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XypHan
Mpo6neMbl My3bIKQnbHOM HAYKH /
Music Scholarship®’

Llenb n3naHust — UHTETpaLMs T'YMaHUTApPHON HAyKU U I10-
BBIIICHHE €& aBTOPUTETa B POCCHUIICKOM U MEXIyHapon-
HOM Hay4HOM IIPOCTPAHCTBE; PACHPOCTPAHEHHE DPe3yib-
TaTOB UCCIEIOBAHUMI POCCUICKHX YUEHBIX U 3apyOeKHBIX
KOJUIET; COICHCTBHE Pa3BUTHIO aKaJeMHUIECKHX HCCIEN0-
BaHUH M aBTOPCKUX pa3pabOTOK MHHOBALMOHHOTO podu-
J15L, HAyYHBIX HAIPaBICHHUH U MIKOJI B IIHPOKOM reorpadu-
YeCKOM JHaNa3oHe.

Hayunslii sxypHan cuntaerca BKIOYEHHBIM B Ilepedens Breicmuei
aTTeCTAMOHHOW KOMHCCUH TP MUHHUCTEPCTBE HAYKH U BBICIIETO
obpazoBanust Poccuiickoit denepannu B coorBeTcTBUH ¢ 11. 5 [pu-
kaza MunoOpHaykn PD or 12.12.2016 Ne 1586 (xypHasl HHIEKCH-
pyercs B Web of Science).

Hay'-IHBIG HarpaBJICHUS IEPUOAUUCCKOI'O U3IaHUs: «I/ICKyCCTBOBC-
JACHHUEC), ((KyﬂbTypOJ'IOFI/IH», «He}larornqecxne HayKn».

W3nanue npeaHa3Ha4eHo Uil MyOIMKAIlMd OCHOBHBIX PE3YJIBTaTOB
HCCIIEJOBAaHNH BEAyIINX YYEHBIX M COHMCKAaTeJIell HaydHBIX CTelle-
Heil (IOKTOPCKUX U KAHAWAATCKUX).

Pyxorucu mpoxonsT «IBOWHOE CIIETIOe» PEleH3UPOBaHKE, PEIICH-
3UH XPaHITCA B PSOAKIAH 5 JIET.

PenakioHHast MOMMTHKA JKypHAJa OCHOBBIBAETCS HA PEKOMEH/IalU-
SIX MEXKTYHApOAHBIX OPTaHU3aIMi 110 ITUKE HAyYHBIX ITyOIMKAIHI:
Komwurera mo myonukannonHoit atuke — Committee on Publication
Ethics (COPE), EBponeiickoii accolaiuy HayYHbIX PEIaKTOPOB —
The European Association of Science Editors (EASE).

ApXUBHBIE KOMIUIEKTBI )KypHaJla cofepxarcs B Poccuii-
CKOHl HAayYHOU SJICKTPOHHOM OMOIMOTEKE W BKIIOUECHBI
B Poccwuiickuii nnaexc Hayunoro uutupoBanus (PUHLL).

Wznanne  3aperucrtpupoBano  kak  «Problemy
muzykal'noi nauki / Music Scholarship» B MexmayHapoaasix 6a3ax
HAy4YHOT'0 UTUPOBaHUS U pedepaTHBHBIX qaHHbIX: Web of Science
Core Collection (ESCI); EBSCO — Music Index™; MexayHa-
pOIHOM KaTajore My3blkaibHOH smTeparypsl RILM (Répertoire
International de Littérature Musicale); cucreme ERIH PLUS
(European Reference Index for the Humanities); Bxoaut B J{upex-
TOPHUIO KypHaJIOB OTKpbITOro gocryna (DOAJ).

Kypnan npucoequHuICcs K bynanemrckoil HHUIIMATUBE OTKPbI-
toro goctyna — Budapest Open Access Initiative (BOAI).

T =53
Sigicinder

Wsnarens — Poccuiickast akageMus My3bIKH HMEHH ['HECHHBIX
— SIBIISIETCSI WIEHOM MeXIyHapOJHON acCOLHaluu 0
cBs3sM u3nareneir — Publishers International Linking
Association (PILA). Hay4HBIM CTaThsIM IPHCBAaHBACTCS
uudposoit uaentudukarop DOl mexmyHapomaHoi cu-
cTeMbl onbirorpaguyecknx ccputok Crossref.
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The Journal
Problemy muzykal'noi nauki /
Music Scholarship

The aim of the publication is to integrate humanitarian
scholarship and to raise its authoritativeness in the
academic space of Russia and those of other countries; to
disseminate the results of research carried out by Russian
scholars and their colleagues in other countries; to promote
the development of academic research and authorial
elaborations of innovational profile, scholarly trends and
schools in a broad geographical range.

The scientific journal is considered to be included in the List of
Scholarly Editions Peer Reviewed by the Highest Attestative
Commission (VAK) of the Russian Federation in accordance with
Paragraph 5 of the Order of the Ministry of Science and Higher
Education of the Russian Federation December 12, 2016, No. 1586
(the journal is indexed in Web of Science).

The Scholarly directions of the periodical: “Art Studies,”
“Culturology,” “Pedagogical Sciences.”

The edition is designed for publication of the principal results of
research of the leading scholars and aspirants for academic degrees
(Doctor of Arts and Candidate of Arts).

The manuscripts undergo a “double blind” reviewing, and the
reviews are preserved in the editorial board for office 5 years.

The editorial polity of the journal is based on recommendations of
international organizations for the ethics of scholarly publications:
the Committee on Publication Ethics (COPE) and the European
Association of Science Editors (EASE).

The archival files of the journal are stored in the Russian

BMBIVIOTEKA g cholarly Electronic Library and are included in the

LIBRARY.RU Ruyssian Index of Scholarly Citation (RINTS).

The edition is registered as “Problemy muzykal'noi
nauki / Music Scholarship” in international data bases of scholarly
citation and reviewing databases: Web of Science Core Collection
(ESCI); EBSCO — Music IndexTM; the International Catalogue
for Musical Literature RILM (Répertoire International de Littérature
Musicale); the ERIH PLUS system (European Reference Index for
the Humanities); Included in the Directory of the Open Access
Journals (DOAJ).
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The journal became a member of the Budapest Open Access
Initiative (BOAI).

EUROPEAN REFE
HUMANITIES

The journal is published by the Gnesin Russian Academy of
Music — the member of the Publishers’ International
Linking Association (PILA). The Scholarly articles
are given the DOI numerical identifiers of the Crossref
international system of bibliographical references.

The readers and the authors may acquaint themselves
with the electronic version of the issues free of charge in

HOH BepcHell BBITYCKOB OecIUIaTHO B pasjene «Ap-
xuBsl». PDF-Bepcum cTareii pacmpocTpaHsioTCs B
cBoOoHOM Jnoctyne mo JjureHsuun Creative Commons
(CC-BY-NC-ND).

@O0

the “Archives” section. PDF-versions of the articles are
disseminated in free domain on the license of Creative
Commons (CC-BY-NC-ND).

* HasBaHmue *ypHaJja 3apeructpupoBatno B denepanbHoii ciryx0e o HHTeINIeKTyalnbHO coocTBeHHOCTH (PocnareHT). CBHAECTEIBECTBO

Ne 824312. Ilpuopurer: 01.06.2021 1.

The title of the journal is registered in the Federal Service for Intellectual Property (Rospatent). Testimony No. 824312. Priority:

June 1, 2021.
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Annomayusn. TepmuH Postict Mcnonb3yeTcst 3A€Ch ISl 0003HAYCHHS 3aKITIOUUTEIbHBIX
CYXJIEHUH, aJipecoBaHHbIX TBOpuecTBY baxa. U mepBoe M3 HUX OTHOCUTCS K TOMY YHHUKAJIBHOMY
SBJICHHUIO, KOTOPOE MPEJCTABIsET co00W nuHacThs baxa. DBOMIONMOHUPOBABIIAS HAa MPOTHKCHUN
TpEX CTOJETUH, OHA BHECJA HEOLIEHMMbIN BKJIaJ B MYy3bIKaJbHOE HCKYCCTBO IepmaHMM.
UckmrountensubiM paktom ctano u T1o, uto Morann CebacThsin bax kak camblil 3HAYUTEIHHBIN
MpEeJCTaBUTENb CEMENCTBAa BOCHUTAJ] 4YeTBepbIX chiHOBeH (Bunbrensm ®puneman, Kapn
@ununn Omanyab, Morann Kpucrod @punpux u Morann Kpucrtuan), CHUCKaBIIMX B KaueCTBE
KOMIIO3UTOPOB IIMPOKYH0 M3BECTHOCTh. K CTONB XapakTepHOM 11 TBopuecTBa camoro Moranna
CebacTbsiHa BCEOXBAaTHOCTU aMIUIUTY/AbI CTHJIEH, KACAIOLIUXCS MPOLUIOTO U €ro COBPEMEHHOCTH,
HEOOXOIMMO MPUCOCTUHHUTDH 3alPOTPAMMHUPOBAHHBIN BEITMKUM KOMITO3UTOPOM HIMPOKHHA CHEKTP
CTHJIEBBIX IPOTHO30B Ha Oyaymiee. [Ipo3penns baxa Goee Bcero kacaiamch TOM 3MOXH, KOTOpas Iia
Ha CMEHy 0aXOBCKOMY BpEMEHU — UMeeTCsl B BUAy 3noxa [IpocBelienus u Takue cyuiecTBEHHbIE
IS €€ My3bIKaJIbHOTO UCKyccTBa (hurypsl, kak Jlomenunko Ckapmartu, [rok, Monapt u berxoBeH.
Hameuan on u omnpenenéHsuble Onuku PomMaHTHUECKOW 3MOXM, aCCOLMHUPYEMbBIE CO CTUIISIMU
[lly6epra, Mennenscona, bpamca u psina npyrux aBropoB. Eciu ke o0cyx1aTh NpeaBOCXUILICHUS
My3blku XX CTOJETHS, TO NPEXAE BCEro CIEAyeT OTMETUTh HEO00AaXMaHCTBO KaK caMylo
BIIMATEIIBHYIO BETBb HEOKIIACCULIM3MA.
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Abstract. The term Postict is used here to denote the conclusive perceptions addressed to
Bach’s music. And the first of them pertains to that unique phenomenon which the Bach dynasty
represents. Having evolved during the course of three centuries, it has brought in an invaluable
contribution to the German art of music. A distinguished fact is that Johann Sebastian Bach as
the most significant representative of the family brought up four sons (Wilhelm Friedemann,
Carl Philip Emmanuel, Johann Christoph Friedrich and Johann Christian), who obtained broad
recognition as composers. To the inclusivity of amplitude of styles so characteristic to Johann
Sebastian himself related to the past and to his contemporaneity it is necessary to add the broad
spectrum of stylistic prognoses for the future programmed by the great composer. Bach’s insights
most of all touched that epoch which came up to take the place of Bach’s era — it is referred to the
Era of Enlightenment and the figures so essential to it such as Domenico Scarlatti, Gluck, Mozart
and Beethoven. It also envisaged certain overtones of the Romantic Era associated with the styles
of Schubert, Mendelssohn, Brahms and a number of other composers. If we are to discuss the
forestalling of 20th century music, first of all we must highlight the Neo-Bach movement as the
most influential branch of neoclassicism.

Keywords: J. S. Bach’s artistic heritage, the musical dynasty of the Bach, the Neo-Bach
movement
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Mana3oH MyOJMKYeMbIX B MOCIHEH-
Hee BpeMs MarepualioB, KacaroIuX-
ca tBopuectBa M. C. baxa, octaércs
BecbMa OOmmMpHBIM. OHAKO C TOUKH 3pe-
HUS IIPELJIaracMoM CEpUM CTAaTEH, OXKaIYyH,
TOJILKO €JMHCTBEHHAsl NyOIUKalus TpH-
OmrKkaeTcsl K MccienryeMoll 31ech mpobie-
Matuke [1]. B ocraipbHOM MaTepuanibl, Kak
MpaBUJIO, OOpAIlleHbl K YaCTHBIM BOIPOCaM

CEMEWHBIX TpaaAuLUN, BOCIHPHUHATBHIX Be-
JIMKAM KOMIIO3UTOPOM [2], Tub0 K CKpyImy-
JNE3HOMY aHaJu3y T€X WM UHBIX OTIEIIBHO
B3SIThIX Mpou3BeAeHul [3; 4] win, HaKoHell,
K MTONBITKaM MIPUMEHUTH K My3blke baxa Ho-
BEHIIIME METO/Ibl KOMIIBIOTEPHOM 00pabOTKH
KOJInueCTBEeHHBIX BenuuuH [5]. [Tocme Tpéx
NpebIAyIINX CTaTel, Tie paccMaTpuBaInuCh
CEMaHTUYECKUE AaCIeKThl, O0O3HAYECHHBIE
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noHsATusIMu Sapiens, Dramatik w Universum
[6; 7; 8], 3mech mpenyaraeTcs oOpaTUuThC K
Kareropuu Postict, nogpa3zyMeBaroleun 3a-
BEpIIAIONINE YMO3AKIIOUEHHUSI KacaTeIbHO
TBOPYECKOTO HACJEeIUs BETUKOTO KOMITO3H-

TOpA.
Ilocmuikm (BcTpedaeTcss W HamnuCcaHHUe
NOCMUKM, NOCMBUKM) — CIIOBO, KOTOPOE

u3penKa yrnoTpedaseTcsl B JaTbIHU, UTalb-
STHCKOM, HEMEIIKOM W aHTJIIMHACKOM SI3BIKAX.
B My3bIKanbHOM HCKYCCTBE OHO O3HAuaeT
3JIEMEHT CTPYKTYPbl MOTHBA, UIYIIUI MTOCTe
aKleHTa (MKTa). DTOT 3aBepLIAOLIUI OYEPK
cepun HauHEM ¢ 0030pa TeX, KTO IMpeslle-
ctBoBaji Moranny Cebactesiny B ounacmuu
baxoe, craBmien nius HCTOPUM My3bIKaJlb-
HOT'0 MCKYCCTBa COBEpPLIEHHO YHUKAJIbHBIM
SIBJICHHEM, IIOCKOJIbKY B HE€ B OOIIIEH CIIOXK-
HOCTU BouuIM okosio 80 mpencTaBUTENIEH.
U, k cnoBy, OTMETUM BecbMa IpUMeyaTellb-
HYIO JIeTallb: B KQueCTBE HACJIEJCTBEHHOI'O
C MOPA3UTEIbHON YCTOMYMBOCTBIO MTEPBBIM
uMeHeMm (¢urypuposaio HoeauwH, oOJHA-
Ko 1pu 3ToM Hoeann Cebacmbsn oKazaics
€IMHCTBEHHBIM.

3aBepiiasi BOCCO3JIaHHYIO MM XPOHHUKY
nuHacTuy, bax coobmmaer o cebe: «bbut npu-
JIBOPHBIM My3blkaHTOM B Belimape (1703),
[IEPKOBHBIM OpPTaHWCTOM B ApHIITaATE
(c 1704), Mronbsxaysene (c 1707), kamep-
HBIM U IIPUABOPHBIM OpraHUCTOM B Belima-
pe (c 1708), ¢ 1714 Tam xe OAHOBPEMEHHO
U KOHLIEPTMENCTEpOM, KareabMelcTepom,
PYKOBOAUTEIEM KaMEPHOM MY3bIKH, a 3aTEM
B ToM k€ kauecTBe B Kérene (¢ 1717) u Bro-
CJIEZICTBUM KaHTOPOM M MY3UKIUPEKTOPOM
B Jleitnmure (c 1823)». K mpuenénnoi
«HOMEHKIIaTyPe» €ro My3bIKaJIbHBIX aMILTya
HEOOXOUMO MPUCOEIUHUTH TaKHE, Kak
CKpHIIay, aJIbTUCT U KJIaBECHHHUCT.

Teneps oOpaTuMcs K T€M, KTO CII€A0Bal
3a HUM B 3ToM cemeiictBe. Eciau npucmo-
TPEThbCs K POIOCIOBHOM KPYMHEHIINX KOM-
1o3uTOopoB EBpOIIbI Bcex BpeMEH 1 HAPOJIOB,

10

TO, OKa3bIBAETCs, Y HUX JINOO BOBCE HE OBLIO
NeTei, MO0 MX MOTOMCTBO HE 0OHApPYKHBa-
JI0 CEPBE3HBIX MY3bIKaJIbHBIX JAPOBAHUM.

EQVHCTBEHHOE HCKIIOYEHHE U3 ATOU
3akoHomepHocTu coctaBui U. C. bax: uet-
BEPO €ro ChIHOBEW CHHUCKAIM B KaueCTBE
KOMIIO3UTOPOB JOCTaTOYHO IIMPOKYIO W3-
BeCcTHOCTb. U ecnu ux oTers ObLT caMbIM 3Ha-
YUTEJIbHBIM U3 3aBepuinTesieit anoxu bapok-
KO, TO OHHM OKa3aJiu CYIIECTBEHHOE BIUSHUE
Ha MY3bIKJIbHBIN MPOLECC HAYAIBHOTO I1e-
proza CIEenyIOIENd 3MOXH, CTaB HEMOCPE-
CTBEHHBIMM NPEIIIECTBEHHUKAMH BEHCKHUX
KJIACCUKOB.

Menee 3ametrHbiM Obi1 Morann Kpw-
crop D@puapux, Wik «OIOKKEOYprCKUii»
bax (1732-1795, naoraa BTOpoe UMsI IUILYT
Xpuctoh) — Oyznyuu o BO3pacTy Hpero-
CJIETHUM W3 3HAMEHUTHIX OpaTbeB, OH TEM
HE MEHEE JOJIbLIE BCEX YAEPKUBAJT UYEPTHI
nepexoqHoro ctuiist ot bapokko k IIpocse-
LICHUIO, XOTSl B CBOMX KJIABUPHBIX COUYMHE-
HUsX Oosiee IPYyrux MPUOIH3UICS K CTHIIIO
Mouapra.

Buabsreasm ®puaemMan, WM «raulb-
ckuit» bax (ObuT cBsi3aH ¢ ropoaoMm [ amre,
1710-1784), camsplii crapmuid U3 Oparh-
€B, OKa3aJcs caMblM HEyAawIUBBIM B CBO-
€l My3bIKaJbHOI Kapbepe, a CTHIUCTHYE-
CKM KMJAJICS W3 KPAaWHOCTH B KPaMHOCTbH:
aM00 co3/1aBall yCIOKHEHHBIE MOIUQPOHU-
YECKHE OMYChl B MAHEPE OTLA WM TBOPHII
U3SIIECTBO CIAJKO3BYYHOIO POKOKO, JIHOO
npescTaBal «MATEKHBIM T€HUEMY, HE00Y3-
JTAHHBIM B TIOPBIBAX U MOPOI MpeIBOCXUIIA-
IOLUM UCKYCCTBO POMAHTHKOB.

Horann Kpucrunan, «MUIaHCKUI) WIH
«iongoHckuit» bax (1735-1782, Mox-
HO BCTPETUTh M HaNucaHue XPUCTHUAH)
— EJMHCTBEHHBIH M3 MOTOMKOB BEJIMKOTO
baxa, 0 KOTOpOM MOXHO CKa3aTb, YTO OH
ObUT YeJIOBEKOM cyacTIMBOW cyapObl. Kak
HOCHUTEIIb O€3yCIIOBHO HOBOI'O MHUPOCO3€Ep-
L[AHUs1, OH BCEIIEJIO MOCBATUII ce0s1 CBETCKOM
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MYy3bIKe, OKa3aB BIMSHHE HAa paHHEero Monap-
Ta HAaCTOJIbKO, YTO CJIOKUJIOCH PAaBOMEPHOE
MHeHue: «Hu oquH komMno3urop 3Toro Bpe-
MEHH HE MUCAIT TAK “TIO-MOLIAPTOBCKH ', KaK
Worann Kpuctuan bax» (3. broken)'.

Ero BOJIBHOM apTUCTHYECKOM HAType
ObLII CO3BYYEH «JIETCKHI HpaB» HapoOXKIaB-
mieiicss snoxu IIpocsemieHns, mMoToMy Tak
XapakTepHbl JUIsI €r0 MY3bIKH ObLTH 00as-
TEJIbHEUINN «HaWB», UTPOBOE HA4aJlo, pa-
Jy’KHasi OKPAIIEHHOCTh M 0c00ast HEKHOCTh
TOHAa C COOTBETCTBYIOLIEN pOJIBIO IACTO-
paibHBIX MOTUBOB (CM., K ipuMepy, 11 yactpb
Konneprroit cumbonuu E dur).

U Bcé-Taku, noxanyi, HanOONbIINI UH-
TEpeC MPEACTABISAET HACIIEIUE BTOPOTO IO
cu€ty u3 derBephix. Kapa ®@wiaunn Ima-
HYJIb, «OEPIMHCKUID U «TaMOyprcKuii
bax (1714-1788, ero TpeTbe UMsI B pyCCKO-
SA3BIYHOM JIUTEpaType MepefaBald Takxke
KaKk DOMMaHyWwl U OMMaHy3J1b), B JIyYIINX
CBOMX IIPOM3BEACHUIX YK€ HECOMHEHHO
BIIMCHIBAETCS B KPYT Mpe/CTaBUTENECH BEH-
CKOMl Kilaccukd. Ero MOXXHO cuMTarh Be-
OYIIUM TPEACTaBUTEIEM TOTO TEYEHUs B
MYy3bIKaJIbHOM UCKYCCTBE, KOTOPOE B Mapali-
nens auteparype [IpocBenienuss nMenyercs
CEHTUMEHTAIM3MOM U KOTOPOE YTBEPKAAIIO
MIpaBO Ha OTKPBITOE BBIPAKEHUE CUIIBHBIX
YYyBCTB.

MHoroe pogHWIO KOMIIO3UTOpa C 00-
Pa3HbIM MHUPOM JIMTEPATYpPHOTO JIBUKEHUS
«byps 1 HaTUCK»: CTpacTHas MareTuka, ro-
psAdasi IKCIpECCHUs, B3BUXPEHHO-UMITYJIb-
CUBHBII CKJIaJl, 4TO, B YACTHOCTH, BBI3BAJIO
HEOOXOJUMOCTh B SAPKHUX JUHAMUYECKUX
KOHTPAcCTax M CMEJIbIX MOAYIALuAX. B aToM
CTHJIE JIETKO YJIaBJIMBAIOTCS MPEIBOCXHUILE-
HUS My3bIKH beTxoBeHa, KOTOPBI B MOJIO-
JOCTU CaMbIM BHUMATEJIbHBIM 00Pa30M H3Yy-

1

M.: My3rus, 1934. C. 98.

1

yan QoprenuanHble counHeHus Dunumnma
OMaHyaJIs ¥ BBICOKO IIeHH X (00pa3maMu
MOTYT ciykuTh | yacth Cumdonuu Ne 2 u
[T gacte Konmepra nmnst ¢uedTsl ¢ opke-
CTPOM).

Wrak, BO3Bpamasch K UCTOPUU MY3bI-
KJIbHOM JWHAacTHUM baxoB, HaxoguM, 4TO
€€ LIECTOE IOKOJIECHUE COCTABUIN INIABHBIM
o6pasom ceiHOBbs Moranna CebactbsiHa, 3a-
HSBILIHUE JIOCTOMHOE MECTO B €BPONEUCKOMN
MY3bIKE CEPEIMHBI W BTOPOW IOJOBUHBI
XVIII Beka. 13 yeTBepbIX 3HAMEHUTHIX CHI-
HoBeil Moranna CebacTbsiHa TOJIBKO TaK Ha-
3bIBaEMbIi «OroKkeOyprekuit» bax (Moranx
Kpuctod ®punpux) ocraBui cbiHa, CTaBILIe-
IO OTHOCUTEIBHO U3BECTHBIM MY3bIKAHTOM.

To 6b11 BHYK Moranna Cebacthsina Buiib-
reibM ®puapux IpHer (1759-1845) —
nocyieIHui podecCUOHAIbHBIA MY3BIKAaHT
B pony baxoB. Haxonsck B orOneckax auHa-
CTUYECKOM CIIaBbl, 4 MO CTUJIMCTUKE, B CYIII-
HOCTH, HE BbIxoas 3a mpenensl XVIII Beka,
OH OBUT 00Opey€H Ha TO, YTOOBI €ro TBOpUE-
CTBO OLICHUBAJIM KaK «HE3HAYUMETbHOE.

Takum o0pa3om, B celbMOM MOKOJICHUU
MY3BbIKAJIBHBIA poJ baxoB uccsk — cam Ho-
raiH CeOacThsiH MpUHAMJIEKAT K MATOMY
MIOKOJICHNIO. TeM He MeHee Ha NMPOTSKEHUH
JIByX CTOJIETMM 3TOT poA AaBay lepmanuu
BUJIHBIX MY3BIKAHTOB, YbHM HMEHA MOXXHO
HalTU B CIOPABOYHUKAX W DHIUKIONEAUIX.
Tonbko 1o oruoBckoi auHuM Moranna Ce-
OacThsiHa 3HAMEHUTAs] TUHACTUS HACUHUTHI-
BaeT 53 npeacTaBUTEA.

N. ®opkenb, aBTOp IEpBOM MOHOIpa-
bur 0 KOMIIO3UTOPE, XOPOIIO 3HABIIUNA €TO
CBIHOBEH, YTBEPKIAJ, YTO «CPEIU IIECTH
nokosieHu baxoB enBa JIM MOXHO HaWTH
JIByX WM TPEX YEJIOBEK, KOTOPBIX MPUPO-
Jla He HaJienawia OJIecTsIIUM MY3bIKalbHbIM

Broken 3. My3bIka 3M0XH POKOKO M Kjlaccuiu3Ma / mep. c. HeM.; mox pexn. M. MBanoBa-boperkoro.
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JapOBaHUEM U JUISI KOTOPBIX 3aHSTHUS MY3bl-
KOI HE CTaJIu IIABHBIM JICJIOM HX KH3HN»?.

Kaxk Bugum, nuHactus baxoB — siBiieHue
COBEpLIEHHO YHUKaJbHOE caMmo Mo cebe u
UCKJIFOUUTENIbHOE TeM 0oJiee, 4TO B €r0 pam-
Kax Bo3HHMK yHUKyM Moranna CebacThsHa.
3BYKOBBIM CHMBOJIOM 3TOTO MY3bIKaJIbHOTO
cemeiicTBa cTano OyKBEHHOE HauepTaHUe uxX
¢amminu. MoHorpammy B-A-C-H B kaye-
CTBE MOTHBA U3 YETHIPEX HOT OOHAPYKUIT U
BIIEpBBIE UCNOIb30Bal MMeHHO Morann Ce-
0acThsH B psijie CBOUX ITPOU3BECHHI, B TOM
yucie B Capabanje n3 AHIMIMACKON CIOUTHI
Ne 6.

ITocne Hero Bo Bropoy nonosuHe XVIII
cronetusi (pyru Ha NAHHYIO TEMY COUYHHSIIH
N. K. bax u U. JI. Kpe6e. B XIX-XX Bekax
3TOT MOTHMB CTaj €/1Ba JIM HE CaMbIM pac-
IIPOCTPAHEHHBIM B MHUPOBOM MY3BIKaJIbHOU
npaktuke. MM Bocnonw3oBanmucs @. Jlucr,
H. Pumcknii-Kopcakos, M. Perep, @. by3onu,
A. IIén6epr, A. Bebepn, K. [lennepenxut,
3. Hlenucos, C. I'yGaiigynuna, P. lenpun,
A. llIauTtke, A. Ilapt u MHOTHE ApyTHE.

K cronp xapakTtepHOW I TBOpYECTBA
baxa BceoxBaTHOCTM AaMIUIUTYAbl CTUJIEH
TBOPYECTBA IPOIUIOTO U €ro COBPEMEH-
HOCTH HEOOXOIMMO TPUCOECTUHUTH 3aIpo-
IPaMMHUPOBAHHBIA BETUKUM KOMIIO3UTOPOM
LHIMPOKHUNA CHEKTP CTUJIEBBIX IMPOTHO30B Ha
oynymee. To ecTh pacmoriarasi Koioccaib-
HBIMH XY/I0’)KECTBEHHO-UCTOPUUYECKUMU 3a-
[1acaMH IPOILLIOrO U CBOEro BpeMeHH, bax
BMECTE C TeM MPOKIIA IbIBAJ ITyTH B Oyy1iee.
He3pumo — B TeX cBOMX TBOPYECKUX 3aBO-
€BaHUAX, KOTOPHIE CTAJIA B MOCIELYIOLIEM
COBEPILIEHHO HEOOXOAMMBIM (YHIAMEHTOM
MHPOBON MY3BIKaJIbHOMN KYJIBTYpPBI, BOIIS B

e€ MJIOTh U KPOBb a0COJIOTHO HEOTbeMJIe-
MBIM KOMITOHEHTOM, @ CaMOOYEBUIHO — B
IIPSIMOM NPEIBUICHUH OTACIbHBIX CTUIIEH U
HaIpaBJIEHUM, KOTOpPbIE HAYaJld pa3BUBATh-
ca ¢ cepenunbl X VIII Beka.

EcTecTBeHHO, 4TO MPO3pPEHUS KOMIIO3H-
Topa 6osiee BCETro KacalucCh TOW 3MOXH, KO-
TOpasi 11Jla Ha CMEHY 0aXOBCKOMY BPEMEHHU
— uMeeTcs B BUAYy anoxa llpoceeujenus.

UTo-TO B JaHHOM OTHOIIEHHUM HaKam-
JUBAJIOCh TOJBKO moacmyaHo. [lomyctum,
co BcE Oosnblell OTYETIIMBOCTHIO (OpMU-
poBajach TOHAJbHO-aKKOpJIOBasg CHUCTE-
Ma C pEerIaMEHTHUPOBAHHBIM PACIOPSIKOM
GyHKIMA, CBOAOM MOAYJSIIIUN W THUIAMU
KaJIaHCUPOBaHUsI — BCE TO, YTO MO3BOJIUIIO
berxoBeHy AaTh cBOEMyY BEIIMKOMY Mpeie-
CTBEHHUKY THUTYI «npaomey 2apMOoHUu».

N takoi MOMEHT. byayun Xopolio
3HaKOM ¢ TpoobOpazom doprenuano (bax
TECHO O0ILAJICS C CO3AATEIEM €0 HEMEIKOM
monenu . I'. 3unpbepmanom), KOMIO3UTOP
B CBOEM TBOPYECTBE UYTKO MpEeAyraibiBa
€ro OrpOMHBIE MEPCIEKTUBLI, BHYTPECHHUM
CIIyXOM Yy>Ke Kak Obl CO3/1aBasi MHOTOE B CBO-
€l KIIABUPHOM MY3BIKE JUISl DTOTO HUHCTPY-
MeHTa Oyayllero — He CIydaiHO ero Kia-
BHUPHBIE COYMHEHHUS YA€ BCETO UCIIOIHSOT
Ha GopTEnuaHo.

Uto kacaeTcs MHAUBUAYAIbHBIX CTHUJIEH
MOCTENEeHHO (OPMUPOBABIIEHCS TOT/AA 3110~
xu [IpocBenienusi, To 10CTaTOYHO Ha3BaTh
XapakTepHbIe ISl €€ MY3bIKalIbHOTO HCKYC-
CTBa YEThIpe (PUTYPHI.

B knaBupnbix I[Taptutax Ne 1 m Ne 5
Hameudaercsa MaHepa coHat /[. Ckaprammu
C X MUHHATIOPU3MOM U UTPOBBIM CKJIJIOM.
«Ne 78. 3axnrounTtenbHbld X0p» U3 «CTpa-

2 ®opkens U. H. O xu3HH, uckyccTBe U 0 nipor3BeneHusx Moranna Cebactbsina baxa: marpuotnuecku
HAaCTPOEHHBIM ITOYUTATEISIM UCTHHHOTO MY3BIKAJIBHOIO MCKYCCTBA / IEp. C. HEM.; KOMMEHT. U TOCIIECI.

H. Konruesckoro. M.: My3sika, 1974. C. 9.
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cteit mo Mardero» nmpenBoCXHUIaeT CKopo-
HbIe XOpbI onepbl [roka «Opdeir u DBpu-
mukay», a «Ne 3. Apus ansra» u3 Kanrarsl
Ne 34 — xapaxTepHble CBOKCTBA €ro OIep-
HOU KaHTUJICHBI.

B mepeckasze HEMELKOTO MY3bIKAJIbHO-
ro kputuka M. Poximia n3BectHa ucropus
0 Moyapme, KOTOpBIN, HaXOASACH B JIennuu-
re, yCiabllian OAUH U3 0aXOBCKHX MOTETOB:
«Momuaprt 3Ha1 0 baxe ckopee noHacIbIIIKE,
YeM M0 ero counHeHusM. EnBa xop nponen
HECKOJIbKO TaKTOB, KaK OH HAaCTOPOXKUIICS;
emi€ HECKOJIbKO TaKTOB — W OH BCKpUYaJ:
410 3T0? U € 3TOr0 MOMEHTa BeCch 00paTui-
csa B cayx. Korna nenme 3akoHYMIOCH, OH
PalOCTHO BOCKIMKHYNI: “BOT y Koro ectpb
yeMy noyuutbes!” EMy pacckaszanu, 4To
3Ta 1IKOJa, B KOTOpoil bax korma-to ObLI
KaHTOPOM, KaK CBATHIHIO XPaHUT IOJHOE
coOpaHue ero MOTeToB. “ITO 3aMeuarelib-
HO! — oTknukHyncs Monapt. — Ilokaxu-
Te ux!” Ho mapTutyp 3TUX Npou3BeAeHUN
He ObUIO; TOTJa OH MHOMPOCHII JIaTh €My
pacnucaHHble rojoca. beuto cymum yno-
BOJIbCTBUMEM HaOmonarh, kak MouapT mno-
CHEUIHO CaJuTCs, PACKJIAJbIBA€T BOKPYT
ce0s 3TH rojoca U, 3a0bIB BCE Ha CBETE, HE
BCTAE€T C MECTA, MOKA TIIATEIBHO HE MPO-
CMOTPHUT BCE, YTO UMEJIOCHh U3 IIPOU3BEIC-
Huii baxa. OH BbIIpocui cebe KOMUIo HOT U
OYEHb LIEHUII €6»°.

baxosckast Mecca A dur (BWV 234) sB-
CTBEHHO HaMe4aeT KOOPAMHATbl JTyXOBHOMU
My3bIkH [IpocBemienuns, B pycie KOTOpOu
paboran u Mouapt. A TO, 4TO 3aJOKEHO
B XV uactu Meccel h moll (Et incarnatus est)
HanpsIMyto oT30BETCS B Lacrimosa mouap-
TOBCKOro PexBuema: ananoruunoe lamento,

CONPOBOXKIAEMOE JIBYX3BYYHBIM MOTHBOM
CTOHA y CKPHUIIOK C TAaKMMHU K€ HIEMSAIIUMHU
3aaepxkanuamu. [Ipruém 310 crano onpene-
JIEHHBIM apXETUIIOM BBIPAXKEHUS COCTOSIHUM
CKOpOU 11 MY3bIKHM BILIOTH J0 KOHIAa XX
BeKa (CM. IeNbId psii Amu3010B PekBuema
B. Aprémosa, 1989).

MenneHHble  4acTH KJIABUPHBIX  KOH-
ueptoB E dur (BWV 1053) u 4 dur (BWV
1055) aKneHTHpOBaHHOW YTOHUEHHOCTHIO
U3ALIECTBA JIMPUYECKOTO U3BSICHEHUS Tpe/l-
BOCXUIIAIOT MOI00HOE y 1o3aHero Momapra.
U co3maérces BrieuatmieHue, 4To B CBOUX (hop-
TEMUAHHBIX (PaHTA3USIX OH OTTAIKUBAJICS OT
OKCTaTeNIFHOTO APTUCTU3MA KIIABUPHBIX Be-
mieii Tumna [Ipemronuu Es dur n3 XTK 11, Tok-
katbl u3 [laptutel Ne 6 u @anTazuu ¢ moll
(BWYV 906).

bemxoeen B BBICIIEH CTENEHU ILIEHUI
TBOpuecTBO baxa, Ha3piBan «Xopolio Temre-
PUPOBAHHBIN KIIABUP» CBOEW MY3bIKAJIbHOU
bubmnueit, mo3TOMYy HET HUYEro yAWBUTEIb-
HOTO B TOM, 4TO Allegri N3 KJIaBUPHBIX TOK-
kat ¢ moll (BWV 911) u e moll (BWV 914)
MOJITOTABJIMBAIOT YHEPTETUKY OETXOBEHCKHX
COHAT, HauajbHas 4acTh auntuxa daHTtazus
u ¢yra ¢ moll (BWV 906) 3aknanpiBaet 3¢€p-
Ha OETXOBEHCKOTO «IKCIMAHCUOHHM3MAa» KU3-
HCHHBIX OMTB, a OT JKuru m3 AHIIHICKOM
CtouThI Ne 6 IPOTATUBAOTCS HUTH K TIO3THUM
ckepiio berxoseHa.

Ilepememasce B XIX cronerue, Haxo-
UM, K MpUMeEpY, TaKue HamedaeMmble OJu-
KU Pomanmusma, Kak IO3TUKA JIMPUYECKON
packoBaHHOCTHU (AJuleMaH1a U3 KJIaBUPHOU
[Taptuter Ne 4), myuuTenbHbIE COCTOSHHS
OCTpOro rncuxojoruzmMa (peautatuBbl Ne 24
u 25 m3 «Crpacteit mo Mardeto» ¢ dpazoit

* Hur. mo: Hlycros C. bax. Dcce o My3bike u 0 cyapbe. M.: Ridero, 2016. URL:
https://www.litres.ru/book/sergey-shustov-8861194/bah-esse-o-muzyke-i-o-sudbe-19052473/chitat-

onlayn/ (mara obpamenus: 01.03.2023).
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Nucyca «/{ywa mos ckopobum cmepmenvro)
Wi cepa pOMaHCHOU KYJIBTYpbl (BILUIOTH,
KaK 3TO HM IapaJOKCAJIbHO, /10 YyBCTBEH-
HBIX aKIIEHTOB OYyIyIEro rOpoACKOro po-
MaHca — Hanpumep, B I vactu CoHarsl 11
CKpPHUIIKU U KiaBecruHa Ne 4).

