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MAaaAeH4YecKkue U NTUYbU BOKAAM3ALUMU:
HEKOTOpble aHAAOT UM

B crarbe mnpeAanpuHATO CpaBHUTEIBHOE PACCMOTPEHUE MEJOAMKH B BOKAJIM3AIMSIX
(romoCOBBIX CHUTHajax) MIAJCHIIEB M MTHUIl. YCTAHOBJIEHO, YTO ISl 3THX cdep XapaKTepeH
oOuii Habop TakuX MEJIOAMYECKHX €IWHUIl, KaK KPUKH, BOCXOXKIEHHUS, HHUCXOXKICHUS,
BOJIHBI, 3UT3ard, MasTHUKH, CKAa4yKW, perneTulud. Ha3BaHHbIE €AMHMIIBI BOCXOISAT K BOCBMHU
TUIIOBBIM MOJEISIM — Menooemam, OOHApYKUBAIOT CXOACTBO B CEMaHTUYECKOM HAINOJTHEHUU
U aHaJOTMYHBIM 00pa3oM (YHKIMOHHPYIOT B CHCTEME KOMMYHHKAI[MH. 3HAKOMCTBO C
JUTEpaTypol MOKa3bIBAET, YTO OT/EIbHBIE MOMEHTHI CXOZCTBA Ha3BaHHBIX C(ep yKe OTMEUaIucCh
UCCJIEZIOBATENSIMUA (B OCHOBHOM 3apyO€KHBIMH), OJJHAKO paKypc, M30paHHBIN B JTaHHOW padore,
NpekIe HEe HAXOAWJ MpUMEHEHHs. BBISBICHHOE POJICTBO B OJHHUX CIIy4asX MHTEPHPETUPYETCS
y4E€HBIMM KaK 3alMCTBOBaHHE OpraHM3allMM YeJOBEYECKOM pedr U3 NTUYhEH aKyCTHYeCKOM
CUTHANIM3alliH, B IPYTUX — KaK JAefcTBHE OOLIMX T€HETUYECKUX MEXaHHU3MOB 3BYKOIOPOXKICHUS
y drofeit u nepHatbiXx. Menoanyeckue GopMyibl, aHATOTHYHBIE CTPYKTYpaMm, MpeACTaBICHHBIM B
MJIaJIEHYECKUX M NTHYbUX TOJIOCOBBIX CUTHAJNAX, 3a(MKCUPOBAHBI B (DOJIBKIIOPE pa3HBIX HAPOJOB
U Jake€ COBPEMEHHOM KOMIIO3UTOPCKOM TBOpuecTBe. [lo-BuaumoMy, 371€Ch MBI UMEEM JeN0 C
YHHUBEPCATUSIMHU, PETYIUPYIONIMMH OPTaHU3aIMI0 MeIoca BO MHOTHMX (IIPUTOM HampsMylo He
CBSI3aHHBIX JIPYT C JPYTOM) aKyCTHYECKHX cdepax U OTCHUIAIONIMMH K CIOKHEHIeH mpobieme
SBOJIIOLIMOHHBIX MAPaIEIN3MOB B CTAHOBJICHUU U Pa3BUTHH UHTOHUPOBAHMUS.

KiroueBrie ciiosa: BOKaJIM3allX MJIIAACHICB U NITUL, MCJIOJACMBI, YCJIOBCUCCKasd p€ib U ITUYBEC
MEHUEC, MCJIOANYCCKHUEC YHUBECPCAIH.

Jnsa yumuposanus: KanyxuukoBa T. 1. MnageHueckre u NTUYbU BOKAJIM3ALUU: HEKOTOPHIE
ananoru // [Tpobnems! Mmy3bikansHOU HaykH. 2019. Ne 2. C. 7-16.
DOI: 10.17674/1997-0854.2019.2.007-016.

TATIANA I. KALUZHNIKOVA

Urals State M. P. Mussorgsky Conservatory, Yekaterinburg, Russia
ORCID: 0000-0001-9064-3170, tkalugnikova@mail.ru

Infants’ and Birds’ Vocalizations:
Certain Analogies

The article undertakes comparative examination of melodicism in vocalizations (vocal signals)
of infants and birds. It is established that these spheres are characterized by a common selection
of such melodic units as outcries, ascent and descent of register, waves, zigzags, pendulums, leaps
and repetitions. The indicated units hearken back to eight typical models — melodemes, discover
similarity with each other in their semantical content and in an analogous way function within
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the system of communication. Familiarization with the literature on the subject demonstrates that
separate moments of similitude of the aforementioned spheres have already been marked out by
researchers (primarily those outside of Russia), however the angle chosen in this work has not been
examined before. The demonstrated relationship has been interpreted by scholars in some instances
as derivation of the organization of human speech from bird acoustical signalization, and in other
cases — as the action of common genetic mechanisms of sound-generation among humans and the
feathered race. The melodic formulas analogous to the structures presented in infants’ and birds’
vocal signals, have been observed in the folk music of various peoples and even in contemporary
music composition. Apparently, here we have to do with universals regulating the organization of
the melodic principle in many acoustic spheres (moreover, not connected to each other directly) and
referring to the most complex issue of evolutionary parallelisms in the formation and development
of intonating.

Keywords: vocalizations of children and birds, melodemes, human speech and bird singing,
melodic universals.

For citation: Kaluzhnikova Tatiana 1. Infants’ and Birds’ Vocalizations: Certain Analogies.

Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2, pp. 7-16. (In Russ.)
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BIC/Ib O CXOJCTBE MJIAJIEHYECKUX

BOKaJIM3AI[MA C MEHHUEM IepHa-

TBIX, BO3HUKIIAsA OKOJIO JBAajla-
TH JIET Ha3aJ, OblIa MHUIIMMPOBaHA pado-
TOM HaJg MoHorpagueidl «AKyCTHUECKHUM
Texct peb&nka» [4]. Yxke TOrma HEKOTO-
pBIM cerMeHTaMm B pacuugpoBkax (oHo-
rpamMM ObUIH MPEANOCIAaHbl PEMAPKU «IIe-
6et» u «BOpkoBaHbe». [lo3nHee, mocie
3HAKOMCTBA C MECCHAHOBCKMMHU 3aIUCSIMHU
NTUYBUX TECEH, MOPA3UTEIbHO HANOMHU-
HAaBIIMMH I'OJI0COBBIE CUTHAIBI MAJIEHBKUX
nerer [9], crano sicHO, 4TO HEOOXOAUMO
CpPaBHUTEIBHOE HM3ydeHHE 00O03HAuYEHHBIX
3BYKOBBIX c(pep. AHanIu3 JIUTEepaTyphl MO-
Ka3aj: XOTs OTJEJbHBIE AHAJIOTUU MEXAY
HUMHU TPOBOAWINCH (B OCHOBHOM 3apy-
OC)KHBIMU  HCCIIEIOBATEIISIMU), PaKypc,
u30paHHBIA B JJAHHOM CTaThe, MPEXIe He
obcyxkancs.

Ha mnepBbii B3DIAA, CpaBHEHHE IITH-
YbEro MEHHUS C MY3BIKAJIBHONM U pPEYEBOU
NESATENbHOCTBIO YEJIOBEKAa MOXKET IOKa-
3aTbCsa CTpaHHBIM. B camom perne, He Jo-
TUYHEe JIMW B JIaHHOM Ciy4ae OOpaTHUTh
BHUMaHHE Ha YeJIIOBEKOOOPa3HBIX 00€3bsH,

POJICTBEHHBIX HaM BO MHOT'MX OTHOILIEHH-
sgx? OgHako B OTIIMYHME OT OOJIBIIMHCTBA
KUBOTHBIX, Ubsl 3BYKOBas KOMMYHUKAIIUS
MMEET WHCTUHKTHUBHBIM XapakTep, MTHULIBI,
MMOMUMO TEBYECKOTO MHCTUHKTA, BIAACIOT
MEXaHU3MOM BOKaJIbHOTO HAy4YeHUs, OTCYT-
CTBYIOIIETO y OMMKaWIIUX MpeakoB Homo
sapiens. Ilo cioBam . AkepMaH, «Takoe
BOKAJIbHOE€ HAay4Y€HHE PEJIKO BCTpEYaeTCs
B )KHUBOTHOM MHUPE U Ha CETOAHSIIHUN I€Hb
00OHapy>KEHO TOJBKO Y IMOMYyraeB, KOInopH,
MEBYUX ITHUII, TITUL] 3BOHAPEH, HECKOIBKUX
BUJIOB MOPCKHX MJICKONUTAIOMUX (TaKuX,
KaK Jenb(UHBI U KUTHI), JIETYUYUX MBIIICH
M BCET0 OJTHOTO BUJIa MPUMATOB — JIFOJICH»
[1, c. 205]. YuéHble npUILIa K BHIBOIY, UTO
NTULBI BIAACIOT OJHOM U3 CaMbIX CJIOXK-
HBIX Y TOYHBIX CUCTEM 3BYKOBOTO OOIICHUS
CpelH CyXOIyTHBIX >KMBOTHBIX. BeposiTHO,
HE CIy4YailHO MO3I MHOTHX NEpHaThIX, Ha
YIUBJICHHUE OOJIBIION JIJIST pa3MEPOB UX TEll,
HapsIy C YEJIOBEUECKUM OIPEACIISIeTCS KaK
«yBeITU4eHHbINY. Kpome TOro, ecTh U 00b-
EKTUBHBIE OMOJOTUYECKHE JI0KA3aTelIbCTBA
pPOJICTBa Ha3BaHHBIX aKyCTHUUECKUX cdep,
0 KOTOPBIX pe4b MOUAET JTaJIee.
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[IpenBaputenbHble HAOMIONEHUS  TIO-
3BOJISIFOT TOBOPUTH O HauboJiee O4eBUIHON
OJIM30CTH NTHUYBUX TOJIOCOBBIX peakuui
MIIaJICHYeCKUM Tiocconanusam'.  OmHako
KaKOBBI HCTOKHU ITOJOOHOM OJIM30CTH, HA Ka-
KHX CTPYKTYPHBIX YPOBHSIX aKyCTHUECKHX
TEKCTOB TakKasi OJU30CTh MPOSIBISETCS, Ka-
KHE CUTHAJIbI B «BBICKA3bIBAHUSIX)» JIETEH U
NEPHATHIX COBMA/IAIOT, — 3TU U MHOTHE APY-
r'e BOIIPOCHI ITOKA HE UMEIOT OTBETOB.

B Hacrosimeit pabore? pa3BUBarOTCS TO-
JIOXKEHHUsI, IEpPBOHAYAJIbHO 0003HAYEHHBIE B
nyOnukamnuu [5]: a) BOKanu3aluu MiiajeH-
1EB (JIeTeld MepBOro rojia *X1U3H1) U NTUIL CO-
Jiep>KaT HEKOTOPBIA OOIIMi Habop CTEpeo-
TUITHBIX MEJOJUYECKUX CTPYKTYp (CBOETro
pOJla «CJIOBAPHBIX EAUHUID, «IEKCEM»),
0) THUMOBBIE «JIEKCEMBI» JIEMOHCTPUPYIOT
ornpezieNiEHHbIE COOTBETCTBUSI B CEMaHTH-
YECKOM HaIlOJIHEHUH, B) OHU aHAJIOTMYHbBIM
00pazoM (DyHKIIMOHHPYIOT B CUCTEME KOM-
MYHHUKaIUH.

[Ipu comocraBieHUM U3YYaEMBbIX SIB-
JIEHUH 3a TOYKY OTCU€Ta IPHUHST Menoou-
yeckuti Koumyp (penve@, pucyrok). B ero
CTPOEHHUH, HapsAy C OCHOBHBIM 3BEHOM —
SIIPOM, MOTYT IIPUCYTCTBOBAaTh MPEAbsAEP-
HBIN (aHaKpy3a) U MOCThIACPHBIN (KIay3y-
7a) yuactki [ 8, c. 141]. BaxHo, yTo moMUMO
KOHCTPYKTHBHBIX MPU3HAKOB, paccMarpH-
BAa€MbIM €IUHUIIAM CBOWCTBEHHBI TaKXkKe
OINpEEIIEHHBIE 3HAYEHM S, OTChUIAIOIINE HE
CTOJIBKO K CITyXOBBIM, CKOJIBKO K IPOCTpaH-
CTBEHHBIM IPEJICTABICHUSAM, B KOTOPBIX Ha
NEPBBINA IJIAH BBIXOMAT TaKHe MapaMeTphl
3BYUYaHUM, KaK «IIUPOKO — Y3KO», «BBEPX
— BHH3», «BBICOKO — HU3KO» U T. M. (Cp.:
MasiTHUK, BOJIHA, BOCXOXJIEHUE, HHCXOXK-
nenue u np.). Hakonern, penbedsl CBsI3aHbI
U C Pa3JIUYHBIMU MYCKYJIbHBIMU OIIYIICHU-
SIMH, BCETJa BO3HUKAIOMIMMH MPH BOKaJb-
HOW apTUKYJISAIUU U BOCTIPUSTAN METOIMH.

JUia  cucremMaruzali  CPaBHUBAEMBIX
«JIEKCEM» HUCIOJIB30BAHO TMOHSITHE Menode-
Ma, 3aMMCTBOBAaHHOE W3 TEOPUHM pPEUYEBOMU

WHTOHAIINH, TJIE OHO TPAKTYETCS KaK MOJICITb
POICTBEHHBIX  MEJIOMIMYECKUX KOHTYPOB
[Tam >xe]. HaOmiomeHusi MOKa3bIBaIOT, YTO
BECh MACCHB BBISIBIICHHBIX THIIOBBIX OJIe-
MEHTOB® BOCXOIHT K 80CbMU Me100EMAM.
DTO: KpUK, 60CX0dcOeHuUe, HUCXOHCOeHUE,
B0JIHA, 3U23ae, MASIMHUK, CKA4OK, penemu-
yus. Horma B omHOM 000pOTE MPOCMAaTpH-
BAIOTCS YEPTHI pasiuyHbIX Mooenetl (Harpu-
Mep, PENETULINHU U JPYTUX PUCYHKOB, CKauKa
1 pa3HOOOpa3HbIX BUIOB TUIABHOTO JIBHKE-
HUA U T. 1.). CpenHss NpooIKUTENbHOCTD
3By4aHUs TUIIOBBIX (PparMeHTOB KoyeOJeT-
Csl B 30HE OT COTBIX JIOJIEH CEKYHIIbI 10 He-
CKONBKUX (TIPUOIM3UTETBLHO 5—6) CEKyHII.
Huxe mpuBeneHsl o0pasibl «CIOBAPHBIX»
€IMHUII, TPOU3BOIHBIX OT HA3BAHHBIX MEJIO-
nem (rpumepsl Ne 1-5).
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3HAaYUMBIMH pa3/eliaMid METOANYSCKUX
«CTIOBApEi» ETEH U MTHUIL SBIISIOTCS 38YKO-
noopayicanus, Oa3UpyOIIMECs HAa HWHTO-
HAIMSIX, TOYEPIHYTHIX W3 OKPYXKArOMIeH
cperpl. Y MIIaJIeHIICB BOSHUKHOBEHUIO aKy-
CTHYECKUX MMHTALUN TPEAIIECTBYIOT OH-
MOJQJIbHBIE 3HAKOBHIE KOMITJIEKCHI — «3BY-
KOXKECTBI», OOBEIUHSIONINE yKa3aTeIbHBIN
*KecT U (oHaruio, MO0 MOIUMOAIh-
HbIE, BKITIOYAIOIINE JKECT, MUMHKY U 3BYK.
[Ipennocbuiky Ui pOKICHHSI OHOMATOTICH
CKJIa/IbIBAIOTCSI B JIENETE, TJe Ha OCHOBE
ayTo3XoJlauM (MoApakaHusi caMmoMy cebe
B TIPOIIECCE MHOTOKPAaTHOTO OIHOO0Opa3-
HOTO MOBTOpPEHUs Habopa TOHOB U CIIOTOB)
dbopMupyeTcsi CIOCOOHOCTh peOEHKA K BOC-
NIPOU3BEACHHUIO BHEIITHUX 3ByYaHUH.

CoOCTBEHHO 3BYKOIOJPAXKAHUS BXOJAT
B JCTCKHU «pemepTyap» BO BTOPOM IOJIO-
BUHE TMEpHOIa MIIAJCHYECTBa, OCOOECHHO
AKTHUBHO — B BOCBMH-JIEBITUMECSYHOM BO3-
pacrte. Bce ciplmmmbie U BOCCO3aBaeMbIe
MaJiblllIaMu 7eMeHThI PoHOCPephl 00pazy-
10T HECKOJIbKO BUJIOB IMHTHUPYEMBIX 00bEK-
TOB: 3BYKH KHBOU IPUPOJIBI (TTaBHBIM 00pa-
30M roj0ca 3HaKOMbIX PEOEHKY KUBOTHBIX),
WHTOHAIIMU BepOabHOM peun u meHus (Ha-
npuMep, «OaroKaHbs», 3aMMCTBOBAHHBIC U3
KOJIBIOEJIbHBIX MECEH MaMbl WM 0a0yIIKK),
000pOTHI UHCTPYMEHTAILHONW MY3BIKH, W3-
peaKa — TPaHCTIOPTHBIE CUTHAJIBL.

WmuTanmm mumpoko OBITYIOT My TITHII,
KOTOpBIE MOTYT BOCCO3/1aBaTh TICHHE CBOMX
COpoAMYeH, rooca 3Bepeit, «poHorpaMMbD»
HEOMOIOTHIECKOTO MPOUCXOKICHUS (MHITY-
CTpUajbHbIC 3BYYaHWsI, OBITOBBIC IITyMBI),
a B HEBOJIE — YEJIOBEYECKYIO pedb. bynyun
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BPOXKICHHBIM Ka4eCTBOM, CIIOCOOHOCTH
NEPHATBIX K TMOJPaXaHUIO HANOMHHAET
B 9TOM OTHOIICHUU TPUPOJHYIO CKIIOH-
HOCTh MHOTHX JKHUBBIX CYIIECTB K UTPE.

[IpunsaTO paznuyaTh SBICHUE TOJIOCOBOM
MMUTAIMA ¥ BO3HUKAIOIIEE HA €0 OCHOBE
nepecMenTHIYeCTBO. Ecimu uMuTarust — 310
crierupruIecKoe Ka9YeCTBO BBICIICH HEPBHOM
NEeSITETbHOCTH TTHI, MUMEIOIIee HIMPOKHIA
CHEKTP TPOSIBIICHUN W JOCTYITHOE MHOTHM
YJIeHaM TTUYBEro COOOIIEeCTBa, TO TEpe-
CMEIIIHUYECTBO, COCTOSIIIIEE B KOMTUPOBAHUH
3BYKOB, HE TUITMYHBIX JJIS CBOETO BU/1a, CBOM-
CTBCHHO JIOBOJILHO Y3KOMY KPYTY TIEpPHATBIX
(Haubosee BbIIAOLIUECS CPENU HUX — TIPE/I-
CTaBUTEIN CEMEWCTBA TIEPECMEITHUKOBBIX,
oOuTaroIMe Ha aMEPUKAHCKOM KOHTHHEHTE)
[1, mmaBa 5; 6, c. 790-791]. UckycHbiMU TIE-
PECMEIIHUKAMU CYHUTAIOTCS CKBOPIIBI, Ha-
JICIEHHBIE JTApOM BOCIPOM3BOJIUTH CaMble
pa3HooOpaznbie 3By4danus. K 3toil rpymme
OTHOCSITCS Ul TaK HA3bIBAEMBIE «TOBOPSIIIIHEY
TITUIBI (HApSITy CO CKBOPIIAMHE ATO TIOITyTawu,
BOPOHBI, TaJIKH, TPayH, COPOKH), MHOTUM U3
KOTOPBIX YIAETCsI C BBICOKOM CTEMEHBIO TOU-
HOCTH BOCTIPOM3BOJUTH (DOHEMBI UeIOBEYe-
CKOM peun.

N3 oxpyxaromiero 3ByKOBOTO Tei3axa
MEPHATBHIMU OTOUPAIOTCS TPEUMYIIICCTBEH-
HO T€ 3ByuYaHHUs, YbM (DPU3MYECKUE XapaK-
TEPUCTUKU  COOTBETCTBYIOT  CBOMCTBaM
MX TOJIOCOBOTO ammapara M OKa3bIBalOT
CHWJIbHOE BO3/ICWCTBHE HA HEPBHYIO CHUCTe-
My. OcoOEHHO SIBHO 3TO BBIpAXKAETCs TPH
OHTOTCHETUYECKOM  (HOPMHUPOBAHUHM  BH-
nocnenupuUecKkod MecHU, KOrjga MTEHIbI
B THE3/I0BOM MIEPHO]] 3aITOMUHAIOT U OTYACTH
UMUTHPYIOT CUTHAJIBI OTIIA, & MOJIOJIBIC CaM-
16l B TICPBYIO BECHY Pa3MHOXKEHHS aKTUBHO
MOAPAXKAIOT TEHUIO0 B3POCIBIX 0CcOOel CBO-
ero Buja. HakoHel, W3BECTHBI CiTydand WC-
MOJTb30BAHUS TOJIOCOBBIX M IIACTHYCCKUX
UMUTALUN B OpayHbIX IEPEMOHHMSIX.

[ToMumMO CIIOCOOHOCTH K TIOPOXKACHUIO
COJIBHBIX BOKQJIM3AIMA, MJIQJICHIIBI W TITHIIBI
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BJIQJICIOT OYIMHBIMU (OUATIOZUYECKUMU) U
pynnogeimu  hopmamu  KOMMYHUKAUUU.
VY manenmvrkoco pebénka IUAlOTH 3a4acTyro
COOTHOCSITCSI C CUTYaIUsMU, KOTJIa KTO-TO U3
CTapIIMX OOIIAETCS C HUIM B 0COOOM pEYEBOM
peructpe baby talk, 4TO BBI3BIBAET pasloOCT-
HOE€ arykaHbe WM cMmeX AUTATH. OcoOEeHHO
HIMPOKO PACTPOCTPAHEH BU MAPHOTO MHTO-
HUPOBAHUs, B KOTOPOM Ha 0OpallieHus! B3poc-
JIOr0 Majibllll OTBEYAET TOJIOCOBBIMU CHI-
Hasmamu. Hepeako B mporiecc CIIOHTaHHOTO
aKyCTU4ECKOIO B3aNMOJECHCTBHS BKIIIOYAOT-
Csl HECKOJIBKO MJIaJIeHIIeB. B Takux ciydasix
Ha KPUK OTHOTO U3 HUX OT3bIBAIOTCS HAXO-
TSIIAECS] PSIZIOM CBEPCTHUKH, YTO TIPUBOIUT
K BO3HUKHOBeHMIO Kakoonuu. Ilocnen-
HIOIO, BIPOYEM, HEJb3sl CUUTATh aOCOIIOTHO
XaO0THYHOM, TIOCKOJIBKY € MPHCYIIN OO
(HeraTUBHBINM) SMOLMOHATBHBIA  HACTPOM
YJICHOB TPYNIBI M CXOACTBO apTUKYIIUpYe-
MBIX UIMU KPHUKOBBIX MEIOOOOPOTOB.
AHcamMOmu ecTb U 'y nmuy, TIPUIEM OHU
MOT'YT BO3HHUKATh MPU BOCIIPOU3BENICHUN KaK
MECEH, TaK M MHBIX BoKanm3anui. Hanbonee
THITUYHBI Ty3Thl, OOBIYHO MPEACTABIISIOIIIC
cO0OM MEepEeKIMYKA caMIila U CaMKH, WHOT/IA
JIByX CaMIIOB, OOMTAIOIINX HA COMPEAEITBbHBIX
yuacTkax. Pexxe BcTpewyaercsi OfHOBpEMEH-
HOE 3By4aHne o0oux rojocos (mpumep Ne 6).

[Ipumep Ne 6 TpaBHUK.

TokoBaHMe ABYyX CaMI[OB’
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CoBmecTHOE TeHue, Npu KOTOPOM JIBE
WM HECKOJIbKO 0co0ell BCTymaroT IMmooue-
pENHO, BOCCO3/1aBasi MOJHBIA PUCYHOK BH-
JIOBOM IECHU JIN0O MHOU MEJIOAMH B BBICIIIEH
CTCIICHU COINIaCOBAHHO, IOCJIEI0BATEIILHO,
OMOAKyCTUKU HAa3bIBAIOT «aHTU(OHHBIMY.
Jlns map, oOpasyrommxcss Ha MHOTO JIET,
XapaKTEepPHBI CIAKECHHBIE TyITHBIC (OPMBI.
K npumepy, *KypaBIMHBIA CUTHAT «KYpPJIbI-
KaHbe» — ATO CJIEAYIOUIME OJMH 3a JPYTUM
B OBICTPOM TEMIIE BO3IJIACKHI CaMIla U CAMKH.
CKJIOHHOCTh K Jy?TaM U TPUO C PAHHETO
MTCHIIOBOTO BO3pacTa Habmoaaercs y coB'l.,

Bo BpeMs B3aMMHBIX KOHTAKTOB IITHII
Ha MeCTax KOPMEKKH, OTIbIXA UM HOUEBKU
MOXXHO YCJIBIIIATh UX «XOPOBBIC» CUTHAJIBI.
Poxxnenune nogqoOHbBIX «XOpPOB» YUEHBIE CBSI-
3BIBAIOT CO «3BYKOBOM MHIYKIIMEI» — CKIIOH-
HOCTBIO TIEPHATBIX pEarupoBaTh TOJIOCOM
Ha 3BYYaHUs OKPYKAIOLIEH Cpelbl U «3apa-
JKAThCS» MMH. XOTS NTUYLE KOJUICKTHBHOE
TIEHUE KAXETCS HEYNOPSIOYCHHBIM, B HEM
OOHApPY>KUBACTCS JICUCTBUE KAaK MHUHUMYM
IByX opraHusyrommx (akropos. [lepsbiii —
ATO BBIPAKEHUE BCEMM YYACTHHUKAMHU KOM-
MYHUKAIUM €OUHOTO SMOIMOHAIBHOIO Ha-
CTpOsi, 0OBIYHO OECTIOKOWCTBA (HE CITydaiHO
TaKue SIBJICHHUS HA3bIBAIOT «ITHUYLUMH IIe-
pernoyioxamm»), OTYEro «XOpoBasi MapTUTY-
pa» HACBIIIAECTCS MOXOKUMH Yy Pa3IMYHbBIX
0co0eil TPEBOXKHBIMU TOJIOCOBBIMU PEAKITHU-
sMH. BTOpbeIM (DaKTOpPOM CITYKHT «COMHMKe-
HUE MaHep UCHOIHEHUs». OHO 3aKITI0UaeTCs
B TOM, YTO HEKOTOPBIE CaMIIbl OTHOTO U JaXKe
pa3HbIX BHUIOB, MOKOIIHAE PSAIOM, HEPEIKO
BOCITPOU3BOJAT OMU3KUE BapHUaHTHI MECHHU,
YTO CO3AET MOJTHYIO WILTIO3UIO «Pa3roBOpay
00 «TypHHUpPAy TEBIIOB [6].

O xapakrepe KOOpAMHAIUN MEXIY CTPO-
€HMEM MEJIOIMYCCKUX CAUHMIL M 3aKITIOUEH-
HbIMU B HHMX 3HAQUEHUSIMU CYIUTH KpailHe
ClokHO. O4YeBHUJHO, YTO H3Yy4YaeMble KOH-
CTPYKTHUBHBIE 3JIEMEHTBI CaMU 110 ce0e J0cTa-
TOYHO HEOIPENCIEHHBI B CEMAHMUUECKOM
naHe, HATIONHSACH Oojee-MeHee KOHKpPET-
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HoOW mH(popMaruel (B OCHOBHOM TICHXO(H-
3MOJIOTHYECKOTO CBOWCTBA) JIUIIH B aHCAM-
O0me ¢ TeMOpOM, PETrUCTPOM, TPOMKOCTHIO,
TEMIIOM, pUTMOM. Tpu CErMeHTa COCTaBIISIOT
«IJTaH CONEPXAHUSD) PACCMaTPUBAEMBIX BO-
Kaimm3aimid. TakoBbI KOMITJIEKCHI (PU3UOII0-
T'MYECKOTO/«COLMAIIBHOTO»  JAUCKoMdopTa,
koM(opTa U MPOMEKYTOUHOTO MEKITy HUMH
«HEUTPATBHOIO» COCTOSIHUS. EIMHCTBEHHOM
aKyCTUYeCKOr cepol, TeMOHCTpHUPYIOIIEH
OTHOCHUTETIbHYIO CTaOWJIBHOCTh B COOTHO-
IICHUM CTPYKTYPHOTO M CEMAHTHYECKOTO
ACIIEKTOB BOKAIM3AIUM, SIBIISICTCS TPYTINa pe-
aKuii uckoMpopta, 0a3UpyrOIMIUXCS TIIaB-
HBIM 00pa30oM Ha MeJofieMax KpHKa, WHOT/A
— penetunuu. B koHKpeTH3aluKM CMBICIOBO-
r0 O0NMKA MEOIUYECKUX CTPYKTYP BaKHYIO
pOJb WIpacT HaNpaBICHHOCTh WHTOHHPO-
BaHUs — IIEHTPOOekKHast (AUCTaHTHAs) OO
HEHTPOCTpEeMUTENbHAs (KOHTakTHas). Jlms
JMICTAaHTHBIX CHUTHAJIOB, OTJIMYAFOIIUXCS Ha-
NPsHKEHHOCTBIO, XapaKTEPHBI SHEPTETHICCKH
HACBIIICHHBIE CPE/ICTBA BBIPA3UTEIHLHOCTH,
TOT/Ia KaK KOHTAKTHBIM 000POTaM, OTpaskaro-
MM CPEIHIOI0 WM CI1alylo «TeMIeparypy»
SMOIMKA, CBOWCTBEHHO ITPUBJICUYECHUE NPHE-
MOB C YMEPEHHBIMA W HU3KUMH JHHAMHUYE-
CKMMHU TIOKa3aTe/siMU [ 5, m1aBa 2.
OyHKIIUOHUPOBAHUE CPAaBHUBAEMBIX
MEJIOAUYECKUX BOKAJIU3alMi MPOTEKaeT
B YCJIOBUSIX YMUIUMAPHBIX U CUMEOIUYe-
CKUX KOHMmeKcmog. Y TWINTapHOE Ha3HaYe-
HUE UMEET OblMOBOU N0BeOeHYECKUNl KOM-
niekc, HalpaBJICHHBIA Ha YIOBJICTBOPCHHE
bu3noIorHUYecKuX morpedHocTel (B 000-
UX CIIy4asiX 3TO COH, MPUEM MHIIHU, OTABIX,
a y IEpHAThIX — €€ U YXOI 3a MOKPOBa-
MU, 00CIIeTOBaHNE TEPPUTOPUN OOUTAHUSA).
B cocraB ero akyctuueckoro miaHa BXOAST
CUTHAJIbI JuckoMdopra u kompopra, usia-
BaeéMble JI€TbMH, MTEHUAMU U B3POCIBIMU
0COOSIMU B TIOBCETHEBHOM 0OCTaHOBKE.
CumBonmueckre (HOpMbI TTOBEACHHS SIB-
JSIFOTCSL  DIIEMEHTaMU  pUmyaiusupO8aHHO20
U U2POBO20O KOMNIEKCO8, TIIE TIEPBOCTEIICHHOE
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3Ha4YEHHUE MPUOOPETAIOT CONMAIIBHBIE (PaKTO-
pbl. Tak, puTyaau3upoBaHHbII XapakTep Mpu-
CyILl HEKOTOPHIM AacleKTaM OOILIEHUS MJla-
JIEHIIa C Marepblo, B YaCTHOCTH, OalOKaHbIO,
TEHETUYECKH U TUMOJIOTHUECKU CBSI3aHHOMY
¢ putyasnoM. MrpoBoe Ha4ajao B camMOCTOS-
TENbHOM AaKyCTUYECKOM JESTEIbBHOCTH Ma-
JbIIIEH TOSBIAETCS NPUMEPHO B CepeiuHe
nepBoro roga *usHu. C 3TOro BpeMeHu Ma-
paJUIENbHO C MAaHUITYIMPOBAHUEM MpEIMETa-
MU peOEHOK MpHOEraeT K Urpe perucTpamu
CBOEro rojioca (TyineHue), GU3NIeCKOr CTO-
POHOI 3BYKOB U CJIOTOB (JIEMET), BBI3bIBAIO-
Il y HEro MO3UTUBHBIE OLLYIIEHHUSI.

Ha cymecrBoBaHME  CHMBOJIMYECKHX
MIPAKTHUK Y NEPHATHIX (TaKUE NPAKTUKK Ha3bl-
BAalOTCS «PUTyaJlaMU», «PUTYaJTM30BaHHBIMU
JEMOHCTPALUSIMI, «JIEMOHCTPAaTUBHBIM I10-
BEJICHUEM») OOpaIlaloT BHUMAaHUE MHOTHE
opHUTONOTU. B nuTeparype omucansl nepe-
MOHMHU YIPO3bl U YMHPOTBOPEHUS], YCTAHOB-
JICHUSI ¥ TIOJIEP KaHKs UepapXuu B cooOILie-
CTBaxX, CMEHbI NMapTHEPA Ha THE3/I€ BO BpEMs
BBICHKMBaHMS ITEHIIOB, KOPMJICHUSI BBIBOJIKA
U JIp., a TaKke OpauHble MPOLEAYpPhl, B TOM
YHCJIe — BOCXUTUTENIbHBIE TaHIbl. Puryanu-
30BaHHbIE JEMOHCTPALUM KBAIU(HULUPYIOT-
Csl MCCIIEIOBATEIEM 3BYKOBOW KOMMYHUKa-
unn y i E. H. TlaHOBBIM, Kak «BBICOKO
CTEpPEOTUIHBII KOMIUIEKC pPEeaKiuil», KOTo-
pblil cKiaipIBaeTCsl B Xone (huiioreHeTuye-
CKOM DBOJIIOIIMU Ha OCHOBE MPe0oOpa30oBaHMs
OBITOBBIX MOBEICHYECKHX (OpM B CHMBO-
JMYecKue (Hampumep, peajbHOM arpeccuu
B JIEMOHCTpaIuio arpeccun) [7, c. 13].

Js1s ocoGeit Bcex BUIOB M BO3PACTOB Xa-
paKTepHbl TaKXKe UIPbl: MAHUITYJIUPOBAHHUE
MpeIMETaMHy, MapHble NOJETHI, MPECIeno-
BaHUs, UPYIThl U KyBbIPKaHUE B BO3IYXE,
KyIaHUE B CHErY, KaTaHWe C KPbII U T. II.
MHorue 13 HUX TUIIMYHBI 11 pa3HbIX Ipe.-
CTaBUTEJEH )KUBOTHOTO MUPA, & HEKOTOPHIE
CBOWMCTBEHHBI MaJIeHbKUM AeTsM. OcTaércs
100aBUTh, YTO B CUMBOJMYECKUX (opmax
NTUYBETO MOBEACHMS 3aMETHAsl POJb IMpH-
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HAJUIKUT aKyCTUYECKOM COCTABIISIOLIEH.

KakoBa >xe mpupona OTMEYEHHOTO CXOJ-
cra? [lo Bceil BUAMMOCTH, €ro NTyOMHHOM
NPUYMHON SIBIISIETCSl ONM30CTh 3aKOHOB, Ha
OCHOBE KOTOPBIX OpPraHU30BaHbI J10BEpOAIIb-
Hasi U BepOaibHas (POPMBI UEITOBEUECKON
peuu, C OTHOW CTOPOHBI, U IEHUE NIEPHATHIX —
C ApYroi. ITO SBJICHUE B MOCIIEIHHUE TO/IbI aK-
TUBHO OOCYKJIAIOT U TO-Pa3HOMY UHTEPIIPE-
TUPYIOT MPEICTABUTEIN MUPOBBIX HAyUHBIX
Ko, HekoTopbiMu aBTOpaMu OHO paclieHH-
BaeTCs KaK Pe3yybTar MpsiMOT0 3auUMCmBE08a-
HUSl OCHOB PEYEBOM JEATEIBHOCTH YEIOBEKA
U3 rosniocoBoi curHanmzanuu nruil [3]. Co-
[JACHO MHOM TOYKE 3pEHUs, 371eCh OTpaxka-
ercs OOIIHOCTh T€HETHMYECKHX MEXaHHU3MOB
peur U TTUYBUX BoKaym3aiwmid. [lomoOHbIE
MEXaHU3Mbl 00YCJIOBJIEHBI HAJIMYUEM COBIA-
JAIOIIMX TE€HOB, YCTaHABIMBAIOIIMX CBS3U
MEX]Ty KOPOM MO3ra U BOKAJIbHBIM TPAKTOM U
M3MEHSIOIINX CBOIO aKTUBHOCTH B TOT MEPU-
01, Korjja peOEHOK YUUTCS TOBOPHUTH, a MTH-
1a — neth. [1o3ToMy crenuanucThl nosarator,
YTO NTUYLE MIEHUE MOXET MOCIYKUTh Oora-
Teimmen 0a30M Ui MCCIICAOBaHMS PEUEBBIX
nporieccoB y srroneit [10]'.

CuMnTOMaTUYHO, YTO MOMICIH, aHaJo-
TMYHBIE ONTMCAHHBIM B CTaThe, 3a(puKcHpoBa-
HBI B apXaW4ECKOM MY3BIKAJTHbHOM (OJIBKIIO-
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pe pa3HbIX HApOIOB (TaKOBBI, B YaCTHOCTH,
TUMBl MEJOAWKA — O, P, y, OOHapykeH-
Hble B PAHHE(OJHKIOPHBIX Marepuaiax
3. E. AnekceebiM [2]). Camoe mr000MBIT-
HOE, YTO KPOME€ MY3bIKH YCTHOU TpaJulluu
y4E€HBIA Ha3bIBACT W Jpyrue obnactu, rie
BCTPEYAIOTCS TIEPEUUCIICHHBIE CTPYKTYPHI
(ecHH NTUILL ¥ 3BEPUHBIE KPUKH, TOJIOCOBBIE
peakuuy MJaJeHUEB U Ja)ke€ COBPEMEHHOE
KOMITO3UTOPCKOE TBOpUecTBO). He BhITeKaeT
JIU OTCIOZA, YTO B JIAHHOM CIIy4ae MbI UMe-
€M JIENIO C YHUGEPCAIUAMU, OOPA3YIOLIUMHU
(dbyHIaMEeHT Menoca BO MHOTHX HEMOCpe-
CTBEHHO HE CBSI3aHHBIX MEXIYy cO00i MHTO-
HAIIMOHHBIX C(epax, KOTOPHIE pa3IHyaroTCs
10 BpeMeHU (POpMUPOBAHUS U MECTY B 3BY-
yaiem mupe? U eciu B kaure 3. E. Anekce-
€Ba 3alIeYaTJIeHO UX BUJIEHUE CKBO3b IIPU3MY
(donbkIIOpa, TO HacTOsAIIas paboTa OTChLIA-
€T K JO0(OIBKIOPHBIM SIBJICHUSIM, B TCHE3H-
C€ OTAEJIEHHBIM JIPYT OT ApPYyra rpOMaJIHbIM
BPEMEHHBIM MMPOMEKYTKOM.

Jymaercs, mocTaBjeHHbIE BOIIPOCHI 3a-
WHTEPECYIOT BCEX, KTO Pa3MBIIUISIET HaJ
3AKOHOMEPHOCMAMU CIAHOBIEeHUsL U PA36U-
Musi UHMOHUPOBAHUSL — KaK PEYEBOTO, TaK U
My3bIKQJIBHOTO. HeT coMHEHUH B TOM, 4TO
UX MEXIUCIUTINHAPHOE U3YUYEHUE TTPUHE-
CET HAYKE HEMAJIO OTKPBITHUI.

S MPUMEYAHUA <

' B JeTckOM W NTHYbEM BOKAJBHOM «pe-
repTyape» IMpeACTABICHbI pa3Hble BHJIbI BOKA-
JU3alui, TOCHeNnoBaTeNbHO (HOPMUPYIOIIHUECS
B XOJI€ OHTOreHe3a. MitajieH11aM CBOMCTBEHHA ca-
MOpeanu3alys MOCPENCTBOM <«3MOLMOHAIBHO-
BBIPA3UTEIbHBIX KOMILJIEKCOB)», KOMIIOHEHTaMU
KOTOPBIX, HAPSAY ¢ MUMHUKOM, )KECTUKYIISALMEH,
TEJIOABIKEHUSIMH, SIBJISIOTCSI BPOXKIEHHBIE TO-
JIOCOBBIE PEAKIIUN — KPUKH, TUIa4, CMEX, T'yJIeHHE
U Jiener. Y NTHULl OOBIYHO BBIIENSIOT KpaTKHe,
JIMCKPETHBIE, TeHETUUECKU 3alporpaMMUpPOBaH-
HbIe KPUKU U TO3bIBBI (ITO3BIBKU), U3aBa€MbIe
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0co0sMH 000€ro 1oJa B pa3HOOOPa3HbIX CUTYya-
LUSIX Ha MPOTSDKEHUU BCETO rojia, a Takxke Tec-
HM, COUETAIOIINE YHACJIEIOBAaHHbIE HNPU3HAKU
C MpUOOPETEHHBIMU U CBS3aHHBIE IPEUMYIIe-
CTBEHHO C PENPOTYKTUBHBIM MEPUOAOM B )KU3HU
nepHarelx. [IoMHMO TONOCOBBIX (TOHAJBHBIX),
NTHULIBI TPUOEraloT M K LIYMOBBIM («HHCTPY-
MEHTaJbHbIM») CUTHAJIaM, KOTOPbIE COIMYTCTBY-
10T TEM WM WHBIM CTOPOHAM HX JESTEIbHOCTU
— TONETY, OTHICKUBAHUIO U JTOOBIBAHUIO IMHIIH,
Oery, npbbKKam, HeIpsHUto. [IlymoBbIe 3Bydanus
BCTPEUAIOTCS U B aKyCTUYECKOM CaMOBBIpaXe-
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HUHM JeTeil. B Hacrosieii pabore monoOHbIE 3BY-
KOBBIE JIEMEHThI HE PaCCMaTpPUBAIOTCSL.

2 MarepuajiaMy UCCIICIOBAHMS TTOCTY KUK
TOJIOCOBBIE CUTHAJIBI JIETEH U MTHUL, MOYEPIHY-
Thl€ U3 JIByX IpynIn UCTOYHHUKOB. llepByro co-
CTaBWJIM ay/IMO3alMCH MJIAJIEHYECKUX IIIOCCO-
JaJIUW, CIENIaHHbIE aBTOPOM OT AECATH JAeTel
(ux BO3pacT — ot 2,5 mecsnes a0 1 roma) npu
coneiictBun ponutened B 1980-2000-e rombr
B ExarepunOypre. Bokanuzammu ¢dukcupona-
JMCh B COOTBETCTBUU C METOJIOM BBIOOPOYHOTO
HaOmofeHus, pUYéM «UH(GOPMAHTHD» CIEIH-
aIbHO HEe OTOMpANUCh M HAONONAINCh B TeUe-
HUE OMpeNeIEHHOI0 BPEMEHU UHIUBUIYaIbHO.
Ko Bropoii rpymme orHOcATCs: (poHOTpamMMBbI
NTHYBETO TEHUs, 3aUKCUPOBAHHBIE HA TpaM-
mwiactuHkax «lItusr CCCP. Onpenenurens mno
ronocamy, «l'onoca ntuil B npupoae» u «lonoca
IITUL] YCCYPUNUCKOM Taru», B pa3Hble TO/bl BbI-
nylieHHbIX BeecorozHolt ¢upmoil rpamsanucu
«Menoaus»; 3BYKOBOW CITPaBOYHMK-OIPEIEIIH-
tenb «lonoca nrun Poccumy; MHTEpHET-CAUTHI
«Tenue nrun B mpupone», «lonoca ntuwy. [pu
nepeBojie ayauo3anuceil B rpaguyeckuit Gpop-
Mar UCIOJIb30BaHa mporpamma Sonic Visualizer
W MaruH K Heit — Aubio Pitch Detector.

3 PasymeeTcst, TUIOBBIMH 00OpOTaMH HE
UcUepnbIBaeTCs BC€ MHOrooOpasue Meojau-

YECKOM «ICKCUKW» JETe U IepHaTbiX. B pe-
QJIbHOM MPaKTHKE CJIOM CTEPEOTUITHBIX €MHMUIL
JIOTIOTIHSIETCS M YCIIOXKHSETCS APYTMMHU — WH-
JMBHIyaJIbHBIMH COCTABJISIFOIIMMH  3BYKOBOM
peuy, B 3HAYUTEIBHON Mepe ONpeeNsIOIUMU
e€ cieuuduxky.

4 Cwm.: URL: http://iplayer.fm>q/nenue ntui
B npupone/ ([ara o6pamenus: 10.12.2015).

> Tam xe.

6 Tam xe.

7 Tam xe.

¥ T'pammiactunka: Tomoca nTuil B mpupo-
ne. Cepus 3 / 3anucu b. Benpunuesa. M.: Me-
nomus, 1971. I-10755-6.

 Tpammnactunka: IItuner CCCP. Omnpe-
JenuTenb 1o rojocaM. Kynuku: yiautel, Oeka-
Cbl, KpOHIIIHENb! / 3anucu MOHOTEKH TOJI0COB
xuBoTHBIX AH CCCP 1961-1981 rr. / noxro-
TOBKa W3]l., ONMCAaHHE U pacuM(poBKa royo-
coB ntull b. Benpuniera. M.: Menonus, 1982.
C 90-18025-6.

10 O0pa3ipl aHcaMOiIel COB MPECTABICHBI
B paborax: [5, c. 104—105 — nyst; 9, p. 230 —
TPHO].

! Vka3zanHass pabora — OfHAa W3 MHOTHX
cTareil, omyOIMKOBAaHHBIX B TOM JK€ BBIIYCKE
KypHaia «Sciencey , rie o0Ccyxaaercs JaHHas
tema (cm.: pp.1311-1334).
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OCo6eHHOCTH KOMIMO3ULIMOHHOM PaboTbl
B «Sechs Vermessene» JpHcrta KiwueHeka:
B3aMMOAEMCTBUE CepUarM3Ma U areaTOPUKM

OpHer KiieHek OXOTHO BOCHPUHSI A€M HHTErpajibHOro cepuanusma B 1950-e ropsl,
anpoOupoBaB UX B CBOeil My3blkaibHOW mpaktuke («Spiritus Intelligentiae, Sanctus» op. 152,
«Sestina» op. 161, «Sechs Vermessene» op. 168, «Quaestio temporis» op. 170). [Tuk ero uaTepeca
OpUIIENCS Ha TOT IMEPHOJ, KOTJa TOTaJbHAs JIETePMHUHHPOBAHHOCTH WCIIBITHIBAJIA KPHU3HC, U
COBPEMEHHBIE KOMITO3UTOPHI YCTPEMWJIUCh K HWHOMY TIONIIOCY — aneaTopuke. TeopeTmueckue
pasmbinuieHns KienekaonpooiemMax ceprain3ma, aTakkKe 0 B3aMMOOTHOIICHUSX TPETHAMEPEHHOTO
U clly4aiiHoro Hanum otpaxxeHue B crarbe «Extents and Limits of Serial Techniques» (1960).
My3bIKabHBIM BOIUIOIIEHUEM pa3MBILIUICHUN cTan (oprenuaHHbld UK «Sechs Vermessene»
op. 168 (1958), B Ha3BaHWU KOTOPOTO 3areyariiesach HEMepeBOAMMAs Urpa TOHITHI: HEMEIKOE
CJIOBO «VErmessen» 03HadaeT OJIHOBPEMEHHO «U3MEPEHHBII» U «CBOCBOJIbHBIN.

CepuanpHasi SKCIIAaHCHSI B ’TOM COUYMHEHHWU OXBATHIBAET BBICOTHYIO M PHUTMHUYECKYIO C(ephbl,
IUIOTHOCTh, MHTEHCHBHOCTH, perucTp. B crarbe moapoOHO aHAIM3MPYIOTCS TEpBBIE YETHIPE
beChl. ABTOp MPOBOAMT Mapajuield ¢ KOMIO3HIMOHHBIMU Mporenypamu Munrona B>00utTa
(meron peructpoBoro pacciaoenus), [Ibepa bynesa (konTpanyHkT napamerpos), OnuBse Meccuana
(TexHuka cUMMETpUYHBIX nepMmyTanuil) u Jxona Kelmka (Meron ciydyaiHbIX JEHCTBUI),
PEKOHCTPYHPYET MPEKOMITO3UIIMOHHBIN 3BYKOBOW Marepuall mbechl No 4, BBISABISECT OMUOKH U
HETOYHOCTH, BOSHUKAIONIHE MPH PEATN3aliU CEPUAIBHBIX CXeM B COUMHEHHU. AHAITN3 BBISIBIISIET
TECHYIO B3aWMOCBSI3b JIETEPMHUHHPOBAHHOTO WM WHACTEPMHUHHPOBAHHOTO B KOMITO3UIIHOHHOM
nporecce «Sechs Vermessene». Hampumep, maremaTHueckue BBIYHCICHHS, OCYIIECTBIEHHBIE
KOMIIO3UTOPOM ISl TOYHOH (PUKCAIMU PUTMA, TIPUBOAST K HEOOXOTMMOCTH MCIIONIb30BaTh HOBBIN
BUJ HOTAIMX (BOJHHCTHIC IITHIIN), KOTOpasi B UTOTE JIMIIb NMPUOIM3UTEIBHO OTPAXKaeT TOYHBIE
3HAYCHMUS.

Nzyuenne ¢oprenmannoro mukina KireHeka, a TakKe €ro TEOPETHYECKHX padoT MO3BOJSET
MIEPEOCMBICIIUTH TPATUIIMOHHOE COOTHOIICHNE Cepralin3Ma 1 anearopuku. [lepexo/ k koMmo3unum,
WCIIOJIB3YIOIIEN METOA CIy4alHbIX ACHCTBUM, HE CIEIYyEeT CUMTaTh PEaKUHEed Ha TOTAIBHYIO
JIETEPMUHUPOBAHHOCTb; TAK)KE HE CTOUT IPOTUBOIIOCTABIISATH 3TH METOJIBI IPYT APYTY. AlleaToprka
— 3aKOHOMEPHOE 1 Hen30ekKHOE CIECTBUE CepraIn3ma.

KiroueBsbie cnoBa: IpHet Kienek, «Sechs Vermessene», [Ibep bynes, [Ixon Keiimk, Onusbe
Meccuan, Munron ba60uTT, cepuiinas My3blKa, CEpUaIN3M, aleaTOPUKa.

Jna yumuposanus: OxyneBa E. I OcobGeHHOCTHM KOMIO3UIIMOHHOM paboTel B «Sechs

Vermessene» OpHcta KieHeka: B3aumopeicTBue cepuanusma u aneatopuku // IIpoGiaembl
My3blKaibHOM Hayku. 2019. Ne 2. C. 17-28. DOI: 10.17674/1997-0854.2019.2.017-028.
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Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
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The Particularities of Compositional Work
in Ernst Krenek’s “Sechs Vermessene”:
Interconnection between Serialism and Aleatory Technique

Ernst Krenek happily accepted the ideas of integral serialism in the 1950s testing them in
their musical practice (“Spiritus Intelligentiae, Sanctus” opus 152, “Sestina” opus 161, “Sechs
Vermessene” opus 168, “Quaestio temporis” opus 170). The peak of this interest on his part
concurred with the period when total serial determinacy experienced a crisis, and contemporary
composers directed their attention to the opposite musical pole — the aleatory technique. Krenek’s
theoretical elaborations on the issue of serialism, as well as on the interactions between the
predetermined and the random elements found their reflection in the article “Extents and Limits
of Serial Techniques” (1960). The resulting musical manifestation of these thoughts was the piano
cycle “Sechs Vermessene” opus 168 (1958), the title of which imprinted the untranslatable pun of
two conceptions: the German word “vermessen” can be translated simultaneously as “measured”
and “self-willed.”

The serial expansion in this composition encompasses the spheres of pitch and rhythm, as
well as density, intensity and register. The article analyzes in detail the first four pieces of the
cycle. The author draws parallels with the compositional procedures of Milton Babbitt (the
method of registral delamination), Pierre Boulez (the counterpoint of parameters), Olivier
Messiaen (the technique of symmetrical permutations) and John Cage (the method of random
actions), reconstructs the pre-compositional sound material of the fourth piece, and demonstrates
the mistakes and inaccuracies arising upon the realization of the serial schemes in the piece. The
analysis reveals the close interconnection between the determined and undetermined elements
in the compositional process of the “Sechs Vermessene.” For example, the mathematical
computations carried out by the composer for the precise fixation of rhythm leads to the necessity
of making use of a new means of notation (wavelike stems), which in the end reflects the precise
meanings only approximately.

Study of Krenek’s piano cycle, as well as of the composer’s theoretical works, makes it possible
to reevaluate the traditional correlation of serialism with the aleatory technique. The transition
to composition using the method of random actions must not be considered a reaction to total
determinacy; moreover, these methods must not be presented as being opposed to each other. The
aleatory technique is, in essence, a natural and inevitable consequence of serialism.

Keywords: Ernst Krenek, “Sechs Vermessene,” Pierre Boulez, John Cage, Olivier Messiaen,
Milton Babbitt, serial music, serialism, aleatory technique.

For citation: Okuneva Ekaterina G. The Particularities of Compositional Work in Ernst
Krenek’s “Sechs Vermessene”: Interconnection between Serialism and Aleatory Technique.
Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2, pp. 17-28. (In Russ.)
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apsiny ¢ OypHBIMU U3MEHEHUSIMU B

XYIO’)KECTBEHHOM MbIIIeHUH, XX

BEKy CBOWCTBEHHA CHUJIbHas ped-
nekcust. CTpeMIIEHUE OCMBICIUTh IPOUCXO-
JSIIUE TIEPEMEHBI, ONPEIEIUTh LEHHOCTD,
3HAYEHUE U CMBICI TOTO WJIM MHOTO XY/IO-
JKECTBEHHOI0 METOJAa, OCO3HAHUE KPHU3HUC-
HOCTU MHOTHX SIBICHUM HCKYCCTBA, IOUCKHU
BBIXOJIa U3 TyIMKa, HEOObIYalHbII UHTEPEC
K TBOPYECKOMY IIPOLIECCY, — BCE 3TO XapaK-
TEPHO JUIsI Xy[JO’KECTBEHHOM peduiekcuu 3a-
MaJITHOEBPONEHUCKON MY3bIKA XX CTOJETHA.
CrpeMuTENbHBIN TEMI HOBAIUH, SI3bIKOBBIE
W3MEHEHHUS BBI3BAJIM HEOOXOIUMOCTH KOM-
MEHTapHeB K CBOUM IIPOU3BENICHUSAM, Pa3b-
SCHEHUS ICTETUYECKUX MMO3UIUH.

Cpenu ¢uryp, cepbE3HO pPa3MBIILISIO-
MIMX HaJ MpoOieMaMu COBPEMEHHON KOM-
MO3UIMU — ABCTPUKUCKUA KOMITO3UTOP U MY-
3bikoBe] DpHCT Kienek (1900-1991). Ero
CepUaJIbHbIE COYMHEHMSI MU TEOPETUYECKHE
paboThl, OCBEIIAIOIINE BOMPOCHl Pa3BU-
THS CEPUNHON TEXHUKH, B OT€YECTBEHHOM
MY3bIKO3HAHMHM MAaJIOM3BECTHBL. Mexay
TEM KOMIIO3UTOPCKHE TEKCTHI IMO3BOJISIIOT
HE TOJIbKO TPOHUKHYThH B TAMHBI CIOKHBIX
TEXHUYECKHUX MPOLEYpP, KAKUMU U300MITY-
€T ero cepHralibHas My3bIKa, HO HEPEIKO T1e-
PECMOTPETh CIIOKUBIIMECS TOYKH 3PEHUS
Ha TO WJIA UHOE SBJICHHUE, [I0-HOBOMY Mpe/I-
CTaBUTh €r0 3HAYEHHE B KOHTEKCTE pa3BH-
THA XYI0)KECTBEHHOMN KYJIBTYPBI.

B teuenue 1950-x rogos OpHet Kiienek
aKTHUBHO coOTpynHM4Yan ¢ Kpanuxmraiis-
CKUM MY3BIKQJIbHBIM HHCTUTYTOM. Op-
raHu3aTop JIETHUX KypcoB Bombdranr
[Itaiineke npuaaBai oco00e 3HAYEHHUE €TOo
npeosiBanuio B Jlapmmranre [4]. B koHIe
1940-x ronoB uHTEpEC K CEPUIHHOM TEXHUKE
HEeoObIYaiiHO BO3pPOC, IO3TOMY PYKOBOJUTE-
JIM HY>KJAIUCh B BBICOKOKBAIM(PHUITMPOBAH-
HBIX CIIEIIMAIIMCTAX, CIOCOOHBIX OObSICHUTD
MPUHIUIIBL J0AeKaQOHUH TapMIITAITCKUM
cryaeHTaM. KIlleHeK BBICTYNHII aBTOPOM
HEepBOro y4eOHUKA IO CEePUUHOM TEXHHKE

19

[8], akTUBHO IPUMEHSLT €€ B CBOEH MPaKTHU-
Ke M 00J1aj1a COOCTBEHHBIM BUJICHUEM ITY-
TeU €€ pa3BUTH.

CKJIOHHBII K palroHAIbHOMY TOCTH-
KEHUIO JEHCTBUTEIBHOCTH, KOMIIO3UTOP
OXOTHO BOCIIPHHSUI HJE€U HHTETPaJIbHOIO
cepualiu3Ma, IMOJyYMBIIHWE pacnpocTpa-
HeHue B nepBoil mosoBuHE 1950-x romos,
¥ OTCTamBajl MX TMEPCIEKTHUBHOCTH Jaxke
TOTJa, KOTJAa UCTUHHBIC aJlenThl MPU3HAIN
CepuabHbI MyTh TYNUKOBBIM. Pe3ynbra-
TOM €ro coTpyaHuuectsa ¢ Jlapmmraarom
CTaJI COYMHEHUS, B KOTOPBIX BOIJIOTHIIUCH
MPUHIUIIBI  MHOTOMEPHOH CEepUiHOCTH:
«Spiritus intelligentiae, Sanctus» op. 152
(1955), «Sestina» op. 161 (1957), «Sechs
Vermessene» op. 168 (1958), «Quaestio
temporis» op. 170 (1959) u nap.

Hapsany ¢ stum Kmenek noasepr acnek-
Thl CEPUAILHON MY3bIKH TITyOOKOH TEOpETH-
yeckoii pednexcuu. B 1960 rogy on omy6:u-
koBann B «The Musical Quarterly» crarbio
«Pacmmpenuss u OrpaHWYEeHUs] CEPUNMHOMN
TEXHUKW» [7], TA€ BBICKa3all ps Ba)KHbBIX
cooOpaxkeHuil o mpobieMax cepuainsma, a
TaKKe€ PacCMOTpEN B3aUMOOTHOLIEHHE KOH-
TPOJIHUPYEMOTO M CIydyallHOro B TMpoliecce
COYMHEHHS1, TOCKOJIbKY BO BTOPOM MOJIOBUHE
1950-x romoB aneatopuka 3aHsuia BEAylIee
TIOJIOKCHHE B MYy3bIKaJIbHOM MPAKTHKE.

Nnero ceprnanuzMa KOMIIO3UTOP CBS-
3bIBAJI C PACHpPOCTPAHEHUEM CEPUNHOMN
KOHIICTIIIUM Ha BCE TMapaMeTphl MY3bIKajlhb-
HOTO s13bIKa. JIBeHaAIIATUTOHOBAs (J10/1€Ka-
(doHHAsA) My3bIKa, UMEIOMIAs JI€JI0 TOJBKO
C BBICOTHBIMH DpSJIaMH, TIPEACTaBIIIACH
€My YacTHBIM ciydaeM Oosee obmiero ge-
HOMEHA, MMOI00HO TOMY, KaK KJIacCHUYecKast
MexaHuka HproToHa Haxoiwiach B TpaHU-
[[aX CHElHaIbHON TEOPUU OTHOCHUTEIHHO-
CTH, a Ta B CBOIO OYEePEIb BXOMIIA B OOIIYIO
TEOPHUIO OTHOCHTENBHOCTH [7, p. 211]".

Kurenek nmomnarai, 4yto cepus B CUIly 3a-
JAHHOTO TOPSIIKa UHTEPBAIBHBIX CTPYKTYP
o0Onajsaer CBONCTBOM HHBAPUAHTHOCTH.
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[Ipumenenue psga Ko BCEM MapameTpam
MPUBOJMIIO, IO €r0 CJIOBaM, K OJHOPOJIHO-
CTU KOH(UTYpaILIUi U yCTPAHSIIO U3 KOMIIO-
3UIIMM BCSIKHUE CJIEIbl HEMpeICKa3yeMOCTH
WM HEOXKUJAHHOCTU. B cBOEM TBOpuecTBe
oH emé B 1940-e¢ rompl mblTasncs MpPeoao-
JeTh UHBAPUAHTHOCTh MYTEM CIELHUAIBHO
paszpabotanHoro UM Mmetoaa potaruu. Co-
YETaHWE POTAIMOHHBIX MPOUEAYpP C KOH-
CTAHTHBIMU CEPUNHBIMH DJIEMEHTaMH, IO
€ro MHEHHIO, BHOCHJIO (DaKTOp ciydaiHo-
CTH B COYMHEHHUE, U0O MPUHIIMI TOPSAKA,
YHPABISAIOMINNA OTHUM PSJIOM, IEPEHOCHIICS
Ha JIpyroM, OCHOBAaHHBIA HA UHOM 3aKOHO-
MepHocTh?. TakuM 00pa3om, ciay4ailHOCTh
KOMITO3UTOP TPAKTOBAJ Kak PUI0cO(PCKyIO
KAaTeropyi0, BBIPAXKAIOUIYI0 HETUIUYHYIO
MPUYNHHYIO CBSI3b.

KommenTupys cepuanbHble TPOLEIY-
pbl U3BECTHBIX aBAaHTapAUCTCKUX OITyCOB
(«Structures la» bynesa, «Elektronische
Studie I» IllTokxay3eHna), a Takxke CcOO-
CTBEHHBIX Tbec, KiieHek mpuién K psamy
HaOMIOIeHN, OOHAXAIOIMIUX MPOTUBOPE-
yusi cepuainuima. Tak, onuckiBas cepuaib-
HBI MexaHu3M B «Spiritus intelligentiae,
Sanctus», OH 3asgBHJI O HECOOTBETCTBHUU
Hene W pes3ylbTaToB  KOMIIO3UIIMOHHBIX
MIPOLIECCOB U HEIMpPEICKa3yeMOCTH 0O1e-
IO 3BYKOBOro 00JMKa opatopuu. «MOoKHO
CKa3arb, YTO BCE, YTO MPOUCXOJIUT B ITOU
nbece B JIIOOOM JaHHBIM MOMEHT, SIBJISICT-
Csl NpEeJHAMEPEHHBIM H, CIIEOBATEIbHO,
TEXHUYECKH TPEACKA3yeMbIM, — KOHCTATHU-
poBan komno3utop. — OgHako B TO Bpems
KaK MOATOTOBKA M KOMIIOHOBKA MaTepuara,
a Tak)Ke OIepalliu, BHIMIOJTHEHHBIE TaM, SIB-
JISIFOTCSL CTIEACTBHEM CEpHUalIbHOM TpeaHa-
MEpPEHHOCTH, CIBIIIUMBIE PE3yIbTaThl 3TUX
MPOLIEYp HE MPENCTABISAIOTCS 1ENIbIO TPo-
neayp. C 3Tol TOUKH 3pEHUsl Pe3ybTaThl
ciayuyaiiae» [7, p. 221]. Kumenek, no cytu,
MOTYEPKHYN MapajoKC CEepUabHON My3bl-
KU, KOTOpas KOHTPOJHUPYET Bce obnactu
KOMITO3HIIHH, HO TIPH ATOM T10 O0IIeMy CITy-
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XOBOMY BIIEYATJICHUIO Majl0 OTIMYMMA OT
aJeaTOPHBIX OIMYCOB.

He wMmenee cymecTBeHHBIM ObLIO ApY-
roe ero cooOpaxxeHue. B xome ananmmza
«Sestina» KiieHek OTMETHII, YTO TapMOHU-
YECKU aCTIEKT POU3BEICHUS CTAJl LIEJTUKOM
3aBHCETh OT CEPUANIBHBIX PacyéToB, peria-
MEHTHPYIOIIUX HE TOJBKO IOCIEI0BaTENb-
HOCTb 3BYKOB, HO M1 BDEMEHHOI WHTEPBAI UX
BCTYIUICHUSI, UX COUETaHUs U Mpod. TBopue-
CKHUH aKT IepecTall CBSI3bIBAThCS C KATETOPH-
el «BIOXHOBEHUS», MO0 OHO «HE CTOJIb He-
BUHHO, KaK MPEAIOIaraioch, a 00yCIOBIEHO
OTPOMHBIM KOJIMYECTBOM BOCIOMHUHAHUM,
Tpanuiuii, odydenuem u ombsitom» [Ibid.,
p. 228]. NubIMU ciioBaMU, TBOPUYECKUIN MPO-
LIECC CBOAMJICS K BHIOOPY MEXaHH3Ma.

B cratee Kmieneky ymanoch mokasaTth
MOCTOSIHHYIO B3aMOOOPAaTUMOCTh TIPEe-
HAMEpPEHHOr0 W CIIy4ailHOro B cepuab-
HOM croco0e opraHusamnuu. IDTOT circulus
Vitiosus OCHOBBIBAJICS Ha TOM, YTO BOIIPEKHU
MPEKOMIIO3UIIMOHHOW CUCTEME M TMpeno-
Mpene€HHOCTH BCEX MPOIENyp, KakKIoe
COOBITHE B CEPHATLHOM COYMHEHHH OfI-
HOBPEMEHHO OKa3bIBAJIOCh  CIy4YallHbIM,
MOTOMY YTO «OHO HE MpPeayCMaTpUBaIOCh
CO3HAaHUEM, KOTOPOE HM300peno MeEXaHU3M
U mipuBenio ero B amxkeHue [Ibid.]. C apy-
rOl CTOPOHBI, BCE, UTO 3By4allo, MpeoIpe-
JENAI0Ch MMEHHO 6bl00pOM MEXaHHU3Ma,
a 3HAYUT, U «HEOKUJAHHOE CIy4asoCh IO
HeoOxogumocTtu» [Ibid., p. 229].

Pa3mpltiuieHnss 0 JeTepMUHUPOBAHHOM
Y UHJIETEPMUHHUPOBAHHOM B KOMIIO3ULIMOH-
HOM TIpOlIECCE HAITU SPKOE BOIUIOIICHHE
B My3bike Kmreneka. Tak, mis «Sestina» —
CBOET0 CamMoOro H3BECTHOIO CEpPUAIbHOTO
MIPOU3BEACHUS] — OH COUYMHUI CTUXOTBOpE-
HUE, HUCIIOJIb3YSl CJIOXKHYI MO3THUYECKYIO
dbopMy cecTUHBI, TOMYISIPHYIO B Cpele
nmpoBaHcalbCckux TpyOamypo  XII-XIII
BEKOB. B KkauecTBe KIIIOYEBBIX CJIOB, KOTO-
pbI€ MOJIBEPTaJIUCh NEPECTAHOBKAM B KaX-
JIOW IIECTHUCTPOUHOM cTpode, BHICTYIMUIH
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3HAKOBBIE JIJIs1 BTOPOTO aBaHTap/la MOHATHUS:
Zeit (Bpemsi), Zahl (uucno), Zufall (ciy-
yait), Mall (mepa), Gestalt (dbopma), Strom
(motok). Cam Kienek wuHTEpnpeTHpoBa
TEKCT, KaK «pPa3MBIILJICHHE O CYIHOCTU
UJEU, YNPABIIONIEH MY3bIKAJIIBHONW KOH-
cTpyKiuen npoussenenus» [Ibid., p. 223].

CTuUXOTBOpEHHE 3aKaHYMBAJIOCH CTpPO-
KaM¥, BMEIIAIOIINMH BCE MIECTh KITFOUEBBIX
CJIOB:

Wie ich mit Mal} bezwinge Klang und Zeit,
Entflieht Gestalt im unermessnen Zufall.
Kristall der Zahl entlédsst des Lebens Strom.

/ Kak Tonbko Mepoii 51 TOKOPSIO 3ByK 1 BpeMH,
OxkassiBactcsi popMa BO BIIACTH CJIyvas.
Kpwucramt uyncna ocBoO0KIaeT )KN3HEHHBIH MOTOK. /

IIpu Bceit padMHUPOBAHHOCTH 3BYKO-
BOTO KoJIopHTa «Sestina» wmMela BecbMa
TPaUIIMOHHBIN 3BYKOBOM OOJIMK, KOTOPBIN
Maji0 COIJIACOBBIBAJICA C YCUJIMSIMH, BIIO-
JKEHHBIMU KOMIIO3UTOPOM B CEpPHUAJIbHBIC
pacUEThI IbECHI.

HauGonee wuHTEpeCHBIM COYMHEHUEM
Kmeneka ¢ Touku 3peHUs B3aMMOOTHOIIIE-
HUSI J€TEPMHHUPOBAHHOTO M CIIy4YailHO-
ro siBisiercst GpoprenuaHHbld UK «Sechs
Vermessene» op. 168 (1958).

Haspanue COUYHNHCHUA HEBO3MOXKHO
AJICKBATHO IICPCBCCTHU HaA py'CCKI/Iﬁ SA3BIK,
IMOCKOJIBKY B  3aroJIOBKC COOCPIKHUTCA

urpa nporuBopeunid. Hemenkwmii mmaron
«vermessen» o3Ha4vacT JIBa JCHCTBUS — «HU3-
MEpPSATH» M «OIHOAThCS TIPU H3MEPEHUN,
npUIarareIbHOe «vermesseny» Takxke o0ia-
JaeT JTBOMHBIM CMBICIIOM — «M3MEPEHHBIN
1 «CBOEBOJILHBINY. TakuM o0pa3om, yxe 3a-
TOJIOBOK COYMHEHUSI OPUEHTHUPYET Ha OCO-
OyI0 B3aUMOCBSI3b JACTCPMUHUPOBAHHOTO U
MHJIETEPMUHUPOBAHHOTO, TIPEIHAMEPEHHO-
TO ¥ HEONPENENIEHHOTO B KOMITO3UIIMOHHOM
npouecce.

[IpyHIMIBI  CEpUATTBHON KOHCTPYKIUU
IIUKJIa OBUTH KpaTko M3J0KeHbl KieHekom
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B YIOMSIHYTOW BbIlIE cTaThe «Pacmmpenus
U OTPaHUYEHUS CEPUMHON TeXHUKW». Kom-
MO3UTOP TPU 3TOM YIEJINI BHUMAHHE JINIIb
TpEM MapamMeTpam — BBICOTHOCTHU, PUTMY U
TUIOTHOCTH, OCTaBHUB UHBIE cephl (peructp,
TMHAMUKY) 06e3 KoMMeHTapueB. B xone crie-
TYIOIIETO aHaiu3a (Halle BHUMaHHE OyneT
COCPEIOTOYEHO MPEUMYILECTBEHHO Ha Iep-
BBIX YETBIPEX IIbeCax) IOMNBITAEMCS IOKa-
3aTh, KakUM OOpa30M 3aljlaHUPOBAHHBIC
KOMIIO3UIIMOHHBIE PELIEHHSI 000paYNBAIOTCS
HENPEABUICHHBIMU PE3YJIbTaTaMu, a TaKkKe
aKUEHTHPYEM CBsI3b METONIOB paboThl Kiue-
HEKa C CepUaIbHbIMU U aJI€aTOPHBIMU IIPUE-
MaMH U3 HEKOTOPBIX U3BECTHBIX OITyCOB.

Bcé coumneHue perymupyercss OmHOU
BBICOTHOM cepueit (mpumep Ne 1), koTopas
P pa3BEPTHIBAHUU B MY3BIKAJIBHOW TKa-
HU HE NOJBEpPraercs M3MEHEHUsM. 37€eCh
OTCYTCTBYIOT HE€ TOJBKO Kakue-JIMOo Ju-
HEWHO-IIPOCTPAHCTBEHHbIE (POPMBI  (paKo-
XOJl, UHBEPCHs, PAKOXOJHAsl WHBEPCHUS), HO
U TpaHcro3uiu 6a3oBoro psaa. B mbpecax
Ne 2, No 3 u Ne 5 momunmpyeT 6ecripepbIBHOE
MIOBTOPEHNE UCXOTHOM MOCIIEN0BATEIbHOCTH
3BYKOB, UTO 3aCTaBJISI€T BCIIOMHUTH O CAMOM
paHHEM OIMbITe J0AeKa()OHHON TEXHUKU —
Bansce op. 23 llénbepra. B apyrux ciryda-
X MPUMEHEHUE TMOJIUCIONHOW CTPYKTYpPBI
(mbeca Ne 1) U ycraHOBIEHHE aIropuTMa
JUIs BBIOOpA 211eMeHTOB (1beca Ne 4) obecrre-
YUBAIOT BHICOTHOE pa3HOOOpa3He B IIUKIIE.

[TepBbie TpH mbechl 0a3UPyOTCS HA 00-
HIIMX 3aKOHOMEPHOCTSAX YIOPSII0YMBAHUS
Marepuana. B X OCHOBE JIEKHT KOHTpa-
IYHKT MSTH CJIIOEB, OTIIMYAIOLIUXCS pa3Iny-
HOM 3ByKOBOM MI0THOCTHIO. [l depeniua-
11 3aBUCHUT OT KOJIMYECTBA OJHOBPEMEHHO
B3SIThIX TOHOB. BBICOTHBIN MaTepuai mnep-
BOT'O CJIOSl ONPENENSIIOT OTAENIBbHBIE 3BYKH
(OAHO3BYKH), BTOPOIO — JIBY3BYYHsl, TPETh-
€ro — TPEX3BYUMs, YETBEPTOIO — YETHI-
PEX3BYUHS U MATOrO — 1mectusByuus. Cion
BCTYNAIOT MOOYEPENHO, a 3aTEM JABUKYTCS
OJTHOBPEMEHHO.
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9. Kurenek. «Sechs Vermesseney.

Gre Teopuga My3biku
ITpumep Ne 1 9. Kmienek. «Sechs Vermessene».  BaHWS 4KCel MUHTEPBAILHBIX IBY3BYUYHii HC-
BbicoTHbli pil LMKTA  xon1H0i cepun (IpuMep Ne 3).
5 : ~ b
% = = —— : IMpumep Ne 3

5 4 2 6 5 4 2

(4MCIIOBOI PSIX MHTEPBANIBHBIX BEINYHH)

Crou 1 B epBOii Ib€CE OCHOBAH HA 4e-
TBIPEX NPOBEAEHUSAX 0a30BOr0 BHICOTHOTO
psina, MocieHee U3 KOTOPBIX — HEIMOJIHOE.
3BYKOBOU MaTepuai pacupeacicH B 12 Bpe-
MEHHBIX cermMeHTax (TepmuH KuieHeka).
KonuyecTBO 3BYKOB B KaXXJIOM CETMEHTE,
POAOKUTEILHOCTh CETMEHTOB, a TaKXKe
paccTosiTHUE MEXJIy HUMHU periaMeHTUpY-
I0TCS  TIOCJIEI0BAaTEIbHOCThIO HHTEPBaJIb-
HBIX BEJIMYMH HCXOAHOW cepuu, o0paszyro-
el yncnoBoit psig 3-2-5-4-2-6-5-4-2-1-3-1
(npumep Ne 1). D10 03HAUYaAET, YTO MEPBBIH
BPEMEHHOM CErMEHT COAEPKUT 3 TOHa,
JUIUTCSL 3 TaKTa, U CTOJBKO K€ TAKTOB OT-
JIEJISIET €r0 OT BTOPOTO CETMEHTA; BTOPOM
CEerMEHT BKJIIOYaeT 2 TOHA, paBeH IO IMpo-
TSYKEHHOCTH 2-M TaKTaM, U TaKOe ke KOJIU-
YECTBO TAKTOB COOTBETCTBYET MMPOMEKYTKY
JI0 TPETHEro CerMeHTa U T. J1. (mpumep Ne 2).

[Tpumep Neo 2 9. Kmienek. «Sechs Vermesseney,
Nel, 1. 1-8
oo CJION 3, cerment |
L T =
ol E E& E = EI’.‘;EE
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Cnoti 2 mnpencraBisieT pa3BEPThIBAHUE
nBy3Byuni (Taktel 4—7 npumepa Ne 2). On
COZIEP’KUT 8 BpeMEHHbIX cermMeHToB. Komm-
YECTBO JBY3BYUHIA B KQKJIOM CETMEHTE OTpe-
JETSeTCS PSIIOM WHTEPBAIBHBIX BEIHMUYUH,
npu4éM HE MOJHBIM, a MEPBBIMHU IIECTBIO
3HAUEHHUSMH, KOTOPbIE 3aT€M HAuYMHAIOT I10-
BTOpATHCA: 3-2-5-4-2-6-(3-2). Ilpomomxu-
TEJILHOCTh CETMEHTOB U PACCTOSIHUE MEXTY
HUMH JIETEPMUHHUPYIOTCS APYTUM YHCIOBBIM
PSIOM, KOTOPBIN MOMYYEH IyTEM CyMMHUPO-
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HuCnoBO# psJt MHTEPBAIBHBIX JIBY3BYUYHH

0 ]

7 3 2} 2}
1

eSS Ns ==

5 3

4 3

Brruncnenusa mna crnoés 3, 4 u 5 ocy-
IIECTBIIAIOTCS CXOMHBIM 00pa3oM. C yBenu-
YEHUEM IUIOTHOCTHU (KOJIMYECTBA OJIHOBpE-
MEHHO 3ByYalllUX TOHOB) YBEJIUYUBAETCSA U
CyMMa YHCJICHHBIX 3HAYCHHH. DTO O3HaYa-
€T, UTO PACCTOSTHUE MEXIY MHOTO3BYUUSAMU
TaKXe BO3paCTaer.

B xoMmosunuu, coCTaBJIEHHOH IT0100-
HBIM 00pa30M, TOPU30HTAIILHOE Pa3BEPTHI-
BaHME BBHICOTHOTO Psifia B KXKJIOM cJioe Oy-
JIET TOCTOSTHHO TPEPHIBATHCS BO BPEMEHH,
OJIMHAKOBBIEC 3BYKHM U CO3BYUYHS OKaXYTCS
B HEMOCPEACTBEHHON OJM30CTHU, TaK 4YTO
CEepUIHBIN IPUHITUIT CTAHET HEOUCBUTHBIM,
a BBICOTHBIN PSJl — CKPBITHIM.

Takast cTpyKTypHas IMOJMCIONHOCTD OT-
YaCTH aCCOIMUPYETCS C METOJIOM PETHCTPO-
Boro paszzaeneHuss M. ba66urra. B Hauane
ero «Composition for Four Instrumentsy
YEeThIpe TPUXOpJa, 00pas3yroine COBOKYII-
HOCTh 12 HEMOBTOPSIOIIUXCS BBICOT, pac-
MPEACIISIIOTCA 0 YETHIPEM PETUCTPOBBIM
30HaM KJIapHETa TaK, YTO BBICOTHBIN s
CTAHOBUTCSI HEBO3MOXKHO HJICHTHU(PHUIIUPO-
Bath (mpumep Ne 4).

[Tpumep Ne 4 M. ba66wuTT.
«Composition for Four Instrumentsy», T. 1-6,
CXeMa PErHCTPOBOTO PacpeeTICHUs TPUXOPIOB

W"fﬂ ST R e
. A2 33 5T
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Cam bBoOOUTT mosCHSAT CBOM IIOJ-
X0l K Marepuaiay CIASAyIOIHM 00pa3oMm:
«4l mo-cBoeMy mnoHumaro psa. dmnsa meHs
3TO HE BOMPOC OOHAPYKEHHS MMOTEPSHHOTO
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psna. 3To HE BOMPOC KpumnToaHanuza (Tae
CKpBITBIA pAn?). Mens wunHTepecyer 3¢-
(eKT, KOTOpBIi OH MOXET UMETh, CIOCO0,
KaKiM OH MOXKET 3asiBUTh O cebe He 00s13a-
TEJIBHO SIBHOY» [6, p. 27]. DTa mo3uuus co-
3By4Ha C xejnaHueMm KiieHeka mpeoaoneThb
HUHTEPBAJIbHYIO0 HHBAPHAHTHOCTH psijia’.

AHanu3 nepBoil NbeCkl MOKa3bIBAET, YTO
YCTaHOBJIEHHbIE YHCIIOBbIE 3HAUEHUS J1ajie-
KO HE Bcerjaa ToyHo coOmonatorcs Kinene-
koM. Hanpumep, AMTENbHOCTh CETMEHTOB
BO BTOPOM cj0€ BMecTO psiaa 4-3-5-3-5-8-
(4-3) obpazyer psxa 4-3-9-3-3-8-(4-3). Pac-
CTOSIHAE MEXJy IIECTU3BYUYHUSIMHU, BOIPEKH
W3HAYaJIbHBIM pacyéTaM, COCTaBIISIET HE
20 takToB, a 22 u T. . Tak B cepuaabHbII
MEXaHHU3M BKpAaJbIBAIOTCS HETOYHOCTH.
JlomyckaroTcst JIn OHU CO3HATEIbHO KOM-
MO3UTOPOM, MJIM 3TO OOYCJIOBJIEHO MHBIMU
npuYruHaMu?

C oaHOW CTOPOHBI, NOTPENIHOCTH
(a ctamo OBITH, CTyYaHOCTB) OMpeeie-
Ha 4ejoBeueckuM ¢aktopoMm. CpaBHeHHE
IIEPBOM U BTOPOU IIbEC, Yb PUTMHUYECKAS
opraHu3anus IO 3aMbICIy KOMIIO3UTOPA
JIOJKHA OBITh WJEHTUYHA, I10Ka3bIBAET,
yto KileHekoM TOmyIleH psii HEBOJBbHBIX
omuOOoK (HampuMep, He pa3 BCTpEUaroIue-
Ci HEJONHUCAaHHbIE JUTH, YTO MPUBOJUT
K YKOPOUEHUIO 3BYKa WJIM CO3BYUHS, 4 CIIENIO0-
BaTeJIbHO, U HAPYLICHUIO MPOTSKEHHOCTH
TOTO WJIM WHOTO BPEMEHHOTO cerMeHTa‘).
C npyroil CTOpOHBI, K HEONPEACIEHHOCTH
napajiokcajibHbIM 00pa3oM MPUBOIUT caMa
cucrema. OcoOEHHO OUEBUIHO ITO MPH pac-
CMOTPEHUHU PUTMHUUYECKON OpraHu3aIiy.

KonkpeTHble IIUTENBHOCTH HJSI 3BY-
KOB U co3ByuMil Kiienek momydaer myTém
HECJIOKHBIX MaTeMaTUYeCKUX OIeparuii,
CBSI3aHHBIX C 0A30BBIM PAJIOM HUHTEPBAJIb-
HBIX BeJIMuuH. Hanpumep, nepBblii CErMEHT
NIEPBOTO CJI0S COAEPKUT TPU TOHA (IIPUMED
Ne 2). U3 psana uHTEpBalIbHBIX BETUYHH
(mpumep Ne 1) GepyTcst iepBbIe TpU YHUCIA.
Nx cymma cocrasmsier 10 (3+2+5). Enqunu-
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1€l BPEMEHHOTO U3MEPEHUS B TAHHOM CEr-
mente Kmenek ycranasmmuBaet 3/10 (0,3).
3areM KaXJ10€ U3 YUCEJI OH YMHOXaeT Ha
0,3: 3x0,3; 2x0,3; 5x0,3. IlomyuyeHHble
Bennuunbl — 0,9; 0,6; 1,5 OynyT o3Ha4arhb
JOJIA CEKYHJIbl, MOCKOJIbKY KaXIbli TaKT
COOTBETCTBYET OJHOW BOCBMOM IpHU TMOKa-
3arene MeTpoHoMa M=60.

[lepBbie n1BE BEMMUMHBI HEBO3MOXKHO BBbI-
pa3uTh TOYHO B JJTUTEILHOCTSIX TPAJAULIMOH-
HOW HoTaiwmu. B 3T1o0it cBs3u Kuienek ObuT
BEIHY)KJICH MPHOETHYTh K HOBOMY CITOCOOY
3anucu. He moparonyecss TOH4HOMY BbIpae-
HUIO 3HAYEHUs OH 3alKcall HOTaMHU C BOJIHU-
CTBHIMH ILITWISIMH, YKa3aB UX YHCIIOBBIE COOT-
HoweHus. Hanpumep, nepBblil TakT pa3ouT
Ha 9 paBHbIX yacted. [lepBas HOTa 3ByunT
8 uacreii (8/9~0,9), ocraBmasics yacth (1/9)
OTHOCHTCSI KO BTOPOMY TOHY U T. J1. (TIpuMep
Ne 2). JlerepMUHHPOBAaHHOCTH KOMIO3HIIU-
OHHOTO Tpoliecca MpUBEIa HE TOJIBKO K ycC-
JIOBHOMY BBIPQKCHUIO TOYHBIX 3HAYCHUH,
HO U K BapHaOebHOCTH UCTIOJHUTEIHCKOTO
MpoLecca, MOCKOJIbKY JaK€ CaMbI OIBIT-
HBIM My3BIKaHT OyZIeT HE B COCTOSIHUM TOYHO
BOCIIPOU3BECTH 8/9 CEeKyH/IbI, HE TOBOPS yXKe
O BO3MOXKHOCTH YE€JIOBEUECKOIO CllyXa pac-
MO3HABATh TAKWE TOHKUE Pa3TUYIHAL.

[TapamMeTp  MHTEHCHBHOCTM  TaKXke
MOJIBEp)KEH cepuanm3anuu. Ha mpexomio-
3MLIMOHHOM ypoBHE KieHek co3nan cieny-
FOILMM psAJl JUHAMUYECKNX HIOAHCOB:
mf—f—p—mp—f—pp—p—mp—pp—ff—mf—jf

Ero penpesentupyror nepsbie 12 sie-
MEHTOB KaxJ10r0 cj104 (12 3ByKOB B IepBOM
cinoe, 12 ABy3By4Hii BO BTOPOM U T. I1.).

[Tocne Toro, kak OKa3bIBAIOTCS HCUEP-
MaHHBIMU BO3MOXKHOCTHU JIaHHOTO PsJa,
BCTYMAIOT MPOU3BOJHBIE PSIbI, 00pa3yro-
mecs MyTéM POTALMM, OCYIIECTBISIEMOM
10 aJITOPUTMY YHMCIIOBOTO Psijla MHTEPBAIb-
HBIX BEJIMYMH. DTO 03HAYAET, UTO U3 HEMpe-
PBIBHO TOBTOpsitonierocsi 0a3oBOro psjia
JTMHAMHUUYECKUX HIOAHCOB MOCIIEA0BATENbHO
BBIOMpAETCA TPETUM, BTOPOU, MATHIN, yeT-
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BEPTHIN | T. 1. 2IeMeHT (cxema 1).
[TonyuuBiIrecss TPOU3BOAHbBIC PSIbL:
pSAH-f-mp-fj-p-p-pp-p-pp-p
JHF-po-mf-f- -1 f-mp-ff-mf
J-p-tf-mp-pp-ff-f-pp-mf-f-mp-pp
J+f-p-mf-mf-p-ff-mp-pp-ff-p-mp
Dp-pp-f-pp-mp-f-p-mf-mf-p-ff-mf
U T.J.

Takum 00pa3oM, Ha TOBTOPSIOIIMECS
PAIBI BBICOT B KaXKJIOM CJIO€ MEPBOi MbECHI
HAaKJIA/IbIBACTCS] HOBBIM IPOU3BOAHBIA Psil
TUHAMUYECKUX HIoaHCOB. (OOpa3zyromuii-
Csl KOHTPAIlyHKT IapaMeTpOB HAllOMHUHAET
o merone bynesa B «Structures la» u «lo».
Ho >tnMm ananorus e orpannumsaercs. Kax
M3BECTHO, IUKJ Ibec byrne3a onupaercs Ha
€AUHBIM MPEKOMIIO3ULIMOHHBIA MaTepHall,
PErYIUPYEMBIA OHUMHU U TEMU K€ CEPUM-
HBIMH TaOiuIamMu (KBaapaThl IPUMBI U UH-
Bepcun). Mccnemys rpaHHIbl aBTOMaTH3-
Ma U JIMYHOTO M300pEeTeHUs], NepBasi KHUra
«Structures» BMecCTE ¢ TeM AAET NPEACTaB-
JIEHUE O Pa3BUTHUU B3IISAJOB KOMIIO3UTOPA
Ha cepualibHyl0 TexHUKy. [Ipu3HaBast Bax-
HOCTh OSKCIIEPUMEHTHPOBAHUS B KOMIIO3U-
TOpCcKO# pabote, bynes B utore mpuxomuT
K HJIee «JIBUKCHUS BHE TPAHUI), K CBOOOIEC
OT alPUOPHBIX 3aKOHOB (UT. T10: [5, p. 296]).

CBoeoOpa3HbIM UCCIIEIOBAHUEM TPAHUI]
cepuanusMa seiserca u nuki Kmeneka. Kak
y)K€ YIMOMHUHAJIOCh, MEXKIY MEPBBIMU Tpe-
Ms becamu U3 «Sechs Vermesseney cyiie-
CTByeT oco0asi B3auMOCBsI3b. BTopast mbeca
LIEJTMKOM OCHOBBIBAE€TCS Ha PUTMHUYECKON
CXeMe MEepBOi, B HEM MPUCYTCTBYIOT TE€ KE
[ATh CJIOEB IUIOTHOCTH, OJHAKO HAa HCXOJ-
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HBIA MaTepuan HaKJIaIbIBae€TCsl HOBAsl CETKa
BBICOT. BBICOTHBIN psiJi HIUPKYJIUPYET TENEPh
HE IUCKPETHO, IO OTAEJIBHBIM CJIOSIM, a Tep-
MaHEHTHO, UTHOPHUPYS CTPYKTYPHYIO CTpa-
tudukanuio (cp. npumep Ne 5 ¢ nmpumepom
Ne 2). Takum >xe o6pazom Kienek nocrymna-
€T U C MHTEHCHUBHOCTHIO. BTOpas nmeeca Ha-
YUHAETCSI C MPOU3BOJHOIO JUHAMHUYECKOIO
psiia, AIEMEHTHI KOTOPOIO CIEAYIOT Iooue-
PENHO U TEM CaMbIM CKPEIUISIFOT MEXKIY CO-
0ol paznuuHble ciou. B TpeTbeli mbece Ha
LUPKYJIUPYIOLIYIO CXEMY BBICOT, 3aUMCTBO-
BaHHYIO M3 BTOPOH IbECHI, HAKJIaJbIBACT-
Csl YaCTUYHO HOBBIA PUTM (y MEPBOTO CIIOA
PUTMHUYECKAs CXeMa OCTaEéTCsl HEM3MEHHOM ).

[Tpumep Ne 5 3. Kmenek. Sechs Vermessene,
2 g CJIOH 3, cerment 15
oy EEE e e el
2 %gf’m 3 C}mﬂz,]cml(eml @ —g;(i 1}:: ‘;’“Tpg‘
' ! Vu'l gl’:‘_\; ”}1’1 j' s _ %:Menrlhz Y
~ 8 Tk
Ne2, 1.1-9

Ilo cytu, Bce TpHW INbEChl OKa3bIBAIOT-
Csl BapHMaHTaMH JIpYyT ApPYyTra, YTO OLLyTHUMO
U Ha CIyX, MOCKOJbKY OHM HAuMHAKOTCA
OJIMHAKOBBIM 00pa3zoM. TpaauimoHHOE TO-
HSTUE BapHaluii, BOpoYeM, 31€Ch Bps JIH
npuMeHuMo. KoMno3uTop He pa3BUBaeT U
He BUJIoOM3MeEHseT marepuan. [lepen mamu
CIIOBHO OBbI pa3BOpAuMBACTCs OJHA U Ta K€
nbeca, HO C pa3HbIX pakypcoB. Kiienek ymo-
pSAIOUMBAET Marepuaj CHayajga Ha OCHOBE
€IMHBIX MPUHIUIOB (IIepBas Mbeca), a 3a-
TE€M NPUMEHSET K OTAEJIbHBIM IapaMeTpam

Cxema 1. AnropuT™ NonydeHus IPOU3BOAHBIX PSIOB TUHAMUKHI

Hcxonnslii pan 1 2 3 4 5 6 7 8 9 10 | 11 | 12 1 2 3 4 5
3JIEMEHTOB mf| f | p |mp| f | pp mp | pp | \mf | [ Imf| f | p|lmp|l [
Yucnoso# psn 3 2 5 4 2
UHTEPBAJIOB

I[Ipou3BOHKII pst p f Vid S mp
JMHAMHYECKUX

HIOAHCOB

24



2019,2

Music Theory

0

HOBBIE 3aKOHOMEPHOCTH (BTOpasi U TPETh
neechbl). Ero pabora anajiorudyHa Tomy, 4to
OH OIKCHIBAJI B CTaThe «Pacimpenus u orpa-
HUYCHUS CEPUIHON TEXHUKW» KakK JAOMyIIe-
HUE BO3MOXXHOCTH YIIOPSJIOYHUTH apudme-
TUYECKYIO TMPOTPECCHI0 YHUCEN O HHOMY
NOpSAKY, Hanpumep, andaButHoMmy. Harmom-
HUM, 4TO JJi1 KOMIIO3UTOPA B 3TOM

KM B TIEPBBIX TPEX Mbecax. IHTeHCUBHOCTh
B JJAHHOM MbECE ONPENEIIAETCS TEM JKE CIIO-
coOOM.

biaromapst yCTaHOBIIEHHOMY aJITOPUT-
My, HaM yJajoChb PEKOHCTPYHUPOBaTh BHI-
COTHBIM TPEKOMIIO3ULIMOHHBIN MaTepUall
mbechl’ (ipumep Ne 6).

3aKJIF0YaJICs JJIEMCHT CIIYy4aiHOCTH,  [Ipumep Ne 6 3. Kmenek. «Sechs Vermessene», Ne 4,

00yCTIOBIGHHOM HEKUM BHEITHUM PEKOHCTPYHPOBAHHBIM TPEKOMITO3ULIHOHHBIN

¢axropoM. B 3TOM cmbIcIie BTOpas u 3BYKOBOH MarepHa

TPEThA IIbeca IPEACTAIOT aJbTepHA- N s B o= be

TUBHBIMU B OTHOLIGHUH KOMIIOHOB-  [§—— (@ e

KM MCXOIHOTO MaTepuaJa. = = SiSSSs== e
[Teeca Ne 4 oprannzoBana uHade. o =

Ha mpekoMIO3ULMOHHOM YPOBHE ., .= . = - EPA S

U3 UCXOAHOM cepuu BhICOT Kienek e g s | u |=|u|n|n| o] b|u| = @

CO3/IATl YCTBIPEXINEMEHTHBIC PAIBI g g =

C pa3HOM IUIOTHOCTBIO, CONEpIKa- s - bj";s " Y

I[HE OTAC/BbHBIC 3BYKH, IBY3BYUHS, B 1o s S s fofsfelriniels

TPEX3BY4Ms U YETBIPEX3ByuMs. [lo- = = iy B ke

Ka3aTeNIbHO, YTO JTH CTPYKTYPHI
KOMIIO3UTOp 0003HAUMJI aHIJIMA-
CKUM cJI0BOM «set». K Hum on no6aBun nBa
niecTu3Byuus. Beero Takum o6pazom ObL10
3aroToBjeHO 50 BBICOTHBIX 3JIEMEHTOB, KO-
topble Kmenek nponymeposain ot 1 1o 50.

