMSI CUTYyallUs
B 00J1aCTH TIOATOTOBKU KaJpOB JUIsSL Cephl
KyJIBTYpPBI U HCKYCCTB XapaKTepu3yeTcs ps-

JIOM CHCTEMHBIX MPO0JIeM, TPEOYIOIIUX IETaTLHOTO

nepecMoTpa. CoBpeMeHHBIE BY3HI, Kak B Poccuii-

ckoil denepanuu, Tak U B APYTUX CTpaHaXx, CTOST

Ha IOpore Mepexona K HOBOMY 3Tally pa3BHTHS —

(YHKIIMOHUPOBAaHUIO B (OpPMaTe BY30B «TPETHETO

MoKoJieHus». To ecTh BOOpaBHIMX B ceOsl JydIlUe

TpaJulIUM MHUPOBOM M OTEUECTBEHHOM BbICILIEH

IIKOJBI B JIeJie TOATOTOBKH CIIEIIHAIMCTOB, CIIO-

COOHBIX CO3/1aBaTh B CBOEH CTPYKType MYNBTHANC-

LMIUTMHAPHBIE COIMAJBFHBIE CBSI3M B KOOIEpAlUU

C TPOQHUIBHBIMH TPEINPUATHAMU (OpraHu3alu-

AMH) JUIA TIOATOTOBKH CIIENHAJHCTOB OYyIyIIero,

BoCcTpeOoBaHHBIX uepe3 5—10 merT.

[OoTOBHOCTH K TakoMy IEpexomy HMEET OCO-
0oe 3HaueHHE Ui TBOPUYECKHUX BY30B, MYy3BIKaJlb-
HBIX KOJIJIE[DKEH, KaK MPaBWIIO, OMHPAIOLINXCS HE
CTOJIBKO Ha CTpPAaTerHH Pa3BHUTHS, CKOIBKO Ha Tpa-
TUIMOHHBIE MPAKTHKH KaK B OpraHU3aluu y4ed-
HOTO TIpOIlecca, TaK U B METOAUKE OOy4EeHHS, €TO
cofepaHud. B TO e BpeMms TBOPUECKHM By3aM
W MYy3bIKQIbHBIM KOJUIE)KaM KpailHe HEempOoCTO
aJanTUPOBATHCA K CONMAJIBHBIM U OpraHU3aI[HOH-
HBIM HM3MEHEHHSIM: BO MHOTOM OT Ka4ecTBa 3TOH
ajanrtaiuy Oyner 3aBHceTh HX 3()(EKTHBHOCTH
B IIOJITOTOBKE KOHKYpPEHTOCIIOCOOHBIX CIICLIHANIH-
CTOB, MY3BIKAHTOB, KOTOPBIE IOJDKHBI OBJIAJETh
HE TOJBKO NMPO(eCcCCHOHATBHBIMA KOMITETCHIISAMH,
BOCTPEOOBAHHBIMH CETOJHS, HO M KOMIIETEHIUAMU
CIICITHAIFICTOB OYIyIIEro.

BripaboTka crparernyeckoi mMemaarormyeckon
MOJIENIH PA3BUTHS TBOPUYECKHIX BY30B, MYy3bIKAIbHBIX
KOJUTEIKEH TpeOyeT CHCTEMHOTO PELICHHS IIEJI0TO
psaa mpobiaeM M BOIPOCOB: OIPEEIeHUs IPHOPH-
TETOB MHHOBAIIMOHHOTO, MHTEJUIEKTyaJIbHO-TEXHO-
JIOTUYECKOTO Pa3BUTHSl y4eOHOTO 3aBE/ICHUS; BbI-

SIBIICHUS CIIEIIUAIBHOCTH OyAyIIeT0; MUHUMHU3ANN
PHUCKOB ONTHMH3AINHY B CBSI3U C BBEJICHHEM HOBBIX
TOCYIapCTBEHHBIX 00pa30BaTENbHBIX CTAaHAAPTOB.
Wnaue roBops, KOHIEHTPAIM BHUMAHHS Ha BaXK-
HBIX MOMEHTAaX B OpraHM3ally y4eOHOTO Mmporecca
C TOYKH 3pEHUS MHHOBAIIIOHHOTO M HMHTEJUIEKTY-
AbHO-TEXHOJIOTUYECKOTO Pa3BHUTHSI.

