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About the Theory of National Music: Towards a Methodology
of Comparative Study of Musical and Poetic Folklore Systems

The study of folk music in each culture, according to Kliment Kvitka, passes through several
stages: from the initial stage of collecting folk songs to the emergence of a “theory of national
music” and an overcoming of the stereotypes of an “all-triumphant contemporary musical theory
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and practice.” In this type of theory Boris Asafiev highlighted the following aims: 1. A scholarly
substantiation of the bases of folk songs; 2. Indications of its dissimilarities with the songs
of other peoples; 3. The study of “the process of its evolution.” The process of formation of
theories of national music took place during the entire 20th century in Russian music theory,
including the Near-Volga region, where the most large-numbered of all of Russia’s non-Slavic
peoples are concentrated. For the sake of discussing the issues of methodology of disclosing the
dissimilarities of the music of this culture from the music of other people’s we have chosen as
an example the structural-typological features of the musical-poetical systems of two Finnish-
language peoples of the Near-Volga region — the Mari and the Mordvins. A comparison of their
musical-poetic systems shows that from the perspective of their song cultures they represent two
distinctly different musical worlds, differing, so to speak, on a civilizational level. The features
of the examined musical-poetic systems are stipulated by their historically formed intercultural
dialogue.

Keywords: stages of studying folk music, theory of national music, structural and typological
traits of national music, musical-poetic systems, Finnish language peoples of the Near-Volga

Region.

€TOJOJIOTHIO TEOPETUYECKOTO

OIIMCAaHUs HAPOAHOW MY3BIKU TON

WM WHOW HAlMOHAIBHOM KYJb-
Typbl ¢ Y4€TOM cHernuUIHOCTH TpeaMe-
Ta MY3BIKOBEJICHHE Hadajo pa3padarbiBaTh
¢ XIX Beka. B oreuecTBEHHOM MY3BIKOBE-
JICHUU BOMPOC O HEOOXOTUMOCTH «HAyY-
HOTO 00OCHOBAHHSI OCHOB PYCCKOM MECHH,
€€ OmINYNA OT MECEH APYTUX HAPOAHOCTEN
U xofa e€ pa3BUTUS» ObUl cPOpMYITHPO-
BaH b. B. AcadobeBbiM (TOrga mucaBIIUM
nox micepnonuMom Urops Iie6oB) Oosee
cTa JeT ToMy Ha3zan [2, ¢. 9], a 10 Hero Ha
3Ty TEMY BBICKA3bIBAJINCh MHOTHE H3BECT-
Hble My3bIKaHThl XIX Beka — A. @. JIbBOB,
B. ®@. Opnoesckuid, A. H. Cepos, II. II. Co-
KaJIbCKUI. Bce OHM Npu3bIBAIIM K TEOpe-
THUYECKOMY H3YyYECHUIO HAPOJHOM PYCCKOU
necHd. OTMETHM, 4TO KO BPEMEHH IIpHBE-
néuHoro BeIckasbiBaHus b. B. AcadneBa
YK€ CYILECTBOBAJIO HEMAJIO ONHCAHUM Ha-
POIHON MY3BIKM — PYCCKOW M HEKOTOPBIX
Ipyrux HaponoB Poccuum — KynbTyposoru-
YECKOro xapakrepa (Kak OJHOIO0 M3 KOM-
IIOHEHTOB JTAHHOW 3THUYECKOW KYJIBTYpHI,
TaKue OINUCAHUS MPEKPACHO JAeNIalid 3THO-
rpadbl) U 5CTETHYECKHUX (KaK 4acTH HALUO-

HAJIBHOW XYHNOKECTBEHHOW KYJIBTYyphl —
B OCJUIETPUCTUKE H TIO0I3HUH).

Ho «nayuynoro o0OCHOBaHHSI OCHOBY,
TO €CTh TEOPETUYECKOTO0 OMUCAHUSA CTOJIb
cnenuuYecKoro MpeaMera, OTIUYHOTO OT
YK€ CJIOKUBIIMXCS TEOPETHUUECKUX IIpeli-
CTaBJICHHI 00 OCHOBax 3amaJHOEBpOINEii-
CKOWM KOMITIO3UTOPCKOM MY3BIKH, BCE €I
HegocTaBaJio. bamkaWImmM OTBETOM Ha
Bompoc, nocrasieHHblil b. B. AcadneBbim,
sBustack kaura A. J[. Kacransckoro «Oco-
OCHHOCTH HAPOJHO-PYCCKOW MY3bIKaJb-
HOW CHUCTEMBbI», TosiBUBIIAsACS B 1923 roxy.
Bwmecte ¢ Tem, ¢ 1920-x romoB Bc€ OTYET-
JUBEE 3a3Byyall BOIPOC O MY3bIKAJIbHBIX
(My3bIKaTbHO-TIOATUYECKUX) CHUCTEMax |
npyrux HaposoB Coserckoro Coro3a. [Ipen-
CTaBJIEHHUE O CAaMOM Haualie 3TOro mpolecca
B 1920-¢ rosibl MOXXHO MOTYUUTb, HAPUMED,
0 TAaHHBIM O MY3BIKAIHHO-(DOJTBKIOPUCTH-
YECKOM JesATeNbHOCTH [0CynapCTBEHHOIO
WHCTUTYTa MY3bIKaJIbHOMN HAyKH, IJIe U3y4a-
JIUCh MaTepHUalibl IO YETHIPEM KYJIbTypaM —
BEJIMKOPYCCKOM, YKpPAaUHCKOM, OeI0pyCCKOit
Y IPY3UHCKOM HapoJHOi necHe [16, c. 122].
A B Havane 1940-x rogoB mo 3ToMy MOBO-
ny K. B. KButka ormeTui, 4to «MCTOPUKO-
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rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

TEOPETUYECKOE MCCIIEIOBAHUE HAPOIHOU
MY3bIKH NPOJABUTAETCS CIMILKOM MEIJIEH-
HO» [8, ¢. 20]. Bynyun mmpoKo MbICIAIUM
TEOPETUKOM, OH JIep>KaJl B IIOJI€ 3PEHUS Jie-
CSATKH MY3bIKaJIbHBIX KYJIbTYp Mupa. KButka
oOparan ocoboe BHUMaHHE Ha HEOOXOIH-
MOCTb YK€ NP 3alUCH HAPOJAHOU MY3BIKH
MIPEONI0SIeBaTh CTEPEOTHUIIBI «BCEMOOEKIa-
01N COBPEMEHHOM [TO €CTh EBPOIIENUCKOIA,
HUBEJIHUPYIOUIEl CcaMOOBITHBIE CBOWCTBA
donbkiopa. — M. K.] My3bIKaTbHOM TeOpHUH
U NpaKkTUKH <...> Takoe nonoxeHue naena
XapaKTepHO AJI1 HayalbHOW CTaJuu COOH-
paHusl B pa3IMYHbIX OONACTSIX; 3Ta CTAIMs
MIPOJIOJKAETCS A0 TEX IOP, MOKAa HE IOSIB-
JISIFOTCS] TEOPUU HAIIMOHAIBHON MY3bIKH, HO
U TI0CJIe TOTO HE OOpBIBAETCS COBEPIICH-
HO — OCTArOTCsI COOMpPATENN, HECTIOCOOHBIE
IOCTUTHYTh 3TH TEOPUH WIH CKENTUYECKHU
K HUM HacTpoeHHbIe» [8, c. 33].

KnroueBoii B Tekcte KButku npencras-
asieTcst ppa3a o MOSABICHUU meoputi Hayuo-
HanvHou My3viku. [logpasymeBaeTcs craaus
ITO3HAHUS TOM WJIM UHOM KyJBTYpBI Ha OC-
HOBE METO/IOB, U3BJIEKAEMBIX, COITIACHO U3-
BeCTHOMY Ipu3biBy B. @. Onoesckoro, «u3
CaMbIX HAaIlEBOB, KAK OHHU €CTb», «HE MYJIp-
CTBYs TyKaBo» (IUT. To: [15, ¢. 91]). Takum
o0pa3oM, eciii BEpHYThCS K aca(beBCKOM
dbopmynupoBke, (popMmupoBaHUE ~Ccamoi
TEOpUU HAIMOHAJBLHOM MY3bIKH, TpeOyeT
B KOKJIOM KYJIBTYypE:

— 60-nepsvix, HAydyHOro O00O0CHOBAHUS
OCHOB HapOJHOM IECHU;

— 80-6MOpbIX, BBISABICHUS €€ OTIUYUN
OT IIECEH APYIUX HAPOIHOCTEH;

— 6-mpembvux, WU3y4YCHHUs] HUCTOPUH H
HBOJIIOIIMM HAPOJIHOM MecHU («xoja e€ pas-
BUTHS»).

Co3nmaBas CBOM TI€CHM Ha TPOTSIKE-
HUM CTOJIETHH, a, MOXKET — B 3aBUCUMOCTHU
OT apXauvyHOCTU HCTOKOB JAHHOTO aHpa
— W THICSYENICTUM, KaXKJbIH HapoJ BbIpa-
0aTbIBaCT COOCTBEHHBIH MY3BIKAJIBHBIN U
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MOATUYECKUI cTuiib. B mombiTkax ¢opma-
JU30BaTh CTPYKTYpPY ATHHUUYECKOTO (Ha BbI-
COKHX CTaAusIX COLMAIBHOTO Pa3BUTHUS IT-
HOCa — HAIIMOHAJILHOTO) CTUJISI MBI TOBOPUM
O TPaaAUIMOHHOW MY3bIKATbHO-NOIMUYE-
CKOU cucmeme JNAaHHOTO Hapoja. JDTO KOM-
TUIEKCHOE TOHSTHE BKIIIOYAaeT B cels dJe-
MEHTBI MY3BIKAJIbHOTO sI3bIKa (B UX YHUCIIE:
3BYKOBas, JIaJl0Bas, PUTMHYECKasl, MEJO-
nudeckasi, TeMOpoBasi («3ByKOHJIEa») CH-
CTEMBbI, KOMIO3UIIMOHHBIE (DOPMBI, a TAKXKe
CUCTEMa BEpPTHKAJbHON OpraHu3alMH, TO
€CTb My3bIKallbHblEe ckiaabl). Hempemen-
HBIM KOMITOHEHTOM CHCTE€Mbl B IMECEHHOUN
KyJIbType SBISIOTCS Takke BepOalbHbIC
CTPYKTYPBI: CTPOKH, CTPOdBI, a TAKKE CIO-
KETUKA U TMOATHUKA. My3bIKAIBHO-TIO3TH-
YyecKas CHUCTeMa CTPYKTYpUPYETCS TaKkKe
CUCTEMOM TMECEHHBIX XAHPOB, OINpeesie-
MOI My3bIKalbHBIM OBITOM, OOpSIOBON U
MIpa3JHUYHOMN XKU3HBIO Hapoaa. Hammuunem
BEepOAJIbHBIX KOMIIOHEHTOB M KaHPOBBIX
KOppemsun MY3bIKAJIbHO-TTOATHYECKAsI
CHUCTeMa OTJIMYAeTCsl OT pa3zpabarbIBaeMo-
ro B TEOPETUUYECKOM MY3BIKO3HAHUU MOHS-
TUST MY3BIKQIBHOTO s3bIKa. COOTHOILIEHUE
HA3BaHHBIX KOMIIOHEHTOB, COOCTBEHHO, U
oTpeielisieT OCHOBHBIE CBOMCTBA M OCOOCH-
HOCTH Ka)J0M JTAaHHOW HApOJHO-IIECEHHOU
KYJIBTYPHI.

N3BeCTHO, UTO YCTHBIE MY3BIKAJIbHO-
MOATUYECKUE CUCTEMBI SBOIIOLUOHUPYIOT,
10 CPaBHEHHIO C MPO(ecCHOHATHEHO-TTUCH-
MEHHBIMH, KpaiiHe MeJUieHHO. B TeueHue
CTOJIETUH OHM HAXOJATCS B MEXKYJIBTYp-
HOM JIMAJIOTe C aHAJIOTUYHBIMHU CUCTEMaMU
JIPYTHUX, KaK POJCTBEHHBIX MO KAKUM-JIHOO
MIPU3HAKaM, TaK U MPOCTO COCEMASIINX, Ha-
POJIOB — HA YTO BIHUAIOT MEXKITHUUECKHE
TEePPUTOPUATIEHO-TeOTrpaPUUeCcCKue KOHTAK-
Tbl U KOHOMHUKO-TIOJUTUYECKUE YCIOBUS
COCYILIECTBOBAHUS.

[Ipouecc popmupoBaHus TEOpHUil HALIHO-
HaJbHOM MY3bIKM HaponoB Poccum mén
Bech XX Bek, B ToM uucjie B IloBomxbe,
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IJI€ COCPEJOTOYEHBbl KpYINHEWIINe U3 He-
CIIaBSIHCKHMX HaponoB Hamlero OredecTsa,
Cped KOTOPBIX MO MPHU3HAKY S3BIKOBOTO
pOZICTBA TPHUHSATO BBIACIATh TIOPKOSI3bIU-
Hble U (uHHOs3bIUHBIE. [IpakTHyecku Bce
U3 HUX K KOHIy XX BeKa y)Xe UMenu boee
WM MEHee TIIyOOoKo pa3paboTaHHBIE OMKcCa-
HUSl CBOMX MY3BIKAJIbHO-IIOATUYECKUX CH-
crteM. Yamie Bcero HayyHoe OOOCHOBaHHE
OCHOB HApOJHOW IMECHU OrPAHUYMBAIOCH
nepBoi M3 0003HAYEHHBIX CTAAUN: OMH-
CaHUEM DJIEMEHTOB MY3bIKAJIbHOTO W I03-
TUYECKOTO S3bIKa B KaHPOBOM KOHTEKCTE,
BBISIBJISIEMBIX B COOPAaHHOM U OMTYOJIMKOBaH-
HOM Marepualie KaxXJI0M KylbTypbl. MeHee
MOJIIABAJIOCHh HCCIICJOBAHUIO BBISIBICHUE
«OTIIMYUU OT MECEH JIPYTUX HAPOAHOCTEWN»
(BTOopast cragus (OPMHUPOBAHUS «TEOPUU
HaIlMOHAJILHON MY3bIKU») — HOO JIsI 3TOTO
TpeOOBaJICs CPAaBHUTEIBHBIN aHATN3 BBISB-
JIEHHBIX U ONHCAHHBIX AIEMEHTOB JAHHOU
CUCTEMBl C aHAJOTUYHBIMU 3IIEMEHTAMHU
MY3bIKAJIbHO-ITIOATUYECKUX CHUCTEM COCe-
JSIIMX U POJICTBEHHBIX HAPOAOB. YMECTHO
HarnmoMHUTh MbIcb b. H. Ilytunosa o «mo-
BBIIIEHHON METOJ0JIOTMYECKON U TEOPETH-
YECKOM HamNpsyKEHHOCTUY» CPABHUTENIBHO-
HUCTOPUUYECKOTO M3yueHus Qompkiopa [14,
c. 7]. Ha ato mocsirany HEMHOTHE UCCIENI0-
BaTEJH.

OO0 n3yueHum «xofa e€ pazBUTus» (Tpe-
Thsl CTAJUs1) TIOKA PeUb MPAKTUYECKU HE 3a-
BOJWJIACh, IIOCKOJIBKY K BOIIPOCAaM HMCTOpH-
YeCKOI DBOJIIOIIMU TOW WJIM WHOM CUCTEMEI
MOYKHO MOJIOMTH TOJBKO IOCIIE TEOpeTHYe-
CKOI'O ITO3HAHUsI CBOMCTB JAHHOW U JPYTHUX
CHCTEM B XOJI€ UX MEKKYJIBTYPHOI'O AUaJIora.

Ucxons u3 peanuii pa3BUTHS COBPEMEH-
HOM OTEYECTBEHHOH 3THOMY3BIKOJIOIHH,
HauOosee aKTyaJbHOM CErojHs IMpeacTaB-
JseTCs BTOpas CTaausl CPaBHUTEIBHOIO
usyuenus. s obcyxaenus npobnem me-
TOJOJIOTUN B Ka4€CTBE NMPUMEpPAa HaMHU BblI-
OpaHbl CTPYKTYpPHO-TUIIOJIOTMYECKUE CBOI-
CTBA MY3BIKAJIbHO-TIO3TUYECKUX CHCTEM
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IBYX (PMHHOS3BIYHBIX HApoaoB [1oBOMKbS —
MapHiilieB U MOPABBI. BIM3K0 poaCcTBEHHBIE
C TOYKHM 3pEHHUsl JIMHI'BUCTHUYECKON IeHea-
JIOTHH, HO Pa3[eNEeHHBIE B TeOrpauieckoM
MPOCTPAHCTBE, OHU HE HMMENIHU HEemoCpe.-
CTBEHHOIO0 MEXKYJIbTYPHOIO JHajora Kak
MUHHUMYM TBICSIYENIETUE, U UX MY3bIKaJlb-
HO-TIOTUYECKHE CUCTEMBI (POPMHUPOBATHCH
aBTOHOMHO JpyT OT Jpyra U B KOHTAaKTe
C UHBIMU KYJIBTypaMH.

Teopuss HaIMOHAIBHOW MY3BIKM Ma-
puiilieB cylecTByeT Onaromapsi Tpyaam
cobupareneit u uccnenopareneir XX Beka,
B 4HCJIE€ KOTOPBIX CJIEAyeT BCIIOMHHTb
B. M. Bacwibena, A. A. Dummas, K. A. Cmup-
HoBa, /[. M. KynemeroBa, O. K. Eropogy,
O. M. I'epacumoBa. B komniexce my3oi-
KalbHO20 53bIKA WU3YUYEHbI SJIEMEHTHI MY-
3BIKAJIBHOTO SI3bIKA:

— JIaJioBasi cUCTeMa — MEHTAaTOHHasl, B
TOM YHCJI€ U3BECTEH crenupuyecKkuit cép-
HYPCKUH 3BYKODPSI, NPEACTABISAIOIINAN Te-
MUTOHHYO ITE€HTAaTOHHKY;

— MY3BIKQJIbHBIN CKJIa/l OTHOTOJIOCHBIMH,
reTepo(OHHBIN;

— KOMITO3UIIMOHHBIE (OPMBI CTpOhUI-
HbI, pacIpoCTpaHeHbl B€ (HOPMBI CTPOKU
— 7—8-CIIOTOBbIE KBAaHTUTAaTUBHBIE YETHI-
péxbsaueiikoBbie U 9—11-cioroBrie KBaHTH-
TaTUBHbIE NATUSYEHKOBBIE (Y BOCTOYHBIX
MapHiIeB);

— J1J1 MapHiCKOM MEeCHU 0c000 Xapak-
TepHa 8-CTpouHas cTpoda ¢ TpaHCTIO3UIUE
MIEPBOTO YETHIPEXCTPOUUS HA KBUHTY BHU3/
KBAPTY BBEPX: ABCD + ABCDJs + (ABCD + ABCDY';

— PUTMHUYECKHE CTPYKTYpbl IpPEICTaB-
JSFOT KBAaHTUTAaTUBHOCTH BOJITO-YPaJIbCKO-
IO TUIIA;

— OCOOEHHOCTBIO PUTMHKH  MapHii-
CKUX TIECEH SIBJISIETCS TOHKAas I€Tallu3Upo-
BaHHOCTb JOJTOTHBIX OTHOILLEHUN BHYTpPH
PaBHBIX ApPYr ApYyry MO MPOTSKEHHOCTH
YeTHIPEXBPEMEHHBIX (UCKIIIOUEHUsI — B Ka-

NEHIUAX) PUTMHUUECKUX sUeeK (Ipumep
Ne 1112, c. 436, Ne 61]).
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«31 menenpIbIK. . .»
(Mmapwuiickast)

ITpumep Ne 1

KY - Dbl — MeM. ke

9p-Ta - Jan

—3— —3—
X

-1 N—T
i
~  #

ca - FbIM

PutMuueckas cxema nmpuBenEHHOM ue-
THIPEXCTPOUHOUN CTpO(dBI (B cXeMe HHACKC
«» — npobIeHue, «*» — CIUSHUE PUTMUYC-
CKHX EIUHUIL):

(A) 447/ 44
(B) 44 / 45¢
(C) 447/ 424
(D) 474 / 48°

B sepbanvnom xomnnexce wmapuiickoi
CHUCTEMBI XapaKTEPHBI JBA OCHOBHBIX THIIA
CIOKETUKH. [IepBbIil — MEepednCInuTENIbHOTO
WJIM HAHW3BIBAIOIIETO THUIIA, OMM3KHM ado-
PHUCTHKE, HO HE NEPEXONAIIUI B MTOBECTBO-
BaTEJIbHOCTD «JIMHEMHOro» Trma. Hampumep
[12, c. 14-15, Ne 24; u3 neceH-pazgymuit /
MYpO-IIOHKaJIbIMAIII JIyTOBBIX MapH]:

KypbIKbIH TypaXbIM IIUHYEM bLIE ThIH,
SIMIIBIK Byelll OM IIUY bLJIE.

By nbIH KENTBIKBIM HIMHYEM bUIE ThIH,
Tasnska mymieneT oM mIuY buie.

JIyMBIH KENTbIKBIM IIUHYEM bLJIE ThIH,
Bamrap edewier oM morain buie.
CamaHXbIH KaBbIPa)XbIM ITUHYEM bLJIE ThIH,
Aua ied, aBa Ied OM IIIOY bIIE.

CamaHbIH KaBBIPAXbIM IIIMHYEM bUIE T'bIH,
Aua Jied, aBa 1ed OM IIIOY bIIE.

[Tepeson:

Ecnu 6 3Ha1 51, 4TO TOpa KpyTAa,

He caanics Obl Ha MECTO SIMIIIMKA.
Ecnu 6 3Han 51, 4T0 peka rryooka,

He caauiics Obl B JIOJKY-TIJIOCKO/IOHKY.
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Ecnu 6 3141 51, 4TO CyrpoOBI TITyOOKH,

He BcTaBas Obl Ha KJIICHOBBIC JIBIKH.
Ecnu 6 3Ha1, 4TO Bpemst Takoe 3710¢€,

He poxnaics Obl OT OTIIa U MaTepH.
Ecnu 0 51 3Hau, 4TO )KMU3HB Takasi CypoBasi,
OT oTIIa ¥ MaTepH HE POXKAAIICS OBI.

He MeHee pacmpocCTpaHEHBI CIOXKEThI
adOpUCTUYECKOTO THUIA C Tapayien3Ma-
Mmu [12, c. 14, Ne 21; u3 necen-pazaymuii /
MYPO-IIIOHKAJIBIMAII JIYTOBBIX MapH |:

Kypbik yMOakeT oM Ky3aJl blIe ThIH,

Kyky MypbIMBIMaT OM KOJIBULAI BLIE,
Aua fied, aBa /€4 OM LIOYBIJjaJl blIE ThIH,
TeIHape MOCBIKBIM OM Y>KbULIAI bLIE.

ITepeson:

Ecnu Obl Ha TOpY 51 HE OAHATIACH,

He ycnpimana 661 1 eHUS KyKYIIKH.
Ecinu Obl OT OTIIa ¥ MaTepH 51 HE POAMIIACH,
He yBunena ObI CTOTBKO TPYIHOCTEH.

Cucremy necenHvix JHcanpog y Mapuii-
LIEB COCTAaBIAKOT TPAAULIHOHHBIE KAJICH-
JapHbIE W CEMEWHO-O00pSAIOBBIE IIUKIIBIL.
[lo cpaBHEHHIO C COCETHUMH KYJIbTypamu
(B 4acTHOCTHU, C MOPJIOBCKOM) XapaKTEepHO
OTCYTCTBHE OOPSIOBBIX MPOIIATBHBIX MIPH-
YUTAHUU.

B COBOKYMHOCTHM yKa3aHHBIX KOMIIO-
HEHTOB, MapHUICKasi My3bIKaJIbHO-TIO3THYE-
CKasi CUCTeMa TUIIOJIOTMYECKH CcOMMKaeTcs
Cc Kyasrypamu Bonro-Ypanbckoin Mys3bl-
KaJIbHOM LMBWJIM3ALMM, HauOojee MOJIHO
MPEICTABIICHHOW B YyBAalICKOW, TATAPCKOM,
YAMYPTCKOM CHCTEMAX.

bimarogaps Tpymam HECKOJNBKHMX IIO-
KOJICHUM HCClieoBaTeael MOPAOBCKOU
HapoOAHOM My3bIKM (HAa30BEM HMEHa
I U. CypaeBa-Koponéra, b. C. Ypurukoi,
H. U. bosipkuna, JI. b. BospkuHoit) MokHO
TOBOPUTH, YTO HAy4YHOE «OOOCHOBAaHUE OC-
HOB» HapOJHOW MEeCHU MOPJBHI BbIpabOTa-
HO, U TEOPHUsl HAILMOHAJIBHOU MOPIOBCKOU
MY3bIKH YK€ CYIIECTBYET CO BTOPOM IMOJIO-
BUHBI XX BEKa.
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B komnnexce my3vikanbnoco sA3vika U3y-
YEHBI 3JIEMEHTBI MY3bIKAJIbHOTO S3bIKA!

— I 1aJJ0OB MOPJIOBCKOM MECHU Xapak-
TEpPHBI AHTEMHUTOHHBIE CTPYKTYpPbI (HapsLy
C AMATOHUYECKUMHU);

— B MY3BIKAJIBHOM CKJIaJI€ MOPIOBCKON
MIECHU BBLACIISIIOT HECKOJIBKO BUJIOB — IeTe-
pOQOHHBINT MOHOAUITHOTO BUAA, nuadoOHU-
YecKuil U OypJOHHO-NOIU(POHUYECKUH |5,
c. 178-179]. Cornacuo konueniuu Cypa-
eBa-Kopos€sa, BHepBbIE W3JI0KEHHOH UM
B jokane 1959 roga, «aHreMUTOHHAS MIEH-
TaTOHUKAa B MOPIOBCKOM HApOAHOW MECHE
Hanuia cBO€ BBICOKOE, Pa3BUTOE MHOTOIO-
jocHoe BomtomieHue» [17, ¢. 10]. «...Ham
Ka)KETCsl IPaBOMEPHBIM BBEJICHHE TEPMHUHA
“MHOrOroj0ocHasi IeHTaTOHUKA B CMBICIIE
[JIABHOW XapaKTepHON 0COOCHHOCTHU MY3bI-
KaJIbHOTO TBOPYECTBAa MOPJOBCKOIO HApO-
na» [tam xe, c. 33];

— PUTMHUKY MOPAOBCKHUX HAPOAHBIX II€-
ceH, comacHo koHuenuuu M. I. Xapnana
(BOLIEAIIYI0O M B OTEYECTBEHHYIO MY3bI-
KaJIbHYI0 SHUUKIIONEINIO), MOXKHO OIpe/ie-
JIUTh KaK «MHTOHAIMOHHYIO» [ 18]. ITo Tumy
OHa OJIM3Ka pUTMUKE PYCCKUX MECEH, METO-
JIOJIOTHST €€ ONMUCAHUS U3JIOKEHA B TPylax
b. b. EbumenkoBoii [7].

B sepbanvrom xomnnexce MOpmoBCKoOn
MY3bIKQIbHO-TIO3TUYECKON CUCTEMbl Hau-
0osiee xapakTepHa IOBECTBOBATEIbHAS CIO-
KETUKA «CKBO3HOTO» pa3BEpThIBaHUA. Bo
MHOT'MX MECHSX CIOKET TaKOro TUIIA U3Ja-
raeTrcsi «JIMHEMHO», HE JENsACh Ha OTAEIb-
Hble modTHYeckue crpodnl. Hampumep,
TaKoB CIOKeT B niecHe «Ke3apeHb koech Ko-
namo?» / «O0bruait IpeBHUIN ObUT KaKUM?»
[10, c. 206—207, Ne 104]. 3nech OTCYTCTBY-
IOT TIOBTOPBI CTPOK, OOBIYHO TTOMOTAFOIIIHE
PaCWICHHUTh TEKCT HA CTPOQHI:

Ke3apens koech konamo?
Ke3apenb Bepach kogamo?
TelTepTHEe alITUTBL KyAOCO,
[€paTHe TYyHIBTH MUPJICHEHb.
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ABaTHe BeTICTb BEJICHb TEBTh,
ChbIHb BeJICHb-CAIOHB YIIBHECTD MPSIBT.
[{épaTHE T€ MIKAHTh MYCHKCTh-4OBACTb,
ChbIHB KyJI0 FOTKOHB BETSICTh TCBTb.
Bene-kyponb apacens TOJK,
Kyno-toTkoHs apacens naj.
JlaliTe TEUTSHO BEJIEHb MPOMKC,
JlaliTe mypHaTaHO BE COBET.
[TypHakurtHOBCTh BeJieHb OabaTHe,
[IpOMKIITHOCTE BEJICHB aTATHE.
Cynsno, aTsaT, Cyaso,

Pensino, 6abar, peasno:

Kona net spsiMoHTb nagsamc?
Konma oxc amremanTs TeeMc?
TeilTepTHE TyeCT MUPACHEHb,
LépaTHe amrecTh Kya0co.

ABar yJauCT KyJ0 FOTKCO,

L{épaT ynmucT nmakcsiHpb TEBCH.
babar ynucT kakaHb BaHBIKC,
ATST yIHCT BEJICHD MPSBTOKC.
Mese TelitepeHn naes3n?

Mese TeiiTepeHs 1054307

Kynoco me3e naesn?

Kynoco mese nomnsazo?

Baii, Bango Baabma maes»,

Troxka 33eMHe 10715130.

Kapnaiics mese naesn?

Kapnaiics mese nomnsazo?

Baii, romnoit 60ka peBUHECH,

Baii, cunieHb nuiIbre capasoch.
[Tupecs me3e mae3s?

[Tupecs me3ze noisi30?

My1ko KoMOpo Taes?,

My1ko KOMOPO J0JI5130.

Baii, BupbcH mMe3e naes3n?

Baii, BupbcH Me3e 10515307
Kuukepe uyBTo maess,

Kuukepe uyBTO 1071530.

[TepeBon:

OO6b1yaii 1peBHUI ObLT KAaKUM?
KaxoBa npeBHsis Bepa?

JleBylIKM OCTaBAJIMCh A0OMA,

[TapHu BBIXOIWIN 3aMYyXK.

JKeHImMHbI TpaBUIIN CEJIOM,

B cenbckux COTHSAX OBLIN CTapIIMMH.
My>X4uHBI B TO BpeMs CTUpau OelbE.
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OHu Benu JOMaIIHHE Aea.

Ho cennckue npazauecta ObutH 03 yioTa,
B nomamnux nenax HeT Janaa.
JlaBaiite caenaeM CelIbCKUI CXO/I,
Co030BEéM MBI 001Ul COBET.
CobOpannch cebCKUe CTapyIIKH,
SIBUITUCH CETBCKHUE CTAPUKH.

Cynute, CTapuKH, CYIUTE.

Pemaiite, ctapyxu, pemaire:

Kak tenepsb XuThE HATAAUTH?

Kak mo-HOBOMY OTHOIIICHHSI YCTPOUTH?
[TycTh AEBYIIKH BBIXOAAT 3aMYK,
[TycTs mapHU OCcTarOTCS J0MA.
JKeHiiuHaMm OBITE B J€aX JOMAIIHHUX.
My>KkHUKaM CIIpaBIISATh pabOTHI TIOJIEBHIE.
CrapyxaM CMOTPETb 3a JICThMH,
CrapukaMm ceJIoM yNpaBIIsTh.

KakoB y neBymiku naii?

KakoBa y neBymiku n0sis?

Kakos nomamumii eé€ nmaii?

Kakosa e€ nomamruss monsa?

Oii, cBeTIIOE OKOIIKO — €& IMau.
JKénras ckameiika — eé qous.

Bo nBope kakoBa e€ nosns?

Bo nBope kakoB e€ maii?

Oi1, rono0okas oBeUKa.

Oii, XpoMOHOTast KypouKa.

B oropoze xakoB e€ maii?

B oropope kakoBa e€ nomus?

CHon xoHOIIN — €€ Tai,
Konomnsiaast mpsnp — e€ moss.

Oii, B Jiecy KakoB €€ maii?

Oii, B Jiecy KakoBa €€ J10Jis?

Kpusoe nepeso — e€ naii.

Kpusoe nepeso — e€ noss.

O mogoOGHOM THUME CIOKETOCIOKCHHS
B PYCCKOM JIMPHUKE OJHAXKJBI XOPOIIO CKa-
3an B. . Ilponm: «TekcT He moka3bIBaeT
cTpo(d, HO UX MOKAXET MEPHO TOBTOPSIO-
muiics HaneBy [ 13, c. 38]. DTy posb urpaer
HAaleB U MPUBEAEHHOW BBIIIE MOPJOBCKOM
necau «Kesapens koech kogamo?» / «O0bI-
yail 1peBHUI ObLT KakuM?» (mpumep Ne 2).
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[Ipumep Ne 2 «KeszspeHns koech Konamo?»
(MopaoBCKas)
s=84
D . )
T o - . v S S B
Ke - 33 - peHb U = Cb KO - Ja - Mo?
D o

B orcanpoeou cmpyxmype MOpIOBCKHX
HapOJIHBIX TE€CEH, HapsAy C TPaaAULIUOH-
HbIMU BUJAMHU NIECEH KAJICHIapHOTO U Ce-
MEHHO-00pSIOBOTO  ITUKJIOB, OOpaIarmT
Ha ce0si BHUMaHHUE CBaJcOHBIE U TOMHU-
HAJLHO-TIOXOPOHHBIE TJIauX (MOKILIAHCKOE
«sIBCEMAy, 3p3sdHCKOE «iaimemay). g
WX HWCIOJHEHUS CYIIECTBYIOT MpHUIIIAIae-
Mbl€ BOIUICHHIIBI (MOKIIAHCKOE «SIBCUXTHY,
Ip3sAHCKOE «IamuusaT») [3, c. 66]. HUx
CTUJIMCTUKA OTJIMYAETCS OT MECEHHOM, YTOo
oTpakaeT W Tpaduka HoTauui (mpumep
Ne 3). Ona onucana H. Y. bosipkuHbIM Tak:
«JI7s1 MO3TUYECKUX TEKCTOB MOKIIIAHCKUX
T1ayeil Mo ymepuuM U cBaJicOHbIX TU1avyei
xapaktepHa ctpodoBasi ¢hopMa THUPATHOTO
BU/JIA, TJI€ Ka)KJasl TUpaia COCTOUT U3 Iepe-
MEHHOTO YMCJIa CTUXOB..., a KaXKIbIi CTUX
— W3 IEPEMEHHOT0 YKcIia cJIOoroB... Hamessl
MOKIIIAa-MOP/IOBCKUX TUTa4yed HMEIOT JBa
CXOJHBIX MEXIY CO0OW M pa3IMyaroluX-
Csl B IETAJISIX MY3bIKaJIbHO-CTHIIEBBIX BU/IA:
CTPOTO PEYUTALUOHHBIA W PEUUTAIMOH-
HO-TIECEHHBIN... HemoBropumon ominuun-
TEJIbHOM 0COOEHHOCTHIO UX MY3BIKaJIbHOTO
CTHUJIS SIBJISIETCSI MTHTOHMPOBAHUE TLIAYEBBIX
HAIEBOB B KAX/IbIH TPAAUIIMOHHBIA MOMEHT
MTOXOPOHHOTO 00psiia B 0c000it raMMe TeM-
OpOBBIX W JIMHAMHUYECKHX OTTCHKOB H B
0COOBIX perucrpax (To BBICOKOM, TO Cpei-
HeM, To HU3KOM)» [11, ¢. 19, 20]. MHoroe
B 3TOM ONMCAHUH HAIIOMUHAET CTUIIUCTHUKY,
HarpuMep, BOJIOTOJCKUX MPUUUTAHUM, TTOJT-
pOOHO OMHMCAHHBIX B CBOE BpeMs B MOHO-
rpa¢uu b. b. Edpumenkosoii [6], uto cBue-
TEJIBCTBYET U O THIIOJIOTMYECKOM CXOZACTBE
MOPJIOBCKUX U PYCCKUX MPUYUTAHUM.
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«Ofi, ansHsA3e, CAMUHSI3E, THHHA3E
(MopmoBcKas)

IIpumep Ne 3
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Ba - wm - ma! Baii, ux, xe, xe!

1. O, ansgHsA3€e, CUMHUHS3E, THHHS3E.

Banuga! Baii, xe, xe!

AnsHs3€e, CyCKOM KIITMHSHKCA, KOMTOPKC BH-
HaHKCa.

Banwuga! Baii, ux, ux!

2. O, ansHsA3€, CAMUHS3E, CHMHHS3E,

Oi1, kaTu, ajsHA3€, Baud IESKOHSIHKCA, KaTh
rajioll JIJAHTOHSHKCA.

Banuga! Baii, ux, xe, xe!

[TepeBon:

1. Oii, 6arromika MOH, MPOTKI MeHs, u30a-
BHJICSI OT MEHSI.

Banusa! Baii, xe, xe!

Barromka Moii, 3a Kycok xjeba, 3a TIIOTOK
BHHIIA.

Banuga! Baii, ux, ux!

2. Oii, GaTromika MO, MPOMUI MEHs, TPo-
TIHAJT MEHS,

Oii, GaTrolIKa MOM, TO JIU TOJIOAECH OBLI, TO
JIM OZIeXkKABI HE ObLITO <y TeOs™.

Banuga! Baii, ux, xe, xe!

O0600mass mpeacTaBIeHUsI O MOPJIOB-
CKOM MY3BIKAJIBHO-IIOITUYECKON CHUCTEME,
MOXKHO yKa3aTh 0COOBIE YEpThI, MPUCYIITHE
U3 KyJBTYp peruoHa Tojibko €. biaromaps
[EJIOMY KOMIUJIEKCY TaKUX OCOOEHHOCTEH
MOPAOBCKAs IECEHHAS KYJIbTypa HE BIHCHI-
BAETCS B TUIIOJIOTHIO Bouro- Ypanbckon My-
3bIKAJbHON IUBUJIM3AIMU. Psaa THUIIOHIOrH-
YeCKUX Napauieneil mo3BoJseT COMU3UTh e

C KyJbTypou cocennent JlnenpoBcko-Bomxk-
CKOM MCTOPUKO-3THOTrpaduieckoil obiaactu
(mo P. I'. Kyseeny, cMm: [9, c. 110]), pacno-
JIO)KEHHOM roro-3anazgHee Bomro-Ypaibs.
E€ mnpencrasisier ¥ XOpowo H3ydYeHHas
FO)KHO-PYCCKasi MY3bIKaJIbHO-TIOITHYECKAs
CUCTEMA.

KapTtocxema 1 (no P. I'. Kyseesy [9, c. 110]).
UcTopuko-aTHOrpacuueckme o6AacTy v NPOBUHLMM
B rpaHmuax Poccuun
1 npuaeraiowmx pecny6amk 6oisuero CCCP:
| — Boaro-Ypaabckas; Il — beaomopo-Ileuopckas;

11l - AHenpoBcko-Boaxckas; IV — CeBepo-KaBka3ckas;
V — N30 Agypeubs; VI — KazaxcraHckas;

VIl - 3anaaHocmbupckas; VI — tOxxHocnburpckas

8,6 Hosopo 3 ;
ocTpona PR
o ;
pocnder 1y W anbcras 3T
© igesox

Kaptocxema 2. BoAro-Ypaabckas
n AHenpoBcko-Boaxckas
MCTOPUKO-3THOrpacmueckmne obaacTm

[{uBUIM3aIMOHHBIE TApAIIETH  MOP-
JIOBCKOM TIECEHHOCTH C PYCCKOM MYy3bI-
KaJIbHO-TIOATUYECKOM CHUCTEMOM XOpOUIO
u3BecTHbl. OHU paccMaTpUBAIUCh B TPY-
JlaX MHOTHX 3THOMY3bIKOoBen0B. O00011as,
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JI. b. BosipkuHa BeIzIEsAeT YeThIpe (HOPMBI
WX B3aUMOJECUCTBUsA. B KpaTkom u3oxKe-
Huu 370: (1) pa3Hbie GopMbI IPSIMOTO WIH
YaCTUYHOTO 3aMMCTBOBAHUSI MOPJBOU pycC-
CKMX HapOJHBbIX IeceH, (2) B3auMoicH-
CTBHE MOPAOBCKOM M PYCCKOM NECEHHBIX
Tpaguiuii B cémax oOpyceBiield MOP/BHI,
(3) 3ammcTBOBaHHME MOPIOBCKHX HaIl€BOB
MeBIaMu CEJI C PyCCKUM HaceseHueM, (4)
NIEpEeHEeCEHUE U3 0OPYCEBIINX MOPAOBCKUX
cén crnenu(puUecKux 4YepT HX MNECEeHHOU
KYJIBTYpbI (My3bIKaJIBHOTO CTHJISI) B COCElI-
HUE pycckue céna [4, c. 249].

B Tpymax coBpeMEHHBIX HCCIEI0Ba-
TeJIeH TPATUIMOHHBIX HAPOAHBIX MY3bI-
KaJIbHBIX KYJBTYDP, HapsAay C BBIPAKEHHEM
«(PUHHO-YTOPCKHE SA3BIKU (CEMBbSI SI3BIKOB)»,
MOJIYYMJIN PacTpoCTpaHeHre 0000IEHHbBIC
BBIpQKEHUSI TUNA «(PUHHO-yropckas Ha-
pomHasi My3bIKa», «(OUHHO-YTOpCcKas My-
3pIKANIbHASL KYJIBTYpa», «(QUHHO-YTOPCKHIA
MY3BIKUIBHBIA CTHIIBY. Takke BCTpeyaroT-
Csl CyXKJIeHUs O (PMHHO-YTrOpCKOM MeIoau-
Ke, 00CYKITal0TCSl KKPUTEPUU OIIPEICICHHUS
(PMHHO-YTOPCKOM M TIOPKCKOM cHerupuKu
obpsitoBoit Menmoauku...» [1, c. 164]. Ot-
CIOIa BO3HUKAIOT W BONPOCHI THUMA! «...
MOXXHO JIU TOBOPHUTH, UTO MapHiicKas WUIu
YAMYPTCKasi KYyJIbTYpbl, B3SIThIE B LIEJIOM,
PENPEe3eHTUPYIOT QUHHO-Y2OPCKULL Meno-
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Oouveckuil cmuis B [loBommkee?» [1, ¢. 165].
H. HO. AnpMmeeBa, mocTaBuBIIIAsl 3TOT BO-
MIPOC, CIPaBEUIMBO 3aMEUYAET, YTO «HE Cy-
IIECTBYET TIOPKCKOW MY3BIKA BOOOIIE WU
(hMHHO-YTOPCKOW MY3BIKH BOOOIIE: U Ta,
Ipyrasi OpeaMeueHbl B KOHKPETHBIX KYJIb-
TYpPHBIX KOMIUIEKCAX B KOHTEKCTE CBOETO
reorpa)uuecKoro pacrojIokKeHHUs...» [TaM
xe]. Cornamasich ¢ 3TUM, MbI TTOTIBITATINCH
M0Ka3aTh BBISIBUTH HA MaTepuaje 0COOCHHO-
CTH MY3BIKaJbHO-IIOATHYECKUX CUCTEM Ha-
POJIOB, POJICTBEHHBIX MO JJUHTBUCTUYECKOMN
reHeajgoruu (MPUHAMTIEHKHOCTH K OJIHOM
MOATPYIINE S3BIKOB (DMHHO-YTOPCKOM Cce-
MBH ), TIOSIBUBIIIHECS B «XOJIC UX PA3BUTHS.
CpaBHeHUE MY3BIKAIBHO-TIOATUYECKUX CH-
cTeM JBYX (pUHHOS3BIYHBIX HapojoB I[lo-
BOJIKbSI — MOPJIBBI U MAapHUMIEB — MOKAa3bI-
BAE€T, YTO CO CTOPOHBI IECEHHOU KYJIBTYPbI
OHM TIPEJICTABIISIIOT JIBa PA3JIMUHBIX MY3bI-
KaJIbHBIX MHpA, pa3jinyasicb, MOXXHO CKa-
3aTh, HAa [IUBUJIU3AIIMOHHOM ypoBHE. TOUuHO
TaK K€ TUIOJOTUYECKU Pa3INYaloTCs My-
3BIKAJIbHO-TIOATUYECKUE CHUCTEMBI U JIpY-
TMX HapoaoB (PUHHO-YTOPCKOW SI3BIKOBOM
ceMbu. CBOICTBAa paccMarpUBacMbIX My-
3BIKATBHO-TIOATUYECKUX CHUCTEM OO0YCIIOB-
JIEHbI UCTOPUYECKHU CIIOKUBIIUMCS MHOTO-
BEKOBBIM MEKKYIBTYPHBIM JTHAJIOTOM.

< AUTEPATYPA <

1. Anpmeea H. FO. ®uHHO-YTpBI, TIOPKH: BOMPOCHI STHUYECKON UACHTUIHOCTH (POTBKIOPHBIX
Menonuii B Bonro-Kamckom peruone // Exxerogqauk ¢puaHO-yropckux ucciaemnoanuid. 2017. T. 11,

Ne2.C.161-168.

2. AcadneB b. B. O naponnoi#i my3ssike / cocT. M. 3emiioBckuii, A. Kynan6aesa. JI.: My3bika,

1987. 248 c.

3. bospkun H. M. MopaoBckoe HapoIHOE My3bIKajdbHOE UCKyccTBO. CapaHck: Mopakus,

1983. 184 c.

4. bospkuna JI. b. Mctopuueckue ¢hopMbl B3aUMOACHCTBHUS MOPAOBCKON M PYCCKOM MTECEHHBIX
tpamuiuii // XVII Bececoro3nas ¢huHHO-yropckas koHGEpeHIus. ApXeoaorus, aHTPOIIOJIOTHS U
TeHEeTHKa, dTHOrpadusi, GOIbKIOPUCTHKA, JTUTEpaTypoBeAcHUE (Te3UChl ToKaanaoB). II. YcTuHoB:

VIV, 1987. C. 248-249.



2020 4 Horizons of Musicology 0

5. Bosipkuna JI. b. MHuororonocue HapoaHoe // MopaoBckas My3bIKajbHasi SHIUKIIONEANS.
Capanck: Mopnosckoe KH. u3i-so, 2011. C. 178-179.

6. E¢umenxoBa b. b. CeBepHopycckas npuuers. Mexnypeuse Cyxonsl U FOra u BepxoBbs
Koxmensru (Bonoroackas obmnacts). M.: Coetckuit kommnosutop, 1980. 392 c.

7. EdumenkoBa b. b. PuTM B npou3BeNeHHMSIX PYCCKOTO BOKAJIbHOTO (Qosbkiopa. M.:
Komnoszurop, 2001. 256 c.

8. Ksurka K. B. U30pannsie Tpyasl: B 2 T. M.: CoBetckuii komnosurop, 1973. T. 2. 424 c.

9. Kysees P. I. Haponbl Cpennero IloBomkbs u FOxxHoro Ypana: DTHOreHeTUYECKUI B3I
Ha ucroputo / H-T ucropum, si3bika u uteparypsl bamk. Hayd. nientpa Yp. ornenenus PAH. M.
Hayka, 1992. 347 c.

10. MopnoBckue HaponaHblie niecHu: J{s meHus (coio, QydT, Xop) 63 COMpOBOXKACHHUS / COCT.,
My3. pen. u asT. npeauci. I. K. Cypaes-Koponés. Capanck: MopaoBsckoe KH. u3li-Bo, 1969. 342 c.

I1. ITaMATHMKM MOpPIOBCKOIO HAapOIHOIO My3bIKaJbHOro HckyccTBa. T. 1. MokmaHckue
MIPUYPOUYCHHBIE MIECHU U IUIauu MexXypeubss Mokim u MHcapa: aHTosorus / cocT., 3ByKO3aMMCH,
UX HOT. TPAHCKD., MEPEJIOXK. MapTUT. HOTAUMH AJI TPEX-, YETHIPEXTOJIOC. XOPa, BCTYIl. CTaThd,
npenuci. U kommeHT. H. M. BospkuHa; 3anucu NMod3T. TEKCTOB NMECEH M IMOATOT. UX K Ie4aTH
H. 1. bosipkuna u A. 1. lllynsesa; pyc. nep. neceH. TekctoB A. 1. IllynsaeBa; TMHIBUCT. BbIBEPKA
1o3T. TekcToB MokaH. neced O. E. Tlonsakosa; Hayd. pykoBoaurens U ril. pexa. E. B. Tunnnyc;
npenuci. M. ®@. XKuranosa. Capanck: MopaoBckoe KH. u3a-Bo, 1982. 292 c.

12. Tlecuu nyroeix Mapu = OnbikMapuii Mypo. Y. 2 / coct. H. B. Mymkuna. Momxap-Ona:
Mapuiickuil Hay4YHO-UCCIIEN. UH-T SI3bIKa, JINTEPATypsl U ucropun uM. B. M. Bacunsesa, 2013.
500 c.

13. Ilponn B. A. ®onbkiop u aelicreurenbHocts. M.: Hayka, 1976. 325 c.

14. llyrunoB b. H. K Tunomorun MmexsTHHYECKUX (OJBKIOPHBIX CBs3€il: Mpupoja,
3aKOHOMEPHOCTH, MeXaHU3M // Mex3THu4ecKre OOIIHOCTH M B3aMMOCBS3U (OJIBKIOpa HapOA0B
[ToBomxbs u Ypana. Kazans, 1983. C. 7-13.

15. Pycckast MbICIIb O My3bIKaJIbHOM (DOJIBKIIOpE: MaTepuabl U JOKYMEHTHI: yueb. mocodue s
My3. By30B / BCTYIIL CT., COCT. U koOMMeHT. [1. A. Byne¢uyca; JIenHnnrpaackas roc. KOHCEpBaToOpHs
nM. H. A. Pumckoro-Kopcakosa. MockBa: My3ssika, 1979. 366 c.

16. CmupHoB JI. My3sbikanbHo-(onbkinopuctudeckas aesrenbHocts [MMIMHa. K Bompocy
0 (popMupoBaHUM MY3bIKaJILHOH (POIBKIOPUCTUKHU B Poccnu Kak By30BCKoM HayKu // My3bIkalibHast
akagemus. 2017. Ne 4. C. 120-123.

17. Cypaes-Koponés I'. 1. MHororosocue 1 j1ajoBoe CTpO€HHE MOPAOBCKOM HAPOAHOM IECHH.
Mopnosckas MHOrorosjaocHas neiraronuka. Capanck: Msn-so Mopaosckoro yH-Ta, 2007. 36 c.

18. Xapnan M. I. HapomHo-pycckas My3blKajbHas cHCTeMa M HpoOieMa MPOUCXOXKICHHS
My3biku // Panaue ¢popmbl uckycersa. M.: UckycctBo, 1972. C. 221-273.

06 asmope:

Konaparses Muxani I'puropbeBud, JOKTOp UCKYCCTBOBEICHMS, INIABHBIA HAYYHBIN
COTPYIHHUK HAampaBICHUs MCKYCCTBOBeIeHUs, UyBalICKWil TOCYTapCTBEHHBI WHCTHUTYT
rymanuTapHbix Hayk (428015, . Ueboxkcapsl, Poccus), ORCID: 0000-0003-0394-3170,
Mikh-kondratev(@yandex.ru.

17



Gre~, rOpI/I3OHTbl MY 3blIKO3HaAaHWNA 2020/4

<" REFERENCES <>

1. Al'meevaN. Yu. Finno-ugry, tyurki: voprosy etnicheskoy identichnosti fol'’klornykh melodiy
v Volgo-Kamskom regione [The Finno-Ugrians and the Turkic Peoples: Issues of Ethnic Identity of
Folk Melodies in the Volgo-Kama Region]. Ezhegodnik finno-ugorskikh issledovaniy [Yearbook of
Finn-Ugore Studies]. 2017. Vol. 11, No. 2, pp. 161-168.

2. Asafev B. V. O narodnoy muzyke [About Folk Music]. Ed. by I. Zemtsovskiy,
A. Kunanbaeva. Leningrad: Muzyka, 1987. 248 p.

3. Boyarkin N. 1. Mordovskoe narodnoe muzykal'noe iskusstvo [The Mordovian Art of Folk
Music]. Saransk: Mordkiz, 1983. 184 p.

4. Boyarkina L. B. Istoricheskie formy vzaimodeystviya mordovskoy i russkoy pesennykh
traditsiy [ The Historical Forms of Interaction between the Mordovian and Russian Song Traditions].
XVII Vsesoyuznaya finno-ugorskaya konferentsiya. Arkheologiya, antropologiya i genetika,
etnografiya, fol'kloristika, literaturovedenie (tezisy dokladov). II [The 17th All-Union Finnish-
Ugrian Conference. Archaeology, Anthropology, and Genetics, Ethnography, Folklore, Literary
Studies (Thesis of Reports). 2]. Ustinov: UGU, 1987, pp. 248-249.

5. Boyarkina L. B. Mnogogolosie narodnoe [Folk Polyphony]. Mordovskaya muzykal'naya
entsiklopediya [The Mordovian Musical Encyclopedia]. Saransk: Mordovskoe kn. izd-vo, 2011,
pp. 178-179.

6. Efimenkova B. B. Severnorusskaya prichet’. Mezhdurech'e Sukhony i Yuga i verkhov'ya
Kokshen'gi (Vologodskaya oblast’) [The Northern Russian Lamentations. Between the Sukhona
and Yug Rivers and the Summit Reaches of Kokshengi (Vologda Region)]. Moscow: Sovetskiy
kompozitor, 1980. 392 p.

7. Efimenkova B. B. Ritm v proizvedeniyakh russkogo vokal'nogo fol'klora [Rhythm in the
Specimens of Russian Vocal Folk Music]. Moscow: Kompozitor, 2001. 256 p.

8. Kvitka K. V. Izbrannye trudy: v 2 t. [Selected Works: In 2 Vol.]. Moscow: Sovetskiy
kompozitor, 1973. Vol. 2. 424 p.

9. Kuzeev R. G. Narody Srednego Povolzh'ya i Yuzhnogo Urala: Etnogeneticheskiy vzglyad
na istoriyu [The Peoples of the Middle Near-Volga Region and the Southern Urals: An Ethno-
Genetic View on History]. Institute of History, Language and Literature of the Bashkir Research
Center of the Urals Branch of the Russian Academy of Sciences. Moscow: Nauka, 1992. 347 p.

10. Mordovskie narodnye pesni: Dlya peniya (solo, duet, khor) bez soprovozhdeniya [Mordovian
Folk Songs: For Singing (Solo, Duet, Chorus) without Accompaniment]. Compilation, musical
edition and authorship of the foreword by G. I. Suraev-Korolev. Saransk: Mordovskoe kn. 1zd-vo,
1969. 342 p.

11. Pamyatniki mordovskogo narodnogo muzykal'nogo iskusstva. T. 1. Mokshanskie
priurochennye pesni i plachi mezhdurech'va Mokshi i Insara: Antologiya [Monuments of
Mordovian Folk Music. Vol. 1. Moksha Timed Songs and Lamentations between the Rivers Moksha
and Insara: Anthology]. Compilation, sound recording, musical transcriptions, arrangements
of score notations for three-, four-part chorus, introductory article, preface and comments by
N. I. Boyarkina; recording of poetic lyrics of songs and preparing them for printing by
N. I. Boyarkin and A. D. Shulyaev; Russian translations of song texts by A. D. Shulyaev; linguistic
verification of poetic texts of Moksha songs by O. E. Polyakov; scholarly advisor and editor-in-chief
E. V. Gippius; foreword by M. F. Zhiganov. Saransk: Mordovskoe kn. izd-vo, 1982. 292 p.

12. Pesni lugovykh mari = Olykmariy muro. Ch. 2 [Songs of the Meadow Mari = Olykmariy
Muro. Part 2]. Comp. by N. V. Mushkina. Yoshkar-Ola: Mari Research Institute of Language,
Literature and History named after V. M. Vasiliev, 2013. 500 p.

18



2020 4 Horizons of Musicology 0

13. Propp V. Ya. Fol'klor i deystvitel'nost' [Folklore and Reality]. Moscow: Nauka, 1976.
325 p.

14. Putilov B. N. K tipologii mezhetnicheskikh fol'klornykh svyazey: priroda, zakonomernosti,
mekhanizm [Towards the Typology of Inter-Ethnic Folklore Relations: Nature, Regularities,
Mechanism]. Mezhetnicheskie obshchnosti i vzaimosvyazi fol'klora narodov Povolzh'ya i Urala
[Inter-Ethnic Communities and Interconnections of Folklore of the Peoples of the Near-Volga
Region and the Urals]. Kazan, 1983, pp. 7-13.

15. Russkaya mysl' o muzykal'nom fol'klore: materialy i dokumenty: ucheb. posobie dlya
muz. vuzov [Russian Thought about Folk Music: Materials and Documents: Textbook for Music
Universities]. Introductory article, compilation and commentaries by P. A. Vul'fius; Leningrad State
N. A. Rimsky-Korsakov Conservatory. Moscow: Muzyka, 1979. 366 p.

16. Smirnov D. Muzykal'no-fol'kloristicheskaya deyatel'nost' GIMNa. K voprosu o formirovanii
muzykal'noy fol'kloristiki v Rossii kak vuzovskoy nauki [The Folk Music Activities of the GIMN.
Concerning the Question of the Formation of Folk Music in Russia as a University Scholarly
Discipline]. Muzykal'naya akademiya [Musical Academy], 2017. No. 4, pp. 120-123.

17. Suraev-Korolev G. 1. Mnogogolosie i ladovoe stroenie mordovskoy narodnoy pesni.
Mordovskaya mnogogolosnaya pentatonika [Polyphony and Modal Structure of the Mordovian
Folk Song. Mordovian Polyphonic Pentatonicism]. Saransk: Publishing House of Mordovian
University, 2007. 36 p.

18. Kharlap M. G. Narodno-russkaya muzykal'naya sistema i problema proiskhozhdeniya
muzyki [The Russian Folk Musical System and the Issue of the Origin of Music]. Rannie formy
iskusstva [The Early Forms of Art]. Moscow: Iskusstvo, 1972, pp. 221-273.

About the author:
Mikhail G. Kondratyev, Dr.Sci. (Arts), Chief Scholar in the Art Department,

Chuvash State Institute of Humanities (428015, Cheboksary, Russia),
ORCID: 0000-0003-0394-3170, Mikh-kondratev(@yandex.ru

&P

19



Gre~ [OPM3OHTbl MY3blKO3HAaHMU4 2020,4
ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2020.4.020-032
VK 781.6

U. 5. TOPBYHOBA, M. C. 3AJIUBA THBIN

Poccuiickuii 2ocyoapcmeennsiii neoazoeuueckuil ynusepcumem umenu A. 1. I'epyena
Canxm-Ilemepbypeckas 2ocyoapcmeennas koncepsamopusi umenu H. A. Pumckozo-Kopcakosa
2. Cankm-Ilemep6ype, Poccus
ORCID: 0000-0003-4389-6719, gorbunovaib@herzen.spb.ru
ORCID: 0000-0001-9599-5925, trifonov_e d@mail.ru

KomnaekcHasi MoAeAb CEMAHTMYEeCKOro NPOCTPAHCTBA MY3bIKM:
CTPYKTYpa U CBOMCTBA

B craree paccMarpuBaeTCsd KOMILIEKCHAas MOJEIb CEMAaHTHYECKOr0 IIPOCTPAHCTBA
MY3BIKH, C(POPMUPOBABIIASACA B HAayKe O MYy3bIKE BO BTOPOH MoyioBMHE XX BEKa B pe3yibTare
00001IeHHs] TEOPETUUYECKUX pPa3padOTOK, CBA3AHHBIX C U3y4YeHHEM (YyHIIaMEHTAIbHBIX
KaTeropuil My3bIKaJIbHOTO IIPOCTPAHCTBA UM BpeMeHU. Ha oCHOBe psAna cUCTEMOJIOTHYECKUX
HCCIIEI0BAHNM, ONUPAIOIIMUXCS HA IIPUMEHEHME allapara COBPEMEHHONW MATEMAaTUKH, aBTOpaMu
CTaThbU PAaCCMATPUBAIOTCS CYLIECTBEHHBIC DJIEMEHTHI, XapaKTEPU3YIOLUE CTPYKTYPHYIO OCHOBY
MOJEIIU, €AUHCTBO €€ COCTABJIIOUIUX M OTKPBITBIM XapakTep BCEH MOIEIU KaK CHUCTEMBI,
BKJIFOYasi (PyHKIIMOHAJIBHBIE 3aBUCUMOCTH MEX]y COCTABIISIOLUIMMH MOJICNIH, HAIMYHE SIIEMEHTOB
HEOIPEeaeNIEHHOCTH B €€ CTPOCHHM M KOHKPETHO-OOpa3HOM CONIEp)KaHHM, a TAKKE OTPaKCHUE
BPEMEHHEBIX MapaMeTpOB MY3bIKM Ha OCHOBE HPOIIECCOB CHUMYJIBTaHUPOBAHMS, MPOUCXOISAIINX
B MY3BIKaJIbHOM BOCHPHUATHU. ABTOpPaMHU CTaThU MOAPOOHO PacCMaTpUBAIOTCS TAKHE SJIEMEHTHI
CTPYKTYPBI KOMILIEKCHOM MOZEJIHM CEMaHTUYECKOIO IIPOCTPAHCTBA MY3BIKH, KAK AaCCOLIMALMS
U3MEPEHUIl MPOCTPAaHCTBA, (PYHKIIMOHAIBHBIE 3aBUCUMOCTH MEXAY aCCOLMAIMSIMU M3MEPEHUH,
BAPUATUBHOCTb CTPYKTYpbl M3MEPEHUMHM M MX acCOLMALMM, MY3bIKaJIbHO-KOMIIBIOTEPHBIE
TEXHOJOTMHM KAK HMHCTPYMEHT HCCJIENOBAHUS CEMAHTHYECKOIO IPOCTPAHCTBA MY3BIKU.
B xauecTBe Ba)KHEHIINX HAIPABICHUN IPUMEHEHHUs JAaHHOIO alapara ¢ y4acTUEM MY3bIKaJIbHO-
KOMIIBIOTEPHBIX TEXHOJIOTMH OTMEYAOTCs: MOICIMPOBAHUE 3aKOHOMEPHOCTEM MY3BIKAJIBHO-
TBOPUYECKOI'O IIPOLIECCA, CUCTEMATH3alus MY3bIKAIBHBIX Tpaguuuid HaponoB Poccum u mwupa,
HCCIIEI0BAHNE CUHECTETUYECKUX 3aKOHOMEPHOCTEU MY 3bIKU, KOMIUIEKCHOE U3YYEHUE MY3bIKAJIBHO-
HCTOPUYECKOTO MPOIIECcca U €ro COCTABIISAIOIINX, TPOoOIeMaTrKa BbIX01a KOHKPETHBIX Pe3yIbTaToB
MY3BIKU B IpyrHe 00JIaCTH 3HaHUI U B IPAKTUYECKYIO I€ATEIIbHOCTb.

KiroueBrle cioBa: MY3blKa H MATCMATHKaA, MY3bIKaJIbHO-KOMIIbBXOTCPHBIC TCXHOJIOI'UHU,
MY3BIKAJIbHOC O6pa3OBaHI/IC, CCMAHTHUYCCKOC TIIPOCTPAHCTBO MY3bIKHM, CHHCCTC3UA, CHHTC3
HCKYCCTB, TCOPUA MY3bIKH.
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The Complex Model of the Semantic Space of Music:
Structure and Features

The article examines the complex model of the semantic space of music which developed
in music scholarship in the second half of the 20th century as the result of a generalization of
theoretic developments connected with the study of the fundamental categories of musical space
and time. On the basis of a number of systemological research works relying on the application
of an apparatus of present-day mathematics, the authors of the article examine substantial
elements which characterize the structural foundation of the model, the unity of its constituent
parts and the open character of the entire model as a system. These include the functional
dependence between the model’s components, the presence of elements of indeterminacy in
its construction and the concrete figurative content, as well as the reflection of the temporal
parameters of music on the basis of the processes of simultaneous registry occurring in musical
perception. The authors examine in detail such elements of the structure of the complex model of
the semantic space of music as the association of dimensions of time, the functional dependence
between the associations of dimensions, the variability of the structure of the dimensions and
their associations, as well as computer music technologies as an instrument of research of the
semantical space of music. The most important tendencies of applying the given apparatus with
the participation of computer musical technologies are marked to be the following: modeling
of the regularities of the musical creative process, systematization of the musical traditions of
the peoples of Russia and the world, research of the synesthetic laws in music, a comprehensive
study of the process of music history and its components, as well as the problem range of the
gateway of the concrete results of music into other fields of knowledge and into their practical
application.

Keywords: music and mathematics, computer musical technologies, musical education,
semantic space of music, synesthesia, synthesis of the arts, music theory.

eopeTuveckre paboThl BTOPOH MOJIO-  YMBBIM HMHTEPECOM K KATETOPUSIM MY3bI-
BUHBI XX BeKa 0 MY3bIKE, HE 3aKJII0-  KaJlbHOTO MPOCTPAHCTBA U MY3BIKAJIHHOTO
yas B cebe MpUMEpPOB KIIACCUYECKUX  BpPEMEHH, (PyHJIaMEHTAJIbHBIN XapakTep U
KOMITJIEKCHBIX MY3BIKAJIbHO-TEOPETHUECKUX ~ OOBEAMHSIONINE (MHTErpUPYIOIINUE) BO3-
CHUCTEM, COTIOCTAaBUMBIX 10 MACIITAOHOCTH  MOXKHOCTH KOTOPBIX B JOCTaTOYHOM Mepe
¥ MHOTOCTOPOHHOCTH C aHAJIOTHYHBIMU CH-  O4eBUJHBL. CylIeCTBYIOIIHME pa3pabOTKU
CTEMaMH Takoro poja B MEpPBOM MOJOBUHE B JAaHHOM HAINpaBIE€HUU, BHOCS HECOMHEH-
CTOJICTHSI, PUMEYATEIIBHBI, OJHAKO, YCTOW-  HBIM BKJIAJ B pEIICHUE 3371a91 O0BETMHCHUS
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PE3yabTaTOB MY3bIKaJIBHO-HAYYHBIX HCCIIE-
JIOBaHMM, B TO K€ BpEMs SIBHO CBHUJIETEIb-
CTBYIOT O HEOOXOJIMMOCTH JIaJIbHEHIIIETO UX
YCOBEpUICHCTBOBAHMS — KaK IO COZAEpIkKa-
HUIO NPEACTABICHHOIO B HUX Marepuala,
TaK U B OTHOLLEHUHU UCIOJB3yEMOTO JIOTHU-
YEeCKOro (B TOM 4HCJIE — MAaTEMaTUYEeCKOI0)
anmnapara UcCieJOBaHUs.

3HAKOMCTBO C PAJIOM MOJEJIed My3bl-
KaJbHOIO IPOCTPAHCTBA, BbIJIBUIABIINX-
cs Kak B mepBoi (Hampumep, y O. Kypra,
b. SIBopckoro), Tak ¥ BO BTOpOW MOJIOBU-
He XX Beka (momenu Y. Ocryna, A. Mo,
K IllTokxayzena, f. Kcenakuca, FO. Parca
— E. Hazaiikunckoro, b. I'aneeBa u nip.) co-
CTaBUJIO €CTECTBEHHYIO MPEANOCBIIKY K UX
00BEIMHEHUIO U K CO3JIaHUI0 KOMIJIEKCHOU
MOJIEJIM CEMAHTHUYECKOTO IMPOCTPaHCTBA
MY3bIKH, B CBA3M C KOTOPOM paccMarpuBa-
Jach TaKke MpobiemMa B3aUMOOTHOIICHUS
MIPOCTPAHCTBEHHBIX M BPEMEHHBIX Xapak-
TEPUCTUK MY3bIKaJbHBIX MMOCTPOCHUI pas-
JMYHOTO MaciTadba. ICKU3 Takod MOJEIH
ObuT TIpemiokeH B Jokiane «M3mepenue
CEMaHTHUYECKOIO TMPOCTPAHCTBA MY3BIKI
Ha ceMuHape «CHHTE3 MCKYCCTB B 3IIOXY
HTP», npoxogusmem B Kaszanu B pamkax
Bcecoro3noit mikonbl-gectuBans «CBeT u
my3bika» (1987)!.

