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Annomayua. Bunvrensm @puneman bax (1710-1784) cpenu cBOMX COBPEMEHHUKOB ObLI
U3BECTEH MPEXKJIE BCEro Kak KIABUPHUCT-BUPTYO3 M MacTep uMMIpoBu3anuu. B ero HebGosbuiom
o MepkaMm X VIII Beka KOMIO3UTOPCKOM HACJIEIUH IIABHOE MECTO OTBEJEHO KJIABUPHOM MY3BIKE,
B 0COOEHHOCTH KpyMHOMAacIITaOHBIM XaHpaM — (aHTa3usM, KoHuepram u coHaraMm. lllects
KJIaBUPHBIX KOHLEpTOB PpusieMana baxa (msiTb TOUHO aTpuOyTUPOBAHHBIX U OJUH MPUIIHCHIBAEMBIN
KOMITO3UTOPY) BOILUIOLIAIOT XapaKTepHbIE YEepPThl €ro TBOPYECTBA — COEAMHEHUE OapOYHbIX U
paHHEKIacCUYECKUX CBOMCTB. BBISBIEHUIO ATHX KaueCTB MOCBSIEHA HAacTosas cTaThs. Tak, cpenu
MPU3HAKOB 0apOYHOIO CTUJISL BBIJEISIETCS HCIOJIb30BAaHUE PUTYPHEIbHON (DOPMBI, MPHUHIIMIIOB
pa3BEPTHIBAHUS B MHTEPMEIUSAX, BKIIOYEHHE B TEMATU3M PUTOPUYECKUX (UTYp, XapaKTepHbIE
(bakTypHble TEPEeKINYKU MeXAy tutti u solo. IlpuHIUIBI KIACCHUYECKOTO CTUJISL BBISBIISIFOTCS
B COHATHOCTH, YCJIOXHSIOUIEH PUTYpHEIbHYIO (QOpMY, B UETKOM WIEHEHHWU SKCHO3UIIMOHHBIX
MOCTPOCHUN (pUTYypHEINei), 0OpallleHnd K KJIacCUYeCcKoW Tomuke. B memom mMomens 0axOBCKHX
KOHILIEPTOB BITHCHIBACTCA B Mpeuiokennblii O. Mamunuaxom u M. TpHHOEProM THII «BCTPOSHHOM
coHatb» ( “nested sonata’ model), 3aHUMAIONTNI TIPOMEKYTOUHOE TIOJOKEHNE MEXKTY OApOUYHBIM
(«puTypHETBHBIM») U KJIaccHUecKuM TunamMu. Oco0oe BHUMAHUE B CTAThE YACICHO BaXKHEHIIEMY
Ka4yeCTBY, HOJUEPKHBAIOLIEMY OPUTHHAIILHOCTH CTHIIS Busnbrensma @puiemana, — GpaHTasuitHOCTH.
OHO BBIPa3MJIOCH BO BHE3AMHBIX CMEHAX MEJIOJUUYECKUX U PUTMUYECKUX PUCYHKOB, TUIIOB (aKTyp,
oOpa3oBaHUU (aHTA3UHHBIX KOMIIO3ULUN B PUTYpPHENSAX, a TaKXKe B LIUTUPOBAHUU W3 MY3BIKU
N. C. baxa u n3o0peTareabHOM NEPEOCMBICIEHUN 3aUMCTBOBAHHOTO MaTepHara.
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Abstract. Wilhelm Friedemann Bach (1710-1784) was known by his contemporaries primarily
as a virtuoso clavier player and a master of improvisation. In his quantitatively small compositional
legacy, by 18th century standards, the primary position is reserved to clavier music, most notably,
the large-scale genres — fantasias, concertos and sonatas. The six clavier concertos by Wilhelm
Friedemann Bach (the authorship of five of them having been confirmed, while the sixth was
ascribed to the composer) manifest the characteristic features of his musical style — a combination
of baroque and early classical stylistic features. The present article is devoted to revealing
these qualities. Thus, the attributes of the baroque style include the use of the ritornello form,
the principles of unfolding in the episodes, the incorporation of rhetorical figures into the thematicism,
as well as the characteristic textural calls-over between the futti and the solo sections. The principles
of the classical style are disclosed in the sonata-form attributes complexifying the ritornello form,
in the concise segmentation of the expositional constructions (the ritornellos), and the turn toward
the classical topics. In general, the model of Bach’s concertos fits into the type of “nested sonata”
model proposed by Omer Maliniak and Yoel Grinberg, holding an intermediary position between
the baroque (“ritornello-style”) and the classical types. Special attention in the article is given
to one of the most crucial qualities that emphasized the originality of Friedemann Bach’s style —
the fantasia quality. The latter is expressed in the sudden changes of melodic and rhythmical contours
and types of texture, the emergence of fantasia-like compositions in ritornellos, as well as in quotations
from the music of J. S. Bach and the inventive reassessment of the derived material.

Keywords: Wilhelm Friedemann Bach, clavier concerto, classical style, gallant style, fantasia
quality, quotation

For citation: Nagina D. A., Ivanov A. I. Wilhelm Friedemann Bach’s Clavier Concertos:
Between the Baroque and the Classical Styles. Problemy muzykal'noi nauki / Music Scholarship.
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BeeneHue THTIA) OH JIMJIUPOBAI B 0OJIACTH MHCTPYMEH-

B myssike XVIII Beka xaHp koHLepTa
3aHUMaJl, KaK U3BECTHO, OUY€Hb BBICOKOE TO-
noxeHue. B snoxy mosnHero Gapokko mpu
a0COJTFOTHOM T'OCIIO/ICTBE BOKAJIbHON MY3bIKH
(mpexxzie Bcero omepsl M KpynmHOMAacLITao-
HBIX JYXOBHBIX COYMHEHUI OPAaTOPUAIBLHOTO

TaJbHOTO TBOpUecTBa. [lo crpaBemMBOMY
3ameuanuto Maiikna Tanbora, KOHLEepT, «00-
Jiee IIMPOKO KyJbTHBUpPYEeMbI B EBpore,
YeM yBEpTIOpa WM onepHas cuM(oHUs
<...> chopMHUpOBaIl TPUPOTY OPKECTPOBO-
IO 3BYy4aHHS U OPKECTPOBOM UTPHI B TIEPBHIC
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CTO JIET WX CYUIECTBOBAHMS, «BIOXHYI
SHEPIUI0 BO BCIO 3alaJHYI0 KJIACCUYECKYIO
MY3BIKY, MPEIJIOKUB HOBBIC CTHIIH, (OPMBI
U TUMBI (aKTyp», HAKOHEI], CTall «IEPBBIM
YUCTO MHCTPYMEHTAJIBHBIM KaHPOM, OKa-
3aBIIMM CWJIBHOE BJIMSHHE Ha BOKAJIBHYIO
MY3bIKY, KaK IyXOBHYIO, TaK U CBETCKYIO,
Y TEM CaMbIM MOBBICWII MPECTHK U peIyTa-
IIUFO MHCTPYMCHTAIBHOM MY3bIKH B IICIIOM» .

B TBOpuecTBE BEHCKHMX KJIACCHUKOB POJb
KOHIIEpTa HAUMHAET MEHSTHCS, OHAKO JTAJIEKO
He cpazy. JI. KupwimHa otmevaer ero «aBou-
CTBEHHYIO MTOTUKY» B 3TOT niepuo;: «C oHOM
CTOPOHBI, 3TO >KAHP JIOBOJILHO CEPBHE3HBIN,
MOYTH Kak CUMQOHUS, C JPyroi — ordya-
CTH W PA3BJICKATEIIbHBIN, JaXX€ 3PEJHILHBIN,
Onmaromapsi MHTEpeCy K COJHPYIOIIEMY BHUp-
TyO03y; C TPETbEH e CTOPOHBI, YIIOJO0ICHHE
WHCTPYMEHTA TMIEBUYECKOMY TOJIOCY ITPOBOLIU-
pPOBAJIO acColMaIlMU C OMepoi Kak B cdepe
BBIPA3UTEIIHLHOCTH, TaK M B c(hepe KOHKPETHBIX
MY3BIKAIBHBIX (OPM U HMCTHOTHUTEIBCKUX
npuémon» [1, c. 324]. ConocraBieHue

C OIIEpOI — BEAYILIMM KaHPOM U CBOETO poia
CHUMBOJIOM  3alaIHOEBPOIEHCKOTO  MY3bI-
kanpHOTO HckycerBa X VIII Beka — roBopur
0 TPECTHKHOCTM KoHuepTa. boree Toro,
BILTOTH 710 1770-x u gake nmepBOM MOJIOBUHBI
1780-X roqOB MOXHO C YBEPEHHOCTBIO TOBO-
PUTH O ero TipeolIIaaHuy HaJl BCEMU HHBIMU
WHCTPYMEHTAJIbHBIMU KaHpaMu, B TOM
yucie HaJl cuMbOHUEH, KOTopas B 3TOT Iie-
pHuoA UMea MPUKIaIHOE 3HaYeHHe (e€ yacTu
OOBIYHO HCHOJIB30BATUCH ISl 0OpamiIeHUs
KOHIIEPTHBIX mporpamm [2, ¢. 193, 295-296]).
Emé omuu BaxkHbId (aKT, CBUAETEIHCTBY-
OIMA 00 UCKIIOYUTEILHOM MOJIOKEHUNA
KOHILIEpPTa B My3bIKE€ BTOPOM 1MO0BUHBI X VIII
BEKa, — CTaBLINI YHUBEpPCAJIbHBIM AJIsl Ca-
MBIX Pa3HbIX COYMHEHNI MHCTPYMEHTAIILHOU
U BOKAJIBHOM MYy3bIKM NPUHIUI TBOpYE-
CKOro copeBHOBaHMA. Ero upesBbpruaiiHoOe
paclpoCTpaHEHUE AAXKE BBI3BAIO K JKU3HU
TaKH€ YHUKAJIbHBIE )KAHPOBBIC SIBJICHUS, KaK
KoHIepTHas cuMbonus [3; 4; 5]% koHuept-
HBIA KBapTeT [6]°, koHuepTHas apus [7; 8]%,

! Hutchings A., Talbot M., Eisen C., Botstein L., Griffiths P. Concerto // Oxford Music Online. Grove
Music Online. 2001. https://doi.org/10.1093/gmo/9781561592630.article.40737

2

Konnepruas cumbonus (Ut. sinfonia concertante wim concertata, dp. symphonie concertante) —

TTOMYJISIPHBIN B €BPOIEHCKON My3bike BTopoi monoBuHBI X VIII Beka xkaHp, 00ObeIUHSAIOMNN KOHIIEPTHOE
u cuMponmgeckoe Hayano. OIHO U3 PaCTIPOCTPAHEHHBIX ONPeeIeHI KOHIIEPTHOH CHM(OHNN B My3BbIKAIEHO-
cupaBouHoi smmreparype XVIII-XIX Beka — «cuMPOHUA ¢ pasTUIHBIMA OOJTHTAaTHBIMH TOJIOCAMI.
Cwm., mampumep: Schilling G. Encyclopddie der gesammten musikalischen Wissenschaften: in 6 Vol.
Riesenharfe — Zyka. Stuttgard: Verlag von Franz Heinrich Kohler, 1838. Vol. 6. P. 552. B 3aBucumoctun
OT HAIIMOHAJHHOW Tpamuiuu (HeMeIKo-(QpaHITy3CKOW, MTABIHCKOH, aBCTPUICKONW) W WHIUBUIYAJTEHOTO
XyIOKeCTBEHHOTO 3aMbICiIa KOMITIO3UTOpPa MOXKET JEeMOHCTPHPOBaTh IiepeBec CHM()OHHYECKOTO WIIH
KOHIIEPTHOTO MPHHIINTIA, PABHO KaK U UX MAPUTETHOE COOTHOIIICHHE.

3 KonueprHsblii kBapret (dp. quatuor concertante) — pacupoctpanéunas Bo @paniu B 1760—-1780-x
rogax pasHOBHUAHOCTH CTPYHHOI'O KBApTETA, OCHOBAHHAA Ha «PaBHOIIPABHUU BCEX COJIUPYIOIIUX HHCTPYMCHTOB,
HaxOSIINUXCS B THATIOTE APYT ¢ Apyrom» [6, c. 76].

4 KonueprHas apust (0603Ha4eHus B ciioBapsix XIX Bexka — HeM. Concert-Arie, utan. — aria concertata)
— «ITO TPU3BaHHOE TPEXKJE BCEro NPOAEMOHCTPUPOBATH TAJNAHT W MAcTEPCTBO MEBIA 3aKOHYCHHOE
COYMHEHHE JUIS TOJ0Ca C OPKECTPOM, KOTOpOE MpPEAHa3HAYaIOCh JJIsS HCIONHEHHS B KOHIIEPTE, B Orepe
B KauecTBE BCTABHOTO HOMEpA WJW JJIsl MPOCIYHIMBAaHUS IEBUA NMPU NPUEME B TEaTpPajIbHYIO TPYMIY.
Kak npaBuito, asist Takoro COYMHEHUS XapakTepHa KpynHoMaciiTabHas gopma (CTpyKTypa OONbIION apun
da capo, pa3HOBUIHOCTU U MOTU(UKALIUN COHATHOM (POpMBI, apur-rondo u ip.), HEPeJKO —— HCIOJIb30BaHHE
COJIMPYIOIEr0 MHCTPYMEHTA WM KOHIEpTHpYomehd rpymmsy [7, ¢. 25]. Mcropus ObITOBaHMS >KaHpa
oxsatsiBaeT Bc€ X VIII cromerue, ogHako TepMuH OSIBUIICS Tumih B 1830-¢ romst [8, . 5.

10



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 2

KOHIIEpTHasE Mecca [9]°, a d4epThl KOH-
LEPTHOCTH, BBIPaXEHHBIE B HAJIWYUU
MOBTOPSIOLIMXCS OPKECTPOBBIX TEM, CPaBHH-
MBIX C PUTYPHEIISIMH, POTUBONOCTABICHUN
tutti v solo, a Tak¥e MOSBICHUN BUPTYO3HBIX
KaJICHLIMI, MO)KHO OOHapyXHTh B CaMbIX pa3-
HOOOPA3HBIX JKaHPax KIACCUUECKOM AMOXu’.

Conupnplif  ctaryc KoHUEepTa o00y-
CIIOBWJIO  BHYILIUTEIBHOE  KOJIHMYECTBO
co3nanuelx B XVIII cronetun coumHeHUn
nogobHoro poaa. CoBepuieHHO ocoboe
MECTO OHM 3aHHMAJII B TBOPUYECTBE MY-
3BIKAHTOB, 4Yb€ YHUKAJIBHOE JapOBaHHE
KOMIIO3UTOpa OOBEIUHANIOCh € OnecTs-
IIMM TaJaHTOM HCIOJIHUTEIS-BUPTYO3a.
Cpenu Hux Bblaensercs ¢urypa Bub-
renbMa @punemana baxa (1710-1784),
IIPOCJIaBUBILIETOCS, IIPEXKIE BCErO, B Kaye-
CTBE BBIJAIONIETOCS MacTepa KIABUPHOU
UIPbl U UMIPOBU3aLUH. B cuiny ocobeHHo-
CTEH TBOPYECKON JIMYHOCTH  CTAPIIUN CHIH
N. C. baxa octaBui HEOOJBIIOE MO MEP-
KaM CBOEro BPEMEHHU Hacleue, B KOTOPOM
IJJABHOE MECTO OTBEAECHO KJIABUPHOM MYy-

3BIKE U TPEXKJIEC BCETO KPYIMTHOMACIITAOHBIM
*KaHpaMm — (paHTa3usAM, KOHLIEPTaM U COHa-
taM. TouHO aTpuOyTHPOBAHHBIX KOHIIEPTOB
y ®puaemana msTh; YETHIPE U3 HUX — IS
OJIHOTO KJIaBHpa M CTPYHHOTrO aHcamoOus®
D dur F. 41°, F dur F. 44, a moll F. 45,
a takxe Es dur F. 46 nnsg nByX KJIaBUPOB
U KaMmepHoro opkecrpa' HamycaHsbl
okosio 1745 roxa B JIpesnene''. B ato Bpe-
M1 OpupemMan 3aHUMaj TOCT OpPraHHCTa
nepkBu CB. Coduu, a B cBOOOIHOE BpeMs
OPUHUMAJI aKTUBHOE y4acTHe B KOHIIEPT-
HOW JIeATETFHOCTH C MECTHBIM OPKECTPOM,
KOTOPBIH, 10 CBUAETEIbCTBAM COBPEMEH-
HUKOB, ObUI OY€Hb MOMYJISPHBIM. [IATHIi
KoHIEpT e moll F. 43 wnanucan ropasno
NO3/IHEE, B FOAbl AKTUBHOTO IIOMCKA HOBOM
pabotsl, okosno 1767 roga. Emé omno co-
YUHEHUE — KJIABUPHBIA KOHIEPT g moll
— TOYHO HE JIaTUPOBAH U MPUIUCHIBACTCS
KOMII03UTOpY baxoBckum obmecTBom 2.
Y4eHUK TpPU3HAHHBIX MacTepoB B 00-
JacTU KOHLEPTHOIO aHpa — CBOEro OTLa
uWorannal'otmbalpayna® (1703-1771)—

> Konueprras mecca (messa concertata) —TepMuH, n3BecTHbIl ¢ X VII Beka, n3Ha4aabHO HCIIOIb30BaICS
B KaueCTBE yKa3aHUs Ha BKIIIOUEHHE B MecCy MapTuil cOMUcToB. «OTHAKO BCKOPE messa concertata HAANHAET
HE/IBYCMBICIICHHO YKa3bIBaTh Ha KOHTPACTHI MEXITy Soli U tutti, n HakTypHBIE, H CTHIINCTHIECKHE» (IIHT. TIO:

[9, c. 58]).

6 TaK, BUPTYO3HBIC HEMETPU30BAHHBIC KaJICHIIMHU YaCTO IMOABJIAIOTCA B KIIAaCCHMYECKUX COHAaTax; ﬂpKI/Iﬁ
puMep — OKOHuaHHMe pazpaborku | yactu conarst . Taitnna Es dur Hob. XVI:49. JI. TepBep yka3biBaeT
Ha KOHIICPTHBIC YepTHI (YT B MO3THUX Meccax | aiiiHa, 3aKrouaomuecs BO «BHSAPESHUH B (GYTYy KaJICHIINU,
HCIIOJTHSIEMON KBapTETOM HJIM CEKCTETOM COJIMCTOBY» [TaM ke, C. 68].

7

B nepByro ouepenps bax 3arnoMHMIICS COBPEMEHHHMKAaM KaK HENPEB30WIEHHBINA MMIPOBU3ATOpP, OH MOT

JyacaMHy UIrparb Ha KJIaBUPE€ U OYCHb 4aCTO HE (i)I/IKCI/IPOBaH CO31aBa€MBIC B IIPOLICCCEC UT'PbI KOMITO3UIIMH.

8

BHOJIOHYEJb, KOHTPA0AC M KIIaBECHUH.
9

B cocraB ucnosnHMTENEH COJNBHBIX KOHLEPTOB baxa BXOAWIM IiepBas W BTOpas CKPUIIKU, ajbT,

Howmepa yka3zanbl B cooTBeTCTBHM € KaTainorom M. dainbka.

10" KoHrept npeaHasHaueH JUist IBYX KJIaBECHHOB, CTPYHHOTO aHCaMOJIS, ABYX BAJITOPH, IBYX TPYO, TUTaBP.

1" Wolff C., Wollny P. Wilhelm Friedemann Bach // Oxford Music Online. Grove Music Online. 2001.
https://doi.org/10.1093/gmo/9781561592630.article.6002278197

12 Tbid. Bach-Repertorium — 3T0 TOArOCPOUHBINA HCCIeTOBATEIbCKHM MPOeKT CaKCOHCKOW aKaJaeMUH
Hayk B Jlerinure. On pacnionoxeH B Bach-Archiv Leipzig n dunancupyercs Packard Humanities Institute.

13 B cBoro ouepep, ['payn yuuicst y Moranna I'eopra IMTusenmens (1688—1755), KOTOpbIil TakKe ABISICT

aBTOPOM HCCKOJIBKUX NCCATKOB KOHICPTOB.
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Bunbrensm ®@puneman, 6€3 COMHEHHMS, ObLIT
XOPOUIO 3HAKOM C JOCTHXKEHUSIMH CTapILINUX
COBpeMEHHMKOB. OHAKO HAYajo €ro TBOP-
YECKOW CaMOCTOSITEIbHOCTH MPHIIJIOCH HA
3MOXY IO3JHEro 0apoKKO, a 3peylocTh —
Ha paHHEKJaccudeckuii mepuoxa (cm.: [1;
10])'. [ToaTomy B counaenusx B. ®@. baxa,
B TOM YHUCJI€ B KJIABUPHBIX KOHIEpTaxX, Ha-
pSAAy ¢ TUOUYHO OapOYHBIMU KaueCTBaMHU
MPOCTYNAIOT W HOBBIE TEHICHITNH, BOTLIO-
HIEHHBIE B PAaHHEKJIACCUYECKOH MYy3bIKE.
PaccMoTpuM KiTtoueBBIE YEPTHI OAXOBCKUX
KOHIIEPTOB.

O KOMMNO3ULMOHHbIX OCO6EHHOCTAX
KOHL,EepPTOB

Bce knmaBupnbie xkoHueptsl B. @. baxa
MPECTABISIIOT  co0OW  XapaKTepHbIe
Il €r0 BPEMEHM TPEXYACTHBIC IIUKJIBI
C TEMITIOBBIM COOTHOILIEHUEM «OBICTPO — Me/I-
JIeHHO — ObIcTpoy». [Ipu 3TOM TEepBBIe YacTh
BBIJICJIAIOTCS] CBOMMU BHYIIMTEIBHBIMU Mac-
mrabaMu, 3aHUMasi KaKk MUHAMYM TIOJIOBHHY,
a TO ¥ OOJBIIYI0 YacTh BCEU MapTUTYPHI.
NMeHHO B HHUX COCpPEIOTOYEHBI IJIaBHBIE
TeMaTU4YeCKue cOObITUS U Haubolee IpKo
JEMOHCTPHUPYETCSl BUPTYO3HAsI UIpa KIIaBUPA.

Bo BTOpBIX 4YacTIX — CPENOTOUYMH JIUPUKHU
U KaHTAOWJIBHOM CTHJIMCTUKU — 3a4acTylo
OOJbIIIee BHUMAHUE YIENSETCS BBIICIICHHBIM
COJIO U3 aHCAMOJISI MITM OPKECTpa: KaK MpaBu-
JI0, 3TO CKPHIIKH, KOTOPBIM KIJIABUP HEPEIKO
AKKOMITAHUPYET, JINIIb U3PEIKA «BCIIOMUHAS
0 cBOeH ponu auAepa. Mckimouenne — nBou-
HOW KOHIIEPT, B KOTOPOM LIEHTpaJIbHAs 4acTh
IPEACTABIEHA KIIABUPHBIM Jy3TOM. beIcTpbIe
(uHAIBI BOCCTAHABIMBAIOT KJIABUP B MIPaBax
[JIaBHOT'O T€pOosi, TOTOBOT'O IEMOHCTPUPOBATH
MHOTOYHCIIEHHBIE BUPTYO3HBIE COJIO.
BHyTpeHHss opraHuzanMs 4dacTted Ka-
JKETCA IOYTH HAPOUMUTO MOCTOSHHOMW: bax
UCHONB3YeT MCKIIOUUTEIBHO OapoyHylo
pUTYypHENBbHYIO (GopMy pPa3pabOTOYHOTO
tuna (trepMuH npuHaanexut 0. Xononosy
U 03HAYaeT, YTO B TaKUX (opMax Marepua
MHTEPMEIUI pa3BUBAET TEMAaTU3M pUTYp-
Hens'd). [Ipuuém BHYTpH 3TOM (HOPMBI, Kak
IPABWJIO, CKJIAJbIBAETCA TPEXYACTHAs MO-
NieNb, B KOTOPOW MOCHEAHSISI MHTEpPMEIus
TEMaTU4ecKu U (aKTypHO NEPEKINKAETCS
C IIEPBOM, a 3aKIIOYUTEIIBHBIM PUTYpPHEIb
B OCHOBHOM TOHAQJIBHOCTH CO3HAET apKy
¢ HayanbHbIM. B Tunonorum 1O. Xomomno-
Ba Takue (OpMBI UMEHYIOTCS da capo'®.

14 PaHHEKJIACCHYECKHUI TMEPHOJ B €BPOIICHCKON My3bIKe CBsi3aH ¢ TBOpuecTBOM cepeantbl XVIII Beka

(mpumepno ¢ 1740-1770 romamu); ero TakKe MPUHATO HA3BIBATH TATAHTHBIM HJIM YYBCTBUTEILHBIM CTHIIEM.
B memom 3TOT 3Tanm B HCTOPHM MY3BIKM NPEACTABISETCA HEKUM IIEPEXOOM MEXAY HO3IHUM OapOKKO
W KIIACCHKOM: «...TaJaHTHas MaHepa €CTECTBEHHO BIMCHIBAJIACH B MOATHUKY IMO3IHEOAPOYHOTO POKOKO...,
HO B TO XK€ BpPEeMs CUHMTAaJach MPU3HAKOM OYEBMAHBIX mepemen» [1, c. 13]. Cpean HEMEKHUX KOMIIO3UTOPOB
K paHHEKJIACCHIECKOMY CTHITIO OTHOCHUTCS TBOpUYecTBO OparheB B. ®. baxa, I1. Asrycra, K. I'. Kpayse, 1. Mrorrens
u apyrux. A. JleMyeHKO Jajl XapaKTepHCTUKY My3bIKasibHOTO cTiiisl B. @. baxa, cymMmmupyromyro pacxoxue
MIPEACTABICHUS] O KOMIIO3UTOPE M OTPAXKAIOIIHNE ero KojeOaHWs MEeXIy CTapbIMH U HOBBIMH TCHICHIIUSIMH:
«...CTHJIMCTUYECKH KWJAJCS U3 KPAHOCTH B KPaHOCTH: JIMOO CO3/aBall YCIOKHEHHBIE MONU(POHMYCCKHE
OITyChI B MaHEPE OTIIA MIIM TBOPUII U3AIIECTBO CIIAKO3BYYHOTO POKOKO, THOO MPECTaBa “MITEKHBIM TeHUEM,
HeoOy3IaHHBIM B IOPBIBAX M MOPOH MPEIBOCXHUIIAIONIIM UCKYCCTBO poMaHTHKOBY |10, c. 10].

15 Cwm.: Xomomos 0. H. Konrnepruas ¢opma y M. C. Baxa // O mysbike. IIpobmemsr ananmsa: c0. CT.
M.: My3sika, 1974. C. 22.

1 HarmomHuM, 4T0 XOJIONIOB BBIJCISET TPH THIA KOHIEPTHOH (POPMBI: allbTepHATHBHAS, Pa3pabOTOuHas
U da capo. Tlocnennsis SBISETCS yCIOKHEHHBIM BapHaHTOM (opMbI paspadorouroro tuna. Cwm.: Xonoros 0. H.
Vkas. cou. C. 21.
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OtmernMm, ontHaKo, 4To penpussl Opugema-
Ha baxa penko B TOYHOCTH BOCIPOU3BOIAT
NIEPBOHAYAJIBHBI MaTepuaj: 4alle OHU
MpeICTaloT B JWHAMHU3UPOBAHHOM BHJIE,
B TOM 4YHUCJIE€ 3a CUYET BKIIOYEHHUs He-
OOJNBIINX COJBHBIX (parMeHToB. J3BUA
lynenOepr, omnuchbiBasl 3aKIOYUTEIbHBIE
pazjaensl putypHenbHBIX GhopMm B. @. baxa,
Ha3bIBAET UX «CIOPIPHU3AMMU»: «...HUKOTJa
HE cO3Ja€Tcsl BIIEYATIIECHHUSI, KAK B HEKOTO-
pBIX NpOU3BEACHUAX OMMaHyd21s1 baxa n
APYyTUX OEpIMHCKUX KOMIIO3UTOPOB, YTO
3aKJIIOYUTENbHAS YacTh METOJUYHO BOC-
IIPOU3BOAUT PAHEE YCIBIIIAHHYIO MY3BbIKY»
[11, p. 171].

O6paruM BHUMaHHWE€ W Ha TO, YTO
B 0axOBCKyIl0 pUTYypHENbHYIO (opmy
MPOHUKAIOT YEpPThl COHATHOCTU: 0Opa3zy-
1otcsa cBoucTBeHHbIE 1740-1750-M rogam
COHATHO-PUTYPHEIbHBIC  KOMITO3HIIMH' .
B HekoTOpbIX ciyyasx 3aMeTHa Bapua-
LMOHHOCTb, KOTOpasi B 3TOM Tune (Hopmbl
BCTPEYAETCS PELKO.

Tax, B | vactu koHLIEpTa @ Moll cOHAaTHOCTH
oOpa3yercs 3a CYET TPACIOHMPOBAHUS HE
TOJIbKO CAMOI'0 PUTYpHEJIS (YTO CBOMCTBEH-
HO Oapo4HONl KOHLEPTHOW Qopme), HO H
MHTEPMEIUH, BHITIOJHSIOIIMX B 3TOM CIy4yae
POJIb CBOETO posia MOO0UHBIX TeM. [Ipu a3ToM
Kaxx1asg MHTepMeIusi NpeACTaBsieT co0oil
BapHaHTHO-BApPHALIMOHHOE MPE0Opa3oBaHUE
CaMOM TMEPBOM HHTECPMENUHU; HU3MEHCHUSA
IIPOUCXOMAT 3a CUET JUMUHYHPOBaHUS,
MEJIOANYECKUX YKPAIIEHUH 1 HOBBIX rapMo-
HUYECKHUX HIoaHCOB. MIHTEpecHO U TO, 4TO
ujesl BapUallMOHHOCTH PacHpOCTPaHIETCs
Ha BECh KOHLIEPT: TEMAaTU3M pPHUTypHEIEH
BCEX YacTel 0YeHb CX0K MEXTy COO0H, U X

MOKHO paccMaTpuBaTh Kak 4acTU Bapualu-
OHHOI'O IIUKJIA.

C oOHOH CTOPOHBI, B IJIaHE TPAKTOB-
Kd puTypHenbHOU (opmel Opuneman bax
CJIelyeT COBPEMEHHBIM €My TEHICHIIHM,
C IpyTroil e, 4epThl Bapualiil IpUIalT €ro
KOHLIEpTaM MHAMBHUIYaJbHOCTb. MOXeET Mo-
Ka3aThbCsl, YTO JUIsl TOCJIETHEr0 KOHLEpTa,
HanucaHHOro B 1767 romay, COHaTHO-PUTYp-
HenbHast (opMa BBIIVISIIUT YK€ HECKOJIBKO
HEaKTyaJIbHO, OJIHAKO 3TO He Tak. HecMotps
Ha TO, 4To B 1760-X romax B jKaHpe KIJIaBHUpP-
HOTO KOHLIEpPTa YK€ NOSBISETCS COHAaTHas
dbopMa ¢ ABOMHOM dKCIIO3UIIMEH (paHee Bce-
ro oHa c¢opMHpOBaNIaCh, MO-BUAUMOMY,
B TBOPYECTBE 178 laiigHa), BO MHOTHX CO-
HATHO-CUM()OHUYIECKHUX UKIAX U OCOOCHHO
KOHLIEPTHBIX COYMHEHHUSX 3TOT0 BPEMEHH
IIPOJIOJDKAIOT MCIIONIB30BATHCS COHATHO-PU-
TypHenbHbIe (hopmbl. Tak, y Toro xe [aiinHna
3Ta CTPYKTypa 0OHapyKUBAETCS B TPEX CUM-
dormsx 1761 roma «YTtpoy», «llomaeHbY,
«Beuep», B Konuepre s kinaBupa, CKpUIIKA
u opkectpa F' dur, codaMuHEHHOM OKoJio 1766
roaa [5, c. 22], e€ npUHIUIIBI CHIIbHBI JJaXKe
B | wactu «IIpomansaoit» cumdonun 1772
rona. [IpeoGnaaaroT pUTypHENIbHbBIE U COHAT-
HO-PUTYpHENIbHBIE (OPMBI U B KJIABHUPHBIX
koHueprax @. 3. baxa, ogHako MHOIA B HUX
BCTPEYAIOTCSI KOHTPACTHO-CTPOPUUYECKUE
daHTa3MitHBIE KOMITO3UIMU (KaK, HAIIPUMeED,
B koHuepte Es dur 1769 rona). Takue popmsl
XapaKTEepHbl U JJI1 COUMHEHUH Bunbrensma
dpunemana — Mpekie BCero, it OOIbIINUH-
cTBa KinaBupHbIX (anrasuii (F. 15, 16, 18, 19,
21, 23)'8 [12] u yacTeli HEKOTOPBIX COHAT
(I'gactb conarsl F. 7, [l uacts conars F. 9). Ho
U B KOHIIEPTaX HalUIOCh MeCTO (haHTa3UHHON

7 TepMHH «COHATHO-PUTypHENbHas (opMay ucnojib3yercss wucciaenoBareaem O. TloaKOI3HHOM:
[omxomsuna O. B. Ckpunuunsie koHIEepTsl B. A. Mormapra: 0cCOOSHHOCTH aHpa U HCIOJTHHUTEIHCKOM
WHTEPHPETaLNU: JUC. ... KaHA. uckycctBoBeaenus: 17.00.02. M., 2010. C. 20-21.

'8 B craree A. FIBaHOBa OITHCAHO CTPOEHNE HEKOTOPHIX M3 HUX: [12, c. 42-43, 46-56].
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dbopme. Peub unét, oquako, He 00 opraHu3a-
1IMU BCEW YacTH, a 0 popme puTypHes.

PutypHens 6apouHoil KOHIIEPTHOH (op-
MBI, KaK TMPaBWIO, MPEACTaBIsAT COOOM
Ha4yaJIbHOE€ M3JI0)KEHHUE IIIABHOTO TEMaTH-
YeCKOro marepuana B opme nepuoja Tuma
pa3BEPTHIBAHUS WIM B TMECEHHOU (dopme.
JIump B penkux ciydasx HCIOJIb30BAJIACH
Oonee cinoxHas komnosuuua. OpuH U3
CaMbIX SIPKUX U PEIKUX MPUMEPOB — pPHU-
TypHenb B apuu Erbarme dich B «CTpacTsax
o Mardero» U. C. baxa, npeacTaBistommii
co00il MUHHUATIOPHYIO CTapUHHYIO COHAaT-
Hy10 hopmy.

Y B. ®. baxa purypHeIH 4acTto yCTpO-
€Hbl OYE€Hb HEOOBIYHO U OPUTHHAIBHO.
BHemHe oHM HAaNmOMUHAIOT KJIACCUUYECKHE
neceHHble (OpPMbI, OMHAKO HACTYILJICHUE
Ka)XJI0OTO HOBOTO paszena B Takodl ¢op-
M€ YacTO CONPOBOXKAAETCS HEOXKUIAHHOU
CMEHOW wMmarepuasiia. Tak, PpPUTYpHEIb
B | wactu xoHuepra D dur oxsarsiBaet 20
TaKTOB M HAIIOMHHAET TPEXUACTHYIO (op-
My (cm. Ilpunoxenue). OnHako TeMaTu3M
cepenuubl (HOPMBI — TPU  OYEBHIHOM
TOHAJIBHO-TAPDMOHHUYECKOW  HEYCTOWYH-
BOCTH — OCHOBaH Ha JIBYX SIPKMX HOBBIX
TeMaTH4ecKux 31emMeHTax. B pesynbrare 00-
pazyeTtcs (popma BTOpOTo IjiaHa, CoOCTOsAIas
U3 YETBIPEX NPAKTUUYECKU PABHOBEIUKHX
— 1o 5-6 TakToB — mocTpoeHuil. O0b-
CAMHEHHBIC  HCIIOJIb30BAHUEM  TEXHHUKHU
KAaHOHMYECKOM MMUTALUH, 3TH IOCTPOECHUS
CUJIbHO KOHTPACTUPYIOT SKCIO3ULIUU U pe-
npuse Gopmbl. B mepBoM M3 HUX TMOKa3aH
IJIABHBIM TEMATHUYECKHIl 3JIEMEHT PUTYpHE-
151 — ¢aHdapHO-CUTHAIIBHBINA, OCHOBAHHBIN
Ha BOCXOJSIIMX XOJaX MO 3ByKaMm TOHHUYE-
CKOTO TPE3BYYHS U OTBEYAIOIIHNI OTHOMY U3
pacnpoCTpaHEHHBIX KJIACCUYECKUX TOIO-

COB — repounueckomy. Bropoe nocrpoenue
B OJIHOUMEHHOM d moll 0OCHOBaHO Ha YyB-
CTBUTEJILHOM XPOMaTU3MPOBAHHOM MOTHBE,
BKUIIOUatomeM Qurypy suspiratio. TpeTbe,
BO3Bpalllalolee Ma)KOPHOE HAKJIOHEHHE,
COJIEPKUT BUPTYO3HO-(haHTa3UITHBIE Macca-
KU, YeTBEPTOE — BUJOM3MEHEHHAS pENpU3a
NEPBOro, MPUJAIOIIAs PUTYPHEIIO TOHAJb-
HYI0O M TEMaTUYECKYI0 3aMKHYTOCTh. OTH
KOPOTKHE pa3Jieibl, Pe3K0 OTIMYAIOIIUECs
B TOHAJIBHOM M JIaJIOBOM OTHOILIEHWH, B TUIIAX
MEJIOJUYECKOr0 JABUKEHUS U PUTMHUYECKO-
ro odopmieHus, coderaroue OapouHbIE
PUTOPUYECKHE TNPUEMBI M KIIACCHYECKHUE
TOMOCHI, YNOAOONISIOTCS MPUUYUIMBO CMeE-
HAOIUMCS cTpodaM U 00pa3yloT CBOETO
pona maneHbkyto (antaszur'’. CXOIHBIM
o0pa3oM opraHu30BaH PUTYypHENb | yacTu
KOHIIEpTa e moll, B KOTOPOM T€pOUUYECKUE
BO3IJIaChl U OypHBIE apIeHKHO B CTUITUCTH-
ke Stiirm und Drang oOpaMJISIIOT TeMaTU3M
B JyXe (paHIy3CKOM YBEpPTIOPbl U CMe-
HSIOIIUIA €ro marepual, BblAep>KaHHbIN
B YyBCTBUTEJIBLHOM TOIIOCE.

WNHTepmenun B 0axOBCKMX KOHLIEpTax
COCPEIOTOYEHbl Ha PACKPBITUU BHUPTYO3-
HOW CTOPOHBI kaHpa. VX nIaBHBINA «repon»
napTus KJIaBUpPa, JEMOHCTPUPYIOIIAS
nopoil  (eHOMEHalIbHYI0  TEXHHYECKYIO
CIIO)KHOCTb. «CKOPOCTHBIE» MacCaxH, -
(eKTHBIE apIeKN0, B TOM YHUCIIE JIOMAHEIE,
JIBOITHBIE HOTBI, rapMOHUYECKHE (urypa-
LMY, PACHpPEACIEHHbIE B MY3bIKAJIbHON
TKaHU TaKUM 00pa3oM, YTO HUKHUI U BEpX-
HUM ToJIoca WrpaeT JieBas pyKa, a IpaBas
3anonHAeT cepeauny (cm. mpumep Ne 1),
NPUYYUINBAsI, BHE3AITHO MEHSIOLIASCS pUT-
MHUKa — BOT JIMIIb €AUHUYHbIE MPUEMBI U3
pa3zHooOpa3HeHIIero apceHana, uCroiab3ye-
MOT'0 KOMIIO3UTOPOM.

1 Psan dpanraszmii B. @. baxa HanucaH B KOHTpAcTHO-CTpoduueckoi popme [12, c. 42].
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Mpumep N2 1

Example No. 1

B. ©. bax. KoHuept Fdr F. 44,
| yacTs, nepeas MHTepMems?

W. F. Bach. Clavier Concerto in F major F. 44.
Tst Movement. First Episode

O ¢aKTypHOI OpraHnsaLmum

K ximoueBoMy Ui KOH-
LEPTHOIO >KaHpa NPHUHIUITY
COCTS3aTEIIBHOCTH, BBIPAKEH-
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tutti m solo, B. ®. bax nmoxxo-
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MoxHO cka3aTh, 4TO OaXOBCKHE WHTEP-
Me€IMY HalIOMUHAIOT BUPTYO3HBIE KaJICHIINH,
U KaXJas HOBas OKa3bIBaeTCs emié Oosee
M30LIPEHHON B TEXHMYECKOM OTHOILIECHUH.
OHu JEMOHCTPUPYIOT W  BBICOYANIINI
YPOBEHb HUCIIOJIHUTEJIBCKOTO MacTepCTBa
Bunbrensma @pupemana — BeAp nap-
THUIO COJIMPYIOIIETO KJaBHpa OH CO3AaBal
st cebs. Ilpu »TOoM crnernuaibHbIX pas-
JIeJIOB, KOTOpble MOXHO ObLIO ObI Ha3BaTh
KaJeHIMAMU, B KoHLepTax B. @. baxa Her,
OHAKO  HEOONbIIKE, TPEX-UEThIPEXTAK-
TOBbIe (pParMeHThl, KOTJla COJHUCT HUIpPaeT
MO-HACTOSIIIIEMY OJIUH, 0€3 COMPOBOXKICHUS
JIPYTUX UHCTPYMEHTOB, BCTPEUYAIOTCS YACTO
U paccpeoTOUYeHBbl MO pa3HBIM HHTEpPMeE-
nusM. JIuiie B cpeqHel 4YacTh KOHIEpTa
e moll nepen 3aKIIOUNTENBHBIM TPOBEICHU-
€M PUTYpHENsI BBICTABJICH 3HAK (hepMaThl,
MPEANOJaralolid  BKIOYEHUE COJIUCTOM
UMIIPOBU3AIMOHHOTO (pparmMenTa?’.

KOHIIEpTaM [ JABYX KJa-
BUpoB  AHToHuMo  Conepa,
CyMMHUPYET OCHOBHBIC THIIbI
B3aUMOJICUCTBUSI B HUX COJIbHBIX MapTHH,
CKJIAJIPIBAIOIINXCSL B «IIEJIYI0 CUCTEMY BO3-
MOYKHBIX KOMMYHHUKAIITHOHHO-aHCAaMOJIEBBIX
CBA3EI»: «IUAJIOT-CONEPHUYECTBO C BENY-
el uJeed BUPTYO3HOTO COPEBHOBAHMS,
JIMAJIOT-IIEPEKIINYKA, OCHOBAHHBIM HA “3X0-
BOM~ TIOBTOpE; JHAJOr-I0CKA3bIBAHUE,
MPEANONaraloluil HATMYUE eIMHON MEJIOIu-
YECKOM JINHUU HA JBOMX; BOIIPOCO-OTBETHBIN
JIMAJIOT, B OCHOBE KOTOPOTO JISKUT TOHH-
KO-JJOMUHAHTOBOE  B3aMMOIPUTSIKEHUE,
“mpopacraromiee” U3 TOIU(POHHUECKOM
TEXHHUKHU MUChMa; TUAJIOT-COTTIacue, MPEIro-
Jararoluii YHUCOHHOE 3BYKOBOE€ €IMHEHHE
naptuii Primo w Secondo» [13, c. 233].
O. ConoBpéBa TPUMEHSET Ty K€ KJac-
CU(UKAIMIO TIO OTHOIIEHHUIO K COJIbHBIM
kiaBupHbIM  koHuepram WM. C. baxa,
B KOTOPBIX MPUHILMI JTUATIOTUYHOCTH BBI-
CTPaMBAETCsl BO B3aMMOOTHOLICHUSIX MEXIY
napTuen conucra u opkectpoum [ 14, p. 52].

2 Penakuus I. Pumana. [TapTus kaBupa — Ha BEpXHEH HOTHOM CTpPOKe.

I CoBpeMeHHbBIE HCIIOIHUTEIN YaCTO BKIFOYAIOT COOCTBEHHBIC Ka/ICHIINH B 0ax0BCKUE KOHIEPThL. Cpenn
HUX, K ipuMepy, Padasns AnbnepmManH, HCTIONHSFOIINA KOHIEPT e moll ¢ cobcTBeHHOM KaeHnuei B [ yacTw.
Cwm.: W. F. Bach. Harpsichord Concerto in E minor F. 43.

URL: https://www.youtube.com/watch?v=TZbGTwTHi2I&t=1182s (accessed: 29.05.2024).

Tlait [lencon urpaeT HEOONIBIION UMIPOBU3AUMOHHBIN (parMeHT Bo Il yacTu Toro ke xoHmepra. CMm.:
Wilhelm Friedemann Bach (1710-1784). Concerto for Cembalo in E minor.

URL: https://www.youtube.com/watch?v=nHNLSHomhcl&t=1232s (accessed: 29.05.2024).
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B konneprax B. ®@. baxa oOHapyxuBa-
I0TCA TPAaKTHYECKH BCE IPUMEPHI THUIIOB
KOMMYHHUKAIIMM, HAUJCHHBIX KOMIIO3UTOpa-
MH 3T0XH 0APOKKO.

Tak, B pUTYpHEIIX HEPEAKO BO3HUKAET
ouanoz-coanacue. IT0 CBSI3aHO C TE€M, UTO
HayaJbHbIE MPOBEICHUS BCErNa BKIIIOYAIOT
MApTHIO COJIMCTA, B YEM BHJUTCS CIIEA0Ba-
HUE OapovHO Tpagunuu®’. XapakTepHbIH
IIpUMEp — Ha4daJIbHBIA PUTYpHENb | yactn
IIBOMHOIO KOHIIEpTa, B KOTOPOM B YHHCOH
3BydYaT M MApTUU 00OUX COJIUCTOB, U OOJb-
HIMHCTBO OPKECTPOBBIX.

Juanoru Tvmna sxa U 60npoco-omeem-
Hble CBSI3aHbl C UCIIOIb30BAaHUEM MIPUEMOB
MMHUTAILlMOHHOTO  MHCbMa,  KOTOPBIM
B KoHIepTax B. ®@. baxa orBoauTcs OYeHb
BecoMas poib. B pUTypHeENnsx Takue moyu-
(oHMYECKHE TOCTPOEHUsI OOBIYHO KpaTKH,
B MHTEPMEIMSIX K€ OHU IMOPOH KaxyTcs Oec-
KOHEYHBbIMH. Tak IPOUCXOIHUT, K IPUMEDPY,
BO BTOpOoM MHTepMenuu | gactu xoHuepra
e moll: MexJly mapTHsIMU TIEPBBIX CKPHUIIOK

OpHako MOMUMO Ha3BaHHBIX TUIIOB B3a-
MMOOTHOILIEHUA MEXAY COJI0O U OPKECTPOM
y B. ®@. baxa 4acto BCTpedarOTCs U UHBIE,
OCHOBAHHbIE Ha TEMaTHYE€CKOM IMPOTUBOIIO-
cTaBlieHUH. B Takux ciayyasx peub UAET HE
CTOJIBKO O TBOPYECKOM COPEBHOBAHUH, CKOJIb-
KO 00 OIIO3HIIMU — CBOETO POjia AUCKYCCUH,
BO BpeMs1 KOTOPOU pa3HbI€ CTOPOHBI CTPEMST-
Csl OTCTOATH CBOIO TOUKY 3peHusi. [logoOHbIe
ouanocu-onno3uyuy BO3HUKAIOT, HapUMeEp,
IPU UCIIOJIb30BAaHUM KOHTPACTHOW HOIH(O-
HuM. Tak, BO Bropou mHTepMmenuu | gactu
KOHIIEpTa a moll obpa3yercsi 1BOIHAsE KaHO-
HUYECKAs CEKBEHIMS: OJHO KaHOHUYECKOE
IIOCTPOCHUE BO3HUKAET MEXKIAY NapTUAMHU
CKPHIIOK, BTOPO€, KOHTPAITyHKTUPYIOLIEE €1,
— y aJbTOB, BUOJIOHYENIEH U KJlaBupa (map-
THUIO KJIaBUpa AyOIUPYIOT HU3KUE CTPYHHBIE,
cM. ripumep Ne 2).

[Momndponnueckoe HAIUIaCTOBAHUE
TOJIOCOB 3aCTaBJI€T BCIIOMHUTH O MHOIO-
YPOBHEBOM KOHTPAIyHKTUPOBAaHUU B (hakType
bpannenbyprckux konuepros 1. C. baxa.

U KJIaBUpa BBICTpPauBaET-
Csl HETOYHAas KaHOHUYECKast  [pumep Ne2 B. ®. Bax. KoHuept a moll F. 45. 1 yacTs.
CEKBEHIIUSI CO MHOYECTBOM Bropas uxtepmeavs (dparmenT)
3BE€HLEB, BKJIOYAKOMmMMUX  Example No.2 W.F. Bach. Clavier Concerto in A minor F. 45.1st Movement.
U3SIIHBIE BAPUAHTHBIC MPE00- Second Episode (fragment)
pa3oBaHUs B OTBETAX. ) . - -
B wuHrepmenusax [ ya- o= =S e e
CTM  JBOMHOIO  KOHLEpPTa {}F@%y = = e
HEPEJIKO BO3HHUKACT OuUan102-CO- B LR L N I S S
peeHoganue MEXITy COMUCTAaMu, | |~ | =" 1" e~ === 1 e
KOT/IA ICTIONTHEHNE BUPTYO3HBIX T * = = = i
durypauuii  CJIOBHO mepe- ;ﬁé ===
XBaTbIBACTCA OJHOW TIapTUEU . . P L
y ZIpyTOii. == e ===

22 Kak M3BECTHO, B 3I0XY 0apOKKO HHCTPYMEHT-COJIMCT Yallle BCETO YYacTBOBAJ B UCTIOIHEHUN PUTYPHEIS
BMECTE C OPKECTPOM, XOTS 3TO U He OBLIO CTPOTHM IpaBWIOM. Tak, HapuMep, B KOHLIEPTE JJIsl CKpHUITKU D dur
(JunP 1.5) M. I Ilnzennens nepBblil pasnen puTypHENs MOpy4eH TOJIBKO OPKECTPY, BO BTOPOM K€, OTMEUEHHOM
BHE3alIHOM CMEHOM Temma ¢ OBICTPOro Ha MEUICHHBIH, NOOABISIETCS CONMCT. B KilacCH4ecKoM KOHIIEepTe
COJIMPYIOIINI HHCTPYMEHT BCTYTIAET TOJIBKO ITOCIIE OPKECTPOBOI AKcmo3uimu. MaTepecHo, uto @. 3. bax B 3ToM
OTHOIICHHUH OJMIKE K KIIACCHKaM — YK€ B €70 MEPBOM KOHIIEPTE MapTHs COJMCTA 3BYUHUT IT0CIIe PUTYPHEIIS.
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Acconuanmu ¢ )KaHpoM concerto grosso CBU-
JETEJIbCTBYIOT O CJIOKHOCTU U CEphE3HOCTH
koHueproB dpunemana baxa u 00 ux mpou-
HBIX CBSI3SIX ¢ OapOYHON TpaJULIUEH.

Yacto MOXKHO BCTPETUTh U OMNIO3ULMU
JPyTOro poaia— OHHM OCHOBBIBAIOTCS HA MHO-
TOKpPaTHOM YEPEJOBAHNN KOPOTKUX YHaCTKOB
solo W tutti, HAMOMUHAIOIUX Pa3roOBOp Ie-
peOuBaromux JApyr JApyra HepcoHaXew.
Tak npoucxonut, HanpuMep, B | yactn koH-
uepta Es dur (BTopast UHTEpMEIUs): B OTBET
Ha OPKECTPOBBIE PEILIMKH, BbIIACPKAHHbBIE
B MaplleBO-F€POUYECKON  CTHIIMCTHKE,
B [IAPTUSX COJMCTOB Pa3BOPAUYNBAIOTCS BUP-
Tyo3Hble apnemkuo. [Ipuuém ecnu cHavyania
OPKECTpPOBBIE U COJIbHBIE (Ppa3bl PaBHBI O
00bEMY M 3aHMMAIOT MO OJHOMY TaKTy, TO
OYEHb CKOpPO COJIMCTBI «OTBOEBBIBAKOTY IIf-
TUTAaKTOBOE IPOCTPAHCTBO. AHaJIOTMYHBIN
npuéM, TpPaKTOBaHHBIM, ONIHAKo, B OoJee
JpaMaTU4HOM KJIIOYE, MCIIOIb3YeTCs B LIEH-
TpanbHOW MHTepMmenuu II gactu koHuepra
e moll. 31echy 4yBCTBUTENBHBIEC BBICKA3BI-
BaHMs KJIAaBUpAa BHE3AlHO IPEPhIBAIOTCSA
KpPaTKUMHU BO3TJIaCAMH OPKECTPa C OBICTPHIM
JIBYKPAaTHBIM  [OBTOPEHHEM TapMOHUU
YMEHBIIEHHOTO BBOAHOTO (Tipumep Ne 3).

D¢ ekt «cmopay, HETEPHETUBOTO JU-
ajora «IepcoHaXei», He MAIIUX Jpyr

JIpyry JOTOBOPHUTb, — sIpKas JIEMOHCTpa-
1y TearpanbHOCTH MblnuieHus B. @. baxa.
C oHOM CTOPOHBI, 3TO KaU€CTBO TAKXKE OT-
chlIaeT K crapoit Tpaaunuu. Tak, H. 3eiidac
oOparuiia BHMMaHHE Ha HEOIHOKpAaTHbIE
«Tearpajn30BaHHbIE COIMOCTaBIEHUsl soli-
tuttin® B concerti grossi I. ®. T'enpens.
B TO xe Bpems TearpalbHOCTb UIpa-
€T BaXHYIO POJb B KOHLEPTHBIX >KaHpax
u Ooyee Mmo3aHEro BpeMeHU. B TBopue-
CTBE BEHCKHUX KIJIACCUKOB OHa IPOSBISAETCA
OYEHb MHOTOJIMKO — 3TO M IIPEICTABICHUE
0 COJIUCTE KaK ITIABHOM «T€pOe», «BbIIEIS-
IOIEMCS U3 ,,MaCChI** HE TOJIBLKO TeMOPOBO,
HO W Bu3yaiabHO» [1, c. 324], u «TecHad
CBA3b C OIIEPHOM apuen» Kak «pOAOBOE Ka-
4ecTBO KoHuepta» [2, ¢. 301], u cozmanue
CBOET0 poJia «CLEHOK», B KOTOPBIX COJIUCT
OCIapHBaET JIUJIEPCTBO Y OpKecTpa (01HA U3
TaKUX TEaTPAIM30BAaHHBIX CIIEHOK OIMCAHA
M. Harunoii [15, c. 132-135]).

WupiMu  clioBamMu, 0OaXxOBCKHE JIH-
aJOTH-OMMO3UIIMM  BIUCHIBAIOTCS  KakK
B TpagulMd OApOYHBIX «OONBIINX» KOH-
LIEPTOB JJIsl OPKECTPA, TaK U B XapaKTEPHbIE
«CIOXKETbD» KOHIIEPTOB KJIACCHYECKOM 3ro-
xu. B 1enoM xe ucroib30BaHue MoI00HBIX
TeaTpajbHbIX MOTHBOB BKYIE C HCKIIIOYH-
TEJbHOM BHUPTYO3HOCTBIO MAPTUH KJIaBHpa

TOBOPUT 00 aOCONIOT-

Mpnmep N2 3 B. ®. Bax. KoHuept e mol/ F. 43. Il yacTb. Bropas uHtepMeans  HOM  JOMHUHHPOBAaHUU
Example No. 3 W.F. Bach. Clavier Concerto in E minor F. 43, 2nd Movement. Second Episode  COJI0O B KOHIIEpTax
Bunerensma @pungema-
34 .
4, == o . _z= b S Ha. Omep Manunuax u
G rEm o A | e L o Noons [punbepr o6o-
ete = — T v 3HAUWIM  MOJ00HYIO
" At " > oft o | PR
et e et === ~—t#=—  MOJCIIb KOHIICpTa KakK
| F—— o v K S Y ;
[===n == e =S «BCTPOCHHYKO  COHa-
e N . DESRNCNE 2 30 ) TR ol o . Ty» (“nested sonata”
¢ 4 —?Eﬁé'h j;;' === —%M —rt 7 | * %}# model): e€  oco-
R ! z = PAN N shed :ﬁ;— I ,ee ,
SESEa i s e SSE SSsSsiis= OCHHOCThL  COCTOMT

2 3eiiac H. M. Concerto grosso B TBopuectie ['enaens. M.: My3bika, 1980. C. 20.
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B TOM, YTO «COJIO CTaHOBHUTCSI OCHOBHBIM
HocHTeleM (OpMBI, a OpPKECTPY OTBOAMT-
csi ,,BCIIOMOTarebHasA, IOATBEPKIAOIIAS
poJb, KaK B rpedeckoM xope» [16, p. 234].
CornacHo TUIOJIOTUH YUYEHBIX, «BCTPOCHHAs
COHAaTa» — OJHA W3 ABYX MPOMEXYTOUHBIX
MoJiesiel KOHIIepTa MeX1y OapouHOU («pHu-
TypHEIBHOW») M KJIACCHYECKOH, MPUIEM
3aHUMAIOLIast O3ULIMIO OJIMXKe K MOCIIEAHEH.

O untMpoBAHMH

Nnesa nuanora peanu3yercs: B KOHLEPTaX
B. @. baxa He TOnbKO HAa ypoBHE (aKTyp-
HBIX MPOTUBONOCTABJICHUN, HO U HA YPOBHE
TeMartu3Ma. B 3TOM OTHOIIIEHWM HENb3Sl HE
YIIOMSIHYTh O TAaKOM JOBOJIBHO NMPHUMETHOM
Ka4eCTBE MY3bIKM KOMIIO3UTOpa, Kak IU-
THpoBaHue. LIUTUpOBaHHE MOXHO CUWTATH
CBOMCTBOM €r0 MY3BIKaJIbHOIO SI3bIKA U —
IMpe — MOATUKH €ro TBopyecTBa. Hepenko
KOMIIO3UTOp MpuOeracT K aproumuTaram>,
OJ1HaKO BaXKHEHIIIMM MCTOYHHUKOM BJIOXHOBE-
HUS 1711 HETO ObljIa My3bIKa €r0 TCHUATLHOTO
oTia. XapaktepHele (paszbl U gaxe Oomee
MPOTSHKEHHBIE TOCTPOCHUSI M3 COYMHEHUH
N. C. baxa ucnonp3yloTcsi ¢ pa3HbIMH 1Ie-
JIsMH. B cTrarbe, NOCBAIIEHHOW IHAJIOTY
c otuoM B (anTazusix B. @. baxa [12], namu
ObUIM BBISIBICHBl OCHOBHBIE TBOPYECKHE
PE3yABTATHI TAKOTO LIUTUPOBAHUS:

— «CIIeJOBaHUE 3aBETaM 1 ACTETUYECKUM
njcansaM OTiay, KOrjaa 3aMMCTBOBAaHHBIN Ma-
Tepuaj aaiee pa3BEPTHIBACTCS B OApOIHOM
CTHIIC;

— (IONBITKA TEPEOCMBICIEHUS XYJ0-
KECTBEHHOTO OPUEHTHUPA», COBEpIIaAcMas
C TIOMOIIIbIO BAPHAHTHOTO MPEOOPa30BaAHMS
MEPBOMCTOYHHUKA W HACBHIIICHHUS €ro Kaye-
CTBaMHM KJIACCUYECKOM TOITHKH;

— «JIMAJIOT», BO3HHKAIONMI Omaromaps
YEpEeIOBAHUIO ILUTHPYEMON TEMBI C COO-
cTBeHHBIM MarepuasioMm B. ®@. baxa;

— «CTOp», TAKKE OCHOBAHHBI HA CMEHE
LUATAT C OPUTHMHAJIBHBIM TEMAaTU3MOM, MPHU
KOTOPOM, OJHAaKO, U «CBOM», U «UYKHE»
(dbparMeHTHI 3ByYaT HE3aBEPIIEHHO, CIIOBHO
00OpBIBAIOTCS TIEPEOUBAIOIIEH PETLITUKOM OTl-
MIOHEHTA.

HNHTEpecHO, YTO B Ciydae «CIopay»
B. ®. bax 3auMcTBOBaJl MaTrepuaygl OCO-
6oro pona. Tak, B ®anrasuu e moll F. 21
3TO pEIUIMKM W3 peunuTatuBoB EBaHrenu-
cta B «Ctpactax no Mardero», cBI3aHHbIE
C IpeaTeIbCTBOM YUeHUKOB Xpucrta. [Ipe-
JIaTeIbCTBO, KOTOPOE MOXHO TPAKTOBATh
U KaK OTCTYIIHUYECTBO, CTAJIO CKBO3HBIM
MOTHUBOM B HENPOCTBIX B3aMMOOTHOIIIE-
HUSIX Mexay Buibrensmom ®@puaemaHom
u Morannom CebacthsinoM baxamu®,

B omnuume ot Qanrasmii, B KOHIEpTax
3aMMCTBOBAHHOI'0 Marepuaia HEMHOTO. BbI-
JIeJIUM JIBa Hanboree sipkux ciydas. [Ipexne
BCETO0, 3TO A1p0 putypHes Il yactu koHEep-
Ta a moll, Bocipou3BOAsIIECe HaYaIbHYIO
dpazy Uranesackoro konuepra M. C. baxa
(mpumepsl Ne 4, 5).
Mpumep N° 4 B. ®. bax. KoHuept a moll F. 41,
Il yacTs, PurypHens (GparmenT)

W. F. Bach. Clavier Concerto in A minor F. 41
2nd Movement. Ritornello (fragment)

Example No. 4
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?* Tak, MOKHO OOHApYXHTb SIBHYIO CBsI3b MKy Hadanamu koHueptoB B. @. baxa Es dur w D dur;
B pazaene Grave u3 ¢anrazuu F. 21 nutupyercs gpparment u3 1l wactu conars! C dur F. 2.

25 OCHOBHBIE MOMEHTBI 3THX B3aHMOOTHOIICHHUI PACKPBITHI B cTaThe A. MBaHOBa [12, c. 43-45].
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Mpumep N2 5 W. C. bax. UranssHekuin koHLept BWV 971,

| yacTb. PutypHens (dparmenT)

Example No. 5 J. S. Bach. /talian Concerto BWV 971

Tst Movement. Ritornello (fragment)

Alleg-m23 L Py

Q.W"‘h;jlﬂ’ ; a.b@gjr 7@3/\4 wjéiﬂ

MDY M N

(,-..gg P 7;;;‘._ ;:W SSSLESS

Ora nMrara BIMCHIBAETCA B JIMHUIO
IIEPEOCMBICIIEHUS XY/10KECTBEHHOTO
OpUeHTHpA. TeMaTU4eCKUl DJIIEMEHT W3
OTLIOBCKOI'O  KOHIIEpTa  MOJBEPraercs
y Buisreasma @puaemaHa BapHaHTHOMY
U3MEHEHHIO U TPHOOPETAEeT B3aMEH TOp-
KECTBEHHO-UHTPAJAHOIO U BMECTE C TEM
HaIlOPUCTOTO XapaKTepa M3SAILIHBIA TaHLe-
BAJIbHBIN OTTEHOK. ECiiM B IEpBOMCTOYHUKE
9TOT JIEMEHT IOJIy4aJl pa3BEPTHIBAHUE BHY-
TPU PUTYpHENIS, B HOBBIX YCIOBUSAX OH
OTKPBIBAET MPOCTYIO TPEXYACTHYIO (popmy,
MIOCTPOEHHYIO 110 KJIACCUYECKUM KaHOHAM.

Co Bropoil nuraroi, OOHapy>KEHHOMN
HaMU B KJIaBUpHOM KoHuepte D dur F. 41,
Opuneman paboTaer nHaue — CKopee, B pyc-
JI€ CJe0BaHUs TBOPYECKHM 3aBETaM OTLA.
B npornecce ¢anTazuitHOrO pa3BEPTHIBAHUS
PUTYPHEIIA €r0 CPEeIHEN YaCTH, HATUCAHHOMN
B TOHAJIBHOCTU /1 moll, nosiBusiercst dpar-
MEHT MEJOANHN U3 3HAMEHUTON apuH ajibTa
Erbarme dich (cm. pumep Ne 6, ¢ Takra 5
U Jajee, cp. ¢ IPUMEpPOM 7, ¢ OKOHYAHUS
TakTa 2 u nanee). Kommnosutop BocnpousBo-
JIUT MHOYKECTBO Ka4€CTB 3aMMCTBOBAHHOI'O
Mmarepuaiia, B TOM 4ucie TeMOp Coaupyto-
LIEM CKPUIKHU, XapaKTEPHbIE MEJIOANYECKUE
000pOThI, PUTMHUKY, «HEANOJIUTAHCKYIO»
rapmoHuto. llurara BocnpuHuMaercH,
C OJIHOM CTOpPOHBI, KaKk OpPTaHUYHOE
MPOJOKEHHE OCHOBHOIO TEMaru3Ma puTyp-
HeJIs, IOCTPOEHHOTO Ha CXOKNX MHTOHALMAX
U pUTMax, OfHaKo Omaromapsi cBoei (eHo-
MEHAJbHOM y3HAaBa€MOCTU 3BYYHUT OYEHB

19

HEOXKMJIaHHO, (AKTUYECKH KyJIbMHHA-
LHUOHHO: Takod »3¢dexr nocruraercs,
B YAaCTHOCTH, U MIOTOMY, YTO K HEH MOJIBOIUT
BOCXOJSILI[As1 CEKBEHIIMSL:

Monmep N2 6 B. ®. bax. KoHuept D aur F. 41,
Il yacTb. PutypHens (dparmenT).

Lwrara us apun Erbarme diich(c 7. 5)

Example No. 6 W. F. Bach. Clavier Concerto in D major . 41

2nd Movement. Ritornello (fragment).
Quotation from the aria Erbarme dlich (starting from m. 5)
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Mpumep N2 7 W. C. bax. Crpactit no Matoeto BWV 244,
Apis anbta N2 47 (dparmeHT, Knaenp).

Unvpyemsiit B. . Baxom dparmeHT (¢ koHua T. 2)

Example No. 7 J.S. Bach. St. Matthew Passion BWV 244,
Aria of the Alto No. 47 (fragment, piano-vocal score).

Fragment quoted by W. F. Bach (from the end of m. 2)

It

N

Qary

MOoHO cKa3aTh, 4TO CJIOXKHBIA U MHO-
TOTpaHHBIM JHMaJIOr C OTLOM, KOTOPBIA
B. ®. bax BEn Ha NPOTAKEHUU BCETO CBOETO
TBOPYECKOTO ITyTH, B 3TOM KOHIIEPTE NOMOJI-
HSIETCS MOTHBOM pPacKasHUsS — OCHOBHBIM



Mpo6énemsl My3sblkanbHOM Hayku / Music Scholarship. 2024. N2 2

coliep)KaHueM [uTupyemon apun u3 «Ctpa-
cteit mo Marderoy.

3aknoyeHue

I/ITaK, KJIAaBUPHBIC KOHICPTHI

B. ®. baxa spxo AEMOHCTPUPYIOT Xa-
paKTepHBIC ISl €r0 TBOPUYECTBA KauecTBa.
[Ipexxne Bcero, peub HAET O COYETAHUU
0apOYHBIX M KJIACCHUYECKUX 4epT. [aBHbIC
MPUMETHI CTHJII OapOKKO B ATHX COYMHE-
HUSIX — OIlOpa Ha PUTYPHENIbHYIO (popmy,
pa3BEPTHIBAaHME B MHTEPMEIUSX M OOMIIne
oI (pOHNH, UCTIOIH30BAHNE PUTOPHUECKHAX
buryp B TemaruzMme, XapakTepHble (Qak-
TypHBIE OCOOEHHOCTH,
— BBEJICHUE TIAPTUH COJTHCTA yXKE B TIEPBOHA-
YaJIbHOM pUTYpHEJe, NEePEKINYKN TUIA dXa
WM JIMAJIOTa MEX/Y COJMCTOM U OPKECTPOM.
Kiraccnueckne cBoiicTBa CBsI3aHbI C IIPOHUK-
HOBCHHEM B KOMIIO3WMIIMA COHATHBIX YepT

cpeau KOTOPBIX

HO-PUTYPHEIBbHOU  (OpPMBI), YETKUM
YJIEHEHUEM JKCIIO3UIIMOHHBIX TOCTPOCHUH
(putypHenei), oOpalieHHeM K XapaKTep-
HBIM JUI My3bIKM BTOpOM 1os10oBUHBI X VIII
Beka Torocam. Yepra, orBedaromas 000uM
CTHJISIM, — TIOSIBJIEHHE TeaTpaln30BaHHbBIX
JUCKYyCCUM MexXNy solo U tutti.

Kpome TOro, 3Ttm COUYMHEHHS SPKO
JNEMOHCTPUPYIOT ~ KJIIOYEBOE  KaueCTBO
COOCTBEHHOTO CaMOOBITHOTO CTWiIA Buib-
rempmMa  Dpuaemana BIOXHOBEHHYIO
(daHTa3uHOCTh, OOYCIOBIEHHYIO HMIIPO-
BU3ALIMOHHBIM HCKYCCTBOM, KOTOPHIM OH
BJIaJIC)T B COBEPILICHCTBE?®. DTO MPOSIBHUIOCH
BO BHE3aIIHBIX CMEHAX TEMaTU4YeCKU-KOH-
TPacTHBIX  pa3lelioB, THUNOB  (akTyp,
PUTMHUYECKUX PHUCYHKOB U Pa3MepoOB, KC-
nepruMeHTax B obiactu (opMooOpazoBaHUS
(B 4aCTHOCTH, B OpPTaHU3AIMU PHUTypPHEIEH
KaK (paHTa3UIHBIX KOMIIO3MIIMI), HAKOHEIl,

oOpa3oBaHME€M  TUNMYHOW  JUIsi B IUTUPOBAHUU U M300pETATEILHOM Iepe-
PAaHHEKJIACCUYECKOr0 IMEPHOJAa COHAT-  OCMBICICHUH 3aMMCTBOBAHHOIO MaTepHUaa.
NPUNOXEHUE
SUPPLEMENT

B. ®. Bax. KoHuepTt D dur F. 41. | yacTb, pUTypHenb

Wilhelm Friedemann Bach. Concerto in D major F. 41.
1st Movement. Ritornello
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26 ®aHTa3UIHOCTh KaK BaXKHEHINMHA MPUHIUI B

A. UBanoga [12, c. 39-40].
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TBopuecTtBe B. ®. baxa paccMoTpeHa B cTarbe
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Heo6apoyHoe KOHUepTUpoBAHUE
B NPOU3BeAEHUSAX POCCUACKNX KOMMO3UTOPOB
nocnepHen yetseptu XX Beka

Mapust HuxonaeBna Ocrannna', Ceersiana Cepreesna I'oHuapeHko?

L2 Hosocubupckas cocyoapcmeennas koncepsamopusi umenu M. U. [unxu,
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Annomayun. AKTyanbHOCThH 3asBIICHHOH TEeMbl ONpENEIseTCS 3HAaYeHHEM HeoO0apOYHBIX
TeHaeHIUd B XX CTOJETMM KaK OMNOPbl Ha BBICOKME TyMaHUCTHYECKHE TpaIulluH,
dbopMupOBaBIINE KIACCHUYECKOE MY3bIKaJbHOE MCKYCCTBO. B MeTomonoruum wuccieqoBaHHs
aBTOpbl OMUPAIOTCA HA TEOPETUYECKHE TMOJOKEHUS O000O0IIaoIero xapakrepa o OapOYHBIX
KOHIIEpTax, BhIpaOOTaHHBIE B OTEUYECTBEHHOUN My3bikaibHOUW Hayke (FO. Xomomom, H. 3eiidac,
C. bakyto, C. 'oHuapeHKO | JIp.), a TaK)K€ Ha TUIOJOTHIO KOMITIO3UIIMOHHBIX MOJICNICH B KaHpe
COBPEMEHHOT0 KOHIIEpTa, npeoxeHnyto V. I'pedueBoil. Mcnonas3yeTcss koMmapaTuBHBIN METO/,
MPUMEHSAEMbI K UCTOPUYECKHU JTUCTAHIIMPOBAHHBIM SIBICHUSAM 0apOKKO M HEOOApPOKKO, a TaKKe
K MHIUBHUIYaJbHBIM KOMIO3UTOPCKUM HHTEpIIpeTanusiM 6apoyHoro gopmoodpazoBanus. B crarbe
BIIEPBBIE PACCMOTpPEHA TpyMNa concerti grossi, CO3AAHHBIX B YKa3aHHBIN MEPUOJ, MPOBEAEH HX
CpaBHUTEJIbHBIN aHAIN3 HA YPOBHE 1I€JIOCTHON OpraHU3aliu, TPAKTOBKH OPKECTPa U KOHIIEPTHOM
dbopmbl. CHcTeMaTU3UPOBAHBI APXETUIIHYECKUE U KEHOTUIUYECKHE KOMITO3UIIMOHHBIE MOJETU
C. I'y6aitnynunoii, A. Illautke, P. lllenpuna u Apyrux KOMIIO3UTOPOB, KOTOPHIE OOHOBIISIOT
anaymoruyHeie Moaenu X VIII Beka. BoisiBisis oOiiee 1 0COOEHHOE B MHTEPIPETAIIMH MPUHITUIIOB
KOHIIEPTUPOBAHUS, UX B3aUMOJEHCTBHE C YepTaMU TeaTpaJbHOCTU U MEIUTATUBHO-KOH(PIUKTHON
CUM(OHUYECKON JpaMaTypruu, aBTOPHI MOKAa3bIBAIOT, 4TO concerti grossi 1970—1990-x romos
OTpa)kat0oT MHOTOMOJIIPHOCTh HEO0APOUHOM KApTUHBI COBPEMEHHOTO MHPA.

Knroueswvie cnoea: 6apokko, He00apOKKO, HEOOAPOUYHOE KOHIIEPTHUPOBAHHUE, TUIIOJIOTHUS KaHpa
concerto grosso, apXeTUMNYECKUE U KEHOTUIMHYECKIE KOMITO3UIIMOHHBIE MOJIENIN

Jna yumuposanus: Octannna M. H., T'onuapenko C. C. HeobGapoyHoe KOHIIEpPTHPOBaHHUE
B MPOU3BEICHUSIX POCCUUCKHX KOMIIO3UTOPOB TMOCieaHer uerBepTd XX Beka // IlpobGremsr
My3bIKkalibHOM Hayku / Music Scholarship. 2024. Ne 2. C. 25-38.
https://doi.org/10.56620/2782-3598.2024.2.025-038
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Musical Genre and Style
Original article

Neo-Baroque Concertizing
in the Works by Russian Composers
of the Final Quarter of the 20th Century

Maria N. Ostanina', Svetlana S. Goncharenko?

L2M. I. Glinka Novosibirsk State Conservatory,
Novosibirsk, Russian Federation
"mariya.ostanina2016@yandex.ru=, https.//orcid.org/0009-0005-9497-3907
2lalumiere43@mail.ru, https://orcid.org/0000-0003-2191-3848

Abstract. The relevance of the stated topic is determined by the significance of neo-Baroque trends in
the 20th century as a means of support for the high humanistic traditions that shaped classical musical
art. In the research methodology, the authors rely on the general theoretical principles concerning
the baroque concertos developed in the Russian musicological tradition (Yuri Kholopov, Natalia
Zeifas, Svetlana Bakuto, Svetlana Goncharenko, etc.), as well as on the typology of compositional
models in the contemporary concerto genre proposed by Irina Grebneva. A comparative method,
applied to such historically distant phenomena as the baroque and neo-baroque styles, as well
as to individual composers’ interpretations of the baroque form-generation is used. The article
examines for the first time the group of concerti grossi composed during this period, and carries out
a comparative analysis of them on the level of an integral organization, interpretation of the orchestra
and the concerto form. The archetypal and kenotypic compositional models of Sofia Gubaidulina,
Alfred Schnittke, Rodion Shchedrin and other composers who have provided innovations to similar
18th century stylistic models are systematized. By disclosing the general and the particular aspects
in the interpretation of the principles of concerto performance, their interaction with the features
of theatricality and meditative-vs.-conflicting symphonic dramaturgy, the author demonstrates
that the concerti grossi composed during the time period between the 1970s and the 1990s reflect
the multipolarity of the neo-baroque perspective of the modern world.

Keywords: baroque, neo-baroque, neo-baroque concerto, typology of the concerto grosso genre,
archetypal and kenotypic compositional models

For citation: Ostanina M. N., Goncharenko S. S. Neo-Baroque Concertizing in the Works
by Russian Composers of the Final Quarter of the 20th Century. Problemy muzykal'noi nauki /
Music Scholarship. 2024. No. 2, pp. 25-38. (In Russ.)
https://doi.org/10.56620/2782-3598.2024.2.025-038

BeeneHve BO3MOYKHOCTEH METO[a KOHIEPTUPOBAHMUS,
OTedecTBEHHBIE HCCIEAOBATENM, Ha- «OCHOBAHHOI'O Ha TeMOPO-MHTOHALIMOHHOM
omronast  ¢popmooOpa3yronue MPOLECcChl, COMPsSHKEHHH, TeMOPOBOM MEpCOHUDHUKAIINY,
npoTeKaromue B My3blke XX B€Ka, MOJA- HUIrpoBOM aMOMBAJEHTHOCTH U BHPTYO3HOM
HUMAaIOT MpoOiaeMy JIpaMaTypruyeckux  HCIHOJIHMUTENbCTBE... B JMAJIOre OpKecTpa
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U Pa3MYHBIX WHCTPYMCHTOB»'. BBIsBIE- NPOW3BEACHUSMH B aCIEKTE yCTAHOBJICHUS
HUE SPKUX OOpa3IOB KOHIIEPTHOTO >KaHpa B HHUX OOIIEro, OCOOEHHOTO, €IUHUYHO-
MOCTENEHHO TPHONMKaeT HAc K SmuileH- roy» [2, c. 43]. U3yuas oluiee u ocoGeHHOE
TPY KOMITO3UTOPCKUX MHTepecoB. OObEKT B HEO0OAPOYHBIX MPOU3BEIACHUAX, MBI OIHU-
W3y4YeHUs B JAHHOW CTaThe — MPOM3BEJCHUS paeMcs Ha TEOPETUYECKYI0 KOHIICTIIIHIO
P. lllenpuna, A. [lIautke, C. I'yoaligynmuuoii, . I'peGHeBoil 00 apXxeTHNHUECKOH U Ke-
B. ExuMoBCKOro, JIpyrux KOMIIO3UTOPOB, HOTUIIMYECKOW MOJEISAX B CKPUIIHMYHBIX
3ByYaBIIMC B KOHIIEPTHBIX 3amax Poccum  koHmeprax XX Beka’. ApPXETHUIIOM I[MKJIA
u 3a pyoexxom. OHu momyunnu npusHanue U, I'peOHeBa cumTaeT TPEXYACTHYIO CTPYK-
cpasy nocJje NpeMbEpPhl U OCBEIIAUCH B My-  TYpy «OBICTPO—MENTIEHHO—OBICTPO»
3bIKOBeMYECKON JuTeparype’. Anemwiiuioo  («b—M-by), kotopast yTBepanuiack B TBOp-
K OapOKKO aBTOpHI, KaK MpaBmio, momu€p- dectBe A. BuBanpnu. KeHorunuyeckumwu
KHMBalOT OOpallleHMEM K €ro MY3bIKaJbHOM  KOMIIO3MLMOHHBIMU MOJENSIMU OHA Ha3bl-
CTWJIUCTHKE, BepOaIbHBIMU 3HAKAMU B HA3Ba-  BA€T HOBBIE CTPYKTYpbI, IPOHUKAIOIIHE
HUU — yKa3aHUEM Ha JKaHp concerto grosso B KaHp KoHLepTa B XX BeKe: KPyIHYIO OJTHO-
VJIU KOHKPETHBIE COYMHEHUS. yacTHyt0 popmy (K—1), 1ByX4acTHbIN LUK
AKTyaJlbHOH siBisieTcsl poOiieMa TUIO- € KOHTpacTHbIMU TeMnaMu « M—by» (K-2), ue-
JIOTUU HEO0APOUHOTO concerto grosso, 4To  ThIpEXYACTHbIE MO mpuHIHUITY «M—-b-M—b»
npeanonaraeT auddepenunanuio npousse- (K-3), «kBazucumboHUYECKUI» YETHIPEX-
JICHUH Ha TPYTIIbI, 00JaIA0IIHE TOCTATOYHO  YacTHbIA UK (K—4)*.
CTaOWILHBIMU XapakTepucTukamMu. C TOUKH C. ToHuapeHKO pa3BHBaeT HJECHO
3penus P. llutukoBoii [1; 2], coBpemennas . I'pebHeBoi 00 apXeTUMUYHOCTHU KaK YCTOM-
THUIIOJIOTHS KaHPA MPEINOJIaracT «aHAIUTH-  YUBOW CTPYKTYPHOU JAHHOCTH, CO3JAIOIIECH
YEeCKYIO0 CTPATETHIO NP paboTe ¢ OOJNBIIMM  MPOYHYIO ONOPY B MY3BIKaJIBHO-UCTOPH-
MacCHUBOM TEKCTOB, OT/ICJIbHBIMU KaHPOBBI-  YECKOW TPaAuLUH, U O KEHOTHUIUYHOCTH
MU €JIMHULAMHU, a TaKK€ C KOHKPETHBIMH KaK CTPYKTYpHOM CBOWMCTBE, CBA3aHHOM

' Vr1kun A. H. O KOHIEpTHPOBAHUU U €T0 (OpMax B COBPEMEHHON MHCTPYMEHTAJIbHON My3bIKe //

CruneBblie TCHICHIIUN B COBETCKOM My3bike 1960—70-x rogos. JI., 1979. C. 72.
2

Cwm.: I'puropresa I. B. My3bikanbaas popma XX Beka: yuebHoe mocodue. M., 2004. 175 c.; Kypnens K. M.
Huddysus sxanpoB Kak Gaxkrop 0OHOBIEHUS cTUIIS B cuMdonnueckoi Mmysbike P. lllenpuHa: aproped. auc.
... KaHJ. uckyccrBoBeneHus. M., 1989. 26 c.; Cunensaukosa O. B. [IpuHumn MoHTaxa B MHCTpYMEHTaJIbHOM
My3bike Pompmona Illenpuna: aBroped. quc. ... kaHa. uckycctBoBeaeHus. M., 2004. 33 c.; CunensaukoBa O. B.
Pomyon llenpun: koHcTaHTh M1 MeTaMop¢o3bl cTiist. Kemeposo, 2012. 311 c.; Xononosa B. H., Yurapéga E. 1.
Ansdpen [autke. M., 1990. 350 c.; Xonomora B. H. ITyts mo nientpy. Kommosutop Poxuon Illeapusn.
M., 2022. 452 c.; Xonomnosa B. H. Codus ['yoatinynuna. Uatepoio DHiio Pectanbo — Codus ['ybaiimynuna.
M., 2008. 400 c.; Xononosa B. H. Tunonorus My3sikanbHbIx Gopm BTOpoii momoBuHbl XX Beka (50-80-¢
ronsl) // TIpoGnembl My3bIKanbHOW OPMBI B TeopeTHueckux Kypcax By3a / Tpyast [MIIN um. ['HecuHbIX.
Bemm. 132. M., 1994. C. 46-68.

3 Cwm.: I'pedneBa U. B. CkpunuvHbIii KOHIEPT B eBpomeiickoil My3bike XX Beka: aBroped. Iuc. ...

n-pa uckycctBoBeaenus. M., 2011. C. 12. B auccepranuu U. I'peOHeBa BIEpBbIC BBOIUT IOHSTHS
«APXETUMHYECKASD) U «KEHOTUTMYECKask KOMITO3UIIMOHHAS MOJICIIbY B KaHpe KoHIIepTa. OHA MOHUMAET apXeTUIl
KaK MOJIeJIb, KOTOPAasi OMHUPAETCS HA OIBIT HCTOPUYESCKOTO MPOILIOro: 0APOKKO, KIACCUIM3Ma U POMAHTH3MA.
EMy npoTHBONIOCTaBIISICTCS TOHATHE «KSHOTHID», BBICTYIIAIOIIEE KaK IPOOOpa3 BOZMOXKHOTO HITH TPSIYIIETO.

4 Tam xe. C. 12—13.
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C TIOMCKOM ¥ OOHOBJICHHEM B Pa3HBIX HAIlpaB-
nenusix [3]. OHa ucoJIb3yeT NPEJI0KEHHY IO
N. TpeGHeBoil kiaccudukamuio s Xa-
PaKTEpUCTUKH KOMIO3UIIMOHHBIX MOJENeH
AMO0XHU OAPOKKO, B KOTOPBIX U CKJIA/IbIBAETCS
JlaHHas CHUCTEMAaTHhKa, U CPaBHUBAET MOJE-
JI1 PUMCKOM LIKOJBI B concerti grossi op. 6
A. Kopennu ¢ UX HOBBIMH BapHaHTaMH
B op. 6 I. ®. I'enpens.

3ajaya HACTOALIEM CTaTbU COCTOUT
B TOM, 4TOOBI TOKa3aTh, KAKUM 00pa30M crie-
rduKa KOHIIEPTUPOBAHUS, CIIOKHUBILIETOCS
B JIOKJIACCUYECKUU MEepUOj, MPETBOPSIETCA
COBPEMEHHBIMU POCCUHCKUMHU aBTOPAMH.
CpaBHUTENBHBIA aHATU3 OTOOPAHHBIX 00-
pa310B MPOBOIUTCS HA HECKOJIBKUX YPOBHSIX:
1) npenKOMMIO3UIIMOHHBIN CJION COYMHEHUS,
KOTOpPBIN ompexaensercs TeMOpoBOM Xa-
PaKTEpUCTUKOM OpPKECTPOBOIO  COCTaBa,
MOAECIIEHHOIO HAa TPYNIIbI futti, ripieni, cO-
JUPYIOLUUX HHCTPYMEHTOB — concertino;
2) KOMITO3ULIMOHHO-paMaTypruiaeCcKue
MOJIEJHN B LIEJIOCTHOM OpraHu3aluu MNpou3-
BEJICHUA; 3) NMPUHLMUIIBI KOHLIEPTUPOBAHUS
B MIPOBOM JIMAJIOTE€ CONCertino W OpKe-
CTPOBBIX TPYMI, PeIbe(HO BBISBISIOIINECS
B KOHLIEPTHON (hopMe BBICOKOTO OapOKKO.
Ecnu concerto grosso siBnsercst »xaHpOBBIM
3HAKOM 3I0XH OapOKKO, TO KOHIIEpTHAas (Hop-
Ma — €€ KOMIIO3UIIMOHHBIM 3HAKOM’,

MHOroypoBHEBOE HW3y4YEHUE TPYMIIbI
COBPEMEHHBIX concerti grossi TO3BOJIUT
MoKa3aTb 4epThl HeoOaApouUHO20 KOHYepmu-
POBAHUSL KAK 0C0O020 Memo0a My3blKAIbHOU
opamamypauu u Gopmoobpazosarus, CBS-
3aHHOTO C TIpeoOpa3oBaHHEeM OapOYHBIX
MPUHIIAIIOB MPOCTPAHCTBEHHOTO COIMOCTAaB-

5

JICHUS Spezzati ¥ TIEPEMEHHOCTH (DaKTYPHBIX
byHKIM, TEHCTBYIONIMX B YCIOBUSAX MY3bl-
KaJIbHO-SI3bIKOBOM CHUCTEMBI, >KAHPOBBIX H
CTUJIEBBIX B3aUMOJEWUCTBUM, XapaKTEPHBIX
JU1s1 My3bIKH XX croneTus [4].

Kak m B XVIII cronerun, oba kiacca
concerto grosso B POCCHICKON MY3BIKE CO-
CylecTBYOT. OHU TOSIBISIIOTCS B Ka)XJ0€
W3 TPEX MOCIEIHUX JecaTuineTnii XX Beka.
ITopoii oMH KOMIIO3UTOP HCIIONB3YET U TY,
U JPYTYIO MOJIEIIb.