YcuneHne KOHKYPEHTOCTIOCOOHOCTH BEIITYCK-
HUKOB JII0OOOTO Y4eOHOTO 3aBEICHHSI BO MHOTOM
3aBHCHT OT TPOQECCOPCKO-TIPETIOAABATENHCKO-
ro cocraBa. M aTo mepBas mpobiema, Tpedyromas
0Cc0o00T0 pemieHusi, KOTOpoe, B YaCTHOCTH, 3aKIIO-
YJaeTcsd B OpraHu3aliy IpoIiecca PEeryIspHOro mpo-
(heccHOHATBPHOTO CaMOPa3BUTHS TIEJArOTOB B COOT-
BETCTBUU C TPeOOBAHUAMU BPEMEHU M MOTHBALIUU
COBEPIICHCTBOBAHMA OOIIETIEAarornueCKuX KOMIIe-
TEHIUH, CTIOCOOCTBYIONINX aKTyalU3alliyl Iearo-
THYECKOTO IPOCTPAHCTBA.

Crnenmyromas axkTyalbHas TpoOiema CBs3aHa
¢ popmuposaHruem KOHKYPEHMOCNOCOOHBIX Cneyu-
anucmos U  CmamoeieHuem npogeccuonanos
¢ bonee 6bICOKUM COBPEMEHHLIM YPO8HeM 00pa-
306aHus. PaboTomareneil mHTEpecyeT TOTOBHOCTD
BBIITYCKHUKOB K OCYIIECTBIICHHIO IPOQECcCHo-
HaJbHOU NIEATETHbHOCTH, TaK KaK YaIlle BCETO MO-
JIOJIOM CTIENMAIUCT OBJIAJIEBAET HABBIKAMHU pado-
Tbl B KOHKPETHOM YUpPEKIACHUH (OpPraHU3aIlHH)
B CpeJHEM 4epe3 TOJl W JUKBUAWPOBATH Pa3pbIB
MEXAy TeOpUeH M MPaKTUKOW OOBIYHO MPUXOAUT-
C yYpEeXACHHIO, [Tl KOTOPOTro 0OECHedYeHHOCTh
KBaJIM(QUIIMPOBAHHBIMU KaJpaMH — BOIIPOC TIep-
BOCTeNeHHEIN. PaboTonaTens BRIHYKICH HCIIONh-
30BaTh paziIudHbie (HOPMBI PO EeCCHOHATHHOMN
aJanTanud MOJIONBIX CIHEIHAINCTOB: OT IMpHUMe-
HEHUS WHCTUTYTa HACTABHUYECTBA 10 Pa3paboTKu
W peau3aluy ClelraIbHbIX MPOrpaMM o0ydeHHS
n npodamantanuu. OTCIOma BBITEKAIOT emIié JBE
HEMaJIOBa)KHbIE TPOOIEMBI:
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1) Hecoomeemcmasue obpazosamenvHvix NPo-
2PaMM  KEATUPDUKAYUOHHBIM MPedo8aHusIM pado-
mooamerneti K npohecCuoHanrbHbiM KOMNemeHyusim
MONIOObIX CNeyuanrucmos, KOTopsle 0 OKOHYaHUHU
y4eOHBIX 3aBeICHUN HYXTAIOTCS B JUTUTCILHOM T1e-
puozie MPHUCTIOCOONIEHUS! K TTPOU3BOACTBEHHBIM yC-
JIOBUSIM, 000PYIOBaHUIO U MIPUHITUIIAM ITOCTPOCHUS
B3aMMOOTHOIIICHU B TPYIOBOM KOJIJIEKTHBE;

2) nedocmamox 6 edepanbHbix 20cyoap-
CMBEHHbIX 00pPA308AMENbHBIX CIMAHOAPMAX 6HU-
MAHUSL K NPAKMUKO-OPUEHMUPOBAHHOU NOO20MO8-
Ke cmyoenmos 8 oOpa308amenbHbIX YUPEeHCOCHUSX
KVIbMYypbl U UCKYCCME.

