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Annomayusa. 3010Tasi CEKBEHIIMS SIBJISIETCS OJTHUM M3 CAMBIX PACIPOCTPAHEHHBIX B UCTOPUHU
MY3bIKH TapMOHHMUYECKUX MPUEMOB. E€ poxk/ieHne NpUXOAUTCS Ha 310Xy OapOKKO, 3aKPEIUBILINCH
B MY3BIKaJbHOM $I3bIKE KOTOPOM B KaueCTBE CTAaOMJIBHOIO TapMOHMYECKOIO »3JIEMEHTa,
OHA BIIOCJEJCTBUU CTAaHOBUTCS «IBEPIrPHHOM», 0Opasmbl KOTOPOTO MOXHO OOHApyXHUTh
B IMPOM3BCACHUAX PA3HBIX 310X, CTHHGﬁ, JKaHpPpOB W COLUOKYJIBTYPHBIX IIJIACTOB. B crarbe
paccMaTpUBAETCs JIBYXCOTJIETHSISL UCTOPUSL OTOOpPa)KEHUS 30JI0TOW CEKBEHLMU KaK TEpMUHA U
TapMOHHUYCCKOTO HpI/IéMa Ha CTpaHUIaX OTCUCCTBCHHBLIX MY3bIKAJbHBIX PYKOBOJACTB, I'IC OHAa
MOSIBUJIACH HE TOJBKO 33JI0JITO 10 OOPETEHHs €10 «KMMEHH COOCTBEHHOTO», HO M 3aMETHO PaHbIIE
MOABJICHUA AKAACMHUYCCKOI0 TCpMHUHA «CCKBCHIIHA». ABTOp JAUAXPOHUYCCKHU pacCMaTpuBacT
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IIO3UINHN: 0003HaueHnE BBIPA3UTCIIBbHBIX BO3MO)KHOCT€I>1, TEXHUYCCKHUEC ACTAJIN T'OJIOCOBCACHUA
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N3 MarucCTpaJbHBIX HaHpaBJIGHI/If/'I COBPEMCHHOTO OTCUCCTBCHHOI'0O MY3bIKO3HAHUA, CBA3AHHOI'O
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Abstract. The golden sequence is one of the most widespread harmonic techniques in music
history. Its creation coincides with the Baroque era, and having entrenched itself in the musical
language of which it subsequently became an “evergreen” term, examples of which may be
found in works from different time periods, styles, genres and sociocultural strata. The article
examines the two-hundred-year-old history of presenting the golden sequence as a term and
a harmonic technique on the pages of Russian musical guide manuals, where it appeared not
only long before having acquired its “proper name,” but also noticeably earlier than the term
“sequence” appeared in scholarly use. The author examines diachronically the conceptual-
terminological construct, while the reconstruction of the progression of theoretical cognition
of the aforementioned musical phenomenon makes it possible to establish its key positions.
The Russian presentation of the golden sequence took place in the first guide manual to be
translated into Russian — Georg Simon Loehlein’s The Clavichord School (1773—1774) in the form
of figured bass ciphering and its brief description. Subsequently, the characterization of the golden
sequence was supplemented by new positions: indication of expressive possibilities, technical
details of voice-leading in harmonic practice, as well as functional and linear interpretation.
The article provides information about the authorship of the term “golden sequence” belonging
to Viktor Berkov. Its first fixation took place on the pages of a special harmony course in 1966.
The reference to the history of the terminology is perceived to be a relevant vector of one of the
mainstream directions of present-day Russian musicology connected with the comprehension
of the processes of the formation of the language of music scholarship and its conceptual-
terminological construct.

Keywords: golden sequence, Victor Berkov, history of Russian musical terminology, history
of harmony
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Csl TapMOHUYECKHI 00OpOT, CpaB-  HbIX )KAHPOB, CTUJIEH U COLIMOKYJIBTYPHBIX
HUMBIN C 30JI0TOM CEKBEHLMEN KaK  IUIAaCTOB. «Bpicmiasg mnpupogHas CBs3b»
M0 BpEMEHHON MpoTsKEHHOCTH (yHKIM-  (BhlpaxkeHue A. BebOepHa), nexaias
OHMPOBAHMSA, TaK U MO CTENEHU IIMPOTHI B OCHOBE HMKHEKBUHTOBOIO COOTHOILICHMS

B HWCTOPUH MY3BIKH BpSJ JIM HAMAET-  paCHpPOCTPAHEHUs B NPOU3BEICHUAX pas-
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AKKOPJIOB-YYaCTHUKOB CEKBEHIIMH, U YHU-
KQJIbHOE COYETaHWE MOJAAIBHBIX M TO-
HaJIbHBIX Ka4eCTB 00E€CIEUMIHN €1l I0NTYI0
)KH3Hb — MYyCTh HE BCEINa B PAaBHOMW CTe-
IIEHU aKTUBHYIO, HO HE MpEeKpallarollyo-
CAd HU B OJUH U3 MEPUOJOB MY3bIKAJIbHOMN
UCTOPHUM, HAYMHASA C dMO0XH Oapokko. 3a-
KPENUBIINCH B MY3bIKAJIbHOM SI3bIKE TOTO
BPEMEHH B KayeCTBE CTaOWUIBLHOTO Trap-
MOHMYECKOTO TMpHUEMaA, 30JI0Tasi CEKBEH-
LMs BIIOCJIEICTBUU CTaja «3BEPrPUHOMY,
Jqydinye o0pas3ibl KOTOPOTO MOXKHO OOHa-
pyxuTh B onycax Mouapra u berxoseHa,
[llonnena u bpamca, I'pura u Pasens, Pax-
ManuHoBa u Bwuna-Jlo6oca, IllocTakoBu-
ya 1 Xungemuta. C 30710TOU CEeKBEHIIMEH
CBSI3aHbl CaMbl€ YJIAYHbIE MY3BIKAJIbHbIC
MUCTU(PUKALINKM, U3BECTHbIE Kak Adagio
T. AnsOunonn u Ave Maria Jx. Kagun-
HU. HeycTaHHO skcmutyatupyeTcss OHa H
Macc-KyJIbTypOil, BBICTyNasi OCHOBOW Kak
U1 OECUHMCIICHHOTO MHOXKECTBa BTOPO-
COPTHOU MPOAYKIIMH, TaK U JJIs NECEH, 3a-
CJIy’)KEHHO CTaBIIMX MUPOBBIMHU XUTaAMH.
3amMeTuM, 4TO B MY3BIKE BBICOKOT'O XY/10-
’KECTBEHHOI'0 Ka4yeCTBa 30JI0Tasi CEKBEHIUS
HEPENKO 3aJICMCTBOBAHA C TOW WJIA WHOM
CTETNeHbI0 TpaHCchopManuu 6a30BOTO BUA.
AHanu3 KOMIO3UTOPCKUX TPUEMOB MPEOI0-
JIeHUs 111a0JI0Ha, CTIOCOOCTBYIOIIUX JIBHKE-
HUIO 30JI0TOM CEKBEHIMH CKBO3b BEKa, MO-
JKET MOCIYKUTh UHTEPECHBIM MAaTEPHATIOM
JUISl OTHOM M3 CTPAHHUL] UCTOPUU TAPMOHUMU.
Crosiieil BHUMaHUSI TIPEACTABISIETCA TaK-
K€ PEKOHCTPYKIHUSA XOAa TEOPETUUYECKOTO
OCMBICJIEHUSI HA3BaHHOIO MY3BIKaJIbHOTO
SIBJICHUS, @ TAK)KE IMAXPOHUYECKOE PACCMO-
TPEHUE TOHITUUHO-TEPMHUHOIOTMYECKOTO
acriekra. J[aHHbI BEKTOp UCCIIEJOBAHUS AK-
TyaJIeH JJIsl OJTHOTO U3 MAarucTPajibHbIX Ha-
MIPABJICHUN COBPEMEHHOIO OTEYECTBEHHOTO
MY3bIKO3HAHHUSI, CBSI3AHHOTO C OCMBICIICHU-
€M IPOLIECCOB CTAaHOBJICHUS S3bIKA MY3bI-
KaJIbHOW HAyKd, €€ IOHATHUMHO-TEPMHUHO-

joruueckoro amnmnapara. CHexkTp mpobiem,
MOJTHUMAEMBbIX B padoTax, MOCBSIIEHHBIX
TEM WIM HMHBIM BOMNpPOCaM CIELUATIbHOU
TEPMUHOJIOTUH, MOPAXaeT IIUPOTON u-
ana3oHa W MHOXECTBEHHOCTBIO Hay4HBIX
pemieHuii. B omHMX ciydasx BHUMaHuUE
uccieaoBareneil oOpaiieHo Ha TEPMHUHO-
JIOTUYECKNE MACCUBBI, TPaHUIBI KOTOPBIX
OYepyYeHbl B COOTBETCTBHM C M30paHHBIMU
XPOHOJIOTUYECKUMU, STHUYECKUMH, CTUJIE-
BbIMH, XAHPOBBIMU paMKaMU WJIU JIE€TEp-
MUHHPOBAaHbl MHAMBUAYAJIbHBIM (POKycOM
HayyHOro B3msAga. /[ pemMoHcTpanuu
Pa3HOIJIAHOBOCTH Ha30BEM paboThl A. Ma-
KJIBITMHA O HAallMOHAJIBHOW pelenuuu Tep-
muHosnoruu, T. HayMeHKO 0 COOTHOIIEHUN
KITIOYEBBIX JIe(UHUIIUI B PyCCKO- M aHIJIO-
a3plyHON  TepMuHosiekcuke, M. Cycunko
0 ’ka"HpoBoW TepmuHosoruu, K. 3eHkuHa
0 rmpobiemMax TEPMUHOJOTHH HCTOpUYE-
ckoro wys3biko3HaHus, HO. AHTHMOBOI
O TEpPMHUHOJIOTUM OTE€YECTBEHHOW HWHJIO-
Hesuctuku!, H. I'ypbeBoit u O. TropuHoi
0 JPEBHEPYCCKON NEBUYECKOH TEPMHUHOJIIO-
ruu [ 1], I. ['puropbeBoii o metadoprueckoi
TEPMUHOJIOTUU B METOJOJIOTHH LIETOCTHOTO
ananmusa [2], E. Uurapésoii o TepmMuHax-
OMOHMMAaxX B MY3bIKO3HAHUU U (PUIIOIIOTHH
[3]. B apyrux cny4asix BHUMaHUE HCCIIe-
noBatenel (pokycupyercss Ha TEPMHHOJIO-
rudeckoi enuuuue: TakoBbl ctatbu O. Jlo-
CEBOM O TEPMHUHE «JIOXKHas pernpuza» [4],
0. MockBuHOI 0 moHsiTUUM imitatio [5],
M. JlonTymuHOW O TepMUHE «POMAaHCH’.
K nocnengneMy Tunmy npuMbIKaeT MpeacTaB-
JIEHHOE HaMU pacCMOTPEHHUE UCTOPUU Tep-
MHHA «30J10Tasi CEKBEHIIUD).

Marepuanom UCCae0BaHUS MOCITY KNI
KOPILyC OTEYECTBEHHBIX MY3bIKaJbHBIX
PYKOBOACTB, u3naHHbiXx ¢ 1773 roma. U3
UX KpyTa BBIACIHMM JIMIIb TE€, YTO UMEIOT
NPUHLUUIHAIBHO Ba)XHOE 3HAUYCHUE MJIA
pEIIEHUsT NOCTABJICHHOM HAy4HOW 3aja-
Yd W TO3BOJIAT JaThb OTBEThl HA MHOTHUE
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BOTIPOCHI: KOT/Ia 30JI0Tasi CEKBEHIIHSI BIIEP-
BbIE T0MaJIa Ha CTPAHUIIBI PYCCKOS3BIYHBIX
PYKOBOJICTB, B KakoM (popmare Oblia mpe-
CTaBJICHa, KAKUE TOJIKOBAHUS MMeIa, KOra
u Omaromaps komy oOpena cBo€ merado-
puueckoe HamMeHoBaHHe. 3aberas BIie-
pén, 3aMeTHM, YTO 30JI0Tasi CEKBEHITUS KaK
(akT rapMOHUYECKOM NPAKTUKHU HaIlIia
OTpaK€HUE B y4YEOHBIX MY3BIKAIbHBIX U3-
JaHUSX HE TOJIBKO 3aJ0JITO A0 OOpeTeHus
€10 «KMMEHHU COOCTBEHHOT0», HO M 3aMETHO
paHbllle TOSABJIEHUS aKaJEMHYECKOTO Tep-
MUHA «CEKBEHIIHS.

[losiBneHue 3070TOM CEKBEHUMU Ha
CTpaHUIIAX OTEUYECTBEHHBIX MY3bIKAJIb-
HBIX PYKOBOJCTB 3aKOHOMEPHO CBS3aHO
C TEPBBIMH PYCCKHMH BEPCHSIMHU HEMEII-
kux TpakraroB XVIII cronerus, mocrto-
BepHasi aTpuOyIUsi TMEPBUYHBIX TEKCTOB
KOTOPBIX IPOU30ILIA JUIIb HEAABHO [6].
Qdukcanus AaHHOTO TpuEMa B TEKCTax
€BPOIEWCKUX TPYAOB CBHUIETEIHCTBYET
0 €T0 3HAYUMOCTH ISl MYy3BbIKAIBHON MpaK-
TUKHU 3TOXU 0apOKKO, a reHepas-0acoBbIii
dbopMaT mpencTaBieHUs OTpakaeT Xapak-
TEpHBIE JUIsI TOTO BPEMEHHU OCOOCHHOCTHU
rapMOHHMYECKOTO MbINUIeHUA. «JleOroT»
30JI0TOM CEKBEHIIMM Ha PYCCKOS3BIYHOU
MOYBE cocTosuICs B mepeBoae «KmaBukopa-
Hou mkonb» I C. JI€éneitna (1773—-1774).
B naparpade 12 rmassl 19 «O6 nckycHbIX
yXBaTKax W MPOY.» BTOPOH YACTH OIHUCHI-
BaeTCsl «IepecTynka, rae 6ac B HU3 HIET
Ha OJHY TEpLHIO0, a IMOTOM MOJHUMAETCS
Ha CEKyHHY, M TaK Jajiee» U «IepecTyIKa
KBUHT»'. Ka3zanock Obl, TaHHBIE CBEICHUS
HE coIep)kaT MpsSMOTO yKa3aHWS Ha 30-
JOTYI0 CeKBeHIMI0. OHAKO JBa HOTHBIX
npUMepa, JIEMOHCTPHUPYIOMINX  JUHUIO
0aca u udpoBKy, SIBHO CBUACTEIBCTBYIOT
0 e€ HaJIM4MH, a MaJlo3Hayallas Ha MepBbIi
B3IJISI]] peMapKa «H Tak Jajnee» OKa3bIBaeT-
Cs1 BOKHBIM CMBICIIOBBIM JIEMEHTOM, OTPa-
KAIOIIUM HMJICI0 CEKBEHIIMOHHOCTH.

10

AHajorM4HBIM  00pa3oM  30i0Tas
CEKBCHIIHMS TpencTaBieHa B «BepHoM Ha-
CTaBJICHUM B COYMHEHUU TeHepai-0acay
. Kenbnuepa (1791). B tnase IV «O upes-
BBIYAHBIX MTOJIOKEHUSX, KOTOPBIE OT €CTe-
CTBEHHBIX OTCTYMarOT» unutaem: «Exenn
0ac HIKETOJI0KEHHBIM 00pa3oM Ha OJHY
TpeTh yIaJaeT, IMOTOM Ha CEKyHIy BOC-
XOJIUT, U TaK Jajiee: TO MOXKHO YMaJlIuM
Ha OJHY TPETh HOTAM aKKOMIIAaHUPOBATh
¢ ®»* B mmase VII «O ynorpebnenun He-
COTJIACHBIX» 3HAUUTCS: «...HE HaJ00HO
TaKXe MPOIMyCKaTh U cliydaromuecs B 0acy
KBapThl, @ UMEHHO KOTJIa OHOW CILJIOIIHBI-
MU KBapTaMU BBEPX WIU BMECTO KBapThI
B KBUHTY BHU3 COCKaKHBAET, B KAKOM CITy-
Yae OH MOBCEMECTHO HajJ COOOK0 TEPIUT
CENTHMY»”.

ITosiBieHUE 3070TONM CEKBEHIUH B TEK-
CTax M3IaHUHN TOCIIEAYIONIETO BPEMEHHU CO-
MIPOBOXK/Ia€TCS HOBBIMH HIOaHCaMH. B pas-
nene «O rapMoHumdeckoM xoxae» «Teopum
My3bikn» I Tecc ne Kanpee (1818) Haxo-
TIUM TIpUMEp, XapaKTepusyromuii e€ BIpa-
3UTEIbHbIE CBOMCTBA: «Eciu K cneayromen
TapMOHUU:

7777 717 71-77
# & # b

bac.g-c-f-h-e=e-a-d-g-c

eIé MPUCOBOKYIIUTh CENTHUMY, TaK YTOOBI
OJIMH CCNITUM-aKKOPJI CJICJ0BAI 3a JPYTUM,
TO Ype3 ATO MOKHO MPHUBECTH CIYIIATEIIS
B 00JIBbIII0€ OE€CITOKOMCTBO; 0COOEHHO XO0M
BTOPOTO MpUMepa, Te 04apoBaHUEe ObIBacT
TeM OOJbIIe, YTO HAXOIAIIMECS IMPH Ka-
KJIOM aKKOpJIC MaJias CeITHMa M OOJIbIlast
TEpLHs JENal0T BECbMa OIIYTHTEIbHYIO
HEOOXOAMMOCTh TOCJIEAYIOIIEro IIaBHOTO
TOHa»®.

Vka3zaHue Ha TEXHHYECKHE IETAIH IO-
J0COBEIeHNs BO3HUKAET B «IIpakTHueckoM
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pykoBogactee» . JI. dykca (1830)": B ycio-
BUSX YETHIPEXTOIIOCHOTO CKJIaJa aBTOp pe-
KOMEHJIyeT 4YepeloBaTh MOJHBIC W HEMOJ-
HbIe cemnTakkopabl. B mepepaboTranHOM
BapuaHte «lIpakTHueckoro pyKOBOJCTBa»
— «HoBol meTone k u3y4eHHIo MpaBuil KOM-
TIO3UIUNY, BBIMIEAICH B CBET JIECATUIICTH-
eM mo3aHee®, 100aBlIeH HOTHBIA TpUMeEp
30JI0TOM CEKBEHIIUH, COCTOSIIEH U3 HOHAK-
KOP/IOB.

Hecmotps Ha orpomMHOe 3HavyeHHE, KO-
Topoe yueOHukn Dykca okazanu Ha Qop-
MHUPOBAHHUE PYCCKOS3BIYHOTO MY3bIKaJb-
HO-T€OPETUYECKOTO TEPMUHOJIOTUYECKOTO
ammapara’, TSpMUH «CEKBCHIIUS» B HUX HE
¢urypupyer. OJHAKO ONOCPEIOBAHHOE
BJIMSTHUE Ha €ro BHEAPEHHUE B OTEUYECTBEH-
HYI0 y4eOHYIO JHUTEepaTypy HEMEUKHH Te-
OpETHK BCE e OKa3ajl: BEPOATHO, TepBas
pyccKosi3bluHas (pUKcanusi TEpMUHA U €ro
ompeenenus cocrosuiach B «Kparkom py-
KOBOJICTBE K M3YYCHHIO NPABWJI KOMIIO3H-
uun» [. ApHonbaa — yuenuka . JI. @ykca.
B pazgene «CnenoBaHue OTHOPOAHBIX aK-
KopJ10B» 3HauuTCs: «CioBo “CekBeHIHs’
BOOOIIIE 03HAYAET BCSIKUN Psii OTHOPOAHBIX
AKKOPJIOB, HO MPEUMYIIECTBEHHO TIOJY-
YWIA CHE Ha3BaHHUE PAJIbI CENTAKKOPIOB M
ceKcTakkopoB. CeKBEHIUSI CENTaKKOPAOB
BCEIJla JIOMYCKAaeTCsl TaM, TJ€ OCHOBHBIC
0achl WM BOCXOAST HA KBAPTY WJIM HUCXO-
IS8T Ha KBHHTY»'?. OOpatuM BHHMaHHE Ha
MPHUCYTCTBYIOIIEE 3/1E€Ch OMHCAHNE UMEHHO
30JI0TOM CEKBEHIUH, a TAKXE Ha 2apMOHU-
YyecKyr0 TPAKTOBKY SIBJICHUS, OTPaKEHHYIO
B 1aHHOM onpeaeneHuu. [lozauee, B «llon-
HOM DPYKOBOJCTBE K COYMHEHHUIO MY3BIKH,
cocraBieHHoM U. I'ynke» (1865) cekBen-
1S OTHOCUTCS U K Menooudeckum (MOTHUB-
HBIM) siBIeHUIM: «lloBTOpeHue OIMHAKO-
BBIX MJIM MTOJIOOHBIX MOTHUBOB UJIU MOJIENeH
Ha3bIBaeTCs CeKBeHIamu»'!', «IloBTOopeHHe
MOTHBA, OyIb OHO PaBHOE WJIK H3MEHEHHOE,
Ha3bIBACTCS CEKBEHIIA (TTOCIeI0BaHME)» ',
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Takum o0pa3oM, HCTOpPUS TEpPMH-
Ha «CEKBEHUUS» Ha CTpaHULAX POCCHUM-
CKMX MY3bIKANbHO-MEeopemu4eckux pykKo-
BOJCTB OTKpbIBaeTca auiib B 40-¢ Toabl
XIX cronmerus. IlepBoe xe oToOpaxkeHue
(BecbMa cBO€0Opa3HOE) B OTEUECTBEHHBIX
MY3bIKaJIbHO-JIEKCUKOTpaUUeCKUX H3/a-
HUSIX, CKOpee Bcero, oTHocuTcs K 1850 ropy.
B «Py4HoM My3BIKQJIBHOM CIIOBape»
A. Tl'appaca 1akOHUYHO Mpe/CTaBIEeHA JIBY-
s3bIUHAs Tapa «Sequenz —mocienoBanue» 2,
B MHOrokparHbIX MOCHENYIOUIUX HEPEU3-
NAHUSAX CIOBaps JaHHas MO3ULUS HE MOJ-
Beprajiach KoppekrupoBke. He uckiroueHo,
YTO TEPMUH «CEKBEHITU» TaK U HE CTaJl 00-
HIEyNOTPEOUTENIbHBIM BILUIOTH O KOHCEPBa-
TOPCKOIO 3Tarna POCCUMCKON MY3bIKAJIbHON
ucropuu. [loxanyl, 0 IOJHONPABHOM €ro
BXOXKJIGHUM B  MY3bIKaJIbHO-T€OpETHYE-
CKHI JIEKCMKOH MO>KHO TOBOPUTb, HAaUWHAS
C TMEPBBIX PYCCKUX YYECOHHKOB TapMOHHH
I1. YaiikoBckoro (1872) u H. Pumcko-
ro-Kopcaxkosa (1885).

B oTHomeHnn 3070TOM CeKkBeHIMH 00a
aBTOpa JAEMOHCTPUPYIOT CXOJHBIE B3IJISAbI:
e€ rapMoOHMYECKHil 0a3uc ycMmaTrpuBaeTcs
B 000pOTE€ JTOMHHAHTCENTAKKOPA — TOHH-
YECKOE€ TpPE3BYyYHME, YEM OIPABIbIBACTCS
yHoTpeOJIeHNEe CEKBEHIIAKKOPAOB — M000Y-
HBbIX cenTakkopaoB. Pumckuii-Kopcakos
Ha3bIBA€T MOAOOHBIN TUN «KBapTO-KBUHTO-
BBIMH CEKBEHLIMSMU»'4, B 4EM CIIBIILIUTCSA
9X0 TeHepasl-0acoBOW TPAJAULIMU: B TaHHOM
HAaMMEHOBaHUHU OTPaXXAETCSI COOTHOIICHHE
MEXIYy aKKOpAaMu MOCIEI0BaTEIbHOCTH,
a HE COOTHOILUEHUE 3BEHBEB CEKBEHIIMM.
Hapymas xpoHonoruto noBecTBOBaHus, 3a-
METHM, 4TO BbIpakeHue Pumckoro-Kopca-
KOBa IO3/1HEE TOAXBATHIBAETCS CO3AATENs-
MU «OpHUragHOTO» yueOHNKA TApMOHMH, T/I€
(burypupyer «KBapTO-KBUHTOBAsl IIEMbY,
OTHECEHHAss K TUNY «IUATOHUYECKUX
(ToHaNBHBIX) cekBeHIMi» . TlocienHee
TEPMHHOJIOTHYECKOE O0O03HaYeHUE — Kak
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pPOIOBOE MO OTHOUIEHUIO K BHUIOBOMY —
OyIeT MpUBJIEKAThCs JUIsl YKa3aHUs Ha 30-
JOTYIO CEKBEHIIMIO B OOJBIIMHCTBE BbI-
HIeIIIUX B COBETCKOE BpeMsl Yy4yeOHHKax
TapMOHHUH.

AKIIEHT Ha JuHeapHot TPUPOJE CEKBEH-
UMPOBaHUs ObUI clieJaH B PYCCKOSA3BIYHOM
n3nannu yueOHnuka I. Pumana «Ymopomén-
Has TapMOHUSI, WM YUYEHHUE O TOHAJIbHBIX
¢ynkuax akkopaoB» (1896): «Tonbko
B TaK Ha3bIBAEMbIX CEKBEHLUAX 3TH MOO0Y-
HBIE, CKOpee, TaXke cIy4aiiHble ¢ Buay oopa-
30BaHUs MOJIy4alOT OAMHAKOBOE 3HAYECHHE
C XapakTEpPHbIMU JUCCOHAHCAMH U BBICTY-
MAKT PSIOM C HUMH; 3TO-TO JIOJITO BBO-
WO B 3a0yKIEHUE U TEOPETHKOB, MOKa
O®p. PeTuc HE CHAN Y HUX MOBSA3KHU C IJIA3.
CexBeHIuM, Kak BliepBble pu3HaI DeTuc,
MIPEJICTABISAIOT, COOCTBEHHO TOBOpS, HE
rapMOHUYECKHUE 00pa3oBaHUsA, a MEIOIu-
YECKHUE; PYKOBOISAIIUM IPUHIIMIIOM B HHUX
ABIIAETCS HE JIOTUYECKOE JIBM)KEHHUE rapMo-
HUU, a MEJIOANYECKOE TBUKEHUE O CTyIe-
HSIM TaMMBbI — KOpOY€ CKa3aTh, CEKBEHIINEM
Ha3bIBAaETCs MOCIEI0BATEIBbHOE IIEpEMEILE-
HUe (BOCIPOM3BEICHNE) MOTHBA IO CTYyIIe-
HSIM ramMmbl (BBepX wim BHU3)»'C. Cpenu
HOTHBIX IPUMEPOB NMPUCYTCTBYIOT U 00pas3-
bl 30JI0TOW CEKBEHIINH.

CxomHast MO3UIHAS HECKOJILKO IIO3JIHEE
nosiBnsiercst B yueOnuke I. Karyapa «Teo-
pertnyeckuii kypc rapmonumn» (1924), rme
B pazgene «O cenTakkopiax IWaTOHUYeE-
CKOW cucteMbl» ropopurcs: «OObIUHO Te-
OPETHKH pPACCMAaTPUBAIOT JTHATOHUYECKYIO
CEKBEHLIUIO KaK psJ MPOXOASIINX aKKOp-
JIOB, JTUIIEHHBIX (DYHKIIMOHATHHOTO 3HAYe-
HUs» !

MHmoro no3s:xe 0. Xononos B «IIpakru-
YECKOM Kypce» FapMOHUU CYMMHPYET JBa
IPUHUUIIAAIBHBIX KayeCTBa, CBOWCTBEH-
HBIX 30JI0TOM (110 TEPMUHOJIOTUU aBTOpa —
«ABTEHTUYECKON (HMKHEKBUHTOBOM)» WIH
Ke «TUATOHUYECKOW KBUHTOBOM») CEKBEH-
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MU, OTMEYasi Kak €€ MHOTOKBHHTOBOCTD,
TaK U «IMHEAPHYIO (PYHKIIHUIO TPOXOSIIETO
JBYO)KEHUS, C TOW 0COOEHHOCTBIO, UTO MPO-
XOIAIIMMU SIBJISIIOTCS HE raMMooOpa3HbIe
3BYKM U HE OTHEJIbHBIE AKKOPABI, a Mapbl
aKKOPJIOB»'®.

30510Tast CEKBEHIIUS KaK TapMOHHYECKOE
SBJICHUE HallIa OTpakeHue (HaKTUUECKH
BO BCEX OTEUECTBEHHBIX YUYEOHHKAX rapMo-
Huu. OTHAKO HU B OJHOM M3 MPUBEAEHHBIX
BbIIlIE 0OPA3I0B OHA He OblIa Ha3BaHa «30-
notoi». Korna sxe u 6marogapsi KoMy mosi-
BUJICS 9TOT TEPMUH?

ABTOPCTBO TEPMHMHA MPHUHAMJICKUAT MY-
3pikoBely Bukropy Ocunosuuy bepkoBy
(1907-1975), mpodeccopy MockoBcKoi
koHcepBaropu U [I'MIIM wumenun I'He-
cuHbIX. IIpe3eHTanuss TepMUHA COCTOS-
Jach B €ro y4YeOHHKE TapMOHHMH — IIEPBOM
B OTEYECTBEHHOW 00pa30BaTEIbHOM MpakK-
TUKE CHEIUalbHOM Kypce ISl CTYIEH-
TOB-TEOPETHKOB, TPU YaCTU KOTOPOTO
OBLIM TMOCJIENOBAaTEIbHO H3JaHBI B 1962,
1964 u 1966 romax". TepmuH «301M0Tast
CEKBEHLMs)» BO3HUKAECT B IMOCICAHEH U3
HUX, COOTBETCTBEHHO, IO/l €r0 POXKICHUS
(v, o KpaifHel Mepe, MepBoro myoaud-
Horo mpencrasieHus) — 1966. bepkos Ha-
MPSIMYIO 3asBJIsIET 00 «aBTOPCKUX MPABAX):
«IIpyHumMass BO BHUMaHHME BCE 3HAUCHHE
W3y4aeMOM... MOCJIEN0BATEIIbHOCTH, Mbl U
Jay €l HaMMEHOBAaHUE — 30JI0Tasi CEKBEH-
si»?’. OmpaBpiBasi ero MeTaOpUIHOCTb,
y4EHBI OTMEUAET, YTO «HA3BAHUE JTAHO IO
AQHAJIOTUU C BBIPAXEHUSIMHU ““30JI0TOM X011,
“TOUKa 30JI0TOTrO ceueHus” u T. I.»*!. B Ha-
YaJbHOM OTpeeTeHNN PUKCUpyercs: 6azo-
BBII THUII 30J10TOM CEKBEHIUNU: «IUATOHUYE-
CKasl, MUHOpPHAsI HUCXOAIIAs 10 CEeKyHAaM
CEeKBEHIIUSI C JOMHUHAHTOBO-TOHHUYECKUM
KBapTO-KBUHTOBBIM CTPOEHHUEM  3BEHAY,
a JajpHEHIIee TEOPETUYECKOE H3JI0KEHHE
JEMOHCTPUPYET MHOXECTBO Pa3HOCTH-
JIEBBIX MY3BIKaJIbHBIX 00pa3ioB. TepMuH
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BHEJPEH BO MHorue Tpyabl bepkoBa, oH
burypupyet, K npumepy, B padorax «lap-
MOHHS M My3bIKanbHasg Qopma» (1962),
«DopMooOpa3zyromre cpeicTBa TAPMOHUID)
(1971), «Xpomaruueckas pantazus . Cae-
nuHKa. 13 uctopuu rapmonun» (1972).
HoBblil TepMuH ObLT 3aMeyeH KoJIIera-
MU 10 1exy. iM onepupyioT BhlIatomuecs
IPEICTABUTEIN OTEYECTBEHHON MY3bIKalb-
Hou Hayku B. Ilykkepman, JI. [IpsukoBa,
E. PyubeBckas, M. Otunrep. Co BpemMeHeEM
TEPMHMH PaCIIUPsUl apeajl CBOEro IpPHUCYT-
CTBUSL B YYEOHBIX W3/IaHUAX, OPUEHTHPO-
BaHHBIX Ha Pa3HbIE YPOBHHU MY3bIKaJIbHOTO
o0Opa3oBaHusl — OT IIKOJ 10 By30B*%. [lo-
CTaTOYHO AaKTHBHO UM MOJb3YIOTCS HCCIe-
JOBaTeIN TMOCJEIHEr0 BpPEMEHH, JoKa3a-
TEJIbCTBOM YEMY MOTYT CIYKUTb TEKCTBI
JaUCcepTalmii>’, MHOrooOpasHas TeMaTHKa
KOTOPBIX emi€ pa3 J0Ka3bIBAET KUZHECTOM-
KOCTb M BOCTPEOOBAaHHOCTH O3HAYaEMOTO
TEPMHHOM «30JI0Tasi CEKBEHLIMS» MY3bl-
KaJpHOTO siBieHus. Kpome Toro, tepmuH
UMEET HIMPOKOE XOKIEHUE B COBPEMEHHOM
YCTHOW MPAKTUKE U SBISETCA CTAaOUIIBLHOU
€IMHUIICH MY3bIKaHTCKOTO BOKaOyIsipa.
[IpennpunsiToe B [JaHHOW CTaThbe
OCBEILEHHE MCTOPUU TEPMHUHA «30JI0Tas
CEKBEHIIUS» — MOMBITKA UCCIIEI0BaTh OANH

13 MHOXKECTBA CETMEHTOB MY3bIKaJbHO-TE-
OpETHYECKOTO JIEKCUKOHA, ITOCTEIECHHBIN
OXBaT KOTOPBIX MpPHU3BaH CIIOCOOCTBOBATH
(GOpPMHUPOBAHUIO  KOMIUIEKCHOM  KapTH-
Hbl CTAHOBJICHUS PYCCKOSI3BIYHOIO TEP-
MUHOJIOTMYECKOIO anrmnapara. BHumanue
K HUCTOPUU MY3BIKaJbHONH TEPMHHOJIOTHUH
U, MHpe, K HAydyHOU M yueOHOU nuTepa-
Type€ IpPOLLIOro — OJHA U3 AOMHHAHT CO-
BpeMeHHOro My3biko3HaHus. T. Kroperss,
3a/1aBasiCb BONPOCOM O MPUYUHAX JAHHOU
CUTyallM¥, BBICKA3bIBACT  CJIEAYIOLLYIO
MbICIIb: «B Teopernmueckux paborax, Kak
U B CaMOM MYy3bIKE, TOXKE OTpa3mics IyX
BPEMEHH, U B TOM, KaK aBTOPHI TPAKTYIOT
M30paHHBIA MpEeAMET, KaK OHU CMOTPST
Ha MpoIUIoe, KaK H3JIaraiT Aaxe oOluie-
IPUHATHIE HEKOTIA ITOJIOXKEHUS, — BO BCEM
9TOM MOKHO IOMMaTh B3MJIAJl COBPEMEH-
HUKOB COOBITHH, KOTOPBIMH MBI JIOPOKUM
U KOTOpHIE HBIHE ITOBOPAYMBAIOTCSA HO-
BOI I'PaHbIO, IIOMOTasl MOHATh HE TOJBKO
HalluX MPEIIECTBEHHUKOB, HO M CaMHX
cebs» [7, c. 357]. TpyaHO HE COTIIACHUTh-
Cs C JAaHHBIM BbICKa3biBaHueM. Iloxanyn,
HECKOJIBKO PACIIMPUB €T0 PaKypcC, MOXKHO
YBEPEHHO YTBEPKJaTh, 4TO Oyiarogaps Hc-
CJIEIOBAHMIO SI3bIKA HAYKH IPOUCXOAMT €€
CaMOIO3HAHUE.

o~ NMpumedaHna ©

1

PaboThl Ha3BaHHBIX aBTOpPOB OH}/6J'II/IKOBElHLI B C60pHI/IKe ((TepMI/IHBI, TNIOHATHA U KaTCroOpun

B My3bIKOBeJleHUH: Marepuansl [V MexnyHapoaHoro koHrpecca OOImecTBa TE€OPUU MY3BIKK»
(Kazanb: Kazanckas roc. koncepsaropus umenu H. I. )Kuranosa; MockoBcKasi roc. KOHCEpBaTOpHs
uMenu [1. . YaiikoBckoro, 2021). Cm.: Maknsirus A. JI. HanimoHnansHbIe peLieniuy TEpMUHOIOTMU
B coBeTckoil Mmy3bike 1920-1940-x rogoB (c. 15-25); Haymenko T. U. «HoBsIif neHb 3acTan Hac
HETOTOBBIMH...»: HAyUHbIH TEPMHUH B 310Xy cOmmxeHus KyapTyp (c. 26-34); Cycunko U. II.
TepMuHonoruueckue 0003HAYEHMs >KAHPOB: MCTOPHYECKAsh JOCTOBEPHOCTh M COBPEMEHHas
anHanutHka (c. 53—61); 3enkun K. B. IIpoGiemMbl TEpMUHOIOTUH UCTOPUYECKOTO MY3bIKO3ZHAHUS
(c. 43-52); Anrunosa lO. B. IlpoGnembl TEpPMHHOJIOTUHM B OTEYECTBEHHOW MY3bIKaJIbHOMN
WHIO0HE3UCTHKE (C. 89-95).
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3 Cwm.: T'appac A. U. Py4yHoit My3bIKaJIbHBIH CIIOBaph C MPpUOaBICHUEM OUOrpaduii H3BECTHBIX
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TBOpuecTBO. M., 2019; Maesckas W. B. )KanpoBo-cTueBbie acrieKThl OTEUECTBEHHOM ACTPaHON
necHu Bropou nonoBuHbl XX Beka. PoctoB-Ha-Jlony, 2020; Anekceea A. FO. Komno3suTtopckas
TexHuka Maiikna Haiimana. IlerposaBoack, 2021. TepmuHoM «30510Tasi CEKBEHIUS»
MOJIB3YIOTCSL U aBTOPHI IOKTOPCKUX auccepranmii: YpBaniera O. A. CtuieBoe MoneIupoBaHUE
B JIyXOBHO-KOHLEPTHOHN My3bIke pycckux komno3utopoB XIX—XX BekoB. Maruurtoropck, 2011;
Cnonumckast P. H. Pa3zButue My3bIKaJbHBIX CIIOCOOHOCTEH CTYAEHTOB T'yMaHWUTapHBIX BY30B.
CII6., 2008 u ap.
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Annomayusa. B xynoxecrseHHoMm Hacienuu M. C. baxa coBepiieHHO oco0oe MecTo
3aHUMAaeT TO, YTO CBA3aHO C IOHATUEM sapiens, Oompenesnss 3TUM chepy MEeAUTATUBHOCTH
B €€ UYpe3BbIYAWHO HIMPOKOM JHMANa30HE: OT HEMPUTA3ATENBHBIX CTPAHUI] CBETJIOTO Pa3lyMbs
10 DIyOuHHO (uiaocopckux OTKpoBeHHH. B crareke paccmarpuBaeTcsi camblii OOBEMHBIN
CHEKTp IpaHel HCTOJIKOBAHUS ATOM OOpa3HOW CHUCTEMBI MO JIMHUM YCWIEHUS HaNpsKEHHOCTH
COOTBETCTBYIOIIMX COCTOSIHUH M MX HACHIEHUS MpPOOJIEeMHOCTbIO. 371€Ch M HACTPOEHUS
[acTOpPalIbHOM cO3epLaTeIbHOCTH, U pe(IeKCHH, BbIACPKAHHBIE B XapaKTepe CyMpauyHOU 3JIeruu,
U CKOpOHBIE JIaMEHTAllUW, MPOHU3aHHbIE OILIYIIEHHEM Oe3HaAEKHOCTU >KU3HEHHOIO MYTH,
YTO HE pa3 NpUOMIKAI0 METUTAaTUBHYIO My3bIKy baxa K IpaHu Tparudyeckux KOHCTaTallMi.
Bricmeit aparoneHHOCTBIO HajeneHa ¢punocodcekas TUprUKa KOMIIO3UTOPA, NEPEAAONasi BEICOTHI
MBICIISIILETO JyXa, BEpX CaMOyDITyOJIEHHOCTH, MAKCUMAaJIbHOE HaNpsHKEHUE HWHTEIUIEKTYaJbHOIo
Ipouecca, Iorpy>KeHUE B Pa3fAyMbsi O CaMOM Ba)KHOM B CYIIECTBOBAHHHU YEJIOBEKA, TO €CTh BCE
TO, YTO CYMMHpYET B ce0e MoHATHE homo sapiens B €ro COKPOBEHHOM 3HaueHuH. Ciie10BaTeNbHO,
B uctopuueckoil nepcrexktuBe Morann CebacThsiH MpescTal B My3bIKaIbHOM HCKYCCTBE CBOETO
BPEMEHM MOUIMHHBIM XYJOXHUKOM-MBICIUTEIEM, a YPOBEHb JOCTUTHYTOTO MM B JaHHOM
OTHOILIEHNU HaBCETAA OCTAJICS dTaJOHOM.
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JUpUKa

Jlna yumuposanusn: Jlemuenxo A. V. Hetnennstit Morann Cebactbsn: Sapiens // IIpobnemsr
My3bIKaibHOM Hayku / Music Scholarship. 2022. Ne 3. C. 17-28.

DOI: 10.56620/2782-3598.2022.3.017-028

© Jlemuenko A. W., 2022

17



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3
G/\f\

Gy~ Cultural Heritage in Historical Perspective

Original article

The Imperishable Johann Sebastian:
Sapiens

Alexander I. Demchenko

Saratov State L. V. Sobinov Conservatory, Saratov, Russia,
alexdem43@mail.ru, https://orcid.org/0000-0003-4544-4791

Abstract. In J. S. Bach’s artistic legacy an absolutely special position is held by what is
connected with the conception of sapiens, defining therewith the sphere of meditativeness
in its extremely broad range: from the unpretentious pages of light reflection to profound
philosophical revelations. The article examines the most capacious spectrum of the boundaries
of interpretations of this figurative system along the line of acceleration of intensification of the
corresponding states of being and their saturation of the presence of problems. This includes the
moods of pastoral contemplation, reflectivity carried out in the vein of tenebrous elegy, as well
as mournful lamentations permeated with a feeling of the hopelessness of the path of life, which
very often brought Bach’s meditative music close to the borderline of tragic utterances. Of the
highest value are the composer’s philosophical verses, which convey the heights of the thinking
spirit, the pinnacle of self-centricity, a maximal tension of the intellectual process, immersion
into thought about what is most important in the life of the human being, i.e., everything which
sums up in itself the concept of homo sapiens in its intimate meaning. It follows that in the
historical perspective Johann Sebastian appeared in the musical art of his time as a genuine
artist and thinker, while the level of what he achieved in this regards shall remain a touchstone
forever.

Keywords: J. S. Bach’s artistic legacy, Bach as a thinker, meditativeness, philosophical verses
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Mana3oH MyOJMKYEeMbIX B MOCJHEI-  HATBIX BEJIMKUM KOMIO3UTOpOM [2], nmbo

HEe BpeMs MaTepuajoB, KACAIOIMX- K CKPYMYJIE3HOMY aHajau3y T€X WM HHBIX

cs TBopuectBa U. C. baxa, octaércs  OTAENBHO B3ATHIX ITpoU3BeneHU [3; 4] niu,

ecbMa OOmMPHBIM. OJJHAKO ¢ TOYKU 3pe-  HAKOHEI, K MONBbITKaM IPUMEHUTh K MY3bl-

HUs [IpeJIaraéMou CTaThy, MOXKaIYH, TOJb- K€ baxa HOBeHIe METOIbl KOMIIbIOTEPHOMN
KO eIWHCTBEHHAS MyONUKaIs MpuOImKa- 00pabOTKH KOJMYECTBEHHBIX BEMYHH [5].
eTCsl K MCCIeyeMOoH 3[ech MpodiieMaTruke Onpenenenuie sapiens (J1aT. pa3yMHbIN),
[1]. B octasibHOM M3BECTHBIE HaM Marepu-  0OoJiee BCEr0 M3BECTHOE BCEM IO XPECTO-

ajbl, KaK MpaBWiIO, OOpalleHbl K YaCTHBIM ~ MaTUMHOMY /h0omo sapiens, UCIOIb3yeTCA
BOMpPOCAM CEMEWHBIX TPaJMIIMiA, BOCIPU- B JAaHHOM cjydae, 4ToObl 00O3HAYUTH
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B TBOpYECTBE baxa MOHATHE «YETTOBEK MblC-
AUy, 4eMy B 00pa3HOM IUIaHE COOTBET-
CTBYET MEIMTATUBHAs cepa.

O4eBUIHO, MHOTHE COINIACITCS C TEM,
4yTO M3Mo0NeHHas cdepa TBopyecTBa baxa
— MMEHHO MEIUTaTUBHOCTb (OT JaT. pas-
Mbluiienue), 1 TpaHuIlbl €€ IPOCTUPAIOTCS
B IIPE/IENIaxX OT HENPUTA3ATEIIbHBIX CTPAHUI]
CBETJIOTO pa3IyMbs 1O DIIyOMHHO (uiio-
coCKUX OTKPOBEHUH, HO B JIFOOOM cllydae
TUM COCTOSIHMSIM MpHUCyLIa MOAYEPKHYTAs
OlyXOTBOPEHHOCTb, NPUYEM YAIIE BCETO
OHM BBIJICP’KaHbI B IBUKCHUU HETOPOILIU-
BOTI'O 1Iara.

B cBsA3M ¢ mocieaHuM K3 OTMEUYEHHBIX
MOMEHTOB YMECTHA AAJNEKas UCTOpUYECKAs
napajienb. /[peBHerpedyeckrii MbICIUTEIb
Apucrorens OecenoBal CO CBOMMHU Yyuye-
HUKaMH, IIPOXaKUBAsICh 110 Caly, a B HEIO-
rofy — IO KpBITOHM rajiepee, mojarasi, 4ro
JBUKEHUE CIOCOOCTBYET MPOIIECCY MBIII-
nenus. OTcrofa MpoU30LII0 HA3BAHUE €TI0
¢unocockoil WKOIBI — nepunamemusm
(OT Tpeu. mpoeyrusascb, NPOXANCUBAACH).
Heuro noxoxee Haxonum u B My3bike baxa.

PaccMoTpuM OoTMEUEeHHBIE U MHBIE Ipa-
HU UCTOJIKOBaHMS 3TOM 00pa3HOIl CUCTEMBI
0 JINHUY YCUJICHUS HAPSHKEHHOCTH COOT-
BETCTBYIOIINX COCTOSTHUM U UX HACBIIICHUS
poOIEMHOCTHIO.

EcrecTBeHHO HauaTh ¢ HACTPOEHUH Iac-
TOpPaJIbHOM CO3epLAaTEeIbHOCTH, HE 00peMe-
HEHHBIX KaKOU-THOO 03a00UYEHHOCTHIO U
4acTo MPOTEKAIOIIUX B TOHYCE JETKOW JIU-
pUdecKor pasmymMuMBOCTH. TakoBbl y baxa
HEepeaKo ajieMaH]ibl (HaunHas ¢ PpaHirys-
ckux ctout Ne 1 u Ne 2). Unu, x npumepy,
B Mausienbkoii npesiionuu d moll (BWYV 940)
€€ J1aJJ0BOE HAKIIOHEHUE NMPUBHOCUT TOJIBKO
¢bnép TporarenbHON MENAHXOIHH, U 1aXKe OH
0J1aronolyyHo BYaJIMPYETCs 3aKIIOUUTEIb-
HBbIM MaKOPHBIM KaJIaHCOM.

B OCHOBHOM € JMPHUKY CO3€pLaTellb-
HOTO IJJaHA OTVIMYAET XapakTep MOKOWHBIX

19

Pa3MBIIIJICHUM, BO3HUKAIOLUX B XOJI€ He-
TOPOIUIMBO-PA3MEPEHHOI0 JBUKEHUS U CO-
MIPOBOXK/IAEMBIX MSTKOW «KECTUKYISALIUCH
paccyxnennii. Bcé B mogoOHBIX oOpasax
BBIpaXkaeT To OnaroayIne, KOTOpoe CBUE-
TEIbCTBYET O O€3yCIIOBHOH YIOBIETBOPEH-
HOCTU CYLIMM — B YMCJI€ NOKAa3aTeJIbHbIX
MOKHO Ha3BaTh XOpaJbHYIO MPETIOANIO
Liebster Jesu... (BWV 731).

JIpyryto CTOJIb K€ MOKa3aTeJIbHYI0 WJI-
JIOCTpALMI0, HO YK€ MOTHUBHPOBAHHYIO
BO3BBIIIEHHO-CAKPAJIbHBIM TOCHUIOM, Ha-
xoquM B Kanrare Ne 75: 3nech B Apuu
(Ne 3) xomro3utop OECKOHEUHO JUIUT Be-
JMYaBO-TIOKOMHOE COCTOSIHME, CBA3aHHOE
C 4yBCTBOM InTyOokoro nuereta mnpen [oc-
MIOJIOM U HecylIlee B cebe JyXOBHOE MPUHO-
menne Emy, 4to ompenensiercst Kito4eBou
dbpazoni «Mou Hucyc — 6cé ons mens!y.

OTy JTUHUIO MEAUTAaTUBHOW JIMPUKH CO-
3epIaTelbHOTO TUIaHA OCOOBIM 00pa3oM
Pa3BUBAIOT YK€ OTMEYABIIMECS BBIIIE Ha-
CTPOEHHUS 33JyMUYUBOCTH, IIOJAHHBIE B TO-
HaxX CBETCKOM HENPUHYKIEHHOCTH U MOJ-
YEPKHYTOM  BJIEraHTHOCTU  U3bSICHEHUS.
W cpa3zy xe ciexyer 3aMEeTUTh, 4TO 3a MO-
NOOHOMI «MaHepoi» MoJpa3ymMeBaach HaTy-
pa UHTEIJIEKTyana BpeMEH bapokko, mpuiém
MHTEJUIEKTyajla 3aBEIOMO apHUCTOKpaTHye-
ckux KpoBei. Hackonbko 310 ObUTO IpUTS-
rarenbHO A1 baxa, ToBOpUT TOT (hakT, 4To
No700Hasi HACTPOEHHOCTh MPOHMKAJIA JIaXkKe
B c(pepy cakpaJbHBIX KaHPOB (CM., K TpUMe-
py, XopanbHyto npentoauto BWYV 682).

Bonee Bcero 3Toli HACTPOEHHOCTU OT-
Beyasia My3blka s kinaBupa. OauH U3
npumMepoB ToMy — Ilpesaronust u ¢gyra us
I roma XTK, roe TonansHoCTH es moll co-
OTBETCTBYET INIyOWHA MOTPY)XEHUS B IIe-
Yyajib COKPOBEHHBIX DPa3AyMUil B Juanore
Hae/JMHE ¢ CaMUM COOOH, 4TO MmepeaaHo ye-
pe3 KOHTPAyHKT MEJIOANYECKUX JUHHM. B
TOW e CTENEeHU M30pPaHHOM TOHAIBHOCTH
COOTBETCTBYET U BO3BBILICHHO-BEINYaBbII
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CTPOM MBICIIUTEIBHOTO MPOIIECcCca, KOTOPBIH
pa3BOpayMBaeTCs B HMCKIIOUUTEIHHOM 00-
rarcTBE€ OTTEHKOB.

Ho ecnu ®yra otnmyaercs nmoguépkHy-
TOM COCPEIOTOUEHHOCTHIO COCTOSIHUS U €T0
palMOHAIBHON OTCTpaHEHHOCTHIO, TO [Ipe-
JOUS TPU JTOCTATOYHOM CTPOTOCTH HU3b-
SCHEHUS OTJIMYAETCs] MPOCBETIEHHOCTHIO
KOJIOPUTA, HAllOJHEHA 3MOLMOHAIBHON Te-
IJIOTOM, pacliBeyeHa BBEIECHUEM H3bICKaH-
HOM OPHAMEHTHUKHU — U 3TO MPU TOM, YTO MY-
3bIKa BBIJIEpKaHa B XapakTepe capabaH/ibl.

Bo Bceit monHOTE 0COOEHHOCTH TyXOB-
HOTO apHCTOKpaTh3Ma MpeACTaloT B Me-
JICHHBIX YacTSAX KIABUPHBIX KOHIIEPTOB
baxa, Bkrouasi cCoIbHBIN M TanbsIHCKUM KOH-
uept (BWV 971) u Konueprt a1st 1Byx Kja-
BUpoB 0e3 opkectpa (BWV 1061). B Hux,
KaK MpaBUJIO, Nepenaércsa COCTOSHUE pas-
IyMbsI B €r0 CO3€pLaTeIbHOM HAKIIOHEHUH,
YTO HEPEAKO COMPOBOXKIACTCS «KECTAMMU)»
paccyxaeHusl, 3aUKCHPOBAHHOTO B OpHa-
MEHTHKE PUTOPUYECKUX (HUTYp. DTO pa3my-
MbE CBETJIOE (B TOM YHCJIE HE3aBHUCHMO OT
TUTYJIBHOTO MUHOpA, KOTOPBIi mpeolnaa-
€T B paccMaTpuBaeMbIX MPOU3BEICHUSX),
JUIIEHHOE KaKOTO-IM00 HAMPSKEHUs, TIPO-
TEKalolllee B JBUKEHUM MTOKOMHOTO 11ara u
B TOHAX HEKHOM MEJIaHXOJIUU, TPUJAIOLIUX
MEIUTATUBHBIM U3IUSHUSAM JTHUPUUYECKYIO
IIPOHUKHOBEHHOCTb.

[IpakTuyecku BCsI BBIPA3UTEIBHOCTh
cocpeoToueHa B OECKOHEYHO JIsIIencs
MHCTPYMEHTAJIbHOW KaHTWIECHE: B Yapylo-
1ieil mo3Tuke e€ rpaHel, u3rudoB U MOBO-
POTOB pacKphIBa€TCsl TOHKOCTh, OOTaTCTBO
M KpacoTa BHYTPEHHEro MHpa IIIyOOKO
OlyXOTBOPEHHOU HaTyphl. Eil CBONCTBEHHA
AJIETAaHTHOCTbH MPENOTHECEHUS MBICIIUTEIb-
HOM MaTepuu U OCOOBIN IIapM CBETCKOU
HEMPUHYXAEHHOCTU (B YAaCTHOCTU 4epe3
U3BICKAHHOCTh MOpAeHTOB). W cyryOsrit
CUMHAUBUIYAIU3M»  HUHTEIJIEKTYyalbHOTO
BBICKA3bIBaHUS BBICBEYEH TEM, UTO, B CyII-

20

HOCTH, BCE 3aKIIOYEHO B OJHOTOJOCHOU
«MOHOJIMW» COJHMCTA, 3ByUaIle B THIIIMHE
YeIUHEHHSI, TOCKOJIIBKY CBEPXIpPO3padHast
bakTypa OpKecTpa HEPEIKO CBOAUTCS K €Jie
CIBILIHOMY pizzicato CTPYHHBIX.

[Ipu Bceli oOHOCTH 0OpPA3HOTO COMEP-
’KaHUSI MEJJICHHBIX YacTel, KaXK bl U3 KJia-
BUPHBIX KOHIIEPTOB AAET €r0 CBOW BapHAHT:

— Tak, Konuepr 4 dur (BWV 1055) c ero
o0epToHaMU OGAXOBCKOTO CEHTHMEHTAIU3Ma
WCIIOJTHEH TpPEeTeTa CepAeUHOro Teria, 4To
MOJ/ICP’)KAaHO BBIPA3UTEIBHBIMH  «B3/I0Xa-
MUI» OPKECTPOBOTO COMPOBOXKICHUS;

— Konnepr g moll (BWV 1058), BbI-
JEp’)KaHHBIM B XapaKTepe HOKTIOPHA, C 0CO-
00l 1eTMKaTHOCThIO MPUOTKPHIBAET TAHHU-
K CO3HAHUS,

— «HokTopH» Konuepra D dur (BWV
1054) namonHeH 3aTaéHHBIM TICHXOJIOTH3-
MOM HCTIOBEIAIbHOCTH;

— pednexcupyromuii ckiman Konrmepra
d moll (BWV 1052) o0GycnoBun HEOOX0a1-
MOCTh B «TOBOPSIINX» UHTOHAIIUAX JEKIIa-
MallMOHHO-apHO3HOI'0 THUIA;

— B Hranbsackom koHuepre (d moll,
BWYV 971), nanucanHom 1151 K1aBupa solo,
y>K€ B CHILY 3TOT'O MHTEIJIEKTYyall IPEACTAET
«cam 1o cebe», YTO aKIEHTUPOBAHO U3SIIIIE-
CTBOM BOJIBHOW UMITPOBH3AIUY;

— wmy3bika Konmepra jyist 1ByX KIlaBH-
poB C dur (6e3 opkectpa, BWV 1061) Boc-
MPUHUMAETCS KaK JUAJIOT Pa3MBIIUISIONIIX
0 4éM-TO OJTU3KUX JIPYT IPYTY MEPCOH;

— a Konuept ans tpéx knaBupos C dur
(BWV 1063) — 310 yke «KpyIJbIi CTOI»
IIEJIOTO COO00IIecTRa.

BosBpaiasice k Tomy 00111eMy «modep-
Ky», KOTOpbII OOBEAMHSIET BCE PaccMo-
TPEHHBbIC KOHIEPTHI, OTMETUM, 4YTO BCE
caMoe XapaKTepHOe I HUX COCpeAoToYe-
HO B MemjieHHoW dactu Konuepra f moll
(BWV 1056).

B 1mpoTHBOIOI0KHOCTE OTMEUCHHBIM
BBIIIIE CBETJIBIM, CO3EpPLATENILHBIM, «JIETKUM)
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U «CBETCKHM» TpaHSIM MEIUTATUBHOCTH
HaxonauMm y baxa B HemanoMm uucie Hamps-
KEHHBIE TI0 XapakTepy, MpoOJIEeMHBIEC IO
00pa3HOMY CTpPOIO, 3aTeMHEHHBIE IO KO-
nopury e€ nperBopeHusa. C TOUKH 3peHUst
OTSTOIIEHHOCTH MBICIIUTEIIBHOIO COCTO-
aHUs corocTtaBuM naBa nukia n3 XTK L
B Ilpemtoguu u dyre cis moll raerymias
OMNEUYAJICHHOCTh BTOPOM 4YacTU JUIITHXA
(1BoMHas (yra) oTTeHsieTCs peduekcuen
IIEPBOTO, BBIACPKAHHOIO CKOpEE B Xapak-
Tepe cyMpauHoi sneruu. A Bot [Ipemtoqus
u (yra b moll npencrasisier coboi coBep-
HIEHHO €JMHOE LEJO0e: 3TO JIBE CKOpOHBIE
JAMEHTALNM, MPOHU3AHHBIE OILIYIIEHUEM
0€3HaIEKHOCTU KUZHEHHOTO MYTH, COBEP-
1a€MOTO Kak ObI TOHEBOJIE.

B ki1aBUpHBIX CIOUTaX W€ HECEHHUS T1e-
YaJIbHOTO KpecTa OBITUS HEPEIKO PACKPHI-
Bajach B capabaHlax, T€ MEIJIUTEIbHO-
BEJIMYaBOE JIBMDKCHUE MOIVIO HaIllOMHU-
HaTh TPAaypHOE WIECTBHE, YTO MOMAJICPHKU-
BaJIOCh TATETUKON PUTOPUYECKUX (PUTYP.
N omste-Takm, ecnu B Capabanne n3 An-
IMHACKON CroUThl Ne 3 yrHeTEHHOE COCTO-
SHHE JyXa OTTECHSETCA BBICBETVICHUSIMU
KOJIODUTA B Pa3BUBAIOLIUX SIH30[aX, TO
B QHAJIOTUYHOM 4acTh AHITIMHCKON CIOUTHI
No 6 BCE BbIAEp)KAHO B €IMHOM KJIIOYE, BE-
njasi 0 HaJCyeTHOM C IPENESIbHOM CTPOro-
CTBIO M COCPEIOTOYEHHOCTHIO.

OrneyaneHHOCTh, a TeM Ooiyiee CKOpO-
HBII XapakTep pa3IyMull 4eJIOBEYECKUX HE
pa3 mpuOIKaI MEIUTATUBHYIO MY3BIKY
baxa k rpaHu Tparm4ecknx KOHCTaTallWU.
C Oonpuioil cuiod 3Ta HACTPOSCHHOCTh
BbIpA)KEHA B YBEPTIOpe U3 OPKECTPOBOI
Croutni Ne 2.

OtrankuBascb OT 00pa3HO-CTUIIEBOM
«MaTPUIBD» KaHpa TaK Ha3bIBAeMbIX (paH-
IIy3CKUX YBEPTIOp, KOMIO3UTOP B MOJHOM
Mepe HacleqyeT CBOMCTBEHHYIO UM BO3BBI-
[ICHHO-APaMaTHYECKYIO MaTeTUKY (TOHAIb-
HOCTb h moll, 3a0CTPEHHBIN MYHKTUPHBIN
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PUTM, <CKECTHKYISLUSA» YCIOKHEHHON Me-
JU3MATUKH).

Hakan konoccanbHOro BHYTPEHHETO I1e-
pPEXKUBAHUS COEIUHSCTCA C KaTEeropHsIMHU
Ha/JTHYHO-BCEOOIET0, BEIBO/S B KOHEUHOM
cuéTe K CTOJIb HOPMATUBHOMY /ISl GapOYHO-
ro KJIACCUIM3Ma BEIUYECTBEHHOMY HUMIIe-
paTuBy HPABCTBEHHOTO JOJDKEHCTBOBAHMUS,
30BYIIEMY K BBICOKHM JESHUSM BO HMS
xu3HU. [Ipuuém peanusyercs 3TO TOJBKO
B OIIOpPE Ha CTPYHHBIE, MOJAeP>KaHHbIC KJIa-
BECHHOM, HO JIOOMBAsSICh CBEPXHACHIIIICHHO-
CTH (paKTypHOTO MaCCHBA.

B nmonoOubix cTpanunax My3bika baxa
BCTyTIaja B cepy TOro, 4YTO MPUHSTO HA3bI-
BaThb uiocoghckoti aupuKoil, XOTs BTOpast
94acTh JAHHOTO 0003HAUYEHUSI CKOPEE MOXKET
COOTHOCHUTBCSI C TEMH MPOU3BEACHUSIMHU,
IJ€ aKIEHTUPYETCSd JIMYHOCTHO-IMOIIHUO-
HaJIbHOE HayaJo (HarpuMep, B paCCMOTPEH-
HBIX BBIIIE MEUICHHBIX YacTAX KIABUPHBIX
KoHIIepTOB). McTunHas QuiocopudHoCTh
— 3TO BBICOTHI MBICIISIIETO IyXa, BepX ca-
MOYTITyOIEHHOCTH, MaKCHUMaJbHOE HaIpsi-
KEHHE WHTEJIEKTYalbHOTO MpoIecca, 3TO
HOrpy’KEHUE B Pa3lyMbsi O CAMOM Ba)KHOM
B CYLIECTBOBaHMM 4YEJIOBEKA, TO €CTh BCE
TO, UTO CYMMHUpPYET B cebe MOoHsTHE homo
sapiens B €ro BBICIIIEM 3HaYE€HUHU.

B xamepHoMm BapuaHTe ABYMs 3aBep-
MIAIOIIAMHA ~ MOHYMEHTaMH  0aXOBCKOTO
1yOokombiciust  ctanu  «My3bIKaJIbHOE
npuHomenue» u «HMckycerso ¢yrmy,
nonyuunBire B karaiore BWV cameie no-
cnenane Homepa (1079 u 1080). IepBsrit u3
HUX ObUT 3aBepui¢H B 1747 romy, Haa BTO-
PBIM KOMIIO3UTOpP paboTan Bc€ mocieaHee
necatuiietne cBoeit sxxu3nu (1740-1750).

OdeHp MHOTO€ POIHUT UX U MOMUMO
xpoHonoruu. Omnpenensiromuil  MPU3HAK
000MX TpaHAMO3HBIX IUKIOB COCTOUT
B TOM, YTO HHTEJUIEKTyaJu3M TBOPYECTBA
baxa momyunn B HUX CBOE BBICIIEE BBIpa-
KEHHE, U, TTOCKOJIIbKY BCE 3/1eChb OCHOBAHO
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Ha BBICOYAMIIEH AIUCOUINIMHE MBICIH H
CTpOXKalIlleM KOHCTPYKTUBHOM pacuyére,
MOKHO TOBOPUTH O BOCXOXKJICHUU K (PHIIO-
COCKHUM KaTeropusiM «4UCTOTO pPa3zyMay.
KonkpetHo Bc€ 310 peanusyercsi B popmax
BUPTYO3HEHIIEro Mou(OHUYECKOTO MHCh-
Ma, ¥ B OTHOIICHHH H300pETaTeIbHOCTH
OHO JIOCTHUIIIO, TOXKaJlyd, TOro THpenena,
Janbllie KOTOPOro OHO YK€ HE MOIJIO pas-
BHUBAThCSl, — CaM KOMIIO3UTOP CUHUTAN 3TH
OMyChl WTOTOM PAa3BUTHUS CBOErO0 KOHTpa-
MMyHKTUYECKOTO UCKYCCTBA.

JIeHCTBUTENBHO, B O0OUX CIIydasx IO-
CPEICTBOM CJIOKHEHIUX MpeoOpazoBaHUI
UCXOIHOTO TeMaTu3Ma OH JI00MBaeTCs MOJ-
HOTO MCYEPIIaHUs €r0 MOTEHIHUAIbHBIX pe-
cypcoB. B «My3bIKaJIbHOM NPHUHOLICHUW,
aapecoBaHHOM MoHapxy IIpyccuun @punpu-
xy II, 3T0 Kacaercsi COUMHEHHOU KOPOJIEM
JIOCTaTOYHO OPAMHAPHOM TEeMbI, KOTOpas
B XoJe OaxOBCKOM pa3pabOTKH oOperaeT
KpacoTy BO3BbIIIEHHOW MbIciH. B «Hckyc-
cTBe (yr» KOMIIO3UTOP ONMUPAETCs Ha COO-
CTBEHHYIO TEMY — HENPUTA3ATEIbHYIO, HO
TEXHHYECKH HACATBHO MPHCIIOCOOIECHHYIO
K JIFOOBIM MOTM(POHUYECKUM KOMOUHAIIUSM.

Camu ke monudoHUYECKHEe KOMOHWHA-
MM COCTABIIIOT 3aKOHYCHHOE COOpaHHe
BCEX MBICIIMMBIX TEXHUK KOHTpPAITYyHKTA!
pasznuyHbIe BUABl KAHOHOB (BKIIIOYAs TaK
Ha3bIBa€MbIE 3araJIOUHBIN U OECKOHEYHBIN),
¢yru u puuepkapsl (y baxa sto ¢yru, ot-
JMYaoIIuecs: 0co00i CIIOKHOCTBIO pa3BU-
THUS1), TPUEMBI YBEIMYCHUS, YMEHBIIICHHUS,
oOpalieHuss U PaKOXOJHBIE JIBHDXKCHHUS.
U, x npumepy, 12-1 u 13-1 pyru «Mckyc-
cTBa (pyrm» MoCTPOCHBI TaK, YTO B KAKIOU
U3 HUX BTOpas MOJOBHHA 3€pKaJIbHO OTpa-
KaeT NEPBYIO.

[Topoii ckitaapiBaeTCA BIIEUATIEHUE, YTO
3Ta My3bIKa CO CBOWCTBEHHOW €l HEOObI-
yaiiHO M3OWIPEHHON MonudOoHUEH CKopee
IpeHa3HaYeHa HE CTOJIBKO JJIsI HETOCpe-
CTBEHHOI'O XYyJ0>K€CTBEHHOTO BOCHPUSITHS,
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CKOJIBKO JJIS IEMOHCTPALUH BBICOYAMIIIETO
MacTepCTBa M IJis TTyOOKOTO TMOKJIOHEHUS
COBEPIICHCTBY MOJOOHBIX co3MaHui. by-
Iy4d B HEKOTOPOM pPOJE TpaKTaramu IO
KOHTPANyHKTY, 00a TPOU3BEICHUS HECYT
B ce0e JyX MCCIe0BaTelbCKOro Moucka u
«HAy4YHOTO HKCIEPUMEHTa», a MPUCYIIHM
UM KyJbT pallMOHAIU3Ma MPUBHOCUT OIILY-
LIEHHE PacCyl0YHOCTH U abcTparupoBaH-
HOCTH 3BYKOBBIX MOCTpoeHUW. B maHHOM
OTHOLIEHUHU BEChbMa XapaKTePHO TO, YTO HE
yKa3aHbI HE TOJILKO TEMITBI U TUHAMUYECKUE
rpajallii, HO M COCTaB HMHCTPYMEHTOB.
Orcrymenue caenaHo B «My3bIKaIbHOM
MPUHOILICHUW» TOJIBKO JJIsI TPEX HOMEPOB
C yyacTtreM (preiThl — HaJl0 TyMaTh, MO TOU
npuuune, yto Opunpux II xopomo urpan
Ha (reiTe U mrucan My3bIKY JUTs He€.
[Toxxanyi, ¢ HanOoJNbIIeH OPraHWUYHO-
CTBIO M XYJIO’)KECTBEHHOU cuioit hunmocod-
CKasl MaTepus My3bIkH baxa monydmniia npe-
TBOPEHUE B MPOU3BENCHUAX JIsI OpraHa.
N ecnu B iesioM psifie XOpajibHbIX MPETOAUN
3TO MPEACTABIICHO Yallle BCEro B Xapakrepe
CYMpa4HOT0, 3aMKHYTOTO B cebe mTyOoKo-
MbIciug (cM. MHOTHE 00pa3iibl u3 «Opras-
HOil TeTpagn», BWV 599-644), To Hauamnb-
Has 4acTh TaKUX JUNTUXOB, Kak [Ipemtogus
u ¢yra ¢ moll (BWV 546), Ilpentonus u
dbyra e moll (BWV 548), danrazus u dyra
gmoll (BWYV 542) obparieHa BOBHE, K IOUC-
TUHE «MUPOBBIM TpobeMam» (He CITy4aiHO
MOCTEAHUE U3 TEPEUUCICHHBIX IUNTHXOB
W3BECTHBI ¢ TIpo3BanueM «bombiasy).
I'paHAMO3HOCT,  3By4YaHUS  «KOPOJIS
MHCTPYMEHTOB» JIOBEJEHA 31€eCh A0 IIpe-
JNEIbHBIX BEJIMYMH. B peanpsHOM BoCHpoO-
M3BEACHUU CO3JAETCA BIECYATICHUE, YTO
€ro BEITMYECTBEHHOE «3IaHKE» OyKBaJIHHO
BUOPHUpPYET U CONPOraercs OT IEpPEeKaToB
U 00BAJIOB IMKJIOMUYECKUX AaKKOPAOBBIX
p10. Tak Boccosma€rcsi MOTy4yHuil pa3Bo-
POT MBICTUTEIIBHON YHEPTUU C €€ TPO30BOM
MATEeTUKOW U JIPaMaTUYECKOM SKCIPECCUEN
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MOIIIHBIX OOpPEHUN YEIOBEUECKOTO ayXa,
npuuéM TUTaHUYeCKoe grandioso ero opa-
TOPCKUX MPOU3HECEHHI BBIBOJUT IIPOUCXO-
Js1ee Ha HeKUi TI00aIbHbIN YPOBEHb.

A psiAOM C 3THUM, B KOHTPACTHBIX JIIU-
30/1aX, — OTKaThl B pe(ICKCUI0 COMHEHHUH U
KoJie0aHuii, morpy>keHue B chepy camoaHa-
nau3a ¢ (pukcanre TOHYanImx MCUXoJI0TU-
YecKHX BUOpanuii uirymero co3Hanus. Ho
3TO TOJBKO OCTPOBKH 3aTHUIIbS MEPE] Oue-
peaHbIM OPOCKOM B MU3MEpPEHUE KOJIOCCalb-
HBIX MacIITaboB.

Brime B craryce 0oOpasHBIX MOJIOCOB
OBLIIM PACCMOTPEHBI BAPUAHTHI <JIETKOW» U
CTSOKENTON» MENUTATUBHOCTU. EcTecTBeH-
HO, YTO MEXAY JITUMHU KpaHUMH TOJIO-
KEHUSAMHM HaXOJIUM HEKYI «30JIOTYH Ce-
peArHY», KOrJa B MY3bIKE pPAaCKPBIBAECTCS
JIOCTaTOYHO OIIyTUMOE€, HO BIIOJHE YyMe-
PEHHOE MO0 CBOEH IKCIPECCUU HAIPSIKEHUE
WHTEJUIEKTYAJIbHBIX YCUIIHM.

[Iupoko mpenacTaBieHO MOJO0HOE U
B OPTraHHBIX OITyCax, O KOTOPBIX TOJIBKO UTO
rOBOPWJIOCH. [[71s1 MHOTHX XOpajbHBIX Ipe-
JIOANI XapaKTepHO COCTOSIHUE COCPEIOTO-
YEHHOTO Pa3AyMbsl, MIPUIEM TOHYC BIYM-
YUBBIX OCMBICIICHUI HACTPOEH Ha BOJIHY
BO3BBIILICHHBIX HPABCTBEHHBIX CYXIACHUI
(oueHp mMOKa3aTeIbHBI B JAHHOM OTHO-
menun BWV 654 u BWV 727). Takxke u
pSly OpPTraHHBIX AUNTUXOB CBOMCTBEHHO HE
BOCXO)KJICHHE K BBICOTaM «MHPOBBIX IMPO-
O6nmem», a mpeObIBaHME HAa YPOBHE MEHeEe
«aMOu1o3Hoi» unocopuunoctu. Takos,
K npumepy, uuki [pentonus u gyra a moll
(BWV 543), rne nBmkeHHE MBICIH MPEI-
CTaéT Kak MEpHO Tekywud npouecc. Ho
ecnu B [lpentonuu oH MHOTAA OTTEHSAETCS
KaJICHIIMSIMU-UMIIPOBU3ALUSAMHA  KOHLIEPT-
HOTO poja, To B dyre ero cTpyeHue CTporo
OpPraHM30BaHO KaK HEYKJIOHHO pa3pacraro-
IIMHACS TOTOK MEUTATUBHOW SHEPTHUH.

Maccy aHalOTMYHbBIX CTPaHULl HAXOJUM
U B KJIABUPHBIX COUMHEHMIX. K TONBKO UTO
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Ha3BaHHONI Dyre MOXHO MNPHUCOBOKYIIHTH
OTJZIEJIBHO B3ATYI0, HEe OTHOCAIyroca K XTK
®dyry B TOH ke TOHAIBHOCTU @ moll (BWV
944). Co3znannyto B 1720 roxy, €€ MOXHO
cuMTarh onuueTBopeHueM Beicokoro ba-
POKKO, HACTOJIBKO TApMOHUYHO B HEHl ciu-
Thl CBET MU MOMEHTHI JPaMaTUYECKOIO Ha-
NpsDKeHUsI, TTyOWHA W 1IapM apTUCTH3MA,
MeIuTalusl U JEHUCTBHE, UYTO MOPOXKIAET
CUMOMO3 JESTEIbHON MBICIH, U, HAKOHEII,
MpHUCYyIIa Ta TUAJIEKTUKA, KOTOPYIO MbI 000-
3HauaeM (hopmyson edurncmeo mHocoobpa-
3Us1 U MHO2000pa3ue eOUHCMad.

Beie ormeuancs TpareaMiHbI CTpOU
OTJEJIbHBIX UCTOJIKOBAaHUH kKaHpa capabaH-
IIbl B AHIIMICKUX CIOMTaX, a Tenepb, oopa-
masicb Kk OpaHIly3cCKUM CIOMTaM, HaXOquM
MHOE: JIOCTaTOYHO IOKOMHOE COCTOSIHHME
pa3lyMuii-pacCyKJI€HUd, B KOTOPOM BBI-
JIeJIeH OTTEHOK BEIMYaBO-TOP>KECTBEHHOM
MPUTIOHSITOCTH, OKpAalIeHHOW B JHpUYe-
CKHE TOHA MTPOCBETIEHHOMN 3JIETUYHOCTH.

PaccmarpuBaemomy THIy «30J710TOH ce-
peauHb)» 0axOBCKOTO HMHTEJUIEKTyalu3Ma
LIEJIMKOM COOTBETCTBYeT KiaBupHas Ilap-
TiTa Ne 6 kak HauOoinee pa3BEpHyTas U
HaCBIILIEHHAass MPOOJIEMHOCTbIO B JAHHOU
cepun. ToH BceMmy MocleAyolIeMy 3aja-
€T 31ech OTKphIBarolias croouTy TOkkara,
¢ €€ MoAUYEPKHYTO CEPbEIHO-YIITYyOIEHHBIN
CKJIaZIOM, E€CTECTBEHHO, 3aBEJOMO BBI3bI-
BAIOIIMM CYMpPayHO-MUHOPHYIO OKpa-
meHHOoCTh (e moll). CocpenoTOUYeHHOCTh
MBICIIUTEJIBHOTO HAaIpPSIKEHHUSI BCEMEPHO
aKIIEHTUpOBaHa B OousblioM Qyraro cpen-
HEro paszena.

Nnymas oT ctunmuctuku (ppaHIly3cKUX
YBEPTIOp MaTE€THYECKasi HACTPOECHHOCTh
C BOBJICUCHHUEM XapaKTE€pPHBIX THUpaAT Opa-
TOpCcKOM peun (B emié Oosiee 3a0CTPEHHOM
BUJE 3TO npeacTtasieHo B «Ne 5. Capaban-
7a») BpeMeHamMu mepeBomutcs B chepy
NEHCTBEHHBIX MPOSBICHUI (MPOEHUPYSICh
3areM Ha «Ne 4. Apus» u «Ne 6. I'aBoT»),
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a TMOpOM BXOAUT B MPSIMOE COIMPHUKOCHO-
BeHHE C Oypisiied CTHUXHEH KU3HEHHOM
00pBOBI (TaHHasE 0OpPa3HOCTh HAITOMHHAET
o cebe B «Ne 4. Apusi» U ¢ 0COOGHHOH CH-
joit B «Ne 7. JKwuray).

B toii ke Tokkare mopou mpocCKab3bl-
BaIOT IITPUXHU BOJBHOM (DaHTA3UM, APTUCTHU-
YecKoro 0OJiecka, CBETCKOM YTOHUEHHOCTH.
BnocnenctBum, Ha ¢azax ornpenenéHHOro
ociabJeHus HUHTEIJIEKTyalbHOU 3apsiKeH-
HoCTH (Oosee Bcero B «Ne 2. Anniemania» u
«Ne 3. KypaHnTa») aHaTUTHYECKUN TUCKYPC
HaIOJIHAETCS M3HYTPU CBETOTECHBIO JIMPHU-
YECKOM MENaHXOJIUH, U3BbICKAaHHBIX ICHUXO-
JIOTUYECKUX UMIIPECCHUI U JakKe UTPOBBIMU
AJIEMEHTaMH.

NHnuBuayanbHO-TMYHOCTHOE HAYaslo,
OpraHWYEeCKHU MPUCYIIEE BOIUIOLIEHUIO Me-
JTUTATUBHOCTH B KAMEPHO-UHCTPYMEHTAIb-
HOU JTUTEpaType, C MAKCUMAJIBHOU OTYETIIN-
BOCTBIO 3asBJISIET O ce0e B MPOU3BEACHUSX,
HaIMCAHHBIX JISl CKPUIIKU WJIU BUOJIOHYE-
U solo, BBUIYy TPEUMYIIIECTBEHHOM OIIO-
pbl HA «KMOHOJMIO» OJHOTONIOCHS. BHauane
oOparuMcsi K CKPUITUYHBIM COYMHEHUSIM:
Conara Ne 1 u Conara Ne 3, a taxxe Ilap-
TuTa Ne 1 — B KaXJ0i M3 HUX Hac Oyner
MHTEpPECOBaTh HaYaJIbHasl 4acTh (B MEPBBIX
IBYX 3TO Adagio, a B TpeTbel — AJlieMaH-
na), W, HaJ0 TMpHU3HATh, YTO MMEHHO 3Ta
4acTh 37IeCh Hauboliee MpUBJICKATENIbHA B
XyJI0’)KECTBEHHOM OTHOIIICHUH.

B Ha3BaHHBIX 00pa3iiax BBICOTHI ayXa
SBIAIOT ce0si B popmMax MOHOJIOTa UITYIIEH
YeJIOBEUECKON HaTyphl ¢ €€ COCPEI0TOUCH-
HBIMHU DPa3ayMbsIMU-PACCYKICHUAMH — OT-
Clofla pedeBasi BbIPA3UTEIbHOCTbh BBICKA-
3piBaHMs. Hanpsokénnas pabora co3HaHUs
PacKpBIBAE€TCS BO BCEHM CIIOKHOCTH U IWIy-
OWHEe, TTOCKOJIBKY TOJBKO YTO YIOMSHYTAs
«MOHOIUS» JOMOJHSAETCSI CKPBITBIM MHO-
TOr0JIOCUEM M TaPMOHUYECKOM MOACBETKOU
AKKOPJIOBBIX Ma3KOB (apIie/Kuaro ¢ 3axBa-
TOM HECKOJBKHX CTPYH), YTO OIpEIEisieT
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00bEMHOCTD 3ByuaHus. I 3To0 uMeHHO mpo-
IIECC, YTO OCYIIECTBISIETCS Onmaromapst He-
MPEPHIBHO PA3BUBAIOIICHCS MY3bIKAJIbHOU
TkaHu (06e3 11e3yp U PENpU3HBIX MOBTOpE-
HUM), U TIPU €IUHCTBE COCTOSIHUS OMpeJie-
Jsile€T MHOT0OOpa3ue ero paKkypcoB M OTTEH-
KOB.

Pazymeercs, B KaxKJIOM W3 COYMHEHUU
HaxoOAUM CBOM BapHaHThl MPETBOPEHUS
MBICITUTENBHON AEATENBHOCTU. AJleMaHa
u3 Ilaptutel Ne 1 akueHTHpyeT MaTeTHKY
OpaTOPCKOM pedM ¢ YepTaMHU I'e€pONYECKOMN
HacTtpoeHHocTU. Adagio Conatel Ne 3 Bo
MHOTOM OOpaIlieHO K TICMXOJOTUYECKUM
pedrekcusiM TAroT MPEoa0JICBAIONINX HH-
TEJUIEKTyaJIbHBIX YCWUJIMHA, YTO BbI3bIBA-
eT obocTpeHHue dKcmpeccuu (pa3paboTka
JIBY3BYYHOI'O JJAMEHTO3HOIO0 000poTa C 3a-
Jep>KaHueM) — U BCE€ 3TO MPU TUTYIBHOU
toHasibHOCTH C  dur! XpecroMaTuiHBIM
MOYKHO CUMTaTh 3anedyani€éHHoe B Adagio
Conarel Ne 1.

N3 npousBeneHud IJsi BUOJIOHYEIH
B paccMaTprMBaEMOM OTHOIIEHUH 0COOEHHO
BoiziengeTca Crouta Ne 5. Oty camyro pas-
BEPHYTYIO U KallUTAJIbHYIO U3 KOMITO3UIUI
JUIsL CTPYHHOI'O MHCTPYMEHTa solo ¢ moi-
HBIM OCHOBaHHMEM MOXXHO Ha3BaThb «Crou-
Tou Meaurtanuii». Ilomaya MBICIMTEIBHON
MaTepHUH BApbUPYETCA 3/1€Ch Pa3HOOOpa3HoO,
OTTEHSSI [JIABEHCTBYIOIIYK) HACTPOCHHOCTh
TO OpPATOPCKOW JI€KIaMalMOHHOCTBIO, TO
JIMPUYECKON HOTOM, TO TAHIIEBAJIBLHBIM JJIE-
MEHTOM, HO B JIFOOOM clTydae B YEThIPEX U3
HIECTH YacTel MPUBHOCS JESITENbHOE Haya-
JI0 C pa3IMYHON CTENEHBIO €r0 MHTEHCHUB-
Hoctu («Ne 2. Amnnemanma», «Ne 3. Kypan-
Tay, «Ne 5. 'aBot» 1 «Ne 6. XKuray).

OnopHBIMU NMYHKTAMHU CIOUTHI CTaHO-
BaTCA «Ne 1. [Tpemtony» u «Ne4. Capabanga»
— JIBa MOHOJIOTA, BCELEJI0 HACTPOECHHBIE
Ha BOJIHY YyIIyONEHHBIX Pa3MBIIUICHUN
npoOJeMHO-IpaMaTUYeCKOro cKiaaja
(B Ilpemtone mapoc BHYTpEHHHX OOpEHMIA
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WHTEJUICKTa BBICBEUYCH BBEACHHEM (yru
c €€ CKpBITBIM 4-roysiocuem). ITOMy OT-
Be4yaeT u30paHHAas TOHAJIBHOCTH ¢ moll,
a COIYTCTBYIOILEH BCEMY MPOU3HOCHMOMY
IIPOHUKHOBEHHOW MCIOBEAAIBHOCTH OYEHb
CO3BYYEH TEIUIBIN, «TPyIHON» TeMOp BHO-
JIOHYEJH.

B pycne Tou ke «3010TOW CepelrHBI»
MBICIUTENIbHBIX HW3JIMSIHUNA  COBEPUIEHHO
0CcO0yI0 I'paHb COCTABJISIFOT T€ COCTOSIHMSI,
KOTOPBIE MOYKHO OIPEACIUTh IOHATHEM
Medumamuensvie dnecuu. VIX nparolieHHyI0
COKPOBEHHOCTh KOPOTKO CII€JOBAJIO OBl
0003HaUNTh B KaTeropusix OO0XKEeCTBEHHOM
MEJTaHXOJINH, a B 00pa3HOM IJIaHe MpecTa-
BUTh TaK: IUIBIBYIIAsi BHICOKO HaJ] MUPOM
nevyayibHas MbBICIb-TyMa, Kak Obl TOJHU-
MAloIAsICs HaJl 3€MHBIM IPOCTPAHCTBOM
B FTOPHUE BBICH, HO CyThIO CBOEH 0OpauiéH-
Hasg B TOPECTHOM COYYBCTBHUU K OpEHHOM
F0JI0JTM YEJIOBEUYECKOM.

Drta 00pa3HOCTh MPEACTABICHA B TPO-
U3BEJICHUSAX Pa3IMYHbIX KAHPOB, HO, €CTe-
CTBEHHO, TOJIbKO B MX MEJIJICHHBIX YacCTsX.
Homyctum, Bo Il vactu Konuepra s kna-
BUpa c opkectpoM E dur (BWV 1053) c eé
aBTOpPCKMM HaumMeHoBanueMm Cuyuiuanua,
YTO 00SM3BIBACT K HEKHOCTH TOHA, KaK OBbI
B JIMPUYECKOM IOIYy3a0bIThH U3 (pa3-B3J10-
XOB TKYTCSl 3bI0KH€ MMIIPECCUU IYIIH, Be-
Hjarolmuye o €€ MoTa€HHOU IpyCTU-IIEUalIu.
WNnu ananormynas yacts bpanaeHoyprcko-
ro koHuepra Ne 1, rae B xapakrepe MOJIUT-
BEHHOTO /amento, MONAEPKAHHOTO Tpayp-
HBIM IIIarOM HIKHUX TOJIOCOB (DaKTyphl,
K HeOecaM BO3HOCHUTCS CKOPOb O UeIOBeKe,
U IUIETEHUE MHOTOCJIOMHOM HWHCTPYMEH-
TaJbHOM TKaHW BO INIABE C COJMPYIOIMIMMHU
ro0oeM W CKPUIKOW YMOAOOIsIeTCS XOpy
COCTPAJAOLIUX JTYIII.

OTtnenbHOrO  pasroBopa  3acily’KUBAeT
Sinfonia, otkpeiBaromias Kanrary Ne 21.
DTO OJHO U3 BBICIIMX OTKpOBeHUI1 Moranna
CebactpsiHa. 3amedyamiéHHOE 3[€Ch MOJIUT-
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BEHHO-CO3€pLATENIBHOE Pa3AyMbe COIPETO
IIPOHUKHOBEHHEUIIIMM JIMPU3MOM MU B CBO-
el mIyOMHHON HCIOBENANIbHOCTH Iepena-
€T BO3HECEHHOCTh JyXa B OO0XECTBEHHBIC
Bbicu. VcxomHble (pa3pl TEKCTa CIlEmyro-
meit yactu («f MHo2o 2opsi npemepnern...»
WIA B JPYroM TiepeBofie — «Y mensa oOvlio
MHO20 neuaineu...») BbI3BaJla TO COCTOSIHHE
MPOCBETIIEHHONW, HO HEU30BIBHOM CKOpOW,
KOTOPOE CO3BYYHO CTPOKE PYCCKOIO I03Ta
«ywa epycmum o nebecaxy. ITy COKPOBEH-
HYIO NIECHb CTPAJAOIIEH JTyIlU, KaK BCeraa
y baxa, mydiiie Bcero nepeaaét COIMpPyOIn
ro00ii, ¥ €r0 MOHOJIOT OILIETAETCS CO-3ByUH-
€M CTPYHHBIX, MEJIOIUKO-TapMOHUYECKAs
IUTACTUKA KOTOPBIX UCTIOJTHEHA MUAJIOCEPIUSL.

W onsATh-Taku NpeBAIMPYIOILYIO 3HAYU-
MOCTb JUIsl JaHHOW 00pa3Hoi cdepsl Nnpu-
o0pén opran. MHOTO cTpaHUI MOAOOHOTO
poJla HaXOAUM B HaYaJIbHBIX YacCTSIX JIUITH-
XOB — HampHMep, HalmUCaHHBIX B ¢ moll
®antazuu u gyre (BWV 537) u ®anrtazuun
u ¢pyre (BWV 562, dbyra He 3akoHueHa),
MIPOHU3AHHBIX HEW30BIBHON HOCTaJIbIHEH
y4acTHs K YEJIOBEKY M FOpPEYH 3a €ro yaell.
TeM xe HacTpOEHHEM OTMEUYEHA U CPEIHSAA
yacTh Tpuntuxa Tokkara, axaxkuo u ¢pyra
C dur (BWV 564), BeicTynaroiiasi B 3aBe-
JIOMOM KOHTpAcTe K Mpa3JHUYHO-UTPOBBIM
OKPY>KaIOIIMM pa3jieiaM U Kak Obl B CBOEM
napajuieIbHOM a moll ¢ TpyCThIO B3Uparo-
masi Ha HUX. DTO CJIIOBHO 3aTyMaHEHHBII
auK boroponuupl, KOTOPBI IIPOCBEYUBAET
C HEOECHBIX BBICOT CKBO3b TYMaHbl KU3HU
Y BPEMEHH, NIEYAJIUTCS O YEJIOBEKE U HaIlo-
MUHAET €EMY O BBICOKOM, BEYHOM.

Oco0eHHO MHOTOYHCIIEHHbBI METUTATUB-
HBIE AJIETUU B HEOOO3PHUMOM MAaCCHUBE XO-
PaJbHBIX MPEIIOANN, U, IIPU BCEU CXOKECTU
00pa3HO-CMBICIIOBOIO MHBApUAHTA, KaXkaas
U3 MOJAO00OHBIX XOPAJBHBIX MPETIOIUNA 0TMe-
YeHa CBOUM «IIOYEPKOM», WJUIFOCTpALMEn
yeMy MOCIYyKaT TPU IpeljiaraéMbIX HUXKe
obpasra.
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XopauabHas npemogusi (BWV 639) —
BOCHapsIsl K TYXOBHBIM BBICOTaM, JyMa 4e-
JOBeYeCKass He yTpauyMBaeT 3e€MHBIX OIOp
(bakTypHO 3TO BBIpaKAETCS B JACATEIHHOM
JIBUKEHUH HIKHETO T0JI0Ca), U K TOMY XKe
IyMa 3Ta TpPU BCEH OIEYaJeHHOCTH BHY-
TPEHHE OCTAETCS JOCTATOYHO ITOKOMHOM.

XopaabHas npeswoausa (BWV 659) —
HE yTpauuBasi HOCTAJIbIMYECKOH COUYB-
CTBEHHOCTH, HO TEM HE MEHEE BO3HOCACH
B BEJINYaBO-BO3BBILICHHON MEAUTAIIMK HaJ
«CYeToM cyeT», CO3HaHUE OTHAET MPENIIo-
YTEHHE HEKOM OTPEIIEHHOCTH U Jaxe Oec-
CTPACTHOW OTYYXAEHHOCTU OT «CIIMIIKOM
YEJI0BEYECKOTO».

XopaabHas npearoausa (BWV 638) —
U BCE XKe Ui KOMIIO3UTOpAa HEU3MEPUMO
OrKe ObLIa MO3HUITUS IITyOOKO TPOYYBCTBO-
BAaHHOM IMEYau O CyIb0Oe YeTOBEYECKON U
BCEIIPOHUKAIONIEH TOpeyu Mo MOBOY TIIe-
ThI CYIIIECTBOBAHUS, HEU30EKHOI OpEeHHO-
CTH OBITHSL.

...Kak ynamocs yoenurscsi, B ucTopuue-
ckoii mepcniektuBe Morann CebacThsiH ipe/I-
CTaJl B My3bIKaJIbHOM UCKYCCTBE €r0 BpeMme-
HU TOAJMHHBIM XYJI0)KHUKOM-MBICIUTEIIEM,
a YPOBEHb JOCTUTHYTOI'O UM B JAHHOM OTHO-
LIEHUH HAaBCET/Ia 0CTajcs 3TajloHoM. 13 Tex,
KTO BIOCIIEJCTBUU TMPHOIMKAICI K ATOMY
ATaJIOHY, MOKHO Ha3BaTh, MOXKAITYH, TOJIBKO
berxosena u lllocrakoBuua.

[TopaxkaeT He TOJNBKO TITyOWHA WHTEI-
JIeKTyalbHBIX Mpo3peHuid baxa, HO u 6e3-
TPAHUYHBIM CIIEKTP 3are4aTiIiCHU UIYyIIEn
YEJIOBEYECKOW MBICIH BO BCEBO3MOXKHBIX
€€ Urocracsx, BIUIOTh 10 TOW I'PaHH, KOTO-
PYIO MBI UIMEHYEM UCTUHHO (hUI0CcO(CKOi.
U, xoHedHO ke, mopakaeT HeBEPOSITHO yoe-
JUTENIbHOE TPETBOPEHHE CaMOrO I0 cede Me-
JUTATUBHOIO TIpoliecca CO BCEW MPUCYIIEH
€My JAUAJIEKTUKON CaMOJIBUKEHUS, CMBICIIO-
BBIX MpeoOpa3oBaHuii 1 METaMOP(o3.
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O0COOEHHOCTU JTMOPETTO, MY3bIKAJIbHOW JpamMaTypruu, TeMaTU3Ma COYMHEHHs. BbICKasbIBaeTcs
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Abstract. The article presents a musicological and artistic analysis of Ferruccio Busoni’s
Doktor Faust. The author discovers the points of connection between Busoni’s final work with
Goethe’s tragedy Faust, Dmitri Merezhkovsky’s novel “Voskresshiye Bogi. Leonardo da Vinci”
[The Resurrected Gods. Leonardo da Vinci], a number of musical compositions by Mozart,
Alban Berg and Richard Strauss, as well as Ferruccio Busoni’s own Second Sonatina and the
opera Arlecchino, oder Die Fenster. The questions are examined of Busoni’s opera aesthetics,
the philosophical-religious context of Doktor Faust, and the peculiarities of the composition’s
libretto, the musical dramaturgy and thematicism. The assumption is expressed that the opera
Doktor Faust, which presents the composer’s spiritual bequeathal, may present an interest for
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MOBECTBOBAaHMU O pEaJbHOM 4Ye- OCHOBOW UM JUISl MHOTMX MY3bIKaJIbHBIX IPO-

noBeke, Moranne Ieopre daycre wu3BeAeHUN, B KOTOPHIX OHA 3HAYUTENIBHO I1e-
(ok. 1480-1540), sBusiercs: oqHUM U3 Be-  peocMbiciuBaiack. Cpeau Haubosee 3aMer-
nymux Mu@oB coBpemMeHHOM EBpombl. E€  HBIX My3bIKaJIbHBIX BEPCUIl OTMETHM OIEPbI
MIPOUCXOXKCHUE YXOIUT KOpHsAMHU myboko  «Dayct» Jlyn [Inopa (1816) u lapmns I'yxo
B uctopuio uyenoeuectBa. CpenneBekoBbie  (1859), mpamaruueckyro nerenmy [exropa
CyeBepHsl O BO3MOXKHOCTH 3aKiItoueHust 10-  bepmunosa «Ocyxnenune daycray (1846), ore-
TOBOpa 4YeJIoBEKa C JbSBOJIOM CyIIECTBYIOT py Appuro boiito «Meducrodensy (1868).
C TeX MOp, KaK XPUCTUAHCTBO MOCTABUJIO  DTAJIOHOM JiJIsi OOJBIIMHCTBA ITHX MPOU3-
O0OKeCTBEHHOE OTKPOBEHHUE BHINIE YENOBE-  BeACHHUM mocmyxkuna apama WM. ['ére, cae-
YECKON HayKH. NEHHAs K HECKOJIbKUM 3JI€MEHTaM CHOKETa.

, l eregga o daycre, oCHOBaHHas Ha Ucropusa nokropa Paycra nociyXKuiia
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B nenrtpe crateum — onepa ®. by3onu
«Jloxtop ®ayct» (1924). HecmoTps Ha ToO,
YTO Hayajao €€ CO3[aHus MpelIeCTBOBAIO
paboTe Haja CIEAYIOIMMHU IOCJE MEepBON
(«BeiOOp HeBecThI») omepamu, OHA TOI-
4ac Jla)ke He YIIOMHUHAeTCs Ha (DOHE APYTUX
TBOPEHUN Ma’CTPO B 00JIACTU MY3bIKaIb-
Horo Tearpa' [1]. BepostHO, Takoe OKa3bl-
BaeTCsl BO3MOXKHBIM BBHJY TOrO, YTO 3Ty
MOCJICTHIOI0 OTEpPy KOMIIO3UTOPY TaK U HE
yIaJ0Ch 3aBEpIINTh. TeM He MEHEee UMEHHO
TO OOCTOSTEILCTBO, UTO 3a MOCJIEIHEE Bpe-
Ms1 HauOOJIbLIEE KOJTMYECTBO UCCIIEOBAHUIM
POCCHUICKHX M 3apyOe’KHBIX HCKYCCTBOBE-
JTIOB BBICTPanUBAETCsl BOKPYT JINTEPATYPHOTO
Hacienauss By3oHH, pacKpbIBaIOIIETo 3CTe-
TUYECKUE TMPUHLMIBI My3bIKaHTa [2; 3; 4],
a TaKKe ero TBOpUYECTBO [5; 6], oOpamieHne
k onepe «/oxtop daycr» nox 3Hakom u-
Jocouu U peaurud BUAUTCS BeChMa MpH-
BJIEKATEJIbHBIM B KOHTEKCTE OJJHON U3 BEY-
HBIX TeM UCKYycCTBa [7].

Ilens HacToOsIIE CTAaThbU — BBISIBUTH
0COOEHHOCTH BOILIOINIEHUS B onepe «Jlok-
Top PaycT» 3CTETUYECKUX BO33PEHUIN KOM-
MO3UTOPa, PACCMOTPETH CYTh AaBTOPCKOM
KOHIIENIIIUY COUYMHEHHUS U €€ CBA3b C KOMIIO-
3ULUEN U MY3bIKAJIBHOW JpamMaTypruei.

«®DaycroBckasg» npobiemMa HHTEpeco-
Bana by3onu ¢ monomoctu. Kak ormeuan
I'. Koran, «HakoIUIGHHOE UM 3a MHOTIO JIET
YHUKAJIbHOE COOpaHue TuTeparypsl o “Day-
cte” (Ha pa3IMYHBIX S3bIKAX) CIABUIIOCH BO
BCEM Mupe»’. B 0CHOBY THOPETTO, KOTOPOE
ObLIO HAMMKCAHO CAMUM KOMIIO3UTOPOM, TI0-
JI0’KeHa He 3HameHuTas tpareaus U. ['ére,
a OJIHa U3 CTAPUHHBIX HEMEIKHUX KYKOJb-
HBIX Komeauil. [1oOyxxaeHuem najst BOILIO-
meHus B My3bike oOpaza daycra komrio-
3UTOpy mochyxuia ¢pasa, ¢ Kotopoi ['ére
OJTHAXK/IBI 00paTHiICcs K DKKEpPMaHy, TOBOPS
0 BO3MOXXHOM MY3bIKQJIbHOM COYMHEHUH IO
ero Tpareauu. ABTOPOM, MO €ro MHEHHIO,
JIOJKEH CTaTh TOT, KTO Ui B Mtanuu, 4To-
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OBl OH yMeEJI COYETaTh CBOIO0 HEMEIIKYIO Ha-
Typy C UTAJbIHCKUMH MaHepaMu. B apyroi
pa3 ['ére 3ametn1, 4To My3bIKYy K «DaycTy»
cieayeT nucath B ctuiie «Jlon XKyana»?.

K ®aycty xak BeYHOMY BOIUIOLLIECHHIO
YEJIOBEYECKOTO COMHEHUS U CTPEMIICHUS K
COBEpIICHCTBY by30HU Benu U COOCTBEH-
Hble AymeBHble KOHGUKTHL. CroBa ['€re
CTanu AJis HEro npusbiBOM. B ogHOM u3
MHCEM KOMIO3UTOP MPHU3HABAJICA, YTO Ke-
JaHue «CHAOmUTH» TETeBckoro ‘“@aycra”
MY3BIKOH' TIOKa3aJ0Ch €My HETOCHIbHOW
3a7a4eil, HO OJHAXbI MOIAB MO/ BIMSHUE
3TOM U, KOMIIO3UTOP B UTOTE €M1 MOAUHU-
Huca. «OT 3TOro MPOTHUBOPEUUST MEXKY
KEJTaHUEM U OTPEUCHHUEM MEHSI 0CBOOOH-
JO0 TpUOOpPEeTEHHOE 3a ATO BPEMsl 3HAHHE
JPEBHETO KYKOJBHOIO Tearpa, pa3iMuHbIe
BEPCUU KOTOPOTO S paccMarpuBall, W, Ha-
KOHEI], pEeLINJI CAENATh €r0 UCXOJHBIM ITyH-
KTOM CBOETO JTHOPETTO»".

BrickaxkeM MpeanonoxkeHne 0 BO3MOXK-
HBIX TOYKax CONPUKOCHOBEHHUSI MEXKIy 3a-
MbICIOM by3onu u pomanoMm 1. MepekkoB-
ckoro «Bockpecmme boru. Jleonapno na
Bunumny (yuuteiBas daxt pabotsl by3zonu
HaJl HE3aBEPIIEHHBIM «IIpoekToM JleoHnap-
no»). OH mnpencrasisieT coOOil BTOPYIO
4acTh TPWJIOTMU MEpEeKKOBCKOTO «Xpu-
ctoc u AHTUxpuct». ['epoii pomana — xy-
JTOKHUK JI0XH Bo3pokaeHus, 4YenoBeK,
CTPEMSIIIUICS B CBOMX MOCTYIKAX MPUOIH-
3UThCSI K HEBOBMOXKHOMY, YTO MOATBEPIK/Ia-
FOT U CJIOBA OJTHOTO M3 YYEHHUKOB MacTepa:
«CaM OH BCIO )KH3Hb TOJBKO U CTPEMMIICS K
HEBO3MOXHOMY, TOJIbKO U KeJlaJl HEJOCTH-
KHUMOTO»®,

[Togumass BOIIpoC O TOM, KTO TaKOW
Jleonapno na BuHum — npaBegHUK WA
IPEIIHUK, MEpPEKKOBCKMI TaK M HE HAET
Ha HEro oTBeTa. boyee TOro, MpICIb O TOM,
«MOXET JIU ObITh TADMOHUYHOW JTUYHOCTb,
KOTOPYIO HUKTO HE MOXET pa3rajarb U3-3a
MHOKECTBa IIPOTHBOPEUHI»’, HE OTITyCKaeT
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YUTATEIIA U TIOCJIE UTeHUsI poMaHa. B nenom
CyThb ABTOPCKOM WMHTEHIUH, PEaIUu3yeMoil
B TpWIOruH, cBoautcs, no mueHuto JI. Ko-
7100a€BOM, K CJIETYIOIIUM KOHIICTITAM:

— BO3POXKIECHUE;

— TIPEOAOJICHUE
OTPAaHUYEHHOCTH;

— Pa3IBOCHHOCTb JIMYHOCTH®.

IIpu sTom cnosa Jleonapao o Tom, 4TO
JKHBOITHCEI] JODKEH OBITh BCEOOBEMITIONI,
KOTOpbIE OH MNPOM3HOCUT Ha CTPaHMIAX
poOMaHa, BUIATCA OJUHAKOBO BEPHBIMHU U
M0 OTHOIICHHUIO K KOMMO3utopy by3oHwu.
Crounb xe 6nu3koit mo3uuu byzonu npen-
CTaBJISIETCSl CUTyalUsl, O KOTOPOH MHUIIET
JMm. ITaHueHKO B MpeAUCIIOBUU K POMaHY:
«J1i1st MepexKOBCKOTO MCKOMasi TapMOHHUS
— HEKUU XUTPOYMHBIM CHHTE3, B JIBHXKE-
HAHA K KOTOPOMY OYEHb Ba)XXHO HM30€XKaTh
IIOPOYHON OJHOCTOPOHHOCTH BCEX APYTUX
nytei»’. [lpu 3ToM, mMmoXKanyd, MMEHHO
HWCKOMBIA CHHTE3 U CTAHOBUTCS TPUYHU-
HOM «3araJloyHOl Fr€HHadbHOCTH U BMECTE
C HEll HENOHWUMAaHHs COBPEMEHHHKOBY'C,
MOpOXJasi OAUHOYECTBO TepoeB Mepex-
KOBCKOTO U by30HH.

OTMeueHHOE CXOJICTBO JIeNIaeT OUEBU/I-
HOW MbICIb O TOM, 4yTO «JlokTOop dayct»
By30HM OTHIOAb HE SIBISETCS MY3bIKaJlb-
HbIM BOIUIOIIEHUEM TETEBCKOIO IEpPCOHA-
*Ka. JDTO COUYMHEHHE HEBO3MOXHO CUHUTATh
nobaBlieHUEM K JUIMHHOM dYepene My3bl-
KaJIbHBIX IPOU3BEACHUN, BIOXHOBJIEHHBIX
JIByMsI CTOPOHAMU Tpareauu, K JIUMHUH, UITY-
el OT CKPOMHBIX MPUTA3AHUN KHSI3EU
Pan3uBuiinoB K TrpaHIMO3HOMY BUIACHHIO
Bocemoit cumponnn Manepa. Umenno mo-
3TOMY, Ha Halll B3DIAJ, B JUOPETTO KOMIIO-
3UTOpP THIATENIBHO U30eraeT Kakux-Iubo
aJUTIO3MK Ha nipou3BenieHue ['€re, ycTpaHus
naxe uMmsa [perxen. Emé no nauanma pabo-
Thl HaJ JUOPETTO KOMIIO3UTOP COYHUHUI
HECKOJIBKO «MY3bIKaJIbHBIX 3TI0A0B Jiisi Da-
ycra». B wactHocTH, Marepuan Nocturne

OJTHOCTOPOHHOCTH,
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symphonique st opkectpa op. 43 BV 262
(1912—-1913) u doprennannoit Sonatina
seconda BV 259 (1912) namén npumeHeHue
B MAPTUTYPE OIEPhI KaK C TEMATUIECKOM, TaK
Y CO CTWJINCTUYECKOW TOUKH 3peHHUs. Takke
B KayecTBE MakeTa K orepe ObUIM Haruca-
Hbl Sarabande und Cortege op. 51 BV 282
(1918-1919), wumerommue mNOA3Ar0JIOBOK
«/IBa atrona x “‘/{oxropy Daycty’».