Jlamee OH yCTaHOBWIJI aJITOPUTM IOCIIE-
JIOBaTeNIbHOCTH, B KaKO# OynyT MOSBIATHCS
9TH 3BYKOBBIE AJIEMEHTHl Ha MPOTSKCHHUU
beChl. BRIOOp 37€MEHTOB periiaMeHTHPO-
BaJICSd 4YMCIAMM Dsiia MHTEPBAJIBHBIX Be-
auuuH (3-2-5-4-2-6-5-4-2-1-3-1), xoropblie
OTIPENEISIA  PACCTOSIHME OT OTHOTO 3JIe-
MEHTa JI0 Apyroro (cxema 2). TOT npouece
UJICHTUYEH METOJy, Ha OCHOBE KOTOpOTO
BBIBOJAMJINCH TIPOU3BOIHBIC PSABI TUHAMH-

Ll

din

Merton pabotel Kiieneka mapamokcanb-
HBIM 00pa3oM HAIIOMHUHAET O KOMITO3HIIH-
OHHBIX TPOLEYpax, Pa3HALIUXCA MO ACTe-
TUYECKUM OpUEHTHpaM aBTopoB. C omHOMU
CTOPOHBI, U3BJICYCHHUE MTOPSIKOBBIX HOMEPOB
JJIEMEHTOB B COOTBETCTBHHM C ONPEICIEH-
HOM YMCJIOBOM MOJIEIIBIO 3aCTaB/ISICT BCIIOM-
HUTh TEXHUKY CUMMETPUYHBIX MEPMYyTallui
Meccuana. OTinumne 3aKIo4acTCs B TOM,
yTto MeccuaH NpuUMEHsUT €€ KaKIblil pas
K HOBOMY MPOU3BOJHOMY psiny, a Kimenek —
K HENpPEepbIBHO MOBTOPSIOLICICS MOCIEN0-
BaTEJILHOCTU DJIEMEHTOB. TakoW METOJ Tak-
K€ OTYACTHU AaHAJIOTMYEH TeXHHKE bepra mo

Cxema 2. AropuT™ BbIOOpa 3ByKOBBIX 3JIEMEHTOB JIJIsl Ibechl No 4

Psy smemenToB 1 2 3 4 5 6 7 8 9 10 | 11 12 | 13 14 | 15...
Yucnosoit psig 3 > 5 4 >
HWHTEPBAJIOB CEPUU

[opsimox n30paHHBIX 1 4 6 1 15
2JIEMEHTOB
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CO3/IaHUIO JIEPUBATUBHBIX PANIOB B «JIymy».
Hogslie cTpykTypbl 00pa30BBIBAJIMICH TaM ITy-
TEM pazHOO0Opa3HBIX MAHUMYIISLIUN C HeMpe-
PBIBHO MOBTOPSIFOLIENCS CEPUEN.

C npyroil cTOpOHBI, MPEKOMIIO3ULIUOH-
HBIN MaTepuaj U crmoco0 KOMIIOHOBKH TTbe-
Chl OKa3bIBAIOTCA OJM3KU K paHHUM ajea-
TopHbIM omnbiTam Kenmxa. Tak, co3ganue
MbEChl MyTEM BBHIOOPKHU 3apaHee 3aroTOB-
JIEHHBIX 3BYKOBBIX JIEMEHTOB UMEET HEKO-
TOPOE CXOACTBO C MPOLIECCOM COYMHEHUS
«Music of Changes». Hamomuaum, uto ame-
PUKAHCKAM KOMIIO3UTOPOM IIPEABAPUTEIb-
HO OB TaK)KE COYMHEHBI TAOIHIIBI 3BYKOB,
JUTUTEIBHOCTEN, TUHAMUYECKUX OTTEHKOB
U npod. OH COEOUHAJ YacTH Pa3IMYHbIX
TaOIUI MEXTy COO0I METOIOM CITy4aifHbIX
NEUCTBUN. DTOT MeTOn OBLI CBA3aH C MO-
OpacblBaHUEM MOHETOK, KOTOpbIE OIpee-
JIsUTM HoMep dlieMeHTa B Tabnute. [Ipu Beeit
HEIPEIBUICHHOCTH TIOA00HOM MPOIIECTyPHI,
OHa, TEM HE MEHEE, HE TaK Y MPOU3BOJIb-
Ha, KaK Ka)KeTcs Ha MNepBbld B3msia. Me-
Tox kommno3ummu Keimka o0ycioBnuBaics
MPOLECCOM TafaHus o KuTancko «Kuure
nepemen». Ha camoMm nene onpenenéHHoe
KOJIMYECTBO MOHET MOJ0PACHIBAIIOCH OTIpe-
JETIEHHOE YUCIIO pa3 U COOTHOCUIIOCH ¢ 64
rekcarpammamu. [lo cyTu, komno3unus ze-
TEPMHUHHPOBAIACH CBOCOOPA3HBIM MTPEKOM-
MO3UIMOHHBIM AJITOPUTMOM, TOJIpa3yMe-
BAIOIIMM CTaTHCTUYCCKYIO BEPOSTHOCTH'.

OOIIHOCTH KOMIO3UIIMOHHOTO MPOIIEC-
ca y Keiimxa u Kiuieneka oyeBuaHa, pas-
HUTCS JIUIIb TPUHIAI OTOOpa 3JIEMEHTOB
(>k€cTkO neTepMUHHpPOBaHHBIM B «Sechs
Vermessene»). [lapagokcanbHo, HO Onu-
30CTh MOKHO OOHApYXHTh U BO B3IJISIAX
000MX aBTOPOB HA KOMIO3UIIUIO, U ATO BO-
peKu a0CONIIOTHO Pa3InYHbIM TBOPUYECKUM
nMIynbcaM. Tak, pasmbinuieHus Kiieneka
O BJIOXHOBEHUU B CEpPHATBHON MY3BIKE KOP-
PEIUPYIOT CO CIAEAYIOUIUM BbICKa3bIBAHUEM
Keitmxka o merone ciaydalHbIX JEUCTBUN
B «Music of Changes»: «Takum oOpazom
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MOXXHO CO3[aTh MY3bIKaJbHYI0 KOMIIO3U-
LU0, LEJIOCTHOCTh KOTOPOM HE 3aBUCHUT
OT UHAMBHUAYAJIBHBIX aBTOPCKUX MPHUCTpA-
CTUH, OIIYIIEHUH W BOCTIOMUHAHHH (TICH-
XOJIOTHH), a TAKXKE OT JUTEPATYPhI U XYHO-
KECTBEHHBIX “Tpaguuuii”» [1, c. 41].

Wrtak, neTepMHUHUPOBAHHOE U UHIETEP-
MUHHUPOBaHHOE B ITUKJIE «Sechs Vermessene
OKa3bIBAKOTCS TECHO  MEPEIUICTEHHBIMU,
a TOYHee, OTHO BENET K ApyroMy. CBoro aro-
JIOTUIO CEpUATM3Ma, MPEICTABIECHHYIO B CTa-
The «Pacmmpenns u orpaHn4YeHus CEpUMHON
TeXHUKW», KIlleHeK 3aBepliaeT CIIOBaMH:
«ITockonbKy mr00ass My3bIKa, MO-BHAUMO-
My, HEPENAET HE CTOJIBKO IPEAINOIaraéMoe
COZIEp>KaHUE CIIBIIIIMMON MAaTE€pPUU, CKOJIBKO
MPOAYKT PEaKLMM CIYyIIATelis, BBI3BAHHON
€r0 CIIyXOBBIM OIIBITOM, HET OCHOBaHH J0-
ITyCKaTh, YTO IPHUPOJIA CEPUNHON MY3BIKH
HCKIIIOYAeT BO3MOXKHOCTh HWHTEPIPETALUU
e€ Kak cpejIcTBa Kakoro-nmubo oodmenwus. Mn-
Tepec, KOTOPbIA OHA MOYKET BBI3BATh, MOJIO-
OEH TOMY, YTO BBI3BIBAET MPOLECC >KU3HH,
C KOTOpPBIM CepHiiHasi My3bIKa CBSI3aHa B Ma-
PaZOKCE XAOTHUYHOTO MOSBICHHS TOTAIBHO
U CHCTEMaTHYECKHU IPOCIEKUBAEMOU MpHU-
yuHHOCTU. CepuiiHas My3bIKa MOXET O3Ha-
4aTh 10 MEHBIIIEN MEPE CTOJBKO K€, CKOJIBKO
cama xu3Hb» [8, p. 232].

Teopernueckue HaOmomenuss  Kie-
HEKa HApSAy C €ro MY3bIKOM MO3BOJISIIOT
MIPEACTAaBUTh COOTHOLIEHUE CEpUaIu3Ma U
ajearopuk B HOBOM cBeTe. OOBIYHO 3TH
TEXHUKHA PACCMATPHUBAIOTCSA KaK MPOTHBO-
MOJIOKHBIE KOMIO3UIIMOHHO-TEXHUYECKUE
U Jaxe dCTeTH4eckue (heHoMeHbl. Alea-
TOPUKA BBICTYIIAET MPOTUBOBECOM TOTAJIb-
HOW JICTEPMUHHPOBAHHOCTH CEPUATH3MA.
Pasmbinuiennst KiieHeka npuBOAAT K UHO-
My BeIBOAy. IIpenonpenenénnoe B To uinun
WHOW Mepe TauT B cebe HerpeaBUIEHHOE,
CIIy4allHOCTh HeMbIcTuMa 0e3 HeoOXOoau-
MOCTH, B TAKOM CIIy4a€ U ajeaToOpuKy cie-
JyeT CYUTaTh 3aKOHOMEPHBIM U HEU30exkK-
HBIM CJIEICTBUEM CEpPHUATIU3MA.
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! K ananoruu ¢ TOuHbIMH Haykamu KiiieHek
npuberan He pa3. Tak, 3amuias KOHIECHIHIO
cepuanuiMa oT OOBUHEHUI B a0CTPAKTHOM UTpe
YHCell, MPOTUBOPEUALIUX TPUPOIEC CaMOU My-
3BIKH, OH YKa3bIBAJI, 4YTO 3T YKCJIa BCET/Ia KIIPO-
W3BOJHBI OT IIPOIIOPIIMI ¥ U3MEPEHUI 0a30BOI
MY3BIKaJIbHOHM cyOcTanmumy» [8, p. 219]. Xots
B XOJZI€ PA3JIMYHBIX MAHUMYJISIIUIA OHU «OTIEIS-
IOTCSL OT 0OBEKTOB, C KOTOPHIMU OBLITH CBSI3aHBI,
U 00peTaroT COOCTBEHHYIO KH3HBY, PE3ybTa-
ThI BCEX OIEpaIlHii, TeM HE MEHee, ePEBOISATCS
B My3bIKabHBIN MaTepuad [Ibid.]. Takum o6pa-
30M, MEXKIY YHCIIOM U 3BYyYalllel pealbHOCTHIO
B CEpHANBbHON My3bIKE OOpaszyeTcsi ocobas
B3aMMOCBs3b. OH CUMTAN, YTO B aHAJIOTMYHBIX
OTHOIIICHHUSAX COCTOAT MaTeMaTuka U (pU3MKa.

2 B kadecTBe ynpoinéHaoro npumepa Kire-
HEK YKa3bIBall HA BO3MOXHOCTH YIOPSIOYUTH
MOCJIEZI0BATENBHOCTE uncen oT 1 1o 5 B anda-
BUTHOM Topsizike: five, four, one, three, two.

3 TTonUCIIONHOCTD KOMITO3UIIMOHHON
CTPYKTYpBI — OfJHa U3 OCOOCHHOCTEN cepHhalib-
HOM MY3BIKH U, 0€3yCIOBHO, TpeOyeT OTIeIb-
HOTO OOCTOSITENFHOTO OOCYXXIEHUs. 371ech
JMIIb OTMETHM, YTO OHA MOXKET UMETh pPa3HbIe
dbopmbl nposiBneHus. Tak, B «Mode de valeurs
et d'intensités» Meccuana Tpu MOIAIbLHO-pPE-
TUCTPOBBIX U BPEMEHHBIX 00JacTH pa3BeleHBI
rpaduyecku Mo OTAETbHBIM HOTHBIM CTaHaM.
MeccuaHOBCKOE MBIIIIEHUE MMO-CBOeMY (Kak
Obl HA HOBOM BHUTKE) AaKTyaJIH3UPYET Cpe-
HEBEKOBYIO MOJAJbHYIO MPAKTUKY (CM. TMOJ-
pobHee: [3, c. 212]). Pa3znenenue BpeMEeHHBIX
30H, OCYIIECTBIEHHOE B PUTMHUECKOM JTIONE,
BIIOCJIEJICTBUU TOJYYHIIO Pa3BUTHE B 0COOOM
denomene — momudonun ¢Gopmant y Hono
(cm. mompobnee: [2, c¢. 28-35]. OnHako ecnu

y Ha3BaHHBIX KOMIIO3UTOPOB IOJHCIOHHOCTh
3aTparuBajia B MEPBYIO O4YEpEb PETHCTPOBYIO
U BpPEMEHHYI0 obnact, To B mbece Kieneka
OHa KOCHYJIaCh HHOM c(hephl — MITOTHOCTH.

* Ha ocHOBe aHa/M3a MOXKHO YTBEPX/IaTh,
YTO BO BTOPOM MbECE PUTMHUYECKAsT OpraHu3a-
LIUS TIPEICTAaBIICHA 00JIee TOYHO, YEM B TICPBOM.

> Ha nepBblii B30I KaxeTcs, uTo Kienek
BECbMa IPOMU3BOJIBHO ONPEIECIHII HCXOJHYIO
MOCJIEI0BATEIBHOCTh 3BYKOBBIX 3JIEMEHTOB.
Tem He MeHee, B 4epelOBAaHUU OJHO3BYKOB,
JBY3BYYH, TPEX3BYUU U MPOY. OOHAPYKUBA-
€TCsl CBOsI 3aKOHOMepHOCTh. IlepBbie 16 sme-
MEHTOB OOBEIUHSIOTCS B YETHIPE pslia C mep-
myTtanuei: 1-2-3-4/1-3-2-4/3-1-4-2/3-4-1-2
(4ucio 03HaYaeT KOJIMYECTBO 3BYKOB B AIIEMEH-
Tax, cM. mpumep Ne 6). B 17-i1 sueiike pacmnona-
raercs wectusByune. Cnenyroume 16 snemeH-
TOB (pOPMUPYIOT emI€ YeThIpe psiaa, YHCIOBBIC
MoKa3aTejd KOTOPBhIX PAKOXOAHBI MO OTHOIIIE-
HUIO K TIePBBIM psiaam: 4-3-2-1/4-2-3-1/2-4-1-3/
2-1-4-3. B 34-11 syeiike CHOBA ITOABJISICTCS IIIe-
ctu3zByumne. OcraBmmecs 16 3meMeHTOB yepe-
IYIOTCSI TIO TIepBOHAuYalnbHOU cxeme: 1-2-3-4/
1-3-2-4/3-1-4-2/3-4-1-2.

¢ Cwm., Hanpumep: «Tpu MOHETHI, TOAOPO-
IIEHHbIE OJWH pa3, AalT 4 [BapuaHTa] ropu-
30HTaJILHON JTUHUHM <...> Tpu MOHETHI, MOAKU-
HYTbIE TPWXK[bI, JalOT 8 Tpurpamm <...> Tpu
MOHETBI, TOJOPOIICHHBIC 6 pa3, arT 64 rexca-
rpaMMbI (2 TpUTPaMMBbI, BTOpas 3alUChIBACTCS
HaJl IEpBOI), KOTOPBIC YMTAIOTCS 1O AUArpaM-
Me yucen oT 1 10 64, 00bIYHO pa3eaEHHBIX Ha
8 TOPU30HTANBHBIX CEKLIUMA, COOTBETCTBYIOLIUX
BOCBMHU HUKHUM TpUTpaMMaM, U 8 BEPTUKaJIb-
HBIX CEKLHH, COOTBETCTBYIOIIUX BOCBMH BEPX-
HUM Tpurpammam» [1, c. 39].
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lNpouecc akaaemusaumm
PYCCKOro HAQPOAHOI0 MHCTPYMEHTAAbHOIO MCKYCCTBA

Pycckoe HapomHO-MHCTpyMEHTalIbHOE MCKYCCTBO B XX CTOJETHHM MEPEKUBAJIO AKTUBHYIO
aKaJeMHU3alnio. YUEHbIE AMHOAYIITHO TPAKTOBAIH €€ KaK MPOIeCcC JOCTHKEHUS aKaJIeMHUUECKOTO
YPOBHS UCIIOJHUTEIBCTBA, TBOPYECTBA 1 00yUeHUs. ABTOP TaHHOM CTaThU KPUTHKYET MOJOOHYIO
TPaKTOBKY M TMpeajiaracT KOHIIEMIMIO aKaJeMH3allid, OCHOBAHHYIO HA TEOPUHU DBOJIIOLUU.
[Ton akamemu3anueit 31echb MOHMMAETCS HBOJIOLMS MBIIIJICHUS U TBOPYECKOW N1E€ATEIBLHOCTH
YeJI0BEYECTBA OT AyTEHTUYHOTO (POIBKIOpA K COBPEMEHHOMY TBOPYECTBY aKaJIEMUYECKOTO THUIIA.
BrisBnsioTCS ABa THNA akaJeMU3allMU: €CTECTBEHHAs U HUCKYCCTBEHHAas, JEMOHCTPHUPYIOUINE
€ANHYI0 CYIIHOCTb, — CTpEeMJIEHHE K HJIealbHON Xydo)KecTBeHHON mapagurme. OnHaKo
B €CTECTBEHHOM IIpOllecce MapagurMa CKJIaJbIBae€TCs CIIOHTAHHO B XOJI€ TBOPYECKHUX MOUCKOB
XyI0KHUKOB M CEJIEKIIMOHHOM N1eATeTbHOCTH OOIIEeCTBa, a B MUCKYCCTBEHHOM — 3aHMCTBYETCS
B MHOM KYIIBTYpE, U TOTOMY PENPOAYKTUBHAS (PYHKIIHS B HCKYCCTBEHHOM IPOIIECCE TOMUHUPYET
HaJ KpeaTuBHOM. O0Oa THUMa MOABEP)KEHBI «IOCTAKaJIEMUYECKOMY CHHIIPOMY» — HETaTUBHBIM
TEHJEHIUAM, B HCKYCCTBEHHOM IIpollecce MposBIfomuMcs Oornee octpo. I[Ipeomonenue
«MOCTAKaIEMUUECKOTO CUHIPOMa» BO3MOXKHO Y€pe3 MHTErPalMI0 aKaJeMHUYeCKOro TBOpYECTBa
C AaHaAJOTMYHOM Tpaaunueil (ONbKIOPHOTO THINA, pPa3BUTHE TEOPUHM HAIMOHAIBLHOTO
UHCTPYMEHTAJIN3Ma, YCTpaHeHHEe B HEH Jyanu3mMa MBIIUICHUS U YTBEPXKIEHHUE IIeJIOCTHOCTH
(dbeHoMeHa HapOTHOCTH XY/I0)KECTBEHHOTO TBOPYECTBA.

KitroueBble cioBa: pyccKoe HApOJHO-UHCTPYMEHTAIbHOE HCKYCCTBO, aKa/IeMU3allHsl UICKYCCTBa
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The Process of Academization
of the Art of Russian Folk Instrumental Music

The art of Russian folk instrumental music in the 20th century underwent an active stage of
academization. Scholars have consentaneously interpreted it as the process of achievement of an
academic level of performance and study. The author of the present article criticizes this kind of
interpretation and proposes the conception of academization based on the theory of evolution. What
is understood under the term academization here is the evolution of thinking and creative activity

29



G/\S\

KyAbTypHOoe HacAeaAMe B UCTOPUYECKON OLEHKe 2019 2
4

of humanity from authentic folklore to contemporary music of the academic type. Two types of
academization are brought out: the natural and the artificial, demonstrating a single substance —
the aspiration towards an ideal artistic paradigm. However, in the natural process the paradigm
is formed spontaneously during the course of the artists’ creative search and the selective activity
of society, and in the artificial it is borrowed from another culture, and so in the artificial process
the reproductive function predominates over the creative. Both types are subjected to the “post-
academic syndrome” — negative tendencies, which demonstrate themselves more acutely in the
artificial process. Overcoming the “post-academic syndrome” is possible through the integration of
academic art with the analogous tradition of the folklore variety, the development of the theory of
national instrumentalism, removal of dualism of thinking from it and assertion of the integrity of
the phenomenon of the folk trait of artistic creativity.

Keywords: the art of folk instrumental music, the academization of art and education, the types
of academization, evolutionary and synergetic natural laws.
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JTHOW W3 WHHOBAIMd B MY3BbIKE HCIIOJIHUTEILCTBO Ha OasiHe, Oananaiike u
XIX-XX BEkoB cTajia akageMu3a- JOMpPE BO BTOPOHU MoiaoBuHE XX CTOJIETHUA
ISl PYCCKOTO HAapOJHOTO MHCTPY-  CTajo BCE 0Oojiee COOTBETCTBOBATh IpE.-
MEHTaJbHOTO HUCKyccTBa. O HEOOBUAWHO  CTaBIEHUSAM 00 aKaJeMHYECKOM UCKYCCTBE,
WHTEHCUBHON U MCTOPUYCCKH CTPEMHUTETh-  OBUT CO3[]aH MOITHBIA MAacCHB OPHUTHMHAIb-
HOM akaJeMH3alUd HAlMOHAJIbHOTO HWH-  HBIX COYMHEHUW 1 ITUX HWHCTPYMEHTOB
CTpyMEHTalIM3Ma MUcadu MHOTHE Yyu€Hble (Kak B COJIO, TaK U BaHcambOie). Bo3poc ypo-
u My3blkaHThl. [lepen pesTensiMu Hapoa-  BEHb UCIOIHUTEILCTBA HE TOJBKO JYUIIUX
HO-UHCTPYMEHTAJIBHOTO  HUCIOJHUTENb-  MY3bIKAHTOB, HO U B CHCTEME MY3bIKaJIbHO-
CTBa CTOsJIa 3ajjadya — JIOTHATh 10 YPOBHIO IO 00pa30BaHMs B IIEJIOM. DTO MO3BOJIMIIO
pa3BUTHs BEAYIIUE MY3bIKAIBHO-WHCTPY-  YYaCTHHKAM JIBYX Hay4yHBIX KOH(epeHIui
MEHTaJIbHbIe  IKOJBl  (poprenuanHyro, 1998 roma, MOCBAMIEHHBIX IOOUJIESAM Ka-
CTPYHHO-CMBIYKOBYIO U JIp.) M TeM camMbiM  (eap HapoIHbIX HHCTpyMEHTOB B Kuese
BIIUTHCS B TaK Ha3bIBAEMOE akajgeMudeckoe U MOCKBe, caenarb abCOMOTHO OObEKTHB-
UCKYCCTBO. B uacTHOCTH, BbIIatOIIMIACS Oa-  HBIM BBIBOA O TOM, YTO UCIIOJIHUTEIBCTBO U
nanaeynuk II. . Heuenopenko B 1960-¢  TBOpUECTBO Ha PyCCKUX HAPOAHBIX HHCTPY-
roasl nucan: «Co3gaBaTh MpoeccuoHalb- MEHTAaX €CTECTBEHHO BIIMJIOCH B CUCTEMY
HYI0 UCIIOJIHUTEIIbCKYIO IIKOIY, PACHIUPUTh ~ aKaJlEMHYECKOIO MCKYCCTBA M MOXET IIpe-
KOHIIEPTHO-NIEJArOrMYeCcKUii  pernepryap, TEHAOBAaTh a)Ke Ha JUAEPCTBO B HEM [7].
BBIUTH Ha ypOBEHb MHPOBBIX CTaHJIaPTOB Tem He wMeHee, cama axKaJeMHU3aLUs
UCIIOJIHUTEJIbCKOTO HCKYCCTBA — BOT HE-  NPEACTaBIsUIaCh KaK TMpaKTHKaM, TaK U
OTJIOKHasl 3ajJadya HMHCTPYMEHTAJIUCTOB- YUYEHBIM BeChMa aOCTPAKTHBIM SIBICHHEM
HapoIHUKOBY [11]. C BECbMa pa3MbBITBIM COAECPKAHUEM: KaxK-
KauecTBeHHBIE W3MEHEHHMSI B MCIIOJN-  JIbIA IOHUMAJ €ro mno-ceoemy. llockonbky
HUTEJIBCTBE HAa PYCCKMX HApOJHBIX HMH-  Haubosee SIPKO 3TO sIBIEHHUE 0003HAYMIIOCH
CTPYMEHTaX JACHCTBUTENBHO BIEUATISUIM: B 3BOJIIOLUU PYCCKOTO HAIMOHAIBLHOIO WH-
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CTPYMEHTAJIN3Ma, TO HEYIMBUTEIBHO, YTO
€r0 OCMBICJIEHUEM 3aHSJIMCh MY3BIKAHTHI,
paboTaBiliieé UMEHHO B STOM BHJIE MY3bI-
KaJgpHOTO TBOpuecTBa. Ha pybexe XX—XXI
BEKOB TOSIBIJIUCH TIEPBbIC JEHUHUIMH TI0-
HSTHH «aKaJeMU3alusIy U «aKageMHUdIeCKU
MY3bIKaJIbHBIA HHCTpYMEHT» (B. A. ABepuH,
O. II. Bacunbes, B. P. T'anee, A. A. Top-
6aués, M. 1. Umxanunkuii, O. Y. Cremmio-
Ba). Bce oHM MpencTaBisiM akaaeMHU3alnio
KaK TPOLIECC JOCTHKEHHS OIPEHEIEHHOTO
(B TaHHOM CJIy4yae aKaJeMHYECKOro) ypoB-
Ha [9, c. 13], a caM 3TOT ypOBEHb XapaKTe-
pHU30Ba HAIMYUEM TPOGECCHOHATHHOTO
00pa3oBaHusl, MEKIYHAPOIHBIX KOHKYPCOB,
COBEPILIEHHBIX MHCTPYMEHTOB, OPUTHMHAJIb-
HOTO perniepryapa u T. 1.! To ecTb, akaieMu-
YECKUH MHCTPYMEHT TPaKTOBAJICS, KaK COOT-
BETCTBYIOIHI 3TOMY YPOBHIO?.
OcHoBaHMEM JJIs1 TAKOTO poja TPAKTOB-
KM akKaJieMu3alid BO MHOTOM MOCITYKH-
na teopuss M. U. Mmxanunkoro, B paMkKax
KOTOpO# copMyIIMpoBaHbI J1Ba Ompenee-
HUS TIOHSITUSA «HAPOAHBIM HHCTPYMEHT:
OTIENBHO UIsl POJBKIIOpA U OTIACIBHO IS
aKaJIeMHYECKOTO0 MCKYCCTBa, a TaKkxe
BBICTPOCHA YCJIOBHAs <JIECTHULA» MEXKIY
(b OJIBKIIOPHOM U aKaJIeMUUECKON KYIbTYPOU
[8]. [Ipu 3TOM y4€HBIM HE YUMTHIBAJICA PSL
¢daktopoB. Bo-niepBbix, akageMu3anus, Kak
Y aKaJIEMUYECKOE UCKYCCTBO, €CTh ITPOLYKT
3BOJIIOLMU, U B HEH JOJKHBI MpPOCMATpU-
BATHCS DBOJIOLMOHHBIE 3aKOHOMEPHOCTH
— uHTerpanus u nuddepeHnuans, rae mno-
CJIEJHUE TIPOSBIISIOTCSA B XYI0KECTBEHHOM
CO3HAHWH U TBOPYECKOU JIESITEIbHOCTH KaK
yHUUKalug U AecuHKpeTu3auusa. Bo-Bro-
PBIX, CaMO aKaJEMHUYECKOE UCKYCCTBO SIB-
JAE€TCA HE COCTOSIHHEM, KOTOPOTO MOXKHO
JIOCTUYb, a JBIKCHHUEM, U ITO JBUIKEHUE,
KaK U BCSKas SBOJIOLHUS, HE MUMEET e,
a Pa3BUBAETCA B PE3YJIBTATE €CTECTBEHHOTO
orbopa. Kpome Toro, u3 aHanusa BbINAJIO
OTEYECTBEHHOE HAPOJHO-UHCTPYMEHTAIb-
HO€ HCKYCCTBO MPEALIECTBYIOIINX BEKOB,
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KOTOPOE TaKXe€ €CTh MPOAYKT 3BOJIIOIUU
M TEM CaMbIM aKaJleMHUYECKHE TCHICHIIUH
B HEM JOJIKHBI ObUIH MPOSIBISITHCS (M JEH-
CTBUTEJILHO TPOSBISUIUCH, XOTS U CBOE-
00pa3Ho) BMHOJHE B COOTBETCTBUH C HAIHO-
HaJIbHBIMU KYJIBTYPHBIMU TPAULIASIMHU.

Hanuuue nienu B akaieMu3aifu pyccKo-
o0 HApOAHOTO MHCTpyMeHTapusi XX BeKa
(moctmxeHue OMpPeNeNEHHOIO  YPOBHS),
cnaboe BIMSHUE Ha MPOIECC E€CTECTBEH-
HBIX 3BOJIIOIIMOHHBIX 3aKOHOMEPHOCTEU U
OYEBMJIHBIA OTXOJ OT HAllMOHAJBHBIX Tpa-
UL 3aCTaBWJIM aBTOpPA JTAHHOM CTaTbH
YCOMHUTHCS B MPABUIILHOCTH OMIPEACIICHUS
TEHJICHLIUM HAIlMOHAJIBbHOTO MHCTPYMEHTa-
JU3Ma ¥ COOTBETCTBEHHO (OPMYITHPOBKH
MOHATHUSL «akaaemuzauus». B pesynbra-
T€ MHOTOJIETHHUX MCCJICAOBAaHUM POJUIIACH
HOBasl KOHIIENIIHMS aKaJeMH3aIlMH, OCHOB-
HbIE MO3UIIMU KOTOPOU M3JI05KEHBI B aBTOP-
CKOM MOHOTpaduuecKkoM COOpHUKE CTaTeit
«AxkageMu3anus W IIOCTaKaJeMHYCCKUHN
CHUHJIPOM B MY3bIKaJIbHOM HCKYCCTBE U 00-
pazoBanum» [1], a Takxke apyrux padorax
2009-2017 romos [2; 3].

CyTh KOHLENIMHA COCTOMT B CIEAYIO-
IEM: IO/l TIOHSATUEM «aKaJEeMHUYECKOE MY-
3bIKAJIBHOE HMCKYCCTBO» TOJpa3yMeBaeT-
¢ mIoOaJbHOE HAmNpaBJICHUE, BO3HUKIIIECE
B pe3yJIbTaTe ABOIIOLMHU XYI0KECTBEHHOTO
MBIIIUICHUSI U TBOPYECTBA YEJIOBEUECTBA,
HCIIONB3YIolee YHUDUITUPOBAHHBIM HHTO-
HAIIMOHHBIN SI3bIK, KOTOPBIA C MOMOIIbIO
crenupUIeCKUX XyI0KeCTBEHHO-BhIPa3H-
TEJILHBIX CPEJICTB, HA OCHOBE OCMBICIICHHON
Y SMOLIMOHAILHO-YyBCTBEHHOM MHTOHAIIUU
CIOCOOEH BOILIONIATH U TPAHCIUPOBATH aH-
TpornocolnuanbHbie OTHOIIeHUs. COoOTBET-
CTBEHHO, aKaJeMH3allusd €CTh H3MCHCHUE
MBIIUIEHUS. U TBOPYECKON AESATEIbHOCTHU
YeJI0BEUECTBA, IBOJIIOIUS XY/I0KECTBEHHO-
ro mpoliecca OT ayTeHTHUYHOTO (oJbKIopa
K COBPEMEHHOMY TBOPYECTBY akKajemMHuye-
CKOTO THIIa, TPe0Opa30BaHNE CHHKPETUYHO-
r0 MHOXKECTBA B YHU(HUIIUPOBAHHOE MHOTO-
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oOpasue, mpeBpalieHrue pa3po3HEHHOTO
MPOCTPAHCTBA KYJIBTYP B €AUHYIO CUCTEMY.

B aTux omnpeneneHusx 3akioveHa CyIl-
HOCTh €CTECTBEHHOM aKaJeMU3alllH, KOTO-
pyto yu€Hble HAaOIIOAAI0T B MHOTOBEKOBOM
WUCTOPHH MY3BIKAJILHOTO HCKyccTBa. Ha
NPOTSHKEHUH THICSYENIETU MHOTOUYHUCIICH-
HbIe, CHayaja pa3pO3HEHHbIE MY3bIKaJb-
HBIC KYIBTYpBI, Onaromapsi WHTETpamuu
U JECUHKPETU3allMKd MBIIUICHUS, S3bIKA U
TBOpYECTBA YEJIIOBEUECTBA, IOCTEIEHHO
MpEeBpaIlaii  CHHKPETUYHOE MHOXECTBO
B yHUUIMpOBaHHOE liejoe. boin HaiineHn
YHHUBEPCAIbHBIN K04 — OCMBICIIEHHAs U
HSMOILMOHAIFHO TPOYYBCTBOBAaHHAS HMHTO-
Halus (MoHUMaemasi B aca)beBCKOM CMBIC-
Je), KOTopas B pe3yJbTrare COLUalIu3aluu
U €CTECTBEHHOro 0TOOpa 3aBOEBbIBAIA BCE
00J1bIIIEE COIIMATBHOE TPOCTPAHCTBO.

JlecMHKpeTH3alusi MOCTENeHHO OTKpbI-
BaJla HOBBIC XY/I0XKECTBEHHO-BBIPA3UTEINb-
HbIE cpeCcTBa (rapMOHUs, TeMOp, TMHAMUKA
U T. J.), pacuupsiia oopa3Hble, HHTOHAIIH-
OHHBIE, KaHPOBBIC, CTHIUCTHUECKHE c(e-
PBI MY3BIKaJIbHOTO MCKYCCTBA; WHTETPAIIHS
yHUUIIMpOBaia Jajabl, co3/alia TeMIiepa-
IIUI0, XPOMAaTHYECKUN 3BYKODSIZ, YHUBEp-
CaJbHYIO0 TMCHbMEHHYIO CUCTEMY XPaHCHUS
U Tepefayr My3bIKaJdbHOW WH(pOpMaIUU;
OJHOBPEMEHHO  BCTPEUHBIE  MPOIECCHI
(yHU(UKaIIMM U JECUHKpEeTU3aluuu) o0o-
ramaiy ¥ COLUMaIu3upOBaAId WHTOHAIIMOH-
HBIN Te3aypyc, HapsAay C MHTOHAIIMOHHBIM,
MOPOJMIIM KOHTAHAIMOHHOE MBIIIICHHE,
YOIYONsIM U YCIIOXKHSJIU COACpXKAHUE U
(OpMBI UCTIOMHSAEMBIX MPOU3BEICHUH, BBI-
pabaTpiBay yHH(PHIIMPOBAHHBIE HOPMBI H
NPUHIIMITBI MY3bIKaJIbHOTO UCKYCCTBA B Ka-
YEeCTBE ICTETUUYECKHX U XYI0KECTBEHHBIX
00pa3Iios.

B pesynbrate ectecTBEHHOro 0OT0O-
pa apceHas My3bIKaJIbHOTO MCKYCCTBa BCE
BpEeMsI TIOTIOJHSETCS JIy9IIUMH TBOPECHHS-
MU KpeaTHUBHO OJIapEHHON YacTH YesloBeye-
CTBa, IPU 3TOM BCE, YTO HE MPOIILIIO «CUTO»
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colManu3anum, Oe3KaTOCTHO OTIIPABIISI-
JIOCh «Ha CBAJIKy UCTOPUM.

N weoxumanno B XIX-XX croneru-
X aKTyaJu3UpyeTcsl LENbId IUIacT OTede-
CTBEHHOM HAIIMOHAJbHO-UHCTPYMEHTAJIb-
HOM KYJNBTYpbI, OPUTHHAJIBHBIM OOJIUKOM
CO3/1aBasi HOBYIO SIPKYIO aKaJIEMUYECKYIO
BETBb. UTO K€ MPOM30ILIO C PYCCKUM Ha-
POIHO-UHCTPYMEHTAIbHBIM  UCKYCCTBOM?
Kakumu npuunHamMu 0OBSICHUTH B3IET UX
aKaJIeMHYECKOU aKTUBHOCTH B X X—XXI Be-
kax? U k yemMy NnpuBenET 3Ta «3aro3aanas»
Y BECbMa CBOEOOpa3Hasi akaJieMu3aIus?

OTBETHI HA 3TU BOMNPOCHI CIOXKHBI, TEM
HE MEHEE HX KOHTYpPhl HaMEYaroTCsi YKe
CerojHs. B ucTopun pycckoro HapoJHOIO
WHCTPYMEHTapusi HEOOXOIMMO pasinyaTh
IBa TEpUOJa AaKaJeMH3alUU: TEpPBbIA —
€CTECTBEHHBII — 3apokKJaeTcs B TIIyOOKOH
JIPEBHOCTH B HeApax (OIBKIOPHOMN KYIbTY-
PBI ¥ MPOJIOJKAETCS MO CEU JIeHb; BTOPOU
— UCKYCCTBEHHBIN — CKJIaJIbIBAE€TCS B YCIIO-
BUAX (QopmupoBaslieiics B XX CTOJIETHH
CUCTEMBI TMPOPECCUOHANBHOTO O00yYeHHUS
WCIOJIHUTEJIEM HAa HApOIHBIX MHCTPYMEH-
Tax. IHBIMH CITOBaMH, B MEPBOU MOJIOBUHE
BEKa B pe3yibTrare Oudypkanuu B HApOIAHO-
MHCTPYMEHTAJIIbBHOM HCKYCCTBE BBIJICIIH-
JIUCh J1BA HAIIPABIICHUS Pa3BHUTHS, OTJIMYa-
IolMecs TUMamMu akagemuszanuu. OcHoBa-
HUEM JUisi OudypKanuu CTajio U3MEHEHHE
yciioBHi (YHKIITMOHUPOBAHUS YacTH BUIA
B PE3YJITATE BKJIIOYEHHUS B CUCTEMY MY3bI-
KallbHOTO 00pa30oBaHUs, TO €CTh B HHYIO,
YeM paHee, CUCTEMY.

Jnsg moHMMaHUS TOpPOILIECCOB  aKTya-
JU3aluy  aKaJeMU3alui  HalMOHAJIBHOIO
MHCTPYMEHTAJIU3Ma B IPOLIJIOM BEKE He-
00X0IMMO IPUMEHUTH HE TTPOCTO IBOJIIOIH-
OHHBI, a B IIEPBYIO O4YEpPEb — CUHEPreTH-
YECKUW MOAXO K aHAIU3Y SIBJICHUSL.

CunepreTuka, Kak TEOpHsl CaMOpa3BUBa-
IOLLIMXCS CUCTEM, JTOKA3bIBAE€T, YTO CHHEp-
TETUYECKUM 3aKOHOMEPHOCTSM IIOJBEPIHKE-
Hbl HEJIWHEHHBIE, OTKPBITHIE BHYTPEHHUM
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W BHEIIHUM KojieOaHusAM ((payKTyarusam)
CUCTEMBI, KOTOpBIE IEMOHCTPUPYIOT CTa-
OMJIbHO-HECTAOWIIbHYI0 JAMHAMUKY, YIIO-
PAIOYEHHOCTh WJIM XA0TUYHOCTh. B HHX
BO3HHUKAIOT IPOCTPAHCTBEHHBIE, IPOCTPaH-
CTBEHHO-BPEMEHHBIE WM (DYHKIIMOHAJIbHbIE
CTPYKTYpBbI, Tl€ Kau€CTBEHHbIC H3MEHEHUS
B TOM YHCJIe OOHAPYKUBAIOT SMEP/PKEHTHBIE
HOBBIC KauecTBa’. B colManbHBIX, KYJIBTYp-
HBIX, 00pa30BaTeNbHBIX U UHBIX CHUCTEMax,
OTBEYAIOLMX HAa3BAHHBIM KayecTBaM, CKJIa-
JIBIBAIOTCSL YCJIOBUSA JUIl CaMOpAa3BUTHS, U
OHU YJIUBUTEIILHBIM 00Pa30M peau3yroTCs
B 3BOJIFOIIMOHHBIX TEHICHIUSX.

3HAIOINK UCTOPUIO PYCCKUX HAPOAHBIX
MY3BbIKAJIbHBIX UHCTPYMEHTOB MOXET Mpe-
CTaBUTh HAI[MOHAIBHBIN HHCTPYMEHTAIU3M
KaK CUCTEMY M KaK COCTaBJISIIOUTYIO (TIOACH-
CTEMY) HallUOHAIbHOU KyNbTYyphl. 1 oH Oe3-
YCIIOBHO COIJIACUTCA C TEM, YTO B IEPBOMU
1mosioBMHE XX BEKa YaCTh UCIIOJHUTEIIEH Ha
PYCCKHUX HAPOJHBIX NHCTPYMEHTAX BIINJIACH
B OTEYECTBEHHYIO CHCTEMY MY3bIKaJbHOTO
00pa3oBaHusl U TEM CAMbIM aKTyaJIU3HPO-
Bajla HOBBIE CHHEPreTUYECKUEe OTHOUIE-
HUS, HO YK€ B YCIIOBHSIX MHOM ITOJICUCTEMBI
KyJBTYPBI (TO €CTh CUCTEMBI 00pa30BaHMS).
B pesynprare 3ra cucrema crajia IOJHO-
CTBIO COOTBETCTBOBATH BCEM HM3JIOKEHHBIM
BbIIIE KadyecTBaM, CQOPMYIHPOBAHHBIM
I'. Xakenowm [10], . IIpuroxxuHeiM — 0CHO-
BaTeJIsIMUA TEOPUH CUHEPIeTUKU U METOAOB
€€ IPUMEHEHHUS B COLIMAIbHBIX HayKax.

HaponHo-uHCTpyMEHTaIbHOE  HCKYC-
cTBO (ONBKIOPHON Tpaauluu (Ha30BEM
ero — cucrema A) B XIX crTonetuu SIBHO
UCHBITBIBAJIO MOTPEOHOCTh B Pa3BUTHU
CBOMX  XYI0XKECTBEHHO-BBIPA3UTEIIbHBIX
BO3MOXKHOCTEH B COOTBETCTBUH CO 3BY-
KOBOM MapaJnrMOi 3I0XH, YTO IPHUBEIIO
K aKTHBHU3AllMM B TOT IMEPUOJ MPOLIECCOB
aKaJieMH3allui JTaHHOTO BHJIa TBOPYECTBA.
HesrensHocts B. B. Annpeesa, H. . be-
7000pO/IoBa U UX CIIOJIBUKHUKOB KPAaCHO-
pPEUNBO CBUJAETEIBCTBYET O TOM, YTO TEH-
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JCHITMN  aKaJIeMU3AIMN  OTEYECTBEHHOTO
HapOJAHO-MHCTPYMEHTAIBHOTO  HMCKYCCTBa
OTYETIIMBO TMPOSBUIINCH YXKE B MOCIETHEH
tpetu XIX Beka [4]. D10 ObUT ecTeCTBEH-
HBII MPOIECC UHTErPallud C PyCCKOW aKa-
JIEMUYECKON TPAAULINEN.

OmHako C BKJIOYEHUEM HCIOJHU-
TEIbCTBA HA HAPOAHBIX HWHCTPYMEHTaX
B CHCTEMY OOpa3oBaHMs, B HEHl CIOXKHUICS
nucOalaHC MEXITy TOJCUCTEMaMH HUCIIOJ-
HUTEJIBCTBA HA PYCCKUX HAPOIHBIX (CHUCTE-
Ma B) u akageMHU4yecKUX HWHCTPyMEHTaxX
eBpomneiickoro tuna (cucrema C), KOTOpBIi
OBLT UCTOPUUECKU OOYCIIOBJICH Pa3IUUYHEeM
9TamoB pPa3BUTUS Tpaguluil. OTKPBITHIE,
B3aUMOJICHCTBYIOIINE U  OJHOBPEMEHHO
HEPaBHOBECHBIC, TOJBEPIKCHHBIC (IYKTY-
aIusM TOJICUCTEMBbI MY3bIKaJbHOTO 00pa-
30BaHUs, B COOTBETCTBUH C CHHEpreTHYE-
CKUMH 3aKOHOMEPHOCTSIMH, CTPEMIIUCH
K MHTETPUPOBAHMIO, HO ITOT MPOIecC ObLI
OJTHOCTOPOHHHUM,  OJHOHANPABICHHBIM:
cima0Oble 3BEHBS, 3aUMCTBYS OIIBIT, «TIOTSI-
TUBAIKMCHY N0 Oosee pa3BUTHIX. IMeHHO
MOATOMY TEOPETUKU aKaJeMHU3alluu YBU/IE-
¥ B HEM JIMIIH JBYKCHUE K JTOCTH)KCHUIO
ornpezaenéHHOro ypoBHs. Haue ero MoxHO
ObU10 OBl Ha3BaTh 3aUMCTBOBAaHUEM aKa-
JNEMUYECCKOW TapagurMbl, IOApaKaHUEM,
aganTainuen (mpucrnocobIeHueM) Tpaaullu-
OHHOTO MHCTPYMEHTapUs K YCJIOBHSIM aKa-
JNEMUYECKON TPATUIIUH, TO €CTh ITO OBLT
IPOLECC UCKYCCTBEHHBIM.

C akagemuzanueit oOydeHus: Ha HapoI-
HBIX MHCTPYMEHTAaX B paMKax 00pa3oBaTellb-
HOW CHUCTEMbl U YCTpAHEHHEM Ha3BaAHHOIO
nucbananca, HapymuiIcs OanaHc yKe C KO-
PEHHOM TpagUIMEN PYyCCKOIO HApOIHO-UH-
CTPYMEHTAJIbHOIO UCKYCCTBa (CUCTEMOM A).
Axkanemuzaiiysi B IEpBYIO Ouepe/Ib 3aTPOHY-
Ja TOJNBKO Ty YacTh HApPOIHO-WHCTPYMEH-
TaJBHOTO MCKYCCTBA, KOTOpasi pa3BHBAJIACh
B CHCTEME MY3BIKaJIbHOTO OOpa30BaHMUS.
MaccoBas (onpkiopHas Tpaauius, 6e3yc-
JIOBHO, TaKXe JBOJIIOIMOHUPOBAA, OIHAKO
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€€ eCTECTBEHHAas aKaJeMH3alusl HE MOoIa
YTHAThCs 32 B3PBIBHBIM XapaKTEPOM HCKYC-
CTBEHHOTO Ipouecca. B pesynsrare npobe-
MBI BO3HUKIIU U B cUCTeME B: HeKkorna HCKIIro-
YUTETFHO BOCTPEOOBAHHBI B POCCUICKON
cpele BUJ MCKYCCTBAa PE3KO MOTEPSUT CBOIO
HOIYJISIPHOCTh, COLUAIBHYI) 3HAYUMOCTD.
IIpy 3TOM MBI NPOJOIKAEM YTBEPHKAATH,
YTO PYCCKHM HAIMOHAJIBHBI HHCTPYMEH-
TaJIN3M, HECMOTps Ha (PyHKIMOHHUPOBA-
HUE JBYX HampaBlIeHHH — (OJIBKIOPHOTO
(cuctema A) M akageMHUYECKOro (cucrema
B), mponomkaer (moka) (pyHKIIMOHHPOBATH
B PaMKax €IMHOI0 BUJA — HAPOIHO-UHCTPY-
MEHTAJILHOTO UCKyccTBa. OCHOBaHUEM IS
TaKOTO YTBEp)KICHHUS SBJSIETCS pa3paboTaH-
Hasi aBTOPOM CTaTbU TEOPHUsl HAPOIHOCTH
MY3bIKaJIbHOTO UHCTpYMeHTapus [3].

HckyccTBeHHas akajeMu3anus pyCCKO-
r0 HapOJHO-MHCTPYMEHTAJIBHOIO HCKYC-
CTBa, OCJICMUBIIAS OBICTPBIMM YCIIEXAMH
n 3()PEeKTUBHBIMU pe3ylIbTaTaMu, BMECTE
C NTO3UTUBHBIMU TEHACHIMAMU aKaJeMuye-
CKOTO MCKYCCTBa M 00pa30BaHUs MPUHECIIA
U HEraTuBHbIE, paHee Ha3BAHHbBIE aBTOPOM
«mocrakagemudeckuii curapom» [1]. Ilo
9TOW NPHUYMHE CErOIHS Mbl BHOBB HILEM
MyTH JAOCTHXKEHUs OanaHca OTHOIICHHM
y’K€ B TPOWCTBEHHOH LIETIOYKE MOACUCTEM:
A-B-C.

Ha ocHoBaHuM CKa3aHHOTO BO3HUKAaET
€CTECTBEHHBIN BOIIPOC: MOYEMY IIPU BCEM
pas3IuuMM IpOLECCOB €CTECTBEHHOW M HC-
KyCCTBEHHOM akaJeMHu3alud U yTBEpKIe-
HUU O TOM, YTO B UX OCHOBAHMSX JIEXKar
paszIuYHbIE 3aKOHOMEPHOCTH (3BOJIIOLU-
OHHbIE U CUHEPTeTHYECKHUE), TEM HE MEHEE
o0a THUMAa Ha3bIBAIOTCS aKaJeMH3aluen?
OtBeT 3aKiIOYEH B CYIIHOCTH aKaJeMH-
3alllMM, @ UMEHHO B €€ CTpPEMJIEHUHU K uje-
aJbHOM XYyHOXECTBEHHOM Mapagurme, o0-
pasily, BUPTyaJbHOMY «omycy». Oba Tuma
aKaJeMU3alud JEMOHCTPUPYIOT €IUHYIO
CYILIHOCTb, OJTHAKO Xy OXXCCTBEHHBIE Iapa-
JUTMBI KKJOW U3 HUX UMEIOT CIIEHU(UKY.
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B nmponecce ecrecTBEHHOW akaaeMM3a-
MU MapaJurMa CKJIAaJbIBA€TCS CIIOHTAHHO
B XOZIE TBOPYECKUX MOUCKOB XyINOXXHUKOB
U CENIeKIIMOHHOM (0T NaT. selectio — BIOOD,
0TOOp) AEATENHOCTU OOIIECTBA; B UCKYC-
CTBEHHOH — mapajaurma yxe cpopMupoBa-
Ha, OHA 3aUMCTBYETCSl U3 UHOWU KYJIBTYpBI
(cuctemsl)’, ¥ MOTOMY CHHEPIETHUYECKHUE
3aKOHOMEpPHOCTH B HCKYCCTBEHHOM IIpO-
1ecce TOMUHHUPYIOT HaJ BOJIOLMOHHBIMU
(Tak ke KaK penpoayKTUBHAs (PyHKIUS HaJl
KpEaTUBHOM).

HccnenoBanue IMpoLECCOB akKageMu3a-
IIUU KCKYCCTBa 1 00pa30BaHusl, HE3aBUCUMO
OT UX THIA, TOKAa3bIBAET, YTO K HETAaTUBHBIM
TEHJEHIUAM 3TOT0 IIPOLECCa OTHOCATCS:

— YHU@uKayusi My3bIKaJIbHOTO MBbIIILJIe-
HUS U I€ATEIbHOCTH, POXKJIA0Iasi TEHIEH-
MU K TANHA3ALUH, CTAHAAPTU3ALNH, MBIII-
JICHUIO LITaMIIaMU;

— ¢opmanuzayus, co3naroas IpUOpH-
TET TEXHUYHOCTHU MCIIOHEHMSI HaJ| Xy10/Ke-
CTBEHHOCTBIO;

— TEHACHIUS K 2aumapuzayuu NCKyc-
CTBa;

— HUBENUPOBaHUue HAYUOHAIbHOU UOEH-
MUYHOCMU, OTXO]] OT HAPOTHBIX TPaIULIHIA’.

HeraruBHble TEHIEHIMH aKaJgeMu3a-
IIUH, KaK yKe ObIJI0O OTMEUEHO, MPOSBIISIOT-
csl B JIIOOOM ero Turme (M eCTECTBEHHOM, U
UCKYCCTBEHHOM) KaK CIJI€ACTBHE LMKINY-
HOCTH BCSIKOM 3Boonuu. MckyccrBenHas
aKaJeMu3alys MpU 3TOM HE TOJBKO CKO-
poTeuHa B CBOEM Pa3BUTHH, HO U OoJiee IiTy-
00Ka B MPOSIBIIEHUH «I10CTAKaIEMHUYECKOTO
CUHAPOMA».

Yr1oObl NOHATH U MPOYYBCTBOBATH OTIIH-
Yysl €CTECTBEHHOM M HCKYCCTBCHHOM aKa-
J€MH3alM1, IOCTATOYHO CPAaBHUTH MPOLECC
pa3sBUTHSL  OTEYECTBEHHOIO  HAPOIHO-UH-
CTPYMEHTAJIBHOTO HCKyccTBa XX cToJje-
THSI C aKaJeMH3aLUEH PYCCKOW MY3bIKallb-
Hou Tpamuumu XVII-XIX Bekon. Ilepsas
II0 BPEMEHH, B OTIIMYUE OT IOCIENYIOLIEH,
npuBena K «30J0TOMY BEKY» PYCCKOIO
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ucKyccTBa. [71aBHBIM €€ oTIruueM ObLIO TO,
YTO OHA IPOXOAMIIA IO/ 3HAKOM MPHOPUTE-
Ta HALMOHAJIBHOW KYJIBTYPBbI, ITOJT 3HAMEHEM
TECHEHUIIIEH CBSI3M U B3aUMOJICHCTBUU (YH-
Tall: MHTErpalyy) C PYCCKOW TpaauLuen.
CBUIETENBCTBOM TOMY SBIISIFOTCS HE TOIBKO
nyOMuYHbIe BbICKa3bIBaHUSI KopudeeB Ha-
IIUOHATIBHOTO MCKYCCTBA, HO U (DEHOMEH Ha-
POIHOCTH pycCKOM My3biku 0T M. W. I KM
1o C. B. Paxmanunosa u I. B. CBupuona,
JOCTATOYHO OCHOBATEIHHO MPOPabOTaAHHBIH
OTEYECTBEHHBIM MY3bIKOBEJICHUEM.
HckyccTBeHHass akaaeMu3alus HCIOJI-
HUTEJIbCTBA HA PYCCKUX HAPOIAHBIX UHCTPY-
MEHTAaX, HAPOTHUB, XapaKTEPUZYETCS OTPHI-
BOM OT HapOAHBIX TPAJULIMIMI, TOCTOTHHBIM
CTPEMIICHUEM «OTKPECTUTBHCS» OT CBOEU
HMCTOPUU U CBOETO MPOULIOTO, B PE3YJIbTaA-
T€ YEro «BMECTE C BOJOM BBIILJIECKUBAECTCA
YU MJAJEHEI» — HallMOHAJIbHAS COCTAaBIIA-
IoIIasi HapoAHOro HMckyccTBa’. Takas TeH-
NEHIUST OOBSCHSIETCS KaK COLMAIbHBIMU
npuyruHaMu (K MpUMepy, NPUHHKEHHEM
XYJIO)KECTBEHHBIX JOCTHKEHUN B 00JacTH
HApOJAHOTO HCKYCCTBAa, HAOIIOAABIIEMCS
B COBETCKMI nepuon uctopuu Poccum),
TaK ¥ PACHPOCTPAHEHHOW HBIHE TEOpUEH
HallMOHAJIbHOTO HMHCTPYMEHTAJIU3Ma, pac-
CMAaTpPUBAIOIIECH HAPOIHO-UHCTPYMEHTAJIb-
HO€ MCKYCCTBO JIMIIb KaK CTYIICHb Ha IyTH

K BBICOKOMY aKaJIEMHMYECKOTO HCKYCCTBY,
a HE KaK CaMOLCHHOE SBJICHHWE B HAaIMO-
HaJIBHON ¥ MUPOBOM KyJbType'.

BrIBOzIBI HaNIpamMBarOTCs OHO3HAYHBIE:
«JICYEHHUE MTOCTAKANEMUIECKOIO CUHAPOMA
BO3MO)KHO TOJIBKO 4Y€pe3 MHTETpaluio OTe-
YECTBEHHOI'0 HapOAHO-UHCTPYMEHTAJIBHOTO
HCIIOJIHUTEIIbCTBA AKAJIEMUYECKOTO THUIIA C
aQHAJIOTMYHOM pycckoil Tpanuuueil (oybk-
JIOPHOTO THIIA, C TIOMOLIbIO Pa3BUTHUS TEO-
pUH  HAMOHAJIBHOTO HWHCTPYMEHTAIN3MA,
YCTpPaHEHHs B HEW Ayalii3mMa MBIIUICHUS U
YTBEPXKACHUS 1LEIOCTHOCTH (PeHOMEeHa Ha-
POIHOCTH XYIOKECTBEHHOIO TBOPYECTBA.
Pyccknii  HanumoHanbHBIA  HMHCTPYMEHTA-
JIU3M, HECMOTpPSI Ha YCIIOBHOE pa3/eliCHuE
€ro Ha JiBa HampasJieHUs — (DOIBKIOPHOE U
aKaJIieMHUIecKoe, MPECTaBIsIeT co00il IIe-
JIOCTHOE SIBJIEHHE, OCHOBAHHOE Ha €JUHCTBE
NPUHIIAIIOB, OMNPEACTAIONNX  (QyHKIHO-
HHUPOBAaHHE, C OJHOW CTOPOHBI, HAPOIHOU
TpaAUIMKU, a C JPYrod — aKaJIeMHYECKOIro
uckycctBa. CylIHOCTb HapoOHO20 €IWHA
BO BCEX €ro MPOSBICHUIX B MY3bIKAJIBHOM
HCKYCCTBE U XyHOKECTBEHHOM TBOPYECTBE,
YTO SIBJISIETCSI TAPaHTOM COXPAHEHHUS ITHO-
COLIMAJILHOTO CBOEOOpa3Hsl XydOXKECTBEH-
HBIX SIBJICHUI B YCJIOBUSAX II0OAIU3aluy Ha
OCHOBE COXPAaHEHHUSI U Pa3BUTHUS HAPOIHBIX
TpaauLIAN.

S TIPUMEYAHUA <>

' O. I1. BacunbeB, cyMMUpYsl UICH KOJLIET,
IIPUXOAMT K BBIBOAY O TOM, 4TO Il OIIpENeIIe-
HUSl aKaJIeMUYECKOTO CTaTryca MY3bIKaJIbHOIO
MHCTPYMEHTA HMMEIOT 3HAYEHHUE CIIEAYIOLUE
napameTpel: MOAM(UIUpPOBaHHAs KOHCTPYK-
s (YCOBEpIICHCTBOBAHHBIA  (OIBKIOPHBIN
IPOTOTHUIT); OOIIMPHBIA BBICOKOXYI0KECTBEH-
HBIi OpHUIMHAJbHBIA pemepTryap; pas3BUTas
METOJIMKa MpErnoiaBaHus U cucteMa mnpodec-
CHOHAJIBHOTO OOYYEeHMs, BBIXOAALINE HA MEX-
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JYHapOIHBI YPOBEHb; BHICOKHI ypOBEHb HC-
MOJHUTENbCTBRA |5, ¢. 152—-156].

2 A. A. Top06au€B TpeIOKUIT CIIEAYIOIIEe
onpenencHue: «AKaAeMUYCCKHM MOXXHO Ha-
3BaTh MHCTPYMEHT, KOTOPBIN MPOIIEN OCHOB-
HBIE 3Tanbl UCTOPUYECKOTO Pa3BUTHSA, UMEET
OOUIMPHBIN OPUTHHATBHBIN penepTyap, a TAKKe
BBIIIE/IINE 32 PAMKU HAIIMOHANBHOMN KYIIBTYPbI
KOHIIEPTHOE MPOdECCHOHATLHOE aKaJieMHue-
CKO€ UCTIOJTHUTENBCTBO U CHCTEMY MPOQECcCHo-
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HaJbHOTO 00y4eHus» [6, c. 15].

3 3mech aBTOPOM B KPATKOM H3JIOKCHUH
IIPEJCTABICHbl JIECATh OCHOBHBIX IIOCTYJIaTOB
CHHEPIeTHKH, chopMynTupoBaHHbIX [. XakeHOM.

* TIporiecc MCKYCCTBEHHOW aKaIeMH3alliu
HMMeEJl MECTO B UCTOPUYECKOM IIPOLUIOM U pa-
Hee: K IpUMepy, B ©300pa3UTeIbHOM UCKYCCTBE
XVI=XIX BekoB CylIeCTBOBAJIO HAIIPABIEHUE,
B KOTOPOM XYAOKHUKU JOTMaTH4E€CKH CIEH0-

BaJIM BHEITHUM (pOpMaM KJIaCCHUECKOTO UCKYC-
cTBa AHTMYHOCTH M 3110XU Bo3poxxaenus.

> TlogpoGHee cm.: [1].

6 He cinyyailHO B TNPHUBEIEHHOM BBIIIE
omnpeneneHun A. A. T'opGauéBa «akagemuye-
CKUI MHCTPYMEHT» XapaKTEPU3YETCs, KaK «BbI-
LIeIIIMHM 338 paMKM HAallMOHAJIBHOM KYJBTYPBD»
[6, c. 13].

7 Cwm., k mpumepy: [8].
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pammodpoHHbIe 3anMCcH TaTapCKMUX UCMTOAHUTEAeH Ha4vaAaa XX Beka
B «<BoCcTO4YHOM KaTanaore» AraHa Keaam

B nauane XX Beka Ha Tepputopuu Poccru moydunia mimpoKkoe pacpocTpaneHue rpammodoHHast
3armuch. OHA U3 KPYIMHEUITNX KOMIAHUN — aHTIMICKOE aKIMOHEpHOe ob0mecTBo «Ipammodon»
— co3/laBajla rpaM3aliCcl KaK PYCCKUX HCIIOMHUTENEH, Tak M MpeACTaBUTENeH APYrux HapoIoB,
B TOM YHCJIE€ TaTAPCKUX MEBIOB, My3bIKAHTOB, apTUCTOB. MH(}opMaIys 0 nepBhIX rpaMIUIaCTHHKAX
C ydYacTHeM TaTapCKHX MEBLIOB YaCTUYHO MPUBOAUTCA B paboTe nccienonarens Banentuna Suuna.
AKTyanbHOCTb JTaIbHEHIIIEr0 U3y4eHUsI TpaMMO(OHHBIX 3alMCel TaTapCKUX MCIOTHUTEINEH, TOMCK
HCTOPUYECKUX UCTOYHUKOB MPUBEIIN aBTOpA IAaHHOM CTAaThH K YCTAHOBJIEHUIO KOHTAKTa C BELyIIUM
AKCIEPTOM MO UcTopun Komnanuu «I'paMmmodony, anrmuiickum auckorpadom Ananom Kemmu. B ero
«ITomHOM Kataiore pycckux rpaMMO(OHHBIX 3aMucei, caenaHHbIx komnanuen “I'pammodon’c 1899
10 1928 rona B Poccuu u 3a pyOexom» Conep >KUTCs IICHHAss HHPOPMAIIHSI O CaMbIX TIEPBBIX 00pa3iax
3ByKO3allMCH TaTapcKUX TNEBLOB. B cdepe HayyHbIX HMHTEpECOB oOKazaics Takxke «BocTouHbIi
katasor» Anana Kemnnu, nmeromuiicss B pyKOITMCHOM BapHaHTe U MepeJaHHbIil aBTOpy CTaTbu JIJIs
n3y4deHus. B HéM npencraBieHsl rpaM3anucy Tarapckux ucnonaurenei ¢ 1904 mo 1913 roa. Karanor
BIIEPBbIE BBEJIEH B HAYUHBII 000pOT. ABTOp CTaThbU pacCMaTPUBAET CTPYKTYpY KaTasiora, BBICTpauBaeT
XPOHOJIOTHIO CECCUM TaTapCKUX 3aIlMCeH, YKa3bIBaeT TOpoja, Il MPOBOIMINCH 3aIHCH, BbISBIISET
3a0bIThIC IMEHA WUCTIOTHUTENEH, aHaI3upyeT ux penepryap. bmaromaps «BocTtouHomy Katamory»
Anana Kennu noiydeHa yHUKajbHasi BO3MOXKHOCTh OCBEIIEHUS] UCTOPUHU IpaMMO(OHHBIX 3aruceit
TaTapCKHX MEBIOB U MY3bIKAHTOB Hayasia XX BeKa.

KittoueBblie ciioBa: rpammodoHHast 3anmuck B Poccun, akiimorepHoe o01mectBo «I'pammodony,
«Boctounslil katanmor» Anana Kemim, Tarapckue UCIIOJIHUTENH.

Jna yumuposanus: T'azueB U. M. I'pamMmodoHHBIE 3alMCH TaTapCKUX MCIIOMHUTENCH Hadana
XX Beka B «Bocrounom karanore» Anana Kemu // IIpobaembl Mmy3bikanbHoM Hayku. 2019. Ne 2.
C. 38-44. DOI: 10.17674/1997-0854.2019.2.038-044.
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Gramophone Recordings of Early 20th Century Tatar Performers
in Alan Kelly’s “The Orient Catalogue”

In the beginning of the 20th century gramophone recordings received wide circulation throughout
the territory of Russia. One of the largest companies — the English public company “Gramophone” —
created gramophone recordings both of Russian performers and of representatives of other peoples,
including Tatar singers, musician and artists. Information about the first gramophone records with the
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participation of Tatar singers is given in part in the work of researcher Valentin Yanin. The relevance of
further study of gramophone recordings of Tatar performers, the search for historical sources, brought
the author of the present article to establishment of contact with the leading expert in the history of the
“Gramophone” company, English discographer Alan Kelly. In his “Complete Catalogue for Russian
Gramophone Recordings Made by the “Gramophone” company from 1899 to 1928 in Russia and
abroad” there is valuable information contained about the very first examples of recordings by Tatar
singers, starting from 1901. “The Orient Catalogue” by Alan Kelly, available in manuscript form
and passed to the author of the article for studies, also turned out to be within the sphere of scholarly
interests. It presents gramophone recordings of Tatar performers from 1904 to 1913. This catalogue
has been brought into scholarly use for the first time. The author of the present work examines the
structure of the catalogue, establishes the chronology of the sessions of Tatar recordings, indicates the
cities where the recordings were made, discloses forgotten names of performers and analyzes their
repertoire. Due to Alan Kelly’s “The Orient Catalogue” the unique opportunity is obtained to elucidate
the history of gramophone recordings of Tatar singers and musicians of the early 20th century.

Keywords: gramophone recording in Russia, “Gramophone” public society, Alan Kelly’s
“The Orient Catalogue,” Tatar performers.

For citation: Gaziev Idris M. Sonification: Gramophone Recordings of Early 20th Century
Tatar Performers in Alan Kelly’s “The Orient Catalogue” Problemy muzykal'noj nauki/Music
Scholarship. 2019. No. 2, pp. 38—44. (In Russ.) DOI: 10.17674/1997-0854.2019.2.038-044.

H(pOpMaIMIO O TIEPBBIX 3aMHUCIX Ta- C KOTOPBIM ObLI YCTaHOBJIEH KOHTAakT. bo-
TAPCKUX HCIIOMHUTENEH HAXOAUM  JIE€ MOJyBEKa aHINIMUCKUN YUYEHBIN MOCBS-
B pa0oTe W3BECTHOTO WCCIEAOBarTe- THJI COCTABJICHUIO TOAPOOHOW JHMCKOTpa-
151 Banentuna Sluuna «Karanor BokanbHbIX — (puM 3amnuceil, Mpou3BeAEHHBIX KOMIaHUEH
3amuceit poccuiickoro otaeneHus kommnannu — «Ipammodon», pabore B apXuBax 3BYKO-
“I'pammocon» [4]. Cpenu 3amuceit, oTHO-  3anucbiBaronieil komnanun «EMI Group»
camuxcs k 1901 romy, B paznene «Myxckue  («Electric & Musical Industries»). B xoxe
rojioca coyo» 3aUKCHpPOBAHO MEHUE TeHO-  W3bIcKaHuii Kemiu BbICTpauBas auckorpa-
pa, OTHAKO WIMsI MCIIOJTHUTENS HE yKa3aHO. (UM, OCHOBBIBASICh HA SI3BIKE MCIOIHEHUS,
B npyrux ciydasix IpuBOJSTCS TOJIBKO UMe-  reorpauu U Ha TEXHUYECKOM MPOUCXOXK-
Ha UCTIOJTHUTENICH WITM HAa3BaHUs MIPOU3BENe-  JCHUM KaKaoi 3anucu. M chopmupoBaHsbl
HUI [Tam xe, c. 254]. Kpome Toro, B JTaHHOM  pyCCKHid, (paHIly3CKUH, WTANbSHCKHA U
paszene ecTb 3anicH, 0003HAYEHHbIE COKpa-  TOJUIAHJICKUM Karajnoru koMmmaHnuu «lpam-
MEHHO — «Tarapck.». B pasznene «Kenckne  ModoH» BMECTE € IECATHIO TOMaMHU MaTPHII
BOKaJIbHBIE aHCcaMOIm» BoceMmHanmars mne- 3amuceid «HWV» — «His Master’s Voice»
CEH TaKXe yKa3zaHbl kpaTtko — «ratapckue («lomoc ero xozsiuHa»). OrpomHBII 00b-
NECHNW» [TaM Xke, c. 441, 442]. ém undopmaruu Kemnu 3adukcupoBan u
[Touckn wuCTOpUYECKHX HMCTOYHUKOB pactupaxupoBai Ha CD-ROM. 3a Beiaato-
rpaMMO(OHHBIX 3aMMUCEH TATAPCKUX UCIION-  LIUICS BKJIAJ 10 U3YyYEHUIO HCTOPUHU 3BYKO-
HuTeNel Hadana XX BeKa MPUBETM aBTOpa  3alMCH U 3a JUCKOrpauuecKue nucciaenoBa-
crateu B 2012 rogy k Bemyuiemy skcnepty  Husi B 2007 rony «Accouuanus KoK
1o ucropuu kommnanuu «I'pammodon», og-  3Bykozanucuw» (ARSC) npucynuna Anany
HOMY U3 aBTOPHUTETHBIX B Mupe nuckorpa- Kemmu npemuio «Lifetime Achievement
¢oB — nokropy Anany Kemmm (1928-2015),  Award»'.
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B pesynbrare nepenucku ¢ A. Kemwu
aBTOPY CTaTbu ObLI JTI0OE3HO MPETOCTABICH
«IlonHbIl KaTaNoOr pycCKUX IpaMMOQOH-
HBIX 3aMucel, caenanHpix [ pammodoHHOM
Kommanueii ¢ 1899 no 1928 roga B Poccun
u 3a pyoesxom» («The Russian Catalogue»)?.
B «Pycckom kartanore» ocoOyro IIEeHHOCTb
MIPECTABISAIOT CaMbl€ MEPBbIE 3allUCU Ta-
TapCKUX MEBLIOB, MY3bIKAHTOB, OCYLIECT-
Bi¢HHbIC B HtoHe 1901 roga B Kazanu [3].

B mpemucinosun k «PycckoMmy karano-
ry» Kemnm ynomunaer «BocTouHblil Ka-
tanmor» («Orient Catalogue»), uMeroruiics
B PYKOIINCHOM BapUaHTE. Y3HaB O HallleM
UCCJIEeIOBAaHUU B 00JIACTU TpaMMO(OHHBIX
3anucell TaTapCKUX WCIHOJHUTENEH, JOK-
Top Kennu nepecnan HemznaHHble MaTepu-
ansl «BocToyHOrO Karanora», COpOBOJINB
ux nucekMoM (ot 8 ¢epans 2012 roma)’.
B yacTHOCTH, OH NMILET, YTO HA MPOTSKeE-
HUU MOYTH HIECTH JECATUIIETHI BENT paboTy
M0 CHCTEeMaTH3alliyi TpamM3anucu (GUpMsI
«I'pammodon», u TonpKko «BOCTOUHBIN Ka-
TaJor» OCTajcs He3aBepUIEHHBIM. Tpya-
HOCTb MpEACTaBIsAIA Ta €ro 4acTh, I1Ie 3a-
IIMCH BEJIUCH HA SI3bIKAX, HE UCIIOJIB3YIOLIUX
JaTUHULY WM KUpwunny (apaOckuid, Ko-
pelickuii U npyrue s3biku). Heobxomumo
OBUIO MOJIYYUTH JIaHHBIE, KaCAIOIINECs TaK-
K€ U Tarapckoro si3bika. 1 XxoTs Homepa ma-
TPHI], KaTaJlo)kKHble HOMEpa ObUIU H3BECT-
HBI, OJIHAKO, KaK IHUILIET YYEHBIM, «MMEHA
WCIIOJTHUTENEN W HAa3BaHWs NPOU3BEIACHUN
OBLIIM BBEJEHBI TOJILKO TOTJA, KOTJa CTaIH
JOCTYNHBI TE€YaTHbIE KaTajoru, a OpPUTHU-
HaJbHbIE TEKCThI OBUIM TPaHCIUTEPUPOBA-
HBI Ha PYCCKHI S3bIK»*,

«BocTOoYHBIN KaTaior»’ aBTOPOM CTa-
ThU BIEPBbIE BBOAUTCS B HAYYHBIH 00OPOT.
Ero pacneuarka cocrasisier 472 cTpaHu-
sl (pasmep mpugpra — 11). OcHOBHBIMU
SI3BIKAMU SIBIISIFOTCS] apaOCKUid, adraHCKuM,
OMpPMaHCKUM, WHANHUCKUMA, HHIOHE3UWCKUH,
KUTaWCKUN, TaTapCKUN, THOETCKUM, Typell-
KUH, ATOHCKHUU U APyTHE.
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B cucreme KaramoxHOM HyMepaluu
«I'pammoonay «BocTouHblil Karamor» Ha-
xomutes B npenenax or 10000 no 19999 nns
rpaMMO(OHHBIX TIACTUHOK Mapku «Ipam-
Mo¢oH. [Tunrymmit Amyp» u or 100000 mo
109999 (BKIIIOUUTENIBHO) — MapKH «30HO-
¢on». Hamu BBISBIEHBI 3alMCH TaTapcKOM
SI3BIKOBOM  TPYIIBI, KOTOpask OXBaTbIBaeT
KpbIMcKO-Tarapckuii (Crimean-Tartar), nep-
cunacko-tarapckuii  (Persian-Tartar) u  ka-
3aHcko-Tarapckuii  (Kazan-Tartar)  s3bIku.
B xone u3ydenus karanora oOHapyxeHo 436
3anuce Ka3aHCKO-TaTapCKUX UCTIONTHUTEINEH,
OCYILIECTBIEHHBIX KoMITanuen «I pamMMoQon»
B Poccun. B ommmune ot onyOaMKOBaHHBIX
TICYATHBIX KATaJIOTOB M CIIMCKOB TaTapCKUX
rpaMMO(OHHBIX TUIACTMHOK, MOCJeI0Ba-
TEJILHOCTh MATPHUYHBIX HOMEPOB B CTPYKTYpE
«BocTouHoro karasiora» mo3BOJISIET Ompesie-
JUTh MECTO, TNe CZeJaHa 3alKch, XPOHOJIO-
THIO 3alMCEel, MHOIIA ¥ TOYHYIO J1aTy.

N3yyenne karanora IMOMOIJIO YCTaHO-
BUTb XPOHOJIOTHIO TaTapCKUX CECCHMl 3BY-
KO3aIlMCH POCCHUICKOTO OTAEJEHUsl KoMIa-
Huu «I'pammodon»:

1) 1904 Kazanp (16
Canxkr-IlerepOypr (64 3anmcn);

2) 1906 — Kazansb (HOs10pB, 45 3anuceii),
Cankr-IletepOypr (nexabps, 19 3anuceii);

3) 1907 — Mocksa (utonb, 10 3amnuceii);

4) 1908 — Mockaa ((heBpansb, 31 3anuch);

5) 1909 — Mockasa (12 uromns, 6 3anuceit),
Kazanb (21-22 urons, 88 3anmceii), MockBa
(nexabpsb, 6 3amuceil);

6) 1910 — Mocksa (7-9 cents6ps, 10 3a-
niuceil), Mocksa (14 cents0psi, 23 3anwucu);

7) 1912 — Canxr-IletepOypr (12 ampe-
1, 14 3anuceit), Mocksa (20 ampens, 4 3a-
niucu), Huwxuuit Hosropon (23-26 aBrycra,
66 3ammceit);

8) 1913 — Cankr-IlerepOypr (11-13 ok-
Ts10pst, 14 3amuceit), MockBa (1 nmexaOps,
20 3ammceit).

Janubpie «BocTouHOro karanoray» mnoka-
3bIBAIOT, 4TO B Tiepuos ¢ 1904 nmo 1913 roa

3amucei),



Cultural Heritage in Historical Perspective

0

2019,2

xomnanueir «I'pammodon» ObLIM TpoU3BeE-
neHbl 436 3anMceil TaTapcKUX HCIOIHUTE-
nei. YuureiBas 3adukcupoBaHHble B «Pyc-
CKOM Karajiore» mnepsble 3anucu 1901 rona
(ux 41), obmiee KoaMueCcTBO cocTaBisieT 477
3anuceil. Komnanus «I'paMmMmodon» mnaHu-
poBaJjia MPOBECTH OUEPEHYIO CECCHUIO TaTap-
ckux 3anuceil B urone 1914 roga. B pyOpu-
ke «XpoHuKa» XypHana «[paMMoQOHHBIHI
MUp» 4YHTaeM: «3aBeAyIOLUil MYy3bIKajlb-
HbIM oTaenoM O-Ba “Ipammodon” 3. bpan-
Jay Bele3xkaeT Ha qHsAx B Hokauit HoBropon
u najee o Bounre, BIJIOTH 10 ACTpaxaHu co
CIICIIMATILHOM LENbI0 CAENarTh LEJbIA PsI
3aMMucei Ha TaTapcKoM M KaJIMBIIIKOM Hape-
qusix»’. OJJHAKO 3alKCH ClIeNIaHbl HEe ObLIH
(uH(OpMAITHS O HUX OTCYTCTBYET).

I'pammodoHHBIE 3amucu  Ka3aHCKO-Ta-
TapCKUX HCIOJIHUTENEH CUCTEMAaTU3UpO-
BaHbI 110 BUJIAaM HMCTOJHEHUS B OTIEIbHBIE
OJIOKM, KaXIblii W3 KOTOPBIX BKIIOYAET
onpeeN€HHbIN psa mocleAHUX nudp Kata-
JI0O)KHOTO HOMEpa. DTO J1a€T BO3MOXKHOCTH
MPOCIEINUTh perepTyap BHYTPU KaxKIOTO
6noka. Tarapckue neBlbl, My3bIKAHTBI, aK-
TEépbl B «BocTOUHOM KaTamore» mnpeacTas-
JIEHBI CIIETYIOUIMMU BUIAMHU UCTIOJTHEHHUS:

1) UactpymenTanbHbli aHcamMOab (1—
499);

2) Opkectp (500-999);

3) Urenue (1000-1999);

4) Cono «my»xckoe nerue» (2000-2999);

5) Comno «xkenckoe nenuey» (3000-3999);

6) Bokanwsubie ancam6u (4000—4999);

7) Konneprasle uHCTpyMeHTHI (8104—
8117);

8) Unctpymentanuctsl (9100-9149).

Kaxnass xoHKpeTHas 3amuch B CTPYK-
Type Kartajora 00O03HAYaeTCsl CJICTYIOIINM
0o0pa3oM: Ha OJHON CTPOKE C MMEHEM HC-
TIOJTHUTEJISI TIPUBOJIUTCSL Ha3BaHUE TOPOJA,
1€ MPOM3BOAWIACK 3anuch. Huxe, B neBoi
KOJIOHKE JArOTCA KaTalOKHBIA M MaTpuy-
HBII HOMepa, Jajiee — JaTa 3alucu U Ha-
3BaHMe NpousBeneHus. Hampumep, B 610ke
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«MHCTpyMeHTalIbHBIN aHcamOJby (Ka3aH-
CKO-TaTapCKuii aHcaMOnb) HH(pOpPMAIIHS
BBITJISIIUT TaK:

KAZAN-TARTAR BAND
X-100450 4950L

(St Petersburg)
10401

-06  Bas kizim Apipa

PacmmgpoBka o3HauaeT, 4YTo TaTapcKuit
MOMYJISIPHBIA HauTpblll « TaHIyH, JEeBylIKa,
Anuna» («bac, KbI3bIM, OINUIOY») 3alKCaH
BucnonHeHnu KazaHncko-rarapckoro ancamo-
a5 B 1906 rony B Cankt-IlerepOypre (Homep
no karajory — X-100450, Homep marpuiisl
— 4950L). Homep 10401, pacnonoxeHHbII
07l YKa3aHHEM MECTa 3aIllUCH, O3HAYAET, YTO
JIaHHAs 3aKCh AyOIMUpyeTcs W s IUIacTu-
HOK «I'pammodoH. [Tunrymmii Amyp».

B 6moke «Opxectp» oTMeueHbl 58 3a-
nucei: «OprecTp (Ka3aHCK.-TaTapck.)»,
«Tarapckuii oOpkecTp 1O yIpaBJICHU-
eM XabuOymnel AxmamymnuHay, «Ka-
3aHCKO-TaTapCKUl  CTPYHHBIH  OPKECTpP
(rapMOHb, CKpHIIKa U MaHJOJIMHA)», «My-
CYyJIbMaHCKUH OopkecTpy», «KazaHcko-Tarap-
CKHI1 OpkecTp, pyK. X. AXMaayJlIuH».

bnok «Comno “Myxckoe meHue”» BKIIo-
yaer 202 3amucu: 82 — aHOHUMHBIX HC-
MOJIHUTENEeH (C yKa3aHHeM — «Ka3aHCK.-
Tatapck.») U 120 — U3BECTHBIX NOIYJISAP-
HBIX UCHOJIHUTENEH Hadajla XX Beka. JTO
kymieruct [. KamaeB, mneBIbI-rapMOHH-
ctbl X. FOcunos, M. I'y0aiiyminH, neBusl
N. Nycan6exos, T. A. Hyp06aes, 11I. Caru-
ToB, M. AmamanTtoB. M3BecTHhIl neBel; Ka-
Muiab MyTteiru-Tyxsarymnun (1883-1941)
Ha rpaMMO(OHHBIX IIacTHHKaX «llumry-
it AMyp» u «30H0(OH» ocymiecTBUI 51
3anuck B 1910, 1912 u 1913 roasr. OcoOwIii
nHTepec npeacraBisaior 3anmucu K. Mytsl-
ru-TyXBaTyJIJIMHBIM [1€CEH HAa CTUXM TaTap-
ckoro noata I. Tykas (1910) [1, c. 62]. Un-
dhopmariust 00 OAHOM U3 3amMKCcel B KaTajiore
BBITVISIIUT CJEIYIOUIUM 00pa3oM:

IKAMILLE ALI MUTIGI TUHVATULLIN [TUKHMATULLIN] (Crimean Tartar)(Moscow

-4-102922  1309ae 7-9-10  Esli Moskvichi vozmut za shiborot
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[Tecns «Ecnu MOCKBUYM BO3bMYT 3 ILIU-
BOpoT» («ToTca MoCcKayJIop AKaHy») 3amuca-
Ha Kamuiiem Anie MyTeiru-TyxBary/uIMHBIM
B COINPOBOXACHUU (POPTENUAHO 7 CEHTAOPS
1910 rona B MockBe (HOMep MO Karajory
— X-4-102922, marpuunsiii — 1309ae) mns
TIacTUHKU «30HO0(OH» (opmaTa «rpaH’.
[Tocne umenn «Kamumn Ans Myteirn Tyx-
BaTy/UIMH» yKa3aH S3bIK HCIOJIHEHUS
KpbIMcKO-Tarapckuii (Crimean Tartar). [Tpu
BBICTPAMBAHUKM MATPUYHBIX HOMEPOB ATOMU
MOCKOBCKOM ceccun «I'pammodoHa» ObUIO
BBISIBJICHO, YTO 3aIIMCH NI€BLIA BKIIMHUBAIOTCS
B TPYIITY, UMEIOITyI0 000o3HadeHue: «Tpym-
Ma KPhIMCKO-TaTapCKUX MY3bIKAHTOBY». TeM
caMbIM MyTbIru-TyXBaTy/UIMH OTMEYEH Kak
KPBIMCKO-TaTapCKUil TEBEl, XOTd MNpPOCIy-
LIMBAHUE 3allMCe yKa3bIBaeT Ha S3BIK HC-
MIOJIHEHUS — Ka3aHCKO-TaTapCKUM.

B nyGnukarnuu aBTOpa CTaThu, MOCBS-
HIEHHOW OIHOMY M3 MEPBBIX TATAPCKUX HUC-
nosiHuTeNnel Hayana XX Beka — Moparumy
AnamMaHTOBY, OBUIM TaK)Xe HMCIOJIb30BaHBI
naHHble U3 «BocTO4YHOro Karajoray, 3Ha-
KOMCTBO C KOTOPBIMH IIO3BOJIUJIO OIIpefe-
JIUTH XPOHOJIOTHIO IPaM3aIluceil 3TOro neB-
ua [7, pp. 96, 97].

B Omoke «Cono ‘“KeHckoe TeHHue »
HaMHU BBISIBJIEHBI 23 3aMKMCH JBYX MOCKOB-
ckux ceccuit 1907 u 1908 roga nomnysnsipHoit
MIEBULBL, IEPBOM TATAPCKOU (IIIAHCOHETKM»
Mapuam HckanaepoBoii [2, c. 59, 601]%. Tlec-
Hu «Comnosei» («Canayray», HoMep 1o Ka-
tanory — 103737) u «A#, aymedka» («AH,
6arppem», HoMmep 1o katanory — X-103738)
— TUIOUYHbIE O00paslbl pa3BIeKaTebHON
MY3BbIKH TOPOJICKOW KYJIBTYpPBI TaTap.

Uerpipe 3amucu 1MeceH B UCIOIHEHUU
nonyssipaoi nieBuibl Haducnr TlcHsikoBoi’
B O110Ke «CoJ10 “)KEHCKOE ITeHue » MPOn3BeIe-
HBI Ha TPaMMO(OHHOH IITaCTUHKE «30HO(OH
1 JBe — Ha miacThHke «llumynmit Amyp»
B 1912 romy B Humwxuem Hosropoge. O co-
BMECTHBIX BbICTyIUIEHHAIX M. MckannepoBoi
u H. IIcHAKOBOM CBOM BOCIOMUHAHHMSI OCTaBUII
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TaTapCKuil MHUCaTellb, MO3T, )KyPHAIMCT Hava-
na XX Beka C. Cronueneit: «O0e 3TH rocmno-
KU JIOBOJILHO KpacuBbI€ MeBUIlbl. Bo3MOXKHO,
eci Obl OHM TONMYYMJIM COOTBETCTBYIOIIEE
BOCIIUTaHUE U 00pa30BaHHWE, MBI MOIIN ObI
umMH ropautbes» [6, c. 237]. B 6noke «Comno
‘“KEHCKOE TICHHE » TaKke OOHapy KeHbI 28 3a-
MUCcel aHOHUMHBIX UCTIOTHUTEITHHUII,

B 610k «BokanbHbie aHCaMOIM» BOMIEN
«myxckoit n1yat» M. AnamanToBa u I. Ca-
Xxr0a B CONMPOBOXKJICHUH CKPHUITKU U (opTe-
MHaHOo, a TAKXE (GKEHCKOE TPHUO» B COCTa-
Be H. IlcusaxoBoii, I. CupazerauHoBoi u
C. 3aliHyJUIMHOM B CONPOBOXIECHUM HH-
CTPYMEHTAJIBHOTO aHcaMOMsl. 3/1ech Ke 3a-
¢bukcupoBanbl 48 3anucell aHOHUMHBIX aH-
camOIIei — Iy3ThI, TPHUO, KBapTETHI '’

JIBe 3amucu Ha TUTACTHHKE «MHHBOH)
HEM3BECTHOTO HMHCTPYMEHTAJIBHOTO Iy Ta
oOHapyxeHbl B Onoke «KoHilepTHbIE WH-
CTPYMEHTBD». DTO MOMYJISIpHBIE B Hayasie XX
Beka Tarapckue menoauu «HameB COopoB»
(«XXpieH kee») (Homep 1o kataiory — 108104,
MarpuuHbii — 4948l) u «OpenOyprekuiny
(«Opendyp-Kacumckwuii») (HoMep 1o Kara-
aory — 108105, marpuunsrii — 49481), 3anu-
canHble B 1906 rony B Cankr-lletepOypre.

[IsTHaAUATE 3amKcei UTpbl HA TAPMOHUKE
BoIIUIM B ONOK «VHCTpyMEHTAUCTBD). ITO
nBe 3armicu Mysbikanta M. Kynamesa-Ami-
Ka3apCKOr0 Ha TpaMIUIaCTUHKY (opmara
«MUHBOH» ¥ TPH €T0 3aIMCH HA TPAMILIACTHH-
Ky «rpanm B (heBpanbckoit ceccun 1908 roma
B Mockgse. M3BecTHbIi rapmMoHuCcT A. Ko3os
3ancan 20 arpenst 1912 rona B Mockse 4eThI-
e Haurpblllia Ha IIACTUHKY «TpaHy. 371ech
Ke UMEIOTCS ILIECTh 3alUCeN «COJI0 Ha rapMo-
HUKE» HEN3BECTHOTO UCTIOTHUTESL, OCYLIECT-
Bi€HHbIE 22 urond 1909 rona B Kazanu.

Takum o6pa3oMm, Omaromaps «Bocrtou-
HOMY Kartanory» Asana Kemnu nomydena
YHUKaJIbHasl BOSMOXXHOCTh U3yUEHUS HCTO-
pUU TaTapCKOH MY3bIKH B TpaMMOGOHHBIX
3aMucsax, BO3POXKIACHUS 3a0bITHIX UMEH Ta-
TapCKUX UCTOIHUTENEN Hadaila XX BeKa.
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' CMm.: Awards for Lifetime Achievement &
Distinguished Service to Historical Recordings
/! Association for Recorded Sound Collection
(ARSC), 2007. URL: http://www.arsc-audio.

org/awards/people.html  (Jlara oOpamenus:
15.09.2018).
2 Working Files HWV The Russian

Catalogue Amour CAT2 / Draft Alan Kelli,
Prepared 10 February, 2007. (Gramophone/
Zonofone / Rebikov). CD-ROM.

3 TIuchbMO XpaHHUTCS B JINYHOM apXUBE aB-
TOpa CTaThH.

* Tam xe.

> The Gramophone Company Limited
ZONOPHONE RECORDS. THE ORIENT
CATALOGUE / Compiled and edited by Alan
Kelly. March, 2000. CD-ROM.

¢ Cm.: Xponuka // T'paMMOGbOHHBINH MHUP.
1914. 25 urons.

7 ABTOp JJaHHO#H CTaThU pacroyiaraeT 3aru-
CBIO MIECHHU.

8 ABTOp cTaThbu pacroyiaraeT JABYyMs 3aIlH-
camu ceccun 1907 roga rpaMIuIacCTUHOK «30-
Hoon» — «CostoBei» U «AM, TylIeuKay.

? MdamuIHs IEBHIIBI YKa3bIBAJIACh B UCTOPH-
YeCKHX UCTOUYHHKAX U Kak Ilo3gusakoBa. OnHa-
ko Hanrcanue [IcHsAKoBa (MMEHHO Tak U 1aércs
B Karajore) — 6osiee TouHOE (CJIOBO KIIECHOK» B
MIEPEBOJIE C TATAPCKOTO O3HAYAET «CUHUIIAY).

10 ABTOp cTaThu pacmosaract 3aruchbio mec-
HU «AMH, Bail, KyMmymKkn» («AMH, Bai, >KHHTS-
gu») (Homep mo karamory — G.C.-14466, ma-
Tpu4HbIA — 49311) B ICTIOJTHEHUH aHOHUMHOTO
<GKEHCKOTO Ty Tay.
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bbIAMHHas1 TPAAMLIMS U €€ ObITOBaHUE
Ha Tepputopum CapartoBckoro INoBoAXbs

Crathsi mocBsilieHa 0030py IMyOIMKAIUil MPOU3BEACHUN HIUYECKOTO >KaHpa — OBUIMH.
[Tepuon coOupaTenbcKol IeATEILHOCTH OOpasloB ObUIMH HAaYyMHAETCsA B mepBod TpeTu XIX
BEKa, MPOJOJDKASCh JO BTOPOW MONOBUHBI XX BeKa BKIIOYUTENbHO Onaromaps OOUIMpHOI
paboTe TMpencTaBUTENCH pPETMOHANBHON (DONBKIOPUCTUKH — (QUIONOrOB U ATHOrpPadoB.
AHanu3 omyONIMKOBAaHHOTO M HEOMyOJIMKOBAHHOTO Marepuaia MOKa3bIBaeT, YTO OCHOBHOW odar
pacrnpoCTpaHeHus *KaHpa 3apUKCUPOBAH B CEBEPO-BOCTOUHBIX paiioHax CapaToBCKOW IyOepHUU
(obnactu). JlaHHas TeppuTOpUs SABISETCS 30HOM BTOPHUYHOrO 3aceneHus. OCHOBHOW mpoliecc
MUrpanuu 0003HauusICs BO BTopoii nonoBuHe X VI Beka U OKOHYATEIbHO 3aBEPLIMIICS KO BTOPOI
nonoBuHe XIX cronerus. HecMoTpsi Ha pa3sHOpPOAHBIE MUTPALMOHHBIE MPOIIECCH, B TECUCHUE
HECKOJIbKUX BEKOB Ha TeppuTopuu CapaToBCKOTO Kpasi UCCIEeIyeMbIi apean BbIAEISIICS €IUHBIM
IJTACTOM 3aCEJICHHUS KaK 10 BpEeMEHHBIM, TaK U 10 STHHYeCcKuM (akropaM. Emié B Havane mpouuioro
BEKa M3BECTHBIM CapaTOBCKUIl MCCIEN0BATENb, PyKOBOIUTENb U OPraHU3aTOp MHOTOYHCICHHBIX
STHOTpaUUECKUX IKCIEAUIMN Ha TeppuTopuu norpanndbsi HwkHeit u Cpenneit Bonru bopuc
CokoJI0B OTMeYall, 4TO capaToBCKas OBbUIMHHASI TPAAMILIUS SBISETCS CBSA3YIOIIMM 3BEHOM MEXIY
Bepxneii 1 Hwxkneit Bonro, u HeT COMHEHHS B TOM, 4TO OBUTHHBI TPHUIILTK TT0 Bosre oT ceBepHO-
PYCCKHX MOCEJICHUH.

KirodueBble c0Ba: capaToBCKUE OBUIMHBL, My3bIKaJIBHBIN (onbkiop, CapaToBckoe IloBomxkbe,
bopuc Cokonos, nmyOnukauu ObLIUH, STHOTpadusl.