Pe3ynbrarel 3TOr0 OmbBITa MOMYYUIIH
JaJibHelIIee pa3BUTHE Onarofaps COTpYA-
HUYECTBY CTYAUU DJIEKTPOHHON MY3BIKH
Cankr-IlerepOyprckoii rocyaapcTBEHHOM
KoHcepBaTopun umenu H. A. Pumcko-
ro-KopcakoBa ¢ kadeapoil BBIYHUCIUTEIb-
HbIX cucteM u cereil Cankrt-IlerepOypr-
CKOTO TOCYJapCTBEHHOIO YHHMBEPCHUTETA
a’POKOCMHUYECKOTO MPHUOOPOCTPOCHUS U
y4eOHO-MeToIM4YecKo  nmaboparopueit
«My3BbIKaTbHO-KOMIIBIOTEPHBIE  TEXHO-
gorum» POCCHICKOro rocyrapCTBEHHOIO
Me1aroruyecKoro YHUBEPCUTETA HMEHHU
A. . T'epuena. CoTpygHUYECTBO 3TO, TakK
K€ KaK M MPOJODKAOLINECS HAy4YHO-TBOP-
yeckue koHTakThl ¢ CKb (HUUN) «IIpome-
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tei» B KaszaHu, Hanuwio oTrpakeHWe B My-
OJIMKALMSX 110 JAaHHOW TeMe, ITOSBUBIIHIXCS
B 2003—2019 roas! (MX 3HAUUTEIbHAS YaCTh
cobpaHa B u3gaHuu: [6]).

Psn mpenmectByrommx paboT, MOCBS-
MIEHHBIX  W3YYCHHIO (DyHIaMEHTAIIBHBIX
JIOTHYECKUX U IICHXOJIOTHYECKHUX 3aKOHO-
MEpPHOCTEH MY3BIKH (Hampumep, padoThl
A. Jlocena, f. Kcenakuca, 3. Jlenncona),
HETMOCPEJICTBEHHO YKAa3bIBA€T HAa BO3MOX-
HOCTb NPUMEHEHUS MaTeMaTHYEeCKOTO aIl-
mnapara TEOPHH MHOXECTB JUIsl XapakTe-
PUCTHKH CTPYKTYPHBIX 3aKOHOMEPHOCTEH
MY3BIKQJIBHOTO TIPOCTPAHCTBA M COJICPKHUT
HAuaJbHBIC OMBITHI TAKOTO TPUMCHCHHS.
B pamkax panpHeiied pa3paOoTKu pac-
CMaTpuBaeMOM MOJEIH JTOT armapar Mo-
’KeT OBITh pa3BEPHYT OoJiee MHUPOKO C yUé-
TOM pPsifia MO3MHEUIINX UJIEH, OTHOCSIINXCS
K JaHHOM 00J1aCTH MaTeMaTUKH (pesIuOoH-
Hasi anrebpa, Teopus HEUETKUX MHOXKECTB,
TEOpHs TPYMII U JIp.), PABHO KaK U HEKOTO-
PBIX MPUIIOKEHUN 3TOM 00NIACTH K JPYTUM
HayKaM (Hampumep, K oOIIeil Teopuu cu-
CTEM); TIPH ITOM OTYETIUBO BBISBISIOTCS
BaOKHEUININE CTPYKTypHBIC CBOMCTBA MOJIe-
71 ¥ e€ IpaKTU4YecKas 3HaYMMOCTb.

ABTOpBI CTaTb! BUJAT TTIABHBIN AIIEMEHT
€€ HOBHU3HBI B «CHHTETUYECKOM», 00001I1a-
OIIIEM TIPEICTABICHUH pa3pad0oTaHHOW UMHU
MOJIETTM CEMAHTHYECKOTO IMPOCTPAHCTBA
MY3bIKH; TP 3TOM B Ka4eCTBE OTACIIbHO-
ro MpeaMeTa PacCMOTPEHHUS BBIICISIOTCS
HEKOTOpBIE CYIIECTBEHHBIE OCOOCHHOCTH
MOJICJTH, HCCIICOBAaHUE KOTOPBIX paHee HO-
cuio Oojiee paccpelOTOYCHHBIM XapakTep
[6, c. 18—22] unu npeanpuHUMANoCh JIMIIb
nomnyTHO [6, c. 143—148]. Takoe 00001EH-
HOE MPEJCTaBIeHUE CIIOCOOCTBYET U Oojiee
aKTUBHOMY TPUMEHEHHUIO paccMaTpHuBac-
MOM MOJIEITM B MCCIIEAOBATEIHLCKON U TBOP-
YECKOM IIpaKTHKE.

OcranoBuMcst Oonee moapoOHO Ha
TaKHX BaXXHBIX JJIEMEHTaX CTPYKTYPhI
KOMILJICKCHON MOJCIH CEMaHTHUYECKOIO



Horizons

of Musicology 0

2020,4

MPOCTPAHCTBA MY3BIKHM (COOTBETCTBEHHO
— e€ MareMaTu4ecKoro ammnapara, OCHOBY
KOTOPOT'O COCTaBIISIET TEOPHUS MHOXECTB),
KaK acCOLMALNSA U3MEPEHUN IPOCTPAHCTBA,
(YHKIIMOHAIILHBIE 3aBUCUMOCTH MEXKTy ac-
COLIMALIMSIMU M3MEpPEHUM, BapUaTUBHOCTH
CTPYKTYpbl U3MEPEHUN U UX aCCOLMAIUM,
a TaKXXe OCHOBHBIE 3aKOHOMEPHOCTH IIpH-
MEHEHUS W JAJbHEHIIEro pPa3BUTUSA 3TOU
MOJIENI C YYACTHUEM MY3bIKaJIbHO-KOMIIbIO-
TEPHBIX TEXHOJIOTHI KaK UHCTPYMEHTA HC-
CJIEIOBaHUSl CEMaHTUYECKOIo MPOCTpaH-
CTBa MY3bIKH.

Accoyuayua usmepenuit npocmpan-
cmea. bnaronapst y4é€Ty psiia CUCTEMOJIO-
TUYECKUX HUJIEW, CBSI3aHHBIX C IPUMEHEHU-
€M arrmapara COBPEMEHHOW MAaTE€MAaTHKH,
Oosee SICHBIM CTaHOBUTCS (PyHITaMEHTAb-
HOE 3HAUCHHE O0eKapmosa Npou3eedeHusl
MmHodcecms (AxB) kak orneparuu, xapaxkTe-
pPU3YIOIIEH CTPYKTYpPHYIO OCHOBY MOJENH,
€IUHCTBO €€ COCTABJISIOIINX U OTKPBITHIN
XapakTep Bcell MoAeNH Kak cuctembl. Ot-
JIEJIbHBIE COCTOSIHUSA MOJENIN U BXOJSIINE
B He€ MOJICUCTEMbl UMEIOT 3HAUYECHUE TOJ-
MHOXXECTB J€KapTOBa MPOU3BEACHUS MHO-
YKECTB, WIA MHAUE — acCOLMalUil TOMEHOB
(COMHOXHMTENEH JeKapToBa MpOU3BeIe-
Hus). [Ipu 3TOM accouMaTuBHOCTH AEKap-
TOBA IPOU3BENECHUS MHOXECTB I103BOJISIET
pemuTh NpodaemMy rpylniupOBKU CMBICIIOB,
MIOCTaBJICHHYIO B MOJIEJIN CEMaHTHUYECKOTO
npoctpancTea Y. Ocryna.

B xagecTBe JOMEHOB M MX aCCOIMAIIUU
BBICTYNAIOT KaK J3JIEMEHTHI A3bIKa U KOM-
MO3ULIMOHHBIX CTPYKTYpP MY3bIKH (OT OT-
JIENbHBIX CBOMCTB 3ByKa 10 LIEJIBIX MPOU3-
BEJICHUA M HUX KAHPOBO-CTHJIMCTHUUYECKUX
«OJOKOBY», B3ATHIX B JIOTUYECKHU-CTPYK-
TYpPHOM acIIeKTe), TaKk U 0ojee KOHKpeT-
Hble OOpPa3HO-CMBICIOBBIE (B TOM 4YHCIE
— CUHECTETUYECKHE) €€ XApaAKTEPUCTHUKU.
OTnenbHO clenyeT OTMETUThH BBIJEICHHE
B CaMOCTOSITEJIbHBIE TPOCTPAHCTBEHHBIE
U3MEpeHus: (YTO TIOKa3aHO, HaIlpuMmep,
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S. Kcenakucom [15, 1. 2]) o6oOmarommx
XapaKTePUCTUK, OTHOCSIIMXCS K pa3iany-
HbIM YPOBHSM MY3bIKUIBHONH CEMaHTUKU
(mokazarenu «IUIOTHOCTWY», «HAMpPsKEH-
HOCTU», «3BYKOBOW TeMIIEpaTyphD», Takke
XapaKTEPUCTUKH YaCTOTHI TTOBTOPEHUS TEX
WJIM UHBIX 3JIEMEHTOB I€JI0T0, COCTABIISIIO-
M€ OCHOBY BEPOSTHOCTU TOSIBJICHUS 3TUX
3JIEMEHTOB, U T. I1.).

DyHKYUOHATbHBIE 3A6UCUMOCIU MEMHC-
0y accouyuayuamu uzmepenuii. OqHIM U3
BKHBIX aCIIEKTOB MCCJIEAOBAHUS MY3BIKH,
MMEIOIIUM TaKXe CYIIECTBEHHOE MpPaKTU-
YEeCKOe 3HAYEHUE, SBISETCS KOMIUJIEKCHOE
AHAJIUTUYECKOE MPEICTaBICHUE paccMa-
TPUBAEMOT0 MY3bIKaJIbHOIO MaTepuaia Kak
CJIOXHOTO II€JIOT0, COCTOSIIIIETO U3 OTIEIb-
HBIX OTTPAHUYECHHBIX JAPYT OT JApyra BeJU-
gyuH. [[puMeHUTENbHO K My3bIKe, H300pa3u-
TEJIbHO-3HAKOBbIE CBOWCTBA KOTOPOH ObLIH
TeopeTuyecku oco3Hanbl emé B XVIII
BEKE, IAHHOE KOMILJIEKCHOE MPEACTaBICHUE
HEOOXOMMO 3aKJII0YaeT B ceOe 3JIEMEHT
TCOMETPUUECKONW HAIIAIHOCTH (XOTS U HE
CBOJIMTCS K ATOMY IoclieqHeMy). B pamkax
MaTeMaTU4YEeCKOro ammapara, HCHoJb3ye-
MOTO C IIEJIbI0 TEOPETUUYECKON pa3paboTKu
U MPAKTUYECKOTO NMPUMEHEHUS! KOMILIEKC-
HOM MOJIENTM CEMAaHTHYECKOTO TMPOCTpaH-
CTBa MY3BIKH, TaKOTO poja JOCTH)XCHHE
«pacuwJIeHEHHOCTH B EAMHCTBE» Hambosee
MOCTEA0BATEeNIbHO OCYILECTBISIETCS  OJa-
rofapsi IEUCTBUIO KOMHO3UYUU PYHKYUL
({BecA}, coorBercTBeHHO {A°B}, M T. 1.),
KaK JAuccoluupyromemy (pa3beauHsIoNIe-
My) pa3M4YHbIe KOOPAWMHATHI TOUEK M HX
00beMHEHUH B MPOCTPAHCTBE.

Bapuamuenocmos cmpykmypot ume-
penuit u ux accoyuayuii. CuCTeMOJIOTHU-
gyeckas TEOpHs BapUaTHBHOCTH chopMu-
poBajach M IMOJy4yusia NEpBOHAYAIBLHOE
pa3BUTHE HA OCHOBE PEIICHUS 3a/1a4 pery-
JMPOBAHUS TEXHOJIOTUYECKUX MPOIIECCOB.
[TocTeneHHO BBISCHSUIHCH OOJiee MIUPOKHE
BO3MOXXHOCTH  TNPUMEHEHUS  OCHOBHBIX
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UJIEN Y TIOJIOKEHUW 3TOM TEOPHUM K pa3iny-
HBIM O0JIACTSAM HAYYHOTO HCCIEIOBAaHUS U
MPaKTUYECKON JIEITETbHOCTH, B TOM YHUCIIE
— K U3YYEHHIO pa3HOOOpa3HbIX (popM Mpo-
SBIICHUS W (YHKIIMOHHPOBAHUS MY3BIKU
KaK CJIOXHOro cucreMHoro nenoro. Oc-
MBICJICHUIO TIPOSBIICHUI BapUAaTUBHOCTH
B CTPOEHUH PA3JIMYHBIX COCTABISIONIUX MY-
3bIKH CYLIECTBEHHO CIIOCOOCTBOBAJIO 0Opa-
HieHre K 001acTh MY3bIKaJIbHBIX TEMOpPOB
B pabotax b. ['aneeBa u ero coTpyaHHUKOB,
HaunHasi co crartbu «lIpobnema cunecte-
3un B cKyccTBe» (1973)% I'ajeeBbIM U €ro
KOJUIETaMH MPOBOJWIIMCH TaKKE€ HCCIENO0-
BaHUs 0oJiee LIMPOKOro Kpyra CUHECTE3HH,
YK€ BBIXOISIIMX 32 MPEIeiabl MY3bIKH U
uMeromux Oosiee OOIIYI0 CEMAaHTHYECKYIO
3HAYMMOCTb; OCOOEHHOCTBIO HEKOTOPBIX
CEMaHTHYECKHUX IIKaJ, COCTaBISIOIIUX OC-
HOBY aHKET B 3THUX HCCIEAOBAHUSX, TAKKE
SBJIIETCS BAPUATUBHOCTb CTPOCHHUSI.
VYKa3zaHus Ha BapUaTUBHOCTh KakKk Ha
OJTHO M3 Ba)XHBIX CBOWMCTB COCTABJISIOLIUX
MY3bIKaJIbHOU CUCTEMBI OOHAPYKUBAIOTCS U
B psiJie IPEIIECTBYOLIUX ONBITOB TEOPETH-
YECKOI0 PAcCMOTPEHUSI 3aKOHOMEPHOCTEU
e€ nmoAcucTeM (BHE3BYKOBBIX U 3BYKOBBIX),
a TaKXe B3aMMOJEHCTBHUS MY3BIKM C ApY-
TUMH HCKyccTBaMHu [5]. OTa 0COOEHHOCTH
MPUCYTCTBYET, HAIPUMEP, B TPATULIMOHHON
TEPMUHOJIOTUH, XapaKTEpPU3yIOLIEeH IIpo-
CTPAHCTBEHHO-CIIyXOBbIE ~ COOTBETCTBHS,
B XapaKTEePUCTUKAX HEKOTOPHIX APYTUX CH-
HECTETUYECKUX 3aKOHOMEpPHOCTEH (BKIIO-
Yaronux, HarpuMmep, OOOHATENbHBIE, TaK-
TUJIbHBIE, BKYCOBBIE ITPE/ICTABIICHNUS, TAKXKE
COOTBETCTBUS «I[BET — HAMOLMS» U Jp.).
B HexoTOphIX Mo3AHEHIIINX paboTax, MOCBS-
IEHHBIX UCCIEA0BAHUIO 3aKOHOMEPHOCTEN
MY3bIKU ¥ TaK WM MHAYE OMUPAIOIINXCS Ha
Ba)KHEUILINE MOJ0KEHNS TEOPUU BapUaTHB-
HOCTH, aBTOpaMHU MPUBIIEKACTCS, HAPALY
C IpyTMMHU MaTeMaTUYECKUMHU CPEICTBAMH,
armnapar Heyémkux MHOoJcecms;, C yYETOM
KOHKPETHBIX 0COOEHHOCTEW CIIOKHMBILUXCS
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B MY3bIKO3HAHUHM TPATUIUN aHAIATHYE-
CKOTO M3y4Y€HUSI MY3bIKH OKa3bIBAETCS BO3-
MO>KHBIM UCIIOJIb30BaTh JUISI MCCIICIOBAHUIA
B JIAHHOM HaIIpaBJICHUH JIOTHYECKue 0000-
HICHUS XapaKTepHBIX (POPM TeMaTUYECKOTO
Pa3BUTHSI U TUTIOBBIX 0COOCHHOCTEH CTpoe-
HUSI MY3BIKQJIbHBIX KOMIIO3HUITUH, OCYIIIECT-
BJIEHHBIE Ha OCHOBE 3aKOHOMEPHOCTEH 6a-
PpUayuoHHou hopmul.

OTMeUeHHBIE CTPYKTYypHBIE CBOWCTBA
CEMaHTHUYECKOI0 MPOCTPAHCTBA MY3bIKU
OXBaTHIBAIOT TI0 CBOEMY COJIEP’KaHUIO HE
TOJILKO OTJCIIbHBIC 3HAKHU, HO M «CBEpPX3HA-
ku» (TepmuH A. Moust), To €CcTh 00beau-
HEHUSl DJIEMEHTOB MY3bIKAJIBHOTO S3bIKA
B OoJiee KPYITHBIE COCTABIAIOMIME — Kak
B OJHOBPEMEHHOCTH ((pu3nyeckod wiIH
TICUXOJIOTMYECKOH), TaKk ¥ B TMOCJeI0Ba-
TETHLHOCTH; TO K€ OTHOCHUTCSI U K 3HAYEHU-
sIM TakuX 3HakoB. [Ipu 3TOM OOHapyx)uBa-
I0TCS JIBa HaIlpaBiieHUsT (OPMUPOBAHUS U
(GYHKITMOHMPOBAHUSI CEMAHTHUECKOTO IPO-
CTPAHCTBAa-BpPEMEHH; OJTHO M3 HHUX CBSA3aHO
C BOCIIPUSITUEM «CBEPX3HAKOBBIX)» MOCTPO-
€HUU OIHUM M TEM K€ CYyObEKTOM, JIPyroe
— ¢ BOCHPHUATHEM OJHOTO W TOTO K€ TIO-
CTpOeHHUsl pa3HbIMH cyObekTamu. [Ipume-
HUTEJBHO K IEPBOMY M3 3TUX HAIIPABJICHUNA
BEChbMa BaXHBIM Pa3rPaHUYCHUEM MEXKTY
MY3bIKaJIbHBIMH «CBEpX3HAKaMU», OTHO-
CUMBIMH Ha TPAKTUKE MPEUMYIIECTBEHHO
K OOJIACTH CEMaHTHYECKOTO MPOCTPAHCTBA
MY3bIKH, U «CBEPX3HAKaAMM», OTHOCUMBIMU
MPEUMYIIECTBEHHO K 00JacTu e ceMmaH-
THYECKOTO BPEMEHH, OTPEICISICTCS] BEIH-
YUHOW JJIUTEIBHOCTH MOCTPOCHUS OT 2 110
10 c. (Bcpennem —5-7 c.). B npenenax storo
Macmtaba HaOIIFoIaeTCsl TICUXOJIOTHYECKas
TPaKTOBKa COOBITUI (HE TOJIBKO MY3bIKAJIb-
HBIX) KaK MPOUCXOJSAIINX B OJJHOBPEMEHHO-
CTH («TICUXOJIOTHYECKAsT COBPEMEHHOCThY,
«KXKYIIEecs: HACTOsIIIEee» U T. I1.); B Kiac-
cupUKaIUA MacCIITaOHO-KOMIO3UITMOHHBIX
MY3bIKQIBHBIX CTPYKTYp, TPEIITIOKEHHON
Monem B 1950-€ ronpl, Takue MoCTPOCHUSA
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NOJIyYWJIM Ha3BaHuUs sueek. [lo-Buaumomy,
9TOT MacmTad MOCTPOCHHUI COOTBETCTBYET
B OOJBIIMHCTBE CITy4yaeB MPEACTABICHUIO
00 OTIEIBHOM C/l06¢ B WHTOHAIIMOHHOM
CJIOBape MY3bIKH.

BzaumopeiicTBue pe3ynbraTtoB UCCIEH0-
BaHUs (PaBHO KaK M MPAKTHYECKOTO MOje-
JUPOBAHUS) OTHCIBHBIX SYEEK OTKPBIBAET,
C OIHOM CTOPOHBI, BO3MOKHOCTbH BBISIB-
aeHus  (GyHIAMEHTaJbHBIX  3aKOHOMeEp-
HOCTEH UX CMEHBI, C JAPYIOH K€ CTOPOHBI
— BO3MOXHOCTb OIpPEJEICHUS] CEMAHTHKHU
NOCTpoeHu Oosiee KpymHOTro MaciiTada
(mMaxkpocmpyxkmyp, 1o TON ke Kiaccudu-
Kaiuu A. Modst), TOmyCKaromux, Hapsay
C BPEMEHHOM, TaKXe MPOCTPAHCTBEHHYIO
(aQpXUTEKTOHUYECKYI0); B KOHEYHOM CHUETE,
3TUM CO3JAETCS U BO3MOYKHOCTH BbIsIBIIC-
HUsA oO0mIeld 0O0pa3HON KOHIEHIIMKM ITPOU3-
BEJICHUS, a BMECTE C APYTMM U3 Ha3BaHHBIX
HampaBJIeHUH (CM. Jjajiee) — U €ro 3Ha4uMo-
CTH B KOHKPETHBIX OOIECTBEHHO-UCTOPH-
YECKHUX YCIOBUSIX.

Bropoe nanpasiienne, 0000mERHOE BbI-
pakeHHe KOTOPOTO 3aKJII0UaeT B cebe uies
«IMaXPOHHO-CUHXPOHHOTO  KOHTHHYyMa
MHTEPIPETAUOHHBIX BO3MOXKHOCTEH My-
3plku» [l11, s. 5], HapsAdy ¢ KOHKpPETHBI-
MU BEPOATHOCTSIMHU TOSIBJICHUSI TEX WU
WHBIX 3HAYEHUN MY3BIKAJIbHBIX 3HAKOB M
«CBEPX3HAKOB», OTUETIMBO BBISBIISIET TaK-
e OOIINI POCT MOABUKHOCTH CTPYKTYPHI
MY3bIKaJIbHO-CEMAHTHYECKOTO  MPOCTPaH-
CTBa TPH BOCXOXJEHWU OT HWIKHUX €ro
ypoBHel Kk BepxHUM. CTpykTypa OoJiee Bbl-
COKMX M3 3THX YpPOBHEH (Ha KOTOPBIX Ce-
MaHTHYECKOE MPOCTPAHCTBO MY3bIKU YXKE
B O4YEBUIHOU (hopme MmpubImKaeTcs K «o0-
IIECEMAaHTUYECKOMY», MOJIEIH KOTOpPOTrO
OOBIYHO CTPOSITCSI HA OCHOBE CIIOBECHOTO
A3bIKa) XapaKTepU3yeTcsi OCOOCHHO 3Ha-
YUTEIbHON MOJBUKHOCTBIO U, MOXKHO CKa-
3aTh, HAXOJUTCS «B MOCTOSSHHOM BHYTPEH-
HeM nepeycTtpouctBe». IIpencrasmsercs
YMECTHBIM HCTOJIb30BAaTh 371€Ch BHIPAXKEHUE

b. AcadreBa, oTHOCAIIEECS K JrcUHU 1a0a
B My3bike. Bmecte ¢ Tem, u 3TOT Yypo-
BEHb TAKXKE COJEPKHUT B cebe ornpenencH-
HbIC yYCTOWYHMBBIC OPUEHTHUPHI, CBSI3aHHBIC
C OOIMMHU 3aKOHOMEPHOCTSIMU CTPOCHHUS
peanbHBIX 0OBEKTOB U OCBOCHUEM ITHX 3a-
KOHOMEPHOCTEN B X0/1€ HCTOPUUYECKOTO pas-
BUTHS OOIIECTBA. YCTOMYMBBIN XapakTep
HOCHUT TakXe oO0I1as Joruueckasi CTPyKTy-
pa, OOBEIUHSIONMIAS XapaKTEPUCTUKU pe-
anbHOro (pU3nYeckoro), nepuenTyaabHOTO
(B yaCTHOM clly4ae — «BHIAUMOTOY, IO KJac-
cudpukanuu J. Kypra [12]) u koHIIENTYyaIb-
HOTO («MBICTUTEIBHOTO») MPOCTPAHCTBA.
Bcenen 3a 1. Jlykauem [7] 3To sIBJI€HUE MOXK-
HO O00O3HAYMTh, KaK «IBOMHOW MHMECHC
MPOCTPAaHCTBa» (B CYIIHOCTU — JBOIHOE
OTpa)XeHHE); 3aMETUM, UTO TO K€ OTHOCHUT-
csl U K 0a30BOM CTPYKType Kareropuu My-
3BIKAJILHOTO BPEMEHHU.

3HayeHue MY3BbIKM Kak COOOICHUS
€CTECTBEHHBIM 00pa3oM ONpEAETHIO Ce-
MaHTHYECKYI0 TPaKTOBKY (EHOMEHa My-
3BIKAJILHOTO MPOCTPAHCTBAa (PaBHO Kak H
MY3bIKaJIbHOTO BpeMEHH ). ITO BOBCE HE UC-
KITF0YaeT BOZMOXKHOCTH M3YUYEHUS HHBIX €TO
aCIEKTOB, — HAIPUMEP, OTHOCAIIUXCS K 00-
JacTy MOpQOIOTUU UCKyccTBa. B 3TOM CBSI-
3M MPEACTABIIAET UHTEPEC UACS peanbHO20
NPOCMPAHCMBa MY3blKU; TEOMETPHUS TaKOTO
POCTPAHCTBA, MO-BUAUMOMY, OTIMYAETCS
OT 3aKOHOMEPHOCTEH, XapaKTepU3YIOLIUX
cTepeo(pOHNYECKUE MapaMeTpbl MY3bIKH,
XOTsI B psiie OTHOUIEHWH, HECOMHEHHO,
O7M3Ka ATUM MOCIIEAHUM. B cBOTO ouepenp,
CEMaHTHUYECKUN TOAXO0J K paccMaTpuBac-
MOMY SIBJICHHIO 00YCJIOBHJI BBIJIBI)KEHUE Ha
TIEPBBINA TUJIAH UMEHHO MPOCTPAHCTBEHHBIX
aCIMEeKTOB MY3bIKH, IMOCKOJIBKY C ICHXOJIO-
THYECKUM TMPEACTABICHUEM «KaXYIIErocs
HACTOSAIIET0» (MHAUE — «IICUXOJIOTUYECKOM
COBPEMEHHOCTHU») CBSI3aHO  AKCIIOHHUPO-
BaHUE LIEJIOCTHOTO MY3bIKaJbHOTO OO0pa-
33, COCTABIIAIONIEE HWCXOAHBIA TYHKT €Tro
najgpHenmen sBomonuu. HeobxoaumocTh
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BHUMAaHUS K IPOCTPAHCTBEHHBIM acCIEKTam
MY3bIKH TOJITBEPKIAETCA U MOCIETYIOIIHN-
MU peasibHO HaOJIoaeMbIMH MpOoIleccaMu
CUMYJIFTAHUPOBAHUS PE3YJIBTaTOB TaKOM
3BOJIIOLUU.

PaccmarpuBaemasi Mojieib MOXET OBITh
IPUMEHEHAa B KaueCTBE CTPYKTYpPHOH OC-
HOBBI JJISl CUCTEMAaTUYECKOTO H3yYEHHs U
MPAKTUYECKOTO OCBOEHUS MY3bIKaJIbHO-JIO-
TMYECKUX 3aKOHOMEpHOCTeW (CKJaa MHO-
rOrojocusi, 3ByKOBBICOTHAsI, pUTMUYECKas,
TPOMKOCTHO-JAMHAMUYECKasi OpraHu3alus
MY3bIKH, €€ 0011[1e KOMITO3UIIMOHHBIE 3aKO-
HOMEPHOCTHU U T. [I.); TP 3TOM BO3MOKHO
BBIJICJICHUE COOTBETCTBYIOIIUX 3TUM 3aKO-
HOMEPHOCTSIM IOANPOCTPAHCTB, HE COIEP-
Kaliee B cebe OMacHOCTH UX a0COIOTH-
3anuu. PaBHBIM 00pa3oM IaHHAs MOJENb
MOJKET OBbITh HCIIOJIb30BAHA MPU U3YUECHUU
U MOJCIMPOBAHUM PA3IUYHBIX (HOpPM MY-
3BIKJILHBIX CUHECTE3UM (B TOM 4YHCIE — C
HCIIOIb30BAHUEM KOMITBIOTEPHOM TEXHU-
KH), CYIIECTBEHHO MPHUOIIKAst TEM CaMbIM
MEPCIIEKTUBY OCBOCHHSI BHE3BYKOBBIX 00-
JacTel My3bIKaJIbHOTO MBIIIUICHUS B CTEIIe-
HU, COIOCTAaBUMOM CO CTENIEHBIO OCBOCHMS
MY3BIKAIBHO-3BYKOBOM cucTeMbl. lIpen-
CTaBJISI€TCS BECbMa MEPCIIEKTUBHBIM H ILIO-
JOTBOPHBIM TaK)X€ IPUMEHEHHE JaHHOU
MOJIeJId B O0JIaCTH KOMILIEKCHOTO aHaJln3a
MY3BIKQIBHBIX MPOW3BEACHUN (BKIIOYAs
YpE3BBIYANHO CIOXKHYIO M0 COAECPKaHUIO
U CTPYKType MpOoOJIeMaTUKy BOCHPUSTHUS
Y OCTETHUYECKOM OIICHKH MY3BIKH) U U3yUe-
HUSI CIOCOOOB UX CYIIECTBOBAHMS B CBSI3U
C OCOOCHHOCTSIMU HCIIOJHUTEIHCKON WH-
TepupeTauuu. Psa xapakTepHBIX SBICHUN
MY3bIKAJIBHOW MTPAKTUKU BTOPOI MOJIOBUHBI
XX BeKa ¢ JOCTaTOYHOU ONPENEIEHHOCTHIO
YKa3bIBaeT Ha TO, YTO (pOpMUpYyEMbIE HA OC-
HOBE 3TOM MOJIENIN KOHKPETHBIE MY3bIKaJIb-
HbIE CTPYKTYpPbl MOTYT HallTH TaKxke Ooee
HETMOCPEJCTBEHHOE MPUMEHEHUE B ITPAKTHU-
YECKOM KOMITIO3UIMU B KAYECTBE AIIEMEHTOB
MIPOU3BEJICHUNA CaMOCTOSITEIBHOTO  XYJIO-
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’KECTBEHHOTO 3HAYEHUs, HE OTPaHUYCHHO-
ro 00JacThlO0 aKaJIEMHUUYECKHX «IITYIUN.
OcoObIi1 MHTEpec NpeacTaBiseT mnpoobie-
MaTHKa BBIXO/a KOHKPETHBIX PEe3yJbTaTOB
MOJICIIMPOBAaHUSI MY3BIKA B JpYyrHe 00ma-
CTH 3HaHUS U, B KOHEYHOM CuéTe, — Mpak-
TUYECKOTO TMPEoOpa30BaHUs CO3JaBACMbIX
MY3BIKOM ~«BUPTYaJbHBIX PpEaTbHOCTEI
B PEAIbHOCTU «UCTHUHHBIC», OTHOCSIIUECS
K 00JIACTH OKPY>KAIOIINX YEeJIOBEKa MaTepH-
aJIbHBIX SIBJICHUH U MPOLECCOB.
My3biKanbHO-KOMnbIOMEPHbIE MEXHO-
Jl0cuu KaK UHCMPYMEHM UCC1e008aHUA
CEMAHMUYECKO20 NPOCMPAHCIEA MY3bIKU.
Kommo3uropckue omnbIThl 10 BEICBOOOXK/IE-
HUIO TBOpPUYECKOW (haHTa3uu, HOBBIC Ipa-
BUJIA OpraHU3allii 3BYKOBOTO MaTepuaa
U 3BYKOBBIX (POpPM, HOBBIE BO3MOXHOCTH
CO3/laHUs 3ByKa, ajbTepHATHBHBIC (Op-
MBI HCIOTHUTEIBCKOW NPAKTUKH, COOT-
HOILIGHHE  BOKaJbHO-WHCTPYMEHTAJIBHOM
U KOMIIBIOTEPHOM MY3BIKH, OCOOEHHOCTU
CTYIMHHON pPabOTBl — XapaKTepHbIE IpPO-
SBIICHUS MY3BIKAJIbHOM KYIBTYphl pyOexa
XX-XXI BekoB, MOKa3bIBAOIINE OOIIYIO
CTPYKTYpPY BXOASIIUX B KOMIUIEKCHYIO MO-
JIeNlb CEMaHTHYECKOT0 MPOCTPAHCTBA MY-
3BIKU 3JIEMEHTOB, €€ OT/IeIbHBIX COCTOSTHUN
¥ TOACHUCTEM, (YHKIMOHAIBHYIO 3aBUCH-
MOCTh MEXAY COCTaBISIOUIMMH MOJIEIH,
HaJIM4YUe »SIIEMEHTOB HEONpeaeNEHHOCTU
B €€ CTPOCHUU M KOHKPETHO-O0Opa3HOM CO-
JepKaHWH, a TAK)KE OTPaKEHUE BPEMEHHBIX
rapamMeTpoB MY3bIKHA HA OCHOBE MPOIIECCOB
CHUMYJITaHUPOBaHUs (OOBETUHEHHSI B OJI-
HOBPEMEHHOCTH), TIPOUCXOISAIINX B MY3bI-
KaJlbHOM BocnpusitTuu. « MHOXecTBO 00Opa-
3YIOIIUX MY3BIKAJIbHYI0 TKaHb 3BYKOBBIX
DIIEMEHTOB JOJDKHO CIIMBATHCS BOEIWHO,
B LIEJIOCTHYIO, 3BYKOBYIO U MY3bIKaIbHYIO
dopmy», — mumer K. Hltokxayzen [14,
S. 79]. MHOromepHbIi NOIXOJ K TEM-
Opy TNpUBEN K HCIONB30BAHUIO MOHATUN
«TeMOpPOBOE TPOCTPAHCTBO», «MEJIOIUS
teMOpoB» (A. Iénbepr) [13, S. 503].
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Crnymarenbckass aKTHUBHOCTb CTAHOBHUTCS
HEOTHEMJIEMOM KOMIIOHEHTOW TakKOW My-
3bIKHM, MOCKOJIbKY TKaHb COYMHEHHS MaK-
CUMAJIbHO HUMIIPOBU3AI[MOHHA, BKJIOYAET
Cly4alHble 3eMeHThl. MIET mOCTOSHHBIN
MOMCK HOBBIX MyTe€Hl B My3bIKaJIbHOM (hop-
MO00Opa3oBaHUHU.

OTU U MHOTHE JIpyTHe OOCTOSTENhCTBA
SBWJINCh MPEANOCHUIKON s (popMHUpoBa-
HUSl KOMWJIEKCHOU O0JIacTh 3HAaHUW M SB-
JeHUN (My3bIKaJIbHBIX, HHPOPMAIIMOHHBIX,
TEXHOJIOTMYECKUX, XYyIOXKECTBEHHBIX, CO-
UATbHBIX, KYIbTYpOJIOTMYECKUX U Jp.) —
MY3bIKATbHO-KOMNbIOMEPHbIE  MEXHON02UU
(MKT).

B 2002 rogy B PoccuiickoMm rocyaap-
CTBEHHOM I1€JarOTMYECKOM YHUBEPCHUTE-
te umenun A. W. I'epuena Oblna co3gaHa
y4eOHO-MeToanueckas jgaboparopus «My-
3BIKAJIbHO-KOMIIBIOTEPHBIE  TEXHOJIOTHUM.
YMIJI «My3bIKQJIBHO-KOMIIBIOTEPHBIE TEX-
HOJIOTUW» — pa3pabOTYUK pPsiia YHHUKAIb-
HBIX, IEPCIIEKTUBHBIX HAIIPABJIECHUI HA CTHI-
K€ KYyJbTYypbl, UCKYyCCTBA, KOMIIbIOTEPHBIX
HayK ¥ HMHQOPMAIMOHHBIX TEXHOJOTHI.
B xpyr unTepecos corpynHukoB Y MJI Bxo-
JSIT UCCIIEOBAHUS TPOOJIEMBI B3aUMOCBSI3U
€CTECTBEHHbBIX, TEXHHYECKHUX U TyMaHH-
TapHBIX HayK, pa3paboTka CHerraIn3upo-
BAaHHOTO MPOrPAMMHOTO OOECIeUSHHs ISt
KOMITBIOTEPHBIX MY3bIKaJIbHBIX YCTPOWCTB
U MPUMEHEHUHU 3TOT0 MPOrpaMMHOIO 00e-
CIIEYEHHs B IIEJAarorMYecKoM IIpoLecce
B LIEJISIX COBEPIIECHCTBOBAHUS CUCTEMBI MY-
3bIKAJILHOTO 00Pa30BaHUS U BOCIIUTAHUS.

Tak, naubosiee nepcrneKTUBHBIMU 00JIa-
ctamu npumeHenns MKT B manbneimem
W3Y4YEHUU U Pa3BUTUU KOMIUIEKCHOM MoJe-
JIM CEMaHTHYECKOTO MPOCTPAHCTBA MY3bIKH
SBIISIFOTCSL:

— pa3paboTKka MaTeMaTU4eCKUX MeETO-
JIOB HCCIENOBaHUS B MY3BIKO3HAHUM: I1O-
CTPOEHUE HMHTEJUIEKTYaJIbHOM CHUCTEMBI IO
KaTaJOTM3aliy U aHAIN3y MY3bIKH HapOOB
MHUpPA C U3BJIEUEHUS MY3BIKAJIBHBIX 3HAHUU
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B YCJIOBUAX HEOINpPENeNEHHOCTH, HETOYHO-
CTH U YaCTUYHOM HAJIEKHOCTU HH(pOpMa-
LMY, YTO, B YAaCTHOCTH, OTPAKEHO B psAIE
MyOMUKaIHiA, MOATOTOBJICHHBIX COBMECTHO
c rpynnoi yuéHsix u3 Asepbaiimpkana [1; 2];

— pa3pabotka WHGOKOMMYHHUKAIIMOH-
HBIX TEXHOJOTHH M BBIYHCIUTEIBHBIX CH-
cTeM (U3BJIeYeHHE 3HAHUM, CUCTEMBI UCKYC-
CTBEHHOTO WHTEJUIEKTa HA OCHOBE CHCTEM
HEYETKMX MHOXECTB U JIp.) AJI CO3/IaHUA
JOCTYITHOTO, YIOOHOTO /Jisi HayYHBIX U3bI-
CKaHUW U MY3BIKAJIbHOTO TBOPYECTBA €IU-
HOT'0, MAKCHMAJIbHO IOJIHOTO (M IOCTOSIHHO
MOTOJIHAEMOr0) Karajora o0pas1oB Tpaju-
IIMOHHOW MY3bIKH HE TOJIBKO Pa3INYHbIX
pernoHoB Poccun, HO M pa3IMYHbIX CTPaH;

— co3naHue Ha 0a3e UCHOJb30BaHUS
MKT ycnoBuii (B TOM 4HCIIE, TEXHOJIOTHYE-
CKOHM 0a3bl) UIsi KOOPAMHALUHU JESITEbHO-
CTH POCCUHCKHX U 3apyOEKHBIX MY3bIKOBE-
NOB-(POJIBKIOPUCTOB U ITHOMY3BIKOBE/IOB,
TICUXOJIOTOB, MY3bIKaJIbHBIX aKyCTUKOB U
MHXEHEPOB B 001acTh MH(POPMAIMOHHBIX
TEXHOJOTUI B My3bIKE M KHOEpPHETHUYECKOI
THOMY3bIKOJIOT U H;

— cozganne Ha ocHoBe MK T unentudu-
KaTopa MeJIoJuii, BUPTyalbHOIO CeMIlIepa,
KOMITBIOTEPHBIX MY3BIKaJIBHBIX 00y4aro-
IIMX [POrpaMM, CEKBEHCEPOB, MpOrpamm-
HOTO obecrnedeHus mpoeCCUOHATLHOM JTe-
ATEIbHOCTH MY3bIKaHTa;

— pa3paboTka Me€TOAa IOCTPOEHUSA
Mojienel  TpyaHO(pOpMaIU3yeMbIX Mpen-
METHBIX O0JlacTeii ¥ TMPUMEHEHHs IMOJXO-
JIOB JUIsl CO3JaHMSI MOJIETU MY3bIKaJIbHOTO
TBOpPYECTBA, OCHOBAHHOW HAa aHaJU3e My-
3bIKAJIbHBIX TEKCTOB, IIUKINYECKOM CTPYK-
TypPUPOBAHUM CTATUCTUYECKUX AAHHBIX M
CTPYKTYpPHOM aHaJIU3€ CTaTUCTUYECKOU
MH(OPMAIIUU, YTO MO3BOISET TPOU3BOAUTD
MMUTALMIO CO3AaHMs TEKCTOB, YIOBJIETBO-
PAIOIIUX TOJIYYEHHBIM paHee WM 3aJaH-
HBIM BPYYHYIO [apaMeTpam;

— pa3paboTKa POCCHUHCKON Mporpamm-
HOM OOOJIOYKH, KOTOpasi peliaeT MHOKECTBO
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rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

3a/la4: HKCIIOJIb30BAHME OTEYECTBEHHOTO
ceMIuiepa B MY3BIKaJIbHO-00pa30BaTeIb-
HBIX LEJSX, TOCTPOECHUE HA €r0 OCHOBE psifa
o0yyaromux MporpaMM BBICOKOTO YPOBHS,
npogeccuonanbHas paboTa ¢ apaHXHPOB-
KaMM; MOJOOHBI MHCTPYMEHT PACILIUPHT,
B YaCTHOCTH, TEXHHUYECKHUE U TBOPYECKHE
BO3MOKHOCTH OOy4YeHHs] AeTed U B3poc-
JbIX, (popMHpYsI YHUBEpCalbHYIO 00pazo-
BaTEJIbHYIO U TEXHOJOTUYECKYIO MOJIENb Ha
ocHOBe ucnojiab3oBanusa MKT;

— IMOCTPOEHHE KOMIIBIOTEPHON Mojie-
JU MY3BIKaJIbHOTO TBOPYECTBA, BKIIOYAIO-
i€l CHHECTETUYECKHE 3aKOHOMEPHOCTH
MY3bIKH, TTO3BOJIAIONIEH MPOU3BOJIUThH aHa-
U3 U CHHTE3 MY3bIKaJbHBIX TEKCTOB Ha
OCHOBAHMM BEPOSITHOCTHBIX IapaMETPOB
(parMeHTOB MY3bIKaJIbHBIX TEKCTOB (pas3-
pabOTaHHBIN MOAXO/T MOXKET OBITh MCIIOJIb-
30BaH B JPYruxX TPYAHOPOPMAIU3ZYEMbIX
MpEeIMETHBIX 00NACTAX, TAKUX, HAIpUMED,
KaK COIlMaJIbHbIC SIBJICHUS], OMOTEXHOIOTUH,
pa3Iu4HbIE CaMOOPTaHMU3YIOLUECS CUCTE-
MBI U JIp.);

— CO3JaHME Ha OCHOBE TPAJAUIIMOHHOU
POCCUICKON MY3bIKaJIbHOU KYJIBTYPBI, MY-
3bIKM HapoJoB Poccumn u mupa nporpamm-
HO-aIMapaTHOro KOMIUIEKCa Ha OCHOBE HC-
rmosib3oBanus MKT;

— CepbE3HOE U INTYOOKOE pacCMOTPEHUE
BOIIPOCOB, CBSI3aHHBIX C (POPMUPOBAHUEM
U pa3BUTHEM MY3BIKAIbHOW MH(OpPMATHUKH
— obmactu 3HaHUH, KOTOpasi, C OJHOU CTO-
POHBI, HU3y4aeT cnenuuKy My3bIKaJIbHON
JESITENIbHOCTU C Y4aCTHEM KOMITbIOTEPHBIX
TEXHOJIOTUH, C APYroi — TpeOyeT B3auMo-
NEUCTBUSL MY3BIKAHTOB U CIIELIMAJIUCTOB
B 00JIaCTH €CTECTBEHHBIX M TEXHHUYECKHUX
HayK; OTMETUM, 4YTO ONBIT IPOBEACHHUS
(B paznuuHbIX (PopMax) KypcOB My3bIKajb-
HOM MH(pOPMATUKU A1 MHXKEHEPOB, Mpo-
IPaMMHCTOB, HCCJIEN0OBATENIE €CTECTBEH-
HOHAYYHOTO M TEXHUYECKOTO MPOHIIS, KaK
OTE€UYECTBEHHBIN, TaK U 3apyOeKHbIHN, yOexK-
JaeT B TOM, 4YTO Ul JAESITEIBHOCTH ITUX
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Kateropuii cnenuanuctoB B cpepe MKT
HEOOXOIMMbI MY3bIKaJIbHO-TEOPETUYECKHE
3HAHUS;

— pa3paboTKH W UCCIECIOBaHUS B 00-
JACTH MY3bIKaJIbHOW NEIaroruku U My3bl-
KOBEJICHUS, MY3bIKaJbHOW HH(OPMATUKH,
KOMITBIOTEPHOTO MOZEJIMPOBAHMS IPOIIEC-
COB MY3BIKQJIBHOI'O TBOPYECTBA, TEMOPOBO-
ro NporpaMMHUpPOBaHUs, UCKyCCTBa MCIOJI-
HUTEJIBCKOIO MacTepCTBa U apaHXMPOBKU
Ha DIJIEKTPOHHBIX MY3bIKaJIbHBIX HHCTPY-
MEHTax, TBOPUECTBa B OO0JIACTH KOMIIbIO-
TEPHOU MY3bIKH, MAaTEMaTHYECKUX METOJOB
B MY3bIKOBEJIEHUU U JIP.

YuéupiMu HayyHOW rpynnbel  YMII
«My3BIKQJIbHO-KOMIIBIOTEPHBIE  TEXHOJIO-
MU TaKKe pa3padaThIBalOTCs HOBbBIE MO-
XO/Ibl K OpraHu3aluu y4eOHOro mpoiecca
Y BEJICHUIO 3aHATHI C CyIIECTBEHHOM OI10-
poit Ha ucnonb3oBanue MKT («Mysvikans-
HO-KOMNblOmepHble MEXHON02UU 8 WKOJle
yugposozo 6exa»), KOTOPOE peann3yeTcs
M0 CJEAYIOUMM OCHOBHBIM HalpaBJIeHU-
am: MKT B mpodeccroHalbHOM MY3bI-
KaJIbHOM 00pa3oBaHUU (KaK CPEJCTBO IS
pacuIMpeHusi TBOPYECKUX BO3MOKHOCTEN);
MKT B obmem o6pa3zoBaHuu (Kak OJJHO U3
cpenctB oOyuenus); MKT kak cpenctBo
peabuiauTauuu JIIOAEH C OrpaHUYEHHBI-
Mu Bo3MokHOcTsAMU; MKT kak HOBO€ Ha-
IIpaBJI€HUE B IOJATOTOBKE CIELHAINCTOB
T'YMaHUTaPHO-TEXHOJIOTHYECKOTO Tpodu-
ns; MKT B cdepe undpoBbIX HCKYCCTB;
MKT B o6mactu mH)OPMAIIMOHHBIX TEX-
HOJIOTUM B MY3BIKE, ICUXOAKyCTUKU U MY-
3bIKAJIBHOM aKyCTHKH, MY3BIKaJbHOTO H
3BYKOTEMOPAIBHOTO MPOTPAMMUPOBAHUS;
MKT wu 3ByKOBOM Au3aiiH, CayHI-IPOIIO-
cupoBanne; MKT u my3bikanbHas 3ByKo-
pexuccypa; MKT u ucnoiHUTENbCTBO Ha
ANEKTPOHHBIX MY3bIKaJIbHBIX UHCTPYMEH-
tax; MKT u koMIbroTepHOE My3BIKaIbHOE
TBOPYECTBO.

Pa3paboTku Mo JaHHBIM HAMPABICHHUSIM
UCCIIe0BaHUs TaKkKe CIOCOOCTBYIOT:
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— KOHCONMUAAIMK  TpodeccuoHaTbHO-
ro coo0miecTBa, OOBEANHEHUIO €r0 BEeaIy-
X TBOPYECKUX CHJI B BBIOOpE MyTEH ISt
OCYIIECTBJICHHUS TyXOBHO-HPABCTBEHHOTO
BOCITUTAHUS TOPACTAIONIETO TTOKOJICHHUS
C y4€TOM BCEX OCOOCHHOCTEH COIMOKYITb-
TYpHOTO TpOIecCa COBPEMEHHOTO pa3BU-
THS OOIIECTBA;

— COlEHUCTBUIO B pa3pabOTKE HOBBIX
o0Opa3oBaresibHbIX TpOrpaMM B cdepe My-
3BIKAJILHOTO U, B IEJIOM, XYJ0’KECTBEHHOTO
00pa3zoBaHus, ONMUPAIOIIUXCS Ha TIO0Ab-
HbIE€ BO3MOXKHOCTH COBpPEMEHHBIX HH(DOP-
MAIMOHHBIX TEXHOJOTHUH;

— Pa3BUTHUIO CYHIECTBYIOIIMX TOCYIap-
CTBEHHBIX 00pa30BaTEIbHBIX CTAHAPTOB U
JIPYTUX HOBBIX HAy4YHBIX M 00pa3oBaTeib-
HBIX HaIlpaBJICHUU.

CuHecTeTHYECKUI XapakTep MY3bl-
KaJIbHOTO MBIIIJICHUS CO3JAET MPEIIOChLI-
K{ HE TOJBKO /ISl paCUIMpPEeHHs U oboraiie-
HUS BO3MOXXHOCTEH MY3BIKM C ydacTHEM
KOMITBIOTEPHBIX TEXHOJIOTUH, HO U A €€
BBIXO/Ia B cpepy APYruX UCKYCCTB M HAYK
(uTo yOemuTenbHO TOATBEPKAACTCS U
MPAKTUKON MOCIENHUX JECATHICTHH (CM.,
Hanpumep, padotsl: [3; 5; 8; 9]). [lokasa-
TEIHHO, YTO Ha OCHOBE OTBITA NMPHMEHE-
HUS TpapuyecKoro MeTojla KOMIO3UIIUU
(«counHEeHHEe MY3BIKM TOCPEICTBOM pH-
CYHKa») C y4acTHEM KOMIBIOTEPHOU TeX-
Hukn S. Kcenakucom Oblia BBIIBUHYTA
u7ies BOCITUTAHUS «XYJT0KHUKOB ITUPOKOTO
npoduis» (B CyIIHOCTH — CHHTETHYECKOTO
TUMma), obaagarnux GyHIaMeHTAIbHBIMU
MO3HAHUSAMU B PAa3TUYHBIX 00JIACTAX ecTe-
CTBCHHBIX Y TEXHUYECCKHX HAyK (BKIIFOUas
nHpopMaTHKy), paBHO KaKk W B 00JacTH
«TEOPETUYECKOU MCTOPUU MY3BIKU U 3pH-
TETBHBIX HCKYCCTB». DJTO, OJHAKO, TeMa,
HeoOxoanuMo Tpelyromias, BBUAY MaclliTa-

OO0B M CIIO)KHOCTH €€ MpoOJIeMaThKu, OT-
NEIBHOTO0 CaMOCTOSITEIBHOIO MCCIEN0BA-
HUSL.

[Tonxonq K TMOHMMAHHMIO MY3BIKAJIBHO-
HMCTOPUYECKOrO Mpolecca Kak JUaxpoH-
HO-CUHXPOHHOTO KOHTHHYyMa C Xapak-
TEpPHBIMHU JUJISI HETO 3aKOHOMEPHOCTAMU
PUTMOB TBOPYECTBA, U3yUEHHUE IMPOIIECCOB
¢ ucnons3osanueM MKT u B 1ieioM KOM-
NBIOTEPHBIX TEXHOJOTUH CHOCOOCTBYET
pPacIIMPEHUI0 CTPYKTYphl U OOOTallleHUIO
pazHooOpa3us CBOWCTB paccMaTpuBaeMoit
MOJIEIH.

Pa3Butnie uHOpPMAIMOHHBIX TEXHO-
JIOTUM TMPOU3BOAUT JaJbHEUIINE YCOBEP-
IICGHCTBOBAHUSL B MPOSIBICHUSX 3aKOHO-
MEPHOCTEH B3aMMOJEHCTBUS MY3BIKH,
MaTeMaTUKH, MHHOPMATUKH, HO HE OTMEHSI-
€T CaMU 3TU 3aKOHOMEPHOCTHU, OCMBICIIEHHE
KOTOPBIX B X (PyHAaAMEHTAJIbHBIX (popMax
ocTaércsi HEoOXoauMbIM. HyXHO y4uTHI-
BaTh U TO, YTO «COOCTBEHHO YEIIOBEUECKAS
COCTaBIISIIOIIAsl B ATOM B3aWMOJECHWCTBUU
aBIsieTca 0oJjiee yCTOMYMBOW M HBOJIOLIMO-
HUPYET HE CTOJIb CTPEMUTENIBHO, KaK KOM-
MBIOTEPHBIC TEXHOJIOTHH.

Cdepa nHbOPMATUKH CONEPKUT B cede
HEMaJ0 BO3MOXHOCTEH, €IIE€ HE MCIOJIb-
3yeMbIX (WJIM HUCIHOJIb3yeMbIX B HE3HAYU-
TEeIILHOM CTEMEHM) MY3BIKAIBbHOM Teopuein
U MPaKTUKOW — KaK C y4acCTHEM KOMIIbIO-
TEPHBIX TEXHOJIOTUM, TaK U HE3aBUCUMO OT
HUX.

Marepuanbl, HU3JI0KEHHbIE B JaHHOU
CTarbe, NPEICTABISIOTCA aBTOpaM IMep-
CIIEKTUBHBIM pacHIupeHueM K chOpMHUPO-
BaHHBIM PAHEE MOJOKEHUSAM U KOHLETILHAM
B JIAaHHOM 00JIaCTH, CYIECTBEHHO JIOMOJI-
HSIOIIUM CTPYKTYPY U CBOMCTBA KOMILJIEKC-
HOM MOJIEJIM CEMAaHTHYECKOIO IPOCTpPaH-
CTBa MY3bIKH.
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K npo6Aeme usyueHus cneunucpmuku MHTOHMPOBAHUS
B (pMHHO-YropCKOit MOHOAMM UMITPOBU3ALLIMOHHOIO CKAQAQ

CraTbhs mocBfllleHAa aKTyaJbHOW TeMe KOTHHUTHUBHOTO ATHOMY3BIKO3HAHUS — Mpobieme
UCCIIEIOBaHUS CHNEeU(DUKH HHTOHUPOBAHUS B MOHOAMNHBIX MY3BIKaJIbHBIX TPaIULIHUAX
(UHHO-yrOpCKUX HApoAOB. BHUMaHHE COCPEAOTOYEHO Ha TPAJUIIMOHHBIX HMMIIPOBU3ALUSX,
MPEICTABISIIOIINX HTUPOKYIO 001aCTh B TPAAULIUAX S THOCOB MHO>KECTBOM BUJIOB U PA3HOBUIHOCTEH.
JlanHast TeMa ocBelIaeTcs Ha MpUMepe TPAIUIIMOHHBIX UMIPOBU3ALUN MPUOATTHIICKO-PUHCKON
Tpynnbl B CPAaBHUTEIBHOM AacleKTe C MPUBJICYCHHEM MaTepuaja U JaHHBIX OTEYECTBEHHBIX U
3apyOeKHBIX UCCIIeOBATENEH, TOyYeHHBIX Ha 00pa3iax pa3IMyHbIX KyJIbTYp. MOHOIUIHBIN MIIaCT
TPaJAULIMOHHBIX UMIPOBU3ALNMA, UX KOMMYHUKAaTHUBHAs (PyHKIUS U TpUpoOAa 3ByKOOOpa30BaHUS
aKTyaJU3UpYIOTCd B KOHTEKCTE 3ByKOMJeala TpaJuluid M paccMaTpUBAIOTCS B KOHTEKCTE
B3aMMOJICUCTBUS BOKAJIBHOTO W MHCTPYMEHTAJIbHOTO Hadal B ATHHUYECKHX MY3bIKaJIbHBIX

KYJBTypax.
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Concerning the Issue of Studying the Specific Features of Intonating
in the Finnish-Ugric Monody of the Improvisational Kind

The article is devoted to the topical subject of cognitive ethnomusicology — the issue of
researching specific features of intonating in the monodic musical traditions of the Finnish-
Ugric peoples. Attention is focused on traditional musical improvisations which present a broad
domain in the traditions of various ethnic groups in their diversity of types and varieties. The
present subject is elucidated by examples of traditional improvisations of the Baltic-Finnish
groups in a comparative aspect, bringing in materials and data of researchers from Russia and
other countries obtained from musical examples pertaining to various cultures. The monodic
stratum of traditional musical improvisations, their communicative function and nature of sound
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generation are actualized in the context of the traditions’ ideal of sound and are examined in
the context of the interaction between the vocal and instrumental elements in ethnic musical

cultures.

Keywords: cognitive ethnomusicology, ethnic music, musical Finnish-Ugric studies, monodic
musical thinking, traditional improvisations, vocal/phonic imitations.

JTHOM U3 aKTyaJIbHBIX MPOOJIEM KOT-

HUTHUBHOTO 3THOMY3BIKO3HAHUS $SIB-

JISIETCSL UCCTIENOBaHUE Crenu(UKu
WHTOHUPOBAHUS B MOHOAUINHBIX MYy3bIKaJb-
HBIX TPATUIUAX (PUHHO-YTOPCKUX HAPOJIOB.
JlaHHas Tema CBsi3aHa C U3YUYEHUEM 3BYKO-
BOT'0/aKyCTHYECKOTO KOJa MY3bIKAIbHBIX
TpaauLIMii (BKJIIOYasi TEMOPOBBIN U apTUKY-
JISIUMOHHBIN aCMEKThl), 3aTParuBaeT BOMpPO-
Chl TEHE3MCa, CEMAHTUKU, POJIH KOMMYHHU-
KaTUBHOM (yHKIIMH, 3ByKOH I€aIa.

[Ipexxne Bcero HEOOXOTUMO OTMETHUTH,
YTO B HACTOSIIIIEE BPEMsI MHTOHAIIMOHHBIN
ypOBEHb MOHOAMH BOOOIE U (PUHHO-YTOP-
CKOM B 4aCTHOCTHU Kak 3Bydaliuil (heHoMeH
u3yueH KpaiHe mano'. Mexay Tewm, eimé
B 1970-¢ rogsl 0 HEOOXOAUMOCTH H3y4e-
HUSL «HAPOOHO-NECEHHO20 UHMOHUPOBAHUSL
KaK J#CUB020 UCNOTHUMENbCKO20 npoyecca
[kypcuB Moi. — C. K.], B KOTOPOM MY3bI-
KaJlbHAsT WHTOHAIIUS TPENICTABISET COOOM
CJIO)KHOE, KOMIIJIEKCHOE SIBJIEHUE. ..», TOBO-
pun U. U. 3emuosckuii [6, c. 8]. YuéHsIi,
B YaCTHOCTH, aKIIEHTUPOBAJI BHUMaHHUE Ha
HEUCCIIEIOBAHHOCTh CEMAaHTUKU «OTIEIb-
HBbIX BBIPA3UTENIbHBIX 3JEMEHTOB Hapoa-
HOM MY3BIKM — XapaKTE€pHBIX WHTOHALUH,
YCTOMYMBBIX ~ MEJOJUYECKUX  IOMEBOK»
[Tam xe] (B cBouX MoHOrpadusx «Pycckas
MPOTSKHASL TECHS: ONBIT HCCIEIOBAHUS»
(1967) u «Menoanka KajlieHIapHBIX MTECEH
(1975) 3emioBcKkuii packpbiBaeT WHTOHA-
[IUOHHBIE MCTOKH U MEJOIUYECKUE CBS3U
B HareBax CJIABSHCKUX HapOAOB; OCHOBHOM
yHop JejlaeT Ha U3yYeHUH OCOOEHHOCTEH
BOKaJIbHOTO MHTOHUPOBAHUS U apTUKYIIS-
uuun). YU€HbIl npearaeT paccMarpuBaTh

34

WHTOHAIIMIO/UHTOHUPOBAHUE KaK («KHBOEC
BELIECTBO My3bIkn». [Ipu3bIBas Kk IuCKyc-
cUM 0 (peHOMEHE MY3bIKaJIbHOTO BEIEeCTBA,
OH JIOMYCKA€T CYyII€CTBOBAHUE WHTOHALM-
OHHOM TEOpPUM MY3BIKAJIBHOIO BEILECTBA,
Oepyliei «CBOMM IMPEIMETOM MY3BIKY Kak
36y4aWYI0 MAmepuro, 06ewecCmeiAouio
unmonayuro [Kypcus Mou. — C. K.] He TOJb-
KO apTUKYJALHOHHO, HO M BCEH Maccoi
3BYKOBOM SHEPIuM Kak caMopeaau3aiuu u
KOMMYHHKanum» |35, c. 187].

A 3aJ101ITO 10 3TOr0 00 MHTOHAIMM KaK
O CTPYKTYPHO-CMBICJIOBOM, 3MOIMOHAb-
HO-00pa3HOM KOMIIOHEHTE MY3bIKaJIbHO-
ro s3eika roBopmwi b. B. AcadreB B cBOEM
Tpyne «My3bikanbHas hopMa Kak MpoIece
[2]. U ceromus akTyalqbHO MOJIOKEHUE yUE-
HOTO, OIpPEAENAINIEe CYUIHOCTh M 3CTe-
TUYECKYH0 HaIpaBJIE€HHOCTh BCEHl MHTO-
HAIIMOHHOW TEOpPHH’: «...MHTOHHPOBAHUE
Kak mposiBieHue mbicau». [lo Acadbey,
WHTOHAIUSA — «POJHUK MY3BIKW», U UYTOOBI
MBICJIb YEJIOBEKA CTaja 3ByKOBO BBIPAa)KEH-
HOM, OHa CTAHOBUTCS MHTOHAIIMEH, MHTO-
Hupyeres [2, c. 211].

[Toznuee B pabotax ®. A. PyGioBa ¢op-
MUPYIOTCSI METOAbl HMHTOHAIMOHHO-Ja/0-
BOT'0 aHaJM3a HApOJIHBIX mneceH. braronaps
M3YUYEHUIO <(OKU3HEHHBIX MCTOKOB MY3bl-
KaJIbHOTO $I3bIKa» M «IPOIECCa Pa3BUTHUS
00pa3HO-CMBICIIOBOTO COJEPKAHUS MY3bI-
KaJIbHOW peurn» YUYEHBIN BBISBIISIET PUHIN-
MBI JIAZI000pa30BaHMs, PA3BUTHS PA3TUIHBIX
JaI0BbIX CTPYKTYp [19] 1 MHTOHAMOHHBIE
CBSI3U B MY3bIKQJIbHOM (DOJIBKIIOpE CIIaBSH
[18]. LleHHBI €ro MbICIU O BIUSIHUU peuesoul
unmonayuu Ha (PopMUPOBAHHE MY3BIKAIb-
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HOTO 513bIKa HAPOJHBIX [IECEH, HCTOKAaMH KO-
TOPBIX OH CUUTAJI BEIPA3UTEIbHbIE CBOMCTRA,
npucyiiie pedeBor mHToHarmm’. [locmen-
HIOI0 PyOI110B MOHUMAN HMIMPOKO, «BKITFOYAS
B 9TO OIpEACIICHUE HE TOJIBKO WUHTOHAIUH,
COMYTCTBYIOIIIME PEYHU U JIOTOJIHSIOIINE
3HaYEHHE MPOU3HOCUMBIX CJIOB, HO U Ijiad,
¥ BO3IJIAChl, CIIOCOOHBIE MHTOHUPOBATHCS
0e3 CJIoB, HECYIIUX B cebe Kakue-Iubo mo-
HSITUSD;, pPEUYEeBbIEe MHTOHALIUU OH YCIIOBHO
pa3feNnuil Ha TPU OCHOBHBIX THIIA: MHTOHA-
IIMM BO3IJIaCOB, IMMOBECTBOBATEIBHON peyn
u mwrava [19, c. 20]. Yuéublii nonaras, 4To
[JIaBHBIM BBIPA3UTEIbHBIM CPEACTBOM peue-
BOM MHTOHAIIMH, BBISIBIISIIOLIUM CMBICIIOBOE
cofiepKaHue, SIBISETCS «3BYKOBBICOTHBIN €€
KOHTYDP» («3BYKOBBICOTHO€ OTHOILIEHUE I10-
CJIeIOBAaTeIbHO HWHTOHHPYEMBIX CJIOTOBY)
[Tam xke]. DopMuUpOBaHHE MY3BIKAIHLHOTO
s3pIka PyOIIOB TIPENCTABIISIT KaK «IPOIECC
BOIUIOLIEHUSI HauOoJiee BBIPAZUTEIBHBIX
CTOPOH PEUEBON MHTOHAIIMU B MY3bIKAJIHHO
pacrneBaeMble 3BYKOBBICOTHBIE COTIPSIKEHUSI.
OTU CONPsHKEHUS 3aBOEBBIBATIUCH U OCBaU-
BaJIUCh HE KaK aKyCTUYECKHE WHTEPBAJIBI,
a Kak croco0 MPOSBIEHUS ONPEIEIIEHHOTO
SMOIIMOHAJIBHO-CMBICIIOBOTO COACPKAHUSD)
[Tam ke, c. 21]. B kauecTBe «IEpBUYHBIX,
YHCTO MY3BIKaJBbHBIX MPOSBICHUN PEUEBOM
WHTOHALIMKM» YYE€HBIA MPEIoNIaraeT «Io-
MEBKHU, CIIOKUBIIMECS M 3aKPENUBIIUECS
B BH/JIC KpaTyalIlInX, JIOTUYECKU 3aBEPIIEH-
HBIX MY3bIKaJIbHBIX paz» [Tam xke]. Tepmun
«TIOTIEBKA» KaK «MHTOHAIIMOHHO KOHCTPYK-
TUBHBIM AIIEMEHT MEJOIANMY», 00pa3yIOIHii
«TPYIILy CONPsHKEHHBIX TOHOB, COCTABIISIIO-
[IMX MEJIOAMYECKUN 000pOoT Win penbedy,
panee npeanoxu1 AcadbeB B CBOEM HUCCIIe-
noBaHuu «PedeBas mHTOHAIMD» (1965) [3,
c. 19-20]; on oOparui BHUMaHHE Ha B3au-
MOCBSI3b «MEJIOJUYECKON JIMHEAPHOCTU H
MEJIOJUYECKON KOHCTPYKTHUBHOCTH C JBH-
KEHUEM U JUHAMUKOM PEUYEeBOrO IMOTOKA»
[Tam xe, c. 8]. B To ke BpeMsi ¢ TOUKH 3pe-
HUS KJIACCUYECKOTO MY3bIKO3HAHUSI peueBast

35

WHTOHAIUSI «B CBOMX KOHKPETHBIX MPOSB-
JICHUSIX OCHOBaHa Ha OOOOIIEHHH OIpese-
NEHHBIX PUTMH30BAHHBIX 3BYKO(DOPMYI 10
ypoBHsSI uHmonem [KypcuB moil. — C. K.],
o0ajaloIX B CUITY CBOEH MPUPOJIBI OIpe-
NeNEHHBIM CIIEKTPOM 3HaueHui» [ 14, c. 68].
I1o muenuto E. A. PyubeBckoi, peueBast UH-
TOHALlMs YK€ Ha OTOM YPOBHE IPEICTACT,
KaK CJIO)KHO€ CUCTEMHOE SIBJIEHUE, BKIIOYa-
IOILEE «BECh KOMIUIEKC 3BYKOBBIX CPECTB
— PUTMUKY (aKUEHTHI, LI€3ypbl, May3bl), Me-
JIOMUKY (3BYKOBBICOTHAsI JIMHUSA), TEMOD,
TPOMKOCTh, HHTCHCUBHOCTB [TaM Xke€].