Ecnu OpaTh KOHKpETHbIE UMEHA, TO Clie-
nyet Havath ¢ [llybepma. B YBepTiope u3
kiaBupHoi [lapTutel Ne 4 MOXHO yIOBUTH
XapaKTepHbIE JUIsl HETO Ma)KOPO-MUHOPHbIE
MepLaHus, a B cpeiHeM pasaene Apun 6aca
n3 Kanrarel Ne 211 — WMHTOHAIMOHHEIE
000poTHI BpeMEH BokasbHOTO IHKIa «IIpe-
KpacHasi MEIbHUYHXa).

Emé Oomee yHHMKalbHa B 3TOM CMBIC-
ne HavyaibHas Apwus conpaHo u3 KaHTtarsl
Ne 202, nopaszurensHo Onuskas k Ave Maria
(ocobeHHO 110 (haKType CONMPOBOXKIACHUS) U
B TO € BpeMs co3By4Hast Apuu Jlanuisl u3
onepsl Cen-Canca. [pyroii npumep moa006-
HOU «JIBOMCTBEHHOCTH» — «Ne 3. Apusi»
n3 Kanrarsr Ne 82, koTopyro B paBHOI Mepe
MO>XXHO COOTHECTH C BOKAJbHOM JIMPUKOU
kak [llyGepra, Tak u bpamca.

Omronnpl Oyaymero My3bpIKalbHOTO OH-
nepMmairiepa, CBOMCTBEHHOrO MeHaenbco-
HYy, MOXKHO IIO4yBCTBOBarb B CuuMiInaHe
u3 Conarbl s ¢uedTsl U knaBupa Es dur
(BWV 1031), a mpensemanue MOIIHOTO
KU3HEYTBEPKAAOLIETO  3apsiaa  YBEpTIO-
pbl Kk «HiopHOeprckum meiictep3uHrepam»
Bacnepa — B YBepTiOpe M3 OpKECTPOBOU
Croutsl Ne 3, K yeMy MO>KHO TPUCOETUHUTH
apPEKTUPOBAHHYIO MATETHKY OTAEIbHBIX
CTpaHUILl My3bIKH baxa, nogxBaueHHyo Jlu-
CMom.

B mnpakThke My3bIKalIbHOIO HMCKYCCTBa
smoxu bapokko ecTb Hemano pazHooOpas-
HBIX IPUMEPOB MPOTPaMMHOCTH. EnnH-
CTBEHHOE 0aXOBCKO€ COYMHEHHUE I0100HO-
ro pojAa MpeACTaBIAET HEMaJbli HMHTEPEC
B TOM OTHOLIEHHM, YTO BBUAY IOAPOOHO
MIPONMCAHHOIO CIOXKETA OHO 3a CTOJIETHE
C JIMUIHUM MPEABOCXMIIAIO0 aHAJIOTMYHbIE
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OIBITHl POMAHTHUKOB U Npexe Bcero «Pau-
TacTUYECKYyI0 cuMpoHuto» bepruosa.

B camom nene, ero HanucaHHoe JIsl Kiia-
Bupa «Kanpuudo Ha 0THE3/] BO3TIO0ICHHOTO
opara» (BWV 992, BcTpeuaercs 1 Ha3BaHME
«Kanpuyuno Ha oTbe3] 1I0OUMOro Opara)
— 3TO pa3BEPHYTHIN MY3bIKAJIbHBINA PACCKa3
110 MOBOJY JAECHCTBUTEIBHOIO Cily4as, Xpo-
HUKa B IIECTH YaCTSIX C pa3BEPHYTHIMU MO~
3aroJIOBKaMu:

— Ne 1, Arioso. Adagio («JlackoBbie yBe-
HIeBaHUs Jpy3ell HE MyCKAThCsA B JIOPOTY»)
— HEXHas dlleru4ecKasl putopuka ¢ Qury-
pamMu 10OpOro y4acTusi 1 coO0IEe3HOBAHUS;

— Ne 2, Andante B Bune ¢yraro («M3o-
OpaxkeHHe pa3HbIX Ka3yCOB, KOTOPbIE MOTYT
NPOM30MTH Ha 4Yy>KOMHE») — HACTOSITEIb-
Hble OOpalleHMs] K OTbEIKAIOIIEMY YiKe
¢ 6oJee TopecTHON WHTOHAITUEH;

— Ne 3, Adagissimo («BceoOmras nmevyanb
Tpy3eii») — ckopOHOe lamento, XpOMaTU3H-
pOBaHHas HUCIIAJAOIIASI MEJIONS C CUHKO-
MMPOBAHHBIM PUCYHKOM («Karelb CIE3»);

— Ne 4, Largo («CetoBanus py3eit: HU-
Yero He mnojeiaculb — IPUXOAUTCS Ipo-
11aThCs») — AKKOPAOBasi UHTEPMENHUS, BbI-
BOJIAILAS U3 COCTOSIHUA CTYNOPa;

— IPOHUKHOBEHHOM IPYCTH U CyMPavyHOMI
3aT€MHEHHOCTH KOJIOpPUTA HNPEIbIAYIINX Ya-
CTEll MPOTHBOINOCTABJIEHBI JIBE 3aAKIIIOYU-
TeJbHbIE C MX OE3yCIIOBHOI yTBEpAUTEINb-
HOCTBIO (F dur m B dur) n donpkiIopHOM
0e3bIcKkycHOCThI0O — Ne 5, «Becénas apus
NoYyTalaboHa (TOYTOBAS KAPETa OTHEIKACT)»
u Ne 6, Tpéxronocnas «®dyra B noapaxxkanue
POXKKY IOYTAIIbOHAY.

HeoxxuganHbIM MOXET IMOKa3aTbCs IMO-
UCK CBA3€H TBoOpueckoro Hacieaus baxa
¢ peassiMu My3bIKU XX cmonemus. Ho no-
CTaToO4YHO ObUIO ObI Ha3BaTh TOT ()AKT, UTO
camasl BIUsTEIIbHAs BETBb HEOKJIACCUIIM3MA
— 3TO, KOHEUHO Xe, Heobaxuancmeo. Ero
KOHTYpPBI CKJIQJBIBAIINCh CO BTOPOM MOJIO-
BUHBI XIX Beka (Hampumep, B TBOPYECTBE
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®. Jlucta u M. Perepa) u 3arem B MOJHOU
Mepe 0003HaunIUCh B XX CTOJCTHH.

[IpuBepKEHIIBI 3TOrO TEYECHUS CaMBIM
HIMPOKUM 00pa3oM HCIOJIb3YIOT XOPOILO
y3HABAa€MbIil MHTOHAIMOHHBIA (OHA MY-
3pIkM baxa (Bkitouass moHorpamMmmy BACH)
U €ro KOMIO3UIMOHHBIE CPEICTBA C pas-
JUYHON CTENEHBI0 UX MoaepHu3anuu. [lpu
3TOM XapakTEPHO IMOSBJICHUE COYMHEHUI
C HauMeHOBaHMEM Tuna cepun J. Buna-
Jlo6oca «bpasunbckas 6axuaHay.

Heo0axuaHCTBO BECOMO MPEICTABIECHO
Y B TBOPYECTBE HAIIUX COOTEYECTBEHHUKOB!
ot M. CTpaBUHCKOrO, OTKPBIBABILEIO 3BO-
JIIOLIMIO MY3bIKaJIbHOTO UCKyCCTBA XX BEKa,
1o A. lllnuTke, 3aBepuIaBIIero e¢.

K uyucny «puckoBaHHbBIX» Tapaienen
¢ My3bIKOM XX BEKa MOYKHO OTHECTH CIIEly-
OLLHE:

— 4YeTeIpe AydTa s KiaBupa solo
(BWYV 802-805) ¢ ux paninoHaIMCTUYECKOM
HalEJIEHHOCTBIO M TOCIO/ACTBOM MHTEIJIEK-
TyaJIbHOTO Hauyaja COOJa3HUTENBHO COOT-
HECTU C MPUHIUIIAMU COBPEMEHHOIO KOH-
CMPYKMUBUMA,

— «3aBUXPEHUS» 3BYKOBBIX JINHUM B XO-
panbHoU npentoaun (BWV 676) npubnmxa-
0T K BIICYATIIEHUIO AMOHAIUIMA,

— BOJIILIEOCTBO MOCJIEOBAHUN «ILIBIBY-
mux» rapmMonuid Il wactu Konuepra s
KJaBupa ¢ opkectpom g moll (BWV 1058)
MIPEIBOCXUILAET COHOPUKY .

Ho yxe 06e3 kakoro-mmbo pucka MOX-
HO TOBOPUTH O TOM, YTO MHUPOOILYIICHHUIO
COBPEMEHHOI'0 YEJIOBEKa OYEHb CO3BYYEH
MOPA3UTENbHbIN JUHAMU3M MHOTHX CTpa-
HUI] OaXOBCKOW MY3bIKH, KOTOPBIA Oazupy-
€TCA Ha yIpyroi MUMIyJIbCUBHOCTH PUTMa
(c yyacTHeM CHHKONMPOBAHHBIX PHUCYH-
KOB), Ha OCTPOTE apTUKYJISIIIUK U rpaduue-
CKOM pelnbede GakTypsl.

B psine citydaeB 3TOT JBUTATENbHBIN HEPB
pa3uTeIbHO HATIOMUHAET TO, YTO CTAJIO MPH-
Cy1lE J)Ka30BOM UMITpoBU3aLuu. B kauecTBe
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MOKa3aTeJIbHbIX IPUMEPOB MOXKHO COCHIaTh-
cs Ha Takue o0pa3iibl, kak «Ne 41. Apus» u3
«PoxnectBeHckor oparopum», Morer Ne 6
(BWYV 230), IT yacte CoHaTbl 1J1s1 CKPUNIKU
u knaBupa (BWV 1017), Il vacts opranHoi
[Tactopamu F dur (BWYV 590) u Ilpenton u3
AHMMCKON crouThl Ne 2.

[IpuBenénnas mnapasuiellb MOATBEPXKIa-
€Tcs TeM, 4To My3blka baxa mydie, yem
4TO-IM00 JApPYyroe U3 MYy3bIKaJIbHOM Kilac-
CUKH, TOjIaéTcst JHKa30BOM 0OpaboTKe.
B uyucne spkux MNOATBEPKICHUM STOMY
— TOJy4MBLIas IIMPOKYH HOMYJISIPHOCTh
NpaKTUKa BOKAJNBHOW Tpymnmel Swingle
Singers, KoTOpas BbICTyIaja ¢ KOPPEKTHO
BBIITOJIHECHHBIMU BUPTYO3HBIMU apaHKUPOB-
KaMH HMHCTPYMEHTAJIbHBIX MPOU3BEICHUI
baxa, ocHOBaHHLIMH Ha CJIOTOBOM BOKAaJIHU-
3alUM, NONJAEPKaHHOM ydacTHEM yOapHOU
YCTAHOBKHU U C YAEpP>KaHHEM BCEX «IPEMY-
JIPOCTEN» KOHTPAITyHKTA.

Onnako BepHEMCs K Ommkaimemy Oy-
nyleMy, KakuMm oHo Obuto st baxa, u
B IPOJOJKEHUE MBICIM O MPOTHO3aX M
MIPEJBOCXUILECHUSAX HAIIOMHUM, YTO IO3]-
HUM bax oka3aiics Ha TpaHu BpEMEH: 3aBep-
mana cBOM OOJIBIION MCTOPUYECKUN MyTh
s1roxa bapokko u HapoXkJajiack CMEHSBILAS
e€ snoxa IIpoceemenus. Komnosutop pe-
arupoBajl Ha MPOUCXOASIINE IEPEMEHBI HE
TOJILKO OTJICJIbHBIMU TPEABEIIAHUSIMHU, HO
Y CO3/aBasi K KOHIy TBOPUYECKOTO MYyTH Lie-
JIOCTHBIE KOHLIETIMU, B KOTOPBIX PACKPHI-
BAJIOCh B3aWUMOJICUCTBHUE YXOISIIETO U Ha-
POKIaBLIETOCH.

Camasi rpaHano3Hasi U3 TaKUX KOHIIET-
mui — Mecca h moll. B Heli MbI HaxoauM
SBCTBEHHO BBIPA)KEHHOE PACCIOCHUE Ha JIBa
Pa3HOHAINPABIEHHBIX MOTOKA KU3HEHHOU
MaTepuu.

C onmHOW CTOpPOHBI, BCENPOHUKAIOIIAS
nevyaib MPOIIAbHOW TMOpPBI, OIUIAKUBAHUE
UCXO0/1a, YTO MPEACTABIECHO B CKOPOHBIX XO-
pax. Iloxany#, Haubosiee BbIpa3UTEILHBIN



Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. Ne 2

n3 HuxX — «XV. Et incarnates est», ynuBIs-
IOIMHA CBOMM TOPA3UTEIbHBIM CXOJCTBOM
¢ Lacrimosa Oyaymiero MoIapTOBCKOTO
PexBuema.

N psgom ¢ mogobueiM B Mecce h moll
bukcupyercs wuaymee Ha CMEHY ObUIo-
My. DTO HOBOE BBIPBIBAJIOCH W3-TIOJ] CIyAa
MIPEKHETO C KOJIOCCAJBHBIM 3alacoM CHI,
C UCKIIOYUTEIBHBIM JHTy3ua3MoM. OHO
MYaJoCh «Ha BCEX IMapycax» K TOPHU30H-
TaM HEW3BEAAHHOIO — OTCIOAa MpPEeeib-
HBIJ JMHAMU3M, IKCIIAHCUBHBIN TOH, BOMH-
CTBEHHO-HACTyMaTelibHasi YCTPEMIIEHHOCTb,
NOMYEPKHYTass OCTPbIMU  CUTHAJIBHBIMU
pocuepKkaMu TpyO BBICOKOTO CTPOs (UX UMe-
HYIOT OaxoBCckMMH TpyOamu). U B cBeto-
HOCHBIX, MPA3THUIHBIX U3BSIBICHUSX CJIOB-
HO OBl YTBEpKIaeTcs CaKpaMEHTAJIbHOE
«Koponv ymep, 0a 30pascmeyem koponw!»,
TO €CTh XXW3Hb BCETNa MPOJIOJDKACTCS, He-
CMOTpSI HU Ha 4TO (OCOOEHHO IMOKa3areseH
B 3TOM OTHOIIEHUH «XX. Sanctusy).

K croBy, HECKOJIBKO TO3XKE POBECHHUK
baxa I'ennens Oynet BOCIPOU3BOAUTH B CBO-
WX TIOCIIEHUX OPATOPUSX HEYTO MOJO00HOE:
OypHO€ KHUIIEHWE CHUJI, HACTOSIIINI BOJOBO-
POT BCEHAPOJHOM PHEPrUM, pacUMINAIOIIEH
IyTh HOBOM JKM3HH, HO CTOJIb MTHTEHCUBHOMN
SHEPTEeTUKU OH HE JOOBETCS.

O6beaunser 000MX KOMIO3UTOPOB-TIO-
TU(GOHUCTOB  HCIIONB30BAaHUE  MPUEMOB
BUPTYO3HOTO (PYTHPOBAHHOTO H3JIOKEHUS,
KOTOpbIE CIy»KaT B JIaHHOM ciydae oOpu-
COBKE 3pUMOW KapTHUHBI OOJBIINUX JIFOM-
CKHMX TMOTOKOB, OETYIIUX MapajuieIbHO APYT
IPYTy U, B KOHEYHOM CUETE, CIMBAIOIIMXCS
B €IMHOE PYCIIO.

Urak, penpe3eHTUpyoTcs pasHOHAMNpPaB-
JIEHHBIE, IPOTUBOCTOSIIIIAE PYT APYTYy AaH-
HOCTH, 4yeM Oblia 3auKcHpoBaHA Kapiu-
HanpHas cutyauus cepennHsl XVIII Beka
Kak nepexonHoro nepuona. Ho bax, oue-
BUJHO, He ObLI1 Obl baxom, ecau OBl B TOM
KapTUHE MHpaA, KOTOPYIO OH MOJEIUPYET
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B Mecce /1 moll, orpanuuuicst Ob1 BOCIIpO-
U3BEJICHUEM CYT'y0O aKTyaJIbHOTO.

B 1momo0HBIX KOHIEMIIUAX €ro0 HEU3MEH-
HO BJIOXHOBIIST 00pa3 BEYHOIrO, HEMpPEXOo-
nsmero. [lonHumasich K KaTeropusiM Ha-
NPOCTPAHCTBEHHOTO W  BHEBPEMEHHOTO,
KOMIIO3UTOp CJlaraeT TUMHUYECKOE IPUHO-
IICHUE BCE3EMHOW >XKW3HHU, BO3JABUTACT U3
3BYKOB BEJIMYECTBEHHBII MOHYMEHT MHU-
po3nanuto. K 3Toil u3BeuHoit Mmarepun bax
MpUKacalicsl He pa3 v yMell nepeaaTh €€ Kak
HUKTO JPYTOH.

Ecmm Meccy h moll mpoHusbiBaeT ma-
doc cakpanbHO-Bceobiero, To F'onbadepr-
Bapuanun (BWV 288) npu Bcelt ux mo-
HYMEHTAJIBHOCTH OTIMYAET WHIWBU]yallb-
HO-JINYHOCTHBIN U CYry0O CBETCKH MOCHLI.
ABTOpCKO€ Ha3BaHUE 3TOr0, OAHOIO M3 Ca-
MBIX MO3/IHUX, KJIIABUPHBIX counHeHul baxa
— «Apwus ¢ TPUALIATHIO Pa3IMYHBIMU Bapua-
UMW, TJIE CJIOBO «PA3JIMYHBIE» OBLIO TIPH-
3BAHO OTMETUTh CBOMCTBEHHBIE JTaHHOMY
MIPOU3BEACHUIO CUIIbHENIIINE KOHTPACTBHI.

BricTpanBas oOmupHeHnii MUKpOKOC-
MOC MPOSBJICHUN 4YEIOBEYECKOW HaTyphl
(oO1iee 3ByyaHUE OKOJIO MOIYTOpa 4YacoB)
C HCIOJIb30BAaHUEM Pa3HbIX CTHIJIEW CBOETO
BpeMeHH (BKJIIOYasi MaHepy (PpaHIly3CKOTO
KJIaBeCHHHU3Ma) M, TakKuM oOpa3oMm, ¢op-
MUPYSI CBOEr0 pojAa MOJIUCTHIUCTUKY, KOM-
MO3UTOP TMOCJENOBATEIbHO MPOJBUraJCs
B «3MI0XaJIbHOM» BPEMEHHU.

3akatr bapokko Ooiiee BCEro OJIMIIETBO-
PSIM HACTPOEHHUS CO3EPLATENBHOIO MOKOS,
noaépuyToro ¢GuépoM YCTaIoCTH, HU3AIle-
CTBO TF'aJIAHTHBIX «PEBEPAHCOBY» U YEPTHI PU-
topuuHocTu. [Ipennsepuem Ilpocsemenus
Yaie BCEro CIyXWin OypHas akTUBHOCTh
(mopoii ¢ OTTEHKOM OpPyTabHOCTH), IPSIMO-
Ta U PE3KOCTh BBIPAKECHUS.

B xone pa3BéprThiBaHMS LIMKIIA BCE spye
U CMeJiee HaMEyaroTcs MPU3HAKU HOBOTO U,
CJIOBHO MPOPOYECTBYS CIEAYIOLIEH 3I0XE,
KTo Oyzner ompenenstouumu ¢urypamu eé
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MY3BIKaJIbHOTO MCKYyCCTBa, bax B ABYX cO-
CETHUX BapHalMsIX Aa€T «roToBoro» Mo-
1apTa u «roroBoro» berxosena.

XXV Bapuanus — 3T0 O-MOLIAPTOBCKHU
YTOHYEHHAsI KpacoTa JUPUYECKUX SMOILMI
C COOTBETCTBYIOIEH H3BICKAHHOCTBIO 3BY-
KOBOTO MHUCHhMa, U 3TO «OE3HBD» COKPOBEH-
HOTO TICHXOJIOTU3Ma, KOTOPBIE CKPBIBAIUCH
B TBOPUYECTBE BEJIMKOIO ABCTPUILIA 32 BHEII-
Hel JETKOCThIO U aHAKPEOHTUYECKOM Oe33a-
OOTHOCTBIO.

XXVI Bapuarusi — 3T0 1M0-0€TXOBEH-
CKM DHEPTUYHAsi MOTOPHUKA ATIOHOTO IIaHA
C XapaKTepHO TE€POMYECKOM OKpalleHHO-
CThIO, YE€M HEMOCPEICTBEHHO IMpeaBeIIa-
JIUCh 3HAMEHUTBIE 32 Bapualuu ¢ moll, u 3to
COBEpIICHHO WHas TPAKTOBKA ITHUAHHUCTHU-
yeckol TexHuku, uto A. IlIBeiiniep oneHun
cienyromum obpazom: «M3 Bcex mpowusBe-
neHui baxa HU OHO Tak HE MPUOIMIKACTCS
K COBPEMEHHOMY (HOPMENnUAHHOMY CMUTIO
[kypcuB moil. — A. /], xak 310. IIpenmno-
CJICAHIO U MPEAIIECTBYIONIYIO € Bapua-
LU0 BCSKUU HENPEIB3ATHIM CIIyLIATEb...
oTtHEC ObI K (OpTENHAaHHBIM COYMHEHHSIM
Berxosena...»*.

IIpy Bce TOJNBKO YTO OTMEYEHHOU
YyTKOCTH K BESIHHSIM HOBOro, bax ocraBan-
Cs CBIHOM CBOEH 3MOXH, U 3TO MOCIYKUIO
OTHOW W3 TPUYUH €ro JOJToro 3a0BEeHHS
B IIMPOKHX Kpyrax CIylmaTelbCKOM ay-
nurtopun. K cepenune XVIII Beka Benu-
KU KOMITO3UTOpP BCE OOJIBINE PACXOAUIICS
C YTBEPXKJABIIUMCSI TOTJa HOBBIM MY3bI-
KaJIbHBIM CTHJIEM, KOTOPBI CBOE OKOHYA-
TEJIbHOE Y KOHIICHTPUPOBAHHOE BBIPAKEHHUE
MOJAYyYWJ B TBOPYECTBE MPEACTABUTENEH
Benckoii k1accuueCKo# MIKOJIBI.

Ero «upe3mepHo yuénoe» nonudoHuye-
CKO€ MCKYCCTBO CTaJI0 CYUTATHCS CTAPOMO/I-

4 Ileeituep A. Worann Cebactbsin bax / mep.

C. 236-237.

C
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HBIM, II03TOMY J1a’K€ CBIHOBbSI KOMIIO3UTOpA
OTHIOJIb HE CITIOCOOCTBOBAJIM pacipocTpaHe-
HUIO TBOPUYECTBA OTLA, @ CAMBIM U3BECTHBIN
u3 Hux, Morann Kpuctuan (tax Ha3biBae-
MBIN «JIOHAOHCKUI» bax), mo3Boisn cebde
npeHeOpeKUTETbHO UMEHOBATh €0 «Cma-
DbIM NAPUKOM.

OpnHako ciieyeT Npu3HaTh, YTO OTHIONb
He Bc€ ObUTO 0JIaroIoIyYHO U C IPU3HAHUEM
baxa npu xu3Hu. EMy Hepenko npeanodu-
Tald MEHEE 3HAYUTENbHBIX MY3BbIKAHTOB.
Tak, B Beiimape B 1717 romy BakaHCHIO
KarenbMeiicTepa 3aHsul COBEPILIEHHO 3ay-
PAIHBIA KOHKYPEHT, U baxy mpumiocs mo-
KUHYTb Topo. B 1723 na konkypce B Jlein-
ure oH (GopMaTbHO BBIIEPIKAT HCIIHITAHUE
¥ OblI Ha3HayeH Ha JOJKHOCTh KaHTOpa
1epkBu cB. @OMbI, HO MarucTpar ropojia He
NPEMUHYT 3aMETHTh, YTO BBIHYXKIEH «00-
B0ILCMBOBAMBCSL  MY3bIKAHMOM — CPEOHE20
00CMOUHCMBAY.

Ha nporsxenun Bcero XVIII Beka baxa
naxe B I'epMaHuM OOBIYHO HE MPUYUCIISUIN
K KpynHbIM Komno3uropam. He roBops o
I'ennene u Tenemane, ero noMemain Mmocje
Takux aBTOPOB, Kak . dyxkc, A. u I. ['pay-
HbL, [ [IITéNbLIENb, MIMEHA KOTOPBIX CETOIHS
IIOYTH HUYETO HE TOBOPAT JakKe UCTOPUKaM
My3bIKH. A n3 baxoB B koH1e xu3Hu Horan-
Ha Ce0acThsHa BUIHEUITUM KOMIIO3UTOPOM
cuuTaics ero cblH @ununn IManyaunb. [lo-
0aBUM K 3TOMY TOT (DaKT, UTO B CBOE BpEMs
M3 OFPOMHOIO HACJEAMs €My yIaJloCh OIy-
OJMKOBATh BCETO JECSATH MPOU3BEICHUN.

Kak Ob1 HE OBUIO 3TO YAMBUTENHHO, HO
BOKHEUIIEH MOMEXOM €ro KOMIIO3UTOP-
CKOIl M3BECTHOCTH TMOCIYXHIO 0€30T0BO-
pPOYHOE INPU3HAHME B KAa4€CTBE MCIOJIHU-
Tesl Ha KJIaBUpPEe M OCOOEHHO Ha Oprase,
TO €CTb «HECAbIXAHHO GUDPMYO3HAs USPA»

HeM.; nocnecn. S. Jlpyckuna. M.: My3bika, 1965.
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(®. llInurra)’ baxa 3aTMeBaia My3bIKY, CO-
TBOPEHHYIO UM: HallUCAHHBIE UM MPOU3BE-
JIeHUs KaK Obl PAaCTBOPSUIMCH B €r0 MCIIOJI-
HHUTEIbCTBE. AHHAJIBI MY3bIKaJIbHOM JKU3HU
TOIO BPEMEHH MNECTPSIT BCEBO3MOKHBIMU
peNALUAMU Ha DTOT CUET.

«$l umen cyactbe CIBIIIAaTh BCEMHUPHO
3HameHuToro rocrnoauHa baxa. Ilpexnae
nonarait, 4tTo OpeckoOabIi OJTUH MOTIIOTHIT
BCE KJIAaBHPHOE HCKyccTBO, a Kapuccumu
MHE MPEJCTaBISICA CaMbIM IPUBJIEKATENb-
HBbIM opraHuctoMm. OJIHaKo, €CJI1 IOMECTUTD
000X UTANBSIHIICB BMECTE C UX UCKYCCTBOM
Ha OJIHy Yally BecoB, a HeMla baxa Ha apy-
Iy, TO OH HAMHOTI'O IIEPEBECUT, U TE€ JIBOE
B3METHYTCA B BO3ayX» (M. dypmaH, KaHTOD
ruMHa3uu B bepnune, 1729)5.

«51 HECKONBbKO pa3 CIbIIIAT UTPY ITOrO
BEJINKOTO 4esloBeKa. Ero MCKyCHOCTBH Ipo-
CTO TIOpa3uTElbHA, U TPYAHO IMOHAThH, Kak
eMy yHaéTcs CTOJb MPOBOPHO JEHCTBOBATH
pyKaMU U HOTaMH — C TaKUM HX Teperie-
TEHHEM U C TaKOM PacTsKKOM, UTO Aaxke ca-
MbIe OOJIbIITNE CKAUKU HCTIONHSIIOTCS UM 0€e3
ennHoro (anpmmsoro 3Byka» (M. IllaiiGe,
MY3BIKQIBHBIA KPUTHK, 1737).

[IpucoenHuM K 3TOMYy MOCBSAIIEHHOE
baxy cruxorBopenue JI. Xynemana, Hanu-
canHoe B 1732 rony.

Benuan Te0st BEeHKOM JIaBpPOBBIM ATIOJUIOH,
B rpanuTe Be4HOM TBOE UM BBICEK OH.
Ho 161 1 cam cebe GeccmepThe o0eceun:
CBOMM HCKYCCTBOM ThI C€0s1 YBEKOBEUMII.

Cpenu TMOSTUYECKUX OTKJIMKOB 00pa-
maer Ha ceda BHuManue «CoHET mamsiTh
baxa», nanncannsiii B 1751 ropy I'. Tenema-

HOM — BBIJJAIOIIUMCS] KOMITIO3UTOPOM, KOTO-
poro 3ayacTyro npeanountanu baxy: «Ycon-
muii bax! C Tobo¥i Bnagenune opranom //
He npeB3oiinénHoe HuKEM norpedeHo. .. »

My3bIkaHTCKUW TIpecTHk baxa Obut
CTOJIb BBICOK, YTO TOPOJACKHE BiacTu JIenr-
[[MTa BBIHYXEHBI OB 3aKPBIBATh IV1a3a Ha
TO, YTO B MOCJIETHEE AECCATUIIETUE )KU3HU OH
HEpeNIKo MpeHeOperan CciayKeOHbIMU 00s-
3aHHOCTAMU. VI B MarepuallbHOM OTHOILIE-
HUU OH K TOMY BpEeMEHH ObLI BMHOJHE 00e-
CIIEYEHHBIM.

Ero odurmansubeie 1oxoasl B 5 pa3 mpe-
BOCXOJIWJIM PEHTY mactopa, B 14 — MIKOJIb-
HOTO YYHWTENs, mouTu B 17 — ropoackoro
My3blkaHTa. K TOMy ke ero cemps pacno-
narana OecruIaTHOM KBapTUPOU ¢ TOCTUHOM,
CTOJIOBOM, KaOMHETOM [IJIsi COYMHEHUS MY-
3bIKH, MATHIO CHAIBHSMHM M KOMHATOM MJis
MIPUCITYTH.

U BecbMma mokazaTenbHO TO, 4TO B 1749
romy, y3HaB O cepbé3HOM Oone3nu baxa,
munuctp I[lpyccun morpeboBan Ha3HAUUTH
BMECTO HETO JPYroro opraHucra, Ho Jlein-
LUTCKUI MarucTpar 3asiBUJj, 4TO HE C/IeNlaeT
ATOTO BIUIOTH JO CMEPTHU BBIJAIOLIETOCS MYy-
3bIKAHTA.

Bcé aTo Obu10, TIIaBHBIM 00pa3oM, Ciel-
CTBMEM CONpPOBOXIaBuIed baxa ciaBbl
HEIPEB30MAEHHOTO BHUPTY03a, K TOMY XK€
3HAMEHUTOTO CTOJIb K€ HEMPEB30UIEHHBIM
MCKYCCTBOM MMIIPOBHM3alMu. TeM He MeHee
HauboJ1ee MPO30PIUBBIEC LIEHUTENU-TIpodec-
CHUOHAJIbl YK€ MPU €ro >KU3HU YraJblBaJIU
MacmiTad JapoOBaHHOTO €My KOMITO3UTOp-
ckoro renusi. M. JIpyCKMH TIpUBOAMT Clie-
nytomme ¢aktel: B 1728 romy U. Totmen

5 Iur. mo: Xammepuurar 5. Ecnu 661 bax Bén queBnuk. M.: JIuteparypa. C. 59. URL:
http://library.lgaki.info:404/2017/Xammepruiar  Ecnn%20051%20bax.pdf (mata obpamenns: 01.03.2023).

¢ 3meck u manee muT. 10: JIOKyMEHTHI KU3HM U aesteapHocTn Moranna Cebactesana baxa / mep. ¢ HeMm.;
coct. X.-M. Hlynse. M.: Myssika, 1980. URL: https://hub-book.com/books/47488-xans-ioahim-shulce-
dokumenty-zhizni-i-deyatelnosti-i-s/toread/page-63 (mata oopamenus: 01.03.2023).
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Ha3BaJ TPEX MACTEPOB MY3BIKH, «JICJIAFOIINX
yecTh Hamemy OteuectBy — Teneman, I'eH-
nens, bax», a B cnenyromem rony M. Mar-
Te30H noctaBwWi uMs baxa nepen [ enaenem,
Tenemanom u apyrumu’.

ITocne xoHunHbl baxa, BO BTOpOH 110JI0-
BuHe XVIII Beka, npekIoHEeHUe nepes ero
TeHHEM IO AEPKUBAIOCH B TOCTATOYHO y3-
KOM KpYI'y 3HAaTOKOB, IPUYEM IIOCTEIICHHO
YPaBHHUBAJIACH €0 3HAYMMOCTHh B Ka4€CTBE
UCIIOJIHUTEIIS U KOMITIO3UTOPA.

«Kax B I'pertum 6511 TONBKO OtuH ['omep
u Kak B Pume Obu1 TONbKO OiMH Beprunui,
Tak u B [epmanuy, BuaAnMo, ObL1 U OCTAa&TCS
Tonbko onuH bax, ¢ koum Bo Bcer EBpome
HUKTO HE CPAaBHWJICSA B IPEKHUE BPEMEHA
— OyAb TO B MCKYCCTBE KOMIIO3HMLIUU WJIN
B UI'PE HA OpraHe WIK KIIABECUHE — U KOETO
HUKTO HE IPEB30UAET B IPALYLIEM MUPE»
(®. Mapnypr, My3bIKaldbHBIA TEOPETHK,
KPUTHUK U KOMITO3UTOD, 1751)%,

«CebactbsiH bax Obul TeHHEM BBICILIETO
nopsiaka. Jlyx ero 0bu1 cToiib cBOeoOpaseH,
CTOJIb TPAHIMO3€H, UTO /IS TOTO, YTOOBI I10-
CTHYb €T0, MOHAJA00SITCS 1IeJIbIE CTONETHS. ..
OH B 0AMHAKOBON Mepe ObLI U BUPTYO30M,
U KOMITO3UTOPOM... Bpsia nu kro-HuOynb
KOrZa-HuOyap mucan JUisi opraHa ¢ Takou
IIIyOMHOH, ¢ TaKMM BJIOXHOBEHHEM U C Ta-
KM IIOHUMaHUEM CYLIECTBA MCKYCCTBa»
(K. Iy0apt, mO3T, KOMIIO3UTOP U OPTraHUCT,
1785).

Te, xro mpexae xopowo 3Han baxa u
II0-HACTOAILIEMY LIEHWI €Tr0, BO BTOPOH II0-
smoBuHe X VIII Bexa eqMHOMYIIHO Ha3bIBAIU
€ro BEJIMKUM. JTO CIIOBO MHOTOKPAaTHO 3BY-
4aJi0 B yCTaxX Pa3jJNYHbIX JIUL — BOT TOJIBKO
HEKOTOPBIE JaThl MUCbMEHHBIX HUCTOYHHKOB
C YNOMHHaHUEM JaHHoOro smurera: 1750,
1760, 1768, 1773 — nBaxnwl, 1774, 1776,

1783, 1788, 1789 — nBaxnawr, 1790, 1791
— nBaxasl, 1796.

BenukrM nocTOSIHHO HasbplBajl OTLA U
Oununn OMMaHy31b (BTopoi cbiH baxa).
B 1765 rony B IlpenucnoBun K U3IaHUIO
ero xopanoB OH nuueT: «IlokoWHBINA aB-
TOP HE HYKJAETCsI B MOUX PEKOMEHJALUSAX.
Bcem naBHO yke MPHUBBIYHO, YTO H3-TOJ
€ro rnepa He BBIXOAWIO HUYEro, Kpome mie-
JIEBPOBY.

N yem Gnuxe k xkoHy XVIII cronerus,
TEM B IIOAOOHBIX OIIEHKaxX BcE OoJiee mpeBa-
JMPOBAJIO KOMIIO3UTOPCKOE Hacneaue baxa.

«CoOpanue npentoauii 1 Gyr Bo BCEX TO-
HaJIBHOCTAX MOKHO Ha3BaTb BEPXOM COBEp-
menctBay (K. Hede, kommosurtop, opranuct
Y MY3BIKUIBHBIA KPUTHK, YIUTENb beTxoBe-
Ha, 1783).

Heckonbko neT crycTst eMy BTOPUT O TOM
ke XTK npyrodl neHurens: «...IepBeuiiee
U HauOojiee HENPEXOAsIee U3 BCEro, 4em
oOyajjaeT HeMelKasi Haluus B OOJIaCTH My-
3bIKaJIbHOTO MCKyccTBa...» (M. Pénpirad,
MYy3bIKaJIbHBIA KPUTUK U U3aarens, 1890).

«Cebacthsin bax, Benuuaiiimuii mactep
rapMOHUU — TOT, KTO CBOMM METO0M KOM-
MO3UIUHU, CBOUMHU 00Pa3LOBBIMH COUNHEHU-
MW ¥ MHO>KECTBOM YUEHUKOB IIOJIOKHJI Ha-
yasio npuoOmienus OTeuectBa K BHICOKOMY
uckycctBy» (M. Peiixapar, my3bIKaJbHbBIN
kputuk, 1800).

Wnn takoe «yactHoe» npusHanue: «He-
B3Upas Ha TO, YTO S BCEMU MBICIUMBIMU
crocobaMM MBITAJICS MOCTUTHYTh TaWHBI
MY3bIKaJIbHOIO MCKYCCTBa, sI TEM HE Me-
HEE OXOTHO CO3HAKCh, YTO B YXUIIPECHUSIX
baxa noka 4ro pa3zbuparock He 60blIe, YeM
o0e3psHa B maxmarax. M yem Oomnblie s co-
BEpPLICHCTBYIOCh B HCKYCCTBE, TEM SICHEE
OCO3HAI0 €T0 BEJINYUE, KOTOPOE, BHE BCAKUX

7 pyckun M. C. Horann Cebactbsn bax. M.: My3sika, 1982. 383 c.
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3neck u nanee: JlokyMeHTHI )u3HU U fnestensHoct Moranna CebacthsHa baxa. ..
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COMHEHUM, HABEKN OCTAHETCS HETOAPAKAC-
MbeiM» (M. Kupubeprep, TeopeTuk u Kommo-
3UTOP, OIMH U3 MOCJIEIHNX yYeHUKOB baxa,
1783).