Jna yumuposanus: bounapenko M. B. bouinnHast Tpaguuus u e€ OpITOBaHHE Ha TEPPUTOPHH
Caparosckoro I[ToBomxkbs // IIpoGneMsr My3bikanbHON Hayku. 2019. Ne 2. C. 45-54.
DOI: 10.17674/1997-0854.2019.2.045-054.

MARIA V. BONDARENKO

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0002-4054-3937, maria_hohlacheva@mail.ru

The Bylina Tradition and its Existence
on the Territory of the Saratov Near-Volga Region

The article is dedicated to an overview of publications of musical compositions of the epic
genre — bylinas. The period of the activity of collection of specimens of the bylinas begins in the
first third of the 19th century, continuing up through the second half of the 20th century, due to the
extensive work of representatives of regional folklore studies — philologists and ethnographers.
Analysis of published and unpublished material shows that the main hotbed of dissemination of the
genre is concentrated in the north-eastern districts of the Saratov gubernia (region). This territory
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is a zone of repopulation. The basic process of migration took shape in the second half of the
16th century and finally ended towards the second half of the 19th century. Notwithstanding the
heterogeneous migrating processes, during the course of several centuries on the territory of the
Saratov region the researched areal was highlighted by a single stratum of population according to
both temporal and ethnic factors. Still back in the beginning of the previous century the well-known
Saratov researcher, director and organizer of numerous ethnographic expeditions on the territory of
the boundary of the Lower and the Middle Volga Boris Sokolov remarked that the Saratov bylina
tradition presents a link between the Upper and the Lower Volga, and there is no doubt that the
bylinas arrived to the area along the Volga from the northern Russian settlements.

Keywords: the Saratov bylinas, musical folklore, the Saratov Near-Volga Region, Boris Sokolov,
publications of bylinas, ethnography.

For citation: Bondarenko Maria V. The Bylina Tradition and its Existence on the Territory
of the Saratov Near-Volga Region. Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2,
pp. 45-54. (In Russ.) DOI: 10.17674/1997-0854.2019.2.045-054.

Hacrosiiee Bpemsi (ONBKIOPUCTH-  MOPA3UTEIBHYIO COXPAaHHOCTb M CaMOOBIT-
Ka pacrnojlaraeT BHYIIUTEIbHBIMA  HOCTb IEBYECKOUN KyJIBTYphI Kpas, HO KOM-
paboTaMu Kak (WIONIOTHYECKOTO, IUIEKCHOE HaydHOe OOcCIleOBaHUE Teppu-
HMCTOPUYECKOTO, TAK U MY3BIKOBETYECKOTO  TOPHUHU €IlE HEe HaYanoCh. [lepBhie MOMBITKI
HaIpaBJI€HUsl B UCCIEAOBAHUU 3MUYECKOTO  OCMBICICHHS] MY3bIKAJIBHOTO KOMIIOHEHTA
*aHpa. ToarenbHOE CBOEBPEMEHHOE 00-  IMEBYECKOW KYNIBTYphl ObUIM MPEANPUHSTHI
caegoBanue Pycckoro CeBepa, 3amagHod JiMiIb B nepBoM Jecsatuiietn XXI crone-
Poccumn, oTHenpHBIX PErMOHOB TEPpUTO- TUs Onarogapst oOLIMPHON HAay4dyHO-HCCIIe-
pun FOra mo3BoiMIO YBEKOBEUHUTh MPOU3-  JOBATEIIbCKOW JEATEIbHOCTU 3aBEAYIOIIEr0
BEJICHUS MTECCHHOTO ()OJBKIIOpa B HOTHBIX  Kadenpoil HApOJHOTO MEHUS U dTHOMY3HI-
coopHukax. CTONMYHBIX Y4Y€HBIX-(OJBK-  KOJOTHUH, Mpodeccopa, TOKTOpa UCKYCCTBO-
JIOPUCTOB HMHTEPECOBAJIM TOJILKO Tak Ha-  BeaeHusa Anekcanjpa CepreeBuya Spemiko.
3bIBAEMBIE «YHCTHIE» 30HBI, & CAPATOBCKUI CaparoBckasi TyOepHUS SIBIISICTCSI BaX-
donpKIIOp, KaK U MHOTHE ApyTHe apeanbl  HbIM 3B€HOM B u3ydenuu [loBomkckoi Tpa-
MO37HEr0, TeM O0oJiee TMOJIMITHUYECKOTO  JTUIMOHHOW KYJIBTYpHI B LIEJIOM, TaK KaK Ha
3acesieHus], MOYTH Ha CTOJIETHUE BBIMAJI U3 €€ TEPPUTOPUU IPOXOAUT I'PAHUIIA BIUSHUS
TIOJISL 3PCHHUS CIICHIUAMCTOB! B CHJTy CBOETO  CPEIHEBOJDKCKOTO MEBYECKOTO CTHIISI M 3a-
HUCTOPUYECKOTO (HOPMUPOBAHMS, PA3CIUB  POXKIACHHUS HUKHEBOJKCKUX U Ka3aubUX
y4acThb psia paiioHoB Poccun. Tpaguuui. [lonTBepKIEHUEM CIIYKUT MY-
JIums B koHI1e 70-x rogoB XX Beka, MOJT  3bIKAIBHO-3THOTpaPUIECKUI Marepuaill,
PYKOBOACTBOM OcHoBarens otaeneHust «Py- B wactHoctu, snoc. Ha teppuropun Capa-
KOBOJIUTEIb HAPOJHOTO XOpay, podeccopa  TOBCKOM I'yOEpHUU 3a JBYXBEKOBOW MEPHO
JIpBa JIbBOBHYa XpuCTHAHCEHA, COBMECTHO  3a()MKCHUPOBAHO COPOK YETHIpE MpOM3BEIE-
CO CTyZIeHTamu U mpenojasarensiMu Capa-  HHUS SIIMYECKOTO MPOUCXOKICHUS: 1BaILATh
TOBCKOW TOCYIaPCTBEHHOW KOHCEPBATOPHHM  CEMb TEKCTOB OBUIMH, OMHHAIATH TEKCTOB
umenu JI. B. CobuHoBa Ob171a BO30OHOBIEHa B (hopMe MOOBIBAJIBIINH, & TAKXKE IIECTh 00-
AKCIIEANIIMOHHAS IeITeTLHOCTD 10 cOOMpa-  pa3loB HOTUPOBAHHBIX 3alucei, Cpeau Ko-
HUIO QobKIopa. My3bIKaHThI OOHAPYKWJIM  TOPBIX OTHA — CKOMOPOIIIMHA,
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YrnoMuHaHue O TEpBOM MyOIMKAIUU
B 1803 rogy capartoBckoit ObuTHHBI «MITbst
Mypomenr Ha cokolie-kopabiiey» HaxOAUTCS
B KOMMEHTApUsIX K OJHOMMEHHOU ObUIMHE
B cOoopuuke I1. B. Kupeerckoro’. ABrop
yYKa3bIBa€T, YTO ObUIMHA CYyILIEeCTBOBaja
B 4eThIpEx BapuanTax®. [lepBast 3armuch ObI-
munbl npuHamiexxkut C. I1. leBbipéBy, KO-
TOpbIN nepenan €€ KupeeBckomy 3a70Jr0
70 BBIXOJla B cBeT cOopHuUKa. Bce Bepcuu
OBLIMHEI 3aricanbl B cenie JlanmmoBka Ilet-
POBCKOTO ye3a’.

Bo Bropoit mosoBune XIX cronerus
3allUCH TMECEHHBIX TEKCTOB IPOBOAUIIUCH
nosreccol AHHou HwukanopoBHoil Mop-
JIOBLEBOM M pycckuM uctopukom Hukona-
eM HBanoBuuem KocTOMapoBbIM, «3aKu-
HYTOM II0 HE3aBUCAILUM OOCTOSITENbCTBAM
B CaparoB»®. B coopuuke 1862 roga’ mome-
IICHO BOCEMb OBUIHH (ISITh OCHOBHBIX CHO-
XKeToB ¢ BapuaHTamu): j1se —«O JloOpbiHe»,
Tpu — «Mibst Mypomeny, o ogHoi — «Aé-
ma IlonoBuu», «CypoBeny, «JIykosH be-
penaeeBuu». B mpumeuanusx xk ObUIMHE O
«CypoB1ie» coOuparensiMi yKa3zaHO Cley-
IOlIee: «...K ITOMY HET BapuaHTa, 0O CIH-
CaHa OT XOJIIIEBUKA — BEPXOBAaro My»XHuKa, a
He OT 3enHux»®. [Ipu 3TOM He yTOYHSFOT-
csl MecTa (PUKCAIlUU 3M0CA, YTO BBI3BIBAET
PAI BOIIPOCOB IO MOBOAY JIOCTOBEPHOCTHU
3anMceif, 0COOEHHO KacCaroIIUXCsl OBUTUHBI
o Jlykosine bepenneeBuue. CrnenuanucTbl
OTMEYaJIM, YTO CBOUM CIO)KETOM U yTPHUPO-
BaHHOW CEHTUMEHTAJIIBHOCTBIO, HE CBOU-
CTBEHHOM AIMYECKON TPAIUIINU, 3TO ITPOU3-
BEJICHUE CJI0KHO OTHECTH K (DOJIBKIIOPHOMY.
O6 »TOoM muIIET B CBOEM MCCIIEOBAHUU
pycckuil auTeparypoBen, 3THorpad Aek-
canap Hukomaesnu [Ieimun: «M3 nognenok
HOBEHIINX YKaXXeM JBE, KOTOPbIE BBEIU
B 3a0My’>KJ€HUE JaXkKe OIBITHBIX HCCIEO-
BaTeseu, B CBOE BpeMsl BECbMa aBTOPUTET-
HbIX. KocTOMapoB, 3aHsBIINCH COOUPaHUEM
neced B CapaTOBCKOM Kpae, IoJJancs Mu-
cTu(UKAIMKM W HameyaraJl MHUMYIO JpeB-
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Hiot0 ObutuHy (JlykosiH bepenneeBuu),
HOBEWIIIMK aBTOpP KOTOPOW HMEN B BHUAY
TONBKO TIyTKY»’. Jlanee IlpimuH 3amevaer
B CHOCKe: «BHyIIanu coMHeHuUs: 1 HEKOTO-
pbl€ IECHU B COOPHHUKE U3 TOM K€ MECTHO-
CTH, KOTOphlii Obul M3nan KocromapoBbiM
B Jletorucsax TuxonpaBoBay'’.

B 1881 roagy B «CaparoBckoM cOOpHHU-
ke»'! myOuKyoTCs IBe OBUTHHBL: (PparMeHT
«O 3acraBe OOraThIpCKOW», 3aNMUCAHHBIN
Anekcangpom HukomaeBuyem Mwunxom'
B KosieHCKO# BOJOCTH ATKapCKOro yesna,
u OpmuHa 00 «Mmee Mypomrie» (ccopa
¢ kHs3eM Brnagumupom). 3anuce mocnen-
HEeH, MpeloCTaBJICHHAs 3€MIIEBIIAJIEIIbLIEM
XBasnbeIHCKOTO ye3na kaszem @. C. ['onuisl-
HBIM, OblTa 3a(UKCHUpPOBaHA OT BOCHMHUJIE-
CATUJICTHEN KPECThSIHKH — MOPIOBKU AKYy-
JvuHbl OUIUIIOBHBEI B cene MopaoBCcKun
Kaparyxx HoBocniacckoii Bosioctr XBaJIbIH-
CKOTO ye3[a C MNpPUMEYaHHEM: «...Hepyc-
CKMM TIPOUCXOXJCHUEM IIEBUI[BI MOXHO
O0OBSICHUTh HECTPONHOCTh CTUXOB M HEKO-
TOpPBIC HENIOHSTHBIEC CIIOBa» >,

OO6mupHasi coOuparenbcKasi JeaTelb-
HOCTb B OOJNAacTU pEruoHaNbHON (PONbK-
JOPUCTUKHU CBsizaHa ¢ Muxamwiom EB-
reHbeBuueM (COKOJIOBBIM YPOXKEHIEM
cnoboasl Herkaun KambimuHckoro yesza.
OH THIATE€IPHO M METOAMYHO OO0CIEen0Bal
Cepno6ckuii, Ky3neukuii, IlerpoBckuid,
Atkapckuii, CaparoBckuii, banamoBckuii
n KamblmmHckuid yesnel, coopas Oorarei-
IIME TIECEHHbIE Marepualibl C TOYHOU M
JIOCTOBEPHOW IMACTIOPTU3ALMEN U 3aIHCHIO
xapaktepHoit ¢onetuku. [lepBasi ero KHuU-
ra Beiia B 1896 roqy u Oblia mocBsIeHa
ObLTMHAM, BOCHHBIM, Pa300WHUYBUM U BO-
poBckuM recHsM CapatoBckoi ryoepaun '™,
Becw ObutnnHBIN MaTepuan — «Cyxan bo-
ratelppy», «OTbe3n oOpbiHu Huxurmua
u «Heynaunas >xenutb0a Anému [lonoBu-
yay, poHeTHueckas 3amuch «O JJoOpbiHe»'
u «/BaH ['0OCTHHBIN CBIH» — 3aIIMCAH B CEJIE
KyTbune [leTpoBckoro ye3na'® oT «rpymisl
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MY>KYHH», 9TO OOHApYy>KHBaeT (akT OBITO-
BaHUs aHCaMOIeBOi (pOpMBI eHusl.

Tpaguuuto nenus xopom aBrop HalIIO-
Jajd U B MOCJIEIYIOIINUX 3KCHEAUIUAX, Ma-
Tepuajabl KOTOPBIX MoMelleHbl B «Tpymax
CaparoBckoil y4y€HOW apXUBHOW KOMHUC-
cun»!'”: «Ban 'ocTHHBIA CHIH» (B ABYX Ba-
puanTax cén ['pemsiuka n KyTeuHo) Obi1rHA
«O Cyxane»'®. B cene CocHoBka [lerpos-
CKOro ye3na'’ aBTOpOM 3alUCaHbl IECTh
TEKCTOB B (OpMe Mpo3andeckoil MoObI-
BaJIbIIMHEL: «nbs Mypomen u Mgonuie»,
«npss Mypomeny Ha nupy y Kuesckoro
KkHs3s5», «Berpeua Unbu Mypomua ¢ Co-
JOBBEM-Pa300MHUKOM U €r0 CEMEUCTBOMY,
«Anpss Mypomer MpOCUT POIUTEIBCKOTO
6marocnoBenus Ha qopory B Kuesy, «nbs
Mypomen cnacaer YepHUTOB, OCaKEHHBIN
Tarapamm».

CoOuparenbcKyto NeSTeIbHOCTD
M. E. CoxonoBa HEOJHO3HAYHO HPHUHS-
TalIM B Kpyrax wuccuenosareneil. OpgHu
cuutanu, yTo COKOJOB CHesiall OTKPBITHE
Ha yPOBHE MHUKPOJIOKAIbHOM TpaJUILIHH.
[IpuBeném dparmMeHT perieH3un o pabote
CokonoBa u3 KypHana «ITHOTrpaduye-
ckoe 00o3peHue»: «COKOJIOB HATKHYJICA
Ha CJHeAyIOIUM HHTEepecHBbI ¢akT. J[Ba
yesna ['ybepuun IlerpoBckuit u CapaToB-
CKHI1 1O CEro BpEMEHH COXPAHSIOT B CBOEM
MIECEHHOM pernepTyape ObUIuHbI. Tak, Ha-
npumep, . Cokono 19 Hos6pst 1884 rona
sanmucain B Kyrteune IleTpoBckoro yesna
obuHbl 0 CyxaHe-6orareipe, JloOpsi-
He Hukutnue u MBane. 3arem 4 sHBaps
B I'pemsuke CapartoBckaro yes3na r. Coko-
J0B cablman ObuiHy o VMBane I'octuHOM
cbIHE. XOTs 371€Ch U3BECTHO TOJILKO HAYaJIo
OBUTMHBI, HO TIPU 3TOM OKa3aJI0Ch, YTO KaK
B [ pemsuke, Tak u KyTbuHe 10IOT €€ O4CHb
cxogHO»?. Jlpyrue KpUTUKOBAIU COOPHUK
CokosoBa 3a TO, 4TO SAKOOBI TEKCT Mpe-
CTaBJIEH aBTOPOM C UCKaxkeHHeM: «bpuin-
HbI O CTOJNKHOBEHUH J[0OpbIHM ¢ Anéuieit
uckaxkeHbl. OHa W3 3amucel BOCIPOU3-
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BOJUT MPONETYI0 OBUIMHY (POHETHYECKH,
a Apyras — NpaBONUCAHUEM, NMPUUEM UTe-
HUE “TiouIny ce0e APYKUHYIIKY Xpadopyro”
BMECTO ‘“XapabpaBa” HaM MpeaCTaBIsACTCS
HCKaXXEHHUEM, TaK KaK MOJ APYKUHYIIKON
3l€Ch pazyMeeTcs ToBapuil. biawxamumi
BapUaHT 3TOM BeChbMa CKOMKAHHOW ObLIH-
Hbl Haxoxutcs y Kupeesckoro. <...> He
MIpEACTaBIIsAL HUYETO HOBOTO, CAPATOBCKUE
3anucu COKOJIOBa BaXKHBI JI CY>KICHUS
reorpaduu pacripocTpaHeHUus ObUTHH»?!,

3aMeTuM, 4YTO HE MHOTHE coOuparenu
donbKIOpa CKPYIMYAE3HO U TPENETHO OT-
HOCWJIMCH K (PUKCAIIMH TEKCTOB, YUUTHIBAS
BCE JUAJEKTHbIE OCOOEHHOCTH U HE Jielas
aBTOPCKOW peaKlUU, HE TOATOHSSI MO3TH-
YeCKUA TEKCT K OOIIEPYyCCKUM KaHOHAaM.
CokoJIOB MeuTall O CO3/J1aHUH OOJIaCTHO-
rO CJIOBaps, 4TO MO3BOJIUIIO OBl BIOCIE-
CTBUU COCTAaBUTh HAYUHYIO KjaccU(uKa-
LU0 PYCCKUX «IJIEMEHY, a TAK)KE HApeunuid
Y TOBOPOB.

CoOCTBEHHO, 3TUM W OTPAHUYHBACTCS
nepeyeHb 3anucedl ObuiMH B CapaToBCKOM
[ToBomxbe, MNPOJAETAHHBIX JIOOUTEISIMHU,
sTHOrpadamu u uctopukamu. Ilpu Bcex He-
TOYHOCTSIX U MOPOW HETPAMOTHOM MOAXOE
K (hUKCcay ¥ MyOJUKaIMK CIOXKETOB, JTaH-
Hble apXMBHbIE MCTOYHUKU MMEIOT, Oe3yc-
JIOBHO, UCTOPUYECKYIO LIEHHOCTb.

Cnenyroomui mnepuoa CBsi3aH € JAesi-
TeNbHOCThIO Tpodeccopa CapaToBCKOro
yHuBepcurera bopuca MarseeBuua Co-
KOJIOBa — WJEHHOro BJOXHOBUTENS, Opra-
HU3aTOpa OSTHOTPA(UYECKOTO JBHXKCHUS
B CaparosckoMm kpae. C 1920 roga mpo-
IJIOTO CTOJIETHSI Hayajld MPOBOAUTHCS CH-
cTeMaThuyeckre paboThl MO M3YyUYEHUI0 U
COOMpPaHUI0 MaTepHalioB HapOTHOTO ObITa
1 TBOpuecTBa. Yu€Hbld mucan: «He ogun
tonbko CeBep ¢ CubupbIO oKa3aauch Xpa-
HUTEISIMU 3TOTO TOSTHYECKOTro OOrarcTaa.
PaboTHHMKM HAayKH HACTOMYHMBO MCKaJIH Obl-
JIUHBI B APYTUX MECTaX Hallell HeoOBATHOM
crpansl. [IpaBra, Takol »KUBOM 3MUYECKON
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Tpaauluu, kak Ha CeBepe, Uccie10BaTeNsIM
B 3TUX MECTax yCTaHOBHUTh HE NPUILIOCH,
HO JIsl HAYKU HEOOBbIYaHO LIEHHBIMU SIBJISI-
I0TCS COXPAHUBIIHUECS 10 HAIIETO BPEMEHH
CBUJIETENIBCTBA €€ OBLJIOrO CyIIECTBOBAHUS
u BHe npezenoB Cesepa u Cubupu. Camo
reorpauueckoe pacnpocTpaHeHHe ObUIHH
SBJISICTCS] BOXKHBIM, JIOCTOMHBIM MPHUCTAJIb-
HOI0 BHMMAaHMsI HayYHbIM BOIIPOCOM B 00-
JacTH W3Yy4YEeHHs MCTOPUM HAIIEro 3Ioca.
C TOl TOYKM 3pEHMSI U3JIOKEHUE UCTOPUH
coOupanus ObuMH B HameMm CapaToBCKOM
Kpae, Tak)ke 0003peHue IeJTaHHbIX 3/1eCh 10
HACTOSIILIEMY BPEMEHU OBUIMHHBIX 3alucen
MUMEET He TOJIbKO MECTHOE, HO o0IIiee Hay4-
HOE 3HAYCHUEH?,

M3 HakoIJIeHHBIX 3amucei, o0Iee Ync-
70 Kotopbix mnpubmmxkaercs k 4000 mpo-
U3BEJICHUH, OBUTUH 3a(pUKCHPOBAHO BCETO
yetbipe. U3 HUX Tpu — B opme MOObIBaIIb-
muHel: «Mnes Mypomeny n Conoseit-pas-
ooinuky, «Mnpas u Camcon»n?, «Mnbs
Mypomery  (croker  «Mnbs-cumeHsby)*.
®parmenT ObUIHHBL «O06 VBane ['octuHOM
CBIHE» 3allMCaH OT CMENIAaHHOTO COCTaBa
UCTIOTHUTEIEH.

b. M. CokonoB B CBOEM BBICTYILJIEHUU
(«O OpuTMHAX, 3anMcaHHBIX B CapaToBCKOM
ryoepaun») B 1921 romy Ha TOp»KECTBEH-
HOM COOpaHuU MO ciydaro 35-nmeTHel ro-
JOBIIMHBI cO JHA oOpa3zoBanusi Caparos-
CKOTO 00IlecTBa HCTOPUH, APXEOJOTHH U
sTHOTpaduu 1al He TOIBKO MOAPOOHBIHN OT-
4€T 00 IKCTIETUIIMOHHON JeSTEIbHOCTH, HO
U PacCMOTpEJT BCE CIOXKEThI OBUIMH C UX Xa-
pakTepHO-MECTHbIMHU Ipu3HakamMu. OH OT-
metui: «KoHeuHo, He3aueM JienaTh MOIbIT-
KU cpaBHeHMA UX ¢ ObutMHaMu CeBepa, Ie
emIé 10 CUX MOp JKMBA OBUTMHHAS TPAIHIINS.
CapatoBckue ObUIMHBI KOPOTKH, CyXOBa-
ThbI, SMUYECKUX ‘‘yKpallalmux~’ MTPUEMOB
MaJjio; MO CPaBHEHHIO C CEBEPHBIMU ObLIM-
HaMU 3TO YacTO Kak Obl JUIIb KOHCIEKTHI,
pestoMe ObUTMHBL. P M3 HuX momén or-
HOCHUTEINIbHO B LieiabHOM Buze (Mnbs u pas-
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ooitauku, Ccopa Unweu, Winbst Ha kopabre,
JloOpbIHS 1 3Meit)»2°.

B 1924 rony Aunexcangpom IlaBmoBu-
yem CkadThIMOBBIM — TIpodeccopoM kade-
Ipbl pycckoi nureparypsl (CapaTOBCKOTO
YHUBEPCHUTETA — ObUIO BBIYIIEHO y4eOHOE
nocobue «Ilo3Tuka u reHe3uc ObUTUHY, TO-
csmEénHoe dmnocy?’. CkadThIMOB HAIONTO
YTBEP)KIAETCS B UCTOPUU (POIBKIOPUCTH-
KU KaK KPUTHK «HCTOPHUYECKOMN IIKOJIBDY,
OTKPBIBUIMII CAMOCTOSITENIBHYIO Xy OXKe-
CTBEHHYIO [IEHHOCTb OBUINH.

Cpazy nociie okonyanust Beiaukoi Ote-
YECTBEHHOI BONHBL, B 1946 romy BbIXO-
IUT B CBET KPYIHOE PETMOHAJIbHOE M3[a-
Hue «Ponpkiop CapatoBckoi 00macTi»?®,
oOoOmraromee 25-71€THIOIO ASTHOTrpadude-
CKyI0 paboTy (uiaoaoruueckoro Gaxyib-
TeTa. B cOopHHKe 0TOOpakeHbI pa3InYHbIC
KaHPBl MY3BIKAJILHOTO (DONBKIOpa, B UX
yuciae — ObUIMHBI U MOOBIBAIBIINHBI B 3a-
nucsax ¢ 1923 mo 1925-# rox: «MBau [ocTu-
HBI ChIH», «CyXMaHyIlIKa», 3almuCaHHBIC
ot 1. ®@. Tokapesa (mIeMIHHHUKA CKa3UTEIS
M. K. TokapeBa) B 1923 roay. B atom xe
cOoopHUKe MyOnuKyroTcst ObTHHBI «Wibst 1
CTAaHUITHUKWY («XOIUI-TO S TYJSUI 1O JH-
KUM crersiM») cena [llaxoBckoro XBasbIH-
ckoro ye3na u ¢parmeHt «Kenurnba Ané-
mm [lonoBuya», 3amucaHHbBIE COBETCKUM
JUTEpPaTypOBEIOM U KpaeBeloM TaTbsiHOM
MuxalinoBHO1 AKMUMOBOM M Hay4YHBIM CO-
TPYOHUKOM My3esl dSTHOrpaduu Muxammom
ITerpoBuuem CoBetoBrIM*. Marepuai Io-
JaydeH oT OwiBIIero Oypraka BopoTsiHoBa B
cene bontuno Ky3nenoro yezna s 1925 rony.
OH paccka3blBajl, YTO B MOJIOJIOCTH 3HAI
MHOTO OBUIMH U BC€ UX 3ay4uBal OT Oypia-
KOB. [ToMelleHbI Takke TEKCThI HECKOJIBKUX
noObIBanbiuH: «Kun Unbst Mypomer» ot
B. I Ilnsixosa (58 ner) u3 cena Beeomnon-
ynHO banralickoro paiona, «Mnest Mypo-
men u ConoBeit-pazdorinuk» u3 cena b. Ce-
crpénku Kucrennenckoro paniona. Taxxe B
COOpHUKE TOBOPUTCS O HEOITYOIMKOBAHHBIX
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TEKCTax 1o cénam MakcumoBka Bosbckoro
yes3na u O3épku HoBoOypacckoro paiiona’.
B c6opnuke «llecHn, cka3zku, 4aCcTyIIKA
Caparosckoro IToBomxbst» (1969)*' mome-
IICHBI JIEBATH OBUTHHHBIX TEKCTOB M3 PaHEE
OIyOJIMKOBaHHBIX MaTeprajoB. B kaure ma-
€TCsl XapaKTEepUCTHKA U aHAJIU3 CIOXKETOB.
[TepBast Homuas MyOGIUKAIUS TOSBUIIACH
B 1902 rony B cOopuuke U. B. Hekpacosa u
®. U. [Tokposckoro®?. Dto ObutHHA «IBaH
loctunelil cbiH» B 00pabOTKE AJIT MYKCKO-
ro xopa. E€ BapuaHT, 3anMCaHHbBIN NPEINo-
naBarenieM (CapaTOBCKOM KOHCEpBaTOpHUH
M. A. TynynHUKOBBIM BO BpeMs IIOJIE-
BOM paboOThl B cOCTaBe 3THOTpaduyecKout
skcnieaunu  Huxue-Bomxkckoro obnact-
HOro HaydHoro OOIiecTBa KpaceBeICHUS
non pykoBoactBoM b. M. CoxomnoBa, ObLI
OIMyOJIMKOBAaH B HCTOPUYECKOM COOpHH-
ke*’. O0a HameBa 3ammcaHbl B cene KyTb-
nHo IlerpoBckoro yesma. B oruére 3THO-
rpaduyeckor skcmenunuu 3a 1923 ron
b. M. CoxkonoB mucain: «Halinenasie ObI-
JVHBI COXPAaHWJUCh Y JIMI, CBSI3aHHBIX
C MPEKHUMHU TEBIAMHU POJCTBEHHBIMU Y3a-
MU, HO YacTO OHHM ObUIM mepenaHsl B 001b-
e TOJTHOTE W COXPAHHOCTH, YeM OHU
3anucanbsl M. E. CokonoBbiM. Jlyuniue neB-
ubl . @. Tokapes (1868 1. p.) u A. B. bou-
kapés (1863 1. p.). [lToMuMoO €AMHONMYHOTO
UCIIOJTHEHUS, PACIpPOCTPAHEHO WCIOIHE-
HUE OBUTHH XOPOM, OCOOCHHO MOIYJISIPHOM
00 MBane ['ocTuHOM CBIHE, KOTOpask TEMEPh
MOETCS JaXKe Ha cBaIb0ax»>*.
QOyHIAMEHTAJIbHBIA TPYH, HOCBAIIEH-
HBId PYCCKOMY MY3BIKQJIBHOMY 3TOCY,
nyonukyercs B 1981 romy b. M. [obpo-
BosibckuM U B. B. Koprysanosemm [1].
B wm3manum capatoBckue OBUIMHBI TIPEI-
CTaBJIeHbl MAThIO HameBamu: «Anéma [lo-
noBud, Uikt Mypoment u tatapua»*>, «Bbi-
e3n CypoBua-Cy3nanbia (Cyxana)» u Tpu
BapuaHTa ObUTHHBI «Kak y Hamiero, y KH3s
y Bononmumeposa»* («MBan ['ocTHHBIH ChIH
1 KH3b Bragumupy) [Tam xe, Ne 69, 70,
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71, 71a, 716]. e u3 Hux — Ne 71 u 7la
(6bummaa «O6 HWBane ['oCTHHOM CBHIHEY)
ObUIM paHee omyOinkoBaHbl HekpacoBbiM,
TynynHuKOBBIM®.

[Tocnennsis mMy3bIKajdbHas 3aMKUCh SIU-
YecKoro >kaHpa Obuia cienana B 1991 rony
npodeccopom A. C. fApemko B cene bom-
TYHOBKa XBaJBIHCKOTO paiioHa*. Peub
UAET 00 YHHUKaJIbHOM (parMeHTe CKOMO-
pomnHbl «IITHIIBI Ha Mope», NpeAcTaB-
JSIoe coboit oaHy M3 (OpPM CMEXOBOM
KyJBTYpbl B pycckoM (onbkiope. [To mHe-
Huto Jlobposonwsckoro u Koprysamnosa, co-
Jep>KaHUE TEKCTOB C JAHHBIM CHOXKETOM
SIBJISIETCSI CBO€OOPA3HON aHTUTE30M cofep-
*aHuto anokpuduyeckoro cruxa «O To-
nyOunoit kaure» [1, c. 351]. Kak cuuraer
A. M. AcraxoBa, OCHOBOM CIOKETa SIBIISI-
I0TCS  TIEPBOMCTOYHUKUA  JIPEBHEPYCCKOM
nuteparypsl koHua XIV Beka «CkazaHus
o ntunax» u «Coset nruunii». Croxer mo-
BECTBYET 00 Mepapxuu cociaoBuil Ha Pycu:
«bBUIMHOM HCIIOJIB30BaHa OJHA CTOpPOHA
3TOrO MaMsATHHUKA — U300pakeHHe Mo BU-
JIOM TITHIL Pa3HBIX COCIIOBHIIN®’,

Bbopuc MareeBua CokoioB rimy0oko Be-
pHII, UTO U3y4YE€HHE OBUIMH Ha CapaTOBCKOM
TEPPUTOPUU TOJIBKO HAUMHAETCA, U B Iep-
CHEKTHBE CapaTOBCKUE YUEHBIE «OTKOIMAIOT
emi€ 1esblii pOAHUK OBUIEBOTO 3I0Ca», HO
KaK OKa3aJoch, COOpaHHBIN M cHCTeMaTH-
3UPOBAHHBIA aBTOPOM CTOJIETHEN TaBHOCTHU
MaTepuaj Ha CErOAHSIIHUN JACHb SBISETCA
caMoil OOIIMPHON MO YHCIEHHOCTH U OC-
MBICJICHHIO HCCIIEI0BATEIbCKON pPabOTOM.
[To psiny mpuuuH mporecc Qukcauu ObLT
MPUOCTAHOBJIEH, OJHAKO Mpobiema u3-
Y4EHUsI dI0ca HE yTPATUIia CBOEH aKTyallb-
Hoctu A0 cux nop. b. M. CokosnoB numier:
«A BCE-TaKy MHOTO 3aBUCHUT OT YHEPTUH CO-
Ouparesneii — Ha JIOBIIA U 3Bepb OexwuT. [la-
BaiiTe ke, HE CMYIIasiCh HUYEM, HUKAKUMU
COMHEHHUSIMH, TeM OoJiee 0e30CHOBaTEIIb-
HBIMU B3[JIs/IaMH HA BTOPOCTENIEHHYIO POJIb
coOMpaHusi HTHOTpapUUIECKOr0 MaTepHuaia,
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C YABOCHHOMW SHEpruer mpojoiikarh Hada-
TOE 37IECh JIeJI0 coOupanus!»*,

Ucxons u3 U3JI0KEHHOTO apXHWBHOTO
MaTepuaia U MpPOBENEHHBIX (uIOIOoTaMu
U HCTOPUKAMH UCCIIEIOBaHUN, OOHapy-
JKUJICS apeall paclpOCTPaHEHMs 3I0ca Ha
tepputopuu CapatoBckoil rydepuuun. Oc-
HOBHAs1 30Ha pa3sMelIeHNs — XBaJIBbIHCKHM,
HogoGypacckuii, Ilerposckuii u Capartos-
CKHil, YaCTUYHO (B BHUJI€ OJHOIN BEpPCHM)
banamosckuii, Ky3neukuii ye3asl. 310 ro-
BOPHUT O TOM, YTO OBIJITMHBI 3alTUCAHBI IIaB-
HBIM 00pa3oM B CEBEPO-BOCTOYHOM HACTH
CaparoBckoil U B MOrpaHUYbe YIbSIHOB-
ckoil obnacreil. Kak ormeuaer B. I. Uy-
pakoBa, — «C CEBEPHO-BEIMKOPYCCKHUM, IO
MIPEUMYIIECTBY, HApOJOHACENEHUEM. XOTs
3anucu ObUTMH U3 [leTpoBckoro yes3ma oT-
paxaroT akaroliee Hapeyue, HO He TPYIHO
U3 aHanu3a (poHeTHUecKo 3amucu yoe-
JUTHCSL B TOM, UTO 3/IECh Mbl UMEEM JI€JIO
C aKalUIMMU TOBOpaMU Ha CEBEPHO-pYC-
CKOl ocHOBe»*!.

Wtak, mpencTouT AOMOJHUTH U 0000-
HIUTh UMEIONIYIOCS HHPOPMAIUIO HOBBIMU
HEOIMyOJIMKOBAHHBIMU MaTepUaIaMH U, BO3-

MOXHO, HOAKPENUTh TMIIOTE3Y 3THOrpadoB
O BO3HMKHOBEHMM 3I10Ca HAa CapaTOBCKOM
Tepputopuu. B HacTosiiee Bpems capaTroB-
CKAMH 3THOMY3BIKOJIOTAMH BEIETCS aKTHUB-
Has paboTta Mo (UKcaMU MPOU3BEACHUN
SMUYECKOr0 >KaHpa, HO KaK MOKa3bIBAIOT
9KCHEIUIUOHHBIE TOE€3AKH, ObIIIMHHAS Tpa-
UL Ha 3TOW TEPPUTOPUH, BIPOUYEM, KaK
1 B OOJNBIIMHCTBE JIPYTUX apeajioB, yraca-
eT. OcHOBHasl 3a/1aua JajbHeimen paboTsl
OyleT 3aKII04aThCsl B BBIABICHUHM Xapak-
TEPHO-MECTHOM crneuu@uku ObITOBAHUS
UCCIIEyeMOI0 >KaHpa, MY3bIKAJIbHO-aHa-
JUTUYECKOM OmnucaHuu ObluH. s 1e-
JIOCTHOTO MPEACTABICHUS O CapaTOBCKOU
SMUYECKON TPAIULIMY U PETUOHATIBHOM Tpa-
JUIMOHHON KyJIBType B 1I€JIOM, HEOOXOAUM
CUHKPETUYECKUH (C TOUKH 3peHHs (OIBK-
JIOPUCTUKHN) — BCECTOPOHHUM MOIXOM K HU3-
YYEHHIO MaTepuasa, He MOMABILIEro B MOJIE
3peHUsl ATHOMY3bIKOI0r0B. OHAKO IpH UC-
CJIEAOBAaHUM TPAAUIIMOHHONW MY3bIKAJIbHOU
KyJBTYPbl 3TOW TEPPUTOPUU HA IPUMEPE
CBaIcOHON TpaauIuu*? HAOIIONCHUS U BbI-
BOJIbI CapaTOBCKUX (HIIOIOTOB, MO OOJIb-
I CTENEeHU, TOATBEPANUIIUCH.

S TIPUMEYMAHUSA <>

' C MOMEHTa TepBOro HCCIICAOBAHUS pe-
ruoHa [lecennoit komuccueit Umneparopckoro
Pycckoro reorpadudeckoro obdmectna (1902).
PykoBonurenu skcnennnmu: WM. B. Hekpacos,
®. U. Tlokposckuit. B CaparoBckoii Ty0ep-
HUHM OOCIICIOBAHMIO TIOMJIEKANIO BOCEMb Ye3-
noB (XBasbiHCKHM, Bonbckuii, banamoBckuid,
CaparoBckuii, IlerpoBckuit Kysnenkuii, At-
kapckuii, CepnoOckwuii). B pesynbrate ObLIO
3anrcaHo 80 HApOIHBIX TIECEH C HaleBaMHU,
B TOM YHCJI€ OBUIMHBI M UCTOPUYIECKUE TIECHH.
Okcnequnust 1903 roga moj pyKoOBOACTBOM
K. ®. Kaxosa oxBaruna Caparosckyto, Camap-
ckyto, Ilenszenckyro ryoepuuu. [IpoBomunoch
U3y4YeHHE MODPIBBI M COOpP JIMHTBHCTUYECKOTO
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u sTHOTpaduueckoro marepuana. Cwm.: http://
www.rgo.ru/ru/proekty/etnografiya/istoriya-
etnografii-v-rgo/spisok-etnograficheskih-
ekspediciy ([lara oopamenwus: 15.03.2019).

2 PaMK{ JaHHOW CTaThbW OTPAHUYUBAIOTCS
0030pOM apXUBHBIX CBEACHHUMN W MMyOJIUKAIHil
obu1H CapaTtoBckoro [1oBomkbs. AHaIN3 03-
TUKU ¥ MYy3bIKaJIbHOTO MaTepuaia — 1eib Oyay-
IIUX UCCIIENOBAaHUI.

> Kupeesckuii I1. B. TlecHu, coOpaHHbIe
I1. B. Kupeesckum [Otx. 1, IlecHn ObuieBble.
Bpems Bnagummuposo. Bem. 1. Unes Mypo-
MeIl, OoraThlpb-KpecThsiHUH] / OOMmECTBO JFo-
oureneii poc. cnoBecHoctu. M.: Tum. A. Ceme-
Ha, 1860. VI, 94. C. 22.
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4 TI. B. KupeeBckuil yka3blBaeT: IEpBbIii
BapuaHnTt 3anucat C. I1. IlleBsipéBriM (TIpochec-
COpoM MOCKOBCKOTO YHHBEpPCHUTETA); BTOPOU
nocrasieH A. M. TypreHeBbIM (CTaTCKUM CO-
BETHHUKOM, TyOepHatopoMm ToOosbckoil rydep-
HUM); TPETHH onmyOnrKoBaH B XypHaie «Moc-
KOBCKUHM BecTHHK» (1827, Ne 21); ueTBEpThIit
omyonukoBaH B «llecennom coopuuke» (1803).

> Hemne JlomatuHckuii paiion Ilen3zeHckoi
o0nacTu.

¢ Cwm.: Cokonos b. M. O GbliMHaXx, 3anMcaH-
HbIX B CaparoBckoii ryoepuun // HayuHoe npu-
noxeHue K xxypHany «Kymaprypa». 1922. Ne 1.
C.3.

7 JleTonucHu pycCKOil TUTEpaTyphl U JPEB-
HOcTeH, u3nanHele TuxonpasossiM. T. IV. M.,
1862. C. 3—111.

8 Cokono Bb. M. O ObutiHax... Yka3s. cod.
C. 14.

* Tleimua A. H. Tlogmenku pykomuced u
HapoJHbIX neceH // [TaMATHUKM ApeBHEH MUCh-
MeHHocTH: XypHan. CII6.: Tun. M. M. Cra-
croneBuua, 1898. Ne 127. C. 33. CMm. Takxke:
CoxonoB b. M. O 6butnHax... Ykas cou. C. 3.

0 Temun A. H. Ykas. cou. I[TpoucxoxacHue
ObuTHHBI 0 JIyKosiHE — 3a/1a4a CIIeIYOLINX My0-
nukauui. B paMkax 3Toll myOnuKanuu npuBo-
JSITCSL TOIBKO (PAKTHI.

"' Cm.: CaparoBckuil COOpHUK: MaTepHaIbl
s u3ydenus: CaparoBckoil ryboepauun. Capa-
toB: Capar. crar. koM., 1881. T. 1, otn. 1. 1881.
571 c. Heiae — repputopus YiabsiHOBCKOM 001a-
CTH.

12 A. H. Munx — Poccuiickuii ICTOpUK, Kpa-
eBeJ1, STHOrpad, apxeonor, wieH MMmneparopcko-
ro Pycckoro reorpaguueckoro oouiecTsa.

1 Tam xe. C. 14.

4 CokonoB M. E. BeutiHBI, HCTOpUYECKHE,
BOCHHBIE, Pa300MHMYBM U BOPOBCKHE IECHH,
3anucanHble B CaparoBckoil ryoepuun. Ilet-
posck: Tumn. 1. I. Muxeesa,1886. 40 c.

" 3anucana 11 nekabpss 1895 roma ot
. A. babyuikuHa.

' 3amuce mpomsBenena 11 HosOpst 1895
roJ1a OT KpeCThsH (ObIBIINX rOCYAapCTBEHHBIX):
WBana Antunosuua baOymkuna, Matsest Kiu-
moBuya TokapeBa, Benenukra JleoHTheBHYA
Maubnesa.
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7 CoxonoB M. E. ®onernueckas 3ammuch
ckazanuii 06 Mnbe Mypomue // Tpynst Capa-
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ckoro OGacTHOTO My3est KpaeBeIeHHS.
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B3aMmMoBAMSIHME PYCCKOMU U YKPAUHCKOM
TPAAMLLMOHHOM KYAbTYPbl
B CyAXkaHCKOM paitoHe Kypckoi obaacTu’

CBoeoOpa3ue TpaJAULIMOHHON My3bIKalbHOM KynbTyphl CymxaHckoro paiiona Kypckoit
00acTu omnpeaensercs NpoKMBaHUEM Ha €r0 TEPPUTOPUU JABYX dTHUUECKHUX T'PYIIT — PYCCKUX
U YKpauHIEB, MEXAY KOTOPBIMHU MPOUCXOJUIHN KaK MPOILECChl 3THUYECKOT0 000C00IeHus, TaK
u uHterpaunu. Kaxnas u3 rpynn copMupoBaiia CBOIO MY3BIKAJbHYIO KYJIBTYpPY U CHCTEMY
MY3bIKaJIbHBIX JKaHPOB, JEMOHCTPHUPYIOIIUX OOJBIIYI0 CTENEHb pa3inyusd. My3bIKalbHbII
A3BIK IMPHU 3TOM OCTaBaJICA BaXXHBIM CPCACTBOM KYJ'II)TypHOI\/JI CaMOI/IILCHTI/I(bI/IKaIII/II/I. Cucrema
MY3BIKaJIbHBIX )KAHPOB PYCCKUX CEJ OTHOCUTCS K JOKaJdbHOU Tpaauuuu Kypcko-benropoackoro
norpaHnibs, r1€ HUCHTPAIUIYIOIIUM KOMIIOHCHTOM BBICTYIIACT XOPOBOJHAA IMCCHA. Oumna BausieT
Ha TaKue XaHpbl TPAJULMOHHOTO CJIOS, KaK TAHOYHbIE U CBaJeOHbIE TeCHH, (OPMUPYsI 0COOBII
penepryap MHCTPYMEHTAIbHO-XOpeorpauueckux BUIOB — KApa2oOHbIX TIPUIIEBOK. JKaHpoBas
CUCTeMa YKPaWHCKHX CEJ CKIIAABIBAETCS M3 HE3HAYUTEIHLHOTO TI0 00BEMY CIIOSl TPAAUIIMOHHBIX
JKaHPOB — 3MMHHUX BCIINYAJIbHO-IIO3APABUTCIIBHBIX IIECCH U CBaI[€6HI>IX O6p$II[OBBIX IMPHUIICBOK,
TOoraga Kak TTIaBHBIN MeCEHHBINA MacCHUB YKPanHIECB COCTABIACT JIMPHUUICCKAA IICCHS.

B3aumMoneiicTBue KynbTyp aKTUBHO TPOSBISIETCS B TNO3AHEM cioe (Qonbkiopa. OTo
OBITOBAaHUE MO3/IHETPAJUIUOHHON JIMPUKH, OOLIEPYCCKUX YACTYILIEUHbIX HAUTPHIIIEH U TaHIIEB
TOPOJCKOTO MPOUCXOXKIEHUS KaK B pyCCKOM, TaK U B yKpauHCKoM 3THHUecKkol cpene. [logo6Hoe
CONMMKEeHNE TPATUIIMOHHBIX KYJIBTYP 00yCIIOBIEHO M3MEHEHNEM STHUYECKOTO CAMOOTIPEICTICHUS
YKpPauHLEB U MPEOAOJIECHUEM KYJIbTypHOH 000COOIEHHOCTH, KOTOpas B Oojee paHHUN Nepuoj
OblIa YCIIOBUEM CAMOCTOSTEIBHOTO PAa3BUTHS JIByX MY3bIKJIbHBIX TPAJAULIHM.

Kirouessie cinoBa: Kypckast obnacts, CykaHCKUN palioH, PyCCKUI M YKpauHCKUN (DOJBKIIOP,
TpaJULINOHHASI KYJIBTYpa, STHOMY3bIKOJIOTHSL.

Jna yumuposanus: @unonosuy C. A. B3anMoBnusiHue pyccKoil U yKPauHCKOM TpaguliMOHHON
KyasTypbl B CymkanckoMm paiione Kypckoit obnactu // IIpobiaemsl mMy3bikanbHOM Hayku. 2019.
Ne 2. C. 55-62. DOI: 10.17674/1997-0854.2019.2.055-062.

Crarbs MOAroTOBIEHAa MO MarepuaiaM (OJBKIOPHBIX HKcneaunuid BopoHexckoro
rOCyAapCTBEHHOIO MHCTUTYTa UCKyccTB 1998-2013 . [6, c. 67].

55



Gr~ My3blkaAbHag9 KyAbTypa HapoaoB Poccun 2019,2

SVETLANA A. FILONOVICH
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Interaction of the Russian and Ukrainian Traditional Cultures
in the Sudzhan District of the Kursk Region

The singularity of the traditional musical culture of the Sudzhan District of the Kursk Region
is defined by the cohabitation on its territory of two ethnical groups — Russians and Ukrainians,
between whom there occurred processes of both ethnic differentiation and integration. Each
of these groups formed its own musical culture and system of musical genres demonstrating a
great degree of difference from one another. At the same time, the musical language remained
an important means of cultural self-identification. The system of musical genres of the Russian
villages pertains to the local tradition of the bordering areas between the Kursk and the Belgorod
Regions, where the centralizing component is provided by the round khorovod song. It affects such
genres of the traditional stratum as fanochnye and the wedding songs, forming a special repertoire
of instrumental-choreographic types — the karagodny refrain tunes. The genre system of Ukrainian
villages is comprised of a strata of traditional genres inconspicuous in its scope — glorification of
winter and congratulatory songs and wedding ritual refrain tunes, whereas the main song array of
the Ukrainians is comprised of lyrical songs.

The interaction between the cultures is actively displayed in the late stratum of folk music.
It is the existence of late-traditional lyricism, of general Russian chastushka tunes and dances
of urban origin in both the Russian and the Ukrainian ethnic milieus. Such a rapprochement of
traditional cultures is stipulated by the change of the ethnical self-determination of Ukrainians
and the overcoming of cultural insularity, which at an earlier period provided the condition of
independent development of two separate musical traditions.

Keywords: the Kursk Region, the Sudzhan District, Russian and Ukrainian folklore, traditional
culture, ethnomusicology.

For citation: Filonovich Svetlana A. Interaction of the Russian and Ukrainian Traditional
Cultures in the Sudzhan District of the Kursk Region. Problemy muzykal'noj nauki/Music
Scholarship. 2019. No. 2, pp. 55-62. (In Russ.) DOI: 10.17674/1997-0854.2019.2.055-062.

THAYECKOE 000CO0JIEHHEe PYCCKMX  XOBHOM KyJIBType, B TOM 4YHCIE U B oOna-

¥ YKpauwHIICB, MPOXUBAMOIINX Ye- CTH MY3BIKAJIBHBIX TUaNEKTOB. HecMotrps

PECIOIOCHO, a TaKXKe MPOLECcC ak- Ha TO, YTO KUTEIH YKPAaUHCKUX CEJICHHMA
KyJABTypaIiiyl SIPKO TPOSIBIIIIOTCA B TPaau- B HACTOSIIEE BPEMs 3aTPYIHSIOTCS C OMpe-
MOHHOW KynbType CymKaHCKOTO paiioHa  JIeJIeHHEM CBOEW HAI[MOHAJIBHOCTH, HEpel-
Kypckoit obnactu. 3a 6onee uem 350-meT- KO mpuyuCias ce0s K PYCCKUM, UMEHHO
HIOI0O MCTOPHIO B3aMMOOTHOIICHUH COCEA-  MapKephl TPAaIUIMOHHOW KyJIBTYpHI BBLIA-
CTBYIOIIMX PYCCKMX M YKPaMHCKHX CEI  FOT B HUX HOCUTENICH YKPAaHMHCKOTO CTEPEO-
ObutH C(OPMHUPOBAHBI 3THUUYECKHUE MapKe-  THUIIA MOBEACHUS U MBIIUICHHUS, BO MHOTOM
pPBl B TPAAWIIMOHHONW MAaTepUAIBHON M Iy-  OTIMYAIOIIUXCSA OT PYCCKUX.
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O6oco0neHrne 1 B3aUMOJIEHCTBUE JBYX
KyJapTyp Ha npuMepe CyIKaHCKOTro pailoHa
Kypckoii o0mactu — uesnb JTaHHOTO Hcce-
nosanus. Ilpobnemaruka, BO3HMKaroIas
IPY U3YYE€HUH HTOTO BOIpoOca, c1abo ocBe-
IICHa B HayKe, MOCKOJIbKY HCCIIeoBaTeneH
TPaJIULIUOHHON KylbTYphl B OOibILIEH cTe-
NIEHH MHTEPECOBAIM OOIIME BOCTOYHOCHA-
BSHCKHE KOPHU. DTHUYECKHUE U JIOKAJIbHBIC
pa3iauuusl CTAHOBSTCS NMPEAMETOM Haluro-
JIEHHS YYEHBIX C cepenHbl XX BEKA B CBS-
3U CO 3HAUUTEJIbHBIM HAKOIUIEHWEM IOJie-
BOT'0 Marepuaa.

Uctopuueckue dakropsl GpopMupoBa-
HUS TPAJIULMOHHOW KynabTyphl B CymkaH-
CKOM paiiOHE CBUJIETEIIBCTBYIOT O TOM, YTO
uccieayeMass TEppPUTOpPHs, OIyCTEBIIAs
U3-32 MOHIOJIO-TaTapCKOTO WUra M BOWH
¢ JIMTOBCKMM rocCyIapCTBOM, IIOJy4HIIA
UMITYJIbC K HOBOMY Pa3BUTHIO B CEPEIHUHE
XVII Beka. B 1664 roxy Obl1 OCHOBaH T0-
pon-kpenocth Cymka, a Bce Mpuiieraronimue
36MJIM 3aCEJUINCh IEPBOHAYAIBHO CIIy-
KUJIBIMM JIFOIbMU U3 MOCKOBMM M YyKpa-
MHCKUMHU Kazakamu-uepkacamu CymcKoro
cnoboackoro noinka. Kaxnas u3 nepece-
JEHYECKUX TPYyNI CTPEMUIACH COXPAHUTD
CBOM SI3BIK, KOCTIOM, OBIT, 0OpsiIbI, (DOTBK-
J0p.

B ucrounukax cepenunsl XIX Beka OT-
MeYaeTcsl pa3jinyue BHEIIHEro BHAA pyc-
CKMX ¥ YKPAMHCKHX JIOMOB, a K Hayainy XX
BEKa TPaJIMLUOHHAs 0OMa3Ka CTeH IIIMHOM,
XapakTepHas Il YKPauHCKOM ATHHUYe-
CKOH TpyMNIbl, IPUKUBACTCS U Y PYCCKHX.
Pycckue Taxkke NepeHsuiM U yKpauHCKUU
TEPMUH «XaTa» sl 0003HAYEHUST KUIIOTO
nomenieHus. B Hacrosmee BpeMs B Iula-
HUPOBKE YCaJIbObl 3THUYECKHE OTIMYUS
CITIaXKEHbl Y PYCCKUX M YKPauHLEB: JIOM
CTaBUTCS BJIOJIb YJIMIIBI Ha OJAHOW JINHHUM
C BOPOTAMH M KaJIUTKOW; XO3SIMCTBEHHBIE
NOCTPOMKH 00pa3yloT OTKPBITHIH JBOP;
BHYTPEHHSAsS IUIAHUPOBKA IPEACTABISACT
co00ll 3amajHO-I0KHOPYCCKUI THII, TIe

Me4YKa CTOUT YCThEeM K JUIMHHOM cTene [10,
c. 106-107].

TpaauuMOHHBIN KOCTIOM, HAIIPOTHUB, CO-
XpaHWI 3THUYECKHE OTIAUYMS. Y PYCCKHUX
KEHCKHH (M IEBUYMI) KOCTIOM — 3TO capa-
(haHHBIN KOMILJIEKC, COCTOSIIIINI U3 TITyXOTO
KOCOKJIMHHOTO capadaHa Ha JIsIMKax ¢ Tod-
PUPOBAHHBIM 33 THUM MOJOTHHILEM, pyOaxu
U 3a6ecKu — BBICOKOTO (OT IpyiH) MepeaHu-
Ka. B 3aBUCHMOCTH OT marepuania u JeKO-
pa capadaHbl UMENH Pa3TUYHYIO CTENEHb
MPa3THUYHOCTH: abnuxkam — sl OOJMBITHX
MPa3IHUKOB, UyOKA — JUIsl HEBECThl U MO-
JIOJIaKH, B0CKpecHblll — Il HEOOJIBIIIOTO
npa3aHuKa, paboyuii — sl TOBCEAHEBHOTO
HOILICHMS, CAsiH — U3 CUTIEBOM TKaHHU. [0-
JIOBHBIE YOOPBI Yy KEHIIUH: KUYKA WIH CO-
PpoKa ¢ nozamulibHel B pOpME IIAMOUKH U3
MO3yMEHTa Ha TBEPAOU OCHOBE, nepesssvl
(CKpy4deHHbBIC U3 TIJIATKOB MOBS3KH, yKpa-
HICHHbIE I[BETAMU M JieHTamu). JleBymiku
MOKPBIBAJIU TOJIOBY TIATKOM.

[ToBcemecTHO B pycckux cénax mpeoo-
JajaeT )KeHcKas pydaxa ¢ MpsMbIMH MOTH-
kamu. [lo Hamux aHe# pyOaxu ¢ KOCBIMU
MOJMKaMHU He JOILIN, OJTHAKO B KOJUICKIIUU
Kypckoro kpaeBegueckoro mysest TAKOBbIE
uMerorcsi. Emeé onHa pa3HOBUIHOCTH py-
0axy — C LEJIbHOKPOEHHBIMU pPyKaBaMH
U3 Kuceu — TOHKOW aXypHOW TKaHH. 3a-
4acTyl0 Takue pyOaxu HMeIu MIUPOKUE
MPSMOYTOJIbHBIE BOPOTHUKU — KO3bIPU.
BaxHoii y3HaBaemMoit 0COOEHHOCTBIO Kyp-
CKOTO KOCTIOMa ObLJT TKAHBIN MOSIC CO MHO-
YKE€CTBOM HaBsI3aHHBIX C3aJIM KYIIaKOB UJIU
TLJIaTKOB.

YKpanHCKUN KEHCKAM W JE€BUYUMN KO-
CTIOM COCTOSUI U3 F0OKH, pyOaxu ¢ MpsSMBbI-
MH ITOJIMKAMHU U KPaCHO-YEPHON BBIIUBKON
1o BceMy pykaBy. OOsi3aTeIbHBIM 3JeMEH-
TOM TPAJULUOHHOIO YKPAUHCKOTO KOCTIO-
Ma ObUIM Kopcemka — KUJET 10 OEnep,
OTPE3HOM MO TaJuHu co cOOpKamMu C3aau U
XeapmyK — KOPOTKUM (OT TaJuu) BBILIUTHIN
MepeIHUK.
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OTnuyancs U My>KCKOM KOCTIOM: y pyc-
CKHX JTO JUIMHHas (0 KojieHa) pybOaxa
B MEJIKYIO KPacHYIO KJIETKYy C TpPSMBIMU
MOJINKAaMU U BCTABHBIMU KJIIMHBSIMHU 110 00-
KaM, KOTOpasi MOJIOSCHIBANIACh BI3aHBIMH
nosicaMu. KOHIIBI TTOSICOB yKpamiaauch Ku-
CTSIMU WJIM CBSI3KOM HUTSHBIX MOMIIOHOB.
«Bepx pybaxu 1o TOpJIOBHHE HMEIN He-
TTyOOKHU pa3pe3, uHorAa 0€3 BOPOTHHUKA
Ha 3aBsi3KaX, MHOTA CO CTOMKOW-BOPOT-
HUKOM, KOTOPBI MOT MMETh 3aCTEXKKY MO
HEHTpy WiH cOoKy», — nuiiet E. JI. Andé-
poBa [1, c. 18]. Myxckas pybaxa yKpauH-
1eB — Oenasi copoyka ¢ MpSIMbIM pa3pe3oM
U C NOAKPOMHBIMH pyKaBaMH. BelmmBKON
yKpauiajiud BOPOTHUK-CTOMKY, TpyAb U Kpas
PYKaBOB.

IToutn Bce KHTENM PYyCCKUX CEIT HOCHU-
JIM JIMTIOBBIE JIANTU WU YyHU (BEpEBOYHBIE
nantu). OHU TPUIIUTH HA CMEHY OepecTsi-
HBIM nopwHam [Tam xe, c. 19-20]. B ykpa-
WHCKUX CENax MPeANOYUTaIN XOJUTh B KO-
XKaHOU 00yBU — uepesuxax WIN Carorax.

3aTpoHeM 53biK, peub u Obimosoe 0ouye-
Hue. B ObITy, 00bIYasiX, rOBOpax pa3zHULIA
MEXIy YKpauHIAMU M PYCCKUMU MOAUYEP-
KHMBAETCs M MO HACTOSIIIEE BPeMsI B3aMHBI-
MU TPO3BHUIIAMHU. YKPAWHIIBI, MPOKUBAIO-
mue Ha Teppuropun CymKaHCKOTO palioHa,
HA3bIBAIOT PYCCKUX MocKkaniamu (KATENen
MockoBun) wunu Kayanamu (BBIXO/ALEB
C 3amajaa 3a oObluaili HOCUTH OOpOJIKY Kak
y Ko31a — kayana). B cBoro ouepenp pyc-
CKHE€ Ha3bIBAIOT BCEX YKPAWHLEB XOXIAMU
(3a 00OBIYali HOCUTHh BBICOKHH 4y0 HaIoso-
Oue X0X0JIKa). JTU MPO3BUINA, BUIUMO, TIO-
SIBIJTUCH JaBHO W CETONHS, yTPATHUB TpEHe-
OpeXUTENbHBIN OTTEHOK, BOCTIPUHUMAIOTCS
KaK HapojHble dTHOHUMBI. Ho cymkaHckue
XOXJ1bl OCO3HAIOT CBOIO MaPIMHAJIBHOCTH 110
OTHONICHHIO K YKpauHIaM, MPOKUBAIOIINM
B METPOTIOIHH, Ha3bIBasl CEOST nopI68IPMHsI-
Mbl, @ CBOU S3BIK HE CUUTAIOT YKPAUHCKUM,
Ha3bIBasi €ro cyporcukom (CypKUK — 3epHO-
Basi CMECh).
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VY cyoorcanckux  xoxnoe  COXpaHWII-
csi (OHETUUECKUU CTPOM YKpamHCKOM
peun M Jekcuka ObiToBoro obmienus. Ho
B CBSI3U C OTCYTCTBUEM M3/IaHUMU, a TaKXKe
Tejle- W pPaJMOBELIAHUS HA YKPAMHCKOM
S3bIKE, 3HAUUTEIIbHASI YaCTh JICKCUKH yTpa-
YeHA; MOTEPSIHbI HABBIKU NMUChbMA U YTCHUSL.
C o1HOM CTOPOHBI, YKPAMHCKHM SI3BIK PyCH-
dbunmpyercs, ¢ Ipyroi — MHOTHE PYCCKUE
1 UHOCTPAHHBIEC CJIOBA Y MECTHBIX XOXJIOB
MPOU3BHOCATCS HA YKPAWMHCKUH Jaa. Takum
o0pa3oM, TIIaBHBIM MapKepOM STHUYHOCTHU
MO-TIPEKHEMY BBICTYIAET SA3BIK.

WHble npu3HaK¥ HAUMOHAJIBHOM CaMoO-
OBITHOCTH TIPOSIBIISIFOTCS B KAJIEHOAPHBIX
0bps0ax, ceadvbe, My3bIKATbHOM PONLKILO-
pe. T'maBHass 0COOEHHOCTH KaJIeHJAPHOTO
uKiIa oOpsIoB pycckux c€n — odopmie-
HUE KPYIHBIX TMPa3aHUKOB KAPA2OOHLIMU
(XOpOBOJHBIMU) TYJSHUAMH, Ha KOTOPBIE
CXOJIMJIMCH KUTENH OKpPeCTHBIX c&n (CBIT-
k1, Macnennna, Ilacxa, Kpacnas ropka,
KOpbeB nenb, Tpouua, IlerpoB neHs, npe-
CTOJIbHBIC TPA3THUKH). YKpPAaWHCKOE Ha-
CEJICHHE B KAPA2OOHbIX TYISHUAX Y4aCTHUE
HE MPUHUMAJIO, BCAYECKH MOKa3bIBasi CBOE
MHOE OTHOKYJIBTYPHOE ITPOHMCXOXKICHUE.
N3 ykpanHCKUX Npa3AHUKOB BECEHHEE-JIET-
HETo Mepuo/ia IIIaBHBIM SIBJSETCS MPa3IHUK
NBana Kynana, KOTOpbIil Y PyCCKHX HE OT-
ME4aeTcsl.

JlpeBHEecnaBsiHCKass OOIIHOCTh U OoJee
MO3/THEEe B3aMMOBIIMSIHUE [IBYX KYJIBTYp
BBISIBJISIIOTCS B 00psilaXx W BEIMYAIbHO-TIO-
3JIPABUTEIIbHBIX TECHSX, HUCIOTHSIOMINXCS
BO BpeMsI CBATOUHBIX 00XO0/I0B IBOPOB (TI01T
PoxpaectBo, mox Crapeiii HoBblli TOA, Ha
Crapsiii HoBblil rog). Y pycckux oHM Bce
Ha3bIBAIOTCS KOJIAOKAMU, TOTJa KaK yKpa-
WHIIBI 11011 POXAECTBO MOIOT K01510KU, & TIO]
HoBwlit rog — wjedposku; COOTBETCTBEHHO U
caMu 00XOJIbl HA3BIBAIOTCS — KOIL008AMb U
weoposams. OqHaKo B pycckom ceine [Tné-
XOBO MECTHBIE JKUTEJIM 3aMMCTBOBAJIU TEP-
MUH weoposams AJisi 0003HAYCHHS BOOOIIE
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J1000T0 CBATOYHOTO 00X0J1a ABOPOB, MpaB-
11a, IPOU3HOCSAT 3TO CJIOBO C HCKa)KEHUEM —
weHoposamo.

[Io nHameBam pycckue U YKpaumHCKUE
CBSTOYHBIE NIECHU HE MMEIOT CYILIECTBEH-
HBIX pa3anuuil. B puTMu4eckoil opranu-
3aMu  IpeoOiagalT  1e3ypUpOBAHHBIC
CIIOTOBUKHM CO CTHUXOM 5+5 u ue3ypupo-
BaHHBIE IIECTH- U BOCHMHUBPEMEHHUKH.
[To wmenonuko-pakTypHbIM TpU3HAKAM
KOJISIAKK OOpasyloT JBa THUma: B ¢opMme
KOPOTKUX OJHOTOJIOCHBIX HPHUIIEBOK pe-
YUTATUBHOTO CKJIaJla U B (opme TpEXTo-
nocHoro kaHTa. Konsanku B opme kaHTa,
XapakTepHbIE ISl YKPAUHCKOW KYJIbTYpBI
B LIEJIOM, Y CYJKAHCKHMX XOXJIOB YK€ yTpa-
YEHbI, HO OJ]lHa U3 HUX KaK 3aMMCTBOBaH-
Hasl coXpaHuiach y pycckux: «Panyrics!
Oi1, panyiicsa, boxe, ocBsiTUTE 3EMIIIO,
Cria boxuil Hapoauiacs».

B cBoro ouepenb yKpauHIbl 3aUMCTBO-
Balll nocesanvbHyro necHio «XoauT Wnbs
Ha Bacunpsa», pacnpocTpaHéHHYIO B pyc-
ckoM IIpuockonbe. Takue 3aMMCTBOBaHUS
CBSI3aHBI C TEM, YTO PUTMHYECKUE THIIbI
U MHTOHAIIMOHHBIE (POPMYIBI CBSTOYHBIX
NIECEH UMEIOT FTEHETUYECKOE BOCTOYHOCA-
BSAHCKOE POJCTBO, KOTOPOE HECYIIECTBEH-
HO pa3olUIoCh B MepHoj] 000cobIeHus
3THOCOB — PYCCKOI'O M YKPaWHCKOIro. JTO
NOJITBEPKJAETCSI MHOTOYUCIEHHBIMU HC-
cienoBaHusMU. Hampumep, kak enuHbIi
BOCTOYHOCJIaBSIHCKMI KOMILIEKC paccma-
TpuBaeT cBATOYHbIN HUKI neceH O. A. I1a-
muHa [8, c. 186—199].

Cnaboe HamoJHEHHE KalleHIapHBIMU
necHssmMu B Tpamuuuu Kypckoro Ilomce-
7S, K KOTOpoi oTHOcHUTCs U CymyKaHCKUN
panon, ormevaet M. H. Kapagapos, cuuras,
YTO «OHHU SIBIISIIOTCSl PyAUMEHTAPHBIM 3Be-
HOM Tpaauuum» [5, c. 21]. Tak, Hanpumep,
MacCJIEHUYHbIE MECHU MPEACTAaBICHbl €Iu-
HUYHBIMU 00pa3uamMu kak B pycckux ([1né-
XOBO), TaK ¥ B YkpaumHCKuX cé€nax (Mamnas
Jloknst, Yepkacckoe [lopeunoe).
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MacneHn4YHbIN NEPUOJ B PYCCKUX CE-
Jax d4aime ogopMisieTcs MNpPUypPOUYECHHbI-
MU TECHSMU: JIMPUYECKUMHU, — HAIPUMED,
0 pa3IyKe MOJIOIOW KEHIIUHBI C POAUTEIb-
ckuM JoMoM («/laBHO-1aBHO 51 y OaTIOMIKK
ObL1a», «S nerana nepenéiakowy), — Xopo-
BoAHbIMU TecHsIMU («[ anbiMOay», «Oi, 4To
3T0 3a nuBHIIe»). Kak ykaseiBaeT O. A. [1a-
IIMHA, XOPOBOJHBIE TIECHU 3aMelIatoT co0-
CTBEHHO O0Opsi10BbIC 1 OepyT Ha ceds Bce X
(YHKIHMH: «...XOpOBOJIHbIE NECHU, KOTOPbIE
B BOCTOYHOCJABSHCKHX TPATUIUAX, T
OTCYTCTBYIOT COOCTBEHHO OOpsIIOBBIE Mac-
JICHUYHBIC TECHU, SBIISIIOTCS MPAKTUYECKU
€IMHCTBEHHBIM MY3bIKaJIbHBIM KaHPOM,
00CTY)KUBAIOIIUM MACICHUYHBINA MEPUOI
[8, c. 239].

Paznuuaetcst ohopmiieHue paHHEeBECEH-
HETO MEepPUO0/Ia B PYCCKUX U YKPAMHCKUX CE-
nax. B ykpaumHckux cénax meceH, npuypo-
YEHHBIX K BEJIUKOIOCTHOMY MEpPUOIY, HET,
a B pyccKux cénax nepuoz Benukoro nocra
OTMEUEH MCIIOJHEHUEM JIBYX YKaHPOB — IO-
CTOBBIX TAHKOB M IOCTOBBIX JUPHUECKUX
MIECEH.

Ilocmoevie manku TPENCTABISIN CO-
00if oOpsiIOBOE IIEeCTBUE MO ceny. B moct
UX pa3pelanoch BOAUTH TOJIIBKO Ha biaro-
BenieHne u BepOoHoe Bockpecenbe («JloHs
oenasi», «Ha peuke, Ha ObicTpoil», «Ha nBo-
pe IOXIb»), a BOOOIIEe TaHKM BOIWIU Ha
MHOTHE KaJIeHJIapHbIE€ NpPa3gHUKH, O YEM
nucana A. B. PynneBa: «Tanku B Kypckoit
o0acT BOAWIIU C MIEPBBIX JHEH HACTYyILIe-
HUS BECHBI U JI0 caMoi oceHm» [9, c. 82].
[To My3BIKanbHON CTPYKTYypE U MaHEpPE UC-
TIOJTHEHUSI MAHOYHble TIECHU OJIM3KHU Kapa-
2OOHbBIM.

Jlupudeckue MocToBbIE MECHU 3aPUKCH-
poBanbl B cenax [lnéxoBo, bopku, Cnanb-
Hoe, Yepkacckoe u Pycckoe Ilopeunoe.
OHU BBIOJMHAKOT (PYHKIIMIO 3BYKOBOTO
MapKepa paHHEBECEHHEro (ITOCTOBOrO) Iie-
puona U o0lIagaloT 0COOBIMU MPU3HAKAMU
B HameBe: 53TO MaljiopacneBHas (opma
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TeKCTa, reTepodoHHas GpakTypa, y3Ko0ObEM-
HBIN (4acTO UEJIOTOHOBBIN) N1aja. pkum npu-
MEPOM JTOTO KaHpa MOTYT CIY>KUTh TIECHU
«Oi1, 1a 3aKUmy4Yril KJIto4 OeITbIil KOJIOE3hy,
«BerpsI-BeTepoukn» u3 cena 1lnéxoso. Bee
OCTaJTbHBIC MPA3THUKHA KAJICHIAPHOTO ITHK-
Ja B PyCCKHX U YKPAaWHCKHUX CENax MpaKTu-
YECKU HE UMEIOT CIIEIUAIBHBIX O0PSIOBBIX
MECEH U OOCITYKUBAIOTCS TMPUYPOUCHHBIMU
JUPUYECKUMH U XOPOBOIHBIMU TIECHSIMH.

Cpenu oOOpsiIOB KM3HEHHOTO ITMKJIA
[JJaBHOE MECTO 3aHHUMAET c8a0eOHbll 006-
A0, KOTOPBIM MO>KHO OTHECTH K I0KHOPYC-
CKOMY THUITy pUTyaja U KOTOPBIA MOTYYUIT
Ha3BaHue B onpenenenuu b. b. EdpumMenko-
BOH, Kak «cBaabOa-Beceabe». «B Hel oc-
HOBHOE MECTO 3aHUMAIOT OOPSIOBBIE aKThI,
BOIUIOIIAIOIINE KOHTAKThl JBYX CTOPOH —
CTOPOHBI HEBECTHI U CTOPOHBI )KEHUXA: pa3-
HOTO pojia BCTPEUH, Mepees3Ibl, TOPTU U BbI-
KYTIbI, OJTAPUBAHUS M YTOIICHUS IPYT IpyTa
U T. II.», — OTMEYAET UCCIIEI0BAaTENbHULA 3,
c. 26]. Pycckas cBaan6a cena [1néxoBo nmoa-
po6HO onmcana B myonukanun H. B. Epma-
KOBO#1 [2, c. 30—-132].

CocraB cBageOHBIX IEHCTBHA B 00enMX
STHUYECKUX KYJIbTypax MOYTH OWHAKOB,
HO OTJIMYAETCS] HAPOAHOW TEPMHUHOJIOTUEN:
C8AMOBCMBO — C6AMAHHS, NPONOU — MO20-
pbli, 080pblL 2N1si0emb — PO32TAO0bIHbL, GbIKYN
— mopevl, no8EPmMvI8AmMsb — NOKPbIEAMb U
T. A. Paznuuarorcs u Ha3BaHUS CBaJCOHBIX
YHHOB: cxo0amau — ceamyHsl, 0Oosape —
€8a0b0OsIHbL, XOTSA €CTh U OOIINE — OPYIHCKA,
ceawku, bpam, ceamul M T. 1.

Ho Gonee Bcero paznuuuii conep>kuTcs
B MY3bIKAJIbHOM HaINOJHEHUH CBaJIeOHOTO
o0Opsia. YkpauHcKkas cBajpba oOcyKuBa-
€TCsl IByMsI THUIIOBBIMHU HareBamu B (hopme
MPUTICBOK THPATHOTO CTPOEHUS CO CTHXa-
mu 6+6 («Ilogait, MaMO, TOJIKY U HBITOUYKY
HIONKY», cesio ['yeBo) u 5+3 («Msl 10 19009,
Tanto, uadMo»). TekCThl TaKUX MPHUIIEBOK
pPEIIAMEHTUPYIOT U KOMMEHTHUPYIOT 00psi-
JIOBBIE JCHCTBUS: PUTYyaJIbHBIN TIEPEX0]l He-
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BECTHI B JIPYTO cTaTyc, Ipyrout pox (mocaf,
BBIKYII, OTBHE3]l HEBECTBHI, IIEPEE3]1 B I0M JKe-
HUXa, CMEHY TOJIOBHOTO yoOopa). s mos-
CKM YKpaWHIIbI, KaK MPaBUJIO, MPUTIAIIATI
HECKOJIbKO MHCTPYMEHTAIIMCTOB (TapMOHbD,
OapabaH ¢ TapenKamu).

Pycckuit cBaneOHBIN TIECEHHBIA ITHKI
oTnuyaeTrcs OoJNBIIUM  pasHooOpa3uem
’KAHPOBBIX BUJIOB, (hopM, HareBOB. 30bI-
TOYHOCTh PUTMHUYECKUX U MEJIOAUYECKUX
dbopm cBanpOBl HE pa3 MOTYEPKHUBAIACH
UCCIeZIoBaTeNIsIMU  Kak  crnenuduueckas
yepTa I0KHOPYCCKOM IIECEHHOU TPaIHLIUU.
[lecHu UMEOT MHOTOCTPOPHOE CTPOEHHUE,
a TEKCThl MPEJCTABISIIOT COOOW JUpHUe-
CKMH KOMMeHTapuil. B pycckoi cBanab-
0¢ OOMbIIIYI0 POJb UTPAIOT BEIUYAIbHBIC
[IECHU, KOTOPBIE MEIUCh MOJIOABIM U KaX-
JIOMY TOCTIO, B COOTBETCTBUM C €r0 CTa-
TyCOM B OOIIECTBE M CBaJeOHOM pPOJIbIO.
Kpowme Toro, Bech 00psi pycckoit cBab0bI
CKpEIUISIETCS TaK Ha3bIBAEMbIMU «aTUIEN-
HBIMWY» TECHSIMHU, COMPOBOKIAFOIUMHUCS
IUIICKOM, MHOIZIa — MOJ MHCTPYMEHTAalb-
HO€ COMPOBOXK/ICHHUE.

TpanuunoHHas JWMpUKa MOpPEaCTaBIe-
Ha B pycckux cémax ¢dopMaMu Majopac-
IIEBHOM IPOTSKHOM IIECHU, Yalle BCETO —
CE30HHO-IIPUYPOUYECHHON JKEHCKOW JIUpH-
KOM: «3anBerana y jy3e jo3ay», «/a no ynu-
e, yaune» (ceno bopkw, ceno I11ExoBo).

B ykpaumHCKOW TMECEHHOW Tpaauuuu
CymxaHCKOTO pailioHa paHHSAS TpaauIlH-
OHHasl JIMPUKA, W3BECTHAs IO 3aIUCIM
skcneauuuii  Kypckoro mneaaroruyeckoro
nHctutyTa 80-X TonoB XX Beka, B HACTO-
siee BpeMs yxxe He ¢pukcupyercs. Ceiyac
UCIIONHSIOTCS TPEUMYIIECTBEHHO TECHU
MO3JIHET0 CTHJIMCTHYECKOro Imiacra: «Oi,
opén, Tel, op&n», «I e3> oB3H» (cemno [y-
€BO, cesio CBepAJIUKOBO).

[TonBosst uTOTH O OBITOBAaHUU MY3bIKAJb-
HOTO (POJBKIOpA, OTMETUM CIETYIOIIee:
B ATHUYECKHUX TpYIIaX PYCCKUX MU YyKpa-
nHieB CyKaHCKOTO paiiloHa KaHPOBBIE
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CHUCTEMBbl pPa3JIUYHbI, OCOOEHHO B CJO€ B Hactosmee Bpemsi ciod Tpagulu-
TPaJAMIIMOHHON TECHU, TA€ B3aUMOOOMEH OHHOHM KyJbTYpbl KaK y PYCCKHUX, TaKk U
MOXKHO cuuTaTh ciadbiM. [Iporeccel 3a-  yKpauHIIEB B CBA3U C COLMAIBHBIMH U KO-
UMCTBOBaHUSI OOpSIIOB M MY3bIKaJbHOTO  HOMHUYECKHMMHU YCJIOBHUSIMU KU3HU B CeElle
(donbKIOpa MEXYy PYCCKUMH M YKpauHIA-  MPAKTUYECKH HCUY€3aeT, WJIM CTaHOBUTCS
Mu CymKaHCKOTO paiOHa HE OIHOPOJAHBI:  OYEHb TOHKUM. Ilo3TOMY Ha OCHOBE IOCT-
€CJIM PYyCCKHE BKIJIIOYAIOT B CBOW penepry-  (oibKIoOpa, B paMKax TaK Ha3bIBAEMOM
ap YKpPawmHCKYIO JIMPHUKY, TO YKPAWHIIBI HE  «TPEeThed KYIbTYpb» (110 TEPMHHOJIOTHUH
MOTYT OCBOUTH CJI0XKHYI0 Jekcuky pycckux  C. FO. Hekmronosa [7, ¢. 2—4]) npoucxoaut
OPOTSHKHBIX TECEeH. A BOT MO3AHETPAAN-  MPOILECC aKKyJIbTypaluu, TP KOTOPOM U
IIUOHHBINA TUTACT PYCCKOTO MY3BIKAJbHOTO  YKPAWHIIBI, U PYCCKUE CTAHOBSITCS €0 HO-
¢dosibKIIOpa SABISETCS OOIIUM I 00€UX 3T-  CUTEISMHU.

HUYECKUX TPYIIIL.
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K Bonpocy o Aormke MakOMHOM KOMMNO3ULLUU

DEHOMEH MAaKOMHOM KOMITO3UIIMHM 3aHUMAET IIEHTPAJIbHOE MECTO B MaKOMOTBOpuYecTBe. Ero
MOHUMAHHUIO CIOCOOCTBYET MAaKOMHOE MBIIIUICHHE, K COXKaJICHUIO, TIOCTEIICHHO HCUe3aroliee.
D10 00yCIOBJIEHO OCja0eBaHMEM KAaHOHOB MaKOMa, M3MEHEHUSMH IPOIlecCa €ro MO3HaHUSA
METOJIMYECKUX YCTAHOBOK TPAJAUIIMOHHON IITKOJIBI YCMOO-UO2UPO.

Tpakrar «baé3u Illammakom» u3BecTHOTO TaKUKCKoro Makomucta daznmuanuna [laxobosa
(1911-1974) — BaxHEHIIMI MCTOYHMK, COACPIKAIIMN KJIACCHYECKOE TOJKOBAHUE JIAHHOTO
Borpoca. OH SABISETCS €AMHCTBEHHBIM TPYJIOM, HAITMCAHHBIM B COBETCKOE BpEMsI ITPEICTABUTEIIEM
Kimaccudyeckor mkoiel Ilammvakoma. JloctomracTBo mo3unmu PazmuaauHa [llaxo6oBa coctout
B TOM, YTO OH IIPUBOJIUT MPOIIECCYaTIbHOE TOJKOBAHHUE JIaIOB-MaKOMOB B MAKOMHOW KOMIIO3HUITNH,
JEMOHCTPHUPYS JIOTUKY €€ CTaHOBJICHHsI. [JITaBHBIMH YCIIOBUSIMH Pa3BUTHS BBICTYNAIOT YMEHUS
Y HAaBBIKM MCIOJb30BAaHMS JIaJJOB-MAaKOMOB B JIpaMaTypruu Makoma. Ha HeCKONbKHUX mpuMepax
B CTaThe MOKa3aHO MPOIECCyaTbHOE TOJIKOBAHUE KOMITO3UITMU MaKoMa 4epe3 KaHOHBI JIajia, puTMa
u popmooOpazoBanus. Mmeromuecs B Tpakrare [llaxo6oBa cBeneHUs CIIy)KaT OCHOBaHHEM JIs
BBIBOJIOB O TOM, YTO IJIABHBIM KOMIIO3UIITMOHHBIM METOJOM B MAaKOMe SIBIIACTCS aci-¢hapsb. DTOT
METOJl YXOAUT KOPHSAMH B CPEIHEBEKOBBIE TPAJUIIMH, CKPBITYIO TEOPHI0 MaKoMa, TITyOMHHOE
3HaHUE napoa/maxom. IMeHHO aci-¢haps ciocoOEH BO3POANTH MAKOMHOE MBIIILJICHHUE.

KiroueBbie ciioBa: MysbIKasibHas KynbTypa Tamkukucrana, Lllammakom, makoM, aci-¢apsb,
Xopopasr, Yoprox-Myxatisip, Y33ompanr, papcakuis, acanap/a.

Jna yumuposanus: Aznzu ©. A. K Bompocy o noruke MakoMHON kommosunmu // [TpoGnemsr
My3bIKaibHOM Hayku. 2019. Ne 2. C. 63-75. DOI: 17674/1997-0854.2019.2.063-075.
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Concerning the Issue of the Logic of Magom Composition

The phenomenon of maqom composition takes up a central position in the maqom musical
tradition. Its comprehension is assisted by maqom thinking, which, unfortunately, is gradually
becoming extinct. This is stipulated by the weakening of the maqom canons, the changes of the
process of cognition of the magom and the methodological notions of the traditional school of
ustod-shogird.

The treatise “Bayozi Shashmagom” by the famous Tajik maqom player Fazliddin Shakhobov
(1911-1974) presents a most important source containing a classical interpretation of this question.
It is the only work written during the Soviet period by a representative of the classic school of
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the Shashmaqom. The merit of Fazliddin Shakhobov’s position lies in that it brings a procedural
interpretation of the maqom scalar modes in a maqom composition, demonstrating the logic of
its formation. The main conditions of its development are represented by the ability and skill of
using maqom scalar modes in the maqom dramaturgy. With the aid of several examples, the article
demonstrates a procedural interpretation of maqom composition in adherence with the canons of
modality, thythm and form-generation. The information contained in Shakhobov’s treatise serves
as a foundation for drawing conclusions that the chief compositional method in maqom is the
asl-far. This method hearkens back into medieval traditions, the hidden theory of the maqom, and
profound knowledge of the parda/maqom. It is the asl-far in particular which is capable of reviving
maqom musical thinking.

Keywords: the musical culture of Tajikistan, Shashmaqom, maqom, asl-far, Khororang,
Chorgokh-Mukhayar, Uzzolrang, farsaqil, aslparda.

For citation: Azizi Faroghat A. Concerning the Issue of the Logic of Magom Composition.
Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2, pp. 63—75. (In Russ.)
DOI: 17674/1997-0854.2019.2.063-075.

OHSITHE «MakKOMHas Kommno3uius» Hoil gopme Illammakoma (n apyrux Qop-

B Ta/PKMKCKOM MY3bIKOBEJCHUU HE  MaX TaJKUKCKOIO MakKomara: TaJ[KUKCKHUX

HoBoe. Emé B smoxy CpenHeBeko-  JIOKalnbHbIX Makomax, Pamake u Pana-
BbsS BOIPOCHl MAaKOMHOW KOMIIO3MIIMM J10-  Ke-Majaxue) HMIpoBU3alUsi B aAKTUBHOM
MUHHPOBAJIA B MY3BIKAJIIBHBIX TPAKTaTaX. CMBICIE CBEICHA O MHUHHUMYMa. JTO 00Y-
VY4eHuo 0 KOMIO3ULMK — WIM VI-Mabaug  CIOBIEHO BOBICYEHUEM B TA/KUKCKHUI Ma-
— YIENSIOCh 0c000€ BHUMaHHUE, IMOCBS-  KOMAarT MO3THUKM Kak cucteMbl. Ha mpumepe
mayicsi CaMOCTOATENbHBIN pa3aen. Onnako  u ruranta — [lammakoma, u apyrux Gopm
B COBPEMEHHOM MAaKOMOBCICHUH' CTOJNb  TAJPKUKCKOIO MakoMmara, CJjeIyeT FOBOPUTh
3HAYUMBIN JJ1 CPETHEBEKOBBIX TEOPETUKOB O BBIPAOOTAHHOM Ha MPOTSHKEHUU BEKOB
W MY3BIKaHTOB BOMNPOC YHIEN B TeHb. He-  My3BIKaJIbHO-IIOATUYECKOM MBIIIJICHUT
CMOTpsI Ha o0uJue paboT IO MaKOMaTy, T€0- B KYJIbType TaPKHUKCKOTO Hapoja. DTUM
pHisi MAKOMHOM KOMITO3UIIMK® IO CUX 1Op He  OOYCJIOBJIEHO HMHOE KOMITO3MIIMOHHOE pe-
paccMmarpuBaiach Kak CHeNHalbHbIN Bo-  mieHue B lllammakome, 9to Tpebyet k cebe

MpoC UCCIICIOBAHNA. 0c000ro BHUMAaHHUS CO CTOPOHBI COBPCMCH-
Henocrarounas H3Y4YCHHOCTb TCOpPHUU HOIro MakOMO3HaHHA.
MaKOMHOM KOMITO3UIINHU HUBCIIMPYCT CyLI- BO-BTOpI:-IX, HallOMHUM, YTO B YCJIOBHU-

HOCTHOE OTIMYME MAKOMHOW KOMIIO3U-  SIX U3MEHMBLICHCS B IIepBOM deTBepTH XX
UOHHOU (hopMbl. 11 3TO Ipo3UT TeM, YTO  BEKa My3bIKAIbHO-XYI0KECTBEHHON peallb-
HauyuHaeT (OpMHUPOBATbCA HEKoe oO0Inee HOCTH, MAKOM CMEHWJ CBOM XyJOXKECTBEH-
TOJIKOBAHHME JIaHHOTO BOMpoca JUIsi BceX  HbIM KOHTeKCT. CeromHs siCHO, YTO TOUCKHU
(¢opM BOCTOYHOIO Makomara. XOTs, He- OCMBICICHHMS MAaKOMa B BEKTOpE B3aMMO-
CMOTpPsI Ha HajlM4yue B HUX IPUHLMUIIA Ma- JCUCTBUA C EBPOIECHUCKUMHU >XaHpaMU CO-
KOMHOCTHM, KOMIIO3MIIMOHHOE pPEUICHUE  CTaBIIAIOT MHYIO HAIPABIEHHOCTb, OTHOCS-
JAJIEKO0 HE OJIMHAKOBO. B CBA3M ¢ 3TMM  HIYIOCS K HOBBIM TEHJCHUUSAM IIPOILIOTO
OTMETHM, BO-TIEPBBIX, YTO B OTJIMYME OT  CTOJETHsI, HEXEIU COOCTBEHHO K MAKOMY.
apyrux (HopM MakoMmaTa, B KOMIO3HIMOH- B 3TOH cuTyanuu MakoM Hy»/1aeTcs B Ipod-
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HOW TeopeTudeckoil 6a3e, Ha OCHOBE KOTO-
poOii MOTYT BBIPaOATHIBATHCS KOHKPETHBIC
uccienoBarenbckue crparerud. M Bompoc
W3Yy4YEHUs KOMIIO3UIIMM MAaKOMa BO3MOYHO
SIBJISIETCSL OIHUM U3 IEHTPAJIbHBIX.

TpagUIIMOHHO MaKOMHAasi KOMIIO3HITHS
CO3/1aBaJIaCh B HEMOCPEACTBEHHOM HCIIO-
HUTEJIBCKOM aKTe. MI3BECTHO, UTO TUPEKTUB-
HBIMH JIJIS1 MYy3bIKAHTa-MaKOMKCTA SBIISITUCH
JAJ0BBIM U PUTMUYECKHN KaHOHBIL. CBOei
3HaYMMOCTBIO OHU U OTPEACIININ JIByX4acT-
HOCTh CPEIHEBEKOBBIX MY3bIKaJIbHBIX TPaK-
TaTOB C COCTABHBIMU pa3ieilaMy — yYEHHE
0 KOMIIO3UIIUU (UM Yi-mavaugh) U yueHue
o putMme (um yr-uxos). Ilo comeprkanuro
NIEPBOTO pasiena MOXKHO CYJIUTh 00 ypOBHE
MO3HAHUSl BOMpOCa Jajla-MakoMa B Ty WJIU
MHYIO 310Xy. BaxkHo, uTo 00a TaBHEHIIIX
KaHOHA — JIaJI-MaKOM U pumm-ycyn (KOpHe-
Basi pUTMO(OpMYJIa) — OTIUYAIOTCS APYT OT
Jpyra HE TOJBKO CTPOCHHEM U OCOOEHHO-
CTSIMU BHYTPEHHEW OpraHu3aliu, HO U CBO-
UM CTaTycoM — aciiu (OCHOBHOM, KOPHEBOIN)
U ghapwvu (nponsBoanblii). [Tockonbky B Ma-
KOMHBIX KOMIO3HIIMSIX TPoliece Jagoo0pa-
30BaHUs TOJI00€H TMporeccy (GopmMoodpa-
30BaHUsI, acC-¢h)aps BHICTYMAET U BEAYIIHM
KOMITO3UI[HOHHBIM KOMITIOHEHTOM?,

CKBO3b TpU3MY TPUHIUINA aACa-Papb
JIEUCTBYIOIIME KAaHOHBI PacCMaTpPHUBAJIUCH,
HaIllpuMep, B My3bIKaJIbHOM TpakTare AMu-
pa Xycpasa [lexmnasu (XIII B.). B paznene
UM yi-mavaug, TAe CUHTAKCUYECKHUE 3JIe-
MEHTBI PACOJIarajlich B CTPOroil HEpapXu-
YECKOM CUCTEME, OHU XapaKTePU3UPOBAIIUCH
HE TOJIBKO C TOYKU 3PEHUSI CBOCH CYIIIHOCTH
Wik 1a10QyHKIIMOHAILHON 3HAYMMOCTH,
HO U C TMO3UIUNA KOMITO3UIIMOHHBIX (PYHK-
uid. OCHOBHOHM 1I€NIbIO TPAKTATOB BCEr/a
OCTaBaJIOCh CO3JJaHNE MAKOMHOW KOMIIO3H-
uu. [Ipu amekBaTHOM 0CO3HAHUU (OPMBI
U3JIOKEHUSI CPETHEBEKOBOTO aBTOpa, OOHa-
PYKHMBA€ETCsl, UYTO BCE DIIEMEHTHI, BKIKOYAC-
MBbI€ B pa3ieil wiM y1-mawviug), NaHbl B KOH-
TEKCTE€ UX POJIM B MAKOMHON KOMIO3UIIUU.
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QOyHKIMOHANbHASA 3HAYUMOCTh 3JIEMEHTOB
AKTyaJIM3UPOBAJIaCh B 3aBUCUMOCTH OT CTe-
MIEHU MMO3HAHMUS BONPOCA B PA3HBIE SMOXH.
B 1mogo0HBIX TOJKOBaHUSAX WHOT/IA HAOIIO-
JaeTCs U MEPEMEHHOCTh, U COBEPILIEHCTBO
¢yHKUM cocraBisArouux. Hamnpumep,
Aobynacp ®apabu (IX—X BB.) nmumeT o ka-
JAHCOBOM HAa3HAYEHWM HMHTEpBajla KBap-
Tol [4, c. 105-108]. Ecau y ®dapabu peub
UAET JUIIb O MEJIOJUYECKOM HHTEpBAJE,
TO y APYTOT0 y4€HOTrO-TeopeTrka, AOy Anu
N6u Cunbt (X—XI BB.) — 1 00 €€ ogHOBpeE-
MEHHOM, «YIIJIOTHEHHOM» 3BYyYaHUH, B UEM
NPOSIBJISIIOTCS MepBUYHBIE (POPMBI OCMBIC-
JICHUsI TapMOHUYECKOTO HHTepBana [5].
B TpanuiimoHHOM TaJKUKCKOM MY3bIKE U HA
COBPEMEHHOM JTale KBapTa BCErjga coxpa-
HSIET CBOKO «KaJJaHCOBOCTH) BHE 3aBUCHUMO-
CTH OT ’KaHpa ¥ (POPMBL.

Tak, HaunHag ¢ IX—X BEKOB yYE€HBIX
MHTEPECOBAJI CaM MPOILECC CO3AaHUsA
KOMIIO3UILIUA C CcOOMoneHreM (yHKIIMO-
HaJbHBIX 3HAUEHHI BCEX COCTABIISIOLIUX.
N3BeCTHO, YTO B BOKAJIBHBIX IPOU3BENC-
HHUSIX PACIIEBAEMOE CIOBO BEJET K CUHTETH-
4ecKoMy poay HUcKyccTB. [loHnmanue BO-
KaJIbHBIX ITpou3BeacHui [lammakoma Toxe
TpeOyeT BbIXO/A 3a MPEEIbl YUCTO MY3bl-
KaJIbHBIX 3aKkoHOMepHocTed. Hanomuuwm,
YTO €CJIM B CpeIHEBEKOBOM J[lyBo3maxma-
KOME MMEJI0 MECTO 3HAYECHHUE MOAITHYECKO-
IO TE€KCTa, TO 3aMMCTBOBAHHE MOITUKH KaK
CHUCTeMBbI Npounsonuio umeHHo B [Iamma-
KoMe. MakoMHasi KOMITO3HIIMOHHAsT opma,
B PaBHOM CTENEHU W MHCTPYMEHTaJbHAs, U
BOKaJIbHAsI — CJIO’KHOE SIBJICHHUE, HaXOs11e-
€Csl Ha CTBIKE JIBYX O0JilacTell Hay4YHOTO 3Ha-
HUS — MY3bIKH U TIO9TUKH.