Pa3BuBas HayuyHble NO3UIUU aca(beB-
ckoil mkoibl, J. E. AnekceeB B ucciieqona-
Huu « PaHHE POTBKIIOPHOE HHTOHUPOBAHUE)
(1986) pazpabarbiBaeT HCTOPHUKO-TCHETH-
YeCcKyl0 NpoOieMaTHKy, OOHapyKUBaeT
CTaJu DSBOJIOIHMHU THUMOB (HOJBKIOPHOTO
WHTOHUPOBAHUS; BBISABISICT B3aHMOCBS3h
WHTOHAIMH PEYEeBOr0 BHICKA3bIBAHUSA U MY-
3BIKAJIbHOTO MHTOHAIMOHHOTO (hoHMa. Yué-
HBII paccMaTpHUBAET HHTOHALIMIO KaK O/IHO-
BPEMEHHO BPEMEHHYIO U 3BYKOBBICOTHYIO
«I4EUKY», HECYLIYH OIpEACIEHHBIM MYy-
3bIKAJIbHBIA CMBICII. B )KWBOM TeueHHH Me-
JIOIUYU CKJIAAbIBAETCS €€ BBICOTHAS U KOM-
MO3ULIMOHHAS CTPYKTYPbI U3 IOCJIEI0BAHUS
«TIOTIEBOK-UHTOHAIIMW»: «... HWHTOHAIMS,
TaKUM 00pa3oM, €CTh TO, YTO B PEaJIbHO-
CTH CBSI3bIBA€T JBAa OCHOBHBIX M3MEPEHMUS
B MEJIOJIMKE: BBICOTY U BPEMsI; @ UHTOHAIU-
OHHAsl TEOPHSl, ABJSISICH IO HEOOXOAUMOCTH
U TEOpUEeH Jlajjla U Teopueu puTMa OJHO-
BPEMEHHO, MPEICTABISIETCS CBOEro poza
“Teopuei OTHOCUTEIIBHOCTH , TEOPUEH CBSI-
3M JIByX [NIABHBIX BEKTOPOB MEJIONYECKOTO
IIpOLECCa, TO €CTh TOM €AUHCTBEHHOM TEO-
puel, KoTopasi TOJIbKO U MMEET pealibHbIe
OCHOBAHUA JOCTUTHYTh YPOBHS MeJIOanYe-
CKUX CMBICIIOB, TOWTU J0 TIIyOWHBI COMEp-
JKaTeJIbHOIrO B Menojauke» [1, c. 35].

I B. JlookoBa B wucciaenoBauuu «Ce-
MaHTHKa UHTOHALIMOHHBIX CPEACTB HApOJI-
HOl meceHHoil peun» (2004) omnmpaercs



G/ﬁ\

My3blkaAbHas KyAbTypa HapoaoB Poccum

HAa TPAJUIMU WHTOHAIIMOHHOM IIKOJIBI,
B YaCTHOCTH, B3Il AcadreBa u Pyobiio-
Ba Ha 3HAYEHHE peueBOil MHTOHaIMU. OHa
BBIJIENISIET TPU OCHOBHBIX THUIA OOPSIOBO-
ro (DOJBKIOPHOTO WHTOHHPOBAHUS: KIUY/
3aKAUHAHUE, NIAY, N0BECME08AHUe KAK mu-
nosvle peyesvie UHMOHAYUU, YTO B LIEIIOM
COOTHOCHUTCSI co B3mIsinamu PyOrosa [14,
c. 68-69]). [1lo MHEeHUIO HCcceaoBaTEIbHU-
I[bl, 3TH THUMBl PEUYEBON MHTOHAIIMH COIIO-
CTaBJISIFOTCSI C OCHOBHBIMM BUJAMU HHTOHEM
KaK UX OObEKTUBHUPOBAHHBIE XapaKTEPHbIC
NPOSIBJIICHUS: NOBECMBOBAMENbHAS UHIMOHA-
Yusi — JOTMUECKOE HAYaJIO; Nnia4esas uHmo-
Hayus — SMOLIMOHATIFHOE HAYAJIO0; Kauuesas/
3aKAUHAMENbHASL  (NPU3LIBHAS/NOBENE8AI0-
was) uHmoHayusi — VMIIEPaTUBHOE Hadya-
j0 [Tam ke, ¢. 69]. JloOkoBa crpaBenIuBO
MOJIaraeT, YTO pevyeBasi HMHTOHAIUS CITY>KUT
JUTS1 BBISIBIICHHSI CYIIIHOCTHBIX OCHOB M 3aKO-
HOMEPHOCTEN npoyecca UHMOHUPOBAHUSL.
E€ cpoiicTBamu, COIIaCHO HMCCIIEAOBATENb-
HUIle, 001a/lal0T HE TOJBKO KPAaTKHUE 3BY-
KOCOYETaHMUs (Ha YpOBHE MHTOHEM), HO U
pa3BEPHYTHIE BO BPEMEHU «BBICOKOOPTaHU-
30BaHHbIC 3BYKOBBIE CUCTEMbI» (Ha YPOBHE
3aKOHUYEHHBIX MY3BIKaJIbHBIX MOCTPOCHUN)
[Tam xe, c. 68]*. CormacHo JIOOKOBOIA, «CHUM-
BOJIMYECKAsi BECOMOCTb A3BIKOBBIX 3JIEMEH-
TOB MHTOHAI[MOHHOTO pAja (‘‘3HaKoB” — Ha
ypOBHE PUTMO-UHTOHAIIHH, TIONIEBOK) U pe-
YEBBIX KOMIUIEKCOB (‘“TEKCTOB” — Ha ypOB-
HE MY3BIKaJIbHBIX (ppa3, HANeBOB) SIBISET-
Csl TEM WHIUKATOPOM, KOTOPBIN MO3BOJISET
OIICHUTH OOJACTh HAPOIHON MY3BIKH Kak
CaMOCTOSITEIbHYIO CIIOXKHYIO CEMHOTHYE-
CKYIO cuctemy» [Tam ke, ¢. 56]. B nowuc-
KaX WHTOHAIIMOHHO-PUTMHUYECKUX (HOpMYII,
HMMEIOIIUX CUMBOJIMYECKUN XapakTep, yué-
HBII OOpalaeTcss K apXauueckuM IuiacTam
pyccKkoro My3bIkanbHOTO (honbkinopa. Ux
aHaJIM3 TO3BOJWJI ONPENEINUTh JOINECEH-
HBIH CJIOM MCTOYHUKOM, CIIOCOOCTBYIOIIUM
dhopMUPOBaHUIO COOCTBEHHO IIE€CEHHOTO,
MY3BIKQJIBHOTO SI3bIKA.
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3ajaya HAIIETrO0 MCCIEAOBAHUS COCTOUT
B TOM, YTOOBI, C OJJHOW CTOPOHBI, OXapaK-
TE€pPU30BaTh TPATULIUOHHBIE UMIIPOBU3AIUN
KaK BECOMYIO 4YacTb MOHOAMMHOW (uH-
HO-YTOPCKOM KYJBTYPBI M OIPEEIIUTh 000-
3pUMbI€ HAa CETOAHSIIHUMN JIEHb >KaHPOBbIE
TPaHUIIBI, C APYTOM — 0003HAYUTH MMYTH BbI-
SIBJICHUS] MHTOHALIMOHHOM CYIIHOCTH «3BY-
yauen Marepum», «OBEMIECTBIISIONICH HH-
TOHALINIO», (POPMUPYIOIIEH UX TKaHb.

B My3bIKanbHBIX Tpagunusax (QUHHO-
YTOPCKUX HAapOJIOB €CTh BOKAJIbHBIE (POp-
Mbl, OCHOBaHHBIE Ha «3By4alllell MaTepun»,
«OBEILIECTBIAONIEH MHTOHAIMIO» HE BO-
KaJIbHOW (HE MeceHHOM) mnpupoxabl. Peub
UAET O OONEeceHHoll apxauxe.

Jlonecennbie (HOpPMBI TPUCYIIH MHO-
TUM TpPAJULMSAM, a «3BYKOBas HMHUTAIUS
TOJIOCOB KUBOTHBIX M MTHIL] COCTABIISET 1ie-
JIBIA TUTACT apXandyecKuX BOKaJIbHBIX (popm
B IIPOMBICIIOBBIX KyibTypax EBpasuu, Kpaii-
Hero Cesepa, JlansHero Boctoka, FOxHo#M
Awmepuku, Adpuku, OkeaHUH — OHaA SIB-
J€TCsl OCHOBOM MHTOHALIMOHHOW KYJIBTY-
pBl “ATHOCOB, BIMCAaHHBIX B JIaHAMA(T”
(JI. H. T'ymunes)» [16, c. 43]. lanHoe sB-
JIEHUE B HACTOALIEE BPEMS JI0CTATOYHO W3-
y4eHO, B TOM YHCJIE U Ha Marepuaie GuH-
HO-YTOpPCKUX Hapo/oB (CM., B YaCTHOCTH,
uccnengoBanuss M. B. ConoBbéBa Ha Mmare-
puaie My3bIKaJIbHON TPAIUIINA CaaMu)°.

K donecennvim ghopmam npexae Bcero
clelyeT OTHECTU 3BYKOIOJAPAXKaHUS KH-
BOTHOMY MHUpPY U aleUIMPOBAaHUE K MHPY
MPUPOABL: 30Bbl JIOMAIIHUX >KUBOTHBIX,
3BYKOINOJIpaXKaHUs Toj0caM >KMBOTHBIX U
0Tyl (B TOM 4uciie, «HolraHbe», Xapak-
TepHOE st pepeHOB HOWT caaMOB M Ka-
peTnoB), OKIUKH, helletused, curHaabl BbI-
3bIBAHUS BETpa, JIOKJS U Tak jajee (Kak
rOJOCOBBIE MMHUTALUM, TaK U ONOCPENO-
BaHHO Y€pe3 UHCTPYMEHTAJIbHbIE (POPMBI),
ayKaHbsl, KJIMYU, TPYJOBbIE CUTHAJIBI, BO3-
riackl, iad’. K atoit o6mact npuMbIKaeT,
Ha Hall B3MJIAJI, ¥ TAKOW BUJ BOKaJIU3alIMH,
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KaK O4YE€puUMBaHUE TPAHUIL] MKU3HEHHOIO
IPOCTPAHCTBA 3BYKOM MOCPEACTBOM J10J]I-
rux (UHAIUCOB (B MPOTSIKHBIX MECHSIX
Y KHUBHBIX YacTyLIKaxX BEICOB, B MY3bl-
KaJbHBIX TPATUIUAX MOPIBBI, Mapu’ H
npyrux)®. JlaHHOE SIBJICHUE COMOCTaBUMO,
Ha Halll B3I, C PEIMKTOBBIMU (pOpMaMHu
3BYKOBBIX MMHUTAIUI TOJOCOB KUBOTHBIX’
U IIPOYHO BOILLIO B CO3HAHHE HOCHUTENEH
TpaJulMi Ha YpOBHE 3ByKoujeana. Bax-
HO OTMETUTh, YTO JONECEHHAs apXauka
npeacTaBisieT co00il umnposuzayuonHvie
CMmpyKmypbul, peIIEBaHTHBIC paAHHEMY Nepu-
00y PONbKIOPHO20 UHMOHUPOBAHUSL.
Tpaouyuonuvie umnposuzayuy 3HAYU-
TE€JIbHO MEHEE H3y4YeHbl [0 CPAaBHEHUIO
C neceHHbIMU XaHpaMmu. [lo MHeHuro Ka-
penbckoro yuénoro T. B. KpacHononbckoi,
npeodsaalouMMU OCTAIOTCS MyOIUKAINK
UX SMIMPHUYECKUX 3alUCEH W 3MIMpUYe-
CKue onucanus. B 1o xe Bpems, oHu «oOpa-
3YIOT WUPOKYIO 0011aCHb, IPEICTABICHHYIO
B TPAJNLIAN KaXJA0T0 3THOCA MHONCECTNEOM
81008 U Pa3HOBUOHOCMEl [KYypCUB MOM. —
C. K.], onpenensitb KOTOPbIE B KATETOPUSIX
YKaHpa, CTWJISA, STHUYECKON XapaKTepHOCTH
BpeMs enlé He HacTano. BaxkHo To, 4TO Bce
OHM UMEIOT 0o0Jiee UJIM MEHEE SIPKO BbIpa-
JKEHHBIM pUTyaJbHbI, MaruyecKui Xxa-
paktep» [13, c. 180]. B Bune npuuuranuit
U 3aroBOpPOB, MECEH 3MHYECKHUX, JETCKUX
U JINPUYECKUX, UMIIPOBU3ALMU COCTaBIIs-
10T 3HAaYUTEJIBHOE MECTO B TPAAUIIMOHHBIX
KyJAbTypax (PMHHO-YI'POB B IPOMBICIIOBOIA,
KaJICHAApHON OOpsIHOCTH, B 00psiiax ce-
MeHOro MK, B ObITy: «IIpu 3TOM HasbI-
KU UMHPOBU3AYUU NPOOOIHCAIOM USPANb
CYyUecmeenHHylo poib Kak 6 COXPaHeHUu
SMHUYECKO20 36YKOB020 udeana, max u xa-
DPAKMepHoOCmu  MY3bIKATbHO20 MblUlIeHUs
amuoca [kypcuB moil. — C. K.], B CTaHOB-
JIEHUN BCEM COBPEMEHHOM MY3bIKAJIILHOU
KYJBTYpbl (PUHHO-YTPOB» [TaM xke, c. 176].
OcoOblit UHTEpEC MPEACTABIAET TAKOW BUJ
TPaJAMLIMOHHBIX HMIIPOBU3allMi, Kak BO-
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KaJIbHbIE HMMUTALUU HHCTPYMEHTAIBHBIX
(TmacTyIIecKux ) HauTPHIIICH.

T'oBopst 0 TpaAULIMOHHBIX UMIIPOBU3A-
LUSIX B 1I€JIOM, BaXKHO OTMETUTh, YTO 00JIb-
IIy10 00J1aCTh B MY3bIKQJIbHBIX TPAJIULIMIX
(UHHO-YTPOB TPEICTABISIIOT M)3bIKAb-
HO-NodmuyecKue KOMnO3uyuu UMnposu3a-
YUOHHO20 CK1a0a; OHYU PEJICTABIICHbI: 1A~
YyaMH U NPUYUTAHUSMHU KapeJoB, BEICOB,
KOMU W MOPJBBI, CEBEPHOYAMYPTCKUMU
Kpe3siMH, KapeJIbCKUMHU U CAaMCKUMU HOW-
raMi, KaJIeHIapHbIMU PUTyaJIbHBIMH Ha-
MeBaMU KOMH («KOMHU UMITPOBU3ALIUSIMI) )
[13]. LlenHbIi BKJIAI B UX U3yYEHHUE BHECIIN
¢unHO-yrpoBensl H. 1. bospkun, A. Buccern,
T. B. Kpacnononsckas, C. FO. Hukonaesa,
N. M. Hypuesa, 1. Priiren, U. b. Cemaxosa,
B. B. CenkeBuu-I'ynkosa, 1. B. ConoBbéB,
N. K. Tpasuna, II. 1. Yucranés u apyrue
[4; 13; 16; 20-23]'°. Haubomee 1emaoct-
HYIO KapTUHY, XapaKTepU3yHIiero u 0600-
MIAIONIET0 CBOMCTBA O (PUHHO-YTOPCKHUX
TPaJULIMOHHBIX MMIPOBU3ALUIX PACKPbI-
BaeT wHccienoBanue KpacHomosbCKou
«My3BbIKaIbHO-IO3TUYECKHE HMITPOBU3A-
nuu  (puHHO-yropckux 3THOCOB Poccum:
OTBIT CTPYKTYPHO-KaHPOBOUW THUIIOJIOTHI
(2011) [13]. danHO€ WCCieAOBAaHUE YHH-
KaJbHO, MO3TOMY MPEACTABIACTCA LeJe-
COO0Opa3HBIM OCTAHOBUTHCS HA OCHOBHBIX
MBICJISIX YYEHOTO.

XapakTepUCTUKU HUMIIPOBU3ALUN CBs-
3aHBl TPEXKJE BCETO C HMX BOCHPUITHEM
Kak HecmabunvHulx cmpykmyp. CoracHo
KpacHononbckoil, «uMImpoBu3zanus — 3TO
pe3yaprar JesTeNbHOCTH 0CO000ro THUIa
TPaJAULIMOHHOTO XYyHAOKECTBEHHOTO MBIII-
JICHUs, KOTOpOE: a) ONepUupyeT KpaTKUMH
TUMUYECKUMH MOITUUECKUMH U MY3bIKallb-
HO-PUTMUYECKUMH CTPYKTypaMmH; 0) co3a-
€T UX HecTaOUJIbHBIE TIOCIIE0BATEIHHOCTH,
oOpa3zyroniye Ha KaKJIOM YPOBHE LIEJOCT-
HbI€ aBTOHOMHBIE (DOPMBI; B) KOOPJUHUPYET
UX “1I0 BEPTUKAJINU B MPOLIECCE CUIOMUHYT-
HOT'O CJIOXEHHUSI HOBOTO KOMIIO3UILIMOHHOTO
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nenoro. WMHBIMH ClIOBaMU, OOMUHAHMOLU
O0esimenbHOCmU 91020 MUna MbluleHUs
A6€MC NOCMOAHHOE KOHCMPYUPOBAHUE
MY3bIKANbHO-NOIMUYECKOU  (OpMbl  8bIC-
uieco nopsoka, pes3yibmam KOmopo20 He
umeem meHOeHYuU K 3aKpenjieHuro 8 cma-
ounvrom euode [kypcuB moil. — C. K.]. On
SIBJISIETCSL OCYILECTBICHHUEM HEKOEW ujen
XYJIO)KECTBEHHON II€JIOCTHOCTH, CJIOKHUB-
mieiicst B 0OIIECTBEHHOM MPaKTUKe 3THOCA,
OTpa3uBIIEH €ro cakpalbHbIE MpEACTaBIe-
HUS U OOpPSI0BO-MarMuecKkue YCTaHOBKHU
u HaBeIkK» [13, c. 187]. HecTaOumbHOCTS,
«MOCTOSTHHAS “BUOpaIus’ XyJ0KeCTBEHHO-
IO BpEMEHHU B HalleBe UMIPOBU3ALIUH, 3aKO-
HOMEPHOCTH KOTOPOW CO3HAHUE CITyIIATeNs
HE B CWJIaX yJIOBUTbHY», — PE3YJIbTAT CKJIA]IbI-
BaHUSI TEKCTA U3 Pa3HBIX MO MPOTKEHHO-
CTU «MY3BIKaJIbHO-UHTOHUPYEMBIX CJIO-
BECHBIX BBICKAa3bIBaHUI» [TaM ke, c. 182].
CnpaBennivBo, Ha Hall B3MVISA, SBISETCS
MBICITHE KpacHOONBCKOM O TOM, UTO aeeto-
MUHAMUBHBIL MUN A3bIKOBO2O MbIULIEHUS.
(UHHO-YTPOB CcKa3aics U Ha (HOpMHUPOBa-
HUU «IEJTOCTHBIX, JJOTUYHO BBICTPOCHHBIX
KOHCTPYKIIUI» MY3bIKaJIbHO-TOATHYECKUX
KOMIO3ULHUA HMMIOPOBU3ALUOHHOIO CKJIa-
Ja KAk pe3yJabTaT «IOCJIeI0BaTEILHOIO
CKJICUBAHUS», «CLEIJICHUS W3HAYaJIbHBIX
CTPYKTYp», NPHUBOIASAIIUX K BO3HHUKHOBE-
HUIO «ETUHCTB 00JIe€ BHICOKOTO TOPSIKAY,
B MOCJIEZIOBAHUN KOTOPBIX MPOSIBISIOTCS 3a-
KOHOMEPHOCTH, MPUBOJAIINE K CO3/IaHUIO
ITUX KOHCTPYKLMM [TaMm ke, ¢. 184].
Xapakrtepusyss BepOaJbHBI ypOBEHBb
TEKCTOB MMIIPOBU3AIMN Pa3HBIX ATHOCOB,
oTMeuas MOJSIPHBIC SIBJICHUSI U PA3HOCTh U
B JIEKCHUKE, U B CTPYKTYpE, UCCIIEA0BATEb-
HUIIA B TO K€ BPEMs BBISIBISIET UX OOIIYIO
MPUPOJy: MPUCYTCTBUE HE UMEIOIINX Ce-
MaHTHUYECKOW Harpy3Ku CIOB-BCTaBOK H
CKJIaJIbIBAHME U3 MAJIbIX KOHCTPYKIUM, UTO,
BEPOSTHO, JIOJDKHO OBITh OTHECEHO «K 00-
IE3THUYECKOMY, HaJXKaHPOBOMY CIJIOI0 UX
KyJbTypb» [Tam xe, c. 182—183]. Kpome
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TOTO, KapeJIbCKUKA y4YEHBIM ITOKa3ana TH-
MUYHOCTb VISl TPAAULIMOHHOM 1033UHU (PUH-
HO-yTPOB THUPAJHO-CTPO(OBOTO CTPOCHUS
C BBIJICTICHUEM «MabIX» (2/3—5/6 cioroB)
u «oonbmux» (8—12 cnoros u 13—18 cio-
TOB) TOCTPOEHUH (CTUXOB) Ha LIUPOKOM
HCCIIEIOBATEIbCKOM MaTepualie [Tam xe,
c. 183]. B T0 ke Bpemsi, aHAIN3 MEJOJIUKH,
B YAaCTHOCTH, KapeJIbCKOW MPUYETU MpoJIe-
MOHCTPHUPOBAJI «COOTHECEHHOCTh Pa3HOIO
pola MeJloAUYECKUX KOHCTPYKUUH (Melo-
JTUYECKUX 000pOTOB, (hpas, MpeaIoKEHU)
C UHTOHHPOBAHHUEM OTJICIbHBIX CJIOB U (pa-
3€0JIOTMYECKUX CpallleHUd MO3TUYECKOTO
TEKCTa, UMEIOIINX, €CTECTBEHHO, PAa3HYIO
MPOTSKEHHOCTHY [Tam xe|. [Ipu onucanun
HaleBOB MMIIPOBU3ALMI HA MEJIOINYECKOM
U MY3bIKaJIbHO-PUTMHUYECKOM  YPOBHSIX,
KpacHonosnbckass BBIAEISAET «UHTOHEMBD»
KaKk MaJjble MEJIOJUYECKHE KOHCTPYKLHU
HaleBa MMIOpPOBU3aUMK. HMumonemvr 3a-
BUCAT OT 3BY4YaHUs MHTOHHPYEMOIO CJIO-
Ba; «IPEICTABISIIOT CcOOOM MocTynaresb-
HOE, BpalareibHOe JIMO0 BOJHOOOpa3HOE
JBIDKEHUE B Y3KOOOBEMHBIX I'€MHUTOHHBIX
U AQHIEMUTOHHBIX IIKAJIAaX C KpaTKUMH
2-3-3BYKOBBIMU paclieBaMH CJiora W/WUiu
pednTanrell Ha OJHOM 3BYKE»; «COBIIaJa-
10T ¢ “WHTOHAIMOHHBIM CJIOBApEM™ HapOJI-
HO-TIECEHHBIX M MHCTPYMEHTAJIbHBIX KaH-
POB Pa3HOM CTaaWAIBHOM M ITHUYECKOU
NPUHAAJIEKHOCTH  KaK  TPaJAULMOHHOM,
TaKk U Mpo(eCcCHOHANLHON MY3bIKW» [Tam
xe]. Takum 00pa3oMm, BbIIEIECHUE MaJbIX,
«M3HAYATBHBIX CTPYKTYp» BepOaIbHOTO U
MY3bIKaJIbHOTO YPOBHEH B TEKCTaX MUMIPO-
BHU3alU MO3BOJIMJII TPOJIEMOHCTPUPOBATH
MCCIIEIOBATENbHULIE UX «TUIHU3UPOBAHHBIN
XapakTep» U ONPENeNUTh HUX «0a30BYIO
POJIb B MPOLIECCE CTAHOBIICHUS] UMITPOBU3A-
LIHOHHOT'O BBICKA3bIBAHUS KAK CTPYKTYPHOM
MapagurMsl )KaHpa» [Tam xe, ¢. 184].

B pesynbrare CcBOEro ucciaenOBaHUS
KpacHomnonbckast BBISBISET YEThIpE THUIA
MMIPOBU3ALMUI, OTIIMYAIOIINXCA «PAa3HBIMU
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NPUHIMIIAMHA  CJIOKEHUSI HANeBOB MY3bI-
KaJbHO-TIOATUYECKUX TEKCTOB MMIIPOBU3A-
uuii» [Tam xe, c. 188]:

— UHBOKAYUOHHbIY (HATEeBBl OCHOBA-
Hbl HA WHTOHUPOBAHWU KPATKUX BO3IJIa-
COB-B3BIBaHUH, UX MOCJIEAOBATEILHOCTh HE
co31a€T ¢hopm Oosiee BHICOKOTO TTOPSIIKA);

— 3aKIUHAmMeNbHO-npudemnolll (HANEB
oTnauYaeTcss Oecle3ypHOl MOBTOPHOCTHIO
KpPaTKUX Y3KOOOBEMHBIX MEIOANYECKUX
000pOTOB; MX 3aBepIIeHHE «o0pa3yeTr Io-
CTpPOCHUE, BBINONHSAONIEEe QYHKIIUIO MEJIO-
cTpodBI»);

— nogecmeosameinvHblll (HaIIEBbl — Me-
JIOJUYECKUE KOMIO3UIIUA TUPAJTHOTO THIIA;
00pa3yroTcsi B pe3yJibTaTe CIOKEHHUS LIeTH
HUCXOJSIIIINX MHTOHEM B JIMalla3oHaxX CeK-
CTBI-KBapThI).

— neceHnuvlli mun (HaNeBbl KaK MpPaBU-
JI0 UMEIOT Y3KUH JHara3oH «d TeHICHIIUIO
K COpPa3MEPHOCTH MEJIOJUYECKUX MOCTPO-
eHull, oOpa3yromuX KOMIO3UIUIO0 THIIA
cTpodb», OTMEYaeTcss HEeCTaOWIbHOCTD
BCEX YPOBHEW MY3BIKAIbHO-TIOTUYECKOU
dbopmpbl) [Tam xe, c. 188—190].

JlaHHble TUIBI WUMIIPOBHU3ALMN Xapak-
TEPHBI JJIs pa3HbIX (UHHO-YTOPCKUX TPAJTHU-
[MI1: ”THBOKAILIMOHHBIN — B KOMU TPAAUIUAX;
3aKJIMHATEIBHO-TTPUYETHBIN — B TPAIUITUAX
CesepHoit Kapenuu, koMu-mxemieB, MOpA-
BBI-OP3s1; TOBECTBOBATEIbHBIN BCTPEUACTCS
BO BCEX PETHMOHANBbHBIX cTWsAx Kapemnuu,
y BETICOB, KOMH U MODPJIBBI; TIECEHHBIN THIT —
B CEBEPHOYAMYPTCKOM TPAJHULIMH [TaM XKe,
c. 188-190].

OmuH W3 BaXHEWITUX acCMeKTOB TMPO-
OJleMbl MHTOHHUPOBAHUSI KacaeTcsl apTUKY-
JSUM KaKk (OPMBI BBIPAKAaEMOCTH BOBHE,
CEMaHTHUYECKH 3HAYUMOW, WH(POpMAIIH.
OH cBs3aH C BOMNPOCAMH MPOUCXOXKIE-
Husg My3biku. M. WM. 3emuoBckuid mosna-
raer HauOoJsiee ONpaBJaHHOW THUIOTE3y O
noaureHesnuce myspiku!!. M. B. Marues-
CKUM, Ompenensis OObEeKT HCCICIOBAHUS —
«4TO CYMUTATh,  YTO HE CUUTATh HAPOTHOU
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UHCTPYMEHTAIBHOM MY3BIKOW?» — TIpel-
JaraeT NpeABapUTENIbHO YCTaHOBUTH, «IZE
TpaHb MEXY MY3bIKOH U BHEMY3bIKaJIbHbI-
MU 3BYKOBBIMH KOMILIEKcaMu? Mexay my-
3bIKOM MHCTPYMEHTAJIbHOW M BOKAJIbHOM?
<..>HU KyZla OTHECTH SIBJICHUS, HaXOO I~
€csl C TOYKU 3PEHHUs 3BYKOM3BJIICUEHUS Ha
IpaHy BOKAJIbHOTO U HHCTPYMEHTAILHOTO?»
[15, c. 8-9]'%. Peub uaér 00: urpe Ha OTKPHI-
ThIX (ieiTax (6amKupCcKuil Kypai, yKpanH-
ckas (uIosipa U Tak Jjajnee), e UCHOTHUTEIb
U3BJIEKAET OJIHOBPEMEHHO «HMHCTPYMEH-
TaJbHBIN» CBUCT M TOPTaHHBINA TOJIOC; 3BY-
KOW3BJICUCHUH HA MHPJIUTOHAX (MCTOYHUK
3ByKa — TOJIOCOBOM arrapar UCIIOJIHUTEIS);
COJILHOM TOPJIOBOM JBYX- U TPEXTOJIOCHOM
neHuu (B KyJabType Oamikup, TyBUHIICB H
NpPyTUX, UHOTJA COYeTarolerocs ¢ Quen-
TOBBIM CBUCTOM — «HOMHKaHHSI» — y NpH-
KapnaTCKuX TYIYJIOB), TJE€ HIKHUN TOH
BOKAJIbHOM, BEpXHUN — MHCTPYMEHTAJIBHON
NPUPOJIbI; HAUTPHIIIAX HA UIUO(POHAX PO
maultrommel (KyObI3e, XOMycCe U TaK janee),
T7€ HWKHUN OypJOH HHCTPYMEHTAIbHBIH,
a «BOKAJbHO-TOJIOCOBOI ammapar UCHOJ-
HUTENSI BBICTYNAET HCTOYHUKOM «00epTo-
HUpoBaHUs» [Tam xe]|. [annas mpoOie-
MaThKa OTpa)kaeT OJIMH M3 YPOBHEU TEMBI
B3aMMOJICHCTBUS BOKAJIBHOTO U MHCTPYMEH-
TaJbHOIO B 3THUYECKON MY3bIKE, HE pa3 3a-
TparmBaBLICICS B TpyJaxX OTE€YECTBEHHbBIX U
3apyOeKHBIX YUEHBIX [Tam xe]'.
PaccMoTpuM ¢ 3THX o3uniuii noapooHee
HEKOTOpbIe (POPMBI TPATUITMOHHBIX UMIIPO-
BU3AIUI npubaimuiicko-QuHCKol epynno.
B scToHckol Tpaauiuu emé Bo BTOPOM mo-
noBuHe XIX Beka BIJIOTH 10 pyoexa XIX—
XX BEKOB (DyHKIIMOHUPOBAIH BOKAJIbHBIE/
rOJIOCOBbIE MMUTALMU TMACTYIIECKUX Hau-
IPBIIIEH, KOTOPbIE UMUTHPOBAIH KO3UI pOT
U macrtymeckyio Tpyoy [21, c. 126]. T'oBo-
P O BOKANbHBLIX/20I0COB8LIX UMUMAYUSIX,
c(hopMHUPOBABIINXCS OMTOCPETOBAHHO Yepe3
WHCTPYMEHTaJbHbIE (POPMBI, IIPEKIE BCETO,
o0OpaTumMcst K BbICKa3bIBAaHUIO MalueBCcKoro.
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[To MHeHut0 yuéHoro, opMUpOBaAHUE CTH-
JeBOH CHEU(PUKN WHCTPYMEHTAJIBHON MYy-
3bIKM CBSI3aHO C TEH/ICHLIUEN OTpa3uTh B Ha-
UTPBILIE OKPYKAOIIYIO YeJIOBEKa IIPUPOY,
e€ TeMOpbl M PUTMBI, 3BydYallle B TMECHUU
NTUL, KPUKAX U TOMOTE >KMBOTHBIX, LIyME
BETpa, packaTax rpoMa U Tak gaiee: «B atom
OKpPY)KalOIIEM €ro peajbHOM, PaBHO Kak
B CO3JJaHHOM €ro BOOOpa)K€HHEM, HO HE
OTIEIMMOM OT PEaJbHOCTH, MUPE YEIIOBEK
UIIET Ipy3eld U yUUTCS T'OBOPUTH C HUMH
Ha uXx s3bike. U BpaxneOHyIo cuily, eMy Ka-
KETCsl, JIerye yMUIOCTUBUTh, OOPATUBIINCH
K Hell Ha e€ Hapeuuw» [15, c. 10-11]. Uc-
MOJIb30BAHNUE MY3bIKAJIbHBIX OPYIHii, B 4acCT-
HOCTH, OXOTHUYbS ¥ TACTYLIECKask IPAKTUKHU
CIOCOOCTBOBAJIM PA3BUTHIO MIMUTAIIMOHHBIX
CBOMCTB MHCTPYMEHTAJIbHBIX HaUTPBILICH U
BOKaJIbHBIX/TOJIOCOBBIX UMUTALIUH.

B cBoeil crathe «ICTOHCKHE MACTy-
HIECKME€ TeCHU (BUIbL, pErHOHAJIbHBIC
U My3bIKalIbHbIe OCOOeHHOCTH)» (1986)
A. Buccen orMeudaeT, 4yTo B ICTOHCKOM
TpaJULIMM MEXKJY WHCTPYMEHTAJIbHBIM H
BOKaJbHBIM MACTYLIECKHUM pENepTyapoM
(B TOM 4YHCIie MEXIY OTICIbHBIMU UX BH-
JlaMH) CTPOTOM I'paHUIbl HE CYILIECTBOBA-
710, OBLTM BO3MOMKHBI «B3aUMOJICUCTBUS U
nepexoas» [4, ¢. 101]. V. Xaacma, roBops
0 MpobIeMe HHTOHUPOBAHUS B HAMTPhILIAX
ACTOHCKOTO0 MCIOJHUTEINS Ha KO3bEM pOre,
OTMEUYAEeT CXOXKHUE SIBICHUS HA YPOBHE MH-
CTPYMEHTAIBHOTO M BOKAJBHOI'O 3BYKODSI-
noB. HccrnenoBarens oOpaTuil BHUMAaHHE
Ha TO, YTO B TPEX HAWUTPBILIAX U3BECTHO-
ro TpaJAuLMOHHOro My3blkaHTa 0. Akep-
MaHHa BTOpas cTyneHb 3Bykopsina GAsBC
MOBBIIIEHA MPUMEPHO HAa YETBEPTh TOHA:
«... Ha TO, YTO TAKOE SIBJICHUE HE CIIy4YaiHo,
YKa3blBalOT HEKOTOpbIE MECHU, UMUTHUPY-
IOLIME KO3UW POT, B KOTOPBIX BCTPEUAETCS
MOBBIILIEHNE IPUMEPHO HA YETBEPTH TOHA»
[24, c. 86].

Baxnyro undopmaiuo o GyHKIIHOHU-
POBaHMM MACTYIIECKOM MY3bIKH B Kapeib-
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CKOM Tpamuuuu npuBoauT A. UepenaxuHa
B cBoel ctarbe «O0 MHCTPYMEHTaxX W WH-
CTPYMEHTAJIbHOM MY3bIKE MACTyXOB Kaje-
Banbckoro paitona KACCP» (1986). To-
BOpS O TACTYIIECKOM HWHCTpyMeHTe [iru,
HCCIeA0BaTeNIbHULIA OTMEYAET, YTO €0 OC-
HOBHOH (DyHKITHEH «... SIBISIIOCH 36YKONOO-
pasicanue 2010cam npupoosl [KypcuB MOM.
— C. K.]: neHbl0 COJOBBS, METyXa, Kypibl-
KaHbBIO ’KYypaBJis, KBAKAHbBIO JISSTYIIKU U T. [I.
C 3ByKOMNOJIpakaTebHOW POJIBIO 3TOTO Ma-
CTYIIBETO POXKKA CBSI3aHO U €r0 Ha3BaHUE,
TUMOJIOTUYECKH, BEPOATHO, ONHM3KOE Iya-
rony liristd — XypuaTh, CTPYHTBCSI» 4,

A. Buccen u U. Proiiten nuddepennn-
PYIOT UMUTAIIMOHHBIE ()OPMBI, BBIACIISAS Na-
cTyieckue oxauxu (aykanbsi) u helletused.

Oxuku — My3bIKaJIbHBIE CUTHAJIBI, IPO-
M3HECEHHBIE YEJIIOBEYECKUM TOJIOCOM WU
BOCIIPOU3BEAEHHBIE C MOMOIIBIO MaCTYyIlIe-
CKMX HMHCTPYMEHTOB, OBLIM pacrpocTpa-
HEHBbl y HApOAOB NpHUOANTHIICKO-(HUHCKOM
TPYIIbI, B YACTHOCTH, Y 3CTOHIIEB, BEIICOB,
KapenoB. « OKJIMKaJH, Kak IPaBUII0, TPOMKO,
B BBICOKOM PETUCTpPE, JOJIbIIE BBIACPKUBAS
KOHEUYHBIU 3BYK. [IpocTas MHTOHaLMs OKIIN-
Ka OOBIYHO HCIIOJNHSIACH HA TJIaCHOM 3BY-
ke “y”» [4, c. 102] (mpumep Ne 1). Oxnmk
COCTOSJI M3 HECKOJbKUX BOCKJIMLATEb-
HBIX MHTOHAIIMN U MOT BKJIIOYATh KPaTKOE
CJIOBECHOE COOOIIEHHE WM 30B «YYy, UAH
nomoit!» unn «Yy, TOHH CTago IOMOM!»
[Tam xe].

ITpumep Ne 1 (a, 6, B)'” OKITUKH

Uu, uh,uh-ubhuu!

Z
o f 4 3
Aa, ah,ah,ah,0i!

Helletused — oco6oro poma BOKaJIU3MbI
— OKJIMKH ¥ TIEPEKINYKH ¢ 00jiee pa3BUTOM
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MEJOANKON OBLIM PAaCIpOCTPAHEHbI IIpe-
umyiiecTBeHHO B IOxHOW OcTtoHuum (He-
KOTOpBIE MEJIOINYECKUE PACIIEBBI HA TJac-
HOM 3BYyKe 3apukcupoBanbl U B CeBepHOI
Ocrtonun). Helletused «MCTIONHSAINCH WA
Ha OJTHOM IJIACHOM 3BYyKe (M, a), ciore (eo,
00) nubo comepxkanu ocobbie pedpeHHBbIE
CJIOBa, MHOT/IA BKJTIOYAs U KPATKYIO CIOBEC-
Hyto ¢pa3y» [Tam xe]. W. Proliten orme-
YaeT, YTO TeKCT B helletused Obn orpaHu-
YEHHBIM, YaCTHYHO HMIIPOBU3AIMOHHBIM,
W 4epeioBajICsl C aCEMaHTUYECKUMHU Tylac-
HeIMH U cioramu (ripumep Ne 2). «Ilo cBo-
€My pacleBHOMY CTHIIIO, Oojee pa3BUTOU
MEJIOINKE, OOIIMPHOMY 3BYKOBOMY OOBE-
My, CBOOOIHOUW (dopme, a TakKe PUTMHKE
9TH MEPEKIMYKH B 3HAYUTEIHHON CTETICHH
OTJIIMYAIIUCh OT PYHHUYECKUX TIECEH, B TOM
yucie W oT mnactymeckux. OHu Oiau3Ku
NACTYIIECKUM HauTphllaM, 0ojiee TOro —
B HUX BCTPEYAIOTCS IPSIMBbIC HIMHUTAIINH 3BY-
YaHUs HHCTPYMEHTOB...» [20, c¢. 191-193].

IMpumep Ne 2 (a, 6, B)'® Helletused
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Oxnuku u helletused ¢ TOUKM 3peHUS
OCOOCHHOCTE HHTOHUPOBAHUS OOHApy-
KUBAIOT CXOXHE SIBJICHHS HE TOJBKO Ha
YPOBHE MHCTPYMEHTAIBHOIO U BOKAJIbHO-
TO 3ByKOPSIJIOB, HO U HA YPOBHE BOKAJIHHOU
ApTUKYJSIIAA  MHCTPYMEHTAIBHOTO THIIA.
B ocHoBe apTukynsnuu — BoKajibHbIe (h1a-
xosetel. Takoil TN paHHE()OIBKIOPHOTO
WHTOHUPOBAHHS AJIEKCEeB Ha3Bal «KOHT-

=
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PACTHO-PETUCTPOBOM  TOJIOCOBOM  HUIPOU
¢ (pmakoNETHBIM TMPU3BYKOM», WHTOHHUPO-
BaHueM o-tuma [1].

Tunonoruyeckn CXOAHbIE C TPaTULIU-
SMH  HApOIOB  MpubanTuiicko-GpUHCKON
TpyNNbl SBJICHUS HAONIONANNCh U B MHTO-
HAllMOHHBIX KYyJbTypax APYIMX 3THOCOB:
IIIBEJIOB, HOPBEXKIIEB, CIIOBAKOB M IPyTrux'’.
CooTHOIIIeHHE MEXTYy HHCTPYMEHTATbHBIM
U BOKaJbHBIM IMACTYHIECKUM PENEpPTyapoM
B 3TUX Tpaauuusx paznuuHo. CoracHo
2. DMcXalMepy, MCCIIEIOBABIIEMY aCIEKT
BOKaJIbHOW apTUKYJIALMU UHCTPYMEHTAb-
HOTO THUNA B IIBEACKOW TpajuIUU, «BO-
KaJlbHasi U MHCTPYMEHTAJIbHAS MPaKTHKA
B IACTYIIECKOM HCIOJHEHUU TECHO Iepe-
MJIEUCh... B OCHOBE PA3JIMYHBIX MEJIOIUN
KOTZIa-TO JIeKaJl €QUHBIA WHTOHAIIMOHHBIN
KOMILIEKC, KOTOPBIN CTall UCIIONHATHCA 3a-
TE€M MO-Pa3HOMY, COOTBETCTBEHHO BO3MOXK-
HOCTSIM TOJIOCAa WJIM HWHCTPyMEHTa» [26,
c. 7]. T'oBopss 0 BOKaJIbHOM 3BYKOHM3BIIEYE-
HUU, YYEHBIA OTMEYAET IIPUMEHEHHUE OCO-
00lf TEXHUKH (TPU KOTOPOM TONOC 3ByUHUT
«TOYTH KaK MHCTPYMEHT») C (pajbIleTHBIM
UCIIOJIHEHUEM BO3INIACOB B BBHICOKOM pEru-
CTpPE U CUJIbHBIM HaIpSHKEHUEM MYCKYyJa-
Typbl TopTaHu. C MOMOIIBI0 TAKOTO TEHUS
nepenaBajgach WHGOpPMalUU Ha Janékoe
paccrosiHue. Y4E€HbI OTMEYall OTCYTCTBHE,
3a4acTyro0, TEKCTa B «00raro OpHaMEHTHPO-
BaHHOI» MEJOJUKE [TaM xkKe].

I[Io muenuro A. Buccena, B mBeIcKoH
TpaauIIMK HE ObUIO MPUHIIMIUATBHBIX pa3-
JUYUI B BOKAJbHOM M UHCTPYMEHTAJIBHOM
pernepTyape; B TO K€ BpeMsl 3CTOHCKasl, Ka-
perbCcKasi, IKOpcKasi U (PUHCKask Tpagulluu
oOnasianu onpeaeéHHbBIM HHCTPYMEHTAb-
HBIM M BOKAJIbHBIM PENEpPTyapoM, KOTOPbHIH
Mor nieperuierarses [4, ¢. 101].

B Kapenuu emé 1o HegaBHEro BpeMeHU
OBITOBAJIA TPATUITMOHHBIE UMIIPOBU3AIINH,
MIPUHAJJIC)KABIITNE, 110 MHEHUIO HUCCIEN0-
Bareyeil, K caMOMy apXaunyHOMY IUIAcTy
TIEBYECKOI KyIBTYpBI — tiotieu. Voitrn/éitrn
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(ot kap. joikua — «WouraTh») — 3TO pUTYya-
JTU3UPOBAHHBIN XKaHp, OPOPMIIAIONINH, KaK
MpaBUJIO, MEPEXOJHbIE CUTYallUH KaJleH-
JIAPHOTO MIIM KM3HEHHOTO LHMKIOB. Moiirn
OBLTM PaclpOCTPaHEHBI Y CEBEPHBIX Kape-
noB (Jloyxckuit u KaneBanbckuii pailoHs).
OcHOBHasi TeMa MOWT — «XOJIOCTOE BpeMms,
noka mapeHp He >keHat»'®. [lo MHEHHUIO
A. C. CrenanoBoii u T. A. Kocku, mo3tu-
YECKUI SI3bIK WOWI MMEET MHOTO OOIIEro
C SI3BIKOM IUIaueld Ha YPOBHE COOJIOICHUS
MpUHIMIA HWHOCKa3aHUs/MeTadhopruuecKux
3aMEH; OJIMHAKOB MPUHLHI HUX CO3IaHUS.
B TO xe Bpemsi ux mpUMEHEHUE Pa3IMuHO
[7, c. 309].

Hecmotps Ha TO, 4TO Kapenbckasl Tpa-
JIULHS MOUTaHbs HEOAHOPOJHA, €CTh CIIEIl-
npuyeckrue 0COOEHHOCTH HCIOJHEHUS,
XapaKTepHBIE AJI BCEX JOKYCOB, — 3TO ped-
PEHBI MOUT, COAEpkallUe PacleB aCeMaHTH-
YECKHUX CJIOTOB: jo — ho — he — no — ne — l6
(mpumep Ne 3)¥.

[Ipumep Ne 3 Pedpen itoiiru
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Pedpeny npemamiecTByeT neceHHas CTpo-
¢a, ”HTOHUPOBAHHE KOTOPOU TaKKe HACHI-
HIEHO CHEelU(PUUYECKUM 3BYKOU3BICUECHUEM
o-Thra. 3ByKoNojpaxkaTelibHas TeMOpo-pe-
THCTPOBAasi TOJIOCOBasi Urpa cONMKaeT Ka-
pEIbCKUE HOMTM C TPaguLUsSMH HMIIPO-
BU3AIIMOHHBIX TMECEHHBIX (OpM HaApPOAOB
Cesepa EBpa3um: «... BcTpedaercs B apxa-
WYECKOM, NMPEUMYILECTBEHHO PUTYaJIbHOM
WHTOHUPOBAHUM MHOTHMX HapoOJOB MHpa U
HECET B ce0e OTYETIIMBO CIBIIINMOE 38)KO-
noopasicamenbHoe Ha4ano. ITUM MPUEMOM
UCIIOJHAIOTCS W SIKYTCKHE “‘KbLIbICAXU™
B PUTyaJIbHBIX MECHAX 3m1oca “OnoHxo”, u
TPY3UHCKHE “KpUMaH4YyJau’, U IPEBHUN BO-
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WHCKHUM KJIMY Ka3aXxOB “KUKY , U 3HAMEHHU-
THIA IIBEUAPCKUI MOJIb, U SITIOHCKUE T1eC-
HU-CKa3KH, U 3ByKOMOAPAKATEIbHBIE IECHU
KOPSIKOB, JIOJITAHOB, UTEIBMEHOB, CEIbKY-
moB...» [16, c. 43; cm. Taxxke: 1; 25]%.

O cxoacTBe KapelbCKUX HOUT € caaM-
CKUMH MMITPOBHU3AIMSIMHU-JIBIBET? TOBOPHII
A. O. Bsiicguen emé B Hauaige XX Beka:
«...CIOBO joika w tnaron joikua WMEIOT
OHOMAaTOMOATHYECKOE  (3BYKOM300pa3u-
TEJIBbHOE) IPOUCXOKICHUE U CO3BYUHBI I1IH-
POKUM U pa3lloJIbHBIM pedpeHam HOHr: jo
— ho — ko, koTOpBIE OH COOTHEC CO CTpEeMIIE-
HUEM JPEBHUX JIIOJEH MOJpakaTh rojiocam
IIPUPOABI, NTHUIl U 3Bepel. B wacTHOCTH,
BaiicsHen ycnblman B HUX noopadicanue
“eonocy” nebeos — KkauKyHa, o 4€M HalM-
cajl B CBOMX ITyTEBbIX 3amMeTKax» [17, c. 84].
(Cnenyer OTMETHUTH, YTO YIIOMsHyTOE Bsiii-
CSTHEHOM «jo — ho — ko» HallOMUHAeT Ha3Ba-
HUE X0pA0(doHa KapeloB U PUHHOB UOYXUK-
Ko.) JlebennHoe «IeHne» Kapebl Ha3bIBAIOT
«joutsen joikuuy («ebeap mo€r»). Uzyuas
dbenomen kapenbekoit woirn, C. 0. Huko-
JaeBa oOpaiaercss K apxeojoruu, Mudgo-
JIOTUYECKUM TPAJULUAM U HAPOAHOU MO3-
3un. C OMOIIbIO KOMITBIOTEPHOTO aHAJIN3a
UCCIIeIOBaTeNbHUIIA TPOBOIUT Mapaljien
C APYTUMHU TPATUIUSMU, C PUTYaTIbHBIM HH-
TOHUPOBAHUEM, B OCHOBE KOTOPOTO JIEKUT
3BYKOIOJIpaXKaHUE TOJI0CY JieOesl, BBISBIIS-
€T BBICOKUI CEMHUOTUYECKHI CTaTyC Jiebes
B KyJIbType Kapenos [16; 17].

IlepciekTMBHBIM BUAMTCS JajibHEHIIEE
aKyCTHKO-(OHOJIOTHYECKOE HCCIIeA0OBaHNE
¢ (pukcanueit u aHAIU30M TEMOPOB TpPaaU-
[IMOHHBIX UMITPOBHU3AIMI Ha Oojiee MIUPO-
KOM MaTepuaje (UHHO-yropcKoil MOHOAMH.

Takum oOpa3om, Haile TpPeIBAPUTEIb-
HO€ TpuOIMXKEeHue K MnpodieMe uzyde-
HUsl creuu(PUKH WHTOHUPOBAHUS (DUHHO-
YrOpCKOM MOHOAMM HMMIIPOBU3ALIMOHHOIO
CKJIaJla MOKa3ajuo, YTO TPaJAULIMOHHBIE HUM-
MIPOBU3AIMH, BO BCEM MHOTOOOpa3uu npe/-
CTaBJICHHBIX (POPM, COCTABIISIOT BECOMYIO
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JaCTh MOHOJIMWHON (DHHHO-YTOPCKOM KYJIb-
Typbl. Ux «BHOpHpYyIOmAs) CyIIHOCTh, KaK
U UX JKaHPOBBIE TPAHHUIBI, BeCbMa IOJ-
BWXKHBL. B TO k€ BpeMms OueBHIHA POIb
JIOTIECEHHOW apXauKU U, PEJIEBAHTHOIO €U,
paHHE(DONBKIOPHOTO MHTOHUPOBAHUS, KaK

UCTOUHUKA, cTabwinsupyoomero u ¢op-
MHPYIOLIEr0 TKAHb «3By4Yalllel MaTepumn»,
«OBEIIECTBIAIOEH HHTOHALUIO» TPAIULIY-
OHHBIX MMIIPOBU3ALMH U, MOXKHO CKa3arb,
MIECEHHOTO MY3BIKaJIbHOTO S3bIKa (PUHHO-
YTOPCKHMX TPaJULUI B LIEJIOM.

<S> TIPUMEYAHUA < <>

I CM. auccepTaiiOHHOE UCCIIEI0BaHKE aB-

TOpa CTaThH, MOCBAIIEHHOE U3YUYEHHUIO TeTePO-
(GhOHUYU BATCKUX MapH, MOHOJIUWHOMN IO CBOEH
npupoze [11; 12]. B HéM packpbIBaeTCsi HAIUO-
HaJIbHASI CTUJIMCTUKA MY3bIKAIbHON TPaIuIIuu
BATCKHX MapH Ha YpOBHE TeMOPOWHTOHHUPOBA-
HUS 1 HHCTPYMEHTAIbHON apTUKYIISIIUH.

2 Cremyer OTMETHUTD, YTO BIIEPBbIE HHTOHA-
[IUOHHYIO TEOPUIO K MY3BIKaJIbHOMY (DOJIBKIIO-
py npumenunu 3. B. OBanba u E. B. Tunmmyc.
CM. Tpyas! yu€Hbix «ColraibHOE epeoCMBbIC-
JieHWe >KHUBHBIX meceH benopycckoro Ilone-
cest» (1934) m «VHTOHAIIMOHHBIE >JIEMEHTHI
pycckoit actyurkm» (1936).

3 Cormacao ®@. A. PyGIoBy, «IECEHHOCTb
3apoauiach B PE3yNbTaTe CTPEMIICHUS 4esio-
BEKa JIOMOJIHUTH CJIOBECHOE COAEpkKaHHE Peuu
BBIPA3UTEIbHBIMU CBOMCTBAMHU, NPHUCYITUMU
pa3INYHBIM  3BYKOBBICOTHBIM COMPSIKEHUSM
TOHOB. DTH CBOWCTBA OBLITN YK€ OCBOEHBI peye-
BOW MHTOHAIIMEH, BBIPAOOTABIIIEHCS B MPOIIEC-
Ce pa3BUTHS S3bIKa U MIMPOKO HCIIONB3YIOLIEH
3BYKOBBICOTHBIE OTHOIIICHHUS PAa3HBIX HETOUHBIX
TOHOB, Ha KOTOPBIX MMPOTEKAET PEYEBOE UHTOHU-
poBanue. [leceHHOCTh cTpemMuIach BOILIOTUTH
BbIpAa3UTEIbHbBIE CBOICTBA pEUEBBIX HHTOHA-
Ui B TOYHOM MY3bIKQJIbHOM WHTOHUPOBAHUU
3BYKOBBICOTHBIX COIPSDKEHUH, oboramas 3TuM
UX SMOLMOHAIBHO-CMBICIOBOE 3HaYeHue» [19,
c. 20].

* OTMeTHM, YTO HaIlle UCCIICIOBAHUE BETIC-
CKOM MEBYECKON TPAIUIIMU C TO3UIIMN KOTHHU-
TUBHOTO ASTHOMY3bIKO3HaHMS [8] moOKazalo
HAJIM4YUe B MY3bIKaJIbHON TKaHH, B YACTHOCTH,
MPOTSDKHOM MEeCHU BEICOB, U enié 6osee Kpar-
KUX «CEMAHTHYECKH 3HAUMMBIX», «HU3HA4Yallb-
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HBIX» WHTOHAIMN 30BOB, «MHTOHAIUH-CHMBO-
JI0B» (Ha ypoBHE TeMOpPO(OHEM) U TTO3BOJIUIIO
BBISIBUTh CEMAaHTUYECKU BaXKHYIO B3aMOCBSI3b
TeMOpa ¥ HHTOHUPOBAHUA B Tporecce Gopmu-
POBaHUS XyH0KECTBEHHOTO XPOHOTOIA 3THOCA
(mogpoGHee 06 aToM cM.: [8, ¢. 78]).

> Cwm.: [14; 25]. Cm. Takxe: JlobaHoB M. A.
JlecHble KJIMYM: BOKAaJbHBIE MEJIOAMU-CUTHA-
nel Ha CeBepo-3amane Poccun. CII6.: M3a-Bo
Cankr-IleTepOyprckororoc. yu-ta, 1997.229c¢.;
ConoBbéB 1. B. MeaBexuii npa3aHUK B Tpa-
TuInoHHOW Kynbrype caamu. URL: https://
cyberleninka.ru/article/n/medvezhiy-prazdnik-
v-traditsionnoy-kulture-saami (nmata oOparie-
Hus: 25.08.2020).

¢ B CerexckoMm u bemoMopckoMm paiioHax
Kapenuu u ceronHs MO>xHO OOHAPY>KUTh 00pa3-
1Bl JIONECEHHBIX (OpPM — MEPEKINUKH B JIECY,
30BbI ’KHUBOTHBIX, BBI3bIBAHUS BETpa U JAOXKIS,
TpynoBble curHanbl u np. Cm.: Koswipmmna
0. 1. MaprunanbsHbie (OJBKIOPHBIE TPaJIv-
uun Onexcko-benomopckoro Bomopazaena //
Ps6ununckue urenus. — 2007. — URL: https://
kizhi.karelia.ru/library/ryabinin-2007/454.html
(mara oOpamenus: 25.08.2020). Cm. Takxe:
CemakoBa M. b. 3ByKOCHUTHaJIbHBIM S3BIK U
nonieceHHble (popmbl B KynbType Cerosepbs //
HepeBust FOkkory6a u e€ okpyra / OTB. pen.
B. II. Opdwunckuii. IlerpozaBoxack: I[letplV,
2001. C. 392-393. HeoOxomuMmo TakXe OT-
METUTh, YTO JONECEHHbIE (HOPMBI SIBISIOTCS
XOpOIIMM TMOJICTIOpheM B paboTe ¢ TBOpUe-
CKUMHU (DONBKIOPHBIMH KOJJIEKTUBaMU. CM.:
Koceipera C. B. TemOpoBbie ompenenstonme
B paboTe ¢ BenccKuM (OJIBKIOPHBIM KOJUIEK-
TUBOM // Bompocsl HHCTPYMEHTOBEACHUS:


https://cyberleninka.ru/article/n/medvezhiy-prazdnik-v-traditsionnoy-kulture-saami
https://cyberleninka.ru/article/n/medvezhiy-prazdnik-v-traditsionnoy-kulture-saami
https://cyberleninka.ru/article/n/medvezhiy-prazdnik-v-traditsionnoy-kulture-saami
https://kizhi.karelia.ru/library/ryabinin-2007/454.html
https://kizhi.karelia.ru/library/ryabinin-2007/454.html
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c0. cT. V MexayHap. MHCTPYMEHTOBEIYECKOU
koH(}. «bnarogaroBckue urenus». CII6, 2004.
Bpin. 5,4. 2. C. 219-223. B cTarbe aBTOpa nIpe/i-
CTaBJICH OMBIT PAOOTHI C BEICCKUM (DOIIBKIOP-
HBIM KoJiekTHBOM «Kevdz’ vezi», chopmynu-
POBaHbI OCHOBHBIE TEMOPOBBIE ONPEIENIOIHE,
CHOCOOCTBYIOIIME BOCCO3AHUIO, COXPAHEHUIO
U BO3POXKJIEHHUIO TEBYECKON TpajnIIMOHHON
KyJabTypbl BerncoB. CoOIlacHO MO3MILIMHU aBTO-
pa, TEeBYECKHUIl TOJIOCOBOM ammapar sBIsSeTCs
MYJIBTUTEMOpaIbHOIN OMOaKyCTUYECKOH cucTe-
MO, WHCTPYMEHTOM, CIIOCOOHBIM HM3MEHATh
aKyCTHYECKHE MapaMeTpbl apTUKYJIHMPYEMOTro
3Byka. [loHnmanue mpouecca hopMUpOBaHUS
MIEBYECKOT0 TeMOpa, Hepa3pbhIBHO CBS3aHHOTO
C peueBO apTUKYIIALMEH (OIOLMMCS TEKCTOM)
U paboTON TOJIOCOBOTO ammapara, M03BOJIHIN
BbIpaboTaTh crHeuuaibHble (QOHEMATHUECKUE
yIpakHEeHHs, OCHOBAaHHbIE Ha BOCIIPOU3BE/E-
HUM JONECEHHbIX (OPM: CUTHAJIBI )KUBOTHBIM
U 3BYKONOJPAKaHHUS JKUBOTHBIM, CHUTHAJIbI
B JIECY U TPYJOBbIE, «BBIIUIAKUBAHUH B IOJI0CH,
COIIPOBOX/IAEMOM  «II€PBUYHBIM IVIMCCAHIM-
pOBaHUEM», HHTOHUPOBAHUU «TeMOpOodoHEM»
(mampumep, «ho», «ne», «né» u ap.), UHTOHU-
POBaHUM «YCPEOHEHHBIX» (HOHEM (Ha ypOBHE
«remopodonemb» «ho» u ap.).

7 O KOMMYHHKaTHBHOU (DyHKIMH PrHAIHU-
COB B TPAaIUIMOHHOMN KYJIBType BATCKUX Mapu
cm.: [11; 12].

¥ Cormacuo E. A. JlopoxoBoii u O. A. Tla-
IIMHOW, «3BYKOM B TPaJULMOHHON KyJBTYpe
OTMEYAIOTCsl M MPOCTPAHCTBEHHBIE OTHOIICHHUS.
30Ha ero pacHpoOCTPAHEHUsI MBICIUTCS KaK OC-
BOCHHOE YEJIOBEKOM MPOCTPAHCTBO, KOTOPO-
My 3ByK HE TOJBKO COOOIIAET OmpeesEHHbIe
MIOJIOKUTENbHBIE KaUeCTBA, HO M 3aILUIIAET OT
HEraTUBHBIX BHENIHUX Bo3AeWcTBUH. C 1enbio
MaKCHMAaJIbHOTO 3BYKOBOTO OXBara MPOCTpPaH-
CTBa HApOJHbIC HCIIOJHHUTENIU IOKT TPOMKO,
HaNpspKEHHBIM TeMOPOM M BBIOMPAIOT ISt 3TOT
CIeLaIbHbIE MECTa, OTKY/a 3BYK XOpOLIO pa3-
HocuTcs. Ilpu 3TOM yuuTHIBaeTCS M OTpakaro-
11ast cnocoOHocTh JanamadTa». Cm.: HaponHoe
MY3bIKaJIbHOE TBOPYECTBO: YUEOHUK / OTB. Peil.
O.A. INamwuna. CII6.: Kommozutop, 2005. C. 49.

? 006 stom — B uccienoBanusix U. B. Ce-
MakoBOi. B wacTHoCTH, Kapenbckas uccieno-
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BaTeJIbHMIIA BBICKA3bIBAJIa TUIIOTE3Y O TOM, YTO
BEICCKasl MpOTskHAs necHs «PocblHbKay «I10
CBOEH 3BYKOIIOJAPAKATEIBHOCTH MaKCUMAaJIbHO
TOYHO OTpa)kaeT BOW BOJIYbEH CTau, YEM MOXKET
00BACHATHCS U e€ (hoHEeTHUecKas TeKy4ecTb U
HaJIM4YMe JBYX 3ameBasl (peqyaiiiee siBICHHE
B TPAJMLIMOHHOM KyJIbType BooO1e)». Cum.: [22].

1 Cm. tarxke: Hypuesa M. M. MmMnposu-
3alusl B IECEHHON KYJBTYpe YIAMYPTOB: >KaHD,
CTWUJIb, MBbIIUICHUE: MoHorpadus / Yamypr-
CKUIl MHCTUTYT UCTOPUH, SI3bIKA U JIUTEPATYPhl
YpO PAH. WUxeBck: MTHCTUTYT KOMIIBIOTEPHBIX
uccnenosanuii, 2014. 112 c.; Komu HaponHbie
necHu. T. 2. Mxwma u Ilewopa / coct. A. K. Mu-
kywes, I1. . Yucranes. U3n. 2-e. ChIKTBIBKAD,
1994. Ne 106; Komu Hapopsslie nmecHu. T. 1.
Boryerna u Ceriicona / coct. A. K. Mukyies,
I1. K. Yucranes. U3a. 2-e. CrikThiBKap, 1993.
Ne 98; TpaBuna 1. K. Caamckue HapoaHbIe niec-
Hu. M., 1987; CenkeBuu-I'ynkosa B. B. Dne-
MEHTBI UMIIPOBU3ALIMU U TPAJULIIMOHHOCTH Ha
paHHell craguu pa3Butus Qonbkiopa (Ha ma-
Tepuase NeCeHHON JTUPUKU KOIbCKUX CAaMOB)
// Pycckuii GoabKIOp: Marepuaibl U UCCIeNO-
BaHus. M., 1960. C. 127-145; Kapnosa I". M.
O mneceHHOW TpaJuLMM KUJIBAWHCKUX U HO-
KaHbICKUX caaMOB Koubckoro mnoimyoctposa
//" My3blkaiabHO€ (DUHHO-YIPOBEJICHHE: AaKTy-
aJlbHple TPOOJIEMBbl HAIIMOHAIBHOTO MY3bI-
KajabHOro oOpaszoBanus. IlerposzaBoack, 2005.
C. 80-85.

" OnHO M3 3HAYCHUH: «...TIOJUTCHE3HUC KaK
MIPOUCXOXKICHUE M3 Pa3HBIX HCTOYHUKOB (),
[0 pa3HbIM NpUYUHAM (0) W pa3sHBIMH IyTs-
MU (B) — HalIpyUMep, BKJIIOYAsl peub U CUTHAJIBI,
NoJipakaHue 3ByKaM MPUPOAbI U MEHHUIO MTHIL,
u MHoroe zpyroe...». Cm.: 3emuoBckuii 1. U.
My3bIKaJIbHBIE MHCTPYMEHT U MY3bIKaJbHOE
MbIIJIeHHe (K mocTaHoBKe Bompoca) / Hapon-
HbI€ MY3bIKaJIbHbI€ MHCTPYMEHTBI U HHCTpY-
MEHTaJIbHasi My3blKa: €O. CT. U MaTepuasoB:
B 2 4./ nox obut. pexn. E. B. T'unnuyca. M.: Cos.
xomniozutop, 1987. 4. 1. C. 126.

12 SIprieHus «HA TPAaHU BOKAJIBHOTO U HH-
CTPYMEHTAJIbHOT0» (PUKCHUPOBAIIMCH HA MaTepH-
aJieé MHTOHAIIMOHHBIX KYJIBTYP ¥ OCO3HABAJIUCh
UCCIIeIoBAaTeNIIMA Ha pa3HbIX YypoBHAX. Tak,
H. Xeprea B cBoeii pabore «PeHOMEH Ha rpaHu
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BOKAJILHOTO U MHCTpyMeHTadbHOro (“duda” —
BUJ PYMBIHCKOM (pJICHTBHI)» Ha Marepuaie py-
MBIHCKOTO (DOJIBKIIOpA, C OPraHOJOTHYECKOU
TOYKH 3pEHMS MPEACTABIAET KJIACCH(PUKALUIO
B3aMMOJICHCTBUSI BOKAJIBHOIO U HWHCTPYMEH-
TanbHOro Havan. JlaHHas Kiaccuukanus
«OXBaTbIBACT E€IMHON HBOJIIOLMOHHOW apKOH
(He B XpOHOJIOTUYECKOM CMBICJIE) MYTh OT TO-
Joca KaK MHCTPYMEHTa MY3bIKaJbHO-CJIOBEC-
HOTO BBIPQXEHHUS K TOJIOCY, NPEBPALICHHOMY
B TeMOpabHOE JIOMOJHEHNE K HHCTPYMEHTY».
Cm.: Xepuea . deHOMEH Ha I'paHU BOKaJlb-
HOTO ¥ MHCTpyMEHTalbHOTO ((puda — BUI py-
MBIHCKOH (rieiiTsl) / HaponHble My3bIKaJIbHbIE
UHCTPYMEHTBl U HWHCTPYMEHTAJIbHAasi MY3bIKa:
c0. cT. U MarepuanoB: B 2 4. / moa oOIl. pen.
E. B. l'nnnuyca. M.: CoBeTckuil KOMIO3UTOD,
1988. 4. 2. C. 219.