My3bike omnepbl ObLIM MOCBSIIEHBI T0-
cienHue roasl Ku3HU by3onu (¢ 1916 mo
1924 rom), omHaKo, KaK yXKe YIOMHHAJIOCH,
MOJIHOCTBIO MapPTUTypa He ObLIa 3aKOHYe-
Ha. OuHaAN JONMHUCAH YYEHUKOM, COABTOPOM
U apyrom kommosuropa Ounumnmom SpHa-
KoM, a B Hauasne 1980-x rogoB npyras Bep-
cusl puHana onepsl OblIa NPEUIOKEHA MY-
3bIKOBEIOM DHTOHU BoMOHTOM.

B ommume oT Apyrux CBOUX Tea-
TpaIbHO-CUEHUYECKUX MIPOU3BEICHU,
By3oHu cnenan TeopeTHyeckoe U HCTO-
pudecKkoe 000CHOBaHUsI HOBOU OIEphl, Ha-
niucaB Entwurf eines Vorwortes zur Partitur
des “Doktor Faust” enthaltend einige
Betrachtungen iiber die Moglichkeiten der
Oper («Habpocok npeaucinoBys K HapTUTY-
pe “Jloktopa daycra” ¢ HEKOTOPHIMHU pa3-
MBIIIJIEHUSIMA O BO3MOXKHOCTSIX OIEPHI»,
1921)!. OcHoBHolt madoc pabOTH HAIPaB-
JIEH MIPOTHUB NpeyOeKICHHUS, UTO OTIepa sIB-
nsieTcs Hu31e (opMoi My3bIKaJIbHOTO UC-
KyCCTBa M YTO BBICOYANIIHI UJ1ea] My3bIKH
MOKHO HAWTH TOJILKO B CUM(OHHH.

B 00600ménnom Buae mbiciu by3onu
MOKHO TMpPEJICTaBUTh HECKOJIbKUMH TOCTY-
nataMu. Bo-mepBbIX, yTBEpKAaeTcsi KOH-
LEMIHS €UHCTBA MY3bIKA M BBITEKAIOIIEE
U3 ATOTO OTPULIAHUE PA3IHuus €€ MO KaH-
paM (LEpKOBHBIH, TeaTpajibHbIA, KOHLEPT-
HBIN), hopMmam (TiecHs1, TaHel, Qyra, coHaTa
U JIp.), UCTIOB3YEMBIM CPEICTBaM (UesioBe-
YECKUI TO0JIOC, OPKECTpP, MHCTPYMEHTaJIb-
HBI aHcamOIlb, OT/AEJIbHbIE MHCTPYMEHTHI
OpKECTpa U UX Pa3JIMuHbIE COUYETAHUS U JIp.).



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 3

0

Onepa, 1o MHEHHUIO By30HH, MOJKET U TOTIK-
Ha BMeEIaTh B ce0sl BCE BO3MOXKHBIE MY3blI-
KaJbHBIE CpeACTBAa M (OPMBI OT MPOCTHIX
NECEHHbIX, MAapIleBbIX M TaHIEBAJIbHBIX
MOTHUBOB 70 00Jiee CIOKHBIX KOHTpAITyH-
KTOB, OT IIEHHSI 10 OPKECTPA, OT «CBALIECH-
HOTO» JI0 «MHPCKOTO», CTaB B Oyayliem
BBICIIEH, €IMHCTBEHHOM U YHUBEPCAIbHOU
(opMOii My3bIKAQJIBHOTO BBIPAXKEHUS U CO-
nepkanus. [laptutypa onepsl, MOJIHOCTBIO
npucrnocadnuBasch K JAEUCTBHIO, JOKHA
COCTaBJISITh 3aKOHUEHHYI0 MY3BIKaJIbHYIO
KapTHHY (J1a)Ke €CJIM OHa OT/AEeJIeHa OT Hee),
B KOTOpPOH, 3a UCKIIFOUEHHWEM BCEX MILIIO-
CTPAaTUBHBIX AJIEMEHTOB, HAWIYT CBOE BBI-
pakeHHE TOJIbKO OPraHMYECKUE KOMIIOHEH-
ThI MY3bIKH.

Bo-BTopbix, by30HM NPOBOIUT UYETKYIO
IPaHULly B aHTUTE3€ C BarHEPOBCKOM dCTeE-
THUKOM MY3bIKaJIbHON JApaMbl MEXIY MY3blI-
KaJIbHBIM TIPOU3BEJICHUEM U YCTHOU Jpa-
Moil. OH yTBEpKJaeT, YTO My3bIKa JOKHA
OTJaBaTh MPEAIOYTEHHE TEM CIKETaM, KO-
TOpbIe HE MOIIU OBl CyIIECTBOBAaTh 0e3 e
ITOMOIIM WJINA HE MOTIJIX OBbI 03 HEE JOCTUYD
cBoel monHOTHL. [loaTOMy U BEIOOp OTEp-
HBbIX CHO’)KETOB OKa3bIBa€TCSl CHUJIbHO Orpa-
Hu4yeHHBIM. [Ipu 5ToM by30Hu cunraert, 4ro
BCE TeaTpajbHOE MPEICTABICHHUE ITOJDKHO
MaKCHMaJIbHO YCKOJIb3aTh OT pPEaJbHOCTH
U NEPEXOANTh Ha YPOBEHb HEBEPOSTHOTIO,
HepeanbHOTO. TearpanbHasg KOHLEHIUA
By30HK oOka3bIBaeTCs MPSIMO IPOTUBOIIO-
JIO)KHOM PEaTMCTUYECKON ollepe, KOoTopas
BMECTE C «UIEEH ACIIEBOIO Pa3BICUCHUS. . .
U TOTPEOHOCTHIO MYyOJUKH OBITH CBUIETE-
JeM pa3BEPThIBAHUS CEHCAIIHOHHBIX COObI-
TUH, KOTOPBIE BOJHYIOT €€ NCUXHYECKH U
B KOTOPBIX OHa XOTena Obl OJaronoxyyHo
y4acTBOBaTh, pa3yMeEETCs, CO CBOETO MeCTa
B 3aJIe», OTTaJKMBAeT Dby30HM, Kaxkercs
emy O6eccmbicieHHOM'?. By3oHU mpuxonut
K HEOOXOAMMOCTH YMPa3IHUTh U3 MPOU3-
BEJICHUSI BCE JIOXKHBIE YYBCTBA, OCOOEHHO
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B obnactu mo0Bu. [TosTOMy UM ocyx1aeT-
csl «0e3 MpOoIIEHUsD JTI0OOOBHBIN Ty3T, KOTO-
pBIii B €r0 MpEICTaBICHUN CTAaHOBHUTCS HE
TOJIBKO O€CCTBIHBIM, HO U (DABIIUBBIM U
CMEIIHBIM.

B-tperbux, by3onu B omepe Oombinoe
3HaYCHWE TIpUAaBal UMEHHO TEKCTy JIH-
operro. Kommosutop Obul yOexka€H, 4TO
OIlepHOE JINOPETTO B TOM BUJE, B KOTOPOM
OHO OBIIO 33JaHO CTApBIMH MacTepaMu
(UYumaposoit, Monaptom, Poccunm), — Tak
Ha3bIBaeMas orepa-KoHIepT, COCTaBICHHAs
W3 PEUUTATUBOB U OTACIHHBIX HOMEPOB,
— oCTaéTrcsl eIUHCTBEHHBIM U CaMBIM [€ii-
CTBEHHBIM CPEJCTBOM pELIUTh Mpobiaemy
orepsl. DTO TMO3BOJIIET MY3BIKE OCTaBaTh-
Cs TJIaBHOM LieNibt0 mpou3BeaeHus. Jlocra-
TOYHO TOAPOoOHO By30HM ocTaHaBIMBaeTCS
TaK)Ke Ha OMHUCAaHUU d(PPeKTa «CTyIEeHUsN,
MCTIOIB30BAHHOTO UM Yxke B orepe «Typan-
JI0T», MOl KOTOPBIM KOMITO3UTOP MOHUMAET
«CTYIICHHE CJI0BA U JICHCTBH.

BusyanbHblil, MBICIUTENbHBIA U CIIy-
MIaTeIbCKUA  KOHTPANYHKT BHUMAaHUSA
3pUTeNeH, Mo ero MHEHMIO, JOJDKEH OBbITh
YOPOIIEH HACTOJIBKO, YTOOBI CIIOBA M MY-
3pIKa OTOIUIM Ha 3aJHUNA IJIaH Tam, TJe
[IaBHYIO POJb HMrpaeT AeicTBue (Harpu-
Mep, B ClieHe Aya1H). My3blka U 1eicTBHE
JIOJKHBI OCTAThCS Ha 3aJIHEM IIaHe, KOTaa
BBIPAXKAeTCs MBbICIIb, a JCUCTBUE U CIIOBO
— yIepXuBaThbcs B 0oJiee CKPOMHBIX Ipe-
JieNiax TaM, TJe My3blKa UTPAaeT OCHOBHYIO
poiub. Ilpu »TOM HeoOXomuMo coOIHOIaTh
paBHBIE TIPOTIOPIIMHA MY3BIKH U cioBa. Kak
NPAaBWJIO, MY3bIKaJbHBII TEKCT 3aHMMAET
B TPHU pa3a OoJibllle BPEMEHHU, YEM TOT K€
yCcTHBIN TekcT. [loaToMy omepHoe nudpeT-
TO, 110 By30HM, 10J’KHO OBITH HA JBE TPETH
KOpode TeKcTa mnbecbl. W, HakoHel, uje-
AIBHBI COI03 MOXET BO3HHKHYTH TOJBKO
B TOM CJIy4ae, €CIIM KOMIIO3UTOP CaM SIB-
asercss TUOpeTTUCTOM: eMy naércs 0es-
YCJIOBHOE€ MpPaBO COKpauaTh, JOMNOJHSATD,
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TepeMeniarh CjIoBa M CIIEHBI B COOTBET-
CTBUU C UCTIOJTHEHHEM MY3BIKH.

Bce st scretnueckue nocrynarsl byso-
HU HaIlUTA OTPaKEHUE B KOHIIETIITUHU OTICPHI
«Jloxtop Daycry.

E€ crtpykrypa Becbma HeoObldHa. OT-
KpBIBAIOT omnepy Symphonia. Oster-Vesper
und Friihlings-Keimen («Cumdonus. Ilac-
XallbHas BEUYEPHS U BECEHHUE POCTKHUY),
nBa Ilponora (Vorspiel I; Vorspiel II), ot-
nenéHuapie o7 CumdboHUN OONBIINM CTH-
XOTBOPHBIM MOHOJIOTOM Der Dichter an die
Zuschauer («OOpaiieHne mosTa K 3puTe-
asm»), u Intermezzo. Kapelle im Munster
(«MuaTepmertiio. YacoBHst B MroHCTEpe»)'?.

OcHOBHOE JEHCTBUE NPOU3BEICHUS
pa3BopauuBaeTcsi B pazzaene Hauptspiel
(MoxHO IepeBecTH Kak «OCHOBHAst UTPA»),
BKJIIOUaroIieM B cebst Tpu kaptunsl (Bild)
¢ mnoma3aroiioBkamu: Erstes Bild. Der
Herzogliche Park zu Parma (IlepBas kap-
TuHa. ['epuorckuii mapk B [lapme); Zweites
Bild. Schenke in Wittenberg (Btopas xaptu-
Ha. TaBepna B Buttenbepre); Letztes Bild.
Strafpe in Wittenberg (Ilocnenuss kapTuHa.
Vnuna B ButtenGepre), B KOTOPBIX OTpa-
’KEHBI OCHOBHBIE ATAIbl pamMaTypruiecKo-
ro pa3Butus onepsl. OAHAKO U ITOT OJNIOK
OKa3zbIBaeTcs pazaenéH Symphonisches
Intermezzo  (Sarabande) «Cumdonnue-
ckuM uHTepMmenuo» (Capabanmoii), mome-
MEHHBIM KOMITIO3UTOPOM MeXxAy 1-il u 2-i
KapTUHAMU OTIePHI.

Uccnenoarens O. MosoanoBa cuu-
TaeT BO3MOXXHBIM yTBEpXkAarh, 4TO Ta-
Kasi CTPYKTypa OIEepbl «BEpPOSITHEE BCETO
BOCXOJUT K CPETHEBEKOBBIM MUCTEPUSIM,
YepThl KOTOPBIX OTPA3HII B TOM YUCJIC H T'E-
teBckuit “@ayct” (“IIponor na Hebecax”,
“IIponor Ha 3emie”), a Takke K peHec-
CAaHCHBIM W OapOYHBIM aJUIETOPHYCCKUM
TeaTpaJIbHBIM TpeacTaBIeHusIM» 4. OnHa-
KO HaITOMHUM, 4YTO, BO-TIEPBHIX, caM by30-
HU TIIATEIbHO JUCTAaHIMPOBAJCS OT Tpa-
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reauu ['ére. Bo-BTOPBIX, MOIENBIO AJISl €T0
ONEPHBIX MPOU3BEACHUN CIIYKWUJIUA MapTH-
Typbl Momapra, B yacTHocTU «BomnmeOHas
dneiitay, KoTOpasi najieka OT OapOYHBIX
Tpaaunui. M, HakoHel, MOJOXEHUS Teo-
PUU CIOHOTO KJIaCCULIM3May, KOTOPBIE BBEN
B 00uxona cam Bby30HH, HE MO3BOJISIIOT CO-
IJIJACUTBCA C MHEHUEM POCCUHCKOTO MY3bl-
KOBEZa.

Mopnenbto onepsl «Jlokrop @ayct» s
by30HM nocny:xuna TpéXakTHas CTPYKTypa.
C oto¥i Touku 3peHus | neiictBue (cocros-
niee u3 Cumdonunu u AByx IIponoros) mox-
HO HaszBarb «llakT ¢ npsBoniom». B nmocra-
TOYHO U3BECTHYIO UCTOPUIO by30HM BHOCUT
HECKOJIBKO H3MeHeHuW. Tparemus Iper-
XEH NpPOW30LIIa 1O TNOAHATHS 3aHaBeca.
B TpakToBke xommnoszutopa ®ayct, mogo0-
HO PacKoJIbHUKOBY, CUMTaeT cedsd KEM-TO
0COOEHHBIM — CBOOO/IHBIM OT 00S3aHHOCTH
OTBeuYaTh 3a CBOIO BHUHY. B nuTeparypHoii
Tpaguuuu u3onsiuua daycra mporusoro-
CTaBJISICTCS «HOPMAJIbHBIMY (COIIUATIBHBIM)
JienaM TacTBbl, NPUHUMAIOUIEH y4acTue
B MacxajbHOH ciryx0e. by3onu Toxxe morry-
CKaeT 3TO MOJIOKEHHE, HO XOp 3a KyJINCAMHU
B CBOEM CTpacTHOM Mpu3biBe K Mupy (Pax!)
oOpaiaercsi HEMOCPEACTBEHHO K CaMOMY
daycTy, a HE K HJIe€ 3aKIIF0YEHNs 10r0BOpa
¢ Meducrodenem.

B onmcannu Meductodenem camoro
ceds MOXXKHO HAWTH KJIHOY K IOHUMAaHUIO
npousBeeHus: «5 ObICTp, KaK MBICIh Ye-
noBekay. Meducrtodens, SBISACH MO CYyTH
JKCTpaBepTHOM 4acTeio camoro Paycra,
HE MpeajaraeT €My HHUYEro JbSBOJIbCKO-
ro — TOJBKO YEJIOBEYECKOE: CIIOCOOHOCTH
(HO CBEpXbECTECTBEHHYI0O U CMEPTOHOC-
HYI0) JKUTb, HE CTECHSSICh YTOMHUTEIIbHBIX
U CIIOXKHBIX «yCJIOBUH *)u3Hu». Takoe 6e3-
KAJOCTHOE MWCIIOJHEHHE BCEX MBICIEH,
paspy1liaroniee BCIKOE€ YyBCTBO TYMaHHOIO
Y COLMAJIBHOIO MOBEACHUS WM COCTpaja-
HUSI, COOTBETCTBYET B3Iy Meducroderns
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Ha JKU3Hb, KOTOPYIO, TOBOpPS CJIOBaMH
O. Vaiinpna, OH CBOIUT K IICHE.

IT nevictBue, cocrosuee n3z Marepmen-
o u [lepBoil KapTUHBI, MOKHO 03arJIABUTH
«IIyTp HaBepx — myTh OeAcTBuUsS». B nByX
cueHax IIponora HeBuauMas mnacxalibHas
0O0IIIMHA CTPACTHO yMoJIsisia 0 Mupe. Tenephb
Ha MeCTe MPOUCILIECTBUS Opat AeBYIIKHU Oe3-
YKAJIOCTHO MOJUT 0 MecTu. [Iponutue kpo-
BU, COBEPIIEHHOE TMOJ| MPUKPHITHEM Ona-
rO4YeCTUsA, SABISIETCS LEHTPAJbHONW TEMOU
storo pasaena. Cortége, cuM(pOHUUYECKOE
BCTYIUICHUE K CLIEHE B IepIIOTCKOM MapKe
B [lapme, HancaHo B cTuie Oypiecka, Tpa-
JTUIAOHHO aCCOIMUPYIOIIEMCSI HE TOJIBKO
¢ noBecThio 0 daycTe, HO U MOYTH CO BCe-
MU JIPYTUMH UCTOPUSIMHU, B KOTOPHIX (Ury-
pupyert absBoil. [lpu nBope I'epriora ®@aycr
BIIEPBBIC BBIPBIBACTCS M3-MOJI KOHTPOJIS
Meductodens. Uepes mob6oBb k [epiioru-
He DaycT oOpeTaeT MaJIeHbKYI0 HaIekKIy
Ha craceHue. B omnepe muraner Meducro-
dbenst momemnarh OMACHBIM OTHOIIECHHUSAM
BPEMEHHO COpPBaHbl — POBHO Ha CTOJIBKO,
CKOJIbKO BpeMeHH moTpedyercs daycty u
['epuiorune ajis 3auatusi peOEHKA, KOTOPBIi
CTaHET BBICILIUM CUMBOJIOM HAJECXKbl.

I  npeiictBue (wmm  «IlyremecTBue
BHU3») cOCTOUT U3 CHUM(POHHYECKOTO HH-
tepmerito (CapabaHpl) U IBYX MOCIEIHUX
kaptuH. B Capabanne @Payct Bo3Bparia-
eTCAd K CBOEH HCCIeAOBAaTENbCKON JKU3HHU.
Y Meductodens temepb ecTh BO3MOXK-
HOCTb HE TOJIbKO MCIOJIb30BaTh CUibl Pa-
ycTa Jj1si ce0si, HO U, BEPOSTHO, CIy4ailHO
IIPUMEHUTh UX HE MO HazHayeHuro. OpxHa-
Ko y @aycra BCcE elé ecTb OTHaIEHHOE, HO
MYYHUTEIBHOE MPEAUYBCTBUE HAJIEK/IbI, BbI-
poclieil u3 ero oTHolIeHu# ¢ I'epuorunei
[Tapmckon.

B Cuene B TaBepHe BocnomuHanue day-
crTa 0 ['eprioruHe BbI3BIBAET €IIE OUH BUTOK
60pnOBI 32 B1acTh: Meducrodens caenaer
BCE, UTO B €r0 CHJIaX, 4TOOBI PAacTONTATh
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caMble cOKpoBeHHbIe uyBcTBa Paycra. Kak
TOJIBKO OH yTtoMui PDaycra, JIMIIUB €ro
€AVMHCTBEHHOMW OIOPBI, OH IIOKA3bIBAET EMY
mupax lIpekpacHoin Enensl. Ilpu e€ Bune
QaycT, HE CyMEBIIMN NPEIIOKUTE [epro-
THUHE MOMOLIH B POXKACHUU PEOEHKA, MOKET
IIPEeNaThCsl UIUTIO30PHOM MEUTE O FOHOCTH.
Ho Enena — He TONBKO KilacCHYECKHUN HJIe-
aJ >KCHCKOM KpacoTbl, HO U CHMBOJ IIpH-
YUHBI BOWMH, JBIKYyLIasl CUja pa3pylICHUsI.
B mazax Meducrodens oHa — uaeanbHas
3ameHa ['epuorune, nbo €€ BIUSHUE CTONb
K€ HEraTUBHO, CKOJIb OJarOTBOPHO BIIUS-
Hue ['eprorunu.

PeGénok, kak roBopuT by3oHu B cBOEM
[IpenucnoBumu, sBusercss cuMBosioM. Coro3
Qaycra c¢ I'eproruHeid ObLT UMITYJIBCUB-
HBIM aKTOM, 0€3 0CO3HaHHOTO HaMepeHUs
nOoCTUYL KoHeuHo! nenu. Ilosgsnenne Me-
¢ducrodens ¢ MEPTBBHIM PEOEHKOM JTOIIK-
HO mnepeaars daycty mnpenynpexaeHue
00 »Toil koHeuHor memu. Ho dayct He
NOHUMAET 3Toro, 1 Meducrodenb BBOIAUT
ero B em¢ OonbIee 3a0MyKIEeHUE, BBI3bI-
Basi B BooOpakeHuu BujaeHue Enensl. U3
Tena MEPTBOTO peOEHKA JOKEH BO3HUK-
HyTb «Wnpean», Ho daycT HAXOOUT ITOT
«pnean» nMoXHBIM W oOMaHUYMBBIM. OH
OTKa3bIBA€TCS OT BCSAKOW HAACKIbI HA 3TO,
a Tak)Ke OTKa3bIBAa€TCsl OT MAaruM, yHW4-
TOKasi BOJIIEOHYIO KHHUTY. TONBKO KOTAa
B MOCJEIHENW CLEHE OH CHOBA BCTPEYAET
I'eprioruHio, OH NOHMMAaET 3HA4YCHUE pe-
OEHKa, ¥ TOJIBKO MOCTIE TOr0, KaK €ro OKOH-
yaTesibHas MOMBITKA MPUOIU3UTHCA K bory
0Ka3ajach TIIETHOW, OH MOKET COBEPILUUTD
MHUCTHUYECKHM PUTYyaJl, IOCPEACTBOM KOTO-
poro nepeaaér CBOKW JUYHOCTh MOJIOZAOMY
MOKOJICHUIO, BO300OHOBIISASI CBOIO HCYEp-
MaHHYIO )KU3Hb B )KM3HU OyayLIero.

Komnozunnonno «Jlokropa @aycra»
By3oHn MOXXHO OTHECTH K cBOeoOpa3HOU
parncoauu: 3/1ech HAJIUIO CBOOOIHAs Gop-
Ma, coyeraruias MOCJIeI0BaHUE pa3HO-
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XapaKTepHBIX, OCTPO KOHTPACTHBIX OIIH-
30710B. HemanoBaxHbIM SBIISIETCA TO, 4TO,
B OTJIMYHUE OT «APIIEKHUHAY, 31€Ch Ha0JII01a-
€TCsl TIEPEX0/l OT TEMaTWYeCKOW pariCoauu
K pancoouu cmuJietl.

PaccMoTpuM My3bIKQJIBHYIO Apamaryp-
THIO OTIEPHI.

B 140 Taktax WHCTpyMEHTaJbHOU
Symphonia. Oster-Vesper und Friihlings-
Keimen («Cumdonus. [TacxanbHas BeuepHs
U BECEHHHE POCTKH») 3aKIIFOUYEHBI Ba)KHBIC
My3bIKaJIbHBIE XapakTepucThku. Ha To, uto
3TO HEe CUM(OHUS B TPATUIIMOHHOM 3HaYe-
HUM, YKa3bIBA€T HEBOJIbHO BBI3bIBAIOIIMIMA
AJUTIO3UI0 MO3TUYECKUX CTpok ['ére mox-
3aronoBok «llacxanbpHas BedepHs U BeCeH-
HHUE POCTKI». ITO HE TOIBKO MPOTPAaMMHOE
(BHEMY3bIKaIbHOE) YKa3aHUE, HO U MOATH-
YECKO€ IIPUITIAIIECHUE CIYLIATENsl BOWTH
B TOP)KECTBEHHBIM U TAMHCTBEHHBIN MU
NPOM3BEICHUSI elIE 0 Hayayia JEeHCTBUSL.
3nech by30HM CO31aET peXkKae BCEro HACTPO-
€HHE ¥ BOJIICOHYIO, TOYTH PUTYATBHYIO aT-
Mocdepy depes TeMOpaabHYI MPOpadoTKy
3ByYaHHUsl KOJIOKOJIOB, BOCIIPOU3BEAEHHYIO
B Ha4yaJle B OPKECTPE «KaK HEBHATHOE TIO/Ipa-
KaHHe, CMyTHOE BOCIIOMHHAHHE O JANEKUX
U YK€ TOTacIIuX BUOpAIUIX».

B 10 xe Bpems CumdoHMs TpeacTaB-
JsieT cOo0O0M MPOEKLUI0 MY3bIKaJIbHO-/Apa-
MaTUYECKOTO Pa3BUTHUS OMEPHI: €€ 3aKpyT-
n€HHAas, CUMMeETpHYHas ¢GopmMa TOUIHO
OTpa)kaeT MaKpOCTPYKTYpY HPOU3BEACHUS
Ha MHKpPOCTPYKTypHOM ypoBHe. Illects
pa3zmenoB, U3 KOTOPBIX OHA COCTOHT, IO
CYTH, MPEIBOCXUIIAIOT U BMecTe 00001Ia-
I0T pa3jHyHble 3Tallbl Pa3BUTHS UCTOPUU
daycra mOCPEICTBOM MY3BIKAIBHBIX CHM-
BOJIOB, KOTOpBIE €II¢ HEOAHOKPATHO BO3-
HUKHYT B npousBeneHun. ®opma Cumdo-
HUU — cioxHas TpéxyactHas: A — B — C
—B'—C'— A'. B pazaene A (Sostenuto alla
breve) packpblBaeTCsi HaudalbHasl CTaaus
YUCTONW HEBUHHOCTU M HEMATEpPUATILHOCTH.
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OTO BBIPAKEHO B CBOEOOPA3HOM, OJIM3KOM
COHOPHOMY, KOMIIJIEKCE BCEro OpKeCTpa.
IIpo3pauHblii B MEPBBIX TAKTaX, OH 3aTeM
MOCTENEHHO JIMHAMUYECKH, TeMOpaNIbHO U
PETUCTPOBO 3aMOJHAETCS, TOCTUTask CBOEH
KyJIbMUHAIlMU B TakTe 16, 1 3aTem ncranBa-
eT. OTIIMYUTETBbHON YepTOil 3/1eCh ABISETCA
MCIIONb30BaHUE TNOMMPUTMUM (pazmep /,
B BEPXHHUX ronocax u (¢ — B Oacy), a Taxxe
SCHOE 3By4aHHE OIOPHOIO TOHA e, B IIEJIOM
HE XapaKTepHOE JUIsl MO00HON TEXHUKH.

B 1Byx mnocnenyromux pasjenax Ha-
OMIONaloTCsl  ONPEAENIEHHbIE KOHTPACTHI.
B pasnene B (La meta di tempo = "/,
Sostenutissimo) TPOJOIIKAETCS YIUIOTHE-
HUE COHOPHOT'O MOJIs, MOJHOCTBIO Mepeme-
CTUBIIErocsi B BepxHUil peructp. Ha ero
¢doHe HauMHAETCS TOCTENEHHAsl KpUCTall-
JU3alus OTAEIbHBIX MEJOJNYECKUX JTUHUI
B CpeIHMX M HWXHHX rojocax. Hecumme-
TPUYHOCTH CTPYKTYPbI MOJUEPKUBACTCS UC-
MI0JIb30BAHUEM HECTAaHJAPTHBIX MY3bIKaJIb-
HBIX pa3mepoB — '/, u '%/. B My3bIkanbHOM
Mmarepuane pasaena C (Doppio movimento
= %, Allegretto tranquillo) na cMeHy COHO-
PUCTHKE TPUXOIUT HHTEpBaJbHAsl CHUCTeE-
Ma, TIPH 3TOM SJIPOM MEJIOJUYECKUX JTHHUN
CTaHOBSTCS (PparMEeHTHl W3 MPEIBIIYIIETO
paszzena.

CuMMeTpu4yHOE  pa3BUTHE  pasfe-
aoB B' (Tempo 1) nu C' (Tempo secondo
[Allegretto]) mpuBOIUT K BO3BpaTy Ipe-
oOpax€HHOU mepBoi craauu (pazmen A'),
CUMBOJIM3HUPYIOIIEH B omepe CTpeMIICHHE
daycTa K MUPY U IPUMUPEHUIO (TTOCIIETHSSA
kapTuHa). Co BCTYIJIEHMEM XOpa Ha CJIOBE
Pax! genoBeueckuil ronoc ¢ abCoOMOTHON
KOTE€PEHTHOCTBIO 100aBIISIETCS K pa3BEPTHI-
BAIOLLEKCS MY3bIKAJIbHOM TKaHU KaK C KOH-
TPAIyHKTHYECKOW, TAK U C TAPMOHNYECKON
U TEeMOpPOBOIl TOUEK 3peHHs, BKIIOYASIChH
B JIBIDKEHHE K MAaKCHMaJbHOMY HampsiKe-
HUIO BCEX KOMITO3ULIMOHHBIX 3JIEMEHTOB.
HeobOxonmuMo OTMETHTH, YTO B MEPBBIX
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pasnenax omnepsl ocolasi posib OTBOAUTCS
KOMIIO3UTOPOM KOJIOKOJIBHOMY 3BYYaHHIO,
BBIMOJIHAIONIEMY (YHKIMIO KOMMEHTapus
coObITHil. crionb3oBanue nogoOHOM peiu-
IMO3HOM aTpuOyTUKH HE cllydaiiHo: by3oHu
paccMaTpuBai GuI0CO(UIO U PETUTHIO KaK
CYIIHOCTb UCKYCCTBA.

B Cumdonun koiokogpHOE 3By4YaHUE
no OonblIed YacTH JMIIb HUMUTHPYETCS
pa3IMYHBIMU  OPKECTPOBBIMU TeMOpamH:
B HayaJe OHO 3BYYUT KaK CyMEpPEYHOE
nojpaxanue, 3ateM — B KoHue Cumponun
— TOJAXBATHIBAETCS YEJIOBEYECKUMHU TOJIO-
camu Ha cioBe Pax! OmHako TpeThe €ro
3By4aHHME — y>K€ UCTUHHOE, CUMBOJIN3HPY-
IOIIEE BOCKPEIICHUE, SIPKO BO3BEIIAEMOE
HACTOSALIUMU JIMKYIOIIMMH TacXaJbHbIMU
LIEPKOBHBIMU KOJIOKOJIAMH, — UCTIOJIb30BaHO
TOJILKO B KOHIIE BTOporo mpostora, BO Bpe-
Ms MouTBBI Gloria. [logoOHast TeMOpaib-
Hasl apKa, [0 HallleMy MHEHHIO, 00bETUHSET
BCIO TIEPBYIO YaCTh OIEPHI.

CumdoHus coequHsieTCs C Ha4YalioM
onepbl ocoObiM oOpazom. Ha e€ mpenro-
CIIEJTHEM TaKT€ JOJKEH IMOAHSATHCS IVIaB-
HBIl 3aHaBeC, 3a KOTOPBIM HOSBISETCS
npyroii, u3 y€prHoro Oapxara. Ha ero ¢one,
10 00bIYasiM CTAPUHHOTO UTAIBSIHCKOTO TE-
aTpa, mod3T aekinamupyer «OKTaBbl», CTH-
XOTBOpeHUEe U3 82 CTPOK, 0OBEAMHEHHBIX
B 5 cTpod 1Mo BoceMb CTPOK C €IMHON CXe-
Mol pudmoBku a b a b a b ¢ ¢ u AByX J10-
MOJIHUTENIbHBIX CTPOK. B aTom Der Dichter
an die Zuschauer («OOpamieHue mnosTa
K 3puTensimM») uepe3 daycta KOMIO3UTOP
BOCCOE/IMHAETCS C «<HAUBHBIMH 00pa3zaMuy,
OCJICIUIABIIMMH €ro 1eTcTBO. Mexny Mep-
muHoM, [lon JKyanom m dayctom, Tpems
aJCKUMU (UTYpaMH, TpeMsl «yKpOTHUTe-
JSIMHM a7ia», OH BbIOpas MOCIEIHEro, Mara
OJJTHOBPEMEHHO CJ1a00ro M CHJIBHOIO, 00-
Pa30BaHHOIO U COMHEBAIOLLErOCs, «rOCIO-
JIMHA MBICIIH, paba MHCTUHKTa». JTa 4acTb
— €IMHCTBEHHAs!, B KOTOPOH MOKHO yCMOT-
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peTh amunro3uo ¢ ['ére (cam KOMIO3UTOP Ha-
3bIBaAJI €€ «IaMATHUKOM [éTey).

[Iponor 3akaHYMBaeTCs HAIIOMUHAHU-
€M O TOM, YTO 3Ta Olepa MPOUCXOIUT U3
KYKOJIBHOTO CHEKTakisA. TpyaHo ompene-
JUThb, 4YTO NPEACTaBIsET COOOM KyKOJb-
HBIl CTUJIb, B 4€M IIbeca ISl MapUOHETOK
OTJIIMYACTCS OT MbECHI JJIsA )KUBBIX aKTEPOB.
OtmeTuMm, uyto By30HU HE X0Tel, 4TOObI €ro
«Jloktop ®aycT» AEUCTBUTEIBHO MCIIOJ-
HSJICA MapUOHETKAMM, €r0 MOKHO CTaBUTh
TOJILKO B OOJIBIIIOM ONIEPHOM TeaTpe co BCe-
MU COBPEMEHHBIMU TEXHUYECKHUMHU Cpel-
CTBaMHM, HE TOBOPS YK€ O XOpe U OONbIIOM
cocraBe opkectpa. OgHako B €€ yaan€HHO-
CTH OT CEHTUMEHTAJIN3Ma €CTh HEUTO OT Te-
arpa MapuOHETOK. KyKOJIBHBIN CIIEKTaKIIb
npeAcTaéT nepe MmyoauKoi B CIIEHUYECKON
nocraHoBke. Korna nogHuMaeTcs: IIaBHBII
3aHaBEC, OTKPBIBAECTCS BTOPOU, HA KOTOPOM
n300pakeH KykonbHbIM Tearp. Ilepen ero
MHHHUATIOPHOW aBAaHCIIEHOW BBICTPAUBAKOT-
Cs B P JEHUCTBYIOIIME JULA OIEepsl. 3a-
HAaBeC JIMUIb TYCKJIO OCBEIIEH, U OHU JIMIIb

yTaJIbIBatOTCSl.
Vorspiel I (IlepBblii Tposior) HauyWHa-
€TCSl  MMIIPECCUOHUCTCKOM  UMUTAIMEN

KOJIOKOJIBHOTO 3BOHA, O0O3HAYCHHOW Op-
KecTpoBeIMH cpencTBaMu. [lo ¢opme ero
MOXXHO pPaccMaTpuBaTh Kak TPEXYACTHYIO
KOMITO3HIIMIO, OCHOBAaHHYIO Ha KJIaccHye-
ckoii monen A — B — A': cooTBETCTBEHHO
Agitato — Alla marcia sostenuto — Tempo
dell’Introduzione (Agitato). 1lenTpanbHbIf
AMU30/l — MOSBJIEHUE KPAKOBCKUX CTYJEH-
TOB — HOCUT PE3KO KOHTPACTHBIN XapakTep
10 OTHONICHHUIO K IIEPBOMY pasfeny, pas-
pabareiBatoniemy Mmatepuan CumpoHUU B
PUTMUKO-TUHAMUYECKOM Kitoue. B mepBoit
YaCTH TPOTHBOIIOCTABIISIOTCS TOYTH TIPH-
3payHbIi TOKOM M MpadHasi puTyajibHas TH-
IIMHA, TOAYEPKHYTas TeMaMHU-CUMBOJIAMH
BOJIIIIEOHOW KHUTH U 3araJIOYHBIM ITPOUCXO-
KICHHEM YUeHHKOB: «KpakoBy.
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Tema Clavis Astartis Magica (Ilponor I,
1. 23), crpamHas CBOEH JanmuAapHOCTHIO,
CTAHET B OIIEPE BBIPAKEHUEM AJICKOTO AyXa.
OcHOBOI TeM, CBSI3aHHBIX C TPEMS CTYIEH-
Tamu u3 KpakoBa, MOCIyX U1 My3bIKallb-
HBbII Marepuasl Bropoit conarunsl. Ilepsas
tema ([Iponor I, u. 32) ToyHO MOBTOpPSIET
CBOI (opTenuaHHbIi OpuUrHMHAN (pazaen
Un poco piu sostenuto e posto). Bropas
tema B omnepe (IIposnor I, u. 33, Piu lento)
3aMMCTBOBAJIA TOJIBKO MEJIOANYECKHI PUCY-
HOK, HECKOJIBKO U3MEHEHHBI PUTMHUYECKH.

Vorspiel Il (Btopoit mposor) — cepus
Bapuallii, OCHOBaHHbIX Ha MOTHBE «BO-
npoc — orBeT». [Ipum 3TOM «OTBET» BCerna
SBIISIETCSL BapbUpOBaHHBIM pedpenom. [lo-
noOHasi CTPYKTypa IOJHOCTBIO OTpa)aeT
BHYTPEHHUI cMBICII CLIEHBI C IIECTHIO SI3bI-
Kamu mameHu. Ha mys3bIKy 371ech BO3JO-
KeHa 3a7jaya MUTaTh UHTEpPEC K 3MU307aM,
XapaKTePU3yOLIUM COOTBETCTBYIOIIUM
o0pa3oM M Bcerna mo-HOBOMY IPOSIBICHUE
KaK70ro ayxa. PazButue npamsel ABMKETCS
OT OTBETOB | paBuca, CepbE3HBIX, KaK MECOK
B IIECOYHBIX Yacax, 10 OTBETOB Marapoca,
OJM3KUX yparamy.

PaccmorpuM, Kak [Oyxu  Ha3bIBaOT
CBOM MMeEHA. VITHTOHAIlMOHHBIM CTPOU IIPU
TOM BCErga OCTA€TCs HECKOJIBKO MOHO-
ToHHbIM. OTBeTHI ['paBuca, JleBuca u Ma-
rapoca HOCST PEUUTATUBHBIN Xapakrep,
MHTEpBAJIbHbIA 00BEM KoseOnercst B Ipe-
nenax TEepUMHU-KBAPTHL. XOTS IMPOIOJIKHU-
TENBHOCTh OTBETA COCTABIIIET B CPEIHEM
4 TakTa, BO BPEMEHHOM NPOMEXYTKE BCE
OHM OLIYIIAKOTCS MO-pa3sHOMY. JTOMY CIIO-
COOCTBYIOT TECCUTYpa, TEMIIOBBIE U METPO-
PUTMHUYECKHE OCOOEHHOCTH, a TAKXKE HETO-
CPEICTBEHHO BepOaIbHBINA TEKCT.

Hanpumep, naptus nepsoro nyxa — I'pa-
BHCa — MIOpPyYeHa TITyOOKoMY 6acy: MesieH-
HBIM Temn (Sostenuto), CIOXKHBIN pa3mep
4/2, nnutenvHas BbIJEp)KAHHAs HOTA Ha
MIEPBBINA CJIOT B HU3KOM PErMCTpE BbIpaxka-
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FOT MPAa4YHbIM XapakTep, BUIYI0 MEIJIUTEIb-
HOCTbh. AHAJOrM4HAasi KApTUHA OTMEYaeTcs
u y JleBuca, ogHako 3/ech HaOMIOMAIOTCA
M3MEHEHUS 3a CYET MOBBILICHHS TECCUTYPhI
u TemOpa (0apuToH). Y Cleayromux npe-
cTaBuUTENICH AeMOHOB — AcMona, Bemnb3e-
ByJa U Marapoca — KpoM€ PEerucTpOBBIX
VM3MEHEHUN MOCTENEHHO YCKOPSETCS TEMII,
MPOUCXOIUT JIpOOJIEHHE JIMTEIbHOCTH
HOT, U3MEHSIOTCS METP U PUTM, JABUKECHUE
HapacTaeT, a TaK)Ke 3HAYUTENbHO MpuOaB-
nsercst BepOanmbHbI TekcT. [locnemuuid,
eCcTol ayx, okazaBmuiics Meducrode-
J€EM, — TEHOp, MOKOUINIl B BBICOKOM pETru-
ctpe. Emé nmo toro, kak OH Has3Ban CBOE
UMsl, €ro BOKaJbHas MapTus MmpuoOperaer
HEKOTOPBIE CXOXKUE ¢ [ paBUCOM 3IIEMEHTHI:
3a/1e¥ICTBOBAH KPAHUM ITEBUECKUN PETUCTP
(B maHHOM clly4ae — IpeaebHble BEpXHUE
HOTBI), CIIO’KHBIN pa3mep, BbIIEP:KaHHbIC Ha
OJIUH CJIOT 3BYKH.

OpnHako BO BCEM ATOM cepuM Bapualvi
UMEIOTCSl OCTUHATHBIE 3JIEMEHTBI B OpKe-
CTPOBOM HapTUU. ITO KOPOTKHE BOCXOJS-
e Mejaoandeckue Gppa3bl MOHOAUYECKOTO
XapakTepa (B HEKOTOPBIX CIydasX OHU WH-
TEPBAJIbHO YIUIOTHSIOTCS), & TAKXKE HUCXO-
JsiIee XpOMaTHYECKOe JBUKEHUE B HUXK-
HUX Toj0cax, CUMBOJU3HUPYIOIIEE CMEPTh.
Jlpamatndeckod KyJbMHMHALMENd 3TOM dYa-
CTH ONEpbl SABIAETCS CIEHA 3aKIHOYEHUS
noroopa mexay daycrom u Meducrode-
neM. OHa NOCTpO€Ha Ha KOHTPAIyHKTH-
YEeCKOM H3JI0KEHUH OJHOI0 M3 CHMBOJIOB
XpUcCTUaHCTBA — MOJMUTBBI Credo, KOTOpast
UCIIOJIHAETCA «HEBUAMMBIMY» X0opoM. CrieHa
3aBEepIIAETCS CUSIOLIUM XOpaJbHbIM 3ByYa-
HUEM JPYTOro XpUCTUAHCKOTO [TECHOTICHMUS,
Gloria, Ha (oHE TacXalbHOW MEPEKINYKH
HACTOSALIUX LIEPKOBHBIX KOJIOKOJIOB.

OCHOBHOE [I€MICTBHE HAYMHAETCS CLE-
HUYECKUM [ntermezzo, KOTOPOE MOKHO
CUMTATh BEPIIMHOW MUPAMUIbI, BIUCAH-
HOH B KPYTOBYIO CTPYKTYPY IPOU3BEICHUS.
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[TonoOHas KOMIO3ULIKS CTala HOBOBBEJIE-
HUeM by30HHM B OIepHOW JpamMaryprumu.
enp mHTEpMELLIO — BPEMEHHO IPHOCTA-
HOBUTb OCHOBHOE IIOBECTBOBAaHHUE, YTO-
Obl YCTAaHOBUTb HEKYIO NMPEEMCTBEHHOCTD
¢ Apamon Mapraputel Ha ypOBHE BOCIIO-
MuHaHuii. HecmoTpsi Ha ObICTpO criemy-
IOIl[Me JPYT 3a JIPYrOM COOBITUSI U CMEHY
HAaCTPOEHUM, ATOT pa3fesn MpeACTaBIsAET
coboii popmy pongo. Kapruna orkpsiBa-
eTcsl OOLIMPHOW TpeNtoauei s opraHa
COJI0, NEpearuel IpaHAUuO3HYI0 apXu-
TEKTOHUKY OpraHHbIX npemoanii baxa.
N3 5TOi CTUIMCTUYECKOW BCTAaBKH POXK-
JlaeTCcsl MOTUBHAs sAueiiKa, KOTOpasi MOCTe-
NIEHHO YTBEPKJaeT ce0s MOYTH Kak Xopa
— tema ponjo (MaTtepmerntio, 1. 4).

[Io Mbicniu by30HM, 3ByK opraHa JoJi-
KEH UATH HE TOJBKO M3-3a CLIEHBI, HO U 3a-
HOJIHATH COOOM BCE MPOCTPAHCTBO CLEHBI
U 3aJ1a, paclpOCTPaHSSICh C PAaBHOM CHUIION
U3 pa3HbIX HUCTOYHUKOB. lIpeoOpa3oBanus
TEeMBI POH/I0, CBsi3aHHOM ¢ ¢urypoit Cona-
Ta, YePEIyIOTCS CO CBOOOTHO KOHTPACTUPY-
oMy snu3ofgamu. [logo6Hoe dopmans-
HO€ €IMHCTBO SIBIISIETCA 3/1€Ch CPEJICTBOM
MHOT000pa3usi. MOTHB OpraHa, M3JI0XEH-
HBII B BUJIE XOpalia, BHOBb MOSBUTCS B IO-
cinenHed kaptuHe, korna dayct BepHETCH
K LIEPKBHU.

Hauptspiel. Erstes Bild (OcHoBHOE 1eii-
ctBue. [lepBas kapTrHa) onepbl HAUMHAETCS
co cuensl npu asope I'eprora [TapMmckoro.
OHa nopoxzaer U LEHTPAIBHOE AP0 MPO-
u3BeneHus: daycr yepe3 3abBeHHE, CTaB-
11e€ YUCTHIM UHCTUHKTOM U OeCcCcO3HaTeNb-
HBIM OIYILIEHUEM, TOKUIA€T MUCTUYECKYIO
cdepy, 4TOOBI BOWTH B cepy MHUPCKHX
nepexxuBaHuid. [{ns co3gaHus mpazaHuY-
HOW atMocdepsl cBaap0bl By30HN HCTIONB-
30BaJjl 3/1€Ch MPUHIMI TEaTPATN30BaHHOTO
npeJcTaBiIeHUs U 6ajieTa, OCHOBHBIMHU 3JIe-
MEHTAMH KOTOpPOTO CTajlM TAaHIIEBaJbHbIE
putmbl Cortége («lllectBue»). Ilo nHame-
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My MHEHUI0, nepBble cTpaHulbl Cortége
MPEIBOCXUTHIN CcO00H  aneaTtopuyecKkue
MIPUHITUIIBI KOMITO3ULIMU: 3asBJICHHBIN B Ha-
qajie CICHBI IMSITHIOJbHBIA MYy3bIKaJIbHBIN
pasmep (*/, ?/,) HauuHas c 1. 2 BHIOU3ME-
HSE€TCA B CBOOOJHOE YEPEOBAHME JBYX- U
TPEXJOJIBHBIX Pa3MepoB. IToMy 3PdeKTy
CIIOCOOCTBYET TaK)K€ 3HAuMTEIbHAs BHY-
TPEHHSS TOJIUMETPUSI OPKECTPOBOM TKaHM.
Kaxnp1ii U3 maTH TaHIEBAJILHBIX YIIM300B
XapaKTepPHBIX KAHPOB CBETCKOW MY3BIKH
nepuoga Ars nova, COCTaBIAIOLIUX HO-
Mep, CHUMBOJIM3UPYET BBIXOJA OIpEAeEH-
HOM TPYMIIbI TOCTEN: MOJIbKa MPEACTABIISET
KpPECTbsIH; IacTOpajb — BXOJ OXOTHUKOB
MOJT 3BYKM POXKOB; Kauya XapaKTepU3yeT
XOp OXOTHHKOB; BXOJ Ma)Kel M MOAPYKEK
HEBECThl IPOUCXOIUT B PUTME BaJIbCca U
MEHY?Ta.

[TosiBnenue ®aycra (1-s kapTuHa, 11. 35)
NPEJCTABICHO XapaKTePHbIMU PUTMAMHU
Mapiua: Ha (OHE TapMOHMYECKOM Ieqanu
3aCYpJIMHEHHBIX CKPUIIOK 3BYyYHUT TauWH-
CTBEHHAasi U TOPKECTBEHHasi TeMa, CHaya-
Ja UCHONHSIeMas TPOMOOHOM U KOHTpaba-
coM, a 3areM Oac-KJIapHEToM, (arotoM u
KOHTpabacoM, MOJl PUTMHUYECKYIO TeAallb
BaJITOPHBI, KOHTpadarora u OapabaHHOU
Jpo0u, KoTopasi 000CTPsieT YYBCTBO JIpamMa-
Tudyeckoro oxuganus. B cnenyromeit Cre-
He 3aKiauHaHui (1-1 kapTuHa, 1. 45) My3bl-
Ka CHOBa Iomoniaer aercreue. BokanbHas
naptus [eploruHu (€IMHCTBEHHBIN KEH-
CKHUW COJIbHBIN T'0JIOC B ONEPE) HAIOJIHSAET
LHEHTPaJIbHYIO YacTh CLIEHBI ()pa3aMu C LIU-
POKMMU UHTEPBAJIbHBIMU cKaukamu. [lecHs
I'epuiornHM MOCTENEHHO IMEPEXOIUT B 3a-
MBICIIOBaThie JTUHUU Arioso (1-s xapTuHa,
1. 85), KOTOpbIE TO 3aIEPKUBAIOTCS B HEXK-
HBIX apabeckax MEXIy MedTaTelbHbIMU
apunekuo M OTAAJIEHHBIM KOHTpAIlyH-
KTOM COJIO CKPUIIKU 3a KYJIMCAMH, CUMBO-
JU3UPYIOLIEH BHYTPEHHUU TOJIOC TEpPOU-
HU, TO CTAHOBSITCS HOCTAJIbIMYECKHUMH H
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cTpacTHbIMU. HakoHell, OHa MPUXOJUT K pe-
menuto 6exarb ¢ aycTom.

Onusox nobdera I'epuornnu (1-g xaptu-
Ha, 11. 91, TakT 6) HAYMHACTCSA B CKa30YHOU
arMocdepe: Haa CTPOMHBIMH apIeIKHO
ap(dbI rojg0c CKPUNKH B HU3KOM PETUCTPE
Kak Obl 30BET M HaMpaBJseT Wary oeryena.
[lecns I'epuornam HauMHAETCsI ¢ KOPOTKUX
npepbIBUCTHIX ¢pa3 (1-s1 kapTuHa, TakT 3
1m0 1. 94), MOCTeNeHHO IOCTHTAIOIIUX
CTPACTHOW KyJbMUHAUUM. JlehcTBHE mEep-
BBIX JBYX KapTuH onepsl «/lokrop Paycr»
npepoiBaeTcs Symphonisches Intermezzo
(Sarabande) («CumpOHUYECKUM HHTEP-
merno (Capabanna)»). CemaHTuka cTa-
PUHHOIO HApOAHOIO TAaHIA HEOJHO3Hay-
Ha. V3BeCTHO, 4TO 3TOT TeMIIEpaMEHTHBIH
VCIIAHCKUW TaHel, WCIONHIBLIMICS I0A
yaapbl OapabaHa W KacTaHBET, BBI3BIBAI
HETrO/IOBaHUE KAaTOJIMYECKUX CBSIIEHHO-
CITy’)KUTeJIel, Ha3bIBABIIIUX €0 «0eCOBCKOM
wickoi»'°. B cepeaunae XVII Beka, momnas
B0 @paHIIMIO, OH OTyUYns 6oJee Graropoa-
HBIM U BEJIMYECTBEHHBIN XapakTep.

N B ObICTpOH, U B MEIJICHHON CBOUX
BEpPCHUSAX ITOT TAHELl BCErAa CUUTAJICA IIO-
xopoHHBIM. B Tpagunumsax XVI Beka Obuio
MPUHATO HA KJIAJOMILE C TEJIOM YCOIIETO
IIECTBOBATh MEJJIEHHO, a BO3BpAIlaThCs
ObICTpO M TIpuUIUIIChIBas. by3oHu Bcé 31O
MIPUHSIT BO BHUMAaHUE [P CO3/1aHUHU Jipama-
Typru4yeckor koHuenuuu onepsl. C onHOU
CTOpOHBI, 371ech CapabaHzia OIUIETBOpsLIIa
co0oi1 «rémHbIe» cuiibl. C Apyroil — B 3TOM
MY3bIKaJIbHOM 3MHU30/I€ yKe ObLIa Mpejcka-
3aHa HEeMHMHyeMas T'u0ellb TJIABHOTO Iepost
MIPOU3BEICHHUS.

Temarnueckue 3épHa CapabaHabl MOsi-
BUJIKCH emié Bo BTopowm mposore (2-i mpo-
JI0T, TakT 2 10 1. 44 n 11. 60, TakT 2). OTH 1Ba
OCHOBHBIX MOTHBa DaycTa, U30IUPOBAHHBIC
U 00beTMHEHHBIE TITYOOKOH CBSA3BIO, KUBYT
HaNpsHKEHHON JIMPUYECKON KU3HBIO, 000-
ramaschb HOBbIM, Oojiee HIIMPOKUM CMBbIC-
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noM. [Ipyrue anementsl «Capabanib Ipo-
SABATCS B KOHIIE BTopoil kaptunsl. OnHaKO
HECMOTps Ha TO, 4T0 by3onu 3anyman «Ca-
pabaHay» B KayeCTBE OPKECTPOBOTO 3TIO/IA
IUIsL Oonepbl, HU JTUOPETTO, HU cama MapTu-
Typa HE Jal0T HaM NOHUMaHHUs €€ MecTa
B KOHTEKCTE CHOKETHOM JIMHUM COUYUHEHUS.
By3oHu Taxxke nzbderaet u Kakou-iubo mo-
BECTBOBATEJILHOM CBSI3M, XapaKTEPHOU IS
CUM(OHUYECKUX HUHTEPIIOANA OmepHOn
Tpaauuuu (Hanpumep, «IlyremectBue 3u-
rdpuaa no Peitny» P. Baruepa unu cumdo-
HHU4YECKOoe nHTepMenno u3 «ManoH Jlecko»
K. Maccue).

Cnenyromass 3a Capabanmont Zweites
Bild. Schenke in Wittenberg (Bropas xaptu-
Ha. TaBepHa B Burrenbepre) — «0orocmos-
CKHI» CIOp CpeIu CTYIEHTOB — CIIOXKHA
MHO>KECTBOM (PUTYPHUPYIOIINX B HEW CUM-
BOJIOB. POpMAJIBHO OHA IIPEACTABISET CO-
00l BOKaJIbHO-MHCTPYMEHTAJILHOE CKEPIIO
C yepeaoi FOMOPUCTUYECKUX UACH, OnecTs-
1€ PEIIEHHBIX B MY3bIKE: OT JUCKYCCUU 00
yueHu [[11aroHa 10 HaNbIIIEHHBIX PACCyX-
JICHUN YUEHBIX, OT BECENBIX ITYTOK CTYACH-
TOB JI0 PEJIMTHO3HOTO AUCITYTa, KyJIbMHUHA-
€N KOTOPOTO SIBJIIETCSA IPAHINO3HBIN XOP
Te Deum. BpicKaxkeM MPeANoNOKEHUE, YTO
by3onu omuparncs 3aeck Ha TOT (PakT, 4TO
ATOT TUMH MOETCS HE TOJBKO MPH KATOJIH-
yecKkuM OorociyxeHuu. B Hemerikom nepe-
Bozie Maprtuna JIrotepa OH NpUCYTCTBYET U
B IMPOTECTAHTCKUX LEPKBAX. N3BECTHO TaK-
&Ke, 4To Jroiroe Bpems nocie Pedopmariiu
B JIIOTEpAaHCKUX Kupxax Ie Deum pacrme-
BaJI HE TOJIBKO Ha JIFOTEPOBCKHM, HO U Ha
OPUTMHAJIBHBIN JJATUHCKUU TEKCT.

B onepe «/loxrop ®daycT» cTapuHHBIN
XPUCTUAHCKUN TMMH HOCHUT NApOAUNHBIN
xapakrep. JIBe rpynmel CTyIeHTOB-KAaTo-
JIUKOB TOBTOPSAIOT XBally bory, HO Kak
«CO3JAaTEeN0 BHHA U JKEHIIHUHBD), COIPO-
BOXJAOIIYOCS MOLIHBIM aKKOMIIAHEMEH-
TOM MEIHOW JyXOBOM T'PYyHIIBI OpKECTpa
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(2-1 xaptuHna, 1. 31). UM Bo3MymiéHHO OT-
BEYAIOT IPOTECTAHTHI TIOTEPAHCKUM XOPOM
Ein’ festa Burg ist unser Gott B CTpOroMm,
CypOBOM KOHTpPANyHKTE, MMHUTUPYIOIIEM
B (yre axkamemuueckuii cTuiab (2-s Kap-
TUHA, 1. 35). OTMeTHM, 4TO NepBas 4acTh
2-1 KapTHHBI BO MHOTOM MPEABOCXHIIAET
yeTBEpTyI0 cueny Il akra Wirtshausgarten
(«Cag mpu Tpaktupe») omnepsl A. bepra
«Borek» kak B pereHuu Gopmbl CKEPIIO,
TaK U MO OJHOBPEMEHHOMY HAJOKECHHIO
pa3HBIX TaHIIEBAJbHBIX PUTMOB U PA3HO-
00pa3HBIX BOKAILHO-XOPOBBIX 3MH30/I0B,
a Tak)Ke MO B3BOJHOBAHHOW, 00€CIIOKOCH-
HOM TEMHBIMHM MpPEI3HAMEHOBAHHUSIMHU aT-
mocdepe.

CuWIIbHBIA KOHTPAacT COCTaBISIET CIEHA
3aKJIMHAHUA U BbI3bIBaHUS EneHbl Reinster
Schonheit Bildvollendung («4auctoro o0-
paza Oe3MepHON KpacoThl»), KaKk Ha3bIBa-
et e€¢ daycrt, BUJII B HEW HUJIeall KJaccuye-
CKOTO COBEpILIEHCTBA (2-5 KapTuHa, 1. 69).
CepxbecTecTBeHHass atMocdepa  ITOM
CIEHBI JIOCTUTaeTCsl Oiaromapsi COHOPHKE,
a TaKXe HAJOXXEHHUIO TEeMOPOB U HUHCTPY-
MEHTAJIbHBIX KPAaCOK TakKUM 00pa3oMm, 4To
MOCTENECHHBIA TEPEXOJ OT TEHH K CBETY
MPOUCXOJUT HE3aMETHO.

Momnonor ®aycra nomnyyaer y by3onun
HaIpsHKEHHOE, HO B TO YK€ BPEMS IeMaTepu-
aJM30BAaHHOE M 3KCTAaTUYECKOE 3ByYaHHE,
MEUTaTeIbHOE M OTHAJIEHHOE, KOTOPOMY
BTOPUT HEOOJBIION XOP, PaCIONIOKEHHBIH
Ha A9TOT pa3 B oOpkecTpe. Muctuyeckue
CUTHAJbI, CpPEAu KOTOPHIX PUTMHUYECKHUI
¢parmeHT HauyanbHOW TeMmbl CapalaHbl,
CTaBIIWM IIOYTH JEUTMOTHUBOM, Korga Ene-
Ha BBIpBIBaeTCS U3 00bsATHI DaycTa, 3Bydar
B OPKECTpPE TO IUIACTHYECKHU HU30JMPOBAH-
HBIMH, TO CBETOHOCHO NPEOOpaKEHHBIMH,
TO XpOMaTHYECKH UCKXKEHHBIMU. K MUCTH-
YECKUM 3HAaKaM MOYKHO OTHECTH YHIPIMYIO
PUTMUKY U HACTOMUYHUBO MOBTOPSEMBINA HUC-
XOIAIIUN XPOMaTU3M, CONPOBOXKAAOIINE
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OObsIBIIEHHE CTYACHTaMU POKOBOTO CPOKA.
@ayCcT HaXOAUTCA Ha IMOPOre OYHUIICHHMS.
OnuH, MoOEeKIEHHBIN, HO HE CIOMJICHHBIN,
OH TOTOBUTCSI TEPEKUTh MOCICAHUN AaKT
CBOEI UCTOPUHU: B €TO NECHE OE3MATEHKHOTO
MPUHATHUS CynbObl Tema, 3aBepiuuBiias Ca-
pabanny, Tenepb JUPUYECKU U ¢ Oe3MepHOI
KAJIOCTBIO MPOCTUPAECTCA B CIAJTKOM MEJO-
MU CKPUIIOK B BBICOKOM DPErucTpe, Moka
HE MEepPETEKAET, Mcue3as, BO BHE3AMHYIO sIp-
KOCTh MJI€AJIbHOTO J10-Ma’KOPHOTO TPE3BY-
qusl.

Hawubonee TpymHO#H 171 OIEHKH M aHa-
mu3a sieusiercs Letztes Bild. Strafle in
Wittenberg («Ilocnennsst kapTtunHa. Ynuia
B ButTenOepre»): oHa He ObLTa MOTHOCTHIO
3aKOHYEHA KOMIIO3UTOpOM. B Hen by3onu
MOJIb3YETCS CBOMMH H3JI00JIEHHBIMU TIpU-
émamu. Tak, kpacouHas cieHa Serenata.
Tempo di Minuetto, tymaeTcsi, BO MHOT'OM
HaroMuHaeT 0€33a00THOTO ApIIeKHHA, KO-
TOPBIN MOSIBISIETCS, YTOOBI OCBETUTH IPH-
3payHyl0 arMocdepy HOYM KOIIMapoB.
3nech NPUMEHEH NPUEM COIPOBOXKICHUS
COJI0 TeHopa (BOKajbHasi MapTHUsl MPAKTH-
YECKH «3aCThLJIay) MUIIIUKATO CTPYHHBIX,
XapaKTEepHBIA JJI1 BOKAJIbHOW mapTuu Ap-
nexuHa (3-s1 kapTuHa, 1. 22, TakT 3). OXuB-
néHHoe (¢yraro, MOJAKPEIJIEHHOE TEKCTOM
die Flucht, fugam («0GerctBo»), 3BYYHT
B Cuene OercrtBa CTYyIEHTOB OT rojioca
Hounoro cropoxa (3-s1 kaptuna, 1. 29).
CnoxHble TapMOHUYECKHE COUYETAaHUS B OP-
KecTpe mepeja BeTyluieHueM naptuu Pay-
CTa, BCIIOMUHAIOUIETO CBOM MPEKHUHN JIOM,
CMEHSIOTCS Pa3peKEHHON AUATOHUYECKON
¢dakrypoii (3-1 kapTuHa, 1. 34, TakT 6). JTa
IIPOCTOTA W3JIOKEHHSI COXPAHSAETCS U IpPHU
BCTYIUICHUH NPUIITYHIEHHOTO IIEPKOBHOTO
xopa (3-s1 kapTHHa, 1. 38).

SBnenust I'epuoruHu U BOOPYKEHHOTO
Conpata nonnepKUBAIOTCSI PEMUHHUCIIEH-
UUSMU: CTYIICHHE APaMaTHYECKOrO Harps-
KEHHsI, KOTOpOE, TOJOOHO HEYIEP)KUMOMY
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U BCEMONIOMIAIONIEMY MOTOKY, HPHUBOIUT
Kk MoHoJiory ®daycra (3-s kapTuHa, 11. 38) —
KJIFOYEBOM TOYKE BCEW KAPTHUHBI, BEAYLIEH
K MHUCTHYECKOH M CBEPXbECTECTBEHHOMU
pasrajke ¢punana. Ha atom pykonucs by3zo-
HU 3aKaHuuBaeTcs. B ¢punane, nonucanuoMm
YYEHUKOM KoMIo3uTopa fpHaxom, coxpa-
HEHBI NIPUHIUIBI MYy3bIKaJIbHO-ApAMaTHYC-
CKOTO Pa3BUTHsL, 00Pa3HOCTh, UCTIOIb30BAH
MMEIOIIUICA TeMaTnueckuid marepuan. OH
UMEET TeHJECHIUIO K BOCCTAHOBIICHUIO IIEp-
BOHAYaJIbHOW HENOJBUKHOCTH.

I'oBOps B 11€7I0M O MY3BIKaJIbHON TKaHU
ornepbl «JlokTtop Paycr», HENb3d HE MPHU-
3HATh, YTO Pa3BUTHE €€ OINpeaesnseTcs Ju-
HeapHO# monnpOHMUEH, a BEPTUKAIb TPOSIB-
JSI€TCS U3HYTPHU MY3bIKaJIBbHOTO KOMILIEKCA.
Kpome Toro, My3blka, 0OXBaTbIBaroIasl BCIO
nepudepuro CIeHbl, CO3AaET HEKUM 3BYKO-
BOIl TOPU30HT, aKyCTHYECKYI0 NEPCIEKTH-
By. [Ipy 3TOM BO3HHKAET 4acThIil EPEHOC
NENCTBUS «3a KYJUCBD», KOTa HEBUIAMMOE
packphIBaeTcs yepe3 yclblilanHoe. B atom
3aKJII0YAeTCs OlHa M3 0COOEHHOCTEH JaH-
HOM ONEPHOU MapTUTYPHI.

Takum oOpazom, B oniepe byzonu «J{ok-
Top @aycT» Oonbluas ApamaTuyeckas cuia
pOXKaaeTcsl He OT YMHOMKEHUS Jipamaruye-
CKUX 3(QeKToB, a OT yCUJIEHUSI €IUHCTBA
MEXJy CLEHOM M MY3BIKOM, cOajaHCHpO-
BAaHHOCTHM TE€aTPaJIbHOIO Hayajaa U My3bl-
KaJlbHOM (popMBbI (YTO, BIOPOYEM, HCIOJb-
3oBanock P. IItpaycom B «Dnextpe» u
«Kasanepe po3»).

B «/loxtope ®aycre» Habmogaercs
€IMHCTBO HJeu U (popmbl. by3oHu noHu-
MaJ, YTO JJIs Tearpa He JOCTYIIHA CTpOras
nonudonus. [lostomy u B «Bribope HeBe-
CTBI», U B «TypaHIoT» OH CO3HATEJIBHO OT-
Ka3aJcd OT KOHTPAIyHKTHYECKOIO CTHIISL.
OnHako UCMOB30BaHME MOTU(OHIYECKOTO
pazButusa B «Jloktope ®daycre» Obu10 00Y-
CIIOBJIEHO «(ayCTOBCKUM MOOYXIECHUEM.
3necy monupoHHUS SBISIETCS HE CaMoIIe-
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JbI0, @ €IMHCTBEHHO BO3MOYKHBIM THIIOM
MY3bIKaJIbHOTO BOIUIOIIEHUSI TeMbl Day-
CTa, TAKUM XK€, KaK TypeUKHH KOJIOpHUT —
B «lloxumennn n3 Cepans» Mouapra unu
ucnanckui — B «Kapmen» buze. OyHkius
NnoJMM(OHUYN 3aKIIOYAEeTCs] B COMPOBOXK/IE-
HUU (QUTYpHI IJIABHOTO MEPCOHA)XKa MPOU3-
BeaeHus. Mysbika by3onu mpeobpasyercs
B MOJIM(POHUIO BCAKUU pa3, KOrJa Ha Iep-
BBIH IJIaH BBIXOJIUT (PayCTOBCKAsI MBICIIb: BO
Bropom nposnore, Ha MpOTsHKEHUU Beel u-
HaJbHOM CLIEHBI U JJa)K€ B CIIEHE CTYJEHTOB
BO BTopoli kapTuHe, KoTopas MpeACTaBiIseT
coboii auckyccuio o (haycTtoBckoit 60pnbe
MEXKIy Pa3yMOM U TEJIOM.

Onna u3 npuyuuH, 0 KoTopoil by3oHu
BO3BPAILACTCS K TPAAULIMOHHON KyKOJIbHON
Ibece, 3aKJII0YaeTcs B TOM, 4yTo €€ Qop-
MaT HE UMEET HUYero oOUIero ¢ JApaMaTu-
YeCKOW ujeel, OCHOBAaHHON Ha KOH(JIMKTE
WIM CKBO3HOM pa3BUTHH. Bmecto 3Toro
OH mpejjaraetT cBoOOAHOE oOpamIiIeHHE,
B PaMKax KOTOPOr0 MOKHO 0€3 KaKuX-JI10o
3aTPYIHEHUI CJIEI0BaTh B JIOOOM Halpas-
JICHUH.

Nubmu cnioBamu, onepa byzonu «Zlokrop
daycT» MOJHOCTHIO PACKPBIBAET 3CTETH-
YeCKHUe B3IVISAbl KOMIIO3UTOPA, HAILEIINE
CBOE OTpakKCHHE B €r0 KOHILIEMIMHN «FOHOU
KJ1acCUYHOCTW». OH IpeICTaBUII OIlepy Kak
CYObEKTHBHYI0, OTKPBITYIO (POpMY, KOTOpas
MMEET TEHJICHIIUIO «PacTBOPATH» B cebde
IpaMaryprudyeckue ycinoBHOCTH. OnHAKO
JI€MOHCTpUpyeMasi 371eCh IPUBEPKEHHOCTD
KOMITO3UTOpa OOIIEUEIOBEYECKUM HJea-
naM BeIBOIUT onepy «lokrop Payct» Ha
MHTEPCYOBEKTUBHBIN ypOBEHb, JOITyCKas
BO3MOXHOCTb €€ pacCCMOTPEHUS B KAU€CTBE
IYXOBHOIO 3aBellaHusi mactepa. Jlymaer-
Csl, UTO B O3HAMEHOBAHWUU Mpa3AHOBAHUSA
B 2024 roxy 100-5eTust co 1HS CMEPTH KOM-
MIO3UTOpPA PACCMOTPEHHAsI HAMU OIlepa He-
MIPEMEHHO BBI30BET MHTEPEC Y POCCUMCKUX
PEXKUCCEPOB.
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TemOpoBble HOBaLuun B XOpPOBbLIX COUYMHEeHUAX XanHua Xonnurepa:
oT Dona nobis pacem k Die Jahreszeiten
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Annomayun. Ctathsi TOCBAIIEHA TpEM HambOoliee M3BECTHBIM XOPOBBIM COUYMHEHUSIM
BBIJIAIOIIETOCS COBPEMEHHOTO IIBEWIIapcKoro kommo3uTtopa XaiHna Xosmrepa (Heinz
Holliger, pon. 1939), co3nanHbiM B TeueHue necatu et — ¢ 1969 mo 1979 roa. OrrankuBasch OT
HKCIIEPUMEHTOB B 00JIACTH BOKAJIBHOM apTUKYISILIMM NIPEICTABUTENEH ITOCIEBOCHHOTO aBaHrap/a,
Xomaurep CMOT CYIIECTBEHHO 00OTaTUTh TEMOPOBYIO CTOPOHY BOKAJbHOM KOMIO3MIIUU
BHEJPEHUEM HOBBIX ITPUEMOB MCIIOJIHUTENbCTBA. Cpeu HUX: IIEHUE Ha BAOXE, IEHUE C ITyCTHIMU
JNETKUMM, O3BYYEHHBI BbIOX M aAp. IIpennpuHumaeMass aBTOpOM CTaTbU CHCTEMaTH3aLUs
IpUEMOB XOPOBOTO HCIIOJHHUTENBCTBA B COYMHEHHUSAX XOJUIMIEpa NpECIeAyeT CBOEH IENbIO
BBISIBJICHHE TPEEMCTBEHHOCTH MEXAy MPOU3BEACHUSIMM XOJIIUTEepa U XOPOBBIM TBOPYECTBOM
ero crapmmx kojuier. Eciu Dona nobis pacem nemMoHCTpUpyeT pa3BUTHE NMPUEMOB (POHEMHOMN
xommno3uuu Maypucuo Kares, JIrouano bepuo u Is€pas Jluretu, To yxe B «IIcanme» u B nukie
Die Jahreszeiten Xommurep TeHEpUPYET HOBbIC MPUEMBI BOKATTLHOW apTUKYIISALINH, B JalIbHEHIIIEM
HalIeIINE OTPAXKEHNUE B TBOPUYECTBE HE TOJIBKO MIIAJIIINX, HO ¥ CTAPLIMX €I0 COBPEMEHHHKOB.

OCHOBHOU aKIIEHT B CTaThE ClIeTaH HAa M3yueHUH ukIa Die Jahreszeiten — caMoro MacTaOHOTO
XOpOBOTO COUMHEHHS XOJIUrepa. AHaITU3Upys TeMOpPOBOE U (PaKTypHOE YCTPOUCTBO MbEC, aBTOP
IPUXOAUT K BBIBOJY O JKEJIAHWU MY3BbIKAHTAa 4Yepe3 KOMIIO3ULMOHHO-TEXHUYECKUE PECYpPChI
OpUOIM3UTECS K OTPAKEHUIO aBTOMATU3UPOBAHHOTO «Oe3nmuuHoro» mucbMa CkapaaHeTu
(nceBmonum ['€npaepnrHa B MO3AHUIA EPUOl TBOPUYECTBA), CTPATAIOIICTO AYIICBHON OOJIE3HBIO.
SIBrieHUsT HE3BYYALIETO CJI0Ba, (PparMEHTHUPOBAHHOTO M3JIOKEHHS MPUONMKAIOT Psijl MbEC IIUKIIA
Xonnurepa K TOXJI€CTBEHHBIM OTKpbITHIM Jlynmxu HoHo. D10 oTHOCHTCA K counHeHusM 1950—
1960-X T010B UTAJIBSIHCKOTO KOMIIO3UTOPA, a TAK)KE€ K MO3JHUM IPOU3BEICHUSM, HAIHMCAHHBIM
[O/I BIIEYATIICHUEM OT MOATHYEeCKUX TBOpeHui I énpnepmuua-Ckapaanemnu. Takum oOpaszowm,
U3y4eHUE COYMHEHHNH XouMrepa rno3BoJiieT paccMaTpuBaTh XOPOBOE TBOPUYECTBO IIBENHIIAPCKOTO
MacTepa He TOJBKO KaK OPraHUYHOE IPOI0JKEHNE SKCIIEPUMEHTOB €T0 CTapIINX KOJUIET, HO U KaK
NOJUIMHHYIO KyJbMHUHAIMIO B Pa3BUTUU 3allaJHOEBPOINEUCKOro Xoposoro nuckma 1970-x ronos,
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MPOSIBUBIIYIOCS B MAaKCHUMaJIbHOM OOOTAIlEHUH TEMOpPOBOM CTOPOHBI COBPEMEHHOM XOpPOBOM
KOMITO3ULIUH.
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Xomnurep, Cxkapnanemnu, ['€npaepnun, Karens, Jluretu, bepuo
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Timbral Innovations in Heinz Holliger’s Choral Music:
from Dona nobis pacem to Die Jahreszeiten

Alexander S. Ryzhinsky

Russian Gnesins’ Academy of Music,
Moscow, Russia,

loring@list.ru, https.//orcid.org/0000-0001-9558-0252

Abstract. The article is devoted to the three most famous works for chorus by contemporary
Swiss composer Heinz Holliger (b. 1939) composed during the course of ten years — from
1969 to 1979. Departing from the field of experiments in the field of vocal articulation of
the representatives of the post-war avant-garde, Holliger was able to enrich to a considerable
degree the timbral element of vocal composition with new performance techniques. The latter
include singing through inhalation, singing with emptied lungs, voiced exhalation, etc. The
systematization of Holliger’s timbral techniques presented by the author of this article sets
as its goal the continuity between Holliger’s choral works and those by his older colleagues.
While the analysis of Dona nobis pacem demonstrates the development of the techniques of
phonemic composition which are present in the works of Mauricio Kagel, Luciano Berio and
Gyorgy Ligeti, in Psalm and in the cycle Die Jahreszeiten Holliger generates new methods of
vocal articulation, which were later reflected in the works of not only his younger, but also his
older contemporaries.

The main accentuation in this article is placed by the study of the cycle Die Jahreszeiten —
Holliger’s largest and most significant choral composition. Analyzing the timbral and textural
structure of the pieces comprising the cycle, the author arrives at the conclusion about the composer’s
wish to approach the reflection of the automatized “impersonal” writing of Scardanelli (which was
Holderlin’s pseudonym in the late period of his poetical creativity, when he was suffering from
mental affliction) by means of his compositional resources. The phenomena of the soundless word
and fragmented statement of the musical material bring a number of pieces from Holliger’s cycle
closer to the identical musical discoveries by Luigi Nono in his works from the 1950s and 1960s,
as well as in his late works composed from the influence of reading Holderlin-Scardanelli’s poetic
works.
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Thereby, the study of Holliger’s musical compositions makes it possible for us to examine the
Swiss composer’s choral works not only as an organic continuation of his colleagues’ experiments,
but also as a genuine culmination in the development of Western European choral writing in
the 1970s manifested in the greatest amount of enrichment of the timbral side of modern choral

composition.

Keywords: post-war avant-garde, choral texture, vocal timbres, Heinz Holliger, Scardanelli,
Holderlin, Mauricio Kagel, Gyorgy Ligeti, Luciano Berio

For citation: Ryzhinsky A. S. Timbral Innovations in Heinz Holliger’s Choral Music: from
Dona nobis pacem to Die Jahreszeiten. Problemy muzykal'noj nauki / Music Scholarship. 2022.
No. 3, pp. 45-58. (In Russ.) DOI: 10.56620/2782-3598.2022.3.045-058

epeauHa XX CTOJETHS CTaja Bpe-

MEHEM CYIIECTBEHHOIO IIEpEeNo-

Ma B Pa3BUTUU XOPOBOM KOMIIO3HU-
uuu. Ecnu skcnepumentst A. 111énGepra,
N. CrpaBunckoro, II. Xungemura u psiaa
JPYTUX KOMIIO3UTOPOB B MEPBOM MOJIOBUHE
IPOLLIOro BeKa ObLIIM COCPEAOTOUYEHBI ITpe-
UMYIIIECTBEHHO B 00JacTsIX 3BYKOBBICOT-
HOM ¥ BPEMEHHOM OpraHu3alu XOPOBBIX
MPOU3BEJICHUM, TO B COYMHEHUSAX YYacT-
HUKOB JlapMIITaATCKUX MEXAYHAPOIHBIX
JIETHUX KYpCOB HOBOM MY3BIKM OCHOBHBI-
MU 00BEKTaMu MpeoOpa3oBaHUM SBUIIHCH
xopoBasi ¢akTypa M BOKaJbHash TeMOpHKA.
[TepBbie  00pa3ipl  MyaHTHJIMCTUYECKOU
(JI.  Homo), wmukpononudoHnIecKon
(. Jluretn) opranmzanuu, (HOHEMHOM
xommo3uiuu (M. Karens, K. [lITokxay3eH,
M. Jluretn) 6p11H co3aaHBI UMEHHO B 1950—
1960-€e roapr.

Ha py6exe 1960-1970-x romoB TBOp-
YecKylo actadeTy B mpeoOpa3oBaHUU XO-
POBOI 3BYYHOCTH TPHUHSIN KOMIIO3UTOPHI
cienytouero nokoynenus — X. JlaxeHmanH,
X. Xonnurep, X. bépryuctn u npyrue. Cpe-
1 HUX 0c000€ MECTO 3aHMMAaeT IIBeHIap-
ckuil komrosutop XaiHi Xomturep (Heinz
Holliger, pon. 1939), B cBOMX COYMHEHUSX
HE TOJbKO OOOOIIMBIIUN OMBIT XOPOBOM
kommo3unuu 1950—-1960-x romnoB, HO ¥ 3HA-
YUTEIBHO PA3BUBIINI HKCIIEPUMEHTHI CBO-
UX CTapiIux KoJuler. B pamkax Hacrosiei

47

CTaThbll BHUMaHUE OyJeT COCPEAOTOYCHO Ha
TPEX BAXKHEUIIUX XOPOBBIX oOmycax XoJ-
nurepa (Dona nobis pacem, Psalm, nuki
Die Jahreszeiten), co3nanaplx ¢ 1969 mo
1979 rox, ¢ enpio BBRISIBICHUS HOBAIIUM MX
TEMOPOBOIl OpraHu3aIiy.

B He3HaunTensHOM YHCIie MyOIuKaIu,
MOCBSAMIEHHBIX MHOTOOOpPA3HOW JIeATelhb-
HOCTHU XOJUTUTEPA, UCCIEAOBATENH MTOTUEP-
KUBAIOT (PaKT HEIOCTATOYHOTO BHUMAHUS
K COOCTBEHHO KOMITO3UTOPCKOMY Haclie-
M0 BEJUKOro roboucra. B yactHOCTH,
H. IleTpyceBa B 01HOM U3 CBOUX MOCIEIHUX
crared numeT: «bpocas peTpOoCIEeKTUBHBIN
B3IVIS]] HA TBOpYECTBO XaitHIa XoJuIurepa,
MBI JTOJKHBI ce€0e MPU3HAThCS B TOM, UYTO
COBEPIICHHO HE 3HAEM €ro KaK KOMITO3UTO-
pa» [1, c. 31]. Mexay TeM HCHOJHUTENb-
CKasl M KOMIIO3UTOpPCKAsi COCTaBIISAIOIINE
TBOPYECKOW JIMYHOCTU XOJUIMIepa TECHO
cBs3aHbl Apyr c¢ apyrom. [lomobHo TOoMmy,
Kak XOJUIUTep-TOOOUCT OTKpBIBAT HOBBIC
pECYpChl CBOETO JyXOBOI'O MHCTPYMEHTA,
pa3BHUBasi MOCPEACTBOM U3MEHEHUS Tpaau-
LMOHHOM aNIUIMKaTypbl U NPUEMOB UCHOJ-
HUTENBCTBA €ro Oorarednii TeMOpOBBIN
nuama3zoH [2, S. 138], Xommurep-xkommo-
3UTOP BEJN MOCTOSHHBIM MOWCK HOBBIX HC-
MOJIHUTENIBCKUX PECYPCOB U B COUMHEHUAX
KaK JUIsl IPYTUX WHCTPYMEHTOB, TaK U IS
UCITOJIHUTENIbCKUX KOJIJIEKTUBOB. XOpPOBast
My3bIKa HE CTajla UCKIIOUEHUEM.
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VxKe B MEpBOM M3 pacCMaTpUBAEMbBIX
onycoB — Dona nobis pacem nnst 16 romno-
COB a cappella, coznanaoM B 1969 romy, —
MbI BUJUM OTPAXKEHHE KIHOUEBBIX HOBALIMMA
B PAa3BUTHM XOPOBOM KOMIIO3ULIMHM 3TOTO
Nepuosia, HAYMHasA ¢ BbIOOPA CTIOTHUTEIb-
CKOTO COCTaBa, XOpOILO H3BECTHOIO IO
3HAKOBOMY COYMHEHUIO MPEIIIECTBYOIINX
aet — Lux aeterna (1966) népas Jluretn,
Y 3aKaH4YMBasi KOHKPETHBIMU TEMOPOBBIMU
npuéMaMy, TECHO CBA3aHHBIMU C BOKaJb-
HOM apTUKYJSILMEN B pousBeacHusAx May-
pucno Karens, [Aeé€pas Jluretn u Jlrouano
bepwuo.

XapakTep  HMCXOAHOrO  BepOaJibHO-
TO psiia SBHO CBHJAETEIHCTBYET 00 yué-
Te onbiTa bepro B coznanHoil UM 3a /1Ba
roga 1o Dona nobis pacem BOKaJIbHO-UH-
cTpyMeHTanbHOl nbece O King (1967),
CTaBUIEH BIOCJEACTBUU OCHOBOM BTOPOM
gacTh B «Cumdponun»'. COUMHCHHUS HTa-
JBSTHCKOTO U IIBEUIIAPCKOTO aBTO-
pPOB 00bEeIMHIET BHUMAHUE K CJIO-
BECHOMY psIy, IPEACTABIIAIOLIEMY
OCHOBHBIE IJIaCHbIE 3BYKH — 5 3BY-
xoB y bepwuo ([a], [i], [u], [e], [o]),
4 3Byka y Xosmmrepa ([a], [i], [e],

Mpumep Ne 1a

Example No. 1a

YUHEHUS IIBEWUIIAPCKOTO
¢ Anagrama Karens.

Tak, wucxomubeli Tekct Dona nobis
pacem paccMaTpUBAETCS KOMIIO3UTOPOM
KaK IIPEAKOMITO3UIIMOHHBIN PsiJl, aHAJIOTUY-
HBIA JIAaTUHCKOMY MNajguHapoMmy In girum
imus nocte et consumimur igni B Anagrama
Karens. Kak u Karens, Xomnmurep ucnosns-
3yeT UCXOAHBIN TEKCT KAaK HCTOUHUK HOBBIX
¢doneM, OyKBOCOYETaHMI M HOBBIX CJOB.
PaccMoTpuM MexaHW3MbI, MPUMEHSEMbIE
KOMIIO3UTOPOM:

1) pacnageHue TekcTa Ha CJIOTM U OT-
JeNibHbIEe (POHEMBI: YK€ HayajbHble TaKThl
COUYMHEHHUS MIPEAJIaraoT B OJHOBPEMEHHOM
3By4aHUM IIECTh CJOTOB OPUTMHAIBHOIO
TEKCTa; B JAJIbHEWIIEM XOJUIUTep BbIUJie-
HSIET OT/ENbHBIE coracHble (mpumep Ne 1a)
Y BOCIIPOM3BOJIUT M30JIMPOBAHHO Pl IJlac-
HBIX 3BYKOB (ripumep Ne 10);

KOMITIO3UTOPA

X. Xonnurep. Dona nobis pacem,

yacTb 2, ¢. 11 napTutypel. ConpaHo 2

Heinz Holliger. Dona nobis pacem,

2nd movement, p. 11 of the score. 2nd Soprano

[0]) B miecTu ciorax BepOalibHO-
ro psaa. OgHaKo MEXaHU3MBI TMpe-
00pa30BaHUs MCXOTHON CJIOTOBOM
MOCIEN0BaTEIbHOCTA  TOBOPSAT

emtuell voch &;\4?&1’, jevach ke

[

nur noch Gerauvisch

0 MPEeUMYIIECTBEHHON CBS3U CO-

Mpumep Ne 16
Example No. 1b

X. Xonnurep. Dona nobis pacem, YacTb 1, TakTbl 62-64. AnbTbl 1-3
Heinz Holliger. Dona nobis pacem, 1st movement, mm. 62-64. Violas 1-3

I
%W:"'n = ~ = d e e
T T I . .
N ~0 —»E A ~0 — A i > A —|(i)
i | 4
¥ 1 = —] s
ﬁ-: — -Eq."—...-——_..r S ———— —— 1 -
0O A 1~° E O—rA — 1 A (E)
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&ﬁ- ettt ¥ — S —— ————— === ————
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—0 —A——— > O o A i o—1i)
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2) 3aMeHa OpUTHHAJIBHBIX (POHEM TIPO-
W3BOAHBIMU, HMMEIOIIMMHU CXOJHOE 3By4Ya-
HUE: IPUMEYATEIILHO HCIOIh30BAaHUE JIBYX
BAapUAHTOB IIPOM3HECEHUsS CJIoBa pacem
— pazem (B TaK Ha3bIBAEMON HEMEIIKOU
Tpaluluu) u patschem (B WUTAIbSIHCKOU
TpaJAMLIMK), YTO MO3BOJIIET BBECTH B pas-
BEPTHIBAHNE HOBBIEC (DOHEMBI,

3) oOpa3oBaHUEe HOBBIX CIIOTOB U CIIOB U3
(oHEM HCXOIHOTO psifa: XOJUIUIep BBOAUT
B pa3BEPThIBAaHUE KaK aOCTPaKTHBIE CIOTH
(-pam-, -bim-, -am- u T. 1.), TaK ¥ HOBBIC
CJI0Ba HaTpUMep,

Mond (mem. nyHa),

)

— MIMCCAaHJ0  MIYMOBOTO  TOHA:
B Hallelujah Karens ucnonb3oBas ¢puka-
THUBHBIC COIVIACHBIE BHYTPU KOHTHHYaJb-
HOW 3BYYHOCTH, cO3JaBasi Oimarojmaps cme-
HE PEKMMOB HAIPSDKEHUS JIMIEBBIX MBIIIIT
WITIO3UI0 W3MEHEHHUS BBICOTBI BOCIPO-
W3BOIMMOTO MIYMOBOTO TOHA; XOJUIUIEp
B TIOJIHOM Mepe OmHMpajcs Ha 3TOT OIIBIT,
MIPOTHBOITOCTABIISISI MHUMOE TIIMCCAH/IO TIPU
WHTOHUPOBAHUM (PPUKATUBHBIX COIVIACHBIX
pealbHOMY — B paMKax Pa3InIMMOM 3BYKO-
BbICOTHOCTH (puMep Ne 3);

X. Xonnurep. Dona nobis pacem,
yacTb 2, ¢. 1 naptutypsl. bac 1

Heinz Holliger. Dona nobis pacem,
2nd movement, p. 1 of score. 1st Bass

JaanN

——

K e ———

e

A
E

() =< H << HI<H e mp = Hf

Sonne (HeM. coJHIIE). Mpumep Ne 3
Us COUYMHEHU
Karens (4Anagrama, Example No. 3
Hallelujah) Xonnu-
repoM 3aMMCTBOBAHBI 5 —
M OTZICTBHbIC apTHKy- | m
JSIITUOHHBIC TIPUEMBI: 4
— nuddepennu-
anus.  BOKAJBHOTO

vibrato: B Anagrama

Karenp ycranaBiamBaeT TpH OCHOBHBIX
ypOBHS Vibrato — WHTEHCUBHBIA (molto
vibrato), cpenauii (poco vibrato) u Hy’e-
BOH (senza vibrato); Xomnnurep aKTUBHO
UCIIOJIb3YET BBIPA3UTEIbHBIE BO3MOXKHO-
CTU vibrato, HE TOJBKO COIMOCTABIISIS BBI-
II€Ha3BaHHbIE YPOBHH, HO U MPEANUCHIBAs
3HaKaMHM HOBOW HOTHOH rpaduku rudkoe
U3MEHEHUEe xapakrtepa vibrato B paMmkax
HernpepsiBHOM doHaruu (mpumep Ne 2);

— SI3BIKOBOE TPEMOJIO, BO3HHKAOIIEE
MPU TTOMOIIU CONMPUKOCHOBEHHSI KOHUUKA
a3blka ¢ Ty0amu (3¢peKkT MHOroKpaTHO-
ro mpousHeceHus: cornacHoi [1]); Bcien
3a Karenem, BHepBbI€ HCIOJIH30BABIIUM
s3bIKOBO€ TpeMosio B Hallelujah, Xoi-
JUrep aKTUBHO BHEAPSIET OSTOT MPUEM
B XOpPOBYI0 (DaKTypy, codeTas ero ¢ BOCX0-
TAIMIUMUA U HUCXOJSI UMY glissandi (ipu-
Mep Ne 4);

Mpumep Ne 2 X. Xonnurep. Dona nobis pacem,
yacTb 2, ¢. 10 napTuTypsbl. TeHop 1
Example No. 2 Heinz Holliger. Dona nobis pacem,
p. 10 of score. 1st Tenor
- -};.L VA e A —M-—MM'— b-._
"%m s - F"#:E
§
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Mpumep Ne 4 X. Xonnurep. Dona nobis pacem, ~ HOPHBIM 3BYYHOCTSIM.
4acTb 2, €. 3 napTuTypbl. TeHop 3 XoJuTHrep 3HAYMTEIb-
Example No. 4 Heinz Holliger. Dona nobis pacem,  go ypenuunBaeT 00bEM
2nd movement, p. 10 of score. 3rd Tenor  rymoBBRIX  5MM30110B,
B Ooubllel CTeneHu
, (bateter pndiimen® ) = Z~—%~  ONEPHPYd  CIOTaMH,
r'i:‘Ui*“ ﬁm_?&.gﬁz a HE OTI[eJ'IBHBIIY.[I/I
——— donemamu (B uém

— (QoHanus C MOPUOTKPHITBIM PTOM
(mpuém,  ucnosb3zoBaHHbI  Karenem
B Anagrama) npuMeHsieTcss XOJIMUTE€pOM
B KaueCTBE MPOMEKYTOYHOTO criocoba ¢o-
HallUU MEXJIYy MEHUEM C 3aKPBITBIM PTOM
1 0ObIuyHOU (hoHAIMENH Ha OmpeaeIEHHBIN
[JIACHBIN 3BYK.

OTMeTHM U CBSI3b MHOTOOOPA3HOM IITPH-
x0Boil manutpel Dona nobis pacem ¢ Bo-
KaJIbHbIMH puéMamu Jluretu. Cpenu HUX:

— MHOTOKpaTHasi ObICTpasi CMEHa 03BY-
YEHHOT'O BJIOXa-BbIOXa — BIEPBBIE MC-
nonbk3oBaHHbIN Jluretu B Aventures (1962)
3TOT IKCIPECCUBHBIM TMPHUEM SIU30IUYE-
CKHM BO3HHKAECT U B COUYMHEHHUM XOJIIurepa
(mpumep Ne 5);

Mpumep Ne 5 X. Xonnurep. Dona nobis pacem,
YacTb 2, . 5 napTutypbl. AnbT 1
Example No. 5 Heinz Holliger. Dona nobis pacem,
2nd movement, p. 5 of score. 1st Alto
(X9
l=r »” I '['_ (2) T 999
S SO
awsadmicw
— PUTMHU30BAaHHBIE  IIOCJIEIOBATENb-

HOCTH aOCTPakTHBIX CJIOTOB M (OHEM —
B Aventures JIUretm WCIONB30BaN IIYyMO-
BbI€ CEKIIMM, OCHOBAHHBbIE HAa NMPUMEHEHUU
(pUKAaTUBHBIX M 3KCIUIO3UBHBIX COTJIACHBIX
Kak SPKUH KOHTPACT KOHTUHYaJbHBIM CO-
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BUJUTCS U BIMSHHUE
Hallelujah Karens).

C COUYMHEHUSIMH «KJIACCHKOB» IOCIE-
BOEHHOT'0 aBaHrap/ia KOMIIO3UIINIO XOJIIHU-
repa OObEIUHSET W HCIIOJIIb30BAHUE DKC-
MIPECCUBHBIX HCIOJHUTEIBCKUX PEMapOK,
BJIMSIONIUX Ha XapakTep ¢ponauuu. OTaesns-
HbIC yKa3aHHs (HApUMEpP, «IaTeTUYeCKH
JEKIIAMUPOBATEY, «HCTCPUUCCKUNA CMEX))
BBI3bIBAIOT ACCOLMAIIMM C TAKUMHU COYUHE-
HusMu 1960-x romoB, kak Mikrophonie 11
(1965) llTokxay3eHa (peMapKu «yKOpHU3-
HEHHO», «IIOKOPHO», «COHHO»), «CeKBeH-
et Ne 3» (1966) bepuo (pemapku «Toc-
KITUBOY, «YXKACASAChY», «PA3APaKEHHOY).

Bmecre ¢ ocBoeHMEM oOmbITa CBOUX
CTapiuxX KoJjuler XOJUTUTep BHEIpSeT U
COOCTBEHHBIC OPUTHHAIILHBIC TPUEMBI BO-
KaJIbHOW apTUKyJAnuu. Cpeny HUX:

a) OTMIepUPOBAHKUE KPAWHUMHU Y4aCTKAMHU
MIEBUECKOTO JMarna3oHa (KOMITO3UTOP BBO-
JIUT HOTHOE 0003HAYCHHE TIPEICTHHO BHICO-
KHX U HU3KHUX 3BYKOB);

0) mpuMeHeHHe cBOoeoOpa3HOU «ap-
TUKYJSIITAOHHOW MOMAYJSIIUN» — TIOCTIENO-
BaTeiapbHOE (OT Oaca K COMpaHO) HU3MEHe-
HUE TpeolIaarolero mrpuxa (staccato,
marcatissimo) B BOKaJIbHBIX NapTUAX Ha
MIPOTUBOIIOIOXKHBIH (legatissimo).

B HanmcannoMm cniycts nBa roga «lIlcan-
Mme» (1971) saTa wTpuxoBast naauTpa 10N0J-
HsieTCs enl€ IByMsl HOBBIMU IPUEMAMHU:

— TEHHE Ha BIOXE, IPOTUBONOCTABIICH-
HOE 00BIYHOMY (DOHAITMOHHOMY BBIJIOXY;

— TpefesibHOE JUIeHHE 3BYKa JI0 TIOJTHO-
T'O UCTOIICHUS BO3/IyXa B JIETKUX.
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OTh npu€MBl HEMOCPEACTBEHHO NIPEI-
BOCXMILIAIOT IITPUXOBOE pElICHUE IHUKIIA
Die Jahreszeiten, paBHO Kak W OTJEIbHBIC
pUEMBI pabOTHI C TUTEPATYPHBIM TEKCTOM.
B otiinuue ot Dona nobis pacem, B «Ilcan-
Me» HCIIONB3YyeTCs TPAIUIIMOHHBIN JIuTepa-
TypHBIN TEKCT — cTuxoTrBopenue [laymns Le-
naHa Niemandsrose. OIHaKO Kak TaKOBOTO
«TOJIOKEHUSI TEKCTA Ha MY3BIKY» 37I€Ch HET.
Tekcr pa3duBaeTcsi Ha CJIOTU U (DOHEMBI,
MOCJIEIOBATEILHO PACHIPEACISSICh MEXKIY
naptusmMu xopa. [lomoOHas TexHUKA JTUIIH
OTYACTH HamnoMuHaeT [/ canto sospeso u
Cori di Didone Jlynmxu HoHO, TOCKOJb-
Ky XoJudrepa MNPEUMYIIECTBEHHO WHTe-
PECYIOT HOBBIE TEMOpPOBBIE BO3MOXKHOCTH,
KOTOpBIE TPEIOCTABISIOT XOopy (oHeTH-
yeckue ocoOeHHocTH Tekcta. Cpenu HHX:
co3manne dp¢deKTa TPEMOJIO MOCPEICTBOM
WCIIOJIb30BaHMs TIPY BOKAJIM3AI[UU BHOpaH-
THI [1] (cmoBo Erde), MHOTOKpaTHOE TTOBTO-
peHne u3BICUEHHBIX U3 cioBa Gelobt Gu-
7a0raTbHOM SKCIJIO3MBHOM COTJIacHOM [b]
cadexrom «ryOHOTO IITyMay [oTIpeieieHre
KoMno3utopa. — A. P.] u nepeaHes3bIYHOM
AKCIUIO3MBHOM COIMIaCHOM [t], co3maromnei
«SI3BIKOBOM IIyM» [OMpeeieHre KOMIIO3H-
topa. — A. P.]. Kpome Toro, nocpencrsom
W3MCHCHHUS HAIPSHKCHHS JIUIIEBBIX MBIIIII
IPU UHTOHUPOBAHUU (PPUKATUBHBIX (POHEM
[s], [f], [h] Xommurep pa3BuBaeT 3HAKOMBIE
no Dona nobis pacem oNbITBI UIyMOBBIX
glissando (mpumep Ne 6).

Mpumep Ne 6 X. Xonnurep. «Mcanomy»,
TakTbl 8-9. ConpaHo

Example No. 6 Heinz Holliger. Psalm,
mm. 8-9. Soprano

f 3 3 —
S 7 ch 7 \ 1 SR
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S
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Horamus B «llcanme» 3auMcTByeT rpa-
¢uxy Karens, 3nakomyro 1o Anagrama,
Hallelujah, Staatstheater: BMecTO TSATHIN-
HEMHOT0 HOTOHOCIA HCIOJIb3YIOTCSI TOJIb-
KO JIB€ JIMHUU, CO3J/Ia0llie CBOCOOpa3HYIO
paMKy OT caMOTo HU3KOTO 3BYKa (sehr tief)
JI0 CaMOT0 BBICOKOTO (sehr hoch). Yno0cTBO
1noJ0OHOM 3aMucH CBSI3aHO C OTCYTCTBHEM
TOYHON (PUKCAIIMM BBICOTHI 3ByYaHUsS HpU
JIETaNbHOM YKa3aHUM HAIpaBJIEHUS HHTO-
HaIUU.

Bnusaue naprutyp Karenst coxpans-
€TCS U B BBIOOPE apTUKYJISIMOHHBIX MPH-
€MOB, YHCIIO KOTOPBIX 3aMETHO paclIupe-
HO 1O cpaBHeHUIo ¢ Dona nobis pacem.
Oco6oe BHMMaHuE OOpaTHM Ha Tpagaluu
cTeneHu (oHaMOHHOrO BhIOXa. Karenb
B Anagrama BBEN TPU OCHOBHBIX 0003HAYE-
HUS: a) con voce — TUIWYHBIA NI UCHIOJI-
HEHHS KJIACCUYECKOM BOKAJIBHOW MY3BIKU
00BEM BBII0XA; 0) mezza voce — TIEHUE C U3-
OBITOYHBIM BBIIOXOM (3(eKT cumioro rme-
HUs); B) Senza voce — UHTOHUPOBAHUE TEK-
cTa WENOTOM. XOJTUTEp TaKKe UCTIOIb3yeT
BMECTE C TPATUIIMOHHON (poHaImel meénor
(pemapka «06e3 rosioca») U NeHue ¢ u30bI-
TOYHBIM BBIJIOXOM (peMapKa «C HeOOIbIINM
BOKaJIbHBIM TOJIOCOM) ).

OpuruHanbHble BOKaJbHbIE MPUEMBI
Xomnnurepa, Takue Kak (oHauus npeaeib-
HBIX TOHOB II€BYECKHUX JAHANa30HOB, «ap-
TUKYJSIHUOHHAS MOAYJISILIUSA», JOMOTHEHBI
B «llcanme» u mnpuMeHEHUEM TMEHUS
C IPUKPBITBIM PYKOH PTOM (CBOEro poja
MIEHUE C CYpAUHON) — NPUEMOM, KOTOPBIH
B JajbHEHIIEM MOJYYUT paclpoCTpaHe-
Hue B naprutypax JI. bepuo (Hampumep,
B Canticum novissimi testamenti, 1989—
1991). [locnennee cBUAETEIBCTBYET O TOM,
4yT0 XOJUIUTEeP HE TOJIBKO UCIIBITHIBAJ BIIH-
STHUE TBOPYECTBA CBOMX CTApIIMX KOJUIET,
HO U TMOJICKa3bIBaJl CBOMM COBPEMEHHUKAM
HOBBIE HJI€M BOKAJbHOM apTUKYISALHUU.
B sTOoM OTHOIIEHMH KyJIbMHUHAIIMOHHBIM
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Cpeld COYMHEHUH paccMaTpUBaeMoro
B HacTosiIel crarbe aecsatunetus (1969—
1979) cran uukn Die Jahreszeiten («Bpe-
MeHa roga», 1975-1979), nanucanublii Ha
TekcTbl Ckapaaneru (mceBgoHumM Dpu-
npuxa ['énpnepnavHa B IO3IHUM IEPUOX
KU3HU U TBOPUYECTBA).

ITo MbIcn koMmo3uTopa, 12 nbec k-
na Die Jahreszeiten HYXHO paccMaTpH-
BaTh HE KaK €MHOE 11eJI0€, a KAK UICTOYHUK
JUISL CO3/IaHUSI HECKOJIBKUX HE TMOXO0XKHUX
Ipyr Ha Jpyra COYMHEHMH: U3 KaXJO-
ro pasnena — Der Friihling («BecHay),
Der Sommer («Jleto»), Der Herbst
(«Ocenby), Der Winter («3umay) — AUpH-
XKEP MOXKET BHIOpATH 10 0HOM mhece. [1o-
CJIe10BATEIbHOCTh M30PAaHHBIX ITEC T0JK-
Ha TOJYUHSATHCS JIOTUKE CMEHbI BpPEMEH
roga. OnpenenéHHas CTENEHb CBOOOIBI,
MpeAoCTaBiIsieMasl My3bIKaHTaM, SMH30-
JTUYECKHU PaCIpOCTPAHICTCS B IIUKIIEC U HA
BBIOOp TEMIIA, 3aBUCSIIUHN JINIIH OT MyJIbCca
HCTIOJIHUTEIS, @ TaKXKe Ha BBIOOp JUTEpa-
TYpHBIX TEKCTOB? WJIM WHTOHAIMOHHOTO
Marepuaia. O mnocielHeM HeoOXOAUMO
pacckazath nogapoboHee. B «Ilcaamey» Xoi-
JUTEP BIIEPBBIE MPEANUCHIBAET BO3MOXK-
HOCTb BbIOOpA MUCHOJIHSIEMBIX (parMeHTOB
U3 MPEJJI0)KEHHOTO0 MHTOHAIIMOHHOIO Ha-
6opa. U ecnu B TakTe 23 3TOT BHIOOD Mpe-
JIOCTABIIAETCS TOJIBKO MAPTUU AJIBTOB, TO
B TakTe 76 — y>Ke BCEMY UCIOIHUTEIHCKO-
MY COCTaBYy BHYTPH TPEX CEKLMH, NPOTS-
XKEHHOCTh KOTOPBIX YKa3aHa B CEKyHJax.
JImst kakJioM M3 ATUX CEKIUM TEBIbI BbI-
OMpArOT OAWH W3 TMPEAMUCAHHBIX «MOTH-
BOBY, BBITIOJIHSS JIBA YCJIOBUSI: YCTaHOBIIE-
HUE COOCTBEHHOTO TEMIla U HMCIOJHEHHE
n30paHHOTO (hparMeHTa TOJIBKO OJIUH Pas3.
B mukne Die Jahreszeiten mogo0OHBIE CEK-
LMY TaK)Ke BCTPEUAIOTCs — B Ibecax pase-
na Der Herbst.

TemOpoBasi opraHuzanus COYMHEHUS,
C OJIHOM CTOPOHBI, Pa3BUBAET APTUKYISIHU-
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onnble ipuémsl Dona nobis pacem n «Ilcan-
May, C JIPyrol — paciiupsieT X BBEJCHHEM
BOK&JIBHBIX TEXHHUK, HOBBIX HE TOJIBKO JUIS
TBOpYECTBA XOJUIUIEPa, HO U €r0 COBPEMEH-
HUKOB. Cpeniv epBbIX HA30BEM CIIEAYIOLIHE:

a) IEHUE Ha BJIOXE — MPHUEM HCIOJIb3Y-
€TCSl B OTHOUIEHUM KaK LIYMOBBIX 3BYYHO-
CTeH, TaK U TOHOBOUM MY3BIKH (K IPUMEpY,
B Der Friihling I mogo6HbIM 00pa3oM HcC-
MIOJIHSAIOTCSI OTJEbHBIE Ma)XOpPHbIE U MHU-
HOPHBIE aKKOPbI);

0) ucrnonb30BaHWE B HHTOHUPOBAHUU
IIpeEIbHBIX 3BYKOB IEBUECKOTO JUana3zoHa
— 0Cco0yl0 KpPAacOYHOCTh JaHHOMY MHPUEMY
IPUAAET OAHOBPEMEHHOE B3aUMHO IIPOTH-
BOIIOJIOKHOE ITIMCCAH/I0 BBICOKUX U HU3KUX
TOJIOCOB K, COOTBETCTBEHHO, MPEAEIBHO
BBICOKHUM U NPEICIBHO HU3KUM 3BYKaM;

B) KMHTOHHPOBAHME» IIIYMOBBIX 3BYyY-
HOCTEU MOCPEICTBOM H3MEHEHHs (OpPMBI
pTa — 3TOT IPUEM 3[1eCh NMPUMEHSETCSA HE
TOJBKO B pamKax ruOkux glissandi, HO U
IIPU BOCIIPOU3BEIECHUHU OINPENEIEHHBIX PUT-
MUYECKHUX pUCYHKOB (ripumep Ne 7).