[To Mepe pa3BUTHS TEOPUH KOMITIO3ULIUU
B MY3BIKQJIBHBIX TpakTarax OOiblliee BHU-
MaHUE YACISETCS YKE HE CHHTAKCUYECKUM
KaTeropusiM, a KOMIIO3UIIMOHHO-IpamarTyp-
TUYECKUM.

HeobxogumocTh  OTpakeHHss ITOH
CJIOXKHOCTM M MHOTOMEpPHOCTH, IO BCEH
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BEPOSTHOCTH, M TOPOAUIA 6aé3 — HOBYIO
¢dopmy Ttpakrara'. ComiacHO TpaJHIIUA
06aé3a MaKOMHUCTY-HCIIOJIHUTEIIO TIPEJIo-
CTaBIIICTCS BO3MOKHOCTh Ha MacIITaOHOM
YPOBHE MY3bIKAIHHOTO MPOU3BEACHHUS IO~
Ka3aTh COOCTBEHHOE BHjcHHE. MakoMHOE
TIPOM3BEICHUE TMPOSBISCT CeOsl B CIIEAYIO-
IIUX U3BECTHBIX UTIOCTACSX:

— MaKOMHAasi KOMIIO3UITMOHHAS
Kak IpoIecc;

— MaKOMHasi KOMITO3UIIMOHHAS
Kak MpUHI[KMII;

— MakOMHas KOMIIO3HWIIMOHHAS
KaKk JAaHHOCTH".

I'padmueckoe mzo0OpakeHHEe MaKOMHOMN
KOMIIO3MIIMOHHON (OPMBI Kak TMpolecca,
C y4€TOM MECTOPACITOJIOKEHUST KYITbMHHA-
WU U CITyCKa — (haposapo, BHITISAIUT Clie-
JYIOIUM 00pa3oMm:

dbopma
dopma

dbopma

Cxema 1

N
.MNJ
NN AANNANNNY /

MaxkomHasi KOMIO3UIIMOHHAs  (opma
KaK MPUHITUIT — 3TO OECKOHEYHO TTOBTOPSIIO-
IIUICS KPYT B KOHTEKCTE CBOETO PUTMO- H
Jaa0-KOpHs (acn):

Cxema 2

[lo3HaHus My3BIKAHTA-MAaKOMHCTA II0-
3BOJISIIOT €MY TPAKTOBaTh (POPMY-IIPUHIIMIT
U peanus3oBaTh (GopMy-mpolecc COIIacCHO
CBOEMY BHUJICHUIO U IMOJIYYUTh KaK Pe3yib-
TaT GOpMY-JaHHOCTb.
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CornacHo U3yCTHOW TPAAUIIMOHHON Me-
TOIIUKE YCMOoOo-uioeupo (MacTep-moaMacTe-
pbe) TEOPETHUUECKOE 3HAHNE, OCBOCHHOE IO
TpakTaTaMm, Kacajloch (OPMBI-NIPUHIUIIA.
N3ycTHBIM ITyTEM, OT CBOETO YUUTENA NOI-
MacTepbe MOJy4yaa 3HAaHUS IO CO3/IaHHUIO
dbopMbI-Tiporiecca. DTH 3HAHUS LITYAUPO-
BaJIMCh, MPAKTUUYECKH OTPAOATHIBAIUCH J10
MIOJIHOTO OBJIAJIEHHUS, a 3aT€M IPEBPALIATHCh
B JMPEKTHUBY HaBceraa. 3HaHUE OT Y YUTels
OTHOCHJIOCH BCET/ia K NTyOUHHOMY 3HAHUIO.
OHO mepenaBajoch OT YUHUTENsl YYEHHUKY
HaeJMHe, U3yCTHO U, B OINpPEAeNIEHHON cTe-
IIEHU, TalHO. BeposTHO mo3aToMy nagoBas
Kareropus emeé B caMOM NEPBOM JIa0BOM
CUCTEME HPAHCKUX (KOHKPETHO — TaJ[KH-
KOB M COBPEMEHHBIX IIEPCOB) HAPOJIOB UMeE-
nyercsa Xagpmnapoa (VI —nagano VII Bexa)
(mapga — moci. ¢ TaaKUKCKO-TIEPCUICKOTO
— 3anagec; Xadpt — cemp)®. Camoé xe yue-
HUE O JIaJjaX BCErJa 0CTaBAIOCh «CKPBITON
TEOPUEH.

Cutyanus u3MeHujgach B XX CTOJe-
TUH, CTOJKHYBIIEM JBE PAa3HOTHITHBIE MY-
3bIKaJIbHBIE KYJIBTYpbI, JIBa pPa3IN4HbIX
NyTH MY3BIKaJbHOTO MPO(ecCHOHANIN3MA
B €IUHBIX KyabTypax. [lepBoHavanbHOE He-
npusTHe npodeccuoHaIn3Ma TPaaUlUOH-
HOM TAJKUKCKOW MY3BIKM U €€ MHCTUTYTa
YCMOoOo-uio2upod OTPEACIIUIO €ro JadbHen-
myo cyas0y. JlaHHas cutyanus npepBaia
W3YCTHYIO TPAJULUIO Mepeiaul MaKOMHBIX
KaHOHOB, O(UIMAIBLHO MpepBaia Joceie
HEMpepbIBHBIN Mpouecc (HyHKIMOHUPOBA-
HUSL IIKOJBI YCMOO-uo2up0 Kak COLUaIb-
HO-KYJIBTYPHOT'O HHCTUTYTA. TO 03HAYAJIO,
YTO C yXOJIOM U3 )KM3HU MAaCTEPOB-YCTO/IOB,
3HATOKOB MAaKOMa, HCYE3HET WU TpajuLus
W3YyCTHOW mepeaayu, TpaJuluOHHAas IIKoIa
YCmMoo-uio2upo, UCYE3HET U CKPBITasl TE€O-
pusi MaKoMa.

B 310i1 00cTaHOBKE B KayecTBE 3alllUT-
HOTO MEXaHW3Ma BBICTYNHI, KaK H3BECT-
HO, aKT HOTHOHM (UKCAllMM MY3BIKAJIbHBIX
tekctoB lllammakoma’. [locteneHHo crana
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ucue3arb (PyHKIHMS KaHOHA B KauecTBe
«y3enkoB Ha namsATb» (TepmuH lO. Jlotma-
Ha). C osIBIIEeHHEM HOTHOT'O TEKCTA [TOMEHSI-
JIOCh COOTHOIIEHUE MY3bIKAaHTa-MaKOMHCTa
U MaKOMHOM KOMITO3UIIMM: €CIH pPaHb-
i€ OH y4acTBOBaJ B CaMOM IpoOILecce
co3fnanust (HOpMbI, JpaMaTyprul MPOU3-
BE/ICHUS, TO TeMeph MY3BIKAHT-MaKOMUCT
3ay4rBall TEKCT HAU3yCTh — JIMOO O HaIu-
CaHHOMY BapHaHTy, MO0 IO CITyXY.

W3meHuBIIEECS COOTHOIIEHUE WIPaET
0OJBLIYI0 POJb B CYIIHOCTH MCKYCCTBa
MakoMa. My3bIKAHT-MaKOMHUCT — TepseT
CBOIO IIPEXKHIOK TBOPYECKHU-CO3UIATEINb-
HYI0 (QYHKIIMIO BHYTPH Tpaaunuu. MeHs-
€TCAd OTHOUIEHHWE MY3bIKaHTa-MaKOMHUCTA
K MakOMHOMY TEKCTY. My3bIKaHT-MaKo-
MUCT OKa3bIBAETCS BHE IIKOJIbI, BHE TOU
CKpBITOM Teopuu, KoTopas Oblja emMy Ha-
€MHE U3YCTHO IepenaHa Yuurenem. Tem
CaMbIM TepAETCS OHTOJOTHYECKUI MpH-
3HaK MAaKOMHOTO UcKyccTBa. Llenbio Tpagu-
[MUOHHOM IIKOJIBI MaKoOMa yCmoO-uiocupo
SBJISIETCS HE IPOCTOE OCBOEHHME TEXHO-
Joruu mnpo(deccuoHaJbHbIX HaBBIKOB, HO
U MOCTHKEHHE MpaBUJl — KAHOHA BO BCeEX
€ro IPOSBIICHUSX, — MUPOBO33PEHUYECKOM,
ACTETUYCCKOM, TEXHOJOTHYECKOM®, B TIO-
CTEIIEHHOM IPOXOKJIEHUH BCEX CTAIHU
npolecca no3Hanus, B ocoboit popme 00-
yuenus. Jlo 20-30-x rogoB XX Beka, B Ie-
PO UCKIIOUUTEIHLHO U3YyCTHOM Nepenadn
MaKoOMa, €ro OCHOBHbIE€ KaHOHBI COXpaHsI-
JIUCH «B FOJIOBE» (B MAMSTH) UCIIOTHUTENS,
a co BpEMEHEM, Ha OIpeNeNEHHBIX CTaIH-
X TIO3HAHMSI, Y HETO BbIpabaThIBaIOCh Ma-
KOMHOE MblulieHue’.

C paspyuieHHMEM CHUCTEMBI IPENnoJaBa-
HUS yCcmMoOo-uio2up0 Y TIOSBIIEHUEM HOTHOM
3aMMcu MakOMOB Ppa3pylIUIOCh U MaKOM-
HO€ MblluIeHHe. OCO3HAHHBIM TBOPYECKUI
CO3UAaTEIbHBIN MPOLECC MY3bIKAHTA-MAaKO-
MUCTa TOCTENEHHO Ocliad U yrac. Yracio
u MakomMHoe MbiuieHue. B 1960-1970-e
TO/Ibl YK€ 3apOAMIICS TUIl My3bIKaHTa-MaKoO-
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MUCTa, HE 00JIaJJaBIIer0 MAKOMHBIM MBbIIII-
JaeHueM, otHocsierocs k [lammakomy kak
K TEKCTY, KOTOPbI HaJ0 3ay4yHMBaTh, KOTO-
pOMY HaJ0 CJIEA0BATH U B KOTOPOM HHUYETO
MEHSTb HEIb3s ',

Becbma CcKOpO BHJIOM3MEHWICS IIO-
HATUWHBIM amnmapar aHajiu3a MaKOMHOH
KOMITO3HIIMOHHOM (hOPMBI, Hayaad UCIOJb-
30BaThCsl HAy4YHBIM amnmapar My3bIKallb-
HO-TEOPETUYECKUX Pa3pabOTOK eBpoMeii-
ckoro My3biko3HaHusi. Ho Bckope crana
SICHA HECOCTOSITEIbHOCTh €r0 IpPUMEHE-
HUSI B KOHTEKCTE TPAJULMOHHOW MY3BIKH.
B mameli namMsITH ceroaHs HW3BECTHBI
aHAXPOHU3MBI YIo00aeHUsT (POPM MaKOM-
HOTO MYWKUI0mMAa €BPOIEHCKOMY POHJIO,
newpasa — CEKBEHUUHU U TIp.

OnHuM U3 MEPBBIX MY3BIKOBEIOB CO-
BETCKOTO TNepuoja, OOpaTUBIIMX BHHUMa-
HUE Ha UHYIO JIOTUKY MAaKOMHOW KOMIIO-
3UIMOHHON (DOPMBI, SBIISIETCS H3BECTHBIN
Kopudeil MaKOMHOTO HCKYCCTBa, KJIacCCHUK
[MTammakoMa, TamKUKCKMHA  MAaKOMUCT,
My3bIKOBel, koMmmo3utop — Daznuaaun
[Ilaxo00B (1911-1974)!!. B cBoéM Hayu-
HO-TEOPETUYECKOM Hacienuu yxe B 1940—
1950-e roxpr OH mpeACcTaBUI MPEKpPacHbIE
tonkoBanus Illammakoma'?. MIM BBeaeHO
B MaKOMOBEJEHUE Takoe (yHIaMEHTaIIb-
HOe OWHApHOE TOHSTHUE, KaK aci-Gapws.
Jlo mepBOro BbIXOJA €ro TPAaKTaTa B CBET
(2007) nukto u3 uccnenomarenen Illami-
MakoMa HU B Tamxukuctane, HU B Y30e-
KHCTaHE HE IO0JIb30BAJICA MOHATUSIMHU aACaU
u ¢apvu. Umenno Yeron ®aznuanun [la-
X000B TMOKa3ajl MaKOMHYIO KOMIIO3UIIMIO
(dbyHKUMOHATBHO-TIpOIIECcCyalibHO. W 3TO
LIEHHO, TOCKOJIbKY JI€MOHCTPUPYET BHUJIE-
HHE npeacraBuTens Kinaccuueckon mKobl
[ITammMakoma, KEM OH U sIBIsAE€TCSA. AHaAIuU3
€ro B3IVISIIOB OOHApYKUBAET, YTO YCTOX
[ITaxo00B paccMaTpuBaeT MAaKOMHYIO KOM-
MO3UIIUIO C TPEX €€ MO3UIUIA TOCPEICTBOM:

— mpUHIMNA aci-¢aps B (Hopme-mpo-
recce (1);
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— (pyHkIuit pa3aenoB B GopMe-pUHIIH-
ne (2);

— BO3MOKHBIX KOMITO3UITMOHHBIX PEIlle-
Hul B popme-ganHocTH (3).

Paccmorpum 311 mo3unum.

1) VYcron Illaxo00B, x0T 1 MOAB3yeETCA
NPEUMYIIECTBEHHO JIAJJOBBIMU KaTEropH-
MU napoaxou acau (C TaJX. — OCHOBHbIE
najel), napoaxou ¢hypyvu (C TaIHK. — MPOU3-
BOJIHBIE JIaJ[bl), B CBOMX KOMIIO3UIIMOHHBIX
pPEIICHUSIX JIEMOHCTPUPYET 3HAYUMOCTH
NpUHIMIA aci-gpaps B IpamMaryprud Ma-
KOMHOTO MTPOU3BEACHUS U PACKPBIBAET €T0
MIPOSIBIICHUS B B pUTME, U B (popMooOpazo-
BaHnu. Ha Bcex MacmTaOHBIX YPOBHSAX KaK
MaKOMHOTO npou3BeneHus, Tak u llamma-
KOMa acji-¢hapb UM BBIJIEIICH KaK OCHOBHOM
KOMITO3UITMOHHBIN TIPUHITUTI.

B coBpemennom Illammakome Ha
ypoBHE (DOPMBI-TIPUHIIMIA WU3BECTHBI JIBA
TUNIAa KOMIO3WIHA: B HWHCTPYMEHTAIb-
HBIX TPOU3BEACHUAX MAaKOMHas KOMIIO-
3unus  (opMupyercst Mociel0BaTeIbHO-
CTBIO COCTaBHBIX Pa3/lENIOB XOHA — 0032V,
a B BOKQJIbHBIX MPOU3BEIICHUSAX — pa3zelia-
MU capxam — MUéHxam — OYHacpa — ayodic
— ghaposapo. B 06oux THNIAX IIEHTPATBHBIM
KOMIIO3UIIMOHHBIM METOJIOM SIBJISIETCS ACI-
¢apv. B obmactu puTMa MHOTOCIOMHOCTD
nposiBisieTcs B: 1) nmelictBum purMmodop-
MYJIbl ycyib (MH. YHACIO OT acil), 2) puT™Me
MEJIOUYECKON JIMHUU U 3) pUTME CTHUXA.
Bmecte ¢ tem mnonudyHKIHOHAIBHOCTH
YCYISI PACKPBIBAETCS TAK)KE B HECKOJIBKUX
KOMITO3UIIMOHHBIX Cpe3ax: B COXpPaHEHUU
nyJabca 3Bywalero marepuana (1), koH-
CTPYKTUBHOW (DYHKIIMH YCYJISI K COCTaB-
JSIOMKUM MeJIoAuH (2), B MHUIIMMPOBAHUHU
caMoro MakomHoro npoussenenus (3). Ta-
KUM 00pa3oM, Ha BCEX MACIITAOHBIX YPOB-
HAX MaKOMHON KOMMO3WLHUOHHON (HOpPMBI
COXpaHseTCs] KOHCTAHTHOCTh BCEBO3MOX-
HBIX COOTHOILIEHUN PUTMHYECKON KOMIIO-
HEHTHI (cxeMma 3).

68

2019,2

Cxema 3
Yy puma ueogqud
— :e\/ P — ’

/7 N\ / \
/a b\ /“ b\' u m.g.
\ /) \ /

\ _ _,\—-"_’/‘ >\:I;" /

. puma Jle.lo_(;z;'ﬁ. YYb

OTpe30k ab NTeMOHCTPUPYET PAaBEHCTBO
00bEMOB PUTMHUYECKUX KPYTOB BO BpEMe-
HU, YTO HAIVISAHO CBUJECTEIILCTBYET O KOH-
CTPYKTUBHOW POJU yCy/isi HA JTAHHOM Mac-
MTa0HOM YPOBHE.

TakuM ke MOTeHIIUAIOM 00J1a/1aeT U Jia-
JIOBBIM KOMITOHEHT: OCHOBHOM TOH Jaja-Ma-
KOMa — acinapoa COOTHOCUTCS C APYTUMU
MECTHBIMH YCTOSIMU — hapwvnapoa’®. 3nech
MPOLECC MOXKET ObITh OECKOHEYHO pa3HO-
00pa3HbIM: BCEBO3MOXHBIE MEPEXObI, Ja-
JIOBBIE€ TIEPETUBBI, OTKIOHEHHUS — BCE pas-
BOPAYMBAETCS B BUJIE JIAIOBOTO KpyTa, TIC
NEUCTBYET Memod obpacmanusi (TEPMUH
H. Tarmu3zsiHa), moxpasyMeBaroIuii Bceraa
BO3BpallleHue K acinapoa (cxema 4).

Cxema 4

cqpepa npouBogHRET
agob -uaxo.uod

NEPEXOGHL, OTNKIOHEHUS,
2agobure neperubur b weioguas

4

Y / \\r

acanapga
ocHObHOZ0 LG LUAKOUL,

Ecau onpenenute xapakrep MOAYISIIIUN
B MaKoOMe, pyKOBOJICTBYSICh YCTaHOBUBIIIHU-
MHUCS TIOHSATHUSMHU TEOPUHM MY3BIKU 3amnaja,
— 9TO BCerla MOIYJSALMS MEepPBOU cTerne-
HU pojacTBa. To ecTh, B Mpoliecce OJHOMU
KOMITIO3HUIIMH TIEPEXO/Ibl B OTJAJICHHBIC JIa-
JIbI-MaKOMBbI BO3MOKHBI JIUIIb [TOCTETIEHHO.
Bne 3aBUCHMOCTH OT TPOJIOKUTEIBHOCTH
npolecca, «KoOpHeBas» QyHKIHS JTaJ0BOTO
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(acrinapoa) v puTMUUYECKOTO (YC)1) KOMIIO-
HEHTOB He MeHsercs. [Ipunnun aca-gapv
JOTIyCKaeT pa3BUTHE OJHOTO KOpHS (aci)
B MAaKOMHOW KoMmosuuuu. B 3Tom pas-
BUTHH HE MOXET OBITh JABYX WIH Ooiee
KopHell. B Tpéx QyHKuusax pasButus ma-
KOMHON KOMITO3UIITMOHHOU (popMBbl aci —
umnyisc (1), paps (IPOU3BOAHOE OT KOP-
HA TOCTPOCHHUE) — JIBHKEHUE (M) U CHOBA
acn — 3aBepiienue (t). B HoBoM kadecTBe
(t) acn HanenéH KagaHCOBOCTBIO: aci, Ha-
XOISIIUMCS B HOBBIX (YHKIIMOHAJIBHBIX
YCIOBHUSIX, NP «BO3BpAILICHUM» K IIEp-
BOHAYAJIbHOMY, YCHJIMBA€T TIIYOMHHOCTH
KOHIIENITa aci-(paps. PazBuTie MakKOMHOM
KOMIIO3HUIIMU oOpeTaeT popmy kpyra. Ma-
KOMHO€ IPOU3BEICHUE BCETIa MOHOIpaMa-
TypruyHO, MOHOOOpa3HO. OHO BO3HUKJIIO U
pa3BHUBAJIOCh BCETrJa B KOHTEKCTE MOHO/IH-
YECKOr0 MBIIUIEHUsI, MakoM KyJIbTUBUPY-
eT MoHO. 1 310 MOHO — aci.

2) VYceron ®aznuaaun [1laxo60B yuens-
eT Oonbllioe BHUMaHUE (PYHKIIUU pazferna
B (Qopme. DTOT acneKT UM TIPEICTaBICH
¢ HeMmeHblIeld KoHKpeTukoil. Ilo ero mHe-
HUIO, 3/eCh JIOTMKa obecrneuynBaeTcs
(YHKIIMOHAILHBIM HAa3HAUCHUEM KaxKI0-
ro 2JIEMEHTa, U OHO JIOCTAaTOYHO OTYETIIU-
BO BBIPAXXEHO B TEPMHUHOJIOTMUA MAKOMA.
B KoHTEKCTE MAKOMHOM MY3bIKH HET U OBITH
HE MOXET CJIy4YallHbIX TEPMHUHOB. 371€Ch
KaXIbld TepMUH (QyHKIHOHAJeH. [eHu-
aJbHOCTh YCTOJIOB-MAacT€pOB M 3HATOKOB
MaKOMHOTO HCKYCCTBa NPOSBWIACH U B
TOM, YTO OHHU JOIYCKaJIH B JIGKCUKOH Ma-
KOMHOW MpPaKTUKHU JIMIIb T€ TEPMHUHBI, KO-
TOpbIE OBLIM MPOCTHI B Ha3BAaHUU, EMKH T10
CYIIIHOCTH M JIETKH B oOpaienuu. Hampu-
Mep, TEPMUH (apcaxuib, KOTOPBIA BCTpe-
yaetcst Tosibko y Daznmunauna Illaxoboga,
3TO «YaCTh CAPXOHA CAKUJIA, PacIonararo-
masicsl mocJjie OCHOBHOM yactu». M nanee
— KpaTKOe TMOsICHEHUE: «... (PyHKIUIO0 003-
2ys B Cakujie BBITIONHIET (hapcakuiby [6,
T. 1, c. 14]. AHanu3 Bcex ACCATH cakuieu
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[ITamvakoMa OOHApPYKHBAET, YTO COCTaB-
HBIE€ pa3ieNbl XOHA, KaK MPaBUJIO, Yepery-
IOTCSl C HEU3MEHHO IOBTOPSIIOLIMMCS I10-
cTpoeHueM, (QyHKIMS KOTOPOTO WASCHTHUYHA
hyHKIMH 06032ye8 B IPYTUX UlybOa MYUKU-
noma. Tak, nBa PyHKIMOHATHHO OJIMHAKO-
BBIX SIBJICHHUS (DOPMOCTPYKTYPHI Ha3BAHBI
B JIBYX CJIy4asix MO-pa3HOMY: 06032y — B O]I-
HOM clly4dae u ¢papcaxuib — B IPyTOM.

CpaBHUTENBHBIA  aHAIA3  TPHUBOIUT
K BBISIBICHHUIO TOTO, YTO 0032yl — PaBHO-
3HAYHBIA XOHA CaMOCTOSITENIbHBIN pazfen
MaKOMHOM KOMIO3uIuu (cxema 5), Torma
KaK ghapcakuib — «JHIIb 4aCTh [pa3psiaka
Mosi. — @. A.] capxona caxunsa» (. A. 1lla-
x000B) (cxema 6).

Cxema 5

XOHa

TN | 7 oaryii

Cxema 6

XOHa

. apcakunb,

Harre oObsicHeHHE B 9TOM ClTydae Clleay-
ouee. B [IlamMakome BcTpedaeTcst TOJIBKO
JIBa BUJA COOTHOIICHUH ycCyis W paslena
(OpPMOCTPYKTYpHI:

— YCynb paBeH pazaeny HOpMsl;

— ycynb MEHBIIIE pa3zesia GOpMBI.

B cnyuae ¢ ¢apcaxunem 310 mpaBmiio
HApYIIAETCS: VCYIb CaKujisi OKa3bIBACTCS
Oombliie pasaena GopMbl — XOHA. ITO HEIO-
MyCTUMOE COOTHOILIEHUE HE TO3BOJISIET JaH-
HBIA pa3zien B caxujie UMEHOBATh 6032)yeM.
A TEepMHUHOJIOTHUYECKOE BBIJICJICHUE JaHHO-
ro nozapaszena 0o0yciIoBICHO ero GyHKIHO-
HAJIBHBIM OTIMYHEM OT XOHA. DTUMOJIOTH-
YeCcKoe ke 3HaueHHe cjoBa (apcakmiib, Ha
HAIIl B3[JIS, — 3TO COKpaIiéHHas gopma ot
gaposapou cakuneb (IOCI. C TaXK. — CHYCK
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caxuns). Takoe TONKOBaHWE JAHHOTO Tep-
MHHA TPaBOMEPHO, MOTOMY YTO JEHCTBU-
TeNbHO hapcaxkuns BCErga IOMEIIAETCs
B 3aKJIIOYUTEIILHON YaCTU CAPXOHA CAKUIAL.
W, BO-BTOpBIX, KaKk H3BECTHO, 3aKJIFOUYH-
TeNbHBIE Pa3leibl uybba MAKoMos, Kak U
MPOU3BEACHUMN TPAAULIIMOHHON TAPKUKCKON
MY3bIKA BOOOIIE, UMEHYIOTCSI TEPMUHOM
Gaposapo (¢pyposapo, pypomao)'.

3) MHorooOpa3ue KOMITO3UIIMOHHBIX
pemieHnii B opMe-TaHHOCTH JEMOHCTPH-
pyeTcsa TBopYyecTBOM camoro Ycroga dasz-
muanuua [llaxo6oBa. SBasisice aBTOpOM
Ta/HPKUKCKOTO HOTHOTO W3/IaHUSI U aBTOPOM
Tpakrara 1o [llaimvakomy, OH TpakTUYECKU
MOKA3bIBAET pPa3IMYHbIe KOMITIO3UIIMOHHBIC
pelIeHns OJHOTO M TOTO K€ MaKOMHOIO
npousBeacHus ' >. ToNKOBaHME WM MHOTHX
MaKOMHBIX TPOU3BEACHUA B JBYX CiydYa-
X pa3nudHo. He cBHIETENhCTBYET JIM 3TO
0 TOM, YTO MaKOMHUCT-MY3bIKaHT TIPE/ICTAB-
JSIeT CBOE KOMIIO3UIIMOHHOE PEIICHHE B 3a-
BUCHUMOCTH OT CBOETO COCTOSIHU A ?

Komnozunnonnyto ¢opMy MakOMHOTO
npousBeaeHus Ycron Paznupaun [laxo-
OOB JIEIUT HA CTPYKTYPHBIC EAMHUIIBI XA
Y COOTHOCHUT KaXKJbIA MEIOAUYECCKHUIN xam
C OCHOBHOU CTPYKTYPHOM €IUHULIEH Ta3EIU
— oaum. Harmpumep, B «Capax6opu by3pyx»
Ha razesib AHBapU OJHUM M3 MPEJCTABIICH-
HBIX UM BapUaHTOB-TOJIKOBAHUMN SIBIISETCS
cleyrolee:

Capxam — niepBbwId Oatim;

Muénxam — BTOpO# Oatim;

boseyii nepewiii — TpeTuit 6avim;

U3 V330na — ueTBEPTHIN Oaiim, niepBas
mucpaw (CTpoUKa);

U3 YVwwoka — crnenyromas mMucpan;

Myxaiiap — naTeIid Oaum;

Ayoorc Myxaiisipa — mectou datim, nep-
Basi MUCPAY;

Cynopuw Myxaiiapa — cnenywoomas mu-
cpaw;

boszeyii smopoii — cenpmoit 6aiim [6, 1. 1,

c. 16-17].
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Orta dopma OOBSICHEHHS KOMITO3HIIU-
OHHBIX pEIICHUI ObUTa XapakTepHa s
YCTHOM METOAMKH, KOT/Ja MeBEl-MaKOMUCT
3allOMUHAJI MEJOJIMU Mo OalTaMm raseinu.
Komnosunnonnoe pemenne B [lammako-
M€ — 3TO T0JI€ TBOPYECKOTO BBIPAKECHUS
MaKOMHCTa-MeBla. [J1aBHOE MacTepcTBO
aBTOpa-MeBla CBSI3aHO C YMEHHUEM Iie-
penatb TOHYAMIINE JaJ0Bble MEPEXObI,
KpacOYHbI€ JIaJIOBbI€ HIOAHCHI TIPU YCTOM-
qyuBOM Oaszuce acinapoa. B Bompoce na-
noB-MakoMoB Ycron @aznuaaud [1laxo60B
MPUBOJUT TEPMUHBI U 00OPOTHI, KOTOPHIE
TaK U OCTAJIHUCh TOJBKO UM HMCIOJb30BaH-
HbIMU. HaBepHsKa 3TO CBSI3aHO C T€M, UTO
€ro YpOBHS 3HAHUU B BOIIPOCE Jiala-MaKo-
Ma JI0 CHX MOp HHUKTO HE JIOCTUT. Y HEro
BCTpPEUAETCAd Hapsay C TPaaullMOHHOM,
TaKXe WHas, JUIIh eMy mpucymas Gopma
o0o03HavYeHus 1ajioB — Yuuokpane (A0C.
C TaJK. — MOXOXUH Ha Ywuox), Hasoan-
oax (OCI. C TaJlK. — UyTh-4yTh OT Haso),
a3 V3zon (u3 V33ona), az Myxaiiap (u3 My-
xausapa)» v T. 1.

Hapsiny ¢ o0mien3BecTHbIMU, OH MpHU-
BOJMT T€ JIaJibl, Ha3BaHUS KOTOPHIX BCTpe-
YalTCs JUllb Yy Hero — Xopopawne, Yop-
eox-Myxaiisp u nip. [lomo6Hast MOOUIBHOCTH
MO/IX0/1a K JJalaM-MaKOMaM CBHJIETEIIbCTBY-
€T 0 HAJIMYUU BBICOKOTO YPOBHSI MAKOMHOTO
MBIIUICHHS, YTO MO3BOJISIET HCIIOJIb30BaTh
JaJbI-MaKOMbI HE TOJIbKO B BHJE JaHHO-
CTeil, a mpolleccyaibHO: B MX Pa3BUTHH,
BapHaHTax, (pparMeHTax B 3aBUCUMOCTH OT
KOMITO3ULIIMOHHBIX (yHKIMH. [Ipyu 3TOM OH
TOBOPHUT O Pa3IMYUU MEKIY STUMH BUOU3-
MEHEHUSIMH, KaK, HallpuMep, MexXIy Y3301,
a3 ¥33on, ¥33onpane, anoake as Y3301 u ap.
[Ipu yacTUYHOM BBEACHHH JIa1a-MaKOMa OH
COXpPaHSIET TaK Ha3bIBAEMbIN «XapaKTEPHbIN
ITPUX)» TOTO WM UHOTO J1a/1a-MaKoMa, BbI-
pPaKEHHOTO, KaK MPaBUJIO, B BUAEC MOTHBA'®,
«IIpeBparieHre» KOHKPETHOTO JIMKa Jaja
B CBS3YIOLIUWA 3JEMEHT APYruX JBYX Jia-
JIOB OCYIIECTBIISIETCS] UCTIOJIb30BAHUEM €TI0
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(parMeHTa MM HECKOJIbKO W3MEHEHHOI'o
BapuaHTa. B npusoauMoMm orpeiBke «Tai-
kuH4Yau Amanu By3pyk» (BokaibHOIO mpo-
U3BEICHNs) MPEKPACHO COOTHECEHBI pa3-
JIMYHBIE JIMKU OZHOTO U TOTO XK€ Jana ¥33oi,
B PAa3BUTHE KOTOPOTO MAaCTEPCKH BBEAEH
nepenuB daaa Myxaiiap (mpumep Ne 1).

IIpumep Ne 1 Tankunuan Amanu by3pyk
V. 1. A3Ysson
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Hapsiny ¢ nagammu-makomamu, OH KOH-
KpeTH3UpyeT (PyHKIIMOHATIHHO M KOMIIO3H-
IIUOHHBIC CAWHUIBI. TEPMHUHOIOTHUYECKU
NOJOOHBIN aKT OPOKIAAET CEMENCTBO TEP-
MUHOB, Hampumep, 6o3eyii, B 3aBUCUMOCTH
OT €r0 MECTOPACIIONIOKEHUSI M BBITIOTHSIC-
Mol (yHKIMH, 0003Ha4YaeTcs Kak 6o32yu
assan (C TaJK. — MEPBBIA 003TYH), 6032yU
oyrom (BTOpoi 003ryii), 6bo32yu oxupur (Io-
cienHuit 603ryit), 6o32yu dap oynacpa (60-
3ryii B ayHacpe)'’.

B momoOHBIX mpuMepax, Kacarouuxcs
KOMIO3UIIMOHHBIX U JIAJIOBBIX ACHEKTOB,
NPOTNIABIBACTCS MOOWIIbHAS  TIEPEMEH-
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HOCTh (DYHKIIMI pa3fienoB U (pyHKIHOHAb-
HBIX COOTHOILICHUHN 3JIEMEHTOB MAaKOMHOW
KOMMO3UIIUOHHON (OPMBI: haps BBHITION-
HSIET 1O OTHONICHUIO K aci ABE (PYHKIIHMH
— ¥ nojgobus, u ooHosieHud. Ilogoous He
M3MEHSIOT KOPHIO (act) B CBOEM pa3BUTHH,
HAa00OpPOT, OHU YKPEIUIAIOT €ro MO3UIUI0
(kaK KOpHS), MOKa3bIBasi €ro MHOTOTPaH-
HOCTh. Tak, ¢haps» MO OTHOUIEHUIO K acl
BBICTYIIA€T B KaueCTBE M YMOMOOJICHUS, U
oOHoBneHus. Takoe coBmerieHue QyHKIUN
B MakoMe SIBJsieTCS MOCTOSHHBIM. Cremo-
BaTeNbHO, ACI-Paps yKe COACPKUT B cede
MPOLIECCYAIbHOCTh Pa3BUTHSL: ac/l (KOPEHb)
BCET/Ia TOPOXKJIAET CBOM «OTBETBICHUS
— ¢hapv, 4eM JEMOHCTPUPYET CBOE ObITHE
B NOCTOSHHOM aBmxeHuu. Ycron Illaxo-
O00OB BecbMa OTYETIUBO ITOKA3BIBAET OTO
MOCTOSTHHOE JIBM)KCHHE, HAJTUYECTBYIOIIEE
B MaKOMHON KOMITO3UIIMOHHOU (opme,
noquépkuBas e€ (pyHKIMOHATIHLHO-TIPOIIEC-
CYaJIbHYIO CYITHOCTb.

[TosiBneHrne nepBUYHON Jaa0-MEI0IU-
YECKOM JTaHHOCTH B PAa3IMYHBIX MPOIEC-
cax CTAHOBJICHMS MAaKOMHON KOMITO3HUIIMH
CONPSHKEHO C BBIMOJIHEHUEM KOHKPETHOM
npamaryprudeckoit pynkuuu. IlomoOHOE
TOJIKOBAHUE JIa/Ia-MaKOMa ¥ KOMIIO3UIIMOH-
HOI €IMHULIBI BCTPEYAETCsl TOJIBKO Y YCTO-
na Illaxo6oBa.

Ot HAOMIOJEHUS TO3BOJISIIOT ClENaTh
BBIBOJI 0 ToM, uTo Ycron dazmuaaun Illa-
X000B paccMarprMBaeT MaKOMHYIO KOMIIO-
3UIMI0O KaK OTKPBITYIO JaHHOCTh, KOTO-
pasi MOXXET UMETh Pa3INYHbIC TOJIKOBaHUS
CBOMX KAaHOHOB B paMKax YAMBUTEIbHO
3CTETUYHOU JIOTUKHU. PykoBONICTBYSICH op-
MOW-TIPUHIIMIIOM,  HCCJIENOBATENIb  JAET
MpEeKpacHble BapuUaHThl (HOPM-TAaHHOCTEH.
N 3T0 BO3MOXHO JIMIIIb HA YPOBHE pa3BU-
TOW TTyOMHHOCTH MaKOMHOIO MBILIICHHS.
NMeHHO 53TO KyJIbTUBUPYET YHUBEpCallb-
HBII METOH MaKOMHOU KOMITO3UIIMOHHOM
dbopmbl — acr-ghapv. Peanuzanuioo cTonb
TUOKOTO OMEPUPOBAHUS METOIOM aACi-Paps
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Ha YPOBHE JIaJIOB-MaKOMOB U Ha Pa3JIMYHbIX
MacCIITaOHBIX KOMIO3UITMOHHBIX YPOBHSIX
u aemoHctpupyet Ycron Daznunnun Illa-
x000B. HeT comHeHus1, 4TO Hay4dHO-TEOpe-
TUYECKUE B3MNISAJbI U TMPAKTUUYECKHE pa3-
pabotrku Ycroma dazmmpmuna Illaxobosa
CBITPAlOT OCHOBOIOJIATAIOUIYI0 POJIb B BO3-
POXKJICHUM MAKOMHOTO MBIIUICHHUSI Ha CO-
BPEMEHHOM JTare.

Nrak, MakoMHO€ MBIIUIEHUE TIpel-
roJlaraeT aJeKBaTHbIe (DOPMBI Pa3BUTHSL.
N makoMHas KOMIO3UIKSA, KaK TUIOA 3TO-
ro MBIIUIEHUS, JOJDKHA PaccMaTpUBaThCs
B KOHTEKCTE CBOMX TPAIULIUNA, MMOCKOIbKY
OHa MOTJIa BOBHUKHYTh M pPa3BUBATHCS HE
Ha PBIXJIBIX, HEOOJYMaHHBIX pEUICHUSX,
a Ha CTPOWHOM, NPOAYMaHHOW BEKAMU JIOTH-
KE& MaKOMHOTO MbIlIeHUs. be3 coxpaneHus
9TOM JIOTMKW MCKOHHBIX TPaJuLUi Makoma
HEBO3MOXXHO €ro JaJIbHEHIIee COBEPILICH-
CTBOBaHHE (B 00JaCTH HCIIOJIHUTEIHCTBA H
COYMHHUTENbCTBA). Ha Ham B3misan, WMeH-
HO 00 3TOM cKa3aj Ham, MOTOMKaM, YCTOJ
Dazaupaun 111axo00B, Korga B CIOKHOM
UJICOJIOTUYECKOW OOCTAaHOBKE COBETCKOM
3MOXH, OyAy4yd B MPOILJIOM CHIHOM IpH-
JIBOPHOTO MOATA U MyJiappuca, He To0osIcs
B MCKOHHBIX «JIOPEBOJIFOIIMOHHBIX» TPaIu-
UAX HaANUCaTh T€HHAJIbHBIA TPAKTaT IO
[lammakomy'®.

CeronHst TpyIHO OIHO3HAYHO OMpEJe-
auTh Oynmymuit myTh pa3Butus Llammvaxo-
Ma. B XX Beke ero tekct ObUl HOTHPOBaH,
TEM CaMbIM OH OKAa3aJCs MNEPEHECEHHBIM
B JIOHO IHCBMEHHOM Tpamuuuu. Bmecte

2019,2

C TEM BpeMsl MOKa3bIBAET, YTO Y MYy3bIKaH-
Ta-MaKOMHCTa HE BBIPAOOTAIOCH aJIeKBaT-
HOE OTHOIIIEHHE K HOTHOMY TeKCTy. M Ha-
BEpHSAKA 3TO HE CIYUYHUTCS U 4epe3 MHOTUE
rozael. [IpuunH 31eck HecKoIbKo. [IpuBeném
HEKOTOPBIE U3 HUX:

— HUCTOJHEHNE TEKCTA M0 3aIUCH ITPOTH-
Bopeuurt npupoje [lammakoma;

— ¢enomen Illammakoma — eauHoe Cy-
IIECTBOBAHUE HCIOJHUTEIBCKOTO HCKYC-
CTBa U COUMHUTEIIbCKOTIO;

— MY3BIKAaHT-MaKOMUCT He CchopMHpY-
€TCsl, €CJIM HE OBJIAJICET 0COOBIM 3HAHUEM,
CIIOCOOHBIM TTOPOXKJATh PA3IMYHbBIE TOJIKO-
BaHMS U CTHJIM UCTIOJTHEHUS,

— HeoOxomuMa ocobas ¢opma oOyde-
HUS;

— IllammmakoM OXBaThIBAET HE TOJIBKO
chepy My3bIKH (XOTSI OHA W TJIaBHAs), HO U
npyrue cdepsl (1M0I3UI0, STUKY, ICTETHUKY,
bunocoduro, MaTeMaTuky, MCUXOJIOTUIO U
MHOTO€ JIpyroe), cie/10BaTebHO, My3bIKaH-
TYy-MaKOMHCTY HE0O0XOauMO OBbITh CBEIY-
UM B HHX.

[lepeuncnenHoe numb BKyne chopMu-
pyeT TOT HEOOXOAMMBIA THUI MY3bIKAHTA,
KOTOpBIN Oy/leT HajeIéH MAaKOMHBIM MBIIII-
JeHreM. Bo3poxkaeHrne MakOMHOTO MBbIII-
JIEHHWsS Ha COBPEMEHHOM JTale, XOTS U He
MOJJpa3yMeBaeT OYEpeNHyl0 TpaHchopMma-
U0 TTMCbMEHHOM TpaJuIlMi CHOBA B YCT-
HYI0, TEM HE MeHee, TpeOyeT coOIoneHus
BCEX OHTOJOTMYECKUX CBOMCTB TAKOTO Ipe-
KpPacHOTO SIBJIEHUS, KaK MAKOM.

< TIPUMEYAHUA <>

! IIog TCPMHUHOM «COBPCMCHHOC MAKOMO-
BEJICHHE» B JAHHOM CTaThe IoApasyMeBacTCA
HCCIICJOBAHHUEC MaKOMa, I_HaIJ_IMaKOMa, AKTHUBU-
3UpOBABHICECA MPECUMYIICCTBCHHO CO BTOpOI>'I
IIOJIOBUHBI ITPOIIJIIOTO CTOJICTUA.
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2 B maHHO# CTaThe BOMPOC MAKOMHOM KOM-
o3uIMK Kacaercs Tonbko [lammakoma, HO He
Apyrux GopM Makomara.

3 Cwm.: Azusu @. A. Xapakrep TBOPYECKOTO
nporiecca: npuHuun aci-gaps [2, c. 220-239].
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4 Cm.: Asusu ©. Baé3 (yuurenbckas Te-
TpaJb) U €ro poyib B mpouecce oOyueHus [2,
c. 146-172].

> UsBectHble ompenenenuss b. Acadbesa,
B. bo6posckoro.

¢ B mporecce 3BOIOIIH UCKYCCTBO CKPbI-
TOU TeopuH (napoa) MOCTENIEHHO MPEeBpaIaeT-
Csl B UICKYCCTBO COCTOSIHUS (MaKom).

" BrnepBble Tajpkukckuii [llamvakom ObLT
3anucad B 1924 romy OT Ta[KUMKCKHUX MAako-
MuUCTOB, YctazoB bo6o [[xamnona Hocupsona,
Mup3o ['néca AGnyranuzona u Mupzo Hazpya-
10 B Byxapckoii HaponHOM pecnyOiauKe U HO-
tupoBaH B. A. YcnenckuMm. B coserckom Tan-
xukucrane [lammakoM 3anuchIBajICcs caMUMU
Hocutensamu [llammakoma, mpencraBUTENsIMU
Kiaccuueckoit mikons! [lammakoma, TamKuk-
ckumMu Makomuctamu boGokynom daiizymoe-
BbIM, [lloxHazapom CoxuboBbiM 1 Dazauam-
HoM [Ilaxo00BbIM B KoHIlE 1940-x u B 1950-x
rojax, B MATH TOMax U3gaH B MockBe (CM. npu-
Mmed. 15).

8 O TpagMUIMOHHOW IIKOJIE MaKOMOB
yemoo-uio2upo cM. noapoOHee: [2, ¢. 116—-172].

® OTHOILCHUE K SIBJICHHIO «(pHUKCAIUU Ka-
HOHOB B TOJIOBE» O0O3HAYaeTCsi B MY3BIKOBE-
JEHUM [10-pa3HOMY, B YAaCTHOCTH, OIIpEIelIe-
HUEeM — manoypHoe mviuinenue [1]. Ho xuas
IIPAKTHKa HE ONpaBAbIBAET 3TO. M3BeCTHO, 4TO
HEKOTOPBIE BBIAAIOIINECS T1E€BLIBI-MAKOMMCTHI
HE UIpajd Ha MEJIOJUYECKUX MY3BIKAJIBHBIX
MHCTPYMEHTAX, HO WUIPaJd Ha YIapHOM HH-
cTpymMeHTe — goipe. K TakuM Makomucram
OTHOCHUTCSl (aBTOpY CTaTbU 3TO M3BECTHO IO
COBMECTHOM paboTe) BBbIJAIOMIASACA TMEBUIA
[HMammakoma, HaponHas apTucTKa Tamku-
kuctana bapno HcxakxoBa (1927-2002); mon
JIOMpy TeJl 3HAMEHUTBIA TEHOP-MaKoMUCT Jlo-
mymio Xanum Moomos (1878-1940) [3, c. 84].
Ha nam B3misia, Hambosee TOYHO mnepenacrt
KOHLIENITYaJIbHYO0 CYIHOCTb JAHHOT'O SIBJICHUS
TEPMUH MAKOMHOE MblullieHue, OXBATbIBAOILNN
IIPUHLINAI MAKOMHOCTU. CeroHs B TaJPKUKCKON
TPaJMLINOHHON MY3bIKE MAKOMHBIM MBIILIICHH-
eM o0J1aaroT, Hapsity ¢ ucnonuutensmu [am-
MakoMa M TaJPKUKCKHX JIOKAJIBHBIX MaKOMOB,
TaKXe WCIOJIHUTENN U IPYyTrux (Gopm TaKuK-
ckoro makomara — @anaka nu danaka-Manxuu.
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JIaHHBIM MBICIUTEIIBHBIM KOHILIENT OOECICUH-
BaeTCs HE MPUKIIAIHBIM IPEJHA3HAUEHUEM MY-
3BIKQJIBHOTO (ITycTh Jlaxke OazoBoro!) MHCTpY-
MEHTa, a 00s13aTeIbHBIM NPeObIBAHUEM BHYTPHU
Tpaauuuu Makoma. Tak kak MIMEHHO MOCIEIHES
NPUBOIUT K IMO3HAHHUIO TIIYOWHHOTrO 3HAHUSA
napoa/maxoma.

"B oroit curyanuu Illammakom  ObuT
OTOJBUHYT B PAHT «MY3€HHOIO 3KCIIOHATa», KO-
TOPBII MOICKUT COXPAHEHUIO 0€3 N3MEHEHUIN.
ITono6Hoe onpenenenue 1ano NoBoA AMEPUKaH-
cKkoMy My3blkoBeny Teomopy JleBuHy HazBath
[Mammvakom «frozen music» [10, p. 45-51].

" @azmunaun [11axo00B — oUH U3 TEX He-
3aypsAAHBIX JIMYHOCTEH CBOETO BPEMEHU, KOMY
yAAJIOCh MOJIyYUTh Kak TpaJuIMOHHOE 00pa-
30BaHue B Kiaccudeckor mkone Illammakoma
B byxape, Tak u akagemuuyeckoe o0pazoBaHHE
B MOCKOBCKOW TOCYIapCTBEHHOM KOHCEPBATO-
pun yxe k koHiy 1940-x ronos.

2B ero Hay4HO-TCOPETUYCCKOM HACIICAUH
(6onee 1000 cTpaHuUI] PYKOIMCHOTO TEKCTA)
€CTECTBEHHBIM  00pa3oM  IPOIVISIBIBAIOTCS
0COOEHHOCTU BCECTOPOHHETO ONEeCTSIIEro 00-
pazoBaHus. Emy nDpHHaLIeKUT €IUHCTBEH-
HbI Tpakrar no lllammakoMy, HanMCaHHBIN
B COBETCKO€ BpeMs, U3IAHHBIN YXKE JIBaXKIbl:
[IEPBOE U3JJaHUE OCYILECTBIEHO B paMKax IIpo-
ekta FOHECKO B 2007 romy (Illaxo6os ®.
baézu Hlammakom. dymande: CUOMT, 2007.
288 c.), Bropoe — B uectb 100-metus aBTOpa
B 2011 romy, B 3-x Tomax [6]. Kommnozuropy
@. Ilaxo60By (B COaBTOPCTBE) MPUHAMICHKUT
Takxke u cuMpoHnueckas mosma «Cerox».

13 Tepmunbl acinapoa (¢ TaK. — OCHOBHOL
nao) u gapwvnapoa (¢ TaaXK. — NPOU3BOOHbI
71a0) BBOJATCS HAaMH C ONOPOW Ha aHAJIOTH4-
Hble TepMuHBI Yerona Paznuanuna lllaxo6osa,
IIPUBOAMMBIE UM BO MHOXXECTBEHHOM 4YHCIIE
B BUJIE napoaxou aciu U napoaxou ¢ypyvu.

“Tlo Bcell BEpOSITHOCTH, HE3HAHHEM Tall-
KMKCKOI'O s13bIKa OOYCIJIOBJIEHO OIIMOOYHOE Iie-
penmeHoBanue B. A. Yenenckum u B. M. bensie-
BBIM 3TOTO TEpMHUHA Ha «y(apcakuiby. JlaHHbIN
TEepMHH oOpalaet Ha ce0st BHUMaHHe CBOEi He-
cocrosTenbHOCThIO B [lammaxome [2, c. 74].

' Bo Bropom m3manuu Tpakrara @. Illa-
x000Ba [6] 3TH MHOTOYHCIIEHHBIC Pa3IHUUs
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yKa3aHbl B KOMMEHTapHsIX pelakTopa — aBTO-
pa HacToslIel cTaThM: Ienecoodpa3zHo ObLIO
pojienarb CpPaBHUTEIbHO-COMOCTABUTENIbHBIN
aHanu3 nepBoi (hyHJaMEeHTalIbHON HOTHOH 3a-
nucu [llammvakoma (Illammakom: B 5 T. / cocT.
b. ®aiizynnoes, 1. Coxubos, @. [laxo60B;
nop pea. B. bensesa. M.: Mysrus, 1950-1967),
OCYIIECTBIEHHON camuMu 3Hatokamu [lanma-
KOMa, OJJHUM M3 aBTOPOB KOTOPOro ObuLT YCTOX
[Ilax060B, C TaHHBIMHU TpaKTaTa W ayaHO3aIu-
camu ¢onga Tamkukckoro paauno u TB, Tak-
K€ Npou3BeIEHHBIMU YcTonoM daznuaauHom
[I1ax060BbIM.

6 MysbikoBen A. JlaHueny Ha3bIBaeT 3TO
B MHJUNCKOMN pare «KpUTHUYECKUM MOMEHTOM).

7 AHaNOTHYHBIM 00pa3oM OH MOJIBb3YeTCs
U JIPyTMMH KOMIIO3UI[MOHHBIMH TEPMUHAMH,
HanpuMmep TepMHH Muénuxam (C TalxX. — cpe-
OUHHAsA CMPOKA) y HErO BCTPEYAeTCsl KaK Mu-
éHxamu aesan (MEPBBI MUEHXAT), MUEHXAM
oap oynacpa (MUEHXAT B lyHacpe), Muéuxamu
oyiom (BTOpOil MUEHXAT) U Jp.

'8 OTpaHo, YTO MOCIETHUE HOTHBIC TyOIH-
kauuu [lammakoma [7; 9], ocyiecTBiEéHHbIE
nocie BbIXoJa Tpakrara Ycrona dazmuaauHa
[ITaxo0oBa kak B Ta/KMKHCTaHe, TaK U 32 €ro
npezenamMHu, OCHOBAHbI HA METOZE TOJKOBAHUS
BeIUKoro Ycroza. B stux uspanusax Illamma-
KOM HOTHpOBaH, kak y ®aznunauna [llaxo6oBa
— C yKa3aHHEeM KOMIO3MLIMOHHBIX Pa3ZeloB.
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O CMbICAOBBIX CTPYKTYpax MY3blKaAbHOIO TeKCTa
B TemaTusme chopTenmMaHHbIX NMPOU3BEAECHUIA

My3bIKanbHBI TeMaTu3M (POpTENHaHHBIX COYMHEHHUN pPa3HBIX CTUJIEH HeoOblYaiiHO Oorar
u MHorooOpaseH. BuemHue ero mpusHaku ¢ukcupyrorcs B daktype. OJHAKO Yy UCHOTHHUTEIS,
YMEIOIIETO pa3fiu4yaTh CMBICIOBbIE CTPYKTYphl B TeKcTe, Bcerma OyleT BO3MOXKHOCTh
rUOKOTO OMEpPUPOBAHUS MMM M CO3/aHHS Ha OCHOBE BBISIBICHHBIX 3HAKOBBIX (OPMYJ SPKOTO
WCIIOTHUTENIbCKOTO TIJIaHAa MY3BIKaJIbHOTO Mpou3BeAeHus. PacmuppoBaHHble B KOHTEKCTE
MPAKTUYECKON CEMaHTHKH CMBICIOBBIE CTPYKTYPbl MY3bIKQIbHOTO TEKCTA MOTYT OBbITh
CKOMOMHHMPOBAaHbl B HCIIOJHUTENbCKUI CIEHAapUi M BOIUIOIIEHBI B MPOIECCE HWHTEPIpEeTaruu
KOHKPETHOTo cournHeHus. OCcTpoe UCHOIHHUTEIhCKOE pearnpoBaHHe, MTHOBEHHAs MEpecTpoiika
UTPOBOTO anmapara U UCIIOTHUTEIbCKUX PETYASTOPOB CMBICIIA — TeMIIa, AUHAMUKH, apTUKYIISALIUH,
arorvKH U, B 11€JIOM, THTOHUPOBAHUS, — BCE 3TO BOZMOXKHO YCOBEPILICHCTBOBATh M aKTYaTM3UPOBATh
MPU KCIIOJNIb30BAHUU COBPEMEHHBIX METOJOB pabOThl C My3bIKalIbHBIM TEKCTOM. llpu3Haku
cMbICTIOBOM nuddepeHman M JAeTadu3alud BHYTPH aBTOPCKOTO TEKCTa — CIOXKETHBIE
MpPOrpaMMbl, Tearpaiu3anus (OpPTENUaHHOTO 3BYyYaHUS, MY3bIKaJbHBIC TUATOTH, COJbHbBIC
HMMITPOBU3AIIMOHHBIE 1 aHCAMOJIEBbI€ BBICKA3bIBAHUS — OMPENEIEHHBIM 00pa3oM 3a(hUKCHPOBAHbI
B 3HAKOBBIX CTPYKTYpaX MY3bIKaJbHOTO TEKCTa U MOTYT ObITh BOCHPUHSATHI M TPOUHTOHHUPOBAHBI
HCTIOTHUTEIIEM.
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About the Semantic Structures of the Musical Text
in the Thematicism of Piano Compositions

The musical thematicism of piano compositions of various styles is uncommonly rich and
diverse. Outwardly its features are fixated in the score. However, the performer who is able to
discern the semantic structures in the musical text will always have the opportunity of supple
operation of them and creation of a bright performing plan of a musical composition on the basis
of the revealed signature forms. Deciphered in the context of practical semantics, the semantic
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structures of a musical text may be combined into the performer’s scenario and manifested
during the process of interpretation of a concrete composition. The acute reaction on the part
of the performer, the instant restructuring of the playing apparatus and performance regulators
of meaning — tempo, dynamics, articulation, agogics, and, altogether, intonation — all of this is
possible to perfect and actualize with the aid of contemporary methods of work on the musical
text. Characteristics of semantic differentiation and detailization within the authorial text —
narrative programs, the theatralization of piano sound, musical dialogues, solo improvisational
and ensemble musical statements — are fixated in a particular way in signature structures of the
musical text and may be perceived and intoned by the performer.

Keywords: musical text, semantic structures, plot-related situational signs, musical dialogues,
intonational formulas, semantic figures, performance scenario.

For citation: Gordeyeva Elena V. About the Semantic Structures of the Musical Text in the
Thematicism of Piano Compositions. Problemy muzykal'noj nauki/Music Scholarship. 2019.
No. 2, pp. 76-86. (In Russ.) DOI: 17674/1997-0854.2019.2.076-086.

JTHUM U3 aKTyaJIbHbIX M JIEUCTBEH-  3BIKAJIBHOTO TEKCTA Yepe3 I0Ka3 CMBICIIO-
HBIX MEXaHW3MOB TBOPYECKOW pa-  BbIX CTPYKTYP U BBISIBJICHUE UX CEMaHTUKU
00THI MY3BIKAHTA-UCIIOIHUTENS ~ Ha IPUMeEpe KIABUPHBIX M (GOpPTENUaHHBIX
CTAHOBUTCS B IMOCJEAHEE BpPEMsI METOA  IPOU3BENECHMI PAa3HBIX 310X U CTHIIEH.
IIPAKTUYECKOM ceMaHTUKA. OCHOBaHHBIN Jlnst 6onee TOYHOM CTUIIEBOW M apTH-
Ha BJAYMYUBOM TBOPYECKOM IIPOHMKHO-  KYJSIHUOHHOM OPUEHTUPOBKM B HCIOJ-
BEHUU B TIIyOMHBI MY3BIKAIBHOTO TEKCTa HHUTEIbCKON pabore ¢ (opTrenuaHHbIMU
U €r0 CMBICIIOBOM JeTallu3ali, STOT Me-  MPOU3BEACHUSIMU MOTYT OKa3aThCs IOJIE3-
TOJ] CIOCOOEH YCOBEPIIEHCTBOBATh U CKO-  HBIMU IPUHIUIIBI U IPUEMBI IPAKTUYECKON
OpJMHUPOBATh AHAJIUTHUYECKWE HABBIKM M  CEMAHTUKH, HAIPaBJICHHbIE HAa aKTHUBH3a-
UCIIOJIHUTENIFCKOE MAaCTepCTBO MY3bIKaH- MO IOMCKA M PaclIO3HAaBaHUS CMBICIOBBIX
ta. [Ipu 3TOM BHUMaHUE MCIIOJHUTENS aK-  CTPYKTYp My3blIKajbHOTO TekcTa. [lonpo0-
LHEHTUpYyeTCd Ha (PAKTUYECKHX MY3bIKajlb-  HbIE IPAKTUYECKUE PEKOMEHIALMN MBI MO-
HO-TEKCTOBBIX CTPYKTypax, a 0a3a 3HaHMM  KeM MOYEeprHYTh U3 pazpabotok Jlabopa-
U NPaKTUYECKUX YMEHUN HAMpaBiseT MO- TOPHUM MY3bIKaJbHOW CEMAaHTHKH [6; 7; §;
crenyomue aeicTeus, Oyap To Bepbansnas  10; 11].
MHTEPIpETalysl — KOMMEHTAPUN NPOU3Be- B nccnenoBanusix, MOCBAUIEHHBIX TEO-
JI€HUs, WIA UCIIOJIHUTEIBCKAS peaau3alysl PUU MY3BIKAIBHOIO TEKCTA, OIPEIEIICHBI
— AKyCTHMYECKOE BOIUIOLIEHUE AaBTOPCKOIO  KOHKPETHBIE CMBICIOBBIE KOMIIOHEHTBI.
3ambIcia. BrisiBieHME MHOKECTBEHHBIX CMBICIIO-
Heob6xomquMocTh CTPYKTYpHOTO aHa-  BBIX CTPYKTYP MY3BIKAJIBHOTO TEKCTa 00-
JU3a M NEpPeCTPOMKH HCIOJHUTENBCKOTO  YCJIOBJIEHO YHHMBEPCAJIbHBIM CBOMCTBOM
BHUMAaHUS Ha BBISABICHUE CMBICIOBBIX JIe- U IOHATHEM NOJUCTpyKTypHOCTH. [lox
Tajled My3bIKAJIBHOTO TEKCTAa OKa3blBA€T-  IMOJMCTPYKTYPHOCTBIO CIIEIyEeT MOHMMATh
csl, IO CYTH, TPOOJIEMOI B3aUMOCBSI3H My-  «IOJIU(OHUIO CMBICIOB», KOTOpas rpadu-
3bIKAJIbHOM TEOpPUM WM NpaKTUKHU. JlaHHAs  YECKHM OTpa)Xaercsi B «COLEPKATEIbHOMN
CTaThs COCPENOTOYEHA Ha HUJEE CMBICIO- MMapTUTYpPE» COUYMHEHHUS: CHOKETHO-CHUTYya-
BOI mu¢epeHmanum u JeTaau3auud My-  THUBHBIX 3HaKax, CEMaHTHYECKUX (Urypax,
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WHTOHAIIMOHHO-JIEKCUYECKUX U OpHa-
MEHTAJIbHBIX CTPYKTYypax, aKyCTHYECKUX
3HaKax-o0pazax MY3bIKAJIbHBIX HWHCTPY-
MEHTOB, TPaMMaTUYECKHUX MOJIEIISIX BEPTH-
KaJIbHBIX U TOPU30HTAIBHBIX JUANIOTOB [2;
3;5; 11].

Paccmotrpum mnpuMepbl KIaBUPHBIX U
¢dopTennanHbIX 00pa3I0B COUMHEHUH pa3-
HBIX CTHJIEH C LIETBI0 Pa300paThCs B CMbIC-
JIOBBIX CTPYKTYpax U UX CEMaHTHUKE.

KoHCcTpyKkTHBHOW OCHOBOI MHOTHX 0a-
POYHBIX OMYCOB SABJISIETCS CIOKETHO-CHUTY-
aTUBHBIN 3HAK FOPU30HTAIBHOIO JUaJiora
solo-tutti. CTpyKTypa concerto grosso ¢ u3-
BECTHBIM MOOYEPEIHBIM pacIpeeieHueEM
NapTUN-PEIUINK COJIBHOIO MHCTPYMEHTA U
OpKecTpa futti npeJiCTaBjIeHa B MEIJIEHHON
yactu Konuepra ans kinasupa cogio F dur
BVW 978 U. C. baxa (nipumep Ne 1). Ot
KJIABUPHBIE TPOU3BEACHUS MPUMEYaTEb-
HBI TeM, 4YTO OyKBaJIbHO 3aWMCTBOBAHBI
M3 CKPUIMMMYHBIX KOHIIEPTOB UTATBIHCKOTO
mactepa A. BuBanbau u TpaHCKpUOUpPOBa-
ubl U. C. baxom mis knaBupa. [lepen namu
— CTPYKTypHasi MOJEIb TOPHU30HTAIBHO-
ro Juanora, CyTb KOTOPOTO 3aKJIOYaeTcs
B BOCIIPOM3BEICHUU aKyCTHUYECKHUX 00-
pa30B OpPKECTPOBBIX 3By4daHuiu. ['opu3oHn-
TallbHasg MOJEJb IOCTPOEHA C Y4YacTHEM
BEPTUKAJIBHOTO JAWajora B COJBHOW pe-
IJIMKE, CONMPOBOXKAAEMOUN basso continuo
(4€THBIC TAKThHI), C BKIIOUEHUEM B 3aBEp-
MIAIONIEM TMOCTPOEHUM  Jualiora-aysTa
«aHcaMOJIsl COJTUCTOBY.

Jnanmoruyeckas CTpPyKTypa MpeacTaB-
JeHa B TpEXMEpHOM 00bEMe — B rpaduke
TEKCTa, MBICJIEHHOU €€ pacmu@poBke U
peaJbHOM AaKyCTUYE€CKOM 3By4yaHuu. Ha-
IJISIAHO — BU3YyaJIbHO-IpauuecKu 1 0opas-
HO-aKyCTHYECKU — B PE€ajbHOM 3BYyUYaHUU
MBI 3aM€YAEM M CJIBIIIMM KOHLEPT-AUAJIOT
COJIbHBIX U OPKECTPOBBIX PEIIMK-BbICKA-
3pIBaHUN. B naHHOM npumepe CTpykTypa
tutti-solo ormeuena camum U. C. baxom
(6ykBsl S. u T., mpumep Ne 1), uto BechMa

[Ipumep Ne 1 H. C. bax. Konuept nys knaBupa
cono F dur BVW 978, 11 yacts
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PEAKO BCTPEYAETCS B €r0 KIABUPHBIX OITy-
cax.

UéTkoe  pacmo3HaBaHUWE  TEKCTOBOU
CTPYKTYpbI Uajiora COJIbHbIX U aHcamOre-
BO-OPKECTPOBBIX PEIUIMK — futti-solo B ro-
puzoHTanbHOU (T. 1-19) M BepTUKaIBbHOI
(1. 20-29) Momensx, a TaKXkKe CTPYKTyp-pe-
TJTMK aHCaMOJisa conucToB (T. 22, 24, 26-27)
HACTPauBalOT MCIOJIHUTEILCKOE BHUMAaHHUE
Ha OmpeeNn€éHHbIe 3ByKOoBble 00pasbl. Co-
OTBETCTBEHHO BO3HUKAET HEOOXOAMMOCTH
B KOHKPETHBIX IITPUXOBBIX (Hampumep,
JIETKOE, HO YETKOE portamento B COJb-
HO-MEJIOJUYECKUX IOCIIEI0BATEIbHOCTIX;
BECOMOE, IOAYEPKUBAIOLIEE ONPEACIIECH-
HbI€ TOHBI fenuto marcato B TYTTHUMHBIX
aKKOp/ax) U JMHAMUYECKHX (MacCHBHOE,
3BYYHOE mezzo forte Uiy forte B aKKopaax
U Tpo3payHoe, OoJiee NENUKaTHOE mezzo
piano B CONBHBIX PEIUIMKAX) MPUEMAX.

B unBennuax WM. C. baxa, xoropbie
MPUHATO TPUYHUCIATH K MHCTPYKTUBHOMY
NOJM(POHUYECKOMY perepTyapy, TakxKe Co-
JEPKUTCS MHOYKECTBO CMBICIOBBIX CTPYK-
Typ. OOHUM HU3 TPUMEPOB, TEMOHCTPUPY-
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IOIUX CKPBIThIE MAapTUTYPHBIE MNPHU3HAKU
JBYCTPOYHOM KJIABUPHOW 3aIIMCH, A TAKKE
BHYTPEHHETO HIMPOKOTO MOJUCTPYKTYPHO-
ro o0bEmMa, MOXKET CIY>KUTh TPEXTOIOCHAS
Cundounns fmoll.

B yuebOHoli mpakTuke mpu pabore Haj
JMAHHBIM TPOU3BEACHUEM OOBIYHO CTaBST
3a/1a4y BBIJEIUTH U BBIPA3UTEIBHO MPOUH-
TOHUPOBATH OJUH M3 CMBICIO00PA3YIOIIUX
AJIEMEHTOB, OPraHU30BAaHHBIX B CHHTAKCH-
YECKH KOPOTKHE MOTUBBI. C TOUKHU 3pEHUS
CMBICJIOBOM TapTUTYPHI 3[1€Ch CTOWJIO ObI
o0paTuTh BHHMMaHUE KaK Ha CMBICIOBYIO
ABTOHOMMIO OTAEJIbHBIX 3JIEMEHTOB, TaK
U Ha MHOTOMEPHOCTh «TOJU(OHUHN CMBIC-
JIOB»: OPHAMEHTAJIBHBIN CIIOW TEKCTa, CO-
JIep>Kallliil JJaMEHTO3HbIE MOTHUBBI, TPEJ-
CTaBIIIET BO3MOXKHOCTH aKTyaJIU3UpPOBATh
JUPUYECKUN TIIacT npousBeneHus. O1HaKo
HUCXOISIINN XPOMATHYECKUN XOIl passus
duriusculus HalienBaeT Ha TPOTUBOIIOIOXK-
HBI MOZAYC: CIYKUT BOIUIOIICHUIO CKOPOH.
O6a snemeHTa rpaMMaTHyecKu CBEPTHIBA-
I0TCS B OOIIYI0 BEPTUKAIBHYI) KOHCTPYK-
IO ¢ y4acTueM basso continuo (purypa
passus duriusculus) n solo (m1aMeHTO3HBIN
OpHaMEHT) U MOTYT ObITh MHOTOMEPHO pa3-
BEPHYTHI B aKyCTHUYECKOM TMPOCTPAHCTBE
pa3HOOOpa3HbIX quasi-TeMOPOBBIX pellie-
Hull (mpumep Ne 2).

[Tpumep Ne 2 W. C. bax. Cundonns f moll
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B3aumoneiictBue cemaHTHYeCKHX (HU-
TYp ¥ UX CMBICJIOBBIX 3HAYCHUH BO MHOTOM
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OTIpeNieNsIeT CMBICIIOBYIO IMapTUTYpy Kila-
BUpHBIX coHar JI. CkapnarTu.

K cemanTnuecknm Gurypam My3bIKaib-
Horo Tekcta Conarsl C dur JI. Ckapaar-
1 L. 301, K. 49 (mpumep Ne 3) otHOCsTCS
POrOBBIA CUTHAJ (30JI0TOM XOJl BaJITOPH),
pUTMO(GOpPMYIIa UTATBSIHCKON TapaHTEIUIbI,
BOJIBIHOUHBIN Oac-OypaoH (T. 9-19); nen-
TOYHOE TE€PLIOBOE I'0JIOCOBEICHNUE — TPU3HAK
nacropaiu. CoueTaHue 3Ha4YeHUH POrOBOrO
CHUTHaJja, 3HaKOB-00Pa30B MacTOPaIH C PUT-
MO(OPMYJION TapaHTEIIbl B KOHTEKCTE pa-
JOCTHO-JIMKYIOIIEH CEeMaHTUKU MasKOpHOU
TOHAJBHOCTH, CTPEMHUTEIHLHOTO TEMIIOBOTO
perynsaropa u pa3HOTEMOPOBBIX aHcamMOJe-
BBIX 3HAKOB CO3JAI0T AMHAMUYHYIO 3BYKO-
BYI0 KapTHHY BHUXpEOOpa3HOro, 3akKura-
TEJIBHOTO, TPA3THUYHOTO KapHABAIHEHOTO
CIOKETa.

IIpumep Ne 3 . Ckapnartu. Conara C dur

L. 301, K. 49, 1.9-19

Allegro
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B pazpaborounom snuzone CoHarbl
(npumep Ne4) npoucxoIuT cMeHa CTPYKTYP.
[NosBisitoTcst pakTypHbie (HOPMYIIBI UCTIAH-
CKUX quasi-TUTapHBIX «OpSLAIOMUX» aK-
KOPZOB, MPUIAIOUINX [JIAMEHHBIH, cTpacT-
HBIIl OTTEHOK 3BYYaHHUIO MCIOJIb3yEMOIO B
pPEaNbHOCTH KJIABUIIHOIO HHCTPYMEHTA.
Bo Bpemena Ckapnartu 3T0 OBLT KilaBe-
CHH, B COBPEMEHHOM K€ HCIOIHUTEIbCKON
IPAKTUKE, 3a4acTyl0 IPEACTaBIIAIOIICH
CO0Ol HEKYyI0 HCTOPUYECKYI 3BYKOBYIO
PEKOHCTPYKIUIO, MOTYT HCIOJIb30BaThCs
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HE TOJBKO AyTEeHTUYHbIE MOJEIU KIIaBe-
CHHOB, HO M 3JIEKTPOHHO-KJIABUIIHBIE HH-
CTPYMEHTBI, HMEIOIIME pPa3HOOOpa3HbIe
BO3MOKHOCTH TIE€PEKITIOUEHUSI-TIEPECTPOI-
ku TemMOpoB. Kparkasi combHas KaaeHLUs
— HHUCXOJAMIAst IO 3BYKaM TPE3BY4Hs (op-
Mmyna-¢paHdpapa, CTPEMUTENBHO U 3BOHKO
CKaThIBAIOIIASACA K JOMHUHAHTOBOMY 3BYKY
G, CIYXXHUT CBS3YIOLINM 3BEHOM — CTPYKTY-
POM-CBSI3KOM B ILIEMU CIOXKETHO-CUTYaTHB-
HbIX 3HakOB COHATHI.

[Ipumep Ne 4 . Cxapnartu. Conara C dur
L. 301, K. 49, pazpaboTka
" T Phe b5, ro, Ehe
@sﬂ; e s = ==
Do N—FH—— T L T R
B8 s shes Pttty o F pPiE St
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CuHTE3 3ByKOBBIX (POPMYIT — UCTTAHCKUX
quasi-UUIKOBBIX aKKOPJOB, UTATbIHCKOU
pUTMOGMOPMYIIBI TapaHTEIUIbI, «30JI0TOTO
X0Jla BaJITOPH», JICHTOYHOTO T'OJIOCOBEJE-
HHS, MACCAKEU-THpAT — CO3MaET Xapak-
TEPHYIO «B3PBIBHYIO» MOJUCTPYKTYPHYIO
KapTuHY ckapiarTueBckoil CoHarbl. Takoe
COUETAaHUE HCMAHCKO-UTAIBIHCKUX (HOp-
MyJl BCTPEYAeTCs M B JAPYrUX COHaTax-
«k3epcucax» Jlomenuko CkapnaTTi.
Bo3Hukaer cBoeoOpa3HBIM HOXKHOEBPO-
MEUCKUHA  MHTOHALMOHHO-PUTMHUYECKUHI
cuHTe3. Tak MpOSBIAIOT ceOsi MPU3HAKH
gemischter stile (c HEMEIIKOTO — CMEIlIaH-
HBIM CTUJIB), TUIIMYHOTO JIJIsl €BPOIEHCKOM
KyJIBTYphI 3110xu 6apokko [3, c. 30]. Bza-
HMOJICMCTBAE XapaKTEPHBIX CMBICIOBBIX
3HAKOBBIX (DOPMYJT B TEKCTaX Pa3IMYHBIX
CTpaH U KyJIBTYp CKJIaJbIBaeTCs B 0coboe,
o0OoraiéHHOe CMBICIIaMU CEMaHTHUYECKOE
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oJie, KOTOPOE MPOSBIISIET CE0s1 U B aBTOP-
CKOM, U B UCIIOJTHUTEIILCKOM TBOPUYECTBE.
B ilaBeCMHHOW TNbECE-MUHHATIOPE
®. Kynepena «COoOpmiuKH BHHOIPaga»
(mpumep Ne 5) MBI 3pUTETHHO-BU3Yallb-
HO U aKyCTHYECKH pa3Iu4yaeM CTPYKTYy-
py mmanora solo u aHcaMOns continuo.
[IpocTpaHCTBO ~ MY3BIKQJIBHOTO  TEKCTa
«COOpIIMKOB BUHOTPAZa» OKa3bIBACTCS
MOJIUCTPYKTYPHBIM, 3aIIOJTHEHHBIM pPa3iny-
HBIMU COYETAHUSIMU CMBICIIOBBIX CTPYKTYP
— CIOXKETHO-CUTYAaTUBHBIX 3HAKOB-AHAJO-
TOB W CEeMaHTHYeCKHX ¢uryp. OTta 0co-
OCHHOCTb TPOSIBISETCS B TOM, YTO BHY-
TPU MbECHI-POHJO CKPBITHI €€ HECKOJIBKO
MPOCTPAHCTB MO TMPHUHIHUIY «MYy3bIKa
B MY3bIKE», «KapTUHA B KapTHUHE», — 3TO
Ianor solo-continuo, TaHIEBAJILHBIN CIO-
KeT ((ppaHIly3CKMIl TaBOT) W BHU3yaJlH3a-
1K, MOYTH TeaTpaiu3aius oopa3oB, Mpo-
rpaMMHO€ JEHCTBO, CIEHKa-UMUTAIUS.
B BeprukanbHOM pakypce KOHCTPYKIIHIO
JManora COCTaBIISIIOT MapTUU solo W Moj-
Nep KUBaAOIIas MapTus  continuo-divisi.
Nmeet 3HaueHne B CMBICTI000pa30BaHUU U
KpymnHas ¢GopMooOpasyromiasi CTPyKTypa,
3aKJIIOYEHHAs] B TOBTOPHOM «KPYTOBOM)»
JBIXKEHUU — CTPYKTYPE POHJIO C XapaKTep-
HbIMU pedpeHamu U smu3zofamu. B put-
MO3BYKOBBIX (hOpMYJIax MhEChHl UMHUTHPY-
FOTCSI MEJIKME CHOPOBUCTHIE IBUKEHUSI PYK.

IIpumep Ne 5 @. KynepeH.
«COopKy BUHOTPAIA)
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3BYKOBasi PEKOHCTPYKLUS aAKTyaJu3Hpy-
€T MPOILeCC MEPHOW MOHOTOHHOU PabOTHI.
PutMuueckuii THN, aKIEHTHUPOBKA, €IIH-
HOOOpa3HOE€ MOTOPHOE JIBUYKEHUE CXOJHBI
C PUTMO3BYKOBOM OpraHU3alMen TPYLOBBIX
NecCeH MHOTruX cTpaH mupa. OnHaKo Bech
«pabounii mporeccy 3akaMyQpaupoBaH Moj
U3AIIHbIe (OpMYNbI (PpaHITy3CKON KilaBe-
CHUHHOW MHHUATIOPHI.

MerpopuTmMudecKass CTPyKTypa IIbe-
Cbl — KPYIIHOE JBYIOJIBHOE CTPOEHHUE BBI-
SBJIIET TAHUEBAJBHBIM THUIl (PPAHIIY3CKOTO
raBora. JTa pUTMHYECKas OCOOEHHOCTb
IBECKU-POHI0 MOINIa Obl MOCITYXXHUTh IS
NEPEMMEHOBAHUS €€ B MCIOIHHUTEIbCKHUM
cueHapuil «Taner; cOOpIIMKOB BHHOIpPA-
J1a». 3BYKOBasl CLIEHKAa-«UMUTALUA» MOIvla
OBITh MpEeIHAa3HAYEHAa I BOILIOIIEHUS 00-
Pa30B My3bIKAaHTOB U TaHLIOPOB, HAIIPUMED,
B MIpa3IHUYHON 00CTAHOBKE CBOETO BpeMe-
HU (TpeAcTaBleHue, 0an) I PEKOHCTPYH-
poBaHa B COBPEMEHHOM CTHUJIE.

NHTepeceH HCIONB3yEMBI 34€Ch KOM-
IIO3UTOPCKUN TEXHUYECKUM MPUEM MTPOJIIIE-
HUS 3BYYHOCTH — NPUEM, aKTyalbHBINA IS
KOPOTKOT'0, OBICTPO yTacaroLero KiIaBecHH-
HOTO 3By4aHus. Ppancya KynepeH ncnosmisb-
3yeT B HUKHEN 0acOBOM CTpOUKe 3aeprKaH-
HbI€ MOJIOBUHHBIE HOTBHI, HA (JOHE KOTOPBIX
JBUXKYTCSI YETBEPTH. 3BYKHU YIAEPKUBAIOTCS
najabllaMu 3a CUET YBEJIWYEHUS JJIUTENb-
HOCTH B 3aJI€P’KaHHBIX HOTaX, «IOJOBHH-
KW» OCTalTCs Ha MECTE, OJHOBPEMEHHO
C ATUM YETBEPTH «ILIATar0T» MO Pa3HbIM — TO
y3KMM, TO IIMPOKUM HHTepBasnaMm. [Ipume-
HEHHE CTPYKTYpPbI BOJIBIHOYHOTO Oaca-Oyp-
JIOHAa CO3JaET CBOEOOPA3HOE AKYCTUYECKH
NPOMJIEHHOE 3BY4YaHHUE, NMPAKTUYECKU IIe-
JaJIbHBIA AP PEeKT, HeOOXOAUMBIN I pa3-
HOOOpa3usi W OO0oraiieHuss MOHOTOHHOTO
KJIABECHHHOT'O 3By4YaHUS.

YCOBEPIIEHCTBOBAHUE  KJIABUIIHOIO
MHCTPYMEHTApuUs, IEpexo] OT KIaBUpa
K (hopTenuaHo u posutro, 0€3yCIOBHO, OKa-
3aJ1 BIUSIHUE Ha rpaduKy HU3okeHus (op-

81

TEMUAHHOTO TeKCTa. BBIpasuTenbHyI0 Urpy
CMBICIIOBBIX ~ CTPYKTYp JAE€MOHCTPHUPYET
TaK)Ke CIeAYIOUINil mpumep, obpasen Apy-
roif snoxu u ctuis — Apadecka Des dur
A. Cubesmyca. B co3tannm 3ByKOBOTO Clie-
Hapus NbEChl YYaCTBYIOT CTPYKTYpbI pa3z-
HOYpPOBHEBBIX JIMAJIOTOB — PUTMHYECKOTO,
MHTOHAI[MOHHOTO, JAMHAMUYECKOro. 3]1eCh
MOXXHO OTMETUTh Y€pelOBaHHE CTPYKTYp
aHcaMOusi-nuanora solo (BEpXHssL CTpPOKa)
— continuo (HWXHssA cTpoka) (mpumep Ne 6)
U Solo — COJIBHOTO BBICKa3bIBaHUA B (HOp-
Me-CTPYKTYpE NaTEeTUYECKOrO0 MOHOJIOra
(mpumep Ne 7).

[Ipumep Ne 6 . Cubemnyc. Apabecka Des dur
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B IyJIbCAIIMU JABYX JMHHUN — IIECTHA/IIA-
TBIX U BOCBMBIX, SIBIISIETCS PENPE3CHTALIU-
€l NPUHIMIIA KOHTPACTa JUIMTEIbHOCTEH,
UIYyIIeT0 OT KaHOHOB 0apoOYHOTO KOHTpa-
MyHKTa (K TpuMepy, OaxOBCKUX ABYXTO-
JIOCHBIX MHBEHIIMI) U MPOXOSIIETO Yepe3
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BCIO KJIaBUPHO-(POPTENUAHHYIO JUTEPATY-
PY, KOHCOMUAUPYETCS C PUTMO(OPMYIOif
xuru [4]. ToHkas nenukaTHas JIUHAMHUKA
— piano-pianissimo, HEOONIbIINE TUHAMH-
YECKUE «BUJIOUKW», PETYIUPYIOLIUE YCHU-
JIEHWE W YMEHBUICHHWE CHJIbl 3BYYHOCTH,
pe3KHe BOCKIHULAHUS Sforzando B MOMEH-
ThI COJIbHBIX MOHOJIOTMYECKUX PEIIUK Xa-
PAKTEPU3YIOT POMAHTUYECKU-IKCIIPECCUB-
HbIIl TUI MY3bIKQJIBHOTO BBICKA3bIBAHMS
ApabGecku. MoTOpHBIE HMHTOHAIMOHHBIC
(dhopmMynBl KpyXKEHHUS, MOABUKHBIE BOCXO-
JAIIAE U HACXOJAIIUE 3BYKOPSJIBI C TOHKO
MPONUCAHHBIMU MEJOIMUECKUMU y30paMu
TaK)K€ YYacTBYIOT B CO3/IaHMHM BUXPEOO-
Pa3HOT0 3BYKOBOI'O IOTOKA. Tak BOZHUKAET
CJI0’)KHO-COCTABHBIM, POMAaHTUYECKH JIET-
KHi1, TOHKHI Opeos1 Bajbca-apabecKu.
Jlnanornyeckue CTPyKTypbl MY3bIKallb-
HOTO TEKCTa MOTYT OBITh HE TOJBKO KOH-
CTPYKTHUBHOM OCHOBOW IPOU3BEIACHHUS, HO
U €ro JIBWXKYIIEH CUJION, 3JIEMEHTOM JH-
HAMHUYECKOIO pa3BUTHUS KOMIO3ULUU. Tak
BeAET cebs AuanorunvecKasi MOJIeNb B Ibece
Jlx. Keiimxa «In A Landscape» («Ha npu-
poze»), TNpelaHa3HAaYeHHOW aBTOPOM JIJIst
¢doprenuano nim apdsi cono (mpumep Ne §).

IIpumep Ne 8 Jx. Keitmx. «In A Landscape»

(for Piano or Harp Solo)
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31echr Mbl BCTpEYaemcsi ¢ MpUMETaMu
My3bIKM XX BEKa M OTYACTU C HMMIIPEC-
CUOHUCTUYECKHUMH TpUEMaMH, BOCIPH-
HATBIMU, BIIOJHE BEPOSITHO, OT 3BYy4YaHUU
K. JleGroccu. HeoObIuHBIC IJI KIACCHKH
neAalibHbIE HAIIbIBBL, 0Opa3zyeMble C IOo-
MOUIbI0 OPUTHHAJIBHOTO aBTOPCKOIO yKa3a-
HUS €IMHOW MeNalid Ha BCEM MPOTSKEHUU
«Ileit3axa...», co30at0T 3PPEKT HE3PUMBIX
B TEKCTE, HO aKyCTHMYECKHU Pa3IMYUMbIX
TrapMOHUYECKUX BEpPTHKaJlEW, CMEH, rap-
MOHUYECKUX HACJIOCHUM B IPO3PavHOM,
Kazaynoch Obl, TMHeapHo# ¢akrtype. [lapTus
neganu oopasyeT ocoObIil 3ByKOBOH IIacT
U CTAHOBUTCS JIONOJHUTEIIBHOM CMBICIIO-
BOM CTPYKTYpOHl continuo — OCHOBHOTO
MPOAOIKEHHOTO Oaca. PacnpocTpan€HHBIM
B MY3BIKE MUHUMAJIMCTOB XX BEKa NPUEM
ITIOBTOPHOCTH, Ostinato OAHOTO MOTHBA, UC-
MOJIb3YEMBIN /I BhICTpauBaHus (oHA, HA
KOTOPBIM HACIIAMBAETCA-HAKATBIBAET BEEPO-
o0pa3Hoe Meplarolee 3BYKOBOE H3IIyde-
HUE, MPOU3BOAUT PUTMO-WHTOHALIMOHHBIN
s dexr «mynscapay. [Ipu 3TomM moOCTOSH-
HO MPOJOJDKAIOUIEECA, TMOBTOPSIOLIEECS
continuo co37aET OLIYUIEHUE aKyCTUYECKO-
'O KyIIOJIa, HaICTPOMKH HaJl TNIaBHBIM COJIb-
HBIM BBICKa3bIBAHUEM B HU)KHEM PETUCTPE.
Takolt 3ddexT BO3HMKAET B pe3ynbTare
CYMMHUpPOBAHHUSI HECKOJIBKUX JIMAJOTHYe-
CKUX CTPYKTYp, U BOT I€pe]l HaMu — siBJie-
HUE€ TMOJUCTPYKTYPHOCTH MY3bIKAJIbHOIO
TEKCTa, Ha NEPBBIA B3IV MIPOCTOrO, Ipo-
3pa4HO-TMHEAPHOTO, W MHOTO3HAYHOCTh
3BykoBoro Ja"amadgta «lleitzaxa...».

[TapagokcanbHOE COYETAHHUE CMBICIIO-
BBIX COJIEpXKATENbHBIX CTPYKTYp MY3bI-
KaJIbHOTO TeKCTa, (aKTypHBIX (opmy,
JNAOLAX HEOKHUIAHHBIM BBIPA3UTEIIbHbBIN
pe3yJIbTaT, BCTPEYaeM BO MHOTHUX COYH-
HEHUSX COBPEMEHHBIX KOMIIO3UTOPOB.
B «Preludio for pianoforte» B. Cko6é.-
kuHa (mpumep Ne 9) xapakTepHOil 0COOEH-
HOCTBIO aBTOPCKOTO IOYEpKa, MPOSBIISAIO-
HIECs BO MHOTHX IIbECAX, CTAHOBUTCS TO,
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yro [Ipentonus HamucaHa BHE ONpEesIEH-
HOIl TOHAJBHOCTHU, CKOpEE MPUKPEIUIEHA
k ToHy Fis. HexoTtopas mepa cBOOOMIHI,
HO3BOJICHHON MCIIONHUTENIO, IpeanucaHa
aBTOPOM B HadallbHOM pemapke — Allegro
moderato e poco rubato. TopxecTBeH-
HbIE aKIEHTHl sforzando w marcato, BHe-
3allHble JUHAMUYECKHE CMEHBI U IMay3bl
MEXIy (paszaMu-peryiikaMid TOAYEPKH-
BAIOT-OOBITPHIBAIOT  B3pBIBUATBIN, CIIOH-
TaHHBIM XapakTep MY3BIKAJIBHOTO CTpPOs
nbechl. [[apMOHHUYECKHE CTPYKTYpHI C HC-
II0JIb30BAaHUEM CO3BYUH-XO/10B U3 TEPLUU
B KBHHTY, U3 TEpLUU B KBAPTY, U3 KBAPTHI
B KBUHTY (TaKThl 2—3 —HI>KHSS CTPOKA, TAKT
4 — BepXHsIsl CTPOKaA U T. 11.), MEJIOJUYECKHE
(GopMysBl C aIbTEepUPOBAHHBIMU IPHU3BY-
KaMHl TapMOHHMYECKOIO JiaJia B COYETaHUU
C TPUOJIBHBIMU M IYHKTUPHBIMH PHUTMO-
(dopMynamMu CO37al0T BOCTOUHBIN KOJOPUT
[Ipentonuu. OkoHYAHUS PETUTUK HE UMEIOT
BBIPOKEHHBIX KaJaHCOBBIX (OPMYI, TIO-
3TOMY 3By4YaT HEYCTONYMBO, KaK BOIPOCHI.

B. Cko06énkuH.
«Preludio for pianoforte»

IIpumep Ne 9
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OcTuHaTHbBIE yTBEpKAaroume puTModop-
MyJbl B Hadaje KaKJI0M PEIUIMKU paspe-
HIAI0T 3TH BOIPOCHUTENbHBIE OKOHYAHUS
C mays3aMH, yTBEpkKAas yCTOMYUBBIA TOP-
KECTBEHHBIN TOH.

CtpykTypHass MoJejlb TOPU30HTAIb-
HOIO JMajora BBISBISIETCS B pacmpeje-
JIGHUH 3BYKOBBIX CTPYKTYp-pEIUIUK, BO3-
HUKAMMUX moouepénuo. OcoOEHHOCTH
K€ JaHHOW CTPYKTYyphl B TPUBEIAEHHOM
puUMepe 3aKII0YaeTCsl B TOM, YTO AHAJIOT
3/1eCh 3asBIAET O ce0e Ha Pa3HBIX ypOB-
HSIX-TIOPOTax 3ByYHOCTH — IMHAMHUYECKOM
(xk mpuMepy, CTOJIKHOBEHHE forte marcato
u piano subito B Takre 1), rapMoHHYe-
CKOM (OTCYTCTBHE ONpPEAEIEHHON TOHAIb-
HOCTH; TapMOHUYECKHUI JaOMPUHT, Iia-
BAIOIIMN BOKPYI OCHOBHOI'O TOHa-3ByKa
Fis) n putMuueckoM (KOHTpacTUPOBAHUE
PaBHOMEPHBIX TpUOJEH M MYHKTUPHBIX
putmudeckux ¢opmyn). HMuaue rBODA,
CTpyKTypooOpa3zyrwmieid ocHoBoit Ilpe-
noauu in Fis ABASAETCS MHO20YPOBHEBbLU
TOPU3OHTANIBHBIA Auanor. Mcnonaurento
B JJAaHHOM Clly4ae NpeJoCTaBIsAETCs BO3-
MOXHOCTbh TMOKOI'O OIIEPUPOBAHUS CMBIC-
JIOBBIMU CTPYKTYpaMHU, CO3/JaHUS HA OC-
HOBE 3HAKOBBIX ()OpPMYJI BBIPA3UTEIBHOTO
UCIOJHUTENBCKOTO CIIEHAPUSI MY3bIKaJb-
HOT'O MPOU3BEICHUS.

ITonBons uroru, HEOOXOIUMO 3aMETUTh
JUANEKTUYECKUN XapakTep PaclONOKEHUS
U B3aMMOJICUCTBUSI CMBICJIOBBIX CTPYKTYP
tekcta. C OHON CTOPOHBI, OHU OA3UPYIOT-
Cs HAa TUIOJOTMU OOIIE3HAYUMBbIX CTPYK-
Typ (IUamorH, CeMaHTHYECKHE (QHUTYPHI),
C JIpyroii CTOPOHBI, MOJIUCTPYKTYPHOE B3a-
MMOIIEpECEUEHNE B KaXKIOM U3 MPUMEPOB
CTAHOBUTCS] YHUKAJIbHBIM 3BYKOBBIM COOBI-
tHeM. JTo emnié pa3 yOexaaer B TOM, YTO
B TEKCTOBOM IPOCTPAHCTBE KJIABUPHBIX U
(dopTenuaHHbIX MPOU3BEACHUN 3aKIIOUEH
OTPOMHBIM  CTPYKTYPHO-COAEPKATEIbHBIN
MOTEHLIMAJI, KOTOPBI MOXHO 3a/1elCTBO-
BaTh MCIIOJHUTEIIIO.
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My3bIKaJIbHBIA  TEKCT, IO CJIOBaM
M. I'. ApaHOBCKOT0, «TOJIbKO HAaYMHAETCS
C HOTHOTO W BBIXOJUT JAJEKO 3a €ro mpe-
nensl...» [1, c. 7]. OneIT pacno3HaBaHus
CMBICJIOBBIX COJAEPKATEIBbHBIX CTPYKTYpP
MY3bIKaJbHOTO TEKCTAa MO3BOJISIET 3ariis-
HYTh B DIIYOHWHBI «MEXIy HOTHBIX» IPO-
CTpaHCTB. BoO B3auMMOCBS3X BbIpa3u-
TEAbHBIX KOMIIOHEHTOB MY3bIKaJIbHOTO
(He HOTHOTO) TEKCTa CKPBIBAIOTCS JIMHA-
MHYHBIE CTPYKTYpPbl MY3bIKaJIbHOTO Jua-
JI0Ta, MTHTOHAIIMOHHBIE U OPHAMEHTAJIbHBIE
dbopMynbl, COMbHBICE U aHCAaMOJIEBO-OpKe-
CTPOBBIE BBICKa3bIBaHUS, BUPTYO3HO-UM-
MPOBU3AIIMOHHBIE CTPYKTYpPBI, pUTMO(DOp-
MYIIBI, pUTOpHYECKUE (DUTYPHI, KIIOUEBBIE
3HAKU CIOKETHOTO JieicTBUs. OpUTrHHaIIb-
HbIE CIUIETCHUS CTPYKTYp, XapaKTEpHbIC
JUUIs1 KOHKPETHOTO TEeKCTa (WJIH JIJIs 1[eJI0TO
psiia TEKCTOB), CTAHOBSITCSI HACTOSIIEH CO-
JepKATENBHON COKPOBUIIHUIIEH TSI MBIT-
JIMBOTO MY3bIKAHTA-UCTIOJTHUTEIS.