HanpHelmas cyap6a 6axoBCKOro HacJe-
st obmensBectHa. Ero mopnuHHOE BO3-
pokJeHne Haqanoch ¢ 1829 rona, koraa nox
ynpasiieHneM @. MeHziebcoHa COCTOsIIOCh
ucnonaenue «Crpacteit mo Margero», Bbl-
3BaBIlIee Yy CIIyIIareiel 4yBCTBO Oiaroro-
BEMHOI0 BOCTOpPra — TOIJA 3TO IPOU3BE-
J€HUE IIPO3BYYAJIO0 POBHO CTOJIETUE CILYCTS
IIOCJIE €Tr0 IEPBOr0 M E€IMHCTBEHHOI'O MC-
MIOJIHEHUS IIPY JKU3HU KOMIIO3UTOPA.

3arem Ha npoTsbkeHun XIX Beka uHTe-
pec K My3bIke baxa HEyKJIOHHO BO3pacTall,
YTOOBl B CJEAYIOIIEM CTOJETHMH OKOHYa-
TEJIBbHO 3aKPENUTh BCEMHUPHBINA TpUyM{) Be-
JIMKOTO JIOCTOSIHUSL Y€JI0OBEYECTBA.

B 1850 roxy, poBHO 4epe3 CTO JET oce
CMEpTH KOMIO3UTOpa, B lepmaHuu ObLIO
ocHoBaHO baxoBckoe o00mecTBO, MoCTa-
BHUBIIEE CBOCH IVIABHOM LENbI0 W3/IaHHE
[TomHOTO COOpaHUsi COUYMHEHHUM BEIHKOIO
My3bIKaHTa (OJHUM W3 MHULIMATOPOB ATOU
nestenbHoct Obul P. [lyman). OOmectBo
IpOZeNallo HEOLEHUMYI0 paboTy, codupast
pa3z0pocaHHbIE 110 BCEH CTpaHe U 3a €€ mpe-
nenaMu pykonucu baxa, pegaktupys u my-
Oonmukys ux (mocneaHuit, 46 ToM ObLT U3JaH
B 1900 roxy, To ecth 50 ner crycTs).

N. bpamc, onvH M3 KpynHEHIIUX KOM-
MO3UTOPOB BTOpOM mnonoBuHBI XIX Beka,
caMbIM BHUMATEJIbHBIM 00pa3oM cienui 3a
BBIXOJIOM 3TOro coobpanus. IlomyuuB oue-
PEIHOM TOM, OH Cpa3y K€ CIEIIMI O3Ha-
KOMHTBLCSI C HUM: «Y cTapuka baxa Bcerma
HaWaEmp 4YTO-HUOYIb HOBOE, a TJIaBHOE
— y HEro MOXKHO Hoy4uTscs»’. 1 310 roBo-
PHJI YEJIOBEK, )KUBIIMK Ha IOJTOpa CTOJE-

° Ilseiinep A. Ykas cou. C. 163.
10 ®opkens U. Yka3. cou.
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THUS IOKE JABHETO MPEAIIECTBEHHUKA, KOT-
Jla My3bIKaJIbHOE MCKYCCTBO, Ka3aJoCh Obl,
YLUIO JAJIEKO BIEPEN.

OpHuM U3 CBUAETENBCTB BCE Ooliee IMIn-
pOKOTO Mpu3HaHUS TBOpuecTBa baxa Mox-
HO CUMTaTh HApacTArOLIMi MOTOK Pa3HOIo
pona myonukanuii. [lepBoe xu3neonucanme
npuHaanexano U. dopkento — MosBUIOCH
oHo B 1802 romy, To ecTb uepe3 MOJBEKa
C JIMIIHUM IIOCJIE CMEPTU KOMIIO3UTOpA.
3HaMeHareIbHbl CTPOKU 3TOM KHMTrHU: «bra-
rojapsi BeJIMyaullle NeHUajlbHOCTH U HEy-
cranHenmemy Tpyny Moranny CebacThany
baxy ynmanoch Bcromy, Kyla TOJIBKO OH HU
oOpaian cBOW B30p, TaK pacIIUpUTh cde-
pY HMCKYCCTBa, YTO JaK€ €ro MOTOMKH HeE
B COCTOSSHUM OBJIQJIETh 3TUM HEOOBATHBIM
oorarcTBOM» .

3areM B Te4eHUE NePBOM MonoBUHBI XX
Beka myonukyercs enié 36 paboT (CToJb ke
CKPOMHBIX 110 00BEMY, Kak 1 KHUKKa Dopke-
7151). Bo BTOPOIi MOJIOBUHE TOTO K€ CTOJICTUS
TaKUX TPYAOB OBLIO OIMyOJIUKOBaHO yxke 163,
U Cpeill HUX — KaluTalbHbIe MOHOTpaduH,
noo0HbIe AByXTOMHUKY ®. [lInutter (1873,
1880). A y»ke TOIBKO B IEpBOE ACCATUIICTHE
XX Beka Boixonut okosio 300 pabot, u B ux
YHUCJIE — OJHO M3 JYYUIMX HCCIEAOBAaHUM,
npuHaiexamee A. [seiepy (1908), ko-
TOPBII MPOJEMOHCTPUPOBAJI BCECTOPOHHEE
3HAHUE ATOXU U CTOJIb JKe TIIyOOKOe MOCTH-
KEHHE MY3bIKH KOMIIO3UTOPA.

HeiHe Takux u3naHuii THICAYU U THICSYH,
U JJAaBHO YK€ CJIOXWJIACh CHelalibHas 00-
JacTh MY3bIKO3HAHUSI — OaxoBelIeHHUE.

Ucropnueckasd ponp caenaHHoro ba-
XOM CaMOOYEBU/HA, U COCTOUT OHA MPEX/IE
BCErO0 B TOM, YTO €My YJajoch 000OUIUTH
B CBOEM TBOPYECTBE BBICIINE JOCTHKEHUS
MHOTI'OBEKOBOW €BPONEHCKON MY3BIKAIBHOU
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KYJBTYPBI U TIPEAONIPEICTUTH €€ yTH B TIO-
CJIETYIOIIEM.

OH 3HaAuWTeNbHO pacwupuwil olpas-
HO-BBIPA3UTEIbHBIE BO3MOXHOCTH MY3bI-
KaJIbHOTO MCKYCCTBA, MIPU/IaB €My BBICOKUI
TUYECKUN CMBICT U GUI0CODCKYIO TTyOu-
HY, TIEPEOCMBICITIII U JTOBEN 10 COBEPIIECH-
CTBa MHOTHE CYIIIE€CTBOBABILIME B €T0 BPEMsI
(GOpMBI U KaHPBI, & IMEHHO — XOpaJIbHasI
o0paboTka, JyXOBHas KaHTara, IAaCcCHOH,
Mecca, My3bIKa Ui opraHa u kinasupa. [lo-
MUMO 3T0ro, bax cranm pomoHayaabHUKOM
KJIABUPHOTO KOHIIEPTAa M KOMIO3UIIMHA IS
CKPUIIKA M BUOJIOHYENU solo. SIBnssich He-
MPEeB30MAEHHBIM MacTepoM MoiudoHuw,
OH BMECTE C TeM BHEC OCCIICHHBIN BKJIAJ
B CTaHOBJICHHE TOMO(OHHO-TAPMOHUYECKO-
r0 CTHJISL.

CraB TO4KOM OTCU€Ta OOJIBIION MYy3bI-
KaJbHOW KJIACCHKH, TBOPYECTBO HEMEIIKO-

ro KOMIIO3UTOpa IMpUOOPENO COBEPIIEHHO
ONpEeIEeIEHHBIA BEYHOCTHBIN CMBICH. Bepo-
SATHO, MHOTHE MOIJIM OBl MPUCOECTUHUTHCS
K cyxaennto A. Ilxautke: « mymaro, dro
bax — 10 nentp. Bes myssika 3a 2000 ser
no baxa — nyte Kk baxy, k uenrpy. M no-
cie Hero 250 ner 6e3 Hero HU4Yero Het. Beé
B baxe — nentp. [axe ero umsa BACH:
pacxoxJAeHue JIMHUK B npotuBopeunn B—H
B 3TOM I10JIyTOHOBOM IIOJIIOCHOM COOTHOIIIE-
HUH, CO3JAI0IIEM dHepruto. Brnanenue Bcem
U IICHTP Bceroy!!,

Ecnu OKuHYTH B3MISIAOM NAHOpaMy MHU-
POBOT0 MY3BIKAJIBHOTO HMCKYCCTBAa M IIpH-
IIOMHHUTh €0 OCHOBHBIX NPEICTABUTEIEH,
TO, OYEBUJIHO, NPUAETCA TpU3HATh: Moranu
CebacThsiH ObUT HE TOJIBKO MEPBHIM MOJTNH-
HO BEJIMKUM KOMIIO3UTOPOM 110 BPEMEHH, HO
Y TIEPBBIM U3 BCEX BEJIMKHX KOMIIO3UTOPOB
10 CBOEH 3HAYUMOCTH.
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Abstract. In the late 19th century two young and original artists — Marcel Proust, who worked
not only as a writer, but also as a journalist (a music critic, as well), and Reynaldo Hahn, a composer,
music critic and public figure, — fall into the orbit of mutual influences. Having remained friends
(which can be seen, in particular, from their correspondence) up until Proust’s death, they have
maintained their artistic dialogue in one way or another. As a result of this, a number of Hahn’s
compositions dedicated to Proust appear at that time, as well as the cycle Portraits d’artistes —
four piano pieces by Hahn with declamation of texts from Proust’s early cycle with the same title.
The composition presents a peculiar double ekphrasis, since it portrays four baroque artists (Albert
Cuyp, Paulus Potter, Anthony van Dyck and Antoine Watteau), using poetic and musical means,
generating synthetic images-metaphors.

Hahn’s other compositions permeated with Proust’s aesthetics is his piano cycle Le Rossignol
éperdu, the pieces of which were composed at the same time as the first volume of In Search of
Lost Time was written. Unifying into a certain resemblance to a cycle, Hahn’s pieces are in effect
miniature sketches of images that are different in their nature (poetic, pictorial, architectural,
natural, mythological, etc.), affixed with epigraphs and other verbal commentaries. The composition
demonstrates the stylistic features essential to the French Belle Epoque: passéisme, ornamentality,
impressionistic hearing of sound-color, as well as a special attitude towards time. In the outcome,
this results in a compilation-cycle continuing the romantic tradition of the traveler’s album (Franz
Liszt), turning out to be concordant with compositions of Hahn’s contemporaries (in particular,
Debussy’s Preludes) and, in addition, presenting an original musical metaphor of Proust’s novel.

Keywords: Reynaldo Hahn, Marcel Proust, Portraits d’artistes, Le Rossignol éperdu
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KynbTypHOE Hacnepue B UICTOPUUECKOMN OLEHKe
Hayunas crarbs

«B nonckax yTpadyeHHOro BpeMeHu» B CroBe U 3ByKe:
o BnusHuu Mapcens lNpycta Ha TBop4yecTBO PeinHanbno AHa

Hpuna Cepreesna 3axap0exoBa

Poccuiickaa akademus my3viku umenu I necunulx,
2. Mockesa, Poccus,

sortileges@yandex.ru, https://orcid.org/0009-0005-6309-5574

Annomayusn. B xonue XIX Beka 1Ba MOJIOABIX U OPUTMHAIBHBIX aBTOpa — Mapcens [Ipycr,
paboTaronuii He TOJNBKO Kak Mucareib, HO U KaK XYpHAIHUCT (B TOM YHCJIE€ UM MY3BIKAJIbHBIN), U
Peiinanbo AH, KOMITIO3MTOpP, MHAHWUCT, MY3BIKAJIbHBIA KPUTHK W OOIIECTBEHHBIM NEATENb, —
MOMalaloT B OpOUTY B3aUMHOTO BIUsHUA. OcCTaBasCh APY3bsIMHU (YTO BUIHO, B YACTHOCTH, U3 HX
MEepenucKy) BIUIOTh 10 caMoil cmeptu IlpycTa, OHM Tak WM MHa4e MOAJEP>KUBAIOT TBOPUYECKUMN
JUaiior. B pesynbrare Hero mosBIISIIOTCS HECKOJIBKO MpOu3BeAeHUN AHa, MOCBAIMEHHBIX [IpycTy,
a Takxe UK «[lopTpeTsl XynoKHUKOB» — 4YeThipe (hopTenuaHHble Mbechl AHa C JeKJIaMaluei
TEKCTOB M3 paHHero onHouMmEéHHoro nukia IIpycra. IlpousBeaeHue sBisieTcss CBOEOOpa3HBIM
JBOMHBIM 23K(PACUCOM, MOCKOIBKY HILTIOCTPUPYET UYETHIPEX OapOUYHBIX XyIO0KHHUKOB (AnOepra
Kéiina, ITaymroca [Torrepa, AnTonuca BaH Jleiika, AHTyaHa BaTTo) moaTH4ecKuMH M My3bIKaTbHBIMH
CpeICTBaMHM, POXK/Iasi CHHTETUUYECKHE 00pa3bl-MeTadopHhl.

Hpyroe npousBenieHre AHa, MPOHUKHYTOE IMPYCTOBCKOM 3CTETUKOM, — (PopTenraHHbiii COOPHUK
«PacTepssHHBIN COJTOBEN», MBECHI KOTOPOTO MUCAIKNCH MapaJliesIbHO C MEPBBIM TOMOM «B monckax
yTpaueHHOTo BpeMeHu». OObenuHAACh B HEKOe MOA00He IUKJa, Mbechl AHa MPEACTaBISIOT
co00¥ MUHHMATIOPHBIE SCKU3BI Pa3HBIX MO CBOEH Mpupoae 00pa3oB (IMOITUYECKUX, )KUBOIMHUCHBIX,
apXUTEKTYPHBIX, MPUPOJIHBIX, MHU(POIOTUYECKUX U T. 1.), MOJAKpEIUIEHHBIEe snurpadgamu u
JIPYTUMHU CJIOBECHBIMH KOMMEHTapusmu. [Ipou3BereHune NEMOHCTPUPYET MPUHIUIHUAIBHBIE IS
dpanmysckoii Belle Epoque cTHIEBBIE YepThI: TACCEH3M, IEKOPATHBHOCTD, HMIIPECCHOHUCTHIECKOE
CIIBIIIAaHKE 3ByKa-KPAacKH, a Takke 0co00e OTHOIIEHUE KO BpeMeHU. B utore nomydaercs cOOpHUK-
UK, TPOAODKAIONIUN POMAHTHYECKYIO TpaauIuio anbooma myrtemectBeHHuKa (. Jlucr),
OKa3bIBAIOIINNCA CO3BYYHBIM MPOU3BEICHHUSIM COBpeMEHHUKOB AHa (B uacTHocTH, [Ipemromusm
JleGroccn), a KpoMe TOTO, SIBIISTFOIITUICS OpUTHHATILHON My3bIKaabHOM MeTadopoit pomana [Ipycra.

Knrwueswie crosa: Peitnansno Ax, Mapcens [pyct, «IlopTpeTbl XynoxKHUKOBY, «PacTepsiHHbIN
COJIOBEI»

Jlna yumupoeanusa: «B nouckax yrpaueHHOrO BpeMEHU» B CIIOBE M 3ByKe: O BIUSHUU Mapcens
[Ipycra Ha TBOpuecTBO Pelinanbno Ana // [Ipobnembr my3bikaiabHOM Hayku / Music Scholarship.
2023. Ne 2. C. 24-34. (Ha anru. 513.) DOI: 10.56620/2782-3598.2023.2.024-034
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he theme of “Proust and Music”

1s extensive, diverse and quite

frequently becomes the subject matter
of scholarly discussions.! Researchers have
studied the role of music in the novel In
Search of Lost Time,” have examined the
writer’s artistry in the plan of verbal depiction
of sound pictures,® and have registered the
influence of musical compositions by Richard
Wagner,* Jacques Offenbach,” Claude
Debussy,® and romantic ballets written on
Proust’s works [1; 2]. The writer’s activities
in the sphere of musical criticism, the artistic
peculiarities and aesthetic directives of his
writings made a special kind of imprint on
various phenomena of the French cultural
life of the Belle Epoque, while the charm of
Marcel Proust’s personality left its trace on
the pages of certain musical compositions
by his contemporaries. In particular, the
song Baisers from the song cycle on texts of

Il.1. Lucy Lambert.
Portrait of Reynaldo Hahn. 19077

the ninth of the ten “études latines” set to

Robert de Montesquiou Les chauves-souris
(1895) by Léon Delafosse, as well as three
compositions by Reynaldo Hahn: //lustration
pour le jardin de Bérénice for chamber
orchestra (1895, unpublished); Phydile —

the texts of Leconte de Lisle for solo bass,
four tenors, six sopranos and piano four
hands (1896); Les Muses pleurant la mort de
Ruskin — an 11-voice chorus accompanied
by a lyre (1902).

' For example, in 2022 the compilation of articles Proust et la musique of the series Marcel Proust
Aujourd’hui, Volume 17 was published.

2 See: Jany Ch. Listening to Proust’s Recherche. Jany Ch. Scenographies of Perception: Sensuousness
in Hegel, Novalis, Rilke, and Proust (Studies in Comparative Literature, Vol. 45). Cambridge: Modern
Humanities Research Association, Legenda, 2019, pp. 195-224. DOI: 10.2307/j.ctvl16kmOkr.11, as well as
articles in the compilation Proust et la musique (Leiden: Brill, 2022): Miens L. Jeux sur la scéne de la
Recherche, pp. 21-32. DOI: 10.1163/9789004526846_003; Antonioli M. Les ritournelles dans 4 la Recherche
du temps perdu, pp. 77-89. DOIL: 10.1163/9789004526846 007; Wesemael S. Comment la musique de
Beethoven résonne dans A la recherche du temps perdu, pp. 175-193. DOI: 10.1163/9789004526846 013

3 Penesco A. Proust et les “paysages sonores”. Proust et la musique. Leiden: Brill, 2022, pp. 130-144.
DOI: 10.1163/9789004526846 010

* Fraise L. Jusqu’a quel point la Recherche serait-elle un roman wagnérien? Proust et la musique.
Leiden: Brill, 2022, pp. 33—47. DOI: 10.1163/9789004526846 004

> Yoshikawa K. Proust et les opérettes d’Offenbach. Autour de M. Choufleury restera chez lui le
24 janvier. Proust et la musique. Leiden: Brill, 2022, pp. 64—76. DOI: 10.1163/9789004526846_006

¢ Wada A. Proust a I’écoute de Pelléas et Mélisande. Proust et la musique. Leiden: Brill, 2022,
pp. 145-160. DOI: 10.1163/9789004526846 011

7 Preserved in the Bibliotheque Nationale de France (the Department of Visual Arts).
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The peculiar mutual influence and
collaboration between Hahn and Proust is
the subject of this article.

In up-to-date Russian musicology the
name of Reynaldo Hahn (1874-1947) is
presented rather seldom®, although Evgeniya
Krivitskaya places him in the same rank as
Gabriel Fauré, Erik Satie, Debussy and Ravel:
“Indeed, even a simple enumeration of the
features of the modern style — his rejection
of the stereotypes and his total search
for novelty; passéisme, which poeticizes
and stylizes the past; decorativeness with
accentuation on ornamental qualities of
refinement; the new sensation of time, which
seems to have frozen in a ‘screenshot,” —
all of this immediately arouses associations
with many works by the most various
composers: Gabriel Fauré, Debussy, Ravel,
Erik Satie, Hahn, Louis Vierne, and Charles
Tournemire — in France...””

A somewhat different situation may be
observed in musicology outside of Russia.
Thus, Jacques Depaulis characterizes
Hahn as an undervalued composer, saying:
“Comme beaucoup de créateurs, Reynaldo
Hahn (1874-1947) a connu un succes tres
grand de son vivant, mais une fois disparu,
son nom s’est quasiment effacé de la mémoire
collective” [“As many art creators, Reynaldo
Hahn (1874-1947) enjoyed great success
during his life, but after his death his name
was almost entirely removed from collective
memory”].!"” Research of the artistic duo of
Hahn-Proust, their personal relationship and
correspondence, their conjoined works and
mutual influence, forms the object of the
scholarly works of such authors as Martin
Robitaille,"! Edward Forman,'? Jennifer
Rushworth,"® Philippe Robichaud,'* Jean-
Christophe Branger,'* Manet van Montfrans, !¢
Philippe Blay in co-authorship'” and others.

8 1In particular, he is mentioned in Evgenia Krivitskaya’s book: Krivitskaya E. Muzyka Frantsii: vek

dvadtsatyi. Estetika, stil', zhanr [Music of France: the 20th Century. Aesthetics, Style, Genre]. Moscow;
St. Petersburg: Tsentr gumanitarnykh initsiativ, 2012. P. 73; as well as in the publication: “Dernier cri”, ili
poslednii krik mody v iskusstve nachala XX veka. Moskva. Parizh. St. Peterburg [Dernier Cri, or The Last
Cry of Fashion in the Art of the Early 20th Century. Moscow. Paris. St. Petersburg]. Author-comp., comm.
Yu. I. De-Klerk. Moscow: P. Jurgenson, 2012. P. 241.

? Krivitskaya E. Ibid. P. 8.

10 Depaulis J. Un compositeur frangais sous-estimé: Reynaldo Hahn. Fontes Artis Musicae. 2006.
Vol. 53, No. 4 (October—December). P. 264.

I Robitaille M. Transfert II. La correspondance avec Reynaldo Hahn. Proust Epistolier. Montréal:
Presses de I’Université de Montréal, 2003, pp. 171-204.

12 Forman E. Proust and His Friends at the Louvre: Paintings in Words and Music. Marcel Proust
Aujourd’hui. 2013. Vol. 10, La naissance du texte proustien, pp. 77-93.

13 Rushworth J. Proust, Hahn and the Art of Song. Marcel Proust Aujourd’hui. 2015. Vol. 12, Swann
at 100 / Swann a 100 ans, pp. 168—183.

4 Robichaud Ph. “Je réve sans comprendre”: 1’ekphrasis des Portraits de peintres de Marcel Proust et
Reynaldo Hahn. Marcel Proust Aujourd hui. 2016. Vol. 13, Sensations proustiennes, pp. 19-35.

15 Branger J.-Ch. Quand Reynaldo Hahn évoque Marcel Proust: lettres a Ernest Moret, Jules Massenet et
Yvonne Sarcey. Revue d histoire littéraire de la France. 2014. Vol. 114, No. 2, pp. 447-457.
DOI: 10.3917/rh1f.142.0448

16 Montfrans M. Reynaldo Hahn en sourdine. Echos d’Esther dans A la Recherche du temps perdu.
Proust et la musique. Leiden: Brill, 2022, pp. 3-20. DOI: 10.1163/9789004526846 002

7 Blay Ph., Branger J.-Ch., Fraisse L. Marcel Proust et Reynaldo Hahn: une création a quatre mains.
Paris: Classiques Garnier, 2018. Bibliothéque proustienne, No. 21. 229 p.
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In addition, the researchers’ attention is also
drawn by Hahn’s cycle Portraits de peintres
(1896) with prevenient poems by Proust
from the volume with the same title, which
are frequently performed as recitation against
the background of music.

Il. 2. Otto Wegener.
Portrait of Marcel Proust. 1896®

Proust’s attention to portraits, his
comprehension of this type of depiction
in connection with the work on secular
chronicles has been described by Valeriy
Trykov, stressing the significance of the 18th
century salon-based psychological portrait |3,

p. 318]. Trykov labels Proust’s high-society
chronicles as small-scale sketchbooks of
informational and complementary character
[ibid.], containing a description of society
life in Paris and the writer’s contemporaries.
However, the Portraits de peintres, i.e. the
Portraits of Painters (and subsequently, of
musicians, t00'’) — these are depictions of
a different type. The author of the precise
non-poetic translation, Sergei Nefyodov
observes in the introduction to the Russian
edition: “The entire cycle of poems is unified
by a common feature inherent to them — it
is the consistently unfolded metaphor [my
italics. — 1. Z.]. On the one hand, tentatively
speaking, an objective plane stands out
— the description of artistic and musical
images; on the other hand, the subjective
plan manifests itself: Proust’s personal
attitude towards the artists’ and composers’
works and personalities.”’

Maria Rybina also makes the curious
remarks about the ekphrasis in Proust’s
Portraits de peintres: “Ekphrasis refers
not to a concrete work, but rather to the
image of the genre: ‘the village landscape’
(Cuyp), the ‘elegiac’ landscape (Potter),
‘the ceremonial portrait’ (van Dyck) or
‘the theatrical decoration’ (Watteau). There
are correspondences between these and
four literary models: the idyll (Cuyp), the
lamentation (Potter), the ode (Van Dyck),
and gallant poetry (Watteau)” [4, p. 631].
And further on: “...its ekphrasis [that of
Proust’s cycle. — 1. Z.] is oriented not on
a certain separate composition, but on a
certain collection of writings, even in the

18 Preserved at the Musée Marcel Proust (Maison de Tante Léonie) at the Illiers-Combray.

1 The cycle, which unified together four painters and four composers (Chopin, Gluck, Schumann, and
Mozart) was included by Proust into his first book Les Plaisirs et les Jours (1896).

20 Proust M. Pis'ma (1896—1921) [Letters (1896—1921)]. Translation and introductory article by

G. Zinger. Moscow: Glasnost', 2002. P. 5.
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case when the individual style becomes the
object of imitation” [ibid., p. 633].

Philippe Robichaud has the following
opinion: “En effet, les Portraits, par leur
recherche de 1’unité entre peinture, poésie et
musique, constituent un jalon notable dans les
expérimentations du jeune Proust pour créer
un art fidele a la pénétration bergsonienne et
I’état de réverie — ces ‘minutes profondes’
qu’il cheérissait tant” [“in reality, the
portraits, in their search for unity between
painting, poetry and music comprise a
significant milestone in the experimentations
of young Proust, conducive to creating an
art that was true to the Bergsonian type of
astuteness and state of pensiveness: these
‘profound moments’ which he cherished
so much”].?' It would seem that this cycle
became no less significant for Hahn,
as well: four impressionistic sketches
present in themselves not as much finished
compositions as metaphoric sketches with
a subtle elaboration of sound nuances.
Thus, in the first of them, — Albert Cuyp
— it 1s possible to encounter the following
performance instructions: “aérien” [“airily”’],
“avec bonne humeur” [“with good humor™],
“un peu lourd, comme la croupe des chevaux
flamands”™ [“somewhat heavily, like a croup
of Flemish horses”] (Example No. 1). In the
second — Paulus Potter — “en tralnant un
peu ... désolé” [“somewhat dragging down
... pitifully”]. In the third — Anthony van
Dyck — “avec élégance et mélancolie”
[“with  elegance and melancholy™],
“plus grave, mais avec charme” [“more
ponderously, but with charm™]. In the fourth
— Antoine Watteau “trés estompé,
tres léger” [“very blurry, very light”],
“fantasque et langoureux” [“fancifully and

2l Robichaud Ph. Op. cit. P. 25.
22 Rushworth J. Op. cit. P. 168.
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Example No. 1 Reynaldo Hahn. Albert Cuyp, mm. 22-27

Un peu plus animé. Un peu lourd, comme la croupe des chevaux flamands.
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languorously™], “poétique” [“poetically™],
“a]’ombre, avec une sonorité chaude et douce”
[“shadowy, with a warm and sweet sound™].

Demonstrating an intriguing type of
piano timbres playing, work with colors
and registers, as well as a mastery of a late
romantic harmonic language, the composer
turns to a sound interpretation of baroque
painters with the aid of the expressive means
contemporary for him. His passéisme may be
found, along with the picturesque nature of the
original, and for this reason the accentuation
is made not on the stylization, but on the
impressionistic depiction and the impression
from pictures and words. Jennifer Rushworth
observed poetically: “Paradoxically, Proust
the writer presents himself as a true lover of
music, while Hahn the composer is portrayed
as a lover of words.”?

This turn to words may be found in Hahn’s
musical oeuvres frequently: this includes
chamber-vocal music and compositions
involving the theatrical stage. However, if we
are to continue the “Proustian” line, we cannot
overlook the cycle Le Rossignol éperdu
[The Perplexed Nightingale]. The composer
worked on these 53 piano pieces during the
course of a rather continuous amount of
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time (from 1899 to 1910, it was published
in 1913). Patrick O’Connor observes:
“A Proustian ethic seems to drive the music,
with its evocations and memories of places
and impressions.”” Since this composition
is practically not mentioned in the discourse
on the subject of “Proust—-Hahn,” it befalls us
to examine it in greater detail.

The cycle is divided into four series,
unequal in their scale: the first, which is
untitled, 1s comprised of 30 pieces; the
second, titled Orient, consists of 6 pieces;
the third, titled Carnet de voyage, contains
9 pieces; the fourth, titled Versailles, has
8 pieces. Perhaps, it is more appropriate,
upon characterizing this composition, to
make use of the metaphor “literary-musical
composition”, since words and sounds exist
here almost on an equal footing.

The pieces comprising this cycle contain
a fair share of verbal text: the titles, the
epigraphs, the dedications, the commentaries
regarding the character of performance,”
the indications at the end of certain pieces
regarding where, in what circumstances and
under what impression they were created.”
The dates are not indicated in certain
instances, whereas in other cases, they
may be indicated in great detail or possess
memorial attributes.?

The chieflanguage used in the piano cycle
is French, although some of the pieces have
titles in other languages, such as German
(No. 6 Gretchen, No. 8 Liebe! Liebe!,
No. 12 Antiochus — an epigraph from
Goethe), Italian (No. 25 Per I piccolo canali),
and English (No. 13 Nevermore). A large
quantity of the dedications shows Reynaldo
Hahn'’s circle of communication and milieu:
they include composers Gabriel Frontin
(No. 7 Les deux écharpes), Alexandre
Médem (No. 40 Faunesse dansante),
Fernand Masson (No. 45 Vieux bahuts), Jean
Cocteau’s mother Georges Cocteau (No. 23
Les héliotropes du Clos-André), pianists
Edouard Risler (No. 24 Effet de nuit sur
la Seine), lIgnacy Paderewski (No. 25
Per i piccoli canali (Venise)) and Edouard
Hermann (No. 34 Réverie nocturne sur
le Bosphore), Princess Ed. de Polignac
(No. 26 Mirage) and Countess d’Arnoux
(No. 31 En caique), historian and poet Pierre
de Nolhac (No. 38 Le jardin de Pétrarque),
Spanish artist Raymundo de Madrazo
(No. 39 La Nativité), literary critic and
poet Emile Duclaux (No. 43 Les pages
d’Elisabeth), and writer René Peter (No. 46
Hommage a Martius).

No less bright and convincing among
the composer’s “spiritual interlocutors,”

2 O’Connor P. Hahn, Reynaldo. Grove Music Online. DOI: 10.1093/gmo/9781561592630.article.12169
24 For example, in the second piece Androméde résignée — “avec une sorte de mélancolie moqueuse”

[With a Sort of Mocking Melancholy].

2 Thus, the fourth piece Le bouquet de pensées [The Bouquet of Thoughts] bears the indication
Hambourg jardin botanique [Hamburg Botanical Garden]; at the end of the tenth piece La fausse indifference
[The False Indifference] there is the inscription — Hambourg. Cafe; the 33rd piece Les chiens de Galata
[Galata’s Dogs] has the inscription — Galata, la nuit [Galata, Night]; the 34th piece: Réverie nocturne sur
le Bosphore — Ecrit en caique, au claire de lune [Night Dream on the Bosphorus — Written in the Berth in
the Light of the Moon]; the 37th piece: L ’ange verrier — Cathédrale de Bourges, Vitraux [The Glass Angel —
the Bourges Cathedral, Stained Glass]; the 48th piece: Le réveil de Flore — Versailles, Bassin du Printemps
[The Awakening of Flora — Versailles, the Basin of Spring], etc.

% For example, at the end of the eighth piece, Liebe! Liebe! [Love! Love!] there is an inscription:
“26 Sept. 19047, while the end of the 18th piece L ’aréme supreme [ The Ultimate Aroma] bears the indication:

“de souvenir 1909” [“in memory of 1909].
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whose words pervade the pieces comprising
the cycle, are writers, poets, philosophers
and other outstanding personalities from
various times and countries: from Antiquity
(Theocritus and Pliny) to contemporaneity
(Jean Moréas, José de Hérédia, Frangois
Coppée), from Jean-Antoine de Baif to
Johann Wolfgang von Goethe, with special
attention focused on French writers from the
17th (Jean-Baptiste Moliere, Marquise de
Sévigné, Frangois Fénelon), 18th (Voltaire,
Jean-Frangois de La Harpe, Jean Le Rond
d’Alembert, Claude Crébillon fils) and 19th
centuries (Marceline Desbordes-Valmore,
Victor Hugo, Alfred Victor de Vigny,
Alphonse de Lamartine, Alfred de Musset,
Gustave Flaubert, Charles Baudelaire,
Paul Verlaine). The epigraphs pertaining
to them turn Hahn’s cycle into a peculiar
“memorial diary”, endowing the pieces with
an additional romantic and nostalgic tint.
The romantic aspect of the composition
1s perceptible not only in the programmatic
ideas, but also in the genre: the piano
miniatures are unified into a peculiar cycle,
beginning with Frontispiece (Example
No. 2) — a piece with an epigraph from
Marceline Desbordes-Valmore: “Penche
un peu ton oreille a cet oiseau qui pleure:
C’est moi!” [“Listen closely for a moment
to this crying bird. It is me!”] — and
finishing with the piece Le pelerinage inutile
[The Useless Pilgrimage | (Example No. 3)
with an epigraph from Victor Hugo’s
Tristesse d’Olympio: “Que peu de temps
suffit a changer toute chose!” [“How little

time suffices [my italics. — . Z.] to change
everything!”].

We are also justified in speaking about
the propriety of the idea of the cycle by the
composer’s choice of certain keys, with a
predominance of those endowed with many
sharps (C-sharp major, C-sharp minor,
F-sharp major, F-sharp minor, B major,
E major), and with the overall tint of modal
tonality, at times concordant with the works
of Debussy and Ravel. There are also
comparable moments in the metro-rhythmic
organization of the pieces, among which
there is a prevalence of complex ternary
(especially 6/8, 9/8 and 6/4) and mixed (7/4,
5/4, 5/8) meters.

In the pieces from Le Rossignol éperdu
a type of Liszt’s piano technique® is
connected with a subtly thought-out, at
times contrapuntal, transparent texture
alluding to the works of the 18th century
French harpsichordists.”® At the same time,

Example No. 2 Reynaldo Hahn. Frontispiece, mm. 1-4
Mélancoliquement
yER - ;
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Example No. 3 Reynaldo Hahn. Le pelerinage inutile,
mm. 1-4
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27 Reynaldo Hahn was a virtuoso pianist with an early career of a child prodigy performer.
28 Similar to Debussy and Ravel, Hahn turns to the French harpsichord composers in his pieces. For
example, No. 19 Berceuse féroce [The Fierce Cradle] bears a clarifying remark: “Réplique a une piece de

999

Couperin ‘L’ Amour au berceau

(XV ordre, No. 2) [“Areplica of a piece by Couperin ‘Love in a Cradle

999

(15th Suite, No. 2)] and makes play with such characteristic features of Couperin’s original as the rondo form,
the genre of the lullaby, keys with sharps, as well as the basic intonation based on intervals of major and
minor seconds in the melody against the background of a swaying accompaniment.
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the special hearing and play of sound colors
in the pieces, their sketch-like qualities and
connection with impression or memory
make it possible to place Hahn’s cycle
along with Claude Debussy’s Preludes,
which were created at the same time as
some of Hahn’s pieces, in 1909-1913. It
is curious to note that Debussy himself
commented on Reynaldo Hahn’s music
rather harshly: “Fragerolle, Paul Delmet,
and, more relevantly, Reynaldo Hahn have
been basking in glory as a result of various
exhibitions at which their respective methods
of displaying genius have been much praised.
The public acquired there a permanent taste
for bad music which, none the less, will
serve admirably for good (music).”? But is
this ill feeling not aroused by an aggravation
stipulated by a coincidence of some aspects
in the works of both composers? Thus, for
example, in Hahn’s cycle it is possible to
find the piece Passante (No. 20) (Example
No. 4) with an epigraph from Fénelon: “Ses
cheveux blonds étaient noués négligemment
derriere sa téte; quelques-uns, echappés,
flottaient sur son cou...” [“Her blond hair
was bound behind her head ... some of
it, escaped, floated over her neck™]. The
Lydian E-flat, the rhythmically fanciful and

Example No. 4 Reynaldo Hahn. La passante, mm.1-4
Andantino,_Souple Calme
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free melody, the remark (“souple, calme”)
— it seemed that the gentle image of a
blonde-haired stranger woman inspired the
sound imagination not only of Debussy (the
Prelude La fille aux cheveux de lin).

Overall, placing Hahn’s Le Rossignol
éperdu into the context of the compositions
of his European predecessors and
contemporaries, it can be seen that, on the one
hand, he continues the idea of the romantic
piano album-cycle of programmatic pieces
(following such cycles as, for instance,
Franz Liszt’s Années de pelerinage with its
idea of a pilgrimage journey) and, on the
other hand, contributes to the endowment
of musical aspects to the images and ideas
common to the early 20th century French
composers (let us remember the quotation
from Evgenia Krivitskaya brought in at the
beginning of the article): this includes the
nostalgic perception of the past (especially
in the guise of its separate cultural artifacts,
such as, for instance, Versailles), this is the
colorful-decorative interpretation of Eastern
images (Turkey, Algeria), this is the attitude
towards time. In connection with the latter,
let us return to Marcel Proust.

In her research of the philosophical line
in Proust’s writings, Irina Blauberg asserts
that genuine reality, according to the writer,
consists in ““a certain connection between the
perceptions and memories which has nothing
in common with cinematographic vision. The
genuineness of such a reality, according to
the writer, is confirmed by the fact that these
most important impressions are received
by us somewhat perchance, even against
our will: after all, all of these unexpected
sounds, scents and bodily sensations are
granted to us ‘all of a sudden’...” [5, p. 87].

? Debussy C. Izbrannye pis'ma [Selected Letters]. Compiled, translated, commentaries and introductory

article by A. Rozanov. Leningrad: Muzyka, 1986. P. 70.
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The year 1913 saw the publication of the first
volume of Proust’s In Search of Lost Time —
Du coté de chez Swann [Swann's Way]. And
at that same time Hahn’s Le Rossignol éperdu
saw the light of day. Is it not particularly this
merging of perceptions with memories that
we can also observe in Reynaldo Hahn’s
cycle?