Heo6apouHbiin apxeTun

HeoOapounslii apxetun npeacTaBieH
CIIEYIOIIMMH  MpOU3BeNeHUAMU:  bpan-
neHOyprckuid  koHuept B. ExumoBckoro
(1979), «My3bika mna rtopomga Kérena»
P. Menpuna (1984), Konuepr ans dmeii-
TBI, TOOOSI, CTPYHHOTO OPKECTpa M YIapHBIX
B. LprroBuua (1986), Konmepr-napadpas
Ha TeMy bpannenOyprckoro konuepra Ne 6
I'. Kopumapa (1992), Concerto grosso Ne 6
A. IlIautke (1993). B Hux Bo3Bpalmaercs
TEMIIOBasi CUMMETPHUS U JpaMaTrypruueckas
JIOTHKA TPEXYACTHOTO LKA, B KOTOPOM OBI-
CTpble MOTOPHBIE KpaiiHHe YacTu 00pamIIsSIOT
MEJIUTATUBHYIO CPEAHION0 4acTb. OT 6apOKKO
COXpAaHSETCs] OCHOBA OPKECTpa — CTPYHHAS
TpyIma MHCTPYMEHTOB — TMIpaBa, Terepb
3TO CTPYHHBIA KBUHTET: MAPTUSI BUOJIOHYEIIH
nyOnupoBaHa KOHTpaOacoM (ITpeIIiecTBEH-
HUK KOHTpa0aca — BHOJIOHE, MCIOIb30BaH
N. C. baxom). OpuenTanus Ha ctiiib baxa yc-
MaTpUBAETCs TAKKe B BAPHHUPOBAHUN COCTABA
concertino U B TIPO3PaYHOM 3BYyYaHUU Me]I-
JICHHBIX YacTeH, IJie UCIOJIb3YETCsl MEHBIIIEe
KOJINYECTBO MHCTPYMEHTOB, YEM B KpaHUX.

Turonorust 6apoYHBIX KOHIIEPTOB IO VX MMPUHAIEKHOCTH K PIMCKOH MITH CEBEPOUTAIBSIHCKOM IIKOJIE

B 00IlEM BHUJIE, COOTBETCTBYIOIIAs NMPHUHATONW B HACTOSAIICH CTaThe, M3JI0KEHA B CIPABOYHBIX W3IAHUSX:
Concerto grosso // My3bIKambHBIN ciioBaps [ poysa / mep. ¢ aam., pexn. u gor. JI. O. AxorstHa. M., 2001. C. 433;
Hutchings A. Concerto grosso // The New Grove Dictionary of Music and Musicians / ed. by Stanley Sadie.
Macmillan Publishers Limited, 2001. https://doi.org/10.1093/gmo/9781561592630.article.03093
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TunmuHOo MprMEHEeHue KOHIIEPTHOU (op-
Mbl, OJIM3KOW OapOYHOMY MPOTOTHUITY TIO
MHOTOYAaCTHOM  CTPYKType, TMOCTPOEHHOM
Ha YepeoBaHUM tutti U soli ¢ XapaKkTepHbIM
addekToM spezzati — TPOCTPAHCTBEHHOTO
cornocraBnenns®. OHa npezcTaBieHa y Exu-
MoBckoro B [ u Il wactsix, y [llenpuna Bo Bcex
Tpéx’, y LlIHuTKe TONBKO B (hunHase. Konmepr-
Hble (POPMBI NETEPOYPrCKUX KOMITO3UTOPOB,
Oosiee BonbHBIE TIO TpakToBKe, A. Illmaruna
Ha3bIBaCT MOIU(PHUIIMPOBAHHBIMU®,

[TokazaTenbHO CXOICTBO M pa3iuyHe
B TpakToBke 3Toi (hopmbl B. ExumoBckum
u A. Iautke. B o00oux cnydasx maud-
depeHumanus  cocraBa  NOAYEPKHYTA
odopmIieHuEM MAPTUTYPHI: concertini (preit-
Ta, TOOOMU, CKpUIlKa y EKMMOBCKOTo, posuib
u ckpunka y lllauTke) oTaenensl oT oOc-
HOBHOTO COCTaBa — KBHHTETa CTPYHHBIX.
CuMMmeTpuYHa O paclpeesieHHI0 TEMIIOB
TpEXUaCTHAsI CTPYKTypa IMKJa C HCIOJHsIe-
MOM COTUCTaMH MEIEHHOH YaCThIO B IICHTPE.

B ObicTprix wacTsax koHuepra Eku-
MOBCKOTO JECATUTAKTHbIE pedpeHbl futti
BOCCO3JAaI0T MHTOHAIIMOHHO-TEMaTUYECKOE
COZIEPKaHUE U CTPYKTYPY Ieproa THIIA pa3-
BEpThIBaHUA. Tutti B I yacTu oTrpaHnYeHO
OT HHTEepMeaui OaxXxOBCKOM KaJleHIMOH-
HOW (HOpMYIION C Tpenbio W MPEeabEMOM.
N B [ wactu, u B Il 3axmrounTensHOE MpoOBEE-
HUe pedpeHa MOBTOPSET IKCMO3UIIMOHHOE,
co3/1aBasi THITUYHOE JJ1s1 0apOYHOM KOHIIEPT-
HOU (opmbl oOpamnenue — Rahmenform.
Opxkectp ripieni 3By4UT HE MpPEPHIBASCh,
B MHTEPMEIMSIX KpATKHUE PEIUINKU COJIH-
CTOB CO3JIal0T MEJIKYIO JIPpOOHOCTh spezzati
(ot 1 no 5 TakToB). B utore B KOHIIEPTUPO-
BaHME IIPOHMKAIOT YEPThl KIIACCUYECKOIO
dbopmoobpazoBanusa: B | yacte — 4epThl
COCTaBHOU TpéxuacTHOW (hopmbl, B (HHAI
— JBOWHOM TpéxuacTHOH (Tabnuna 1).

HancrpanBass auccoHupyroomue co-
3By4Msl HaJl mapTuedl nu@poBaHHOro Oaca
yeM0ano, KOMIIO3UTOP JIEMOHCTPUPYET

Taénuua 1. B. Ekumosckui. CtpykTypa lll yactn BpanaeH6yprekoro koHuepta’
Table 1. Victor Ekimovsky. The Structure of the 3rd Movement of Brandenburg Concerto

Paznenst hopmbl Okcno3unust | Cepenuna 1 | Penpusa 1 Cepenuna 2 Penpuza 2
CK®D R I RIR I R I RT RI RI R
Konnepruposanue t ststs t stststs t
KonuaecTBo TakTOB 10 222272 5 5421255 10
TonanbHOCTH F C d As, c, B, Es, f,

d, h G,C

6

Ponuon Ulenpun... 311 c.
7

[To orHomenuto k llenpuny 3to ocoberno noguépkusaet O. CunenbaukoBa. Cm.: Cunenpaukosa O. B.

P. Menpun ammo3ueit Ha xop M. I'muaku «CnaBbcs» B OCHOBHOHM TeMe (prHasa, 03ariaBieHHOTO

«MaseHbKkuii arnogeos», IPOBOAUT aKTyaJIbHYIO M OCOOCHHO ONTM3KYI0 €My HIEIO O POACTBE U MPEEMCTBEHHOCTH

JBYX KYJIBTYp, 00 UX €IUHCTBE.
8

Cwm.: llInaruna A. }O. HeobapouHble TEHACHIMHM B MHCTPYMEHTAJIBLHOM TBOPUYECTBE METEPOYPreKUX

koMIt03uTopoB 1960—1990-x romos: aBroped. auc. ... kauua. uckyccrosenenus. CII6., 2006. 18 c.

 VYcnoBubele o0o3HaueHus B cxemax: CK® — crenuanpHble KOMIO3ULIUOHHBIE (YHKIHMH (TEPMUH
B. BoGpoBckoro), TM4HEIE 1151 KOHKPETHON KOHIIEPTHOH hopMbl; R — pedpen; | — snu3on (mHTEpME s );

t — tutti; s — solo (koHIIEpTHPOBaHHE).
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CBOIO HJICK0 «HUTPBI B CTWIb»'’ M, CIOBHO
IPOAOJKAs MBICAb O MPEIBOCXUIIEHUN
baxom Xpomaru4eckol TOHAJIBHOW CHUCTE-
MBI, BBIOMpaET NaléKue TOHAJIBLHOCTH JIA
yacted nukia Es dur — h moll — F dur, a
TaKKe ISl CEKBEHIIMI B pa3paboTKax BHY-
TpH YacTeu (CM. TOHAIBHBIN IIJIaH BO BTOPOit
cepenuHe B tabnuie 1). YTpUpoBaHHOCTH
JVMCCOHAHCAMM TNPUIAET JEUCTBEHHOW MO-
topuke | wu Il yacreit HEOOBIYHYIO ISt
0apOKKO KECTKOCTh 3ByYaHHUs, & UX KOMIIO-
3ULMH U TOAYEPKUBAEMBIN ITOBTOP TUITUYHO
0axOBCKHUX KaJICHIIMOHHBIX (hOPMYIl — yIIPO-
LIEHUE U NPSIMOJIMHEUHOCTh. CpeHssa 4acTh
h moll pe3ko KOHTpAacTUPYET UM HOCTalb-
TMYECKOM MEJIOJUEN COJUPYIOLIEro rodos.
Tak nucranuupyercs oOpasHbIl CTpoii
KpallHUX OBICTPBIX YacTed W IEHTPAIbHON
MEUIEHHOM, OTPa)kasi BO3POCIIYIO CTEIICHb
KOHTPAcTOB B 0OBEKTUBHOUN peaIbHOCTH.
Hpamaruueckas koHuenuus Concerto
grosso Ne 6 A. lIIHUTKe BBIJIETSET €T0 CPpean
JIPYTUX apXETUIOB. XPOMAaTHU3UPOBAH BECh
TeMaTu4eckuit wmarepuan. Tema-snurpad
[ vactu Andante (taktbl 1-7), u3noxxeHHas
doprenuaHo, ONpeNeNseT Tparuyeckuii
obpa3Hblii cTpoit coumHeHus. OnHa TO-
CTpO€Ha Ha JBEHAAI[ATUTOHOBOM psle U
NPOHM3BIBACT TEMAaTU3M BCEX dYacreit'!.
Ha purmuyeckoM yMeHBIIEHUH XpOMAaTH-
YECKOM ITIaBHOM MapTuu | yactu moctpoeHa
TemMa pedpeHa B GuHaie'?, B KOTOPOM IJia-
BEHCTBYET (aKTypHO-TeMOpOBasi APOOHOCTH
spezzati B uepenoBaHuu tutti u soli. O06pa3bl
COBPEMEHHOIO MHUpPa BOIUIOIIECHBI TaKKe
Onmaronmapsi BKIIOUCHHIO 3JIEMEHTOB JIXKA30-
BOTO KOHIIEPTUpPOBaHUS (B TMEPBOM YaCTH

CHUHKOIIBI B MOOOYHOW MApTHH, COYETAHHE
posuIsl M pizzicato KOHTpabaca B CBA3YIOIICH
— 1. 5, 9), pENeTUTUBHON TEXHUKHU B TEME
pedpena III yacTu (xpoMaTuyecKuil Moju-
PUTMUYECKUN TATTEPH Yy POSIISL U aJIbTOB,
KOHIIEPTUPOBAHWE HA OJIHOTAKTHOM IIaT-
tepue B 1. 18, 21-23). [lpunuun spezzati
peanu3yercs B KpaTKUX Ollokax futti u
solo oT AByX 0 4eTBIPEX TAaKTOB; BO BTO-
poii ¢asze OHM pacHIUpPSIFOTCS 10 22 TaKTOB
(Tabmuna 2).

B ¢wunane I[llHutke «cobupaet» Mma-
Tepuan IepBbIX 4acted. KoHtpacTtHOE
COIIOCTABJICHUE COJIMCTOB M3 BTOPOH YaCTH
BO3Bpamiaercs B kojue, Rahmenform pac-
pOCTpaHseTCs Ha BeCh LMK (Tabnuua 2):
B pemnpu3e-kome (uHANA TOBTOpEHA
tema-anurpad Andante 1 gactu. Komro-
3UTOP «HAUMWHAET TIOBECTBOBAHUE TPSMO
C DJIWJIOTa», KOTOPBIM «SBISAETCS TOYKOU
HAUBBICIIIETO  HAMPSIKEHUS TJIaBHOM
OMOpHOM TOUKOI» [5, ¢. 77], uro mpunaér
[T yactu (yHKIMIO UTOTa BCETO COUYMHEHUS,
€ro JipaMaTyprudecKoro mneHrTpa (tadmurna 3).

KeHoTunnMuyeckune Mmogenu

Kenorunuueckre Monenu 0OHOBIISIOTCS
Ha BCeX YpOBHSX. Bo-mepBbIX, MHAMBHUIY-
QJIM3UPOBAaH COCTaB HE TOJIBKO concertino,
HO U ripieni. boraras TeMOpoBasi manurpa,
MMEIOIIASCS B PACIIOPSKEHUN KOMIIO3UTOPA
XX BeKa, a TaKKE KOHTPACThbl CTAPUHHBIX U
COBPEMEHHBIX HMHCTPYMEHTOB YCHUJIMBAIOT
3p(deKT NPOCTPAHCTBEHHBIX COMOCTaBIIE-
HUH, TPOOHOCTB (PAKTYphl B MAPTHH OPKECTpa
U B aHCaMOis1X. Bo-BTOpBIX, HE MOBTOpSIET-
Cs KOMIIO3UIIMOHHBIM IJIaH, OpraHU3alus

10 ExumoBckuii B. ABromonorpadus. M.: Mysusnar, 2008. C. 75.

' Conupyromiee GoprenraHo — WHCTPYMEHT, BBIIBHHYBIIMACS B 3MIOXY KJIACCHUIM3MA U TOJYYHBIIAI
pacuBer y pomaHTukoB, — lllHuTKE yacTo mcnonb3yeT B Concerti grossi, 4T0 BHOCHT OCOOYIO KpackKy

B IIPUHIIUIIBI €0 KOHOCPTUPOBAHU.

12 TIpuém, KOTOPBIi BOCXOIUT K POMAHTHIECKOMY MPUHIIAITY MOHOTEMATH3Ma.
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Taénuua 2. A. LLuutke. Concerto grosso N¢ 6. Il yacTb. KoHuepTHas ¢opma
Table 2. Alfred Schnittke. Concerto Grosso No. 6. 3rd Movement. Concerto Form

[ vactp III vacts
— 1 daza (9KCIIO3UITMOHHBIN pa3e) 2 daza
(pa3zpaboTtka)
Tema-aurpad A(R) B A(R) B A(R)
Andante
solo ¢m. t (atb+c), S t (ancamOmb CKp., t S t (atb+c),
b — coio ckp. ¢m., abTHI) b — aHc.
7T 5+6+5 T. . 3 m. 6 (5T) o 8 .9 | o 12 (5+6+4 1)
III yacTp
2 daza 3 daza (penpuza-kona)
B AR)+B B+A A(R)+B | Tema-snurpad | A+B
Andante
s(anc.)| t |s(anc.) t s(anc.)| tus | s(anc.) tus s ¢ sut
w15 |16 | w17 | w18 | .19 | u.20 41 nocne| u. 24 m.25@81) |u26
. 21 (5+4+3 1)

Taénuua 3. A. WHutke. Komnosnums umkna B Concerto grosso N¢ 6
Table 3. Alfred Schnittke. The Construction of the Cycle of Concerto Grosso No. 6

YacTb Temn

®dopma

Hpamatypr. pyHKIUN

I Andante — Allegro

ConarHas ¢ yepTamMu BapuaIMOH-

3arjiaBHAaf YacTh

/ Allegro vivace

HOMU

II | Adagio NmuranmonHas TpéxdacTHas JInpuxko-
C CepennHOM pa3paboTOYHOTO ApaMaTH4eCKHil LEeHTP
THUIIA U COKPAIIEHHOMN penpuson

I | Allegro vivace — Andante | bapounas koHuepTHas Oo6o0maromuii punan

LEJOr0 B KaXJOM CIllydyae OpHUTHMHAJIbHA.
B-tpetbhux, 3aMeTHO mpeoOpa3yercs coaep-
YKaTeJbHbI, NTHTOHAIMOHHO-TEMATH4ECKUI
U CTPYKTYPHBIH 00JMK KOHLIEPTHOU (DOPMBI.
OtoOpanHble HaMH 00pa3lbl TUIIOJIOTH3U-
pylOTCs Ha JBe rpyIibl. B nepByto rpynmy
BOMIYT MPOU3BEACHUS, HAITMCAHHBIC B OfI-
HouacTtHo dopme (K—1 mo U. I'peOHeBOI):

31

Konuepr nmns nByx opkectpoB C. Iy-
oavimynunoit (1976), Concerto grosso
O. SAnuenko (1981) u «My3blKaibHOE MPHU-
nomenue» P. lllenpuna (1983).

B Mockse u Tapty Ha My3biky KoHiiepra
C. I'yGaiigmynunoit craBuics 6aner. CiieHap-
HBIM IUIAH, KOTOPBIM TOCIYXHJ OCHOBOWU
MY3BIKAJIbHO-T€ATPAIBHONW JApaMaTypruH,
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a TaK)Xe BBIIMMCAHHBIH B MAPTUTYPE TEKCT
ctuxotrBopeHust A. @eta «Kak HEXHIIb ThI,
cepeOpsHas HOYb. ..» ONPEACIAIOT IPOorpam-
My COYMHEHHUSI, MCIIOTHSIONIETOCS B HAIU
JTHU KaK CaMOCTOATEIbHOE HHCTPYMEHTAJIb-
HOE Tpon3BeeHHe .

Kommosumust  ckmanmpiBaeTcs H3 ABYX
pasnenoB (tabmuna 4), 06pa3yrommux CIoXK-
HYIO JBYXYacTHYIO (OpMY «XOPEHYEeCKOro
tuna»' (¢ mpeobaaaHueM TEPBOM YacTH).
Baxnyio apamaryprudeckyro  (GyHKIIHIO
BbIMONHAET Kpatkuil [Iponor cumponmue-
CKOT'0 OPKECTPA C TEMOM KOJIOKOJIOB. Spezzati
B KOHIEPTHON (opme OBICTpPON YacTH
CTPOUTCS Ha COMOCTABICHUH CTUJIEBBIX
TUTACTOB — JDKA30BOTO M aKaJEeMHUYECKO-
ro. Tutti mpencTaBisieT coO0W OCTHHATHBIN
NOJUPUTMHUYECKHM marTepH (mka3-Oara-
pes, TEeMIUI-OJOKH, TOM-TOMBI, Xai-XeT
u Oac-rutapa). DneiThl, KJIApHETHI, Baj-
TOPHBI, CTPYHHBIE, SIBIAIOIIMECS OCHOBOM

CUM(POHUYIECKOTO OPKECTPA, KOHIEPTUPYIOT
B HMHTEpPMEOUAX, BBICTYNAIOT B KAa4€CTBE
«OIIIOHEHTOBY futti.

CopepxxaHuio  HayajabHOH  CTPO(dBI
CTUXOTBOpeHUsl («J1aii MHE MpPEeBO3MOYb
BECh ATOT TJIEH OE3AYIIHBIN U YHBUIBIN!»)
COOTBETCTBYET mnepBbli paszpen. Ilo-
BTOpeHue My3biku IIposora, a Takxke
MeJofieKIaMalus BTOpoi cTpodbl Tpems
conpano B ponozanucu («Kakas Hous! An-
Ma3Has poca/ JK1UBbIM OTHEM € OTHSIMU Heba
B criope, / Kak okean, pa3Bep3nuch Hebeca, /
W cnut 3emiist — M TEIUIMTCS, KaK MOPE»)
OTMEYAIOT Hayajao HOBOTO Kpyra B pa3BUTUHU
JMPUYECKOTO CIOKETA — MEPEOCMBICICHUE
npousouienmero. Mues 1yxoBHOro mpeoo-
paXkeHus 4YeIOBEKa pacKpbIBACTCS K KOHILY
BTOPOTO paszena, 4To NepPeAaHo B TPEThEU
ctpode (0 MPEoToJICHNN BHEITHETO, OObI-
JEHHOTO0, 0aHaJbHOTO YCTPEMJIEHHOCTHIO
K BbICIIMM cdepam, TallHaM 3BE3IHO-

Taénuua 4. C. TyéangynuHa. Komnosvuus KoHuepta gns AByx OpkecTpoB
Table 4. Sofia Gubaidulina. The Construction of the Concerto for Two Orchestras

Paszen 1 paznen 2 paznen
bopmbl pasi pasi
CKo IIponor | R I R I R |IIponor I R |Kona
Konnepr./ |s t S t S t s s t
Opkectpsol [cumd. |acTp. |cumd. acTp. |cumd. |actp., |cumd. — |cumd. |acTp.,
cum@. |Mmy3bika; cuma.
3CTp. —
peub
Hudpa mor. 1 | 1— m8— m9— |m 17— |m 20— |u. 33— |o. 37— |m. 41 —|mocn. 7 1.
1. .9 (w17 .20 w33 | 37 m 41l |m.46 |B1. 46

13 TIpu BOCHPUSITHH CITyIIaTeJIeM, KOTOPbIA HE 3HAKOM ¢ UCTOpHEH ero cosmanus, KOHIEPT BBI3bIBACT
aCCOITMAIINH C COBETCKUMH XyIOKECTBEHHBIMU (rutbMamMu 1970-x rofos.

4 Tepmun B. Ilykkepmana.
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r0 MUpa) U B TOHAJIBHOM 3aBEpILICHUU
Ha «DJIETUYECKOM» (IO  BBIPAKEHUIO
B. XonomnoBoii) tpe3Byunu i moll mocne
aJ1€aTOPHO-COHOPUCTUYECKOTO 3BYyUaHMUS.

B nByx npyrux counnenusx — Concerto
grosso O. SlHueHKO U «My3bIKaJIbHOM
npunomieaun» P. llenpuna — spezzati
BOIIONIAEeTCs O6€3 yuacTus opkectpa. DyHk-
LU futti U concertino yCTaHaBIUBAIOTCS 10
(dakTypHbIM IpHU3HAaKaM. 3ByYyaHUE OpraHa
CIIOCOOHO MPEACTaBUTb U OPKECTPOBBHIE,
U COJIbHBIE BBICTYIUIEHMs. B concertino
OOBEIMHSIIOTCS  OTHOPOIHBIE HMHCTPYMEH-
Thl. SIHUEHKO MpEANOYNUTAeT aHCaMOIu M3
YeThIpEX TPYO U yAApHBIX, pe3KO KOHTPACTHU-
PYIOLLME APYT APYTY ¥ OPraHy, 4TO YCHUIINBAET
spezzati. Tpynnbl TPUO IYXOBBIX HHCTPY-
MeHTOB y IllenpuHa B M3BECTHON cTEnEeHU
POACTBEHHBI TEMOPY OpraHa — WHCTPYMEH-
Ta, KOTOPBIA ONpPENEAECT IIABHBIM aCIEKT
MEMOPHAJIBHOIO COUMHEHUs1 — (uiocod-
CKO€ pa3MbIIUIEHHE. OJTO CIIOCOOCTBYET
JUIeHUI0 B HEM cdepbl MEeIUTaluu B MpoO-
TSHKEHHOM JIBYX4aCOBOW KOMITO3UIIMU TIPHU
BCEH MUHAMHMKE MOHTAXXHBIX TeMOpo-Qax-
TYPHBIX NEPEKIIOYEHU.

HoBaropckass CyIIHOCTE KOHLEPTHUPO-
BaHus y llleaprHa BbIpaxkaeTcsi HE TOJIBKO
B CHEU(PUIECKOM COCTaBE WCIIOIHUTENECH,
npeobaasaHui MEIJIEHHBIX U YMEPEHHBIX
TEMIIOB B JUIMTENBHON MEIUTALMH, HO TaK-
e BO B3aUMOJICHCTBUU KOHIIEPTHOM (hOpMBI
c apyrumu Gopmamu'®. M3 HUX Hambosee
3HAYMMBIM, Ha Halll B3IV, SBISETCS OJIUH

u3 e€ JOMOJHUTENbHBIX IJIAHOB — POH-
mo-conara'®,

3ariaBHbIA NEPBBIA pa3fes HCIONHS-
€TCs COJIMPYIOIIUM opraHoMm (Tabnuia 5).
OTKpBIBa€T COYMHEHHUE AITIO3US HA TEMY
«My3sbikansHoro npuHomenus» 1. C. baxa:
KOHTYpP MEJIOIUU OCTAETCS TEM XK€, HO WH-
TE€pPBaJIbHOE COOTHOIIECHHE MEXIY 3ByKaMU
BOCXOJISLLETO JIBU)KEHUSI MEHSAETCS C TEPLO-
BOT'0 Ha KBapTO-KBUHTOBOE U IIPEBPALLAETCS
B XpPOMATU3UPOBAHHBIA MOIUGOHUUECKUN
KOMILJIEKC.

Bmecre ¢ HUCXOmALIIMM MEHTaXOpIOM
OH oOpa3yeT mepBbIii pedpeH — AByXdIIe-
MEHTHYIO INIABHYIO IApTHI0 POHJI0-COHATHI.
Comnocrasnenne moHorpammel BACH c as-
Topckoit MoHorpammoir SHCHED o6pa3yer
BTOpOil pedpen. Tperbum pedpenom cra-
HOBHUTCS PUTMO-TAPMOHUYECKOE OCTHHATO
BOCBMBIMH JIUCCOHUPYIOLIUX aKKOpAOB. OHO
OKa3bIBAETCsI BTOPOM TEMOM ITIABHOM MapTHH,
MIOCKOJIbKY HEOTHOKPATHO IOBTOPSIETCS B I1EP-
BOM pazJiesie U B PErpH3e BCEro COYMHEHUS.
Anearopuueckas akKop0Basi UMIIPOBU3AIUS
BBICTYIIAE€T B Ka4eCTBE YETBEPTOTrO pedpeHa.
B cpaBHeHuu c¢ penbedHBIM TEeMaTH3MOM
KpaTkux pe(peHOB MPOAOIKUTETbHBIC ITH-
30/1bl OPTaHHOTO MPEIOAUPOBAHUS UIPAIOT
pons uHTepMeaunid. Takum 00pa3oM, IKCIo-
3ULIMSI OPTaHHOTO TEMAaTHUECKOTO KOMILIEKCa
Onaromapsi oOpaTHOMY BO3BpAIEHHUIO ped-
pEHOB cCKiaabiBaeTcs B 16-dacthHyio (!)
KOHLIEPTHYIO OpMY C YepTamH 3epKajbHON
CUMMETPHH.

1506 3TOM CM. B pasenax, IOCBAIEHHBIX JAaHHOMY ITPOU3BEIEeHHI0, B paborax: CunenpankoBa O. B. Pomumon
Menpun... C. 135; Xononosa B. H. ITyts no nentpy... C. 118-127; Kypnens K. M. duddy3ust xanpos...

C.20-22.

!¢ Ha cOHaTHOCTb B KOHIIEPTHOH (hopMe « My3bIKaIbHOTO MTPUHOIIICHUS» BIIepBbIe yka3ana B. Xosomnoza.
Cwum.: XomnomoBa B. H. Ilyte no nentpy... C. 124. [eranpHblii aHanu3 He00ApOYHOTO KOHIIEPTHPOBAHHUS
B KQ)KJIOM pasjiesie — IpeIMET CIIEHUAIbHOIO UCCIEA0BaHNs. B paMKkax cTaTby Mbl OTpaHUYHUBAEMCSI KPATKOI
XapaKTEPUCTUKOU ITEPBOTO OPTaHHOI'O COJIO U LENOCTHON CTPYKTYpPbl COUMHEHHS.
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Taénuua 5. P. LeapuH. «MyabikanbHoe npuHolueHne». CTpyKTypa nepBoro pasgaend — cono opraxHa’

Table 5. Rodion Shchedrin. 4 Musical Offering. The Structure of the First Section, Played by the Solo Organ

Mamnast koHIlepTHas popma B MapTHH COMUPYIOLIETO OpraHa

rl (m.a.), I r2 (bach) I r2 (bach+ I r3 (p.-r.), I
r.1 (2 am.) shched) L.I.2
t s T S t s t s
- m. 1 o 2 m 3 o 4 . 5 - -
Maast koHIepTHas popMa B IMAPTHH COIUPYIOMIETO OpraHa (MpoI0HKeHHE)
r3 (p.-r.), r4 I r4 I r3 I rl (m.1.),
r.m.2 (amear.) (amear.) (p.-.), | (shched) | rm.1 (2 om)
L.IL2
t t S t S t s t
. 6 . 7 . 8 . 9 . 10 33T 1 1. mocne . 13
no. 11 . 12

BosBpaiienue TemOpa oprasa BeICTyaeT
B KauecTBe «OOJbpIIOro pedpeHa» B KOH-
HepTHOI dopMe OoJiee BBICOKOTO MOPsIKa
(Tabnuma 6). OnuzonamMu (MHTEPMETUSMU)
CIy’KaT TOOYEPENHBIA BBIXOJ HA ACTpaay
Ka)KJIOTO TPUO AYXOBBIX HHCTPYMEHTOB, YTO
npugaét «My3bIKaIbBHOMY HPUHOILICHHUIO
YepThl MHCTPYMEHTAIBHOTO TeaTpa.

B npomokuTensHOM  pa3zBUBAIOLIEH
4acTU KOHUEPTUPYIOT BCE TPYIIIbI HHCTPY-
MeHTOB. MrpoBoi nmanor spezzati B uX
MIONIEPEMEHHOM COIIOCTABIICHUU MpEBpa-
jaeTcsi B HapacTaHUE HaIpsHKEHHOCTH,
KOTOPO€E BEIET K T€HEPAIbHOM JpaMaTuye-
CKOW KyJIbMUHAIIMU, TOCTPOCHHOW Ha futti
IyXOBBIX U Maccaxkax opraHa (u. 83—84).

3a TparuueckuM OOpHIBOM B KaTapCUYECKON
perpuse-kozie'®, cBoero popa Mmociecio-
BUM-UCTAMBAHUH, BO3BPAIIAETCS TEMAaTU3M
opranHoro pedpena u npeobpaszyercst ma-
Tepuan TmiepBoro (ruerToBoro SMNHU30Aa,
KOTOPBI MNEPEXOAUT K OpraHy U 3BYUYHUT
KBapTOMl HHUXKE, 4YTO COOTBETCTBYET 3a-
KJIFOUUTEILHOMY 3Tany COHATHON (hOPMBI.
BHOBb BEpHYBIIMWCSA BTOPOM HHUCXOIS-
M JIEMEHT INIABHOM MApPTUU OCTUHATHO
MOBTOPSIETCSI B OCHOBHOW TOHAJIBHOCTH
B UEpPEIOBAHMU C pEIUIMKAaMH OpraHa Ha
yracarouen 3By4HOCTH.

YuukanpHoe TBOpeHue P. Illeapuna,
no MHeHuto ucciuenonareneit (O. Cunenb-
HUKOBOHM, B. Xomomosoii), mpuoOperaer

I7 VenoBHble 0003HaYeHHsT B TaONMIE: M.I. — KOHTYPBI TEMbI MY3BIKAJbHOTO TPHHOIICHHUS W3
omnonMménHoro omyca M. C. baxa; »/ — mepBsIid pedpeH, epBas TeMa IITaBHOW MapTHH, r2 — aBTOPCKHUE
MoHorpammbl baxa (bach) u Illempuna (shched); r3 — purmo-rapmoHmdeckoe octuHato (p.-T.); r4 —

ajeaTopuIeCcKoe TPEMOoIIo, | — HHTEepMeTUH.
18 Cunenpuukosa O. B. Pognon Hlenpum... C. 1

33.
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Taénuua 6. P. LLiegpuH. «My3bikanbHoe npuHoLweHne». O6Lwas KoMnosnuus
Table 6. Rodion Shchedrin. A Musical Offering. The Overall Structure

bonbmas KOHICPTHAA (bopMa — 3KCIIO3ULHA pOHIO-COHATBI

Pedpensr I R (1) I R (1) I R (2)
Ho 1. 14 . 14-27 m. 28 . 29-36 . 37 . 3847 . 47
Opras (0), | @nediter (Dn), | O, rm.1l | @aroter (P) | O, rn.l | TpomGonsr (T), (0]
rm.l urm2 TLII. (1 am.) (2 5m.) TLI1.
LlenTpanbHbIi pazaen — Pemnpusa-xona (mo CHHETEHUKOBOM)
COBMECTHOE KOHIIEPTUPOBAHUE R R I R (3 R (1 R (12
BCEX MHCTPYMEHTOB ) (1) G) (1) (1-2)
1. 48-73 1. 74-84 . 85| 186 |m 8792 m. 92-100 |um. 100-113 | m. 113
Konnepruposa- | Ipamarnueckass| O | O, rm.l @) O, n.i. O, duT, | O, ro.l
HUE BCEX IpyN | KyJIbMHUHALIMS (2 5m.) On, Tu D, r.l (2 am.)
WHCTPYMEHTOB | — tutti L2 (2 5m.) O

YepThl, CBOMCTBEHHBIE PUTYyally, MOTpyxKas
CIIyIIaTeNsl «B 0COOYI0 HOBEHIIIYI0 00JaCTh
CTaTHYECKUX, CBEPXUIUTEIBHBIX (hopm»'?.
MHoro4acTHble KEHOTHUIIBI IMpeACTaBe-
Hbl Concerti grossi Ne 1-5 A. Illautke. Bee
OHM WHJWBHUIYAIU3UPOBAHBI IO COCTaBYy
WHCTPYMEHTOB, IIUKIMYECKOMW Jpamaryp-
run. B kamepHbix konueprax (Ne 1, Ne 3)
OPUMEHSIETCSI MHOTOYACTHBIA MK, HIY-
it ot A. Kopemnu — U3 1IeCTH U MATH
yacter. Yeptsl keHotuna K—4 npocnexusa-
10TCs B KoHIepTax Ne 4 u Ne 5, HanMcaHHBIX
JUTIst 60IBIIOT0 CUM(POHUYIECKOTO OpPKECTpa.
KonueprHas ¢opma yTpaumBaeT Bemylue
MO3UIMHU, 3aIVIaBHYI0 U MTOTOBYIO pOJIb.
Ha nepBoe mecrto B LMKJIE OHAa IOCTaB-
neHa Ttonbko B Concerto grosso Ne 3,

19 Xomnonosa B. H. IIyts no nentpy... C. 119.

HO OYEHBb KOPOTKA, «JIHIIb HauaTa U TYT JKe
obopBaHa, ycedeHa»?’. Ha Bropom MecTe
oHa OKa3biBaeTcs B Iukie Konmepra No 1
U B KOHTPAcCTHO-COCTaBHOHM ¢dopme No 2.
Tunnunas qis A. Kopennu u I @. I'enge-
75 OuHapHasi onmo3unus TemnoB «M-by
BHOCUT B 3T UKl uepThl K-3. B Concerto
grosso Ne 4 xoHueprtHas (popMa MOIYIUPY-
er B opmy conatHoro Allegro®', a B Ne 5
OHa U BOBCE OTCYTCTBYET, MpeoOpaxasch
B COHATHYIO (pOpPMY C MPUMEHEHHEM «TUTIOB
U3JIOKEHUSI M OTAEIBHBIX >KaHPOBBIX HJie-
MEHTOBY» 0apOYHOTO KOHIIEPTUPOBAHUS .
[Ipuauun spezzati ycunen IlIauTke
CPEeICTBaMU MOJMCTHIIMCTUKH, KOHTPAacTaMu
CTHJISI BBICOKOTO OApOKKO M COBPEMEHHBIX
OaHATBHO-IIISTEPHBIX JKaHPOB. AKIICH-

2 Tpuropeesa I. B. My3sikanbhast popma XX Beka... C. 94.

2l [IIauTKe MaéT COYMHEHHIO BTopoe HazBanue — Cumbonus Ne 5.

22 Tpuropwesa I. B. Vkas. cou. C. 95.
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TUpPYST BHUMaHHE Ha OapouHBIX ajpecax
ctuneBbiMu 1tuTaramMu (II wacte Concerto
grosso Ne 1), a Takxe ajmio3ued Ha
KOHKPETHBIC TPOU3BEICHUSI*, HCIOIb30-
BaHueM MoHorpammbel BACH, kommno3urop
paaukanbHO ux TpaHchopmupyet. OH npu-
MEHSIET JBEHAJUATUCTYNCHHYIO KAy,
KJIaCTepbl, MUKPOTIOTU()OHUIO B CBEPXMHO-
rOroJIOCUHU, MUKPOXPOMATHKY, aJIeaTOPUKY.
bapounbsie pedpensl pazpymarorcs, mpe-
Bpamatorcsi B 0e31eiiCTBeHHbIE COHOpPHBIE
MATHA.

VYKpeIiser CTpyKTypy HpOU3BEICHUN
A. Iautke pedpeHHO-PUTYPHETBHBIN
npuHIun. Bo3BparieHne «00IbIux» 1 «Ma-
JBIX» PUTYpPHENEH pacmpeiesieHO MO BCeM
yacTsaM 1uKJIa. OTKphIBAIOLIEe COYMHEHHUS
koHneprupoBanue (Konueptst Ne 3—5) Benér
B KOHEYHOM UTOTE K co3eplanuto, B Konuep-
Tax Ne 1 1 Ne 2 okavimiisieTCd MeOUTALIAEH.
bnarogaps measieHHOMY 3aBEpILIEHHIO, KOTO-
po€e He UCnonb30Banock B koHueprax X VIII
BEKa, HE00APOYHOE KOHIIEPTUPOBAHUE UHTE-
TpUpyercs B MEIUTATUBHO-(QUIOCOPCKYIO
CUM(POHUYECKYIO KOHICTIIUI0 KOHMIUKT-
HOTO IUTaHa, BBICTYMAsl KakK MPOJIOJDKCHHE
BEJIMKOW TYMaHUCTHYECKOW Tpaaunuu Oa-
POKKO.

3aknoyeHue

Wrak, oOpailieHne pOCCUHCKHUX aBTO-
POB K XaHPY concerto grosso SIBISETCS He
TOJILKO CIIOCOOOM OCBOEHHUS MMH JKaHpa,
BHEAPEHHOTO B MPAKTUKY TEPBOA TOJO-
BUHBl XX BeKa BBIJAIOLUIMMUCS TBOPLAMHU
M. Perepom, . CrpaBunckum, b. Maprtu-
Hy u J1ip. Co3aarenn He00apOUHbIX MOAEIeH
YTBEPAKAAIOT XyAOKECTBEHHYIO IIEHHOCTh
CTApUHHOTO KOHLEPTUPOBAHUS HPU BOILIO-

IICHUH aKTyaJIbHbIX UJIEH HAIIEr0 BpEMEHHU.
OyHKIIMOHUPOBAHUE CTAPUHHOTO KOHLIEPTa
OCYLIECTBJISETCS B HECKOJIBKUX Halpa.Jie-
HUSIX, KOTOpbIE TPASyHPYIOTCS MO CTENEHU
OOHOBJIEHUSI UCXOHBIX MPOTOTUIIOB B CUCTE-
M€ COBPEMEHHBIX BBIPA3UTEIIBHBIX CPEACTB
CJEAYIOIINM 00pa3oM:

1) Bocmpowu3BereHHE KaHOHA AapXeTH-
NAYECKON MOJeIH (MHCTPYMEHTAJIbHBIN
COCTaB, TPEXYACTHBIA ITMKJ, 0OO0OIIEHHBIE
dbopmynbl 0apOYHOTO TeMaTu3Ma, KOHIIEPT-
Hasi (opMa) JOMOJHSAETCA MPHUBICYCHUEM
YKAHPOB U CTHIIEH TOCTOAPOYHBIX UCTOPHYE-
ckux nepuonos (B. Exumosckuit, P. Illenpun
«My3bIKa AJIA...»);

2) pacmMpeHue 30Hbl MHOCTUJIEBBIX U
WHOXXaHPOBBIX BKitoueHuil (Concerti grossi
No 1-3 A. IlIHuTtke), KOTOpbIE OTTECHSIIOT
CcBOOOJTHO TPaKTOBAaHHBIA OapOYHBIN KaHOH,
npuuéM TOCIEIHUI CTAaHOBUTCA OJHUM M3
IUTAHOB KOH(DJIMKTHOM ApaMaTypruu B MHO-
TrOYaCTHOM LIMKIIE;

3) 6e3yCcOBHOE INIABEHCTBO COBPEMEHHBIX
KOMIIO3UIIMOHHBIX TEXHUK, KaHPOBO-CTH-
JEBBIX B3aMMOACHUCTBUMN, XapaKTEPHBIX
JUIs My3bIKM XX BEKa, IMOCTABJICHO HA KOH-
CTPYKTHBHYIO OCHOBY KOHIIEPTHON (POpMBI
— B@XHEHIIEr0 KOMITO3UIIMOHHOIO 3HaKa
smoxu Oapokko (Konmepr mmsi nByx opke-
ctpoB C. ['ybarimynuHom);

4) omocpe0BaHHOE BOIUIOIICHUE KOH-
HepTHOW (OpMBI, KOTOpas coveTaeTCs
C OTAEJbHBIMH 3HaKaMu OapOYHOTO CTH-
71 B BUJAE KOHIIEPTUPOBAHUS CTAPUHHBIX
MHCTPYMEHTOB (OpraHa M KJIaBECHHA), UC-
MOJIb30BaHUS  quUASI-UMIIPOBU3AIMOHHBIX
bakTypHO-PUTYpaIlMOHHBIX (OpPMYI, a TaK-
K€ aJUIIO3MM Ha TEMaTW4ECKUN Marepuall
U3 Tpou3BeAeHUN Oapokko (aHcaMOJIeBbIC

# Hanpumep, purypanuu no 3Bykam tpe3Byuust D dur B tutti 1 yactu Concerto grosso Ne 2 mogoOHbI

BpannenOyprckomy koHuepty Ne 5.
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npousBeneHuss O. fAnuenko, P. Illenpuna,
Concerti grossi Ne 1 u Ne 3 A. [lIauTtke).

B paccMOTpeHHBIX  NPOU3BEACHHIX
«mpeodiialaHie SBPUCTUUECKOTO MBIIILIE-
HUSI KOMIIO3UTOPOB HaJl KaHOHUYECKHUM),
CBSI3aHHOE «C TEHACHIMEH K MHOXECTBEH-
HOCTH HMCTHH, KOTOpas COCTaBWJIA OJHY W3
oco0eHHOCTeN MBIIIUIEHNS B X X BeKen?, 110-
POXKIAET MHOTOOCHOBHOCTH JApamMaTypruH.
ComnocraBiieHUE KOHTPACTHBIX »KAHPOB H
CTHUJICH OT GAPOKKO 0 COBPEMEHHOCTH YpaB-

HOBEIIMBAECT MHOTOYPOBHEBOE IPOSBICHUE
nonupedpeHHoro mnpuHiuna. bpeHHocTH
COBPEMEHHOTO OBITHS B «IMCIIO3UINH aHTa-
TOHUCTUYECKUX HaYa» TUCTapMOHUYHOCTHU
IIPOTUBOCTOUT «YCTONYMUBOCTb MUPO3IaHUA,
BBICIIAs JyXOBHOCTBH»®. Takum o0Opa3zom,
HE00apoUHbIEC concerti grossi OKa3bIBAIOTCS
CIIOCOOHBIMH BOIUIOTUThH XYHA0KECTBEHHYIO
KapTUHY MHpa, KOTOpas SBJIIETCS OTpa)Ke-
HUEM MHOTONOJISAPHON COLMOKYJIBTYPHOU
pEAIBHOCTH HAIIUX JHEN.
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Annomayua. CraTbsi TOCBSIIEHA KOMIUIEKCHOMY MCCJEIOBAHUIO MaJIOU3y4YEHHOMU
Ha CEroAHSIIHUI JeHb MNpoOJeMbl CTHIMCTHUECKUX ocoOeHHocTel KamepHolt cumdonun
COBPEMEHHOro amepukaHckoro kommnosutopa Jlx. K. Anamca. ABTOpoM paccMmarpuBaroTcs
nyTd (GopMHpOBaHHS >KaHpPa KaMepHOW CHM(OHUH, MPUBOIATCS MPHUMEPHI €r0 BOTUIOIICHUS
B TBOPYECTBE OTEUYECTBEHHBIX U 3apyOekKHBIX KOMIO3UTOPOB XX cTONETHUS. AHAIU3UPYETCS
cxonacTtBo U paznuune Kamepnoil cumponun Anamca ¢ Kamepnoit cumdonueit Ne 1 op. 9
A. IIénbepra: obOcyxmaercss cnenu(puKka WHCTPYMEHTOBKH W KOMITO3UIIMOHHON CTPYKTYPHI
1uKII0B. [I[porpaMMHOCTH COUMHEHUI KOMITIO3UTOPA MOJIY4HJIa B CTaThe OTAEIbHOE PACCMOTPEHUE:!
CPaBHHMBAIOTCS MOAXOIbl POMAHTUYECKOW SIOXH C MOATHUKOM 3ariaBUii B TBOpUECTBE Amamca.
OtpenbHOE BHUMaHUE aBTOpP CTAaTbM YyHENse€T TEMOPOBBIM M PUTMHUYECKUM OCOOEHHOCTSIM
counHEeHHs, (GopmMooOpazoBaHUIO. B omope Ha MUPOKHIA KPYr HCTOYHHUKOB DPACKPHIBACTCS
cnenuduka co3nanus KamepHoil cumpoHMH ¥ B3DIsABI AmamMca HA MUHHMAJIUCTCKUNA METO[
KOMIO3UIMU. YCTAaHABIMBAETCS BIMSHUE MHMHHMalIM3Ma Ha KOMIIO3UTOPCKUHI cTUib Ajamca.
Ha ocHoBe ananu3a Tpéx yacTtel 1iuki1a 000CHOBBIBAETCS MBICIIb O TOM, 4TO B KamepHoii cumdonun
Anamcy ynanochk coOmocTr OalaHC MEeXy TPAAUIMOHHBIMHA U HETPATUIIMOHHBIMH ITOIXO0IaMHU
K cUM(OHUYECKON MY3BIKE.

Knwouesvie cnosa: Jlxon Kymumx Anamc, Apnonba Il€nGepr, Kamepnas cumponus,
MUHUMAaJH3M, I0CTMUHUMAIIN3M

bnazooaprnocmu: Beipaxaro 6;1aroapHOCTb IOKTOPY UCKYCCTBOBeIeHUsI, Ipodeccopy TarbsiHe
Brnagumuposue Llaperpaickoii 3a HACTABHUYECTBO U MOJIEPAKKY.

Jlna yumuposanusn: Yypunosa E. A. O crunmuctuke Kameproit cumdponnn JIx. K. Anamca //
[Tpo6nembr My3bikanmbHON Hayku / Music Scholarship. 2024. Ne 2. C. 39-54.
https://doi.org/10.56620/2782-3598.2024.2.039-054
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xoH Kymumk Amamc (p. 1947) —  Ha TeXHHUKH, CBOMCTBCHHBIC MUHUMAIIU3MY ',
BbIatomIasicss Qurypa B Kpyrax ofHako, mo 3ameudanuto A. lllopHukoBoi,
COBPEMEHHOI0  aMepuKaHCKOro «J[KoH ApjgaMmcC, KIACCUK COBPEMEHHOMU
aKaJIEMUYECKOTO UCKycCTBA. Ero paHHMI KOM- ~ aMEpUKaHCKON MY3bIKH, KOMIIO3UTOP U JU-
MIO3UTOPCKUM CTUIIb BO MHOTOM OIUPAETCS  PUXKEpP, 3aBEPIIMII 3Py “‘paguKaIbHOrO”

' MUHMMAJIUCTCKHE YEPTHl OTYETIMBO MPOSBHIMCH B (OPTENMAHHON KOMIOZHIUH «DpPUTHHCKUE
Bpara» (1977) («ToHAIBHBIE IEHTPHD, MTyJIHCUPYIONINE PUTMBL, PETIETUTUBHOCTD, INKITNIECKHE CTPYKTYPHI
T I.).
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MuHUMaIH3Ma 1960 cepenunbl  70-x
rogo» [1, c¢. 28]. C 1979 roma HauuHa-
€Tcsl MEpPUOoi, KOTOPbIH MOXXHO Ha3BaTh
«mepuoioM mpod U OmubOOK», MOCKOJb-
Ky  KOMIIO3UTOP  JIOBOJBHO  OBICTPO
OTOHIEN OT MHUHUMAlM3Ma M YCTPEMUJICA
K ropaszio 06osiee myupoKoMy KPyTy My3bIKallb-
HO-BBIPa3UTENbHBIX CPENICTB, PEATM30BaHHBIX
B counHeHusX 1978-1984 rogos®. Ctpe-
MUTEJIbHYIO 3BOJIOIUIO CTUIIS MOXHO OBLIIO
Obl OOBACHHUTHL TEM, 4YTO AaMc, ¢ OIHOH
CTOPOHBI, MPUILIENT K MOHUMAHUIO OTPaHU-
YEHHOCTHU CPEACTB MUHUMAJIN3MA; C IPYTOn
— OH JI0OCTaTOYHO HEOXKHUJIAHHO 00pEN (hak-
TUYECKH HOBYIO MPOQeCCHrI0, CTaB Ha J0JITHE
rofibl OJJHUM M3 BEAYIIUX AUPUKEPOB MUPA
Y TEM CaMbIM BCTYIMB B O€CKOHEUHBIH 1ua-
JIOT ¢ MY3bIKaJIbHBIMU COYMHEHUSIMU CAMBbIX
Pa3HBIX CTUJICH U TEXHUK.

[TepexomHbli IEPHOJ B KOMIIO3UTOPCKOM
Kappepe Amamca oOo3Hadaer «KamepHas
cumpoHuI». B €€ My3BbIKaIbHOM SI3BIKE KOM-
ITIO3UTOP AKTUBHO HCIIOIB3YET XPOMATU3MBI
U JIUCCOHAHCHI, OMM(OHUIO TIIIACTOB B Op-
KECTPE M DHEPrUYHbIM PUTM. Bo3Hukaer
BOIIPOC: YTO CTOUT 32 CMEHOM CTHJISI, KAKOBa
JBUKYIIASL CUJIa OTUX MpeoOpazoBaHuii?

Apamc u LLIéH6epr:
o 3aMmbicne KamepHoi cuM$poHum

Anamc wm3HavyanbHO 3amyMbiBan  Ka-
MEPHYI0O CHUM(OHHUIO KaK HEKYI UIYTKY,
co00II1ast, 4TO B €r0 3aMbICE]l BXOJUJIO CO-
YUHEHUE JETCKON MbEeChl, COMIUIMPOBAHHE

2

rOJIOCOB JE€TEe W BBEJEHUE UX B JIEKTPOH-
HO-aKyCTHUYECKYI0 MY3BIKAJIbHYIO TKaHb’,
Ha peanuzanmro 3aMbIciia MOBIUSAI CIIy4aid.
Nzyuas naprutypy Kamephnoil cumdponumn
op. 9 IlIénbepra, KOMMO3UTOP YCIBIIIAT
3ByKH MyIbTGMIBMOB 1950-X r0o10B, KOTO-
pbI€ B 3TOT MOMEHT CMOTpEJI €r0 MaJeHbKUN
ceiH. [To MHeHUIO AnlaMca, «Tpaauius ame-
PUKAHCKOM MY3bIKH K MYJIbTGUIBMAM. ..
OJTHOBPEMEHHO 1IBETACTAas!, BUPTYO3HAas U 110~
mudornuHas». JJoHOCSIIUECs U3 cocenHe
KOMHATBI MEJIOJUHU O0JIaJjaii HaCTOMYHBO-
CTBIO U AaKTUBHOCTBIO, B HUX AJJaMC YJIIOBUJ
MHOTO obmiero c «wmy3bikoi IlIénOepra,
e¢ akpoOaTHUYHOCTHIO M B OOJNBIION Mepe
arpecCUBHOCTBIO» (UMT. mOo: [2, c¢. 17]).
BusyanbHas cocTaBistonias JUCHEEBCKUX
MYJIBT(GUIBMOB TOI'O BPEMEHHU, HECOMHEHHO,
TPaHCIHUPYET JUHAMUKY U TUIIEPAKTUBHOCTD
nepcoHaxkei’. My3blka COIyTCTBYEeT NpO-
UCXOJAIIEMY Ha 3KpaHe, YTO 3aKpENUIIOCh
CrielUalIbHBIM TepMUHOM Mickey Mousing
(«Mukku-Maycunry): «AHuMaIus Oblia
UJeaJbHO CUHXPOHU3UPOBAHA MO Kaapam
(koTOpble HHOTIA TOBTOPSJIUCH), YTOOBI
COOTBETCTBOBaTh MY3bIKE, WJIH, HA00OPOT,
B 3aBUCHMOCTH OT CEpUH U ITpeobiaiaronieit
B HEH JIOTMKHU MEPapXU4ECKOro pa3/ieieHus
MEeXIy n300pakeHueM u 3Bykom» [3, p. 7].
Tak, «akpoOaTUYHOCTHY» MYIBTHUIHLMOB
Disney u skcmpeccHsi paHHUX COYMHEHUU
[[Iénbepra cmemanuce, Mo cioBaM Agamca,
B «caylaTHOU meHTpudyre»’® u BOIIOTUIUCH
B ero Kamepnoii cumponum.

TaxoBbl, Hanpumep, Shaker Loops («Apoxamue netnu», 1978), Common Tones in Simple Time

(«OOBIYHBIE 3ByKH B TIPOCTOM pazMmepe», 1979), Harmonium («ducrapmonusy», 1980).

3 Adams J. Chamber Symphony. URL: https://www.earbox.com/chamber-symphony/ (accessed:

26.04.2024).
4 Ibid.

5 JlocTaTo4HO BCIIOMHHTH «BCeleHHYIO» Looney Tunes, Bkitodatotnyio The Road Runner Show («11loy
Hopoxnoro berynay), Ha mepcoHaxa kotoporo cceutaercs Amamc B 11 wactu Kamepnoii cumdonumn.
¢ Adams J. Harmonielehre. URL: https://www.earbox.com/harmonielehre/ (accessed: 26.04.2024).
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Hasgas cBo€ counnenne KamepHnoit cum-
dbonueil, Agamc BCTynuII B 3a04HBIHN [uanor
c A. llIén6eprom u ero Kamepnoii cumdo-
Huel op. 9 (1906). Agamc BHojHE OTHaBa
cebe B 3ToM 0oTu€T: «KamepHas cumdonus
MIOJIO3PUTENIEHO PE30HUPYET CO CBOEH Ipe-
mecTBeHHULel, KamepHoit cumbonuei
op. 9 lIén6epray» (1uT. mo: [2, c. 17]).

YeMm e CXOIHBI M Pa3JIMYHBI TU JIBA
npousBenenusi? [lpu ux cpaBHEHUHU cpaszy
3ameTuM, 4Tto op. 9 Ilénbepra — omHO-
yacTHOE COYHMHEHHE, a AjaMc Cco37aéT
TPEXYACTHBIN LIHAKI.

B Tabnune 1 mpencraBieHa CTpyKTypa
Kamepnoit cumdponun A. [Iéubepra, 060-
3HAYCHHAs UM CaMuM’.

Taénuua 1. A. Lénéepr. KamepHas cumpoHus op. 9.
OcHoBHble pasgenbl

Table 1. Arnold Schoenberg. Chamber Symphony
opus 9. The Main Sections

Pa3nen TakThl
[ yacTp 1-27
Ckepuo 28-60
Pa3pabotka 60-77
MennenHnast yacThb 77-90
duHan 90-120

B cumdonun Anamca Bce yacTu 4ETKO
pa3rpaHUYEHbl, KOHTPACTHBI 10 OTHOLIEHHIO
IpYyr K JIpYyry, UMEIOT CBOM MOJ3arOJOBKH.
ABTOp Ja€T YacTsM NOPUYYIJIMBBIE MPO-

rpaMMHble  Ha3zBaHus:  Mongrel  Airs
(«becriopomubie apuny»), Aria with Walking
Bass («Apus c 1mararomuMm  6acomy),
Roadrunner («Jlopoxusiii Oeryn»®). Ha-
JMYUE 3arojOBKOB 3aCTaBJIs€T BCIIOMHHUTH
0 TPOrpaMMHOM CHM(OHH3ME POMaHTHYE-
ckoro nepuoaa («Jlanre-cumbonus» Jlucra,
ero xe «®Paycr-cuMponusy, «PerHCKasD»
cumponuss P. lllymana u 1. 1.). OnmHako
MporpaMMHOCTh JIucTta HOCHUT 0Opa3HbIi
XapakTep: «...KOMIO3UTOP B HECKOJbKHUX
CTPOKAaX HaME4aeT JyXOBHBIA 3CKHU3 CBOE-
IO MPOU3BEACHUS U, HE BIIaJasi B MEJIOYHbIE
NOAPOOHOCTH U JIETaJIH, BHICKA3bIBAET UJICHO,
MOCIYKUBIIYIO €My OCHOBOWM [JII JTOMU
Komro3uim»’. B mporpamMuocTH Anam-
ca MPUBJEKAIOT BHUMAHUE €T0 «SI3bIKOBBIC
urpe» [2], KOTOpbIE CTAaHOBSTCS OCHOBOM
OPUHLIMNA Ui TOCTPOEHUS KOMIO3UIUU.
Tak, Hanpumep, B «becnopomHou apumn»
BBISIBIIIETCS. HEKOTOpasi HpOHUs: «becro-
poaHas» 3HAYUT HEOIpeneauMas B IUIaHe
T€HEe3HMCca, 4YTO MOYKHO HHTEPIPETUPOBATH
KaK HeXejaHue AJlaMca OpUEHTHPOBATHCA
Ha OOIIEU3BECTHBIE KAHPOBbIE O0O0pa3lIbl.
«becnopoHOCTE» TakkKe MOXKET TPaKTO-
BaTbCsl KaK MPUHAUIEKHOCTh K «TPEThEMY
wiacty»'’ (tepmun B. [Ixx. KoHeH) B My3bike
C ONpeAcIEHHOM ACTPaaHON (TIOMYIISIPHOMN)
HaIPaBJIEHHOCTBIO.

MHCTPYMEHTOBKA U OPKECTPOBKA

CpaBHUM uUHCMPYMEHMATbHBIUL COCMAG
Kamepnbix cumdponniit Anamca u [lIénbepra
(cm. Tabmuiy 2).

7 Bryant J. R. The Development of Schoenberg’s Twelve-tone Technique from Opus Nine to Opus
Twenty-Six: Master of Music Thesis. North Texas State University, 1968. P. 16.

8

Roadrunner — xammudopHuiickas 3eMisHas KyKymika, TepcoHax MynbTdmipbMoB JucHes. [Ituia

OBICTpO Oeraet (crmocoOHa pa3BUBATh CKOPOCTH 10 42 KM/4), TIPH 3TOM KPBUTbSI — KOPOTKHE U CIIa0bIe.

9

cratpu. M.: My3rus, 1959. C. 68.

CrnoBa ®. Jlucra x XKopx Cann B «Ilucemax GakamaBpa My3siki». Llut. mo: Jluct @. M36pannabie

10 Konen B. JIxx. Tpernit mact. HoBble MaccoBbIe skaHphl B My3bike XX Beka. M.: My3bika, 1994. 160 c.
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Taénuua 2. Coctas opkectpa B KamepHbix cumdponusx A. Lénéepra v [ix. K. Agamca
Table 2. The Ensembles of Arnold Schoenberg's and John Coolidge Adams’' Chamber Symphonies

Kamepnas cumponns A. IlIéndepra

Kamepnas cumponns k. K. Anamca

Flute (Doubling Piccolo)

Flute (Doubling Piccolo)

Oboe

Oboe

English Horn

Clarinet in Es

Clarinet in Es (doubling Clarinets in B and A)

Clarinet in B

Bass Clarinet

Bass Clarinet in B (Doubling Clarinets in B)

Bassoon Bassoon
Contrabassoon (Doubling Bassoon)
2 Horns Horn in F
Trumpet in C (With both metal and fiber mutes)
Trombon (With both metal and fiber mutes)
2 Violins Violin
Viola Viola
Cello Cello
Bass Bass
Synthesizer (Yamaxa SY77 or SY99)
Percussion (Trap Set)
Kak BumHo w3 Tabmuiel, Apamc, TeMOpPOBBIX PENICHHH BO BCEX TPEX HACTAX
B omnuue ot llIénbepra, He ynBauBaer uH- KamepHoii cumponun Anamca. Yxe B nep-
CTPYMEHTAJIbHBIM COCTaB — KAXKAbIM M3  BOM YaCTU KOMIIO3UTOP MCIIOJB3YET OKOJIO

NSTHAAUATA  MHCTPYMEHTOB MPEICTAaBICH
B eiuHCTBeHHOM unciie!'!. Takum oOpa3om, oH
NPUMEHSIET COCTaB, KOTOPBI CETOIHS IMpPH-
HSTO MMEHOBATh «aHcaMOlleM My3bIKH XX
Beka»'2. Kpome Toro, AjiaMc BBOIUT yIAapHbIC
HHCTPYMEHTBI, TPYOy M TPOMOOH, a TaKKe,
CO3BYYHO CBOEMY BPEMEHH, — CHHTE3aTop.
C TOUYKH 3pEHUS] OpPKeCMpOGKU TIPH-
MeJaTeabHO OOraTcTBO W pasHooOpasue

70 «TeMOpOBBIX Kpacok», CO37aBaeMbIX
IIPH ITOMOIIY YHUKAJIbHBIX HHCTPYMEHTAJIb-
HBIX KOMOMHaUUi. B cpaBHeHUHU ¢ IpyrumMu
YacTAMHU 37eCb MOXXHO Haubonee 4YETKO
IPOCIEANTh UCIIOJIIB30BAHUE TEXHHUKHU <«JIa-
CTOYKMH XBOCT»'}: HHCTPYMEHTAJIbHBIC
JIMHUM B OPKECTPE, OTJAHHBIE Pa3HbIM IPYII-
naM HMHCTPYMEHTOB, HAaCJIauBAaIOTCS JPYT
Ha JIpyra, a rpaHuibl ¢pa3 HE COBIATAIOT

! JTaHHBIA OPUHIAI («BCEX HHCTPYMEHTOB — I10 OJIHOMY» ) CTaJI OCHOBOIIOJIATAIOIIMM IIPH OPTaHU3aIMH
B 1990 romy xommosutopom lO. KacmapoBeimM mpu ywactunm O. JleHncoBa MOCKOBCKOTO aHCamOmIs

COBPEMEHHON MY3bIKH.

12 Cwm., Hampumep, coctaB OpuTaHckoro kamepuoro ancam6is THE FIRES OF LONDON, koTopblit

nepBoHadanbHO HasbiBaucss PIERROT PLAYERS.

B JI. YopOepToH ompeiesui TaHHYIO TEXHHMKY clemyrommm oOpasoM: «IlnaBHBIH nepexom Mexmy
HpOIecCaMy MOXKET OBITh OCYIIECTBIEH MyTEM COBMEIIECHHS KOHIIOBKHM OJHOTO C HA4aJOM CIICTYIOLIETO».
Cwm.: Warburton D. A Working Terminology for Minimal Music // Intégral. 1988. No. 2. P. 156.
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BO BpeMeHHM. AnaMc muuieT: «JTo camas
TJI0THAs MOJIUGOHMS, KOTOPYIO 51 KOTJa-JIn-
00 mucal, U UCTIONHATH ATy MbEeCy KpaitHe
PUCKOBAHHO HE CTOJIbKO HM3-3a WHIUBUIY-
albHBIX CIIOKHBIX MAapTUH, CKOJIBKO H3-3a
CJIO)KHOCTH JIOCTHIKEHUS aKyCTUYECKOro Oa-
JaHca cpeu OECKOHEUHO KOHKYPHUPYIOIIMX
BHYTPEHHUX Toj0coBy» [4, p. 171].

B gocraroyHo  HENpPOAOIKUTEIHLHOM
(okonmo 23 MUHYT) 1O BpPEMEHHU 3Byda-
HUSL COYMHEHHHM HKCIPECCUBHBIN KOIOPUT
JOCTUTAETCsl YEPEAOBAHUEM MOMEHTOB 3MO-
LMOHAJIBHOTO HAIPSDKEHHWsI W claja Ipu
TIOMOIIM BapbUPOBaHUS IJIOTHOCTH (aKTyphl:
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o0paTrM BHUMaHHE, YTO HAMOOJbINAs TUIOT-
HOCTh JIOCTUTAETCS K KOHILYy INEPBOW YaCTH
(3aKITIOUUTENBHBINA pa3zien, TakThl 225-248),
TeHepaIbHbIE May3bl ITOJTHOCTHIO OTCYTCTBYIOT,
MOMEHTBI «Pa3psIIKN» HEMPOJOKUTEIHHBI.
OnHOBpeMEHHOE 3By4aHHE BKJIIOYACT JI0
ISITH HHCTPYMEHTAIBHBIX TOJIOCOB.

Uccnenosarenem JIx. Koxyrom Obuia
COCTaBJIcHA WHCTPYMCHTAJbHAs IIBETOBAs
Iauarpamma mepBoi gactu't (wi. 1), B KoTo-
pOii LIBETOBBIM CHEKTPOM (OT MAaCTEIIbHBIX
OTTEHKOB JI0 HACBIIIEHHBIX) MTOKa3aHO MPO-
BE/ICHUE PAa3HOTO MY3BIKaJIbHOTO MaTepuasa
B pa3JIMyHBIX IPyIax opkecTpa'.

= _ =

Mn. 1. LigeTOBOS AMArpPOMMA MHCTPYMEHTOBKM NepBoi uacTu KamepHoi cumdonmm Ix. K. Anamca
Il.1. Color Diagram of Instrumentation of the First Movement of John Coolidge Adams' Chamber Symphony

14 KohutJ. An Examination of the Formal Structure and Compositional Methods in John Adams’ Chamber
Symphony: PhD thesis. George Mason University Fairfax, 2016. P. 49.

15 JIuHWK, UCIIOTHSIONINE ONMHAKOBEIN MaTepral, KoXyT BBIIENIET €IUHBIM IBETOM. HachIeHHOCTh
«LBETOBBIX IISITEH» 3aBUCUT HE CTOJIBKO OT AMHAMMKH, CKOJIBKO OT IUIOTHOCTH.
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Kak MOXHO BHIETh W3 JAMArpamMMBbL,
K KoHILy Mongrel Airs yBeI1UuuBaeTCsl KOJIH-
YECTBO MPOIOJIKAIOLIUXCSA CIIOEB, B KOTOPBIX
MHCTPYMEHTBHl ~ MCHOJHSIOT  OJUHAKOBBIN
Mmarepuai. /JluHamuueckoe KpemeHao, npo-
HU3bIBAIOIIEE BCIO YacTh, TAKUM 00pa3oMm,
MOJJIEPKUBAETCA OPKECTPOBBIM  (TEMOpO-
BBIM ) KPELLIEH 10, U3MEPSIEMBIM KOJINYECTBOM
MHCTPYMEHTOB U TUIOTHOCTBIO (DaKTYPBHI.

Jnarpamma B TO K€ BpeMsl MOKa3bIBAET
HEKUH MOMEHT CIOHTAHHOCTH: KOMIIO3U-
TOpP CJIOBHO CTPEMMTCSI ITOCTOSSHHO MEHSTH
MHCTPYMEHTAJbHBI COCTaB B TEYEHUE
npousBeneHus. Takasg  «CIIOHTaHHas»
KOMOMHATOpHKa OTpa)kaeT CBOOOIY MY3bl-
KaJIbHOTO BBICKA3bIBAHMSI.

dopmMoo6pazoBaHme

CxeMaTH4HO pas3fenbl TEpPBOM YacTh
Mongrel Airs MO>XHO OYEPTUTH CIEAYIOIIUM
obOpazom (cM. Tabmuiry 3).

ImaBHBIM  (pakTOpOM  OmNpeAesieHUs
TPaHUIl MEXIy pas3fellaMUd SBISIETCS U3-
MeHeHue UHCMPYMEHMANbHO20 COCMAasd
— Ha4aJIo COJIMPYIOUIEH MapTuu, KOHTpacT-
HOE M3MEHEHHE MY3bIKaJIbHOTO MaTepuara,
BKJItOYas (pakTypy U MHTOHALMOHHYIO CO-
craBisiomy. @opma oTAaNEHHO

HEOTIMYUMO, YETKUX TPaHMI] B MY3bIKE HE
BO3HUKAET; B 3TOM CIIy4Yae yMECTHO TOBOPUTh
0 CEKIIMOHHOI (opme THIa pa3BEPTHIBAHUS,
B KOTOPOM Marepuaj OJHON CEKIUU «LEILIs-
eTcs» 3a Marepual Jpyroi, oOpasysi HOBOE
coueTaHue.

Camblii nepBbI 3BYK B 4acTH — yAap
B KOPOBUI KOJIOKOJBUUK (cowbell), mpemiie-
CTBYIOIIMI, BEPOSITHO, HAaMOoOJee pPE3KOMY
JMCCOHAHCY U3 HAIMCAaHHBIX AZIaMCOM J10
MoMeHTa co3nanus KamepHoit cumponum.
KopoBuit konmokonbuuk (mepKyccusi) Mof-
JIEP>KUBAET IMTOCTOSIHHBIM POBHBIM PUTM Ha
npoTsbkeHuH pazzaena A. Temmn OBICTpBIN:
. =120-124.

TemaTnueckuili Marepuan MEepBOro pas-
Jiena Bapbupyercs A1aMcoM rapMOHUYECKH
U KOoHTpanyHkTudecku. K npumepy, MOTHB
B COJIMpYIOLIEH napTuu KiapHera (Takt 16)
B JlaJbHENIIeM pa3palaTbiBaeTcs TPYIION
JyXOBBIX MHCTPYMEHTOB (TakT 82). Xapak-
TEPHBIMU YE€pPTaMU 3TOTO MOTHBA SIBISIOTCS
JIB€ HOTBI legato, IecTHaauaras staccato
U CKa4OK C HUCXOMAIIUM JIBUXKECHUEM legato
(mpumep Ne 1). B pazpaboTke coxpaHSrOTCs
AJIEMEHTHI 3TOTO MOTHBa (Tpumep Ne 2).

Mpumep N2 1 Ix. K. Apamc. KamepHas cuMoHus.
HaIIOMUHAET COHATHYIO OJ1aroaaps | uacTs, 7. 17-19
HAIMIUIO SIPKUX  OTIMHAOIINXCI gy qmple No, | John Coolidge Adams. Chamber Symphony.
MOTHUBOB 4acTeil A u B u ux «pas- Ist Movement, mm. 17-19
pabotke» W TpaHchopmanuu B ‘
MOCJIEAYIOIMUX pa3aesax. VO):[Ha- Solo _(coarse) — — .
MEXIy pasfeaaMd TPaKTHUeCKH v !
Taénuua 3. Ox. K. Agamc. KamepHas cumponus. Popma | yactu
Table 3. John Coolidge Adams. Chamber Symphony. The Form of the 1st Movement
3aKIrOUNTENb- Nurep- 3aKIIOUUTEINb-
A B Pazpaborka, | Pa3paborka N N
1 2| HBIA pa3nen JTroaus HBIN pa3nen
TaKThbI TaKThI TaKThI TaKThbI TaKThbI
149 | 49-82 | §2-110 | 110-158 | TOKTRIIOTIEZI gy 5y | TaKTer 2237248
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Mpumep N2 2 Ix. K. Agamc. Kamepras cumdonus. | yacts, 7. 82-85
Example No. 2 John Coolidge Adams. Chamber Symphony. 1st Movement, mm. 82-85
_p to Fl.
Pice. ,3,1\ = . — -
D)
A . be > g > . b . & . /E_F -
Ob. (s S s e s et L g
J m:f - — ] E= —
fpeeaif t e ppate FIEEEEEbbans |,y o0, o
ClinE» [FAtotof-oed—1 o = s B — e A—— S —
‘)V i 1 =I i LJI v i I I — [
) _ 43 s Hge 2 . a./g P >
Cl.in Bs |6 e e e s
o —5 Z =% =t ="
mf
Btopas uyacth, mnOAOOHO 3aKOHaM bnaromaps «lIararoemy Oacy»'¢

KJIACCHUECKOTO TPEXYACTHOTO KOHIIEPTA,
MeUIeHHas: J = 62. DopMy BTOPOI 4acTH
«Apum» MOXHO MPEICTABUTH CIIETYIOLIUM
obOpazoM (cM. Tabnuiry 4).

dopMa 3ToM YacTu NMOAHAETCS JICJICHUIO,
IIaBHBIM  0Opa3zoM, Omaromapss HeOOIb-
UM II€3ypaM B MOMEHTAaX, KOIJla OCTagTcs
muib 6acoBas JMHUA B opkectpe. Cekuuu
A, A, A, A, 00berMHAET B NEPBYIO OYe-
pear OOIMMI WHTOHAIMOHHBIN MaTepuai
U UHCTpYMEHTaldbHOE pemeHue. Kpo-
M€ TOro, KaxxJaas CeKUUs HaYUHAeTCs
COJIMPYIONIEH MAapTUEH: B 4aCTAX «A» COIIO
MPOXOJIUT y TPOMOOHA. YCIOBHO oOIpere-
muM GHOopMy KaK CEKIIMOHHYIO, C OTChLUTKAMU
K MHOTOYaCTHOM C PEempHU3HBIM 3aMbIKaHH-
€M, a TaK)Ke BapuallMoOHHOHU (hopMme.

«Apusi» pe3oHUpPyeT C 00pa3laMH 3MOXU
06apokko. Menoaus u 6acoBasi mapTus 3/1€Ch
— TIOYTH DPABHOILICHHBIE MO 3HAYUMOCTHU
KOMITOHEHTBI. Hagaio yactu copep KUt Hau-
Oosnee BaXHBIM MY3BIKAJIbHBI MaTepual,
CBSI3BIBAIOIINN MEXIYy COOOW OCTalIbHBIE
aneMeHThl « Apumn» (mpumep Ne 3).
[lepBBIMH BCTYMAIOT TPU CaMbIX HU3KHX
roinoca — Qarotr, TpoMOOH u KOHTpabac.
Conupyromuii TPOMOOH OMUpaeTCs Ha raM-
MOOOpa3Hyl0 MEJOJAUI0, KOTOpas 3aTeM
MPOOJKAETCS B MApTUH TPYOHI (¢ TakTa 9),
ro6os (c Takra 18), dheiThl MUKKOIIO (C TakK-
Ta 33), 10 HEMPEPHIBHBIN MOTOK BOCHMBIX
HOT, 3ByYall[iX CHayajaa B YHHUCOH y (arora
U KOHTpabaca, 3aTeM y BUOJIOHYENIN U KOH-
Tpabaca, 3aTeM B mapTUu KoHTpadaca u T. 1.

Taénuua 4. Ox. K. Agamc. KamepHas cumponus. opma Il vactu
Table 4. John Coolidge Adams. Chamber Symphony. The Form of the 2nd Movement

A B C A, A, A,
TaKThbI TaKThI TaKThbI TaKThbI TaKThI TaKThbI
1-32 33-54 55-79 80113 114-146 147-175

16 Bapuantsl nepeBoga Walking bass: «0mysxaaromuii 6acy, «mararoumii 6acy.
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Monmep N2 3 Ix. K. Anamc. KamepHast cumonums. Il vacts, 7. 1-5
Example No. 3 John Coolidge Adams. Chamber Symphony. 2nd Movement, mm. 1-5
=62
Bassoon PP PP bt Tt o Tmssumes T T THE e I T T 1 5 & 55
LMIIJ"'..."'I\“.::' = -'.10:‘..‘11. L Ed 1 T T 1 1
Sol — § /”—’Aﬁ,—
- /——\.i.m: - e e 2 £
I'rombone ‘)2 !: i = !/ = /,13 t 7 !g/ 1 77— 1
mp —mf ———-mp
Contrabass 9%‘)7:7, .:'—::'—'—' )37' 5= '_'C—,)¢—}3‘~»Jvo—,3;_—'»—'»} 7—7? T—{Z '7”7 '777,—0—31—)0—]

mp sim

HUmuTanoHHONM TEXHHUKOM DTO SBJICHHE
Ha3BaTh HEJb3s 10 MPUYMHE OTCYTCTBUS 00-
HIel y3HaBaeMOU MeJIOIu4ecKoil (opMyIbl.
NmuTanimoHHOCTh 3/1€Ch OTYACTH IIPOSB-
nsieTcs B (GaKTypHOM IUTaHE, pUTMUYECKOM
u nuHamudeckoM. «Ilararoruii 6ac» Taxxke
HaroMUHaeT o pka3oBod mysbike. (K cro-
By, kak otmeyaet T. [laperpanckas, «Anamc
— KOMIIO3UTOP aKaJeMHUYECKOrO Harpas-
JICHUsl, CEPBE3HON MY3bIKH, IPOHHU3aHHOM,
OJTHAKO, BJIMSHUEM MOI-KYJIbTYpbl, Ka3a,
poka» [5, c. 71]). /IBe ueHTpaibHbIE CTPYK-
TypsI (Menonus u 6ac) odpamiieHsl OoraToit
M300peTaTeIbHON OPKECTPOBKOM.

B oTHOIEHNN OPKECTPOBKHU BTOPAsk YaCTh
KamepHoii cumdoHnm mpoie OKpyk aro-
mUx €€ paslielioB, 3/1€Ch MEHbIIIEC BapUalvil
WHCTPYMEHTAJbHBIX  KOMOWHALUW, TpHU
TOM MAacTEPCKOE COYETAaHHE KOHTPACTHBIX
(bakTyp crocoOCTByeT HENIPEPHIBHOCTH Pa3-
BUTHS MY3bIKaJIbHOM MBICIIH. bananc mexay
pasnenamu  (OpPMBI CKOpEe HAIlOMHUHAET
0 KJIACCUYECKUX COYMHEHUSX, HEXKETU O MY-
3bIKE KOHIIAa X X BEKA.

Tpetbst yactb Roadrunner («J1opoxxHbIi
Oeryn») Haubonee moxswxkHas ( 152)
U DHepruyHas BO Bced maprurype. Kak u
B IIEPBOM YacTH, 37ieCh HaOIOaeTcs mpak-
TUYECKH TOCTOSHHOE  B3aUMOJICHCTBUE
OpPKECTPOBOTO aHCAMOJTsL.

YacTp BKIIOYAET B ce0sl ceMb pa3/eioB
(cm. Tabmuiy ).

dopMa TPETHEN YACTU TAKKE CEKLIMOHHAS;
MOTHBHAsi OOIIHOCTh U UHCTPYMEHTAJIbHOE
UCIIOJTHEHUE  pa3rpaHUYMBAIOT  pasje-
nel.  IIpocnexxuBaroTcs TNpPU3HAKH POHJO
¢ smm3onoM B TpéxwyactHout (opme (C —
C, — ). Komopur wyactu ompenesnsercs
MOCTOSSHHBIMH ~ TEMOPOBBIMH  CJIBUTaMH.
Bo Bropoii monoBuHe pasznena A GacoBas
JUHUS TIOAJCPKUBAET TPHUOJIBHBIA PUTM,
YCTaHOBJICHHBIN CUHTE3aTOpoM. B pasaene B
MeJIoInYecKasi JUHUSA TPYObl YIUTHHSETCS
MOCPEJICTBOM YKPYIHEHUS JTUTEIbHOCTEN
U WU3MEHEHHII PUTMHUYECKOTO PpPUCYHKA,
a 6acoBas naptusi MensieT peructp. Pazgen C
HauOosee MpUMeYareJeH C TOYKH 3PEHUS
MeTpuyecKkor opranuzanuu. Kommo3utop

Taénuua 5. Ix. K. Agamc. KamepHas cumdponus. Popma lll yactu
Table 5. John Coolidge Adams. Chamber Symphony. The Form of the 3rd Movement

A B A C C, C A
TaKThbI TaKThI TAaKThbI TaKThI TaKThbI TaKThI TaKThI
1-60 60-82 82-105 | 106-132 | 132-160 | 160-182 | 182-215
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npearnosiaracT MeTp 6/8, OTIUYHBIN OT ycTa-
HosjeHHOTO (3/4). 1o 3ameuanuto Jx. Koxyra,
«...KaAK W B Hayaje, NOApa3yMeBaeMbIii
pasMmep 3¢eMepeH, a BBIMUCAHHBIA pas-
Mep UMEET JIOTHYECKHIA CMBICT B OOJIBIIIOM
o0béMe pasznena»'’. Tpuonu 3aMeHSIOTCS
[ICCTHAIIATHIMH JJTUTCILHOCTIMU B TaKTe
167 (mpumep Ne 4).

Mernoaus 4acTo MPOXOIUT KaK ObI MEXKITY
nonei. 3amaga AmaMmca, IOXO0XKE, COCTOsIa

B TOM, YTOOBI «yOpaTh» CUIIbHbIE U OTHOCH-
TEJIbHO CUJIbHBIE JOJIH.

Ctunuctuka

Ha cBoém odunmanpHOM caiiTe Amamc
ykazai, 9to Ha Kamepnyio cumdoHuto mo-
BIUSIN Takhe COYMHEHUs, Kak «OKTeT»
n «Ucropus Conpara» W. CrpaBusn-
ckoro, «CorBopenue wmwupa» J. Muiio
u Kammermusik 1. Xunagemura'®. OQnnaxo

0
Moumep N* 4 [x. K. Anamc. KamepHas cuMonms. lIl yacTs, L. 15
Example No. 4 John Coolidge Adams. Chamber Symphony. 3rd Movement, reh. 15
- I
B a— Ve | :1 L) A L» 2
R ({C== 1 i eeeih diessils s s s e
L e v w e w W w W e v v v
«an lll)r
0 ) Q2 = -
n .l' % - g * ® 0 « ® i; - g D D . = D
s s s s e s s s =
f ’
-~ Y -' Q9 — — - — " — . - Q - —
Cbs e e — L L — - S— > — —  s—
" =% s 3 3 0 % === = 2
N > - > > > e > - - ~
rf !
= = < s . . 13 3 . . . .
Synth 3 0 1 T i 3 r e ' 3
% === === 3 } % A —— = 2
s ~ s s s e > ~ ~ >
- 2 T T T T I e e e e — e ——
n D &0 & & omn 4 ¢ +—4—3—4—4——4—¢—+ e o T i i B i S S S A s T & T e s S el S e e s S e
Y A e e e Ce ey e Sy e e e e el ‘0 e eil ‘o' ‘e e’ le e e - -
- v v PR A |V AT | dA T v CA A I S =
Ct .): z s 2 3 — eh 3 . 3 8 $ + . i = 2 $ . 3 CH $ . J. o8
~ > > > > > - > > > >
r ’
s Begin gradual return to Tempo I  __ ____ _____________ @=189)_ _ ______________
S I
cinh (e ! T T e e e e e e = = =
H o—to—1o—teo—+eo—+ T o B Bt e o o e e e o e o e et o o e o B e e e
O by ¥ v ¥ v v o w @ @ P e e’ (ST S eSS (e Se e v v
mp
o) A + A A\
Bsn. |EF N—F Y % t o N P e ——— Y
o o i 3 — r A - o & 1 81 &
‘ - e > = > " he P
sf s = s sfz s
) A + N N
Chsn. |EE N—& —  — 5 o —— i e ———— 1 by
o o x .v. 'A 3 A} 'J
i sf of =z . z of e sf
2 ¢ sfz
oy % t —
Synth, PE—F—N—% e Z S e e N N
- - == = —¢ - == -
o S e > > > . he .
5 5 ofs sf ofs
Vin D = — o e e e e e e
T v W e STV (SRS e SRR el | e e e e v v g
oy % : —=
Ch: 7~ N—¢ Y % o —— - i e — — ¥ N
-1 -1 < 5 " A— - & Y -
L ¢ - 7: > > > P e P
sf sfs sfs sfz of

17 Kohut J. Op. cit. P. 59.

% Adams J. John Adams on the Chamber Symphony. URL: https://www.earbox.com/chamber-

symphony/ (accessed: 26.04.2024).
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3TH COYMHEHUS HE0OXOIUMO paccMaTpUBaTh
CKOpee Kak 00JIaCTh BJJOXHOBEHHsI, HEKEIH
KaK marepuan i UuTupoBaHusa. Bmpo-
YyeM, MPSAMYIO OTCBUIKY K TIEPBOM Bapualluu
n3 Bropoil yactu «Oxkrera» CTpaBHHCKOIO
MOXHO YBHUIETb BO BTOpol uactu «Ka-
MepHoOW cuMponum». OOpaiieHue Anamca
K «OkteTy» He cinyyaiiHo: . CTpaBUHCKUI
OTMe€uajl, YTO B €ro COYUHEHUH «OCHOBY
KOMITO3HMIIMM COCTABJISIET MPOLIECC U3MEHE-
HUS TUJIOTHOCTU M 00BbEMA 3Bydallleld Macchl

UHCTpyMeHTOB» '°. TOT jke mpuHIIUI 00HApY-
xuBaetcs B KamepHoii cumdonuu Anamca.

CXOICTBO B COYMHEHMSIX ApgamMca U
CrpaBUHCKOTO 00pa3yroT, MPEXIe BCETO,
dakTypHble 37MeMEeHTBl. OTMETUM MOTHBBI
C HHCXOMSIIUM TOCTYIEHHBIM JIBH)KEHU-
€M TPHUINATHBTOPBIMH JITUTEIHLHOCTSIMH:
B 000WX CIIy4asiX MOTHUBBI TIPOXOAT B Map-
THUSX IYXOBBIX HMHCTPYMEHTOB, COAEpKaT
cxoxue mrpuxu (legato — staccato) (npu-
Mepbl Ne 5, 6).

Mpumep N2 5 W. CrpasuHckuin. OKTET [t ByXOBbIX MHCTPYMEHTOB. |l yacTs, . 27 7. 1-2
Example No. 5 Igor Stravinsky. Octet for Wind Instruments. 2nd Movement, reh. 27, mm. 1-2
27 . Lo
e & ' P S
Fl % :
. : : : : i
ClinSib & ¥ £ L x L '
o
&= T e e e T des =reEs;
S es L s s s s £

Tr B
Win La g;? = ,‘ = G ,‘ =3 =3
Monvep N2 6 Ix. K. Apamc. Kamepras cumdonus. Il yacts, T. 90-91
Example No. 6 John Coolidge Adams. Chamber Symphony. 2nd Movement, mm. 90-91

Pice.