BrisiBiieHHBIE TIpU TOMOIIA TPUEMOB
MPAKTUYECKOM CEMAHTHKH BBIPA3UTEIIb-
HbI€ KOMIIOHEHTbI MY3BIKAJIBHOTO TEKCTa
MOT'YT OBITH CKOMOMHUPOBAHBI U BOILIOIIIE-

2019,2

HbI B TPOIECCE MHTEPIPETALIMH W HCIIOJ-
HEHUs KOHKPETHOro coumHeHus. OcTtpoe
UCIIOJIHUTEIBCKOEC pEarupoBaHHUE, MIHO-
BEHHas MepecTpoiika WrPOBOro ammapara
Y HCTIOJTHUTEILCKUX PEryISITOPOB CMBICIIA
— TeMIIa, TUHAMUKH, apTUKYJISIHUN, aroru-
KM U, B I[CJIOM, HHTOHHUPOBAHUS, BO3MOXHO
YCOBEpIICHCTBOBATh W aKTyaJHU3UPOBATH
MPU KCIOIH30BAHUU COBPEMCHHBIX Me-
TOJIOB Pa0bOTBI C MY3bIKATbHBIM TEKCTOM.
CroKeTHBIC TIPOTPaMMBbI, TeaTpau3aIus
(GOopTENUaHHOTO 3BY4YaHUs, MY3bIKaJIbHBIC
JMAJIOTH, COJIbHBIC HMITPOBU3AIMOHHBIC
U aHcamOJeBbIC BBICKAa3bIBaHM, OOHApY-
KEHHBIE Yepe3 CMBICIOBYIO0 nuddepen-
IIUAINIO, OTIPEICIEHHBIM 00pa3oM 3auK-
CUPOBaHbI B HOTHOU TpauKe W 3HAKOBBIX
CTPYKTypax MY3bIKaJIbHOTO TEKCTa M ClIie-
JI0BaTEJIbHO MOTYT OBITh BOCHPHHSITBHI U
MPOUHTOHUPOBAHBI UCTIOTHUTEIEM. Takum
00pa3oM CMBICIIOBBIC CTPYKTYPHI MY3bI-
KaJIbHOTO TEKCTa M COOTBETCTBYIOIUE UM
UCIIOJHUTEIbCKAE MPUEMBI MOTYT PpeEry-
JUPOBATh U MOMYEPKUBATH MHOTO3HAYHYIO
CEMaHTUKY KJIABUPHBIX U (OPTEHMUAHHBIX
MPOU3BEIACHUM.
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VYcroiluuBble  MHTOHAIMOHHBIE OOOpPOTBI C  3aKPEIUIEHHBIMM  3HAYCHUSIMH, YacTo
BCTpEYAIOIMecs B TEKCTaX U UMEHYEMble CEMaHTHUECKUMH (UTYPAMHU, SBISIOTCS HOCUTEISIMHU
MY3bIKAJIBHOTO cMbIcaa. OHH ONpEAMEUMBAIOTCSA YEpe3 ACCUMUIISLUI0O BHEMY3BIKAJIBHBIX
SBICHUN W NPU3HAKOB BHEIIHEr0 MHUpPA M, BKIIOYASCh B MY3bIKaJIbHBIH TEKCT, OPraHU3YIOT
3HAKOBO-MeTa(hOpHUECKHI MEXaHU3M MY3bIKAaJIbHOIO BBICKA3bIBaHUA. M3ydeHHe MexaHU3Ma
CEMaHTHUYECKUX TpaHcpopManuid HMHTOHALMOHHON JIEKCMKH OCOOCHHO Ba)XHO Ha YpOBHE
MY3bIKQJIBHOM TEMBI, IIOCKOJIBKY MWIPUPYIOIIME U3 TEKCTa B TEKCT HWHTOHALIMOHHBIE
(opMysbl BBISBISAIOT «T€HETUYECKUNA KOA» NMPOU3BEACHUS, KOHKPETHU3HPYIOT CEMaHTHUECKHUE
IIPEACTABICHUS UCIIOJHUTENSA U CIIyIIATEIs.

B knmaBupHbix coHarax JlomeHuko CkapiaTTh MUTPHPYIOLIME MHTOHAIMOHHBIE (HOPMYIIBI
BCTPEUYAIOTCSl HauboJiee 4acTo Ha ypOBHE MY3bIKaJbHOM TeMbl. IMEHHO 3TOT CErMEHT TEKCTa
Yy MHOTHX KOMIIO3UTOPOB SIBISIETCS, 1O cj0BaM Mapka ApaHOBCKOTO, «IIPEAMETOM MOBBIIIEHHON
CEMaHTHYECKON KOHLICHTPALUN.

KuroueBbie cnoBa: Jlomenuko Cxkapnartv, kinaBupHble coHatbl JlomeHuko CkapiarTu,
ceMaHTHuYecKHe TpaHchopMaIi My3bIKaJIbHOTO S3bIKa, JJaboparopurs My3bIKaJIbHON CEMaHTUKH.

s yumuposanus: Shaymukhametova Liudmila N. Semantic Transformations in the Musical
Themes of Domenico Scarlatti’s Clavier Sonatas // [Ipobaembl My3bIKanbHON Hayku/Music
Scholarship. 2019. Ne 2. C. 87-96. DOI: 10.17674/1997-0854.2018.4.087-096.

he sonatas of Scarlatti demonstrate 1) semantical figures with fixed meanings

vivid examples of the presence of two  of figural etymology which have migrated

types of thematicism: the “concrete  from the sphere of vernacular dance music

and characteristic,” on the one hand, and [2; 10], 2) the semantical figures of the
the thematicism of the “general forms of sonic nature representing the acoustic
motion,” on the other hand. The present 1images of musical instruments or topically-
article examines the semantic phenomena  situational examples of their usage (the
of the first of these types. subject of “music within music”). Both
of these kinds of formulas establish the
direct connection of the “sign-image”
with the more complex combinations of
signs [3; 4; 6; 9; 10], which result in sign-
related metaphorical perceptions [8; 9;
The vocabulary of intonations forms 12]. The rhythmic formulas of figurative

a concrete system of commonly used origin condensed into a sign that appear
signs established at the stage prior to the in the sonatas are represented by a group
creation of the musical text. The transferal of semantical figures which may be called
into musical texts of their direct or “gallantvocabulary.” Use of such lexis may
primary meanings within a musical theme be observed, among other compositions,
results in the formation of the mechanism in Sonatas Nos. 89, 92 (Examples 1; 2).2
of connection of “sign — meaning — These demonstrate soft choreatic
semantics.” In the themes of Scarlatti’s intonations of secundal suspensions of
Sonatas most frequently 2 groups of women’s courtesy dance motions, as
intonational formulas' may be observed: well the “etiquette formula” of the bass,

The Migrating Intonational Formulas
in the Context of the Characteristic
Musical Theme
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corresponding to the characteristic motion
of the men’s courtesy “salutation and bow
of the gentleman” in Sonatas Nos. 83, 89,
92, 167, etc. (Examples 1—4) [3; 4].

Such intonational formulas contain a
visual-kinesthetic component, since they
assimilate the plasticity of dance motions:
reverences, steps, bowed, jumps, leaps and
curtseys [2; 7].

The second type of formula with its
fixed meanings is based on imitation of
the sounds of musical instruments [3; 4;
6; 8]. Just like in the music of many of the
composer’s contemporaries, their acoustic
images are conducive to the demonstrations
of attributes of the pastoral and bucolic
idyll, the subject of music-making, and
are directed towards the creation of
semantic representations connected with
the manifestation of sonic realities of the
objective world. Thus, Sonatas Nos. 87,
129, 173, 197 and many others incorporate
the imitation of flute tunes, which elicit
subjective and image-related perceptions
from bucolic poetry (Examples 4
[No. 167]; 5 [No. 39]; 6 [No. 59]). The “sign
of the bagpipe” is frequently brought into
many of the sonatas as a situational sign of
the “scene of action” in the subject of the
village idyll (Sonatas No. 59; No. 91; No.
94 — Examples 6-8).

There are also images of other
instruments present in many of the sonatas,
for example, those of the lute (Sonatas No.
55 and No. 96) and the guitar (Sonatas
No. 51 and No. 64), endowed with the
arpeggiated texture characteristic to it
(No. 55 and No. 96) and the special
chordal-harmonic effect — the acciaccatura
(No. 51, No. 64). The intonational formulas
of acoustical nature frequently carry out
the function of “direct” meanings, forming
connections of the sign with artistic images
on the level of perceptions in the context of
musical themes. These include ‘““fanfares”
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and “horn signals.” They gravitate towards
the replication of spatial effects in Sonatas
Nos. 19, 22, 62, (Examples 9; 12; 14),
Sonatas Nos. 139, 158, 193 and possess
a set of structural varieties in Scarlatti’s
original intonational “dictionary.” The
fanfare formulas are characterized by
the progression throughout the tones of
the major triad, frequently in the key of
C major, creating the necessary conditions
for the imitation of the appropriate timbres
(Sonatas No. 19, No. 183 — Examples 9;
10). In Sonatas No. 166 and No. 179 one
of the variants of the “fanfare” is reflected
in textural stratifications as a characteristic
tertial doubling, creating the effect of
intensification of the volume of sound
(Example 11).

Of all the varieties of the “corni sign®”
the most frequent to appear in Scarlatti’s
sonatas is the “golden motion of the horns”
appearing with the characteristic succession
of intervals of “third-fifth-sixth” (Sonatas
No. 22; No. 39; No. 50 — Examples 12; 5;
13; Sonatas No. 117, No. 160 and others).
It creates the narrative directedness of
associations with pictorial-figurative images
of a hunt [9; 10].

Scarlatti’s intonational vocabulary is
also indicative as a phenomenon of the
semantization of special cliché formulas
of improvisational nature [5, p. 129]. The
succession of “open” fifths and fourths
creates a depictive-phonic effect of tuning
the strings of stringed instruments — the
beginning of a narrative for instrumental
music-making. The “tuning” formula, as it is
known, has been widespread in piano music
as generalized narrative and situational signs
of instrumental music-making (Sonatas
No. 62 — Example 14).

It is necessary to emphasize the semantic
situations in which the intonational formulas
create the metaphorical mechanism of
linkage of semantical significations,
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homogenous or opposite in their meanings,
in various horizontal and vertical
combinations. Thereby, in Sonata No. 133 it
is possible to observe a horizontal semantic
connection of homogenous rhythmic
formulas, synonymous in their meanings,
where one of them is a fanfare , while the
other is a horn signal, the “golden motion”.
In Sonata No. 39 the fanfare and the “golden
motion” are unified within a common
rhythmical context: the fanfare with the
following doubling reinforcing its sound is
organically interwoven with the horn signal,
eloquently reflecting the situation and the
place of action of the gallant scenes of the
“royal hunt” (Example 5). Frequently it is
possible to encounter a horizontal semantic
connection of meanings that are dissimilar
in their significations: one of the formulas
imitates the sound of the fanfare, while
the other one presents a “gallant figure”
actively migrating from one musical text
into another, reflecting the pliancy of dance
courtesy motion with their initial meanings
(Sonatas No. 183; No. 199 — Examples 10;
16). Musical segments which are opposite
in their semantical meanings are frequently
connected to each other in the context of
a common tempo, not always intrinsic to
each one of them. The tempos Allegrissimo
in Sonata No. 168 and Allegretto in
Sonata No. 199 (Example 16), while not
corresponding to the nature of the indicated
formulas (especially the gallant figure),
counterbalance the direct significations
inherent in them, bringing them closer
together in terms of their meanings.

Many of Scarlatti’s sonatas present the
semantic situation of the vertical synthesis
of semantic structures. In Sonata No. 94
(Example 8) they are the intonational
formula of the Siciliene and the sign of the
bagpipe, homogenous in their meanings,
generating the pastoral images of the village
idyll. The artistic result of the perceptions
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of the gallant “hunting” pastoral in Sonata
No. 187 appears on the basis of the vertical
(simultaneous) combination and brilliancy
of the meanings of two formulas: the horn
signal and the fanfare.

A specimen of the complex metaphor
appearing ontheintersection ofthe dissimilar
meanings of the sign of the bagpipe,” the
horn signal, “gallant vocabulary” and in
their vertical combination — is the theme of
Sonatas No. 59; No. 81 (Examples 6; 19).
An analogous mechanism of metaphorical
combination of meanings appears in the
pastoral pictures of Sonatas No. 117 and
No. 181, as well as in many others.

Thereby, in the semantic conditions
of the interaction of semantical migrating
intonational formulas a developmental
process is constantly being carried out by
the constantly active mechanism of the
connection of the theme with the musical
image, which fulfils in the domain of
generation of meaning the functions
of concretization, generalization and
metaphorization of musical thought.

Mechanisms of Transformation
of Intonational Formulas
in the Musical Theme

The direction of meaning in the
unfolding of the intonational formula
is always determined by the conditions
of the context. Its impact results in
the appearance of transformations of
direct and indirect meanings. Of special
significance in this is the genre-related
distinctness of the musical theme. The
intonational lexis enters into various, at
times even contradictory relations “of the
whole with its parts” and generates new
logical connections and semantic accents.
At the same time, the meaning ingrained
in the direct and indirect significations is
subjected to various modifications. The
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present circumstance may also be observed
by means of semantical analyses of a
number of themes of Scarlatti’s sonatas in
which it can be clearly seen how one and
the same intonational formula may undergo
various semantic transformations. For
example, the “corni sign” in the form of
the “golden motion of the horns™ or fanfare
frequently finds itself in a varied context of
a certain theme defined by a certain genre:
in particular, the minuet or the gigue,
wherein it is possible to perceive a varied
result of interaction between this significant
unit and the theme’s genre-related context.
In the first case the intonational formula of
the “corni sign” forfeits the direct signal
meanings inherent in it, freeing itself,
within the context of the minuet, from the
forte dynamic mark typical for the sound of
“horns” or Giga (Sonatas No.197; No. 50
— Examples 17; 13). The moderate tempo,
characteristic of the minuet, transforms the
formula of the “corni sign” in the direction
of dissipation of the signification of
heroism and the actualization of its lyrical
component. This type of interaction of the
formula with the context results in a new
artistic outcome: a pastoral scene against
the background of idyllic confluence with
nature. By numerous examples of this kind
it1s possible to observe the universal regular
occurrence of semantic modification of the
lexeme: the dissipation of an individual
meaning of direct and mediated meanings
of the intonational formula within the new
genre-related context of the theme.

In the second case, upon the
incorporation of the “golden motion” into
the context of the gigue the subordination
of the direct meanings of the intonational
formula to the genre-related context of the
theme does not result in a contradiction of
meanings. The context-related environment
does not alter the intonational formula in
either the structural or the semantic sense:
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the direct meaning of the horn signal with
the indications of imitation of timbre
inherent in this sign are fully preserved in
Sonata No. 22 (Example 12), Sonata No. 50
(Example 13), Sonata No. 179 (Example 11).
Thereby, the interaction of the lexis with
the context in many ways depends on the
artistic (genre-related) precept, and this case
has to do to a significant degree with the
coincidence of meanings. The predominant
dance-like quality of the gigue (the whole),
combining itself with images-perceptions of
the wandering hunting narrative evoked by
the “corni sign,” is organically connected
with the identity of two perceptions: “the
hunt = a game,” essentially presenting a
pleasant pastime on the bosom of nature.
At that, the direct meanings of the corni
do not fade, but are levelled out, becoming
subservient to a new semantical result,
peculiar to the given concrete theme.

The intonational formula in the context
of the theme ambiguous from the position
of genre manifests itself somewhat
differently. As a rule, intonational formulas
in this case are subjected to considerable
transformations under the influence of non-
sign-related elements of the musical text —
the tempi, dynamics, articulation, i.e. the
regulators of meaning that are superficial
from the position of sign, impacting the
intonational lexis and changing its direction
of meaning. Thus, in Sonata No. 60 the
primary meanings of the Siciliene are
determined by its characteristic rhythmic
formula in the meter of 6/8, assimilating
the pliability of the plasticity of a delicate
manner of dance, as well as the characteristic
textural indication — the “chainlike” voice-
leading (parallelisms of thirds and sixths).
The transformation of the meanings of the
formula is taking place under the influence
of a fast tempo not corresponding with the
non-textual meanings of the Siciliene and
forming a secondary level of semantics in
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it. As a result, the images of the pastoral, the
airy lyricism and the amorous idyll inherent
in the Sicilienne acquire new scherzo-like
meanings in the conditions of the theme of
Sonata No. 60.

The mechanism of the impact of the
tempo, resulting in a lack of correspondence
with the etymology of the direct meanings
of the formulas, may be observed in
Sonata No. 81 (Example 19) and in Sonata
No. 100, in both of which there is a presence
of lexis of etiquette formulas. The gallant
figure of the courtesy in the fore-textual
conditions had served as a sign of court
dances, reflecting the pliancy of the gentle
manner, of the “amorous play” between the
gentleman and the lady. In the new context
of the Allegro tempo, combining itself with
other figures close to it in their meanings
(the etiquette formula of the bass, the
figures of curtsey motions), as well as with
significations opposite in their meanings
(signal intonations), the gallant figure loses
its soft and fluent character, due to which
there appears a new metaphorical artistic
result: a secondary scherzo-like meaning.

In counterbalance to the mechanism of
dissipation of meaning and the leveling of
significations in the themes of Scarlatti’s
sonatas there are processes of the
actualization of the direct meanings of the
lexemes by means of the direct impact of the
regulator on the sign [8; 12]. Characteristic in
this regard are the themes of Sonata No. 183
(Example 15) and Sonata No. 19 (Example
9) , built on the intonational formula of the
fanfare. The tempo (Allegro) and the key
(C major) actualize the direct non-textual
meanings of the intonational formula and
endow the latter with the brilliant brightness
of a trumpet sound.

A similar role is played by the tempo
(Andantino), a regulator of the direct impact
on the signification of the gallant figure in
the themes of Sonata No. 89 (Example 1)
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and Sonata No. 83 (Example 3), Sonata
No. 173 (Example 18). Due to the ambiguity
of genre in the thematicism the tempo
actualizes the semantics of the gallant figure
and its non-text meanings as the plastic sign
of courtesy in dance.

Thereby, the conditions of the context
are dictated by certain “norms” of living
functions of the intonational formula in the
creation of the musical image. The artistic
and aesthetical result of the interaction
between the contextual environment and
the intonational formulas results in the
formation of certain semantic situations: in
one case it is the leveling of non-textual
meanings of the formula: in the other case
it 1s their demise; and, on the other hand,
the actualization of the semantics of the
sign.

In conclusion to the observations about
the semantical transformations taking place
within the characteristic, representative
themes of Domenico Scarlatti’s sonatas,
we become convinced that the composer
frequently and actively makes use of the
“commonly used” intonational lexis with a
fixed circle of non-text significations. The
intonational formula becomes involved
in the context of Scarlatti’s sonatas, at the
same time carrying out the connection with
the objective world, narrative themes and
images-perceptions. The mechanism of
this connection is based on the composer’s
choice of a particular semantical structure
and his placement of it in a syntactically
organized musical environment, in which
the important factors of form-generation
are the various semantical situation of
interrelations between the sign and non-
sign elements of speech. Only in their direct
connection does the meaning of the musical
theme disclose itself, the latter presenting an
important constituent part of the process of
analysis of content of any concrete musical
composition.



2019,2

Musical Text and its Performer

0

Sy NOTES o< <o

' The concept of “migrating intonational
formulas” was brought into circulation in the
research of semantic processes in Liudmila
Shaymukhametova’s Dissertation for the Degree
of Candidate of Arts: “Migriruyushchaya
intonatsionnaya formula v semanticheskom
kontekste muzykal ’noy temy” [“The Migrating
Intonational Formula in the Semantic Context
of the Musical Theme”] [ 7].

2 Here and below the numbering of the
sonatas is cited according to the Hungarian
edition: 200 Sonatas by Domenico Scarlatti.
Urtext. In 4 volumes. Budapest, 1977-1979.

3 About the direct expression of semantics
and structure of the “corni sign” see in edition:
[8; 12].

<&y EXAMPLES o< <>

Domenico Scarlatti.
Sonata No. 89. K. 277, L. 183

Example 1

Example 5 Sonata No. 39. K. 140, L. 107

[Allegro molto]
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Example 14 Sonata No. 62. K. 209, L. 428
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Example 15 Sonata No. 55. K. 182, L. 139

Example 16 Sonata No. 199. K. 550, L. 542

Example 8 Sonata No. 94. K. 284, L. 90
Allegro
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Example 11 Sonata No. 179. K. 502, L. 3

Allegrissimo

Example 17 Sonata No. 197. K. 544, L. 497
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Example 12 Sonata No. 22. K 96, L. 465
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Example 18 Sonata No. 173. K 490, L. 206
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The issue of comprehension of the content of musical compositions has been of active interest
on the part of performers and music theorists for a long period of time. For over five centuries
human beings have aspired to discern the composer’s conception in musical note-based symbols.
And the more substantial the performance, the more truthfully it conveys the authorial conception
to the listener. In this connection the author of the article presumes that the time for priority for
the intuitive component in performance, which, undoubtedly, is very important, has nevertheless
passed. In the present day, in many ways as the result of intensive development of musicology and
its connections with contiguous disciplines, there have appeared various technologies with the help
of which the task of cognition of the musical text, penetration deeply into the substance of a musical
composition has become fully possible. In this direction we must acknowledge the great merit of
the research group of the Laboratory of Musical Semantics of the Ufa State Institute of Arts headed
by Doctor of Arts, Professor Liudmila Shaymukhametova, the author of the methodology of the
semantic analysis of musical compositions.

The article makes use of elements of this method of semantic analysis upon the deciphering
of semantic structure of the content of Domenico Scarlatti’s Sonata for clavier K. 466, L. 118 in
F minor — a composition in which it is possible to read the semantic meanings of the baroque
instrumental and vocal intonational lexis, as well as the lexis of instrumental ensembles. It examines
the problem of the correlation of the semantic structures of the primary (authorial) text and its
semantic specification in the secondary text (the performance scenario).

Keywords: the clavier sonatas of Domenico Scarlatti, the semantic analysis of a musical theme,
the intonational lexis of musical compositions from the baroque period, semantic structures of
musical thematicism, intonational formulas, the Laboratory for Musical Semantics.
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CmbicroBble cTpykTypbl CoHaTbl AAst KAaBupa K. 466, L. 118 cha muHoOp
Aomennko Ckapaattu

Hp06neMa MOCTUIKCHUS COACPIKAHHA MY3bIKAJIbHBIX COYMHCHUH BOJIHYCT HCITOJTHUTEIIEH W
TCOPCTUKOB MY3bIKU JIABHO. bonee ATy cToNeTHI YETOBEK CTPECMUTCA pa3raaaTb B MY3bIKAJIbHBIX
HOTHBIX CHMBOJIax aBTOpCKI/Iﬁ 3ambicen. M uem COACPIKATCIIbHEC HCIIOJIHCHUC, TEM OHO Oonee
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IIPaBAMBO JIOHOCUT JO CJIylIaTels aBTOPCKYIO KOHLEMNIMIO. ABTOp CTaTbM B JTOW CBA3M
MIPENIIOJIATraET, YTO BPEMS IPUOPUTETOB UHTYUTUBHOTO KOMIIOHEHTA B UCTIOJHUTEIBCTBE, KOTOPBIH,
0€3yCIIOBHO, Ou€Hb BaXkeH, BcE-Taku yuuto. CeromHs, BO MHOTOM Ojarogapsi MHTEHCHBHOMY
Pa3BUTHIO MY3BIKO3HAHUS U €r0 CBA3SIM CO CMEKHBIMM HAayKaMH{, MOSBHUIUCH TEXHOJIOIHMH, C
MIOMOIIBI0 KOTOPBIX 3a/lauya IMO3HAHMS MY3bIKAJIBHOTO TEKCTa, MPOHUKHOBEHHE BIIYOb CYTH
MY3bIKQJIbBHOTO TPOM3BEICHMs CTajla BIIOJIHE BO3MOXKHOW. B 3TOM HampaBiieHMM  BUIUTCS
OosiblIast 3acilyra Hay4HOro KoyuiekTuBa JlaGoparopuu My3bIKaabHON CEeMaHTUKU Y (HUMCKOIo
rOCYyAApCTBEHHOTO MHCTUTYTa HCKYCCTB, BO3IVIABISIEMOIO JIOKTOPOM HCKYCCTBOBEIEHMUS,
npodeccopom Jlronmuioii llaiiMyxameToBOI — aBTOPOM  METO/I0JIOTUM CEMAaHTUYECKOTO aHAIN3a
KJIACCUYECKUX ITPOU3BEIECHUM.

B crarbe MCHONB30BaHbI 3JEMEHTHl METOJa CEMaHTHYECKOTO aHalu3a NpU pacumdpoBke
CMBICJIOBBIX CTPYKTyp cozepxkanusi Conarel K. 466, L. 118 ¢a munop domenuxko Ckapiarta
— COYMHEHUS, B KOTOPOM IPOUYUTHIBAIOTCS CMBICIOBbIE 3HAUEHHsI GAPOYHOI MHCTPYMEHTAIBLHON
U BOKaJIbHOM WHTOHAIIMOHHON JIEKCHKM, a TaKXe JIEKCUKM HMHCTPYMEHTAJIbHBIX aHcaMOJIeH.
PaccmarpuBaercsi mpoGiemMa COOTHOILIEHHMS! CMBICIOBBIX CTPYKTYp NEPBHYHOTO (aBTOPCKOIO)
TEKCTa U CMBICIIOBOM €T0 JIeTaIu3allii BO BTOPUYHOM TEKCTE (MCIIOIHUTENIECKOM CLIEHAPUH).

KnroueBbie ciioBa: kinaBHpHble coHaThl JlomeHuko CkapiarTH, CEMaHTHYECKHI aHaIu3
MY3bIKaJIbHONH TEMBbl, UHTOHAIIMOHHAS JIEKCHKA COYMHEHHH OapOKKO, CMBICIOBBIE CTPYKTYpbI
MY3bIKaJIbHOTO TEMaTH3Ma, WHTOHALMOHHBIE (GopMyIbl, JJaboparopus My3bIKaJIbHON CEMAHTHKH.

s yumuposanus: Garipova Ninel F. The Semantic Structures of Domenico Scarlatti’s Sonata
for Clavier K. 466, L. 118 in F minor // IIpo6aemsl My3bikanbHOM Hayku/Music Scholarship. 2019.
Ne 2. C. 97-104. DOI: 10.17674/1997-0854.2018.4.097-104.

he end of the 17th century brought Domenico Scarlatti presents a phenomenon

the birth of geniuses, who signalized  withoutany analogy inpiano literature, which

the creation of new stylistic directions  has allowed theoreticians and practitioners of
in the art of world music. At the same time, the art of piano performance to characterize
not infrequently the musical heritage in the it as “standing apart” and “being the only
system of musical values has undergone one of its sort.” For many years the clavier
periods of oblivion, followed by a triumphant ~ musical legacy of Domenico Scarlatti has
revival. Among the famous contemporaries been perceived through the prism of the
of Johann Sebastian Bach — Georg Friedrich  issues of form, genre, harmony and style
Handel, Antonio Vivaldi, Jean Philippe of instrumental culture. From the present-
Rameau, for along period of time the musical ~ day positions of scholarship, baroque music
legacy of all the enumerated composers for clavier and the composer’s sonatas are
acquired different artistic evaluations. The also researched from new perspectives.
historical destiny of the clavier musical Thus, in the context of the theory of musical
legacy of Domenico Scarlatti, most notably, text study is made of the intonationally
his 555 sonatas, also developed in a lexical constitution of thematicism [4; 9;
peculiar manner, and today the composer’s  14]; the traditions of unfolding the clavier
instrumental music can hardly be always two-staff score into a score for ensemble
considered to be accepted everywhere, since  [1; 2]. From culturological positions analysis
it is not always included in the performance is made of the influence of the dance and
and pedagogical repertoire. The music of vocal musical cultural on the peculiarities

98



2019,2

Musical Text and its Performer

0

of the thematicism in the sonatas [4; 6; §],
peculiarities of music-making in the practice
of ensemble performance, [5; 13]. From the
perspective of the intertextual interactions
the incorporation acoustic images and
subject matter related to music-making into
the musical texts of the clavier compositions
is also examined [3; 9].

In the proposed article the subject for
studies is formed by the semantic structures
in the thematicism of the Sonata No. 118 in
F minor' and their role in the formation of
the content — the mechanism of the hidden
intensity and expression. The concept of
“semantic structures” has been brought into
scholarly use in connection with semantic
analysis and presumes a deciphering of
a number of meanings of intonational
formulas, plot-related situational signs with
fixed meanings, and dialogic models which
organize musical content.

The nature of such fixed formations is
determined by the content-based contexts
of professional music: they migrate from
one musical text to the next, preserving
(or transforming) the initial meanings [14].
Unlike traditional descriptions of grammar
and syntax of musical content, what turns out
to be especially important for performers is
intonational lexis, which should provide the
subject of special attention, an interpretation
of style and genre becomes created since as
the result of the deciphering.

The intonational lexis of the Sonata in
F minor is distinguished for its “increased
semantic concentration” (Mark Aranovsky),
which provides with the espressivo mark
indicated by the composer the effect of an
intense dramatic sound and the unfolding of
various “events” in the form of change of
psychological states. The constituent parts
of this semantic mechanism and the logic

of the content-based process may be found
by betaking semantic detalization of the
figured flow of the overall forms of motion,
organized within the frames of the texture
uniform for the entire sonata. The system
of the meanings of the semantic figures
concealed in the figurations is apportioned
by the composer in the various semantic
episodes in various ways (for example, the
first section of the sonata contains three
episodes, where the first two possess a
common lexical structure, while the third
“modulates” into the realm of gallant
pastoral), and the goal of the performer,
who is creating a secondary performing
musical text, is to turn his attention both to
the graphical picture of semantic figures and
to the semantic result of their combination.

In the initial episode of the first section
of the sonata (prior to the recapitulation)
the key (i.e. the most frequently repeated)
intonations may be considered to be
choreatic intonations of the morose lamento,
creating the images of sadness, supplication
and despair, strengthened by motivic
dialogues concealed in figurations. The
anabasis figure, appearing twice in the bass
(mm.1-4 of Example 1; 16-20 of Example 2)
with a static rhythm of a funeral procession
with its heavy condition of overcoming the
ascent in connection with lamento figures
and in contradiction with them, creates a
metaphor, typical for the baroque style,
with the scintillation of meanings between
the states of “lyrical sorrow” and “sorrowful
lyricism” characteristic for it. The rhetorical
saltus duriusculus figures in an intensive
range of leaps of intervals of augmented
fifths (mm. 5-6), major sevenths (mm.
7-8) and ninths (mm. 14-15) sound no
less dramatically in light of their acoustic
etymology (Example 1).

' The urtext is presented of the edition: Scarlatti Domenico. 200 sonaten. IV (Urtext). Budapest:

Editio Musica, 1979, pp. 48-50.
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Example 1 Domenico Scarlatti.  which strengthens the atmosphere of the
Sonata K. 466, L. 118 in F minor,  pastoral, is formed by intonations of plastic
N mm. 115 origin in the form of “soft endings in the vein
et e e of curtseys” intertwined into the ornamental
2"" P U design of the common forms of motion.
(Fepee—t = The second section of the sonata can
be characterized as an introduction of
§ %g.,'b et Pt = uﬂ T SR a: additional lexis of plastic etymology (the
 efea el efeo el efmae | e, “gallant figures” — mm. 36-37 of Example
e 4), as well as the convergence with the lexis
. of the first state: the semantics of sorrow,
PTIPINY eodo b ) ) § ..
§§H—‘=§: Sttt s = 22 drama and gallant lyricism. The overall
lops s tlrgule o o ¢ Lfree el firer £ artistic result of the second section may be
0 defined as a dramatic pastoral.
gﬁ 2 %E':,b'k =SSSSSSSSSSE= Example 3 Sonata K. 466, L. 118 in F minor,
LEfel bl rfe e mm. 24-34
— : : D S S— et e, D N V)
Example 2 Sonata K. 466, L. 118 in F minor, ~ (ZES——=z e e tfmr o £
mm.16-23
Sﬂ 1L P _é’_ v (w]
%g_;,’qj_(_,_aﬁ! 5 nﬂ'——"::t?' —t ::.3:!, et §:§ 2 I, ﬂr_‘;‘ T. 5 z EF:‘—T#,,'—;—' SSSS
;m “mﬁﬂé I Al CA S e = i = T L AP RN s
. ) z ., 2l )
S,:??;.".; DEeds hf_Eir_l'ﬁﬂEL. ."‘ar =gssnsii=Ju g e %—143-—34——3 ——
I = e eSS e
The phase of tension in the second Example 4 Sonata K. 466, L. 118 in F minor,
episode (mm. 16-22, Example 2) with mm. 35-50
the subsequent culmination is perceived trlesde.
even more intensely for the reason of the 2
paradoxical semantic organization: the S——
descending melodic sevenths in the saltus 5
duriusculus figures are placed in unusual g AT et L = L_J =3
conditions of ascending sequences. logytet et fEREES| L erpnrl L pertfEC
The intonational lexis of the third episode
(mm. 24-34 of Example 3) brings in a calm o R . -
atmosphere of lyrical moods and gentle ﬁﬁ&? e e H
exquisite feelings. The semantic accents opprtftlEE e PR iﬁﬁfﬁf i&'fﬁf
change: the key semantic figure is the
etiquette formula of the bass, which appears e A — prtrded., Y J"
here for the first time and is repeated in the §§ RN T
episode. The second important element, e i i ===
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Semantic detalization of the musical text
is important for music of various genres
and styles, but in the baroque sonata, just
as in the technique of 17th and 18th century
painting, the importance lies not in harsh
lines, contrasts or straight-lined affects,
while the noble tints of small semantic
nuances, a special delicacy of glimmering
of meanings, and the chief role in this case
is relayed to articulation.

The performing scenario is not a copy
of the composer’s musical text. The poly-
semantic quality of the musical language
makes it possible to create various semantic
accents and versions of articulation of the
primary musical text, which leads to diverse
artistic results. Thus, from the very first
measures, the authorial musical text of the
sonata makes it possible to choose the main
key intonation, which may be shown “in
enlarged view.” For example, despite the
inertia of graphic perception according to
the scheme of “melody-accompaniment,”
the same quality may be present in the
lower voice of the bass line — the anabasis
figure. Other semantic figures positioned
above the latter may carry out the role of the
“background.” In the examined Example
No. 1 the saltus duriusculus figures
substantially concealed in the texture
are dissolved within the overall forms of
motion. If they are left in this grammatical
status and not highlighted in terms of
articulation, the dramatic effect of the sound
of the sonata would be significantly abated,
and, in all possibility, would disappear
entirely. The crucial lamento intonation
may be performed with varied degrees
of expression, which also depends on the
actualization of dialogical retorts of various
scales concealed in the figurations: equal to
a motive (half a measure each), or a phrase
(1 measure long each).

Thedialogic qualities are marked by slurs,
emphasized in its articulation by dynamics

and caesurae, and also the timbral-registral
imitation of the retorts. The “transferal” of
the concealed structures and their meanings
into the platitude of the visible ones in
the quality of a performance sketch to the
general picture becomes possible by the
method of unfolding the elements of the
musical text into an imagined score. For
example, the concealed dialogues would
become apparent and timbrally colored in
the performance of the upper line of the
sonata (mm. 1-5 of Example 1).

Besides its poly-semantic quality,
the musical text of Domenico Scarlatti’s
sonatas has privileges in the creation of
the secondary performance scenario on
the basis of the poly-variant deciphering
of semantic structures. Thus, the examined
sonata, just as many other sonatas by
Scarlatti, has hidden wvariant structural
indications of a non-clavier text, and serves
as the “mirror” reflecting various forms
of the practice of music-making of that
time. The question of the influence of the
vocal and instrumental culture is usually
examined historically through the facts
and analysis of the chronology of events.
However, any composition for clavier
in view of the traditions of the music-
making ensemble practice of the baroque
period is structured as the combination of
numerous musical texts and is frequently
endowed with indications of a contracted
quasi-score. Thus, the semantic structure
under the title of solo is easily located
graphically by functional indications, but
has the possibility of diverse interpretation
of meanings assigned to it in the secondary
text of the meanings. For example, the
texture of the first part may be interpreted as
an aria with an instrumental accompaniment
written out as a continuo part (mm. 1-3 of
Example 1) and the four-part (solo divisi
and continuo divisi) score (mm. 4-5 of
Example 1). The goals of the “ensemble” are
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outlined in a structurally precise way: short
phrases containing uniform sad intonations
recapitulate the phrases of the soloist, while
the conclusion (mm. 30-34 of Example 3)
resemble a theatrical curtain with a short
orchestral episode.

The permeation of the intonational
lexis of instrumental ensembles into the
composer’s piano compositions was not
accidental and coincided with the time
of the efflorescence of their tradition of
sounding out opera performances. In Sonata
in F minor the instrumental ensemble may
be presented timbrally and comprised by
four musicians: two violins, viola and cello.
The solo part would sound in an equally
graceful manner if played on a violin or a
flute, which would be quite in the spirit of
the tradition of intersubstitutability of solo
instruments in the conditions of ensemble
playing.

Since the key intonations of the sonata
are built on the lamento gestures, the vocal
nature of their primary significations brings
to mind the use of intonational lexis of

2019,2

castrati singers: high register, indications
of coloratura and ornamentation. It is
quite logical to assume that the composer
perpetuated the vocal singing of castrati
in his instrumental composition. It is also
known that Scarlatti was friendly with the
great castrato singer Farinelli, and quite
possible that the theme of the second
section was created under the impression of
his remarkable art. For the characterization
of the second section, we may recall the
fair words of Italian poet Enrico Panzacchi:
“What singing! A voice emitted by the
human larynx is sweet as the sounds of a
flute, full of affected beauty” (cit. from:
[6, p. 128]).

The timbral marking of the semantic
structures of the musical text, the imparting
to them of diverse variant acoustical
significations, along with the semantic
detalization of the musical text in the system
of semantic figures are capable of leading
to a competent content-based interpretation
of the composition and creating a stylistic
intoning adequate to the accepted scenario.
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Algorithmic Compositions are a Phenomenon of Electronic Music

Electronic music can be subdivided into a number of varieties. They include music composed
for electronic musical instruments; music the basis of which is the transformation by electronic
means of sounds surrounding the human being; music created by means of sounds automatically
generated by electronic means, as well as music programmed on the computer, or algorithmic
music. The present article is devoted to examining an experiment in the sphere of algorithmic
music which during the course of a long time is carried out by composer, scholar and writer David
Cope — a researcher of musical artificial intellect. Cope is the developer of programs for analysis
and creation of musical compositions in the styles of well-known composers. The article applies the
method of comparative analysis for comparing a musical composition by Hungarian composer Bela
Bartok and its model created by means of algorithmic composition with David Cope’s program.

Creation of style according to a model is an enthralling experiment making it possible to
perceive in an adequate manner the music of famous masters, to carry out competent interpretations
in musicological analyses, to establish the components of a composer’s style, observing important
components of his mannerisms, and to perfect oneself in computer programming. Nonetheless, a
composition created by a master still surpasses the mechanical version by the presence of inimitable
creative enlightenment inspiring in its solution of the posed creative goal, which is impossible to
recreate automatically.
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AArOopUTMHYECKME KOMMO3ULMU — DEHOMEH IAEKTPOHHOM MY3bIKU

SHGKTPOHHEU[ MY3bIKa IIOAPA3ACIIACTCA HAa PO paSHOBHﬂHOCTeﬁ. K MM oTHOCSATCA: MY3bIKa,
COUMHEHHAsA IS SJICKTPOHHBIX MY3BIKAJIbHBIX HHCTPYMCHTOB, MY3bIKa, B OCHOBC KOTOpOﬁ —
Hp606paSOBaHHBIe QJICKTPOHHBIM crocoboM OKpYKaroIre 4€JI0BEKA 3BYKH, MY3bIKa, CO3JJaHHAas U3
TCHCPHUPOBAHHBIX ABTOMATHYCCKH 3JICKTPOHHBIM CIIocoooM 3BYKOB, d TAK)KC 3alIpOrpaMMHUPOBaHHas
Ha KOMIIBIOTEPEC, WU — AJTOPUTMUYCCKAA MY3bIKA. I[aHHafI CTaTbs IMOCBAIICHA PACCMOTPCHHIO
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JKCIIEpUMEHTa B OONACTH aJTOPUTMUYECKONM MY3bIKH, Ha TMPOTSHKEHUHM JOJTOr0 BpPEMEHHU
MIPOBOAMMOIO KOMIIO3UTOPOM, Yyu€HbIM, mnucareneM JlaBugom Koynmom — wuccrnenoBarenem
MY3BIKaJIbHOTO HMCKYCCTBEHHOTO HHTeiiekTa. Koym sBisieTcss pa3paOOTUMKOM Mporpamm it
aHajgu3a M CO3JaHUsl MY3bIKaJIbHBIX COUMHEHUM B CTWJISIX HM3BECTHBIX KOMIIO3UTOpPOB. B crarbe
IIPUMEHEH METOJI KOMIIOPATUBHOIO aHAJIN3A JUIsl CPABHEHHUSI COUMHEHHUS] BEHI'€PCKOI0 KOMIIO3UTOPA
bensl baproka u ero moxenu, coO30aHHON AJITOPUTMHUUECKOW KOMITIO3ULMEN 1O nporpamme /[3Buna
Koyma.

Co3znanue CTHIISE IO MOJIEINN — YBJIEKATEIbHBIN OMBIT, HO3BOJISIFOIIUI aIEKBATHO BOCIPUHUMATD
MY3BIKYy HW3BECTHBIX MAacTE€pOB, OCYLIECTBIATh IPAMOTHBIE MHTEPIPETAUMU B MY3bIKOBEIUECKUX
aHaJIN3aX, YCTAHABIIMBATh KOMIIOHEHTHI CTUJISI KOMIIO3UTOPA, IOAMEYasi BAKHbIE COCTABIIIOLIME
€ro IMoyYepkKa, COBEPIICHCTBOBATHCS B KOMIIBIOTEPHOM IMporpaMMupoBaHuu. OJHAKO COYMHEHUE,
CO3[JaHHOE€ MacCTepOM, BCE K€ IPEBOCXOAUT MAIIMHHBIA BapUaHT HAJIUYHUEM HEIOBTOPUMOIO
TBOPYECKOI'O 03aPEHHUSI, BIOXHOBIISIOLIETO [P PELIEHNUH ITOCTABIEHHOM Xy10°KECTBEHHOM 3a/1a4H,
KOTOpPO€ HEBO3MOKHO BOCCO3/1aTh aBTOMATUYECKH.

KiroueBrie cnona: OJICKTPOHHas MY3bIKa, aJJfOpUTMHUYCCKAsd KOMIIO3UIIUA, COBPEMCHHAA

MY3bIKa, My3bIKaJIbHbIN cTUIb, [[3BHa Koym.
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he progress of science and technology,

having penetrated into art, has

influenced the appearance and the
subsequent development of algorithmic
music. the use of electronic calculative
machines began at the end of the previous
century. It spread onto sound production
in music, its analysis and composition.
Generating music is a broadly developed
field of research in musicology outside of
Russia [6; 7; 9; 10; 11]. Analysis is made
of algorithmic compositions modeling the
composer’s style within the frameworks of
the present article.

One of the composers who has studied
the potential of modeling style in music was
David Cope. His experiments in the domain
of musical intellect, or EMI', carried out
since 1981, have generated numerous
compositions in the style of Scarlatti, Bach,
Haydn, Mozart, Beethoven, Schubert,
Chopin, Gershwin, Joplin, Schoenberg,
Bartok, Rachmaninoff and Prokofiev [4; 5].

In describing the process of
recreation of musical style with the aid
of electronics, Cope makes use of the
term of “recombination,” derived from
precise or natural sciences and signifying
a redistribution of the genetic material of
parents in their descendants. The composer
considers that the musical processes, just as
all processes taking place in the Universe,
are based on genetic recombination
providing for the preservation of traditions.
In Cope’s opinion, recombination of pitches
and duration presents the building blocks
of music which form the basis of musical
composition and recreate individual and
epochal musical styles [5].

The work of EMI is based on “the
17th century algorithmic principle” of
Musikalisches Wiirfelspiel — the game of
“musical dice,” i.e. on arandom choice from
preset parameters. In order to determine the
parameters, Cope brings out the concept of
the signature, which presumes the specific

106



2019,2

Information Technology and Music

0

elements of the musical language repeating
themselves in music which define the
composer’s individual style. In his search
for signatures, Cope provided the EMI
with the indispensable data containing
information about the composer’s set of
expressive elements, represented by short
musical fragments. The computer chooses
the versions set forward by conditions out of
a set of parameters. The variable numerical
parameters within a computer code, both the
ones which detect and those that determine
whether or not the potential correlation is
satisfactory are called “controllers.”

The distribution of the patterns on a
compositional level ofamusical composition
takes place due to the analytical module
SPEAC?, which coordinates the correlation
of the patterns between the various sections
of the large-scale thematic structure of a
composition, following the logic: from the
smaller structures to the larger, i.e., from the
motives to the entire composition, according
to Heinrich Schenker’s method of analysis.

One of the compositions created with
the aid of the EMI computer program with
the aim of reconstruction of a composer’s
style was the composition Bulgarian Dance,
written according to the model of the pieces
of the cycle by Hungarian composer Bela
Bartok Six Dances in Bulgarian Rhythm from
the Sixth Book of Piano Pieces Microcosmos.

Bartok’s Microcosmos cycle consists of
153 pieces comprising 6 volumes. “This
cycle grew into an enormous collection
of pieces, incorporating in themselves
— in an extremely economical and vivid
form — the entire set of compositional-
stylistic means inherent to the music of
the Hungarian master,” as Izrail’ Nestyev,
a researcher of Bartok’s musical legacy,
writes [3, p. 511-512]. Bartok’s Bulgarian
Dance No. 152 concentrates in itself the
most typical features of the composer’s
original style. According to Nestyev, this

composition characterizes “all sorts of
harmonic refinements, delicate beauties of
melodicism and chordal combinations,”
which “give way to the irrepressible
aggression of rhythms and excess of
timbral and dynamic effects. Even the
most unsophisticated listener, most likely,
would not resist the imperious hypnosis of
self-sufficing dynamism” [Ibid., p. 706].
Such a concentration in one composition
of expressive elements intrinsic to Bartok,
most likely, was the reason for the greatest
similarity of particularly this piece with
Cope’s algorithmic experiment [5, p. 550].

To a significant degree Bartok’s style was
influenced by the composer’s mastery of folk
musical traditions, in this case, Bulgarian
ones, which had its effect on the melodicism,
the texture and the rhythmical language of
the pieces. The influence of folk melodies
on Bartok’s music demonstrated itself in an
entire set of modal innovations: due to this
connection with folk modes he expands the
possibilities of polytonality and atonality [2,
p. 71]. Besides this, the composer applies in
a systematic way various pitch sets which
in music theory have been dubbed with his
name. The melodicism of the Bulgarian
Dance No. 152 is based on a modal
coloration which presumes the interaction
of various scales upon one basis, presenting
the effect of a chromatic glimmering of scale
degrees. This phenomenon may be indicated
as the “Bartok technique in the conditions of
modal intervallics” (see: [1]).

Combining capriciously with ostinato
intonational progressions, modal coloration,
while permeating various textural strata, is
drawn into an intricate contrapuntal interplay;,
in which imitations, after slipping away from
one voice, unexpectedly appear in another.

The influence of folk music on rhythm
is characteristic to many works of the
Hungarian composer. Thus, researcher
A. V. Denisov writes that the meter and
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rhythm in Bartok’s composition presents
the element which defines the inner pulse
of a musical composition and conveys
a special type of dynamism to it” [2,
p. 70]. In Bulgarian Dance No. 152 the folk
musical element determines the presence of
changing and mixed meters and asymmetric
rhythmic structures which have received
the appellation of “Bulgarian Rhythm:”
2+2+2+2/8. In addition, use i1s made of
syncopated rhythms, which upon interaction
with ostinato rhythmic progressions create
a humorous “displacement” in the rhythm
based on shifting accents. As Nestyev
indicates, “The harshness of the sonorities
and the uncontainable thrust of the rhythms
seem to express a certain ‘rusticity’ of
feelings, an elemental rapture of life, and at
times also a rough sneer, salty humor” [3,
p. 707].

In the annotation to his algorithmic
composition, carried out by means of the
EMI, David Cope observes that the program
derives from Bartok’s Bulgarian Dances
their changing meter, and its modal and
textural peculiarities. Cope acknowledges
that during the process of composing music
by means of the computer certain deviations
from the style of the source composition are
permissible. Among them, he names the
free interpretation of Bartok’s polymodality
and avoidance of non-modal chromaticism
which is so peculiar to Bartok. At the same
time, EMI preserves the changing meter
and rhythmical asynchrony, the transfer
of texture between hands typical for his
piano compositions, as well as the threefold
cadences. The diatonic harmony maintained
by EMI adds to the mechanical version a
sense of stagnation not typical for the music
of Bartok [5].

In this connection, the features of the
“stile barbaro” inherent to Bulgarian Dance
No. 152 becomes lost in Cope’s algorithmic
composition. The resulting Bulgarian

2019,2

Dance sounds intonationally more mellow
due to the succession of the ascending and
descending motion in the middle voices
from scale degree I to scale degree V of the
natural major, emphasizing the tonality of
E major (Example 1).

Example 1 David Cope — EMI.

Bulgarian Dance, mm. 1-2

Moderato

S |
Eﬂ:ﬂw S

e e

The acuteness in Bartok’s Bulgarian
Dance No. 152 appears from the very first
measure, when the listener perceives, on the
one hand, a sense of tonal instability, due
to the “glimmering” between the major and
minor keys of A major — E minor, and, on
the other hand, the intensity created by the
harmonic contradiction between d # and d
(Example 2).

Example 2 Bela Bartok. Bulgarian Dance

No. 152, mm. 1-2
Allegro molto (22 = 40)
£ 5 £ & = i & e
I & P p i = ¥ ¥ ¥ =
: : 4 i fee -3 -4 i 3 fee

The sonorous peculiarities of the texture
of Bulgarian Dances No. 151 and No. 152,
demonstrated by the ‘“chordal-intervallic
parallelism,” the “coloristic compression of
the melodic voices,” and the “acoustically
saturated background of instrumental folk
music” [1, p. 160-161], become lost in the
mechanical version created by Cope. Let us
compare the texturally similar fragments of
mm. 17-18 of Bulgarian Dances Nos. 151
and 152 with mm. 23-24 of the Bulgarian
Dance by David Cope and EMI (Examples
3,4 and5).

Example 3 Bela Bartok. Bulgarian Dance

No. 151, mm. 17-18
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Example 4 Bela Bartok. Bulgarian Dance
Allegro molto (2 = 40) NO' 152’ mmm. 17—18
gsa%s e ey, % e
qd b - -
e
Example 5 David Cope — EML.

Bulgarian Dance, mm. 23-24

Moderato

As can be seen from the examples, the
“coloristic concentration of the melodic
voices” in Bartok’s Bulgarian Dance
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No. 152 takes place as the result of
the registral rapprochement of the
chromatically sliding voices (m. 17)

and the sudden juxtaposition with the
contrasting type of texture (m. 18), where
functionally contrasting textural strata
transfer into one register. In the Bulgarian
Dance by Cope and EMI the imitations
of the voices are carried out in one single
texture, at an octave distance between the
voices and upon the rhythmic standstill of

one of them, which makes the sound lucid
and delicate, which is quite remote from
Bartok’s artistic goal in No. 152. While
the texture of the mechanical version
comes close to the fragment from the
Bulgarian Dance No. 151 (mm. 17-18),
the intonational acuteness of this piece by
Bartok outmatches it.

Thus, a comparative analysis of music
created by a composer with that generated
with the aid of artificial intellect was carried
out by the example of two Bulgarian Dances
from Bela Bartok’s cycle Microcosmos and
the Bulgarian Dance by David Cope and
EMI. It demonstrated that the disclosure
of a composer’s ideostyle by means of
signatures, including a set of the elements
of a composer’s language and divided by
a program following the rules of musical
syntax, presents a curious experiment,
presenting a new step in science and art. At
the same time, the specific compositional
peculiarities which define the composer’s
“highlight” inherent to that particular
maestro may be recreated only by a person
endowed with remarkable talent.

Gy NOTES o< <o

' According to Cope’s terminology, EMI
stands for ‘Experiments in Musical Intelligence.’

2 The abbreviation “SPEAC” stands for:
‘Statement, Preparation, Extension, Antecedent,
Consequent.’
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Councpukaums:
KaK «3BYUYMT» e)xeAHeBHasi pu3nyeckass akTUBHOCTb?

Conudukanus (pusnueckoil, B TOM YHUCIIE €XKEIHEBHON aKTUBHOCTH SBJISIETCS MHTEHCHUBHO
pa3BUBAIOIEHCS OONACThIO HAyYHBIX HCCIENOBaHUN. JlaHHBI TPOEKT CKOHIEHTPUPOBAH Ha
KOMIUJIEKCHOM CIOc00€ HCIONb30BAHUS AITOPUTMHUUECKON MY3bIKM C HAJIMYHMEM CIOKETHOW U
KOMITO3UIITMOHHON CTPYKTYp — My3uukanuu. 3a OCHOBY OepyTcsi cmocoObl mapaMeTpruuecKoit
coHM(HKAIMK JAHHBIX — HauOoJjee IIUPOKO HCIONb3YyeMOW TEXHUKH, Mpeodpasyroeit
MHOTOMEPHOE MPOCTPAHCTBO NAHHBIX B 3BYyK. PasnuuHble 3Ha4eHHs] (U3NYECKOW aKTHBHOCTH,
MOJTyYeHHbBIE C MTOMOMIbIO Tpekepa akTuBHOCTH Xiaomi Mi Band, B xone nzydeHus coHUpUKAIUU
KaK MMPaKTHYEeCKON M TBOPYECKOW OOJIaCTH HAyKU M UCKYCCTBA, IMO3BOJIUIN MPOBECTH HECKOJIHKO
9KCIIEPUMEHTOB, CTABSIIUX IEJNbIO O3BYYUTH JaHHbIE (uTHec-Opaciera TakuM 00pa3oM, 4TOObI
B IMpelenax MNOJYyYEeHHOW MY3BIKAJIbHON KOMMO3MIIMH OTOOpPa3UTh €XEeIHEBHYIO aKTUBHOCTH
HECKOJIbKUX T0JIb30BaTesield. B pamkax uccienoBaHHMs paccMaTpPUBAINUCH pas3HbIE CIIOCOObI
npeoOpazoBaHusl 3HaueHU (uTHec-OpacieTa B My3bIKAJIbHBIE MapaMeTphl; KIIIOYEBOU IIENIBIO
ABIISIOCH JOCTIDKEHHE OanaHca MeXIy TMOHSTHBIM JJIsS CIyIIaTeNsl OTOOpa)KeHHEeM 3BYKOBOM
uHGOpPMAIIM UM MY3bIKAJIbHON «IPUBJIEKATEIBHOCTBIO» aKyCTHUECKOTo pe3yibrara. beian
anpoOMpOBaHbl HECKOJIIBKO BapHAHTOB IapaMETPUYECKOrO MOAIIUHTA, TPaHCHOPMHUPYIOMIUX
YeThIPEXMEPHOE MPOCTPAHCTBO 3HAYEHUN TpeKepa aKTUBHOCTH B MHOTOMEPHOE MPOCTPAHCTBO
MY3BIKAJIbHBIX MapaMEeTPOB — OT Pa3IWYHBIX BAapPUAHTOB YETHIPEXMEPHOIO IO MIECTUMEPHOTO.
[Tocnennuii momxon B UTOre MOKazajcs HauOonee YOEIUTENbHBIM C TOYKUA 3pEHUS IeleH,
MOCTABJICHHBIX B HACTOSIIIEM ITPOEKTE.

KiroueBble ciioBa: coHu(UKaLMs, NTapaMeTPUUECKU MAIIUHI, HUHTEPAKTUBHOCTb, 3ByYKOBOE
oToOpakeHne NHPOpMaIIH.

Jnayumuposanus: KpacHockynos A. B. CoHnukamus: Kak «3By4nuT exeIHeBHas pruznyeckas
akTuBHOCTH? // [Ipobnembl My3bikanbHOM Hayku. 2019. Ne 2. C. 111-119.
DOI: 17674/1997-0854.2019.2.111-119.
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Sonification: How Everyday Physical Activity “Sounds”?
The sonmification of physical activity, including the everyday variety, is an intensively

developing sphere of scholarly research. The present project is concentrated on a complex
way of using algorithmic music with the availability of the subject-wise and the compositional
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structures — musification. The basis is comprised of means of parametric sonification of data —
the most broadly used technique, transforming the multidimensional space of the data in sound.
The various meanings of physical activities obtained with the use of the Xiaomi Mi Band activity
during the process of studies of sonification as a practical and creative domain of science and
art made it possible to carry out a few experiments carrying the aim of sounding out the data of
the fitness bracelet in such a way as to depict the everyday activities of several users within the
limits of the resulting musical composition. Various means of transformation of the meanings
of the fitness bracelet into musical parameters were examined within the frameworks of this
research work. Approbation was made of several variants of parametrical mappings transforming
the four-dimensional space of the meanings of the tracker of activities into a multidimensional
space of musical parameters — from the different variants of the four-dimensional to the six-
dimensional. The latter approach turned out to be the most convincing from the perspective of
the aims set forth in the present project.

Keywords: sonification, parametrical mapping, interactivity, sonar reflection of information.

For citation: Krasnoskulov Alexei V. Sonification: How Everyday Physical Activity “Sounds™?
Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2, pp. 111-119. (In Russ.)
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bl )KUBEM B SIIOXY JaHHBIX: OHU

OKpPYXKaroT HAac Be3lle U Helpe-

PBIBHO CONPOBOXJAIOT B IIO-
BCEIHEBHOM )u3HU. U XOTs yamie Bocnpu-
STUE TAaHHBIX MPOUCXOAUT BU3YAJIbHO, BO
MHOTHX CJIydyasix 3BYKOBasi pemnpe3eHTa-
Ul TPeoCTaBiasieT OOJbIIE BO3MOXKHO-
CTeHl AJIs X MOHUMAHUS, TPAKTUUECKOTO
u TBOpueckoro npumenenus [9]. Conu-
(dbukamus, UCMONAb3ys 3BYK JJIsl BOCIPHUSI-
THSI, UHTEPIPETAUUN U B3aUMOACHCTBUSA
C Pa3sHOPOAHBIMH HE3BYKOBBIMHM JaHHBI-
MH, UCXOAUT U3 (aKTa, YTO CIYXOM MbI
ONEpUPYEM JJISl U3BIIEUEHUSI CMBICIOBO-
ro KOMIOHEHTA U UCCIIEIOBAaHUSI CBOMCTB
OKpYXKAIOMKUX YeJIO0BEKa Pa3HOOOPa3HBIX
cobpiTuii U mpeameToB. CoHudukanus
MOXXET OBITh OTIpe/iesieHa KaK MOJIBU]I pac-
HIMPEHHOU B YaCTH CIYXOBOTO KOMITOHEH-
Ta PeaTbHOCTH, TMO3BOJISIIOMNN BBISBUTH
CKPBITYI0O MH(OpMAIIMIO Yyepe3 HaXOxXK]ie-
HHUE CBsI3€M WM accouwauuil (Ha3bIBa-
E€MBIX «OTOOpaXKEHUEM» WIIH «MITIUH-
TOM») MEXJly MPOCTPAHCTBOM JaHHBIX U
BEKTOpPAMU CJIyXOBOi peuenuuu [1].

CoHudukarus IBWKECHHH CIOpTCMe-
HOB — aKTHMBHO pa3BUBalomiascs objacTh
Hay4yHbIX wucchenoBanuii. HauGonbiiee
KOJIMYECTBO OTBITOB O3ByuHMBaHUS (u-
3UYECKOM U €XEIHEBHOW aKTHUBHOCTH
OCYILIECTBIISIETCS Yepe3 COOTHECEHHE CO-
HAPUIIUPYEMBIX HaHHBIX CO 3BYKOBBIMH
nmapaMeTpaMyd — TaK Ha3bIBaCMBIN Tapa-
Metpuueckuii mannuHr. K npumepy, nan-
HBIE aKCEIIEpOMETPOB, TMOJYYCHHBIE OT
JBUKEHUM CTIOPTCMEHOB B rojibde, kapare
unu rpebie, COMOCTABISIOTCS C BBICOTOM
MY3BIKaQJbHOTO TOHA, B PE3YJIbTATe YETrO
K aTjeTy B pealibHOM BPEMEHHU IMOCTyMa-
I0T CBeJeHUA 00 YypOBHE NpHUiaraeMbIxX
ycunuid. JlaHHbIE CEHCOPOB IMEPEHOCATCS
B MPOCTPAHCTBO XapaKTEPUCTUK 3BYKa,
YTO [MO3BOJISIET BOCIPUHHUMATh CIIYXOM
W3MEHEHHS B TOJOKEHUH U OPHUCHTALNH
CIIOPTUBHOTO WHBEHTAps WJIH CHaps-
na (Hampumep, Becia B rpediie, KITIOMKH
B Toiib(e U T. 11.), COCTAaBUTh MpeCTaBIIe-
HUE O TeMIle U TpeOyemMoul B psijic BHJIOB
CIIOpTa CHHXPOHHOCTH W PUTMHUYHOCTH
newxkennit. C. bappac, H. laddept u
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T. Bappac [2] npemyaratoT 1mecTh CHOCO-
OOB MapaMeTpU4eCcKoi COHN(UKAIUH JTaH-
HBIX, CBSI3aHHBIX C Pa3JIMYHOU CTEICHBIO
dbu3uYecKol aKTUBHOCTH, M3 KOTOPBIX
C CBOEM HCCJICIOBAaHUU MBI OMHUpPAEMCS
MPEUMYIIECTBEHHO Ha «MY3U(DUKAIIAIO»
— KOMIUIEKCHBIH €mOCO0 HMCIOJIb30BaHUS
aJTOPUTMUYECKON MY3BIKH, BKJIIFOUAIOIINI
HaJIN4YMe CIOKETHOM M KOMIIO3HIIMOHHOM
CTPYKTYD.

B xu3HH COBpEMEHHOr0 YeJ0BEKa OT-
CIIe)KMBAaHUE YPOBHs (DU3NUYECKOW aKTHB-
HOCTU peajiu3yeTcs yalle BCEro ¢ MoMo-
IIbI0 PA3HOIO POJA YCTPOUCTB «HOCUMOW»
3JIEKTPOHUKH, CPEIU KOTOPHIX HanOOIb-
1iee pacrnpoCTpaHEHHE MONYYUIU TpeKe-
pBI aKTUBHOCTH, Ha3bIBaEMbIE TaKXKe (PUT-
Hec-Tpekepamu. PutHec-Tpekep Mi Band
co3/1aH KoMIanuen Xiaomi v ObLT BIIEPBBIE
nokasaH 22 utons 2014 roga. YcrpoicTBO
BBITJISITUT, KaK OpaciieT, KOTOphIid yaoOHee
BCETO0 HOCHUTh Ha PYKe — TaK ke, KaK Ha-
pPYUHBIE Yachl (XOTS MPOU3BOAUTEID JIOIY-
CKaEeT ero HOILICHUE Ha JIOABbDKKE UIIH 1Iee).
VYnyumeHnHas TpeThs Bepcus (GUTHEC-Tpe-
kepa (Mi Band 3) 6sima npencrasiena 31
mast 2018 roma. Ilockonbky 3Ta MOAENb
(kak, BIpOYEM, W MPEAIMICCTBYOIIAs BTO-
pasg) cHaOxeHa EMKOCTHBIM JKpPaHOM,
OTOOpaXKAIONIUM pa3lInYHbIE TapaMeTpHI,
B TOM YHCJIE TEKYII€€ BPEMs, MIEPBBIH CIO-
co0 HomeHus (QuTHec-OpacieTa SBISCT-
cs, HaJO ToJiaraTh, mpeobianammmum. Mi
Band 3 né€rok, umeer 3amuTy OT BOABI U
MOXKET (YHKIHOHUPOBATh 0e3 moa3apsii-
KM HECKOJIbKO Henelnb. [lapameTpsl ¢usu-
YECKOW aKTHMBHOCTH PETHCTPHUPYIOTCS aK-
CEJIEPOMETPOM U OMNTHUYECKUM JIaTYUKOM
nyJbca.

Mi Band 3 Bcero nuiibs codupaer gaH-
Hble 00 aKTUBHOCTU: KOJIMYECTBO IIaros,
WHTCHCUBHOCTh  JIBUKCHUW, 3HAYCHUS
nynbca. s o6paboTku U mpocMoTpa cTa-
TUCTUKU pa3paboTaHo (PUPMEHHOE IPH-
noxkenne Mi Fit (moctynmHo Ha cmapTdo-

Hax Ha 0aze OC Android u i0S), koTopoe
paccuMTaHO Ha YyIpPaBJICHHE OpPacieTOM.
C ero momompl0 IMOJIB30BATENIb MOXKET
MpOCMAaTpUBAaTh YBEJOMJICHUS, BHJIEThH
BXOJSITIIE 3BOHKH, a TaKXe HACTPOUTH
dbopmar oToOpaskeHHs] NaThl U BPEMEHHU,
ONIMH TalMepa/cexyHaoMepa/OynnibHU-
Ka W T. J. 3aKpbITOCThH amnmapaTHO-Mpo-
IrpaMMHOM 11aTdhopMbl OpacieTa u CTPyK-
Typbl TaHHBIX, KOTOPHIMH OOMEHUBAIOTCS
Mi Band u Mi Fit, He 7aéT BO3MOKHOCTH
PUMEHEHUST YCTPOMCTBA U TPHUIIOKEHUS
JUIS. pa3lIUYHBIX, B TOM YHCJIE HAy4YHBIX
ueneid. OgHAKO psiIOM HE3aBUCHUMBIX HC-
cienoBaTeNeil ObUIO CO3aHO HECKOJIBKO
MPUIIOKEHHUI C OTKPBITHIM HUCXOIHBIM KO-
JIOM, TIO3BOJISIIOIINX OOOWTH OTrpaHUde-
HUS, YCTaHOBJICHHBIC MPOU3BOIUTEIIECM
yCTpOWCTBAa M MporpamMMHOro obecrie-
YeHus; Hanbosee MOMYISIPHOE M3 HUX —
Gadgetbridge' 6b110 3a/1€liCTBOBaHO B 00-
CYXKIa€MOM TIPOCKTE.

KinroueBolii B HameM cityyae sIBIs€TCS
BO3MO)KHOCTb OJKCIIOPTHPOBATh «CHIPHIE»
naHHbie puTHec-Opaciera u3z Gadgetbridge
B ¢popmar CYB/] SQLite 3. B nanbueitmem
sTa uHbpopmanus mnpeodpasyercs B (op-
mMat XML nns Gomee ymoOHO# paboOTHI.
B kaxxmom 6110Ke «CBHIPBIX» TaHHBIX COJIEP-
KUTCSI METKa BPEMEHHU M HECKOJIBKO Tapa-
METPOB B BUJIE IIEJTOYNCICHHBIX 3HAUYCHUH:
tun coObiTus (Kind), ero HUHTEHCUBHOCTH
(Intensity), KOIMYECTBO NPOWUJIEHHBIX 3a
MUHYTY maroB (Steps) u ycpeaHéHHoe 3a
MUHYTY 3HaueHue mynbca (Pulse). CoOsbi-
THUSA, ONpEAENsiEMblE OpacilIeTOM — X00b0a,
be2, con U T. 1. — KOOUPYIOTCS crierudu-
YECKUM ISl KaXJ0T0 KOHKPETHOTO BHA
aKTUBHOCTH  3HaueHHEeM. AmmaparHas
iargopmMa JIeTalbHO OIICHWBACT THIIBI
COOBITHN, HMCXONIS U3 TOKa3aHUU CBOUX
ceHcopoB. Hampumep, Opaciier BbiaensieT
CeMb PAa3NIUYHBIX 3HAYECHHH NI X00bObl,
HIECTh ISl Oeca — B 3aBUCUMOCTH OT aK-
TUBHOCTU TIOJB30BaTeNII M YaCTOTHI €ro
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nyiabca, — M OTIWYAeT CHUTyalluH, KOra
MOJIb30BATENh CUJIUT, CTOUT, BCTAET, CAIUT-
Cs1, TIOJIHUMAETCS BBEPX, CITYCKACTCS BHU3,
a TakKe Korja OpaciieT He HAJeT Ha PYKY.
Bcero ycrpoiictBo paznuyaer oxosio 25
TUIIOB TOBEJICHUS TOJIB30BATENS, a TAKXKE
MOMEHTHI 3apsKU OpaciieTa U HECKOJIbKO
TPUTTEPOB aKTUBHOCTHU (HarpuMep, Hava-
JI0 ¥ OKOHYaHue (a3bl cHA).

NHTEeHCMBHOCTB COXpaHsaeTCs Kak 8-OUT-
HOE 3HAUCHUE U, HACKOJIBKO MOXKHO CYJUTh,
ONPEIEIACTCS AMIUIMTYIOM ABVKEHUN PYK
U TeJla, TMOJy4yaeMbIX BCTPOCHHBIM aKceJe-
pomeTpoM. bonbiiel ¢Gu3nYecKor aKTHB-
HOCTH, XapaKTepHU3yIolehcs, Kak MPaBuIo,
OOMbIIIeH aMILTUTYION JABWIKEHUMN, TIPUCBa-
UBaIOTCA 0oJiee BHICOKHME 3HAYEHUS] MHTCH-
cuBHOCTH. DUTHEC-TPEKEP MOACUYUTHIBACT
TaK)K€ KOJIMYECTBO I11aroB, MPONHACHHBIX 3a
MuHyTy. OIHAaKO TOCKOJBKY Opacier, Kak
y>K€ OTMEUaJioCh, Yallle BCEr0 HOCUTCSA Ha
pyKe, €ro MpoIlWBKa WHOTNIA paclcHUBA-
€T KakK IIIard W MPOCThIe aKTUBHBIE B3MaXH
pyKamu (Harpumep, Mpu JUPUKUPOBAHUH,
Urpe Ha MY3bIKaJIbHBIX HMHCTPYMCHTAX).
C yuérom nocneanero (axra, TaHHBIN Ma-
paMeTp cieAyeT paccMaTpuBaTh Kak CO-
BOKYITHOCTH IIIaroB M OOIICH aKTUBHOCTH
nonb3oBarens. [lynbc 3amepsieTcs ontu-
YECKUM JIaTYMKOM TyJbCa MO 3arpocy, a
B pexuMax «YmpaxHenue» u «ber» — He-
IPEPHIBHO HEOOXOAMMOE KOJIMYECTBO Bpe-
MEHH; MMOJYyYCHHbBIC JAHHBIC COXPAHSIOTCS
KaK KOJIUYECTBO YAapOB CepAlla 3a MUHYTY
(BPM).

B pamkax mpoekTta ObUIO TPOBEIECHO
HECKOJIbKO JIKCIIEPUMEHTOB C IEJbI0 CO-
HUPUIIUPOBATh JaHHBIE (pUTHEC-OpacieTa
TaKuM 00pa3oM, 4TOOBI B Mpeenax OgHOM
MY3BIKQIBHOW KOMIO3UIIMK OTOOPa3HTh
€XKEeTHEBHYIO aKTUBHOCTb TPEX MOJIb30Ba-
TEJIEH — YJICHOB OJHOM CEMbH, KaXKAbIN U3
KOTOpPBIX uMeeT GuTHec-Opacier Mi Band.
Tak kak ngaHHble OBUIM MOJYYEHBI CHH-
XpPOHHO B Te€YeHUE OAHOTO IHA (C 9 yTpa

2019,2

1o 10 Beuepa), Kak OCHOBHOM METOJ] COHU-
dbuxkanuu ¢purypupoBaiga My3uUKaIUSL.
[Ipu »TOM OTYETIUBO MPOCMATPUBAIIACH
KOMIIO3UIIMOHHASI CTPYKTYypa, OIpeiesse-
Masi pUTMOM JKM3HU YeJIOBEKa, — MO CYTH
«3epkalibHas» (opmMa ¢ KylIbMHUHAIUEH
B CEpEIHHE.

[To xomy wccienoBaHUS MPUMEHSIIUCH
pasHble crocoObl mpeoOpazoBaHU 3HA-
yeHuil QuTHEec-Opaciera B My3bIKaJbHBIC
MapaMeTphl: KIFOYEBOW IICNIBIO  SIBIISIIOCH
JOCTIKEHUE OajaHca MeXAy TIOHSTHBIM
JUISL CITyIIIATeNsi OTOOpPaKEHHWEM 3BYKOBOW
nHOPMAIIMA W MY3bIKAJIBHOU «IIPHUBJIE-
KaTeJIbHOCTBIO» aKyCTUYECKOTO Pe3yJib-
tata. bpuM  anpoOMpOBaHBI HECKOJIBKO
BapUAHTOB TApaMETPUUYECKOTO MOAIITUH-
ra, TpaHCHOPMUPYIOMIMX YETHIPEXMEPHOE
MPOCTPAHCTBO 3HAYCHUN (PUTHEC-Opaciera
B MHOTOMEPHOE MPOCTPAHCTBO MY3bIKAJIh-
HBIX NApaMETPOB — OT Pa3jIMYHbIX Bapu-
aHTOB YETBIPEXMEPHOTO (HAPUMED, TEMIIL,
TPOMKOCTh, 3BYKOBBICOTHOCTH, PUTM) [0
IECTUMEPHOTO (TeMOp, TEMII, 3BYKOBBI-
COTHOCTh, TPOMKOCTh, pUTM, BUOparo). [1o-
CJICTHUH TTOXOJ] B UTOTE TIOKA3aJICsl Han0o-
nee yoenuTeabHbIM C TOYKU 3pEHHUs Lieeit
npoekTa’,

b. Yokep u I. Kpamep cumraror, 4to
BBICOTA 3BYKa (HapsAy ¢ TPOMKOCTHIO) MO-
KET OBbITh HAWJIYUYIIUM BBHIOOPOM IS CO-
HU(UKAIMU BHE 3aBUCHUMOCTU OT THUIIOB
nmapaMeTpUIeCcKu  TpaHCHOPMUPYEMBIX
nanubix [10]. IIpoBoaMIOCH HECKOJBKO
IKCIIEPUMEHTOB TapaMeTPUUECKOTO MITI-
MAHTAa YeTHIPEX 3BYKOBBIX KOMIIOHCHTOB
(BbICOTA, TPOMKOCTb, 3BYKOBasi araka Hu
TEMIT) U YEThIPEX BUJIOB AAHHBIX (TeMIle-
parypa, NIaBlieHHE, CKOPOCTb U pa3Mmep).
Kaxnplif TUm #aHHBIX COMOCTaBISIICA
C KakuM-JTM0O 3BYKOBBIM IapaMeTpPOM, W
pe3ynbTaThl MPOBEAEHHBIX OMBITOB ITOKa-
3aJIM, YTO 3BYKOBBICOTHOCTH — 3TO HaM-
Oonee MOAXOASIINN TapaMeTp COHUDHU-
KAy Jj1s1 OOJBITUHCTBA TUIIOB JaHHBIX.
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AKyCTHUYECKHE CBOICTBA MOMEIICHUS MPH
9TOM HE OKa3bIBAIOT 3HAYUTEIHLHOTO BIIU-
STHUSI Ha BOCIIPUSATHE BBICOTHI 3BYKa, UTO
JeyaeT 3BYKOBBICOTHOCTH elié Oonee Ha-
JIEKHBIM U YCTOWYMBBIM TapaMeTpPOM CO-
HU(uKamu. 3HaYCHUS 3BYKOBBICOTHOCTH
B JKCIIEPUMEHTaxX IMPOEKTa COMOCTAaBIIS-
JUCh (711 JOCTMIKEHUSI MEJIOIUYECKOTO
pa3HooOpasus) ¢ JIMHEWHO, a HE CKAdKo-
00pa3HO H3MEHSEMbIMU JIaHHBIMHU: WH-
TEHCUBHOCTBIO U MYJNbCOM. B pesynbrare
BEIOOp MapameTpa, YIpaBisIIOIIETO BBICO-
TOM 3ByKa, ObUI clieJlaH B MOJb3y AaHHBIX
nyJbca, MOCKOJIbKY €ro 3HAaUCHUS U3MEHS-
I0TCsl HauboJiee MIaBHO — B CTOPOHY U TO-
BBIIIEHUS, U TOHUKEHHUS, YTO MO3BOJISIO
(dbopMUpOBaTh MEJIOAMYECKYIO JIMHUIO 00-
Jiee eCTECTBEHHO.

[TonbITKM TOOUTHCS B XO/1€ SKCTIEPUMEH-
TOB OTUETIMBON cOHUDUKAIMK O€3 MpuMe-
HEHUs TeMOPOBOIO pElIeHUs (Harpumep,
B HECKOJILKHX OIIBITAX THIT COOBITHSI yIIPaB-
JISUT TOJIBKO TEMIIOM) HE TOKa3aluch yoOe-
mutenbHbIMU. be3 cMeHsl TemOpa omnpee-
JICHUE CIIyHIaTeleM TEeKYIIEero COCTOSHHUS
¢bu3nueckoil aKTUBHOCTH CTaHOBHIIOCH
HESICHBIM, a UTOTOBas KOMIIO3UIUS — MY-
3BIKaJIBHO «IMpecHON». O4YeBUAHO, NaHHAA
npobiieMa ¢ TOYKH 3PEHHs] OTOOpakKeHUs
3BYKOBOW HH(OpPMAIMKM BO3HHKAET TAKXKE
B CHJIy TOTO, YTO THIN ()U3MYECKON aKTHB-
HOCTH — OJJHOBPEMEHHO KaTeropuaiabHas u
TemnopaybHas nHpopmarms. TemOp — 3To
MHOTOMEpHAsi COCTaBIAIONMIAs 3ByKa, Ha
(dbyHIaMEHTaJIbHOM YpOBHE OIKChIBaeMasi
BPEMEHHBIMH U CIIEKTPATbHBIMH XapakTe-
puctukamu. HekoTopeie wuccrnemoBaTeIu
YTBEP)KIAIOT, YTO NMPUMEHEHHUE 3BYKOB CO
CJIOKHBIM CIIEKTPOM YITyYIIIaeT UX BOCIIPH-
ATUE U JIeNAET UX JIeTYe B MCIIOJIb30BaHUM,
HEXeNIM MPOCThle B CHEKTPAJIbHOM ILja-
He cuHycounbl [4]. TemOp B HauOombIIEH
CTETICHN TMOJXOIHT JUIsl TIepeadn KaTero-
puanbHOW MHPOpPMAIMU U MOATOMY MEHee
NpUToJieH it paboThl ¢ HENMPEPHIBHBIMU

WM BpEeMEHHBIMH JaHHbIMU [3]. Bax-
HOE CBOMCTBO TeMOpa 3aKJIo4aeTcs TaKxkKe
B TOM, YTO OH IO3BOJISIET CIYIIATEISAM pa3-
JUYaTh 3BYKH, KOTOPbIE MUMEIOT OJMHAKO-
BYIO BBICOTY U TPOMKOCTb.

Jlns Toro, 4yToOBl M30€XaTh Upe3Mep-
HOM TeMOPOBOM MECTPOTHI, MHOTOYNCIICH-
HBIE THUIIBI COOBITMH OBUIM OOBEIMHEHEBI
B YEThIpEe TPYyMHIbl, WIX 0a30BbI€ THUIIBI
COOBITHI: nokoll, xo0vba, bee U con. [ ns
KaXJ0ro W3 HUX ObLT momoOpaH TeMOp,
B TOM MJIKM HHOM CTENIEHU €My COOTBETCTBY-
IOIIMA — NPUMIYLIEHHBIA W CIOKOMHBIN
JUIsSl CHA Y TIOCTENEHHO YBEJIMYHBAIOIIUN
SHEPreTHKY B 00Jiee aKTUBHBIX COOBITHIX
3a Cu€T pa3IUYHBIX YpPOBHEH M00aBiICH-
HOTO IIIyMa, peBepOepalud U KOMIpec-
cuu. IlockonbKy IIUTENBHOCTH HOT (CO-
OBITHII) HANPSIMYIO 3aBUCUT OT 0a30BOTO
TUTMA COOBITUN M MOXET OBITh Pa3ITUYHON
(0T AOCTAaTOYHO MPOJOJKUTENIBHBIX «IIe-
JIBIX» U «IOJIOBUHHBIX» B MOMEHT CHA /10
BECbMa KOPOTKHX «TPHUIALATHBTOPHIX» U
«IIECTHAAUATBIX» MpU Oere), ¢ KaxAbIM
0a30BBIM THUIIOM COOBITHII COOTHOCHUTCS
HE OJIMH TeMOp, a YEThIPE: ISl IPOAOTIKHU-
TEJIbHBIX 3BYKOB, JNIUTEIBHOCTEHN CpeaHen
MPOAOIKUTEIBHOCTH, KOPOTKUX U OUYEHB
KOPOTKHMX 3BYKOB. 3BYKH Pa3HOW MHpOAOJI-
KUTEIBHOCTU OTJIMYAIOTCS, TIPEXKE BCETO,
UCIIOJIb3YEMBIM YPOBHEM peBepOepanuu
(HauUMEHBIINHA y CaMbIX KOPOTKUX 3BYKOB)
Y 3ByKOBOM aTaKw.

Bpems Takxe sABiIdeTCA OJHOW U3
KJIIOUEBBIX XapaKTEPHUCTHK CIIyXOBOTO
BOCIIpUSTHS, OCOOCHHO B 3BYKOBOM KOH-
TEKCTe, TOCKOJbKY aKyCTHYecKas WH-
dbopmanuss HE MOXET BOCHPUHUMATHCS
TaK e, KaK BU3yaJbHas Hu3-3a pa3BEp-
THIBaHUS 3BYKa BO BpeMeHH. B 3ToMm co-
CTOUT W CHJIbHAsi CTOPOHA COHU(UKAIUH,
MOCKOJIBKY CJIyX, Kak TMpaBuio, Ooiee
TOHKO HAacTpOE€H Ha BpEMEHHBIE Xapak-
TEPUCTUKH, HEXeIu 3peHue. s kax-
noro 0a30BOro Tumna coObITUM OBLI ycTa-
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MHpOpPpMaLMOHHbIE TEXHOAOTUMU M MYy3blKa

HOBJICH CBOM TEMIOBOW KO3((PHUIITHEHT,
COOTHOCSIIHNICA C OCTAJIBHBIMU KpPAaTHO
B OTHOUIEHUHU 2: 1, mpu 3TOM KO3PPULIUEHT
cHa OBbLII HAUMEHBIIN, a Oe2ca — HauboIb-
LW, TEMII n0K0s ObLT OOJBIIE TEMIIA CHA
B JIBa pa3a, aHaJOTHUYHO B JIBA pa3a Xx00voa
ObICTpee nokosi, a bee — x00vbbl. B uTO-
re 0a30BBIi THN COOBITUS YIPABISIT TEM-
OpOM W TEMIIOM 3BYyYaHHs KaXKJIOTO BHJA
aKTUBHOCTH, YTO MO3BOJIMJIO O0Jiee SICHO
0TOOpa)kaTh W TEKYIIYIO MOBEJACHYECKYIO
MOZIETb TIOJIB30BaTesl (KaTeropuaibHas
COCTAaBJISAIONIAs), U MPOLIECC €KETHEBHOU
aKTUBHOCTHU (TeMIIOpajibHasi COCTAaBJISIO-
mas).

BBugy mnpucyrctBusi B COHU(pUKAIIUU
MHO>KECTBA Pa3HOPOJHBIX 3BYKOB, B TOM
YHUCIIe U MTOTU(OHUICCKOTO MHOTOTOJIOCHSI,
pUTMHUYECKAs] MyJdbCalUsl MOXET YiIyd-
IINTh aKyCTUYECKYIO IMPO3PAauyHOCTh, TaK
KaK Hallla CIyXOBas CHCTEMa HaCTPOCHA
Ha JIOKJIH3AIUI0 PUTMUYCCKUX CHUTHAJIOB.
CHavana ompezensieTcsi JMHA PUTMUYE-
cKkol (OpMyJIBl — KOJUYECTBO MOCIEI0-
BaHWI OAHOTO THUMa COOBITUH (Hampumep,
MeonenHas xo0bba) B mipeaenax ot 1 jno 4
3HaueHUd B psxy. COOTBETCTBEHHO 3TO-
My 0003HAualTCs BO3MOXHBIE PUTMU-
YecKHe TpYIIbl, BbIOOP Cpeau KOTOPBIX
MPOUCXOAUT B 3aBUCHMOCTH OT 3HAUYCHHA
WHTEHCUBHOCTHU (IJI1 TEPBOTO COOBITHS
B rpymre). Kaxaoii «HOoTe» B pUTMHUYECKOM
Tpynrne COOTBETCTBYET OJHO 3HAYCHHE
NaHHBIX (puTHEC-Tpekepa. Takum oOpa3om,
JUIUTENIBHOCTD OIHOTO COOBITUSI PACCUUTHI-
BAETCs, UCXOJS U3 TEMIIOBOTO Ko3(dduim-
€HTa U MPOJOJDKUTEITLHOCTH PUTMHUYECKOM
eauHuIbl. KpoMe Toro, ”THTEHCUBHOCTD Kak
napamMeTp 3BYKOBOTO BHOparo MaéT BO3-
MO>KHOCTH CO3/1aBaTh C €T0 MOMOIIBIO JI0-
MOJIHUTEIIbHbIE PUTMUYECKHE CTPYKTYPHI.
Bubparto ymnpapnsercss UHTEHCUBHOCTBIO:
JaHHBIC TIPUBOIATCS K BenuduHam oT 0 110
8, rae 3HaueHus MeHstoTcs oT 0 (HeT BH-
Opato) 1o 8 (8 pa3 B ceKyH1y); MEIJICHHOE
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BHOpaTo BIUSET Ha PUTM M, OTYACTH, HA
TeMOp.

Jlokanu3anus KICTOYHUKOB 3ByKa B MPO-
CTPAHCTBE SIBJISIETCS €IIE OJTHUM Tapame-
TPOM, KOTOPBIM MOXXHO MaHHUITYJIUPOBATh
TUIs TieJied COHn(UKAINU, B OCOOCHHOCTH
B CBSI3H C IICHX0AKyCTHUECKUM 3P (HEKTOM,
MO3BOJISIONIUM  YJIYYITUTh BOCIPHUSATHE
MPOCTPAHCTBEHHO Pa3HECEHHBIX 3BYKOB.
Jlo HEKOTOpoW cTemeHu OH Oa3zupyer-
cs Ha OWHaypaJbHBIX CBOWCTBAx Ciyxa,
B TOM YHUCJI€ Pa3JIMUMUSIX OTHOILICHUS CHUT-
HaJI/IIyM B KOKJIOM yX€, KOTJla UCTOUHUKH
3BYKa pa3/IeJICHbI B TOPU30HTAIBHOM ILJIO-
ckoctH [3]. I[lpu coHmdpuKamuu OgHOBpE-
MEHHO BCEX TPEKEPOB aKTUBHOCTHU BCTAET
BOIMPOC «MPOCITYIIUBAEMOCTHY» KaXJI0H
«MapTUN», KOTAa KaXXJbli U3 yYaCTHUKOB
HaXOJUTCSI B CBOEHM YaCTH aKyCTUUYECKOTO
cTepeohOHUIECKOTO TTPOCTPAHCTBA: OJIUH
cripaBa, BTOpPOHM MO LEHTPY, TPETUH clie-
Ba. B koHeUHOM cuéTte, 3TO Ja€T YETKOCTh
KKJIOW JTMHUU (aKyCTHYECKYIO MpO3pad-
HOCTh) B CBO€OOpa3HOW TPEXTOIOCHON
o OHUHN.

Bocnpusitue rpoMKocTH SBISCTCS HE-
oTheMJIeMbIM aTpulyToM ciyxa. OHo mpe-
K7€ BCETO CBA3aHO C YPOBHEM 3BYKOBOTO
JABJIEHUS, TOJIy4aeMOTO OT HCTOYHUKA
3ByKa, HO OYEBHJIHA €r0 3aBUCHUMOCTh H
OT JIPYTHUX MapaMeTPOB, TAKUX KaK CHEKTP
CUTHAaJa, CHJIa U IPOAOKUTEITHLHOCTD BO3-
NEUCTBUs. XOTS B Ka4€CTBE HENPEPBIBHO
M3MEHSEMOro TMapaMerpa T'POMKOCTbh MO-
KET HCTONIB30BAThCS I TEpeaayu WH-
dbopmaruu, ucciaeaoBaHus B 00J1aCTH TICH-
X0aKyCTHUKH (B 4aCTU B3aUMOCBSI3U MEXKIY
3BYKOBBICOTHOCTBIO U TPOMKOCTBIO) TTOKa-
3BIBAIOT, YTO OJIMHAKOBOE H3MEHECHHE TPOM-
KOCTH Ka)KeTcs OOJIBIIUM MPHU MOBBIIICHUH
BBICOTHI 3ByKa, HEXKEIU MPU €TO MOHUKE-
Huu. B 10 ke Bpems J[x. @nayepc cuuraer
UCII0JIb30BaHUE TPOMKOCTH HEOOXOAUMBIM
JUTSI TOAYEPKUBAHMSI U BBISIBIICHHS OTIpe/Ie-
JIEHHBIX KOHTEKCTHBIX COOBITHH B 0OIIEM
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3ByKOBOM TN0TOKE [6]. I'poMKOCTH siBIISI-
€TCS BeChbMa JICCTBEHHBIM MapamMeTpPOM
B ONpPEACIEHHBIX KOHTEKCTaX, HO OIEpPH-
pOBaHHE €0 YacTO CIOPHO, IMOCKOJIBKY
BOCIIPUATHE JIUHAMUKH B 3HAYUTEIHHOU
CTEIICHH 3aBUCHUT OT aKyCTHYECKHX (B TOM
YHUCJIE YaCTOTHBIX) XapaKTEPUCTUK 3BYKa U
BOCIIPOU3BOsIIEro obopynoanus [ 10].
B xome wuccrienoBaHusi BBISIBUIOCH HE-
CKOJILKO TPOOJIeM, KOTOpBIE IAYT CBOETO
penieHus. Bo-nepBbIxX, OTCYTCTBHE HOCTyNa
K MPOIIMBKe OpaciieTa MpensiTCTBYET MOJTy-
YEHUI0 HH(OPMALIMIO OT CEHCOPOB YCTPOM-
CTBa daile, 4yeM pa3 B MuHyTy. [lo cyTH,
JUTSI COHU(PUKAIIUN MBI pACIIONIaraeM TOJIBKO
CBOET0 PO/ia «UCTOPUUYECKUMM» AHHBIMH,
CJIMIIIKOM MEJUICHHO M3MEHSIOMUMUCS IS
MHTEPAKTUBHOTO B3auMOJEcHCTBUA. Bo-BTO-
PBIX, BKIIIOYEHHBIE B HKCHEPUMEHT 3JIEK-
TPOHHBIE 3BYKM W TeMOpPBI KIACCUYECKUX
MY3bIKQIbHBIX ~HMHCTPYMEHTOB HEIOCTa-
TOYHO OTYETIUBO PEMPE3CHTHPYIOT ydacT-
HUKOB. BO3MOXXHO, NMpUMEHEHHE BMECTO
HUX «3BYKOBBIX HMKOHOK» ITO3BOJIHIIO OBI
JydIrie COHU(pHUIIMPOBATh YYACTHUKOB pas-
HBIX 1MOsIoB. OJTHAKO pe3yNbTaT C OMOPOM
HA COMIUTBI MY>KCKHUX U )KEHCKHX TOJIOCOB B
OJTHOM W3 OTBITOB MTOKa OKa3aJics HeyOe u-
TeIbHBIM. B-TpeThUX, B «Ay3Tax» U «TPHO»
HaOTI0aeTCsl HEKOTOPOE PACXOKJIEHHE BO
BpemeHu. Hampumep, ecnu Tumm 06a3oBBIX
cOOBITHI TapTHEPOB B OIHO U TO XKeE Bpe-
MS$1 pa3HBIN B y KOr0O-TO npeobiaaaer 6omnee
«aKTHBHBI» (HAIIPUMEDP, OIUH HAXOIUTCS
B (aze cHa, a BTOPOH Oeea), TO TOCIETHUI
MOXET «yOerarb» IO BpeMeHH. BbIpaB-

HUBAaHHUE K€ YYACTHUKOB IO BPEMEHH — 3a
CUET NPUMEHEHUSI €IMHOTIO TEMIIOBOTO KO-
s dunreHTa Ko BceM 00IIUM TUTIaM COObI-
TUW — IPUBOJUT K 3aMETHOM PUTMUYECKON
MOHOTOHHOCTH 3BYYaHUS.

Hexoropeie uaen eme xayT cBoeu pea-
Jau3aiui. A UMEHHO, MOKHO OBLIO OBI CO-
IIOCTAaBUTh JUIsl OJTHOIO YYaCTHUKA Pa3HbIE
JOHU (Hampumep, NPOUUIbIA W HBIHEUTHUMN
YETBEPT), pa3HbIE «TPEHUPOBKUY», WU TO-
cllyuiath, 4eM 3By4yaHUE «pabodero JHs»
OTJIMYaeTCs OT «BBIXOAHOTO». HHTEpec-
HBIM TMPEJCTABISACTCS TPUMEHUTD AJI TIPO-
CTPAaHCTBEHHOM JIoKanu3anuu nanHaeie GPS
(c momoIp0 cMapTPOHOB, MOCKOIBKY Mi
Band ve umeer cBoero GPS-momy:ns), Ha-
npuMep, MaHOPaMUPOBaTh  YYaCTHUKOB
COOTBETCTBEHHO OTHQIEHHOCTH JpYr OT
apyra. C Touku 3peHus My3u(pUKaIuH Mpu-
BJIEKaTeJIbHBIM OyZieT 0XBaT OOJbILEro Ko-
JUYECTBA PA3HBIX TEMOPOB — HE TOJIBKO IS
0a30BBIX TUIIOB COOBITUH, HO U JISI BCEX TH-
0B COOBLITHI MO OTAEIBHOCTH. TakuM 00-
pazom, ISl XOAbObI MOXKET OBITh IPUMEHEH
HE OIUH OOIIMA TeMOp, a CEMb Pa3TUYHBIX:
JUIST MEJUICHHOM, HOpMalbHOM, XOABOBI
BHU3 110 CKJIOHY U T. 1.

Nrtorosas 1enp mpoekra COCTOUT Tak-
KE M B TOM, 4TOOBI Yepe3 3ByUYaHUE MY3bI-
KM JIFOJSIM Pa3HBIX MOJIOB U BO3PACTOB JaTh
npescTaBlieHue 00 UX KaxJIOAHEBHOU ¢u-
3UYECKOW AKTUBHOCTH, BOCIPHUSTHU JTHEW,
HATOJHEHHBIX PA0OTON WIJIM MOCBSIIEHHBIX
CEeMbE, KaK IMOCIEA0BATeIbHOCTH MY3bI-
KaJIbHBIX COOBbITHIA. PabGoTa Hax mpoeKkToM
IIPOJOJIKAETCS.

<S> TIPUMEYAHUA <>

' Gadgetbridge. URL: https://github.com/
Freeyourgadget/Gadgetbridge (Ilara obparie-
Hus: 01.04.2019).