B pesynsrare paboronarenn He 3aUHTEpECOBa-
HbI B MOJIOJIBIX CIICLIUATIMCTAX, KOTOPhIX HEOOXOMU-
MO JIOYYHMBATh W TEPEyYMBaTh, W MPHUIIIANIAIOT HA
paboTy CHEIHMaTuCTOB HEOOXOAMMOTO MM YPOBHS
MOJrOTOBKK M KBanupukanuu. M TeM caMbiM €03-
maéTes creaylonasi akTyalbHas mpobdiema — mpy-
00YCMPOICMBO 8bINYCKHUKOS.

Takum 00pa3om, HA COBPEMEHHOM 3Tale MO-
JIEPHU3AINN JICUCTBYIOMIEH CHCTEMBI 00pa30BaHMs
B By3axX HCKYCCTB M KYyJIBTypHI TI0O BCEM HarpanJe-
HUSIM TTOJITOTOBKH (OT IPOTpaMM CpeHero npodec-
CHOHAJILHOTO JI0 MPOTPaMM BBICIIET0 00pa30BaHNs)
apXUBAXHBIM CTAaHOBUTCS TEPEXOH HA AYyaIbHYIO
cucTeMy OOydeHHS C OMOpOH Ha MOTPEOHOCTH pa-
Ootomareneli Kak MOTEHIHAIBHBIX IApPTHEPOB.
W 510 — otH U3 permaronux GakTopoB MOATOTOBKH
CHEIMATUCTOB HOBOTO MTOKOJIEHUSI.

Amnamms Hay4HO#l uteparypsl (M. A. I'puuanu-
koBa, 1. b. Urnarosa, H. B. ITocoxoga, C. I1. Poma-
HoB, JI. H. Camonyuna, I'. A. ®enorosa, A. Illenren
[2; 5; 9-12]) moka3ai, 9TO IMEHHO JyallbHasI CUCTE-
Ma OOy4YeHHs] CIOCOOHA PENIMTh BhIIICHA3BAHHBIC
npobnemsl. Hu omma oOpasoBarenbHas cucTeMa
B MUpPE HE IMPHBIIEKAJA TAKOTO MPUCTATHHOTO BHH-
MaHHs OTEYECTBECHHBIX H 3apyOSIKHBIX UCCIIeIOBATE-
nei. Bce oHM eTlMHBI BO MHEHUH, YTO JaHHAs CUCTe-
Ma YHUKajJbHa CBOEH NPAKTUKO-OPUEHTUPOBAHHOU
MOATOTOBKOW Oymynux crieruanuctoB. [lomHoCThIO
KOIIUPOBATh €€, ECTECTBEHHO, HEBO3MOXHO, HO TIe-
PEHATHh ¥ NPUMEHATh B OTECUSCTBEHHOM 00pa3oBa-
HUH HanOolee 3 PEeKTUBHBIC HIIEMEHTHI BIIOJIHE pe-
aJIbHO, B TOM YHCJIE B TBOPYECKHX By3aX.

Ob6pazoBanne B cepe KyITbTypsl H HCKYCCTB
CETOMHsI SIBIISETCS TOCYIApCTBEHHBIM IPHOPUTE-
TOM, TO3BOJISIET MPOTHO3MPOBATH POCT BOCTPEOO-
BaHHOCTU BBICOKOKBAJIM(DHUIIMPOBAHHBIX TBOpYE-
CKHX CIICIIUAINCTOB.