" 2
Aos . 1. e bebeie £ £ .
) —oa — : s
Ob. :@; ——— e —_
E 6 —_—
0
9
ClLinA. @
0
2
Bass Cl.in Bb %

)
Bsn. 1 |

Bsn. 2

19 Iut. mo: McTopus HCKycCTBa My3bIKaIbHOTO Tearpa. M30paHHble JeKiuu: yaeOHoe nocodue / cocr.

B. JI. MakoBkuna. ExarepunOypr: EI'TH, 2021. C. 24.
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My3blka KOMIIO3UTOpa, Kak MpaBuUio,
oTpeeseTCs UCCIIeI0BaTEIsIMUA KaK MUHH-
MaJUCTCKass WM IOCTMHHMMAINCTCKAs,
MpU 3TOM B HWHTEPBbIO AJamMC Ha3bIBaeT
ce0s1 KOMITO3UTOPOM «TIOCTCTHIIS [6, . 45].
Caoit monxon AnamMc 000CHOBBIBAET CIEMy-
0IKUM 00pazoM: «S mo0I0 MUHUMAIU3M,
HO YYBCTBYIO, YTO OH CJIMIIKOM MOHOTOH-
HBIH YMOIIMOHAJIBHO, U B MOEH COOCTBEHHOI
My3bIKE I XOTEJI CO3/1aTh S3bIK, CIOCO0-
HBIA K IOABIHKHOU AYMOIIMOHAILHON KU3HU
YYBCTB... U HAa NPOTSKEHUU MHOTUX JIET S
MBITAJICS Pa3BUBaTh OoJiee pa3sHOOOpa3HBIN
TapMOHUYCCKHUHN SI3BIK» (LIUT. TO: [TaM Xke]).
AnaMc MI€T MO MyTH OTXOJa OT MHHH-
Manu3ma, modtomy Kamepnas cumboHus
SMU30UYECKH COJEPIKUT JIMIIb OTACTbHBIC
MPU3HAKHU 3TOTO HAIpaBJICHUs (TIOBTOPECHUS,
MyJIbCAllMU, KOHTUHYAJIbHBI THUM H3JI0XKeE-
HUS MaTepuayia) W SIBIACTCS TEPEIOMHBIM
COUYMHEHHEM B 3BOJIIOLIMH KOMIIO3UTOPCKOTO
ctunst Anamca. ['oBopst 00 3TOM 3BONIOIIUY,
P. JI. Bypkxapar 3axmtouaet: «llo3nauit
cTuiIb Apamca mpeoOpasyeT CTPOTrHid MH-
HUMAJIU3M, COYETasi €ro ¢ TPaJAUIMOHHBIMU
3aMaJiHBIMHU KJIACCUUYECKUMH KOMITO3UITMOH-
HBIMH 3JIEMCHTaMHU, a TaK)Ke TOMYIISPHBIMH
aMepHKaHCKUMU uauomamm»?!. Takum 00-
pazoMm, KamepHast cum¢poHUS TIpeICTaBISIET
co00¥i HEeKUil MOBOPOTHBIK MOMEHT B TBOP-
YECTBE KOMITO3UTOPA.

Kaknm 006pa3oM «HOBBIN CTHIIBY AnamMca
BIHCHIBAETCS B KOMIIO3UTOPCKYIO 3BOJIIO-
nu? ITO yXKe HE MUHUMAJHU3M, a YTO-TO

MHOE, I7Ie MPUEMBI TEXHUKHM MUHUMAaIU3Ma
MMEIOT 3HAa4€HHE, HO HE SABIAIOTCA LEH-
TpasbHbiMU. Tak, k. Koxyr 3ameuaer:
«Kamepnast cumponms siBIISIETCS aHOMATHEH
B TBOpUECTBE Anamca, AgaMc — aHOMAaJIHS
B Cpelie KOMIIO3UTOPOB-MHHUMAIHCTOBY?,
JIeCTBUTENBHO, MHUHUMAIA3M PAHHETO
CTWI Ajamca HeE SBIETCA CaMOLEINIBIO
TBOPYECKOI0 MeTozna Kkommosuropa. Kax
MOKHO BUJETh B paccMaTpuBaeMoi cuMgo-
HUH, aBTOpP CBOOOTHO KOMOMHUPYET NPUEMBI
MUHUMAaJIU3Ma C APYTMMH TEXHUKAMHM, YTO
CBUJETENIBCTBYET O MOCTMHUHUMAJIUCTH-
YECKOW HAaNpaBICHHOCTH €ro TBOPYECTBA.
Ilo 3ameuanuro Ban JlyHnuHa, HMMEHHO
«TIOHSITUE MOCTMUHUMAIN3Ma B MY3bIKE U3-
HA4aJIbHO aCCOLMUPOBAIIOCH C TBOPYECTBOM
Jlxona Anamca U OBUIO NMPUMEHEHO st
OMMCAaHMS €ro 3KJIEKTUYHOTO CTHJISA, B KOTO-
POM aCKETMYHBI MUHUMAJIU3M CMEHSETCH,
no BeipaxkeHuto P. IlIBapua, “pomanTHue-
CKOM CTPAaCTHOCTBIO: “MO>KHO CITPABEIJIUBO
3aMETHUTbh, YTO B MY3bIKe AJlaMca MUHHUMAa-
JU3M CTAaHOBUTCS JIMIIb OJHUM W3 CTHJIEH
cpenu npounx”» [7, c. 23].

Anamc obpariaercs K popMaM, B KOTOPBIX
00HapyKUBAIOTCS MPU3HAKU TPAJIULIUOHHBIX
KOHCTPYKLIMM: COHATHOE aJUIETpO, POHIO
u Bapuanuu. CienoBaHue TpagulUsaM Kiiac-
CUYECKOH JITOXU BBISABISETCS YK€ B IIEPBOI
4acTH: pa3paboTKa My3bIKaJILHOTO MaTepua-
JIa BBICTPAMBAETCs KOMIIO3UTOPOM COOOpa3zHO
POMaHTHYECKOM TpaJuLiiu, OTChIIas K TBOP-
yecTBy WM. bpamca. [Ipu 3TOM IpouyHsIe CBA3H

20 Cm.: Kpom A. E. «Kmaccuueckast (hasay aMepHUKaHCKOTO MY3BIKATFHOTO MHHUMAJIN3MA: JTHC. ... I-pa
uckyccroBeacHms: 17.00.02. Caparos, 2011. 457 ¢.; Manynkura O. b. Ot AiiB3a 1o AnaMmca: amepuKaHCKas
My3bika XX Beka. CII6.: M3n-Bo MBana Jlumbaxa, 2010. 784 c.; Pellegrino C. A. Formalist Analysis
in the Context of Postmodern Aesthetics: The Music of John Adams as a Case Study: PhD thesis.
Yale University, 1999; Sanchez-Behar A. Counterpoint and Polyphony in Recent Instrumental Works
of John Adams: PhD thesis. Florida State University, 2007. 153 p.

2! Iur. mo: Kohut J. Op. cit. P. 7.
22 Tbid. P. 3.
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CO CTWJIMCTUKOM MHUHUMAalIN3Ma TakXke 3a-
MeTHbI. Haripumep, B Mongrel Airs B napTun
CKpHUIIKH (TakThl 4—18) mOBTOpEeHUs! 3BYKOB
e, es, d MPEeBBIIAIOT KOJTUYECTBO, JIOMYCTH-
MO€ BHE MUHHUMAJIUCTHUYECKOW KOMITO3UIIUU
(mpumep Ne 7).

Taxoke 371€ch MPUCYTCTBYET HEOOIBIIOE
XpoMaTU4Yeckoe BapbUpOBaHUE: 2 3BY-
Ka (e—es) — 3 3Byka (e—es—d) — 4 3Byka
(fis—e—es—d), ucnonmpzyemoe AmxamMcom, 4To-
OBl pacIIMPUTh MaTepHall MOTUBHOTO Spa.

Hpyroii mogoOHbIN npuMep OOHAPYKH-
Ba€TCsl B TPEThEH YaCTU B MAPTUU CKPUIIKH,
MEJIOJUsl KOTOPOW COCpEeAOTOYEHA BOKPYT
g C BEIYIIUM TOHOM fis. 371eCh TakKe IpH-
MEHSIETCSI NpUEM  MHUKPOBapPbUPOBAHUA.
Hcnonb3yemble KOMIIO3UTOPOM TOCIE10Ba-
TEJIbHOCTHU OTYACTH CXOKHU C MATTEPHOM, TaK
KaK OPUCYTCTBYET MEpPEepUTMU3ALINS, TPU

Mpumep N2 7

9TOM HW3MEHEHHUsl 3BYKOB HE3HAUYUTEIbHBI,
YTO yKa3bIBaeT Ha HAJIWYUE TOBTOPSIEMOUN
C MMHHUMAJbHBIMU HM3MEHEHUSIMU CTPYK-
Typel. BaxxHO OTMETHUTH, YTO HMEHHO
KpaTKuM TaTTepHaM OTAaBalId MPeIrnoyTe-
HHE aMEepUKAaHCKHE MUHHMAIHUCTHI. Takum
o0pa3oM, MHHUMAJIHCTCKOE HCIOIb30Ba-
HUE TTOBTOPEHUN B 3TOM IIPUMEPE BBIXOTUT
32 paMKd KIJIACCHUECKOW KOPPEKTHOCTH
(mpumep Ne 8).

MuUHUMaTUCTCKUE TEHICHIIMH PAaCKphI-
BAIOTCA B MEIKUX JETASX METOIHYECKUX
JMHUNA ¥ HAJIO)KEHUSIX TUIACTOB APYT HA JIpY-
ra, TMOCTOSHCTBE MOBTOPEHUH W E€IUHCTBE
PUTMUYECKOW MYNIbCAlMH, H3MEHEHHSX |
BapHUalUsAX BHYTPH IOBTOPSIOMIMXCS (H-
Typ, CHMMETPUU B 00JacTH HHTEPBAJIOB,
MENOANYECKUX JHMHUNH U TapMOHHYECKUX
pELICHUM.

Ix. K. Agame. Kamepras cumonus. | yacTs, 7. 90-94

Example No. 7 John Coolidge Adams. Chamber Symphony. 1st Movement, mm. 90-94

Vin.

Vla.

Vel.

Chbs.

Mpumep N° 8 Ix. K. Apamc. Kamephas cumdonus. lll vacrs, 1. 16-19
Example No. 8 John Coolidge Adams. Chamber Symphony. 3rd Movement, mm. 16-19
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XaHp KaMepHOM CUMPOHUU

Kanp xamepHoit cumdonun (HeM.
Kammersinfonia; wran. sinfonia da camera)
CTal OJHMM M3 HaubOosee 3HAYUMBIX My-
3bIKAJIBHBIX JKaHPOB XX BeKa, MPU ITOM
€r0 HCTOKH YXOISIT IIyOOKO B HCTOPHUIO
MY3bIKaJIbHOTO HCKycCTBa. [[is1 xamepHOM
cUM(GOHUM XapaKTepHbI COKPAIIEHHBIN CO-
CTaB OpPKECTPA, YMEHBILIECHHUE KOJIUYECTBA
yacTel (BIUIOTb JO OJHOYACTHBIX IIPO-
U3BENICHUI), YKOpPOYEHHAasl, B CpaBHEHUU
C KJaccu4eckod cuMpOHUEH, MPOIOIIKU-
TEIbHOCTh 3By4aHus. [Iprumepbl kaMepHBIX
cuM(pOHMI BCTpEYArOTCS B TBOPYECTBE
@. IlIpekepa (1916), M. Jlabpoku (1925),
X. Diucnepa (1940), x xaHpy KamepHOM
cuM(pOHUMN MPUOIMKAIOTCA Takue cuMmgo-
HUYECKHE MTPOU3BEACHMS, KaK JBYX4acTHas
Cumdonus s KiapHeTa, Oac-KJIapHeTa,
IIBYX BaJITOpH, ap(dbl U CTPyHHBIX op. 21
A. Bebepna (1928), lllecTs ManieHbKUX CUM-
¢donnii J{. Mutiio (1917-1923) u ap. Tax urto
A. [lIéu6epr, coznasmuii B 1906 rony cBoro
[TepByto kamepHyt0 cUM(OHUIO, IBUIICS PO-
JIOHA4YaJIbHUKOM 3TOT0 KaHpA.

bonpmioil Bkiax B pa3BUTHE KaMEpPHOU
cUM(GOHUHN BHECIU PYCCKHE KOMITO3UTOPHI
BO BTOpoM nojoBuHe XX Beka. Beigenstorcs
nse Kamepubie cumponun H. Kapernukosa
(1968, 1994), B KOTOPBIX KOMITO3UTOP OT/a-
€T mpeArnouTeHue A0AeKa(pOHHONW TEXHHKE
(manpumep, B Kamepnoii cumdponnn Ne 1
UCIIOJIb3YeTCsl MyaHTHINCTUYeCKas (hakry-
pa, B KOTOPOI1 sTueiku JoaekapOHHOM cepun
00pa3yroT CBOEro poja «TeMOpPOBBIE MEJO-

mun»). JIBe sipkue Kamepnbie cum@onHuu
Hanucanbl 3. JlenucoBbiM (1983, 1994).
B nepBoii U3 HUX MpUMeUYaTeIbHO BBEICHUE
HEXapaKTEPHOTO JJIs )KaHpa dJIEMEHTa KOH-
ueprupoBanusi. CoumHenue Confessiones
(«hcnoBenmn», 1979) H. Kopunopda Hocur
xaHpoBoe oOo3HaueHune «CumdboHus s
KaMEpPHOTO OPKECTpay.

Kamepnas cumdonus Anamca — 3TO
sBHas JaHb YBAXKEHUS OJHOUMEHHOMY
npousBenenuto [lléndepra. Opnako oT-
Homenue k [1IénbGepry y Amamca BechMa
HeoqHo3HauHOe. C OHOM CTOPOHBI, Anamc
MpU3HAET TPAJAUIIMK HOBOBEHIIA Ha YPOBHE
ACTETUYECKUX TMO3UIUN U TPAKTOBKU MHC-
cuu xynoxkHuka. C JApyroil CTOpPOHBI, OH
BBICTYIAa€T KakK ONMOHEHT B OTHOILIECHUU
TEXHUYECKUX KOMIIO3UIIMOHHBIX CPEJCTB,
TaK KaK OTKa3blBae€TCsi OT CEPUMHOCTHU
U oOpamaercs K TBOPYECTBY MAacTEpOB
«TOHAJILHOTOY CTOJIETHS, TaKnX Kak 1. Cuoe-
mayc, K. JleGrocen, I. Manep, A. bpykuaep?.
BaxxHo OTMETHTH U TO BIMSHHE, KOTOPOE
Mmy3bika J[K. AnaMca okaszasia Ha KOMIO3H-
TOPOB-COBPEMEHHUKOB, YAaCTU U3 KOTOPBIX,
kak ormedaeT A. Ky3Henos, AjgamMc moMmor
«HANIyNaTh HOBOE TBOPYECKOE HAIpaB-
JIEHUE, TAE KECTKOCTh CTHIISL CMSTYaeTcs
U My3blKa CTAHOBHUTCS JOCTYIMHOW A 6o-
Jiee MUPOKOTo Kpyra CiryIiaTenein.

MHorue w3 KOMIIO3HIIMOHHBIX HJICH,
npencraBieHHbIX B KamepHoit cumponumy,
BKJIOYasi OOpaiieHne K MUHUMAJIHCTCKON
TEXHUKE, B 3HAYUTEIHHON CTENIEHU SBIISIFOT-
Csl peaklivel Ha cepuain3M U U300pakeHue

2 AnaMc Takke OOBHHSET IBEHAIATHTOHOBBIM METO B MOTEPE AyIUTOPUH KIACCHYECKOW MY3BIKH:
«C yxomoM KOMIO3UTOPOB OT TOHAJIBHON TapMOHHUM M PETYISAPHOTO Myidhca OBUIO IMOTEPSTHO YTO-TO
Ype3BbIYaHO MoIliHOE. B ToM uncie Oblia notepsiHa ayqutopus». Lut. mo: Steinberg M. Nixon in China //
The John Adams Reader: Essential Writings on an American Composer. New Jersey: Amadeus Press, 2006.

P. 113.

2 KysnenoB A. I'. 13 ucropun aMepuKaHCKOW My3bIKU: KJIACCHKa, JUKa3: ydeOHoe nmocobue. U3n. 4-e,

crep. CII6.: [lnanera my3sbiku, 2021. C. 103.
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«KOMITO3HUTOpa Kak yqéHOFO». Crunesas A3bIKAa, Ha HAlI B3TTIA, TOBOPAT O ABUKCHUU
OBOJIIOIHUA M YCIIO)KHCHHUC MY3bIKAJIbHOI'O B CTOPOHY ITOCTMHUHUMAJIN3MA.
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Abstract. The author of the article disputes the established opinion according to which the
great tradition of 17th century Venetian opera lost its significance in the European musical theater
a century later. Emphasis is made of the vanguard role of opera in Venice in the first half of the 18th
century, which has been marked by a set of phenomena. They include: the birth of heroic opera,
the base of which was the Teatro San Govanni Crisostomo; the stake on virtuoso singers made
by the Teatro San Cassiano; the productions of comic intermezzi initiated by the Teatro Can
Cassiano; and the creation of the genre of opera buffa with the participation of the great Venetian
comic dramatist Carlo Goldoni. A number of reasons that stipulated the leading role of Venice
in the history of the development of opera is highlighted. They are connected with the emergence
of accessible music theaters, which became magnets for the general public and which provided
for a flourishing of the art of the theater; with the creation of a specific artistic milieu that exerted
an influence on the art of decoration. A considerable amount of contribution in the creation
of the fertile ground for the development of opera in Venice was made by the theatrical element,
which determined the ways of living of the city dwellers and the out-of-town visitors during
the period of the carnival, as well as the Venetian academies, the walls of which held unfolding
disputes about opera. The intensive development of Venetian opera in the 18th century was also
enhanced by the preparation of singers who mastered the new style of vocal performance.
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My3bIKAnbHbIA TEATP

Hayunas crates

BeHeuus un onepa B XVIIl Beke**

Hpuna IlerpoBua Cycuako"?

'Poccutickas akademusi my3viku umenu I necumwix,
2. Mockea, Poccutickas @edepayus,
i.susidko(@gnesin-academy.ru®, https://orcid.org/0000-0003-2343-7726
‘[ocyoapcmeennulil uHcmunym uckycemeosnanus, 2. Mocksa, Poccutickas ®edepayust

Annomayusn. ABTOp CTaTbu OCIAPUBAET YCTOSBILIEECS MHEHUE, CONIACHO KOTOPOMY
BEJIMKAas Tpaaulus BeHeluaHcKou onepbl XVII Beka yTparuia cBOE 3Ha4YEHHUE B €BPOIICHCKOM
MY3BIKAJIBHOM TeaTpe crojetue cuycrs. IloguépkuBaercs aBanrapaHas poib onepsl Benenuu
B nepsoii nojosuHe X VIII Beka, 0603HaueHHas psiioM saBieHU. K HUM OTHOCATCS: poKaeHue
repOMYECKOH OIepsl, IangapmMomM kotopoii crai teatp Can /xoBanHu Kpusoctomo; cTaBka Ha
IIEBLOB-BUPTY030B, caenaHHas TearpoM Can KacchsiHO; OCTaHOBKM KOMUYECKUX UHTEPMELLIO,
uHunuupoBaHHble TearpoM Can KacchsiHo; co3nanue xaHpa onepsl buffa ¢ yuacTuem BEIMKOTO
BeHenunaHckoro komeaunorpada Kapno lompnonu. Beinensercss psia npuyuH, o0yclIOBUBIIMX
BEIyLIy0 poiib BeHenuu B ucropuu pasButus onepsl. OHU CBA3BIBAIOTCSA C BO3SHUKHOBEHUEM
OOILIEJOCTYMHBIX MY3bIKaJIbHBIX TEaTpOB, CTAaBIIMX MArHUTOM [JIs IIUPOKOM MyOIUKHU
1 00€CTeUnBIINX PACIBET T€ATPaJIbHOIO J1eJIa; C CO3JaHUEM CIeU(PUIECKON Xyq0XKeCTBEHHON
Cpeabl, OKa3aBLUEH BJIMSHME Ha JEKOPAallMOHHOE HCKyccTBO. CBOH BKJIaJ B IOATOTOBKY
ILJIOAOPOAHON ITOYBBI IS Pa3BUTHUs ONEpbl B BeHEeLMU BHECIU TE€AaTPAIBbHOCTD, OIPEAEABIIas
o0pa3 JKM3HU TOpOXKaH U MPHUE3KUX B MEpUOJI KapHaBasa, a TaK)Ke BEHELIMaHCKUE aKaJeMuH,
B CT€HAaX KOTOPBIX pa3BOpavMBaAIUCh AUCITYThI 00 oniepe. THTEeHCUBHOMY pa3BUTHIO BEHELIUAHCKOTO
tearpa B XVIII Beke crmocoOGcTBOBajga M MOArOTOBKA MEBIIOB, OCBAMBABUIMX HOBBIM CTHUIIb
BOKAJIbHOTO UCIIOJTHUTENILCTBA.

Knioueesvie cnoea: BeHEIMAHCKasl ONIEPA, UTAJIbSIHCKAs oniepa B Poccum, HCKyCCTBO CETTEUEHTO,
oIepHbIe TUOPETTO, OOIIETOCTYIHBIN My3bIKaJIbHBIN T€ATP, KOMUUECKUE HHTEPMELILIO

Jna yumupoeanusn: Cycunxo U. I1. Beneuus u onepa B XVIII Beke // IIpoGnembl My3bIKalbHON
Hayku / Music Scholarship. 2024. Ne 2. C. 55-68. (Ha anr. s13.)
https://doi.org/10.56620/2782-3598.2024.2.055-068
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Introduction

It is well-known that Venetian opera
played the leading role in 17th century
European musical theater. For a long time,
the opinion according to which this great
tradition lost its significance a century later,
having conceded the position of the leader
to the Neapolitan opera, was considered to
be similarly conventional. This opinion,
which hearkened back to the works
of authoritative early 20th century scholars
— Hermann Kretschmar and Hermann
Abert, is presently in need of revision.
Research works of the latest decades, as well
as the sources that have become accessible,
have made us evaluate anew what happened
with the Venetian tradition during an era that
may legitimately be called the golden age
of Italian opera.

It is the main lines of such a reevaluation
is what there is an urge to trace in this article.
A small review published on March 15,
1729 in the newspaper Sankt-Peterburgskie
vedomosti [St. Petersburg News| may
be considered to be a point of departure
for this: “From Venice on February 19.
The musical singing production with the
title of The Recognized Semiramis, which
1s demonstrated at the San Crisostomo,
is confirmed by everybody. Praise is also
bestowed on the comedy Stregoneria
[Sorcery. — I. S.], which shall be performed
atthe San Samuele comic theater 16 evenings
later.” [1, p. 112] This article became one
of the very first reviews of the opera that
reached Russia. The preserved published
libretto makes it possible to establish
precisely, what kind of “singing play” was

being discussed. It was Nicolo Porpora’s
opera Semiramide Reconsciuta set to Pietro
Metastasio’s libretto.!

The theater enjoyed great success
primarily because of the phenomenal
assemblage of performers. The part
of the primo wuomo was performed
by the celebrated castrato Nicold Grimaldi
(1768-1845), one of Handel’s favorite
singers. He was already close to the end
ofhis career, but still astounded his audiences
with his outstanding dramatic mastery.
The part of the prima donna was sung by the
popular soprano singer Lucia Facchinelli,
who frequently performed together with
Grimaldi. But the chief singer in the cast,
of course, turned out to be Carlo Broschi,
the legendary Farinelli (1705-1782),
who at that time was at the prime of his
fame. The libretto also mentions the famous
artists-decorators Giuseppe and Domenico
Valeriani, who created the stage settings
for the performance. 13 years later, Giuseppe
Valeriani would become the court artist
of Russian Empress Elizaveta Petrovna
and would decorate a large quantity
of interiors in the Winter Palace. However,
not a word was mentioned about the singers,
the composer and the librettists, nor about
the decorators in the St. Petersburg article.
And still, this brief and unemotional review
presents in itself an interesting historical
document and provides the impulse
for a discussion of the essence of Venetian
opera and its specific features, about what
place in the history of musical theater
it assumed in the 18th century.

The anonymous St. Petersburg-based
correspondent mentioned two Venetian

' See: Sartori C. [ libretti italiani a stampa dalle origini al 1800. Catalogo analitico con 16 indici. 6 vol.

Cuneo, 1990-1994. Vol. 5. P. 180.
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theaters — San Giovanni Crisostomo
and San Samuele. Both of them belonged
to the distinguished Venetian Grimani
family.? The first, Teatro San Giovanni
Crisostomo, beginning with 1678, the year
it was opened, and up to the middle
of the 18th century, was the largest
and most splendid theater in Venice.
The magnificent building, which was
described with enthusiasm by the French
newspaper Mercure Galant (Galant
Mercury) in 1683, possessed five tiers,
on which 184 loges were situated,
and a enormous stage (almost 26 meters
deep and about 19.3 meters wide).?
The second, Teatro San Samucle,
was opened almost a quarter of a century
prior to that, in 1655. Unlike the Teatro San
Giovani Crisostomo, here in the 18th century
operas and dramatic comedies were staged,
one of which — Stregoneria (Sorcery) —
was mentioned in the St. Petersburg review.

Two out of the five Venetian theaters that
in 1729 presented theatrical performances
were mentioned, — a fact meriting attention.
No other European city at that time possessed
such a great quantity of theaters. Just
as it was before, in the 17th century,
the city on the Lagoon remained the primary
recipient of opera productions. In the 1720s
about 18-20 new compositions were staged
there annually — a number incredible
even for a contemporary megapolis. It did
not fit in any way the perception of a loss
by Venetian opera of its crucial positions.
But did Venice preserve its leadership
in the ideal and artistic spheres?

Venetian opera reigned supreme
on European stages up to the end
of the 17th century. At the turn

of the new century the state of affairs
changed. Musical tragicomedies with
fanciful plots and luxuriant decorations
and stage effects started to be perceived
as old-fashioned, and it no longer suited
either the experts, who were turned
off by its baroque “mannerism”
and pomposity, or the public, who was
expecting something novel — not only
new compositions, but also new theatrical
ideas. The latter could be drawn from
French classical dramaturgy, which set
the style in European dramatic theater,
it was possible to lend an ear
to the criticism of Venetian opera on the
part of the intellectuals and literati from
Rome, who joined together towards
the close of the 17th century into
the academy “Arcadia,” or it was possible
to suggest one’s own solutions.

What was the path that Venice chose?
The crisis that its opera tradition went
through at the turn of the centuries revealed
a special quality that, in all likelihood,
determined its role in the musical theater
of the first half of the 17th century —
namely, its vanguard character. I wish
to enumerate all the new aspects that
Venetian opera offered, which at that time
held the status of experiments — at times,
more successful, and at other times, less so,
— and in what in many ways determined
the paths of development of the operatic
art of the Settecento.

2 According to the Venetian tradition, the theaters were always named after the names of the church

parishes in which they were situated.

3 See: Termini O. A. Carlo Francesco Pollarolo: His Life, Time and Music with Emphasis on the Opéras.

PhD thesis. Un. of Southern California, 1970. P. 242.



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 2

The Birth of New Genres

The first thing we should do justice
to is the birth of heroic opera in Venice.
At present, it is difficult to evaluate the
level of risk taken by the creators of a new
genre. The names of the innovators of that
period are known at the present time only
to opera historians, but their role turned out
to be decisive. They are the Northern Italian
librettists Domenico David, Girolamo
Frigimelica Roberti, Francesco Silvani,
Antonio Salvi, Agostino Piovene and,
finally, Apostolo Zeno, who possessed
the reputation of being the Italian Corneille.
The main foothold of the first reform of theater
in the history of musical theater turned out
to be the Teatro San Giovani Crisostomo,
about which the report at the Sankt-
Peterburgskie vedomosti was published.
Here for the first time the public was offered
an opera in which the action was fully
concentrated on a serious dramatic storyline.
There were no farcical scenes meant to
entertain the audience, as they did in the old
Venetian tragicomedies, no stage miracles,

illusions or fantastic transformations.
A small cohort of poets began writing
librettos in the image and semblance
of Corneille’s and Racine’s plays, [2,
p. 201-216]° or, even to a greater extreme —
in the manner of the ancient Greek tragedies.

Frigimelica Roberti (1653-1732),
a Paduan count, labeled his five libretto,
created in the 1690, straight ahead as
tragedies, even though they all had happy
outcomes. In full correspondence with
Aristotle’s poetics, he considered tragedy
to be the highest genre of the art of poetry,
and its aim — to bring people pleasure
by means of commiseration.® The poet insisted
on observing Aristotle’s unities, which were
perceived by him — in blatant contradiction
with the strongly enrooted practice
of opera — as the natural and reasonable rules
for leading theatrical action. He never tired
of turning to this question, time and again,
in the introductions to his “musical tragedies,”
diplomatically expressing the hope that
his ideas would find resonance particularly
in Venice, where, unlike all of Italy, “good
taste” reigned in dramatic poetry.’

4 The term “heroic opera” used to indicate the genre of serious opera that appeared in the early 18th

century was applied by Pietro Weiss in a chapter meant for the first volume of the six-volume History
of Italian Opera — a project carried out under the guidance of Giorgio Pestelli and Lorenzo Bianconi.
Three of the volumes (4—6) were published in 1987—1988 in Italian (published by the EDT/Musica publishing
house), and subsequently translated into German (published by Laaber), French (published by Margada)
and English (published by the University of Chicago Press); Volumes 1-3 have remained unpublished
up to now. The chapter written by Weiss was published as a separate edition in 2013: Weiss P. L opera italiana
nel '700. A cura di R. Mellace. Roma: Astrolabio, 2013. The term “Venetian heroic opera” was brought
in the first volume of his monograph devoted to eighteenth-century Italian opera, for the identification
of the genre that preceded the Neapolitan opera seria and had significant differences: Lutsker P. V., Susidko I. P.
Italyanskaya opera XVIII veka. Chast' 1. Pod znakom Arkadii [Italian Opera of the 18th Century. Part. 1.
Under the Sign of Arcadia]. Moscow: State Institute for Art Studies, 1998. 440 p.

> Gloria Staffieri, while labeling the operas composed in Venice on heroic historical subject matter
as “reformatory,” marks the change of dramaturgical trends in Norther Italian librettos: instead of Spanish
tragicomedy, the norms of Classicist tragedy become relevant. [2, p. 201-216]

® The introduction to Otton. See: Leich K. Girolamo Frigimelika-Robertis Libretti: (1694—1708).
Schriften zur Musik. Vol. 26. Miinchen-Salzburg, 1972, pp. 20-21.

7 Introduction to Irena (1694). See: Ibid. P. 28.
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The librettos of Venetian heroic operas
carried such a measure of austere heroism
and moral pathos, they overwhelmed
the audiences by their sharp dramatic
situations so much, that even today they
baffle anybody who is used to perceiving the
18th century as the age of gallant manners
and refined, gracious art. It is not by chance
that in music, as well, the large-scale
heroic arias, which were sung especially
expressively by the most prominent singers
of that time, the famous Francesco Gasparini
(1668—1727), and the lamenting pathetic
solos received a new sweep of energy. If we
allow ourselves a somewhat free comparison
with contemporary cinema, the Venetian
heroic operas may be likened to historical
thriller films, in which the amorous collision
merely accentuates the main drama, which
at times i1s very bloody and by no means
always leads to a happy outcome. The motive
of intense expectation generating fear, —
one of the crucial motives in contemporary
thrillers — 1is also masterfully turned
to advantage by the Venetian librettists.
In one case, there are two lovers in prison
waiting for their execution, who agree about
their mutual suicide (/rena by Frigimelica
Roberti); in another case, the heroine
pining in confinement is brought in a dish
covered with a cloth that she is afraid
to uncover, fearing to see there the head
of her decapitated husband (Lucio Vero
by Apostolo Zeno); in a third case, there
1s a prostrate monk, compelled to observe
how his daughter was turned to a slave,
does not bear the shame anymore and drinks
poison (Bajazet by Agostino Piovene).

The genre of opera in which
the accentuation was made on the dramatic
basis was undoubtedly innovative and,
in all possibility, particularly because
of this the public considered it overly
radical. As a creative experiment, it was very
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important for the fate of the genre of opera
in the 18th century, but as a commercial
project, it was not very successful: heroic
opera enjoyed a brief period of flourishing at
the turn of the centuries and quickly began
losing its popularity. It was necessary to come
up with another solution, and it was found.
Being characteristic for the overall logic
of the development of opera, particularly
in Venice this solution obtained a broadly
expressed form, wherein lies the second
most significant merit of musical theater
of the city on the Lagoon.

For the first time, the singer was
placed at the central focus of the opera
performance, rather than the decorator,
as it had been in the 17th century,
and the poet, as it was in Venetian heroic
opera. Alfred Einstein in his monograph
about Mozart wrote with bitterness that
“the greatest celebrity of the 18th century
was not Handel or Hasse, Graun or Gluck,
but the castrato Carlo Broschi, dubbed
Farinelli.” [3, p. 363] Similar thoughts were
uttered back in 1706 by authoritative writer,
member of the Arcadia Academy Lodovico
Muratori. “In our time,” — he wrote
in his treatise Della perfetta poesia italiana
(About the Perfection of Italian Poetry), —
“it became a regular affair to judge about
dramas solely by the music and by the extent
of the fame of the singers that perform
it.” [4, p. 97] All of these deficiencies
appeared, in Muratori’s opinion, as the result
of the violation in opera of the main law
of the art of drama: “Poetry is presently
merely a subsidiary means and a tool
for the music, whereas it 1s called to be
the chief aim of the entire composition.” [Ibid.]

Only recently musicologists had accepted
and shared such negative evaluations without
any reservations, all the more so, because they
could hear in them repercussions of Wagner’s
thoughts of the correlation between music
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and drama, which in themselves are closer to
our time. Presently, the vector of perceptions
has changed, and we do not expect from
the 18th century art of Italian bel canto
any dramatic verisimilitude, it is perceived
by us as an implicit independent value,
as the essence of Italian baroque opera.
At the same time, if we search for the
point of reference not in the theory, but in
practice, then the course towards such an
understanding of the role of the vocal element
in opera was taken in Venice. The first to
have made a bid for the virtuoso singers,
primarily, the castrati, was the Venetian
Teatro San Cassiano, the main competitor of
the Teatro San Giovanni Crisostomo. In 1705,
the celebrated Nicolo Grimaldi (Nicolini),
a legendary figure for musical theater, was
employed in the former theater. He enjoyed
all-round success in Italy, and his name was
connected with the first triumphs in London
and the appearance there of a permanent
private theater company. In the following
year, the Teatro San Cassiano was closed,
but once again a singer of the highest rank,
Francesco Bernardi (Senesino) was invited
to the carnival of 1707. It was particularly
these famous castrati, as well as their female
partners — the prima donnas Santa Stella,
Vanina-Boschi, and Diamante Scarabelli
— who provided the Venetian operas with
the proper scope. It was primarily their art,
and not the mastery of the poet-librettist,
that began to determine the success
of the opera enterprise and to urge forward
the composers’ musical fantasies.

The commercial interest that nurtured
the development of musical theater
in Venice also played a role in what could
be called the “reanimation” of the baroque
magic opera in the 1710s and 1720s.
The decline of the stream of commerce at
that time led to irregularities in the work
of the main Venetian theaters — the Teatro
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San Giovanni Crisostomo and the Teatro
San Cassiano, which missed entire seasons.
Against the background of the silence
of the “bigwigs,” the more modest theaters
received their chance — the Teatro San
Angelo and the Teatro San Moise. They were
not endowed with large amounts of material
means, however, they were fortunate with
their impresario, who was Antonio Vivaldi
(1678—1741). It was particularly he who
was able to revive the Venetians’ interest
in the genre of the magic opera, albeit,
not the way it was in the 17th century, where
the main role was played by miracles on
stage, but a new type, in which the fantastic
storyline lay at the basis of an opera with
a luxuriant musical “design,” permeated
with vocal and instrumental beautifications
and sound illusions. It was particularly
in this genre that Vivaldi’s talent disclosed
itself in the brightest and most original way.

The third most important invention
of the Venetians was the comic intermezzo,
one of the brightest phenomena of the musical
theater of the Settecento. The Venetian
intermezzi were the first Italian operas
that became familiar to listeners in Russia.
They were first shown in the court of Empress
Anna loannovna in the 1730s. The history
of the penetration of this genre into Russia
and its perception in the Russian court
in the 18th century have been described
in detail in a whole set of research works
(for example: [5; 6; 7]). In Paris
the intermezzi served as a trigger
for the “guerre des bouffons.”

The initiator of the appearance of the
new genre was the Teatro San Cassiano,
wherein in 1706 the intermezzo Frapolone
e Florinetta was staged. The novelty turned
out to be so appealing to the public’s
taste, that comical scenes in intermissions
of serious operas began appearing
more and more frequently on stages.
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Only two singers participated in them,
and the storylines were quite unelaborate:
one of the protagonists  obtains
the love of the other by any means,
overcoming resistance, and in the final
scene achieves the desired nuptials.
In a somewhat naive way, but in essence,
the peculiarities of the intermezzo were
explained by Jakob von Staehlin, a scholar
and writer, a titular member of the Russian
Academy, in his essay about opera (1738),
published in the Prilozheniya k Sankt-
Peterburgskim vedomostyam [Supplement
to the St. Petersburg News]: “For those local
dwellers... the most perfect opera seemed
to be exceedingly important. Something
had to be thought out, in order to entertain
the audience with a few humorous effects
during the serious action itself. It was not
permissible to mix them into the opera itself,
without reducing its beauty. For this end,
a new performance was conceived of,
which does not pertain to the opera itself,
but is endowed with a merry content and
may be divided into two, and sometimes
into three segments.” [1, p. 562] Without
going into particulars, Staehlin arrived at an
absolutely correct conclusion: an intermezzo
is a “new performance,” i.e., it is endowed
with its own storyline, not intercepting
with the main opera in any way.

A large role in the formation
of the image of the intermezzo was played
by the comedies of Jean-Batiste Moliére
translated into Italian and well-known
in the North of Italy, including Venice.
The most popular intermezzi possessed
obvious points of intersection with
Moliere’s plotlines — Le malade imaginaire

(The Imaginary Invalid), Les Precieuses
ridicules (The Affected Ladies), L’Avare
(The Miser), Le bourgeois gentilhomme
(The Bourgeois Gentleman), and Monsieur
de Pourceaugnac. They were all staged
in Venice and Florence, and then repeated
inmany cities and countries, including Russia
in the 1730s. In 1733-1735 a theatrical
troupe which arrived in St. Petersburg
from Dresden showed the intermezzi: Le
malade imaginaire (The Imaginary Invalid),
Le bourgeois gentilhomme (The Bourgeois
Gentleman), and L ’Avare (The Miser).?
Finally, the fourth most important
discovery by the Venetians in the sphere
of musical theater was the creation
of the genre of opera buffa. There are still
many ambiguities in its genesis. The genres
of the first half of the century — the comic
intermezzi and the Neapolitan musical
comedy spoken or sung in the dialect —
developed actively until the 1740s. After
that, the fashion for intermezzi passed, and
during the opera intermissions they were
replaced with ballets. At the same time,
the Neapolitan comedies shed their regional
limitation and started being disseminated
in the other Italian regions, as well. Having
reached Venice, they comprised the element
that provided the impetus for the appearance
of opera buffa, the genre that during
the course of the second half of the century
was gaining momentum, outshining
on the stage rostrums not only the other
varieties of musical comedy, but also
opera seria. The role of the “architect”
of the new genre was played by Carlo
Goldoni, the great comedian playwright
(1707-1793). His dramaturgical plays,

8 See: Peretz V. N. Ital'vanskie komedii i intermedii, predstavlennye pri dvore imperatritsy Anny loannovny
v 1733-1735 gg. [{talian Comedies and Intermezzi Produced at the Court of Empress Anna loannovna

in 1773—1735]. Petrograd, 1917.
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which enjoyed great success in Venice,
were rarely staged in other cities. [8]
Things stood absolutely differently with
the opera librettos, they served as a basis
for an immense number of compositions
[9, p. 107] that literally captivated
all the European musical theaters.
(The dissemination of opera buffas, which
were written primarily on the libretti
of Goldoni, became the objects of special
researchworks. [10; 11;12]) Theilluminating
and diverse plotlines, the developed and
perfectly elaborated intrigue, the distinctly
and concisely described characters, at times
reminding of the numerous precedents
in dramatic comedies, at times absolutely
original, — all of this elevated the quality
of libretto writing in the dramma giocoso
to a level that previously was inherent only
to serious opera, made it a fact not only
of musical theater, but also of literature.

Venice and its Artistic Milieu

Thus, Venice in the 17th century,
especially in its first half, played not only
a conspicuous role in the development
of opera, but was in the vanguard of it.

It remains to ask the question — what
was it that induced and at the same time
presented the possibility of playing

this role? Apparently, there are several
reasons for this.

The first of them is obvious.
The special position of operatic Venice on
the Apennine peninsula may be explained
by the circumstance that, in principle, is well
known, — namely, the appearance of public,
1.e., accessible musical theaters. Only half
a century prior to that, the famous Russian
historian had discerned in this, first of all,
a strengthening of democratic tendencies,

which is what transformed opera from
a performance for refined aristocrats into
a genre that was capable of arousing interest
among the general public.’ Today it would
be more reasonable to see in public operas
of that time a manifestation, primarily,
not of social concepts, but of commercial
interest. Along with the carnivals, opera
became the main point of attraction
for numerous travelers, thereby bringing
in immense monetary means into the
city budget. Already in the 1640s, during
the first decade of existence of the Venetian
opera, the secretary of the papal nuncio
wrote, apparently, with a slight bit of envy:
“The payment for everybody who wished
to attend the performance comprised half
a scudo, so almost everybody could afford
it; thereby, the money started flowing
into Venice.” [13, p. 6] They filled up that
financial lacuna that emerged as the result
of the weakening of the role of Venice
as the largest center for trade. The owners
of the theater buildings, the rich merchant
families, rented them and in many ways
influenced the activities of operatic
enterprises. Investments into the opera
performances generated competition, and,
in its turn, it begot many of the forms
of theatrical activities which have continued
to exist up to now. Thus, particularly
in the city on the Lagoon, back in the 17th
century, theatrical seasons were established,
and all the other theatrical professions,
entrance tickets and the practice of
subscriptions to loges were introduced
and, of course, the regular opera-going
audience was formed. Since the income
flow of the theaters was directly dependent
on the earnings for the performances, it was
necessary to react very keenly and quickly

 See: Konen V. Dzh. Teatr i simfoniya [Theater and the Symphony). Moscow: Muzyka, 1975, pp. 63—64.
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to its moods, wishes and tastes, not only
present new compositions from one season
to the next, which for Italian early opera
was common practice, but also to search
for and find new theatrical ideas capable
of attracting attention and causing discussion
about them. All of this provided impulses
for experiments, for those Venetian
discoveries and inventions which have been
elaborated on here earlier.

However, had it based itself solely on
commerce, theatrical business could not
have thrived so opulently and generated so
much impressive artistic results as it occurred
in Venice. As it seems, another reason
that provided the city on the Lagoon with
the leading role in musical theater of the 17th
and the 18th centuries was its specific artistic
milieu. The Venetian painting of the 16th
century, having experienced a magnificent
state of efflorescence in the works of Giovanni
Bellini, Giorgione, Titian, Veronese and
Tintoretto, entered a period of stagnation
towards the 17th century. Nonetheless,
the energy it had accrued found a peculiar
outlet in the development of decorative art.
In the history of musical theater, apparently,
there was no period when the stage settings
of performances were so luxuriant and
complex as they were in 17th century Venice.
The master who brought it to perfection
is considered to be Giacomo Torelli.
There was no equal to him in the invention
of stage effects, among which special
popularity was enjoyed by flights and other
aerial effects. Gods and heroes appeared
and disappeared in clouds and chariots
of fire, monsters and magicians rose from
trapdoors and in flashes of lightning “came
down below the earth,” enveloped in puffs
of smoke. The famous flight of Bellerophon
on the Pegasus in Vincenzo Nolfi’s and
Francesco P. Sacrati’s opera (produced
in Venice at the Teatro Santi Giovanni
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e Paolo, 1642) reminds us of the no less
famous fresco made by Paolo Veronese
on the ceiling of the San Sebastiano Church
in Venice (1556—-1557), where the hero from
the Old Testament is depicted on a chariot:
the hooves of the rampant horses bridled
with great difficulty by the warriors seem
to hang over the viewers. Later, Bellerophon
would soar on the winged Pegasus
on Giovanni Battista Tiepolo’s fresco
(on the plafond of the grand hall of the Palazzo
Labia, 1747-1750). The aerial effects
would also be preserved in the productions
of the magic operas in the 1720s, thereby
realizing  the  incessant  connection
of Venetian decorative art with the illusory
effects of baroque painting. However, the role
was played not only by such direct parallels.
The abundance of masterpiece paintings and
their unprecedented concentration within
a small space, the inimitable architectural
image of the city generated a special degree
of artistic perception in everyday life.
In such a luxuriant setting, did not seem
to be a genre that was separated from
the overall Venetian atmosphere, but,
on the other hand, presented its brightest
expression. [14]

The condition of opera in Venice was also
influenced by the all-pervading theatricality
that determined the city dwellers’ and
the out-of-town visitors’ ways of living
during the times of the carnivals. The three
theatrical seasons lasted all together seven
or eight months: from St. Stephen’s Day
(December 26) to the beginning of Lent
(the carnival season), from the Ascension
(in May) to June 15 (the spring season),
and from September 1 to November 30
(the trade fair season). In Venice, unlike most
Italian cities, all that time the regulations
of the winter carnival were in effect.
On the streets and the plazas improvised
scenes were played out, which featured
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the participation not of actors but of ordinary
Venetians dressed in costumes. This is how
a correspondent of the Sankt-Peterburgskie
vedomosti [St. Petersburg News| described
this elementally emerging performances:
“On the Sankt Marcus Plaza... there is such
a multitude of personages in masquerade
costumes present, that it becomes difficult
to pass by. Harlequins amuse the attending
people with incessant harlequin actions.
Whosoever boasts of his knowledge
of the art of medicine, or searches for
a comrade for himself and starts a conflict
with him, or attempts to find a hunchback,
lame or blind man, whom he promises
to heal <...> In other words, masquerades
form an incessant comedy, which is pleasant
to look at, since its participants have not
prepared for their play.” [1, p. 122] The opera
performances fit naturally into the motley
carnival succession of entertainments,
together with more down-to-earth street
amusements. In the city, where the love
towards diverse theatrical manifestations
was so strong, a type of public was formed
for which opera became not a passively
perceived show, but an actively experienced
event.

A contribution of their own in the creation
of the fertile soil for the development
of opera was also made by the numerous
Venetian academies — aristocratic alliances
that pursued the most diverse aims, including
quite serious ones. Aesthetic debates, literary
disputes and musical listening sessions
comprised an important part of the academic
gatherings. No less attention was paid by the
academies to opera. The most authoritative
Venetian librettist of the first decades
of the 18th century, Apostolo Zeno,

in 1691 established the literary academy
degli Animosi (The Ardent), which gathered
together in the house of one of the owners
of the Teatro San Giovanni Crisostomo,
cardinal, poet and librettist Vincenzo
Grimani. Subsequently, in 1698, the academy
conjoined with Arcadia. In 1720 particularly
in Venice one of the first operatic satires
appeared — the famous “Fashionable Theater”
by Alessandro Marcello, which presented
in a parodic fashion the world of the
theater and its characters. Mention must
also be made of the fact that the activities
of Goldoni the librettist also unfolded
themselves in a polemical vein — his
“Memoirs” contain numerous pages devoted
to opera.

Finally, the most important reason,
which stipulated the intensive development
of Venetian theater in the 18th theater,
was the powerful tradition of the
preparation of musicians that formed itself
in the North of Italy. It is referred, first all,
to the Bolognese vocal school, which brought
up many famous singers and which created
a new style of vocal performances, in which
virtuosic singing organically combined itself
with cantilena singing. Female singers were
prepared in Venice, as well, amongother
places, in the four Venetian conservatories.
[15]" And, of course, performance
on string and wind instruments remained
on the highest level. Thereby, a huge
“market” of professional musicians who
competed with each other was formed.
The situation of the “competition-based”
selection of a theatrical troupe in the 18th
century became one of the favorite themes
in the parody operas, beginning with
the intermezzo  L’impressario  delle

12" A special scholarly conference devoted to the role of women on the opera stages of Venice was organized

on May 11-14, 2022 in Venice.
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Canarie (The Impresario from the Canary
Islands) (the libretto of which was written
by Pietro Metastasio) and up to Mozart’s
Der Schauspieldirektor (The Impresario).

Conclusion

Thereby, Venice, not only in the 17th,
but also in the 18th century, found itself at
a point of intersection of several lines
of force, as well as cultural and artistic

factors, which is what made it possible
for it to become a point of concentration
of innovative experiments in the field
of musical theater, which have preserved
their significance up to the present day.
The factual birth of opera as a genre —
a definition that generated Ellen Rosand’s
fundamental monograph devoted to Venetian
opera of the Seicento, [16] — may in many
ways be extended to the 18th century, as well.
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Annomayusn. Ctarbs NMOCBsIICHa aHanu3y oOpa3a Bensl B mapoauu Robert der Teuxel (1833)
aBcTpuiickoro apamarypra u komenuorpada 1. H. Hectpos (1801-1862). IlepBoricTOYHUKOM TTHECHI
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Abstract. The article is devoted to the analysis of the image of Vienna in the parody Robert
der Teuxel (1833) by the Austrian playwright and comedy writer Johann Nepomuk Nestroy (1801—
1862). The primary source of the play was Giacomo Meyerbeer’s opera Robert le diable, which had
been presented to the Viennese public three months earlier. The main change that the playwright
made in his play, compared to the original plotline, was the transfer of the action to the Austrian
capital during the times of Nestroy’s life. Such a dramaturgical solution makes it possible for us
to observe how the literary and musical side of the play has changed as the result of this. The image
of Vienna presented by the playwright and the composer Adolf Miiller Sr. who collaborated with
him is researched through various codes: the geographical, the socio-economic, the cultural and
the musical. The character of the Austrian capital is manifested through the inclusion in the text
of the play of toponyms directly related to Vienna, some of its landmarks that carry allegorical
meanings in the context of the plotline, vivid linguistic techniques, as well as the transformation
of Meyerbeer’s characters into the colorful types of the inhabitants of the Viennese suburbs.
In musical terms, the urban “entourage” is realized through the use of the genres iconic to Austrian
culture: the dances (mainly the waltz and the ldndler), marches and yodeling.
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ObUIO BHJIHO, YTO 3[€Ch IIAPUT TOJBKO Be-

BeeneHue cenbe. <...> Kaxplil I0M 3/1eCh BBITVISIUT

«Illupokas yroTHasi JAOIMHA, BOKPYT —  BeCEIbIM U yhbibaeTca. OHAKO 3TO ylbIOKa

YMEpPEHHO BBICOKHUE 3€JIEHBIE TOPBI, IIOBCIONY  MOXKUJIBIX JIIOJICH, KOTOphIe BCE emé 00T

CBEXHE CBETIO-3¢]¢HBIe Tra3oHbl, JlyHaii Becenmuthes. <...> Bes oOctaHoBKa ropo-

YIOTHO >KYpPUUT IOCEpPEAHUHEe, psAAbl OeNbIX Ja He OJelleT KpacoToW, HO >KHMBOIKCHA,

JIOMOB, JIEPEBbsl MEXKy HUMH, JIOMa U CHO-  O4apoBarejibHa U Msrka. <...> OHa O4eHb
Ba ACPEBb, 10 CAMBIX IOp. <...> ITo nomam z[py>1<en}06Ha " FOCTerI/II/IMHa»l.

' Wien // H. Laube. Reise durch das Biedermeier [Onlinefassung]: Lexikus Verlag.
URL: http://www.lexikus.de/bibliothek/Reise-durch-das-Biedermeier/Wien (accessed: 06.05.2024).
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Cronp mOAPOOHOE KpacoyHOE OIH-
CaHHWE, OCTaBJIEHHOE B  3HAMEHUTHIX
nyTeBbIX 3amerkax lenpuxa JlayGe Reise
durch das Biedermeier, iocBsieno Bene.
B mnepBor mnonoBuHe XIX Beka cronuia
ABcTpuiickoi UMIEpUH BCE el MO IpaBy
CUMTANIACH «KYJIBTYPHBIM IIEHTPOM €BPOIICHi-
CKOT'O KOHTUHEHTA», Ky[la CTPEMUTCS ONacTh
U HACJAIUThCSl OMYXOTBOPSIOILIEH Kpaco-
TON TPUPOABI, CHEHUPUIECCKUM YYBCTBOM
KU3HU W MHOTOTPaHHBIMH TBOPUYECKUMH
UIEAMHU BCSIKUM XYIOXKHHK, I03T, MY3bI-
KaHT. JTO TOpoj, 6€3 KOTOPOTO HEBO3MOXKHO
MPe/ICTaBUTh cebe MCTOPUI0 MUPOBOIO HC-
KyCCTBA.

B nmnocnennue npecAtwieTus B Hayd-
HOM c000111ecTBe BCE Yalie BCTa€T BOMPOC
0 «ropozackom Tekcte». [Ipobnema paccma-
TPUBAETCS C HECKOMBKUX Mo3utiuii. C ogHoM
CTOPOHBI, CaM TOPOJ, B COBPEMEHHOM COILIH-
aJbHOM U KYJBTYPOJOTMUYECKOM AacIeKTax
MMOHUMAETCSI KaK «TEKCT, TPaHCIUPYIOIIUM
nH(popMaIuio, KaKk TOTAIBHOE Hpoussede-
Hue uckyccmesa (gesamtkunstwerk) [Kypcus
Moil. — A. B.], koTopoe... coueraer B cebe
ANIEMEHTHI TEKCTOB PA3HbIX AMOX U KYJBTYP, 00-
Jafas TEM CaMbIM MHTEPTEKCTYaJIbHOCTHIO)
[1,c.54]. UubiMu ciOBaMH, OH— CBO€OOpa3-
Hasg «CEeMHOTHUYECKas CAMHUIAY, Hecyllas
BXXHYI0O KOMMYHUKAaTMBHYI) M XyJIOXe-
CTBEHHO-IICHHOCTHYIO (QYHKIMIO. Bcskwmii
rOpo/I, KaK Mucajl B CBOEM MOHYMEHTAIbHOM
uccienoBanuu B. Tornopos, «...MOxeT ObITh
MOHST KaK CBOETO pO/ia F€TePOTreHHbIN TEKCT,
KOTOPOMY TMPHUITUCHIBAETCS HEKU 0OIuii
CMBICI U1 Ha OCHOBAHMHM KOTOPOIO MOXKET
ObITh PEKOHCTPYHpPOBaHA OMpeneaEHHas
CHUCTEMa 3HAaKOB, peaiu3yeMas B TEKCTE»
[2, c. 22]. C gpyroil CTOpOHBI, TOPOJ IIpea-
CTaBIsieT CcO0OM «sIApO UMBHIU3ALNNY,
Mapkep «BO3HHUKHOBEHHUS LHUBUJIM3ALNU
KaK HOBON (OpMBI KU3HU UYEITOBEUECTBA»
[3, c. 60]. B HéM mpoOUCXOOUT CTAHOBIIE-
HUE€ U Pa3BUTHE YETIOBEKA KaK COLIMAIBHOTO
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CYLIECTBa, a CJe0BaTelIbHO, U BCel (uiio-
co(ckoil, HAy9HOH M KyJIBTYypOJIOTHIECKOM
MBICIIM 4eJioBeuecTBa. biaromapst sToMmy
ropoj, ero oopa3 HeOTHOKPATHO OKa3bIBaJl-
csi 0OBEKTOM TPAHCISILUU U PACCMOTPEHHS
B TPOM3BENEHUSX HCKyccTBa. KoHedHo,
cnenuurka 0TOOpaKEHUS «TOMOCA TOPOJIay
[4] B Oonbileli cTeneHu CBs3aHa C JIUTEpa-
TYpOW W >KHBONHCHIO, HO 3TH TPOSIBICHUS
MOKHO TIPOCIEAUTh U B IPYIMX BHJAX HUC-
KyCCTBa (B YaCTHOCTH, B MY3BIKE [5; 6]).

Cy1iecTByeT HeMaso IIEJEBPOB, B KOTO-
PBIX TMpEICTaBlIeH KOHKPETHBIA TOpoJ B Ty
WINA UHYIO 310Xy, 1 BeHa B 3TOM miiaHe —
He uckiroyeHne. OMHaKo BEHCKUM HappaTUB
B npousBeneHusx XIX cronetus 10BOJbHO
IpOTHBOPEYMB. Tak, B 4aCTHOCTHU, UCCIIENIO0-
BaTesd HeMelKon aurepatrypsl . Jlomakosa
u JI. CMupHOBa, aHAJIU3UPYs MMyTEBbIE 3a-
METKH 00 aBCTPUICKOW CTOJMIIE, MIPUXOISAT
K CcleayromuM BbBogaMm: «Pacckazumk
A. lltudrepa 3amevaer cyeTy M CHEUIKY.
<...> Bena Y. Cwicduiga — 3T0 ropon
umnepckoro abcomorusma. . JlayOe Bo3-
BpallaeT yYuTaTels K TPaJAUulUOHHOMY
npezcTaBieHuio o Bene kak o ropoje Jer-
KOMBICITHS U Becenbs» [7, ¢. 3458].

Brei6op Mecta AeicTBUS HECTPOEBCKHX
IbEC HEPEJKO HAIIPSIMYIO 3aBUCEII OT KaHpa,
B KOTOPOM TPOM3BENEHUE OBUIO HAIHMCAHO.
B pamHeMm TBOpuYecTBe, Tie B OCHOBHOM
Ipe/ICTaBlIeHa TaK Ha3blBaeMasl BOJIIEOHAs
nbeca (Zauberstiick), npamarypr, Kak mpa-
BWJIO, CO3/1aBall (paHTACTUYECKHE MUPHI,
Hanpumep ctpany ¢eit (Genius, Schuster
und Marqueur, 1832). Ilo3nnee Hectpoii
obparuics k gapcam (Posse); B HUX repou
HEPEJIKO Pa3bIrPhIBAJIA CIEKTAKIIb B TpaHU-
ax OJHOTO E€IWHCTBEHHOTO MPOCTPAHCTBA
(KBapTHUPHI, 3aMKa WiH oTels ). Eciu ke neit-
CTBUE MPOUCXOAWIO Ha ynune, To Hectpoit
OTpaHUYMBAJICS OOOOIIEHHBIMU YTOUHEHH-
SMU: «TOpOI», «IepeBHs». Bmecte ¢ Tem
B €r0 TBOPYECKOM HACIEAMHU BCTPEUAIOTCS
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MIPOU3BE/ICHUS, CBSI3aHHBIC ¢ M300pakeHU-
eM Adpuku (Moppels Abentheuer, 1837),
Ascrpamuu (Hdauptling Abendwind, 1862)
u Asum (Der Zauberer Sulphurelectrimag-
neticophosphoratus, 1834). 13 eBponeiickux
CTpaH B KayecTBe MecTa Jnenctsus Hecrpon
BBIOMpAJ, KaK IpaBuiio, [ epManuio.
Opnako ero pojHas u moOumasi Bena
BCTpPEUAeTCs 4Yallle BCEX WHBIX KOHKPETHO
Ha3BaHHBIX TOponoB (Eisenbahnheirathen,
1843; Heimliches Geld, heimliche Liebe?,
1853). Ilpaktuuecku Bce HCCIEAOBATENU
CXOJISITCS. BO MHEHHUH, YTO TAaKOE€ HACTOWYH-
BOE MOJUYEPKUBAHUE «MECTHOTO KOJIOPUTA
CBSI3aHO C CAaTUPUYECKUMH 3aJla4aMU, CTOS-
MU Tiepen apamaryproM. CreKTakib s
Hectpost — TpubyHa, ¢ KOTOpOil OH MOXKET
TOBOPUTH CO CBOMMH COTPaKJaHAMHU O Ha-
CYITHBIX TIPOOJIEMax MOBCETHEBHOM KU3HU.
[TpucyrctByet Bena u B mapoauu Robert
der Teuxel’ («PobGepT-mbsiBoi»). OmHAKO
OT JPYTHUX «BEHCKUX» MbEC MapOIAHs OTIINYa-
€TCsl TOBOJILHO CHJIBHO, U B TIEPBYIO O4€peb
3TO KacaeTcs TaK Ha3bIBAEMOTO BEHCKOTO TO-
noca. OHO €0 — pa3bIrparh CBOM (apc
8 ammocghepe BEHCKUX YJIOYEK U TApKOB,
KaK 3TO MPOUCXOAUT B BHIIICOO03HAYEHHBIX
neecax. CoBceM japyroe — ILeJleHanpas-
JICHHO TMEPEHECTH MECTO JieHcTBUA B Beny,
B 3HAKOBBIE Jisi He€ MecTa W JIOCTONpU-
MevarelbHOCTH. VIMEHHO TakuM 00pa3oM
peanusyercs «tomoc Bens» B «Pobep-
Te-AbsiBOJNIEY». W, HACKOJIIBKO MOXHO CY/IHTb,
3TO €IWHCTBEHHAs Mbeca MOIO0OHOTO poia

2

BEHCKUI IIPUTOPOL.
3

B TBopuecTBe kKomemuorpada. K coxare-
HUIO, JAHHOE JpaMaTypruueckoe pelieHue
HHKOI/Ia HE CTAHOBWJIOCH OOBEKTOM HCCIIEIO-
BaHUSI HU OT€UECTBEHHBIX, HU 3apyOeKHBIX
yu€HbIX. BmecTe ¢ Tem oHO no3sossieT Hec-
TPOIO PACHIIUPUTh MNAJUTPY KOMEIUNHBIX
— B TOM YHCJI€ MapOAUNHBIX — MPUEMOB.
[TosTOMy 3amadya HacTOAMIEH CTaTbU — IIO-
HATb, KaKyl0 poJib «Tomnoc BeHwD» urpaer
B NIAPOJIUH, KaK OH MPOSIBIISICTCS B JIUTEPATYP-
HOM U MY3bIKQJIBHON COCTABIISIOIIUX MbECHI
U, TakuM 00pa3oM, BBISIBUTH CHEIUPUKY
«Pobepra-ipsiBoNia» B CPAaBHEHUU C JIPYTH-
MU OTIEPHBIMH MApOAUSIMU Jpamarypra.

«BeHckui aHTypax»
B IUTEPATYPHOM TEKCTe

[lepBOMCTOUHUKOM MAPOIUU MOCITYKHUIA
onepa J[x. MeiiepOepa, BIepBble NOCTaB-
neHHas B Bene 20 utons 1833 rona B Tearpe
Mosedmrrasra. ] BEHIEB CIIEKTAK/Ib OKa-
3ajcsi 0e3 TpEeyBEIUYEHHUS KYJIBTYPHBIM
NOTPSICEHUEM. YCIeX IOCTAaHOBKH OBbLI
OIIECJIOMJISIFOLLIMM, XOTSI MECTHAasl KPUTHKa
OTHECJIach K OIepe MPOTUBOPEUUBO, IAKE
B OIIpe/IeIEHHON CTENEeHU TPeHEeOPEKUTEIb-
HO, 0oTMe4ast c1abocTh €€ pamarypruu. Tem
HE MEHEE O MOMYISPHOCTH MY3BIKAJIbHOU
coctanisitonieit «Pobepra» cBUIETENLCTBY-
€T OrPOMHOE KOJMYECTBO MEPEIOKEHUN
HOMEPOB M3 HETO, MOSIBUBIINXCS BCKOPE TO-
clie mpeMbephl®.

8 okts0psi onepy MeiiepOepa mocTaBu-
mu Ha cueHe KepHTHeproprearpa. A yxe

Cam Hectpoii B 3TOI mbece TOpoa HE yKazaji, OMHAKO IO TEKCTy MOXKHO TPEIIOIOXKHUTE, YTO ITO

Sic! ImeHHO Takoe Ha3BaHUE QUTYPUPOBAIIO Ha adUIlIaX, B PYKOIHCH ITbECHI U HA MapTUType. OTMETHM,

YTO B HEMEIIKOM SI3bIKE €CTh ClIoBO der Teufel (npsBoi). B ra3eTHBIX peleH3UsIX Ha MPEMbEPY aBTOPHI MPH
Ha3BaHMU MMbECHI YIOTPEOIISIIM HMEHHO 3TO CJIOBO, B €T0 ocHOBHOH (popme. Cropee Bcero, Harucanue Teuxel
CBSI3aHO C MOMBITKON 000MTH 1IEH3YpY, 3alpenlaBIIyio YIIOMUHAHUE JIbSBOJIA HAa TeaTpalibHOH CLEHE.

4

(15 October 1833, No. 124, p. 496).

CM., HampuMep, MepevyeHb TaKUX IMepelloKeHUuH, onmyOInMKoBaHHBIA B kypHane Der Sammler
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Ha clieayromuil 1eHb B Tearpe an nep Bun
cocrosach Inpemeepa napoauu Hectpos,
K KOTOpPOM KPUTHKHU — TaK K€, KaK U K IEPBO-
HCTOYHHKY, — OTHECIIHCh ABOsAKO. IIpecca,
B YaCTHOCTH, CTaBMJIa aBTOPY B YKOp cla-
Oyro maponuiiHyio nepepaboTKy ONepHOro
crokera. Ho Tem He MeHee peneH3eHTaMHu
OTMEuasaoch, 4YTO IyOJIMKa oOcTanach Jo-
BOJIbHA CIIeKTakyeM. M He TOnbKO akTEpPCKO
UTPON U My3bIKaJIbHBIM MaTepuajoM, HO U
MapoJIUEH B LIETIOM.

PuckHEM mpeanonoX)urTh, 4TO YCIEXY
MBECHI CIOCOOCTBOBAJNIO TaKXke H300pake-
HUE aBCTPUICKOW CTOJIMLBI, MPEAIPUHATOE
npamaryprom. OCTaHOBUMCSI Ha 3TOM 4YyTh
6oree moapoOHO.

[lepepaboTka MEepBOMCTOYHMKA OCHOBA-
Ha Ha ero reorpauueckodl ¥ BPEMEHHOI
Tpancopmauuu. B omepe Meiiepbepa
coObITHs pa3BopaunBatoTcs B X111 Beke B ro-
poxe ITanepmo, pacronokeHHOM Ha OCTPOBE
Curmust®. HecTpoii ke TOHOCTBIO Tiepe-
HOCUT CIOXKET B IpUropox Bensl mepBoi
tpetu XIX cronerus. DTOT noaxox onpeze-
JISIeT e1Ba JIU He BCE 0COOCHHOCTH apoInH,
XOTsl €€ CIOJKETHasl KaHBa B 1IEJIOM COOTBET-
CTBYET IEPBONCTOYHUKY.

PobGept ¢ beprpamomM mTBIOT U UTPAIOT
B a3apTHbIE WUIPhl B CTPEIIKOBOM Kily0Oe
Ipu  TpakTtupe JIbsIBOJIBCKOM MEJIbHULBI.
[TossBuBmMiicst PaiitmOonepnb paccka3biBa-
eT 0 mpoucxoxkaeHuu Pobepra: ero orer,
[0 ciiyxaM, Obul HOXMILEH JbsiBosioM. OH
npusHaéres paszpsipéHHoMy Polepry, d4To
ero mociana HeBecta PoGepra, M3abemnna,
J1a0bl BO33BaTh K COBECTH KEHHMXA: OH JO0J]-
KEH Mpekpatuth obuieHune ¢ beprpamowm,
nHaue e€ oren, rocnoawH lomadwumr, He
Jact cornacus Ha Opak ¢ Heil. [losBisiercs

5

HeBecta PaitmOGonepns, Jluzepnb, xoTopas
XoueT mepenarb PobepTy mMUCBMO OT €ro
Marepu, HO MapHI0 OHO He mHTepecHo. OH
pacckas3plBaeT JEBYIIKE O CBOHMX TPYIHO-
csax ¢ [onaduiem, KOTOporo OH HEKOTOPOE
BpeMs Hazaa m3bun B kodeline. beprpam
coobmraet, yro lomadum xoder oOpydIHThH
CBOIO J04b C ['aHrenmbxodepom, OAHUM U3
npy3eit Pooepra. [lockonbky Pobept HE Mo-
J)KeT OIUIaTUTh CUET B TPAKTHUPEC, OH UI'pacT
B OOyJIMHI CO CTpenKaMH, HO TepsieT Bce
CBOH JICHBI'M U3-3a Maruu beprpama.

JIuzepns mpuHocuT nmuchMmo Pobepra
N3abemne. Ta B oT4asHHU, BEOAb B TOT K€
JeHb JIOJKHA COCTOATHCS €€ TOMOJIBKA
¢ Tanrenbxodepom. Jluzepnp pemaer npu-
Bectn PobGepra, 4TOOBI TOT CaM MOKJISLICS
ucnpaButbed nepen onadumiem.

BbepTtpam nomkeH 3acTaBUTh CBOETO ChIHA
PoGepra oTrmpaBuThCS B aA K 370MYy Mary,
UHAYe €My TIPO3UT TMOMAJaHUE B «PEecTp
IJIYTBIX YepTei» U ero Oonblie He MyCTAT
Ha 3emiio. Jluzepnb XoueT mpeaynpeauTh
PoGepta, HO BSIBON yrpokaeT el cMepThIO
ponubix. beprpam pacckasbiBaeT PoGepry,
YTO OOIIAJNCS CO 37IbIM KOJAYHOM, KOTOPBIN
HECKOJIbKO JIET Ha3aJl HAmWiICi B BHHHOM
norpe0e U Tenepb O4eHb 3071 Ha 60uky. OHa
Obla 3amevyaraHa KpaHOM B BUJE METYII-
Ka M OXpaHsuiach Y€PHBIM KOTOM. TOT, KTO
3aBNajieeT KpaHOM, MOXKET IMOBEPHYTh €ro
U 3arajiaTh J000e JKeJaHue.

B BunHOM norpeb6e beprpam npespatuin
BUHHBIE NTAPbI B XOPOLIEHHKUX O(UIIMAHTOK,
KOTOpBIE JOJDKHBI IOACTErHYTh CMEIOCTh
PoGepra B3sTH 30510TOrO mMerymka. [1oHss,
B KaKylo KoMmnaHuio mnomaj, PoGept BbOpa-
CplBaeT TaiucMaH. beprpaMm pacckasbiBaeT
PobGepty, uTo OH — ero orell, MOCJe YEero
PoGepr cornamraercs Ha caenky. B aToT
MOMEHT mnosBisercs Jluzepnap u coobuaer

3aMeTHM, 4TO TaKoe ApaMaTyprudeckoe pelreHue JTuopeTTucTa, IxeHa Ckpruba, HE COOTBETCTBYET

HU peabHBIM (haKTaM M3 )KU3HH BEPOSTHBIX MPOTOTUTIOB 00pa3za PoOepTa-npsBona, HA TOMY, YTO U3JI0XKEHO
B MHOTOYHCJIEHHBIX BapHWaHTax 3Toi JereHasl. Ckopee Bcero, 3To He Ooyiee 4eM pe3yabTaT ero

XYyHOOKECTBEHHOT'O BBIMBICJIA.
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PoGepty, uto Tonadum rotoB oTnare emy
W3abemry, ecid TOIBKO OH pacCTaHEeTCs
¢ beprpamom. Ona Taxxe nokassiBaet Po-
0epTy MUCHMO OT €r0 MaTepH, B KOTOPOM Ta
npenynpexaaer ero o beprpame. beprpam
yke cxBarui Pobepra 3a pyky, 4ToOBI MOTS-
HYTb €ro 3a co0oil, Jluzepnp — 3a apyryro
pyKy. Yacel mpoOHBaOT Y€TBEPThH AECATOTO,
u beprpam npoBanuBaeTcs Moj 3eMJIIO.

«OCOBpPEMEHNBAHNEY CHOKETA TO3BOJISA-
€T ApaMaTypry M3MEHMTb pOJIb, XapakrTep,
COLIMAJIBHBIM CTaryC CBOUX IIEPCOHAKEH,
a TaK)K€ B3aMMOOTHOILICHHS MEXIY HUMH
(cm. Tabmumy 1).

B TpakToBKE nepcoHakei MOXKHO BBIIC-
JUTH ABEe ocobeHHOCTH. [lepBast 3akimtouaercs
B TOM, uTO HecTpoil pakTnuecku ocrapiser
OpUTHHAJbHBIE «MeHepOepOBCKUE) HMMEHa,
JUIIb CJIErKa U3MEHSS UX y TepOEB HU3KO-
ro couuanbHoOro craryca. Tak, PamOoinbn
nosiydaer 0aBapCKO-aBCTPUNCKUN YMEHb-
[IATEIHHO-JIACKATENBHBIA CyPPUKC «-erly,
YTO XAPAKTEPHO JUIS TPAJULUU HAPOIHO-
ro Tearpa M aBCTPO-HEMEIKOro (oJbKiIopa
(HampuMep,  KOMHUYECKOT0  IEepCcOoHaxa

Kammepne wnimm Kpammyca, kotoporo Ha
ABCTPUMCKOM JHAJICKTE MPUHSITO HA3bIBATh
Kramperl). 90T s13p1K0BOM npuém Hectpoii
MPUMEHSET [JIl XapaKTePUCTUKU KOMH-
YECKUX TMEpPCOHaXeH, MNpHHAAJICKAIINX,
KaK IPaBUJIO, K JIEPEBEHCKOMY COCJIOBHIO.
Kak 3ameuaer 1O. Jlanckux, monoousIie cyd-
(UKCHl MCIOJIB30BATUCH Il 0003HAYCHUS
JIOJIEN «C OTPUIATEIIbHOM KOHHOTALMEW U
MIOMETOM COOTBETCTBYIOLIEH 3MOIMOHAIb-
HOM Okpackm» [8, c¢. 61]. dopma uMeHH
«JIuzepnb», B CBOK oOuepelpb, TAKKE SB-
JSeTCSl  Pa3sHOBUIAHOCTHIO  ABCTPHUICKOTO
nuanekra. ms xe 3emieBnaaenbiia, rocmio-
nuHa GoH [onaduma® — HapumarenbHOe U
CBUJIETEIICTBYET O €r0 OrpOMHOM (hHUHAH-
COBOM COCTOSIHUH.

Bropast ocobeHHOCTh CBsI3aHA C TEM, UTO
Hectpoil u3meHsier poneBoil (pyHKIMOHA
CBOMX IEPCOHAXKEH, Ha/eNsisl UX pabouyuMu
npodeccusimu. Ecnu mipu xapakTtepucTuke
Paiimbozaepns u Jluzepnp ykazaHHBbIE «Kpe-
CTBhAHCKHW TOAMACTEPBE» U «KPECThSHKA»
— JMIIb JETalli, Ha CKKETHOU CTOPO-
HE TApOJUU HUKAK HE CKa3bIBAIOIIUECH,

Taénuua 1. OCHOBHbIE NEPCOHAXM ONepbl U NAPOAUH
Table 1. The Chief Protagonists of the Opera and the Parody

«PoOepT-nbsiBO1» MeiliepOepa

«PodepT-nbsiBo1» HecTpost

Pooepm, repuior Hopmanackuii

Poobepm, 110 IPO3BUILY «JIbSIBOID)

bepmpam, ero npyr

Bepmpam, ero npyr, KOMHCCHOHED 3JI0TO KOJIAyHA

Koposb cununuiickuit

Tociogun gpon I'onogpuuu,
Oorarerii Bragener 3emens o3 [lerepcrnopda

H3abenna, npuHLEeCcCa CULIMIIMICKAS

Opoitnsiin H3abenna, ero 104pb

Pemoo (Pamoonso),
HOPMaHCKUI KPECThsIHUH, TPyOaIyp

Paiimbo0oepne,
OBIBIINIT KPECThSIHCKUH MOAMACTEPhE,
HBIHE ciyra rocnoauna ¢oH [onaduia

Anuca, HOpMaHJCKasi KPECThsHKA,
MoJio4Hasi cecTpa Pobepra

Ju3zepnw, kpecTbsinka u3 bpross,
HeBecTa Paitmbozaeps

6

C HCMCIKOI'O — «30J10Tas pLI6Ka)>. Taxxe MOXeT MEPEBOAUTHCA KaK «OOraThIi JKEHHX/HEBECTAY.
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TO mnpodeccuoHaibHoe nojoxeHue [ona-
¢uma u beprpama OGosee CyIIECTBEHHO.
Cunmnuiickuii koposib U3 omnepsl Meiiep-
O0epa B mapoauun Hectpos cTaHOBUTCS
OorareiM 3emJieBnagenbleM. Kaxyieecs
Ha TNEPBBIN B3I CHUKEHHE COLIMAIIBHOTIO
craryca ¢aktuyecku oOMaHuuBo. Purypa
lonaduma Taxke CUMBOIU3UPYET BIIACTD,
HO HECKOJIBKO MHOIO, HEKEIW Yy MOHapXa,
pona. ®on lonaduma yBaxaroT, modyura-
I0T U 0OSATCS BCE MEPCOHAXKU MbECHI (KpoMe
PoGepra). 1 Bc€ »TO Gnmaromapsi ero orpom-
HoMy cocTtosHuo. Daktnuecku lonaduim
— OJUH U3 TUNNYHBIX 1711 Hectpos repoes,
gyepe3 o0pa3 KOTOPOro peau3yercsi CTOJb
XapakTepHas AJi1 Jpamarypra carupa Ha
MOJIMTUKO-3KOHOMUYECKYIO0 CUTyaluio AB-
cTpuM Tex Jjer. Kanuranusm, BIacTb IeHEr
— T€Ma, BCTpeYarouasicsi BO MHOTUX IIbe-
cax koMmeauorpada.

beprpam ¢ 5€rkol MapoaUMHOW PYKHU
Hecrtpost mpeBpatmiicst u3 370ro KojijayHa
B KoMHccHOHepa’. JlpamaTypr HaMepeHHO
UCIIOJIB3YET CJIOBO «KOMHUCCHUOHEp», IO-
CKOJIbKY B TO BpeMs IOJl HUM IMOHUMAaJHU
JIMIIO0, OKa3blBaIOLIEe APYroMy JuLy (Jarie
BCEr0 YacTHOMY) Kakyl-IIMOO yCIyry®.
B sTom cityuae, kak u B citydae ¢ [onaduriem,
TaK)Ke peasln3yeTcs COLUaIbHO-OKOHOMUYE-
ckas tema. Ho Tonbko beprpam Bc€ e Huxke
lonpduia no connanbHOMyY CTaTyCy B 3TOU
«OKOHOMMKO-TPAXKAAHCKOW HepapXxum», 4To
no3BoisieT HecTporo mpeBpaTuTh €ro B 00b-
€KT HauOOJbIINUX IIYTOK.

W3 10BOJIBHO YBEPEHHOIO, XUTPOrO H
KOBapHOI'O 4€J0BEKa, KOTOPOr0 Mbl BUIUM
B onepe Meiiepbepa, maponuiineiii beprpam

7

MpEBpaIIacTCsd B HEPBHOTO KOMHYECKOTO
nepcoHaka. OH CIOCOOEH PacKpHITH CBOIO
TailHy O JIEMOHHUYECKOM IPOUCXOXKJICHUH
M3-3a BCSKOIO MyCTAKa. Tak, B IEpBOM CLIEHE
I akta, korma Harensb6eprep, ogus u3 kampa-
noB PoOepra, OTKa3bpIBae€TCsl OT BBIMHBKU,
MEXy HUM U OPUIIMAHTOM Pa3ropaeTcs He-
OombIas CJIOBECHAs Tepernaka, B KOTOpon
obu1 ynomsiHyT awsiBosi. OTtBeT beprpama
He 3acTaBui ceOs goro xaarhb (1. 1)°.

Haczenvoepzep (xocoa oguyuanm xouem
63mb e20 nycmylo Oymwiaky): bnaronapro,
s OoblIIe HUYETOo He Oy/y IUTb.

Bce (cmescy): Xa-xa-xa! OH Oonbliie HAYE-
rO He NBET!

Ilepeviit ogpuyuanm (x Hacenvbepeepy):
He xornte? HaBepHoe, y Bamed MHUIOCTH
HET TMeYeHH.

Haczenvoepzep (x ogpuyuanmy): Kakoe tede
neno? ['mymnerit apsiBosn!

Bepmpam (3a0vi6wucey u 3anunascy): Kro
myn? $1 momporry, 9ToObI MEHS OTpyTayiv
B Ipyrou pas.

Bce: Xa-xa-xa! Ilocnennuii ctakaHn ynapui
€My B T'OJIOBY.

Pooepm: [lpy3bs! bepTpam, Thl ONO30pUI
ce0s1, OH BeJb TOJNBKO K oduimaHTy obpa-
1aJCcs.

Bbepmpam (npuxoos 6 cebs): a, TouHO!
(6 cmopony) 51 ObI Tak certyac ceOst BBIIAT.

(Oppuyuanmuol npunocsam uno)

Pobepm: HarennOeprep, Bbl HE JOIDKHBI TaK
MCHS TTO30PUTE. Huxto HEe MOXeET CCroaH4d
BEPHYTHCS JJOMOH TPE3BbIM.

Haczenvoepzep: Hennoxo 66110 Obl, €ciu ObI
sI OIIBSTHEJT 10 BOJIE CBOEH JKEHBI.

31m0# KOIAYH MpeACTaBisieT coO00M OUeIoBeUeHHOE BOTUIONIEHHE bsiBoNa. biaromaps BBeIeHHIO STOH

¢urypsl Hectpoit, kak 1 B ciiydae ¢ Ha3BaHHEM, OOXOIWT TOTMAIIHWN 3ampeT LEeH3yphl Ha YIOMUHAaHHE

IbSIBOJIA HA CLIEHE.

8 Cwm.: Pierer’s Universal-Lexikon. Vol. 4. Altenburg, 1858. P. 303.

9

apabckasi — CIICHY.

3nech U fanee IepeBojl BBIIOJIHEH aBTOPOM CTaThd. B ckoOkax pumckas nudpa o0O3HAuaeT axT,
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TI'anzenvxoghep: llpexparu...

Haczenvoepzep: 51 661 He cMOT IPUITH, €CIIU
ObI MOI1 IpyT HE MTOMOJIMIICS 32 MEHS.

TI'anzenvxoghep: Ctoinucs! Tedy, 1bsBOII.
bepmpam: Onsate! Hy BCE, nourpancs!..
Pobepm (ycnokausas ezo): Ho, beprpawm...
Bbepmpam: I1oit OyTHIIKON S OJlapi0 KaxK-
JI0OTO, KTO OCKOPOUT MeHs emé OIHUM
CJIOBOM.

T'anzenvxoghep (nexoms): C Bamu BoOOIIIE
HUKTO HE Pa3roBapuBal.

Bce: Mbl He 3HaeM, 4ero OH XOYerT.

Pobepm: Tanrenbxodep TOJNBKO CKazal
«1b(y, npsiBOM» Harenpbeprepy, u mouemy
On1 ['aHTenbXx0depy He cka3aTh «Tby, Ibs-
Bom» Harensbeprepy?

bepmpam (6eps ceos 6 pyxku):. Ja, tax!
(6 cmopony) 51 onsATh 4yTh HE BBIJAT CEOS.
Ho mects! Mects!

K Ttomy e, mo 3akoHy xaHpa, He-
CTPOM CHIJKAaeT YPOBEHb Maru4ecKux
criocobnocteit reposa. Ecnu B omepe bep-
TpaMm, HampuMmep, co3Jaji Leblil Jarepb
BOMHOB M YMPaBIsI UM, TO B MapOAUH
MaKCHMyM, Ha 4TO OH CIIOCOOCH B MOPHIBE
MECTH, — 3TO U3MEHUTbH MOTOJy Ha YIIHIIC
U CJIOMATh CTYJI, YeM OH, KOHEUHO K€, CHJIb-
HO TOpAUTCS. AOCOIIOTHO BCE MEPCOHAKHU
OTHOCSTCS K beprpamy ¢ momo3peHuem u
npeHeOpeKeHNUEM, H3-3a CBOEro C¢aaboro
XapakTepa OH HE MOXKET HHU 3alyrarb Ko-
ro-JIn00, HA OKa3aTh KAaKOTO-TUOO BIUSHUS
(kpome emé Oosnee ciabbIX U TO IyXy, U
[0 MPOMUCXOXKIEHUIO TepoeB, Kak Jluzepnb
u PaiimOonepns). Jlumbs Pobept crapaercs
KaK-TO OIpaB/AaTh U 3aIIUTUTh CBOETO JpyTa.

O6pa3 Benbr mepBoii Tpetn XIX
CTOJIETUSI peasin3yeT ce0s HE TOJIBKO C IO-
MOIIBIO JCHCTBYIOIIUX JIUII, HO U O1aromaps

UCTOPUYECKOMY «roponckomy ¢ony». Ilo-
BCE/IHEBHAsl JKM3Hb BEHLEB PAaCKpbIBACTCS
yepe3 psd TPAAULMOHHBIX CTEPEOTHUIIOB.
B raBepHe (nepsas cueHa I akta) repou broT
BUHO, UTpaloT B KapTel U OoyiauHr. U To,
U Ipyroe — caMmble paclpOCTPaHEHHBIE pa3-
BJICYCHUS Y aBCTPUUILIEB IEPBOU ITOJIOBUHBI
XIX Beka. K Tomy e pblliapu CHIIUIUNACKO-
ro xoponus u3 I nerictBus onepsl 3aMEHEHbI
Hectpoem Ha 4ieHOB CTpEIKOBOro oOIIe-
ctBa (Schiitzengesellschaft). 910 HE TPOCTO
yA0OHOE anbTepHATUBHOE MpeoOpa3oBaHue,
HO M METKas JAeTallb, KOMUUECKH aKLIEHTUPY-
o1asi JIFOOOBb KUTENIeH HEMEIKOS3bIYHBIX
CTpaH K OpraHu3aliy pa3In4yHbIX OOIIECTB
U KIyOOB (0COOEHHO BOCHHO-CIIOPTHUBHBIX )
Y YYacCTHIO B HUX.

OTtmeTuM emé OnHy JIOOOMBITHYI0 —
BPEMEHHYIO — JIETallb CIOXKETA, TOSBICHHE
KOTOPOM CBS3aHO UCKIIFOUNUTEIIBHO C BEHCKH-
MU pealnsaMU. bepTpam NOJKEH 3aKIII0YUTh
caenky ¢ Pobeprom He 10 OJTyHOUH, KaK 3TO
4acTO NPOUCXOAUT B CKa3Kax M JIETEHJAX,
a J10 IeCATH yacoB Beuepa. Takast HeoObIYHas
BpPEMEHHAS TOUYKa, BEPOSTHO, OOYCIIOBIICHA
TEM, 4TO OOIIECTBEHHO-/IEJIOBbIE 3aBE/ICHUS
BeHbl 3akpbIBaIMCh HE IO3AHEE HTOTO Yaca.
Brpouem, HecTpoit He BBINOIHSAET CBOU ke
3asBJICHHBIN «XpOHOC»: beprpam nposanu-
BAETCs B MPEUCIIOJIHIO, KOIJa Yachl ObIOT
21:45.

Baxnywo pons B mapomuu Hecrtpos
UTPAIOT HKCIIOJIb30BAHHBIE TOIOHUMBI. Tak,
JpaMaTypr HpH MEPEYNCICHUH JEHCTBYIO-
IIMX JIAL CBOEH MbECHI CTIEUATBHO OTMEYAET,
yto rocnoguH Qgon lonadum — OGorarsrii
Biajenen 3emens 6mu3 [lerepcropoda, a Jlu-
3epJib — KpEeCThsHKa U3 bpros.

[epxTonbacnopd'® — sipmapodHas Kom-
MyHa B ABCTpuM, B (enepaabHON 3emie
Hwuxnss ABCTpHUs, BXOIUT B COCTaB OKpyra

10 TTerepcnopdh — pasroBopHast popma ot IlepxTonbacaopd.
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Ménmunar. Emé ¢ napeBHUX BpeMEH 3Ta
Tepputopus ObUTa 3HAMEHUTAa CBOMMH BH-
HOTpaJHUKaMU M BHUHHBIMU TaBEPHAMH.
dakTUYeCKH, BUHOAEIHE HOPMUPYET CaMytO
KPYIHYI0O W 3HauuMylo cdepy SKOHOMHU-
K1 3TOro pervoHa. I[lockoiabKy M3-3a BUHA
MPOUCXOIAT OCHOBHBIC KOH(JIUKTHI U TIEPH-
MIETUH TAPOAUNHOTO CHOKETA, YIIOMUHAHHE
[lerepcaopdpa — onHa U3 sApKUX AeTanei,
MO3BOJIMBILIAs BEHCKOM MyOJIMKE TOro Bpe-
MEHH CBA3aTh KOMHUYECKYIO U COLUAIBHYIO
MOJIOTUIEKY THECHI C COOBITHSIMH, TPOUCXO-
JTUBIIMMHU MPAKTUYECKH BOKPYT HUX CaMUX.