Jennifer Rushworth proposes the
poetical metaphor of “the shadow” of
Hahn — a peculiar musical muse — in
Proust’s work.’® A similar “shadow” of
Proust can also be found in the cycle
Le Rossignol éperdu: in its musical and
verbal text, in its melancholy moods,
nostalgic intonations, in its passé€isme, in
its desire not to forget anything, having
sunk into thought and reverie, having
demonstrated and imprinted in a sketchy
manner the most varied and figurative
moments. Philippe Robichaud®' brings a
quote from an essay by French philosopher
Paul Souriau about the psychology of
the poet: “La réverie est toute spontanée.
Aucun effort. Aucune contrainte. Plus de
limites tracées d’avance. Les images se
suivent, ['une appelant 1’autre, au hasard
des associations. La réverie n’a pas de but;
elle ne cherche rien; insouciante, distraite,
elle suit sa pente; elle va ou la meéne son

caprice. <...> Dans la réverie au contraire
les représentations n’ont plus rien d’abstrait;
elles ne nous donnent plus I’'idée, mais la
vision des choses.”? [“Reverie is always
spontaneous. No effort whatsoever. No
constraint. No pre-established boundaries.
The images follow each other, one after
the other, one calls the other, in random
associations. Reverie has no aim. It does
not seek anything. Carefree, diffused, it
follows its slope; it goes wherever its whim
leads it. <...> In reverie, on the other hand,
depictions do not have anything abstract;
they no longer give us any °‘idea,” but
rather a ‘perspective of things.”]. And even
though Philippe Robichaud’s research is
devoted to the cycle Portraits des peintres
and Proust’s aesthetics, the cited words of
Paul Souriau also illustrate in a convincing
manner Hahn’s understanding of the cycle
Le Rossignol éperdu. Its pensiveness is of
the Proustian type.

In the outcome, the desire shared by
the two authors to find, fixate (whether in
words or in music) the departing, became
the occasion for creating two peculiar works
— the massive voluminous novel and the
more chamber-like, sketch-like piano cycle,
each of which has realized in its own way
the perception of the “lost” time.
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Annomayuna. AHanU3Upys TBOPYECKYIO pa3pabOTKy KOMMo3uTOopamu Tembl CTalHHIpaiCcKOM
OUTBBI KaK CyJbOOHOCHOTO AMH30/a UCTOPHUHU, B JAHHOM pasJiesie aBTOPbI CTaThH OOpaIlaroTCs
K 3apyOexHON My3bike. B 30HE HcClIenoBaTeNbCKOrO BHHUMAHHS OKa3bIBAIOTCS COUMHEHMS,
B OCHOBHOM HE IIOJYYMBIIME HAYyYHOTO OCMBICICHHMS B MY3bIKOBEACHHU. 3aTParuBaroOTCs
MaJou3BeCTHbIE Ouorpaduueckue (akThl, CBEIACHHS MO WCTOPUHM CO3/IaHUS, HCIIOJHECHUS
MIPOU3BEJICHUH, a TaKXe acCHeKThl WX KOHLEMIMOHHOIO DPELIEHUs, >KaHPOBO-CTHJIEBBIE YEPTHI.
XapakTrepu3yloTcsi CUM(OHUYECKHE IOJI0OTHA TpEeACTaBUTENeH My3bIKalbHON KynbTypsl CIIA
(Poit Xappuc, [Ixopmx Amnreiin), BemukoOpuranmu (Kpuctman J[lapaton), ®@panuuu (Ob6ep
Jlemenan), Wspamns (Mapk Jlaspu), Bomrapunm (Anekcanmp Mocugpos), Yexum (Spocmas
HyoOpaBa). IlomydaroT XyqOK€CTBEHHYIO OLEHKY KaHTAaTHO-OPATOPHAIbHBIE W MY3bIKAJIBHO-
TearpanbHble omychl kommno3utopoB I'epmanuu (I'emsmyTt Putrep), CHIA (Onuac Tanenbaym),
BemukoOpuranuu (Onuzadber Moakonku), bpaswmu (Knaynuy Canrtopy), Jannmu (Kum Xenbser),
Yexun (BarypraB [lo6umamr). OTMeudaeTcsi, 4TO 3apyOex HbIE KOMIIO3UTOPHI, AUCTAHIIMPOBAHHBIE OT
MecTa BEJEHHsI BOCHHBIX JEHCTBUM TEPPUTOPUATIBHO U XPOHOJIOTMUECKH, B My3bIKAJIbHON POCCUKE
HECKOJIBKO T1aKaTHel. OHU ONEPUPYIOT MY3bIKAJIEHO BOIUIOIIEHHBIMH KareropusiMu 310 — J{o6po
U B OOJNBIION CTENEHH CKIOHHBI K SKCIPECCHOHUCTCKUM 00pa3HbIM akmeHTaM. OTpakeHue TeMbl
CranuHrpajackoid OMTBBI MPH 3TOM OOYCIIOBJICHO MOTPEOHOCTHIO B IyOIMIMCTHYECKH OCTPOM
0003HaYEeHUH LIEHHOCTEH, 0CO3HAHNEM COTIPUKOCHOBEHUS JINYHOM cynbObI ¢ McTopHeii.

Kniouesvie cnoea: 3anagHoeBporneiickue komno3utopsl o CranuHrpajackoid Ooutse, Bropas
MHUpOBas BOIiHa B MY3bIKE, pyccKasi TeMa, My3bIKaJIbHasl pOCCUKA

© Kazanuesa JI. I1., Jlykonuna O. U., 2023
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Ilpoooncenue

3apy6exHble KOMNO3UTOPbI
o CranuHrpagckon 6utee

Cranunrpajackas 6utBa — cynbOOHOC-
Hoe coObiTue Benukoit OteuecTBEHHOU
BOMHBI 1941-1945 romoB — Hauuia cBoé
0TOOpaKeHHE HE TOJILKO B TBOPUYECTBE OTE-
YECTBCHHBIX KOMITO3UTOPOB, HO U B MY3bI-
KaJIbHOW POCCUKE — MY3bIKE 3apyOeKHbBIX
aBTopoB 0 Poccum (kynprypHOM (eHo-
MEHE, TEPMHUHOJOTHYECKU OCMBICICHHOM
B myonukanuu: [ 1]). [lepBeie My3bIKadbHBIC
OTKJIMKM WHOCTPAHIIEB HAa CPaKCHUS TOJ
CranuHrpajoM MOSIBIJIMCH YK€ BO BpeMs
BOWHBI!. DTO KpyIHBIC cUM@pOHUUECKUue
nonomua.

OnHO W3 HUX MPUHAICKUT aMEpUKaH-
CKOMY KOMIIO3UTOPY, BBICOKO II€HUBIIIE-
My TBOPYECTBO PYCCKHMX U COBETCKUX MY-
3bIKaHTOB (0coOeHHO M. Mycoprckoro u
C. IIpoxodrena), kpynHeiieMy cuMpoHu-
cty XX Beka Pow Xappucy (Roy Harris;
1898-1979)% Ilaras u3 18 cumdpoHUil KOM-
nosutopa counHsiach B 1940-1942 ronax,
a 3ateM B 1945 rony nosiBuiace BO BTOpOid
penakunu. «BoeHHBI» omyc Xappuca Io-
cBaéH «lepomueckomy u cBOOOIOMIOOU-
BOMY HapoOAy HAIlIETO BEJIIMKOTO COIO3HUKA
— Coro3a Coserckux Pecnyomux» (“The
heroic and freedom-loving people of our
great ally, the Union of Soviet Republics”)
U IpUYpOYEH K Mo0e/e COBETCKOro Hapoaa
B CranmMHrpajckoil OWTBE W 25-JETHIO CO
nHs coznanus Kpachoit (CoBetckoit) apmuu

1

(B 1950-€ ronpl, B nepuon pasryjia Makkap-
THU3Ma, MTOCBAIICHUE OBLIO CHSTO).

Cumdonus tpéxuactHa. Hebonbinas
I wacte Qandapna, MeaHbIE WHCTPYMEHTHI
3By4ar sIpKo, IiakarHo. He obonuiock 31ech
0e3 CHHKOIHUPOBAHHBIX B JKA30BOM TyXe
AKKOPJOB, 3aKaHYMBAIOIIMX 3Ty 4YacThb, —
«BU3UTHOM KapTOYKW» AMEPHKAHCKOM MYy-
3bIKU. [I 4acTh HOCUT TpaypHBI Xapakrep.
[maBHBIMM JEHCTBYIOIIMMH MHTOHAIIMOH-
HBIMU «CUJIaMU» 3/I€Ch CTaJld MapIleBbIC
yJapbl JUTaBp W JlameHTanuu. Mx B3aumo-
JEMCTBUE JOCTUTAET JpaMaTu3Ma 1 KyJIbMU-
HallUd B XOpaJbHBIX 3By4YHOCTSIX. DUHANB-
Has III gacTh — mJIsicka, OCHOBaHHas Ha
TPUOJBHO-IIYHKTUPHOU (DUrype HapOAHOTO
Haurpbia. E€ pa3BuTHe MPUBOAUT K TOP-
YKECTBYIOIIE-T0OEJOHOCHOMY 3aBEpLICHUIO
IIPOU3BEICHUS.

Hecmorpss Ha KOHTPAacTHOCTb YacTew,
OHU CKJIJBIBAIOTCSA B LIEJIOCTHOCTH Onaro-
naps TUIaTeNbHOM MOTHUBHOW pabote, xa-
pakTepHOW yIsi CUMGPOHUYECKOTO MBIIILIE-
HUsl Xappuca, dJE€MEHTaM PEeIpU3NPOBAHUS
TPHUOJIHO-ITYHKTUPHBIX PUTMOQOPMYJ, Tie-
pexiukaomuxcss B punane ¢ | gacteio, u
MEJICHHBIX (PparMeHTOB, HAIIOMHHAIOIINX
caepaHHyr ckopOb Il wacTtu, BbIIEpKAH-
HOMY TPUHIUITY TUAIOTUYHOCTH (TIpeBaIU-
pyroleMy HaJ TYTTUHHBIM 3By4aHHEM OpKe-
CTpa), TUEepPTPOPUPOBAHHON POITH TyXOBBIX,
SCHOCTH JIpaMaTypruyeckoro riaHa, uayuie-
IO OT COOMpaHUs CUJI — Yepe3 OIUIAKUBAHUE
MOTePh — K HEU3MEHHOMY TpuyMdQy.

O06 >TOM MOXHO CyIuTh, HapuMep, 1mo uHhopmannu, coopanHoit B kH.: Kazanrmera JI. I1. Pycckas

TeMa B MY3BIKE 3apYOEKHBIX KOMIIO3UTOPOB: cripaBodHUK: B 2 T. CI16.: JIans: [Inmanera my3eiku, 2022. T. 1.

480c.; T. 2. 508 c.

2

[Homaoe ums — Jlepoit Dncyopt Xappuc (Leroy Ellsworth Harris). Xappuc yuwninca my3bike

B KanmdopHuiickom YHUBEpCUTETE, a 3aTeM KoMIio3umwn y Aptypa brucca u B [lapmke y m3BeCTHOTO JTHaepa

aBanrapausma Haau bynanxe.
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PaGora Han cumdonueit Obuta OKOHYE-
Ha B 1942 rony, u yxe B ce3oHe 1942-1943
TOJI0B OHa 4eThIpe pasa (26 u 27 depans,
a take 9 u 11 mapra 1943 romga) 3Byvasna
B KoHIIepTax bocToHckoro cumdoHuyecko-
rO OpKecTpa IIOf] YINpPaBJICHHWEM BbIIAIO-
merocst aupmwképa Cepres KyceBuiikoro,
C KOTOPBIM aBTOp ObUT JPY:KEH M KOTOPBIii
7al KOHIEPTHYIO >KHU3Hb U APYTMM IPOU3-
BEJICHUSAM Xappuca, 4To BIOCIEICTBUM IO-
JY4YWIIO Mpu3HaHue B nocsuieHnn CeapmMon
cumdponuu «namsatu Cepres u Haranbu Ky-
ceBULIKUX». OOIIeCTBEHHass U KyJIbTypHas
3HAYMMOCTb OITyCa KaK 3HaKa COMUAaPHOCTU
C COBETCKMM HapOJOM YCHUJIMJIAch BKJIHOUE-
HUEM B IMPOrPaMMbI MPEMBEPHBIX BEUEPOB
TaK)Ke€ MY3BIKH PYCCKHUX KOMITO3UTOPOB —
Tpetrero ¢poprenuannoro konuepra C. [Ipo-
ko(beBa (comuct — Ausekcanap bopoBckm)
u «lllexepazansn H. Pumckoro-Kopcakosa®.

deBpanbckass TpeMbepa cuM@oHUU
B bBoCTOHE MOJHOCTBIO TpaHCIUPOBAJIACH
no paguo B CoBerckom Coro3e, a mo3xe u B
PAcIONOKEHHSIX BCEX aMEPHKAHCKUX BOWCK.
CpenctBa oT mpojaxu OWUJETOB Ha €€ uc-
nosHeHue bocToHckUM cuUMpOHHUECKUM
opkecTpoM, Bo3masisieMbiM Cepreem Kyce-
BUIIKUM, OBUTH HAIpaBJI€HBI B MOMOIIb CO-
BETCKOMY Hapoy.

B 1943 roxy rpymnmoil cCOBETCKMX KOM-
nosutopoB (. [locrakoBuuem, C. Tlpoko-
¢dbveBriM, H. MsickoBckum, J1. KabaneBckum
U JApYyTUMH) aMEPUKAHCKOMY MY3BIKaHTY
ObUTa TIOCTIaHAa TPUBETCTBEHHAS! TEJETpam-
Ma — CBOEro pojia «HUCKpeHHee Oparckoe

3

pykonoxarue». B Mockse cum@onus Brep-
BbIe npo3Bydana 21 mas 1944 roma B Kon-
ueptaHoM 3aine umenu II. YakkoBckoro.
B 1958 rony Xappuc nocerusn CoBeTckuii
Coro3, e aupuxupoBal cBoei [IsToit cum-
dboHuel, ucoaHEHHON opkecTpoM JIeHnH-
rpajackoii punapmonnn®. B 1974 roxy oH
ob11 roctem Ilstoro che3na Coro3a KOMIIO-
sutopoB CCCP.

Henocpencreennslii OTKIMK Ha cpa-
xeHusa noja CTaauHIPaZoM CHBIILUTCS U B
YerBEpTOi CUM(POHUU €II€ OTHOTO aMepH-
KaHCKOT'O KOMIIO3UTOpA, a TAK)KE NUAHNCTA,
nucatens W uzoobperarens — Jlaxopaxka
Awnreiina (George Antheil; 1900-1959)°.
OH Hayan cBOIO NpoeCcCUOHANBHYIO Kaphe-
py B EBpore — B Ilapmxe vacto obmancs
C BOMHCTBYIOIIIMMU HUCIPOBEPraTeisiMu Ka-
HOHOB B ucKyccTBe (Opukom Caru, Uropem
CrpaBunckum, [Tabmo ITukacco, J[xeriMmcom
Jlxxoticom). 3asBuBImii o cede B 1920-1930-¢
rofipl KaK NIPUBEPKEHEL] aBaHrapau3Ma H
CMEJIBIX 3KCHEPUMEHTOB, OTKIMKHYBILIHI-
Ci Ha HUHAyCTpUAIM3alMIi0 (CKaHAAJIbHO
W3BECTHBIN «MexaHudueckuii Oaiiery s
Tp€X KCUII0(OHOB, YETHIPEX 6ACOBBIX Oapa-
0aHOB, TaMTaMma, JIByX pOsUIEH, CEMHU dJIeK-
TPUYECKUX 3BOHKOB, TPEX aBUALIMOHHBIX
MPONEJIEPOB, CUPEHBI U 16 TnanuHo, 1925;
doprenuannas coHata No 2 «Ansporuiany,
1921; doprenuannas conara Ne 3 «CmepTh
Matuny, 1947), Auteiin BepHyics B AMe-
pUKy U Hamén ceds B KHHO- U TEJEeUH/IY-
ctpuu lomnuByna. CoBceM MHa4ye OH pac-
KpBUICS. B BOGHHOW TE€M€ — B YaCTHOCTH

[MpuBeneHno mo ceefeHUsIM apxuBa bocToHCKOTO cuMQoHHYecKoro opkectpa: Boston Symphony

Orchestra. URL: https://archives.bso.org/Search.aspx?searchType=Performance&Composer=Roy%20Harris

(mara oOpamenus: 15.04.2023).

4 P. Xappuc cra; MepBbIM aMEPHUKAHCKHM KOMIIO3UTOPOM, JUPHKUPOBABIIUM COOCTBEHHBIMHU

IPOU3BEACHUAMU B HAllIEH CTpaHe.
5

Anreiin (George Johann Carl Antheil).

ITonHOE MMS KOMIIO3UTOpa — BBIXOJILIA U3 CEMbU HEMEIKUX MMMHUTpaHToB — [eopr Morann Kapn
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YerBépToil cumponun «1942» (1943).
3/1eCch OH, CKOpEE, 3aBUCUM OT YK€ CIIOKUB-
LIUXCS TPAIALIAMN.

KiroueBast u3 HUX — KaHOHUYECKHI Ye-
THIPEXYACTHBIN UMKJI. B HEM Takke ono3Ha-
IOTCSl TUNIOBBIE NJIsi KJIACCUYECKOM MOZENH
CUM(OHUH «IEHUCTBYIOIIME JIUIA», KOTO-
pble MEXAY TEM OPTaHUYHO Pa3BEPTHIBAIOT
BOCHHYIO KOJUIM3UIO: BCECOKPYIIAIOIIHIMA
HATHUCK, MSITKas JINPUKa, CO3UaTeIbHAs aK-
TUBHOCT.

MHorue KpuTUKH, KOMMEHTUPYIOIIHE ay-
JTMO3AITUCH ATOTO MPOU3BE/ICHUS, ClICTIAaHHBIC
B Pa3HbIE Irofbl, OTMEYAIOT CXOACTBO JETHUIIA
Amnteitna ¢ Cenpmoit cumponueit Illocra-
koBuYa. M 117151 3T0r0 €CTh OCHOBAHUS: CUM-
(hoHUU CO3/1aBaIMCh TPAKTUYECKHA B OJTHO U
TO K€ TpeBOXKHOE BpeMs®. B o0oux ciyuasx
OCBaMBaeTCs OJHA M Ta K€ TeMa — Harop
CUJI 3]1a U COIPOTUBJIEHUE UM UY€JIOBEKa. SB-
Hasl TOYKa COMPUKOCHOBEHUS 00OUX OIYCOB
— BOCCO3/IaHUE OIIYIICHUSI YTPOKAIOIIETO,
0€3:KaJJ0CTHO-HEOCTaHOBUMOTO, BCE Oosee 1
Ooree mpubIMKaroerocs 31a (Kak B 31U30-
ne HamectBus u3 | vactu Cumdonun lo-
crakoBu4a). HakoHer, ciiyxoM yJ0oBHUMBI He-
MPUKPHIThIE UHTOHAIIMOHHBIE YIOAOOIEHUS
TE€M€ HaIllECTBHUS.

OnHako npousBeneHue AHTENA, B OTIIH-
yue OT MCKYCHOIO MpOIECCyalbHO Hampsi-
x&nHoro cumdonm3ma lllocrakoBuya, m0-
BOJIBHO «KJIOYKOBaTo». Kommo3uTop pes3ko
(c u3MeHeHreM TeMIa U TeMOPOBBIX CPECTB)
MEePEKIIIUaeTCsl ¢ OJHOTrO 00pa3a Ha KOH-

6

TpacTupyroumi eMy cienyromui. [Ipakru-
YECKH KaXKJasi 4acTh MO3aUYHO COBMEILAET
U OOIpYI0 MapUIEBOCTb, U IKCIPECCUBHO
HATY>KHbIE BO3IVIAChl, 1 UCKPEHHIOIO JTUPHU-
Ky’. Kanelgockon MOTHUTCS MHOTOYHCIICH-
HBIMH HEOXHUJTAHHBIMU U OBICTPOTEUHBIMU
ne@opManusaMu-IepeoCMbICIEHUSIMU  y3-
JIOBBIX HMHTOHAIMH, aCCOLMUPYIOLIUXCS
C WIPUBOCTBIO, M3IAEBKOM, KPUBJISHUEM,
npocBeTieHueM. B pesynbrare ycTosBIIne-
csi (QYHKIMHM KpPyHHBIX YacTed Kiaccuye-
CKOTO I[MKJIa OCTAlOTCS HE MPOSBICHHBIMH.
['maBHbIi madoc cUMPOHUM COCPENOTOUH-
BaeTCs B JIpaMaTUyeCKOM HArpOMOXKICHUU
«COOBITHIIN®,

Cnenyer mnpu3HaTh, YTO HAOIIOICHUS
HaJ CTWIECBBIMU BIMSHHUSIMH Ha AHTeiina
coBeTckux cuMponuctop — nomumo Illo-
CTaKOBUYA, 3apyOCKHBIC KPUTUKH MCIIST-
Csl TaKXKe acCOIMalsIMU C OPKECTPOBBIM
TBOpuecTBOM IIpokodreBa — Hebecnou-
BEeHHBI. J|0CTaTOYHO BCIIOMHUTD, YTO TIOMH-
Mo CuMponnn «1942» ¢ KynbTypoi Haieu
CTpaHbl My3bIKaHTA CBSI3bIBAIOT OJJHOAKTHAS
omepa-6aner «llomér — HBan I'po3HbIii»
(Flight — Ivan the Terrible, 1927) nns 4 co-
JUCTOB, XOpa, 3 TaHIIOBIIUMKOB, OajeTHOU
TPYNIbI U OPKECTPa HA JTUOPETTO KOMIIO3U-
topa U b. AHTtein, nocraBieHHbd B 2018
rony B Ilanye B Piccolo Teatro Don Bosco,
n Conara mna ¢oprenuano Ne 5 Ha Temy
C. IIpoxodrnena (1950).

Cumdonus «1942y, nancannas B 1943
rojfly IOJ BIEYATIEHUEM OT UCTOPUUECKOU

Hammomunwm, uto Cenpmast cumdonus LllocrakoBrya B 0CHOBHOM ObljIa OKOHYEHA K Hauary BOMHEL. Eé

npeMbepa npoiia 5 mapra 1942 roga B ropoae Kyiiosimese (HpiHe Camapa). OBaKyHpOBaHHBIHN Ty1a OPKECTP
Bonpuioro tearpa mox ynpasnenuem auprképa Camymna Camocyna ucronsui cuMmdonunto B KyiobimeBckom
TeaTpe omepsl U 0ajneTa, U 3Ta aKIKsl TPAHCINPOBAIaCh COBETCKUMH U 3apyOCKHBIMH PaHOCTaHIUSIMH.

7

JIOAOYKE KaTaJluChb).
8

OnHotli U3 e€ umocracei crTano BUOPUPOBAHKE Y CKPUIIOK MEJIOIUH PyCCKOW HapoaHOH necHu « Mbl Ha

BOSMO)KHO, Ha MOHTAXHOM XapaKTepe CI/IM(I)OHI/II/I CKa3aJlaCb TAKXKC KXKYPHAJIMCTCKAA ACATCIbHOCTDH

AHTeiina — B TO BpeMsi OH ITyOJMKOBaJl pa3HOOOpa3HbIe ONEepaTUBHBIC PENOPTaXHU B KaueCTBE BOSHHOTO

KoppecnoHeHTa ra3etsl Los Angeles Daily News.
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o0oponbsl CranuHrpaza M NOCBSAUIEHHAS
COBETCKOMY HAapoJly, MHOTOKPAaTHO HCIIOJI-
Hanack. BrepBole 310 cnenan B 1944 rogy
Cumdonnueckunii opkectp NBC noz ynpas-
JIEHHWEM Jpyra AHTei1a, BCEMUPHO U3BECT-
Horo Jleomompma CrtokoBckoro. Mcmosme-
HUE TpaHcIupoBasiochk B 3¢upe. ['ox cinycrs
e mpeiacTaBWI Ha IMyOJUYHOM KOHIIEPTE
B Bammnrrone Hanmonanbubiit cum@oHu-
YEeCKU OpKECTp, BO3IVIABISIEMBIA AUPU-
wépom l'ancom Kunpepom. B 1946 rony
Bcecoro3noe 001iecTBO KyJIbTypHOI CBSA3H
¢ 3arpanuueit (BOKC) u MockoBckasi ro-
CyZlapcTBeHHas (PUIapMOHUSI OpraHU30BaIH
KOHLIEPT COBPEMEHHOU aMEPUKAHCKOU My-
3bIKM B bonpmom 3ane MoCKOBCKOM KOHCEp-
BaTOPUU — B MPOrpaMMe MEepBOro OTielie-
HUS BHOBb 3HaumiIach YetBépras cuMpoHus
Jlxopka AHTeNa.

B EBpone eInHOMBIIUIEHHUKOM Xap-
puca u AHTelna cTajl UX COBPEMEHHUK —
YEIICKUI KOMIIO3UTOP, XyA0KHHUK U ITEAaror
SApocnas JloyopaBa (Jaroslav Doubrava;
1909-1960). /o nHayama BOWHBI OH Opal
YPOKH KOMITO3ULIMK Y U3BECTHOTIO IeJarora
O. Epemuama. B Boennsie roast [loyOpa-
Ba-aHTH(AIIUCT y4acTBOBaJ B MapTHU3aH-
ckoM JBukeHuu. B 1945 rony on BcTynun
B KomMyHncTnueckyto napruro Yexocnona-
Kkuu. 1 XOTs mo3xe KOMIIO3UTOP BBILIEI U3
e€ psI0B, €0 MUPOBO33PEHYECKAS TO3HULIMS
BBI3BAJIa OCTOPOXHO-IIPOXJIATHOE OTHOILIE-
HUE K HEMY U €r0 TBOPYECTBY.

B Cumdonun Ne 2 «CranuHrpaickoin»
(Stalingradské, 1944) JloyOpaBbl Hemaio
TOTO, YTO HANOMHHAET AHAJIOTHYHBIE IIO
KaHpy W NPOTrPaMMHON YCTAHOBKE OIyChI
Xappuca u AHreina. Bewarnsror rpo3Hbie
Ayliepa3auparoiye Kindd TpPoMOOHOB U

9

JIOJTO BHCSIEE OILIyIIEHUE CTpaxa, yCyry-
OnsieMO€ TEMHU K€ 3aKOJbLOBBIBAIOIIMMHU
paznen (Ha30BEM €ro «OXKHJaHUE Cpaxe-
HUS») PEIUTMKaMU TPOMOOHOB. ABTOp HE
obomméncss 6e3 MapIieBOCTH — €10 OKpa-
mieH O0O0HAAEKUBAIOIIMKN «XOp» TpyoO, HO-
cureneit HO3UTUBHO-0CBOOOAUTEIHHOIO
Havana. Brpouewm, nedrenpHas mapuieBas
KAHPOBOCTh Ha€TCcs HE MPSIMOJIMHEHHO;
OHA KPUCTAJUTU3YETCS] AMU30IMYECKH, Map-
KHpysd CO0OI0 IOCTENEHHOE MpOpacTaHue
AKTUBHOTO JBM)KCHHS B TOOEIOHOCHYIO
CuiIy. OTOT TIpoliecC, COBEpIIAONIUIiCS
B (punanbpHOM cTagnu Cumdonuu, pa3Bopa-
YUBaeTCs He 0e3 yCWINi — B MPEOJI0JIEHUN
npensaTcTBuil. TeM cambiM B W300pa’KeHUU
MPOUCXOSAIIETO aBTOPY yAAJIOCh M30€KaTh
cxemarnuHoctu. OOparniaeT Ha ce0s1 BHUMa-
HUE MAacTEepCKOE BIAJCHHE TaKOil Ba)KHOU
COCTAaBIISIIOUICH JKaHpa, KaK HEYKJIOHHOE
CUM(OHUYECKOE pa3BUTHE.

Cpasy Bckope nocie 3aBepiieHusi, 8 ¢pes-
pans 1945 ropa nmpousBeneHue MpO3ByYaIO
Ha YexocnoBainkom panauo. Ilozxe dupma
Supraphon Beiyctuna auck «Iloprpet koM-
MO3UTOpPay», TJI€ Hallula CBOE MECTO 3aIHCh
Cum¢ponnn B IIpare cumbponnyeckum opke-
cTtpoM Yelickoro paauo moj yrnpaBieHUEM
Moseda XpHunpxa.

CumpoHnueckuii )KaHp MPEACTaBICH HE
TOJILKO MHOTOYAaCTHBIMU OTyCaMH, HO U O
HOYACTHBIMM: 3TO, HAIPUMEp, HalMCaHHAs
3a 4YeThIpe JIHA U UCIIOJIHEHHAs B Mapre 1943
roga B JIOHAOHCKOM 3ajie AmpOepT-Xosul
OpKECTpOM IO/l YTMpaBJICHUEM JUPIKEpa
Mankonsma Capmxenta ysepriopa «Cra-
JMHTPA OPUTAHCKOTO KOMIIO3UTOpA U TH-
carens Kpucruana Jlapurona (Christian
Darnton; 1905-1981)°.

@Owinn Kpuctuan Hdapuron (ypoxa. 6apon ¢on Ulynk) (Philip Christian Darnton [Baron von

Schunck]) Obl1 BRIXOAIIEM W3 CeMbH HEMEUKHX MepeceneHleB. Yuwics B KamOpuwmke u Kopomnesckoit

AKaACMUU MY3bIKH.
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[IpousBenenre MaHU(ECTUPYET MOIH-
TUYECKHE B3IIAAbl MY3BIKAHTA: OH pas3-
JeNsl KOMMYHUCTUYECKUe ujied, B 1941
rogay BCTynua B psiabsl KoMMyHHCTHUECKOU
naptun  BenukoOpurtanuun. Maeonoruye-
CKasl O3ULMS HAIllIa IPSMOE MPOJIOJIKEHHUE
B TBOpYecTBe: JIapHTOH B 3TOT NEPUOJ KHU3-
HU MCKaJ TECHOTO KOHTaKTa C MACCOBBIM
clyliaTeneM M Opuber K peuuTeIbHOMY
YOPOUIEHUIO CBOETO MY3BIKAJILHOTO S3bIKA,
YTO JEMOHCTPUPYIOT HE TOJIBKO €TO YBEPTIO-
pa, HO U JIpyrue€ COYMHEHUS TOTO BPEMEHHU
(xanTatel «bamnana o cBobome» u «Ilumor
PEaKTUBHOTO CaMOJIETa», TPEXAKTHAsA OIe-
pa «Spmapka ¢anrazuit» Ha 1OpeTTO PaH-
namna CBuHmepa no beproiasay bpexry,
«3Qnocy» g opkectpa Ha cMmepTh Mocuda
CranuHa, My3blKa K NaTPUOTHYECKUM J10-
KyMEHTaJbHBIM (pHJIbMaM O BOCHHBIX JIEH-
CTBUSX). Bripouem, IMEHHO 3TO MO3Xke CTa-
JI0 IPUYMHOM OcIalleHus: HHTepeca K HeMy
MyOJIMKU ¥ TIPOJIFOCEPOB.

B 6nu3kom yBepTiope xaHpe — cumdo-
HUYECKON IOAMBI — BBICKA3aJICS U3PanJib-
CKH KOMITO3UTOp, TUPHXKEP U apaHKUPOB-
muk Mapk JlaBpu (n7p 927, Marc Lavry;
1903-1967)"°, ponusmmiics B Pure, yuus-
muiica u kuBmui B I'epmanuu (roe Opan
ypoku komno3unuu y A. ImazyHoBa), a B
1935 rogy smurpupoBaBmmii B Ilanectu-
Hy. OTbe31 Ha POAUHY MPEAKOB pa3IeIHi
’KU3Hb ¥ TBOpUYeCTBO JIaBpu Ha 1Ba nepuona
— eBponenckui u uspaunbckui. [locnen-
HUN OTMEYEH UCCIEI0BAHUEM U OCBOEHUEM
¢donbkiopa bimxuaero Bocrtoka, nupuyuno-

10 Hacrosimast hamunust JIeBuH.

CThIO, 06H_II/ITCJ'IBHOCTBIO KaKk Kady€CTBaMU

MY3BIKH.
«S mumy i nyOnuKA U Xody, YTOOBI
OHa MEHs IoOHMMasla, — oTMmedan Mapk

JlaBpu B 1967 rony. — S xouy, 4TOOBI MOS
My3bIKa BbI3bIBaJa T€ € UyBCTBa, UAEU U
BIICUATIICHHSI, KOTOPHIE BIOXHOBHJIM MEHS
Ha Hanucanue Kommosunuu. [loatomy s
OOBIYHO BBIOMPAIO MPOCTOW M MOHSTHBIN
MY3BIKaJIbHBIN S3BIK.

51 mHTEpeCyoCh BCEMU HOBIIECTBAMH H
Uy HOBBIE TEXHUKU M Uauombl. Ho s He
IPUEMITI0 HEMEJIOIUYHBIX CHCTEM; MY3bIKa
JIOJDKHA UMETh MEJIOMIUI0, @ METIOAHSI MOYKET
ObITH coBpeMeHHON»'!. Hackonbko ycren-
HO KOMITO3UTOPY YAAJIOCh peajn30BaTh Ha
MPAKTUKE COOCTBEHHbBIE € ACTETHUECKUE
MOCTYJaThl, CMOTJIa YOSTUTHCSI MOCKOBCKAs
nyOnuka — 31aech B 1946 rony cumdonu-
yeckas nosMa «CTalMHrpaa», COYMHEHHAS
emé B 1943 rony, u npo3Byyana (wi. 1).

He Tonbko Bo Bpems BOMHBI, HO U B OoJiee
MO3/IHME TOABI CTAJUHTPAICKas TeMa Mpo-
JI0JIXKajia BIOXHOBIIATh My3bIKaHTOB. B 1978
Tony K Heil oOparuicst OONTapcKuil KOMIIO-
3UTOP, AUPWXKEP U Teaaror AJiekcaHap
Hocudos (Anexcanasp HMocudos Hocu-
¢doB; 1940-2016)"?. Ero cumdoHnveckas
nosma «l'epossm Cranunrpana» (Ha eepou-
me om Cmanunepao, 1978) — npoussene-
HHUE SpKOe, BIEUYATISIONIee, pa3BOpadyMBa-
foleecs KUHeMarorpapuyecKu-MOHTaXKHO.
OHO OTKpbIBaeTCS «TEeMOM KpecTa», CKaH-
IUPYyEeMOil MEIHBIMHU TyXOBBIMH, CEMAaHTHU-
YECKH AaCCOLMHUPYIOIIENHCS CO BCeJsoen

I TIpuseneno mo: Marc Lavry. Heritage Society. URL: https://marclavry.org/biography (nara obpariesmust:

15.04.2023).

12° Anekcannp MocudoB — CbIH m3BecTHOro Gojrapckoro xommosutopa M. A. MocudoBa, OKOHYMIT
Bonrapckyto koHcepBaTopHIo 1o kiaccy kommno3unuu I1. Binanureposa, riae 3ateM npenojasai. Jloiarue rogs
(1968-1986) Bo3rnapisn rpammodoHHyto Gupmy «bankanTony, a 3atem (¢ 1986) — KomuteT 1o paauo u

TeneBuAeHut0 bonrapuu.



Wn. 1. NlepBas CTPAHMLA pyKOMMCH NAPTUTYPLI CUMGOHUYECKO MoaMbl «CTanuHrpag» Mapka Jlaepu

I1.1. The First Page of the Manuscript of the Score of the Symphonic Poem Stalingrad
by Mark Lavri
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yxkac temou Dies irae. YcraHaBIuBaeMast
€10 THeTylIe-TpeBOXKHasi aTtMocdepa BHe-
3aIHO PacCeUBAETCS HEOOBIYATHO CBETIION,
XPYIIKOH, JTUPUYECKOU MENOAUEH, MOKAYH-
BaIOIIEHCsl HA MATKUX ap(hOnoJ00HBIX BOJI-
Hax. OdepenHoW KpyINHBIA (parMeHT HH-
TEPTEKCTYyAIbHO NIEPEKITUKAETCS € MU30I0M
HamecTtBusi Ceapmoii cumdonnn [llocTtako-
BMYa — HEMUJIOCEPIHBIA MIWIMTAPUCTCKUN
Mapul HaCTyIIaeT NOCTEIEHHO U HEYKIIOHHO,
BCE COKpYyIlas Ha CBOEM ITyTH.

[Ipe3eHTanuio NEUCTBYIOMIKUX CUJ IPO-
JI0JDKAET MPU3bIBHAS TEMA, B KOTOPOI MEJlb-
KAIOT 3HAKOMbI€ MHTOHAMU U3 IeCHU «CBs-
nIeHHas BOMHa» A. AJekcaHIpoBa Ha CIL
B. JlebeneBa-Kymaua, coBnagatomiye ¢ TeK-
CTOBBIMU (hpazaMu «BCTaBail, CTpaHa OrpoM-
Hash» U «UJET BOMHA HApOAHAasl, CBALLCHHAS
BOWHa». TeMa, IBHO OJMUETBOPAIOIIAS CO-
0010 ocBoOoaUTENBbHYI0 MHccHIO KpacHoii
Apmun, OTBaXXHO BCTymnaeT B 60pbOy ¢ BO-
eHHbIM MapiueM. Hakonel, B BepeHuue 00-
Pa30B BCIUIBIBAET eUI€ OJIMH, 0OpUCOBaHHBIN
TeMO# (DONBKIOPHOTO, €/1Ba HE MPHUILISCHI-
BAIOLLETO, Xapakrepa. B npamarnueckoin
CXBAaTKe, B KOTOPOH MENbKaIOT (hparMeHThI
Pa3HBIX 3KCTIOHUPOBAHHBIX paHEE TEM, 3pe-
€T U KpenHeT nodenHoe JInkoBanue. TakoBa
CIOKETHAsI IMHUS TTOIMBI.

B nacnenun Mocudopa Hemano narpuo-
TUYECKHUX OIyCOB, B TOM UHCJIE CBSI3aHHBIX
C HaIeH cTpaHOW'’: MATHYACTHBIC KaHTa-
Tl «JleBsAThIN NeHb Mas» (/[esemusm Oen
Ha maii, 3anuch 1985) Ha crnoBa JJumwutpa

ToueBa u «Beunstit OxTsa0pb» (Beunusm
oxmomepu, 3anmuch 1985) Ha crmosa IlaBna
Maresa, My3bika K KuHO(QuIbMaM «Pycckuit
KOHCY» (Ruskiyat konsul, 1981) pexxuccépa
H. MusnxkoBoii u «Ham Oxtsa6pe» (Nashiat
oktomvri, 1967) pexuccépa b. Dnuena. [lo-
CTOWHOE MECTO CpelM HHUX 3aHsya cuMdo-
Huyeckas mosmMa «Ieposim CramuHrpamga»'.