3 ObpamieHre K Hay4dyHO# mpoOieme B3a-
UMOJIEUCTBUSI BOKAJBHOIO M MHCTPYMEHTAb-
HOTO Hayall B IIUPOKOM KOHTEKCTE DPa3BUTHUS
MY3BIKQJIbHOTO MCKYCCTBAa IPOCIIEKUBACTCS
B pa3HOE BpEMs Ha Pa3IMYHbIX YPOBHAX. YUE-
Hble BBISBISIOT 3TH B3aWMOOTHOILEHUS Kak
B 3THUYECKOM My3bIKE, TaK U B aKaJIeMUUECKON
u jka3zoBoil. IlogpobHee 06 3Tom cm.: Kockl-
pesa C. B. B3aumopneiicTBue BOKaJIbHOTO U
MHCTPYMEHTAJIBHOTO Ha4aj B 3THUYECKOU My-
3bIKe: yueOHOoe ocobue no Kypcey «HaydHo-uc-
cienoBareibckas paboTa» Al MarucTpaHTOB
1o HanpasijieHuto noAroroBku 53.04.06 «My-
3bIKO3HAHUE M MY3bIKAJIbHO-TIPUKIIAIHOE HC-
KycctBo». llerposaBoack: Mszg-so IlerplV,
2017. 86 c.

B nacTosmee BpeMs 1o 3TOMYy BOIpPOCY
CYLIECTBYIOT HaOdIoneHHus B paboTax psaa
aBTOPOB, B TOM UHCJIe Ha MaTepuaie (pUHHO-
YTOPCKOM TPaJUIIMOHHON MY3BIKH (CM. TPY/Ibl
E. B. T'unmmuyca, U. 1. 3emuosckoro, 1. B. Maru-
esckoro, H. U. bosipkuna, V. Xaacma, A. Buccena,
W. Proiiren u ap.). Cm. noapobuee 06 atom: [10].

* Cm.: Yepenaxuna A. O0 MHCTpyMEHTax
U MHCTPYMEHTAJIbHOM MY3bIKE MACTyXOB KaJje-
Basnbckoro paitona KACCP // My3bika B 00ps-
JaxX U TPYAOBOW JesATeIbHOCTH (UHHO-YTPOB
/ cocrt., otB. pea. U. Prowiten. Tannuu: Dactu
paamar, 1986. C. 64.
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3ByKONOJpaXaHUe TrojiocaM  IPUPOABI
XapakTepHO W ISl MapUHCKOM KyJBTYpBI.
O. M. I'epacuMOB OTME€YaeT, 4TO y HCIIOJIHHU-
TeJIel Ha IIYBbIpe ObUIM 0COOBIE 3BYyKOIOApa-
XaHHs (BOPKOBAHUE JMKOTO Toiy0s, KyaaxTa-
HbE KYPHIIBI U T. 1.) ¥ 3BYKOIIOJpa)kaTesIbHbIE
HaUrphIIIY, Y€MY CHOCOOCTBOBAJ HEOOBIUHBIN
TeMOp wuHCcTpyMeHTa [9]. O 3Bykomompaxa-
TENBHBIX CJIOBAX U 3BYKax, UMUTHUPYIOLIUX I0O-
J0ca 3BEPEN U NTHLl, B My3bIKaJIbHON KyJIbType
caaMH CM. yKazaHHYy1o Bblie padoty U. B. Co-
7n0BbEBA «MenBexuii npa3gHUuK B TPaAULIMOH-
HOM KYJIBTYpe caaMm».

5 Cwm.: [4].

' Tam xe.

17 Cm.: [26]. Cm. Taxxke: Dabiek O. Cruie-
BBIC TUIIBI HAPOAHON MHCTPYMEHTAJIbHOU MY-
3biku B CnoBakuu // HaponHble My3bIKaJlbHbIE
UHCTPYMEHTBl U MHCTPYMEHTAJIbHAsl MY3bIKA!
c0. cT. U MaTepuanoB: B 2 4. / moja oOIl. pen.
E. B. I'mnnmyca. M.: CoBeTckuil KOMIO3UTOP,
1987. 4. 1. C. 68-105.

18 «Moiirate 6BUIO TPHHATO TAKXKE NPH
OTIIPABJICHUU MOJIOABIX JIIOJEH Ha BOEHHYIO
ciy’k0y, BOWHY, WJIM 10 HX BO3BPALICHUU;
[0 MyTH Ha pBIOHYIO JIOBNIIO, B JIOJKE; HpHU
BCTpEYE TOCTEH B J0ME; BO BpeMs “‘O0JIbIIOro
MbIThs” 13061 niepen [lacxoii. Ilo MHeHuto ca-
MHX UCIIOJIHUTENEH, NOWra MOIJIAa POAUTHCS U
B pe3yJIbTaTe CUJIBHOIO BIEUATICHUS: OT KaKO-
ro-In00 COOBITUS WIIH TTPOCTO “0 CBOEM rope”.
YacTHbIM CilydyaeM HONIaHbs BBICTYNACT HOMU-
raHue >KeHUXa rnepej cBajab00il, ABIssACH, BO3-
MOXHO, OTTOJIOCKOM JPEBHEro o0psijzia MHUIM-
anuu xxeruxa» [17, c. 19].

19 ®parment #oiirn X. E. Pekunoit «Anna
Sie, Suavasen, samovuarua» [17, c. 19].

20 Cwm.: [25].

2l B cpaBHUTEIbHOM aCIEKTEe CaaMCKHe
JBIBBT, B YAaCTHOCTH, INE€CHU-UMIIPOBU3ALHUU
KWIBJIMHCKUX CaaMOB M KapelbCKHUE WOM-
ru usydana I. M. Kapnosa. MccnenoBarens-
HUI]A OTMEYaeT, 4TO B BepOalbHBIX TEKCTaX
UMIIPOBU3AIMI 000OMX 3THOCOB NPHUCYTCTBY-
0T OHOMATOIIOATHYECKHE CJI0BOOOpa3oBa-
HUs, IOBTOPBI, NTApaJUIEIN3M, BBIIOIHAOLINE
CTPYKTYPHYIO (YHKIMIO B MOCTPOEHUHU TEK-
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CTa, pa3Ju4YHOIO poaa OriaCoBKH U BOCKJIMIIA-
HUA; HCCMOTPA Ha IPHHAJICKHOCTb CaaMCKHUX
JIBIBbTb W KApCJIbCKUX Hour Pa3HbIM THIIAaM
IICBYCCKHUX Tpa,[[PII.IPIfI, X poOAHUT «CTPOTO
CJIOTOBOM XapakTep MEIoAUHU C PCIAKHUM pac-
IICBOM CJIOTOB; CJIOKCHHEC HAIICBOB U3 KPATKUX

3UIIMY HalleBa HA OCHOBE WX BAPUAHTHOM IO-
BTOPHOCTHU U KOHTpacTa». Cm.: Kapmnosa I'. M.
CaaMckue JBIBBT U KapeabCKUE WOWTU: OMBIT
CpaBHHTENBHOTO onucanus // OT KOHrpecca K
KOHTpeccy: Marepuasibl Broporo Beepoccuii-
CKOoro KoHTpecca ¢ombkiiopuctoB. T. 3. M.,

MEJIOANYECKUX 000poTOB M co3aanue kommo-  2011. C. 150-167.
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beAropoACKoi 06AaCTU: AOKaAbHbIM acCnekT

ConepkaHue CTaTbU PaCKpbIBACT KAHPOBO-CTUIIEBYIO MPUPOAY MECEHHOW TpaaulUHu ceja
®domeBaroBo BosjokoHoBckoro paitona benroponckoit 061acTH, BO MHOTOM HE TO3HAHHYIO H
HE OCBOCHHYIO B MOJHOW Mepe A0 cux nop. HapomHeiil Xop cejla — OAWMH U3 CaMbIX M3BECTHBIX
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The Genre-Related and Stylistic Explication of the Song Tradition
of the Belgorod Region: The Regional Aspect

The content of the article discloses the genre and style attributes of the song tradition of
Foshchevatovo village in the Volokonovka District of the Belgorod Region, in many ways
insufficiently studied and mastered up till now. The folk chorus of this village is one of the most
well-known ethnographical ensembles of the south of Russia (its artistic director was Maria
Stefanovna Skuridinova, 1920-2002), which has left its contemporaries, folk music scholars,
directors of the folk ensembles of singers and lovers of folk music a unique folk song heritage,
which contrasts with its contiguous traditions by its genre and melodic intonation content,
performance forms and means of artistic expression. The distinctive vocal school of Foshchatovo
singers comprises a prospective sphere of scholarly and artistic activities of scholars, specialist
practitioners and lovers of the art of folk music.

Keywords: the song tradition of Foshchevatovo village, calendar songs, wedding songs,
two-chorus songs, lullabies, “skomorokh” songs, lyrical songs, seasonally timed to coincide
with the work activities of the song, untimed (plangent) songs, sacred poems, psalms, choral
chastushkas depicting suffering, instrumental tunes.

PYCCKOM MY3BIKaJIbHON KYJIBTYpPBl  HBIX OOpSAIOB U MECEH, MacTepUla MPsCTh,

neceHHas Tpaauuus cena domesa-  BBIINBATH, CTPOIUN PEBHUTENH CTAPUHBI U
TOBO BosiokoHOBCKOro paiioHa benropon-  HapoOHBIX Tpaauluid. 3alMCH XOpa, COJIb-
CKOM obOnacTu 3aHMMaeT ocoboe mojoxe- Hoe u aHcambieBoe nenue M. C. Ckypunu-
Hue. Xop cena — OMH U3 CAMBIX U3BECTHBIX  HOM IIPEACTABICHBI B aHTOJIOrMU «Pycckuit
ATHOrpaUUecKuX KOJJIEKTUBOB Poccum.  (onbkiop: rojoca yXoismiero Beka», moji-
[lepBoe BBICTYIUICHHE TMpociaBieHHOro TotoBieHHOW B. H. Hukurunoii'.
KOJIXO3HOTO XOpa COCTOSJIOCH B POJHOM [Ipy HEnocpencTBEHHOM PYKOBOZICTBE
nocénke B uyectb S50-metus Oxts0psa, naB M. C. Ckypuaunoit DoieBaToBCKUN XOp
CTapT I €ro MHOTOJIETHEH IUIOJOTBOP-  HEOJHOKParTHO NPUHMMAJl y4acTHE B My-
HOM TBOpUECKOM HesATeNbHOCTU. PykoBoA-  3bIKalbHO-3THOTpAaUUYECKUX  KOHIIEPTax,
CTBO KOJUIEKTHBOM C 1970 roma B TeueHue  opraHu3oBaHHbBIX (COKO30M KOMIIO3UTOPOB
27 netr 6eccmenno ocymectBisiia Mapus CCCP B MockoBckord u JIeHUHTpaicKoit
CredanoBna CkypuavHa, TallaHTJIMBas UC-  KOHCEpBaTOpusx. Bcecoro3Hol cryaueit

Bpﬂz[y YHUKAJIbHBIX SBIICHUHM I0KHO-  TOJHUTEIbHUIIA, OOJBIIONW 3HATOK MeECT-
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rpam3anuceit «Menoaus» ObuTa BBIMyIIEHA
mnactuika «Hapongubeid xop cena @ore-
BaToBO BosiokoHOBCKOro paiiona benro-
ponckoii obmacti»?. KuHOOObeAMHEHHEM
«OKkpaH» OBUIM CHATHI JOKYMEHTAJIbHBIC
¢unbmbl:  «llechn cena douieBaTOBO»
(1975, pexuccép ®. CnunoBkep) u «3065-
Hble necHu» (1993, pexuccép H. Panonos).
[lecau ¢oreBaToBIEB YaCcTO TPaHCIUPO-
BaJIMCh I10 pajvo, 3aHSB IOCTOMHOE MECTO
B pernepTryape COBPEMEHHBIX HAPOIHO-TIEB-
YECKUX KOJIJIEKTUBOB W TBOPYECTBE IIPO-
(heccuoHATBHBIX KOMIIO3UTOPOB [5].

Hctopust n3yueHus: neCeHHOM TpaauLuu
cena PonieBatoBO BOIOKOHOBCKOTO paiio-
Ha CBf3aHa C SKCHEAUIMOHHBIM OTKPBITH-
em, crenaHHsiM A. B. PynneBoii B 1970
roay. Y4EHBIM-(POIBKIOPUCTOM BIICPBBIC
ObLIM 3amucaHbl CBaJcOHbIE TIECHU, Mpea-
CTaBHUBIIME COBPEMEHHUKAM-MY3bIKOBEIAM
YHUKAJIBHYIO TPAJAUIMIO JIBYXXOPHOTO TIe-
HUSI KAHOHOM CBa/ieOHBIX mneceH. Kak oT-
Mevana PyaHeBa B aHHOTAIMM K IJIACTUHKE
«ITotoT HapoJHBIE UCIOIHUTENINY, MOA00-
HOTO UCIIOJIHEHUS JI0 cuX nop Hurae B Poc-
CUU — HU B MPOIIIOM, HU TeTepb — HE OBLIO
3aukcupoBano®. Horarms Takoi 1ByXXop-
HOM cBajcOHOI BenumuanbHOH mecHu «OH,
Yel-TO KOHb MO YJIUIE Mpoexam B BUIE
TPEXTOJIOCHOW MapTUTYPbl  COAEPIKUTCS
B MoHorpaduu «Kypckue TaHKH U Kaparo-
nel» PynueBoii [7, c. 284-285].

JIByMsi rogaMu TO3KE B CBET BBIINLIA
3HameHuTas pabora E. B. 'mnnuyca «JIBe-
HaJIllaTh PYCCKUX HAPOJHBIX MECEH B IMap-
TUTYPHBIX HOTAaUMAX 3BykKo3amucu 1970-
1973 rono» [2], B KOTOpOW NPEACTABICHBI
YEeThIpe pa3HOKaHpPOBble necHu cena do-
meBaroBo. Horanmm ['munmmyca ominya-
JUCh HOBATOPCKUM IOIXOAOM, KOTOPBIN
BIIOCJICJICTBUM TTO3BOJIMI UCCIIEOBATENISIM
MO-MHOMY B3NJISIHYTh Ha MHOTOTOJIOCHBIN
ckyan HameBoB. IlecHu, mpeacTtaBieHHbIE
B COOpHUKE, HOTUPOBAHBI C TOJHBIM I03-
TUYECKUM TEKCTOM B JIBEHAJIaTHKAHAIb-
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HBIX MapTuTypax. B sroit pabore maércs
ONMCAaHUE YHUKAJIBHOTO SIBIEHUS B pycC-
CKOM HapOJHOW MCIIOJHUTEIBCKON MPAKTH-
ke: «IlecHsa numeer aHTU(OHHBIN XOpOBOI
CKJIaJl: OHA MCTOJHSETCS aHcaMmOnem, pas-
NeN€HHBIM Ha JBe rpynnbl. OnHa rpynna
MOET HayaJbHBIM CTUX KaXaA0M CTPOQBI
(0 MECTHOM TEPMUHOJIOTUH PACCKA3bIBACT
WIM TPUKA3bIBAET), Apyras — npumnes (1o
MECTHOM TepMuHONOruu Jenékaer). Ho u
MEJIOJIUU CTHXA, U MEJIOJINHU TIPUIIEBA IPeI-
LIECTBYET OJHOPOJHOE BCTYIUIEHHE, BO-
KaJIN3UPYEMOE Ha MIACHBIX “‘a-0-3-€”. JTO
BCTYIUUICHUE UCIIOJIHAETCS KaX A0 IpyIIon
JI0 TOT0, KaK 3aKOHYMJIA METh MPEeAblayIas
rpynna. B pesynbrare pa3Hble 4acTH HareBa
3ByYaT y KaXJ0W U3 rpynn OJHOBPEMEHHO,
KOHTPAITyHKTUYECKH COYeTasich B (opme
ctperro. O6e pa3aenéHHble Tpynmbl rojo-
COB MOKT CBOI YacTh IE€CHHU, BAPBUPYS
HarneB B (DYHKIIMOHAJIILHO OIHOPOMHOM, HO
BHYTPEHHE Pa3HAIICHCS XOPOBO (hakType,
OINHMCAHHOM BhIIIE» [2, C. 4].

O6o0marmKM  TPYIOM, BCECTOPOHHE
0XapaKTEpU30BaBIIUM CaMOOBITHYIO Tpa-
U0 Cela, IBUJIOCHh HAyYHO-TIOIYJISIPHOE
m3nanue «llecenpHuku us3 cena dDomreBa-
ToBa» — cepuu «HapoaHble meBUBI U My-
3pikaHTh» B. M. Illyposa [9]. B xwuBoi,
JOCTYITHOM U yBJIEKaTeNbHOM (hopMe aBTOP
MPEICTaBUJl YHUKAJIBHYIO Ppa3HOXKaHpO-
BYI0 MECTHYIO TPaJUIUIO, OXapaKTepu30-
BaJl JIMYHOCTHBIE U HCIIOTHUTEIbCKHE Ka-
YeCcTBa JIMJIEPOB MECTHOTO ayTEHTHYHOIO
KOJIJIEKTHBA, TOJKPENHUB pacinudpoBKkamMu
HapOJIHbIX MECEH, BBINOJIHEHHBIMU MOJIO-
nou cobuparensHuIei, cryaeatkoit [ MITN
nMmenu ['Heccunbpix M. A. T'opeBoi.

[onroe BpemMs CUMTaIOCh, YTO MY3bI-
KaJIbHOE Hacleaue (oIIeBaToBIECB YXKe
MOJIYYMJIO HCYEPHIBIBAIOIIYIO XapaKTepH-
CTUKY B TPyHdax OT€UYECTBEHHBIX HCCIIEN0-
Bareneil. Ognaxo, B 2001 rogy A. H. UBa-
HOBbIM B cOopHuke «Pycckas cBagnOay,
mo 3anucu 1982 roma Owlia pasMerieHa
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MHOTOKaHaJbHAasi HOTAIUsl JIBYXXOPHOM
NIECHU, MCIIOJHEHHON B KBAapTOBOM 3BYKO-
pane «Mwumo caay-BUHOTPAxy JOPOXKKa
nexana» [8, c. 123—125]. Ota myOnukarus
MOCTaBWJIA TEpe] HCCIAEAOBATEIAMHU P
BOIPOCOB MPUHLHUIIUAIBHOTO Xapakrepa,
00yCIIOBJIIEHHBIX OCOOCHHOCTSIMU B3aUMO-
NEUCTBUS JIAZJl0OBOTO W  MHOT'OTOJIOCHOTO
CTPOEHHUS MECTHBIX CBa/IEOHBIX HAIIEBOB.

CoBpeMeHHBIE IKCIIEANIMOHHBIE HCClle-
JIOBaHMs MIECEHHOW TPaJUIMK CeJla M03BO-
JISIFOT BBLACIUTD CIIETYIOUINE KaHPbl MY3bl-
KaJIbHOTO (POJIBKIIOpA:

— KaleHaapHble (KonsA0KU, WeoposKu,
NOCEBaJIbHBIE PUTOBOPHI PEYEBOTO CKIa/a
— KOT/Ia 3acesamu X005m);

— cBajaeOHBIC, Cpead KOTOPHIX OTMeE-
YEeHbI [IECHU KaK MCIOIHAIONIMECS B KOH-
KPETHBIM MOMEHT puTyasa (Ha nponotl, Ha
OesuuHUKe, IPU PACINIETEHUU KOCHI, TPH
BBITIEUYKE KapaBasi, IPU BBIKYI€ HEBECTHI,
yBO3€ HEBECTHI U3 J0Ma, BO BpeMs Kara-
HUS MON00bIX U JIEBYLIEK IO Cely, MpH
BCTPEUE MON00bIX, TOBUBAHUU HEBECTHI,
a TakXke BelMyalibHble MECHU — CBALIKE,
MOJIOJIBIM, >KEHATOW mape, HEXKEeHATOMY
NapHIO, BABOLY U JIpYTHE), TAK U HE3AKpe-
IJIEHHBIE 32 ONpenelEéHHBIM 00psI0BBIM
JICCTBUEM;

— KOJBbIOENbHBIE, B PSAY KOTOPHIX OTME-
yeHa Oaiiaza «o TarapckoM nojone» («Oi,
rope Moe, TOPEBaHbUIIEY);

— CKOMOPOIILIHBIE — CKOPBIE MECHH, CO-
npoBoxaaromuecs 1isckor («Oi, HUTOY-
Ka TOHEHbKas», «S B Kkyme Obl1ay, «Y Hac
HBIHE J1a BeCcENbl BpeMeHay). OcoOeHHOCTh
(OI1IEBATOBCKUX IIISICOBBIX CKOPOMOPOUL-
Hblx TIECEH 3aKJIO4eHa, TPEeXkKIe BCEero,
B UX CTPYKTYpE, 4 UMEHHO — B OTCYTCTBUH
«aIUIENIHOTO» pepeHa, CTONIb XapakTep-
HOTO KOMIIOHEHTA JIJIsi CKOPBIX MECEH I0XK-
HOPYCCKOI'O PErMOHA, COIIPOBOXKIAIOIINXCS
IsiIcCKOo. CTOUT OTMETHUTB, UTO TUATEKTHOE
Ha3BaHME D3TOTO >KaHpA, HE BCTpEYaeTcs
B ONTU3NIEKAIIMUX TPATULIUAX;
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— JIMPUYECKHUE, CE30HHO IPUYPOUYCH-
HbIE K TPYHOBOM IEATEIBbHOCTH — HA NO-
Jlomve, Ha noKoce, K 00pANly «KpEIIeHUs 1
MTOXOPOH KYKYIIKW»;

— JHUpUYECKHE HEMPHUYPOUCHHBIE (1npo-
MANCHBLE);

— JYXOBHBIE CTUXH, MICAJIbBMbI, IPUYPO-
YUBAEMbIE, KaK MPABUJIO, K BEIUKOIOCTHO-
My mepuony KaienaapHoro roja («/la Ha
Epnane», «lllnu-npouuy nBe 4depHylIed-
KI») U TIOXOPOHHOMY pUTYaIy;

— CTpaJaHusi W YacTYLIKH, UCIOJHsE-
MbI€ KaK 100 53blK, TaK W TI0J] HAUTPHIIIHA
Ha rapMoHu («Kak s IIssHy Ha CBEKPOBBIOY,
«Mapycs»). B nanHON TpaauIIuy N3BECTHBI
TaKXe CIEIUaJIbHbIE MACJICHUYHBIE CTpa-
nanus («la ctpaman s Macieny»);

— UHCTPYMEHTAJbHbIE HAUTPBIIIN, HAU-
Oornee pacnpocTpaHEHHBIMU Cpelud KOTO-
PBIX SIBIIAIOTCS IUISICOBBIE, HMCITOJHSIEMbIC
Ha Oamanarike — «Maraas»y, «CeMEHOB-
Hay, «[logpyxka», «bapbiasa», «CapaTtoBy.
B cene ®omieBaroBo 3anucaHbl CBOeOOpas-
HbIE 10 HAaleBY MECTHBIE CTpaJaHus MOJ
aKKOMITaHEMEHT aHcaMOjsa Oajajiaek, Io-
JyYUBIIHE Ha3BaHUE «Jlycs».

KaneHnnapHple MECHU COCTaBIAKOT OT-
JICJIbHBIA TUIACT MECTHOM TPAJAUIIUOHHOU
KynbTypbl. COOCTBEHHO KaJeHAApHBIC Ha-
MEeBBI 3/1€Ch O3BYYMBAIOT TOJBKO CBATOY-
HbIl nepuoJ. K HMM OTHOCSATCS KOJISIIKH,
HIEAPOBKH, IOCEBAJIBHBIE  MPUTOBOPBHIL.
OctanbHble TEPUOAbl (PAaHHEBECEHHHUN U
BECCHHE-JICTHUI) O3BYUYHMBAIOTCS CE30HHO
MPUYPOUYCHHBIMU HAIEBAMHU.

HamneBbl KaleHIapHOro LUKJIA Peaansy-
I0TCA B y3KOOOBEMHBIX 3BYKOPsIaX. SUMHHMA
nepuoj 03ByueH konsakamu: «Koisima He
nepenénkay, «lém-nmpomén mecsauy, ie-
npoBkoit — «Momomoit MBanymika». Ocobo
ClelyeT OTMETUTh PUTMHUYECKYIO OpraHu-
3alMI0 KOJSOK M IIeIpoBOK. OHAa TUMWY-
Ha JUIS PYCCKUX U YKPAaWHCKHUX OOpaslloB,
JUISl KOTOPBIX XapakTepHa BOCbMUBPEMEH-
Has OpraHu3alys PUTMHYECKOTO MEPUOIa
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¢ dhopmyioii ctuxa 3+4 B KoysiAKax u 4+4 u
5+5 — B mweapoBkax. Yucio caoros B CTUXE
MOJKET BapbUPOBATHCS.

[Tomo6Hyt0 OpraHu3aIuio KoJIsI0K 000-
cHoBeiBaeT K. KButka: «Ywuciao ciaoros,
KaK BUJHO U3 PYCCKHX 00paslioB, MOIIO
OBITh U MEHBIIUM IPU 8-BPEMEHHOCTH MY-
3BIKAJIbHO-PUTMUYECKOW  (OPMBI  CTHXA.
Takass purmuueckas (opma CBOWCTBEHHA
MHOTMM YKPauHCKUM IIEIPOBKAM; KpOME
TOT0, HEKOTOpBIE WLIENPOBKHU, CIIOKEHHBIE
CTUXOM 515, HOIyCKAarT MNPEaIOIOKEHUE
0 TOM, YTO MepBHYHAs X opma Obuta 4+4,
TaK KaK B CTUXaX COJIEpXkaTcsi CJIoBa U ya-
CTHIIbl, M3JIMLIIHUE JJI CMBICIA, U MOXKET
ObITh, IPUBHECEHHBIE TO3XKE B Mpolecce

YCIIO)KHEHUS PUTMHUYECKON (Qopmbly [6,
c. 147-148].
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Hpyroii nocroBoi HaneB «1Inu-nmpomuuiu
JIB€ YEPHYIICUYKN» UMEET CHIIIaOMUeCKYIO
CTPYKTypy ctuxa ¢ dopmynoit 5+5. B oc-
HOBE KOMITO3UITMOHHOTO CTPOCHHUS HaXo-
nsTcst nBe cioroBeie rpynmsl KET=ab/rr,
C XapaKTepHBIMH TPHUIICBHBIMHA CJIOBAMU:
«Annmunys, annunyi, ['ocnogu, noMunyit!».
Ero putmMudeckyo OCHOBY COCTaBISIIOT /1B
PUTMHUYECKUX TIEPUO/Ia, OXBATHIBAIOIINX
MOATHYCCKUH TEKCT W TIPUIICBHBIC CJIOBA
cooTBeTCTBEHHO (rpumep Ne 2).

[Mpumep Ne 2 «llInu-nponuty ABe YePHYIICUKIDY

(mocroBas mecHs)
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ITocroBasa necus «Ha Epnane» ucnoi-
HsU1ach BO BpeMs Benukoro nocra. JlaHHbIN
HaIleB OTHOCUTCS K JKaHPOBOM TpyIle 1y-
XOBHBIX CTHXOB, IOCKOJIBKY MO3THYECKHE
TEKCTBl HMMEIOT PEIUTHO3HYK) TEMATHKY.
My3bIKabHBIM CTPOW HaIeBa CONECPKHUT
CpPEACTBA XYIOXKECTBEHHOW BBIPA3UTEIIb-
HOCTU, TUMHUYHBIC IJIs KaJCHAAPHBIX IIe-
CEH, XapaKTepU3yeMbIX >KEHCKUM HCHOJ-
HUTEIIbCKUM COCTABOM, Y3KUM JTUANIa30HOM
(Tepums ¢ cybcekyHI0M U cyOKBapTOii), Ha-
NPSOKEHHBIM 3BYyYaHUEM, HCIIOIb30BAHHEM
npuéma pe3Koro cioBooOpbiBa. Purmuue-
CKasl CTPYKTypa HameBa 00pa3oBaHa JBYMs
NEPUOJAMH, COUETAIOUIUMUCA CO CTHUXOM
CHJUTA0MYECKON CTPYKTYpBl € (HOpMyIoit
4+4 u KE=as.
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K apXauyHOMY aHTHU(OHHOMY IMeHuro. Ta-
KHE MIECHU-TIIPUIIEBKYU UCITOJIHIUCH TOJIBKO
JByMsI IIEBULIAMM.

[Tpumep Ne 3 «IToOyBait» (mTOKOCHAas)
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Taxkum 00pazom, aHa M3 HAIEBOB, O3BY-
YUBAIOIINX MPA3THUKH ¥ OOPSIBI TOTOBOTO
Kpyra B cene PDomeBatoBo, yKa3bIBaeT Ha
HaJIM4YUe B HUX OOIIUX MPU3HAKOB: y3KUU
WCIIOJHUTELCKUI JTHAITa30H, CHJLIa0HYe-
CKasi CTPYKTypa CTHXa, CTPOrOCIIOTOBasi Me-
JoAuKa, reTepodoHHas GopmMa MHOTOTOJIO-
CHSL.
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TpaguunoHHBIA CBafcOHBIM 00OpsT B
®do11eBaToBO, KaK U B JPYTUX PErHOHAx
I0)KHOM Poccuu, HAachlllleH MECHSMH, pas-
HOOOpa3HBIMH IO MY3BIKAJIBHOMY CTpPOIO,
O0raTCTBY 3eMJIEEIBUECKON U MPUPOIHOMN
CHMBOJIMKH, TIEW3aXKHOIO 3a4MHa, KPacOThI
M TapMOHUU YEJIOBEYECKUX B3aMMOOTHO-
nieHui. {1 HUX XapaKTepHO UCIIOJIb30Ba-
HUE MSTKOTO «aKarolero» KKHOPYCCKOTO
roBopa («CBATOK», «KAJIMHOBAM», «pacIBs-
TN, KHSIBECTYLIKA», «PSIBHUBAS» U JIPYTHE)
MecTHBII AUANEKT NPUIAET YIUBUTEIBHOE
CcBOeOOpa3ue TEKCTy TIeCEH: «IIBIIION»,
«ynHcay, «Iolamy», «0TAaBae», «KyIu-
KW, «CSJJIae» M Tak Jiajee.

Ilecnu cBameOHOro IUKJIA MOIIA UMETH
100 CTPOTYIO MPUYPOUYCHHOCTH K Ompe/ie-
JNEHHBIM MOMEHTaM 00psa, b0 HCIOJI-
HATBCSI B pa3Hble MOMEHTHI CBaJeOHOTO
neiicTBa. ToueuyHO NPUKPEIUIEHBI TIECHH,
KOMMEHTUPYIOIIME U PEITIAMEHTUPYIOIINE
JIEWCTBHUS Y4YaCTHUKOB CBajabObl. Hampu-
Mep, MpHY MPOLIAHUHU HEBECTHI C MOAPYraMu
Ha JEBUINHHKE HcnomHseTcs necHs «lle-
peI CEeHSIMH, CEHSIMU KYKYIIIKa KYKYsD; Py
pacmieTaHun Kockl — «Jla He TpyOymku
TpyOIOT»; IpH BbITIeUKe KapaBas — «Ham
KapaBal y 1ieub MOMIEN»; BO BpEMs OThE3/1a
HEBECThl Ha BeHUaHue — «Jla chexama Ma-
PBIOLIKA CO ABOPA»; IPU BCTPEUE MOJIOIBIX
B J0oMe keHHXa — «CyCTpeHb, CyCTPEHb,
MaTb-OTEID.

Kaxk nokaszpiBaeT aHanus, My3bIKajlbHOE
MPOCTPAHCTBO CBaJCOHOrO puTyala cena
®Do111eBaTOBO MO-CBOEMY YHHKAJIbHBIM 00-
pa3zoMm opranuzoBaHo. Ero cnemuduky co-
CTaBJISIFOT JIBYXXOpHbIE MEecHU. Takoe Ha-
3BaHME JAaHHOMY BHJY HCIOJHHUTEIHCTBA
T cOOMpATENN U UCCIEA0BATEIN MY3bl-
KaJIbHOTO (hOJIBKJIOpA, OTHOCS MX K TaK Ha-
3BIBAEMBIM 0COOBIM (popMaM COBMECTHOTO
nenust (ODCII). M. A. EaroBaroBoii ObutH
BblieNieHbl Tpu pazHoBUgHOCTH ODCII.
PaccmarpuBaeMble My3bIKaJbHbIE TEKCTHI
BxoZAT B rpyminy O®CII, ocHOBaHHBIX Ha

55

COYETAaHWHM OJWHAKOBBIX HameBoB. K HuUM
ABTOP OTHOCHT: «... IJIAYEBbIE KAHOHBI —
cBaJicOHbIC W IIOXOPOHHBIE, COBMECTHOE
TIEHUE HEBECThI U JIEBYIICK Ha OJWH HAleB
COJIbHOTO M TPYMIOBOTO TMPHUYETOB, CO-
BMECTHOE€ HCIOJHEHUE HECKOJbKUX KaJleH-
JApHBIX TIECEH OJHOIO KaHpa, MOIIIUXCS
Ha OJIUH TMOJMTEKCTOBBIN HareB, aHTU(OH-
HO-KaHOHMYECKOE MCIIOJIHEHUE KaJleHaap-
HBIX MIECEH U mpouee» [3, c. 68].

CBaneOHbIC TIeCHH — Ooyiee CIIOXKHBIS
B BOKaJIbHO-UCTIOJHUTEILCKOM IIJIaHE, MO-
CKOJIbKY HMMEIOT JIOCTAaTOYHO pPa3BUThIE U
MPUXOTIIUBO BaphUPYyEeMbI€ 3aI€Bbl, UCIIOJI-
HSIOTCSI B TPYTHOM PETUCTPE Y3KUM 3BYKOM.
HexkoTopelie n3 HUX MOIOTCS HA OAWH HAIEB.
[IpumepoM MOTYT CIYXKUTh MOXBaJbHas
YKEHUXY, IPUEXABIIEMY 3a HEBECTOM «Y BO-
pOT Bepermkay U «Y Sropa 3a cTosom»,
KOTOPOM BEIUYAIOT MOJIOJBIX MMOCIIE BEHIIA,
KOTJIa OHU UYT 3a cTojl. HameB xapakrepu-
3yeTcs OpUTHMHAIBLHOW PUTMUKOM, C 00s3a-
TEIIbHOW MATHAOJBHOCTBIO OTACIBHBIX I10-
CTPOCHUM.

O nepBoii BCTpeue MOJIOI0M Maphl OBE-
CTBYyeT BenuyanbHas necHs «Oif, 3a caioMm,
Jla BUHOTPAIOM», OKpAIlCHHasi CBETJIBIM
JUPUYECKUM TOHOM, KOTOpasi BBIMOJHSLIIA
(YyHKIMIO «MIPUTIEBAHUS» KEHUXa K HEBe-
cre. BennuaneHble TIECHU — « YCTWIIaa Ka-
JUHYIIKAa 1Ba Jiyra», «Ou, 4el-T0 KOHbBY,
«3enéHasi COCEHYIKA» — MOITCS KAHOHOM
JIByMsl XOPOBBIMH TPYIIaMHU PaJIOCTHO,
3BOHKO M Becello. «JIérkue, mouTu He3aMeT-
HbIE MEpPEeXOAbl MEJIOJUU OT OJHOTO XOpa
K JIPYTOMY BBI3bIBAE€T M3YMJICHUE CIIa)KEH-
HOCThIO aHcamOuns. [lommdonuyeckoe me-
peIieTeHrne TOJIOCOB-MIAPTUNA, UTPa MEJo-
JUYECKUMHU U PUTMUUYECKUMH BapUalUsIMU
B pa3HBIX Trojocax, cBOOOmHOE oOpariie-
HHE C TEKCTOM, OCOOCHHO B “‘JIeléKaHbH
OCTAaBIISIOT HE3a0bIBAEMOC BIICUATIICHUEY,
— et A. B. Pynnesa*.

[InsicoBbie mecHu B cesie DomeBaToBoO
Y OPWIETAIONIUX K HEMY JEPEBHSAX Ha3bl-
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BaIOT «CKOMOpOIIHBbIMUY». [lomaraem, 3To
000CHOBaHO TOATUKOW JAaHHOTO JKaHPA,
HAMOJIHEHHOTO OCTPOW IIYTKOM, HWHOIIA
— SIIOBUTOM caTupoit: «V mac oOviiu oa
gecénau epemena, HA8ecmyuKa noaoou-
na degeps. YV 0egepsl, 0a psAHUBAS JHCAHA,
PABHUBAS WATYOUBAS. He NYCKAS MYxca
6 ecocmiowku...» («Y Hac ObLIM Ja Be-
cénbl BpeMeHay); «Ha umo s 6b110 mouko
npsacms, Ha 4mo ¢ ObLIO Yacmo mramsv?
— A y cepedy He mpsalwvieana, y uemeepe
He 3a2advléanda, a y NAMHUYY 2pex, 2peul-
HO...» («Oil, HUTOUYKA TOHEHBKASI»).

[Ipotskabie mnecHu cena dDoiena-
TOBO BojokoHOBCKOro paiioHa o0pa3sy-
I0T HeMHorouwciaeHHbd tact («Ipy-
ma Thl Mos», «Cunena KarromeHbkay,
«A s BbIpOIO yepéMylKy», «HecuactHas
neBylika» u apyrue). Ux nmostuyeckoe co-
NepKaHue pa3zHOOOpa3HO — Tema JTOBH,
Pa3MBILLICHUS O HEJETKOW )KEHCKOU J0JIE,
J000BaHUE  OKPYXKaIoIIeH  IPUPOIOH.
B nosTtuke mumpoko MCHONIB3YIOTCS NPUE-
Mbl HapOJHOW CUMBOJIUKU (A s BBIPOIO
yepEéMyIIKYy»), 00pa3HOro mnapamieau3ma
(«I'pymia T MOS»).

B cene ®omeBaroBo ObLT 3ammcaH U
peaKuil Uil KOKHOPYCCKOM TE€pPPUTOPUU
OamaHbBId  TEKCT KOJBIOCNbHON TEeCHH
(npumep Ne 4), CroKEeTHBII MOTUB KOTOPOM
M0 TMPOMCXOXKJICHUIO CBSI3aH C KJlaccuye-
ckor ucropuyeckon necHeun «IIpo tarap-
CKHUH TTOJIOHY.
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[Ipumep Ne 4 «Oi, rope MO€, TOPEBAHBUIIE»
(KOTBIOCITBHAS TIECHS)
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bamnana «O TarapckoM IOJIOHE» OTMeE-
YeHa WCCIIEAOBATEesIMU U CcOOUparesiMu
MY3BIKaJILHOTO (DOJIBKIIOpA B IIEHTPAILHOM U
I0KHOM yacTax Pocenn, Ha Ypane u Kaska-
3e, OpeHOypxbe, 3aypanse u B Cubupu. Ha
HIMPOKUX MPOCTOPAX HKHOPYCCKOW MECEH-
HOW TPaJULMM 3TOT TEKCT OTMEYEH JIUIIb B
TpEX nokycax benroposnckoit obnactu (ceno
[loncepennee AnEKCEEeBCKOrO pailoHa, CEllo
XmeneBoe KpacHEHCKOro paiioHa MU Celo
®doreBaToBO BOIOKOHOBCKOTO paiioHa).

Kak BuauM, meceHHas Tpaguuusi cena
®doneBaroBo BonokoHoOBCKOro palioHa ber-
TOPOJICKOM 00JIacTH TpEJCTaBICHa OOMIIU-
€M HaleBOB, MY3bIKaJIbHbIA CTUJIb KOTOPBIX
pacKpbIBacTCSd B HENOCPEACTBEHHOW CBSI3U
C KaHPOBBIM Pa3HOOOpa3HeM MECEHHOTO pe-
nepryapa. B neinom, My3blkaabHOE HACIeIue
(oI1IeBaTOBCKUX MECETbHUKOB 3aMETHO KOH-
TPAaCTUPYET C ONMU3IICKAIIMMHU TPATULUSIMH
KAHPOBBIM U  MEJOAUKO-UHTOHAITMOHHBIM
coziep’KaHueM, UCIIOIHUTENbCKUMU (hopma-
MU U CBOCOOPA3HBIMHU CPEICTBAMH XyHOXKeE-
CTBEHHOM BBIPA3UTEIbHOCTH.

<S> TIPUMEYAHUA <>

' Pycckuit donpkiop: Tonoca yxonsmiero

Beka. benropoxackoe ceno ®omesaroBo. CD.
KomrmnekT 13 2 macTUHOK / COCT. ¥ BCTYII. CT.
B. H. Hukutunoi. M.: MI'K, 2013.

2 Hapoansrii xop cena dormeBarosa Boso-
KOHOBCKOTO paiioHa benroponckoit obmactu.
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Pykosonurens M. C. Ckypununa. M.: Meno-
s, 1972. (33 [ 32256-7).

3 Tam xe.

* Tam xe.
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Heucuepnaemblit pecypc XpamoBOro MCKycCTBa

JlanHast crarhs MpencTaBisieT co0ONM ONBIT JeTalnu3allii aHajlu3a COCTABJISIONIMX CHUHTE3a
HCKYCCTB B XpaMe: OT TeKCTa MECHOINEHHUS B €ro MPONOBEIHUYECKON M MO3TUKO-PUTOPUUECKON
(dopMe — K HalOJHEHHIO TEKCTa MY3bIKaJbHBIMU (POpMYJIaMH, K COMPOBOXKACHUIO 3TUM TEKCTOM
MECHONEHUs TeX WM MHBIX XyJOXKECTBEHHBIX OOpa30B B MPHUYPOUEHHBIX K TEKCTY COOBITHS
MKOHAX U BOCIPUSATUU HX LBETOBOW Mozenu. [epMeHeBTHKAa COCTABIISIIOIINX IEMEHTOB JeiicTBa
o0ecreunBaeT CHHEPreTHUECKHi 3hPeKT XpaMOBOTro CUHTE3a, 0 KOTOPOM IMHCAIN YUEHbIE, HAYUHAas
¢ orua [laBna ®nopenckoro. 1ot 3 dexT obecrneunBaeT HEOOXOIUMYIO CTEIICHb BOCTIPUSITHS
LEPKOBHOIO MCKycCTBa. MarepuaioM HCCIIEJOBaHMs CTaJId JIPEBHEPYCCKUE W BHU3aHTHICKUE
IIEBYECKHE PYKONMCH M HOTHBIE M3JaHusA, UKOHbl Busantum m [peBHer Pycu. HccnenoBanue
MO3BOJISIET MPHUOTKPBITH 3aBECY JJIsl MOHUMAHUS TOTO CKPBITOrO, MOTaéHHOI'O, TOPHEro CMBICIA,
KOTOpBIM BCErjia CyIIECTBOBAJ U CYIIECTBYET B KAHOHMUYECKOM IO CYTH IIEPKOBHOM MCKYCCTBE,
onuparouieMcs Ha MyOMHHOE COKPOBEHHOE 3HaHUe, 3ajokeHHoe B [Ipenanuu Llepksu.

KiroueBble cioBa: TrepMEHEBTHKAa, XpamMoOBOE JEWCTBO, CHUHepreTHyeckuii sddexr,
MHTOHAILIMOHHBIE MOJIEIIN [IECHOIIEHUH, [IBETOBbIE MOJIEIHN UKOH.
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The Inexhaustible Resources of Church Art

This article presents an attempt of circumstantiating the analysis of the constituent
components of the synthesis of the arts in the church: from the text of the chant in its homiletical
and poetical-rhetorical form to filling the text with musical formulas, to supporting these texts
of the chant with various artistic images in the icons occasioned to the events of the respective
texts and the perception of their color model. The hermeneutics of the constituent elements of
the action provide a synergetic effect of a church synthesis which scholars starting with Father
Pavel Florensky have written about. This effect provides the indispensable level of perception
of church art. The material for research featured Early Russian and Byzantine chant manuscripts
and published musical scores, as well as Byzantine and early Russian icons. The present study
makes it possible to unveil for the sake of understanding that hidden, latent, elevated meaning
which has always existed and continues to be present in essentially canonic church art which
bases itself on primal secret knowledge embedded in the church tradition.

Keywords: hermeneutics, church action, synergetic effect, intonational models of the chants,
color models of icons.
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AyXoBHasg My3blKa

OHSITUE «CUHEPreTHYECKU-TepMe-
HEBTUYECKUI» IpUHAMIC)KUT Hune
[TaBnoBue Konsimenko, koropas

B CBOEH MOHOrpaduu oOpaTuia BHUMaHHE

Ha TOHKHE MEXAaHU3Mbl B3aUMOICHUCTBUSA

MY3BIKH 1 )KUBOIIHCH [5, c. 289]. [Ipumensis

3TO TMOHATHE K COBPEMEHHOMY HCKYCCTBY,

OHa, TEM HE MEHEE, MHOTOKPAaTHO aIleJljiu-

pPYET K LEPKOBHOMY HMCKYCCTBY, B KOTOPOM

BUJIUT OCHOBY CHUHECTETUYECKOIO MBbIIILJIE-

HUSI COBPEMEHHOCTH.

ABTOpY naHHOW palOTHI, KaK HCCIEN0-
BaTEJIO LIEPKOBHOTO UCKyccTBAa Buzantuu u
peBnen Pycu, a Takyke NPUHIMIIOB ajarl-
TalUM BU3AHTUICKOTO MCKYCCTBA HA Pa3HBIX
KyJBTYPHBIX MOYBaX, BCEraa ObLIO KpailHe
UHTEPECHO PA3IVIAAETh MEXaHU3MBI IIEpEMe-
LIEHUS TPAJAULIMH U3 KYJIBTYPBI B KYJIBTYDY.
B mponecce 3Tux mcciaenoBaHUl aBTOPOM
MHOI'OKPaTHO PacCMOTPEHBI Pa3HbIC MeEXa-
HU3MBI AIANTAllMM HA YPOBHE TOMWIECTHKHU
1 TEPMEHEBTUKHM TEKCTOB, INIACOBOM Opra-
HU3Al[M¥, HANOJIHEHHS WHTOHAIMOHHBIMHU
¢dopmynamu. Ctanu MOHSATHBI CaKpajIbHBIE
MapKepbl NyXOBHOW TpaaWLIAH, IO3BOJIS-
IOILIME TOAIEPKUBATh B HEU3MEHHOM BUJE
cofiepKaHue TITyOMHHBIX CMBICIIOB XpaMo-
BOIo HCKyccTBa [1; 2].

Bwmecre ¢ Tem cTtanio OHATHO, YTO TEK-
CTO-MY3bIKAJIbHBIE 3aKOHOMEPHOCTH HE HUC-
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YEepIBIBAIOT COJIEPIKAaHNE CHHTE3a UCKYCCTB,
He 00ecreynBalT UepOTONrU Xpama (Tep-
MuH Anekces JInnosa). B cBsizu ¢ 3TuM, aB-
TOp 00paTUIach K CPABHUTEILHOMY aHAITU3Y
XyJ0’)KECTBEHHBIX CPEJCTB MKOH U MPUYPO-
YEHHBIX K HUM [IECHOIIEHU, KOTOPBIN ITpe-
CTaBJIsieT CO0OM CHHEpPreTHYeCKUui-repme-
HEBTUYECKHUI METOJ UCCIIETOBAHHUS.

B ocHoBe uccnenoBaHusi — MKOHBI IIPABO-
CJIaBHOM IIEPKBU U CBSI3aHHBIE C HUMU TIE€C-
HOIIEHUS — JOTMAaTUKH B Pa3HBIX TPAAULIMSIX.
JlormMaTtuky, KaK [EeHTpajJbHbIE IECHONEHUS
BEJIMKOM Be4epHU CyOOOTHI MJIM BCEHOIIHO-
ro BOCKpPECHOTo OfeHMs, comepkar B cebe
KBHUHTICCEHIIMIO TPA3AHUYHBIX CIyk0 W,
KaK MPaBWJIO, CONIACHO TOMUJIETUKE TEKCTa,
MMEIOT TPEXUACTHYIO CTPYKTYPY, TepMEHEB-
THKA TEKCTa COACPMKUT MHOTOYUCIICHHbBIE
anureTbl boromarepu u gencteam e€. Kak
YKa3bIBaIOT UCCIIEIOBATEIIN, OCHOBOW CIOXKE-
TOB €BAHI€JILCKOTO 1IUKJIA UKOH IOMUMO CO-
YHHEHUN OTIIOB IIEPKBH, aOKpU(DUISCKUX
COYMHEHUM, SBJISIOTCS TAK)KE U TIECHOTICHUS
[3, c. 11-12]. B neByeckoit kaure « OKTOUX»
JOTMAaTUKN KaXKJOTo TIJlaca HMMEIOT CBS3b
C TEM UJTM HTHBIM UKOHHBIM 00pa30M COIJIACHO
TOJIOBOMY IIEPKOBHOMY KPYTY — OT CEHTSIOpsI
n PoxnecrBa boropoguipl 10 ONIyIIEHUS
Nuncyca Xpucra kak CBATOrO J{yXa M 3aCTyII-
HUKa HebecHoro rnocJie ero Bockpecenusi:

Ta6muna 1. Hawana Tekcra J0rMaTHKOB M MNMEHOBAHUS PUYPOUCHHBIX K HUM HKOH

I'mac 1 2 3 4 5 6 7 8
Tekct Bce- [peir- Kaxo ne nu- |Ilomaxab yre- |Xpamu |Kro Maru y6o |Laps
MECHO- | MHpPHYIO |J/ie CeHb BuMcs / bo- |1eHme cBouM | ABEpH Tebe e mo3Hanacst | HeGecHprit
NICHUS | CIaBy 3aKOHHas, |TOMYKHOMY |paOoM BCEHe- |ecH yonaxur, |ecn 3a 4enoBe-

6naromatu | PoxxpectBy | mopounas, Wim IIpecesaras Koooue
npuiuea- | TBoemy, Nxe Tebe pamu Heo Ha 3eMJIN
U IIpeuecrnas | borooren npo- SABUCS
pox [aBun
IIpuypo- | Bcemup- | Boroponu- | Poxxmectso |3 dhespais «Hemnpo- | boroma- Hxona ComecTBue
yeHHas |Hag cnaBa |1e Kymune | XpucrtoBo |Otpama u yTe- |Xoaumas | Tephb ce- «He ppinaii | cBATOrO
HKOHA U XpaM Heomnanu- HICHHE JBEPb» | MUCTpENb- | MEHE, JIyxa Ha
OoXxecTBa | MO Wnu Xpucroc Has Marun» aroCTOJIbI
— MoOpbIi
HacThIpb
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AHanu3 CBOICTB TEKCTA B COOTBETCTBUU
C LIBETOBOI CUMBOJIMKOM CJIOB, COCTaBJISIIO-
IIUX TEKCT, TTO3BOJISIET COCTABUTH TaOIHUIlY
[[BETOIEpeaayu TeKcTa (Tabnuia 2).

Hanpumep, normartuk mnepBoro riaca
aQHAIM3UPOBAJICSI HAMH HEOIHOKPAaTHO, HO
aBTOp HE oOparaia BHUMaHHE Ha IIBETOBYIO
repMEHEBTUKY TeKcTa. COmacHO rOMUIIETH-
K€ TeKCTa, TPU €ro pasfiena, IOMUMO 3aBep-
MIEHHOCTH KaXKJI0TO pa3jiesia OHUMU B TEMHU
K€ MHTOHAIIMOHHBIMU (hopMyramu, obecrie-
YUBAIOT I[BETOBYI0 CUMMETPHIO TEKCTA.

N3BecTHa Teopus IIBETOBOM CHUMBOJIMKHU
IIceBno-/luonucusi Apeomnarura, KoTopas,

Tabmanma 2.

HBGTOBaH TEPMEHEBTUKA TCKCTA JOTMAaTUKOB quBIpéX T71aCoOB

Ul OT aHTUYHOCTH, TIPOJIOJIKAET CBOE JBU-
KEHUE U B XPUCTUAHCTBE: 3€JIEHBINA — I[BET
JKU3HU, TOIyOON — 1BET HeOecHBIX cdep,
anblii — [BET KaK XKU3HU, TaK U CTPaJaHus,
MypIyp — LBET OOKECTBEHHBIX HITOCTACEH
— B JaHHOM ciydae /(e Mapuu u Xpucra
kak boxxecTna, 301m0toi — 1iBeT Cnassl, [lap-
ctBa, Cunbl (B. B. berukos, 1O. I. bo6pos,
C. M. Kubapnauna, K. Baimiik) [4, ¢. 102—103].
3en€Hbli — UBET XKU3HU — B TeKcTe «IIpo-
3s101TyI0», TO €CTh NPOHUCIIEANIYIO, BbI-
pacTaolllyto: MbICIb CB3aHAa € OyIylIuM
(hopMUpOBaHMEM pPACILBETILETO JpeBa, pac-
LBETLIET0 KPECTa, YTO COMIACYETCs C 3CTe-
tukor Buzantuu u Pycu.
lTonybGoit — 1BeT He-
OeCHBIX 00XKEeCTBEHHBIX
chep: Hebecnyro naBeps;

Taac Tlepesri pazaet Bropoii pazgen

JOIrMaTHKa

Tpetuit paszen

becruioTHBIX TIECHB (yXOB
MeCHb), HE0O.

Cua 6o aeuca Hedo u
Xpax Boxxecrea; / Cax
MIPEerpaKIeHHe BPAKIbI
paspymuBmu, / Mup
eBede H LapcTene
oteepse. / Cuio y6o
HMYILE BEpPEI
YTBEpKICHHE, /
TToOopHHKa HMaMsl H3
Hes poxxamaroca
Tocnoga.

1 rmac «BceMHPHYIO CIaBy /

OT 9e/TOBEeK HPOSAOHIVIO /

H BIageiky poxImyio, /
HeGecuyio 12eps / BOCIIONN,
Maprzo [leey, / BesmIoOTHEIX
TIECHB H BePHBIX YI00pEHHe

Tepaaiire yoo,
Jep3anTe, ToxHe
Boxun, / u6o Toi
modeauT epary, //
KO BeecHen»

I[Iypnyp — OoxecTBeH-
Hblli: Mapuro /leBy, boxe-
cTBa, boxxuu, I'ocnoaa.

YeépHblll — cmepTH, aja:
8PANCObL PA3PYUUBUUU.

Kpacublii — 1BeT Xu3-

2 rmac TIpeiize CeHy zaxonHaq, /

diarogaTu TIPHMIEIITH

Sxo xe 00 KylHHa He
Crapare orangena, / Tako
JeBa poguIa ecH/ H
JleBa npedkL1a ecH

BumecTo cToama
OTHEHHaro / mpaeegHoe
sozcua Connne, /
BmecTo Monces —
Xpucroc, / criaceHHe
VI HalIHX

HU, OTHS, CIIACCHHUsI, KPOBU
Xpucrtooit, 60pb0Ob1 (Ilo-
OOpHUK WK 3alIUTHHUK).

Kaxo He gEBEMCA /
Boromy:xHOMY BOEICCIEY
Teoemy. IIpegecTHan

3 rmac HCKYIIEHHA 00
MYJKECKaro He IIPHeMIIH,
Bcenenopounasn, / POSEIa
00 ecu 6es ornga ChiHa
ILTOTHIO, / IpEKie BeK OT
Otna POENEHNAng Oez
Marepe, / HHKaKO JXe
TIpeTepIeEmaro
H3MEHeHH, Wi
CMEIIeHHd, HITH
pasZfeneHns, / Ho 0000
CYIIECTBY CBOHCTEO L0
COXPaHIIAro

Text ke, Maru Jego
Baageramme. / Toro
MOTH CIACTHCA
ayman, //
TIPaBOCTAEHO
Boropozuiry
HCIIOBeJAOIHK To»

3omoroii — 1Ber CaBhl,
[MapcTBa, Cubl.

DTOT Xe€ TEeKCT Ha TIpe-
YeCcKOM S3BIKE JaéT Jo-
CJIIOBHBIM IIOBTOp Te€X K€
CUMBOJIOB. B meBueckou
IPEYECKOM PYKOIIUCH O4e-

4 riac Yixe Tede pazu Borooren
TIpopok JJaBHT IecHeHHo o Tede
NIPOBO3ITacH BeTHyna Tebe

CoTtBopmeMy

npeacTa LapHua oJecHyo
Tede, Ta 6o Martepsb
XOJaTaHLy KHEOTa
TIOKasa, 0e3 oTua 3 Tede
BOYRITOBEIHTHCA
O1aroponuesni bor, Ja
Ceoi maK" OOHOBHT
00pa3s HCTIeBIIHA
CTPaCTBMH, H
320Ty>KIIee TOPOXHITHOS
obper OBYA, Ha pano
BOCHPHHM, Ko OTIY
npHHeceT, H CEoeMy
XOTEHHIO, ¢ HEOSCHBIMH
COBOKVITHT CHIaMH

H CIIacerT,
Boropoanmne, MHp,
XpHcToc, HMeIH
BEIHIO H OOraTyio
MHTIOCTE

BUJIHBI TTIOBTOPBI MHTOHAIIM-
OHHBIX 00OPOTOB B MecCTax
OKOHYaHUHU pa3lesoB.

B omgHOil u3 coxpaHuB-
IIUXCS UKOH (CKOpee BCero,
HMKOHA MOXET OBITh JaTHPO-
BaHa XVII Bekom), cBs3aH-
HBIX C 9TUM JJOTMAaTUKOM, BU-
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L[BETOB, KOTOpPbIE MOXHO IOYYyBCTBOBAaTh
B TekcTe (1. 2). MoxxHo paccMmotpeTs OTiia,
Cpna u Cesroil 1yx Ha rpyau boropoauiel,
Ha ypOBHE upeBa BUIeH u1at ¢ OBHOM, ajuie-
ropueit Xpucra. Ha nkonax momo6Horo tumna
BCETJAa €CTh MOJHBIM TEKCT boropoaununa
win ero gparment. M3oMopdusM 1BETOBOM
CUMBOJIMKH MKOHBI K TEKCTY JIorMaruka 0o-
Jiee IBHO OOHAPYKUBAETCs B O0JIee MO3IHIX
M3BOJIaX UKOH.
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MA. 1. AHacTacnmaTtapuoH lMetpa Aamnasapus.
1839. A. 5-6

Ha wmarepuanax 25 pycckux pyKoIlH-
cer or XVI no XIX Beka, pyKONMCHBIX U
ME€YaTHBIX BU3AHTUWCKUX KHWI, HOT IIpa-
BOCJIABHOTO NOJIBOPhs Xpama Cesaroro Hu-
konast B Ceyne ObUIM NMpPOAHATU3UPOBAHBI
MHTOHALIMOHHBIE  (OPMYNBI  OKOHYAHMM
pa3zienoB, KOTOPbIE MO3BOJISIIOT IOYYBCTBO-
BaTh KEJIAHUE PACIEBIIMKOB Pa3HbIX CTPaH
COXpPaHATh ONOPHBIC TOYKHM BCEX TPEX pas-
JIEJIOB TIECHOIICHUS, HECMOTPSI Ha pasiiv-
Yye X BHYTPEHHEIO HAIlOJHEHUS B CBSI3U
C Pa3HBIM CJIOTOBBIM COCTaBOM II€BYECKUX
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MA. 2. MkoHa «BcemupHas CaaBa n xpam boxkectsa!

CTPOK, pa3HOI HalMOHAJIbHON MEHTAJbHO-
CTBIO U My3bIKaJIbHBIM MBIIIUICHHEM. B Tab-
mune 3 TIpeicTaBiIeHbl TOJBKO MeJloanye-
CKHE OKOHYaHUs pa3JeioB.

Caenyert nonararb, 4TO TaKO€ €IMHONY-
1IMe B OKOHYaHUSIX pa3/iesioB HECET B cede
CMBICJI TPAHCIISIUU CaKPaJIbHbIX MapKEPOB
TOPHETO CMBbICA TPAJHULINH, TTO3BOISIOIIUX
PacKpbITh TEPMEHEBTUKY TeKcTa. Busyassb-
HbI MKOHHBIA 00pa3 kak Obl emié mryoke
paciupoBbIBaET ITOT CMBICIL.

AHasornyHo mnoctpoeH boropoanuen
2 1aca BO BCEX TPaAULUAX, CPaBHUBAIO-
it Crapsiii 1 HoBbiii 3aBeTsl. [IpuBeném
LIBETOBYIO cxeMy boropoanuna ¢ ykazaHu-
eM (QopMmyI, oKa3bIBasi COOTBETCTBUE TEK-
CTa MECHOIEHUS COOTBETCTBYIOLIEN UKOHE.

3nech peub UAET 00 NKOHOTpadrIecKoM
tune boroponuiisl — Kynunasl Heonanumoi,
COOTHOCHUMOM ¢ 00pa3om CsToit [{eBbl, po-
nuBIIEeH XpuUCTa, HO [[eBOro U ocTaBUICHCS.
Cam 00pa3 ucxoauT u3 MoHacThIpsi CBATOM
Exarepunbsl Ha CuHae, rae XpaHUTCs NOJI-
JUHHBIA KyCT KyNHMHbI (TEPHOBHHKA) (MJI.
4).

ITo nmpenanuto, neppas nkoHa Heomnanu-
moii Kynunsl Obuta npuneceHa B MOCKBY
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Tabnuua 3. Menoguueckue OKOHYaHHSA Pa3esioB JorMaruka 1 miaca B TpEX HAIMOHAIBHBIX TPaIULMAX

TeKcT Ha pyCCKOM SI3bIKE

®opmyna BU3aHTHHCKAS
B OKOHYaHMH pasJiena

Dopmyna pycckas
B OKOHYaHWH pa3ziena

dopmyna Kopenckas
B OKOHYAHWH pa3zena

BcemupHryto cinaBy / 0T 4enoBex
po3s01IyTo / ¥ Bmagsiky pox-
mryto, / HebecHyro nBepb / Bocto-
M, Maputo Jley, / BecrmoTHIX
IIECHb U BEPHBIX ynoOpeHue

=

/ Cus 60 sBucst Hebo u Xpam
Boxxectra; / Cust nmperpaxaeHne
BpaX/ibl pa3pyiuBIy, / Mup
BBezie u LlapcTBue orBep3e. / Cuto
y00 MUMyIIe BEphl yTBEPKICHHUE, /
ITobopHIKa UMaMBbI

u3 Hest poxmarocs Focnona

o
éé =E=E

“ 4 -A- 999 %

/ dep3aiite y0o, nep3aiite, toaue
Boxxuu, / n6o Toit mobenuT Bparu,
/ sixo Beecunen

MA. 3. MoHacTtbipb CBsToi EkatepuHbl Ha CuHae

B KoHIe XIV Beka u3 [lanectunsl u Haxo-
munack B antape biarosemeHckoro co6o-
pa Mockosckoro Kpemssa. Ilo ykazanuro
1O. T". bobposa, ukonorpaduueckuii tun Ky-
nuabl Heonmanumoit copmupoBaiics B XI—-
XIII Bekax B CHHAMCKUX 3eMJISX, IIOCTEIICH-
HO 0()OpMMUJICS B BUJIE BOCBMUYTOJILHUKA.
B nentpe ukons! (ui. 4, wi. 5) pacnona-
raetcst uzoopaxkenue boromarepu ¢ MiaieH-
LIEM, KOTOpast, KaK MPaBUJIIO, IEPKUT B CBOUX
pYKax psii CHMBOJIMYE€CKHX aTpUOyTOB, CBS-
3aHHBIX C BETX03aBETHHIMHU IMPOPOUYECTBA-

63

MA. 4. MkoHa boropoamue KynuHe
Heonaanmoit (M3 xpama cBsTOM
ExaTtepuHbl Ha CunHae)

mu: [opy u3 npopouecrsa [lanunna, Jlect-
Huiy MakoBa, Bpara Meszexuunsas um tomy
nmoobHoe. D10 M300pakeHHE 3aKITIOYCHO
B BOCBMHKOHEUHYIO 3BE€31y, 00pa30BaHHYIO
IByMsl 4€TBIPEXYTOJIbHUKAMU — 3€JIEHBIM U
KpacHbIM (ecTecTBeHHbIN 1BeT KynuHbl u
1BET 00BsBIIETO €€ TIaMeHu). Bokpyr Hero,
B CBOIO OY€pE/Ib, pacroiaratorcs n3oopaxe-
HUSI YETBIPEX BETX03aBETHBIX CIOKETOB: Mo-
uceil nepen Kynunoli, con Makosa, Bpara
Ueszexkumns u [peso Heceeso.
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HO-KpacHBIE JIy9Hd COMPOBOXKIAIOT CBSTHIX
€BAHTEJIMCTOB, YIIOMSHYTHIX B ATOKaJIHII-
cHCe U UMEIOUINX OTHOIIeHHe yxe kK HoBo-
My 3aBety: Anren (Mardeit), JleB (Mapk),
Tenen (JIyka) u Open (Moann).

Ananu3 Tekcra boropomuuna BTOpO-
TO IJ1aca M €ro MY3BIKaJbHOW peann3amnuu
B Pa3HBIX TPAAMLUAX MO3BOISET MPUITH
K TE€M K€ BBIBOAAM: CaKpaJIbHOE €IUHCTBO
ruMHOTpadum, arnorpaduu, MKoHOrpadun
(TIpu HAIMOHATBLHOM BapUATUBHOCTH ) Uepe3
M30MOP(PHU3M OCYULIECTBIISIET CUHEpreThye-
ckuit 3((eKT M BBHINOIHIET PONb UHCTPY-
MEHTa TPAHCIALUHN U aJIalTallid METaTeK-
cTa mpaBociaBHOU Tpaguiuu. OKOHYaHUS
pa3ienoB JOrMaTUKa B BH3aHTHUHCKOM M
PYCCKOM TpamuIUsaX COMPOBOXKIAIOTCS
JUI KaX10l TpajuLUU MOBTOPSIOIIMMUCS
(dopmynaMu, SBISIOIUMUCS CaKPaTbHBIMU
MapkepamMu pasgena. Jlormka wmenoaude-
CKUX OKOHYaHUH Ta XKe.

MA. 5. boromatepb Heonaanmas
KynuHa. KoHey, XVI Beka.
CoAoBeLKUMit MOHACTbIPb

64

TUMe v as s Xpr o5 £ ceotn gt atevfy you ape & oV

MA. 6. AHacTacMmaTapuoH
[leTtpa npotoncaara. 1839 r. A. 14

JlormaTuk TpeTbero rjiaca CoOnpoBOXaa-
eT npasaHoBaHue PoxnectBa XpucToBa u
COOTBETCTBEHHO WJUTIOCTPUPYETCS] MKOHa-
Mu PoxxniectBa. OrpoMHOE KOJTMYECTBO U3-
BOJIOB MKOH Ha PoxecTBO OOHapyXHBaeT
OJTHY TEHJICHIIMIO: YEM MKOHA CTaplie, TeM
TOUYHEE €€ IIBETOBOE PEILIEHUE COOTBETCTBY-
€T I[BETOBOMY CO/IEP’KaHUIO TEKCTa, B KO-
TOpPOM MpeoldialaeT CHUMBOJIMKA IypIypa
WJIM aJIOTO, 30JI0TOT0, B MEHBIIEH CTENIEHU
3eNI€HOTO U roiy0oro nmBeToB (M. 7, wi. 8).
Mys3bikaabHOE COJEepKaHHE JOrMaTukKa
B BU3AHTUHCKOW U PYCCKOM TpaUIUAX TaK-
Ke 0OHapyKMBaeT B OKOHYAHUAX pasje-
JIOB TUITMYHBIC OCTAHOBKHM Ha Ba)KHEHIITHX

MA. 7. PoxxaectBo XpUCTOBO.
BusaHTtnga, KoHcTtaHTMHOMNOAb. XI B.2
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MA. 8. BusanTtuiickasa nkoHa. Xll B.

dbopmynax, 3anmucheiBaeMbIX B mociepedop-
MEHHOM BHM3aHTUHCKOM HOTAIMU C BBICO-
KUM KaJaHCOM IOCJEIHETO pasjiena, 3TOT
0a30BbI TIPUHIMII B KPIOKOBOW HOTAIMHU
peanu30BaH 4Yepe3 BapUaHThl KYJIWU3MBL.
Bo3MoxxHO, TeM cambIM peanu3yercs: uaes
«aHarore», «BO3BEIACHUS AYLIN» Yepe3
uzaero Poxaectsa Xpucrona (ui. 9).