Oro-Boctounee  Ilepxtonbacaopda
pacroyioKuiach M BTOpas M3 Ha3BaHHBIX
SIPMAapOYHbIX KOMMYH — XHHTEpPOPIOb.
B XIX Beke 3TOT pailoH nosib3oBaics 00Jb-
IO MOMYJSPHOCTHIO KakK JIETHUN KypopT
Cpeau TBOPYECKOM WHTEJUIMIE€HUUH BeHBI.
B uwacTHOCTH, 34€chb 4YacTo OTAbIXa-
mu  Jlrogur BaH berxoBeH, @paHIy
ly6ept, ®epaunanyg Paitmynn, Moranmn
Hectpoit u mHorue apyrue. I'maBHOU n0-
CTOIIPUMEUATEIbHOCTBIO 3TOTO TOpOJAKa
cuutaercs Holdrichsmiihle TpaKkTup,
rae, o nerenae, ly6ept namucan «Ilpe-
KpacHYyI0 MeTbHUUHXY» ',

JlelicTBe MapoauM pa3BOPAYMBACTCSA
B 3uOeHXupTeHe — OBbIBIICH HUKHEaB-
cTpuiickoii kommyHe (¢ 1938 roga — paiion
Bensr). Ceronnst 3uGeHXUPTEH BXOJIUT B CO-
ctaB Jluzunra (Liesing), 23-ro paiiona BeHsi.
A BuHHBIN TIOTped, TAe PobepT Hemocpen-
CTBEHHO CONPUKACAETCS C JEMOHUYECKUMU
cwiamMu (TiepefiellaHHasi ClieHa Ha MOTHUJIe
Pozanuu B pa3BajinHax MOHACTBIPS B OIle-
pe MeiiepOepa, III akr), pacmomaraercss Ha

" XoTs HUKaKHUX JA0Ka3aTCJIbCTB 3TOMY HCT.

TEPPUTOPUN SPMAPOYHON KOMMYHBI ['ym-
NOJIBJICKUPXEH, KoTopas, kak u [lerepcaopad,
CJIaBUTCSI CBOMMU BUHOTPATHUKAMHU.

[TogoOHO TOMY, Kak 3puTelnn Mewep-
OepOBCKOM  Omepbl  MOCEIIalT BMECTE
C TEpOsIMU 3HAYUMBIE JOCTONPUMEYATENb-
Hoctu Ilanepmsbl (Ckanbl Csitoii Upunsi,
MOHACTHIPh ¢ TpobHUIEeH CBaTol Po3anuu u
npyrue), Tak 1 Hectpoii BKiIrouaeT B CBOIO
MapoJMI0 KJIIOYEBble MecTta BeHbl, Hecy-
M€ B KOHTEKCTE CHOKETAa CUMBOJHUYECKHI
cMbIci. Tak, B 4YaCTHOCTH, CULMJIMMCKHUMI
BOCHHBIN Jlarepp, IJ€ HAYMHAKOT pPa3BO-
paurBaThCsi COOBITUSI  OMEphI, 3aMEHEH
npamatyproM Ha Tpaktup y JpsSBOIbCKOM
menbHUIBI (Teufelsmiihle) B 3ubenxupreHe
(ui1. 1). Y Takoe perieHre JIOTUYHO U OTIPaB-
naHHO! JIpsIBONBCKAsl MEIbHULA, BEPOSTHO,
Obl1a nmoctpoeHa B koHEe XV Beka. lIpen-
MOJIOKUTENIBHO, €€ HA3BAHUE MTPOUCXOAUT OT
dbamunnm Biaxenbia win apenaaropa. Of-
Hako B X VIII cronerun nosiBUiach JIereH/1a,
COINIACHO KOTOPOM OJIHWH W3 BIAJCIbLEB
yOUJI CBOIO JKE€HY Ha MEJIbHUIIE, TTOCIIE Yero
TaM CTaJId 3aMeUaTh JAbsIBOJILCKUM JyX U €T0
cnytaukoB'2. C XVIII Beka Ha MecTe Meb-
HULIBI pacrnojiarajicsi TPaKTUp, KOTOPBIM,
K coxayenuto, cropen B 1903 roxy'. Ilo-
TOMY HEYAMBUTEIBHO, YTO «OTIPABHOU
TOUYKOI» MapOJUU CTAHOBUTCS UMEHHO 3TO
MECTO, a €€ BIaJejel, BUIS YYUHEHHBIE
beprpamom BoseOHbIE MPOKA3bl, CUUTAET
WX BEIlaMU BIIOJIHE OOBIJICHHBIMU.

Emé omna nmocrompumedareabHOCTH
BeHbl, ¢ KOTOpON HEMOCPEICTBEHHO CBS-
3aH crokeT napoauu, — «lIpsaaunpinuna
y kpecta» (Die Spinnerin am Kreuz),

12 Cwm. nogpobuee: Die Teufelsmiihle am Wienerberg // Wiener Bilder. 26.01.1896. P. 6-7.
13 Teufelsmiihle [Onlinefassung]: Wien Geschichte Wiki.
URL: https://www.geschichtewiki.wien.gv.at/Teufelsm%C3%BChle (accessed: 06.05.2024).
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Wn. 1. ObsiBonbekas MenbhuLC B Bene. M3obpaxenme XIX Beka®
I1. 1. The Devil's Mill in Vienna. Depiction from the 19th Century

pacrioyararpmascss B CoBpeMeHHOM Be-
He-PaBoputeH'. D10 roTuyeckas oOeTHas
KOJIOHHA, ycTaHOBJIeHHas XaHcoMm Ilykc-
O6aymom B 1452 rogy. Ha Helt nzoOpaxeHsl
CIIEHBI KpecTHOTO ImyTu Xpucrta Ha ['onrody
(un. 2). CormnacHo nerenje, B CpeHue Beka
Ha 3TOM MECTE PacIoJIarajcsi KpecT, BO3JE
KOTOPOT'0 MOJIO/Iasl KEHILIMHA MHOTHE TOJbI
HEIMPECTaHHO Npsijia B OKUAaHUU BO3Bpallle-
HUS CBOEro Bo3JoOneHHoro u3 Kpecrosoro
noxoza'’. OKOHYaHWE ITOW HMCTOPHU pa3-
Hurcsa. [lo ogHOM BepcuM, NEBYILIKA TOXKE
OTIIPAaBWIACH B IOXOJ, Y3HAaB O IUJICHEHUH
cynpyra. [1o qpyroii, peiaps BepHyJIcs caM,
BCTPETUB CBOIO KEHY Y 3TOT0 KpPecTa.
Kakyto e ponp urpaer 3Tor mamsiTHUK
B napoaun Hecrtposa? Bo-nepBbIX, UMEHHO

3nech Jluzepnb oxumaeT (I0BOJIBHO A0JTO!)
nosiieHus PaiiMOonepnsi, 4ToObI BMeECTe
C HUM peajiu30BaTh CBOM IUIaH. B cBOEM
MOHOJIOTE€ OHa CETyeT Ha JJIUTENbHOE OT-
CYTCTBHE JIFOOMMOTO, TOIYTHO Pa3MBIIIISS
0 MaHepax COBPEMEHHBIX MY>KYMH B OTHO-
HIEHUSAX C JeBymkamu. BeiBoawl Jluzepns
HEYTEIINTENIbHBL: «...Bcskuil pa3, korga
BITFOONIEHHBIN TOOMBAJICS BCTPEUH B IIATH Ya-
COB TOMOY/JAHH, OH >KaXKJal e€ cpasy Mmocie
3aBTpaka; TEMepb Ke JeI0 CKOPO AOUAET 10
TOTO, YTO MY)KYMHBI OYyIyT 3aCTaBIsATh Hac
JKIaTh MO JBa 4aca, €CIIM Mbl XOTHM CJie-
nate ux cyacmiuBbiMi» (I, 5). Myxuunsl,
10 MHEHUI JInu3epnb, — MaHUIYIATOPBHI,
JIOOMBAIOIHAECS OT YKCHCKOTO I10JIa JIMIIb
YIOBJIETBOPEHUSI CBOMX JKeJIaHuU. M TOJIbKO

14 Die Teufelsmiihle am Wienerberg / Wiener Bilder. 26.01.1896. P. 6.
15 Mdasopuren (Favoriten) — IecATHIM paiioH BeHsI.

16 TIpsmmeiuna y kpecra // Iltpuriep D. BeHa: myTeBOANTEN.
URL: https://litresp.ru/chitat/ru/%D0%AS8/shtrigler-evelin/vena-putevoditelj ?ysclid=lsc04yvoS5p 15570627

(mara obpamenus: 06.05.2024).
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Wn. 2. HecTpott B 06pase beptpama
Boane «[TpsannbluyLbl y KpecTan”

Il. 2. Nestroy in the Guise of Bertram near
Die Spinnerin am Kreuz

K €€ MuioMy 1 BepHoMy PaiimOonepiio Bce
9TH pacCyKIeHUs He OTHOcATCs. Kak MOxKHO
NOHATb, HecTpoll ABHO NpoBOAUT mapai-
JIEJTb MEXKIY CBOEH IEpOMHEN U IEBYILIKOW 13
JIeTeH Ibl, NOAYEPKUBasi €€ BEPHOCTb JIIOOU-
MOMY YEJIOBEKY.

3necy xe mepen Jluzepnb BCTaér emié
OZIHA «CJIOXKHAs» JUJIEMMa — OCTaThbCs IIpe-
JaHHON cBoeMy Oyayuiemy Cymnpyry Wiu
NOJJAaThCsl «JIEMOHUYECKUM» vapaM bep-
Tpama. Komuccuonep mara, moHumasi, 4To
SBJISIETCS IIPUCTIEIIHUKOM aJia, HE YCTOSI IIe-
pen KECTKMM U OCTPBhIM CIJIOBLIOM JE€BYILIKU
B €I'0 aJIpec, U Teneph «MHPEpHANBHOE cepli-
1€, BOIOIIIEE B sIME TIOPOKA, OOJIMTOE CMOJIOH,
peByllee TJIaMEeHEeM U 3JI000#, MbUIaeT
K Hel ropsiuel, crpactHoi 1r00oBbioy» (11, 6).
VY Kpecra Jluzepnp ciydaiiHO MOACITyIIANa

KoBapHbIi 1iaH beprpama 3amanuts Pobep-
Ta HAa CTOPOHY 3JIOTO KOJIAyHA. A B IIOIBITKAaxX
olpaBlarbcs nepen Her beprpam npusHaéres
B CBOMX YyBCTBaxX, Ha 4YTO JEByLIKa pa3pa-
KAETC OCKOPOJIEHUSIMU U HPABOYUYECHUSIMU.
JUI NOJTHOTBI KAPTUHBI IPUBENEM ITOT IIpe-
KpPacHBIM M «MWIBII» «PasroBOp IO TyIIam»
B miotHOM 00BEMe (11, 7).

bepmpam: Te1 noacnymmsana?
Jluzepnw: Hy n uro nansuie?
bepmpam: Tpenewmn!

Jluzepns: KoHEYHO, HO HE CUJIBHO.

bepmpam: Tol pazxuraenib BO MHE CTPACTh
K TeOe, BOT 4TO JIeJIaeT TeOS CMEIIOM.

Juszepns: Uto? Bel BrobOnens! B MeHsa? Uto
K, TaKasi HAMTOPUCTOCTh JOJHKHA TOYHO TIPH-
KOHYUTH MCHSL.

bepmpam: Ilonenyit mens!
Juzepns: Yto? Bel nponomxkaere?

bepmpam (nacmoiiuuso): Uto xe MOXKET
CIIYYUTHCS U3-3a OTHOTO MaJICHBKOTO TIOIIe-
Tyi4yuKa HaeauHe?

Jluzepns: Y MEHS UX HE OCTaJIOCh, OHU BCE
npuHaaiiexkar moemy Paitmbozaepiio.

Bbepmpam: On 31oro He yBUAUT. Tak e, Kak u
BBI, KOT/Ia OH pa3faéT CBOM TOIIEITYH ITOBCIOY.

Juszepno (603mywénno, cosopum ouensb Obvi-
cmpo): O, xankuii OOHMOTHUCT'®, JOKUBBIN
KJICBETHUK, 51 HACKBO3b BU)KY 11€JIb K HAMEpE-
HUS 9TOM Ay THHBI OOMaHYMBOTO KOBapCTBa,
0eCcUYeCTHOM KIIEBEThI M BEpoOJOMCTBA. Thl
XOUeIllb Pa30pPBaTh Y3bl, CBSI3BIBAIOIIKE J[BA
HEMOPOYHBIX CEpJla, pa3pylIUTh 3aBET
T00BH, CKPEIUIEHHBIN HaBeku. Ho Tebe 310
HE yAacTCs, O HET, KOHEYHO, TOJIBKO HE 3TO.
TBou MIIaHBI U MOSI TFOOOBH — 3TO COBCEM
U3 IPYTOii OIIEPBI, 3TO SCHO KaK JICHb U HOYb,
KaK ThICSYa U OJIMH, KaK KyJIaK U IJ1as3.

17 Wagner R. Der Storenfried. Johann Nestroy — ein Theaterleben. Wien: Verlag Kremayr & Scheriau

KG, 2012. P. 59.
18 Octpsik (dpaHir.).
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Bbepmpam (6 cmopony): Y Heé poT Kak Meu.
({ pomxo) Tak mo3BoJab MHE CKa3aTh TeOe.
(On 60pye noém c noauvim OpKecmposvim
CONPOBOdNCOCHUEM MPEX MAKMO8 U3 OpUU-
nana'®) Tosopu, o JIuzepis, u npuay Ko MHE!

Juszepnb (6cé 6onee 603myuénHo u bblcmpo):
Momuute! Bbl XOTHUTE YCTPOUTH MHEpPeO
MHOM CIEKTaKJIb, HO He HaJo. 5l He yBakaio
YeJI0BEKa, KOTOPBIM X04eT pa3pyllIuTb MOM
Opak ¢ PaiiMOonepiem, y KOTOpOTo Ha yme
YTO-TO MOJ00HOE THYCHOE, TaIKO€ U OTBpa-
TUTENBHOE; BElb TOT, KTO OTOEPET y MEHs
Paiimbozep:si, ecTh HE KTO MHOMU, KaK IMOXHU-
TUTEIb MOETO CYACThsI, MOETO OJaXEHCTBA,
MOETO BOCTOpra, Moeii HeBOOOpasuMou pa-
JIOCTH ¥ MOETO HEBBIPA3UMOTr0 OJIa)KEHCTBA.
bepmpam: Ho, JInzepnsb, nociayman MeHs.
(On cnosa noém noo opkecmposbiti aKKom-
naHemMeHm mpéx mMaKkmos u3 OpUSUHANA)
T'oBopu, o JIuzepinsp, u npuan Ko MHe!

Juzepnv (ewé Ovicmpee, uem npedicoe):
3akpoii cBoit pot! Ceituac s Opourych B 00b-
atus moero PaiiMOoznepis u cKperuio Haii
CO03 HEXKHBIMU KJISITBAMH B JIFOOBH, YTOOBI
Thl OBLT MOCPaMIIEH CO CBOMMH >KaJKUMHU
HAMEPEHUSMHU U CTOsUI, cropas OT CThIJa,
MOKa MbI ¢ TPUYM(OM BXOIUM B Xpam Jit00-
BU, BEPHOCTH U JIOMAIITHETO CYACTHS.

N ecmu Jluzepnb BepHAa CBOMM BHY-
TPEHHUM YOCKICHUSIM, TO €€ JFOOMMBIN
Paitmboaepns cnab xapakrepom. [lo aToi
OpUYMHE, HAnpuMep, OH COMHEBAETCs
B CBOEH, SIBHO JCCIIOTUYHOM B OTHOIICHU-
SIX, JIEBYIIKE, TOBOPSI OTKPBITO, YTO Y HETO
€CTh TOJIBKO «CJIemas Bepa, MokKa s €€ BUXKY;
HO KakK TOJIbKO S HE BUXKY €€, OTPOMHBIE
comHenus: npuxoaat ko mue» (II, 10). Ho,

KaK OKa3bIBaCTCs, HU AYPHBIC CIJICTHU, HU
nects bepTpama He crOCOOHBI YTO-TO TIO-
MEHSTh B ero B3misaax. Ha 31o crocoOHbI
TOJIbKO JIeHbIW. Tak, 3a MeIoYeK JyKaToB,
BPYUEHHBIX KOMUCCHOHEpOM, PaitmOoaepib
orpekaetcs ot JIuzepinb y Kpecra. Takoe ko-
MUYECKOE IPOTHUBONOCTABICHUE KEHCKHUX
U MYXCKHUX IMEpPCOHa)KeH — JOBOJBHO TH-
NUYyHas yepra npousBeaeHuit Hecrpos.

KoneuHo xe, HecTpoeBckuii o0pa3 Bensl
He OblT ObI MOJIHBIM 0€3 XapaKTepPUCTUKHU
CIIELIUAJIBHBIX A3BIKOBBIX IPUEMOB. [ToMrmo
paHee ynomuHaemoro cyddukca -erl B ume-
HaxX TepoeB, ApaMaTypr MCHOJb3yeT CIIOBa,
CBSI3aHHBIE C IOKHOABCTPUICKUM M BEH-
CckuM auasnekrtaMu. Tak, beprpam, yrpoxas
Jluzepns (B ciyuae, ecinu Ta pacckaxeT Po-
OepTy 0 ero KOBapHbBIX MJIaHAX ), 3AIlyTUBACT
NEeBYLIKY cMepThio eé nexymku (Ahndl),
0abymku (Ahndl) u xpéctHoit (Godl),
yHnoTpeomsis 3TU CJIOBA BMECTO OOBIYHBIX
B HeMelKoM si3eike Grofivater, GrofSmutter
u Pate.

B peuun nepconaxeil Takxe 4acTo BCTpe-
qaroTcsi (Ppazeosoru3Mbl M Pa3roBOPHBIE
bpassl: das steht auf einem anderen Blatt
(IOCTIOBHO: 3TO HAMKMCAHO HA JIPYTOM JIUCTE
/ 3TO W3 Npyrou omepsl), wie Butter an der
Sonne bestehen (IOCIOBHO: KaK Macjo Ha
coJHIIe / croparh co cThia) u apyrue. On-
HAKO MPUMEHEHHUE TaKuX (PUryp pedu, paBHO
KaK U aBCTPHUICKOIO MAJIEKTa, XapaKTEPHO
JIHOO 11 IBHO KOMHUYECKHUX CIIE€H, JINOO IS
BOKaOyJsipa epCcoHaxeil HU3KOTo COlUalb-
HOro craryca. Takum o0pa3oM, sI3bIKOBas
¢bynkius B nbecax HecTpost 1oBoabHO pas-
HOOOpa3Ha.

1 B maprurype mox HomepoMm 17 (Robert der Teuxel: Parodie in 3 Akten / Musik von Adolf Miiller.
Von J. Nestroy. 1833. Wienbibliothek im Rathaus, MH 679. URL: https://resolver.obvsg.at/urn:nbn:at: AT-
WBR-666 Bogen 97 recto) mpucyTCTByeT Melompama, B KOTOPOH TpPEIACTaBICHBI TPH TaKTa W3 JydTa
beprpama m Amucer u3 III akta omepsl MeiiepOepa. B mepBouCcTOUHHMKE TeMa 3BYYHT B MapTHH beprpama
Ha cioBa «Pacckaxu MHe, pacckaxu MHe, Hy! Tol uTo-HHOYIEs BUnena? M HI4Iero He OBLTO CITBIITHO 7).
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«BeHCcKU aHTYpaX»
B My3blke A. Mionnepa

Komopur Benwsl nepema€rcs u uepes
My3bIKQJIbHOE  O(QOpPMIICHHE  CIIEKTaKIIS.
B ocnHoBHOM »3TO mpoucxoaut Onaroxa-
P HamMuMio OOJBIIOTO YHCIAa TAaHIEB
(Basibca, JeHJUIepa, KOTWIBOHA, TaJlomNa;
B [lpunokeHUM K MapTUType TaKxke IMpu-
CYTCTBYET KaJapuiab). B mnapomun oHHM
CBSI3aHbl C IOKa30M HH(EpPHAIbHBIX CHJI.
Tak, Hanpumep, B KOHIIE BTOPOTO aKTa, KOT-
na beprpam mnpusbiBaeT JEMOHOB U3 aja,
3BYYUT UX JETKUM U HENPUXOTIMBBIM «al-
ckuil Banbe» (Hollenwalzer), mepexonsiuii
3aTeM B HIyTIMBbIA ramorn®’. OTMETHM, 4TO
o00HO€e pelleHue cueHbl MIoiepoM co-
OTBETCTBYET MeliepOepoBCKoil omepe, Tie
B TPETbEM AaKTE€ TAKXKE IPHUCYTCTBYET IIO-
NOOHBIN «uH(EpHATBHBIN BajabCy». TaHIBI
3aHUMAIOT LIEHTPAJIbHOE MECTO U B CIICHE
B BUHHOM Tiorpede ['ymmonsackupxuep?!, e
TIOSIBJISAIOTCS IeMOHUYecKHe opuianTku. [1o
cyt, Mromiep cieayer TaBHO yCTOSIBIIEHCS
MY3bIKaJIbHON TPAJUIMU U300paKEHHS MOTY-
cTopoHHMX cuil. B [Ipunokennn k mapturype
NPHUBEIEH «TaHEI] THOMOB»??, KOTOPBIN Mpe/-
CTaBISIET COOOM I'POTECKHYIO MOJbKY-MapIIl.
TanueBabHy0 POy (B OOJBIIICH CTENCHN
BaJIbCa) UIMEIOT U MHOTHE BOKAJIbHBIE HOMEPA.

B T0 k€ caMoe BpeMsl CTOUT CKa3aTh, YTO
OPYTUX TUINUYHBIX AJI1 BEHCKOIO HapOAHO-
ro Tearpa KaHpoB B mapturype Miosiepa
npakTryecku HeT. KBomambeTsl, yacto BeTpe-
yaeMbple B Tnibecax Wiener Volkstheater,
B «Pobepre» OTCYTCTBYIOT (MX HET Aaxke
B [Ipunoxenun). Mouts, cTONb THOOUMBIIT aB-

CTPHUICKOM ITyOJTMKO, BCTPEUAETCs BCETro OJIH
pa3 — B pomance 3abesibl ¢ XopoM B caMoM
Hayasie Broporo akra. OnHako onpasiarb Ma-
JIO3HAYUTEIHHOE MPUCYTCTBUE OS] UMEHHO
B OTOW MapoJUM MOXKHO: MAapTHUI0 JOYEpH
Tonnadwuma ucnonusia skena Hectpost, Mapust
Baiinep, kotopast (He cuutasi €€ cynpyra) Obuia
eTMHCTBEHHON B TpyNIe MpoQecCHOHATBHOM
neBuIer. Takou CIIO)KHOW TEXHUKOW IEHMS
akTépbl HecTpost ckopee Bcero He BIAJEIH,
a MOTOMY ¥ 4acTO MUCATh HOTH KOMITO3UTOPY
He ObUIO HEOOXOIUMOCTH.

OTtMmeTuM TakkKe CIeAyroImuid (PakT: Kak
U B npenpiaymien napoauu Hectpos («bes-
nenpHUK [lamna, nnm I'uncoBas HeBecTay
[9]) mna cBsi3M TbeChl C TNEPBOUCTOYHU-
KOM Mioiep HCHONB3yeT MY3bIKaJIbHBIC
uutarel. Tak, Hampumep, B MeJIOApaMe,
HaIlMCAHHOMW JUIs IIEPBOTO NosiBieHus PaiiM-
0ozepiisi B MEPBOM aKTE€, 3BYYUT MOTHB €O
Oanmnaasl u3 onepsl. Ho monobnoe nutupo-
BaHHUE (PparMEHTapHO U PEJIKO.

Kak MOXHO 3aMeTUTh, MapTutypa Mriosi-
Jepa yOAuHO BIMCHIBAETCA B KOHLENT
«MY3BIKH KakK TeKcTa» (cM. moapobuee: [10,
c. 14]), cnocoOcTByOMINIA B TAHHOM CTy4ae
[TyOOKOMY pacKphITHIO Torioca BeHbl B nibe-
ce Hecrpos.

3aknioyeHue

Takum 00pazoM, OOBEKTOM MapOIUH U
carupbl HecTpost B ero nmpece CTaHOBUTCS HE
CTOJIbKO M30paHHBIA NEPBOMCTOYHHK, OIIe-
pa Meiitepbepa, ckonbko Bena, e€ xurenu u
UX JKU3HEHHBIA yKiaj. YToObl COOTBETCTBO-
BaTh BKycaM IyOJIMKH, JpamMaTypr NepeHOCUT

2 B TIpuiaoKeHHH K MApTUType MMEETCsl PACIIUPEHHBIA W 00Jjiee pa3BUTHIA B MY3bIKAJBHOM ILUIaHE

BapHaHT 3TOro BaJibCa.

2l He MoXeM He OTMETHTH CXOJKECTh 3TOM CIIEHBI CO 3HAMEHHTOM CIEHOH B morpebke Ayspbaxa u3

«Paycra» ['€te.

22 Tlo u30panHO#t (pakType, TUITY IBHKCHUS M UCTIOIB30BAHUIO XPOMATH3MOB U TUpAT « TaHEeI THOMOBY»
Mionnepa HalmoMIHAET OMHOMMEHHOE Tpon3Benenue J. ['pura.
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nerictBo «PobepTay B CTOb 3HAKOMBIH [T HUX
BEHCKUI1 IPUTOPO/I U JEJIAET U3 T€POEB UCTUH-
HBIX aBCTPUHIIEB, TAK ITOXOKUX HA 3pUTEIIEU
Tearpa. Ero mepcoHa)ku roBOpST TakuM K€
SI3BIKOM, OOCYXIAIOT KU3HEHHbIE U OBITOBBIC
TPYAHOCTH, TOJUTHYECKUE, SIKOHOMHUECKHE,
COLMAJIbHBIE MPOOJIEMBbI, KaXIOJHEBHO BOJI-
HYIOIIIHE BEHLIEB, TOCEIIAIOT 3HAKOMBIE MECTA
U JOCTONPUMEYATENLHOCTH, YAAYHO BIIH-
CBIBAIOIIMECS B KOHTEKCT IIOBECTBOBAHMS,
Y TIPOBOZSAT CBOM IOCYT KaK TUITWYHBIE KUTE-
JI1 aBCTPUMCKOM crosvupbl. [J1aBHas 3amada,
koTtopas crout nepex Hectpoem, — nokaszarb
BEHIaM, KaK/€ OHU €CTh Ha CaMOM JIEJIE.
My3bikanbHO€  OQOpPMIICHHE  TOJBKO
nmonuépkuBaeT aHtrypax Bensl. Mromep

B ONpeleEHHON CTENEeHU OKazajcs «3a-
JIO)KHUKOM TOJIOKEHHUS»: MY3bIKa, KOTOPYIO
nucaJii KOMIO3UTOpPbI [Isi mibec Wiener
Volkstheater, daxTuuecku M0KHA ObLIa
BBINOJIHATH BCETO JIMIIb OAHY (PYyHKIMIO —
o0s13aTennbHO HpaBUThCS myonuke. [loatomy
Mromep HCIONB3yeT THIWYHBIE IS BEH-
CKOM TOpPOJICKON KyJbTYphbl TaHIEBAJIbHbIE
JKaHpbl (B MEPBYIO OYEpENb BajbC), Maplll,
3JIEMEHTHI oauia. BokanbHbie HoOMepa 1100
TaK)Ke UMEIOT TAHLIEBAJIbHYIO IPUPOAY, THO0
UX MEJOAUU MPOCTHI, OTYACTU HAIIOMHUHAS
MeJOoC, XapaKTepHbI A1 Hemenkoro Lied.
Bc€ »T0 Takke cmocoOCTBYET PacKpBITHIO
oOpa3a Bensl kak Becé€noro, KkU3HEpasoCT-
HOT'0, UTPUBOTO U 0€33a00THOTO ropoja.
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KaTanoru n npenckypaHTbl HOTOU3[ATENbCKONU GUPMDI
«Onuim NreHpux Uummepman»:
OpPraHu3aums, peKNnaMHbieé MEXAHU3Mbl, ACCOPTUMEHT
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Annomayua. Hotousnarensckoe 1eno Bropoil nonoBuHsl XIX — Havana XX Beka — OIHO U3
MHTEPECHEHIINX SBJICHUA B OTEUECTBEHHOM KYNIBTYpe, MO3BOJIIOIIEE POAHAIN3UPOBATh CIELU(UKY
€ro pa3BUTUS U HEOOBATHBIM HayuyHBIN Tuana3oH. B craTbe uccienyroTcs pekiamMHas NpoayKLus,
NEPUOMUECKHE KATaJIOTU M NPEeHCKYpaHThl OTACIBHOIO MOJUTPpapUUECKOro MpeanpusaTs, 1, KaK
pe3yJsbTar, BO3HUKAET HEOOXOAUMOCTh LIEJIOCTHOTO BOCHPUSATHS MIPOU3BOJUMOIO aCCOPTUMEHTa U
psina ero ocodeHHoctel. Kak npaBuio, 3T0 CBA3bIBAETCS ¢ KOMMEPYECKUMHU MHTEpPECaMu MPOQUIbHBIX
(bupM, BBIITyCKABIIUX U PEAIN30BBIBABLINX HOTOU3ATENbCKYIO TPOTYKIHIO, PIHOYHON CUTYyallueEH,
OOBEKTUBHBIMU M CYOBEKTHUBHBIMHU (pakTopamu uctopuyeckoro nepuona. MznparensctBo «tOnuit
I'enpux [lumMMmepman» — InAEp MPOMBILIIEHHOTO CETMEHTA, IPUMEHSBIINH [TEPEI0BbIE TEXHOJIOTUN
B M3TOTOBJIECHHWU W peaNu3alM HOTHOH JuTepaTypbl. Macimitad 3Toi NesSTeNbHOCTU B IOJHOU
Mepe oTpak€H B XpaHsuuxcs B Gponaax Poccuiickoil rocyiapcTBeHHON OMOIMOTEKN CHELMAIBHBIX
Karajiorax (cofeprkalyx LIeHHbIH MaTepuai 00 UX KyJIbTYpPHOM Mpoduie, 5)KOHOMUYECKHX CTPATEeTUsIX,
PEKJIaMHBIX MEXaHU3MaX U XY/I0KECTBEHHOM COCTaBJIAIOIIEH) Kak 00001atoIeM npumepe padoThl
MHOTHX KOHKYPEHTHBIX NPEANpUATUN. B 1IeHTpe BHUMaHMs — KaTajord, OXBaTbIBAIOLINE NIEPUOL
c 1885 mo 1911 rog — Bpems cO3aHUSI CUCTEMHOHN CETEBOM TOPrOBIIM, OTKPBITUS MWHOCTPAHHBIX
OTACIICHUM, 3aBOEBAaHUS YCTOMYMBOIO MEXKIYHAapOAHOIO aBTOPUTETA. PaccMOTpeHHME IaHHBIX
00pa31oB MO3BOJISET MOHITH AITOPUTMBI OTYUECHHUS AEHEKHOM MPUOBIIN 1 MApKETUHIOBBIE XOIbI,
BOCTpEOOBaHHbIE U B HACTOSAIIEE BPEMS.

Knirouesvie cnoga: 10. I. llummepmaH, HOTOM3IATENbCKOE €10 B Poccuu, My3bIKalbHbBIE
MarasuHsl, TOProBast OJINTUKA HOTOU31aTeNIen

Jna yumuposanusa: Panzeukas O. B. Karanoru u npelickypaHTbl HOTOU3AATENbCKON (GUPMBI
«tOmmit I'enpux Llummepman»: opranu3anys, pekjJaMHble MEXaHU3Mbl, aCCOPTUMEHT (U3 (oHI0B
Poccwuiickoit rocynapctBenHoit 6nbnuorexn) // [Ipobnemsl My3bikanbHol Hayku / Music Scholarship.
2024. Ne 2. C. 84-99. https://doi.org/10.56620/2782-3598.2024.2.084-099

© Panmzenkas O. B., 2024
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of the Music Publishing Company “Julius Heinrich Zimmerman":
Organization, Advertising Mechanisms and Trade Assortment
(from the Collections of the Russian State Library)
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Institute “Academy of Maimonides, ”

Moscow, Russian Federation,
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Abstract: The music publishing business of the second half of the 19th and the early
20th centuries is one of the most interesting phenomena in Russian culture that makes
it possible for us to analyze the specific features of its spatial and temporal development
and a vast scholarly range. The article examines the advertising materials, periodical catalogues
and price lists of individual printing company, and as a result the necessity arises for a holistic
perception of the manufactured assortment and a certain number of its features. As a rule,
this is associated with the commercial interests of specialized firms that published and sold musical
scores and books about music, the situation in the market of that time, as well as the objective
and subjective factors of historical time. The publishing house “Julius Heinrich Zimmerman” was
the leader of the industrial segment that made use of advanced technologies in the publishing
and sales of sheet music. The scale of this activity is fully reflected in the special catalogues
preserved in the funds of the Russian State Library (containing valuable material about their
cultural profile, economic strategies, advertising mechanisms and artistic components) —
a generalizing example of the work of many competitive enterprises. The focus of our attention lies
on catalogues covering the time period between 1885 and 1911 — the time period of the creation
of a systemic network trade, the opening of branches in other countries, and the achievement
of a stable international reputation. Examination of these samples makes it possible to understand
the algorithms of obtaining monetary profit and marketing moves that are also on demand
at the present time.

Keywords: Julius Heinrich Zimmerman, music publishing business in Russia, musical stores,
trade policies of music publishers

For citation: Radzetskaya O. V. Catalogues and Price Lists of the Music Publishing Company
“Julius Heinrich Zimmerman”: Organization, Advertising Mechanisms and Trade Assortment
(from the Collections of the Russian State Library). Problemy muzykal'noi nauki / Music Scholarship.
2024. No. 2, pp. 84-99. (In Russ.) https://doi.org/10.56620/2782-3598.2024.2.084-099
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BeepeHune

Bo Bropon nonosune XIX Beka B Ipo-
MBIIIJIEHHOW cpenie yxke cPOopMUPOBAIUCH
omnpeneiEHHbIE KaHOHBI M alITOPUTMBI,
3apeKOMeHI0BaBIIne cebs Kak 3(pPeKTUB-
Hble MeXaHu3Mbl npoaax. Mx cneuuduxa,
KauecTBO U O0bEM OPUEHTHPOBAIUCH Ha
pa3IuYHbIE COLMAJIbHBIE CIIOM HACEJICHUS
U ABJISTTUCH MPSIMBIM OTPAKEHUEM KOHBIOH-
KTYpbI U TOPTOBOM MOJUTUKH, YCTOMYNBBIMU
BEKTOPaMH 3KOHOMMYECKOTO JIBUIKEHMUS.
be3ycnoBHBIM JMAEPCTBOM B 3TOM IIPO-
necce oOnaganw KpymHEHIme QGUPMBI
«II. FOprencon», «A. I'yrxeinnby, «tOnmii
Ilenpux Hummepman»', «M. I1. benses»
(“M. P. Belaieft”) B Jleitnmure, «B. B. bec-
cenby, (opMmupoBaBIIMe KYIBTYypPHBII
naHAmadT HOTOU3AATENBCKOTO Jena.

[Tpodunsabie nccnenoBanus . Jlomtesa,
nocsménnbie upme «tO. I [ummepmany,
ONMKCHIBAIOT TPUOPUTETHBIE HAMPABICHUS
paboThl M3IATENHCTBA, €r0 IENH U 3aja-
g (cM., Hampumep: [1; 2; 3; 4]). B Hux
NOTYEPKUBAETCS, YTO «...KOMMEpPYECKHE
cTpareru B (OPMUPOBAHUHM ACCOPTUMEH-
Ta, B ONITUMU3ALIMH 3aTPaT HAa IPOU3BOICTBO
nojaurpauuecko MNpoOAyKUHUH, HaKO-
Hell, B BBICTpPAaUBAaHUU B3aMMOOTHOILIEHUMN
C KJIFOUEBBIMM ISl U3/1aTEIbCKOM MOJIUTUKA
aBTOopamu obecrneunsiv L{ummepmany Bbico-
KYIO0 KOHKYPEHTOCIIOCOOHOCTh U MPU3HAHUE
MY3bIKaJIbHOW O0II€eCTBEHHOCTH Kak B Poc-
cuu, Tak u B 'epmanumn» [1, c. 198]. lannas
CTaThsl CBA3BIBACTCS C NEPUOOUUECKUMU Ka-
manozamu upmer «FO. I Lummepmany,

I JTanee no tekcty — «lO. I. [Tummepmany.

4TO SABJIICTCA HOBBIM PAKYpPCOM 3aIdaHHOTIO
HAQY4YHOI'O0 HAITpaBJICHUA.

HoTtouspatenbckas pupma
«tOnuin lfeHpux LummepmaH»:
$YHKLMOHANbHbIE OCHOBBI
M TEXHONOMUM NPOJAAX

VYenex, comyrcTtBoBaBmui [lummepma-
Hy Ha POCCHUMCKOM H 3allafHOEBPOIEHCKOM
pBIHKaX, 3aCTaBisieT MOAPOOHEEe 0OpaTUTh-
€A K TEXHOJIOTHSIM IPOJAX TOrO BPEMEHH.
B cBoém wuccnenosanum JI. JlomTeB yka-
3bIBACT HA «CUCTEMY KOMOMHUPOBAHHOTO
aCCOPTUMEHTa» [TaM 3Ke€]|, MO3BOJISIOLLYIO
OBICTPO peaTM30BBIBATH MAJIOXOI0BOM TOBAP
U KOMIIEHCHPOBAaTh MOTEPH 3a CUET YBEIU-
YeHHs] TUPAXKHOTO 00bEMA C MOCTENEHHBIM
BBIXOZIOM Ha IUIAHUPYEMYIO JIOXOJHOCTb.
OPGhHeKTUBHOCTh JaHHOW CXEMBI CIIO-
COOCTBYET YKPEIUICHHUIO 3KOHOMHYECKUX
rokasaTesiei, pocTy MPOU3BOACTBEHHBIX
MOIIIHOCTEM, a B LIEJIOM U JEJTOBOM pemyTa-
UU QUPMBIL.

JI. YannmaeBa momuépkuBaer: «...Hop-
MHUpPOBAHUE HA O3TOW OCHOBE CHUCTEMBI
XO35TUCTBOBAHMS TPOUCXOAUT IO BIIUSIHU-
€M UCTOPUUYECKHUX ITPOLIECCOB, OTPAKAIOIINX
YPOBEHb MaT€pUaIbHOTO U SKOHOMUYECKOTO
cocTostHus o0IIecTBa»®. B 6oree mmpokom
MMOHUMAaHUU BO B3aMMOJICHICTBUU UCKYCCTBA
U KamuTaja ocoboe 3ByuaHue mpuolOperaer
KyJIbTypHast TpaHcopmaiusi oOIIeCTBEH-
HOT'O CO3HAHUS U, KaK CJIEJICTBUE, PACTYIIHMA
WHTEpPEC K MY3bIKE U MY3BIKQJIHBHOMY 00-
pasoBanuio’. [loHMMaHWe 3TOM CHUTYyallWH,
miy0okue  mpodeccHOHANbHBIE — 3HAHUS

2 Yanmaesa JI. A. DxoHomuKa npeanpusTus: yueouuk. M.: FOpaiit, 2011. C. 13.

3

CaMbIM H3BECTHBIM HPUMEPOM 37€Ch CIYXHT OTKpbiTHe B 1859 romy Pycckoro mysbIkaabHOTO

obmectsa, [lerepOyprckoit (1862) m MockoBckoii (1866) koHCepBaTOpHi TPH aKTUBHOM YYacTHH B UX

paboTe 0TeYeCTBEHHBIX HOTOM3AATEIICH.
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U KOMMEpYECKass HWHTYHUIUS TO3BOJIMIIN
[MummepmaHy co30aTh  YHHUBEpPCAJbHBIM
(VHAHCOBBI MEXaHWU3M, OTIMYHO 3aPEKO-
MEH/JIOBaBIINM ce0s1 HA PA3TUYHBIX dTarax
KH3HU TIPEINPUATHI' ¥ CMEHAX COIHallb-
HO-00IIIECTBEHHOTO CTPOSL.

Y [ummepmaHa «KOMOMHHPOBaHHBIN
aCCOPTUMEHT» MOJIYUYUJI HIMPOKOE pacIpo-
CTpaHEHHE TyTEM BHEAPCHUS B CHEIUPUKY
€ro JACsTeIbHOCTH Pa3HOOOpPa3HBIX BEKTO-
pPOB TPOU3BOACTBA — HOTOM3ATENIbCTBA,
MY3bIKQJIbHBIX HHCTPYMEHTOB, aKceccya-
POB M TPAMIUIACTHUHOK, IOJIb30BABIINXCS
OOJIBIIUM CITPOCOM Y OT€UECTBEHHBIX U 3a-
pyOexxHbIX moTrpeduteneir. O603HaYECHHBIN
MIPUHIIUIT X035 M CTBOBAHUS IEMOHCTPUPOBAIT
COBPEMEHHBIN MOJXO0/ K pa3paboTKe HKOHO-
MUYECKOW KOHUEMLIHUHU OTPACIU U JIBUTAJICS
K €€ YHHBEpCaTbHOW MOJEH, CIIOCOOHOMN
BBIJIEP)KUBATh HECTAOMJIHBHOCTh PHIHOYHBIX
CUTYaIUU.

Ha myts k 3TUM nOCTHXEHHSIM (upMa
«fO. I. Ilummepman» mnpolIa HECKOJb-
KO »TanoB. B Hauane cBoeHd POCCUUCKOMN
Kapbepbl €€ Blajenel] PYKOBOACTBOBAJ-
Csi KpaillHE MPOCTHIMH M KJIACCUUYECKUMHU
METOJJaMU TOJXy4YeHHUs] OBICTPBIX MaTepu-
anpHbIX BIToA. l. JIoMTEB yKa3bIBaeT, 4To
nocne 1875 roga, octaBuB paboty (uHaH-
coBoro ciyxariero B «Mendelssohn & Co»,
[MummepmaH cocpegoTOUMIICd Ha pacipo-
CTpaHEHUHU «HETOPOTUX HOT U MY3BIKATbHBIX
WHCTPYMEHTOB, KOTOPbIE OH 3aKYNAJl HeOO0lb-
wumu napmuamu 8 I epmanuu [KypcuB MOM.

4

OTHOIIICHUH,

— O. P.]. Ocobenno npuOBUILHOM OKa-
3ajach TMpojAa)ka TrapMOHHUK, Oiaromaps
YyeMy B KpaTyailllue CpPOKU CKOIHJIUCH
JIOCTATOYHbIE CPEICTBA ISl AAJbHEUIINX
WHBECTHIUNY [2, c. 51].

Emé omHMM BaXHBIM IIaroM Ha MyTH
K MarepuajbHOMY OJaromoixy4yuio CTaiu
OO0JbIIKME TUPAKHBIE OOBEMBI U3TAHUMN «JIET-
kom» My3biku. Jl. JloMTeB momu€pkuBaer,
YTO C 3TUMHU MacIITabaMu MOTIIU MOCTIOPUTH
TOJILKO Y4€OHO-METOAMYECKHE, ITearoruyie-
CKHME MaTepualibl, KOTOPBIE C CAMOI0 Hayaja
JEATEIbHOCTH NPEINPUATUS OTHOCHIIUCH
«K TIPEINOJIAaraeMbIM B €r0 TOPTrOBBIX (PHITH-
ajax MHCTPYMEHTaM, CHayaja MMIIOPTHBIM,
a ¢ 1883 roga uU3roToBIE€HHBIM B COOCTBEH-
HBIX MacTEpPCKUX» [TaM xke, ¢. 52].

Takum o0pazoM, MHUHUMHU3AUUS QU-
HAHCOBBIX PHUCKOB NyTEM 000cOOIEHUS
CTPYKTYPHBIX TIOZIpa3/IeNieHui (PUPMBI SIBIJIACH
oonpmmM BkJIaioM [{ummepmana B pa3Butue
HOTOM3AATENILCKON TTPOMBIIIJIEHHOCTH, O3Ha-
MEHOBABIIIUM €€ HOBbIM UCTOPUYECKUM JTall.

B 1886 rony npennpuHuMarens BEpHYICS
Ha pouHy B I epMaHuto, mepeHecs HeHTpaslb-
HOE MPEICTaBUTENLCTBO B Jlednuur. DT0
pEelIeHNE HUKAK HE CBA3BIBAJIOCH C TPAAULIMEH
3aKpBITHSI WJIH TIEPETPOIaKH CBOETO OHM3Heca
B Poccun mpu mocTikeHUM CTaOWIBHOTO
MaTepUaJIbLHOTO OJIATOIIOTYYH S .

®upma pacimpsiia CBOK0 KOMMEPYECKYIO
reorpaduio B pyciie o0IEeMUPOBOM TEH/ICH-
MU, KorAa, o BelpaxkeHnto B. denoroBou,
«...3aMEeTHOM (purypoit kanuranausma B 3TOT

«IpennpusiTie — OCHOBHOE 3BEHO SKOHOMUKH — MPEJCTABICHO KaK YYACTHUK MPOU3BOACTBEHHBIX
OCYLIECTBISIONIEe MNPEANPUHUMATEIBCKYIO JEATeIbHOCTh B BUAE 000C00IeHHON

MPOM3BOACTBEHHO-X03SICTBEHHON €IMHHIBI ONpeAeIEHHON OpraHu3aloHHO-TIpaBoBol (opmbl. Ero
OCHOBHas 1Ie7Ib — TonydeHune npuosun». Cm.: Yangaesa JI. A. Ykas. cou. C. 13.

5

B kauectBe npumepa peus Mmoxxet uath o M. J1. epcrendepre, mocie cemunerHero npeObiBanust B Poccun

BepHyBIIeMca o0paTHo B ['epmanunio. O mogoOHOM MoAeny MOBEACHUS! HHOCTPAHHBIX MpeNnpuHIMaTeIeH
nuieT B cBoeit padote b. FOprencon. Cum.: FOprencon b. I1. Ouepk ucropun Hotoneuaranusi. M.: ['oc. u3a-Bo.
My3bIkanbHbI cexTop, 1928. 188 c.
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Mepuoj CTal ,,KOHOMHYECKUH YEeI0BEK"
<...> HAealbHBIM TUIN KaMTAJIUCTa, pac-
MPOCTpaHseMbIid 10/l 3HAMEHEM YycIiexa U
pallMOHATLHOCTA Ha JPYTMX YYaCTHHKOB
KalMTaJMCTHUECKOro mpou3BoacTBay®. Ilo-
HATHO, YTO B 3TOM PaKypce JeATelbHOCTb
W3/1aTeNIbCTBA SIBJISJIACH HE TOJIBKO OTpa)e-
HHUEM OIPEICIEHHON COLMAIIBHON CUCTEMBI.
SIBHBIN IIEepeBEC MaTepUaIbHOIO HaJ TBOP-
YECKUM HHKOTJA HE HUCKJIIOYall UX CHHTE3a
Ha YT K 100an3aluu 1eJI0BOr0 UMUDKA.
IIpucyrcrBue llummepmana Ha MHMPOBOM
HOTOU3/IATEIBCKOM PBIHKE YBEJIMYMIIOCH JI0
MUJUTHOHHBIX TUPAXKEH, BBITY CKa€MBbIX 110 00e
CTOpPOHBI OKE€aHa (aMEpUKAHCKUI MapTHEP
— xommanns G. Schirmer B Hpio-Hopke),
a y4yaCcTHE B MEXIyHapOJHBIX BBICTABKaX
CTaJI0 TOCTOSIHHBIM U CYIIECTBEHHO PE3YJib-
TATUBHBIM C IMOJYYEHUEM 30JI0ThIX MENAJICH
3a MIHCTPYMEHTHI, mpou3BoauMele «Jul. Heinr.
Zimmermanny’.

ITocne 1886 roma nenoBas pemyranus
[Mummepmana Ha 3amajge 4pe3BbIYAIHO
OKperuia Onaromapsi M3IaHWI0 COYMHEHHIM
M. banakupesa, C. Jlsnynosa, II. Krowu,
A. I'peuanunoBa, a motom u H. Metnepa®.
[Tonynsipu3anusi My3bIKM OTE€UECTBEHHBIX
KOMIIO3UTOPOB 3a pPyOexkoM OJIaroTBOPHO
CKa3blBajach Ha O(QUIHUATBEHOM HMHJIKE
KOMITaHUU. B MeK1yHapo1HOM COOOIIIECTRE,
ocobenHo mnocie 1917 roma, 3TOT BEKTOP
MOT CIYXHUTh «IPOITyCKOM» B MHUDP O0JIb-
moro OusHeca. bmarogapst mpeanpuHATHIM

6

MepaM macTad gesrensHoctH «Jul. Heinr.
Zimmermanny 3aKOHOMEPHO yBEIHUMUBAJICS
Y CTAHOBWJICS B OJIUH PSiJ C KPYIMHEUIIUMHU
TPaHCHAIIMOHAJIbHBIMUA KOPIOPALIUSIMHU.
[TpyurHHO-CIIEACTBEHHBIE TPAECKTOPUU
BHYTPEHHEW U BHEIIHEW MOJUTUKH (PUPMBI
HE HOCHJIM Xa0TH4eCKOro xapakrepa. Hampsi-
*KEHHAs KOHKypeHTHas 00phOa M3HAYaIbHO
crocoOcTBOBaia MOUCKaM 3(PPEKTUBHOTO
pactipeneieHuss OCHOBHBIX M OOOPOTHBIX
CPE/ICTB, CKPYMYJIE3HOMY TMOACUETY Ma-
TEPUATIBHBIX PECYpPCOB, HMX TIPAMOTHOMY
BJIOKEHUIO U MCIOJNb30BaHuI0. [[pyras crto-
pOHa BONpoOca 3aKioyanach B Iepexoje
Ha WHbIE (YHKIIMOHAJIHbIE OCHOBBI C OT-
Ka30M OT PEaKTUBHOM CXEMbl YIPaBICHUS
(kak ~ OTKJIMKOM Ha  MPOM3OIICIIINE
COOBITHSI) U BHEIPEHHEM CHCTEMBI ILia-
HUPOBAHUS, aHAJIU3a U IPOTHO3UPOBAHUS.
B coBpemeHHOM 3By4aHUU — «B pa3padbOTKe
U TMPAKTUYECKOM OCYIIECTBICHUHU ILia-
HOB, OIPEACISIOMUX OymayIiee COCTOSHUE
AKOHOMHUYECKOW CUCTEMBI, a TAKXKE IyTEH,
CIIOCOOOB U CPEJICTB €T0 JTOCTHIKCHHS’.

Katanoru HoTonspaTenbckon
¢upMbl «tOnuin feHpux LLuMmepMaH»:
TOProsas NOAUTUKA, MAPKETUHIOBbIE XOAbI
U PeKSIaMHbIE MEXAHU3MbI

Karanmoru HOTHOM NPOAYKLIUU
«tO. I'. [lummepmaH» MO3BOJISIOT YaCTUYHO
MIPOCJIEIUTh TUHAMUKY U3aBa€MOI0 accop-
TUMEHTA U TOPTOBYIO MOJIUTUKY (HUPMBI HA

®enoropa B. I, KommakoB B. A., ®emoroa H. H. I[moGanbHBIN KanmuTaau3M: TPHU BEIUKHE

Tpancopmannu. M.: Kynsrypaas pesomtonus, 2008. C. 197.

7

B 1904 rony ¢upmoti Obuta mpuodOperena (oprenuanHas ¢dadpuka [ duamepa ¢ mociaenyrommm

BBIITYCKOM UHCTPYMEHTOB IO €€ IPEKHUM HaUMEHOBAaHUEM.

8

HUcropuu u toproeoii crpareruut ¢upmsl «HOmmii Tenpux LipmMepmany, TpOM3BOAUMOMY aCCOPTUMEHTY,

B3aUMOCBA3AM «KOMITO3UTOP — HU3AATCIBCTBO — KOMIIO3UTOP» U APYTUM HpO(bI/IHI)HI)IM TEMaM ITOCBAIICHBI

yrnoMsHyThie paboTsl [. Jlomresa.
9

M.: Bepumna, 2015. C. 30.

O’JIupu JI. ERP-cuctemsl. CoBpeMEHHOE IUIaHHPOBAHUE U YIPABICHHE PECypcaMu NMpennpUsTHs.
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MPOTSDKEHUH  OMPENIENIEHHOTO  MCTOpUYe-
ckoro Bpemenu'’. I3 Hux ciemyert, 4to 10 U
IocJe nepeesga B JISUNuur, peopranu3anuu
LIEHTpa U OTKphITHS dunuaioB [{[ummepman
BBIMMyCKaJl O0IlME KaTajlord U MX TeMaTu-
YECKUE CEpPUU: AJII OPKECTPOBBIX TPYII U
OTJICTIbHBIX MHCTPYMEHTOB. B COBOKymHO-
CTH OHU BBIXO/IMJIH M1OJ1 3ar0J0BKOM «OO0IHit
IIOJIHBIA KaTajorl HOT HOTHOM TOPIOBIIH
u u3ganusg HoT “FOmmit 'enpux Lummep-
MaH’». Kaxkaplil U3 HUX HACUUTBIBAJ Pa3HOE
KOJINYECTBO MOATPYII, B ILEJIOM [0 JIBE-
Haguatu''. B orpoMHOM pasHooOpasuu
HAaUMEHOBaHUI (PUTypUpOBaNIM COYMHEHUS
JUISE BOGHHOTO XOpa, MeHus, (prucrapMoHuH,
rutapsel, gemépble «M3nanusa Llummepman»
U 1p. B oqHOM M3 cambIX paHHMX Karalo-
roB — a5 pucrapmonuu (moxarpymnma Ne 4)
3a 1885 rox — yxe npucCyTCTBYET TpaaHLIU-
OHHBIH MOPSAIOK HyMepaIuu'

WHTepecHbIM SBISETCS PEKIAMHBIA Ma-
TepUall B U3JAHUSIX, MTOCICIOBABIINX MOCIE
«mepees3aa» rI1aBHOM KOHTOPbI B JIewniur. Ka-
Tanor 3a 1887 rox BEIMISIAUT HEOOBLIKHOBEHHO
KpacoyHO JIJIsl «CKYIOro» Ha o¢opMIICHHE
TeXHUYeCcKor nureparypsl [lummepmana.
TUTYIBHBIA JIMCT YKpPAILLEH HapsIHON paM-
KOW, OYKBEHHbBII TEKCT HaOpaH OCOObIM
«mapaaHeiMy» mpudrom. LlenTpanbHas yacTb
WUIIOCTPUPOBAHA HOTHBIM CTAHOM C HUC-
XOISIIMMU  CeKBEeHIMAMHU «KamapuHCKoi»,
C IUBIYIMMH (UTYypKaMU CKPUIIMYHOTO
u OacoBoro kiouel, HOT W may3. Cpemu
TOPTOBBIX IUIOMIA/IOK Ha PYCCKOM M HEMeEIl-
KoM si3bike ykazaHusbl: C.-IletepOypr, Mocksa
n Jlewrmur®® (cm. wi. 1 u 2).

wea .y

- T o P T T e e e S

L < - A/
» o/,

. amazors |
MB’?LH’MH[MXL COYHHEAIA f
WO TERPAYS DAMMEPMARD,

: T Y
% 4
94 2. O
%ty ,,_,5

| Tamiee
¢ MOSIKALIEN VERLAGES
fg 0. BEI. ZMERMANY.

SALTERSBERG
Cr. Marskags, W 36 5. 42

prr TR

‘- CAETEPEYPIS, 1
Cosmuss Moptads, W 36 « 42

MOCKEA, £ MOSEAY
Nysnonslh wocry, 2 Vopsowrars. [ Schmbadebrbchn, Wass Vorletciy

AsRnunry, LEiIrnie
Kasputysces, 2618 Quarsicisse, W 26 28,

AR )

A CAETEFLY V')
ai Tune-Xpomozwrorpadis A. W. Tysumess, Ovpensmnsa, 12
A 7.

Wn. 1. Katanor My3blKanbHbIX COYMHEHMIT M3AAHMS
«lOnui TeHpux LinmmepMany, 1887, TUTynbHBIA nCT
Il.1. Catalogue of Musical Compositions Published
in the "Julius Heinrich Zimmermann" Publishing House, 1987
Title page

¢ MBJ(AHIA

E fom I‘EHPHX'b HHMMEPMAH’S

Mfmw@
MUSIKAL]EN VERLAGES

e elo s ale el Ve Vel A

Wn. 2. Karanor My3bIKabHbIX COUMHEHUA 3BAHNS
«fOnuit Terpux Liummepmary, 1887, TuTynbHbIA IUCT (dparmenT)
Il. 2. Catalogue of Musical Compositions Published
in the "Julius Heinrich Zimmermann" Publishing House, 1987
Title page (Fragment)

® B craree paccmorpens! Karanord ¢ 1885 mo 1911 rox u3 ¢oumoB Poccuiickoil rocymapcTBEHHOM

OHUOINOTEKH.

' Msparenscto «HO. T [TuMMepMaHy» BBIITYCKAJIO U APYTHE KaTaJIoOTH, BHE TaHHOMN CEepHH.

12 OOmIMii MOTHBIA KAaTaJ 0T HOT HOTHO# TOproBiu 1 u3nanus HOT «FOmuii [enpux [lummepmany. Karanor
HotaMm Ne 4 s pucrapmonun. CI16.: Tunomurorpadus b. I. Sanonsckoro, 1885. 23 c.

13 Karasnor My3bIkanbHbIX counHeHuid u3nanus «HOmuii ['enpux LHummepmany. CII6.: Tunonurorpadus

A. W. Tpanmesns, 1887. 24 c.
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Ha oGopote TutynbHOro nucra ¢gpupma
«tOmuit T'enpux Ilummepman» mnpeacran-
neHa kak «[7aBHOEe nemo My3bIKalbHbBIX
MHCTPYMEHTOB M HOT» C JEMOHCTpauuen
BBICTABJICHHBIX Ha NPOAAXy CTPYHHBIX U
JTYXOBBIX HMHCTPYMEHTOB, TapMOHEN U pas-
JIMYHBIX AKCECCYapOB C COMPOBOIUTEIbHBIMU
WUTIOCTpalusAMu. BHyTpeHHUE CTpaHUIBI
TaKkke O(OPMIICHBI MO-0COOEHHOMY: TEKCT
3aKJIIOUEH B Y3KHE, MaJO JIEKOPUPOBAHHbIE
pamMku ¢ OonbmiiMu monsiMu. [lpuHnun
KOMOWHUPOBaHMs HAOIIONAaeTCs U B ITOM
ciayuae. Kak npumep, «Illlxombr u 3TIOIBI
JUISl CKPUIIKM» BENYT K COUMHEHUSAM «JLis
OJTHOM CKpHUIKW» U nanee — «Jlust ckpur-
Kd ¢ (opTennanoy. AHAJIOTUYHAS CHCTEMA
MPUMEHSIETCS TPAKTHUECKHU BE3/IE.

JlaHHBIA KaTajmor coOpaH HHAYe, 4YeM
apyrue 1monoOHble W3MaHuA. Bo-TepBbIX,
OH HameyaTtaH Ha Oosee TJIOTHOU Oymare,
BO-BTOPBIX, B HEM IMPUCYTCTBYIOT TaK Ha-
3piBaeMble  «CoOpanusy. Ot1o «llemmmmsy»
— moOuMeNIIe TaHIbl, MapUId U MbEChI
JUIsl BOGHHOTO XOpa B NapTUTypax; «Apwu-
OH» I «METHOTO X0pa», «Opdeon» mist
0anbHOrO (CTPYHHOIO) OpKecCTpa, Teope-
THYeckue paboTel U «/leméBbie u3naHuA
[Hummepman», OTHOCUTENIBHO YCIIOBHBIE IO
cBoeil ctoumoctu (ans cpaBHeHus, «llom-
Has mikona neHus» JI. Jlabnama paBHsIach
MISATH PYyOJIsIM 32 €MHUILY TOBapa).

Ha nocnennux crpanunax lLlummepman
cOOMpaeT HWHTEPECHYIO MJIsi TOJIb30BaTesl
nHGOpPMAIINIO, YKa3bIBasi, YTO KATAJIOTH JIe-
meéBblX m3naHui «Jlutoned» u «llerepe»
MIPEIOCTABISAIOTCS OECIUIaTHO, PaBHO Kak U
«AmmroctpupoBanssiid [IpeickypanT» mmas-
HOTO JIETI0 MY3bIKAJIbHBIX WHCTPYMEHTOB.
B TO %€ BpeMs Ha TeMaTHU4eCKHe KaTaJoru

4 Tam xe. C. 24.
15 Tawm xe.

90

yCcTaHaBiIMBaeTcss cBosi 1eHa. B 1887 romy
B HUX HAOIIOIaeTcs Apyras mocieI0BaTelb-
HOCTb, YeM B Oosiee mozaHue roibl. OHa
BBIIVISIIAT creayromuM oopaszom: «Ne 1. s
MEJTHBIX U JIEPEBSHHBIX JTyXOBBIX MHCTPYMECH-
ToB — 20 Korr.; <...> Ne 3. JIyisl CKpUIIKU U
JPYTUX CTPYHHBIX MHCTPYMEHTOB — 30 KOIL.;
Ne 4. JTna pucrapmonnu — 20 xom.; <...>
Ne 6. JIns poprenmano B 2 pyku (375 crp.)
— 40 xom.»'*. B Hauane XX Beka noxo0OHbII
noaxon emeé coxpansiercss (karaigoru 1900,
1904 ronoB), HO B JaJIbHENIIIEM B HEKOTOPBIX
cIydasx 3a OOJNBITMHCTBO HAaWMEHOBAaHUH
NPUXOIUTCS IIATUTH Yxke 40 Komeek.

[{ummepMaH MakcCUMaIbHO 3 (HEKTUBHO
UCTIONB3YET NCUaTHBIEC TUTOIIAIH, pa3Meniast
Ha OOJIOKKaxX peKJIaMHbIe MPeaIoKEeHUS
O JOTOJIHUTEIBHBIX YCIyrax W TpOAae
MY3bIKQTBHBIX HHCTPYMEHTOB. B ToM ke
Karaynore 3a 1887 rog oH MPUBOIUT PEKO-
meHnaamuu npodeccopa JI. Kenepa, koropsrit
numeT: «/{ns goMamHedn My3bIKM JTydIle
BCETO0 MOXKHO PEKOMEHO0BaTh (ucrapmo-
HHMIO. bBBIIO OB JKEJIaTeNIbHO, YTOOBI
B KQX/IOM CEMEICTBE, B KOTOPOM JTFOOST MY-
3BIKYy M CPEJICTBA IO3BOJISIOT MPUOOpeCTH
dbucrapmonuto, 61 TaKO HHCTPYMEHT. KTo
urpaetr Ha QoprenuaHo, xots [ObI| Hapon-
HBIC TIECHH U TIPOCTHIC TIHECHI, TOT, UTpas Ha
dbucrapMoHUM, MOXKET JIOCTAaBUTH OOJIBIIOE
YIOBOJBCTBUE B CBOEM KPyTy»'>. Psom ke
pacrojaralTcsi PUCYHKH: aMepHKaHCKas
Mozenb (ucrapmonuu 3a 275 pyonelt u
WJUTIOCTPAIUS CIICHBI JOMAITHETO MY3HUITHU-
poBanusi. I[logoOHBIE TEXHOJIOTHUU MPOAAK
MOYXHO OOHAPYKUTh M CETO/IHS.

OtmeTuMm, 9TO B cBOMX Karajorax [{um-
MEpMaH OTBOAMUT (ucrapMOHUU OONbIIOE
Mmecto. B o6pasiie 3a 1889 rog MoxkHO HAlTH
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BCTYNHUTEIbHYIO CTaThi0, 3aMMCTBOBAaHHYIO
u3 KypHana «Husa» (Ne 18, 1888 rom), rae
OOBSICHSIETCS. BO3HUKHOBEHHE, NpPUPOJA U
3aMe4aTesbHbIC WTPOBBIC XapaKTEPUCTHKU
uHCTpyMeHTa: «Bo-nepBbix, ¢ucrapmoHus
He TpeOyeT OOJIBIIIOTO TEXHUUECKOTO UCKYC-
CTBa, M HAYYUTHCS UTPATh HA HEH JIOBOJIHHO
JIETKO; BO-BTOPBIX, Onarofaps HECKOIbKUM
Pa3HBIM perucTpaMm oHa Ja€T BOZMOXKHOCTb
MPOU3BOJUTL 3aMEYaTeIbHBIC MY3bIKAIb-
Hble A (}EKThI; B-TPETHUX, OHA BIIOJIHE
MPUTOHA W ISl JYXOBHOW MY3BIKU, U JIJIS
aKKOMITAHEMEHTA TIPH JOMAITHEM KOHIIep-
te...»'¢. Kak mpumep: B 3HAMCHHUTON CEMbE
BacuenoBbix o0y4ayiiuch MEHHIO, UTPE HA
(ducrapMoHuy, a 3aTeM U Ha popTenuaHo [5,
c. 198]. A /1. JlomTeB muiret, 4To 3TO OBLIO
OCOOEHHO HMHTEPECHO «...JJi IJtoOuTenei
MY3bIKH B OTHANEHHBIX pernoHax Poccuw,
KyJa HE 4acTO WJIM BOBCE HE MpHUE3KaIU
C TacTpPOJSIMU 3HAMEHUTHIC HCTIOTHHUTEIINY
[3, c. 60].

Kparkass aHHOTanuss  CONPOBOXAAET
U aMepuKaHCKHe Mojenu (ucrapMoHuw,
KOTOPBIE «...OTJUYAIOTCS BEChbMa TPHUAT-
HBIM MSTKMM TOHOM, MPOCTOM MPOYHOMN
KOHCTPYKIIMEH H W3SIHOW OTICIKON»'’.
Tekct myOnupyeTrcsi Ha HEMEIKOM S3BIKE.
Iens! Bappupytorcs ot 150 mo 175 pyo6nei,
B TIPOTUBOTIOJIOKHOCTD «JICMIEBOMY» (PpaH-
1y3ckoMy BapuanTty 3a 100 pyoneit. OgHako
CpaBHMBAs BCE€ MOKAa3aTeNIU, TPYIHO CO3JaTh
U3 HHUX KaKyro-TuOo cucreMy. BepositHee
BCETO, TIABHOE WX OTIIMYHE — MOJCIbHBIN
psil, CTpaHa-U3rOTOBUTENIb U HA0Op TEXHH-
yecKux (QpyHKIHn'®,

B npyrom o6mem karanore 3a 1889 ron
C PEKJIaMHOMN LIEIbI0 MPUBOIUTCS OOJNbIIas
crarbsi U3 «bepnuHCcKOl OupxkeBol rasze-
ThI» O 3HAMEHUTOM HOBEHIIEM COUYMHEHUU
Kapna Peiineke «OT Kosb10€mu 10 MOTHIIBD»
B (opme 16 HeTpyaHbIX (QoOpTEeNUaHHBIX
neec. Ux pexomennyror npodeccop bpec-
nayp B «Klavierlehrer» (1 nexabps 1888),
«HammonanpsHas razetay (15 nexadps 1888),
«HoBas bepnuHCcKass My3bIKaJIbHAS Ta3eTay
(27 nexabps 1888), «JleWnurckuii JHEB-
HUK» (21 nexabpst 1888), «Jleinmurckas
cyneOHas razera» (14 Hos0ps 1888), «Pe-
dbopmay (28 Hos0ps 1888), «CTpacOyprckas
nouta» (8 nexabps 1888), «Jlanmurckas
razera» (21 nexabps 1888). Ilocnenuss us3
Hux numeT: «TpeboBanus ¢oprenuaHHOU
TEXHUKH B HACTOSIIEE BpPEMs TAK BEJIMKH,
YTO U3-32 HUX MY3bIKa [IOTEPsJIA TENEPh TOT
CMBICJI, KOTOPbII OB IPUCYI paHble <...>
W BOT B CBOEM HOBOM COUuMHEHUHU PeiiHeke
cTapaeTcsl CAeNaTh MY3bIKY JIOCTYIHOK M
MOCPEICTBEHHBIM CHJIaM. .. »".

B TtoproBon mnpaxktuxke Ilummepmana
cly4yaeTcsi W OObEIUHEHHE B OIHO W3-
JaHWEe KaTtajora W mpedckypanrta. Tak,
B 1888 romy ObumM mpeacTaBleHbl «HOTHI
JUIsl BOEHHOW MY3BIKM M MEIHOIO XOpay,
HOTBI JUIsl JIEPEBSIHHBIX U MEAHBIX OYyXO-
BbIX WHCTPYMEHTOB 0€3 aKKOMIaHEMEHTa
dopTenuaHo cO CHUCKOM WIKOJN JJIsi BCEX
WHCTPYMEHTOB M B KauecTBe [IpubaBieHus
— WUIIOCTPUPOBAHHBI NPEUCKYPAHT Op-
KECTPOBBIX MY3bIKAJIbHBIX HHCTPYMEHTOB U
npUHaIeKHOCTENH K HUM. LleHHuK dpopmu-
pyeTcst OueHb CKPYMYJIE3HO: JJIs1 OOJBIIOrO

16 Karanor Hotam s ducrapmonun. FOmuit ['enpux [{ummepman. M.: Tum. I. C. 3ortosa, 1889. C. 1.

17 Tam xe.

18 TlenoBoit psim (paHIy3CcKuX (UCTApMOHHN B HEKOTOPHIX Karajorax I{uMmepMaHa KojeOIeTcs
ot 4 oxTaB, 49 ronocoB u 1 peructpa 3a 100 pyOieit mo 5 oktas, 276 romocoB u 19 peructpos 3a 500 pyoOieii.

1 Karasor my3sikaibHbIX counHenuit «tOmuit Tenpux [ummepman». M.: Turm. I. C. 3otosa, 1889.
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(IeXOTHOTO) BOEHHOTO XOpa, JUIsl MEIHOTO
XOopa ¢ KnapHeramu in Es, nByms in B, nus
MeIHOTO (KaBaJepuiickoro) xopa. B Tekcre
GUrypupyoT TpUMEYaHUs, Kacarolluecs
HCIIOJIHUTENBbCKUX cocTaBoB. [IpelickypaHT
OTIEJIEH OT KaTajaora peKjIaMHON KapTUHOU
¢ uzoOpaxenueM «CoOCTBEHHOM MacTtep-
CKOM MEIHBIX JTyXOBBIX HHCTPYMEHTOB»*
(u. 3). [TomoOHas mpakTHKa BCTpeUaeTcs U
y @. [letmapa — mutagmero naptaepa Lum-
MepMmaHa. OTHAKO IIKOJIbI UTPHI HA TyXOBBIX
UHCTPYMEHTaX NPUBOIATCS paHbllIe B 00-
IIeM CITUCKE HOTHOM JTUTepaTyphI-..

Kpaitne MHTEPECHO BBIIVISIUT
m3nanue [lummepmana 3a 1897 rom, mno-
surmonupyemoe  kak  «HoTbel-HOBOCTHY,
— «U3BJICYCHUECY U3 TIOAPOOHBIX KaTaJIOTOB
HOT??. Kpacouno odopmiieHHas 00I0XKKa
MPUBJIEKAET BHUMAHHE OYapPOBATEIIbHBIM
HU300paXEHUEM MaJICHBKOTO 37b(a, Urparo-
miero Ha ckpunke (wi. 4). Ero o6HaxénHas
dburypka, IIBETOK, CIIy)Kallluii OCHOBAHHEM
BCEH KOMIIO3MIMU, 3aJyMUYMBBIA B3IVIA,
YCTpEeMJIEHHBIM B HE0O, HACTPaMBalOT Ha
ocoboe Bocmpusitue. Cpenu OTKPBITUIA —
Tabenb-KasieHaappr Ha 1897 rom ¢ maramu
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Wn. 3. O6LLMiA NOAHBIA KATANOT HOT TNOBHOTO AENO My3bIKAMbHbIX MHCTPYMEHTOB W HOT
«{Onuit FeHpux Linmmepman» (1888, N2 T1; dparmeHT odopmnenms)
Il. 3. General Full Catalogue of the Chief Depositary of Musical Instruments and Scores
*Julius Heinrich Zimmermann" (1888, No. 11; fragment of design)

20 O6uMii MOJHBIA KaTajior HOT IJIaBHOTO JEN0 My3bIKaJBHBIX HHCTPYMEHTOB W HOT «HOmmii Tenpux
Hummepmany». Ne 11. CII6.: Tunorpadus u ®ororunus B. U. Illreiina, 1888. 36 c.
2 Kak mpaBwjIo, uTO MOKHO HaOrofath u B mpetickypantax @. [letnada, mpempiaraeMelii K Ipojake
accopTUMeHT conpoBoxaaercs «lllkosamu Urpe» Ha TOM WM UHOM HHCTPYMEHTE, Pa3MEUIEHHBIMU

B HEMOCPE/ICTBEHHOM OT HUX OJIU30CTH.

2 Hoter-noBoctr u3manuit «fOmuit ['enpux ITummepmany. CII6.: Tunonurorpadus B. A. Barymka,

1897. 24 c.
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45 \L{NNEPMAND.

Mocker

Wn. 4. HoTbl-HoBOCTY M3naHui «kOnuit TeHpux Linmmepman», 1897
TUTYABHBIA ANCT

Il. 4 Novelties among the Scores of the Publications
of the "Julius Heinrich Zimmermann" Publishing House, 1897.
Title page

LIEPKOBHBIX MPA3THUKOB U MOCTOB U, KOHEU-
HO, CAJIOHHBIE ITbECHI C YKa3aHUSIMU CTETICHEN
TPYAHOCTH.

Ha camMoMm BugHOM MecTe pekiia-
MHUpYETCS COOpPHUK B IIECTH TETPaIsixX
«50 mydmmx pyCCKMX HapOAHBIX IECEH,
rapMOHU3UPOBAaHHBIE W 00OpabOTaHHBICY
op. 26 A. Schéfer ¢ oTnensHOI HaANUCHIO:
«ITocssmaercs namatu He3abBeHHoro Yaii-
KOBCKOTO». PsimoM mpuBOAMTCS aHHOTALIMS:
«3JTH, YpEe3BbIYAKMHO OPUTHHAIBHO, B PYC-
CKOM ayxe, 00paboTaHHBIC, YaCThIO 3aHOBO
rapMOHHU30BaHHbIC, IPUTOM JIETKO apaHKHu-
POBAHHBIE KEMYY>KUHbI PYCCKUX HAPOJIHBIX

2 Tam xe. C. 7.
24 Tam xe. C. 8.

TIECEH, MPENOCTaBAT XOPOIIMM W MeEHee
ca0bIM UTPOKaM HCTOYHHK HEUCCSKAeMO-
IO Y/IOBOJBCTBHS, TeM 0oJiee UTO MOHBIHE
B MY3BIKAJIbHOM JHUTEepaType He OblIOo
NEUCTBUTENBHO XOPOIIUX MEPEsIOKEHUN
PYCCKHX HapOJHBIX MOTHBOB B 4 PYKH...»>.
[Toxokui TEKCT mOpeaHa3HadaeTcss W i
«PyccKux Mmisicoky.

[IpakTuueckn Bech Karajaor COCTOHMT W3
COYMHEHHWH pa3BIIEKaTeIbHOTO JKaHpa. M3-
JIaTeIbCTBO YBEJAOMIISIET CBOUX MOKyMaTenen
0 HaJMYUHM HOBEHMIINX POMAHCOB M3 perep-
Tyapa «H. Purnepa, fxosneBa, YUepHona,
Marepna, Menen ®urnep, @puzne, lonu-
HOU | ApYrux»** v BBIIENSET MOIYKUPHBIM
MPUQPTOM T U3 HUX, KOTOPHIE UCTIOIHSIIOTCS
«c 6onpmmMm ycriexom H. H. u M. U. ®wur-
Hep»®’. OTPBIBKM HEKOTOPBIX U3 HUX MOXKHO
MOCMOTPETh Ha YKa3aHHBIX MPSIMO B TEK-
CTe cTpaHulax. B maHHOM KaTayiore OHU
COXPAHWINCH U TIPUCYTCTBYIOT B BUJIE OpH-
TUHAJIBHO BBITIOJTHEHHOTO BKJIAbIIIA (UII. 5).

HaubGonee monymspusl «llpiranckue
Houu. CoOpaHue TIOOMMEHIIINX IIBITAHCKUX
necen», a Takke «llomasie Omepsi, Oparo-
puu, Onepertsl ¥ banets», 4To XapakTepHo,
ons hopmenuaro 6 2 pyku (6e3 cnos) u ons
nenus (co crosamu). PenepryapHyro Tabiu-
ny LlummepMman paznenuni Ha u3aHus B JBE
pyku 0e3 cnoB: anrnuiickue, «Ilerepcy wnm
«Jluronedy», pycckue u apyrue. s nenus
CO CJIOBaMHM — Ha PYCCKHE C PYCCKUM TeK-
CTOM U MHOCTpaHHbIE, CIeIyIoIIne APYT 3a

» Menes Ournep — onepHasi nepuiia, conpano. JKena H. H. @urnepa, KOTopbIii MpoCIaBUIICs KaK ONEPHBIN
nieset], oonee 20 et mpoctyXuBIIvi B MapuUHCKOM TeaTpe U CHUCKABIIHIA CJIaBYy U3BECTHOTO MCITOTHHUTEIS
MPOU3BEACHUI OTCUECTBEHHBIX U 3apyOekHbIX KoMmmo3uTopoB. [I. YalikoBckuii mocesitun DurHepy
LIECTh POMAHCOB op. 73 u mpenoanéc knaBup «I[IukoBOi nambl» ¢ JapCTBEHHOM HAAMUCHIO: « BUHOBHHKY
CYIIIECTBOBAHUS 3TOM OMEPHI OT OJIaroapHoro aBTopa». OMHAKO B JAHHOM KaTajlore COUMHEHUS KOMITIO3UTOPA
o0OHapyxuTh He ymanock. Ot llumMmepmaHna mmia TONBKO pekiaMa ucnonHuTens. [lpaBooOmagarenem
nmyonukaryu npousseneHuii [1. YaiikoBckoro, BeposTHO, ObL10 u3natenseTBo «I1. FOprencony.
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Wn. 5. HoTbl-HoBOCTY M3naHwiA «tOnuit TeHpux Linmmepman», 1897 OparmeHT Bkaasia

Il. 5. Novelties among the Scores of the Publications of the “Julius Heinrich Zimmermann" Publishing House, 1897.
Fragment of the Supplementary Sheet

B3zanMHas BeIroa CBSI3BIBACT M3Ja-
TCJIBCTBO MW C HCKOTOPBIMH H3 «CBOHX)»
ABTOPOB! HCHOHHHTGHCﬁ, rnegaroroB, KOMIIO-

JPYyTOM TI0 KaHpaM U B aji)aBUTHOM TIOPSIJI-
Ke Ha PyCCKOM, UTAITbSTHCKOM, (PPaHITy3CKOM,
HEMEIIKOM, aHTJIMHCKOM U JIATCKOM SI3bIKAX.
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3UTOPOB, YbM TPY/bl AKTUBHO MPEAJIaratoTcs
K MpOoJIaXke, pacrojarasich Ha CambIX «JTyd-
IUX» pekjIaMHbIX MecTax. 910 A. Kaer,
3. Kénep, A. ledep u ap. — cocTaBUTENU
«ITomyppu U3 MHOOMMENIIINX HOBBIX ONEPY,
3asBJIEHHBIX B TOM JKe KaTtaJjiore 3a 1897 ron.
C Oonpuioii A01€il BEpOSTHOCTH BCE OHU
corpynHuyanu ¢ llummepmanom Ha mocro-
SSHHOM OCHOBE, BBIIIOJIHAS TEKYLIUE 3aKa3bl
Y OJJHOBPEMEHHO IyOJIMKYSl y HETO CBOM CO-
YUHEHUS.

W HakoHell, TpaJuIIMOHHbIE PEKIaMHbIE
MEXaHHU3Mbl H3/1aTENIbCTBA MapKEeTHH-
TOBbIE CBSI3BIBAIOTCSI C BOBJICYCHHEM
B INPOLECC MNPEANPONAKHON IMOATOTOBKH
U3BECTHBIX MY3bIKaHTOB. O «Ckpunuu-
HOIl TexHuke» Puxapna Topmana nwumier
npodeccop I'yro I'epman uz @pankdyp-
Ta: «5 HaX0XKy 3TOT TPYyA YAUBUTEIbHBIM.
Oco0eHHO Tako# BaXKHBIN TPEeIMET, Kak (ra-
KOJIETHAsI TEXHHUKA, U3JI0)KEH C TOYHOCTHIO,
HE BCTpEYAIOLIEHC B JAPYTrUX W3AaHUAX
nono6Horo pona. S 3apanee yoexaéH B oec-
CHOPHO OJIECTAMIMX pe3yabTarax, KOTOpbIe
MOU YYCHUKHU ITOW TEXHUKOU JOCTUTHYT»H.
[Tpodeccop Boapaemap Meiiep u3 bepnuna
BOOOINIE CYMTAET «CKPUIHYHYIO TEXHUKY
I'odmana 3a yueOHUK, 3aHUMAIOLIUH TTIEPBOE
MECTO B IMOJJOOHOTO POJia COUNHECHHUSAX. .. »? .

B Tekcte wncnonb3yercs creuuaibHas
TEPMUHOJIOT S, IOCTYTHAsl B OCHOBHOM IPO-
(deccuoHanaM W MPOABUHYTHIM JIHOOUTEISIM
MY3bIKH — YaCTH MOTPEOUTENBbCKON ayInuTO-
puur u3aaTenbeTBa. MarepuanabHbI YPOBEHb
MOJIb30BATENIeN  OMpPEEINIeTCsl  CIIOCOOHO-
CTBIO MOKyHNaTh JaHHBIM Tpyn mo 1 pyOio
50 xoneek 3a enuHULY MpoayKuuu. B crienn-

AJM3UPOBAHHOM KaTaJIOTe 3TOI'0 K€ Tofia Ui
CTPYHHBIX HMHCTPYMEHTOB K BBbILICYKa3aH-
HbIM OT3bIBaM HpuUcOenuHsOTCA llepBblit
comucT MmmepaTtopckoll pyCCKOM  OIEphI
B Cankr-IletepOypre Bukrop Bansrep u kom-
nozutop B. BacuneBckuit. 3smnbii mrpux
— KApTWMHA HAa TOCJIEIHEM TUTYIBHOM JIH-
CTe, M300pakaroias ypok mo (oprenuaHo.
Ha mromutpe crosat HOTBI «ManeHbpKUi
PyOunmiTeiiny, Takke BBIXOASIIUE B H3Ja-
tenbeTBe «HO. I. [lummepmany.

Ha mocrosiHHOM OCHOBE MyONIHKYIOTCS
Y IPyTHUE KaTaJaOrd, a UMEHHO: JII1 UHCTUTY-
TOB, YUEOHBIX 3aBEICHHI, KOHCEPBATOPU,
MY3bIKaJIbHBIX IIKOJ U T. 1. X MOXKHO OBLIO
npuoOpecTH BO BCEX Mara3uHax (UPMBI:
B Mockse, llerepOypre (HOTHOM U WUH-
cTpyMeHTanbHOM), JloHmone u Jleimiure.
[Ix01b1 UTPBI U CAMOYYHUTENH JJIsl BCEX UH-
CTPYMEHTOB, BKJIFOUasi 0aHJOHEOH, JIUTABPHI,
CUTHAJIBHBIA POXOK U Ap., TEOPETHUYECKUE
TPYAbl U KHUTH O MY3BIKE BBICTPAUBAIOTCS
HE MO TEMaTH4YECKHM paslenaM, a B al-
daButHoM mopsiake. [lostomy «I'paHullsl
033U U MY3BIKI» A. AMOpoca COCEICTBYIOT
¢ «KparkuMm pyKOBOICTBOM MO H3YYEHHUIO
rapmoHun» A. ApeHckoro, «buorpaduue-
CKHUMH OYEPKaMU PYCCKUX KOMIIO3UTOPOB)
B. backuna u «OcHoBaHHMEM 3amajHO-
eBponenckon wmy3blkn» @. bpennens.
AHAJIOTHYHBIA TOPUHIUN COOIIOIAETCS
B JIATEpAType Uil OPKECTpa, a HMMEHHO:
CTPYHHOTO M MapUKCKOTo (M Jake amepu-
KaHCKOro!) — /Ji1 CKpHUIIKH, BUOJIOHYEIH,
¢meitTe, KOpHETa, QoprenuaHo, ¢ucrap-
MOHUU U T. 1.”® Cieays yCTaHOBUBIICHCS
B MY3bIKaJbHOW TOJUTpaduu Tpaaulluu,

%6 Hotbl-HoBocTH m3nanuii «tOnmii Ienpux ummepmany. CI16.: Tunmonurorpadus B. A. Barumka,

1897. 24 c.

27 Tam xe.
28
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«¥Onuit T'enpux Hummepmany», karanor 1897 roaa.
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TEKCT IyOnmupyeTcsi Ha MHOCTPAHHOM SI3bI-
Ke”.

B «O06111eM MOJIHOM KaTajaore HOT HOTHOM
TOProBIM W u3naHus HOT ,,fOmumii ['eHpux
[ummepman“» u3 roga B rof IpUCYTCTBYIOT
W3MEHEHUS B €r0 CONEP/KAHUU U Ha3BaHUU
pyopuk. Kak npumep, B 1897 rogy B Hero
BHOBb BOIIUIA JINTEPATYPa JI1 MAaHIOJIUHBI U
Oananaiiku. bpockue pekigamMHbIE 3arojioB-
KM MPEAUCIIOBUS MPU3BIBAIOT MOKyNaTelen
«repesi ynoTpebIeHUEM KaTajiora YUTarh!»
(«1O. T. Ilmmmepman», karamoru 3a 1902,
1904 roapr u np.) U 3HAKOMUTHCS C YCJIO-
BUSIMU TIPOJAX, IO3BOJIAIOUIUX OLEHUTH
MEPCHEeKTUBY OyayIero COTpPyIHUYECTBA.
KiroueBsie cioBa u (ypasbl BbIACICHBI TIOITY-
KUPHBIM HIPUPTOM, HE OCTABJISAS COMHEHUS
B TPAaBUJIBHOCTU TPUHSITOIO PELICHUS.
[Hummepman nuiiet: «ITOT KaTaJior He Tpe-
TEHIYET Ha MOJHOCTh, HO JIOJXKEH CITYKHUTh
M0JIe3HbIM COBETHUKOM JIJIsl BBIOOpA U T10-
KYIIKA HOT, TaK KaK IPU €ro COCTaBICHUU
oOpalieHo raBHbIM 00pa3oM BHUMaHUE Ha
BCE JIyullee, 001IeynoTpeOnTeIbHOE, HO-
BeHlee U camoe 1eléBoe B My3bIKAJIbHOU
JUTEpaType U BCE yCTapesioe COBEPLICHHO
UCKITFOUYCHO. .. »".