2 C mMOMy4YeHHBIMH pe3yJbTaTaMU  MOXK-
HO O3HAKOMHTHCS 1O azapecy: http://www.
soundworlds.net/sonification.
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Mwup u yeroBek Havara XX Beka
B 3epKaAe MY3blKaAbHOro McKkycctBa Poccuun.
Ouepk BTOpPOMH

[Ipu Bceli BeCOMOCTH TepOMYECKOro Havasia, 0 KOTOpoM Iiia peus B iepBoM ouepke (IIMH, 2019,
Ne 1), HecpaBHEHHO OOJIBIIE C TOYKU 3PEHHS PACKPBITUS ESITEIBHO-TIPEOOPa3yoIIero Xapakrepa
HOBOU 3MOXM 3HAYMII OUHAMU3M, KOTOPBIHA CTajl OJHOW M3 BaXXHEUITUX KOHCTAHT COBPEMEHHOTO
)u3Heomrymenus. [IpuuéM B 11000M CBOEM BapHaHTE SHEPreTH3M Hadajga XX BeKa OTIMYajCs
CKJIOHHOCTBIO K MOIIIHOMY IMHAMUYECKOMY IPECCY, YIIPYTOCThIO, OCTPOTOH, YIAPHOCTHIO, TOPIINM
BO30Y)KJIeHHEM U y4alEHHOW mybcanuend. [IpuHaamexKHOCTh Takol PHEPTUHU, KaK U TUHAMH3MA
BooOme, XX CTONETHIO BO MHOTOM ONpeneisiach €€ KOHCTPYKTUBHO-ypOaHUCTHUYECKON
cyuHocTbo. Ilpu Bceil pacnpocTpaHEHHOCTH TOHATUS AHMUPOMAHMU3M, YaCTO aJPECyeMOTro
HCKYCCTBY TOI'O BPEMEHHU, TOCIOJCTBYIOLIUM BEKTOPOM MPOUCXOSIIETO ObLIN TATOTEHUSI HMEHHO
POMaHTHUYECKOT0 TOJIKA, YEMY OTBEYAJIH J1Ba OCHOBOIOJATAIOIINX U B3aUMOCBSI3aHHBIX IPUHIINIIA
— MPUHIUI YKCTPEMAJIbHOCTH M MPUHLIMI aHTUTe3. OAMH U3 MarucTpajbHBIX MPOLIECCOB Havala
XX Beka ObLI CBf3aH C YCTPEMJICHHMEM K BCEMEPHOMY BBICBOOOXKICHHIO U PACKPEHOLICHUIO.
OTcrona — 1 CTOJb 3HAUYUTENbHASI POJIb CTUXUUHOCTH, YTO HEU30€KHO COMPOBOKAAIOCH PA3HOTO
pola NecTpyKTUBHBbIMHU siBIeHMsSMH. Ha BonmHe mpoliecca pacKpemouieHusi, OTKa3bIBasiCh OT
OTrpaHUYEHUN U CACPKUBAIOIIMX Hayajl, YeJIOBEK HEM30EKHO Mepexoaus B 001acTh HEraTUBHOTO,
YTO CTaJo I paccMaTpuBaeMoro rnepuoga Hopmou. Cpeau mogoOHBIX MPOSBICHUN HamOosee
YTPOXKAIOIIMM 0Ka3aJloCh pa3BEPThIBAHNE KOMILIEKCA arPeCCUBHOCTH.

KitoueBble ciioBa: MCKyccTBO Hadasna XX BEKa, JTUHAMHU3M U €r0 OTPaXEHHE B HCKYCCTBE,
POMaHTHYECKOE MUPOOIYIIEHNUE, AHTHPOMAHTH3M, PACKPEIOLEHNE U BBICBOOOXACHHUE.

Lna yumupoeanus: [lemuenko A. 1. Mup u uenoBek Hagasia XX BEKa B 3epKajie My3bIKaJIbHOTO
uckyccrBa Poccun. Ouepk Bropoii // IIpoOGnemsl My3bikanbHOl Hayku. 2019. Ne 2. C. 120-131.
DOI: 10.17674/1997-0854.2019.2.120-131.
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The World and the Human Being of the Beginning of the 20th Century
Reflected by the Art of Music in Russia.
Second Essay

Despite all the weightiness of the heroic element which was elaborated upon in my first essay
(Problemy muzykal'noj nauki/Music Scholarship, 2019, No. 1), of incomparably greater importance
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from the point of view of disclosure of the actively transforming character of the new era was
dynamism, which became one of the most important constants of contemporary sense of being
alive. Moreover, in any of their variants the energetics of the early 20th century was distinct for
its inclination towards powerful dynamic pressure, elasticity, sharpness, immediacy, passionate
excitement and quickened pulsation. Accessory to such energy, as to dynamism in general, was
defined for the 20th century by its constructive urbanistic essence. For all the abundance of the
term antiromanticism, frequently addressed to the art of that time, the predominating vector of what
occurred at that time was in the gravitations of particularly the romantic kind, which were fulfilled
by two prevailing and interrelated principles — the principle of extremality and the principle of
antitheses. One of the mainstream processes of the early 20th century was connected with the
aspiration towards universal emancipation and extrication. Hence also comes such a significant
role of elemental spontaneity, which was inevitably accompanied by various kinds of destructive
phenomena. On the wave of the process of emancipation, rejecting the limitations and the restraining
elements, the human being inevitably passed into the sphere of negative manifestations, which
became the norm for the early 20th century. Among such manifestations, the most menacing turned

out to be the unfolding of the complex of aggression.

Keywords: the art of the early 20th century, dynamism and its reflection in art, the romantic
world perception, antiromanticism, emancipation and extrication.
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0, 0 4YEM TIOUJIET peyb B INpeaiarae-

MOM CTaThe, TaK WJIK MHAYE U C CAMBIX

Pa3IUYHbIX MO3ULUN 00CYX AAI0Ch
MPEeXKJEe BCETO B CTAaThIX M MOHOTpAQUsX,
MOCBSIIEHHBIX TBOPYECTBY Hambosee 3Ha-
YUTEIBHBIX KOMIIO3UTOPOB Poccun Hauama
XX Beka [2; 3; 6; 7;9; 10; 11; 12; 13; 14].
B Gonee orpanndeHHOM 4HCIie, HO TEM HE
MEHEE JIOCTAaTOYHO MIMPOKO IMpeCTaBe-
Ha U HCCIIe0BaTeNbCKas JIUTepaTypa, Ja-
01asi OOCTOSITEIbHBIE 0030pPHI M0 JAHHOU
npoOnemaruke [1; 4; 5; 8; 15; 16; 17]. Hu-
KECTEAYIONIMI TEKCT — CBOEro poja cyO-
UMl KOPEHHBIX CMBICI000pa3yomuxX
KOHIICTITOB, BBISIBIICHHBIX B XOJ€ aHaJIM3a
COOTBETCTBYIOIIETO XyT0’KECTBEHHOTO Ma-
Tepuasa.

JHeprus u AMHamu3m XX crtoaeTus

JlesiTenbHO-IpeoOpa3yomuil - Xapakrep
HOBOW 3MOXM MpOSBHI cedd depe3 OuHa-

MU3M, KOTOPBIM CTajl OTHOW M3 BAXKHEHIIINX
KOHCTAaHT COBPEMEHHOI0 >KHU3HEOIlylle-
Hust. CaMbIM HEMOCPEICTBEHHBIM 00pa3oM
3TO 3asIBIISLIO O cebe uepe3 OypHbIN Hamop
SHEPruu (COBEPILIEHHO MoKa3aTesbHbl BTo-
pas u Tpetsst conarsl C. [IpokodneBa u ero
dboprenuanubie Thechl THuma «HaBaxme-
HUs uiu OTioAa ¢ moll op. 4 Ne 4).

D10 Morna OBITh KU3HEHHAS] DHEPTHS
BOOOIIE C HIMPOKHM apCceHaJOM BCEBO3-
MOKHBIX JIBUTaTENbHBIX (OPMYT U MOIJIa
ObITh Ccyry0o pabouast s3HEprus ¢ oOHaxke-
HUEeM €€ (U3HOJIOTHYECKOTO «CKENeTay U
MYCKYJIbHOU CyTU. To MOr OBITh BBITLIECK
CTUXUNHBIX, HEYNpPaBISEMbIX CHJI, U MOT
OBITH COOPaHHO-COCPEAOTOUCHHBIH, IIENIeY-
CTPEMJIEHHBIN CUJIOBOM MTOTOK, IBUKYILINI-
Cs B OIIPEAECIEHHOM PYCJIE U C <GKEIIE3HOW»
perynsipHocThio. M HakoHEl, TO MOT OBITh
SAPOCTHBI HATHUCK C DKCIAHCHUBHBIM Ha-
CKOKOM U (hOBUCTCKOM WM MH(EpPHATBHO-
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JIEMOHUYECKOM OKPAacCKOM U «peajibHbIN
JUHAMU3M» C €r0 BIIOJIHE MHUPHOM, CO3H-
narenpHOM  HampasiieHHOCThi0  (Tperwit
¢doprenuannbiii koHuept C. [Ipoxodbena,
Tperbst cumponus . [ocrakoBuya). On-
HaKo B JIIOOOM BapHaHTE >HEPreTU3M Ha-
yajga XX BeKa OTIMYAJICA CKIOHHOCTHIO
K MOIIIHOMY JIMHAMHYECKOMY IIpeccy, yupy-
TOCTBIO, OCTPOTOM, YAAPHOCTBIO, TOPSIYUM
BO30Y)X/IEHHUEM W YYall€HHOW MyJbcallu-
ei. B npenene 310 BHIBOAWIIO HA YPOBEHb
CBEpPXIHEPruu, Korjga JABM)KEHHE IpeBpa-
1aJI0Ch B HEMCTOBBIN O€T, BUXPEBOU MOJET,
a KJIOKOYyLIEee JEHCTBO HAIIOMUHAJIO JIaBU-
HY, LIKBAJI, BYJIKAHUYECKOE U3BEPKEHHE.
[IpuHaanexHOCTh TaKOW YHEPTUM, KaK U
JUHaM#3Ma BooOIe, XX CTOJIETHIO BO MHO-
IOM OIIPENEIsUIach €€ KOHCMPYKMUBHO-YD-
banucmuueckol cywHocmoio (M3 pa3HoOILIa-
HOBBIX 00pa31oB — Tokkara 1 popTenuaHo
op. 11 C. IIpoxodsena, Konnepr anst dopre-
nmaHo U nyxoBbix 1. CtpaBuHckoro, [lepBas
¢doprennannas conara /. llocrakoBuya).
VYpbanuzanus 6oiee yeM 4TO-JIM00 IPy-
roe oTMeyasna BCTYIUIEHHE B MHAYCTpHUAIIb-
Hyt0 3py. Ha miaBeHCTByroIIMe MO3UIMU
BBIJIBUTAIOTCSA SHEPrusi MalIMHHOIO THIIA,
KOHCTPYKLIMSI U3 JKeJie3a U CTaju, CTeKJIA U
0eTOHa, )KU3Hb COBPEMEHHOT'O TOPOJIa C €ro
KYJIETOM UHTEHCUBHOTI'O JIB>KEHUSI U TEXHU-
YeCKOM OCHAIIEHHOCTU. YpOaHUCTHUYECKHM
«MoTop» XX BEKa OIEPKUM CTPEMIICHHUEM
TIOYMHUTD BCE U BCSI CIen(pUKE TPOU3BOI-
CTBEHHOTI'O IIpoLiecca, U MOTOMY BO3HHMKAET
BBen¢HHOE X. Opreroif-u-I'accerom mnoHs-
THUE Yenoeek maccyl. Ha aBaHCLIEHY BBIXOIAT
MPOCTEUIIINE U CIIOKHEHIINE MEXAHU3MBI,
YTO-TO TMEPEeMaJbIBAIOIINE Majble U O0OJb-
LIME >KEPHOBA, OJIHUM M3 SIPKUX CHUMBOJIOB
BPEMEHH CTAaHOBUTCS 3aXBaThIBAOILIEE JIBU-
YKEHUE IKCITPECCa-I0KOMOTHBA. Mup Haro-
HSIETCS NEPECTYKOM JIBUraTelieil, BCSKOIO
pona BuOpanusMu, OMeHUSIMH, Ha30MINBBIM
TPEHHEM U CBEpOSIIMM [OBU3TMBAHHEM
TPYLIMXCS YacTeW, JISA3rOM, CKPEXETOM H
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TPOXOTOM MeTalljia, TPOH3UTEIbHBIM PEBOM
I'YIKOB, CBUCTKOB, KJIAKCOHOB.

Tak ¢opmupyercs HMHAYCTPUAIbHBIN
ner3ak M COMYTCTBYIOLIAsE €My 3arpsi3-
HEHHO-TITyMOBasi atmocdepa. [lox Bo3mei-
CTBHUEM MAaIIMHBI U B YEJIOBEUECKOW HAType
MOSIBJISIETCSI HEUTO HUBEJIMPOBAHHOE, MEXa-
HUYHOE, MPSIMOJWHEHHO-YIJIOBAaTOe, HIY-
niee oT poboTa U MaHEeKeHa.

KOHCTpYKTUBHOCTh Kak MOHSITUE Tpe.-
cTaja B JOCTaTOYHO IIMPOKOW TramMme OT-
TEHKOB. DTO MOIIM OBITHL U OoJiee o0Inue
MIPU3HAKH, CBA3aHHBIC, HAPUMEp, C MPUH-
[UIIAMHA PA3yMHOCTH, TOJIE3HOCTH, PAIHO-
HaJIbHOCTH, YIOPSAJIOUYEHHOCTH, C YTBEPK-
JE€HUEM JIOTUYHOCTH, CHUCTEMHOCTH U
1ejeHanpasieHHocTy. [Ipu 3ToM ycTaHOB-
Ka Ha TPE3BbIA PACYET U MOJHYIO BBIBEPEH-
HOCTb MOIJIa MPUBOJIUTH K OTKPOBEHHOMY
CXEeMaTu3My, KOrja CYIIEeCTBOBAaHHUE HaIlo-
MHUHAET CKOpEe TEXHUYECKUM YEepTEXK, YEM
«kuByto xu3Hb» (B. Bepecaes). Crona xe
OTHOCATCSI U 00Jiee KOHKPETHBIE CBOICTBA
— CKa)XXe€M, CTpPEMJICHHME K OpraHu3aluu
OTJIQXKEHHBIX, IIJITAHOMEPHBIX MPOILIECCOB
B MX pa3MepeHHOW, 0€30CTaHOBOYHOM, He-
YKOCHUTEJIBHO BBIJIEPKAHHON ITyJIbCallUU.
W B naHHOM ciy4ae KyJabT METOAMYHOCTHU
1 0€30roBOPOYHOE TOJYMHEHUE 3aJaHHO-
My PUTMY MOIJIM BBUIMBATHCS B CaMOJIOB-
JICIOIIMNA AUKTAT TOW MW WHOW uaeH (mo-
MyCTUM, <«JIBIDKEHUE paJu JBIXKCHUS),
a )KM3Hb HauMHaJa MOXOIUTh Ha JBUKCHHE
KoHBeiiepa. Haxoner, 3To mMomu ObITh U
Ka4eCTBa, SIBIISIOIIMECS CIEACTBUEM TOJIb-
KO YTO OTMEUYEHHBIX MOMEHTOB: OYyX CO-
OpaHHOCTH W JIEIOBUTOCTH, MOAYEPKHYTAsS
YETKOCTh U CAEPKAHHOCTh C TEHICHIUEH
K CYXOBaTO-XOJOJHOMY, AaCKETHUUYHOMY,
KECTKOMY TOHY.

Hepeaxo otBepras »MOIMOHAIBHOCTH
B MPUBBIYHOM 3HAUYEHUM CJIOBA, JAXKE€ Ha-
CKBO3b TEXHUILIM3UPOBAHHBII YEIOBEK Ha-
gajga XX BeKa ONIMYAICA HE3aypsiIHBIM
TEMIIEPAMEHTOM, KOTOPBIN BBUIMBAJICS BO
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BCENOMIOLIAIONIYIO OT/Aa4y OypHO KHIIS-
LICH KU3HENEATEIBHOCTH, B 3aXBaTbIBAO-
IIMI a3apT CBEPXCKOPOCTEH, YYBCTBO CO-
IIPUYACTHOCTH MUPY BBICOKMX 3HEPIHil.
CoBpeMEeHHBI JUHAMU3M — 3TO HE TOJBKO
KOJIOCCAJIBHBI JHEPreTUYECKUM MOTCHIU-
aJl U €ro KOHCTPYKTUBHO-YPOAHUCTUYECKOE
OCHAIIIEHHE, 3TO BCETIPOHUKAIONIHNI (pakTop
HOBOTO, YTO MPOSIBISUIO c€0sl MO CaMbIM
Pa3INYHbIM JIMHUSM:

— BBICOKasi MHTEHCHUBHOCTh M 00IIas
CTPEMUTEIBHOCTD JKM3HEHHBIX IIPOLIECCOB,
PE3K0 YCKOPHBILHKCS TEMIT PA3BUTHUS;

— MAaKCHUMaJjlbHas HACBILIEHHOCTb [IBU-
YKCHHEM, UYpe3BbluaifHasi MOOMILHOCTb, M-
IIyJIbCUBHO-B3PBIBYATHIN XapaKTep;

— YIapHOCTb, CHUJIbHEWINAs KOHILIEHTPA-
1IMsI aKTUBHO-ICHCTBEHHOIO HAUaja;

— CIIPECCOBAHHOCTb, KOMIIAKTHOCTB, JIa-
KOHU3M, WH(pOpMaTHBHAs HACHIIIEHHOCTh
UT 1.

«bypsi U HaTUCK» Ha4aAa Beka

Kopennoe oOHOBIIEHUE OBITHS W Kap/au-
HaJIbHOE pAa3/IBIDKEHUE >XU3HCHHBIX TOPH-
30HTOB ONPEIEISUIOCH TPeoOIaaaroIIe po-
MAHMUYECKOU CYWHOCMbI0 TTPOUCXOJISIIETO
B Hayaje XX Beka. PomoBbIM mNpu3HaKaMm
POMaHTHYECKOTO MHUPOOIIYIIICHUS B TIOJTHON
Mepe OTBEYAJH J[Ba OCHOBOMOJATAIONINX W
B3aWMOCBSI3aHHBIX TPHUHIIUIIA — TPUHITHIT
AKCTPEMAIBHOCTH M MPUHITUT aHTHUTE3.

Ipunyun skempemanvrocmu HUKCHpy-
€T TATOTCHHE K TPEIeIbHOMY, KpalHemy
C COOTBETCTBYIOIITUM PSJIOM MPOU3BOIHBIX:
ype3BblUaifHOe, THUINEepOOIU3UPOBAHHOE,
000CTpEHHOE, OCOOCHHOE, YHHKAJIhHOE,
YTO €CTECTBEHHO MOPOXKIACT CTOJIh 3aMET-
HYIO CKJIOHHOCTH KO BCSIKOTO POJia HOBAI[H-
sM. OTIeNbHBIC U3 KOHKPETHBIX TIPeTIoMIIe-
HUHN YK€ OTMEHATHCH («MaKpO» U «KMUKPOY,
IOHOIIIeCKass (paHTAaCTHKA, S3bIYECKas Iep-
BO3JIJAHHOCTb, BBICOKOE T'E€POUUYECKOE Je-
SIHHE, CBEPXDHEPrus), HEKOTOpHIE Ipyrue
OyayT Ha3BaHbI MMo3xke. [loka 4To BBIACTHM

TaKue MpuMevaTesbHble 0COOCHHOCTH, KaK
M30BITOYHOCTD U PAJTUKAIIU3M.

[lepBasi U3 3TUX OCOOEHHOCTEH SIPKO
BO3BECTWJIa O ce0e B OOWIMM H3HAyYajb-
HO JJAHHBIX BO3MOXKHOCTEW W TPOSIBJICHUM,
B OyiicTBe CHWJI, MEPENONHSIOMUX BCE Cy-
IIECTBO U MOYAC BBIPHIBAIOIIUXCS HAPYKY
C TMOUCTHHE BYJKAHUYECKUM TEeMIIEpaMeH-
toM. [locTarouHo oObluHAsg UX Mepa — Io-
BBIIIIEHHAs MTHTEHCUBHOCTh, SKCTAaTUYECKUI
xapaktep, OypHbI akTUBU3M. Pamukanusm
KU3HEHHBIX YCTpEMJICHHM Oa3upoBalics Ha
TATOTEHUH K KPAaWHOCTSM, Ha MO3ULUHU Ka-
TETOPUYHOCTH U MAaKCUMAJIN3Ma, — UMEHHO
OH IOPOXKIAJT XapaKTepHYO i Hadama XX
Beka arMocepy «OypH U HATHUCKA.

ITog srumold 3KCTpeMadbHOTO B 3HA-
YUTEJNbHOW CTENEHU pa3BUBAJICI CTOJb
LIEHUMBId POMAHTHKAMU MHUpP JIUYHOCTH.
He cnywaen pacuBer nwmkia Qoprenuan-
HbIX MbEC KaK CBOETO POJa MUKPOKOCMO-
ca nymu: 12 sTronoB op. 8 u 24 npenoauu
op. 11 A. Ckpsbuna; IIpemtoguu op. 32 u
Otroabl-kapTuHb! op. 33 u op. 39 C. Paxma-
HUHOBA; Jlecats nbec op. 12 u «Mumonér-
Hoctu» C. [Ipokodrena; «BocmomuHanus,
«IToxenteBmme crpanuup» u «lIpuaynpn
H. MsickoBckoro; «Adopusmsl» u 24 mpe-
moauu op. 34 J1. llocrakoBuya.

[IpoucxomuT  COBEPIIIEHHO  OYEBU/I-
HOE€ pacUIMpeHUe I'paHel U OTTEHKOB HWH-
JTUBUIYaTbHO-CyOBEKTUBHOU Cchepsr —
B YaCTHOCTH, Ha MyTH KYJIBTUBUPOBAHUS
MHTEJUIEKTyJIbHO-YCIOXKHEHHBIX M YTOH-
YEHHO-U3bICKAHHBIX JBWXKEHUW MBICTU U
YyBCTBA, UYTO MPUOMIKAIO K paduHUpPO-
BAaHHOCTH M JIyXOBHOMY apUCTOKpPATU3MY.
B c¢Bsi3u ¢ 00muM ycTpemIiieHueM K BBIXOTY
32 paMKH MPUBBIYHOTO PETUCTPUPYETCSI 1O~
SBJICHUE CUJIbHBIX HATyp C 3aBBILICHHBIMU
MPUTSA3AHUSIMU U C IPETEH3UEN HA UCKIIIO-
YUTEIHHOCTD, YTO B KpailHEM BapUaHTE I0-
POXAAJIO TUII SIBHOTO 3TOLIEHTPUKA (MHOTHE
¢doprennannsie npousBeaeHus A. Ckpsou-
Ha, BKurouas [Istyro conary).
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O crenenu MmHOTO0Opasus u quddepen-
LMPOBAHHOCTU TOBOPUT COCYIIECTBOBAHME
BECbMa PA3HOHAINPABICHHBIX TEHIACHIIHI.
C 0HOI CTOPOHBI, BOCXOXIECHHE K UICANIb-
HOMY B YEJIOBEKE, K OTCBETaM OOXKECTBEH-
HOT0, HEMPEXOAIIEro, K BhICIIEH KpacoTe
¥ BO3BBIIEHHOCTH (poMaHChl «OCTPOBOKY,
«3xaech xopouio», «Bokanus», MeIJIEHHbIE
yactu BTtoporo ¢oprennanHoro xoHuepra,
Bropoit cumponun u kanrtarsl «Kosmoxo-
na» C. PaxmanunoBa). C npyroii CTOpOHBI,
MPUYYUIMBAsl «3IKCTpaBaraHUay, Kamnpus,
IPUXOTh, B30AJIMOIIHOCTb, M3OLIPEHUS U
BBIBEPTHl YMa, YyBCTBA U (paHTa3HUH, HEPB-
HBII U3710M, co0Ma3H cnenuPpUIecKux OIy-
IIEHUH U TICUXOJIOTMYECKUX AedopManuii
(«[IpuuynmuBas mosma» op. 45 Ne 2, «3a-
raaka» op. 52 Ne 2, «Mponus» op. 56 Ne 2 u
npyrue doprenuaHHbie nmbeckl A. Ckpsaou-
Ha N0A00HOT0 pojia; BTopasi KapThHa Oase-
Ta «llerpymka» u Bropas ns Tpéx npec ms
ctpyHHoro kBaprera M. CTpaBUHCKOrO).

KpaeyronpHelM OCHOBaHMEM POMAHTH-
YECKOIr0 MUPOUYYBCTBUS ABIISAECTCS NPUHYUN
anmumes. B cBOr ouepenb, IOYBY I UX
BO3HUKHOBEHMS ITOATOTABIMBAET IEUCTBHE
yenmpobedicuvix mendeHyul. B Hauane
MPOLIOrO CTOJETHSI 3TOMY COITyTCTBOBA-
JU TAaKUE€ MOMEHTBI, KaK aKTHBHBINA >KM3-
HEHHBIN TIOUCK, JyX BCEOOIIEro OpOKEeHHUS,
UCKIIIOUUTENIbHAas MHOXECTBEHHOCTh IpO-
sBiaeHui. Ilouck mén MHTEHCHUBHEHIINMH,
pa3sHOHANpPaBJIEHHbINH, NPOAUKTOBAH OH
ObL1 MpUCYIEd HOBOMY YEJIOBEKY HEYEM-
HOMU JII0003HATENbHOCTBIO U CTPEMIIEHUEM
KaK MOYKHO IIHMpE Pa3BUHYTb TOPU30HTHI.
OTcrona — UCKITIOYUTENbHAs MOOMIIBHOCTb,
CKJIOHHOCTb K HENpPEPBIBHON H3MEHYUBO-
CTH M mepebdpocaM U3 KpalHOCTH B Kpaii-
HOCTb, CTPEMJIEHHE KO BCEMY IMPUKOCHYTh-
cs1, Bc€ onpoOOBaTh U OLEHUTH 3aHOBO.

MoxHO cKa3aTb, YTO 3TO BpeMs Ipel-
CTaBISIO COOOM THTaHTCKyIO Jlaboparo-
pHUIO, B KOTOPOH OCYIIECTBISICS I'PaHIU-
O3HBIM DKCHEPUMEHT CO3UAAHMS HOBOMU
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snoxu. [pyras accouuanusi — OrpOMHBIN
«OpOMUIBHBINA KOTED», B KOTOPOM Oypiui
HAacCTOW HOBOW xu3HU. W mig ston acco-
LMAlMM €CTh BCE€ OCHOBAHUS: HACTOJBKO
HEYCTONYMBOM, BUOpHpYIOIIEeH 1 KoeOto-
mieiicst ckianapiBanach obimas armocdepa.
Mup CTaHOBUTCSI MHOTOJIUKUM, Pa3pO3HEH-
HBIM, HallOMUHas Mof4ac MECTPYH CMECh
KOHTPAacTOB, HAarpoOMOXJIEHHE Pa3HOpO.I-
HBIX CYIIHOCTEW, MOUCTUHE BaBHJIOHCKOE
CTOJMNOTBOPEHUE, TPUUEM 3TO OKa3bIBAETCA
€CTECTBEHHBIM COCTOSIHMEM, 0e3 cTpemiie-
HUS K BbIXony u3 Hero (Ganersl «Ilerpyi-
ka» M. CrpaBunckoro u «KpacHslli mMak»
P. I'muapa, [Taras cumdonns H. MsackoBcko-
ro u Tpetbs cumponus /. [llocrakoBuua).

He pa3 cimy4yanoce, 4To TMHUH KU3HEH-
HOTO TIOMCKa, OpOXKEHUSI U MHOXKECTBEH-
HOCTU CXOAWINCh B €IWHOW TPOCTpPaH-
CTBCHHO-BPEMEHHOW  TOYKe, IMOPOXKIas
BIIEYATJICHUE MHPOBOIO Xa0ca, B KOTOPOM
BCE TOJIBIXAET, KIyOUTCS, UAYT HEMPEPHIB-
HBIE PEaKIIUK pacriajia u COeAMHEHUs (CUM-
dhonnueckas nmosma A. Ckpsiouna «IIpome-
Tei»). LleHTpoOekHbIe TeHIEHIIUU TI0 Mepe
YCUJICHUS WX JEHUCTBHUS NABAIM IOCIEHO-
BaTEJIbHYIO JIOTUYECKYIO LIEMOYKY: OT pas3-
HOpEuHus 4epe3 MPOTUBOPEUrEe K MPOTUBO-
CTOAHMIO. PacciioeHne JKM3HEHHOI O IOTOKa
Ha pa3HOHANPABJICHHBIEC TUHUU MOTJIO ObITh
JOBEJICHO 1O YPOBHS MOJSPU3ALIMH, KOTJa
MHp paclnajajcsi Ha «8ewju Hecoemecm-
Hole». Tak KOHTPACThl B CHIIY MX TOJSAPHU-
30BaHHOCTH MNPEBPAIIAINCH B aHTUTE3bl U
HanOoJee TUHITMYHBIMY U3 HUX OBUTH CIIey-
OILIKE:

— CTapbld MUP — HOBBI MHp; apXaukKa —
MOJIEPH; MaTPUaAPXaIbHOCTh — YPOAHUCTHKA;

— NOMYEPKHYTast UHAUPPEPEHTHOCTD,
CO3€pUaTeNbHOCTh, MACCUBHOCTh — IOBBI-
[IEHHAs MHTEHCUBHOCTH MPOSIBICHUHN, He-
HCTOBBIN aKTUBU3M;

— amnarus, pa3yBepeHHOCTh, AEMPECCHUs,
Tparu3M — BOOJYUIEBJIEHUE, MOABEM CHIL,
HCKJIIOUYHNTEIIFHOE YKU3HETIO0HE;
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— TeJIoHus], OecrpoOieMHOE CYIIEeCTBO-
BaHUE — 000CTpEHHAST KOH(PIUKTHOCTB;

— IYXOBHO-YTOHUYEHHOE; U3BICKAHHOE —
OrpyOJIEHHO-IPUMUTUBHOE, BAPBAPCKOE;

— OOBEKTUBHUCTCKOE — CYOBEKTHBHUCT-
CKO€; ratio — emotion; NECTPYKTUBHOE —
KOHCTPYKTHBHOE.

OTH TPOTUBOIOJIOKHOCTA B OMpeJie-
JEHHBIX YCIOBHUSX MOIVIM HEOXKHUJIAHHO
cOnmmxkarbcsi U BCTynarh B cuHTes. [Ipume-
pPbl CMBIKaHMsS KPaWHOCTEH: CTPYKTYpPHBIN
MapaJuIesin3M MUKPOMHpPA U MaKpPOKOCMO-
ca, KOHCTPYKTHMBHO-PalMOHATUCTUYECKHUI
pacy€T Ha BXOAE M CTUXUUHO-XAOTUYHBIN
pe3yapTar Ha BBIXOZAC, padUHUPOBAHHBIN
MHTEJUIEKTYAJIN3M, KOTOPBIA B OIpPENEIIEH-
HOM KOHTEKCTE OBLJ CIIOCOOEH 00epHYThCS
npesomiieHneM cdepsl mogaco3Hanus. [Ipu-
MeuaTeNbHO, YTO U B MPAKTHKE 3apyOe:KHO-
IO MCKYCCTBAa TOTO BPEMEHHM TAKXKE MOIIU
COCUHATHCA CTOJb K€ MPOTUBOPEUUBBIC
CYyIIHOCTU. B KauecTBe mpuUMEpOB MOKHO
Ha3BaTth pomanbl @. Kadxu, mureparypy
«notoka co3Hanus» [I. Jlxouca, M. Ilpy-
cta, )kuBonuchk [1. Knee u I1. Monapuana.

B ducne caMbIX npuYyaIuBBIX THOpHU-
JIOB — coOMpspKeHne (POBUCTCKOTO MPUMUTH-
Ba C U30LIPEHHBIM ACTETU3MOM, COUETAHUE
00€e3IMYEHHOM CTUXHH JIFOICKMX MHOXKECTB
C YepTamM UHIUBUYATHUCTUYECKOTO CBOE-
BOJIUS, CKPEUIMBAHUE «SA3BIYECTBA» H CO-
BPEMEHHOTIO TEXHMIIM3MA, «BAPBAPCTBA» U
ypOaHUCTUKH, «300JI0TU3Ma» U WUHIYCTPH-
aJbHOCTH, YTO B MPEACIBHOM BapUaHTE
JaBajo YyJAOBUIIHBIM (EHOMEH MaIlWHU-
3UpOBAHHOTO BaHAalu3Ma. B mogo0HOM
«COBMEILICHUM HECOBMECTHUMOTO» CO BCEU
OYEBUHOCTBIO TMPOSIBUIIA ceO MpUCYIIast
POMaHTUYECKOMY MBIIUICHUIO MapaioK-
CaJIbHOCTb.

Hano nmonarare, 94TO 3TO CBOMCTBO, Kak
U B LIEJIOM PAcCIOCHUE HA AHTUTE3bI, IPU
BCEX HEM30EKHBIX M3AEP)KKaX IMO3BOJISIO
BBISIBUTh CAMbIE HEOXKHUJIAHHBIE PaKYpChI
BHYTPEHHETO M BHEIIHETO MUpA, CIIOCO0-

CTBOBAJIO Pa3BEPTHIBAHUIO HOBBIX BO3MOXK-
HOCTEH W MPEJICTaBICHUM, CO3aBAJIO MMOY-
BY JJI1 OTKPBITHIA.

Ha nyTv K BblCBOﬁO)K,A,EHMIO

OouH W3 MarucTpaibHBIX IPOLIECCOB
Hadana XX Beka ObUI CBS3aH C ycmpemie-
HUeM K 6CeMEpHOMY BblCBODONCOEHUIO U
packpenowjenuro. Bo3HUKAaeT CUIbHEWIIAs
MOTPEOHOCTh  TPEOMOJIETh  CIIOKUBIITHE-
Cs KaHOHBI M CTEPEOTHUIIbI, OTKA3aThCsi OT
CHAEP)KUBAIOLMX YCIOBHOCTEN U 3aIlpETOB,
COpOCUTH MABSIIIMKA T'Py3 MHOTOCIOWHBIX
HAKOIUICHUH TPEAIIECTBYIONIEN IUBUIN3A-
. KOHEYHBI CMBICI 3TOr0 OTPULIAHUS
COCTOST B TOM, 4TOOBI 0oOpecTH Heo0Xo-
JTUMBIE UMITYJIbCHI ISl JaJbHEHIIEro pas-
BUTHUS, 00€CIIEYUTh CBOOOTHOE BBISIBICHUE
CUJI U BO3MOXKHOCTEW HOBOI'O YEJIOBEKA, TO
€CTh CIIOCOOCTBOBATh TEM CaMbIM OCYIIIECT-
BJICHUIO 1IeJIell KOPEHHOT0 OOHOBJIEHUS U
KapJMHAJIBHOTO Pa3ABUKEHUS KU3HEHHBIX
TOPU30HTOB.

BnionHe ecTecTBEHHO, YTO HEKOTOPHIE
MyTH BBICBOOOXKIEHUS YK€ ObUIM paHee Ha-
meuenbl. K mpumepy, norpyxenue B cepy
MOJICO3HAHUSL WM «oOpalleHue B s3blue-
CTBO» O3HAYaJlo aneJUIALNI0 K UHCTUHKTY,
HCKJII0Yasi CUCTEMY KOHTPOJIMPYEMBIX pa3-
YMOM 4yBCTB, MBICJIEH, IBH)KEHHUH, a BO3-
BpallleHHEe K MHpY JETCTBA M OTPOUYECTBA
BBIJIBUTAJI0O HA MEPEIHUM IUIAH PACKOBAH-
HOCTh TPOSIBJICHUM, HENPEACKA3yeMOCTh
(haHTa3uIHO-UTPOBOI JIOTUKU U CMEHBI Ha-
CTPOCHHIA.

N3 oTMeueHHOro BbIIE MOXHO 3a-
KJIFOYUTh, CKOJIb 3HAUUTEIbHYI POJb IS
MIPOLIECCOB BBICBOOOXKACHUS UTpalia Ccmu-
xuunocms. OHA MOIIIA TPEJIOMUTBCS B HAJI-
JUYHO-OOBEKTUBHOM IUIaHE  (JIOMyCTHUM,
onpeaeN€HHbIe peaauu JACHCTBUTEILHOCTH
B UX MEPEKINYKaX C SBICHUSMU MPUPOIBI
— KOJIBIXaHHEM BOJHOW MOBEPXHOCTH, IO-
peIBaMu OypH, BUXpPEM BBIOTH) W B ILJIaHE
CyOBbEKTUBHO-TICUXOJIOTUYECKOM (MCKITIOYH-
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TeJIbHAsl U3MEHYMBOCTb COCTOSIHUM, B3PbIBbI
HeoOy3IaHHBIX cTpacTeii). OObeUHSIIOIIIM
MOMEHTOM CTAHOBHUTCSI CIIOHTaHHOCTh, TO
€CTh TO, YTO HE TpeOyeT MOTUBUPOBAHHOCTH
1 KaKOW-JIMOO yTIOPSTI0Y€HHOCTH, OCHOBAHO
Ha MPOU3BOJIBHBIX BCIJIECKAX U MEPEKITIOUe-
HUSIX, BBUIMBAsACh B HUUYEM HE CTECHAEMYIO
yepery NEUCTBUM U PEaKLMi.

Bcé 310 Hensz0exHO COMpOBOXKAAIOCH
oecmpyKkyueti — TOTEepeil I1eJI0CTHOCTH
U CTa0MIBHOCTH, aTMoc(ephl BceoOIen
HEYCTOMYMBOCTH, NMPUBOJAILIEH B mIpenene
K pa3z0opony, xaocy. Tak siBisieT cedst Opoxe-
HUE, BOJIbHAS UTPA U HEYKPOTUMOE OYHCTBO
HOBBIX KU3HEHHBIX CHJI, MOAHUMAIOIINXCS
U3 HEJIp IPUPOBI U YEJIIOBEYECKON HATYPHI.

BricBOOOXK I€HNE IO CAMBIM IIUPOKUM
(bpOHTOM BO BCEBO3MOXKHBIX HaIpaBICHU-
ax. UTtoObl yOeauThCs B 3TOM, oOpaTumcs
K TaKUM COBEPILEHHO Pa3HOIJIAHOBBIM €r0
JVHUAM, KaK 2epouKd, HCaHpoeas CMuXusl
u kpumuyuzm. CMBICIT 2epouuecko2o oesi-
HUs HEPEAKO ObUI COBEPIICHHO OTYETIHBO
CBsI3aH C ujeeun packpenomenus. He pa3
MOKHO OBLIO 3pUMO HaOMIONATh MPOILIECC
MIOCTENEHHOIO MPEOA0JIEHUsI CKOBAHHOCTH
Y OJABJIAIOLINX BO3ICMCTBUM, HEYKIIOHHOE
MPOABUKEHHE K CBETY, OOIPOCTH, TOpKe-
CTBY CBOOOJIHOTO BoJsien3bsBiieHus (BTopoii
doprenuanubiii koHIEpT C. PaxmanuHOBa,
Tpetbst conata u ¢oprenuaHHas no3Ma
«K mnamenn» A. CkpsiOuHa).

Ecau roBopuTh 0 peBOIIOLMOHHOM Iepo-
WKe, TO JJaHHas UJes BbIpaxkaia e€ camylo
CyTh, ObLTa €€ 6e3yCIOBHOM MTPepOraTuBOM.
Bot nouemy Tpaekropus CyibObI OTACIBHO-
rO 4eJ0oBeKa M HapoJa B LEJIOM CBOJUIACH
B MOMOOHBIX CIIy4asiX, KaK MpaBWIO, K JI0-
CTaTOYHO OMHOTHIHOU cxeMe. HcxomHoit
CTYIIEHBIO CIIY>)KMJIM HAacTPOEHMsI CKOpOH,
NOJIaBJICHHOCTH, THETYLIEr0 CyMpaka, Ie-
penarolye CUTyaluio MnoAaHeBobs. OnHa-
KO O cJ1a00CTH, HAJIJIOMJIEHHOCTH HE MOIJIO
OBITH ¥ peun — TO OblJIa CKOBaHHAs Ha BPEMsI
cuia, B KOTOPOW Tawjiach yrposa, MsTeX-

2019,2

HOCTh. OTCIO/Ia ¥ HAYMHAJIOCH JUIUTEIBHOE,
HO HEOTCTYIIHOE JYXOBHOE PacCIpsIMIICHHE:
CpeIu CKOpOM 3pEIOT «2po30bs 2He8a,
KOTOpBIN IEpepacTaeT B CONPOTUBIIEHUE,
OTIIOP, U B XOJAE BOJIEBBIX MPEOAOJICHUIMA
yAA€TCsl COBEPILUTH MPOPBIB B COCTOSIHUE,
KOI7la CTAHOBSTCS BO3MOXHBIMHU TOpJIbIE
U HECTeCHEHHbIE B3JbIMAHUS YeJOBeYe-
ckoro ayxa (cumonusi-kanrara «KaBkas»
C. JhonkeBuua, «JIaThIICKUN pEKBUEMY
D. MenHraiinuca).

PemmrensHO mpoaBuranack B CTOPOHY
PACKpEIOLIEHNsT HPABOB JICAHPO6as CMmu-
Xust, oOpaméHHas K MTOBCEIHEBHON KU3HH,
OBbITY, 10CYry (B YHMCIIE CaMbIX XapakTep-
HBIX IpousBeaeHU — Oaner «llerpymikay,
cumponmnueckas nosma «llecHb conoBbs»,
MY3bIKaJIbHO-TE€ATPAJIIBHOE IPEICTABICHUE
«Hcropust conmara» WM. CrpaBHHCKOTIO).
Urpsl, npaznHecTBa Tenepb 4acTo MmpeBpa-
HIalTcs B Mrpuiue, norexy. IIpenmoure-
HUE OTHAETCs TEPIIKUM, NECTPBIM, IOPOH
OTKPBITO JyOOYHBIM KpackaM, CHUJIbHBIM,
OCTPBIM, APA3HALIMM HMITYJIbCaM, B XOIY
BCSAKOI'O POAia TMKAHTHOCTH (TI04ac Ha rpa-
HU C (pHUBONBHOCTHIO). OOmas armocde-
pa — 1mymHas, rpyooBaras, 4YTO JOCTHUraeT
aroresi, Korja HayMHaeTcs: OecriabanrHbIi
XMEJIbHOM pasryJi, BCKUIIAET yXapCTBO, pa3-
yJaJI0€ MOJIOJIEYECTBO.

OcoOple TpaHW OBLIM CBS3aHBI C YH-
CTO BOCTOYHOH LBETHUCTOCTBIO (ONEpEeTTa
V. l'amxunbekoBa «ApIIUH Majl allaH») U
C BO3POXKJEHUEM CKOMOPOIIMHBI (MY-
3BIKAJIBHO-TEATPAIbHOE MPEACTABICHUE
N. CrpaBunckoro «baiika»). Bo BTropom
U3 OTUX CIY4YaeB BBICBEUMBAINCH YEPTHI
pa3OUTHOM, 3aIMXBATCKONW OOWKOCTH, TATA
K 3aHO3UCTOMY IE€PECMEIIHUYECTBY, TIIyM-
JIMBOMY O30pCTBY.

B umenoMm, uenoBeueckuwil xapakrep
Mpe/cTaBall BeCcbMa pPACKOBAaHHBIM, HE
CTECHSIIOIIMM ce0sl pamMKaMH HPUIUYUH,
MO3TOMY MOXKHO OBIJIO TO3BOJHTH cebe
COMHMTENBHBIN JKAPTOH, Pa3Bs3HBIA TOH,
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HATYpaJUCTUYECKUH )KECT U HE OTATOLIaTh
ce0s1 B3bICKaTeIbHBIM OTHOIICHUEM K JKU3-
HU, CKOJIb3sl MO €€ MOBEPXHOCTU. TakoBa
nécTpasi myOiarKa ropoJCKOM YIHIbI, TLUIO-
a4, TOJABOPOTHU, SpMapku U Oanarana
Hadyasia XX Beka. A poAOM HOBOSIBJICHHBIN
«TyJsiKa IPa3aHbINY ObLT MPEXkKIe BCETro U3
MEIIAHCKON Cpellbl, MHOTO€ IPOJUKTOBAB-
1I€H B )KU3HEHHOM YKJIAJI€ TOTO BPEMEHMU.

BricBoOOXkI€HHE Yepe3 Kpumuyusm co-
CTOSJIO B TOM, YTO PYILLMJIMCHh MHOTHE Orpa-
HUYEHUS W peNIaMEHTalud, COMHEHUIO
U OMuYeBaHHIO MoOIa OBbITh TOABEPrHYTa
a100as U3 MPEeKHUX HEHHOCTEH, «KOTHPO-
BaJIUCh» OTKPBITO€ YYyBCTBO AaHTUIIATHH,
BOJIbHAsl TMpenapanus peallbHOCTH, IIpa-
BO BBIBEpHYTb HaM3HaHKYy BcE€ U Bcd. Ms3-
JTOOJICHHBIM POJIOM OpPY>KUSI CTAaHOBHUTCS
2pomeck C €ro «IBOMHBIM JHOM» TEKCTa U
MOJITeKCTa, ¢ ero npuéMamu OyphoHHOTO
CHW)XECHMSI U OrpyOJIeHUsl, HAPOUYUTOIO 3a-
OCTPEHUS, KAPUKATYPHOTO MPEYBEINYCHMUS,
napoauiiHo aedopmaruu.

CrnekTp rpaHeil rporecka MpocTHpascs
OT Jpa3HslIed HACMENUTMBOCTH U OypiiecK-
HO-0anaraHHoi TypaluIMBOCTH 10 SIJIOBH-
TOM CaTUpbl U YIPIOMO-IIIYMJIMBON WU31EB-
KM HUTHWJIMCTUYECKOrO ToJika. KoHeuHo xe,
3a IPUHIUIIOM «KPUBOTO 3€pKaJia» CTOSIIO
IOMYEPKHYTO HENPUA3ZHEHHOE OTHOILICHUE
K OKpYyXaroleMy; SICHO U TO, YTO KPUTH-
U3M HE MOXKET MpPOsBIATH cebs B Onaro-
IOYUIHBIX (popmax.

Opnnako TpyqHO HE YBUJAETH U JIPYroOro:
BO BCEM OTMEUEHHOM CKa3aJIach HE MPOCTO
CKJIIOHHOCTb K MPOHUHU — 32 SI3BUTEIbHBIM
CapKa3MOM HEPENKO CKPbIBAJIACH I'pHUMACa,
UCKaXkaBIlash JIMK 4YeJOBeKa, ero Hemoo-
pBI HpaB, NIEMOHMYECKUM W3JIOM HATYypBHI,
npe3peHre U 0e3kKaloCTHOCTh K JPYTHM
(omepor «3omotor metymok» H. Pumcko-
ro-KopcakoBa, «Hoc» JI. IllocTakoBuua,
opkectpoBas (anrazus «bada-Ara» A. Jls-
noBa, (oprenuaHHpli UK «CapKa3zmbDy
C. IIpoxodnena).

Cka3aHHOE€ MO3BOJISIET CJIEJIATh BBIBOJ,
0 HEOJHO3HAYHOCTH IIPOUCXOIUBILIETO B Ha-
yasie XX CTOJETHS MPoIecca pacKpemnouie-
Hus. IMeroTcs B BUY, K IPUMEPY, OMaCHbIC
MeTaMop(o3bl TEPOMKH B BapUaHTE PEBO-
JIOLMOHHOTO pajiuKainu3Ma, e oobiBa-
TEIbCKOM OIPaHUYEHHOCTH U CKIIOHHOCTb
K COMHUTEJIBHBIM TMPOSIBICHUSIM B OTHEIb-
HBIX CTOPOHAX XaHPOBOM CTUXUH, a TAKXKE
W3JIEPKKHU KPUTULIM3MA U TPOTECKA KaK €ro
[JJaBHOTO OPYXMUS, CBA3aHHbIE C YTpaTOu
MUJIOCEPANS U pa3pyUIUTEeIbHBIMU TOCIIE-
CTBUSIMU.

[Tono6HOE HETPYITHO OTMETUTH U B psAJIe
Ipyrux oOpa3HbIX cdep: MoaApOCTKOBAS
¢bpoHIa, YacTo OOBACHIEMAasl CTPEMIICHH-
€M K NOJYEPKHYTOM HE3aBHCHUMOCTH, HEC-
Ja ¢ coboi 3aMPUCTYIO OpaBajy, KOJIKYIO
U3IEBKY, 3JI0€ YNPSMCTBO, B3JIOPHBIE BbI-
XOJIKM; PacCKOBaHHOCTb CYyOBEKTa MoIva
BBUIUTBCS B OTKPOBEHHBIH 3rOLIEHTPU3M
C TpeTeH3uel Ha HCKIIOUYUTEIbHOCTD,
OTIPaB/IBIBAIOIIEH CBOEBOJIME U JIIOOOM Ka-
pU3, MO3UIUIO BBI30BA U KCTPaBaraHTHBIN
snarax. BBICBOOOXKIEHHE uepe3 «s3blue-
CTBOY» OBLJIO B BBICIIEH CTETICHU JTFOOOTIBITHO
C TOYKH 3pPEHUSI MTPOSIBJICHUN YEJIOBEUECKOU
HaTypbl, OJHAKO 32 HUM CTOSJIO CYIIECTBO
HEOAYXOTBOPEHHOE, HAIEKOE OT TOIO, YTO
CYMMHUpYET B ce0e MoHsATue homo sapiens.

Komnaekc arpeCcCMBHOCTH

OTka3pIBasCh OT OrpPaHUYECHUU, CIEp-
YKUBAIOIIUX Hadal U B MpeAese yCTpeMIIs-
SIChb K BCEJ03BOJICHHOCTH, UEJIOBEK HEHU3-
0eXXHO TIepexoamsT B 00JacTh HEraTUBHBIX
MPOSABICHUM, YTO CTAJIO I Hadana XX
Beka O0O0bIYHBIM. Cpenu mogoOHBIX MPOSB-
JieHui Hanbosiee YrpoXKaroIuM 0Ka3ajaoch
pa3BEPTHIBAHUE KOMHJIEKCA aA2pecCUBHO-
cmu. [log kOMILIEKCOM 37eCh MoapazyMe-
BAETCS U COBOKYITHOCTh COOTBETCTBYIOIIHNX
Ka4eCTB, W TICHXOJIOTHYecKas (pukcupo-
BaHHOCTh Ha HuUX. Ero dopmyna: skcnan-
CHOHHM3M, TIOMHOXEHHBI Ha OTKPBITO
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HeraruBHbIe ycTpemiieHus. OCHOBHBIE cra-
raeMble MPEJCTABISIOTCA CIEAYIOIINMU:
SHEPrusi MOIIHOIO CUJIOBOTO HAIoOpa, Mojia-
BJICHUS, IUKTaTa; XapakTep >KECTKUM, pe3-
KHUH, YIJIOBATO-KOJIFOUUH, OLETHHUBILIHNICS;
armoc(epa B3pbIBYaTasi, KOH(QIMKTHAS, OC-
HOBaHHas Ha «IE€pEYEHbU», MMPOTUBOINOJIA-
TaHUU U CTOJIKHOBEHUHU.

KonkpetHbie mpeoMieHus arpeCCUBHO-
CTH MOIVIM OBbITh CAMBIMU Pa3HBIMU, HAIIPH-
Mep, B BApUAHTE MACCUPOBAHHOI'O HATHCKA
peBomonoHHoM ctuxun (ecras cumpo-
Hust H. MsickoBckoro) wiu B Bujie OypHOTO
BBITUIECKA HHEPruu HH(EepHATHLHO-IEMO-
Huueckoro miana (Ilpemtoqust f moll op. 32
Ne 6, sTronbi-kapTunbl es moll op. 33 Ne 6 u
a moll op. 39 Ne 6 C. PaxmanuHOBa).

Haubornee mpumedarenbHBIME 7151 TOTO
BPEMEHHU CTaJIu 6AamaibHOCMb U CKUGDCMEO.
TpaaunuionHele aTpubyThl OamanbHOCMU,
ocTaBiuecs B oopamnieHun XX Beka, mpe-
CTalOT B COOTBETCTBUU C JYXOM BpPEMECHHU
B HEM3MEpUMO Oojiee Pe3KOM U KECTKOM
Ka4yecTBe (MPOH3UTENIbHBIA CUTHAJ, YEKaH-
HbIA MapIleBbIM IIar, KOMaHAa, BJIACTHBIN
OKPHK).

CoBepllIeHHO HOBBIM MOMEHTOM OKa-
3BIBACTCSl CpAIlMBAaHUE arpeCCUBHBIX JEH-
CTBUM C BO3MOXHOCTAMH COBPEMEHHOM
TEXHUKU. ba3rcoM BOEHHOW SHEPTUH CTaHO-
BUTCS MOIIHBIN YpOAHUCTHUECKUI «MOTOPY
U CIIPECCOBaHHAsl, MOHOJUTHAsI Macca-opo-
Hf, KOTOpasi JBMXKETCSI C PEryJspHbIM aB-
TOMAaTU3MOM Oecrepe0oitHO padoTaroIIero
MEXaHU3Ma, 3arojHsAg OKPYKaloLlyl cpe-
Iy CKPEKETOM U JiA3roM MeTaia. MimenHo
9TOT HEYMOJIMMO-BIIACTHBIN ITPECC BOCHHON
MalluHbl U OPUAAET MPOUCXOIALIEMY OT-
YETIMBO MWJINTAPUCTCKUN OTTEHOK.

Jlpyrue mpu3HAKyd BOCHIIMHBI: «TOTOP-
Has», MPU3EMJIEHHAs IUIOTh C PyOJeHOM
KECTUKYISIUEN «HAOTMAIIb» U conadoH-
CKOI1 0eCIIepEeMOHHOCTBIO; TXKENBIM, Tpy0o
BIIEYATHIBAEMBI TOMOT KOBAaHOI'O Carlora;
npuéMbl (POPCUPOBAHHOTO BKOJAUMBAHUS U
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METOAUYHON «TOTMOEKKIN»; JTUXOPATOTHAS
pYy’KElHasl NEPECTPENKa U TPACCUPYIOLINE
nylneMETHbIE odepelu; rpoxXoT Oaranuil u
yparaHHas JaBHHA BOMHCTBYIOLIEH CBEPXD-
HEpPruy, CMETAINIEH BCE Ha CBOEM IyTH
(poprenmannsie mapum C. IlpoxodneBa
tuna Amnemannsl u3 [ecaru neec op. 12,
psaa snuzonoB Oanera U. CrpaBHHCKOTO
«BecHa cBseHHAN).

CkudcTBO — SBIEHHE YPE3BBIYANHO
cBOoeoOpa3Hoe, M0 CyTH CBOEH — 3TO Bap-
BAPCKUM HKCIIAaHCHMOHU3M. BapBapcTBo
ONPENENANOCh €ro  CONPUPOIHOCTBIO,
IIPOU3PACTAHUEM M3 HEIpP KU3HH, A TAKKE
CHWJIBHEHUIIIUM OTpyOJieHHEeM U MPUMUTHUBH-
3alMeN 4eJI0BEYECKOro cyiecrsa. Becbma
OLyTUMBbI (POBUCTCKHE CKJIOHHOCTH, KO-
TOpble CO BCEH OOHAKEHHOCTBIO SIBISIFOT
cebss B TOPTaHHOM BO3IVIace, BBI3BIBAIOIE
PE3KOM BBICBHUCTE, 3bIYHOM PEBE U TOMOTE.
Kak npaBuiio, To Ob11 pa3BOPOT HAPOIHOM
CUJIBbl, HO CWJIBI MEIBEXKbEH, IpeMy4YeH,
C KOPSIBO-HEYKJIFO’KEHW TOBAAKOM, a TO14ac —
Y yTPIOMOM CHJIBI, ITyCTHUBIIIEHCS B pa30oi.

OKCIIaHCHOHU3M  3aKJIIo4yalcsl B IOJ-
YEPKHYTOM  BOMHCTBEHHOCTH, KOTOpas
IIpeACcTaBaja BO BCEBO3MOXHBIX aMIulya:
NECTPBIA U MIyMHBINA «0a3ap» OpIbl, CTpe-
MHUTEJIBHOE ILIECTBUE BOMHCTBA, HMIYLIETO
MOX0/I0M, CKU(CcKoe urpuiie, oopsij ycrpa-
HIAIOIIMX MPUTOTOBIEHUH, 370M Habar u
BBI30B Ha MOEIUHOK, IIOTOK OpaHH M TIOHO-
HICHUS, MEXI0YyCOOHbIE paclpH, AEp3KHii
HaCTynaTelIbHbIi HATUCK W ILIKBAaJl COKpPY-
IUTEIBHON YHEPTUU.

be3pasenpHO TOCHOACTBYET MY’KCKOE
Hauajo, BbIABIAIONIEE ceOs B TSHKENOM,
Tpy3HOH CTaTu, YIJIOBaTOM MOCTymH, Oyii-
CTBE MYCKYJbHOW CHJIBI, XapakTepe rpo3-
HOM, CypOBOM, YI'PIOMO-OLIETUHHUBILIEMCS,
B OYEPTAHUAX JKECTKUX, PE3KUX, IPSMO-
nuHerHbIX. OgHAKo 3TO CKU(PCTBO — «CO-
BPEMEHHOTO TOKPOs», MOJIYYMBILEE COOT-
BETCTBYIOIIEE TEXHUYECKOE OCHAIICHUE
U TOTOMY 3ayacTyl oOopauuBarolieecs
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UTPOI «CTANBHBIX» MBIIII U YIAPAMH «XKe-
JIE3HOT0» KyJlaKa.

Cnopy Het, mojgo0HOE TO-CBOEMY MO-
KET 3aXBaTUTh MOIUIbIO, TEMIIEPAMEHTOM,
HO emé O6osiee OHO CITOCOOHO HACTOPOXKUTH
U OTTOJIKHYTh SPOCTHBIM BO3OYXICHHEM,
MPUBKYCOM XHUIITHOTO a3apTa — B KOHEUHOM
cuére TO ObUTa CTUXUS JaBsmiasi, HEoOy3-
JTaHHAasl, CBUpENas U KpOBOXKaIHasl (TOPCKUe
mwacku B onepe B. IlammamBumm «/lau-
cu», opkectpoBas «Ckudckas CIOUTa» H
IIT yacte kantarsl «Konokomna» C. Paxma-
HUHOBA, 3MH307] «MyKHUK C MEABEAEM» U3
6anera «lletpymika» u opkectpoBasi oOpa-
0oTka «3OH, yxHem» U. CTpaBUHCKOrO).

Ocobast rpaHb pacCCMOTPEHHOTO SIBICHUS
— «azuam4uHa» Kak crenupuuecKuil Tuopu;
OTPENENIEHHBIX YEPT PYCCKOTO M BOCTOYHO-
ro MCUXUYECKOTO CKJaJa, TO €CTb BapUaHT
¢dboBHU3Ma, TIPOM3PACTAIOIINI HAa TIOYBE POC-
CHIICKOTO OBITHSI B €T0 CONPHKOCHOBEHUH
C XaHCKuM jaecnotu3MoM. CBoeHpaBue, J10-
MOCTPOEBCKHE 3aMalllKi, CIeCh, YBAHCTBO,
TYIIOBAaTOE CaMOJIOBOJILCTBO, (paHdapoHCKast
BOXHOCTh U TpyOO Mpylas cuia — TaKoBa
JMYUHA OTEUECTBEHHOIO TOMIaaypa, MHO-
ro€ B KOTOPOH BBIISIUT TTOYTH KOMHYHO, HO
TEM He MeHee, Tpo3HO U ycTpamarore («Le-
crBue lOmurepa» w3 omepsl H. JIpiceHko
«DQHenna», o0pas Apamna B 6anere «llerpym-
Ka» U PsiJI AIIH30/I0B CUM(OHUICCKOU TTOIMBI
«ITecub conoBbsi» M. CTpaBUHCKOTO).

CBo€ KpaiiHee BBIPAKEHHUE KOMIUICKC
arpeCCUBHOCTH TONYYMJI B Pa3TUYHBIX
dbopMax 3KCTpeMH3Ma, B CUHTE3€ C IpOTe-
CKOM U Ha BBIXOJIe K BaHJAIUCTCKUM IIPO-
aBieHusaM. [lepBblii M3 3TUX MOMEHTOB
BO3HHUKAJl B XOJI€ ACKaJallMi paJuKalIn3Ma
C MOMYTHBHIM OOHA)XEHHEM OJMO3HO-Hera-
TUBHBIX NOOyxaeHui. [lepeuncnum campie
TUTIUYHBIE BAPUAHTBHI:

— KPUKIIMBO-3JI00HBIE JHMAJIOTH, CKaH-
JaTbHBIC BBITIA/IBI U SIPOCTHBIC HACKOKU;

— 3JI0BEIIME PUTYaJIbl MOJO3PEHUH, CY-
JIWTHIL ¥ TIPUTOBOPOB;

— KaTeTOPUYHBIM, HENPEPEKACMBIM HM-
MEepaTUB M BJIACTHBIN, MOMUPAIOIINI JTUK-
Tat, TpeOyomuii 6€30roBOPOYHOTO MOAUH-
HEHUS;

— OKGCTOYCHHBIH  HATUCK  DHEPTUU
MOJIaBJICHUS. U TPOXOUyIIre OoOBalbl Ka-
TaKJIN3MOB;

— DKCTa3 HHCIPOBEpKEeHUs: B (popmax
pa3pylIUTENbHOTO OyHTAapCTBA WM IyTya
(ammcTCKOro TONMKa (CTOMT HAIOMHHUTH,
qyro (hamm3M npumén K Biaactu B Mramun
yxke B 1922 rony);

— HaAKOHEI, HEYTO, B CHJTy CBOEH THIep-
OOJIMYHOCTH, NI00AJIHFHOCTH OXBaTa M aro-
KaJIUIITUYECKOTO OTTEHKa HallOMHUHAOIIee
BcemupHsbii nororn, Benvkoe npumectsue.

Bcé 310, Kak mpaBuiio, ObUIO MPOHU-
3aHO JyXOM BpaXXJIeOHOCTH, HEHABUCTH,
HEYMOJIMMOW OecromaaHocTy, ¢aHaTh3-
Ma. He MeHee ycTpalaomuM npeacraBal
KOMILJIEKC arpecCUBHOCTH B COEAMHEHHUH
C TPOTECKOM, Korjia oObsBIiIsAiIach aHadema
KpacoTe M MO033UH, KOIJla TOPKECTBOBAIU
MPEe3pUTENIbHOE TOHOIICHUE, HUTHIUCTU-
Yeckoe DIyMJICHHE, [MHWYHAs TrpumMaca,
Oe3kanocTHas U3IEBKA.

OnHako cBOEro nuka arpecCUBHOCTh J0-
CTHTaJa, IPUOIIKAACH K TOMY KPUTHYECKO-
My Mpeemy, Ha TpaHi KOTOPOTO POUCXOIUIT
nepexojl B obnactb BaHAanusMma. [lig storo
HYXEH OB 4eJIOBEK-3BEpb, TO €CTh CYIIe-
CTBO JMKOE, IYXOBHO CIIENOE, YKUBYIIEE
CTaJHBIM WHCTUHKTOM (TOYHEE, HHCTHH-
KTOM TOJIIbI) M pacrojararomiee Kojloccalb-
HBIM 3amacoM MpHUpOAHBIX cui. Ocraéres
HACTPOUTh €r0 Ha COOTBETCTBYIOLIYIO BOJI-
Hy, obecrneunTh «OPOHT pPabOTBI», W MBI
MOJyYUM Ha BBIXOIE TOTOK H3PBITAeMbIX
pyrarenbcTB, 3yOOBHOIO CKpEXeTa, pbIKa,
OCBHUCTBHIBaHUSA, OCIICHYIO >XaXXIy KPOBH,
TIOYKAPUIII, YHUYTOKECHHUS, OPTHIO HEHCTOBO-
TO BBITANTHIBAHUS-U30UCHUS, JTOBOIUMYIO
JI0 MaccoBOTro OECHOBaHUS, OCTEPBEHEHUS,
UCCTYIUIEHHOCTH, CYJIOPOYKHOTO IapOKCHU3-
Ma (¢poprenuanHbplii UK «CapKa3mbly,
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kaHtata «Cemepo ux», Bropas cumdbonus
C. IlpoxodneBa; HeraruBHas 00pa3HOCTh Oa-
netoB «Kap-ntuiay, «BecHa cBseHHasN
. CtpaBuncKoro).

Tak B 0OMXOM DMOXM BXOAWIM M Yy3aKO-
HUBAJINCh B KaueCTBE HOPMBI KYJBET IpyOoit

2019,2

CHJIBI, PA3TyJl CaMbIX TEMHBIX UMITYJIBCOB U
noOyX/IeHnH, MpaBo Ha Hacwine. To ObLia
TUIaTa 33 TOTAIBHOE PACKPEIIOLEHUE — BMECTE
CO BCEM MOJIOKUTETBHBIM, YTO OHO IIPUHECIIO
¢ co0oif; Ha HCTOPUYECKYIO apeHy BhIpBajICs
1 «BeK-BoJkozaBy (O. ManpenbIram).
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TeHAEHUMM pa3BUTUS MY3bIKaAbHOTO HarnpaBA€HUS
classical crossover B TBop4ecTBe MHCTPYMEHTAAbHOIO Ay3Ta
«UryaecmaH n Apxy»

TBopuecTBO MHCTpYMEHTANBHOTO Ny3Ta «rynecman u JI)ky», 3aBOeBaBIIETO MOMYJISPHOCTD
B 2004 rony nocie npeserTanuu moy «A Little Nightmare Music» («ManeHbKUH My3bIKaIbHBII
KOIIMapy»), JEMOHCTPUPYET HOBBIM OTanm pas3BUTHS HamnpaeieHus classical crossover
B CKpUIIUYHOM HCKyccTBe. CKBO3b MPH3MY KOMHYECKOTO KOMIIO3HUTOPCKHE CTHIIHM MPOILIOrO
(bax, Momapt, PaxMaHUHOB | JIp.) COOTHOCSTCS C ONTBITOM COBPEMEHHOI KOHIIEPTHOW MPAKTHKHU
(«bax mporuB Banecchl M»ii»), ¢ peanusiMu COBPEMEHHOM )XKH3HU — HEOOXOIUMOCTHIO BBECTH
«KOJI ¥ TapoJIb» JJIsi BO3MOXXHOCTH WIPBl HAa MHCTPYMEHTE, BOCCO3JAaHUS  MPUBBIYHOMN IS
COBPEMEHHOTO OOBIBATENISI CHTYallMH CTPEMHUTEIBHOTO TOUCKOBOTO «c€pdHHray 1Mo KaHajgam
TEJICBUJICHUS, PaJN0, CETSIM UHTEpHETa, pyOpukam nucka (moy «beite ['maonom Kpemepomy).
AKTHBHO HCIIOJIb3YEMbIii MACCOBOW KYJIBTYpOH I'eIOHH3M CMEXa MPH IMOMOIIH Pa3HOOOPa3HBIX
CTHJIMCTUYECCKUX TPHUEMOB CO3TaHMs KoMUYeckoro dddexra (HEOKHIAaHHBIX COTOCTABICHUMN
B «Monapt boH», TpaHCchopMaIiu akaJIeMUYECKUX TEM U JIp.) TPUOOpETaeT HHTEIUICKTYaIbHOE
Hauajo. [locTikeHne KOHIEMIIMOHHOTO TOJS COYMHECHHH, HACBINICHHBIX  KOMHYECKUMHU
o0Opa3amMu, MEHSET CIOCOO BOCIPHUSATHSI MY3bIKAIBHOTO TIPOU3BECHUS, OCHOBBIBAIOIIETOCS HE
CTOJIPKO Ha MEXaHM3MaX YyBCTBOBaHUS U CONEPEKUBAHUS, CKOJIBKO Ha pedruekcuu. [lonnmanue
CTHJIMCTUYECKH HEOJHOPOTHOTO XYIOKECTBEHHOTO 00pa3a (TeXHHKa KOJUIaXa, TpPHEMBI
KOMHUYECKOTO) TIPEANOIaraeT OPUCHTAIMIO Ha IUPOKUI MYy3bIKaTbHO-UCTOPHUECKHUI KPYyTro30p
CITyIIATEs.

KiroueBble clioBa: COBPEMEHHOE CKPUIIMYHOE HCIOJIHUTENLCTBO, classical crossover,
MHCTpYMEHTaIbHBIA 1y3T «Hrynecman u Jxy».

Lna yumupoeanusa: 3aiinesa M. J1., bynarsan P. P., Cymxkosa-Upuna 4. U. Tennenuuu pazsurus
MY3BIKaJIbHOTO HampaBieHus classical crossover B TBOpYECTBE HHCTPYMEHTAJIBHOTO Jy3Ta
«Urynecman u xy» // IIpobnemsl Mmy3bikanbHoM Hayku. 2019. Ne 2. C. 132-138.

DOI: 17674/1997-0854.2019.2.132-138.
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Tendencies of Development of the Musical Trend
Classical Crossover in the Performances of the Instrumental Duo
“lgudesman & Joo”

The performance artistry of the instrumental duo “Igudesman & Joo,” which has obtained
popularity in 2004 after their presentation of the show ““A Little Nightmare Music,” has demonstrated
anew stage of development of the classical crossover trend in violin performance. Through the prism
of the comic element the composers’ style of the past (Bach, Mozart, Rachmaninoff, etc.) become
correlated with the experience of contemporary concert practice (“Bach vs Vanessa Mae”) with the
realities of modern life — the necessity of bringing in the “code and password” for the opportunity
for playing on the musical instrument, the recreation of the situation of a swift reconnoitering
“surfing” on television and radio channels, internet websites, and the rubrics of discs (the show
“Being Gidon Kremer”). Actively used by mass culture, the hedonism of laughter by means of
diverse stylistic techniques of creation of comic effects (unusual juxtapositions in “Mozart Bond,”
transformation of academic themes, etc.) obtains an intellectual foundation. The cognition of the
concept-oriented field of compositions saturated with comical images alters the means of perception
of musical compositions based not as much on mechanisms of feeling and empathy as on reflection.
Understanding the stylistically heterogeneous artistic image (collage technique, comic devices)
presumes an orientation on a broad musical and historical perspective on the part of the listener.

Keywords: contemporary violin performance, classical crossover, the instrumental duo
“Igudesman & Joo.”

For citation: Zaitseva Marina L., Budagyan Regina R., Sushkova-Irina Yankelika I.
Tendencies of Development of the Musical Trend Classical Crossover in the Performances of

the Instrumental Duo “Igudesman & Joo.” Problemy muzykal'noj nauki/Music Scholarship.
2019. No. 2, pp. 132-138. (In Russ.) DOI: 17674/1997-0854.2019.2.132-138.

agano XXI Beka B MUpPE TOI-KYJIb-
HTprI 03HaMEHOBAJIOCH IOSBIICHUEM

HOBOTO  OpPWUTMHAJIBHOIO  Jyd3Ta,
3aBOEBABILIETO MHUPOBYHD H3BECTHOCTh —
«Igudesman & Joo» («Urynecman u JIxxy»,
ABcTpusi). B ero cocraB BXOIsAT CKpHIay
Aunekceit Urynecman u nuanuct Puuapg Uy
Xénru. KaxapIil U3 y4aCTHUKOB SBJISICTCS
BBICOKONIPO()ECCUOHATIBHBIM MY3bIKAHTOM,

UX MacTepCcTBO — PE3YyJbTaT Pa3BUTHUS MC-
MOJHUTENIbCKUX TPAJULIUN PYyCCKOM U €B-
pOMNENCKON CKpUMUYHON U (hopTernraHHON
IIKOJI.

BricTymienus nysra mpoxomsaT Co-
BMECTHO C JIYYIIMMH OPKECTpPaMH MHPA,
Ha TPECTHXKHBIX KOHKYypcaX, (hecTUBasIX
u cueHax. B wactHoctu, Urynecman urpan
¢ 1O. Paxuiunbivm, I. Kpemepom, ancamOnem
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«Cxpunku mupa» («Violins of the Worldy),
BBICTYINal Ha (EeCcTUBANAX, MPOBOIAUMBIX
[O. bammerom u P. Kantoconom. [lyaT yua-
CTBYET B €BPOIECHUCKHX TYpHE H3BECTHBIX
non-my3blkanToB: P. [m66a w3 ancamOuns
«bu JIxuz» («Bee Gees»), M. IOpa u3 an-
caMOms «YasTpaBokc» («Ultravoxy») u ap.

Omenomisiromuid ycrnex ancamoi1b npu-
00pén B 2004 roxy nocne eBpornenckou mpe-
MbEpbI IOy «MaleHbKUN MY3bIKaJIbHBIN
xommap» («A Little Nightmare Musicy)
(2007) [9]. My3bikaHTbl OTMe4aroT: «JlaH-
Hasi Mporpamma ujeajgbHa JUisl 3pUTeNen
B Bo3pacte Mex 1y 8 u 88 romamm» [4]. Jlent-
CTBUTEJIHHO, MX KOMEIUIHBIC MY3bIKaJIh-
HO-T€aTpaJIbHbIE CIIEHKH OPUEHTHUPOBAHBI
Ha JIIOIEW C pa3IMYHBIMH MY3bIKaJIbHBIMH
MPEANOYTEHUSMU: OOJBIIMHCTBO 3pUTENEH
J11000r0 BO3pacTa, Mosja, [BeTa KOXKHU olle-
HST BUPTYO3HO-IOMOPHUCTUYECKOE BBICTY-
MJICHUE, ¥ HEBAXXHO, €CTh JIN Y HUX CIEIH-
aJbHOE MYy3bIKaJIbHOE 00pa3oBaHUE, JTHOOSAT
JM OHU KJIACCUKY WJIM K€ MPEATNOYUTAIOT
XEBHU-METAJL.

HcnonHuTenbcKkoe NCKYCCTBO MY3bIKaH-
TOB, Kak oTmeuaeT M. KapymoBa, couera-
IOLIEE MPOCTOM IOMOp, MOHSATHBIA KaXI0-
My CIyIIaTeN0, U «OCTPOYMHBIE PEIUIUKH,
KOTOpbIE MOTYT OLIGHUTh TOJIbKO Tpodec-
CHUOHAJIbHBIE MY3bIKAHTBI, MMOCTPOCHO Ta-
KM 00pa3oM, 4ToObI CJellaTh KOHIIEPTHI
JTOCTYIHBIMH IS CAMOM HIMPOKOW ayauTO-
pun» [4]. Ix HOMepa MoJIb3yIOTCS OrpoOM-
HBIM yCTIEXOM Y ITyOJTUKH, C YIOBOJIbCTBHEM
MOCENIAIONICH BBICTYIJICHUS MY3BIKAHTOB
Y MPOCMATPUBAIONICH WX 3allUCU Ha pas-
JMYHBIX WHTEPHET-pecypcax: OTACIbHBIC
HOMEpa KOHIIEPTHBIX BBICTYIUICHUN Ty3Ta
yKke Habpanu Oojee JABaALaTH MUJUIMOHOB
mpocMoTpoB [3, c. 360].

Heoxxuganuele comocTaBlieHUs, TNpHU-
BOJISIIUE K JIEKOHCTPYKIIMU M3HAYAIHLHOTO
COJNIEp)KaHUs, MPUMEHSIOTCA, K TPHUMEpY,
B MEPBOM HoMepe 1oy «ManeHbkuil my-
3bIKaJIbHBIM KomMap» — «Mouapt-bona»

2019,2

(«Mozart Bondy») (2007) [10]. Ha momymsip-
Hyto temy Cumdonuu Ne 40 comb MUHOP
B. A. Mouapra, ucnonusemoir Urynec-
MaHOM, HaKJIaJbIBAE€TCsS camasi M3BECTHasd
My3bIKajdbHas 3acTaBka QuibMma o Jxeim-
ce bonnae «3omnotoii rma3» («Golden Eyey)
(1995). Ilpoucxomut apamMaTypruueckoe
COTOCTaBJIEHUE MY3bIKAJIbHBIX U MOBEACH-
YeCKUX IIJIaCTOB: Ojaromapsi aKTUBHOMY
WCIIOJIb30BAaHUIO TMMAHTOMUMBI, 3PUTENISIM
CTAHOBUTCSI TIOHSTHO, YTO CKpHUIIAY H3yM-
J€H, OH NBITAETCA MOJICTPOUTHCA U JIAXKe
B KakKOi-TO MOMEHT COBCEM MEPEKIIOUUTh-
Csl Ha MY3BIKQJIbHYO JIEKCUKY «OOHAHAHBIY.

[Ipuém  TpaHchopmaium, HU3MEHE-
HUSI TE€M AaKaJeMUYeCcKOro pernepryapa,
NpUOOpETAIONINX KOMUYECKHH 3(deKT,
MIPUMEHSETCS BO BTOPOM HOMEpE WIOY
«ManeHbKH MY3BIKAIBHBIM KOLIMap» —
«Mozart and Now... Mozart (Alla Molto
Turka)» («Momapt u ceivac... Momapr...
(B ouenb Typenkom crtuie)y. M3obpaxkas
MpOLIECC PENEeTULIMM, MHAHUCT OCTaHaB-
JIMBAET CKpHUIIaya MOCJE IMEPBOTO HCIOJI-
HEHUSl HAa4aJIbHOM TEMbl POHJIO U MPOCUT
CBITPATh €€ 0-HOBOMY, 00Jiee MMO3UTHUBHO.
Urynecman, npuaas auiy 6o1poe BbIpa-
KEHUE, C PACTIHYTON Ha BCE JIMIO YIBIO-
KOI HCIOJHSAET OCHOBHYIO TEMY B MAaJKOPE.
[Tocne Hemonrux pasMpIIUIEHUA MY3bI-
KaHTbl HAaYMHAIOT WrpaTh MY3bIKAJIbHBIN
TEKCT POHJI0, TOCTOSIHHO BKpAIlJIMBasl «9K-
30TUYECKUE» MOTUBBI C XpOMaTU3MaMHu U
YBEJIIMUCHHBIMU CEKYHJIaMH, MEJIM3MaMH,
XapaKTepHBIMU JIJIE BOCTOYHOW MY3BIKH.
['unepOonuzanus cpelncTB co3gaHus BOC-
TOYHOTO KOJIOPUTa B MHTEPHPETALUN MO-
LIaPTOBCKOT'O POHJO NMPUBOIAUT K CMEXOBOM
peakuu ciymareyiei, NOCTOSHHO COIpO-
BOXAIOIIEH 3anuCh BBICTYIUICHUS. B HO-
Mepe «Mouapt Oyner xuthb» («Mozart
Will Survivey, 2013) [11] moy «Manens-
KUI MY3BIKaJbHBIM KOLIMap», HANpPOTHUB,
MOMYJISIpHAsE ACTpajiHas KOMIIO3UIUSA U3
penepryapa [mopum [elinop, Omaromaps
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BKJIFOUEHUIO BBICOKOTEXHUYHBIX UMIIPOBHU-
3aIl[MOHHBIX Pa3/EJIOB yHoA00sAeTCs] KOH-
LHEPTHO-BUPTYO3HOMY CTHJIIO COYMHEHHMU
akaJeMuyeckoro penepryapa [5, c. 33].
B omHoM n3 HOMepoB moy «beiTe I'mupo-
HoMm Kpemepom» («Being Gidon Kremer)
npoluecc KOHIEPTHOIO HCIOJHEHUs Ka-
MEPHBIM OPKECTPOM MLUIATEPOB aKaJIEMHU-
YECKOM MY3bIKH MOCTOSHHO NPEpPhIBAETCS
KOMaHJIOM IyJIbTa, HaXOJSIIErocsi B pyke
Urynecmana. Tem campiM mepen cirylna-
TEJISIMHU BOCCO3/1a€TCsl 3HAKOMasi CUTyaLUsI
CTPEMUTENIBHOTO ITOMCKOBOIO «CEPPUHTA»
[0 KaHajlaM TEJEBHUJECHMS, Paguo, CETAM
uHTepHeTa. [lonoOHbIe TPUEMBI HEM3MEH-
HO IPUBOASAT K YCUJIEHUIO KOMUYECKHX 3()-
(G eKTOB B IIpe/ICTaBICHUHU.

Heoxunanusiii 3¢ G ext nmeert npuMeHe-
HHUE OPUTMHAIILHOTO TEXHUUYECKOTO U300pe-
TEHUs U1 WCIIOJIHEHUS PaxMaHWHOBCKOM
My3blkd. B HOmepe 11 moy «Manenbpkuii
MY3bIKaJIbHBIA KOLIMap» MHUAHUCT HAUTPHI-
BAaeT OTPBIBKH M3 paxMaHUMHOBCKOro Komn-
nepra Ne 2 asist popTennano ¢ OpKECTPOM U
00BSICHSIET 3pUTEISAM, YTO «y PaxmaHnHOBa
6bu OombiIMe pyku». Homep Tak u Ha3bl-
BaeTcs — «Rachmaninov Had Big Hands»
(2006) [12]. UrynecMaH BBIXOOUT Ha Clie-
Hy B IIOpTax M TEHHHUCKE, omoraeT J[xy,
10J1aBasi EMY JUIMHHBIE JIOIIEYKU C IPUKpE-
IUIEHHBIMUA HA HUX TOJYKPYKUSMHU, KOTO-
pble MpU HAKATUM HA KJIaBUATypy BOCIPO-
W3BOJST HYXHbIE aKKOPJOBBIE KOMIIJIEKCHI.
BenukonenHoe BiageHue apTUCTOM MUMHU-
KO MO3BOJISIET 3pUTENSIM HACIaIUuThCs 00-
raToy NaJuTpOU NEepeKUBAHUN MY3bIKAHTA,
CTPEMSIIIEToCcsl He NepenyTarb U BbIOparh
U3 3alI0JIOHSAIONIUX PYKH JAOLIEUEK HYKHYIO
u BoBpems. Mcnonnenue mnpoxonut 0e3
OIIMOOK, YTO BBI3bIBAET OYypHBIH BOCTOPT
3pUTENEH.

[Ipuém neoxkumanHoro sddekra mnpu-
MEHSETCSl Takke B Homepe «MaseHbKas
HOuHas cepeHana» (poto 1), B KoTOpOoM
ucnonHenue NrynecMaHoM MOLIapTOBCKO-

IO COYMHEHHS COMPOBOXKIACTCS UYeperon
«KOUIMApHBIX cuUTyalui» [8], mpecneny-
IOIUX HE3aJauwIMBOrO0 MY3bIKaHTa: TIO-
MOIITHUK HACTOJIBKO OBICTPO TEPEITUCTHI-
BAacT HOTBI, YTO CKpHIIAYy MPHUXOTUTCS
HAUYMHATh HOBYIO MY3BIKQJIbHYIO (ppa3y, He
3aBEPIINB MPEABIIYIIYIO; «CMBIUYOK 3aCO-
CaJio B IBIJIECOCY; B 3PUTEIHLHOM 3aJI¢ BHE-
3amHo pa3aaéTcs 3BOHOK TenedoHa; cTpoit
CTPYH CKPHIIKU «BHE3AITHO PacCTpPanBacT-
Cs MPSIMO BO BpeMsi UTPb». OmuOKu My-
3BIKAHTOB, M0 MHEHUIO J[>Ky, MpoOyK1at0T
y my0auku 1000nsITcTBO: «M yTOo Teneps?
Korga mbI ciymiaeM KOHIIEPT, H Y MY3bI-
KaHTOB 4YTO-TO HE IOJydYaeTcsi, 3TO Hac
BIIOXHOBIIsIeT. Hame npencrasieHue mod-
HO OIIMOOK. DTO BOOOIIE O/IHA CIJIOIIHAS
omuoOKkay» [4].

®oT0 1. MHCTPYMEHTaAbHbIN Ay3T
«Mryaecman n Axxy» (2008)

Tearpanuzaiysi My3bIKadbHBIX HOMEPOB,
AKTUBHOE MCIOJIb30BAaHUE aKTEPCKOM UTPHI,
HACBIIIEHHON CUEHUYECKUM JIBUKCHHUEM,
peIuIMKamMH, a TakXke d3JeMeHTaMu «Oec-
CJIOBECHOM TeaTpaIbHOCTW» (TaHTOMHUMOM,
KECTUKYISIMEH, MHUMUKOW) CBONCTBEH-
Ha >KaHpy MHCTPYMEHTAJILHOTO Tearpa [6,
c. 110]. JlanHbIi >KaHp MIMPOKO PacIpo-
CTpaHEH B EBPONEHCKON MY3bIKE BTOPOH IO-
noBuHbl XX — Havana XXI Beka. /[ xapak-
TEPUCTUKHU IPEICTABICHUIN 1y3Ta, KOTOPbIE
MOXXHO OTHECTM K WHCTPYMEHTAJIbHOMY
TeaTpy, MY3bIKAHThl HUCIOJB3YIOT TEPMUH
«cketuy: «Mbl, — otmeuaetr Urynecman, —
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My3blka B CUCTEeMe KYAbTYypbhl

JIeJIaéM CTaBKy Ha TEaTpallbHOCThb, HA CO-
3JaHUE€ HHTEPECHOU ApaMaTypruv My3bl-
KaJbHOTO ckeTyay [7].

[TocTmkeHME KOHLENLIMOHHOTO  TOJSA
COYMHEHMM, OCHOBAaHHBIX HA NPUEMAX CO3-
JaHWs KOMHYECKOTO, TapOAUHOTO 00pa3sa,
MEHsIET Crnoco0 BOCHPUATUS MY3bIKaJb-
Horo npousBeaeHus [2, c. 440]. denomen
KOMHYECKOTO  OCO3HA€TCsl NOCTEIEHHO,
B Ppe3yJbTare COIOCTaBICHUs 3puTenem/
CIIyILIATEIEM MY3BIKAJIBHOIO U IOBEJECHYE-
CKOI0 JpaMaTypruyecKux IUIAHOB IIPOU3-
BereHus. lIponecc BocnpusTus sABiseTCA
B JJAaHHOM CJIy4ae HE CTOJBKO PE3yJIbTaTOM
BYYBCTBOBAHHUsI, CONEPEKUBAHUSA, CKOJIBKO
peduiekcun. Tak, My3bIKajbHas COCTaBIs-
I0lass KOPOTKMX CLEHOK-CKET4EeM IydTa
«Arynecman n J[Ky» sBiseTcs IulIb Ya-
CTBIO JpamMaryprudeckoro nenoro. Komu-
yeckuil 3¢ ¢dekT co3aaércs KOMILIEKCOM
MpUEMOB U CPEACTB, OOpAIIEHHBIX YXKE HE
TOJIBKO K c(pepe 4yBCTBEHHO-IMOIMOHAIb-
HOTI'0, HO U MHTEJUIEKTyaJlbHOTrO. Bocnpusi-

2019,2

THE 00pa3yeMoro B UTOTE CTUIMCTUYECKHU
HEOJHOPOIHOTO XYJI0KECTBEHHOIO 00pas3a,
OCHOBAHHOI'O Ha TEXHUKAX KOJIJIaka, KOMH-
YeCKOTo, MpeArnoaraeT HaIu4ue IupOoKOro
HMCTOPUYECKOTO KPyro3opa CiyliaTes.

Hysty Hrynecmana u JIxy ynamoch
MPOAOIKUTh aKaJAEMHUYECKYI0 TpPaJULIUIO
MpPEe3eHTAllMd KOMHUYECKUX O0pa3oB B My-
3bIKE U T€aTrpe, 000raTUB UX «CEPUATBHON
JIOTUKOM JKaHPOB MacCOBOU KynbTyphl. bia-
rogapsi MPOAYMaHHBIM CIOKE€TaM U Pa3HO-
00pa3HBIM CIIOCO0AM CO3/1aHUsT KOMHYECKO-
r0, OHHM CMOIJIU «YCHUJIUTh IBPUCTHUECKYIO
3HAYUMOCTh TBOPYECKUX HAXOMIOK, aKTHU-
BHU3MPOBATh KOMMYHHUKATUBHYIO (YHKLHUIO
KOHILIEpTHOTO BbICTyIieHUs» [1, c. 40].
[IpuMeHenne My3bIKaHTaMU NMPUEMOB Tea-
TpaIM3aluy MY3bIKaJIbHBIX KOMIIO3ULUH,
BHECEHMSI UTPOBOTr0 Hauyaja B MPOLECC UC-
MOJIHUTENBCTBA CIIOCOOCTBYIOT BBIPAOOTKE
0Cc000i KOMMYHHKATUBHOM M MMHJIKEBON
CTpaTeruy, CO3JAaHUI0 HENPUHYKIEHHOU
00CTaHOBKH MY3HUIIMPOBAHUSI.
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O6 areaTopuKe MCMOAHMTEABLCKOTO MpoLecca
B «AHTH(poHax» Cepress CAOHUMCKOro

Cratpss mocpsiieHa cTpyHHoMy KkBapTeTy Cepres CloHUMCKOTO «AHTH(QOHBD» —
spuaiiiieMy o0pasiy >kaHpa nocieaHel Tpetu XX cronerus, o6iaAarolleMy YHHUKalIbHOU
KBapTeTHOM (oHOC(hepoil. DTO COUYMHEHHME IMOJIOKMUIO Hayalo IOUCKAM COBPEMEHHBIX
OTE€YECTBEHHBIX KOMIIO3UTOPOB B pyciie OOHOBIIEHHS 3BYyYaHHs KJIACCHUYECKOro aHcamoOis,
€ro TPaKTOBKM KaK €AMHOro TeMOpa c Ooraredimmu KOJOPUCTUYECKMMHU BO3MOXKHOCTSIMU.
OpurunanpHas KOHLEINLMS OIyca, 3aKIOYEHHAs B CONOCTABICHUM 3BYYaHHUS BO BPEMEHU U
IIPOCTPAHCTBE, BOILIOLIAETCS IMOCPEACTBOM aBAaHIApAHBIX CPEACTB MY3BIKAJIBHOIO S3bIKA, IIE
CYILIECTBEHHOE MECTO OTBOJUTCS aJI€aTOPUKE. DJIEMEHT CIIy4YallHOCTH SIBISAETCS BaXKHOM YaCThIO
XyJ0’)KECTBEHHOTO 3aMbIciia « AHTU(OHOBY» HE TOJIBKO HAa YPOBHE CO3JaHUS MY3BIKaJIbHOI'O
IIPOM3BE/ICHMS, HO M Ha 3Tale €ro MCIOIHUTENbCKON peanu3auuu. C MO3ULIUHU aleaTOPUKHU
UCIIOJIHUTEJILCKOIO IIPOLECcCa aBTOPOM CTAaTbU PACCMATPUBAIOTCSA DPa3JIMUYHBIE I1apaMeTphl
MY3BIKaJIBHOTO A3bIKa, KOTOPBIE 10 YKa3aHUIO KOMIIO3UTOPA YCTaHABIMBAIOTCA y4aCTHUKAMU
KBapTeTa, a TAaKKe€ T€ KOMIIOHEHTBbI, YTO OTHOCATCSA K HCIIOJHUTEIBCKOMY apceHamy:
IIEpEMEIICHUE MY3BIKAHTOB I10 CLEHE, MHTOHUPOBAHME KaK CpPEACTBO XYAOKECTBEHHOU
BBIPA3UTEILHOCTH, OpPraHu3alysl KBAHTOBOM PUTMMKH, OTICNIbHBIE MPUEMBI UTPBI U CIIOCOOBI
3Bykou3BieueHUsa. C X MOMOILBIO CO3Aal0TCsA aHTU(QOHHbBIE 3ByYaHUsI KBAPTETHOIO aHCcaMOIsa
C MIMPOYANUIIMM CHEKTPOM COHOPHBIX KPacoK M SPKUMH KOJOpUCTHUEeCKUMHU 3(pdexTamu,
JOCTUTAETCs BIIEYATIICHUE KUBOU, IIEPMAHEHTHO MEHSIOWICHCA MYy3bIKaJIbHOW TKaHU U IOJTHOU
CBO0OO/IBI MPOUCXOALIETO HA CIEHE. ABTOP CTaThU KOHCTAaTUPYET, UTO Oyiarofaps ajaeaTopHKe
UCIIOJTHEHUS, MPUCYTCTBYIOIIEH B «AHTH(OHAX», MY3bIKAHTHl KBapTE€Ta BBICTYMAIOT CBOETO
pora cOoaBTOpaMHM COYMHEHUS, KaXKIbIM pa3 BO BPEMs UIPBI CO3/1aBas €ro HOBBIM BAapHUaHT.
Takoro poga akT COTBOPYECTBA KOMIIO3UTOPA M MCIIOIHUTENIEH BBICTYNAET MOATBEPKIACHUEM
TOT'0, YTO MY3bIKaJIbHOE MPOU3BEIEHNE — 3TO )KUBasi MaTepusi, CIOCOOHass K MHOXECTBEHHOCTH
UCIIOJIHUTEIBCKUX IIPOUYTCHUN.

KiroueBnie cnopa: Cepreit CnoHMMCKHM, «AHTHU(OHBD, CTPYHHBIM KBapTeT, ajearopuka,
VCIIOJTHUTENBCKUN MPOLECC, MHCTPYMEHTAJIbHOE UCIIOJHUTENBCTBO.

Hnsa yumupoeanus: CoxonbBik H. JI. OO0 aneaTopuke HCHOJHHUTENBCKOTO Mpolecca
B «AHTU(oHax» Cepres Cronumckoro // [Ipobaemsl My3bikanbHOM Hayku. 2019. Ne 2. C. 139-416.
DOI: 10.17674/1997-0854.2019.2.139-146.
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About the Aleatory Technique in the Performing Process
in Sergei Slonimsky’s Antiphons

The article is devoted to Sergei Slonimsky’s string quartet Antiphons — one of the brightest
examples of this genre of the last third of the 20th century, which possesses a unique string quartet
phonosphere. This composition has paved the way for the search of modern Russian composers
in the direction of reinvention of the sound of this classical musical ensemble, its characterization
as a single timbre endowed with rich coloristic possibilities. The original concept of this work,
implicated by the contrast of sound in time and space inherent in it, is artistically manifested by
means of avant-garde stylistic traits of musical language, where a substantial position is endowed
to the aleatory technique. The element of chance is an important part of the artistic design of
Antiphons, not only on the level of the creation of a musical composition, but also at the stage
of its realization in performance. From the standpoint of the aleatory element of the performing
process, the author examines various parameters of the musical language, which are established
by each of the performers of the string quartet, according to the composer's instructions, as
well as those components which pertain to the performers’ range of techniques: the musicians
moving around on stage, intonating as a means of artistic expression, the organization of quantal
rhythm, as well as individual playing techniques and methods of sound production. They are
conducive to creating the antiphonic sounds of the string quartet ensemble endowed with a wide
range of sonorous colors and bright coloristic effects, which creates the impression of a living,
permanently changing musical fabric and total freedom of the performing process taking place
on the stage. As a result, the author of the article asserts that due to the aleatory technique of the
performance present in the Antiphons, the musicians in the string quartet act as sort of co-authors
of the composition, each time creating a new version of it during every performance of it. This
variety of act of collaboration between the composer and the performers presents a confirmation
of the fact that the musical composition is living material capable of a multitude of performance
interpretations.

Keywords: Sergei Slonimsky, Antiphons, string quartet, aleatory technique, the process of
performance, instrumental performance.