B Ilocnanmm Ilpesunenra ®@enepansaomy Co-
opanuto (1 nexabps 2016 roma) ompenensiercs pas-

BUTHE 00pa30BaHMs U KYJIETYPhI B KA4€CTBE ITIABHBIX
Lenel rocylapcTBEHHOM MOJUTUKU. B onuH psn
C TOCYOAapCTBEHHONM M DSKOHOMHUYECKOW CTaBHT-
Csl  TBOpUYECKAs IKM3HECIOCOOHOCTh OOIECTBA.
YTBepKaaeTcs HEOOXOMUMOCTh pa3paboTKu U pea-
JIU3aIUN TIPOEKTOB B OOJIACTH KIIACCHYECKOW JIMTe-
paryphl, KyIbTypbl, ICTOpUH. OTMETHM, YTO IPOEKT-
HBIE KOMITETCHIIMN (HEOOXOMMMBIC JUIsi HCTIONTHEHUS
YKa3aHHOU 3a]1a4H ) IPHOOPETAIOTCS CIICITHAIICTAMHU
B YCJIOBHSIX BhICIIEro oOpazoBanusi. CieoBaTensHo,
YTO00BI 00ECTIEYUTh PHIHOK COTPYIHHKAMH, CIIOCO0-
HBIMH T'€HEPHPOBATh MEPCIIEKTHBHBIC MPOEKTHI, He-
00XomMMa MOJIEPHHU3NPOBAHHAS CHUCTEMa BBICIIETO
00pa3zoBaHus B 00JIACTH KYJIBTYpHl B UCKycCTB. Ile-
pexon Ha ayanbHOE oOyueHue B Poccun momaep:xan
[pesunentom PO Ha 3acenanny HaOIHOAATENHEHOTO
coBeTa ATCHTCTBA CTPATETMYECKUX HHUIIMATUB IO
MIPOJIBHXKEHHIO HOBBIX TIPOCKTOB.

«O ¢dopMupOBaHUN HAIMOHAILHOH CHCTEMBI
MOJATOTOBKM W TIEPETIOATOTOBKH KaJpPOB COLUAIIb-
HOW cdepbl» IUIa pedb Ha 3acenanuu [IpaButels-
crBa Poccuiickoit ®Demeparuu (oxTsa6psr 2016).
Otmeyanock, 4T0 BOCTPEOOBAaHHOCTH BBICOKOKBA-
TUQHUIMPOBAHHBIX KaJpPOB C MPOEKTHBIMH KOMIIE-
TEHIUSMH B 00JACTU KYJIBTYpBbl U UCKYCCTB — 3TO
OJIMH M3 MHUKATOPOB (popMUpOBaHUS HOBOW HAITU-
OHAJIBHOW CHCTEMBI MOJATOTOBKU M TIEPETIOITOTOBKH
KaJIpOB TaHHO Cephl.

TpeboBanus K KBalH(PHUKAITUN CIICITAATHCTOB
B oOmacTu KyiasTyphl 1 ickKyccTs ¢ 2011 roma 3Haun-
TEJBHO BO3pOCiH. Tak, B COOTBETCTBHUH C ITPUKA30M
MuHHCTEpPCTBA 37JPAaBOOXPAHEHUST U COLUAIBLHOTO
pasButusi Poccuiickoit @enepamun «O6 yTBEpxk-
JneHnd EMuHOTO  KBamM(HUKAIMOHHOTO —CIIPaBOY-
HUKa JTOJDKHOCTEH PYyKOBOIWTENEH, CHEIMaINCTOB
U CITy)Kammx, paszaen “KsanudukanmonHbie xapak-
TEPUCTHUKH JOJDKHOCTEH paOOTHUKOB KYJIBTYPBI, HC-
KyCCTBa U KMHEMarorpaguu”»?, apTUCTbI TeaTpalib-
HBIX, My3BIKQIBHBIX W TaHIICBaJIbHBIX KOJJICKTHBOB
JOJDKHBI IMETH BhICIIIEE 00pa3oBaHue, I OT/IENb-
HBIX KaTeTOpUH apTHCTOB (HAIpUMEpP, apTHCTOB
WHCTPYMEHTAIBHBIX OpPKECTPOB) HEOOXOIUMa Ma-
rucTparypa.