[Tokynarensm npeagararoTcs COUMHEHUS,
pENaKkny KOTOPBIX CETONIHS BpsiJ JU U3BECT-
HBI JIaXKe Y3KOMY KpyTy crienuanucto. Cpeau
HUX: [IECTHAILATh N30paHHBIX U3 IBYX TOMOB
npeonuii ¥ (yr «XopolIo TeMIepupoOBaHHO-
ro knaBupa» U. C. baxa, «aHanu3upoBaHHbIE
B KpackaX, ¢ OOBbSCHEHUSIMU TapMOHHU3AINN
JUISL MYy3BIKQJIbHBIX IIKOJI, KOHCEPBATOPUN U
JUIsl caMOyueHus, 1of penakuuen b. bekens-

mam»’!. Ha Tutyn BeiHOCATCST «HoBOCTH 115t
npernojaBanus Ha (oprenuano»: 20 3THOIOB
npodeccopa K. Jliotma mis mnagmero u
CTapIIero BO3pacTa, PEKOMEHIOBAaHHBIE
u onoopennsie Cankt-lIleTepOyprckoii
1 MOCKOBCKOI KOHCEpPBAaTOpUsMH, a TaKKe
«bupronekm»: «22 nErkux MeNOINYECKUX U
XapaKTePUCTUUECKUX MbEChl Pa3HBIX KOM-
MO3UTOPOB it (GopTenuaHo B 4 PyKu».
[umMMepmaH TMO-TIPEKHEMY  BBIJICPKUBAET
NPUHATYIO B M3/1aTENIbCTBE JTUHUIO, 00bEeIN-
HAIOLIYIO JIETKUW U CEpPhE3HBIM penepryap.
«Yac mocyray, COOpHHK pa3BlIEKaTeIbHON
MY3bIKH, — MPAMOE TOMY ITOATBEPKICHHUE.
Kax mpaBuno, npu odopmiieHnn CBOUX
karajoroB llumMMepman He ynenser mnpu-
CTaJIbHOTO BHUMAaHUS MX BHEIIHEMY BUJLY.
[Toutn Bce 0Opa3ibl BBHIMOJIHEHBI Ha Jie-
m€BOil Oymare, MOJHOCTBIO COOTBETCTBYS
BO3JIOKEHHBIM Ha HUX LEISIM U 3ajadyam
— MaKCHUMaJIbHOMY WH()OPMHPOBAHUIO TIO-
Kymaresnei 6e3 Kakoi-Im0o XynoKeCTBEHHOM
cocrasisaroniel. Mckimrouenue aenaercs s
TUTYJIbHBIX JINCTOB, YKPAIIA€MbIX CKPOMHBI-
MU BUHBETKAMH IO MEPUMETPY CTPAHUIIBI.
[TomoOHBII TPUHLIMIT TPUMEHSETCS U K DKO-
HOMUYHBIM BapHaHTaM BBIITYCKA€MbIX HOT.
B ornuune oTr GIOMKETHBIX THpPaKEW HX
Oosee moporue oOpasibl BIECUATIAIOT W3bI-
CKAaHHOCTBIO OTHEIKA M KPaCOYHOCTBIO
I[BETOBOTO PELICHMs, HECYT Ha cebe meyarhb
OO0JBILIOTO XY/10)KECTBEHHOIO BKYyCa.
Opnako Ha pyOeke BEKOB (TOYHBINA TOJ
HE ONpENENSAEeTCs) N31aTeNIbCTBO MOPaI0Ba-
JIO CBOUX KJIHMEHTOB BBIITYCKOM IPEKPACHO
O(OpPMIICHHOTO Karajiora BOKAaJIbHOW My-

¥ DTOMy HNPHHIMITY CIEA0BaI, B 4acTHOCTH, [1. FOpreHcoH, ayonupys HAMMEHOBAaHHS CBOCH MTPOLYKIIUH
Ha HECKOJIbKHX €BPONEHCKUX SA3bIKaX: HEMEIIKOM, (PPaHITy3CKOM U JIp.

30 O0uIHif MOIHEINM KaTaaor HOT HOTHOM Toprosiau u usnanus HoT «HOmmit Tenpux [{ummepmany. Ne 4b.
Jlst MemHBIX 1yXoBBIX HHCTpyMeHTOB. CI10.: Tumonurorpadwus H. I'. Ve, 1904. C. 1.

31

«Ommit I'enpux Llummepmany, karanor 1897 rona.
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3BIKM C PA3MENICHUEM HA TUTYJIC )KaHPOBOU
KApTUHKHU, WUIIOCTPUPYIOLIEH pemnepryap
U3BECTHEHIINX IIEBUI] U IIEBIIOB. B kauecTBe
nponaBua «fOmuit I'enpux L[{ummepmany,
yike ¢ 1900-x romoB*? HOCHBHIWI 3BaHHE
«ITocraBmuka nBopa Ero Bennuectsay, mno-
CJIEIOBATEIbHO yKa3all ce0sl U BCEX CBOUX
napTHEPOB 1o npoaaxe ducrapmonnit «Lnm-
Maliep», «KaprieHrepy», IMaHUHO U POsUIEH
«CreitnBeit», «bmotHepy, «llluamariepy,
«l'ycraB @umiiep» ¢ LENblO0 MOIAYEPKHYTH
JIMYHBIE TOPrOBbIE KOMIETEHLHUU MO IMpo-
Ja)k€ HOTHOTO M HWHCTPYMEHTAJIIBHOTO
accopTUMeEHTa. B 0CHOBE — pOMaHCHI U 11bl-
TaHCKHE TIECHU, KYTLJIEThI, IIAHCOHETKU U T. 1.
Hapsny c¢ counHeHusmu M. banakupesa
u A. I'pevanunoBa. B 0003pumMom Oyayiiem,
Ha MYTH K yIEUIEBICHUIO CBOMX KaTaJoroB,
B 1911 rony «Tperuii cnmMCOK HOBOCTEM
m3nanus «lO. I llummepman» npencras-
751 co00M BapuaHT Tra3eTHOTO JINCTA WU
KHUTH OyXTaJITepCKOro y4é€ra ¢ yKa3aHUEM
MOPSIAKOBBIX HOMEPOB BBIMTYIICHHBIX HOT,
WX HA3BaHHUH U PUKCUPOBAHHOMN CTOMMOCTH.

Yxe B mapre 1915 roma, mocne Hava-
na IlepBoil MUpPOBOW BOWMHBI, POCCUHCKHUE
aKTUBBI OBLIM TPOJAHBI 32 CTO ThICSY PYO-
Jell ABYM JOBEPEHHBIM JHIaM: Anonbdy
Jlembepry u I'aBpunny ['aBpumnosuuy Jle-
kae. Ognako LlummepmaH em€ coxpassii
KOHTPOJIb HAaJl OTEUECTBEHHBIM PBIHKOM, U
€ro JeJ0, PaBHO KakK W HM3ATEIIbCKHE Ka-
TaJIOTH OCHOBHOM HCTOYHMK 3HAHUU
0 KOMMEPUECKUX, TEXHUYECKUX U TBOPUECKUX
GYHKIUSAX  TIPEINPUSITHS, IIPOAOIIKAIIO
CBOIO paboTy BIUIOTH 10 HALIMOHATIU3AIUH.

B npononmuenne y JI. JlomTeBa Haxo-
UM UHQOpMalMio O mapTHEpax (GUpPMBI,
OCYILIECTBIISIBIIMX TI€4aTh €€ MNpPOAYKLUU:
TUnorpadusix, TUMOIUTOrpadusix, CKopore-

32
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yaTHsIX U T. . Cpeld TaKOBbIX — BEYILIHE
Hemerkue mnpomsBonutenn «Breitkopf &
Hartel», «F. M. Geidel» u «C. G. Rodery,
a B Poccun nmu O0pumm I'. IlIMuaT, Bnagenenn
neTepOyprcKux JuTorpaduu U HOTOIEYAT-
HU, a TaKkxke mneTepOyprckue TUIOTpadbl
B. Baunuk (c cepenunnt 1880-x), O. Mait
(c nauana 1890-x), H. Ynp u ®. Ditnep
(na pyoexe BekoB) [4, ¢. 68—69].

3aka3 xe Ha karanoru «lO. I. Ilummep-
MaH» TOJy4Yaldd U JPyrue MpPOU3BOAUTEIH.
B Mocke — «Tumorpapus I. C. 3o-
ToBay, Tumonurorpadus  «Bpicouaiimie
yTBep)kaEHHOoro Pycckoro ToapuiiectBa
MEeYaTHOTO U MU3JATeNLCKOTO Jienay; B [lerep-
oypre— «Pycckas ckoponedarus», «I lapoBast
tunonutorpadus umxenepa . I Tepurynay,
«Tunorpadus u pororunus B. U. HTeitnay,
«Tunorpadus HWcugopa Tompubepray,
«Tunoxpomonurorpadpus A. U. Tpanme-
1s», « Tunonurorpadus b. I SIHnonsckoroy.
L[BeTOBOE pelIEHNE KAKI0T0 KaTauora HOCH-
JI0, CKOpee BCEro, MPOU3BOJIbHBINA XapaKTep.
JIro00i1 u3 HUX MOT OBITh OTIIEYATAHHBIM Ha
pPO30BOM, TONYyOOH, KENTOW, 3eNEHOW WU
pOCTOi OyMare HEHTPAIbHOTO OTTEHKA.

3akno4yeHue

[lonBoass wrTOrM, 3amMeTUM, 4YTO, IIO-
mumo «HO. T. Ilummepman», kaxaoe u3
KPYNHBIX POCCUMCKUX HOTOM3/ATENbCTB
B OOJbIICH WM MEHbIIEH CTENEeHU JIeMOH-
CTPUPOBANIO TOMOOHBIN CTUIBL PAOOTHI.
Bo Bropoi nonoune XIX — nHavane XX
BEKA aHAJIOTMYHbIE MHULMATUBBI TOIJICPKU-
BaJIM MHOTHE yYaCTHUKH MOJUTparuecKoro
coobmiectBa. Hekoropble M3 HUX LUIM IO
IIyTH KECTKOW SKOHOMHH CPEACTB U TIpe-
JIENbHO yYMEHBINAIM CTaTbl0 PACXOOB.
B o0coObix cnywyadgx wusnaHus BooOuie

«¥Omnuit I'enpux Lummepman», katanor 1902 rona.
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npubImxaiuch 1O cBoeMy (dopmary
K MOMOOHMIO Ta3eTHOrO JIMCTa C Hepaspe-
3aHHBIMM CTPAaHUIAMH M COKPAUIEHHBIM
ACCOPTUMEHTOM, OTHAJIEHHO HAIIOMHHAIO-
IIETO COBPEMEHHbIE PEKJIAMHBIE IIIaKaThlI.
Karanoru He mpeTeHI0BaJid Ha TOJIHO-
Ty W TOYHOCTbH, SIBISSACH «OOIETIEHHBIM
BapUaHTOM, IO3BOJISIIOIIUM OBICTpO M 0e3
OCOOBIX TIOMCKOB HaWTH HEOOXOIUMYIO
auTeparypy. Manble TpeanpusiTus, He 00-
JajaBIIie  TOXOOHBIMH  MOIIHOCTSIMH,

Opayy 3TOT NMPHUHIKI 32 OCHOBY. Karayioru
ke (pUpM-OJHOAHEBOK, KaK MPaBUIIO, BCET/IA
€My COOTBETCTBOBaIH. J[pyrue sxe mpon3Bo-
JIUTENTU, HA00OPOT, YAENsIn OPOPMIICHUIO
pEeKIIaMHOM MPOAYKIIMM MHOTO BHUMAaHHUS U
AKTUBHO (PMHAHCUPOBAJU MX U3TOTOBIICHUE.
B m1000M W3 mepedrclieHHBIX BapHAHTOB
€CTh BO3MOXHOCTHh MPOCIEAUTh W TIPO-
aQHAJIM3UPOBATh MEXAHU3MBI H3/1aTEeIbCKON
NESTENPHOCTA W TOPTOBOU IOJIMTUKH €€ OT-
JIETTbHBIX MPEICTABUTEIICH.
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Introduction

The musical-theoretical legacy
of Boleslav Leopoldovich Yavorsky,
one of the most brilliant scholars
in the sphere of 20th century musicology,
has been studied and brought into scholarly
use by the present time. His scholarly works,
written in the first half of the previous
century, have not lost their topicality up
to now and present a methodological
basis for many contemporary researchers;
the scholar’s conceptions have received new
comprehension on the part of researchers
in recent years, in presentations in conferences
devoted to Bach, and in other forms
of activity (see, for example: [1; 2]).

The present article sheds light, on the basis
of the documents preserved at the archive
of the Saratov Conservatory, on the episodes
of the music theorist’s life and activities
connected with his two sojourns in Saratov,
and an overview is given of Yavorsky’s
activities in the spheres of pedagogy
and scholarly research during that period.

Yavorsky in Saratov:
the Biographical Aspect

Yavorsky made two trips to Saratov,
each time for different reasons and with
different lengths of his stay. The first time
the scholar visited Saratov was in 1916,
when he, representing the Imperial
Russian  Musical Society, headed a

commission on graduate examination in
various different artistic disciplines at the
Saratov Conservatory. Yavorsky inspected
the Saratov Conservatory, communicated
with  the professors and attended
the classes, about which he compiled
a detailed 52-page-long report.! Judging
from the data cited in this report, the
examinational commission was quite
exigent and strict. Of the thirteen graduates
who were accepted to the exams, only six
people received diplomas with the title
of “free-lance artist,” three female graduates
were given certificates, three people received
the rights for diplomas upon fulfilling
in a statutory period all the requirements
of the mandatory artistic and scholarly
subjects, and one female graduate received
the right for a certificate.” As it is known,
Yavorsky aspired during the course of his entire
life towards developing and modernizing
a system of musical enlightenment and
education. Engaging himself in pedagogical
activities in Kiev and Moscow, he organized
People’s Conservatories in these cities, and
set up a series of free concerts during the
period between 1907 and 1911 in Moscow
called “Musical Exhibitions,” the basis of the
repertoire of which was comprised by works
by the composers that were contemporary
at that time. He actively helped forward
the (unrealized) project of creating a “Union
of Russian Composers” (no later than
1915), [3, pp. 136-141] and subsequently

' At the present time, this document is preserved at the Russian National Museum of Music (RNMM).
See: Yavorsky B. Notes for Attendance of Classes of the Professors at the Saratov Conservatory. 1916.

RNMM. Fund 146. Portfolio 707—708. 52 p.

2 For more details on this see: Malysheva T. F. Uroki proshlogo: analiz deyatel'nosti Saratovskoi
Alekseevskoi konservatorii v sezone 1915-1916 uchebnogo goda [Lessons of the Past: Analysis
of the Activities of the Saratov Alexeyev Conservatory During the 1915-1916 Academic Year Season].
Traditsii khudozhestvennogo obrazovaniya i vospitaniya: istoriya i sovremennost' [Traditions of Artistic
Education and Upbringing: History and Contemporaneity]. Saratov: Saratov State L. V. Sobinov Conservatory,

2004. P. 17.
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his activities were connected with the work
of the Musical Section (MUZO) of the
Narkompros [People’s Commissariat for
Enlightenment]. [4, p. 26] The thoughtful
acquaintance with the educational process
at the Saratov Conservatory compelled
Yavorsky in 1916 to formulate the positions
reflecting his own vision of reform
of musical education during the period
of tumultuous transformations and
experiments in the country.’

The second time Yavorsky came to
Saratov in late October 1941 as part of the
evacuation of the Moscow Conservatory.
It must be noted that the mandatory
evacuation of the Ileading artistic,
scholarly and educational collectives from
Moscow and Leningrad were conducive
to the renewal of, and also, in some cases,
in building musical life in the regions. [5; 6]
During the course of the years 1941-1943,
on the basis of the Saratov Conservatory,
the two groups worked in combination.
A brilliant assemblage of musicologists
from Moscow were evacuated to the city,
and they continued their academic work
within the walls of the Saratov Conservatory.
Undoubtedly, such a unification of the two
collectives was conducive to enriching
the pedagogical experience and the exchange
of creative ideas. As Yavorsky’s friend,
assistant and student Sergei Vladimirovich
Protopopov, who also resided in Saratov
during that period, wrote: “The individual

conditions in Saratov that all those who were
evacuated from the Moscow Conservatory
found themselves in were extremely
conducive both to the rapprochement of the
Muscovite musicians between themselves
and a close solidarity between musicians
from Moscow and Saratov. <...> Yavorsky’s
musical activities in Saratov brought together
all of the most progressive musicians from
the Moscow and the Saratov Conservatories
and aroused a tremendous amount of interest
towards itself.”*

The archive of the Saratov Conservatory
stores lists of the professorial-teaching,
administrative and technical personnel
consisting of the wunified -collectives
of the Moscow and the Saratov
Conservatories. The lists varied substantially
in their numbers during those years:
from 179 to 211 people. The divisions
of the Department for Composition and
Music Theory were directed by professors
Mikhail Pekelis (the Music History
Department), Victor Tsukkerman (the Music
Theory Department), Sergei Vasilenko
(the Orchestration Department), and Nikolai
Garbuzov (the Music Theory and Acoustics
Department). By June 1, 1942 the faculty
of the wunified conservatory consisted
of 38 professors, 40 associate professors,
10 senior faculty members, 4 senior research
associates, 16 assistants and 6 teachers.
On November 10, 1941 the student body
consisted of 152 students.’

3 For more detail about this see in the archival documents of the RNMM: Yavorsky B. L. About
Conservatories. 1920-1923. RNMM. Fund 146. Portfolio 5749. Typeset. 18 p.; Yavorsky B. L. Theses
of the Presentation about the Methods of Professional Artistic Education. 1924-1925. RNMM. Fund 146.

Portfolio 5814. Typeset. 14 p.

4 Protopopov S. V. The Final Period of Boleslav Yavorskys Life from the Moment of Evacuation to
Saratov. Library of the Saratov State L. V. Sobinov Conservatory. Typescript. P. 1.

5 List of the faculty of professors and teachers of the Moscow State P. I. Tchaikovsky Conservatory
(1942). State Archive of the Saratov Region. Fund R-2330. Saratov State L. V. Sobinov Conservatory. List 1.

Portfolio 3, pp. 101-102.
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On February 1, 1942, the faculty
of the Composition and Music Theory
Department included losif Ryzhkin,
Efim Vilkovir, Boris Levik, Valentina
Taranushchenko, Mark Reznik, Ivan
Martynov, Mikhail Mikhailov, Yakov
Evdokimov, losif Tyutmanov, Nadezhda
Bryusova, Lev Kulakovsky, losif Dubovsky,
Yuri Keldysh, Alexander Shukhman, Grigory
Fridkin, Victor Berkov, and Vladimir
Protopopov.® The faculty was mobile, since
many professors changed the locations
of their evacuations and moved to other cities.

Among the professors of this
department, Yavorsky’s name is also
frequently mentioned, and, as it is indicated
in the document, he was not attached
to any department (“he works outside
the department”), but, at the same time,
carried out all of the required pedagogical
work.

Yavorsky's Pedagogical
and Academic Activities in Saratov

As it follows from Yavorsky’s letter
to Kirill Vinogradov, the theorist read
“...a course for the pedagogues, a course

for the students (composers, theorists
and historians), and conducted his Bach
seminar. The piano students asked

him to read them a course about Liszt.
I have talked about him once, on Monday
we shall gather together a second time.”’
In addition, Yavorsky conducted a seminar
for the aspirants on performing styles.
On July 12, 1942, he read a lecture
for the aspirants “The Answer to
One Musician about Modes,” and on July 26

¢ Ibid. List 3, backside 4.

the first of the six meetings of the faculties
of teachers and the collectives of students
of the Moscow and the Saratov
Conservatories took place, on which
Yavorsky read fragments of his work
“Creative Thinking of Russian Composers
from Glinka to Scriabin.” The archive
of the Saratov Conservatory holds
preserved journals the theorist maintained
during the period of his evacuations.
The 30 pages of typescript present lists
of attendance of the classes by the students,
with the indications of the dates, subjects
and a rather complete expounding
of the plans of the classes. Mention is also
made in them of the Bach seminar, which,
to judge from the journal, was held from
March 19, 1942 to November 12, 1942.
Altogether, there were 33 sessions, attended
by varying numbers, from 28 to 51 students
and faculty members.?

However, what remained to be most
important during the period of his evacuation
was his scholarly work, which was extremely
intensive. It was particularly in Saratov
during the final months of his life that
the theorist devoted to the completion and
edition of his research work “Creative
Thinking of  Russian Composers
from Glinka to Scriabin.” In addition,
he continued his research of the issues
of the figurative in music, wrote the article
“The Artistic Consciousness and the Factors
of its Organization,” made a number
of presentations and left a significant
number of sketches and preparatory material
in generalizing philosophical and aesthetic
thought.

" Yavorsky B. L. Vospominaniya. Stat'i. Perepiska. T. 1 [Memoirs. Articles. Correspondence. Vol. 1].

Moscow: Sovetskii kompozitor, 1972. P. 602.

8 Yavorsky B. L. The Moscow Conservatory in Saratov. December, 1941 — the Year 1942. Journal.
Typescript. Library of the Saratov State L. V. Sobinov Conservatory. P. 11-17. (In Russ.)
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Yavorsky, similar to other researchers,
found himself in a difficult situation,
not being endowed with the possibility
of making active use of his personal
library, as well as the funds of the library
of the Moscow Conservatory. Occasionally,
he was able to order musical scores and
books from Moscow, which is testified by
Yavorsky’s letter to the director of the Saratov
Conservatory about the delivery of musical
scores sent over to him from the library
of the Moscow Conservatory (works
by J. S. Bach, Kolberg and Kuhnau),
as well as the lithographical recordings
of his lectures.” A few months Ilater,
Yavorsky writes in his letter to Levon
Atovmyan: “It is very difficult to work on
editing a work without any materials —
the published editions (the dictionaries)
and my manuscripts. Here in Saratov there
is nothing available, and I have come here
without a single page of any of my works.
The final workmanship is a very responsible
and difficult job...”!"°

The unfavorable conditions for engaging
in scholarly activities was also complicated
by serious everyday problems. The scholar
resided in a cramped room in a communal
apartment together with Protopopov:
“We live with Sergei Vladimirovich
in a room, which only fits a bed, a couch
and a card table that shields both
of the sleeping accommodations with its
sides. We have to lie down and get up,
while taking the positions of antipodes,
etc. with our legs pointed to the ceiling.
We have come here starkly without
anything.”!! At that time, the lodgings were

either not heated at all, or were warmed
very badly, about which Yavorsky writes
to the singer Olimpiada Gorshchenko:
“My creative work is going very badly due
to the impossible living conditions. Our room
is a third smaller than Lyova’s in Moscow;
there 1s no instrument available, there are
no lights, the «cold 1is incredible.
Presently I am bundling myself at night,
as if on the North Pole, in everything
we have — and even so it feels as if | have
a wet compress on my back.”!?

This situation was of great concern to the
researcher’s friend, Dmitr1 Shostakovich,
who exerted a significant amount
of energy so that Yavorsky would be given
a more spacious place to live. As the result,
in October 1942 the theorist moved into
a new room close to the Conservatory.
However, this resettlement took place only
a month before his decease. During the course
of the final months of his life, Yavorsky’s
heart illness exacerbated, spasms followed
one another frequently, whereas it was very
difficult to find qualified medical assistance
in Saratov at that time.

On November 19, 1942 Yavorsky
conducted the final of the six sessions
of his Bach seminar devoted to analysis
of thematicism in the preludes and fugues
of the Well-Tempered Clavier, as well
as the principles of their performance.
Protopopov in his memoirs about his teacher
writes: “During the course of his whole
life, Boleslav Leopoldovich conducted
seminars devoted to J. S. Bach several times,
but he was never before able to carry them
outas fully..., as... in Saratov, a week before

 Yavorsky B. L. Vospominaniya. Stat'i. Perepiska... P. 660.

0 Tbid. P. 605.
1 Tbid., pp. 603-604.
2 Tbid. P. 608.
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his death. During our last meeting devoted
to Bach’s seminar, on Thursday, November
19, 1942... Boleslav Leopoldovich said
in a joyful and excited tone: ‘Comrades!
I congratulate you! For the first time in my
life, I was able to carry out a Bach seminar
in full capacity. Now I can die in peace’...
At that time those words seemed to all
of us to be of an ominous contrast with the
overall wonderful mood of the Bach seminar
carried out upliftingly. It was particularly
due to his contrast with the overall mood
of the participants of the seminar, these
words spoken by B. L. made an impression
on everybody.”"?

Yavorsky passed away on the
morning of November 26, 1942 from an
attack of stenocardia and was buried at
the Voskresensky Cemetery on November 28.
Protopopov writes: “That fact that Boleslav
Leopoldovich always triumphed over
everything around him by his immense
will, his great, powerful character
and temperament, leaves his image for us
as very lively, ardent and highly principled
towards all the manifestations of life. Even
his death could not bind him to his bed,
but encountered him sitting in an armchair in
front of a desk, among the spread out pages
of his final, wonderful work.”!*

Yavorsky's Archival Legacy
at the Saratov Conservatory:
Assembling and Study of his Fund

Letus turn to Yavorsky’s archival material
preserved at the Saratov Conservatory.
It 1s obvious that the materials
of the compilation were initially compiled
by Protopopov, who not only was

also evacuated 1in Saratov, but also
helped Yavorsky in typesetting, editing

and proofreading his works, choosing
the necessary musical examples, etc.
After Yavorsky’s death, Sergei

Vladimirovich compiled and systematized
his teacher’s scholarly legacy, prepared
detailed commentaries to them and made
copies of all the materials. After having
left Saratov along with the group of faculty
members of the Moscow Conservatory,
Protopopov replenished Yavorsky’s
materials in Saratov, by virtue whereof
his memoirs, obituaries of Yavorsky and
new materials about him appeared here
in this city. The last document which was
given to the Yavorsky fund is dated 1952
(a review by Professor Mikhail Alpatov
on Yavorsky’s pronouncements about
Leonardo da Vinci’s legacy of paintings).

At the turn of the 1950s and
the 1960s, Natalia Taube, associate professor
and chairwoman of the Music History
Department at the Saratov Conservatory,
while being engaged in the study
of the history of this institution, turned
to the materials of Yavorsky’s archive.
She systematized the documents and formed
its first inventory list. In the subsequent years,
the fund was practically never utilized and
for several decades fell out of the attention
of the musicians in Saratov, but beginning
with the 1980s it found a thoughtful
researcher — Tatiana Malysheva, who has
meticulously studied its contents for over
30 years.

Malysheva carried out the textual study
of all the documents in Yavorsky’s fund
and compared them with the published

3 Protopopov S. V. The Final Period of Bolesav Yavorsky's Life... P. 3.

4 Ibid. P. 5.
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materials. Among her publications (which
are primarily comprised by articles devoted
to the theorist’s work “Memoirs of Sergei
Taneyev”), the conceptual questions
of Yavorsky’s works find themselves
at the center of attention. At the same time,
Malysheva not only examines the problem
range of this work, but also highlights those
fragments of the “Memoirs” that are absent
in the publication: “In Sergei Vladimirovich’s
edition the book ‘Memoirs’ consisted
of 12 chapters, each of which was preceded
by a title... The titles of the chapters were
given by Sergei Protopopov. The chapters
referred to Sergei Ivanovich Taneyev’s
compositions, the scholarly foundations of
his music theory, fixation of the features
of the composer’s artistic personality,
descriptions of his class, the pedagogical
process demonstrated during his
classes, etc. The preparation, the writing,
the systematization and the compilation of
the materials of the ‘Memoirs’ were carried
out by Boleslav Leopoldovich, who was
aided by Sergei Vladimirovich Protopopov,
who annotated the text of his teacher’s book
with all sorts of commentaries. The latter
included concise line-by-line references,
more extended footnotes and, finally, separate
supplements brought out into separate

sections, for the most part, enunciating
particular incidents from Taneyev’s life
and artistic biography. In the guise of such
aseparate Supplemental Section, particularly
these incidents were proposed to be brought
into the book ‘Memoirs’ in the version edited
by Protopopov... Altogether, the book was
ready for publication. Sergei Vladimirovich
Protopopov was indicated as its editor on
the title page of its typescript. But... in 1954
Protopopov passed away.”!> As the result
of her comparative analysis, Malysheva
discovered that Yavorsky’s memoirs about
Taneyev were published in another edition,
in which the division of the ‘Memoirs’ into
chapters was also absent.

The comparative analysis of Yavorsky’s
works undertaken by Malysheva demonstrates
that such types of disparity are discovered
not only in the work about Taneyev,
but also in such texts as Protopopov’s work
“The Final Period of Boleslav Yavorsky’s
Life from the Moment of Evacuation
to Saratov,” which was published in Volume 1
of the Memoirs about the scholar. As Tatiana
Fyodorovna notices, ‘“the coincidences
between the texts themselves are singular and
come to separate, rarely found phrases.”'
In addition, the Saratov-based researcher
discloses a circle of unpublished materials

5 Malysheva T. F. Vospominaniya Boleslava Leopol'dovicha Yavorskogo o Sergee Ivanoviche

Taneeve: iz arkhiva Saratovskoi konservatorii (pod redaktsiei S. V. Protopopova) [Memoirs of Boleslav
Leopoldovich Yavorsky about Sergei Ivanovich Taneyev: from the Archives of the Saratov Conservatory
(Ed. by S. V. Protopopov)]. Problemy khudozhestvennogo tvorchestva: sbornik statei po materialam
Vserossiiskikh nauchnykh chtenii, posvyashchennykh B. L. Yavorskomu [Issues of Artistic Creativity:
A Compilation of Articles Based on Materials from the All-Russian Scholarly Readings Dedicated
to B. L. Yavorsky]. Saratov: Saratov State L. V. Sobinov Conservatory, 2018, pp. 27-28.

16 Malysheva T. F. Kartochka iz kataloga biblioteki SGK [Card from the Library Catalog of the SSC].
Problemy khudozhestvennogo tvorchestva: sbornik statei po materialam Vserossiiskikh nauchnykh chtenii,
posvyashchennykh B. L. Yavorskomu i priurochennykh k 105-letiyu Saratovskoi konservatorii [Issues of Artistic
Creativity: a Compilation of Articles Based on Materials from the All-Russian Scholarly Readings Dedicated
to B. L. Yavorsky and Organized for the Occasion of the 105th Anniversary of the Saratov Conservatory].
Saratov: Saratov State L. V. Sobinov Conservatory, 2017. P. 8.
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of Yavorsky connected primarily with his
pedagogical activities.!”

The Yavorsky fund at the Saratov
Conservatory holds Malysheva’s typescript
work  “Boleslav  Yavorsky’s  Saratov
Archive” comprised of 39 pages, wherein
the researcher examines all the archival
materials of the fund and touches upon
the history of the study of the archive,
comparing the published materials with
the documents preserved in Saratov.

Overview

Yavorsky’s scholarly legacy, which
has remained topical at the present time,
as well, presents the object of serious
reflection. At the Saratov Conservatory,
Yavorsky’s name is immortalized not only
by a commemorative plaque in the Small Hall
of the Conservatory, wherein the composer
organized his Bach seminar, but also
by the organization of the annual
scholarly conference devoted to Yavorsky
and set to coincide with the day of his
memory. The history of this conference
dates back to 1992, when upon
the initiative of the pro-rector for research
of the Saratov Conservatory Elena Ershova
the first scholarly forum took place, which
“musicologists and performers from many
Russian  conservatories attended and
where they made their presentations, while
the subject matter was devoted exclusively
to Yavorsky’s legacy.”!®

In subsequent years the scholarly
conference gradually expanded
its subject matter, however, Yavorsky’s
ideas have remained at the center of the
researchers’ focus. Updates were made

of the culturological subject matter
and the search for interdisciplinary
connection, which was so organic

for the theorist, the theme of performance
interpretation, which was one of the crucial
themes for him, the issues of reflection of the
concept of intonation, and the theory of modal
rhythm in the music of Russian composers,
theses about the development of musical
auditory perception, and a number of other
themes. The reflection of contemporary
scholars directed at the comprehension
of Yavorsky’s ideas has turned out to be very
productive and is conducive to generation
of new concepts. One of the most illustrative
in this regard was the conference held
in 2013, which hosted many brilliant
presentations, including those by Alexander
Koblyakov from Moscow (“Boleslav
Yavorsky’s Teaching in the Context of a New
Meta-Systemic Approach”), Elena Vartanova
from Saratov (““Yavorsky and Rachmaninoff:
the Ontology of the ‘Dies Irae’ in Sergei
Rachmaninoff’s Music”), Olga Kulapina
from Saratov (“Boleslav Yavorsky’s Modal
Theory: the Conceptual Aspect”), Yakov
Fain from Novosibirsk (““About the Concept
of Intonation in Boleslav Yavorsky’s Music
Theory Concept (Concerning the Problem

17 Malysheva T. F. Boleslav Yavorskii [Boleslav Yavorsky]. Kompozitory i muzykovedy Saratova: sbornik
statei [Composers and Musicologists of Saratov: Digest of Articles]. Moscow: Kompozitor, 2008. P. 61.

'8 Vishnevskaya L. A. K istorii Vserossiiskikh nauchnykh chtenii pamyati B. L. Yavorskogo
[On the History of the All-Russian Scholarly Readings in Memory of B. L. Yavorsky]|. Problemy
khudozhestvennogo tvorchestva: sbornik statei po materialam Vserossiiskikh nauchnykh chtenii,
posvyashchennykh B. L. Yavorskomu i priurochennykh k 105-letiyu Saratovskoi konservatorii [Issues
of Artistic Creativity: Compilation of Articles Based on Materials from the All-Russian Scholarly Readings
Dedicated to B. L. Yavorsky and Organized for the Occasion of the 105th Anniversary of the Saratov
Conservatory]. Saratov: Saratov State L. V. Sobinov Conservatory, 2017. P. 8.

108



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 2

Statement)”), and Tatiana Malysheva
from Saratov (“Reflection of the Principles
of Sergei Taneyev’s Musical Thinking in his
Pedagogical Activities (Based on Boleslav
Yavorsky’s Memoirs)”), or the conference
held in 2017, which featured presentations
of Olga Kulapina (“Boleslav Yavorsky’s
Art of Performance”), Tatiana Svistunenko
(“On the Significance of the Tritone
as ‘the Basic Cell of Musical Speech’
in Boleslav Yavorsky’s Teaching”), Galina
Kaloshina and Ksenia Shalkova (their joint
presentation “The Christian Conceptions
and Symbols in Sofia Gubaidulina’s Cycles
of Concertos in Light of Boleslav Yavorsky’s
Ideas”), Elena Ponomareva (“Certain
Theses by Boleslav Yavorsky Regarding
Tchaikovsky’s Music: Out of Context and
Within the Context”), Elena Mstislavskaya
(“Boleslav  Yavorsky’s  Achievements
in the Context of Musical-Pedagogical
Research”)," etc. The scholarly conference
that took place in 2019 and connected
thematically not only with Yavorsky’s

scholarly legacy, but also with Russian sacred
music, once again revealed the universality
of Yavorsky’s ideas, their capability of being
actualized in the most unusual contexts,
which was reflected, among other instances,
in Angela Khachayants’ presentation
(“About  the Melodic  Connections
in the Znamenny Chant (a Comparative
View of Boleslav Yavorsky’s Teaching)’).?

Thereby, as the result of the activities
of the outstanding scholar and musician
Yavorsky, not only are bridges being
built between the various epochs, styles
and directions in the process of evolution
of the art of music, but also parallels
are being lined up between various academic
directions and schools, and the trace
of this theorist left during the period
of his short-time stay in Saratov has turned
out to be so significant and multifaceted
for us that it has made it possible for us to
bring forward and develop his legacy during
the course of many decades following
his departure from this world.
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Abstract. The focus of the article is the history of the Gnesins’ Institute examined within
the framework of the political events of the second half of the 1940s. The new institute
was established during the difficult wartime period (1944) and after a few years turned out
to be at the epicenter of the scholarly and cultural politics of the Soviet Union leading a struggle
against “cosmopolitanism.” It was primarily the scholarly-methodological conception of the institute
that became the target of criticism. Since the discipline of music acquired a high social status
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Valntina Konen, Anatoly Butskoy, and Mikhail Pekelis. Analysis of the hystorical materials shows
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Hayunas cratbs

HayuyHasa u HayyHo-MeToguueckas peaTenbHOCTb
My3biKanbHO-NeaAarorM4eckoro MHCTUTYTa UMeHU MTHeCHHbIX
U nonuTuYeckmne cobbitTus BTOPOM nonosuHbl 1940-x ropos™*

Tarpsaina UBanoBna Haymenko
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2. Mockea, Poccutickas @edepayus,
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Annomayus. B 1eHTpe BHUMaHMS CTaTbU — UCTOPHsI | HECMHCKOTO MHCTUTYTA, paccMaTpruBaeMast
B paKypce NOJUTHYECKUX COOBITHI BTOpoil monoBUHbI 1940-x rooB. HOBBIN MHCTUTYT OBLIT OCHOBaH
B TskEnoe BoeHHoe BpeMs (1944) u criyCTsl HECKOJIBKO JIET OKA3aJiCs B SMUIICHTPE Pa3pyLIUTEIHHOM
Hay4YHO-KylIbTypHOM mnonuTuku Coerckoro Coro3a, Bemmeid OopbOy € KOCMONOIUTH3MOM.
MunieHbl0 KPUTHKM CTajla B IEPBYI0 OYEpEb HAy4YHO-METOIMYECKas KOHIIENILHS HHCTUTYTA.
[TockonabKy My3bIKalbHasi HayKa K Hayaly MCCIEAyeMoro nepuosaa odpena BhICOKUN COLMAIbHBIN
CTaTyC, My3bIKOBE/Ibl CYUTAIINCH OHON U3 CAMbIX BIMSTEIbHBIX IPOPECCUOHATIBHBIX IPyII. ABTOP
CTaTbU AHATIM3UPYET Psi/l APXUBHBIX JOKYMEHTOB, B YaCTHOCTH cTeHOTrpammy OTKpBITOTO 3aceJaHus
XyI0’)KeCTBEHHOTO COBETAa MHCTUTYTA, KoTopoe mpoBoamwiock 9 u 10 mapra 1949 rona. CornacHo
JAHHOMY MCTOYHUKY, KpUTHUECKUM HamnajJKaMm MOJBEPINIMCh HayyHbIE TPY/Abl U yueOHUKH Tamapsl
JluBanoBoii, Banentuna ®epmana, Buktopa bepkosa, Banentunsl Konen, Anaronust byukoro,
Muxaunna Ilexkennuca. AHaIM3 UCTOPUUECKUX MATEPHUATIOB MOKA3bIBAET, YTO aJMUHHUCTpALUS By3a
CTpPEMHUJIACh OTBECTHU yAap OT UHCTUTYTA, @ CO CTOPOHBI NIEIArOrMueCKOro KOJIJIEKTUBA OTMEYAIIOCh
MIPOTUBOJACICTBUE MapTUilHBIM opraHaMm. HecMmoTpst Ha TpeOoBaHUS PyKOBOAMTENEH MapTUITHON
OpraHM3ali UHCTUTYTA, UCCIIEA0BATENN, padOTaloIIUE B BY3€, HE ObLIM JIUIIEHBI YUEHBIX CTETICHEH,
HE TIOTIAJIH TTO0]1 3aMPET ¥ KPUTUKYEeMble YUeOHUKH. BCE ke moBeprayBIIrecs MyOIHIHON «IUCTKE)
My3bIKOBE/Ibl BBIHYKJEHBI ObLIN yexaTb U3 MOCKBBI. PaccpeoTounBIINCH 1O BCEH CTpaHe, OHU
CTaJI1 OCHOBOIIOJIOKHUKAMU PETMOHAJIbHBIX HAYYHBIX IIKOJI.

** CraThs ToOATOTOBJICHA I BTOopoit MexayHapomHOW HaydHO-TIPAKTHICCKOW KOH(epeHInH
«"HECMHCKHE TIeIarOrH4eCKUe IIKOJIbl: UCTOPUSI U COBPEMEHHOCThY, IIpoxoauBIel B Poccuiickoit akageMun
My3b1ku nMeHn [ 'HecnHbIx 27-28 despanst 2019 roxa.
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Knwuesvie cnoesa:

lT'ocynapcTBeHHBI  MY3BIKaJbHO-IIEJArOTUYECKU HWHCTUTYT HMEHU

['HeCHHBIX, HICTOPUS POCCUHCKON MY3bIKAIbHOM HAyKH 1 00pa30BaHus, 00ph0a C KOCMOIIOIUTA3MOM,
uaeosornueckue kammnanuu konna 1940-x, Banentuna Konen, Tamapa JIluBanosa, Muxawn [lexenuc

Mna yumupoeanua:. Haymenko T. M. HayuHas w HaydyHO-MeTOAMYECKas IEATEIBHOCTH
My3bIKaJIbHO-IIEAArOTUYECKOr0 UHCTUTYTa UMEHU ['HECHHBIX U MOJIUTHYECKHUE COOBITHS BTOPOMH
nonoBuHBl 1940-x romos // IlpoGmembl My3bikaimbHON Hayku / Music Scholarship. 2024. Ne 2.
C. 111-121. (Ha anr. s13.) https://doi.org/10.56620/2782-3598.2024.2.111-121

On the Benefit and the Harm
of Musicological Textbooks

The history of the Gnesins’ Institute
presents one of the most illustrative pages
in the music history of the country, which
has reflected both its achievements and
the dramatic contradictions. Having been
established during the difficult wartime
years, the institute, along with other
institutions created at that same time
became a bright symbol of the constructive
efforts of the Soviet government and one
of the most productive educational
institutions of a new type. [1] And only
three or four years afterwards, it became
involved in destructive political events,
which presented a much greater danger for
it than for the authoritative and the long
established “old” musical higher educational
institutions. Remarkable as it may seem,
these cardinally opposite processes had
a common reason: the scholarly methodical
conception of the institute, which turned
out to be at the epicenter of the priority
interests of the state. Proclaiming
it as the chief mission made it possible
for Elena Fabianovna Gnesina in 1944
to establish the institute, and in 1948 — to
perceive in full measure all the consequences
of such a decision.

It seemed strange to imagine, how
was it that the peaceful activity in creating
textbooks, programs and methodologies
could become the reason of political
upheavals. It may be possible to try to find
an answer to this question by remembering
that unprecedented high status that Soviet
scholarship, in particular, the musical
and musical-pedagogical, obtained
by the beginning of the period in question.
The reinforcement of this status began
approximately at the turn of the 1920s
and the 1930s, as evidenced by archival
documents of the newly opened
musicological departments and sections —
for example, at the Moscow Conservatory. [2]
One of the eloquent testimonies may be
found in the protocol of the Scholarly
Research section of the First All-Russian
Musical Conference (1929), which was
organized under the direct supervisory
control of People’s Commissar Anatoly
Vasilyevich Lunacharsky. The program
report was entrusted to Boris Vladimirovich
Asafiev, and the supplementary report —
to Roman Ilyich Gruber'. Both reports
contained a fair share of remarkable phrases
characterizing the role of musicology
in the organization of Soviet musical culture.
Thus, Asafiev asserted: “A musicologist

' As it frequently happened, instead of Asafiev, who could not stand giving public presentations,

the report was read by Roman 1. Gruber.
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in the USSR 1s not an office scholar,
but a musical activitist, organizer and
ideological director.”” Gruber continued
this thought: “A musicologist should
be a ‘consultant,” a rational deputy
of the state organs in the sphere
of the realization of the musical policies.”

In the course of time, the musicologists
became one of the most influential
professional  groups. Their presence
was very weighty, not only at academic
events, but also during the discussions
of the repertoires of musical theaters,
the plans of musical publishing houses,
awarding state premiums, etc. [3]
Moreover, all of this had substantial
material alimentation. In the summer of
1948, the written correspondence between
the Committee for the Affairs of the Arts
and the Council of Ministers of the USSR
about the ascertaining of the norms
of remuneration of the services of theater
and musical critics, theater historians
and musicologists “engaged by the artistic
establishments for separate assignments.”™
By the decree of the Council of Ministers
of the USSR, the tariffs of wages were
established for each form of activity:
viewing theater performances and listening

to concerts, written reviews, oral reports or
lectures. A concert with an ensuing review
“cost” from 200 to 300 rubles, a lecture
— from 200 to 500, and a written review
— from 150 to 250°. The honorarium
for writing a textbook for the highest
educational institutions comprised between
1500 and 2000 rubles for a print unit
for 40,000 ens®. At the same time, according
to the data of the Central Statistical
Administration of the USSR, the average
salary for industry in the selfsame year 1948
comprised 600 rubles.’

As it is well-known, the lengthy campaign
of the struggle against cosmopolitanism
started on February 11, 1948, when
in the newspaper Pravda — the Edict
of the Politburo of the Central Committee
of the Communist Party — was published
“About Vano Muradeli’s Opera ‘The Great
Friendship’.” [4] Another famous document
— an editorial article published almost
a year afterwards in the Pravda newspaper,

“Ob  odnoi antipatrioticheskoi
gruppe teatral'nykh kritikov” [“About
One Antipatriotic Group of Theater Critics™]
(January 28, 1949) — set off the start
of the so-called “musicologists’ case.” [5]
The campaign affected the activities

2 The protocol of the session of the Scholarly Research Section of the First All-Russian Musical
Conference from June 18, 1929. The Russian State Archive for Literature and Art (RSALA). Fund 645,

List 1, Portfolio 335. P. 50.
3 Ibid. P. 52.

* The Correspondence with the Council of Ministers of the USSR about the Payment of the Work
of Theater and Music Critics, Theater Historians and Musicologists and for Other Questions. RSALA.

Fund 962, List 3, Portfolio 1771. 36 p.
5 Ibid. P. 6.

¢ The Edict of the Council of People’s Commissars of the RSFSR from July 12, 1944. No. 540 “About
Authorial Honorariums.” Pravovaya Rossiya [Legalistic Russia].
URL: https://www.consultant.ru/cons/cgi/online.cgi?req=doc&base=ESU&n=28529#m3RXoDUNLOIrdR9OY

(accessed: 21.05.2024).

T Sovetskaya zhizn'. 1945-1953 gg.: sbornik dokumentov [Soviet Life. 1945-1953: a Compilation
of Documents]. Comp. by E. Yu. Zubkova, L. P. Kosheleva. Moscow: ROSSPEN, 2003. 720 p.
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of a number of institutions in which
musicologists worked: the Committee for
the Affairs of the Arts, the Composers’
Union, and the journal Sovetskaya muzyka
[Soviet Music]. [6]

In the ensuing articles and presentations,
the names of the most “malevolent
cosmopolitans” were published — they
comprised eight musicologists: Mazel,
Zhitomirsky, Belza, Ogolevets, Shlifshtein,
Martynov, Shneyerson and Vainkop. Thereby,
the struggle against cosmopolitanism began
under the slogan of the struggle against
the anti-patriot critics, however, very soon
it was discovered that the main targets
turned out to be not the critical works
by musicologists published in newspapers
and journals — these were practically not
discussed, — but textbooks and dissertations.

“The Musicologists' Case”
at the Gnesins' State
Musical-Pedagogical Institute

None of the aforementioned
“cosmopolitans” were listed as being on
the faculty of the Gnesins’ State Musical-
Pedagogical Institute, with the exception
of Lev Abramovich Mazel (Mazel worked
in the institute part-time, without having left
the Conservatory).

Nonetheless, in correspondence with
the demands of the time, an open session
of the Artistic Council was appointed, which
lasted for an entire two days — on March 9 and
10, 1949. Only a year earlier, in connection
with the Edict of 1948, a similar open party
session took place, following the results
of which Elena Gnesina sent the Committee
for the Affairs of Arts an internal memorandum
with a detailed account, having been able

not to list a single last name in it. Judging
by the text of the memorandum, there were
no concrete guilty persons in the institute,
but only certain “elements of formalism”
in the work, moreover, revealed in a timely
manner and stigmatized with shame at
the same time, at a Communist Party
meeting. A number of realized and planned
events was indicated, such as the revision
of the program of the music of the peoples
of the USSR, or the conference on the subject
of the book “by Comrade Stalin Anarchism
and Socialism” planned at the Music Theory
Department.?

However, the most important things
lay ahead. The preparation for the session
of the Artistic Council of 1949 was
accompanied by the appointment of reporters
both from the number of professors and
the number of students. The program
report was assigned to the depict director
for scholarly and tutorial work, Associate
Professor Yuri Vladimirovich Muromtsev.
Scholarly and academic-methodic works
were designated as the targets; many of them
had been developed outside of the Gnesins’
Institute. These included such works as,
for example: the dissertation for
the degree of Dr.Sci. (Arts) written by Tamara
Nikolayevna Livanova defended as far
back as 1935 at the Moscow Conservatory;
the dissertation for the degree of Cand.Sci.
(Arts) written by Viktor Osipovich Berkov,
defended during the period of evacuation
in 1942 at the Saratov Conservatory;
the dissertation for the degree of Dr.Sci.
(Arts) written by Valentina Dzhozefovna
Konen, defended in 1946 at the All-Union
Scholarly Research Institute of Arts Studies
affiliated with the Academy of Sciences

8 Report on the Tutorial-Methodological Work for the 1947—-1948 Academic Year and the Materials

for It. RSALA. Fund 2927, List 1, Portfolio 234. 175 p.
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of the USSR; Anatoly Konstantinovich
Butskoy’s textbook Struktura muzykal'nogo
proizvedeniya: Teoreticheskie osnovy analiza
muzykal'nykh proizvedenii [The Structure
of a Musical Composition: the Theoretic
Foundations of the Analysis of Musical
Compositions] (1948) and a few other
works. All three music history textbooks
written before the war, all written in 1940 —
by Livanova, Valentin Eduardovich Ferman
(authors) and Mikhail Samoylovich Pekelis
(editor-compiler) — were also castigated.’
However, it 1is noteworthy that
notwithstanding the evidently present
political order for the condemnation
of these and other scholarly and academic-
methodological  works, Muromtsev,
who made his presentation first, exerted
the greatest attention not to the musicologists
of the Gnesins’ Institute, but those who had
already been noticed in the publications
of the Pravda. At the same time,
when speaking about the musicologists from
the Gnesins’ Institute losif Yakovlevich
Ryzhkin, Boris Veniaminovich Levik
and others, he limited himself to a “harsh
condemnation” of their position of “non-
interference.”'® This was a much lighter
“case,” not incurring any consequences
of a repressive character. Most likely,

the greatest castigation was inflicted
on Konen’s dissertation: here, a crucial
role, of course, was played by the theme
“Ocherki po istorii muzykalnoi kul'tury
SShA” [“Essays on the Musical Culture
of the USA”]; certain aspects of this research
were included in the plan of the Institute’s
scholarly research work and were already
implemented into the music history course
curriculum. It is necessary to remember
that Soviet musicologists turned to
foreign music, especially in dissertations,
exceedingly cautiously — the exceptions
were only a few separate works about Bizet,
Bach and Beethoven — and, as it turned
out, this caution was not groundless. After
the “cosmopolitan” campaign, the subject
matter of foreign music, having turned
out to be dangerous, was not renewed
in dissertation works up to 1960.

Mirra Semyonovna Bruk, who spoke
following Muromtsev, fulminated
with criticism of the Artistic Council
of the Moscow Conservatory, which
awarded the degrees of Dr.Sci. (Arts) to
Livanova and Mazel, and the Artistic Council
of the All-Union Scholarly-Research
Institute of Art Studies, which awarded
a degree of Dr.Sci. (Arts) to Konen, and her
opponents that gave reviews of acclaim."

® What is meant here are the textbooks Istoriya russkoi muzyki [History of Russian Music] under
the editorship of Mikhail Pekelis (1940), Istoriya zapadnoevropeiskoi muzyki do 1789 goda [History of Western
European Music Before 1789] by Tamara Livanova (1940), Istoriya novoi evropeiskoi muzyki ot Frantsuzskoi
revolyutsii 1789 goda do Vagnera [History of New European Music from the French Revolution of 1789

to Wagner] by Valentin Ferman (1940).

10 A presentation by Associate Director for Scholarly and Tutorial Work of the Gnesins’ State Musical-
Pedagogical Institute, Associate Professor Yuri Muromtsev on the open session of the Artistic Council
of March 9, 1949 “Bor'ba za razgrom antipatrioticheskoi gruppy muzykovedov-kosmopolitov i nashi zadachi”
[“The Struggle for the Evisceration of the Group of Cosmopolitan Musicologists and Our Goals”]. RSALA.

Fund 2927, List 1, Portfolio 44. P. 10.

Il Stenograph No. 12 of the Open Session of the Artistic Council of the Institute Jointly
with the Pedagogical Council of the Gnesins’ Music College. March 9, 1949. RSALA. Fund 2927, List 1,

Portfolio 44, pp. 34, 35, 36, 37.
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It turned out that it was not only the Gnesins’
Institute, but all the Soviet musicological
institutions from year to year did nothing
else that encouraged ‘“‘cosmopolitan”
research works. The dean of the History
and Theory Department Ida Anatolyevna
Margolina in her presentation supported
this premise, suggesting to concentrate not
on the new, but on the old textbooks and
research works as being more “injurious”.!?
This persistent reference to the “Pre-Gnesins’
past and unwillingness to touch the present
was present in many of the presentations
and may have been evaluated as an attempt
to avert the blows from the Institute.

Some of the presentations, even the rather
lengthy ones, passed without mentions
of any names at all. The student Levit
especially distinguished himself, who

by discoursing abstractly about
cosmopolitanism in his presentation,
deflected so  painstakingly  from

mentioning concrete names, that a demand
followed from the presidium to mention
the “cosmopolitan” pedagogues by name.
However, the dexterous student was able to
avoid answering even such a direct request.
And only Konstantin Konstantinovich
Rosenschild, @who was  criticized
in Muromtsev’s report for his dissertation
for the degree of Dr.Sci. (Arts) devoted to
the Soviet formalist composers Prokofiev,
Shostakovich and Myaskovsky (which was
subsequently never defended), identified
concisely two of the “cosmopolitans”
of the Gnesins’ Institute — Konen and

Pekelis. On this session, only the two
of them were forced to renounce publicly
their own “fallacies”: Pekelis had to condemn
his own textbook written a decade ago,
and Konen — her dissertation. Boris Levik
tried voluntarily to become the third victim:
in the very beginning of his presentation
he expressed his surprise that Muromtsev
and the other reporters decided to spare
him for some reason. He enumerated his
“fallacies” meticulously, remembering
that during Rosenschild’s two-month
long illness, he chaired the Music History
Department and made numerous mistakes;
how, having succumbed to the “hypnosis
of authoritative names” he lavished praise
on the composers of the formalist trend...
It seemed that, having chosen this style
of presentation, Levik somewhat softened
the settings of the session.!

Pavel Gennadyevich Kozlov, who spoke
afterwards, chose for his topic the activities
of the higher educational institutions
in the aspect of the interaction between
scholarship and pedagogy. Not forgetting
to pronounce certain ‘“‘signal” terms, such
as “historical and dialectic materialism,”
he essentially turned the meeting to the
direction of discussing the new historical-
stylistic harmony course." The topic
was supported by Elena Vasilyevna
Davydova, who subjected the then existent
methodological manuals for solfeggio
to exhaustive analysis.

Thereby, the discussion seemed to
have been switched to a professional

12 Stenograph No. 12 of the Open Session of the Artistic Council of the Institute Jointly with the
Pedagogical Council of the Gnesins’ Music College. March 9, 1949. RSALA. Fund 2927, List 1, Portfolio 44.
13 Stenograph No. 12 of the Open Session of the Artistic Council of the Institute Jointly with the
Pedagogical Council of the Gnesins’ Music College. March 10, 1949. RSALA. Fund 2927, List 1, Portfolio

45, pp. 10, 11.
4 Ibid., pp. 14-18.
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channel. Student of the History and Theory
Department Liudmila Atanova presented
in defense of a more thorough study
of foreign languages, taking refuge
in the following argument: “Without
any knowledge of even a single foreign
language, we would not be able to judge
foreign music. In order to struggle with an
enemy, it is necessary to know what weapons
he is using in his fight.”'* With this phrase,
the young student used a well-known blind,
when in the guise of “criticism of bourgeois
theories” or “the struggle with the enemy”
the possibility arose to study “bourgeois”
languages and “bourgeois” culture.

From the texts of the presentations
it also became possible to arrive
at conclusions about certain nuances
that were absent from the stenograph,
but not omitted from the presentations
of a number of reporters. One of such
significant nuances was represented
by the applauses. They erupted during the
most unfit moments — for example, during
the presentations of Pekelis and Konen. The
thesis that art is situated beyond politics,
beyond the struggle of the part, offered
by Konen as one of her recent “fallacies,”
was met with standing ovation from the hall.
The stenographer did not fixate this
occurrence, however, it became conspicuous
in the outraged speech of the representative
of the Committee for the Affairs
of the Arts Evgeny Evgenyevich Severin,
who was present at the session. Having
been discouraged by that support that
the hall was endowing to the main culprits,
he promised to carry out a serious purge
in the Institute. One more important

15 Ibid. P. 28.

semantic nuance was added by the responses
made on the spot. For example, when the
head of the Marxism-Leninism Department
E. N. Melnik suggested to look over once
more the defended dissertations and
to deny the “cosmopolitan” musicologists
their academic degrees, the students
communicated from the spot in an untimely
manner that at the department entrusted
to her, the course of historic materialism
was taught in an unqualified way and was
not read to the final stage.

Notwithstanding the perceived resistance
on the part of the faculty and student body,
the text of the resolution, besides
a condemnation of the activities of all
the departments, dean’s offices and student
groups, included a recommendation to relieve
Margolina from her position of the dean
of the History and Theory Department,
Pekelis and Konen from their teaching
positions and to extract all the textbooks
acknowledged as being ideologically
harmful from the libraries.

At the same time, the Music History
Department scheduled a detailed discussion
of Konen’s dissertation; Livanova’s
“cosmopolitan” textbook History of Western
European Music before 1789 was listed as
the next in the plan. However, Livanova
did not wait for this session and left the
Institute herself: her name is not mentioned
in the subsequent protocols. Konen’s
dissertation was subjected to a critical
dissection on two sessions in a row —
on March 24 and 31, 1949.'° Here especially
noteworthy was the extensive presentation
of Rosenschild, who a year earlier had
already presented an over-30-page-long

16 Stenograph of the session of the Music History Department of the Gnesins’ Musical-Pedagogical
Institute on March 24, 1948. RSALA. Fund 2927, List 1, Portfolio 243. P. 3.
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analysis of the published and defended
dissertation of Butskoy from Leningrad,
who was soon to be stripped of his academic
degree and taken off his position as the dean
of the Theory Department.!” Now the hard-
hitting analysis was carried out in relation
to the pedagogue of the selfsame department
in the Institute discharged from her job
by the decision of the Artistic Council.
Unfortunately, one of the opponents on her
defense was Igor Belza, who was placed
in the first group of eight “cosmopolitan”
musicologists, and this circumstance was
noted in Rosenschild’s speech as a non-
accidental, deliberate fact. Incidentally,
the other acting figures also took a beating —
the research advisor, corresponding member
of the Academy of Sciences of the USSR
Alexander  Vyacheslavovich  Ossovsky
and the opponents — Livanova and the
chairman of the Music Theory Department
Sergei Sergeyevich Skrebkov. The work
itself was characterized from the position
of the “fallacies” and “untruths” inherent
to it and meticulously enumerated, as well
as the determinant influence of “racist
conceptions.”

In comparison to this report, the position
of the pedagogues of the department, which
was also rather critical, seems, nonetheless,
mild and intelligent: it is not by chance that
Rosenschild unleashes his dissatisfaction
on Levik, Skrebkov and the aspirant Iraida
Smirnova, who, in all likelihood, did not
say all the words that were necessary
for endorsing the expected position.'®

Also quite characteristic was the comment
of the faculty member of the department

Victor Kelmanovich Fradkin, who observed
the impossibility, considering the discussion
of a dissertation of a Soviet musicologist
— these words were emphasized by him, —
to write in the resolution simply “Konen,”
as it was done in Rosenschild’s redaction.
It 1s noteworthy that the entire text
of the stenograph was, indeed, corrected:
throughout the whole text before Konen'’s last
name the letter “t” was added — “tovarishch
Konen” [“Comrade Konen™].

After the end of all the events in Moscow,
Pekelis left Moscow and moved to the city
of Gorky, where he taught at the conservatory
and chaired the Music History Department
until 1955, then he returned to the Gnesins’
Institute and worked here until the end
of his life. Konen was dismissed from her
job immediately after the end of the Artistic
Council in March 1949, and thereby she
was spared from the repeated discussion
of her dissertation. At the same time,
she also left the Moscow Conservatory
(for more detail about her life and her
destiny, see: [7]).

In the selfsame year, 1949 the likewise
dismissed Nikolai Feodorovich Orlov,
the director of the Sverdlovsk Conservatory,
was able to hire her. In 1952 Rosenschild
was also dismissed, — albeit, after a certain
period of time, he was once again hired
to be on the faculty of the Institute. But
this is already another, completely different
story, requiring separate elucidation.

While completing recounting the story
about the peculiarities of the “musicologists’
case” at the Gnesins’ Institute, it is important
to note that, despite the numerous demands

7 About A. K. Butskoy’s work Struktura muzykal'nogo proizvedeniya (teoreticheskie osnovy analyza
muzykal'nykh proizvedenii) [The Structure of a Musical Composition (The Theoretic Foundations of the
Analysis of Musical Compositions)]. Muzgiz, 1948. RSALA. Fund 2927, List 1, Portfolio 681. 31 p.

S Tbid., pp. 62, 63, 64, 65, 66.
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on the part of the leaders of the Communist
Party organization within the Institute,
neither Konen, nor any other musical
researcher from Gnesins’ was stripped
of his or her academic degree. Neither
were the criticized textbooks subjected
to prohibition.

In 1954 the third and final volume
of History of Russian Music was published,
edited by Pekelis — the textbook for
which he was forced to repent publicly
at the session of the Artistic Council
on March 9, 1949. In 1982-1983 both
volumes of Livanova’s History of Western

European Music before 1789 were
republished; in 2018 the book was reprinted
once again by the “Planeta muzyki”
publishing house. The musicologists
who had been forced to leave Moscow
became the founders of academic schools
far beyond the confines of the city.
The harsh wind of time swept
them across the whole country, however,
it was particularly this circumstance that
had generated the unique phenomenon:
the rooted system of musicology that was
unified across the entire space of the Soviet
Union. [8]
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Annomayun. B 1ieHTpe BHUMaHMs CTaTb — (EHOMEH aBTOPEPEpEeHTHOCTH U (GOpMBI €€
CMBICJIOBOM M CTPYKTYpPHOM peanu3allid B My3bIke JaTckoro kommnosutopa benra Cépencena
(p. 1958). Ha ocHoBe knaccudukammu, mpeanoxkeHHoi M. PoManelr, pacCMOTpPEHHUIO TIOJIBEPTAOTCS
JIBA TUIA MEXTEKCTOBBIX B3aUMOAECMCTBHI — KOPIYCHBII (3aMMCTBOBaHME MaTepHajia BCETO
MIPOM3BE/ICHNS) M JICKCUIECKUM (aBTOUTUPOBaHUE). MaTepuaiom st aHalin3a CITy»aT COUNHEHUS,
co3nanHbie CEPEHCEHOM B TTOCIIEIHEE BAIATHIICTHE: KOHIEPT JUTsl akkopjieoHa It is Pain Flowing
Down Slowly on a White Wall (2010), TpoitHoii koH1epT L Isola della citta (2015), opkecTpoBbie
nbecwl Exit Music (2007) u Evening Land (2017), mbeca st opkecTpa, Xopa, aKTEpoB U MyOTuKH
Sounds Like You (2008), tpunorusi Papillons (2013-2014), «Ctpactu mo Mardero» (2021).
B xome ananusa packpeiBaeTcs crenu@uka aBTOIMTATHOTO MarepHalia, KOTopas CBSA3bIBaeTCs
C €ro HEOJHO3HAYHOCTHIO, 00YCIOBIEHHON OalaHCHPOBAHUEM MEXy OPUTMHAIBHBIM aBTOPCKUM
BBICKa3bIBAaHUEM U alleJTTUPOBAHUEM K «IYKOMY» CTUIIO0. biarogaps 3ToMy BBISBISIOTCS KIIIOUEBbIE
ceMaHTHuYecKue cdepsl (poJib MPOLUIOro U TPaaAUuLUi, pacnaj KyJabTypbl, MOTUBBI YXO/1a, yTPaThl),
XapakTepHbIE JJIs MO3HETO TBOpPYECTBA KOMIIO3UTOpa. B mpon3BeneHusIX, EeIMKOM CO3/IaHHBIX Ha
OCHOBE paHee HalMCAHHBIX, OTMEYAIOTCS MPOLECChl XKAaHPOBBIX TpaHchopMaluii, onpeaensemsle,
CpeIy IpoUYero, NOTPeOHOCTHIO HCCIIeI0BaTh MaTepHall B HOBBIX YCJIOBUAX U XKeJlaHueM 0OHOBUTh
CTpaTeruyd My3bIKaJbHOTO HappatuBa. B menom aBropedepeHTHOCTh y CEpeHceHa CTaHOBHUTCS
BaYXHBIM MEXaHU3MOM KYJIBTYpHOU peduiekcuu U camopeIeKCHu.

Knroueswie cnoesa: narckas mysbika, bent CépenceH, aBTopeepeHTHOCTh, CaMO3aMCTBOBaHUE,
aBTOLUTHPOBAHUE

Jlna yumuposanusn: Oxynesa E. I. CMbICTIOBOM U CTPYKTYpHBIN OTEHIMAN aBTOPE(HEPEHTHOCTH
B My3bike benra Cépencena // IIpobnemsl my3bikanbHOM Hayku / Music Scholarship. 2024. Ne 2.
C. 122-137. https://doi.org/10.56620/2782-3598.2024.2.122-137
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Abstract. The article focuses on the phenomenon of autoreferentiality and the forms
of its semantic and structural realization in the music of the Danish composer Bent Serensen
(b. 1958). Based on the classification proposed by Maria Romanets, two types of intertextual
interactions are considered — the corpus type (featuring self-derivation of the material of the entire
work) and the lexical type (featuring self-quotation). The material for the analysis was formed
by the musical compositions written by Serensen during the last twenty years: the Concerto
for Accordion It is Pain Flowing Down Slowly on a White Wall (2010), the triple concerto
L’Isola della citta (2015), the orchestral works Exit Music (2007) and Evening Land (2017),
the composition for orchestra, chorus, actors and audience, Sounds Like You (2008), the trilogy
Papillons (2013-2014), and the Sz. Matthew Passion (2021). Analysis of this music discloses
the specificity of the self-quoted material, which is associated with its ambiguity stipulated
by a balancing between the original authorial utterance and appealing to an “alien” style.
As aresult of this, the crucial semantic spheres (the role of the past and traditions, the disintegration
of culture, the motives of departure and loss) that are characteristic of the composer’s late work
are revealed. In the works composed entirely on the basis of previously written musical material,
the processes of genre transformations are noted, which are determined, among other things,
by the need to explore the musical material in new conditions and the wish to renew the strategies
of the musical narrative. Overall, Serensen’s autoreferentiality becomes an important mechanism
of cultural reflection and self-reflection.
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BEJICHUU, HUCKYCCTBOBEJEHUHU, COLMOJIOTHH,

BeepeHue ¢dbunocoduu. [Ipu 3T0M 3a9aCTyI0 OHO UMEET

denomeH aBTOPe(EPEHTHOCTH MONYUYHST  Pa3IMYHbIE CMBICIIOBbIE TPAKTOBKH U, KPOME
IMPOKOE pacrpocTpaHeHue B XX BEKe Bpa3-  TOro, pa3Hble HOMUHAIUU.

JUYHBIX 007acTsIX 3HAHUs. JlaHHOE TIOHSTHE B ¢unocodpun — tounee, B jorMKe —

UCIONIB3YeTCS B JIMHIBUCTHKE, JIMTEPATYpO- MPUMEHSIETCSI TEPMUH «aBTOpedepeHuus»,
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KOTOPBIN TMOAPa3yMEBaeT CCHUIKY OOBEKTa
Ha camMoro ce0s. DTOT MPUHLHUI HEPEIKO
MPUBOJIUT K JIOTHYECKUM IapaioKcaM («a-
pajioKCc JDKeIa», «Iapajiokc OpamzoOpes»
U MpoY.), TaK KaKk 00yCIJIOBJIEH COBNAJECHU-
€M B BhIpaXXeHUU (PYHKITUU U €€ apryMeHTa.
B counonorun 0Gonee momyiasipeH TEPMUH
«camopedepenuus». B teopun H. Jlymana
JAHHOE TOHSITHE TPAKTYyeTCs KaK HallpaB-
JICHHOCTh CHCTEMEI K caMoli cebe, K cBoeH
BHYTpPEHHEW cTOopoHe. ONMO3UTUBHONW Ma-
poil K HEeMy BBICTyNaeT HHOpedepeHIus
KaK OpUEHTAIUs CHUCTEMbl K BHEUIHUM
napametrpaMm [1]. B nuHrBHCTHKE aBTOpE-
dbepennus nmoHumaercs aBosiko. C ogHOU
CTOpPOHBI, OHAa O3HAa4YaeT OTCHUIKY 3Ha-
Ka K caMOMYy 3HaKy WJIM BBICKAa3bIBaHUIO,
a C JApyrol — OTCBUIKY K TOBOPSAILEMY.
Jna pasnuuenus stux cmeiciaoB B. de-
IIEHKO BBOJMT MOHSATHUS 3TO-pedepeHinn
(cBsI3p C ampecaHTOM) U COOCTBEHHO aB-
TopedepeHun (CBsA3b ¢ coolIeHuem) [2,
c. 15]. Ha sa3p1k0BOM ypOBHE MOCIENHSSA
COOTHOCHUTCS C TAKMMHU MOHITUAMU, KaK I10-
BTOpPEHUE, CaMoIMoao0ue, peayIiuKanus,
pekypcusi u npou. B nurteparypoBeaeHun
yamie (UrypupyeT TEpMUH «aBTopede-
PEHILIMATBHOCThY», O3HAYaIOIIMil OTCHUIKU
TekcTa K camomy cebe. EE BblpaxkeHueM
BBICTYIIAIOT TaKHE MPUEMBI, KAK aBTOI[UTHU-
pOBaHUE U aBTOPEMUHHUCLIEHIINH [3].

B Mmy3biko3HaHuu QeHoMeH aBTopede-
PEHTHOCTH TECHO COIPSIKEH C IMOHATUEM
CaMO03aMCTBOBaHHS. DTOW mpobiemMe mo-
CBSIlICHA  KaHJWUJATCKas  JuccepTaius
M. Pomaneu. HccnmemoBarenb omnpene-
JsSeT CaMO3aMMCTBOBaHUE KaK «OCOOBIN
TBOPYECKUM  METON, Mpearonararmmnil
BKJIFOUEHHE B HOBOE COUMHEHHE CO3JaHHOTO
paHee aBTOPCKOTO MaTepuralia, BXOAUBILIETO
B KakKOW-IIMOO yKe CYIIECTBYIOIIHUHA COO-
CTBEHHBIN TekcT» [4, c. 25]. PaccmarpuBas
crocoObl  (PYHKIIMOHMPOBAHUS JTaHHOTO
(dbeHoMeHa B HMCTOPUYECKOH pETPOCIICK-

tuBe, M. Pomanen xknaccudumnupyer
dopMBI ero peanuzanuu B XyI0KECTBEH-
HOM TIpaKkTHKe, BBIJCISSA JBa YPOBHSA
KOMIIO3UTOPCKOM pabOThI C TEKCTOM: IPO-
U3BEJICHUS, CO3/IaHHbIE Ha OCHOBE paHee
HallMCaHHOTO  Marepuaia  (pelaxKluH,
TPAHCKPUIIIUHU, TEPEIOKEHUS] U TPoY.),
u aproumTatsl. [lepByro rpynny uccieno-
Baresib Takxke IudepeHuupyeT Ha TpHU
BHJIa B 3aBUCHMOCTH OT METOJ0B MpPeoo-
pa3oBaHUs TMEPBOMCTOYHHUKA: pEAaKIU
(opus-rileggere), BapuaHT (opus-opzione),
Tpancdopmanus (opus-trasformazione).

[IpennoxxenHast kmaccudukanust mpea-
CTaBJISIETCS JOCTAaTOYHO YHHUBEPCAJIbHOM,
U Tocjenyrouiee Hu3JoKeHue OyIeT Bbl-
CTpauBarbCsd B omope Ha He€. B 1o xe
BpeMsl B HACTOSILEH CTaThe TEPMUH «aBTO-
pepepeHTHOCTh»  OKa3biBaeTcs  Ooiee
MPEANOYTUTENBHBIM, TOCKOJIbKY, B OTJIIMYHE
OT CaMO3aMMCTBOBAHHMS, OH AaKLEHTHUPYET
CaMOOTHOCUMOCTh OObEKTa M B 3TOM OT-
HOIIEHUM MOXET paccMaTpuBaThCsl Kak
MeXaHU3M (aBTO)pe(IEKCUBHOCTH, BEIY-
OMA K «yCTAHOBJIECHUIO MEXTEKCTOBBIX
CBsI3ell BHYTPH COOCTBEHHOM HICOCTHIICBOM
cucteMb» [5, c. 12], TO ecTb K aBTOMHTEP-
TEKCTYaJIbHOCTH.

B My3bIKaJIbHOM HCKYCCTBE B Pa3Iu4yHbIC
KYJIBTYpPHO-UCTOPUYECKHE EPUO/IbI
aBTope(epeHTHOCTh MposABIsAia cebds mo-
pazHoMy U ObUTa 00YyCJIOBIIEHA Pa3IUYHbBI-
MU npuynHamu. B snoxy BospoxaeHus u
0apOKKO, KOTja aBTOPCKUI MaTepral HOCUII
BO MHOIOM «BHEJIMYHOCTHBIA XapaKTep»
[4, c. 22], caM03aMMCTBOBaHHUE IO3BOJIS-
JO ONTUMHU3UPOBATH KOMIO3UTOPCKYIO
paboTy, mo3ToMy obOpalieHrue K CoOOCTBEH-
HOW paHee HAlMCAaHHOW MY3BIKE LIHPOKO
NPUMEHSIIOCH JJIsSl CO3/IaHUs Mapoauid, na-
CTHYY0, O0O0pabOTOK M TPAHCKPHUIIIIUH.
B XIX Bexke MOTHBBI KOMIIO3UTOPOB M3-
MEHUJIUCh. TEKCTOBbIE  IMEpecedyeHUst
BO3HHMKAJIM, CPEIU MPOUYETO, U3 CTpeMIIe-
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HUS TOMYJIsSPU30BaTh CBOE TBOPUYECTBO'.
B sTOT k€ mepuon HameTuinach TEHACH-
UM WHIMBUAYAJIU3UPOBAHHOIO TMOJIXO/AA
K 3aJeHCTBOBAaHHOMY paHEe Marepuay,
MOJIyYMBIIAsl CBOK KyJdbMUHALMK B XX
Beke. [loBpIIeHHAs poOsb aBTOpEeepeHTHO-
CTH BO BTOPOIl NIOJIOBUHE CTOJIETUS CBS3aHA
C OpUEHTAlMEN MOCTMOACPHUCTCKON KyJIb-
Typbl Ha CAMOKPUTHYECKOE CO3HAHMUE,
a TakXe C MOTPeOHOCThIO K «JA0roBapuBa-
HHUIO» KAaK «CBOETO», TaK M «4yxoro» [6].
Bricokas cTeneHp pediaeKCMBHOCTH My-
3BIKAJIbHOTO HMCKyCCTBa OTiAMYaeT XX BEK
OT MPEbIAYLIMX 30X U, KaK CIEACTBHUE,
U3MEHsieT (YHKIIMM CaMO3alMCTBOBaHUSI.
ABTOpEeEPEHTHOCTh MOPOXKAAET (PEHOMEH
aBTOMHTEPTEKCTYAJIbHOCTH, TO €CTh CBS3U
TEKCTOB OJIHOTO aBTOPA, KOTOPBIE B3aHMMHO
MHTErpUpYIOT cMmbica Apyr apyra. [lpuse-
IEM psll IPUMEPOB.

TexcToBble IEepeceyeHusl J10BOJBHO
4acTO MOMOTAIOT COBPEMEHHOMY KOMIIO3U-
TOPY KOHKPETU3UPOBATh XyJ0’KECTBEHHYIO
naer. Tak, B CBOEW YETBIPEXAKTHOM OIEepe
Facing Goya («Bctpeua c Toiieir», 2000)
Maiikn HaiiMan ucrnones3yer paHee Hamwu-
CaHHYI0 MY3bIKy K Buaecodpuiabmy Ilona
Puuapaca The Kiss («Ilomemyii», 1985),
K kaptuHe OHapro Hukxoma Gattaca
(«I'arraka», 1997), a Ttakxke d¢parmeH-
THI U3 OAHOAKTHOU omepwl Vital Statistics
(«demorpadpuueckas craructuka», 1987).
OOpaiienre K «BTOPUYHOMY» MaTepH-
ajy OIpelenseTcs KIYEBOM TEMOWU
OTIEPHI, CBSI3AaHHOM C MPOOJIEMON KIOHUPO-
BaHMs. B mepBoMm akTe aBTOpePepeHTHOCTh

GYHKIMOHUPYET KaK  «IOSCHUTEIbHBIN
“y)ecT”, TPUIAIUNA M[POU3BEACHUIO. ..
reHeasornueckyo ryouny» [7, p. 209].
Bo BTOpoM akTe 3aMMCTBOBAaHHBIE TEMBI
HAUMHAIOT TOJBEpraThCs (pparMeHTaruu
U IpeoOpa30BaHUIO, BHICTYAs «MY3bIKaIb-
HBIM SKBHBAJICHTOM T'€HHOU HHXEHEPUM.
3areM OHU MCYE3AI0T, yCTylas MECTO HO-
BOMY MaTepuaiy, 4TO CIYXHT CHUTHAJIOM
0 MPOU3OLIEAIIEM HU3MEHEHUU MY3bIKaJlb-
HOTO «reHomay (moapobuee cm.: [8]).

OO0paieHue K paHee CO3aHHOMY IPO-
M3BEACHUIO M03BOJISIET BHIIBUTH CMBICIIOBOE
CXOJICTBO TEKCTOB, KaXXYIIUXCS Ha Tep-
BB B3IVISJ JOCTATOYHO AAIEKUMU JPYT
or apyra. Hampumep, UIEHTUYHBIMU MY-
3bIKAIbHBIMM ~ TemMamMu  AHzpe I[lpeBen
3aBepIIaeT JiBa CBOMX TeaTpabHBIX OMyca
— TIbECy Uil aKTEPOB M OpkecTtpa Every
Good Boy Deserves Favour* (1977) u ome-
py A Streetcar Named Desire («Tpampaii
»Kemanue“y, 1995). IlepBas ocHoBaHa Ha
onHouméHHoM mbece T. Crommapaa v mo-
CBsIIEHA CyIb0e PYyCCKUX TUCCUIIEHTOB [9],
BTOpasi Oa3upyeTrcsi Ha 3HAMEHUTOW IIbe-
ce T. VYumpsimca, KOTOpass MOBECTBYET
0 KpyLIeHuu desoBeueckod meutsl [10].
[IpeBeH HAXOMUT B HUX OOIIME YEPTHI: MPO-
TUBOCTOSIHUE JIByX MHPOB — JYXOBHOTO
U MarepuajJbHOI0, UCTUHHOIO U JIOXKHOTO,
WHIMBHUAYyaJbHOTO U o0miero. TpaypHsrii
Mapill, KOTOPbIM 3aBepliatoTcsi o0a couu-
HEHHUsI, CHUMBOJIU3UPYET MOPAJIbHBIM Kpax
repoeB, HX JYIIEBHYI CIOMJICHHOCTD
u Oeccuwive B TOMBITKAX MPOTUBOCTOATH
rpy0oii cuiie, Bi1acTu, oOIIECTBRY.

MHoro4uncaeHHbIE IPpUMEPBI MUT'PpallU MY3bIKaJIbHOI'O MaT€puaja U3 OAHOTO COUMHEHHUA B APYTro€

npencTasieHsl M. PomaHer B cnenmansHON TabnuIe, Mo3TOMY MBI OTCHIJIAEM 3aWHTEPECOBAHHOTO YUTATEIS

K e€ auccepranuu [4].
2

B OykBampHOM TepeBome: «Kaxxaplii XOpOIIMI MaJIBUMK 3aciTyKHUBAacT MIUIOCTI» WiH «KaxapIid

XOPOIUH TapeHb 3aciIyKHBaeT AOOpPOro OTHOIICHWs». B amantmpoBanHoM mepeBoae O. Bapmasep —

«Jlo-pe-Mu-da-comb-Jsa-cu- ThI-CBOOOIBI-TTOTIPOCH.
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[TpuH1MTI aBTOpEHEPEHTHOCTH MOTyHaeT
MHJMBUYalbHO-aBTOPCKYIO pealu3anuo
B TBOPUYECTBE JIATCKOrO KOMIo3uropa benra
Cépencena (Bent Sgrensen, p. 1958), crano-
BSICh 3(D(DEKTUBHBIM CPEICTBOM BOILIOIIECHHS
XyJOXKECTBEHHOIO CMbICIA B €r0 MY3bIKE.
Cruiab AaTCKOTO MacTepa OTMEUEH MeYaThio
OPUTMHAJIBHOCTH W BCErJa ONO3HABacM Ha
ciyX. Ero My3bIKalbHBIA MHUp OIPENEIsAeT
MO3THKA HEBBIPA3UMOI0 U OTCYTCTBYIOILETO.
KoMIo3uTOp TAroTeeT K HEACHBIM, YCKOJIb-
3a01uM 00pa3zaM, 0OHapYKHBAET KPacoTy
B IIpolieccax pacnaza, HaXOJUTCs B MOCTO-
STHHOM JMaJIore ¢ NpouuIsiM. Ero counnenns
pu BCEM Pa3HOOOpa3uu UX XyH0KECTBEH-
HBIX W€ JOBOJIBHO YacTO UMEIOT €IUHYIO
CMBICIIOBYIO OCHOBY, KOTOPYIO MOKHO
OTpeNIeIUTh KaK (POKYCUpOBaHHE Ha OTCYT-
CTBYIOILIEM, YTO HPOSBISETCS B IOUCKAX
TapMOHUH, yTPAYECHHOUN HaBCEra, COOBITHIA,
OCTaBUIMXCS B MPOIJIOM, MY3bIKH, ITpEKpa-
THBLIEH CBOE 3ByYaHHE.

CépeHceH NTOBOJIBHO YacTO ameiupy-
€T B HOBBIX KOMITIO3UIIUSIX K COOCTBEHHOMY
paHee CO31aHHOMY MY3bIKQJIbHOMY Ma-
tepuainy. llpu 3TOM aBTOpedepeHTHOCTh
HOJy4YaeT BhIpaXKeHHE Kak B (opmare 1ie-
JIOCTHOTO TEKCTa NPOU3BEAECHUSA, TaK U
B paMKax aBTouuTHpoBanus. [lonbiTaemcs
B XOZI€ NAJIBHEMILEro MCCIEI0BaHUs MOKa-
3aTb OPUTMHAJIBHOCTh KOMIIO3UTOPCKOTO
MoAXoJa K JAaHHOMY (DEHOMEHY, a TakxKe
PACKPBITh €r0 CMBICIOBOM U CTPYKTYpPHBIN
MOTEHIMAJ.

AsTOLMTUPOBAHMKE

Crnetuky My3bIKaJIbHOTO si3bika CEpeH-
CeHa ormpejenser OalaHCUPOBAHUE MEXTY
JByMsI TUIIAMU BBICKA3bIBaHUS — MEXKY TO-

HAJIBHOCTHIO U aTOHAJBLHOCTHIO, TOHOBBIMHU
U IIYMOBBIMH AJIEMEHTAMM, KaHTUJICHOU U
COHOPUCTHYECKUMHU KOMIUIeKcamu. B3aum-
Hasl KOOPIWHAITUS ATHX TMPOTHUBOTIOIOKHBIX
KOMIIOHEHTOB TIPUBOJIUT K 0coOoMy 3pdek-
Ty Pa3MBITBIX KOHTYPOB, OyATO Ha TIpeaIMET
CMOTPSAT CKBO3b TyMaH WJIHM 3arlOTEBIITUE
crékina. Jlauubeiii 3¢dekr mocturaercs
TaK)Ke MOCPEICTBOM HCKYCHOTO MOJENIUPO-
BaHUS KJIACCHKO-POMAHTHUECKUX HJIHOM,
CTOSIIMX HA TPaHU OPUTHMHAJIBLHOTO aBTOP-
CKOTO BBICKAQ3bIBaHUS U AJUTIO3MH K XOPOIIIO
U3BECTHBIM COUMHECHMSIM. OTCIO/1a 3HAMEHU-
Tast ppaza Apue Hopaxeiima, oTpaxaromas
napaiokcajgbHyI0 CyTh My3blku CEépeHceHa:
«ITO HAIIOMHHAET MHE TO, Y€rO S HUKOTIA
He cubiman!»® VIMeHHO MOmoOHBIE TEMBI,
oOnanaromue SPKUMU Perpe3eHTaTUBHBIMU
Ka4eCTBaMH, CTAHOBSITCSI HICTOYHHUKOM CaMO-
IUTUPOBaHUs y Kommosutopa. Hampumep,
II wacte TpoitHOrO KOHUEpTa L’Isola della
citta («OctpoB B ropoze», 2015) naunnaet-
ca ¢ pyru (mpumep Ne 1), Tema koTopoi Mo
CBOMM MHTOHAITMOHHBIM KOHTYpaM HaroMu-
HaeT Temy ¢Gyru u3 punana GoprenuaHHON
coHatel op. 110 berxoBena. DToT *e Mmare-
puan (mpumep Ne 2) KOMIO3UTOp TO3/IHEE
IPOIUTUPYET B 3aBEPIICHUH OPKECTPOBOTO
counnenus Evening Land («BeuepHsis 3em-
as», 2017), u on xe (nmpumep Ne 3) jspker
B OCHOBY XOpPOBOTO (hyrarTo, OTKPBIBAIOIIETO
No 7 «Mpax» u3 «Ctpacteit mo Mardero»
(2021). Bo Bcex ciyuasix My3bIKa Kak Obl
aneJuTupyeT K OETXOBEHCKOMY MHpPY HIEH,
HO TPAHCIUIAHTAIMS TEMbl B HOBYIO KOH-
TEKCTYaJIbHYI0 IIJIOCKOCTh 3a7aéT HOBBIC
pakypchl B €€ CMBICIOBOM NPOUYTCHUH,
¥ B UTOTE aBTOLIUTATa MPUOOpETaeT CeMaH-
TUYECKYIO0 MHOTOCJIOWHOCTb.

3 Povlsen J. Komponisten og dremmefangeren, Bent Serensen // Koda. 2018. 26 Juni.

URL: https://www.koda.dk/om-koda/nyheder/komponisten-og-drommefangeren-bent-sorensen (accessed:

02.04.2024).