Mpumep Ne 7 X. Xonnurep. Die Jahreszeiten.
Der Friihling I, TakT 26

Heinz Holliger. Die Jahreszeiten.
Der Friihling I, m. 26

Example No. 7

[dca. 48]
stimmlos, viel Mund —
resonanz/ without voice,
much resonarice from modit
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HoBBIM 10 OTHOIIEHMIO K IPEAIECTBY-
IOIIMM BOKaJIbHBIM IIbecaM XoJuiurepa



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 3

0

SBIISIETCA YCTaHOBJICHUE OoJiee JeTanbHOU
nuddepeHuanuy COOTHOIIEHUs (OHAITUN
Y BBIJIBIXa€MOTO BO3/1yXa: HCTIOJIb30BaHHO-
my B «[lcanme» nmpuémy nenus ¢ u30bITOU-
HBIM BBIJIOXOM B 1ukie Die Jahreszeiten
COOTBETCTBYIOT JIBE Tpafallui — «C JETKUM
npuasixanuem» (slightly breathy) n «c u3-
OBITOYHBIM BBIIOXOM» (very breathy). Tlo
MBICJTH KOMIIO3UTOpA, TIEHHWE Ha BIIOXE H
NEHUE C W30BITOYHBIM BBIJIOXOM JOJIKHBI
UMETb JIJIs CITyLIATeNsl CXOJHBIN aKycTHYe-
ckuit 3pdext. HeobxoauMo OTMETUTh, YTO
03BYYCHHOE JBIXaHUE UTPAET BAXKHECHUIIIYIO
POJIb B BOKaJIbHOM TBOpYECTBE XOJIUrepa,
OJTHAXK/BI CKaszaBiiero: «Jlpixanue, B KOH-
11 KOHIIOB, CAMOE TINIABHOE B MY3bIKAIHHOU
¢dpaze, HO OHO — caMoOe TJIaBHOE U B Ca-
MO KU3HH, Kak Ouenue cepana. Jyamusm
BJIOXa W BBIJIOXA, CHCTOJBI U JTHACTOJIBI —
BOKHCUIIIMA CTPOUTCIBHBIA DIEMEHT».
BonbmIMHCTBO HOBBIX aAPTHKYISIIMOHHBIX
npuéMoB XoJUTATepa TaK WM WHAYE CBS3a-
HO C aKI[EHTOM Ha O3BYYMBAHHUH JbIXaHUS.
Bwmecrte ¢ ykazaHHBIMH BBITIE TIEHUEM HA
BIOX€, (pOHAIMEH ¢ M30BITOYHBIM BBIIOXOM
K HUM MO>KHO OTHECTH CIEAYIOIIHE:

a) BIOX C MpHU3BYKOM rojoca (inhale
with some voice) — TpPUMEYATEIHHO, YTO
ATOT MPHUEM UTPAET BAXKHYIO POJb U B CO-
371aBABIIEHCS OJHOBPEMEHHO C IIUKIIOM
Die Jahreszeiten xopoBoii onepe K. IlITok-
Xay3€eHa C CAMBOJIMYECKUM Ha3BaHUEM Atem
gibt das Leben («Jlpixanue NaéT >KU3HBY,
1974-1977);

0) CIBIIIUMBIN BBIIOX 0€3 MEeHHS — BbI-
Pa3UTETBLHOCTh ATOTO MpUEMA, BIIEPBHIC
3agBUBIIEr0 o cedbe B Die Jahreszeiten,
B JalbHEHINIEM TMpHBJICKIa BHUMAHUC
MJIQJIIIUX COBPEMEHHUKOB KOMIIO3UTODA.
Otmerum cpeau Hux Ilackansa [[rocanena,
WCIIOJIb30BABIIETO BBIJOX 0€3 IEHUS Kak
HEHTPAJIbHBIN APTUKYISAIMOHHBIM TIPUEM
B TEMOPOBOI1 OpraHU3aINH CETEMOM MHECHI
nukia Granum sinapis (1992—-1997);
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B) IIEHUE C TIOJTHOCTBIO IIyCTHIMU JIETKU-
MU — MPOTUBOIIOJIIOKHBIN JIByM BBIIIETIEpE-
YHUCIICHHBIM TpuéMam 3(pdexT upe3Bbruaii-
HO JKCIIPECCHBHOTO O€3[BIXaHHOTO TEHUS
¢ Tunu4HbIM, Mo cjaoaM II. H. Buncona,
XOJITUTEPOBCKUM a((HEKTOM «MY3bIKH Kak
YAy,

r) JUINTENIbHOE yAepKaHUe 3ByKa J10
MIOJIHOTO MCTOLIEHUS BO3AyXa B JIETKHX —
3TOT MNpHUEM, BIEPBbIE HCIOIb30BAHHBIM
B «IIcanme», B ibece Der Friihling I mony-
YaeT HOBYIO BEPCHIO: KOMIIO3UTOP aKTUBU-
3UpyeT PaKTypy €CTeCTBEHHBIM JAPOKaHUEM
TOJIOCOB TEBIIOB, YACPKUBAIOIINX (DOHAIIHUIO
OyKBaJIbHO Ha TOCJIEAHEM JIbIXaHUH.

Jlaxxe onrcaHue HOBBIX TEMOPOBBIX MPHU-
€MOB TO3BOJISIET COCTAaBUTh BIICUATIICHUE
0 BbICOUalme TpedoBaTenbHOCTH XOJ-
Jurepa K My3bIKaHTaMm, KOTOpBIE JOJKHBI
UCTIOJIHATh ThEChl KOMIIO3UTOpa OyKBaJlb-
HO Ha Hpejesie CBOMX (U3NYECKUX BO3-
MOKHOCTEH. OTa 0COOEHHOCTh CcONMXkKa-
€T TBOPYECTBO MIBEHIIAPCKOTO MacTepa
C BOK&JIbHBIMU IIb€CAMM €TI0 CTapIIEro Co-
BpeMmenHuka Jlynwmxkn HoHo, craBuBmIEro
WCIIOJTHUTENEN B TPYAHEWIIHE TECCUTYp-
HbIE YCIJIOBUSI, YAaCTO OCJIOKHEHHBIE HEOp-
IUHAPHBIM PUTMHUYECKUM O(OpMIICHHEM
B LEJISIX JIOCTHUIKEHUS NMEPMAHEHTHOM KOH-
CTAaHTHO-HANPSDKEHHOW araku 3ByKa. IIpo-
BeJEHHAs Napajulesib MEXAY BOKaJbHBIMU
onmycamu Xosurepa u Hono Ha TemOpo-
BOM YPOBHE MOXET OBITh TaK)Ke TOTOIHE-
Ha U INEPECEUYECHUSIMH HAa YPOBHE B3aWMO-
JEUCTBUS CI0BA U MY3bIKH. Peub B JTaHHOM
ciydae HIET 00 YHUKAJIBHOM SIBICHHUH
HE3BYyYalllero ciaoBa. MTanbsaHCKUN KOMIIO-
3UTOP BIIEPBBIE UCIIOIB3YET €TI0 B LIUKIE Tre
epitaffi per Federico Garsia Lorca (1951—
1953), rae cTpoku ctuxorBopeHus ['apcua
Jlopkm Memento npenBapsitoT pasAeibl
MapTUTYpbl BTOPOM dYacTW LHKIA. Bmo-
cieactBun HoHO wucnonb3yeT mogoOHbIe
snurpadel B Canti di vita e d’amore:
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Sul Ponte di Hirosima («IlecHn Xu3HU H
J00BH: Ha MOCTY XHUpPOCHMBI»Y, 1962) u
B KBaprere Fragmente — Stille, An Diotima
(«®parmentsl — Tummna, K Jnotume»;
1979-1980). B Die Jahreszeiten Xonnurep
BIIEPBBIE HCIIOJIb3YEeT HE3By4Yalllee CIIOBO
B TPOCTPAHCTBE BOKaJbHOW IAPTHUTYPHI,
NoMeIasi 4YacTh JIMTEPATypHOTO TEKCTa
B CKOOKH: TOJJOOHOE MOXKET KacaTbCs KaK Of1-
HOTO cioBa (Hanpumep, Menschenheit B pas-
nene B nibecwl Der Friihling I), Tak u nienoun
¢dpa3el (Menschenheit sanft durchdrungen
B paznene C TOH ke MbEChl — CM. IIPUMEDP
Ne 8). CxoactBo ¢ maptutypamu HonHo
B JJAHHOM CITy4yae 3aKJII04aeTcsi BO BHUMa-
HUU K CKPBITOMY OT CITyIIaTels JINTEPaTyp-
HOMY CJIOBY, KOTOpO€, He Oy1y4yu OyKBaJIbHO
O3BYYEHHBIM, OKa3bIBa€T CKPBITOE 3MOIIM-
OHAaJIbHOE BO3/CWCTBUE HA TEBIIOB, BIIUSSA
TEM CaMbIM Ha XapaKkTep UCTIOIHEHUSI.
MNHass  0coOeHHOCTh, cONMKaromas
TBOpYecTBO Xoumrepa u Howno, UH-
Tepec K (eHoMeHy (parMeHTa, OHTOJIO-
TUYECKH CBS3aHHOMY C THIUYHBIM IS
My3bIKM XX BEKa SIBI€HUEM THUIIMHBI (T1a-
y3upoBanus). Haumnas c¢ 1960-x romoB
(c co3nanms Sara dolce tacere) coumHEHUS
Hono mo cBoemy akycTHUE€CKOMY OOIHKY
BcE OoJbllle HAIIOMMHAIOT CBOEOOpa3HbIC

Mpumep Ne 8
Example No. 8

moglichst lange

3BYKOBBIE€ apXHII€NIard, B KOTOPHIX MPOTS-
AKEHHBIE CO3BYUHSI (MY3bIKaJIbHbIE OCTPO-
Ba») OTACJISIOTCS ApYyr OT Jpyra epmara-
MU — 3IIU30]aMH THITHHBL . Xouturep B Die
Jahreszeiten akTUBHO HCTOJIB3yeT ¢par-
MEHTapHOE H3JI0KEHHE, YacTO YCHUIIUBas
4yepe3 MpEeANUChIBAEMYI0 HCIOJHUTENISAM
ACUHXPOHHOCTb HCIIOJIHEHUS 3JIEMEHTOB
¢dakTypbl (OTIEIBHBIX 3BYKOB, CO3BYYHH,
aKKOP/IOB) COCPEIOTOYEHHOE COCTOSHUE
ciymiarenei, TOATBEpK1as BBIBOJ HCCIIe-
JI0BaTeIIsl COBPEMEHHON My3bIKH UyHT OYyH
Kum (Chung Eun Kim) o ToMm, uTo «3ddek-
TUBHOE HCIIOJIb30BAaHUE THUIIMHBI MOXKET
yCHIIUTD 3PPEKT OXKUAAHUS y ayITUTOPUU U
co3nath Hanpsbkenue» [3, p. 3]. Xomaurep
HE TOJIBKO IPOTUBOMOCTABISIET (PparMeH-
TUPOBAHHE JIMHEHHOMY H3JIOKEHUIO MY-
3BIKAJIBHOTO MaTepuaia, OH MHULUUPYET
nepexon U3 ONHOW (PaKTypHOW CHUTyalUH
B Ipyryto. OTMeTUM, K pUMeEpY, NEPBYIO
neecy pazuena Der Sommer, npencras-
JSOIIYI0 YHUKAJIbHBIM MpUMEp «Hcye3a-
IOLIETO» CEPUIHO-aJIeaTOPHOTO KaHOHA®,
OCHOBAaHHOI'O Ha MOCTENEHHOM pa3pyllie-
HUU (QakTypbl KAaHOHA Yepe3 MOCTENEeHHOE
BBIKJIIOYEHHE TOHOB JBEHAIIIATUTOHOBOMN
TEMBbl ¥ BO3HUKHOBEHHE CIIOHTAaHHBIX MY-
3bIKaIBHBIX (hparMeHTOB’.

X. Xonnurep. Die Jahreszeiten. Der Friihling I, Takt 20
Heinz Holliger. Die Jahreszeiten. Der Friihling I, m. 20

[dca.36]
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Nurepec Xomnmurepa k ¢akTtype KaHO-
Ha B 1uukie Die Jahreszeiten MOXHO OBLIO
Obl OOBSICHHUTH OOIIMMH TEHIEHIIUSIMHA
B Pa3BUTHM IIOCICBOCHHOM XOpPOBOM My-
3bIKH (BCIIOMHUM KaHOHUYECKHE 3IIU30-
npl B counHeHusx b. Manepnsl, /. JIu-
retu, X. bépryuctna) mnm npaxe camoit
«TE€HETUYECKOW», IO METKOMY BBIPAKEHUIO
O. @apryuika [4, p. 39], nonupornyeckon
npuposioil xopoBoil My3biku. Ho Oonee
OIpaBaHHBIM IPEJCTABIAETCA OOBICHE-
aue JpBuna bmymbGepra® o mombitke Xou-
aurepa noJoOHbIM 00pa3oM OTpa3HTh aB-
TOMaTU3UPOBAHHOE «OE3JIMYHOE» IMUCBMO
1osTa, AyleBHas 00Jje3Hb KOTOPOTo, IO
cioBam C. IlBeiira, «mpencraBisieT, ObITh
MOJKET, €JUHCTBEHHBIA KIMHUYECKUU CITy-
Yail, KOT/1a TBOPYECTBO KUBET J0JbIIE, YEM
paccynok...»’. Tlpomomkas CBOIO MBICTb,
baymbepr nenaet npeanonoxeHue o CBsI3U
MEX1y TEXHUKOM IOJIUTEKCTOBBIX KaHO-
HOB XOJIUTepa U COACPHKAHUEM IO3IHETO
TBOpuecTBa [ €nbaepnuna: «BHyTpu 3TOTO
“XYTKO 3aIlyTaHHOTO IOTOKa O€CCMBICIICH-
HBIX CJIOB” PA3JIMYUMBbI OTIENIbHBIE CJIOBA
WK (Qpa3bl Ha HEMELKOM, (hpaHIly3CKOM
WIM TPEYECKOM $3bIKaX, B TO BpEMS Kak
JIpyrue OCTArOTCA TOJHEWIIEH 3araikou,
ABISISICH KaK OyATO KOMIIOHEHTaMM Kako-
rO-TO HEU3BECTHOIO 53bIKA. 3AMETHOE pas-
HOOOpa3ue BMECTE C ObICTPOTOH MOSIBICHUS
DJIEMEHTOB HABOJAT HA MBICIb O JKEIAHUU
OJHOBPEMEHHO O3By4YMBAaTb MHOTHE BEIIH.
Bo03MO0OXHO, IMEHHO 3TO 4yBCTBO OJHOBpE-
MEHHOCTH XOJUIUTEp CTPEMHTCS MpeicTa-
BUTH ITOCPEICTBOM KAaHOHUYECKOM moudo-
HUU» ',

Takum oOpa3oM, H300peTeHHE HOBBIX
IpUEMOB BOKAJIBHOI'O HCIIOJHUTENBCTBA U
Pa3BUTHE YKE CYILIECTBYIOIINUX B COUNHEHU-
AX X0JUIMrepa OKa3blBatOTCs TECHO CBSI3aHBI
C peakIel KOMIIO3UTOpa Ha JIUTEPATYPHOE
CJIOBO M JaXK€ Ha camy XYI0)KECTBEHHYIO
JUYHOCTh MO3Ta-TBopua. Tak, pecypcsl
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donemuori kommnosunmu B «llcamme» —
HE UTO MHOE, KaK BBISIBIICHUE MY3bIKAJIbHBIX
CBOMCTB JK3UCTEHUHUAIBHOU 11033uHu [laymns
[lenana B cuTyanuu, Korja, 1o BbIpaXXKeHUIO
Jlyumxu Hono, «doHeTHueckuid marepu-
al <...> aKTUBHO COTPYAHHYACT C MY3bI-
KaJIbHOM KOMIIO3MIIMEH Ha Ciyx0e CBoei
ceMaHTHKH»'!. My3bIKaJIbHBIH PSII B HUTO-
re CTaHOBUTCS HPSIMBIM CJIEICTBHEM psiaa
JUTEPaTypHOro — (hoHETHYECKask «000J0Y-
Ka» JIMTEPATypHOrO TEKCTa MPEBPAILAETCS
B OPUTMHAJIBHBIE BOKAJIBHBIE aPTHUKYIISIIIH-
OHHBIE ITPUEMBI.

B nukne Die Jahreszeiten B 1eHTpe
BHUMaHUs XOJUIUTe€pa — HE TOJIBKO TEKCTHI
Ckapnanennu-I'€npaepianHa, HO Npexje
Bcero oOpa3 CkapmaHemnum — O€3yMHOTO
[I03Ta, B OJMHOKOM 3aTOYEHUU IIPOXKH-
BAIOIIETO MHOTOKPATHYIO CMEHY BpPEMEH
roga. Eciu kaHOHMYEcCKass TEXHUKA CTa-
HOBUTCSI MY3bIKaJbHBIM aHAJIOTOM  aB-
TOMAaTU3UPOBAHHOM pEakIuu I[03Ta Ha
OPUPOAHYIO HUKIMYHOCTD, TO IIEHHE C Y-
CTBIMHU JIETKUMH — CBO€OOpa3Has peakius
Ha AHTHU-BIOXHOBEHHOE, «OE€3[bIXaHHOE)
TBOpuecTBO CKapAaHEeIu — TBOPUYECTBO,
npojoJpKamIeecss mociie  (pakTuyeckon
CMEPTU JIMYHOCTH To3Ta. [lenne ¢ u30bI-
TOYHBIM BBIJIOXOM U INEHHE Ha BIOXE MpPHU
WHTOHUPOBAHUHU PA3JIUUYUMBIX IO 3BYKO-
BBICOTHOMY COCTaBY Ma)KOPHBIX 1 MUHOP-
HBIX aKKOPJIOB — JINIIb HAMEK Ha TpaauIu-
OHHBIM MY3BIKaJBHBIN Psifl, TOJOOHO TOMY,
Kak ¥ TekcTbl CKapJaHeuIM TOJIbKO Hallo-
MHUHAIOT HACTOSIIILYIO MO33HI0.

B3 xynoxkHuka, a He u3o0peraress
noOy»k/1aeT KOMIIO3UTOPA MCKAaTh Haubosee
OpraHUYHbIE CPEACTBA JI BOIUIOIICHUS
MOATUYECKUX CTPOK. PesynbratoM 3TOro
CTAHOBUTCS INOSBJICHUE HOBEHIIETO CIOBa-
ps IpUEMOB apTUKYIISILIIH, COCEICTBYIOIINUX
C TPaJAWIMOHHBIM BOKaJIbHBIM HHTOHHPO-
BaHMeM. J[aHHOE OOCTOSITENLCTBO MO3BO-
JSIET pacCMaTpUBaTh XOPOBBIE KOMITO3UIMH
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Xommurepa HE TOJBKO KaK OpPraHUYHOE
IPOJOJKEHHE JKCIIEPUMEHTOB €r0 CTap-
IIMX KOJUIET, HO U KaK HOBYIO CTPaHUILY
B HCTOPUU XOPOBOW MY3BIKH — MY3BIKH,
000TaIeHHON «pacCIIMPEHHBIMH TEXHUKA-
MU»'?, My3bIKH, Ha HOBOM 3Tarle CTaBsIIen
npoOiieMy €€ B3auMOJICHCTBHS CO CIIOBOM.
Takum 00pa3oM, aHATU3HPYEMbBIEC COUMHE-

Hust Xoumrepa 1969—-1979 ronos — 310 n
pacuBeT XOpPOBOM KOMITO3HUIIMU B TBOpYE-
CTBE HIBEMIIAPCKOrO MacTepa, W MOAJIMH-
Hasl KyJIbMHUHAIIMA B Pa3BUTHHU 3amlajHO-
€BpONENUCKOro XopoBoro mnucekma 1970-x
TOIOB, TPOSIBUBIIASCA B MaKCHUMaJIbHOM
oboraiieHuu TeMOPOBO CTOPOHBI COBpeE-
MEHHOW XOpPOBOI KOMITO3UIIUU.

e~ NMpumedaHna ©

' O uncro Qonernmueckom npoekte mbeckl O King m Bropoil yactu CuMQOHHU TOBOPUI

cam komnosutop: «Y Bropoi yactu [Cum¢ponun. — 4. P.] aOCOMIOTHO OTIMYHAS MY3bIKaJbHas
CTPYKTypa, OHa HE UMEET TEeKCTa KaK TaKOBOT'O, JIUIb YepeloBaHuEe (OHETHUECKUX IIEMEHTOB,
KOTOpBIE NMPHUBOAAT K MOCTENIEHHOMY ‘“O0HapyXeHUI0” U (OPMHPOBAHUIO MMEHU TEMHOKOXETO
myueHrka Maptuna Jltorepa Kunra. Mnu ckopee k uznoxenuto ¢passl “O Maprtun Jlrorep Kunr”,
JUIL TOTO 4YTOOBI 00ecneuuTh HauOOJBINYI0 HEMPEPHIBHOCTh U TOJHOTY IOCIIEI0BATEIbHOCTH
racHbIx» (Berio L. Two Interviews with Rossana Dalmonte and Balint Andras Varga. L.: Marion
Boyars Publishers Ltd, 2009. P. 109).

2 B BOKaJNbHBIX KaHOHAX paszena Der Sommer UCIOIHUTEN MOTYT CaMH BBIOHPATh OUH U3
IIPEJI0KEHHBIX KOMIIO3UTOPOM «JIETHUX» CTUXOB ['€npaepnuna.

3 Hur. no: CuutkoBa U. U. DeHOMEH «paJMKalbHOW YYBCTBUTEIBHOCTH» U (HOPMBI
€ro OTpaKeHUs B MapTuTypax XaiHua Xomurepa // TexHMKa My3bIKaJbHOTO COYMHEHUS
B Pa3bsICHEHHUAX aBTOpPA: MaTepuabl MEXIyHapoIHOM HayuyHOU KoH(pepeHmu 16—17 ampens 2015
rona / pen.-coct. JI. JI. I'epBep. M.: PAM umenu ['necunsix, 2016. C. 215.

4 IIur. mo: Tam xe. C. 222.

> TlomoOHBIE cpaBHEHHS BEChbMa THIIMYHBI JJISl MCCIIENOBATENCH TBOPYECTBA HUTANIBSTHCKOTO
komno3uropa. Hanpumep, B cTarbe, NOCBSLIEHHON MEepBOMY mNpenacTaBieHuto Prometeo (1984)
Hono, 1O. IllTeHun uMeHOBaJll BCIO KOMIIO3MLMIO <«JIaHAMIA(TOM M3 MHOXECTBa OCTPOBOB
B 0e3rpaHMYHOM MOp€, LIETIbIM U3 3Bydallux (parMeHToB U 31u3070B» (Stenzl J. Inseln in einem
unbegrenzten Meer. Zur Urauffiirung von Luigi Nonos “Prometeo”. Musik Texte: Zeitschrift fiir
Neue Musik. Heft 6. Oktober 1984. S. 56).

® I'mOkoe coueraHue a0JACKa(QOHHOW TEXHUKHM W TPAJULUN CTAPHHHOTO KOHTPAITyHKTa
SBUJIOCH OJHOW M3 TUMHMYHBIX OCOOCHHOCTEH XOpOBOW My3bIkM XX Beka. Tak, aHaau3upys
My3biKy I. Tletpaccu, uccnenoarenu O. barosckas, H. I'pebentok u H. CaBenbeBa nmunryT
0 HECOMHEHHOM IMOTEHIMAJIE B3aUMOJEHCTBUS MHOTOBEKOBBIX KOHTPAITyHKTHUYECKUX MPUHIUIIOB
C HOBOM HMHTOHAIlMOHHOCTBIO I MIIAQJIINX COBPEMEHHMKOB Kommosuropa: «HoBaTtopckas
WHTOHAIIMOHHAS, TapMOHHMYECKass M TeMOpoBas OpraHM3alus MPOU3BEACHUI I1EMOHCTPUPYIOT
OpPraHMYHOE COYETaHHE TPAJAUILUI CTAPUHHOTO KOHTpAIyHKTa C HOBeHIiel noxexkadoHHOMN
TEXHUKOH M MMEIOT OOrarblii MOTEHIMAN A JaJbHEUIIMX HKCIEPHUMEHTOB B IPOU3BEICHUAX
0o0J1e€ MOJIOJIBIX COBPEMEHHUKOB KOMITIO3UTOpa» [5, p. 213].

7 Ilepsast mbeca pasnena «JIeTo» — yHUKaJbHBIA MPUMEP CEPHIHO-aIeaTOPHOTO KaHOHA.
CoxpaHssi TMOPSANOK 3BYKOB JBEHAJLATUTOHOBOW IMOCIIEIOBATEIbHOCTH, MEBLBI BBIOUPAIOT

56



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 3
(0

JUTEPATyPHBINA TEKCT (OJTHO U3 MPEAIOKEHHBIX KOMITO3UTOPOM CTUXOTBOpeHH [ €npaepanna)
Y CKOPOCTb BOCIPOU3BEAECHHS MOTydaeMord Menoauu. [Ipu kaxa0oM MOBTOPEHUM BOKAJIbHOU
JUHUU TIEBIBl COKPAIIAIOT TEMY Ha OJUH W3 COCTAaBIAIOIIHUX €€ 3ByKOB — IO TOPSIKY:
0€33ByYHO apTHKYJIUPYIOT MEPBBIH 3BYK MEJOJUHU MPH BTOPOM €€ IPOBEICHNH, Jlajiee MePBHIH
¥ BTOPOI 3BYKH — IIPU TPETHEM MPOBEJCHUH U T. 1. B pe3ynpTare KaHOH MOCTENEHHO UCCAKACT
(«ymupaeT»).

8 Tlpuseném pparment quccepranuu biymbepra: «C okonuanuem Wandergahre I'é€nbaepnuna
B 1806 rony OblIM MOCTaBIEHBI YCIOBUS JIJIs1 BO3MOYKHOTO TIOSIBJICHUS HEMTOJBUKHOTO, O€3TMYHOTO
CTHJISl TIOCJIAHUX CTHUXOTBOPEHHH, KOTOpBIC, KaK IMUIIET XOPOBOW JUPIKEP M KpUTHK Kiutyc
ToTBanex, xapakrepusyrorcs “Blick des Apparats” [B3msig anmapara. — A. P.]» (Blumberg D. G.
“Singen mocht ich?” Holderlin Echo in New Music. Dissertation. Berkeley: University of
California, 1996. P. 200).

 Ilgetir C. bBopnba ¢ nemonom: I'énpaepnun. Kievict. Humie / mep. ¢ Hem. M.: PecniyOnuka,
1992. C. 165.

19 Blumberg D. G. “Singen mocht ich?” Holderlin Echo in New Music. Dissertation. Berkeley:
University of California, 1996. P. 195.

" Hono JI. Tekct — My3bika — [Tenwne // C10B0 KoMIto3uTopa (110 MarepraiaM BTOPO MOJIOBHHBI
XX Beka): coopHuk TpyaoB. PAM um. ['necunsix. M., 1999. Bein. 145. C. 46.

12 Pacmupennbie Texuuk («extended techniques») — Beipaxkenue B. Aniekcuma, 0003Havaro1ee
«HOBBIE CIOCOOBI OOpaImIeHus ¢ My3bIKAIbHBIME WHCTpyMeHTammu» (Alexim V. The Quartet’s
Death: Embodiment, Performativity, and Physicality in Heinz Holliger's 1973 String Quartet.
Dissertation. NY: The City University of New York, 2021. P. 1).
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K oHTORNOIrMmM npaBoCJiIaBHOIoO UCKyCcCTBa

I'aanua BacuianeBHa AJjiekceeBa

Jlanvrnesocmounvlii hedepanvHulll yHugepcumem, 2. Braousocmok, Poccus,

alexglas@mail.ru, https.//orcid.org/0000-0001-6733-9429

Annomayusn. VckycctBo [IpaBociaBHOH 1epkBH mepeaaéT 0co00e MBIIUICHHE BEPYIOLINX
Jro/IeH, He BIUCHIBAIOIIEECs B CTAaHAAPTHBIC MTPEICTABICHHS. DTO MBIIIJICHUE XapaKTepU3yeTCs
IyOOKMM NPOHUKHOBEHHEM BO BCE HIIOCTACH TBOPYECTBA: B MKOHOMMCH, IIEPKOBHOE IEHUE,
XpamoBoe JeiictBo. MccnenoBatenu naBHO oOpamianu Ha 3TO BHMMaHHe. Bmecte ¢ Tem
TOJILKO CETOJHs, C TINATeNbHbIM H3yueHueM TpynoB Hoanna Jlamackuna u OtuoB Llepksu,
IPUOTKpBIBAaeTCs 3aBeca TailHbl. CTAHOBUTCSA MOHATHOM LENBHOCTh 3TOTO MBILIUICHUS, KOTOpas
JOCTUTAETCSl TOJIBKO B CHHTE3€ COCTABISIONIMX OOpsAa M €ro XyIOXKECTBEHHBIX CPEICTB.
OHTONOTUST MPAaBOCIABHOTO HCKYCCTBAa B CTaTbe PAacKpbIBae€TCA 4epe3 MOAXOAbl K aHAIU3y
pabor Moanna J/lamackuHa ¥ IpUMEpHI peaqnu3alii CHHTE3a HCKYCCTB B MKOHOIHCH U OJTM3KUX
K COJICpKaHUI0 MKOHBI ecHoneHusX. Tpynsl orua [1aBna @nopenckoro, FOpus Jlormana, Anexces
Jlunosa, Cepres ABepuHieBa, Hukomas MuxanplioBa CTaldd TOJYKOM Ui BHUMATEIbHOIO
npouyTeHHs ycTaHOBOK MoanHa /laMacknHa 0 TaKOM MOHSATHH, KaK IEPUXOPHUCUC, KOTOPOE BAXKHO
TPAaKTOBAaTh HE TOJBKO B XPUCTOJIOTHYECKOM KIIOYE, HO W KaK Ba)KHEWIIEe OHTOJIOTHYECKOE
OCHOBaHHME BCETO TBOPYECKOTO HACIEAMs, COMPOBOXKIAIOMIETO OOrociyXeHHe B Xpame.
CuHTe3 LIBETOBOIO pEIleHUs] HKOHHOTO 00pa3a, LIBETOBOW MOJIENIH TEKCTa, CONMPOBOXKAIOIIETO
NIECHONCHHSI, KOHCTPYKIIMH MEJIOIUYECKHX (POPMYT B COOTBETCTBUU C TOYKAMU-METATEKCTaAMHU
NECHONEHUsT — BCE BMECTE CO34aT YHUKAIBHBIH KOMIUIEKC XyIO)KECTBEHHBIX CPEICTB
IPaBOCIIABHOTO UCKYCCTBA.

Kniouegvie cnosa: oHTONOTHS MCKYCCTBAa MPABOCIABUS, HKOHOMKCH, [IBETOIEpeaada TEKCTa
CTHUXHP, KOHCTPYKIHS METOANIECKHUX (HOpMYIT

Jna yumupoeanua: Anexceepa I. B. K oHTonorun npaBocnaBHoro uckyccrsa // IIpoomneMsr
My3bIKaibHOM Hayku / Music Scholarship. 2022. Ne 3. C. 59-69.

DOI: 10.56620/2782-3598.2022.3.059-069

© AnekceeBa I’ B., 2022
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Towards the Ontology of Orthodox Christian Art

Galina V. Alekseeva

Far Eastern Federal University, Vladivostok, Russia,

alexglas@mail.ru, https://orcid.org/0000-0001-6733-9429

Abstract. The art of the Orthodox Christian Church conveys the special thinking intrinsic to
believers, which does not fit into standard ideas. This type of thinking is characterized by a deep
penetration into all aspects of artistry: icon painting, church singing and church action. Researchers
have been paying attention to this for a long time. At the same time, only in the present day with the
careful study of the works of St. John of Damascus and the Church Fathers, the veil of secrecy has
been lifted. The integrality of this thinking becomes clear, and it is achieved solely in the synthesis
of the constituent parts of the rite and its artistic means. The ontology of Orthodox Christian art is
revealed in the article by means of approaches to the analysis of the works of St. John of Damascus
and examples of the implementation of the synthesis of arts in icon painting and church chants
which are close to the content of the icon. The works of Father Pavel Florensky, Yuri Lotman, Alexei
Lidov, Sergei Averintsev and Nikolai Mikhaltsov have become the impetus for careful reading of
St. John of Damascus’ guidelines on such a concept as perichorisis, which, as it becomes clear, is
important for the interpretation not only in the Christological key, but also as the most important
ontological basis of the entire artistic heritage that accompanies worship in church. The synthesis
of the color scheme of the icon image, the color model of the text of the accompanying chant, the
construction of melodic formulas in accordance with the metatext points of the chant — altogether
this creates a unique complex of artistic means of Orthodox Christian art.

Keywords: ontology of Orthodox Christian art, iconography, color reproduction of the stichera
text, construction of melodic formulas

For citation: Alekseeva G. V. Towards the Ontology of Orthodox Christian Art. Problemy
muzykal'noj nauki / Music Scholarship. 2022. No. 3, pp. 59-69. (In Russ.)

DOI: 10.56620/2782-3598.2022.3.059-069

HOTOUMCIJICHHBIE wHccaenoBannsa ckui u I. KommakoBa, a b. Ycnenckui
MHOCJ’IGI{HI/IX JIET PAacKphIBalOT Ty  aHAJIU3MpPOBAJ CEMHOTHMKY HKOH. Paccma-

WIH WHYIO COCTAaBJISIONIYIO NIpa-  TPHUBAJIM COJIEPKAHHE HKOHBI uepe3 0oro-
BOCJIaBHOW XyJIO)KECTBEHHOW Tpamuiuu, ciayxeOnbid Teket W. [lanuna u JI. len-
OBITYIOIIEH B XpaMe: TO MEBYECKYIO COCTaB-  HUKOBa, JI. EBceeBa u np.
JISIFONTY0, TO UKOHOIMCHYI0, TO 0COOCHHO- OcHOBBI HM3yuYeHUsI HMKOHOCTaca OBLIN
CTH JICMCTBA K TOMY WJIM UHOMY LIEPKOBHO-  3aJIOKEHBI TAaKUM MCCIEA0BATEIsIMH, KAk
My Tpa3aHuKy. borocioBckoe comepkanue  apxuenuckon Jumutpuit (CrepoBckuii),
ukoHbI BesiBIsIIM U. A3bikoBa, B. Jlocckuii, B. JlazapeB, H. Tpouukuii. B wactHocTH,
JI. Yenenckuit, T. Epémuna. O Bmussaun  H. Tpounkwuii nucan o CMUMBOJIMKE MKOHO-
rcrxa3Ma Ha ukoHonuch nucanu JI. Yenen-  craca. Oren [laBen dnopeHckuii B paboTte
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0

«MKOHOCTAC» OCMBICIISIT OOTOCIIOBCKOE CO-
Jiep>KaHUE alTapHOW Mperpajpl, a B CTaTbe
«XpamMoBOE IEUCTBO KAK CUHTE3 HCKYCCTBY
YTBEPK A, YTO CMBICI U COAEPIKAHUE HKO-
Hbl PacKpbIBAa€TCS B MPOCTPAHCTBE Xpama,
¥ UMEHHO XpaM, a He My3ed SBISIETCS MO-
n00ar0IKM U1l HE€ MECTOM.

BrimenepeunciieHHbIE aBTOPBI HE U3y4a-
JU UKOHY (MKOHOCTAc) B XpPaMOBOM IIpO-
CTPAaHCTBE BO BpeMsl JIUTYPTrUUYE€CKOTO
JefCTBa B TOJOBOM IIMKJIE CITy>K0. 3Hauu-
TEJIbHBII O0BEM HCCIIENOBAHUM ITOCBAIIEH
BOIIPOCAaM HMKOH KaK PEIUKBUH, YyIOTBOP-
HBIM UX CBOMCTBaM, UX POJH B OOPSAOBBIX
KpEeCTHBIX Xonax. EcTb paboThl, mOCBAIIEH-
HBIC JIGKCHYECKUM (OpMaM HMEHOBAHHUS
Bboropoautpbl.

CyliecTByOT Tpyabl, OCBaWBAIOIINE
dbunocodckre 0OCHOBaHUS KOHICIIIUHA BHU-
3aHTHiicKoro obpa3a. Tak, psan koH(pepeH-
nuit B Cankrt-IleTepOypre npoxoguT mop
3HAKOM OHTOJIOTHHU, W OJHA M3 HUX ObLIa
MOCBSAILIEHA OHTOJIOTHH UCKYyccTBa [ 1], uMe-
10TCs yOuKamuu, B GriiocoPpckom Kirode
OCBaMBAIOIINE CUHTE3 UCKYCCTB JPEBHETO
xpama [2].

Ecnu 06paTtuThest K KOHKpETUKE 00pa3oB
npaBociasus, — padotsl Hukomnas [lerpoBu-
ya JluxauéBa M ero KOJUIEKIUsI UKOH C TEK-
CTaMHU IECHONEHUN CO3JA0T MPEANOCHUIKI
JUTSL U3YYEeHHsI B3aUMOCBSI3M WKOHOTpaduu
u rumHorpaguu. Ho, Oe3ycnoBHo, Haubo-
Jiee Ba)KHbIE MCCIEAOBAaHUS, OCBEUIAOLINE
CHUCTEMY XPaMOBOTO MBILIJIEHUS, CO3/aHbI
AnexceeM MuxaiinosuueMm JIngoseiM. OHHI
UIYT 10 IIyTH Pa3bsCHEHHS XpaMOBOIO UC-
KyCCTBa KaK MEPOTONHUU, KAK CAKPATbHOTO
€IMHCTBA BCEX COCTABJISIOLIUX. DTOT MOA-
X0 ObUT MHULMHMPOBaH emnié oruom I[laB-
aom ®nopenckum, kusizem E. TpyOerkum
B Hayaie XX Beka. «lIporocMmeicisry mpa-
BOCJIABHOIO MCKYCCTBa B CHHTE3€ MY3bI-
KaJIbHBIX U XyJI0’)KECTBEHHBIX SIBJICHUH pac-
cmarpusaet H. Cepéruna'.
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Bwmecte ¢ TeM B 3TON 001aCTH OCTaIOT-
Csl JTJaKyHbI, HEKOHKPETU3UPOBAHHBIE U HE-
M3y4YeHHbIE. ABTOp JJaHHOW CTaTbu CUUTa-
€T BaXXHBIM BEPHYTHCS K ITOMY BOMPOCY U
IPEJIOKUTh TIOJXO/bl K OCMBICIICHHIO OH-
TOJIOT'MIH [TPABOCIABHOTO UCKYCCTBA BO BCEX
€ro COCTaBIIAIOIIUX.

1O. Jlorman B pabote «BHYTpH MBICTIS-
UX MUPOB» nucai: «Puropuueckuit xa-
paKTep MKOHBI MPOSBISIETCS B YACTHOCTH B
TOM, YTO POJIb MEPBOTO ujieHa MeTadopsl
MOXXET BBITIOJHUTh HE BCSKOE H300paxe-
HUE, a JIUIIb TaKoe, KOTOPOE BBHITIOJHEHO
B COOTBETCTBUM C YTBEPKIEHHBIM XKH-
BOIMCHBIM KaHOHOM, 3aKpPENUBIIUM pPH-
TOPUKY KOMITO3UI[MU, LIBETOBOM raMMbl U
JIPYTUX XyJI0KECTBEHHBIX pelieHnil. bonee
TOTO, MOCKOJIbKY HKOHA MpPEICTaBIsAETCS
MeTadopoii, BOSHUKAIOIIEH Ha CTOJIKHOBE-
HUM JIBYX pPa3HOHAMPABJICHHBIX SHEPTHI:
sHepruu OokecTBeHHOro Jloroca, Koro-
PBI CTPEMHTCS BBICKA3aTh CE0s JIFOMISM. ..
Y DHEPT'UH YeJIOBEKa, KOTOPhIA BOSHOCUTCS
B MOMCKAaX BBICIIETO 3HAHUS, — OHA Mpea-
CTaBJISIET YacTh PUTYAIbHO-PUTOPUUECKO-
ro KOHTEKCTa, KOTOPBIM OXBaThIBA€T HE
TOJIBKO TPOLIECC CO3JaHUSl MKOHOIHKCIEM
HMKOHBI, HO U BE€Cb AYXOBHBIH CTPOH €T0
KU3HU, TIOAPA3yMEBAET CTPOTYIO, MPaBe/I-
HYIO JKM3Hb, MOJIUTBBI, IOCT U JyXOBHOE
Bo3HeceHue»?. UM neicTBUTENBLHO, IOSB-
JIAIOTCS. MCCIEOBAHUSL C HUICEW CUHTE3a
HCKYCCTB B XpaMe Ha HOBOM ypoBHe. Tak,
IUccepTanus KaHAuAaTa KyJIbTypoJio-
run Ha Ttemy «J/KOHO3HaUMMOCTh IpaBoO-
CJIaBHOM IyXOBHOW MY3BIKHM B KOHTEKCTE
OTEUYECTBEHHOM KyJIbTYpbl KOHIA XX-—
XXI Beka» Obina 3ammuiiena B 2021 romxy
H. JIBuHnHOi-MUpPOIIHUYCHKO".

UccnenoBarenu Bcien 3a PobGeprom
TadToM mpu3HAIOT, YTO UCTOPUS JIUTYP-
TMYEeCKUX TEKCTOB BEAET CBOE Hayalio U3
I'penun, Kanmapokum, IlonTta. Opnako
emé Cepreil ABEpHUHIIEB COXKAJIET O TOM,
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YTO COOCTBEHHO TOHKOCTH PAHHUX TEKCTOB
MaTPUCTUKHA — MAJIOM3YYCHHBIN aCEKT BU-
3aHTUHUCTUKU. W Takas cuTyauus mpo-
JOJDKAET COXpaHAThCS U ceroaHs. He ciy-
YallHO B HalllM IHU BEHCKUN YHUBEPCUTET
peanu3yeT NpoeKT HOBOIO MepeBoja TPy-
noB OtioB llepkBu. Kak yka3piBaeT cailT
acColMallid BU3aHTUHUCTOB, — JUISL «BBI-
SIBJICHUSI 3QJI0KEHHBIX B UX TPYyHax MpHUH-
LIUIIOB KaHOHa»*.

N motomy BaxkHO pazoOparbcs, 4TO ce-
TOAHSI U3BECTHO M3 YCTAHOBOK JIMTYPTUKHU
OrtuoB LlepkBu, 4TO MOKHO MOHATH O CYTH
BU3YaJIbHBIX 00Pa30B M MX CUMBOJIMYECKUX
cMbicioB. B wactHocTu, C. ABaHECOB MH-
meT: «BusyanbHas TEOJIOTHS €CTh MPEkKIe
BCETO0 W IO NPEUMYILIECTBY BU3yaJIbHas
CEMHOTHKa, OmMparomascs Ha Oubiei-
CKYIO “OICOAMICI0” W MPUBJICKAIOIIAs Ma-
TepUAJIBl MHOTHX CMEXHBIX JUCIUIUINH:
3CTETUKH, HCKYCCTBO3HAHUS, TEOPUM ap-
XUTEKTYPBI, JIATYPTUIECKOTO OOTOCIOBUS,
DK3€Te€TUKH, ACKETHKH, PUTOPHUKH, CaKpa-
MeHTosIorum» [3, c. 16].

B cBsi3M ¢ 3TUM BCIIOMHMHAIOTCS CJIOBA
HNoanna JlamackuHa O BOCTIPUATHH YEJO-
Bekom HMnocrtacu bora CioBa kKak «o He-
PAa30eibHOM U HECAUSHHOM COeOUHEeHUU U
sounocmasuposanuuy’. Ilo mpican Moanna
JlamackvHa, MBI TOKJIAHSEMCS «OarpsiHu-
1le Tela», a He CaMOMy Tely. DTOT apry-
MEHT CBsI3aH C Hjceil oOMeHa dHEPTUsSIMH:
«H 310 — 00pa3 B3auMHOTO OOIIEHUS, KOT-
Jla KaXJI0€ U3 JIByX €CTECTB TO, YTO €My
CBOMCTBEHHO, TIpeajiaraeT B OOMEH Apy-
roMy 1O MNpUYuMHE ToXJecTBa Mnocracu
W MPOHUKHOBEHHUS UX OIHOTO B JIPyroe»’.
Kak numer MwuxanbioB, «I0 CyTH 3TOT
aprymeHT 1npn. Moann /laMackuH OCHOBBI-
BaeT Ha YUYCHHH O B3aMMOOOMEHE CBOMCTB
(rpeu. Tpo'moc tng a'vindo’'cemwc), B3au-
MONPOHUKHOBEHUU (Tped. [Tepnyw'pnong)
€CTECTB, OJIUH U3 IMYHKTOB KOTOPOTO IJa-
CHUT, YTO YeJIOBeUecKas IpUpoia BO XPUCTE
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npuoOmiaercss O0KECTBEHHOW HSHEPTUn»
[4, c. 83]. CornacHO JIEKCUKOHY I'PEUeCKOM
narpuctuku Jlamne 1961 roma (c. 1077-
1078), nepuxOpHuCUC — 3TO «KPYroBOE JIBU-
KEHHe, MOBTOPEHHE, B3aMMHOE OOLICHHE,
B3aWMOIIPOHHUKHOBEHHEY .

NubIMU crtOBamMu, MaTepUaIbHOE BOILIO-
neHrue oOpa3oB XPUCTHUAHCTBA B Kpackax,
dopmax, 3ByKax Ja€T 4YEIOBEKY BO3MOX-
HOCTb MTOKJIOHSTHCS HE «TBapw», a Co3nare-
mo. O6oxenue, boropomolnienue kak co-
€IMHEHUE YEJIOBEUECKON U 00KECTBEHHON
npuponbl B oOpa3e Xpucra, boropoauisl
U SIBJIAETCS XPUCTOJIOTMYECKUM OCHOBAHU-
€M MKOHONOYMTAHUS U McalMolieHus. Tem
caMbiM MoanH JlamaCcKMH OJHOBpPEMEH-
HYI0 MIPE3eHTalMI0 00pa30B XPUCTHAHCTBA
B MKOHAX M IIEHUH pacCMaTpUBaET KaK Bax-
HEWIee OCHOBAaHUE [UI COINpPUYAIlCHUS
monen k bory. Ilpu sToM Xpuctomoruye-
CKoe 00O0CHOBaHHE OOpa30B XPUCTHAH-
CTBa, HECOMHEHHO, OyJeT UMETh 3HAYECHUE
U JUISl IOHUMaHUS XyJI0’K€CTBEHHOM LeJb-
HOCTH 00pa3a, eIUHCTBA XyJ0KECTBEHHBIX
CPEICTB, KOTOPbIE MpHU3BaHbl MOAJAEPXKATh
OHTOJIOTHIO OOPa3HOCTH.

[IpogemoHcTpUpyeM OCOOEHHOCTH CHU-
HEPIruu XyJAOXKECTBEHHBIX CpEACTB T'UM-
Horpaduu U MKOHOTpaduu HAa Marepuaie
norMarvka S miaca «Xpam u JIBeps ecn» u
nkoHbl «Henpoxoaumas JIBepp», kotopas
Haxoaunack B cobpanun M. Octpoyxosa®
(mn. 1).

IIo muenuto II. MyparoBa, ona Hamu-
CaHa Ha TEKCT TpoIapsi BEUEPHUX MOJIUTB
«Munocepauss ABEpH OTBEp3U Ham»’;
B. AntonoBa u H. MHeBa cBA3BIBaIOT €€ CO
cinoBaMu ukoca 4-ro Axagucra boromare-
pu: «Panyncs, palckux IBeper OTBep3e-
Hue»'?. [loMuMO XalpeTH3MOB MOJIUTB, 00-
pa3 boroponuiisl kak J{Bepu mpucyi noutu
BceM normMarukam OkrTonxa W 0COOEHHO
SIBHO COINIACyeTCs ¢ TeKCTOM JlormaTuka Ha
CTUXOBHE 5 Traca (tabnuna 1).
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Wn. 1. UkoHa «Boromateps [1Beps HebecHasy.
KoHnew, XVI Beka, lNckos [?]. [epeso, Temnepa, cepebpo;
TUCHEHME, 3omoveHune. 32x22 (oknag).
locynapcteeHHas TpeTbskoBckas ranepes, Mocksa, Poccus

II. 1. Icon Theotokos, the Heaven Door.
Late 16th century, Pskov [?]. Wood, tempera, silver;
printing, gilding. 32x22 cm (riza).
State Tretyakov Gallery, Moscow, Russia
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Tabnuua 1. LipeToBoCcnpusTve TekcTa [lormatika «Xpam 1 [1epb ecny»
Table 1. Color Perception of the Text of the Dogmatikon This is the Church and the Door

Xpam u JIBeps ecu, /
nayiaTa | IpecTol

MPOCBETHTH XOTH, /

Cgoero.

/ Ero ke 1130aBuTEIb MOII,
Xpucroc ['ocronp, / Bo TbMe CIISIIM

Iapes, / sIBHCS, /
JeBo BeceuectHas, CoHie Chli IIpaBAabl,

shke £03J1a o obpaszy CBoeMy pyKoio

/ TeMm xe, Bcenietas/,

Ko MatepHe Iep3HOBEHIE
K Hemy crspxaBiuas, /
HeIpecTaHHO MOJH,
CIIacTHCs AyLIaM HalllHM.

Tabnuua 2. LisetoBocnpusitue Tekcta [Jormatuka «Xpam v [1Bepb ecuy» (Ha rpeveckom s3bike)
Table 2. Color Perception of the Text of the Dogmatikon Church and Door (in Greek)

[TopBéve mbvoeuve,

Noawog kai moAn vrapyets, St 1)g 6 AWTpmTig Hov A [Tavopvnste,
noldtiov kol  Opdvog 1ol | Xprotog 6 Kiprog, OG HNTPWKIV  EOPPHOIoV
Baou\éag, TOIg év oKOTEL | TPOC AOTOV KEKTNUEVT,

Kobevdovoty Emépavey,

“Hhog VGOV | cmOTjval TOC Yoyeg UGV,
dkooovvng,

poticor  0élov  odg

EMAOOE,

Kot elkdva idiav yepl

1] £00TOD.

adweintog Tpécfeve,

JlorMaTuk Ha TPEUYECKOM S3bIKE OBbLI
MIPOTOTHUIIOM, BCE CMBICIIBI TEKCTA COXPaHe-
Hbl U TIOTOMY MOXHO YBEPEHHO TOBOPHUTH
0 €IMHOM LIBETOBOCIIPUATHH TEKCTa, KOTO-
poe MPUBOJUT U K TOMY K€ XapaKTepy LBe-
TONEpeaaYn CMbIC/Ia TEKCTa B UKOHE (Tald-
auna 2).

TekcT, Kak MoKa3aHO U B MPEIbIAYILIUX
AHAJIUTUYECKUX OTIJIAX aBTOpa CTAThbH
[S; 6], peanu3yeT LBETOBYIO CHMMETPHIO,
MEPEIAIONIYyI0 aHArOru4yeckoe cTpemiie-
HUE MOJISIIUXCS K BBICHIEH TyXOBHOCTH.
B mnpencrtaBieHHON BbIIIE TUIIOBOWM Xpa-
MOBOW HKOHE B ILIEHTpe Kommo3uuuu bo-
romarepp OpaHTa CTOUT Ha aMBOHE IE€pe
Hapckumu nBepsamu. Bpicokue cryrneHu
KENTHIMU U KOPUYHEBBIMU MOJOCAMH Be-
OyT K MOAHOXHUI0 amBOoHA. [lo croponam
Boromarepu — nBa y3kux, TEMHBIX BXOJa

C KpecToM B HaBepuuu. 3a boromarepsio
ecTh emeé Tpu HaBepuus ¢ kpectamu. Kax
OBUTO TIPUHSATO B WKOHOMKCH, TMOKa3aHBI
aApXUTEKTYpHbIE 3JIEMEHTBl TPEXIIABOTO
XpamMa, TEMHBIE BXOJbI — YaCTh apXUTEKTY-
pbel. Hag boromarepero B kpyre — Xpucroc
OmMmanyui. Bpara packpbiTbl BO Mpak He-
Oec HajJ XpaMoM, I/ 3Be3/1a CBEpKaeT Hal
KpecToMm TiaBHOTO Kymona. «Ilepen Bpara-
MU — MOJIUTBEHHO OOpaIiéHHbIe K Hebec-
HBIM 00pa3aM KHs3b CO CBUTOM U CBATUTEIb
c xmpoM. DoH cpenHuKa M y3KHE Kpas
WKOHBI yKpaIleHbl cepeOpsHOi 30710uEHOM
0acMOil CO CTHUJIM30BaHHBIM OPHAMEHTOM,
00pa30BaHHBIM M3 MOTHBOB TPUJIMCTHHUKA,
CIUPAJTU U NAIBMETThI» !,

B Oonee mo3znHee Bpems NMOSIBUINCH U
uHbIe Oosee pazpaboTaHHBIE M3BOMBI TOU
UKOHBI (WL 2)'2,
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[IpencraBnennas Ha win. 2
WKOHAa HMeeT OONbIIe YPOBHEH.
BBepxy Ha oGnake Boccemaer ce-
nosnaceii bor Oten. Ero ycra
UCITYCKAIOT JbIXaHUE, KOTOPOE IO-
Ka3aHOo 3PUTENSIM B BUIE OCITOKPHI-
Jgoro roiay0s. DTO IbIXaHHE €CTh
Jyx CBATBIN, CIyCKarOUIUHCS Ha
[eBy Mapuro. boroponuna — He
Tosibko OpaHTa, HO Takxe 3Ha-
MEHHME C MJaJeHIeM XPUCTOM Ha
CPYAH, — «CTOUT HA CPEIHEM SIpY-
C€ B IIOJIHBIN POCT, €€ PyKH BO3HE-
CEHbl B IJIaMeHHOW Monboe. Ilof
HOTaMU PAacCIIOJIOKEHO BO3BBIIIIE-
HUE, HE3pUMO YKa3ylolllee Ha TO,
yT0 Mapus 1o CBOMM JTyXOBHBIM
U JYLIIEBHBIM Kauye€CTBaM BBIIIE
MUpCKUX awoaeir. Bokpyr boro-
MAaTe€pU CTOAT TPABEIHUKHU, CBS-
Thle, UX JIUKKW oOpamieHsl Kk Hei,
a pYKH pacupoCTEPTHI B MOJIUTBEH-
HBIX kecTax». Ha HuxkHeM sapyce
B OeJbIX TmesieHax Ha 4€pHoM GoHe
«TIOKa3aHbl JIIOAU, HaXOJAIIHECS
3a TrpaHblo0 3eMHOro ObIThsa. OHH
BO3HOCST cBoM MoJbObl Boropo-
nutenpHuie, aabel OHa pomuna
Cnacutenss Mupa, KOTOpbIi BbIBE-
JIeT MEPTBBIX U3 aJ1a U BBEAET MU
B paiickue obutenm»'’. ApxuTek-
Typa XpaMa IoKa3aHa MHOTOCJOM-
Ho. [[BeTOoBas repMeHEBTHKA 371€Ch
HMMEET TPAIUIIMOHHOE PEIICHHE.

B neBueckux pykonucsx mosi-
HEBU3aHTUMCKOW HOTAIMU, B PyC-
ckux mneBuyeckux OKTOUXax TpH-
UIIOCTacHas mpupoaa Xpucra yepes
HMKOHY COIMPOBOXIAETCS TPEXUACT-
HOM CTPYKTYpOU IECHONEHUS U

Wn. 2. WkoHa «Henpoxoaumas [Bepb».
Btopas nonosuHa XVII Beka.

FocyaapcTBeHHbiit Pycckuii Myaeir, CankT-Metepbypr, Poccus MOBTOPOM  MHTOHAIIHOHHBIX ¢op-
Il. 2. Icon The Impassable Door MYyJ, CBOMX B K&X[O0M TpalulnN
Second Half of the 17th Century. B OKOHYAHHM KaXJIOHM M3 4YaCTCH

State Russian Museum, St. Petersburg, Russia (mn.3 u4).
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Wn. 3. «AHacTacumaTtapuoHy lNeTtpa Sdecckoro, 1820,
n. 134-135%

Il. 3. Anastasimatarion of Peter of Ephesus, 1820,
sheet 134-135

B BU3aHTUMHCKOM TpaaulMd 3TO OYe-
BUJHAs KWJINCMA, U3BECTHAS O BCEM HC-
CJEAOBAaHUIM KaK XapakKTepHas JJjIsl OKOH-
YaHUN MeCHONeHUN (B WLIIOCTpALUsAX
noA4€pPKHYTO KpacHbIM). B pycckoil Tpa-
nuuuu (GopMmysa Ha3bIBAaeTCs MO-Pa3HOMY
B 3aBUCHUMOCTH OT METOHOJIOrHYECKOrO
noaxona. Cornnacio teopuu A. Kpyuunu-
HOM, 3TO JOJMHKA; IO HEKOTOPBIM paspa-
6otkam B. MeTamioBa — 3T0 Ta ke KyJau3-
Ma, CO3BYYHAs! C BUBAHTUHUCKON KWJIMCMOU
U, HECOMHEHHO, XapaKkTepusyromas (QpyHk-
LMIO 3aBEPIICHUSA. AHAIN3 MEIOAUYECKUX
CTPYKTYp OOTrOpOJMYHBIX THECHOIEHUM
NA€T BCErna OUH pe3yibTaT: B HUX JIEKJa-
pUpyeTcs TpEXYaCTHOCTD IIPOIIOBEAU, TPHU-
WUMOCTACHOCTh XpUCTa, CbiHa boropoauiisbl.
Kak numer A. KpyunHuHa, «11OBBIICHHAS

/n. 4. ipmonorui, OxkToux. Pykonuck nomeTHas
1 npu3sHayHas. VicTuHHopeuve.
MocneaHss yeTBepTb XVII Beka'.
MyseitHoe cobpaHue Poccuidckoii rocyaapCTBEHHOM
oubnmoTekn

II. 4. Irmology, Oktoich. Musical Manuscript Pometny
and Priznachny. Istinnorechiye.
Last Quarter of the 17th Century.
Museum Collection of the Russian State Library

PUTMU30BAaHHOCTb, PUPMOUIHOCTH MY3bI-
KaJIbHOTO TEKCTa Ha YPOBHE 3amucu 00y-
CJIOBJIEHBI XY/10)KECTBEHHBIMH Kau€CTBAMHU
MOATUYECKOTO OPUTHHAJA, OHAKO PUPMBI
HalleBa U TEKCTa HE TOXKIECTBEHHBI, Y KaX-
JIOTO0 TEKCTa CBOSA “KpUCTaJIM4YecKas pe-
meéTKa”, a HaJIOXKEeHHE MX cOo3/1aéT ocoboe
XyJ10’)KECTBEHHOE MPOCTPAHCTBO NECHOIIE-
HUs»'¢. OYeBHUICH XapakTep MPUMCHCHUS
TUX QOpPMyIl KaK METAaTEKCTOB KOHCTPYK-
LIUU [TECHOTIEHUS.

CornmacHO COBPEMEHHBIM MOAXOJAM
aBTOPOB, HM3YYalOUIUX CUHECTETHYHOCTH
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MY3BIKaJIbHO-XY/10’)KECTBEHHOTO  CO3Ha-
Hus'', a TakkKe He TOJNBKO TPAJUIUHN XPH-
CTHAHCKOM WKOHONHMCH, HO W TIIyOWHHBIN
CMBICNT OOpaiieHuss K MeTadu3nuecKoMy
OIIBITY B COBPEMEHHOM OeCIpeIMETHOM HC-
KyCCTBE, — CHHEPreTU4ECKU-T€pMEHEBTH-
YECKHUM pakypc MO3BOJISIET MHAYE MOJIOWMTH
K OHTOJIOTUM XPUCTHAHCKOW OOpa3HOCTH,
r1e BCE CYLIECTBYET B CHHTE3€: LIBETOBBIC
pelIeHus] CMUMBOJIMKM MKOHHOTO o0pa3za co-

IJ1aCylOTCSl C TE€PMEHEBTUUECKON CTPYKTY-

pOM TEKCTa; MO3THUKA U CTPYKTypa TEKCTa
PUTMH3YETCSI  MEJIOAMYECKHUMH  OKOHYa-
HUSMHU pa3zesioB. Bc€ BmecTe CiyKuT Of-
HOW 3aJa4e: JOHECEHUIO JOTMATHYECKHX
OCHOB BEpPOYYEHHSI YE€PEe3 CUHEPrUI0 Xy-
JIO’)KECTBEHHBIX CPEJICTB, IPUHUMAIOIINX
y4JacThe B XpaMOBOM AeuctBe. [Ipu 3TOM
BCAKUI pa3 Mbl BUJIUM CHUJIy KAHOHA U WH-
JUBUAYAIBHOCTh KOHKPETHBIX MAaCTEpOB.
B 3TOM M COCTOUT OHTOJIOT M Xy0KECTBEH-
HOTO 00pasa MpaBOCIABHOTO UCKYCCTBA.

o~ NMpumedaHna —©

1

2017. 398 c.

Cepéruna H. C. HTOHaNMs KaK IEHHOCTh: poTocMbIcibl. JIpeBuss Pyce. CIIO.: anapt+,

2 Jlorman 0. M. Cemuocdepa: Kynsrypa u B3psiB. BHyTpr mbicisimmx MupoB: CTarhbH.
Uccnenoanus. 3ametku. CIIO6.: Mckyccro-CIIb, 2004. C. 183—184.
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2021. 193 c.

* New Project: The Making of the Byzantine Ascetical Canon: Monastic Networks, Literacy
and Religious Authority in Palestine and Sinai (7th—11th Centuries).
URL: https://cordis.europa.eu/project/id/841476 (nara obpamenus: 20.09.2022).

> KoznoB M. Yuenune cB. Moanna Jlamackuna o IIpecBsaroii boropoauie mo ero cioBam Ha

Boropoaununsie npasnuuku // Cesitooreueckoe Hacieaue. T. 3: TBopenus npenonoOHoro MoanHa
JlamackuHa: XpUCTOIOTHYECKUE U ToJeMudeckue TpakTarbl. CiioBa Ha 60ropoHyHbIE MPA3THUKH
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Cperenckoro moHacTsips, 2003. C. 93.

7 A Patristic Greek Lexicon. G. W. H. Lampe. Oxford: At the Clarendon Press, 1961, [1650 p.]
pp- 1077-1078.

$ TocymapctBennast TperbsikoBckas ranepesi. us. Ne 12033.
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1914. C. 23.
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kinaccugpukauu: B 2 T. M.: UckycctBo, 1963. T. 2. Ne 677.

' XpHCTHAHCTBO B HCKYCCTBE.

Cwm. URL: https://www.icon-art.info/masterpiece.php?mst_id=6269 (nara o6pamenus 20.09.2022).

12 TIpeacraBisemasi Ha WiI. 2 WKOHA — U3 brarosenieHckoro codbopa ropoaa ColbBbIYETOICKA.
C 1847 no 1870 rox ona Haxoaunach B coOpanuu C. I. CrporanoBa, a ¢ 1870 rona — B My3ee
O6mecTBa noopenus xynoxkHukoB B Cankt-IletepOypre. [TonoOHee cm.
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BOGORODITSYI-NEPROHODIMYIE-VRATA-ILI-NE (nara o6pamenus 20.09.2022).
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URL: http://molitva-info.ru/ikony/ikona-bogoroditsy-neprohodimaya-dver.html (naTa oOpamenws:
20.09.2022).

15 ®dparment mneBueckoit kuuru Oxrtoux // Poccuiickas rocyaapcTBeHHas OHONIMOTEKA.
Mys3eiinoe cobpanue. @. 178. Ne 8574 (3511). JI. 137, o6opoT.

16 Kpyunauna A. H. «Putopckas mpeMynpocTb» APEBHEPYCCKOIO POCIIEBA: O MY3bIKaJIbHO-
nmosTudeckux mpuémax B ctuxupe «Jlnech Briagesika TBapm» // I'peko-pycckue IMeBUYECKHE
napamnenu. K 100-neturo adonckoii sxcnenunuu C. B. Cmonenckoro / Coct. U Hayd. pej.
A. H. Kpyunnuna, H. B. PamazanoBa. M.; CIIG.: Anbsuc-Apxeo, 2008. C. 299.

7 Konsimenko H. II. CHHECTETHMYHOCTh MY3BIKAJIbHO-XYJIO0XKECTBEHHOTO CO3HaHUS (Ha
Marepuane uckycctBa XX Beka). HoBocubupck: HoBocubupckas roc. KOHCEpBATOpHS
M. M. U. I'muukn, 2005. 392 c.
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Abstract. In this interview the famous St. Petersburg-based composer and pianist Sergei
Oskolkov tells about his music, his biography and about the festival for the arts “Sergei Oskolkov
and his Friends” of which he is the artistic director. The musician presents a characterization of the
main stylistic parameters of his music and how there are manifested in certain particular musical
compositions of his written in the genres of opera, orchestral, chamber, piano and incidental music
for the theater. He describes the festival for the arts directed by him, which has been organized
for the last 25 years in St. Petersburg and its suburbs. According to the main principles of its
organization, classical and contemporary music, paintings, poetry, cinema and presentations of
new books are demonstrated in it on an equal footing.
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MUHTepBbIO C KOMMNO3NTOPOM
u nuaHnctom Cepreem OCKONKOBbIM

AHTOH ApKkaabeBu4 Posuep'?

Mocxkosckas 2ocyoapcmeennas koncepsamopus umenu I1. M. Yatikosckozo,
2. Mockesa, Poccus
’Mockosckutl cymanumapHulil yHusepcumen,
2. Mockea, Poccus

L 2antonrovner@mail.ru, https://orcid.org/0000-0002-5954-3996

Annomayusa. B MHTEpBBIO U3BECTHBINH NeTepOyprckuil kommno3utop u nuanuct Ceprei
OCKOJIKOB paccKa3blBaeT O CBOEH My3bIKe, JENUTCS (parMeHTaMu Ouorpapuu M paccykaaeT
0 pykoBoguMoM uM ¢ectuBaie «Cepreil OCKONKOB U €ro Apy3bsi». My3bIKaHT XapaKTepH3yeT
OCHOBHBIE CTHJIMCTHYECKHUE MTapaMETPhl CBOUX COYMHEHNH, CO3JaHHBIX B )KaHpaX OIEPBHI, a TAKKE
OpKeCTPOBOM, KaMepHOU, GOpTENHaHHON U TeaTpaibHON My3bIKU. BrickasbiBaeTcsi 0 DectuBane
UCKYCCTB, KOTOpBIN IpoBoAUTCS B TeueHue 25 net B IlerepOypre u ero okpecTHOCTIX. OCHOBHBIE
OPUHIUNBL  (PECTUBAIBHBIX MEpONPHUATUN 3aKIIIOYAIOTCS B MPEJCTaBICHUM B PAaBHOM Mepe
KJIACCUYECKON M COBPEMEHHON MY3bIKH, @ KPOME TOTO — IPOU3BEACHUN JKUBOIIMCH, IT0331UHU, KHHO

nu Hp63€HTaI_II/II7I HOBBIX KHHI.

Knrwoueswie cnosa: xommnosurop Cepreit OckoskoB, COBpeMeHHast My3blIKka, (hectuBaib «Cepreit
OcCKoJIKOB U €ro Apy3bsi», My3bikaibHbli [leTepOypr, [leteprod, Opannendbaym

Ana yumupoeanusn: PoBaep A. A. VIHTepBbIO ¢ KOMIIO3UTOpPOM M nuaHucToM Cepreem
OckonkoBbIM // IIpoGnemsl My3bikanbHOM Hayku / Music Scholarship. 2022. Ne 3. C. 70-77.

DOI: 10.56620/2782-3598.2022.3.070-077

Mr. Oskolkov, you are well-known as a
St. Petersburg-based composer and pianist,
as well as the organizer of the festival for
the arts “Sergei Oskolov and his Friends.”
I would be happy if you could share some
information in all three of these hypostases.
Please tell us about your music. Could
you name and give a characterization of
your most significant and representative
compositions?

I have been able to compose a
considerable amount of music, around
a hundred works. Among my most
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representative compositions is my opera
“Count Nulin” for five solo singers and
chamber orchestra, based on the long poem
of Alexander Pushkin, which was recorded
on the Leningrad Radio and subsequently
released on a compact disc under the
direction of conductor Robert Luther, my
opera “Kupriyanov and Natasha” for two
singers and the chamber instrumental
ensemble of violin, cello and piano based on
the play with the same name by Alexander
Vvedensky, as well as two concertos for
piano and orchestra. 1 have also written
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three cantatas, one of them for a cappella
chorus, titled ‘“Pamyat’ [“Memory”],
composed in 1985 on the poems of wartime
poems in commemoration of the fortieth
anniversary of the victory in World War
II, the second one, “Autumn Cantata” for
soprano, clarinet and string orchestra, set
to poems by Ivan Bunin, and the third,
“Cortége d’Orphée” for baritone and organ
set to poems by Guillaume Apollinaire.
A very significant composition for
me, written on a commission of the
Bryansk Culture Department in 2003 in
commemoration of the two hundredth
anniversary of the birth of the famous poet
Feodor Tutchev, is the cantata “O veshchaya
dusha moya” [“O, my Prophetic Soul”]
for recitation, piano and string orchestra.
Since I am a pianist, I have composed a
large quantity of piano music, including
eight sonatas for solo piano, which I have
performedregularly in my concerts and solo
recitals. [ have also composed three sonatas
for violin and piano, a sonata for bass-
clarinet and piano, and a wide assortment
of other chamber music, as well as several
song cycles and a substantial amount of
music for theater and cinema. In the early
1990s my music for theater was performed
in numerous theatrical productions in
St. Petersburg, most notably, my music for
the play “Till Eulenspiegel” composed for
a performance in a student theater, as well
as the music for the children’s performance
“Kogda rastsvetyot margaritka” [“When
the Marguerite will Blossom™] written
for the Chimkent Puppet Theater, from
which I have extracted numerous musical
fragments which I have performed
regularly in my concerts.

In my music I make use of a broad
palette of musical means. In some of my
compositions [ incorporate innovative,
atonal harmonies and elements of avant-
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garde techniques, while other works of
mine possess diatonic harmony and a rather
traditional musical language, combining
elements of romanticism and neoclassicism.
In some of my works I combine these
various musical means organically,
creating compositions which are integral
in their musical logic. For example, my
piano sonatas are endowed with complex,
chromatic, frequently atonal harmonies,
dramatic emotional moods and a virtuosic
piano technique expanding on those of
Liszt and Rachmaninoff. On the other hand,
in my operas there is a predominance of
diatonic harmonies, a coloristic attitude
towards vocal and instrumental timbres,
as well as a vivid theatrical expressivity.
For example, my opera “Kupriyanov and
Natasha” combines colorful, expressive
arioso passages, endowed with diatonic
harmonies, continuing the traditions of
romantic and neoclassical opera, on the one
hand, and complex, dramatic fragments,
possessing atonal harmonies, dramatic
effects and extended technical effects
in the instrumental parts, and grotesque
expressionistic moods, on the other
hand. Some of my compositions initially
composed as incidental music for theater
are occasionally performed by me in my
concerts. Such is the broad spectrum of my
musical style.

Could you tell us about how your musical
path began, and with whom did you study
during your formative years?

Iwasbornand grew up in Donetsk, where
I began my musical studies. In my youthful
years a significant influence was exerted
by my grandfather Lev Samoylovich
Shpolyansky. He was a student of Reinhold
Gliere at the Kiev Conservatory, where he
also studied piano with Felix Blumenfeld.
My grandfather was a unique personality,
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a very fine composer and a brilliant
musician. However, he was a person who
stopped in his development on 19th and
early 20th century Russian classical music,
on such composers as Tchaikovsky and
Gliere. All subsequently created music
by such composers as Prokofiev and
Shostakovich was already perceived by
him with great difficulty. He was a man
who held his own absolute convictions.
He worked as the chief choral director of
the Donetsk Opera, and during the last
years of his life he taught at the Donetsk
Music College, where he had to give
solfege dictations all the time. On his way
to work he usually composed short two-
voiced pieces for his dictations in his head,
which then he played for his students, so
that they would write them down on music
paper after hearing them. Subsequently,
many years later, an entire collection of his
pieces for solfege dictations was published.
A number of his short piano pieces was
written by him for me.

Undoubtedly, an important influence
for me was provided by my parents — my
father, a cellist and musicologist, and my
mother, a musicologist. This shows that |
grew up in a musical environment, as the
result of which my subsequent path was
determined as being in the field of music,
just as the paths of my two sons, Sergei Jr.
and Alexander, both of whom are members
of the Composers’ Union.

Next, I must definitely mention my
music school where I studied in Donetsk,
where I had a remarkable piano teacher,
Valeria Nikolayevna Zaplatkina. After
that, at the Donetsk Music College I began
studying with an absolutely unique teacher,
a graduate of the Moscow Conservatory,
Galina Davidovna Sladkovskaya, who
determined in an absolutely cardinal way
my subsequent development in the field of
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music, first of all, as a pianist; but she also
influenced my formation as a composer —
in her class 1 began playing the music of
contemporary composers, in addition to the
classical repertoire. It was from her that I
heard for the very first time the names of
such composers as Miroslav Skorik, Boris
Tishchenko and Rodion Shchedrin — their
music was a great rarity for Donetsk in
those days.

I began studying at the Leningrad
Conservatory, first as a pianist, after
having played my own transcription of
Stravinsky’s “Petrushka” for piano at the
entrance exam. Sladkovskaya inspired me
withastrong confidence inmy own abilities.
I was elated from my lessons with her, and
I am still very grateful to her that it was
particularly she who helped me determine
my course of life as that of a musician.
At the Leningrad Conservatory I studied
piano with People’s Artist of the USSR,
Professor Pavel Alexeyevich Serebryakov;
I was virtually his last student — in 1977,
during the year of my graduation from
the Conservatory, in the spring I played
the piano in my state examination, and in
August he passed away.

Parallel to that, when I studied in the
first course of the Conservatory as a pianist,
I began attending a seminar of beginning
composers held in the Leningrad Section
of the Composers’ Union by Vyacheslav
Nagovitsin. 1 also studied counterpoint
with the remarkable professor losif
Yakovlevich Pustylnik, and also attended
Johann Georgievich Admoni’s seminar. The
seminar for beginning composers brought
forth many significant composers.

Nagovitsin was one of the last students
of Dmitri Shostakovich. He guided his
students in a very precise and a very
delicate manner. He never suppressed any
of my compositional plans, but curtailed
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only what he saw as being absolutely
inconsistent with the main musical idea in
my works. He told me many stories about
his teacher Shostakovich, about his method
and manner of work, about his character
and his life, and this, naturally, exerted
an impact on me, as it did on many others
— since, for the most part, the Leningrad
compositional school was formed under
the aureole of Shostakovich’s music and
personality.

I had many remarkable teachers, but, of
course, in regards to music composition, first
of all, my utmost gratitude during my whole
life remains towards Yuri Alexandrovich
Falik, with whom I studied orchestration,
score reading, and composition at the
Leningrad Conservatory. Until the last
days of his life, we remained in close
contact with him, frequently communicated
with him, and I regularly showed him my
compositions. So, Nagovitsin and Falik
were my main composition teachers.

Could you tell us about your festival
for the arts “Sergei Oskolkov and his
Friends”? What year did it begin in,
where does it take place, what principle of
organization does it follow, what music is
performed in it, and what other art works
are presented in it?

[ can speak about the festival for
great length, since it has been a most
significant part of my life, having been
organization for already a quarter of a
century. It was begun twenty-five years
ago, in 1997, and it was transformed from
a small-scale undertaking to a grandiose,
socially significant event for Peterhof and
Oranienbaum, as well as for St. Petersburg.
When we began our endeavor, it was the
first and only festival to be organized in
these beautiful suburbs of St. Petersburg,
and it was devoted to a number of different

arts: music, poetry, painting, theater and
cinema. And all these twenty-five years
we have made the attempt to demonstrate
this combination of all these arts, so that
it would remain significant at each of the
festivals. Our very first festival took place
entirely in Oranienbaum, in the park of
this suburban town. During the entire time
of the festival artists from over twenty
countries of the world have participated
in it. So it can be rightfully called an
international festival. The remarkable
conductor Vladimir Fanshil, who currently
lives in Western Europe, came here to take
part in the festival. There were remarkable
musicians who came from Italy, such as
flutist Roberto Fabbriciani; we have hosted
Swiss clarinetist Michel Marang, one of
the most famous clarinetists from Europe,
the outstanding Belgian clarinetist and
composer Hedwig Swimberghe, as well as
numerous remarkable artists from Russia.

We have hosted art exhibitions, in
which a large number of painters from
St.  Petersburg and Peterhof have
participated. This year three exhibitions
have taken place as part of our festival —
in the avant-garde gallery DokArt, in the
Cultural Exhibition Center on Leninsky
prospect titled “The Best City on Earth”
and the Semyon Geychenko Library in
Peterhof.

The festival has included poetry readings
organized by poets from St. Petersburg and
Peterhof, who have constantly changed —
some have left us, some have remained with
us, and new poets have also appeared.

What goals does your festival pursue?
Could you tell us about its special distinctive
features? Do you devote much attention to
contemporary music in it?

A special feature of the festival is that
it is devoted not only to music, but also
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to poetry, theater, painting and cinema.
The aim of this is synthesis of the arts, the
unification of the most diverse artists of all
varieties. Our festival primarily instigates
meetings of like-minded people and
artistic colleagues. As for contemporary
music, it is presented in the festival on an
equal footing with classical music. This
is particularly why an important role here
is played by the personalities of both the
performers and the composers. As a rule,
I also participate regularly in the concerts,
moreover, both performing as a pianist —
asoloist and an accompanist for the vocalists
and instrumentalists — and demonstrate my
new works, as a composer. And now I can
assert with certitude that our festival has
justified its name fully and completely:
almost every year it enjoys the participation
of my friends among the performers
who present programs of works from the
classical repertoire and contemporary
oeuvres, as well as composers who almost
every year contribute new compositions to
the judgment of the audiences. It must be
emphasized that both varieties of music are
distinguished with high professionalism.
But this does not deter in the least the
creation of a relaxed, informal atmosphere
of friendly communication during the
entire course of the duration of the festival
each year.

It seems that your festival hosts an
established group of friends among
the composers and the performers who
regularly take part in it. Thereby, it can be
asserted that you have created a veritable
artistic community?

At the same time the festival by no
means narrows down to the same names.
We regularly invite new performers and
composers to participate in our programs,
and they become our new friends. Our
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contemporary music programs reflect the
present-day context of the musical life
of St. Petersburg and to a great extent of
our whole country. At the same time, the
high quality of the performance mastery
and the high quality of the compositional
content has made it possible for our
festival to send on equal footage with such
contemporary music forums organized in
Russia’s northern capital as the festivals
“From the Avant-garde to the Present Day,”
“Sound Ways,” “St. Petersburg Spring,”
and “Pythian Games.” But we differ from
all of them in that, as I have stated before,
our concert programs demonstrate not only
contemporary music, but also the immortal
classics.

Could you please tell us what other
events take place as part of the festival?
As we know, they are not limited to music,
poetry and the visual arts.

The festival has been initially devoted
to music, painting, poetry, theater and
cinema. It often includes presentations of
new editions of books of poetry and prose,
as well as books about music. Frequently,
such presentations are organized together
with related concerts, so one event can
smoothly give way to onto another. The
festival also includes demonstrations of
new feature, documentary and innovative
movies. Among the latter, special mention
must be made of the presentation of
Anastasia Yakubek’s film “Ya svoboden”
[“I am Free”] about the unique personality
and tragic fate of composer Vsevolod
Petrovich Zaderatsky, whose music was
prohibited from being performed during
the years of Stalin’s rule and who was
sent to labor camps several times, Andrei
Bandura and Alexander Milyushin’s film
“Prometheus,” in which a recording of
Scriabin’s composition with the same title
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1s combined with original video design
selected by the two producers, as well
as Anastasia Jurgenson’s film about her
great-great-grandfather Piotr Ivanovich
Jurgenson, the first music publisher in
Russia, which also describes the activities
of her father Boris Petrovich Jurgenson, the
organizer of the concerts of the Jurgenson
Salon in Moscow.

A number of films by the outstanding
Russian film producer Alexander Sokurov,
as well as a retrospective of films by my
friend Alexander Sulyayev, who died at
an early age, have been demonstrated
at the festival. I must also mention the
regular participation in the festival of the
outstanding movie producer, a winner of
numerous international film festivals Dmitri
Frolov (incidentally, I have written the
music for many of his films).

Could you tell us about the contemporary
music concerts which take place within
the festival? In which concert halls are
they held, and in what manner are they
organized?

Ten years ago we have brought in a
new innovation into the format of our
contemporary music concerts, which now
have a new annual main theme for their
programs. Now each year the composers
who are participants of the festival
write new works “on a given theme.”
These compositions are performed by
the chamber ensemble “Sound Ways,”
which is directed by pianist and composer
Nikolai Mazhara. Such a unity of subject
matter provides not only unity, but also a
dynamic sense to the musical programs.
The contemporary music concerts are
held in the concert hall of the Composer’
Union Building, or on the concert hall
of the Foundation of the Artist Mikhail
Chemiakine on Sadovaya Street, in a venue
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which is greatly appropriate in its spirit
for events devoted to contemporary music
and art. The composers who regularly take
part in the festival’s contemporary music
concerts include Georgy Firtich, Boris
Arkhimandritov, Vladislav  Uspensky,
Georgy Portnov, Gennady Belov, Andrei
Petrov, Stanislav Vorontsovsky, Leonid
Rezetdinov, Svetlana Lavrova, Vladislava
Malakhovskaya, Igor Vorobyov, Alexander
Radvilovich, Olga Petrova, Nikolai
Mazhara, Sofia Levkovskaya, Irina
Tseslyukovich, Mikhail Krutik, as well
as many others. You, Anton, are a regular
participant of almost all of our festivals!
The festival has presented works by
composers from outside of Russia, such
as Jean-Luc Darbellay from Switzerland
and Joseph Pehrson from the USA. Until
recently, a regular visitor and participant
of the festival was composer and violinist
Mark Belodubrovsky, who was the
artistic director of the Nikolai Roslavetz
and Nahum Gabo Festival for the Arts in
Bryansk for many years. In a certan sense,
the festival in Bryansk was a «relative»
festival to «Sergei Oskolkov and his
Friends.»  Belodubrovsky  constantly
performed both his of music and the works
of the classics and oour contemporaries on
the violin. Because of Belodubrovsky’s
efforts the programs of our festival
included the participation of a large
number of musicians from Bryansk. The
most impressive group among them was
the children’s folklore-ethnographic vocal
ensemble «Solovushki.» In recent times
Belodubrovsky was not able to attend our
festival because of the poor condition of his
health, but his compositions have continued
to sound in it in our contemporary music
concerts. A few years ago, we were visited
by composer Lorens Blinov from Kazan,
whose 75-th birthday was commemorated



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 3
(0

by a concert of his music, as well as a Thank you for your substantive
remarkable performance of his virtuosic interview, Mr. Oskolkov! I wish you and
Sonata for piano written in the serial your colleagues, the participants of the
technique, which was brilliantly performed  festival “Sergei Oskolkov and his Friends”
by Moscow-based pianist Feodor Amirov.  great success!
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Annomayun. B cratbe paccMarpuBaeTCsl HCTOpUYECKas JUHAMHUKAa  TEOPETHKO-
METOAO0JIOIMUECKHX MO/IX0/I0B K CYIITHOCTH UT'PhI U UX 3HAYCHHE B COBPEMEHHOM HayKe U KYJBTYpeE.
Boigenena ponb urpsl B punocodpun apeBHuX BpeMmEH. [IpencraBieHbl KilacCHYeCKUE TEOPUU
urpel: Teopusi u3obiTka cun [lumnepa n CreHcepa, Teopusi BoccTaHoBieHus cui Jlazapyca,
Teopusi ynpaxkHeHus ['pooca, Teopus pexanuTysiuu Xoia. Urpa kak cmoco0 TOCTHXEHUs
YIOBOJIBCTBHSI pacCMOTpeHa uepe3 Teopuio bronepa. YieneHoO BHMMaHHE MCUXOJUHAMHUYECKOMN
teopun Dpeiila B KOHTEKCTE MOHUMAHUS WUTPHI, B3MIsAAaM JpukcoHa U Bunaukora. OTaenbHO
BbIJICJICHA METAaKOMMYHUKaTuBHas Teopusi belircona. Ocoboe BHMMaHHE HAlpaBlIE€HO Ha
paccMOTpeHuEe MOAXOJ0B K IMOHHMMAHUIO WTPbl B TEOPUU KOTHUTHUBHOTO pa3BuTHs [lnaxke
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U aHTPONOJIOTMYECKUX HccienoBaHui. braronaps aHanu3y NpencTaBICHHBIX TEOPUHM JeNaeTcs
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HacToJIbHbIE. MeHee BCero 3aMHTEpECOBAHHOCTU Y PECIIOH/IEHTOB BbI3bIBAET TAKOW BHUJ UTpP, KaK
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Knrouegwie cnosa: urpa, urpoBasi 1€ATeIbHOCTb, KyIbTypa, COBPEMEHHASI MOJIOIEKD

Jna yumuposanusa: BacunbeBa E. W. Urpa: HUCTOPHUKO-KYIBTYpPOJIOTHUECKUN TOAX0A //
[IpoGnemb! my3bikanbHOU Hayku / Music Scholarship. 2022. Ne 3. C. 78—86. (Ha anr. 53.)

DOI: 10.56620/2782-3598.2022.3.078-086

lay as a socio-cultural phenomenon importance and significance in a child’s
has its own unique history. In the life. Children playing together engage and
course of the historical development develop their emotional, cognitive, physical,
of society, it has become increasingly and social skills. By playing, the child
important for the formation of personality. becomes involved in interaction with the
Early childhood researchers worldwide surrounding world at an early age. Playing
assign a significant role to play, noting its  allows children to create and explore a world

79



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3

G/ﬁ\

that they can master, overcoming their fears,
practicing adult roles, and this can happen
when a child is alone or in combination with
other children or adults. While playing,
a growing person can evaluate his or her
feelings and emotions in a new way.

The topic of children’s games and the
work of supporting them is acutely relevant
in many countries of the world. The right
to play is fixed in the UN Convention on
the Rights of the Child. Article 31 of the
Convention states that “every child has
the right to rest and leisure, to engage in
play and recreational activities appropriate
to the age of the child and to participate
freely in cultural life and the arts. The
member governments shall respect and
promote the right of the child to participate
fully in cultural and artistic life and shall
encourage the provision of appropriate and
equal opportunities for cultural, artistic,
recreational and leisure activity.”' In the
comments to the article, the signs of playing
are also recorded:

— playing is a free activity, devoid of
coercion and control from adults;

— playing should bring an emotional
uplift. The source of pleasure is the process
of activity and not its result or evaluation;

— playing  always  demonstrates
spontaneity, unpredictability, and active
testing of oneself, and the subject of
playing.?

However, children are hardly the only
ones who are in need of playing. Play in
present-day culture allows people of any
age to use their creative abilities, develop
their imagination, dexterity, and physical
strength, help improve their skills and
acquire new ones, leading, in particular,
to increased confidence and stability in the
future. Play helps master the skill of working
in a team and learn how to negotiate and
resolve conflicts.
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Due to the development of digital
technologies, playing has become
widespread, and the playing space has
expanded its boundaries. Play as a form
of culture has become an essential part
of today’s developing society, allowing
groups to unite and share experiences
through cooperation or competition. At the
same time, through a carefully thought-
out scenario, it focuses on current world
problems and impacts the economy and
the social sphere. Play has long extended
in its boundaries beyond entertainment,
occupying a separate economic niche with
its own rules, specialists, researchers, and,
most importantly, participants. More and
more young people are trying to get into the
playingindustry sinceatthepresenttimeithas
become a promising multi-faceted industry
related to both training and entertainment.
Currently, it has become a professional
activity in the field of advertising, PR,
psychological and animation technologies,
business communications, etc.

The idea of the role and place of play
in culture has been one of the critical
problems of philosophical analysis since
ancient times. This fact was mentioned in
the works of ancient thinkers and scholars
who presented play as an activity that does
not bring any specific benefit and bears no
relation to the truth but is accompanied by a
sense of pleasure from a break in everyday
life.’> In the process of playing, a child can
cultivate the necessary skills and learn about
the world.*

People still engage in a great amount of
debate about what playing is. The features of
play and certain aspects of its phenomenon
are studied by psychologists, cultural
scholars, sociologists, philosophers, etc.
There are many theoretical explanations
by authors in Russia and in other countries
about what play is and why it exists. [1]
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The most general view of the history of
playing activity allows us to distinguish two
main opposite points of view on the problem
of the origin of play:

— Play is considered an instinctive-
biological activity of a person, a historical
precursor of labor and culture;

— Play is a social phenomenon by its
nature, which arose from practical activities
of people.

Friedrich Schiller’s German philosophy
considered play to be an aesthetic
phenomenon with a specific goal, a sensual
ideal (beauty), and a certain state, which is
a free manifestation of all human creative
abilities, the development of their sensory
and spiritual forces. In play people can
change not only themselves but also the
world around them.’ According to the views
of English sociologist and the creator of
synthetic philosophy Herbert Spencer, play
was considered to be a product of surplus
energy remaining even after basic needs of
people are satisfied.® In science, this position
1s known as the theory of surplus forces.

The opposite view suggests that play
makes up for the lack of energy spent on
work.” In this case, play is an activity
through which working individuals restore
their exhausted energy.

Classical theories such as Karl Groos’
theory of exercises and G. Stanley Hall’s
theory of recapitulation examine play from
the point of view of instincts. According to
Hall, it helps eliminate a number of primitive
and unnecessary instinctive skills, rather
than contribute to a person’s survival in
the future. The author believes that playing
helps children pass briefly through the stages
of development of all humankind.® Play
in Groos’s theory acts as training of adult
activity, strengthening the instincts necessary
for the future. For adults, play recedes into
the background before serious life problems.

81

For a child, it is the main content of life.
Analyzing the difference between play and
serious activities, Groos notes the feeling of
freedom inherent in play and that it provides
a source of pleasure. If it is not the occupation
itself that is pleasant in work, but the goal, the
result of work, then in play, on the contrary,
the occupation itself, which is performed
without any external goal, is pleasant.’

Another German scholar, Karl Ludwig
Biihler, accepting Groos’ theory, believed
that the main mechanism for play is the
desire for pleasure. Biihler defined play as
an activity accompanied by the functional
satisfaction of deep instincts inherent in any
person, which cannot find satisfaction in the
real conditions of a child’s life. According
to Biihler, the primary source of play is
contained not in individual instincts but
in general innate drives.!® He borrows the
content of these drives entirely from Freud:
the desire for liberation, for merging with
the environment, and the tendency to repeat.

Theories developed over the past century
include psychoanalysis. Play is essential for
the child’s emotional development.! and
acts as a catharsis in eliminating negative
feelings associated with traumatic events.'
In addition, play helps in diagnosis, and in
some cases, in the healing process."?

According to the metacommunicative
theory, it is emphasized that in play children
learn to act simultaneously on two levels:

— imaginary meanings of objects and
actions;

— their own personalities, the real
personalities of other players, and the real
values of objects and actions used in play.'

Johan Huizinga’s anthropological theory
considers play to represent the primary
function of man, one of the essential spiritual
elements of life, noting its universality for
humanity and justifying its greater antiquity
than culture. In his opinion, it is not play that
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1s born within culture, but human culture is
born from play. Huizinga considered such
cultural forms as speech, myth, and even
science as possessing grounds in play. Play is
an essential factor in the formation of culture,
it is an element present in every culture, and
it is so vital that it makes every culture look
like play. Furthermore, if initially, the scholar
focuses on such a feature of play as frivolity,
he later defined it as a free action carried out
in the space of the playing community and
having a strict internal order. The in-depth
research carried out by Huizinga is essential
for understanding the essence of play in
different cultures, substantiating the role of
various forms of play and such elements
as tension and uncertainty as a criterion of
the playing process and the formation of
ethical principles and virtue in a person as
the consequences of play.'®

The German philosopher Fink spoke
about play as an activity that is closely
related to other activities. In his opinion, play
does not need to be brought from the outside
since playing situations and playing actions
are closely interwoven into everyday life. To
some extent, everyone has participated in
play, so that every person can speak about
it based on his or her own experience. Even
if it seems that a person has long left behind
the playing stage of his or her life, he or she
would still be involved in the game in the
private, family, and public spheres.'®

There are also theories concerning play
in the context of cognitive development,
vibrant examples of which are presented in
the views on play of Piaget and Vygotsky.

For Piaget, play is the “first world”
activity on the part of the child, the world
of imagination. In play children force
reality to match their perspective without
adapting their way of thinking to reality.
Piaget believed that play involves the
demonstration of already learned actions
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and promotes learning, opening up a new
experience to the child."’

Vygotsky, on the one hand, supported the
views of ancient scholars who justified the
implementation of the function of obtaining
pleasure in play, but, on the other hand, noted
the importance of collective requirements
for the implementation of the rules of play,
thereby he justified the importance of the
socializing element in play. He noted that
the sphere of play is not a prototype of
everyday activity, because, in real life, the
action prevails over the meaning. In play the
action is subordinate to semantic meaning.
Only in play can a child be strictly subject to
the rules because it is in playing that obeying
the rules leads to pleasure.'®

The question of what role play carries
in the socialization and development of the
child has also provided considerable interest
in the sphere of pedagogical sciences. In the
organization of education and training, play,
according to teachers, can give pleasure,
self-affirmation in interesting classes
and, most importantly, in simple form for
preparing for active work."

While studying the phenomenon of
play, D. B. Elkonin believed that it must be
studied as a form of life and special activity
of children, as a means of orientation in the
world of human actions, human relations,
goals, and motives. According to the Soviet
psychologist, a person’s need for play arises
from the first year of his or her life and later
embodies his or her attitude towards the
outside world and social reality.

Play is a special type of activity that
replaces the real situation with a conditional
one. However, even in this conditional
situation, play may pursue quite serious
goals to form certain skills, feelings, and
emotions.?' It also serves as a means of
transmitting cultural values. The origin of
play in ancient society is connected with
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the origin of art. The desire to experience
feelings from a particular activity led a
person to ritual games, dances, songs.?> The
main core of the ceremony is the ritual part,
mandatory for all participants, where the
most significant and important movements,
gestures, and actions are honed. Play
(as a way of realizing the plastic capabilities
of the human body) has three main features:

— the illusory;

— variability;

— freedom.

Because of the imitation of actions related
to hunting or other everyday activities, play
has become a phenomenal space, a “testing
ground” for the formation of human
consciousness and mental apparatus aimed
at controlling behavioral reactions.?

The main problem formodernresearchers
1s the lack of a general definition of the term
“play.” The author analyzed the presented
theories. Thus, it becomes clear that there is
no shortage of ideas regarding the concept
of “play” under consideration. However,
although the author carefully explains
playing behavior, each scholar limits his or
her research to a specific aspect. We should
note that over time, the role and place of play
in a person’s life have changed dramatically.
If the ancient thinkers considered play to be
frivolous and unproductive, then further
research by scholars included both the
instinctive-biological aspect and the social-
psychological. Play occupies a special place
in cultural theories that link the emergence
of culture with playing activities.

In an attempt to find out what play is for
modern young people, we have conducted
a study, the results of which are presented
later in the article.

To 1identify playing preferences and
the attitude of young people to playing
activities, we have used the sociological
method (in the form of a survey). The data
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was collected based on Google Forms using
a questionnaire developed by the author.

The study involved 90 people aged
14 to 30 years in the city of Vladivostok.
The purpose of the study was to find out
the meaning of play in the representation
of young people. The objectives of the
study included: the analysis of theoretical
approaches to understanding the term
“play,” as well as the study of the role and
place of play in the life of modern young.

The study used a cultural-anthropological
approach and a sociological method (in
the form of a survey), carried out both
quantitative and qualitative analysis of the
data obtained.

Among the respondents, of which
40% were women and 60% were men, the
results showed that 77% prefer computer
games, 58% prefer mobile games, 48%
prefer board games, and 31% prefer role-
playing. In contrast, such types of games
as the mobile varieties (urban orientation,
etc.) and sports (football, basketball, etc.)
have not particularly aroused interest.
In addition, 11% of the respondents were
interested in outdoor games, and 14% were
interested in sports. According to the survey,
young people are least interested in such
a type of “game” as gambling. Among all
respondents, only 7% indicated this type in
their preferences. The results of the survey
as a percentage are shown in Fig. 1.
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Fig. 1. Respondents’ Preferences of Forms of Play.
Source: Compiled by the authors
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According to 84% of the respondents,
play provides an opportunity to escape
from everyday life. Moreover, 58% of
respondents can devote three or more
hours to play on weekends, only 18% on
weekdays. At the same time, 84% believe
that play must possess the functions
of entertainment and relaxation. The
respondents consider the psychotechnical
function of play to be the least important.
Among the respondents, only 8% chose
this function. The survey results on the
functions of play in terms of percentage
are shown in Fig. 2.

Fig. 2. Priority of Play Functions among Respondents.
Source: Compiled by the authors

This survey showed that there are
no special differences in the playing
preferences among the various age groups.
The respondents in the age group of 14-18
years old identify computer/console and
sports games as their preferred types of
playing. Computer games are also preferred
by two other age groups — those of 19-24
years and 25-30 years. Furthermore, the
respondents noted mobile and desktop
games as being significant. The respondents
demonstrated their preference for spending
a considerable amount of time (three hours
or more) playing games only on weekends
and not more than one or two hours on
weekdays.
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Due to the results obtained, we can
conclude that there have been no studies
undertaken in Russia or in other countries
of preferences of various games or other
types of play. Separate studies studying the
preferences ofthe content of electronic games
(computer and mobile) have allowed us to
draw many conclusions similar to those of
various other authors. With the development
of technologies, the popularity of these types
of games has increased. However, there are
no significant differences shown in the time
spent playing computer games among the
different age groups. Computer and mobile
games are an integral part of the lives of
the majority of respondents. Regardless
of age, the time spent playing games on
weekdays does not exceed two hours a day.
On weekends, the time increases to three
hours or more. [2] In studies on mobile
games it is noted that most of the people
engaged in them are teenagers aged 13—17
years. [3] However, our pilot study showed
otherwise: people pertaining to the age group
of 14-18 years prefer computer and sport
games. Researchers explain the popularity
of mobile games among older age groups
by the ubiquity of mobile devices. Young
people most often turn to these games for
recreation and entertainment. They have
become additions to smartphones and offer
everyday participation in games during their
commutes to work or lunch breaks. [4; 5]
As previously assumed, for the respondents
playing games provides a way to relax and
to escape from everyday life. At the same
time, in their opinion, they should not carry
any semantic load, but must remain easy for
perception.

A comparative analysis of the data
obtained with that of other researchers
has made it possible for us to conclude
that present-day young people do not
attach much intellectual importance to
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games, using them only for entertainment
purposes. People do not have much time
for playing games, especially on weekdays.
The entire day is not allocated for play,
even on weekends. Despite the introduction
of playing activities in all spheres of life,
young people do not consider play as a
means for obtaining new opportunities for
developing their early acquired skills. Also,
the respondents have not focuses on any of
the psychological functions of play.

This work is the first pilot study of the
relationship of the culture of play with the

value and semantic aspects of the lives of
present-day young people in Russia. Due
to the data obtained, we concluded that the
modern Russian youth does not perceive
play or games as a serious activity that
contributes to developing any skills and
abilities. Games currently serve only as
a means of entertainment, as a means to
acquire pleasure from the process. Further
research on this topic will allow us to come
up with a complete picture. In order to do
this, we need to expand the sample to its
representativeness in the general population.
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Annomayun. CTpyKTypuUpOBaHHbIE aKyCTHUECKHE (POPMBI, TaKUe KaK CTHX, OpaTOpPCKasi pedb
U TIECHS, MOTYT PaccMaTpHBaThCs Kak (popMUpYIOIIME KOHTUHYYM C €CTECTBEHHBIMH YCTHBIMHU
BBICKA3bIBAHUSAMU M IUCbMEHHON peublo. McnonHseMble TEKCThI, KOTOpPBIE NPOU3HOCATCH,
JEKIIAMUPYIOTCSL U TIOKOTCS, MOTYT Pa3JIM4aThCs IO CTEIICHU 3aIIOMHUHAEMOCTH U CIIOHTAHHOCTH.
[IpoBoauMOE paHee UCCIEN0BAHUE KIIECEHHOCTUY, KOTOPAs SIBISIETCS KPUTEPUEM KOMIIETEHTHOCTH
CTUXOTBOPHOTO TMEPEBONA, pacIIMpseTcs, BKIO4Yas B ce0s MOHATHE «PIMabeTbHOCTHY.
Teopetnueckuii 0030p M CpaBHEHHE WM3MEHEHHI, MPOMCXOJUBIIMX B AHIIMHCKOH M PYCCKOH
M033UU B TEUEHUE MOCIEIHUX IBYX CTOJECTHM, 3aBEPILIAIOTCS KPAaTKUM 0030pOM TBOPUECTBA TPEX
COBPEMEHHBIX POI-UCIOJHUATENEH, MUITYIIUX HA AHINIMKACKOM, MCIIAHCKOM M PYCCKOM SI3BIKaXx.
I'nnoresa U30XpOHKUHM, IPEAIIOIAratOIasl, YTO BBICKA3bIBAaHUS TATOTEIOT K BDEMEHHON OpraHU3aluu
B CETMEHTHI, BOCIIPUHUMAEMBIEC KaK PAaBHbIC WM YKBUBAJICHTHBIE 110 JJIUTEIbHOCTH, OLICHUBACTCS
IIPUMEHUTEIIBLHO K aHINIMMCKOMY U PYCCKOMY SI3bIKAM Ha IPUMEPE ITPOEKTA, TOCBAILEHHOIO IEPEBOY
CTUXOTBOPEHHUsI PyCCKOro rmosta Muxauna JIepMOHTOBA Ha aHINIMKMCKUH A3BIK; B paMKax JTaHHOIO
IIPOEKTa OPUTMHAJIBHBIA U NEPEBEIEHHBIN TEKCTBI UCIIOIHSAIOTCS Ha OJUH U TOT K€ COYMHEHHBIN
(hOHOBBII My3BIKATBHBIN TPEK, 3ByUaINil B OTHOM U TOM e TeMIle. B mocieHIX uccieaoBaHusx
M30XPOHMH YEJIOBEUYECKOTO S3bIKa B OCHOBHOM HCIIOJIB3YETCS aHAJIUTHYECKUN/IMIUPUYECKUI
IIOIXOJl, OCHOBAHHBII HAa €CTECTBEHHBIX JIMHIBUCTUYECKUX KOpIlycaxX. B To e Bpems CylIecTByeT
aJIbTCPHATUBHBIM CUHTETUYECKUU IOAXOJ, KOTOPBIM 3aKJIKYaeTCi B OLEHMBAHUM IIOTOKA
UCIIOTHEHUSI CTPYKTYPUPOBAHHOTO TEKCTa, JAEKJIAaMUPyeMOoro Ha (oHE PUTMUYHOTO TpEKa
C TOCTOSIHHBIM TeMIIOM. B cTarbe 00CYXIaloTCsi BOIIPOCHI, Kacaroluecs Ipolecca MepeBosa,
B KOTOPOM JIeJIA€TCs IOTIBITKA COXPAHUTh PUTMHUYECKUH U (PPa3e0IOTHIECKH XapaKTep OpUTHHAA.
OnwuceiBaeTcs MPOLECC UCTIOTHEHMSI «PANOBBIX» AE€KJIaMallui PyCCKOTO OPUTMHajIa U aHITIMICKOTO
NepeBeAEHHOTO TEKCTa Ha O/IMH M TOT e COYMHEHHBIN (DOHOBBIN Tpek. CpaBHEHHE PUTMUUECKUX
0COOEHHOCTEH PYCCKOTO U aHIIMHCKOTO S3bIKOB AT OCHOBaHME JUIS TATbHEHIIIEro UCCIIeI0OBaHNS,
a TaKKe CIYKUT UCTOYHUKOM MH(DOPMAIMH ITPH MTOATOTOBKE TEKCTOB, BHITOIHSIOIINX PA3IUYHbIC
KOMMYHUKaTHBHbIE (DYHKIUH, TOMOTas MpeAcKa3aTh UX 3allOMHHAEMOCTh U 3((EKTUBHOCTH
B IIPUBJICYCHUN BHUMAHUS ayIUTOPHH WUIIA COOECETHUKOB.

Kniouesvie cnoea: cuUHTETMYECKAsh M30XPOHUS, CTUXOTBOPHBIM MEPEBOA, €CTECTBEHHOCTD
peyeBoro noToka, (ppaseonorus, NIECEHHOCTb, PINAOETHLHOCTh, OCTPOTA BHICKA3bIBAHHS
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Introduction

As part of the ongoing Global Village
Bard programme of practical collaborative
work investigating relationships between
languages and cultures, I report on an
encounter with /831-go IYUNYA 11 DNYA
[1831, on the 11th Day of June], an early
poem written by Mikhail Lermontov. This
project involved a translation of the text
into English, musical collaboration, and
two performances of the text in the original
and translated languages, respectively,
involving other performers, visual artists,
etc.

In addition to practical creative
collaborations, the Global Village Bard
programme structures investigations into
theoretical questions about translation,
textual performance and intercultural
communication. For example, in my
previous published research I investigated
the concept of singability as a criterion for
competent verse translation by the example
of a project of translation of Schubert’s
song cycle Winterreise from German into
English, the resultant translation of which
was performed and recorded along with
Schubert’s original accompaniment as
performed by classically trained pianist
Alexander Polyakov. In evaluating the
choices made during this attempt of
translation and performance, readers were
invited to consider the extent to which it
had been successful, or whether different
choices would have produced a more
singable result [1].

In the present work, the concept of
singability is extended to include the
rappability of texts recited against a
musical and rhythmic background having
a constant number of beats-per-minute’,
as exemplified in the popular music genre
of rap. While singability and rappability
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used as criteria for verse translation are
related concepts, some key differences
will be discussed. The research involved a
collaboration between the present author,
producer Andrey Bokovikov and composer
Nikita Nikitin, along with other performers,
technicians and visual artists, resulting in
my performances of the English translation?
and original Russian text® of Lermontov’s
poem [831-go IYUNYA 11 DNYA to the
same composed musical background track.

Research questions

1. To what extent are the rhythms of
a. the Russian language and
b. the English language
describable:
1. according to stress timing
ii. according to syllable timing
i1i. according to mora timing?