BusanTuiickas nocnepedopMeHHas HO-
tauus boropoauuna 3 miaca Ha PoxzaecTBo
XpucToBO (hUKCUpPYET MOBTOP HHTOHAIHU-
OHHBIX (DOPMYII B KOHIIE pa3leioB JOrMa-
THKA TaK K€, KaK U B PYCCKOM 3HAMEHHOU
HoTaruu (ui. 9).
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MA. 9. AHacTtacnmaTtapuoH [letpa
npoTtoncaata KOHCTaHTMHOMOABLCKOTO.
1839 r.A. 23

65

JlorMaThKu YeTBEPTOrO IJlaca TaKkKe
MMEIOT MHTEPECHYI0 BU3yanm3anuoo. Vaeu
Xpucra kak [Jooporo nacteips u Unesa bo-
TOPOIUIIbI KaK yTEIIEeHUs MOJIepPKaHbl 13-
BECTHBIMU MKOHaMU. OOyJaromuii Xapakrep
BU3YyaJbHBIX 00Pa30B, COMEPKAIINX AOTMa-
Thl XPUCTUAHCTBA, COMNIacHO y4yeHnuto Moan-
Ha JlamackuHa, CHHEPTeTUYECKN YCUIINBACT
JIOTUKY TPEXYACTHOH MPOMOBEAW B JOTMa-
tukax. Cam 00pa3 umeer NIyOMHHYIO UCTO-
PHUIO TIPOUMCXOXKACHUS €II€ OT AHTUYHOTO
Opdest, U3BECTEH 10 PUMCKUM KaTakoMOawm,
KOTJIa XpUCTUAHCTBO O(pHIMaIbHO HE ObLIO
MIPUHATO, U3BECTEH IO MO3anke B Mas3oJee
I'amer [Tnanunuu B PaBenne 440 rona.

MA.10. MaB3oaeit [aaabl [NMaaumamn.
PaBeHHa, 440 r.

[[BeToBas TepMEHEBTHMKA TEKCTAa OIH-
paeTcs Ha TOT K€ IIBETOBOW KPyT: Mypmyp,
3en€HbI, TOoMyOOH, 30moToi. Ilpm sTOM
B PaHHHUX H3BOJaX MKOHHOTO obOpasa /Jlo-
Oporo [TacTeips 11BETOBOE pellieHKE MPOIIIE,
gyeM B Oosee mo3aHuX. COOTBETCTBEHHO BHU-
3aHTHICKAs HOTAIMS HECET TE KE MPU3HAKH
(YHKIIMOHATbHBIX, MAPKUPYIOIIMX OCTAHO-
BOK Ha OKOHYaHUsX pa3aenon (ui.l11).



AyXoBHasg My3blKa

T3> »
YOy @ gny - 2
R B A e e i Y TR CRU B, G,
St « 6 @i 0 n2TRTIpd om iTag Az S de O
— T T ————— e, SR €€ ) e e Bk
~ ~ 4",
RO wgmapt G¥ 0 @ Y5 QO YN OF Tw pi Y% it & GOt moL 7
— S R s, T 2
~§S3 . = — c\—- > g\ =5

Gayte N nz  pe gy M Bx ot MG ca sx - 8% & uv‘xl cs

et
ﬁt_*\)xt_‘xﬂ.—____-__x—\,t_.s-_nx—
S ~7

Yap un s gu wpo &a 0y o ms @ vE Sk 0 @ na aTep

—_—_—— S e D D D D S W 5 S e
b
€% s yay Gpo ma cuaL W 00 %fcAs@s 04 Kt yETHY & av
e 2 & ) e —_——— O
%% ‘d Y& mAx cm st xo o va gla pu cay zog ma 05 Gt Faxxi %o
———— ") T3 Sy —— — > St S TS
—14 vo B 40 pst G AWwTOY U QWY [y Tpo [ik 7OV TO LS %3
_“t_. > —-!-—-(\u S Ch—X ) T = DS
M Py toTlztpe ¢ EpO G ya Yn R xx e ¢ &ie 68 Ags
53 e e S S ety
s = (’] Tag ¥ pd YL g GV y% $u Su vz pa ot xat Gb GA
s
c\_.._t._ - \.)C\ﬁ—---——-——— SHX2 D \\-—/- >

©: 0, T0 x& TOY %0 gpoy Xgt 605 O . & YOV TO (.s'(dw'-)x X.

St ;\,;\g’ =

L a7
gt oy s F At ghor o 08 Els téy Ixiyoy '~ BL i

A 6

MA.11. AHacTacnmaTapuoH [MeTpa npoToncaara.
1839 r.A.33

Xapaktep MY3BIKQJIBHBIX  (Qopmyn
B KOHIIE Pa3/eiOB BU3AHTUHUCKUX U PYCCKUX
BEpPCU HEM3MEHHO OMUPAETCS Ha TUIIOBBIE
3aKJTIOUUTENbHBIE (POPMYIIBI, a IIBETOBOE CO-

2020,4

JiepKaHUe CMBICIIOB TEKCTa EPEAaHO B MO-
3aMKe U JPyTuX U3BOJaX UKOHHOTO 00pasa.
[lypnypHBIIl XUTOH yraJibIBa€TCsl B MO3AUKE
V Beka, Oernbie OBIlbI, TOTy0O€ HE0O, 3eICHb
pPacTUTENBHOCTH — BCE 3TO (QUrypUpYyeT
M B TEKCTE JJOTMATHKA. 30JI0TOTO TOHA MPaK-
TUYECKH HET.

[[BeTOBasi CUMBOJIMKA UKOHHOTO 00pasa,
COITIaCOBaHHAsI C TEPMEHEBTHUECKOU CTPYK-
TYpOH TEeKCTa MEJIOUYECKUX OKOHYAHUM,
o0ecrieyuBaeT TOT CaMbli PUHIIMIT 00y4de-
HUS 9e€pe3 XpaMOBOE UCKYCCTBO: IOHECCHHE
JOIrMaTHYECKUX OCHOB BEPOYUYECHMs depes
CHUHEPIHIO BCEX XYI0KECTBEHHBIX CPEJICTB,
MPUHAMAIONINX yYacTHE B XPaMOBOM JEii-
ctBe. U 31eck HalmoHanbHbIe 0COOEHHOCTH
WHTOHAIIMOHHOCTH NECHOIEHUH, NKOHHBIX
M3BOJIOB K HUM CTAHOBSITCSI TOJIBKO 4aCThIO
OO0JIBIIIOrO KAHOHA, KAKUM SIBJISIETCA 110 CYTU
uckycctBo llepkBu. B takom ciyuae aHa-
JM3 CHHEPTUU XYJO0KECTBEHHBIX CPE/ICTB
XpaMOBOTO UCKYCCTBa MpeBpaIiaeTcs B He-
HCUEepIaeMblil pecypc Ui HCCIeI0BaTeNs,
CIIOCOOHOTO OTJIMYUTH KAHOHUYECKOE OT
HAI[MOHATBHO-UHIUBUIYATHHOTO.

S MPUMEYAHUA <

' Hkona «BcemupHas ciaBa u xpam boxe-

CTBa. URL: https://www.icon-
art.info/phpBB2/viewtopic.php?t=123259
(mara obpamenus: 05.10.2020).

2 Mecronaxoxaeaue mkoHbl: Erumer. Cu-
Hall, MmoHacTeIph CBsiTol Ekarepunsbr; 21.6 x
36.3 cm; MaTtepuan — JAepeBo, 30JI0TO (Cycalb-
HOE), TUTMEHTHI HATyPaJIbHBIE; TEXHUKA — 30J10-
YEHHE, ITOJIMPOBKA IO 30JI0TY, TEMIIEPA IUYHAS.

< AUTEPATYPA (<>

1. Anexceesal. B. K u3yuenuro npoieccoB TpaHCISALMN BUSAHTUIICKOM LIGPKOBHOM MTEBYECKOM
Tpaauuuu B uckycctBe Poccuu u Kopeu // IIpobnemsr my3bikansHOM Hayku / Music Scholarship.
2018. Ne 1. C. 96-103. DOI: 10.17674/1997-0854.2018.1.096-103.

2. Aumnekceesa I. B., JlomOpayckene I. H. Xpuctuanckuii Mmeratekct nponoseneii EBanrenus
B HCTOPUM TEBUECKOW NUTyprudeckoil mpaktuku // [Ipobmembl my3bikanbHOM Hayku / Music
Scholarship. 2018. Ne 3. C. 26-35. DOI: 10.17674/1997-0854.2018.3.026-035.

66



2020,4 Sacred Music 0

3. Bbob6pos 1O. I. OcHoBel ukoHorpaduu apesHepycckoit sxuonucu. CII16.: Mudpmi, 1995.
108 c.

4. Kubapmuna C. M., Bammuk K. OtkpeiTue ukonsl. JlekcukoHn nkononucu. M.: P. Banenr,
2018. 412 c.

5. Komnanenko H. I1. CuHECTETHUHOCTh MY3bIKJIbHO-XYJ0)KECTBEHHOT'O CO3HAHHSI: MOHOTpa(HsL.
HoBocubupck: HoBocubupckas roc. koncepBatopus (akagemus) um. M. . ['munku, 2005. 392 c.

06 asmope:

AnekceeBa lanuna BacuabeBHa, JOKTOp WCKYCCTBOBEICHUs, Tmpodeccop
Henapramenta uCKyccTB M nu3aiiHa I[lIkoibl HMCKYCCTB W TyMaHUTApHBIX HayK,
JansHeBoCTOUHBIN (enepanbHbiii yHUBepcuteT (690090, r. BnaguBocTtok, Poccus),
ORCID: 0000-0001-6733-9429, alexglas@mail.ru

< REFERENCES (<>

1. Alekseeva G. V. K izucheniyu protsessov translyatsii vizantiyskoy tserkovnoy pevcheskoy
traditsii v iskusstve Rossii 1 Korei [Concerning the Study of the Processes of Transmission of the
Byzantine Tradition of Church Singing in the Art of Russia and Korea]. Problemy muzykal'noj
nauki / Music Scholarship. 2018. No. 1, pp. 96-103. DOI: 10.17674/1997-0854.2018.1. 096-103.

2. Alekseeva G. V., Dombrauskene G. N. Khristianskiy metatekst propovedey Evangeliya v
istorii pevcheskoy liturgicheskoy praktiki [The Christian Metatext of the Sermons of the Gospel
in the History of Liturgical Singing Practice]. Problemy muzykal'noj nauki / Music Scholarship.
2018. No. 3, pp. 26-35. DOI: 10.17674/1997-0854.2018.3.026-035.

3. Bobrov Yu. G. Osnovy ikonografii drevnerusskoy zhivopisi [The Fundamentals of the
Iconography of Ancient Russian Painting]. St. Petersburg: Miftil, 1995. 108 p.

4. Kibardina S. M., Vashik K. Otkrytie ikony. Leksikon ikonopisi [The Discovery of the Icon.
Lexicon of Icon Painting]. Moscow: R. Valent, 2018. 412 p.

5. Kolyadenko N. P. Sinestetichnost' muzykal'no-khudozhestvennogo soznaniya: monografiya
[The Synesthetic Qualities of Musical and Artistic Consciousness: Monograph]. Novosibirsk:
Novosibirsk State M. I. Glinka Conservatory (Academy), 2005. 392 p.

About the author:
Galina V. Alekseeva, Dr.Sci. (Arts), Professor at the Department of Art and Design of

the School of Arts and Humanities, Far Eastern Federal University (690090, Vladivostok,
Russia), ORCID: 0000-0001-6733-9429, alexglas@mail.ru

&P

67



&> My3bika B cMCTeMe KYAbTYpbl 25

I SSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2020.4.068-076
YIK 78.01

A. . IEMYEHKO

Llenmp KomniekcHwvix Xy00xucecmeenHvlx Ucc1e0068aHUll
Capamosckas eocyoapcmeenuas koucepsamopus umenu JI. B. Coounosa
2. Capamos, Poccus

ORCID: 0000-0003-4544-4791, alexdem43@mail.ru

YHuKaAbHas 3n0xa eBponemMckon LMBUMAM3aLLMN.
K 250-reTtmro co AHS poxkaeHusi berxoBeHa

Bpems berxoBeHa — 3TO B OCHOBHOM 3aBepluaromuii sran snoxu IIpocsemienus, 4to
XPOHOJIOTHYECKH MOKHO 0003HauuTh Kak pyoexx XVII-XIX BexoB (1790-e u 1800-e¢ romsr).
B oOmiencroprueckoM miaHe 0OIHMK 3TOro rpaHHMO3HOTO Neproa ONPEeAeIUIIN 1Ba KPYyTHEHIIINX
coObITHs — Benukas ¢ppaHiry3ckas peBOIIOLMS U HAlIOJIEOHOBCKKE BOMHBI. 1 IMEHHO B COIMAIbHO-
nonauTuyeckoil chepe @paHIMs BBIIBUHYNIA OHY U3 YETHIPEX KIIOYEBBIX (PUTYP 3TOTO BPEMEHHU
— ¢Qurypy Hamoneona I. [lpyrumu takumu ¢urypamu pyoexka XIX cToneTust TODKHBI ObITh
npu3HaHel npencrasutenu I'epmanun [erens (Gunocodus), I'ére (murepaTypHOe TBOPUECTBO) U
berxoBeH (My3bIKaJlbHOE UCKYCCTBO). B cTarbe ompenensiorcsi mo-pa3HoMy MpOsBUBIIKE ceOs
YEePThI JYXOBHOI'O POACTBA BEJIMKOIO KOMIIO3UTOPA € TPEMS APYTMMH U3 HA3BAHHBIX BBIIAIOILIMXCS
anyHoctell. KoncTarupys HeopauHapHbIi MacIiTad AesITeIbHOCTH TUX UCTOPUYECKUX JIUL], MOKHO
yTBepKaarh, 4To Bpems pybexa XVIII-XIX BekoB SBUIOCH YHHKAJIbHOW 3MOXOH €BpONEHCKON
LMBUJIN3ALIY.

Kirouesbie cioa: pydex XVIII-XIX Bekos, berxosen u ['erens, berxoren u ['ére.

Jna yumupoeanus / For citation: Jlemuenko A. V. YHuKampHas 310Xa €BPONEHCKOM
muBun3auu. K 250-n1emuto co ous posicoenusi bemxosena // TIpobnemMbl My3bIKaIbHOW HAyKH /
Music Scholarship. 2020. Ne 4. C. 68—76. DOI: 10.33779/2587-6341.2020.4.068-076.

ALEXANDER I. DEMCHENKO

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

A Unique Epoch of European Civilization.
Towards the 250th Anniversary of Beethoven’s Birth

The era of Beethoven is for the most part the concluding stage of the Age of Enlightenment,
which chronologically may be indicated as the turn of the 18th and 19th centuries (the 1790s and
the 1800s). In the way of general history, the image of this grandiose period has been determined
by two massive events — the French Revolution and the Napoleonic Wars. And particularly in the
social-political spheres France introduced one of the four key figures of that period — the figure of
Napoleon I. The other such figures of the turn of the 19th centuries we must acknowledge to be
the representatives of Germany” Hegel (philosophy), Goethe (the art of literature) and Beethoven
(the art of music). The article describes the features of spiritual kinship between the great
composer and the three other indicated outstanding personalities, which have demonstrated
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themselves differently. Determining the ingenious scale of activities of these historical figures,
it is possible to assert that the time period of the turn of the 18th and the 19th centuries was a

unique epoch of European civilization.

Keywords: turn of the 18th and the 19th centuries, Beethoven and Hegel, Beethoven and Goethe.

pemsi berxoBeHa — 3T0 B OCHOBHOM
3aBepiuaronui sran snoxu [Ipocse-
LIEHUS], YTO XPOHOJIOTMYECKH MOXK-
HO 0003HAYUTH KaK pyoexc XIX eexa: 1790-¢
u 1800-e rompl ¢ mpuIETAIOMIMMU K HUM
OTpEe3KaMH TpPUMEPHO 3—4 roja CHU3Y H
CBEpXY, UTO B LIEJIOM COCTABJISIECT MPUOIH3H-
TEJIbHO TPUALATWIETHE. JTO BpeMs, KOrja
TO, UTO KAaCaeTCs MY3bIKAJIbBHOTO UCKYCCTBA,
MOYTH «MOHOIIOJIEHO» CKOHIIEHTPUPOBAJIO
B ce0e TBOPUECTBO BEJIIMKOTO KOMIIO3UTOPA.
B oOmeucropuueckom 1uiaHe oOIUK 3TOU
IPaHIMO3HOM 3MOXH ONpeNeTn e€ KpyI-
Helmme coObITus — Benukas dpaniry3ckas
PEBOJIIOLMS M HAIIOJIEOHOBCKUE BOIHBI.
[lepBoe M3 ATUX COOBITUN HMEET BCE
OCHOBaHMS MMEHOBAThCS C OOJBIION OyK-
Bbl, Kak Besmnkas ¢gpaHuy3ckass peBoJiio-
1M, TOCKOJIbKY OHA OKa3aJia KoJI0CcCalbHOe
BJIMSIHUE Ha BECh EBPOINEHCKUN MUPOIIO-
psnok. Ho He Gyaem 3a0bIBaTh, 9TO 3TOMY
COOBITHIO TIPENIIECTBOBAJIA CBOEOOpa3Has
U BEChbMa CYIIIECTBEHHAs «apTIOJArOTOBKAY,
3aJ10JIT0 JI0 TOTO TPOXOTAaBIIAsl 32 OKEAHOM.
Nmeercsa B Buay BoliHa 3a HE3aBUCUMOCTD
B CeBepHoit Amepuke (1775-1783), korto-
past cTaya mepBoii Oyp:Kya3HOU PEBOIIOIH-
el Ha JajéKkoM KOHTHHeHTe. 3xaech B 1776
roxy Ob1JI0 00pa30BaHO HOBOE TOCYAAPCTBO
— Coeaunénnnle llltatel AMEpUKH, U TOTIA
e mpoBo3riaiieHa /lexknapanys He3aBUCH-
MOCTH, B 1 787-M yTBepxk/1€Ha KOHCTUTYIIHS,
a B 1791-m nox gaBieHrieM HaApOAHBIX Macc
BCTyNWIA B CwiIy npuHAThIe emé B 1789
rojly HOIMpaBKU K HEH, MpOBO3IIAIIABIINE
OCHOBHBIE IEMOKPAaTHYECKUE CBOOOIBI.
N3 Opanmuu ¢ HeocnabeBalOIMUM BHU-
MaHUEM U HapacTAIOIIMM COYYBCTBHEM
CIIEIMIN 3a MPOUCXOASAIIMM B CEBEpoame-
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PUKaHCKHX IIITaTaX, 1 OCHOBOIIOJIATAIOITUE
MIOJIO’KEHUSI HA3BAHHBIX BBIIIE JTOKYMEHTOB
MEPeIId BIIOCIIEICTBUA B MPOTPAMMHBIE
TekcThl dpaHiy3ckoil peBomouuu (odpa-
maeT Ha ceOs BHUMAaHHE U COBIAJCHHE
psiza OTAENbHBIX JaT).

MoxxHO HanoMHUTH, 4TO B [lapmxke Ha-
YaJIOM HapOJIHOTO BOCCTAHHMSI IPOTUB KOPO-
JICBCKOW BJIACTH SIBWJICS IITypM bactuimu
B 1789 rony. Toraa ke Obuta npunsita Je-
KJIapalys IpaB 4YesIOBEeKa M TpaKJaHWHA,
MIPOBO3IIACUBIIIAS CBOOOLY TUYHOCTH, CBO-
001y coBecTH, CJIOBa U MEYaTH, PAaBEHCTBO
rpakaaH mnepeja 3aKOHOM, MPaBoO Ha COMpo-
TUBJICHHUE YTHETEHHIO U OOBSBUBILIAS He-
MIPUKOCHOBEHHOU YaCTHYIO COOCTBEHHOCTb.

Pesynbrarom crenyromero BOCCTaHHS
(1792 rom) cramo HHUCIPOBEPKEHHE MO-
HApXUU U YUYPEKJICHUE PECITyOTUKAHCKOU
dbopmel npapnenus. B 1793-m Ob1n ka3HEH
koposib JlromoBuk XVI, mu HOBOE BoccTa-
HUE TIPUBEJIO K YCTAHOBJICHUIO JIEBOPAJIH-
KaJIbHOM SIKOOMHCKOM NHKTaTypbl (BOXKAU
akoOuniieB — M. PoGecnwsep, XK. Mapar,
K. Hdanton, JI. Cen-Xroct). B 1794-Mm 3Ta
TUKTaTypa ObLTa HU3BEPrHYTa, a TOCyaap-
CTBEHHBIN MIEPEBOPOT, Mpou3oieamii B 1799
ro/1y, 3HaMEHOBAJI OKOHYAHUE PEBOIOIUH.

B cpaBHeHum c¢ mnpenwimymuMu  Oyp-
*KyasHbiIMH  peBomonusiMu  (Hunepnan-
nbel, Anmus, CeBepHass AMepuKa) UMEH-
Ho Bemukas ¢paniysckas mpuobdpena
BCEMUPHO-UCTOPUYECKOE 3HAYEHUE U CTa-
Ja 3HaMeHeM OopbObl MPOTHB (heonab-
HO-20COJIFOTUCTCKUX MOPSAIKOB AJIS LIEJIOTO
psAna apyrux cTpaH. I uMeHHOo Torja ObLIn
c(hopMyIUPOBAHBI UJEU JEMOKPATUYECKOTO
MHUPOYCTPOICTBA, BO MHOTOM aKTyaJlbHBIC
710 CUX TOp.
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Heszpumoil napaiuienpsio K TpOUCXOAUB-
meMy Bo DpaHUUU SBUIOCH BO3HHKIIEE
B Poccuu tex net nubepasibHO-IeMOKpaTH-
yeckoe TeueHue. Hanbomnee oTuémnBO OHO
OBLJIO TPEACTABIICHO B aHTUKPEIIOCTHUYE-
ckoil myonuuuctuke Hwukonas HosukoBa
(B 1792 rony mo mpukaszy Exarepuns II
sakimouéH B IllnmmccenbOyprckyrwo kpe-
MOCTh), B CATUPUUECKUX KoMenusix Jlenuca
doHBHU3MHA U B paHHEM TBOpuecTBe VBaHa
Kpr1oBa, KOTOpBIi, pesxie 4eM 00paTuTh-
cs K OaceHHOMY >KaHpy, Jaj 00pasibl OT-
KPBITOTO KPUTHIIM3Ma B MaMieTax Hayaia
1790-x ronoB. Kynbmunanueit poccuiicko-
ro aubepanu3ma cTajno, Kak U3BECTHO, clie-
naHHoe AnekcaHapoMm PanuiieBsiM, U ero
oOnuuuTenbHbIA nadoc Haubomee MOJTHOE
BBIPQ)KCHHUE MOTYUYUIT B 3HAMEHUTON KHUTE
«IlyremectBue u3 Ilerepdypra B MockBy»
— HarnicaHa B 1890-m, u B TOM ke roay eé
aBTOp ObL1 cocnaH B Cubupb. TakoBbl Te
NanEKue POCTKH, KOTOPBIE BBUIMIIMCH BIIO-
CJIEJICTBUU B BOCCTaHUE JIEKAOPUCTOB.

JlpyruM TpaHAMO3HBIM HCTOPUYECKUM
cobbiTHeM pyOexa XIX cToneTus: SBUINCH
HAMOJICOHOBCKUE BOWHBI. [Ipuxomaut-
Cs MpU3HATh: B CYIIHOCTH, BIIEPBBIE 3TO
OblJJa camasi HacToAIllAs MuUposdsi BOMHA.
N x0T OHa MpaKkTHYECKH OrpaHUYUIach
Macmrtabamu EBpombl (He cuuTas BOEH-
HbIX gAedcTBui @panuuu Ha bamkHeM
Bocrtoke), crnemyer yuuThiBaTh TOT (aKT,
YTO B T€ BPEMEHA MPEACTABIEHUS O MUPO-
BOM COOOUIIECTBE CBOAMIUCH COOCTBEHHO
K €BpOIEHCKOMY KOHTHHEHTY, U Ha BCEM
KOHTUHEHTE pa3BEPHYIUCh HalUOHAIb-
HO-OCBOOOJUTENBHBIE JBIKCHUSI TMPOTHUB
HaI0JICOHOBCKOTO HAIIECTBHS.

[IpennBepreM HaANOJICOHOBCKUX BOWH
cTanu, HauuHas ¢ 1892 roga, 000poHUTENb-
HbIE MEPBI, IPEANPUHSITHIE B OTBET HA UH-
TEPBEHLHUIO PSAJla €BPONEHCKUX MOHAPXUU
(ABctpus, Ilpyccus, BenukoOpuranus,
Hunepnanapl, Ucmanus u npyrue) npoTuB
peBomononHo  @pannuu. CoOCTBEHHO
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¢bpaHily3cKre 3aBOeBaHMs HAYaIUCh ¢ Mrta-
JIbAHCKOW KamnaHuu 1796—-1797 romoB u
Erunerckoit sxcniequuuu 1798—-1801.

C 1800-ro B pe3ynbrare OIUCTATEIBHBIX
mooen (PpaHIly3CKOTO OpYXHUsSl MPOU3OIIIO
OTPOMHOE TEPPUTOPHAIBHOE PACILIUPEHHE
umnepud, GaKTUIECKH BKITIOYABIIEH, KpPO-
Me BenukoOputanum, Bclo 3amagHyio U
Hentpansuyto EBpony. OHON U3 Ba)KHBIX
MIPUYMH yCIieXa B 3TUX BOWHAX OBLIO TO, UTO
B 3aBOCBAHHBIX CTpaHaX AaKTUBHO BBOJU-
JIUCh IIPOTPECCUBHBIE TIO CBOEU CyTH HOBBIE
Oypya3Hble oTHomeHus. OJHaKO CO Bpe-
MEHEM HaIlOJICOHOBCKHE BOIHBI BCE OoJee
MPEBPAIIAINCh B YHUCTO 3aXBAaTHUYECKUE.
Briepseie 310 06Hapyxuiock B 1808 romy
B Mcnannu, Hapox KOTOPOM MOAHSIICA IIPO-
TUB 3aBoeBareneil. U ¢ karactpoguueckumu
nocnencTeusamMu it OpaHIy3cKon uMIie-
pYH 3TO NOATBEPAMIOCH B moxone 1812 roga
Ha Poccuro, xoropeiii cam Hamoneon mnpu-
3HAJ MO3/IHEee CBOCH (paTabHON OMIMOKOM.

Janékum mporHO30M 3TOM BBIAAIOLICH-
csi mobenbl pycckoro opyxus Owbn Mra-
neaHckuid noxon A. CysopoBa 1799 rona,
KOTOPOMY COITyTCTBOBAJIM YCIEXH PYCCKO-
ro ¢gnora B Cpenn3eMHOMOPCKOM IOXOZe
@. VimakoBa. Yxe Toraa JeiCcTBUS pyCCKON
apMHUU TPHUBENIN K 0cBOOOXKAeHUI0 WTanuu
ot (¢paniysckoro rocmnoactea (B 1800-m
oHa OblJIa BHOBb 3aBo&BaHa HamoneoHom).

Bo3sBpamasice k OTeuecTBeHHON BOiTHE
1812 roma, CTOUT MOAYEPKHYTh, UYTO UMEH-
HO OHa SIBWJIAach KyJbMHHAIIUEH €BpOIEH-
CKOW BoeHHOM 3mnornen pyodexa XIX Beka u
BIIepBble 0003HAUYMJIA TOJIHOMACIITAOHBIH
BbIX0 Poccun B paHr BENUKON JIEpKaBbl.
Ilocne okoHYaTENBHOrO pasrpomMa 3axBar-
4uKOB TIpu bepe3nHé OoeBbie IeHCTBUS
OBLIM MepeHeceHbl 3a mpenensl Poccun.

Pycckas apmust cocTaBuia OCHOBHOE
A7IpO, BOKPYI KOTOPOTO TpyNIHPOBAIKCH
BOMCKAa JAPYIMX YYaCTHHUKOB AaHTHHAIOJIEe-
OHOBCKOM KOAQJIUIMU. 3arpaHUyHbIe I10-
xonsl pycckor apmuu 1813-1814 romos
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3aBepIiInCh B3sitTueM [lapuxka m nageHu-
eMm ummrepun Hanoneona I, B pesynbrare
4yero Hapojabl EBpornbl ObITH 0CBOOOXKICHBI
OT Yy>KECTPaHHOTO BJIA/IBIYECTBA.

[Ipn BcEM TOM, NPUXOOUTCS MPU3HATH,
4yT0 UMEHHO Ha pybexe XIX cronerus dpan-
Ily3CKasl Halysl, IPOUIs MOJIOCY paCCMOTPEH-
HBIX BbIIIe coObITril PeBomrorun 1789—1799
Tof0B M HAIOJICOHOBCKHX BOMH 1796-1814
(¢ «mocTronuein» Cta THel u OuTBbI pu Ba-
Tepioo B 1815-m), nepexuiia «3BE3AHBIN Yacy
CBOEH COIMAIBHO-MIOIUTHYECKON HWCTOPHH.
W umMeHHO B COIMATBLHO-TIOIUTUYECKOHN ce-
pe @paHuys BbIABUHYJIA OJHY U3 YETBIPEX
KJTFOYEBBIX (PUTYP UCTOPUH ITOTO BPEMCHHU.

Pazymeercs, ato Hanosneon I (Hamoneon
bonamnapt, 1769-1821) — nonkoBojel u ro-
CYZIapCTBEHHBIN JiesATenb, nMmrneparop dpan-
nuua B 1804—-1814 u B mapre-utone 1815
rozaa. OH BBIABUHYJICS B iepuo] PeBomtonnu
— JIBAJILATH TISTH JET OT POAY JOCTUT YHMHA
OpuragHOro reHepaia, CTaB 3aTeM KOMaH/Iy-
oM apmueil. B 1799-m cosepiuun rocy-
JTAPCTBEHHBIN MIEPEBOPOT U BCKOPE COCPE0-
TOYWJI B CBOUX PyKax BCIO MOJIHOTY BJIAcTH.
ITocne Bcrymenust B 1814 roqy BoMcCk aH-
TU(paHITy3cKoi koanuuuu B [Tapmk oTpék-
csl OT mpectojia U ObUI COCJIaH Ha OCTPOB
Onn0a. BHOBB cTan ummneparopom B 1815-m
(Tak Ha3pIBaeMble CTO IHEW) U MOcie mopa-
YKeHUs Mpu Barepiioo BTOpUYHO OTpEKCS OT
npectona. [locnennue roapl )KM3HU TPOBETN
TJICHHUKOM Ha OCTPOBE CB. ENleHBI.

Kak Beigarommiicss momkoBojel, Harmo-
JeoH I, onupasich Ha BO3HUKIIKME B IIEPBbIC
roabl PeBonmonuy miIo0TBOPHbIE HAaYMHA-
HUSI B BOCHHOM JIeJI€ M TPEIOCTaBICHHbIE
OOHOBJIEHHON CTpaHOM BO3MOXKHOCTH, CY-
Men co3ath «Benukyro apMuio» ¢ e€ koioc-
CaJIbHBIMHU JIJIs1 TOTO BPEMEHH BOOPY>KEHHBDI-
MU MaccaMy U MaKCUMaJbHOW TEXHUYECKON
OCHAIIEHHOCTBIO, BCEMEPHO JOOMBasCh €&
BBICOKOII 00€BOI1 ITOATOTOBIEHHOCTH U BCE-
MepHOW aucuMIuivHbl. Ero ycnexu nuaepa
HAIlMM B HEMaJloi CTereHu 0a3upoBajKCh
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Ha peAKO CIIOCOOHOCTH HAXOAUTh U BBIJIBU-
rarh TaJJAaHTIMBBIX JIIOJCH, B TOM YHCIC U3
HU3IIUX CJI0EB OOIIECTBa, U Ha YMEIO II0-
CTPOEHHOM CHCTEME ITOOLIPEHHUS.

OH 110 COBEpIIICHCTBA JI0BET MAaCTEPCTBO
CTpareruu 1 MaHeBpEeHHOU TakTuku. Hepen-
KO Cpa)kasicb MPOTUB YHUCJICHHO IMPEBOCXO-
JSIIIeTo TPOTUBHUKA, Hamosneon ctpemurcst
K Pa3bEIUHEHHUIO €T0 CUJI U K YHUYTOXKCHUIO
UX T10 YaCTsM, CO3/1aBall PEBOCXO/ICTBO CHJI
CBOCH apMUM Ha PEIIAIOIIMX HalpaBiICHU-
SIX, BCETa CTpeMUIICs Omaromapsi ObICTpOTe
JIBYDKCHUM OBJIAJACTh MHUIMATHUBOM.

BocnuranHblli Ha TNEpeNoOBBIX HIEIX
[Ipoceenienus, Hamoneon ¢ sHTy3nazMoM
BocnpuHsul DpaHily3cKyl0 pEeBONIOLHUIO U,
YCTaHOBHB BIIOCJIEACTBUU JIMUHYIO TUKTA-
Typy, HECOMHEHHO CITOCOOCTBOBAJ YTBEPIK-
JEHUI0O U Pa3BUTHIO OCHOBOIOJIAraOIINX
3aBOEBAHU HOBOTO Oyp>Kya3HOTO MHPO-
nopsiika. DKoHOMHUYeckas nonutuka Ha-
nmojieoHa Obljla HAaIpaBiIeHa HA Pa3BUTHE
TOPTOBJIM U OCOOEHHO MPOMBIIIJIEHHOCTH,
B KOTOPOM OH BHUJEJ BAXKHEUIIIEE CPEICTBO
yKperieHus molnu rocynapctsa. [lpu ero
JMYHOM YYacCTHH OBbLI COCTABIICH JCHCTBY-
IOIMKA 10 HactodAmero BpemeHu Dpan-
y3CKuil rpaxaaHckuii konekc 1804 roma
(Konekc Hamoneona), onpenensitoiuii mpa-
BOBBIE HOPMBbI OypKya3HOTO 001eCTBa.

Kak rocymapcrBennsliii aestens Harosne-
oH | cTpeMuicsi K yTBEP)KIECHUIO aHAJIOTUY-
HBIX TIPUHITUIIOB U Ha 3aBOEBAHHBIX TEPPU-
TOpUSIX, MPOBOJS HA HUX IPOTPECCUBHBIC
pedopMel, uTo Ha (GoHE PYTHHBI (heomab-
HO-a0COJTIOTUCTCKUX PEXUMOB  3a4acTyrO
obecreyrBalio €My TOMJIEPKKY OONBIINX
Macc HaceneHus EBpomnel. Y. Yepuniuib, ko-
TOPOTO HUKAK HEJb3sl 3aMO0J03PUTh B CHUM-
natusix Kk HarmoneoHny, cuurai, 4To UMEHHO
Onmaromapsi emy EBpoma BochpuHsia uiew
@paHIy3CKON PEBOJIIOINH.

BaucrarensHbIe TIOOENBI «2eHUs BOUHBLY
U €ro mnpeBpaiieHue B nosenurensi EBpornsl,
JIOCTUTIIIETO 32 JECAThH JIET OECIPUMEPHOTO
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MOTYLIECTBA, CO3/1aBaJI0 MOYBY /Ji1 BO3HUK-
HOBEHUSl BCSIKOrO pona JiereHna. YemnoBek
OTPOMHOM  ONAPEHHOCTH, HCKIIOUYUTEIb-
HOM paboTOCIIOCOOHOCTH, CHIIBHOTO YyMa
Y HENPEKJIOHHOM BOJIM, OH B IIOPY CBOETO
BBICIIETO B3J1ETA SIBISUICS OJIMLIETBOPEHUEM
MOTYYEro MOTeHIMajaa BOCXOASIIEro Kiac-
ca Oyprkyas3uH.

[Tomumo Hanoneona, qpyriuMu KIi04eBbI-
MU purypamu smoxu pyoexa XIX cronerus
JOJDKHBI OBITh TIPU3HAHBI TPEICTABUTEIh-
ctBytomue ['epmanuto ['erens (punocodus),
['ére (iureparypHoe TBopuecTBO) u berxo-
BEH (MY3BIKAJIbLHOE UCKYCCTBO).

I'eopr Buuabreabm ®@puapux Ieresb
(1770-1831) Bcro xu3HB MpemnojaBa, sB-
JISISICH TIOCIIETHUE TIATHAIATH JIET podec-
copoMm (mnocodpun B yHuBepcuteTax Ieii-
nenbOepra u bepnura. OCHOBHBIE TPY/IbI:
«®enomenonorust ayxa» (1807), «Hayka
goruku» (1812—1815), «DHnuknoneaus
¢dunocodekux Hayk» (1817), a Takxke Jiek-
1y 1o (UI0copuN UCTOPHH, ICTETHKE,
¢dunocodun penuruu.

Hacnenys tpagunuum I. Jleccunra,
U. T'epnepa, 1. Kanra, 1. Guxre, ©. llen-
JuHra, l'erenb 3aBepini CTAaHOBJICHHE HE-
MEIIKOH KJ1accuueckon punocopun ¢ xapak-
TEpHBIM JUIA He€ YDIyONEHHBIM aHAIN30M
JTyXOBHOM >KM3HU M CTPEMJICHUEM K ITOCTPO-
€HUIO 3aBEPIIEHHON HAYYHOW CUCTEeMBI. Ero
MHUPOBO33PEHHE CKJIAIbIBATIOCH TIO1 BIIUSHU-
eM ujei u coobiTuil Benukoii ¢paniry3ckoit
PEBOJIONMKM U OTPA3WJIO OCHOBHbBIE MPOTH-
BOpeurst Oyp»Kya3HOro mporpecca, MoaBoOIs
onpeenéHHbIE UTOTH U B TOM OTHOIIICHUH,
YTO BCS HEMeIKas Kiaccuueckas (uioco-
¢us sBIsIACh CBOEOOPA3HBIM TEOpETHYE-
CKUM OCMBICIIEHUEM ITON PEBOJTIOITUH.

Ha ocHoBe 0OBEKTMBHOTO HaeaIu3Ma
I'erenp co3pman cUCTEMAaTUYECKYHO TEOPHIO
JTUATICKTUKHA, KOTOPYIO paccMaTpuBal Kak
MYTh K OTHICKAHUIO UCTUHBI U KaK MOAJTUHHO
aziekBaTHBIN prmocodckmii Meton. E€ 1ien-
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TpaJIbHOE MOHSATHE — PA3BUTHE KAK XapaKTe-
PUCTHKA JESTEIIbHOCTH a0COJI0Ta, KOTOPbII
B KauecTBE MHUPOBOro Jayxa Juddepen-
UPYeTCs. Ha «CYOBEKTHBHBIMA myX» (Cy-
IIECTBOBAHNWE WHIAMBUIA), «OOBEKTHUBHBIN
oyx» (MpaBo, MOpajdb U HPABCTBEHHOCTD,
MOJpa3yMeBaloLIasi CEMbIO, TI'PaXkJIaHCKOE
00I1eCTBO, TOCYAAPCTBO) M «aOCOIOTHBIM
oyx» (MCKYCCTBO, penuruss u ¢umocodus
Kak (opMBl caMOCO3HaHus nayxa). [lpume-
YareiabHO, 4YTO <«JIOBEPEHHBIMH JIMLIAMU)
MHUPOBOTO Ayxa ['erenb cyutan BETUKUX JHO-
JIei, BOIUTOLIAOIIUX CMBICT 3MOXH — B UX
yucie OH HasbiBall Aulekcanapa MakenoH-
ckoro, fOnus Lle3aps, Hanoneona.

C denomenom abcormoTa CBA3aHbI TOHS-
TUSL «a0COJIIOTHOM MAEU» U «aOCOIHOTHOIO
3HaHus». IlepBoe, Mo ero cioBam, 3TO CO-
BOKYITHOCTb KaT€rOpHil, KOTOPBIE SIBIISIOTCA
yciioBUeM (hOpMUPOBAHUS MUpa U YeIOBe-
YeCKOI UCTOPUH, TO ECTh TO, UTO OXBATHIBACT
BCE MUPO3JaHHE M BCE aCHEKThl YeJIOBEYe-
CKOM U3HH. BTOpO€ — COBOKYITHOCTH BCEX
3HaHUH, HAKOIIJICHHBIX YeJIOBEYECTBOM (Ha-
yKa, HPaBCTBEHHOCTb, PEJIMIHs, UCKYCCTBO,
MOJIUTUKO-TIPABOBBIE CHUCTEMBI), YTO B KO-
HEYHOM UTOT€ YCTPEMJIEHO K OCMBICICHUIO
TeX (OpM U 3aKOHOB, KOTOPBIE YIIPABISIOT
BCEM IPOLIECCOM JYXOBHOTO Pa3BUTHUS.

IlyTe 3TOrO pa3BUTHs NPEACTABISAET CO-
001 TMOCTENEHHOE BBISBICHUE TBOPUYECKON
CHJIBI «MHPOBOIO pazyma». B naHHom psany
3aKOHOMEPHO CMEHSIOUIMX JpPYyT JIpyra CTy-
TIEHEeH Pa3BUTHsI COBPEMEHHYIO ce0e SIoXy
¢dunocod paccmarpuBai Kak Bpems mepexona
K ToH (hopMaluu, B KOTOPOU SIBCTBEHHO IPO-
CTyTIaJIM YePThI OyprKya3HOTo 0OIIECTBA C €ro
MIPABOBBIMU Y HPABCTBEHHBIMU PUHIUIAMHU.

LleHTpanbHOE MeECTO B JualieKTHKE [e-
rejisi 3aHUMaeT YUYEHHE O npomusopeyuu
KaKk BHYTPEHHEM HMCTOYHUKE U HeEo0Xo-
IUMOM YyciioBuu pas3Butus. [Iporusope-
Yye OMHCHIBACTCS B BUJE TPHUAIbI: TE3UC
(MCXOTHBIN MOMEHT), aHTUTE3UC (TIEPEXO/] B
MIPOTUBOMNOJIOKHOCTh, OTPULIAHUE), CUHTE3
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IIPOTUBOIIOJIOXKHOCTE B HOBOM €/IMHCTBE
(oTpuLIaHHE OTPULIAHUS U TEM CaMbIM CHS-
THE IPOTUBOPEUHS).

Takum 00pa3om, KaTeropuro MpoTUBOpE-
YUsl HEJIOCTATOUYHO IOHUMATh B BUJI€ AaHTUHO-
MHUHU — 3TO €AMHCTBO B3aWMOMCKIIIOUAIOIINX
U B TO K€ BpEMs B3aUMONPEANOIararmmx
JIpyr Apyra IIPOTUBONOIOKHOCTEH. Dopmy-
JIUPYsI BBITEKAIOIINIA OTCIO/IAa 3aKOH €TMHCTBA
1 60pbOBI MPOTUBOIIOIOKHOCTEH, (hrstocod
BCIOZly HaXOAWUT HANPSKEHHYIO AUAJIEKTHKY,
MPOLIECC MOCTOSHHOTO OTPHUIIAHMS KaXKI0TO
JOCTUTHYTOT'O COCTOSIHMSI CIIEAYIOLUM, BBbI-
3pEBAIOILMM B €r0 HEJIPaX COCTOSTHUEM.

Horann Boabgranr I'éte (1749-1842)
— OCHOBOIIOJIO)KHUK HEMEILKON JIUTEpPaTypbl
HOBOTO BPEMEHHM, MBICIUTENIb U €CTECTBO-
ucneitarenb. B 1770 romgy ctan y4acTHUKOM
JBIKEHUS «byps M HaTUCKa» U J1Ba 1€CATH-
JIETUSI CITyCTs, HPU JOCTATOYHOM CIIEp>KaH-
HOCTHU OTHOIIEHUS K Benmkoit ppanity3ckoit
PEBOJIOLUH, [OCJIE OJHOTO U3 €€ YCIEXOB
IIPO30PIIMBO 3aMETHJI, YTO C 3TOTO JIHS HaYu-
HAETCS1 HOBAsI AII0Xa BCEMUPHON UCTOPHH.

B psapne ero mpousBeneHuid Tex JIET OT-
YETIIMBO MPOCMATPUBAETCS TO3ULHUSA: HE
NpUHUMAsT PEBOJIOIUOHHOTO HACUJIUS,
BMECTE C TeM MPU3HAETCS HEU30EKHOCTh
COIMaJIbHOTO mepeycTpoiicTBa. Tak xe u
B TIOCJICAYIOIINN TIEPUOI, KOTJIa BO300a1a-
JU POMAHTUYECKUE TEHJICHIINH, MUCATEIb
TPE3BO OIIEHUBAJ OallaHC UX MO3UTUBHOTO
Y HEraTMBHOro mnorteHuuana. Kak Mbiciu-
TeJb, |'€Te BOCXOIWII K CO3BYUHBIM [ eremto
MIPO3PEHUSM OTHOCUTEIIBHO TEOPHUH Pa3BU-
TUS U IPUHIUIIOB JUAJIEKTUKU, pacCMaTpH-
BaeMOW MPEUMYIIECTBEHHO B aHTUHOMHUSIX
no0pa U 371a, CO3UAaHMs U pa3pylICHUs.

Ecnu Tpoe apyrux u3 BEIMKUX JIMYHO-
creil pyoexxka XIX Beka Oka3alluch, B CYIII-
HOCTH, poBecHukamu (Hamoneon poauics B
1769 rony, I'erens u berxosen B 1770-M), T0
['ére Obu1 cTapiie ux Ha ABa ACCATHIICTUS.
N ecnu cynbOOHOCHBIA JyIsi ceOsi Mmepuo
OHM TIEPEeKWIU B OCHOBHOM B 1790—-1800-¢
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rofbl, TO OH OMNEPEIWI HX, MPOUIS HEYTO
a"ajornyHoe B 1770-1780-e. Ha manHOM,
paHHEM 3Tarie TBOPUECTBA OH ObLT HE TOJIBKO
CBSI3aH C JIUTEpaTypHBIM JBIKeHUEM «bypst
Y HATUCK», HO U CTaJl €0 HECOMHEHHBIM JIU-
JIEpOM. A JBWXKEHHE 3TO OTIMYAIOCHh TOM
HAaCTPOEHHOCTBIO, KOTOpasi IO MHOTUM CBO-
VM MPU3HAKaM MPEABOCXUILAIA AYX, UICH U
YyBCTBa, XapaKTepHbIe JUisl BpeMeHu Benu-
KoM (hpaHITy3CKON PEBOIIOIINH.

CrpemiieHne BO3BEIMYMUTH 4YEJIOBE-
Ka, MOJABUTHYTH €r0 Ha CIIY)EHHUE BBICO-
KUM LEJsIM, HENPUSITHE 3aKOCTCHEBIIETO
VKIJIala )KU3HU U MAKCUMAJIM3M COLHAIb-
HO-HPABCTBEHHBIX MO3ULUN ONpPEIeTUIN
XapaKTepHBIN I TOH Mopbl madoc ropaon
HE3aBUCHUMOCTH JyXa U OyHTapCKUX YMOHA-
ctpoenuii. U npoussenenus ['ére ocobeHHO
SIPKO BBIPA3UJIU CYTh 3TOTO JBUKEHUS.

Haubonee mputsrarenbHON IS MITIOP-
MEpOB SBJIUIACh JpaMa, WU OH IIEPBBIM
nan e€ TUNWYHBIN oOpasell B Tpareauu
«I"'éu ¢on bepmuxunren» (1771). Uzmo-
OneHHBIM KaHpoM smoxu [IpocBemeHus
OBLJT SMUCTOJSIPHBIN JKaHP, U €r0 JIyUIIUM
npuMepoMm ctai poMaH «CTpajaHusi OHOTO
Beprepa» (1774).

[ToMuMO MHOXECTBa CTUXOTBOPEHUHU,
cpenu ApyTruxX NpuMeydaTeIbHbIX IPOU3BeIe-
HUM ToM nopsl — Apambl «KnaBuroy» (1774),
«Cremna» (1775), «Ormont» (1775-1787).
B HHX co Bcell 04eBUIHOCTBIO 3asIBHIIH O
cebe HSHTy3Ma3M MOJIOAOW MOpPbI KU3HH,
SOMOIIMOHAJIbHAS HANPsHKEHHOCTH, OypHOE
KUIIEHUE OTKPBITBIX YYBCTB, UX CBEXECTh
U HEMOCPEACTBEHHOCTh CO CBOMCTBEHHOMU
BCEMY ATOMY PACKPENOIIEHHOCTBIO XyJIO0-
YKECTBEHHOI'O BBIPAXKEHHS, YTO OTpPa)ajo
paauKaIu3M )KU3HEHHBIX TTO3UIINH.

Kcratu ckazare, ¢paniy3ckuii mnepe-
BoA «Beprepa» cranm HAacCTONBHOW KHUIOU
ceMHanuaruietnero Hanoneona. Kak oH
YTBEPKIA MO3%KE, STOT POMaH ObLI MPOYH-
TaH UM cemb pa3. M korma, 3aBoeBaB lep-
MaHut, wumneparop DpaHiuu okaszaucs
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B MecTax, Iie kui1 [ '€ére, ero HacToATEIbHBIM
KeJlaHWeM ObLJIO0 TTOBUAATH BEICOKOUTUMOTO
aBTOpa, YyTo W mpousouuio. Tak yTo HaAIO
JIM TOBOPUTH, KAKOE BO3/ICUCTBUE OKa3all Ha
Hero 3ToT «Oecrcemnep» koHma X VIII Beka.

[TepeitnéM k mocnenHEMY U3 BEJTUKHX
npeacraBuTeneli BpeMeHH pyoOexka XIX
Beka, KakuM sBisercs JlioagBur Ban ber-
xoBeH (1770-1827). Jlutepatypa o HEM
NOMCTUHE HEMCUUCINMA, O YEM MOXHO CO-
CTaBUTh HEKOTOpPOE MPEJICTABICHUE, Tepe-
JIUCTHIBAs, K IPUMEPY, BBIIIEANINN HEJaBHO
B [epmanuu ¢yHIaMeHTaIbHBIN OUOIHO-
rpaduueckuit karamor [8]. Ilomumo my-
3BIKOBETYECKOM KJIACCUKH (B TOM YHCIIE Ha
pYyCCKOM si3bIKE [2]), B MOCIIeIHEE BPEMSI T1e-
PUOIUYECKU TOSIBIISIIOTCS HOBBIE M3JAHUA,
HEPEKO MPEICTABISIONINE OOIBIION WHTE-
pec [2;5;6;9;10; 11; 13]. B Hux B TO# Wi
WHOM CTENEHHU 3aTparuBarOTCsl U BOIPOCHI
KOHTEKCTa TBOPYECTBA BEJIIMKOTO KOMIIO3H-
TOpa, MPUUYEM TMOSABIISIOTCS PaOOTHI, CIIEIH-
aJbHO TMOCBSLIEHHBIE CBS3sIM beTxoBeHa
C OKPYKaBILIUMH €0 siBJeHusiMHU [3; 6; 12].

ConocTaBUM UCTOPUYECKHUE PUTYPBI 1O
CTEIEHU TyXOBHOI'O POJCTBA.

Hanoneon u bemxosen. O60oux OTIH-
yajgud MoOryyas Xapus3ma, HCKIIIOUUTEIb-
Hasi MacIITaOHOCTh HAYWHAHUHN, TUTAHU3M
HaTypbl, OTIAHHOCTb CTHUXUHU >KU3HEHHOU
O00ppOBI ¢ €€ 3axBaThIBAIOIIUM TeMIIEpa-
MEHTOM M T€pOMYECKHM HAKaJIOM.

[IpumeuarenbHa B JAHHOM OTHOILIEHUU
OuTBa ¢ mocTuriiei ero riyxoton. Kazanoch
Obl, OOJBIIETO yapa My3bIKaHTY 3JI0CYACT-
HBIM POK HaHecTu He Mol Ho xommosutop
MPOIOJKAJI CO3/1aBaTh ILIEAEBp 3a LIENEB-
poMm. JIO3yHIOM €ro >KW3HHM CTajo, Mo 3Ha-
MEHHUTBIM CJIOBaM, CTPEMIICHUE «CX8AMUMb
CyovOy 3a 2I0MKY», U 3TO EMY YIAI0Ch.

berxoBeH ObLT HCTHHHBIM CTPATErOM
MY3bIKQJIBHOTO JI€MCTBA U BJIACTUTEIEM
nym u nyul. K npumepy, Te, KOMy JOBEIOCH
OBITH CBUJETENIEM €ro MMIpPOBU3AIMI Ha
(doprenuaHo, OKa3bIBAIUCH B COCTOSHHUH
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TpaHCa, HACTOJbKO HEOTPa3uMO IOKOPS-
IOIIEeH CUJIOW OTiaMYanach ero ¢aHTas3usl.
Kak Hamnoneon 6e3pa3nenbHO rocrnoacTBo-
Baj B nonurnyeckoMm mupe 1800-x ronos,
Tak 1 beTXoBeH Tex JeT BlaJplueCcTBOBAJ
B MHUpE€ MY3bIKH (U, IOXKaJTyil, B UCKYCCTBE
B 1IEJIOM), CTaB B HEKOTOPOM POZIE HEKOPO-
HOBaHHBIM «MMIIEPATOPOM XYJIOKECTBY.

o nopsl 10 BpeMeHUu beTxoBeH ucmbl-
ThIBaJI BOCXMILEHHUE mepen AessHusmu Ha-
M0JIEOHA U €r0 UCXOJHBIM PEeCIyOIMKaHU3-
MoM. Tpetbto cuM(poHUIO, ITO CBOE MEpPBOE
MOJUIMHHO TPaHAMO3HOE TBOPEHUE CO CTOJb
CUMITOMAaTHYHBIM 3arojIoBKOM «Eroicay,
OH MOCBSITUJ BEIMKOMY ITOJIKOBOALY, HO
KOT/Ia y3Hall, YTO TOT y3ypHUPOBAJI BIACTh U
00bsIBUI ce0s UMIIEPATOPOM, B OEILIEHCTBE
pa3opBaj CTpaHMIy PYKOIUCHU C IOCBS-
[ICHHEM, OpPOCHB HETOAYIOUIYIO PEILIHKY:
«M a3mom — uenosex!», BIOKUB B HEE BCE
CBOE TMpe3peHue K ciabocTsM JHOJICKOTO
THIECIaBUS U CAMOBO3BEIMYECHUS.

Tecenv u bemxoeen. ]JlnanexkTuueckuit
MPUHIIUI €IMHCTBA U OOpbOBI MPOTHBOIIO-
JIOKHOCTEH (TE3UC — aHTUTE3UC — CUHTE3),
KOTOPBIM B MCKYCCTBE MY3BIKQJIBHOM KOM-
MO3UIMHU YXKe aKTHUBHO pa3pabaThIBalid €To
HEMOCPEACTBEHHBIE NPEAIIECTBEHHUKH,
berxoBeH NOBEN A0 BBICIIETO COBEPIIECH-
CTBa, a (pakTOp pa3BUTHUS CTan «abCoIO-
TOM» €I0 XY/10’)KECTBEHHOI'O MUpA.

B aHHanbpl HCTOPHUH UCKYCCTB OH BOILIEN
KaK BEJIMYANIIUNA XYHOXKHHUK-MBICIUTEIb
C XapaKTepHOM /ISl HErO HEyKOCHUTEIbHOM
JIOTUKOM apXUTEKTOHUYECKUX IOCTPOCHUMN
U TIOTPY’)KEHHEM B IIyOMHBI WHTEJUIEKTY-
aJbHOM >KM3HU yernoBeueckoro ayxa. Ho,
B OTJIMYKE OT YMO3PUTENIbHBIX a0CTpaKIui
I'erens, pednexcun B my3bike berxoBena
BCET/1a TPOHU3aHbI MyJIbCALUEN )KUBOTO Ye-
JIOBEYECKOT'0 YyBCTBA.

I'éme u bemxosen. O0a TUTaHa HEMeEII-
KOTO0 MCKYCCTBa MO MHOTUM JMHHUSIM OOHa-
pPYXHBaJi OMU30CTH TBOPUYECKUX YCTPEM-
JeHUH, MUTaId Jpyr K JApYyry IIyOokoe
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B3aMMHO€ YBA)K€HHE, BHYTPEHHE CO3HaBasi Iy MPUIBOPHBIX C TOpAO MOAHATOM TroOJIO-
ce0sl BepIIUTENISIMA HAIIMOHAJIBHOM Xy/IO-  BOM, €/1Ba MPUKOCHYBIIUCH K ILIAIIC.
YKECTBEHHOU KYJIBTYPHI. [IpuBen€HHbBIE BBINIE COIMOCTABICHUSA

Kommosutop HeogHOKpaTHO oOpamiaicss MO3BOJAIOT YTBEPKIaTh, YTO B HEKOTO-
K IPOM3BEJICHUSIM [103Ta, CO3/1aB HECKOJIBKO ~ pOM pojie beTxoBeH B CBOEH JIMYHOCTH U
IIeIEBPOB Ha €ro TeKCThl. OO0 OTHOIICHWH B TBOPYECTBE BOOpaJ caMoe XapakrTep-
['ére x beTxoBeHy KpacHOpPEUYHMBO CBHUIE- HOE I BpeMeHHu pyOexka XIX cromerus,
TEIBCTBYET CICIYIONINI (DaKT: aBTOp Tpare- B TOM YHCIie Haubolee IPKO PacKphIB B Xy-
U «OTMOHT» KAaTETOPUYECKH HACTauBajl  JIOKECTBEHHOUW (OpME CYTh IIEHTPAIbHBIX
Ha TOM, YTOOBbI €€ MOCTAHOBKHU OCYIIECT- HCTOPUYECKUX COOBITHM TEX JIET, KaKUMHU
BJSUTMCHh TOJBKO C HAMMCAaHHOW K HeWl My-  Obuiu Benukast Qpaniry3ckas peBOJIOLMS U
3bIKOM berxoBeHa. HAIlOJICOHOBCKUE BOMHBI. Jlake yduThIBas

[maBHOE OTNIMYME IBYX BEJIIMKUX COBPE-  HEKOTOPBIE «U3IEPKKH» HCTOPHUUECKOTO
MEHHUKOB COCTOSJIO, MOXKAIYH, B X ku3- dTana pybexa XIX cronetusi, HEoOXoau-
HEHHOW TIO3WIMH: KOMIIPOMHUCCHOCTh IO- MO KOHCTaTHPOBATh: TO OBLI COBEPIIECHHO
BEJICHHUS TEPBOTO U MOAUYEPKHYTOE YYBCTBO  OCOOCHHBIN, HE3a0bIBAEMBIH, BEJTUKHUI Yac
cOOCTBEHHOTO JOCTOMHCTBA, JEMOHCTpa- 4YesnoBeuyecTBa. Ero 3HauMMOCTh B XyJ0XkKe-
TUBHAs HE3aBUCUMOCTHh BTOporo. [lokaza- cTBeHHOU cdepe Oojee Bcero Obuna MOJ-
TEJICH W3BECTHBIA AMHU30]] MX COBMECTHOW  TBEp)KIAeHA (eHOMEeHOM My3bIkn beTxoBe-
MPOTYJIKHU, KOTJ]Ja OHM BCTPETUIIM aBCTPHUIl- Ha, OTOOpa3uBIIEH [BH)KEHHE OTPOMHBIX
CKOTO HMIIEpATOpa B OKPYKEHUU CBUTHI:  JIFOJCKHUX MAcC, CTUXUIO CYpPOBBIX KU3HEH-
['ére ocraHoBwiICs, TIpeObIBasi B TIIyOOKOM  HBIX CXBAaTOK, I'PO30BYIO aTMocdepy Bpe-
MOKJIOHE, a beTX0BeH Mpomén CKBO3b TOJI-  MEHH.
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Mudorormueckme MoaeAn M putTyaabHble POpMbl B COBPEMEHHOM
My3blKaAbHO-T€aTpaAbHOM nepdopmaHce’

[lepdopmaTuBHOCTD, KaK OAHO W3 CYHIECTBEHHBIX CBOIMCTB COBPEMEHHOTO MY3BIKAJIBHOTO
HCKYCCTBa, ChIIpajia BaKHYIO POJb B IPOLECcCce OOHOBIEHUS €T0 BEAYIINX KaHPOB. My3bIKaIbHbIN
nephopmaHc, yeprnasi CBOU UCTOKH B T€ATPATBHBIX IKCIIEPUMEHTaxX cepearHbl XX BeKa, K KOHILY
XX cToneTusi BHEIPHIICS HE TOJIBKO B 007aCTh apT-MPAKTHK, HO U OKa3aJl BO3ACWCTBUE HA TAKyIO
KOHCEPBaTUBHYIO 00JIaCTh aKaJIEMUUECKON MY3bIKHM, KaK My3bIKaJIbHBIN TE€ATpP U, B YACTHOCTH, Ha
OIIEPHBIN KaHP.

B craree HameueHa mpoOieMa BOIUIOIIEHUS B ONEpax COBPEMEHHBIX KOMIIO3UTOPOB
MH(OIOrHUECKIX MOAIETIEH U AIEMEHTOB PUTYaJIa, XapaKTePHbIX Ul TeaTpajIbHOro nepdopmaHca.
Omnupasice Ha TeOpHUIO0 Nep(HOPMATHBHOCTH, ABTOPHI OOBSCHSIOT HOBAIMM B IOCTaHOBKAxX
C TOYKM 3pEHMS HaJIU4Ms B HUX JIMMUHAJIBHOCTU. B ILEHTpe BHUMaHUA HAXOLATCA MaJlo
U3yYEHHBIE B OTEYECTBEHHOM MY3bIKO3HAHUHM COUMHEHMSI, aHAJIN3 KOTOPBIX IMO3BOJISIET 0003HAYUTH
HalpaBlIeHUE DPAa3BUTHS OIEPHOTO >KaHpa: €ro OOHOBJICHHWE H3HYTPU IYyTEM IOUCKA HOBBIX
dopM cHuHTE3a, MOCPEACTBOM BBEIEHHUS HOBBIX JPaMaTYypPrUUYE€CKHX 3aKOHOMEpPHOCTEH, a TakkKe
Onaromapsi COEIMHEHHIO UCKYCCTBA C 2JIEMEHTAMHU PEAIbHON AEUCTBUTENBHOCTH. C TOUKH 3pEHUS
aBTOPOB CTaThH, B COBPEMEHHOH omnepe neppopMaHC CTAHOBUTCS OHOW U3 OPM IpeACTaBICHUS,
3aMEHUB TPAJULMOHHBIN CIIEKTaKJb, IIOCTPOEHHBIN IO 3aKOHaM JApaMsbl. [lo3unus 3Ta akTUBHO
pa3pabaTbIBaeTcsl B 00JIaCTU COBPEMEHHOTO 3apyOeXHOro TeaTpoBeleHHs B paborax XaHca-
Tuca Jlemana, Dpuku Oumep-Jluxre, Puuapna llexnepa. Takas mocTaHOBKa BOIIPOCca OOBACHSIET
ACTETUYECKYI0 OCHOBY HOBAaTOPCKHUX YCTPEMIICHUM OIIEPHBIX KOMIIO3UTOPOB.

KiroueBsle cioBa: neppopMaHc, puTyas, COBpEMEHHbIN My3bIKaJIbHbBIN TeaTp.
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Mythological Models and Ritual Forms in Contemporary
Musical Theater Performance®

Performativity as one of the essential qualities of the present-day art of music has created
an important role in the process of renewal of its leading genres. Drawing its sources in the
theatrical experiments in the mid-20th century, toward the end of the century musical performance
has imbedded itself not only into the sphere of art practice, but also created an impact on such a
conservative sphere of academic music as musical theater, and in particular, on the genre of opera.

The article sets the issue of manifestations of mythological models and elements of ritual
characteristic of theatrical performance in operas by contemporary music. Basing themselves on
the theory of performativity, the authors explain the innovations in the production from the point of
view of the presence of liminality in them. At the center of attention are compositions insufficiently
studied in Russian musicology the analysis of which makes it possible to indicate the direction of
development of the opera genre: its revival from within by means of a search of a new form of
synthesis by introducing new dramaturgical regularities and also as a result of connection of art with
elements of real actuality. From the perspective of the authors of the article, performance becomes
one of the forms of theatrical presentation, replacing the traditional theatric demonstration built
according to the laws of drama. This position is actively developed in the sphere of contemporary
theater studies in Europe in the works of Hans-Thies Lehmann, Erika Fischer-Lichte and Richard
Schechner. Such formulation of the question explains the aesthetic foundations of the innovative
aspirations of opera composers.

Keywords: performance, ritual, contemporary musical theater.

IIPOCTPAHCTBE XyAOKECTBEHHOW  «I1epPOpPMATUBHOTO IIOBOPOTay», TpaHChHOp-

KyJIbTypbl KOHIIa XX — Hayasia XXI  MHpOBaBIIEr0O BO BTOPOM NOJIOBHHE XX

Beka nepdopMaHc u neppopmMaTUB- BeKa NPUPOLY COBPEMEHHOIO MCKYCCTBA,
HOCTh 0003HAYAIOTCS KaK BaXHEHMIIUE CO-  CTAl0 MPHU3HAHHME PUTYaJOBEICHHS U Tea-
CTaBIIIIOIIME COBPEMEHHOIO HCKYCCTBA, TPOBEICHMS B KA4ECTBE HOBBIX DPa3ZeiiOB
B TOM YHCJE, U My3bIKaJibHOTO. CorlacHo ryMaHuTapHod Hayku [8, c. 54]. CooTHo-
MHEHHIO aBTOPUTETHOM HEMELKOH HcCle- LIEHUE PUTYaIbHBIX M TeaTpajbHBIX dJe-
JOBATEJIBHUIBI — OJHOM W3 OCHOBATEJIEH MEHTOB B JAPAMATHYECKOM IMPOU3BEACHUM,
COBPEMEHHOM TEaTpOBEJYECKOM IIKOJIbl  BCECTOPOHHE M3YyYEHHOE pa3IMYHBIMHU Ha-
Opuku @umep-JIluxre, BecCOMO NPUYNHOW  MPaBICHUSIMHU HAy4HOI'O 3HAHMUSI, BbIIBUHY-

" The reported study was funded by Russian Foundation for Basic Research (RFBR), project
No. 20-012-00366 “Performativity of music as a phenomenon of contemporary culture.”
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JI0 HECKOJIBKO TE€OPUI, BaXKHEUILIMMHU U3 KO-
TOPBIX CTali KoHUenuu Bukropa Tépuepa
u Pruappna Ilexnepa.

TépHep, uccnemys TOYKH CONPUKOCHOBE-
HUSI Tearpa ¥ puTyasia, OTMEUAET: «... B TeaTpe
€CTh YTO-TO HCCIEAYIOIIEE, OLICHUBAIOIIIEE
U 1a)Ke HaKa3ymolllee, YTO-TO, YTO HOCUT Xa-
paKkTep CBSIIEHHOTO, MU(PUIECKOTO, HyMU-
HO3HOTO0, TO, YTO, HOCHUT “‘CBEpXbECTECTBEH-
HBIII” XapakTep PEeIUTrHo3HOro JEHCTBUS
— HHOTAA A0 JKEpPTBOIpHUHOLIEHUs» [12,
p. 12]. lllexHep Taxxke CBA3BIBAET TEATp C
pUTyaJIOM, CYUTas, YTO YCHEUIHOE IMpea-
CTaBJICHHUE JTOJDKHO TapMOHHUYHO U 3 (deK-
TUBHO COYETaThb PUTYaJIbHbIE U TeaTpajlb-
HbIE DJIEMEHTBI, KaK 3TO U IPOUCXOIUIIO
B a)uHCKOM Teatpe V B. 70 H. 3.