For citation: Sokolvyak Natalia L. About the Aleatory Technique in the Performing Process
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TPYHHBI KBapTeT «AHTU(DOHBD,

HanucaHHbld B 1968 ronmy, 3aHuma-

€T 0co00e MECTO KaK B TBOPUYECTBE
Ceprest COHMMCKOrO, TaKk U B HCTOPHH
OTEUECTBEHHOTO CMBIYKOBOTO KBapTeTa
nocneaHen tpetu XX — Havanma XXI cro-
netuil. [1onoOHO ApyruM paHHMM OIycam
KOMIIO3UTOPA, 3TO aBaHTap/IHOE COUMHEHHUE
He OBUIO MPUHATO OOJBIIMHCTBOM O(HITH-
aIBHOTO MPO(ECCHOHATLHOTO CO00IIEeCTBa
Coro3a komnosuropoB CCCP u Ha npots-
YKEHUU pAJia JIET HE N3/1aBAJIOCh U HE UCIIOJI-
Hs10ch. HecMoTpst Ha 3T0, «AHTH(OHB
MO0 PEKOMEH/IALIUU MOJIBCKOTO KOMITIO3UTOPa
Butonpaa JIrOTOCIABCKOTO NPaKTUYECKU
Cpa3y BOIUIM B pemepTyap 3apyOe’KHBIX
ucnoiaaurenel u B 1970-e rogsl 1OBOJIBLHO
YacTO 3BYyYAJIM HA 3alaJHBIX KOHLEPTHBIX
wiomaakax. B To e Bpemst Oaucon JleHu-
COB BOCTOP>KEHHO OT3bIBAJICSI O KBapTETE
B nuceMe K Ceprero CnoHumckomy: «/leno
3/IeCh HE B OPUTHMHAIBHOCTU OOIEH ujew,
a B TOM, YTO 3TO — MPOCTO OYE€Hb [KypCUB
apropa. — H. C.] xopomiass Mmy3bika» [9,
c. 114]. B nameit ctpane omyc ObLI Omyo0-
JTUKOBaH ToJibko B 1983 romy u ¢ Tex mop,
Kak cBuaeTenbcTByeT caM C. CIOHUMCKU,
«OyATO HaA3I0 aBTOPUTETAM MHOTOKpaT-
Ho ucnonHsuics B Poccun, CILIA, Anrmmu,
®paHIUKU U J0 CUX MOP OXOTHO U 6€3 mpo-
O5eM HUrpaeTcsi MOJIOABIMU CTPYHHUKAMUY
[7, c. 8].

CaMoObITHAsE  XyHOXKECTBEHHAsi  KOH-
nenusit «AHTUGOHOB», HapsAy C HEOp-
JUHAPHBIM €€ BOIUIOLICHHEM, MPUBJICKAET
BHUMaHUE U KPYMHEHIINX OTEYECTBEHHBIX
My3bIKOBeNOB. Tak, Banentuna Xomonosa
OTHECJa KBapTeT K YHCIY JIyYIIHX COYH-

' «Cepreit Cnonumckuii — codeceqauk» [6, c. 5].

9MO HAWU MEopHecKue Opy3vs.
be3 nux nawa mysvixa ne scusém...
Cepreit CnoHUMCKHiA!

HEHUN KOMIIO3UTOpa, KaK «HOBATOPCKOE U
ry0oko pycckoe» [8, c. 25].

«AHTU(DOHB — IPOrpaMMHOE COUMHE-
HHUE C KOHKPETHOM MY3bIKaJIbHO-TIOATHUYE-
CKOl 00pa3HOCTHIO, KOTOpasi, MO MpHU3HA-
HUIO CIOHMMCKOTO, CBSI3aHA C MEJIOAUKOMN
npeBHemyeiickoro ncainma JlaBuna «OnH
OBLII IPE3PEH M OTBEPKEH JIFOABMM» U HJIe-
€ll CONOCTAaBJICHUS 3BYyYaHUsI BO BPEMEHU
u npocrtpanctse [7, c. 13]. IlosBuBmIHKCSH,
mo ciaoBam E. JIoaMHCKOM, B HMCKIIIOUM-
TEJIbHO IUIOAOTBOPHBIN JII KOMIIO3UTOpA
nepuop (1960-x — nauana 1970-x rogos),
OIyC 03HAMEHOBAJ €ro WHANBUIYaIbHBIN
rojioc, B KOTOPOM «MHOTOBEKOBas CIIELU-
¢uka KaXJOro sKaHpa MPeIoMIIsIach
C YYETOM COBPEMEHHBIX MY3bIKaJbHbIX
TeHJAeHUUH....» [2, ¢. 45]. C momomipio
HOBBIX CPEACTB MY3BIKAJIbHOTO SI3bIKa,
npexae Bcero anearopuku, CIOHMMCKHM
co34aéT HEKoe MHCTPYMEHTaJIbHO-TEa-
TpaJIbHOE JIEMICTBO C YHUKAIbHON KBAPTET-
HOU (GoHOC(hEpOit, HOBATOPCKU UCIIOJIB3YS
MIPU 3TOM BO3MOKHOCTH UCTIOJIHUTEIBCKO-
ro pecypca TpPaJuLIMOHHOTO CMBIYKOBOTO
aHcam0ins. Aneatopuka B «AHTHU(OHAX)
CTAHOBHTCS YaCThIO XY/J0KECTBEHHOTO 3a-
MBbICJIa COUMHEHUS, a (PaKTOp CIIydyaHHOCTH
OKa3bIBAETCS JOMUHUPYIOIIUM B IIPOIECCE
€ro MCIOJHEHUS.

Aneatopuka B My3bIKE, IO OIpeaese-
Hurwo [I. Koroyreka, — 3T0 «Te€XHUKa KOM-
MO3ULIAHA, IPU KOTOPOW oOIpenenéHHas
4acTh MpOLECcCa CO3JaHUsl MY3bIKaJbHO-
ro IpOU3BEIEHHUs (BKJIKOYAas M €ro pea-
JU3alyio) MOAYMHEHa OoJjiee WM MEHee
yIPaBIIEMOMN CIIy4ailHOCTH. DTUM JOCTHU-
raeTcsi, IOMUMO Bcero, Oomplnasi cBoOoaa
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B TBOPYECTBE KOMIIO3UTOPA U UCHOJHUTE-
as...» [3, c¢. 236]. BmecTe ¢ TeM OH pa3-
JIETISIeT «aJeaTOPUKy TBOPUECKOTO MPOIIeC-
Ca» U «UCHOJHUTEIBCKYIO aJICaTOPUKY»
KaK JIOMyCKAIOIINX BO3JEUCTBUE (PaKTopa
CIy4allHOCTH Ha MPOLIECC CO3JaHHS WU
UCIIOJJHEHUS! MY3BIKAJIBHOTO IIPOU3BEAE-
HUs [TaM ke, c. 241].

IIo muenuro T. KypersH, anearopuka
B Pa3JIMYHBIX €€ MPOSBICHUIX BOOOIIE 5IB-
JIAEeTCSI HEOTHEMJIEMOM COCTAaBIIONIEH HC-
KyCCTBa, B TOM YHCJIE U UCTIOJIHUTEIbCKO-
ro: «VMckyccTBo HE MOXeT 0e3 He€ — Kak
BO3/lyX, €My HYXHa HEIMpPEICKa3yeMOCTh»
[4, c. 424].

N3BecTHO, 4YTO OTAENIBHBIE SJIEMEHTHI
CIIy4allHOCTH XapaKTepHbl MJis HCIOJIHE-
HUS IPOU3BEACHUHN Pa3HbIX AI0X U HAINpaB-
neHuil. Tak, B €BpOIENCKON My3bIKE 3TOXU
0apOKKO MIMPOKO MPUMEHSIICS IU(pPOBaH-
HbI 0ac, KOTOpBIA JaBall HCIOJTHUTENIO
BO3MOKHOCTBH BBIOOpa COMPOBOXKICHHS Be-
IYIIEro royuoca. S pkum MpuMepoMm ajearo-
PUKH TIPENICTAIOT TAK)KE HEPUKCUPOBAHHBIE
B HOTHOM 3alKCH KaJCHIIUU COJIUCTA B WH-
CTPYMEHTAJIbHBIX KOHLEPTaX, pacrnpocTpa-
HEHHBIE B AIIOXY KJIACCUIIM3MA U POMAHTH3-
Ma. BapraTuBHOCTH MCIIOMHEHUS SBISICTCS
O0COOEHHOCTBIO (POJBKIOPHON MY3BIKH TIO
MpUYUHE OTCYTCTBUS B HeH cTporoi (puk-
Calliy MY3bIKaJIbHOTO TEKCTA.

Kpome Ttoro, camo mo cebe HCHOIHU-
TEJIbCKOE HMCKYCCTBO KaK BUJI MY3bIKaJb-
HOW JESITEIbHOCTH MOJPAa3yMEBAET HEKO-
TOPYIO CTEMEeHb CBOOOJIBI MHTEPIPETATOPA
[5], B TO BpeMsl Kak caMm IMpOLECC HUCHOJII-
HEHHUSI MY3BIKAJbHOTO MPOU3BEICHUS, HE-
3aBHCUMO OT aHpa U BPEMEHU €ro CO3/a-
HUSI, alleaTOPUUYEH, MOCKOJIbKY HE MOXKET
OBITH a0COJIFOTHO MPEAONPENICIIEH BO BCEX
€ro TEXHUYECKHUX U XY O0KECTBEHHBIX HIO-
ancax. O0 »TOM CBHUJIETEIbCTBYIOT U MHO-
TOBapUAHTHOCTh UCTIOJHUTEIHCKOTO UHTO-
HUPOBAaHMS KaK CPEJICTBA XYA0KECTBEHHOMN
BBIPA3UTEIBbHOCTH, U OIpEAEIEHHAs CBO-
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0071a BOCIPOM3BEIICHUSI HCTIOTHUTEISIMHA
arormM4eCcKuX, JMHAMHYECKUX U apTUKYJIS-
IUOHHBIX OTTEHKOB, U HAKOHEI, HEHpe.-
CKa3yeMOCTb UTPOBBIX CUTYalluil BO BpEMS
KOHIIEPTHOTO BBICTYTUJICHHS.

YHHUKaIbHBIM 00pa3IoM ¢ TOUYKH 3PEHUS
aJICaTOPUKH MCIIOJHUTEIBCKOTO Mpolecca
BBICTYNAIOT « AHTU(OHBDY, TJIe peaanu3aius
KOMITO3UTOPCKUX HAMEPEHUM BO MHOIOM
OTBOJIUTCS HA YCMOTPEHHUE HCITOJTHUTEIIA.
[Ipexxne Bcero, aBTOp MPEAOCTABIISIET HC-
TIOJIHATENISIM BO3MOXKHOCTh BBIOOpa psiaa
KJII04e6blX TapaMeTpoOB 3BYKOBOIO Mare-
puana. Temn, TMHaAMUKa U PUTM Ha MPO-
TSOKEHUHM OOJIBbIIEH YacTH COYMHEHHUS IIO
YKA3aHUIO0 KOMIIO3UTOPA YCTAHABIMBAKOTCS
CaMHUMH HCIIOJHUTEISIMU. BMmecTe ¢ TeMm
HETPE/ICKa3yeMOCTh 3BYKOBOI'O pe3yJibTara
YCWJIMBAETCSI CyTry0O HCTOIHUTEIbCKUMHU
KOMITIOHCHTAMH: HMIIPOBU3ALMOHHBIM Xa-
pPaKTEPOM BOCIPOU3BEIICHUSI KBAHMOBOU
pummuxu (tepmun C. Crnonumckoro [7]),
3YKOBBICOTHOW OTHOCHUTEJIBHOCTBIO MpHU
WUrpe MUKPOXPOMATUYECKUX MHTEPBAJIOB, &
TaK)X€ UCKJIIOUYCHUEM TPATUIIMOHHO CTaTH-
YECKOT0 pacCaKMBaHUs YYAaCTHUKOB KBap-
TETHOTO aHCaMOJIsl M MX TTOCTOSTHHBIM TIepe-
MEIIICHUEM TI0 CIICHE.

JIBmKeHrE MY3bIKAHTOB BO BPEMS HC-
noJiHeHus: CIIOHUMCKUNA TPUMEHSIET JJIs
JTOCTWIKCHUS aHTU()OHHBIX 3BYYHOCTEH
Y JUaJIOrOB MHCTPYMEHTOB, B TOM YHCIIE
U C TOYKHA 3pPEHHUS MX BHU3yaJIbHOIO B3a-
uMmojiecTBrs. HecMoTpss Ha oOTIeNbHbBIC
ABTOPCKHE PEKOMEHJALNN OTHOCHUTEIb-
HO MECTOIOJOKEHUSI YYaCTHUKOB aHCaM-
OJisl, TPAGKTOpPUS M CKOPOCTh HMX Tepeme-
LICHHUS. BO BpPEMsI MCIIOJIHEHHS BO MHOIOM
HOCAT CJIy4YalHBIA XapaKTep M 3aBUCAT OT
psna oOCTOSATENBCTB: pa3Mepa KOHIIEPTHOU
TUIOMIAIKK, OCOOEHHOCTEH €€ HHTephepa
Y aKyCTHUYECKUX CBOMCTB. Mcxons U3 3Toro,
MY3BIKaHThI KBapTETa MPEIBAPUTEITHHO CO3-
JIAIOT HEKUI OOIIMH IJIaH CBOUX JEHCTBUH,
KOHTPOJIUPYS €0 BBIITOJTHEHHUE C TTOMOIIIBIO
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UTPbl KKJIOTO M3 HUX IO MapTUType, 3a-
paHee pacupenenuB €€ OTIEJIbHbIE YacTH
B Pa3jMYHbIX MECTaxX KOHIIEPTHOrO 3ajia.
Takum o0pa3oM co3maércs BIEYATICHHE
TIOJTHOM CBOOOJIBI MPOMCXOMAAIIETO Ha CIIe-
He neppoMaHca, a B €ro 3ByKOBOM BOILIO-
HICHUH JOCTUTACTCS HEeKHil cTepeodd ekt
JKUBOU, TIEPMAHECHTHO MEHSIOLIENUCS MY3bl-
KAJIbHOW TKAaHWU.

Aneatopuka HWCIOJIHUTENIBCKOTO IIPO-
necca «AHTH(OHOB» 3aKIIIOYEHA TaKXKe
B clieM(PUKE WX MHTOHALMOHHOIO HamoJj-
HEHHUs, COCTOAILIETO MPEUMYIIECTBEHHO W3
MUKPOXPOMAaTHYECKUX MHTEPBAJIOB: Y4 U ¥4
ToHa. O0OCTpEHHASI BBIPA3UTEIBLHOCTh Me-
JIOUKHU TPeOyeT OT KBAPTETHUCTOB TMOKOTO
NOJX0/1a K MHTOHMPOBAHUIO KaK IpU WUIpe
OTIEJbHBIX MOHOJIOTOB HHCTPYMEHTOB, TaK
U IIPU HCIOJIHEHUU aKKOPAOB-KJIACTEPOB
BceM aHcambOieM. CIIOHMMCKHI BCIIOMHHA-
eT, Kak Apam XadarypsiH 0cJie O3HaKoMJIe-
HUS C MAPTUTYPOU «AHTHU(POHOB» YTBEPK-
Jlaj, 4TO «YETBEPTh TOHA HA CTPYHHOM
WHCTPYMEHTE HE CHITPaTh CKOJIBKO-HUOYIb
TOYHO....» [7, ¢. 8]. JIeCTBUTEIBHO, C OJI-
HOI CTOPOHBI, 3TO CBA3aHO C HETEMIIEPUPO-
BaHHOW INPUPONOH CTPOsi CTPYHHO-CMBIY-
KOBBIX HMHCTPYMEHTOB, MpeaIoJararomnei
BECbMa TMPUOTUZUTEIHLHOE COOTHOIICHHE
3BYKOB 110 BbicoTe. C Jpyroil — 4eTBepTH-
TOHOBBIM UHTOHUPOBAHUEM, 3aBUCSIIUM OT
WHAUBUAYaJIbHOU (30HHOW) MPUPOIBI YEIIO-
BEYECKOI'0 CIIyXa, YTO MOJYEPKUBAETCS aH-
caMO1eBOi1 crieli(pUKOIT: UTPOM MUKPOXPO-
MaTUYECKUX MHTEPBAIOB OAHOBPEMEHHO
BCEMHU HCIIOJIHUTENSAMU KBapTeTa. OJHAKO
C TOYKH 3pPEHHS XYI0)KECTBEHHOTO PE3Ylb-
Tara, TaKOr0 poAa HEONpPEeNeIEHHOCTh HC-
NOJIHUTENIBCKOIO HMHTOHUPOBAaHUS C TOH-
YalIIMMHU 3BYKOBBICOTHBIMHU T'palaliusIMU
IIPUBOJIUT K YHUKAJIBHBIM, HETIOBTOPUMBIM
U HENpEACKa3yeMbIM COHOPHBIM KBapTET-
HBIM KpacKam.

Emeé onauM napameTpoM My3bIKAIBHOTO
A3bIka B «AHTH(OHAX», OCHOBaHHBIM HC-

KJIFOYUTENIbHO Ha aJIeaTOPUKE UCTIOTHEHMS,
ABJISIETCSl KBaHTOBass puTMuKa. Ilo cioBam
CIOHMMCKOIO, «3TO JUIMTEIBHOCTH OTHO-
CUTEIIbHOM, a He a0COIIOTHOM, HEe KPAaTHOM,
HE MEH3ypajJbHOM COOTHOCUMOCTH, pea-
JM3yeMble UCIIOJIHUTENIEM Ka)KJO0W MapTHH
[0 IPUHLMITY “4yTh-4yTh ... B KBaHTOBOI
PUTMHKE BOJISI I CTUXUWHAS WHTYHIIAS UC-
HOJHUTENS] UMIIPOBU3ALMIOHHO OIpEeIisieT
Y U3MEHSIET JIeTalli PUTMHYECKOIO PHCYH-
Ka» [Tam ke, c. 9].

C onHOI CTOPOHBI, KBaHTOBask PUTMU-
Ka, HUBEIUPYs TPAAULUOHHBIA METP C €ro
YETKUM COOTHOLIEHUEM CIa0bIX U CHIIbHBIX
JI0JIeH, OTKPBIBAET MNeEpe]] MCIOIHUTEISIMU
KBapTeTa IIMPOKHE BO3MOXKHOCTU B ILIa-
HE WHIUBUIYaJIbHBIX pEUIeHUI aroruye-
CKUX OTKJIOHeHuH. C npyroil — orcyTcTBHE
B KBapTeTE NPUBBIYHON PUTMHUYECKOMN Opra-
HU3AlMK U, KaK CJEJICTBUE, yTpaTa yCTOM-
YUBOI'O METpa JUIsl UCIIOJHUTENEH OKa3bIBa-
€TCsl CYIIECTBEHHOI MpoOieMoi mpu urpe
B aHcamOiie. B cBsI3u ¢ ATUM KOMIIO3UTOP
U3HYTPU JEIUT KBapTET Ha JIBE Mapbl: Iep-
Basi CKPUIIKA — aJIbT, BTOPasi CKPUIIKA — BUO-
JOHYEIb, COOTBETCTBYIOUIUM 00pazoM
o003Hayast 3TO Ha CTPaHMULAX MAPTUTYPHI
U HEPEIKO HaJensds MX MapTHH CXOKUMU
PUTMHYECKUMU PUTYpaMU B OTU3KUMH UH-
TOHALIMOHHBIMH 00OopoTaMu. TeM cambiM
0Cc000 MOAUEPKUBAIOTCS TUAIOTU UHCTPY-
MEHTOB KBapTeTa, KOTOPBIE 3By4aT Kak ObI
B JIByX MapaJuIeNbHbIX MIIOCKOCTSIX: MEXKIY
OTAEIBbHBIMU T0OJI0OCAMU aHCaMOIIsl U Ionap-
HO BHYTPH HETO.

Mexnay teM B «AHTHGOHAX» CIOHUM-
CKUM NpUMEHSeT NPUEMBI UTPBI U CIIOCOOBI
3BYKO3BJIEUEHUS, B MPOLIECCE HCIIOIHEHUS
KOTOPBIX 3JIEMEHT CIy4YalHOCTH WIrpaeT
OCHOBoOMNoOJararomyo ponb. K TakoBbIM
OTHOCATCS HMIIPOBU3ALIMOHHBIE KOJIOPH-
cTuueckue npuémsl — glissando u tremolo.
[lepBblii moOmpa3zyMeBaeT IJIaBHOE CKOJb-
KEHHE OT OJIHOIO 3ByKa K JpPYyromy, B TO
BpeMsi KaK €ro KJIIYeBble KOMIIOHEHTHI, —
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CKOPOCTbH JIBM>KEHMS NaJbLEB JIEBOM PYKHU
1o Tpudy, MHTOHAIIMOHHBINA penbed, BHICO-
Ta HAaYaJIbHOTO U UTOTOBOTO TOHA, HAPAILY
C HAIpaBJICHUEM CKOJIbKEHHS, — B OIyCe
10 YKa3aHHUIO aBTOPA MOJIHOCTBIO OTIAI0TCS
«Ha OTKYIl» MCIONHHUTENSAM. B pesynbrare
Ha CTPaHMILAX MApTUTYPbl BMECTO Tpaju-
IIMOHHBIX 0003HaueHuil glissando npucyT-
CTBYIOT JIMIIb W3BWINCTBIE JIMHHUH, MPU-
MEPHO OPHUEHTUPYIOIIME HCIOJHUTENEH,
TEM CaMbIM IPEO0CTaBIISAS UM a0COTIOTHYIO
cB0OO/Yy B 3BYKOBOM BOIUIOIIEHUU 3TOTO
npuéma. Heompenen€HHOCTh MCIOIHEHUS
tremolo — pa3HOBUJHOCTH MEJIM3Ma, KOTO-
peii, o cioBam L. Koroyreka, yxe conep-
KUT B ce0e «3apOoJbIli ajaeaToOpuKm» |3,
c. 238], ycunupaercsi COU€TaHUEM C IIPOU3-
BOJIbHBIMU TOHAMHU WJIU ABOWHBIMU HOTAMH
U Pa3IMYHBIMH HECHEHU(PUUECKUMU CIIO-
cobamMH BOCIPOM3BEICHUS: UTPOM Ha MOJ-
CTaBKe, 3a TMOJCTABKOW, Ha MOATpUDHHKE.
B pesynbrare kBapTeTHOMY 3ByYaHHUIO MPU-
JAI0TCSl OPUTMHAJIbHBIE KPACKH, IOCTHUra-
IOTCS SIPKHE KOJIOPUCTHUYECKHE IPPEKTHI.
Hecmotpst Ha TO, 4TO «AHTHU(POHBD»
ObLTM HamucaHbl OoJiee MATHACCATH JIEeT
Ha3al, OHU U CEroJHd OCTAalTCS aBaH-
rapJHbIM oOpaslaM KBAapTETHOIO >XaHpa.
Bo-nepBbix, B HUX MOJ0KEHO Ha4aiao UcC-
KaHUSM HOBOT'O 3ByYaHHUsl KJIACCUYECKOTO
aHcamOJsi, €ro TPAaKTOBKM KakK €IUHOTO
TeMOpa ¢ OorarelimmnmMu KOJIOPUCTUYECKU-
MU BO3MOXXHOCTSIMH, IIOJy4HMBULIEE IPO-
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JOJIKEHUE B KBAPTETHOM TBOPYECTBE psia
KPYNHBIX OTEYECTBEHHBIX KOMIIO3UTOPOB
nociennet tpetu XX — nHavana XXI cro-
nerui. Kak no3gnee npusnancsa A. [Ixut-
K€, pa3MbIIUIAs O CMBIYKOBOM KBapTeTe:
«J17 MeHs TyT Bcerga BCTa€T BOIIPOC: ATO
Kak Obl OAMH 4YEJIOBEK, 3TO OAHA MBICIb,
WJIM MHOTO, apaJlJIeIbHO BBICKa3bIBAEMBIX
U CHOpALIUX IpPYr C APYIOM MBICIEH. ..
MoxeT, B UTOre mnoJy4ajoch, YTO 3TO
KBapTET YEThIPEX OJHOTHUIIHBIX HATYp, ITO
aHcaMOJIb He YeTBHIPEX CHOPSALINX T0JIOCOB,
a aHcaMOlb MO-pa3HOMY, HO €IUHO MbIC-
JAIIMX UHCTPYMEHTOBY [1, c. 85]. Bo-BTO-
PBIX, KOMIIO3UTOP CYLIECTBEHHO PACILIAPUIT
OpOUTY UCTIOTHUTEIBCKUX BO3MOXKHOCTEH,
BOBJIEKasl B HE€ Te, YTO TPAJAUIIMOHHO OT-
HOCHJIMCHh K KOMIIO3UTOPCKOMY apceHaly,
a Takxe n3olperas U NPUMEHSsT HECIIELH-
¢duueckue nNpuéMbl UTPBl U CIIOCOOBI 3BY-
Kou3BJeueHus. B TpeTbux, «AHTU(OHBI»
YHUKQJIbHBI U C TOYKU 3PEHHS] KBAPTETHO-
ro ucnojHuTenbcTBa. biarogaps csobozne,
KOTOPYIO KOMIIO3UTOP MPENOCTaBIsAET My-
3bIKAHTaM, OHM BBICTYNAIOT CBOEr0 poja
COaBTOPAMM COYMHEHMS, CO3/laBasl Kax-
IbIA pa3 BO BPEMsI UI'PbI €r0 HOBBINA BapH-
aHT. Takoro poma akT COTBOPYECTBA KOM-
MO3UTOpPa M HCIOJHUTENEH YyOeauTenbHO
MNOJATBEPHKIAET, YTO TEKCT MY3bIKaJIbHOTO
IIPOU3BEICHMS — 3TO KUBAsl MaTEPHs, CIIO-
coOHasi K MHOTOBapMaHTHOCTU HCIOJIHH-
TEJIbCKUX IPOUYTEHUH.
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«Mope» Kropaa Aebroccu:
TeMOpoaKyCcTU4eCckmii 06pa3 BOAHOM CTUXUU

Cpenu xapakTepHUCTUK 3ByKa, BIUSIONIMX HA MPOIECCHI CIIyXOBOTO BOCHPUSATHSA, BaKHEHUIIEH
apnsiercss TemOp. Ilpucymmii moOoMy akyctudeckoMy (eHoMeHy (U3HUecKOro Mupa, OH
HE TONBKO OIpeAensieT ero crneuuuyeckyro HHIWBUIYAJbHYIO OKpacKy, HO U oOnamas
MMMaHEHTHBIM CBOMCTBOM 0000111aTh U KOHIIEHTPUPOBATh (yHIaMEHTAIbHbBIE YePThl OOBEKTOB U
SBJICHUI KUBOW U HEXKUBOU MpUpPOAbI, (OPMUPYET HAa UX OCHOBE LEIOCTHBIN CIyXOBOH 00pa3s.
HaspanHas crnocoOHOCTh TeMOpa pa3ABUraeT TpaHUIlbl TPATUIIMOHHOTO MPEACTABICHUS O HEM
KaK UCKIIIOYUTETILHO O KaYeCTBEHHON XapaKTePUCTUKE KOHKPETHOTO MY3bIKaJIbHOTO HHCTPYMEHTA
wii ronoca. OHa IIHMPOKO HCIONB3YEeTCS B MPOrPaMMHON HMHCTPYMEHTAIBHON MY3bIKE IS
XyJ0KECTBEHHOTO BOILIOIIEHHUST OKPY>KAIOIIIEro YeJI0oBeKa MPUPOIHOTO MUPA.

B 3710i1 cBsi31 0cOOBII1 HHTEpEC MPENCTaBISAET aHAIN3 TEMOPOBBIX KOMIIOHEHTOB, Y4aCTBYIOIINX
B MY3BIKaJIbHO-XY/I0’)KECTBEHHOM OTOOpakeHHWU 3BYKOBOro obmmka mopst Kmomom J[leGroccu.
OTnpaBHOM TOYKOM UCCIIEIOBAHUS aBTOP N30MPaeT METOIOJIOTUIO UCKYCCTBOBEICHUS, ICUXOJIOTUU
BOCHPUATHUS U MY3BIKAJIbHON aKyCTUKH. [TIaBHBIM aKIEHTOM B MPOIECCE aHalM3a CTAHOBUTCS
BBISIBJICHHE MPUEMOB BOCCO3JAHMS COBOKYIMHOCTH XapaKTEPHBIX aKyCTUYECKUX CHUTHAJIOB
CIIOKOITHOTO MOpSl B MEpBOM 4YacTh CUMQPOHUYECKOro Tpumtuxa «Mope». ABTOp MNPUXOIUT
K BBIBOZLY O JOMUHHUPYIOIIEH poiu TeMOpa mpu (opMUPOBAHUH B BOCITPUSTUU YETIOBEKA LIEJIOCTHOTO
XyJIOXKECTBEHHOTO 00pa3a, CXOIHOTO MO CBOMM (DHU3MUECKHM XapaKTEpUCTUKAM C MPUPOAHBIM
AHAJIOTOM.

Kirouessie cioa: Kiox [lebroccu, TemOp, 00pasz Mopsi, My3bIKaJIbHASI aKyCTHKA, MY3bIKAIBHO-
XyHI0)KECTBEHHOE BOCCO3/IaHUE.

Jna yumupoeanus: Jlumurosckas A. B. «Mope» Kitona JleGroccu: TemOpoakycTiuueckuii oopas
BOJHOM ctuxuu // [IpoGnemsl My3bikanbHOM Hayku. 2019. Ne 2. C. 147-154.
DOLI: 10.17674/1997-0854.2019.2.147-154.
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Claude Debussy’s La Mer:
The Timbral-Acoustical Image of the Aquatic Element

Among the characterizations of sound exerting influence on the processes of sonic perception,
timbre presents itself as the most important. Intrinsic to any of the acoustic phenomena of the
physical world, it not only determines its specific individual coloration, but also, endowed with
the immanent property of generalizing and concentrating the fundamental traits of the objects and
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phenomena of animate and inanimate nature, forms integral auditory image on their basis. The
designated capability of the timbre expands the boundaries of the traditional perception about it
as exclusively about a qualified characteristic feature of a concrete musical instrument or voice. It
is widely used in programmatic instrumental music for artistic manifestation of the natural world
surrounding man.

In this connection special interest is aroused by analysis of timbral components involved in
the musical-artistic depiction of the sound image of the sea by Claude Debussy. The author choses
a methodology of art studies, psychology of perception and musical acoustics as her point of
departure. The main accent in the process of analysis is the disclosure of techniques of the recreation
of the aggregate of the characteristic acoustic signals of the calm sea in the first movement of the
symphonic triptych La Mer. The author comes to the conclusion about the dominating role of
timbre in the formation in human perception of an integral artistic image, similar to its natural

analogy in its physical characteristics.

Keywords: Claude Debussy, timbre, image of the sea, musical acoustics, musical-artistic

reconstruction.

For citation: Limitovskaya Anna V. Claude Debussy’s La Mer: The Timbral-Acoustical
Image of the Aquatic Element. Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2,
pp. 147-154. (In Russ.) DOI: 10.17674/1997-0854.2019.2.147-154.

penr MHOTOYHMCIICHHBIX SIBICHHM

MPUPOBI, CYIIECTBYIONUX B OKPY-

KAIoUIeM MUpPE, Mope SBISETCS
OJTHUM W3 YHUKaJbHBIX (peHoMeHOB. Ero
pa3sHoOOpa3HbIe COCTOSTHUS C IPEBHEUIIIUX
BpeMEH BBI3BIBAIOT y YEJIOBEKa OOraTyro
NAJTUTPy SMOIMOHAIBHBIX TIEPEIKUBAHUN
U BredarieHud. VX BO3HUKHOBEHHE BO
MHOTOM CBSI3aHO C BO3ACHCTBHEM COBO-
KyIMHOCTH 3BYKOB, 00pa3yIONINX HEMOBTO-
pumslii  akycmuueckuti o6muk. OH oTO-
OpaxaeTcsi B BOCIIPUSATHH KaK IEJTOCTHBIN
CIIyXOBO# 00pa3, YHUKAJIBHOCTh KOTOPOTO
oTpezenseTcs, Mpex/ie Bcero, pusnyecku-
MU XapaKTEPUCTHKaAMHU 3BYKOBBIX BOJIH',
a TaK)Ke OCOOCHHOCTSIMH WX 3apOKICHUS,
pacnpocTpaHeHHUsT M yracaHwsl B OKpyXka-
tomeit cpeae’. COBOKYITHOCTh Ha3BaHHBIX
CBOWCTB M MpoleccoB (HopMUpPYET 0000-
NIEHHYIO MeMOpoaKyCmu4eckyio mMooeis’
(B manpHEHIIIEM MPUMEHSIETCS COKPAIICHHE
TM) mopsi. CHHTE3UpYS €T0 aKyCTUYECKUC
0COOCHHOCTH W WHIWBHUAYaJIbHBIC YEPTHI,
TM oTpaxaeTr CyIHOCTHBIE CBOKMCTBA ITO-

ro npupogHoro ¢penomena. Kak «coBokyn-
HOCTb 00BEMHBIX 1 HEOOBEMHBIX (TI0 Kade-
CTBY CIIEKTpa) 3ByKOB, 00yCIIOBIMBAIOIIAs
MJIOTHOCTh 3BYKOBOTO MOTOKa U (HOpMU-
pyromiasi mapajurMy 3BYKOBOTO IIE€JIOTO)
(JI. A. Muanakausu*), TM crnocoOHa He
TOJIBKO «XPaHUTh» U TepeaaBaTh 0COOCH-
HOCTU PEANbHOTO SIBJICHUS OKPYKAIOIIETO
Mupa. OHa KOHIEHTpUpPYeT Haubosee 00-
IIMe 4YepThl 3By4YaHUs CIIOKOWHOTO MOps
U coOupaeT ux B IENOCTHBIM oOpa3. bia-
rojapsi Ha3BaHHOW OCOOCHHOCTH, CTaHO-
BUTCSl BO3MOKHBIM, 10 HAllleMy MHEHHUIO,
yepe3 TM Bomnomenue 3Toro oOpaza
B MY3BIKQJIbHOM TIPOU3BEICHUH.

B MupOBOM XynOXKECTBEHHOW KYJIb-
Type MoOpe SBISETCS OIHUM H3 Haubo-
Jee APKUX W 3HAYUMBIX OOBEKTOB® M, Kak
CJIeICTBUE, MPUBIEKATECIbHBIM I TBOP-
na u ucciuenoarensi. CoBpeMEHHOE MYy-
3BIKO3HAHWE HA CETOMHSIIIHUA MOMEHT
pacronaraer psoM paboT, B KOTOPBIX
B TOM WJIHA WHOM KOHTEKCTE aHaJIU3HPY-
€TCSl €r0 XYIOKECTBEHHOE OTOOpakeHWE.
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B uncne Hanbosnee co3By4HbIX TEMATHKE Ha-
CTOSIILIET0 MCCIIEJOBAHUSI HA30BEM CTATbU
2. P. Ub6paumosoii [3] u H. Ilocromnos-
ckoil [8]. B HUX aHaIM3UpPYyIOTCS Ompene-
JEHHBIE MHTOHALIMOHHBIE U PUTMHYECKHE
(bopMyIbl, YepeOBaHUE WU KOHTpAyHK-
TUYECKOE COYETaHHE KOTOPBIX CO3AaET 00-
pa3 IMHAMHMYHOW MOpckou ctuxuu. Ilpum
3TOM OoraTedunii TeMOpOBO-BhIPAa3UTENb-
HBI MTOTEHIANl AHAIU3UPYEMBIX COYUHE-
HUti OCTAETCA 3a MEPUMETPOM BHUMAHUS
y4€HBIX. A MEXAy TEM OH WUIrpaeT cyule-
CTBEHHYIO DOJb B BOIUIOUIEHMH oOpa3za
mops. «IlonuTeMOpOBOCTE» OpKECTPOBOMU
HNapTUTYPHI U OOraThie «UCTIOTHUTEIHCKUC
naautpb» (B. D. [JeByukuii®) BXxoasmux
B HEE MHCTPYMEHTOB IO3BOJISIIOT pEIIaTh
«aKTyaJIbHbl€ TBOPYECKHE 3aJaud IO BOC-
CO3/1aHMI0 00pa30B peasibHOro mMupa» [9,
c. 169], naBas BO3MOXXHOCTb MY3bIKaJb-
HO-XyJI0)KECTBEHHOW pEeKOHCTpykKiun TM
npuponHoro ¢enomena. E€ nenoctHocTh
U 000OIMEHHOCTh, a TaKXke Mmojodue cy-
IIECTBYIOLIUM B OKpPYXalOllEM MHUpE aHa-
JIOTaM IPUBOJAT K YPE3BBIYaHO HIUPOKO-
My CHEKTPY BJIMSHHUSA Ha SMOLHMOHAJIBHYIO
cepy uenosexa.

B crarbe paccMaTpuBarOTCS NPUEMBI U
CHOCOOBI  MY3BIKAJIbHO-XYH0)KECTBEHHOTO
Bocco3nanuss TM Mopst B OJHOMMEHHOM
cumponnyeckom tpuntuxe Kiona [le-
Oroccu. [lpu 3TOM aHaIUTHUYECKUN paKypc
dokycupyercs Ha mepBoit yactu — «Mope
OT 3apu 10 INOJIyJHSA», IAPTUTYpa KOTOPOU
oOnazaer OoraTrelMmMu TeMOPOBBIMH Kpa-
ckamu. O603HaUMM HanboJee CyIIeCTBEH-
HBIE TTOJIXOIbI KOMITO3UTOpA’ K BHIOOPY HMH-
CTPYMEHTOB, HUX TEMOpPOBOTO COYETAHWUS,
pUEMOB 3BYKOU3BIICUEHUS U 3BYKOBEICHHUS
Ha IIyTH (GOPMHUPOBAHUS XyHN0KECTBEHHOTO
oOpa3za Mop#.

B wmy3bike Jlebroccu BOCIPOU3BOIUT
NPaKTUYECKU Bce (hU3MuecKue rnapamerpsl
«HarypansHO» TM Mmops. Mope Huxorna
HE MOJYUT. Ero «r0s10¢» — HenpephIBHBIN U

MOCTOSIHHBIN — 00pa3zyeT yHUKaIbHBINA 3BY-
KOBOM KOHTHHYYM, OCOOEHHOCTH KOTOpPOTO
(UIUTPaHHO BOILIOLIEHBI KOMIIO3UTOPOM.

C mepBBIX K€ 3BYKOB CIIYLIATENb IO-
rpyxaercsa B armMochepy MeIUTauu Hu
MOKOsSl. DTOMY BO MHOTOM CIIOCOOCTBYET
«MaTepUaIN30BaHHAs»  MY3bIKaJbHBIMHU
cpeactBamu 00600meérHass TM CITOKOMHOTO
Mops. E€ ornnunTenbHbIMA 0COOEHHOCTSI-
MU SABJISIIOTCS XapaKTEPHBIN I MPUPOA-
HOro (peHoMeHa HHU3KOYaCTOTHBIM «po-
30BBIA TIYM»®, a TaKkKe pPa3peKEHHOCTH,
BO3HHKaIOIasi Onaronapsi mpeoOiagaHuto
B AKyCTHYECKOM CIEKTpe HEOOBEMHBIX
3BYKOB. OTCYTCTBHE IPENATCTBUI HAJ M10O-
BEPXHOCTBIO MOPSI MPAKTUYECKU CHUMAET
peBepOepaiuio, YTO TO3BOJSET 3BYKam
pacnpoCTpaHATbCA Ha AaNEKHE PaccTos-
HUg U pacceuBarbcs. [lon Bo3aelicTBUEM
npuponHoi TM Mops y yenoBeka akrya-
JU3UPYETCS PSJl TO3UTUBHBIX ONIYIICHUN
Kak (pU3UOJIOTMYECKOTO, TaK U IICUXO0IMO-
[IMOHANBHOTO CcBolcTBa. [lomoOHBIN YyB-
CTBEHHBI KOMILUIEKC BBI3BIBAET U MY3bIKa
«Mops» ebroccu. E€ xapakrepHoi yep-
TOW SBISIETCA MHCUBONUCHASL OOPA3HOCTb,
KoTOpyto, 1o ciioBam A. @. Jlocesa, oTu-
4aeT  «CaMOJOBJECIONIE-CO3epLATEIbHbBIN
XapakTep», IOCKOJIbKY OHa CTaHOBUTCS
peAMETOM JTIO00BaHUS U, OTOMY, IJIH-
TEJIBHOI'O IIOTPYKEHHUS B OIPEACIEHHOE
cocrosinue |35, c. 35].

B ecrecTBeHHBIX YCIOBUSAX MPOCTpPAH-
CTBEHHasi  MEPCHEKTUBA, JOMUHHUPYIO-
mass B TM criokoHOTO Mops, GopMHpPYET
B BOCHPHSITHM YEJIOBEKA IPEACTABICHUS
0 0e30pekHOCTH, OECKPAHOCTH MOPCKOTO
npocropa. B my3sike Jlebroccu ona moje-
JUPYeTCss 0COOBIMU CITOCOOAMH OPKECTPO-
BOT'O MHUCHMA, «PACTYLIEBBIBAIOLIUMUY Iie-
pPEOHIO rpaHUIly 3ByKa. Tak, BayKHBIN s
CO31aHusl «3BYyUallleld TUIIHMHBDY MOPS «pO-
30BBI{ LIyM» B HadaJie IMOAMBI ITepeaacTcs
COBOKYIIHOCTBIO TPEMOJIMPOBAHUS CTpPYH-
HBIX C CYpJIMHOW B COUYETaHUU C JINTaBpaMu
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B JIMHAMUYECKOM JHara3oHe OT ppp 1O p.
Obpamaer Ha ce0s BHUMaHHUE XapaKTepHas
s JleOroccn TOHKast TpajyupoBKa OTTEH-
KOB 3ByUYaHUsI My3bIKaJIbHBIX THCTPYMEHTOB
C THIATEIbHO BBHITUCAHHBIMU KOJICOAHUAMU
rpomkocTH. [lomoOHasi kKapTWHHAsS WMUTa-
s POKOTa MOPCKOTO MpUOOS BBI3BIBAET
MPSIMYIO aHAJIOTHIO C IPUPOAHBIM (peHOMeE-
HOM. OToOpaxkasi B My3bIKE OIMH W3 IJIaB-
HBIX KOMIIOHEHTOB aKyCTHYECKOTO OO0JIMKa
CIIOKOMHOTO MOPS, KOMIIO3UTOP MPHUMEHS-
€T MATKYIO aTaKy y WHCTPYMEHTOB, 0Oia-
Jaroumx U 6e3 TOro JTOCTaTOYHO MOJIOTUM
¢bpoHTOM cTaHOBiIEeHHs 3Byka. [lomoOnas
TEXHUKA TIFCbMa BBI3BIBACT Y CIIyIIATels
BIICYATIICHUE, YTO OH MOSBISETCS U3 HHU-
OTKyJla ¥ ucue3aeT B HUKyAa. [I[pumenenue
TaKoro nmpuéma co3aaéT B BOCTIPHUSITHH Ye-
JIOBEKa UiealIbHbIE YCIOBUS A1 PopMUpO-
BaHUS 3¢ ¢eKTa KOHTHHYaJIU3aluu 3BYKO-
BOW TKaHU, CONMKAIOIIETO «HATYPATHHYIO»
TM ¢ e€ XyHa0KECTBEHHBIM BOILIOIICHUEM
B «Mope» JleOroccn’.

He MeHee BakeH BO3HMKAIOIIMKI B MY-
3bIKe (HPPAHITY3CKOTO KOMITO3UTOPA 3PUMBII
s dexT «marepuanuzaum 38yyHoctu. OH
JOCTUTAETCS UCTIONB30BAHUEM BO BCTYIIH-
TEJIHHOM pasfielie OnpeaeIEéHHOro TeMOpo-
BOT'O MHKCTa, 0CHOBAHHOTO Ha TOCTETIEHHOM
BKITFOYCHUU HHCTPYMEHTOB C 00Jiee KPYThIM
¢ponTom artaku. Tak, «urypiiamee» op-
KECTPOBOE pianissimo IUANa30HOM B IIAThb
OKTaB, IMUTHUPYIOIIEe OOy KICHIE MOPH,
BBIPACTAET U3 TPEMOJIO JIUTABP B COUCTAHUU
C mapTueil KoHTpPabacoB HA TOHE Cu MaJIOH
OKTaBBI. JTO JJAKOHUYHOE XYIOKECTBEHHOE
CPEJIICTBO BBI3BIBAET y YEJIOBEKA OIIYIICHHE
NpOCTpaHCTBeHHOU mTyOuHbI'’, B kauecTBe
3HaYUMOTO KOMIIOHEHTa MpH (OpMHUpPOBa-
HUU CIIYXOBOTO o0pa3a MOpsl B COCTOSIHUU
TIOKOSI BBICTYTIA€T MOCIIEAOBATEIbHAS aKTH-
BU3alHs PA3IUYHBIX OOEPTOHOBBIX «Kpa-
COK» C TOMOIIBIO MPOTHUBOIOJOXKHBIX HC-
MOJTHUTEIBCKUX MPUEMOB Y HHCTPYMEHTOB
OHOM opkecTpoBoil rpynnsl. K mpumepy,

2019,2

B divisi koHTpabacoB (T. 1-5) moouepénHo
HCIIONB3YIOTCS KOHTPACTHBIE ITPUXU: TIEP-
BBIN TSIHET 3BYK CMBIYKOM Ha MPOTSHKCHHUH
ST TAaKTOB, a BTOPOH (HA MEPBYIO U Tpe-
TBIO JIOJIN) U3BJICKACT €10 pizzicato. [logo6-
HOE COYETaHHE pa3JIMYHOIO HCIIOJIHEHUS
TOHOB OJIHOM BBICOTHI Y OJHOTEMOPOBBIX
MHCTPYMEHTOB BCTpPEYAETCA MNapajuieIbHO
U B maptuu apd, 4ro GopMHpyeT OmIyIe-
HUE 3aJI0)KEHHOTO B CTaTUKE JABUIKCHHS.
TmarenbHass pabora KOMIO3UTOpA C TEM-
OpoBO-(haKTYypHBIMH HIOAHCAMHU OXKHBIISICT
MY3bIKAIBHYIO TKaHb W HAChIIIAET €€ Kpa-
COYHBIMU TIONTyTOHAMU. OTIHCaHHBIN BBIIIIE
MpUEM OTHOCHUTCSI K YMCITY BaXKHBIX KOJIO-
PUCTUYECKUX CPEACTB AUHAMU3AIUU B MY-
3bIKe JleOroccu mocrarouHo ctatuyHoi TM
CIIOKOMHOT'O MODSI.

OnHako He MEeHee, a BO3MOXKHO, U OoJee
3HAYMMBIM SIBIIsIETCs co3aanue B «Mope ot
3apH J10 MOYAHSD aKyCTHYeCcKoro 3 dekra
06véma BoiHOM Macchl. OCHOBHBIM (DaKTyp-
HBIM pelieHueM, GOpPMHUPYIOIIUM 3TO BIIe-
YyaTjaeHue, CTAaHOBUTCSA HCIIOJIb30BAaHUE Ha
MPOTSHKEHUM BCEW 4acTu divisi OpKeCTpo-
BbIX maptuil. K mpumepy, maptuu ajibToB
1 BUOJIOHYENEH (B T. 3—5) U3JI0KEHBI B OK-
TaBy, 4TO 00ECIEUMUBACT JIOMOJHUTEIIbHBIC
00epTOHOBBIE KPACKH MPU UHTOHALIMOHHOM
€IUHCTBE UX MEJIOINYECKUX IMHUM. Kpome
TOTO, YKa)X€M Ha JETajJbHO BBHIITMCAHHBIC
y BHOJIOHYEJICH (TTapTus B 00bEME OOTBIIION
CEeKyH[bl!) IITPUXOBbIE M JIUHAMUYECKHE
HIOQHCHI, MOAYUHEHHBIC TON KE M.

B «Mope» Jlebroccu TpOCIEKUBAIOT-
Csi W JIpyrue NnpuéMbl, BBIIBUTAIONINE Ha
aBaHCLEHY BOCHPUATHS TEMOp U ero Oosee
cinoxHuble ¢opmbl ObiTHs. [Ipexae Bcero,
3TO 0COOEHHOCTH OPKECTPOBKHU M CIEIH-
(vKa 3BYKOM3BIICUCHHS] HA WHCTPYMEHTAX.
K uyuncny nambonee 3HAYUMBIX OTHECEM
OTPaHUYEHHOE NPUMEHEHUE MEIHBIX Y-
XOBbIX. Jlns co3maHusi oOuiero akBapesb-
HOTO KOJIOPHTA B Kauy€CTBE BEIYILErO TEM-
Opa (paHIy3CKHil KOMIO3UTOP UCTIOIB3YET
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OTKPBITBIA 3BYK BAaJTOPHBI, 00JaAaroIIei
U3 BCEH «MEIW» CaMbIM MATKHM TEM-
opom. Tpyba y JleOroccu urpaer TOIBKO
C HCIIOJNIb30BAaHUEM CYPAWHBI U TOJBKO B
HIDKHEM perucTpe Ajs co3nanus s¢¢exra
MATKOCTH. UTO KacaeTcsi HU3KUX HHCTPY-
MEHTOB MEIHOMN yXOBOMW I'PYIIIbI, CIIOCO0-
HBIX W3/1aBaTh ONU3KHE K «TOJIOCY MOpPs»'!
uH(ppa3ByKd, TO OHHM IMPUMEHSIOTCS KOM-
MIO3UTOPOM KpalHE PElIKO, KaK JeJIMKaTHast
Kpacka quasi-UMIPECCUOHUCTCKOIO  Xy-
JI0’)KECTBEHHO-)KMBOMUCHOTO oOpa3za. He-
00X0IMMO TOMYEPKHYTh U OCOOYIO pOJIb
B MY3BIKAJIbHO-XY/10)KECTBEHHOM OTOOpa-
JkeHnu TM CIOKOWHOrO MOps B IEPBOM
4acTH «TPEX CUMGPOHUYECKUX DCKU30BY
yAApHBIX ~HMHCTPYMEHTOB MEMOPaHHOTO
TUIIA, UMEIOIIUX MSTKYIO aTaKy C MOJIOTHUM
¢bpoHTOM U AnMUTENbHOU (ha3oi yracaHus,
a TaKXe NPUMEHEHHE CTPYHHBIX HHCTPY-
MEHTOB C cypauHoul. Tak, mpu noMouniu
(bakTypHO-IMHAMUYECKHUX U TEeMOPOBBIX
KOMIIOHEHTOB peKoHcTpyupyercs 1M
MOps, KOTOpass MaKCUMaJIbHO NpUOInAKe-
Ha MO CBOUM (PU3UKO-aKYCTHUECKUM H
SMOLIMOHAJIbHO-BBIPA3UTEIbHBIM  XapaKTe-
PUCTHKAM K CBOEMY €CTECTBEHHOMY IPOOO-
pazy. [Ipu atom, kak numer P. U. Kynuikas,
«B Pa3BUTHH BUOPUPYIOLIEH 3ByKOBOM (hak-
Typsl Jlebroccn Kak OBl OCYIIECTBISETCS
“CcaMOBBIIBJKCHHE OKpYyKarollenl Ipu-
pOIibl, MY3bIKQIbHOE TEUEHUE CTAHOBUTCS
TOXIECTBEHHBIM TEUEHUIO IPUPOJBI, JIBU-
JKEHHIO BpeMeHn» [4, c. 65].

Pe3roMupys n310K€HHOE, OTMETHUM, YTO
npu BorulomieHun obpaza mops Jlebroceu,
CO3HATEJIbHO WM UHTYUTHUBHO, BOCCO3AET
€ro «HaTypaJbHYI0» TEMOPOAKYCTUUYECKYIO
monenb (TM). B mpouiecce unTerpamnuu eé
KOMIIOHEHTOB CKJIQJIbIBAE€TCS 1I€JIOCTHBIN
XyJ0’KECTBEHHBII 00pa3, npu (popmuposa-
HUU KOTOPOT'O Ba’KE€H BHIOOP KOMITO3UTOPOM
WHCTPYMEHTAJIbHBIX TEMOPOB U UX COYETa-
HUH, a TaK)Ke UCIOJIb30BaHUE pa3HOOOpas-
HBIX PUEMOB PabOTHI CO 3BYKOM, MTPOOYXK-
JAIOIIUM €ro BHYTPEHHIOW Xu3Hb. Cpenu
HUX BBIJICIIUM TINATEIBHYIO TPOPabOTKY
aTaky W YracaHusi, a TaKK€ MaKCUMaJbHO
BBICBEUCHHYIO CTallMOHApHYIO (a3y 3ByKa.
[Ipu 3TOM C1yX0OBOI 00pa3, BO3HUKAIOUIUN
NIOJT BIIMSIHUEM CKOHCTPYHPOBAHHOM CHEIU-
dudecKUMU MY3bIKATBHBIMU CPEJICTBAMU
TM, y3HaBaeMm, MOCKOJIBKY CXOAEH CO CBO-
UM TIPUPOJHBIM aHajoroM. Bmecte ¢ tem
cogepkaHue My3blku JleGroccu He orpa-
HUYHMBAETCS BOIUIOIIEHUEM O0OOMIEHHOTO
oOpa3a Mopsi. B My3bike OTU€TIIMBO BbIpa-
KAETCS TMYHOE OJIAroroBeifHOE OTHOIICHHE
KOMITO3UTOPA K MOTY4€i CTUXHUH, 00J1aaaro-
el HeoObIYaiHOW MEePEMEHUYUBOCTBIO CO-
ctossHU. W TOCKONIBKY 00pa3 Mops HaIEN
CBOE OTpaXeHHE HE TOJILKO B MY3bIKE (hpaH-
Iy3CKOTO KOMIIO3UTOpa, MpPEACTaBIAETCS
MHTEPECHBIM U IEPCIIEKTUBHBIM B JaJIbHEH-
IIUX UCCIICIOBAHUSIX MPOCIEAUTh 0COOEH-
HOCTH €r0 XyJOKECTBEHHOTO BOILIOIIECHHUS
B MY3bIKAIBHOW «MapUHUCTUKE» Pa3HbIX
CTUJIEH U HAIIPABJICHUM.

<S> TIPUMEYAHUA < <>

' B ux yucie — 4acTOTa ¥ UHTEHCUBHOCTh
KojeOaHui, a Takxke (GopMa M CIEKTpanbHbBIN
COCTaB.

2 3HAYMMOCTh Ha3BaHHBIX IMPOIIECCOB MPH
BOCHPUATUU TeMOpa MOAYEPKUBAIOT COBpE-
MEHHbBIE HCCIIEZIOBAaHUS B OOJACTH MY3bIKAJIb-
HoM nicuxosioruu [10; 12].

3 Monénb (dp. modéle, ot nar. modulus —
Mepa, aHaJor, 00pasell) — YIpOIEHHBIN BapH-
aHT PeajbHOrO YCTPOMCTBA W/WIIM MPOTEKAIO-
[IUX B HEM HPOIECCOB.

4 Cwm.: [6,c¢.5].

5 B My3BIKQILHOM HCKYCCTBE OPKECTPOBast
MapHHHUCTHKA MIPEICTaBIIeHa IETbIM PSIOM HH-
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CTPYMEHTAJIbHBIX COUMHEHUN: « Mopckas THIIb
n CuactinuBoe mnaBanue» . MeHnenbcoHa,
«byps» I1. M. HaliKOBCKOTO, MOPCKHE 3MU30/IbI
n3 onep «Ckaska o nape Canrane» u «Canko»,
a Taxoke u3 cuMmdonuueckoit croutsl «lllexepa-
3ana» H. A. Pumckoro-Kopcakosa, «CupeHbD»
K. Je6roccu u P. M. I'muapa, «Mope» K. Jle-
oroceu, A. K. I'mazynosa, M. K. Hropnénuca.

6 Cm.: [2. c. 26].

7 Ilo MHEHHWIO (paHIy3CKOTO IHAHUCTA
IIbepa-Jlopana Omapa, B CBOUX NPOU3BEACHU-
ax JleOroccu HaXOAMI UCKIFOYUTEIbHbBIE TBOP-
YeCKHe CIOCOOblI CO3/1aHUSI aKyCTUYECKHX CH-
Tyauuii [13].

¥ «P030BbIi Irym» — u3HUecKuii heHOMEH,
0COOEHHOCTBIO KOTOPOTO SBJISIETCS HapylLlIeHUE
PaBHOMEPHOCTH  PACIHpPENEICHUS]  3BYKOBBIX
koje0aHMii o yactoTam crnekrpa. Ero Omaro-
TBOPHOE BIIUSHHE HA Y€JIOBEKa BO MHOI'OM 00-
YCIIOBJIEHO TO>KJIECTBEHHOCTBIO aKyCTHKHU MOPSI
1 OMOAKyCTUKU YeJIOBEKa: YaCTOTHBIN CIEKTP
«pO30BOrO IHIymMa» Y4y€Hble OOHAPYKUBAIOT
B PUTMax cepAleOreHus 1 sHIedanorpammax
yesjoBeYeckoro Mosra [7, c. 17-19].

® Cxomublii mpuéM BcTpedaercss B «Mope
OT 3apy J0 MOJIYH» MEPE CPEAHUM 3IHU3010M

B dur (1. 8), a Takke Mocie 3KCIPECCUBHOTO
solo Buononuenei (1. 9).

10 Kak M3BECTHO U3 DIEMEHTAPHOU (DU3HKH,
DIyOuHa MOPSL ONPEAEISIETCs CKOPOCThIO, C KO-
TOpPOM 3BYK 3X0JI0Ta J0OXOAMUT 1o nHa. Cosep-
IIEHHO OYEeBHMJHO, YTO 4eM Oouiblle NyOuHa,
TeM 0oJIblie BpeMeHHU TpeldyeTcs: OTpaKEHHOMY
OT MOBEPXHOCTH JIHA 3BYKY, YTOOBI BEPHYTHCS
Ha MOBEPXHOCTb. B 1aHHOM cilydae 3BYK BO3-
HUKAeT MEIJICHHO M CHayaja MPaKTUYeCKH He
pasyIn4aeTcst CIIyXoM, YeMY CIIOCOOCTBYET coue-
taHue TeMOpoB. KonTpabac npu Msarkoii araxe
UMeeT BecbMa MOJIOTHI (DPPOHT CHEKTpabHOU
oruaroIei, a TNTaBpbl XapaKTePU3YIOTCS IH-
TEJIbHBIM BPEMEHEM 3aTyXaHHsI HeCUMMETPHUY-
HBIX (popM KonebaHmii (10 2 ¢ — P CHIKEHUN
ypoBHs Ha 60 1b) [1, c. 348]. Takum obpazom,
«r1ybuna mopsi» JleGroccu citymarento mpea-
CTaBJISIETCS 3HAUUTEIBHOM, MO0 HU3KHE U TUXHE
3BYKHU MEJUIEHHO JOCTUTalOT OpPraHOB CIIyXa.

1 «T'onoc Mops» hopMUpyeTcs: TBUKESHHEM
BETpa HaJ NOBEPXHOCTHIO BOJIH. DEHOMEH 1O-
SIBJICHUS HU3KOUACTOTHBIX KoJieOaHuil mpu ycu-
JICHUU BETpa HaJ MopeM OblI1 OTKpHIT B 1934
rony coBeTckum ruapodusuxom B. B. Illyneii-
KHUHBIM.
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Ot Puxapaa BarHepa — K COOCTBEHHOMY CTHUAIO:
onepHoe TBop4YecTBO B cTaTbsix Kamuas CeH-CaHca’

Crarbu 0 My3bIKe, HarledyaTaHHble BO @paninu B koHile XIX — Hauane XX Beka, PeCTaBIISIIOT
HIMPOKUE BO3MOXKHOCTH JJIS UCCJENOBaHMS W aHAlIM3a ATOro Oorareiiiero mepuoja HWCTOPUHU
MY3BIKaJIbHON KynbsTypbl. Ocoboro mHTepeca 3aciyxuBaror nyonukanuun Kamuns Cen-Camnca,
3alevyamieBIIero CYXICHUS O COOCTBEHHBIX OIEpHBIX mpousBeneHUsX. C OTHONW CTOPOHBI,
OHM TIO3BOJISIIOT B3MISSIHYTh HAa TMPOILIECC MY3bIKAIBHOIO TBOPYECTBA C TMO3UIMH aBTOPA,
C Ipyroil CTOPOHBI, TOMOTAIOT MPU aHAJN3€ CTAHOBJICHUS CTETUYECKUX B3MIISA0B KOMIIO3UTOPA.
Jluteparyproe Hacneaue Cen-Canca oO0mmpHO U HacuuThiBaeT 6osiee S00 crareid, W31aBaBIIMXCS
Ha TPOTSHKEHUM MSATUIECATU JIET €ro TBOpPYECKOro myTH. B maHHOW paboTe paccMOTpPEHbI
nmyOJIMKaliY, TOCBSIIEHHBIE COOCTBEHHBIM OIlepaM B KOHTEKCTe BIusHUS Puxapna Barnepa u ero
JeUTMOTUBHOM cucTeMbl. [IpuBeneHbl GpparMeHThl CTaTe KOMIIO3UTOPA, KacalolUuXCs €ro orep
«Camcon u [amuna» (1877) u «Enena» (1904). B no3naux padorax CeH-CaHc paccMaTpuBaeT
HEIOCTaTKU CHCTeMbI Baruepa 1o oTHOIIEHUIO K CBOEMY OIepHOMY TBOpUYeCTBY. OH pa3MbIILISET
0 CO3/1aHHMU COOCTBEHHOTO CTWJIS, pa3BUBarollero npuémsl Barnepa, HO TsAroremero k 0omuee
JETKOM OpPKECTPOBKE JJIs BbIICTICHHS HA MEPBBIN TJIaH BOKAJIHHON MapTHH.

KiroueBpie cnoBa: Kammne Cen-Canc, Puxapn Barmep, omeproe TBopuectBo Cen-Camnca,
Baruep u Cen-Canc, «0Kénras npunnecca», «Camcon u lamunay, «Exenay.

Jna yumuposanus: Kasszp 3. H. Ot Puxapna Baraepa — k coOCTBEHHOMY CTHIIIO: OTIEPHOE
TBOpuecTBO B cTarbsix Kammns Cen-Canca // IIpoGnembl my3bikanbHOM Hayku. 2019. Ne 2.
C. 155-165. DOI: 10.17674/1997-0854.2019.2.155-165.
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From Richard Wagner to a Personal Style:
The Operatic Legacy in the Articles of Camille Saint-Saéns

The articles about music published in France at the end of the 19th and the beginning of the
20th century present immense opportunities for research and analysis of this most abundant period
of the history of musical culture. Of particular interest are the publications of Camille Saint-Saéns,

" Pabora BBINIOJNIHEHA MpU TOAAep)kke Poccuiickoro (onma (GyHIaMEHTATIBHBIX HCCIEA0BAHUN
(PODN), mpoext Ne 18-312-00195.
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who imprinted the evaluations of his operatic compositions. On the one hand, they allow us to
glance at the process of musical creativity from the position of the author, and on the other hand,
they provide aid during an analysis of the formation of the composer’s aesthetic principles. The
literary legacy of Saint-Saéns is vast and consists of over 500 articles published during the course
of fifty years of his artistic path. The present work examines the composer’s publications devoted
to his operas in the context of the influence of Wagner and his system of leitmotifs. Fragments of
the composer’s articles dealing with his operas “Samson et Dalila” (1877) and “Héleéne” (1904) are
discussed. In his late works, Saint-Saéns examines the limitations of Wagner’s system in connection
with his opera works. He contemplates creating his personal style developing Wagner’s techniques
but gravitating towards a lighter type of orchestration for the sake of highlighting the vocal part and

giving it the most prominence.

The reported study was funded by the Russian Foundation for Basic Research (RFBR) according

to the research project No. 18-312-00195.

Keywords: Camille Saint-Saéns, Richard Wagner, the opera legacy of Saint-Saéns, Wagner and
Saint-Saéns, “La Princesse jaune,” “Samson et Dalila,” “Héleéne.”

For citation: Knyaz Zoya N. From Richard Wagner to a Personal Style: The Operatic Legacy
in the Articles of Camille Saint-Saéns. Problemy muzykal'noj nauki/Music Scholarship. 2019.
No. 2, pp. 155-165. (In Russ.) DOI: 10.17674/1997-0854.2019.2.155-165.

My3bIKaJIbHOM  Mupe  DpaHuuu

koHna XIX — Hagaga XX Beka He

MOXET HE€ TNPUBJICKaTh BHUMAHUE
CTOJIb PA3HOCTOPOHHSISI W MHOTOIPaHHAS
JUYHOCTh, Kakoil Obl1 Kammne Cen-Canc
(1835-1921). Emé€ npu xu3HU OH IpUOO-
pén cnaBy My3bIKaHTa-BUPTYyO3a U T'EHU-
ajnpHOTrO Kommo3uTopa. OJIHAKO €ro TBOP-
yeckash Harypa HE MOIJIa OTPaHUYHUTHCS
pamkaMu OyMaru «C TSTBIO JIMHEHKaMM».
Kommosutop kuBO OTKJIMKAJICA Ha COOBI-
TUS MY3BIKQJIBHOM JXU3HU U CTPEMUJIICS
BBIPA3UTh CBOM B3IVIs/1 HA CTpaHUIax ¢ppaH-
Ly3CKOM Ipecchl. HecomHeHHO, B Kpyry
MY3bIKQIbHBIX KpUTUKOB DpaHumu 3mo-
xu Tpetweit Pecmyonuku cinoBo Cen-CaH-
Ca-KpUTHKa UMEJIO0 TakKoW K€ BeC, KaKk M
npousBeneHuss Cen-CaHca-KOMIIO3UTOpA.
Ero nuteparypHoe Hacieque orpoMHO: Iie-
puon pabotsl CeH-CaHca-KpUTHKA OXBaThI-
BaeT OoJsiee MoyBeKa M HACUMTHIBAET Ooee
500 my6nukanuit B 100 pa3ianyuHbIX )KypHa-
nax [11]. Ilepuon nurepaTypHOIl aeATeNb-
Hoctu Cen-CaHca coBHagaeT ¢ MepuoaoM

ero paboThl HaJl COOCTBEHHBIMH ONEPHBIMU
MIPOU3BEACHUSIMH, TIPU ITOM aHAJIHU3 CTaTel
MIO3BOJISIET IPOCIIEANTh PA3BUTUE B3IVISAIOB
KOMITO3UTOPA Ha CBOIO ONEPHYIO MY3BIKY.

Omnepnoe TBopuecTBO Kammiis Cen-Can-
ca JIOJIT0€ BpeMsi OCTaBajoCh Ha BTOPOM
IJIaHE B IIa3aX €ro COBpEeMEHHUKOB. OTya-
CTH 3T0 oObsicHseTcst TeM, uTo CeH-CaHca
BOCIIPUHUMAJIH B IIEPBYIO OUYEPE/b KaK BUp-
TYO3HOT'O UCIIOJIHUTENS U aBTOpa CUM(OHU-
YeCKUX MNpOu3BeJeHUH. MHOrue KpUTHUKH
npu 3ToM cuutanu, yto CeH-CaHc cieno
cienyer cucteMe Barnepa, U 3TO CHUXKaeT
WHIUBUIYaJbHOCTh €r0 ONEPHOro TBOP-
yecTBa. Kak mpaBmiio, BONpOC BIHSHUS
cuctembl Barnepa Ha omepsl Cen-CaHnca
paccMmarpuBaiCcs ¢ MO3UIMH MY3bIKaJIbHO-
ro ananuza [4, p. 102]. B Hacrosmieit cra-
Th€ JJAHHBIA BOIIPOC OCBEILAETCS B ACIEKTE
nyOnuKauil KOMIIO3UTOpPA, OTPAa3UBLINX
€ro B3IVISA HAa COOCTBEHHBIE ONEPHBIE MPO-
W3BEJICHUS.

[Ipu XapakTepUCTUKE CBOUX PAHHUX
onep Cen-CaHc yka3bpIBaeT Ha TO, 4YTO
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HaXOJWJICS MOl CUIbHBIM BiIUsiHUEM Barne-
pa. DTO Jerko OOBSICHUTH, YUUTHIBAS TOT
dakt, yto Cen-CaHc ObUT OJTHUM U3 CaMBIX
AKTUBHBIX [TOUUTATEIEH HEMELIKOTO aBTOpa.
B nepuon npe6siBanus Barnepa B [lapmxke
Cen-CaHc yacTto ObIBaJl y HEro B TOCTSIX
B 1859-1861 rony, a Takxe OJHUM U3 MEp-
BbIX ()PAHITY3CKUX MY3bIKAHTOB UCIOIHUI
Mmapiu u3 onepsl « Tanreizep» [Ibid., p. 101].
Mononoi Cen-CaHc neTanbHO aHaJIU3UPY-
eT napTuTypsl Baruepa, cTpeMsach NOCTUYb
BCE CEKpEThl MOCTPOCHMS MPOU3BEIACHUII.
[Toznuee, B 1885 rony, B coopuuke «I'apmo-
Hust U Menoaus» («Harmonie et mélodiey)
OH HamMIIET: «5 U3y4msI OrpOMHOE YHCIIO
pabot Puxapaa Baruepa u moiayuus orpom-
HO€ YJIOBOJILCTBUE OT ITHX UCCIIEJOBAHMI,
a IOCTaHOBKH €ro paboT, KOTOPbIE 51 BUJIEN,
OCTaBWJIM IIyOOKOE BIEYaTIEHUE, KOTOPOe
BCE TEOPUU MHpA HUKOTJA HE CMOTYT 3a-
CTaBUTh MEHS 3a0bITh WM OTPHUIATh. UTO
’)K€ KacaeTcs TOTo, YTO MEHS OOBHHSIOT
B BarHEpU3Me, 5 IyMaro, 4TO KaKoe-TO Bpe-
M 51 ObLT BarHepranueM. Ho xaxk s ommoOan-
Csl M HACKOJIBKO 51 ObUT Jan€K OT UCTHHBI!»
[Ibid., p. 108].

MHorue KOMIO3UTOPhI MUCAIA O CBOUX
MIPOU3BEICHUSIX JJIsl TOTO, YTOOBI TPOSCHUTH
3aMbICell, MPUBJICYb BHUMAHHUE AyAUTOPUU
WM BCTYIUTH B MOJIEMUKY, Pa3BEPHYBIIY-
1ocs B pecce. [J[octarouHO BCIOMHUTH Ta-
kue crarbu P. Barnepa, kak «“Tanreiizep”
B [Tapmwxe» (1861), «“Tlapcudans” B baii-
poitte» (1882). ITo cnoxusiuiics Bo @pan-
WU TPaJUIK, Oepyliel Hayauo B MepBOi
nosioBuHe XIX Beka, KOMIIO3UTOP-PELICH-
3€HT MOAJIEP>KUBAJT UITU ITOJIBEPTall CypOBOM
KPUTHUKE TBOPYECTBO CBOUX COBPEMEHHU-
KOB, XapaKTEpPU30Ball KYIbTYPHbIE BESHUS
snoxu (A. Anan u I. bepnuos). K kony
XIX Beka cpenu (PpaHITy3CKHX KOMITO3HU-
TOPOB CTaJIO IPOUCXOJAUTH BCE OOIbIIEe
BKJIIOUCHHE B MY3bIKAJIbHO-KPUTUUYECKYIO
NEATENIbHOCTh, U KaK CIEJICTBUE, YBEJIHU-
YEHHWE 4YHhcClia KOMIIO3UTOPOB-KPUTHUKOB!

A. bprono, B. I’Ounu, I1. lroka, M. Pa-
BeJb U JIpyTHeE.

Cen-CaHc TaxkXe CTpEMMJICS BBIPA3UTh
CBOM B3IVISIJIbl HA MY3BIKaJIbHOE UCKYCCTBO
¢ momomibio cioBa. CoOracHO MHEHUIO
¢dpanysckoro nonutuka Jleona bepapa,
Cen-CaHc «mucasn MOTOMY, YTO Y HETO
Bceraa ObUIO, U4TO cKa3zaTb. YTO-TO OUYEHb
JUYHOE — TO, UTO OH XPAHUJI B CBOEM cep/I-
ne. OH roBopwJI IpsIMO M KpAaTKo, C 4yB-
CTBOM, JIETKOCTBIO M TOW €CTECTBEHHOM
CIIOHTAHHOCTBIO, KOTOpasi HalOMUHAET
U3SIIIHOCTh U OCTPOYMHE JUTEPATypPHOTO
ctuns “Tlucem Bomwsrepa”»!. Uzsmiectso,
«HCKPOMETHOE OCTPOYMHUE» U TOYHOCTH
CTUJIS KOMIIO3UTOpPa B CaMOM Jielie Jena-
I0T €ro JIOCTOMHBIM IPEEMHUKOM JIHUTE-
paTypHOM Tpaguuuy 3HAMEHUTOro ¢paH-
iy3ckoro ¢unocoda. Ognako Cen-Canca
oTMyaeT OOdbIIast CKIOHHOCTh K Camo-
aHaJu3y U KOMMEHTHPOBAHUIO CBOUX JINY-
HBIX SMoIui. B 3Tom nerko yOGeauThces,
CpPaBHUB OTCTpaHEHHBIC HAOIIOJATEIHHBIC
paccyxnaenuss BonbTepa o npamaryprax
U My3blkaHTax B nucbMe «O Komenauu» u
r1y6oko auuHble nepexuanus Cen-Can-
ca B «BarmepoManum».

O6nactp TeM, OXBaueHHass B JIUTe-
parypubsix npousBeaeHusix Cen-CaH-
COM-KpUTUKOM, oOmupHa. [Tomumo scce,
NOCBAIIEHHBIX paboTaM KOMIIO3UTOPOB-
COBPEMEHHHMKOB, B €ro JHUTEPaTypHOM
HACJeINd MOXHO HAWTH CTaTbu 00 HCTO-
pUH MY3BIKH, TIOJIUTUKE U ACTPOHOMMUH |5,
p. 18]. Ero 6nucrarenbHas kapbepa BUPTY-
03HOT'0 HCIOJHUTENS U MUPOBOE IPU3HA-
HUE€ OTKPBUIM MEpe] HUM JABEpPHU B pellak-
I[UU KYPHAJIOB M Ta3€T, U OH HE MPEMUHYI
CJIy4yaeM BOCIIOJIb30BATHCSI BO3MOYKHOCTS-
MU MPECCHI JJI BBIPAKEHUS] CBOUX UJEH U
B3IJISIZIOB.

Kommozutopy Obu10 TpUAIATE TSTH JIET,
KOIZIa OH BIEpBbIE 00paTUIICS K JTUTEPaTyp-
HOMY >kaHpy. B 1872 romy oH ctan Bectu
paszien My3bIKaabHON KPUTHKU B OHOM M3
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MEPBBIX W3JaHUM, MPU3HAHHBIX TpeTben
PecmyOnukoii — «JIuteparypHoe u Xymoxe-
ctBeHHOe Bo3poxknenue» («La Renaissance
littéraire et artistique») — W TPOIOIKAT
MOSIBJIAIThCSI HA CTPaHMIAX (PpaHIly3CKOM
nepuoguku a0 1910-rogos, korma cemwu-
NECATUTIATUIICTHUN KOMITO3UTOP OBbLI MpH-
riamén B razery «9xo Hapmxay» («L’Echo
de Paris») nns HanucaHusi cratedl B BOC-
KPECHBIX BBITyCKaXx.

Bo Bpemsi paGoThl B KauecTBE pEICH-
3eHTa B «JIuTepaTypHOM U Xy/10KECTBEH-
HoM Bospoxnennn» Cen-CaHc MOANUCHI-
Bajicsa mncepmoHuMoM ®Pemuii (Phémius)?.
K cBoeit nureparypHOil AEATEIBHOCTH
KOMITO3UTOP OTHOCHJICSI OTBETCTBEHHO, OH
MoHUMaa €€ poJib B MpONAaraHjie HUCKycC-
CTBa M MY3bIKaJIbHOTO Tearpa. Hecmotps
Ha HaNpsKEHHYI TBOPUYECKYIO paboTy,
KOHIIEPTHBIC TIOE3/IKU 110 BCEMY MUY, 00-
IIEHUE C BEAYLIUMH JICSITEIAMH KYIbTypPbl
pa3HBIX CTpaH, OH HE MpeHedperan J00i
BO3MOXHOCTBIO MyOJIMKOBATh CTaThU B TIE-
PUOANYECKUX U3IAHUSAX.

Ananus gestenpHocTH CeH-CaHca-Kpu-
THKAa TOKA3bIBAET, YTO OH MPEAIOYUTAI
o0111e/10CTyHbIE TeYaTHble opraHbl. Kowm-
MO3UTOP TOTOBMJI MyONHMKAIUU AJI1 TaKUX
©XKEHEBHbIX HW3JIaHUN, Kak «JIctadeTan
(«L’Estafette»), «Bonbsrep» («Le Voltairey),
3areM «®pannus» («La France») um «3xo
[Mapmxka» («L’Echo de Parisy). On my-
OTUKOBAJICS B XOPOIIIO M3BECTHBIX JKypHa-
nax: «HoBoe o6o3penue» («La Nouvelle
Revuey), «Ilapuxckoe ob6o3penue» («La
Revue de Paris») n «My3bIKaJIbHBI MHPY
(«Le Monde musicaly). Ilo3anee, xemas
COXpaHuUTh M30paHHble myOnukamnuu, CeH-
Canc uznaér coopuuku crareit «I'apmonus
umenoaus» («Harmonie et mélodiex, 1885),
«Iloptpersl u BocomuHanus» («Portraits
er souvenirsy, 1900), «IIpomxenkm» («Ecole
buissonnierey», 1913) u apyrue.

Jle6ror Cen-CaHca B JHTEpaTypHOM
YKaHpe COBMaJl C MOMEHTOM MEePBOM MOCTa-
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HOBKM ero onepsl. B 1872 rogy Ha ciiene
Komuueckoit oneprr (Opera Comique) co-
CTOsIach Ipembepa «KEnTou npuHIECCHI»
(mubperro Jlyn Tamne). Onepy myOnuka
BCTPETHIIA CACPHKAHHO, & OT3bIBBI KPUTUKOB
ObUIM  HemoOpoKenareabHbl. V3BECTHBIM
MY3bIKQIBHBIA KypHanmucT benya YKoun*
15 wurona 1872 roga B razere «®Purapo»
(«Le Figaroy), B paznene «Opera Comiquey
OITyOJIMKOBAJI PELIEH3UIO Ha 3TO MPOU3BEe-
Hue. JKoBUH He CKynwics Ha KpacKH, 4To-
OBl BBICTABUTH OIEPY TMEPEN YHUTATEISIMU
B CaMOM HETraTMBHOM CBETE, Ha3biBas €&
KHTaHCKOM  TonmoBoMOMKOW» .  Kputuk
cuuTall, 4to My3bika CeH-CaHca OTHOCHUT-
csl K «HOBOM mikone» (une école nouvelle),
B KOTOPOM KOMITO3UTOPHI «3aIHPAIOT MEIIO-
IMIO B Yepery ANCCOHAHCOBY. [1o MHEHHUIO
JXoBuHa, «OpKecTp 3BYUYUT HECPaBHEHHO
Jy4lle, YeM NEBIbI; CUM(OHUS — KOpoJe-
Ba, KOTOPOU TEBIIBI TOAYMHSIOTCS KaK CITy-
KUTENIN MY3bIKaJIbHOM Apambl. VX mapTun
— OTBETHI, KOTOPHIE HCUE3al0T HAa BTOPOM
wiane»’. Muenue YKoBMHA KOCBEHHO ITOI-
TBepkaaeT yBiedeHue moioaoro Cen-Can-
ca nmpuémMamMu cuctemMbl Barnepa, KoTopyto
OH B TO BpeMsI TIIATEIHHO H3yYall.
Ucnonw3yss mnepo kputuka, B 1873
rogy Cen-CaHC KOCBEHHO BBICTYyIAeT B
3aIUTy CBOEW omepnl B cTaThe «My3bI-
Ka: rapmMoHuss u wmenoaus» («Musique:
harmonie et mélodie»), onmyOnukoBaHHOM
B m3maHuu «JluteparypHoe M XyHoOXKe-
cTBeHHOe Bospoxnenue». Paccyxnas o
pa3IUuUU BOCTIPUATHS MEJIOJANH MY3bIKaH-
TaMH U )KypHanuctaMu, CeH-CaHc NUILIET:
«Jlaxxe PoccuHM, KOTOPOTO TeNeph CTaBAT
B IIpUMEP, MOJBEPrajcsi KPUTUKE TaK Ke,
Kak u Bce. J[0cTaroyHO BCIIOMHUTH JIIO-
oonbiTHYI0 crartbio OrtocteHa Theppu
o “CeBunbckoM LupronbHuke”, yBUIEB-
mryro ceet B msaToM Homepe “Chronique
musicale”. OOBHHEHUS B “pacIlIbIBYATHIX,
HEACHBIX, OecopMeHHbIX HaOpOCKax,
CTPaHHOH CMECH BCEBO3MOXHOTO TPECKa,
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HEOKOHUYEHHBIX (hpazax, CTPAHHBIX MOIY-
JAIUSIX, HEOOBIYHOCTH CBIILIIOTCI, KakK
rpag. Bc€ 3To oueHb HAaIOMUHAET CTAThIO
Mechbe JKoBuHa 00 omepax “/Ixamuie”’ u
“XKénras npunnecca”» [2, c. 122]. Oye-
BHUJ/IHO, YTO KOMIIO3UTOP HE COIJIAIIAJICS
CO LIKBAJOM KPUTHUKH, OOpyLIUBIIEHCS Ha
onepy «Kénras npuHuecca». B ceoel cra-
The «Jlym Tl'amne» («2xo Ilapuxar, 1911),
MOCBAMIEHHOW aBTOpYy NIUOpeTTo K «OKEn-
TOM TPHUHIIECCE», OH paccKazana HCTOPHIO
coznanusi omnepbl. CeH-CaHC OOBACHUI
HEOXKHUJIAaHHBIA BBIOOP CIOKETA, KOTOPBIH,
10 €r0 MHEHHUIO, MOT BbI3BaTh HEMIPUHATHE
omnepsl MyOINKON U pereH3eHTaMu: «Smo-
HUST HEJABHO OTKpbUIach Jysi EBpoIBbL.
SAnoHus OblIa B MOJIE, MBI TOBOPHIIH TOJb-
KO O SlmoHWHM, 3TO OBLIO HABaXKICHUEM.
W Torma Ham NmpHIIO B TOJIOBY HalucaTh
MIPOU3BEJCHUE B SIIOHCKOM CTuiie. MbI
coobuum 00 stom [ro Jlokimo®, omHako
0 SImoHUM TOBOPHWIJIM BE3/E, HO TOJIBKO HE
Ha TeaTpajbHbIX nmoaMocTtkax. (o Jlokib
MPEIOKUIT HaM MOWTH Ha KOMIIPOMHUCC, U
A AyMaro, ’TO UMEHHO OH IPEJIOKUI HaM
clenaTh CIOKET HaloJIOBUHY TOJUIaH-
CKUM, HAIOJIOBUHY AMOHCKUM. VI MMEHHO
B TAaKOM KJIOYE M Pa3BOPAYMUBAETCS 3TO
MaJICHbKOE€ IIPOU3BEACHUE O] Ha3BAaHUEM
“XKeénras npunnecca”’.

MoxxHo 3aMeTuTh, 4TO Mojomoi CeH-
Canc crtpemuicsi ompaBiarb CBOM CTHUIIb.
B 3penom Bo3pacTe KOMIO3HMTOP BOCIPH-
HUMaJI CBOIO OIIEPY B KOHTEKCTE CIIOAKHOTO
Mpoliecca pacCuIMpeHusl TEMATUKU PENEPTY-
apa (¢paHIly3CKOr0 MY3BIKaJIbHOTO Tearpa
BTOpOM moJioBuHbI XIX Beka.

[Ipu BbIOOpE CcrOXeTa ISl JTUOPETTO
mosnonoi Cen-CaHc obOpatmmancs K Temaw,
IIOCTaHOBKA KOTOPBIX Ka3aJlachb HEMBICIIH-
MoOil Ha crieHe. Hambonee spkum mpume-
pom siBrisietrcst onepa «Camcon u [amuna»
Ha OuoOerickuii croxkeT. B 1870-x romax Bo
Opannuu CroxkeTsl U3 bubnmuu npuHUMa-
JIUCh K TOCTaHOBKE TOJILKO B YKaHpE opa-

topun'®. TIo cioBaM caMOro KOMIO3UTOPA,
nocranoBka «Camcona u Jlanume» co-
cTosIach «He Onarojapsi MOEMYy yCepIuIo,
a Omaromapsi c4acCTIMBOMY CTEUEHHIO 00-
crostensctBy»!!. Cen-CaHc Hammcan 3cce,
MOCBAIIEHHOE omepe, Jmib B 1921 rogy
JUTSL CEpUU U3/IaHUM TI0J] OOIUM Ha3BaHUEM
«Komneknust meneBpoB My3bIKAIBHOTO HC-
KyCCTBa: MUCTOPUKO-KPUTUUECKUE ITIONBI U
MY3bIKaJIbHBIA aHAJIN3», KOTOPBIE ObLIN W3-
JaHBI MO/ peaKiueld My3bIKaJIbHOTO KpH-
tuka [lons Jlangopmu (Paul Landormy).
B kauectBe TeMbl AJi1 ONHOTO U3 «ITIHO-
noB» Jlangopmu BeiOpan omepy «CamcoH
u Jlanuna» W npeioKuil co3aarh «ITHOI»
(bpaHIly3CKOMY KOMIIO3UTOPY U KYpHaIH-
cty Aupu Kome (Henri Collet). [lanubrii
BBIOOp HE OBbUI CIIy4ailHbIM, IOCKOJBbKY
K 3TOMY MOMEHTY TOT YK€ Hamucana psij
KPUTHYECKUX CTATEM, MOCBSILIEHHBIX OIlE-
pe «CamcoH u Januna». Komie npuctynun
K aHaJIMU3y JUOPETTO U MapTUTYPhI, OJJHAKO
pEIII, YTO €ro paccka3 OyJIeT HEeMOJIHBIM
0e3 komMMeHTapueB aBTopa. OH Hammcanl
nucbMo CeH-CaHcy, r1e mornpocuil KOMIIO-
3UTOpa pacckazaTb 00 HCTOPHH CO3/IaHUS
oneprl. B orBer Cen-CaHc npucnan 3cce,
KOTOpO€ BIOCJIEJCTBUU ObLIO OMyOINKOBA-
HO, Kak n1aBa «HMcropus “Camcona u [lanu-
761’y B m3gadaun «“‘Camcon u [ammna” Ka-
Muiist CeH-CaHca: MCTOPUKO-KPUTHYECKUI
3TION U MY3bIKaJIbHBIA aHATH3»'2.
Cen-CaHnc mpucTynusl K pabore Haj
ornepoil B Hayase 1860-x rogoB COHTaH-
HO, mocjie Oecelpl CO CBOMM 3HAKOMBIM,
KOTOpBI 00paTuil €ero BHUMaHUE Ha Clo-
xKeT Oubnelickoro mpemanus o Camco-
He. M3nauanbHo CeHn-CaHC miaHupoBa
CO3JaHUE OpaToOpuM. DTOT KaHP OH Ha-
3bIBal OJIHOBPEMEHHO «CBSIIIEHHBIM H
CBETCKHMM». B 3TO BpeMsi KOMIO3UTOp TO-
3HakoMwiIcsa ¢ PepauHangom Jlemepom
(Ferdinand Lemaire) — My>eMm cBoei Ky-
3UHBl. 3HAKOMCTBO BIIOCJEICTBUU IMEpe-
IIJI0 B KPENKYI0 1pyx0y. Hecmorps Ha To,
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yto JlemMep cumTan cebs modITOM-IOOUTE-
neM, Cen-CaHc yBUJI€N B €70 CTHUXaX «HC-
THUHHBIN TaaHT». KoMno3utop nmomnpocui
modTa MOMOYb eMy B paboTe Haj oparo-
pueii Ha 6ubnerickuii croxet. OmxHako Jle-
MEp B TBOPYECKOM IMOPBIBE MPEIIOKUI
Cen-Cancy nanucartp onepy. Kommnosurop
MPUCTYNUI K CO3JaHUIO TUIaHA TPOU3BE-
JICHUSI 1 HAMETUJI BCE CI€HBI, MMOCJIE YEeTO
Jlemepy ocCTaBajoCh JUIIb U3I0KUTH MX
B CTUXOTBOPHO# (hopme.

Opnako Oecena C JIIOIBMH U3 Tea-
TpPaJIbHOW CpeIbl 3aMETHO OCTYIWJa IbLI
Cen-Canca. Bce, k KoMy OH oOpaiaics, of-
HO3HAYHO OTPHUIATU BO3MOKHOCThH MOCTa-
HOBKM «CamcoHa u Jlamunbny. CoOMHEHMS
ObUIM yCHUJIEHBI HEyJauyHOW CIIEHMYECKOU
cynbooii «XKénToit mpuniecce». Cen-Canc
nucal: «...MEHs 3HaJIM KaKk IMUaHUCTa, aB-
Topa cUM(OHHM, BUPTYO3HOTO OpPraHUCTA,
KOMIIO3UTOPA PEIMTUO3HBIX MPOU3BEIACHUMN
— OJTHAKO HUKTO HE MOT TMPEACTaBUTH cebe
MEHSI B KQ4€CTBE aBTOpa omnep» .

B konne 1860-x ronos Cen-CaHc coBep-
IIWJI Ty TEIIECTBUE B [ epMaHUIO U HABECTHUI
®epenna Jlucra. IIpu Berpeue Cen-Canc
YHOMSIHYJI O TOM, 4TO paboTaeT Haj Onepoi
Ha ctoxeT 0 CaMCOHE U CIIPOCHII, HE XO4eT
JM TOT YCHBIIIATh HECKOJIBKO ()parMeHToB,
yTOOBI TOCTaBUTH WX B Belimape (rae Jluct
uMen Oouspmoe BiusHue). OtBer Jlucta
ObLT IIpOCT: «S1 He Xouy ciTymaTh pparMeH-
ThI. 3aBepIIUTE pabOTy HAJ OMEPOU, U MbI
noctaBuM e€ B Beiimape»'*.

Oxpbul€HHBIN npennoxenueMm Jlucra,
Cen-Canc Bepnyscsi B Ilapwx u cHOBa
Hayall aKTUBHO TpyAuThcs Hanx «Camco-
HoM U Jlamunoi». OgHako M3-3a Hadazia
®panko-npycckoil BoitHbl (1870) mocra-
HOBKa B Beiimape cocTosnace aumib 2 je-
kabps 1877 rona B Tearpe ['pann-/iokans
(Théatre Grand-Ducal'®). Cpenu HeMeIKoM
nyOJIuKH ormepa MMesa OTPOMHBINA ycreX.
3a BeilMapckoi MpemMbepoi MocienoBain
criektakiu B bepnune u I'amOypre. Ycnex
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«Camcona u [anunsi» B [epmanuu He usz-
MEHWJI MHCHHSI TUPEKITUU TAPHKCKUX Tea-
TpoB. Kax el pa3, korna Cen-Canc npen-
jaraja TIOCTAHOBKY OIEpbl, OH MOJIy4al
otka3. JIums 3 mapta 1890 rona dpanirys-
ckas myOnuka cMmorna yBuaerb «CaMcoHa
u Januny» Ha cueHe omepHoro Tearpa
UckycctB (Théatre des Arts) B Pyane [10,
pp. 56-59]. B Ilapuxe omnepa Oblia Brep-
Bble mocTaBieHa 31 oxtabps 1890 roma
B Tearpe Jlupuk nenp Onen (Théatre
Lyrique de I’Eden), a 23 Hos6ps 1892 rona
OHa, HaKOHell, Mpo3Byyana Ha cuene [la-
puxckoit Onepsl (Opéra de Paris).

MA. 1. «CamcoH 1 Aaanaa» K. Cen-CaHca.
Ackm3 kocTioma CamcoHa.
XyaoxHuK LLlapAb BbsiHkmnHM (1892) © BNF

B HOs10pe 1892 rona dpaniry3ckuii Kom-
MO3UTOp U My3blkoBen Mnmonut Mupanne
(Hippolyte Mirande) namucan crateio 00
onepe «CamcoH u Jlanumnay, kotopas Oblia
ormyOnuKoBaHa B )KypHale «Bectauk XKene-
BED» («Tribune de Genévey) [9]. B crarbe
oH npeBo3Hocun «CamcoHa u Jlammiy»,
OJTHAKO YTBEPXKIajl, YTO OCTaJIbHBIE OINEPhI
Cen-Canca ne umenu ycnexa. Cen-Canc
OBLT TPOHYT OT3BIBOM MupaHje U Hamucanl
B OTBET IMHUCHMO, KOTOPOE TaKxk e ObLIO OIy-
O6mukoBaHo B «BectHuke JKeHEeBBI».
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Cen-CaHc B CBOEM IOCIIAaHUU TOJIEMU-
3upoBajl ¢ MupaHnjie, NbITasicb MOKa3aTh
CUJIBHBIE CTOPOHBI APYTUX CO3JIaHHBIX UM
onep. KoMmmo3uTop OTKpBHITO yKa3bIBajl
Ha mapajieiyd MEeXIy ero CTHUJIEM U CTH-
neMm Puxapna Barnepa, HO mpeanaran He
CUMTATh ATO €AUHCTBEHHOW MEPOU OlLIeH-
KU CBOMX Ipou3BeacHun: «Morw Ckpom-
HYIO MY3bIKY CUHTAJIM JUIIEHHOW IIapma
U CBEPX TOTO — HEMOHATHOW. MeHs 00BH-
HSJIM B TOM, YTO s CJHUIIKOM MOJpa)karo
Baruepy, TouHO Tak ke, Kak Temepb OHU
OOBUHSIOT MEHS B TOM, YTO Sl HEOCTATOU-
HO Pa3BUT, U B TAKOM IOJIOXKEHUHU sl U Ha-
X0XYCh CETOJIHS; MHE TPYCTHO BUJIETh, YTO
KPUTHUKH ITOYTH BCE CpaBHUBAKOT ¢ Puxap-
JoM Barmepom, TOYHO TakXke IOJIEMHUKA
XPUCTHAHCKON TEPKBU MOYTH BCE OOBsC-
HsaeT CasmieHHbpIM [lucanmeM — ynoOHBIN
METOJ JIsI HEYECTHOW 3aMEHBbl HCCIIENO-
BaHUM U aHAIM3a CYKICHUSMH, KOTOPBII
MOKET OTYOUTH JIFOOYI0 KPUTHUKY, €CITU HE
coOI01aTh OCTOPOKHOCTbD.

Bcé, uto kacaercsa Barnepa, cumraer-
cs 100poM, BCE€, YTO OTHAJSETCS OT HEro
— 3]I0M; ¥ OHH, HE KOJIEOJIsICh, CYUTAIOT pe-
MIEHHBIM alpHOpHU, YTO Kakoe-Iubo Mpo-
u3BefeHue Onu3ko cTwito Barnepa wnm
JTaJIeKO OT HEro, Ja)ke €ro He U3y4duB» [9,
p. 449].

UToObI OHATH NpUYUHY ycrexa «Cam-
cona u [Januns», Cen-CaHc B TUCbME IPU-
BEJI MPUHUUIIBI TOCTPOCHUSI CBOUX OIIEP.
Kommnozurop yTBepxpaai, 4ro Bce CO3aH-
HbIe K 1892 TOomy OomepsI'® «IOCTPOCHBI 1O
OJTHOMY METO[y, CyThb KOTOpPOTO 3aKJto4a-
eTcd B HCIOJIb30BAaHMM NpUEMOB Barhe-
pa, KOTOpbIe OJIM3KU MOEMY IyXY, a TaKKe
B COXPaHEHHWU MHOTMX OCOOEHHOCTEH Mo-
€ro BUJICHUSI U OCOOCHHO — MOET0 CTHJIS
— B TOW CTENEHU HACKOJIBKO ATO JJIsI MEHS
Bo3MOkHO» [Ibid.]. B mepuoa pabotsl Hax
«Camconom u Jlaaunoi» Cen-CaHc, HE OT-
Ka3bIBasiCh OT npuéMoB Baruepa, cTpeMui-
Csl HAUTU COOCTBEHHBIN CTHUJI.