2. Does strong isochrony help explain
the singability of a song or the rappability
of a poem?

3. Is Derek Attridge’s concept of beat
prosody (“rhythm in English poetry is
realised by the alternation of beats and
offbeats”) as applicable to Russian as to
English?

4. Are all texts equally rappable? If
not, what are the factors that make a text

rappable?

5.Is a rappable text necessarily
singable? Is a singable text necessarily
rappable?

6. If poetry is memorable speech, what
are the features of poetic speech that make
it more memorable than other forms?

Hypotheses

1. Sung, rapped and spoken Russian,
just like English, is strongly isochronic,
i.e., accurately describable in terms of the
regular alternation of stressed and unstressed
syllables against an underlying (felt) beat.
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2. In either Russian or English, a
rapper’s flow, a singer’s musicality and the
oratory skills of a successful public speaker
are characterised by the skilled handling of
the essential tension between the syllabic
structure of a text and its phraseology as
expressed by stress patterns and moraic
constraints.

3. Although the accurate mapping
of stressed syllables onto the perceived
beats (or off-beats®) is essential to flow,
musicality and oratory, an equally
important role is played by the distribution
and articulation of unstressed syllables
(or their constituents) into the temporal
spaces between these stressed syllables
and the larger grouping of the so-formed
rhythmic units (feet) into phrases, as
well as various compensatory techniques
(e.g., reduction) to account for the breaths
and phrase structure.

4. The amount of attention paid by the
audience or interlocutor to a rapper, singer
or speaker is affected by the perceived
presence of the underlying beat, whether
this i1s made explicit in the form of the
background track, the musical arrangement
or any other audible cue (hand clapping,
foot tapping, lectern thumping etc.), or
is implicit in the shared communicative
space.

The Theoretical Background
and Review of the Literature

The question of rhythm in language has
long fascinated linguists and translators
of poetic texts from one language to
another. The memorability of classical
and civilisation-foundational texts such
as the epic poetry of Homer, which in an
oral culture would have originally been
performed from memory, can be assumed
to have depended on the aspects of their
rhythmic and melodic structures, including
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the crucial factor of rhyme. Significantly,
these criteria also apply to verse translations
deemed competent®, whether from Ancient
Greek to Latin or from (modern) Russian
to English.

The explosion of the scholarly interest
in English prosody during the 19th
century derived much of its terminology
from Latin scholars, for whom the same
considerations had arisen more than two
millennia earlier. However, although
comparable issues arise when trying to
describe the prosodic characteristics of
texts translated within the realm of modern
languages, the terminology and concepts
appropriated from classical Latin are not
always best suited for the task.

Empirical approaches towards
describing the prosodic features of
languages have benefited from a number of
recent technological innovations, including
the widespread availability of large
databases (corpora) of linguistic material,
having both written and audio forms, as
well as the development of conceptual
and analytical tools, such as the pairwise
variability index (PVI)’, beats-and-binding
phonology® and computational music
analysis (CMA)’. Due to the assumption of
the linear passage of time built into such
empirical descriptions, the regularity (or
otherwise) of linguistic events occurring
against such a temporal background — i.e.,
isochrony — becomes of particular salience.

Evolutionary and biological approaches
to signal processing in the animal and
human kingdoms have also formed a basis
for recent research into isochrony [2]'.
Referring to the “conspicuous oscillation
around the classical homeostatic steady
state”, Glass and Mackey apply the concept
of isochrony in the context of everyday
health and clinical practice to refer to
fluctuations around an equilibrium''. Fitch
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suggests that isochrony is “not a fundamental
component of musical rhythm. Rather, it is
a probable (but not inevitable) interaction
of the pattern extraction and entrainment
components of the ‘rhythm faculty’,
driven by a desire for group coherence
and predictability”'?. In researching the
phenomenon of consciousness and related
parameters such as attention, Crick and
Koch propose the influential theory that
an important mechanism underlying
biological consciousness may comprise
oscillations of “neurons firing in semi-
synchrony” at a frequency varying between
around 40-70 Hz" [3].

Here we may pause to consider the
relationships between different linguistic
forms. While Abercrombie and others have
argued for a close connection between the
rhythms of speech and verse!?, this position
has been the subject of much debate and
criticism. In contemporary linguistics it
1s often assumed that spontaneous spoken
language takes priority over the written
and other more structured forms derived
therefrom. However, this assumption
may be challenged. For example, the
“spontaneous” spoken language of children
appears to be informed by learnt patterns
inherent in nursery rhymes, songs and
other rhythmic forms disseminated meme-
wise from material provided by parents,
teachers and peers'>. Moreover, the process
according to which a speech community’s
“natural” language is constantly enriched
by phraseological resources having
an explicitly 1isochronic or metrical
component continues throughout adult
life. Nobody who has attended school or
worked in an office can doubt that his or
her peers’ everyday language has been
significantly influenced by advertising
jingles, catch-phrases, popular songs or
rap. Although under-researched, comic
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timing is widely understood to be one
of the main factors in the successful
delivery of linguistic content experienced
as humorous'¢. Just as Pushkin’s verse is
widely credited with having profoundly
influenced the development of the modern
Russian language, so it is impossible to
imagine English without the influence of
Shakespeare’s iambic pentameter. In his
famous essay, George Orwell identified
the various “abuses” that may result from
the erroneous belief that “language is
a natural growth and not an instrument
which we shape for our own purposes™!’.
Thus, a continuum can be identified on
which a nursery rhyme or rap song has at
least some important rhythmic elements
in common with a Schubert /ied or one
of Shakespeare’s sonnets, as well as with
“natural” or spontaneous speech.

During the period from the Italian
Renaissance'® to contemporaneity, a great
deal of scholarly research into the rhythm of
language (prosody) and poetry translation
has been conducted in different languages,
resulting in a number of useful theoretical
concepts that complement the empirical
approaches used to analyse spoken, recited
and sung language.

We may consider the Golden Age
of Russian poetry, whose outstanding
figures included Alexander Pushkin
and Mikhail Lermontov, as having been
significantly inspired by European poets —
especially Byron — and therefore centrally
involving the act of verse translation.
How could otherwise Byron have been so
profoundly influential on these two great
Russian poets, for whom English was
at best a fourth language (after Russian,
French and German)? Whether read in
Russian translation, via a third language
(e.g., French) or in the original English,
the legend of Byron and his poetry was



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3

G/ﬁ\

transmitted with considerable rapidity into
the Russian cultural sphere. This was not
only because of the wild rumours about
his exploits that were swirling around
Europe, but also in the sense that poets
like Pushkin and Lermontov were able to
“hear” his ironic poetic voice transmitted
across a linguistic boundary.

One of the possible vectors of such a
transmission consisted in the translations
of Byron made by Vasily Zhukovsky,
referred to by Pushkin as “a genius of
translation” and by Korney Chukovsky as
“the greatest Russian translator”, as well
as those undertaken by Ivan Kozlov, Vasily
Verderevsky and others. As shown by Nina
Diakonova, there is also a sense in which
much of Lermontov’s work can itself be
seen as a kind of free translation of works
written by other poets, especially Byron®. In
any case, the extent to which it is possible to
“hear” a poet’s “voice” in another language
has implications for the possibility of poetic
translation per se: if the original poetic voice
1s not transmitted, the translation cannot be
considered to be successful?!.

While continuing to be cross-fertilised
from the verse forms developed in other
languages, as well as in reference to the
Golden Age that preceded it, the early 20th
century Silver Age of Russian poetry may
be contrasted with the contemporaneous
trends in English poetry, which were by
then becoming increasingly dominated by
non-metrical or “free” verse. The poets of
the Silver Age, such as Alexander Blok,
Nikolay Gumilyov, Sergey Yesenin, Osip
Mandelshtam, Anna Akhmatova, Marina
Tsvetaeva and Vladimir Mayakovsky,
though formally innovative, tended to
express their ideas in explicitly metrical
forms, including end-line rhymes*.

Although the Silver Age continued
into the 1920s, the execution, suicide
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or exile of many of its major exponents
saw its replacement by officially
sanctioned socialist realism, as well as
the diversification of such successful
poets as Chukovsky and Samuil Marshak
into less politically dangerous activities,
such as children’s poetry and literary
translation, which was accompanied by
a significant development of the theory
of poetry translation. While a free-verse
movement did emerge in 20th-century
Russian poetry [4], its exponents do not
generally arouse the same interest as their
Silver- and Golden Age forebears.

A significant development in later 20th
century Russian poetry occurred as part
of the Soviet bard phenomenon, of which
Vladimir Vysotsky was to become the
most prominent figure. Here, an ostensibly
amateur cultural movement, having at one-
and-a-half million enthusiastic members
[5], largely dispensed with the notion of
publication (and concomitant censorship),
fulfilling a cultural role that had earlier
been the function of published poetry
in form of lyrical and socially critical
songs, typically performed at unofficial
gatherings around campfires or in private
apartments — and in some cases recorded
for distribution and posterity on reel-to-reel
tape recorders (magnitizdat). This cultural
phenomenon can be seen to have emerged
from the song repertoire associated with
the Great Patriotic War?, which continues
to perform an important memorialising
function with respect to the vast number of
Soviet soldiers and civilians who perished
between 1941 and 1945.

Meanwhile, in English-language poetry
the modernist moment would divide poetry
into two quite distinct directions, which
may be broadly characterised as free verse
and song. Although the “sprung rhythm”
of Gerard Manley Hopkins, whose
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precedents may lie in the “strong-stress
Anglo-Saxon alliterative measure”, has
been referred to as “rigidly isochronous”,
at the same time it has been seen as part of
the tendency towards free verse*, of which
Walt Whitman is perhaps the best-known
exponent. While continuing to refer to the
metrical forms, the major 20th century
English-language poets and theorists, such
as W. B. Yeats, Ezra Pound, T. S. Eliot
and W. H. Auden, also developed and
problematised the tendency towards free
(generally non-metrical and non-rhymed)
verse. Auden’s famous definition of poetry
as “memorable speech” saliently raises
the question of what makes poetry more
memorable than non-poetic speech®. For
example, certain public speeches appearing
in political contexts, such as Winston
Churchill’s war speeches (We shall fight
on the beaches), Martin Luther King’s /
have a dream and Barack Obama’s (clearly
derivative) Yes, we can!, use the rhythmic
resources of the English language to create
a powerful — and memorable — rhetorical
effect.

Although popular song maintained its
popularity throughout the 20th century
(and art song remained artistic), from the
early 1960s singers-songwriters, such as
Leonard Cohen and Bob Dylan, staked
out a preeminent position in the English-
language metrical verse, not only in terms
of their widespread popularity, but even
to the extent of Dylan receiving the 2016
Nobel Literature Prize “for having created
new poetic expressions within the great
American song tradition?®,

In the present day, despite having been
well-established for several decades since
its emergence in the African-American
subculture during the 1970s, rap music?’
shows no signs of losing its popularity
or immediacy, even challenging the pop
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song (presenting lyrics sung to an explicit
melody) as the dominant contemporary
poetic and vocal musical form. It is
interesting to consider whether the
exigency, popularity and increasing cultural
centrality of rap music are the result of the
rhythms of its lyrics being closer to spoken
and heard natural language forms than, for
example, song or written/read poetry.

Rappers (or “emcees”) are commonly
assessed by rap fans in terms of their
“flow”, 1.e., the unique approach to phrasing
according to which any individual rapper
may be instantly recognised. In Flow:
The Rhythmic Voice in Rap Music, Mitchell
Ohriner observes that rappers often provide
autological reference to flow in their flows,
sometimes even calling the attention of
their listeners “in the lyrics themselves”
that they are about to “flip the flow,” for
example, “by drastically changing the
number of syllables in each line”. Ohriner
identifies the main parameters describing
such flows and changes within them in
terms of “syllable duration, position of
rhyme, the durations that separate rhymes,
and the durations that separate accented
syllables™?,

Interms of the textual status ofarap song
within discourse analysis [6], while some
rappers assert that their rapped utterances
are produced spontaneously (“free flow”),
even extemporaneous rap performances
clearly rely on a stock of previously
memorised rhymes and phrases®, while
some of them are apparently constructed
around fully memorised (and thus
essentially unchangeable) texts. Although
it is not easy to verify the private truth
behind the claimed spontaneity of rap
performance, there is general agreement
that rap cannot be considered as equivalent
to a “poetry reading”: if a performance were
to involve direct reading from a text, then
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it would no longer be uncontroversially
describable as “rap’°. Moreover, since the
only “authorised” source of rap texts stems
directly from the mouth of the rapper
him- or herself, any written forms become
conventionally limited to the amateur
transcriptions posted by fans in online
forums, which, while varying in their
presentational approaches, tend to lack
formal elements, such as punctuation or
even sentence structure. Such an emphatic
focus on the ostensible spontaneity and
close relationship of rapped flows with
natural language is congruent with the
central artistic value of “keeping it real,”
often asserted (by the rappers themselves).
On the basis of such circumstantial
evidence, it can be inferred that rap is
generally perceived by rappers and their
fans to be closer to natural, “authentic” or
spontaneous speech than other forms such
as song or written/read poetry.

An Overview
of Three Contemporary “Rap” Artists

In order to clarify the meaning of
“rappability,” a concise overview of
three contemporary artists (“rappers” or
“emcees”) working within the recognised
popular music genre of “rap” is presented.
While this overview is necessarily brief,
it 1s hoped that more detailed examination
of the English, Spanish and Russian flows
of these rap artists will form the basis of
a future research project.

Nas

Released in 1994 to coincide arguably
with the peak of creativity in the rap /
hip-hop genre, Nas’ debut album ///matic
is widely referenced as being profoundly
influential on subsequent developments.
The sonofjazzandblues musician Olu Dara,
Nas has released a total of 14 innovative
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studio albums, which span a wide range of
musical and lyrical themes. While reliant
on the conventions within the Black hip-
hop genre in which references to themes
such as gang violence, drug dealing, sexual
exploitation of women and conspicuous
displays of material wealth are practically
obligatory, Nas’ coherently philosophical
lyrics are also informed by a sensitivity
to wider literate and musical sources. For
example, in his Book of Rhymes (2002)*! he
muses on the hit-and-miss creative process
(“No, this rhyme is weak’) that synthesises
experiential material collected during real-
life struggles (at the time of writing, he was
taking care of his dying mother), while in
Bridging the Gap (2015), a duet performed
with his father, which superimposes a hip-
hop polyrhythm onto a classic blues riff,
he presents an impressive synthesis of the
musical influences underlying the rap /
hip-hop genre (“Bridging the gap from the
blues, to jazz, to rap / The history of music
on this track™).

Immortal Technique

Born in 1978 in a military hospital in
Lima, Felipe Andres Coronel would later
become known as the Peruvian-American
hip-hop artist Immortal Technique. After
serving a jail sentence for assault, he
developed his flow in the underground “rap
battle” (freestyle rap competitions) scene
in Harlem, New York. Identifying as Black
(and thus “licensed” to use the “n-word”),
his ancestry includes Amerindian and
European, as well as African elements.
Strongly influenced by revolutionary
literature and values, Immortal Technique’s
complex lyrical compositions reveal
a coherent, philosophically informed
worldview. Although his best-known rap
songs, such as Dance with the Devil and
Industrial Revolution, are performed in
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English, his flows also feature Spanish,
whether in a track’s entirety (Golpe
De Estado) or interspersed with English
(No me importa).

Krovostok

Krovostok is a contemporary Russian
rap group comprising Anton Chernyak
(Shilo), Dmitry Fain (Feldman) and
Sergey Krylov (DJ Polutrup). Formed in
Moscow in 2003, the group is known for
its violent and overtly sexual thematic
content, its creative use of the proscribed
Russian slang, mat [obscene language],
and references to the criminal gang culture
that sprang up especially during the 1990s
following the collapse of the Soviet Union.
Despite the ostensibly low forms of the
Russian language featured in Krovostok’s
lyrics, of which mat is a central feature,
their oeuvre as a whole has an unmistakably
literary quality, which is traceable through
the blatnaya pesnya [criminal underworld
song] of Vysotsky and his contemporaries,
as well as the general character of
chernukha [black humour] that pervades
much of post-Soviet cinema and literature,
while also referring to literary precedents
e.g., in Dostoevsky, Lermontov and Gogol.

Theoretical Discussion

Formulations of the Isochrony Hypothesis

Although there are many — in some
cases, conflicting — formulations of both
weak and strong isochrony hypotheses??
[7], we shall define isochrony here as
the tendency of human beings to impose
a perceptual rhythmic grid onto spoken
and heard utterances, divisible and
multipliable in principle by 2, 4, 8 etc.,
as well as permitting other regular sub-
groupings such as triplets, providing a
means by which such utterances may be
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audibly decoded into meaningful language.
Although in natural speech, any isochronic
grid generally remains unstated (various
bodily gesticulations may, however, refer
to such a grid), it is still, according to some
stronger isochrony hypotheses, present
in principle. Conversely, speech content
presented in more synthetic linguistic forms
like vocal music, metrical poetry and rap is
fundamentally reliant for its intelligibility,
memorability and exigency on the explicit
formalisation of an isochronic grid.

The rap genre is particularly interesting
for examining the various forms of the
isochrony hypothesis since, although a rap
song is generally felt to resemble natural
language more closely than a sung vocal®
or written/read metrical poetry, the beat
— and, therefore, the isochronic grid — is
made explicit. Therefore, a relevant — albeit
subjective — question comes up concerning
the extent to which an individual rapper’s
flow resembles natural speech.

Methods

As part of an investigation into the ways
in which isochrony structures the Russian
and English languages, the poem /83/-go
IYUNYA 11 DNYA written by the Russian
poet Mikhail Lermontov was translated
into English by the present author.**

In terms of accentual-syllabic metre,
Lermontov’s poem is characterised by the
quantity and alternations of its stressed and
unstressed syllables, which are organised
into metrical feet, the overwhelming
majority of these consisting of iambs. The
stanzaic structure of the Russian poem
combines the two quatrains of a heroic
rispetto, in which the first four pentameter
lines have alternate masculine ending
rhymes (abab), while the succeeding four
lines consist of pairs of (also masculine)
rhyming couplets (ccdd). As consistent



G/ﬁ\

Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3

with its formal roots in Italian poetry, the
total number of syllables comprising each
line in the original poem is strictly fixed
to ten. Since its 32 stanzas are comprised
of 8 lines each, the poem has 256 lines
(2560 syllables) in total.

As described in an earlier conference
report [8], an attempt was made to preserve
the formal character of the original text in
terms of its phraseology, iambic pentameter
and rhyme scheme. However, after some
consideration, the decision was taken to
privilegenatural sounding phrasesby varying
the number of syllables per line, including
the use of hypercatalexis®, anacrusis®® and
acephaly?’. This can be justified in terms of a
response to Lermontov’s characteristic and
extensive use of enjambment and caesura,
which already constitute a significant
development of the heroic rispetto beyond
its classic (Italianate) form.

Once the English translation was
completed, it was memorised by the
translator (and author of the present article).
Through the process of memorisation, key
aspects of its rhythmic structure emerged
to form the basis of a specification®® for a
commissioned musical background track,
which was composed by Nikita Nikitin
(Ekaterinburg, Russia). In addition to
this quantitative specification, various
leitmotifs were identified in the text and
colour-coded to demonstrate the thematic
composition®. In particular, an identified
motif associated with “boy”, which both
begins (the poet’s own boyhood) and
ends (the stranger from a foreign land
who sits by the poet’s graveside) the
poem, would become the main musical
theme (subject) of the composition. The
composed background track additionally
features an authentic field recording of
Russian Orthodox church bell ringing
(kolokol'nyy zvon) conducted at the Church
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of St. Seraphim of Sarov in Ekaterinburg,
which forms the second part of the
instrumental section in the music, as well
as highlighting various textual references
to “the heavenly”.

Figure 1 depicts a schema of the poem’s
basic rhythmic structure using standard
Western musical notation. Here, the iambic
pentameter (de-dum, de-dum, de-dum, de-
dum, de-dum) is made explicit by the use of
measures with a 3/2 time signature in which
most non-rhymed syllables are represented
by quavers, and rhymed syllables — by
crotchets, while the stressed (beat-aligned)
positions are defined by the beginning of
each group of four quavers or the crotchet
representing an end-line rhyme. Although
some attempt has been made to depict
phrasing nuances, e.g. by representing
reduced (short-duration) syllables with
semiquavers and dotting (increasing
duration by one and a half times) the quaver
with which this semiquaver is paired
(i.e., either the one preceding or succeeding
it), as well as positioning breaths either
in the rest following the rhymed crotchet
syllable or in the mid-line caesura
representing the extrametrical phrase end,
it is obvious that this form of notation does
not comprehensively describe either the
rhythm of the original Russian text or that
of its English translation. Nevertheless,
the schema was useful in informing the
process of musical composition, as well as
serving as a means of defining departure
points for subsequent refinements.

Here it should be acknowledged that
the 3/2-time signature already represents
a significant departure from the rap
genre: nearly all contemporary rappers
work in 4/4 measures corresponding to
line structures that refer to what could
be described in traditional prosody
as 1iambic (or trochaic) tetrameter.
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Fig. 1. Basic rhythmic structure of the poem’s first stanza
in original Russian and English translation using the adapted standard Western musical notation
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Nevertheless, in the absence of a rule
prohibiting the use of iambic pentameter
in recitations described as “rap,” it was
necessary to determine a time signature
that would allow this poetic measure to
be represented for musical purposes.

In order to compare the rappabilities of
the translated and original texts, the same
composed background track was then
used to structure recitations from memory
(“rap songs”) of the original Russian and
translated English texts, respectively.
Here, by the analogy of singability
(as in the previously mentioned example
of the translation of Winterreise performed
to Schubert’s music), rappability can
serve as a criterion for evaluating a
poetic translation when the translated
and original texts are performed against
the same composed background track.
For the Russian recitation, the original
intention had been to involve a native
Russian speaker. However, while the
outcome of such a collaboration would
probably have been more aesthetically
pleasing to a Russian audience, this would
have resulted in a loss of syntheticity,
since a Russian performer is more likely
to be unconsciously influenced by the
conventions of the practice of Russian
poetry recital. Thus, the decision by the
non-native author of the present article
to recite the Russian text himself better
served the purpose of the investigation into
synthetic isochrony as evaluated according
to criteria of perceived “naturalness.”

In the attempt to produce natural
sounding flows in Russian and English
that reconcile what Coventry Patmore calls
“the conflict between the law of the verse
and the freedom of the language,” with
each aspect being ‘“incessantly, though
insignificantly, violated for the purpose
of giving effect to the other™, syllables
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appearing in stressed positions in the texts
(primarily at the phrase level, secondarily at
the word level) were aligned with the beats
(or, in the case of syncopations, off-beats)
defined by the imposed isochronic grid. To
achieve this alignment, it was necessary
to define the important stressed positions
in the words and phrases of the text, as
well as to determine the positioning of the
breaths. By definition, all breath positions
coincided with the end of one phrase and
the beginning of the next one.

However, having aligned the stressed
syllables with beats or off-beats, the
problem of interpreting accurately (whether
descriptively or performatively) the
isochronic distribution of other syllables
and their constituents into the available
remaining time intervals became nontrivial.
Due to the complex interaction of phrases
and their internal stress patterns (which
are also inherent to language perceived
as natural) with the imposed metrical
logic, including end-line rhyme, caesurae,
enjambment and end-stopping (and, in
the English version, also hypercatalexis,
anacrusis and acephaly), as well as physical
constraints such as the necessity to take
breaths between phrases, the rhythmic
structure of both versions becomes
considerably more complex than suggested
in the description “iambic pentameter.”
Therefore, in attempting to account for
such complexities arising in the context of
performance, it will be necessary to refer
to a number of compensatory techniques in
musical, prosodic and phonological terms,
as well as invoking emerging concepts
pertaining to a rapper’s flow.

Compensatory  techniques  derived
from music theory include syncopation,
i.e., the displacement of regular accents
normally associated with beats to off-
beat alignment*', and tuplet substitution,
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by which means a group of one or more
syllables (notes) that might be expected
to coincide with beat and/or off-beat
positions are substituted with a different
number of syllables. Here, while the most
commonly used among such substitutions
is the triplet, resulting in groups of three
syllables (notes) that span the same number
of beats or off-beats as single-syllables,
duplets (2) or quadruplets (4), more
“exotic” polyrhythmic groupings such as
quintuplets, sextuplets and septuplets are
also possible*’. While some standard vocal
techniques associated with singing, such
as melisma and vibrato, cannot be used
in natural-sounding rapped recitations,
other techniques such as holding a note
(extending a syllable) for a longer duration
can be used as part of a natural sounding
flow. Indeed, syllables appearing in end-
line rhyming positions practically demand
such lengthening®. Again, although sung
melody is not a feature of rapped vocal
performances, expressive changes in pitch
concomitant with the emotional contours
of a phrase (which are arguably more
widely featured in natural Russian speech
than in English) can be used to good effect.
Like singing, rap uses techniques, such as
legato (smooth articulation of passages)
and staccato, where the attack and decay
times of consecutive note (syllable)
envelopes are shortened while increasing
the sustain level to emphasise vocalic
peaks. Finally, variations in dynamics from
ppp (pianississimo) to fff (fortississimo)
can be used to create an intimate and tender
mood or emphasise prominent syllables
and emotions (such as anger) associated
therewith.

Techniques derived from prosodic
theory include substitution of a metrical
foot other than the prevailing foot of the
series, e.g., of an iamb by a trochee, which
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may be used to articulate a stress anomaly
in the text (e.g., wrenched accent). The
need to align the main phrase-level stresses
with beats (or, in the case of syncopation,
off-beats), as well as creating spaces for
necessary breaths at phrase ends, and
incorporating such phrasal alignments into
line and metrical structure, may also be
described in prosodic terms.

Techniques describable in phonological
terms include those associated with the
distribution of non-stressed syllables
between beat-aligned syllables, which, due
tosyntheticisochrony constraints, generally
involves the temporal compression of such
non-stressed syllables according to the
phonological principle of reduction.

Rigorous analytic  methods for
accurately describing a rapper’s flow are
in the process of being developed* [9;
10]. Such descriptive techniques, which
informed the analysis presented here, will
form the basis of future research.

Performance in English

The performance of the translated
version of Lermontov’s poem took place
at the Belinsky Library, Ekaterinburg, on
9 December, 2019. It was accompanied not
only by the composed soundtrack, but also
by a sand animation video specially created
by the Moscow-based artist Ekaterina
Sheffer”. A small audience (=40 people)
consisted of native Russian speakers, most
of whom also had a high level of second
language competency in English. The
text was recited entirely from memory. In
general, despite the performance not being
in their mother tongue, the attention of the
audience was held over the =17 minutes
duration of the performance. This can be
attributed to the visual sand animation
element, the accompanying presence of
original subtitles (Lermontov’s Russian)
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and the quality of the musical composition,
as well as the exigency of the vocal
performance itself.

Performance in Russian

The poem was performed in the
original Russian version (written by
Lermontov) to the same composed musical
background track and using the same sand
animation visual element at an event held
at the Kamerniy Teatr (Chamber Theatre)
in Ekaterinburg on 26 January, 2022
attended by an invited audience of around
70 people*. This second performance
featured additional theatrical visual,
movement and lighting elements under
the direction of Evgeniy Zayev, including
a dance performance by Valeria Kudrina.
As with the earlier English performance,
the entire Russian text (256 lines) was
recited from memory.

For the non-native Russian-speaking
performer, the process of committing the
text to memory to facilitate its performance
was a nontrivial exercise. Not only was
it necessary to accurately recall all 2560
syllables from memory and articulate
them against a strict tempo, but at the
same time, a number of arising articulation
problems had to be resolved in terms of
producing a reasonably “natural” sounding
performance. While a non-native speaker
cannot, of course, hope to approach a
native speaker in terms of naturalness of
articulation, with coaching from the latter,
it was possible to iron out the most glaring
violations of Russian euphony.

Figure 2 depicts a schema used to define
syllable-stress and phrase-breath patterns.
Each word is broken into syllables using
hyphens. Naturally-stressed syllables at
the level of words are indicated by an acute
accent. These word stresses were allocated
using the RussianGram online resource’

and any anomalies checked with a native
speaker. Each phrase is additionally
defined as having a single main stress
(bold 1italic) and up to two secondary
stresses (bold black). Breaths coinciding
with phrase endings are indicated using
the pilcrow symbol 4. While some of the
phrase and phrasal-stress determinations
are subjective, they were checked and
agreed with a native Russian speaker
as being congruent with Lermontov’s
probable intention.

Mo-s ay-ma, st mOM-HI0, C IET-CKUX JIeT
Yy-0éc-no-ro uc-ka-na. g S mo-omn

Bce 0-00uib-111¢HB-5 c6€-Ta, § HO HE CBeT,
B k0-TO-poM s MU-HY-Ta-MH JTHIIb KW, §
U Te MrHO-BEHB-51 OBI-TIM MYK TIOJ-HBI,
U Ha-ce-nsin Ta-AH-CTBEH-HBI-€ CHbL

51 3-T-Mu Mrao-Bénb-s-mu. 4 Ho com,
Kax mup, He Mor OBITh I-MU O-Mpa-4éH.

Fig. 2. Syllable-stress and phrase-breath schema

Distinctive features of reduction in Russian
(lenition, consonant clusters)

One challenging aspect of Russian
pronunciation for foreigners is the need
to distinguish adequately between lenited
consonants (or the final sound of a
consonant cluster) and those consonants
that should end with a hard sound. Lenition
(softening) of consonants is achieved in
Russian through palatalisation (raising the
middle of the tongue towards the roof of the
mouth) and represented orthographically
by the lenited consonant either being
followed by a soft vowel (e, é, u, 10, ) or by
the soft sign (»). In addition to palatisation,
the vowel sounds that perform this leniting
function may also be somewhat fronted
relative to their non-leniting counterparts
(3, 0, b1, y, a).®
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For a non-Russian attempting to
distinguish between minimal word pairs
such as mput (“passion”) and meuth (“dust”),
it is tempting to consider the lenition
of the /l/ consonant to /lj/ as involving
the “addition” of the semivowel /j/ and a
consequent increase in the amount of time
required for its articulation. Moreover,
although the Russian letter # is generally
treated as representing a semi-vowel
equivalent to the English letter y in “yet”,
unlike English y, Russian # generally
appears in syllable coda position following
a vowel. Thus, e.g., the difference in
pronunciation between pyccku and pyc-
ckuii may also be conceived in terms of
the “addition” of the /j/ sound to the end of
the final syllable, implying longer duration
and/or compensatory reduction. Similarly,
since native Russians distinguish between
consonant-vowel (CV) syllables where the
consonant is lenited solely by a soft vowel
and those where it is lenited by both a soft
sign and a soft vowel, it can be hard to
distinguish between e.g. -us/-nws, -pro/pwio,
-me/-mve (all of which occur as syllabic
minimal pairs in the recited text) without
the latter “double-lenited” syllables being
auditorily lengthened as compared with
their “single-lenited” equivalents. While
some of these examples involve elision
(i.e., the replacement of u with soft sign »,
which is analogous to the elision apostrophe
used in English versification conventions®),
in other cases, such “elisions” appear to have
become a permanent feature of the language.

Reduction in Russian Consonant Clusters

Like other Slavic languages, Russian
phonotactics are well-known for permitting
a wide variety of consonant clusters in
which more than one consonantal sound
1s combined e.g., in the onset of a CV
syllable or the coda of a VC syllable.

While not generally considered in moraic
theory as contributing to syllable weight,
it seems clear that syllables containing
consonant clusters (CCV, CCCV, CVCC,
etc.) will either require more time for
their articulation than equivalent syllables
containing an unclustered consonant, or
some other part of the syllable will have
to be reduced in compensation. Assuming
strong stress isochrony, if such reduction
1s not carried out within a particular
syllable, it will require to be compensated
in neighbouring syllables appearing in
the same rhythmic unit. For example, the
CCCV syllable meno- appearing in the
word menosenue will either require more
time for its articulation than the CCV
syllable m#o- in the word mnozco (and more
again than the CV syllable mo- in the word
moaxcem) or reduction will apply to the
vowel o and/or any or all of the u, 2 and u
constituents of the men cluster.

From a non-native perspective, some
Russian consonant clusters seem more
resistant to reduction than others. For
example, in the pronunciation of ostensibly
single-syllable words like 6uxpw or arcuzno
(CVCC), where the final cluster constituent
is a palatalised sonant, it can be challenging
to avoid articulations that imply more than
one syllable. Other clusters such as -ucms
in bezymcms, despite forming the CCCC
coda of a VCCCC syllable, are easier to
articulate as a single syllable due to the
sonant m effectively merging with the
syllable nucleus, while nonsonants ¢, m and
6 are easily combined into a single sound
in the coda. Likewise, the appropriate
reduction of palatalised nonsonant clusters
such as -cmb forming the coda of the single-
syllable word cmpacme (CCCVCC) does
not appear to be particularly challenging.

Some phonotactic issues are also
manifested in collocations such as
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cywecme 3emHvix, where, in order to
smoothly articulate all four syllables, it
is necessary to pronounce the two words
“as one”. Here, the two middle syllables
connected by liaison -wecme__3em-
can be felt to form a single cluster cms3,
whose appearance in a single word
would however be forbidden by Russian
phonotactic rules. Finally, since Russian
distinguishes phonetically between single
and double consonants as represented
in orthography, it is necessary, for
example, to articulate the double /n/ sound
in  6o3eviwennbix as having a longer
perceived duration than the single /n/
sound in cepebpanvii, thus requiring
compensatory reduction elsewhere in the
syllable, word or phrase.

Comparison of Stress Articulation
in Russian and English

Although the question of how stress
accents (prominences) are articulated
(marked) by speakers of different languages
has been quite extensively researched™, the
tremendous complexities involved in such
studiesmeansthatnocomprehensive system
for describing this fundamental linguistic
parameter has yet been developed. In many
languages, including Russian and English,
stressed syllables can be acoustically
distinguished from non-stressed syllables
by means of differences in pitch, phonation
(mainly volume, but other modifications
such as glottalisation are also possible
in some languages [3]), duration or any
combination of these three factors. One
hypothesis worthy of examination is that
languages (like English) in which iambic
rhythms predominate are more likely to
use increased syllable duration to indicate
stress, whereas languages more influenced
by trochaic rhythms (as some researchers
claim Russian to be®!) are just as likely to

have short stressed syllables. However,
direct comparisons of prominence marking
between languages are not easily drawn.
For example, one significant difference
between English and Russian prosody
is the characteristic use of vowel length
(in moraic terms, syllable weight) by the
former to distinguish between minimum
pairs (cf. life’s a bitch / life’s a beach),
whereas no such distinction exists in
Russian.

Differences in Russian and English
intonation (including stress marking)
have also been the subject of a number
of comparative studies®’. One of the most
obvious of these differences consists in the
use in Russian of significantly elevated pitch
on the stressed syllable of the queried word
to indicate a question, whereas English
tends to use interrogative particles for this
purpose. Since the complex question ofhow
other emotions and moods are acoustically
marked in both languages is beyond the
scope of the present article, we will limit
ourselves here to a consideration of how
word- and phrase-level stress affects the
rhythm of the recited text.

Reduction of Vowels and Consonants
in Russian and English

Both Russian and English are
commonly cited as examples of stress-
timed languages®, meaning that isochrony
is more likely to be perceived in the
recurrence of stressed syllables occurring
in words and phrases rather than syllables
per se. Since in such languages the number
of non-stressed syllables appearing
between their stressed counterparts is in
principle arbitrary, a logical consequence
and observable feature of stress timing
consists in the characteristic reduction of
such non-stressed syllables. From a beat-
prosodic (synthetic isochrony) perspective,
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Attridge shows that in English an increase
in the number of unstressed syllables
uttered within the same time frame
preserves the “natural rhythms of the
language [...] at least until the number of
nonstresses demands the introduction of a
secondary accent™*,

Results and Discussion

In the course of translating Lermontov’s
poem [831-go IYUNYA 11 DNYA into
English, as well as commissioning a
background track, recording and performing
the translated version and then evaluating
the rappability of the translation and
original text by recording and performing
the original Russian version to the same
background track, a number of hypotheses
concerning the rhythmic structures of
English and Russian were investigated.

In the Russian recitation, where phrases
and poetic lines coincided with each
other (out of 256 lines, 95 coincide with
full phrases, while 161 are affected by
caesura and enjambment), the effect was
generally smoother and the emotional
temperature somewhat lower (calmer).
Where extensive use of enjambment and
caesura created antagonisms between
phrase and poetic line, a more jagged
diction and higher emotional temperature
(more agitated) resulted. This tendency
was further developed in the English
version as a consequence of the decision to
employ additional rhythmic features such
as hypercatalexis, anacrusis and acephaly.

From the translation, performance and
audio/video recording processes described
in this study, it was found that the rhythms
of Russian and English may be described in
terms of stress-, syllable- and mora timing.
However, in both languages, stress timing
seems to capture more salient features than
syllable- or mora-timing approaches.

Since both forms are describable in terms
of the imposition of a perceptual rhythmic
grid onto spoken and heard utterances,
the concept of strong isochrony appears
to be equally applicable to the singability
of a song and the rappability of a poem.
Although fascinating, the question of the
naturalness of such forms as compared
with spontaneous spoken language remains
largely subjective. However, this question
may be more thoroughly examined in
future research involving a statistically
significant number of survey participants.

Derek Attridge’s concept of beat
prosody (“rhythm in English poetry is
realised by the alternation of beats and
offbeats”), although applicable to Russian,
does not appear to be realised as strongly
as in English. On the basis of coaching and
feedback, the classic “sing-song” sound
of English, in which stressed syllables
regularly alternate with their unstressed
counterparts, apparently sounds rather
unnatural to a Russian native speaker’s
ear. In Russian, prominences at the level of
the phrase seem to override the tendency
to alternate stressed and unstressed
syllables. In other words, a recitation that
excessively “smooths out” such phrasal
prominences into a “sing-song” alternation
characteristic of English will not sound
authentically Russian.

The rappability of a text, whether in
English or Russian, seems to depend on
the presence of metre and repeated patterns
of sound at the levels of phrase and line,
which is generally perceived as “rhyme.”
While poems, song lyrics and rap texts
(and, to a lesser extent, political speeches)
all appear to have this feature in common,
it would seem to be an even more central
feature of rap texts than of the other forms.
The fact that rap performances must in all
cases be produced from memory further
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supports the idea that such formal features
are integral to texts considered to be
rappable.

Conclusions

The described research project, which
involved the translation of an early text
by the Russian poet Lermontov, as well as
the commissioning of a background track
to support the recital of translated and
original texts, confirmed the hypothesis
that sung and rapped Russian, like English,
is strongly isochronic®. In Russian and
English, a rapper’s flow and a singer’s
musicality can be characterised by the
skilled handling of an essential tension
between the syllabic structure of a text
and its phraseology as expressed by stress
patterns and moraic constraints. Although
the accurate mapping of stressed syllables
onto felt beats is essential to flow and
musicality, an equally significant role is
played by the distribution and articulation
of unstressed syllables into the temporal
spaces between these stressed syllables
and the larger grouping of the so-formed
rhythmic units into phrases, as well
as various compensatory techniques
(e.g., reduction) to account for breaths and
phrase structure. The attention paid by an

audience to a rapper or singer appears to
be affected by the perceived presence of
an underlying beat made explicit in the
form of a background track or musical
arrangement.

An empirical examination of the
question of the perceived “naturalness” of
such performances, whether in Russian or
English, turned out to be beyond the scope
of the present study. In future research,
this problem may be considered by means
of a statistically significant representative
sample of native speakers in the respective
languages. Addressing this question may
in turn influence the design of empirical
studies based on audio (natural) spoken
language corpora to consider the related
question concerning the extent to which
strong isochrony also applies to spontaneous
spoken language and oratory, i.e., whether
the exigency of a speech is affected by the
perceived presence of an underlying beat,
whether this is made explicit in the form of
an audible cue or is implicit in the shared
communicative space.

On the basis of the research, it may
also be speculated that languages such as
Russian and English tend to become more
tolerant of polyrhythmic phraseological
constructions over time.
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ideas.

Keywords: genre nature of the Russian folk song, regional specificity of folk songs, spiritual
potential of folk music

For citation: Zhirov M. S., Kuznetsova N. S., Zhirova O. Ya., Kinash L. A. A Retrospective
Analysis of the Song Genres of Russian Folk Music. Problemy muzykal'noj nauki / Music
Scholarship. 2022. No. 3, pp. 109-119. (In Russ.) DOI: 10.56620/2782-3598.2022.3.109-119

yCcCcKasi Hapo/Has MEeCHS — Beludvaii-
Pmee ATHOKYJIETYPHOE SIBIICHUE XY-

JIO’)KECTBEHHOTO TBOPUYECTBA MHOTHX
MOKOJICHUI O€3BECTHBIX TEBIIOB U MY3bI-
KaHTOB, BOTUIOTHBIIICE UCTOPUUECKUH, TPY-
IIOBOM M COIMAJILHBIM OmbIT. [losTHKA TIe-
ceH BOMpaeT B ceOS MHOXKECTBO 00Opa30B,
XapaKTePU3YIOIINX Pa3IUYHbIE ATAlbl CTa-
HOBJICHHSI pycckoro Hapoma. Cpemu HUX
— JpEeBHEHIINE BO33PEHUSI CIIaBSIH HA TPH-

poay, OCOOEHHOCTH >KM3HEHHOIO YKJIajaa
KPECThSIHMHA, Ba)XKHEWIINE BEXH HCTOPH-
YEeCKUX M KyJbTYPHBIX COOBITUH, JOOBU
K poaHOH 3emiie. BBuy 3Toro HapoaHas nec-
HSl BBICTYTIAET Crieuduueckoi ¢hopmoil or-
pakeHUsT MUPOBO33pPEHHUS, ObITa, KYJIBTYpBHI,
TBOPYECKHX UMITYJIbCOB HAPOJA, UYTO JAET
OCHOBAaHME paccMaTpuBaTh €€ B KaUECTBE:
— IIEHHOCTHOIO KYJIbTYpPHOTO YHHU-
BEpCYMa, XyI0’KECTBEHHO-ICTETUYECKOTO
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dbeHomeHa, criocoOHOro mpeodpa3oBaTh ye-
JIOBEYECKOE COOOIIECTBO 0 3aKOHAM T'yMa-
HU3Ma, 00ECIIEYUTh TBOPUYECKOE COTPYIHH-
YECTBO JIIOACH pa3HBIX HAIMOHATBHOCTEH,
BEPOUCIIOBEaHUHN «B OOIIMX YyBCTBAX JI0-
Opa, CIpaBeNTMBOCTH, MPABIbI, YBAKCHUS
YEJIOBEUYCCKOTO JIOCTOMHCTBAY

— HEOTBEMIIEMOU COCTaBJIAOIIECH
OBITHSI PYCCKOTO Hapoja, OTpakaromieH
BOKHEWIIIME HTambl Pa3BUTHS YEJIOBEKA,
oO1iecTBa, rocyaapcTBa B KOHTEKCTE IMPO-
CTPaHCTBA U BPEMEHU;

— MOTHBUPOBAHHON MOTPEOHOCTH JTUY-
HOCTH B TBOPYECKOW CaMOpEaIM3alNu U Ca-
MOBBIPQXKEHHUS, MPENONPEACIEHHON YPOB-
HEM €€ JyXOBHO-HPABCTBEHHBIX IIEHHOCTEH
Y 3CTETUYECKUX MPUCTPACTHIA;

— JIeCTBEHHOTO croco0a ajanTaiuu,
KOMMYHHUKAllUU W UHKYJIBTYpallud y4acT-
HUKOB TECHETBOPYECKOTO Ipoiiecca B 00-
LIECTBE;

— Ooraredmiero UCTOYHUKA I Pa3BH-
THS MHOTHX obJiacTel mpodeccruoHaIbHOTO
UCKYCCTBa (MY3BIKH, JIUTEPATYPHI, MOI3ZHH,
YKUBOTIUCH).

Pycckas HapogHast My3bIKaabHas KyJb-
Typa OTIHYAETCS OCOOOH TATOM K KOJI-
JEKTUBHOMY MY3HIUpOBaHHI0. VIMeHHO
B HE/Ipax pyCCKOTO MHOTOT0JI0CHs C(HOpMHU-
pPOBAJICS CTOJb CJIOHBIA M HEOBTOPUMBII
IIECEHHBIA CKJaJl, Ha3BaHHBIA KOMIIO3UTO-
pamu mnoxaronocodyHor mnonudonuenn. Ho
MyTh K JOCTHKEHHUIO BEPIIMHBI 3TOTO TEB-
YECKOTO UCKYCCTBA ObLT COMPSIKEH C PAIOM
CJIOXHBIX COIMATBLHO-O0IIECTBEHHBIX (haK-
TOPOB M HICTOPUKO-KYJIBTYPHBIX MPOILIECCOB.

JlpeBHeiimue (GopMbl HapoIHO-TIEBYE-
CKOTO HCIIOJHUTEIBCTBA HCCIIEI0BaTEIN
CBS3BIBAIOT C OOPSIOBBIMH TPaKTUKaMH,
MPU3BAHHBIMU BO3JIEUCTBOBaTh Ha OKpY-
KAIOIIYI0 TPUPOY C ILEJIbI0 TMOIyYSHUS
XOpOIIIeTO ypoXkasi, OJaromoJy4dHOro Mpo-
JTOJKEHUsT poaa. B BOCTOUYHOCTABSIHCKOM
KYJIBTYp€ K TAKOBBIM OTHOCSIT KaJICHAapHbIC
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necuu. K. KButka B cBoeil pabore, mocssi-
IIEHHON M3YYECHHIO UCTOPUYECKOTO 3HA4e-
HU KaJICHJAPHBIX IECEH, AAET CIEeayIo-
niee onpenencHue: «Kanennapasie 00psibI
HCTOJIKOBBIBAIOTCSI B COBPEMEHHOM Hayu-
HOU JIUTepaType Kak JCHCTBHUA, B UX HCTO-
pHAYECKON OCHOBE MaruyecKue, — IeUCTBHUS,
KOTOpPBIE, MO JIPEBHUM BO33PEHUSIM, MOIJIU
CIOCOOCTBOBAaTh MPEICTOAIIMM Opakam,
YBEJIMYEHUIO YPOXKasl, YCIEIIHOCTH IIpO-
MBICJIOB U T. I.»%. OHU CIYXXHUIIU « OXPAHHOU
2pamomoti» OT CTUXUUHBIX CHII MPUPOIBL,
«bnazooapcmeenHol  0aHvloy 3eMie-Ma-
TYIIKE KOPMWIHIIE, COJIHBIIIKY KPacHOMY,
JOXJIUKY IpOOHOMY, ypoxaro Ooratomy.

KanengapHo-o0OpsiioBoe neHue B BOC-
TOYHOCJIABIHCKOM (DOJIBKIIOpE UMEET Psif
OTJIMYUTENbHBIX HCIOTHUTENBCKUX OCO-
OCHHOCTEH, B TOJHOW Mepe OTpaXkaro-
MMX MHQPOJOTUYECKYIO MPUPOAY TMO3HA-
HUS OKpy»arouiero mupa. LleHTpanbHyro
MO3UIIMIO BO33PEHUM CIIABSH Ha MPUPOIY
3aHUMAKOT UMEHHO arpapHble WIH 3eMJIe-
nenpdeckue npakTuku. ComiacHO JaHHBIM
uccienoBareneid, QopMuUpoBaHHE  Kpe-
CTBSHCKOTO KaJICH/IApHOTO IMKJIa 3aHU-
Majo JUIUTEIbHBIA UCTOPUYECKUM TEPHUOL
[1]. OxoHYaTeNbHBIM €ro 3Tall CBA3BIBAIOT
C TIPUHSATHEM XPHUCTHUAHCTBA, 3aKpEMHBIIIE-
rO B HAPOJHOM CO3HAHUU BaXKHEUIIINE JaThl
COJIHILIECTOSIHMS, CMEHBI CE30HOB, a TAKKE
MEPUOJIbI TTIOCTOB U MSCOEOB, OTCUUTHIBA-
€MBIX I10 JJYHHOMY KaJIeHJapIo.

B pesynbrare OCHOBY KpECTBhSIHCKOTO
KaJICH/Iapsi COCTAaBISAIOT IIECTh TMEPUOJIOB.
Nx ¢yHkus 3akimodaercss B 00psIOBOM
oopMIICHHH TIEpEeX0/la CE30HOB: paHHE-
BECEHHHUM, IMACXaJbHbIN, TPOULIKO-KYIIaJb-
CKHM, KaTBEHHBIN, OCEHHHH (WM HEIems
OCEHHHUX JIeJIOB), CBATOUYHBIA M MacCIEHUY-
HBI KOMIUIEKCHI. Bce 3T mepuoibl UMET
o0lIyI0 CTPYKTYpy: «B HMX OCHOBE JEXHUT
€ANHBIA “‘ClieHapuii” BCTPEUYH U MPOBOAOB
MUQOJIOTUUECKUX TIEPCOHAXKEU, CHUMBO-
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JU3UPYIOMNX KAJICHIAPHBIA TICPUON WIIH
BpeMs rojaa. [Ipu Bcém pasHooOpasum mep-
COHa)Kel OHM, B KOHEYHOM CU€TE, CBSI3aHbI
C TyXaMH TIPEJIKOB — ONTEKYHOB XO35HCTBA
nojiaTesiel Bcex Oyar, KOTOpbI€ MOSBIISIOT-
Csl Ha 3eMJIe B KPU3UCHBIE MOMEHTBI JKU3-
HU TIPUPOJIBI, TO €CTh B TIEPEXOTHBIE MEXKTY
ce3oHamu nepuoabl. MiMes obmryto ctpare-
THYECKYIO IIeJIb — MOJyYeHUe ypoxKasi, Tio-
JIOBUTOCTh CKOTa M OJarornoyiydue JroJeH,
KOKIbI M3 TEPEYMCICHHBIX OOPSIOBBIX
KOMIUICKCOB pEIIaeT CBOM TaKTHUYECKHE
3aJlad¥ B COOTBETCTBHHU C dTAllaMU 3eMJIC-
JIEIBIECKOTO0 M CKOTOBOIUYECKOIO IIHKJIOB,
a TaKXe C BOCIPOM3BOJCTBOM M COIHAIb-
HOM TMHAMUKOM TPagUIIMOHHOIO cOooOIe-
cTBay’.

[lepeuncieHHble BHIIE TMEPUOILI HA-
MOJIHEHBI COOTBETCTBYIOIIMMH  YKaHPAMH
KaJIeHIapHO-00psA0BOTO (POJIBKIIOpA:

— paHHEBEeCEHHHU mepuol 0hOpMIISIOT
3aKAUYKYU BECHBI, BOJOYEOHBIC WU XPHU-
CTOCJaBHBIE, a TaKXe cepooxpecmHule,
8bIOHULUHbIE U €20Pbe6CKlUe TIECHOTICHUS;

— TPOMIIKO-KyNaJIbCKUH TIEPUON  OT-
JUYAETC MHOT000pa3veM peruoHaTbHBIX
BEpCUIl: mpouyxue, cemuykue, pycaivHhole,
epsHble, O0YX08CKUe, MAlcKue, NelumcKue,
KynanbcKue, molo4anckue eCHH,

— JKaTBEHHBIN OOPSIOBBIM KOMILIEKC
BKJIIOUAET QOHCUHHbBIE, NOHCUHHbIE U DOPOO-
Hble TIECHHU;

— OCEHHHH MEepHUOa COXPAHMIICS, TJIaB-
HBIM 00pa3oMm, B OeJIOpyCcCKOi OOpSTHOCTH
7 CBSA3aH C IOMUHAHHUEM (OCEHHUX 03€006%;

— CBATOYHBIA OOPSAOBBIA  KOMILIEKC
MPEJICTABIICH HOBOTOIHUMHU  BEJIHYAIb-
HO-TIO3/IPABUTCIIBHBIMU  TTECHSIMH, TaKXe
MMCIOIIIUMHA  MHOXECTBO PErHOHATBHBIX
Bepcuil (IEAPOBKH, BUHOTPAIbs, aBCCHH,
TayCeHH, 0ayCeHH, KOJIAJIKH), a TAKKE IMOJI-
OJIIOIHBIMH TalaHUSIMHU;

— MACJICHUYHBIA TIEPUON O3BYYEH KO-
PWIBHBIMU TIPUTIEBKAMH, Oa3UpPYIONTUMU-

Csl Ha XapaKTEPHBIX MOITHUUYECKUX TEKCTaX
0 BCTpeYe W MpoBoAax MacieHullbl, a Tak-
’Ke TIeCHsIMU 0oJiee MO3HET0 MPOUCXOXK]Ie-
HUA (3aCTONIbHBIE, BEIMYaAIbHbBIE TOCTEBEIE,
«OeceHbIe», UTPOBBIE, IIyTOYHBIE, JTUPU-
YECKHeE).

Cronp sipkoe MHOroobpasue KaJeH-
JIAPHBIX TECEH OOBACHSIETCS IUTEIbHBIM
HUCTOPUKO-KYJIBTYPHBIM ~ TIIPOLIECCOM  UX
dbopMUpOBaHHs, a TaKKe pPErHOHATbHOU
npupoAol meceHHoro (ompkiiopa. BaxHo
OTMETUTh HAJIIMYKE €IMHBIX HCIOJHUTEIb-
CKUX TMPUEMOB, CBOMCTBEHHBIX JAHHOU
JKaHpOBOM rpymre. K TakoBbIM uccienoBa-
TEJIU OTHOCAT >KCHCKUWA MCIOJIHUTEIIbCKUN
COCTaB, HAINpPSHKEHHOE 3ByYaHHE B BBICO-
KOM PETUCTpPE, HAIUYUE JOJITUX YHHCOHOB,
«TYyKaHU», MENU3MaThuyecKux OOOpOTOB,
(bOpPMYIBHBIX J1aJI0BO-MHTOHAITMOHHBIX MO-
Jenen.

IMeHHO Ha OCHOBE KaJICHJApHOIO Iie-
HUS B MECTaX KOPEHHBIX BOCTOYHOCJIABSIH-
CKUX TIOCeNIeHUH (OOImmpHas TeppUTOpHUs
PYCCKO-0€e10pyCCKO-YKPAauHCKOTO  Morpa-
HUYbS) U CPOPMUPOBAIUCH MOCIETYIOIIHE
JKAHPBl MY3BIKAJILHOTO (DoNbKIOpa — XO-
POBOZHBIC, CBaJcOHBIC TMECHHM U paHHHE
nupuyeckue [2]. XopoBOAHBIE MECHH, MO
MHEHHIO YUYEHBIX, «BBILLINY» W3 KaJleHJap-
HO-00psA10BBIX. A. PynHeBa B pabote «Kyp-
CKHE TaHKM M Kaparojp» MHIIET: «XOpo-
BOJIbl U XOPOBOJHBIE NIECHU, OTACIIUBIINCH
OT OOpsII0B, COXPAaHWIM TEMATHUKY, IMOATH-
yeckue o0pasbl, popMy CTapUHHBIX UTP, UX
MEJIOANKY, JIaJ, CKJaJ CTHUXa U cTpodude-
CKYIO CTPYKTYypy»*. JlaHHBIC TTPaKTHYCCKON
(b OJBKIIOPUCTUKY MOATBEPKIAIOT, UTO MPO-
1ecc KaHpooOpa3oBaHHsS BO MHOTOM 00-
YCJIOBJIEH COLIMOKYJIBTYPHOM JUHAMHKOU.
Tak, XOpoBOAHBIE IECHU NMPHUHSIIA Ha cebd
JIOTIONIHUTENbHYI0 (PYHKIIMIO — COLHUaJb-
Hy10. CornacHo BOCTIOMUHAHUSIM CEJIbCKUX
KUTEJIC, UMEHHO B XOPOBOJAX MPOHCXO-
IWJIa COIMaIn3alus MOJIOAEKU — BBIOOD
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HEBECT, KCMOTPHUHBD» MOJIOIOK, UX YMEHHE
«OOPSIKATHCS», 3aBOJTUTH XOPOBO/I.

Hamnpumep, B TpagulimOHHON KyJIbType
KypPCKO-0€JITrOpoICKOT0 MOTPaHuYbsl MpH
WCIIOJIHEHUH IUISICKH « TUMOHS» BBICTpau-
BAETCsl HECKOJIBKO KPYIOB IO CTEIIEHU 3Ha-
YUMOCTH IUIAIIYIKX B HUX. LleHTpanbHOE
MECTO 3aHMMAlOT MY3BIKAHTBI, 3aT€EM MO-
JOIEXKD, CIENYIOIIUNA KpyTr — B3pOCIBIE, U
OKPYXalOT Kapazo0 3pUTENN — IOXKUIIbIE
JIXOU, CIIEISAIIME 3a IOPSAIKOM, TOBEACHUEM
MooA&xu. BoiaHe BO3MOXKHO, MOSIBIICHUE
HOBOW COIMANbHON (PyHKLIMU XOPOBOJIHBIX
MECEH CMOCOOCTBOBAJIO U PAa3BUTHUIO BHY-
TPU KaHpPA MO3THUYECKUX TEKCTOB CEMEH-
HO-OBITOBOM TeMaTUKU (B3aUMOOTHOIIICHHS
CYNpPYTOB U YJIEHOB CEMbH, CEITbCKUM OBIT,
KEHCKasl J0Jisl, NaTpUapXalbHbIM yKiaj
YKU3HHU, JIFOJICKUE TTIOPOKH U JIP.).

B psane pernonaneHbIX Tpaguuunid ben-
TOPOJTYMHBI XOPOBOAHBIE NIECHU 3aHUMAIOT
JOMUHHpYolIee nonoxenue. Ha teppuro-
puu coBpeMeHHOM benroposckoit obnactu,
obpazoBaHHOU B 1954 romy myTéM BhIzee-
Husa u3 cocraBa Kypckonn u Boponexckon
oOnacted, MIOIIaab KOTOPOW COCTaBIISET
Bcero Jyimiib 27,1 Thic. kB. kM, M. XXupos
B pabore «Hapomnas XymoxecTBeHHas
KyJabTypa benropomuuHbDy BBIIEISET TPU
KPYIIHbIE MY3bIKQJIbHO-CTUJIEBBIE  30HBI:
benroponcko-Kypckyro,  benroponcko-
Ockonbekyto u  benaropoacko-Boponex-
ckyto® [3]. Kaxnmas u3 HuUX XapakTepusy-
eTcsl OoIpenenéHHbIM HAaOOpPOM MPU3HAKOB
(HEOTHOPOAHOCTD MECEHHBIX XKAHPOB, (HOp-
MBI OBITOBAaHUS, My3bIKaJIbHas! CTUIIMCTHKA,
xopeorpaduueckass JIEKCMKa, HapOIHBIN
KOCTIOM), UMEIOLIUX OTIUYHUTENbHbBIE 0CO-
OEHHOCTH Ha YPOBHE JIOKAJIBHBIX U Y3KOJIO-
KaJIbHBIX MY3bIKaJIbHBIX TPAIULUH.

Tak, Ha teppuropun benropoacko-Bo-
POHEKCKOTO TIOTPaHMYbs KaHpP XOPOBOI-
HOM TECHU MPEACTaBIEH pPa3IUYHBI-
Mu ¢dopMaMHu OBITOBaHUS: COOCTBEHHO

XOpOBOJIHBIE TE€CHH, HCHOJHSAEMBIE MO
BOXKJICHUE TAHKOB; KApAa2oOHble, COMPOBO-
KIAIOMIUeCs SHEPTHYHON IUIACKOW M 6e3
He€; MEeCHU-UTPhI UM UTPOBBIE XOPOBOJbBI
B KpyroBoM kaparoje. CieyeT OTMETHUTb,
yT0 B AnekceeBckoM, Kpacnenckom u Kpac-
HOTBapAEHUCKOM paiioHax benroponckon
007acTu KapacoOHvie TIECHU TpeACcTaBe-
HBI B OOJIBIIOM KOJMYeCTBE. Berpeuatores
3]1eCh U UTPOBBIE XOPOBO/bI, TaK Ha3bIBaE-
MbI€ MOJOJEKHBIE TECHU-UTPBI, KOTOPHIC
XapaKTEepU3yITCS JIpaMaTU3UPOBAHHBIM
pa3bIrphIBAHUEM CIOKETa B LIEHTPE Kpyra
(«Koctpomymika-Koctpoma», «A Ha rope
Mak» B cene [loacepennem AnekceeBCKOro
paiiona; «Cene3eHb yTHUILy 3arOHSUD» B CEle
Hwxnss IloxkpoBka KpacHorBapaeiicko-
ro paiona; «4ro He Wayr?» B cene bonb-
me-beikoBo KpacHorBapaenckoro pamosa;
«¥Y nHac no 6opy, 6opy» B cene Kambizuno
Kpacuenckoro paitona). Jns nmereit 5-7
JIeT MpPEeJHA3HAYaJIUCh XOPOBOAHBIE HUIPHI,
OCHOBAHHBIE HA CHUHTE3€ JHAJIOra, MY3bl-
KaJbHOTO TpUIeBa U ABKeHUs («pémay,
«enymka Cemax», «Y peAHuKIOo» B c€nax
Mano-beikoBo u Kazankoe Kpacnorsap-
JIEHCKOTO paiioHa).

B HaponHOW TEpMHUHOJIOTMH 3THX pai-
OHOB IIECHU XOPOBOJHO-ILISICOBOTO KaHpa
Ha3bIBAIOT IUIICOBBIMU, KAPA2OOHBIMU — OT
cioBa xapaeod. Ilo ompeneneHuro crapo-
JKUJIOB, 3TO CJIOBO OYEHb CTapUHHOE: « Lo
ewé Hawu 6abywxu 3uanuy. Kak moxasbl-
BAaIOT HCCIIEIOBAHUS, KPYTOBasi XOPOBOIHAS
IJISICKa «B KPYXKKY» COCTaBIISIET CYTh I1O-
HATHA «Kaparom»®. Kapaeooom Ha3bIBaIH U
MOCTPOECHUE KPYTOM, COCTOSIIIIEE HE MEHEE
YeM U3 JIECATU 4YEJIOBEK, U IMPOCTO HAY-
LIUX JIIOAEH N0 «IIHPOKOW» YIMIIE — YIULEe
B LICHTPE CEJIa, MOJYYHUBIIEH CBOE HA3BAaHUE
u3-3a OOJIBIIOTO pa3Mepa MPOCTPAHCTBA.
Takoe »xe ompeneneHue kapazcooa IAET
N. BeperennukoB B pabore «benropon-
CKHE KaparoJph»: «HE TOJbKO JABUXKYIIIHECH,
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TAHITYIOIIME JIIONN B KPyTe, HO U CTOSIINE
psOM, cOOpaBIIHECsS BMECTEY .

Pa3bIrpeiBany kapazoosl Ha «ILIUPOKOM»
ynuie. B kapaeoo BeIxoauau moj Bedep co
Bcex KOHIOB cena. lllnu Ha «mmpoxyro»
YAUILY, YTOOBI TOIETh, MOIUIICATh U TPO-
CTO mooOuiarbes, a JHEM MOMIU HPUUTH
Ha HEOOJIBLION MPOMEXYTOK BpPEMEHH Ha
3aBaIMHKY. B kapacooe cobupanuch u cra-
pBIe, U MOJIO/bIE: NEBYIIKH, TAPHU, HEAaB-
HO NoKeHUBIIMECs napbl. HeykocHUTEIHO
coOroaI0Cch yClIoBUE — HE OpaTh ¢ cO0O0i
nereid. C KaXIOW YAUIBI HA «IITUPOKYIO»
IUTA OTAETBHBIM Kapazo0oM, a IPUJs MOT-
JM CHauyaja BOJIUTH HECKOJIBKO Kapazoodos,
MPH TOM HCTIONHATH OJHOBPEMEHHO pPa3-
HBIE KapacooHble TIECHHU, a TIOTOM COUTHCH
B 00U Kpyr. 31ech TakKe MOXHO OBLIO
YCIIBIIATh ¥ MPOTSDKHBIC TIECHU, M YaCTYIII-
KU o1 rapMotiky. ['yistHue B kaparoje Mor-
JI0 TIPOAOIIKATHCS 10 TITyO0KO# HOuM: «MHOt
pa3zy 08a uaca Houu OOMOU NPUOeULb .

[To yTBEpKIEHUIO MECTHBIX >KUTEIEH,
NEPBBIA Kapacod B TOJYy 3aBOJIUIHU TOCIHE
[Tacxu, MOCKOJBKY B TMOCT IEJIH TOJBHKO
TICAIMBI, @ B «pPa3peHICHHBIC» MPa3IHUKA
— bnarosemienue, BepbHoe BockpeceHbe —
VICTTIOJTHSIITU TIOCTOBBIC TIECHU, CKPOMHBIE T10
TEMaTuKe, CIEp)KaHHBIE M HETOPOILIHUBBIC
no menonuke. B cene Iloacepennee Anek-
ceeBckoro painona benropoackoii obnacty,
K mpumepy, Ha [lacxy paHo yTpoMm xomumu
B LIEPKOBb, [TOTOM Pa3TOBJISUTUCH U YK€ B 89
YaCcOB BBIXOJIWJIM HA YJIHITY U TIEPBOM «UTpa-
n» TiecHO «ThI, 3apst MOsI, 30PIOIIKAY.

Ha tepputopun Kypcko-06earopoackoro
MOTPAaHUYbsI XOPOBOHBIC MIECHU SIBIISIOTCS
[EHTPaAIBHBIM jkaHpOM. OHU MPOHU3BIBAIOT
U OIpeeNEHHBIM 00pa30M CTPYKTYpUPYIOT
BECh I'0ZI0BOM LIUKJI 0OPSA0B U IPA3IHUKOB.
COOTBETCTBEHHO CHUTYyalMsiM, B KOTOPBIX
UCIIOJIHSIOTCS 3TU TI€CHU, CaMH HCHOJ-
HUTEJIM JAaI0T UM pa3Hble HA3BaHMS: «Ta-
HOYHBIC», «TOBECHCKHE», «TYIIbOUIITHBICY,

«TYJIEHCKUE», «IIOCTOBBIEY,
«xaparogabsie» (mpumep Ne 1).

«(YJIMYHBIC),

Mpumep Ne 1 ®parMeHT KaparogHoi NecHu
c. BepxoneHbe MBHSAHCKOMO paioHa
benropopackoii obnactu
Example No. 1 A Fragment of a Karagoda Song
from the Verkhopenie village of the
Ivnya District of the Belgorod Region
J=60
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XOpOBOI[HBIe MNECHU JSTOT0 PCEruoHa

OTJIMYalOTCa M 0OorarctBoM Xxopeorpadu-
YECKHUX KOMITO3ULIMI. XapakTEpHbIM IS
JAHHOTO PETHOHA SIBJISIETCS JKEHCKUU Ta-
HEII IOl JUAJEKTHBIM HA3BAHUEM «TAHOK).
«TaHkn» TmpencTaBmsuIM COO0M Tpa3THUY-

HOC MICCTBHUC ACBYUICK W JKCHIIWH 110 CCITY.
Takwue XOpOBOABI-IICCTBHUA OCHOBAHbLI Ha

p33H006p33HBIX ABUXKCHUAX. «TYCBKOM),

«3MEUKON», «BUIBKOM», «B TPU YJIULBD» U

np. Vcnonp30BaHne Takux 3aMbICIOBATHIX
xopeorpapuueckux MOCTPOEHUH — CBH-

JETEJIbCTBO apXauyHOCTH >KaHpa. Bomunu

«TaHKW» PaHHEW BECHOM Ha NPOTAJIMHKAX,

a OCEHBIO — Ha BBITOHE, JTYTY. B 0CHOBE KOM-

MO3UIMOHHON (DOPMBI «TAHKOBY» — OOIIMIA
KpyT, 0Opa30BaHHBIN MMapaMy yYaCTHUKOB.

K nentpy kpyra nmoouepéaHo BBIXOAAT IPO-
THUBOIIOJIOXKHBIE IIapbl U BO3BPALLAIOTCS Ha

MMPECIKHECEC MCECTO. TaHLH)I COIPOBOKIAAINCH
clriciuaJbHbIMU «TAaHOYHBIMI) IICCHAMM.
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OKCNEIUIIMOHHBIE HCCIEI0BaHUs Tpa-
TUIAOHHOM KynbTypbl Kypcko-benropon-
CKOT'O IMOrpaHU4bsl MOKa3ald, 4TO B cElax
Breimaue [lenst 1 Huxnaue [lensl Pakutsia-
CKOTI'0 pailoHa «TaHKW» BOJIUJIU B ITpa3IHNY-
Hbl€ JIHU WU Tepuoabl mocToB. OCHOBHBIE
YYaCTHUIBI TAHOYHOTO IIECTBUSI — JCBYIII-
k. Bo maBe nponeccun HaXOIWJICsSd MyX-
ypHa — «x03yH». OH 3a/1aBaj HalpaBJeHUE
BCEMY ILIECTBHIO, (POPMHUPOBAT OCHOBHBIE
¢burypsl. Tpaauuus BOXIEHUS TaHKOB U
XOpPOBOJIOB «Ha IpaHsx» (Ha benroponuune
— TEPPUTOPHUS COCEACTBYIOMUX CEN) 3auK-
CHpOBaHa HccienoBaressiMu B cénax [paii-
BOpoHCcKoro, bopucosckoro, KpacHosipyx-
CKOro U MIBHAHCKOTO palioHOB.

Takum 00pazom, KaHp XOPOBOIHBIX
MIECEH BBIMOJHATI BaXXHYI0 COLMAIBHYIO
(GYHKIMIO, HATISAHO JEMOHCTPUPYIOIIYIO
MOJIOBO3PACTHBIE PA3JIMYMS, COLMATIbHBIN
CTaTyC YYaCTHHUKOB, B TO € BpeMs BHYTpHU
YKaHpa BBIACIWIOCH U SPKO MPOSBISIOCH
JMYHOCTHOE Hayayo IUISIIyIiero (mpupos-
Has OAapE€HHOCTb, 3HAHHUE TPAAULINU, TEM-
NIEPAMEHT, COCTOSIHUE JYILIU U T. [1.).

[lecennas tpaauuus benropoacko-
OCKONBCKOTO pervoHa MpeacTaBieHa Obl-
TOBAaHUEM CE30HHBIX (BECEHHUX, JIETHHX)
XOPOBOJHO-IIACOBBIX NeceH. HecmoTps Ha
TO, YTO XOPOBOJHbBIEC MECHU HE 3aHUMAIOT
[JIaBEHCTBYIOILIETO IOJIOKEHUSI B CHCTEME
YKaHPOB 3TOT0 PETMOHA U HE UMEIOT pa3BU-
THIX KOMITO3UIIMOHHBIX (POPM, OHU ChITpaIH
BAXHYIO POJib B (DOPMUPOBAHUH MECTHOU
NEBUYECKOM TpaaulMU. DTO Haubosee OT-
YETIUBO MPOSBUIIOCH B YKaHPE CBaJCOHBIX
MECEH, UMEIOIUX «aTWICHIHBIIN pedpeH
B (hopMe MEeNoro pUuTMHUYECKOTO IMEPHO/a.
OOpsiioBble HAMEBBbl U TEKCThI, UMEIOIIHE
3eMIIEJIETIBYECKYI0 TEMAaTuKy, aHajloruy-
HbIM 00pa3oM «IPOHUKIN» B CBajcOHBIC
MIECHU PEruoHa. 3aMETHOW CTUJIEBOM OCO-
OCHHOCTBIO TIECEHHOW Tpamuiuu benro-
poAcKo-OCKOJIBCKOTO PEruoHa BBICTYNAOT

TUIOJIOTMYECKHUE MMAPAIUICITIA MEKIY CE30H-
HBIMU U CBaJIeOHBIMHU HarleBamu, oOpasys
enuHbIN Mesogudeckuid tum. Iloaurekcro-
BbIIl HAlleB MOXET OXBaTblBaTh BECh ape-
an. HccnenoBarenssMu BBIIEIEH BEpPXHE-
OCKOJIbCKMI MEJOJUYECKUN THUI, KOTOPBII
«XapakTepusyeTrcs JaJoBOM MOZENbIO, OC-
HOBAHHOM Ha COIPSHKEHUU JBYX JIAJOBBIX
onop. “Y3HaBaeMOCTh HAIEBOB 3AJIOKEHA
B UX SIPKOM Menogu4yeckoMm Hayane. imen-
HO KBapTOBbIE MHTOHALIUU COCTABIISIIOT
OO0JIBIIIYIO YaCTh UMIIPOBU3ALMOHHBIX 3arie-
BOB»® (Iprmep Ne 2).

Mpumep Ne 2 ®parmeHT cBagebHOM necHu
«MamyLuKa-roronyLka»

c. besrogoska Banyickoro paioHa

Benropogckoit obnacty

Example No. 2 A Fragment of a Wedding Song

Matushka-gogolushka [Mother Darling]
from Veezgodovka village of the Valuyki District

of the Belgorod Region
=180
0 by e e
ISR i
k)
1. Ma -Mymr-xa - ra-ro- Jy -kKa fa | Bbl- IJIA- HH Ba-KO - Hyll-Ka ja

MomHeNmmii  1yXOBHO-HPaBCTBEHHbIN
MOTEHLIMAJT 3aJI0KEH B CBaJCOHBIX MY3bI-
KaJbHO-TIOATUYECKUX TEKCTax. Beixaro-
mmiica  gonbknopuct, mnucarens Jl. ba-
JAIIOB OTMEYaj, 4YTO COIPOBOXKAAKOLINE
pPyCcCKyto cBaab0y OOpsiAbI «SIBISIOTCS MO-
T'YIIECTBEHHBIM CPEJICTBOM HAallMOHAJb-
HOTO BOCIHTAaHHUS W CIUIOYEHHS Hapoaa
B OJHO JyXOBHOE€ Lienoe (oOpsin eauH u
o01Ieo0s3aTeIeH, a ClIeI0BaTelIbHO, 00b-
€IMHSET BCEX JKMBYIIMX YJIEHOB Hapoja
ApPYT C APYroM), a TaKKe CPEICTBOM CBSI3U

115



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3

G/ﬁ\

AKUBYILUX C IpeIKaMu (00psT cCOBEpIIAeTCS
TaK e, KaK €ro CoBepuaiu Aeabl U mpaje-
b1, CIIeIOBATEIbHO, OH O0BETUHSIET HAPO.
HE TOJIBKO reorpauuecku, HO U UCTOpUYe-
CKU, 00pa3ys JTyXOBHYIO CBSI3b, YXOSIIYIO
B TIIyOb BpeMéEH )»’. dopmupoBaHue cBaeo-
HBIX TPaJULMNA MPOUCXOAMUIIO MOCTENEHHO,
B pe3yjibTare 4ero CTAJId NOSBIAThCA Ta-
KHE YKaHPbI, KaK NMPUYUTAHUS, BEIUYAHUS,
necennas nupuka [4]. Ilpuuém BaxHyrO
4acTh OOPSAJIOBBIX TMECEH COCTABIISI U XO-
peorpadudeckuii komrnoHeHT. CBajgeOHbIE
MECHU — OAMH U3 Hauboliee U3M00IEHHbIX
U COXpaHUBIIMXCS Ha benropoguune xaH-
poB. OH npencTaBieH cBaJeOHBIMU IUIACO-
BBIMU <JIETIOUIKAMU», KOTOPBIE «UTPAIOT»
Ha TPOTSHDKEHUU BCeU cBalbObl, a YUHHBIE,
pUTyaJIbHbIE TIECHU C apXauyHbIM IpHUIIE-
BOM «{JIaJy, Jaay, JyLIeilb MOE» — B OIIpeIe-
JEHHBIE MOMEHTHI CBa/1€0HOM UTPBI.

BepmmHoi  BOKajapbHOrO  MEBYECKOIO
HCKYCCTBAa CJIEIYET CUYUTAaTh JIMPUUECKYIO
MEeCHI0. JTO OAMH M3 Haubojiee pacmpo-
CTpPaHEHHBIX JKaHPOB B PYCCKOM (POJIBKIIO-
pe. Ha nepBrlil ru1aH B TaKUX NECHSX BBIXO-
IST JTUYHOCTHBIE NepexxuBaHus. CrOKEThI
JUPUYECKUX TIECEH Pa3HOOOpa3HbI: OT pe-
KPYTCKHX JI0 TIECEH JIOOOBHOTO CoJIepKa-
HUs. BriepBble K jKaHpy TMPUUECKON NECHU
B KOHTEKCTE MOHOTPa(UYECKOro UCCIE0-
Banus oboparmiuce H. Jlomarun u B. Ilpo-
KyHUH, KOTOpPbIE CUMTAJH, YTO «HAPOJHBIC
MECHU TPEACTABISIIOT COO0N Hepasaeib-
HO-1I€JIOCTHOE, BHYTPEHHE CBSI3aHHOE €U~
HEHUE MY3bIKaJIbHOTO HaleBa M TEKCTa: HU
HaIleB [ECHU, OTAEJIBHO B3SThIM OT TEKCTA,
HU TEKCT €€ caM 1o cebe B Hapojie He CyIIe-
CTBYHOT»'’.

TpaauuUOHHBIE TPOTSKHBIE JIMpUYE-
CKHE TIECHU CBOE€OOPAa3HbI M0 XYy/I0)KECTBEH-
HoM (hopme. CobupaTenu HapOAHBIX MECEH
OTMeuaal HEeOObIYalHYIO CIOXKHOCTH pac-
MIEBOB, CJIIAKEHHOCTh MEHHSI HAPOJHBIX UC-
MOJIHUTEJICH, UX CTPEMIICHHE JOHECTH [0

ciymatens modTtuueckuit croxker [5]. Ha
benropoaurHe >kaHp NPOTSHKHOW JIMPH-
YEeCKOM MecHU Haubojiee HIMPOKO pacmpo-
CTpaHEH B CTApUHHBIX pyccKHX cénax ben-
TOPOACKO-BOPOHEKCKOM CTUIIEBOM 30HBI.
[maBHOE JOCTOMHCTBO IMECEH — OOraTcTBO
MHOTOT'0JIOCHOTO pacrieBa. B ero ocHose
Jexar Tpu 000COOJIEHHBIE TPYMIBI TOJO-
COB: OCHOBHas (CpedHsisi), H)KHHE rojioca
(«6acyromy, 06pazysi IPOYHOE OCHOBAHUE —
rapMOHUYECKUN (PyHIAMEHT MECHH), BepX-
HUE ToJI0Ca («MAHYM HA NUCTNOHY).

Spxoii conmanbHON (pyHKIIMEH 0OMana-
IOT YaCTYIIKU — YHUKAJIbHBIN KaHpP MECEH-
HOro (honbKiIOpa, HAMISAHO JEMOHCTPH-
PYIOIIMKA HAPOIHYK0 CMEKAJIKY, MYApPOCTb,
COYETAIOUIMECs C BUPTYO3HBIM HCIOIHH-
TEJIbCKUM MAacTepcTBOM [6]. XapakTepHas
0COOEHHOCTH JKaHpa — JJAKOHUYHOCTH (hop-
MBI, yAUBUTEIbHAST WUMIIPOBU3AIMOHHOCTh
U 000COOJIGHHOCTh HameBa M TEKCTa, IO-
CKOJIbKY Ha OTJIEJIbHbIE YaCTYIlI€YHbIC HaTIE-
BBI TIOKOTCSI TEKCTHI CaMOM pa3HOW TeMaTu-
Ki. VIHTOHAIIMOHHO-MEJNOANYECKU CKJIaja
YacTyIIeK CPOJHU MHOTUM CTapUHHBIM
MIECEHHBIM >KaHpaM (IJICOBbIE, IITyTOUHBIE,
ckoMopoItbu cka3bl). CnocoOHOCTh yac-
TYIIKA ONEPaTUBHO OTKJIMKATHCA HA COLM-
aJIbHO-3HAUYMMBIE COOBITHS JIMYHOM, OOIIe-
CTBEHHOM U MOJIUTUYECKOUN KU3HHU CTPAHBI
CHHUCKaJHM €l 0co0yI0 JIF0OOBb U MOIYJISIP-
HOCTbh B Hapoje, KOTOpPbIi, COOCTBEHHO, U
ABIIIETCS CO3/IaTeIEM 3TOTO JKaHpa.

OpHoli M3 BBLAAIOMIMXCS MECEHHMI] 4a-
CTyIIEYHOro kaHpa Obu1a Mapus Hukona-
eBHa MopnacoBa. OHa cjenana 4YacTylIKY
JIOCTOSTHUEM TPO(EeCCHOHANBHONW  CIIEHBI,
NoKa3zasia €€ MHOrooOpa3Hyto KpacoTy, KHu3-
HEHHYIO CUJIY, TIOAHSAJIA 10 BHICOT OOJIBIIO-
ro uckyccra. Tpuauars ser Mapus Huko-
JJa€BHA BO3MJIABJISUIA YACTYIIEUYHYIO IPYMILY
Boponexckoro xopa, B 3a1a4y KOTOpOil BXO-
TII0 cobupanue, oOpabOTKa, COYMHEHHUE
YacTylEK, UX CIEHUYECKOE BOIUIOILEHUE.
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Ha benropoguune ObITyeT OrpoMHOE MHO-
KECTBO YaCTyIIEK, HWCIOIHIAEMBIX «IIOA
SI3BIK», TAPMOHB, Oasanaiky B popme Kpyro-
BOM, MapHOM IUIACKH, Tpoiikamu («Marans»,
«CeménoBHay, «llogpyxka», «CapartoBy,
«dycs», «AxynuHkay, «bapbIHsI» U 1Ip.).

Ha3Banme «uactymika» (mpurmeBka, Ko-
POTYIIKA) IPOU30LLIO OT CJIOBA «YACTBIN»:
TEKCT B HEHW MPOU3HOCUTCS OBICTPO, WIIH,
JIPYTrMMH CJIOBaMH, 4acTo. B ocHOBe mos-
TUKH JKaHpa — CaTUPUYECKHUE TEKCTHI, JIIO-
O6oBHas Tematuka. VccienoBarenu BbIIEIS-
I0T HECKOJIBKO Pa3HOBHUIHOCTEM YaCTyILIEK.
Haubonee pacnpocTpaHeHHas W3 HUX —
CTpaJlaHusl.

XX BEK IMPUHEC YaCTYLIKE HE TOJIBKO
NpU3HAHUE, HO U MOAJUHHBIA Tpuymd. EE
CTaJy WHTEHCHBHO 3allMChIBaTh, U3Yy4aTb,
ucnonHATh. KpynHenmume nmosTel, Takue
kak A. beunsiid, B. Bprocos, A. briok, B. Ma-
SIKOBCKHUM, JI. beaHbIi, akTUBHO HCIIOIB30-
BaJIM LIUTATHI U3 HEE B CBOMX COUYMHEHUSX.
Yacrymky ao6mnu u uenuiu Jles Toncroit
u Makcum loppkuii. OueHb OnaromnpusT-
HYIO «ECTECTBEHHYIO Cpely OOMTaHUD» Ya-
CTYIIIKA HaIllJla B PyCCKUX HAPOJHBIX XOPaX.

Ha npotsikeHun BEKOB pycckasi HapoJi-
Has IIECHS HAXOJIUT JTOCTOMHOE OTPaXKEHUE
B TBOPUYECTBE OTEUYECTBEHHBIX KOMIIO3UTO-
poB. BoroménHas B BOKaJIbHO-XOPOBBIX
U UHCTPYMEHTAJIBHBIX MPOU3BEIACHUSX,
onepax u 6anerax M. ['muuku, M. Mycopr-
ckoro, H. Pumckoro-KopcakoBa, A. bopo-
nuHa, [1. YallkoBCKOrO HapoJHash My3bIKa
COCTaBMJIa UHTEPECHYIO 00JaCTh KOMIIO3H-
TOPCKOIO TBOPYECTBA IOCIEAYIOLIUX I10-
konennit (I. Cupupos, B. Kamuctparos,
B. T'aBpunun, P. Heapun). OHa BomioTuaa
Oorarelii TyXOBHBII MUpP HApOAHON MY3bI-
KaJIbHOM KyJIBTYphl, OONajgaromeil BbICO-
KMMHU HPaBCTBEHHBIMHU IIEHHOCTSMH. Bceit
CWJIOM CBOEro rojoca pycckas HapoaHas
MECHS 3BYYUT B HACTOSIIEE BpEeMs B aylu-
TOPUSIX CTICIIMAJIBHBIX YUE€OHBIX 3aBEJCHUMH,
Ha MMIIPOBU3UPOBAHHBIX U CLEHUYECKUX
IJIOIIAIKaX CEJI U IOpONIOB, B CPEICTBAX
MaccoBol HWH(OpMaAlMUd B HCIOIHEHUU
JTHOOUTENbCKUX U MPO(eCcCHOHaNBHBIX Ha-
POIHBIX XOPOB U aHCAMOJIEH, MOATBEPKAAS
CBOIO >KM3HECTIOCOOHOCTh Onarogapsi Tpa-
UMW, TAMSATA U CKPBITBIM <JIATEHTHBIM»
crioco6am e€ pa3BUTHA.
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Annomayun. ABTOp BbLACISAET MEPUOJ B HCTOPUU JIOPEBONIIOLMOHHOTO Tearpa OINEpeTTh
Ha JlanbHeM BocToke, OXBaThIBarOIIMI TOIBI MEXAY ABYMs BOWHAMHM — PycCKO-SIOHCKOM M
[lepBoii MHPOBOHM — U XapaKTEPU3YIOLIUNCS UHTEHCUBHBIM Pa3BUTUEM JAaHHOU cdepbl. B aTom
MpoLecCE HAXOMAT OTpakKeHHWE KaK BHYTPEHHHE, TaK U OOIIEpOCCHIICKME TEHIEHUUH. JTO
MPOSIBIISIETCSl B HANOJHEHUM penepTyapa 0a30BBIMHM IPOU3BENCHUSMHU, BKIIOYEHUU OIEPETT
COBPEMEHHBIX 3apyOEKHBIX U OTE€UECTBEHHBIX KOMIIO3UTOPOB. PacnpocTpaHuBIInecs B peruoHe
TeaTpbl MUHUATIOP 00YCIOBWIN MOSABIEHUE B MIPOrpaMMax aHTPENpPU3 OJHOAKTHBIX CIIEKTaKIIEH,
a TaK)Ke «YKOPOUEHHBIX)» BapUAHTOB KJIACCMYECKUX M BEHCKUX omepeTT. Cpeau peruoHaIbHbIX
TpaauLUi MY3BIKAJILHOTO TeaTpa HaOIIONal0TCS «KOHKYPCHBIE» MOCTAHOBKU M HCIIOJIb30BaHUE
BCTaBHbIX HOMEPOB, MYJBTHKYJIBTYPHBIH XapakTep omeperThl. llpu cpaBHeHMM ¢ AMHAMHKOMN
(YHKIIMOHUPOBAaHUS TeaTpa OMNEPeTThl B ILEHTPAIbHBIX M IOKHBIX MPOBUHLHUAX CTPaHbI
(hopMupyeTcs BbIBOJ O IUAUPOBAHUH OKPAMHHBIX TEPPUTOPUIA B 1aHHOM cdepe. [opona JlanpHero
Bocroka Xap6un, XabapoBck u BnaguBocTok pacmupsiior reorpadudyeckuil apeas akTUBHOCTH
TeaTpa ONepeTThl Ha OTAAJEHHBIX UMIIEPCKUX TEPPUTOPHUSIX.

Knioueevie cnoea: tearp omepertsl B Poccum, TeaTp MHHHATIOP, aBTOPBI OTEYECTBEHHBIX
ONEPETT, HEOBEHCKAs OllepeTTa

Mna yumuposeanusn: Kpeuiosckas U. WU. Tearp onepertsl Ha lanbHeM BocToke B mepuop
Mexay nByMsa BoitHamu (1906—-1914) // Ilpobnemsl My3bikanbHOM Hayku / Music Scholarship.
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Abstract. The author highlights the period of the pre-revolutionary operetta theater in the
Far East, spanning the years between two Wars — the Russo-Japanese War and World War I,
characterized by an intensive development of the given sphere. Both the inner and the overall
Russian tendencies find reflection in this process. This is revealed in forming the repertoire with
the fundamental musical compositions, including operettas by contemporary composers from
Russia and from other countries. The cameo theaters which spread in the region at that time
stipulated the appearance of one-act performances, as well as “shortened” versions of classical and
Viennese operettas in the programs of the non-repertory theaters. Among the regional traditions
of musical theater, we can observe “competitional” productions and incorporation of inserted
numbers, which enhance the multicultural character of operetta. When comparing the dynamics
of the functioning of the operetta theater in the country’s central and southern provinces, the
conclusion is formed about the leadership of the peripheral territories in this sphere. The cities of
the Far East, Harbin, Khabarovsk and Vladivostok broadened the geographical areas of activity
of the operetta theater in the remote territories of the Russian Empire.

Keywords: operetta theater in Russia, cameo theater, composers of Russian operettas,
Neo-Viennese operetta
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earp OmeperThl Kak omHa u3 cdep

I JOPEBONIOLIMOHHOTO ~ MY3BIKaJIbHO-
ro tearpa JlampHero Bocrtoka 1mo-

cle OKOHYaHUsA PyCCKO-AIIOHCKOW BOWHBI
BCTynui B (pa3y MHTEHCUBHOIO Pa3BUTHSI.
DTOT npouecc, HayaBmuiics B 1906 roxy,
npomuics a0 ceHtsiops 1914-ro, korma
3aBEPIIWICS JIETHUN TEaTPAJIbHBIA CE30H U
yke moJsitopa mecsina nuia [lepsas mupoBas
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BOliHa. Bompockl nepuoan3aluv UCTOPUH
JaIbHEBOCTOYHOTO MY3bIKAJIBHOTO Tearpa
B PErMOHAJIbHOM HCKYCCTBOBEJICHUM HHU-
KOI7Ia HE paccMaTrpUBaINCh, TOTAA KaK OHU
MPEACTABISIOTCS BAXXHBIMU JJISl U3YUYCHUSI.
B onope Ha Takoil KpuTepuii, KaKk JUMHAMU-
Ka HMCIOJHUTEIbCKON/TPOU3BOJICTBEHHOM
JEATETbHOCTU  MY3bIKaJIbHO-TEaTPaIbHBIX
TPyMI, a Tak)keé UMMaHEHTHBIC MPOIECCHI
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B cepe My3bIKaJIIbHOTO Te€aTpa, B TOM YHUC-
Jie ¥ PErMOHAJIBLHOTO, B CTAaThE BBIACIACTCS
MEKBOCHHBIM nepuoa. Ha ocHoBe MHOro-
YUCJICHHBIX JOKYMEHTAJIbHBIX UCTOYHUKOB
BOCCTAHABJIMBACTCS XPOHOJIOTHUSI COOBITHIA,
ONpPEAEINAIOTCS BEAYLIUE TEHACHLIMM pas-
BUTHS, a TAK)K€ pEerHOHabHas crenuduka
B MHTepecyromen obiaacti. cTOUHUKOBYIO
0a3y COCTaBWIM PETHOHANILHBIE U CTOIUY-
HbIE IeproanYecKre n3nanus 3a 1906—-1914
rofibl, MOHOTpapuM, CTaTb U H3BbICKAHUS
JMCCEPTALMOHHBIX UCCIIEA0BAHUIN JajbHe-
BOCTOUHBIX HCTOPHKOB, MCKYCCTBOBEIOB',
a TaKke JaHHble «XpoHOorpadar, UMEIOIIH-
ecsi B MHOTOTOMHOM Tpyne «Mcropust pyc-
CKOM My3BIKIDY .

[Io cBuUIeTENBCTBY KOPPECHOHIEHTA
KypHana «Tearp U UCKyCcCTBO», K OKOHYA-
HUAIO PyCCKO-AIOHCKOM BOMHBI W Hadally
9BaKyallMi BOWCK U3 MaHBUKYpUU TeaTpsl
37IECh «CTallM pacTu Oynro rpuden»’. Ox-
HAKO COLMAJIbHO-3KOHOMUYECKUE YCIOBUS
BCKOpE 3HAYUTENIbHO YXYAIIWINCh, U Tea-
TpajbHbIE NPENNpUATUs pasopsiuck. [Ipu
3TOM TeaTp OMNEPETThl BCKOPE BO30OHOBUII
(dbyHKIIMOHMpOBaHUE B XapOuHe U MpoAoI-
KW CBOIO paboTy.

My3bIkanbHO-TeaTpajibHasl KU3Hb Ha
POCCULICKOU TAaTTbHEBOCTOYHOU TEPPUTOPUHU
nocie 1905 roma Havajia IIOCTEIIEHHO BOC-
CTaHABIIUBATHCS, HapalluBas JIUHAMUKY.
Omna oTMyanack CTaOMIbHOCTBIO, OTpaXKast
IIPU ATOM KaK BHYTPEHHHE, TaK U 0011Iepoc-
cuiickue TeHacHIuu. Kak ¥ B TOBOCHHBIN
nepuon (cm.: [1; 2; 3]), oneperra okazaiach
B aBaHrapjie 3TOro Ipoliecca, 4To CBUJE-
TEJIBCTBYET O MOOMIBHOCTH MY3bIKAJIbHOTO
TeaTpa, B TOM YUCJE U B YCJIOBHSIX aHTpe-
npu3b’,

Oneperty Ha [JaneHem BocToke B omnu-
ChIBa€MbI€ TO/bl UCHOJHSUIM B OOJbIICH
CTENIEHU CIBOEHHBIE (ONEPHO-ONEPETOU-
HbI€) WM CMEIIaHHbIC (OMepeTOYHO-aApa-
MaTH4YEeCKHe, OTIEpHO-0NEPETOYHO-]Ipa-

MaTuueckue) anrpenpusbl. CoOCTBEHHO
OIepeTOYHbIE TPYIIIBI padOTAId B pETHOHE
pexe, YTO MOXKHO OOBSICHUTH KOMMeEpYe-
CKUMHU NpuuuHaMu. s pazHooOpasus pe-
nepryapa u OeHe(UCOB OMEPETTy CTABUIU
TaKKe OINEPHBIE U IpaMaTUYECKUe TPYIIIbI,
K HEl 0Opanianuch 1 TIOUTETbCKIE 001IIe-
ctBa. [locTosIHHO pacTymias NOMyJISIPHOCTD
KaHpa pacuIMpuia CLEHUYECKOE IIpo-
CTPAHCTBO, U OINEPETTY Hauajau BKJIIOYATh
B MporpamMmsbl Bapbete (Bo BmanuBocroxe,
HanpuMep, BapbeTe «ANomio» U «Abpram-
Opa») U MaHTaHOB.

3HaYUTENIbHO M3MEHWJICS KOpIyC aH-
TPENpPEeHEPOB, UMEBIINUX CBOU T€aTPAJIbHbIC
NPENNpPUATUS B PETUOHE, HCIOIHIBIINE
oneperry. M3 HOBBIX NpeanpUHUMATENEH
ciaenayetr HazBath A. JleBuikoro, JI. Kpu-
KEBCKyl0, A. AxmaroBy U M. Axmarosa,
S1. Boritonosckoro. CaMbpIM yCHEHIIHBIM U
BEIyIIUM TeaTpaJbHbIM IpPEAIPUHUMA-
teneM B nepuog 1906-1914 romos cran
N. ApHONBIOB, MMUPOKO pa3BEpHYBIIUHN
TeaTpaJibHble TMpeAnpusitus B XapOuHe
u Ilpumopckoit obmactu. CBOIO AedTeb-
HOCTh B XapOunHe u XabOapoBcke Hayanl
B 1909 rony TearpasibHbIA aHTPENPEHED, aK-
T€p U pexuccep E. lonun. Ero npennpunu-
MAaTeJIbCKUMN U PEKUCCEPCKUN TAIAHT B IOJI-
HOU Mepe nposiBWIICS B nipeaasepuu [lepson
MHPOBOU BOMHBI U B MOCHEAYIOLINE TOJBI.

[IpencraBum xpononozuro padboThl B pe-
TMOHE MY3bIKaJbHBIX AHTPENPU3, HCIOJI-
HSBIIMX ONeperTy, 3a nepuon 1906-1914
TOJI0B:

— Xapb6un, 1906 (mo ITacxu, mapt —
anpens), Bnamusoctok, 1906 (ampenp —
WIONb) — orepa/oneperta qupeknuu A. Jle-
Burkoro u Ko;

— XapOwuH, 1906 (Maii — oKTSIOpb) — otIe-
perra qupexunu M. Xanaaposa noy ynpas-
nenueM @. BaneHteTTH;

— Xabaposck, 1907 (ampenp — 10
11 wurons), BaanuBoctok, 1907 (jeTHHit
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ce30H) — ToBapHILIECTBO ONEPETOYHBIX ap-
TUCTOB 107 ynpasieHueM JI. KpmxeBckoii;

— Xap6un, 1907 (Hos06pb, 3UMHUH ce-
30H) — onepHo-oneperouHas Tpymnmna 1. Ko-
raHoBa;

— BrnaguBoctok, 1908 (MapT — utoHb) —
oneperra 1. Apronpnosa;

— Xapbwun, 1908 (sHBapsr — (eBpaib),
Bnamusoctok, 1908/1909 (nexabps — deB-
panib, 3uMHUN ce30H) — «IlepBoe HOpMaIb-
HOE TOBapUUIECTBO OIEPO-ONEPETOUHBIX
apructoBy» (OwiBiiee . Koranosa), wim
«HopmasibHOE TOBapHILECTBO OIEPO-OIIe-
PETOUYHBIX APTUCTOBY;

— Xabaposck, 1908 (Becna) — omep-
Ho-omnepeTouHas Tpymnma JI. KpmkeBckoit’,

— BnaguBoctok, 1909/1910 (nmexabpn
— amnpenb, 3MMHUN ce30H), biarosenieHck,
1910 (uronp) — ToBapuIIECTBO OIMEPETOYU-
HBIX apTUCTOB pexucceépa I1. I[leTpoBckoro
(«CTOoNMYHBINA ONIEPETOYHBIN aHCAMOITB);

— BnamuBoctok, 1910/1911 (21 HOAOps
— 13 sHBaps, 3umMHul ce30H) — ToBapwuiie-
cTBO apTtuctoB pexuccépa U. I'ynapa (ome-
peTouHas Tpynna AXMaToBOM);

— BrnamuBoctok, 1911/1912 (HOs6ps —
5 ¢eBpans, 3umHuil ce3oH) — ToBapwuiie-
CTBO KOMHYECKOW OIEpBI-ONEPETTHl IOA
yrpasiieaueM 1. BoWToa0BCKOTO;

— BrnamuBoctok, 1912/1913 (2 HOsOps
— sHBapb, 3UMHHI ce30H), XapOuHn, 1913
(Becna) — ToBapuiiecTBo (KOMHYECKOM)
onepbl M OMNEPETThl NOJA YIpaBICHUEM
A. AXMaroBoii;

— bnarosemienck, 1913 (anBapp -—
anpenb) — Pyccko-manopycckas omnepHo-
ONEpEeTOYHO-ApaMaTuieckas Tpynna au-
pekuuu M. ApHonbaoBa nox ynpaBieHUEM
K. Kapmentoka-KameHckoro.

[IpuBenéHHbIC TaHHBIE CBUACTEIIbCTBY-
10T 00 MHTEHCUBHOCTU U HENPEPBIBHOCTH
MIOCTAaHOBOYHOW JIESTEIBHOCTH OIEPETOY-
HBIX Tpynn BO BiagmBocToke M mMeHbIIEH
aKTUBHOCTU aHTpenpeHépoB B briarose-

meHcke u Xabaposcke. B mocnennem cury-
alus CBA3bIBAJIACH C OTCYTCTBUEM XOPOLIUX
TEaTpPaJbHbIX MOMEIIEHUN JJI1 MYy3bIKAJIb-
HBIX CIIEKTAKJIECH U OOIIEH CII0)KHOCTBIO Be-
JI€HUS T€aTPaIbHOIO JIE€JIa, YTO OTMEYAI0Ch
MHOTMMHU cOBpeMeHHuKamu. Hecmotps Ha
HaJM4MEe TeaTPaJIbHBIX IOMEIIEHUH U I0-
MYJSIPHOCTD ONEPETThI, biarosemieHck Tax-
KE OCTABAJICS MaJIONPUBIIEKATEIbHBIM IS
aHTPENPEHEPOB, UTO 3aMETHO U IO PEAKUM
naHHBIM «XpoHorpada». B XapOune ak-
TUBHAsl JI€ATEIbHOCTh COXpPaHAJIach, HO 00
TOM MOYKHO CYJIUTB TOJIBKO 110 KOCBEHHBIM
JAHHBIM UCTOYHHUKOB.

HcnonHutenbCckue BO3MOXHOCTH U
YCHEWHOCTh TPYNHI (XYIOKECTBEHHAs W
(dbuHaHCOBas) BO MHOTOM 3aBHCEIH OT ap-
TUCTUYECKOTO COCTaBa, KOTOPBIM MOT OBIThH
BeChbMa MECTPBIM, YTO B CBOK OuYepedb
OTIPeNeIsIOCh (PUHAHCOBBIMU BO3MOYKHO-
CTSIMU aHTpenpeHépa. boabmmmu HCOTHU-
TE€JIbCKUMHU COCTaBaMH, UMEBIIMMH KpOME
COJIMCTOB U XOpa COOCTBEHHBIE OPKECTPHI U
Oasnet, oTMyanuch Tpynmnsl A. JleBunkoro
(1906), «IlepBoro pycckoro Ha JlambHem
BocTtoke onepeTo4HOro TOBapHILECTBA»
(1908/1909);  «TomapumiecTBa  omnepe-
TOYHBIX aPTHUCTOBY» («CTOJIMYHBIN orepe-
TOYHBIA aHcamONIb») MOA PYKOBOACTBOM
I1. IlerpoBckoro (1909/1910); ToBapu-
IIeCTBA KOMHUYECKOW ONEPbI-ONEPETTHI
nox ynpasieHueM . BouTonosckoro
(1911/1912). C HuMHM BBICTYNANU apTH-
ctel Cankr-IletepOyprckux Ttearpos. Sp-
KUM XYZIO’KECTBEHHBIM COOBITHEM B JKU3HU
MY3BIKUIBHOTO TeaTpa AAJIbHEBOCTOYHOM
OKpauHbl B MEKBOCHHBIN IEPUOJ] CTAII ITPU-
€311 ¥ BBICTYIUIEHUE B CHEKTAKJIAX TPYIIIbI
JI. KpwxkeBckoil meBHa M KOMIIO3UTOpA
H. Cesepckoro®.

B cdepe oneperth Ha JlanbHem BocTo-
K€ B paccMarpHuBaeMble Troibl HaOIIOIAI0T-
Csl OIPENEIIEHHBIC pElepTyapHble TEHICH-
L[MY, TO3BOJISIIOLIME BBIACIUTH HECKOJIBKO
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TPYII TIPOU3BEICHNM, OBITOBABIIUX HA pe-
THOHAJIBHBIX CLIEHaX. ABTOPOM CTarbu Ha
OCHOBE MEPHUOAUKH COCTaBJIEHA CBOJHAS
perniepTyapHas Ta0nuila, 3HAUYUTEIbHbBIC
MaciITadbl KOTOPOH, OJTHAKO, HE TIO3BOJISIOT
€€ NpUBECTU NOJHOCTHIO. Pe3ynprarsl aHa-
JUTUYECKOT0o 0030pa MpeACTaABUM TE3UCHO.

C 1906 roma u o ocenu 1914-ro ocra-
F0TCS TIOMYJISIPHBIMU U CTAOUITEHO UCTIOJTHSI-
FOTCSI IPOU3BENICHMUS, CTABIIINE Oa30BBIM pe-
NepTyapoM MPOBUHLUUAIBHBIX AHTPENPHU3,
BKJIFOYABIINM (QPAHITY3CKUX U aBCTPUUCKUX
aBTOPOB’. DTO MOpsi/IKa TPEX JECITKOB OIle-
perT, Takux Kak «llyremecrBue B Kuraii»
®. baszena, «bennesie oBeukm» JI. Baphe,
«KopueBmiibckue kosokosa» P. [lmankera,
«Manmyazens Hutym» @. Dpse, «Kpac-
HOE€ cosHbIIKO» . OnpaHa, «3enéHblil
octpoB» . Jlexoka, «IIpekpacnas Eue-
Ha» u «[Itnukm meBune» XK. Oddendaxa,
«prranckuit 6apon» U. Ultpayca. B sroi
KE pernepTyapHOM TpyMIne AOHKHBI OBITh
yKa3aHbl OIEPETThl OTECYECTBEHHBIX ABTO-
poB — «Xamxu-Mypar» U. [lexkep-lllenka
u «HoBble 1BITaHCKUE POMAHCHI B JIMIIAX)
H. Cesepckoro, a takxke «leitma» amepu-
KaHckoro komnosuropa C. J[xoHca.

[Ipn coxpaHeHHU YTBEpPAMBIINXCS
B penepryape NOCTaHOBOK pacLIMpsuICs Ie-
peYeHb APYruX ONEPETT 3TUX KE aBTOPOB.
JlanbHEBOCTOUHBIMH MIPEMbEPAMH  CTAU
criektaknu  «lepinoruns  I'eponbriTelin-
ckas» (HaXoAWBIIAsCS ABAALATH JIET IO
3anpetoM 1eH3ypsl) XK. Oddendaxa u ero
K€ paHHsA OJHOaKTHas omeperra «CBajb-
6a mpu Qonapsx»; «llanynbs» u «Bainbe
mo6Bu» K. Lupepa, «Hous B Beneuun» u
«Yaps! BecHb» U. Hltpayca. [Ipembeps! B
OOJIBIIMHCTBE CBOEM MpOILTU BO Briaguso-
CTOKE.

TenneHuu Kk o0IIEMy U3MEHEHUIO pe-
nepryapa B CBS3U C TOSIBJICHHEM HOBBIX
KOMIIO3UTOPCKUX UMEH, a TaKXke 3arpocoB
myOJIMKH, OOYCIIOBIIEHHBIX, B CBOIO OUEPE/Ib,

M3MEHEHUsIMH B €€ COLMalIbHOM COCTaBe,
nocne 1906 roma cramu NMOCTENEHHO Ha-
omonatecs U Ha JlanpHem Boctoke, xots
eni€ He CTOJIb ABHO, KaK B ctonuuax. [log-
TBEPXKJCHUEM TOMY MOXKET CIIY>KUTh 3aMe-
YaHUE KOpPPECHOHAEHTa rasersl «Jlanékas
OKpaWHa» TIO0 TOBOJY BBHIOOpA OMEPETTHI
«Hummn crymeHT» Mg Hadana ce30Ha
1908/1909 romoB «IlepBbiM HOpMaTbHBIM
TOBAapHUIIECTBOM OIEPO-ONEPETOYHBIX ap-
TiCTOBY: «benubiii Mumnékep. U3 cronu-
el ero HactoiumBo m3roHsror “llamoctn
Amypa” ¢ “Becénbsimu BioBamu”, “Houamu
M00BK” W MPOYME LIEAEBPHI JIETKaro yaH-
pa, HO Y HAaC CTapble KOMIIO3UTOPHI BCE €I
Jep>KaTcsl B penepryape U UMEKT YcCHeX.
Hapnosro mu?»8.