[ToMrMO M3MEHEHUI B CHCTEME HAYYHO-
ro 3HaHUA, OMHOW U3 MPUYUH (HOPMUPOBa-
HUsl IepOPMATHBHOCTH KaK CBOWCTBA CO-
BPEMEHHOU KYJIBTYPHI SIBUJIOCH BBIJICTICHUE
TEaTpajJbHOCTU — OJHOTO M3 OCHOBOIIOJIA-
rarollyX NPU3HAKOB NOCTMO/IepHU3Ma. Tak,
nepBble neppopMaTUBHBIE OMNBITHI 1960—
1970-x ObLIM CBsI3aHBI C IKCIIEPUMEHTAMHU
B pa3JIMYHBIX BUJAX HCKyccTBa. OJHAKO,
UMEHHO TeaTp, TOYHEE CIEKTaKIb, CTal
naboparopueid U 3TajJoHOM MephopMaTHB-
HOCTH.

[lo MHEHMI0O MHOTMX UCCIEa0BaTE-
Jed, U3y4aroluMX MNOCTMOJEPHU3M C IO-
UM MHUPOBO33PEHUYECKOM TMapajurMsl,
TEaTpPaJIbHOCTh CTajlla OJHUM M3 IJIABHBIX
INPUHLUIIOB TOCTMOJEPHUCTCKON KYJBTY-
pbl: «Kaptuna Mupa noctmozepHa noapa-
3yMEBAET, YTO YEJIOBEK TENEPh CTAHOBUTCS
akTépoOM, Tepssl UHAUBHUIYaAJbHBIC YEPThI
JUYHOCTH, OyATO MpsiYach 3a HEKUM 0Opa-
30M WM Mackoi» [5, c. 6]. Bmecte ¢ Tem,
TOTallbHAsl  TeaTpaju3alusl  pa3IudHbIX
chep KyapTypbl IpHBesna K TpaHcdopma-
MM CaMOI0 Tearpa KaK BHJa MCKYCCTBA.
Pa3HoHampaBiieHHbIE TIPOLECCHI €r0 MOIU-
¢dukanuu, cBI3aHHbIE C OJHOM CTOPOHBI, C
JKCIIEPEMEHTAIBHOCTBIO, C IPYTOM — C UM-
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MYHHOCTbIO, TPHUBEJIO K (POPMUPOBAHUIO
nepPopMaTUBHOCTH, CIOCOOHOW, B CBOIO
o4yepeb, OCOBPEMEHUTH TeATP.

N3BecTHO, uTO B 00NacTH JApamMaTHye-
CKOT0 TeaTpa OJHOM W3 CaMbIX PAHHUX M
KIIIOYEBBIX CTaaui (opMHUpOBaHUS Tep-
dbopMaHca cTad XyAO)KECTBEHHBIE DJKC-
NIEPUMEHTHl 3HAMEHUTOIO aMEPUKAHCKOTO
pexuccépa, TeaTpoBeAa, KpyIHEMIIEro Te-
opetuka neppopmanca lllexnepa. B cBsizu
C TEM, YTO I COBPEMEHHOTO MY3bIKajlb-
HO-T€ATPAJIbHOIO HCKYCCTBA OKAa3aJIMCh
Ba)KHBI T€aTPaIbHO-Xy0KECTBEHHBIE OIIbI-
Thl, BUAUTCS HEOOXOIUMBIM OCTAaHOBUTh-
Csl Ha HMJIeAX TeaTpalibHOTO mepoMaHca U
OINpEAENIUTh B HEM 3HAYEHUE PUTYAIbHBIX U
MHU(OTOTUUECKUX MOJIEIEH.

JIsi HACTOSIIET0 MCCJIENOBAHMS BaXK-
HO, YTO B UIPOBOM KOHTEKCTE COBpPEMEH-
HOM KyJBTypbl MMEHHO NeppopMaTHUBHOE
IPOCTPAHCTBO IpencTasisuioch lllexHepy,
u antponosiory TE€pHepy, BIEpBbI€ BbIIBU-
HYBIIEMY KOHIENIUIO JTUMUHAIBHOCTH H
KOMMYHHUTApHOCTH MO OTHOILIEHHIO K CO-
BPEMEHHOMY T€aTpy, YCIOBUEM KOHCTPYH-
pPOBaHMsI HOBOW COLIMAJILHOM I€JI0OCTHOCTH
B KOHTEKCTE a0COJIFOTHOTO Xaoca MOCTMO-
NepHUCTCKON peanbHOCcTH. Tak, TéEpHep
ormeual: « Tpaaunuu sTHOrpaduu, TuTepa-
Typbl, pUTyalla U Tearpa Mupa celyac or-
KPBIThI B HAC KaK OCHOBA JJIsl HOBOTO TPaHC-
KyJIbTYpHOTO KOMMYHUKaTUBHOTO CHUHTE3a
yepes nepdopmancy [12, p. 18].

CrpeMsiCh YCHIIUTh KOMMYHUKATUBHYIO
MHTEHCUBHOCTh B CO3JaHMHM HOBOMW peaib-
HOCTHU CLEHHYECKOIro IpocTpaHcTBa, Illex-
HEp HAaMEPEHHO MCHOJb30BaJ MPUHLHUIIBI
Pa3IUYHOrO posia MU(O-pUTYATIbHBIX ITPAK-
THUK, OCTaBasCh IPU TOM B paMKax Tea-
TpaJIbHOTO IpencraBieHus: «Bcesakuii pas,
KOIZIa MBIl OCMAaTpUBaeMCs ... U OIJISI/IbIBa-
eMcs Hazaj (HeBaKHO, HACKOJIBKO JAJIEKO),
— [UILIET OH, — TeaTp NPeICTAET Nepe] HaMu
KaK CMEIlIEHUE, KaK MepeIuieTeHUe puTyaia
U pa3BiicueHUs. B Kakoil-T0 MOMEHT UCTOY-
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HUKOM Ka)K€TCs pUTyal, B IPYrOu K€ — 3TO
pasBieueHue» (IuT. no: [3, c. 223]).

Pesynsrarom 1MOMCKOB KOMITpOMHCCa
MEXIy PUTYaJIOM, T€aTpOM M HCKYCCTBOM
nepdopMaHca cTajia cepus YHHUKAIbHBIX
B OTHOIIEHWU HUCTOPUU TeaTpa IMOCTAHO-
BOK, CPEIM KOTOPBIX BEAYIIYIO POJIb IS
(dhopMUpOBaHHUS HOBOTO THUIA CHEKTAKIIS
ceirpan  «/Jluonuc B 69-m». HazBaHHbIN
CHEKTaKJIb-eppopMaHC CTal OAHOM U3
HaunOoJee 3HAYMMBIX B TOCTIpamaruye-
CKOM TeaTpe MOIMBITOK PAaCIIUPUTh IpaHU-
bl JIOIyCTUMOIO B HCKyccTBe. lIpembepa
cocrosiack B 1968 rony B «The Performing
Garage» B Hplo-Mopke (perakims Tekcra,
NOCTaHOBKA, ClIeHOTpadus U KOCTIOMBI —
Puuapna [lexunepa). IloctaHoBka BbIAEp-
xana 163 mokasa (!), mpoAepKaBIINCh OKO-
jo rona B pemnepryape «The Performance
Group — TPG» [7, c. 11; 11, p. 27].

B ocHoBe cniekTakiisi HAXOUTCS TPaHC-
dhopMupoBaHHBIM TEKCT Tpareauu EBpu-
muna «Bakxaukw»?. U3 Oosiee yem ThICAYN
TPEXCOT CTUXOB MEPBOMCTOUYHUKA aBTOPOM
OBLJIO MCIIOJIB30BAHO BCETO IIECTHCOT, He-
KOTOPBIE TI0 HECKOJIbKY pa3. [lomumo ¢par-
MEHTOB u3 «BakxaHok» B mnepdopmaHc
BKJIFOUEHBI IECTHAALATh CTUXOB U3 «AHTH-
TOHBD» U 1IecTh U3 «Mnmonura»?. Kak otme-
YaJgu COBPEMEHHHKHU, OOJbIIas 4acTh TEK-
cTa OblIa HallMCaHa MCTIOJIHUTENSIMU (CM.:
[9, pp. 31-32]). lllexnep, co3naBasi HOBYIO
dbopMy CHHTETHYECKOTO MPECTaBICHHUS,
BOIUIOTUJI B CLIECHUYECKOM ITPOCTPAHCTBE HE
Tonbko TeKcT EBpunuaa, Ho u mud o J{uo-
Huce — ceiHe CeMenbl, TPaKTOBaHHBIM UM B
CaMOM LIMPOKOM CIIEKTPE TOXPUCTUAHCKUX
BepOBaHU. BaxxHO, 4TO B KaYeCTBE OCHOB-
HOH (hOpMBI, CIOCOOHOM C OHOW CTOPOHBI,
nepenarb coiaep:kanue muda, ¢ Apyrom —
co3J1aTh COOOIIECTBO, YYAaCTBYIOIEE B CO-
OBITUH, aBTOP U30UpAET pUTYyaJ.

CornacHO aBTOPUTETHOMY MHEHMIO M3-
BECTHOTO COBETCKOTO (HOJIBKIOPHCTA, IT-
Horpada u antopomnoiora Anpbepra baii-
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OypuHa, pUTyally CBOWCTBEHHO HECKOJIBKO
KJIFOUEBBIX 0COOEHHOCTEH, CPe KOTOPBIX:
WCIIOJIHEHUE JIMIIb B AKCTPEMAJIbHBIX CH-
TyalMsiX, OrpPaHUYEHHOCTb pernepryapa
PUTYaJOB M MX CBSI3aHHOCTb C KPU3HCHBI-
MU MOMEHTAMH B U3HU KOJUIEKTHBA, CO-
OTHECEHHOCTh C ONMPEACIEHHON TOYKOM BO
BPEMEHU U MPOCTPAHCTBE, OTCYTCTBHUE Ka-
teropuu 3pureneit [1]. Onopa Ha putyadn,
KaK «Cmoco0 3HAKOBOTO pEIICHUsS ‘‘Hall-
3HAKOBBIX” Mpobiem», co3naéT B «JuoHu-
ce B 69-m» lllexHepa HOBYIO peaIbHOCTh U
cnerupuYecKuii XpoHOTOI pa3BOpaunBalo-
merocs AenucTeus [6, c. 14—15].

Tak, cnoxHas mpobiema nepexoaa (mpe-
BpallleHMsI) 3pUTEIel B YYaCTHUKOB JeH-
CTBUSL M UX MHTETPAIlMU B COOOIIECTBO pe-
nieHa lllexHepoM C¢ MoMOIIBI0 HECKOJIBKUX
pa3pabOTaHHBIX PUTYAJIOB: «IIEPEMOHUHU
OTKPBITUS) — 3PUTENIA BXOIAT B 341 Uepes
NOJyTEMHBIA KOPHJIOp, — U pUTyajla pea-
IpUTalMi IPUCYTCTBYIOMIMX — COBMECTHOE
HIECTBUE YYACTHUKOB CIIEKTAKIIS IO YIUIAM
Hero-Hopka [8, ¢. 324]. OnacHblit ipomece
«MEPEPOKACHUSD» U «CMEPTU» IIIABHBIX
repoeB Tpareluu TaKKE COIPOBOXKIAI-
ci puryanaMu. B Hauane nelcTBUsS akTEp
V. ®unnm obpamancs K NpUCyTCTBYIOIIUM
co cioBamu: «JloOpbiii Beuep, s BUXKY, BBI
HallUId CBOM MecTa. MeHs 30ByT YWIbAM
Ounnn, cbiH Yuibsima Ounanm. 1 ponwi-
cs ABaALAaTh CEMb JIET Ha3aJ U 4epe3 JABa
Mecsla MOCciIe MOEro POXJIEHUs OOJbHU-
11a, B KOTOPOU 5 pOAWIICS, Cropena I0Tia.
S npuiuén crona cerofHs o TpEM Ba’KHBIM
npuunHaM. [lepBas u camasi BaxxHasi U3 HUX
— 00BSBUTH 0 MOEH OOKEeCTBEHHOCTH. BTO-
pasi — yCTaHOBUTH MOM OOPSI/Abl U PUTYAJIBI.
N tperbss — pomuthes, ¢ Bamiero mnosso-
nenus» [9, p. 2]. anee cnenosan putyan
poxzaeHus (B KOHLE CHEKTakisi-nepdop-
MaHCa — CMEpPTH), JACUCTBUTEIHHO CYIIe-
cTByroIMi B riieMenu acMart (ITanya-Hogas
I'Bunes) (mompoOHOE omMcaHUE pUTyana
cMm.: [7, c. 18—-19]).
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[Tocne «Bo3poxaeHus» OUHIN TPOIOII-
*an: «M BoT cHOBa s — JluoHuc. Y tex, KTo
BEPUT B TO, YTO 51 TOJIBKO YTO CKasaj, 4To
s 6or, Oyznet norpscaromuii Beuep. Ocrais-
HbIE€ W3 Bac B 3aTPYIHUTEILHOM IOJIOXKe-
HUU. DTO OyAyT MOJITOpa Yaca, B TEUCHHE
KOTOPBIX BbI Oy/lleT€ HAXOIUTHCS B TYIIHKE.
Te u3 Bac, KTO BEpUT, MOTYT IMPUCOEIU-
HUTHCI K HaM B HaIlIeM IaJbHEHUIIIEM JICH-
CTBE. DTO Npa3AHUK, PUTyasl, UCIBITAHUE,
skcTa3. McnbiTanus — 3TO TO, 4Yepe3 YTO Thl
MPOXOAUIIB. DKCTa3 — TO, YTO MPOUCXOTUT
c ToOOM, Korma Thl Tyaa nomagaemby» [9,
p. 2]. 3HaUUMBIMU B PEKOHCTPYKILIMH OPTHU-
ACTHUYECKOTO KYJbTa OB HECKOIBKO CIICH,
UHTEPIPETUPYEMBIX yYACTHUKAMH  JCH-
CTBHUS IO-pazHOMY. lleHTpasbHOM M3 HHX
SIBIISIICS BCEOOIIMI TaHel (BaKXaHAIHs),
CONPOBOXKIABIIUICS 3ByuyaHueM OapabaHa,
OyOHa u duetite [7, c. 19].

[TopnepxuBaemMoe Ha MPOTSHKEHUU BCE-
IO CHEKTaKJsl C MOMOIIbI0O HMCKYCCTBEHHO
CO3JJaHHBIX U PEKOHCTPYHUPOBAHHBIX PUTY-
aJIOB COCTOSIHUE JE€30pPUEHTALMU, WHBIMHU
CJIOBaMHM, JIMMHUHAJIBHOCTH CO3/aBajloOCh
TaKXKe TIPU MTOMOIIUA XPOHOTOIA JCHCTBUS®.
Hampumep, TpaaiunMoOHHOE TeaTpaibHOE
npocTpaHcTBO ObuTo 3aMeHeHo lllexnepom
Y OPraHU30BaHHO B COOTBETCTBUHU C METO-
namu Environmental theatre («Teatpa-cpe-
nel»).  Crnekrakiib-ieppopMaHC — MPOXO-
T B TIEPeoOOpYIOBaHHOM ISl TIOKa3a
rapaxe, Mo MEPUMETPY KOTOPOTO CTOSIIH
HECKOJIbKO MHOTOYPOBHEBBIX ILTIaT()OpPM.
Konuenryansnoe npocrpanctso lllexnepa
NPEIOCTABISIO BO3MOXHOCTh aKTEpaM H
3puTensiM CBOOOAHO mepemerarscsi. B 1o
e BpeMsi, OCBOOOXKIEHHOE OT Tearpalib-
HBIX KQaHOHOB, OHO TPUOJIMKAIOCH K CHM-
BOJIMYECKA PEKOHCTPYUPOBAHHOMY Y4YacT-
HUKAMU  TPOCTPAHCTBY  JIMOHUCHMCKUX
pUTYasoB.

CnemudpuueckuMm o06pa3oM OBIIIO CKOH-
CTPYMPOBAaHO U XYyJOKECTBEHHOE BpEMH,
KOTOpO€ CBOOOJHO OXBAaThIBAJIO MPOTIKEH-
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HbI€ MEPHUOJbl PEaNbHOrO0 U CHUMBOJIUYE-
ckoro pnewcrtB. CuMBOIM3aLMsg NPOCTPaH-
CTBa CKa3aJlaCh U Ha BPEMEHU IECHCTBHS
«/Inonnca». Llukamdyeckoe BpeMs pHUTY-
aJoOB POXKIEHHUS, BaKXaHaJlUU, CMEPTH, U
HIECTBUSL CO3/1aBAJI0 3aMKHYTOCTh CHUMBO-
JMYECKOT0 XpOHOTOMNa CHEeKTaKIsA-nepdop-
maHca. Co3paBmmiics 3¢(dEeKT BEYHOCTH
— OECKOHEYHOCTH Tpolecca POXKICHUS H
CMEPTU — YCWIMBAJICS MH(POJIOTUYECKUM
BpPEMEHEM CIOXKeTa (€IMHOBPEMEHHOE TIPH-
CYTCTBHUE CBOOOZHO 3aMEHSEMOTO MPOIILIO-
T0, HACTOSIIIIETO U OYAYIIEro).

XpOHOTOI, TPAKTYyeMbId TakuM oOpa-
30M, COBMEIIA] BEYHOCTh PUTyaJa, CHIO-
MUHYTHOCTh CIIEHUYECKOIO Ipe/icTaBe-
HUS U JIMHEMHOCTh PEaJIbHOTO BPEMEHH,
YTO B IPOLIECCE HCIOIHEHUS MPUBOAMIIO
K CJIO)KHBIM KOMOWHALMSAM CHO’KETHBIX JIU-
HUN Tparenuu. BeTymas B cocrosiHue Ju-
MUHAJIBHOCTH, YCHUJIEHHOW crnenuduye-
CKMM IIOBEJICHUEM aKTEPOB, YYACTHUKHU
nepecTynail rpaHb OObEKTUBHOTO BpeMe-
HU/TIPOCTPAHCTBA, HEMHUHYEMO MEpexos
B CKOHCTPYMPOBaHHYIO HOBYIO JEHCTBU-
TEJIbHOCTb.

OtkpeiThiit [Hlexnepom B koHIe 1960-x
MyTh BHEAPEHUS B Tearp nepdopmaHca u
puTyala OKa3ajcs KU3HECIIOCOOHBIM U JJIs
MY3bIKQJIBHOTO T€aTpa, U MOBIHUI Ha MPO-
1necc OOHOBIIEHUS OIEPHOTO HCKYCCTBA,
SPKO HaMETUBILINNCS B KOHIE XX — Hayda-
ne XXI cronerust. C Halleil TOKU 3peHus,
B KAa4ECTBE TEOPETUUYECKOH OCHOBBI MO-
JKeT BBICTYNUTh KoHuenuus X.-T. JlemaHa,
MPEJIOKUBIIIETO TTOHUMaHue nephopman-
ca Kak (popMbI MpeACTaBICHUS, CBA3aHHOU
C «HMHTETPATHUBHOM D3CTETHUKOM KUBOTO»:
«B nenTpe camoit mpoueaypsl nephopman-
ca (kakoBas BKJIIOYaeT B ce0s HE TOJIBKO
XyJ0’)KECTBEHHbIE (POPMBI) CTOUT “‘Tpo-
U3BOJCTBO MPUCYTCTBUS™ (110 TEPMHUHY
['ym0Opexta), MHTEHCUBHOCTh KOMMYHHKA-
UM, TPOXOIAIIEH “JTUIOM K JHILY ...» [3,
c. 217].
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C Touku 3peHus 0003HAUYEHHOI B 3aria-
BUU CTaTbU MPOOJIEMATUKH, OCOOBIH UHTE-
pec MpeiCcTaBIISIIOT COBPEMEHHbIE OTEPHbIE
Opou3BeeHUs, oOpamaromuecss Kk MUY
JUI OCMBICIIEHUSI COIIMAJIBHBIX TMPOOJIEM.
Hanpumep, counmnenns ®uimna [nacca,
Mepenut Mounk, CtuBena Paiixa, J[>kona
Anamca, beara @yppepa He MBICTUMBI 0€3
y4éTa MOJIUTUYECKUX, JTUOO MHBIX MHCTH-
TYLHOHAJIBHBIX (DAKTOPOB, ONpeAeTUBLINX
oOpaleHne KOMIO3UTOpa K TOW WIIM MHOU
TeMe. Tak, B OCHOBE CIO’KeTa onepsl Aam-
ca «Cwmepty Kumurxoddepa» nexar co-
OBITHS, CBA3aHHBIC C 3aXBATOM apaOCKUMHU
TEPPOPUCTAMU aMEPHUKAHCKOTO JaiiHepa
B 1985-M rony, 4To 3aCTaBUIIO MUPOBOE CO-
o0mecTBo 00paruth Oosiee TPHUCTAIBHOE
BHUMaHUE Ha apabo-U3pamIbCKUl KOH-
bukT. OTY *Ke TeMy paspabarbeiBaeT Paiix
B JIOKyMeHTalbHON Buaeoonepe «lleme-
pa». IlpuMeuarenbHO, 4YTO NpPEINPUHU-
Masi COOCTBEHHYIO TOIBITKY OCMBICICHHUS
COOBITUH COBpeMEHHOCTH, o00a aBTopa
oOpamaroTcss K pPeIUruo3Ho-MuQOIIOTH-
YEeCKUM TEKCTaM, Haxolsd B HHUX MCTOKH
KOH(JIMKTHOTO MPOTHBOCTOSIHUSI HAPOAOB.
I'macc B onepe «Carbsirpaxa» HpHUBIEKAET
Beauueckuil snoc «MaxaOxapaTay, mpo-
BOJA TApaJUIeNId MEXKIAY WIEIMH WHAWM-
ckoro obmectBeHHoro iuaepa M. annu
u npoOiemMamMu, BOJHYIOUIMMU COBPEMEH-
HOE aMepHKaHcKoe obmiecTBo. B omepax
«Cnensie», «Hapuucey, «Pama» Dyppep
JNEMOHCTPUPYET OPUTHMHAIBHBIA OIXO
K padoTe ¢ NOITHYECKUMU TeKkcTaMu. B ka-
YeCcTBE MaTepuaa OH u30upaeT JpeBHerpe-
yeckue Mmuds 06 Dnune, Hapuucce, Gawme,
(opMHUpYET C X NOMOIIBIO UJEU CBOUX CO-
YUHEHUH W, HacJlauBas Ha HUX JINTEpaTyp-
Hble TeKCThI aBTOpoB XIX n XX croneruy,
HATaJIKUBAET HA OCMBICICHUE COLUAIIBHBIX
po0IeM COBPEMEHHOCTH.

Kpome TOoro, B HEKOTOPBIX COUYMHEHHU-
X, Harpumep, B onepax «llemepa» u «Tpu
UCTOPUM» TMOITUYECKHUE TEKCTHI MPENCTAB-
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JSIOT COOOM KOJITAXH U3 Pa3InNYHbIX UCTOY-
HUKOB (pa3zaenoB u3 CBAIIEHHOIO MUCaHMUS,
ra3eTHBIX 3aroJOBKOB M CTATEH, pEeaJIbHBIX
WHTEPBBIO YYaCTHHUKOB COOBITHI) TOH00-
HO TOMY, Kak B TeKkcTe «JlnoHuca» Obuin
COEJIMHEHbl (PparMeHThl, B TOM 4HCIE, U
CO3JIaHHBIE HE MPO(PECCHOHAIBHBIMH Jpa-
Matypramu. OTMETHM TaKKe, YTO JIUOPETTO
Ha3BaHHBIX BBIIIE MPOU3BEICHUIN BKIIOYA-
10T UCTOPUYECKH HE CBA3AHHBIE CHOXKETHBIE
JIMHUM, Pa3pO3HEHHbIE, YaCTO BBIPBAHHBIE
U3 KOHTEKCTa Qpasbl.

B Ha3BaHHBIX COYMHEHHAX, KaK U
B paccMoTpeHHoOU noctaHoBke lllexnepa,
IPOUCXOAUT COEAMHEHUE TpPaJULUOHHO-
r0 OMEpPHOro >KaHpa, neppopmManca u sJe-
MEHTOB putryana. Ponp 3purenein 3mech
HE OIrpaHUYMBACTCS JUIb HaOIIOJCHUEM
32 TPOUCXONALIMMH COOBITUSAMU; Oymydn
y4acTHUKaMH nepdopmanca, oHu obOperta-
IOT COOTBETCTBYIOIMI UyBCTBEHHBII OIBIT.
B cBoro ouepenp, aBTOpbI COUMHEHUN CTpe-
MATCS B paMKax CHEKTaKJsi-neppopmaH-
ca K pa3pyLICHUIO COOTHOLICHUS MEXIY
ACTETHUYECKOHN U colMaibHOM chepamu, 4To
1 co31aéT 0003HAYCHHOE B HAYaJle CTaTbu
COCTOSIHUE JIMMUHAIBHOCTH, WM, WHBIMU
CJIOBaMH, ITIOPOrOBOCTH, MEHTAJIBHOTO KPH-
31ca, KOTOPHIN MOCie ydacTusi B mepdop-
MaHCE 4acTO HEBO3MOXHO MPEOIOJIETh.

Co3znaHuto IMMUHAIBHOCTH B OIIEPE MO-
’KEeT croco0CTBOBATH crienupuIecKas opra-
HU3alMsI BpeMEHU U npocTpaHcTBa. Hampu-
mep, B oniepe «CynHo» MOHK OTKa3bIBaeTCs
OT €IMHOT'0 3aMKHYTOI'0 T€aTPaJIbHOI'O IPO-
CTPAHCTBA B MOJIb3Y MEPEABUKECHHUSI 110 pa3-
JIMYHBIM reorpaduieckum Jokanusm. Jlei-
CTBHSI TIPOUCXOAAT B JIOPTE KOMIO3HUTOPA,
B npoctpaHcTBe «Performing Garage» u
Ha napkoBke «Wooster Street». [ToBropsito-
HIMeCs ABW)KEHUS UCIIOJIHUTENEH, Mpolecc
nepexofa M3 OIHOTo reorpauyeckoro u
aKyCTUYECKOI0 IpOCTpaHCTBAa B JpPYyTHE,
IpOOHOCTh M PA3ACNEHHOCTh COOBITHI —
BCE 3TO, C OIHOM CTOPOHBI, (POPMHUPOBAIIO
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JIAJIOT acCOlMalMid MeXay COOBITHSIMU,
MPOUCXOJSIIMMU B TAHHBIA MOMEHT U CO-
XPaHUBIIUMHUCS B MAMSTH, C APYTroil — co3-
naBaiio 3 ekt nmorpyxEHHOCTH, OIU3KUI
PUTYaJIbHBIM MPAKTHKAM.

Hanee paccmorpum omnepy «Carbsirpa-
xa» [macca kak OfMH U3 MEPBBIX 00Pa3IOB
BHEJIPCHHUS B ONIEPHBIN )aHp nepdopmanca
U, COOTBETCTBEHHO, UHTEPIIPETALIUU MOJIe-
i Muda U puTyasnbHbeIX Gopm°. B counne-
HUHM KOMIIO3UTOp oOparuics K uaee 60pb-
Obl 32 cOLlMAJIbHBIE ITPaBa U K JIETE€HIapHBIM
UCTOPUYECKUM JTMYHOCTSIM MOJINTUYE-
CKUM U OOIIECTBEHHBIM IuaepamM MoxaH-
nacy 'angm m Mapruny Jlrorepy Kumnry.
OpHako aBTOpBI OTKA3aldHCh OT MOCTpOe-
HUS CIOKETHOH (habysbl, onuparomieiics Ha
JUMHENHOCTh U MOCIIEA0BATENBHOCTh B pa3-
BUTUU HCTOPUYECKUX COOBITUH B TOJB3Y
CO3JIaHUS JUCKPETHBIX CUTyaluil, He 00b-
AMHEHHBIX  MPUYUHHO-CJICICTBEHHBIMHU
cBs3siMu. OrepHbIe aKThl, OCHOBAHHbBIE Ha
COCMHEHUU Pa3pO3HEHHBIX COOBITUH U3
XKU3HU ['aHIu C OTAENbHBIMU HCTOPHUSIMU
BEJMYECKOT0 3110Ca, 3/IeCh Ha3BaHbI B COOT-
BETCTBUU C MUMEHAMHU HCTOPUYECKUX Mep-
conaxeit («JIeB Toncroi» — I akt, «Pabun-
npanar Tarop» — II akr, «Maptun Jlrorep
Kunry» — 11 akT), 94T0 0OBSICHSAETCS HUAEOIIO-
TUYECKOM OOLIHOCTHIO UX BO33PEHUM.

3putenu B «CaTharpaxe», kKak u B «/{u-
OHUCEY, SIBJISIIOTCS] YYaCTHUKAMU JIeCTBA U
0011a/1at0T BO3MOKHOCTBIO KOHCTPYHPOBATh
CMBICIIBI, OMMPAsCh Ha MEPCOHANBHBIN CO-
UOKYJIBTYPHBIN ONBIT. [I1s1 mOoCTHXEeHUS
a¢dexra morpyKeHus: KOMIO3UTOP BOBIIE-
KaeT 3puTesiel B CBOEOOPAa3HYI0 WIPY CO
CMBICIIaMH, YEMY CIHOCOOCTBYIOT CIIEAYIO-
mue (aKTOPBI: B OTIEPY BKIIFOUEHBI TO3THYE-
CKHE€ TEKCThl Ha CAaHKCKpUTE; ApaMaTyprus
BBICTPAaUBAETCS U3 COOBITUI HE CBSI3aHHBIX
JIOTUYECKH U HE COITIACOBAHHBIX UCTOpHUYE-
CKU; BepOaNbHbIN, My3bIKaJIbHBINA U CILIEHU-
YECKHUM TEKCThl HE HAIIPaBJICHbI Ha TIepe/a-
4y KaKoro-JIn0o onpeneaéHHOro CMbICa.
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CormtacHO ~ aBTOPCKOMY  3aMBICITY,
B «Carparpaxe» co3naércs cuTyanus, 0yms3-
Kas JIMMUHAJIbHOW. Benp 3purenu, He umes
YETKOTO MIPEICTABICHUS O CMBICIIE, HE TOJb-
KO OKa3bIBAIOTCS J1€30PUEHTHPOBAHHBIMU
U JIOJDKHBI CaMOCTOSITEIBHO peIlaTh, Kak
MPEOJIONIETh 3TO MOTPAaHUYHOE, KPU3UCHOE
coctosiHue. C TMOMOUIBIO COMOCTABJICHUS
(dakTOB U3 peanbHON JEHCTBUTENBHOCTU U
Onmarogapsi perneTUTUBHBIM TEXHUKAM (CIIO-
COOCTBYIOIIMM CYITE€CTHH) B OpraHU3aINU
My3bIKaJIbHOW KOMIO3uluu, l[nacc mnox-
TaJIKUBAET K HJIe€ MO-HOBOMY B3IVISIHYTh
Ha Y€ 3HAKOMbIE COIMAJIbHBIC U TIOJUTHU-
yeckue (haKkThl, CAaMOCTOSITEILHO MPOBECTH
napajuielid MKy pa3pO3HEHHBIMU CUTYa-
IUSMH, TIOHSATh UX B paMKax JIMYHOTO IS
KaXJ0r0 3pUTENsl ICTETUYECKOTO OIIbITa.
[TokazaTenbHO B 3TOM OTHOUIEHUHU BBICKA-
3bIBAHME KOMIIO3UTOPA O TOM, KaK CJIEIyeT
MIOHUMATH €ro onepy: «“Carbsrpaxa’ npea-
Ha3HA4YeHa JUIsl PEIICHUs 371000IHEBHBIX
BOIIPOCOB — BOIIPOCOB COIMAIBHBIX Tepe-
MeH, pacu3ma U Hacunus. JIro0oit 3puTens,
KOTOPBIM YWTaeT Ta3eThl U MPOCHINAETCS
B TOM K€ MHUPE, YTO U 51, MOUMET, 0 YEM ATa
onepa» [10, p. 64].

CornacHo 3aMbICy, OIIYLIEHUIO pHU-
TyaJIbHOTO  XapakTepa  MPOUCXOMASIINX
COOBITHH, a TakKXke OOBEIUHEHHUIO WC-
MOJTHUTENEH W 3puTeneil B COOOIIECTBO
CHOCOOCTBYIOT  CJIEAyIOIIME  (PAKTOPHI.
Tak, 3puTeNbHbIN 3aJ1 U ClIEHa B TOCTaHOB-
K€ MPEJICTABIISIIOT €JUHOE MPOCTPAHCTBO
Oynauctckoro xpama. Hauano peiictBa co-
BIIAJIaET CO BXOAOM B «Xpam» 3puUTeiei.
OnepHblil CHEKTaKIIb-epPOPMAHC OTKPHI-
BaeTcst auanoromM KpuiiHbl U ApaKyHBI
nepea mudonorundeckoit outroit Kypyxkie-
Tpa: 00T MPOCHUT MPUHIIA BHUMATEIILHO pac-
CMOTpPETh MYXXYHMH, C KOTOPHIMH OH OyJeT
cpaxatbcs. bonee 6au3kuil pakypc 1eMoH-
CTPUPYET NPOTHUBOCTOSHUE JIBYX HapOOB
— MHAYCOB U eBponenues. Jlanee Apmxy-
Ha mpeoOpaxkaercst B ['aHau, U u3BEeCTHas
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mudogoruueckas auiemMma JIeHCTBOBATS,
WM HE NPEeANPUHUMATh IEUCTBUH, CUM-
BOJIM3UpYIOIas Hadayio bxaraBar-ruThl,
CTaHOBUTCS OTIPABHON TOYKOM JJIsl pa3BU-
TUS MY3BIKAJIbHO-T€ATPATbHBIX COOBITHA.
WX puTyanpHBI XapaKTep NOIYEPKUBAIOT
MOBTOPSIIOIIUECS JIBUKEHUSI, 3aCTHIBILINE
MO3bl WCIOJHUTENEH, KpyroBas IUPKY-
JSAUMS XOpa Mo 3puTelibHOMY 3aiy. Pe-
XKUCCEP OAHOW M3 IOCTAHOBOK OIEpbI
T. IlrpaccOeprep OOBICHSIET 3aMbICeln
caenyonum obOpa3zom: «Eciu Bbl uaére
B XpaM, Bbl HE CMOXKETE MOJYYUTh yTelle-
HUS, HE MPOHUKHYBIIHCH aTMOC(epoi:
Tak U 31ech. OHA, KaK pUTyall, KOTOPBIH
IIOBTOPSIETCS] BHOBb U BHOBB, U B 3TOM €CTh
0co0bIl cMbICT» [2, c. 34].

Oco0sIe ycmmoBus 1151 00pa3oBaHUS CO00-
IIECTBA K BOCIIPUATHSA COObITHH «CaThsarpa-
XW» CO3JAI0T XYI0KECTBEHHOE BpeMs H
MPOCTPAHCTBO, OPraHU30BAaHHBIE COMIACHO
Mudonoruueckomy XpoHotomny. MHoxe-
CTBEHHOCTh M THOKOCTH MPOCTPAHCTBEH-
HO-BPEMEHHBIX HM3MEPEHUN (COBMEIICHHE
MPOLIOr0, HACTOSALIEro M Oyayllero Bpe-
MEH, CUMYJIBTAHHOE COeAMHEHHE MHUQOIIO-
TMYECKOT0 U UCTOPUYECKOTO MPOCTPAHCTB)
CO3/1al0T HANPSXKEHHOCTH BOCIPUATHUSA, YTO
CIIOCOOCTBYET HE pallMOHAIILHOMY MTOHHMa-
HUIO TIPOUCXOJALIETO, @ Er0 YyBCTBEHHOMY
BocnpusThio. Kpome Toro, Hanuuue nepco-
Haxen-Haomonareneit (Toncroit u Tarop),
HE [PUHUMAIOLIUX HEMOCPEICTBEHHOTO
Y4acTHsl, HO BO3BBILIAIOLIUXCS HAJ| CLICHOH,
IpUAAET TPOUCXOAALIUM CLIECHUYECKUM CO-
OBITHSIM HAJUIMYHOCTHBIN XapakTep.

«Carpsarpaxay» sBISETCS PEAKUM ITpUME-
pOM CHeKTakisg-neppopMaHca, B KOTOPOM
IIPOUCXOUT BBIXOJ W3 COCTOSHUS JIUMHU-
HaJIbHOCTH, YTO JIOCTUTAETCS] TOCPEICTBOM
KOHCTPYHMPOBaHUsI HOBOW peallbHOCTH. Bo
BpeMsI 3aKJIFOUMTEIBHOIO COJILHOTO 00pa-
mennss Moxangaca ['aHaM K WHIHMCKOMY
Hapoay, Ha BTOPOM ILJIaHE CIHUHOW K 3pH-
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terassM Maptun Jlrorep Kunr BeicTynaer ¢
IIPU3BIBOM MPOTUB PACOBOU CErperamui me-
pen BooOpaxkaeMoil aynutopueit. B 3aBep-
[ICHUW apud, Omarogaps CUMBOJINYECKOMY
MIPEOAOICHUIO TMPOCTPAHCTBEHHO-BPEMEH-
HBIX TPaHMII, U 3pUTENH, U XOP CTAHOBATCA
nocienosarensiMu Kunra.

Takum o00pazoMm, B CHEKTaKJIAX-Tep-
dbopMaHcax, paHee CO3JIaHHBIX B oOnacTu
JpaMaTU4YEeCKOro Tearpa U NEePEeHECEHHBIX
B TeaTp My3bIKaJbHBINH, BOccO31aHuEe MUDa
B HOBOM IPOCTPaHCTBE C(hOPMHUPOBAIIO HE-
00XOMMBbIE YCIOBHUS JUISI CHHTE3UPOBAHUS
TPpEX, pa3nenEHHbIX BpeMeHeM (HOpM KyJib-
Typbl — pHUTyana, TeaTpa U nepgopmaHca.
B paccmorpenHon nocraHoBke «J/lnoHuc
B 69-m» IllexHepa 3To coueranue oka3biBa-
JIO CUJIbHOE BO3JCHCTBHE HA 3pUTENEH, Ha-
NEJNEHHBIX XPUCTHAHCKUM T'yMaHU3MOM H
HCKpPEHHE NEePEKUBAIOLINX TPAarnuecKue co-
ObITHSI ME]a 0 KECTOKOM, Kapatroiiem oore®.
JIOCTUTHYB BOBJIEUEHHOCTH B IIPOLIECC CO3-
JaHUS Tpareauy OONbITNHCTBA TPUCYTCTBY-
IOLLUX, PEKUCCEP OTKPbUT KOMMYHHUKATHB-
HbIE BO3MOXKHOCTH TNeppopMaHca, HAJCINB
€ro CIIOCOOHOCTHIO K OOBEAMHEHUIO COIH-
anbHBIX rpymni. My3bIKalbHO-TE€ATpab-
HBIM TepopmMaHC B COBPEMEHHOM orepe,
o0paiasch K pa3IU4HbIM COCTABIISIIOIINUM
Mozlea MHu(pa U BOCHPOU3BOAS DJIEMEH-
Thl pUTyasa, TaKXe MpPHU3BaH OOBEAUHUTH
YY4aCTHHKOB B CBOE0OOpa3zHOE COOOIIECTBO
U NOTPY3UTh MX B KPU3UCHOE COCTOSIHHE.
B pamkax onepHOro 1eicTBUs aBTOPBI CTpe-
MATCSA K Pa3pylLIEHUIO0 COOTHOLLEHUS MEX-
Iy ACTETUYECKON M COIMaIbHON chepamu,
YTO U c03/1a€T 0003HaYEHHOE B HavaJle CTa-
TBU COCTOSIHUE JINMUHAIILHOCTH, UJIU, UHBI-
MU CJIOBaMH, MOPOTOBOCTH, MEHTAJIBbHOTO
Kpusuca. Bo3MOXHOCTh €ro mpeoiosieHus
CBsI3aHa C OTKAa30M OT YCTOsIBLIEHCsS B 00-
IIECTBE TOYKHU 3PEHUS U (HOPMHPOBAHUEM
HOBOTO BHMJICHUS Ha Ty UM UHYIO COLUATb-
HYIO Ipo0JIeMy.
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' Yenens E. 0. [IpeBHerpeueckuii Tearp,

win [lpu vem 1yt monuc? // IIOJIUT. PYV.
2013. 5 nexa6ps. URL:
https://polit.ru/article/2013/12/05/ps_dionysos/
(mara obpamenus: 10.052020).

2 OtMeTHM TaKke, 4To Tpareaust EBpurnu-
na, nérmas B ocHOBY «Jluonuca» P. [llexnepa,
Obl1a HamKMcaHa B MakeIOHUU U MOCTaBJIeHA B
Adunax Bmecte ¢ «durenueit B Apnmune» u
«Ankmeonom B Kopunde» yxe mocie cMepTu
nod3Tta. CIoKeT Tpareuy NpUHAIICKUT K KPyTy
MHU(DOB, CBA3aHHBIX ¢ KyabToM [[noHuca. Mu-
domnorust u putyansl, nocBsmEHHbIe [[nonucy
(3arpero), mM3ydeHbl B MacIITaOHOM KOpITyCe
HayuHbIX uccienoBanuii. A. @. Jloces, paccma-
TpUBasi UICTOPUYECKUN KOHTEKCT TpaHchopma-
iy Muda o pacrep3aHuu 3arpesi, OTMEYAET,
YTO aHTUYHOCTbH 3Hajla MHOTO pa3HbIX /noHu-
coB u 3arpees [4, c. 146—-147].

3 W3 Tparenuu EBpumnuma HMCIoab30BaHbI
dbparmenTsl Tekcra: I geiictBue (3 sBiIeHUE),
IT netictBue (4 sBnenue), I11 neiictBue (9 saBie-
Hue), IV neiicreue (10 siBnenue), V neiictBue
(11 s;Bnenwue, 13 sBneHUE).

* Tloa TEPMHUHOM «TUMHHAILHOCTBY HAMH
MOHMMAETCs TOPOrOBOE COCTOSIHUE, KOTOPOE

OTpeieNIsieT CyIIeCTBOBAaHUE YUaCTHUKA PUTYa-
na, 6o nepdopmaHca B KIIPOMEKYTKE MEKTY
MIOJIOKEHUSIMH, TIPEANUCAHHBIMU U pacrpesie-
NEHHBIMU 3aKOHOM, OOBbIYaeM, YCIOBHOCTSIMH,
LIEPEMOHHUAIOMY» U TO3BOJISIET ONMPOOOBaTh HO-
BYIO MaHEpy MOBEICHUS.

> Tlpm ananm3e «CaTpsrpaxm» MbI OIUpa-
eMCs Ha TIOCTaHOBKY OIEpHI, co3aHHyto Taze-
ymiem [lITpaccOepreprepom.

¢ Tak, HAa OHOM W3 MPEACTABICHUN 3pH-
tenu 3axotenu cnactu llendes u BbIBenu
akTépa u3 nomeuieHus, Torna P. [llexnep BbI-
Opan OIHOrO W3 3pHUTENeH, 3alOMHUBIIETO
TEKCT CIIEHapHus, U MO3BOJIMUI €My JOUTpaTh
pons [lendes. Cm. 06 aTtom: MarBuenko K. H.
Juonnc-69 (1968) // TearpanpHas Oaummu-
ana —2019. CII6. Mapt-anpens, 2019. URL:
https://arzamas.academy/micro/show/10
(nata o6pamenus: 15.06.2020). Korna ®un-
nu-/luonuc oOpaTuicsa K MPHUCYTCTBYIOUIIUM
KEHIIMHAM C TpemioxeHueMm cnactu lleH-
(des, HEKOTOpbIE BBIXOJUIM Ha TIUIOUIAJKY.
Onnaxael [lendeit co 3puTenbHUIICH maxe
MOKUHYJIU «Tapak», U CIEKTaKJb ObLT Mpep-
BaH [7, c. 21].
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Xl AetHne OAMmnumnckmne Urpbl
B KOHTEKCTEe CTaHOBA€HMS UCKYcCTBa nepcopmaHca’

B pabore paccMOTpeH BONpOC BIMSHUS AHTUYHOW KYJIBTYphl B AacHeKTe U3yueHUus
mpolecca CTaHOBJIEHHsI NepPOPMATUBHBIX NMpakTUK. VccinenoBaHbl TeaTpaibHbIE MMOCTAHOBKH,
OCYIIECTBIEHHBIE B paMKaxX KyJIbTypHOHM mporpamMmbl ONMMIOUNCKUX HWIrp, MPOLIEAIINX
B bepnuue B aBrycre 1936 roga. B mponecce n3ydeHuss CHHTETUYECKON MPUPOJIBI CIOPTUBHOTO
Mpa3JHUKa B KaueCTBE LIEHTPAJIbHOIO KOMIIOHEHTA JIEWCTBAa pacCMaTpPHUBAETCs] XPOHOTOI TEKCTa
TOpKECTBA. 3HAYUMBIMU JUIsI OTMEUEHHOTO Kpyra BOIPOCOB OIPENENSIOTCS MOCTaHOBKHU
«Onumnuiickas monopocte» (Kapn Jlum) u «DpankenOyprckas urpa B Koctu» (D0epxapn
Ménnep). Metononorusi UcclieZloOBaHNs OCHOBaHa Ha NPUMEHEHUU MYJIBTUIUCIUIUIMHAPHOTO
MOJX0/a, MPHUBJIECUYEHHUS METONOB KYJIbTYPOJIOTHH, TEOPETUYECKUX MOJNOKEHUN HCTOPUH U
MOJIUTOJOTUHM. MareprajioM HCCIeOBaHUS TOCIYKWJIM MpPEICTaBICHHbIE B pPa3HbIX (opmax
XpaHeHus: KUHO-, (hOHO-, (HPOTONOKYMEHTHI HAIIMCTCKUX MPA3THUKOB, a TaKKe BOCIOMUHAHUS
YYaCTHHUKOB M OpraHU3aTOPOB MPA3THUYHOTO AeiicTBa. B pe3ynbrare mpoBe1€HHOTO UCCIeI0BaHUS
YCTaHOBJIEHO, 4YTO TPEEMCTBEHHOCTh AHTUYHOW KYyJABTYpbl M KYJIbTYphl TpeThero peiixa
MPOSIBIISIETCSl HE TOJBKO B BO3BEIEHUHU IOJOOHBIX COOPY)KEHHUH, HO M CO3/aHUU CaKpaJIbHOM
arMocepbl MOCPEICTBOM BOCCO3JIaHUSI PUTYaJbHOW COCTABISAIONIIEH AHTUYHBIX TPA3THECTB.
JlocTimxeHne 0co00ro SMOLMOHAIBHOTO COCTOSHMS NPH MPOBEJCHMU TEeaTpaslbHOIO JeicTBa
«®paHkeHOyprekas Urpa B KOCTH» PEKOHCTPYUPOBAJIO CaKpaIbHYIO aTMOC(epy aHTUUHOIO Tearpa
U CIIOCOOCTBOBAJIO YCTAHOBJICHUIO €IUHEHUS] YYACTHUKOB JEHCTBa. YKa3aHHbIE TEXHOJIOTUU, HE
CBOMCTBEHHbIE COBPEMEHHOMY JEMOKpPAaTHUECKOMY OOLIECTBY, ObLIM MPUMEHEHBI B CHEIHAIBHO
CKOHCTPYMPOBAaHHOM BPEMEHM U MPOCTPAHCTBE Mpa3JHHKA B OTAEIBHO B3STOM COLMYME. DTOT
MIpeleIEHT PaCKPhIBAET OMACHOCTh HAIIMOHATMCTUYECKUX B3IVISI0B B OOLIECTBE.

Kirouepie cnoBa: XI Onumnuiickue WIphl, CTETHKA MEePPOPMATHBHOCTH, MPA3THUYHAS
KyJabTypa (ammcrckoit ['epmanum.
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2020. Ne 4. C. 88-96. DOI: 10.33779/2587-6341.2020.4.088-096.
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The Eleventh Olympic Games
In the Context of the Formation of the Art of Performance”

The work examines the question of the influence of Ancient Greek and Roman culture in the
aspect of studying the process of formation of performative practices. Research is made of the
theatrical productions carried out within the framework of the cultural program of the Olympic
Games which took place in Berlin in August 1936. During the process of studying the synthetic
nature of the sportive holiday as a central component of the action the chronotope of the text of
the festivity is examined. The productions of Carl Diem’s “Olympische Jugend” and Eberhard
Moller’s “Frankenburger Wiirfelspiel.” The methodology of research is based on the application
of a multidisciplinary approach and the inclusion of methods of culturology and the theoretical
positions of history and political science. The material of research was provided in various forms of
storing: cinema, phono and photo documents of the holidays celebrated in Nazi Germany, as well as
memoirs of the participants and organizers of the festive actions. As the result of the accomplished
out research it has been established that the succession of the culture of Ancient Greece and Rome
and the culture of the Third Reich is demonstrated not only in building such constructions, but in
the creation of a sacred atmosphere by means of recreating the ritual component of the ancient
Greek and Roman holidays. The achievement of a special emotional state during the carrying
out of the theatrical action “Frankenburger Wiirfelspiel” recreated the sacred atmosphere of the
ancient Greek and Roman theater and helped provide unity for the participants of the action. The
specified technologies, so uncharacteristic for contemporary democratic society, were applied at
the specially constructed time and space of the holiday in a separately examined society. This
precedent discloses the danger of nationalist views in society.

Keywords: The Eleventh Olympic Games, the performative aesthetics, the festive culture of
Nazi Germany.

Hauana XXI Beka mnepdopmanc «Tearp, xKepTBONPUHOIIEHHE, PUTyaJl: UC-

HpeACTaBIseTCs] OAHOM M3 Haumbo-  ciefoBaHuE (HOPM MOJIUTHYECKOTO TeaTpar
Jee akTyaJdbHBIX ()OPM COBPEMEHHOTo MC-  oTMmeuaeT: «OmisapiBasch Ha 3amajHylo
KyccTBa. CTpeMsCh K OCMBICIIEHHIO €r0  KyabTypy XX BeKa — 310Xy KpalHOCTEM,
CUHTETUYECKON NPUPOABI, OTEUECTBEHHbIE  M300MWIYIOLIYI0 BOMHaMH, KaracTpodamu
U 3apyOeKHbIe UCCIIE0OBaTeNIn O0pamaroT- | BceMu (opMamMH HACWIMS, MpecTyIuie-
csl K UCTOKaM mnepdopmaHca, B TOM YUCJIE, HUSMU M CyMAaclIECTBHSIMH, YTOIUYECKOE
ouIMaIbHBIM MacCOBBIM Ipa3JAHECTBaM  BHJIEHUE Tearpa, pa3paOOoTaHHOE M pea-
U 3peiuilaM NepBOM MOJOBUHBI MPOILIOTO  JIM30BAHHOE HE TOJIBKO B “‘pPEIIUTHO3HBIX

B COLIMOKYJIBTYPHOM  IPOCTpaHCTBE  crTojeTus. Opuka Dumep-Jluxre B Tpyne

" The reported study was funded by Russian Foundation for Basic Research (RFBR), project
No. 20-012-00366 “Performativity of music as a phenomenon of contemporary culture.”
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IbeCcax MEX1y BOMTHaAMU, HO J1a)Ke B CIIEKTa-
kisix Pelinxapara, BeIesieTcst Kak aMOuBa-
JICHTHAs! CUSIFOIIAs 3B€3/1a, PACIIPOCTPAHSIIO-
11asi CBET ¥ HaJ€K/1y B MUPE ThbMbI M OTYACTH
Jake TMOAJIEP>KUBAIOIAsl OMacHbIe IMOJIU-
Thueckue crparerun» [11, pp. 257-258].
B tpyne «Ocrteruka nephopMaTUBHOCTH
OHa oOpalaeT BHUMaHHE Ha XapaKTepHOE
JUTSI MACCOBBIX TPA3AHUKOB U CIIOPTUBHBIX
COCTSI3aHUN «IapaJlOKCaJIbHOE COYETaHUE
HEKOHN CTPYKTYypbl M JKCLECCa, MOBEpraro-
1Iee BCEX YYaCTHUKOB B SIPKO BBIPAKEHHOE
JUMHUHAJIBHOE cocTossHUEe» [9, ¢. 360].

3HAUMMBIMU J1J11 OCMBICIICHUS] IPUPO/IbI
COBPEMEHHBIX MEPPOPMATUBHBIX MPAKTUK
IPEACTABISAECTCS  PACCMOTPEHUE  «OIIbI-
TOB» C HPOCTPAHCTBEHHBIMU U BpPEMEH-
HBIMU OTHOIIECHUSMH, OCYIIECTBISIEMBIX
B MAcCOBBIX mpa3HecTBax XX Beka. Ketu
UyxpoB B nekuuu «llouemy Tearp He mo-
KET OBITh “‘COBPEMEHHBIM?7», paccMarpu-
Basi KOHIICTIIIMM BPEMEHU B COBPEMEHHOM
XyI0)KECTBEHHOM NPOCTPAHCTBE, OTMEYa-
eT: «CoBpeMeHHbIE MNOCTAPAMaTHYECKUE
UM B 0o0meM cMmeicie nephopMaTUBHbBIC
IPAaKTUKA — 3TO HE-UHTEHCUBHOE BpEMs
XpoHUKH <...> COBpEMEHHbIE NPAKTUKH
Tearpa, B TOM YHCJIE dTa HUMMEPCHUBHas
TEMIOPAJIbHOCTh, OHU BCE BPEMS XOTAT Ha-
YUYUTh U aKTepa, U 3pUTENs CYLIECTBOBATh
Kak ObI TTO-HACTOSIIIIEMY, HEUCKYCCTBEHHO,
ectecTBeHHO»'. B 3TOM KOHTEKcTe 0OCO-
OBl MHTEpEeC MpeICcTaBiIseT Mpolecc Io-
MCKa MHHOBAallMOHHBIX TEXHOJIOTUH U KOH-
HENINNA, HEOOXOAUMBIX ISl JOCTHIKCHUS
JUMHUHAIBHOCTU, B cdepe Npa3THUYHON
KyJIbTypbl I epmanuu 30-X rogoB OpoLioro
CTOJIETHSI.

Hecmotpst Ha cyliecTBEHHBIE OTpaHU-
YyeHHs1 CBOOO/IbI TBOPUECTBA, B CTPEMIICHUH
JIOCTUYb yCI€Xa B KOHCTPYMPOBAHUM «HO-
BOI» KyNnbTypsl TpeTreero peiixa, rocynap-
CTBEHHBIM ammnaparaM ObUIA HalIEeHbI 0CO-
Oble TEXHOJIOTUU BO3ACHCTBHUS HA MACCOBOE
co3Hanue. B. B. EcunoB B nccnenoBanuu
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«Ilonutuka repmaHckoro ¢ammuszmMa B 00-
nacTy KyaeTypsl B 1929-1945 rr» orme-
yaeT: «Ype3BbIUailHO BAXKHO HCCIIEIOBATH
METO/Ibl PYKOBOJICTBA KYJIBTYpHOU cdepoit
TepMaHCKOro O0IecTBa, MPUMEHSBIINECS
HAIlUCTCKUM PYKOBOJCTBOM, IOKa3aThb HUX
HETaTUBHBIN XapakKTep U JECTPYKTHUBHBIE
nocneactBud. OpHako (YHKIMOHUPOBaA-
HUE KYyJIbTypbl B paMKax TOTAJIMTAPHOIO
rocyaapcTBa — BeCbMa CJIOXHBIM U HEOTHO-
3HauHbI npouecc. [logmeueHo, 4To B TOTa-
JUTApHOM OOIIECTBE ... PE3KO BO3pPACTaeT
noTrpedyieHne KylIbTypHbIX ()EHOMEHOB, KO-
TOpPbIE CTAHOBSTCSI B YCJIOBUSIX 3HAUUTEIIb-
HOT'O COLIMAJIbHO-TICUXOJIOTUYECKOTO J1aBiie-
HUSI CBOEOOpa3HbIM MAacCOBBIM CPEJICTBOM
npeooyieHus ppycrpanumn» [2, ¢. 6].

B mnpounecce KOHCTpyMpOBAaHMS KyJlb-
TYypbl «HOBOTO HAapOJHOTO COOOILECTBAY,
BeIylasl pojib (opepoM OTBOAMIIACH Mac-
COBBIM TOpKeCTBaM”. B cTpemiieHun cos-
JaBaThb HEOOXOMUMBIE YCIIOBUS I MPO-
OyXXJIeHUsI y MacC KOJUICKTUBHBIX AMOIIMA
PEXUMOM ObUT CO3AaH 0COOBII KOHTUHYYM
MPa3JHUYHOTO  JIECTBA, BKJIKOYAKOIIUN
XPOHOTOTIBI KOMOMHHMPOBAHHBIX CaKpalu-
30BaHHBIX aKTOB, MOAYEPKUBAIOLINI 3HAYU-
MOCTb BJIACTH.

B nentpe HOBOI cucTeMbI KaJeHIapHBIX
Mpa3AHUKOB OBLIM MOMENIEHbl TOPKECTBA,
CBSI3aHHBIE C JIMYHOCTHIO (ropepa. Kak oT-
meuaeT M. Ponbd, « Tpuympansabiii Mapi
CA uepe3 bpanaeHOyprckue BopoTa CHM-
BOJIM3UPOBAJ Ha3HaueHHe [umiepa penx-
CKaHIJIEpOM, MCTOJIKOBAHHOE€ Kak Haya-
10 “HoBoro BpeMeHH” M KaK HCIOJHEHUE
HUCKynuTelbHOro mnoasura lepmanum» [7,
c. 288]. K kpynHbIM Npa3aHUYHBIM AaTam
KaJieHJaps HallMOHAJI-COLIUAJIMCTOB MOKHO
oTHecTH: 9 HOAOpS — «JleHb ABUKEHUY,
21 nexaOpsi — «lIpa3gHUK 3UMHErO COJH-
necrosHus», 1 Mas — «JleHb HEMEeIKOoro
Tpyna», 24 wuwonHsa — «lIpazgHuk snetHe-
TO COJHIIECTOSIHUS», | OKTI0ps — «JleHb
ypoxasi KpecTbHCTBa» U ap. [3, c. 13; 7,
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c. 288-299]. IIpu 3TOM UCTOPUUYECKUM KOH-
TEKCT COOBITUH, JISKAITNX B OCHOBE HOBBIX
MPa3IHUYHBIX MPAKTUK, OBLI TOJHOCTHIO
MU(DOIOTU3UPOBAH.

OnHO W3 UEHTpalbHBIX MECT B HOBOM
cucreMe O(UIMATBHBIX TOPXKECTB OBLIO
OTBEICHO  CHOPTUBHBIM  COCTS3aHMSIM.
I'maBHbIMU apeHaMu 71 JE€MOHCTpalUu
NOCTWDKEHUIT «HOBOM HEMEIKOU MOJIOOE-
Km» ctanu «l'epmaHCKkre BOCHHBIE UTPBD»
(HropuGepr, 1934), «I'epmanckuii cmop-
TUBHO-TUMHACTHUYECKUM Tipa3aHuk» (bpec-
nay, 1938) u Onumnuiickue urpsl (bepnun,
1936), craBmme Hambonee MacHITaOHBIM
MacCOBBIM Te€aTpaJM30BaHHBIM TIPE/ICTaB-
neHueM B uctopuu Tperbero peiixa. Ocobas
3HAYUMOCTb, NpenaBaemasi OIUMIUNACKUM
urpaM, OblIa BbI3BaHA CTPEMJICHUEM TIO-
YEPKHYTh CBSI3b HAPOXKAAIOIICHCS «HOBOU
HEMELIKOW HalluK» C TPAOUuLUsIMHU aHTUYHO-
ctu. «B rpeueckux mudax A. ['ntep Bugen
JI0Ka3aTelIbCTBO TOCIOJICTBA OENoil packl
HajJ BapBapamu. llogoOHas HanucTcKas
MHTEpIpEeTalus MPEACTaBIsIa TPEYECKYIO
UBWIN3AIHI0 KaK BOIUIOIIEHHE ‘‘BEYHOI'O
Hapoja” (apuiIieB), KOTOPbI OOBETHHSIET-
CA BEPOU, PAOCTBIO U BOCHHOW MOIIIBIO»
[2, c. 193].

O BO3HMKHOBEHMM OJIHUX W3 IVIABHBIX
JIJIMHCKUX  HAIlMOHAJBHBIX  IPA3IHUKOB
— OnMMNUICKUX Wrp, CyIIECTBOBAIO MHO-
xectBo MuGpoB. Ilo omHoMy u3 BapuaH-
ToB MU, ONUMIUNACKAE WIPHl YUPEIUT
I'epakn. ¥V Ilunpapa rosopurcs: «M Iluca
MEHSI PUHYKIAeT MEeTh; OT He€ UCXoAT 00-
TOlaHHbIC TIECHOTICHUS NIl TOOenuTEINeH,
€CJI KOMY-HUOY/Ib UCTIONHSIIONINI IpeBHUE
ycTaBsl [ epakia cipaBeyINBBIN Cy/bs DJuIa-
JIbl, MY’K DTOJIMHACKUH, BBILLE BEXK]T HA KYJIpH
BO3JIaraeT OMPIO30BOE YKpAlllEHUE Maciu-
HbI, TPEKPACHBII MaMSATHUK OJUMIUNCKHAX
nobez <...> Yke eMy, OCBITHUBIIEMY >KepT-
BEHHUKH OTILY, CBETHUJI MOJIHBIH, 3J1aTOKOJIEC-
HUYHBIN MECSI] BCEM CBOUM BEUEPHUM OKOM,
Y OH YUPEIWII CBSAILIEHHBIN Cy/ AJ BETUKUX
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MOJIBUTOB ¥ BMECTE C HUM IISITUJICTHUE UTPbI
y OokecTBeHHBIX OeperoB Andes»’. [Tpasn-
HUK DJUIMHOB JJIWJICS HECKOJBKO JIHEH,
B TEUEHHE KOTOPBIX MPOXOAWIH COCTSI3aHMUS,
PEJIUTHO3HBIE PUTyaJIbl C JKEPTBOIMPHUHO-
HMICHUSIMU, THUPaMUA U IECTBUAMU. [103THI
U XYJIOXXKHUKU TaKK€ y4aCTBOBAJIM B TOp-
*ectBax®. MecTo U BpeMsl MPOBEICHUS CO-
CTsI3aHUN OBUTM CBSI3aHBI C PUTYaIbHO-00-
pAIOBBIMU nedcTBUSIMU. B yacTHOCTH,
«B OaMMIUM aTaeThl BBIXOAUIU HA POM U3
MOJI3EMHOTO TOHHEJISI, JKEPTBOIIPUHOIIICHUS
B YECTh YCOMIIUX OBLTU YaCTHIO OJMMITHII-
CKUX pUTyaiioB. ber cumMBoIM3npoBa xKepr-
BOINPUHOIIEHHE aTieToM Ooram cBoeu ¢pu3u-
yeckoi 3Heprum» [4, c. 196].

Mudonoruueckasi KOHIISTIIIHS, KaK U PU-
TyaJIbHasi COCTaBJIISIOIIAs, JISXKAIKE B OCHO-
B€ aHTUYHBIX OJUMIUNCKUX UTDP, ObLIH TIe-
pEHEeCEeHbl Ha HOBOE MPOCTPAHCTBO JIETHUX
bepnunckux coctszanuii 1936 roga’. s
JOCTH)KEHHUSI TMO3UTUBHOTO BIIEUYATICHUS
0 HalMOHAJ-COLMATUCTUYECKOM Tocyap-
cTBe OBbUI 3aJ€MICTBOBAH BECh MOTECHIUAT
CKOHCTPYMPOBAHHOW CHUCTEMBbI Mpa3IHUY-
HOM KynbTypsl [ epmanun. OgHuMU 13 I1aB-
HBIX COCTAaBIISIFOIIUX MPA3THUYHOTO TEKCTA,
CIyKalllUX JTOCTHKEHUIO JTUMUHATBHOCTH,
CTaju BpEMs U MPOCTPAHCTBO TeaTpaIn3o-
BaHHBIX JEHUCTB, BKIIOYEHHBIX B KYJIBTYp-
Hyto nporpammy Onumnuansl. Bo Bpems
e€ mpoBefeHus ObUIO TTOKa3aHO HECKOJIBKO
MpeACTaBICHUN, Haubojiee WHTEPECHbI-
MU U3 HUX, C TOUKH 3pEHUSI HOBBIX IMOMC-
KOB B OOJACTH COOTHOIICHUS BPEMEHU H
MPOCTPAHCTBA, MPEACTABISIOTCS MaccoBast
nocTtaHoBka «OJIMMIMIICKAas MOJOAOCThY
(«Onumnuiickas 10HOCTBY, «OMUMITUNCKas
MOJIOZIEXKbY») U CHEKTaKIb «DpaHKeHOYpr-
CKasi UTpa B KOCTH.