Emié€ uepes nBaanarh JieT OT3ByKH ObLIBIX
6oeB 3a Cranunarpan pazganuchk B Jlecsarou
cumponuu «Ilocneanne nucbma 3 CranuH-
rpana» (Letzte Briefe aus Stalingrad) O6epa
Jlemenana (Aubert Lemeland; 1932-2010).
@paHIy3CKUH KOMITIO3UTOP MOIOLIEN K TEME
uHaye. B cBoel mapTurype IIEeCTUYacTHO-
ro omyca 172 nnst yrena (Ha (paHIy3cKoM
A3BbIKE), CONMPAHO U CUM(POHHUYECKOTO Op-
kectpa (1998), mocBAMEHHOTO «BCEM I1aB-
muM 1 CTaauHTpaay, TOPoay-MyUEHHUKY...»
(“a tous les morts et a Stalingrad, ville
martyr...”’), OH BOCIOJb30BaJCS CJIOBOM.
N cnoBo 3T0 — HEoObIYaliHO CUJIBHO BO3-
JICUCTBYIOIIUA JIOKYMEHT: MHUChbMa HEMEIl-
KHX COJIIaT, BoeBaBIIMX B cocTase LllecToii
apMHUH U OKPYKEHHBIX N0 CTaluHrpagoM,
K CBOUM POJIHBIM',

JexiiamupyeMoe CJI0BO JOHOCHUT OO0Jib
U CTpax 3axBaTYMKOB, TEIUIbIE YYBCTBA
K OCTaBJICHHBIM Ha POAMHE OJIU3KHUM, OlCH-
Ky IIPOUCXOJISIETO U MBICIH O BeuHOM. Of1-
HAKO 3BYKOBas Cpelia B IIEJIOM JOCTaTOYHO
po3pavyHa U MPOCBETIIEHHA, HATTOMUHAS CO-
6oto Hexkotopsrle onychl K. /lebroccu, M. Pa-
Bens, ®. [Tynenka. 910 0COOEHHO OIIYTUMO

13 Emé B I0HOCTH, BO BpeMs cIykObl Ha dote, A. Mocuhos counnun necHro, mocpsménnyo FOpuio
I'arapuny, ¥ JIMYHO MOKapUII €€ NEPBOMY KOCMOHABTY BO BpeMsI €ro BU3HTa B bonraputo.

14" JIBe kanTathl ¥ cuMdoHnueckas nosma «I eposim CranuHrpagay 3amucasbl B 1985 rony cuMdoHndeckum
opkectpoM bonrapckoro TeneBumeHus W panuo mox yrpasieHuem Bacuna CredaHoBa Ha AUCK (UPMBI

«bajkaHTOHY.

'S B MCTOYHHMKAX BCTPEYAIOTCSI COMHEHUSI B TOJTMHHOCTH WJTH TIEPBO3IaHHOCTH muceM. CM., HanpuMmep:
Last Letters from Stalingrad. URL: https://en.wikipedia.org/wiki/Last Letters from_Stalingrad (mara

obpamenus: 15.04.2023).
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B KAMEPHOM BEPCUU MPOU3BEICHHUS, BBIIIOJI-
HeHHoU nuanuctoM Kpucrenem Mapmanom
— JuI uTena (KeHCKUi ronoc) u AByX Gop-
TEIMNaHO.

WN3HauanbHO 3aJyMaHHOE aBTOPOM Op-
KECTPOBOE 3ByYaHHUE CUM(POHUU OBEIOCH
ycnblmark  nocetutensMm  LlenTpanbHOro
KOHLEpPTHOro 3ana Bonrorpana, npuien-
muM Ha KoHUEpT 14 mas 1999 rona. Tam xe
IIPUCYTCTBOBAJ aBTOp, NMpuIameéHHelii Ha-
POIHBIM COr030M [ epManuy Mo yxony 3a Bo-
WHCKHMH 3aXOpOHEHUsAMU. Bonrorpaackuit
aKaJeMUYECKUN CUM(OHUYECKUIA OPKECTP
IO/l YNPAaBICHHEM HAPOJHOIO AapTUCTA
PC®OCP Dnyapna CepoBa Toraa U 03By4uII
110-cTpaHMuUHy10 NapTUTYPY, KOTOPYIO KOM-
MO3UTOp Nojapuil My3ero-nanopame «Cra-
JUHTPAJICKasi OUTBaY.

CuMdoHnYECKHIT OpPKECTP OKazaJcs J0-
CTOMHBIM IJIAIIAPMOM JJII MacIITaOHOM
AMUYECKOW pa3pabOTKH CTaJIMHIPAJCKON
TeMbl. OHAKO TIOMHUMO HEro 3apyOexHbIe
KOMITO3UTOPBHI 10 3aCIyraM OLEHUIN TaKKe
XyJI0’)KECTBEHHbIE BO3MOXKHOCTH JIUTEpa-
TypHOro cinosa. OHO HWIpaeT HEMAJOBaX-
HYI0 XYyHOKECTBEHHYIO pOJIb B KaHmam-
Ho-opamopuanvHbix caupax. Ero cuna
cTajla OueBMJHA €IIE€ B roAbl BOMHBI. Tak,
ctuxorBopenue JXaknmun Moppuc nermo B
OCHOBY KaHTAaThl JJIsl ’)KEHCKOT0 Xopa 1 Qop-
tenmano «lonoc ropona» (The Voice of the
City, 1943), mNOCBSIIEHHOW TE€POUYECKOM
obopone CranuHrpaja, OpUTAHCKOTO KOM-
MO3UTOpPA UPJAHACKOTO IPOUCXOKICHUS
dum3aber Makonku (Elizabeth Maconchy;
1907-1994)'. Kanrata HeClO)XHa 1O MYy-
3bIKAJILHOMY $I3BIKY, TaK KaK COYMHEHa JJIsi
OCHOBaHHOM AjlanoMm byieM u BO3MiaBiis-
emoil uM Paboueli My3bIKJIBHON accorua-

uuu (Workers’ Music Association), pomna-
raHIMpYIOIIed MaccoBoe, OOIIETOCTYITHOE
XOpOBO€ W MHCTPYMEHTAJIBHOE HCIOJIHU-
TEIbCTBO, OTCTAMBAIOIIEH UJIEW MUpPA U 3a-
HUTHl MpaB Tpyasaumxcs. [IpousBeneHue
0Ka3aJIoCh CBETION snuTadueid, orraKuBa-
HUEM TOTMOIINX, CBOETO POAA «KEHCKUM
B3[JIJIOM» Ha TPAru3M MPOUCXOSIIETO.

Jpyrue — npaMarudeckue U Iepou-
YeCKHe — CTpPaHUIbl OO0OpPOHBI TOpOAa
OKMBAIOT B KAaHTAaTe€ YEIICKOI0 KOMIIO3H-
TOpa, MeJarora, My3bIKaJlbHOTO U 0OIe-
cTBeHHOrO pesrens BamiaaBa JloOuama
(Vaclav Dobia§; 1909-1978) «Cranun-
rpan» (Stalingrad, 1945) nna OGapuro-
Ha, MY’KCKOT'O XOpa M OpKEcTpa Ha CloBa
Mupxn Munocnasa Hosaka. Boennas Te-
MaTHKa MOCTOSIHHO coIpoBoxaaia Jlooua-
ma: B kanrare «IIpuka3 Cranuna Ne 368 ot
9 mas 1945» (Stalins Erlap Nr 368 vom 9.
Mai 1945, 1946) Ha TekcT mpukaza 00
ocBoboxnenun Ilparu, mecue «lIpuxon
Kpacnoii Apmun» (Prichod Rudé armady,
1952) nns xopa 1 opkecTpa | APYTUX OMy-
cax. B psae npousBeeHUN OH UCIIOIb3YyET
MHTOHAIMU HE TOJIBKO YEIICKUX, HO TaKkKe
PYCCKHX HapOAHBIX M COBETCKUX IIECEH.
Ero cumdonusmM mnutaercs TpaauLUSIMH
YEHICKOM MY3BIKH, HO, BEPOSITHO, U BIIUS-
nueMm J[. llocrakoBuua, ¢ kotopeiM y Ho-
BaKa CIOXKHUJIIUCh APYKECKHE OTHOIICHMS.
He caywaiino KaHrara mnepeknukaercs
C YIOMSIHYTBIMH HaMH paHee OPKECTPOBHI-
MU OIlyCaMH.

CumpoHnYeCcKUM  pa3BUTUEM  IPO-
HU3aHO eulé OAHO MOJIOTHO — OpaTopus
Opasuibckoro Oopua 3a MUp, TUPHKEpa,
CKpHUIlaya, KOMIIO3UTOpAa U HEyTOMHUMO-
ro MY3bIKaJbHO-OOIIECTBEHHOTO JesTeNs

16 Tlonmnoe ums — JIpiim Dnuszaber Baiioser Mokonku Jle®any (Dame Elizabeth Violet Maconchy
LeFanu). B xagectBe npeacenarens Coro3a aHIUHCKHX KOMIO3UTOPOB (¢ 1960) D. Makonku B 1960 romy

noceruina Coserckuii Coros.
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Knaynuy Cantopy (Claudio Santoro;
1919-1989)"7 «Opma Cramuurpany» (Ode
A Stalingrado, 1947) nns conucra, yTena,
CMEIIIAaHHOTO XOpa M OpKECTpa Ha CIIOBa
Poccunu Kamapro ['yapubepu. Yuupnuiics
B KoHcepBaropusx Puo-ne-Xanelipo u Ila-
puxa (y Hanu Bynanxe) u MHOTrO cienas-
LIHAH TS KYJIBTYPHOM )KM3HU CBOEH CTPAHBI,
CaHTOpy BBIHYKJICH ObLT IO TOTUTUYECKUM
MOTHBaM JOJITO HAaXOAMUTHCA 3a €€ mpenae-
namu (1954-1978). C 1955 on BeICTyman
B CCCP, Obu1 mpuriami€éHHbIM JAUPHUKE-
POM pa3HBIX OPKECTPOB MHUPA, B TOM YHCIIE
KoJUUIeKTUBa JIeHHHrpaackol (QpuiapMOHUU
U MOCKOBCKOTO TIOCYapCTBEHHOI'O OpKe-
ctpa. IlonnepxxuBasi B CBOEM TBOpUECTBE
00pp0y 3a MHUp, OH — Kak Mbl y3HAaéM U3
moHorpaduu M. bappo u P. rompa «My-
3bIKaJbHas SKJIEKTUKa» — eii€ B 1945 roay
Havan paboty Hag «Opoit CtamuHrpamgy»,
KOTOPYIO Tak U He 3aBepmwi'®. Tem He Mme-
Hee, aHAJIU3UPYS 3TO U PAIl APYTUX MPOU3-
BEJICHUM KOMIIO3UTOpPA TOTO € BPEMEHHU,
ucclieoBaTelb ero TBopuecTtBa MapuaHna
Kocra T'omec B HOKTOpCKOW nuMcCcepTalnn
«DopmooOpazyomme acneKThl HCHOJIHU-
TEJIILCKOM KOHLIENUIHWU TPOU3BEICHUN s

aneta Knaymmy Cantopy 3pesioro srtamna
TBOPYECTBA» YCTAHABIMBACT MPHUBEPKEH-
HocTh CaHTOpy cuMdoHuU3My B acadbes-
CKOM TTOHMMAaHHUHU 3TOTr0 TepMuHa'’.

Crpemiienne k Oonbllield KOHKpETH3a-
[IUU XYJ0)KECTBEHHOTO o0pa3a 3acTaBIIsLIO
MY3bIKAHTOB HE€ TOJIbKO OOpamarbcsi K Ju-
TEpaTypHOMY CIIOBY, HO U HUCKaTb JPYyroe
NOJCIIOpbE — cUeHuueckoe. VIMEHHO 3TO
U clelall HeMeukuii komno3utop l'esqbmyTt
Putrep (Helmut Ritter; 1907-1988)%, co-
yuHUB B 1946 rony B narepe Ne 108 nmus
BOeHHOIUIEHHBIX 1011 Ctanuurpaaom (dpo-
JIOBO) My3bIKy K mbece Banprepa Jlumma
«OcBoboxnenue» (Liberation).

[Ibeca B. Jlunma, BbIIEpX aB KOHKYPC
JUISl HEMELIKMX BOEHHOIUIeHHbIX «Haxpux-
TEH» Ha JIYUIIyI0 aHTU(AIIUCTCKYIO MHECY,
Obl1a TOCTaBlieHA CUJIaMU HenpodeccHo-
HaJIbHBIX aKTEPOB U JJAaTr€pPHOT0 KOHIEPTHOTO
ancamb6ns Lagerkapelle on pykoBOICTBOM
Xaitana Kpemepa?'. Tlo coxpaHUBIIUMCS
MY3BIKAJIBHBIM 3CKH3aM — IE€CHH, apHo30,
CLIEHA-TMAJIOT TJIaBHBIX TE€pPOEB, 3aAKIHOUH-
TEIBHBIA MapIl C XOPOM — MOXHO CYJIUTh
0 pa3BEPHYTOM MY3BbIKAIBHOU JpaMaTypruu,
OCHOBHBIE IIEPUIIETUHA KOTOPOH COCPENOTO-

17 TTomoe ums — Kiayauy ®@panko ge Ca Cantopy (Claudio Franco de Sa Santoro).
1806 srom cwm.: Barro M., Duprat R. Ecletismo Musical. IMPRENSA OFICIAL Sao Paulo, 2009.
URL: https://aplauso.imprensaoficial.com.br/edicoes/12.0.813.205/12.0.813.205.txt (nara oOpamieHus:

15.04.2023).

19 Gomes M. C. Aspectos formadores de uma concepgdo da performance das obras para viola da fase de
maturidade de Claudio Santoro. Sdo Paulo, 2022, pp. 46—47. URL:
https://repositorio.unesp.br/bitstream/handle/11449/216376/gomes_mc_me_ia.pdf?sequence=3&isAllowed=y

(mara obOpamenus: 11.01.2023).

2 TTonmnoe umsi — Tenmpmyt Kapn Putrep (Helmut Carl Ritter). TTonpoOHee 0 KOMIIO3HTOpE U €ro

TBOPUYECTBE, B YACTHOCTU MY3bIKe K mbece B. Jlunma, cMm. 1. V, § 4 «My3ssika ['enbmyTta Puttepa k mpece
Bansrepa Jlunma “OcBoboxaenne” (Mo MarepuaiaM POCCHHCKHX apXHBOB)» B KH.: 3apyOexHas My3bIKa
o Poccun (My3bikanbHast poccuka): KojuleKTiBHas MoHorpadus / pen.-coct. JI. I1. Kazanuesa. CII06.: Coro3
XyaoXHHUKOB, 2023. C. 254-264.

2l CeneHust 00 ITOM COICPIKUT CTAaThsl HEM3BECTHOTO aBTOpa «JlarepHas karmeia BOSHHOIICHHBIX O]
pykoBoacTBoM XeitHiia Kpemepa» // Poccuiickuii rocynapcTBeHHbIH BoeHHbIN apxuB. @. 47. Om. 7. 1. 7.
JI. 2 06.
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YeHbl Ha 0opb0e ¢ HaIUCTaMu U odeze co-
BETCKHUX BOMCK.

B anodeose-kynpmMuHaIMN  3aKITIOYH-
TEJIBHOTO Mapila KOMIO3UTOP 3(h(eKTHO
BBOJUT LIUTATy U3 FOCYAAPCTBEHHOI'O TUMHA
CCCP — nbiHemHero ruMHa Poccuiickoii
denepanmn®’. Moryune OKTaBHBIC Y/IBO-
€HMsI, HACTOWYMBOE IOBTOPEHHUE TOHUKHU
C DHEPrUYHOM pPACKAUYKOM IPUAAIOT TEMeE
Mapilla pelIMTENbHOCTh, YCHUJIMBAs HaKall
reponyeckor maretuku (mpumep Ne 1).
I'mvmu CCCP BocnpuHMMAETCsl KaK CUMBOJI
OCBOOOKJIEHUS, COLIMAIIBHOTO MepepoXke-
Hus. [lo6ena KpacHoit Apmunm Hecér mio-
OanpHBINA EPEBOPOT, 32 KOTOPHIM OTKpbIBA-
€TCs IEPCIIEKTHBA IEpEyCTPOCTBA MUpA.

Mpumep N2 1 I Puttep. Myabika k nbece B. JTunna
«OcBOBOXAEHME?, 3OKMOUMTENBHBIA MOPLL
Example No. 1 Helmut Ritter. Music for Walter Lipp’s play
Liberation. Final March
molto rall.
stellt - N ge - mein - sam  mar-shic - ren wir Hand im Hand, ver -
P A
i —0

1 t T T
257 | i —

0
:
SE

Uctopus CranuHrpaga pa3BopayrBacT-
Cs U B COOCTBEHHO MY3BIKaJIBHO-TEATPasIh-
HBIX MocTaHoBKax. OJIHY M3 TOIBITOK pea-
JU3alUU TTOI0OHOTO MPOEKTa MPEAIPUHSIT
aMEPHUKaHCKUN KOMIIO3UTOP, TPyOad u resa-
ror Jauac Tanenb6aym (Elias Tanenbaum;

1924-2008). Ero omgHOakTHOE MY3bIKalb-
HO-TearpajibHoe mpousBeneHue «llocnen-
Hue nuckMa u3 Cranunrpana» (Last Letters
from Stalingrad, 1981) nns 6aputoHa, ruTa-
pucTa (TaKXe UIrparolero Ha (opTenuaHo
U YIapHBIX), albTHCTA (TAKXKE UTPAIOIIETO
Ha yJapHbIX), IEPKYCCUOHUCTA OBUIO TO-
crasieHo B mapte 1983 rona na decrupane
coBpeMeHHoi My3biku CAL.ARTS Kanu-
(GOpHUNCKIM HHCTUTYTOM HCKYCCTB B TOPO-
ne Banencun, mrar Kanudopaus.

JInGpeTTo KOMIIO3UIIMM OCHOBAaHO Ha
YIIOMUHABIIUXCA paHee 12 nuchbMax mryp-
Myromux CranuHrpaj HEMEUKHUX COJIAAT.
[Tucbma ObLTM HarleyaTaHbl HA AHTIIUHCKOM
A3bIKE B aMEpHUKaHCKOM razere Hudson
Review B 1961 rony?. AapecoBaHHBIE POJI-
HbIM, OHU TOJIHBI CO3HAHUSI HEU30EKHOIO
KOHIIa, OTYasHUs, nevyanu: «Bokpyr mens
BCE pyLIUTCs, TUOHET 1ejas apMusi, JeHb
W HOYb B OTHE <...> DTO camas Tsxkénas
O6oppba B Oe3znaaéxHoM cutyaruu. Ctpa-
JlaHMsl, TOJIOZ, XOJOJ, OTPEYECHHUE, COMHE-
HUsI, OTYassHUE W YyXacHasi cMepTh. S He
MOTY OTPHIATh CBOIO JIOJIO JINYHOW BHUHBI
BO BcEM 3TOM. Sl TOBOpIO cebe, 4To, OTAaB
CBOIO KM3Hb, 5 3aIjIaTWJI CBOUW moir. <...>
HacrtymaeTr Bpems, Korga KaKablil 31paBo-
MBICTIAIINN HeMell OyaeT MPOKJINHATh 0e3-
YMUE 3TOU BOMHBD.

Kax yxe roBopuioch, BOKpYT O3ByY€H-
HbIX B JlecsaToit cumdonun dpaniryza Ooe-
pa Jlemenana (¢ TeM ke Ha3BaHUEM, 4TO U B
omyce Tanen6ayma) mucem BCE ke MepiiaeT
npocBeTiéHHas arMocdepa. Onnako TaHeH-
0ayM, paboTaroluii He TOJBKO B aKaJleMU-
YECKOW TPaJWIINHU, HO U B 00JACTAX JKaza,
AJIIEKTPOHHOW M KOMIIBIOTEPHOW MY3BIKH,

22 BesycmoBHO, I. PUTTep €XeTHEBHO CIIBIIIAN UCIIOTHEHNE HAIIMCAHHOTO A. AJIEKCaHAPOBLIM TMMHA,
KOTOPBIH ObLT opummansHo BBeAEH 1 ssuBaps 1944 rona.
B Last Letters from Stalingrad. Trans. by Franz Schneider and Charles Gullans // Hudson Review. 1961.

Vol. X1V, No. 3 Autumn, pp. 335-367.
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eI 3TO CBOE MPOU3BEIACHNE B HACHIIICH-
HBIX 3KCIPECCHOHUCTCKUX TOHax. Ero map-
TUTYpa HAlOJHEHA IUCCOHAHCAMMU, aTOHAJIb-
HBIMU OTY>KIaHUSMU, TIIUCCAHAUPOBAHUSIMHU
ajbTa, TPEBOXKHOM OapabaHHOM TpOOKIO (OT-
KpbiBarouien «llucema» u JIEUTMOTUBHO
€ro MPOHM3BIBAIOIIEH), KPUKAMH COJIMCTa
U BCEX HCIOIHUTENIEH OJHOBPEMEHHO, «IO-
BOpKoM» Sprechstimme. Tparuueckum «xap-
MHYECKHM» 3HAKOM HaJ BCEM OITyCOM BUCHUT
rperopuanckuii xopan Libera me (mpu-
Mep Ne 2), KOTOpbIN TOETCS Ha 3ayMOKOM-
HBIX CIIy’0axX — TECHOIEHUE MOsBISETCA
B | yacTu, 3aTem, Kak emnié oauH JCHTMOTHB,
B KoHIIe IV u VIII yacreit npousBeneHus.
CuIibHOE BIIEUATIICHUE OCTaBISIET 3aBEP-
meHue onyca. YreHue MnocieHero nuchma
COBMEUIAETCA C HEOXXUJAHHBIM KaTapcu-

YECKUM BBITUIECKOM: MO/ aKKOMIIAHEMEHT
TUTAPhl AJIETUCT TUXO U POOKO MHTOHUPYET
BaJIbCOOOpPAa3HbI HAIlEB HE3aMBICIOBATON
HeMenkon HapomHol mnecHu «lIpexpachHa
IOHOCTh — TOpa Becenbs, / Eif moBTOpuTSH-
sl HE CYXKIEHO...» (Schon ist die Jugend bei
frohen Zeiten) (mpumep Ne 3). Drta mecHs,

Mpumep N° 3 HeMeLkas HOPOBHAS NecHs
«[TpeKpaCHA KOHOCTb — MOPA BECENbH?
Example No. 3 German folk song

Youth is Beautiful — it's Time for Fun

G

23 T

C

fro - hen Zei

&

5 .:é + 55
- ten,

bei schon ist  die

T 4

gend, sie kommt nicht mehr. Bald wirst du mi

Mpumep N2 2 3. TaHeHbayM. «[ocneaHue nueeMa 13 CTanmHrpagon
Example No. 2 Elias Tanenbaum. Last Letters from Stalingrad
15 sec.
@i improvise military beat

— \"!r/’\_/\l_/.\_/\/\_/'\/\/\/smp

=
1=
s £0 to Tubular Chimes (T. C)
=
@ (3) Gregorian chant—"“Libera 2e"
T S53e¢c. == slowly . , o
Baritone § T x = ¥ - x = — > - =~
Tre -'mens factus supfy ¢ go et i me o Dum dis-cus i =0 Ve - ne nit -
no vidrato (N. V.)
o I
Viola %—é === —~=
N ~— ~— \."E’v
=
T.C.
0—1 = =
; = =
o= 7 3
L i s
20 sec.
@wamndmlau sound: spoken=do not —————==— together D
~ — 3
= ———— e = SN N N N N O
) spoken:® Sh Rl o >
at - que ven tu ra i ra /SpoNen play guiro - - .
(sul tasto) :
= (123 -
'spoken:* Sh
2 ekl - body of instrument irregular rhythms
'
J’ X2 x & sx X _X
spoken:* Sh - :- ‘>
PR Large suspended cymdal-wire brushes (W. B.)
o=t = — :
= — stopin time togoto T. C’
7‘ spoken:* Sh P Tl e TR

“say “Sh" with cach e T——
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U ceilyac M3BECTHash B HEMEIKOM HapoJle,
BIIMChIBAJNIACh B CBaACOHBIN 00Opsiag — MOf
Heé HeBecTa cHMMaina ¢ary. Hempuxornu-
Bas, MPOCTOCEpJEYHas, OHA O MPOIIAHUU
c mpouutbiM. B onyce e TanenOayma necHst
HECET OOJBIIYI0 CEMAaHTUYECKYIO Harpy3Ky:
ropeyb yTparbl OBLJIOTO CYACThS, POILLAHUE
C ’)KM3HBIO, Bepa B BEUHOCTh OBITHSI.

bonee sBHO BeIpaykeH TeaTpabHbIM KOM-
MOHEHT y JaTCKOr0 KOMIIO3UTOpa U MHUaHU-
cta Kuma XeasBera (Kim Helweg; pon.
1956). Komno3uTop CONpUKOCHYJICS C BOCH-
HOM TeMoH nBakapl. CHaYa1a HOSIBUINCE €ETO
«Cranunrpaackue cuMmbonnn» (Stalingrad
Symphonies, 2000-2001) s Memio-co-
IIpaHo, TEHOpa W OpKecTpa (JIUTaBpBHI,
yaapHble, QopTenuaHo, OpraH, CTPYHHBIE)
op. 40. Bropuuno XenbBer o0paTuics K TOU
xe Teme B onepe «Cramunrpan» («3aBUCTD
HE WCHBIThIBatOIEro Oomm») (Stalingrad
[The Envy of the Painless], 2002) nns ro-
JOCOB, akTépa, ABYX (oprenuaHo, 3JeK-
Tpooprana ((pucrapMOHHHM) U CTPYHHBIX
Ha JuOpeTTo aHmMuaHuHa XoBapaa bap-
Kepa. 371ecb CBOOOAHO — HE XPOHOJIOTHU-
YeCKHU-BEKTOPHO, a CIOHTAHHO, KaK 3TO
MIPUCYILIE TaMATH YEJIOBEKa, — CMEHSIOT
IpyT Apyra pparMeHThl BOCIOMUHAHUN BO-
eBaBuiero mnox CTaauMHIpazoM MOXHIOTO
Annbepra Paryssl: neTckue BreyaTiieHUS,
SMU30/lbl BOEHHOIO BPEMEHM, CBUIAHUS
C BO3NIOONeHHOM. BcerubiBaromue u3 mpo-
[UIOT0 KapTUHKU OXapaKTepU30BaHbl MO3a-
MKON MY3BIKAJIBHBIX )KaHPOB M CTWJIEH, Ha-
XOJIAILMXCA B apceHalle pecypcoB XeIbBUra:
akaJeMuuecKkass MaHepa COCEICTBYET
C MON-MY3bIKOH, CTUJIEM (DbIOXKH, ITyMaMH.

Pa3ymeeTcsi, HEBO3BMOXXHO HE 3aMETUTH
IBYKpPaTHOE MOTPYXEHUE KOMIIO3UTOpPA
B CTaJIMHIpaicKyto Temy. CKopee BCero, OHO
He ciay4daiiHo. Ha Bcém ero tBopuecTse Je-
JKUT Me4YaTh IBOMYHOCTH, KOTOpasi, O4EeBU/I-
HO, OCO3HAETCi U KyJIbTUBUPYETCS MY3bl-
KaHTOM. CHUMITOMAaTu4yeH €ro JByKpaTHbIN
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MHTEPEC K PYCCKOM JINTEpaTypHOM KJIacCH-
Ke: B anTuMIosukiie «KpeunepoBa conara»
(The Kreutzer Sonata, 1986) Ha nuOpeTTO
komno3utopa no nosectu JI. Tonctoro u
conare JI. Ban berxoBeHa, koHnepre «/IBoui-
HUK» (Dvojnik, 1995) nnst AByx doprenuano
¢ opkectpoM op. 17 no nosectu @. [locto-
eBckoro. [IpumeuarenbHa 1 moBeCTh «/{BOM-
HUK» KAaK TBOPYECKUU HMIIYJIBC, KOTOPBIN
peanu30BaH U BO B3aUMOJICUCTBUU [IByX
MY3bIKAJIbHBIX IJIACTOB, U B JIBYX BEPCHUSIX
KOHIIEpTA.

JIBOMYHOCTH yCcMaTpuBaeTcss U B UCHOJ-
HUTEJIBCKUX CcocTaBax (aBa doprenuano
MPEIYCMOTPEHBI B KOHLEPTE «/[BOMHUK» U
onepe «CranuHrpaa», OAUH U3 KOHLEPTOB
npeIHa3Ha4YeH I ABYX MEPKYyCCHOHUCTOB
U OpKECTpa), U B aleUIALHUU K COOTBET-
CTBYIOILIIMM HCIIOJTHUTENBCKUM pecypcaM —
doprenuanusiM nystam Thorson & Thurber
(npencraBuBiieMy myonuke «KpeiepoBy
COHATy», KOHUEpT «/[BomHuk», Bapuauuun
Ha remy Yuka Kopua La Fiesta, Tanro), Safri
Duo  (McrionHHUBIIEMY «AMEPUKAHCKYIO
daHTazuo», KoHUEpT Barroco Brasileiro),
LP-duo (3anucaBiiemy coHatbl Spiri, The
Tunnel, Blue Edge, uukn Rituals). Ta e 3a-
KOHOMEPHOCTh MPOCMATPUBAETCS U B OIe-
pe «CranuHrpaay: 1aHbl 1Ba U300pakeHUs
OJTHOIO TIEPCOHAXa, YYacTBYIOT JIBE OpKe-
CTpOBbIE TpyIIbl, ABa (oprenuano. oba-
BHUM TaKKe, YTO OIlepa MOCTAaBJIEHA JBAXbI
B lomnanackom nome (Holland House) Ko-
poneBckoro Tearpa Konenrarena — B 2002
u 2004 rogax.

Ve Ha3BaHHBIE OITYChI 3apyOeXKHBIX Ma-
CTEPOB MO3BOJISIIOT 3aKJIIOYUTh: CPaKEHUE
nox CranuHrpaoM yAOCTOCHO OTpPaKEHUS
B KPYIHBIX, CEPbE3HBIX KaHpax. CUIsICh 0X-
BaTUTh OOJBIIOE HUCTOPUYECKOE MPOCTPAH-
CTBO U €ro 3HAKOBBIM 3Tall, KOMIIO3UTOPBI
MCIIOJIb3YIOT TAKHE BO3MOXKHOCTH, KaK CUM-
dbonnyeckas mMy3bika (CUMQOHHS, TO3MA),
KaHTaTHO-OPATOPUAIIBHBIE U CLIEHUYECKHE
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KaHpBI. bmaromapss UM Tema pacKphIBaeT-
Csl B SIMYECKOH, JpamMaTH4ecKkoll u JIHpH-
YECKOHM IIOCKOCTAX. B pemeHnn BOCHHOU
TEMBI OUYEBUIHBI COTUIAPHOCTh, COTYBCTBUE
COBETCKOMY HAapoJy — OHH HE TOJIbKO MpOo-
BO3[IALIAIOTCS B CIOBECHBIX MOCBSIICHUSX,
HO U YKOPEHSIOTCS B MY3BIKE.

SIpxue 3apuCOBKH pPa3HBIX CTOPOH JKU3HHU,
«TIOPTPETHD JIEUCTBYIOMUX JIUI (OOBIYHO
0000I1IEHHBIE), TPOTUBOCTOSHUS CKJIAJIbI-
BAlOTCS B TUIM3HPOBAHHOE Pa3BEPTHIBAHUE
nporecca. C TeMU WIM UHBIMH HIOAHCAMH
My3bIKa PEKOHCTPyHpyeT (pa3bl Xxoma HCTO-
pHMHU TI0 KaHBE: HacmynjieHue epaza — 0dice-
CMOYEHHAS CXBAMKA C HUM — ONIAKUBAHUE
NO2UOUIUX — MOPICECBO BbICIMOAGUIUX U
nobeouswiux. KoHKkpeTu3aius mpoucxosie-
r0 B IIPOM3BEICHUN HEPEIKO 0OecreunBacT-
Csl IPOrPaMMHOCTBIO CIOXKETHOTO XapakTepa
(B OpKEeCTpOBOM MY3bIKE) U y4acCTHEM JIUTe-
paTypHOro cj10Ba (B COYETaHUH C UHCTPYMEH-
TaMH) ¥ JaXKe CHEHUYECKUM BOTLIOIICHUEM.

3aknoyeHue

Takum oOpa3zom, MPU U3YUEHUU OITYCOB
HalIUX COOTEYECTBEHHUKOB U 3aMaIHbIX Ma-
CTEpPOB BBIACHUJIOCH: HCTOPUYECKOE 3HAYE-
Hue CTaauHTpaiCKoN OMTBBI KaK TPaHaHO3-
HOTO arorest Bropoit MUpOBOI BOMHBI OBLIO
SICHO COBPEMEHHHUKAM — HMMEHHO 3TOH BO-
€HHOM CTpaHHWIIE MCTOPUU HAIIECW POAVHBI
MY3bIKAHTBl yIAEIWIN 0co00€ BHHUMaHUE.
Tema CramuHrpajckoii OUTBBI pelIaeTcs
WJICOJIOTHYECKHU OJHO3HAYHO: U OTEYECTBEH-
Hble, U 3apyOeHbIe aBTOPHI IPOTUBOCTOST
¢damm3my. OgHaKO ecnu JJisi OT€YEeCTBEH-
HBIX KOMIIO3UTOPOB Takasi MO3WLIMS €CTe-
CTBEHHa (MMITyJbCUBHO-UCKPEHHSSI OHA
WJIA K€ KOHBIOHKTYPHO CTHMYJIMPOBAaHHAS
— JpyTO#l BOMpPOC, KOTOPBIA 37eCh HE 00-
CyXKJaeTcs), TO Jisl 3apyOeKHbIX OHA MPHU-
MedareiabHa U 00yCJIOBIIEHA OMPEEIEHHON
MOTHBAllMEW, CBA3aHHOW KaK C MOJJEpHkKa-
HHEM KOMMYHUCTHYECKUX UJICH, TaK U C MO-
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TPEOHOCTHIO B IyOJUITUCTHYECKH OCTPOM
0003HauUCHUM IIEHHOCTEH (OTBET Ha 3ampoc
BJIacTei, COOCTBEHHAsi OOIeCTBEHHAs Jesi-
TEJIBHOCTH aBTOPOB, paboTa COI030B KOMIIO-
3UTOpOB conmanuctnyeckux crpad u CCCP
U JIp.), OCO3HAHHUEM COMPUKOCHOBEHUS JINY-
HOM cynbObI ¢ McTopueit.

B pemenuun cramvHrpaackod TEMbl 3a-
METHBI TAK)KE€ Pa3HbIE CMBICIIOBBIE aKIICHTHI.
3apyOeKHble KOMIIO3UTOPHI, KaK IPaBHIIO,
TMCTAaHIIMPOBAaHHBIE OT MECTa BEICHUS BO-
CHHBIX JIEHCTBUN TEPPUTOPHUAIIEHO U XPOHO-
JIOTHYECKH, B MY3BIKaJIbHOW poccuke Ooiee
JIeKJIapaTUBHEI, TTaKaTHEL. OHU OTIEPUPYIOT
MY3bIKaJIbHO BOIUIOMIEHHBIMU KaTETOPUSIMU
310 — J[0o6po u B OOJNBIION CTENEHU CKIIOH-
HBl K DKCIPECCHOHUCTCKUM 3a0CTPEHHSIM
HETraTUBHBIX SMOIUH.

OteuecTBEHHBIE MY3bIKAHTBI, TEPEKHB-
e BOMHY M Ja)Ke YJaCTBOBABILIME B BOCH-
HBIX JCUCTBUSX, TYOOKO MPOYyBCTBOBABILINE
pa3Hble rPaHK MPOUCXOIAILETO B T€ Tojibl, 00-
Jee TTyOOKO MepelaloT MHOTOOOpa3HbIe YyB-
CTBa COBETCKMX Jironed. VX ommuaer nosu-
TUBHO-CO3MJIATENIbHBIN «B3IVISII B Oymyiiee»
— CTPOUTENHCTBO HOBOTO MHPA M KPYITHBIN
UCTOPHYECKHUIA MacITad, B KOTOPOM paccMa-
TPUBAETCSI KOHKPETHOE HCTOPUYECKOE CO-
ObITHE (OMaceHusi O XPyMKOCTU PaBHOBECHS
DHEPTHid, HEOOXOAWMOCTh B OTCTAaMBAHUH
Mupa). 3HAMEHATeNbHO TaKkKe Iepepacra-
HHE BOCHHOM TEMBI B TeMy OOpHOBI 3a MHP,
YTBEPXKICHUE MHUPONIIOOMS Kak (uinocod-
CKO-OTHUYECKOW KOHIIETITUH ObITUSA (CM.: [2]).