Problemy muzykal'noi nauki / Music Scholarship. 2024. No. 2

Mpumep N21 b. Cépetcen. Lisola della citta. Hadano Il yacTu
Example No. 1 Bent Serensen. LTsola della citta: The beginning of the 2nd Movement
\ | = | J [ bJ"\
e TR P TR e
o L N L N Ry [ e B R S
Piano PPP poss. — PP T |Ppp ——— P =t pp < mp =
n 1 I lk T K T " — | el § lh] | el | T 1N N 1 lk
S S T e e e
Monvep N2 2 b. Cépetcen. Evening Land. Tema ro6os, T. 256-261
Example No. 2 Bent Serensen. £vening Land. The theme of the oboe, mm. 256-261
Ob. — P e 2
_ b b - be s » . B 2L be —~,
| I - 1/ 1 | = 1 L 1 1 1 ]
7 ) e S—— m—
3 i
W ————— mp <P ——— ppp = ——— PP PPPIP_——— ppp <<
Monmep N2 3 b. CépeHceH. «CrpacTv no Mardeion. N 7. «Mpak». [MapTva nepsoro xopa, 1. 3-7
Example No. 3 Bent Serensen. St Matthew Passion. No. 7. Darkness. Part of the first choir, mm. 3-7
J.=56
= | T i )7 ——— ) < T s e
Tenor —>e— " uil ¥——# % be—o—V ——eo—1
v 1 4 - o =% 1 1 = 3 I 1 1 | [ 1
QBJ | . ' r ) | | [ —
Chorus I From the sixth | hour ____there war dark - ness,__| dark - ness 0 - ver
op————— Bp —
Cl) ] [) ) q l.. Lt I"I
Bass [ E—= = = ==—"Src—
From the sixth hour — there war

Il wacte L’Isola della citta BwICTpau-
BaeTcsi Ha COOCTBEHHOM OpPUTHHAIBLHOM
Marepualie, HO B CBOEOOPa3HOM «IOJIEMUKE»
C ApXUTEKTOHMYECKOM KOHCTpyKuuel ¢u-
Hasla OeTxoBeHCKoW coHarbl op. 110. ®dyra
berxoBeHa OTHOCHUTCSI K KaTeropuu paccpe-
JIOTOYEHHBIX. Bl mpeaiecTByeT MeIJICHHbIN
paznen Arioso dolente. Tlpu cBoéM MOBTOP-
HOM TOSIBJICHUH OH Pa3beNHSIET CBOOOIHYIO
yacTh (pyru Ha ABa pasaena. B ¢unane Get-
XOBEHCKOM COHAaThbl HAaXOAWUT OTPAKECHUE
TUTIAYHAS JI7151 HEMEIIKOT'O KOMIIO3UTOpa repo-
rKa 00pbOBI, CIIETYOIIAst ApaMaTyprudecKom
JIOTHKE «OT Mpaka K CBETy», H0O dyepenoBa-
HUE KpaTKOro apuo30 M maciuTabHoil (yru
3aKaHYMBACTCA TOPIKECTBOM  TOCIICIHEH.
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IT yactp xoHuepra CEpeHceHa MepeoCMbIC-
JUBAaeT JAaHHYI0 KOHCTpyKuuio. Jlarckuii
KOMIIO3UTOpP TakKXKe BBICTpamBaeT (opMy Ha
Yyepe0BaHuH apuo30 U QyTHu, HO U3MEHSIET Xa-
paKTep UX B3aMMOOTHOLIEHHS U UHBEPTUPYET
¢dopmy. Bo-mepBeIX, OH yBEIMYMBAET Mac-
mtalbbl Arioso dolente, a BO-BTOPBIX, MEHSET
IIOCJIEIOBATENBHOCTh  PA3JEIOB  MECTaMH,
HayMHas 9acTth ¢ (yru. B urore ¢popma oka-
3BIBACTCS HAIPABJIEHA OT ratio K emotion, OT
pPENIaMEHTUPOBAHHOIO YCTPOMCTBA K CBO-
00IHOMY, OT MOpsiZIKa K Xaocy. Anodeos dhyru
y berxoBeHa CIyKUT YTBEpKICHHEM CHJIBI
4eJIOBEYECKOTO JyXa U €ro YCTPEMJICHHUI.
VYV CépeHceHa 4acTh 3aBEpIIACTCS CKOJb3S-
IIMMH DJIUCCAHIO COJIMCTOB, B KOTOPBIX €/1Ba
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YTaJIbIBAIOTCSI OCHOBHBIC UHTOHAIIMHN A7i0SO
dolente. TlomoOHBIM 00pa3oM KOMIIO3UTOD
MIPOBO3MIIAIAET BCEBIACTHE MPUPOBI U Bpe-
MEHH, pa3pyLIaroIIKX BCE, 4TO ObLIO CO3aHO
YEJIOBEYECKUMU YCUITUSIMHU.

B opxkectpoBoii mwece Evening Land
Tema (yry 3ByUUT B 3aKITIOYUTEIHHOM COJIO
ro6ost (mpumep Ne 2). ABromuTara 37eCh
npuobperaer 6oee TMUHOCTHBIN TOH. Cama
nbeca MPOHUKHYTA 3JIEMEHTAMH aBTOOHO-
rpadguuHocTH. B mporpaMMHBIX 3aMeTKax
KOMIIO3UTOP YKa3bIBAJI, YTO UMITYJIBCOM K €€
COYMHEHHIO CTaJM JETCKOE BOCIIOMUHAHUE
O THXOM BEYEPHEM CBETE, Pa3JIMBAIOLIECM-
Cs HaJ MOJsIMU 3€JIaH]IUU, U BIIEYATIICHUE,
KOTOpOE€ Ha HEero Nnpou3BEN 0003peBaeMbli
C BBICOTHI HEOOCKpEDOA CUSAIOIIMI OTHS-
MM ILIYMHBIN HLIO—PIOpK. B HazBanuu
COYMHEHHUS KPbUICS TaK)Ke CUMBOJIMYECKUN
MOJITEKCT, MOCKOJIBKY O] BEYEPOM MOJpa3y-
MEBAJICS U «BEUEp KU3HU», €€ 3aBEPILICHUE.
3aKIrounTeIFHOE COJI0 T000sI OBLIO HAIU-
cano mnsa Openepuka ['mcnunre (Frederik
Gislinge), Tectss CépeHceHa, ymepIIero
B 2017 rony.

Komno3utop Bu0M3MEHSIET ITUTHPOBAH-
HYI0O TE€MY, HUCKJIIOYas U3 HEE HadyaJbHYIO
KBapTOBYIO0 MHTOHAIIMIO M 3aMEHSISI POBHBIE
YETBEPTHBIE CUHKOIION. B oTiinume ot Tpoit-
HOT'0O KOHIIEPTa 3/1€Ch HE OLTYIIAETCS PSIMOM
CBS3U C cOoHaroil berxoBeHa (mpexae Bce-
ro MOTOMY, YTO Marepuall He CBSI3bIBACTCS
¢ ¢yrupoBaHHbIM u3NoxkeHUueM). CeMaHTH-
yeckast QyHKIIUS aBTOIMTATHI PACIIUPSETCS,
3aMMCTBOBAaHHBIA ()PAarMEHT CTaHOBUTCS
HEKOM CCBUIKOM Ha OETXOBEHCKYIO MY3BIKY
B 1enoM. TemOp robos anemumpyer K HHO-
My OCTXOBCHCKOMY COYMHEHUIO, 3aCTaBIISSA
BCIIOMHUTH O 3HAMEHHUTOM COJIO To00s u3
I gactu IlsToit cumdboHNM, TOSBISIOMIEM-
Csi Tieped pernpu3oid MOOOYHON MapTHUH.
B wuccnenoBarenbckoi  IUTEpAType  OHO
TpPaKTyeTcsi OOBIYHO KaK MPOSIBICHUE CyObh-
€KTUBHOIO Hayajla, acCOLUUPYIOIIETOCs
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CO CTpPaJaHMUsIMHU YEJIOBEKA, Yracarolero
107l HATUCKOM >KM3HEHHBIX OOCTOATEIHCTB
u HeB3roa. OnHaKko eciau B OETXOBEHCKOM
MY3bIKE 3TO BCETO JIMILb MEPEABIIIKA EpPe]
CIIeIYIOIINM dTarnoM 0oprObI, y CépeHcena
TE€Ma 3aBEPIIAET OPKECTPOBOE COUYMHEHME,
TO €CTh CHUMBOJM3UPYET HEBO3MOXKHOCTH
CONPOTHBIIEHUS, OTPEILIEHHOCTh OT KU3HEH-
HOI OOPBHOBI.

HoBbiMH  cMBICTIOBBIMH ~ OOEpTOHAMHU
HaJelseTcs 3alMCTBOBAaHHBIM  MaTepuan
B cenbMoM HoMmepe m3 «Crpacreit mo Mar-
dero». OTMETUM HEOOBIYHOCTH TPAKTOBKH
»aHpa nmaccuoHoB y Cépencena. bubnetickas
UCTOPHS TIOJIY4YaeT y KOMIIO3UTOpa Cyry0o
UHAMBHyallbHOE mpouTeHue. JIuOperro
COYMHEHMSI ONMPAETCS, C OAHOH CTOPOHBI,
Ha PEJIUTHUO3HbIE TEKCThl ((pparMeHThl U3
«EBanrenus ot Mardes», «EBanrenust ot
HNoannay, «Kuuru npopoka Ucaitny, «llcan-
tupst uapst [aBupa», «CuMBoma Bepbl»),
a C Ipyroil — Ha CBETCKHE UCTOYHUKH (CTH-
xoTBopeHus no31oB XIX n XX BekoB Cépena
Vnbpuka Tomcena, Omunu JIUKuHCOH, AHHBI
AxwmaroBol, Oaut Céneprpan, One CapBura
u ®panka Merepa). Mexy STHMH TeKCTaMH
BO3HUKAIOT 00pa3Hble Mapajljiesid U B3aUMO-
nepeceuenus [11]. IIpu 3TomM Kommosurop
NpPOBO3MIAILAET EAUHCTBO JIOOBU PETUTHO3-
HOM (yXOBHOI) M UyBCTBEHHOM.

EBanrenbsckue cOObITHS OCMBICIUBAIOTCS
B COYMHEHUHM CKBO3b MPU3MY MHOTOYpPOB-
HEBOI0 Juajiora — Juajora Mpouuwioro 1
HACTOSLIETO, «CBOETO» U «4yk0ro». UMeHHO
MO03TOMY B JIMOPETTO OOBEAMHSIOTCS pa3INy-
HbIE TEKCTOBBIE (PparMeHTHI (PEIUTHO3HbIE
U CBETCKME, KAHOHMUYECKHE M IO03THYe-
CKHeE, Ha TATUHCKOM U aHTJIMICKOM SI3bIKaX),
a B MY3bIKE CHHTE3UPYIOTCS pa3jIudHbIE
crwuctTuiyeckue miactel. B «Crpactax»
MPUCYTCTBYET HEMAJIO LIUTAT U aJUTKO3UI Ha
YYyKOW CTUJIb U OTHOBPEMEHHO aBTOLUTATAT,
00pa3yronmx MHOKECTBEHHOE CMBICIIOBOE
10JIE COYMHEHUSI.
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XopoBoe (yrato M3 ceapMoro Homepa
OCHOBBIBaeTCA Ha CTpokax u3 «EBaHrenus
or Mardes»: «From the sixth hour there
was darkness over the land» («Ot mectoro
Ke Jaca TbMa ObLIa 1o Bcel 3emuiey, 27:45).
Komno3urop 3a1eiCcTBYET TOIBKO MYKCKHE
rosioca (TeHopa u 0achl B IByX Xopax), Ipu-
4y&M BTOpasi TEMO-OTBETHAs Mapa MOJHOCTHIO
DyOIupyeT MepBylo, TO €CTh HE MEHSET pe-
TUCTPOBOTO TOJIOKEHUS TOJIOCOB (TIpUMep
No 3). B utore oT4€TIMBOCTH BOCIPHUSATHUS
TEMbI CHUXKAETCS W Kak Obl pacTBOpsiETCS
B TECCUTYPHOU OTHOPOTHOCTHU U (PaKTyPHOI
MIOTHOCTH. COHOPUCTUYECKOW 3BYUYHOCTH
CIOCOOCTBYET TakKe HEpPaBHOMEpPHOE pac-
npezaenenue crescendo w diminuendo BO
Bcex ronocax. dyruposanHas Gopma 31ech
CIYXHUT APPEKTUBHBIM  «U300pa3UTEIh-
HbIM» CpEACTBOM, IIOMOTAalOIIMM CO3/1aTh
BIleYaTJIeHHE Hamo3atoniero mpaka. [Ipeo0-
pa3zoBaHHas OJJOOHBIM 0OPa30M aBTOIIMTATA
OJJTHOBPEMEHHO CTAaHOBUTCS U HEKUM CEMaH-
TUYECKUM KOJIOM, IEPEBOSIINM CMBICIIOBOE
MPOCTPAHCTBO COYMHEHHS B IUIOCKOCTh
MHTPOCIEKTUBHBIX pa3MbIlIUICHUNA. Amen-
nsuuss K OETXOBEHCKOM My3bIKE, a TaKxke
K COOCTBEHHOMY KOHIIEPTY, B KOTOPOM HH-
BEpPTUpOBANaCh KOHUEMNIHUS «OT Mpaka
K CBETY», B KOHTEKCTE CTPACTHBIX COOBITUH,

a TOYHee — CMepTU XpHUCTa, 3aCTaBISET
3alymMarbcsl HaJl TEM, K 4YeMY IPUBEIIO TOP-
KECTBO YEJIOBEYCCKOTO yxa’.

B msarom HOomepe «Ctpactei», Ha3BaH-
HoM Crucifixus, mnosiBisercss euié onHa
asrouurara (npumep Ne 4) — tema U3 1pecel
JUIL aKKOpJIEOHA W CTPYHHBIX [t is Pain
Flowing Down Slowly on a White Wall
(«210 60JTIBb, METICHHO CTEKAIOIIAs 110 OCIION
creHe», 2010). XynoxkecTBEHHBIN 3aMbIcen
KOHIIEpPTAa CBA3BIBAETCA C HJEEH pacnaja,
paccoracoBaHMsi, HEBO3MOKHOCTH BBICKA-
3bIBAHUSl M3-3a IPOIACTH, CYIIECTBYIOLIEH
MEXJIy MHPOM HACTOSIIEr0, KOTOPOE Ha-
IIOJIHEHO TOpPEYb0 OJUHOYECTBA, U MHUPOM
MPOLUIOT0, K KOTOPOMY XOYETCSI BEPHYThCSI.
OTON Hzee NMOJYMHEHBl BCE AaCIEKThl CO-
YUHEHUS — U JIpaMaTypruyeckasl JOTHKa,
oTAAIEHHO HanmomuHaromas o «lIpomane-
HOll cumbonum» laiiaHa (B KOHIIE TMbECHI
MY3bIKaHTBl TOCTENEHHO TMOKHUIAIOT 3all),
U CIEHHYECKas JUCHO3MIMS COJIUCTOB,
CUMBOJIM3UpYIOUIas HX Pa3zbeIUHEHHOCTh
(mMOMUMO aKKOpZIEOHa, BaXKHYIO POJIb B IIbECE
UrpaeT CKpHUIIKa COJI0, pa3MellEHHas
3a KyJlHCcaMHM), U TeMOpoBas TpaHchopManus
OpPKECTPOBOTO 3By4aHuUs (MIepexo]l OT CTPYH-
HOTO TeMOpa K TEHHMIO 3aKpPBITHIM PTOM,
a 3aTeM K UIpe Ha MEJIOJIMKAaX ), TIPUBOASIIAS

Mpumep N2 4 b. CépetceH. /t is Pain Flowing Down Slowly on a White Wall
Tema akkoppeoHa, . 177-184
Example No. 4 Bent Serensen. /t is Pain Flowing Down Slowly on a White Wall
s The theme of the accordion, mm. 177-184
A e T e
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4 HOI[‘{epKHéM, YTO B KOHICIIIHMH ITIAaCCHMOHOB CépCHCGHa Haluii OTPaXCHUC YCPThI JIFOTCPAHCKOTO
BEPOYUCHUS, COMNIACHO KOTOPOMY BO3BLIIICHUC YCIIOBCKA BEIET K €r0 OTIAJICHUIO OT bora.
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K CTHJINCTHYECKOW Pa3zHOPOIHOCTH MY3bI-
KaJbHOI'O MaTepuasa ColMcTa U OpKecTpa.
B nsarom HOMepe «CrpacTeily 3auMCTBO-
BaHHAs AaKKOPJCOHHAs TeMa TMOABISETCS
y BTOPOT'O XOpa U COEANHSAETCS CO 3Bydalleil
y nepBoro xopa temout Crucifixus, KoTopas
COCPKHT SIBHBIC HHTOHAIIMOHHBIE AJUTIO3HH
K OTHOMMEHHOMY HOMeEpYy U3 Mecchl h moll
baxa (mpumep Ne 5). «CBoii» U «uay>Koi»
MaTepuai CIy>KaT 37€Chb OJIUIETBOPEHUEM
NapauleIbHOIO TEYEHHs JIByX BPEMEHHBIX
U3MEpeHu (HACTOSIIEr0 | MPOILIOro)
Y OIHOBPEMEHHO JIByX MHUPOB (CyOBEKTUB-
HOTO M OOBEKTHBHOIO, & TAKXE JINYHOIO,
TO €CTh CBETCKOIO, M PEJIMIHO3HOro). AB-
Tope(hepeHTHOCTh  (HOPMUPYET, TaKUM
00pa3oM, MHTPOCHEKTUBHOE MPOCTPAHCTBO
COYMHEHHS1, BHOCS TITyOOKO JINYHOCTHBIN TOH
B naccuoHbl CépeHcena. CaM KOMIIO3UTOp
OTMeYaJl, 4To KIoueBor uaeen «Crpacren»
OH cJenajl IyTEHIeCTBUE K pacIsATHIO,

U — IIUpe — K BOCKPELICHUIO Ui TOTO,
9TOOBI TOYYBCTBOBATH COOCTBEHHYIO BEDY.

B nenom aBronutuposanue s Cépen-
CeHa CTAaHOBUTCS, C OIHOW CTOPOHBI,
OIHUM U3 CIIOCOOOB KYJBTYPHOU peduiexcu,
a ¢ Jpyroi, BBICTyHaeT OTPaXXEHUEM aBTOP-
CKOro Sl «CKBO3b MPU3MY HHTPOBEPTHOTO
TBOPYECKOTO camopacKkpsIThsi» [4, c. 139].

3aMMCTBOBOHHbIA MOTEpUA
Llenoro npouseefeHuns

ObparumMcs Tenepb K HHOMY KOpPITY-
Cy TEKCTOB HENBIM TIPOU3BEACHUSM,
CO3aHHBIM Ha OCHOBE paHee HalKCaH-
HOTO Marepmaia. JTa o0NacTh OTpakaer
HauOosee opuruHanbHb noaxon Cépen-
CeHa K aBTOPE(EPCHTHOCTH, ITOCKOIBbKY
TOCTICTHSISI, IOMUMO TPOYETO, CTAHOBHUTCS
BOXHEHIIUM KOMIIOHEHTOM CTPYKTYpPOOO-
pazoBaHus. [lokakeM NPUHIUIBI PaOOTHI
KOMITO3UTOPA Ha MPUMEpPE JIBYX COYMHEHHIA

Mpumep N2 5 b. CépeHceH. «Crpactv no Mardeto». N2 5. Crucifixus, 1. 61-66
Example No. 5 Bent Sarensen. St Matthew Passion. No. 5. Crucifixus, mm. 61-66
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— IBECHI I OpPKECTpa, XOpa, aKTEPOB U
nyonuku Sounds Like You («3Byku, 1momo0-
Heie TeOe», 2008) u tpunorum Papillons
(«baboukm», 2013-2014).

[Ibeca Sounds Like You Obuia Hamu-
CaHa KOMIIO3UTOpPOM IO 3akasy Jlarckon
Tenepaanokomnanuu. E€ coneprkaHue KoOH-
HEHTPUPOBAJIOCh HA HCTOPUU JFOOOBHBIX
B3aMMOOTHOLIEHUN My>XunHbI ¥ JKEHIIMHBL.
Croxet, NpUIyMaHHBIM JaTCKUM JpamMa-
Typrom Ilerepom AcMycceHOM, MMO3BOJSII
B TO € BPEMS 3aTPOHYTh U BOIIPOCHI HHOTO
poJa, KacarolMecs: pojid My3bIKH U €€ BO3-
NEHCTBUS HAa YEIIOBEKA.

OOpamieHne K paHee CO3JaHHOMY
Marepuainy OblI0 00yCIOBIEHO TpeboBa-
HUEM 3aKa3yuKa, I[IOXKEJABIIer0, YTOOBI
HOBas Ib€Ca OCHOBBIBAJIaCh Ha OPKECTPO-
BoM npousBeneHun Cépencena Exit Music
(«Yxomsmass myseika», 2007). Heob6xo-
JUMOCTh 3aUMCTBOBaHHUSI KOMIIO3UTOpP U
TUOPETTUCT OOBITpaM CIKETHO: TepBast
BcTpeya MyxuuHbl 1 JKEHIIUHBI POUCXO-
JJIa Ha KOHIIEPTE BO BpeMs HCIOJHEHUS
Exit Music.

Kommoszuiimonnas ~ cTpykrypa  Iibe-
Chl CKJanapiBaeTcsi u3 8§ creH (Jacreil).
Marepuain 3aMMCTBY€ETCSI IEIUKOM, HO OH pe-
opranuzyercst CEpeHCceHOM, pacrpesensieTcs
10 pa3HbIM yacTsiM. CTeneHb BMeIIaTeIbCTBa
B TEKCT-TIEPBOMCTOYHUK B KXKJIOU CLIEHE WH-
TUBUAyalbHA. B ofHHMX chyuasx marepual
MOJIHOCTBhIO coxpausierca. Hanpumep, mnep-

Mpumep N° 6
Example No. 6

Vn I, II (Ton-wolf)

Bas clieHa (DaKTHYECKU IIETTMKOM COBIIAJAeT
¢ HayasoM Exit Music — My3bIKaJIbHBIN TEKCT
mutep A—H B 00eux mapTuTypax MOJTHOCTHIO
uIeHTU4eH. B OONbIIMHCTBE K€ CIIeH Mare-
puan noasepraercsa npeodpazoBaHuio. Tak,
BTOpasi CLIEHAa HAYMHAETCS KaK IMPOJOJKCHHE
Exit Music, My3blka OPKECTPOBOIO COYH-
HEHMsI BO300OHOBIISIETCS C TOrO MeECTa, Ha
KOTOpOM Obl1a 00OpBaHA B TIEPBOM CIICHE.
OpnHako eciay moHadally KOMIIO3UTOP OCTaB-
JSIeT Marepuan HeU3MEHHbIM (Jurepsl J-O
B Exit Music u A—E Bo BTOpo# yactu Sounds
Like You waeHTWUYHBI), TO B JaJIbHEHIIIEM
NIO/IBEPraeT ero npeoopa3oBaHUI0 — B YacT-
HOCTHU, UCKJIFOYAET TeMy TPyO 1 TPOMOOHOB,
a B MAapTUU CTPYHHBIX BBOJUT IIYMOBOM
npuéM — My3bIKAaHTaM HPEIITUCHIBACTCS
MIpY MEJJICHHOM BEJACHHM CMBIYKA C CHUJIOU
JAaBUTh HAa HEro 10 00pa3oBaHMs TpECKa
(cp. mutepy P u nurepst F u G cooTBeTCTBEH-
HO). UeTBEépTas u msaTasi ClEHBI OMHUPAIOTCS
Ha memy at066u (IO OMPEICICHUIO CaMOTO
Cépencena,), koTopoi 3aBepiuaercsi FExit
Music (nmpumep Ne 6, murepst T-V). Ilpu
OTOM €CJIM B YETBEPTOM CLEHE Mare-

puag  BOCIPOU3ZBOJUTCS  OTHOCHUTEIBHO
TOYHO (M3MEHEHHUsS KacaloTCs JIMIIb Tepe-
KOMOWHAIIMU  HEKOTOPBIX  (parMeHTOB),

TO B MATOM OH MOJyYaeT HOBYIO pa3paboT-
Ky. Komno3urop noznsepraer «remy Jt00Br»
CBOETO POZA KKOPPO3UM»: MTOCIE €€ MOJIIHOTO
IIPOBEICHUS OH pas3leiisieT €€ Ha CErMEHTHI,
IIPEPBIBACT Iay3aMH, BHEJIPSET INIMCCAHMO.

b. CépeHceH. Sounds Like You. Cuena V, 7. 3-17, Tema ntobsu
Bent Serensen. Sounds Like You. Scene 5, mm. 3-17 the theme of love
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[TonoGHoe paspyiieHue
Kpax OTHOLLEHUU repoeB.

Illecras cueHa BhICTpauMBaeTCs Ha Ma-
tepuane autep | u K Exit Music (To ectb
YaCTHUYHO COBIIAJIa€T CO BTOPOM YaCThIO),
HO CYIIECTBEHHO MpeoOpa3oBaHHOM. Crierm-
(uyeckuil COHOPUCTUUECKUN TUI 3ByYHOCTH
ompezenserca 3aech (GakTypHOl ¢opMoit
«3BYKOBOTO JOXIs» ([0 TEPMUHOIOTUU
N. Octpomoruinckoro [ 12]), ocHOBaHHOI HAa
MyJbCAllUU OBICTPO MOBTOPSIOLIUXCS TOHOB
U HUX IOCTENEeHHOM 3amemieHuu. CEpeH-
CeH U3MEHSEeT JUHAMHYECKUU BEKTOP
daxtypHbIx ¢uryp. Ecam Bo Bropoi uactu
JMHAMUKA B KaXXI0M (PaKTypHOM CIIO€ JIBU-
rajachk ot ff K ppp, To Ternepb HA00OPOT — OT
ppp ¥ mf u fff. llonoOHas pa3HOBEKTOPHOCTh
KapMHAJbHO MEHSET XapakTep MY3bIKU H,
KpOME TOro, MOJYEPKUBAET CMBICIOBYIO
WHBEPCHUIO: B Hauyaje B3aMMOOTHOILICHUI
repo TOTOBBI K TOMY, UYTO JHOOOBH MOXKET
pa3pylIUTh UX, HO HE OMAacalTCs 3TOrO, Mo-
TOMY YTO OHHM OJMHOKH M XOTST OIIYIIAaTh
MIOJIHOTY >KM3HU, [IPU PACCTABAHUU KE OHU
HCIBITHIBAIOT CTPAX MOTEPH, MOHUMAS, YTO
J11000Bb MOJTHOCTHIO OMYCTOIIUT UX KU3Hb.

B Hekoropeix ciyuasx CépeHceH Ha
OCHOBE 3aMMCTBOBAHHOIO MaTepHaya Co-
YUHSET HOBBIM. Tak MPOUCXOOUT NPEXKIE
BCETO0 C KOJIbIOEIbHOM (0003HAYEHHE CaMOTO
KOMIIO3UTOPA), MPEICTABIIAIONIEH AJIITIO3UI0
Ha maBHy0 TeMy CoHatbl i OpTenHaHo

CUMBOJIU3HPYET

A dur (K. 331) Mouapra (mpumep Ne 7).
DOTOT Marepuan OTKPBIBAET W 3aBEPIIACT
Exit Music. B Sounds Like You xonbiOenbHas
noseisercsa B 1, I, VI, VII u VIII cuenax.
[Toutu BO BCEX HUX, 32 UCKJIIIOUEHHEM Tpe-
ThEH, OHA 3BYYHUT ()parMeHTAPHO, BCTIBIBAS
Ha TMOBEPXHOCTH COHOPHBIX KOMILJIEKCOB M
3anTyinasch HEPBHBIMU INIUCCAH0, OBICTPHI-
MU PENETULMSMHU 3BYKOB WA aKKOPIOB.
Ha marepuane nannoit tembl CEpeHCeH Kak
OBl 3aHOBO COUMHSIET TPETHIO YaCTh, KOTOpas
MMeeT HanOoJjee CBETIbIN U BIOXHOBEHHBII
xapakTep (B CBOEM MOHOJOTe B ATOM cIie-
He JKeHIIMHA BCIIOMHMHAET, Kak MyX4unHa
BIIEPBbIE MPU3HAJICA €l B JTIOOBH).
MorapToBcKasi aJult03usi BBOJMUT B CO-
nepxxanue Sounds Like You temy namsaru,
MPOIIJIOTO KYJIBTYPhI, MY3BIKAJIBHBIX Tpa-
JUIUNA, WX HCUYE3HOBEHHUS, HOCTAJIbIUM.
DTOT CMBICIIOBOM IIJIaH COINpPUKAcaeTCs
C HJee HCYE3HOBEHHUS MY3BIKH, KOTOpas
MOJy4YaeT CBOKO KyJibMHUHaLMIO B cuieHe VIIIL
B Helt Ha ¢one ayamosanucu Havyana Exit
Music 3Bydar (hparMeHThI €/iBa CJIBIIITUMOMN
KOJIBIOCTIbHOM, HCIOJHICMON ITHaHHUCTOM
3a cueHoi. IlomoOHast TpaHcdopmanus
OKa3bIBACTCSA JIOTHYCCKHUM HTOTOM IIbE-
Cbl, B XOJ€ KOTOpPOW 3aMMCTBOBAHHBII
Marepuas CHadajaa BOCHPOU3BOAUTCS TOYHO,
a 3aTeM MOJBEpPraeTcs 3HAYUTEIbHBIM BH-
JIOU3MEHEHUSIM. AyIMO3allUCh CTaHOBUTCS
CBOEOOpa3HbIM CHMBOJHYECKUM IKECTOM,

Mpumep N2 7 b. CépeHceH. Sounds Like You. CueHa |, 7. 8-16, TeMa KOnbIGEnbHOM
Example No. 7 Bent Sarensen. Sounds Like You. Scene 1, mm. 8-16, the lullaby theme
3
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MOCKOJIbKY OHA BOCIIPMHHMMAETCS KaK €IuH-
CTBEHHAss BO3MOXXHOCTb IPOTHUBOCTOSATH
pa3pylLIUTEIbHOMY BO3IEHCTBUIO BPEMEHH.

Cépencen mnomu€pkuBai, 4To Sounds
Like You — 9T0 Tmipexje BCEro COUMHEHHUE
0 MY3bIKE, «COUMHEHHE O counHeHuu. Co-
yuHEeHUE 0 KoHLEepTe. IIbeca, koTopas crana
OPKECTPOBBIM TPOU3BEACHUEM, W Ha000-
pom»°. Ha ocHOBe paHee CO31aHHOTO TEKCTa
KOMIO3UTOp c(opMUpoBaI HOBYIO Jpa-
MaTyprudeckyro IeJOCTHOCTh. CTparerus
aBTOpe(EePEHTHOCTH TIO3BOJIMIIA EMY BBECTH
MapajuieIbHO JIFOOOBHOW HCTOPHUH JTUHUIO
KyJbTYpHOH pediekcun, cBsizaB 00a CMbIC-
JIOBBIX TUTAHA YYBCTBOM TIIYOOKOM TOCKH TIO
YTPa4y€HHOMY.

B coorBeTcTBUMH € BBIMIENPUBEIAEHHON
TUIIOJIOTUEN TTPUEMOB CAMO3aUMCTBOBAHMUS,
npeioxkeHHon M. Pomanen, Sounds Like You
OTHOCHTCSI K KaTerOpUU OMyCOB-TpaHCGOp-
Malui, OCHOBAaHHBIX Ha TpaHCIUIAaHTAIIMU
paHee HAIMCAaHHOIO Marepuaia B HHYIO
YKQHPOBYIO CPEAy M €ro KapJAUHAJIbHOU Te-
penenke  (Hampumep, MEPEBOIUIONIICHUE
OTIEPHON MY3BIKH B CUM()OHUYECKYFO, Kamep-
HOW — B OasieTHyIO U T. 11.). [ToquépkuBas
OpPUTMHAJIBLHOCTh TMOJX0Aa JaTCKOro Ma-
cTepa, OTMETHUM, BO-IIEPBBIX, PEIKOCThH
MpEeBpalIeHnss B MY3bIKaJbHOW MPaKTUKE
cUM(OHHYECKOW MY3BIKH B TeaTpajbHYIO,
BO-BTOPBIX, AHPOBYIO HEOJHO3HAYHOCTh
Sounds Like You, B KOTOpOH B OJHO II€J0€
00BEAMHUINCH APAMATUUECKUN CITEKTaKIIb
U OpKECTpOBas Mbeca, B-TPEThUX, Apama-
TyPrHYECKYIO ABYIUIAHOBOCTh COUMHEHUS.

He Menpmmm cBoeoOpa3ueM OTIHMYacT-
Ci U «TPAHCKPUNTOPCKAs» AESATEIbHOCTH
Cépencena, mnpuBoAslIas K CO3JAHUIO

5

onycoB-BapuaHToB. [lo knaccudukammu
M. Pomanerny B 3Ty KaTeropuro IMONALarOT
npexJie BCero (poprenuaHHble MepesioKEeHUS
U TPAHCKPHUMIMK CUMGPOHUYECKUX U OTep-
HBIX COYMHEHHH, OpPKECTPOBBIE BEPCHH
KaMEpHBIX MPOU3BEACHUIN WM OPKECTPOBbBIE
CIOUTHI HA MaTepuale TeaTpalbHON MYy3bIKH.
OcHOBHOI MOCHUT MOAOOHOW IMEepepadbOTKU
— JKeJaHHe «IOMyJISPU3HPOBaTh CBOE CO-
YUHEHHE, aJJallTUPOBAaTh €ro IS MyOIUKN»
[4, c. 27]. CépeHceH, Kak MpeaCcTaBIseTCs,
3aJ1al COBEPIICHHO HOBOE M3MEpEHHE JIaH-
HOMY BHJy J€SITEIbHOCTH.

O6parumcs k Tpunoruu Papillons.
Ona BKJIIOYAaeT KOHIEPT s (POpTENUaHO
U CTpyHHBIX Mignon — Papillons, dopre-
nuaHHbli KBUHTET Rosenbad — Papillons
u 1ukn Pantomime — Papillons nna xa-
MepHoro ancamOsi. CounHEeHUs HaNMCaHbI
B 20132014 romax u 0OBEOUHAIOTCS OOIIM
MY3BIKQJIBHBIM MatepuaiioM. [lo cyTtu, oHH
MPEICTABIAIOT TPU BEPCUU OAHOU MY3BIKH,
HAITMCAHHOM ISl pa3HBIX HHCTPYMEHTAJIb-
HBIX COCTaBOB. KiIroueByro poib HUTpaeT
conupymiiee ¢oprenuano. Ero maptust Bo
BCEX NPOU3BEACHUSIX TPUJIOTUU OCTAET-
Cs MICHTUYHOW, KOMIO3UTOP HE MEHSET
B Heil HM HOTHL. Ho oprenmnano kaxmblii
pa3 MOMENIAETCsl B HOBBIM MHCTPYMEHTAIb-
HBIM KOHTEKCT, IPHYEM CTETICHb U3MCHCHUS
«OKpY>KarolIero» Marepuaia J0BOJIbHO pa3-
nuvHa. B ogHUX ciydasx HaOmomaeTcs ero
TeMOpO-(pakTypHOE  NEPEUMHTOHUPOBAHUE
0Py OTHOCUTEIBHO TOYHOM BOCIPOHU3BE-
JIEHUH, B IPYTUX — Marepuai (akTHIeCKU
NIEPECOYMHSAETCS 3aHOBO, HO COXPAHSIOTCS
obmue daktypHsie GOpPMBI WU  TPUE-
MBIl 3ByKOHM3BJIeueHus; uHorga CépeHceH

Serensen B. Sounds Like You. Programme Note / Wise Music Classical.

URL: https://www.wisemusicclassical.com/work/37023/Sounds-Like-You--Bent-S%C3%B8rensen/

(accessed: 02.04.2024).
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coenuHsier o060a npuHiuna. Hanpuwmep,
cpaBuenue 4dactu Calmo con delicatezza
B Mignon (VII uvacte) m B Pantomime
(VI yacTp) mokasbIBaeT, 4TO Marepuaj UH-
CTPYMEHTAJIbHOTO OKpYXEeHHUs B 000UX
COYMHEHMAX pPa3HbIA, OJHAKO OOIIHOCTH
3BYKOBOM aypbl OOECIEUHUBAIOT MPUEMBI
TPEMOJIO, TIIMCCAH/I0, & TaKXKe THUIlaiias
HIoaHCHpoBKa. CxolHa W JpaMarypru-
yeckasl JIOTMKa pa3BUTHUS, OCHOBaHHas Ha
3BYKOBOM  TpaHcdopMaluu, CBSI3aHHOMN
C IEPEXOJOM OT ONPENEIEHHOIO 3BYKOM3-
BJICUEHUS K IIYMOBOMY 3(PQeKTy (TpeHue
HaXJa4HOW Oymaru o jaepeBo) B Mignon
U C pacTBOpPEHHEM OOIIEro 3By4aHHs B TH-
muHe B Pantomime.

Kak cnpaBenmBo ormevaer DHapro Men-
nop, tpunorus CEpeHceHa, MO CYyLIECTBY,
OKa3bIBAETCS MACIITAOHBIM UCCIIEOBAHUEM
— «HUCCJEI0BaHUEM TOTO, KaK pa3iuyHbIe
WHCTPYMEHTBHl HJIM WHCTPYMEHTAJIbHbIE
TPyNIbl MOTYT... BIMSTH JOPYT Ha Jpyra,
Y TIPOBEPKOH TOTO, Kakasi KOH(UTyparus Mo-
KET HAWIY4IIMM 00pa3oM pPacKpernoCTUTh
WIA OrpaHUuYuTh Matepuam»’. J[obGaBuwm,
YTO MCCIEAOBAHHUE 3TO 3aTparuBacT U BO3-
MOKHOCTH CIIyHIaTe€IbCKOTO BOCIIPHUSTHS.
Tak, ogHM M T€ K& MEJIOAUYCCKUE JIH-
HUM OKa3bIBAIOTCS B OJHOM COYMHEHUU
«Pa3sMBITBIMM» U HEONpPEAeIEHHBIMH,
a B JPYrOM — OTYETIIMBBIMU M SICHBI-
MU (HE B TMOCJEIHIOI o4epensb Omaromaps
TeMOpoBOl  crienuuke WHCTPYMEHTOB).
Hanpumep, B ocHOBe yactu Andante nexuT
CUHKOIMUPOBAHHBIM MOTHB, WHTOHAIIU-
OHHAsl XapaKTePHOCTh KOTOPOIrO CBS3aHA
C CEKCTOBBIM CKa4KOM M MOCJEayoIIeit

HHUCITagamumen cexkynaou. B Pantomime
(IIT vacTh) OH MOBTOPSIETCS HECKOJBKO pa3
y ro6ost u arora Ha PoHE ymapa KOIOKO-
na, a B Mignon (1 4acTb) 3By4HT CHauaya
y 3aCypAMHEHHBIX CKPHUIIOK TIEPBOTO
KBapTeTa Ha (JOHE TIIMCCAHMO JBYX COJU-
PYIOIIUX CKPHUIIOK, TIOCJIE YETO €My 3XOM
BTOPUT BTOPOM KBapTeT. B mepBom ciryuae
BO3HUKAIOT JJIEMEHTHI MacTOPaJIbHOCTH,
BO BTOPOM M3-3a TJIIMCCAHJIO W MPOCTpPaH-
CTBCHHOTO  PACTOJIOKCHHUSI  KBapTETOB
3BYKOBasi aypa MpeiacTaéT pacIuibiBUaTOM,
CJIOBHO B TYMaHE WJIH JIBIMKE.

Pantomime, Mignon u Rosenbad co-
JIepxkar mo cemb yacted, Ho CéEpeHceH
U3MEHSIET WX TI0CJIeIOBAaTeIbHOCTh B
KQKJIOM COYMHCHUHU. YacTu, XOTS W OTJIH-
JaroTCsl B TEMIIOBOM OTHollleHuHu (Andante,
Moderato cantabile molto espressivo,
Allegretto, Fluente, Scherzando, Calmo con
delicatezza), HO, TIO CyTH, Majl0 KOHTpacT-
HBI JIPYT JIPYTY, TIOITOMY ITUKJI OKa3bIBAETCS
BBIJICP)KAaH B €IMHOM HAcTPOCHWUH. My3bIka
HaIloJIHEHA CBETIIO-TIEYaIbHBIMU 00pa3aMu,
IOJIETHBIMUA U XPYIIKMMH, IIOPOU 3amiyliac-
MBIMH TPEBOXKHBIMH WUMITYJIbcaMU. B cBsi3u
C 9TUM H3MEHEHHE TMOopsAKa 4acTell Kapiau-
HAJILHO HE BIIMSET Ha JAPaMaTypruro IHKIIA.
Tak, Pantomime HauMHAETCS YaCThIO, KOTO-
poii 3aBepiaics Rosenbad, a 3akaH4nBaeTCs
YacThl0, C KOTOPO OH HAYUHAJICS. AJleaToprKa
(dbopMBI, TIO CITOBaM KOMITO3UTOPA, TTO3BOJIS-
€T, C OJIHOM CTOPOHBI, TPAKTOBATh TPUJIOTHIO
KaK «HMCTOPHIO, PACCKAa3aHHYIO TPEMsl pa3Hbl-
MU CHIoco0aMm», a ¢ APYroH, MPEICTaBUTh
e Kak «TpH HWCTOPHH, pacCKa3zaHHBIC O]I-
HUM M TEM JK€ YEJIOBEKOM (ITMAHHCTOM)» .

6 Mellor A. Clues to the Exit // Bent Serensen. Rosenbad. Pantomime. CD. Copenhagen: Dacapo

Records, 2018. P. 6.

7 W3 mporpaMMHBIX 3aMeTOK K Pantomime — Papillons.

URL:
(accessed: 02.04.2024).

https://www.wisemusicclassical.com/work/49378/Pantomime---Papillons--Bent-S%C3%B8rensen/
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Otmeuas kuHeMaTorpaUyHOCTh TOJOOHOM
dbopmbl, CépeHceH, OIHAKO, BO3AEpXKaics
OT JAJIbHEUIUX MOIPOOHBIX TOSCHEHUN Ha
3TOT CYET. Mexay TeM COBEpILEHHO Oue-
BUJIHO, YTO €ro TPWJIOTHS MOCTPOEHA Ha
Tak HaszbiBaeMoM «3ddekre Pacémonay,
MOJPa3yMEBAIOIIEM MHOXECTBEHHYIO HWH-
TEPHPETALNIO COOBITUH U TOAYEPKUBAIOIIIEM
CYOBEKTUBHOCTb BOCIPHUATHS W HEHaIEXK-
HOCThb MNaMATH. J[aHHBIM NpUEM BIEpPBBIC
ob11 ucnonb3oBad A. KypocaBoii B ¢puibme
«Pacémon» (1950), ocHOBaHHOM Ha pacckase
P. Akyrarassl «B vame». Kaptuna sinoncko-
ro pexxrccépa okasasa 00JblIOe BIUSHUE Ha
KHHEMaTorpapuuecKyIo KyJIbTypy, 3aJI0XKHB
(yHITaMEHT HOBOTO BHJIa IOBECTBOBAHUS U
MOPOJIUB OCOOBIH KaHp, B KOTOPOM COOBITHUS
BOCIIPOMU3BOJATCS C Pa3HBIX TOYEK 3PEHUS.
Takossl, Hanpumep, ¢unbmbl [Tuta Tpasu-
ca «Touka oocTpenay (2008), Punau Cxorra
«Ilocnennss mysme» (2021), Yxana Mmoy
«Tepoit» (2022) u ap. Ob6pamasce K «3d-
dexty Pacémona», CépeHceH, 1o CyIecTBy,
TaKXe CO34aET HOBBIM BUJI MY3bIKAJIbHOI'O
HappaTuBa.

Tpunorns He cinywaiiHO Ha3BaHa «ba-
O0oukn». OOpa3 06ab04uku B HCKYCCTBE
Ha/IeNIEH MHOTOOOpPA3HBIM CHMBOJIUYECKUM
3HaueHneM. B tpwiornm CépeHceHa OHa
CTAHOBUTCSI OJIMLIETBOPEHUEM I'PalluU U Kpa-
COTBI, HO B TO JK€ BPEMSI X HEIOJITOBEYHOCTH
U XpyNKOCTU. MOTUB UCUE3HOBEHMSI, YXO/1a,
MIPOHU3BIBAIOIINI TBOPUYECTBO KOMIIO3UTOPA
HaunHast ¢ 2000-x romoB, MOAYEPKUBAET-
csl 0COOBIM JpaMaTypruuecKkuM MNpUEMOM
TeMOpPOBO-3BYKOBOM TpaHchopmanuu, Aei-
CTBYIOILIUM BHE 3aBUCUMOCTH OT TOIO,
Kakas 4yacTh 3aBepliaeT Uuki. Tak, B 3a-
KIIFOUUTENBbHBIX YacTax Mignon u Rosenbad
TPEMOJIMPYIOILIEE 3ByYaHHUE CTPYHHBIX He-
3aMETHO IEPEXOJUT B TPEHHE HaXKIauHOH
Oymaru o JepeBo, CO3/arollee 3ByK, HaIo-
MUHAIOIIUKA TOpPXaHUE KpbUIbEB 0abodYek.
B Pantomime x 3TOMy IIyMOBOMY HPHUEMY
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nobasnsieTcst col legno battuto y CTpyHHBIX
Y 3ByYaHUE PEKY-PEKY.

3akno4yeHue

Takum o00Opa3zoMm, aBTOpPEePEPEHTHOCTH
cranoButcsi y CépeHceHa 0coObIM TBOp-
YECKUM METOJIOM, 3aKJ1aIBIBAIOIITUM
OCHOBY JJIsi CMBICIIOOOpa30BaHUsl U CIIO-
COOCTBYIOUTMM  (DOPMHUPOBAHUIO  HOBBIX
YKAHPOBBIX CTPYKTYp. AHAIIN3 TTOKAa3ajl, YTO
aBTOLIMTATHBIA MaTepuaj y JaTCKOro Macre-
pa BechMma crnenuduueH. Kak mpaBuio, oH
aneIUTUPYyeT K «9y>KOMY» CTHIIIO, a TIOAYac |
K KOHKPETHOMY COYMHEHMIO. Takas Harpas-
JIEHHOCTh CBHJIETEIBCTBYET O BaXKHOCTHU
st CEpeHCceHa TPONUIOTO M KYJIBTYPHBIX
Tpaauumii. Kommosurop, Bmpodem, Bcerna
Ta€T TOHSTH, YTO TOBOPUT HA SI3bIKE HCYE-
3afomeM. TecHoe MeperuieTeHUue «CBOETO»
U «9y)KOro» (hopMHpYyeT B €ro TBOPYECCTBE
eIMHYIO0 CEMAaHTHUYECKYIO Chepy, CBA3aHHYIO
C MOTHBAaMHU YXOHa, YTparbl, MPOIIAHUSI.
ABTOIIUTATHI TI0 OOJIbIIIEH YacTH KOHKpE-
TU3UPYIOT aBTOPCKHUI 3aMbICEll, HO TaKXe,
co3/laBasl TOJIE MEKTEKCTOBBIX B3aHMO-
JIEUCTBUM, BBISIBISIOT CMBICIOBYIO CBS3b
pa3HbIX OIYCOB.

ApnanTanusi COYMHEHUST K WHOW HCTOJ-
HUTEJIBCKOH Cpefie WU TpaHc(opMarius
npousBenenus y CEpeHceHa mepepacTa-
I0OT paMKH TPAJUIIMOHHBIX TEPEIOKEHUH,
TPAHCKPHUIIIMNA U TPOYETO, & COOTBETCTBEHHO
U JIMIIAIOTCS CBOEH MPUKIATHONW (QYHKIUU.
OHM CTaHOBATCS OIHUM U3 CIIOCOOOB HC-
CICIOBAaHUS Marepuajia H BaKHEUIITUM
MHCTPYMEHTOM CO3/IaHUSI HOBBIX HappaTHUB-
HBIX CTPATErvil B My3bIKe.

[IpuHIMTT «JIOTOBApUBAHUS CBOETOY»
HaJleJIIeT MPOCTPAHCTBO XYyJIOKECTBEH-
HbIX TekcToB CEpeHceHa MOIIHBIMU
ToKaMu pedruekcuu u camopeduexcun. AB-
TOpeepeHTHOCTh KaK METOJ OIpeaesiseT
crienuPpUIEeCKyIo eJIOCTHOCTh €r0 TBOpUE-
CTBa.
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Introduction

The article makes the attempt to glance
at the artistic activities of composers from
the positions of a direction that is presently
relevant, — one could say, the present-
day mainstream music connected with an
interest in church service in contemporary
culture. In this connection, we must refer to
Pavel Florensky’s conception of the kinship
of “culture” and “cult.” As the scholar wrote,
“...The majority of cultures, as befitting
to the word’s etymology (cultura is that
which is developed from cultus), featured
particularly the springing up of the seed
of religion, the mustard tree that has grown
from the seed of faith.”

The culture of the musical thought
of the composers who presently work within
the walls of the Gnesins’ Russian Academy
of Music, has sprouted from the professional
Russian  tradition. Having worked
in various musical genres, including music
for the stage and the cinema, large-scale
operatic, symphonic and cantata-oratorio
forms, these composers have turned their
serious attention to music of sacred content—
both choral and instrumental works. It suffices
to mention such works as Kirill Volkov’s Six
Sacred Concertos for each day of the Passion
Week We Venerate your Passions (2011),
Alexei Larin’s Russian Passions for soloists
and chorus (1993/94), Vladimir Dovgan’s
oratorio Hear my Voice, O God, written in
memory of Nikolai Gogol (based on the
writer’s sacred prose) (2009) and, finally,
Andrei Mikita’s oratorio Seven Words about

God set to a text by Boris Grebenshchikov
to comprehend the scale of this activity, its
demand by the best ensembles of performers
and recognition across the world.

To listen to music, to immerse into its
“semiosphere,” to perceive that “encounter,”
which every “lonely artist” dreams of, —
this is still the realm of aesthetic reception
that every listener is endowed with.
The world of music is not merely
the world of the words in it, but also the world
of words about it. From hence comes our
task — to pose a special scholarly problem
about the sacred music by the composers
of the Gnesin House, the different aspects
of which should include many things
— historical motives, composers and
their compositions, the subject matter
and the genres, content and form, meaning
and its expression. Having begun our
scholarly search in this direction, we shall,
nonetheless, limit ourselves with a very
local subject matter.

The Sacred Music by the Composers
of the Gnesins' House:
The Past and the Present

Of great importance in the formation
of the spiritual and musical creativity
of the Gnesins’ House were the activities of
Sergei Zosimovich Trubachev (1919-1995)
— the head of the Conducting Department.
Having previously composed his music
without having any prospects of having
it performed or published, upon having
gone to retirement, he went along the path
of active spiritual and musical creativity.?

' Florensky P. A. Zapiski o khristianstve i kul'ture [Notes about Christianity and Culture]. Sochineniya
[Writings]. In 4 Vols. Moscow: Mysl', 1996. Vol. 2. P. 549.

2 In 1980 Sergei Trubachev moved to Sergiev Posad, near the Holy Trinity-St. Sergius Lavra. In 1995
he became ordained to the order of a deacon. For more about the composer’s personality, his musical, literary
and scholarly legacy see: Genchenkova M. V. The Personality of Composer Sergiy Trubachev in His Articles
and Memoirs. Bulletin of Slavic Cultures. 2017. Vol. 44, pp. 180—188. (In Russ.)
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His works have been performed by such
celebrated choral ensembles as the famous
choir of the Holy Trinity-St. Sergius Lavra
under the direction of Archimandrite
Matfey (Mormyl); the choir of the Moscow
Sretensky Monastery (under the direction of
choirmaster Nikon Zhila), and the choir of the
Moscow Danilov Monastery (choirmaster
Georgy Safonov, graduate of the Gnesins’
Russian Music Academy).

Having been a musicologist, a conductor
and a public figure, Sergei Trubachev could
not assume that he would turn out to be one
of the founder-composers of contemporary
sacred music in Russia during the post-
Soviet period. After almost twenty years
after his demise, the Gnesin Russian
Academy of Music may finally honor
the memory of the outstanding musician
with the acknowledgement of his valuable
contribution to this musical historical
activity.

However, it would be fallacious to assert
that the composers of the Gnesins’ House
are continuers of the musical endeavors of
Trubachev. Itso happened thateach composer
developed his own paths of “service.” And
still the beginning prescribed by Trubachev
is that secret which has become visible...
Visible after a considerable period of time
— after the publication of his musical and
literary works® (through the efforts of his
family, the Trubachevs and Florenskys).

Liturgical and non-liturgical works,
unified by sacred subject-matter, are at present
written by many composers, including:
Metropolitan Hilarion (Alfeyev), Yuri Butsko,
Rodion Shchedrin, Roman Ledenev, Arvo

Part, Vladimir Martynov, Pavel Karmanov,
Iraida Yusupova, Victoria Polevaya, Andrei
Bondarenko and many others. The composers
from the Gnesin Russian Academy of Music
— Georgy Dmitriev, Kirill Volkov, Alexei
Larin, Vladimir Dovgan, Andrei Mikita,
Andrei Golovin, Valeriy Pyankov and Valery
Kikta— for all of their individuality, comprise
an artistic community that possesses
a definite conceptual directive.

At the present time, the Composition
Department and the Computer Music,
Informatics and Acoustics Department,*
along with their pedagogy, have satisfied
the artistic community by their broad and
diversified compositional activities, including
their organization of festivals, competitions,
concerts, master-classes, collaboration
with performance ensembles and other
types of work in our country and abroad.
The music of the composers of the Gnesins’
House has remained in the sphere of active
research interest of music scholars, whose
attention has been attracted by questions
of manifestation of neo-folklore tendencies
in their music, [1; 2] issues of dramaturgy
and the peculiarities of compositional
structure in certain compositions, [3; 4]
a complex of musical-expressive means
and the specificity of the pitch system. [5; 6]

Among the numerous genres entering
the sphere of composers’ predilections,
a special place is held by the genre
of sacred compositions and church music
compositions. Obviously, the question
arises of the inner genre direction of this
type of music. Composers write both
liturgical and non-liturgical  oeuvres.

3 See: Trubachev S., Deacon. Izbrannoe: Stat'i i issledovaniya [Selected Writings: Articles and Research
Works]. Comp. by hegumen Andronik (Trubachev), M. S. Trubachyova, O. S. Nikitina. Moscow: Progress-

Pleyada, 2005. 720 p.

4 Currently, both departments are united into a single department of composition.
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The latter predominate in number, forming
the sphere of contemporary topical music.
Each of the masters possesses his own
set of audio and video collections defined
by their personal “predilections,” perceptions
of their subject matter and expressive means.
The respective correlations of the materials
for choir galleries and for concert halls have
characterized the catalogues of composers’
works in different ways, but, in all probability,
the prevalence of non-liturgical genres
has formed a discernible tendency, although
this must not be considered a stable tendency
by any means.

How can this be explained? On the one
hand, by the specific qualities of choral
compositions written for church services
— genre-related, compositional and,
of course, textual characteristic features.
On the other hand, the freedom of choice
of both the content-wise and the expressive
means which, nonetheless, fit into a definite
artistic-aesthetical format. And yet another
peculiarity of the time — the availability
of the choice of the realization
of performance, in other words, the feasibility
of both liturgical and concert performances.

Thus, Vladimir Dovgan, while summing
up his impressions about the competition

“Roman  Sladkopevets”  [“Romanus
the Melodist”], which took place
in St. Petersburg in 2012, called

it a “great event” for all of Russia, but
also saw a number of serious problems
in its repertoire. The composer observed
that the compositions designed for concert
performance frequently turned out to be
more professionally written than the works
especially created for performance during
church service. He explained this phenomenon
by the conservative character of the latter,
which required strict adherence to the church
canons and traditions. In Dovgan’s opinion,
in this sphere a special kind of compositional

talent is required, which has to combine
with a profound knowledge of the Orthodox
Christian church singing tradition. Let us
note that fact that the first choral competition
was won by a composer who worked
at the Gnesin Russian Academy of Music
— Alexei Larin. His “little choral piece”
(according to his authorial remark) Chiming
Towards the All-Night Vigil set to a poem
by Ivan Aksakov impressed the listeners
by the depth of content and the exquisiteness
of form. Having awarded this composition
with the first prize, the jury noted it as the best
of all those submitted.

In what genres and forms do the Gnesins’
composers work? Do they maintain any
common tendencies, or do they create
something new, endowed with individual
features?

If among sacred compositions for concert
performance such genres as cantatas and
oratorios, choral concertos and “Passions”
have remained on demand, the music of our
“academic” composers has continued to exist
in the sphere of combination of conceptual
musical compositions written on canonic and
poetic texts. At the same time, the classical
and the non-classical, the traditional and the
non-traditional elements interact in a natural
way in highly professional compositions,
forming a single organic whole. We shall
provide with a few examples below.

The Sacred Works by Kirill Volkov, Vladimir
Dovgan, Alexei Larin and Andrei Mikita

On the website “Tserkovnyi kompozitor”
(“Church Composer”) Kirill Volkov is
mentioned as a composer of numerous
works for church choir devoted to saints,
holidays and holy events. They are presented
in audio and visual (musical scores) format,
which is important in the conditions of
familiarization with this music, including
through the Internet. Sticheron, troparion,
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contakion, psalms, prayers, and sessional
hymns — all of these and other genre
forms are performed in church service
and concert practice. A connoisseur
of the small prayers (let us remember how
Piotr Tchaikovsky exclaimed, marvelling
at the numerous abundance and specificity
of church forms!), Volkov feels himself more
inclined towards large-scale compositions,
including vocal and instrumental works
(for example, the choral mystery Zhitie
protopopa Avakuma [The Life of Archpriest
Avakum)], Stikhira loanna Groznogo [The
Sticherion of Ivan the Terrible] for cello and
bayan, etc.).

Among the latest large-scale compositions
are the Six Sacred Concertos on each day
of Passion Week Poklonyaemsya strastem
Tvoim [We Venerate Your Passions] (2011),
which has been brilliantly performed
by the chorus directed by Evgeny Volkov.
The composer’s masterful skills manifested
themselves in the creation of the cycle
as compilations of church service chants
unified by a single idea, by one spiritually
uplifting inner state. The canonical text
narrating about the Passions of Christ has
found an adequate reflection in the musical
images embodied in different genres.
The Sticherion of the morning service (Holy
Monday), the Kondak (Holy Tuesday),
the Sessional Hymn (Holy Wednesday),
the Sticherion of the morning service (Holy
Thursday), the Sticherion for the Kiss
of the Shroud of Christ (Holy Friday),

the Troparion of the Evening (Holy
Saturday) — this genre-related figurative
set has obtained an iconic character in the
composer’s interpretation. The creation of
the image-symbol has been conducive to the
unification of text and sound, meaning and
compositional means.

Kirill Volkov’s original work, inheriting
the “Russian idea,” possesses an original
idiolect, in which it is possible to hear echoes
of tradition (in the pitches, meter, rhythm and
tempo), as well as contemporary intonations
(modal-tonal effects, polyphonic technique,
etc.). It must be observed that a considerable
role in the stylistic formation is played
by the spatial-temporal factor realized
by means of the texture and especially
the timbre effects — the artistic combination
of the voices in the score. The suaveness
of the solo-tutti sounds, the syllabic-tonic and
imitational, the diatonic and quasi-chromatic
fragments creates a remarkable panorama
of sacred-musical images of the composition,
Poklonyaemsya strastem Tvoim [ We Venerate
Your Passions] is a sign work of Kirill Volkov,
a talented contemporary interpretation
of the Eternal Theme.

Vladimir Dovgan is a well-known
musician, composer, pianist and pedagogue,
who likewise composes both secular and sacred
music. The website “Tserkovnyi kompositor”
[“Church Composer”] presents an abundant
selection of his liturgical compositions from
various types of church service, which may
be performed in church and in concerts.?

5 Letus enumerate Vladimr Dovgan’s compositions pertaining to the sphere of sacred music: Simvol very
[The Creed] for mixed choir (1991); Iz Triodi postnoi [ From the Lenten Triodion], Concerto for mixed chorus
in seven movements (1993); Liturgical Chants: Trisvyatoe [ Trisagion], Milost' mira [Mercy of the World] for
mixed chorus (1992-1996); Troparion for the Acquisition of the Relics of the Saint Blessed Prince Daniil of
Moscow for mixed choir (2003); Utverdi, Gospodi [Affirm, O Lord] for mixed choir (2003); Divnoe Imya
Tvoe [Wondrous in Thy Name] for mixed choir (2003); Prednaznachitel'nyi psalom | The Intended Psalm] for
mixed choir (2006); Iz chasov Svyatoi Paskhi [From the Hours of Holy Easter] for mixed choir (2008). Most
of these works are performed in churches and in concert venues.
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From the recent compositions
in large-scale form, one brilliant example
is the oratorio Uslyshi, Bozhe, glas moi
[Hear My Voice, O God], written in memory
of Nikolai Gogol (2009). The composer
elucidated his conception the following
way: “I came up with the idea of generating
particularly these words of Gogol with
music, which was gradually manifested in the
oratorio. In the latter I lead the listener from
the time of the writer’s childhood to the end
of his life, and in the spiritual plane — from
the festivity of Christmas to Easter. After
the Easter light comes Gogol’s farewell
to the world and the penitence from the text
of his will is sounded out. The writer speaks
about what he was mistaken in, about the fact
that his words may have yielded different fruit
from those he wished to receive. Essentially,
he warns that careless thoughtlessly
disseminated seeds may generate monstrous
seedlings, and turns to those who had still
not understood that life is hardly a jest
and requires a serious attitude towards itself.””

Alexei Larin, a master of choral
writing beloved by him,” acquired broad
renown, among his other compositions,
as the composer of such sacred musical
compositions as the cantata Rozhdestvenskie
kolyadki [Christmas Carols] for soloists,
chorus and percussion based on motives
of Slavic folk music (1992), the oratorio

Russkie  strasti  [Russian  Passions]
for soloists, chorus and percussion based
on texts from the Gospels, Orthodox Christian
canonical and folk texts.® Its idiostyle,
having been formed to a great degree
by the remarkable arrangements of folk
songs (one of his compositions is Rybatskaya
fantaziya [Fishermens Fantasy] based
on themes of folksongs of the Astrakhan
Region, 2014), has found its natural
manifestation in sacred music, as well.

Of a non-liturgical character are such
compositions as Three Works for Female
Chorus Blagovestye [Glad Tidings] (2005)
and Triptych for bass, chorus and piano set
to poems by Daniil Andreyev (1992/94).
To this list we may also add his original
composition titled Dva fragmenta iz ‘Sluzhby
blagodarstvennoi o poltavskoi pobede’
[Two Fragments from ‘Eucharistic Service
about the Victory in Poltava’] for mixed
chorus (publication by Vladimir Protopopov,
edition of Alexei Larin, 2009); as well
as Ash Wednesday set to Thomas Stearns
Eliot’s text in English (2006). A substantial
attribute of such kinds of compositions is,
inour opinion, an organic two-sided approach
— the orientation on classical traditional
writing in the context of contemporary
compositional means of expression.

No matter, what kind of music Larin
would write, in whatever genres he would

¢ See: Vladimir Dovgan: traditsializm v sovremennoi muzyke [Viadimir Dovgan: Traditionalism
in Contemporary Music]. URL: http://www.classicalforum.ru/index.php?topic=2842.0 (accessed: 20.05.2024).

7 About the aesthetics of the composer’s choral works and the specificity of his idiostyle see:
Sokolnikova E. Yu. Alexei Larin: Choral Works of the 2000s (Aesthetics and Musical Means of Expression).
Izvestia. Ural Federal University Journal. Series 2: Humanities and Arts. 2018. Vol. 20, No. 2, pp. 230-238.
(In Russ.) https://doi.org/10.15826/izv2.2018.20.2.038; Sokolnikova E. Yu. On the “Idiostyle” of Aleksei Larin
in the Mirror of Tactics of Choral Composition (on the Example of Works of the 2000’s). PHILHARMONICA.
International Music Journal.2015. No. 4, pp. 67-77. (In Russ.) https://doi.org/10.7256/2453-613X.2015.4.17251

¥ For greater details on this composition, see: Kazantseva L. P. “Russkie strasti” Alexeya Larina:
k probleme zhanra [Alexei Larin’s Russian Passions: Towards the Issue of Genre]. Problemy muzykal'noi

nauki / Music Scholarship. 2011. No. 2, pp. 132—135.
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work in, his aesthetical-culturological
position remains immutable: “And the main
criteria in the search for one’s own path
and in the evaluation of various musical
phenomena is seen to be, in my opinion,
the never outdated understanding of art as
a means for people to communicate
with each other. And until the search remains
in this vein, that is, while one person tries
to share something intimate and sacred
with others, this may be considered as art.”

Andrei Mikita, similar to many other
composers of the Gnesins’ House, leads broad
public musical activities — he is a teacher,
a member of juries of a number
of international competitions, and engages
himself in literary work (writing articles,
commentaries and interviews). As a composer,
he has created, jointly with Metropolitan
Hilarion (Alfeyev) the internet website
“Tserkovnyi  kompozitor”  [“Church
Composer”], the aim of which is to
acquaint society with sacred musical works
by composers of our time. And even though
the speed of motion of the musical facts
and their fixation on the website do not
always coincide, this beginning, which has
been implemented for the first time into
our reality, has played a substantial role
in the contemporary musical scene.

Pianist Andrei Mikita is also well-
known as a composer of Orthodox
Christian sacred music who has worked
in this genre for numerous years. His style
can be characterized for its interaction
of the liturgical and the non-liturgical
elements, which is noticeably manifested
in both the canonical and the non-canonical

genres. Examples of the latter may be served
by such compositions as Liturgiya krasoty
[Liturgy of Beauty] (the final movement
of a cantata set to a text by Konstantin
Balmont), as well as his instrumental
works Znamenie [Presage] and Uteshenie
[Consolation].

Our attention is drawn by a set
of works for church service: Rozhdestvenskii
gimn [Christmas Hymn] (was completed
on January 6, 2014), and Tropar' Svyatomu
Luke [Troparion to Saint Luke] (written
in June, 2014), which have been performed
by the Patriarchal Choir of the Cathedral
of Christ the Savior. These liturgical
compositions were written on canonical
texts, and their musical language does
not contradict it. Let us also note
that the church choir pieces composed
by Mikita are endowed by an expressive
choral timbral elaboration and sonority
and have become the object of performers’
attention on the part of well-known
ensembles: for example, the doxology
to the Reverend Ilya of Murom has
been sung by the State Choir under
the direction of Evgeny Volkov (in
November 2013), whereas the Kondak
To Hilarion the New Dalmatian —
by the Synod Choir under the direction
of Alexei Puzakov (in the summer of 2013).

Only a few works by the composers
of the Gnesins’ House have been identified
and discussed in the article with the aim
of attracting attention towards the issue
of contemporary sacred music, relevant
in the present day. According to our
observation, the space of stirring questions

? LarinA.: “...Nesmotrya na shchedro predrekaemye ‘kontsy sveta,” muzykal'naya praktika sushchestvuet ...”
[“...Notwithstanding the Generously Predicted ‘Ends of the World,” Musical Practice Continues to Exist...”].
Interview with N. Gulyanitskaya. Slovo kompozitora: Mysli o muzyke [The Compoer s Word: Thoughts about

Music]. Moscow, 2011. P. 119.
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is broadening, just as the circle of scholars  of the activities of the composers pertaining
studying artistic processes is widening. tothe Gnesins’ House,— we have attempted
However, as always, there are much more to reflect merely in our spur-of-the-moment

questions than there are answers to them...  observations, which are subject to further
The artof compositioninthe sphereofsacred  specification and development...
compositions — as an “essential core”
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Abstract. At the center of attention in the article are Luigi Nono’s choral works from
the late 1950s. On the example of analysis of two compositions created consecutively one after
the other — La terra e la compagna (The Earth and the Female Friend, 1957) and Cori di Didone
(Choruses of Dido, 1958), — the composer demonstrates innovative techniques expanding
the arsenal of technical means and testifying of the intensity of the development of his personal
choral style within the indicated period of time, and also manifests the tendencies characteristic
for the choral texture of the subsequent years. Special attention is given to the texts of Cesare
Pavese and Giuseppe Ungaretti that comprised the verbal basis of the analyzed compositions.
It is noted that the pathos of the struggle for liberation of the earlier compositions is overshadowed
by a lyricism connected to the composer’s focusing to the images of nature. During his work on
the texts, Nono actively experiments with the phonetics establishing its impact on the vocal sound.
Among the specific peculiarities of the choral writing in the examined compositions, the techniques
of timbral modulation, as well as poly-timbral and mono-timbral stereo-monody are emphasized.
In the sphere of the organization of the sound material, the transition from serial technique
to the technique of sound masses is noted. On the basis of the carried out analysis, the tendencies
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Annomayusn. B neHTpe BHUMaHUA CTaThi — X0poBoe TBopuecTBo Jlynmku Hono konna 1950-x
ronoB. Ha nmpumepe aHanusa IBYX COUMHEHMH, CO3JJAHHBIX MOCJIEI0BATENBHO APYT 3a JPYroM —
La terra e la compagna («3emns u oapyra», 1957) u Cori di Didone («Xopsl JJunons», 1958),
— aBTOp MOKa3bIBa€T HOBATOPCKHUE MPUEMBI, PACHIMPSIONINE apCeHal TeXHUYECKHX CPEACTB U
CBHJIETEJILCTBYIOIINE 00 MHTEHCUBHOCTH PAa3BUTHUS XOPOBOTO CTHJISL KOMITIO3UTOPA B 0003HAUEHHBIN
NIEpUOJ] BpEMEHH, @ TAK)KE BBISBIISICT TEHICHIIMH, XapaKTEPHBIE 1151 XOPOBOH (DaKTyphl MO CIIETYFOLIHX
net. Ocoboe BHUMaHuUe yaensercs Tekctam Yesape [laBese u J[xy3emnme YHrapeTTu, COCTaBUBIINM
BepOaTbHYI0 OCHOBY aHAJIM3HPYEMBIX KOMIO3UIMi. OTMeuaercs, yTo nmadoc ocBOOOAUTENEHON
60pb0BI OoJlee paHHUX COYMHEHUH OTTEHSETCS JMPHKOM, CBA3aHHON c oOpaiieHueM K oOpazam
npupoasl. [Tpu pabore ¢ Tekctamu HOHO aKTHBHO 3KCIIEPUMEHTHPYET ¢ (POHETUKOM, yCTaHABIMBas
e€ Bo3zIelicTBHE Ha BOKaJIbHOE 3ByuaHue. Cpenu crienupuueckux 0coOEHHOCTEH XOpOBOro MHCchMa
paccMaTpuBaeMbIX COYMHEHHUH BBLACISIOTCS MPUEMBI TEMOPOBOM MOIYNALMH, MOTUTEMOPOBOM
U MOHOTEMOpPOBOW cTepeoMOoHOAMU. B obnmacTu opraHuszanuu 3BYKOBOTO Marepuana OTMedaeTcs
nepexof] OT CepUHHON TEXHUKU K TEXHHMKE 3BYKOBBIX Macc. Ha ocHOBe mpennmpuHSATOro aHaau3a
aKIEHTUPYIOTCSl TEHAEHIUH, CIOCOOCTBOBABIINE IMPEOOPa30BaHUIO OOIMKA XOPOBOW (DaKTypHI,
a MMEHHO: COKpallleHHE MEeJOAMYECKUX TOpPU3OHTaled [0 3BYKOTOYEK; pPOCT HHTEepeca
K CMEIIEHHIO TeMOpPOB B paMKax YHHMCOHA; pacuiMpeHue (yHKUIu BepOaIbHOro TekcTa (mpouecc
ero JeTuHeapu3ai U OHETHYECKOTO PACIEIUICHHS).
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Introduction

Among the Italian academic music
of the second half of the 20th century, Luigi
Nono’s compositions have attracted special
attention to themselves by their unusually
keen attitude towards the expressive
possibilities of the human voice. The fact
of the predominance of vocal compositions
in the master’s music legacy is predictable
in the case of an Italian composer, but what
is remarkable is the innovative perception
of the vocal texture, the attitude towards
each vocal composition as yet another
experiment, presuming a significant
expansion of the arsenal of technical means,
especially noticeable upon the comparison
with each other of the compositions written
in succession.

Already an initial familiarization
with the composer’s scores allows
the researcher to arrive at conclusions about
the characteristic peculiarities, as the result
of which the compositions are univocally
identified as having been written by Nono.
At the same time, in each subsequent
composition of his, the Italian master
demonstrates a motion towards the mastery
of yet another technical means, either
completely absent, or being present
in a potential, not entirely realized way
in his previous works. As a proof
of this assertion, we shall present
a textural analysis of two works: La terra
e la compagna (The Earth and the Female
Companion) and Cori di Didone (Choruses
of Dido), composed, respectively, in 1957
and 1958. Attention to these works seems
to be important to us, since they present

a peculiar first denouement, summating
the experience of the composer’s first
period [1] and, at the same time, containing
creative impulses, ready for realization in
the compositions of the 1960s. [2] Thereby,
the present article pursues two aims: on the
one hand, to demonstrate the intensiveness
of the development of Nono’s vocal style,
presenting an analysis of compositions
created within the interval of one year,
and on the other hand, to demonstrate on
the example of the compositions of the late
1950s the tendencies that led to the formation
and development of the composer’s new
choral style.

The Poetic Sources

The textual basis of the analyzed
compositions is formed by literary texts
written by the composer’s contemporaries —
Cesare Pavese (1908-1950) and Giuseppe
Ungaretti (1888—1970). It must be noted
that the interest in contemporary literature is
symptomatic for Luigi Nono’s works. In all
fairness, only the composer’s turning in the
late 1970s to the poetic legacy of Friedrich
Holderlin (1770-1843) appears as a certain
exception, quite explainable, judging
by the knowledge of the innovative character
of this poet’s works.

Cesare Pavese is one of the central
figures in 20th century Italian literature.
The composer set the poet’s works to
music numerous times in his vocal works:
besides La terra e la compagna, Pavese’s
compositions provided the source of many
of the compositions from the 1960s: Sara
dolce tacere (Sweet Silence Shall Be, 1960),
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Canti di vita e d’amore (Songs of Life
and Love, 1962), La fabbrica illuminata
(The Illuminated Factory, 1964), etc.
The last turning to the poet’s legacy was
the inclusion of the image of Deola
in the libretto of Luigi Nono’s second stage
act (I’azione scenica) Al gran sole carico
d’amore (Under the Bright Sun Filled with
Love, 1974). Explaining the reasons for such
a steady interest on the part of the composer
towards Pavese’s poetry, the famous
researcher of Nono’s music, Jirg Stenzl
writes about the closeness of the musical and
poetical worlds of the two artists stipulated
by the commonality of the basis of the ideas
for their works, with their determinant image
of the human being dissolving in surrounding
nature, in an atmosphere of primary nature.
Let us turn our attention to Cesare Pavese’s
words: “I am standing devotedly in front
of a landscape, before a clear sky, water duct
or forest, and in an absolutely unexpected
way I am enveloped by a frenetic urge
not to be myself any longer, but to be this
field, this sky, this forest, to search for that
word that would express all of this together,
to be a blade of grass, this aroma, this
emptiness. I do not exist, the field exists,
the sky exists, my perceptions exist as open
hungry mouths that devour things.” [3, p. 94]

It is curious that the only example
of writing an original poem for the composer,
the text for his piece Liebeslied (Song
of Love; 1954), testifies of the significant
influence of Pavese’s poetry manifesting
itself not only on a metaphorical, but on
a syntactic level. For example, Stenzl
presumes that the text of the poem 7u sei
come una terra (You are Like the Earth)

from Pavese’s collection of poetry
La terra e la morte (The Earth and Death),
which became one of the verbal sets
of La terra e la compagna, is most likely
what comprised that example on which
Nono oriented himself when he wrote
his poem. Let us compare the first stanza
of Pavese’s poem with Nono’s work:

Tu sei come una terra Erde bist du

che nessuno ha mai detto  Feuer Himmel
Tu non attendi nulla Ich liebe Dich
se non la parola Mit Dir ist Ruhe

Freude bist du
Sturm mit mir bist Du
Du bist Leben
Liebe bist Du!

che sgorgheri dal fondo
come un frutto tra i rami

Textural Organization:

The connection between Liebeslied
and La terra e la compagna is not limited
to the similarity of their verbal source
with the typical identification of the beloved
with various objects within the framework
of the characteristic structure of “you are...”
(“du bist...”; “tu sei...”). While studying
the connection between the aforementioned
compositions, Stenzl turns his attention to the
specific timbral color formed by the sounds
of percussion instruments: the metallophone,
the vibraphone, the bells, the marimba,
the timpani and the cymbals. This sonority
is present throughout Nono’s most important
works of the 1950s, with a few insignificant
variations: we encounter it in the third
Epitaffio per Federico Garcia Lorca
(mm. 101-127), in the La victoire de Gernica
(mm. 93-132), in the Liebeslied (the entire

' Cit. ex: Stenzl J. L’azione scenica und Literaturoper. Muzik-Konzepte. Vol. 20. Luigi Nono. Juli 1981,

pp. 45-57.
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piece proceeds with the accompaniment
of the harp, the metallophone, the vibraphone,
the timpani and the cymbals). When analyzing
its application in the composer’s first choral
pieces, as well as 1’azione scenica (stage
action) Intolleranza, the researcher comes
to the conclusion that this particular timbre
possesses the function of the leitmotif
timbre — the composition’s utopian symbol
contrasting with the real one — of “the other
world — the world of women, children,
purity and spring.” [Ibid., p. 117]

Let us add from ourselves that it is
referred in this case not only to the choice
of a compatible instrumentation, but also
the similarity of the textural techniques.
In the third Epitaffio per Federico Garcia
Lorca (mm. 101-127) the composer

simultaneously on the basis of one serial
row forms a monody played by the wind
texture

instruments and a pointillist

Example No. 1

of the percussion, which makes it
possible to achieve the effect of a reflection
of sounds expounded in the horizontal
aspect of the winds in another part
of the stage in a different timbral process
(Example No. 1).

In La terra e la compagna (mm. 117-
120) we encounter once again a similar
type of textural organization, differing from
the earlier specimen by the inclusion into
the ensemble of the pointillist fabric
not only of instrumental, but also
of vocal sound points, which is stipulated
by the accentuation of the line of a solo
tenor as the relief horizontal line. Let us also
turn our attention to the fact that just that
in the Third Epitaffio the aim
of the composer turns out to be not only
a stereo effect, but also constant timbral
modulation  (Klangfarben-Ubergang)
(Example No. 2).

Luigi Nono. Epitaffio per Federico Garcia Lorea.
Epitaffio No. 3 mm. 101-104
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Example No. 2 Luigi Nono. La terra e la compagna,
mm. 117-120
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Single-Timbre Stereo-Monody

What distinguishes the later timbre
of the poly-timbre stereo-monody from
its earlier example? The interest
in timbral modulation within the framework
of related timbres, which in Cori di Didone,
and later in Ha venido: canciones para
Silvia (She has Come: Songs for Sylvia,
1960) would lead towards a curious
experiment with the creation of the effect
of Klangfarben-Ubergang by means
of an ensemble of homogenous timbres.
In the scores written two years apart from
each other, the composer experiments with
one timbral group — the soprano parts.
The fifth movement of Cori di Didone
is written for an octet of sopranos,
the textural organization of which during
the course of 22 measures is situated
in a constant mutually reversible motion
from the unison to complex eight-voice
complexes. At the same time, it is referred
not to the traditional unisons and harmonic

153

constructions. The expounding by means
of “drooping” sounds, typical for Nono,
differs from the other movements
of the Cori di Didone by permanent changes
of the density of the sound-points, depending
on the number of vocalists simultaneously
performing one and the same pitch (Example
No. 3).

In the piece Ha venido: canciones para
Silvia composed for an ensemble of six
solo sopranos the given experience would
demonstrate itself in the organization
of an exceedingly mobile unison texture
manifesting a change in the density ofits line
by means of the entrance and withdrawal
of voices, as well as the appearance
of islets of polyphony by means of suspension
of separate tones of the melody sounding
simultaneously with the subsequent
unfolding (Example No. 4).

In the research of the connection
between Nono’s compositions within
the framework of the evolution of his
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Example No. 3 Luigi Nono. Cori dii Didone, mm. 178-180
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Example No. 4 Luigi Nono. Ha venido: canciones para Silvia, mm. 61-65
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vocal writing, the attention given to Cori with the mutually stipulated processes
di Didone and Ha venido makes it possible  of condensation/rarefication of sound points
to see the first examples of the unique mono- by means of change of the number of vocalists
timbral stereo-monody — a type of musical performing one tone, as well as with the fact
statement in which the subtlest nuances of a more significant difference between
of timbral metamorphoses are connected analogous vocal timbres in comparison
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with the instrumental timbres. Subsequently,
the given textural phenomenon, in many
ways reminiscent of the monochrome
compositions by 20th century artists (Yves
Klein, Brice Marden and others) would
become one of the crucial technical ideas
for Luigi Nono’s second “l’azione scenic”
Al gran sole carico d’amore (Under the Bright
Sun Filled with Love, 1974), where, aspiring
towards a anonymization of a few separate
acting characters (Louise Michelle, Tatiana
Bunke, and Deola), the composer would
recourse to presenting them by means
of a quartet of sopranos.

The Phonetics of the Text
and its Impact on the Timbre

It is important to assert that one of the
conditions providing for the possibility
for experimenting in transmitting sound in
combination with its timbral transformations
in vocal compositions was the fundamentally
different attitude towards the presentation
of the verbal text. Already the pieces titled
as Epitaffio presented an unusual perception
of the text in the guise of a “hidden program,”
despite the fact that, overall, the given work
is still rather traditional from the point
of view of the typical process of “musicalizing”
the words. Gradually departing from
the horizontal exposition to the segmented
variety, Nono passed from the fragmentation
of the phrase into separate words
to the splitting of words into separate
syllables in his composition from the years
1955-1956 — the cantata [/ canto sospeso
(The Interrupted Song). This work,
according to the composer himself, plays one
of the most important roles in his creative
evolution, signifying the transition to a new
choral style: “In I/ canto sospeso 1 developed
a new choral style, having divided the set
words first to syllables, and then to separate
sounds, which I sent ‘traveling’ across

the choral score. The critics that had
become used to the pointillistic technique
of composition and the performers
immediately detected in my work with
the text yet another proof of isolation
of the acoustical events. However, [ aspired
to a horizontal melodic construction
spanning all the registers; to a levitation
from one sound to another, from one syllable
to another — 1i.e., to a line emerging from
the alternation of separate sounds
and pitches, lines sometimes thickening
to sonorities.” (Cit. ex: [4, p. 25])

The fact that a pointillistic presentation
of a musical-verbal text does not cancel out
the connection between sounds intrinsic to
horizontal exposition may be demonstrated
on the example of a number of Nono’s
compositions. Ivanka Stoianova, when
discussing one of the fragments of Cori
di Didone, proves that the vertical-
diagonal disposition of the intonational
material does not in the least hamper the
acquisition of the meaning of the verbal text:
“The microstructural pointillistic segmentation
of the words in the space of the musical
texture and the allotment of the smallest
elements of language to different vocal
parts usually corresponds to the succession
of phonic elements in words and makes
it possible to a certain degree to understand
the content of the text.” [5, p. 191]

In this work, along with the diversity
of text segments (the peculiar “pieces”
of words forming an uninterrupted
mosaic of the verbal set), the composer
also turned his attention to the impact
of the phonetic component on the quality
of the vocal sound. Larisa Kirillina wrote very
expressively about this: “...he [Nono. —
A. R.] ‘illuminates’ by means of other voices
the vowels, the phonism of which possesses
its own expressiveness and semantics:
the mournful ‘o,” the blood-crimson ‘a,’
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the ‘1’ and ‘e’ seeming to hang on one thread.”
[6, p. 29] The isolated vowels accompanying
the separate syllables of the text already
provide a testimony that Nono is going
farther along the path of segmentation of the
verbal row. The following stage, signalizing
of the final stage of such a segmentation,
— the free manipulation not only of
vowels, but also of separate consonants, —
1s demonstrated by the score of Cori
di Didone.

Nono himself wrote about this score:
“After Il canto sospeso and La terra
e la compagna here [in Cori di Didone.
— A. R.] my technique of new vocal
expressivity based on the connection of two
form-generating functions of the text —
the phonetic and the semantic — is continuing
to develop.” (Cit. ex: [7, p. 158])

In Cori di Didone, 1in addition
to including the voiced consonants (<>,
<m>, <n>), the composer also turns his
attention to the possibility of intonating
the unvoiced fricative consonants
(for example, <s>), in the situation
of intonating by means of definite pitches
of the sounds transforming into their voiced
analogies (<s> transforming into <z>).
But even in the conditions of insignificant
phonetic distortion of the verbal text,
this type of technique the contrived
by the composer makes it possible to
expand significantly the timbral resources
of the vocal lines in comparison with those
that are already there. It is necessary to
notice that the indication for the vocalist
to intonate of a particular consonant helps
concretize the goal the singers are faced
with. For example, intonating the consonants
<I> and <z>, which are different from
each other in terms of the achieved sound
effect, in general, corresponds to the written
comment “quasi bocca chiusa.” At the same
time, intonating the sonorous <n> may

be reflected by the written comment “quasi
bocca chiusa e nasale.”

As we have observed in the beginning,
Nono’s compositions written one after
the other are in a position of succession
to each other, which also allows
the development in each subsequent
composition of the intentions expressed
in the preceding work. In this regard,
the work La terra e la compagna forms
the following stage in relation to the
cantata /I canto sospeso. Thus, the principle
of simultaneous exposition of various
texts used in I/ canto sospeso (in the third
movement) realizes itself on a new stage
in La terra e la compagna. Whereas in
his cantata Nono, while using the voices
of three soloists, does not reject the horizontal
exposition of the verbal text, in La terra
e la compagna, while simultaneously
presenting two sounding texts, Nono
also makes use of the principle of verbal
segmentation in relation to each of the two
verbal sets. At the same time, the singularity
of the verbal disposition also determines
the division of the chorus into two sections,
which presents a peculiar reflection
of the Venetian tradition of cori spezzatti.
A constant dialogue with the traditions
of Venetian masters is one of the characteristic
traits of the musical legacy of Nono, who,
according to the reasonable comment
of UH Hue-Eun, “...never overlooked early
music, particularly Renaissance music,
and his avant-garde works were created
on the basis of late Renaissance and early
Baroque music.” [8, p. 241]

When speaking of the goals of the verbal
strategy of the musical score, Nono indicated:
“One of the texts — Terra rosa, terra nera,
— performed by the soprano, the alto and
the bass, “revolves” around the relationship
between woman and nature. At the center
of the second text — Tu se1 come una terra,
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performed by the tenors, — of the woman
as the beloved entity. The simultaneous
presentation of both texts creates

the connection between nature and the lovers
in the sense of a possible substitution <...>
The combination of both of the texts thereby
intersects the semantic content, as the
result of which they receive simultaneously
acomplementary function.” [9, p. 43] Similar
to the way the juxtaposition of both of the
choral groups creates an integrality of spatial-
musical composition, the superimposition
of the two texts on each other is conducive
to a capacious perception of the central
idea — the unification of the lovers with
the nature surrounding them.

From Political Engagement to Lyricism

The compositions from 1957 and 1958
demonstrate the composer’s unexpected
move towards “pure” music, after a series
of politically engaged compositions
(Epitaffio per Federico Garcia Lorca,
La victoire de Gernica, 1l canto
sospeso). In this regard, most intriguing
is the juxtaposition of the wverbal basis
of Cori di Didone with Giuseppe Ungaretti’s
composition with the same title. A comparative
analysis of the texts discloses the composer’s
deliberate rejection of the use of the stanzas
referring to the historical realities of fascist
Italy.? While lining up the composition
of the cycle, Nono concentrates his

attention on the correspondence between
the respective movements of the cycle
by means of revealing several “leitmotif-
type images”: the evening, sea, and silence
in nature, contrasting with the experienced
tumult of the soul. Thereby, Nono
remains faithful to the poet’s conception
expounded in his own preface to the cycle:
“...the songs are called to describe in a dramatic
way the parting with the last glimmerings
of the youth of a separate person, but also
of civilization, since civilizations too are
born, grow, become old and die. Here I had
the wish to present the physical experience
of the drama with the revival in my memory
of the happy moments, with the raving
of doubts, with the shame that divests
of peace, which leads to madness the passion
that itself sees that it is perishing and becomes
repugnant, hopeless and empty.””

Ungaretti’s text presents a person who
bids his youth farewell, tortuously analyzing
his traversed path. And in a certain sense,
for the 34-year-old Nono Cori di Didone
became a first summation, a comprehension
of the creative results. The pathos
of the struggle for liberation in the compositions
of the first half of the 1950s is overshadowed
by the lyricism of Pavese’s and Ungaretti’s
poetry connected with the references
to the images of nature in the perceptions
of a person endowed with an extraordinarily
subtle sensitivity.

2 Such references are written about by various authors, including the translator of Ungaretti’s cycle
V. Leonenko: “The image of Aeneas is the specter of the Empire that was called upon in its own dreams
to world dominance. <...> In Ungaretti’s poems not only the forsaken woman, helpless in her attempt to
free herself from her corporeal and psychic attachments, cries out in Dido’s voice. Here vivacious life cries
out in full voice, in its contradictions, in the combination of the brightest, sublime and gentle aspirations
with the unaccountably destructive outbursts of passion. And adjacent to this vivacious life, life “as it really
is,” directed primarily by the instinct of sensuous love and childbearing, stands, pragmatically using and
betraying it as Aeneas betrayed Dido, the ideology of progress and expansion, the will towardshe achievement
of ‘high historical aims.””. See: Ungaretti G. Khory o Didone [Cori di Didone]. Trans. and intr. by V. Leonenko.
URL: https://leonenko.ucoz.ru/publ/stikhi/dzh_ungaretti khory o didone/1-1-0-42 (accessed: 21.05.2024).