YHOMSIHYTBIH (akT yOeAUTENLHO CBUICTEINb-
CTBYET O >KM3HECIIOCOOHOCTH BBICIIETO 00pa3oBa-
HUS B 00JIACTH KYJIBTYPBI, & BMECTE C TIOJIOKCHUSMH
[Hocnanus IIpesnnenta PO 06 ocoboit ponn Kymb-
TYPHOTO Pa3BUTHS €CTh OCHOBaHHMs IMPEIIIONIATraTh
YCTOWYMBBIH CIIPOC Ha CIIELUAINCTOB TAKOIO YPOB-
Hs 00pa3oBaHUs.

B benropoackoM rocygapCTBEHHOM HWHCTH-
TyT€ HMCKYCCTB W KYIBTYPBI CETOIHS JEHCTBYIOT
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CIIEZYIOIie MarucTepCKue HaNpaBICHHS: Iieja-
rormueckoe o0pa3zoBaHue, CONUATbHO-KYIBTYPHAS
JeSITeNbHOCTh,  OMOMMOTEUHO-WH(POPMAITHOHHAS
ACATCIbHOCTD, aHTPOIIOJIOTHUA WM OTHOJIOTHA, OU-
3317[H, ACKOPATUBHO-IIPUKIIAAHOC UCKYCCTBO U Ha-
pozHble poMBICcTbl. KpoMe Toro, akTuBHO (QyHK-
[IMOHUPYET acCUpPaHTypa 110 TAKUM HaIIpaBICHUSIM
MOATOTOBKHM, KaK SA3BIKO3HAHUE U JIUTEpATypOBELE-
HUe, 00pa3oBaHMe U MEJarOTMUECKUE HAyKH, KyIlb-
Typosorus. ITomumo npodero, B By3e OTKPBIBAOT-
csl JIBa JIMICCEPTAIIMOHHBIX COBETA.

Cepbé3Hble M3MEHECHMSI OXKHIAIOTCSI B COIH-
AIBHO-TPYIOBOH cdepe B CBA3M C INPHHATHEM
Y BHEIPEHUEM CHUCTEMBI MPO(ECCHOHABHBIX CTaH-
nmaptoB. [Jo 2020 roma B opraHm3aIusax, UMEIOMNX
MakeT aKIW{ TOCyIapcTBa, OTHOCSIIMXCSA K OOJ-
KETHOMY CEKTOpY, OyayT IMOCTENEHHO BHEAPEHBI
npodeccronanbHbie CTaHAapTh’. sl UX pe3ylib-
TaTUBHOTO BBEICHUS MOTPEOYETCS NEPEIOATOTOB-
Ka paOOTHUKOB, B TOM YHCIIE B OTPACIH KYIBTYpHI
1 HCKyccTB. MUHHCTEPCTBO TPY/Ia U COIIMAIbHOM 3a-
mThl PO mpu 3TOM yKa3bIBaeT HA HEOOXOJMMOCTh
JOTIOJTHATENFHOTO TOCYAapCTBEHHOTO (PMHAHCHPO-
BaHUsI IAHHOTO Tporecca. Heo0xoquMocTs Moziep-
HU3aLUHU TIOATOTOBKH KaJIpOB i C(hephl KyIbTYPHI
1 UCKYCCTB (apTHCTOB, MY3BIKaHTOB, IIPETIO/IaBaTe-
neit u ap.) ocoznaérces [IpaBurensctBoM PO.

ITo MHEHHWIO CIIENUaTUCTOB ATEHTCTBA CTpa-
TCTUMYCCKUX WHUIMUATHUB 10 IPOABUIKXCHHUIO HOBBIX
mpoekToB (cozmanHoro npu IIpaButensctBe PD),
Ha ceronHs Tekymas curyanus B Poccuu B cdepe
00pa3oBaHUs TaKOBA, YTO:

— B OOJIBIIIMHCTBE CIy4aeB MPOUCXOAUT Oec-
[IeTICBOM HAOOp aOMTYPUEHTOB; HE CIIAHUPOBAHBI
HHU KOJIMYCCTBO, HU HaIIpaBJICHUA ITOATOTOBKH, HU
CreMaIn3anus moj pabovee MecTo;