Pasymeercs, mnpeacraBieHHOE B JaH-
HOW TyONMKAIlMM HE OXBATHIBAET BCETO
NpOCTpaHCTBA MY3bIKM 0 CTalHHrpaacKoi
OuTBe. A OHO IIEAPO HACHIIIEHO XYIIOXKe-
CTBCHHBIMH BBICKAa3bIBAHUSMH B JKaHpE
MECHU. 3a paMKaMH CTaTbU MHOXATCsl KOH-
HENTyaJlbHO OCO3HAHHBIE U HKCIEPUMEH-
TaJbHBIE OOpAIICHUs K CIIABHON HCTOpHYe-
CKOM BeXe MY3bIKAaHTOB POK-KyJIbTyphl. He
3aTparuBajlach TaKKe MY3bIKa, CO3JaHHAs
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st KWHOGUIbMOB 0 CTaNMHIpaJCKoi OUT- B MOIIHOE PYCJIO HCCIENOBAaHUN O KpyIl-
Be. B 3akynucke ocranach My3blka, 03ByYd-  HEWIIEM HCTOPHUYECKOM COOBITUU (TaKuX,
Balollas pajuoCHeKTaKin>!, DTo o3HauaeT, Hampumep, Kak [3; 4; 5; 6; 7] u apyrue)®,
YTO 3asBJICHHAS B CTaThbe TE€Ma, BMHCAaHHas TpeOyeT JajibHenIeld HayuyHo! pa3paboTKu.
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Abstract. The article is devoted to the phenomenon of the English musical renaissance, little
studied in Russian musicology — a movement under which presently the formation of the British
national compositional school of the turn of the 19th and 20th centuries is comprehended. The author
turns to the musical heritage of the leading composers of that period — Alexander MacKenzie,
Hubert Parry, Charles Stanford and Sir Edward Elgar — with the aim of demonstrating the sources
of the English musical renaissance and determining, what significance was exerted by the choral
heritage by its main representatives on the subsequent evolution of choral music in Great Britain.
Among the chief factors which influenced the English musical renaissance, the following are
highlighted: the development of the choral festival movement, the establishment of the Royal
College of Music, the directedness of the British professional education on the formation of the
national school of composition, as well as Parry’s and Stanford’s active work in musical criticism
and research. The peculiarities of the choral writing of each of the aforementioned composers are
analyzed on the example of the most well-known works in the genres of the cantata and the oratorio.
The author brings to light the general tendencies in the organization of the choral texture and timbre
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perceptions about the evolution of the choral music of the early 20th century. In particular, study
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MacKenzie) and their younger contemporary Elgar as the greatest impulse of the formation of 20th
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Annomayusn. Ctarbs NMOCBSIEHA MAJTOU3yYeHHOMY B POCCHICKOM MY3BIKO3HAHUH (DEeHOMEHY
AQHIIMKACKOTO MY3BIKAJIBHOTO pEHeccaHca — SIBJICHMIO, IOJ KOTOPBIM CETOJHS MOHUMAETCs
CTaHOBJIEHUE OPUTAHCKOIM HAIMOHAIBHOW KOMIO3UTOPCKON MIKOJIBI Ha pyOeke XIX m XX BekoB.
ABTOp 0OparaeTcs K Hacjae 1o BEAYIIUX KOMIIO3UTOPOB ATOT0 nieprosia — Asekcanapa MakkeH3H,
Xwro6epra Ilappu, Yapneza Craadopaa m DnBapaa Dnrapa — C LENbIO BBISIBICHHS HMCTOKOB
AQHNIUKACKOTO MY3BIKAJIBHOTO BO3POXKACHMSI U OIPENEICHUs, KaKOe 3HaUYeHHE OKa3ajlo XOPOBOE
TBOPYECTBO OCHOBHBIX €r0 IpPEACTABUTEIEH Ha MOCIEAYIOUIYI0 HBOJIOLHI0O XOPOBOW MY3bIKU
BenukoOpuranuu. Cpenn OCHOBHBIX (DaKTOPOB, TOBIHMSBIIUX Ha AHIIMACKUN MYy3bIKAJIbHBINA
pEeHeCCaHC, BBIACIEHBI: Pa3BUTHE XOPOBOTO (PECTUBAIBHOTO JBMKEHUS, OTKpbITHEe KopoieBckoro
KOJJIe/Ka MY3BIKH, HAIeNIeHHOCTh MNpOoQeCcCHOHAIBHOTO o0pa3oBanusi BenmkoOputanuu Ha
CTaHOBJICHME HAIMOHAJBLHOM KOMIIO3UTOPCKOW IIIKOJIbI, AKTHUBHAS MY3bIKaJbHO-KpUTHYECKAs
U HUccliefoBarenbekas nestensHocTh [Dppu um CroHdopaa. AHaNIM3HUPYIOTCS OCOOCHHOCTH
XOpOBOT'0 MHCbhbMa Ka)/I0r0 U3 BBIILIEHA3BaHHBIX KOMIIO3UTOPOB Ha MpUMepe Haubosiee U3BECTHBIX
COYMHEHHH KaHTaTHO-OPATOPHAIBLHOTO KaHpa. BBIABISIOTCS Kak 001I1Me TEHACHIIUN B OpTraHU3aluU
XOpoBOH (hakTypsl M TEMOPUKH, TaK M yHHUKaJbHBIE MPUEMBI, OOHApYKEHHE KOTOPHIX CIIOCOOHO
CKOPPEKTUPOBATh UMEIOLINECS MPEACTABIECHUS 00 IBOJIOLMU XOPOBOW MY3bIKM Hadasla XX Beka.
B gacTtHOCTH, U3ydeHHE XOPOBBIX COUMHEHHUH DIrapa o3BoJISIeT yCTAHOBUTh HHTEPEC KOMITIO3UTOPA
K (akTypHBIM M TEeMOpOBBIM MpHEMaM, TUIHYHBIM MJIs KOMIIO3UTOPOB MEPBOTO W BTOPOTO
aBaHrapna B EBpone, — nuaronanbHoi (hakType, HeCTaHIapTHBIM YHUCOHAM U Ap. BriBozib! aBTOpa
MO3BOJIAIOT C(POPMHUPOBATH MPEICTABICHUE O TBOPUYECTBE KOMIIO3UTOPOB «IIEPBOM PEHECCAHCHOM
tpoiiku» (IIappu, Caadopa, MakkeH3n) 1 UX MIIAIIEr0 COBPEMEHHHMKA DJrapa Kak 0 BaKHeieM
UMITYJIbCE CTAHOBJIEHUSI OpUTAHCKOM XOpoBOW My3blkM XX BeKa, CTaBILIEH BO BTOPOW MOJIOBHHE
CTOJIETHS OJHOM M3 HanboJsee BOCTPEOOBAaHHBIX B MUPOBOM HCIIOJHUTENIBCTBE.
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composers of the United Kingdom hold a

very significant position. After a lengthy
period of silence, which manifested itself
in a predominant creation of musical works
which had not received any substantial
dissemination beyond the confines of the
country, towards the end of the next-to-last
century the British masters have achieved
fame of creators of some of the most
performed choral compositions not only
in Europe, but also throughout the entire
world. The explanation of this remarkable
success of the choral music of the United
Kingdom is enclosed in the nature of the
phenomenon which in musicology outside
of Russia has received the appellation of
the English musical renaissance. The aim
of the present article is to disclose of the
sources of the present phenomenon, as well
as to determine that significance which
choral music by the chief representatives
of the English musical renaissance on the
subsequent development of British choral
music.

As Robert Stradling and Marion
Hughes assert, for the first time the word
combination “English musical renaissance”
in regards to the music of Alexander
Mackenzie, Hubert Parry and Charles
Stanford was used in the lecture presented

In 20th century choral music the

by Morton Latham' in Cambridge in 1888.?
The fact that in 1902 the conception of the
English musical renaissance also became
focal for John Alexander Fuller Maitland’s
authoritative monograph English Music in
the 19th Century® vividly testifies to the fact
that both the term and the content inserted
into it has become common for British
musicology.

Why is it that particularly the works
of the aforementioned composers —
MacKenzie, Parry and Stanford — were
associated with the beginning of a new stage
in the development not only of choral music,
but also, — to interpret it more broadly, —
all music in the United Kingdom? Among
the possible reasons, let us highlight three
most likely ones. First of all, the composers
listed above were directly connected with
the academic musical education offered by
the Royal Academy of Music (MacKenzie)
and the Royal College of Music (Parry and
Stanford). Second, all of them were active
participants of choral festivals in Great
Britain for which the greater part of their
cantatas and oratorios was written. And,
third, quite symbolic is the fact that each
of them presented a portion of the British
Empire characterized by a bright musical
individuality according to the place of his
birth: Parry represented England, Stanford

' Morton Latham (1843-1931) — British composer, musicologist and secretary of the London Bach

Chorus.

2 Stradling R., Hughes M. The English Musical Renaissance 1860-1940: Construction and

Deconstruction. London: Routledge, 1993. P. 34.

3 Fuller Maitland J. A. English Music in the 19th Century. London: Grant Richards, 1902. 319 p.
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— Ireland and MacKenzie — Scotland,
thereby endowing the phenomenon of
the English musical renaissance with the
meaning of a large-scale and consistent
entity. The perception of Parry, Stanford
and MacKenzie as those who are more
“responsible” for the English musical
renaissance remains characteristic  for
present-day musicology in other countries
as well. Let us quote Niall O’Loughlin: “It
would not be an exaggeration to say that
Stanford, Parry and MacKenzie were to
a considerable degree responsible for the
revivification of the music of the British
Isles.”™

There is no one single opinion, starting
from what event it becomes necessary to
count the history of the musical renaissance
in the United Kingdom. Ernest Walker in his
monograph A History of Music in England
suggested to choose as the reference point
the date of September 7, 1880, when the
premiere of Parry’s Music to Scenes from
Percy Bysshe Shelley’s Lyrical Drama
‘Prometheus Unbound.” On the other hand,
Duncan James Barker, in reference to the
words of Sir Edward Elgar® about the great
significant value of MacKenzie’s cantata
The Bride suggests counting the history of
the musical renaissance from the premiere
of this cantata in 1881. But even we do not
set for ourselves the goal of finding the date
with which most researchers would agree,

analysis of the existent literature makes
it possible for us to assert that the 1880s
in British musicology are associated with
an unprecedented ascendency of national
choral music.

We shall make the attempt at delving
into the sources of the English musical
renaissance. One of them was the founding
and the effusive development in the 1880s of
the Royal College of Music. Despite the fact
that specialized academic musical education
existed in Great Britain since 1822, i.e.,
since the year of the founding of the Royal
Academy of Music, it was particularly the
Royal College of Music which became the
crucial place of gathering for outstanding
pedagogues and scholars. These include the
founder of the College, Sir George Grove
(1820-1900) — the author and compiler
of the famous encyclopedia, The Grove
Dictionary of Music and Musicians, his
successor, composer and musicologist Sir
Hubert Parry (1848—-1918), who is also the
author of a considerable number of articles
in the Grove Dictionary, as well as Sir
Charles Villiers Stanford (1852-1924), the
most authoritative among the composition
pedagogues at the turn of the 19th and the
20th centuries, whose students include
many well-known British composers —
Ralph Vaughan Williams, Gustav Holst,
George Dyson, Arthur Bliss, Herbert
Howells and others. The predominating

* O’Loughlin N. In the Shadow of Parry, Stanford and Mackenzie: Musical Composition Studies in the
Principal London Conservatories from 1918 to 1945. Konservatoriji: profesionalizacija in specializacija
glasbenega dela [ The Conservatories: Professionalisation and Specialisation of Musical Activity]. Zalozba
Univerze Na Primorskem, Festival Ljubljana, 2020. P. 93. DOI: 10.26493/978-961-7055-86-3.87-104

> Walker E. 4 History of Music in England. Oxford: At the Clarendon Press, 1907. P. 286.

6 “Elgar’s cantata The Bride became a wonderful example of choral and orchestral writing, received an
enthusiastic welcome and became the first composition in a lengthy set of large-scale works” (Barker D. J.
The Music of Sir Alexander Campbell Mackenzie (1847—1935): A Critical Study. A Thesis Submitted for the
Degree of Doctor of Philosophy (Ph.D.). Durham: University of Durham, 1999. P. 108).
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interest in the British musical tradition,
also expressed in the study of compositions
pertaining to early music — from Thomas
Tallis to Henry Purcell, as well as the
attention towards the national British folk
music, unlike the predominating studies of
continental European music at the Royal
Academy of Music, led to the creation
of an entire set of compositions in which
English, Scottish and Irish melodicism
became organically conjoined with the
principles of compositions typical of
such European romanticist composers as
Wagner, Mendelssohn and Brahms.

The combination of the tonal-harmonic
symphonic principles typical for German
romanticism with the modal-intonational and
textural peculiarities of British music is also
characteristic of other works by Parry and
his contemporaries. It suffices to remember
the final fugue Put off, o Jerusalem from the
oratorio Judith (1888), in which the diatonic
theme with a constantly varying intonational
profile combines in concordance with the
rich romantic harmony and the diversity
of orchestral textures. Our attention is also
drawn by the “pockets” of chordal texture
characteristic of the musical compositions
of Purcell and Handel, designed not as much
to bring in the textural contrast as much as to
demonstrate a culmination of the preceding
contrapuntal section. Also interesting is the
manifestation of the technique so typical
for Handel’s fugues — the structure of
the texture of the middle sections on the
basis of expounding the separate choral
parts with their subsequent unification into
an overall imitative polyphonic texture
(Example No. 1).

The successive inclusion of the choral
parts with the gradual formation of a chord,
one of the most actively used techniques
in choral music of the first half of the 20th
century (let us remember the final chorus of

57

Schoenberg’s Gurre-Lieder), is also typical
for other works by Parry, for example, his
Prometheus Unbound (Example No. 2).

Here we also encounter another
peculiarity of choral writing characteristic
of Parry — the inclusion of fragments of the
a cappella choral sound, creating timbral
contrast, into the vocal-orchestral texture.
This technique is also characteristic for
Parry’s ode The Glories of Our Blood and
State (1885).

In comparison with Parry’s oratorios,
most of the compositions by Alexander
Campbell Mackenzie (1847-1935) in the
genres of the cantata and the oratorio are
distinguished by a simplicity of textural and
tonal-harmonic solutions. In the cantatas
The Bride, The Story of Sayid and The
Witch's Daughter there is a predominance

Example No. 1 Hubert Parry. Judiith.
Finale, mm. 248-253
- P _
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Example No. 2 Hubert Parry. Prometheus Unbouna.

Introduction, mm. 263-265




Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. Ne 2

of presentation of melodies in octaves,
as well as chordal texture, while canonic
constructions are almost entirely absent.
These compositions are greatly contrasted
by the thickset saturating contrapuntal
texture of the composer’s two oratorios
— The Rose of Sharon and Bethlehem.
We shall pay special attention to the first
of them, which is set to a text by Jim
Bennett inspired by the Biblical “Song
of Songs.” In his libretto, Bennett unified
eight chapters of the original text into four
main movements (Separation, Temptation,
Victory and Reunion), which, according to
Barker, is connected with an adherence to
the fashion of that time (one of the most
popular genres of that time was the operetta,
which usually consisted of four acts).” Each
of these movements contains polyphonic
culminations: the fugato Fifty Mighty Men
(the first movement), the fugue For the
Lord is Good and the canon God Save the
King (the second movement), the canon Ar¢
Thou so Simple (the third movement), and
a mirror canon Which is in the Midst of the
Paradise (the fourth movement).

Such a striking distinction of The Rose of
Sharon and Bethlehem from the composer’s
other vocal-orchestral works may be
explained by the genre-related solution
of the compositions. In his dissertation
devoted to MacKenzie’s musical heritage,
Barker classifies the composers’ works
written in the genres of the cantata and the
oratorio into four main groups®:

1) oratorios: The Rose of Sharon (1884),
Bethlehem (1894);

2) dramatic cantatas: Jason (1882), The
Story of Sayid (1886) and The Sun-God's
Return (1910);

" Barker D. J. Op. cit. P. 122.
8 TIbid. P. 105.
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3) non-dramatic cantatas with soloists:
The Bride (1881), The Witch’s Daughter

(1904);
4) the “choral” cantatas: Veni Creator
Spiritus (1891).

A comparison of the works within the
respective genre-related groups makes it
possible to see the unity of their textural
solutions. Thus, in the dramatic and non-
dramatic cantatas the foundational types
of textural statement of the choruses are
monophony (statements in unison and
in octaves) and chordal texture, which
1s connected, first of all, with a maximal
closeness of these genres to works
pertaining to the musical theater, for the
dramaturgy of which the definitive meaning
is held by the unfolding of the plotline,
which also presumes an ultimate clarity
and laconicism of the vocal stanzas. At the
same time, the oratorio as a genre connected
with definite historical parallels (similar
to Handel’s oratorios) in MacKenzie’s
works are associated with the significant
role of the imitational contrapuntal forms
— the extensive embellished and canonic
fragments. An important role is played by
counterpoint in the choral (plotless) cantatas,
as well: one of the vivid examples is the
polyphonic Veni Creator Spiritus, created
for the Birmingham festival, which took
place in 1891.

A distinctive place among the works by
the “first renaissance trio” is held by Sir
Charles Stanford’s compositions written
in the genres of cantata and oratorio.
The fact that these works had been
disseminated much less than those by Parry
and MacKenzie is probably the due to the
composer’s fascination for large-scale
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double-chorus ensembles, which created
certain difficulties for the predominantly
amateur choral performance in Great Britain
at the turn of the 19th and the 20th centuries.
At the same time, within the framework
of the double-choral organization, each
of the sub-textural blocks of the choral
texture demonstrates a tendency towards
intonationally and rhythmically simple
harmonic statement. There are not too many
unfolded contrapuntal episodes proper in
Stanford’s oratorio works. They include the
grand fugue The Heathen shall Fear thy
Name in the first movement of the oratorio
The Three Holy Children (1885), the large
polyphonic section We thy Love Kindling
Fire in the first act of the oratorio Eden,
as well as a few other similar examples.
As a rule, in his contrapuntal sections the
composer dispenses with the double-chorus
ensemble utilized by him more often for
colorful antiphonal sections. A peculiar
analogy of the antiphonal double-chorus
texture in Stanford’s most well-known
composition for the church — the Mass
in G major (1893) — 1is the juxtaposition
of the quartet of solo singers (the soprano,
alto, tenor and bass) with the full mixed
chorus (Example No. 3).

Despite the aforementioned differences
between  Parry’s,  Stanford’s and
MacKenzie’s choral works, they have
many common features, which makes
it possible to examine their legacy of
works in the genres of the cantata and the
oratorio as a holistic entity. First of all,
there is the foundation of the outstanding
examples of classical British literature: the
poetical works of Tennyson and Swinburne
(in Stanford’s works), Pope and Shelley (in

Example No. 3 Charles Stanford. Massin G dur.
No. T Kyrie, mm. 52-56
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Parry’s works) and Milton (in MacKenzie’s
works). Virtually each of these composers
in his respective articles and interviews
emphasized the level of the national element
in the art of music. It suffices to remember,
for example, Alexander MacKenzie’s
utterance in his interview given by him to
a journalist from The Musical Times: “The
future of our music is just what the Nation
chooses [my italics. — 4. R.] to make it.””
The problem of the search of the English
element in the contemporary art of music
remained relevant for several decades during
the course of which the formation of the new
British compositional school took place.
Repercussions of this process can also be
distinctly heard in the interviews and letters
of the composers of the following generation
— Ralph Vaughn-Williams and Michael
Tippett. Thus, the latter poses the question
as definitive for his own musical creativity:
“...what kind of voice our national music
1s, at its best, and how it can find its true
place in the general variety of our Western
musical experience?” [1, p. 8] His elder

% A Talk with Sir Alexander Mackenzie. The Musical Times. 1924. March. P. 209.
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contemporary, Vaughn-Williams, seeming
to answer this question, states in one of his
interviews: “The national English style must
be formed on the basis of the individual style
of English musicians. Until our composers
will not write music which they really like
most of all, without any hind thoughts, until
then we shall not have a true English musical
school.”!®
Besidesbasingthemselvesontheclassical
and contemporary examples of British
literature, the composers of the English
musical renaissance found the connection
with the great past of British music to be
equally significant. To a considerable degree,
the musical works of Parry, MacKenzie and
Stanford have established the tradition of
the correspondence in terms of ideas and
musical techniques with the works of the
British classics, which likewise became
characteristic to the subsequent generations
of English composers. It can even be found
in the works of composers whose musical
languages are quite radical. One striking
example of this is the case of Elisabeth
Lutyens, who actively utilized the resources
of serial dodecaphony. As Yulia Agisheva
writes: “One of the most exciting moments
associated with the name Lutyens in the
history of music is that the composer claimed
to have invented a new method herself (!)
owing to her interest in music of the 16th—
17th centuries. This happened before she
became acquainted with the music of the
Second Viennese School representatives.
The composer stated that Henry Purcell’s
instrumental fantasies played a key role in
this.” [2, p. 158] The accentuation of the
close connections between the past and

the present of English music manifests
itself not only in Parry’s and Stanford’s
musical works, but also in their writings
in the sphere of music criticism. Both
of them wrote articles, monographs and
tutorial works in which the English musical
tradition demonstrates itself as a part of the
overall European academic music. In this
connection, it is possible to mention Parry’s
works: Studies of Great Composers (1886),
The Evolution of the Art of Music (1896),
the third volume of the large-scale edition
The Oxford History of Music devoted to
18th century music, Stanford’s critical
articles, frequently published in the journals
National Review, Cambridge Review,
Musical Quarterly, and Music and Letters,
as well as the monograph Music in Beginning
School (1890), in which the composer draws
our attention to the significance of inclusion
of some of the best examples of music from
Great Britain in programs of the school
teaching curriculum. Such a commitment
to the principles of championing the
national aims in development of the arts
of composition and performance, as well
as the musical-aesthetic upbringing of
children was stipulated by that attitude
towards professional music which prevailed
in British society during the second half
of the 19th century. Thus, Hughes and
Stradling note that “Victorian England was
generally of a modest attitude towards the
art of music <...> music was perceived by
them as an alien phenomenon: the opinion
was established that music was created
by foreigners, and they were the ones
who possessed the monopoly over their
performance.”!!

10 Saylor E. Vaughan Williams. Oxford: Oxford University Press, 2022. P. 28.

' Stradling R., Hughes M. Op. cit., pp. 3—4.
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Moreover, the wish to encourage the
revival of the national academic art of music
did not hamper the active mastery, on the
part of Parry, Stanford and MacKenzie,
of the artistic experience of composers
outside of Great Britain, particularly that of
German composers. In many ways this was
also influenced by the understanding of the
necessity to learn from the best examples of
music of their own time period, as well as the
perception on the part of German composers
as the most qualified bearers of systemic
knowledge in the sphere of music theory and
compositional technique. It is not by chance
that both MacKenzie and Stanford studied
composition in Germany — MacKenzie
studied with August Bartel and Eduard Stein
inSondershausen, Stanford studiedin Leipzig
with Carl (Heinrich Carsten) Reinecke,'
— while Parry, as Rachel Alessio® affirms,
wished to study with Brahms, however,
subsequently, was compelled to limit himself
with a brief period of study in Stuttgart with
Henry Hugo Pierson, a German composer of
British descent.

Of course, the study of the finest examples
of music by Schumann, Mendelssohn,
Brahms, Wagner and Liszt could not do
otherwise but influence the choral works by
the British composers who were stylistically
close to them. However, the latter
demonstrate, along with the peculiarities of
the textural and tonal-harmonic language,
typical for German Romanticism, a tendency

to utilize intonations of folk songs, to
implement modal-harmonic particularities
typical for historical English odes, carols
and anthems, which can be explained by
the orientation on the part of most of the
compositions towards a concrete auditorium
— the performers and audiences of British
choral festivals, the most famous of which
were:

a) The Three Choirs Festival, which
had been organized starting from 1715
successively in three cities Hereford,
Cloucester and Worcester; here the premieres
of MacKenzie’s cantata 7he Bride and
Parry’s oratorio Job were held;

b) The Birmingham Triennial Music
Festival, established in 1784; at this festival
the premieres of Stanford’s oratorios
The Three Holy Children and Eden, and
Parry’s oratorio King Saul were held;

c) The Leeds Festival, which was
organized for almost 130 years (from 1858
to 1985) with the periodicity of once every
three years in Leeds; at the Leeds Festival
the public was introduced for the first time
to MacKenzie’s cantatas The Story of Sayid
and The Witch’s Daughter and Stanford’s
cantata Songs of the Fleet.

Such peculiar features of the choral
scores of the aforementioned compositions
in the genres of the cantata and the oratorio
as the prevalence of chordal textures, a large
amount of examples of melodic statements
in unisons and octaves, as well as the

12 The stylistic connection of Stanford’s compositions with the German choral works of the Romantic Era
also served as the reason of the labelling of Stanford, as frequently encountered in literature, “as the British
Brahms” (see: Alwes Ch. L. 4 History of Western Choral Music. Vol. 2. NY: Oxford University Press, 2016.

P. 321).

13 Let us cite Alessio’s work: “He [Parry. — A. R.] even applied to study with Brahms himself, however
the opportunity did not present itself successful.” (Alessio R. A Choral Conductor’s Guide: Anton Bruckner
‘Trosterin Musik,’ Charles Hubert Hastings Parry ‘Six Modern Lyrics,” Dan Forrest “You Are the Music,”’ Pért
Uusberg ‘Muusika,’ Ron Nelson ‘Proclaim This Day for Music.’San Diego: Point Loma Nazarene University,

2017.P. 12.)
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frequently encountered aspiration to begin
and end compositions by means of unisons
and octaves in the choral voices reflect the
socially inclusive atmosphere of the British
choral festivals, which primarily brought
together lovers of choral singing. However, it
may be said with certitude that the evolution
of the amateur and professional choral
performance, which is closely connected with
the festival events in Great Britain, presented
another important source for the English
musical renaissance. When studying in
chronological order the scores of the cantatas
and oratorios composed at the turn of the
19th and 20th centuries, we can also notice
the complex textures created by increasing
the number of embellished sections, the
saturations of harmony by means of complex
chromatic sonorities, as well as the active
incorporation of the extreme ranges of choral
voices. All of this bears witness to the fact
that the development of choral festivals
led not only to an increase of the amount
of ensembles of performers, but also to the
growth of their professional levels, which
allowed composers to create more and more
perfect examples of compositions in the
genres of cantata and oratorio.

Let us summarize all the observations
presented earlier by listing the main sources
of the English musical renaissance:

— the development of British choral
festivals, along with their reorientation on
performance of compositions in the genre
of cantatas and oratorios on the part of
contemporary national composers;

— the activities of the Royal College
of Music, focused on study of the musical
heritage of Great Britain in educational
courses, as well as scholarly and artistic
projects;

— the directedness of professional
education in Great Britain on the formation
of a national school of music composition;
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— the activities in the sphere of music
criticism on the part of the late 19th and early
20th century composers with the statement
in articles, monographs and tutorial editions
of the question about the place and the role
of British composers in the development of
European music as the most important issue
of discussion.

The fluorescence of the choral festival
movement in conjunction with the stress
of professional performance and education
on performance and study of British music
created the conditions for the appearance
of the musical compositions of Sir Edward
Elgar (1857-1934) — the first significant
British composer of the turn of the 19th and
the 20th centuries whose musical legacy
has been accepted far away beyond the
confines of his country and virtually became
the culmination of the English musical
renaissance. Most of the premieres of Elgar’s
vocal-orchestral compositions, as well as
those by his contemporaries, took place
within the framework of the most significant
English choral festivals:

— the symphony for chorus and orchestra
The Black Knight — at the Three Choirs
Festival (Worcester, 1893);

— the oratorio The Light of Life — at the
Three Choirs Festival (Worcester, 1896);

— the cantata Caractacus — at The
Leeds Festival (1898);

— the oratorio The Dream of Gerontius
— at The Birmingham Triennial Musical
Festival (1900);

— the oratorio The Apostles — at the
Birmingham Triennial Music Festival
(1903);

— the oratorio The Kingdom — at the
Birmingham Triennial Music Festival
(1906);

— the ode The Music Makers — at the
Birmingham Triennial Music Festival
(1912);
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— the ode The Spirit of England — at
the Birmingham Triennial Music Festival
(1917).

Alreadyin Elgar’sfirstchoral oeuvresitis
possible to observe such a characteristic trait
of the composer’s writing as “counterpoint
of articulation” — the simultaneous
combination of diverse traits in the choral
parts. In the middle section of the piece
My Love Dwelt in a Northern Land (1889—
1890) from the cycle Three Part-Songs
(opus 18) the composer delineates in the
choral fabric two independent strata diverse
in their execution of strokes: the soprano
and first tenor parts sing a melodic line
legato against the background of recitation
carried out staccato in performance by
the alto, second tenor and first bass parts.
A more complex variant of differentiation of
strokes are found by us in the second scene
of the choral symphony 7The Black Knight.
Elgar combines here sounds performed
staccato (in the basses and altos), tenuto
(in the tenors) and legato (in the soprano)
(Example No. 4).

Another no less characteristic technique
of Elgar’s choral writing is the succession
of vocal-orchestral sounds with chorus
without orchestral accompanying (7The
Black Knight, Scenes from the Saga of King

Olaf, The Apostles, The Music Makers). As
a rule, the a cappella choral fragments are
short in their duration: the composer uses
such a succession as the brilliant technique
of contrast, at the same time, without
complicating the goals of preserving the
clarity of the choral harmony.

Let us also turn our attention to the
special type of exposition, which cannot be
found in the scores of Elgar’s predecessors
or elder contemporaries. In the fifth number
of Scenes from the Saga of King Olaf we
see for the first time an example of diagonal
texture connected with a sequential transfer
of the pitches of the melody from the lower
choral parts to the higher. At the same time,
we are referring not only to the allotment of
the pitches of a single horizontal line between
the various choral parts, but also a supple
timbral recoloring of the melody by means
of operating with unisons of the adjoining
parts. Such a form of tone organization
would later become widespread as the result
of Arnold Schoenberg’s and Anton Webern’s
Klangfarbenmelodie technique in the works
written by composers of the first avant-
garde and, even to a greater degree, of the
second avant-garde movement (Examples
No. 5a, 5b). It must be noticed here that
the conclusion regarding Elgar’s indirect

Example No. 4 Edward Elgar. The Black Knight.  Example No. 5a Edward Elgar. Scenes from
Scene 2, mm. 64-66 the Saga of King Olaf: No. 5, mm. 269-271
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Example No. 5b

Luigi Nono. Liebeslied Mm.1I-15  the

polyphonic
lines moving in a
contrapuntal manner

may be presented

both by separate

choral parts, as well
as their unisons. Of

special interest is the

unification into unison
of  unconventional

connection with musical modernism is also
arrived at by Oliver Chandler, who analyzed
the composer’s works for violin and piano.
[3, pp. 28-29]

Alltheparticular features of Elgar’s choral
writing are adjacent with more traditional
varieties of textures familiar from the works
of the composer’s elder contemporaries —
monophony, chordal exposition by means
of fragments of imitational-contrapuntal
organization. To a certain degree, it could
be said that Elgar was able not only to
synthesize the artistic experiences of Parry,
MacKenzie and Stanford, but also to bring
out the development of English choral
music onto a new stage. This is testified
by the oratorio The Dream of Gerontius
(1900). Having conjoined Parry’s and
MacKenzie’s experience at creating large-
scale contrapuntal choral episodes with an
interest in monochordal structures, typical
for Stanford, Elgar composed an oratorio
which, as Michael Kennedy writes, became
“as popular among British choral societies
as Messiah and Elijah.”'* In the canonic
and embellished sections, the composer
utilizes the choral resources rather freely:

voices  with  the
contrasting data of
tessitura-related
intensities. Such an example can be
discovered by us in the second movement of
the oratorio, in the canon O Loving Wisdom
of Our God, where the polyphonic line is
performed in unison by the tenor and alto
parts (Example No. 6).

Our attention is also drawn by the
composer’s freedom in the formation of
various choral combinations. For example,
the finale of the second movement makes
use of a triple combination formed by a
female monophonic vocal texture (sopranos

Example No. 6 Edward Elgar. 7he Dream of Gerontius.

2nd Movement, f. 77

4 Kennedy M. Elgar, Sir Edward William, baronet. Oxford Dictionary of National Biography.

DOI: 10.1093/ref:0dnb/32988
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+ altos), a small chorus (semi-chorus), the
soprano part (sopranos 1 + sopranos 2) and
an incomplete mixed ensemble (altos +
tenors + basses).

Such a textural mobility corresponds
to a certain degree with the tendencies of
developmentofchoralmusiconthe Continent.
In particular, during that same period Arnold
Schoenberg works with unisons of altos
and tenors, with various monochordal
verticals different in the combinations of
parts (it suffices to remember Darthulas
Grabgesang, 1903). It is curious that the
composers concurred in many ways, even
in the questions of organization of unisons
complex in their timbral combinations. In
the 1900s Schoenberg actively experimented
with merging into unisons not only the alto
and tenor parts, but also the soprano and
tenor, as well as the alto and bass parts.
Such nonstandard unifications can also be
seen by us in the composition written after
The Dream of Gerontius, — the oratorio
The Apostles (1902—1903) (Example No. 7).

The generalization of the best traditions
of British traditions in combination with
a sharp feel for the newest tendencies of
development of choral texture typical not as
much for the English as for the Continental
tradition, on the one hand, and the remarkable
combination of the idyllic and the imperial
spirit of Great Britain,'* on the other hand,
made it possible for Elgar to become the most
performed composer of that period, not only
in his own country, but in other countries, as

Example No.7 Edward Elgar. 7he Apostles.
Part 1, f. 40
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well. In fact, it was particularly Elgar who
became the transmitter of the contextual
and textural ideas, not only those innate in
the works of their elder contemporaries —
Parry, Stanford and Mackenzie, but also,
as Grigorty Konson indicates, directly
continuing the line of the oratorio works of
Handel in their aspiration “to create an art
based on high ethical and aesthetic ideals.”
[4, p. 80] Moreover, Elgar’s music written
in the genre of cantatas and oratorios set up
the vectors of development, which found its
continuation in the works of the subsequent
representatives of British music, among
which are:

1) highlighting choral music into one
of the most top-priority spheres of music
composition for most British composers;

15 According to the words of British researcher Jenny Doctor, during the period between the two
world wars, Elgar with his music “represented nationalism, imperialism, the era of English glory, which
preceded the legacy of the Great War, filled with horrors” (Doctor J. Broadcasting’s Ally: Elgar and the BBC.
The Cambridge Companion to Elgar. Ed. Daniel M. Grimley and Julian Rushton. Cambridge: Cambridge
University Press, 2005. P. 199. DOI: 10.1017/CCOL9780521826235.015).
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2) accentuation on the connection of hand, the directedness of the amateur choral
present-day compositions with the best movement towards appreciation by a wide
examples of music by British masters of audience, on the other hand — the creation
the preceding eras constantly present in the  of musical compositions presuming a very
British composers’ musical compositions, high professional level of performers.
educational work, and activities related While the composers of the “first
to music criticism; this tendency would renaissance trio” were in many ways
become the leading one for such brilliant conducive to the revival of British national
composers of the subsequent generations as  choral music and drawing special attention
Ralph Vaughn-Williams, whose Fantasy on  to it in the United Kingdom, Elgar was
a Theme of Thomas Tallis is acknowledged able to provide contemporary music in
in Grove’s Dictionary to be “the first implicit the country with an international status,
masterpiece” [5, p. 990]; and also give that impulse towards the

3) the priority of religious and religious-  subsequent development of choral music
philosophical subject manner in choral which led to the creation of outstanding
music, the possibility to combine in one masterpieces by Vaughan Williams,
musical composition secular and canonic  Tippett, Britten, Walton, Tavener, Finnissy,
texts unified by one idea; Ferneyhough, Birtwistle and many other

4) elite qualities and social inclusivity British composers without which it is
in choral composition and their mutually impossible to imagine the art of choral
complementing tendencies: on the one music in the 20th century.
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Annomayusn. B iHTEerpaluy HayK ¥ Pa3BUTHH MEKIUCIMILIMHAPHBIX HCCICIOBAHUI My3bIKa
Kak (DEeHOMEH KyJbTYypbl M 3HAKOBasi CHCTEMa, OTINYAIOIIAsICcsS 0CO00H POJIbI0 3MOIIMOHATBLHOTO,
IpolecCyallbHO-IHEPIeTUIECKOro, 0EeCCO3HATEIbHOT0, 3aHMMaeT ocoboe MecTo. B crarbe
paccMaTpuBaeTCs TCHJACHIHUS B3aUMOJCHCTBUS MEXKIYy TCOPHUCH MY3bIKM M MY3bIKaJbHOU
MICUXOJIOTHEH, CBs3aHHAs C KOHIENTyajdu3aluell OeCCO3HATEIbHOIO U MPOJOKAIOIIASACS
Oosee Beka. ABTOp BbIACISAET HanOoJee BaXKHbIE MOMEHTBI ATOrO MpoIlecca, HAmpaBICHHOTO
Ha (OPMHPOBAHHUE MPEACTABICHUS O MY3bIKAJIbHOM MBIIUICHUHA KaK IEHTPAIbHON KaTEeroOpHH,
COCIUHSIONICH TEOPUI0O MY3bIKH M MY3bIKAJIbHYIO MCHUXOJOTHI0. BBICKA3bIBAIOTCS HAOIIOMEHUS
0 XapakTepe ¥ JUHAMHKE pacCcMaTPUBAEMOW TCHACHIIMU B OTCYCCTBEHHOM M aMEPHKAHCKOM
MY3bIKO3HAHUHU, O TEPMHUHOJIOTHYECKON KOHIICTITyalu3alund 0eCCO3HATEeIbHOTO B MY3bIKaJIbHOM
MBIIUICHUH, BBOIATCS JAaHHBIC O KPYIMHBIX MEXKIUCIUIUIMHAPHBIX MPOCKTaX, TaK WU HWHaue
CBSI3aHHBIX C ATOU MPOOIEMOIA.
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...In most cases problems occur with the cessation of thinking

he intensiveness of informational
exchange between the different fields
of scholarship is continuing to expand
(see, for example: [1; 2; 3; 4]%), which makes
it possible to prognosticate new discoveries
upon their intersections and the appearance
ofnew spheres of knowledge. The interaction
of art studies with other scholarly disciplines
is presently being appraised as the answer
to “the challenges of modernity.” Attention
toward the interdisciplinary accents in music
theory,® the strengthening of its connections
with musical psychology upon the extension
of cross-cultural processes, has become
especially important for musical education
and pedagogical innovations. Among the
recent publications, the direction of special
interest to us is that of “integrative musical
psychology.” [5]
The aim of the article is to disclose the
tendency of productive interaction between

based on the concept of “the common state of things.”
Ultimately “terminal things” are in reality

are implicated in “primary things.”

Ernst Kurth !

music theory and musical psychology,
which has continued for over a century and
1s connected with the turn of music theory
towards the sphere of the unconscious.
A special role in the emergence of this
branch of the discipline has been played by
the ideas of outstanding Swiss musicologist
Ernst Kurth (1886-1946), which have
continued to be developed up to the
present. “Music theory” is examined in the
present article in the line of contemporary
perceptions, expounded in two fundamental
works.* It is noteworthy that both editions
touch upon questions connected with musical
psychology, moreover, in the Cambridge
History of Western Music Theory the Fourth
Part Descriptive Traditions includes a
special section titled Musical Psychology,
which contains two chapters: Energetics
and The Psychology of Music.> The editor
of the publication Thomas Christensen

' Kurth E. Muzykal'naya psikhologiya. Oblasti i granitsy muzykal'noi psikhologii [Musical Psychology.