3 Cit. ex: Ibid.
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However, it must be noticed that even
Nono’s politically engaged compositions
create a strong impression by their profound,
diverse, sincerely emotionality. In his book
Choral Music in the 20th Century, Nick
Strimple describes this peculiarity of Nono
in relation to the cantata I/ canto sospeso:
“Setting letters from condemned antifascist
resistance fighters, it strikes a beautifully
delicate  balance  between  political
and emotional sensibilities.” [10, p. 187]
The aim of musical creativity formulated
to a considerable measure by British
composer Arthur Bliss (“...to try for an
emotion truly and clearly felt, and caught
for ever in a formal perfection” [11, p. 1])
may also be applied to Nono’s compositions
from the 1950s.

The two main sides of the content
characterized in the compositions from
the 1950s continue their parallel existence
in Nono’s works from the 1960s
and the 1970s, as the result, joining together
within the conception of Nono’s second
stage action Al gran sole carico d’amore
concentrated around the image of a woman
(a beloved, a mother) in the context of world
revolution.

From Serial Technique to the Technique
of Sound Masses

The technical side of the composer’s
works also becomes subjected to a
rethinking. The serial technique of the
works written in the years 1949—-1956 gives
way to a new method of pitch organization
labeled by the composer as the technique of
sound masses (Klangflaechen). An analysis
of the works La terra e la compagna
and Cori di Didone makes it possible to
convince ourselves of the organic quality
of the transition from serial technique
in Nono’s perception to a new principle
of organization of the sound material.

The disclosure of the manipulations with
the pitch set in the pieces titled Epitaffio
and in the Liebeslied demonstrates
a freer attitude towards serial technique
in comparison with the orthodox variety
of dodecaphony.

The composer, taking as the twelve-
tone technique as a basis, for the most part
operates with small segments of four, five or
six pitches, resorting to repetitions of tones
within a single structure and disclosing
the intonational resources of the respective
segments by means of the change of order
of the succession of the pitches.

It may seem that the composer creates on
the basis of the series, interpreted by him as
an original modal scale, a typical neo-modal
composition. The aforementioned conclusion
is also in accord with the composer’s
utterances. When speaking of the specificity
of his serial compositions, Nono accentuated
his listeners’ attention to the phenomenon
of improvisation preserving its relevance
even in the conditions of an extremely
determined serial context: “My work took
courseinthreesteps. FirstI chose the material:
the intervals, pitches and the rhythms.
Then 1 experimented with this material,
subjecting it to various predetermined
processes, in order to determine, in what
direction it could be developed. And only
then [ started composing, bringing out
the form from this material and
the possibilities intrinsic to it. At the same
time, composing music for me was never
only a concretization of pre-compositional
structures. As far as improvisation
is concerned, it has always been present,
and up to the last moment I reserved
for myself the right of the final decision.”
(Cit. ex: [4, pp. 26-27])

The first measure of Cori di Didone
remind of a typical beginning of a serial
composition (Example No. 5). The composer
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consistently (albeit, avoiding all repetitions
of pitch) brings in all the twelve notes
of the chromatic scale. The first hexachord
is gradually formed on the basis of addition
of pitches along the vertical line towards
the initial pitch C. The second hexachord,
divided by means of juxtaposition of registers
into two segments of three pitches, appears
simultaneously: [C-C#-B-D-Bb-Eb]
— [G-A-A b ]+[E-F-F#]. As the result,
by the appearance of the 4th measure,
the vertical entity fits into itself all the twelve
pitches of the “series.” The subsequent
development demonstrates Nono’s attitude
toward the material presented in the first
measures not as a series, but rather as
a standard chromatic scale on the basis
of which there may appear groups of three,
four or five pitches situated in semitones apart
from each other. At the same time, within the
framework of the groups, the composer is
endowed by the possibility of freely varying
the succession of the pitches: [Bb—-Eb—
A—G#-D]-[E-F-G-F#]-[B-C—-C#] (see
Example No. 6 compared with the scheme).

Marina Chistyakova in her dissertation
Luigi Nono: issledovanie kompozitsionnykh
printsipov [Luigi Nono: A Research
of Compositional Principles] writes that for
the first time the departure from the serial
technique took place in Cori di Didone.
[4, p. 95] We beg to differ from the author,
indicating the first composition that realized
the technique of Klangflaechen to be the
La terra e la compagna. We shall also
express the following supposition: one
of the fragments of the musical score

(mm. 63—66) turns out to be an immediate
prototype of the beginning of Cori di Didone
(see Example No. 7 and Example No. 5).
Thereby, beginning from 1957, Nono
used as his basic material one and the same
series — the ordinary chromatic scale.
(An exception to this was Nono’s first
stage action, the so-called /’azione scenica,
Intolleranza 1960, created in the serial
technique. [12]*) The pre-compositional
work includes in itself  variants
of segmentation (most frequently, the non-
symmetrical type) of the initial series with
the possibility of restructuring the pitches
within the structure, since what is important
i1s not the order of the presentation of the
pitches, but the creation of the vertical
sonority of semitones. Characterizing
the composer’s new manner of writing,
Chistyakova writes in her dissertation:
“In the second half of the 1950s, reflecting
the overall tendencies of the serialist
composers, Nono attempts to overcome
the isolated position of the pitches,
by developing the technique of structuring
“sound fields” (Klangfelder). At the center
of this type of composition is not merely
a single pitch, but a group of pitches
situated at the proximity of semitones
from one another and the vertical “sound
strips” (Klangbaender) formed as the result
of the “verticalization” of the series (to use
Lachenmann’s expression), characterized
by their heightened density of sound.”
[4, p. 30] Along with his own pitch
technique, Nono provides a considerable
amount of attention to the timbral formation

4 Anexplanation of this fact can be found in the presence of the dedication — the composition is dedicated
to the memory of Arnold Schoenberg — the creator of the twelve-tone technique: “While analyzing the score
of Nono’s composition, we observe his interest towards the twelve-tone method in the way it was present
in Schoenberg’s scores: the use of the orthodox twelve-tone series, structural and symmetrical segmentation,
the choice as the main row of a succession of tones perceptibly manifesting the traditions of Schoenberg’s

Wunder-Reihe.” [12, p. 150]
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Example No. 6 Luigi Nono. Cori di Didone, mm. 36-39
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Example No. 7

Luigi Nono. La terra e la compagna, mm. 63-66

of the musical fabric. And while in the early
compositions titled Epitaffio Nono appears
as a successor of Schoenberg in the use
of the expressive means of Sprechgesang,
already in his piece Liebeslied he
comes to the idea of the delinearization
of the musical fabric, stemming from
the Klangfarbenmelodie made known
by the Second Viennese School, but going

in the direction of poly-timbral stereophony,
in the final outcome becoming the
essence of the acoustic conception of all
the compositions beginning with the cantata
1l canto sospeso.

Conclusion

Analysis of La terra e la compagna
and Cori di Didone makes it possible
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to summarize the facts about the presence
of several tendencies, which asserted
themselves in the very first compositions
and led to a number of evolutionary changes,
which transformed to a great degree
the image of the composer’s choral textures.
Let us settle upon a short characterization
of each one of them.

The reduction of the melodic
horizontal progressions to sound-points.
The traditional melodic horizontal
progressions in the pieces titled Epitaffio,
having been replaced with short motives
in Liebeslied, already in Il canto sospeso
are contracted to the level of sound points.
The pieces that followed the cantata,
namely, La terra e la compagna and Cori
di Didone demonstrate the composer’s
aspiration towards the differentiation
of the points in relation not only
to time but to the coloring of the sound
obtained by means of timbral modulation
(Klangfarben-Ubergang).

The development of the attention towards
the mixture of timbres within the framework
of the unison. The unison of the alto
and tenor parts opening the Liebeslied,
so typical for the works of Schoenberg,
presents the first link in a chain
of experiments in mixing not only the middle
but the high and low voices of the texture.
In each following musical score, Nono
searches for even more unexpected
timbral mixtures endowed with the ability
of changing during the process of sounding,
which is stipulated by the differentiation
of: a) the dynamic nuancing (presented
by the mobile nuances), b) the rhythmical
formation of the sound-points initiating
a permanent process of the entry and
the withdrawal of the choral voices from
the unisons.
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The expansion of the functions
of  the verbal text. Whereas
in the compositions of the first half
of the 1950s the verbal texts are perceived
by Nono as the bearers primarily
of the function of semantics, starting with
1l canto sopeso the composer’s attention
is also attracted by the phonetic covering,
which creates a determining impact on
the timbres. This tendency stipulates
the process of delinearization and phonetic
segmentation of the verbal text, which
may be seen in the musical score of 1958,
Cori di Didone.

Having started as a composer who
created instrumental works, in the 1950s
Nono demonstrated an increasing interest
in vocal works and, in particular, compositions
for vocal and instrumental ensembles.
The expansion of the number of experiments
in relation not only to the textural
organization, butalso to the timbral formation
of the musical fabric made it possible
for Nono to become one of the “arbiters
of fashion” in the domain of vocal
composition. At the same time, basing
ourselves on the composer’s utterances
and the analyses of his musical scores,
we may assert that experimentation for its
own sake never presented an aim for him.
Nono’s choral music, notwithstanding
the modernization of the musical language,
preserved the “self-sufficient beauty
of bel canto, intonation flexibility,
and vocal expressiveness.” [13, p. 207]
The composer saw his aim in the disclosure
of truly boundless possibilities of the
human voice. It is not by chance that in one
of his late interviews Nono admitted:
“I have a passion for the human voice,
the richest instrument of all those
in existence.” [14, p. 236]
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he practice of instruction of beginning
pianists includes the broadly
disseminated required repertoire lists
mentioned in the programs of children’s
music schools as “pieces written in the
forms of early dances.” Upon the study
of the style of the baroque period, focus is

made of dances from the time period between
the 16th and the 18th century: the sarabande,
the gigue, the musette, the rigaudon,
the courante, the passepied, the bourrée,
the minuet, and others. Some ofthem, endowed
with “non-dance” titles (for example, Aria
or Piece) also possess sturdy traits

** Ha pycckoM sI3BIKE CTaThsl OIMyOJiIHMKOBaHA B KypHane «IIpoOmembr My3bIkaiabHON Hayku / Music
Scholarship». 2018. Ne 1. C. 156-165. https://doi.org/10.17674/1997-0854.2018.1.156-165
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of dances (of the minuet, the sarabande
or the Sicilienne). The content of such pieces
is usually interpreted from the point of view
of their dance genre nature, with
the accentuation of attention towards
the respective differences of dance
the motions and the peculiarities of tempo,
rhythm and meter. Nonetheless, the dances
possess not only differences, but also
many common features: in the repeating
intonational lexis that migrates from one
musical text to another, and also in a steady,
easily recognized graphics of clichés and
acoustic images of instrumental musical
performance.'

In other words, the musical texts
for clavier include, along with depictions
of dance (and, at times, instead of it),
features of non-clavier nature — “playing
in ensemble and in orchestra.” The decisive
factor for the beginning performer’s choice
of the dynamic plane and expressive
articulation in such cases is the fact that
the main protagonists of such pieces are
not Dancers, but Musicians. At the same
time, the two-line version of the music —
the reduced clavier notation — preserves
the features of the musical quasi-score and
manifests the acoustic images of various
instruments, both solo and those sounding
in ensembles.

A distinctive feature of many
of the baroque pieces in the indicated
situations is that the pieces written for two
hands and performed usually on one piano
usually contain the means for unfolding
the musical text on one piano (four hands)
or on two instruments (in four, six or eight
hands) into a quasi-ensemble and quasi-

orchestral musical score. The participants
of the role play in such cases are a small
number of performers (minimally, two), and
the artistic result of the ensemble musical
performance is served by the transformation
of the initial composition into variations,
doubles, performance transcriptions and
arrangements.

The present article demonstrates
a number of works by composers from
the baroque period (in some cases,
their fragments) in which the creators
of the clavier works applied storylines
dealing with musical performance (playing
on musical instruments, whether solo,
or in ensembles). These are dance pieces
of J. S. Bach and his sons from their
Notenbiichleinen, as well as numerous other
pieces by his contemporaries endowed
by a plastic lexis.

The standard type of musical performance
of the baroque era is primarily the culture
of ensemble music, as the result of which the
content of clavier dance pieces constantly
demonstrated the appearances of images
of performing musical ensembles, which
were present in the musical milieu itself.
[1-6] The material of such pieces
demonstrates the dialogic models
of the concert practice of the baroque period
—namely, vertical and horizontal dialogues.

In the vertical dialogue, the utterances
of the soloist and the orchestra are stated
simultaneously: mijl:m; in the horizontal
dialogue of solo — tutti, they are expounded
one after the other. An important role
is played by the independent construction
of the “duo of two soloists,” presenting
a no less widespread model of concert

' Alekseeva I. V. Intonatsionnaya leksika zapadnoevropeiskogo barokko (na primere basso-ostinatnykh
zhanrov): ocherk [Intonational Vocabulary of Western European Baroque (on the Example of Genres Basso-
Ostinato): Essay]. Ufa: Laboratory of Musical Semantics of the Ufa State Institute of Arts, 2002. 28 p.
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practice. These can be found everywhere
in the semantic organization of the musical
texts of the works for clavier and may
be perceived as storylines and scenarios
for the practical participation in instrumental
performance.

This simultaneous musical performance
features the participation of one, two,
three or more performers (a minimum of
two: a teacher and a pupil) of various ages
or levels of preparation of piano
playing. The assignments are carried out
in the format of ensemble performance
in the conditions of “sight-reading”
the two-staff version for clavier by means
of its unfolding into a quasi-orchestral
musical score. The examples of such
unfolding provided below are demonstrated
on the basis of urtext scores without any
inclusion of editorial directions, which
provides the pupil with the possibility to set
up the dynamic, tempo and articulation plans
by himself with the guidance of the teacher.

The Vertical Dialogue

The images of the solo instruments
(solo) and the ensemble of the low musical
instruments (continuo) can be encountered
frequently in the clavier music from
the 17th and the 18th centuries in vertical
constructions. The solo (melody) is
situated on the upper staff, symbolizing the
acoustic images of the melodic instruments:
the violin, the flute and the oboe, or their
diverse combinations. The lower staff
of the clavier musical system embodies
the continuo part through the acoustic images
of the low strings. The dialogues between
the soloist and the ensemble are performed
by the participants of the role playing
in the form of intonational study, which
serves as an exercise for carrying out
numerous transitional assignments appearing
along the way towards the ultimate goal —

169

sounding out the semantic musical score
of the composition.

In order to realize the intonational
study and performing the pieces by means
of role play, the musical works written
by the 17th and 18th century composers
may be grouped together in a special way
with the division of the roles into the soloists
and the participants ofthe continuo ensemble.
At the same time, it is required to consider
the timbral peculiarities of their sounds
in their imitation on the contemporary piano.

solo

The Model of the _ - —

The typified construction of the . ——
dialogue migrates in the clavier works from
one musical text into another and there
by presents a sign of musical performance
in the musical ensemble culture of that time.

In Example No. 1 the instructor
is encouraged to suggest the pupil to play
the continuo part (the bass line of the
musical text) with the “cello” sound by
octave doubling of the solo line of the bass;
the pupil’s partner would perform the upper
line — the solo (melody) with the “violin”
sound. Upon repetition of the musical text
with the transferal to the second ending
it 1s possible to replace the “violin”
sound with a “flute” sound: for this aim
it is advisable to set up the register transfer:
to perform the melody by transposing
it an octave above.

Dialogue

solo

J.S. Bach.
Notebook of Anna Magdalena Bach.
Minuet BWV Anh. 132

Example No. 1

wwwwww
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In Example No. 2, upon the repetition
and the passing to the second ending,
the pupil may replace the “violin” sound,
which sounded out in the first version,
with the “flute” sound, by adding
ornamentations, such as mordents on the
strong beats of each measure.

Example No. 2 Georg Bohm. Minuet
Dig
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While paying attention to the syntactic
segmentation of the melody, the instructor
should advise the pupil to provide it with his
own semantic phrasings.

In Example No. 3 the melody may
be performed by transposing it an octave
above in separate phrases: in the dialogue
between the “violin” sound (mm. 1-4
in the first octave) and the “flute” sound
(the second phrase, mm. 5-8 an octave
higher). The continuo part remains
unchanged, and it must be performed
with the sound of “two cellos,” or that
of “a double bass and a cello” with octave
doubling.

Example No. 3 Jacques de Saint-Luc. Bourrée
K — =
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In children’s piano repertoire
in the sections of the program titled
“Contrapuntal Compositions,” there are
frequently works without titles encountered.
These are designated by the composers and
the editors as “Pieces.” Such compositions
contain a charade for the performer, who,
as a rule, attempts to gain insight into their
content intuitively. On the basis of analysis
of the crucial intonations, it becomes
possible to establish, which protagonists are
participating in a musical piece and which
actions they are engaged in (whether they
are singing, playing or dancing).

In Example No. 4 the melody written
by the composer may be assigned
to a sound of “two flutes,” moreover,
the “echo” utterance would sound an octave
above what is written. The ensemble part
would be performed by the second voice with
the sound of “two cellos,” or those of other
low-register instruments of the baroque era.

Example No. 4 Georges Armand. Piece
/e ‘ ‘

= - - -

{'9" B

In Example No. 5, request the pupil
in the solo part to perform the first eight
measures with a “violin” sound —
smoothly, in a singing manner (in the first
octave), and the second eight measures —
with a “flute” sound (in the second
octave). The continuo shall be performed
by the pupil’s partner with the sound
of “two cellos” (with octave doublings).
When the musical text is repeated
(as the result of the recapitulation sign),
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the two musical partners may switch
their parts in mirror reflection: the bass
line would sound in the upper register,
and the upper line — in the lower register.
Each line of the musical text is read
in the keys of the authorial original.

Example No. 5 Georg Philipp Telemann. Piece
y) - _— . e e
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v t = e
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In Example No. 6, suggest the pupil
to transform the lower line and to play
the continuo part. The solo part would
be played with the sound of “two flutes” with
the musical utterances distributed between
the different hands according to the registers
(mm. 1-2: 1st flute, left hand; mm. 3-4:
2nd flute, right hand). The continuo part may
be embellished with a mordent on the strong
beats of each even measure (upon repetition:
on the strong beats of each odd measure).

Example No. 6 J.S. Bach.
Notebook of Anna Magdalena Bach.
No. 24 BWV Anh. 128
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Upon the repetition of the musical text
of the continuo (in this and in other
examples), the performer may transform

the rhythm into other rhythmic formulas
within the limits of the thesaurus
of the intonational lexis intrinsic to this style.
Most popular are the following dance
figures: the rhythmic formula of the dactylic
step, the rhythm of the step, the rhythmic
formula of the sarabande. [7; 8]*

No less frequent in the musical text are
the vertical (mirror) shifts of the indicated
construction endowed with the scheme

f <« . as well as the divisi technique

solo

s aniqu
within each one of them: 2 ==
solo . continuo
comimo ans Or  the  mirror  refection

continuo  divisi

of the same scheme:

solo

continuo

The Model of the o

In the dance pieces from the baroque
period, the  composers  frequently
encountered, along with the storylines
of musical performance, the mirror notations
of the initial dialogic model in the form
of ““™  in which the lower line
is assigned to the soloist, and the upper
line is to the ensemble. In such cases,
the roles of the solo parts are taken

by the low instruments (Example No. 7).

Dialogue

J.S. Bach.
Notebook of Anna Magdalena Bach.
Minuet BWV Anh. 118

Example No.7

wwwww
wwwwww
T i —

It is hardly likely that all the concrete
historical varieties of the instruments would
be presented at once out of the abundant
arsenal of the instruments of baroque musical
culture in the contemporary experience
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of the beginning musician. But it is quite
possible that the “cellos,” which in such
cases carry out the roles of “mirror reflection
solos,” may turn out to be quite on demand.

In Example No. 7, suggest the pupils
to find the protagonists of the storyline
of the musical performance, to distribute
the roles and to perform a piece each
time in a different manner: 1) the part
of the soloist — in a dialogue between
the “two cellos”; 2) the part of the soloist
— imitating the timbre of a bassoon with
new articulation; 3) in a musical dialogue
between the solo and the continuo;
4) in the musical dialogue between
the continuo and the solo (in a mirror
refection). The tempo, dynamics and
articulation are distributed independently,
in correspondence with the chosen semantic
structures.

The Model of the 224" pjiglogue
continuo

In the compilations of vernacular
dances, we frequently encounter specimens
of notation of the authorial transformations
of the initial model of wi;f:uo into
the resultant: *22%*L n all likelihood,
this technique was used by amateur
musical performers, due to the simplicity
and fecundity of the actions by means
of transformation. In the % model,
appearing in many clavier dance pieces,
the soloist’s utterances are sounded
in horizontal dialogue. Thus, in Examples
No. 8 and 10 (in comparison with the
subsequent transformations in Examples
No. 9, 11) the initial authorial text
is presented. In Examples No. 9 and 11,
it becomes perceptible, how the part
of the soloist is wunfolded by the
composer himself into a vertical dialogue
of the soloists, following the model

solo divisi

continuo
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Example No. 8 J.S.Bach.
Notebook of Anna Magdalena Bach.
No. 40 BWV 517
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Example No. 9 J.S.Bach.
Notebook of Anna Magdalena Bach.
No. 40 BWYV 517
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Example No. 10 J.S.Bach.
Notebook of Anna Magdalena Bach.
Aria BWV 5150
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Example No. 1 J.S.Bach.
Notebook of Anna Magdalena Bach.
Aria BWV 5150
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In Examples No. 9 and 11 the pupil shall
perform the solo part in the upper line notated
in a vertical dialogue with two hands in the
form of divisi — with the division into parts
upon choice — incorporating the presumed
sounds of the violin, the flute, the oboe
and the flute, or the flute and the violin.
The role of the continuo with the doubling
in the bass with the imitation of the acoustic
image of two cellos (or cello and double
bass) shall be performed by the partner.

In Example No. 12, the model
of the vertical dialogue may be presented
by a more unfolded musical composition with
the help of a mirror interchange of the parts
during the performance of the recapitulation.
The bass line, upon its shift into the upper
register, shall receive the status of a solo
part in the horizontal dialogue of the oboe
(mm, 1, 5) and the flute (mm. 2, 6) with

solo

The Model of the Dialogue

continuo divisi

In many of the musical texts,
the ensemble part is also presented with divisi
lines, bringing in allusions to the sounds
of musical instruments that are identical
in timbre (“two cellos”). In all the specimens
of the original notation (Examples
Nos. 13, 14) the continuo part is notated
by the composers in a two-voice format.
The pupil shall perform it with two hands
alluding to the sounds of imaginary
instruments from the number of the chosen
timbres, while the role of the soloist
shall be played by the partner. In all the
indicated examples, upon the performance
of the recapitulation, the partners may also
carry out mirror interchanges of the dialogic
parts.

their subsequent simultaneous expounding  ExampleNo.13 J.S.Bach. Minuet No. 2 BWV 842
(mm. 3-4, 7-8). The parts of the high
R . . . 0 1 — ~ e
instruments upon their shift into the low T e e e e e e
. . D) d v g L4 o o ‘—‘—2"—‘—,
register are capable of transforming N S F P : -
the structure of the initial model of dialogue, | ’ ' ‘
having significantly expanded the space ), = e [TTTTM 12 '
in the direction of capacious stereo sound. Ca 3 == = ﬂf:ﬂj
In the conditions of a calm tempo and |9——ruia——d o ofre|ort
. . . ! I I [ | u__u' e L
suave articulation. The timbral dramaturgy
actualizes the idea of the pastoral storyline
built into the musical text. Example No. 14 Henry Purcell. Minuet
Example No. 12 J.S. Bach. P R S ey
Notebook of Anna Magdalena Bach. o == J
C.P.E. Bach. Polonaise BWV Anh. 123 s a—— e
VRN P NN P N Jia *r pEefre. foetrs. wencn .y
3 P S = ————— ==
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In the following two examples, (Nos. 15, 16)
the authorial notation of the aforementioned
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mirror  interchanges of the  parts
is quite apparent: the solo is presented
on the lower line, and the continuo (with
its division into two instruments) — on
the upper line. Suggest to the pupil to choose
a role and perform the following examples
in the dialogue, preliminarily discussing
them, and collocating the tempo, dynamics
and articulation in the musical text. The divisi
function is performed by two hands.

and the orchestra are sounded successively.

One of the most widespread varieties
of horizontal dialogue is the storyline type
of “dynamic dialogue” that creates echo
effects with the mandatory successions
of forte and piano. Just as in the previous
cases, in each intonational study,
the participants of the role play would
perform on the piano the roles of the flutes,
the violins and the cellos in the guise of solo
line, or represent the entirety of the ensemble

Example No. 15 The Notebook of Withelm Fr/édemanﬁ Bacﬁ, — the tutti, emphasized during the process
falen Ao of playing dynamically.
. N : N 5
i 58 L MR Example No. 17 J.S.Bach.
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Example No. 16 J. S.Bach. o =L =L .. .
Notebook of Anna Magdalena Bach. S S s I R s . j|1|
No. 136 BWV 512 e =2 =———t="1
yE 5 —= | N ——
D 7 # o A 5 f Exomple No.18 J.S. Bach.
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The Horizontal Dialogue of the Soloist VN WP =

and the Orchestra: Solo — Tutti

In 17th and 18th century clavier
music we encounter not only vertical,
but also horizontal construction: the model
ofthesolo—tuttidialogue. Unlike the vertical
dialogue, wherein the solo and continuo
utterances sounded out simultaneously,
in the horizontal dialogue the utterances
of the soloist (or group of soloists)

The Duo — the Vertical and Horizontal
Dialogue between Two Soloists

In the following examples from the dance
pieces written by Krebs, Krieger and Turk
(Nos. 19-22) the authorial musical texts
present musical dialogues of two soloists.
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The upper line is assigned to the first soloist,
while the lower is — to the second soloist.
During the performance of the intonational
study, it is important to place attention
towards timbral articulation — to imitate
the sound of various respective imaginary
instruments. The performer is provided
with the opportunity of choosing the timbre
that is regulated by the register and the set
of orchestral instruments popular in the music
of the baroque era. Especially important
is the attention given towards correct
articulation and the possibility of mirror
interchanges as the result of the change
of roles.

In all of the examples, with
the participation of the “duo of soloists,”
it is possible to bring in techniques
of transformation of the initial musical
texts known from the previous examples:
registering, doubling, mirror interchange
of the parts, and embellishments.
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Example No. 21 Daniel Gottlob Turk.
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Thus, during the process of carrying out
the assignments, it is possible to develop
a number of unique skills that are most
useful for the beginning musician, since
the pupils master the nontraditional creative
forms of work with the initial musical texts
by composers:

1) the pupils participate in dialogic
musical-conversational communication,
actively applying the skills of transformation
(the  wvertical, mirror interchange,
the technique of ars combinatoria,
registering, doubling, embellishments
of segments of the musical text, etc.);
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2) the pupils learn to unfold the initial of semantic structures necessary for reading
authorial text (the urtext) into a semanticscore  a musical text composed in any style

of quasi-orchestral and ensemble music; (including sight-reading) on all the stages of
3) the pupils master the semantic its mastery;

perceptions in the range of the lexis 7) the pupils learn during the course

of migrating intonational formulas of a short period of time (unlike the long-

of the baroque era; duration traditional repertoire approach)

4) the pupils learn to apply competent to play a large quantity of musical
and expressive articulation of the musical compositions, expanding the auditory

text on an intonational and figurative basis;  perceptions and acquiring the experience
5) the pupils learn to re-expound the of communicating with the style of the era.
musical text by means of creating variations In sum, the enumerated skills are

and other traditional baroque compositions relevant both to the competent (semantic,
conventional in the vernacular musical grammatical and syntactic) perception of the
performance of that era. musical text and to the creative, artistically

6) the pupils obtain mastery of an active interaction of the beginning performer
integral “musical score-type” perspective  with it.
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NMamsaTu konneru

ITepconanuu —G‘)@@
O Muxaune Cepreesuye 3anusagHomM (1946-2023)

In Memory of a Colleague

Personalities

About Mikhail Sergeevich Zalivadny (1946-2023)

16 nexabps 2023 roga ymén u3 Ku3-
BUJHBIM COBETCKMM MW POCCUMCKUHI
MY3bIKOBEJ, KaHIUJAT HCKYCCTBOBEIEHUS,
CTapIlIMil HAy4YHbIM COTPYAHHUK M MPENojaaBa-
tenb CankT-IleTepOyprekoii rocynapcTBEHHOM
koHcepBaropuu uMenu H. A. Pumckoro-Kop-
cakoBa Muxaun CepreeBud 3aIMBaIHbIN.

Muxaun CepreeBuu ponuiici B Myp-
MaHCKE B CEMbE MOPCKOIO HHYKEHepa.
B 1970 rony on oxoHumn KueBCKyro KOH-
CEpBaTOpPHUIO KaK My3bIKOBel, B 1971 — kak
KOMITO3UTOp. 3aTeM 00y4aJicsi B aCIUPaHType
JlenuHrpaackoii KOHCEpPBAaTOPUM (HAYYHBIHA
pykoBonutesnb — FO. Kon) u 6onee 40 net
MpenoAaBajl CTYyACHTaM KOMIIO3UTOPCKOIO
U My3bIKOoBeqYecKoro (axynbsretoB CaHKT-
ITetepOyprckoit KOHCEpBATOPUHU TUCITUTLIN-
Hbl «My3BIKaJIbHO-TEOPETUYECKUE CUCTEMBDY
n «MaremMarnyeckue MeTOAbl MCCIEI0Ba-
HUS B MY3BIKO3HAHHM», TEMATHKa KOTOPBIX
ObLIa TECHO CBSI3aHa C MEXIUCIUTLTHHAPHBIM
U CUHEPIreTHYECKUM IMOAXOAaMHU.

C cepenunbl 1990-x rofoB myOnMKaIm
3aJIMBaJTHOTO COCPEAOTOYMBAIOTCS Ha BOII-
pocax KHOEpPHETUYECKOH, SIEKTPOHHOU U
KOMIIBIOTEPHOH  MY3BIKH, TpoOIeMaTHKe
«TE€OPUH BUAMMOMN MY3bIKW», @ TAKKE B3aUMO-
neicTBus rpaduKu, My3bIKH U JIEKTPOHUKH.
Muxaun CepreeBud — OJUH U3 MEPBIX yU&-
HbIX B Poccum, 3alMTUBIIMX AHUCCEPTALUIO

HHN

© T'opOynosa U. b., 2024
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B 00JaCTH KOMITBIOTEPHOTO MY3bIKaJIbHO-
ro TBopyecTBa. Ero mccienoBaHue Ha TeMy
«Teopetnueckue npodIEMbl KOMIBIOTEPU-
3allMM  MY3bIKAJbHON JESATEIbHOCTU: OIBIT
KOMITJIEKCHOM xapaktepuctukm» (2001) 3amo-
KWIO QYHIAMEHT JUTsl psia WHHOBAIIMOHHBIX
HalpaBJI€HUN B HAIIEHl CTpaHE, CBSI3aHHBIX
CO CTAaHOBJIEHUEM U Pa3BUTHUEM MY3bIKaJb-
HO-KOMITBIOTEPHBIX TEXHOJIOTHH.

C navama 2000-x Tom0OB OCHOBHOUM 00a-
cThio uccnenoBanuit Muxawna CepreeBuda
3anuBaHOTO CTAHOBUTCS OCMBICIICHUE 3a-
KOHOMEpPHOCTEH MY3bIKaJIbHBIX CHHECTE3UH,
(hakTOpOB HEOTPEIEIIEHHOCTH B MY3bIKE U B CH-
CTEME MY3BIKAJILHOTO MBIIIUICHHS, pa3paboTKa
«KOMIUIEKCHOW MOJIEJI CEMAaHTHYECKOTO IPO-
CTPAHCTBA MY3bIKI», TPAHCIMCUUILIMHAPHOTO
MOJIX0Aa K U3YUEHHUIO MY3bIKaJIbHbIX SIBICHUI
Y MPOLIECCOB.

Muxaun CepreeBud 3ajuBaHbIA SIBISET-
Cs1 aBTOPOM OOJIBIIOTO YKciia padboT, MOJIrOTOB-
JIEHHBIX COBMECTHO C HAYYHO-T1€JarOTUYE€CKUM
co0o0mecTBOM  y4eOHO-METONUYECKOM  Jia-
ooparopuu  «My3bIKaJIbHO-KOMITBIOTEPHbBIE
TexHoJiorun» Poccuiickoro rocyaapcTBeH-
HOTO MEIarornyeckoro YHHMBEPCHUTETA WM.
A. U. T'epriena, cOTpyIHUUECTBO C KOTOPBIM
OCYIIECTRBIBUIOCh B TedeHue Oomee 20 neT.
Jng cTygeHTOB, aclnMpaHTOB, MarucTpaH-
toB PITIY umm. A. U. T'epuena Muxaun
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CepreeBuu pazpaboTain psl TEM, CBSI3aHHBIX
C aHAJIM30M B3aUMOJCHCTBUS MY3bIKH, Mare-
MaTHKu, nHopMaTuku. OH IPUHUMAJ CaMOe
AKTUBHOE y4acTHE B OATOTOBKE HOBBIX 00pa-
30BaTeIbHBIX POTrpamMM, peanusyemMsix B ['ep-
LIEHOBCKOM YHUBEPCHUTETE, CpEeAH KOTOPBIX
MPOrPaMMBI TOTOTOBKU MarucTpoB «L{udpo-
BbIE TEXHOJIOTMH B MY3bIKE U CayH[-IHU3alHE»
(2022) u «My3bIKaIbHO-KOMITBIOTEPHBIE TEX-
HoJloTHH B 00pa3oBanum» (2006), mporpamMmbl
MOATOTOBKH OakanaBpoB «HpopmannoHHbIe
TEXHOJIOTMM B MY3bIKE M CayHJ-AU3aiiHEe»
(2023) u «My3bIKaTbHO-KOMITBIOTEPHBIC TEX-
Hosoruu» (2004) u nporpaMmsl rpodeccuo-
HajnpHOM nepenoarotoBku «lIpenonaBanue
MY3bIKaJTbHBIX JUCIUILINH C UCMTOIE30BAHUEM
MY3bIKaJIbHO-KOMITBIOTEPHBIX ~ TEXHOJIOTHI»,
«IIpenonaBanue 3NEKTPOHHOTO KJIABUIIHOTO
cuHTe3aTopay, « MHbopManmoHHbIe TEXHOIO-
TMH B MY3bIKE 1 MY3bIKQJTbHOM 00pa30BaHUNY,
a TaKXe 3HAYUTEJIbHOE YHCIIO MPOrpamm IMo-
BbIIeHUs kBanudukanun: «KommbrotepHoe
MY3bIKaJIbHOE TBOPYECTBOY», «DIEKTPOHHBIN
MY3bIKAJIBHBIA CUHTE3aTop», «McKycCcTBO HC-
MOJTHUTEIHCKOTO MacTepCTBA U aPAHKUPOBKHU
Ha KJIABUIIHOM CHHTe3arope». Bo B3aumo-
neiictBun ¢ Muxaminom CepreeBuueM ObLTH
pa3paboTaHbl TaKWe HOBBIE 00pa3oBaTElb-
Hbl€ JUCLUIUIMHBI, Kak «Teopusi MHOXKECTB
u e€ MpPUMEHEHHE B HCCIEAOBAHUU MY3bIKU
W B MY3BIKAJIBHOW KOMIIO3ULIHW», «Teopwus
BEPOATHOCTEHN U €€ NPUMEHEHUE B MY3bIKAJIb-
HOU Teopuu U mpakTHke», « Teopus nupopma-
AU ¥ €€ BO3/ICHCTBHE HA Pa3IMIHBIC 00IaCTH
MY3bIKO3HAHUS» JUJIs1 0Oy4EHHUs cayHA-au3ain-
HEPOB.

IIpn yuactum Muxauna CepreeBuua 3a-
JUBAJHOIO  COTPYIAHHMKAMHM  Jlaboparopuu
MOJTOTOBJICHBl M M3/1aHbl Y4eOHUKH, MOHO-
rpadum, cpemm KOTOphIX: «My3bIKambHas
unpopmatukay (2023); «HMubopMarmoHHbIE
TexHonoruu B My3bike» (2013), «My3sbika,
MareMmaruka, WH(OpMaTHKa: TpaHHU B3au-
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mopeictBust (2017), «KomrmekcHas Monmensb
CEMaHTUYECKOTO IPOCTPAHCTBA  MY3BIKI
(2016; 2023) 1 MHOTHE IpyrUe, a TaKKe Ha-
YYHBIE CTaThbW, COOPHUKM HAYYHBIX TPYAOB,
Marepuaibl KOH(pepeHIui 1 JIp.

Muxaun CepreeBuu 3alvBaJHBIN SBIS-
etrcst apTopoM Oosee 150 pyHaameHTaIbHBIX
TPYAOB M0 BOIIPOCAM TEOPETHUUYECKOTO MY3bl-
KO3HAHUS U CMEKHBIX HAyUYHBIX TUCLHUILIINH,
TaKuX Kak MareMartuka, nHopmaruka, ¢u-
3MKa.

[Tocnennune nBa rona Muxaui CepreeBud
paboran Haj yueOHBIM mocobOueMm «My-
3bIKaJIbHO-TEOpETUYECKHE cuctemb». OH
NPAKTUYECKHU 3aBEPIIUI ATy KHUTY U B CKO-
pPOM BpEMEHU OHA JIOJKHA BBINTH B CBET.

B 6ubnuoreke Cankr-IlerepOyprckoit KoH-
CepBAaTOPUU XPAHATCS PYKOIMCU MEPEBOIOB
KJTACCUYECKUX TPYAOB IO TEOPUU MY3BIKH,
BbITIOJIHEHHBIX M. C. 3anuBaHbIM (C aHTJIUN-
CKOTO, HEMELIKOT0, MOJIBCKOTO0, (PPaHILy3CKOrO
¥ YEIIICKOTO SI3BIKOB, KOTOPBIMH OH BIIaJIeI Ha
npo¢eCCHOHATBHOM YPOBHE).

D10 OBUT HE3aypsAHBINA YEJIOBEK C YIUBU-
TeTbHOU, (HEHOMEHAITLHOM MAMSTHIO 1 TOHKUM
4yBCTBOM IOMODA, YUEHBIN, O€3rpaHUYHO IIpe-
JAHHBINA HAyKe U JIIOASIM, €€ CO3UAAIOIINM.

CBernasgs maMsaTh JOPOTOMY HAIIEMy
Muxauny CepreeBuuy!

JlokTop menarornyeckux Hayk, mpodeccop
Hpuna bopucosua I'opGyHoBa

Poccuiickuii 2cocyoapcmeennuiii
nedazo2uyecKutl yHugepcumem

umenu A. U. I'epyena,

2. Canxm-Ilemepoype, Poccutickas @edepayus,
gorbunovaib@herzen.spb.ru,
https://orcid.org/0000-0003-4389-6719
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https://doi.org/10.56620/2782-3598.2024.2.180-199
EDN: QQMEDR

TpaHcAUCUUMNNAMHAPHBIA NOAXOA
K U3YUYEHUIO MY3bIKAJIbHbIX SBI€HUM:
Teopus HopMaALUU U €é BO3enUCTBUE
HA PA3nnyYHblie 061ACTU MY3bIKO3HAHUS

Hpuna bopucona I'opoynoBa'!, Muxaua CepreeBud 3auBaIHbIii>

'Poccutickuti 2ocyoapcmeennwiii nedazocuyeckuil ynusepcumem umenu A. M. I'epyena,
2. Canxkm-Ilemepoype, Poccutickas @edepayus,
gorbunovaib@herzen.spb.ru®, https.//orcid.org/0000-0003-4389-6719
’Canxm-Ilemepbypeckas 20cyo0apcmeentas KOHCep8amopust
umenu H. A. Pumckoeo-Kopcaxosa,

2. Canxm-Ilemep6ype, Poccuiickas @edepayus,
https://orcid.org/0000-0001-9599-5925

Annomayus. llpuMeHeHne MaTeMaTHUYECKUX METOIOB UCCIIEIOBAHMSI B My3bIKO3HAHUH, A TAKXKE
pPaccMOTpeHHE CONMPSKEHHBIX ¢ HUMHU (DAKTOPOB HEOMPEAENEHHOCTH B CHUCTEME MY3bIKaJbHOTO
MBIIIJICHUSI B HACTOsIIEe BpeMsl SBISIOTCS OJHUMH M3 HauOOJIee aKTUBHO DPa3BUBAOLIUXCS
HamnpaBieHU B 00JAaCTH T'yMaHUTApHBIX HAyK, CTAHOBSICb BAKHBIMM HWHCTPYMEHTaMH IO3HAHUS
Y WHTEPHPETALMU CMBICIOBBIX CTPYKTYp BCE€X BPEMEHHBIX HCKYCCTB, BKJIKOYAs MY3BIKAIBHOE.
JlanHasi cTarhs SBISIETCS INPOMOJDKEHHEM IPOBOAMMOrO €€ aBTOpaMHU MHOTOKOMIIOHEHTHOTO
KOMITJIEKCHOTO HCCJIEJJOBAHUS, HAINpPaBJICHHOTO Ha BBISIBICHHWE NPOOJEMATHKH HCIIOJIb30BaHUS
TPAHCIUCUUITIMHAPHOTO TOAXO0/1d, COCTABIIAIOIIETO JCHCTBEHHYIO OCHOBY JUIsl KAYECTBEHHOU H
KOJINYECTBEHHOW OLIEHKM MY3bIKAJbHBIX SIBICHHM C HCIOJB30BAHHUEM DPECYPCOB COBPEMEHHBIX
MY3BIKAJIbHO-KOMITBIOTEPHBIX TEXHOJIOTH, BKIIOYAsI UCCIEAYEMbIE C TIOMOIIBIO ITUX TEXHOJIOTHUM
(bakTopbl HeompeAeNEHHOCTH B My3blke. Oco00e BHHUMAaHHUE B CTAaTbe YAEJIEHO MaTeMaTH4eCcKOn
Teopuu HHGOPMAIIH U €€ BO3/IEUCTBUIO Ha Pa3IMYHbIe 001aCTH My3bIKaJIbHOM HayKu. My3bIKaJIbHO-
KOMITBIOTEPHBIE TEXHOJIOTHH, HCIOJIb30BAHUE KOTOPBIX OOYCIOBIMBAET BO3MOXKHOCTH CO3/IaHUS
HOBBIX TEOPETHYECKHUX U IKCIIEPUMEHTAIBHO-IPAKTUYECKUX CPEACTB U3YUYEHHS] MY3bIKH, MOTYT
OBITh TAK)KE UCIIOJIB30BaHbI IPU MOCTPOEHUH MY3BIKAJIbHO-TEOPETUYECKUX CUCTEM IPUMEHUTEIIBHO
K 00J1acTH MY3bIKaJIbHOTO 00pa30BaHusl, OHU CTAHOBSITCSI aKTUBHBIM HHCTPYMEHTOM HCCIIEJOBAHUM,
MOCBSMIEHHBIX MPOOIEeMaTHKE TPAHCAUCIUILUIMHAPHOCTU KaK MPUHIUIA OpPraHU3allMd HaydyHOTO
3HaHUS, MPEANOIArarollero B3aUMOIECUCTBHE MHOTMX HANpPABICHUM HAy4HOIO HCCIEI0BaHUS
IpU PEUICHWH KOMIUIEKCHBIX Mpo0ieM My3biKo3HaHUS. COBpEMEHHBIH YpOBEHb Ppa3BUTHUS
MY3bIKAJIbHO-KOMIIBIOTEPHBIX TEXHOJOTUW IO3BOJISIET pPacCMaTpUBaTh HMX MCIOJIb30BAHUE

© T'opoynosa U. b., 3anuBanusiii M. C., 2024
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B KaueCTBE JEHCTBEHHON OCHOBBI IIPU CO3/1aHUH MHOTOKOMITIOHEHTHBIX MPOIPaMMHO-AIapaTHbIX
KOMIIJIEKCOB, KOTOpbIE€ MOTYT OBITh NPUMEHEHBI B IPOLECCE MOCTPOEHUS HHTEUIEKTyaJbHBIX
CHCTEM aHaJIM3a U KaTaJoru3aluuu My3bIKyd HapoZioB Poccun 1 Mupa. ABTOpaMu cTaTbi OCBEIAETCS
MIPOEKT MO pa3padboTke POCCUIICKOTo 3IEKTPOHHOTIO MY3bIKAJIbBHOIO MHCTPYMEHTA, MPEANPUHATOTO
COTPYAHHKAMHU HAayYHO-METOAMYECKOH Jaboparopun «My3bIKaIbHO-KOMITBIOTEPHBIE TEXHOJIOTHI
Poccuiickoro rocyapcTBeHHOTo neaaroruueckoro ynusepcurera um. A. . I'epuiena, onuparomuiics
Ha MaTepuajbl, CO3JaHHbIE NMPU YYaCTUU CIELHUAIUCTOB, BIAJCIONIMX PA3IUYHBIMU METOJAMH U
HMHCTPYMEHTaMH TPaHCAUCHUIUIMHAPHOTO NOAX0a K U3YYEHUIO MY3bIKaIbHbBIX SBJICHUI 1 UMEIOIINX
OTBIT N0 pa3pabOTKE COBPEMEHHBIX MY3bIKaJIbHO-OPUEHTHUPOBAHHBIX MPOrPAMMHBIX CPENCTB KaK
B 00JIACTH TEXHOJIOTUU UX IPUMEHEHHUS JIJIs IPOBEJCHUS HAy4YHbIX UCCIIEI0BAaHUM, TaK U B IIpoLiecce
peanm3aui HOBBIX MPO(ECCHOHATBHBIX MY3bIKaIbHO-00pa30BaTeIbHBIX HAIPABICHHH.

Knroueswvie cnosa: TpaHCAUCUUIUIMHAPHOCTD, CHHEPTETHUYECKUH TTIOIXO0, TEOpHUs HH(POpMAIHH,
MY3bIKaJIbHO-KOMIIBIOTEPHBIE TEXHOJIOTUH, MY3bIKaJIbHOE O0pa3oBaHUE, HAy4YHO-METOAUYECKas
naboparopusi  «My3bIKaJIbHO-KOMIIBIOTEPHbIE  TEXHOJOTMM» Poccuiickoro menarornyeckoro
yHuBepcurera um. A. U. I'epuena

Jlna ywumuposanus: Iopoynosa U. b., 3amusagueiii M. C. TpaHCAUCIHUIUTHHAPHBIA TTOIXO]T
K M3Y4EHHIO MY3bIKaJIbHBIX SIBJICHUI: Teopusi HHPOpPMAIMU U €€ BO3ACHCTBHE HA pa3lInUHbIC 00IacTh
My3biko3HaHUs // [Ipobmemsl My3bikanbHOM Hayku / Music Scholarship. 2024. Ne 2. C. 180-199.
https://doi.org/10.56620/2782-3598.2024.2.180-199
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Abstract. At the present time, the application of mathematical methods in musicology, as well as
the examination of the entailing facts of indeterminacy in the system of musical thinking are some of
themostactively developingdirectionsinthesphere ofhumanitarian disciplines, becomingimportant
tools of cognition and interpretation of the semantic structures of all temporal arts, including the
art of music. This article presents a continuation of the multicomponent complex research carried
out by its authors, aimed at identifying the issues related to the use of a transdisciplinary approach,
comprising an effectual foundation for a qualitative and quantitative evaluation of musical
phenomena with the use of the resources of present-day musical computer technology, including
the factors of indeterminacy in music researched with the aid of these technologies. Special attention
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in the article is devoted to the mathematical theory of information and its impact on various
spheres of musicology. Musical computer technology, the use of which stipulates the possibilities
of creation of new technological and experimental-practical means of music studies, may also be
used upon the construction of music theory systems applicable to the sphere of musical education.
It becomes an active instrument of research devoted to the problem range of trans-disciplinarity as
a principle of organization of academic knowledge, presuming the interaction of many directions
of scholarly research upon the solution of complex problems of musicology. The present-day level
of development of musical computer technology makes it possible to examine use as an effective
basis fo the creation of multicomponent complexes of hardware-software programs, which may
be applied in the process of construction of intellectual systems of analysis and cataloguing
of the music of the peoples of Russia and the whole world. The authors of the article illuminate
the project of development of a Russian Electronic Musical Instrument undertaken by the associates
of the scholarly-methodological laboratory “Musical computer technology” of the Herzen State
Pedagogical University of Russia, relying on materials created with the participation of specialists
who possess various methods and tools of a transdisciplinary approach towards the study
of musical phenomena and endowed with the experience of developing contemporary musically
directed programmatic means in both the sphere of the technology of their application for
carrying out scholarly research and in the process of the realization of new professional directions
in musical education.

Keywords: trans-disciplinarity, synergetic approach, information theory, musical computer
technology, musical education, scholarly-methodological laboratory “Musical Computer
Technology” of the Herzen State Pedagogical University of Russia
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HOBHU3HBI, 3aKIIIOYEHHBII B COOOIICHUH,

Beenenve TakuM o6pazom: «MHdopManus ecTb To,

Hayuynoe mnonsarue wuHopmanmm He
TOXKJICCTBEHHO ITOHSTHIO COOOIIECHHS WIH
cozepkamuxcsi B HEM cBeneHui. A. Modb,
aBTOP OJHOW M3 3HAYUTENBHBIX PabOT BTO-
pori monoBHHBI XX BEKa, MOCBAIIEHHBIX
TEOPETUKO-UH(POPMAITHOHHOMY aHaJIU3y
XYJOKECTBEHHBIX COOOIICHUH, — KHHUTHU
«Teopus nHbOpPMAITU U ICTETUYECKOE BOC-
npusite», — CcHOPMYIUPOBAT  CMBICI
MOHATHS WHQOPMAIMU, BBIICISAS DJICMEHT

4yT0 MpuUOaBISIET HEYTO HOBOE K HEKOTO-
pOMy HMEIOLIEMYCs  IPEICTABICHHION'.
HauGonpiee  HayyHO-TEOPETHUYECKOE U
IPAKTUYECKOE PAa3BUTHE NPUMEHHUTEIBHO
K 00JaCTM T'yMaHUTApHBIX HAayK K HacTOs-
LIEMY BPEMEHU MOIY4YWJIa CTaTUCTHYECKas
TeOpus HMH(OpPMAIUU, OCHOBBI KOTOPOMH
obutn 3anoxensl P. Xapriu u K. Illenno-
HOM. [IpuMepsl wuccienoBaHHUs MY3BIKH
C NPUMECHEHUEM IIOJIO)KEHHUM HTOU TEOPUHU

' Monb A. Teopust uHbOpMaIUK U dCTeTHUECKOe BocmpusaTre / mep. ¢ ¢p. b. Bnacroka; nonx pen.,
c nocnecn. u npumed. P. 3apunosa u B. lBanoBa; Bctym. cT. b. buprokosa u C. [1notaukoBa. M.: Mup, 1966.

C.51.
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colep)karcs, B YacTHOCTH, B paborax
A.Mons («Teopus wuHbDOpMaALIMU W
AcTEeTUYECKoe Bocrpusatue» u np.), . Kce-
Hakuca («®Dopmann3oBaHHasE —My3bIKa»’
U 1p.), B psge paboT aBTOpoB cTathu [ 1—4].

B pamkax wsyueHuss uHGPOpPMAIMOH-
HOCTU MY3BIKQJIbHBIX TOCTPOCHUNM HaA
OCHOBE CTAaTUCTUYECKOW Teopuu HHPOp-
MaIlliid paccMaTpuBalCsi Takke BOIMPOC 00
nHbopMaIMU, TMOJy4aeMold CyObEeKTOM
C yuéTOM UMEIOLIErocs y Hero 3ama-
ca TaKUX TMOCTPOCHUNW W WX O000OIIEHUN.
B. /leTnoBc oTMedall, 4YTO «CHHTaKCHUYeCKast
uH(popMalsg UHBaApUAaHTHA OTHOCUTEIBHO
BpPEMEHU, CEMaHTUUECKas )KEe—HUCTOPUUYECKU
oOyCJIOBIEHa W M3MEHUYMBA. XapaKTepH-
30BaTh ATy MOCJEAHIO YUCIOM MBI TMOKa
HEe yMmeeM»’. DparMeHTapHO BOIPOCHI
WCIIOIB30BaHUS TIOJIOKEHUW TEOPUH HH-
dbopMalii B MY3bIKaJIbHO-TEOPETUUECKUX
UCCIIEeIOBaHUSX OoJiee MO3IHEr0 BpEeMEHU
paccMaTpUBAIIUCH B PAAJIE MY3bIKOBETUECKUX
paboT; cpeau TaKOBBIX OTMETHUM, Ha-
npuMep,  JIUCCEPTAUUOHHYIO  pabory
H. 3y0apesoii «My3bIKaabHO-JIUHTBUCTH-
YeCcKHe YHHMBEpPCAJMU: OMBIT pealu3aluu
“HCKYyCCTBOMETPUYECKOro™ moaxona» [5].

B nmpuMeHeHnH K My3bIKE BaXKHOM HCTO-
pUYECKON KaTeropuen, MpeanecTBYOIEn
COBPEMEHHOMY TOHATHIO HWHGOpMAIUH,
SIBJISIETCSL TAKXKE XapaKTEPUCTHUKA «IIPUSIT-

2

Xenakis 1. Musiques fomelles. Nouveaux principes formels

HOCTH» (MHAue — ONaro3By4Hs, suavitatis)
CO3BYyYMH, BBEIEHHAs BEJIIMKUM MaTeMarH-
koM JI. Diinepom B Tpakrare «OmbIT HOBOM
teopun My3bikn» (1739). Xapaxrepuctu-
Ka 0JTa M[puMeYaresbHa COAEpKaAIICHUCs
B Hell Oosiee 0OIIEH HAcel KOMILIEKCHOIO
nokasareins c1oxcHocmuy (COOTBETCTBEHHO
— YIOPSIIOYEHHOCTH) JIOTMYECKON opra-
HU3ALUU MY3BIKH, B3SITOM CO CTOPOHBI €€
BOCIIPUATHST CyObEKTOM. ODHJIEpOM BBICKA-
3BIBACTCS TAKKE MPEANOIOKEHHUE O TOM, UTO
«BO BCEX OCTANIbHBIX cepax, riue TpeOyroTcs
MOPSIIOK U KpacoTa» (B KauecTBE MpUMepa
YYEHBIM TIPUBOAUTCS OOJACTh APXUTEKTY-
pbl), TPEIIOKEHHBII UM MPUMEHUTEIBHO
K MY3bIKE IOAXOJ K BOCIPHUATHIO INOPSJIKA
«OyleT O4YeHb MOJE3eH — €CIIM, KOHEYHO,
TO, YTO YIOPSJOYEHO, MOKHO CBECTH K KO-
JIMYECTBY U BBIPA3UTh YUCIOM»*).

Kpome BepOsSTHOCTHO-CTaTUCTUYECKUX
METOJOB HCCJIEIOBAHUS KOJIMYECTBA WH-
dbopmaiu, MOSBWINCH HEBEPOSTHOCTHBIC
IIOIXO/1bI, U OHU HAYaJIA U3Y4aThCs B METONI0-
JIOTUYECKOM IUIaHe. bonpuioe 3HaueHue i
METOAOJIOTUYECKOTO 3HAYECHUSI 3TUX HOBBIX
HaNpaBJIeHUH B TEOPUH HHGOPMALIUU UMETTH
pabotel A. KoimoropoBa u €ro HIKosibl, To-
CBSAILEHHBIC UAEE E-DHTPOINUU U E-EMKOCTHU
MHOXecTB’. KolMOTopoB, Wcciemys CTUXH
TOYHBIMU  KOJIMYECTBEHHBIMH METOIAMMU,
OpuIén K HEOOXOAUMOCTH pPa3IuyeHUs

composition // La Revue musicale.

No. 253/254. Paris, 1963. ([lanHoe u3nanue nepeseneHo ¢ ¢ppaniysckoro sa3bika M. C. 3anuBagHbIM. )

3 Jletnosc B. K. Maremarunueckuii cuate3 My3biku // Hayka u rexuuka (Pura). 1965. Ne 9. C. 12.

4 Diinep JI. OnbiT HOBO# Teopuu My3biku. CI16.: Hectop-Uctopust, 2007. C. 54.

5

Nwmerotcst B BuAy myONWYHBIE BBICTYIUICHHS, JOKJIAABI HA KOH(PEPEHIUIX, TUCKYCCUH, MyOIHKAINN

B JKypHajlaX Ha CTHXOBEIYECKHe, OOIIeTHHrBUCTHYECKHe, puiocodckue u mpodne TeMbl. B mrome 1961
roga B Jlenunrpaae Ha YerBéprom BcecorozHom marematudeckoMm chesfie A. Konmoropos crenan aoknan
Ha TeMy «Maremarnka B HCCIEIOBAHUAX S3bIKAa XYIOKECTBEHHBIX MPOU3BEICHHIT», B KOTOPOM H3IIOKHUIT
MMOHUMaHHUE TEPMUHA «IHTPOTIHS PEUM» KaK «Mepy KOIM4IecTBa HH(OpMAIIHIH, TepejaBaeMOi PeUbio, KOTOpas
MOXKET OBITh pa3lIo’keHa Ha JBE KOMIIOHEHTHI: BHEPEUYEBYIO (CMBICIOBYIO, CEMaHTHIECKYI0) M COOCTBEHHO
pedeByr0 (JIMHTBUCTHYECKYI0) MH(pOpMannio» (MIPUBEICHO HA OCHOBAaHWH MaTepHANIOB, OMyOIWKOBaHHBIX
A. IIpoxopoBbIM — y4eHHUKOM H mociieoBareneM A. Koinmoroposa).
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JBYX BEITUYMH, M3 KOTOPBIX CKIIAIBIBACTCS
suTponusi H (crmoBecHoro) sizpika: hl —
MH(POPMAIIMOHHON EMKOCTH SI3bIKA, TO €CTh
KOJIMYECTBA Pa3HBIX MBICIEH, KOTOPHIE MO-
I'YT OBITh U3JI0KE€HBI B TEKCTE IaHHOM JTHHBI,
1 h2 — rubkocTu s13bIKa, TO €CTh MEPHI paB-
HOIIGHHBIX CIIOCOOOB HM3JIOKEHHS OAHOTO U
TOTO K€ COJIEepP KaHMs CPEICTBAMHU JaHHOTO
s3pika: H = hl + h2. Eciu xosddunmenr f,
XapaKkTepu3yomui popMaabHbIe OTpaHIye-
HUs, HaJlaraeMble CTUXOTBOPHOU (HOpMOH,
6onbine THOKOCTH s3biKa (B > h2), To BHI-
pakeHHEe 3aJaHHOW MU B JaHHOU (opme
HEBO3MOXKHO; TAaKUM 00pa3oM, HEPAaBEHCTBO
h2 > B sBnsieTcss HEOOXOAUMBIM YCIIOBUEM
MO3TUYECKOTO TBOPYECTBA. 3a MpeAesaMu
CIIOBECHOTO SI3bIKa aHAJIOTHYHBIE HCCIIENO-
BaHus A. KoJIMOropoBbIM, MO-BHINMOMY,
HE TPEANPUHUMAIUCH (CBEACHHUA O HUX
B UMEIOIIICICS TUTepaType HaMu He 0OHapy-
YKEHBI).

bonee panmnue pabGorer A. Orones-
ma (1940-1950-¢ romel)® mo Teopuu
MY3BIKH, PAacCMaTpuBasl Pa3iudus MeEXKIy
SIIEMEHTAMH  MY3BIKaJIbHO-3ByKOBBICOTHOM
CUCTEMbl KaK OCHOBY €€ OpPUTMHAJIbHOCTH,
0o0pa3yloT TMpUMeYaTeNbHYI0 Mapaienb
TEOPETHUKO-MHOKECTBEHHOW BETBU TEOPUHU
uH(popMaluy, HalIeqIe, B YaCTHOCTH,
BeIpakeHHEe B padorax Y. P. Dmon’ wu
A. Konmoroposa. M3BecTHOE CXOICTBO IIPH-
CYTCTBYeT M B HcHojb3yeMoM OrojeBloM
¢dopmanbHOM ammapare Omaromaps OykBam
rpeueckoro andasuta (a- u B-koddduireH-
ThI, XapaKTEepU3YyIOUIUE CTENEHb YyAaJleHUs
OT TJIABHBIX 3BYKOB CHCTEMBI, 0003HaYCHHE
op («rapMOHHUS») KaK XapaKTEepHUCTHUKA B3a-

MMHOTO TMOTamieHus o- u B-ko3ppuiueHTon
IPU UX CIIOKEHUN).

B HayuyHO-TE€OpEeTHYECKUX HCCIIEIOBaHU-
sax 5. KceHakuca, B 4aCTHOCTH B €r0 KHHUI€
«Dopmanu3oBaHHas My3blKay, Onaromaps
«JIBOMHOMY MPUMEHEHHUIO» MaTpull (11l xa-
PaKTEpUCTUKU  BEPOATHOCTEH  mepexoaa
OJTHUX 3JIEMEHTOB MY3bIKaJIbHO-3BYKOBOM
CUCTEMBbI B JpyTH€ U JJs1 OLEHKH TaKhX
MEPEXO/IOB B paMKax TEOPETUKO-UTPOBOM
WX TPAKTOBKH) TIPUCYTCTBYET IOCTaHOB-
Ka BOIpOCa O CHUHTE3€ CTAaTUCTHUYECKUX
U TEOPETUKO-MHOXKECTBEHHBIX IIOIXO/I0B
K HW3y4YCHUIO HH(OpMaIMK, HUMEBIIAs YxKe
TOTJ]Ja HECOMHEHHYIO TEpPCHEKTHUBHYIO IICH-
HOCTh M TOATBEpXKIaeMasi B HacTosIIee
Bpemsi. [lo MHEHHIO aBTOPOB HACTOSIICH
CTaTbd, B KauecTBE OJIHOTO M3 IIaroB Ha
MyTH PEIICHHUsS STON MPOOJIEMbI MPUMEHU-
TEIBHO K MY3bIKaJIbHO-JIOTUYECKOU 00IacTH
BO3MOKHO HCIIOJIb30BaHUE CHUCTEMBI «Oa-
HAJIbHOCTHBIX BBIYETOBY» (COOTBETCTBEHHO
YaCTOTE TMOBTOPEHHS] TOTO WJIM WHOTO 3Jie-
MEHTa WU COYETaHus »dIEMEHTOB) W3
3HAYEHU BEJTMYMH, XapaKTEPU3YIOIIUX pa3-
HOOOpa3ue COOTHOIICHUI MEXKTy JIEeMEHTaMU
B TE€X WU HWHBIX MY3bIKaJbHBIX MOCTpOE-
HUSX, TIPU UH(POPMAIMOHHON OIIEHKE ITHUX
nocyieaHux [6, c. 265]; npeanonoxeHue 31o,
B YaCTHOCTH, BBICKA3bIBAJIOCH B CBOE BpEMs
OJTHUM U3 aBTOPOB cTaTbyl (M. 3aJIiBaIHBIM)
Ha CEMHHape Mo MpoOiieMaM COBPEMEHHO-
IO MY3bIKO3HAHHS M TBOPUYECTBA MOJIOMBIX
KOMIIO3UTOpPOB, TpoxoauBiieM B EpeBane
B 1978 romy, a Taxke B padore «3mepenune
CMBICIIOBOTO TIPOCTPAHCTBAa MY3BIKI»®. O0-
JACTH MaTEeMaTWKH, PACCMOTPEHHBIC paHee

¢ Cwm., manpumep: Osgood Ch., SuciJ., Tannenbaum P. The Measurement of Meaning. Urbana: University

of Illinois Press, 1957. 342 p.

7

Cwm.: Dmbu V. P. BBenenue B kubepuetuky / nep. ¢ auri. J. I Jlaxytu; mon. pen. B. A. Ycnenckoro;

npenuci. A. H. Komvoroposa. M.: URSS/Jlenann, 2023. 430 c.

8

Cwm.: 3amuBanueii M. C. M3mepenne cMbicioBoro mpocrpancTBa My3biku // Cemunap «CuHTE3

nckyccts B anoxy HTPy». Kazans: KAU, 1987. C. 110-112.
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B MY3bIKOBETYECKHUX HCCIIEJOBAHUSIX aBTOPOB
crarei [ 1-4], 3aKmo4aroT B ce0e €CTECTBCHHYIO
OCHOBY NMPUMEHEHUsI TEOPUH HH(POpMAIIH
B U3YUYCHUU MY3BIKAJIbHBIX SBICHUI.

JUis  XapakTepuCTUKU 3araca 3HaHWM
(HEe TONBKO B CBSI3U C MY3bIKAaJbHOW Hay-
KO, HO U B CBSI3U C PA3JIMYHBIMHU JAPYyTUMHU
O0JIaCTSIMM JICATENBHOCTH 4YEJIOBEKa) 4acTo
UCIONB3YETCSI TEPMHUH «T€3aypyc» («COKpO-
BHUILIE»), KOTOPBI MMEET BaXXKHOE 3HAYCHHE
IIPU PACCMOTPEHUH BOIIPOCOB BO3IECHUCTBHUS
Teopur MHGPOpPMAIIUKM Ha pa3inyHbIe 00Ja-
CTH MY3bIKO3HAaHUs. «B CIIOBapHOM NpaKTHKE
TE€3aypyCOM. .. IPUHATO HA3bIBaTh OJHOSA3bIY-
HBIl aCCOLIMATUBHBIN CJIOBAaph, B KOTOPOM
YUTEHBl pa3IUYHbIE AaCCOLMATUBHBIE CBsI-
31 MeXAy clioBamMu, — numier P. 3apunon
B kaure “Kubepneruka u mysbika”. — Tesa-
ypyc 0, Kak ¥ BCSKUH CIIPaBOYHUK, OTPAKAET
CBEJICHUS, HAKOILJICHHBIE K OIpeNeIEHHOMY
MOMEHTY BpPEMEHU HEKOTOPbIM HHAWBHIY-
yMOM (TIpUEMHHUKOM). <...> O4YEBHUIHO, YTO
U3 OJHOTO U TOTO € COOOILIEHHsS pa3Hble
NpUEMHUKU (C pa3HBIMU Te3aypycaMu) HU3-
BJICKAIOT HEOJIMHAKOBYIO MH(opMarmto. <...>
Tak,... Ui BOCHPUATHUS XYIOKECTBEHHOI'O
Mpou3BeAeHNs (B YaCTHOCTU MY3BIKAJbHO-
r0) MPUEMHHUK JIOJKEH 001a1aTh HEKOTOPHIM
T€3aypycoM B JIaHHOM BHUJE MCKYCCTBA.
XyoOXKECTBEHHAs, WM DSCTETUYECKas WH-
dbopmarus, comepKamascs B KOHKPETHOM
MIPOU3BEACHNUHN, OTIIMYHA OT HYJS JIMIIb AJIS
HEKOTOpPOT'0 Juara3oHa Te3aypycoB U H3Me-
HSIETCS, JOCTUTAss HAWOOJBIIETO 3HAYEHUS
Imax = I (T, Ocp) nmpu HEKOTOPOM CpenHEM
3HaueHHUU Ocpy’.

J1o HacTOSIIEr0 BPEMEHHU OMBITHI IPUME-
HEHUS TeOpUU MH(POPMAIUU B UCCIIETOBAHUU
MY3bIKH HE HOCSIT CHCTEMAaTH4ECKOT0 XapaK-

9

19 Momnb A. Yka3. cou. C. 121.
" Tam xe. C. 125.
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Tepa, U OOJNBUIMHCTBO HAYYHBIX PE3YJILTATOB,
MOJyYEHHBIX B CBSI3U C ATUMH OIIBITAMH,
HE OTHOCUTCS K YHUCIY HENOCPEICTBEH-
HBIX WMTOTrOB NPHUMEHEHHUS MpeIaraeMoro
TEMU WIM HMHBIMU HCCJIEIOBATENIIMU Ma-
TEMaTHUYECKOI0 amnmnapara. OTH KOCBEHHbIE
pE3yAbTAThI, OJTHAKO, BECbMa 3HAYUTEIbHBI:
K HAM MPUHAJJIEKAT, B YACTHOCTH, Takue (pyH-
JAMEHTAJIbHBIE 3CTETUYECKUE IOJIOKEHUS,
KaK oOIlpeseseHue o0JIacTh XyJOXKECTBEH-
HOTO (00JIaCTh CPETHUX 3HAYCHUN MEXKTY
«TOJHOCTBIO MOHATHBIMM» M «IIOJHOCTBHIO
HETIOHATHBIMI» COOOIIEHUSIMHU), 000CHOBA-
HHUE CHEeUU(PHUKH PA3TUUHBIX BUOB UCKYCCTB
(«cuM(poHUST HE MOXKET 3aMEHUTh MYJIBTHU-
TUTMKALMOHHBIN (DUIBM, OHM Pa3IUYHBI O
CBOEH CYIIHOCTW»), UJEs PEerylupoBaHUs
COOTHOIIIEHUSI COCTABIIAIOIIUX B CHHTe-
TUYECKOM  XYJOKECTBEHHOM COOOIIEHUU
B CBSI3U C OTPAaHUYCHMSIMH, HajaraeMbIMU
«TPOMYCKHOW CHOCOOHOCTBIO» BOCIPUS-
Tus, U T. . K Takoro ke popa pesyibraraMm
OTHOCHUTCS NpemiokeHHast A. MoJieM B KHU-
re «Teopust nHpopmManu M ICTETHUUECKOE
BOCTIPUATHE» KIACCH(PHUKAIMA KOMITO3UIH-
OHHBIX 3JIEMEHTOB MY3bIKH, MO3BOJUBLIAS
pElINTh PsAJ Ha3pEeBIIMX BOMPOCOB (B TOM
YHCJIE — CBS3aHHBIX C PSIZIOM HOBILECTB
TEXHUKU KOMIIO3HMIMHK B My3blke XX Beka)
u3ydeHus e€ OOIIMX KOMITIO3UIIMOHHBIX 3a-
KOHOMepHOcTel. B aroil kmaccudukamum
Mosem BBIIAENSIIOTCS CIEAYIOIINE MacIITad-
HO-KOMIO3HUIIMOHHBIE €IMHULIBI:

1) cumBOIBI, pacTIONIOKEHHBIE B UHTEP-
BaJI€ MUHUMAJIbLHOTO BPEMEHHU BOCIPHUATHS
(1/20 cexynan)'?;

2) 3BYKOBbIE OOBEKTHI UIMTEIbHOCTHIO
ot 0,5 cexyHIbI 10 1 CEeKyH/IbI, COCTABIISIOIINE
«MeJTbUAIIIINe AIEMEHTBI BOCTIPHSTHS) '

3apumnos P. X. Kubepnetnka u myssika. M.: Hayxka, 1971. C. 17-18.
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3) sAuyelkH, WIH «OOBEKTHl BOCIPUS-
TUS B MHTEpBaje 3allOMUHAHMs 3BYKOBOI'O
pasapakeHusl JUIMTEIbHOCThI0 OT 2 1o 10
CEKYH»'?;

4) MakpoCTPyKTypbl —
Oornee kpymHOTO Macmirada'.

[Ipu »TOM wHccnenoBarens oOpamiaer
BHUMaHME Ha 4acTO BCTpeyarouieecs co-
OTBETCTBHE SYCHKH MY3BIKAIILHOU (paze
(Mo TpaAMLIMOHHOW KiacCU(pUKAUU aHa-
JOTUYHBIX CTPYKTYp), Ha «EAUHCTBO
ACTETUYECKUX TNPUEMOB» BHYTPU SUCHKH
P 4YacTo HaOIIOJAaeMOM KOHTPACTHOCTHU
TUX NPUEMOB HA I'paHUIAX MEXIYy suei-
kamu. Takoe BHUMAaHHME K OTOM EIMHHUIIC
MOJATBEPXKIAETCA TICUXOJOTUYECKUMH  HUC-
CJIEZIOBAaHUSIMH, YKa3bIBAIOILUMHU Ha
JUINTENIbHOCTh, PABHYIO SYelKe, Kak Ha
HaunOosee BEPOSTHBIM 00pPa3oM COOTBETCTBY-
IOLIYIO [ICUXOJIOTUYECKOMY MPEACTaBICHHIO
«KaXYILErocsi HacTosero» (orpeska Bpe-
MEHHU, B TEUEHUE KOTOPOrO BCE COOBITHS
BOCIIPUHUMAIOTCS KaK IPOUCXOJISALINE B OJI-
HOBPEMEHHOCTH). 3aMeuaHusi O 3HAueHUH
3TOr0 MPEACTaBIEeHUs (M, COOTBETCTBEHHO,
KaTeTOpUH SYCHKHU) U IKCTIOHUPOBAHHUS
LEJIOCTHBIX MY3bIKaJIbHBIX 00pa3oB Mpu-
BOJIWJINCH B TJIaBe, MOCBSIIEHHOW TEOPUU
MHOKECTB.

IMOCTPOCHUA

Kopupoeka u xpaHeHue
My3bIKQNbHON UHPOPMALMU

Pa3BépHyTOC MOHMMAHUE TEPMHUHA «MY-
3bIKalibHAs ~ MHpOpMALUs»  MPUBOIUTCS
B Tpynax M. KopcakoBoii, a Taxxe B paboTax
E. Munaesa, C. Ilono3oBa u psaa apyrux
yuénbix [7—-10]. Tak, B crarbe «My3bIKaib-
Hast U”H(OpMaIUs B KOHTEKCTE MYy3bIKaJIbHON
kommyHukauun» M. KopcakoBa orMmeda-
€T, YTO «MY3bIKa MOXET PacCMaTpPUBATHCS

12 Tam xe. C. 190.
3 Tawm xe.

186

B KauecTBE HEKOTOPOUM MHGPOPMAIIMH, KOTO-
PYIO BO3MOYKHO HE TOJIBKO YyBCTBOBAaTh, HO 1
MOHUMATBY,  TAK)KE YKA3bIBAET HA TOT (PAKT,
4TO0 «(YHKIMOHUPOBAHUE MY3BIKAIHHOU
uH(pOpMalUU MPOTEKAET B Cpelie», KoTopas,
B CBOIO Ou€pelb, «OIMPEHEISIET XapaKTep
B3aMMOJICHCTBUS U Ka4eCTBO (PyHKIIMOHUPO-
BaHMsI My3bIKaIbHOU HHpOopManum» [ 7, c. 29,
30]. Bugutces menecooOpa3HbIM ClIeI0BaTh
pa3pabOTaHHBIM YUYEHBIMU TIpEJCTaBIIC-
HUSM O PAa3IMYHBIX aCMEKTaX MOHUMaHUS
CMBICJIOB, COAEPIKAIINUXCS B MHOTOIPAaHHOM
U MHOTOKOMIIOHEHTHOM TOHSITHUU «MY3bI-
KallbHas uWHOOpMAaIusa», U, OCHOBBIBAsCH
Ha PACCMOTPEHHBIX AaBTOPaMU HAy4YHBIX
UCCIIEIOBAHUM TMOJOKEHUSX, U3y4aTh BO3-
MOXXHOCTH  KOJAMPOBAaHUS  MY3BIKAIHHOU
uH(pOpPMallUd U CO3JaHUS MY3bIKATbHBIX
0a3 MaHHBIX, MO3BOJIAIONIUX B JadbHEHIIEM
C UX TOMOIIBI0 aHATU3UPOBATH PA3TUUHBIC
aCIEKThI UCCIIETyEMbIX MYy3bIKaJIbHBIX SIBJIC-
HUW U TIPOLIECCOB.

Ha npaxTuke vest co3nanus 6a3pl TaHHBIX
HAXOJIUT HauboJsee OYEBUAHOE IPUMEHEHUE
npu  GOPMUPOBAHUM XapPaKTEPUCTUK pa3-
JUYHOTO poja coOpaHUM JTOKYMEHTOB
(B OTHOLIEHUM MY3BIKA 3TO HOTBI, ayaHO-
U BHUJCO3AIUCH, KHUTH O MY3bIKE€ U T. II.)
C LETBI0 O0JIETYEHHUS TOUCKA HEOOXOAMMBIX
cBeneHuit. Takoil croco6 QopMuUpoBaHUS
0a3 JaHHBIX U YNPABICHUS UMHU SIBIISCTCS
oOmuM 11 OMOMMOTEK, apXWBOB M WHBIX
XpaHWIMIL JOKyMeHTOB. Hapsany c¢ atum
uccienoBarensiMu (Hampumep, A. Cuxpoit)
BBIJIBUTAJIaCh TUIOTE€3a O BO3MOXKHO-
CTU  TIPUMEHEHHS  HWH(OPMAIMOHHBIX
TEXHOJIOTHI K (OPMUPOBAHUIO U (PYHKIIH-
OHUPOBAHUIO HMHTOHAIIMOHHOTO CJIOBaps,
0ojiee HEMOCPEJICTBEHHO CBSI3aHHAs Kak
C IpOLIECCaMH MY3BIKaJIbHOTO TBOPYECTBA,
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TaK ¥ C MPOILIECCAMU BOCHPHITHS MY3BIKH
1 e¢ BKIIOUEHHUS B 0OoJiee MIUPOKYIO chepy
YeJI0BEUECKON JedTenbHOCTH. Takas 0Oasa
JIAaHHBIX, B YaCTHOCTH, MOXXET BMeEIIaTh
B ceOS CHHECTETHYECKHE AaCIEeKThl MY3bI-
KaJIbHBIX TOCTPOEHUM, 4YTO COAEPIKUTCH,
HarpuMmep, B npeioxkennn b. ['aneesa o cos-
JAHUW «CHUHEeCTeTH4eckoro ¢oHma» (oxBar
KOTOPOTO MOXET OBITh Pa3IHYHBIM: CHUHE-
CTETUYECKUH (DOHT STTOXHU, XYT0KECTBEHHOU
IIKOJIbI, KOMIIO3UTOpa, MPOU3BEICHUS
U T. 1.). OTMETHM, YTO BO3MOXKHOCTH JJICK-
TPOHHON TEXHUKH TMO3BOJSIOT JOCTUTATh
ONPEIECIIEHHOW  CTENEHU  COOTBETCTBUA
C TIOJABIDKHBIM XapakTepoM AToro (oH-
a, MPUCYLUIUMU €My COOTHOIICHUSMHU
YCTOMYMBOCTH M U3MEHYMBOCTH, 000011ae-
MBIMH B IMTOHSTHH «IUAXPOHHO-CUHXPOHHBIN
KOHTUHYYM HUHTEPIPETALHOHHBIX BO3-
MOXXHOCTEH  MY3BIKHY, BBIJIBUHYTOM
B 1970-e ronpl [Ipaxkckoii koman10ii'*. Panee
(B 1940-e rompl) Ha TMOABMKHBIA XapakTep
caMoOro MHTOHAIIMOHHOTO cJIoBaps (¢ (hakTu-
YECKUM BBIICJICHHEM MacIITaOHOTO YPOBHS
SUEEK KaK «CJIOB MY3BbIKW») YKa3bIBAJIOCH
B kaHure b. AcadreBa «My3bikanbHas ¢Gop-
Ma KakK IPOLIECCH.

3HAuUUTENbHBIA  BKJAJ B  MPOILECC
W3YYEeHHs] MY3BIKAJIbHBIX SIBICHUH C TpU-
MEHEHHEM  psiia  TOJOXKEHUH  TEOpHUH

uH(pOpMaLUK U €€ BO3JEHCTBUS Ha pa3iny-
Hble O0JIACTH MY3bIKO3HAaHUS ObLT BHECEH
C. Lepmok-Ackackoit'”, B Tpyaax KOTOPO,
C OJHOM CTOPOHBI, MOJBITOKUBAETCS P
HAy4HbIX TEOpUl, OOOTraTUBIIUX pa3BUTHE
My3bIKaJIbHOW HayKHM B PACCMATPUBAEMBIX
B JIaHHOW CTaTb€ AaCHEKTax, C APYrodn —

OTKPBIBACTCSl TEPCIEKTUBHBIA B3IV Ha
OyTH Pa3BUTHUSL JaJbHEHIINX MEXIUCIHU-
IUIMHAPHBIX (U MPaHcOUCYUNIUHAPHBIX)
MOJIXOZ0B K MY3BIKOBETYECKUM HCCIIEA0BA-
HUSIM B JAaHHOM HaIlpaBJICHUU.

MpuMep cocTaBneHUs «KMHOrOCTOPOHHEN»
603bl My3bIKANbHbIX AAHHbIX:
aHanutuyeckas kapta APYHAK

APYHAK (ApmsiHcKas yHUBEpcaslbHas
aHAJIMTHYECKas KapTa) MpeCTaBIsIeT cCOO0H
aHKeTy, pa3pabOTaHHYIO B CBS3H C IMPOBO-
nuBmuMces B 1970-e ronbl cOoTpyaHUKamMu
AxkazneMun Hayk ApMEHHHU U psia Ipyrux
opranuzauuii (EpeBaHckas koHcepBaTopus,
EpeBaHckuil MOMUTEXHUYECKUN HHCTUTYT)
OIIBITOM COCTABJICHUS U NMPAKTUYECKOTO IPHU-
MEHEHHUsl aBTOMAaTU3UPOBAHHOIO Karajora
My3bikaibHOro ¢onpkiiopa (YHCAKAT).
AHKeTa 23Ta, IO 3aMbICIy €€ aBTOPOB
(B. T'omosckoro, O. I'pabGamoBoii u map.),
IIpeHa3HaYeHa Uil penIaMEHTUPOBAH-
HOM MOCJEAOBATEIBHOCTH ONEpaluil 10
(dopMan30BaHHOMY aHajdU3y M OIHUCa-
HUIO MY3bIKaJIbHO-()OJIIBKIOPHBIX TEKCTOB,
a Takxke a1 (pUKcalMu pe3ylbTaToB ATUX
oleparuii, 3aKiroyas B cede, TakuM 00paszom,
ONpEAENIEHHbIN  «anroput™M  (opmanuzo-
BaHHOro aHamusa». Crpykrypa APYHAK
IIpelycMarpuBaeT IEpeHoc €€ JaHHBIX
B KOMITBIOTEP U — COOTBETCTBEHHO — IIEPE-
BOJI UX Ha UCIIOJIb3YyEMBbIW ITPU COCTABICHUH
KaTajora s3plKk InporpamMMmupoBanus. O06-
CYXKIEHHE XAPAKTEPUCTHK  COAEpKAHUS
ATOW KapThl U BO3MOXKHOCTEHN €€ NMpUMEHe-
HUS COCTaBUJIO OJIHY U3 TEM IIPOXOJUBLIETO
B 1975 romy cemuHapa MAA®AT’7S,

4 OObenMHEHNE CIICIMATKCTOB B OOJNACTH MCKYCCTBOBEICHHUS M ICTETHKH, JCHCTBOBaBIIee Ha 0ase
WHctuTyTa Teopun 1 uctopuu uckyccts B I. Ilpare (Uexus).

15 Cwm., manpumep: Lepmok-Ackanckas C. C. My3bIKalbHO-TEOpeTHUYECKOE Haceaue Jleonapaa Ditnepa
B CBETE DBOJIOLMU YUYECHHSI O 3BYKOBBICOTHOM OpraHM3alUu: JUC... KaHI. UCKyccTBoBeaeHus. Kues, 1987.
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B COOpHHUKE MarepHalioB KOTOporo olOpas-
(bl TaKOW KapThl OBUTH OIMYyOJIMKOBAHBI'C.
OneIT cocTaBiI€HUs aHATUTUYECKON KapThl
APYHAK wu €€ npuMeHeHHs] Ha IPaKTHUKE
BBICOKO OLICHHBAJICS CIIEHUATNCTaMH KaK B
X0/Ie caMord ceMuHapa, Tak U B JaJIbHEH-
mem [1; 11].

Pe3ynbrarom MHOTrOJIETHEH NEATEIhHO-
ctu B. ['omosckoro B HanpasiIeHUM CO30AHUS
3¢ (HEKTUBHOTO MY3bIKaIbHO-(OJIBKIOPHO-
ro Karajora siBUJach pa3paboTaHHas UM
KuOepHeTHUecKasi cucTeMa aHaiM3a U Ka-
tanoruzanuu HapoaHeix neceH Y HCAKAT
(VHUBepcanbHBI CTPYKTYPHO-aHATUTHYC-
CKHI1 KaTaJior), Ipe/ICTaBICHHAs B CEpeInHE
1970-x ronoB. Hauunas ¢ cepenunnl 1960-x
B. TomoBckuii 3asBiageTr o cebe Kak
O JesiTeJIbHOM MOOOpPHHUKE MNPUMEHEHUS
B (DONBKIOPUCTUKE U MY3BIKOBEIACHUH HO-
BEHMIIMX METOJIOB U HAYYHBIX TEXHOJIOTHI1, B
MEPBYIO Ouepe/b JOCTHKEHUN KUOepHETH-
KM, U IMyOIHMKYyeT psAll padoT, MOJOKHUBIINX
HavyaJlo COBETCKON KubepHemuueckou 3m-
Homysvikonocuu. B 1964 rony B KypHaie
«CoBerckast Mmy3bika» (Ne 11, 12) nosiBnser-
cs ero crarbs «POoJbKIOp U KHOEPHETHKAY,
B KOTOPOW BIEPBBIE OBLIM H3JIOKEHBI Me-
TOJbl aHAJW3a HAPOAHBIX MECEH (KOISIIOK,
OBITYIOIIUX y BOCTOYHBIX, 3aMajHBIX U
IOKHBIX CJIaBsiH) Ha OCHOBE MPHUHIIUIIOB
JUHTBUCTUKA W KUOCPHETUKH U TIOKa3aH
OTIBIT UX MpUMeHeHUs. Bckope mocie 3Toro
uznatorcs «IIpuHIUIIBI 1 METO/IBI cUCTEMA-
THU3AIMU U KaTaJloru3aluy HapOgHbIX IECEH
B cTpa”ax EBpomnsl: HcTopuko-kpurnye-
CKHMM ouepk (Marepuai I OO0CYKICHHS)»
(1966) u «KoMmrmuiekcHbI aHalu3 TECeH.
(Ananutnyeckue kapthl ['enepansHoro Ka-
Tajiora pycckoi HapoaHou necHu)» (1967).
B 1966 rony Bbixonut crarbst «CeMHOTHKA

B noMoIb (onbkinopuctuke» («CoBerckas
My3bIKay, 1966, Ne 11), B koTOpOii y4€HBII
TOBOPUT O 3HAYEHHWH HAyKH O CBOMCTBAX U
3aKOHaX 3HAKOBBIX CHUCTEM IIpU HM3YUYEHUU
HAIEBOB JINPUYECKUX MECEH.