«OnuMnuiickas MOJIOJOCTh» ObLIa
HancaHa Kapiaom [luem (reHepanbHbIM
cekperapéM U opraHu3aropom JleTHux
Onumnuiickux urp B bepnune) nns ue-
PEMOHHUM OTKpPBITUS. ABTOpP, pacKpbiBas
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UJCK TOCTaHOBKH, OTMEYall: «3peiulle
JIOJDKHO TIO3BOJIUTH MyONMuKe B HEM yda-
CTBOBATh; MOJIOJAEXKD OKPYXKEHA MPA3THUY-
HBIM COOOILECTBOM, KOTOpOE 00paMisieT U
UCTIOJHSAET JeicTBO»®. B mocraHoBKe y4a-
CTBOBAJIO CBBILIE JIECATH THICAY YEIOBEK.
beun npusnedensr pexuccép ['anc Hu-
nexkeH-I'ebxapa, xopeorpadgpl W TaHIOPHI
INapansg Kpéitubepr, I'per Ilanykka, Mapu
Burman, [opores I['rourtep, Maiis Jlekc,
Bepuep Crammep, kommnosutopsl Kapn
Opd, Bepuep Ork u apyrue.
Tearpann3oBaHHas NOCTaHOBKA BKIIIO-
yaya 4 nelicteus. B nepBom 3BOH onuMIui-
CKOTO Kojokoja (dMOnemMa OIMMIHIACKHX
Urp) cosbiBasl MonoA&xp Mupa. Ha craau-
OHE BBICTPAUBAJINCH XOPOBOJBI U3 MaJIbYM-
KOB M JIEBOYEK, 00pa3yolIne OJMMIIUNACKHE
KOJIb1a. BO BTOPOM 1€MCTBUM B OKPYKEHUH
nepymiek ta”Huosmuna I'per Ilanykka wuc-
TOJTHUJIA COJIBHBIN TaHell. TpeTbe IehcTBrE
NPEICTABIUI0  FOHOLIECKUE COCTA3aHHA,
Hocjie KOTOPBIX Ha CTaJHOH OBbLIM BbIHE-
CEHBbl 3HaMEHa TOCYAApCTB — YYAaCTHUKOB
urp. B mocnenneM, 4eTBEpTOM IEHCTBUU
HpO3BYyYas MPU3bIB — MIPU HEOOXOOAUMOCTHU
oTaarh )ku3HU 3a OTeuectBo. Benen 3a cum-
BOJIMYECKUM TaHIIEM C MEYaMH M THOenH
IPOTUBHUKOB MOCJEA0BAJ TaHEL KEHIIMH,
OIUIAKMBAIOIIMX MaBmux repoes. Ilocie
CLIEHBI CKOpOU BCE YYACTHHUKH JEHCTBA MOA
3BydyaHue Qparmenta «Opapl K pagocTu»
BBIILIM Ha apeHy ctaauoHa [1, c. 180-185].
He menee 3HauMMBbIM [171s1 BOIUTOIICHUS
UACU EOVUHEHMS IPEACTABISAIOTCS 3BYKO-
Bble U CBETOBBIE 3((HEKThI, COMPOBOKIAB-
mue npexncrasieHue. OHO OTKpBIBAJIOCH
IIPOCTPAHCTBEHHOM MY3BIKAJIBHON KOMIIO-
sunueit K. Opda. Brauane 3Byuan Tojb-
KO MaJI€HbKUW CTEKJISTHHBIA KOJIOKOJIBYUK,
OJMM3KO MOJHECEHHBI K MHUKPO(OHY, Ha-
IIOJIHSIBIIMI OIPOMHBIN CTAaIHOH HUCYE3ar0-
IIMM Maru4eckuM 3ByKoM. «M Bcst ocTaib-
Hasi WHCTPYMEHTOBKa OblIa paccuMTaHa
Ha HEKHOCTh M IPOHUKHOBEHHOCTb: CTe-
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KJISHHBIE CTaKaHbl, UIEUTHI, raMObl, TUTa-
pBl, GyHAUPYIOMMWA CTPYHHBIM Oac W Be-
AyUIHe MEJIOANI0 ToO0u, XOp KCUI0(OHOB,
MeTaIOOHOB M TIOKeHIIuien. Jluras-
pBL, TapeJKU U Majblii HAOOp yIapHbIX Ja-
BaJIM PUTMHUYECKUE aKIEHTH, — OTMEYAET
O. T. Jleontnena [5, c. 203]. Konuenuus
MPOCTPAHCTBEHHOW MY3BIKM ObLIa JOTOJ-
HEHa MPHUHLUIIOM €IWHCTBA MY3bIKH H
aBkeHus. s Bocco3maHUs KOHIETIIHAN
CTUTOYEHHOCTHU HAIMH B 3aKIIIOYCHUU TIEpe-
MOHHMH OTKPBITHSI MCHOJIb30BAJICS OCOOBII
cBeTOoBOM 3(PeKT — Haa CTaTuOHOM pa3-
BEPHYJICSI «CBETOBOM KYIIONI», BOCIIPUHH-
MaeMbIil KaKk CUMBOJIMYECKOE BOIUIOIICHHUE
OJIMMITMMCKOW UJIEU U YCWIMBIIUN 9yBCTBO
OOLTHOCTH MPUCYTCTBYIOUIUX.
[IpoctpanctBo bepnuHckoro craanoHa
— IIeHTpanbHOro 2nneMenTa Reichssportfeld,
Takke ObUIO UAeaNbHO pa3paboTaHO U
VIOBIETBOPsIO uaesMm ¢ropepa. ABTopa-
MU npoekra cranu Bepunep Mapx n Anb-
oepr Ilmeep. Kax ormewan A. Ilmeep,
«s HUKOT/1a He 3a0y1y, Kakoe r1yOoKoe BIie-
YaTJIeHUue MPOU3BEN Ha HAC BOCCTAHOBJICH-
HBIA cTagnoH B AduHax ... ». B cBoéM
npoekre B. Mapx onwupasncs He TOJIbKO Ha
COBPEMEHHBIE 00pa3Ibl CTAIUOHOB, HO U
Ha TPEKO-PUMCKHI OIBIT COOPYKEHUS IO-
TOOHBIX OOBEKTOB, M3YYHB KOHCTPYKIIUU
ctaguoHoB B Onumnuu u Adunax, bomib-
moro mupka (Circus Maximus) u Konuzes
(Colosseum) B Pume. bonee Toro, miaH Bce-
ro Onumnuiickoro napka (Reichssportfeld)
COOTHOCHJICA C TIJIAHOM Tpeueckoit «Onmum-
nun»®. 3HAYUMBIM JIJISL CO3/IaHMsI MHOTO
oOpa3za W mpa3gHUYHOU aTtMochepsl Iie-
pPEeMOHUH, CIOCOOHOW OOBEAMHUTH BCEX
MPUCYTCTBYIOIIMX B coodmecTBo (Ooree
100 000 3pureneii), MOAOOHO AHTHYHOMY
IEUCTBY, SBISUIOCH O(GOPMIIEHHE OJUM-
nuiickoro crtaguoHa (Olympiastadion). B
OTHOIIEHUU TPOEKTHBIX PEIIEHUN CTaau-
oHa Jusa Onumnuiickux urp B bepnune
HIneep mucan: «3a HOYBb S CAETAN ICKU3,
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npeaycMaTpUBaBIIUNk OOIUIIOBKY OETOH-
HOTO CKeJieTa MPHUPOIAHBIM KaMHEM, BBIpa-
3UTEIIbHBIC MOIIHBIC KapHU3bI U T.ILY . J{is
CO3/1aHMsI 0COOOTO BIIEYATIICHUS Yy YYacT-
HUKOB M 3PUTENCH WD, CTAIHOH OKPYKEH
KOJIOHHAQ/IO B HEOKJIACCHYECKOM CTHIIC.
BuyTpeHnHee Konblo SIPYyCOB CTaauMOHa
«YTOIUIEHO» B 3€MJIIO, YTO TIO3BOJISIET CTOJ-
0aM KOJOHHA/IBI TOCTHTATh BEPXHETO YPOB-
Hs1. [1aBHAst OCh COOpPYKEHHUS MOTYEPKHYTA
BYMS OalTHSIMU, MEXITY KOTOPBIMU PACIIO-
JI0KEHBI OIUMITUHCKHUE Konblia. Heokmaccu-
YeCKUU CTHJIb aKIEHTUPOBAaH CKYJIbNTYpa-
mu Kapna Ans6ukepa n Moseda Baxepre.
KynpmMuHanuen  KyabTypHOW — IIpO-
rpammbel OnmuMOMaabl cTaja TearpalibHOe
«runr-tipeacrasnenne»  (Thingspil) mon-
TUYECKOW apambl DOepxapaa Bombgranra
Ménnepa «®@paHkeHOyprckasi urpa B KOCTH
(«Frankenburger Wiirfelspiel») wa crene
«durpux-Oxkapt-brone» (Dietrich-Eckart-
Freilichtbiihne) B 3amagnoit wactu Onum-
nuiickoro napka. CrpoeKTHUpPOBaHHBIM MO
pykoBoacTBOM Mapxa amdurearp ObuT 1O-
CTPOCH B TIOJTHOM COOTBETCTBHUH C JPEBHE-
rpedeckuMu mpototunamu. [Ipu mpoekrtu-
POBaHMU CIICHBI Ha OTKPBITOM BO3ayxe Mapx
UCMOJb30BaJl  €CTECTBEHHBIM JaHamadr,
B YaCTHOCTH, TPUOYHBI JIs 3pUTENIEH TOCTPO-
€HbI Ha CKJIOHaxX oBpara. ClieHu4eckoe Ipo-
CTPaHCTBO OBLIO pa3/eiecHO Ha TPU YPOBHS,
COOTBETCTBYIOIIME CMBICJIOBBIM YPOBHSIM
napambl. AM¢utearp paccuutan Ha 20 000
sputeneii!®. AccolMaliuy ¢ aHTUYHBIM Tea-
TPOM BBICTPAUBAIUCH TAKXKE MOCPEICTBOM
odopmiieHust coopykenus. Bxon B am¢ure-
arp oOpamiI€H AByMsI TapaMU MOHYMEHTaJIb-
HBIX OapenbedoB Anonsda Bamnepa. Cnepa
OT BXOJ]a TIOMEIIEHA CKYJBITYpHAs TPyTIa
«IIpazanoBanue OteuecTBay, NPEACTaBIISIO-
I1asi IB€ MY>KCKHE (PUTYpBI, AeprKaIiue Med
U KOTIbE, CIIpaBa — « APTUCTUYECKOE TIPa3a-
HOBaHHUE» — JIBE KEHCKUE (DUTYPBI, C PO
U JaBpOBbIM BeHKOM. CKyIbITYypHas rpyI-
ma, Kak ¥ BCE€ COOpY)KEHHE B IIEJIOM, ObLIH
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IIPU3BaHbl PENPE3CHTUPOBATH POJCTBO Tep-
MaHCKOM KYJIBTYPBI U IPEBHEIPEYECKON.

Tearp oTKpbUICS 2 aBrycra IpemMbepoin
apambl «DpaHKeHOYprekast urpa B KOCTH» ',
Pexxuccépamu cnexrakis BeicTynwim Ma-
tnac Buman u Bepuep llneicrep, B mo-
CTaHOBKE OBUIO 3aJeHCTBOBAHO, MOMHMO
20 000 3puteneil, MO3UIMOHUPOBABILINX-
¢4, Kak y4yacTHuku, cBeime 1200 craru-
cToB. «DpaHKeHOyprckas urpa B KOCTH»
BKJIIOYAET JECAThH CLEH C IIPOJIOrOM U DIIU-
JIOTOM W IPEACTABISAECT KAPTHUHY CyAa Hal
umiieparopom Pepaunangom II, repuorom
Maxkcumunuanom baBapckum, rybOepHa-
TopoM A. ¢on I'epOepmiroppom u apyru-
MHU. B OCHOBE CroKeTa ApaMbl JIEKAT I€H-
CTBUTEJIbHbIE COOBITUS, MPOMCXOAMBIINE
B Bepxneit ABctpuu B 1625 rony. Pazpopa-
YUBAIOUIUICS HA OTKPBITOM MPOCTPAHCTBE
CIIEKTaKJIb, OCHOBAaHHBIN HA HCTOPUYECKUX
(dakrax W HaAACNEHHBIA CaKPaIbHOCTHIO
CMBICJIOB, TT0I00HO MU(]Y B aHTUYHOM Tpa-
refuu, NMpou3BEN OOJbIIOE BIEYATICHUE
Ha NPUCYTCTBYIOIIMX. BakHOU cocTaBis-
IOIEH JIpaMbl CTaJl0 CUHTE3UPOBAaHUE HeE-
CKOJIBKUX ()OpM BpEMEHH, MO3BOJUBLIMX
Y4aCTHUKAM CIIEKTaKJIsl IEPEXUTh HCTO-
pUIO B IPOCTPAHCTBE PEAIBHOTO BpEMe-
HU. VcTtopuueckue coObITHS TEpenaroT-
Csi 4epe3 IPUBIICYCHHUE 3aIedyaTiieBIIETO
WX CHUMBOJMYECKOIO BPEMEHM BEYHOCTHU
(B IIponore moBecTByeTCs 0 boxbeit Boie
COBEpPLIUTh CyJI HaJ HMMIEPATopoM, IIpHU
3TOM MyOJMKa JOJKHA CTarh IJIaBHBIM
cynbéii). B pa3Bsizke BO3HMKAET CUMBOJIH-
yeckas (Gurypa peiapsi B YEpHBIX TOCIe-
Xax, OJUUETBOpSIONIas 0CBOOOAUTENS Ha-
pona. B KOHTeKcTe pa3BOpauMBarOLIErOCs
JeiicTBa yTBepKIaiacs MU O «BBICOKOU
MuccHn» HanucTtckoro Peiixa u I'mtiepe —
ocBoOOAMTENIE HAPOIA.

Takum o6pazom, nbeca D. Mémnnepa cBoe-
00pa3HO CHMBOJHMYECKU paTU(ULIHpOBAIA
npuxon ['utnepa k Bnactu B 1933 roay u da-
[IM3Ma, KaK OCHOBHOM (POPMBI IPaBICHHUS.
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CKOHCTpYUPOBaHHBIN Mpa3JHUYHBIA TEKCT
OTKPBITBIX MpoCTpaHcTB  OIUMIHUICKUX
UTP, COOTHECEHHBIN C BpeMEeHEeM/IIPOCTpaH-
CTBOM M MHU(OJOTHYECKON COCTaBIsIOIEN
AHTUYHBIX UIP, MPEACTaBUII MEXITYHApOA-
HOMY COOOIIECTBY AMKTAaTOPCKUN PEXUM
B oOpa3e pa3BUTON B KyJbTYpPHOM U Te€X-
HAYECKOM OTHOIIECHUH CTpaHbl. HoBbIN
MOJX0 K KOHCTPYMPOBAHUIO XPOHOTOMA
IPa3JIHHUKA, NPUMEHEHHBIM TOCYJapCTBEH-

HBIM alnaparoM B OpraHU3aliH CIOPTHB-
HOTO TOPIKECTBA, PACKPBLI BO3MOXHOCTH
B CO3JaHMM COOOLIECTBA 4Yepe3 JOCTHIKE-
HUE JMMHHAJIBHOCTU. YKa3aHHbBIE TEXHO-
JIOTUM, HE CBOWCTBEHHBIE COBPEMEHHOMY
JIEMOKPATUYECKOMY OOILECTBY, OBbLIN MpU-
MEHEHbl B CIELUAIbHO CKOHCTPYHUPOBaH-
HOM ITpa3HUYHOM TEKCTE. DTOT MPELEACHT
pPacKpbIBa€T OMACHOCTh HallMOHAJIMCTHUYE-
CKUX B3IVIJI0B Ha OOIIECTBO.
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LleHTp KyAbTYpbI M UCKYCCTB npu YHuBepcutete TymanHu Makymumpa
B TaH3aHUU — 0 pa3BMTUU MY3bIKAaAbHOIO 06pa3oBaHMsI

Hentp xynbTypsl u uckycctB (CAC) m My3bikanbHbIl (hakynpTeT YHUBEpcuTeTa TymalHu
Maxkymupa pa3paboTanu COBMECTHBIH KOMILJIEKCHBIA MPOEKT MO COBEPIICHCTBOBAHUIO CHCTEMBI
MY3BIKQJIbHOTO 00pa3oBaHusl TaH3aHWUHW, OTPAXKAIOMICH MECTHBIM KyJbTYPHBI KOHTEKCT.
[TpoGnemMbl ¢ My3bIKabHBIM OOpa30BaHHWEM BKIIIOYAIOT B ce0si HEXBATKY YUWTENEH, PecypcoB
U BO3MOXKHOCTeH. [IsTh 3TamoB 3TOro mpoekra MMEIOT MHJIOTHYIO MY3bIKaJIbHYIO IpOrpammy
B IIPaBUTEILCTBEHHOM IIKOJIE, CPETHEH IIKOJIe Ypaku, KapTorpapuieckoe n3ydeHue TPaIuiinOHHON
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MY3BIKH B 3TOM paiioHe, MoJIeBbIe UCCIeI0BaHus I cOOpa TpaAuIMOHHONW MY3bIKH, (hOpMaIbHbIE
u HedopmanbHble 00pa3oBaTelbHbIE BO3MOXKHOCTHU JJIsI MOJOAEKH U pa3pabOTKy pecypcoB
MYy3bIKaJIbHOH yueOHOM nporpammsl. [locie MHOTHX JIeT HEMpPEepbIBHBIX YCHIIMH ObUIN MOTYYEHbI
MHOT'OYMCIIEHHBIE PE3YNbTaThl, CBUAETEIbCTBYIOLUIME O TOM, YTO NPOEKT SIBJISAETCSA AJI CTPAHbI
Ba)XKHBIM I11arom Briepé . IIpoexT pa3BuBaercs U, Kak 0xuaaeTcs, OyneT pacnpocTpaHEH Ha JIpyTrue
LIKOJIBI, CO3J1aCT NapTHEPCKKE OTHOLIEHHS COTPYIHUUECTBA C PSAIAOM aKaJEMUUECKUX YUPEKICHUH.
B xoneuHoMm urore, oH OyzeT criocoOCTBOBAaTh BHECEHUIO U3MEHEHHH B HALIMOHAJIBHYIO YUEOHYIO

nporpammy TaH3aHMH.

KiroueBble ciioBa: pa3paboTka yuyeOHBIX MporpaMm, My3bIKallbHOE oOpa3oBaHue, TaH3aHUS,
TpaJuILIMOHHAs My3bIka, YHUBepcUTeT Tymannu Makymupa.

INTRODUCTION
Music Education in Tanzania

Tanzania is at a junction where local
traditional culture and modern ideas from
outside meet. After World War I, the British
took over control of the “modern” schools
built on Western European education
system precepts previously established by
the Germans and missionary organisations
[24]. Today, these formal schools have
almost entirely replaced traditional village
education, except in some remote areas.
Government schools revised their school
curriculum in 1963, two years after
independence, but made no changes to the
British music curriculum that was already
in place [15, p. 512]. In that system music
was a compulsory subject in primary
school [16, p. 37]. In 1992 the curriculum
was revised and the number of subjects
was reduced from 13 to 7 and music was
removed [20, p. 67]. Today, music and
dance are not offered in the government
schools and in many private schools [6,
p. 9]. Traditional music is perceived by
many to be of little value and is inferior to
music from outside Tanzania [11, p. 11].

Uraki Secondary School

Today, the official government music
curriculum exists at the secondary school
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level as an optional subject and there is only
one government school in the whole country
that takes the national music examinations
[12]. That school, Uraki Secondary
School, has been the subject of a music
pilot programme initiated by the late Carol
Stubbs (2018), former lecturer from the
Department of Music at Tumaini University
Makumira (TUMa), in 2013. This study has
provided significant practical information
regarding the feasibility and challenges of
establishing a music programme in a school.
Uraki Secondary School was identified
as the initial school for this programme
for four main reasons. One, it is close to
Tumaini University Makumira, about one
kilometre from the university entrance. This
allows easy access not only for the TUMa
lecturers, but also for the music students to
participate in the teaching at Uraki as part
of their training, and for Uraki students to
attend special workshops and performances
at TUMa. Two, the selected school ranked
in the bottom 10% in national examination
results in every subject area’. If there could be
some success at this school it could provide
a positive model for the other schools.
Three, the school lacked in most
resources normally required for a good
teaching environment. The unconducive
classroom environment with broken
concrete floors, limited number of desks and
chairs for the students, missing windows,
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no electricity, no printed resources, and
no drinking water available would prevent
others from suggesting success was due to
abundant resources (which, unfortunately,
are lacking in most government schools in
Tanzania).

Figure 1. Uraki Secondary School
Classroom with the late Carol Stubbs

Figure 2. Uraki Secondary School classroom
for music with broken windows

Lastly, the self-esteem and motivation
level of the students at Uraki were low,
because they knew that very few students
passed the national examinations and had
any chance of going on for further education.
Students who do not pass the national exams
most often end up unemployed, working as
house girls/boys, getting pregnant, being
married off (arranged marriage), or work
only as casual day labourers [1; 5]. In short,
for these students, there was not much hope
for any kind of successful life by most
standards.

99

Tumaini University Makumira

In 2006-2016, Tumaini University
Makumira (TUMa) was the first and only
university to offer a Bachelor’s degree
in music. Over the past 13 years, TUMa
has produced 90 music graduates with
a primary emphasis in music education.
These graduates were required to take
intensive music education courses and to
undergo practical teaching training. The
music curriculum includes both African and
Western content. As an illustration, there
are three years of African music history and
African ensembles while there is one year of
European music history. In addition, there is
also a series of required courses in the music
history of North and South America, Asia
and the Middle East, American jazz, and
church music. All music students also take
Western music theory, choir (singing music
from all over the world), and introductions
to piano, guitar, recorder, trumpet, and drum
set. Other required courses include stage
production, audio and video production,
composition/arranging, and music business
courses.

The music department is unique not
only in terms of the programme offered,
but also the faculty make-up compared
to the other departments at TUMa and
the other universities in Tanzania. Over
the past 11 years there have been music
lecturers from America (6), Sweden (1),
German (3), Finland (5), and Malaysia (1)
working alongside Tanzanians to create a
collaborative faculty trying to bring the best
of cultures and ideas together.

In Tanzanian villages, traditional elders
would want to keep their music and culture
alive, butthe current education system seems
to be working against them. The Cultural
Arts Centre (CAC) at TUMa, which was
initiated by the music department, started in
2014. It is specifically working to preserve
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and promote traditional music and dance in
Northern Tanzania.

Through this research, which includes
development of curriculums and outreach
programmes for the children and the
youth in Northern Tanzania, the CAC
and Department of Music at TUMa are
striving to make a positive contribution to
music, education, and traditional cultures
in Tanzania. This is educational research in
action, for the benefit of the students and the
local and international communities.

PROBLEM STATEMENT

At the foundational level there are two
basic and interconnected problems. One,
some traditional cultures in Tanzania are
lost permanently, and at an alarming rate [3;
4]. Two, students and youth are becoming
more and more disconnected from their
own traditional culture. The researchers
believe these may be due in part to the
current “modern” education process that
has replaced traditional village education
for the past several generations.

There are various factors affecting
the loss of traditional culture in Tanzania.
Many of these factors resemble those found
in other developing countries around the
world [21]:

1. Nearly all of the traditional music and
dance exist only in aural form. In Northern
Tanzania there is very little scholarly research
and documentation on the music and dance
of the three most populous ethnic groups,
namely the Maasai, Meru, and Chagga.
Although one can easily find pictures of the
Maasai in tourism brochures for Tanzania
(and Kenya), their music and dances often
appear as short random amateur videos on
YouTube or Facebook, void of basic and
useful academic research details [11].

2. The curriculum in Tanzania has
music as an optional subject. Primary and

secondary school students read stories,
poems, and proverbs about various
Tanzanian cultural concepts, but they rarely
participate in the activities that previously
surrounded the telling of those stories and
poems. Traditional music and dance are not
required and are not taught in government
schools. They are only offered by few private
schools and international schools [20].

3. The music curriculum in Tanzania
focuses primarily on Western music theory,
musical analysis, and listening skills following
the British system and terminology. There
are very few exam questions on Tanzanian
instruments and local artists. Instrument
playing or other practical skills are not
usually evaluated in the school exams'.

4. It 1s a challenge for school teachers to
find resources that would help them to teach
Tanzanian music and dances. A teacher
who wants to teach music in a government
secondary school has to rely purely on his
or her own experiences and intellect. There
was no available published resources on
Tanzanian dances and music (curriculum
materials that include traditional songs) for
the schools.

5. There are few qualified Tanzanian
teachers who have sufficient knowledge
and experience to teach traditional songs
and dances in schools. As of 2017, this
pioneering music degree programme at
TUMa has only existed 11 years, producing
a total of 61 music graduates in a country
that has a population of nearly 55 million.

6. There are few positive role models of
traditional music performers in the society.
Only a handful of traditional performers
earn a living with their skills in music
and dance. The popular music industry in
Tanzania emphasizes and promotes money,
sex, and power. Therefore, most parents do
not encourage their children to learn music.

7. Many people in the society view
music purely as a talent and that musicians
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should not expect any money for sharing
their talents. This makes it difficult for
music teachers, church musicians, and
music performers to earn a living. This is
discouraging for those who may have a
passion for music, and yet facing the reality
of needing money to survive.

AIM AND RESEARCH QUESTIONS

The Cultural Arts Centre at Tumaini
University Makumira aims to help preserve
and promote traditional dance and music in
Tanzania through active engagement with
surrounding schools and communities and
through the development of curriculum
resources that teach musical and societal
concepts using local traditional music.

Based on this aim, this project addresses
four research questions:

1. Given an opportunity to learn about
and participate in traditional music, will
school children or students choose to
become engaged in these activities?

2. If both traditional and Western music
are taught, will the students be able to learn
both local and Western music skills alike?

3. Given an opportunity to learn various
music and dance at their school, will the
students choose to remain more connected
to their traditional culture?

4. Given the generally poor academic
performance in all academic subjects, will
experiencing success in the music classroom
build self-esteem among these students?

It is hoped that ideas and templates
developed in this pilot programme can
be replicated and used in other schools
in Tanzania and even other developing
countries in Africa.

LITERATURE REVIEW

In the school setting, studying music
improves problem solving, memory and

verbal ability, language skills, and much
more [7; 14]. For the purpose of this
project by CAC, the problem with such a
study is that such studies were conducted
in American schools with generally good
infrastructure, teachers, instruments, and
teaching in the first language of the students.
These situations do not exist in Tanzanian
government schools.

Dr. Mitch Strumpf has written a number
of articles related to music education in
African contexts. Notable for this project
includes Music Education in Malawi
and Zimbabwe [17], which advocates for
programmes that include local cultural
music and development of resources for the
schools. His Different Approaches to Music
Education in East Africa: The Past 100
Years gives a good overview of the history
of music education in East Africa [18].
Unfortunately, in the final section on current
activities in Tanzania, only projects that the
author has personally participated are listed.

The Tanzanian national curriculum,
Music syllabus for secondary schools:
Form [-IV primarily emphasizes Western
European music theory concepts without in
Tanzania®. The curriculum designed for this
project has to follow the requirements set
forth in this publication in order for it to be
recognised by the government.

There is only one published general
music theory book in Swahili: Mwanafunzi
wa muziki (students of music). Despite the
recent publication date, it looked like it
was typeset with all hand-written musical
examples taped in crooked manner onto
the pages and the book was photocopied
poorly. It only covers Western music theory
concepts®.

In 2013, Music4One, a Korean NGO,
created music curriculum materials for
Tanzania. Their Flute Book 1 includes a few
traditional and popular Tanzanian songs in
addition to songs from other parts of Africa
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[2]. However, because the book does not
adhere to the national curriculum it cannot
be used for government schools. It can only
be considered for private schools that do
not take the national examinations. In fact,
these materials created are geared for those
learning Western instruments such as piano,
flute, and violin.

Dr. Kedmon Mapana, a Tanzanian lecturer
from the University of Dar es Salaam, wrote
his Ph.D. dissertation on the attitude of
music educators on the music curriculum
for Tanzanian schools [9]. He articulated
the background information related to some
current challenges in music education in
Tanzania. Unfortunately, this work was not
yet available when the pilot programme at
Uraki Secondary School and subsequent
research at TUMa were developed.

With no music teachers in government
schools and most private schools, there
have been few attempts to using traditional
Tanzanian songs in the education system.
Ukuti, ukuti is a colourfully illustrated book
of children’s songs with printed melodies and
a CD to help with performance aspects [8].
Even though it serves as a useful resource,
it was not designed to be used formally
with the national curriculum. A few other
collections of Tanzanian folk songs were
published abroad and in Tanzania, but they
are intended for church use only.

The music pilot programme experiences
at Uraki Secondary School spanning the past
three years have become the most useful
context-specific reference for the project
conducted by the Cultural Arts Centre.
As one of the schools in the bottom 10%
nationally, Uraki represented the antithesis
of the aforementioned study conducted with
the American schools. Both the qualitative
and quantitative information of this project
have served as valuable resources and
helped the researchers to determine how to
move forward.

METHODS AND SUMMARY
OF FINDINGS

The main methods wused included
case study, qualitative research, resource
development, and experimentation.

Phase I:
Uraki Pilot Programme in Music

Given the challenging circumstances
at Uraki Secondary School, when the case
study began in 2013, the initial baseline was
not surprising. The most vivid example was
in Mathematics, whereby 114 out of 119
students who took the national exams scored
less than 40% out of 100. Swahili was the
best with only 24 out of 119 students getting
less than 40%. Outside of music there
was only one student who scored above
80% in any single subject. Table 1 shows
the complete 2013 National Examination
Council of Tanzania (NECTA) results of
the Uraki Form II students, the initial target
group for this project.

Table 1. Uraki Secondary School 2013
National Examination Council of Tanzania
(NECTA) results

2013 Uraki Secondary School: FORM Il Summary of Results

£ z

al = ) 172
g 8| B 55§ 5 B s
5| 2| 8| 3| &5 & & 8 2| S
Subject Average (/100)| 30| 34| 27| 50/ 34| 19| 25| 29| 6.6/ 49
Subject Rank 328| 316| 309| 225| 238| 315| 297| 296/ 329 2
Out of overall Rank 355| 354| 355| 355| 355| 354| 355| 355/ 355 2
A (80-100) 0 0 0 0 1 0 0 0 0 2
B (60-79) 2 5 6/ 26/ 10 1 6 5 1 9
C (40-59) 15| 30/ 17| 69| 25 4| 14| 16 4| 18
D (30-39) 34| 34| 17| 12| 25| 10/ 21| 23 4, 11
F 68| 50( 79| 12| 58| 104| 78| 75|110 3
Absent 6/ 6/ 6/ 6/ 6/ 6/ 6 6 6 9
Sum 125| 125| 125| 125| 125| 125| 125| 125| 125| 52

In January 2013, the late Carol Stubbs
started an optional music class for Form
IT students, generally aged 15 to 16. She
volunteered her time to teach for one hour
three times per week. Even though the
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students did not start with the Form I music
syllabus, they sat for the national music exam
in November. The results were very positive
for the music subject as compared to all the
other subjects. Since music was an optional
subject, there were only 43 students who sat
for the exams and two students scored above
80%. The 14 students who scored below 40%
were students who had not been attending
classes. The results for the academic years
of 2014 and 2015 were also very positive
for music compared to other subjects (see
NECTA results 2014 and 2015, Table 2
and 3). Unfortunately, in the past few years
the Ministry of Education no longer published
the rankings by subjects and by schools.

Table 2. Uraki Secondary School 2014

NECTA results
2014 Uraki Secondary School: FORM Il Summary of Results FTSEE
>
z g = | 8 g &

4 g w = 2 3 £ & s 2

= B 3| 2| ® 2| 2| 2 & 3

O| | 0| &| | | G| & 2| 2
A (80-100) 0 0 0 0 4 0 0 0 0 5
B+ (70-79) 4 4 0 o0 7/, O o0 O o0 7
B (60-69) 10 6 1 2 6 0 0 2 0 7
C(50-59) 15| 7, 4] 17| 13] 0 4| 4 2| 7
D (40-49) 12| 21| 11| 45| 14 2 3 9 2 9
E (30-39) 32| 43| 17| 28| 35/ 11 7/ 29| 2, 3
F 26| 18| 66 7/ 21| 86| 85| 55/ 93 0
Absent
Sum 99| 99| 99| 99| 100/ 99, 99/ 99| 99 38

Table 3. Uraki Secondary School 2015

NECTA results
2015 Uraki Secondary School: FORM Il Summary of Results FTNA
8. .|,z
Q| = | wl &
s 5 5 £/ & & £ B < ¢
5 B 8 | ¥ 2 2 9o =& 2
Ol Il 90l & w| al O| @ 2| 2
A (80-100) 2l o 1 o 7/ o 1 2] o o
B+ (70-79) 4 1 3 14| 14 1 0| 13 0| 14
B (60-69) 13 5 6| 21| 16| 1 2| 13 1 18
C (50-59) 10| 12| 15/ 14, 12| 2 2| 10/ 2| 15
D (40-49) 16| 27, 15 6 7, 6 6 4 1 5
E (30-39) 12| 16| 10/ 6 4 28| 18/ 14| 3] 1
F 4 0 11 0 1| 23 32 5| 54 1
Absent |
Sum 61 61| 61| 61/ 61 61| 61 61| 61| 54

Traditional dance was added as an
extra activity during the final quarter of

the academic year and was made available
to any students who wanted to participate.
During the first rehearsal, a total of 160
students showed up, and this was many times
more than what was expected. This was in
fact contrasting to what was mentioned by
the school officials on how the students
were not interested in traditional music.
Traditional dance was then included as
part of the music teaching each year, with
TUMa music students serving as teachers.
By 2016 music was offered to Form -1V
as a class.

Phase Il:
Initial Mapping of Traditional Groups,
Music and Dance

With initial grant funding from the
European Development Fund, the Cultural
Arts Centre (CAC) at Makumira started
its activities in early 2014 collaborating
with the Department of Music and several
local NGOs. The plan was to document and
preserve the traditional cultures in Northern
Tanzania through this field research
of traditional songs and dances. This
documentation would include audio and
video recordings of traditional ceremonies
in their original contexts and interviews with
village leaders and traditional musicians.

The geographic focus for this project
has been on the three primary ethnic groups
found in Northern Tanzania, namely the
Meru, Chagga, and Maasai. The region
boundaries are from the Kenya border in the
north to the Lake Manyara area in the south,
and the Maasai areas from the Ngorongoro
Crater in the west to the Pare Mountains in
the east (see Figure 3). This entire region
includes two famous mountains, MLt.
Kilimanjaro, where the Chagga are the
primary ethnic group, and Mt. Meru, where
the Meru people are prevalent. The Maasai
reside in all the other areas mentioned above
(see Figure 4).
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Figure 3. Map of the Cultural Arts Centre
mapping and research area in Northern
Tanzania (Google map)

Figure 4. Maasai dancing

A three-person team from CAC,
headed by Aliko Mwakanjuki, conducted a
preliminary mapping from July to September
0f2014 to determine how many groups were
still performing traditional music and what
music/dance have already been documented
[11]. Through numerous visits to the above-
mentioned areas the CAC research team
confirmed what was initially suspected. It
was discovered that both the Chagga and the
Meru have only two active traditional dance
groups. The Maasai, however, have retained
many of their traditional customs, costumes,
and ceremonies up to present time. Many
Maasai village settlers and family groups
have individuals who are knowledgeable
about their music and dances. The purpose

of this initial study was to identify groups
and to search for existing documentation
only. The study was helpful and yielded
many contacts that aided the following
phases of the project.

Phase llI:
Field Research and Documentation

As of April 2016 the research team
has collected 795 video clips comprised
of various ceremonies, songs, dances,
and interviews. This is in addition to
materials that were previously collected by
others in Tanzania. This documentation is
foundational for the work of the Cultural
Arts Centre, both in terms of informing the
CAC dancers about performance practices
of their music, and for the development
of curriculum and educational resources
for use in schools. Following this initial
documentation, CAC has produced DVDs
of the field research to give back to the
village leaders who provided the music,
dance, and interviews.

The CAC team has met with the directors
from the International Library of African
Music, claiming to be the largest archive
of African music in the world. In addition,
CAC has visited Rhodes University in
Grahamstown, South Africa and the
Klaus Wachsman Archives at Makerere
University, Uganda to study and to learn
some of the best practices for this research
in Tanzania. CAC has created a database
with the field metadata and short 10-15
second excerpts from various ceremonies
and events of the Maasai, Meru, and Chagga
groups. Currently, access to the full videos is
available at the CAC facilities in Tanzania.

Phase 1V: Traditional Music and Dance
Activities for Youth
(Formal and Informal)

Formal trainings organised by CAC
included short courses in traditional dance
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and professional skills. Alliance Franco-
Tanzania Arusha assisted in conducting
these formal trainings with the addition of
local and international experts on various
topics. The result of the first two formal
dance trainings was the hiring of 15 full-
time dancers/musicians for CAC. After
some intensive training and numerous
performances (over 70 in the first year),
these dancers/musicians then became
the main teachers for subsequent dancer
trainings held in 2016 for Form IV leavers
(students who finished school, but did not
necessarily graduate).

In July 2015, the Cultural Arts Centre
began to promote traditional music in
schools through traditional music and
dance workshops and performances. This
has been accomplished through traditional
dance performances given by CAC dancers/
musicians at area government, private and
international schools. These performances
are offered free as part of CAC outreach into
the community. For many of the government
schools, it was the first time they have ever
had a live professional performance at their
schools.

Most of these performances took
place in an open area outside or under
some trees, which actually added to the
authenticity. When performing songs and
dances from local areas, students were
invited to participate and they tend to
participated in large numbers (see Figure
5 and 6). In addition, a number of CAC
dancers/musicians have led traditional
dance and drum workshops at various
schools to help them prepare for special
events such as graduation ceremonies.
School administrators have been extremely
cooperative and enthusiastic about these
opportunities for their students and schools.
Almost all of these schools have requested
additional performances and workshops
from CAC. As of June 2019, CAC has given

a total of 69 school performances and multi-
session traditional dance workshops.

Most of these performances have taken
place in an open area outside or under trees,
which actually added to the authenticity.
When performing songs and dances from
local areas students were invited to participate
and they participated in large numbers (see
Figure 5 and 6). In addition, a number of
CAC dancers/musicians have led traditional
dance and drum workshops at various schools
to help them prepare for special events such
as graduation. School administrators have
been extremely cooperative and enthusiastic
about these options and possibilities for
their students and schools. Almost all of
these schools have requested additional
performances and workshops from CAC.
As of June 2019, CAC has given a total of
69 school performances and multi-session
traditional dance workshops.

Figure 5. Cultural Arts Centre
performance at Makumira Primary
School under the trees

Figure 6. Cultural Arts Centre
at Makumira Secondary School
with students joining in a local dance
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Another aspect of the school outreach
was the organizing of a school traditional
dance competition in January 2016. Eight
nearby schools were selected to participate
in this competition. The CAC dancers/
musicians went to each of these schools for
three weeks prior to the competition to help
the students prepare and practise for the
competition. The site of the competition was
the new one-thousand-seat multi-purpose
hall at TUMa, in which CAC had contributed
by building a large dance stage in addition
to professional sound, light, and projection
systems along with some extensive acoustic
work to ensure an excellent performance
facility. On the day of the competition, the
CAC research team documented the entire
day’s activities. DVDs of all the schools’
performances along with some interviews
were given to each school. For nearly all of
the contestants it was their first time to be
on a real stage, and to perform for a large
audience. The level of performance was
higher than expected, due primarily to the
work of the CAC dancers/musicians with
each school (see Figure 7 and 8).

Figure 7. Cultural Arts Centre dance
competition for schools in January 2016

Furthermore, CAC has given various
community performances as part of its
outreach. Performances have included
welcoming all five East African Presidents,
either at the airport or upon arrival for
East African Community activities. CAC

Figure 8. Cultural Arts Centre dance
competition audience

has also given performances at the annual
Uhuru (freedom) Torch celebrations,
various tourism fairs, and other government
and festival events. Many young people
have had the opportunities to attend these
activities and witness traditional music and
dance performed at a high level.

Phase V:
Developing Curriculum Resources

Based on the various experiences and
outcomes gathered from the Uraki pilot
programme, the goal of this phase was
to develop local resources for secondary
schools that support the Tanzanian national
music curriculum while reflecting the
community culture.

From all the songs and dances gathered
from the three primary ethnic groups
documented by CAC, the research team
selected 60 songs to be used for developing
music curriculum resources. Songs were
selected mainly based on their message
content, such as respecting elders, helping
the community, HIV/AIDS prevention,
while some songs were selected due to their
usefulness in teaching musical concepts
required by the national curriculum. Some
of the songs have already been transcribed
into Western music notation.

In all government schools in Tanzania,
primary school education is conducted
in Swahili while English is the required
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Naomoni Aai-aai
(My God to whom all pray)

Traditional Maasai Women's Prayer Song
transcribed by Seth Mesiaki Ole Sululu

Figure 9. Sample of CAC music curriculum developed

language of instruction for all secondary
schools in Tanzania. Elders from the
various ethnic groups were consulted for the
context of the songs, the original words in
the vernacular language, and the translation
into Swahili. The research team, assisted by
local consultants, then provided an English
translation and developed lesson plans
and concepts based on each song. CAC
has developed an initial music curriculum
resource template and is currently at the
evaluation stage (see Figure 9).

ANALYSIS OF FINDINGS
AND DISCUSSION

There have been many expected results
and other results that were different than
expected. Analysis and discussion will
follow the five phases of the project for
more clarity.

Phase I:
Uraki Pilot Programme in Music

The sample of students having music
as an examinable subject greatly exceeded
expectations, and when the option for
traditional music was added in, the

response from students was even greater.
This demonstrated a strong evidence that
youths were still interested in traditional
culture, despite not having the access
to quality presentations on their own
traditional culture within the government
school system.

Students enrolled in the Uraki music
classes for the first two years since the
beginning of the programme have achieved
a promising level in their traditional and
Western music skills. Some of these
Uraki graduates with music background
have applied to enrol in the Certificate of
Music programme at Tumaini University
Makumira. This is a significant progress.

There are other exciting examples of
success within this study. In 2015, several
students did very well in their music exams,
but failed all the other subjects, which
prevented them from being able to continue
their formal education. Nevertheless, these
students were given an opportunity to
assist in teaching current students music.
With a passion for Western music, they
have continued to learn informally through
YouTube videos, printing out free sheet
music and practising on their own.
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Prior to the establishment of the music
subject at Uraki Secondary School, the
students who failed in every subject were
considered unintelligent and hopeless by
their teachers. However, the fact that they
could score “A” in music (but failed in all
other subjects) shows that they could do
well in a subject with proper training and
effective teaching. Indeed, the time allotted
for the music subject was less than all the
other school subjects. This experiment also
highlights the problems with the teachers in
schools who may not understand the different
ways students can learn. They often read
from their notebooks and have the students
copy and memorising for exams. The poor
exam results show that this traditional way
of teaching does not lead to understanding,
comprehension, and true learning.

Music education is making a real and
positive impact in the livelihood of students
at the Uraki Secondary School, not just
from the academic terms, but also to allow
them to experience a boost in their morale
and self-esteem in at least one part of their
lives.

Phase II:
Initial Mapping of Traditional Groups,
Music and Dance

The initial mapping confirmed what was
suspected from the beginning. Most ethnic
groups, including the Chagga and Meru, did
not actively participate in traditional dance
and music. The Maasai have retained more
of their traditional music and culture. These
were clearly visible in villages and even
cities in Tanzania. Ceremonies were still
abound and many Maasai participate in the
various music and cultural activities.

The obvious limitation for this research
is that if people do not remember their
music and dances (because they are not
using them in their lives) then conducting
this meaningful research is quite difficult.
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The researchers are certain that much music
and dance are lost permanently, especially
from the Meru and Chagga peoples. This is
unfortunate and highlighting the importance
of documenting what little traditional music
and dance that are still remaining.

Phase llI:
Field Research and Documentation

Even though the research team has
successfully accumulated hundreds of hours
of video documentation of traditional events
to date, there have been various challenges.
First, the need of notification that events
are happening. Second, was developing an
understanding with the various communities
that this documentation is for the benefit
of the community and the country and not
for the personal profit of researchers or
documenters. And third would be the issue
of authenticity.

From the beginning, CAC has tried to
ensure the authenticity by appointing only
Tanzanians to run the actual field research,
which included two Maasai doing field
resecarch in the Maasai land, where the
largest amount of information remains. One
advantage of this autoethnographic study is
that these Maasai team members understand
their own heritage well and are accepted by
the Maasai community. It should also be
noted that all CAC team members hold at
least a Bachelor’s degree.

Another issue related to authenticity
is documenting in the original context
as much as possible. This means finding
ceremonies and documenting them, rather
than going to a village and asking people
to perform music that is used at a certain
ceremony. The latter is much easier to
organise, but CAC feels that the act of
finding ceremonies and documenting them
is far more authentic. The challenge comes
in getting good communication to find out
when various ceremonies are taking place.
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The final issue related to authenticity is
payment for information. It is relatively easy
to find people who are willing to sing and/or
dance when payment is offered, but then the
researchers questioned whether they were
getting authentic songs and dances when
they did that. During the process of the initial
mapping, it became evident that some of the
existing documentation for the target area
was not authentic. For example, Chagga
musicians playing an American swing tune
on home-made metal guitar and singing
in the Chagga language is not authentic
Chagga music, even though it is performed
by the Chagga. From the CAC policy, it will
not honour any payment for the initial data
collection, but instead, offering the groups
an opportunity to perform subsequently at
the university with a payment. For the most
part this has worked well in the field work.

Phase 1V: Traditional Music and Dance
Activities for Youth
(Formal and Informal)

The importance of the school outreach
programmes (informal education) cannot
be over emphasised. For instance, when the
students watch a CAC performance, they
often get excited about their own music
and dance. When they were asked before
a performance if their traditional culture
1s important or not, most would say, “no,”
but when they were asked after witnessing
a proper traditional performance, most
of them said “yes.” This result has been
consistent in the government, private, and
international schools. The attitude about the
importance of traditions and culture must
first happen with the younger generation in
order to create a long-term change.

CAC realised even more now that
practical music and dance activities are
essential to any music programme in the
Tanzanian schools. The team is further
convinced that music activities must start

earlier than the secondary school for a long-
term change and success to be achieved.
Most attitudes and interests were cultivated
at the younger age and if a lasting outcome
1s desired then music and dance must be part
of the curriculum in the primary schools in
Tanzania. Even though the inclusion of music
in primary schools in Tanzania is outside
the scope of the current CAC project, this
project creates an important understanding.
By looking at some of the successful
achievements of international schools in the
Arusha area, it is believed that Tanzanian
students can be high achievers when given
the right access to good teachers, resources,
and opportunities.

CAC has discovered that school officials
and non-music teachers are just as excited
by the opportunities presented through
music activities in their schools. As stated
in the findings, every school that CAC has
presented performances and workshops
have requested for more opportunities.
Schools that CAC has yet visited are asking
for opportunities as well. The challenge
is not so much on the desire from the
youth or school officials, but the access
to opportunities, resources, and qualified
teachers.

Phase V:
Developing Curriculum Resources

This aspect of the project is still in the
refining stage. Results drawn from the first
few months of'the initial feedback on the first
curriculum resources developed will result
in a final format to be applied consistently
for the development of upcoming resources.
The initial feedback demonstrated that
teachers found the content and background
information to be helpful, and they wanted
more! CAC is concerned about the quality
of the materials produced during the output
and giving as much authentic information
and context as possible. Once additional

109



G/ﬁ\

MeXAyHapoAHbIM oTaAeA ® International Division

resources are available, the pilot programme
can be expanded to other schools.

CONCLUSION
AND RECOMMENDATIONS

The original research questions were all
addressed in this research:

1. Given an opportunity to learn about
and participate in traditional music,
will school children or students choose
to become engaged in these activities?
This is solidly proved through the formal
and informal activities offered. Students
eagerly chose to become engaged in these
activities.

2. If both traditional and Western music
are taught, will the students be able to learn
both local and Western music skills alike?
The results showed that this is possible,
even though only the Western music skills
are formally assessed in the national music
examinations. Informal assessments are
being developed to assess the traditional
music skills. Despite the fact that most
students tend to excel at either one or the
other (either Western music or traditional
music), students who worked on both have
found success in both.

3. Given an opportunity to learn various
music and dance at their school, will the
students choose to remain more connected
to their traditional culture? This research
question has been harder to ascertain due
to the traditional culture activities taking
place not within the school compounds
and school learning hours and days, but the
students involved in music in the schools
have voluntarily chosen to participate and
connect with some traditional cultural
events. Perhaps it was most notable that
the school students voluntarily attended
CAC regular weekly performances (given
twice per week), considering the fact that
some of these students had to walk several
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kilometres to the CAC site. It is also worth
pointing out that in the last one-month
training offered by CAC for secondary
school students, the majority was from the
Uraki Secondary School. The number of
students wishing to participate exceeded
the number of slots available (30). Students
who were not selected have continued to
visit CAC and often asked when the next
opportunity was.

4. Given the generally poor academic
performance in all academic subjects, will
experiencing success in the music classroom
build self-esteem among these students?
There are a number of students who would
have failed Form II completely and ended
their education, except that their higher
music scores allowed them to continue.
This is quite significant. In addition, some
music students failed every other course
examination and were not successful in
graduating or continuing in their formal
schooling. Without seeing success in
music, these students would have simply
been labelled as incompetent or lazy, but
their good success in music showed them
something different. It is interesting to note
that some of the stronger music students
who failed all of their other subjects are
now assisting the lead teacher, Emmanuel
Ndale, in teaching music at Uraki Secondary
School. These students are highly motivated
and genuinely helping. Their self-esteem
has not been destroyed despite the fact that
they had failed all their courses except for
music.

The results gathered from the four
research questions demonstrate how CAC
has brought a dramatic positive impact to
school students from the first year of its
involvement with the pilot programme at
the Uraki Secondary School to present. The
researchers believe that through refinement,
CAC will be successful in engaging youth to
get involved in preserving their culture and
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slowing down the cultural loss in Northern
Tanzania.

Recommendations from the researchers
include:

1. CAC and the Music Department
at Tumaini University Makumira should
continue their collaboration to develop
resources and expand the teaching of music
to other schools as quickly as possible. These
resources should include both traditional
and Western music contextualised for
Tanzania.

2. CAC should continue to engage
school students through informal and formal
music education opportunities as much as
possible.

3. Once more resources are available
for both curriculum and finances, this
pilot programme should be expanded to
other nearby schools to help refine their
programmes, to provide more practical
teaching experiences for university music
students, and, of course, to provide more
opportunities for school students to benefit
from music education.

4. CAC and the Music Department
need to engage with educators from other
academic institutions in Tanzania, especially
the University of Dar es Salaam, and music
schools, notably Music Mayday (Dar es
Salaam), Dhow Countries Music Academy
(Zanzibar), Kilima Music (Arusha), and
Umoja Music School (Arusha) to foster
more cooperative efforts and ideas in
making tangible and positive changes in the
national music curriculum in Tanzania.

5. Together with the above named
organizations, government officials and
ministries need to be engaged in this bigger
picture for solution in preserving the rich
culture of Tanzania.
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MIPEACTaBUTENS TAaTapPCKOTO CIICHMYECKOTO MCKyccTBa Haudaja XX Beka MibscOeka Kymamiesa-
Amkazapckoro. AHaJIM3UPYIOTCS BBICTYIJICHUS MY3bIKAJIbHO-TEATPAIBHON TPYIIBL, KOTOpas
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he social and societal changes which
I occurred in the early 20th century
became a breakthrough moment not
only in the political and economic spheres,
but also in the domain of culture. These
changes found their reflection in all the
spheres of the urban Tatars’ artistic activities:
the national literature was elevated onto a
new level, national theater emerged, musical
and literary clubs appeared, the concert life
and touring activities of Tatar musicians
were inactivated, and the first gramophone
recordings were created.

The history of the early 20th century
Tatar musical culture has been elucidated
in contemporary research works, however a
number of blank spots has remained which
require further study. The aim of the present
article is to analyze the artistic activities
of the pathfinder of the Tatar theatrical
stage art Ilyasbek Kudashev-Ashkarazsky
(1884-1942). The topicality of this research
stems from the fact that the activities of the
actor, producer and organizer of the first
national musical spectacular performances
Kudashev-Ashkazarsky = have  been
insufficiently studied. The sphere of musical
interests of Kudashev-Ashkazarsky, whom
his contemporaries characterized as a
brilliant musician — harmonist and violinist,
—has remained beyond the scope of previous
research works. The novelty of this work is
stipulated by the incorporation of archival
documents, periodicals, posters, concert
programs, reviews of concerts and evenings,
which have been brought by the author into
scholarly use. Gramophone records with
recordings of musical compositions in
Kudashev-Ashkazarsky’s performances are
examined here for the first time.

Ilyasbek Batyrgareyevich Kudashev-
Ashkazarsky was born in Orenburg, and
in 1899 he graduated from the madrasah
“Khusainia.” Having been a shakird of the
madrasah, Kudashev-Ashkazarsky was

distinguished by his virtuosic performance
on the harmonica and violin and his
expressive recitation of poems by Tatar and
Russian poets. During his studies at the Tatar
tutorial school in Kazan, in 1902, while
being a student, Kudashev-Ashkadarsky
created his first amateur theatrical group
[1, p. 6]. After completing studies in
1904, Kudashev-Ashkazarsky returned to
Orenburg. In 1905, as documented by the
well-known Tatar theater researcher Khasan
Gubaidullin, Kudashev-Ashkazarsky, who
considered it his sacred duty to create a
Tatar theatrical troupe, attracted competent,
goal-oriented young people eager to
become artists!. The troupe bore the name
of “The First Mobile Troupe of Muslim
Dramatic Artists of Ilyazbek Kudashev-
Ashkazarsky.” The imprint of a stamp of
this troupe’s directory placed on one of
Kudashev-Ashkazarsky’s letters confirms
the exactness of the troupe’s legal name?.
The year 1907 saw the beginning of the tour
activities of Kudashev-Ashkazarsky’s troup
through many cities in Russia, the Caucasus,
Crimea, Central Asia and Finland.

A particular trait of Kudashev-
Ashkazarsky’s touring troupe is that the
artists by no means limited themselves
merely to giving performances in Tatar
and Russian. The programs of the evenings
consisted in several portions featuring a
theatrical performance, either a concert
of national music or an international
divertissement, sometimes with the inclusion
of Russian and foreign artists, demonstrations
of “live pictures” and cinematic shows. All
this diversity of musical and spectacular
theatrical performances found its reflection
in the posters preserved up to our days and
the programs of the evenings, informing the
public that the function of their organizer
was carried out by “the directory of
[lyasbek Kudashev-Ashkazarsky.” These
divertissements were given varying titles.
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Thus, in Kazan Kudashev-Ashkazarsky’s
troupe, when performing in a program of a
closed theater in the “Arcadia” garden on
June 13, 1907, presented in the last part of
the evening a Gala-Divertissement-Variety
Show®. According to the information
given in another poster, “The troupe of
Ilyazbek Kudashev-Ashkazarsky in the
summer theater of the Vladimirsky Theater
of Simbirsk on June 24, 1907 is giving a
performance in Tatar and Russian ...<...>
and in the fourth section of the concert
— a Divertissement (i.e., a musical-vocal
divertissement). The theatrical play in
the Tatar language is acted out in national
costumes and with the incorporation
of [Eastern-style scenery. During the
intermissions an orchestra of military music
plays during the intermissions™.

It must be noted that Kudashev-
Ashkazarsky knew Russian very well
and was himself a highly educated man.
With the aim of providing the Tatars
exposure to Russian culture, his troupe
gave performances in Russian, in addition
to their Tatar productions, in this case, in
Simbirsk, of plays by Anton Chekhov. The
preserved posters also provide information
that “during the intermissions there will be
a Little Russian chorus singing, while the
orchestra will play several Eastern pieces™.
The participation of the Little Russian (i.e.
Ukrainian) chorus (cappella) demonstrates
Kudashev-Ashkazarsky’s aspiration to
familiarize the Tatar viewer with the musical
culture of the Ukrainian people.

The troupe also participated in the
entertainment programs at the famous
Nizhny-Novgorod fair. Thus, in the “Follet
Berger” carnival theater the troupe gave a
number of performances in Tatar®. According
to the dates of the newspaper issues, during
the period between August 23 and September
3, along with the theater performances,
there was a benefit performance of Ilyasbek

Kudashev-Ashkazarsky and a farewell
performance organized there. On one of the
posters we read: “The third Eastern night.
The Nizhny-Novgorod Fair. 1907. The
‘Follet Berger’ Garden-Theater. On Sunday,
August 26, the first Mobile Troupe of
Muslim Dramatic Artists, under the direction
of Ilyazbek Kudashev-Ashkazarsky, the first
troupe of its kind in Russia, will give its
third performance in Tatar ‘Ukaz balyasy,’ a
comedy in4 acts by Khakim Zabirov. During
the intermissions on the open garden stage
a splendid divertissement concert was held
with the participation of foreign and Russian
artists”’. The newspaper “Volgar” wrote:
“After the farewell performance, which
attracted rather a large amount of audience,
a heartfelt speech was addressed to the head
of the troupe Ashkazarsky, and a present
was given to him: a golden dinnerware set
and silver objects™®. Next comes an itinerary
of the troupe’s subsequent tours: Kasimov,
Yaroslavl, Moscow, St. Petersburg, Crimea,
the Caucasus, Central Asia, Khiva, Bukhara,
Turkestan.

We find out about yet another tour made
by the troupe to the Nizhny-Novgorod fair
from a preserved advertisement telegram,
which notifies us that in the “Brazilian
Electric Theater” in the garden across from
the Figner Theater “...During the course
of one evening the troupe shall present
a dramatic performance, a cinema show,
and a multifarious divertissement with
international dances™. It must be noticed
that the initial name of the troupe “The First
Mobile Theater of Muslim Dramatic Artists,
the First in Russia” is complemented with
the addition of “...and Vocal Musical Artists
(my italics, I.G.) from the Private Theatrical
Enterprise of the Famous Artist Ilyazbek
Kudashev-Ashkazarsky.” This name of the
troupe remained unchanged in the posters
and programs of the troupe’s tours of the
years 1912-1914.
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The posters and programs indicate that
the divertissement concert of Kudashev-
Ashkazarsky’s troupe proper consisted of
vocal, instrumental and dance numbers.
Thus, the program of the evening held
by the troupe after its performance in
Aktyubinsk (January 13, 1912) included
the following participants and genres:
G. Khudoyar-Khanov — solo singing,
G. Gazizov - storytelling, Fakhriya
Ibatovna Arskaya — solo singing, Ilyasbek
Kudashev-Ashkazarsky — solo on a 5-button
Viennese accordion'’. Information about
the forthcoming divertissement-concert
and theatrical performance (Galiascar
Kamal’s drama “Uinash”) by the troupe in
St. Petersburg on September 22, 1913 was
also given in an announcement published
in the “Musulmanskaya gazeta” [“Muslim
Newspaper”]'!.

In 1913  Ilyasbek  Kudashev-
Ashkazarsky’s troupe, “... having travelled
through the length and breadth of Russia,
already gave a performance in St. Petersburg
at the Chebeco Hall on December 31, close
to the New Year”'?. Starting from January
I, 1914, the troupe begin their tour in
Finland, and from January 24, “...passing
from the Trans-Caspian oblast and the
Turkestan region, through St. Petersburg,
into Finland, having come upon the request
of the Muslim public for the second time to
St. Petersburg...” is giving a performance
in Tatar'®. The names of the participants of
the performance are listed — they are: Fakhri
khanum Arskaya, mademoiselle Ashraf,
G. Aisanovskaya, Ilyasbek Kudashev-
Ashkazarsky, and Sabirbek Gasprinsky.
Information is also given of a performance
by “the musical orchestra” during the
intermissions and dances.

During the course of the tours through
Central Asia in the electric theater “Svet”
[“Light”] of the urban part in the city of
Namangan the troupe gave a performance

with the title of “Grandiose Eastern
Evening” in eight parts. The program of
the divertissement performance in one of
the concert’s sections “...especially for
this evening consists of a mass of diverse
Tatar, Russian, Sartov literary-musical
vocal numbers and chorus”', while during
the intermissions the military orchestra
performed Eastern pieces.

Of special interest is information drawn
from the biography of actress and singer
Fakhriya Ibatovna Arskaya-Kudasheva
(Akhmetova) (1880-1956), the wife of
Kudashev-Ashkazarsky. She received
her first invitation to join Kudashev-
Ashkazarsky’s troupe in 1907, but only
after several years of work in the Tatar
theatrical troupe “Saiyar,” during the
1911-1912 season she began her activities
with Kudashev-Ashkazarsky. After that,
she combined her work in both of these
troupes. The leading actress of the troupe
performed as the “famous Muslim artist
of the Orenburg and Kazan theaters Fakhri
khanum Arskaya.” As she wrote in her
memoirs, “...besides the professional work
in drama, I had to present myself as an
initiator of performances from the stage,
both as a singer and a performer of Tatar
dances among the Tatar population of Russia,
which has also been noted numerous times
by the criticism in the Tatar press, during
the first years of my work on the Tatar stage,
since in those days Tatar women stood aloof
performing on stage, not only with songs
and dances, but even appearing masked (in
makeup) and in theater, considering this to
be shameful and sinful for themselves”'>. As
far back as in 1907 the Moscow newspaper
“Russkoye slovo” [“The Russian Word”]
wrote regarding the appearance of Tatar
women on the theater stage: “Performances
of the visiting Muslim troupe of Mr.
Ashkazarsky began at the ‘Aquarium.’
The troupe consists of young people who
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have achieved good team work and set as
their goal to struggle against the ignorance
and backwardness of the lower classes
of the Muslim population. The troupe has
several Mohammedan women artists, which
presents a rather brave protest against the
Muslim custom which forbids women to
appear in public, especially on stage™'°.
Many  programs of  Kudashev-
Ashkazarsky’s troupe have been preserved
in which information is given for the public
about the concert life of the evening and
about the performed songs. The famous
theater researcher Khasan Gubaidullin
in his manuscript “Bashlap yorucheler”
(“The Instigators™) cites the programs for
the evenings on May 9 and 18, 1914 in
St. Petersburg'”: the theatrical performance
itself, the concert and the dances lasting
until 3 at night. The program of the
concert compiled by Ilyasbek Kudashev-
Ashkazarsky offers a classification of the
performed songs grouped as follows'®: the
first part of the concerts consists of sacred
melodies (munadjats), the second part
includes the following Tatar folk songs
and tunes: ‘“Zilyaylyuk” (“Zilyaylyuk”),
“Gaisha” (“Keleu Gaishe”), “Yakub’s
Melody” (“Yakub koe”), “On the River”
(“Su oste”), “The Top of the Tree” (“Agach
bashy”), and “The River Uil” (“Uel”).
It is also reported that this same part of the
concertwouldalsoincludetheperformances
of Bashkir historical songs popular among
the urban Tatars — “Ashkazar” (“Ashkazar”)
“Tefitlyau” (“Teftiliau), and Sakmar
(“Sakmar’). The third part of the concert
consists of vernacular Tatar songs, motives
pertaining to popular genres, contemporary
songs and melodies: “Did you put on your
apparel?” (“Asyl kidenme sin?”), “Fatikh”
(“Fatyikh,” a man’s name), ‘Pearl-
Sapphire” (“Zheuhar-yakut”), “Kazan Man
— Fine Fellow” (“Kazanets-maladets”),
“The Times” (“Zamana”). Here also the

following songs would be sung: “A Child
of Mishkin” (“Balamishkin), “Black
Bullrush” (“Kara kamysh”), “Wayfaring”
(“Sefer”), “Friday” (“Zhomga™), “The Old
Woman  Gizzelbanat”  (“Gyizzelbannat
kortka”) accompanied on the violin, piano
and mandolin. This repertoire corresponds
to the particularities of entertainment music
of early 20th century urban Tatars.

In the compilation of that evening’s
program Kudashev-Ashkazarsky
demonstrated himself as a true connoisseur
of Tatar folk music, which was familiar to
him from childhood. He performed folk
songs and melodies from his youthful
years on the accordion and the violin with
love. Kudashev-Ashkazarsky’s profound
knowledge in the sphere of the Tatars’
musical culture gave him the opportunity
to convey to the audiences the information
about the areal of dissemination of the
adjudicated songs. The musician’s serious
attitude toward the Tatar people’s musical
culture, his concernment with their future,
have found reflection in his utterances about
the recordings of Tatar songs on gramophone
records. The question concerns a rough draft
of a letter from May 22, 1908 addressed
to a Moscow-based agent of one of the
gramophone companies, Gustav Kemmler:
“My Dear Sir! <...> ... I cannot remain
silent about the following occurrence.
Having read your letter, I learned that the
recording, as it turns out, shall be carried
out not under your personal control, but
that merely technicians shall come to
Kazan for that aim”. “Your people are
not Mohammedans, in all likelihood, they
are people who are very little, and maybe
even not at all familiar with Tatar life, their
everyday traditions, literature, music, their
merits and limitations and stories. After all,
such a state of affairs leads me, as a person
interested in this affair, towards certain
considerations, and I apologize beforehand
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for my boldness to utter to you, My Dear Sir,
here are my ‘particular thoughts’ about this
affair. The thing 1s that Your Company has
begun to deal with the recordings of music
of Tatars from Kazan, Orenburg, Crimea,
the Caucasus and other places for almost the
first time, and for this reason I am absolutely
sure that in the adjudication of the merits
and the flaws of the aforementioned Tatar
literature, poetry and music your technicians
have not acquired enough knowledge and
experience, and, consequently, I could not
make sure of the validity of the course of
business of this kind of recording and the
prevention of a similar gross mistake which
was allowed thereby in the Company of the
‘Gramophone’ Society, namely: the first
time, having discovered the (path towards)
recording of Tat.[ar] rec.[ords], I threw
myself headlong into the process, recording
everything without exception which I could
place my hands on, all sorts of trash, and
thereby polluted my extensive repertoire
by such Tatar songs. <...>. Subsequently,
certain records turned out to have such
ultra-piquant words, that there is cause to
feel uneasy...””.

Kudashev-Ashkazarsky’s own recordings
on gramophone recordings of the Stock
Corporation of the “Gramophone”
Company on gramophone records present
a significant contribution to the history of
Tatar gramophone recording. According
to the data of “Vostochny katalog” [“The
Eastern Catalogue”] of the “Gramophone”
company and the British discographer,
Doctor Alan Kelly, these recordings were
made in Moscow in February 1908 by one
of the leading experts of the “Gramophone”
company Franz Gampe?'.

Kudashev-Ashkazarsky discography is
comprised by speech recordings — dramatic
monologues, poems, short theatrical scenes,
as well as instrumental solos. In the “Eastern
Catalogue” his recordings were indicated

the following way: “Satirical short-stories,
scenes and poems (odes) performed by
the famous artist from the first and only
wandering (mobile) troupe of Muslim
artists in Russia under the direction of Ilyas
Bek Kudashev-Ashkazarsky, Kazan.”

According to the template (production)
numbers of the records from the “Eastern
Catalogue,” the author was able to establish
the successive order of recordings of the
performer’s present session: in the “speech”
section he includes 8 recordings of the
oral genre for the format of the “Mignon”
record, some of which are preserved in
the funds of the National Museum of
the Republic of Tatarstan. The following
recordings are also made in “Mignon”
format — = Kudashev-Ashkazarsky’s
instrumental solo on the harmonica: the
piece “Kaban usti” (“Kaban oste,” “On
the Kaban Lake”) (2932k) and “Khrriat”
(“Khorriat,” “Freedom™) (2933k). In that
same session for the records of the “grand”
format Ilyasbek Kudashev-Ashkazarsky
fixates monologues and poems. It must be
noted that Kudashev-Ashkazarsky was the
first to make gramophone recordings of the
great Tatar poet Gabdulla Tukay “Eulogy of
Tatar Girls” (“Tatar kyzlaryna. Soyam de,
soimim de...”) (N0.65651).

The group of Tatar recordings in the
“speech” section is concluded by Kudashev-
Ashkazarsky’s “scene,” listed as No.6578L,
“Young Tree” (“Yash agach”), while in the
musical section of the present session he
recorded three numbers of the “harmonica
solo” — “Taftilyau” (“Teftileu”, “Taftilyau”)
(No.6589L), “Zilyaylyuk” (“Zileyluk,”
“Zilyaylyuk”) (No.6590L) and “Rekruti”
(“Rekrutlar,” “Recruits”) (No.6591L).

Thereby, in the present Moscow session
of the “Gramophone” company, Kudashev-
Ashkazarsky made fourteen recordings in
the “recitation” section and five recordings
in the “harmonica performance” section. In
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the published catalogues and in the records
of the “Gramophone” company Kudashev-
Ashkazarsky 1s presented as a performer
of “violin and Italian harmonica solos,”
however, in the “Eastern Catalogue” there
was no “violin solos” discovered.

The gramophone records with the
recordings of Kudashev-Ashkazarsky’s
instrumental solos on the Italian harmonica
disclosed by the author in the funds of
the National Museum of the Republic of
Tatarstan are essential for the study of the
musician’s manner of performance.

These are recordings of examples of
Tatar plangent lyrical songs: “Teftilyau”
(“Teftileu”) (No.X-109121), “Zilyaylyuk”
(“Zileyluk™) (No.X-109122), “Recruits”
(“Rekrut’) (No.X-109124) and another
recording — a tune, popular among the
Tatars in the early 20th century, “Khrriyat”
(“Khorriyat’) (No.109105).

In Kudashev-Ashkazarsky’s performance
it is possible to sense a sense of devotedness
to the performance tradition of the folk
musicians at the turn of the 19th and the
20th century, namely, the conjunction of
two melodies of different characters and
genres into one musical number: after the
plangent melodies of the songs “Teftilyau”
and “Zilyaylyuk” we hear a short tune in a
fast tempo. During the course of the aural
analysis of the recordings of the performance
by  harmonica  player = Kudashev-
Ashkazarsky, the musician’s characteristic
traits are revealed: improvisational qualities,
emotionality, and an original rendition of

melodies which are popular among the
Tatars.