Areas and Boundaries of Musical Psychology]. Translated by L. Tovaleva, O. Galkin, comments by
0. Galkin. HOMO MUSICUS: al'manakh muzykal'noi psikhologii [HOMO MUSICUS: Almanac of Musical
Psychology]. Ed. and comp. by M. Starcheus. Moscow, 1994. P. 12.

2 Konson G. R. (ed.) Iskusstvovedenie v kontekste drugikh nauk v sovremennom mire: paralleli i
vzaimodeistviya: sb. tr. Mezhdunarodnoi nauchnoi konferentsii 21-26 aprelya 2019 g. [ Proceedings of the
International Scholarly Conference “Art History in the Context of Other Disciplines in the Modern World:
Parallels and Interactions” April 21-26, 2019)]. Moscow: Filin, 2020. 994 p.

3 Kholopova V. N. Mezhdistsiplinarnye aspekty obshchei teorii muzyki [Interdisciplinary Emphasis of
General Theory of Music]. The Journal of Russian Society for Theory of Music. 2013. No. 1 (1), pp. 31-38.

4 The Cambridge History of Western Music Theory. Ed. by Thomas Christensen. Cambridge, U. K.;
New York: Cambridge University Press, 2002. 998 p.; Kholopov Yu. N., Kirillina L. V., Kyuregyan T. S.,
and others. Muzykal'no-teoreticheskie sistemy: uchebnik dlya istoriko-teoreticheskikh i kompozitorskikh
fakul'tetov muzykal'nykh vuzov [Musical-Theoretical Systems: A Textbook for Historical-Theoretical and
Composition Departments of Music Universities]. Moscow: Kompozitor, 2006. 631 p.

5 Rothfarb L. A. Energetics. The Cambridge History..., pp. 927-955; Gjerdingen R. The Psychology of
Music. The Cambridge History..., pp. 956-981.
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explains this by the fact that the analytics of
music and the musical psychologist unifies
the connection between empirical musical
composition and its perception.® Analysis of
energetics in 20th century musicology is the
subject of Tatiana Tsaregradskaya’s article.’
We shall turn to separate questions posed in
the chapter The Psychology of Music later in
the article.

In its study of the elements of theory
from the point of view of music psychology,
musicology receives absolutely new
perceptions. Addressing the questions
related to the psychology of unconsciousness
has turned out to be especially productive
for music theory scholarship in the 20th
and 21st centuries. The phenomenon of
music is more appropriate than any other
discipline for the study of the sphere of the
unconscious, due to its temporal nature and
intangibility, its essential dissolution after
each performance, its existence in the form
of inner auditory perceptions and its power
of impact over the human being. It is not
by accident that for Kurth a special quality
of continuance in the counterpoint and
melodicism of J. S. Bach’s music provided
that particular problem range in which his
psycho-energetic conception was generated.
In Grundlagen des linearen Kontrapunkts
[The Foundations of Linear Counterpoint]
(1917)* the Swiss musicologist proposes

¢ The Cambridge History... P. 20.

a new understanding of melody (melos)
and linearity, bringing in a number of
special musical terms. In Musikpsychologie
[Musical Psychology] (1931)° he analyzes
the interaction of musical psychology
with the aesthetics and psychology of
music and formulates the basic question
of the philosophy of music as an issue of
perception of the inner world of the human
being. Kurth singles out two crucially
diverse approaches to the understanding of
music — as a metaphysical world accessible
only to intuition, and as a world generated
by the psyche, a purely anthropomorphic
phenomenon, and in correspondence to this
determines two worldview positions. One
1s based on the dependence of the laws of
music on psychological processes, while
the other presumes that the laws of music
itself predetermine the conditions of our
psyche. Particularly in music theory, in
its hidden form, are the most important
elements of the empirical psychology of
music revealed, as Kurth emphasizes.'
The encounter of musical psychology with
music theory is manifested in the fact that
musical psychology, for the most part,
researches elementary concepts. However,
the new, previously unfamiliar approach
also presents an absolutely new type of
understanding. “The phenomena which
are simply taken for granted within the

" Tsaregradskaya T. V. Napravlenie energetizma v kontekste muzykoznaniya XX veka [“Energeticism”
as a Trend of the Twentieth-Century Music Analysis]. The Journal of Russian Society for Theory of Music.

2017. No. 4 (20), pp. 36-48.

¥ Kurth E. Grundlagen des linearen Kontrapunkts. Einfiihrung in Stil und Technik von Bach s melodischer
Polyphonie. Bern: Akademische Buchhandlung von Max Drechsel, 1917. 525 S.; Kurth E. Osnovy linearnogo
kontrapunkta. Melodicheskaya polifoniya Bakha [Fundamentals of Linear Counterpoint. Bach's Melodic
Polyphony]. Trans. from the German by Z. Evald. Ed. by B. Asafiev. Moscow: Muzgiz, 1931. 304 p.

* See: Kurth E. Musikpsychologie. Berlin: Max Hesse, 1931. 323 p.; Kurth E. Muzykal'naya

psikhologiya..., pp. 7-27.
10 Kurth E. Muzykal'naya psikhologiya... P. 11.
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sphere musicology, become merely points
of departure in musical psychology,”
stemming from which “musical psychology
must trace out its own sphere.”"! According
to Kurth, the commonly accepted notions
of music theory contain a discrepancy
which is connected with the penetration of
music into the sphere of the unconscious,
and while music theory continues to fail
to realize that its main conceptions are
always surrounded by mysteries in which
the “perceptible flesh of its knowledge” is
dissolved, it will continue to falter on its
own limitedness.!?

The interest in generic psychology and
its laws at the turn of the 19th and the 20th
centuries is linked by researchers with
the quests for the general laws of music
characteristic for that time. In musical
psychology, the beginning of which is
considered to be the end of the 19th century,
from Hermann Helmholtz’s “physiology of
hearing” and Carl Stumpf’s “psychology of
hearing,” Kurth passes onto a qualitatively
different level — to the “psychology of
listening” and the main subject of his research
is comprised of the laws of formation of
musical integrality."

The concept of intonation developed
by Boris Asafiev (1884-1949), who
highly appraised his contemporary Kurth,
has determined many aspects of Russian
musicology, however the famous music
scholar, as Mark Aranovsky evaluates his

I Tbid. P. 12.
2 Tbid.
13 Tbid. Pp. 22, 24.

conception, did not propose a theoretical
method of discovery and classification
of typified intonations.'* Apparently, the
understanding of the essence of the psycho-
energetic component (the idealistically
unconscious) came into contradiction with
the accepted materialistic doctrine, but in
the second book Intonation the scholar
finally discarded the notion of understanding
intonation as the relationship of sounds
(i.e., the real elements of pitch) and
“structural definiteness,” albeit, remained
faithful to understanding intonation as an
“ontological definiteness.”!®> The conception
of intonation became less concrete, but
more generalized and, most importantly,
generated the working the processes of
musical thinking out, and therein its main
historical role may be perceived.

The issues of integrality found their
reflection in the research of Leonard Meyer
(1918-2007), a significant American music
scholar, whose ideas also continue to be
developed. Meyer studied the “laws of
good continuation” (melodic continuity,
rhythmic, and metric continuation), basing
himself on Gestalt psychology and the
theory of expectation, the conscious and
the unconscious. In particular, according
to his observations, a group of tones may
be considered to be well formalized, if it is
comprised of approximately equal tempered
intervals following each other in succession
in one direction.'®

4 Aranovsky M. G. Kontseptsiya B. V. Asaf'eva [The Concept of B. V. Asafiev]. Muzykal'no-teoreticheskie
sistemy 20 veka [ Musical-Theoretical Systems of the 20th Century). Ed.-comp. M. Aranovsky. Moscow, 2011,

pp. 85-122.
15 Tbid. P. 121.

16 Meyer L. B. Emotion and Meaning in Music. Chicago: The University of Chicago Press, 1957. 328 p.
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In Soviet music scholarship in the time
period from the 1940s through the 1960s,
due to various objective reasons, which
one can only surmise, musical psychology
turned out to be contiguous to musical
acoustics, along with other “borderline”
disciplines. Despite the circle of questions
embraced by musical psychology (the study
of the mechanism of creative processes, the
performer’s general state on the concert
stage, the process of music perception,
the classification of musical abilities) and
subsequently enumerated in the encyclopedic
dictionary devoted to musicology, its author,
well-known musicologist-historian ~ Yuri
Keldysh was compelled to acknowledge
that notwithstanding the direct connection
of all the aforementioned questions to music
scholarship, to pedagogy and practice,
“musical psychology must [my italics.
— E. A.] be examined as a part of general
psychology, whereas musical acoustics
i1s assigned to the sphere of physical
disciplines, rather than to musicology.”"”
With the word “must”, the author of the
article seems to exonerate himself before
future generations of scholars and suggests
to read “between the lines”, treating this
with understanding: during the time of
the Great Patriotic War, and later the Cold
War studies in the sphere of acoustics as a
field related to physics with which musical
psychology was still tightly connected,
concentrated in the spheres of military
defense and outer space programs.

However, already in the early 1970s,
after the “thaw”, the publication of a book
by Evgeny Nazaykinsky (1926-2006)
about the psychology of musical perception
marks a new period in music scholarship.
The music scholar considers the turn of
attention towards psychology to provide
one of the conditions for deep penetration
into the laws of music, into its nature and
specific features. He cites the works of Hugo
Riemann and Ernst Kurth as examples.!®
He distinguises the special role played by
of two significant music theorists — Yuri
Tyulin (1893-1978), who brought the
concept of apperception as well as a set of
other terms into music theory and valued the
significance of study of the subconscious,
and Leo Mazel (1907-2000), who exerted
great attention towards the psychology of
perception.!” Nazaykinsky’s turn to the
subconscious components of perception, to
the definition of the role of life experience
and integrality, towards a psychological
understanding of various conceptions, such
as pre-hearing, towards the attribute of
metaphor, has paved the way towards the
elaboration of new perceptions of music and
towards terminological conceptualization.
The first book demonstrated Nazaykinsky’s
first conception — the coordinate of depth in
music, while the second?’ presented a set of
systemic triads, such as drama — lyricism
— epos, space — motion — time, texture —
syntax — composition, and context — text
— subtext. On the basis of Dmitri Uznadze’s

17 Keldysh Yu. V. Muzykovedenie [Musicology]. Muzykal'naya entsiklopediya [ Musical Encyclopedia].
Yu. V. Keldysh, Editor-in-Chief. Moscow, 1976. Vol. 3. Col. 809.
18 Nazaykinsky E. V. O psikhologii muzykal'nogo vospriyatiya [On the Psychology of Musical Perception)].

Moscow: Muzyka, 1972. P. 11.
1% Tbid. Pp. 4, 69.

2 Nazaykinsky E. V. Logika muzykal'noi kompozitsii [The Logic of Musical Composition]. Moscow:

Muzyka, 1982. 319 p.
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theory of attitude, his conception of modus
is formed. To the aforementioned concepts
of macro-level, two less perceptible, albeit,
in my opinion, extremely important notions
must be added — “interval-motion” and
“interval-switching.” Following Kurth’s
teaching, Nazaykinsky discerns in this
common (let us remember Kurth’s words
brought as the epigraph to the article)
conception of “continuous” from “discrete”
and thereby opens up the path towards
terminological conceptualization of the
unconscious.?!

The search for new methods in art
studies in the early 1970s was marked by
a very successful “brainstorm,” the target
of which was musical thinking. A group of
scholars pertaining to various professions
— psychologists, musicologists, linguists,
cyberneticists and philosophers — was
brought together by another outstanding
theorist — Mark Aranovsky (1928
2009), who was especially interested in
this phenomenon.? About thirty or forty
years later, the engaging of scholars from
various disciplines who are interested in
various important and crucial issues has
already become a rather customary affair,?
but this is, indeed, a confirmation of the

progressive nature of Aranovsky’s project.

Since the 1980s English-language
publications have applied more and more
frequently the concept of music cognition,
instead of the term “musical psychology,”
or, to be precise, “the psychology of music.”
By unifying the spheres of psychology,
linguistics, neurophysiology, philosophy
and informatics, all of which study
thinking, intuition, the cognitive abilities of
human beings and other living organisms,
as well as the processes of formation of
perception, “cognitive science” has risen to
anew level. The study of cognitive abilities
is generally discerned by its amalgamation
with new technologies.* The “cognitive
approach” proper became a basis for the
research work A Generative Theory of
Tonal Music written by musicologist Fred
Lerdahl and linguist Ray Jackendoff, in
which the authors cover a broad spectrum
of “musical intuitions” — from elementary
processes of grouping to the most complex
types connected with prolongation.”> The
formalization of unconscious processes
intrinsic to tonal music onto the level of
harmony and rhythm proposed by them
1s evaluated as the analogy to “generative
grammar” in structural linguistics. The

2! Nazaykinsky E. V. Vzaimosvyazi interval'nykh i stupenevykh predstavlenii v razvitii slukha
[Interrelationships between Interval and Step Representations in the Development of the Musical Ear].
Vospitanie muzykal'nogo slukha [Instruction of the Musical Ear]. Moscow: Muzyka, 1977, pp. 25-77.

22 Problemy muzykal'nogo myshleniya [Problems of Musical Thinking]. Comp. and ed. by M. Aranovsky.

Moscow: Muzyka, 1974. 333 p.

2 See, for example: Language and Music as Cognitive Systems. Ed. by P. Rebuschat, M. Rohrmeier,
J. A. Hawkins, I. Cross. New York: Oxford University Press, 2012. 356 p.; Language, Music, and the Brain:
A Mpysterious Relationship. Ed. by M. A. Arbib. Cambridge, MA: MIT Press, 2013. 662 p.

24 Gjerdingen R. Op. cit. P. 976.

2 Lerdahl F., Jackendoff R. 4 Generative Theory of Tonal Music. Cambridge, Massachusets: The MIT

Press, 1983. P. 332. For a summary of the theory of generative grammar, see: Lerdahl A. W. (F.) Generativnaya
teoriya muzyki v svete traditsii Shenkera i Rimana [Generative Music Theory in Relation to the Schenkerian
and Riemannian Traditions]. The Journal of Russian Society for Theory of Music. 2018. No. 4 (24),
pp. 20—40.
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“generative music theory treats music
theory as a branch of cognitive science and,
through a rule system, models the structures
that listeners implicitly infer from a musical
surface.””

The neuropsychological approach,
based on the acceptance of Functional
Interhemispheric Asymmetry (FIA) by
world science, has been used by Vyacheslav
Medushevsky upon his creation of the
conception of intonational form. Let us
stress the special role of the unconscious and
“corporeality” in intonation generalization
at the level of “the proto-intonational
form”.?” Giving a fair characterization of
his Doctoral dissertation [Intonatsionno-
fabul'naya priroda muzykal'noi formy
[The Intonational-Narrative Nature of
Musical Form] (defended in 1984) as
a “leap forward,” Valentina Kholopova
at the same time reproaches Russian
musicology for its inert quality, asserting
that during the course of the subsequent 30
years it “did not advance a single step”*®
in that direction. However, this is nothing
more than a faulty assessment. Reaction
towards Medushevsky’s work followed

26 Lerdahl A. W. (F.). Op. cit. P. 20.

immediately, but this took place in the
Far-Eastern Academy of Arts. Already in
1994 (i.e., a year after the publication of
Medushevsky’s book written on the basis
of his dissertation) in Vladivostok theses
of my presentation were published, where
the conception of my future Doctoral
dissertation was presented in general terms.
Three years later, in 1998, now already in
Moscow, an article was published based
on the manuscript from 1995.% This was
followed by a set of publications, including
a book,*® and then in the successful defense
of my Doctoral dissertation Muzykal'noe
myshlenie Vostoka i Zapada.: kontinual'noe
i diskretnoe [Music Thinking of East and
West — Continual and Discrete] (St.
Petersburg: Russian Institute of Art History,
2002.421 p.). In the context of development
of the interdisciplinary approach in Russian
musicology, it is important to note that
the neuropsychological approach in these
research works has been complemented by
the semiotic and the anthropological.

In the basis of the model “East —
West” as the analogy to the FIA and the
materials pertaining to oral and oral-

27 Medushevsky V. V. Intonatsionnaya forma muzyki [Intonation Form of Music]. Moscow: Kompozitor,

1993. 268 p.
28 Kholopova V. N. Op. cit. P. 31.

# See: Alkon E. M. K probleme kontinual'nogo i diskretnogo v muzykal'nom myshlenii [On the
Problem of Continual and Discrete in Musical Thinking]. Kul'tura Dal'nego Vostoka Rossii i stran ATR:
Vostok — Zapad: nauchnaya konferentsiya [ Culture of the Russian Far East and Asia-Pacific Countries:
East — West: Scientific Conference]. Issue 1. Far Eastern State Institute of Arts; Institute of History,
Archeology and Ethnography of the Peoples of the Far East Far Eastern Branch of the Russian Academy
of Sciences. Vladivostok, 1994, pp. 125—-127; Idem. Kontinual'noe i diskretnoe v muzykal'nom myshlenii
Vostoka 1 Zapada [Continual and Discrete in the Musical Thinking of East and West]. Vzaimodeistvie
khudozhestvennykh kul'tur Vostoka i Zapada. Pamyati Izabelly Rubenovny Eolyan [Interaction of Artistic
Cultures of East and West. In Memory of Isabella Rubenovna Eolyan]. Moscow: State Institute of Art
History, 1998, pp. 112—-133.

30 Alkon E. M. Muzykal'noe myshlenie Vostoka i Zapada — kontinual'noe i diskretnoe [Music Thinking
of East and West — Continual and Discrete]. Vladivostok: Far Eastern State University Publ., 1999. 126 p.
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written traditions (conditionally defined as
the “East”), the conception was presented
and the foundations were laid of the theory
of musical thinking of the mythological
type, and a set of concepts was brought in.
Proceeding from the continual approach to
the concept of lad (mode), the necessity
arose of bringing in the concept of “the
mode-acoustic field,” denoting the special
modal function of space (continuous,
energetic and unconscious) appearing
upon the change from one tone to the
next. Later, this was supplemented by the
conception of “the mode-metrical field,”
denoting a continual unit of quantitative
meter. In other words, the conception of
fields, modal-acoustic and modal-metrical,
highlighted and denoted the spatial (or, to
be precise, spatial-temporal) understanding
of the interval as a continual unit typical
for the right hemisphere of the brain.
Almost twenty years later, on the basis of
the principle of symmetry / asymmetry, the
classification of binary modal archetypes?®'
was created, the diversity of the different
varieties of which was narrowed down
into a system on the basis of the “modal

capacity” (to use Evgeny Gertsman’s
term), the succession of the fields and the
directedness of the motion*.

The work on elaboration of the neuro-
semiotic approach was joined by my student
Svetlana Klyuchko, who successfully met
this rather difficult challenge, since the
material chosen for her research was quite
complicated: the object of her study was
traditional Chinese and Korean musical
notation. Significant and the most interesting
results of her work found reflection in
her dissertation written for the degree of
Candidate of Arts** and other scholarly
works.**

Special and detailed scholarly attention
is merited by the research works by
Anirudh Patel, devoted to the issue of
distribution of resources between the two
hemispheres of the brain in the processes
of linguistic and musical syntax,*”> and
Arnie Cox, who studied the types and
forms of conceptualization of music in
which, consciously or unconsciously, its
corporeal-motional mental nature, based
on the connection of imitation, imagination
and expression, is manifested in the form

31 A term coined by Kira Yuzhak. For more on the subject see: Yuzhak K. I. Lad, tip poryadka,
dinamicheskaya i evolyutsionnaya sistema [The Lad: Type of Order, Dynamic and Evolving System].
Traditsii muzykal'noi nauki [ Traditions of Musical Science]. Leningrad, 1989. P. 57.

32 For more details see: Alkon E. Klassifikatsiya ladovykh arkhetipov i sovremennye problemy
muzykal'nogo obrazovaniya [Classification of Mode Archetypes and Modern Problems of Music Education].
Vestnik kafedry YuNESKO “Muzykal'noe iskusstvo i obrazovanie” [Bulletin of the UNESCO Chair “Musical
Arts and Education’]. 2019. Vol. 7, No. 2, pp. 77-95.

33 Klyuchko S. 1. Spetsifika traditsionnoi muzykal'noi pis'mennosti Vostochnoi Azii: na primere Kitaya
i Korei.: avtoref. dis. ... kand. iskusstvovedeniya: 17.00.02 [The Specifics of Traditional Musical Writing in
East Asia: on the Example of China and Korea: Thesis for Dissertation for the Degree of Cand. Sci. (Arts):
17.00.02)]. Vladivostok, 2009. 27 p.

3 See, for example: Klyuchko S. I. Traditsionnaya muzykal'naya pis'mennost' Kitaya (psikhologicheskii
aspekt) [Traditional Musical Writing of China (Psychological Aspect)]. Muzykovedenie [ Musicology]. 2008.
No. 5, pp. 62—67.

35 Patel A. D. Music, Language, and the Brain. Oxford: Oxford University Press, 2008. 513 p.
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of action or perception. In the latter’s book  development of music theory, understood as
music is perceived as embodied cognition, the study of music and the systematization of
as a process involving hearing, motion, knowledge for the purpose of education, is
perception and thinking *° impossible without recourse to psychology.

Thereby, we see how wuseful and The conjunction of music theory with
productive for music theory Kurth’s musical psychology has been successfully
psycho-energetic conception has turned developing for over a century and is capable
out and remains to be. In conclusion, of revealing new horizons in the cognition
emphasis must be made what seems to be of this phenomenon. What is needed here
customary and generally known: the sphere  is merely the proper approach an interest
of the unconscious is organic for music, but  towards the world and other disciplines,
presents special kinds of difficulties upon the  and a perspective — an interest towards the
attempt of terminological conceptualization. human being and his expression of himself
However, it follows from here the in music.
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Cepreit PaxmaHuHos. MNMpentogusa cis moll op. 3 N2 2:
band-sepcum 3pbl CBUHIA
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Annomayusn. JlerkoxxaHpoBble MEepepadbOTKU KIACCHYECKOM MY3BIKM COCTABISIOT 3aMETHBIH
IUIACT XYAOXKECTBEHHOTO Hacienust 3pbl cBuHra. Ilpaktuka jazzing the classics / swinging the
classics 3aTpoHyna TBOPYECTBO JIECATKOB KOMIIO3UTOPOB, B ToM uucie u Cepress PaxmanuHoBa.
CambIM BOCTpeOOBaHHBIM MEPBUYHBIM TEKCTOM ISl HHCTPYMEHTAJIBHBIX TPAHCKPHUIIIUH cTana ero
[Ipentonus cis moll. E€ band-Bepcun (¢ TOYKM 3peHUS COOTBETCTBHS JXKA3UHIY KaK CTUIIEBOMY
(eHOMEHY U B OTHOILEHUH NMPUEMOB TPAHCKPUNTOPCKONH TEXHUKH) /10 CHX MOp HE CTAHOBWIUCH
IIPEIMETOM CIELMAIBHOIO BHUMaHUS. B craTbe aBTOp BIEpBBIE MPEACTABISAET PE3YJIbTAThI
aHAJTUTUYECKOTO PACCMOTPEHMS jazzing-TpaHC(HOPMaLUil TbECHI.

Kaxnplii 13 «0OHOBNEHHBIX» BapuaHToB llpemtoguu obnamaeT kKak OOIMMH Ui CTHUIIEBOM
NEPEOPUCHTALIMY YePTaMU (IIOAMEHA BBICOKUX JKaHPOB MPUKJIAJHBIMHU, «IIEPEBOI» aKaJIEMUUECKOTO
TUIIA PUTMHUKH B CBUHIOBBIH, (pakTypHO-TeMOPOBBIE TPe0Opa30BaHus U T. 11.), TAK U MHIUBUyaJIbHO
NPETBOPEHHBIMU NpUEMaMU  TpaHC(hOpMallUd OpUTHHANA (B MEPBYIO OYepedb CTPYKTYypHO-
KOMIO3MILIMOHHOTO IU1aHa). bonbmas yacts apankupoBok [Ipemtonnu npeaHasHaueHa Juist Our-
09H/I0B, CayH]] KOTOPbIX MOXHO Ha3BaTh 3BYKOBBIM OpPEHJIOM 3MOXU CBUHTa. Permpe3eHTaTHBHBI B
JTAHHOM OTHOILICHMM BEPCHH, 3ByYaBIIHE B HUCHOJIHEHUHU OopkecTpoB [lroka Dmimurrona (1938),
I'mena I'pas (1939) u xxexa Turapaena (1941). OcobusikoM cpean 63HI-BEpCHii CTOUT apaHKUPOBKA
u3 penepryapa opkectpa Jxexka Xunrona (1930). B el TouHO coxpaHseTcs CTPYKTypa OpUTHHANa,
YTO [03BOJISICT HA3BaTh JAHHYIO BEPCHUIO CayH I-TpaHCKpuUIluei poprenuanHoro omyca. Temnopurm
JaHHOTO oOpaslia OTIAMYAeT aroruka W OTCYTCTBUE cBHMHra. CrienuduueH cayH] apaHXUPOBKH,
OpHEHTUpPOBaHHbIM Ha cuMmdomxa3 Iloma VYaiitmMeHa, mo mpumMepy KOTOPOro XWJITOH BBOAUT
B OpKeCTp CTpyHHBIe. PaccMoTpennsie band-sepcun Ilpemtonun PaxmaHuHOBa JA€MOHCTPHUPYIOT
KaK THIIOJIOTHYECKOE COOTBETCTBUE (EHOMEHY jazzing the classics, Tak U MHIUBUAYaIbHOCTb
TPAHCKPUNTOPCKUX TpaHCHopMaIHid.

Knirouesvie cnosa: Cepreit Paxmanunos, [lpentonust cis moll, nxa3uHr, 3pa CBHHTA, I)Ka30BbIe
apaH)XUPOBKH
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Sergei Rachmaninoff. The Prelude in C-sharp minor Opus 3 No. 2:
Jazz Band Versions in the Swing Era
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Abstract. Arrangements of classical music in popular genres comprises a discernible stratum of
the artistic heritage of the swing era. The practice of jazzing the classics or swinging the classics
affected the music of dozens of composers, including Sergei Rachmaninoff. The most highly sought
primary text for instrumental transcriptions turned out to be his Prelude in C-sharp Minor. Its jazz
band version (from the perspective of the correspondence to jazzing as a stylistic phenomenon and
in regards to the techniques of transcription technique) have never formed the subject matter of
special attention up to the present. In the article the author presents for the first time the results of
examinations of jazzing-transformations of the piece.

Each one of the “renewed” versions of the Prelude is endowed with common features for
stylistic reorientation (the replacement of the high genres with applied ones, the “transfer” of the
academic type of rhythm into swing rhythm, transformations of texture and timbre, etc.), as well as
individually transubstantiated techniques of transformation of the original (first of all, the structural-
compositional plane). The greatest amount of arrangements of the Prelude is designed for big bands,
the sound of which may be called the sound brand of the swing era. Especially representative in this
regard are the versions which sounded in performance by the orchestras of Duke Ellington (1938),
Glen Gray (1939) and Jack Teagarden (1941). The arrangement from the repertoire of Jack Hilton’s
orchestra (1930) stands apart among the band versions. The structure of the original is preserved
precisely in it, which makes it possible to call this version a sound transcription of this piano piece.
the tempo-rhythm of this example is discerned by its agogics and its absence of swing. Most specific
is the sound of the arrangement oriented on Paul Whiteman’s sympho-jazz, following the example
of which Hilton incorporates string instruments into his orchestra. The examined band versions of
Rachmaninoff’s Preludes demonstrate both the typological correspondence to the phenomenon of
Jjazzing the classics and the individuality of the transcription-based transformations.

Keywords: Sergei Rachmaninoff, Prelude in C-sharp minor, jazzing, the swing era, jazz
arrangements

For citation: Presnyakova I. A. Sergei Rachmaninoff. The Prelude in C-sharp minor Opus 3
No. 2: Jazz Band Versions in the Swing Era. Problemy muzykal'noi nauki / Music Scholarship. 2023.
No. 2, pp. 79-89. (In Russ.) DOI: 10.56620/2782-3598.2023.2.079-089
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€3MC O B3aMMOJCHCTBUU TBOPUYECTBA

PaxmMannHOBa M aMEpUKAHCKOM My-

3bIKAJIBHOW KYJIBTYphl MMEET Xapak-
T€p akCHOMBI. BMecTe ¢ TeM BBISIBICHHE
cHelu(pHUKN XyI0)KECTBEHHBIX MEpeceyeHUit
TpeOyeT OOCTOSITENILHOTO J0KAa3aTeILHOTO
noaxona. MccnenoBarensiMu HEOAHOKPATHO
OTMEYaJIOCh BIIMSHUE JKa3a Ha MY3bIKaJlb-
HBIM SA3BIK IO3JIHUX MPOU3BEACHUNA KOMIIO-
3UTOpa — JaHHBIA BEKTOP ObUI MyHKTUPOM
HaMEYeH €€ B MY3bIKOBEJICHUN COBETCKOM
smoxu'. OJJHO# 13 TIEPBBIX pabOT MOCTCOBET-
CKOTO nepuoza, rae npooiema «PaxMaHUHOB
U JKa3z» oOpera TUTYNBHBIN cTaTyc, craia
cratbst 1O. BacuibeBa’. ABTOp yKa3bIBacT
Ha «KOCBEHHBIN», «KacaTeJIbHbII XapakTep
CONPUKOCHOBEHHUSI KOMIIO3UTOpA € JI’Ka30M
W OTMEYaeT, 4To Hanbolee JoKa3zyemMon 00-
JIACTBI0O MY3bIKAJIBHOW  BBIPA3UTEIBHOCTH
B 9TOM IUIaHE sBJsieTcst putMuka®. B. Pako-
9H, UCCIEAys] TEMOPOBBIA aCIEKT, B CTAThe
«Tpanchopmanus opkectpoBku B Parconumn
Ha TeMmy [laranunu Cepres PaxmanuHOBa

1

U JKa30BbIE UAMOMBD) YTBEpXkKAaeT: «J[xka3
y PaxmaHMHOBa, cKOpee, OTTEHSET “KJIaccu-
4yeckoe” Hayajo, HE BBICTyNas B KauyecTBE
siICHOII ocHOBBI. Ho mMeHHO OoH ‘“‘ocBsmIa-
eT”’ KaueCTBEHHBbIE TpaHC(POpPMAaLIMU B OpKe-
cTtpoBke» [1, c. 228]. JIaTeHTHBIN XapakKTep
JIKA30BBIX AJIEMEHTOB B TBOPYECTBE KOMIIO-
3uTopa ormedaeT A. JlsaxoBuu: «Paxmanu-
HOB, B OTJIMYHME OT CBOMX COBPEMEHHHUKOB,
JIEMOHCTPUPOBABIIMX  HOBBIM  J[KA30BbIN
“KOCTIOM”, “lepeoIeBajICs” HE3AMETHO: aMe-
PUKAHCKHII MaTepHall B €r0 My3bIKE — BCET-
J1a B TO )K€ BPEMsI U PyCCKHUI MaTepuam»®.
Tak win MHA4Ye, MpopacTaHUE SIIEMEH-
TOB, UMEIOIINX HEAKaJIeMUYECKUI reHe3ucC,
B aMEpPUKAHCKHUX OIycaxX PYCCKOro KOMIIO-
3UTOpa BBHINISAUT OeccriopHbiM. He Menee
OUEBHUJICH W BCTPEUHBINA MPOLECC «CTHIIE-
BOM MUTpALMI» PAXMaHUHOBCKUX COUYMHE-
HUM B JIeTKOXaHpOBYyIo cepy. HauaBmmce
B 3Py CBHUHIA, XPOHOJOTUYECKUE PaMKH
KOTOPOM CHHXPOHHBI TOJIaM 3MUTPAHTCKO-
ro mepuoaa Ouorpaduyr KOMIO3UTOPA®, OH

ComosmoB A. A. C. B. PaxmanmaoB. M.: My3bika, 1969. 174 c.; Kannunckuii A. U. «Cumdonngeckne

TaHb» PaxmannaoBa. K mpodneme ncropusma // Coerckast mysbika. 1989. Ne 2. C. 92—100; [Iportomomnos B. B.
[Noznaee cumponnyeckoe TBopuectBo C. B. Paxmanunona // C. B. Paxmanunos / og pea. T. 3. LiprtoBud.
M.; JI.: Mysrms, 1947. C. 130-154; Copokuna E. I. ®oprenmnannsie conarsl C. B. PaxmanuHoBa // Y3 uctopun
PYCCKO# 1 cOBeTCKON My3BIKH: €0. cT. M.: My3bika, 1976. Bem. 2. C. 146—-180.

2 Bacwibes 0. B. Paxmanunos u ka3 // C. B. Paxmanunos. K 120-neturo co aust poskaenust (1873—-1993):
Marepuaibl Hayd. KoH. / pem.-cocT. A. V. Karmuackwii; MK mvenn I1. Y. Yatikockoro. M., 1995. C. 172-184.
B Heckonbko epepaboTaHHOM BapHaHTE CTaThsl BHOBB OITYOIMKOBaHa B 100wieiiHoM u3nanuu: Bacuses 10. B.
PaxmannaoB 1 ka3 // [Ipunomenne C. PaxmanwmaoBy. K 150-netuto co nus poxaenus. MccnenoBaHus pa3HbIX
ner / coct. B. b. BanbkoBa. M.: Poccuiickas akamemus My3biku nmeHn [ Hecunbix, 2023. C. 58-73.

3 «...pUTMHKa SBIsIeTCs HauOoiiee JO0Ka3yeMOH OONacThi0 My3bIKaJbHON BBIPA3HUTEIbHOCTH
y PaxmanuHOBa, B KOTOpOH MPOCIIEKUBAETCS BIMSHAE HEKOTOPHIX MPUEMOB HKA30BOM KyIbTYphl. pyrue
obnactu, rae ka3 TOXKe UMEET SIpKUe, 3aMETHbIE YepPThl, — MHTOHAIIMOHHO-Ja0Basi CTOPOHA MEJIOAUKH,
(baKTypHO-TapMOHUYECKHUH IUIAH, OPKECTPOBKA — B MPOU3BEACHUSIX KOMIIO3UTOPA BBIPAKEHBI MEHBIIC»
(Bacuwes 1O. B. PaxmanunoB u mkas... C. 178).

4 JlaxoBuu A. B. PaxMaHHHOB M aMepHKaHCKas pasBiekareiabHas mysbika / C. B. PaxmaHuHOB U
MHUpOBas KyJbTypa: Mmarepuanbl V MexIyHapoOHOH Hay4YHO-IPAKTHUECKOH KOH(EpPeHUUH / pel.-COCT.
. H. Banosckas. BanoBka: My3eii-ycanp6a C. B. PaxmanannoBa «BanoBkay», 2013. C. 87.