3Hauenue  kaptel APYHAK  He
OTrpaHUYMBAETCS TOJIBKO 00JACThIO (OJIBK-
JIOPUCTHUKHU, OHA, MO CYIIECTBY, COIEPKHUT
B cebe A0CTaToyHO >(P(PEKTUBHYIO U TMPHU
3TOM KOMIAKTHO BBIPAXKEHHYIO METO-
JUKY  KOMIUIEKCHOTO  aHAJUTHUYECKOIo
paccMOTpEeHUs] My3bIKaJIbHBIX MPOU3BEICHUN
(B kpatkoil ¢opMe — TaKkKe CBSI3aHHBIX
C MY3BIKOM MO3THYECKMX TEKCTOB). B co-
Jep’)KaHue HJTOro KOMIUIEKCa, IOMHUMO
TPAJULMOHHBIX NJI1 MY3bIKaJIbHON TEOpUH
XapaKTepUCTUK  aHAJU3UPYEeMOH  My3bl-
KU (SJIEMEHTHI JIOTHYECKOM CTPYKTYpBI,
YKQHPOBBIE OCOOCHHOCTH), BXOHAAT TaKXKe
OOIIEUCTOPUYECKHE U COLMOJOTHYECKHE
JAHHBIE, SIBISIFOIIMECS OOBIYHO MPEIMETOM
paccMOTpEHUsT B  MY3bIKaJbHO-UCTOpUYE-
CKMX HCCJENOBaHUAX (MPUHALIEKHOCTh
K HaIIMOHAJILHOU KYJIBTYpe, STHOrpaduieckas
TEPPUTOPUSL, HALIMOHAJIBHBIE U COLIMAJIbHBIC
XapaKTEPUCTUKU HOCUTENS aHAJIU3UPYEMOI
necH! U T. 1.). CHHECTETHYECKHE 3aKOHO-
MEpPHOCTH MY3bIKH, CYIIECTBEHHbIC MJIA
OCMBICIICHUSI €€ CEMaHTHUKH, OKa3bIBAKOTCS
IPU 3TOM BBIPAKEHHBIMU HE CTOJIb 3aMeET-
HO; TEM HE MEHEE OHM TOXKE€ MPUCYTCTBYIOT
(MpenMy111eCTBEHHO B BHUJIE JIAHHBIX O KOH-
Typax MeJIOAWYECKUX JUHMI). 11 OLeHKH
COOCTBEHHO JIOTMYECKHX acCIEKTOB COAEp-
JKaHUS KapThl CYLECTBEHHO, YTO AaCIIEKTHI
3TH MpelyCcMaTpuBalOT BEPOSTHOCTHO-CTA-
TUCTUYECKHUE OOOOIIEHUS TEX WM HHBIX
COCTaBIIAIOUIMX  MY3bIKaJIbHO-JIOTHYECKOU
CTPYKTYpbI (CTaTUCTHKA UHTEPBAIIOB MEJIO-
JTUYECKOTO JIBUKEHUS, 4acTOTa MOSBICHUS

16 Cm.: MAA®DAT’75. TlepBblit Bcecoro3Hblii ceMUHAp 10 MAIIMHHBIM aclEeKTaM aJIrOPUTMHYECKOTO
(hopMaIM30BaHHOTO aHaJM3a My3bIKaIBbHBIX TeKkcToB. EpeBan: AH Apm. CCP, 1977. 292 c.
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OTJEJIbHBIX 3BYKOB 3BYKOps/J1a, BEPOSITHOCTD
nepexojia OJHUX €ro JIEMEHTOB B Jpyrue)
[12,c.317].

B npomecce  XapakTepuUCTHKH — aB-
TOMaTHMYECKOro  Karajora u  camOH
KapThl y4YaCTHHKAMHM CEMHMHapa IOCTO-
SHHO  NPUBJIEKAIUCh  MaTeMaTU4YeCKue
TEPMUHBl («MHOXXECTBO», «MHOTOMEPHOE
MPOCTPAHCTBO», «anredpa» u T. 1m.). Hawm,
OJTHAKO, HE W3BECTHBbI MCTOYHUKHU, B KOTO-
PBIX KapTa paccMaTpUBaJIach Obl KaK €MHOE
MaTeMaTU4YecKoe IOoCTpoeHue. Bo3Moxk-
HO, YTO MPEMATCTBUSMH 3]1€Ch CIYXWIH U
HEOOBIUHBIN BHEIIHUI BUJI KApThl, HE MOXO-
KU Ha TPAAULIMOHHYIO TaOIUYHYI0 (hopMy
3allUCH JTaHHBIX (OIHAKO JIETEHAAa K KapTe
Oornee OnM3Ka K Takoro poja Tabiuuam),
Y Pa3HOPOJHOCTh MCHOJIb3yEMON CUMBOJIN-
KkH (1u(ppoBbIe U OYKBEHHbIE KOJbI, KPATKUE
CJIOBECHbIE O00O3HAYEHHs, PUCYHKH, KH-
HEMaTU4YEeCKUE AUarpaMMbl), a € Jpyroi
CTOPOHBI, — HEIOJIHbIE NPEICTABICHUS
caMUX KOMMEHTaTOpPOB O COBPEMEHHBIX BO3-
MOYKHOCTSIX MaTE€MaTHKH, HE OXBaThIBAIOIIIE
MaTeMaTHYeCKUX CIOCOOOB  BBIPAKEHUS
CBA3€H M COOTHOLIECHUN MEX]y KaueCTBEH-
HO pa3IUYHBIMM COCTAaBHBIMHM YacCTSIMH
aHaJM3UPYEMBIX 00BEKTOB. MexXay TeM co-
OTHOILIEHHSI TAKOTO POJIa Y’KE UCCIEI0BATHCH
C NPUMEHEHUEM 3JEMEHTOB COBPEMEHHOU
MaTeMaTHKH (MU TpooOpa3oB TaKHUX diie-
MEHTOB) B HCKYCCTBOBEAUECKHX paboTax
Toro e BpemeHu'’. C yuétom maremarude-
CKOW OCHOBBI ATHX (U psifia aHATOTHYHbBIX UM
MO3/IHENIINX) UCCIIeIOBaHUN 001asi CTPyK-
Typa KapTbl MOXET OBITh TPaKTOBaHA Kak
JIEKapTOBO MPOU3BEICHIE MHOXKECTB, COOT-
BETCTBHS MEXIy €€ OTIEeIbHBIMU rpadamu

— Kak (QyHKIMOHAIbHBIC 3aBUCHMOCTHU
MEXIy €ro COMHOXHTEISIMU (JOMEHaMH)
U UX acCOUMAlUsIMU, «pacuJIeHEHHOE
EIMHCTBO» ATHX Tpad) — KaK KOMITO3HIIHS
GyHKIHNA.

CIO)XHOCTh (COOTBETCTBEHHO — «MHO-
rOIOMEHHOCTBHY)  cTpykTypel APYHAK
HEen30eKHO (M HEOOXOAUMO) MMEET CBOUM
CJIEJICTBUEM €€ POJIb KAK JTOTIOJTHUTEIBHOTO
cpeactBa (hUKCUPOBAHUSL JTaHHBIX (CBOETO
polia «JIOMOJHUTENILHOTO 3allOMHHAIOIIETO
YCTPONCTBAY), MPEIIONATratoIIero Ha Tare
«COOCTBEHHO YEJIOBEYECKOTO» OOpPAIICHHS
K 9TUM JTaHHBIM (TO €CTh paHee WIH TIOMUMO
UX BBOJa B KOMIIBIOTEP) IOCTATOYHO JJIH-
TENBHBIN crocod npourenus. Crnocob 3ToT,
OJTHAKO, 3aKJIFOYaEeT B ceOe U ONpeeIEHHbIE
NpEerMYyIIECTBa, pacroyaras, B YacTHO-
CTH, K pa3BEPTHIBAHUIO (PUKCUPYEMBIX
B KapTe 0003Ha4YeHHUI (IIPEUMYIIECTBEHHO
HNOHATHI pa3HOTO YPOBHA) B KOHKpET-
HO-00pa3Hble npexacrasienus [12, c. 317].
[Tocnennee 0COOEHHO OYEBUIHO B OTHO-
HICHUH CHUHECTETUYECKHX, a TaKkxke Oolee
OOIIMX TICHXOJIOTMYECKUX M COLHUAIbHO-
UCTOPUYECKUX XapaKTEPUCTUK MY3BIKH,
NPEJICTABISIEMBIX B COOTBETCTBYIOLIUX T'pa-
dax KapTbl, U COOEPKUT B ceOe IUPOKUE
BO3MOKHOCTH COJCMCTBHUS JajbHEUIIEMY
JBUKEHUIO TBOPYECKOM MBICIM €€ 4uTa-
Tens (TakkKe OTHIOAb HE HCKIIOYAroIIeMy
y4acTUS KOMIBIOTEPHO-TEXHUYECKHUX «II0-
MOIIIHUKOB» B 3TOM Mpoiiecce. B HacTosiee
BpeMsl JaHHAs TO3UIIUS TOATBEPKIACTCS
UCCIICIOBAaHUSIMH  YUEHBIX, HAIpPaBJICHHBI-
MU Ha U3y4YE€HHE OCOOCHHOCTEW BIMSHUS
npouecca KOMIBbIOTEPHOIO MOJEIUPOBAHUS
B MY3bIKE HA OCBOEHUE HOBOM XyJ0KECTBEH-

17 B TOM 4mcIIe MPUMEHUTENBHO K My3bIKe cM., HanpuMep: Hazatikuuckwuii E. B., Parc 10. H. Bocrpustue
MY3BIKaIFHBIX TEMOPOB ¥ 3HAYEHHE OTIEIbHBIX TapMOHHK 3ByKa // [IpruMeHeHne aKyCTHYeCKHX METOOB
WCCIENOBaHNs B MYy3BbIKO3HaHHU. M.: My3sika, 1964. C. 79-100; I'aneer b. M. Ilpobnema cunHecTe3nn
B uckyccTBe // ckyccTBo cBeTsmuxcst 3BykoB: ¢0. pabotr CKb «IIpomereit». Kazann: KAU, 1973. C. 67-88.
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HO-BBIPA3UTEIBHOU CPEbl B MY3bIKAJTBHOM
ucKyccTBe'®).

EcrecTBenHo, 4TO paccmarpuBaemas
KapTa MpeICTaBIsIeT CO00M 00yCIOBICHHBIN
KOHKPETHBIMU OOCTOATEIHCTBAMHU HCTOPU-
YECKUH OIBIT, KOTOPBIA TpHU 0OpalieHuu
K aHAJOTUYHON MpobieMaTuke He Tpeoy-
eT OyKBaJIbHOTO CJIEIOBaHUSI €My BO BCEX
netansix. OH, OIHAKO, IEHEH KaK OpPUCHTUPY-
I0IIIasi MOJIETIb, JOMYyCKAalollas JajibHeIee
pa3BHUTHE (COOTBETCTBEHHO — Ipeolpa3o-
BaHHE B «IIPOCTPAHCTBE CYOBEKTOB») Kak
B YACTHOCTSX, Tak W B IiesioM. lIpencras-
JSI€TCS HECOMHEHHBIM, 4YTO Y4Y€T 3TOrO
OTIBITA CIIOCOOCTBYET BHIPAOOTKE IIMPOKOTO
¥ MHOTOCTOPOHHETO HAYyYHO-TEOPETUIECKO-
TO B3IVISa HA MY3BIKY, YTO CYIICCTBEHHO U
JUTSL TIPOIIECCOB MY3BIKaJTbHOTO BOCITUTAHUS
1 obpazoBanus [12].

TPAHCAUCUMNNMHAPHbIA MOAX04
K U3YUYEHUIO MY3bIKASIbHbIX SBREHUA
U pa3pa6oTKa POCcUIMCKOro 3neKTPOHHOro
MYy3bIKQJIbHOrO CUHTE3dTOPd

Kak yxe oTmewanoch paHee, U3ydyeHHUE
(bakTOpoB HEOIpPEeNeIEHHOCTH B CHCTEME
MY3bIKQJIBHOTO MBIILICHUS] CTallo Mpeame-
TOM MPUCTATHHOTO BHUMAHHUSI CO CTOPOHBI
ucciieoBaresied My3blKadbHOW Hayku [13;
14; 15], yacTuuHO omepexass HEKOTOpPbIE

AQHAJIOTUYHBIC PE3yJbTaThl B OOJIACTH TOY-
HBIX HayK. B MoHorpaduyeckux cOopHUKax
HAy4YHBIX TPyAoB «CuHepreTudeckas mapa-
aUrMa»'®, BKITFOYAIOMIMX PAa0OThI BHIHBIX
OTE€YECTBEHHBIX YUYEHBIX — (QuI0codoB,
MY3bIKOBEJIOB, KyJIbTYPOJIOTOB, COIMOJIOTOB,
MEJIaroroB, MPEJICTABUTENICH €CTeCTBEHHBIX
U TEXHUYECKUX HAYK, — OOCTOSTENILHO H3-
jaraeTcs COJEpKaHHe CHUHEPreTUYEeCKOU
napajurMbl KaK MOJETH TO3HAHUS MHPA,
UCTOJB3YIOUIEH MeXIUCUUIUIMHAPHBIN MO
XOJl U OPUEHTHPOBAHHOW HAa TYMaHUTapHbIE
[IEHHOCTH B HAYYHBIX McClieqoBanmsX. Ore-
YECTBEHHbIC YUYEHBIE M JEATENU KYJIbTYpbl
MOCJIEIOBATEIIbHO PACKPHIBAIOT HEIWHEH-
HBI XapakTep KOMIUICKCHBIX IPOIIECCOB
caMOOpraHu3alu, B TOM uyucie uHpopMma-
[IUOHHBIX, TPOTEKAIONIUX B CBEPXCIOKHBIX
CHUCTEMaX B MaTepHUAIbHON W HMHTEJUICKTY-
anpHOU cdepax NesITEIHbHOCTH 4YesIOBEeKa U
TpeOymuX O0BEAMHEHHOTO CHCTEMHOTO
MOJIX0J/Ia CO CTOPOHBI €CTECTBEHHBIX U TY-
MaHUTAPHBIX HAYK.
TpancaucuUIUIMHAPHBIA TOAXOA 00Y-
CIOBIWBAaEeT (DYHKIMOHAIBHBIA CHHTE3
METOJIOJIOTUH W CO3JaHUE Ha MX OCHOBE
COBEPIIEHHO HOBBIX HCCIIEOBATEIBCKUX
KOHIICTIIIMI B MHOTOOOpa3uu WX MPOsBIIE-
HUW B IPUPOAE, TYXOBHOW U MaTepUAIBHOU
KyJnbType uenoBeuectna [16; 17; 18]. B psae

'8 Cm., nanpumep: VYibsiund B. C. KoMmmbioTepHas My3blKa H OCBOCHHE HOBOW XYIO0)KECTBCHHO-

BBIPA3UTEIBHOMN Cpellbl B My3bIKATbHOM HCKyCCTBE: aBTOped. AuC. ... KaHA. HCKyccTBoBeneHus. M., 1997.
24 c.; 3ammBagneiii M. C., ConoBseBa H. A. BupTyanbHbie MUPBI Ha OCHOBE TpaQUUECKUX MOJIEIEH MYy3BbIKH
/I CoBpeMeHHOe My3bIKasibHOE oOpazoBanne — 2003: marepuansl MexmyHap. Hayd.-npakT. koH(. CII6.:
PI'TIY um. A. U. T'epuena, 2003. C. 254-258; ['opOynosa U. b., Unbupér C. B. My3bIKanbHO-KOMITEIOTEPHBIE
TEXHOJIOTHH: K MpobIeMe MOIETUPOBAaHUS IIPOIecca My3bIKAIBHOTO TBOpUecTBa: MoHOrpadus. CI16.: PI'TIY
uM. A. U. I'epuena, 2012. 160 c.; [opoynosa U. b., Ynbupér C. B. Komnbroreproe MoaennpoBaHue mporecca
MYy3BIKaIbHOTO TBOpYecTBa // M3Bectnus Poccuiickoro rocyiapcTBEeHHOTO MEAArorundeckoro YHUBEPCUTETA
M. A. U. Tepuena. 2014. Ne 168. C. 84-93.

1 Cm.: Cuneprernueckas mnapagurma. KOTHUTHBHO-KOMMYHHKATHBHBIC CTPAT€rdd COBPEMEHHOTO
HayuyHoro mo3Hauusa. M.: IIporpecc-Tpamumus, 2004. 559 c.; Cunepretudeckas nmapaaurma. Henmneiinoe
MEITIIIEHNE B Hayke W McKyccTBe. M.: Ilporpecc-Tpamumms, 2002. 495 c.; CunepreTudeckas mapagurMma:
CuHepreTrKa HHHOBAIIMOHHOM cioxkHOCTH. M: IIporpecc-Tpamummst, 2011. 496 c.
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paHee OIyOJWKOBAaHHBIX  HWCCJIEIOBAHHI
(E. XKypogoii, A. Kobmsxosa, I'. [ pymiko, E. Ky-
MIPUHOM U JIp.) OTMEYAETCS, YTO B HACTOSIIIIECE
BpEMsI CTAHOBHUTCSI OYEBUHON MPUOPHUTET-
HOCTb BJIMSIHUS CUHEPTETHUECKOTO TOIX0Aa
Ha CTpareruto OOyuYeHHUsS MY3BIKaJTbHOMY
UCKYCCTBY, BBbI3BaHHAasi HEOOXOAMMOCTHIO
MIPUMEHEHHS TPAHCIVUCIUILUIMHAPHOTO MOA-
X0/1a, TPEINOoNaraloniero BbIXOA 32 PaMKHU
M3Y4YEHUs OTACNIbHBIX AUCIUILUINH (CM., Ha-
npumep: [19]). DTu BBIBOBI B 3HAYUTEIHHOM
CTENEHU COINIACYIOTCSl C pe3yJbTaTaMH HC-
CJIEAOBAaHUM, IPOBOIMMBIX aBTOPAMH JTaHHOU
ctatbu [20; 21]. HeoOxonumMocTh mpuMeHe-
HUS TPAHCAUCUUIIMHAPHOTO IMOAXO0Ja Kak
MIPUHIIMIIA OpraHU3allMy HAyYHOTO 3HAHUS,
MIpPeIoJIaralouiero B3auMOICHCTBHE MHO-
TUX HalpaBJI€HUN HAYYHOIO HMCCIIEIOBaHUS
MIPU PEIICHUU KOMIUIEKCHBIX MpoOieM pas-
BUTHS YENIOBEKa, MPUPOABI U OOLIECTBa,
TaK)ke HEOJTHOKPATHO YIIOMUHAETCs B pabo-
Tax M3BECTHOTO POCCUICKOTO MY3BIKOBENA
A. Jlemuenko [22]. ITomoOHBIC HaEH MOXHO
BCTPETUTH B pabOTax 3apyOE’KHBIX aBTOPOB
[23; 24; 25].

Ha coBpemeHHOM »Tane pa3BuTUs Ha-
VKU  TPAaHCAUCLHUIUIMHAPHBIM  MOAXOJ
UIpaeT KJIIOYEBYIO POJIb B IPOLECCE MPOEK-
TUPOBAHUS COBPEMEHHBIX OTEUYECTBEHHBIX
MPOrpaMMHO-aNIAPaTHbIX  KOMIJIEKCOB,
BBITIOJIHEHHBIX HAa OCHOBE HCIIOJIb30BaHUS
MY3bIKAJIBHO-KOMIIBIOTEPHBIX ~ TEXHOJOTUM
(MKT).

OgHUM U3 TakWX MPOEKTOB, MPOBOJIHU-
MBIX B Hallled CTpaHe, SIBISAECTCSA CO3JAaHHE
Poccuiickoro 3neKTpOHHOTO MY3BIKaJIbHOTO
cunrezaropa (POMC) ¢ TemOGpamu Tpaau-
IIUOHHBIX MY3BIKAJbHBIX HHCTPYMEHTOB
HaponoB Poccuu m mupa, paspabarbiBae-
MOI0 TPYNIONl COTPYIHUKOB, ACHHUPAHTOB
U JIOKTOPAHTOB HAyYHO-METOIUYECKOU
nab6oparopun (HMJI) «My3bikaibHO-KOM-
NbIOTEPHbIE TeXHoJorum» Pocculickoro
rOCy/lapCTBEHHOI0 MEJaroru4eckoro yHu-
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Bepcurera uM. A. W. I'epuiena. OToT npoexT
IpU3BaH PaCIIMPUTh U YIPOUUTh MEXKIUC-
LUUIIJIMHAPHBIE CBSI3M M COTPYAHHYECTBO
MY3BbIKAHTOB-TEOPETUKOB U  IPAKTHUKOB,
THOMY3BIKOBE/IOB U KOMIIO3UTOPOB C MPE-
CTaBUTEISIMU CMEKHBIX T'YMaHHTapHBIX
Y TEXHUYECKHUX CIEUAIbHOCTEH — JIMHT-
BUCTaMH, IICUXOJIOTAMH, MaTeMaTUKaMH,
crieruanucramu B obnactu IT u akycTuku.
AKTYyallbHOCTh IPOEKTa 00y CIOBICHA TAKIKE
BBICOKOH LICHHOCTBIO UCUE3AI0LIEH KYJIbTY-
pbl YCTHOM TpaaWILIMK; MPOEKT HaIpaBlEeH
B TOM UYHCJIE HA COXPAHEHHE U MPOIAraHay
MY3bIKaJIbHOTO (hOITBKIIOpA.

Cerogns mpoBonutTcs Oombiias pado-
Ta MO JaJdbHEHIIEMY COBEPILIEHCTBOBAHUIO
coznanHoit Ha ©0aze HMJI «My3bikanb-
HO-KOMIBIOTEpHBIE TexHonorum» PITIY
uM. A. U. I'eprieHa MHTEJIEKTYadIbHOU CH-
CTEMBI KaTaJIOTU3allMM M aHaJIn3a MY3bIKU
HapoJ0B Mupa (CO31aHHUE «MY3BIKAJIILHOTO
Oanka 3By4aHuii»). Takod OaHK, MO CyTH,
ABJISIETCS. ~ MHTEJUIEKTYyaJlbHOW  CHCTe-
MOM, TOTOBOW IPUHATH HA XPAHEHUE IJIA
NaJbHEWIEro KCHOJb30BaHUsA 0O0Opasiibl
TPAJULIMOHHON MY3BIKaJIbHON KYJIBTYpPBI
HaponoB Poccum u wmupa. Co3naBaemble
MY3bIKOBEJJaMHU KOJJIEKIIMU U apXUBBI B Ha-
CTOsIllIeE BpeMsi pa3o0IIeHbI, pa30pOoCaHbl
110 pa3JIMYHBIM CTpaHAM MHUpA, a CyIIECTBY-
IOIUE CHUCTEMBbl XpaHEHHUS M 00pabOTKH
MY3bIKaTbHOW HH(POpPMAIUU HE SIBISIOTCS
UHTEJUIEKTyalbHBIMA. OHU HE CIOCOOHBI
YUHUTBIBATh HEYETKOCTb, HEONPEAEIEHHOCTD,
YaCTUYHYI0 HaJEKHOCTh MY3bIKaJIbHON UH-
dopmannu, a TakkKe OTBEYaTh HA 3aMPOCHI
MoJIb30BaTeNie, CHOPMUPOBAHHBIE B JIMHT-
BUCTUYECKOU (hopMe C MOMOIUIBI0 HEUETKUX
oneHok. IIpoext PITIY um. A. U. I'epuena
OpUEHTUPOBAH Ha CO37aHhe CBOEOOpa3HOMN
WHTEJUIEKTyaJIbHOW  CHUCTEMBl  KaTaJOTH-
3allUM W aHaJIA3a HAapOJHOW My3bIKU [26;
27], obecrieueHne COXpPaHHOCTH MY3bIKaJlb-
HOTO TBOpPYECTBA YCTHOM TPAJULMM Kak
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HEMATEePHAILHOTO KYJIBTYPHOTO HACIEIHS
1 obecrieueHre HOBOW (hOpMBI OBITOBAHMS,
HOBBIX BAapHaHTOB TBOPYECKOTO HCIIOIb-
30BaHMS JTOTO HACIEAWS B COBPEMEHHBIX
YCIIOBUSAX KOMIIO3UTOpPAMH, HCIOIHUTENS-
MU U My3bIKoBenamH [12; 28].

Hagano mpoekra ObIIO CBSI3aHO C
OLIM(PPOBKON TOJEBBIX MaTepuUaoB UC-
ciefoBaTenell  My3bIKaJIbHOTO  (OJIBKIOpa
JHansuero Bocroka Poccun. Ha tepputopnn
3TOr0 YHHUKAQJIBHOTO 3THUYECKOTO PEruoHa
MIPOXKHUBAIOT HOCUTENIN COBEPIIEHHO Pa3HBIX
TPaIUIIMOHHBIX KYJIbTYp: HAHAWIIBI, YIBYH,
OpOKHU, OpOYHM, YASTEHIbl, IBEHBI, IBEHKH,
HETUJaNblIbl, HUBXHU.

B mHacrosmiee BpeMs COTpyAHHKAMH
MPOBOJUTCS aKTUBHas pabora ¢ ounud-
POBKOIl  TeMOpPOB  pyccKux  HApOOHbIX
uUHCmMpymMenmog, TaKuUX Kak Oajanaiika,
KYTHKJIbl (KYBHKJIbI) WM LIEBHHIIA, PyOeIh
(pebpak, mpanbHUK), OmII0, OyOeH, OyOeHerr
(ymenbmuTenbHas (popma — OyOeHUHK),
BapraH, IBYXpsOHas XpoMaTHdecKas Trap-
MOHHKA, «XpPOMKa», JIMBEHCKas TapMOHb,
pyCCKasi CEeMUCTpYHHAs TUTapa, CapaToBCKast
rapMOHb, TYCIH, JOMpa, IyAKa, KaJehka
(bpénka), nepeBsSHHbBIC JTOKKH, MAHOJIHHA,
MOTPEMYIIKA, TBDKATKA, POXKOK, CBUPEIb,
cBuctynbka. Co3narorcs OUU(PPOBaHHBIE
KaTaJord MYy3bIKaJbHBIX HMHCTPYMEHTOB
pa3nuuHbIX HaponoB Poccun: Tarapckue Ha-
[IUOHAJIFHBIE MY3BIKAJTbHBIE HHCTPYMEHTEI,
OalIKMUPCKHE HAlMOHAIbHBIE MY3bIKaJIbHbIC
WHCTPYMEHTBI, YyBallICKHE HaIlMOHAJIbHbIC
MY3BIKaJIbHbIE MHCTPYMEHTBI, apUICKHE Ha-
MOHAJIbHBIE MY3bIKAJIbHbIE MHCTPYMEHTHI,
eBpeliCKHe HalMOHAJIbHBIE MY3bIKAJIbHBIC
WHCTPYMEHTHI.

Corpynaukamu HMIJI  «My3bikanb-
HO-KOMITBIOTEPHBIE TEXHOJIOTUU» TaKXkKe
cOoOpaHbl YHUKAJIbHBIE TEMOPHI:

—  GHMUYHBLIX MY3BIKAJIIbHBIX HWHCTPY-
meHTtoB  (I'perusi), BOCCTaHOBIEHHBIX
COBPEMEHHBIMH TPEUYECKHUMH MacTepaMH

(9KCTIEpUMEHTAIBbHBIN MaTepuan ObUT Ipe/I-
CTaBJICH W 3anucaH corpyaHukamu HMII
«My3BIKaJIbHO-KOMIIBIOTEPHBIE  TEXHOJIO-
rum» B OkT0pe 2015 roma);

— HALMOHAIBHBIX 0OEIOPYCCKUX WHCTPY-
MeHTOB — B amnpene 2022 roga benopycckoii
roCcyJapCTBEHHOM akaJeMHeil My3blkH Obliia
nepeaHa KoJUIeKIusl o pOBaHHbBIX 3aIu-
ceil — ayauousgaHue «ITHOMY3bIKAJIbHBIC
TPaJMLIMU CEBEPOOEIOPYCCKOTO PETUOHA»
(Ayauoatiac TpaJAULIMOHHOW MY3bIKaJIbHOM
KyJaeTypbl benapycn);

—  (OJBKIIOPHOIO MHCTPYMEHTApUS Ha-
pooos Cegepa (AKyTHl, YyKYU, ICKUMOCHI,
aneyTsl, Kopsaku U Ap.; B HMJI «My3bikaib-
HO-KOMITBIOTEPHBIE TEXHOJIOTHUU» HUMEIOTCS
nu(poBbIE 3aMKCH, BBIMOIHEHHbIE CTYJIEH-
tamu WHctutyta HapomoB Cesepa PITIY
uM. A. U. T'epuiena);

— HAIMOHAJIBHBIX KapenbCKUX UHCTPY-
MEHTOB: KaHTEJE€ U JPYTUX, UCTOIb3YEMBbIX
B MYy3bIKQTbHOM (OJIBKIIOpE Hapooos Ce-
eepo-3anada Esponetickoii wacmu Poccuu
(Kapenbl, WXKOPIII, BEICHI, BOJb, CETY, Ca-
aMbl, KOMHU, HEHIIbI U Jp.);

— HMHCTPYMEHTapHs Hapooos bnuoiche-
2o u Cpeoneco Bocmoxa (AzepOaiimxaH,
Apwmenus, WUpan): kxumaHuu, Tapa, CaH-
Typa W MHOTHX JAPYTHMX HHCTPYMEHTOB
(coBmecTHas aesarenbHOCTh PITIY  mwm.
A. W. Tepuena u AzepOaiipKaHCKOU aKa-
JeMuu MY3bIku uM. Y. [amkubeinu Ha
ocHOBe pazpabotok JlaGoparopuu op-
FaHOJIOTUM M AaKyCTUKH IMPpU Y4YaCTUH
3aCIy’)KEHHOTO JeATeNsl UCKYCCTB A3sep-
OalipkaHa, HAIMOHAJIBHOTO  JKCIepTa
Azepbaitmxana B Komurere FOHECKO mo
HEMaTepuajJbHOMY KYJIBTYpPHOMY Hacie-
10, djieHa EBpomneickoro KyJbTypHOTO
napinamenTa /x. CenuMmxaHoBa);

— Pycckou pocosou wxanennvt [epye-
HOBCKO20 YHuUgepcumema — OJHOTO W3
MY3bIKAJIbHBIX CUMBOJIOB PYCCKOM KYJIBTYp-
HOU TpaJIuLINN;
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kapunvonos (Cankt-lIleTepOypra) u
K00K0108 (U3 pa3lu4HbIX pernoHoB Poc-
CHUn).

PabGotra mo co3naHuI0 HHTEIEKTyallb-
HOTO KaTtajora My3blkM HaponoB Poccun
U MHUpa B HACTOSILIMHA MOMEHT MHpOAOJIKa-
€TCAd BO B3aUMOJCHCTBUM C YUYEHBIMU M3
Azepbaiikanckord PecrmyOnuku: HaydHBIM
coTpynHukoMm Jnaboparopun «Hccnemnona-
HUS azepOailkaHcKon nMpodecCHOHAIBHON
MY3bIKM YCTHOM TpaaWLUM U KX HOBBIE
HaIlpaBJICHUSA: OPraHOJIOTUS M aKyCTHUKa»
bakuHCKOM My3BIKQJIBHOW aKaJIeMUud HMeE-
Hu Y. l'amxubeiinu 3. McaeBbIM U BEAyIIUM
Hay4YHBIM COTPYIHHUKOM JIa0OpaTOpUH, T0K-
TOPOM HCKYCCTBOBeJeHUs, uiieHoM Coro3a
KOMIO3UTOpOB A3epOaiikana M. AnneBoit,
a Tak)ke 4ieHOM-KoppecnonaenToM Harmo-
HaJlbHOM akaJeMuu Hayk A3sepOaiimxkana,
JIOKTOPOM TEXHUYECKUX HayK, mpodecco-
pom P. AnueBbim.

AKTyanbHOCTh TpOEKTa 0O0yCIOBJIEHA
HEOOXOAMMOCTHIO TPHUHATHSA HEOTIOXK-
HBbIX MEp IO COXPaHEHUIO TPAJULMOHHOIO
TBOPYECTBA B 3IOXY IIO0ATH3AIUH, & MEX-
JUCHUTIIMHAPHBIN JUAJIOT CO31AET YCIOBHUS
Ui BBIpaOOTKM OOIIeil cTpareruu B pe-
IIEHUW HAy4YHBIX MPOOJEeM, CONMPSIKEHHBIX
C TMPOBOJMMBIMU B JAHHOM HaIpaBICHUU
uccienoBanusMu. Co3naHue karanora ouud-
POBaHHBIX 3amuceil OyaeT crocoOCTBOBATH
HAKOIUICHUIO (yHIaMEHTAJbHBIX 3HAHUN
B 00JacTU MYy3bIKaJIbHOTO (HOJIBKIOpA, UX
HayYHOT'O OCMBICJIEHUSI U CHCTEMaTU3aluU
JUTS peleHus psja npodeccuoHaabHbIX MY-
3BIKOBETUECKUX 3a/a4.

[Tonxoapl K pelIeHUI0 MHOTUX HAy4YHBIX
U TEXHOJOTMYECKUX MpoOieM, CBA3aHHBIX
¢ co3ganueM POMC, pazpaboTaHbl U u3-
JIOKEHBI B psifiec HaydHbIX pador [29-32]
u B crarbsax [33; 34]. Taxxe pe3ynbra-
Thl MPOBEAEHHON HaMU pabOThl B JAHHOM
HamnpaBlIeHUU ObLTH TIpesicTaBieHbl Ha [le-
HapHOoM 3acenanun XXII MexnyHapogHoin
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HAy4YHO-TEeXHUYECKOW KoH(pepeHuuu «Pas-
BUTHE WH(POPMATU3AIMHA U TOCYIAPCTBEHHOMN
CHUCTEeMbl HAy4YHO-TEXHUYECKOW wuHpOpMa-
[IKW», cocTosBIIelics B HosOpe 2023 rona,
B [IPOLIECCE BBICTYIICHUS OTHOTO U3 aBTOPOB
crateu (M. TopOyHoBoit) ¢ noknagom «UH-
TEJUIEKTyaJIbHAsl KaTaJIOTH3alusi MY3bIKU
HApOJIOB MHUpaA: K BOMPOCY (HOPMHUPOBAHUS
HAIMOHAJILHOTO AJIEKTPOHHOTO KOHTEHTaY.

Pa3zpaboTka POMC compsKeHa
C MPOBEACHUEM OT/AEJIbHBIX HOBBIX HCCIIE-
JIOBAaHWM, HAMpPABJICHHBIX, HANpUMEp, Ha
npoOiemMbl  pacmu@poBKA 00pa3lioB Ha-
POJIHOTO TBOpPYECTBA M HX MEpeBOJa Ha
COBPEMEHHYIO CHCTEMY HOTAllMH, CHUCTE-
MaTH3allMd ¥ CPAaBHUTEIILHOTO aHaJn3a;
BBISIBJICHHE OOIMMUX W WHAWUBUAYAJIbHBIX
MPUHIIMIIOB B TPAIUIIUOHHOM TBOPUYECTBE;
UCCIIeIOBaHNE TMaMSATHUKOB MY3BIKAJIbHOTO
TBOpYecTBa ¢ ucnois3oBanuem MKT; pac-
CMOTpPEHHUE TPAUIIMOHHOTO TBOPUECTBA KaK
MY3bIKaJIbHO-aKyCTUUYECKOTO SBJICHUS; KOM-
NBIOTEPHBIA aHAIN3 MY3bIKaJIbHOTO 3BYKA;
ONpE/IETICHNE HOBBIX METOJI0JIOTHYECKHIX
MOJXO/IOB U BO3MOXKHOCTEH COBPEMEHHBIX
IT B pemiennu chopMyTupOBaHHBIX 3aja4y
¥ MHOTO€ JIpyroe.

3aknioyeHue

[IpoGnema coxpaHeHUsI HeMarepualb-
HOTO KYyJBTYPHOTO HaCJIEeAus, BKJIIOYAS
BONIPOCHl COXpPAaHEHUS TpPaJAULUOHHOUN
KYJIBTYPbl 1 CAMOOBITHOCTH 3THOCA B paMKax
TOCYIapCTBEHHOCTH, B YCIOBUSIX PacIIups-
IOLIUXCSI MPOIECCOB INI00ATN3aIIH, a TAKKE
aMOMBAJICHTHBIX MPOIIECCOB WHTErparuu/
JIE3UHTETpallMd HAyYHBIX 3HAHUH, COIU-
albHBIX B3aMMOCBSA3€Hd M JAp., aKTyaJlbHa
JUIs BCEX CTpaH U HaponoB. COBpEMEHHbIE
HHGOPMAIIMOHHO-KOMMYHUKAIIMOHHBIE
texHonorun u MKT, npumeHumbie co-
IJJACHO COOTBETCTBYIOLIUM UX IPUPOJIE
U TPUPOJE UEJIOBEKA METOJI0JIOTUYECKUM
MO/AXO0/laM, CHOCOOHBI MNpPHUAATh HOBBIN
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UMITYJIbC PA3BUTHIO YEJIOBEKA M OOIIECTBA,
3HAYUTENIBHO PACIIUPUTH BO3MOXKHOCTH
KYJIBTYPOJIOTUYECKUX,  HCKYCCTBOBEYE-
CKMX, NEJAaroru4ecKrx, COLMOJIOTHYECKHUX
U JpYrMX HCCIENOBAHUM, CBS3aHHBIX HE
TOJBKO C DBOJIIOLMEN, HO B OINPEACIEHHON
CTEIIEHU C CaMHMM COXPAaHEHHWEM HalMo-
HaJbHOM M MHPOBOM KYJBTYpBI, KOTOpas
npeacTaBieHa oOpasuamu  (onpkiopa u
KJIACCUYECKOIO Hacleaus 4Yepe3 IpHuMe-
pPBl  MY3BIKAJIbHOIO, XOpeorpapuyeckoro,
XYI0’KECTBEHHOT'O TBOPYECTBA C MCIOJIB30-
BanueM nepenoBbix MKT.

OT0 JacT BO3MOXKHOCTh IPOBEJEHUS
Oosee TOUHOM pacimudpoBKU 00pa3lloB Ha-
POAHOIO TBOPYECTBA, UX CUCTEMAaTU3AlUU U
COXpaHEHMsI Ui JajJbHEWIIUX HMCCIeI0Ba-
HUIA, BBEJICHNSI B HAYKY W WCIIOJHUTEIIBCKYIO
MPAKTHKY, My3bIKAIbHYIO TIEIarOTUKY, a Tak-
e JUI OPTaHM3alNN TTOUCKOBBIX CHUCTEM U
KaTaJIOTU3allNH.

CornacoBaHHBIE MEXIyHApPOJHBIE HC-
CJIEZIOBAaHUS TTO3BOJIAT COCTABUTh Hauboee
BEPHYIO KAapTUHY OCHOBHBIX TEHACHIIHMA
pa3BHUTHS TPATUIIMOHHOTO MY3BIKAJIEHOTO
HCKYCCTBA.
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approaches in analyzing the music of author’s cinematography. The traditionally basic trend
of research of cinema music centers around functionally semantic analysis of cinematic works.
However, in the movies of author-directors, music is frequently included in the polysemantic
artistic space of a cinematic text in the broad sense of this concept as the assemblage of the text
(the storyline narrative), the context, the subtext, the intertext, and the metatext of the cinema
product. As a rule, analysis of the music of the author’s film is inseparable from the visual images
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In this context, the following concepts require demarcation: “film music,” “music of the film”
and “the audiovisual solution of film.” The suggested approach, based on the principles of film
director’s aesthetics, is expounded on the example of analysis of Robert Bresson’s film Une femme
douce (A Gentle Woman). The movie is of special interest due to the fact that in it Bresson’s
general ideas regarding the use of sound, including music, in film, are manifested to the fullest
degree, including declarative utterances from the screen. In the case of Bresson, the principles
of phenomenological aesthetics manifested in the director’s works, especially those from his
mature periods, are of foundational significance. However, the general approaches towards
analysis of music in author’s cinematography suggested in the present article may be extrapolated
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B KMHO(UIIbME 3ByKa, B TOM uuciie My3blku. B ciyuae Bpeccona ocHoBomnoararoriee 3HaueHuE
MMEIOT NMPUHLHUINBI (PEHOMEHOJOTMUECKOW ICTETUKH, BOIUIOIIEHHBIE B TBOPUECTBE pEKUCCEpa,
0COOEHHO 3pEeIIoTOo U MO3AHET0 epronoB. OTHAKO OOIIHE TOIXO/IbI K aHAIN3Y MY3BIKH B aBTOPCKOM
KHHemarorpade, rnpeajiaraéMble B JaHHON CTaTbe, MOT'YT OBITh AKCTPANIOJUPOBAaHbl U IPUMEHEHBI
B UCCJIEIOBAaHUH TBOPUYECTBA PEXKUCCEPOB, CO3AaBABIINX KUHOIPOU3BEIEHHS HA OCHOBE JIPYTUX U
CaMBIX Pa3JINYHBIX 3CTETUICCKUX MPUHITUTIOB.
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Jlna yumuposanun: Muxeera 0. B. My3bika puiibMa U 3cTeTHKA pekuccépa: K METO0JIOTHI
aHanm3a KuHOTEeKCTOB // IIpobnemsr my3bikanbpHOW Hayku / Music Scholarship. 2024. Ne 2.
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Cinema Music as a Concept:
Nuances of the Terminology
and Methodology of Analysis

When beginning a conversation about
music for cinematography, it is necessary
to resolve the concept of film music in the
strict sense of the word, it should have
been termed as original music created
by a composer particular for any film as
well as an assemblage of composer’s works
created for the cinematograph (for example,
“Alfred Schnittke’s film music”). However,
the opinion is also widespread that all music
sounding from out of the screen is film music.
We can also find the identification of the
concepts of “movie music” and “soundtrack,”
which is not quite correct, since a soundtrack
may include not only the authorial music
score, but also quoted classical and modern
music, and even dialogs and sound effects.
And still, if we highlight particularly
the music of the film, the question arises
about the correlation in it of authorial and
quoted musical material. Can J. S. Bach’s
Chorale Prelude in F minor, used in motion
pictures on frequent occasions, be called
movie music? It seems that in such cases
what is meant here is the diegetic or the non-
diegetic musical quotation as an element
of the author’s sound-related solution
to a movie episode. Thereby, upon

the examination of a cinematograph,
especially the author’s kind, which we
will discuss further on, it would be more
preferable to use the term of “music
of the film,” which presumes an individual
approach to the cinema text and makes
it possible to include in the sphere of analysis
both original music composed especially
for the film and non-original musical
fragments (musical quotations).

The second element which must be
finalized is that of methodology. Let us
remind ourselves that the various aspects
of existence of music in the cinematographic
space were researched beginning with
the era of the silent film. Cinema and music
researchers, philosophers, philologists,
culturologists have written a large number
of interesting texts on this subject, which
has not lost its relevance and demand
in the discourse of art studies, especially
in musicology. [1-7] The rise of interest
in the specificity of interaction of music
and the screen arts are enhanced by the
new reality of the digital era, which has
already exerted a significant amount
of influence not only on technology, but
also on the creative process of building
the phonosphere of the film (multichannel
sound formats, immersive sound, etc.).
But if we glance with a certain amount
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of detachment at works dealing with
the music of the cinema, we could observe
that for the most part they are devoted
to two mutually connected questions: what
is the music in the film doing (that is, what
are the meanings of joining together musical
sound with the visual element, the functioning
of in-frame and off-screen music) and how
music is doing this (i.e., the forms and means
of formation of these meanings). Thereby,
the main direction of research of movie
music is narrowed to the functional-semantic
analysis of the cinematic texts.

However, with the development
of the artistic language of the cinema
art and, especially, with the appearance
of authorial cinematograph,! another
question arose before the researcher of the
musical component: why is it that in the film
the musical sound is used particularly
in such a particular way? And this cannot
be solved only within the film; it inevitably
outgrows the sphere of cinematographic
diegesis, spreading into the sphere
of the author’s world, context and spirit
of the time. The researcher is confronted
with the problem of understanding the film
director’s aesthetics, his type of personality
(and not only its artistic side), which
ultimately is what determines the place
and the significance of music in his films.

Representatives of authorial cinema,
as a rule, have a meticulously careful
attitude toward sound, including the music
for their films. But if the sound
component of the movie presents the sphere

of the sound team’s professional
responsibility, then the sonic side presents
the expression of the director’s personal
voice. The characteristic features
of the integrated music, speech,
transformed noises, and distorted sounds,
and the distribution of intonational accents
or semantic pauses may assist, first of all,
in the comprehension of the director’s
aesthetics, world view and world feeling
— and only then in becoming a part
of the theoretical interpretation of the
concrete cinematic text, which in this case
is comprehended by extension, as an
assemblage of evident and presumed
meanings expressed in audiovisual images.
Thereby, music in the author’s cinema
is included in the artistic space in which
a polysemantic cinema text is created, i.e.,
the text (screen narrative), subtext, context,
intertext and metatext of dynamically
developing and interacting images onscreen
and off-screen (i.e., associative and
intelligible) images.

Undoubtedly, in the authorial
cinematograph  the aesthetics and
world vision of each director is unique.
And still, we presume, in the artistic thinking
of outstanding masters we can highlight
foundational principles, aesthetic bases,
which not only assist in the interpretation
of a separate cinematic text and the work
of a separate artist, but also provide
the possibility of tracing their influence
on the cinematic works of other directors
(at times, quite remote from the authorial

' The terminological interpretation of the expression “author’s cinema” presents a topic for discussion
(see: Andreyev A. 1. Auteurism, art house i art-cinema. Istoki ponyatya “avtorskoye kino” v zarubezhnoi
kinovedcheskoi traditsii [Auteurism, Art House and Art Cinema. Sources of the Concept of “Author’s
Cinema” in the Foreign Traditions of Cinema Studies]. Kinovedcheskie zapiski [ Cinema Studies Notes]. 2013.
No. 102-103, pp. 168-194). In the present article “author’s cinema” is understood as the director’s work
with brightly expressed aesthetical principles and individual artistic style.
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movie). Through the wunderstanding
of the musical-sonic side of the films,
it is possible to acquire a fuller perception,
for example, of the transcendental element
of Andrei Tarkovsky’s artistic language, Kira
Muratova’s play irony, Sergei Solovyov’s,
etc. In this case, there 1s a wish to show
how the music of the film becomes an
important element of the phenomenological
aesthetics of French director Robert Bresson
and what can be achieved by such
a type of analysis for the understanding
of the interaction between music and
the cinematograph.

The Aesthetics of Robert Bresson's
Cinematic Sound

Robert Bresson (1901-1999) is not easy
to comprehend particularly in his seeming
simplicity; after all, his name has become
for a long time the synonym of the asceticism
of the artistic language in the cinematograph.
His style has been called “spiritual” [8,
p. 190] and even “transcendental.” [9, p. 187]
Film studies of Bresson’s cinematography,
undoubtedly, overcome his “seeming
simplicity” and penetrate into the thin layers
of artistic created by the director and hidden
from the superficial glance. Researcher
of the French cinema Vladimir Vinogradov
writes about Bresson: “The director’s
methodology, the circle of the issues that
were of interest to him had always been
situated away the mainstream influences.
He was rather characterized by the image
of a hermit who was solving substantial
matters and not aspiring to be comprehensible
or widely known. His perception of this art
differed from the established. Espousing
other expressive techniques, at times
opposite of the traditional ones, Bresson
considered that the essence of new art
consists not of external effectiveness
or entertainment, but in the disclosure

of the nature of things and events.” [10,
p.- 209] It is particularly the “disclosure
of the nature of things” that forms the
semantic center of Bresson’s aesthetics, a kind
of response to the call of Edmund Husserl,
the founder of philosophic phenomenology:
“To the things themselves!”

It must be noted that the researchers
of Bresson’s heritage concentrate most
of their attention on the analysis
of the visual side of the cinema form,
as well as the creative postulates, attractive
in their philosophical aphoristic character
(and, once again, their austerity),
of the producer himself in his Notes
on Cinematography. The sound aspect
of Bresson’s movies, if it is noticed at all,
only “by peripheral vision.” In this case,
this does not comprise a reproach,
but, on the contrary, — the acceptance
of the fact of knowledge and vision
on the part of cinema theoreticians of
the inseparable unity of the audiovisual
space of films. All the professionals
in the sphere of cinema understand
quite well that the research of music as
a component of the reality of the film detached
from the film is not a misunderstanding
of the specificity of the cinematograph,
but merely an indispensable procedure
of abstraction within the process of theoretic
interpretation and the understanding
of the composition. But it is particularly this
abstracted “taking out” of the music from
the film that the researchers try to avoid,
thereby saving themselves from the critical
attacks from both musicologists and cinema
theorists.

This is how, for example, Bresson’s
attitude towards music is expressed by
one of the well-known researchers of his
work, Paul Schreider: “Perceiving sharply
the possibilities of music, Bresson does not
use it at all while demonstrating everyday
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realities, limiting himself to the vision
of synthesized ‘documental’ sounds.
Any music artificially brought into
everyday realities, would turn out to be
a ‘screen,” each musical fragment brings
in a certain interpretation of an episode.” [9,
p. 189] At the moment, having a perception
of the director’s work as a unified entity
(unlike Schreider, who wrote his work
in the early 1970s, while Bresson’s last film
was made by him in 1983), it is possible to
agree with this assertion as with a general
intension. But after having read the chapter
“The Soundtrack” of Schneider’s text,
it also becomes possible to form the opinion
that Bresson did not use music in his films
at all. All the more so, because the director back
inthe 1950s gave himself an inner suggestion
fixated in his Notes on Cinematography:
“Without musical accompaniment, without
any assistance or support. Without any music
whatsoever (except, of course, that music
which is played on visible instruments).”
[11,p. 12]

Nonetheless, there is quite enough
music (both on-screen and off-screen)
in Bresson’s film, especially in the first films,
where the producer collaborated closely
with composer Jean-Jacques Grunewald
(Les anges de péché [Angels of Sin] 1943;
Les dames de Bois de Boulogne [Ladies
of the Bois de Boulogne], 1945; Journal
d’un cure de campagne [Diary of a Country
Priest], 1951). And in the film Quate nuits
d’un réveur [Four Nights of a Dreamer]
(1971) we even see a few explicitly put-in
“concert” scene with guitar music (their role
in the film is a topic for a separate discussion).
The truth is that Besson gradually eliminates
the musical sound from his films —
but this happens not in a purely mechanical
way, but through a complex process
of “crystallization” of the director’s artistic
style, which is expressed in carrying out

a kind of phenomenological reduction
of the movie material. Bresson’s attitude
towards sound in the mature and late periods
of his work is expressed by his utterance:
“If it is possible to replace a film shot with
one or several sounds, this should be done
without any faltering.” [12, p. 244]

The Significance of Music
in the Phonosphere of Robert Bresson's film
Une femme douce [A Gentle Woman]

Due to the limited character of the space
of the utterance, I wish to cite only
one example of Besson’s use of music
in his film Une femme douce (A Gentle
Woman, 1969). The fact of the matter
is that this film is not merely one of the film
adaptations of Feodor Dostoyevsky’s
novelettes — in this role the film has come
into the view of researchers numerous
times. Thus, Ilya Popov writes: “Bresson
in his film concentrates on the depiction
of the problem of the impossibility of full-
fledged communication between spouses
and, more broadly, between man and
woman, and, unlike the transcendent solution
of this problem on the part of Dostoyevsky,
the director leaves the dramatic conflict
between the spouses unsolved...” [13,
p. 131] Kirill Rodin also accentuates
in Bresson’s approach the motive
of uncertainty, in particular, related
to the reasons of the heroine’s suicide,
concluding: “Bresson preserved the bitter
feeling of perplexed pity for the viewer.”
[14, p. 202] Generally, concurring with
the cited interpretations, it must be stated
that the music, left outside the framework
of analyses in the quoted articles, plays
no small role in manifesting the director’s
conception. Moreover, in the context
of the subject matter of the present text,
the film Une femme douce (A Gentle
Woman) is of special interest by the fact that
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Bresson’s general ideas and perspectives
on the specificity of the use of sound
and music in cinema are manifested
to the fullest degree (up to the declarative
utterances from the screen).

In the perspective of Bresson’s
aesthetic principles, Bresson’s music
cannot be examined merely as a composite
part (or element) of the screen image
of the storyline — music particularly
embodies (or is generated by) the visual
image itself and the dramaturgical situation.
It becomes tantamount to the voice
of the model (as Bresson dubbed his actors),
but not in the sense of an informationally
laden utterance, but as a way of manifesting of
one’s being in the world. This transformation
of the essence of music of a film follows
especially clearly upon comparative analysis
of the literary basis and the on-screen
manifestation of the storyline.

The action of the novelette is transferred
to a setting that is contemporary for
the director, to France in the 1960s.
As we remember, the main protagonist
finds the body of his young wife, who
threw herself out of the window, and during
the course of the next several hours “speaks
out” all of his life with her (Dostoyevsky has
a subtitle “A Fantastic Story,” which means,
according to the writer’s explanation,
the highest intelligible reality of what occurs).

The “talking through” of Dostoyevsky’s
protagonist is significantly reduced
in the film. But even the rare verbal
comments of the characters are bereft
of any kind of actor’s expressivity
(unlike the main protagonist’s passionate
monologue in the novelette), which fully

meets the director’s aesthetic principles.
Moreover, in this film Bresson, possibly,
the only time in his cinematic work, makes
use of in-frame space and time, in order to
expound directly his own programmatic
ideas about the use of voice and speech
in film, putting them into the heroine’s mouth.
For this end, Bresson creates an interesting
type of extension of Dostoyevsky’s primary
material. In the Russian writer’s novelette,
we read: “I told the bride that there would
be no theater, however, I allowed the theater
to be attended once a month, and in a decent
manner, in the armchairs. We went together,
we were there three times, having watched
The Pursuit of Happiness and Singing Birds,
it seems. (Oh, I don’t care, I don’t care!)
We went there maintaining silence and
returned home in silence. Why, why did we
start maintaining silence with each other
from the very beginning?”? In Bresson’s
film, the main protagonist first promises
the bride that he would take her to the movies,
and only rarely to the theater, because
of the expensive prices of the tickets.
The phrase: “Why did we start maintaining
silence with each other from the very
beginning?” (spoken in the presence
of the lady-housekeeper, generally, into
emptiness) — is pronounced by him
particularly prior to his going to the cinema.
The pair watches a pseudo-historical
“costume” film, in complete silence
(this forms yet another message of Bresson:
“No historical films whatsoever, these
‘theaters’ and ‘masquerades.”” [11, p. 40]).
A little while later, we already see them
in a theater, at a performance of the play
Hamlet (there is no mention of Hamlet

2 Dostoyevsky F. M. Krotkaya [The Gentle Woman]. Polnoe sobranie sochinenii v 30 t. [Complete
Compilation of Works in 30 Vols]. Leningrad: Nauka, 1982. Vol. 24. P. 15.
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in Dostoyevsky’s novelette). Bresson gives
a considerable amount of screen time
to the presentation of the theatrical
production, and particularly, as long
as the scene of Hamlet’s duel scene with
Laertes lasts. After the performance,
the Gentle Woman returns home, without
undressing, goes to the living room, takes
a volume of Shakespeare from the shelf
and reads aloud®: “I knew it. They missed
it so they could scream. This is what Hamlet
advised the actors: ‘Speak the speech,
I pray you, as I pronounced it to you, with
a light tongue: but if you start shouting,
as many of your players do, then I would be
equally pleased if the town-crier spoke my
lines.”” (It is clear that what is meant here
is not the duel scene, but the earlier episode
of Hamlet’s conversation with the strolling
actors). Thereby, Bresson, by means of
double mediation (Shakespeare’s text and
the model in the film) transmits from
the screen his negative attitude towards
“theatricality” and  “actors’ affected
behavior” in cinema, contrasting it with
the natural behavior of a model — he writes
about this numerous times, insistently
in his Notes: “The model. A voice combined
with physical action, stemming from equally
sounding syllables, sounds automatically
with deviations and modulations intrinsic
to his true nature [the author’s italics. —
Yu. M.].” [Ibid, p. 15]

In this sense, it is important to accentuate
how Bresson chose his “models™:
(not actors, who, in the director’s opinion,
brought in theatrical artificiality of gestures
and intonations, alien to the cinema) for his

films: “Her voice draws for me her mouth,
eyes, and face, creates for me her integral
portrait, outward and inward, better than
if she herself were in front of me.
The best sight reading is achieved only
by the ear.” [Ibid, p. 10] This is particularly
why the director preferred auditing
the candidates for the role by phone,
rather than meeting with them in person.
In summary, Bresson needed a model
— but not as a soulless mannequin, but
in the opposite meaning, as a unique
personality, with the entire set
of expressive means intrinsic to it, of
which the most important and defining was
the voice. According to the director’s thought,
the voice was “the soul created by the body.”
[Ibid, p. 23] (We could remind ourselves
of the phrase ascribed to Socrates: “Speak,
so I can see you.”) And it is not by chance
that Bresson never hired his models a second
time, having preserved on the cinema screen
the uniqueness of the model, its “mysterious
visibility” — and the uniqueness
of the viewer’s “meeting” with it.

In Une femme douce [ The Gentle Woman]
there is a transfer of the meaning of the sound
expression — to the signification of listening
and hearing (a trans-sonar understanding).
And here we approach the music
of the film. In Dostoyevsky’s novelette there
is no mention at all of any role of music
in the heroine’s life. Unlike that, in the film
the heroine has two passions — books and
gramophone records. Music sounding from
out of a record player becomes her means
of “speaking-in-silence.” Several times
the Gentle Woman attempts to set up a true

(13 2

3 In a film by another director, the scene would demonstrate incredibility, but here yet another one
of Bresson’s programmatic attitudes towards models marginally visualized: “Speak, as if you spoke
to yourselves. A monologue instead of a dialogue.” [11, p. 28]

207



Mpo6neMbl My3bikanbHoM Hayku / Music Scholarship. 2024. N2 2

inner connection — an understanding with
her husband by means of music sounding
on a gramophone record. Moreover, at first,
there is the sound of a record playing rock-
and-roll, the Gentle Woman quickly changes
it in her husband’s presence; in one case
— for a record playing Mozart’s music,
and in another case — Henry Purcell.
However, the hearing-understanding does
not occur between them. (The listening to
the music would be identical to the husband
hearing his wife.) When after a certain
period of time the main protagonist finally
hears the voice of his wife, humming a tune
(at first, the viewer does not hear anything,
and then he recognizes the already familiar
melody by Purcell), he asks the housekeeper
in wonderment, mixed with terror: “What,
does she sing?!” — “Sometimes she sings,
when you are not at home.” — “In my
house?! Did she fully forget that I exist?”

It must be noticed that in Dostoyevsky’s
novelette, = the  woman’s singing
in the work’s final section also makes
the strongest impression on the protagonist-
narrator (he even rushes out of the house
in bewilderment). The writer dedicates
a rather fair share of very emotional lines
to describing the character of this final singing.
Dostoyevsky writes about the gradual change
of the character of the heroine’s singing
(she was singing some rather simple romance
songs) during the course of her married
life: her voice gradually changed from
a rather strong, sonorous and healthy to being
“poor” and “unhealthy.” On the other hand,
in the film, the heroine gives her “healthy”
voice to the music on the gramophone
record and presents herself in her singing
as already “sickly-to-death.” The song
of the Gentle Woman becomes for her
husband an existential event: for the very
first time he hears her and perceives her as
a personality, but already as one not belonging

to him, separate from him, which has forgotten
him. And, as it becomes understandable,
in this instance, musicological analysis gives
way to a hermeneutic feeling, an aesthetic
experience and understanding of an artistic
experience, careful listening, an immersion
into the artistic space created by the director.
After all, it is particularly about the film
Une femme douce [The Gntle Woman] that
Bresson said: “I consider it that sounds are
more important in the creation of a new
world than sight. I feel myself a musician
more than an artist.” [12, p. 251]

Conclusion

Let summarize the attempted reflections
about music and its connection with
the aesthetics of the film director in the
following theses.

1. It is important to separate the concepts
of “film music,” “music for film,” and
“the audiovisual solution in a film.”

2. The role of music in an author’s film
cannot be understood in full when separated
from the director’s general aesthetic
principles, as well as from all the sound
phenomena integrated in the film (speech,
noises, sound backgrounds); in such cases
musicological analysis plays an auxiliary
role.

3. The “extraction” of music from a film
for the sake of carrying out musicological
analysis is possible only as a necessary
stage of theoretical abstraction. For the
creation of a full-fledged theoretical model
of the composition, the music must be
“returned” to the multilevel cinematic text
of the film.

4. Music for authorial films cannot
be examined only from the position
of its already well-known significations
and functions, since when connected to
a film scene, the music can not only change
the film shot, but can also change itself.
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5. Non-diegetic music in authorial of the director’s artistic manifestation, his
cinema is not only and not so much an attitude towards the action on screen, which
interpretation or a background of the visual in its turn depict his aesthetical views and
element, but it becomes, first of all, the means  principles.
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(k BONpOCY 0 My3bIKANIBHO-XYAOXXECTBEHHOM CO3HAHUU pexuccépa)
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Annomayusn. B crarbe peub uAET 00 M3y4aeMoM B pyciie My3bIKaJIbHOM NCUX0IOTHHN (peHOMEeHe,
Oaromapsi KOTOpOMY OCYIIECTBISIETCS TIEPEBBIPAKEHIE MH(POPMAITUH, TOTYYSHHOW TOCPEICTBOM
OIHOTO KaHaJla BOCIIPHUATHUS (HAIpUMep, BU3yalIbHOTO), B HH()OPMAIIHIO, aKTyaI3UPYEMYIO 32 CUET
JPyroro KaHajia BOCIPHUATHS (Hampumep, ayauaiabHoro). Mcnons3ys MeTononoruto, BOMparoIyo
B cebs Omorpaduueckuit METON, METOJ CPAaBHUTEIHHOTO aHAIN3a, METOJ HWHTEpIpETaluu
Y TIPUHIAI WHTEPTEKCTYaIbHOCTH, aBTOP CTAaThbHU CTAaBUT Iepe] cOOOH IeNb 00paTHUTh BHUMaHHE
HCCIIe0BaTeNNe!, 3aHUMAIOIIUXCSl BOIPOCAMU CUHECTETUYECKOTO aHaIM3a MPOU3BEACHUN pa3HBIX
BUJIOB HCKYCCTBa, Ha HanOoJIee perpe3eHTaTUBHBIE C 3TOM TOUKH 3peHus padboTsl C. [lapamkanosa.
B ux gucie xynoxectBeHHbIe puiibMbl «[[BeTok Ha kKamHey, «Cast-HoBay («LIBeT rpanaray), « Tenn
3a0BITBIX TIpenkoBy, «Jlererna o CypaMckoi KpemocTi», «Ammk-Kepuby». BeictpanBas cuctemy
apryMeHTallud, aBTOp CTaTbM ONMPAETCSl KaK Ha BBICKA3bIBaHMS CaMOro pexuccépa, Tak M Ha
MarepHabl, IpeCTaBIeHHbIe B MOHOTpaduaeckoM uccienosanuu K. Lieperenu. 3neck xe B onHOM
psany croar HanucaHHbele C. [lapagkxaHOBBIM CLEHApPUU K XyJOKECTBEHHBIM U JTOKYMEHTAJIbHBIM
¢wibMam, KOTOpbIe Tak HUKorga W He Obutn cHATH («Uymo B OpeHce» MO MOTHBAM CKa30K
I-X. Aunepcena, Intermezzo o onnouMEHHOM HoBeswie M. KoiroOuuckoro, «Ilekropaiiby, «Jlemony,
3aJlyMaHHbII Ha ocHoBe Mo3Mbl M. 1O. JlepMOHTOBa), a Takke JUOPETTO K HEOCYIIECTBIEHHOMY
6anery «Matby. B ienTpe otnensHoro BHEMaHus aBropa — HoBesuia C. [lapamkanoa «Jlebenunoe
03epo» W CO3IaHHBIA Ha e Mmarepuane oqHOMMEHHBIH ¢mibM 0. Mnbenko. CpaBHUTETHHBIN
aHanmu3 BepOaJIbHOTO MEPBOMCTOUYHUKA M €Tr0 SKpaHHW3alMU MO3BOJIET MOKa3aTh, KAKUM 00pa3om
oCyIecTBiIseTcss padoTra ¢ JOMHUHAHTHBIMH Ui OOOMX TPOW3BEICHUN LBETAaMH — OEJIBIM
n 4€pHbIM. VX mepanupoBaHue B MPOCTPAHCTBE BEPOATBHOIO JUCKYypCa M 3KPaHHOIO MCKYCCTBa
BUIHUTCS aBTOPY CBOETO poja 3XxoM Oaneta «JlebequHoe 03epo», My3BbIKY K KOTOPOMY Hamucal
I1. YalikoBCKUi.
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Introduction

On the pages of one of the magazines
that the “Russian Railways” company offers
their passengers, actress Lyubov Tolkalina
noted that in the modern cultural paradigm,
a special role i1s relayed to references.
In the film industry, it is referred to a certain
foothold resorted to for the most complete
disclosure of the artist’s idea. In other
words, references are auxiliary materials
designed to give an idea of the future project.
They are needed not so much for copying as
for illustrating possible concepts that cannot
be created without focusing on already
existing samples. While answering a question
from journalist Polina Sulina about how often
she was obliged to incorporate references
in her work, Lyubov Tolkalina noted that
a reference makes it possible to build
one’s own position both in the traditional
and in an original way. At the same time,
the actress stated, “...there are people who
invent references; their genius lies precisely
in this. These are the creators of the world,
and such was the director Sergei Parajanov...
And thus last summer, Serafima Krasnikova!
and I staged the play Poem of the Mountain
in Parajanov’s style based on the poem
by Marina Tsvetaecva for the Diaghilev
Festival. It was an experimental open-
air opera in which the vocal ensemble
MUSICAETERNA FOLK? took part.””

The musical element, which is an integral
component of such a synthetic genre,
in which the open-air opera was conceived,
was inspired by verbal discourse — Joseph
Brodsky’s prose, dedicated to Marina
Tsvetaeva’s poetic heritage. As Brodsky
wrote, “Time 1is the source of rhythm.
Remember when I said that every single
poem is reorganized time? Time speaks
to the individual in different voices. Time
has its own bass, its own tenor. And it has
its own falsetto. If you like, Tsvetaeva
isthe falsetto of time, a voice that goes beyond
the limit.”* According to publicly available
information, Dmitry Mazurov® presented
himself as the composer and sound designer
of the performance. His score is saturated
by the voices of the MUSICAETERNA
FOLK performers and the timbres of wind
instruments in combination with “dark”
electronics and an accordion.

Unfortunately, Lyubov Tolkalina did
not clarify what is it that the “Parajanov
style” constitutes, although it would pose
a challenge to present a detailed description
of the style of the unique director who
proved himself gifted in a variety of creative
arts — in the present day we know Parajanov
the artist, Parajanov the screenwriter,
and Parajanov the writer. Moreover,
as we perceive it, the theme of Parajanov
the “synaesthesiast” 1is still waiting
to be discovered. This refers to the attempt

I Serafima Krasnikova (b. 1996) — actress, director, and teacher.

2 A team of professional researchers and performers of Russian folk music, developing “performance
skills in a wide range of song traditions (musical director of the project is Elizaveta Anshina).” See:
musicAeterna Folk. URL: https://musicaeterna.org/ru/participant/musicaeterna-folk/ (accessed: 08.04.2024).

3 Sulina P. Legkoe dykhanie [Light Breathing]. Interview. Russian Railways. Passenger Magazine.

2024. February. P. 58.
4 Ibid.

> Dmitry Mazurov is a native of Novosibirsk; in 2007-2011 he studied at Murov Novosibirsk Music
College (department of Music Theory). A Moscow resident since 2013.
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to explore a special “resonant channel that
integrates various levels in the musical and
artistic consciousness — from the corporeal-
perceptual to the highest conceptual.” [1,
p. 122]

Defining synaesthesia as a “systemic
quality interconnected with various
manifestations of creative compositional
activity,” Svetlana Loseva writes that
“this phenomenon is reflected in the
musical styles of various composers,”®
and the question is to what extent
itis appropriate to discuss musical and artistic
consciousness in relation to Parajanov.

Aspects of Parajanov’s musical
and artistic consciousness

Such an assumption may be justified
by the fact of the musical education young
Parajanov received at Music College
affiliated with the Tbilisi State Conservatory

(where he studied violin and voice).
It was none other than Parajanov
who  considered the interpretation

of Tchaikovsky’s image presented in the film
by Igor Talankin as being unacceptable.’
“.The world that surrounded and
influenced poetry... after all, there may be no

poetry as such here”, the master reasoned.
“The poet does not sit here, does not suffer,
does not jump up at night, does not hit
the back of an Empire-style chair for the sake
of a laugh... Composers must understand
me. Is it really so necessary to knock
on a polished armchair, to jump up at night
amid thunder, to run barefoot?”®

Most illustrative here is the director’s
position associated with Ole Lukeje
(the character of Hans Christian Andersen’s
fairy tale Parajanov wanted to make
use of in his unreleased film Miracle
in Odense), as well. Rejecting both
to interpret the familiar plotline and
to illustrated it, Parajanov emphasized
that his sole task was the following: to show
in free improvisation the difference between
the “tonalities” of Andersen Parajanov’s
fairy tales and to build modulations upon
the transition from one of them to another.’

Here is a fragment of a letter Parajanov
wrote: “If I had Dostoevsky’s talent, I would
perform miracles!! But I do not have it.
I have another! That of singing songs...”'
And still one more revelation: “I can turn
the material of a song into the material of
action, and vice versa...”!!. All of this is not

6 Loseva S. N. The Creativity of Composers: Synesthetic Problem of Research. Art and Education.

2019. No. 2. P. 9. (In Russ.)

" Tchaikovsky (1970) directed by I. Talankin. Screenplay by B. Metalnikov, Yu. Nagibin, and I. Talankin.

Camerawoman M. Pilikhina. Composer P. I. Tchaikovsky. Cast: Innokenty Smoktunosky, Evgeny Leonov,
Antonina Shuranova, Kirill Lavrov, Alla Demidova, Evgeny Evstigneev, Vladislav Strzhelchik, Bruno
Freindlich, Maya Plisetskaya, Liliya Yudina, Nikolai Trofimov, Arkady Trusov. The film was awarded: Best
Actor (Innokenty Smoktunovsky) and Jury Award at the San Sebastian International Film Festival (1970);
Oscar nomination for Best Foreign Film and Adaptation of Music (1971).

8 Speech by Sergei Parajanov in Minsk to the creative and scientific youth of Belarus on December 1,
1971. Sergei Paradzhanov. Ispoved' [Sergei Parajanov. Confession]. St. Petersburg: Azbuka, 2001. P. 616.

® For more details on this issue, see: Tsereteli K. Ostrov Paradzhanova [Parajanov Island]. Sergei
Paradzhanov... P. 15.

10 Paradzhanov S. Dnevnik uznika (pis'ma iz zony) [Parajanov S. Diary of a Prisoner (Letters from
the Zone)]. Sergei Paradzhanov... P. 429.

' Paradzhanov S. Vechnoe dvizhenie [Parajanov S. Perpetual Motion]. Sergei Paradzhanov... P. 38.
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merely a subjective view of one’s own art —
as the director’s friends recalled, Parajanov,
who possessed an undoubted musical talent,
could reproduce entire operas from memory,
often arranging concerts for his loved ones.

Special attention is merited by the fact that
while studying violin and voice, Parajanov
also took dance lessons at the College
of Choreography affiliated with the Opera
House; this made it possible for him to direct
the choreography of the dance fragments
in his films. Later, while instructing his son,
he constantly repeated about the need for self-
improvement, which required: 1) reading
aloud and 2) going to dances.'? In this respect,
it is appropriate to turn to the script created
by Parajanov for his film Intermezzo, which
appeared “in unison” with the eponymous
short story by Kotsiubynsky. According
to Tsereteli, the fact that Kotsiubynsky
often relied on the possibilities provided
by the synthesis of the arts in the case
of Intermezzo, of painting and music) was
very close to Parajanov’s worldview."
As for the author of the script himself,
as the director admitted, in the framework
of the desired synthesis it was important
for him to artistically translate the musicality
of the [Intermezzo prose into plastic
discourse.'

Through the plasticity of the human
body, Parajanov intended to demonstrate the
spiritual recovery of a broken intellectual
thinker; this special attitude reveals

the unique philosophy of dance
professed by the artist. In other words,
it is the corporeal Logos that Parajanov
sees as the most optimal for expressing
the ideal, the subtlest layer of human
existence, and not merely in the case
of the designated scenario — spirituality
is the formation of meaning that makes
“a person involved in something that
retains its significance everywhere and
always.” [2, p. 191] The value of the latter is
simultaneously recognized in the interaction
of spirituality and synaesthesia, as Loseva
writes. '3

This is the reason why Vladimir
Zhalnin, who was present at the premiere
of the open-air opera Poem of the Mountain,
noted that “the vibrancy of captions
of Sergei Parajanov’s films” lies, first
of all, in “the unusual plasticity of the
actors, as the result of the painstaking work
by choreographer Olga Tsvetkova”, and also
in their “bright clothes made by artist Vadim
Tishin from homespun wool — a sacred
element of Russian folk costume”?'¢

In all likelihood, all this justifies the fact
that theproject undertaken by Krasnikova
and Tolkalina “in the style of Parajanov”
was an open-air opera, and this becomes
all the more significant, since one
of Parajanov’s main encounters —
that with the mother of his son Svetlana —
took place at the Kyiv Opera, while among
the director’s remaining sketches there are

12 For more details on the issue, see: Paradzhanov S. Dnevnik uznika (pis'ma iz zony) [Parajanov S. Diary
of a Prisoner (Letters from the Zone)]. Sergei Paradzhanov... P. 576.

3 For more details, see: Paradzhanov S. Intermezzo [Parajanov S. Intermezzo). Sergei Paradzhanov...

P. 183.
' Ibid.

15 For more details on the issue, see: Loseva S. N. Op. cit., pp. 129-132.

¢ Zhalnin V. Gora gorevala. Na Dyagilevskom festivale pokazali open air operu na tekst Mariny
Tsvetaevoi [The Mountain Grieved. The Open Air Opera was Shown at the Diaghilev Festival...]. Musical
Life. 11.07.2023. URL: https://muzlifemagazine.ru/gora-gorevala/ (accessed: 08.04.2024).
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short stories, drawings, scripts and librettos.
Among them is the artistic formal request
submitted for the ballet-film The Mother
dedicated to the 50th anniversary of the Great
October Revolution. As the director wrote,
“the musical collage will be harmoniously
based on: children’s choruses, song and
dance folklore material, ditties, dances, and
church chants in combination with concrete
sounds and noises, such as factory whistles,
alarm sirens, bell ringing, police whistles, etc.
The finale of the ballet includes the symphonic
Intermezzo and the apotheosis of harps and
bells in combination with vocalizations
of coloratura sopranos.”'’” Parajanov
fathomed either Rodion Shchedrin or
Giya Kancheli to be the composers for the
film. The role of the Mother was relegated
to either Maya Plisetskaya or Irina Jandieri.

Among the director’s unrealized plans
is the film The Demon, wherein the image
of “deafening grief” created by the director
(Tsereteli) is astonishing:

“The next morning the nuns silently
entered and immediately left Tamara’s cell.

Everything was silent...

The bells were silent... They went numb.

The burning candles were silent...
They went numb.

There was a silent herd of purple buffaloes
that came to the walls of the monastery,
toward Tamara’s window...

The leaden sky was silent... Numb...

The nuns silently called each other
for help...

Silently the nuns shouted at the buffaloes
harnessed to the araba...”'

In its turn, in the script for the film
Pectoral® Parajanov enriches the viewers’
hearing with the “silence ofthe Moon,” forcing
it simultaneously to record “the scream
and the silence in the steppe”, and also
helps the audience see the golden sound
of the chirping cicadas. It seems that the
experience presented was not accidental
for the director — in an article published
in the magazine The Art of Cinema,
Parajanov  shared his thoughts on
the fact if we think exclusively in
cinematic categories, this requires us to be
prepared for the inevitable primitivization
of consciousness. The director emphasized
that in order to avoid professional narrowness,
he deliberately expanded his circle
of contacts, including artists, composers
and people of other creative professions.
“When you feel that cinema is a synthetic
art”, Parajanov testified, “another system
of thinking becomes disclosed, other ways
of perceiving and reflecting life...”?

It is notable that, when remembering
his teacher Igor Savchenko, Parajanov cites
the teacher’s words that left an indelible mark
on his soul: people who are distinguished
by associative thinking, as a rule, quickly
burn out. According to the director,
it was difficult for him, as it was
for his fellow students, to understand
the teacher’s thoughts. Therefore, each
of them could only spontaneously assume
what associative thinking felt like,
and only having mastered the profession,
they were able to understand that their teacher
was talking about the most challenging

17 Paradzhanov S. Tvorcheskaya zayavka k fil'mu-baletu “Mat" [Parajanov S. Creative Suggestion
for the Film-Ballet Mother]. Sergei Paradzhanov... P. 384.

18 Paradzhanov S. Demon [Parajanov S. Demon]. Sergei Paradzhanov... P. 268.

19 Metal neck jewellery piece.

20 Paradzhanov S. Vechnoe dvizhenie [Parajanov S. Perpetual Motion]. Sergei Paradzhanov... P. 31.
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but at the same time incredibly bright
and therefore unforgettable moments of
creativity.?!

Sergei Parajanov.
Swan Lake. The Zone

Recognizing that such recognized
masterpieces of the director as
The Flower on the Stone (1962), Shadows
of Forgotten Ancestors (1964), The Color
of Pomegranates (1968), The Legend
of Suram Fortress (1984), and Ashik Kerib
(1988) would provide the richest material
for researchers interested in inter-sensory
associations, let us turn our attention towards
a film much less known to the general
public — Parajanov’s short story Swan
Lake. The Zone.> When Parajanov was
already terminally ill, this short story served
as a script for the eponymous film directed
by the cameraman of Shadows of Forgotten
Ancestors, llyenko. The juxtaposition
of verbal and cinematic discourses in a single
research context is the result of the following:
actualized in both cases, “creativity acts as an
existential phenomenon” designed to “tune
the ear... to sounding existence, the essence
of which only music can reveal most fully.”
[3, p. 183]

Significantly, in “the story of a man
who broke free but is still not free,”** both
the author of the short story and the director
incorporate only two dominant colors:

2! Tbid., pp. 31-32.

white and black. It was partly this opposition
that allowed Ilyenko to suggest the title
of the short story, adopted by Parajanov;
behind it one can guess the confrontation
between black and white swans,
the characters of Tchaikovsky’s ballet Swan
Lake** Perhaps that is why the longing
for freedom, which is at the center of the story,
is repeatedly contrasted with a free flock
of swans proudly soaring in the boundless
expanses of heaven and mercilessly shot
by the zone guards. At the same time, even
the death of the leader who fell behind the
barbed wire is perceived to be a blessing:
“And then everyone up high —
the prisoners, the sentries on the towers,
and the controllers — heard the barely
perceptible whistle of a falling body
appearing in the sky and growing closer
as it approached. The whistle ended with
a dull thud, almost swallowed up by the fog,
somewhere very close, behind barbed wire,
behind the fence, in freedom, in the steppe.”

At the same time, in general,
the semantic core of Parajanov’s text is
based on the lexeme “loyalty”, which fully
corresponds to the proverbial swan fidelity:
according to legend, a swan couple is formed
only once, because when the female dies,
the male rises up high and falls to the ground
like a stone, preferring death to life without
his beloved. Moreover, the novella contains
frequent parallels that emphasize the unity

22 For more details on this issue, see: Volkova P. S. Swan Lake by P. 1. Tchaikovsky in the Context of
Contemporary Art: Interpretation and Reinterpretation. Problemy muzykal'noi nauki / Music Scholarship.

2012. No. 1, pp. 37-43. (In Russ.)

2 Paradzhanov S. Lebedinoe ozero. Zona [Parajanov S. Swan Lake. Zone). Sergei Paradzhanov... P. 343.

* In the short story, Parajanov likens a squirrel to a ballerina that “flew into the air — they [snowflakes
— P, V] fell from the branches... and everything was repeated again... the squirrel fell down, then it swung
at the fence... and, like a ballerina on pointe shoes, it ran and stitched with its weightless paws several meters
under the barbed wire... and disappeared... there... free...” See: Ibid. P. 346.

> Tbid., pp. 347-348.
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of man and bird — starting his narration with
the phrase “The leader of the swan flock did
not remember such fog over the Donetsk
steppe before,”?® Parajanov, after a dozen
lines, clarifies: “The man had never seen
such fog in his life...”*” (my italics. — P. V.)

Further, after the description of the flock
(“And now the first bird, shining its
snow-white chest, flew low just above
the ground...”?®), the text continues:
“The prisoners slipped out of the barracks
one after another, all in white undershirts
and white underpants... The fog rose,
the zone was smoking... and from tree to tree
which were wet, having absorbed the icy
moisture of the fog, from tree to tree which
were filled with spring intoxicating juices,
people in white ran and slid — in white
underpants, in white shirts... barefoot...””
Similarly, Parajanov draws an analogy
between the hiding place of a fugitive
inside a hollow statue and a bird’s refuge:
“An armful of old packed hay and some rags
completely resembled a bed, a nest.”°

In this context, Parajanov’s work
with the color white is very attractive.
In particular, in addition to the fog, which
was “just white snow, through which it was
impossible to pass, as if a person was buried
in the snow,”' Parajanov writes about fog
filled with milky whiteness. Next, the white,
impenetrable abyss of fog is described. A few

26 Tbid. P. 345.
27 Tbid. P. 346.
% Tbid. P. 347.
¥ Tbid. P. 346.
30 Ibid. P. 350.
Ibid. P. 346.
Ibid.

Ibid. P. 347.
Ibid. P. 348.
% Ibid. P. 363.

31

32

33

34
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lines later, “the blinding darkness of the fog”
is pierced by “a silver trumpet voice from
the night skies.””? Another color scheme
of the fog is revealed through the description
of the tree trunks: “The people did not look
up from the wet trunks, they just moved from
tree to tree, clinging to it... and it seemed
in this fog that someone had whitened
them thickly, overlapping, with lime...
And the trees stood in this living frill of
lime...”*

It is notable that, against the backdrop
of such fog, the silence turns out to be
“flaccid and viscous,”* the towel washed
by the fugitive’s female companion appears
dazzling white, and the first powder turns
into exceedingly white grains, which is
why “the area, saturated with fuel oil,
kerosene and God knows what else, seems
to have worn a white veil... little snowballs
were jumping like little ping-pong balls.”?*
Surprisingly, despite the fact that the story
repeatedly mentions blood (the blood
transfusion station where the prisoner
had the chance to rise from the dead, the
blood of the guard who became a donor
for the fugitive), the red color appears only
once — the description of the liquid that
a prisoner drinks, not wanting to be caught
again.

It seems that the color space organized
this way serves only one purpose —
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to convey with particular brightness
the visual dissonance that arises in the finale,
leading the reader to an emotional shock:

“On the white veil of powder lay a young
man — the controller’s sworn brother... he
cut his veins... black blood... ran in long
sleeves far from the corpse... and devoured
these small white snowflake balls...

The brother stood over his dying brother.

Two thousand people watched
in silence.””¢

This is indirectly evidenced by Tsereteli
— according to the art critic, “Parajanov
is first and foremost a painter — no matter
what he does, no matter what he creates...
In his films and scripts, in the novelettes-
sketches, the semantic range is organized
with the help of color and compositional-
pictorial solutions.”” We perceive that
the art critic’s opinion allows us to assume
that the “close connection between the visual
and auditory principles” that Parajanov
builds is characteristic of synaesthesia. [4,
p. 100]

Yuri llyenko. Swan Lake. The Zone

From this point of view, Ilyenko’s
black-and-white adaptation of Parajanov’s
short story (with the support of the author)
is worthy of the original source that was
subjected to some changes. In the story,
the focus is on friendship between two people
who by the will of fate find themselves
separated by a barbed wire, a friendship
that is greater than death, because to avoid
betrayal, the main character takes his own
life, while in the film the accents are placed
somewhat differently. The protagonist’s

3¢ Ibid. P. 364.

suicide is largely motivated by the need
to avert the danger from his beloved, who
was threatened to be killed by his cellmates
in case of his disobedience. This emphasis
i1s further strengthened by the fact that,
according to the script, the prisoner’s chance
female companion, and not the controller’s
mother, does everything to ensure
that release occurs as early as possible.

The rest of the film corresponds fully with
the spirit of the story. Notably, in this case
it is not only about laconism and a special
selectiveness in relation to the visual means
of expression, as well as about a clearly
dosed amount of noise effects and minimal
updating of the verbal text — in a number
of fragments, we hear the voices of a flying
flock of swans and see these birds first soaring
high in the sky, then stretched out on a cart
carrying lifeless carcasses outside the zone.
This is an aesthetic that researchers write
about, stating that it has become common
for films in which the oneurosphere openly
dominates: “The screen, therefore, ceases
to be just a technical means, it becomes
a source of different aesthetics and poetics
which correspond to the character of a person
of postmodernity — laminal qualities,
fluidity, the rejection of rigid identification.”
[5, p. 9] Another episode, no less interesting
in relation to the original source, is related
to the outlines of the wings, clearly visible
on the back of the prisoner who rose
from his lounger after a blood transfusion.
They appeared because of the negligent
drunken nurse on duty at the morgue:
the blood leaking under the motionless
body, pumped from the controller’s vein

37 Tsereteli K. Ostrov Paradzhanova [Parajanov Island]. Sergei Paradzhanov... P. 8.

219



Mpo6neMbl My3bikanbHoM Hayku / Music Scholarship. 2024. N2 2

to the prisoner’s vein, draws its own bizarre
patterns on the protruding shoulder blades.*®

The musical component of the literary
text, composed by Virko Baley, also seems
to correspond to the spirit of the story.
In this case, it is not only about the
exclusivity of the selected sound palette
but also the amazing coordination
of contradictions between what the eye
captures and what is barely perceptible
to the ear. Thus, for the first time,
the “melody” of the emerging feeling
appears in the scene that takes place
inside the hollow obelisk “The Hammer
and Sickle” symbolizing the union
of the peasant and the worker glorifying
the work. First, the “love duet” between
a man and a woman is “performed”
in a cramped space to the drumming
of stones against iron, which are thrown
at the monument by a teenage boy, the son
of the convict’s beloved, who cannot cope
with her jealousy.

Later, the memory of his beloved
is saturated in the character’s painful dream
not only with the sounds of nature —
the screeching of birds — but also
with the sounds of the violin and
viola tremolos and harmonics, against
the background of which short chants (never
surpassing the range of thirds, fourths
and sixths) are likened to the flapping
of wings of freely soaring birds. At the same
time, the fragments of orchestral sound

heard from a distance indicate a truly human
feeling, the height of which is determined
by the culture of relationships that do not
allow people, driven into a corner in their
endless loneliness, to descend to the level
of animal instincts.

This fragile state of inner contemplation,
in which the music of being responds
to the music of love, is not marred either
by stylization of the classical ballet nor
by the reworking of the “old” in a new way
(a tendency that has firmly won its place
in modern musical culture), not with vulgar
imitation. Being exclusively original,
this music is as sincere and heartfelt as
it is transparent, ephemeral, since the
feeling of love and tenderness is thoroughly
saturated with the air and is so distant
from everything carnal and earthly
that the feeling of closeness between two
people is more likely to be comprehended
by the soul than by the body. The only
parallel with the music of Tchaikovsky,
which seems justified and acceptable,
is the subtlest psychology and depth that
does not leave the listener indifferent.
From this point of view, it seems very
promising to operate with the basic
installations of many researchers
of cinema aesthetics: “l1) feature cinema
possesses its heuristic functions; 2) feature
cinema is the most fruitful ground
for the reinterpretation of precedent texts.”
[6, p. 63]

38 In the novel, on the contrary, the convict’s life is saved by an “old experienced doctor” who “discovered
at the first examination that he was alive”. Paradzhanov S. Lebedinoe ozero. Zona [Parajanov S. Swan Lake.

Zone]. Sergei Paradzhanov... P. 357.

¥ Virko Baley is a contemporary composer and conductor of Ukrainian origin. Having started studying
music at one of the schools of the Ukrainian Musical Institute (UMI), Baley completed his musical education
at the Los Angeles Conservatory. Among his teachers, who are improving Baley’s skills in composition,
piano and conducting, are such teachers as R. Savitsky, R. Levina, M. H. Reger, V. van der Berg, and others.
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Conclusion

The author of the present study hopes
that Sergei Parajanov’s name is not lost
to synaesthesia, and that the brilliant creations
of the master, named by Antonioni as one
of the best contemporary artists, would
continue to attract the attention of researchers
dealing with this problem both at the level
of mono-art and synthesis of arts. Such
hope is not groundless since on the eve

of Parajanov’s centenary, in 2023,
Kalantar’s essays on the life and work
of the great director, which had become
a bibliographic rarity, were republished.
This book will help reveal previously unknown
facets of the talent of this representative
of an irretrievably bygone era marked
by a galaxy of brilliant artists. However,
only Parajanov was compared to a “volcano,
the echo of whose eruptions circled the globe,
causing responses all over the world”.
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