Bropast obmupHas penepryapHasi rpyIi-
T1a MMPOU3BEIACHUN B CLIECHUYECKOM MPAKTUKE
HMMIIEPCKOM OKpauWHbl — JAJIbHEBOCTOUYHBIE
MIPEMbEPHI OMEPETT HOBBIX ABCTPUMCKUX,
aBCTPO-BEHTEPCKUX W HEMEIKHX aBTOPOB,
KOTOPBIE MPAKTUYECKU BCE MPOILIN Ha CLE-
Hax BmamuBoctoka. Cpeau HUX BbIIETS-
FOTCSL ONEPETTHI C BOCTOYHOW TEMATHUKOM.
[IpencraBnenHas 10 3TOro nepuona B pe-
nepryapuoit adume «leimei» C. [xoH-
ca u «3Be3noit Boctoka» I1. Ctpeccepa u
M. ¢oun Baitnupiisi, oHa 1OTOTHSAETCS OTle-
perramu P. Paiimana («AnbGaHckuil nmpuHII,
unu boiikas mamszens») u P. Ilnankera
(«Pait MaromeTtay).

Camoii sipkoil COCTaBIISIONICH B pernep-
TyapHOU I'PYIIIEe HOBBIX aBTOPOB CTAHOBUT-
cs1 HEOBEHCKas oneperTa. E€ nomynsipHOCTB
U yCIeX BO MHOTOM 00YCIIOBIMBAJIUCH CKO-
POCTBIO BKJIIOUEHUSI B perepTyap MpPOBUH-
nuanbHbBIMU Tpynnamu. Jlaxxe Ha JlanbHeM
BocTtoke 3TH omneperThl Hayaaud CTaBUTh
OyKBaJbHO uepe3 2—3 roja mocie ux co3ua-
HUS, YTO HE HAOIIONAI0Ch paHee’.

Bo3rmaBnsior gaHHyI0 penepryapHyro
noarpymnimy npowussenenus @. Jlerapa. Pe-
THOHAJIbHBIE MPEMBEPHI €T0 ISTH ONEpPETT
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(«Benckme nmambly, «Bec€mas BmoBay,
«l'opHbIN KHA3BY, «EBa», «lIpIranckas Jio-
OOBbB») TPOXOIMIA TOYTH KKl CE30H
HaunHasg ¢ 1906 rogma Bo BnammBocToke,
a «I'pad JlrokcemOypr» (1910) — cHauana
B birarosentencke 1 3areM Bo BinaguBocToke.

OLleHKH COBPEMEHHOU JalbHEBOCTOU-
HOH MPEeCcCou ABYX CaMbIX U3BECTHBIX OIIE-
pert Jlerapa, BOIpPEKH UX CErOAHSIIIHEH
0€30roBOPOYHON  MOMYJISIPHOCTH, ObUIM
HeonHo3HauHbIMU. [lo moBomy «Becénou
BJIOBbI», IOCTABJIEHHOI BIEPBBIE B allpese
1907 rona onepHo#t tpymnmnoi 1. ApHoib-
JI0Ba, KOppecnoHAeHT «Jlanékon oxpau-
HbD» MHCAJ, YTO ONEPETTa CTajla «TBO3AEM
CE30Ha» W cleana XOpoIme cOOphI, He-
CMOTpS Ha TO, UTO B HEH HE OBLIIO 3aMETHO
HU OCTPOYMMs, HU 3aXBaThIBAIOILLETO Be-
cenbsi: «TpyaHo ompenenuts, B 4€M COO-
CTBEHHO KpOETCS YCIIeX JTOH OIEpeTKH.
<...> Oneperka HE OTINYAETCS HU MY3bl-
KaJIbHOCThIO, HU HU3BICKAHHOCTHIO CIOXKeE-
tan'?. TeM He MeHee C ITOH KE ONEPETTOM
B nroHe 1908 romga Bo BiamguBocToke ObLI
JlaH TapaJHbId CIEeKTaKJib, Ha KOTOPOM
IIPUCYTCTBOBAJI LI€CAPEBUY BEIUKUIN KHA3b
Cepreit MuxaitnoBuu.

JlanpHEBOCTOUHAST TpPEMbepa OIEpeT-
ol «Ipad JlrokcemOypr» Jlerapa mpo-
nia B urone 1910 roma B bnarosemnieHcke,
a 23 HosA0pst €€ BIEpPBbIE HCIIOJIHUIU BO
BnanuBoctoke. B penieH3nn KOMIO3UTOpa
packputukoBanu: «“I'pady JlrokcemOypr”
HE XBaTaeT TOW MY3bIKaJIbHOCTU U TOTO U35~
niecTBa, kakoro Jlerap goctur B “Becénoii
BaoBe”. B my3bike “I'pada JlrokcemOypr”
MOJKHO, IIO’KaJIyH, YIIOBUTh HEKOTOPOE POJI-
CTBEHHOE CXOJICTBO OTJIaJIEHHOE U OJieTHOE.
KpacuB B “I'pade JlrokcemOypr” Baibc,
KOTOPBIA IIPOXOAMUT KPACHOM HUTBIO Yepe3
BCIO OTIEPETTY; XOPOIII TyAT BO BTOPOM aKTE,
SBIISIIOIIUNACSA KaK Obl MPOJOHKEHUEM TOTO
e Bajbca. Best ocTanbpHas My3bika OneqHa
Y MaJio BbIpa3HTEIbHAY ',

[TomoGuas omenka omnepertol «Ipad
JItokcemMOypr» He sIBISIach UCKIIOUYUTEIh-
HO MECTHBIM siBieHueM. B monorpadum
A. Bnagumupckodl mnpuBeAEH OT3BIB U3
BEHCKOH IpeCChl, IJIe My3blKa U IIbeca OIe-
PETTHI OBLIN OIIEHEHBI B BECbMa «IIPOXJIAI-
HBIX» BBIPOXCHHSIX, B YEM HCCIIEI0BATEIh
YCMOTpeEJa MPOSIBICHUE JTUYHOU HETPHUsI3-
HU KpuTHKa K Jlerapy'?.

[TomoOHas cutyanus Habmogantach u
B Poccun. Oaun 13 BeaymMnx poOCCUUCKUX
CHeuUalncToB 1o TBOpuecTBy Jlerapa
A. KonecHUKOB B Nepemnucke ¢ aBTOPOM
CTaTbU MOJENWICS CBEICHUSIMH, YTO IIO-
cTaBieHHas nepBblil pa3 B Cankr-Ilerep-
Oypre, 9Ta omeperTa Takke ObljIa Mpu3Ha-
Ha KPUTHUKOW HEAOCTATOYHO MY3bIKaJIbHOM,
CTpaHHOW U «OJIETHOI» TI0O CpaBHEHUIO
¢ «Becénoi B1oBoi».

Hauunas ¢ 1910 roma permoHanbHbie
CIICHBI 3aBOEBBIBAET aBCTPUUCKUN/BEHCKHUI
kommosutop JI. damis. B penepryap Bo-
IUIM YeThIpe ero omneperThl: «IIpekpacHas
Puszerra», «IIpunuecca nomutaposy, «MBet-
Tta», «Pa3BenéHHas >xeHa». Haumnaercs
3HAKOMCTBO JaJIbHEBOCTOUHOW MYyOJIMKH
C TBOPYECTBOM aBCTPO-BEHI€PCKOTO KOMIIO-
sutopa [ fIpro: Bo Bnagusocroke u biaro-
BemeHcke B 1910 romy mpomuia npeMbepa
ero onepetthl «Koponby» («B Monomoctny),
a B 1913 rony nepBblil U €eIMHCTBEHHBIN pa3
Ha JlanbHeM BocToke moctaBmim ero «30-
JIOTYIO PBIOKYY.

Emé onna 3HaumMmasi nanbHEBOCTOUYHAs
npeMbepa MO3HAKOMIIA MyOINKy C TBOP-
YECTBOM OCHOBOIIOJIO)KHHKA BEHI€PCKOMU
KJlaccuueckoi onepettsl B. Ako6u. B 1912
rogy Tpynna A. AXMaToBOW MCIOJHUIA
oneperty «Kyruennas >xeHa» («Spmapka
HEBeCT»). B 3aMeTke XpOHHMKH, OTMETHUB
OPUTUHAIILHOCTH JIMOPETTO, C HOCTAIbIHEH
nucanu: «My3bIKa 3TOM ONEpeTThl BO MHO-
rOM HallOMMHAET KpacUBEUILINE MY3bIKallb-
HBIE OTEPETTHI MPEKHUX BPEMEH, KOTa JIJIst
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WCTIONTHEHUSI ONEPETThl HY)XHBI OBLIU TpH
YCIIOBUS: TOJIOC, TOJIOC M TOJI0C!» !,

Tperss rpynna Ipou3BEIECHUM B pe-
nepryapHod aduiie  1aJbHEBOCTOYHO-
ro ONEPEeTOYHOro Tearpa 0003HAYEHHOTO
Nnepuoja — pPACIIMPUBIINICSA TNEpeUYeHb
MPOU3BEICHUN W HUMEH OTEYECTBEHHBIX
aBTopoB. [lanbMy mepBeHCTBa 37ech 0e3-
OrOBOPOYHO yaepxkuBan B. BaneHTHHOB.
Ero HoOBbIE OmnEpeTTHI-MO3aWKU TOCIE
1905 roma 3amoNOHMIN CTOJMYHBIE CIlE-
Hbl U OJJMHAKOBO YCIEIIHO MPUHUMAIIHNCH
MPOBUHIHAIBHON TyOnukoii. Ha JlansHem
Boctoke ¢ 1906 roga u o centsa6pp 1914
roja TOYTH KaXK[blil CE30H HaOII0maroT-
Cs IpeMbepbl HOBBIX OMycoB Banentuno-
Ba. Ha perroHasibHBIX ClEHAaX MCIHOJIHSUIIN
14 ero nmpousBeaeHMUIl.

IIo 3ameuanuro M. SnkoBckoro, B. Ba-
JIEHTUHOB HE CO31aJI HU €AMHOTO TaKTa OpHU-
TUHAJIBHON MY3BIKH, €T0 ONEpPETThI-MO3au-
KH, TIO CyTH, OBLIH «TOTyJIeTaTu30BaHHBIM
riaruatomy» 4. HeraTuBHyr0 peakiuro 1ajib-
HEBOCTOYHOM IIPECChl BBI3BAIM IPEMbE-
pbl Bo BrnagusocTtoke ero oneperr «Houb
mo0Bu» U «B BomHax crpacrteit» (1909).
ITo noBoMy nEpBOM U3 HUX MUCAJH, YTO 3TO
MY3bIKQIbHBIM BUHETPET U YTO B JIETOMUCAX
TeaTpa OHa MpPEJCTaBIseT cOO0O0il sBICHHE
HeObIBAJIOE: «...aBTOP aHHEKCHUpoBal 0e3
3a3pEHMsI COBECTH OTIEJIbHbIE MOTHBBI U
nenble (pasbl U3 omnep, HIAHCOHETOK U Tp.
U COCTpsiald M3 BCEro 3TOT0 MEUIAHUHY
B TPEX AEUCTBUAX, HEUTO BPOJIE MAPOIUU HA
ctokeT “EBrenust Onernna”. <...> my0mu-
K€ HPaBUTCS, U COYMHEHUE I. BaneHTuHoBa
UJIET TIPU YCEPHBIX aIUTOMUCMEHTAX. .. »'",

[IpumMeuarenbHOM MOXKHO Ha3BaTh IIpe-
Mbepy B 1908 rony B Xabaposcke u Bo Bia-
nuBocToke oneperthl H. Pomuua Ha Teker
Parmupa «Illepmok XomaMcy, MOMOJTHUBIIEH
OTEUECTBEHHYIO IIEPIOKHUAHY.

bonee Bcero mpemMbepHBIX MOKa30B CO-
YUHEHUW HOBBIX OTEYECTBEHHBIX ABTOPOB

mpomuio Takxke Bo Braauoctoke: «HOmuit
[e3aps» A. Bubena (1912), «Dpuna»
(1912) u «Amyp u Ilcuxes» (1913) @. Dk-
kepra, «IIpuaynel crpactm» A. BuimHCKO-
ro (1914).

Haubosnee siBHbIE M3MEHEHMs B penep-
Tyape JaJbHEBOCTOYHOIO Tearpa OIlepeT-
ThI, CBSI3aHHBIE C KPU3MCOM CAMOTO JKaHpa
U YCWIEHHEM B IIOCTAaHOBKax pa3BJeKa-
TEJBHOTO JIEMEHTA B yIepO My3bIKaIbHO-
HCIIOJTHUTEICKUM JIOCTOMHCTBAM, CTalH
HaOmromarecst ¢ 1912 roma um g0 Hadana
IlepBoii mupoBoy BoiHBL. KoppecnoHaeHT
razetsl «Jlanékas okpanHa» (IICEBAOHUM —
Ile3app OcTpoMEHLIKUI) NEPBBIM U3 J1aJlb-
HEBOCTOYHBIX KPUTUKOB IOMBITAJICS OC-
MBICIIUTh HaMeTuBlIUecs u3MeHeHus. OH
yKazall Ha OOIIEpOCCHUIiCKOe CTpeMIICHHE
TeaTpa «OTpa)xarhb KHU3Hb» U €€ cepbie Oya-
HU Ha CLEHE, C YeM U CBS3aJl KPU3UC perep-
Tyapa, OTCYTCTBHE aKTEPOB, CIIOCOOHBIX
«JIOCTOMHO HECTH CTapbli KJIACCUYECKUMI
penepryap», oTMedasi, YTO BMECTO M3SIL-
HBIX U TPallMO3HBIX KIACCUYECKUX ONEPETT
«IIyMHO BOLIAPUJIACh HA CLIEHE NoLuIas U
Oe3mapHas “BaJICHTHHOBIIHHA »',

ITocne 1912 roma JlampHero Boctoka
JOCTUTal0T HOBBIE OOIIEPOCCUNCKHE Te-
aTpaJibHbIe TEHJICHILIMM, CBSI3aHHBIE C PO-
KJIEHUEM Tearpa Maibelx (opM — Tearpa
MUHHUATIOP, CTABIIETO BEIYIIUM SIBICHUEM
B PYCCKOM pa3BiekareiabHO KynbType Ce-
peOpsiHoro Beka. OfHa U3 MccienoBaresei
nanHoro ¢peHomena H. Bykc ormeuaer, uro
3TOT TeaTp cOPMUPOBAI U CBOIO ITyOIHUKY,
HO «Ha4yaB C “UHTUMHOIO” U 3JIUTAPHOTO,
TeaTp MUHUATIOP HBOJIIOLIMOHUPOBAJ B Mac-
COBBIIN .

OO0cmyXMBarOIKN 3aMPOCHl y>Ke Macco-
BOM NyOJIMKH TeaTp MajbiX (GOpM OpraHuy-
HO BCTpowsics B KyaeTypy JlansHero Boc-
toka. Kak ycranoBneno A. IllaBraposoi,
MEPBBIM €TI0 OPraHu3aToOpoM Ha UMIEp-
CKOMl OKpaumHE cTaja aKTpuca, PexXHUCCEp
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u aHrpenperép M. Hununa-lleru-
na (1913)8., K nHagamy 3uMHEro ces3oHa
1913/1914 romoB TeaTpbl MUHHATIOP OT-
KPBIBAIOTCS B PETHOHE YK€ HECKOJIbKHUMHU
npennpuHumarensimu — A. Kacransckum
(«Manenbkuii Tearp»), E. onuubm («Mo-
3amka»y) u H. IlanemunabeiM (CTonmuyHas
Tpymmna «MUHHATIOPY).

B penepryapax pOCCHUHCKHMX 3pEJIMIL-
HEIX 3aBeneHuil ¢ 1908 roma mosBISIOTCSA
OJTHOAKTHBIE OTEPETThl, KOTOPHIE CO3/aBa-
JIUCh CHEUAaIbHO ISl ApaMaTHueCKUX Te-
aTpoB W TearpoB MuHHMaTop. Ha J[ansHem
Bocrtoke nocne 1912 roga onn akTUBHO uUC-
MOJIHSUIUCH TPYNINaMu CMEIIAHHBIX U OIe-
PETOYHBIX aHTPENpPU3. DTU NMPOU3BEIACHUS
MOMOJHWIN penepTyapHyto aduiry ummep-
CKOW OKpauHbl B TpyNIE ONEPETT OTede-
CTBEHHBIX aBTOPOB.

Hakanyne BoilHBI B penepryape ymo-
MSHYTBIX JaJIbHEBOCTOYHBIX AHTPENPHU3
BCTPEUAEM OJHOAKTHBIE OmeyecmeeHHble
onepetThl A. PyccoBckoro («bpaunas raze-
Ta», «Hekro B cepom», «bepcenbepsl, nin
Heanonuranckue necuu B numax»), JI. Ile-
yopuHa-Llanzaepa («KoBapcTBo 1 J11000BbY,
«ITonyrait u xenux»), 0. Komapona/
J. Crpyiickoro («B uamy mo0Bu»), M. ®o-
kuHa («bpuraaupma»), A. Azpoa («BecHa
mo6Bu», «HoBble xeHmuHby). [omynsp-
HOCTBIO TI0JIb30BAJIMCh OJIHOAKTHBIE OIlE-
peTTh 3apyoexHbix aBTopoB K. Kunsdepa
(«Motop mro6Bu», «Ilyncuky), 3. Xonaca
(«ITepen cBagnpb0ii»), A. Penu, B Tom gucie
Ha nepeBoJHble TeKCThl («YUTo Takoe Jo-
60Bp» B mnepeBoje Komapoma; «3Jk3aMeH
mooBu» [«Cy3u»] B mepeBoge Coboses-
CKOTO0).

OnHOaKTHBIE OMEPETThl OTEYECTBEHHBIX
aBTOPOB 3a4aCTyI0 HEe ObUIM OPUTHHAJILHBI-
MU B OTHOIICHUU MY3BIKM U IO MPUMEPY
OTMepeTT-MO3auK NPECTaBIsLIA OO0 KOM-
NWIILIUI0 W3 Pa3jInYHBIX ONEP U ONEPETT
AM00 JApPYroro My3bIKaJIbHOIO Marepuasa.

K takoBbiM MOXXHO oTHecTu «BecHy mo6-
BU» A. A3poBa, rne, MO CBUIETEIbCTBY
Mpecchl, OBLITU MCIOJIb30BaHbI (PpParMeHTHI
n3 oneperT «lemay, «MapTUH-pyIOKOI»,
«IIpomaser ntuiy»!'®. ITH COUMHEHUS HENb-
351 Ha3BaTh ONEPETTAMHU B CTPOTOM CMBbICIIE
MMOHMMAaHMUSI KaHpa UMEHHO MO MY3bIKallb-
HO-/IpaMaTypru4eckuM XapaKTepUCTHUKaM.
[To Gonpleid yacTu WX BO3MOXHO OTHE-
CTH K HeOobimuM BoaeBmIM™. K Takomy
yOeXKACHUIO TPUBOJIST dKAHPOBBIE YKA3aAHUS
B QHOHCAaX, IJIe OAHO U TO K€ COUMHEHHUE
MOXXET 0003HauaThCs OMEpPETTOM, a 3aTeM
BOJIeBUIIEM, Hampumep: «66» 0. I'epbepa,
«Bwmecto nedrora» A. Illabensckoro, «Boj-
meOHsIi Banbe» A. llmutroda, «Kenckoe
mo0onsITcTBOY JI. SkoBneBa (SIkoBIEeBCKO-
ro0).

[TonynsipHocTs Manoi (opMbl CTaHO-
BUTCSI CTOUKOW TEHACHLIMEN B T€ATPAIIbHON
npaktuke 1o BceMmy JlanbHemy BocCTOKy.
A. UBanoB, xapakrepusysi TeaTpalbHYIO
XKW3Hb bilaroBemeHcka HakaHyHE M BO
BpeMs llepBoii MUPOBON BOWHBI, MHUIIET
00 M3MEJIBYaHUM pEeNnepTyapa, O 3acUiIbe
CKeTYe, MUHHMATIOP, OJHOAKTHBIX IhEC
u «Mo3auk»?'. O mogoOHBIX SBICHUAX BO
BnaguBocTtoke n XabapoBcke yIIOMUHAET U
A. IllaBraposa®.

Hakanyne IlepBoii MUPOBOW BOMHBI
B penepTryapax AaIbHEBOCTOYHBIX TE€ATPOB
MUHHUATIOP BIIEPBBIE MOSBIISIOTCSA OAHOAKT-
HBIE oIepeTThl Ha My3bIKy B. Ilepramenra,
a TakKe Ha TeKCThl nbec Yyx-UyxeHuHa
(H. ®aneesa) — Hanbonee mMOMyIspHBIX aB-
TopoB CepeOpsHOro Beka B JaHHOU XKaHPO-
BOH cepe.

C nesaTenbHOCTBIO TeaTpa Maibix Gopm
CBSI3aHO TOSIBIICHHE B pernepTryapHoit adu-
€ JHCAHPOBBIX NO008UO08 OIHOAKTHBIX
oreperTt, kotopsie H. bykce cuuraer pe3yib-
TaTOM BIIUSIHUA TeaTpa MUHUATIOP U Ha3bl-
BaCT UX JHCAHpaAMU-2ubpudamu®: oneperra-
rycenpka «Cka3zka o mpemyapoMm AXpo-
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Mee U npekpacHou Esmnpaxcee» B. Ilep-
raMeHTa, OneperThl-KyrueTuHo «bamOyk,
ninn Kuranickas xoHcTUTynus» u «Yyno
nmoraHoe» Ha TekcTel Yyxk-UykeHuHa,
oneperTa-Oypdonana «bpaunas razeran
A. PyccoBckoro, oneperra-uauiius «3o-
agoroit Por» A. Jleona nu A. Buamana, orme-
perouka-myTka «bapbllIHU-apeCcTaHThI»
Heryno (B nepeBone B. Tpasckoro) u one-
petka-dapc «3a O60KagoM MIAMIAHCKOTOY
HEU3BECTHOTO aBTOpA.

TeHneHusT MUHUATIOP NPUBOJUT, IO-
jJaraeM, K emeé OJHOMY OOIEepOCCHICKO-
My (eHOMeHy TeaTpa Majibix (Gopm u (kKak
CJIEJICTBUE) ONEPETOYHOIO Tearpa: «CBO-
padyuBaHuE» JI0 OAHOIO aKTa M3BECTHBIX
OIEepeTT, BOLIEUINX, B TOM YHCIIE, B yKa-
3aHHBIA HaMu 0a30BBIN penepryap JajbHe-
BOCTOYHOIO TeaTpa oneperThl. J[aHHas TeH-
JEHIIUS cTana nposBiAThes ¢ 1913 roga u
ykpenunach B 1914 rony. OniHOM U3 nepBbIX
MOIOOHBIX  «YKOPOYECHHBIX» TOCTAaHOBOK
crana oneperra «Becénas BnoBa» ®. Jle-
rapa B «ManeHbkoM TeaTpe (MUHHUATIOP)»
nupekunn A. Kacransckoro. B anoHce yka-
3piBajioch: «llomynsapuas oneperra B 1 1.,
my3. Jlerapa, mep. C. A. Anekcunan?. U3
onepetT Jlerapa, moaBeprumxcs cokparie-
HUsIM, cienyetr Ha3BaTh «lpacda Jlrokcem-
Oypra». DTy W JApyrue MomyaspHbIe Kiac-
CHUYECKHE U BEHCKHE/HEOBEHCKHE OTIEPETTHI
B MPAKTUKE JaJIbHEBOCTOYHOIO MY3bIKajlb-
HOTO Tearpa MOXKHO OBLJIO BCTPETUTH B
OJIHOM W B JIBYX JI€UCTBHSX. B pesynbrare
COKpalICHUM, Nak€ HE TaKUX pPaJuKajlb-
HBIX (10 OJHOTO aKTa), HAHOCHUJICS OOJb-
IO YpPOH MY3bIKaJbHBIM JOCTOMHCTBAM
IIPOU3BEJCHNN, KaK B Clly4ae ¢ IOCTaHOB-
xoii «I'pacda JlrokcemOypra», ckaroro 10
nByx nericteuil. Koppecnonaent «/lanékon
OKpauHbD» nucai: «be3crnopHo, 4To mepe-
nenka WM. JI. Po3ena nydiie apyrux, npu-
CHOCOOJIEHHBIX JJIsl T€aTPOB “MUHUATIOP”,
HO BCE-TaKM CTpaJaeT CUIbHBIM HEI0CTaT-

KOM: CJIMIIKOM MHOI'O KOMHUYECKHUX TPIOKOB
B yuiep6 naptusim Pene u Anxens, coctos-
LIMX U3 NOCTOSIHHBIX, YaCTO HEHYKHBIX BbI-
XOZIOB»?>.

BblsiBIIEHHBIE penepTyapHbIE TEHIEH-
1uu B oneperte Ha Jlansnem Bocroke Obutn
CBOMCTBEHHBI TE€aTpy ONEPETTHl MO BCEU
UMIIEPUM B IIEPUOJ MEXKIY IBYX BOWH —
¢ 1906 roma no ocenu 1914-ro, 4To B CBOIO
oyepenb CBUJAETEIBCTBOBAIO O ITPOYHOM
3aKpEIUICHUN JAJIbHEBOCTOYHOIO Tearpa
OIEPeTThl B OOIEPOCCUHCKON MY3bIKaJIb-
HO-TeaTpanbHON cucteme. Ilpu stom mo-
J1araéM BO3MOXKHBIM IIPUBECTH €lIE HEKO-
TOpbIe HAOJIOECHUS, CBUIECTEIbCTBYIOIIHNE
0 cenu(uKe OTePEeTOUHOTO Tearpa uMIep-
CKOW OKpauHbI U, COOTBETCTBEHHO, CUCTEMBI
JAJIbBHEBOCTOYHOTO MY3BIKaJIbHOIO Tearpa
B LIEJIOM.

IlepBoe 13 HUX CBS3aHO C IEpECEsICeHYe-
CKOM MCTOpHEN Kpasi U €ro TPAHCTPAHUYHBIM
nonokeHueM [4]. ImenHo cdepe omeper-
TbI Ha JlanbHeM BocToke ObLT CBOMCTBEHEH
MYJBTHKYJIBTYpHBIM  Xapakrep. I[lomumo
MIOCTOSIHHO NPUCYTCTBYIOIUX B pENepTy-
apHOM ajuilie peruoHa yKpauHCKOM ornepsl
U OIEpPEeTThl, KUTAWCKUX HalMOHAJIBHBIX
My3bIKaJIbHO-PAMATUYECKUX MOCTAHOBOK,
MOCJI€ OKOHYAHHUS PYCCKO-SITOHCKON BOWHBI
B IIporpaMMax BapbeTe «Amnoiio» (Biagu-
BOCTOK) IMOSIBJISIFOTCSL ONEPETTHI, MPEACTaB-
JSIOLME WHbIE HAIIMOHAJIBHBIE JUACTIOPHI:
rpy3UHCKas oneperra « Mapoc MOYJIOIHEIH
Cuxapynn» (1907), eBpeiickas omneperTa
«Bo3sBpamenue co cBaab0Ob» (1907).

B pesynbrare pacmupuBlIeics ract-
ponpHOU mpakTuku B 1912 romy xurenun
BnaguBocToka MO3HAKOMUIIUCH C OTHOM U3
paHHUX (POPM aMEPHUKAHCKOTO MY3bIKajb-
Horo Ttearpa. Koppecnonuent «/lanékoun
OKpauHbD» HAalKCal PELEH3UI0 Ha « ‘He-
TPUTSHCKYIO OIEPETKY» «C HACTOSIIU-
MU, HENOAJEIbHBIMM HErpaMH U MyJlaTa-
Mu»*®, OZIMH CIIEKTaKJIb Jlajia OKa3aBIIascs
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mpoe3oM BO BraguBocToke TpyIma He-
rpUTSAHCKOU orneperThl n3 Can-OpaHIUCKO.
Aptuctel npubbsutn w3 Mpkyrcka, 1€
B Hauaje Hosiopst 1912 roga, mo gaHHBIM
M. XapkeeBU4, COCTOSUINCh MOCTAHOBKHU
onepertsl «JDxenpunuy tpynnou I. I'ap-
nsuga. CrnekTakib Npomén msaTh pa3 ¢ aH-
utarom?’. BepositHo, Bo BagmBocTtoke
OblIa MOBTOpEHa Ta ke mporpamma. [lo-
jaraeM, 4To B 00OHMX ropojaax COCTOSJIOCH
NIEPBOE B UCTOPUH MY3bIKaJIbHON KYJIBTYPbI
Cubupu u Jlansaero Boctoxka (a, BO3MOXKHO,
u Bcell Poccun) 3HaKOMCTBO € HallMOHANb-
HOM (OpMOIT aMEPUKAHCKOTO MY3bIKaJIbHO-
ro tearpa® u cnenupuveckumu Gopmamu
PaHHETO aMEPHUKAHCKOTO JKasa [S].

N3 MecTHBIX MOCTAaHOBOYHBIX OCOOEH-
HOCTEH OIEpeTThl CIEAYyeT OTMETUThH MPO-
JOJDKAIOIIECECs]  KYJIBTUBUPOBAHUE «KOH-
KypPCHOT'0» UCIIOJIHEHHSI, KOT/1a B 3aIJIaBHBIX
NapTUSX BBICTYNAIM OJHOBPEMEHHO IO
HECKOJIBKO COJINCTOB, HO B Pa3HBIX aKTax.
B uroie 1906 roma Bo BnaguBocTtoke Tak
obita mocraeneHa «lIpexpacHas Enena»
XK. Odbdenbdaxa — ¢ Tpems Enenamu u aBy-
msi Opectamu®’. TToIMHHBIN MUK «KOHKYP-
coB» npuiéncs Ha 1912 u 1913 ronpl, uro,
rmojaraeM, Takke OBUIO CBSI3aHO C OOIIe-
POCCHUICKUM KPU3UCOM ONEPETOYHOTO Tea-
Tpa U yCWICHUEM B HEM Pa3BIIEKATEIbHOIO
3JIEMEHTA.

B wu3yudaewmslii nepuoa B MOCTaHOBKAX
OMNEPETT COXPAHSUIACh TpPaJAMUIUS BCTaB-
HBIX HOMEPOB, MPUBOSAIIAS K YPE3MEPHO-
My pa3pacTaHUIO CHEKTaKIsl. MHOTrO Takux
npuMepoB oTHocutTca K 1906 romy. Ilpu
nocraHoBke BO BimamuBoctoke «Hwurmero

cryneHta» K. Muuiékepa BO BTOpOM akTe
COCTOSUICSL J1a’ke HEOOJBIIONW KOHIEPT ap-
tuctkn M. Hpckol, koTtopas HMCHOJHHIIA
«Ppsll HETIETBIX POMAHCOBY», U OBLIO YCTPO-
€HO LLIECTBHE BOCHHOTO OPKECTpA.

3akmouuTeNpHOE HAONIOIEHHE Kaca-
€TCSA WHTEHCUBHOCTH (DYHKIITMOHHPOBA-
HUSI TeaTpa OMEPEeTThl MEXIY ABYX BOWH
B JTAJIbHEBOCTOYHON MPOBUHIUU B LIEJIOM.
[Ipu o6pamenuu k «XpoHorpady» BHIMa-
HUE MPUBJIEKACT TOT (DAKT, YTO B MEPHOJ
¢ 1906-ro u 10 ocenu 1914 roma akTUBU-
3a1Usl MY3bIKaJIbHO-TEATPAIBHON KU3HU
B POCCHUMCKHMX MPOBUHIUAX (CyAS MO MPH-
BOJMMBIM JIaHHBIM) CBsi3aHa C paboToif
IJ1aBHBIM 00pa3oM ONEepHuIX AHMpenpus.
Hannbie «XpoHorpada» 1o omeperTe
B I0KHBIX U LIEHTPAJIbHBIX MPOBUHLMAX 32
3TOT MEPUOA TOBOJIBHO peaku. Hanbomns-
mas akKTUBHOCTh OMEPETTHl COXpaHsAETCs
B BOCTOYHOCHUOUPCKOM peruone — B Up-
KYTCKE U JaJbHEBOCTOUHOM briaropenieH-
cke. OOBEKTUBHO MOXHO JOMYCTHUTh, YTO
B «XpoHorpadey» HalluI1 OTpaKeHUE He BCe
CBEJICHUSI IO MPOBUHLUHMAIBHOMY TEaTpy
onepeTThl. [Ipu 3TOM HMeronecs 1aHHbIE
CBUJIETEJIbCTBYIOT O CBOEOOpa3HOM aBaH-
rap/iec OKpauHHBIX BOCTOYHOCHUOUPCKOUN H
JaJIbHEBOCTOYHOW MPOBUHLMUN B JTAHHOU
)aHpoBoi cdepe B mepuoa ¢ 1906 u nmo
ocenu 1914 roxna. IlpoBenénnoe ucciemno-
BaHUE MO3BOJISIET K YKa3aHHBIM B « XpOHO-
rpade» Upkyrcky u bmarosemeHcky, e
aKTUBHO (YHKIIMOHUPOBAJ TEaTp OMEpeT-
Thbl, 100aBuUTh ropoaa JlaaeHero BocToka
— XapOun, XabapoBck u BramuBocTOK,
C SIBHBIM JIMJIUPOBAHUEM MOCIEAHETO.

s~ [pumeyaHua —©

U Vkaxem raszersl «Jlampamit Boctok» (1906, 1907), «/lanékas okpamua» (1906—-1914),
«IIpuamypckue Begomoct» (1907), xypuan «Teatp m uckycctBo» (1906-1914). Cm. Taxxe:
NBanoB A. 13 uctopum amypckoro tearpa apambl. Kpartkas neronucs // [lpuamypse Mmoé — 1972:
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JUTEPATYPHO-XY0KECTBEHHBI COOpHHK. baroBemeHck: AMypckoe OTH. XabapOBCKOTO KH.
wn., 1973. C. 299-317; Ilpecusixosa JI. B., IIpecusikop C. B. Jleronuces TearpaibHON KU3HU
JATbHEBOCTOYHOTO PErMoHa M0 MarepuanaMm cToimdHoi npecchl (konen XIX — Hauano XX BB.).
Bnanusocrok: U3n-so BI'YDC, 2005. C. 148-274; CripaueBa C. C. CTaHOBJIEHHE MY3bIKaJIbHOTO
tearpa B XabapoBcke: cepenuna 1890-x — 1930-e roasl: auc. ... KaHI. MCKYCCTBOBEICHUSI.
Hosocubupck, 2019. C. 234-243; IllasrapoBa A. B. CraHoBieHHE U pa3BUTHUE TeaTPasIbHOMN
KyabeTypbl Ha JlansHem BocTtoke Poccun (Bropas nonosuna XIX — Hauano XX BB.): AuC. ... KaHI.
ucT. Hayk. Bnagusoctok, 2002. C. 186-197.

2 Ucropwust pycckoii my3biku. B 10 T. T. 10B: 1890-1917. Ku. 1: Xponorpad / mos oOmi. HayH.
pen. E. M. JlepameBa. M.: fI3biku cnaBsHCKuX KynbTyp, 2011. C. 115-167. Jlanee B TekcTe —
«XpoHorpad».

> Kosnos B. [laneueBoctounbie TeaTpsl // Teatp u uckycctBo. 1907. Ne 17 ot 22 anpens.

Tepputopuss MaHWKypuM TakKe BXOAWIA B apeall (QPyHKIHOHHUPOBAHUS OTEUYECTBEHHOTO
MY3BIKaJIBbHOTO TeaTpa.

4 Hnerwo 00 IKCTEPPUTOPHUATBHOCTH KAHPA, €ro CIIOCOOHOCTH BO3POXKAATHCS «IIO CITydaro»
B Pa3IIMYHBIX MECTAX M YCIOBHX aBTOPY CTAThH PAHEE 03By UM M3BECTHBINA HCTOPHK MY3bIKAJIbHOTO
teatpa A. KonecHUKOB.

5 B ykazanubIx Bbilre auccepranusax A. [llasraposoii (c. 188—189) u C. CeipBaueBoii (c. 35—
36, 234) BinaznenbleM U pyKOBOJUTENIEM TPYIIIbl HEBEPHO yKazaH A. ITucapes, KOTOpbII B TpyIIe
JI. KprrkeBCKOi1 BBICTYTIaJl KaK apTUCT U PEXKUCCED.

6 Cesepckuii Hukonaii I'eoprueBuu (Hactositnas davunus IIpoxodseB-Cesepckuit) (1870,
Tudmuc — 1941, [Mapux) — neser (6aputon), apruct IlerepOyprekoit 1 MOCKOBCKOW OTEPETTHI,
peKUCCEP, KOMIIO3UTOP, aBTOP OINEPETThI-MO3auku «HOBBIE IBITaHCKHE TIECHH B JIMIAX», psijia
poMaHcoB («3aueM?», «Xouy ObITb 1ep3KkuM», «I1oif MHE» U IpyTux).

7 CpaBHEHHE NPOBOIWIOCH C JAHHBIMH «XpoHOrpada» MO IEHTPATbHBIM M FOKHBIM
npoBuHIUAM ¢ 1906 mo 1914 ron, a takke ¢ Marepuaiamu 1o VpKyTCKy W3 MOHOTpaduu:
Xapxkeesuu U. FO. My3ssikanbHas kynsTypa Upkyrcka. Upkyrck: M3n-Bo UpkyTckoro roc. yH-Ta,
1987 (1990). C. 93-95.

8 Pante D. Tearp u my3bika // Jlanékas okpauna. 1908. 9 nexadps. C. 5.

3nech U ganee B muTaTrax coxpansercs opdorpadus u mMyHKTyalst OpUTHHAIA.

° B cromumax 3TOT mporecc Imén emé ObicTpee. YUuThIBasSs ONM30CTh K EBPONCHCKHM
MYy3BIKaJIbHO-TEaTPATBHBIM IIeHTpaMm, onepeTTsl @. Jlerapa, mo nanaeiM A. KoecHuKoBa, CTaBHITN
MOYTH Cpasy Mociie eBporneickux npembep. Hotel u mubperro omeperthl «Ipad JlrokcemOypry,
Harpumep, npusesnu B Poccuro uepes Tpu nHsa nocine BeHckoii mpeMbepsl 1 ocTaBuiau B CaHKT-
[letepOypre B Tearpe «3umumii bydd» 18 HOs6ps 1909 roma, cnycts 36 nmueit. O0 3ToM cM.:
Konecuukos A. I'. @panr Jlerap Ha pycckoii crieHe B Hadane XX Beka // KymbrypHas xu3ab FOra
Poccun. 2014. Ne 3 (54). C. 11-15.

10 Tearpanka. Tearp u my3sika // Jlanékas okpauna. 1907. 5 anpess. C. 3.

' Tearpanka. «3omotoit Por» [Tearp] // Hanékas okpauna. 1910. 25 nosiops. C. 3.

12 Bragumupckas A. P. @panr Jlerap. JI.: Myssika, 1981. C. 82.

13 [Tearp] // anékas okpauna. 1912. 12 nexabps. C. 3.

4 SukoBckuit M. Oneperra: Bo3nukHOBeHHUE U pa3BuTHhe sxaHpa Ha 3amaze u 8 CCCP. JI.; M.:
HUckycctBo, 1937. C. 94.

15 Tearp // Janékas okpauna. 1909. 13 susaps. C. 4.

16 Ocrpomentkwuii [{ezaps. Onepetka // lanékas okpanna. 1912. 8 susaps. C. 4.

17 Bykc H. BBoauslit ouepk // Pycckas paspiekarenbHas KynbTypa Cepebpsinoro Beka. 1908—
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1918 / coct. H. 4. Byke, H. E. Tlenckas. M.: Beictras mikomna skonomuku, 2017. C. 14,

18 TIlaBraposa A. B. TearpanbHoe rckyccTBO XabapoBcka B Hauase 20 Beka (Tearpsl (apcos,
MuHHaTIOp 1 Kabape) // Kymerypubiii o0k XabapoBcka B XX Beke: Marepuaibl TOPOICKON
HayYHO-TIpakTH4YecKol kKoHpepermu. Xabdaposck, 1999. C. 125.

19 «3omnotoit Por» [Tearp u my3sika] // [lanékas okpauna. 1914. 3 utoms. C. 4.

20 Bompockl KaHPOBOW MPOOJIEMATUKU OIEPETT YKA3aHHOTO MEpPHO/a HE BXOAAT B 3aJa4d
HACTOAIICH CTaTbu, MOATOMY aBTOP OTPAHMYMBAETCSA OOIMMMH 3amedaHusiMu. [lomaraem, 9to
OT/AETHHOE H3yYeHHE MY3BIKAIIFHOTO MaTepHajia OJHOAKTHBIX OINEPeTT W BOJCBHIICH BHECET
CYIIIECTBEHHBIN BKJIA]l B HCCIEOBAHUE POCCUHCKOTO MYy3bIKalIbHOTO TeaTpa CepeOpssHOro Beka.

2l BanoB A. Yka3. cou. C. 304.

22 [HaBraposa A. B. Yka3. cou. C. 125.

» Byke H. Vka3. cou. C. 13.

24 [Anonc] // Nanékas okpauna. 1913. 11 nosiops. C. 1.

2 [Teatp u my3bika] // Jlanékas okpauna. 1914. 11 urons. C. 5.

26 Buanka. «Qx3o0Trueckoe» 3penuiie [Tearp] / Nanékas okpauna. 1912. 18 nexadps. C. 3.

27 Xapkeesuu U. 0. Yka3. cou. C. 96.

28 AMEpUKaHCKYI0 OMeperTy cpeiau cnenuduyeckux (opMm pas3BIeKaTeIbHOTO HCKYCCTBA
CHIA xonmna XIX — nauanma XX Beka, MyTh Pa3BUTUS KOTOPOH OMpeeus Tearp MEHEeCTpeseH,
Ha3biBaeT B cBoEM uccaenoanuu C. Curuga. Cm.: Curuaa C. FO. My3bikanbHas kynsTypa CLITA
korma XVIII — neppoii mosoBuHbl XX Beka: aBroped. quC. ... I-pa UCKyCCTBOBeIeHHUs. M.,
2012. C. 25.

2 [Anonc] // Daneanii Boctok. 1906. 2 uroms. C. 1.
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anIHLlMﬂ 3dMKHYTOro CtaHoBJ1€HUA My3bIKaJ1bHOl71 CbOprI:
(t)yHKLIMOHaﬂbeIﬁ U CEeMaHTU4YeCKMUMN acneKTbl

Haraabsa BiaagumuposHa leByukast

Bopoueorcckuii 2cocyoapcmeennviii uHCmumym uckyccms,
2. Boponeowc, Poccus,

denatusha@yandex.ru, https://orcid.org/0000-0002-7454-5981

Annomayusa. B TBOpUECKOM TIpolecce€ 3ajadyy CO3MAAHUS XYIO)KECTBEHHO IIEIbHOH U
3aKOHUYEHHOM (OopMBbI M3HAYAIBHO CTaBUT, a 3aTeM pemiaeT e€ aBrop. [IpousBenenue mpenctaér
KaK pe3yibTaT MPHUHATHIX PEIIeHUH, MOCIEeICTBUS KOTOPBIX MOOYKIAIOT MHTEPHPETUPOBATH UX
poib 1 3HaueHue. [IpebbiBaHne B HIMPOKOM I10JI€ KOMIIO3UIIMOHHBIX BO3MOXHOCTEN MOATATIKUBAET
AQHAINTHKA K TOUCKY KpUTEpPHEB MX YINOpsIOuMBaHUSA. B HacTosiieM HcclaeloBaHUM JaHHAas
GbyHKIMS TOpyUYeHa JBYM YHUBEPCAJIbHBIM IO CBOEH MpUpPOAE MpUHLKIIAM, CHOPMYTUPOBAHHBIM
B OTEUECTBEHHOM MY3bIKO3HAHUU O. COKOJIOBBIM, — MOCTYNATEIHHOMY PAa3BUTHIO U 3aMKHYTOMY
cTaHoBieHUI0. OcTaHaBIMBAsICh HA BTOPOM U3 HHUX, aBTOP pabOThI pacCMaTpPUBAET €r0 MPOSBICHUE
B Pa3NIMYHBIX )KaHpaxX — OT MUHHUATIOPHI 70 HUKIM4Yeckoi ¢opmel. Ha mpumepe mpousseneHuit
M. Mycoprckoro, K. Jlebtoccu, A. Bebepna, C. IIpokodreBa U OrpaHMUMBAIOIINX BPEMEHHBIE
pamku Bropoii npentoguu @. [llonena op. 28 (1831) u Crpynnoro kBaprera Ne 7 JI. [llocrakoBruua
(1960) moka3aHpl OpUTHHAJIbHBIC BAPUAHTHI MPETBOPEHUST PEHOMEHA 3aMKHYTOCTH, CITIOCOOHBIE
pacUIMpUTh MpPEACTaBICHUE O €ro (YHKIMOHATbHO-CEMaHTUYECKOM ITOTEHIMATIE.

N306panHbIil pakypc HCCIIENOBaHUS aneJUIMPyeT HE TOJIbKO K TepmuHonorun O. CokosoBa,
BBHIHECEHHOW B Ha3BaHWE CTaThU, HO U CO3BYYEH METOAOJOTUU YUEHOIrO, PACIpPOCTPAHSIONIETO
3aKOHBI MY3bIKaJIbHON (OpPMBI Ha JHUTEpaTypHOEe MHUChbMO. JlaHHOE 0OCTOATEIHCTBO MO3BOJISET
00paTUTHCSI K CJIOBECHBIM HMCTOYHHMKAM — poMaHy T. Manua «BommeOHas ropa», MOBECTH
A. UexoBa «YeEpHblit MOHaX», «Cka3ke o nape Canrane» A. [lymkuna.

B xone u3yueHuss MexaHW3MOB 3aMKHYTOTO CTaHOBJICHHsI OOHApYKUBAETCA UX 3aBHCHUMOCTH
OT YPOBHSI CJIOXHOCTH (QOpPMBI U KAHPOBO-CTUJIIEBBIX OCOOCHHOCTEH KOMIIO3ULIMH.
B MuHuatiopax neiicTBHe MpUHIMIA Pean3yeTcsl MOCPEACTBOM MHTOHAIIMOHHOM 3BONIONMHN Ha
BHYTPUTEMAaTHYECKOM YpPOBHE; 3aMKHYTOCTb KPYHHBIX (POPM CTaHOBUTCS Pe3yJIbTaToM 0co00i
CTpaTeruyu COMOCTABJIEHUS TeM. 3adacTylo oba mpoliecca MpeAoIpeeieHbl ApaMaTypruieck,
YTO HEU30€XKHO BOBJIEKAET B AHAJIMTUKY HE TOJIbKO (PYHKUHMOHAJIbHBIE, HO M CEMaHTHUYECKUE
OpPUEHTHPHI.

© Jesymxkas H. B., 2022
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Original article

The Principle of Self-Contained Formation of the Musical Form:
Functional and Semantic Aspects

Natalia V. Devutskaya

Voronezh State Institute of Arts, Voronezh, Russia,
denatusha@yandex.ru, https://orcid.org/ 0000-0002-7454-5981

Abstract. In the artistic process the task of creating an artistically integral and completed form
is initially set and then solved by the artist who created it. A work of art appears as a result of the
decisions made, the outcomes of which compel the recipients of the art work to interpret their role
and meaning. Being present in a broad field of compositional possibilities induces the analyzing
musician towards a search for the criteria of their arrangement. In the present research work the
present function is assigned to two principles, universal in their nature, formulated in Russian
musicology by O. Sokolov — those of progressive development and self-contained formation.
Turning her attention on the second of them, the author of the work examines its manifestation in
various genres — from small-scale works to cyclic forms. By the example of works by Mussorgsky,
Debussy, Webern and Prokofiev, as well as Chopin’s Prelude No. 2 opus 28 (1831) and Shostakovich’s
String Quartet No. 7 (1960), original variants of implementing the phenomenon of self-containment
capable of expanding the perception of its functional-semantic potential.

The chosen angle of research appeals not only to Sokolov’s terminology brought out into the
article’s title, but is also relatable to the methodology of the scholar who diffuses the laws of musical
form on literary writing. The present circumstance makes it possible to turn to verbal sources —
Thomas Mann’s novel The Magic Mountain, Anton Chekhov’s novelette The Black Monk, and
Alexander Pushkin’s The Tale of Tsar Saltan.

During the process of studying the mechanisms of self-contained formation their dependence
on the level of the complexity of the form and the particularities of style and genre is discovered.
In the small-scale compositions the action of the principle is realized by means of intonational
evolution on an inner-thematic level; the self-contained quality of the large-scale forms becomes the
result of a special strategy of juxtaposition of themes. Frequently both processes are predetermined
dramaturgically, which inevitably implicates not only functional, but also semantic waymarks into
analytics.
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poOiema, BBICTYNMBIIAS CMBICIO-

BBIM IIEHTPOM HacTOsIeH paloThl,

IIMPOKA U MHOTOTpaHHA HACTOJIBKO,
4yTO €€ MCCIIEOBATEIbCKUNA pecypc Ipel-
CTaBJIICTCS TOMCTUHE HEHUCUEPIAEMBIM.
Kak mro0oe MaciTtaOHoe sBIIEHHE, OHa
BMEIIIAET U MPUTATUBACT K c€0€ MHOXKECTBO
POICTBEHHBIX BONPOCOB U TeM, 00pazyro-
IIMX CaMOCTOSITEJIbHBIC HAy4YHbIE BETBH [1;
2; 3]. Peub ua€r o heHoMeHe 1IeT0CTHOCTH
XyJ0’KECTBEHHOH (POPMBI, paCKpbIBAIOIIEM-
Ci B JMAJIEKTUYECKOM COMPSLKEHUH ABYX
«cgepxnipuHIUnoBy» (O. COKoIOB) — MOCTY-
NaTEJIbHOTO Pa3BUTUS M 3aMKHYTOIO CTa-
HOBJICHUSI.

Huckonbko He mpeyMmeHbInasi 3HaUUMO-
CTH TIEPBOI0O, COCPEOTOUYUMCS Ha BTOPOM,
MIPUBJIEKAIOIEM HAac CBOEH HMMMAaHEHTHOM
JIBOMCTBEHHOCThIO. B cpaBHeHUHM ¢ Me-
XaHU3MaMH TMOCTYIMAaTeIbHOTO Pa3BUTHSA
MPUHIIUIT 3aMKHYTOTO CTAHOBJICHUS Oe3yc-
JIOBHO BOCIIPMHMMAETCSI U OCO3HACTCA KakK
Oonee KOHKpeTHbI. Bo MHOrom panHoe
CBOMCTBO SIBJISIETCSA CJEICTBUEM €TI0 SPKO
BBIPDA)KCHHOM  OHTOJIOTMYECKOM  Hampas-
JIEHHOCTH, TMpeapacroiararonieii K Tomy,
YTOOBI OTOXK/IECTBUTH 3aMKHYTOCTH (DOPMBI
C 3aBEpUIEHHOCTBIO Mpolecca pa3BUTHSL.
B Takux ciydasx NpuHIMN CTPOEHUS TOJI-
KperuisieTcs:  oOIIesIornueckoil  pyHKIIH-
el 3aKIIFOYeHUs, YTO OOHAPYKUBAECT OIWH
U3 CaMbIX PACHPOCTPAHEHHBIX BAapPUAHTOB
KOppeNLUU JIByX YpOBHEH (opmbl — ap-
XUTEKTOHUYECKOTO ¥ (YHKIIMOHAIBLHOTO.
3HAYUTENIBHO PACIIUPSIOT CMBICI000pa3sy-

IOIIIME€ BO3MOXXHOCTU MPUHIUIIA 3aMKHYTO-
TO CTaHOBJIEHUS (PYHKIIMU, OTBETCTBEHHbIC
32 JIOCTMXKEHHS Pa3HBbIX XY/I0’KECTBEHHBIX
uener, — choenuaibHble KOMIO3UILIMOH-
HbIE, CEMAHTUYECKHE, APaMaTypruyecKue,
OPOTHO3UPYIOUIME U PE3IOMUPYIOIIHE,
HappaTUBHbIE, KOMMYHUKAaTUBHbIE U T. II.
CoOTBETCTBEHHO, MNpPH BCEH Kaxylleucs
SIBCTBEHHOCTH, BHATHOCTH U PENPE3CH-
TaTUBHOCTH CGEpXTIPUHLMIIA O3HAYCHHAas
JNETEPMUHAHTA, KaK HUKaKash MHasi, CTABUT
XYIOXKHUKA TTePET CIIOKHEHUIITUM BEIOOpOM!
COTJIACOBAaHUSI 3aKOHOB APXUTCKTOHUKU M
(dyHKIIMOHANIBHOM cTpareruu. B nocnemyro-
meM aHanu3e OyIyT MoKa3aHbl HEKOTOPHIE
rpajialii B IPUMEHEHUH MPUHIUIA 3aMK-
HYTOTO CTAHOBJICHUS, UCXOsl U3 CIEAYIO-
IUX KPUTEPUEB: MPUHATHE 3aMKHYTOCTHU
(penpuU3HOCTH, CHMMETPHH) B KAYECTBE Be-
nyied KOHCTPYKTUBHO-/IpaMaTypruyeckom
YCTAHOBKH, KOOPJAMHALIUS CEepXIPUHIIUIA
¢ QyHKIMEN 3aBeplIeHuUs, €ro MOAYUHEHUE
JIOTUKE MOCTYNaTeIbHOTO Pa3BUTHSI, UCUEP-
MBIBAIOILIETO €T0 B MPE/IETbHON TOUKE.
Becbma mokazarenbHbId Cllydad CILie-
TEHUs JABYX TMPOIECCOB — HWHTOHAIIMOH-
HOTO ¥ (PYHKIIMOHAJIBHOTO 3aMbIKAHUS —
MpEJCTaBIEH B IIONeHOBCcKou [lpemronun
a moll. B xoMo3u1iMu nbeChbl KOHCIIEKTHB-
HO OTPa)XCHbI JABE KOHLICMIIMOHHBIE 3a/1a41
BCET0 IMKJIa — CUCTEMHAsl CTYIEHYaTOCTh
TOHAJIBHOTO TIJIaHA W JBWIKEHUE U3 JIHE3-
HOUM 00yacT B OEMOJIbHYIO TIO BOOOpaxka-
€MOMY JBYXKOJIEMHOMY KBUHTOBOMY KpY-
ry. OGe 3amaunl COBMECTHBIMHU YCHIHSIMU
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YIEP)KUBAIOT  CTAaTHYECKU-TUHAMHUYECKOE
HalnpsKeHNE [UKINYECKONH (OPMBI.

BBuy oOmmpHOro Koin4ecTBa aHalu-
TUYECKUX BEPCUN TAHHOW MUHHATIOPHI KOC-
HEMCH JINIIb HEKOTOPBIX aCIIEKTOB, HHTEPE-
CYIOIIUX B aCMeKTe N30paHHOM MPOOIEMBI.

Temarnuecknii an Bropoii npemoaun
BECHbMa SKOHOMEH. Menoan4ecKy0 OCHOBY
IIbECBHI COCTABIISIET TPEX3BYYHBIA MOTUB U
MIPOU3BOJHBIE OT HETO 00pa30BaHUs: TPAHC-
NO3ULMSA, JTaJ0BbIi U MHTOHALMOHHBIC Ba-
puaHTel. B KoH}Urypanum nepBoMOTHBA
U TPAEKTOPUU €T0 Pa3BUTHS MPOSBISAIOTCS
«pPOMIOBBIC» KadyecTBa OOJIBIION (POPMEI.
Tak, uHTepBaJbHBIA «(OHI» TemMaTuye-
ckoro aMbpuona (4. 4, M. 3, 6. 2) momgoOeH
MUKPOCTPYKTYypaM NEPUOAMYHBIX MapHbIX
IpyNI, CKJIAAbIBAIOIIMXCSA U3 TOHUK PsIO-
ITOJIOKHBIX TOHAJIBHOCTEN B Ka)KJIOM TPOU-
ke (C,a,G—a, G, e—G, e, Dur n.).

[Tonauany aHaJIOrUIO C TOHAJIBHBIM KPY-
TOBpallleHUEM HaMeyaeT Lenb MOTHBOB,
OTPaHUYEHHBIX MPUHAJICKHOCTBIO K Of-
HOW TPAHCIIO3UIIMH IEHTATOHHOTO 3BYKOPSI-
na(e—h—d;,d—a—h; h—fis—a, a—e—fis)
Y NapaJijIeNIbHO YBSI3aHHBIX C JIOKAJbHBIMU
FapMOHUYECKUMHU YCTOSAMHM M3 [JBYXCIJIOH-
HOTO0 KBMHTOBOTIO psza. Jlagosasg myrtauus
YeTBEPTOr0 MOTMBA U OJHOBPEMEHHOE CO-
XpaHEHHE €ro BBICOTHOW MO3ULMH (a — e
— fis / a — e — f), npennpunareie lonenom
nanee, B MATOM 3BeHE (a — e — f), BHOCST
B IIpenmronuio aneMeHT MOHTa)ka: 3acTaB-
JSI0T TEPEKIIIOYUTh CIIyXOBOE€ BHHMMAHME
Ha JMAMETPaJIbHYI0 30HY CUMBOJIHMYECKOTO
Kpyra. AHaJOruio ¢ npeObIBAHUEM B JIByX
CEKTOpax TOHAJIbHOW IUCIO3ULIMU MaKpO-

LUKJIA YCWIMBAIOT KBa3UTApPMOHUYECKHE
CTPYKTYpbl, PpPacTBOPEHHbIE B pEIUIMKaX
TeMbl. Peub uaér o cTpykType MakopHOro
KBapTCEKCTAKKOP/1a, BBIPUCOBBIBAIOILIEIOCS
B CBSI3KE BTOPOTO (C (hoprurarom) u TpeTh-
ero MotuBoB (mpumep Ne 1). Becero takmx
cTpykTyp B lIpentonuu — ueTsipe: no ogHou
B [IEPBOM M BTOPOM HPEIJIOKEHUSIX, JBE —
B IOCJIEHEM, TpeTbeM. VX 3BYKOBOW CO-
CTaB JIOBOJbHO WMH(OPMATHUBEH: B MEPBOU
nape spKo BbIpa)K€Ha JiMe3Hasl HalpaBJIeH-
HOCTb, IPHUCYIIasi NEPBOW MOJIOBUHE LIUKIA
(D dur: a—d—fis', A dur: e’ — a' — cis?), Bo
BTOPOH — TOHUKH 3aKIFOUYUTENILHOW Mapsl
toHansHOCTEH (F dur, d moll).

Mpumep Ne 1 ®. WoneH. Mpentoguns a moll,
TaKTbl 17-21
Example No. 1 Frédéric Chopin. Prelude

in A minor, mm. 17-21

[Ipouzomieniinii B msiToM 3BeHE (Havase
TPETHETO MPEAJIOKEHUS) CUCTEMHBINA CIIOM
MpeIoNpeesieT «pa3BopoT» GOpPMEI B pe-
KUME CII0’)KHOTO JBYXYPOBHEBOTO 3aMbIKa-
HUS — U KaK TOHAJIbHOM MPOEKIMH LMK
MUHHUATIOP, ¥ KaK OT/IeIbHOMU Nbeckl. B enu-
HOM TIYHKTE CXOISATCS OOIIeornuecKas,
CEMaHTUYECKU-IBPUCTUYECKAsT U TPOTHO-
3Upyromasi PyHKIHH.

CexkBeHTHasi MOCJIENOBATEIbHOCTh MO-
THBOB, BO30OHOBIIEHHAs B HOBOH (haze pas-
BUTHSA, TPUBOAUT K BBICOTHOMY YPOBHIO
MIEPBOT0, SKCIO3UIMOHHOTO MPEIIOKEHUS
(Tabmuma 1).

Tabnuya 1. CexkBeHums moTneoB lMpemogun a moll ®. LWonexa
Table 1. The Sequence of the Motives in Chopin’s Prelude in A minor

1 npeanoxenue

2 npeasioKeHue

3 npennoxeHue

e—h—-d d—a-h

h—fis—a

a—-e—fis |a—e—f~~~| f—c—d~—~~
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IonxBarwIBast Bciaen 3a MOTUBOM d—a— h
JIOTUKY 3aMKHYTOCTH, 3aKJIIOYHUTEIIbHBIC
(XopasibHbIE) aKKOPABI IBECHI BO3BPAILAIOT
WHUIMATBHBIA MOTHB B JIMHUU 0aca W rap-
MOHUH D7—e—h—d, BHOCS JOIOJIHUTEIb-
HBIC apTyYMEHTHI K PACIIO3HABAHHIO C8EPX-
npuHiuna (mpumep Ne 2).

Mpumep Ne 2 ®. WoneH. Mpentogus a moll,
TakTbl 21-23
Example No. 2 Frédéric Chopin. Prelude

in A minor, mm. 21-23
Bl B, oS

sostenubo

ot/

« G
al
4l

(

K ckazanHoMy nuib 100aBUM, YTO JIEH-
CTBHUE MPUHIUIIA 3aMKHYTOTO CTAHOBJICHHUS
JIOKAJIM3yeTCs HE TOJIBKO BHYTPU MUHHUA-
TIOPBI, PACKPBIBAsICh Ha KPaTKOM BpPEMCH-
HOM oTpe3ke e€ 3By4yaHus. CoBMECTHO
¢ npensiaymeid C dur’Hol npentonueil oHu
COCTABIISIOT TIApy, POJIM B KOTOPOH, HECMO-
Tpsl HAa KaHPOBOE TOXKJECTBO IbEC, TEM HE
MeHee (YHKIIMOHAIBHO pa3aeneHsl. U ecnu
nepBasi 0€3yCJIOBHO aKKyMYJIHpPYyeT B cebe
TeHETUYECKUE YEPThI XKaHpa — MpPeACTaBIIs-
eT co0oil cBOOOIHOE TPENIOAUPOBAHUE, TO
a moll’Hasi mpemtoansi, HaPOTUB, OTJINYA-
eTcsi TOAYEPKHYTON KOHUEHTPUPOBAHHO-
CTBIO, YIIOPSATOYCHHOCTHIO, TPaUIHOCTHIO,
BIUIOTH JIO TOTO, YTO BO BTOPOM IPEIIONKE-
HUM, 3ByYallleM KBHHTOM BBIIIE ITEPBOTO M
3aKOHOMEPHO BBI3BIBAIOIIEM YETKUE aCCO-
[UAIMM CO BCTYIUICHUEM HOBOTO TOJIOCA,
0€301M1O0YHO yTabIBAIOTCS MPU3HAKU JI0-
MUHAHTOBOTO OTBETA.

OOparumcst K JApyroMy mpumepy mpo-
paboOTKH WJIEeH 3aMKHYTOTO CTAHOBJICHHS
B paMKax JIaKOHMYHON (OpMBI — 4YeTBEp-
TOW TheCe M3 KBAPTETHOTO IHKIA Op. 5
A. BeGepna. [lepen namu TOT cirydaii, Kor-

na aTpuOyThl MPHUHIIMIA 3aMKHYTOTO CTa-
HOBJICHMsI, OOHapyxuBarolue cebds yepes
pPEnpU3HOCTHh U PedPEHHOCTh, OKA3bIBAIOT-
Csl MHCTPYMEHTAMH, TOMOTAIOIIUMH BbI-
CTPOUTH 0OpPa3HO-UHTOHALIUOHHYIO (padyTy
NPOU3BENICHUS B MOCIEA0BATEIHHO-BOCXO-
TSITIIEM HaIlpaBJICHUH.

TprHanmaTe TaKTOB COCPENOTOYEHHO
3ByUalieldl THUIIUHBI, OOpaMIEHHON 0e3-
MOJIBHEM TPOJIOJKUTENBHBIX Iay3, OT-
YETIMBO JENATCA HAa BHYLIUTEIBHBIM PN
(baKTypHO-KOMITO3ULIMOHHBIX ~ CETMEHTOB:
a — COHOPHBIN 31u301 (TakTel 1-2), b — dy-
raro (Taktel 3—4), ¢ — KaHOH (TakTbl 5—0),
d — mononus (takt 6), e — roMO(OHHBIN
SMU30/1 Ha ABOMHOW meaanu (TakTtel 7-9),
d, — tpancnosuuus MoHomuu (takt 10),
¢ b a — peMHUHHUCLEHIINHN paHee 3ByYalINX
pa3nenoB, HO Kak Obl B 0OpaTHOM MOpPSAKE
(traktel 11-12), d, — BTOpas TpaHCO3UIMA
MoHoauH (TakThl 12—13). @akrypHas KoH-
TPacTHOCTh KpaTKUX pa3/esioB U pupmo-
BAaHHOE OKOHYAHUE KaXJOTO pPebepHBIM
CEMHU3BYYHBIM pe(ppEeHOM MOACKa3bIBAET
0osee KpynmHOE YJIEHEHHE IbEChl HAa TpPH
pazaena: Taktel 1-6, 7-10, 11-13.

VKe ¢ TepBBIX TAKTOB IbECHI BCKPHIBA-
€TCsl TMAJIeKTUKA JABYX WHTOHAIMM: O0Jb-
IIECEKYH/IOBON e — fis U e€ aKyCTHYeCKH
pacIIMpeHHOTo BaphaHTa es — fis, Kak OyATo
CTpEMSILIErocs MepepOIUTLCS B HEUTO Tap-
MOHHUYHOE U BO3BbIIIeHHOE. [lepeBoroie-
HHE ITPOUCXOIUT HE CPazy, U OOJIBIIYIO YaCTh
MIPOU3BEACHUS 3TO HEJOCTHXKUMAs MeuTa.
To, HackoIbKO OHAa HECOBITOYHA, KOMITO3M-
TOp IOKAa3bIBAET YK€ C MEPBOH MOHOIUM,
Oepymieil CBOE Hayalo B HEUTPAIBHOM,
cpenueit Teccutype (Takt 6). Bebepn pac-
NoJIaraeT CeKyHIy e — fis B HUKHEM spyce
MHTEPBAJILHON KOHCTPYKIMH, YTO JENaeT €€
MOYTH HE3aMEeTHOM, 00blieHHOW. B mpotu-
BOTIOJIOKHOCTh €i MSITKasi 3aKpyIJIEHHOCTD
B3JI€Ta OOHAXKAET HOBYI0 MHTOHAIUIO — Ma-
Ay Tepuuio. Kak NpOH3UTENBHO 3BYUYMT

137



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3

G/\S\

B CaMOi1 cep/IlIeBUHE MThEChl HEMHOTOCIIOBHAS
U XpyTIKasi Menous nepBoii ckpunku! B cBo-
eil oTpElLIEHHOCTH OHA CBOOO/IHA U OJJUHOKA.
Crnenyrouras moHonust (takt 10) obOpasyer
NEPBYI0 TEMAaTU4eCKyl0 PErpHu3y B IIbECe.
OpHako 3TOT 3Tan, HaAEICHHBIN Clieralib-
HOM KOMITO3UITMOHHOM (PyHKIMEH pedpeHa,
CKOpee, BCTPOEH B JIOTUKY MOCTYNATEIHLHOTO
pa3BUTHSL: TeHEpaJIbHASI UHTOHALIUS «IIOJTHU-
MaeTCsh» Ha HOBYIO CTYIEHb U JIENAeT eIé
OJIVH IIaT' B CTOPOHY CBOETO MPEOOPaKeHHSI.

Ob6o01aroras cTaus IpamMaTypriuuecko-
ro passutus (Taktel 11-13) pacnpenenena
MEXTY ABYMsI CIICIIMATIbHBIMU (DYHKIMSIMU —
penpu30ii MPOCTOi U pePppeHOM POHIATHHON
CcTpyKTypbl. C TOUKHM 3pEHHUSI TIOITUKU Be-
OEpHOBCKON MUHHUATIOPHI, CKaras PEeMUHKC-
IIEHIIMS TIEPBBIX TPEX (PaKTypHBIX pa3esioB
B penpu3e — He IIaBHasl 11e1b. My3bIKallbHas
nH(pOpMaIUsl CIPECCOBBIBACTCS, MEHSACTCS
MOCTIeIOBATEIbHOCTh CErMEHTOB U, HAKOHEII,
OOpBIBACTCS CYXHM MHUIIIIUKATHBIM aKKOP-
JIOM, OTCHUIAIOIIMM K aHAJIOTUYHOMY TpHU-
€My M3 Hayajla MbeChbl. 3€pKajibHas JIOTHKA
JIBYDKEHUSI SIBHO TIOJICKA3bIBACT TPUOITIKE-
HUE (pUHAJIa — CMBICJIOBOM KYJIbMUHAIUH.

B nocnenneit Mononun BebepH HaxoauT
YVIAUBUTEIBHOE PEIICHHEe, YTOOBl «OHyXO-
TBOPUTH» MY3BIKAIbHYIO MaTepuio. B aTom
€CTh HEUTO MarHeTH4ecKoe, Ipeaonpese-
JIEHHOE, KOT/Ia TpaHCTO3UIus pedpeHa 3a-
BEpIIAET KOMITO3HITUIO TbE€Chl EAMHCTBEHHO
BO3MOKHBIM CITOCOOOM — «IIpEBpaAIICHUEM
(mpumep Ne 3).

JlaHHbIe PUMEPBI, KAK BUJIHO, TIOATBEP-
XKIAI0T CaMOCTOSITEIBHOCTh JIBYX 3ajad,

3aJI0KCHHBIX B CGEpXTIPUHIIMIIE, — TEMaTu-
YECKOro 00paMIIeHHUsl, NOPOXKIEHHOTO HM-
MaHEHTHOCTBbIO OOLIEIOTMYECKUX CBOMCTB
MY3bIKQJIbHOU (DOPMBI, M CMBICIIOBOTO 3aBEP-
IIEHUS — KaK ()YHKIIUH COIePKaTeIbHO-KOM-
MYHUKATUBHOM, COMKHYTOM C 3CTETHYECKOU
KOMITOHEHTOW. AJIBTEpHAaTUBHbBIE BapUAHTHI
COIPSDKEHUS] TEMAaTHYECKOrO 3aMbIKaHMS
¢ (yHKUMEH 3aBeplIeHUsT BO3MOXHbBI IMpPU
OCBOOOKIEHUH 3aKJIFOUUTENIFHOTO 3Tana oT
CKOBBIBAIOIIETO €T0 (paKTopa penpru3HOCTU U
€ro 3aMelIeHUH UHBIMU (PYHKLUSAMHU.
Becpma mnoKa3aTelbHBIM Clly4aeM, Je-
MOHCTPHUPYIOIIHUM MPEIOMIIEHUE TPUHLIUIA
3aMKHYTOI'O CTaHOBJIEHMS HA CTAJIUU KOJIO-
BOro oOpamJiieHusl, IPEACTaBIISAETCS MPeEIto-
st K. JleOroccn «Illaru Ha cHery».
[IporpaMmHO€ Ha3BaHHME MbECHI MO3BO-
JISIET HaM OTTOJIKHYThCSI OT 00pa3a 3UMHEro
neif3axa, MoKa3aHHOTO IJ1a3aMu ero Haluro-
narensi. B yepene OecripepbIBHBIX BApUAHT-
HBIX TpaHchopMalMil TeMbl, OOBOIAKH-
BaOIIMX CKBO3HYI0 WHTOHALIMIO «IIaray,
yIaJIbIBa€TCsl MEPHOE JIBUJKEHUE MO CKpH-
IIy4eMYy CHEKHOMY HACTy U OTKPBIBAIOIIU-
€Csl B30pY aCKETHUYHBIE KPacOThI CTPOIOro U
HEMOCTH>KMMOIO IPUPOJTHOTO JaHAImadTa.
KampusHbIil Xxapakrep HOpUPOABI OTpa-
KEH B aMIUIUTYIE MY3bIKAIbHBIX COOBITUI
IBYX Pa3BEPHYTHIX MpemiokeHui. Haua-
JIO TIEPBOrO INEpenaér COCTOSHUE IOKOS U
OE3MATEIKHOCTH: «B nonodenv connye, edsa
NPOOUBULIUCH CKBO3b MYYlU, NbIMANIOCH PAC-
meopums myMaHn 6 curnese. Ima NONbIMKA
ocmasganaco 6e3ycneuitHo, u 6cé dce Mu-
HYmMamu 21a3y 4younocb nooodue 201y6020

Mpumep Ne 3 A. BebepH. Op. 5, Ne 4. PedppeH
Example No. 3 Anton Webern. Opus 5, No. 4. Refrain
TaKT 6 Takt 10 TakThl 12—13
dufSerst ruhi; =
duflerst ruhig g
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Heba, u CKYOHO20 céema Xeamano Ha mo,
umoobvlL 8¢5l OKpy2a, Hey3Hagaemds noo 60Jl-
WeOHbIM NIAUOM CHE208, 8HE3ANHO 3ACUsl-
714 AIMA3ZHOU POCCHINBION .

B nByx mepBbIx BapuaHTHBIX (hpaszax mo-
BTOPSIETCA OIMH U TOT K€ MEJIOJUUYECKHUI
«CLEHapUi»: HECTIEUTHOE, MECTaAMU JJaXKe 3a-
MeJIEHHOE BOCXOX/IEHUE — JIOCTHKEHHUE BEp-
IIMHBI, OCTAHOBKA — MPOU3BOJIBHBIN, CKOJIb-
31U crmyck. CKBO3Hasi MHTOHAIMSI JAHHOTO
¢dbparMeHTa — ceKyHaa d—e — CEeMaHTUYECKH
OTOXKAECTBISIET [Ba (aKTYypHBIX IUIacTa U
CIIOBHO TOJICKA3bIBA€T, YTO HAOMIOAATENbh —
yacTh nersaxa: «OH ocmaHosuics, umoobl
ocmompemywcs. Kyoa nu enanv, Hueoe Huuezo
He BUOHO, KPOME OMOENbHbIX MAIOCEHbKUX
CHEJICHBIX XJIONbes, KOmopble NOAGIAIUCL U3
0ernotl 8bICU U MACKO JTIOHCUTIUCH HA Oeyio 3eM-
JIFO, A BOKPY2 HEUCOB0 MOTHANA MULUUHAN’.

["apmonust cnusiHusl ¢ IPUPOJON paspy-
IIaeTCS B TPETHEM, XPOMATUIECKOM BapHaH-
Te Tembl (TakThl 8—11). BMecto ouapoBan-
HOCTU CKYIIOW MOHOXPOMHOW KapTUHKOH
— KOHILIEHTpalus, HampspkeHue, 6opbda co
CTUXMEW U MPEOJI0JIEHNE ONACHOCTEH B IO-
CTOSIHHOM, YIIOPHOM JIBU>KEHUHU.

IToutn 10 camMOro OKOHYaHWs MEPBOIO
NPEUIOKEHHUS] BEIYIIUM OpraHU3YIOIIUM
HAyajJoM BBICTYNAET OCTHHATHOCTb. ITO
IPaBUJIO BBIAEPKUBAETCS JaXKe TOTa, KOTI-
na ¢urypa mara ucyesaer (Taktel 12—13).
Kak Oyaro ycranocTth OT G€CCMBICICHHOTO
OPOTHBOCTOSIHUSL HEYKPOTUMBIM TPUPOJ-
HBIM Tpoleccam 0epeT Bepx, XOTs BCE emié
CWJIbHA MHEpUUs JABWXKEHHs. J[Baxawl mo-
BTOPSIIOIIYIOCS. B HIDKHEM peructpe ¢pasy
CIEPKUBAET HABUCAIOLUN aKKOPJ, CIOBHO
MOBEJIEBAET OTAOXHYTh, OCTAHOBUTHCA, TI€-
pexnaars Hernoroay. CMUpeHue nepes Mory-
IIECTBOM CTHUXHUH CKa3bIBA€TCSA U HA Maru-
CTpaJIbHOM MHTOHALUU (d — ), CMEeIEHHOU
CHavaJia Ha TIOJIyTOH BHU3 (des — es), a 3a-
TEM U BOBCE TPaHC(HOPMUPOBAHHOU B TPH-
ToH (TakTbl 12—15) (mpumep Ne 4).

Mpumep Ne 4 K. Oe6rocem. Mpeniogus

«Laru Ha cHery», TakTbl 12-15

Example No. 4 Claude Debussy. Prelude

Les pas sur la neige, mm. 12-15

" < G)Cl'wlez : ® ﬂ Retenu . -7

‘? 33 %‘3> v r g
Iﬁj: = :Ebd_ 2
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«Onycmus 20108y U Cmpo2o paccyumal-
8a51 KAXMHCOBIU 600X U BbIOOX, OH 6CE-MAKU
OBUHYILCSL 8 OOPAMHOM HANPABIEHUU, NOPA-
HCEHHDIU, HECMOMPSL HA MO YMO HUYe20 00-
Opo2o He dHcoan, mpyoHOCMbIO 9M020 NYmu
0/15 OCIEeNNIEHHO20 U 3A0bIXAIOUe20Cs NYM-
Huxa. Emy npuxoounoce mo u deno ocma-
HABIUBAMBCS, UMOObl, OMEEPHYBULUCL OM
eéempa, nepesecmu Obixaunue, U eujé ommo-
20, 4UMO, HAKJIOHSAA 20]108) U HCMYPACH, OH
HUYe20 He 8uoen 8 0eNécbix NOmEMKax u 6o-
SICS HANOPOMBCSL HA 0epeso Uil YNAcChb,
CNOMKHYBUIUCL O KaKoe-HUOYOb npensam-
cmeuey’.

TpaekTopusi TEpBOTO  MPEMTIOKEHUS
YPaBHOBEIIMBACTCS BTOPBIM, KOMILICMEH-
TapHO-CHMMETPUYHBIM TICPBOMY KakK TIO
CTPYKTYpE, TaK U 1o conepskanuto. OHO 1o-
CTCTICHHO BO3BpAIla€T YyBCTBO 3allUIIEH-
HOCTH, COIJIacHsi, €IMHCHUS C 3aCHEKCH-
HBIM MPOCTPaHCTBOM. OTHAKO YTSDKETICHHE
OCTHHATHOTO (pOHA TPUXOPIOBBIM MOTHBOM
(g—as—b, TakTel 16—18) TOBOPHUT O TOM, UTO
OTIBIT CTOJIKHOBEHUSI C BIACTHIO MPUPOIHBIX
cun He mpomén OeccienHo. Cmemarorcs
CMBICJIOBBIC aKIICHTHI ¥ B 00JIaCTH BBIPA3H-
TENbHBIX cpencTB. [Iponcxoaut oGHOBICHHE
B COCTaBE PUTMOUWHTOHAIMOHHBIX (QUTYD.
OtrecHéHHas B 3aBepiiaronryro ¢asy Te-
MaTU4YECKOTO CETMEHTa U MaJolpUMETHAS
B TIEPBOM MOJIOBUHE (POPMBI HUCXOISAIIAS
TEpIHsS BO BTOPOM IMPEIJIOKCHHH TPHOO-
peTaeT Benyllylo pojb, @ METPUUYECKU 3bIO-
Kasi TPUOJILHOCTh, co3naromas 3dexr nér-
KO pac(OKyCHUpPOBKH, HENPUHYKAEHHOCTH
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3pUTETLHOTO BOCIIPUATHS, UCUE3AET YIKE CO
BTOPOTO MPOBE/ICHHUS TEMBI.

OTka3 OT HEKOTOPBIX 3aMETHBIX »lie-
MEHTOB B TMOJb3Yy, MO CyTH, €IUHCTBEHHO-
ro MOTHBa OOHOBIISIET 3BYKOBYIO MAaJUTPY
U KOJIOPUCTUYECKHUIN CHEKTP: XOJIOIHOCTD,
OTCTPaHEHHOCTb, MECTaMHU YIPIOMOCTh M
MPAYHOCTh MEPBOTO MPEIOKEHUS OKpaIIIH-
BaIOTCSl B TEIUIbIEC, MSTKUE TOHA 3aKaTHOTO
paccesiHHoro cBeta (npumep Ne 5). Tenepn
MOYKHO 3aMEIJIUTh IIar, 3ajepXarbcs, Ha
MTHOBEHUE OLIyTUTh [IOKOI K PABHOBECHE. . .
«Cmepkanoce. Hu memenu, nu eempa. I'opa
Hanpomus, co wemuHoll enei Ha xpebme,
OvLIA ACHO BUOHA U NOKOULACH 8 Mupe. TeHb
OKYmbl8aIa MONLKO HUNCHIOIO €€ NOTOBGUHY,
BEPXHION0 JiCe 03Pl HENHCHEUUUL PO308bll
ceem. Ymo npouzowino, umo meopuiocs Ha
ceeme? Unu smo yorce ympo? »°

Mpumep Ne 5 K. ebtocen. Mpentogus
«Llaru Ha cHery», TakTbl 29-36
Example No. 5 Claude Debussy. Prelude

Les pas sur la neige, mm. 29-36

un tendre et triste regret i
A O M
; [ e ——
: T
2 a =
— = Trés lent A
s SdAd— N
gid iy 0 &
= ; 3 o . 2
B A I s I
Y it == =

(...Des pas sur la neige)

B cuny ascretnueckoil camMoOBITHOCTH
9TOU MY3BIKH JCHCTBUE IBYX C8ePXTIPUHITU-
OB (ITOCTYTATEIBHOIO PA3BUTHS U 3aMKHY-
TOTO CTAHOBJICHUS), PABHO KaK U KOMIIO3U-
UOHHBIX (DYHKIUH, OCJIa0JIeHO U ropaszo
MEHEee 3HaYMMO, YE€M, CKakeM, IPOCTpaH-
CTBEHHO-BpeMeHHON (akTop. Ho mmeHHO
3Ta 0COOEHHOCThH MbeChl, OOpPa3HBI MUD
KOTOpO# c(pOoKyCHpOBaH Ha BapUAaTUBHOCTHU
MPUPO/IbI, HEBO3MOXHOW BHE BpPEMEHHBIX
IpOLECCOB, OO0yCIaBIUBAET KOHEYHOCTb

MIPOU3BE/ICHUSI, €r0 TOITHYI0 COCTOSATEIh-
HOCTb H JIOTHYECKYIO 3aBEPIIEHHOCTD.

Tem ©Oonee 3HaMEHATENbHO JaHHOE
CBOWCTBO B KOHTEKCTE BeChMa cOajaHCH-
POBAaHHOW CTPYKTYpBl TbECHI, CKJIaJibIBa-
IOIICHCS U3 JIByX UIACHTUYHO YCTPOCHHBIX
npeAsioKeHui (Tabmuna 2).

Tabnuua 2. Cxema chopmbl Mpentogum «LLarn Ha cHery»
K. [ebtoccu

Table 3. The Scheme of the Form of Claude Debussy’s
Prelude Les pas sur la neige

1 nmpennoxeHue 2 npeasioKeHue

a—T1 14 (1+3) a -1 16-19 (1+3)
b-15-7(3) b, —T.20-25 (6)
c—1 811 (4) ¢, —T.26-28 (3)

d-1 12-15(4) d, -t 28-36 (5,5+2,5)

Ilepen HamMu mNpOU3BEICHUE BHEIIHE
IIPAaBUJIBHOU, INEPUOJAUYHO-CUMMETPUYHON
(GhopMBbI, BHYTpEHHEE YCTPOMCTBO KOTOPOi
BMECTE ¢ TeM 00J1a1aeT BEICOKOM CTEIEHBIO
YHUKQJIBHOCTH. BripoueMm, HCKIIOUHUTEINb-
HOCTb IECHI 3aBIISIET O ce0e MPUNITYIIEH-
HO, ménoroM. Hecnemno m HeHaBI34YHMBO
WJUTIOCTPUPYS MIEPEMEHUYMBOCTD OKPYXKaro-
1iero ObITHS, 3bI0Kas 3ByKOBAsi TKaHb HAIO-
MUHAET MUPHUAJBI «BOAULEOHBIX 36E300UEK,
C UX HeOOCMYNHOU 3PeHUI0, He NPeOHA3Ha-
YeHHOU OJId 2143 Yeloeeyeckux, maumoul
MUKDPOPOCKOWbI0Y®,  TIPOTIOPIMOHAIBHBIX,
XOJIOAHO-CUMMETPUYHBIX, CPEAU KOTOPBIX
HU OJIHA HE MOXO0XKa Ha JIPYTYIO.

[Tepemectum B3I B CTOPOHY (hopm 60-
Jiee BBICOKOTO paHra — KOHTPacTHO-COCTaB-
HBIX U IUKINYeCcKuX. [[puHIInI 3aMKHYTOTO
CTAHOBJICHHsI KaK (paKTOp B BBICIICH CTe-
TICHH «KOHCEPBATHUBHBIN»' HE YYXKI U MM,
OJTHAKO €T0 MPUMEHEHHE 37I€Ch UMEET CBOIO
cnenuduky. B MHOrO9acTHBIX KOMIIO3HITH-
X TPaTUIIMOHHBIE dMOJIEMBI 3aMKHYTOCTH
— pemnpu3bl, apKu, PEMUHUCLIEHIIUA — HECYT
B cebe Mpexae BCEro KOMMYHHKATHBHO-

140



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 3

0

MH(GOPMATUBHYIO (DYHKIIUIO U TOJIBKO 3aTEM
— CHHTAKCUYECKU-aPXUTEKTOHUYECKYIO, TIO
AHAJIOTUU C XYHNOXKECTBEHHON CTPYKTYpOH,
IJIe MBIC/Ib BBICKA3bIBACTCS «HE B CJOBAX,
a Ha OOUIMPHBIX MPOCTPAHCTBAX MMOBECTBO-
BaHUS, KOIZla COIIOCTaBUMBIE 3JIEMEHTHI OT-
JIEJIEHBI IPYT OT Apyra OOJbIIMMH paccTOs-
HUSIMU, J1a elI€ U 3aMKHYThI KK/l B ceOe
B BUJIE 3aBEPIIEHHBIX CTPYKTYP, H... TOJIBKO
IIPY STOM YCJIOBHUH ITOJIyHYarOT CMBICI U LIEHY
KaK 4acTu OOIIe 3aBepIIeHHON IeI0CT-
HocTH»®. JlaHHOE TpaBWIIO JHUTEpaTypHON
pe4r OTHOCUTCS B PABHOM CTETEHU K ITOJIH-
(GOHMU CIOKETHBIX MOTHBOB, TE€M, a TaKXKe
K TEKCTOJOTMYECKMM WM CHUTYallMOHHBIM
MIOBTOpaM, y3HaBAEMbIM [0 WX BHEUIHUM
dbopmam, HO MPUOOPETAIOIINM B UHOM CMBIC-
JIOBOM KOHTEKCTE HOBOE€ 3ByYaHUE — TO €CThb
KO BCEMY TOMY, YTO MOXKHO 3aKJIFOYUTh B EM-
KyI0 GOpMYITy «My3bIKalIbHAS JUATIEKTUKA.

YHUBEpCAIBHBIA IO CBOEW LIUPOTE
pacnupoCTpaHEHUsl NPUHLMUI 3aMKHYTOIO
CTAHOBJIEHUS — JIMIIb OJHO U3 MPOSBICHUI
3TOTO ClokHekmero ¢penomena. Ero mpu-
BbIYHAsl U €CTECTBEHHas cpela OOUTaHUs
— no33usi. B Hel, Kak U B My3bIKe, «BCE
— o0pa3, Bc€ — HemocpeiCTBEHHas Ieil-
CTBUTEIILHOCTh YYBCTBA, COICPKAHHSI»’.
«Y 1073uM U MY3BIKM U MEHbIIIE OOIIEro,
YeM MPUHATO AyMaTb, U TOpasao Ooublie,
gyeM KaxkeTcs», — oTMeuan E. DTkuHa Ha
cTpaHunax pabotel «Marepus ctuxa»'’.
[To Bceit BUIMMOCTH, B HEKOTOPBIX 0COOBIX
ClIy4asiX JaHHBII Te3UC MOT Obl OXapakTe-
pU30BaTh U JUHAMHUKY OTHOLIEHUW B Iape
«tpo3a — my3bikay'! [4]. «IIpo3a HacTpoe-
HUIT», «My3bIKaJIbHast 1mpo3a»'? A. Yexosa,
B YaCTHOCTH, — yOeAUTENbHOE TOMY TMOJ-
TBepkieHnEe. O CUIIbHOM BIIMSHUU MY3bIKH
Ha CBOUW CTWJIb Tpu3HaBaiics T. MaHH, roBo-
pst OykBasbHO cieaytoiiee: «bonbInHCTBO
nucarenen sBisieTcs “mo CyTh jaena’ He
IMCATEISAMH, a YEM-TO JPYI'UM, OHU — OKa-
3aBLIMECS HE HA CBOEM MECTE YKHUBOIHUCIIBL,
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WU rpaduKy, WIK CKYJIBITOPBI, WA apXHu-
TEKTOPbI, UK ke emé KTo-Huoyap. Cebds s
JIOJKEH OTHECTH K MY3bIKAHTaM CpEeIu IH-
carenieil. PomaH Bcerna ObuT 1Sl MEHSI CHM-
(doHmeil, nponsBeeHNEM, OCHOBAaHHBIM Ha
TEXHUKE KOHTPAIYHKTa, CIUIETEHUEM TEM,
B KOTOPOM HJIEH WUIPAIOT POJb MY3bIKaJb-
HBIX MOTHBOB»'". «Kak moat», «c mpaBom
OECKOHEYHBIX BapHallUii», MUCAT MPO3y H
A. Tlymkun', KOTOpBIA, TT0 HAOIFOICHUIO
H. ®oprynaroBa, «KOMIIOHOBaJI CTPYKTYpYy
BEIIM, KAK MY3bIKAHT, IIOJIOKUB B OCHOBY
CO3JaHusl INPO3audEeCKOTr0 IMPOU3BEICHUS
[JIaBHBIM TPUHIMI MY3bIKaJIbHOTO (op-
MOOOpa3oBaHUsI — PENPUZHOCTH (TIOBTOPSI-
emocTh)». U «umenno Ilymkun B cBoeit
IIpaKkTUKE IpO3avKa MNpeaylnpenansl 3Hame-
HUTHIN napasoke Yexosa, Korjga KpaTkoCTh
ITIOBECTBOBAHUS JTOCTUrajliach y HETO... 3a
CU€T MOBTOPEHMIA!» !

B omHOM W3 moka3arenbHBIX NMPUMEPOB
IIPETBOPEHUS CEEPXTIPUHLINIIA B JINTEPATYyP-
HOM IIPOW3BEICHUN, YEXOBCKOW ITOBECTH
«YEpHBIN MOHAxX», NEPBYIO JpaMarypruye-
CKYyIO apKy CO34a€T CMBICIIOBAasl U, OTYACTH,
cutyalMoHHas penpusa mexay [ u IV masa-
MU, KOTOpasi, B CBOIO 04Yepeib, 00pasyer Cro-
KETHYIO LE3Yypy: CO CIEIYIOLIEH, V IIIaBbl
OTKPBIBAETCS HOBAsA, B 3HAYUTEIILHOM CTeIe-
HU Tparuyeckasi CTpaHHIla B UCTOPUU OTHO-
menuit KoBpuna, Monaxa, Tanu u € otma'®.

Pexunccépckuit tman IV r1naBel He
OCTaBJISIET COMHEHHUHN B €r0 MY3bIKAJIbBHOM
reHesuce. BosBpamarorcss 3HaKOMBIE IO
I maBe motuBbl (yu€Hocth KoBpuHa, ero
O4YapOBAHHOCTHb TaHEH, 4YyBCTBO IIOKOSI B
POIUTENBCKOM JIOME, CajJ U 3a00Thl O HEM
Eropa CeMmé€HbIYa, CIOXKHBIE OTHOIICHUS
MEXIy OTIIOM M Jo04ephio) (Tabmuma 3).
[Ipexne pa3pOo3HEHHbIE MM3AaHCLEHBI Te-
nepb, Ha (poHe xutTeickux nepunetuit 11 u
[II raB, oOpeTaroT MOTUBUPOBKY U TIpei-
CTalOT BO B3aWMOOOYCJIOBJIEHHOM CILIETeE-
HuM. CBs3youmM (GakToOpoM BBICTYIIAET UX



Gre~ Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 3

Tabnuua 3. CpaBHUTENbHbIN NNaH CoXXeTHbIX MOTVBOB | 1 IV rnae noectu A. YexoBa «YEPHbIN MOHaX»
Table 3. A comparative plan of the storyline motives of Chapters 1 and 4 of Anton Chekhov’s novelette “The Black Monk”

I'maBal

I'maBa IV

Can, nobpocepneunas 6ecena Kospuna u Tanu

Ccopa Tanu ¢ oTiom

...OHa roBOpMIa JONTO U C OOJBIIUM YYBCTBOM.
Emy mouemy-TO BApPYr NpPUILIO B TOJOBY, YTO
B TEUYCHHUE JIETa OH MOXET MPHUBSA3aThCA K ITOMY
MAaJIeHbKOMY, CJ1a00My, MHOTOPEYHBOMY CYIIECTRBY,
YBIICUbCS M BIFOOUTHCS, — B TIOJOKECHUH MX 00OMX
9TO TaK BO3MOXKHO M €CTECTBEHHO!

...KoBpuH ObUT MOrpyEH B CBOIO MHTEPECHYIO pa-
60Ty, HO TI0J{ KOHEII ¥ €My CTaJl0 CKyYHO U HEJIOBKO.
Uro0bl Kak-HUOYNb pa3BesTh oOIIee AYypHOE Ha-
CTPOCHHE, OH PEIIMI BMEIIAThCSA U MEPe] BEYepOoM
noctyyancs K TaHe.

...— Kto 370 mpuBs3an nomiaas k s610He? — MOCIbI-
Lajics ero OTYassHHBIN, AyLly pa3Auparolluil KpUK.
— Kaxkoii 370 Mep3aBell 1 KaHaJIbsi OCMEHJIICS MPU-
BsI3aTh JIomaabr K s010He? boxke moii, 6oxke moii!
[epenopTumnm, mepeMep3uiin, NePeCKBEPHIIIH, TIe-
pemaxoctwmn! [Ipoman cax! ITorub can! boxe moii!
<...>

— Hy d9ro THI mogenaems ¢ 3TUM aHA)EMCKIM Ha-
pomoM? — cKasall OH IUTA4yIINM TOJI0OCOM, Pa3BOAS
pykamu. — CTémka BO3WIJI HOYBIO HABO3 W IIPUBSI3AI
Jiomians K sioone! 3aMotain, mozIetl, BOXIKHUIIN TY-
ro-HaTyro, Tak 4To Kopa B TpEX MecTax MOTEPIACh.
KaxoBo! T'oBopio emy, a OH — TOJNKa4 TOJKAuOM W
ToNbKO I1azamu xjonaet! [lopecuTs Maso!

...— Ho, ecniu 6b1 BBI 3HaNM, Kak OH MEHA My4uT!
— CKazalia OHa, M CIE3bl, TOpIoune, OOMIIbHbIE CIE-
361 OpBI3HYIK U3 ¢€ Oonpmux mia3. — OH 3aMyduIt
MeHs! — Mpojoipkana oHa, JioMas pyku. — S emy
HUYErO HE TOBOPWJIA... HUYErO... 51 TObKO cKa3ana,
YTO HET HAJOOHOCTH ACp)KaTh... JHUITHUX PadOT-
HUKOB, €CJIH... €CIIH MOXHO, KOT/Ia YTOJHO, UMETh
MOAEHINKOB. Bep... Benb paOOTHHKH yKe LETYI0
HE/ICTI0 HUYero He JENAOT... Sl... s TOBKO 3TO CKa-
3aa, a OH PacKpUYajCs ¥ HATOBOPIJI MHE... MHOTO
00uHOTO, TITYOOKO OCKOPOHUTENHHOTO. 33 YTO?

...IIpeauyBCTBYS SICHBIN, BECENBIM, JIIMHHBIN ACHD,
KoBpuH BCITIOMHWIL, 9TO BEAb ITO €€ TOIBKO Havya-
JI0 Masi M 9TO emé BIIEpPEIH LEN0e JIETO, TAKOE XKe
SICHOE, Bec&noe, INIMHHOE, U BAPYT B TPYIH €ro IIe-
BEJIBHYJIOCH PaIOCTHOE MOJIOZOE TyBCTBO, KAKOE OH
WCIIBITBIBAM B JETCTBE, KOT/Ia OEral Mmo 3TOMYy Cafy.
U oH cam 0OHSIT CTapUKa M HEXKHO IMOLIETIOBAIT €T0.

...¥YTemas Tanto, KoBpuH nyman o ToM, 4TO, Kpo-
M€ 3TOH JEBYILIKM U €€ OTIa, BO BCEM CBETE JHEM
C OTHEM He CHIIIEMIb JIIOAEH, KOTOPBIE JIIOOMITH OB
€ro, KaK CBOETO0, KaK POIHOTO; €CIU OBl HE ATH J1Ba
YeJI0BEKa, TO, NOXaJlyld, OH, NOTEPSBIIUNA OTLHA U
MaTh B paHHEM JIETCTBE, JO CaMOil CMEpPTH HE Y3-
HaJT OB, YTO TAKOE MUCKPCHHSS JacKa U Ta HAHMBHAs,
He paccyxaaronias Jito00Bb, KaKyl0 MUTAIOT TOJIBKO
K OYCHb OJIU3KUM, KPOBHBIM JIFOISIM.

...O0a, pacTporanHsle, MOLUUIH B IOM U CTAJIN IIHTh
Yyail U3 CTapuHHBIX (apopOBHIX YaIIEK, CO CIMB-
KaMH, C CBITHBIMH, CITOOHBIMU KPEHACIAMH — U 3TH
MEIOYHM OTSATh HalOMHWIN KOBpHHY €ro AeTCTBO |
IOHOCTb.

.../ oH 9yBCTBOBAI, YTO €TO MOTYyOOTBHEIM, U3AEP-
TaHHBIM HEpBaM, KakK jKeJe30 MarHUTYy, OTBEYAIOT
HEPBBI 3TOH IUIa4yLIel, B3AparuBarollei 1€BYILKH.
OH HEKOTHA OB YK HE MOT MOJIOOUTH 370POBYIO,
KpeNKylo, KPacHOMIEKYIO XCHIIMHY, HO OnemHas,
ciabast, HecuacTHas TaHs eMy HPaBHJIACh.

...OH goxnaincs, koraa npocHynach TaHs, U BMecTe
C HEIo HarmwiIcs Koge, MoTyJIIsul, TOTOM MOUIEN K cede
B KOMHATY ¥ ceJ 3a paboty. OH BHUMATEIIBHO YUTAJ,
Jienall 3aMeTKH ¥ U3peKa MOAHUMAN 1J1a3a, YTOObI
B3IVISIHYTh Ha OTKPBITHIE OKHA WJIM HAa CBEXHE, elIE
MOKpBIE OT POCHI IIBETHI, CTOSIBILIME B Ba3ax Ha CTO-
JIe, 11 OTIATH OITyCKaJI IVIa3a B KHUTY, I €My Ka3aJoch,
4T0 B HEM Kak[as JKHJIOYKa JPOXKHUT U UTPAET OT
YIOBOJBCTBHS.

...Korna nemnoro noroxst KoBpuH Bbllen B cap,
Erop Ceménbru u Tans yxe kak HU B 4éM He ObIBa-
JIO TYJISUTH PSABIIIKOM IO ajuiee U 00a ey pKaHoH
XJ1e0 ¢ CONBIO, TaK KaK 00a OBUIH TOJOIHEI.
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CEMaHTHUYECKHUM UHJEKC — pa300IIEHHas aT-
Mocdepa ycaasosl [leconkux BKyrme ¢ aMo-
[IMOHAIBHOM TPEBOXHOCTBIO €ro obuTare-
Jiei, B KOHIIE KOHIIOB IPEIOIIPEICIINBIIHE
OyayIIMiA CO03 TICUXUYECKH paHUMOn TaHu
u aymeBHoOonsHOro Kompuna. Ilostomy
ccopa, kotoporr UexoB oTkpeiBaet IV mmasy,
HE CTOJIb BayKHA KaK KOMITO3UIIMOHHASI CKpe-
ma, BOCCO3JAIONIAs 3HAKOMYIO CHUTYAlHIO,
CKOJIb HEOOXOAMMa B PONM KaTalu3aropa
cynbOoHocHoro pemienusi KoBpuHa, pac-
KPBIBAIOIIIETO HMCTHHHBIN, JIpaMaTrypruye-
ckuii uror 1V rasel. HeoObI4aliHO TOHKOM,
MOUCTUHE MY3bIKaJIbHOW, SKCIpeccuei oT-
MEUYEH MOMEHT IICUX03MOLIMOHATIBHOIO (TO-
HAJILHOTO) €MHEHUS TIaBHBIX repoeB: Kos-
PUH «Yy8Ccme08a, ymo e20 noayboIbHbIM,
U30EP2AHHBIM HEPBAM, KaK dicene3o mae-
HUMY, 0meeuarom Hepevl Mol niadyuet,
830pazusarouyeti oegyuiku. On HuKo20a Ovl
VoIC He MO2 NOI0OUMb 300p08YI0, KPENKyHo,
KPACHOWEKYIO JHCeHWUHY, HO ONleOHas, caa-
bas, necuacmuas Tans emy Hpaguiacsy.
CpenctBa Xyll0’K€CTBEHHOTO 0000111e-
Husl, n30panHbie A. YUeXOBbIM, BO MHOTOM
CXOIHBI C MEXaHH3MOM CTaHOBJIEHHUS (op-
Mbl Cenpmoro kBaprera Jl. IllocrakoBuya,
NPEANOIOKUATENBHO CO3JAaHHOTO IO CIO-
JKETHOM KaHBE MMOBECTH' .
CIUTHO-TIUKJINYECKYI0 KOMITO3HUIUIO
KBapTeTa W3 YETHIPEX HYacTed OO0paMIIIOT
nBa Allegretto. Bropoe 3aMMCTBYET U3 TIpe-
JBITYITX YaCTEe HECKOJILKO TEMaTHYECKUX
Ui — TIaBHYIO MapTUIO U3 PENpHU3bl mep-
Boro Allegretto m temy ¢yru u3 Allegro.
Jlanueiii (akT, OOBEKTUBHO BBI-

[lepBasg yacTh KBapTeTa WIUIIOCTPUPYET
CILICHApHYIO KaHBY IEPBOM IVIaBbl MOBECTH
U COXpaHseT e€ (PyHKIMIO IKCTIOHUPOBAHMSL.
3a IByMsI TEeMaMy COHATHOM (POpMBI TpocMa-
TpuBaroTcs xapakrepsl [lecoukux — Tanu n
e€¢ orua Eropa CeménoBuua. [IpotuBomno-
CTaBJICHHAs] PENbe(HO BBHINMMCAHHBIM, IIEp-
COHU(MIMPOBAHHBIM [JIABHOW U MOOOYHOM
NapTUsAM, LIEHTpaJIbHAs TEMa CIOKETa JaHa
3[IECh HESBHO, B BUJE NPEANOCBUIKA. DTO
MTOJITBEPKIAOT I10 KpallHEW Mepe JBa BaK-
HeWmmx (hakTopa: BO-NEpBBIX, — Aedopma-
s MIaBHOM napTuu (Tembl TaHu) B penpu-
3€, C IOMOILBIO PUTMUYECKHUX U IITPUXOBBIX
CPE/CTB Mepenaroiasl HEpPBHYI BO30YIH-
MOCTb T€pOMHH, U BO-BTOPBIX, — IIPUCYT-
ctBue» KoBprHa HE B OCHOBHBIX, a UCKIIIO-
YUTEJIBHO B COITYTCTBYIOIIMX (DaKTypHBIX
3JIEMEHTAX — KOHTPAITyHKTE TVIABHOW apTHH
(mpumep Ne 6) u octuHatHOM (hoHE TTOOOYU-
HOM (TipumMep Ne 7), 0ObeTUHEHHBIX K TOMY
e OOJIE3HEHHO HAMPsHKEHHON WHTOHAIMOH-
HOCTBIO YMEHBILIEHHOIO TETPAXopaa.

Mpumep Ne 6 [. WocTtakoBuy.
KeapteT Ne 7, [ yactb. I'T1 B akcnosuumm
Example No. 6 Dmitri Shostakovich.

Quartet No. 7, 1st movement.
Primary Theme Group in the Exposition

. Mpumep Ne 7 [. WocTakosuy. KeapTeT Ne 7, | yacTb.
CTYIAIOIIUN IIPU3HAKOM PE3IO- MM & akcnonun
MHPOBAHHA, BCC JKC BRUIBIACT g, o ole No. 7 Dmitri Shostakovich. Quartet No. 7,

TOJBKO (DOPMANBHYIO CTOPOHY
NENCTBUSA ceepxnipuHLMIa. bonee

1st movement. Subsidiary Theme Group in the Exposition

DIyOMHHYI0 MOTHBALIMIO  KOM-
MTO3ULIMOHHOM PpPaMKH BCKpbIBa-

€T CCMAHTUKO-COACPIKATCIIbHAA

CTOpPOHA TeM, €€ 00pa3yrOIIHX.
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DKCIO3WIHUST  «T€MBI TMporpeccupyro-  [pumep Ne 8 [1. Wocrakosuy.
e muszoppennn KoBprHa» MpUXOAUTCS Keapret No 7, Ill wacte.
Ha BTOPYIO TVIaBy M, COOTBETCTBCHHO, BTO- TparCaopmyposarikas Tema Ceperapb

Example No. 8 Dmitri Shostakovich.

pyto yacth kBaprera. Cepenana I. bpara
0 JIEBYIIIKE, CIIbIIIAIIEH Ir0I0ca, CTAHOBUTCS
TpUITEpOM OOJIE3HU Tepost U Ipeodpazyercs
B MIOJICO3HAHUU Maructpa ¢punocopuu B Jie-
reany o Uépnom monaxe. BecbMa cummro-
MaTUYHO, YTO, KaK U B Allegretto, B CTpyK-
Type Lento mpeoOnaaeT yCTOMYMBOCTD,
a pa3BUBArOIasl PyHKIMSI MUHUMH3UPOBAHA.

KoMmneHcupyer yMepeHHyl CTaTh4-
HOCTh JIByX IepBbIX yacted ¢yra. Ilo co-
BOKYMHOCTH MY3bIKaJIbHBIX COOBITUH H
MHTEHCUBHOCTH MX BKJIFOUYEHUS OHA MIOJIHO-
CThIO OTBEYAET KayeCcTBaM JMHAMUYECKOU
pa3pabotku. JlanHas QyHKIMS OMO3HAETCS
y’K€ B MHTOHAl[MOHHOM KOMIUIEKCE TEMBI —
MY3bIKaJIbHOW KBHHT3CCEHIIMM CIOKETHBIX
MOTHBOB, COMNPSKEHHBIX C MCHUXUYECKUM
paccTporcTBOM. S1ApO TEMBI COCTABIISIET Ye-
TBIPEX3BYUYHBIN JIeUTMOTUB KoOBpuHa, pas-
BEPTHIBAHUE — CIUIAB MHTOHAIIMOHHO-CHM-
meTpuuHoit ¢urypsl u3 CepeHanbl Hu
MyHKTUpHOTrO put™Ma u3 Jlerenasl (Lento).
B ycnoBusix nonmudonnueckoir Gopmbl u
osicTporo temmna lllocrakoBuu 0ObeAUHS-
€T 3aJaul MUMMaHEHTHO MY3bIKaJbHOTO M
cemaHTuueckoro ypoBHsA. IlocpenctBom
HENPEpPHIBHOM HMMUTALUOHHOCTH, CTpPET-
THOCTH KOMIIO3UTOpP (OpCHpYET H3II0XkKe-
HUE U OIHOBPEMEHHO AKLEHTUPYET BHUMA-
HUE Ha pacTyiieM sroientpusme Kospuna.
Kpaiinss creneHb HCKPUBIEHHOTO, KapUKa-
TYPHOTO BOCHPHSTHS OKPYXAIOUIEr0 Mupa
NoKa3aHa B KyJbMHUHAIlUU TPETbeW YacTH,
B DIM30/1€ BO3BpPALEHUS ABYX TEM M3 DKC-
no3unuu kBaprera — menonuu Lento (Ce-
peHasnnl), U3 3EeMEepHOr0 MY3BIKAJIBHOTO
oOpa3a nepepoAuBIICHCS B pa3Hy3JaHHBIMH,
nukuil wsic (. 37) (mpumep Ne 8), u pas-
MHOKEHHOM, CIIOBHO B TaJUTFOLIUHOTEHHOM
openy (u. 38-39), rmaBHOW MapTUH MIEPBOA
yactu (Tembl Tann) (mpumep Ne 9).