I'oBopsa o «Camcone u Jlanune», CeH-
Canc ykas3plBaJl Ha HCIOJIb30BAHUE OPH-
EHTAJIN3Ma, KOTOPBIA YCHJIMBAJI KOJOPHUT
onepel: «Mou TpOU3BEAECHUS OTINYAIOT-
Cs JIMIIb OKPacko U xapakrepom. U1 eciu
B “Jlanuie” uBeTa BBINISAAT spdye, a Xa-
paktep 6ojee 4ETKO OYepUeH, TO BO3MOXK-
HO JUIIL Onarogapsi IIaBHBIM J€HCTBYIO-
IIMM JIMIIaM, U HE TOJBKO UX POJSM, HO U
XapaKTePHBIM TUIAXKaM JalEKUX 3eMeIb)»
[Ibid.].

Cen-Canc 3aBepummi orBeT Mupanze,
BBICTYIIUB B 3alIUTy CBOUX OCTaJIbHBIX
omep: «...HE UMEI0 JiM s MIpaBa Ha To...,
9TOOBI TPHU3HATH CIUIIKOM CTPOTHM...
MHEHHE O IOJHOM IIpOBaJie OCTaJbHBIX
Moux TmpousBenenuii?» [Ibid., p. 450].
B uucne cBoux cinabbIx Mpou3BeeHUN OH
YIOMSIHYJ Jullb OnHO: omnepy «lIpozep-
nuHa». [lapagokcanbHO, HO NMPUYKHY OT-
CYTCTBUS yCIieXa JaHHOU Onepbl KOMIIO3H-
TOpP BHUJIEN B UPE3MEPHOM HCTOJIb30BAHUU
npuéMoB Baruepa: «f BuXKy JIMIIb OZHO
MPOU3BEJICHUE, KOTOPOE 3aCIYKHUBAET Ta-
Ko olleHKH — 310 “lIposzepnuna”. OgHako
cpenu Bcex MOUX paboT [l My3bIKalIbHO-
ro tearpa umeHHo “Ilposepnuna” Hanbo-
Jiee MOJHO UCIIONb3yeT cucteMy Barnepa,
3a MCKIIFOYEHUEM BTOPOIO aKTa, KOTOPBIN
uMes OONbIION ycIlieX M IMOYTH crac Bcé
MIPOU3BENICHNE, U BEPOSITHO, cIac Obl, €CIIH
OBl orepa moJy4ria Ipu3HaHue, a He Obliia
BBIHYXJI€HA CPa)KAaThCsl HE HA JKU3Hb, a Ha-
cmepth» [Ibid.]. Cen-Canc momu€pkuBan
BaXHOCTb CBOMX COOCTBEHHBIX CTHJIUCTH-
YECKUX MPUEMOB, a TAKKE UCIOJIb30BAHUE
opueHTanu3Ma. [Ipu 3ToM B KOHIIE TUChMa
OH OTMETHUJI OTCYTCTBUE CBSI3U MEXKIY CH-
cremoil Barnepa u ycnexom «CamcoHa u
Hamunsi»: «5 nymaro, 4TO BIIOCHEACTBUH
“Nanumy” OyAyT CUMUTATh MOUM IIIEACBPOM,
B KOTOPOM I IIPEB30IIENT CaMOro cedsi, Tou-
KOM IIMKa, KOTOPYIO sl HE CMOTY IIPEB30UTH,
U BIMsiHME Barnepa, s monararo, 31€Ch HU
npu uém» [Ibid.].
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C TeyeHHeM BpPEMEHM ABTOPUTET
Cen-Canca-KpUTHKa BO3pacTaj, U OH 00-
Jee OTKPBITO U3Jaraji NpUYUHbIL, MOOYAUB-
[IM€ HAMCATh TO UM UHOE MPOU3BEJICHHE,
U CBOM B3IVISIABI HA OIEPHOE TBOPUYECTBO.
B 1904 rony Ha cueHe omepHOro Tearpa
MomnTte-Kapio cocTosiiace nmpembepa omne-
pol Cen-Canca «Enena». Benen 3a atum,
B sHBape 1905 roga B raszere «®durapo»
KOMIIO3UTOp omyOnukoBan 3cce «EneHay,
LIEJIMKOM IOCBALIEHHOE HCTOPUM CO31a-
HUM OmeEphl U B3MIsgaM Ha MU o TposiH-
CKOU BOWHE.

[Tpu pabote Hajn omnepoit Cen-CaHc oT-
KasaJyicsl OT OMOIIH JIMOPETTUCTA U CO3AI
IIPOU3BEJICHUE CaM OT Hayaja 10 KOHIA.
JlanHOe perieHre ObUIO BBI3BAHO OINACEHU-
SIMH B UCKQKEHUU €r0 TPAKTOBKU HCTOPUU
o Enene TposiHckoi: «BHauane y MeHs
Obuta uzaes (TMpU3HAIOCh, HaBEsTHHAs Jie-
HbIO) HaWTH COABTOpa; HO TOTAA COABTOP
BEPOSATHO 3aX0TeN Obl 0OABUTH CBOM UACH
K MOUM, 4YTO MOIJIO HApyILIUThb MPOCTOTY
MOEro 3aMbicia. Sl OCTaHOBHJICS Ha TOM,
9TOOBI pabOTaTh B OIUHOYKY.

B onunrouky? He coBcem. Benen 3a ppan-
Iy3CKUMH KOMIIO3UTOPAMU-KIACCUKAMHU
npu3Bai Kk cebe Ha nomoiub ['omepa, deo-
Kputa, Jcxuna, Beprunus u naxe OBuaus.
HccnenoBarenu cmoryT 6e3 Tpyaa oOHapy-
XKuTh X Bkiaja B “Eneny”. Paszpe 6e3 Bep-
runds st Obl MOCMeN JaTh OMUCAHUE JBOP-
na [Ipuama: ero no30J04€HHBIX KPBIIll, €ro
CTEH, TOKPBITHIX CUSIOIIEH MOJIUPOBAHHOU
OpOH30 M YKpallIEHHBIX BIEYATISIOIIMMHU
CTaTysIMH, BO3MOXXHO PAaCKpAILIEHHbIX, —
BECh 3TOT aHCaMOIb, PSAIOM C KOTOPBIM IO-
notHa [tocraBa Mopo HauMHAIOT Ka3aThbCs
MOYTH peanbHbIMU?» [6, p. 612].

[TocTosiHHBIE OOBMHEHUS B OAPAXKAHUU
Baruepy He 00601111 CTOPOHOM KOMITO3UTO-
pa 1 Ha 3TOT pa3. KomMeHTHpys BbICKa3bIBa-
Hus KkputukoB, Cen-Canc nucain: «OTmeya-
JIOCh CXOJICTBO MEKy MOsIBICHUEM AQUHBI
[Tannanst B “Enene” u BpyHruiibasl BO BTO-

2019,2

poMm akte “Bampkupun’”. DTO OIIyIIECHUE
CXOJICTBA HE MOKMJAJO MEHS, HO S HE MOT
uzbexars eroy» [Ibid., p. 613].

Nneanst 3penoro CeH-CaHca-KoMIIO3U-
TOpa I0CTATOYHO MOJIHO U SCHO HU3JI0KEHBI
B 3cce «Mimo3usa Barnepuszmay, u3laHHOM
B 1899 rogy B cbopuuke «IlopTperst 1 Boc-
nomuHanus». B HéMm Cen-Canc ynensier
3HAYUTENIbHOE BHUMAaHHE OallaHCy MEXITy
IpaMaTU4eCKUM U MY3bIKaJIbHBIM HCKYC-
ctBoM B omepe. OH mumer: «C moMOIIbIo
CBOEU I'€HUAIIBHOW CHUCTEMBI JIEUTMOTUBOB
(yxacHoe cnoBo!) Barnep emé Gonee pac-
IIUPWI CTEMEHb BBIPA3UTEIBHOCTH MY3bl-
KU, [103BOJIMB HAM y3HaBaTh CaMbI€ COKpPO-
BEHHBIE MBICIIA MEPCOHAXKEN, KOTOPBIE HE
CBSI3aHBI C TEM, YTO OHU TOBOPAT B JICUCTBU-
tenpHOCTHY [7, p. 109]. Cen-Canc 0OBUHSLI
Barnepa B CHU>K€HHUH POJIM BOKAJIBHOTO UC-
KyccTBa B onepe. /lanee oH pa3BuBa CBOIO
MBbICHIb: «B Hamm gHuM 3purtenu ciymaror
OPKECTp U MbITAIOTCS CIEA0BaTh 32 MUPHUa-
JlaMU TepeIieTaouXxcs napTuid u codnas-
HUTEJIHOM UTPOU 3BYKOB. B TO ke Bpems
OHHM 3a0BIBAIOT, O YEM ITOIOT aKTEPHI, U Te-
PSAIOT HUTH MTOBecTBOBaHUsA. HoBast cuctema
IIOYTH IMOJIHOCTBIO YHUUTOXKAET BOKAJIbHOE
uckycctBoy [Ibid., p. 113].

Tem meHee, B onepe «Enena» Cen-Canc
MCIIOJIb30BaJl JIEUTMOTUBHYIO cuctemy. Ho
OpKecCTp, 10 €ro MHEHHIO, CITY>KUT U300pa-
KEHUIO CIOKETa M HUKOIJIAa HE 3aTMEBAET
napTuu nesuoB. JleTMoTuB «1t00BU Ene-
HbD», BIIEPBbIE MOSBIAACH B NAPTUU CKPUII-
KH COJIO, CO31aéT 00pa3 BIFOOIEHHON, HO
CTpeMsIIencs OTKa3arbCsl OT IMOPOYHOTO
yyBcTBa repounu (mpumep Ne 1) [1]. Yro-
ObI c(hOoKyCUpOBaThH BHUMAHUE 3pUTENICH Ha
BHyYTpeHHEW OopbOe EneHsbl, BbIpakeHHOM
B €€ BokaJibHOM naptuu, CeH-CaHc cBEN op-
KECTpP K 3By4YaHUIO COJIMPYIOLIEH CKPUIIKH.
Komno3utop coxpanuil ”HCTpyMEHTATIbLHOE
pazHooOpa3ue Barnepa, HO ycTpaHui no-
MUHHPOBAHHE OPKECTpa B MOJIb3Y BOKaJb-
HBIX ITAPTHUH.
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IIpumep Ne 1

K. Cen-Canc. Onepa «Enenay,
JIENTMOTUB «J1F00BU EeHBI»,
croeHa 2, T. 9 mocne 1. 14

Amnanus crareit Cen-Canca, OCBSIIEH-
HBIX COOCTBEHHOMY ONIEPHOMY TBOPYECTBY
U POJM BOKAJbHOTO HMCKYCCTBa B OIIEpE,
nokaspiBaer, 4ro Cen-CaHc crpemMuiics
pa3BuTh cucteMy BarHepa W ycTpaHUTh
JOMMHHMPOBAaHNUE OPKECTpPA HaJl BOKAJIbHOU
yacThl0. B paHHUX omepax KOMIIO3UTOD
C IOHOUIECKHUM MBLIOM MpoOOBal HmpHUMe-
HUTH BCIO NanuTpy npuémos Baruepa. 1Ipu

3TOM OH HE TEPsJ TBOPUECKOW MHIAUBHIY-
aJbHOCTH, COYETasi CUCTEMY JIENTMOTHBOB
u opueHtanu3M. B 3penom Bo3pacre Cen-
CaHC OTKpPBITO yKa3bIBajl B CBOMX CTaTbsX
Ha HCHOJIb30BaHUE NMPUEMOB Barmepa kak
WHCTPYMEHTA [IJIsl BBIPAKEHUS COOCTBEH-
HOTO 3aMbIciia. B To ke Bpemsi KOMIIO3UTOP
CTpPEeMUWJICS CIIeJIOBaTh KaHOHAM (PpaHIry3-
CKOI'0 HAlMOHAJBbHOTO TETPAa W MPU3BIBAI
K JTOMY MOJIOABIX KOMIIO3UTOPOB: «Mo-
JI0/IbI€ MY3BIKAHTBI, €CJIU Bbl XOTUTE OBITH
KeM-HHUOy/b, OCTaHbTeCh (Ppaniry3amu!
Bynpre caMmumu co0oil, IpUHATIEIKUTE Ba-
IEMY BpPEMEHM M Bameu crpane. To, 4To
BaM TOKa3bIBAIOT Kak OymyIinee, ecTh yKe
npoieamee. byaymiee ¢ Bamn»!’.

S MPUMEYAHUA <

! Bérard Léon. Les Funérailles de Saint-
Saéns a Paris // Le Monde Musical. 1921.
No. 23-24, p. 378.

2 Ibid.

3 ®demuii — 00KECTBEHHBIH ITEBELI, OMUH W3
nerctByromux gui «Oauccen». Bnepseie yno-
muHaetcs B | mecHe «Omuccen» (1.153-55).

* benya Xoun (Benoit Jouvin) (1810—
1886) — xpuTHk, paboTtaBmuii B razere «dura-
po», icenonuM Bénédict.

> Bénédict. Opéra Comique // Le Figaro.
1872. No. 167, pp. 3—4.

¢ Tbid.

7 OmnoaktHas onepa JKopka buse «JIxa-
muney (mubperro Jlyu "ane) mna B onuH Be-
yep ¢ onepoit «Kenras mpuHLeccay.

8 Kamus g0 Jlokie (Camille du Locle,
1832-1903) — dpaniy3cknii uUMmnpecapuo M
TUpEKTOp omepsl, auopertuct. B 1862 romy
CTaJI IOMOUIHUKOM CBO€ro Tectst Omuis [lep-
pena B Ilapwkckoil omepe, 3aTeM MepemIen
B Onepa-Komuk, KOTOpOil pyKOBOAMII COBMECT-

HO ¢ Anonsdom ne Jleeenom B 1870—1874 ro-
Jax.

% Saint-Saéns C. Louis Gallet // L'Ecole
buissonni€re, notes et souvenirs. P. Lafitte,
1913, p. 58.

0Saint-Saéns C. Sans Liszt, Samson
n’existerait pas // “Samson et Dalila” de Saint-
Saéns, FEtude historique et critique; analyse
musicale. Collection les Chefs d'ccuvre de la
musique. Paris: Mellotée, 1922, pp. 31-34.

1 Tbid.

2Tbid.

BIbid.

“Tbid.

5B gamu nau — HeMenkuii HalmoHaAIbHBIN
tearp Belimapa.

16 «Kénras npunuecca», 1872; «Camcon u
Hamay, 1876; «CepeOpsiHbIi KOJIOKOIBIUK,
1877; «91hen Mapcenb», 1878; «l'enpux VIID»,
1882; «IIpo3epnuna», 1887; «Ackanuoy, 1890.

7Cwm.: [2, c. 125].
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Enhancing Creativity through Musical Drama
for Children with Special Needs
(Down Syndrome) in Education of Disabled Children

Children with special needs, especially those with disability in mental, physical or social/emotional
interactions, are marginalized. Many people still view them as being troublesome, having learning
difficulties, unproductive and burdensome to society. The objectives of the research are; to identify
whether musical drama can control the coordination of mental function of children; to identify whether
musical drama can improve communication ability and expression of children; to discern whether
musical drama can help children work with people around them; to find out if musical dramas can
develop a child's emotional and physical health; to find out if musical drama can improve children's
creativity. The study employed a qualitative research approach. Data were collected through observation
of the selected key informants who were teachers and principals as well as parents and children. The
data obtained was then processed (reduced), the conclusion was drawn/verified through presentation of
data (data display). Furthermore, the model obtained was implemented for musical performance, where
the benefits of the show are: musical drama can improve language skills; musical dramas capable of
developing memory and storage of information; develop communication skills and express themselves;
helping children work together; assisting emotional and physical health; enhancing creativity.
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MHorue JIOAM MO-NPEKHEMY CUHUTAIOT MX NPOOJEMHBIMH, TPYIHBIMH B OOy4YeHUH,
HENPOIYKTUBHBIMH U 0OpEeMEHUTENbHBIMU i obmecTBa. MccienoBanue craBut nepes coboi
LEJIU: ONPEENIUTh, MOXKET JIM MYy3bIKajJbHas Jpama BO3JIEHCTBOBATh HA YMCTBEHHBbIC (DyHKIIUU
JIeTel; yCTaHOBUTh, CIIOCOOHA JIM MYy3bIKaJIbHAasl ApamMa yIy4IIUTh KOMMYHUKAIIUU, CKIOHHOCTh
K CaMOBBIPQXEHHIO; BBISICHUTb, MOTYT JM MY3BIKaJbHBIE JIpamMbl [IOMOYb JIETSIM B OOIEHUU
C OKPY’KaIOIIMMH; Y3HaTh, CYMEIOT JIM MY3bIKAJIbHBIE IpaMbl TOAJEPKUBATh YMOIIMOHAIBHOE U
¢du3nyeckoe 310pOBbe JeTeH, yIyUulIuTh UX TBOPUECKUI NoTeHuan. McciaenoBanue onupaercs
Ha MEpPCHeKTUBHBIA noaxoj. bbun coOpaHbl aHHbIE HAOMIONEHUHN KIIIOYEBBIX MH()OPMAHTOB,
CPeIu KOTOPBIX — YUUTENS U JUPEKTOPA HIKOJI, POAUTENH U IeTU. DTH JaHHbIe 00pabaThIBAIUCH,
BBIBOJIbI TPOBEPsINCH. Kpome Toro, nmosmydyeHHas Mojieb aipoOHpoBaiach B X0J1€ My3bIKAJIbHOTO
UCIIOJIHEHMsI, TP ATOM TeaTpalibHas MOCTAaHOBKA MOKa3aja, YTO My3bIKajbHas JpaMa CliocoOHa:
YAYYIIUTh S3bIKOBBIE HABBIKM; PAa3BUBATh MMaMATh U CTENEHb YCBOEHUS MH(OpPMaLUU, HABBIKU
OOLIeHUs] U CaMOBBIPAKEHUS; MOMOYb JI€TSAM B OOIIEHUH, YKPEIUIEHHH 3MOIMOHAIBHOTO U
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Introduction

According to the results of the National
Socioeconomic Survey (Susenas) in 2012,
Indonesia's population with disabilities is
2.45 % [5, p. 14]. As the current population
of the country has been recorded at 220
million, it follows that the number of people
with disabilities reaches 7.8 million people.
The North Sumatera province is one of the
provinces where people with disabilities
can be counted as 1.71 % of the population.
The number of children with special needs
in Indonesia is continuing to increase from
year to year. PBB estimates that at least 10
percent of school-age children have special
needs. In Indonesia, the number of school-
age children, namely those who are 5-14
years old, amount to 42.8 million people.
If follow the estimate is that there are an
estimated 4.2 million Indonesian children
with special needs [4].

People with disabilities are those who
are impaired in their visually, audibly,
or physically impaired, or with learning,
mental functional, or chronic disabilities.
For most families, the presence of family
members with special needs often turns out
to be calamitous and burdensome. Children
with special needs are often considered
incapable and unproductive in their work.
This view is less likely to be accepted in
the life of the community. Research proves
otherwise, whereby many findings in the
field of science and artwork are produced
by people with special needs. Children
with disabilities are in dire need of support
from their families and communities, so
that they could live better. Children with
special needs have special characteristics
which differentiate them from children
in general, due to their limitations and/
or disabilities (whether physical, mental,
social or emotional), and at times they may
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also possess some advantages or privileges.
Communities are more familiar with the
terms “children with disabilities” and
“gifted children.” This study focuses on
children with physical limitations, mental
or social disorders.

According to Montgomery (2003) and
Mazur (2004), for children who experience
specific emotional and intellectual disorders
it is necessary to have a structured and
sequential type of education. One example
of the educational stage in question is
learning from motion, icons, and symbols.
“Be sure to use developmentally appropriate
material, then develop a step by step plan.
This may mean teaching sequentially, so the
students first learn movement, then in Icon
and last symbol” [9, p. 8]. In this research
the aforementioned opinion is realized as
a method of training children of SLB Cl1
with the aim that they could remember and
perform every movement, and that every
sentence they utter could be pronounced
clearly. Other differing opinions have been
expressed by Kirk (1970) and Efendi (2006),
who provide descriptions of children in
need of special services, namely: “...who
deviates from the average a modification
of school practices, or special educational
services in order to develop to his maximum
capacity...” [6, p. 188]. Although they have
disorders associated with the workings of
the nervous system in the brain, nonetheless,
the evidence collected by music therapists
show that they are still able to detect the
music they study in school. De I’Etoile
explains: “The findings of such research
demonstrate how the central nervous system
is involved in perceiving and understanding
music, creating or producing music, as well
as responding to music stimuli. The ability
to perceive music and to engage in musical
experiences is often still intact even when
the central nervous system is damaged by
injury or disease” [3, p. 80].

Specific information about children
with the Down syndrome who study music
is very limited. Much of the music therapy
literature discusses Down syndrome in
connection with other developmental
defects (Boxill, 1985; Courtnage,
Di Giacomo & Schmidt, 2000; Duffy &
Fuller, 2000; Grant, 1989; Daudt, 2002 [2]).
Although people with the Down syndrome
share some of the symptoms of autism
and other developmental defects, it also
presents itself as unique in several other
ways. For example, there are differences
in emotional development, influence,
and social behavior, as well as physical
differences (Hodapp & Fidler, 1999; Lister,
Leach & O’Neill, 1998; Vietze, 1985;
Daudt, 2002 [2]). Some experts claim, that
music has very broad health-promoting
effects, including aspects of mental,
physical, emotional and social therapy.
Sheppard [11] suggests ten musical health
benefits: (1) music can change the shape
of the brain; (2) it can improve language
skills; (3) it can develop mental function;
(4) it can stimulate movement and develop
physical coordination control capabilities;
(5) it can develop memory and expand
the information storage; (6) it can help
understand mathematics and science; (7) it
can develop communication skills and help
children express themselves better; (8) it
can help children work together; (9) it can
assist emotional and physical health; (10)
it can enhance creativity.

According to Choksy (1986) in
Melyana [10] when the body moves,
the sensation of motion is converted
into feelings sent through the nervous
system to the brain. The brain turns this
information into knowledge. Then the
brain, once again, sends the information to
the body through the nervous system. This
command involves such mental activities
as attention, concentration, memory, strong
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desire and motivation. The aforementioned
explanation states that there exists a
relationship between listening, mental,
emotional and motional activity, when a
person is listening and enjoying music,
and all these are arranged in the brain.
This is also concurred by Sheppard, who
states that “music is not only processed
by a single part of the brain” [11, p. 390].
Many researchers have found that music
is processed by a large nerve network,
where different regions of the brain work
together to interpret such elements as
melody, harmony and rhythm. Abriani
[1] has researched the implications of
singing activities on improving language
skills for students with light and moderate
disabilities. This author has undertaken a
classroom action to improve the students'
moderate tunagrahita speaking skills,
whereby the student had difficulty in
pronunciation (articulation) and lacked
understanding of the meaning of a word.
Melyana [10] has conducted research on the
learning process of music for children with
the Down syndrome in the “Dian Indonesia
Music Park” (Jakarta). It is possible that
through the activity of listening to music,
moving to music and playing musical
instruments, some children have developed
themselves to a certain degree. Given
these two examples, the researcher applied
the theory of Sheppard to children with
the Down syndrome from YPAC with an
1Q level of 42—66. The research has been
carried out through the application of
Sheppard's method by infusing creativity
in musical learning for children with the
Down syndrome in the aforementioned
school.

It often happens that children with special
needs, especially those with disabilities
in their mental, physical or social/
emotional interactions, find themselves
marginalized. Many people still view them

as being troublesome, possessed of learning
difficulties, unproductive and incriminating
to society. This study was conducted on 12
children with the Down syndrome (with IQ’s
between 42-62) at the YPAC (Organization
for Children with Disabilities—Medan-North
Sumatra-Indonesia Foundation). This study
intends to investigate and demonstrate, how
music and drama, can develop the ability to
control the coordination of mental functions
and assist children to work together; it also
aims to look at how musical plays may
assist in maintaining the child’s emotional
and physical health and improve his or her
creativity.

A qualitative research method was
used to collect data. Data was collected
by listening to and creating a Focus Group
Discussion (FGD) with 8 teachers and 2
principals, with the aim of getting accurate
information about children trained in
musical drama, then the Focus Group
Discussion was also carried out on 2
administrative staff members with the aim
of learning more about the administration
and the facilities available at the YPAC
School.

Data obtained from each public
audience is then processed, verified,
presented. The cases when data that has
not been successfully collected were the
result of the inability to carry out a Focus
Group Discussion with the parents of the
12 children involved in musical drama, due
to a lack of parental awareness to develop
their children’s abilities, and also due to
the erroneous position that it is somehow
shameful to involve children whose IQ
is below the normal average (the Down
syndrome) participate in such actions.
Furthermore, the model obtained was
implemented for musical performances,
whereby a musical drama was tested and
performed in schools with the title of “Putri
Tidur” (“The Sleeping Princess”). The
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health benefits of the musical drama result in
greater abilities to improve language skills;
musical dramas are capable of developing
memory and information storage, as well
as communication skills, so that children
could express themselves better and work
together; they help maintain emotional
and physical health and enhance artistic
creativity.

Children with disabilities still have
potentials that can be developed, so this kind
of artistic activities can be beneficial to their
lives, as well as the lives of others. History
has shown that there is a certain quantity
of names of people with special needs
who have contributed to the development
of science and art. In the field of music,
world class vocalist Andrea Bocceli and
composer Hitoshi Oe have been able to win
the hearts of their admirers all around the
world despite their physical limitations. A
good understanding of the characteristics
of children with special needs and the
role of music in the lives of human beings
may present one solution for improving
the quality of life for children with special
needs.

This research was done with the idea of
infusing creativity in the study of musical
drama for children with the Down syndrome
at the YPAC (Foundation for Disabled
Children Development) in Medan. The
YPAC is a non-profit foundation which
works with special children in Medan
and its surrounding areas. The YPAC
in Medan was founded in 1964 by prof.
Dr. H. R. Soeroso, Dr. B. Sitepu Pandebesi,
Col. Dr. Ibrahim Irsan, Dr. R. Soetjipto
Gondo Amidjojo, and Dr. G. P. Pane
(According to the brochure of the YPAC
[13]). At that time the forerunner of the
development of the YPAC in Medan
opened physiotherapy service to children
with disabilities in the Medan area and in
1971 received assistance in the form of a

donation of land area of 4,574 m. at No. 2
Adinegoro, Medan from the city’s mayor
Dr. Syurkani. The Medan Branch of the
YPAC confirmed its establishment on
February 5, 1972 through the decree of the
Board of Foundation No. 19 / SK / PH /
YPAC/85. Inaccordance with Law Decree
No. 16 of 2003 regarding the foundation,
the Medan Branch of the YPAC changed
its status to the YPAC in Medan based on
the notarial deed of Henry Tjong, SH No.
31 dated February 18, 2004 (Brochure
YPAC [Ibid.]). The YPAC slogan is
“Disability Does Not Determine the
Capabilities of Anyone.” The YPAC Medan
trainers are provided with comprehensive
services in the institution, namely, the Child
Rehabilitation Center (PRA) (according to
the YPAC Brochure [Ibid.]).

Figure 1. Image of the YPAC
Building Medan 2015

The categories of children in YPAC
are SLB-C, namely, Tunagrahita (divided
in two, namely, C and Cl) and SLB-D,
or Tuna Daksa. The children of SLB-C
are divided according to ability, based on
the levels of school children in general,
such as kindergarten (TK) TK LB, LB
Primary School (SD LB), LB Junior High
School (SMP LB), High School LB (SMA
LB). The same holds true for the SLB-D
(According to the Brochure of the YPAC
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[Ibid.]). According to Abdurrakhman and
Sudjadi (1996: 20) in Istigomah (2017), the
Tunagrahita 1s a state of mental retardation.
Mental retardation is a condition existing in
children before the age of 18, characterized
by weak intelligence (usually the IQ
scores of such children are below 70) and
difficulties in adapting to everyday life. The
main characteristic of mental retardation is
expressed by a weak intellectual function. In
addition to low intelligence, children ailing
with mental retardation also face difficulty
to adjust and develop. Before a formal test
is done to assess intelligence, a person is
considered mentally retarded when he is
unable to master a skill appropriate for his
age and has difficulties in taking care of
himself.

Based on the results of the Focus Group
Discussion (FGD) with some of the teachers
at the YPAC, it has been determined that
Tunagrahita 1s divided into two parts,
namely, SLB-C and SLB CI1. SLB C
comprises children who have the abilities of
being educated, or children with mild mental
retardation (IQ 70-50), SLB-C1 comprises
children who are capable of being trained,
or, to be precise, children with moderate
mental retardation, who can be trained to
take care of themselves, defend themselves,
eat, drink, and bathe. At a later stage, they
can also be trained to work to earn their own
living (IQ below 50).

Based on the conducted FGD, it can
be seen that lessons in artistic subjects are
always intertwined with extracurricular
activities. Usually these activities are
tailored to the abilities and talents of children
who learn. But in recent years, lessons in
artistic subjects have been replaced by
scout activity due to lack of teachers to
teach the artistic disciplines. The teachers
who work at the YPAC are qualified in the
natural sciences and psychology. Thereby,
lessons in artistic disciplines have always

been taught with aid from other sources
in accordance with the existing artistic
equipment in the YPAC. Due to this, the
researchers have confronted with obstacles
to perform musical drama due to the lack of
facilities supporting the implementation of
exercises in musical drama. The researchers
conducted a selected number of children
of the SLB-C and the SLB CI1 groups,
explaining that it would make it easier for
the system of musical drama exercises
where a number of classroom teachers from
the Children with Special Needs (ABK)
were selected to participate in the musical
drama training.

Through the data provided by the
researchers to conduct the musical drama
training for SLB-C and SLB-C1 students,
eleven (11) children were identified to be
involved in the musical drama training, who
are: Erica Darianty / female (8), Ali Jupri /
male (12), Ahmad Chairal / male (13), Wan
Imam Sakir / male (19), Michael / male
(21), Marisa / female (20), Rani Agustina
/ female (15), Feni Indah / female (22),
Elvita Rizkyla / female (30), Fitriani Lubis /
female (20) and Wahyu Hidayat / male (16).
The mental retardation (IQ) of the eleven
children is rated between 45-58. Below is a
picture of the children involved in musical
drama training:

Figure 2. Teachers, children and researchers
with a few percussion instruments and pianos
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Artistic activities are often conducted by
teachers at the YPAC especially for children
of the SLB-C1 level, but teaching musical
activities, such as introduction to rhythm
with the use of percussion instruments,
including the triangle, the pianika, the
tambourine and the maracas, with “Putri
Tidur” script material and “Bangun Tidur”
song, have never been done at the YPAC,
Medan. As has been previously explained,
the artistic disciplines are always taught
as extracurricular activities, and if there
1s singing to be learnt in the classroom,
it is part of the teacher’s effort to carry
out teaching activities and ensure that the
learning atmosphere is not tedious.

Methodology

This work applies qualitative research,
withaviewtoinvestigate and understand the
characteristics of phenomena of alternative
leadership which occur in Medan, and
the reasons why, and how alternative
leadership  works. The researchers
demonstrate themselves as instruments,
as well as data gatherers. The instruments
used are interview guides, stationery,
research logbooks, tape recorders, and
digital cameras, which serve as supporting
the tasks of a researcher.

The indispensable data used in this
research are provided by the social
situations related to alternative leadership
in Medan City, by means of understanding
three elements of it, which are: the place,
the actors, and the activities, which interact
synergistically.

This data has been collected by
listening and observing information in
depth through public informal hearings
involving key informants starting from
the urban village, sub-district and city
level. This means that the first round of
public hearings invites community leaders

2019,2

from the village level. The second round
of public hearings invites community
leaders from the sub-district level. And
the third round invites Medan city level
community leaders. Although this is the
case, it has not closed down the possibility
of researchers setting other key informants
to gather completer data, better known
as snowball sampling [12]. Furthermore,
the credibility of data obtained by the
method of triangulation may be verified
by checking the data to the same source
with different techniques. This includes
the data obtained by interviews and then
checked by means of observation.

The data obtained from each public
hearing is subsequently collected. First, it
is (a) processed (reduced) by summarizing,
choosing the essentials, focusing on
the things that matter and searching for
themes and patterns. Thereby, the reduced
data would give a clearer picture and
make it easier for researchers to carry
out further data collection and to seek it
out when necessary (b). The Conclusory
Drawing/Verification is meant to draw
initial conclusions and still to be transient,
and this would change, if no strong
evidence is found to support the next stage
of data collection (c). The presentation
of the data provides brief descriptions
of  charts, relationships  between
categories, flowcharts, etc. However, if
the conclusions raised in the early stages
are supported by valid and consistent
evidence, when researchers return to
the field to collect data, the conclusion
put forward may be seen as credible.
Miles and Huberman (in Sugiyono [12])
assert that most frequently used in the
presentation of data in qualitative research
1s data involving narrative text. Whenever
it is possible, the presentation of data may
also be done by means of graphs, matrices,
networks, and charts. Then the results of
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the qualitative data processing above are
validated through conducting Focus Group
Discussion (FGD) by inviting various
elements of society, such as political
figures, religious leaders, universities,
government officials, and representatives
of other mass organizations. Thereby, the
conclusion of qualitative research may
be able to answer the formulation of the
problem formulated from the beginning.

Results and Discussions

Based on observation, the average
number of children who participated in
the musical drama training had a weak
concentration level, which only lasted
for about 15 to 20 minutes. As such, the
researchers’ training for musical drama
was limited to 30 minutes, having been
conducted 3 times a week. Under the
circumstances, the researchers and some of
the teachers involved in the musical drama
training have always been present in the hall
to assist students in the training process.
Observations have been done regarding the
interactions of the students in classes with
their teachers, to see their ability to gauge
the characters they will be acting in the
musical drama.

Students are trained to play pianika
instruments, with the aid of which they are
trained to recognize and hear melodies of
do, re and mi. Researchers have conducted
the training of three students namely, Elvita
Rizkyla, Erica and Nuriayanti. Of the
three students who were able to learn the
material, Erica was the most accomplished,
while Elvita was less able to remember
and do it. Nuriayanti attended the training
process for the performance only once; this
student cannot get herself involved, since
her parent does not allow her to participate
in the performance. Observe the figure with
photograph below.

Trained to play melody of 3 melodies (do, re, mi)

Nuriayanti

Figure 3. Three students trained
to play Pianika instrument

The benefit of the practice of working
with this pianika that the children can
memorize three notes, do, re, and mi and
sing them to the words “hom with the tone
do, pim with tone re, pa with tone mi.” Erica
demonstrates a very good interest, and it can
be noticed from the very first instance that
Erica is less able to recite and remember
do, re and mi by themselves, or with the
words “hom-pim-pa.” After 12 days of
practice, Erica was able to remember and
sing them. It can be deduced that Erica has
actually made use of the pianika to improve
her communication abilities and express
herself. As such, the second objective

Trained to do rhythm with tambourine and 3 steps

Rani, Feni and Marisa played

i tambourine with 3 steps
Marisa

Figure 4. Children trained to play Rhythm on a
Tambourine with 3 steps
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has been achieved through the efforts of
Erica. Unfortunately, Nuriayanti and Elvita
Rizkyla were unable to achieve the expected
level although, they were able to attain some
form of learning.

Figure 4 presents a representation of
how the students were trained to use the
tambourine to understand rhythm. In this
form of activity, the students play the
tambourine, while walking three steps,
which is part of the musical drama. In this
experiment it can be noted that Rani has
been successful at following the rhythm
and playing the tambourine while walking
(3 steps). As for Feni, she was able to play
the tambourine, but her rhythm and stride
were not coordinated. Marisa, was unable
to perform at all without any guidance. As
such, it became evident that Marisa needed
to be fully guided by a teacher. This activity
is able to demonstrate that musical drama
can control the coordination of children’s
mental function.

Trained to do Rhythm with krincingan and 3 steps

Figure 5. Trained to do Rhythm with Krincingan
and 3 Steps

The figure above (Figure 5) shows
how the children were trained to play the
Krincingan with rhythm while walking.
This exercise was conducted to gauge the
children’s emotional and physical health.
In can be concluded that Fitriani, who
has been selected to play the character
of the fairy godmother, was able to play
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the krincingan while moving three steps
forth. Ali Jupri and Tarmisi were unable to
perform, due to their obesity and lack of
concentration. They could not remember
the steps, and needed to be fully guided by
the teacher.

Trained to pronounce the word hom pim pa

Tarmizi

Figure 6. Trained to Pronounce
the Word “Hom Pim Pa”

Figure 6 shows the training done to teach
the children to pronounce hom, pim and pa,
which were the words used in the musical
drama to awaken the princess. This exercise
was conducted to find out whether musical
dramas could develop a child’s emotional
and physical health. Fitriani, Erica and Rani
were successful in performing this exercise
well. Tarmisi needed to be fully guided by
the teacher, as he found it difficult to focus,
and his physical attribute slowed down his
progress especially during movements.
Tarmisi had to be awakened by the teacher
constantly and motivated to participate in
this exercise.

The Figure 7 shows the steps taken by
the researcher and the teachers to teach the
children involved in the drama “Putri Tidur”
to walk three steps. The children were able
to walk as they had been instructed. They
all worked together successfully. It can be
noted that the teachers needed a tremendous
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Researchers trained 3 steps for
| AHMAD CHAIRAL

Researchers trained 3 steps for
L Fitriani Lubis

Researchers trained 3 steps for
[Fitri, Jupri and Ahmad

Figure 7. Teaching 3 Steps

amount of patience, as well as the force
to instill discipline, in order to ensure
that the children followed orders. This
exercise helped discern the objective that
musical drama can help children work with
people around them and also improve their
creativity.

Conclusion

The conclusion in this qualitative
study is that a new discovery has been
made of something, which has previously
been unknown. Such a discovery can be
manifested by a concise description of an
object, knowledge of which was previously
very vague. It was demonstrated how the
children were unable to recall the lessons
they had learnt, and how time was needed
for repetitions for them to memorize them
by means of singing and bodily movements.
The students were bored and sleepy. They
needed constant motivation to enable them
to concentrate. As such, activities such as
self-expressing drawing, playing musical
instruments in an ensemble and singing
were encouraged. The students worked
together to move their bodies, to control
their emotions and to showcase symbols
and icons in the musical drama, “Putri
Tidur” The students with 1Q levels of 42—

58 were able to act out the first segment,
whereas the students with 1Q levels of 66
were unable to follow through, due to their
lack of motivation or encouragement from
their parents in assuring them that they
would pull through. Observe the figure
below.

FIRST SEGMEN MUSICAL DRAMA SLEEPING PRINCESS

Feni a5 a sleeping Michael a5 a jungle keeper

Sleeping princess awake and
sang "Bangun Tidur"

Fairy mothers and dwarves are
awakening sleeping princess

Fitrlanlisfplrv mn!h!L

Figure 8. The pupils of C1 performing
in the musical drama “Putri Tidur”

Through rhyming patterns taught with
repetitions of the words hom-pim-pa, as
well as playing three notes, the students
have been able to remember to perform
the necessary actions with the use of the
musical instruments of their choice. At the
end, the researchers have concluded that
by means of stimulation and persistent
support and encouragement, children with
disabilities of the C1 category are able
to perform in musical dramas, although
initially they are believed to be unable to
do so. The children’s talents are heartening,
inasmuch that they were given roles suited
for their personality. For example, Michael,
who loves sweeping, was given the role of
a jungle keeper. Much patience is needed,
along with a comprehensive teaching
technique, to train these children, which
in its turn will assist them in articulating
and enhancing their body movement. They
learn to work together and take turns.
The outmost achievement of this study,
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is teaching the children to control their
emotions and respond meaningfully in a
constricted time period of just 15 minutes
of attention span.

As such, the following objectives:

1) to identify, whether musical drama can
control the coordination of mental function
of children;

2) to identify, whether musical drama
can improve children’s communication

3) to discern, whether musical drama
can help children work with people around
them;

4) to discover, whether musical dramas
can develop children’s emotional and
physical health;

5) to find out whether musical drama can
improve children’s creativity,

— have been achieved during the training
and during the presentation of the musical

ability and self-expression; drama “Putri Tidur.”
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Musical Form and its Elucidation
in School Textbooks of Music Literature

Familiarization with musical form — a capacious and multiple valued phenomenon — is
connected with the initial stage of educating a musician. An important role in this process is carried
out by textbooks. An encompassing perception of musical form, the basic types of structures in
classical and romantic music and their individual features is taught to a pupil of children’s music
schools in music literature classes. In the article certain features of expounding on the subject of
“musical form” for schoolchildren are elaborated by the example of four textbooks for the first
year of study of this subject (written by Andrei Frolov, Maria Shornikova, Yanina Ostrovskaya
& Liudmila Frolova, Zoya Osovitskaya & Anna Kazarinova). The content of the corresponding
sections is variable. The list of the spanned examples is more compact in the book by Osovitskaya
and Kazarinova (it is defined by the resources of Tchaikovsky’s “Children’s Album™). The subject
is unfolded to the fullest extent in the textbooks of Ostrovskaya, Frolova and Shornikova: here
almost all the classical-romantic forms are demonstrated, as are some of the baroque forms (the
fugue and the suite). In their descriptions of the musical constructions, the authors maintain
different perspectives. Osovitskaya and Kazarinova are concentrated on an integral analysis of the
“Children’s Album™ and its constituent pieces; at the same time Frolov combines the theoretical
and practical approaches in comprehension of form, giving recommendations for the compositions.
Shornikova makes systematical use of interdisciplinary analogies; Ostrovskaya and Frolova give
intense attention to the structural particularities of each of the examined constructions.

The correlation of the principles of study of musical forms present in school textbooks allows
us to choose the most optimal of them. The article comes up with the conclusion that the use of the
descriptive manner upon the first discussion of form is insufficient, since in this case the connection
between the content and the constructive sides of the musical structures is not accentuated. The
inaccuracies allowed by the authors in their characterizations of a number of forms testify of the
necessity of reviewing such types of tutorial editions.

Keywords: study of musical form, textbooks of musical literature for children’s music schools
for the first year of study, Yanina Ostrovskaya, Liudmila Frolova, Zoya Osovitskaya, Anna
Kazarinova, Andrei Frolov, Maria Shornikova.

For citation: Koposova Irina V. Musical Form and its Elucidation in School Textbooks of
Music Literature. Problemy muzykal'noj nauki/Music Scholarship. 2019. No. 2, pp. 178-189.
(In Russ.) DOI: 10.17674/1997-0854.2018.4.178-189.

OJICpHU3AIUs HA4YaJbHOTO MY-
3BIKAJILHOTO 00pa30BaHUs, OCY-
HIeCTBIsieMasl B TIOCTIEIHEE Jie-

CATWIETHE B HAILlEW CTpaHe, IMOATOJIKHYJIA
K €ro aKTUBHOMY OOCYXJIeHHIO B Ipodec-

CHOHaAJIbHOU cpene. Kpyr akxTyanbHBIX
BOITPOCOB, KOTOPBIE BBIACIISIIOT UCCIIEI0BA-
TENW B ITOM CBA3M, IIUPOK. ITO U NpUME-
HEHHE HOBBIX TEXHOJIOTUH B IIPOLIECCE IIpe-
nojiaBaHus [6], 1 COBPEMEHHOE COCTOSTHUE
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METOJIUKH [3], U BO3MOXKHBIE ITyTH OOHOB-
JICHUS TPUBBIYHBIX (OPM BEIEHUS ypokKa
[9], a Takxke mzyuaemoro penepryapa [1].
B uduncno oOGcyxkaaemMbIix TeM MonaaaeTr Tax-
XKE CONIEpP)KaHME IIKOJIBHBIX yUYeOHUKOB
[2], 94TO 3aKOHOMEPHO: YYEOHHUK SIBISIETCS
TUIAKTUUYECKUM CPEJICTBOM, MPU MOMOIIH
KOTOporo ¢GopMupyrTcst 0a3oBble TIpe/I-
CTaBJICHUSI O TE€X WJIM UHBIX SIB-
aeHusix. IlosToMy Ba)KHOCTh
TOT0, B KAKOM BHJI€ 3TO ITPOUC-

2019,2

COYMHEHHUSAX, TOTJa KaKk MporpamMmbl mocJe-
OYIOIIUX JIET Ha IpUMEpPe COYMHEHUH pa3-
HBIX aBTOPOB 3HAKOMST C TBOPUECKOM IMpakK-
TUKOM BoTUTONIEHUs 3TUX opM. CkazaHHOE
noOy»XmaaeT MmoapoOHEee OCTAaHOBHUTHCA Ha
COJICP’)KAaHUHM YUYEOHUKOB MO MY3bIKaJIbHOM
JuTeEparype, MpeaHA3HAYCHHBIX HWMEHHO
JUIS TIEPBOTO T0/1a OOYUEHUS.

Tadauua 1. MyssikaneHas opma B IMIL:
00BEM H3ydaeMoro Mareprania B paMKax pa3HbIX JUCHUTLTHH

XOJHUT, TPYAHO IEPEOLECHUTb. Hzyuaewvie
o Hucyunnuna Ymo uzyyaemcs
B paMKax HaCTOAIICU CTaTbH gopmul
obpatuMcst K Takomy (yHaa- dopma Kax THm,
MEHTaJIbHOMY MOHATHIO, KaK COJIB®E/KNO TIepHOJT tdopma KOHK(pGTHOF(; COYMHEHUS
HHOTIA
My3bIKalibHas ¢opMa, TouHee,
MIEpHOL,
K €10 HpOpa6OTKe B yLIe6HI/I- MPOCTHIE, MY3bIKaJIbHOE BOIUIOIICHNE
Kax, IIPCAHA3HAYCHHBIX JIsA
, IIp I‘[J it MYVY3BIKATBHASI CIIOKHBIE, ColepXKaHus,
HA4yaJbHOW CTYNEHU MY3bI- TTUTEPATYPA Bapuaruu, opma Kak Tur,
KAIBLHOTO O6p33 OBAHM. POHIIO, (hopMa KOHKPETHOTO COUNHEHHUS,
COHATHAs, cxeMBblI hopM
Kak usBecTHO, camo sBIe- LK THYeCKHE
HHE (OPMBI B MY3bIKE OOBEM- PUTMIKA nepuor, (bopma xax Tam,
HO M MHOTo3Ha4yHo. CoriacHo POCThIC (hopMa KOHKPETHOTO COYMHEHUS
IO. H. XOJ'IOHOBy, TOPHU30HTEI CIIYIIAHUE Tepuon, MY3BIKAJIBHOE BOILJIOIIEHHUE
HOHATHSA NPOCTUPAOTCS  OT MYVY3bIKUA IIPOCTHIE COJIlEepKaHUs

obmedunocopckoil  TPaKTOB-

KH, CBSI3aHHOM ¢ yrono6iaeHneM (HopMel 1mo-
PAZIKY, TADMOHHH, KPAacoTe, 0 Y3KOCTICIH-
anbHOM, TAe noA GhopMoil moApazymMeBaeTcs
CXEMAaTU4YECKd BBIPAKCHHAS IUIAHUPOBKA
TOr0 WJIM WHOTO counHeHus'. besycnoBHo,
JJAJIEKO HE BECh OOBEM 3HAYEHUI BaXKECH
JUIS HavajbHOro 3tana odydyenus. B JIMIII
B paMKax pa3HbIX AUCIMIUIUH HaXOAST 00-
CY’KJICHHE CIIEIYIOIINE ACTIEKTHI: MYy3bIKaJIb-
HOE€ BOIUIOIIEHUE conmepskaHus, Gpopma Kak
TUN U (pOpMa KOHKPETHOTO COYMHEHHUSI, CXe-
MbI GopMm. [Tpruém COBOKYITHOCTB 3THX BO-
MIPOCOB PACCMATPHUBACT MPEKAE BCETO KypC
MY3bIKaJTbHOM JUTepaTyphl (Tabmuma 1).
B HEM ocoboe MecTo OTBEIEHO NEPBOMY
rony oOyuyeHus. OH ma€r mnpencraBiIeHUE
0 (popme B My3bIKE B 11€JIOM U 00 OCHOBHBIX
Tunax (opM, HCIOIB3YEMbIX B KIACCHKO-
POMaHTUYECKUX, & OTYACTH M B OapOYHBIX

OTMeTHM, YTO CaMOCTOSITENIbHBIA TeMa-
TUYECKUIA OJIOK, TIOCBSIIEHHBIA MY3bIKaJb-
HOM popMe, He cpa3y MOSIBIICS B ydeOHUKaAX
MY3bIKaJIbHOU JIMTEpaTyphl. Tak, B cOCTaB-
neHHo AnekcannpoM lBanoBuuem Jlary-
THHBIM? y4eOHOHM IporpamMMe, Ha KOTOPYIO
JIOJITOE€ BPEMsI ONHpPAIach COBETCKAsl MY3bl-
KaJibHasl IIKOJA, C/IeJaH akleHT Ha (hopMu-
pOBaHUE CIYXOBOIO BHHMAHUSI U YMEHHE
CITyIIaTh My3bIKy>. CBeICHHUs Jke U3 00J1acTh
TEOpPUU PACCMATPUBAINCH 3/1E€Ch KakK IpH-
KJIa/IHbIE IPU OOBSCHEHUH OTAEIBHBIX IIPO-
m3BeaeHun. [Iporpamma A. H. Jlarytuna He
Mpe/roaraia nokasa pa3HbIX THUIOB (OpM
B TIEPBBINA ToJl 00y4EHHs; Ty K€ YCTaHOBKY
OTpa3uil U Y4eOHUK 3TOTO aBTopa’.

[ToCBATUTH 3HAKOMCTBY C MY3bIKajlb-
HOW (OPMOI HECKOJBKO 3aHATUH (9 YacoB)
npegnoxwia Eerennst bopucoBna Jlucsn-
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ckagd. E€ mnporpamma peanu3oBbIBaNach
B JIMIII ¢ Hayana 1990-x rogos°. B oTiauure
OT IporpamMmsl Jlarytuna, onupaBmencs Ha
OPUHLUIBl WITOCTPATUBHO-00bSICHUTEIb-
HOM MeTonuKH, mporpaMma E. b. JInucsHckon
CBS3aHa C TPAJAULMSIMU I1€JTarOTUKHU COTPY-
HuuecTBa [3, ¢. 135]. OCHOBOM CTPYKTYpBI
Kypca B JJaHHOM CJy4ae MpeAcTal He Xpo-
HOJIOTMYECKHM, HO >KaHPOBBIA IPHUHIIUIL.
TecHas cBsA3b MOHATHH «KaHpP» U «hopMar
IpHBEJa K TOSABJICHUIO B IUIAHE IEPBO-
ro roga oOy4yeHusi TeM, MPEANONararwiux
3HAKOMCTBO C YJICHEHHUEM MY3bIKaJIbHOU
peUr U BCEMU KJIACCUKO-POMAHTUYECKUMHU
KOHCTPYKIUSIMU: TEPUOJIOM, BapHUALUSIMH,
IIPOCTBIMU JIByX- M TPEXYACTHBIMH, CIOXK-

Ta6auna 2. Temarnyeckuil iaH y4eOHUKOB

IepBOro roga 06y‘{CHI/I$l 10 My3BIKaJIBHOI>'I JaTeparype

HOW TpEXYaCTHOM, POHJO, COHATHOM, CO-
HATHO-CUM()OHNYCCKUM ITUKIOM®,
YcraHoBku  JIMCAHCKOW — OTpasuiIuCh
B II€JIOM psifiec Y4eOHUKOB, U3/IaHHBIX B Ha-
yane 2000-x rogos: A. A. ®ponosa (2002
u 2005)7; 3. E. Ocosurnkoit u A. C. Ka-
3apuHoBoi (2004); S. E. OcTpoBckoii u
JI. A. ®ponosoit (2006); M. U. [opHu-
koBoit (2011) (cm.: [4; 5; 8; 10]). Bce onu
BKJTIOUMJIM CAMOCTOSITENIbHYIO TEMY, CBsI3aH-
HYI0 C HW3yYCHHEM MY3bIKAILHOW (OPMBEI,
XOTsI OHA PACIIONIOKEHA HAa Pa3HBIX ATalax
y4eOHOro roia: B Havase (yueonuku dposo-
Ba; OcoBuikoii u KazapuHoBoii), B cepenHe
(yuebnuk OctpoBckoil u @posoBoit), B KOH-
e (yueonuk [llopuukosoii®) (tabmuia 2).

3. E. Ocosuyxkas,

A. C. Kazapunosa A. 4. @poros

A. E. Ocmposckas,
JI. A. Dponosa

M. U. lllopnukosa
(no 3auamusim)

1. Benenmne. 3 knacc:
Jlerenapl 0 My3bIKe 1. U3 yero cnenana My3bika

2. Kak roBoput My3bIKa? 2. CpenctBa My3BIKaJIbHOM
My3bIKaIbHBIHN S3BIK BBIPa3UTENBHOCTH

3. My3bikajbHble ¢popmbl | 3. Beipa3urenbHOCTh My3bl-

4. My3bIKa U CIIOBO. KaJIHOTO ITPON3BENCHHSA
Ilecus. Pomanc 4. My3bIKaJIbHBIE JKaHPbI

5. My3bIKa U ABM>KEHUE. 5. XKanpsl, cBsi3aHHBIE

Mapu. Tanen

. [IporpammHuo-u300pa3n-
TeJIbHast My3bIKa

. My3sIka u Teatp

. 3axuroueHue.
Jerckast My3bIKa
KOMITO3UTOpOB XX Beka

C IBIDKCHUEM

4 xnacc:

6. My3bikajabHasi popma

7. My3BIKaJIbHBIE XKaHPBI,
CBSI3aHHBIE CO CIIOBOM
(BOKaTBHBIC KaHPHI)

8. [IporpaMMHasi UHCTpY-
MEHTaJIbHast My3bIKa

9. My3BIKaJIbHO-T€aTPAJIb-
HBIC KaHPBI

2.

3

. My3bikanbHas ¢gopma

. BelpasurensHsle cpen-

CTBa MY3BIKH

My3bIKaIbHBIE HHCTPY-

MECHTBI

. My3bIKanbHBIH 00pas3.
My3bIKanpHast TeMa

1. My3bIKa U MBI

2-3. Bripa3utenbHble
CpEICTBa MY3BIKH

4. IlporpammHasi My3bIKa

5. BO3HUKHOBEHHE MY3BbI-
KaJbHBIX HHCTPYMEHTOB

6—11. CemeiicTBa My3blI-
KaJbHBIX HHCTPYMEHTOB

12. UcTopus pa3BUTHS
OpKecTpa

13. Bunsl opkecTpoB

14. TleBueckue romoca

15. My3bIKaJabHbIE KaHPbI

16—17. Tanen B My3bIke

18. HaponHas necHst u
KOMITO3UTOP

19. My3bikajibHasi popma.
[epuon, kymnerHas,
JBYX- U TPEXIACTHASL
(hopmbl

20. Bapuanuu. Pouno

21. Crouta

22. ®dyra

23. Conara

24-25. My3bika B T€aTpe

U KHHO

26-27. Omepa

28-29. baner

3aKIIOYUTENBHbIC 3aHITHS

. My3BIKaJIbHBIE XKaAHPEI

. IIporpammHuo-u300pa3n-
TeJIbHAst My3bIKa

. Omepa

. baner
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Kpyr my3bikanbHbIX (QOpM, TpPEICTaB-
JICHHBIX y4YeOHMKaMH, KaK U Marepuaj, Ha
KOTOPOM OHH J€EMOHCTPUPYIOTCS, pa3inya-
ercs. Tak, nanpumep, OcoBuiikas u Kaza-
pUHOBa 00paIlalOTCsl TOJIBKO K «JleTckomy
ansoomy» II. U. YaiikoBckoro, cienoBa-
TeIbHO, (OPMBI, OMHCAHHBIE MMM, Orpa-
HUYEHBl pecypcamMu JaHHOTO COYMHEHUS
(OTCYTCTBYIOT POHIO, COHATHAs, ITUKINYE-
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ckas). Yueoruk dposoBa oxBarbiBaeT (hop-
MBI OT MEPUOJa IO POHIO BKIIOYUTEIHHO.
Haubonee momHo mHTEpECyoas HaC TeMa
packpsiBaeTcst B yueOHUKe OCTpOBCKON U
O®posioBoii. DaKTUYECKH 3/1€Ch XapakKTe-
PHU3YIOTCA BCE KIIACCUKO-POMAHTHYECKHE,
a TaKXe HEeKOTophle OapouHbie (HopMbI (Ba-
puanMu Ha HEW3MEHHBIM Oac, cTapuHHAas
TaHIeBaJIbHAs clouTa)’ (Tabuma 3).

Tab6auna 3. Coneprxanue TeMbl « My3bIKambHas GopMar
B yuebnmke S. E. Octposckoit u JI. A. @ponosoit

Temor u uzyuaemvie opmol

HnnrocmpamusHutii mamepuan

My3bIKaJIbHbIE TOCTPOEHHUS
MIePUOL;

OJIHOTOHAJIHBIN, MOIYJIUPYIOIIHH,
ITOBTOPHOTO U HETIOBTOPHOTO CTPOEHUS;
MIEpHO]] B KAY€CTBE TEMBI
1 (popMBI CaMOCTOSITEILHOTO IPOU3BE/ICHHS

Jlextunen P. «JleTka-enka,

Taitna M. «Xop 3eMiieenbleB» 13 OpaTopuu
«Bpemena rogay,

Momuapt B. A. «Tocka o BecHe»,
[locrakoruu . JI. I'aBoT,

[lomen ®@. Ipemomus mist poprenuano Ne 7

JByxyacTHas ¢popma
mpocTas AByX4acTHas hopma
(perrpu3Has u Ge3penpu3Has)

YaiikoBckuit I1. U. «CrapuHHas QpaHiry3ckasi eceHKay,
«HapmaHuk moém» u3 «JleTckoro ampoomar»

TpéxuacTHas popma
npoctas TpéxdactHas popma
(perrpu3Has u Ge3penpuszHas),
cnoxHas TpéxdyacTtHas hopma

Paxmannnos C. B. «MranssaHCcKas IOJIbKay,
[Tyman P. «Cmenbrit Hae3gHUK» U3 « ATbOOMA IS IOHOIIIECTBAY,
Yatikockuii [1. WM. Bansc u3 «JleTckoro anmpbomay

Bapuauuu
Ha 6acco 1 compaHo OCTHHATO,
KJIaCCHYECKHe (CTPOTHe),
poMaHTHYECKHE (CBOOOTHEIE),

bax N. C. ITaccakanus,

I'munka M. U. «Ilepcunckuii xop» u3 onepsl «Pycnan u Jlironmunay,
Morapt B. A. Conara JIs maxop, | gacts,

I'muaka M. U. «Kamapunckasp»

JIBOMHBIE
Ponpgo Caiina U. Conara Pe Maxxkop, Il gacTs,
poHIO I'muakxa M. W. Porno ®@aprada u3 onepsr «Pycnan u Jlroqmmmay

Huxiaunyeckue popmbl
BOKAJIBHBIN ITHKII,
WHCTPYMEHTAIBHBIN IHKIT
(CTOUTHBIN ¥ COHATHO-CUM()OHHYECKHIT)

Croura
raBaHa,
ranbsp/a,
KIIACCUYECKas TaHIIEBAIbHAs CIONTA

PaBens M. IlaBana,

Opeckobampan k. [anpsapaa,

I'eanens I, @. Crourta pe MHHOD
(Amnemanna, Kypanra, Capabanna, XXura)

ConatHO-cuMGpOHUYEeCKHIT TUKJT

Conara
KJIacCHYECKask COHATa

Taiinn M. Conara mu MUHOp

Ctpoenne coHaTHOI (GopMBbI

[eiie XK. «My3blKanpHas IIyTKa»

Cumdonust
KJlaccHuecKasi CHM(OHUS

Taiign . Cumponns Mu-Gemons Maxkop
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ITOT %e y4eOHUK, [10 HallleMy MHEHHIO,
BBITOJIHO OTJIMYAIOT XapakTep HU3JI0KECHUS
U 0TOOp HOTHBIX WiLTtocTpauui. [loxanyii,
KHUTY OcCTpoBCcko U DpoIOBOM MOKHO
CUMTaTh TAJIOHOM TOT0, KaK CIIO)KHAsI TEMa
MOXKET OBITh aJanTHpOBaHa sl HAYWHAIO-
niero My3bikaHnTa. brarogapsi ceoemy xaH-
PY, — OH 3asIBJICH B Ha3BaHUU «My3bIKanbHas
JUTEpaTypa B ONPEICICHHUIX U MYy3bIKajlb-
HBIX TpUMEpax», — MOCOOUE COENUHSET
cBoMcTBa cioBapss U xpecromaruu. Dop-
MYJIUPOBKH, JAHHBIE B YUCOHUKE, JIAKOHUY-
HBI U siCHBL. [IpuBenéM HEKOTOpbIE U3 HUX:
«IpennoxxeHne — OTHOCUTENbHO 3aKOHYEH-
HO€ MY3BIKAJIbBHOE TOCTPOEHHUE, COCTOSIIIEE
U3 JIBYX WJIH HECKOJNbKUX (Ppas»; «Ilepuox
— 00beAMHEHNE HECKOIBKUX TMPENIOKEeHUN
B O/IHO 3aKOHUYEHHOE NTOCTPOEHUEY; «Penpu-
3a — 3TO MOBTOPEHHE HAYAIbHON TEMbI WM
e€ 4acTu B KOHILIE NTpou3sBeAcHus»; «{ukiu-
YECKUH — 3HAYUT MHOTOYACTHBIN [5, c. 63,
68, 91]. MmmocTpaTuBHBIM MaTtepuail A0-
CTYIIEH JIETCKOMY BOCIPHUSATHIO, JAIOTCS T10-
HSITHBIE CXEMBI, O()OPMIICHUIO TEKCTa CBOM-
CTBEHHA HaIISTHOCTb.

B uenom, kaxmoe u3 o00CYyXIaeMbIX
nocoOuil UMeeT CBOM 0e3yCIIOBHBIE CHJIb-
Hble CTOpoHBI. Tak, yueOHux Pposona,
HAIMMCAHHBIN MEeIaroroM U KOMITIO3UTOPOM,
COCJIMHSIET TEOPETUUYECKHIl U MpaKThuye-
CKMIl MOJXOAbl B OCBOCHHM Marepuaa.
3aBeplIeHUEM BCEX TE€M 3/I€Ch CTAHOBSIT-
cs 3aJaHMsA Ha COYMHEHHE, 0000IarIme
MOJIydYEHHbIE TEOPETUUYECKUE CBEIEHUS.
Oco0eHHO MpUBIIEKATEIbHBIM B 3TON CBSI-
3U BBINISIAUT paszfien «Y4YuMcsi COYUHATH
BapuaIumy», oObACHSAIONINHN, KaK HaMucaTh
BapuallUd pa3HOro Tumna — (UryparmoH-
HBIC U J)KaHpOBHIe'’, a TaKkKe KaK BBICTPO-
UTh BapHAllMOHHBIA IUKJI B LEJIOM [8].
DTOT yuyeOHHUK MMEET 3JEKTPOHHYIO BEp-
CHI0, pa3MeIlIEHHYIO Ha caiiTe aBTopa, Ja-
IOIIYIO BO3MOKHOCTb YCJIBIIIATh BCE MY3bI-
KaibpHbIe TpuMepsl'!. Kaura OcoBUIKON 1
KazapuHOBOM COAEPKUT BHINIOJTHEHHBIN Ha

BBICOKOM YPOBHE LI€JIOCTHBIN aHanu3 «JleT-
ckoro ampooma» II. M. YaiikoBckoro [4].
B yueOnuxke [llopHHKOBON OOJIBIIMHCTBO
(¢hopM BNHCAHO B MHUPOKHUI UCTOPUUECKUMA
KOHTEKCT, MpPU 3TOM HKCIOJIb30BAH MEXK-
JTUCIUIUTMHAPHBIA TOAXOI — MHOTHUE TE€O-
pEeTUYECKHUE MOJOXKEHUS MOKAa3aHbl Yepe3
MPOBEJICHUE TTapaJliesield ¢ MPOU3BEICHUS-
MU U3 00JaCTH JUTEPATYpPHI (IEpUO, POH-
10, coHaTHasg (opma) WIM apXUTEKTYpPHI
(TpéxuactHas ¢popma) [10].

Ha ocHOBaHMM CKa3aHHOTO MOXET CJIO-
KUTHCS BIEYATICHHUE, YTO TE€MbI, CBS3aH-
HbIE C MY3BIKaJbHOU (POpMOI, TONHO H
0e3ynpeyHo MpEeICTABICHBl B yueOHHUKaX
0 My3bIKaJlbHOM JuTeparype. OmHako
3TO HE COBCEM TakK. B kaxkjoM u3 mocobuii
BHUMATEJbHBIN B3I OOHAPYXKHUT CBOIO
«ioxkky nérrs». Iloxanmyi, Oomnee Bce-
IO BOIIPOCOB BO3HUKAET IPHU 3HAKOMCTBE
¢ kHurou LLIopHUKOBOM, I1€ YUTATEIH CTAJI-
KHUBACTCS C IEJBIM PSAIOM HEKOPPEKTHBIX
(bOpMYITHPOBOK, MPOTHUBOpPEUALTUX OOIIIe-
MPUHSITHIM TEOpPETUYECKUM B3Msiiam. Ha-
MpUMEP, TIPU XaPAKTEPUCTHUKE CTPYKTYPbI
nepuoza, aprop numert: «Menonusi, Kak u
MBICJTh, COCTOHT U3 OTAEIbHBIX ¢pa3 <...>
Dpa3zvl CKIAOLIBAIOMCSL 8 MOMUBHL, MOMU-
8bl — 8 NPEONONCEHUsL, 08 NPEOTONCEHUS.
obpa3zyiom nepuod'* [tam xe, ¢. 132—133].
B 5TOM mocTpoeHuM 371€MEHTHI, JiexKalue
B OCHOBAHUU MY3BIKAJIbHOU CTPYKTYpBI —
MOTHBBHI U (h)pa3bl — aBTOpP yUEOHUKA MEHSI-
€T MECTaMHU.

PaccmarpuBas Bapuanuu Ha BbIAEpKaH-
HbIl Oac, [llopaukoBa 0600maer: «Popma
Bapualuii Ha basso ostinato Oblna ar00nMa
MHorumu kommosuropamu XVII u XVIII
BB. <...> OTy (OopMy B CTapUHHON MY3bI-
K€ 4acTO Ha3blBaJu Maccakaluei» [Tam
xke, ¢. 137]. Onnako, maccakajiusi — 3TO
B IIEPBYI0 OYEpENb XKaHPOBOE 00O3Haye-
Hue. [ToaToMy popma He MOKET Ha3bIBATh-
Cs )KaHPOM, 3TU MOHATHS B3aUMOCBSI3aHBI,
HO HE PAAONOJIOKEHBI. bosiee mpaBuibHON
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B 9TOM ciydae Obuta Obl (popMyITHpOBKA:
raccaKajuy HEPEIKO COUYMHSIIUCH B opMe
BapUaL.

Paznensl gyru umMeHyrOTCS B JIaHHOM
y4eOHHMKE MO aHAJOTUM C pa3fesiaMHu CoO-
HaThl — DKCIO3UIMsA, pa3paboTKa, pemnpusa
[Tam xe, c. 148—149]. Takoe ToaKOBaHUE,
CBOMCTBEHHOE COBETCKUM TpyJaM IO IO-
Tu(OHUU, B HACTOSIIEE BPEMs MPHU3HAHO
HeBepHbIM. Dyra Kak THUI KOMIIO3HUIIMU
COCTOSIaCh 3aJ0Jr0 0 KPUCTAIIU3ALNU
conarHoi ¢popmbl. CienoBarensHo, €€ pas-
JIeNIbl U XapakTepHOEe JJIsi HUX H3JI0KCHHE
— WHBIE, HEXelln B coHate. Yactu gyru —
cTporas U CBOOOJIHAsI — CTPOSITCA C OMOPO
Ha oOurue a1 Beex GyT (B IepBOi yacTu) U
WHANBUAYaJIbHbIE (BO BTOPOW 4YacTH) mpa-
BUJIA.

Camo xe onucaHue yCTpOWCTBA COHAT-
HOUM (opMBbI B ydeOHHUKE TAKOBO, UTO He-
CMOTpSI Ha CUJIbHBbIE CTOPOHBI (HarpuMmep,
M3JIOKeHUE (POpMBI CpaBHMBAETCSA C pas-
BUTHEM IbECHl B JpaMaTU4YECKOM Tearpe,
a €€ TeMbl — C JICUCTBYIOIIMMH JIUIAMU),
B IICJIOM OKa3bIBa€TCS HEyOeTUTEIHHBIM.
['maBHas mpobiema, Ha HaII B3IV, 3AKITIO-
4aeTcsd B TOM, YTO aBTOpP, OMUPAsCh MpHU
XapakTepucTUke (POpMBI Ha pacCcKaz-OIu-
CaHue, MEePEBOJIUT CYTh MY3bIKaIbHBIX MPO-
IIECCOB Ha S3BIK AIUTETOB U MeTadop, HE
CBA3BIBAs 00II[ee COCTOSIHUE, CBOMCTBEHHOE
paznenaMm (GopMbl, ¢ TEMHU MY3bIKaJIbHBIMU
CpelcTBaMu, Oyaromapsi KOTOPbIM 3TH CO-
CTOSIHUSI BOSHHUKAIOT.

Kax u3BectHo, coHarHas (opma — Be-
HEIl «3M0XHU rapMoHun». OyHIaMEHTOM €€
cTaja 0coOoro poja TOHaJIbHAS CTPYKTypa:
MOJIYJIAIIMOHHBIA (JBYXTOHAIBHBIN) 3KC-
IMO3ULIMOHHBIN pa3/iell, TOHAJIBHO HEYCTOM-
YUBbIM (HEMPECTAHHO MOJYJIUPYIOINIA)
pa3pabOTOYHBIN pa3en U OAHOTOHATIBHBIN
penpusHblii. OJIHAKO BC€ YHNOMUHAHUSA
0 TapMOHHMYECKOW mpupoae (opmbel B
TOM €€ H3JI0KEHUHU, KOTOpOE BCTpeuaem
y LllopHUKOBOM, AaHBl B CHATOM, MWHH-
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MHU3HpoBaHHOM Buze. [Ipo skcnosunuro
CKa3aHO, YTO TJIaBHAsg M MOOOYHAas TEMBI
B HEU «Kak Obl 83aumMO0eucmayom Mex-
oy co0Ol — XapaKTepoM, TOHAJbHOCTHIO»
[Tam ke, c. 151]. Ho Hu cinoBa He ckazaHO
O TOM, YTO 3KCIO3ULUS COEIUHSET pa3HbIE,
IIPY 3TOM HaXOJSIIHMECS B ONPEAEIEHHBIX
COOTHOUIEHUSAX TOHAJIBHOCTH, O TOM, YTO
CBA3aHbl OHM MyTEM Momyisiiuu. Paspa-
00TKa TOKa3zaHa KakK «pasfen Hauboiee
KOH(JIMKTHBINA, HAaUMEHEE YCTONYHUBBINY,
rJe TeMbl APOOSATCA, HE MMEIOT MOpslKa
B YePEOBAHHIH, «OOPIOTCS APYT C APYTOM.
OpHako ydacTHe TOHAJIBHOIO JABUKEHUS
B OTHX Mpolieccax Ja)xe He YIMOMHUHAETCs
[Tam xe]. Tonpko O MmocieAHEM paszjene
(GbopMBI CKa3aHO, YTO «BCE€ MY3bIKAJIbHbBIE
TEMbl B PENPU3E 38yUam 6 OCHOBHOU MO-
HanvbHocmuy [Tam ke, ¢. 152]. Ho nanHoe
3aKJII0YEHUE HE CTAaHOBUTCS 0000LIeHHEM
MPEANIECTBYIOIIUX XapaKTePUCTHUK, MPH-
MEpHO TaKUX: B HEM «HACTYIIUT paBHOBE-
CH€ U NMPHUIET MOKON», €€ TEMbI UCIIBITHI-
BalOT U3MEHEHUSI, BbI3BAHHbBIE COOBITUSMHU
pa3pabOTKU, OHU CTAaHYT OJUKE APYT APY-
ry [ram xe]”. Kak »xe oOcrout neno
C MpeJCTaBIeHUEM 3TON (GOPMBI B APYTrUX
MOCOOHUSIX, MOJO0OHO UIX NHaye?

B yuebnuke OctpoBckoii 1 dponoBoit
COHaTHasi (opMa packphiTa ropasio Moi-
Hee, YTO BHOBb MTO3BOJIIET CUUTATh ATY KHU-
I'y HEKMM o0pa3loM. ABTOpaMH 3aTparuBa-
€TCSl U CTPYKTYPHBIN (YCTPOIMCTBO KaXKI0TO
paszzena, ero GyHKIMHU, TOHAJIbHAS IPUPOJIA
¢bopmbl), 1 00pa3HO-CcONEPKATETBHBIN 1A~
Hbl. BoT, 15 mpumepa, uapopmanus, cBsi-
3aHHAsI C AKCIO3ULIMEN: COCTOUT U3 YEThI-
p€x TeMm (IIaBHOM, CBs3yIOIIEH, TOOOUHOM
Y 3aKJIFOYUTENBHOM ); 00pa3bl AByX Ba)KHBIX
W3 HUX — INIAaBHOW M MOOOYHOM — JIOIIOJTHSI-
0T JIpYT ApyTa WK POTUBOIIOCTABIISIOTCS;
IJlaBHasl — aKTHBHA, YHEPTrUYHA; MOOOYHAs
— MAr4e ¥ HareBHEH; IIaBHas 3BYYHUT B OC-
HOBHOM, a MoOOYHasi B JOMUHAHTOBOM WK
napajijieIbHOW TOHAJBHOCTSX; CBS3YHOILAs
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JIeJaeT TOHAJIBHBIA MEPEeX0o] MEXIy HUMU,
a 3aKITIOYHUTENbHAS 3aKPEIUIseT MOOOYHYIO
TOHaJILHOCTh. HO 4TO caMoe BaxHOE — Teo-
peTUYeCcKue MOJ0KEHUS MOAKPEIUICHBI MYy-
3BIKAJILHBIM 00Pa3IioM, IJI€ OHH MPEACTAIOT
B «OCSI3a€MOM» BUJIE.

Pa3znen, mocBsSMEHHBIA CTPOEHUIO CO-
HATHOU (pOPMBI, 3aBEpPIIACTCS BEChbMa OPH-
TMHAIBHBIM COYMHEHHEM — «My3bIKaIb-
HOM IIYTKOI» (PpaHIly3CKOTO KOMIIO3UTOPA
K. Weite [5, c. 105-110]. Ilseca umeer
MOKA3aTeJIbHbIN M0/13ar0JIOBOK: «XOpOoIune
peuenTsl COBEPUIEHHOIO COHATHUHIIUKA.
E€ HOTHBI TEKCT COIAEPKUT CIOBECHBIN
KOMMEHTapHil, OCTPOYMHO OOBSCHSIOIIMIMA
yCTpOMCTBO coHaTtHOW Qopmbl. Crnemys
«pEeuenTy», MOXHO BOCHPOU3BECTH 3Ty
dbopMy M TOOUTBHCS «COBEPIICHHON COHA-
Tei»'* (Tabmuma 4). B Tekcre «peuemnray
YUYCHHUK 0€3 Tpyla CMOXKET HAaWTHU OTpaxke-
HHUE BCEX paHEe MOJIyYEHHBIX TE€OpeTHYe-
CKUX CBEJICHMUIA.

Tabauna 4. ABTOpCcKHl KOMMEHTapuit
k nmeece JK. [lelie «My3bIkanabHast OTyTKa»

CpaBHeHue pa3lieoB psifa y4eOHUKOB,
OOpamEHHBIX K COHAaTHOM (opme, MPUBO-
JUT K 3aKOHOMEpHOMY Bompocy: «Kakxum
SI3BIKOM HYKHO MHUCaTh 0 (hopMe B MY3bIKE
st nereii?». Jlekcuka JaHHBIX HW3OAHUI
CJIOXWJIAach MOJ BO3JCUCTBUEM METOJOB,
HaNpaBJIEHHBIX Ha H300pa3UTEIbHOCTh U
ONMCaresIbHOCTh. Bceerma M oHu ymect-
HbI? OTBeT OyzeT cyry0o MoNI0KUTENbHbIM,
€CIIM peub UIET O Pa3bsICHEHUH Xapakrepa
My3bIKH, €€ 00pa3oB. J[ake MOKHO yTBep-
XKIaTh, 4TO TIPH «IepecKa3e» My3bIku 0e3
OMKCATEIbHOCTH HE 000UTUCH. TONBKO C €€
IIOMOILIBIO 3ByYaHHE TOI'O WJIM MHOIO IIPO-
W3BEACHUSI CTAHOBUTCS MOHATHBIM PEOEH-
Ky. Ho kak ObITh B citydae oOCykaeHUS 3a-
KOHOMEPHOCTEN yCTPOMCTBA TOM WIIM MHOU
MY3bIKAIbHOM KOHCTPYKIUU?

Kax n3BecTHO, ecnu onucarenbHas CTU-
JIMCTUKA BBIXOJUT 3a IIKOJIbHBIE CTEHBI, UC-
MIOJIB3YSICh B KOHCEPBATOPCKOM KJIACCE MIIU
B HAy4YHOU CTaThe€, OHA MOJBEPraeTcs Kpu-

Pazoenvt popmut Cnosechbitl KoMMeHmMaputi
IJIaBHAsI MapTHs CnepBa MuHyTa Ha pazmbinuieHne. [loexamm
He6ompmioit moBOpoOT B MapajuiedbHYI0 TOHATBHOCTE —
z CBSI3YIOIIAs TTAPTHS ecJn BaM yrogHo. Heckoibko raMM A7t BpeMSIIPETIPOBOXKICHUSL.
g Ho camoe rmaBHOe, He 3a0yAbTe OTIIPABUTHCA B IOMHHAHTY. ..
[se}
= . o
= K ouapoBarenbHOI BTOpOH Teme,
g 1o0oYHast HapTus
H KOTOPYIO HY’>KHO HT'PaTh CEPIUTO
HemHOXe4Ko BO/IBI, YTOOBI JOTUIBITH A0 JBOHHOM YEPTHI.
3aKIIIOYUTENbHAS TTAPTHUS
31ech OBTOPEHNE, KOTOPOTO HUKTO HE JeNacT
W HaunHaeM CHOBa — Ha 3TO pa3 B JOMUHAHTE.
pa3padoTka [Tporynku mo ToHaMBHOCTSM. MaleHbKHE BapHalny.
Bonbmast BupTyo3Hocts. Ho Korma aTo yxke HagoecT:
JlaBHO OXMIaemMas penpusa.
IJIaBHAs MapTHs
UToOBI MOCMOTPETH, XOPOIIIA JIM Y Bac JeBas pyka
a
o He 3a0yznpTe ouapoBaTenbHYIO BTOPYIO TEM
= 1moOoYHast mapTus Y P y py Y
= Ha 3TOT pa3 B OCHOBHOM TOHAJILHOCTH
-3
= Hewmnoro dandap st okoHuaHuS.
Kona Haucosepmenneimuii kagaHc.
Bor u Bcé!

185



G/ﬁ\

My3blkaAbHOe obGpa3oBaHUue

TUKE, UMCHYSCh PE3KO — «MY3JIUTEPaTyp-
mHay. [lymaercs, mpu pasroBope o Gpopme,
BEpPHEE O 3aKOHOMEPHOCTSX TE€X WM MHBIX
MY3BIKaJIbHBIX (POPM, ONMCAHUE TTOUTH HE-
M30€KHO TPEBPAIACTCS B «MY3JIUTEPATYP-
IAHY», JAXEe €CIU 3TOT Pa3roBOp BEAETCSH
¢ pe6énkom. O mpupoae GopMbl B IIKOJIE
ClIeZyeT TOBOPUTH 1O cymiecTBy. He Gosrcs
K€ yUUTEIs HadaIbHBIX KJIacCOB Ha ypOKax
PYCCKOTO s13bIKa pa3douparhb ¢ IETbMHU CTPO-
€HHE MPEAJIOKESHUN, TUIIBI TEKCTOB, MTPOU3-
BOUTH (poHETHUECKU pa30op cioB. Bot u
B MY3bIKE HEOOXOAMMO U3ydaTh TOHAIHHBIC
TUTaHBI, MOTUBHYIO CTPYKTYpPY, THITbI TeMa-
TUYECKOTO PA3BUTHS U T. 1., HE 3aMEHSS Ty
UH(POPMAIIHIO MHOTOCIOBHBIM OITMCAHUEM.

Coznanue IMIKOJBHOTO Y4yeOHMKa, pe-
cypca, MpHu MOMOIIU KOTOPOTO It peOEH-
Ka OTKPBIBAIOTCS JBEpHU B OONIBIION MWD,
O4YEeHb OTBETCTBEHHBIN mnporecc. K coxa-
JCHUIO, B COBPEMEHHOM MY3bIKaIHbHOM
00pa3oBaHUU OH HE BCEraa JOKHBIM 00-
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pa3oM KoHTposupyercs. Brimyckaembie
W3JIaHKus] HE TIOJBEpPraroTcs HeoOXOAUMOM
JKCIIEPTHOM OLIEHKE, 4YTO OTPULATEIBHO
CKa3bIBaeTCAd Ha MX KadecTBe. JlomycTum,
U3 Y4YEOHUKOB, AaHAJIM3UPYEMBIX BBHIIIIE,
B onHoM (aBTtopoB OctpoBckoir u dDpo-
JIOBOM) yKa3aHbl JBa KOMIIETEHTHBIX pe-
IIEH3CeHTa', Torma KaKk BO BTOPOM (aBTOpa
[IIopHuUKOBO#) OHULIHATBEHBIEC PELIEH3EHTHI
orcyTcTBylOT. [Ipu stom kuura Illophu-
KOBOW TMOJBb3yeTCs] OOJBIIMM CIPOCOM, B
2015 rony Beimuio e€ 23-¢ (!) uzganue TU-
paxkom B 5 000 sx3eMILISIpOB'®.

Her comHenui1, mpu nepBoM 3HaKOMCTBE
C TaKUM OOBbEMHBIM U MHOTOIIJIAHOBBIM SIB-
JICHUEM, Kak My3blKalibHasi (popma, Helb3s
YIOBaTh TOJBKO HA XOPOLIYI0 KHUTY. XOTs
OYEBUHO, €CIIN YUYEOHHUKH, JAIOUIUE OCHO-
By MOHATHUH O ¢opMme B My3blke, OyAyT J10-
CTOMHO CIIPaBIIATHCS CO CBOCH (DyHKIMEH,
Ka4eCTBO HAa4YaJIbHOTO MY3bIKaJIbHOIO 00pa-
30BaHUs OT 3TOTO TOJBKO BBHIUTPAET.

<S> TIPUMEYAHUA <>

! Cpenu npyrux 3HAYCHUH, BBIICISCMBIX
Y4EHBIM: OJIMH M3 Pa3JesioB MPUKIATHOU My-
3bIKAaJIbHO-TEOPETUUECKON  Hayku  (BMecTe
C TapMOHHMEN M KOHTPAIYHKTOM); MY3bIKaJlb-
HOE BOILIOILIEHUE COJepKaHus (LIeJI0CTHAs Op-
raHU3aLys 3JIEMEHTOB MY3bIKH); TUIT KOMIIO3U-
LIUH, ONPEAECTAEHHBIA KOMITO3UIIMOHHBIN IJIaH;
YCTPOUCTBO OTAENBbHOTO counHeHus. [loapoo-
Hee cM.: Xononos lO. H. Beenenue B My3bl-
kanbHyto ¢popmy. M.: MI'K um. I1. U. Yaiikos-
ckoro, 2006. C. 270.

2 A. U. Jlarytun (1928-2008) — my3bIKO-
BEJl, IIeIaror, OOIIEeCTBEHHEIN neaTellh. BMe-
cte ¢ O. CMUPHOBON COCTaBMUJI MpOrpamMmy
Kypca MY3bIKaJIbHOW JUTEpaTyphl IJs JEeT-
CKHMX MY3bIKaJIbHBIX KO (1962). CoBMecTHO
¢ B. H. BraguMupoBbeiM onyOiuKoBan y4eOHUK
U XpEeCTOMAaTHIO IO MY3bIKaJIbHOM JHUTEpaType
JUISL IETCKUX MY3bIKaJIbHBIX ILIKOJI.

3 Cwm.: Jlarytun A. U. Tlpumepnas mpo-
rpaMMa M METOAMYECKHE PEKOMEHJALUU 110
yueOHoM nucnuminae «My3blkaabHas TuTepa-
typa». M.: Ilpocemenue, 2002. 81 c.

4 Cm.: Bnagumupos B., Jlarytun A. My-
3bIKajbHas Juteparypa ast IV knacca JJMILL
N3zn. 9-e. M.: My3sika, 1986. 159 c.

> E. b. JlucsHckas — My3bIKOBE, Iea-
TOI, 3aCily’KeHHbIN yunutens PO, Oonee copoka
neT paboTana B JETCKON MY3bIKaJbHOW IIKOJIE
No 2 umenu U. O. [lynaesckoro (Mockga). CM.:
Jlucsuckas E. b. My3bikanbHast auTeparypa:
Meronuueckoe nocooue. M.: Pocman-Ilpecc,
2001. 80 c.

6 Pabouast JONOJHUTENIbHAS  MPEAIPO-
(deccruonanbHas 00MIe00pa30BaTEIbHAS TIPO-
rpaMMa B 00JacTH MY3BIKaJIbHOTO MCKYCCTBA,
COCTaBJICHHAs! B COOTBETCTBUU C (heaepasbHbI-
MU TOCYJIapCTBEHHbIMHU cTaHgapramu (2012),
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penIaMeHTUpyloniass B HAaCTOSIIMA MOMEHT
IIPENOlaBaHue  MY3BIKAJIbHOM  JIMTEpaTypbl
B JIMIII, no cBoeMy coaep:KaHUI0 BO MHOI'OM
Bo3Bpalaercsa k nporpamme A. M. Jlaryruna.
Ona Taxke NPUACPKHUBACTCS XPOHOJIOTHYE-
CKOTO NIPHUHLHMIIA, NPU 3TOM BCE OdTalbl pac-
KpBITHI OoJsiee obcroarensHo. Ha mepBom rogy
o0y4yeHusi 3/1ech OTCYTCTBYET CIelHaIbHas
TeMa «My3bIKaJbHasg (opMay», XOTs B 3ajadax
OporpaMMbl SICHO 0003HayeHa yCTaHOBKAa Ha
u3yyeHHue My3blkasibHOW Gopmbl. CM.: [Ipoekt
IPUMEPHOM MPOrpaMMBI 110 yUeOHOMY ITpeMe-
Ty My3bIKaJbHas auTeparypa. M., 2012. 71 c.

7 ABTOp 9TOro y4eOHHMKa MpeuiaraeT usy-
4aTh MaTepuall, KOTOPbIi B Kypce My3bIKaJIbHON
JUTEPATYpbl OOBIYHO OCBAMBAETCS 3a MEPBBIN
rojl 00yueHusl, B TEYEHUE JIBYX JIET — B TPEThEM
U 4eTBEPTOM KJtaccax (IIpHU ceMusIeTHeM o0yde-
HUN).

8 B yueOnuke M. [HIOpHHKOBO# IAHUPO-
BaHUE OPraHM30BAHO HE II0 TEMaM, HO IO 3a-
HATUSAM. My3bIKaqbHONH (OpMe MOCBSILEHbBI
[IATh 3aHATUH.

? TIomoOHBIN KpyT MY3bIKaIbHBIX (OPM I10-
ka3zaH u B yueOHuke M. U. IllopHukoBo#, HO
B HEM IIPUBOJUTCS rOPa3/io MEHbBILE IPUMEPOB
JUISL WIUTIOCTpPAllMM TEOPETHUYECKUX IIOJ0XKE-
HUU.

1 OOBeKTOM BapbHPOBAHHMS BBICTYIIACT TEMa
PYCCKOM HAapoAHON NEeCHU «AX, BbI, CEHU),
nocie cepur (pUrypalMOHHBIX Bapualuil OHa
NIPEACTABIIEHA B BUJIE MTOJIbKY, Mapllla, BajIbCa.

"Cm.:  URL:  http://froland.ru/lyceum/
muslit/man4 0.html. DOnekrponnas Bepcus
UMEET CBOM OYEBM/IHBIC IIIIOCHI: YIOOHYIO Ha-
BUTALIMIO, IToccapuil. B pazpaboTke HaxoauTcs
pasznen «llepconanum».

123neck 1 ganee B IUTaTaXx KypcHB MOM. —
U K.

3 KpoMe TOro, B TEKCTE y4eOHHKA OTCYT-
CTBYET CXeMa COHaTHOM ()OPMBI; aBTOP IMOJIb3Y-
€TCsl OJJHOBPEMEHHO TePMHUHAMH «TeMma» (IJis
[JIaBHOW ¥ TOOOYHOM) U «mapTus» (A CBSI3y-

IOLIIei ), HO HUKAK He MOSCHSET, B YEM 3aKJIroya-
1oTcs ux otinyus [10].

14 OTKpBIBAOIIKIICS U1 HAC B 3TOM OIyCe
«KYJIMHapHBI» IOIXOJ K COYMHEHHUIO MY3bl-
KM ObUI XapaKTepeH IJIsi TEOPUU M MPAKTUKU
xoHa XVIII — gauyana XIX BB. CM. 00 3TOM
noapo6Ho: Xonomnos 0. H., Kupunnuna JI. B.,
Kioperan T. C., JIspkoB I. 1., [locnienona P. JI.,
Ilenosa B. C. My3bIkaibHO-TEOPETHUECKHUE
CHCTEMBI: YUEOHMK JIUIsl TEOPETHUECKUX U KOM-
MIO3UTOPCKUX OTACJICHUH KOHcepBaropuil. M.:
Komnozurop, 2006. 632 c.

" Dro H. A. OrapkoBa — KaHAUAAT UCKYC-
CTBOBEJICHUS, CTapLIMN HAy4YHbId COTPYOHHK
CeKTopa My3bIKH POCCHIMCKOTO WHCTHTYTa
ucropuu uckyccts u T. A. bapsbliieBa — kaHau-
JiaT TICUXOJIOTUYECKUX HAyK, JAOLEHT, 3aBEly-
fomast kadeapoi 3CTETHYECKOro BOCHUTAHUS
Poccuiickoro rocynapcTBEHHOro IeAaroruye-
ckoro yHuBepcutera uMeHu A. 1. I'epuena.

' U3narenbcTBOM «Denukcy (PoctoB-Ha-
Hony) kpome kuur M. W. I1lopHUKOBO# BBIITY-
cKaeTcs eué OIMH «MY3JIUTEpaTypHbIid OecT-
ceiep» (x 2015 romy oH BbLaEpKad IIECThb
Iepeusiaiui, nocieaHee — TupaxkoM B 2 500
9K3EMIUIPOB), TAK)KE HE PELEH3MPOBAHHBIN
U UMEIOIIUN B paslese, CBI3aHHOM C MYy3bl-
KaJbHOH (OpPMOIi, aHANOTHYHBIE HPOOIEMBI.
Ot10 «My3blKanbHas JIMTepaTypa B TaOnuuax:
nosHbIi Kype o0yuenus» 1. A. CopokoTsruHa.
3neck Mbl IpouTéM, Hanpumep: «TpéxuacTHas
¢bopma cocTout u3 TpEX pasnenoB. HauanvbHulii
9nU300 6 KOHYe, Nocie KOHMPACMHO20 eMy
cpeonezo snusooa, nosmopsiemca» (7, c. 39].
Wnu: «PoHno — crosrcnasn mysvikanonas ghopma,
B KOTOPOM MHOTOKPAaTHO MOBTOPSIETCS IIaBHAs
TeMa, Ha3bIBaIOLIascs pepeHoM, KOTOpBIH ye-
penyercs ¢ omauuarowumuca opye om opyea
snu3onaMu. Popmyny poHoo MOXKHO OTOOpa-
3uTh B Buje cxembl: A-B—A-C—-A. byksoit A
obo3Havaercs pedpen, OykBamu B u C — no-
smopswwuecs 3nu300v1» [Tam xe|. Kommenra-
PUU U3JIMILIHY.
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«l'opa 30m10Tas...»

®enop [1aBnoB U ero Bpems.
Yebokcapsr:

Uygamickoe KH. u3a-Bo, 2016.
399 c.: mi. (3ameuaTesbHbIC
moan YyBarmmmn)

ISBN 978-5-7670-2565-7

Knura o )x13HM 1 MHOTOIpaHHOM TBOp-
yectBe @. II. IlaBnora (1892-1931), on-
HOTO M3 CaMbIX TaJIAHTJIUBBIX TBOPUYECKUX
neareneil YyBaliuum CBOEr0 BPEMEHHU, 3a-
BEpIIAeT JOKYMEHTAJIbHYIO TPUJIOTHIO 00
OCHOBOIIOJIO)KHUKAaX COBPEMEHHOIO 4y-
BAaIlICKOTO MY3bIKAJIBHOTO MCKyccTBa. Lle-
7pi0 U cMmbiciaoM pabotsl @. I1. IlaBnosa
OBLJIO CO3/1aHME HAIIMOHAJIBHOTO HCKYC-
CTBa BOCTPEOOBAHHOTO HApOJAOM M TMpPH-
3HaHHOTO B Oonbmiom mupe. [Ipenpiaymue
JIB€ MOHOTpaduu aBTOpP MOCBITHII €r0 CO-
BpemMeHHUKaM C. M. MakcuMOBY, a Takxke
B. I1. Bopo6séBy u I'. B. BopoObéBy.

N3nanue wuttoctpupoBano gororpadu-
SIMU U HOTHBIMH IIpUMEpaMu. AJpecyeTcs
KaK CHEHUaIUuCTaM 10 HCTOPUM XyIO0XKe-
CTBEHHOU KYJBTYPBI, TaK U IIUPOKOMY KpY-
Ty YhTaTesen.

Kondratyev Mikhail G.

“Golden Mountain ...”

Feodor Pavlov and His Time.
Cheboksary:

Chuvash Publishing House, 2016.
399 p.: ill. (Remarkable People
of Chuvashia)

ISBN 978-5-7670-2565-7

The book about the life and multifaceted
work of Feodor Pavlov (1892-1931),
one of the most talented creative figures
of Chuvashia of his time, completes the
documentary trilogy about the founders of
modern Chuvash musical art. The purpose
and meaning of the work of Feodor Pavlov
was to create a national art which would be
on demand by the people and acknowledged
throughout the rest of the world. The author
has devoted the previous two monographs
to his contemporaries Stepan Maksimov,
as well as Vasily Vorobiev and Gennady
Vorobiev.

The publication is illustrated with
photographs and musical examples. It is
addressed both to specialists in the history
of artistic culture and to a wide circle of
readers.
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