— Bce y4yeOHbIC 3aBEJCHUSI CTPEMSTCS B CHITY
9KOHOMHYECKOH Iesiecoobpa3HoCTH HaOparh Kak
MOXHO OOJITbIIIE CTYJCHTOB, HE OOpalas BHUMaHUS
Ha ux CHOCO6HOCTI/I, JIMYHBIC Ka4€CTBa U HOTpeGHO-
CTH OpraHM3alui, YUPEKIECHUN U T. [1.;

— MECTa MHNPOXOXACHUA IIPAKTUKHM HHUKaK HE
CBSI3aHBI ¢ OyAYIIMM TPYIOYCTPOHCTBOM;

— KOJIMYCCTBO MPAKTHYCCKUX 3aHATHN B By3ax
MHHHMAJIBHO, HACTABHUYCCTBO MJIN ITIOJTHOCTBIO OT-
CYTCTBYCT, UJIM HU3KOI'O Ka4€CTBAa,

— IJJAHOBOTO MJIM 3aKOHOMEPHOTO KapbepHOTO
pOCTa y BBITIYCKHHMKOB BYy30B HET, CErO/IHs BCE 3a-
BHCHUT OT JIMYHBIX KQYE€CTB BBIITYCKHHUKA U CTCUCHUSA
06CTOATENBCTRY,

— COCTOsHHEC HpaKTH‘IeCKOfI IIOATOTOBKU CTYy-
JICHTOB, KOTOPOE HAOIIOAETCS B MOCIIEIHUE TOIbI,

HE OTBEYaeT TPEOOBaHUSIM CETOAHALIHUX PaboTo-
natrernei, W CBA3aHO 3TO MMEHHO CO CHHKCHHUEM
BHUMAHUS K JAHHOMY BHUJIy TIOAITOTOBKH B y4EOHBIX
MacTEepCKUX U Ha 0A30BBIX MPEANPHUSITHSX.

K TakoMy BBIBOLYy NpPUXOAMT MU psill YyYEHBIX
(C. II. Pomanos, JI. H. Camonmuna, I. A. ®enoro-
Ba u Ap.). Tak, B pabore «HayuHo-meTonndeckoe
obecrieueHue TyaqbHOW ENeBOI mpodeccrnoHab-
HOW MOATOTOBKHM cTyAeHTOB B ccy3» JI. H. Camon-
JIMHA, TIPOBENs aHaJN3 COCTOSHUS MPAKTHYECKON
MOATOTOBKHU CTYACHTOB, BBISBIISICT PSJI CICAYIOIINX
mpobuem:

1) paboronareny He 3aWHTEPECOBAHBI MPHHU-
MaTh Ha paboTy MOJOABIX CIIEHUATHNCTOB, TaK KaK
Ha PBIHKE TPYZa UMeeTCsl 0OMBIIOE KOIIMIECTBO BbI-
COKOKBaJTU(UIINPOBAHHBIX CIICIIHATHCTOB;

2) CTyneHTHl 3apaHee HaCTPOEHHI Ha BPEMEH-
HOe mpeObiBaHNe Ha 0aze MPakTHKH, IOITOMY He-
OXOTHO BKJTIOYAIOTCS B paboduii mporiecc;

3) HeT MarepuaIbHOW 3aMHTEPECOBAHHOCTHU
MPaKTUKAHTOB (TAKyI0 3aWHTEPECOBAHHOCTH HaET
TONBKO AyalbHOE OOYyUEHHE — YUPEXKACHUS Kyilb-
TypBl, 3aUHTEPECOBAHHBIE B CTYACHTAX, 3aKJII0YAIOT
00pa30BaTeNbHBIE JOTOBOPHI);

4) mpakTHuUecKas TOATOTOBKAa YacTO MPOBO-
IUTCSl Ha yCTapeBIIeM OOOpYIOBaHWH, TaK Kak
paboTonarens HE MOXKET JOBEPSATH HEOIBITHOMY
MOJIOJIOMY CTIEHIHAIICTY COBPEMEHHBIE JOPOrOCTO-
stue mpuodopsl u ycranoBku [10].