Quartet No. 7, 3rd Movement.
Transformed theme of the Serenade

Mpumep Ne 9 [. WocTtakosuu.
KeapteT Ne 7, Ill yacTb.

Tema T u3 | vactu

Example No. 9 Dmitri Shostakovich.

Quartet No. 7, 3rd Movement.
Primary Theme Group from the 1st movement

BB "B
&.nn

= 1 4
f—1

[Tocnennee Allegretto okoHUYATENLHO 3a-
KperuisieT O0JIe3HEHHOE COCTOSIHUE AHApest
BacunseBnua KoBpuHa Kak NCHXHYECKYIO
HopMy. CrenoBarenbHO, BCSI KOMIIO3MIIUSA
¢uHaIa HE MOXKET OBITh TPAKTOBaHA HHA-
4e, 4eM MHBEPCHsI NIEPBOM 4acTHU KBapTeTa.
OTMeTUTh 3HAKH OMNITO3UIMOHHOCTH JIBYyX
KpallHMX 4YacTed IO3BOJIAOT I1apaMeTphl
CTPYKTYpbl, PUTMa, (OPMBI, TOHAIBHOTO
IUTaHA ¥ TEMaTU3Ma.

B nenoM cTpykTypHasi KOHUENIUS KOH-
LHEHTPUYECKOM apXUTEKTOHMKU (uHaNa
IPOTHBOIIOCTABJIEHA OallaHCy NapHOW Ie-
PUOIUYHOCTH COHATHOM (hopmbl Oe3 paspa-
00TKM B mepBoi 4acTtu. BmecTto maputer-
HOCTHU MapTuii — idée fixe pedpeHa; B3ameH
TOHAJIBHOM JIMAJEKTUYHOCTH COHATHOIO
TOJIKA — 3aLIUKJICHHOE BpallleHHUE 110 TPUTO-
HOBOM ocH — fis/c (Tabnuna 4).
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Tabnuua 4. Cxema 3akntouutensHoro Allegretto Keapteta Ne 7 [1. LLlocTakosnya
Table 4. The Scheme of the Final Allegretto of Dmitri Shostakovich’'s Quartet No. 7

Allegretto 1

Allegretto 11

Il (A) — TIIT(B) — TT(A) — T (B)

temMa @yru — Il 1. (A)- @

~TTIu(A)- @

1

fismoll — Esdur — fismoll — Fisdur - ¢ - fis[c — fis]fis — [fis/Fis]
Tans orell Tans oTeln Kospun Tans Kospun Tans Kospun
OkoHuaTellbHOE  TOHMMAaHHME  Ledu  Bpems padotsl Hal puibmoM «Hossliil Ba-
3aMKHYTOTO CTAHOBJIEHUSI MPOSICHSET Te-  BUJIOH». AYAMOKOHTPANyHKT B IPEACTaB-
MaTudyeckoe cojepxkanue  (puHanpbHOro JieHMU I[llocTakoBHua HE AOJKEH WILIIO-

Allegretto. BniepBeie B KBapTeTe COMoOJa-
raroTcsl TEMbl, CUMBOJIIM3UPYIOIINE MICUXHU-
YECKYI0 YA3BHUMOCTb NEpPCOHaxkeu. Tema
KoBpuHa, pasymeercs,, — OCHOBHAsI U3 HHUX.
Ilon BoO3geicTBHEM TPEXAOIBHOCTU OHA
CMSITYAETCSA, B HEN TMOSABISIETCS HKAHPOBBIN
mapM M apuCTOKpaTH4ecKas MaHEPHOCTb.
TpanchopmupoBaHHasi TJaBHAs MaAPTUS
MIEPBOM YaCTH COCTABISET K HEM mapy, HO
OKa3bIBAECTCS TENEpPh B MOJYUMHEHHOM IIO-
JoXeHUH MMoOo4YHOM Tembl. PaccraHoBka
paMaTypruaeckux (pyHKIMA SBHO MEHS-
erca. bone3np KoBpuHa mnepexonur B ak-
TUBHYIO (ha3zy, mapuT emy BooOpakaemyro
peanbHOCTD, OJlarofapsi KOTOPOH €ro KU3Hb
HAKOHEII-TO HayumHaeT ooOperarh Gopmy u
CMBICII.

Eciu cuurars rumnoresy o mporpamme
Cenpmoro KBapTeTa npaBOMEPHOM, MOKHO
yOenuThCs, 4YTO KOMIO3UIIMOHHBIN TMapai-
JENU3M JIUTEPATYPHOTO U MY3BIKAJIBHOIO
TEKCTOB BCE kK€ MMEET TOYKY ONTHYECKO-
ro TpeioMIIeHUs, (POPMUPYIOUTYIO Tpea-
CTaBJICHUE O IMOBECTH YUexoBa U KBapTeTe
[[TocTakoBHYa KaK O XyJ0)KECTBEHHOM 11€-
noctHocTu. Kamepnas atmocdepa paccka-
3a U €ro repou OyKBAJIBHO «OXKHUBAIOT» B
MY3bIKQJIbHOM TMPOCTPAHCTBE KBApPTETA,
YCTPOCHHOM I10 3aKOHAM «KHHOIAPTUTY-
pbl», TMpaBuia CO3JAaHUS KOTOPOUM aBTOp
BbIBEN JjIsi ce0si emié B MOJIOAOCTH, BO

CTPUPOBATh KAXKJbIM Kaap BUJEOPsAA, €TO
OCHOBHasI LIeJIb — «OTKPbIBATh BHYTPEHHUM
CMBICIT IPOUCXOJAIIETO», «OBITh B TEMIIE U
pUTME KapTHUHBI U YCUJIUBATh €€ BIEYATIS-
eMoCTh» 8,

B «IlonxoBonue» m3 nukia «llecan n
wisicku cmeptu» M. Mycoprckoro dopma
OrpaHUYeHa OOBEKTUBHBIM (PakTOpOoM —
MPOTSIKEHHOCTHIO CTUXOTBOPEHUS, LIEIb-
HOCTh KOTOPOTO, B CBOIO OY€peib, 3a/iaHa
9K3UCTEHIIMAJIBHBIM MOTHUBOM CHOKETA.

Xyn0XKEeCTBEHHBIN 00pa3 Mpenykas3biBa-
€T BBIOOp cHenupUYECKUX MY3bIKAJIbHBIX
cpenctB. CeMaHTUYECKH 3HAKOBOE M3 HUX
— Pa30MKHYTBIM TOHAJIBHBIN IIJIaH, HAIIPAB-
JICHHBIA B CTOPOHY MOHM)XEHUS U, OIHO-
BPEMEHHO, OINPOILEHHS TOHAJIBHOIO CTPOS
(es moll — d moll). Itor npuém yxe cam
no cebe SBISETCA CMBICIO00pPa3yIOIINM,
aTpuOyTUBHBIM: TIOJTYTOHOBBIA BBICOTHBIN
CABUT B CTOPOHY TOHAJIBHOCTH C ropaszo
MEHBIIUM KOJIMYECTBOM KJIOUEBBIX 3HAKOB
OpoenupyeT AaHTHUHOMHUIO MHOroooOpasus
Kvzan v mabIoHHOCTH (KIPO3AUTHOCTH )
Cwmeprn.

JlpaMaTypruueckuii KOHIIENT DJKCTpa-
MOJINPOBAH HE TOJBKO HA OMIIO3MIMIO TO-
HaJbHOCTEH, HO W Ha OpPUTHHAJIbHYIO'
dbopMy mTpoOHM3BENCHUS, HAUYWHAIOUIYIOCS
KaK CKBO3Hasl cTpoduueckas (B BbICIIEH
CTENEeHU WHIUWBUIAYaTU3UPOBAHHAS) W
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3aKaHYMBAIOMIASICS KaK KYIUIETHO-BapHa-
UOHHAsI (OpAMHApHAs THUMOBas). Takum
00pa3oM, KOMIIO3HIIHSI MPOU3BEIEHUSI OC-
HOBaHA HAa HHUCXOMSIICH MOIYJSAIUU, YTO
MOJTAIKUBAET K Pa3MbIIUIEHUIO O (aKTo-
pax, MO3BOJISIONIUX OCMBICIHTh KOMIIO3H-
U0 TTECHH KaK JCTCPMUHUPOBAHHYIO.

B 00oux TekcTax — M MOITUYECKOM, U
MY3bIKaJIbHOM — ITPOLIECCHI PA3BUTHS U CTa-
HOBJICHHUSI CKOOPJAMHHUPOBAHBI TTO-PAa3HOMY.
Hauars ¢ Toro, uto ctuxorBopenue A. 'one-
HunieBa-KyTy30Ba TOJEIEHO METpUYECKH
(4eThIpEXCTONHBIE SIMO — JTaKTHUJIb) U KOM-
MO3UIIMOHHO (KapTHHA TOJsI OUTBBI, TEKCT
«OT aBTOPa» — CMEHA «TOYKHU 3PEHUS, TIPsI-
Masi pedb OT IMEPBOTO JIMIA) Ha JIBE YacCTH,
KOTOpBIC B KPYITHOM MacIITa0e BbIICPKH-
BaeT 1 M. Mycoprckuii. O0beIUHSIOMNM
HAYaJiOM IMOATHYECKOH (hOPMBI BBICTyIAET
pUPMHUYECKHI Tapaieiu3M MEXIy 3a-
KIIOUUTENBHBIMU  CTpOaMHu KaxkIou da-
CTH, BHIOMBAIOIIMMKCS Ha o0meM ¢oHe
CMEXHOM TpYNIHUPOBKOM CTpok. IIpume-
HEHHBIE MyCOPICKUM CpEICTBA IOMOIHSIOT
MOATHYECKUE, U TEM CaMbIM TOpa3zio Kper-
4e [IEMEHTHUPYIOT XYJI0KECTBEHHYIO (hOpMY.
CeepXTIpUHIIUITY 3aMKHYTOTO CTaHOBJICHUS
3/1eCh IOPYYaeTCs BEAYyIIasi pOJib, HEB3UPAS
Ha OTKa3 aBTOpa OT PETPHU3HI B €€ TPaIuIH-
OHHOM 3HaYEHHUHU.

My3bIKaabHBIA CJIOM TECHU HEOMHO-
POIEH: Ha TPOTSKCHUH CKBO3HOH (HOPMBI
U3JI0KEHUE OTIMYAETCS TEMIIOBOM, Tema-
TUYECKOM U (PaKTypHOUW CTHUXUHHOCTBIO,
B KYyIUICTHO-BApUAIIMOHHOW, HANpPOTHB, —
CUCTEMHOM MepruoandHoCcThi0. Ocobast KoM-
MO3UIIMOHHAs (PYHKIIUS, IO BCEH BHIAUMO-
CTH, BO3JIaraeTcsi Ha pas3jiell, pa3MeIEHHBIN
B MpeIIBEpPUH 3aKIIOYUTEILHOTO Maplia-
anodeosa. Komrnekc npusnakoB Andantino
alla marcia — Risoluto mojicka3pIBacT, 4YTO
BTOpasi 4acThb NPOU3BEACHUS HAYMHAETCS
UMEHHO 371ecb. O0 3TOM CBUIETENBCTBYIOT

1yOokasi niesypa nepen Andante (dpepma-
Ta, paJuKagbHas CMEHa 3HAKOB), BIIEPBBIC
ynoTpeOIEHHBIN B MECHE CUHTAKCUYECKUH
nepeHoc (M 6 muwune / Buumas eéoniu u
MOAUmMEsbl), SKCIO3ULMSA TEMbl Maplia Hu3
¢buHana.

OO6nuk crneayromed MmecTo CcTpodbl
(Ha xonm noowsswiuce...) co3ma€T yclo-
BUE JUIA TEepepacTaHusi MOCTYMAaTebHOTO
pa3BUTHS B CTAJUIO0 3aMKHYTOTO CTaHOBJIE-
HUsl. Mycoprekuii ycyryomsietr agdekr pe-
TapIay, 3aJ0KEHHBII B MOHOTOHHOCTH
napHoi pudmsl, 1 B 0Opa3oBaBiIeics apa-
MaTypru4eckom JIaKyHe IOMEIAeT EMKUH,
BIICUATIISFOLINI IO CHJIE SMOIMOHAIBEHOTO
BO3JICHCTBUS TTPEIBIKT.

BosBpamenune Tembl  Mapia-anodeo-
3a OIMOBEIIAeT O TNIABHOHM KyJIbMHUHAINH B
Macmitabe Bcero 1ukia. B Hell oObequHs-
I0TCS Takue CUJIbHEHIIHE apamaTypruye-
ckue (pakropsl HopMBI, Kak (araabHas mIpe-
JOIPENICIIEHHOCTh, KOTOpasi pacno3HAETCs
yepe3 TEMaTUYECKyI0 3aMKHYTOCTh, U YXOJI
B OCCKOHEUHOCTb, MOKa3aHHBIA MEPHOANY-
HOCTBIO OOJBIIMX M MEHBIIUX CTPYKTYp-
HBIX €IMHUIl — MPOCTEHUIINUX IKCTIOHEHTOB
BHEBPEMEHHOI HEM3MEHHOCTH, TaK Ha3bl-
BAaE€MOM «HETaTUBHOI THIIINHBI.

Kak BuzHO, B 001II€#1 KOMITO3HUIIMH TTPO-
W3BEJICHHSI POCTYNAIOT TPU (PyHKIIMOHATb-
HO AU PepeHIIMPOBaHHBIX dTara ¢ SIBHBIM
CMBICIIOBBIM II€PEBECOM 3aKIIOUUTEIHHOTO.
IlepBBIil — 3KCIO3ULMOHHBINA, JMHEWHBIMH,
KapTUHHO-U300pa3UTeNbHbII; BTOPOM — me-
PEXOHO-TIOITOTOBUTENBHBIN, peTapaaIu-
OHHO-IIPEABIKTOBBIN; TPETUM — UMIIEPATHUB-
HO-00001Iar0ITNH, TEPUOTUIHBIN.

O60cobaenne O yHKITMOHATHHOM TIPO-
MEXYTOYHON 30HBI 0OOCHOBAHHO KOPpPEK-
TUPYET aHATUTUIECKOE WICHEHUE MTOITHYE-
CKOT'O TEKCTa B CTOPOHY YpaBHOBEILIMBAHUS
KOJTMYECTBa CTPOd MEePBOM U 3aKITIOUUTEITh-
HOU vacTeit (Tabmuua 5).
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Tabnuua 5. TekctoBas cTpykTypa «[lonkosogua» M. Mycoprckoro
Table 5. The Textual Structure of Modest Mussorgsky’s The Military Leader

Crpodsr I-IV

Crpodsr V-VI

Crpogsr VII-X

I'poxouer Oursa, OnenryT OpoHwH,
Opy/Ibsi JKaTHbIE PEBYT,

BeryT mojiku, HecyTCsl KOHH

U peku KpacHbIC TEKYT.

IMbuIaeT moNaeHs — JTHOIH OBIOTCS;

3akar OneTHeeT — HO IepyTes
Bparu Bc€ spocTHeil u 3nei.

W nana HOYb Ha TOJIe OpaHH.
Jpy>XHHBI B MpaKe pa3oLUIUCh...
Bcé ctuxiio, 1 B HOUHOM TyMaHe
CreHaHbs K HeOy TOAHSINCE.
Torna, o3apena nyHoto,

Ha 6oeBoMm cBOEM KOHE,

Kocreii cBepkas 6esm3HOIO,
SBunace cMepTh;

U B Tummne, | «kKonuena outsa! s Bcex modeauia!
BHuMmast BOIUTH U MOJIUTBBI,
JloBOJIbCTBA TOPJIOTO MOJTHA
Kaxk monmkoBozer; Mecto OuTBHI | [lpy*HO BcTaBaiiTe Ha CMOTp, MEPTBEIIb!
Kpyrom obObexana ona.
CkioHMII0CH conHIE — 00# cruibHel; | Ha xoinM noxHsBIIHCS,

OIVISIHYJACh, | B 3eMITI0 TOTOM CBOM KOCTH CIIOXKHUTE,
OcTaHOBWIACH, YABIOHYIACK. ..
W Hag paBHUHOM 60eBOM
Pazpasncs romoc pokoBoii:

Bce npeno MHOI BBl CMUPHITUCH, OOMITBI!
Kuzne Bac noccopua, s noMupunal

Mapiem Top»eCTBeHHBIM MUMO TIpOiIuTe,
Boiicko MOE 51 XO4y COCUUTATB;

CaaKo OT )KM3HHU B 3€MJIE OTIBIXATH!
T'onsl HE3pUMO MPOKAYT 32 rofaMu,

B JIIOASIX UCYE3HET U IMaMsTh O Bac.

51 x He 3a0yy U TPOMKO HaJ| BaMU

[Tup Oyny npaBuUTh B ONTYHOYHBIH Yac!
[Tnsickoi TSHKENOI0 3EMITIO CBHIPYIO

51 mpuTonuy, 4ToOBI CEHb rPOOOBYIO
Kocrr noknHyTh BOBEK HE MOIIIH,

Uro0 HUKOTA BaM HE BCTATh U3 3eMIIA!»

[lomuepkHEM, YTO WHHUIMUPOBAHHAS
MycoprckuM TpEXCTYIEHYaTOCTh MPOSIBIIS-
eT ceOs1 B OOoJIbIIeH CTeTIeHH KaK IITyOMHHOE,
MMMaHEHTHO-MY3bIKaJIbHOE CBOWCTBO, UME-
IOLLeE [IUPOKUI paguycC AEUCTBUSA U COIVIa-
Cylolllee BCE KOMIO3UI[MOHHBIE YPOBHH IO
BEPTUKAIU. B IEHTpaJbHOM y4yacTKe ECHU
— Andantino alla marcia — 3a cuét nipopJie-
HUS [IENOYKUA SIMOMYECKUX CTpod BCE emé
JIEMCTBYET TMPUHLHUII TOCTYNaTeIbHOCTH,
HO BMECTE€ C TE€M TeMaThu4ecKoe MpeiBe-
maHue (uHama OCO3HAETCAd Kak Havalo
koHIa. Ha ypoBHe 1enoro, To ectb B nape
dbopM «ckBO3Hasi cTpouueckas — KyIieT-
HO-BapUallUOHHAs» TPUATHOCTH BO3HHKA-
€T KakK CJIe/ICTBHE MOCTENEHHOIO Mepexoaa
OT OJIHOTO THUMAa CTPOEHUs K JIpyromy. 3a-
MBbIKasi MEPapXUUYECKYIO0 JIECTHUILY, CTPYK-
TypHO-(QyHKLIHOHAJIbHAsA TpPEX(Pa3HOCTH
YOPOYMBAET CBOM CTATyC MIABEHCTBYIOILIE-
0 KOMIO3UIIMOHHOTO TPHUHIIMIIA HA BBIC-
1M, apXUTEKTOHUYECKOM YPOBHE (HOPMBI.
HecmoTrpss Ha TeMnoByl0 BapUaTMBHOCTh
U aroruyeckyro CBOOOMAY, HEKOTOPBIM HC-
MOJIHUTENISAM YIa€TCsl TOCTUYh IMOYTH TOJI-

HOM COpa3MEpPHOCTH KpPaWHHUX 4YacTeu: N0
Andantino alla marcia u Tempo di Marcia.
Grave. Pomposo. B 4yacTHOCTH, 3TUMU Ka-
YeCTBAaMHU OTIMYAIOTCS JIyYIIME UHTEpIpe-
Tanuu 1ukia Mycoprckoro — M. Apxurno-
Boit (1'50" / 0'59" / 2'02") u C. Jletidepkyca
(2'13/ 1'14" / 2'17")*. BeIBepeHHBI# OYTH
C MAT€MaTHYE€CKOM TOYHOCTBKO XPOHOME-
Tpak TPUBOJUT B PABHOBECHUE JUCKPETHYIO
U MHOTOSIPYCHYIO KOHCTpyKuMio «Ilomnko-
BOJILIa», TOCTUTAsI IOCPEACTBOM BPEMEHHOM
CUMMETPHUU TAPMOHHHU 1IEOTO.
[IpOTHMBONOIOKHBIN  KOMITO3ULIMOHHBIN
MeToJ, OOpaméHHbI HEe K MCUXOJIOTHYHO-
CTH, a HalpaBJICHHbI BOBHE — Ha BIeyart-
JSIEMOCTh OT MY3bIKaJbHBIX M300peTeHU,
npornoBeaoBan Cepreit [IpokodbeB emié
B niepuojl co3nanusi UM CKPUITUYHOTO KOH-
uepta (D dur, op. 19). lenas nepbie HaOpo-
CKM COYMHEHHMS, KOMIIO3UTOP OIPENEIIUII
€ro 3MOIMOHAJIbHBIA CTPOM KaK HEXKHBIU,
AJIETaHTHBIN, TpOraTeabHbIi. Temarnueckas
najguTpa TPEXYACTHOTO LIMKJIA B Pe3yJbTa-
T€ MOJIyYMJIACh JOBOJIBHO MECTPOM, HO MPH
BCEM STOM YAWBHUTEIHHO TAPMOHUYHOH M
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cbanancupoBaHHOM. Penpusnbie oOpamie-
HUsl — 0a30BbIe MPU3HAKU CTPOMHON apXu-
TekToHUKU Konuepra. Jlpamarypruueckue
OTOpPBI PACIIONATAIOTCA B KOHLE MEPBOM U
TpeTheil YacTel, penpe3eHTUPYIOUINX Te-
MaTHYECKUH 3KCIIOHEHT LIHUKJIA — IVIABHYIO
MapTUIO.

B KOHTEKCTE KOHTPACTHOM, MOHTaXXHOU
xommno3uumu KonHuepra o0e penpusbl Bbl-
CTyNarT MOIIHEHIMMH  (haKTOpaMu  cTa-
ownmzaiu  (opMbl. [71aBHas Tema MONy-
YaeT HKCKIIIO3MBHOE IIPABO Ha 3aBEPIICHUE
JBYX KapKacHbIX 4acTed 1uKia — Andantino
(I'wactb) u Moderato (11l yacts). CBOI 0COOBII
CTaTyC OHA MOJKPEIUIAET OTKA30M OT CIELH-
QITBHBIX KOMITO3UITHOHHBIX (BYHKIIMH B TTOJb-
3y OOIIEUTOroBOM yHHUBEpCATbHOW (YHKIMH
3aKiroueHus. Tak, 3aBeplieHue NepBoi 4acTH
€IMHCTBEHHOM TEMOM, IO CyTH, YIpa3IHAET
JEMCTBHE COHATHOIO NpUHIMNa. B aTom ciy-
Yae, o MHeHHIO J. JIeHncoBa, «MOXHO TOBO-
pHTH JTaske 00 OTCYTCTBUU PETIPHU-
3bl B mepBoi yactu KoHuepra u
0 3ameHe e€ komon»™. B Tpethei,
HauboNee WHIWBUIYAIU3UPOBAH-
HOM B CTPYKTYPHOM OTHOIICHUHU
YaCTH BO3BpAILEHHUE CTEP>KHEBOU
TEMbl CYIIECTBEHHO H3MEHSET
npoduIb CI0KHON (HOPMBI, 3aHH-
Masl TIOJIOKEHUE CUHTETUYECKOU
penpu3bl BCEro LUKIIA.

Buytpu Konuepra, noz cBo-
JaMU JIByX HECYIIHUX PpEerpu3-
HBIX apoK, JEWCTBHE MPHUHIIMIA
3aMKHYTOTO CTAHOBJIEHHS pac-
KpbIBaeTCs Kak ToJuMopdHOe,
MHOTOMEPHOE SIBJIEHUE, paclpo-
CTPaHsSISICh, MOMUMO CTPYKTYp-
HO-TEMAaTHU4ECKOro, Ha TOHaJb-
HBIA, TEMOpPOBO-(MaKTypHBIH H
TEXHOJIOTMYECKUN YPOBHHU.

Mpumep Ne 10

Example No. 10

Mpumep 11

Example No. 11

YaCTHOTO POHJI0) M OCHOBHAs Tema Punana,
IIOBTOP KOTOPOW IOCIE KOHTPACTHOM Ce-
pEeIUHBI 3aMBIKAE€T MPOCTYIO0 TPEXUACTHYIO
¢dopmy. B cBoro ouepesp, IKCHOZUITMOHHOE
NIPOBE/ICHUE TOU ke g moll’HoW Tembl U3
Moderato (1. 42), co3gaBas TeMOPOBO-TO-
HAJIbHBIA PE30HAHC C (pparMeHTOM W3 pas-
paboTku niepBoit yactu (1. 14), Bo3aBUTaeT
JPYTYI0, KAUeCTBEHHO OTIIMYHYIO apKy.

CoBepuieHHO 0c000€ TMOJIOKEHHUE 3a-
HUMAaeT Tapa Chenu@UIecKux SMHU30J0B,
BBICTYMAIOIIMX B POJH KOMIO3UIIMOHHBIX
ayOonépoB ABYX (pyHIaMEHTAIbHBIX apoK.
Bo-nepBbix, npuHLMN OOpamiieHUs Bcei
dbopmbl Andantino mpoenupyercs Ha pas-
paboOTKy, OKAHTOBAHHYIO MUIIIMKATHBIM
snm3ofoM (1. 11) m adopucTuueckoir ka-
nennuen y ckpunku (. 19). Oba xkpaTkux
(dparMeHTa Mo-CLIEHUYECKH BU3yaJbHbI U
BBIMIOJIHEHBI B CXOJHOM, MOHOJOTHYHOM
kiroue (mpumepsl Ne 10 u Ne 11).

C. Mpokobes. KoHuepT Ans CKpUmnKu.
| yacts (4. 11-12)

Sergei Prokofiev. Violin Concerto.
1st Movement (rehearsal numbers 11-12)

C. MNpokobes. KoHLepT Ans CKpUnku.
I 'yacts (4. 19-20)

Sergei Prokofiev. Violin Concerto.
1st Movement (rehearsal numbers 19-20)

[pynmy Temarudeckux pe-

npu3 nononHsoT pedpen Ckep-

110 (HamMCcaHHOTO B hopMe MSTH-
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Bo-Bropsix, cBsi3b Andantino (1 4acte) u
Moderato (Il gacTh), MOMUMO (POHTATH-
HOM TEMaTH4E€CKOM PENPU3bl U TOHAJIBHBIX
nepexnuyuek (g moll, D dur), nomnomaHu-
TEIbHO YKPEIUISIETCS] TEXHOJOTUYECKUM
napauieIu3MOM OCTHUHATHBIX, MPEIBIKTO-
BbIX 10 cBoel pyHkuuu otnenos. [Ipuuém
KO3(PPUIIMEHT WX CIOKHOCTH aJIeKBaTeH
(YHKIIMOHAILHON Harpy3ke pernpu3 Kak
B IIEpBOM yacTH, Tak u B punane Konuepra.
B Andantino 30Ha ocTUHAaTHOCTHU paccpenio-
TOYEHA B TPEX 00JACTAX: 3aKIFOUUTEIIBHON
naptuu sxkcno3unuu (. 9, 10) u nByx ¢par-
MeHTax pa3pabotku (11. 16, 18). CoBepiien-
HO WHas aucnos3unusi B Moderato: nonxon
K TeHEpAJIbHOM penpu3e «codupaer» pas-
JIpOOJIEHHYIO CTPYKTYpY M3 MEpPBOM YacTH
B IICJIOCTHYIO (hopMy TeMOPOBO-TTOTHPOHU-
yeckux Bapuaiui (1. 53-56).

Pa3roBop 0 KOMMNO3WUIIMOHHOW 3HAYU-
MOCTH perpuszHocTu B Koniepre Obut Obl
HENOJIHBEIM 0€3 CEMaHTHYECKOrO0 acleKTa,
K KOTOpOMY MpeapacroiaraeT 3MUYeCKHit
TOH BBICKAa3bIBaHMS, sIpKasi KpacodyHasi 00-
pa3HOCTh, (haHTacTUYHOCTHh. HamekaeT Ha
HEro W pemapka narrante B Hauaje 1moood-
HOU mapTu# (11. 7) IEpBOM YacTH, BHICTyTIA-
I0Iasl B CUCTEME XYH0KECTBEHHBIX KOOP-
muHat C. ITlpokodbeBa «pernpe3eHTaHTOM
MY3bIKaJIbHO-UHCTPYMEHTAIBHOU JIUTEpa-
TypHOCTHY» [5, ¢. 100].

Oco0y10 MUKaHTHOCTh PAa3MBILUIECHUSIM
Ha TEMY MY3BIKaJIbHOTO cojepkaHusi Kon-
uepra npuaator cioa camoro C. IIpoko-
¢dbeBa. B cBoém nueBHuke 17 despans 1917
rojia KOMIIO3UTOp MHUCANI: «...BCKOpE Hayal
NOHEMHOXEUKY, HO C OOJIbLINM YCIIEXOM,
nonBurarbcsi B CKPUNMUYHOM KOHILIEPTE,
HaOpachIBal MO paHee UMEBLIMMCS 3CKH-
3aM CKepIo (KOTopoe OyJIeT BCeM CKepram
CKEPpIIO), ¥ KOe-UTO U3 (huHaIa»>2,

Camoe ecTecTBeHHOE OOBSICHEHHE 3aHOC-
YMBOW aBTOPCKOM pEMapKH — yKa3aHUE Ha
YTPUPOBAHHYIO BHPTYO3HOCTh BTOpOM ya-

ctu Koniepra, e€ Cynepckeplo3HbIil CTHIIb,
IpeoNpeIeUBIINN Ype3BbIUAIHO KOPOTKOE
BpeMsl 3BydaHus>. BoamokHo u apyroe. Jly-
MaeTcsl, 3a IOHOIIECKOW OpaBaioil MOJIOOTO
[TpokodreBa, 0CO3HABABIIETO UCKITIOYUTEIb-
HOCTB CBOETO KOMIIO3UTOPCKOTO JaPOBAHUS U
K TOMY K€ CKJIOHHOTO K HPOHHUH U CapKa3My>*,
CKpBIBAETCsl HEUTO OOJIBIIIEE, YeM MPOCTO (u-
rypa peun. YTo, eciii 32 My3bIKQIbHBIM Ka-
7aMOypoOM O TIyTKe, KOTOpask «BCEM IITyTKaM
IIyTKa», MPOCMATPUBAIOTCS CIEAbI OCTpPO-
YMHOTO 3aMbICJIa TI0 CO3/IaHHIO, CKAKEM, HH-
CTPYMEHTaJIBHOTO Tapadpaza Ha CKa30YHBIC
tembl B ayxe H. Pumckoro-KopcakoBa mim
A. JIsanoBa®>? UCTOYHUKOM KOMITO3UIIMOHHBIX
uzaeH, K npumMepy, Mora Obl ctath «Cka3ka
o nape Canrane» A. Ilymkuna, Tak e, Kak
n Konuepr, umeromas B CBOEU CTPYKType
MHOKECTBO penpu3 1 apok. He 3a0ynem u o
TOM, 4YTO Hayajo counHeHHs CKpUITMYHOTO
KOHIIEPTA COBIAACT 10 BPEMEHHU C M3JaHU-
em [llectn My3bIKQTBHBIX WJLTFOCTPAITUHA TS
(opremmano k «Ckazke 0 pplOaKe U phIOKe
op. 41 (1914) yuurens C. IlpoxodneBa —
H. Yepennwuna, a ¢ 1915 roma B Mapunackom
Tearpe OCYILECTBISETCS JONTOXKIaHHAsK TO-
cranoBka nsitu onep H. Pumckoro-Kopcaxko-
Ba, B TOM uncie u «CanraHay.
Conepxarensubii  cinoit  Ckepuo
(IT gactp), Gazupytromuiics Ha TPEX KOH-
TPACTHBIX TEMax C SPKO BBHIPAKEHHBIM MO-
IyCOM HW300pa3UTEIBHOCTH, CYHUTHIBACTCS
HE TOJIBKO 32 CUET XapAKTEPHOCTH TEM U UX
muddepeHuanuy Ha peiabedHbie U POHO-
Bble. CEeMaHTHYECKHMM MapKepOM BBICTY-
maeT caMa pOHAANIbHAsA, TO €CTh 3aMKHY-
Tasi, CTPYKTypa, BHI3bIBAIOIIAS ACCOIHAIINH
¢ pedpeHHOM TPUPOON BTOPOTO CIOKETA U3
ckaszku A. [lymkuHa — «Tpu uyna»: « Bemep
no mopio eynsiem / U kopabauk nooeonsiem, /
On bexcum cebe 6 sonnax / Ha noonamoix
napycax / Mumo ocmposa kpymoeo, / Mumo
2opoda 6bonvuwozo.: / Ilywku ¢ npucmanu
nanam, / Kopabno npucmamso eensimy.
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JlerkoBecHbit pedpen Ckeprio Oyaro
NEPEHUMAET HEMPUHYXKACHHYIO MaHepy
MYIIKWUHCKOTO TIEpa: B COOTHOUIEHUU C BbI-
MyKJIBIMA KapTUHHBIMH S3IU30J[aMUA OH TIpe-
UMYIIIECTBEHHO BbIpacTaeTr u3 oOmmx ¢opm
JIBYDKSHUS U, OYEBUITHO, BBITIOTHSET (DYHKITHIO
orcrpaneHus. [1o olieHke caMoro KOMIo3uTo-
pa, Ha4yaJo0 4acTu «HE OYEHb COMEePIKaTENbHO,
HO MHTEPECHO U OYZIET “BBIXOIUTE »%.

B otnuuune oT cemMaHTHYECKH HEUTPAIIb-
Horo pedpeHa oba SMU30[a POHIIO, OTMeE-
YEHHbIE HMHCTPYMEHTAJIbHBIMHU CIHEICPE/I-
CTBaMU (UIpoHl y MOJACTaBKH, (popliaraMmu
B COYETAHHUU C PA3MAIIUCTHIMH CKauKaMH
Ha Oacke, BBIONIMMUCS CTPEMUTEIbHbI-
MU XPOMaTHYECKHUMHU TMaccaxxaMu), SIBHO
JEMOHCTPUPYIOT CBOIO MPHUHAAJIEKHOCTD
Mupy «uaymaec». OcoOeHHO MpuMedaTesieH
BTOpOM 3mu3oA sul. pontic., con tutta forza
(1. 34-38), BBIUYPHOCTh OPHAMEHTHKH KO-
TOPOTO POXKIAET aCCOLUALUUA C aKTUBHBIM
JIBH>KEHUEM, MOJETOM. HeBobHO mymaeT-
csl, Y’K HE B 3TOM JIM 3aKJI04Yaiach Cymep-
mytka [IpoxodneBa — mpencTaBuTh coO-
CTBEHHBIW BapUAHT «IOJIETA IIMETIs» ?

B naubonsbineit crenenn n3o0peTaresb-
Hbl M KApTUHHBI MY3bIKaJbHBIC HAXOIKH
nepBor yactu. [Ipuuém 3ayacTtyro MMEHHO
Ha XapaKTEPUCTUYHBIC YYACTKH KOMITO3HU-
IIUM, CTPYINIIMPOBAHHbIE B IIeTh TeMaTHye-
CKHMX, TOHAQJIbHBIX, TEXHOJIOTMYECKUX aAPOK
BO3JIaraeTcsl 3ajada MAaKCHUMaJbHO YKpe-
muTh Gopmy. [lepas onopa pa3zpaboTouHoOi
apKu — NUIIUKATHBINA 311301 (1. 11), — npu-
MBIKast K TOOOYHO-3aKIF0OYUTEIbHON MapTUr
SKCIO3UIINH, TIEpETeKaeT aajee B OypHYIO,
MEPENOIHEHHYIO CIIOHTAHHBIM, «MEUYIIUM-
Cs» PUCYHKOM COJIbHOM MapTUH pa3paboTKYy.
A nanee Ha CMEHY SIPOCTHBIM MHCTPYMEH-
TaJbHBIM OaTajausM IICHTPAIBHOTO pasJie-
Ja COHaTHOW (OPMBI MPUXOAUT KaMepHas
KaJCHIMSI CKPHIIKH, BOCIpPUHUMAIOIIAS-
Cs BECbMa CHMBOJIMYHO, B JIyX€ MOHOJOra
Hapesubi-Jlebeau (cM. mpumep Ne 11).

JlokanpHy0 apKy, OTMEYEHHYIO ABYMS
MUKpPOKaJICHIIMOHHBIMU (hparMeHTaMu, Ie-
peKpbIBacT Oojee KpymnHas MO aMIUIMTYAE
penpusa raBHOM napTuu, TeMOpaibHO 00-
HOBJIEHHAs U paJUKaIbHO JEKOpUpPYIOLas
temarndyeckuil GoH. [Iponsomenmue mera-
MOp(} 036l MOOYKIAIOT YCMOTPETh B PETIPH-
3e Andantino XpOHOTONIMYECKYIO (PYHKIIHIO
BOJILIEOHON CKa3KW, MPOCTPAHCTBO-BPEMs
KOTOPOM OIpaHUYEHO JIByMS TEPPUTOPUSIMHU
— napctBoM 1apsi CanraHa 1 HOBOOOPETEH-
HOU BOTUMHOI KHA34 [ BUIOHA.

Pa3zymeercs, aHanu3 CTaHOBJIEHUS MY3bl-
KaJIbHOM (DOpMBI KaK UIMMAHEHTHO CaMOJIO-
CTaTOYHOTI'O MpOLECcca MOATAIIKUBAET K TOMY,
qT00Bl CYECTh (PUHAIBHBIE MPOBEICHUS
IIABHOW MAPTUM B KPAaWHUX 4YaCTAX, B OCO-
OEHHOCTH Ha YpOBHE CIIyXOBOTO BOCIIPHSI-
THS, KOIOBBIMH, TO €CThb 3aCTaBIIIET CBA3ATh
uX ¢ obmenornyeckoi (pyHKIMeH 3aBepiie-
Hus (oOpamiieHHeM). JTOMY CIOCOOCTBYET
Ka4eCTBEHHOE M3MEHEHUEe 00JMKa TEeMBl,
OTBEYAIOILlEE, CKOPEE, 3aKIIOYUTEIbHOMY
TUITY U3JIOKEHMUS], a TAK)KE HEOJHO3HAYHOCTb
arpuOyLMH CIIEUUATbHON KOMIO3UIIMOHHON
(YHKIINH, TO3BOJISIONIAs BEBIHECTH CMBICIIO-
BOE 3€PHO Pa3BHUTHUS BCEro IMKJIAa — Npeod-
PAKEHHYIO IVIABHYIO MAPTHIO — «3a CKOOKM».

Ecnm xe ucxoquts U3 00pa3zHoO-comepxa-
TEJILHOTO I1J1aHa, TO OLIEHOYHAsl CUTYaIHs Cy-
LIECTBEHHO MeHseTcs. TpyaHO MOTUBUPOBAH-
HOE € TOYKH 3PEHUSI TEMaTU4ECKOIO Pa3BUTHS
TIOSIBJICHUE IVIABHOW MapTHH B 3aKJIFOYEHUH
Konnepra, paBHo kak 1 e€ OU(yHKIIMOHAIIb-
HOCTh B 00€UX pernpH3ax, «pazbsICHIET» MOo-
BECTBOBATCIIBHBI  KOMIIOHEHT, IPUCYILNN
TeMe M3HadanbHO. [lepBoe, SKCIO3UIIMOHHOE
NIPOBEZICHUE BBIJIEP/KAHO B XapaKTepe CKa30u-
HOT'O 3a4MHa, B COOTBETCTBUU C YeM JIBE (hyH-
naMeHTanbHble apku Konuepra, 6e30THOCH-
TEJILHO K KaKoMY ObI TO HY OBbIJI0 KOHKPETHOMY
CIOXKETY, JOTMYHO COIIOCTABUTH C IPYTUMH,
HE MEHee 3HaUMMbIMU KAHPOBBIMHU (PYyHKIIU-
SMH BOJIILIEOHOM CKa3Ku — MpeBpallleHUEM
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(mepBast penpu3a) U KOHIIOBKOW (BTOpas pe-
npu3a). [Ipu 3TOM Bce Tpu ckazo4yHbIe (PyHK-
IIUA HE MEMIAIOT YCMOTPETh B MY3bIKAJIbHOM
TIOBECTBOBAHUW W YEPTHI MYIIKMHCKONH KOM-
MO3UIIMK: PACCTaHOBKA M KAayeCTBO PEIIPU3
B TOUHOCTH COIVIACYIOTCSI C Uy[ECHBIMHU pa3-
Bs3KaMu 000omx croxkeTroB «Canrtana». Kax
pe3ysbTar — penpu3bl pa3iniHbIX YpOBHEH
OCO3HAIOTCS HE TOJIBKO KaK KOMIIO3ULIMOHHAS,
HO M KaK CEMaHTUYeCKass HEOOXOTUMOCTH,
yTBEp>KAasi 3aMKHYTOE CTaHOBJICHUE B Kade-
CTBE IJIABEHCTBYIOIIIETO MIPUHIIUIIA.

O0606m1as mpoOeMbl, BhI3BAaHHBIC KPH-
TepussMu AU depeHInany  Pa3TuIHbIX
KOH(PUTypaluii 3aMKHYTOTO CTaHOBJICHHSI,
CYMMUPYEM HEKOTOpbIE HAOMIOCHUS.

N30panHble a8l aHalM3a MpUMEPHI TO-
Ka3aJid, YTO BAPHATHBHOCTb B MPUMEHEHUH
CBEPXITPHUHITHIIA IPOUCTEKACT U3 MHOTHX (haK-
TOpOB. B 3TOM cMbICTIE TOKa3aTeIbHO U JaKe
3aKOHOMEPHO, YTO HU B OJJHOM M3 MHHHUATIOP
3aMKHYTOCTh HE O0YCIIaBIIMBACTCSI PEMPU3HO-
CTBIO, B TO BPEMsI KaK «OTBETCTBEHHOCTB) 3a
MOJHOTY ()OPMBI BO3J1araeTcsi Ha HEKYI0 WH-
TOHAIMOHHYI0 ujaeto. Llenb ynopsaoueHHOro
CKBO3HOTO TMPOJBIKEHUSI JTOCTUTAETCS pas-
JUYHBIMH CPEACTBAMU: C(HOKYCHPOBAaHHBIM
Ha TeHePATbHOM MOTHBE M YCKOJIB3aIOIIEM B
UppaIMOHAIEHOM TIOJIETE» PePPEHOM B Ibe-
ce BebepHa, perucTpoBoii «3epKaIbHOCTHION
KOJIbI 3UMHETO Tiekizaxa [[eOroccu, 3aKimoun-
TEJBHBIM «XOpaJIbHBIM» KagaHcom [Ipernto-
muu 1llonena, — Bce OHM 3aMbIKaioT (hopmy,
HE BBIXOSI 32 TPAHUIIBI OJJTHOM TEMBI, HO TIPH
9TOM TOJIHOCTBIO MCUEPIIBIBAIOT €€ pecypc.

PaccMoTrpenHsie B paboTe MHOTOYACT-
HbIE KOMIIO3UIIMH, HAIPOTUB, MOKAa3bIBa-
I0T TEHJEHIUIO K 00paMIIEHHIO, PETpU3aM
B BUJIE CAMOCTOSATEIbHBIX pa3aenoB. 1 xots
B OTHOIIIEHUU TEKTOHUKHU ITO KAKETCS CKO-
pee 000CHOBaHHBIM, — TaK JIK 3TO HEOOXO-
JTUMO M €CTE€CTBEHHO ISl KOMITO3ULIUHI, Ha-
MUCAaHHBIX B KOHTPACTHO-COCTABHOM WIIH
uKIndeckon popmax?

151

VYKIOHUBIIMCH OT MPSIMOTO OTBETa Ha
MOCTABJICHHBIA BOMPOC, MO3BOJIUM HAIOM-
HUTH O TOM, YTO KaXXJ0€ XYI0KECTBEHHOE
TBOpeHHE 001anaeT COOCTBEHHOU BOJICH.
WNubie npousBenenus, kak nucain T. MaHs,
HMEIOT «H CBOE COOCTBEHHOE YECTOJIIO0HE,
KOTOpPO€ MOXKET HAaMHOTO MPEBOCXOAHTH
yecTtooOue apropay»?’. Pa3BuBas MBICITb
Manna nanee, He00X0IUMO BCE ke Moguep-
KHYTb, YTO 3Ta MO3UIUS HU B KOEM ClTy4yae
HE yMaliseT 3HAYeHUs XYJOXKHUKA, JHIIb
YTOYHSET €ro poiib. /[ co3umaemMon mMare-
pUU — OH MPOBOAHUK, CTAJIKEP, MPOKIIAIbI-
BAaIOLIUH MyTh OT TMIOTETUYECKOTO K CyO-
CTAHIIMOHAJILHOMY M BO3JIaraoIiuii Ha ceos
OTBETCTBEHHOCTh 32 KOHEUHBIN PE3YJIbTaT.

deHoMeH 3aMKHYTOTO0 CTaHOBJICHHS MO-
TYIIECTBEHEH KaK pa3 TeM, YTO, B OTJINYUE
OT IOCTYMATeNbHOCTH, BEAOMOMN «UYECTOIIIO-
Oourem» mMarepuana, ceepXIpPUHIIUI CMEIIAET
aKILIEHThI — IEMOHCTPUPYET MPO30PIUBOCTD
MacTepa B OTHOIICHUH L€ IPENPUHATON
«OJIUCCEN»: KAKUMHU ObI HU ObLIU MTOTEHIINU
pa3BuTHs, PUHAIBHYIO TOYKY B HEM CTaBUT
aBTOp, Ybsi TBOPYECKAsl BOJISI SIBIISIETCS 3a-
JIOTOM JIOCTIDKEHHUS XYHO0KECTBEHHO-ICTE-
TUYECKOW BEPIINHBI.

Bor mnodemy pasmblnmieHus O Liele-
COOOPa3HOCTH WM HEU30CKHOCTH 3aMK-
HYTOTO CTAHOBJIEHUS MOJTAJKUBAIOT HAC
K 3aKJIIOYEHHUI0, YTO peliaroiee 3HaYeHue
3]1eCh UMEIOT CMBICIOBBIC (DYHKIIUH. BBITh
MOJKET, OTTOTO U HE CIy4yallHO JaHHOE SIB-
JICHWE MMEHOBAHO CEepXHPUHIIUIIOM, BEJlb
B HEM HM3HAYAIBHO COCPEIOTOUYECHO OOJIb-
1€, 9eM TO, YTO cooOmarT Ghopme, I0Iy-
CTUM, PENPU3HOCTh U CUMMETPUS (B KOHIIE
KOHIIOB, 3TH 3aKOHBI OTBEYAIOT TOJIBKO 3a
YacTh SIBJICHUSI — TEMaTUYECKyI 3aMKHY-
TOCTh Kak TakoByl0). He MeHee cuibHYIO
CTOPOHY 3aMKHYTOTO CTaHOBJICHUSI TPEI-
CTaBJISIET €r0 KOMMYHUKATUBHAs (PyHKIIUSA,
YCTaHABJIMBAIONIASl CBSI3b C BOCHPUSTHEM
HaIpsiIMyl0, TO3BOJISAIONIAs Ham ObIcTpee
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oOpabaTeiBaTh HHGOPMAIINIO, OCMBICITH-
BaTh XOJ] MMPOUCXOJISINETO, €ro e, sICHEee
OCO3HaBaTh JIOTMKY Oojee paHHUX Ipo-
neccoB. Hakonen, mMexaHWsMm y3HaBaHUS,
OCYIIECTBIISIEMBI Oyaromapsi CIUIETEHUIO
Pa3HOYpPOBHEBBIX KOMIIOHEHTOB (TeMaTH-
9YECKOr0, TapMOHHYECKOTO, apXUTEKTOHH-

YECKOT0, MPOCTPAHCTBEHHO-BPEMEHHOTO,
ApamMaTypruueckoro Wil COIEpKaTeIbHOTO
MOPSZIKOB) CIIOCOOCH PELIUTh U MOUCTHHE
TPAHCUEHACHTHYIO cgepx3alady — IOMOYb
aBTOPY pa3feiNTh BOOAYIIEBICHUE OT XY-
JO’KECTBEHHOTO OTKPBITHS CO CIIYIIATENIEM,
00pecTH COO3HUKA B €T0 JIHIIC.
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yauBepcutera uMm. H. U. JlobaueBckoro. Hmwxkuuit HoBropoa: M3n-Bo Hmxkeropoackoro yH-Ta.
2010. Ne 4 (2). C. 984.

3 Cm.: Mann T. Cobpanue counHenuit: nep. ¢ Hem. T. 9. M.: Tocnutusaar, 1960. C. 164.

4 ®oprynaro H. M. Vkas. cou. C. 107.

15 Tam xe.

[To3BoAMM BCE K€ YTOUHUTD, YTO MY3BIKAaHT BOCIIPUHSUT OBl TaHHYIO T€3y CKOpee KaK aKCHOMY,
HEXXEJIM aHTMHOMHUIO B3aHMOMCKITIOUAIOINX ITapaMeTPOB.

1 C momaum JI. llocrakoBrya B HCKYCCTBOBEACHHUU CIOXWIACh TPAIUIUS COOTHOCHUTH
CTpyKTypy «HE€pHOTOo MOHaxa» ¢ coHaTHOU (Gopmoii. [laHHas aHAIMTHYECKAsl yCTaHOBKA BBI3Baja
JKUBOM OTKJIMK, HO BMECTE C HUM IOPOAWIA U DS CEPbE3HBIX BONPOCOB. KitoueBble U3 HUX —
KaKHe TEMbl IOBECTBOBAHMSI CIIOCOOHBI MPUHATH HA ce0s (PYHKIMH INIABHOW U MOOOYHON mapTuit
U TJe MpOJEramT TPaHULIBI MEXAY SKCIO3UIMEH, pa3paboTkod M penpu3oil. s MOIHOTHI
AHAJTUTHYECKOTO KOHTEKCTA TE3UCHO COTOCTaBUM HECKOJIBKO M3BECTHBIX BEPCHI.

ITo H. ®opryHaroBy — «pacrtyiee 6e3ymue KoBprHa cocTaBiseT» IVIaBHYIO MApPTUI0 COHATHON
(dopmbl; MOOOYHAST TIpoM3pacTaeT U3 TeMbl oTHoleHuid Tanu u KoBprHA M JTHOOOBHOTO YyBCTBA,

4
5
6
7

152



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 3
(0

BO3HHUKArOIEro Mexy Humu (mut. mo: bapter P. [llocrakoBua n Yexos / [1. . HlocrakoBuy: cO.
crareit k 90-netuto co mHs poxaeHus / coct. JI. Koprankas. CI16.: Kommosurop, 1996. C. 351). 13
JIEBSITH TJIaB MIOBECTH OCHOBHYIO 4acTh 3aHMMAET, Mo yTBepxaeHuo H. doprynarosa, pazpaboTka
(II-VIII tmaBsl), KoTOpyto okamiisitor skcrio3uiust (I masa) u penpusa (IX mmaBa). B memom, 3a
HEOOJIBIINM YTOUHEHHEM, KacarolumMes Hadasa penpusbl (asa VIII) v konel (mmasa [X), ¢ TpakToBKOi
H. ®oprynarosa cornamraercs T. Jleite. (Cwm.: Jletie T. VI3 uctopun omnHON HEHANMCAHHOMW OTEPHI
// My3bikanmeHas akagemus. 2006. Ne 3. C. 144). IneHTHYHO CTPYKTYpUPYET YEXOBCKYIO TIOBECTh
P. Baptnet, oqHako B aHAJIUTUYECKOM BEPCUM aHTIIMICKOM UCCIIEI0BATEILHUIIBI TIIABHON U TOOOYHOM
naptusiMu «YEpHOro MOHaxa» «SIBIAIOTCA HE “Oe3ymue” U “nmo00Bb” CO BCEMH UX NEPUIETHUSMU,
HO TO, YTO BeChMa 00III0 MOKHO 0003HAYHTH KaK ‘“‘KpacoTa’ (IpeAcTaBlIeHHas 371eCh OIaropoHbIMU
ctpemienusiMu KoBpuHa cinyxuth Beunoii npasne u Maee, ero oTHOIIEHHEM K )KU3HH) U “ypOJACTBO”
(uto st YexoBa 03HAYAET YEIOBEUECKYIO IMOCPEACTBEHHOCTh, CaMOIOBOJIBCTBO M BYJIBIAPHOCTD,
BOILIONIEHHBIC TIIaBHBIM 00pa3om B [lecomkom)y». (ITogpobuee cm.: Baptier P. Vka3 cou. C. 356).

HeoObruHa cTpyKkTypHO-ceMaHTHUeCcKasi UHTeprperanus noBectu B Bepcun O. Cokososa.
VYuénslii monarai, 4to «miaBsl [-VI 00pa3yroT 3KCMO3UIINI0 C TECHBIM MEPEIIETEHNEM TJIaBHON
U 110OOYHOM mapTuii; B XOJ€ pa3BUTHUS MOCJEIHEN», MO HAOIIOACHUIO MCCIIEN0BATENS, «MOKHO
3aMETUTh Jake TPAJULMOHHBIN I MY3bIKH “TiepesioM” — ccopy TaHM ¢ OTLIOM, BBI3BABILYIO
T000BHOE OOBSCHEHHE MOJIOIBIX TE€POEB W 3aBEPIIAIONIYIO HKCIO3UINIO CBanply <...> VII
u VIII mmaBel pacckaza — Kparkas, HO HEOOBIYaliHO HANpsDKEHHAS M TIOJNHAS JIpaMaTHYeCKON
“HeyctolunBocTH” paszpadborka, <...> Hauano IX maBel — onucanue xu3zHu KoBpunHa mocie
paspsiBa ¢ TaHel — MOKHO yIIOI0OUTH 31301y B pa3padboTke, u ¢ yteHust KoBpunbeiM nucbma Tanu
HaunHaeTcs penpusa» (cm.: @oprynaroB H. M. Yka3s. cou. C. 60).

[Mutupyemsie nanee TexcTel u3 nosectu A. YexoBa «UEpHbI MoHax» mpuBoxarcs no URL:
https://ilibrary.ru/text/985/index.html

'7 TlonpobHee 06 atom cm.: CyBopuna-JleBynkas H. B. Cenpmoit 1 BocbMoii KBapTeThl Kak
eIHas My3bIKaJIbHas Bepers «Y€pHoro MoHaxay // My3bikanbHas akagemust. 2006. Ne 3. C. 148-158.

18 Cwm.: Illocrakosuu J1. O my3sike k «HoBomy Basuony» // CoBetckuii axpan. 1929. Ne 11. C. 5.

19 B. Xononosa onpeaensiet popmy «I1oaKoBOAIAa» Kak KyIIECTHO-CKBO3HYIO C MOAY/ISIMEH 13
CKBO3HOMH B KyIUIETHO-BapuauoHHyo. Cm.: Xonomnosa B. H. @opMbl My3bIKaIbHBIX TPOU3BEACHUI:
yuebHoe nocodue. CII6.: Jlans, 2006. C. 43.

20 JleraJbHO O3HAKOMHTBLCS C YIOMHHACMBIMUA APXUBHBIMH 3aIUCSIMH MOXXHO B MHTEPHETE.
URL: https://classic-online.ru/ru/production/2046 (nata oopamenus: 25.06.2022).

2l Cm.: [lenuncos D. Conatnas popma B TBopuectBe C. [Ipokodresa // CoBpeMeHHas: My3bIKa U
po0OIeMBbl FBOJTIOLIMK KOMITO3UTOpcKor TexHUKU. M.: CoBetckuil komnosurop, 1986. C. 43—44.

22 Cm.: IIpokodwer C. neuuk. T. 1: 1907-1918. Paris: Sprkfv, 2002. C. 639.

# K npumepy, B ucnonsenun B. Peruna Cxeprio 3anumaer 3'20".

2 B 1907 rony C. ITpoxodses nuiiet: «B KoncepBatopuu 3anrMaemcst; UepermHIH BOCXUINACTCS
HaTypaJbHBIMU BaJITOPHAMU; TOBOPUT: — BOT B HOBOI MO€i1 BE1IH 1 AyMato IOMECTUTh HaTypaJlbHbIE
BaJITOPHBI; MHE KaXeTCsl, OyIeT O4EHb CBEKO...». XOTEINl EMy CKa3aTh — CBEXKO IIPEJIaHue, 1a BEPUTCS
¢ TpyaoM — HO Kak-To npomoraamy (IIpoxodser C. Yka3. cou. C. 22).

#> U3 nueBHuka [IpokodneBa N3BECTHO, HAPUMED, KaKyko peakiuto 1. CTpaBUHCKOTO BBI3BAIN
KUBOIUCHBIE TeMBI Tpetbero goprenuannoro konuepra (C dur, op. 26): «9T10 HEBEIHOCUMO! DTO
KaKOH-TO pyCCKHI JIOXKHO-KJIacCHUeCKui cTriib! 1o mipsimo BacHeroB kakoii-to!» (IIpoxodnes C.
Huesnuk. T. 2: 1919-1933. Paris: Sprkfv, 2002. C. 439).

26 Cwm.: [Tpoxodwes C. Juesnuk. T. 1. C 526.

2" ManH T. Ykas3. cou. C. 160.
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«MonoTok 6e3 macTepa» lNbepa Bynesa
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Annomayua. B cTathbe TNpPENCTABIEHBI PE3YJIbTAaThl HCCIEJOBAHUS LHUKINYECKON
opranuzauun Le Marteau sans maitre Ilbepa byneza B acnekre codeTaHus NPUHLIMIIOB
JUHEHHON M HENMHENHON opranu3anuu. KoMmo3uTop co3gan KOMIIO3MIIMIO BEPOSITHOCTHOIO
THUIIA, B KOTOPOH COCYIECTBYIOT PaCCPEIOTOUEHHBIE U JIOKAJM30BaHHbIe CYyOIMKIbL. VX sapom
CTAHOBSTCS BOKaJbHBIE YAaCTH, B KOTOPBIX HMHTEpIpeTHpyroTcsa ctuxorBopeHus Pene Illapa.
Yucio KOMMO3UIMOHHBIX €JUHHUIl B ATUX CTPYKTYPHO-TEMAaTMYECKHMX TIpyINIax COBIAAacT
C KOJIMYECTBEHHBIM II0KAa3aTEJIEM CETMEHTOB OCHOBHOM CepuM COYMHEHUs. BcrpanBanue
OJIHOPOHBIX IO COJIEPKAHUIO CYOLIMKIIOB B JIMHEWHBIN PsiJl aHAJIOTMYHO MPOLIEYPE HHTEPIOJISALH.
B paccpenoroueHHbIX cyOuuKkiIax TUTyIbHOe cTuxoTBopeHue lllapa olycioBinuBaer cucremy
BBIPA3UTENIbHBIX CPEJCTB, KOTOPAs C pa3HOU CTENEHbIO IIOJHOTHI, HO BCETAAa B y3HABAEMOM BUE
BOCIIPOM3BOJUTCS. BO BCEX 4acTAX. B JI0OKanM30BaHHBIX CTPYKTYpHO-TEMAaTHUYECKUX Tpymnmax
LIEJIOCTHOCTh (POPMUPYETCS B MPOLIECCE YCTAHOBICHUS COJAEPIKATENbHBIX MOJOOMH M 00IIUX
JIEMEHTOB MY3bIKaJIbHOW BBIPA3UTENBHOCTH B YAaCTIX, MPUHAAIEKAIIUX PAa3HBIM CYOIUKIIAM.
31ech BOKaJIbHAsl YaCTh CTAHOBUTCSI «TOYKOM CXOJa», B KOTOPOM BBISABIISIIOTCSI COBIAIEHUS U
AKTUBM3UPYIOTCS JIOTIOJHUTENbHbBIE CMBICIIOBBIE 00EPTOHBI CTUXOTBOpEeHUs. B Le Marteau sans
maitre Byne3 NpoeMOHCTPUPOBAJ BO3MOXHOCTH KOMIIO3ULIMOHHON BAPUAaHTHOCTHU B yCIOBHUAX
CO3JJaHHOM MM CHUCTEMBI LIUKIJIOB, MPEIOJIATraoleil OJHOBPEMEHHOE NEHCTBUE JIMHEHHON U
HEJIMHENHON OpPraHu3alluy C pa3HbIMHU TUIIAMU CBS3H.

Knroueswie cnosa: Pene Ulap, [1vep bynes, «Monotok 6e3 Mactepay, UK, CyOITHKI, CUCTEMA
IIUKJIOB, TeMOp, (pakTypa, Kore3usi, aare3us

Jna yumuposanus: Xunwko H. I1. «Monotok 6e3 mactepa» I1bepa bynesa kak cuctema UKIoB //
[Ipo6aemsr My3bikanbHOU Hayku / Music Scholarship. 2022. Ne 3. 155-170.
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Abstract. The article presents the results of the cyclical organization of Pierre Boulez’s
Le Marteau sans maitre in the aspect of combining the principles of linear and non-linear
organization. The composer created a work of a probabilistic type, in which dispersed and
localized sub-cycles coexist with each other. Their core is formed by the vocal movements in
which René Char’s poems are interpreted. The number of compositional units in these structural-
thematic groups coincides with the quantitative factor of the segments of the composition’s main
series. The embedding of sub-cycles homogenous in their content into a linear set is analogous to
the procedure of interpolation. In the dispersed sub-cycles Char’s title poem stipulates the system
of expressive means which is replicated in all the movements at various levels of fullness, but
always in recognizable ways. In the localized structural-thematic groups the wholeness is formed
in the process of ascertainment of the substantial images and the common elements of musical
expressivity in the movements pertaining to various sub-cycles. Here the vocal movement becomes
the “point of convergence” which brings to light the coincidences and activates the additional
semantic overtones present in the poem. In his Le Marteau sans maitre Boulez demonstrated the
possibilities of compositional variability in the conditions of the system of cycles created by
them presuming the simultaneous activity of the linear and non-linear organization with various
types of connection.

Keywords: René Char, Pierre Boulez, Le Marteau sans maitre, cycle, subcycle, system of
cycles, timbre organization, texture organization, cohesion, adhesion
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peluiaraemasi cTaThs sIBIsIETCS Tpe-
Thel myOnuKamued aBTOpa B Ce-
puUM MaTepuaioB, MOCBALIEHHBIX
npobneme UKIu3anuu B Le Marteau sans
maitre I1. Byne3a — acriekty, NpakKTU4YECKH
HE pa3paboTaHHOMY B OTEYECTBEHHOM U
3apy0eKHOM MY3bIKO3HaHMU. B mepBoii

u3 Hux — «MHTepnperauus nos3uu Pene
[Mlapa B “Monotke 6e3 mactepa” Ilbepa
Byneza» [1] — 060CHOBBIBAIOCH COAEPHKa-
TEJIbHOE €IUHCTBO, KOTOPOE BO3HUKAJIO Ha
YpOBHE 00bEIMHEHUSI OTOOPAHHBIX KOMIIO-
3UTOPOM MOITUYECKUX TEKCTOB. Bo BTOpou
ctarbe — « [ {uknnyeckue cBs3u B “MonoTke
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0e3 macrtepa” II. Bymesa»' — BHuMMaHue
OBLIIO CKOHLIEHTPUPOBAHO HA IEHCTBUU pa3-
HBIX THUIIOB JIUCTAHTHOM KOTre3uu, GOpMH-
PYIOUIUX I€I0CTHOCTh BCTPOECHHBIX IPYT
B JIpyra aBTOHOMHBIX BOKaJbHO-UHCTpY-
MEHTAJIBHBIX  CyOIUKIOB L’artisanat
furieux («Pa3psipéHHOE peMecIeHHUYe-
cTBOY»), Bel édifice et les pressentiments
(«IIpekpacHoe 3maHUE U NMPEIIYBCTBHUS)
u Bourreaux de solitude («Ilanaum omu-
HOouecTBa»). Ha 3ToT pa3 peub mouaéT o
CBA35X [10 CMEXHOCTH, IOCPEICTBOM KOTO-
PBIX CO30a€TCs IMHEMHO OPTaHU30BaHHbIN
9-4acTHBIN LUKJI, 8 TAKIKE O BOBMOXHOCTSIX
€ro COCYILECTBOBaHUS C paccpefOTOYEH-

HBIMU CYOITUKJIAMH B YCIOBUSX CO3TaHHOM
byne3zom cucremsl nukioB. B cBere cka-
3aHHOTO Le Marteau sans maitre BUEpBbIE
paccMaTpuBaeTCs Kak MPUMEP MHOTO4YacT-
HOW KOMITO3UIIMM BEPOSTHOCTHOTO THIIA
(E. PyubeBckasi), B KOTOpPO#l coueTaroTcs
IIPUHILUIIB] JIMHEWHOW W HEJIMHEWHOU Op-
raHU3aINH.

MHorouactHass JIMHENHas IIOCIENO-
BaTeIbHOCTh B «MonoTke 0e3 Macre-
pa» byne3a BbIcTpoeHa B COOTBETCTBHUU
C OCHOBHBIM IIMKJIMYECKUM HPUHIUIIOM
— TMPUHLUIOM KOHTpACTa: TEMIIOBOTO,
(bakTypHO-TEMOPOBOT0, 3BYKOBBICOTHOTO?
(Tabnuma 1).

Tabnuua 1. 1. Bynes. Le Marteau sans maitre. JlnHeHas nocnegoBaTenbHOCTL YacTel
Table 1. Pierre Boulez. Le Marteau sans maitre. Linear Sequence of Movements

Ne HasBanne Temn

CocTtaB HHCTPYMEHTOB

I L’artisanat furieux Rapide (J: 168)

aneT, Queiita, rutapa, eubpagon

1 4. Lent (+=60)

(ureiita, aneT (pizz), kKcunopumoba, pamounsiii
oapaban

I | Bourreaux de solitude 2 4. Rapide (J: 96)

aneT (pizz), Keuropumba, GoHzU

3 4. Lent (+=52—60)

(aeiiTa, anwr (pizz), kcunopumba, pamounslii
oapaban

L’ARTISANAT

m FURIEUX

Modéré sans rigueur (J: 84)

T'OJIOC, dneiita

1 u. Rapide (+=120)

aneT (pizz), rutapa, kcuropumba, subpapon,
mapenouxu

IV | Bourreaux de solitude

2 4. Assez Lent (J=69)

aJabT (arco), TUTapa, kcunopumoda, subpagon,
mapenouku — KoioKona — mpeyzonbHuK

BEL EDIFICE ET LES | Tempo et nuances trés .

V| PRESSENTIMENTS | instables (-=80) TONOC, dneiira, anvt, rurapa

VI BOURREAUX T'OJIOC, duneiita, anwt, kcunopumbda,
DE SOLITUDE Assez Lent (+=56) subpagon, mapakacu

VII | L’artisanat furieux Rapide (J: 168)

(daeiiTa, rurapa, subpagon

VIII | Bourreaux de solitude

Assez Lent (J =76)

(ureiita, kcunopumba, subpagon, knasec —
Kon0KOIA — OOHeU — 6OHeU + mapakacel

BEL EDIFICE ET LES

IX | pRESSENTIMENTS | Tempo libre de récit (+=56)

I'OJIOC, aawT, rutapa, subpagor,
KCUnopumoba, Mapaxacyl

Assez Lent (J =60)

roJioc (BOKaJIu3), ajabT, TUTAPa, 8UOPaghoH,
Kcunopumoba

Coda

Modéré sans rigueur (J= 84)

(aeiiTa, rosoc (Bokaaus), ajapT, rutTapa,
subpaghon, kcunopumba, mam-mam, 20He,
bonvuias mapenxa
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[TonoGHass opraHuzanusi XapakTepusy-
€T CIOUTY — OTKPBITBII psAJl KOJIMYECTBEH-
HO HEPETNIAMEHTUPOBAHHOTO MHOXECTBA
(YHKIIMOHAJILHO PAaBHBIX YAaCTEH — «CUHO-
HUMOBY. 3ajjadya KOMIIO3UTOPA 3aKIII0YaeT-
Csl B TOM, YTOOBI COSAMHHUTH MX B IIEJIOC U
CO3/1aTh TAKUM 00Pa30M «COJEPKATEIbHYIO
CTPYKTYpY BbICIIero Tuma»’. OuH U3 Bapu-
AHTOB €€ PEILICHUs] — YCTAHOBJICHUE MEXY
CMEXHBIMA ¥ JUCTAHIIUPOBAHHBIMH Ya-
CTSIMU Pa3HOTO pojia MOJOOUNA: KAaHPOBBIX,
TEMaTHYECKUX, 3BYKOBBICOTHBIX, pUTMUYE-
CKHX, TeMOPOBBIX U Ipyrux. Bo3Hukarorime
IIPU 3TOM CBSI3U JIETYYU, MHOTOBAPUAHTHBI,
HO OHM JIepKarT LIeJIoe.

B Le Marteau sans maitre nmocpencTsoMm
Ha3BaHMI, KOTOpBIE YKa3bIBalOT Ha pas-
HbIE MHTEPIIPETalU TPEX CTUXOTBOPEHUU
[lapa?, Byne3 meknapupyer NpUCYyTCTBUE
MEXAy OTHAIEHHBIMU YacTSIMU JTUCTAHT-
HOM Kore3uu [2]°, 00beIUHSAIONIEH UX B CO-
Jep>KaTeNbHbIE U CTPYKTYpPHBIE €IMHCTBA
— CcyOUMKIBl (CTPYKTYpPHO-TEMaTHUECKUE
rpymmbl)°. Bce KOMITO3WUITMOHHBIC €ITUHU-
IIbI CIOUTHOTO psiJia B MOJOOHON CUTyalluu
OKa3bIBAIOTCS TMEPEKPECTHO CBSI3AHHBIMH.
Takum oOpazom, moHUMaHME CcrienUupUKU
9-4acTHOM JIMHENHOM MOCIIE0BATEIIBHOCTH
HEBO3MOXKHO 0€3 yuéTa HMHJIMBUyaJIbHbBIX
TeMOPOBO-(paKTYpPHBIX 0COOEHHOCTEN THC-
KPETHBIX CYOIIMKJIOB, Pa3HOW CTEMEHU HX
CBSI3HOCTU U JIpaMaTypruiyeckoi 3HaYuMo-
CTH KOMIIO3MIIMOHHBIX eUHUIL . Paccyxnas
00 ocobenHoctsax Le Marteau sans maitre
A. DnaBapjic oTMedaeT: «31ech OoJbIle HET
TeM-(UTYP WU TUHEHHBIX KOHTPAITYHKTOB,
HO €CTh YTO-TO BPOJAE TEMaTHYECKHUX IMPHU-
3HAKOB, TO €CTh THUIIOB MMHUCHbMA WU TUIIOB
CTWJICH, TIOTyYEHHBIX MyTEM BBIOOPOYHOTO
MaHUIYJIUPOBAHUS  TOCJEI0BATEIbLHBIMU
npoleccaMmu sl ONpeiesIeHUs 1eJIoro Ha-
060pa KOHTPaCTOB (PerucTpa, TeMIIA. .. ypOoB-
HS WU JUHAMHYECKOTO TPOdUIs, CTPOro-
CTH WIH SIPKOCTH (UTYpBI, BEpTUKAIbHOU

W/WIA TOPU3OHTAIBHON TUIOTHOCTH TEK-
CTyphl, cHeuuUIECKO PUTMHUYECKOMN
U/MIM  TapMOHUYECKOM JIEKCHKH, HWH-
CTpyMeHTapus u T. 1.). OOmmii mpodwis
Le Marteau sans maitre aBAsieTCsl pe3yib-
TaTOM PaCIOJIOKEHUS TAKUX KOHTPACTHBIX
MIPU3HAKOB C UX pa3pabOTKaMU-BapHallys-
Mu» [3, p. 4].

B 0003HaueHHBIX TeMaTHYECKUX TPYyII-
nax byne3 BblgenseT B KayecTBe IVIaB-
HOM BOK&JIbHYIO 4acTb. OHa NPUTATUBACT
K cebe yacTh MHCTpyMeHTallbHble. IMeHHO
3TOT (aKTOp OOYCIOBHII OJUH U3 MPUHIIH-
OB TEMOPOBOM JipamMaTypruu COYMHEHUS —
B3aMMOOTHOILEHUS YEJIOBEYECKOIO roioca
C MHCTPYMEHTaMU. XapakTep CBA3EH MeExX-
Iy MTHCTPYMEHTAIbHBIMU YaCTAMU, IOMUMO
poyYero, OOYCIIOBIMBAET 3aBEPILIEHHOCTD
WA OTKPBITOCTH CyOLIMKIIOB.

Tak, 3-uacTHbll cyOuukn L’artisanat
furieux oTIMYaETCs 3aMKHYTOCTBIO U BBICO-
KO cTeneHplo eauHcTBa. OHUM co3larTcs
YETKUM KOMIIO3ULIMOHHBIM pacIpe/iesieHu-
€M: BOKaJIbHasi 4aCThb U JIBE€ UHCTPYMEHTAJIb-
HbIe, 0003HaueHHbIe Avant (iepen) u Apres
(mocne), QpyHKIMOHUPYIOT KaK BOKAaJIbHAsS
MUHHATIOpa, OOpaMi€HHas pa3BEPHYTHI-
MU TpeNIoaueii u noctaonuei® (cxema 1).
[IpumblKaHue NPETOAMM K CMBICIOBOMY
LEHTPY OIIYIIAaeTCss BO MHOTOM Ojaromaps
TOMY, YTO B JINHEWHOW IOCIJIEOBATEIbHO-
CTH OHHU HaXOASTCS Ha OYeHb OJIM3KOM pac-
CTOSIHUH JIPYT OT Jpyra’.

Cxema 1. Cybuukn Lartisanat furieux
Scheme 1. Subcycle L'artisanat furieux

«IIpemomus» (I) - BOKAJIBHAS YACTD (I1T) —
— «[Toctmromusy (VII)

TemOpoBoe cBoeoOpa3ue L’artisanat
furieux oMpeNENSIOT MHCTPYMEHTHI, Ha KO-
TOPBIX BO3MOKHO U3BJIEKAaTh MPOTSHKEHHBIE
3BYyKH: albTOBas (hrieiira, amwT, TUTapa, BU-
opadon (cM. Tabmuiy 1). ApTUKYISAIIMOH-
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HYI0 BBIPA3UTEIBHOCTh HWHCTPYMEHTAJb-
HOTO CJIOSI MOXXHO OIKMCaTh IMOCPEICTBOM
MNOHSATUNA  «IUCKPETHOE», «KOHTHUHYalb-
HOe». B o0macth nmepBoro monagaroT aiabTo-
BBIW Y TUTAPHBIN IIUIKH, B 001aCTh BTOPO-
ro — KaHTWJICHA anbTa U (UICHUTHI, a TaKXKe
IIbIBYIIME 3BYKM BuOpadona. IlogoGHoe
COOTHOIIIEHHE MOYKHO TPAKTOBaTh C TOUKH
3pEHUS] CEMAHTHUYECKOM OMNMO3ULIMM «HUH-
CTPYMEHT/4EJIOBEK» B BO3MOXKHBIX Bapu-
aHTax: «MaTepuabHOC/IyXOBHOE», «pa-
IMOHAJILHOE/PMOIIMOHaJIbHOE». Jloruka
TeMOPOBO-()AKTYpHOTO  pa3BEPTHIBAHUS
B L artisanat furieux onpeenseTcs ABUKe-
HUEM OT 3BYKOTOUYKHM K MEJIOJUYECKOUN JIu-
HUU, KyJIbMUHAIIMEH KOTOPOTO CTAHOBUTCS
KpPaTKHI TydT «COMIACHS XKEHCKOTO TOJIO-
ca u (ICHTHI, 3aBEpPIIAOIINN BOKAIBHYIO
JacTh.

B 4-yactHoMm cyOmukie Bourreaux de
solitude BoKanbHas 4acCThb HAXOAMTCS Cpe-
1 PaBHBIX IO 3HAYUMOCTH HHCTPYMEH-
TallbHBIX KOMMeHTapueB. OpraHuzaius
IIEJIOTO XapaKTEPHU3yeTCs OJHOBPEMEHHBIM
JIEUCTBUEM CHUHTarMaruyeckux (B MHCTPY-
MEHTAJIbHO-BOKAJIbHOW TMape «KOMMEHTa-
pUl K...») W MapaJurMaTH4YecKuXx (cpeau
UHCTPYMEHTAJBHBIX  Pa3leiioB)  CBA3EH
(cxema 2).

Cxewma 2. Cybuukn Bourreaux de solitude
Scheme 2. Subcycle Bourreaux de solitude

g

m

KommenTapunii 3

/ (VIID)

—_—
Kommenrtapuit 1 = Kommenrapuii 2 =~

an V) \

Boxanbras gacts (VI)

B rakux ycnoBusix Bourreaux de solitude
oKa3bIBaeTcsl (yHKIMOHAJIBHO Oojee of-
HOPOJHBIM, TOCKOJIBKY (OPMHUPYIOIINECS
MHCTPYMEHTAIbHO-BOKAJIbHBIE Taphl, Kak
¥ KOMMEHTapWHu, MO JApamMaTypruyecKou

3HaYUMOCTH MOA0OHKI ApYT Apyry. Be€ ato
YpPaBHUBAET, OJHOBPEMEHHO OcabiseT
CBSI3M MEXIY KOMITIO3ULIMOHHBIMHU EIUHH-
L[aMH U JIeJIaeT pacCMaTpUBAEMBbIi CyOLIMKII
MOTEHLMAJIBHO OTKPBITBIM — YHUCJIO KOM-
MEHTapHEB MOXET ObITh O€CKOHEUHBIM.

TemMOpoBOW NTOMHMHAHTOW 3TOM CTpPYyK-
TYPHO-TEMaTH4YECKOM TIPyNIbl CTAHOBATCS
yaapuble. IX npucyTCTBUE MHUIIMUPOBAHO
BBIPA3UTEIBHON JETAIBIO TO3TUYECKOTO
tekcra [llapa — 3Bykamu yacoBoro mexa-
Hu3Ma. Bce wactu Bourreaux de solitude
OObEUHSET CTydalluii TeMOp KCUIOPHUM-
Obl, HO HHANBUAYAIBHOCTD KaXXKIOW U3 HUX
npuaalT MeMmOpaHHbIe (paMOuYHbBIN Oapa-
0aH, OOHro), MeTamIn4yeckue (KOJOKOI,
TPEYTOJIbHUK, TAPEJIOYKH) U IIIyMOBBIE (Ma-
pakachl, KJIaBecC) yAapHble HHCTPYMEHTHI
(cm. Tabmumy 1).

CemaHTHYECKAs] OMMO3UIMS «UHCTPY-
MEHT/4YeNoBeK», c(hopMHUpOBaHHAsI B Iep-
BOM CYOIIMKIIE, MPHOOpeTaeT 37eCh BUJ
«ctyk/nenue». OHa SpKO TPOSBIAETCA
B OpraHu3anuu (QaxkTypel, UIsl KOTOPOM
OTIPECIIAIONINM CTAHOBUTCS MPUCYTCTBHE
WIM OTCYTCTBHUE MEJIOUYECKOTO KOMIIO-
HEHTa. B kpaliHMX 4dacTaXx KoMMeHTapus [
noromie okasbiBaeTcs (pieiita, BO BTOpOM
pasnene komMeHTapus Il — anet, Ha poTs-
)keHun Bcero kommeHnTtapus III
MEJIOANYECKOE Hayalo BHOBb
KOHLEHTPUPYETCSI B  MapTUU
(neitTel. 1 TONbKO B BOKAIBHOM
YacTH BMECTE C )KEHCKUM TOJIO-
COM Ha4YMHAIOT NEeTh 00a 3TH UH-
CTpyMEHTa, cO3AaBasi KOMMEH-
TUPYIOIIHA TUTaH ",

Cybuukn Bel édifice et les
pressentiments OTIMYAeTCi HE
TOJILKO KOJTMYECTBEHHBIM, HO M Ka4€CTBEH-
HBIM COCTaBOM — OH OpPraHU30BaH JBYMs
BOKAQJIbHBIMH YacCTSIMH, B KOTOPBIX IO-pa3-
HOMY HUHTEPIPETUPYETCS OAUH U TOT XKe
MOATUYECKHM TEKCT (cxema 3).
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Cxema 3. Cybuwkn Bel édifice et les presentiments
Scheme 3. Subcycle Bel édifice et les pressentiments

Boxkanbnas yacts. [lepBas Bepcus (V) =
~ BoxkanpHas gacte. Jyomns (IX)

PaBHOIpaBue KOMIO3UIIMOHHBIX €TUHUI]
3a(pUKCHPOBAHO B OIpPEICIICHUSX Version
premicre (Bepcus nepsas), double (xy6ss).
[Ipu noBropenun tekcra byne3 paccraBun
HNPUHIUINAIBHO WHBIE CMBICIOBBIE AKIICH-
ThI'!, YTO BBIPA3WIIOCH B BOKAJIN3AIIUH, OCO-
OeHHOCTSIX (aKkTypHO-TEeMOPOBOTO pelie-
HUSI, U1 YCTAaHOBWJI TaKUM OOpa3oM Mexay
€IMHUIIAMH CYOLIMKJIa OTHOILEHUS, aHaJIOo-
THYHBIC [TaPe OMOHUMOB'2,

Eciu B paHee omucaHHBIX CYOIMKIax
noJ4€pPKMBAIOCh TeMOpoBOe mopodue uH-
CTPYMEHTAIbHBIX COCTABOB, TO 3/1€Ch €A1H-
CTBO CTPYKTYPHO-TEMaTHYECKOW TIpyIIIbI
oOecnieyuBaeTcsl IIaBHBIM 00pa3oM MpH-
CYTCTBHEM JKEHCKOro rojoca. WHcTpy-
MEHTAJIBHBIA CJIOW pa3nuueH. B V yactu
BIIEPBbIE B IPOMU3BEACHUM OTCYTCTBYIOT
yaapsble, B IX yacTu (10 KOIbI) K albTy U
ruTape 100aBIEHbl CTy4Yallue KCUIOPUM-
06a ¥ Mapakachbl, a TaKK€ OCTPAHHSIIOIINN
MPOCTpaHCTBO-BpeMsi BuOpadoH. Ecmu
B IIEPBOIl BEPCHM CEMaHTHUYECKOE IVIABEH-
CTBO IIOIOIIETO YEJIOBEYECKOI0 rojoca B BO-
KaJIbHBIX CEKIMSIX HE BBI3bIBAJIO COMHEHUA,
UHCTPYMEHTBHl €My MOJUYUHSIINCH (AKKOM-
NaHUPOBAJIH, WUTHOCTPUPOBAIN U KOMMEH-
TUPOBAJIM), TO B QyOsie BOKaJlbHAsl MapTU
yTpaTujia CBOU KaHTHJIEHHBIE CBOWMCTBA:
MeJlolMYecKasl JIMHUS cTaja Oonee mpe-
PBIBUCTOM, MMHMMH3UPOBAIUCH PACIIEBBHI,
100aBUIIOCH PEUCBOEC MHTOHHpOBaHHE'® M,
YTO OYEHb BAXKHO, B €€ Pa3BEPTHIBAHUM I10-
SABWINCHh KpaTkue Bokanusbl. llocnennuit
pUEM MOJIrOTOBUII INIABHOE COOBITHE KO,
B KOTOPOM BOKaJIbHASI MMAPTHSI OKOHYATENb-
HO JIMILINJIACh CJIOB, OT/1aB CBOM CMBICIIOBBIE
dbynkuum Qrerite. B koHTEKCTE OCHOBHOM

CEMaHTHYECKOU OMMO3UIIUN 3TO U3MEHECHHE
BO3MOXKHO HHTEPHPETUPOBATH Kak Iepe-
POXJICHUE YeIOBEKa B MHCTPYMEHT ',

OTMeUeHHBIE CBOMCTBA pPaccperoTo-
YEHHBIX CTPYKTYPHO-TEMATHUECKUX TPy
ONpENETUIN XapakTep HUX BBEACHUS U
(YHKIIMOHMPOBAHUS B JIMHEWHOHN MOCIEN0-
BaTEJIbHOCTH.

B uuknauueckon opraHuszauuu Le
Marteau sans maitre'> HabmrogaeTcs JIOTU-
Ka, 00yCJIOBJIEHHAs! B TOM YHUCJIE U Cepuab-
HOW OpraHu3alnuer NnpousBeleHus. Yucio
KOMIMO3UIIUOHHBIX E€IUHUI] B OIMHUCAHHBIX
TeMaTu4ecKkux rpymnnax — 2, 3, 4 — coBna-
JTAeT C KOJIMYECTBEHHBIM MOKA3aTEJIEM CEer-
MEHTOB, COCTAaBIISIOIIMX OCHOBHYIO CEPUIO
counHeHus (cxema 4)'°,

Cxema 4. Le Marteau sans maitre. CermeHTauns
OCHOBHOW cepuu

Scheme 4. Le Marteau sans maitre. Segmentation
of the Main Series

BcrpanBanue cyOUMKIIOB Ipyr B Jpyra
AQHAJIOTUYHO TMPOIEAYPE HHTEPIIONSIIUHY,
IIPU KOTOPOM MEXAY 3JIEMEHTAMH OJIHOM
MOCTIEAOBATEIbHOCTH ~ BHEAPSIIOTCS  3Jie-
MeHThl apyrou. OOpamraeT Ha ceOsl BHU-
MaHH€ PUTMHYHOCTb TIOSBJICHUS 4YacTe
Bourreaux de solitude — Bce oHHM CTOST
tosibko Ha u€tHbix nosunmsax (II, TV, VI,
VIII) u co3maroT TpaHCIAIMOHHYIO CUMMEe-
Tputo'’. B pesynmprare CTpyKTypHas mapa
«KOMMEHTApU K...» HAYMHAET pPaCHpo-
CTpaHATh CBOU IPAaBWJIA YTECHUS U Ha ApY-
rue cyOorukibl. KoOMMEHTHpYEeMBbIMU TENEPh
OKa3bIBAIOTCSI BOKAJIbHBIC YACTH, BXO/ISIIHE
B cocTaB L artisanat furieux u Bel édifice et
les pressentiments.

[lonobHOE pacmpeneneHne TakKe CIo-
COOCTBYET TOJACPKAHUIO TMOCTOSHHOTO
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KOHTPACTa MEK/Ty KOMITO3UITHOHHBIMH €1TH-
HUI[AMU, HaXOMASIIMMHUCA DPSIIOM, HO TpH-
HAJJICKAIIMMH  Pa3HbIM CYOIMKIaM, TIO-
CKOJIbKY Bc€ 4acTu Bourreaux de solitude
UMEIOT OTIIMYHYIO OT APYTHX YyAapHO-IIY-
MOBYIO KpPacKYy.

Jlist Toro 4toObl 3apaboTan MEXaHW3M
CMBICIIO00pa30BaHUsl MO CMEXKHOCTH, by-
Jie3 pacrojiaraeT BOKaJlbHbIE YacTH acUM-
metpuuno (III, V, VI, IX). Ux nosiBnenue
3aMeJIsieT KOMITO3UIIMOHHBIA PUTM U CIIO-
coOcTByeT (OPMUPOBAHUIO TPEX HOBBIX
CTPYKTypPHO-TEMAaTUYECKUX  TPYIII, He-
PaBHBIX IO KOJMYECTBEHHOMY IIOKa3are-
JI0 U Pa3sHOPOJHBIX IO MPUHAMICHKHOCTH
K cyorukiaamM. CMBICTIOBBIM M JpaMaTypru-
YECKHM IIEHTPOM TO-TIPEKHEMY OCTaéTCs
BOKaJIbHAasi UHTEPIPETALIHS OJHOTO U3 CTH-
xorBopeHui Ilapa.

[lepByro rpynmy u3 4-x COCTaBIIAIO-
mux (I-1V) opranmzyror uepemyroniuecs
yactu u3 L’artisanat furieux u Bourreaux
de solitude. OHu 00BEIUHAIOTCA BOKpPYT
BOKAJIbHOW HWHTEpIPETAlUA TEePBOTO U3
HA3BaHHBIX TMO3THYECKUX TEKCTOB. BTto-
past rpyInma COCTOWT M3 Iaphl PSIJAOM CTO-
AMKUX BOKAJIbHBIX 4acTed Bel édifice et
les pressentiments (V) u Bourreaux de
solitude (VI)'8. Ilocnenuior rpymmy us3
3-X DJIEMEHTOB, NPHHAIICKAINIUX BCEM
cyOnukIiam, cBsi3bIBaeT nyonb Bel édifice
et les pressentiments (1X).

B pesynbrare BO3HHMKAIOT CMEIIAHHBIE
CYOIMKIIBI, COEpIKaIIfe aHaJOTHIHOE OJI-
HOPOJIHBIM CyOILIMKIJIaM KOJTUYECTBO YACTEMH:
4,2, 3. bonee Toro, ToKaau3alys BOKaJIbHON
YaCTH B HHUX Ta JKe: B IEPBON YeTBEPKE, KaK
" B Bourreaux de solitude, ona Haxogutcs
B 3/4, mapy 00pa3yloT TOJIBKO BOKaJbHBIC
YacTH, B MOCIIEAHEN TPOUKE 3ByYaHUE TECK-
cta [llapa BnepBble OTOJBUHYTO B KOHEII.

[lenoCTHOCTh CMEIIaHHBIX CYOIMKIIOB
TOCTUTACTCS adeesueli — TATIOM CBSI3H, T0-
CPEJICTBOM KOTOPOTO IPOUCXOIUT COCIH-
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HEHHE Pa3HBIX MO CTPYKTYpE DJIEMEHTOB'’.
B otnuuue ot nencTByOmEer B OTHOPOIHBIX
CyOITMKIIaX KOT€3HH, KOTOpasi OMUPAETCS Ha
W3HA4YaJIbHO 3aJJaHHYI0 BBICOKYIO CTEICHb
COJIEPKATEJIBHOTO, 3BYKOBBICOTHOI'O, TEM-
OpOBOTO CXO/ICTBa KOMITO3HIIMOHHBIX EIH-
HHII, aATe3usl BBIABISIET MTOA00HE TOJIBKO B
poliecce KOMIO3UIIMOHHOTO CONMKCHHS
yacTer. B 0CHOBE 3TOr0 MEXaHU3Ma JISKUT
IIPUHLHAII, AHAJIOTMYHBIA TOMY, YTO JEH-
CTBYET B MOATHYECKOM TEKCTE, U Ha3BaH-
HbIl }O. THIHIHOBBIM «3aKOHOM €IUHCTBA U
TECHOTBI CTUXOBOTO psian’.

Pabota sToro mexanu3ma XOpoIio BH/I-
Ha B TeMOPOBOI OpraHU3aIK CMEIIAHHBIX
CTPYKTypHO-TeMarnuueckux rpynmn. Ona
HalpaBjieHa Ha MOCTeNneHHoe (GopMUpoBa-
HUE TEMOPOBOTO «sI/Ipay, 3aBEpPIIAIOIICeCs
B BOKaJIbHOM yacTu. [ToMmuMo yenoBedecko-
I'0 rojioca B HETO BXOJAT OAWH WJIH JIBa «I10-
IOIUX» MHCTPYMEHTA: B TIEPBOM CYOIIHKIIE
3TO (QuielTa, BO BTOPOM — aibT U (ieilra.
B Tperbem cyOrukiie mpoUCXOIUT paciiie-
IJICHUE Ha TOJIOC C aJIbTOM U (IICUTY, KOTO-
pasi 3By4HT TOJBKO B MHCTPYMEHTAJIbHBIX
CEKIIUSAX KOJIbI.

CpaBHEHUE CMEIIAHHBIX CTPYKTYp-
HO-TEMATUYE€CKHUX TPYII B MPEATIOKEHHOM
ACIIEKTE MO3BOJISIET BBISIBUThH POJIY MOIOIINX
roJ0CoB (TpEX aabTOB), a TAK)KE HAMETUTH
XapakTep UX OTHOLICHUH B TEMOPOBOH Jipa-
MAaTypruu couumHeHus. Onpenensronuym
SIBUJIOCh COINEPHUYECTBO >KEHCKOTO TIOJIO0-
ca ¢ (eiTol, pe3ylbTaToM KOTOPOTO CTa-
JI0 KIIIoUYeBOoe coObITHE B Koxme IX dactu,
a MMEHHO: MHCTPYMEHTAaJU3allusl BOKaJb-
HOM IIapTUH, IPEBPALLECHHUE €€ B BOKAJIU3.

Kak ormeudanoce panee, QpyHKIus BO-
KaJIbHBIX YacTeil B Le Marteau sans maitre
cocTouT B 03ByunBaHuu TekcToB lllapa wu,
COOTBETCTBEHHO, B CMBICIIOBOM KOHKPETH-
3alMU CYOUHMKIJIOB. B cMemaHHBIX TpyI-
rnax cojepKaHue MPONeBaeMOro CTUXO-
TBOPEHHUSI OCTPAHHSET BOCIPHUATHE PSIIOM
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CTOSIIIIUX MHCTPYMEHTAIBHBIX YaCTEH, IPH-
HaJIeXKAIIUX JIPYTUM CYOIIUKIIaM, U TaKUM
00pa3oM CHOCOOCTBYET BBISIBICHHUIO B HUX
JOTIOTHUTEIFHBIX CMBICIIOBBIX O0EPTOHOB.
Tak, B MEpBOUW CTPYKTypHO-TEMaTHU-
YECKOM IpylIe, OpraHu30BaHHON BOKPYT
L’artisanat furieux (11I), Ha mepBwIid TUTaH
BBIXOIUT ITHUYECKUI KOMIIOHEHT, JIUIIIb Ha-
MEUEHHBIH B OAHOPOIHOM CYOIIHKIIE TOTO e
Ha3BaHMSA. JTO MPOUCXOINT OIaromapst OKpy-
KEHHUIO BOKAJILHOW YacTH JIByMsI KOMMEHTa-
pusimu Bourreaux de solitude, xoTopble u3-3a
TEMIIOBOTO, TEMOPOBOTO W 3BYKOBBICOTHOTO
nogo0us  00pa3yloT  paccpeOoTOYCHHYIO
KOMITO3UIIMOHHYIO CTPYKTYPY POHIAIBHOTO
tuma (cxema 5). B MenneHHbIx «pedpeHax»
(«P») dnepita (II) u anst (IV) conupyror Ha
(oHE PUTMHUECKH NPUYYJIUBOIO TaHLA
yIAapHBIX, OBICTPBIE «3MU30JbDY («3I») KOH-
TPACTHPYIOT OTCYTCTBHEM MEIIOHMYECKOTO
Hayasla, 3/1eCh OCTa€TCsl TOJBKO YAApHBIM
CIIOH, TMYaHTWJINCTHYECKOE 3BYYaHUE KOTO-
POTO POXKIIAET ACCOIMAIIMH CO 3BYKOM pabo-
TAIOIIETO YaCOBOTO MEXaHHU3MaA.
OTHHYECKHe O00epTOHBI BO30YKIAIOT-
Csl y)K€ B TIEPBOM TIPOBEICHHU «pedpeHar
(«P»). VYmopyrue ymapbl pamodHoro Oapa-
0aHa, KCWJIOPUMOBI U pizzicato ambra 00-
pa3yloT B MYaHTHJIUCTUYECKOM 3BYKOBOM
IPOCTPAHCTBE «PE3YABTUPYIOLLYIO JTHHHUIO
(JI. AxomsH)?' ¢ U3MCHSIOMICHCS IUIOT-
HOCTBbIO U YIJIOBATHIM PUTMHUYECKUM DH-
cyHkoM. B TO ke BpeMs B OTUYETIMBO
MpocIylMBaeMoil mnapruu OapabaHa mo-
CJIEJIOBATENIBHOCTh  PUTMUYECKUX TPy

u3 1-4 3BykoB (opMupyer ocoboro Tuma
peryasipHocTs. Be€ 310 pokaaer acconuma-
MU C TOMU(POHUYECKUM JIBIDKEHUEM Tela
B DK30THYECKOM TaHIIE. XapaKTEPUCTUUHBIN
yIApHBIN CION HE MpepbIBaeTCsl Ha MPOTS-
KEHHH BCEro «pedpeHa», a Ha ero (oHe
B IIIMPOYANIIIEM JTHATTA30HE H3BUBACTCS 3aBO-
paKHBaroIas CIOKHOCThIO CBOETO PUCYHKA
MeJIoaus abToBOM ¢uieliTel. [TomobHoe put-
MHYECKOE U TeMOPOBO-(haKTypHOE pEeIlIeHUE
BBI3bIBAET OOpa3HbIe acCOLMAIMH C IK30TH-
YeckuM putyasiom®’. TakuMm 00Opa3oM, KOM-
MeHTapuii I Bourreaux de solitude co3naér
OTpeIeIEHHYI0 HACTPOMKY JUIS BOCIIPHUSITUS
BOKQJIbHOU yactu L artisanat furieux, B KO-
TOpON 3ByuMT mnodtudecknid Tekcr [llapa,
MOJTBEPKIAIOIIUI MPaBUIILHOCTh BbI3BaH-
HBIX acconuauui. Yepenyromuecs 31€Ch
coo (hIEHTHI U JKEHCKOTO TOJIoca MPOJOI-
KAIOT U YCUJIMBAIOT THITHOTHYECKOE BO3/IEH-
CTBHE Ha CITyIIaTesl, BOBJIEKAEMOTO B HEKOE
CMEPTEIBHO-0IIACHOE JEUCTBO: « Meumaio
207108a Ha ocmpue Moe20 Hoxcay. BHeeBpo-
MEUCKUN KOHTEKCT MPOUCXOSIIETO PACKPHI-
BaeTCsl B CaMOM KOHIIEC YacTH, KOTJa TICBUIIA
B COIPOBOXKICHUU (DIIEHTHI BBIPA3UTEIILHO
pacmeBaeT ciioBo «Ilepy»?.

Bo BTOpOM M3 CMENIaHHBIX CYOITMKIIOB
PSZIOM CTOSIT KOHTPACTHBIE MO COJIEPIKAHUIO
Y €T0 MY3BIKAJIbHOMY BOTUIOIIEHUIO BOKAJTh-
HbIe yacTu Bel édifice et les pressentiments
(V) u Bourreaux de solitude (V1)**. B cuny
ITUX OOCTOSTENBCTB byne3 mpuBiekaer
BHHMAaHHUE K CIIOBY B IUIaHE €r0 3ByYaHUS U
3HAYCHHUS.

Cxema 5. CmeluanHbIi cybumkn Ne 1. PaccpeoToueHHas CTPYKTYpa poHAANBHOro Tvna
Scheme 5. Mixed Subcycle No. 1. Dispersed Structure of a Rondo Type

Kommenrtapuii |
K «[Tamagam omuHouectBay (II)

«PazbsipéHHoE
pemecnerangectBoy (I11)

Kommenrapuii 11
K «[Tamagam omuHOUecTBaY (IV)

«P» «OI» «P »

«9 » «Pz»

LentT. 1-53 Rapidt. 54-102 LentT 103-114

Rapide 1. 1-47  Assez Lent 48-105
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XyoOKECTBEHHbIE MHUpPBI, CO3JaHHbIE
[[Tapom B paccMarpuBaeMbIX MOITHYECKUX
TEKCTaX, OTIMYArOTCs 3HauuTenbHO. Ilep-
BbIIl OXBaThIBAET MPOCTPAHCTBO C MOPEM U
JiecaMt, HaCeJEH JII0AbMU, BTOPOW — KaMep-
HBIN ¥ TPAKTHYECKU ITyCTOU, BECh €T0 00bEM
3anoNHAT uayume yacel. OkaszaBiivecs B
HEMOCPEACTBEHHOM OJIM30CTH, COTIIACHO 3a-
KOHY €IMHCTBA U TECHOTBI CTUXOBOIO psja,
OHM CTAHOBSITCSI CMBICIIOBO NPOHMIIAEMBI-
mu. Bo30yxmaercs nporecc ceMaHTHUECKO-
ro oOMeHa U ycTaHoBieHus aHajorui. [lo-
clieiHee 00€CTeYnBaeT TUM JHPUIECKOTO
reposi, TOYHEee, ero 0co00e MCUXUIYECKOE CO-
CTOSIHUE, BBI3BAHHOE JIMYHOCTHOM KaTacTpo-
¢oii. OHa u sIBUIIACH MPUUMHON cOOs B BOC-
NpUSTUU peanbHOCTH (ToapoOHee cM.: [1]).
B Bel édifice et les pressentiments 310 co-
CTOSIHUE IMIEpPEJaHO Yepe3 BO3HHUKAIOLIUE
B CAMOM KOHIIE CIOppEaIUCTUYECKHE BUIe-
Husi «Iiaza npospaunvie 6 necax / Uuym,
niava, 2onoey sxcuruuie». B Bourreaux de
solitude ncuxuueckuii U3JI0M MepenaH Mo-
CPEICTBOM SIBJIICHUS «CTPAHHOTO OOBEKTa»
(mousitue Y. buoHa), KOUM OKa3bIBAIOTCS
yachl. J[BH>KeHHE MasiTHUKA («TPaHUTHOTO
Ipy3a») BBI3BIBAET Y I'eposi UyBCTBO CTpaxa.

B cBoelt unrepnperanuu cruxos lllapa
Byne3 akieHTHpyeT MMEHHO 3TOT acCIeKT
conepkanua. OH mokasbiBaeT TpaHchop-
MalUI0 TICUXWYECKOTO COCTOSIHMSI 4epes
M3MEHEeHuEe xapakrepa peun. C MOMEH-
Ta IMepexojia CO3HaHUS B «OOJE3HEHHYIO»
(a3y B My3bIKaJIbHOM BBICKa3bIBAHUH «aJI0-
TUYHON» CTAHOBUTCS PAacCTAaHOBKAa LIE3Yp,
TEMIIOBbIE KOHTPACTBI MPHUIAIOT HEECTECT-
BEHHYIO 3aMEJICHHOCTb WJIH BO30YXXIEH-
HYIO0 CKOpPOTOBOPKY, MU3MEHSETCS MPHUHIIMII
BOKaJIM3alMu CJOBa. Bocnpustue Bokasib-
HOW NMapTHM PETYIUPYETCS IUIOTHOCTBIO U
XapaKTepOM 3ByHYaHHsI HHCTPYMEHTAJIbHOTO
J1acTa.

Tak, B V 4actu nepexox oT 310pOBOTO
CO3HaHUS K OOJBHOMY IIOKa3aH CIIEAYIo-

muM oOpaszoM. [lepBoHauanbHO BOKaJIbHAS
naptusi 6J1arogapss MHOTOYHCICHHBIM (Qop-
[1araM M CJIOTOBBIM pacreBam, NOA0OHBIM
¢durypanuu, OpraHu4HO BIUCAHA B 3BYKO-
M300pa3uTENbHYIO UHCTPYMEHTAJIBHYIO
¢daktypy. K MomeHTy, korga HauMHaercs
croppeanuctuueckoe BuaeHue (takt 110),
pacteBsl u (opuuiaru ucdeszaror. KanTtu-
JeHHas BOKajJbHas MEJOAUS 3BYYUT Ha
(doHe KpaiiHe pa3psHKEHHOTO, JUIIEHHOTO
3BYKOIHMCH, TOCTENIEHHO CMOJIKAIOIIIETO UH-
CTpyMEHTabHOrO macra. [locnennue cio-
Ba 3TOT0 0E3yMHOT0 BBICKA3bIBAHMSI 3ByYar
B II0OJIHOM THILIHHE.

B VI wactu repoil W3Ha4aJIbHO IIpe-
ObIBaE€T B COCTOSIHUU, OJIM3KOM K CTYIIOpY.
KoMmmo3utop mnepegaér ero mocpeacTBoM
3HAYUTENIbHBIX 1I€3yp MEXKIy CHHTarma-
MU, a TaKXE PpaCTKEHHEM IOCIECIHUX
MOCPEACTBOM PACHEBOB U KPYIHBIX JIU-
TenbHOCTENU. BCE 310 upesmepHo 3amenis-
€T U (parMeHTUpyeT peub. BripakeHuem
KpallHEl CTENEHU IICUXMYECKOIO Harps-
YKEHHSI CTAHOBUTCSI BHE3AITHBIN NEpEXo1 Ha
0€30CTaHOBOYHOE MPOINEBAHUE 3aAKIIOUYH-
TEJIbHBIX CJIOB «lance sa charge de granit
réflexe». A BBIKPUKHBAHHE CKOPOTOBOPKOU
«granit réflexe» nepenaér crpax, MOPOXK-
JNEHHBINM IBUKEHUEM I'PAHUTHON TUPH.

@aKkTypHO-TEMOpOBasi  OpraHU3aLUs
MHCTPYMEHTAJILHOTO MJIacTa pearupyer Ha
IPOUCXOJSLIME HU3MEHEHUSI B BOKAJIbHOM
naptuu. CHauana peryiuKu MeBUIbI, OTpe-
MIEHHO KOHCTaTUPYIOLIUME HACTyMNHBIIEE
OJIMHOYECTBO, 3By4YaT OAHOTOJIOCHO WJIM Ha
(oHE OTHENbHBIX 3BYKOBBIX Touek. [lamee
napTuu (QIIEUTHI U aJIbTa HAYMHAIOT HAIOJI-
HATHCSI MEJIOANYECKUMU JIMHUSMHU CHayaja
B MHCTPYMEHTAJIbHBIX UHTEPMEIHUSX, a 3a-
TEM U B CONPOBOXKICHUHU TOJOCA. 3AKIIO-
YUTEJIbHBIE BBIKPUKUA BOKAJUCTKU CUJIBHO
KOHTPAaCTUPYIOT BBIPA3UTEIIbHOW KaHTHU-
JeHHON (paze y QueiTsl (TakTel 66—68).
[IpoTspk€HHass MOCTIIIOAMSA IOCTPOEHA Ha
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CBOCOOpA3HOM JHANIOTe ajibTa W (PIEUTHI.
[Tonobuble mpeoOpa3zoBaHUsl MO3BOJISIOT
paccMarpuBaTh MHCTPYMEHTAIbHBIN IIacT
C BBIPA3UTEIbHBIMU PEITUKAMHU TOIOIIUX
MHCTPYMEHTOB KaK JINPUYECKUI KOMMEHTa-
U K COIEPKAHUIO BOKAJIM3UPYEMOTO TI03-
THYECKOTO TEKCTA.