Thereby, the preserved concert programs,
posters, the memoirs of contemporaries, the
geography of the itinerary of the concert tours
and the revealed gramophone recordings
of Kudashev-Ashkazarsky’s performances
make it possible to evaluate his contribution
to the history of 20th century Tatar culture
and, in particular, the history of Tatar
gramophone recording. The present work
presupposes the need for further studies of
Kudashev-Ashkazarsky’s musical activities,
the deciphering of his instrumental
recordings secured on gramophone records.
The demonstrated gramophone recordings
provide the opportunity for carrying out
comparative analysis of the melodic material
and the musical specimens of the folk songs
published in compilations in the early 20th
century, as well as to compare them with
the other demonstrated recordings of other
Tatar performers.

Ilyasbek Kudashev-Ashkazarsky
continued his artistic activities during the
Soviet period: he directed Red Army concert
groups, worked in cultural and artistic
institutions of the Tatar ASSR, continued
his active concert engagements, performing
with programs of artistic recitation, and also
in the role of a violinist??. He was awarded
the title of “Hero of Labor” in 1926 [2,
p. 255]. In 2012 Kudashev-Ashkazarsky’s
violin was donated by his relatives to the
Galiascar Kamal Museum of the State Tatar
Academic Theater.
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Throughout his life, Scriabin’s harmonic language underwent an evolution. His late period style
featured a radical break from traditional harmony. This article examines some of the innovations to
be found in Scriabin’s late works.

A general theoretical background on Scriabin’s late period harmonic language is presented, as
it is needed in order to understand the subsequent analyses. Likewise, main philosophical ideas
pertaining to mysticism and theosophy, distilled from Scriabin’s notebooks (recently published in
2018 in an English translation by Simon Nicholls and Michael Pushkin), are summarized.

A detailed analysis of his Etude Op. 65, No. 3 pinpoints the unique features of his late style and
attempts to link certain compositional procedures found late period works after Op. 60, to general
mystic ideas.

Lastly, implications for further Scriabin research are presented.
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[NpUHLUMNbI TOHAABHOW OPraHU3aLMKu B NMPOU3BEAEHUSAX
ArekcaHApa CkpsibrHa nocae cou. 58

Ha npotshkenun Bcell )KU3HU rapMOHHYECKUN s3bIK CKpsiOMHA mpeTeprneBai 3Boitonuo. Ero
CTHJIb TIO3[THETO MIEPUOJIa XapaKTEePU3YEeTCs PaUKaIbHBIM Pa3phIBOM C TPAAUIIMOHHOM rapMOHUEH.
B crarbe paccMaTpuBaiOTCs HEKOTOpPHIE HOBOBBEIEHHS, KOTOPbIE MOXKHO HAWTH B MO3IHUX
npousBeneHusx Ckpsouna. [Ipeacrasnena obias TeopeTuueckasi 0OCHOBa FTapMOHUYECKOTO SI3bIKa
no3nHero nepuoga CkpsOuHa, HeoOXoAuMasl JUIsi MOHUMAHUS MOCIEAYIOMUX aHaJUu30B. TOUHO
TaK K€ CyMMHUPYIOTCS OCHOBHbIE (uiIocoCKUe HIEeH, OTHOCSIIMECS K MHCTUKE U Teocoduu,
JTUCTUUTMPOBAHHBIE U3 3alMUCHBIX KHIDKEeK CkpsiOmHa (HemaBHO omyOsukoBaHHBIX B 2018 romy
B aHruiickoM nepeozae Caiimonom Hukoncom u Muxaunom [TymkuHbIm).

HeranbHpiil ananu3 OT1iona cod. 65 Ne 3 BBISBIAET YHHKAJbHbIC YEPThI MO3AHETO CTUJIIA
KOMITO3UTOPA U MO3BOJISIET CBSA3aTh ONpeesIEHHBIE KOMIIO3UIIMOHHBIE TPOLIEAYPbI, 0OHAPYKEHHbIE
B MO3/IHUX MPOU3BEACHUSIX (TIepuoa nocie cod. 60), ¢ oOUMMH MUCTUYECKUMHU UACSIMH.

Haxowner, chopmynmupoBaHbl BRIBOJBI [ TAIBHEUIIUX UCCien0BaHnl TBopuecTBa CKpsiOuHa.

KiroueBnie cioBa: Asekcannp CkpsOWH, TO3MHUN TEpUON, DTIONBI CO4. 65, MHCTHIIU3M,
Teocodusi, rapMOHUSI.
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hroughout his life, Scriabin’s
Tharmonic language underwent an

evolution. His earliest works were
inspired by the compositions of Chopin,
specifically their abundant use of dominant
seventh chords with added dissonances.
Likewise, Scriabin was influenced by
Chopin’s innovative pianistic textures and
voice-leading techniques. Scriabin’s early
output (until roughly 1900) contained many
works in the genres which Chopin earlier
employed: namely, the Mazurka, Waltz,
Impromptu, Prelude, Etude, and Nocturne.
Scriabin assimilated many of Chopin’s
ideas pertaining to texture, chord spacing,
and contrapuntal figuration. After 1900,
his harmonic language began evolving at a
meteoric pace.

In 1921, in an essay published in “Revue
Musicale,” Boris de Schloezer (Scriabin's
brother in law), was the first to divide
Scriabin’s works into three periods [4, p. 11].
It is generally agreed upon that Scriabin’s
early stylistic period lasted through his Op.
25 (1899), his middle period through Op.
58 (1910) and his late period until his last
completed work: Op. 74 (1914).

Scriabin’s growing interest in theosophy
and mysticism was shared by other Russian
artists at the time. This included modernist
painters  Nikolai Roerich, Margarita
Sabashnikova, and Vasily Kandinsky, poets
Konstantin Bal'mont, Nikolai Minsky,
Max Voloshin, and Andrei Belyi, as well
as philosophers Vladimir Solovyov and
Nikolai Berdiaev [2, p. 14]. Scriabin’s
notebooks (translated into English and
published in 2018) reveal that it was his
exposure to mysticism which inspired him
to develop a new tonal language to express
those ideas through music.

Walter Terence Stace (1886—1967),
an English-born philosopher who taught
at Princeton, wrote several books on
mysticism and is often cited when the

subjectis discussed. He described mysticism
in his 1960 book The Teachings of the
Mpystics: “The most important, the central
characteristic in which all fully developed
mystical experiences agree... is that they
involve the apprehension of an ultimate
nonsensuous unity in all things, a oneness
or a One to which neither the senses nor the
reason can penetrate” [5, p. 14].

An  examination of  Scriabin’s
philosophical writings preserved in his
notebooks (published in 2018 in an English
translation by Simon Nicholls and Michael
Pushkin) reveal that he was fascinated with
mystic concepts years before they were
expressed in his music. Several extracts
from Scriabin’s notebooks (c. 1904—1905)
are reproduced below: “Creation is the act
of distinguishing. Only a multiplicity can
be created. Space and time are forms of
creation, sensations are its content... States
of consciousness coexist... Space and time
1s not separable from sensation. It, together
with sensation, is one single creative act...
And so I wish to create... to bring into
being a multiplicity, a multiplicity within
a multiplicity and a oneness within a
multiplicity” [2, pp. 75 —76].

In 1905 (the year he read Blavatsky’s
La Clef de la Theosophie), Scriabin asked a
question, which he then answered in a radical
manner: How can you express mysticism
with major and minor? How can you convey
the dissolution of matter, or luminosity?
Above all, minor keys must disappear from
music. Minor is an undertone. 1 deal with
overtones. Oh, how I want to break down the
walls of these tempered tones [1, II: p. 107].

By 1910, Scriabin developed an entirely
new, non-diatonic system of harmony
which, arguably, accomplished exactly
that.

Scriabin’s Deux Morceaux, Op. 59
(composed in 1910 but not published until
1912) were his first piano works to use this
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new principle of tonal organization. As
can most strikingly be observed in them,
Scriabin has completely gotten rid of the
traditional harmonic bass motion by perfect
fifths at cadences and replaced it with
motion by tritone. He has also abandoned
key signatures. It should be noted that even
as late as 1908, in his Deux Morceaux, Op.
57 (Example 1), Scriabin could not avoid the
traditional V — I cadence, something which
is entirely absent in his works starting from
Op. 60.

Example 1
a) Alexander Scriabin.  b)

Ending of Op. 57/ 1, Op. 57/ 2,
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The ending of the Prelude Op. 59, No. 2
(Example 2) reveals Scriabin’s new approach
to harmony.

Example 2 Alexander Scriabin.
Prelude Op. 59, No. 2, mm. 56-61
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The most important new characteristics
(first observed in the Op. 59 No. 2) are: the
bass motion by tritone, the use of the acoustic
scale as the main underlying mode, and
chords stacked in fourths. In the last seven
measures of the prelude, every pitch (except
the D-flat in the final chord) is derived from
the overtone series, particularly its upper
partials containing the acoustic scale (see
Scheme 1).

The D-flat in the final chord (Example 2)
is derived from the octatonic scale rising

el

Scheme 1.

The “Mystic Chord”, also known as the “Synthetic
Chord” and “The Chord of the Pleroma” is derived
from the acoustic scale, based on the overtone series

The Overtone Series
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from the same note: C. It has been generally
observed that Scriabin’s use of the acoustic
scale, with the addition of two “foreign”
notes derived from the octatonic scale built
up from the identical initial pitch, is the
central mode of pitch organization to be
found in the works of his late period.

Scriabin himself wrote about his
innovative approach to harmony in the late
works: “Why were harmony and melody
separated in Classical music? Because there
was a polarity between tonic and dominant:
the dominant harmony gravitated towards
the tonic. My polarity is not that of [the]
tonic and dominant, but rather of these two
chords separated by a diminished fifth. It is
completely analogous to the tonic-dominant
progression, the cadence in the Classical
system, only on a different level, one ‘storey’
higher” [3, p. 260].

Sabaneyev believed that this polarity
was connected to Scriabin’s philosophical
beliefs. Bowers quotes Sabaneyev: “He
theorized that the spirit of evil plays a sad
role in Christian theodicy, but for Scriabin
it was not something wicked at all. He was
sympathetic to it and called it the creative
spirit” [1, II, p. 232].

Thatisin factaclearreference to Madame
H.P. Blavatsky’s The Secret Doctrine, a

125



G/ﬁ\

MeXAyHapoAHbIM oTaAeA ® International Division

2020,4

book which Scriabin read closely in 1905.
The concept of the polarity, specifically the
tritone relationship (along with the static
nature of the harmony) can be observed in
Scriabin’s 3 Etudes Op. 65.

AfteraRussiantour,the famousconductor
Willem Mengelberg engaged Scriabin for
three concerts in Holland in October 1912,
and one in Germany the following month.
In June, Scriabin vacationed in Beatenberg,
Switzerland and late that month, Scriabin
wrote to Sabaneyev: “I now inform you
something pleasant for me... a composer
whom you know had written three etudes. In
fifths (horrors!), in ninths (how depraved!)
and.... in major sevenths (the last fall from
Grace!?) What will the world say?” [Ibid.].
Scriabin was referring to his Three Etudes,
Op. 65.

Examining the tonal scheme ofthe Etudes
Op. 65 set, one can discover a connection
between the tonal centers of each etude:

Op. 65/1: Tonal centers E and B-flat

Op. 65/ 2: C-sharp/D-flat and G

Op. 65/3: G and C-sharp/D-flat

When mapped out on a musical staff
(below), it becomes clear that the tonal
centers of each etude (there are always two
because of the aforementioned tritone-link)
belong to the same diminished seventh
chord: G, B-flat, C-sharp, E.

Scheme 2

Op:  65/1 65/2 65/3
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Thus, the Op. 65 is evidently Scriabin’s
only set of etudes with a discernible
overarching method of tonal organization
between works. His idea of limiting the
right hand intervals entirely to 9ths, 7ths
and 5ths created the need to make the top
two voices the primary governing principle

in most of the sonorities. As the analysis of
the Etude Op. 65/3 will reveal, the bottom
note in the right hand is often non-harmonic.
His extensive use of non-harmonic notes in
the Op. 65 (due to the restrictive techniques
used), results in a sound-world which is
more dissonant than virtually all his other
late period works.

Analysis of Scriabin’s Etude Op. 65
No. 3: Form

The Etude Op. 65/3 can be divided into
the following sections:

Section A:  Vivace.
Tonal center: G/D-flat (mm. 1-16)
16 measures

Section B: [ mpérieux.
Tonal Center: C-sharp/G (mm. 17-38)
22 measures (**2 measures missing due
to incomplete sequence)

Section B-1: Impérieux.
Transposed to F-sharp/C (mm. 39-62)
24 measures, with interpolated elements
from the A section.

Section A:  Prestissimo.
G/D-flat (mm. 63-78)
16 measures. Modified return of the
Vivace material.

Section B:  Meno Vivo.
C-sharp/G (mm. 79-102)
24 measures. Return of the Impérieux
plus a coda

Scriabin himself stated: “I need to
be exact [count the measures precisely]
as to make the form crystal clear” [1, I,
p- 332]. Scriabin’s exceedingly clear phrase-
writing, along with his sense of structure
and symmetry in his works, was necessary in
order to make the complex musical material
accessible to the listener. Examining the
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overall structure, the incomplete phrase in
mm. 37-38 is an irregularity which results in
the first “section B” being only 22 measures
in length. As the previous sections were all
16 or 24 measures long (which allowed for
neat 4 and 8-bar phrases), the incomplete
2-measure phrase is therefore quite
noticeable. Scriabin further emphasizes it by
placing it immediately before the shift in the
texture (and tempo) in m. 39, and even adds
the poco accelerando to sharpen the contrast
between the sections (see Example 3).

Example 3 Op. 65/ 3, mm. 37-40
subito meno vivo
poco accel. _
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Aside from that subtle irregularity of
phrase structure, the rest of the etude is
mostly symmetrical in design. Note that
Section A (G/D-flat tonal center) and Section
B (C-sharp/G tonal center) are inversions of
one another. The central F-sharp/C (“section
B-1” in the chart of the overall form) is in
fact a half-step away from the main tonal
area. However, Scriabin skillfully avoids
any implication of the leading tone, as the
harmonic analysis will reveal.

Harmonic Analysis

Examining the Etude Op. 65, No. 3 one
can notice that the slower-moving harmonic
motion is the result of the limited number of
possible sonorities which can be generated
while the right hand throughout this etude
is restricted to perfect fifths. The harmony
(G-F-E-A-B) can easily be extracted
from the figuration and is kept consistent
throughout. This sonority is transposed and
sequenced over the ascending bass notes:
G, A, B in mm. 1-8 (Scheme 3), and that
whole section is transposed in the next

eight-measure phrase (with the main bass
notes E-flat, F, G) which cycles back to the
initial “tonic”.

Scheme 3.
Harmonic reduction of mm. 1-8
(repetitions eliminated for clarity)
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If one takes all the notes present in m.
1 and stacks them in fourths, a seven-note
chord will be produced. This is most likely
how Scriabin generated the main harmony
of the piece (see Example 4).

Example 4 The pitches in m. 1 (except E-flat)
neatly fit into a structure stacked by fourths
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The Etude Op. 65/ 3 reveals an
increasingly minimalist approach to
harmony and texture. While the sonorities
have become more dissonant, there is
less contrapuntal activity and the music is
strikingly less melodic. In the Impérieux
section (m. 17), note that all of the added-
note dissonances are in the right hand (in
this section), above the alternating left hand
seventh chords a tritone apart (Scheme 4).
The top note of the right hand is treated as
a melody, with the lower note in the right
hand (along with the left hand harmonies)
tailored to it.

Scheme 4 A reduction of mm. 17-22
o g be £ e P be e £
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Measures 2932 are importanttoexamine  b) The beginning of Op. 65, No. 1

in order to understand how transitions Allegro fantastico Mocensen 98,853
between “tonal areas” are accomplished in h sler BELEEL LLL £22

i i ; e e
this late-period work (Example 5). While e
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there isno defined “key” in the diatonic sense ot 1 PN | et £ £

in late Scriabin, the bass-line nevertheless
establishes clear tonal centers.

Example 5 mm. 29-32
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Examining mm. 29-32 (Example 8), the
underlying progression is based on a voice
exchange: the bass G natural is picked up by
the top voice in the next measure. Scriabin
once again uses the tritone link between
seventh chords freely. The bass motion is
best understood as an ascent by minor third
from D-flat/C-sharp to E.

The Prestissimo recapitulation (from m.
63) is an exact repeat of measures 1-16.
Likewise, the next section in mm. 79-86
is an exact repeat of mm. 17-24. The final
16-measure phrase (starting in m. 87) serves
as a coda to the etude. It starts out as a
continuation of the /mpérieux material, and
finishes with an eight-measure reference
to the opening of the Etude Op. 65, No.
1, confirming that the Three Etudes Op.
65 were indeed envisioned as a cycle by
Scriabin (Example 6 a, b).

Example 6 The ending of the Op. 65/1
is related thematically to the opening of the Op. 65/3

a) The ending of Op. 65, No. 3
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Implications for Further Research

The analysis of the Etude Op. 65
No. 3 explored the various innovations of
Scriabin’s late period style. One possibility
for further research is determining if
Scriabin’s last completed work, Five
Preludes, Op. 74, which feature a higher
level of dissonance than his preceding
works, employ any new compositional
techniques not found previously in his
output. Chia-Lun Chang’s dissertation on
the Preludes Op. 74 presented an in-depth
analysis of each prelude but did not venture
into a comparison with earlier works.
Another important topic for further research
is Scriabin’s treatment of thematic material
in his late period Sonatas.

The  progression  towards  the
simplification of thematic material has been
observed to some extent in the Etudes Op.
65. This topic is covered in far greater detail
in my DMA dissertation “The Evolution of
Alexander Scriabin’s Harmonic Language
and Piano Textures Across his Etudes Op. 8,
42 and 65. Undoubtedly, Scriabin’s theme-
constructions within larger scale forms
evolved along with his harmonic language.
Lastly, the surviving Mystery (Mysterium)
sketches certainly are in need of detailed
study.
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Alexander Nemtin’s Concerto for Organ

Moscow-based composer Alexander Nemtin (1936-1999) is best known for his completed
version of Alexander Scriabin’s “Prefatory Action,” a mystical musical composition conceived
by the famous composer during the last years of his life, which was not destined to see the light
of day. In 1970 Nemtin took on himself the task of recreating the “Prefatory Action,” which he
completed in 1996. It is an immense musical score in three parts for orchestra, chorus, solo singers,
piano and organ. Nemtin’s own musical compositions are much less known to musicians or music
lovers. They are written mostly in a traditional style, with predominantly diationic harmonies, their
textures follow the vein of Romantic instrumental music with a very moderate implementation of
neoclassical and more modernist elements of 20th century music. Among them is a large-scale work,
titled the Concerto for Organ, which was composed in 1963. This composition is for solo organ,
although in the large scale of its instrumental texture and the six varied movements comprising
its overall formal design, it validates its somewhat extraordinary title. The Concerto for Organ is
characterized by extended diatonic harmonies complemented with a large number of dissonant
sonorities. It contains a dialogue with the Baroque style and elements of stylization in the vein of
Bach and other Baroque composers. Stylization in the Concerto for Organ is expressed most visibly
by its adherence to the genres of the Baroque period — preludes, canons, chorales, arias, ricercars
and fugues. Nemtin’s Concerto follows an extended tradition of lengthy and massive works for solo
organ and organ with orchestra. Its academic formal qualities, broad use of contrapuntal techniques
and adherence to well-known Baroque genres makes it aesthetically closer to the German organ
tradition. In his instrumental composition of a large-scale genre Alexander Nemtin demonstrated
himself as a master of large-scale form capable of thinking in categories of massive dramaturgy
and philosophic thought. He has established his place in music history not only be creating the
completed version of Scriabin’s “Prefatory Action,” but also with his own musical compositions
which continue the tradition of orchestral, vocal and chamber instrumental music by 20th century
Russian composers.

Keywords: Alexander Nemtin, Concerto for Organ, organ music, large-scale form, prelude,
canon, aria, fugue, stylization, stylistic dialogue with the Baroque period.
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ArekcaHAp HemTuH: KoHuepT AAS opraHa

MockoBckwii komnozutop Anekcarnp Hemtun (1936—1999) B Gonbiieit Mepe U3BECTEH CBOCH
3aBepm€éHHON Bepcueit «lIpensaputenbHoro [leiictBay Anekcanapa CkpsOuHa, MUCTHUYECKOTO
IPOU3BEJECHUS, KOTOPOE KOMIIO3UTOP IUIAHWPOBAJ COUYMHUTH B IOCJEIHUE TOAbl CBOCH KU3HU.
Ho emy He Ob1m0 cyxaeHo 310 ocymectBuTh. B 1970 rogy HeMTuH B3sics 3a MPOEKT €ro
BOCCTaHOBJIEHUS U 3aBepIui ero B 1996 rony. [lonyuniocs rpoMagHOe HOJIOTHO U3 TPEX YacTeH JIs
OpKECTpa, XOpa, COIMMCTOB, (popTenrano u oprana. MeHee U3BECTHBIMH OCTAIOTCSI OPUTHHAIIBHBIE
counHenusi Hemtrna. OHM HanmucaHbl PEUMYIIECTBEHHO B TPAJULMOHHOM cTuje. B rapmonun
npeoOnagaeT pacuMpeHHas TUaTOHHKA, (aKTypa — B JyXe POMaHTHYECKOH MHCTPYMEHTaJIbHON
MY3BIKA C YMEPEHHBIM BHEIPEHHUEM HEOKJIACCUYECKHX M 00Jee MOJACPHUCTCKHUX JIEMEHTOB XX
Beka. Cpeau Npou3BEICHUM KOMIIO3UTOPA €CTh KPYITHOE COUYMHEHME /71l opraHa coio — Konuept
JUIsl opraHa, HanvcaHHbId B 1963 rony. Konuept no MmacimraOHOCTH HHCTPYMEHTANbHON (PakTyphl,
MHOT04aCTHOM ()OPMBI, COCTABIISIOLIEH I1I€CTh HEPABHBIX YACTEH, U IPOIOJIKUTEILHOCTH 3By YaHUS
okosio 40 MHUHYT, BIOJIHE OIpaBIbIBaeT CBOE jkaHpoBoe peuieHue. Kommosurop ommpaercss Ha
pacIIMPEHHYI0 JHAaTOHUYECKYI0 TOHAJIBHOCTh, JIONOJHEHHYIO MHOXXECTBOM JIMCCOHAHTHBIX
CO3BYYHIl, MPEJICTABISIET JUAJIOT C SI3bIKOM OapOKKO, 3JIEeMEHThl cTuim3anuu baxa u apyrux
O6apouHbIx KomMno3uTopoB. Ctunuzanus B KoHuepre /Ui opraHa BelpakeHa OCOOCHHO HAIISIHO
yepe3 oOpalieHne K jKaHpaM 3TO0XH O0apOKKO — TIPENIONH, KaHOHY, XOpajly, apuH, pHuepKapy
u ¢yre. Konuepr HemTuna crnenyer oOmIMpHONH TpaaULMMU HPOJOJIKUTEIBHBIX 10 BpEMEHU
KPYITHOMACIITAOHBIX MY3BIKAJbHBIX MPOU3BEACHUN NJIS COJI0 OpraHa M OpraHa ¢ OPKECTPOM.
Ero akanemuueckue, KOMIIO3UIIMOHHBIE KayeCTBA, IIMPOKOE MCIIOJIB30BAHUE Pa3HOBUIHOCTEN
noau(OHNYECKOW TEXHWKH M CIIEJOBAaHHE HW3BECTHBIM J>KaHPaM SIOXH OapOKKO IOKAa3bIBAET
ICTETUYECKYIO OIM30CTh HEMEIIKON OpPraHHOM TpaJUIUH.

B cBOEM MHCTpYMEHTAILHOM COYMHEHHMH KPYITHOTO jkaHpa Anekcanap HemTuH nposiBui cedst
KaK MacTep KpyMHOH (opMbl, cIOCOOHBIM MBICINUTh B KaTeropusx MacIiTaOHOW ApamMaTypruu,
NPOJOJDKAIONICH Tpaguiud CHUM(OHHMUYECKOH MY3bIKH POCCHHCKHX KOMIO3UTOpPOB XX BeKa.
OH ocraics B HCTOPUM MY3bIKM HE TOJBKO KaK MY3bIKaHT, BOCCO3aBIIMHA CKPSIOMHCKOE
«IIpenBapurenbHoe JleiicTBO», HO U KaK aBTOp COOCTBEHHOW OPUTHMHAIBHON MY3bIKH.

KnroueBble cnoBa: Aunekcannp Hemtun, Konuepr mns oprana, opraHHas My3bIKa,
KpynHoMacmtTabHas ¢opMma, Ipentoaus, KaHOH, apus, Qyra, CTUIU3AIMsA, CTHJIEBON JAHAIOT
C 3I0XO0H 6apOKKo.

oscow-based composer Alexander
Nemtin (1936-1999) is best
known for his completed version
of Alexander Scriabin’s “Prefatory Action,”
a mystical musical composition conceived
by the famous composer during the last years
of his life, which was not destined to sce

the light of day. It was supposed to precede
the “Mystery,” an eschatological work, for
the performance of which, according to the
composer’s conception, all humanity was
supposed to gather in its totality in India in
a specially built temple to be immolated in
spiritual rapture and pass onto a different
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state of being. During the final years of his
life Scriabin wrote the literary text to this
composition, and then the music, which he
played from memory, but did not have time
to notate onto music paper, except for a
few sketches. Composer Leonid Sabaneyev
testified in his book “Memoirs of Scriabin”
that the composer played large fragments of
the music from memory, which made a most
vivid impression. Unfortunately, Scriabin
did not have the opportunity of writing the
music down: unexpectedly he fell ill with
blood poisoning and died. As Sabaneyev
wrote with a strong sense of bitterness, all
the music “was irretrievably lost.” All that
remained, besides the literary text, were 53
pages of musical sketches. In 1970 Nemtin
took on himself the task of recreating the
“Prefatory Action,” which he completed 26
years later, in 1996. What turned out was
an immense musical score in three parts
for orchestra, chorus, solo singers, piano
and organ, lasting for two and a half hours.
The music literally followed the events of
Scriabin’s literary text, although the text
itself was completely absent from the vocal
parts. The entire composition, as well as its
separate parts, was performed numerous
times in Russia and in other countries,
including Germany, Finland, the USA,
Japan and Australia. The latest performance
of the entire work took place on May 21,
2015 at the Music House in Moscow by the
Evgeny Svetlanov State Orchestra and the
Sveshnikov Chorus under the direction of
Vladimir Yurovsky with Alexander Gindin
as the solo pianist. Nemtin’s rendition
of Scriabin’s mystical conception in its
realization emphasizes the dramatic and
epic elements of the great composer’s style,
greatly enhancing the tragic element, while
not expressing in full his ecstatic moods.
Alexander Nemtin was born in Perm in
1936. He studied composition with Mikhail
Chulaki at the Moscow Conservatory

2020,4

from 1955 to 1960. From 1959 to 1975
he participated in the Moscow Electronic
Studio at the Scriabin Museum, along
with Alfred Schnittke, Edison Denisov,
Sofia Gubaidulina, Eduard Artemiev and
Stanislav Kreichi. The final decades of his
life were almost entirely devoted by him to
the grandiose task of completing the music
of Scriabin’s “Prefatory Action.”

Nemtin’s own musical compositions
are much less known. There are several
reasons for this: the composer himself had
not engaged in popularizing his own works
during his lifetime, and after his death his
contemporaries have not devoted much
attention to his legacy. At the same, it must
be brought to the public’s attention that
Nemtin composed two sonatas for piano,
one sonata for violin and piano, ten Poems
for piano (three of which were published
by “Gunmar Publications” in the USA in
1992), two symphonies for large orchestra,
a Concerto for Organ, songs for voice and
piano, two song cycles — “The Stars are
Falling from the Heavens to the Earth™ for
baritone and piano on poems by Hungarian
poet Sandor Petofi and “Japanese Songs”
for tenor, oboe, horn, violin and harp on
verses by Japanese poets — as well as several
electronic compositions for the famous
ANS synthesizer constructed by engineer
Evgeny Alexandrovich Murzin. The latter
were composed at the Moscow Electronic
Studio in the Scriabin Museum in the 1960s
and early 1970s. The peculiarity of this
unusual electronic instrument lies in the
fact that the composer who creates music
on it essentially draws on a glass covered
with mastic, then passes this glass through
a laser ray of light, as a result of which all
the portions of the glass where the mastic
is scraped off sound out, thereby creating
music. On this instrument it is possible to
create abstract electronic sounds, create
precise pitches, including microtonal ones
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in different temperaments up to 72 notes per
octave, and also by means of the overtones
formed of the existent pitches to recreate
the sounds of real orchestral instruments.
Nemtin’s musical compositions are
written mostly in a traditional style.
Their harmonies have a predominance of
extended diatonicism, which transfers into
chromaticism and atonality in only a few
separate instances. Their textures follow
the vein of Romantic instrumental music
with a very moderate implementation
of neoclassical and more modernist
elements of 20th century music. They are
expressive in their emotional content and
are characterized, among other things,
by inherent paradoxical features and
occasionally even a peculiar sense of humor.
Nemtin’s orchestral works follow the line
of the 20th century Russian symphonic
tradition stemming from the works of
Nikolai Myaskovsky. Even the composer’s
electronic compositions demonstrate visible
elements of traditional musical language
with memorable harmonic and melodic
progressions. Nonetheless, a few of the
latter works also incorporate microtonality,
albeit, in a way compatible with diatonicism.
It must be observed, however, that despite
the fact that Nemtin obtained his fame by
completing Scriabin’s great conception,
most of his compositions do not show
any direct influence of Scriabin (with the
exception of his First Sonata for Piano and
his Three Poems in memory of Scriabin,
published by “Gunmar” Publications).
Nemtin’s compositions include a
large-scale work, titled the Concerto for
Organ, which was composed in 1963. This
composition is for solo organ, although in
the large scale of its instrumental texture,
the numerous movements comprising its
overall formal design, and its duration of
over 40 minutes, it validates its somewhat
extraordinary title. The work consists of

six varied movements: 1. Praeludium,
2. Canon Perpetuus, 3. Chorale, 4. Aria,
5. Ricercato and 6. Fuga. They are very
different from each other in their respective
durations, instrumental textures and overall
characters. The titles of the movements and
their particular order suggest an affinity
to Buxtehude’s organ works consisting
of many movements, with the exception
of the Aria, which follows to a greater
degree the tradition of J.S. Bach. The first
movement, the Praeludium consists of two
sections, and the Fugue finale consists of
four sections, as the result of which the
entire composition contains additional
subdivisions (altogether, the composition
may be subdivided into ten sections).

The Concerto for Organ is characterized
by extended diatonic  harmonies
complemented with a large number of
dissonant sonorities. It contains a dialogue
with the Baroque style and elements of
stylization in the vein of Bach and other
baroque composers. The incorporation of
the genre of a large-scale Baroque cycle
and the dialogue with the Baroque style
were also approbated by the composer in
his “Suite in Old Style” for piano, while
stylization was used in the Second Piano
Sonata, which consciously alludes to the
manner of Beethoven’s music. Stylization
in the Concerto for Organ is expressed
most visibly by its adherence to the genres
of the Baroque period — preludes, canons,
chorales, arias, ricercars and fugues. Traits
of these genres are especially visible in the
contrapuntal textures of the second and sixth
movements, the homophonic texture of the
chorale and the melodicism of the aria.

Nemtin’s Concerto follows a lengthy
tradition of lengthy and massive works
for solo organ and organ with orchestra,
consisting of numerous movements,
including Handel’s organ sonatas and
concertos, Felix Mendelssohn’s sonatas for
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organ, Edward Elgar’s Sonata for organ,
Josef Rheinberger’s organ sonatas and
concertos, Francis Poulenc’s Concerto for
Organ, Timpani and Orchestra, Charles-
Marie Widor’s Symphonies for organ and
Olivier Messiaen’s “Messe de la Pentecote”
and “Livre d’Orgue.” Its academic formal
qualities, broad use of contrapuntal
techniques and adherence to well-known
Baroque genres makes it aesthetically closer
to the German organ tradition, rather than
the French, as does its lack of indication
of specific registers and shadings of color,
leaving the decision of using specific organ
timbres to the performer. This aesthetic
closeness to the German tradition holds
true to many Russian composers of organ
music, including Vladimir Odoyevsky,
Boris Sabaneyev, Oleg Yanchenko and
Alexander Vustin (in his “White Music” for
organ). Among the organ works by Russian
composers, Nemtin’s Concerto for Organ
bears the most similarities to Yuri Butsko’s
organ cycles, “Polyphonic Variations on
an Early Russian Theme,” “Large Organ
Book” and “Second Large Organ Book”
in its grandiose conception of a large-scale
solo work of symphonic scale consisting of
many movements. In its stylistic direction
Nemtin’s organ composition adheres strictly
to the main features of the composer’s
manner of composing during that period of
his music.

Nemtin subsequently included significant
organ parts in his orchestral compositions,
especially in the Second Symphony, to
enhance the tutti orchestral sections,
emphasizing the fullness of the orchestral
timbres and the religious character of the
sections of the work which denote the
dramaturgical apotheosis. In Nemtin’s
completed version of Scriabin’s “Prefatory
Action” the organ is incorporated chiefly in
the Third Part of the work, where the music
depicts the spiritual revelation experienced
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by a warrior-turned-prophet upon his
encounter with the chief female deity
denoting death. In this music, the instrument
expresses the prevalent religious and
mystical feeling, and is used in conjunction
with a sparse orchestral texture, to which
is added the solo soprano and chorus,
performing soft and delicate lyrical music.
The first movement of Nemtin’s
Concerto for Organ, titled “Pracludium”
(“Prelude”), consists of two sections: a slow
one (Andante Maestoso) and a faster one,
the latter gradually changes into speedy
tempo (Andante piuttosto Allegro). The first,
slow section (Example 1) virtually presents
a chorale consisting of three parallel
periods (each containing two sentences),
altogether comprising a ternary form. The
diatonic harmony in the key of F major,
the simple, memorable melodic phrases on
a forte dynamic mark and the homophonic
chorale-like texture are embellished with
an abundance of sharp dissonances in
the harmony, similarly to many works by
Stravinsky from the neoclassical period,
and a thick six-voice texture, including two
voices in the pedal part. The second section
(Example 2) is characterized by virtuosic
passages in the parts of both hands and
the pedal. It begins with fragmented 16th-
note passages with intervals of thirds in
the pedal for three beats of the measure,
answered by a figure played by both
hands for one beat. Then the compound
phrases gradually become lengthened, and
the passage in the pedal lasting for three
measures is echoed by several three- and
four-measure phrases in the manual part.
Then the texture expands and becomes
more elaborate. Over the virtuosic passages
in the right hand of the manual it is possible
to hear the melodic sounds of the chorale
comprising two sentence phrases. After
the discernible cadence in G-flat major the
initial homophonic chorale texture returns,
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this time more thinned out, with fewer
voices present. The first sentence of the
final period, nine measures long, consists
of three, and then four voices at a piano
dynamic mark. The second sentence, six
measures long, reminds to a greater extent
of the beginning of the chorale with its six
voices (expanding to nine voices in the
culmination) and the indication of the forte
dynamic mark, which changes to piano only
on the final F major chord.

The second movement “Canon
perpetuus” (“Perpetual Canon™) bears the
tempo indication of Allegro moderato. The
texture of this movement, correspondingly
to its title, is built on the techniques of
contrapuntal imitation and canon. The theme
in quarter notes in the right hand reminds
of J. S. Bach’s theme from “The Musical
Offering,” albeit in the major key of B-flat
major. Starting from the second measure
it 1s followed by the answer in inversion
in the left hand gravitating to the key of D
minor. Already in the second measure of the
theme (following the initial Bach theme, but
twice as fast) there are 16th-note durations
introduced, which pass onto the left hand in
the third measure (Example 3). Following
that, the theme is developed to the degree of
intensification of the chromatic harmonies.
The initial subject is repeated in m. 6 in the
right hand in the key of A major, and in the
following m. 7 it is followed by the answer
in the right hand in the key of C major. In
m. 8 the main theme appears in the pedals
in augmented durations of half notes, while
both hands of the manual continue the
unfolding of the second motive of the theme
in 16th-note durations. After that the themes
are not stated for a lengthy period of time,
which makes this section resemble a fugue
episode. Here the second motive from the
16th-note theme unfolds itself in both hands
playing the manual, while the part of the
pedal contains a succession of quarter and

eighth-note valued notes unfolding the first
motive of the theme. In m.9 in the right
hand there is a 32nd-note passage added
to the 16th-note passages four a quarter of
the measure — it 1s imitated in the following
measure 10 in the left hand. After this,
the repeating motives consisting of 16th
notes are at times complemented by more
virtuosic passages of 32nd notes.

Starting from m. 19, the 32nd-note
passages gain equal status with the 16th-
note passages, while in m. 25, which
presents the culmination of this movement,
the former passages appear in both hands of
the manual. From m. 26 the initial motive of
the main theme, expressed in quarter-notes,
appears one beat late in the right hand in
inversion in the key of C minor, then in m.
27 it is presented in the left hand in its prime
form in the same tonality. This is followed
by a lengthy episode where the 16th-note
motive, complemented by eighth notes
and 32nd notes, is unfolded. The primary
motive of quarter notes reminding of
Bach’s theme appears in the main tonality
of B-flat major, first in m. 38 in the right
hand, then in m. 39 in the left hand in the
form of inversion, after which the second
movement of the cycle ends abruptly. There
1s a repeat mark at its end, indicating that
the entire movement starting with m. 3 must
be performed a second time — this brings the
meaning to the context of the title, which
suggests that the canon may be repeated
perpetually or indefinitely. However, in
reality, the repeat sign indicates only one
repetition of the entire movement. Most
likely, following the end of the movement,
the organist must make a decision — either
to emphasize dramatically the abrupt end of
the movement with a dramatic pause, or to
pass swiftly to the following movement of
the cycle without pause.

The third movement of the Concerto
for Organ, title as “Chorale,” is the shortest
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one, as it consists of only 19 measures. It is
in the key of B-flat major, which connects
it with the preceding second movement.
By marking the movement’s tempo and
emotional character with the tempo
indication of Tranquillamente (tranquilly)
and with the dynamic mark of pianissimo
the composer wished to emphasize the
peaceful character of this short movement,
which contrasts greatly with the more
dynamic chorale in the first movement
and the dramatic contrapuntal flow of the
second movement. The chorale begins with
a four-voice texture (two in the right hand,
one in the left hand and one in the pedal),
then starting from m. 11 the number of
voices increases to five, and in the last two
measures, on the cadence — to six voices.
Just as the first movement, it also begins on
an upbeat. The development of the chorale
is in binary form, in which the first section
comprises a 10-measure parallel period
of two 5-measure sentences. The second
section features the movement’s remaining
9 measures. The inner fragmentation is
less perceptible here, and only after the
appearance of the fifth voice there is a sense
that all the voices stop for the cadence.
The conclusive passage creates a unified
motion, which lasts until the final cadence.
The most intriguing element of this chorale
is the melody, the development of which
is allocated between the upper voice in the
right hand and the pedal part (Example 4).
The upper voice, which according to all
the rules is designed to present the main
theme of the chorale, states a theme which
remotely reminds of a Lutheran chorale,
while in the pedal part in the tenor octave
we hear a theme which is a variation the
main melody of Bach’s “Musical Offering.”
In m.1 this theme is presented in the pedal
part in inversion in D minor, in m.6 it
sounds in inversion in the key of C minor,
and in m. 11 — in its prime form in B-flat
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major. The harmonic language, despite the
distinctive tonal centeredness on the key
of B-flat major, contains a greater number
of dissonant harmonies than the first two
movements do; there is a lot of crossings
in the chorale’s voices, as in the parts of
the two hands, which, among other things,
creates a humorous effect.

The fourth movement, titled “Aria,” is
written in the key of F-minor and contains
the meter of 6/4 and a slow Adagio tempo.
In all its attributes it plays the role of a
“lyrical” slow movement of a sonata or
suite cycle of many movements, while the
third movement, the “Chorale” may be
viewed as an introduction to it. The “Aria”
is in ternary form with elements of through
development and a homophonic texture
with a highly prominent melodic voice.
The first 48 measures contain the rhythm
of a passacaglia with a regularly repeated
chord progression in 12-measure phrases.
During its first presentation the chord
progression takes place without a melodic
voice (Example 5). The strong reliance on
diatonicism is combined with digressions
towards remote keys and harshly dissonant
chords. On the next-to-last quarter beat of
m. 12 a melodic voice enters in the right
hand, perceived as an apparent stylization
of music from the baroque period. The
constant ties of several long notes (e.g.,
a half note tied to a dotted whole note in
the following m. 13, etc.) are followed
by a group of five quarter notes filling up
m. 14 (Example 6). Such a combination
of rhythmic values is characteristic of the
melody all through its entire statement for
25 measures. During the course of this time
the chord progression of the passacaglia is
stated twice (mm. 13-24 and 25-36). After
this the passacaglia’s chord theme sounds
one more time without the melody, just
like in the beginning (mm. 37—48). On the
upbeat to m. 49 the melodic line appears
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once again, first presenting a variation of
the initial statement of the melody, and
then developing freely, without any literal
repetition. At the same time changes also
occur in the harmonic progression. This is
how the middle, developmental section of
this movement begins. In the following 12
measures (mm. 49-60) the initial twelve-
measure duration of the repeated chord
progressions is retained, and in m. 61 the
beginning of its subsequent statement
may be perceived. However, after this
a disruption occurs in the succession of
twelve-measure phrases. The following
chord progression consists of 24 measures
(mm. 61-84); we perceive here thickened
instrumental texture and heightened tension,
the culmination of which occurs on m. 78,
where two separate voices are sounded in
the pedal part. In m. 81, closer to the end of
this section, the pedal part becomes silent,
and the entire texture is rarefied to a solo
melodic line in the right hand. The F minor
chord sounding in the pedal and the left
and with a half-note duration, comprising
the last two beats of m. 84, presenting an
upbeat to m. 85, indicates the obvious
beginning of the recapitulation. At the same
time, the passacaglia theme returns only
after nine measures, on the upbeat to m. 94,
and is stated only once (mm. 94-105). The
melodic line here presents a variant of the
first statement of the initial melody in the
beginning of the movement (starting from
the upbeat to m. 13). On m. 105 there is an
indication of a ritenuto, while m. 106 marks
the beginning of the coda. The latter features
a modulation to the key of C major, the key
signature disappears, the tempo changes
to Lento, which 1is slower than the initial
Adagio. The harmony in the coda, which

lasts 12 measures, is transfigured to a purely
diatonic kind, which is devoid of harmonic
deviations and dissonances (Example 7).

It 1is especially noteworthy that
subsequently Nemtin used the entire musical
material of the “Aria” from his Concerto
for Organ in his electronic composition
“Voice,” the melody of which is performed
by a live soprano singer and recorded,
while the accompaniment is realized on the
ANS synthesizer, which, as it is known, is
capable of fixating precise pitches. On the
recording of the vocal line the composer
cut out all the pauses indispensable in a
vocal performance and thereby changed
the recording incorporated in the electronic
composition in order to create the effect of the
singer sounding out lengthy vocal passages
on one breath. It must be highlighted that
the electronic composition “Voice” in no
way creates the effect of an “arrangement”
of music initially composed for organ. It
sounds entirely as an original composition
conceived of in terms of electronic sounds,
and even possesses a texturally derived
mystical emotional element, differing from
the more semantically definite music of
the “Aria” within the Concerto for Organ.
Only direct familiarization with both works
makes it possible to fathom the connection
between them.

The fifth movement of the cycle,
“Ricercato” presents yet another short
slow interlude between two large-scale
movements (Example 8). Bearing the tempo
indication of Grave, the theme consists of
17 measures. Thereby, this movement is
even shorter than the “Chorale” in terms
of the number of measures, albeit, longer
in terms of actual duration, due to its
slower tempo. In its texture the music in

' The term “ricercato” presents a variant of “ricercar,” the term of the instrumental genre from
the Renaissance, although the literal translation of “ricercato” from the Italian means “popular,”

“wanted,” “sought-after,” “cherished.”
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it reminds of vocal compositions from the
Renaissance era. Bearing the time signature
alla breve, 1t begins with the large durations
of breves (double whole notes), whole and
half notes, and only after a few measures
do quarter notes appear. The pedal part and
the parts of two hands contain two notes
each, which in their combined sound create
a polyphonic texture. The main thematic
motive of this movement is the interval of
a perfect fifth, which in m.1 sounds in the
pedal part (F-C), then appears in the part
of the left hand (D-A), and then in m.2
in the part of the right hand (G-D). Such
unhurried contrapuntal unfolding is what
comprises the main constructive element of
this short movement. During the course of
the entire movement there is a perceivable
division into four-measure phrases, since
in measures 5, 9 and 13 the main perfect
fifth motive comes in (either in prime form
or in inversion). Although the quarter-note
durations first appear in m. 4, starting from
m. 10 and until the end of the movement
many more of them appear, sounding on
equal footage with the other durations. In the
last two phrases there is an increase in the
amount of formed harmonic and intervallic
dissonances, many of them, similarly to
such intervals in the “Chorale” movement,
consciously create a humoristic effect.

The final sixth movement of the
Concerto for Organ, “Fuga” (“Fugue”) is the
lengthiest, most emotionally grandiose and
technically virtuosic movement of the cycle.
The movement is unified by continuous,
albeit varied contrapuntal development, but
in several of its fragments the composer
deviates from it in favor of a homophonic
texture, as well as occasional fragments
with virtuosic, linear textures. Thereby,
the “Fugue” bears resemblance to such
compositions by Beethoven as the “Grosse
Fuge” for string quartet opus 133 and the
finale of Sonata for piano No. 29 opus 106.
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The fugue subject is comprised of several
motives which are developed separately
from each other in various sections of the
fugue. The first five measures present the
introduction, in which several melodic
motives and types of accompaniment
figurations are demonstrated, the chief of the
latter is the octave figuration (Example 9). In
mm. 6—10 the right hand presents the main
subject of the fugue, which consists of three
motives: (1) a major seventh-chord arpeggio
followed by a major second down in the key
of A major (A-C#-E-G#-F#) stated in quarter
notes, followed by (2) a melodic figuration of
eighth notes, and concluded with (3) a four-
note figure consisting of the pitch D-flat in
different octaves (previously this presented
an element of the accompaniment) (Example
10). The fugue answer appears in m. 9 in the
left hand in the key of C# major. Following
this, the fugue subject is sounded alternately
in the right and left hands in various keys,
and only once, in m. 19 — in the pedal part.
The aforementioned octave motive appears
occasionally. At times the accompaniment
brings in this “octave motive,” which also
forms the third motive of the main fugue
subject.

The first episode appears in m. 27 after
the first cadential passage in the previous
measure. The second fragment of the fugue
subject (the eighth-note figuration) sounds
in m. 36 in the right hand. At the same
time, a new theme forming the second
subject, consisting of quarter notes, appears
in the pedal part. It resembles Bach’s
“theme of the cross” or BACH theme,
albeit presented with pitches separated
by broader intervals: Eb-D-G-F-Eb
(Example 11). In m. 38 this theme also
appears in various voices of the contrapuntal
texture as the stretto in the following
section, which forms an episode within
the fugue (mm. 38-51). The even motion
of all the voices in quarter-note durations
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remotely resembles here the chorales in the
first and third movements (Example 12).
The following section of the movement
once again presents multiple appearances of
the fugue’s first subject, both in its entirety
and in fragment (the second element). The
fugue subject sounds here in inversion,
while its intervals are expanded to pure
and augmented fourths. Upon the statement
of the second fragment of the subject the
eighth notes give way to groups of six (mm.
58—60 and 64-65). The following section
(mm. 70-78) is another episode, which
leads to a cadence on a virtuosic passage.
This section in the upper voice played by
the right hand brings in the first motive of
the fugue subject modified into descending
perfect and augmented fourths: G-D-A-E-
B-F#-C# on a pedal point of D and with an
accompaniment derived from the 16th-note
passage in the left hand part (Example 13).

The following section of the Concerto’s
final sixth movement, beginning on m. 79,
bears the new tempo mark of Andante. Here
we observe a contrapuntal development of
the new theme, resembling the BACH theme
which here is presented as B-A#-D-C#-B
(Example 14). The accompaniment to the
theme contains figurations of eighth notes,
and subsequently (m. 92) as a figuration of
16th notes. In m. 100 the tempo indication
changes to Allegro, while m. 102 brings in a
stretto comprised of statements of the fugue
subject, but in its initial form and in inversion
(Example 15). In the subsequent development
of the movement the contrapuntal texture is
replaced by virtuosic passages.

The final section of the movement begins
on m. 144 with the tempo indication of
Allegro Moderato. Here the contrapuntal
writing is entirely replaced by a homophonic
texture with the predominance of harmonic
figuration. In m. 155 in the bitonal section
featuring the keys of F and Db major
there is a recurrence of the theme from

the first movement (“Pracludium’). This
brings in features of cyclical form, close
to compositions by Franz Liszt and Cesar
Franck’s Sonata for Violin and Piano and
Prelude, Chorale and Fugue. The appearance
of the theme in this section makes more
perceptible its relatedness to the second theme
of the “Fugue” resembling the BACH theme
(Example 16). Measures 156—171 present an
almost entirely literal repetition of mm. 1-16,
with the exception of measures 169, 173 and
181, in which the cadences are embellished
with virtuosic figurations. Measures 182—
185 present a varied recurrence of measures
17-20 of the “Praeludium.” After this, the
varied recurrence of the music from the first
movement continues (compare mm. 186—188
with mm. 21-23 from the “Praeludium”). In
mm. 190-191 the fragment of the fugue’s
second subject A-C#-E-G#-F# presented as
a harmonic chord is brought in. In mm.
192—-193 the entire composition is finished
with a grandiose F major chord.

In his instrumental composition of a
large-scale genre, the Concerto for Organ,
Alexander Nemtin demonstrated himself
as a master of monumental form capable
of thinking in categories of massive
dramaturgy and philosophic thought. He
has established his place in music history
not only be creating the completed version
of Scriabin’s “Prefatory Action,” but
also with his own musical compositions
which continue the tradition of orchestral,
vocal and chamber instrumental music by
20th century Russian composers. It was
particularly Nemtin’s own compositional
work which was conducive to his recreation
of Scriabin’s mystical musical torso, the
“Prefatory Action.” Nemtin’s music is still
waiting for the time when musicians and
music lovers will discover it and evaluate
it according to its merit. The time will
come when it will be performed in the large
concert halls across the whole world.
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MexayHapoaAHasi A3uatcko-TuxookeaHcKasi KOHchepeHLMs
no My3bikaAbHOM Tepanuu B [lekKMHe: HOBbIH OTCYET

B craree mnpencraBimen o0030p paboTrel  MexayHapomaHOW — A3Harcko-THXOOKeaHCKOH
KOH(epeHIIMH N0 My3bIKaIbHOM Tepanuu, npomemend 1822 centsOps 2019 rona B [lekuHckom
nenarornueckoM yHuBepcurere (T Ilexkun, Kurail), koTopas mocraBuiia akTyajbHbIE BOIPOCHI
COBPEMEHHOIO COCTOSIHUS U IyTEH Pa3sBUTHS MUPOBOM M PETMOHAIBHOW MY3BIKAIBHOW TEpanuu
B JMaJiore C BbI30BAMM TEKYILErOo BPEMEHU. DTO mepBas KOH(EpEeHIMs M0 JaHHOW HaydHOH
npobnemaruke, oObeIMHUBIIAS NIpeACTaBUTENEN psaa crpaH peruona: Kuras, Poccun, HOxnol
Kopewn, Anonun, pu-Jlanku, Uunouesnn, Tamnanga, @ununnun, Manaisuu, Typuuu, Upana
U Jp. DbbUIM KOHCTaTMpOBaHbI MPOTHBOPEYMS] MEXKAY TPAAULHMOHHBIMU OSTHOKYJIBTYPHBIMHU
AQHTPOIONPAKTUKAMU W TPOSABISIOIIMMM DKCIIAHCHIO B A3MATCKUN PErMOH IIPEICTABICHUSIMHU
U CTaHJapTaMH aMEepPUKAHCKOM My3bIKaJbHOW Tepanuu. ABTOpaMHU MOTYEPKHUBAETCS BAKHOCTH
MEXIUCHUIUTMHAPHOTO [TO/1X0/1a B (P OPMUPOBAHNH €IMHOTO HAYYHOTO (PyH/1aMEHTa M HAl[MOHAJIbHBIX
CTaHJAapPTOB MY3BIKAJIbHOM TEPANHUH, ¢ NO3ULNN KIMHUYECKOH, KYJIbTYPHO-aHTPOMOJIOTUYECKON
U HCCJEe0BaTeIbCKON MCHUXO0JIOTMYECKOW MeTonosioruu. B xone koHpepeHInn ObTM HaMe4eHbI
JaNbHENIINE ITyTH COTPYIHUYECTBA B 00JIACTH HAyYHBIX U 00pa30BaTeNbHBIX POTPaMM, Pa3BUTHS
KyJBTYpHBIX Bapuanuii 3p(QeKTUBHON M BOCTPEOOBAHHOW I KIMHUYECKOM, COIMAIBHOU M
IICUXOJIOTO-NIEAArOTMYECKOM TPAKTUKH MY3BIKAIBHOW TEpaInu.
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The International Asian-Pacific Island Conference
on Musical Therapy in Beijing: A New Measuring Reference

The article presents information about the work of the International Asian-Pacific Island
Conference on Musical Therapy, which took place on September 18-22, 2019 at the Beijing
Pedagogical University (Beijing, China) and which posed topical questions related to the present-
day condition and paths of development of world and regional musical therapy in dialogue with the
challenges of the current time. This was the first conference devoted to this scholarly problem range,
which brought together representatives of a number of countries of that region: China, Russia,
South Korea, Japan, Sri Lanka, Indonesia, Thailand, the Philippines, Malaysia, Turkey, Iran, etc.
The contradictions were acknowledged between the traditional ethno-cultural anthropo-practices
and the notions and standards of American musical therapy, the latter exerting a considerable
expansion into the Asian region. The authors emphasize the importance of the interdisciplinary
approach in forming a single scholarly foundation and national standards of musical therapy
from the positions of clinical methodology, both the cultural-anthropological and the exploratory
psychological varieties. During the course of the conference ongoing paths of cooperation were
set in the sphere of scholarly and educational programs, the development of cultural variations of
an effective musical therapy, which would be on demand for clinical, social and psychological-
pedagogical practice.

Keywords: scholarly-practical conference of the Asian-Pacific Island Region, musical therapy,
musical-psychological anthropology.

centsiope 2019 roma cocrosuiach
BHepBaﬂ MexnayHnaponnas KoHpe-
peHuuss no My3bIKalbHOW Tepa-
nuu  A3HUarcKo- TUXOOKEaHCKOTO pPEerhoHa.
[Ipoun3zonuio 3HaKOBOE COOBITHE KOHTHUHEH-

TaJIbHOTO MaciiTaba Kak s mpodeccro-
HaJIBHOIO COO0OIIecTBAa HCCIIEI0BaTeei

U NPAKTUKOB MY3BIKaJIBHOW TEpaluu, Tak
U U1 MEXIYHapOIHOTO COTPYIHHYECTBA
B 007acTH MNOMCKA KyJIbTYpOCOOOpa3HbIX
MOJZIEJIE IPUMEHEHHs] MY3bIKaJIbHO-TEpa-
MEBTUYECKUX TEXHOJOIMil B 00pa3oBaHUM,
IICUXOJIOTUYECKOM  KOHCYJIBTHUPOBAHUM MU
KJIMHU4YECKOU npakTuke. Jupexrop Lkosnsl

* The reported study was funded by Russian Foundation for Basic Research (RFBR), project

No. 19-013-00171.
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UCKYCCTB U KoMMyHuKalnu [leknHckoro ne-
JarOTMYECKOr0 yHUBEPCHUTETA Mpogdeccop
Xy YskndoH, BricTyIIast Ha OTKPBITUH 3TOU
KOH(EpPEeHLIUU, TOTUEPKHYIT: « ApPT-Tepanus
KaK Tepamusi BCEMHM BUJAMHU HCKYCCTB M
MY3bIKH, B YACTHOCTH, — OJJUH U3 pyOexeit
HAy4YHOT'O TIOMCKA U COBPEMEHHOTO 000CHO-
BaHMsI IPUMEHUMOCTH B Hallly 310XYy. JTO
MEXIUCHIHUITMHAPHAA 007aCcTh, 00BbEANHS-
I0111ast HICKYCCTBO, MEIMIIMHY, IICUXOJIOTHIO,
COLIMOJIOTHIO U IPYrHe AUCLMILIMHBL, U 3Ta
MHTErpaTUBHAs JUCLUIUIMHA HE TOJIBKO OT-
KpPBIBa€T HOBBIE BO3MOXKHOCTH [JIsl Hayd-
HbIX MCCIIEJOBAHUNA MU OKa3aHUsS MOMOIIU
JFOISIM, HO, 94TO 0ojiee Ba)KHO, OHAa OpWEH-
TUPOBaHA Ha 0JaromnoiIyyHOE BKUBAHUE U
pa3BUTHE YeTIOBEeKa JaKe B TPYAHbBIX 00CTO-
SATEIBCTBAX.

Hanee mpodeccop Xy WxkudaH coob-
I, YTO «KUTaWCKas apT-Tepanus Ha-
yajach CPABHUTENIBHO IO3JHO U IOKa HE
cMmoriia copMHUpOBaTh IEJIOCTHYIO Hayd-
HYIO CUCTEMY U MHOTOYPOBHEBYIO yUEOHYIO
JUCLUIUIMHY. ApT-Tepanus U My3bIKaJIbHas
Teparnusi — HOBUHKA JUIsl KUTauues. Tem He
MeHee, apT-Tepanusi UMeeT OOJbIIHe Mep-
CIEKTHUBBI JyUisi pa3ButTusi B Ku-
tae. C OHOU CTOPOHBI, B CTPaHE
IIPOXKMBAET OTPOMHOE Hacele-
Hue B 1,4 MumuMapaa 4elnoBek
u ¢pukcupyercs OOJbIIOE KOJIU-
YECTBO HAPYIICHU 310pPOBbBA,
MHOTHE U3 KOTOPBIX TPYAHO MO~
JAIOTCA  MEAMIIMHCKOMY Jieye-
HUIO, U B 3TUX CIIy4asiX MpH J0-
IIOJIHEHUM apT-Tepanueil MOKHO
JOCTUYb JIyYIIUX pPe3yJbTaToB.
C npyroii croponsl, Kuraii —
CTpaHa C JOJIIOM HCTOpPUEN U
SIPKOM CaMOOBITHOM KYJIBTYPOU.
KuTailiiipl MOMyYHJIM yHUKAJIb-

npamy (MEKUHCKYI0 U ChIYyaHbCKYIO OIle-
pbI), CaMOOBITHOE KWHO U TEJIEBUICHUE U
TaK Jajaee, KOTOPble COCTABISIOT KYJBTYp-
HBII apceHall ¥ UCTOPUYECKYIO COKPOBHILI-
HUILY apT-Teparumy.

Brictynnenue aupekropa Xy Uxudsna
OBLJIO BOCIIPUHATO KAaK HOBAsl Tapagurma
U JICBU3 MEXKIyHapOAHOW KOH(MEpEeHLIHUH U
coo0IIIecTBa UCCIeI0BaTeNe U IPAKTHUKOB
Tepanuu HUCKyccTBamu. J[aHHBIE yCTpeM-
JIeHus y>ke ObUIM OTpa’keHbI B HEJJABHO OC-
HOBaHHOM B [IeKMHCKOM Menaroru4eckom
yHuBepcutere lleHTpe Tepanuu UCKyc-
CTBOM, PYKOBOAMUTEISIMH KOTOPOTO CTalu
npuriaméHHbd mpodeccop, JOKTOP MEAu-
[IUHBI, KICKYCCTB M MY3BIKQJIBHOTO 00pazo-
Banus Bonbdranr MactHak u npodeccop
WBoHb Ban.

CkBO3HOHN wupaeell KoH(epeHIMH craja
03BYyY€HHAsl aBTOPAaMU 3TOW CTaTbU MBICIIb,
YTO TEpAINMsl UCKYCCTBOM POXAEHA B IOJI-
JIMHHOM WHTErpaluu AUCHUIUINH, TaKHUX
KaK KJIMHAYECKasl TICUXOJIOTUSI B MEIUIMH-
CKHUX 00JIacTsIX, UCKyCCTBO3HaHUE B 00ia-
CTHU MY3bIKHM, a TAKXE 3THOJOTUS U KYib-
TypHasi aHTPOIIOJIOTHS.

HO€E U 0oraroe HacJIEqUE B BHIE
HAllMOHAJILHOTO UCKYCCTBa,
BKJIIOYast HAPOIHYIO MY3bIKY, Ta-
Hell, Kayuturpaduo, HapomHYIO

®oTo 1. YuacTHukn | MexxayHapoAHom
A3mnaTcko-TnxookeaHCKoM KOHbepeHummn

Mo My3blKaAbHOWM Tepanunm OKOAO BXOAQ B My3elHbIA KOMMAEKC
y Kutanckon creHbl
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TeopeTnueckumn
M UCTOpPUYECKUi 6asuc

OrmsapiBasich Ha3zajl K HCTOPUM U IT-
HUYECKUM TpyIIaM Mupa, OOHapyKuBa-
€M OIpPOMHOE KOJIMYECTBO OCHOBAaHHBIX Ha
UCKYyCCTBE aHTPOINOJOTMYECKUX IPAKTHK,
MPUMEHSIEMBIX JJIs1 TIOJIEPAKAHUS 370POBbsI
Y JIeueOHBIX 11eiel. B To ke BpeMst JomKeH
OBITh TOCTABJIEH BOIPOC O TOM, COBMECTHUMBI
JIM 9TH PUTYaJIbl C COBPEMEHHOU MEAULIMHON
1 COBPEMEHHOW IICUXOJOTMYECKOW MPAKTH-
KOW M €CIIM Ja, — KaK UX MOTEHIHUAI MOXKET
ObITh OOBSCHEH TAKMMHU JHCIUIUIMHAMU,
KaK Naro(pU3U0I0rHs WIKA IICUXONAaTOJIOTHSL.
B nmononHeHne K 3TOMy MbI CTaJIKHUBAaEMCS
¢ Tpo0IeMoil KyJbTYypHOTO (hpakTopa Co3Ha-
HUSI 1 CAMOCO3HAHUS MMAlIUEHTOB, B TOM YHC-
JIe B aCIMEKTE BOCHPUATHS MU TPAHUL HOP-
MbI 1 HEHOPMBI, SMOITMOHAJILHOTO KOHTEKCTA
NEPEKUBAHUMN, CBS3aHHBIX C HAPYIIICHUEM,
Jla U C BOCIIPHUATHEM CaMOTO MY3bIKaJIbHO-
IO «IOCHaHUs», TaK K€ KaK U SI3bIKa MY3bl-
KaJIbHOTO MHTOHUPOBAHUS M BBIPAXKAEMOIO
uM cMbicna. Be€ aTo BMecTe oOpasyer y3en
HAy4YHBIX MpoOieM, 6e3 pelieHus KOTOPbIX
TPYOHO TPOABHHYTHCS K OOOCHOBAaHHOMY
MPUMEHEHHUIO MY3bIKaJbHOW Teparuu, 0co-
OCHHO B CITy4asx MCUXUATPUUECKUX U TICH-
XOCOMAaTHUYECKUX 3a00JIeBaHU.

[Ipuxonurcst crajkuBaTbCa C PpacHpo-
CTpaHEHHBIM HEIOPAa3yMEHHEM B CIIOKHB-
meMcs 3amajHOM TOJKOBAaHUM U TPaKTH-
K€ MPUBJICUYCHUS UCKYCCTB B TEpAIUIO KaK
B MEJMLHMHCKOM, TaK M ICUXOJIOTHYECKOM
KOHTeKCcTax. biaromaps Onecrsmieit pexia-
Me 3amnajHasi, 0COOEHHO CeBEepO-aMepHUKaH-
ckas (CILIA) monenb Tepanuu MCKyCCTBOM
npuobperna 60IbIIYIO TOMYISIPHOCTh. Bme-
CT€ C ONpeNeIEHHBIMU MapKETUHTOBBIMHU
CTpaTerusiMu 3TO MPUBEIIO K TOMY, YTO — HE
B MOCJEAHION odepeab B A3uu U Asuar-
CKO-THMXOOKEaHCKOM pEruoHe — aMepHKaH-
CKHME IOAXOAbl M METOABl MY3bIKaJIbHOMN
Tepanuu MoJIyYUIu OTPOMHOE paclpocTpa-
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HeHHe. [[aHHBIM npouecc 3ameén Tak aaje-
KO, YTO aMEpPHUKaHCKUE AUIIIOMBI B 001acTH
OakanaBpa UCKYCCTB WJIM MY3BIKAJIbHOM Te-
panuy paccMaTpUBalOTCA KakK OIPEAcIIEH-
HOE MPEUMYIIECTBO IS MPAKTUKYIOLUIUX
apT-TepaneBToB B A3Marcko-TuxookeaH-
CKOM 4acTH MHpa, I7Ie NPOKUBAET rOpasao
OOJbIlle TOJOBUHBI HAceJIeHUs 3eMid U
CYILIECTBYET OOraTeiiuii, HO 4acTo HE U3y-
YEHHBbII Ha COBPEMEHHOM YPOBHE HCTOUHUK
AHTPOTOMNPAKTUK MPUMEHEHHUS HUCKYCCTB B
MTOMOIIIM MallMEHTaM C Pa3IU4YHBIMH HEIy-
raMu ¥ pacCTpOMCTBaMHU.

B «BectepHM3annn» a3uMarckod My3bl-
KaJIbHO-TE€pPANieBTUYECKON HAYKU U NIPaKTU-
KM BEJIUKa 3aCIyra ObIBIIETO PYKOBOIUTEIIS
OTHEJECHUs My3bIKaJIbHOW Tepanuu Llen-
TpajibHOW KOHcepBaropuu B Ilexkune l'ao
TsHsA, KOTOpasi 3aKJIOYEHa B caMOM uJee
MPUBHECTU COBPEMEHHYIO MY3bIKaIbHYIO
tepanuto B Kurtail. OKOHUMB B CBOE BpeMs
MarucTparypy MO MY3bIKaJbHON Tepanuu
B YHHUBEpcUTETe TeMIul, OH JKCIIOPTHPO-
Banm Western Music Therapy (3anagHyro
My3bIKalbHYyI0 Tepanuio) B Kurail. Ortor
MPELUEACHT MOBIEK 3a COOOH OTPOMHYIO
yepeny 3a0MyKJIEeHUH O TOM, YTO MY3bI-
KaJlbHasi Tepamnusi — COBEPLIEHHO HOBas
TUCIUIUIMHA, U €€ KOJIBIOENbIO SIBIISIOTCA
Coenunennsbie L TaTel. OqHako nepBbie aka-
JeMHYECKHUE UCCIIE0BAHUS BOOIACTH MY 3bI-
KaJIbHOU Tepanuu Obutd cienianbl He B CILIA,
a B Bene u Jlonmone B 1959 romy. Kpome
TOT0, MY3bIKaJIbHO-TEPANIEBTUYECKUE TPaK-
TaThl BCTPEUAIOTCS BO MHOTUX APEBHUX KYJTb-
Typax — TaKHUX, KaK aHTUYHas rpedyeckas u
apa0Ockas. /[peBHHME KUTaliCKUe MCTOYHUKH,
coaepxkame ¢gurocodhuro u cCOOCTBEHHY