OueBnnHO, 4TO TpeOyeTcss AETambHBIA Tepe-
CMOTp OpraHuzaluy y4eOHOTo Tpoliecca B TBOP-
YEeCKOM BY3€ MJIM MY3BIKaJIbHOM Koiemxke. Heob-
XOJIIMBI CUCTEMHBIC M3MEHEHHS Ha Ka)XJIOM JTare
00ydeHHS:

— CTYIEHT, 3a4MCII€HHbIM Ha 1-iI Kypc My3bI-
KaJIbHOTO KOJUIEKa MJIM TBOPUYECKOTO By3a, YETKO
JIOJDKEH TOHWMAaTh, Ha 0a3e KaKoTO YUYpeKACHUS
KyJIBTYphI OyZIeT IPOXOAHUTh €ro yueOHas MpaKTH-
Ka;

— TIpU OpraHW3alMH TPAKTHKH KaXIbIH CTY-
JIEHT yXe ¢ 1-ro Kypca AOIKeH OBITh OpHUEHTHPO-
BaH Ha oOydYeHWe W aJanTanuio Ha OymymieM pabo-
YeM MecTe, B KOHKPETHOM KOJUIEKTHBE (CTYIEHTHI
(axynpreTa MCHONHUTEIHCKOTO HCKyccTBA M (a-
KyJIbTE€Ta My3BIKaJIHHOTO TBOpUYecTBa benroponcko-
IO TOCYIapCTBEHHOTO MHCTUTYTA UCKYCCTB H KYIIb-
TYypbl UMEIOT BO3MOXKHOCTh BO BpeMsi OOydeHUs
B By3€ IIPOXO/UTH MPAKTUKY B MPO(HeCcCHOHANBHBIX
TBOPYECKUX KOJUIEKTUBax benropojckoit rocynap-
CTBCHHOW (WJIAPMOHHWH, B YUPEKICHHSIX JIOTOJI-
HUTEIBHOTO 00pa30BaHus U T. TI. C MOCIETYIOIINUM
TPYHAOYCTPOMCTBOM);
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— B o00Opa3oBaTrenbHON OpraHu3aluu J0JI-
XKeH ObITh c(hOPMHPOBAH BBICOKOKJIACCHBIH Iena-
TOTMYECKAN KOJUIEKTHB; HACTABHUKAMHU CTYIEHTOB,
B YaCTHOCTH, BO BPEMs MTPOXOXKIECHHUS TIOCIECTHUMHU
NPaKTHYECKOro OOYYEHHUs! JTOJDKHBI CTAaTh TaJlaHT-
JIMBBIE TIEJArOTH, Ipodeccopa, HAPOJHBIC aPTUCTHI
P®, 3acnyxeHHble aearenu uckyccts PO, mactepa
CBOETO JIEJIa;

— B pe3yibTaTe CTYACHT ITOCJIe OKOHYaHUs 00y-
yeHust ocTaéres padboTars Ha MecTe npakTuku (be-
TOPOJACKHN TOCYapCTBEHHBIM MHCTUTYT HCKYCCTB
U KyJIBTYpBI 3aKimrouni 6onee 150 1oroBopos ¢ yu-
peXIeHUsIMH KyJabTyphl M UCKycCTB Topona benro-
pona, benroponckoit obnactu U APYrux pEeruoHOB
Poccun);

— KaXIpIi BBITYCKHUK, MPOUICAIINHA Mpodec-
CHOHAJIbHOE O0y4deHHe Ha 06aze MpOoQIIBHON Op-
TaHU3aliH, JOJHDKEH HMETh BO3MOXKHOCTE mpodec-
CHOHAJIPHOTO M KaphEPHOTO POCTa (BBITYCKHUKH
benroponckoro rocygapcTBEHHOIO WHCTHTYTa HC-
KyCCTB U KYJBTYPBl BOCTPEOOBaHBI B YUPEKICHHU-
SIX KyJBTYpbl U UCKYyCCTB HE TOJIBKO benaroponckoit
obmactu, HO M janeko 3a e€ mpexenamu; BI MUK
€XKErOIHO TIONMyYaeT 3asBKH Ha CIIECHUAIHNCTOB W3
Mypmancka, Xantel-Mancuiicka, fAmano-Henen-
koro AO U IpyTuX perroHOB).