Ecnu omHOponmHBINA CyOIMKI W3 ABYX
BOKAJIbHBIX YacTell MpeCTaBIsl COOOM
WHTEPHPETALMN  OJHOTO IMOITUYECKOTO
TEKCTa, TO aHAJOTHYHAs IO COCTaBy CMe-
IAHHAsl CTPYKTYPHO-TEMATUUYECKasl TPYII-
a COAEPKUT BapUAHThI TPAKTOBKU OFHOM,
XapakTepHON sl UCKyccTBa XX BeEKa,
TeMbl — OJMHOYECTBA KaK JK3UCTECHIU-
aJbHOU IyCTOTHI. Pa3Hpie MoHOJIOTM CO-
EIMHSIOTCS B pa3BEPHYTOE BBICKA3bIBAHUE
TEPAIOLIET0 KOHTAKT C PealbHbIM MUPOM
YejoBeKa. Are3uio yacTei odecrneuynBaeT
(dhakTypa: OTHOTOJIOCHOE H3JIOKCHUE KaH-
TUJICHHOM BOKaJbHOW MapTUU B 3aBeplIe-
HUM V 4acTu U €€ aHaJIOTMYHOE Hadajo
B VI vactu®. UpesBpluaiiHO Ba)KHa B ATOU
nape QyHKIHUS WHCTPYMEHTAIBLHOTO CJIOS.
[IpunaBas emy 3BYKOM300pa3UTEIbHOCTH
B Bel édifice et les pressentiments u co3na-
Basi KOMMEHTUPYIOLIUN IIIIaH B Bourreaux
de solitude, byne3 peanuszyer B My3bIKe
HaMEUEHHYIO B M1OCJIEI0BATEIIbHOCTH ITUX
CTUXOTBOPEHUN HMHTEPUOPHU3AIUIO — TIe-
pexo W3 BHENIHETO, KapTUHHOTO, IIJIaHa
COZIEp)KaHUsl BO BHYTPEHHUU, IICUXOJIOTH-
YECKUH.

Tperuii U3 CMEIIAHHBIX CYOIIMKIIOB
BIIEpPBbIE OOBEANHIET YaCTH BCEX OHOPO/-
HBIX CyOIMKIIOB. B 0011eM KOMIO3UIIMOH-
HOM IUIaHE OH SIBJISIETCA LIENbl0 (PUHAIIOB.
Bonee Toro, B BOKaJIbHON 4acTH IPOUCXO-
TUT «CyObOOHOCHOE coenuHeHue» (une
jonction destinee) Bcex OJHOPOTHBIX CYO-
UKIIOB*®: Byse3 BBOOWT cCrlola PEeMHUHHC-
nennuu u3 III, V, VI gyacreii.

B 10 e BpeMsi 3aKIIFOUUTENBHYIO CTPYK-
TYpPHO-TEMaTUYECKYIO TPyIITy MOXKHO pac-

CMaTpuBaTh Kak CaMOCTOSITeNIbHOE oOpa-
30BaHUE CO CBOUM JIUPUUYECKUM CIOKETOM,
B OCHOBE KOTOPOTO — KOHKYpPEHLHs 4Yello-
BEKa M MHCTPYMEHTA 3a «IPaBO TOJIOCA».
Jluaupyromum TeMOpOM BO BCEX YaCTAX
cranoButcs ¢ueiita. Kommentapuii 111
K Bourreaux de solitude — camblii pa3Bép-
HYTBI U Pa3HOOOpa3HBIM BO BCEM IMPOU3-
BEJICHUU MOHOJOT (DIeiThl, 3By4aliuii Ha
MyaHTUIUCTUYECKOM (OHE MEHSIOIIUXCS
yIapHBIX UHCTPYMEHTOB.

B cnenyromem 3a Hum ny6ne Bel édifice
et les pressentiments (neiita wmcuesaer,
OHAa TMOSBUTCS TOJIHKO B 3aKJIIOUUTEIHHOM
pasnene koabl. BokanbHas maptus, Oonee
cKaTas 110 CPAaBHEHUIO C IIEPBOM BEPCHUEH,
JUIICHa KaHTWieHbl. B eé pa3BéprhiBa-
HUU TPOUCXOAUT TJIABHOE JJIA 3TOrO CyO-
LUKJIA U KOHIIEMIHUHU BCETO MPOU3BEICHUS
coObITHE: MapTUs YEIOBEUECKOro rojioca
MOCTETIEHHO pachajaeTcs Ha pedyeBoe U
MY3bIKaJIbHO€ Hauyallo, MPEAebHBIM BbI-
paXK€eHUEeM IMOCJIEIHEr0 CTAHOBUTCS BOKa-
nn3. [103THYEeCKUN TEKCT, B KOTOPOM UIET
OMHUCAaHUE MOPCKOro IMeil3axka, HUCHOJHS-
€TCsl TMPEUMYIIECTBEHHO PEYUTATHBOM,
MEepeXoAsiiUM B TOBOPEHHE, U TOJBKO
nocneAHsiss cTpoda, B KOTOPOU TOSIBIISIET-
Csl CIOppeajucThyecKkuil o0pas, BHE3AMHO
HauMHaeT pacreBarbes (TakThl 31-41)%.
BaxHno 3ameTuTh, 4TO B €€ 3aBEpILICHUU
BBOJUTCS MEJOAUYECKash PEeMUHUCIEHIIUS
W3 BOKaJNbHOW 4Yactu L’artisanat furieux
(mpumep Ne 1). byne3 takum opuruHab-
HBIM CIIOCOOOM COBMEIIAET MOAITHYECKHE
CTPOKH, B KOTOPBIX OOHa)kaeTcs mu3odpe-
Huyeckuil quckypce (nonstue XK. Jlenésa u
®. I'varapn)®®: Je réve la téte sur la pointe
de mon couteau / Le Pérou (A meumaro
eonosa na ocmpue moe2o Hoxca / Ilepy) n
Des yeux purs dans les bois / Cherchent
en pleurant la téte habitable... (Iiaza npo-
3paunvle 6 necax / Mwym, nnaua, 2onogy
acunuuge...).
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Mpumep Ne1a 1. bBynes. Le Marteau sans maitre. Il u.

L'artisanat furieux (taktsl 39-40; 46-48)

Pierre Boulez. Le Marteau
sans maitre. Part Ill.
L'artisanat furieux (mm. 39-40; 46-48)

Example No. 1a

a)
e i p— 2
e == ]
la @ te Pé rou
Mpumep Ne 16 M. Bynes. Le Marteau sans maitre. IX u.

Bel édifice et les presentiments. [ybnb (TakTbl 36—41)

Example No. 1b Pierre Boulez. Le Marteau
sans maitre. Part X.
Bel édifice et les presentiments. Double (mm. 36-41)

[Tocrne sToro coObITHS HAYMHAETCS pa3-
BEPHYTBINM 3aBEpLIAOIIUN PA3Zei, B KOTO-
POM BOKaJIbHAs MAPTUs OKOHYATEJBHO JIM-
IIA€TCS CJIOB M CTAHOBUTCS «aHOHUMHOMN»
(Bynes). IlpenBecTHHKaMu «KaTacTpogbD»
SBUJINCh KPATKHE BOKAIU3bI, KOTOPBIE KOM-
MIO3UTOP BBOAMJI IIOCJIE€ IEPBOrO JIByCTH-
M. U MEXAY CTPOKaMU BTOPOTO. 3aKIto-
YEHUE JICJINTCS Ha J1BAa Pas3zeiia, B IIEPBOM
— «OHEMEBIIIasH» BOKAJIbHAS MapTUsl B pas-
PSOKEHHOW  TMYaHTHWJIMCTUYECKON (hakType
MOJICP)KUBACTCA OTACIBHBIMUA MEJ0aNYe-
CKMMH pEIUIMKaMH anbTa. Bropoi pasnmen
(c Takra 88) oTKpbIBaeTcs (PIEHTOBBIM
COJIO, HAIIOMMHAIOIIKUM II0 Xapakrepy Me-
ngoauueckoro pucynka Il gacte®. [lanee
IIOCJIEAYIOT €€ TPU COJIBHBIX DIIN30/4a,
3HAYUMOCTh KOTOPBIX MOAYEPKHYTA PHUTY-
aJbHBIMHU yJapaMH TOHra u Tam-tama. Mx
YepeIoBaHKUE C CEKIUSMH, B KOTOPBIX yua-
CTBYET I'0JIOC, aHAJIOTUYEH JIUAJIOTy (PJICHTHI
W BOKana B L’artisanat furieux, 3aBepIINB-
nieMycs JySTOM 4YeJIOBEKa U MHCTPYMEH-
ta. B xome IX wactm ectb MOMEHT, Korjga
duelitTa apTUKYASIUOHHO TMOACTPAUBACTCS

M0J1 BOKAJIUCTKY, UMUTHUPYSI KAaHTUJIEHY TO-
joca (taktel 153—156), HO UX COBMECTHO-
IO 3By4aHUsl TaKk U HE CIy4YUTCS. 3aBepliia-
ercst Le Marteau sans maitre BUPTYO3HOU
KaJeHIIMeH (QIelThl, CHUMBOJIM3UPYIOIICH
0€30roBOPOYHOE JIMJIEPCTBO MHCTPYMEHTA.
O BBIPA3UTEIBLHOCTH M HEKOTOPOMl KOM-
MO3UIIMOHHONW aBTOHOMHOCTH (DJIEUTOBBIX
3MU300B, B TOM YHUCJIE U3 KOJbl, TOBOPUT
ToT (hakt, uto B 2006 rony bynes pazpemn
CaMOCTOSITEIbHOE CYIIECTBOBAaHUE JIBYX
coJjio ¥ onyonukoBan ux [4, p. 177]%°.

Cucrema 1UKIOB, co3gaHHas byne3zom
B OTOM COYMHEHUH, OOBEIUHSET KOMIIO-
3UIMOHHO PAacCpPeOTOYEHHbIE M  JIOKa-
JU30BaHHBIE  CTPYKTYPHO-TEMATUUYECKHUE
rpynnsl. Jloruka (QyHKUIMOHUPOBaHUS O
HOPOJIHBIX CYOIIMKIIOB, CYIIECTBYIOIINUX Ha
pacCTOSIHUU, M CMEIIaHHBIX, (OPMHUPYIO-
HIUXCS IO CMEKHOCTH, pa3Hasl.

B nepBoM ciiydae eaMHCTBO mpenorpe-
JIEJICHO W JIEKJIapUpPOBAHO B Ha3BaHUSX.
ConepxaHue THUTYIBHOTO CTUXOTBOPEHHUS
00yCIIOBIIMBAET WHANBUAYATU3UPOBAHHYIO
CHUCTEMY BBIPA3UTENBHBIX CPEICTB — IMPO-
rpaMMHBIN KOMILUIEKC, KOTOPBIA C pa3HOU
CTEIEHbIO TOJIHOTHI, HO BCErJa B y3HaBa-
€MOM BHJI€ BOCIPOHU3BOJIUTCS BO BCEX 4Ya-
CTAX omHopomHoro cyouukma. Tak dop-
MUpYETCsl JUCTAHTHAas AacCOLMaTUBHAs M
(opMabHO-CTPYKTypHast Koresus, oOec-
MEYMBAIOINIAsT I[€JIOCTHOCTh BOCHIPHITHUS
rpynnsl. B aTux ycnoBusx Mexay e€ yactsi-
MU BO3HUKAIOT pa3Hble TUIbI KOMIIO3UIIU-
OHHBIX U JpamMaTypruuyeCKUX OTHOIICHMIA:
OT SICHO TIPOCMaTpUBAEMON HEpapXuu, Kak
B L’artisanat furieux, 10 paBeHCTBA — CHHO-
HUMHYHOTO, Kak B Bourreaux de solitude,
WJIM OMOHUMMYHOTO, Kak B Bel édifice et les
presentiments.

[Ipu mepapxuyeckux OTHOIICHHUSIX BO-
KaJbHasl 4YacTh HE TOJILKO KOHKPETHU3HPYET
coJiepKaHuE MOCPEACTBOM IMPOU3HOCUMOTO
CJIOBa, HO U B HanOoJiee MOJIHOM BH/JIE PE-
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CTaBJIsIe€T MPOTPAMMHBIM KOMIIJIEKC BbIpa-
3UTENBHBIX CPEACTB JJISl €r0 BOILIOLICHUS.
B cunonmMmuuHOM, (YHKIIMOHAILHO DaB-
HOM, COJEp)KaTelbHO TOJ00HOM  psjie
Bourreaux de solitude Bce dacTu, BKItodas
BOKaJIbHYI0, OTMEUEHbl PA3HON CTENEHBIO
MOJIHOTHI BOCTIPOU3BEACHUS TPOrPAMMHOTO
KOMILIEKca. Ba)HO, 4YTO 4acTh CO CIOBAMHU
SIBJISIETCSL JIMUIb BAPUAHTOM B PSIY AOIOJ-
HAIONIUX JAPYT JIpyra My3bIKaJIbHBIX UHTEP-
nperauuit Tekcra [lapa.

QOYyHKIMOHAIIBHOE PAaBEHCTBO YacCTEH-
OMOHUMOB B Bel édifice et les presentiments
U 1IEJIOCTHOCTH CyOLMKIIa 00ecreyeHbl TOU-
HbIM TOBTOPEHUEM MOATHYECKOTO TEKCTA,
HO C MEPECTABICHHBIMU CMBICIOBBIMHU aK-
[IEHTaMH, YTO MOPOJAWIO 3HAYUTEIbHYIO
NEPECTPOIKY IPOrPaMMHOIO KOMILIEKCA.

B KOMIO3UIIMOHHO JIOKAJIU30BaHHBIX,
M3HAYaJIbHO CMEIIAHHBIX M0 COACP>KaHUIO
CTPYKTYpPHO-TEMAaTUUYECKUX TIpynmnax Ie-
JOCTHOCTh (pOPMUPYETCSI B MPOIECCEe TO0-
HCKa COfIepKaTeIbHBIX MOM00MI 1 00IMX
3JIEMEHTOB B CHCTEMaxX MY3bIKaJIbHOU BbI-
pasutenbHOCTH. BokanbHas 4YacTh 37€Ch
CTAaHOBUTCSI «TOYKOM CXOAa», B KOTOPOU
BBISIBJISIIOTCSL COBMAJEHUsS (BIUIOTH 1O IIH-
TaT), aKTUBU3UPYIOTCA JOMOJHUTEIbHbIC

CMBICIIOBBIE OOEPTOHBI, PACKPHIBAIOIINE
HOBBIE TPAHU ITO3TUYECKOTO TEKCTA.

B Le Marteau sans maitre bynes npojie-
MOHCTPHPOBAJI HE TOJIBKO CBOOOIY BbIOOpa
B PaMKaxX CEpUINHOMN TEXHUKH, HO U MOKa3all
BO3MOXKHOCTH KOMITO3UIIMOHHOW BapUaHT-
HOCTH B yCJIOBUSAX CO3JAHHOW UM CUCTEMBI
[MKJIOB, IPEANOJAraroned OJHOBPEMEH-
HOE NEeWCTBUE JIWUHEWHOW W HEIWHEHHOU
OpraHU3aluy C Pa3HbIMU TUIIAMU CBSI3H.

OTOT ONBIT B JalbHEHIIEM MOTYYNI
pacrpoCTpaHEHNE HE TOJIBKO B UHCTPYMEH-
TQJIBHOW M KaMEpHO-BOKAJIbHOM MY3BIKE,
HO W B JKaHpaX, Il KOTOPBIX JIMHEWHOE
Pa3BEPTHIBAHUE COCTABIISUIO OCHOBY Jpa-
MaTypruu U KoMmMmno3uiuu. Peub unér o6
onepe. B counnenusx ®. ['macca, M. Haii-
MaHa, Tanp JlyHs u psAna Apyrux aBTOpPOB
HEJINHEHHbIE CMOCOOBI KOMITO3UIIMOHHOTO
Pa3BEPTHIBAHUS OKA3aJIUCh NEPCIIEKTUBHBI-
MU B IJIaHE OCBOEHHSI COBPEMEHHBIX (HhOpM
CYILIECTBOBaHUSI M BOCHPUITUS BPEMEHHO-
ro UCKyCCTBa B 11esIoM [5; 6]. Kak ormeuaer
V. DKo, «HOBasi My3bIKa JIBUTACTCS B 3aJaH-
HOM KOHCTPYKTHBHOM HAIIPaBJIEHHUH, OTBIC-
KHBasi TAKKE CTPYKTYPbI My3bIKaIbHON PEUH,
B KOTOPBIX BO3MOXXHOCTb Pa3HOOOpPA3HbIX
Pa3BsI30K SIBISICTCS [IABHOM EITBION!

e~ NMpumedaHna ©

' Cwm.: Xunpko H. I1. Iuknudeckue cBsizu B «Momotke 6e3 mactepa» I1. Bynesa // Tekct

XyJIO’)KECTBEHHBIN: cMbIcT U cTpyKTypa. K 100-netuto co qus poxaenus HO. I. Kona: ¢0. HaydHbIX
crarei / HayuH. pena.: E. I. OxyneBa, 1. B. Konocosa, H. I1. Xunsko. [Terpo3aBoack: VPPrint,
2021. C. 436-452.
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TEOPETUUECKUX KaTeropuil B HOBOM My3blke. 88 c. [Pykonucs]), B KOTOpo# Takxke peub UIET 00
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9TOM counHeHnd. C OMOpoii Ha MaTepuallbl YKa3aHHBIX HCTOYHUKOB MOJKHO KOHCTaTHPOBATh, YTO
B cyoumkie L artisanat furieux v B xoue nyons Bel édifice et les pressentiments byne3 npumensiet
TEXHUKY MYJIBTUIUIMKALIUU BBICOT, B Bourreaux de solitude — 4-mapamMeTpoByI0 CEpUaIbHOCTb,
B Bel édifice et les pressentiments — CHOBa TEXHUKY MYJIBTUIIUKAIIMKA BBICOT, HO C JOOABIECHHBIM
CEpUIHBIM KOHTPOJIEM PETUCTPOBOro napamerpa (00 3Tom, k mpumepy, cM.: OkyHesa E. I. Mexay
CBOOOZION M AMCIUIUIMHON: acTeKThl CepHabHOM TeXHUKH B «Momotke 6e3 mactepa» Ilbepa
bynesa // My3bikanbnbiii xypHan EBpomneiickoro Cesepa. 2022. Ne 1. C. 24-48).

3 Cwm.: PyuneBckas E. A., Ky3ssmuna H. U. [{ukn kak sxanp u ¢opma // PydneBckas E. A.
Pa6oTer pazubix jer: c0. crareit. B 2 1. T. 1. Crarpu. 3ameTku. Bocmomunanus / oTB. pen.
B. B. I'opstuux. CI16.: Komnosutop, 2011. C. 484.

* Cruxu P. lllapa uutupytorcs mo: Char R. Le Marteau sans maitre.

URL: http://ttyemupt.t.t.f.unblog.fr/files/2012/10/char_le marteau sans maitre-05.pdf (29.01.2022).

L’ARTISANAT FURIEUX

PA3BAPEHHOE PEMECJIEHHUYECTBO
(nepeox E. Bacunbesoit)

La roulotte rouge au bord du clou

Et cadavre dans le panier

Et chevaux de labours dans le fer a cheval
Je réve la téte sur la pointe de mon couteau

Le Pérou

KpacHblit hypros Ha KOHYHKE TBO3/IS

W meprBen B KOp3UHE

U nomanu pabouune B moaKoBax

51 Medrato, ToJ0Ba Ha OCTPHE MOETO HOXKA

[Tepy

BEL EDIFICE ET LES PRESSENTIMENTS

MMPEKPACHOE 3JAHUE U ITPEJYYBCTBUA

J’écoute marcher dans mes jambes

La mer morte vagues par dessus téte
Enfant la jetée — promenade sauvage
Homme I’illusion imitée

Des yeux purs dans les bois

Cherchent en pleurant la téte habitable...

51 cimymiaro, kak XOIUT B MOUX HOTax
Mope MEpTBOE BaJbl HAJl TOJIOBOM
PeOGEHOK MO — IPOTYIOYHAS CTHXHS
MyxurHa 0TOIECK MHUMBIN

I'ma3a mpo3pauHsble B jiecax
NiyT, niiavya, ronoBy XKUIHIIE. . .

BOURREAUX DE SOLITUDE

IMTAJTAYM OAMHOYECTBA

Le pas s'est ¢loigné le marcheur s'est tu
Sur le cadran de I'Imitation

[Tar ynanuicsa nayuuii 3aTux
Ha mudepoOmare mogpaxkanus

Le Balancier lance sa charge de granit réflexe. MasTHHK BCKUABIBAET CBOU TPy3 U3 TPAHUTA OTPAYKCHHE.

> Koresus (y1at. cohaesus — CBI3aHHbIH, CIETICHHBIN) — QU3NYECKOE IOHATHE, 0003HAYAIOIICEe
CIIETIJICHUE JPYT C APYTOM YacTel OHOTO M TOTO )K€ TeJsia ¢ HauOOoJbIel MPOYHOCTHIO, YCIICIIHO
NpUMEHsIeTcs B JMHTBUCTHKE. B My3bikoBeneHHM ero BHepBble ucmonb3oBan FO. Ko ams
OOBSCHEHHsS] TapMOHHMYECKUX IIPOLIECCOB B COBPEMEHHOH My3bike (cM. crarbio «[IpuHImn
codeTaHusi B rapMoHUn» // I30paHHbIe cTaTbu 0 My3bIKaidbHOM s3bike. CI16.: Kommnosutop, 1994.
C. 45-84).

¢ TlpumedarenbHO, YTO 00OCOOJCHHE B KOMITO3HMLMH bByres3a conepikareinbHO aBTOHOMHBIX
CYOLIMKIIOB CO3/1aET HEOXKUIAHHYIO mapauiens K Ordres GppaHIy3CKHUX KIIaBECUHUCTOB, B KOTOPBIX
HapsAIy C OTAENbHBIMHM TAaHI[AMHU W MPOTPAMMHBIMU IbECaMH IMPHCYTCTBOBAIM OObEAMHEHHBIC
copepkanueM rpymmsl U3 3—4 munuariop. Tak, k mpumepy, B Ordre Ne 7 @. KynepeHa BKITI0u€H
cyOmmk u3 4-x vacreit (parties) Les petits dges («tOubie ronsi»): La Muse Naissante («Poxnenue
My3bi»), L’Enfantine («Pe6&nox»), L’Adolescente («Ilogpoctok»), Les Delices («HacnaxaeHus»).
BBenenne momoOHBIX oOpazoBanuii B Ordres COOTBETCTBOBAjJO MPUHIUIY CBOOOJHOTO
HaHMU3BIBaHUS. B TO ke BpeMsi UX MPUCYTCTBUE CO3/aBAI0 KOMITO3UIIMOHHOE 3aMe/IJICHHE, CBOETO
pona nBUKEHHE «BLIYOb». byne3 B cBoEM «MoIOTKe» B MOJTHOW Mepe peaan3oBall MOTSHIIHAI
NOA0OHBIX KOMIIO3UIIMOHHBIX CTpaTerui, muip HamedeHHbIX B X VIII Beke.
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7 B ycIIOBHSAX CEpHIHOCTH HEOOXOAUMBIH IS IIMKJIAa KOHTPACT, BOCIIPHHUMAEMBIH CITyXoM 0e3
JIOTIOJTHUTEBHBIX aHATUTUYECKUX OTepalyii, CMEIIAeTCsl B 00JIACTh «BHEIIHUX) XapaKTEPUCTHK
3BYYaHHS, B YACTHOCTH, B 00JIaCTh (PAKTyPHO-TEMOPOBOI OpraHHU3AIIHH.

¥ Cwm.: Xubko H. T1. Vka3. cou.

 Jlns cpaBuenwust: B Bourreaux de solitude BokanbHast yacts (VI) nosiBisiercs B 3/4 cyOuukia,
B Bel édifice et les pressentiments Bokanbnble dactu (V, IX) ormenensl apyr oT apyra Tpems
KOMIO3HIIMOHHBIMH €IMHUIIAMH, MPHHAIIC)KAIIMMA WHBIM CyOIMKIaM. BakHO 3aMeTHTh, 4TO
Bynes permamenTHpyeT mIyOMHY Ie3ypbl MeXay 4acTsamu, u 1o Il gacTu HeT 3HAYUTENBHBIX
OCTaHOBOK.

10" Cwm.: Xunbko H. I1. Yka3. cou.

' B nepBOM BapuaHTe MHTEPIPETALNHU TOATUICCKOTO TEKCTa TIOKa3aH IMePeXo] OT 3A0POBOTO
BOCTIPHUSITHSI IGHCTBUTEIHHOCTH K OOJLHOMY, BO BTOPOM — BCE IPOUCXOIAIIEE CPa3y MPEICTaBICHO
CKBO3b MPU3MY U3MEHEHHOTO CO3HaHUs (TIoapodHee cm.: [1]).

12 Cwm.: Xunbko H. I1. Yka3. cou.

3B V yactu ecTh 3MM30AMYECKUE BKparieHus Sprechgesang, HO OHH HE CO3a0T 3HAYMMOM
TeMOPOBOI KpacKu.

14 Tlenue Oe3 CIIOB B KOHTEKCTE COJCPIKAHUSI ITOTO CyOIMKIIa MOYKHO HHTEPIPETUPOBATH U KaK
MOTEPIO J]apa peur — CPEACTBA KOMMYHHKAIIUU ¥ OPUEHTAIINN B MHPE.

5 «MonoTtok 0e3 macrtepa», Kak HM3BECTHO CO CJIOB CaMOTO KOMITO3HTOPA, CTaj OTBETOM
«JIynnomy Ileepo» A. IllénGepra. OTcroma — HEKOTOPOE CXOACTBO MCHOIHUTEIBCKUX CPEACTB
U MOCTPOEHUE KOMIO3UIMHU U3 TpEX cyOnukiaoB. B ommmuue or bynesa, y 11Iénbepra wienenue
IIEJIOTO aHAJIOTHYHO TeaTpaJbHOMY JICJICHHUIO Ha aKThl, paBHBIE MO0 MacmTadam, WAyIne IpyT 3a
JPYTOM B TMHEWHOM BpEeMEHH 0e3 0COOBIX KOMIO3UIIMOHHBIX 3aMEJICHUI.

1 B kayecTBe «HEJOCTAIOIIETO» CErMEHTa, COMACPXKAILICTO TOJNBKO OAWH 3BYK, MOXKHO
paccMarpuBarh MacmTabHyo koay [X gacTu, Hrparonryto BaXXKHYIO pOJIb B KOMITO3UIIMHU IIEJTIOTO.

17 Kommo3utop (hUKCUpPYET 3TO OAMHAKOBBIMHE 10 TIyOUHE 1ie3ypamu (arrét moyen | cpemusis
OCTAHOBKA) MOCJe KKIOW YacTH ATOro cyOrukia. BaxkHo 3amMeTuTh, 4to caM cyonukir «Ilamaam
OZIMHOYECTBA» HE UMEET BHYTPEHHEH CHMMETPUYHON CTPYKTYPHI, B OTIMYUE OT JBYX JPYTHX.

18 Co3maHHasi KOMITO3MIIMOHHAS CHUTyalusi TMO3BOJSICT CYMTATh, YTO B 3TOM COYHMHCHUH
MIPUCYTCTBYET U HEOOBSIBICHHBIN Bylie30M TpEéxXyacTHBINA BOKAIBHBIHN IIUKJII C TATYJIBHBIM Ha3BaHUEM
«Mormotok 6e3 mactepay.

19 Anresust (ot nar. adhaesio — npuIANIaHKe) — MOHATHE, TaK JK€, KAK M KOTE3Hs, B3SITOC W3
¢u3nkn, 0003HAYACT CIETJICHUE TIOBEPXHOCTEH Pa3sHOPOIHBIX TEJ, B TO BPEMs KaK IMPHU KOTE3UU
COEIHMHAIOTCS Tena onHopoanbie. CM.: Anresus / @usndeckas sanukioneans. URL:
https://dic.academic.ru/dic.nsf/enc_physics/27/%D0%90%D0%94%D0%93%D0%95%D0%97%D0%98%D0
(maraobpamenus: 10.05.2022). Kore3us u afare3us pa3inuaroTcs CUIION OTPbIBA U, COOTBETCTBEHHO,
CTETIEHBIO COXPAHEHUS IIETOCTHOCTH.

20 Cum.: TemsaoB FO. H. IIpoGnembl cTUXOTBOpHOTO si3bika // JlureparypHasi 3BOJHOLIMS:
W36pannsie Tpynsl. M.: Arpad, 2002. C. 29-167.

2l Cm.: Axorisin JI. O. I'apmonwus // DBosmtonust 1 MeTaMop(h03bl TPAIUIIMOHHBIX MY3bIKaIbHO-
TEOPETUUECKUX KaTeropuil B HoBoi My3bike. Pykonucs. C. 55.

22 [lomoOHOE peleHrue HEOXKUIAHHO, TIOCKOJIBKY B COJICP)KaHHH OJJHOMMEHHOTO CTHXOTBOPCHHUS
[Ilapa HUYETO MOTOOHOTO HET.

# B mpeaucioBun K maptutype byne3 roBopuT 00 MCIOIb30BaHUU «IK30THUECKUX» YAapHBIX
WHCTPYMEHTOB 0€3 YCTaHOBKM Ha STHHYECKYIO KOHKPETH3ALHWIO, & TOJBKO Ui «0OOTaIieHus
€BPOTEHCKOTO My3bIKaJIbHOTO CI0Baps HeeBporeickuM ciblmanuem» (Boulez P. Preface // Boulez P.
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Le Marteau sans maitre pour voix d’alto et 6 instruments. Poémes de Pené Char. Philarmonia
Partituren in der Universal Edition, Wien-London. Editio Musica Budapest (Philharmonia:
Partituren; Ne 398), p. 5). B To >xe BpeMs He CTOUT 3a0bIBaTh O MOe3/1Kax kommno3uTopa B KOxHyr0
Awmepuky B 1950 u 1954 rogax, kak pa3 B nepuos pabotsl Haj Le Marteau sans maitre , OTKyaa OH
MIPUBE3 «IIEITYIO KOJUICKITUIO “OK30THYECKUX ~ MHCTPYMEHTOB: JIEPEBSIHHBIE KOJIOKOIBIUKHU (Wooden
bells), aBolinble MeTannuueckue kojokonpuuku (double bells in iron), unaeiickyro ¢ueity u
MaJICHbKYIO0 MHJEHUCKYIO TUTapy, a TaKKe paMOUYHBIM 0apabaH, KOJIOKOIBYUKHN U OepumOay» (IUT.
no: [5, p. 135]). DTOT MHCTpyMEHTAIBHBIM HA0Op BMOJHE COOTHOCHUM C TE€M, YTO MpEACTaBICH
B napturype Le Marteau sans maitre. Cpa3y ckaxeM, uto byne3 B [lepy He ObL1, HO 3HAKOMCTBO
C KyJIbTypoM HMHJAEHCKUX HaponHocTeil JlaTmHckol AMepukH B OOILIEM U ILIEJIOM COCTOSUIOCH,
MO3TOMY CO3JaHHBIH B COYMHEHHWU 3THUYECKHH KOJOPUT BIIOJIHE MOXET acCOLMUPOBATHCA U
C MEPYaHCKUX MY3bIKOM.

2 TIpoTskE€HHBIE WHCTPYMEHTAJbHBIC CEKIUH KOMIICHCHPYIOT OTCYTCTBHE aBTOHOMHBIX
WHCTPYMEHTAIBHBIX YacTeH.

2 Dromy 3¢dexTy He MemraeT HeOOobIIas WHCTPYMEHTAIbHAS TPEITIONUs, OTKPBIBAIOIIAs
VI uyacte. E€ nyanTtunuctudeckass (akTypa BOCIPUHUMAETCS MPOJOJIKEHHEM TMOCIEIHUX
MHCTPYMEHTAIBHBIX TAKTOB TOJBKO YTO OT3BYYaBINEH V YacTH.

26 Cwm.: Boulez P. Op. cit. P. 9.

27 Bce 3TH WM3MEHECHHUS XOPOIIO MPOCIYIIMBAIOTCS, MOCKOJIbKY HWHCTPYMEHTAIIBHBIN CIIOW
(xcunogon, BubpadoH, rutapa, Mapakachl), Kak 1 B IPeIbIAYIIEH YacTH, MyaHTUIMCTUYEH.

28 Cm.: Pyanes B. I1. llluzodhpenudeckuii quckypce // DHIUKIONESIHYSCKUIA CIIOBAPh KYJIBTYPbI
XX Beka. M.: A30yka, A30yka-Attukyc, 2017. C. 809-822.

# DTO TMOATBEP)KAACTCS M BO3BPAICHUEM 3BYKOBBICOTHOW OpraHH3aldd OIHOPOIHOTO
cyouukina L artisanat furieux, B OCHOBE KOTOPOM JICKUT TEXHUKA MYJIBTUTIITUKAIIUHA BBICOT.

30 Cwm.: Deux extraits du Marteau sans maitre. Etudes pour fliite alto (1953) («JIBa parmenTa
u3 “MornoTka 6e3 Mactepa’”. ITioAbI Tt abToBOM (priedThI (1953)»).

31 Cwm.: Dxo. VY. Otkpeitoe mpowusBeacHue. dopMa U HEONPEACAEHHOCTh B COBPEMEHHOU
noatuke / nep. ¢ ut. A. llyp6enesa. M.: U3n-so ACE: CORPUS, 2018. C. 214.
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My3bika B KUHemaTorpade
(k BONpocy o BHyTpeHHen popmMe KNHOTEKCTa
B acreKkte SMOTUBHOCTH)

IMomuuaa CranuciaaBoBHa BoiakoBa

Poccuiickuii 2cocyoapcmeennwiii nedacoeuueckutl ynusepcumem umenu A. M. I'epyena,
2. Canxkm-Ilemepoype, Poccus,
polina7-7@yandex.ru, https://orcid.org/0000-0002-2424-7521

Annomayusn: Ctathbs MOCBSIICHA UCCIIEIOBAHUIO MY3bIKAJIbHON COCTABISIONIEH POCCUNUCKOTO
KkuHemarorpada u €€ poNM B aKTyaldu3allid BHYTPEHHEH (POPMBI KMHOTEKCTA, COMPSHKEHHON
C Kareropuend 5SMOTUBHOCTH. IlO3MIMOHUPYST KHHOTEKCT Ha YPOBHE XYA0KECTBEHHOM
LIEJIOCTHOCTH, aBTOp CTaTbHU OCTAaHABIMBAETCS HA pexuccépckux padorax A. Jlanmuna («/Juanor
¢ npoxpomkenuem») u K. Myparosoit («Odenusi»). OOpamasch K OTMEYEHHOMY SMOTHBHBIM
3HAUEHUEM MY3bIKaJIbHOMY pAny, npexacraBieHHoMy TBopeHusmu M. C. baxa — II. I'yno
(Ave Maria) u B. Arankuna (mapm «IIpoianue ciaBsHKW»), aBTOp KOHCTaTUPYET CIEAYIOLIEE.
[lonamass B KOHTEKCT CHHTETHYECKOTO XyHAOXKECTBEHHOro 1enoro, npoussenenus M. C. baxa —
II. I'yno u B. ArankuHa oOpeTarOT CTaryC AMOTHUBHOTO IMOTEHIIMAa CEMAaHTHUKU KUHOTEKCTA,
oOecrieunBasi BBIXOJI Ha BHYTPEHHIOIO (DOpMy 0003HAUYEHHBIX PEKUCCEPCKUX padoOT. OOIIHOCTS,
o0yclioBIMBaOImas BO3MOXHOCTh pPacCMaTpUBaTh AMOTHUBHBIA MOTEHIIMAT HEBEpOAJIbHOTO
(My3BIKaJIbHOTO) JUCKYpCa, BBICTYNAIOIIETO HEOTHEMJIEMON COCTABIISIIOIIEH CHHTETHYECKOIO
XyAO)KECTBEHHOTO LIEJIOTO — KOPPEISITOM BHYTPEHHEW (OPMBI KHHOTEKCTa, OMpeAessieTcs,
C OJTHO CTOPOHBI, THAIIEKTUKON YacTh U 1eioro. C Apyroit CTOPOHBI, B 000UX CIIy4asx peub HIET
00 5MOIIMOHATIBHO-BOJIEBOM MBIIUIEHUN KaK KOHKPETHOM IOCTYIIKE MBICIIH, IPOTHUBOCTOSAIIEM
MBIIUICHUIO a0CTpakTHOMY. MMeeTcsi B BUAY ONBIT MBICIEACATEIILHOCTH, BHE KOTOPOTO
BHYTpPEeHHAA (opMa He MOXKET oOpecTH CBoel BHeHIHeW (OpMBI, paBHO KaK W SMOTHBHBIN
MOTEHI[MAT HeBepOaIpbHOTO MUCKypca HUKOTIA He OyeT akTyan3upoBaH/BepOanm3oBan. Toukoi
orcuéra B M3yYCHHH BHYTpPEHHEW (OpPMBI KMHOTEKCTA B aCMEKTE SYMOTHBHOCTH, PEaM3yeMOi B
o0nacTi HEeBepOaJbHOTO XYIOKECTBEHHOTO JIUCKypCa, MOCTY)XMJIM KOHIETIIUU SMOTHBHOCTH
OTEUECTBEHHBIX U 3apyOeKHBIX UCCIIEA0BATENCH: KOHIENIIHNS My3bIKaIbHBIX SMOIHiA B. XomomoBoit
(MockBa, Poccust), my3bikanbHoi smotuonioruu Y Jlusn (Jlosn, Kuraif), a Takxe mikona
smotuBHOCTH E. Ilpuxonosckoii (Tomck, Poccus). IlepcrieKTHBHOCTS MHTErpaLlii IMHIBUCTUKHU

© Boaxora Il. C., 2022
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U My3bIKO3HAaHUS aBTOpP CTaTbd BHUJUT B BO3MOXKHOCTH CO3[aBaTh MPELEACHTHI s pabOThI
C TakMH (hopMaMu, KOTOPBIE, HE OyAydr TOTOBBIMH, TPEOYIOT OT SI3BIKOBOM JIMYHOCTH, BCTYTIAIOIICH
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Abstract. The article is devoted to research of the musical component of the Russian
cinematograph and its role in the actualization of the inner form of the cinematic text
combined with the category of affectability. Positioning the cinema text on the level of artistic
integrality, the author of the article focuses her attention on the directorial works of Alexander
Lapshin (Dialogue with a Continuation) and Kira Muratova (Ophelia). Turning to the musical
accompaniment represented by the works of Bach-Gounod (4Ave Maria) and Vassily Agapkin
(the march The Slavic Woman's Farewell), the author denotes an array of phenomena. Falling
into the context of a synthetic artistic whole, the works of Bach-Gounod and Agapkin obtain
the potential of the semantics of the cinema text, providing an outlet onto the inner form of the
indicated directorial works. The commonality stipulating the possibility to examine the emotive
potential of the nonverbal (musical) discourse, which demonstrates itself as an inalienable
component of the synthetic artistic whole, the correlate of the inner form of the cinema text,
is determined, on the one hand, by the dialectics of the part and the whole. On the other hand,
both cases refer to emotional-volatile thinking as a concrete action of thought which stands
against abstract thinking. What is referred to here is the experience of thought-activity outside
of which the inner form cannot obtain its inner form, just as the emotive potential of non-verbal
discourse would never be actualized/verbalized. The reference point in the study of the inner
form of the cinema text in the aspect of affectability actualized in the domain of nonverbal
artistic discourse was expressed by the conceptions of affectability of researchers in Russia
and other countries: the conception of musical emotions developed by Valentina Kholopova
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(Moscow, Russia), the study of musical emotions developed by Wu Liang (Luoyang, China),
as well as the school of affectability developed by Ekaterina Prikhodovskaya (Tomsk, Russia).
The perspectivity of integrating linguistics and musicology are perceived by the author of the
article in the possibility of creating precedents of work with such forms which, while not being
ready-made, require active participation of the linguistic identity entering the space of artistic
communication.
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a CErONHSUIHUN JI€Hb CYLIECTBYET

HE3HAUYUTEIIbHOE KOJIMYECTBO pa-

00T, TJIe SMOTUBHOCTbH BBIXOJUT 3a
paMKu cyry0o JMHIBUCTUYECKOW KaTero-
pun. K TakoBBIM MOXKHO OTHECTH HE TOJIb-
KO MyOJUKAIuH, BBITIOJTHEHHBIE B paKypce
JUHTBUCTHUKH, O POJIU YEJIOBEYECKOro (hak-
TOpa B SI3bIKE, HO M HAay4YHbIE MU3BICKAHUS,
OCYUIECTBIISIEMBIE B PYCJIE MY3BIKO3HAHMUS.
B nepBom ciaydae Ha30BEM HMCCIEHOBAHUS
B. IIlaxoBckoro u II. BoikoBoii, B KOTO-
PBIX 3MOTHMBHOCTH OOpETaeT craryc yHHU-
BEPCAJIbHOM METOJ0JIOTHH, AaKTyaJIbHOU
Kak i BepOanbHOro (1Mo33us U JUTEpa-
Typa), TaK U HEBEPOAJIBHOrO (XKUBOIKCH
U My3bika) auckypcoB [1]. Bo Bropom
— TPyHAbl NPEICTABUTEIIEH POCCUHUCKON M
3apyOeKHOUW My3bIKalbHOW Hayku. Peub
UIET O MOCBAIIEHHBIX MY3bIKAJIBHBIM 3MO-
musiM paborax B. Xomomoso#t (Mocksa)',
a TaK)Ke O JHCCEPTAllMOHHOM HCCIIEN0Ba-
HUHU MOJIOJOTO KUTalCKOIO MCKYCCTBOBE-
na Y Jlusu (JlosiH, npoBuHUMS X3HaHB).
B cBoeit nayunoit pabore Y JlusH ome-
pUpYET KaTeropuei SMOTUBHOCTH, OCY-
HIECTBIISISE CPABHUTEIBHBIA aHAN3 OINEphI
JIx. [lyqunnn « Typannor» u €€ NeKMHCKON
(«ITpunniecca TypaHa0T») U CHIYyaHbCKOM
(«Kuraiickas  mnpunnecca TypaHIoT»)
BepcHii’. 31ech ke CleAyeT YIOMSIHYTh U
O HAy4YHbBIX WITYIUSX IIKOJBI 3MOTHUBHO-

CTH, peanu3yeMoOd B IPOCTPAHCTBE BO-
KAJIbHOM M WHCTPYMEHTAJIbHOU MY3BIKU.
OCHOBBI IIKOJIBI 3aJI0KE€HBI TOKTOPOM HC-
KyCCTBOBeleHUs mnpodeccopoM Tomckoro
rocyaapctseHHoro ynusepcurera E. Ilpu-
XOJIOBCKOM M yuyeHnkamu B. KnumeHnko u
A. OxumeBoi [2—6].

B nenrpe naHHOrO HCCIENOBaHUS —
OMOTHUBHOCTh KaK yHUBEpCajbHAs KaTe-
ropusi, paccMarpuBacMmasi Ha MaTepuale
CUHTETUYECKUX TEKCTOB — IIPOU3BEACHUI
kuHemarorpada. Peur uaér o ¢umbpmax
A. JlanmmHa «/lpuamor ¢ mpoaoIKeHUueM»
(CCCP, 1980) u K. Myparooii «Odenusi»
(«Tpu uctopuu. Hcrtopust Bropas», Poc-
cusi — Ykpauna, 1997), B KOTOpbIX UMEHHO
MY3bIKaJIbHBIA Psifi 00YCIOBINBAET BBIXOJ
Ha BHYTPEHHIOIO (OpPMY XyIOKECTBEH-
HOI'O JUCKYpCa, OCHOBAaHHOI'O Ha CUHTE3€
uckycctB. IIpuHnMas Bo BHMMaHuE 3MO-
TUBHYIO IPUPOY BHYTPEHHEN (OpPMBI He-
3aBUCUMO OT TOTO, UMEETCSl B BUAY S3BIK,
CJIOBO, JINOO MPOMU3BEACHUE UCKYCCTBA KaK
[EJOCTHOCTE®, BBICKQXKEM IPEIIOIONKE-
HUE, YTO BO BCEX 0€3 UCKIIFOUEHUS CITydasiX
OHa BBICTYIIA€T KOPPEIATOM 3MOTHUBHOIO
ITOTEHIINAJa CIIOBA.

Henpexoasmas 1€eHHOCTh YMOTUBHOI'O
[IOTEHIMAJa IS SI3bIKOBOW JIMYHOCTH 3a-
Kitouaercs B ciaeayromeM. OH CoaepKuT
B ce0e yCTaHOBKY Ha aKTyaJIU3allHIo CJIOBA,
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BCJIEJICTBHE YETr0 HM3HAYaJIbHO OOBEKTHB-
HOE, WJIU, YTO TO K€ caMoe, — HeUTpalib-
Hoe (A. JleoHTbEB Ha3bIBAET TAKOE CIIOBO
«paBHOAYIIHBIM»), OHO OOpETaeT CTaTycC
JUYHOCTHOTO cMbIcia. Jlpyrumu cioBa-
MM, SMOTHUBHBIN MOTEHIIMAT UMILIUIIUTHO
COJIEPKUT B ce0€ U ITUKO-3CTETHUYECKYIO
CYIIHOCTh BEpOAJIbHOTO 3HAaKa M €ro IMOo-
IHUOHANBHYI0 HACBIIEHHOCTh. [loCKOmb-
Ky HCKOMBIM IIEpPEXO] OT HEWUTPAIBHOTO
3HAYEHHUsI CJIOBA K JIMYHOCTHOMY CMBICTY
OCYILECTBIISIETCS UCKITFOUUTENIBHO TOCPE-
CTBOM MBICIIEJIEATEIBHOCTH KOHKPETHO-
rO HOCHUTENS SI3bIKa, UMEHHO 3MOTHUBHBIN
NOTEHIMA]l WHULUUPYET CTAHOBIIEHUE
nyxoBHou sHeprum (Energeia), kotopyto
B. ¢pon 'ymGonbpAT MpOTUBOTIOCTABIISI TO-
ToBOMY npoaykry (Ergon). Aprymenranus
MpeICTaBIEHHON NO3UIMU mnoTpebdoBaa
oOpauieHus K clIeAyoIUM METoAaM: IHua-
JIEKTUKHU YaCTH U 1IeJIOT0, MHTepIpeTaluu/
pEUHTEpIIpETalluk  COJAEpKaHUsl TEKCTa,
aHaju3a CJIOBApHbIX AC(OUHHUIINHN, CEeMaH-
TUYECKOTO aHaHM3a €IMHUI] S3bIKa U TEK-
CTa, CPAaBHUTEJIBHOIO aHalin3a, NPUHLHUIIA
MHTEPTEKCTYaJIbHOCTHU, B OCHOBE KOTOPO-
IO — MEXKTEKCTOBBIC CBS3H, BBISBISIONINE
MPUHAJIKHOCTh HEBEPOATIbHOTO AUCKYP-
ca OJHOBPEMEHHO K JBYM U 00Jiee TEKCTaM
(KOHTEKCTaM).

[Ipexxne dem ™Mbl 0003HaumM (haldy-
Jbl pexuccépckux pabor A. JlammunHa
u K. MyparoBoii, BbISIBUB B CUHTETHYE-
CKOM XYIOXECTBEHHOM TEKCTE (KMHOTEK-
CT€) MECTO M POJib MY3BIKaJIbHOIO psjla
KaK €ro HEeOThEeMJIEMON COCTaBIAIOLICH,
OCTAHOBHUMCSI Ha OTJAEJIbHBIX MOJIOKEHUIX
KOHIEMIIUA SMOTUBHOCTH, OTCTaWBAEMBIX
OTEUECTBEHHBIMH M 3apyOEKHBIMU HCKYC-
ctBoBenamu. Tak, B. Xomomosa B pabore,
MOCBSIIIEHHON MY3BbIKaJIbHBIM SMOIUSAM,
KOHCTATHUPYeT HaJIM4he KOTHUTHUBHOIO
(IT. KuBu) u smoruBHoro (/. PoOun-
COH) MOAXO/J0B B TPAKTOBKE CYTH AMOLUM

B aBepOaJIbHOM XY/I0XKECTBEHHOM JIHC-
Kypce. B nepBoM npoucxoaut oTpuijaHue
TOT0, YTO MY3bIKa crIocoOHa MpoOyKAaTh
Takue CYIIECTBYIOIIME B MHUPE pEaNUH,
KaK Ieyalb, paJocTh WIH TrHeB. Bo BTO-
pOM — MpU3HAHUE CIIOCOOHOCTU MY3BIKH
BBI3bIBaTh IOJUJIMHHBIE 3MOLMOHAJIbHBIE
NEPEKUBAHUS B CIYILIATEISX.

Onepupyss MOHSITHEM SMOTHUBHOCTH
MPUMEHUTENIBHO K COOCTBEHHOM KOHIIET-
MU MY3bIKaJIBHBIX d3Mo1Mid, B. Xononosa
BBIJIENISIET U3 UX YKCIIa )KU3HEHHbIE U XYJ10-
KECTBEHHbIE, OTHOPOJHBIE U CMEIIAHHBIE,
CHELHAIBHOIO M HECHEUAJIbHOIO MY3Bbl-
KaJIbHOTO COJEep)KaHus, MUMETUYECKUE U
JSHEPreTUYECKHUE U T. I. Y TBEpPKasi HE3bI-
0JEMOCTh TOJIOKEHUS, COIIACHO KOTOPO-
My My3bIKaJIbHasi SMOIUS OJHOBPEMEHHO
ABJISIET cO0O0M M mpolecc, U pe3ynbTar, u
o0pa3, U ONbIT NEPEKUBAHUS MY3BIKH Ue-
JIOBEKOM, YYEHBIM CUYMTAET BO3MOXHBIM
paccMaTpuBaTh B KaU€CTBE PsIONOIOKEH-
HBIX TaKue MOHITHUS, KaK:

— HacTpoeHue (HEeYTO Mpexoasiee);

— 4YyBCTBO (OTHOCHUTEIBHO TMOCTOSH-
HOE);

— addexr (ycToiunBO CTAOMIBHOE);

— nepexuBaHue (OTMEUEHHOE Mpolec-
CYaJbHOCTBIO)*.

B pa6ore Y JlusH, uccienyromei 3mMo-
LMOHAJbHO-KOMMYHHUKAaTUBHYIO TPUPOILY
MY3bIKM, IMEHHO ()€HOMEH SMOTUBHOCTH,
MIPEACTABICHHBIN 3MOTUBHBIM 3HAUYEHUEM,
SMOTHUBHOM KOHHOTAlMEX WU 3MOTHUBHBIM
MOTEHI[MAJIOM CJIOBa, MPUOJIMKAET UCCIe-
JoBaTeNsl K CYyTHM 3THYECKOTO MOMEHTa
aBepOaIbHOTO IUCKypca. BoicTpauBas cu-
cTteMy aprymeHTtauuu, ¥ JlusH npuberaer
K aBropurery M. baxtuna, akueHTupys
BHMMaHUE Ha TOM, YTO «3TUYECKUU IIO-
CTyHOK IMpPsSMO MPOTUBOCTOUT IICUXOJIO-
I'MU YEJIOBEKA B CUILY €T0 COIPSKEHHOCTH
IMOIMOHAIILHO-BOJIEBOMY  MBIIIJICHHIO» .
[IpoBoas mapamiienb MeXIy MPOLECCOM
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aKTyaJIu3aly SMOTUBHOTO MOTEHIMANA U
TUYECKUM MOCTYIKOM, KUTANCKHUI HCKYC-
CTBOBEJl ONEPUPYET CIEAYIOIIMMH, 3aUM-
CTBOBAaHHBIMH U3 00JIACTH AMOTHOJIOTHH,
YCTaHOBKaMHu:

— OyIy4H SI3bIKOBBIM (p€HOMEHOM, IMO-
TUBHOCTh, MOJOOHO S3bIKY, OTMEYEHHOMY
JIBOMCTBEHHBIM XapakTepoM, Takxke o0ia-
JlaeT JBOMCTBEHHOM IPUPONOU, KOTOpas
ONO3HAETCS HA YPOBHE aKTyaJIbHBIX U BUP-
TyaJIbHBIX (IOTEHIIMAJIBHBIX) YMOTHBOB;

— SMOTHUBHOCTH BBICTYIIA€T TOYKOW OT-
cuéra mpolecca CMbICI000pa30BaHHUS;

— DMOTHBHBIE CUTHAJIBI TEKCTa yKa3bl-
BAlOT HAIIPaBJICHUE JBUKEHUS OT TEKCTa
K KOHTEKCTY, OT JaHHOTO K CO3AaHHOMY
U OT TO3HABATEIbHOIO MOMEHTa TEKCTa
K €r0 — TeKCTa — 3TUYECKOMY MOMEHTY;

— SMOTHBHOCTH SIBIISIET COOOW METon
BXOXCHUSI B MPOCTPAHCTBO MEXKKYIBTYP-
HOW KOMMYHHKanuun®.

B cBow ouepennr ¢dynmamentom, obe-
CIEYMBAIOIIMM CTAHOBJICHUE W Pa3BUTHE
mKoael aMotuBHOCTH E. IIpuxomosckon,
peanu3anus KOTOpPOM HPOXOAUT TOJ 3Ha-
KOM MY3BIKaJIbHOTO HMCKYCCTBA, CTAHOBUT-
Csl TIOJIOKEHUE OTEYECTBEHHOIO JIMHIBUCTA
C. Nonopoit. Kak numer y4yéHblid, «Hau-
OonbIlIee MPOSIBICHUE 3MOTUBHOCTh IOJY-
YaeT B MHTOHALIMOHHOM CTpO€ sI3bIKa (Ipo-
COJIM) — CUCTEME BBIPA3UTEIbHBIX CPE/ICTB,
peaNM3yOIMUXCs B PEUYM Ha BCEX YpPOB-
HSX pEYEBBIX cerMeHToB»’. OOpariasch
K KaHpy MOHOOIIEPHI U B LIEJIOM K BOKaJb-
HOM MY3BIKE, MCKYCCTBOBEIl YTBEPIKIACT:
«IIpeameTHO-JIOrMYECKOE 3HAUYEHUE BEp-
0aJIbHOTO TEKCTA B BOKAJILHOM IMPOU3BEC-
HUM 3aBUCUT OT HEBEpOAIbHBIX AKIIEHTOB
B (poHeTnueckoi KoHCTpyKImm» [6, c. 103].
[Tpu sTOM cnenuduka My3bIKalbHONH HUHTO-
HaluY, npeoliajgaromield B CHHTETHYECKOM
TEKCTE€ MOHOOIIEpPHI HaJ| PEYeBOM, ompene-
JSI€T TEPBOCTENEHHOCTh JUISI MOHOOIIEPHI
HYMOTHBHOTI'O IIOTEHIMAJa CJIOBA.

[Ipemsaras paccmaTrpuBaTh B KaueCTBE
SMOTHBA <JIOKAJbHBIA BMU30J CMBICIO-
BOW MOCIIEI0BATEIbHOCTH MY3BbIKAJIbHOTO
TEKCTa, COOTBETCTBYIOIINHN 3aJI0KEHHOMY
ABTOPOM 3MOIIMOHAJIBHOMY HMITYJbCY H
peaJu30BaHHBIM TOCPEACTBOM TEX WU
HMHBIX KOMIUIEKCOB MY3BIKAJIbHBIX CPEJICTB
BbIpazuTeabHOCTH» [5, c¢. 138-139],
E. IlpuxomoBckas BKJIIOYAET B CBOE HC-
CJICJOBAHUE TAKUE MOHITHUSA, KAaK YMOTHUB-
HBIA LIEHTP, YMOTHUBHAs cdepa, IMOTUB-
HBIN MJIaH U Jp.

BrisiBnisisi B BOKaJqbHOM MPOU3BEICHUU
TPU YPOBHS JI€MCTBUS SMOTHUBHOCTH (3MO-
TUBHBI UMITYJIbC — SMOTHUBHBIN BEKTOP
— BMOTHUBHBIN npouecc), B. Kiinmenko u
E. ITpuxomoBckast moqu€pKrUBaOT: SMOIUH,
CITyKalllhe B BOKAJIbHOW MY3bIKE LIECHTPOM,
«AIPOM» TICUXOJIOTHYECKOTO MHUpa MEepCo-
Ha)xka, «TpaHCHOPMUPYIOTCS MMOCPEACTBOM
SMOTUBHOCTH B XY 0KECTBEHHYIO, TEKCTO-
BYIO peajbHOCTh. MHOTOOOpa3ue u pa3Ho-
ITAHOBOCTh TEKCTOBBIX 3JIEMEHTOB 00Be-
JTUHSIIOTCS MOCPEICTBOM HMHTErPAaTUBHOTO
dakropa smotuBHOCTH» [3, c. 135-136].
N nanee: «OyHKIIMOHMPOBAHUE 3MOTHUB-
HOCTH B KauecTBE CIOco0a HWHTETpaluu
XY 0KECTBEHHBIX JJIEMEHTOB B TEKCTE MO-
HOOTIEPHI 00YCIOBJIEHO CaMOM CYIIIHOCTHIO
JJAHHOTO TOHSTHS, BOIUIOLIAIOIIETO Mpo-
necc mepexoma (GpeHoMeHa IEeHCTBUTENb-
HOCTH B TE€KCTOBYIO KaTE€rOPUIO — U3 JKC-
Tpa-sa3bIKOBOM cephbl B HHTPA-A3bIKOBYIO»
[Tam xe].

3aocTpsisi BHUMaHUE Ha TOM, YTO peye-
Basi MHTOHAIUSI HAMHOTO TTACCUBHEE MY3bI-
KaJIbHOW B OTHOILIICHUHU TIepelayd YMOTHUBA
aJpecary, y4€Hble HACTaWBAKOT HA CIIEIYy-
IOIIEM: €CIM B BepOaJbHOM COOOIIECHUU
MpeIMETHO-JIOTHUYECKasl CTOPOHA, KaK Ipa-
BWJIO, MIPEBAIMPYET HAJl SMOLUOHAIBHOM,
TO My3bIKaJibHas, a TeM OoJiee BOKaJbHAas
WHTOHAIIMS HECET MEHBIIYI0, YeM BepOaTh-
Hasl, MPEeIMETHO-JIOTUUYECKYI0 Harpy3Ky H,
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COOTBETCTBEHHO, — OOJIBIITYI0 SMOTHUBHYIO.
Bc€ 310 maét ocHOBaHUS yTBEpPXKIATh, UTO
B CUHTETHYECKOM TEKCT€ MOHOOIEpHI Ha-
OJIIONIAtOTCSI  MPOLIECCHI  «IEPEKITIOUCHH I
SMOTHBHOM M  MPEIMETHO-JIOTHYECKON
CMBICIIOBOM Harpy3Ku», BBI3BAaHHBIEC «JH-
HAaMUKOW B3aUMOJCHCTBUA BepOAIBHOTO
(cnoBecHOro) W HeBepOaIBLHOTO (MY3bI-
KaJIbHOTO) A3bIKOB» [TaM Xe].

Brickaxxem npeanosiaoxkeHue, 4To oOHa-
pyxuBaembie E. IlpuxomoBckoi 3akoHO-
MEpPHOCTU MOTYT COXPAaHATHCA U B TAKOM
CUHTETUYECKOM XYy 0’KECTBEHHOM TEKCTE,
kak kuHemarorpad. ns mpumepa obOpa-
THUMCS K YK€ Ha3BaHHBIM paHee PexKUCCEP-
ckuM padoram A. Jlanmmuna u K. Myparo-
BOM.

®dunbm «[nanor ¢ npogomKeHMeM»
(pexuccép - A. lNanwun)

Hecmotps Ha TO, 4TO, COTTIACHO TUTpPAM,
B KUHOJICHTE MPUCYTCTBYET aBTOPCKAs MY-
3pIKa KoMmo3utopa A. I'eBoprsHa, Jomu-
HAHTOM MY3BIKAJIBHOTO psijla CTAaHOBUTCS
BoKaibHOE mpou3Benenue M. C. baxa —
. I'yho Ave Maria. OHO 3By4YUT B HH-
CTPYMEHTAJILHOM TEPENIOKEHUH, TJe BO-
KaJIbHas MapTHs MOpydYeHa CKPHUIIKE.

B ienom sMoTHBHOE 3HaY€HNE TBOPEHUS
baxa — I'yHO Kak IpoToTeKcTa cConacyercs
C My3bIKaJIbHBIM cojiepkanuem [Ipentonnu
C dur n3 1 Toma «XopoIllo TeMmepupo-
BaHHOTO KJaBupa» baxa, Ha Mmarepuane
KOTOpPOM MOCTPOEH aKKOMMIAaHEMEHT. Peub
uaET o reme biarosemenus. 9To, M0 CyTH,
00BsICHSIET TOT (DaKT, YTO TMOFTUUYECKUN
TEKCT, UCHOJIHSAEMbIA Ha menoauto ['yHo,
npeacTaBisieT coO0N JaTHHCKYIO MOJIUTBY,
obOpaménnyto k JleBe Mapuu®. CoorBet-
CTBEHHO, BOIUIOIIEHHOE CPEACTBAMH BEP-
O0aTbHO-HEBEPOAIHHOTO XYI0)KECTBEHHOTO
JUCKypca SMOTMBHOE 3HaY€HUE ¢ HauOOIb-
i€l TOJHOTON OTBEYAET NEPEKUBAHUIO

OJ1aroroBeHMUsl U COCTOSIHUIO MOJIUTBEHHOM
panoctu [7].

Conepxxanne (uiabMa OCHOBAaHO Ha
ciaenytoiem croxere. CblH, BBIPOCLINN
0e3 oTHa, KOTOpBIA KOTAa-TO OCTaBMII
CEMbIO M CBf3aJ CBOIO CyAnOy C npyroi
KECHIIMHOW, TAK U HE CTABIIEH MATEPhIO,
yXKe Oylydu B3pOCIBIM, BCTpedaeTcs
C poaureneM, npuesxas B MOCKBY cHa-
yajga cO CBOCHM BO3IIOOJICHHOM, a IOTOM
U CaMOCTOATENBbHO. Bece 3Tu BeTpeun uc-
IIOJIHEHBI HEIIOHMMAaHUs U HEBEPHS OTLA
B NPaBHJIBHOCTb MyTH, U30PAHHOTO €ro
ChIHOM. Tak, OKOHYUB (PUKYJIBTYpPHBIN
UHCTUTYT, CbIH PEUIAET CTAaTh UCATEIEM.
HecMoTpst Ha TO, 4TO TBOPYECTBO MOJIO-
JO0TO MYXYUHBI HEHU3MEHHO BbI3BIBAET
MHTEPEC Y YIECHOB NPUEMHON KOMUCCHUH,
eMy yIaércs NoCTynuTh B JIuteparypHblil
MHCTUTYT JHUIIb C YETBEPTOM MOMBITKH,
KOIZla OH B OYEPENHON pa3 CTAaHOBUTCS
TOCTEM B JIOME€ OTLA.

[Ipruém okazaBIIMCH B IyLIE MOJOAEK-
HOU cTpoiiku U ocBouB Ha BAMe HOBYyIO
CHELHAIBHOCTh, KOTOPAsi IO3BOJISIET TEPOIO
obecrieunBarh ce0s U CBOIO M30paHHUILY,
CTaBILIYIO K ’TOMY BPEMEHH €0 CyIpyrou,
MY’KYMHA B UTOTE OTKA3bIBACTCS OT YyUEObl
B JIutuHcTUTyTe. OH MOHUMAET: Jy4IleH
LIKOJION JIJIS HETO CcTaja cama kHu3Hb. [Ipu-
MEYaTesIbHO, YTO K ’TOMY BPEMEHU OH BCE
Oosnee cOaMXKaeTcsd C OTLOM, MOCKOJBKY
Ka)KJIBI U3 HUX UJET HABCTpEUy IpYrT Apy-
'y, C TOTOBHOCTBIO IIPEOI0JIEBAsI IPAHULIBI
coOcTBEHHOTO 5. W BCSKMIA pa3 B MOMEHT,
KOTZIa CBIH €ZI€T 110 YJIMIIAM roposa, B KOTO-
POM OH POJIMJICS ¥ pacCTaBaHUE C KOTOPBIM
B JIaJIEKOM JIETCTBE OBLIO MYYHUTEIbHBIM,
3ByuHT Ave Maria baxa — I'yHo.

Ha mnepBblii B3MIsA, MCHOJIB30BaHUE
MY3BIKH, CBSI3aHHOM C MOJIMTBOH, aJpe-
coBaHHOU Marepu Xpucra, B CUTyalUsXx,
NIPEABApSIOIINX U 3aBEPLIANOIINX JHAJIO-
I'M JIByX MYXYHMH — OTLA U CbIHA, KaXKeTcA
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CTpaHHbIM U HenensiM. [laxke B ciyuae,
€CIIM MaCCOBBIM 3pUTENb OCTAETCS B HEBE-
J€EHUHU OTHOCHUTEIBHO 3MOTHUBHOIO 3Haye-
HUS JaHHOM KOMIO3ULIMM U €€ Ha3BaHUS,
MPOHUKHOBEHHOCTh, UCKPEHHOCTh, YUCTO-
Ta U BO3BBIIIEHHOCTh MY3BIKM MaJO acco-
HUUPYIOTCS C MY>KCKMM HayajoM. Ta poib,
KOTOPYIO MY3BIKaJIbHBIM PSJ BBIMIOJIHSET
B KOHTEKCTE€ CHHTETHYECKOIO Xy/I0XKe-
CTBEHHOTO LIE€JIOT0, CTAHOBUTCS MOHSITHOM
aumib B QuHane guiabma. Peur uaét o6
SMOTHBHOM IIOTEHIIMAJIE PEKUCCEPCKOU
padoTsl A. JlanmmHa KaKk CHHTETUYECKOTO
XyJI0)KECTBEHHOI'O 1I€J0T0, KOTOPBIM pea-
au3yercst B GuiIbMe MOCPEACTBOM €ro My-
3BIKAJIBHOM COCTABIISIOLIEH.

Ha ¢one orBewaromeil npeamerHo-
JOTUYECKONl CTOpOHE (uUiIbMa HCTOPUHU
0 TOM, KaK BCTPEYH OTI]a ¥ CbIHA IOMOTal0T
Ka)KJIOMY U3 HUX 00pecTH AyXOBHYIO 3pe-
JIOCTb, MOJHABIINCH HAJ OOBIJEHHOCTHIO,
CTAHOBHTCS MOHATHON U ero — (riibma —
npyras cropoHa. IIpogomxurensHble qu-
aJIOTH, CKJIAJbIBAIOIIUECS MEXAY JBYMS
MyXYMHAMH, JalOT BO3MOXHOCTb IJIaB-
HOMY TIepol0 MOYYBCTBOBATh CBOIO IpH-
YaCTHOCTb, & C HEW U OTBETCTBEHHOCTDH HE
TOJIBKO 10 OTHOUIEHUIO K CBOMM OJIM3KHUM
— OTIy ¥ Matepu. B wacTHOCTH, HA BOIIPOC
oria «Marepu numienb?» ChblH OTBEYAET
yTBepauTensHo. 1 nanee, Beicaymas cio-
Ba OTIIa, KOTOPHI ToBOopuUT: «He 3a0biBaii,
MaTh — OHa BCETAa MaTh», — AJIEKCel KOH-
CTaTUPYET: «A sl HUKOTJa U HEe 3a0bIBa».

OuepenHoil  nManor,  CIy4YUBLIMIICS
MOCJIE pacCcTaBaHHs Teposi CO CBOEH W3-
OpaHHMIIEH, KOTOPOE MPEIIIEeCTBOBAIO HX
Opaky, BbICTpauBaeTcsi Tak. lIbITasch BbI-
SCHUTh TPUYUHY pa3pbiBa OTHOIIEHUH,
orery copammubaer: «YUrto He mnoxenmnn?
N3menun KTo-HUOYAb?» «YTy», — OTBEUaEeT
ceiH. «KT10?» — «S1! Cebe! Tebst mocmymal.
“B MHCTUTYT HE MOCTYNHUUIb... 3anaépra-
embes...” Ilyn comm xoren cbectb, a OHa

pebénka xorena!» — «A TeI?» — «S HUYTO!
Huurto! i c Helt pactiucan He ObUT LENBIX
nBa rogal!ly

be3ycnoBHO, B JaHHBIX CJIOBax ClIbl-
HIIUTCA YyBCTBO BUHBI Aunekces 3a 0e3-
HPaBCTBEHHOE OTHOUIEHUE K >KCHIIHHE,
KOTOpasi roToBa ObLIa CTaTh MAaTepbIO €ro
pebEnka.

B npornecce obuieHust ¢ otuom Alek-
ceil B uTore 0co3Ha€T cebs MOJIUHHBIM
TPaXKIaHUHOM, TPOHUKAETCA JIFOOOBBIO
K Ponnne. IMeHHO €€ CMMBOJIOM CTaHO-
BUTCsI My3blka baxa — I'yHo Ave Maria.
He cnyuaitHo nexkcema poouna BXOIMUT
B TAKOM CHHOHUMHUYHBIA PN, KOTOPBIN
NpPEJICTABIEH  CICAYIOUMMU  OJHOKO-
PEHHBIMU CIIOBAaMU: pOOHBIE, POOUTEIH,
POOHUK, poo, Hapoo. UHaue roBops, My-
3BIKAJIBHBIA JUCKYPC BBIBOAUT Ha IMapal-
JeAbHBIN BU3yaJdbHOMY U BepOaIbHOMY
psanaM, GUKCHPYIONUM BHEUTHIOK (aly-
1y, TIIYOUHHBIM CMBIC], KOTOPBII HE MO-
XKET OBITh MepeiaH CIOBAMH, YTOOBI HE
OTOILIUTHCA.

JIelCTBUTENBHO, KOIO CETOJHA MOTYT
BIOXHOBHTH IOINABIIUE B pa3psil KyJIbTyp-
HBIX HITAMIIOB CJIOTA@Hbl «CE€Mbs — siYekKa
obmectBay, «Pomuna-mate» u T. 1.7 [y-
MAaeTcsl, YTO MOATBEP>KIECHUEM Hallled TO4Y-
KM 3peHHsi OyayT cioBa, KOTOpble AJek-
cell TPOM3BHOCUT, OOBICHSS OTILY CBOU
OTKa3 yuuThbcd B JIuTeparypHOM UHCTUTYTE:
«5 monsn mmaBHoe. YToOBI cTarh mucare-
JeM, HaJl0 Hay4yuThcsl OONETh 3a KU3Hb, 3a
BCIO, Kakas OHa €CTh, & 3TO HEBO3MOXHO,
€CJIM HE )KUTh B HENY.

O10 TeM Ooiiee BEPHO, YTO B JAHHOM
cllyuae JIeKceMa Oosiemsb ONpeneNsieTcs He
TOJBKO HAaOOpOM pacKphIBAlOUINX €& Tie-
PEHOCHOE 3HAaUY€HUE TOJIKOBAaHUM, B YUCIIE
KOTOPBIX CJIEAYIOLIME MMOJT0KECHUS:

— HIPOSIBISATH COCTpaaHue, CKOpOeTh,
3a0otuthest (yctap.) ... boners nmymoi
0 KOM/4€M»’;
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— «HCTBITHIBATh TPEBOTY, OECITOKOUTH-
¢ 0 KOM-1100 uim 0 4éM-11u0o0...»';

— «TOpSYO TMpenaBaThCs 4emy-JIuOoo»'!
U JIp.

He meHee 3HaumMoOM J1s HaC OKa3bIBa-
eTCs Koppensius O0Mu U CO3HAHWS, OIO-
3HaBaeMas He TOJIbKO B ITO3UIIMH, COTIIACHO
KOTOPOM «CO3HAHKME OCHOBAHO HAa yCTAHOB-
K€ TPaHuI] OT MIPOTUBOIOJIOKEHUHN, TPUUH-
HSIOMKX 00JIb, 1 HE MOXKET HE OBITH 0OJIBIO
U CTpaJaHueM»'’, HO U C OYCBUIHOCTHIO
MPUCYTCTBYIOIIAs B CJIOBAPHOM 3HAUCHUHU.
[To cBunerennsctBy B. Jlans, 6o01b BbICTY-
1aeT CHHOHMMOM «4yBCTBa ropsi, HCTOMBI,
CTpaJaHwii JyIIeBHBIX»". Jlpyrumu cio-
BaMU, B PyCCKOM TPaIUILINU PSIIOTIOIOKEH-
HBIMHM OOJIM OKA3bIBAIOTCS TAKHE JICKCEMBI,
KaK: 2ope, eopecmu, 2pycmby, KPYYUHA, MY-
YUMENbHOCMb, 020pYeHUe, Neydailb, Nbin-
Ka, codicanenue, cmpaoatue.

CooTBeTCTBEHHO, BBIOOp Anekces
B TMIOJI3y MYKH, CTpaJaHus, e4aau U T. II.
€CTh CBOEro pojia J0OpOBOJIbHAS KEPTBA,
KOTOPYIO OH IIPUHOCHUT B Jap cBoeu Ponu-
He. He ciyuaiiHo UMEHHO 1oclie 00bsICHE-
HUS C OTIIOM CTOJWYHOE MPOCTPAHCTBO,
3HAKOMCTBO C KOTOPBIM COIIPOBOK1AJI0CH
MY3BIKOW Ave Maria, BBIXOJIUT 3a TPAHULIBI
OTZIEJIHOTO ropojia, BOupas B ceds HE TPo-
HYTBHIN ypOaHu3anuen naHamadT — jeca,
muph moyiel, OeckpaitHocTh HeOa. [lpum
ATOM YXOISIIUMKA BAAJIb IMOE3/, KOTOPbIN
yBO3UT Ajiekcest 13 MOCKBbI, CUMBOJIM3H-
pyeTr co0oil TOT MyTh, YTO M OMpPEACISIET
B UTOTE MacIITad BCIKON JTUYHOCTH.

To 06CTOSATENHLCTBO, YTO B paccMaTpH-
Ba€MOM KMHOJICHTE UMEHHO MY3bIKaJlbHas
COCTaBJIAIOIIAS CUHTETHYECKOTO  XyJ0-
JKECTBEHHOTO II€JIOTO WHHIIUUPYET MPO-
1IeCC CMBICIIOO0pa30BaHUs, MOTyYaeT CBOE
MOATBEPXKJCHUE €mI€ MO0 pAAy IPUYHUH.
Bo-niepBbix, co3manHbii A. JlanmuHbIM
KHHOTEKCT YICHHUTCS Ha YacTH, MOJO00HO
YETBIPEXYACTHOMY COHATHO-CUM(QOHU-

YECKOMY WJIM CHOMTHOMY 1ukiny. Ha 3T0
YKa3bIBA€T PACIOJI0KEHHBIN B JIEBOM YTy
JKpaHa BepOanbHbBId auckypc: «llepBbrit
npuesny; «Bropou npuesn» u T. 1.

Bo-BTOpBIX, TPUOPUTET MY3BIKAIBHO-
ro psaa HaJx ABYMS APYTMMH OIO3HAETCS
U B TOM, YTO CJIOBECHBIE MOPTPETHI OTLA
M CBOEH Oymymiel >KeHbI, KOTOpPHIE Mpea-
JararT AJIEKCEH0 CAenaTh YJEeHbl IPUEM-
HOW KOMHMCCHUHU, OH TaK U HE O3BYyYHMBAET,
TOBOPSL O COKPOBEHHOCTH W MHTHUMHOCTH
coOCTBEHHBIX NepexuBaHuil. B TepmuHo-
soruu I1. BuiroHaca OTMEYEHHOE IIEPEKHU-
BaHME IOJIy4aeT Ha3BaHUE HEBepOanu30-
BAHHOTO JIMYHOCTHOTO CMBbICJIA, KOTOPBIU
HOCUT CyOBEKTUBHBIN xapaktep. [ymaer-
Csl, IMEHHO BCIIEJICTBHE TOTO, 4TO BepOa-
JIM30BAaHHBIM TUYHOCTHBIN CMBICT 00peTa-
€T CTaTyC UHTEePCYOBEKTUBHOTO (heHOMEHa
Y JeJIaeT JJIS TIIaBHOTO reposi MPEeanoYTH-
TeJbHBIM MoJIYaHue. HampoTus, B HeBep-
O0anbHOM JAHCKypce aaxe OOBEeKTHBUPO-
BAHHOE MOCPEICTBOM MY3bIKA BHYTPEHHEE
MEePEKMUBAHUE COXPAHSAET CBOKO HEIOCKA-
3aHHOCTb.

[TomoOHOE ToNIOXKEHNE AeIl — Pe3yibTaT
TOTO, YTO MY3bIKaJIbHOE OBITHE SBJISIET CO-
00l «EeIMHCTBO M CHUHTE3 CO3HATEJIbHOIO
1 0eCCO3HATENbHOTO... BHYTPEHHEE B3au-
MONPOHUKHOBEHHUE TOTO U JIPYroro», 4To
naét A. JloceBy ocHOBaHWE KBaduDHIU-
pOBaTh HEBEPOATBHBIN TUCKYPC KaK «cCJe-
MOTY, TPEMEUIYIYI0 CBETAMU U TOKAMH LIe-
necooOpazHoctu»'4. [ToToMy, COOCTBEHHO,
BHYTPEHHUN MHUP MY3BIKH MPEACTAET KOP-
pEJISITOM BHYTPEHHETO, WJIH, YTO TO XKE, —
JYXOBHOTO MHpA YEJIOBEKA.

B-Tperpux, CcBOM OTKa3 BOCHOJIb30-
BAaTbCsl COBETAMH OTLA MOJOAON MY>K4YH-
Ha apryMEHTHUPYET CJIEAYIOUIUM 00pa3oMm:
«5 cam, caMm xouy BCE€ BUAETh U YUyBCTBO-
BaTb».

[Ipunumas BO BHUMaHUE TOT (aKT, UTO
3peHuEe MPUPABHUBACTCS K WHTEIUIEKTY,
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BBHUJIy TOTO UYTO HAMOOJIbIIEE KOJIUYECTBO
unpopmanuu o mupe — 80% — yenoBek
MOJIy4aeT HCKIIOYUTENIBHO MOCPEICTBOM
3PUTEIILHOIO KaHaja, HeJIb3sl HE TPU3HATb,
4YTO B JaHHOW ¢paze MpocMaTpuBaeTcs
YCTAaHOBKA Ha LEJIOCTHOCTh BOCHPUSATHS.
[locnengHee HanmpsMyr CBSI3aHO C JBOW-
CTBEHHBIM XapaKTE€pOM fA3bIKa KaK CHUCTE-
MBI, JIyXOBHas SHEPrus KOTOPOIO BbIpa-
OaTpIBa€TCs MOCPEICTBOM COTIACOBAHUS
MMMAHEHTHO TPHUCYIIHUX S3bIKY MPOTHU-
BOpEUYMN MEXIYy pallMOHaJbHBIM U Uppa-
[IMOHAJIBHBIM (3MOLIMOHAJIBHBIM), CO3Ha-
TEJIBbHBIM U 0O€CCO3HATEIbHBIM, BHEIIHUM
U BHYTPEHHUM, TUCKPETHBIM M KOHTHHY-
AJILHBIM, TTO3HABATEIbHBIM M ATHYECKHM.
HeoOxoauMoOCTh JTOCTHMIKEHUS HCKOMOM
FapMOHHUHU MEXIY OJHUM M JIPYTHUM C Ode-
BUJHOCTBIO CBUJETEIBCTBYET HE TOJBKO
0 3HAUMMOCTHU HEBEPOATHHOCTH B KU3HE-
JESATEITBHOCTH (MBICIICICSITEILHOCTH) SI3bI-
KOBOU JIMYHOCTH. [[pHHMas BO BHUMaHUE
tesuc B. Hanumosa, comacHo koTOpoMy
YEeJOBEK — JTO TEKCT'’, HE IOMJIEKHUT CO-
MHEHUIO U €€ — HeBepOAITbHOCTH — 3HAYH-
MOCTh B KOHTEKCTE XY/I0KECTBEHHOM Iie-
JIOCTHOCTH.

Tak, Ha Ham B3I, Ha3BaHUE (DUITb-
Ma «Jluanor ¢ mpogoIKEeHUEM» MoJpasy-
MEBAET, YTO COOCTBEHHO MPOJOTKEHUE
ompenensercss HeBepOadbHBIM JTUCKYP-
COM, B KOTOPOM Ba)KHEE CJIOB OKa3bIBa-
eTcs pealbHbId NOCTYyNnOK. I[locKonbky
ero (yHJaMEHTOM BBICTYIAET 3THYECKOE
Hayano, aKTyaJM3upyeMoe 3MOLMOHAIb-
HO-BOJICBBIM MBIILJICHUEM, TPEATIOI0KH-
TEIILHO, BCE caMO€ Ba)XHOE IJIsI CO3JaTe-
Jel KapTUHBI JOJKHO MPOUCXOJIHUTH 3a
npeelaMi JTOBEpUTEIbHBIX Oecea oTia
U CblHA. 3/1€Ch JOKAJIbHBIM, OCYIIECTBIIS-
€MbId MEXKAYy YJICHAaMHU OJJHOM CEMBbH IH-
ajmor Tpancopmupyercs B T00adbHBIN
JIUAJIOT S3BIKOBOM JIMYHOCTH CO CBOUM
OTeuecTBOM.

®dunbm «Odenuay
(pexuccep - K. Mypatosa)

B pexuccépckoit pabore K. Myparto-
Bol «Odenusi» My3blKadbHas COCTaBJIS-
Ioll[ass TakXe MPUBOAUT K aKTyalH3aluu
BHYTpeHHEHl  (OpPMBI  CHHTETHYECKOTO
XyJI0)KECTBEHHOTO IIEJIOTO, BBICTYyMasl Ha
ypOBHE SMOTUBHOIO moTteHiuana. CroxeT
¢uabMa BBICTPAMBAETCS BOKPYT CYAbOBI
Odbl — COTpyAHHIIBI apXWBa OIHOTO W3
ponunbHbIX q0MOB. E€ nHTEpec k apXxuB-
HBIM JIOKyMEHTaM OOYyCIIOBJIEH TEM, YTO
B HUX OHA MILET aJJpec CBOEH COOCTBEHHOM
MaTepH, HEKOIJa OTKa3aBIIeics OT HOBO-
poxknéunou nouepu. Ilpu stom cama Oda
HE TOJIBKO HE TOTOBAa MPOCTHUTH €H CBOE
CUPOTCKOE€ JETCTBO, HO U HU MPHU KaKUX
00CTOSTENbCTBAX HE JKEJNAET CTAaHOBUTHCS
MaTepbI0, BUS CBOIO MUCCHIO B TOM, YTO-
OBl MCTUTh MaTepsM-KykymkaMm. O6 3Tom
CBUJIETEJIbCTBYIOT CiI0Ba Npu3Hanus Odsl,
CIEIAaHHOTO €10 Tocie pu3ndeckon 6Jm30-
CTH C BPauOM-THHEKOJIOTOM, BCTpeYa C KO-
TopbIM cTajna 1 Odrl cBOero pona anuodu
(re3amonro 1o ceuganus ¢ Jokropom Oda
yOUBaeT pOXKCHHIY, OTKA3aBIIYIOCS TPH-
CIymaTbCa K €€ COBETaM M OCTABUBIIYIO
CBOETO peOEHKa Ha IMOMEYEeHHe Tocynap-
cTBa). «S emé Tak HEOMBITHA, — TOBOPUT
Oda. — HaBepHoe, s cerojHsi ciaenanach
OepeMeHHOM... DTO 4TO, s OJDKHA BBIHA-
IMBaTh TBOEro 3apoxasima? Ho s He xouy
BBIHAIIIMBATh TBOETO 3apojblllia B cebe.
S noiwkHa nenars kapbepy». Ilocne 3to-
ro Mel y3Haém, yto Oda He T00uT aerei,
PaBHO KaK MYXYMH U >KEHIIUH, KX TIPOU3-
BOJISLIUX.

DOMoIMoHalIbHAs TeMa GUIIbMa OTpee-
JSIeT ero MoJaidbHOCTh. [Ipu 3TOM B Quiib-
M€ TMOJHOCTBbIO OTCYTCTBYET MY3bIKaJb-
HBII psii. BMECTO My3bIKM CIIBIIIHBI 3BYKH
TOPOJACKON cpelbl — TpaMBaliHbIE 3BOH-
KU, TYIKA aBTOMOOWIIS, OOPBIBKU peuH
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MIPOXOXKUX U T. . VICKITFOUeHUE COCTaBIIA-
10T JIBa MOMEHTA: UCTIOJHAEMbI OHUM U3
OTIIOB, CTpaJarolnuX MNpoOJIeMOW C JUK-
nuet, pomanc J[. TyxmMaHoBa Ha CTUXU
JI. PybGanbckoit « HammpacHble ciioBay 1 3By-
yamuii B puHane puinpma mapu B. Aran-
kuHa «[Ipomanue ciaBsHKI.
3HAYMMOCTh YIOMSIHYyTOTO pOMaHca
omnpenensieTcss Ha3BaHueM ¢uibma, KOTO-
poO€ OTCHUIAET Hallly MaMATh K Tpareauu
V. lllekcnupa «I'amner, IpUHIL JaTCKUA.
OnHOM M3 TEpOMHb Tparequu SBIAETCS
Odenust, kKOTOpyrO OOCTOATENBCTBA KU3-
HU NpUBOAAT K Oe3ymuto. [lomumo Ttoro,
yto Odenuss — MOOUMBINA JTUTEpPATyPHBIN
nepcoHax Odbl u e€ MmaTepu, CMEPTh CBO-
el ponutenpHUIlbl Oda o0ycTpanBaeT mo-
n00HO Tomy, Kak TuOHeT Odenus. Beé ato
Na€T BO3MOXHOCTb OTMETHUTh MEPEKINY-
KH MeXay pomaHcoM TyxmaHoBa, mep-
Basi cTpoka kotoporo «HampacHbie cioBa
— BUHBETKA JIOKHOW CyTHU» pudmyercs
MO CMBICIY C TEKCTOM, MPOU3HOCUMBIM
I'amnerom: «Bcé cioBa, cioBa, CJI0OBa...».
UYro xe kacaercsa mapma «lIpomanue cia-
BIHKW» B. ArankuHa, TO OH UMILIAIUAT-
HO COJIEPKUT B cebe yCTaHOBKY, KOTOpas
oOHapykuBaeT ceOsi B HAIyTCTBEHHBIX
cioBax orua ['amiera, TouHee, ero npwu-
3paka, OOpamEHHBIX K CBHIHY-TIPUHILY:
«OnHako, kKak Obl HU CIIOXKHUIACh MECTh
/ He ockBepHS{ AyIIM U yMBILIJIEHbEM /
He nocsrait ma mate. Ha 1o eit bor /
U coBecTu riy0oKue YKOIBD».
OnpaBaaHHOCTh 0003HAYEHHBIX TOYEK
UHTEPTEKCTYyaJbHOTO TepecedyeHus o0y-
CJIOBJIEHA CJEAYIOUIUM CIOKETHBIM MO-
MeHTOM: yOuBmas cBoto mMaTh Oda unér
N0 MUpCy U mepenaéT NByM cCIeniam —
NalnreHTaM PaclojloKeHHOTO Ha mobepe-
XKbE CAHATOPHUS — OCTABIIYIOCS OT MaTepu
TpocTh. IMEHHO B 3TOT MOMEHT B (DHIIb-
Me 3ByuuT mapul «lIpomianue ciaBIHKN»
B. Arankuna. Orta ¢uHampHas KOMIIO-

3ULKSA, SBISAIONIAS COOOW CHIBHYIO IIO-
sunuio Tekcra (M. ApHonbna), BbI3BIBAET
B MaMsITH BOCHHYIO XpOHUKY U T1akat «Po-
nuHa-Math 30BET!». IloMmeriéHHas B KOH-
TEKCT CUHTETUYECKOTO XYA0KECTBEHHOTO
11€JIOTO MY3bIKa 00peTaeT CTaTyc IMOTUB-
HOTO MOTEHI[Majda KUHOTeKcTa. Ero akry-
anu3anus (BepOanu3ainus) MOXKET OBITh
MpeJCTaBlIeHa CIEAYIOIHUM 00pa3oM:
pa3HoOoOpa3HbIC CIOTaHbl, COTIIACHO KOTO-
pbIM MBI — 1eTH Poccuu, ocTaroTcs TOIbKO
CJIOBaMU, TTOTOMY UYTO B JEHCTBUTEIbHO-
CTH BC€ MBI 3]ICCh — IACBIHKH M I1aJIue-
punbl. OnHaKo Kak Obl HU ObLIa BENHKA
M€pa Hallero HEAOBOJbCTBA POJUHOU,
OHa HEMOJICYJHA MO OJIHOM MPOCTOUN MpH-
YuHE: MBI OBLIM POXKJECHBI Ha ITOU 3eM-
JIe, MOJyYNB KaKAbli cBOU maHc. [lotomy
€IMHCTBEHHOE MPaBO, KOTOPOE Mbl UMEEM
[0 OTHOIIECHUIO K Poccun, — 3a00TUTHCS
o e€ mponBeTaHWU. BaxxHO, YTOOBI TeM,
KTO OyneT mocjie Hac, He MPUIIOCh €€
MOKHAATh B IOMCKax Jydwen monu. He
MOHUMATh 3TOTO MOTYT JIMIIL OE€3yMIIbI,
nogo6Hbie reporHe K. MypartoBoii.

Bcé  BBIIGUBIIOKEHHOE  MO3BOJISET
yTBEpPKJaTh, YTO B CHUHTETHYECKUX XY-
JIO)KECTBEHHBIX  TEKCTaX, OCHOBAaHHBIX
Ha B3aMMOJCHCTBUU BepOAIBHOTO, MY-
3BIKAJIBHOTO U BU3YaJbHOTO PSAJIOB, MPO-
HUCXOIUT YBEIWYEHUE COMEPKATECIHHOTO
00béMa, peanu3yroero dMOTHUBHBIA IIO-
TEHI[MAJl XYJ0KECTBEHHON I[E€TOCTHOCTH.
[TogobHOE mMONOXKEHUE MAeN MPOUCXOIUT
MOCPEACTBOM MPUHIIUIIA UHTEPTEKCTyalb-
HOCTHU, KOTJIa OJIMH U TOT X€ HeBepOaib-
HbII (B HaIlleM Ciy4yae — MY3bIKaJbHBbIN)
JTUCKYPC OJHOBPEMEHHO MPUHAJICKUT HE
TOJIKO JAHHOMY, HO U JPYyrOMYy TEKCTY,
3aKJIrodasi B ce0e JIONMOJHUTEIBHBIE DMO-
TUBHbIE 3HaueHus. [Ipuuém akTyanbHbIC
B ClIydyae MPOTOTEKCTa, B YCIOBHUSX HO-
BOTO CHUHTETHYECKOTO XYyI0XKECTBEHHO-
ro IIeJOT0 TaKue SMOTHUBHBIC 3HAYCHUS
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TpaHCHOPMHUPYIOTCS B IMOTHUBHBIN MOTCH-
[[Maj, BOBJIEKas SA3bIKOBYIO JIMYHOCTH B
MIPOIIECC CMBICIIO00pa30BaHUsI, MHUIIUUPY-
IOLMNA UX aKTyaJu3aluio/Bepoain3anuio.
Wrak, uHTErpanus KaTeropuu SMOTHUB-
HOCTU Ha YPOBHE JIMHTBUCTUKU U JAPYTHX
obnacTell TyMaHUTApPHOTO 3HAHUS TO3BO-
JSI€T YXOAUTH OT ONEPUPOBAHUS TOTOBBIM
npoaykrom (Ergon), co3naBasi MpeLEIeHT
JUIST  BOBJICUCHHS SI3BIKOBOM JIMYHOCTH
B MpOCTpaHCTBO ayxa (Energeia). C sToit
TOUYKH 3peHUs HauboJiee MepCcrneKTUBHBIMU
BUJIATCS OTBITHI B3aUMOJICHCTBUS JINHTBH-
CTUKM M MY3bIKaJIbHOTO BHJa HCKYCCTBA.
BHe BCAKMX COMHEHUH, B KaXIOM KOH-
KPETHOM CJydyae 3MOTUBHOCTb, pa3pada-

ThIBa€Masi B OTJIWYHOW OT JIMHTBUCTUKH
ctepe, oOpeTaeT HOBbIE XapaKTEPHUCTHUKH,
HECKOJIBKO OTAAJISISICH OT MPEAENIOB ATOU
M3HAYaJIbHO JTUHTBUCTHYECKOW KaTeTOPHH,
MepBOe YIIOMUHAHUE O KOTOPOU OBLIO cle-
smaHo B. lllaxoBckum emié B koHie 60-x ro-
noB XX Beka. OgHako nogoOHbIE SKCIIEPH-
MEHTBI CITY)KaT CBUJIETEILCTBOM TOTO, UTO,
onepupys Ha CBOM CTpaxX M PUCK HOBBIM JJIS
MY3bIKQIBHOW HayKu (EHOMEHOM, OTeUe-
CTBEHHBIC U 3apyOeKHBIC MCKYCCTBOBEIBI
o0ecrneunBalOT €ro >KMU3HECMOCOOHOCTb,
JEMOHCTPUPYS OYEBUIHBIA TMPUOPUTET
3HAaYMMOCTH  YEJIOBEYECKOro  (akropa
B 3TOXY IIU(POBU3AIUU U UCKYCCTBEHHOTO
WHTEIJIEKTA.
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Iuc. ...
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8 Ave Maria, gratia plena;
Dominus tecum:
benedicta tu in mulieribus,
et benedictus fructus ventris tui, Iesus.
Sancta Maria, Mater Dei,
ora pro nobis peccatoribus,
nunc et in hora mortis nostrae.
Amen.

Panytiics, Mapus, 6inaronatu nosHas!
T'ocnoae ¢ To6or0;

6narocioBeHHa Thl MeX 1y jKeHAMU,

u OGrarocioBeH 1107 upeBa Troero Uucyc.
Csstas Mapus, Mareps boxus,

MOJIUCH O HAC, TPEIIHBIX,

HBIHE U B 4aC CMEPTH HaIlICH.

AMUHB.
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CayHA-amM3anH Kak obpa3oBaTenibHOe HanpaBrieHue
BbICLUEN WKONbI: NPO6nemMbl n nepcnekTuBbI

Hpuna Bopucosna l'opoynosa', CBetiana BragnmupoBHa Me3eHnena’

.2 Poccutickuil 2ocyoapemeennulil nedazocudeckuil yHusepcumem um. A. U. I'epyena,
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Annomayus. B pabote uccienyroTcs mpooaeMbl MOATOTOBKH cayH I-An3aiiHepa — CleHanucTa
B oOmactu paboOThl CO 3BYKOM, BJAJICIONIET0 COBPEMEHHBIMH KoMmeTeHIusMu. CayHI-Au3aitH
paccMmarpuBaeTcsl Kak 0COOBIH BUJ TBOPUYECKON AEATEIHLHOCTH U 00pa30BaTelIbHOE HAIIPaBIICHUE
poccuiickoil Beicuieil mkonbl. Co3gaHue 3ByKa CpeacTBaMU HUQPOBOrO Iu3aifHa YykKe HMEeT
CBOIO UCTOPHIO, TEOPUIO U MPAKTUKY B chepe oOpa3zoBaHusi. ABTOPHI OCBEIIAIOT HOBBIM MPOhUIb
MarucTparypbl «IH(bOpMaIlmOHHBIE TEXHOJIOTHH B MY3bIKE M CayH[-IH3aiiHe», MPEICTaBICHHbII
Poccuiickum rocynapctBeHHbIM nenarorndeckumM yHuBepcutetoM (PITIY) umenu A. U. I'epuena.
KauectBo o00pa3oBareiabHOro TMpolecca JJODKHO 00eclednTh HEeOOXOAUMOCTh IMOATOTOBKHU
BOCTPeOOBaHHOIO CIELHMAUCTa BBICOKOTO YPOBHS. 3BYKOBOUM IOu3aiiH TpeOyeT OT CHeluanucTa
0COOBIX HABBIKOB M KOMIUIEKCHBIX 3HaHUil. [Ipemnaratorcs k oOcyxaeHuo npodeccruoHalbHbIe
KOMITETEHITUH, KOTOPBIMU HEOOXOIUMO OBJIaI€Th CayH-IM3aiiHePY KaK CIEIHAIUCTY, CHOCOOHOMY
MIPUMEHSITH MOTYYCHHbBIE 3HAHUS B PA3TUYHBIX COBPEMEHHBIX HAIMPABICHUAX MPOhecCHOHAIbHON
NESATENIbHOCTH. XapaKTepu3yeTcsl KOMIUIEKC HEOOXOAMMBIX TUCIUIUIMH paccMaTpuBaeMoil
o0pa3oBaTeIbHON MPOrpaMMbl B paMKax HampaBiIeHUs MOATOTOBKH «H(MOpMaIMOHHBIE CHCTEMBI
Y TEXHOJIOTUMY. PacKpbiBaeTcs OMbIT paboThl yueOHO-METOANYECKOM Taboparopun « My3bIKaabHO-
koMmbloTepHble TexHonorum» PITIY umenun A. U. I'epuena B stoit obnactu. Ompenensirorcs
MIEPCTIEKTUBBI Pa3BUTHUSI HOBOTO 00Pa30BaTEILHOTO HAIIPABIICHUSI.

Kniouegvie cnosea: My3bIKaabHO-KOMITBIOTEPHBIE TEXHOJIOTUH, CAyH/I-AU3AMH, CayHI-1U3alHED,
JIU3aiiHep 3ByKa, MEIMAKYJIbTypa, MEANaxXyd0KEeCTBEHHOE TBOPYECTBO, MaruCcTparypa

Jlna ywumuposanus: I'opbynosa U. b., Mesenuena C. B. Caynn-au3aiitn kak o0pa3zoBareiabHOe
HampaBlieHUE BBICIICH IIKOJIBI: MPOOIeMbl U nepcneKTuBbl // [IpobnemMbl My3blKaabHOW HayKH /
Music Scholarship. 2022. Ne 3. C. 184-195. DOI: 10.56620/2782-3598.2022.3.184-195
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Sound Design as an Educational Trend of Higher Education:
Issues and Perspectives
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Abstract. This work researches the issues of instruction of the specialist sound designer in
the sphere of work with sound who is endowed with present-day competence. Sound design is
examined as a special type of artistic activity and as an educational direction in Russian higher
education. Creation of sound by means of digital design already possesses its own history, theory
and sphere of practice in the domain of education. The authors illuminate the new profile of
the Master’s program “Information Technologies in Music and Sound Design” available at the
Herzen State Pedagogical University of Russia. The quality of the process of education must
provide the necessity of instruction of high-level specialists on demand. Sonar design requires
specific skills and complex attainments from the specialist. Offered for discussion are the
professional competencies which are necessary for the sound designer to master as a specialist
capable of applying the attained knowledge in various present-day spheres of professional
activity. Characterization is provided for the complex of required disciplines of the examined
educational program within the frameworks of the educational program within the frameworks of
instruction of “Informational Systems and Technologies.” The experience of work of the tutorial
methodological laboratory “Musical Computer Technologies” of the Herzen State Pedagogical
University of Russia in this field are disclosed. The prospects of the development of the new
educational direction are determined.

Keywords: musical computer technologies, sound design, sound designer, sonic designer, media
culture, media-artistic creativity, Master’s program

For citation: Gorbunova 1. B., Mezentseva S. V. Sound Design as an Educational Trend of
Higher Education: Issues and Perspectives. Problemy muzykal'noj nauki / Music Scholarship.
2022. No. 3, pp. 184-195. (In Russ.) DOI: 10.56620/2782-3598.2022.3.184-195

COBPEMEHHOM LU(POBOM MHUpE MpHU
B IIOMOIIY 3BYKOBOIO JM3aiiHa CO3-

JaroTcsi UHPOPMALIMOHHBIE MOTOKU
pa3Horo Tuna u npenHasHayeHus. Obmactu
IPUMEHEHHUSI MacTepcTBa CayH[I-IH3aiiHe-
poB Bc€ Ooiee pacIUpsAIOTCs: 3TO, HANpH-
Mep, 3ByKOBOM JTM3aiiH B KOMIIO3UTOPCKOM/
apaHXKUPOBOYHOM M 3BYKOPEKHUCCEPCKOM

TBOPYECTBE, UT'POBOM KOMIIBIOTEPHOW WH-
OYCTPHH, JPYTUX O0JacTSIX MEAHaoTpaciu
Y Pa3JIMYHBIX 3PEIUIIHBIX IPAKTUKAX, IIPO-
MBIIIUICHHOCTH U, HAaKOHEIl, Kak o0pa3oBa-
TEIbHOE HAIIPABJICHHUE.

HccnenoBarenu cayHA-Au3aiiHa daiie
BCEro aHaIM3HUPYIOT chepy NpUMEHEHUs
npodecCUOHAIbHBIX HABBIKOB  CayH/-
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u3aitHepa, MOCKOJIBKY 3TO OYEHb OBICTPO
pa3BUBaIOIIAsACA, JUHAMHUYHAs M MHOTO-
rpaHHasi 1O OXBaTy pacCMaTpPUBAEMbBIX
npoOjeM M pPEHICHUI0 KOHKPETHBIX pa3-
HOPOJIHBIX MpPaKTUYECKUX 3ajady o01acThb
nestenbHOCTU. Pabora cayHa-nuzaiinepa
HeoOXouMa, HampuMmep, NMpH MOJATOTOBKE
COBPEMEHHBIX ayIMONPOYKTOB HOBBIX Me-
JTUAXaHPOB (ayIMOMOJIKACT, ayauocepual,
ay/IMOKHUTA U T. 11.), OHA 4acTo TpedyeT co-
BMEILCHUS PEAAKTOPCKUX U PEKUCCEPCKUX
HABBIKOB U MHOTOTO Apyroro. «O60cHOBaH-
HOCTB 3TOTr0 NepecedyeHus npodeccruoHab-
HBIX KOMIIETEHUUH OOyCIOBJIEHA MOJIMUKO-
JIOBOI TPUPOJION BCEX pacCMaTpPUBAEMBIX
Hamu aynumodopmatoB. B cimydae ¢ atumu
aynuodopmaramMu pelakTopckas o0pabdoT-
Ka CBSI3aHa C YCTAHOBJICHUEM CBSA3U MEXKY
MOBECTBOBATEJIbHBIM M MY3bIKAJIbHO-3BY-
KOBBIM CIOK€TaMH B HJACHHO-TEeMaTHye-
CKOM acrekTe», — orMmeudaeT B. banp [1].
Tak, B padorax E. PycunoBoii, nocsmén-
HBIX HCCJIEIOBAaHUIO 3BYKa Kak d3JIeMEHTa
MHOT'04CIIEKTHO MOHUMAeMOIro KHUHEMaro-
rpauecKoro MpOCTPAHCTBA U 3BYKOBBIX
MPOCTPAHCTB KAaK CHCTEMOOOPA3yIOLIUX
CTPYKTYp (hunpMa, Ha mpuMepax U3 TEOpUH
Y MPAKTUKU KUHOUCKYCCTBA JEMOHCTPUPY-
IOTCSl CIIOKHBIE W WHIWBUIYyaTU3UPOBAH-
HbIE 3BYKOBBbIE MPOCTPAHCTBA KUHOPAOOT,
YacTO BBIMOJHSIONIUME KIOYEBYIO POJIb
B NOHMMAHUU LIEJIOCTHOMN XYI0XKECTBEHHOU
(hopMBI MPOU3BEIEHUS U 3aMbICa PEXKHC-
cépal.

B ycinoBusx NOCTOSHHO pacTyLIEro
o0béMa 3a7ad W CIENHATU3HUPOBAHHOTO
Mpo(EeCCHOHANIBHOTO ~ anmaparHoro  MH-
CTPyMEHTapusi U MPOrpaMMHOI0 obecre-
yeHus: npodeccusi cayHi-Au3aiHepa cTa-
HOBUTCSI BCE 0Oosiee MHOTOKOMIIOHEHTHOM
Y MHOTOTPAHHOM, a y4eOHbIE TUCIUILITUHBI,
o0ecrieyuBalone Ka4eCTBEHHYIO IOATr0-
TOBKY TaKOT'O CIIELIMAIIUCTA, BCE OoJiee KoM-
wiekcHbIMU. [Ipodeccus caynna-nuzaitHepa

BoOpana B ce0s MHOrue 6onee y3KocHenu-
aNM3UpPOBAaHHbIE U KOHKPETHBIC HaIpaBie-
HUS Kak B cepe oOecrieueHns: KOHIIEPTHOM
NESITENbHOCTH (3BYKOPEXKHUCCEDP, 3BYKO-
oIepaTop, 3BYKOMHXKEHEpP, MUKPO(OHHBIHA
oreparop, TEXHHK Od3KiaiiHa, MOHHUTOP-
HBIW OTeparop), Tak U B cepe 00paboTKu
u (opMHpoBaHUs 3BYKOBOTO Marepuaia
(mocTnpoAakiiH: peKopA-MeHeIKep, ua-
CTUYHO apaH)XHPOBIIUK, MY3bIKaJIbHBINA
MIPOAIOCEP, CayHA-TIIPOJIOCEp, MY3bIKaJb-
HBIN 3ByKOpexuccép u np.). PaccmarpuBas
Oonee TOAPOOHO [AaHHOE HAaNpaBJICHHUE,
WCCIIeZIOBAaTEeNIM OTMEYAIOT, YTO TIOKA HE CY-
IIECTBYET IIEJIbHOTO MPEACTABICHUS O 3BY-
KOBOM JIM3aifHe B LI€JIOM KaK 0CO00i TBOP-
YECKOW JAESATEeIbHOCTH, 3BYKOBOM JW3alH
«HCTIONB3YETCs B pa3HbIX cdepax, HauuHas
C pamuo ¥ KuHemarorpada, KOMIO3UTOP-
CKOTO TBOpPYECTBAa M 3aKaHYMBAS PEKIAM-
HOM JeSTeNbHOCTRIO (Hampumep, B cdepe
OpsHauHTAa W mpomo-akiuii). M B kaxkmoit
o0nacTu cayHI-Au3aiiH o0JiaiaeT CBOUMH
0COOEHHOCTSIMH, UMEET CBOM creruduye-
ckue 3amaun»’. Hekotopoe Bpemsi TUCKYC-
CHOHHBIM OBUIO Jla)k€ HalMCaHUE Camoro
CJIOBOCOYCTAHUS «CayH-TU3alHEP»”.