Takum o00pa3oM, CTyOCHTHI-MY3BIKAHTHI HE
MPOCTO OCBAMBAIOT MPOTPAMMHBIE MY3BIKAJIbHBIE
Mpor3BeACHHS B yaeOHOM 3aBeqeHuu. OHU coBep-

LICHCTBYIOT CBOM HAaBBIKM B WCIIOJIHEHUH, HApPH-
Mep, B CUM(OHUIECKOM OpKECTpe MJIH OpPKeCTpe
HapOJHBIX HHCTPYMEHTOB; U3y4aloT paboTy pyKo-
BOJIUTENIEH, UX B3aUMOJEHCTBUE C YYaCTHUKaAMU
KOJUICKTHBA, TEM CaMbIM y OYIyIIMX CIEIHaId-
CTOB (hOPMHPYIOTCS MICUXOJIOTHIECKHE KOMITETEH-
LMY, TIOABISAETCS OTBETCTBEHHOCTh 3a ypPOBEHB
CBOEH IIOJTOTOBKHM, OCO3HAaHHE HEOOXOIMMOCTH
«JIETKOTO» BKITIOYCHHS B pabOTy KOJJIEKTHBA, MO~
YUHEHUS ero MpaBwiIaM H T. TI. YMEHHS U HaBbIKH,
NpHOOpETEHHBIE BO BPEMSI IIPAKTUYECKUX 3aHATHIHA
o AyalbHOW cucTeMe OOydeHWS, 3HAYUTEIHLHO
YBEJIMYHUBAIOT THOKOCTh M MOOMIBHOCTH PabOTHH-
KOB, CHH)KAIOT OMACHOCTh WX COIMAJIbHOHN Je3a-
JaNTalny, TOBBIIAIT MPOPeCcCHOHANBHBIN Yypo-
BEHb.

OOmias mens AyaidbHOW CHCTEMBI OOYUCHUS
B TBOPYECKOM By3€, MY3bIKQIBHOM KOJIJIEKE — 3TO
npodeccroHagbHOe 00pa3oBaHUE KaK CPEJICTBO JI0-
CTHKEHUS] SKOHOMHYECKUX, COMATBHBIX 1 JTMIHBIX
neneid. Cucrema BaxkHa ¢ TPEX CTOPOH — SKOHOMH-
yeckoi 3 (HEeKTHBHOCTH (3aMHTEPECOBAHO TOCYIap-
CTBO), COI[MAJIEHOM WHTETpanuu (3auHTEPECOBAHO
JIEJIOBOE COOOIIECTBO), TMIHOTO PA3BUTHA (3aUHTE-
pecoBaHbI MOJIOABIE JIOAW U UX poautenn). 1 mbl
C YBEpPEHHOCTHIO MOXEM CKa3aTb, 4TO yajbHas
cucremMa OOy4YeHHs akTyalbHa W MOXET CIIy)KUTh
OCHOBOM 11 KOMIUIEKCHOTO Pa3BHUTHS JIIOOOTO pe-
THOHA.

S NMPUMEYAHUA (<

' Cwm. 3acenanue, npoeaéunoe O. Tonozer (26 ok-
Ts10ps 2016 roma): [4].

2 TIpuka3 Ne 251 ot 30 mapra 2011 roxa.

> MHUHHCTp TpyAa U COLMANBHOM 3aiuThl Poccuii-
ckoit ®enepanuu M. Tonunun ormerus Ha CoBellaHUU

< AUTEPATYPA

(2 HOs10pst 2016 TOma), YTO IO KOHIIA ToAa OyaeT Mmoj-
TOTOBJICHO mopsiaka 150 mpodeccnoHambHBIX CTaHAAP-
TOB» [7].

4 O nyanbHOM 0OpasoBaHum cM.: [3].
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