CayHa-nu3aiiH IpU3BaH MEPEOCMBICITH-
BaTh 3BYKH OKpPYXAalOUIEro MUpa U Haxo-
IUTh UM HOBOE NpuMeHeHue. Crenuanuct
JIODKEH TPaMOTHO W TPO(heCcCHOHATBHO
B3aMMOJICICTBOBATh CO BCEMH YYacTHH-
KaMH TPOEKTa, Pa3doupasch B TOHKOCTSIX
HE TOJIBKO B oOnactu 3Byka. OH JOJKEH
OBITH 3HAKOM C OCHOBAMH Pa0OOTHI PEXKHC-
cépa, IOHUMATh €T0 3aMbICEJI, KOHLIEIIIHIO,
TBOPYECKHE BO3MOXHOCTU KOJUIEKTHBA.
B nomMoup cayHI-mu3anHEpy CO34ar0TCS
3BYKOBBIEC OMOIMOTEKU U KOJUJIEKIIUHU, OaHKH
3ByKOB. OTHOBPEMEHHO C ()OPMHUPOBAHUEM
Takux 0a3 BBIJIEIWIOCHh U CAMO aBTOHOM-
HOE TEYCHHUE XYIOKHUKOB 3ByKa — apcaky-
CTHKA (POXICHUE TEPMUHA OTHOCHUTCS €Ié
Kk 1970-m rogam, KéapHckoMy pajuo)?.
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CeronHsl B CBSI3U C KPYTOM paccMaTpuBa-
€MBIX TIPOOJIEM CIIEIYeT TaKKe YIOMSHYTh
U 0 qu3aiiHe MU(POBBIX MY3BIKAIBHBIX HH-
CTPYMEHTOB C CEHCOPHBIM JKPaHOM, OpH-
EHTUPOBAHHBIX Ha MEPKYyCCUOHUCTA [2], TO
€CTh O TaK HAa3bIBAEMOM «IIE€PKYCCHUOHUCT-
CcKoM au3ariHe». Kpome Toro, MoxxHO oTMe-
TUTB BOIIPOCHI, CBSI3aHHBIE C «OOJIETYCHUEM
U JOCTYNHOCTBbIO HCIIOJHEHUS» WIH BO3-
MOKHOCTBIO CO3/IaHUSI COBMECTHOT'O MY3bI-
KaJIbHOTO TIPOEKTa, — pedb O CayH-Iu3aiHe
C UCIOJB30BaHUEM IHU(POBBIX MY3bIKATb-
HBIX UHCTPYMEHTOB [3] (4acto — B pexxume
OHJIallH) W M3YYEHUU MOTHBOB CO3/IaHUS
HOBBIX IU(POBBIX MY3BIKAIBHBIX HHCTPY-
MEHTOB [4].

OnuH U3 caMbIX HEBEPOSITHBIX U OBICTPO
Pa3BUBAIOIINXCA MPOEKTOB B HMHAYCTPUU
BBICOKHUX TEXHOJIOTHM, Mera U UHyCTPUHU
pa3BICYEHUI — UCKYCCTBEHHBIN MHTEIUICKT.
B oGmactu uudgpoBoii My3bIkH, HHpOpMa-
IUOHHBIX MEIHa, MY3bIKaIbHO-KOMIIbIO-
TEPHBIX TEXHOJOTHH, CayHA-IW3aiiHa 3TO
y)K€ JO0CTaTOYHO UIMPOKO HCIIOJIb3yeMbIe
TexHoJoruu. bonee Toro, sl MpoaBHKE-
HUS ayJIMOBU3YaJIbHBIX MPOIYKTOB CErOIHS
HEO0OXOJIMMO YUWTHIBaTh M CTPATEruu pea-
TUPOBaHUsI Ha TPEOOBAHUS HCTOIb3YyEMbBIX
MaIIUHHBIX aJITOPUTMOB, U BO3MOXHOCTH
UCIIONIb30BAaHUsl TEXHOJOTMU HCKYCCTBEH-
HOTO HMHTEIUIEKTa B cepe My3bIKaIbHOTO
TBOPYECTBA U MY3bIKaJIbHOTO MPOAKOCUPO-
BaHus [35, c. 113].

Co3nanue 3ByKa CpeACTBaMH MY3bI-
KaJIbHO-KOMIIBIOTEPHOTO 3BYKOBOTO JH-
3aifHa y>Ke UMEeT CBOIO UCTOPUIO, TEOPHUIO
U MPaKTHKy B cdepe oOpa3oBaHus. B Ha-
CTOsIIIIeH paboTe OCBEIIAETCsl HOBBIM IMPO-
bunp maructparypsl « HbOpMaAIIMOHHBIE
TEXHOJIOTUM B MY3bIKE U CAyHI-AU3aNHE»,
IPECTABICHHBI  y4eOHO-METOIUIECKON
naboparopueir  «My3bIKaabHO-KOMIIBIO-
TEpHBIE TEXHOJIOrMW» Poccuiickoro rocy-
JApPCTBEHHOI0 TEJAarornuecKoro yHUBEp-

curera (PT'TIY) umenn A. U. I'epuena.

Kak oOpa3oBarenpHOE HampaBieHUE
3BYKOBOM JHM3aiiH CTall BOCTPEOOBaHHBIM
B Poccum 4yTh Gosblie necatu JeT Hazaj.
[IprunHON pocTa MOIYJISIPHOCTU SIBUIIOCH
pa3BuTHe MY3bIKaJIbHO-KOMITbIOTEPHBIX
texHosoruit (MKT), ¢ ucnons3oBanmem Ko-
TOPBIX 00paboTKa 3ByKa JOCTHIJIA HOBOTO
ypoBHA. B HHAyCTpUU KMHO U KOMITBIOTEP-
HBIX WUrpax MNpPOQPeCcCHOHAIBHBIN YPOBEHb
paboThl cayHI-AM3aifHEpa BeCchbMa BaXKEH.
B Cankr-IletepOypre nanHasi 1ucuuIuinHa
nosisuiiack Briepsbie B 2003 roay B ['ymanu-
TapHOM YHHMBEPCHUTETE MPO(COI030B, KOTA
ObUTH M3aHBl TIEPBBIE Y4eOHBIE MOCOOUS’,
rJe aBTOpbl 0000IIAIM TEOPETUYECKHE U
IIPaKTUYECKUE MaTepHalbl, 3a/1€CTBOBAaH-
HBIE B IPOIIECCE OCBOEHUS Mpodeccuu 3By-
KOBOTO JU3aiiHepa U CcHelHalncTa B obia-
CTH LIU(PPOBBIX MEIHUA.

[TepBass B Poccun YuebHO-MeTOAMUE-
ckass jaboparopus (YMJI) «My3bikaib-
HO-KOMIIBIOTEpHBIE TexHonoruuw» PITIY
nmernu A. U. I'epriena 6b11a co3mana B 2002
roay noj pykoBoactsoM M. I'opOyHOBOI 1
YCHEUIHO CYIIECTBYET YK€ ABaJUaTh JIET.
OcHoBHOI €€ muccHell ctana pa3paboTka
CHUCTEMBl OCHOBHOI'O M JOIIOJIHUTEIBHOTO
poeCCUOHATIBHOTO MY3BbIKaJIbHOTO 00-
pazoBaHus ¢ ucnoas3oBanueM MKT, B Tom
yyclie MOATOTOBKA KaapoB Juisi oOpa3oBa-
TenpHbIX yupexaeHuit Cankt-IleTepOyp-
ra u Jleaunrpanackoit oo6mact, MOCKBBI 1
MockoBcko#l 0051aCTH, pa3IMUHBIX PETHO-
HOB Poccuiickoit @enepanun (Pecnyonuku
Tarapcran, bamkoprocran, bypsrtus, Uy-
Bamickass PecmyOnuka, PecmyOonuka Komw,
Pecniybnuka Caxa (Skytust), Yamyprckas
Pecnybonuka; Anraiickuii, KpacHomapckui,
[lepmckuii, [Ipumopckuii, XabGapoBckuii
Kpas; ApxaHrenbckas, bpsHckas, Boio-
rojackasi, Boponexckas, KanuHuHrpan-
ckas, Kamyxckas, Kemeposckas, Kocrpom-
ckas, Kypckas, Jlumenkas, MypmaHckas,
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Hwxeroponckas, HoBocubupckasi, Omckas,
Opinosckas, [IckoBckas, Pszanckas, Camap-
ckas, CBepmiioBckasi, TBepckas, Tomckas,
SpocnaBckas oOmactu; Janeuuii Boc-
ToK Poccun, Xantei-Manculickuii u SIma-
no-Henenkuii aBTOHOMHBIE OKPYyTa, — BCETO
6omee 5000 o6pa3oBaTeIbHBIX YUPEKACHHUM
Poccun) u ctpan Gmmkaero (AzepOaimxaH,
Apmenus, benapyce, Kazaxcran, JlarBus,
JIutBa, Y30ekucran, DCTOHHS) U AATBHETO
(Upan, Kunp, Kwuraiickas Hapognas Pe-
cnyonuka, Hunepnaune, CILIA, @panmmst)
3apyOexbs 111 HOBOM MEPCIEKTUBHOMN 00-
JacTi MpPOQEeCcCUOHANBHON NeITeIbHOCTH,
B TOM YHCJI€ Yepe3 CUCTEMY AMCTAHIUOH-
HOTO 00pa30BaHMUSL.

Ha 6aze YMJI «My3bIkanbHO-KOMITbIO-
TEpPHBIE TEXHOJIOTUM» pa3pabOTaH U BHe-
npéH B mporiecc oOydeHus psiix oOpa3zoBa-
TEJBHBIX MMPOTPAMM, CPEIU HUX:

— 2002 rom — mporpamma mpodeccro-
HaJIbHOM TiepenoArotoBku «lIpenomaBanue
MY3bIKQJIbHBIX JUCHUILINH C UCTIOIb30BaHU-
em MKT B cpennux npodeccuoHanbHbIX 00-
pa30BaTeNbHBIX YUpEKIACHUSIX» (526 yacoB);

— 2004 ron — npoduiab MOATOTOBKU
OakanaBpoB oOpazoBanus 050610 «My3bI-
KaJIbHO-KOMIIbIOTEPHBIE TEXHOJIOTUNY;

— 2006 roxg — mporpaMMa MarucTepCcKoi
noaroroBku 050610M «MKT B oGpa3zoBa-
HUWY;

— 2008 ron — mporpamma «MKT pe-
abuiuTanuy JoAe ¢ OrpaHuYeHHBIMU
BO3MOXHOCTSIMU 3PEHUS U CITyXa» JJIsl CTy-
JIEHTOB (paKylbTe€Ta KOPPEKIIMOHHOU Tie-
Jaroruku (OTIENeHHE CYpAONeNaroruku u
TU(IONIEAATOTHKHN ) U JIP.;

— 2010 rox — mporpamma mnpodeccuo-
HaJIbHOW mepenoarotoBku «lIpenomnaBanue
ANEKTPOHHBIX MY3bIKAJIbHBIX HHCTPYMEH-
TOB B CpPEIHUX MPOQPECCHOHAIBHBIX 00pa-
30BaTeNbHBIX YupexaeHusx» (502 yaca);

— 2013 ron — mporpamma mnpodeccuo-
HaJIbHOM mepenoarotoBku «lIpenonaBanue

AIIEKTPOHHBIX KJIABUIIHBIX CHUHTE3aTOPOB»
(MomyInbHAs); porpaMMa MpoQeCcCuOHATb-
HOI nepernoaroroBku «lIpenonaBanue my-
3BIKAJbHBIX JUCIUIUIMH C UCIIOJIb30BAHUEM
MKT» (MonynbHas);

— 2014 rox — mporpamma OakajaB-
puara «MHpopMamoHHbIE TEXHOJIOTHU
B XYJOXXECTBEHHO-3CTETUYECKOM 00pa3o-
BaHUU JeTei» (MOAyabHAas); TUCIHUILIUHBI
«MKT B AOMNOTHUTEIBLHOM XYI0XKECTBEH-
HO-2CTETUYECKOM OO0pa3OBaHUU JE€TEI»
u «OCHOBBI XyIOXECTBEHHOU HH(pOpPMa-
tukn» (Muctutryt nercrea PITIY umenu
A. W. I'epuena);

— 2017 ron — mporpamMma mpogdeccuo-
HajbHOW mepenoarotoBku «Mudopmariu-
OHHBIE TEXHOJIOTUU B MY3bIKE U MY3bIKaJIb-
HOM 00pa3zoBaHum» (252 vaca);

— 2019 rog — Maructepckas mporpaMmma
«IIpoexTupoBaHre JONOTHUTEIBHBIX 00-
Pa30BaTENbHBIX MPOrPAMM ISl O1apEHHBIX
JeTel U TaTaHTINBOU MOJIOAEKM» (MOTYITb-
Has);

— 2019 rom — mporpamma mpodeccu-
OHAJIbHOM MepenoAroToBku « TexHonoruu
CO3JIaHUSI U XYIOXKECTBEHHOW 00paboTKU
3ByKOBOH WH(pOpMaIum» (IUIUIOM C Tpa-
BOM Be/IeHUsI PO eCCUOHANTBHON e TeNb-
HOCTU B cdepe TEeXHOJOTHHl co3pgaHus U
XyJ0’)KECTBEHHON 00pabOTKH 3BYKOBOW MH-
dopmanun);

— 2020 rom — mporpamma mpodeccH-
OHAJIbHOM TNEPENnoOAroTOBKU «Jlucranuu-
OHHbIE 00pa3oBaTelIbHbIE TEXHOJOTHUU
B MY3BIKE U MY3BIKQJIHBHOM OOpa30BaHHI
(252 yaca);

— 2021 ron — mporpamma mnpodeccu-
OHAJIbHOM MepenoAroToBku « TexHomoruu
CO3JIaHUSI U XYIOXKECTBEHHOW 00paboTKU
3BYKOBOM HMH(pOpManuu» KBaIU(PUKALUU
«3ByKopexxkuccép» (252 gaca);

— 2022 rog — nporpaMMa MarucTepcKon
noarotoBku 09.04.02 «udpoBsie TexHO-
JIOTUU B MY3BIKE U CayH]I-AU3alHE;
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— 2022 rom — momoiHUTENLHAsA OOIIe-
pasBuBaroias nporpamma «Mudpopmaruon-
HbIe TeXHOJOTUU B My3bike» (1080 wyacoB).

B wnacrosmmii MomeHT Ha 0Oaze YMJI
«My3bIKaJIbHO-KOMITBIOTEPHBIE  TEXHOJIO-
TUM» BBEJEHBI B 00pa30BaTEIbHBIA MPO-
riecc OoJyiee TPUALIATH MPOTPAMM MOBBIIIIE-
HUSl KBaJTU(PUKAIUKA U TPOodecCHOHATbHOM
HEePEnoAroOTOBKU C MOJIEPKKOIM B CUCTEME
JUCTAaHIIMOHHOTO oOpa3oBaHusi Moodle
(6onee mompoOHOE OMUCAHUE CM., HaIPH-
Mep, B pabore: [6]).

MHOTOIETHSIS U ITOJOTBOPHAS ACSITEITb-
HOCTb COTPpYAHUKOB YMII «My3bikalib-
HO-KOMIIBIOTEpHBIE TexHonorum» PIITY
uMmenu A. 1. I'epuieHa nociayxuina 0CHOBOM
JUI pa3pabOTKA HOBBIX 00pa30BaTENBHBIX
NporpaMM W HampaBJIeHUH, peann3yeMbIX
Ha PAa3IMYHBIX YPOBHSAX: OT HAYaJIHLHOTO
U cpeaHero npodeccuoHanbHOro olpa3o-
BaHUs (JETCKUE MY3BIKAJIbHBIE IIKOJIBI H
JETCKUE TIKOJIBl MCKYCCTB, MY3BIKAJIbHBIC
U MY3BIKQJIbHO-TICJIJaTOTHYECKUE YUHITUIIA,
MY3bIKaJIbHbIE U TEJarornyecKue Koyuie-
KU U JIPYTHE MY3BIKAJIBHBIE YUPEKICHUS,
peanu3yronme MoArOTOBKY 00y4aeMbIX Ha
YpOBHE CpeHero npodeccuoHanbHOro 00-
pa3oBaHMs) 0 BbICHIETO (My3bIKaJIbHbBIC
aKaJgeMuu, KOHCEPBATOPUHU, WHCTUTYTHI
KYJABTYpbl, MEAarorn4eckue YHUBEPCHUTE-
Thl ¥ JP.) U JIONMOJHUTEIBHOTO MPOQeccu-
OHAJILHOTO  O0pa3oBaHMs  (y4pexaACHHUS,
peanu3yrone MporpaMMmbl  MOBBIIICHUS
KBaJU(PUKAIMK U NMPO(PECCUOHAIBHOMN I1e-
PENOATOTOBKH, a TAK)KE TIOATOTOBKY KaJIpOB
BBICIIICH KaTeropuu), BKJIIOYAs CHUCTEMY
o011ero My3bIKaIbHOTO 0Opa3oBanus (00-
11eo0pa3oBaTeIbHbIE MIKOJbI, JIUIEH, TUM-
Ha3WM M Jp.) ¥ 00y4eHUs] My3bIKe ACTeH U
HOAPOCTKOB B CHCTEME JOMOJHUTEIHLHOTO
oOpa3zoBaHusi (LIEHTPHI TBOPUYECKOTO pas-
BUTHUS JIeTell ¥ MOAPOCTKOB, JIoMa U JIBOP-
bl TBOPYECTBA U [p.), a TAKXKE CUCTEMY
MHKJIIO3UBHOTO MY3BIKAJIbBHOTO 0Opa3oBa-

HUsg (cM. TofpoOHee B psiae paboT, cpenu
KOTOPBIX: [7]).

N3 OCHOBHBIX HANPABICHUN JIEATEIIBHO-
ctu YMJI «My3bIKajabHO-KOMITBIOTEPHBIE
TEXHOJIOTMM» HA30BEM CIIEAYIOIINE:

1. My3bIKaJbHbI HHCTPYMEHT IJIAA
Kaxaoro pedénka. [lporpamma oOydeHus
My3blke ¢ wucnons3oBanuem MKT, mnog-
TOTOBJIEHHAs: 1OJ pykoBoacTBoM I. bop-
JIOBCKOTO, Tipe3usieHTa (pektopa) PITIY
umenu A. W. I'epuena, npu yuyactuu Ha-
HMOHAJIBHOTO (POHJA MOATOTOBKHM KaJlpOB
MunuctepcTBa 00pa3oBaHusl U Hayku PO,
MPOJIEMOHCTPUPOBAHHASA B MPU OTKPHITUU
I'oga yuurens (2010) npesunenty Poccun
J. MenseneBy u mnpencenarento Co.e-
ta Qenepaunn PenepansHoro CobOpanus
Poccuiickoii @enepaunn B. MarBuenko,
MOMOIIIHUKY npe3ugeHTa Poccuiickon Pe-
nepanuu (MHHHCTPY 00pa30BaHUs M HAYKH
P®) A. dypcenxko. [Iporpamma mporia
MHOTOJIETHIOIO anipoOaIiio B MUJIOTHBIX pe-
ruoHax ctpanbl (Kamyxckas oGnacte, Pe-
cnyonuka Kapenus, KpacHosipckuil kpaif,
[Tepmckuit kpai, CTaBpONOJBCKUN Kpai,
YensOunckas o01actTb, XabapoBCKHii Kpai,
Cankr-IlerepOypr u JleHuHrpaackas o0-
J1acTh) W ObUIA MOAJEp)KaHa U PEKOMEH/I0-
BaHa K BHEAPEHUI0 MUHUCTEPCTBOM 00pa-
30BaHUs U Hayku POD.

My3bikallbHOE 00pa30BaHHE Ha OCHOBE
PYCCKOM HIKOJIbI MY3bIKH, OIMPAIOIIEECS Ha
MHOTOBEKOBYIO MY3bIKAJIbHYIO KYJIBTYPHYIO
TPaJULIMIO, MOXKET CTaTh JTOCTYMHBIM IS
Ka)kJ10T0 4esioBeka B Poccun. Mbl noMHUM,
YTO BEJIMKUMH KOMIIO3UTOPAMU-KIIACCUKa-
MU CTIM WHXXCHEPhl U yUYEHBIC, XUMHUKH,
MaTeMaTUKHU, BOEHHbIE WU Bpaud. 3HAYM-
MOCTb YpOKa MY3bIKH B ILIKOJIE, IOCTPOEH-
HOT'O Ha UCIIOJIb30BAHUM TAKUX MPUHIUIIOB,
KaK MpPaBWJIbHO OpPraHW30BAaHHBIA TBOpYE-
CKUM M y4eOHBIH Ipolecc, HarpaBIeHHbINA
Ha JYXOBHOE CTaHOBJIEHHE 00y4aeMoro,
TPYAHO MEPEOLEHUTb.
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2. OOy4yeHue urpe Ha CHHTe3aTope
B JIMIII u IIIIN. MeToarka mponeMoHCTpu-
pOBaHa MHUHHUCTPY OOpa30BaHUsI U HAYKHU
P® (upHe — npeacenarento Briciuei arre-
CTallMOHHOM KOMHCCUM IpU MUHHCTEPCTBE
HayKd W BbIcIIero obOpaszoBaHust Poccum)
B. ®ununnosy, mapam r. Cankr-IlerepOyp-
ra passsix Jiet (B. SlkoBieBy, B. MarBueH-
ko, I'. IlonraByenko). Meroauka oOyueHus
Halllyla NIMPOKYIO NOJIEPKKY CpelIr Iena-
TOrOB MY3bIKaJIbHbIX JUCLUIUINH Halen
CTpaHbl.

3. Co3nanme Poccuiickoro my3bl-
KajabHoro cunrezaropa (PMC). B namm
nau 6e3 MKT HEeBO3MOXHO MpencTaBHTh
NEATENIbHOCTh COBPEMEHHOTO MY3bIKAHTA.
Coznanue PMC, xoTopblii Obl BKJIFOYAJ
TeMOpBl TPATUIIMOHHBIX HAIMOHAIBHBIX
MHCTPYMEHTOB, SBIIAETCA BAXKHOM 3aja-
Yyel s NOMyNspU3allMi MY3bIKaJIbHOTO
uckycctBa Poccuu ¢ e€ Gorareiimieit MHO-
TOHAIMOHAJIBHOM KyJIbTYypou. B coBpemeH-
HOW TEONOJUTUYECKON CUTyalu BOIPOC
CO3/IaHUsI OT€YECTBEHHBIX HMU(PPOBBIX MY-
3BIKAIBHBIX WHCTPYMEHTOB MpUOOpeTacT
0c000€ 3HaUYCHHUE.

4. Co3naHue «reHHOTr0 MY3bIKAJIbHO-
ro 0aHKa» — MOCTPOCHUE MHTEIICKTyallb-
HOI cHUCTEMBI IO KaTaJlOru3aluy Tpagulu-
OHHOM MY3BIKaJbHON KyJbTYpPbl HA OCHOBE
coBpemeHHbIX MKT. IIpoekt HampaBieH Ha
COXpaHEHHE W IPONAara’jay yHHUKaJbHOTO,
UCUE3aIoUIer0 MY3bIKaIbHOTO (OJBKIOpa
Poccun u mupa. CounanbHasi 3HaYUIMOCTh
MpoekTa 00yCIOBIIEHA BBICOKOW LIEHHOCTBIO
MY3bIKAJIBHOW KYJIBTYPbl yCTHOM TPaJAUIIUH.
CoxpaHeHne M TpoOINaraHjga yHUKaJIbHBIX
00pa3IoB HapOAHOTO TBOPUYECTBA MOHST-
HbIMU COBPEMEHHOMY YEJIOBEKY CpEACTBa-
MU TIOMOTAeTET CAaMOUACHTH(PUKAIIUN JTNY-
HOCTH, TOAAECPKUBACT €€ COLUUAIBHOE U
IpaXKJIaHCKOE CTAHOBJIEHHE, CIIOCOOCTBYET
(bOpMUPOBAHUIO TOJIEPAHTHOM CPElbl B UH-
Tepecax 00IecTBa U rocyaapcTBa.

[lepeunicienHple KOMIOHEHTHI 00Opa-
30BaTEIbHOM W MCCIIENOBATEIILCKOU Jesl-
TEIPHOCTHU, a TaKXXe MNPOBOAUMBIC (yH-
JaMEHTAJIbHbIC HAay4YHbIE HCCIIEIOBaHUS
B 001acTu pa3pabOTKU KOMILIEKCHOU MO-
JIeJI1 CEeMaHTUUYECKOTO MPOCTPAHCTBA MY-
3BIKH M KOMITBIOTEPHOTO MOJEIUPOBAHUS
mpouecca MY3bIKAJIbHOIO  TBOpPYECTBA
(BKJIIOYasi MHOTOKOMIIOHEHTHOE ITPUMEHE-
HUE TI100a7TbHBIM COOOIIECTBOM MY3bIKaH-
TOB U [ T-ciennanucToB SI3bIKOB MYy3bIKaJIb-
HO-KOMITBIOTEPHOTO MPOTPaMMHUPOBAHHS,
HalpuMep, C OTKPBITBIM HCXOAHBIM KO-
JIOM JJISl KOMITBIOTEPHOW MY3BIKH M IH (-
poBOIl 00pabOTKH 3BYKa, KOTOpPHIE IIHPO-
KO HCIOJIB3YIOTCSI CPEIM COBPEMEHHBIX
KOMITO3UTOPOB U SBJSIIOTCS, B OCHOBHOM,
JIOTIOJITHEHHBIMH BEPCUSIMH pa3pabOTaHHO-
ro B 1986 rony b. Bepkoy B Maccauycer-
CKOM TEXHOJOTMYECKOM HWHCTUTYTE S3bI-
ka Csound) W BBITIOTHSIEMBIC COBMECTHO
¢ corpynaukamu Cankt-IletepOyprckoit
rOCyAapCTBEHHOM KOHCEPBATOPUM HMEHU
H. A. Pumckoro-KopcakoBa, cocraBunu
JNEWCTBEHHYI0 OCHOBY ISl TTOATOTOBKH M
pealn3alu  MarucTepCcKol MporpamMMbl
«IludpoBbie TEXHOIOTHH B MYy3bIKE U Ca-
YHJI-IU3alHE.

Marucrepckass MNOArOTOBKA CayHA-IU-
3aitHepoB B PI'TIY umenu A. U. I'epuena
Ha OCHOBE 00pa30BaTEIbHOW MPOTrpamMMbI
Maructparypel «l{udpoBbie TexHOMOTUH
B MY3BIKE U CayH-IH3aifiHe» pazpadarbiBa-
J1ach B COOTBETCTBUU C HOBEUIIIMMH BESHHU-
SIMH BPEMEHH, BOCTPEOOBAHHOCTHIO CITCIIH-
aJMCTOB HA PHIHKE TPy/Jad. YUTEHbI 3aPOCHI
Ha pEIICHUE BBIMYCKHUKAMU-MarucTpamu
Hay4YHBIX, TBOPYECKMX U TMPAKTHUYCCKUX
3a/1a4, a UMEHHO: Pa3BUTHE U COBEPILIECH-
CTBOBAaHHME HABBIKOB PalbOTHI CO 3BYKOBOI
1 3BYKOBOCIPOU3BOIAIIEH TEXHUKOH, TPO-
rPaMMHO-aNMNapaTHBIMA KOMIUIEKCAMHU, Ha-
YYHBIM OCMBICTIEHHEM HOBEUIIUX MPOIeC-
coB B obOnacTu cayHja-au3aiiHa [8, c. 123].
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[TomuMo 6510Ka TUCTIMTUIMH, HAPABJICHHBIX
Ha HEOOXOAMMYIO AJIi YPOBHS Marucrpa-
Typbl B By3€ Hay4YHO-HCCJIEI0BATENIbCKYIO
COCTaBJISIFOLIYIO (METOJOJIOTUSI HAyKH, OC-
HOBHBIE Hay4YHbIE HAIIPABJIEHUS UCCIIEI0BA-
HUI B npodeccuoHabHOM e TeNbHOCTH,
MHOCTPAHHBIN SI3bIK, HAy4YHO-UCCIEI0Ba-
TEJIbCKasl IPAKTUKA), IPETyCMOTPEH 3HAYU-
TEJbHBIN ONOK TUCIUIUINH, YDITyOsSIOIMM
npodeccruoHagbHble 3HAHMS B 00JacTH
MY3bIKaJIbHO-KOMIIBIOTEPHBIX TEXHOJIOTHH
B LIEJIOM U CayHJ-AW3aliHa B YacCTHOCTH.
Cpenu Hux:

— HHTEJJIEKTyalbHble HMH()OPMALMOH-
HBIE CHCTEMBI;

— KOMIIBIOTEPHOE MOJIETIMPOBAHUE MTPO-
1ecca My3bIKaIbHOTO TBOPYECTBA;

— MAaTeMaTU4eCKUE METO/BI UCCIIEA0Ba-
HUSl B MY3bIKO3HAHUH;

— MY3bIKaJIbHO-KOMIIBIOTEPHBIE TEXHO-
JIOTHH;

— TEXHOJIOTUU CO3JaHUSl MY3BIKHM IS
BU3YaJIbHBIX MEINA;

— TEXHOJIOTUU XYyJOXXECTBEHHOM o00pa-
OOTKM 3BYKa,

— 3BYKOTEMOpajbHOE MPOrpaMMHUpOBa-
HHE;

— MHTEJUIEKTYaJbHbIE CUCTEMBI KaTaJlo-
TU3al1U U aHaJiu3a MYy3bIKHM HAPOJIOB MUDPA;

— HMH(OPMAIMOHHBIE TEXHOJIOTUH B MY-
3BIKE;

— KOMIIBIOTEPHOE MY3BIKaJIbHOE TBOP-
4eCTBO;

— MY3BIKQJIbHO-KOMIIBIOTEPHOE UHCTPY-
MEHTOBE/ICHUE;

— KOMIIBIOTEPHAsI CTY/IUS 3ByKO3AIIUCH;

— CcayHJ-Iu3aiiH U My3bIKaJIbHAs 3BYKO-
pexuccypa;

— MYy3bIKaJIbHbIE CUHTE3aTOPBI;

— 3BYK B DKpaHHBIX MEJINA;

— MY3BIKQJIbHBIN MPOJIAKIIIH.

B mpouecce peanuzanuu MmporpaMMel
MarucTepcKod IMOATOTOBKU MO MNpodu-
mo «udpoBeie TEXHONTOTHH B MY3bIKE U

cayHJI-nu3aiiHe» oOydaeMble OBJaJIeBaIOT
HaBBIKAMH TMPO(PecCHOHATBHON PabOTHI
C UCIOJB30BaHUEM IPOTPAMM HEJIMHEHHO-
TO BHUJCOMOHTaXKa W TMOJBWXHOHN Tpaduku
Adobe Premiere Pro, Adobe After Effects,
Final Cut Pro, Sony Vegas Pro u np.; npo-
rpamMM Il MHOTOKaHAJIBHOM 3aIiCH U CBE-
nenust 3Byka Adobe Audition, Steinberg
Cubase, Avid Pro Tools u ap.

B nporiecc cozmanus ayauoBU3yaIbHBIX
IIPOEKTOB B NPAKTUKE YYEOHOM, MCCIENO-
BaTCIIbCKON W MPOM3BOICTBEHHO-TEXHOJIO-
THYECKOU JIESATEIILHOCTH O0yYaeMbIX OCY-
MICCTBIISIFOTCS. MHOTOKOMITOHEHTHBIE BHU/IBI
paboTel ¢ pabourMH MPOCTPAaHCTBAMH HH-
TepdeiicoB pa3IMYHBIX BHICOPENAKTOPOB,
Cpelu KOTOphIX Ha30BEM ocHOBHBIE: Adobe
Premiere Pro, Adobe After Effects nnsa pe-
IICHUsT KOHKPETHBIX 3a7ad (peJakTHpoBa-
HUSI, [IBETOKOPPEKIIUHU, SKCIIOPTa TOTOBOTO
npoekta u T. 1.). [logpoOHO U conmepxa-
TEIBHO M3y4aeTCs HOBBIM BHJ TPOQeccu-
OHAJIBHOW JEATEIbHOCTH, COIPSIAKEHHBIN
¢ paboToil cayHa-au3aiiHepa, — My3bIKajlb-
HBIA MPOAAKIIH, PAa3IUYHBIE €r0 3Tambl U
KOMITOHEHTBI: TPENPOAAKIIH, MPOJIAKIIIH;
MOCTIPO/IAKIIIH.

Taxke MarucTpaHThl JIETAIbHO 3HAKO-
MSITCS C XyJI0’KECTBEHHO-BBIPA3UTEIbHBIMHU
npuéMamMyu TPUMEHEHUsI 3ByKa B BHJICO-
UTpax, U3ydas CBS3b 3BYyKa C SKPAHHBIMH
00BeKTaMU U COOBITHSIMU BHJICOUTPHI (ITH-
ereTUYCCKUE 3BYKH, HEIMETETUICCKUE, HIIN
IKCTPAUCTETHUCCKUE, 3BYKH, SMOUCHTHBIC
3BYKH H JIp.), IPOTPAMMHOE ¥ aIllapaTHOe
obecrieueHue MpodeCcCHOHATLHOM JIeATeb-
HOCTH CayHJI-Au3aiiHepa JIjIs paboThI CO 3BY-
KOM B BHJICOMTPAX, a TAKXKE MPOOIEMATHKY
BOIIPOCOB, CBSI3aHHBIX C 3THKON HCTOIB30-
BaHUS Pa3UYHBIX BHUJOB IMPOTPAMMHOTO
o0ecrieueHUs] B KOHKPETHBIX TBOPUSCKHUX U
pabouux CUTyaIusX.

Bonpuioe konuuecTBo 4acoB yueOHOU
IpOrpaMMbl MAarucTepCKOd IMOATOTOBKH
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MpeaHa3HauYeHO Il YyYeOHOW W TpOu3-
BOACTBeHHOM mpakTuk. CayHI-au3aiH
MpEAnoaraeT axkTUBHBIM  TBOPYECKUU
npouecc. [Ipodeccuonan B 3Toit obmactu
JOJKEeH ObITh MynbTHCIennanucToM. Ka-
4ecTBO 00pa3oBaHUs JOJKHO MO3BOJUTH
BBIMTYCKAaTh BOCTPEOOBAaHHOTO CIICIIHAJIH-
CTa BBICOKOTO ypOBHsS. B cBsi3u ¢ oTCyT-
CTBUEM NPOQECCUOHAIBHBIX CTAaH/IAPTOB
npodecCHOHANbHBIE KOMIETEHIINA U HH-
JUKATOPbI JOCTHXKEHHUSI MPO(deCcCCUOHANb-
HBIX KOMIETEHIIMI MOTYT OBITH pa3palbo-
TaHbl BY30M CaMOCTOSATEIHHO Ha OCHOBE
aHanu3a TpeboBaHHN K mpodeccruoHallb-
HbIM KOMIETEHIUAM, TMPEAbIBIIEMBbIX
K BBIIYCKHUMKaM Ha pbIHKE Tpynaa, 0000-
IIEHHUS OTEUYECTBEHHOTO M 3apyOe)HOTO
OTBITA, MPOBEJACHUS KOHCYIbTALIUN C Be-
AyIKUMH paboTomaTrensiMu, 00beINHECHH-
sSMU paboTogaTesiel oTpaciu, B KOTOPOH
BOCTpeOOBaHbl BHITYCKHUKU. B cooTBeT-
CTBUU C coBpeMeHHbIMU DeneparbHBIMA
TOCYIapCTBEHHBIMH 00pa30BaTeIbHBIMU
CTaHJapTaMU BBICIIET0 00pa30BaHUS BY3
MMEET IMPaBO CaMOCTOSATENbHO pa3pado-
TaTh NMPOo(decCUOHATbHbIE KOMIIETEHIINH,
HalpaBJieHHbIEe Ha cnenuduky odbpa3ona-
TeapHOrO npoduis. Heobxoqumo mpoxy-
MaTh ATU KOMIIETCHIIUHU IS CayHI-AN3aii-
HepoB. Hampumep, BaxHO paccMOTpeTh
takue, kak: «CrnocoOGeH TNpUMEHSTh B
npodeccuoHadbHON AEATEIbHOCTH MY-
3BIKAJIbHO-KOMITBIOTEPHBIE ~ TEXHOJIOTUH
B o0yiacTu paboOThl CO 3BYKOM», «YMETh
WCIIOTb30BAaTh HA TPAKTUKE MY3BIKAIb-
HO-KOMIIbIOTEPHBIE TEXHOJOTHH B 00Ia-
CTU pabOTHI CO 3BYKOM; MCIIOJIb30BaTh Ha
MpaKTUKe MUPPOBBIE MY3bIKAIbHBIC CHH-
Te3aTopbl», «Crnoco0eH NpOBOAUTH HC-
cJle0BaHus B 00J1aCTH HH()OPMAIIMOHHBIX
TEXHOJOTHUM B MY3bIKE U CAyHI-THU3aNHEY;
«CnocobeH MpUMEHSTh MY3bIKaJbHO-TE-
OpeTUYECKHUE 3HAHUSA B 00JacTU UHPOP-
MAaIMOHHBIX TEXHOJIOTUA B MY3BIKE U Ca-

yHA-1u3aiHe», «CrnocoOeH ucronb30BaTh
BO3MOKHOCTHU CIIEIMaJIU3UPOBAHHOIO
porpaMMHOro oOecnedeHus B mpodec-
CHOHAJILHOH JCSATEIBHOCTHN®.

WTak, KaueCTBEHHO BBINIOJIHEHHBIM ca-
YHI-AU3allH  MY3bIKaJbHO-TBOPYECKOTO
MIPOEKTA SIBJISIETCSI OCHOBOM sl TOHUMAHHUS
LEJIOCTHOM XYIOKECTBEHHOM (OpMBI Ipo-
U3BEICHUS, KOTOPOE MOXKET OBITh MHTEPIIPE-
TUPOBAHO Ha OCHOBE Pa3IMYHBIX KOHLIEMIUI
IIPOCTPAHCTBA B KOHTEKCTE Pa3BUTHUS MUPO-
BOM Xy[IOKECTBEHHOU KYJIBTYPBI U IPUBIIC-
KaTeJIbHOCTH ayJIMOBU3YyaJbHOIO MPOIYKTa
s 3puTens/ciymarens. KayecTBo BbI-
TIOJIHEHUSI 3BYKOBOTO O(OPMIIEHHS MPOEK-
Ta TaK)K€ BAXHO U JUIS €ro JalbHEHUIIEro
IIPOABMIKEHUS B COBPEMEHHOM MEIUanpo-
cTpaHcTBe. B smoxy (yHKIMOHMpOBaHUS
BBICOKOTEXHOJIOTUYHOM UH(OPMALIMOHHON
TBOPUYECKOM Cpelibl, B KOTOPOH OTIEJIbHBIC
CHELMAJIUCTBl WM TPyNIbl CHELHMAIUCTOB
MOTYT COBMECTHO BBINOJIHATH pa3jINYHbIE
BU/IbI TBOPUYECKOH IEATENBHOCTU B PEKUME,
Halpumep, OHJIalH-B3aUMOEHCTBHSL, pado-
Tas BMECTE€ U OIHOBPEMEHHO, POKIAKOTCS
HOBBIE BUbl MPOPECCHOHATBLHOTO TpPY/a,
00yCJIOB/IEHHbIE BO3HHKHOBEHMEM HOBBIX
dbopM TBOpPUECKOTO Tpollecca W HOBBIX
(dopM OBITOBaHUS XY[0KECTBEHHBIX MPOU3-
BEJICHUN. YCIIOBHS Pa3BUTHsI MHOTOKAHAJIb-
HBIX TEXHOJIOTUH 3BYKO3allMCH I103BOJIIOT
CO3/1aBaTh MHOTOI'PaHHbIE 1 MHOTOYpPOBHE-
BbI€ — KAK COOCTBEHHO B aKyCTHUYECKOM, TaK
U B CEMAHTUYECKOM M CHUHECTETHYECKOM
CMbICTIaX — BU3yaJIbHbIE€ M 3BYKOBBIE IMpO-
CTPaHCTBA, BO3JCHCTBYIOIINE HA PEAJIBHYIO
Xy[A0KECTBEHHO-TBOPUECKYIO cpeny. Tak,
Harpumep, KOMIo3uTop A. PEIOHMKOB BbI-
CKazajl HJC0 CO3JaHUsl «HOBOM KOHIICTILIMH
3BYKOBOT'O IIPOCTPAHCTBA — ‘‘MY3bIKaJIb-
HO-JpaMaTHYECKUX MPOU3BEICHUI”, 3amu-
CaHHBIX Ha IU(POBHIE HOCUTENIN KAK CBOETO
pona ‘““JIEKTPOHHBIE MY3bIKaJIbHBIE CIIEK-
TaKIn »'.
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B obnactu moAroToBku cayHa-au3aiHe-
pa B By3€ BBIJCIIUM CIIEAYIOIIUE TPOOIeMbI
Y OCHOBHBIE NIEPCIEKTUBBI B PA3BUTHH 3TO-
r0 HOBOTO XYI0KECTBEHHO-TEXHOJIOTHYE-
CKOTO HampaBlieHUs, TJe 0O0bEKTOM BHUMa-
HUS BBICTYIIAIOT:

— CHCTeMa IEHTPAJIM30BAaHHON MOATO-
TOBKH CayHJ-IU3alHEPOB;

— BbIpa0OTKa PO eCCUOHATIBHBIX KOM-
METEHUMNA I CayHI-AU3aNHEPCKUX MIPO-
bunelt yxe CyniecTBYIOIINUX HAMpaBICHUM
MOJIFOTOBKH;

— pacmpocTpaHeHHe 00pa30BaTEIbHBIX
nporpamm B By3ax Poccuu;

— CO3/[aHUE OTAEJIBHOTO HaIpaBiIeHUs
MOITOTOBKH;

— pa3paboTka mpoOJIeMaTUKU U BOIPO-
COB 3THUYECKOTO IMPUMEHEHHUsI NCKYCCTBEH-
HOT'O MHTEJUIEKTA B CayH/-IU3aIHE;

— pa3BUTHE MHOTOKOMIIOHEHTHBIX U
MHOTOACTIEKTHBIX 3BYKOBBIX OMOINOTEK;

— TIOATOTOBKA Ka4eCTBEHHOTO Tpodec-
COPCKO-TIPENOoAaBaTebCKOro COCTaBa;

— TPEOJO0JIEHUE pa3pbiBa MEXKY UMEIO-
HIIUMUCS TPAKTUYECKUM 33JI€JI0OM B JJAaHHOMU
npodeccruoHabHON cdepe AeATETLHOCTH

¥ BOCTPEOOBAaHHBIM YPOBHEM K MOATOTOBKE
CayHJ-I13aiHEPOB.

OueBuaHo, 4TO cdepa uHPOPMAITUOH-
HBIX TE€XHOJOTHIl B MY3BbIKE M CayHJI-IU-
3aifHe OylleT CTPEMUTENBHO Pa3BUBATHCS B
Onuxaime necaTuiaeTus. 3aaaq, KoTopbie
MPEJACTOUT peliaTh B 3TOM HalpaBlICHUH,
MHOTO (3TO M CO3/laHHE€ OTEYECTBEHHO-
ro KaueCTBEHHOTO MY3bIKaJIbHO-KOMIIbIO-
TEPHOTO MPOTrpaMMHOr0 OOECHeueHUs, U
paspaboTtka Poccuiickoro My3bIKaIbHO-
ro CHMHTE3aTOpa W JAPYTUX amnmnapaTtHbIX U
[IPOrpaMMHO-aNNapaTHbIX  KOMILIEKCOB
POCCHIICKOrO MpPOU3BOACTBA), — U 3aAa4u
3TH CJOXHbIC, HO BIIOJHE BBIMOJHUMBIE.
Haneemcsi, 4To ONBIT NPAaKTUYECKON U
y4eOHON paboThl, a TakkKe pa3paboTaHHBIC
corpynaukamu YMJI «My3bIkaibHO-KOM-
nptoTepHble  TexHonoruw» PITIY umenn
A. U. T'epuiena obpazoBaresibHbIE IPOTPaAM-
MBI, OyIyT CITOCOOCTBOBATH (POPMHUPOBAHUIO
BEJYIIUX CTPATeTMYECKUX HAMpaBICHUH
B oOmactu pa3BUTHA LU(POBBIX TEXHOIO-
Tl B My3bIK€ M MY3bIKaJbHOM 00Opa3oBa-
HUU, CayH]I-AN3aiiHe U MY3bIKaJIbHOW 3BY-
KOpPEXHUCCYpE B HAILIEH CTpaHE.
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akaJieMHuecKkasi My3blKaJlbHasi KyJbTypa B CaMbIX pa3HOOOpa3HbIX €€ mposiBieHusax. OmHako
oOpa3oBareibHas IPaKTHKa, OpPUEHTUPOBAHHAS HA aKaJeMUUECKHUE TPaIULIUK, BcE 0oiee 0CO3HAET
OTCYTCTBHE OajlaHCa MEXK Y IeJaroruKoi 1 KyapTypoil. O1ieHKa CUTyalluu Kak KpU3HCHOM BBI3bIBAET
K JKU3HM MJIeW MPHUHLIMIINAIBLHOTO OOHOBJIEHMSI CTpAaTeTuil MY3bIKAJIBHOIO OOYYEHHMsI, KOTOpbIe
NEeKIapupyroTcs Kak urHogayuu. B crarbe craBUTCS BOMPOC O HEOOXOJUMOCTH YTOUHEHHS ITOTO
MOHSTHSI, UMEIOILETO TEOPETUYECKYIO M MPAKTUYECKYIO [IEHHOCTh, HO TPEOYIOIEro KOHKPETH3AU!
B CBA3M C [TOCTABJIICHHBIMU 3a/1a4aMHU.

ABTOp paccMaTpUBAET UHHOBAYUOHHBII 00PA306aMENbHBIN NPUHYUN PAOOTHI HAJl IOBBIIICHUEM
0OLIEeKyIBTYpHOTO Oaraka CTyJA€HTOB By3a U KOJUIe)Ka. B COOTBETCTBUU C TaKUM SIBICHHUEM, KaK
BU3yaln3alys 3BydallluX MPOU3BEICHUH, BCE OoJiee aKTUBHO HAIOJHSIONIAsl CETEBOE MPOCTPAHCTBO,
peub UAET O IMPOKOM BHEJPEHNUHU BU3YaJIbHOTO psijia B IPENoJaBaHie My3bIKaIbHO-TEOPETHUECKUX
JUcHUIUIMH. TpaHchopManuy MPUHIMIIOB OOy4YEHHUS OINMPENENSIIOTCS MO3ULUSAMU CErOIHAIIHEN
KYJIBTYpPbI, HOBBIMH MEXaHU3MaMHU €€ ObITHSI.
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The author examines the innovational educational principle of work on the advancement of
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KTUBHBIM MHTEpEC K MpobiieMe HH-

HOBAIIM B MY3BIKAJILHOM 00pa3o0-

BaHUU 3aMeTeH ¢ pyoexa XX—XXI
BEKOB, OJIHAKO CJIEYET YTOYHUTH YPE3BbI-
YalHO pPa3MbITOE CETOAHS 3HAYEHHE II0-
HATHW «MHHOBAIIUM», «AHHOBAIIMOHHBIM
JUISL XapaKTePUCTHKHA Y4YEOHOro MpoIiec-
ca. Hepenko vmuM Ha3bpIBalOT pa3/IMYHbIC
«OOHOBJICHUS», «HOBU3HY», «HOBATOP-
CTBO», «YCOBEPIICHCTBOBAaHUA B METO-

nuyeckux npuémax». Ho «uHHoBamm» He
BXOJISIT B TOJIOOHBI CHHOHUMHWYHBIA PSJI;
YHOTpeOIIEHHEM 3TOrO TMOHATHS 0003Ha-
4aeTcsl JIOMKa CTEPEOTHUIIOB, Pa3pylICHHE
CJIO)KMBLIEKCS CHUCTEMBI, IPUBBIYHOU —
B JAHHOM CJy4ae IEJaroru4eckom — Mo-
nenu. OOHOBIIEHHE CIOCOOOB 00y4eHHUS
B aKTyaJIbHOW MPOEKINY 1 NHHOBALUH MY-
3bIKAJIbHOM MEJaroruKy Npu HEKoen Ou30-
CTH UMEIOT YETKHUE CMBICIOBBIC Pa3IUUMSL.
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[Temarornyeckne WHHOBAllUM — 3TO AKTY-
aJbHbIC JUIAKTUYECKUE CTpaTeruu, oTpa-
KAIOIIME MPUHUIUIINAIBHBIE W3MEHEHUS
B SIBJICHHUSIX OKPY’KAIOLIETO MUpA.

JIns oOImupHON OTEYECTBEHHOW JIUTE-
paTypbl Ype3BbIYAHO XapaKTepHa MoaMe-
Ha TIOHATHUSI «MHHOBAIIUW» BBIPAKECHUSIMU
«HOBBIE METO/IbI 00OYUCHHS», «KOOHOBIICHHE
METOIUYECKUX NPUEMOB)», «YCOBEpPIICH-
CTBOBaHUs B yueOHOM Mporiecce». IHHOBa-
IIMSIMH 9acTO HAa3BIBAIOT «HMCIIOJIB30BaHHE
HH(POPMAITMOHHO-KOMITBIOTEPHBIX TEXHO-
JOTUID U JTAXKE «IEMEHTBI MY3bIKAIbHOU
KYPHUIMCTUKM HA YPOKaX MY3bIKAJIbHOU
auTepatypei»'. B psge ciydyaeB mom WH-
HOBAllMOHHBIM TPOLECCOM TOHUMAETCA
KOMIIJIEKCHAs JIEITEIbHOCTD 110 CO3/IaHUIO,
OCBOCHMIO, MCIIOJIb30BAaHUID M PacCIpo-
CTpPaHCHHMIO HOBIICCTB®. B KauecTBe 1enu
WHHOBAIIMOHHBIX MPOTPaMM OTJICJIbHbIC
aBTOPHI OCBEIIAIOT MPOOJIeMy TymMaHU3a-
MM M TYMaHWTapu3alud oOpa3oBaHUs’.
OHu AeKIapupyOT aKTUBU3AIMIO YyBCTBA
OTBETCTBEHHOCTHU MY3bIKAHTOB-TIPO(ECCH-
OHAJIOB 34 NMPOLECCHI MY3bIKAIbHOMN )KU3HU
oO1ecrna.

AHAJIOTUYHOW  J1aHBIO  aKTyaJIbHOMY
MOHSTUIO CJIy>Kar Ha3BaHUSI MHOTHX CO-
BPEMEHHBIX KYpPCOB TIOBBIIICHHUS KBaJIU-
¢dukanmu — x npumepy, «VIHHOBaIIMOHHBIE
METO/bl  TPEMNoJiaBaHusi  CONb(EIHKUON,
«/IlHHOBalMOHHBIEC TOAXO/blI B MpENOJaBa-
HUU MY3BIKQJIBHO-TEOPETUYECKUX JUCILIU-
IUIAH»?.

[IInpokoe CMBICIIOBOE yHOTpeOICHUE
BBIpQKEHUSI «00Opa3oBarelibHbIE WHHOBA-
uum» Jenaer Oe3rpaHUYHbIM  OINKMCAHUE
MeTonuk oOydenus. OIHaKO 1enecooopas-
Ha KOHIIEHTpAllUsl HAa HOBBIX SIBJICHUSX, Ha
MPUHIUNHAIBHBIX MeTaMop(do3ax B cOBpe-
MEHHOU CHUCTEME MY3BbIKaJIbHOW KYJIBTYPBI.
OHU 10TKHBI THULMUPOBATH MPEOI0JICHUE
ME€JIarOTHYE€CKUX CTEPEOTUIIOB B MYy3bIKAJIb-
HO-TEOPETUYECKOM OOyUCHHUH.

My3blka M coBpeMeHHas KynbTypa

Baxxneitmmii pakTop HOBU3HBI — KU3Hb
MY3bIKH, (OPMBI €€ MPEACTaBICHUHA CITy-
marento. C moclieniHed YeTBEpPTH Mpo-
[IJIOTO CTOJIETUSl MOCTENEHHO CUM(OHUU
U MHCTPYMEHTAJIbHbIE COYMHEHMSI HavyaJlu
OTCTYIaTh Mepe]l My3bIKOW KHUHO, a MO3/-
Hee U KOHIIEPTHBIMHU NEPESIOKEHUSIMU ca-
yHATpeKoB Buaeourp. IlocranoBku omnep
MOJIEPHU3UPOBAIHUCH JI0 MPEAENIOB, Kaxy-
HIUXCS IOHAYaTy HepeallbHO PaJNKaIbHbI-
Mu. 3apyOexHasi (0OTedecTBEHHAas HECPaB-
HHUMO MEHbIIIE) MpPaKTUKa mepdopMaHca
BbIBEJIA OMEPY M MHCTPYMEHTAJIBHYIO MY-
3BIKY 3a TPAaHULIBI TeaTpa u puIapMoHUYE-
ckoro 3ana. Hapsany c open air, B Tom unciie
Ha CIENHAIbHBIX MOCTPOCHHBIX TUIOMIAM-
kax Tuna Berliner Waldbiihne («bepnun-
CKasl JIeCHasl CII€Ha»), My3bIKa 3BYYHUT U
B HENPUBBIYHBIX [IJI KOHILIEPTHOM Jies-
TEJIbHOCTH MPOCTPAHCTBAX — HAa BOK3aJax,
B TOPTOBBIX IIEHTpPAax, Ha pbIHKaX. Takwe
MPEACTABICHUS TOJIYUYUIU CIEeNHaIbHOE
Ha3BaHHe «PIenmMo00B», OTpaxas CIOBOM
«M00»° HOBBIH OTTCHOK B IMOHSTHUU COIIHY-
Ma, COLUAIBHON CTPYKTYpBL. DTO UMEHHO
«TOJMay, TPUHUUIIUAIBHO HEOTHOPOJHAS,
KOTOPYIO HEPEJKO COCTABISAIOT AANEKUE U,
MOKET OBITh, COBEPILIEHHO UYXJbIE APYT
npyry moau. HeoGs3arenbHa cBsi3b Mo100-
HOM aKIIMU C UCKYCCTBOM: «MOOaMu» Mo-
T'yT OBITH JIOOBIE coluaibHble akiuu. Ho
co 3HaMeHuToro kouuepra Onpel Yundpu
B 2009 rony, 3anecénnoro B «Kuury pe-
kopaoB ['mHHecca» (B HEM NMPUHSUIM yya-
CTHE CBBILLIE JBAJLATU THICAY YEJOBEK),
My3bIKaJbHbIE (IEIIMOOBI aKTUBHO pac-
IIPOCTPAHSIOTCH.

MoxHO Ha3BaTh U Apyrue HOpMBI, yiKe
NPUBBIYHO Hapywatoume Ttpaaunuu. Oc-
BOCHHOM pEaJbHOCTBIO CTadu CUM(OHH-
YEeCKHE KOHLEPThl KMHOMY3bIKU C JIEMOH-
CTpalMei BO BpeMsl UCIOJIHEHHS Ha CILIEHE
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kagpoB u3 ¢punbMoB. [Ton DuToHu Pomepo,
aMEpPUKAHCKUW MUAHUCT U IIHUPOKO U3BECT-
HbI KOMIIO3UTOP BMJIECOUTDP, HCIIOIHIET
C OPKECTPOM ApaHKUPOBKU CBOUX CayHI-
TpEeKOB Mo Bcemy wmupy. Mx wuzoOpasu-
TEIbHBIE PSAJBl HAXOAATCSA 3a NpPEeIaMH
IIPOCTPAHCTBA CLEHBI, HO AaCCOLMaTHBHO
BCIUIBIBAIOT B BOCHPHUSTHH CIyLIaTelNen —
II0JIb30BATENIEN BUICOUTD.

MHorue qupuXEpsI U COIUCTBI CETOAHS
BBICTYNAIOT CO CJIOBECHBIMU KOMMEHTApHSI-
MU Ha ciieHe. 3HaMeHuThIN «Koposb Basib-
ca» Anape Ppé€, HuaepianacKui CKpumay
U JHUPWKEP, OBOJIBHO IPOCTPAHHO pac-
CKa3bIBa€T C OTKPBITOM BEHCKOM 3CTPaJbl
HIE€nOpIoHH 0 KOMITO3UTOPax, UCIIOTHUTE-
JSX, WYTUT U NOpOor0 aaxke ocTput. Ilyr-
KU U IOMOp B IPEJCTaBIECHUU MY3BIKH 00-
pa30BaJId B IOCJIEIHUE AECCATUIIETUS LIEJI0E
HaIlpaBJI€HUE, HA3BAHHOE aBTOPOM JaHHOMN
cTaTb¥ buffa B MpPOTHBONOCTABICHUU aKa-
JEMHAYECKOMY pernepryapy, UCIOJIHIEMOMY
seria®. IITupOKO U3BECTHBI U MOy YU TPH-
3Hanue Urynecman u Jxy, «basH-MuKC»,
«Camtor-canon»,  «llaraHuHu-xBapTeT?,
opkectpsl Brnagumupa CnmBakoBa, HOpus
bammera, nereHapHbIi JaTCKUM U aMEpH-
KaHCKUU TuprkEp u nuaHuct Bukrop bop-
re, NpOCJIaBUBIIMICS CBOMMU KOMHYECKHU-
MU KOHILIEPTaMH HA Paguo U TEIEBUACHHUU
(em.: [15 2]).

Cnenyer mnpu3HaTh, YTO Ha3BaHHBIE
«HOBILECTBAa» HACUUTHIBAIOT YK€ JIECITH-
JIeTUSI KOHIEPTHON NPAKTUKHU U CTAJIN IIPHU-
BBIYHOM peanpbHOCThI0. HOo My3blkanibHAs
IeJjaroruka oT Hux Jaineka. Jlaxxe ucropus
KMHOMY3BIKHM M MY3BIKM BHJICOUTD HE U3Y-
yaeTcsl B YYEOHBIX 3aBEACHMSIX, UMEHa e
kymupoB — Huno Portel, [[xoHa Yunbsam-
ca, Duro Moppukone, Mecrnepa Kiona — e
HAXOJAT MeCTa B y4eOHBIX AMCLMIUIAHAX.
By3bl ¥ KOIIEIKM NPAaKTUYECKU HE Opra-
HU3YIOT open air, GpremmMoObl, KOMHYECKHE
IIPEACTaBICHUS.

My3blkanbHass HaykKa TakKe HEIOCTa-
TOYHO HMHTEpecyeTcs MpobieMoil «morpe-
OneHus’» My3bIKM. My3blka Kak OOBEKT
BOCIIPUATUSL HCCIENYETCS BO B3aUMOJEH-
CTBUHU C JIPYyIrMMH HayKaMu (IICUXOJIOTHEH,
COITMOJIOTHEH, COIMAIbHON TICUXOJIOTHEH ).
W xots mo Hay4HO# KiaccupuUKau, HO-
Mepy Hay4qHOW CIIEHMaJIbHOCTH 3TU chepsl
NPUHAIEKAT HAYKE O MY3BIKAJIBHOM MC-
KyCCTBE€, MHTEHCUBHOCTH M3BbICKaHH 3/1€Ch
He HaOIronaeTcs.

[IpyHIMNIMANBHO HOBBIE SIBJICHUS Palid-
KaJIbHO MPeoOpa’karoT CUCTEMY MY3bIKajlb-
HOM KynbTypbl. (DHIApMOHUYECKHE KOH-
LEPThl CYIIECTBEHHO TEPAIOT MyONUKy U
aBTOPUTET; ONIEPHbIE, OAJIETHBIE CIEKTAKIN
yTPauMBalOT MpPEKHEE PEHOME. 3ByYaHHE
KJIACCUYECKOM MY3bIKH, KOTA-TO 3aITOJIHSAB-
1IeH paino- 1 TEJIEBU3NOHHBIE IPOTPaMMBl,
IIOYTH COBCEM YIUIO W3 XKU3HHU. [[axke B aB-
TOMOOWJIE YEJIOBEK CIIyIIAET, KaK IIPABUIIO,
HE pajifio, a 3alKiCH U3 CBOEro cMapTQoHa
C pemnepryapoM, OTPAKAIOUIUM JINYHBIE
npeanoyTeHus. PaguokaHanoB, JI€MOH-
CTPUPYIOIIMX KJIACCUKY, IOYTH HE OCTa-
jgock. I Ha TeneBHUIIEHHH, KOTOPOE BOOO-
e MaJl0 aKTyaJbHO JUIsI COBPEMEHHOM
MOJIONEXKM, MX HeMHoro. /[lns momomoro
TIOKOJICHUSI BOCTPEOOBAaHHOCTh Iepenay
«AOCOMIOTHBIN ciayx», «CaTh — HECKy4Has
KJIACCHKa» U UM MOAOOHBIX HUYTOKHO MaJa.
C 1 oxts16ps 2021 rona kommanust Universal
Distribution, qucTpuOblOTOp (PpaHIly3CKUX
MY3bIKaJIbHBIX KaHaJ10B Mezzo, 3amycTuiia
oreyecTBeHHBIM KaHan Classic Music, HO
MOMYJISIPHOCTH TOKa J1aXK€ y MY3bIKAaHTOB
OH HE 00pE.

IIpy >TOM Ype3BBIYAWHO AKTUBHO YyYa-
LIEHCS MOJIOIEKBIO MTOCEIIAETCS] UHTEPHET.
31ech HIMPOKO JOCTYIHO U BOCTPEOOBaHO
MOJIy4eHHE CaMOl pa3zHooOpa3HO HH(OP-
MallMu: OT CBEIEHUI U3 00JIaCTH MOJIUTUKH,
UCTOPHUH, KYJNBTYpBI 10 CIIPaBOYHOIO Ma-
Tepuana 00 y4upexIeHUsIX, NPEeIIpUITUIX,
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ToBapax W yciyrax. HeBumanHoe mo mac-
mrtaly ceTeBoe OOIIeHHE — CIelUaIbHbIC
KaHaJlbl, CEPBHCHI, OJIOTM — CTajo0 IMpH-
BBIYHOW TMOBCEAHEBHOCTHIO. KOHTaKTHI
B AJICKTPOHHOM MOYTE MO3BOJISIOT MPAKTH-
KOBaTh MEPECHUIKY TOKYMEHTOB U TEKCTOB
— Hampumep, JUTEPaTypPHBIX PYKOIHUCEH,
MoHorpadwuii, crareil. bonbpime BO3MOX-
HOCTU JIalOT OIEpPATUBHBIE MECCEHKEPbI
WhatsApp, Telegram, Viber, Skype. Ouu
IPUBIIEKAIOT CKOPOCTHIO OOMEHA HE TOJb-
KO TeKCTaMH, HO U BUJeo, hoTorpadusimu,
CTUKEPAMH U JPYTHMH Pa3HO()OPMATHBIMH
(haitmamMu, oOeCIeYnBalOT TOJIOCOBOM KOH-
TakT. [Ipenmy11ecTBO MeCCeHIKEPOB, KaK
U COLMANIbHBIX CETEH, OYEBHUJIHO: HE HY-
JKEH KOMITBIOTEp JaKe€ CaMOro KOMIIAKTHO-
ro pazmepa. [Ipubopom ciyxutr cMapThoH
C DKpPaHOM JJisi BHJICO3BOHKOB M BHU3Yyalb-
HBIX JEMOHCTpAIui, ¢ KJIaBUATypou s
Habopa pa3HooOpa3HbiXx TekcToB. [lo mo-
MYJSIPHOCTA MECCEHKEpPbl HE YCTYMaroT
conpalbHeIM ceTsM «BKonrtakrey, «On-
HokaccHukmy, «Wucrarpam», Facebook,
Twitter,  oOecne4yuBarOIUM  CO3JaHUE
rpy1i, COBEUIaHUH, KOH(pEPEHIIHIA.

[lepeuncnennsie CcHocoObl KOMMYHHU-
Kallul — 3TO MNPUHIUIHUAIBLHO HOBas pe-
aJBbHOCTh C HOBBIM CTaHAAPTOM OOIICHHUS.
W B mouckax MHHOBAIMOHHBIX CTpPATErHid
MEJarOTUKU ATU PEAIUU JOJKHBI YUHUTbHI-
BaTbCsI, COCTABJISII OCHOBY MPAKTHUYECKUX
NEUCTBUN.

CnenctBueM H3MEHEHHM B KYJIbType
SIBJISIIOTCSL HE TOJIBKO HOBBIE€ CITOCOOBI KOM-
MyHHKaIUi. OHUM U3 BaXKHBIX MPU3HAKOB
CTAHOBUTCSI M3MEHEHUE NPEICTABICHUI
0 KyJIbTypHOM uyejoBeke. Emié mamsiTHbie
JUTSI CTapILEero neJarornyeckoro NOKOJICHUs
TpeOOBaHUS O XYyIOKECTBEHHOM Oaraxke u
3HAHMSIX JIMTEPATYPhl, MY3BIKH, H300pa3u-
TEJIBHOIO MCKYCCTBA MPAKTUYECKU KaHYIH
B npouutoe. I[IpenogaBarenu crankuBaroT-
Csl C TEM, YTO CTYJEHTBI BOOOIIE HE BUJEIH

Ha cueHe onep Momapra, onep U 6aneToB
YalkoBCKOT0, HE TOBOPS YK€ O IMPOCITYIIHN-
BaHusAx cuMm@onuil bpamca unu Manepa
B (unmapmonnyeckom 3ane. U geno He
B TOM, 4YTO OHH HEAOCTAaTOYHO 3aHUMAJIUCh
WCTOPUEN MY3BIKH, & B TOM, YTO 3TOU MY3bI-
KU HET B UX JKU3HU.

B pasButum mpodeccuoHanbHON KOM-
METEHIMU MY3bIKaHTa KyJbTYpPHBIA 3amac
dbopMupyeTcs He TOIBKO IMMyTEM MOTyUeHHUs
uH(pOpMAIK O KOMIIO3UTOPE, O TPOU3BEIe-
HUU WU KOHTEKCTe TBopuecTBa. HeoOxomu-
Ma 3MOLIMOHAJIbHAS MaMsTh, YyBCTBEHHBIE
accolMaliy, WHAUBHUyalbHbIE U CYOBEK-
TUBHBIE BOCmOMHHaHUs W (aHtazuu. bes
HUX HET M HEe MOXET ObITh COOCTBEHHBIX
CYXECHHI, OCMBICIIEHHBIX YyBCTB U «II€pe-
YyBCTBOBAHHBIX» MBICIIEH.

[ns  nmpenomaBarenss TEOPETHUECKHUX
IIPEIMETOB KOHTAKThI C MYy3BIKOM MOApasy-
MEBAIOT MCKIIOYUTENHHO OOydeHue. ITo,
BO3MOXHO, €CTECTBEHHas W HOpMaJlbHas
TpaaulUs — YYUTb, PACCUUTHIBAs Ha KU3-
HEHHBI MY3BIKaJbHBIM OMNbBIT, JIMYHBIC
accolMalnuy, BOCIPUSATHE MY3bIKM B TeC-
HOM CHUMOHO3€ YYBCTB M 3MOIIMOHAJIBHBIX
peakiuii. Tak ObIO B MPONLIBIX TOKOJIE-
HUAX — KJJAcCUYecKassh My3blKa AaKTHUBHO
IIPUCYTCTBOBaJa B IOBCEIHEBHON KHU3HH,
COINPOBOXJaJla Pa3HOOOpA3HbIE CUTYALUU
U mepekuBaeMble coctosHud. [Ipexne yem
OHa HauMHajia «IOPOXKAATh» YyBCTBa, OHA
COIYTCTBOBAJIa UM M IIPOYHO 3aKPEIUIIIACH
B YyBCTBEHHO-3MOLIMOHAJILHOM OIIBITE.

Ho My3bIka HE IPOCTO OTpaXxaeT KU3Hb
B KYyJIBTYyp€, OHA ONIpPEINEIAeT U JaXe KOH-
CTUTYUPYET €€ BaKHbIC 3aKOHOMEPHOCTH,
COTPOBOXAAsl Pa3HOOOPA3HYIO JESTENb-
HOCTb YEJIOBEKA, IIOBEICHYECKUE aKTBHI.
UyBcTBa, 3MOIMU CYHIECTBYIOT W CKJa-
IBIBAIOTCSI BHE KOHTAaKTOB C MY3bIKOM, 110
TUX KOHTAaKTOB — OHA UX YCHUJIMBAET, pas-
BHUBAET, OlyXOTBOPSIET, BO3BBIIACT. My3bI-
Ka (KaKk M MHbIE XyH0KECTBEHHBIE TEKCThI
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B peaJIbHOM JKU3HU ) TOMOTAeT HAKOMUTH Ta-
MSITh O YyBCTBaX, POPMHUPYET «KYJIBTYPHBIH
3anac 4yBcTB». OHa yCUIMBAET BOCIPUSITHE
SMOLMOHAIBHBIX COCTOSSHUM TEPCOHAXKEU
B BU3YaJIbHBIX )KaHPAX — MY3bIKaJIbHOM TE-
aTpe, KHHO, BUJCOKIIUMAX U T. II.

Heorsemnemon cpenoii Mupa JIUYHBIX
YyBCTB 4eJioBeka B mnokoieHun @era u
TriotueBa, broka u banepmonra, BpyGens
u HecrtepoBa 6wputn pomancel. OHHM opra-
HUYHO COIPOBOXK/ANU peajbHble COOBITHS
U KOJUIU3UU — PajOCTh BCTPEY, BOCTOPTH
1r00BH, TOpeub paccTaBanuil. OHAKO HAIIe
BpEMs CO3AAJI0 MHYK) BOKAJIBHYIO MY3bI-
Ky, HEOOXOIUMYIO JIIONSIM ISl OTPaKeHUS
AKTyaJbHBIX 3MOLIMOHAIBHBIX MHUPOB, IS
00y4eHHs] COBPEMEHHOU KYJIBType YYBCTB.
[TonynsipHast mecHst TOILKO OTYACTU (DYHK-
[IUOHHUPYET IMOJAO0HBIM 00pa3oM B CBOEM
KyJIBTYPHOM TIUIaCcT€, XOTSI HUCTOUYHHKU €&
BOCIIPOM3BEICHUSI HEBEPOSITHO  Ppaclpo-
CTPaHEHBI U JOCTYIHBI B TI000H 00CTaHOB-
ke. EAMHCTBEHHBIM MMPUMEPOM, TJI€ MY3bIKa
3aKperUIsieTcs 3a NepeKUBaHUSIMHU UTPOBBIX
KOJUTU3HM, SIBJISIETCS BUACOUTPA.

borarctBO M TOHKOCTh YYBCTB, 3aBOE-
BAHHBIX €BPOINEHCKON [IUBUIN3ALNEN, — J10-
OpoTa U Ter10, BOTHEHUE U BOCTOPT, TPYCTh
U Te4ajb, OTYASHUE U CKOPOb — BO MHOTOM
o0ecreynBaroTCs ONbITOM OOIIEHHs C HC-
KyccTBOM. CerojHsi meAaroruka yxe npak-
TUYECKH HE MOXKET YOeIUTh MOJIOJ0€ IO-
KOJICHHE B BEJIMYMU U F'€HHUAIbHOCTH baxa
u lllonena, Momapra u IIpokodnena. Irta
«MH(pOpMALUA» WM OLIEHKAa MOTYT OBITh
NEPEKUTHIM M OCO3HAHHBIM YOeXKICHHEM
UCKITIOYUTENILHO B pPEajIbHOM OBITHUH, UYTO
HEYMOJUMO BEIET K MNPUHIUIHUAIBHOMY
npeoOpaxeHnt0 00yUeHHs.

My3b|Kanbl-lo-nenaromqecxue CTpatermm

OO6mienue ¢ My3bikoi B yueOHOM ayiu-
TOPUU HEOOXOIMMO HANpaBUTh Ha 3aWHTeE-
pECOBaHHOE 3HAKOMCTBO, AMOIMOHAIHHO
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MOTUBHUPOBAHHBII KOHTAKT BOIIPEKH TPaIu-
LU UCTIOJIb30BaHUs €€ B WIUTIOCTPATUBHOM
dbysakuun. Bo Bpems u3yueHus 3akoHOMEp-
HOCTEH CTWIISL, CTPYKTYPhl CUMGOHUH WK
BOKAJILHOTO ITMKJIA (B JTIO0O0M AUCIIUILTHHE)
BOXHO HMHUIMUPOBATh aKT XYyd0>KECTBEH-
HOTO BO3JEWCTBUS U NepexuBanus. Panee
B CTaTbsiX U BBICTYIUICHUSIX C JOKJIaJaMu
Ha KOH(EPEeHIUAX yKE MPUXOIUIOCH BbI-
CKa3bIBaTbCsi O BO3MOXKHOCTH BHEAPEHMUS
«BUPTYaJIbHON  (pUIapMOHUN», «BUPTY-
aJbHOTO MY3BIKaJBHOTO Te€aTpa» M BeChMa
aKTyalbHOI (OPMBI «BUPTYaJTbHOTO KHUHO-
3aa». JTO BO3MOXXHO Ha MHOTHUX INpeaMe-
tax: «My3blkanbHas Jureparypa», «Ciy-
maHue My3blku», «Vctopus My3bIKn»,
«AHanu3 My3bIKQIbHBIX TPOU3BEICHUN,
«Ilonudonus». 3aech BaXHO HE MPOCTO
CTIPOXONIUTH», «HU3y4daTb» IPOU3BEACHUS,
HO MOJIETTUPOBAaTh CHUTYalUIO JIMYHOTO U
WHTPUTYIOIIETO 3HAKOMCTBa Ha MPOCMO-
Tpe BUICOKOHILIEPTOB, CHEKTAKIEH, XyHO-
KECTBEHHBIX (DUIBMOB O KOMITO3UTOpAX.
[lenarory He CTOUT OCOOBIX YCHJIMI TIpei-
BapUTh I10Ka3 MY3bIKHA, HCIOJb3Ysl OIBIT
BCTYNUTENBHBIX CIIOB B (PMIIAPMOHHUECKUX
KOHIIEPTaX M TEJIEBU3UOHHBIX Mepeavax.
A 2TO BaXXHO, MOCKOJBKY Hallla CTy/ICHYE-
CKasl ayIUTOPHUSl CBOEH 3pyAUIUMEN CErOaHs
BechbMa OJIM3Ka UPOKOH aynuropun. bae-
Thl «IIukoBas mama» Ponana Iletn na Ille-
ctyio cuMponuro YaiikoBckoro mwim «be-
JocHexka» AmnxeneHa llpenbxokaxa Ha
My3bIKy Manepa 1 B caMoM Jiesie o-HacTo-
A1IEeMy TpOOJIEMHBI, TOCTOWHBI U3YYEHUS U
ocMbiciieHus. OHaKko BHa4alie 3HAKOMCTBO
C HUMU JIOJDKHO IPOOYIUTH YyBCTBA.
[IepBpIM TE3UMCOM MNPUBEACHUS MY3bI-
KaJIbHO-TEOPETUUYECKOTO OO0yuYeHHUsI B CO-
OTBETCTBUE TPAAUIMOHHBIM IIEJISIM HAaKO-
IJICHUSI KYJIBTYPHOTO — 3MOIMOHAJIBHOIO
Y MHTEJUICKTYaJIbHOTO — 0ara)xa Ha30BEM
MEJaroru4ecKy0 MJe0 BHEJIPEHUs mex-
HOMO2ULl OOUWUPHOTU npe3eHmayuu My3viKu
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B yueOHBI miporiecc. OHa MOXKET MOKa3aTh-
Cs1 CLIOPHOW WJIM BBI3BaTh YIIPEKU B yTpaTe
aBTOPUTETA OTEYECTBEHHOU U MUPOBOU Te-
opuu. Ho Bpems TpeOyeT aekBaTHBIX Olie-
HOK U IEPEOLEHOK, B TOM YHUCJI€ U TaKo-
IO M3BECTHOIO NEAAroruyeckoro mnpuéma,
KaK MPOCMOTP Ha 3aHATUSIX KUHOPUIBMOB
0 KOMIIO3UTOpPaX, BUJIEO ONEPHBIX U OaneT-
HBIX TOCTAaHOBOK, MYJIbTUIIMKAIMOHHBIX
BEPCUI MY3bIKaJIbHBIX COUYMHEHUU. [lpm
YCJIOBUHM TBOPUYECKOM IE€JAaroru4ecKomn
WHUIMATUBBI 3T GOPMBI pabOTHI TIpEACTa-
10T KaKk MHHOBallMOHHBIE. Hanpumep, Bax-
HO, UTOOBI «IIPOCMOTP» Ha 3aHATHSAX (a ce-
TOJHS Mbl CMOTPUM HE TOJIBKO CIIEKTAKJIb
win (QuibM, HO W KOHUEPT B (opmare
BUJIE0) HE ObUT (POPMON HCKIIOUHUTEIHHO
IpernoAaBaTe/bCKOil MHUIIMATUBBL. B ero
OpraHu3aluy JOJKHbBl y4acTBOBaTh CaMH
oOy4aroniecs Co CBOMM «BCTYNHUTEIbHBIM
CIIOBOMY.

IIpuBenéM npumepsl U3 MPAKTUKU. XO-
potieit hopMoii MpoOy>KICHHSI UHUIIUATHUBBI
B I10J1a4€ U MOMCKE Marepuaia MOXeT ObITh
3ajaHle «IpUAyMaTb» HeOaHAIbHYIO (Qop-
MYJUPOBKY TE€MbI ypOKa. 371€Chb YMECTHO
BCIIOMHHUTHh O C(HOPMYJIHMPOBAHHBIX pPaHEE
aBTOPOM CTaTbU <(GKAHPAX» AIIEKTPOHHBIX
nuaakTuaeckux pecypcoB (DIP): orcypra-
JIUCMCKOE pacciedosanue, HeodCUOAHHbI
nopmpem, napaooKCAlbHAs Npe3eHmayusl.
[IpencraBnenne HHCTPYMEHTAJIBHBIX COYU-
HeHuit B. A. MonapTa B BUJI€ «KypHaJIUCT-
CKOT'0 PaccieIOBaHUS MOXHO 03aIJIaBUTh
«Cewmpb 1maroB B HeGecax» (CeMb IPUMEPOB
OeccMepTHOM MY3BIKH), a (POpTENMUaHHBIX
munuatiop @. [lonena — «f Tebe HUYero
He ckazan. Mona bel canto B [lapuxe nep-
Boil moioBUHEI XIX Bekay. «Heoxnman-
HBIM TIOPTPETOM» MOTYT OKa3aTbCs OANEThI
P. Iletu Ha my3biky A. BuBanpau u I1. Yaii-
KOBCKOro, Ha3BaHHble «“Bpemena roma”
Ha myaHTax» win «Wrpa B KapTel Ha Iy-
anTax». «llapamokcanpHas npe3eHTaUs»

— 3TO paccka3 0 COOBITUH, HEOOBITHOM HIIH
MPUBBIYHOM, HO B HEOAHAILHOM pakKypce.
Hampumep, 0 COBpeMEHHOM HCIOITHEHUHU
CKpUIIMYHOM MY3bIKH J[PBUaom ['apperTom
«lyx ITaranunu uiu JIpsiBom».

Taxke BaXHO TPHUCTATBLHO MPUCMO-
TPEThCSI K HOBOMY M YpPE3BbIYANHO Ba)XKHO-
MYy IUIACTYy COBPEMEHHOU KYJIBTYPbl — BU3Y-
anu3alusaM, pa3MeIIEHHbIM B HHTEPHETE.
CrouT 3anpocuth B NOUCKOBHMKE, HaIpH-
Mep, «Y1po» O. I'pura nnm «JIlyHHBIH cBET»
K. JeGroccu, u pe3ynbsratoMm OyAeT moiayye-
HUE JIECATKOB BU3YaJIbHBIX IPOCKTOB’.

@aktnuecku ceroans CeTb 3amoiHEHa
CaMbIMH  Pa3HOOOpPA3HBIMH CBEJICHUSMHU
C COMpPOBOXACHUEM MY3bIKH. OHU HOCST
CYIepMacCOBbIl, HO OTHIOJIb HE CIIOpaJu-
YECKUN U XaOTHMYECKMM Xapakrep. My3bl-
KaJIbHOE TMPOMU3BENCHHE (MUMEETCS B BUIY
aKaJieMU4ecKasi My3blka) KOMMEHTUPYETCS
PSZIOM, cepuell caMbIX pasHbIX HM300paxke-
HUW — TNEN3aKEH, MTOPTPETOB, KU3HEHHBIX
cueHok. [[nst aroro wucnonb3yrorcs (poto
M3 CETEBBIX rajepedl nmbo COOCTBEHHEIE,
PENPOIYKIIMH KApPTUH U CKYJBITYP XYI0XK-
HUKOB, OOBEKTOB apXWUTEKTypbl. Buneo-
P YCWIMBAET YyBCTBEHHOE BOCIIPHUSTHE
MY3bIKH, BO30YXIAa€T CMBICIOBBIC acCo-
[AAlMK; €CTECTBEHHO, BO3HHUKAIOT U CYy-
KICHUSI, UHTEIUJICKTYalIbHOE OCMBICIICHUE.
Crporo roBopsi, BU3yaJIH3alUsl MY3bIKH
— JIBOMCTBEHHBIN TMpoIecC: H300pakeHue
PacKpbIBa€T MY3bIKAJIbHBIM CMBICI, YCH-
JIMBAET SMOIMOHAIBHYIO PEaKIHI0 Ha MY-
3bIKY, © BMECTE C TE€M MY3bIKa OOoramaer
BU3YaJIbHBIA 00pa3, KOTOPHI HEBO3MOXKHO
ONpEeeTUTh OTHO3HAYHO [3].

HexoTopbie My3bIKaHTBl KPUTUYECKU U
OTPUIATENILHO OTHOCSTCA K KaKoMY-JTHOO
COMNOCTABJIECHUIO MY3bIKM C BHUICOPSIOM,
MpeAnoYnTas NIyOMHy BHYTPEHHETO Iepe-
YKUBaHMSI, TOHKOCTb BOCHPHUSTHS, JEKIIapU-
pys cHerupUIHOCTh YTOHYEHHBIX YYBCTB.
Ho my3bika u n3o0OpaxeHue Hepa3aearuMbl
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— OJTOT CHUHTE3, NOATBEPXKAAECMBIA BCEH
UCTOpUEH, HEpa3pyILIUM U HEMPEOI0JIUM.

WNHTepHeT-BU3yanu3anuu  CTaaud  pe-
aJbHO JOCTYNHBIMM JUIs Bcex. Ecnu Buepa
MOHTaX OTCHSTBIX KaJpoB (uiabMa Tpedo-
BaJl CIEIUAIBHBIX MPOQECCUOHANBHBIX Ha-
BBIKOB M TEXHUKH, TO CETOIHS paboTa B BU-
JICOpEaKTOpE HE MPECTaBISET MpodieMm,
U OOyuMuThCS €l B MHTEpPHETE — JeJI0 He-
CKOJIbKHUX JecsiTKoB MUHYT. Co3ngaHue BH-
JICOpPOJIMKA, BUICOKIIUIIA JIJISl CTYACHTOB HE
IPOCTO HECIOKHOE 3a7jaHue — 3T0 Qopma,
BBI3BIBAIOIIAS OJOOPEHHUE, YIOBOIHCTBHE.
OHM 3aHMMAIOTCSI ’TUM C TBOPUYECKOM OT/Ia-
4eil 1 3aMHTepECOBaHbI B TOM, UTOOBI Mpe/-
CTaBUTh CBOIO Pa0OTy OTHOKYPCHHKAM,
NpOCIEIUTh 3a UX peakuueil, o6CyauTh,
ycaeimarh MHeHus. [IpoBepky B kiacce
JTOOBIX TPAIWIMOHHBIX 33JaHUN HE CpaB-
HUTH C BU3yaJIbHBIMU TPOCKTAMH.

Crporo roBOps, MOXHO W, HaBEpHOE,
HEOOXOIUMO KOpPpeKTHO auddepermmpo-
BaTh 3HAUYCHUS NOHATHUN. « Buzyanuzanuein»
MY3bIKA B y3KOM CMBICJIE CJIOBA SIBIISIETCS
CONPOBOXKIEHUE MY3bIKaJIbHOIO IPOU3BE-
JICHUST BHJICOPSJIOM IS TPOCITYIITUBAHUS-
npocMoTpa. My3bIKaJbHBIM «BH3YyaJbHBIM
MPOEKTOM» CTOWUT Ha3bIBaTh OoJiee pas-
BEPHYTYIO0 MH(OPMALIMIO O MPOU3BEACHUH,
KOMIIO3UTOpPE, COOBITHSIX MY3bIKaJIbHOU
KyJabTyphl. Mcxoast u3 momoOHo# paboueit
KJaccu(UKalMKU, MOXKHO TakuM oOpa3oMm
pasnenuTh pasHbie GopMbl pabOTHI B y4eO-
HOM IIpolLIeCCE.

Busyanuzauuu 1O3BOJISIIOT  CTYAEHTY
oTpaxarb, MO CYyTH, «TBOPUTH» CMBICT H
CoJiep>)KaHre MY3BIKH, a JJIsl Tefiarora 3To
— OECLICHHOE TICUXO0JIOTHYECKOE TECTUPOBA-
HUE, JAIoIee BO3MOKHOCTh KaK-TO COIpPH-
KOCHYTbCS C BHYTPEHHHM MHUPOM 00ydaro-
mierocs. [IpoxonauTh ceromHs mo aHaau3y
MY3bIKaJIbHOU (POPMBI TEMY «COACPIKAHUE
B Takux (hopMax paboThI U 11eTIeCO00pa3HoO,
U yBIieKarenbHo. Ho He TonbKo B 3TOM Auc-

LUIUIMHE — B CIIELUAIbHOM KJIACCE CErO/IHs
MPAaKTUKyeTCsl paboTa HajJ XapakTepoM u
CMBICIIOM TPOU3BEACHUS C BU3yaJU3alMsI-
MM TIeJ]arora u CTyeHTa’.

Heckonbko HenmpuBBIUHBIN dopMaT pa-
00TBl — W BU3yalW3allud, U BU3yaJbHBIC
MPOEKTHl — KOHEYHO, HEOOXOJUMO ONUCATh
NOJPOOHO B METOJUYECKOM IUIAHE, OJJHAKO
0€e3 KOHKPETHOTO 3HAaKOMCTBA € 00pa3lamu,
BUJIaMU 3a/1aHU, (POPM KOHTPOJIS U OTUET-
HOCTH 3TO0 Bpsa u yoenut. [Toaromy mpu-
BEJEM TOJIBKO YCIOBHYIO TUIOJIOTHIO.

Busyanuzauuu umMeroT HeOOJbIINE pa3-
Mepbl (10 5 MUHYT, XOTSl 3TO HE CTPOro) U
MPECTABIISAIOT COOOM Mpe3eHTanuu (B Ipo-
rpamme PowerPoint unu Prezy), coBme-
HIEHHBIE C AyQUO3aIMChI0 MY3BIKaJIbHOIO
NpOU3BEACHUS WK ero (parmeHTa. Mare-
pHaioM MOTYT OBITh ()OTO W3 CETEBHIX ra-
Jgepell UM COOCTBEHHbIE, pa3HOOOpa3HbIC
penpoaykuuu [4; 5].

BapuanTtoMm 1mono6Ho# npe3eHTaiuu siB-
JsieTCsl HeOObILIOM BUACOKIIUII C TAKUMU Ke
BU3YyallbHbIMU MaTepuanamu. CeromHs Bce
WCIIOJIb3YIOT MHOTOYHUCIIEHHBIE TMPOCTHIE
B paboTe pelakTOphl JJIsi MOHTaXa BHJIEO’.
W B cBsi3u ¢ 3TON BOBMOXXHOCTBIO yJOOHO
U 11eJ1ec000pa3HO MPAaKTUKOBATh €LIE OANH
BAXHBI BUJ BU3yallM3allud, CBS3aHHBII
C MY3BIKQJIBHBIM «IIEPEUHTOHUPOBAHUEM
CUEHbl KHHO(MUIbMA. DTO BBIMOIHACTCS
CIEYIONIMM 00pa3oM: B BHUACOPENAKTOPE
BbIpe3aeTcad (parMeHT (QuibMa ¢ CayH-
TPEKOM, HO BMECTO «POJHOW» aBTOPCKON
KOMIIO3ULIMK Ha BHUJICOPS] HAKIAIbIBAECTCS
HOBBI My3BIKaJIbHBIH OTPHIBOK'’.

Hagepnoe, /I. Kamepon mor Obl mo3a-
BUJIOBaTh cueHe J/[xerimca u Po3bl Ha ma-
ayOe muKapHOro jaiiHepa «TUTaHMK» Ha
¢done Temsl 068U C. [IpokodreBa u3 Oa-
nera «Pomeo u [xynberray, a CkpsOuHa
yOenuiu 661 Xopeorpapuueckie NopTpeTh
U CLEHKH Ha MY3bIKy €ro (opTenuaHHOU
npemtonun. Kak v BU3yallbHBIE INPOEKTHI,
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MpEeACTABISAIOMKNE COO0M BHUICOPACCKA3HI
0 My3blke W My3blkaHTax: «MBo Ilorope-
mnu», «Hukomait Jlyranckuii», «AHHa U
Konuepr», «basn Mukce», «Takas mogHas
Oanmanmaiika»!!.

KnHocdhunbmMbl 0 komnosutopax:
KOMMeHTapum

B IIpunoxenuun K crarbe MOXHO O3Ha-
KOMHTBCSI C IEpeYHEM H30paHHBIX KHHO-
¢unabmoB o komnozutopax ot Y. C. baxa no
A. Xauarypsaa. Ilemaror nu6o mokasbiBa-
€T UX NOApSA, OTOJBUHYB TPaJUIIMOHHBIE
TEMbl BHYTPU H3y4yaeMOMl JUCIUIUIMHBI,
au00 4Yepenyer ¢ MpOrpaMMHBIM MaTepH-
anoMm B moObIx mpomopuusx. CoBceM He
00s13aTeNbHO (M Ja)ke HE JKeIaTesIbHO) CMO-
TPEeTh MNPENJIOKEHHbIE (QHIBMBI MO XpO-
HOJIOTMYECKOMY NPHUHLMITY — BEIb U KOH-
HEepThl B (PUIADMOHUYECKHUX 3ajlaX 3Bydar
B IIPOM3BOJILHOM IOPSIJIKE.

[loka3 kMHO(PUIBMOB Ha 3AHATHAX, KaK
y’Ke ObLJIO OTMEYEHO, PACCUMTAH Ha SMOIIHO-
HaJIbHOE BOCHPUSTHE, BO30YK/I€HUE UyBCTB.
Ho, xoHe4YHO, BO BCTyNMTEIBHBIX KOMMEH-
TapuAX U 3aMEYaHMSIX M0 XOIy IpOoCMOTpa
HAJI0 HAlIeJMBATh HAa BOCIPUATHE U TOHU-
MaHHUe HIeH W mpobieMm, AaBaTh MO 3TOMY
MOBO/AY 3a/aHUs, YCTpauWBaTb CEMHUHApBI.
[To my3bike U3 GUIBMOB MOXKHO MTPOBOIUTH
MUCbMEHHBIE TECThI, BUKTOPUHBI, B TOM YHC-
Ji€ BUJICOBUKTOPHUHBI CO CLIEHAMH U BOIIPO-
caMH: Kakoe KOHKPETHO MPOU3BE/ICHUE 3BY-
YUT, KaK TPAKTYET €r0 CMBICI U COJIEPIKAHUE
pexuccep. «PacumdpoBka» My3bIKH B pa3-
JUYHBIX (hparMeHTax (puibMa MOXET OBITh
3aMeyareNbHbIM (M HEJIETKUM) JOMAIHUM
3agaHueM. Ero BeinmonHeHue norpedyer mno-
BTOPHOTO MPOCMOTpPA U TIOMCKA OTBETA, YTO
Ha/I&KHO 3aKPEMUT CITyXOBOM Oarax.

[Tomumo moka3za KMHO(UIBMOB O KOM-
MO3UTOpaX, CTOUT 3HAKOMUTH CTYICHTOB
U C 0COOBIM >KaHPOM MYIBT(PHUIbMA, «H30-
OperénnbiM» YontoM [{ucHeem B 1945 rony.

3HaMEHUTBIA MYJIBTUILIMKATOP coOpasl Tor-
J1a CBOMX KOJUIET W NMPEIUIOKUIT UM, TOCITY-
1IaB 3alucu BbICOKOUTMMOro Jleomonpaa
CTOKOBCKOTO, CHENaTh MYJIbTUIIIMKALMOH-
Hble «(paHTa3um», PACKPHIBAIOLIUE CMBICI
My3bIKaJIbHOTO Mpou3BenaeHus. Hemnpemen-
HBIM yCJIOBHEM ObLIO M30eraHue nepcoHa-
el — UCKITFOUYUTEIbHO KPacKH, TMHUHU, POp-
Mbl. [TonoOHBIX PUIBMOB HEMAJO; MHOTHE
u3 Hux (Hanpumep, «Kamapunckas» U. Ko-
BaJIEBCKOM) OXOTHO MCIOJIb3YIOTCS Ha ypo-
kax B JIMIII. Ype3BbryailHO 3aHUMATEIbHBI
MynsT@uibMbl ['appu bapanna Ha My3bIKy
I1. Mopua, U. lynaeBckoro, T. AnsOuno-
HU. Ero u3bickannas ganrazus «HYyda 3» o
«Kapmen-croute» K. buze — P. llleapuna
Oy/IeT XOpOIIUM MOBOJOM OOCYAUTH COBpPE-
MEHHYIO HCTOPHUYECKYIO BEPCHIO TEMBI PEB-
HOCTHU, COIIOCTAaBUB €€ C IEMOHCTPALUSIMU
MHOT000pa3HbIX MOCTaHOBOK omepsl buse.
W Adagio AnbOMHOHM MOXET CTaTh TEMOM
MHTEpecHeien auckyccun o0 odpase cBsi-
Toi unctoThl. [IpuBeném npumepsi, 11000-
IIBITHBIEC JUUII CPAaBHEHUI: AMEPUKAHCKUN U
oTeuecTBEeHHbIH MyabT@uibMbl «Houb Ha
JIpicou rope» M. Mycoprckoro, asa Dance
Macabre K. Cen-Canca (1980 u 2010).
W, xoHeuHO, MOOWIEHHBIN MYIBTPUIBEM
«®antazug 2000» na Pamcomuio in blue
JIx. I'epmiBuHa.

HeoOxoqumo ymnoMmsiHyTh €me Orpom-
HBI KOPIIyC XOpeorpaguyeckux MOCTaHO-
BOK Ha KJIACCHYECKUE WHCTPYMEHTAJIbHBIE
npousBeneHus: «Bpemena roga» Buanbau
n «llukoByro mamy» YaiikoBckoro Pomana
Ilern ¢ Hukonaem Iuckapunze u Unse Jin-
enoii, «bemocHexky» Anxenena [Ipensxo-
Kaka (KCTaTH, ee OAMH IMOBOJ] HAKAITNBATh
B CIyXOBOM Oaraxke My3bIKy Marnepa), 1mo-
cranoBku Ckpsiouna u Jlucta Kacesina Io-
JIEI30BCKOT0, OaNeThl U XOpeorpapuuecKue
atronsl Mopuca bexkapa u MHOrO€E 1pyroe.

Taxum 00pazom, euzyanrusayus My3viKu,
U300pasumenbHoe ConposodcoeHuUe ayouo
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CTaJId TIPUBBIYHON PpPEaTbHOCTHIO, HO 3TO
U HOBBIA BHUJ JIIOOUTEIHCKOTO TBOpYE-
ctBa. OHO, KOHEYHO, TOJHOCTBIO SIBISET-
Cs KOMIIBIOTEPHBIM TPOAYKTOM, ITOHAYa-
Jy UCKIIIOYUTENIBHO CETEBbIM, HO CETO/IHS
B ayJTUTOPHOM OO0y4EHUH MY3bIKE OH UCTIOJh-
3yercs akTUBHO. [IporpaMMbl mpe3eHTaIm
U pa3HOOOpa3HbIe BHJICOPENAKTOPHI CBOEH
I10JIb30BATEJILCKOM IPOCTOTOM U JTOCTYITHO-
CTBIO CHIEJaJIi €r0 MAaCCOBBIM KYJIBTYPHBIM
dakropom. 1, o cymiecTy, co3aaHue u 00-
nieHre (MPOCMOTp BU3yaHM3allfii) BIIOJHE
CPaBHUMBI C OTONICAIINM B TITyOb UCTOPHH
OBITOBBIM JJOMAITHUM MY3UIIUPOBAHUEM.
Urak, pe3toMupys B 11€J10M U3JT0KEHHbIE
pPa3MBIIIJICHUS, CTOUT, HABEPHOE, BEPHYTh-
Csl K TIOCTAaBJIEHHOMY BOTIPOCY: MHHOBAIIMU
a1 3707 MOXHO JTM OTHECTH K HUM TIpO-
CMOTp B ayJIMTOPHH CIIEKTaKJIEH, GUIHMOB,
KOHIIEPTOB, TIOKa3 MHOTOYHCIICHHBIX CETe-
BbIX U CIIECIMAJILHO C/EJIAHHBIX MeJarorom
MPE3eHTAINH, BUJICOKIUIIOB O MY3bIKaJh-
HBIX MPOM3BEIACHUSAX U UX aBTOpaXx, UCIOJ-
HUTEJSIX, COOBITUSIX UCTOPUU U KYJIBTYPHI?
Crapsble, XOpOIIO U3BECTHBIE (POPMBI CTANIU
HEOOBIKHOBEHHO JOCTYITHBIMH B YIOTpe-
OleHMHM U co3laHuM Omaromapsi nHpopma-
[IUOHHO-KOMITBIOTEPHBIM ~ TEXHOJIOTHSIM.
Peup mima o mpuHOMNUAIBHON JIOMKE MPH-
BBIYHOTO (popMara 3aHsITHI, HE WILIOCTpa-
TUBHBIX MMOKAa3aX, a 3aMEHE TPaJAUIIMOHHON
TEOPETUYECKON TEMATHKHA 3MOIMOHAIBHOU
AQHTAKUPOBAHHOCTBIO B MY3BIKY, €€ MOJ-
HOLIEHHO€ XY/IO’KECTBEHHOE BOCIIPHSITHE

U IepexuBaHue. Tak cerogHs ycrpoeHa
KyJIbTypa, B KOTOPOH 3MOLMOHAJIBHO ONEK-
HYT (OpMBI IIPEACTABICHUS MY3bIKH, Ona-
TOIOJIyYHO CYyLIECTBOBABIINE IECATUICTUSA
u naxe cronerus. Ho kak Obl B KOMIIeHCa-
LIUIO NTOJIy4aeT MUPOKOE PACIIPOCTPAHECHUE
¥ DMOLMOHAIBHYIO CWIBHYIO OTAAa4y BH-
3yanbHasi (aKTHUECKH CaMOJCSTENbHOCTD,
nuTaromas npodeccuoHaIbHyI0 Melaroru-
4yecKyro cpely. OHa JOIKHA 3aCTaBUTh 3a-
JyMaThCsl HE TOJBKO O BHEAPEHUU B yueO-
HBII TIpolLIecC, HO U 00 aHaIM3€ OTXKUBIIIHUX,
PYTUHHBIX, YCTapeBIIUX MNPUHIMIIOB 00Y-
YEHHS] MY3bIKE C IO3ULUNA CETONHSIIHEH
KYJIBTYPBI.

BeuHble IEHHOCTH IOTOMY U «BEUYHBIEY,
YTO, CyIs II0 UCTOPUYECKOMY OIIBITY, OHU
HE MCYE3al0T, HO OOpeTalT aKTyaJbHBIN
oOJIMK B pa3HbIX BpeMeHax U 3noxax. M3me-
HEHUS CErO/IHsI — HE TIOCTENEHHbIE, a IPUH-
LUNHAAIBHBIE, Pa3pyLIAOIIME IPOLUIbIE
YCTaHOBKH, MOTHBBI U IEHHOCTH. VX Hemb-
351 IPEyMEHbILATh U HEAOOLEHUBATh, HAJIO
TyOOKO MOCTUTaTh MEXaHU3Mbl ObITHS HO-
BOM KynbTypbl. M cTpemutbcs k OanaHcy
BEYHO HEIOCTHKUMOU U TEM HE MEHEE BO-
KJEJIEHHON TapMOHHUM C HEW 00pa30BaHMSL.
MHHOBanuu B My3bIKaJIbHOM OOy4YE€HUU He-
00XOAMMO TPAKTOBaTh KaK MPUHIMUITAAIBHO
HOBBIE CTPATEruy — XKU3Hb U PEAJbHOCTD,
OT KOTOpBIX HE CTOMT IpPSTAaThCs 3a CIpa-
BEJUIMBBIC CJI0BA O BEJIMKOM IIPOIIOM OTE-
YECTBEHHOM MY3BIKaJIbHO-TEOPETUYECKON
IIEIarOTUKH.

e~ NMpumedaHna ©

1

Cwm.: VHHOBallMOHHBIE TEXHOJIOTMM KaK CIOCO0 aKTUBM3AIMU Y4eOHO-TI03HABaTEIbHON

U TBOPYECKOH AESITETHLHOCTH OOydJaromuxcs B JleTckoil mkoiie UCKyccTB: ¢O. HH(OPMAIMOHHO-

MeToAMYeCcKUX MarepuanoB. MBnens, 2019. 56 c.

2 Toapobuee cm.: OBcsinuukoBa JI. JI. VIHHOBaNMOHHBIC TEXHOJOIMH B MY3bIKaJbHOM
00pa3oBaHMHM B peanusx ceronusaero qus // [lepnonumuecknit Hay4dnslii xypHai. Bem. 14. URL:
http://studik.net/innovacionnye-texnologii-v-muzykalnom-obrazovanii-v-realiyax-segodnyashnego-

dnya/ (mata oopamenwus: 15.05.2022).
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3 Cwm.: Bypausu JI. U., Cuzenéra JI. . IHHOBaIMK B COBPEMEHHOM MY3bIKaJIbHOM 00pa30BaHHH:
MOAXOABI K opranu3aiuu / BectHuk Bmagumupckoro rocymapctBeHHoro yHuBepcutera. Cepust
«Ilemarornyeckue u ncuxonornueckue Haykm». 2021. Ne 44 (63). C. 45-57.

4 Tlpumepamu MOTYT CIyXuTb, Hampumep: Asropckuii kypc JI. P. JIxymaHoBoii
«HHOBaLMOHHbIE METO/IbI NTpenoaaBanus conbpemxkro» B MI'K um. I1. U. Yaiikosckoro. 2020.
URL: https://www.mosconsv.ru/ru/event p.aspx?id=161780 (mara obpamenus: 15.05.2022);
[yxanoBa M. B. /MHHOBallMOHHBIE NOAXOABI B IPENOJABAHUM MY3bIKaJIbHO-TEOPETHYECKHUX
mucnuiuiH: mporpamma. 2022. URL: http://axu.ru/zavershilas-pervaya-programma-tsentra-
innovatsionnye-podkhody-v-prepodavanii-muzykalno-teoreticheskikh-distsiplin (zaTa obpamenus:
15.05.2022).

> Mob (anrn.) — tonma. [loHsTHE YacTO HCMONB3yeTcs s 00o3HadeHus ¢uemmoba. Ha
CJIEHT€ KOMIBIOTEPHBIX WUTp 0003HAYaeT MOHCTpA, KOTOPBIM Oojiee OpHUIMAaTbLHO Ha3bIBACTCS
HIIC (meurpoBoii nepconax). @urypupyer Takxe a1 0003HAYCHUS TPYTIIHI JIIOACH» B CIICHTE
(byTOONBHBIX (haHATOB.

6 Tapaea I. P. ®dopmarbl «seriay u «buffay B cOBpeMEHHOIH NpPaKTHKE HCIOJIHCHHUS
KITACCHYECKON MY3bIKH // DKCIIepUMEHTAIbHBIE (POPMBI COBPEMEHHOTO MY3bIKAJIbHOTO MCKYCCTBA.
Pocros u//1: U3n-Bo PI'K um. C. B. Paxmanunosa, 2015. C. 209-223.

7 Ha caiitre «Jlrommuna Hapeikuaas» B YouTube npencraBiero 6osee 100 momoOHBIX padoT.
Cm.: URL: https://www.youtube.com/channel/UCX8ewNLHvXWCByplHLvMHpg (mara
obpamenus: 15.05.2022).

8 B wuHTepHere acnupaHTka M3 Kuras (pykoBOAMTENb — aBTOp JAHHOM CTaThbu) TOKa3aya
3aMmevareibHble IpUMepbl Buyanuzauuii mnpodeccopa ¢aeiiter Croii I'e n3 Byxanbckoit
KOHCEPBAaTOPHHU MPOBUHINH Xy03H, KOTOPBIE OHA C/IeJaa ISl CBOUX CTYACHTOB — APHIO AJTBYMHBI
I. Tengens u Apuro M. C. baxa u3 Croutsr D dur. Cm.: URL: https://youtu.be/BuDk8clmsY8
(mara obpamenus: 15.05.2022).

® CTymeHThI W aclUpaHThI, HE yMes pabdoTaTh B BHICOPEAAKTOPE, paHEe OrpaHHYMBAJIHCH
PowerPoint, cerogus Takoil popmar npakTUUECKH HUKTO HE YIOTPEOIISIET.

0'Ha kaname aBropa maHHOW cratbi B YouTube mnpuBencHBI Takue OOpaslbl CIEH H3
kuHopuipMoB «He moxer ObiTh» JI. Taiimas m «Crankep» A. TapkoBckoro. OHHM BBIITOTHEHBI
cTyaeHTamMu okosno 10 jeT Hazazx, HO HE TEepAIOT CBOEH mpuBiekaredbHOCTU. COMPOBOXKICHUE
¢dparmenTom [TsToit cumdonun JI. berxoBena romopuctrdeckoit HoBews J1. ["alinas (B opurunane
MY3BIKH HET) YBEJIMYMBAET KOMU3M TafHOTO JIFOOOBHOTO CBHIAHHSA. A O COIPOBOXICHUH CIICHBI
n3 «Crankepa» MemjIeHHOW dYacTeio Broporo ¢oprenmannoro kxonmepra A. IlIHuTke onuH
3HaMEHHTHIN eBPONEHCKII KHHOPEXKUCCED CKa3all aBTOpPY CTaThbU B IMUHOM Oecene: « TapkoBckuit
OBI yMED OT 3aBUCTH, €CJIM ObI 3TO yCIbIIai!» Y Hero 3By4uT BeTyrieHue u3 [lareTnyeckoit CoHaThI
JI. berxoBeHa.

" Cwm. mpumeps! Ha kanaie «['amuna TapaeBa» B YouTube:

URL: https://www.youtube.com/channel/UCKQanm5h 0ZtjHsGd5GCI6g (mara oOpamieHwus:
15.05.2022).

S MpunoxeHue (©

Cnmncok KMHO(UNBLMOB AN NPoCMOTpa

«OKun na 6b01... Morann Cebactbsia bax» / XKan-Jlyu ['niiepmy, 2003
«Koposb taniryer» (o XK. b. JIrommm) / Kepap Kop6ro, 2000
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«Dapunemm-kactpar» / XKepap Koposo, 1994
«BuBanbau, peokuii cBAeHHUK» / Jlnana Mapabunu, 2009
«OmacHeie cBsi3n» / CtuBeH Opups, 1988

«Amanei» / Munom ®opman, 1984

«ITepenuceiBas berxoBena» / Arnemka Xomiaum, 2006
«beccmeprHas Bo3mroOneHHas» / beprapn Poys, 1994
«[Taranuan: ckpurmad apssoiia» / bepuapn Poys, 2013
«JIemu Kapomuna JIam» / Pobept bounr, 1982
«Oxcrpomty / JIxerimc JIamun, 1991

«lomen. Xemanwne mo6su» / Exxu Autuaxk, 2002
«JIncromanus» / Ken Paccen, 1975

«/Ixy3enme Bepam» / Paddasmno Maraparro, 1953
«Km3nsb Jxy3enne Bepaw» / Penaro Kacremmann, 1982 (MuaH-cepua)
«YaiikoBckwit» / Uropp Tanankux, 1969

«JIroburemn my3sikn» / Ken Paccern, 1971

«Barnep» / Tonu ITanmmep, 1983

«Manep» / Ken Paccen, 1974

«Cwmepts B Benenum» / Jlykuno BuckonTn, 1971
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«Taner ¢ cabmssmm» / FOcym Paspikos, 2018
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