5 BuactHoCTH, B uccnenoBannu JI. Kanu (Laurent Cugny) Analysis of Jazz: A Comprehensive Approach
(The University Press of Missisipi, 2019) nepuon ¢ 1924 no 1930 rox onpenensercst Kak pre-swing, epUo.
¢ 1930 rona o 1945 ron — swing.
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npoAokaercs 10 cux nop. KantuineHHbie
MEJIOJIUU BJIOXHOBEHHBIX PaXMaHUHOBCKHUX
TEM Ha MPOTSKEHUU MHOTMX AECATUIETUN
OCTAIOTCSl MPUTATATENBHBIM MaTepuajIoM
IUIsl Macc-KyibTypsl. [lokazarenbHbIM TpH-
MEpPOM MOXKET CIYXKUTh My3blka Brtoporo
(dopTenuaHHOro KOHUEPTa, BOKaJIbHbBIE BEpP-
CUU KOTOPOM HEOJHOKPATHO IPUBJIEKAIN
BHUMaHUE uccienoBareneii. Tak, B pabdore
H. T'yOxkuHOW® aHamU3WPYIOTCS TECHH
I Think of You wn Full Moon and Empty Arms,
Bolemue B pernepryap @panka CuHaTpsl B
1940-e rogsi. A. Ilykep yka3biBaeT Ha Oasuia-
ny Opuka Kapmena All by Myself (1975) u eé
BepcHH, 03ByueHHble Ppirnkom CHHATPOH,
Tomom JIxxoncom, Cenun JInon’. B crarbe
Jluas YWxedy u T. [llak ymomuHaeTCs IecHs
Dream Started B NCTIOTHEHUHM COBPEMEHHO-
ro TaiiBanbckoro nesna Jxes Yoy [2].
OTMeTUM, YTO TEPBBIE OIBITHI «TPAHC-
IJIaHTalUuW» My3blkh PaxMaHMHOBa Ha He-
aKaJIeMUYECKYIO ITOYBY COCTOSTUCH TOPa3Io
paHbllle Ha3BaHHBIX BBINIE KOMIIO3HUIMN H
Obuti 00YCJIOBJIEHBI UpE3BbIUAHO MOKa3a-
TEJIBHOU JUII COBPEMEHHOW PaxmaHMHOBY
AMEPUKAHCKOW  MY3bIKaJbHOM  KYJIBTYpPbI
NIPAKTUKOM jazzing the classics /swinging the
classics. B e€ pycine ObUIO CO3MaHO OTPOM-
HOE KOJIMYECTBO 00pa3lioB, BIIPOYEM, Aalie-
KO HE Bcerna o0yaJaBIux OeccropHoil Xy-
JIOKECTBEHHOU 1IeHHOCThI0. COMHUTENIbHOE
Ka4eCTBO OJ’Ka3MPOBAHHBIX OMYCOB ObLIO
OJHOW W3 IPHUYMH, NOPOAMBIINX AKTUBHBIE
JUCKYCCUU BOKPYT jazzing the classics. I1o-
JEeMUKa Hallla OTpaXeHHE Ha CTPaHMIAX
aMEpPUKAHCKOW IMPECChl TOrO BPEMEHH, YTO
ONMMCaHO HamMH B pabore «JKa3uHr 3pbI

CBUHTA: pro et contra» [3]. BoablIMHCTBO
JIETKO’KaHPOBBIX MEPepabOTOK TOTO MEpPHO-
J1a IPEACTABIISIIO COOOM MECHU, POXKIAEHHBIC
B pe3yabrare MOATEKCTOBKM (PparMeHTOB
WHCTPYMEHTAJbHBIX KaHTUJIEHHBIX TEM PO-
MaHTHUYECKOW CTHJIMCTUKH (A B 3TOM OTHO-
IICHUU TOKa3aTeJIbHbl HA3BaHHbBIC BBIIIE
npumepsbl). Bmecte ¢ TeM Hapsiay ¢ BOKajb-
HBIMU CYILIECTBOBAJIN U UHCTPYMEHTAJIbHBIC
BEPCUHU OCOBPEMEHEHHOM Kilaccuku. [Toxka-
Jy#W, camMblM BOCTPEOOBAaHHBIM paxMaHHU-
HOBCKUM «IEPBUYHBIM TEKCTOM» JIsI WH-
CTPYMEHTAIbHBIX J)Ka3UHT-TPAHCKPHUIILIAMA
crana [pentonus cis moll (op. 3 Ne 2).
['panino3Has MOMYJIAPHOCTh COUNHEHHS,
BEPOSITHO, SIBJISIETCS Ba)KHOM, HO IPHU STOM
HE €IMHCTBEHHOW MPUYMHOW MHOKECTBEH-
HBIX OOpallleHul K HEMY apaHKUPOBILHKOB
9pbl cBUHTA. bonee mybokue nerepMuUHaH-
Thl CTOUT UCKaTh Ha YPOBHE OOIIHOCTH 3a-
JiecTBOBaHHbIX B [Ipentonnu My3bIKabHO-
A3BIKOBBIX CPEACTB M MY3BIKAJIbBHOW IIpaK-
TUKHA Ha3BaHHOI'O Mepuoja. XoTs XPOHOTOI
opuruHana, cozgansoro B 1892 rony B Poc-
CHUH, alipuoOpH HCKITIOYAET KaKoe-IMOO BIIU-
SIHUE JI’Ka3a, B 3BYKOBOM IPOCTPAHCTBE 3Pbl
cBuHra [lpemtoaust Morna BOCIPUHUMATHCS
CKBO3b IIPU3MY aKTyaJIbHBIX JJI1 MacC-KyJlb-
Typbl TOTO BPEMEHU TapMOHUYECKHUX, PHUT-
MUYECKUX M (akTypHbIX Mojenen. Tak,
B OTHOILIEHUH 3BYKOBBICOTHOCTH POJICTBEHEH
JIETKO)KaHPOBOM chepe He TOTBKO MITKOAUC-
COHAHTHBIN KOJIOPUT FAPMOHUHU B 1IEJIOM, HO
U €€ oTnenbHbIe 3eMeHThl. Cpenu HUX OT-
METHM MOBTOPHOCTb TUIIOBOTO ISl JKa3a U
HOMYJSPHON MY3BIKA TapPMOHHUYECKOTO 000-
pora II-V-I — omnopHoro s HavyasIbHOTO

¢ T'yokmua H. B. Epporeiickas My3bsIkajbHas KIaCcCHKa B BOKaJbHOM TBOpuecTBe DpoHka CHHATPHI
(X BOTIPOCY O THITOJIOTHH apaHXUpoBOK) // [Ipobmemsr My3bIkansHOM Hayku / Music Scholarship. 2010. Ne 2.

C.39-42.

7 Iykep A. M. PaxMaHMHOB B MHP€E MaCCOBOI MY3bIKaJIbHOMN KyJIbTypHI // My3bikanbHast akagemust. 2013,

Ne 2. C. 20-26.
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n3NoxkeHus TeMbl [Ipentonuu, rjae oH 3By4uT
TPOEKpaTHO (B OCHOBHOM, MapajuleIbHON U
JIOMUHAHTOBOM TOHAJIBHOCTSX), a TAKXKE Ia-
pajsieNnbHble CIBUTM MOHOPUTMHUYECKH CHa-
SIHHBIX TOJIOCOB BEPXHETro IulacTa (hakTypsl,
HAIIOMHMHAIOUINE TEXHUKY OJOK-aKKOPIOB
(4TO OCOOEHHO 3aMETHO B JUHAMHU3UPOBAH-
HOM perpuse). B nanHOM QaxTypHOM clioe,
IIOMHUMO MPOYETO, MOXKHO YCMOTPETh HEKUE
QJUTIO3MM HA CBUHIOBYIO PUTMHKY: BO-IIEp-
BBIX, IIPH H3JI0KCHUM OCHOBHOIO MOTHUB-
HO-MHTOHALIMOHHOTO $1pa OHU ITPOSIBIISIFOTCS
MOCPEJCTBOM BYaJIMPOBAHUS CHJILHOM 10U
/ CHIBHOTO BPEMEHHM JIOIH 3a CUET May3, YTO
co31aéT 3((eKT «3ama3IpIBaHUs) BCTYILIE-
HUSl TApMOHUU; BO-BTOPBIX, OJTHOBPEMEHHO
C 3TUM MPUCYTCTBYET 3P PeKT «mpexneBpe-
MEHHOI'0» BCTYIUICHHSI HOBOM (PyHKIMM Ha
4eTBEPTYI0 BOCBMYIO Takra. [lomMmmmo Bce-
T0, JJAKOHUYHOCTh TOJIOBHOTO MOTHBA BKYIIE
C MHOTOKPAaTHBIM €r0 IOBTOPOM BBI3BIBAET
aCCOIIMALIMK C XapaKTEePHOM IS Ka3a pud-
¢doBoii TexHUKOU. BeposaTHO, 3TOT KOMILIEKC
9JIEMEHTOB, OJIM3KUX HIMOMATHKE JIErKOM
MY3bIKH 3pbl CBUHIA, NIPEIONPEAEIINT HEU3-
O0eHOCTh cTuieBoro nepepoxiaeHus Ilpe-
monun. KakoBbl e ObLIM €ro pe3ysbTarhl?
K coxaneHnto, ucuepnbIBarOLEr0 OTBeE-
Ta Ha 3TOT BONPOC MOKA JaTh Helb3s. XOTS
pPaxXMaHUHOBCKOE TBOPYECTBO HEOJHOKpAT-
HO CTaHOBWUJIOCh TNIPEIMETOM BHUMAaHUS
B aCIEKTE €r0 B3aMMOICHCTBUSA C MY3BIKOU
HEaKaJeMUYECKON TpaJulMK, HCCIIENO0Ba-
TeNbCKUN (POKYC Ha jazzing-nepeBOILIOLIE-
Huu [ Ipentonnn 10 cux mop cocpeaoTouEH He
Obu1. B myOnukanusix COBpeMEHHbIX YUEHBIX
BCTPEYAIOTCSI TOUEYHBIE YIIOMUHAHUS JIUIIb

8 Ilykep A. M. Vka3. cou.

9

19 Faint P. Jack Hilton. Lulu Press, 2015. 388 p.

0 HEKOTOpbIX Bepcusx. B crarbe «Paxmanu-
HOB B MUPE MACCOBOM MY3BIKaJbHOU KYJIb-
Type» A. Llykep ynmomMuHaeT apaHXHpPOBKHU
. Muutepa u @. I'pode®. CBenenus o Tpamc-
kpuniuu [Ipentonuu, BXoAauBIIel B penep-
Tyap opkecrpa JIx. XwuiroHa, comepkarcs
B paboTax 3apyOexxHbIX YUEHBIX [[. Mayap’ u
I1. ®aitnral!®. TIouCKH aBTOPOM CTaThbu JIpy-
rux Bepcuil [Ipenronnu, co3naHHbBIX B JaH-
HBIM MEPUOJ, MOMOJIHWIN 3TOT Psif €IE Ha
BOCEMb MO3ULMIA. B pe3ynbrare npeacraBum
UH(pOpPMaIUIO 00 OIUHHAIIATH TPAHCKPHUII-
[IUSIX, CEMb U3 KOTOPBIX JOCTYITHBI B ayIHO-
3anucu. AKTyaJIbHbI Ha JaHHBIA MOMEHT
CIHCOK BBIIVISLIUT CIICTYFOIIAM 00pa3zomM'':

1. Onau Jlanr (Eddie Lang), rutapa
coio, 1927.

2. Opkectp Jlxeka XuITOHA, apaHKH-
posxka ITutepa Mopka (Peter Yorke), 1930.

3. Opkectp [roka DnavHITOHA, apaH-
xupoBka Yanmu Ymiera (Chappie Willet),
1938.

4. Opkectp Ilona YalitmMeHa, apaHxu-
poska ®epau ['pode (Ferdi Grofe).

5. Opkectp Imena Ipas Casaloma
Orchestra, apamxupoBka J>xuna ['mdpdopaa
(Gene Gifford), 1939.

6. Opkectp ['nenna Mumnepa.

7. Xeizen Crort (Hazel Scott), dopre-
MHAaHO B COCTaBE JXKA30BOT0 Tpuo, 1940.

8. Opkectp /[lxeka Turapaena Jack
Teagarden and His Orchestra, 1941.

9. Topeka Kansas Orchestra, 1930-e rompI.

10. Opkectp Aptu Loy Artie Show and
His Orchestra, apanxupoBka Pas Konnud-
¢a (Ray Conniff), 1940.

11. The Black Diamonds Band.

Mawer D. French Music and Jazz in Conversation. Cambridge University Press, 2014. 320 p.

' OrcyTcTBHE B HEKOTOPBIX MO3HWIHUSIX TONA CO3MAHUS M MMEHH aBTOpa apaHKUPOBKU OOYCIOBICHO

00bEMOM 0O0HAPYKEHHBIX Ha JAHHBI MOMEHT JaHHBIX.
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CocraBneHue MOJIHOTO Karajora JKa-
3UHT-BEPCHIl PaXMaHMHOBCKOTO OMyca Ha
CETONHAIHUN IeHb SIBISIETCS CIOXHOU
MOMCKOBOM 3amadeit. OgHON U3 mpoliiem,
BCTAIOIIMX Ha MyTH €€ PElICHUs, SBISIETCS
MOTEHIMaIbHAsL Oe3rpPaHUYHOCTh «IIEPEBO-
IUIOWEHHBIX» BapuaHTOB. JIKa3uHTr-mpak-
THKa 3pbl CBUHTA ObLIa CTOJIb MAaCIITAOHBIM
SIBIIGHUEM, YTO BPSA JTU MBI KOTJa-HUOYIb
CMOXEM YBEPEHHO NOCTaBUTh TOYKY B Ka-
TAJIOre OJKA3MPOBAHHOW KJIACCUKH, Ha)e
OrPaHMYEHHOM KOMIIO3UTOPCKOM IEpCOHa-
JUeN WM eIMHUYHBIM onycoM. Oco3HaBas
HEBO3MOYKHOCTh IIOJIHOTO OXBara Marepu-
ana, BCE K€ MPENNPUMEM HCCIIEJOBaHUE
JOCTYIIHBIX MUCTOYHUKOB, Ha JAHHOM 3Tare
n30paB U3 UX Kpyra Te, 4To Haubosee xapak-
TepHBI 111 GUPMEHHOTO CayH/1a SPbl CBUHTA
— Our-6oH1a (He Cilyd4aiiHO B Ka4eCTBE CH-
HOHHUMOB JJIsl 0003HAYEHUS TaHHOTO BpeMe-
HU MCIOJIb3YIOTCS BBIPAYKEHHUS «30J10Tas 3pa
Our-63HII0B» U «3pa NaHC-02HIIOBY»). AHa-
nu3 band-Bepcuid, Ha HAII B3MJIAT, TTO3BOJIUT
COCTaBUTh IIPEICTABICHUE O «CTHIIEBOM pe-
nHKapHauun» [Ipemroquu.

Emé onna mpobGiiemMa COCTOUT B OTCYT-
CTBUHU JIMOO HENOCTYMMHOCTH HOTHBIX TEK-
CTOB TpaHCKpuniui. Bo3MoxHO, 4acTh U3
HUX (HarmpuMmep, COJIbHBIE epepabOTKN) HU-
KOTJla U He ObUIM HOTHUPOBAHBI, MTOCKOJIBKY
CYIIECTBOBaJIHM B (hopMare YCTHOW HUMIIPO-
Bu3auu. He HCKIIIOUEHO Takke, YTO HEKO-
TOpPbIE OPKECTPOBbIE MAPTUTYPhl HE ObLIU
W3JaHbl B IIEYaTHOM BHJIE, a CYILECTBOBa-
JIM TOJIKO B PYKONHUCHOM BapuaHTte. [louck
HOTHBIX MAaTepHajoB MPEICTABISIETCA -
joMm Oynymero. Tem He MeHee CYIIECTBYIO-
II1€ 3BYKOBBIE TEKCTbl TPAHCKPUIILUN MpHU
HaJlMyuu nepBUYHOro TekcTa I[lpemtronun

12 JIeii6n “Pathe”, No. 23087-A.
13" JIeii6n ““His Master’s Voice”, No. C 1864.
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NPEOCTABISAIOT JOCTATOYHO JAHHBIX JUIS
BBISIBIICHUST CTIeUM(UKHA TpaHChHOopMaIiu
opuruHaina. B pgaHHOM HcclieJOBaHUM Ha-
OnroneHust 0a3UpyOTCS Ha METole KoMIa-
pPaTUBHOTO aHAM3a HOTHOTO TEKCTa OPHUTHU-
HaJla U 3BYKOBBIX TEKCTOB TPAHCKPHUIIIIUH.
Cpa3zy oTmeTnMm, 4TO TSTh band-Bepcuii
JNEMOHCTPUPYIOT NPUHIUIHAIBHO pa3ind-
HBIC CTETICHN BTOPXKEHUS B CTPYKTYpPYy OpH-
rMHAJIa — OT HyJIEBOH (COXpaHEeHHe MOJIHON
CTPYKTYphI) A0 MaKCHUMAaJIbHOW (IJIaBHBIM
TeMaTu4ecKui anemeHT [Ipentoauu ncnomns-
3yeTcsl KaKk OCHOBA JIJIs HOBOTO COYMHEHHUS).

[IpenBapsist pacCMOTpEeHHE JIETKOXKAHPO-
BbIX NepepaboTok paxmaHuHOBcko# Ilpe-
JIIOIUU, CO3/IaHHBIX B 3Py CBHHIA, CUUTAEM
HEOOXOIMMBIM YKa3aTh Ha XPOHOJIOTHYE-
CKHU MEPBYI0 U3BECTHYIO HaM band-Bepcuio,
CO3/IaHHYIO0 elI¢ B JOCBUHIOBBIM TMEPHUO/I.
7 mapta 1919 rona opkectpom J[>xuma Pusa
KOpona Lt. Jim Europe's 369th Infantry
(“Hell Fighters”) Band Obina 3amnucana
xomno3unmst Russian Rag'’. EE Ha3BaHme
OpsSMO YKa3bIBa€T HAa OJUH W3 JKAHPOB, JI0-
MUHHUPYIOIUAX B My3bIKE TOTO TIEpHOa KaK
B 1I€JIOM, TaK U, B YACTHOCTHU, B TBOPUYECTBE
e€¢ asropa. M sBiseTcs amMepUKaHCKUU
kommno3utop xopmx Koo (George Cobb),
BIIEpPBbIE MPOCIABUBILIUICS UMEHHO OJaro-
napsi JaHHOM nepepaboTke paxMaHUHOBCKO-
ro omyca.

Opna w3 mepBBIX BEPCHl 3pbl CBUH-
ra 6puta 3anucana B 1930 rogy opkectpom
Jlxeka XwitoHa> — (uUTypbl, BO MHOTHX
OTHONICHUSIX 3HAKOBOW JuIsi OpHUTaHCKOMN
MY3BIKaJIbHO-Pa3BIEKATEIbHOM HMHIYCTPUH
XX cronerust. OTMETUM XOTS ObI TOT (aKT,
YTO MEPBbIE EBPONEICKUE racTPOIH KOJIICK-
tuBOB Jlroka Dmnunrrona u Ilona Yaiitme-
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Ha COCTOSUIMCH 10 IMPUINIALIEHUI0 XUJITOHA
U MPU y4aCTUU €ro KOJIJIEKTUBA, KOTOPBIN
BBICTYIIaJl Ha OJIHOM ClIEHE ¢ 03HJaMu 3Ha-
MEHHUTBIX  aMEPHKAHCKHMX  JDKa3MEHOB'“.
XUATOH OBLT XOPOIIO 3HAKOM C TBOpUE-
CTBOM AaMEpUKAaHCKUX Koyuier. Tak, emé
70 CO3JaHUsl COOCTBEHHOI'O KOJUIEKTHBA
B 1923 rony, padotas B toHI0HCKOM Queen §
Dance Orchestra, XuiToH TpaHCKpUOHUpPY-
€T apaHXUpOBKH cuMomkaza YalTMmeHa.
B 1926 ronmy monm ero BiusiHUEM XWJITOH
n00aBIIeT B CBOM OPKECTP CTPYHHBIN KBap-
TE€T — MMEHHO JIJIsl TAKOTO COCTaBa u OyaeT
nepeyiokeHa paxMaHuHoBcKkas [Ipemroqus
B 1930 rogy. 310 ObLI YK€ HE IEPBBIN OMBIT
ero paboTBhl C KIACCHUYECKUM HACJIEIUEM.
Kak ormeuaer JI. Maysp, k 3TOMy Bpeme-
HU JDKa3oBasg 00paboTka JErKoW KIACCHKH
MIPOYHO 3aHsla CBOE MECTO B pemepryape
opkecTpa, Kyaa Bxoaunu Pas des écharpes
C. llamunan, «Meagutanmsa» XK. MacchHe u3
onepsl «Taucy, «Pancogus B ctuiie 0y1r03»
IepmBuaa u «bonepo» Pamens'®. Taxxke
B pemepryape OpKecTpa 3HAYUIIUCh
band-Bepcun TakuUX NPOU3BENECHUN, Kak
[Taccakanes g moll Tennens, HOKTIOPHBI
JIucra, Cepenana Illy6epra, CKkpuUnu4HBIi
KoHLEepT YalikoBckoro, counHenus [laranu-
HU U MeHienbCcoHa.

HedarenbHocTh  XWITOHA  IIPOTEKAJIA
B pycie JIETKOM MY3BIKH, KOTOpas, Kak
U3BECTHO, B TOT IMEpUOA TNepeceKanach

C JKa30oM B BHJE €r0 KOMMEpLHAIU3UPO-
BAHHOTO OTBETBJICHUSI — TaK Ha3bIBAEMOIO
sweet-nxa3za. CaM xe XHITOH HEOJIHOKpAaT-
HO TMOAUYEPKUBAJ CBOE JUCTAHUUPOBAHUE
oT mxkaza. M30eras TEpMHHOB <«JIKa3» U
«CBHHTI», OH OIpEAEsii IIaBHOE KaueCTBO
CBOEro CTWJISI KaK «CUM(OHHUYECKOE CHUH-
KOIIMPOBAHUEY», KOTOPOE MO3ULUHNOHUPOBAI
KaK CHenupuyecKyr dYepry OpHuTaHCKON
NErko My3blkM. MoeT ObITh, IO IpHU-
YUHE BHYTPEHHEW «HEIXa30BOCTH» XWJ-
TOHAa M MOIJIa BOBHUKHYTh a0COJIIOTHO HE
JKa30Basg M MPUHIUIUAIBHO OTIWYHAS OT
OCTaJIbHBIX band-TpaHCKpUNIUNA BepCHs
IIpentonuu. EE xapakrepuszyeT HyseBas
CTENeHb CTPYKTYpPHOW TpaHCchOpMaIIH,
YTO IO3BOJIIET FOBOPUTH 00 MHCTPYMEH-
TOBKE (CayHA-TpaHCKpHUIILHH) GhopTernuaH-
HOT'O OIlyca ¥ ONpEeAEeIUTh TUIl TPAHCKPUII-
IUU KaK mexHuyeckylo mpaucgopmayuio,
TO €CTh Iepefadyy OpUrhHajia B JPYTYIO
3BYKOBYIO cHUCTeMY'®. OaHAaKO BaKHBIM
npejacTaBisieTcs TOT (GakT, 4TO HOBBIM TeM-
OpoBelii obnuk [Ipemtoguu omnpenensics
CayHJIOM, CBOWCTBEHHBIM JIETKOW MY3BIKE.
Kpome Toro, mpousomeén mpouecc «CTu-
JIEBOM MUTpalMu» KJIaCCUUYECKOTO Ipo-
U3BEJICHUS B HHYI COIMOKYJIBTYPHYIO
HUILY Y HOBBIE YCJIOBHUS XYIO0XKECTBEHHOU
KOMMYHHKAlIUM — B MEPEIOKEHUU XOTS
U COXpPaHWJICA 3MOLMOHAIBHO-00pAa3HbIN
MOAYC OpUTrMHaja, HO 3Byudasa [Ipemtonus

14 Tak, B 1926 romay opkecTp XHITOHA U OpKeCTp YalTMEHa y4acTBOBAJIM B OTHOM KOHIIEpTE B Ki1yoe «Kut-
Ko, urpast cocenaue cetsl. B 1933 romy cocTosiiiocsk nepBoe eBporneiickoe TypHe DIIMHITOHA, (hpaHITy3CKUi
1 TOJUTAHJICKHH 3Tarbl KOTOPOTO MPOXOAMIIA COBMECTHO C OPKECTPOM XHUIITOHA.

15 “And, where Hylton and his band were concerned, the jazzing of generally light classics took as its
objects such pieces as Rachmaninov’s Preludes in G and C sharp minor (produced by his arranger Peter Yorke)
in 1930; Cécile Chaminade’s Pas des écharpes, recorded in 1925; Jules Massenet’s Méditation from Thais;
Gershwin’s Rhapsody itself; and one of the shortest versions ever undertaken of Ravel’s Boléro, arranged
in 1936 by Hylton’s second-in-command, William Ternent (1899-1977)” (Mawer D. Op. cit. P. 157).

16 Boponun b. B. Hcropus doprenuanHoit tpanckpummu. M.: Jleka-BC, 2011. 508 c. 3xech u manee
B ONpPEACTICHUM THIIOB TPAHCKPHUIILMKM ABTOP CTaTbd ONMPAETCd HAa METONOJOTHIO M TEPMHHOJIOTHIO,

pa3pa60TaHHy10 B JaHHOM HCCJICOIOBAaHHHU.
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B paMKax pa3BIEKATEIbHBIX MPOTPAMM.
Bo Bpems eBpomneiickoro TypHe 1931 ropa,
kak ykaspiBaer I1. ®aitHT'’, racTposbHBIHA
penepTyap KOJUIEKTHBA BKJIIOYal HE Me-
Hee MIECTUIECITH YEeThIPEX MPOU3BEACHUN,
B UHCJIO KOTOPBIX BXonuiu u «Becénas Bio-
Ba» Jlerapa, u [Ipentonuu do-oues munop u
conb munop PaxMaHMHOBA, U KOMITO3HIIUH,
yKe CTaBlLIMEe Kiaccukou mxaza (St. Louis
Blues, Tiger Rag v Limehouse Blues).

Oco00 0TMETHM, YTO B OTIUYHE OT UHBIX
band-Bepcuii Spbl CBUHTA JIlaHHOE IIepe-
JIOKEHUE XapaKTepU3YEeTCs OTCYTCTBHEM
CBUHTA: B HEM MPUHIMIHAIBHO COXpaHseT-
CSl «IIPSIMOID» PUTM, a Takxke (B OTVIMYUE OT
MOHOTEMITa HHBIX 00Pa3IOB) aroruka, mpu-
CYTCTBYIOIIasi B IEPBOMCTOYHUKE.

Ha npyrom mnomtoce TpaHchopmanuu
[Ipentonuu —apaHKupoBKa OpKecTpa ApTH
[loy, 3anucannas B 1940 roxy'®. Ha stu-
KeTKe aucka ykaszano: “Prelude in C major
— Fox Trot / (Artie Shaw — Ray Conniff)
/ Artie Shaw And his Orchestra”. Yxe no
STUM JIaHHBIM, CBHJICTEIIbCTBYIOIINM O Jia-
JIOBOM M KaHPOBOW TpaHCHOPMALIH, MOK-
HO CyJIUTh O ITyOouHe nepepabotku. K Tomy
e Ha STUKETKE OTCYTCTBYeT uMs Paxmanu-
HOBA M, BEPOATHO, 3TO HE CIy4alHO: OT €T
MY3bIKH 37I€Ch OCTAJIUCh TPH MEPBBIC 3BYKa
roJ0BHOTO MOTHBa [lpentonuu u KOHTYpbI
¢dakTypbl. Xapakrepusys JaHHYIO BEPCHIO
C TOYKH 3pEHUSI TPAHCKPUITOPCKON TEXHU-
KM, €€ cleayeT OTHECTH K C80000HbIM ne-
pepabomkam: 3TO HE CTOIBKO 00paboTKa
[Ipentoauu, CKOIBKO «PEMUHHUCIICHITUS» HA
HEE.

OcHoBoMoJIararouuM JJisi JTaHHOU Bep-
CHUH SIBIISICTCS )KaHPOBBINA (DAKTOP: UMEHHO
TAHIIEBAJBHOCTh OMpPEACNIeT TEMIl, €ro

7 Faint P. Op. cit.
18 Jleiton “Victor”, No. 27432-B.
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XKECTKOE BBIAEP)KMBAHUE HA MNPOTSKEHUU
BCEl Mbechl U TOTAJIbHYIO KBaJIpaTHOCTh
noctpoeHuid. CTpykTypa B LI€JIOM HaIlOMH-
HaeT TpéxmaruyacTHyio ¢opmy ABABA.
Paznen A ocHOBaH Ha YETBIPEXKPATHOM IO-
BTOpE rojioBHOro Motusa [lpemntonuu, npu-
4éM TpEThE NOBTOPEHHE TPAHCIIOHUPOBAHO
B CyOZIOMUHAHTY, UTO IMO3BOJIIET yCIbIIIATh
OTrOJOCKU OJI030BOM mauMoMaTuku. Pas-
nen B crpoutcsa na barbershop-rapmonuu
— MapajuleIbHOM HUCXOJSIIEM [0 XpoMa-
THU3MaM CJIBUT€ MaJIbIX Ma)KOPHBIX CENTaK-
KopAoB. Bo3MoxxHO, HEKMM mpooOpa3zom
JTAHHOTO pasjielia cTaj Marepuall cpeaHen
YacTH OpUTHHAaJIA, I7l€ Ha4aJIbHBIA MOTHB
MEJONYECKON JTUHUU ABUKETCA 10 MOJIy-
toHam BHU3. [loepx barbershop-rapmo-
HUU 3By4YaT TPAaJULUOHHBIE IS Ka30BOU
NPAKTUKU COJIbHBIE HMIIPOBHU3ALMOHHBIE
JUHUW B MCIOJHEHHUM KJIapHETa U CaKCo-
¢doHa.

B kadectBe 11000NBITHON JeTanu OTMe-
TUM TeMOpOBOE pelIeHHe TaHHOW TpaHC-
KPUIILMK: TPU NPUHLIHUIHAIBHON €€ HEeCXO-
KECTH C Bepcueil XWITOHa, UX COIMKaeT
CTpYHHAas CEKLHs B cocraBe opkecrpa. Ho
eci B BapuaHTe XWITOHA COXpaHSAETCS
OpPUTMHAJBHBIA JpaMaTUYHBIA TOH BbICKa-
3bIBaHMs, TO B Bepcuu [1loy ot Hero He ocra-
€rcd U crena.

O6a Ha3BaHHbBIE THUIIA — IEPEIIOKEHUE
U cBOOOAHAs mepepaboTka — HE SIBIISIIOT-
Csl XapaKTepHBIMU JIJI1 UHCTPYMEHTAJIbHON
JUKQ3UHT-NIPAKTUKU 3pbl CBHUHra. lopasno
Oosee mokazaresbHbl apaHxupoBku Ilpe-
JIOAMM U3 perepryapa opkecTpoB /[lroka
Onnunarrona (1938), I'mena I'past (1939) u
Hxeka Turapaena (1941): ux MOXHO OTHe-
CTU K TUILy UHMepnpemupyroujel mpauc-
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Gopmayuu KaKk ¢ TOUKU 3pEHUS U3MEHEHUS
COLIMOKYJBTYPHOTO cTaryca (CHM)KEHHE
MO3UIMM ABTOHOMHOM MY3bIKaJbHOM MHU-
HUATIOPBl 10 NPUKJIAJHOW TaHLEBAJIbHOU
IBECHI), TAK U C TOYKU 3PEHUSI BTOPIKECHUS
B MY3BIKaJbHYIO TKaHb I€PBOMCTOYHMKA.
OO0muMH JI1 HUX KadeCTBaMH SIBIISIFOTCS
JKaHpoBasi IIEpEeOpHEHTALUs M Olopa Ha
CTPYKTYPHBIN, TAPMOHUYECKUN U MEIOIHU-
YECKUI OCTOB OpUTMHAJIA IPU JIOCTATOUYHO
aKTUBHBIX €ro mnpeoOpa3oBaHusx. M3me-
HeHust GOpMbl KacaroTcs JubOo Temaruye-
CKM HE3HAauMMBIX 30H, JIMOO (parMeHTOB
co crneuuduueckoi doprennanHon dak-
Typo#, KOTopasi He MOXET OBITh aJeKBat-
HO Mepe/laHa OPKECTPOBBIMU CPEACTBAMU.
Tpancpopmanus Ilpentoguun B (HOKCTpOT
3HAQUUTEIBHO MOBJHsIA HAa TEMIOPUTM:
TaK, Ha BCEM NPOTSIKEHUHU KAXKIAOU U3 TPEX
TPAHCKPUMIMH  0€30CTaHOBOYHO  MYJb-
cUpyeT yJdapHas YCTaHOBKA, BBIIEP)KHMBa-
€TCS. MOHOTEMI, OOJIBIIYIO POJIb WIpaeT
CBOCOOpPA3HO TPAKTOBAHHBIM  MPUHLIMI
JUMUHYLIMH  (PUTMUYECKOTO JIpOOIECHHUS
MEJIOIUYECKUX HOT); HENb3d TaKXKe He
OTMETUTh 3aMelleHue MPSIMOH pPUTMHU-
KM CBUHIOBOM, UTO sIBIsIeTCSl OOLIUM Me-
CTOM M jazzing-TIIPAaKTUKHU JPbl CBHUHTIA.
Mortopukoil JBHKEHHSI OOYCIIOBJIEHO CO-
KpallleHUE UIMTEIBHOCTH BBIIEPKAHHOTO
3ByKa TOHUKHM B Hayaje H3J0KEHUS TEMBbI
BO BceX TpExX BapuaHTax. OTMETUM Takke
U HJIEHTUYHOCTh TEMOPOIMHAMUYECKOTO
npoduns TpEX OIHIOBBIX aApaHKUPOBOK:
B HUX PaXMaHUHOBCKHI I'POMKOCTHOM 1Ha-
Na30H ppp — sffff 0ka3bIBaeTCs 3HAUUTEIb-
HO CyXeH (4TO BHOJHE 00BSICHUMO HOBBIM
KOMMYHHUKAaTUBHBIM BEKTOPOM: ppp HE NAET
BO3MOXHOCTH CIIBIIIATH ITYJIbCALUIO, CTOJIb
HEOOXOJUMYIO B TaHIIe, a 3By4YHOCTH Sffff
BBIXOJUT 332 paMKH MOAYycCa JETKOM pa3Bie-
KaTeJIbHOCTH).

IIpu BcéM cxoacTBe 0A30BBIX MO3UIIHMA
KaxJasg apaH)XKUpOBKAa HMEET WHIUBUIY-
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aJIbHOE CTPYKTYPHO-KOMIIO3UIIMOHHOE pe-
HICHHE.

Tak, B apan:xupoBke opkectpa [pas pe-
aNM30BaH TUMOBOW IS JKa3a MPHUHIIMIT
double tempo: npu BBIIEPKUBAHUM YCTa-
HOBJICHHOW C CaMOro Havajia eIWHUIIBl Me-
TPUYECKOM TMyJIbCallMd HEKOTOphie (par-
MEHTBI TEMBbI 3ByYaT B «yYMCHBIICHHUNY,
B pe3yJIbTaTe Yero HapyIIalTCcs BPeMEHHBIE
IPOIOPILIUU OpUTHHANA. Takke OTMETUM Ky-
NUPOBaHKUE MPEABIKTOBOTO pas3ziesia u 3ame-
HY PaXMaHUHOBCKOU Kobl. [ [pyunHOM TOMY,
BEPOSATHO, CIYXUT (PaKTypHOE H3IOKEHUE
3aKJIFOUEHUs] OpPUTHHAIA BBIJEPKAHHBIMU
aKKOp/IaMH, TPOTHUBOpEUAIIee TaHIIeBaJIb-
HOM TpaKTOBKE TPAHCKPUIILMHU, TOTAA Kak
HOBAs JIETKOBECHO-Ma)XOpHAasi KOJla BIIOJTHE
COOTBETCTBYET €H.

B apamwxupoBke opkectpa Turapaena
rpaayc CTPYKTYpHBIX WM3MEHEHHWIl BBHIIIIE.
Kymtope monmBepraeTcsi mOBTOp TOJIOBHOTO
MOTHBA B Hayayle MPOBEACHUS TEMbI U TO-
cieHue TakThl nepBoi vactu. CepenuHa
TpaHc(OpPMHUPOBaHA C TOMOIIBIO CMeIIe-
HUSI MOTUBOB Ha UHBIE JIOJIU TAaKTOB: 3a CUET
CBHUHTOBOM (Ppa3MpOBKH U HOBOTO CHHTAK-
cuca BO3HUKaeT 3(p(deKT mnepeKpECTHOrOo
putma. Kpome Toro, B TaHHOM pasesie Bo3-
HUKaeT OOpaTHBIi, 10 cpaBHEHUIO ¢ double
tempo, >PPeKT «3amemnieHus»: PparMeHt,
TIOCTPOCHHBIM Ha BOCXOMASIIEM Mapajuieib-
HOM JIBIDKEHUU aKKoOpJaMu (HauuHasi ¢ He-
arOJIMTAHCKOTO), 3BYYHUT «B YBEITUYCHHUM.
Emé onnH KOMNO3ULIMOHHBIN CIOPIIPU3 IJIs1
ciymiatreniell TOTOBHUT perpu3a: OHa JlajeKa
OT TEKCTa TEPBOMCTOYHWKA W HACHIIIEHA
OJ11030BOM MHTOHALIMOHHOM MAMOMATHKOM.
Kona, xak u B apanxkupoBke opkectpa [pas,
TpaHC(HOPMHUPOBAHA: B JJAHHOM CJIy4ae OHa
NOCTPOCHA HA Marepuaje CpeIHEe YacTH,
YTO B KaKOH-TO Mepe KOMIIEHCUPYET OTCYT-
CTBHE TEMATUYECKOW apKU MEXKIy IEpBOM
YacThIO M PENpHU30Hd U CIYXKHT NPUEMOM
o0beuHeHUs POPMBI.
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B mpoTHBOMONI0KHOCTh BapuaHTaMm 03H-  KJIAaCCHYECKOM MY3bIKM. PaxmaHuWHOBCKas
noB ['past u Turapaena, apankupoBka opke-  [Ipentonust MOXKET CIyKUTh OJHUM W3 MHO-
CTpa DJUIMHITOHA M300WIYeT pacHIMpEHU- JKeCTBa MpUMEpoB. Touek mepecedeHus
SIMU, KOTOPBIE HAaXOASATCS B 3aBEPIIAIOIIMX  JI)Ka3a M KIACCHUKH C TEYEHUEM BPEMEHHU
pasnenax Kaaod u3 dyacTed. MecTo KoAbl  CTAaHOBUTCS BCE OOJbINE, YTO OTKpHIBA-
OKa3bIBACTCSl 3aHATBHIM PACIIMPEHHUEM pe- €T HCCIEI0BATENIIM HOBBIE MEPCIEKTUBBI.

MIPU3BL. [TyGnukanum COBPEMEHHBIX YYEHBIX CBH-
Wtak, OdHA-BEpCUU pPAXMAHUHOBCKOW  JETENbCTBYIOT O HAJIMYMU PA3IUYHBIX MOJI-
[Ipentonuu B 11€JIOM MOXKHO XapakKTEpH-  XOAOB — OT M3YYEHUS SIBICHUN YacCTHOTO

30BaTh KaK BIIOJHE THUNUYHBIE O0Opasmbl  XapakTepa (Hampumep, JHKa3oBoi Qyru
TpaHCKpUOTOPCKO#M TpakTuku. M xots xy- B pabdotax C. UyBuikuna [4]) 10 MIMPOKUX
JIOKECTBEHHBIE KauecTBa jazzing-Bepcuid  000OIIEHUM O BIUSHUY J[)Ka3a Ha COBPEMEH-
aKaJIeMHUYECKOM MY3bIKM JaJIEKO HE BCEra HYI0 akaJeMuueckyro My3bIKy [S5]. Cepbés-
OeccriopHbl, UX OOWUIIME MOXKET CIYXUTh Hble U3bICKAHUS BBOJSAT B HAYyYHBIM 00MXOA
0€3yCIOBHBIM  JIOKAQ3aTeIbCTBOM BEUHOM  Marepuall, paHee OCTaBaBLIUICS 3a paMKa-
KU3HU KJIACCHKU — TYCTh U B OOHOBIEH- MU HCCIIEI0BATEIbCKOr0 BHUMAHHUSA, U CIO-
HOM (opmare. coOCTBYIOT (OPMUPOBAHHIO OOBEKTUBHOTO

Opa cBUHTA Jajia MOIIHBIN TOTYOK Mpak-  00bEMHOIO MPEJCTABICHUS O MY3bIKaJIbHOM
TUKE HEaKaJeMHYeCKHX TpaHcpopManuii  MHpe COBPEMEHHOCTH.
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Abstract. Alfonso und Estrella, the only opera composed by Franz Schubert without spoken
dialogue, was created in collaboration with one of the composer’s closest friends, Franz von
Schober. Despite the fact that a significant amount is known about the circumstances of the libretto’s
origin, we can only surmise regarding the sources on which its creator relied. In the literature about
Schubert, a number of assumptions are made about these sources — two books on the history of
Spain published in Germany in the late 18th and early 19th centuries, as well as a number of works
by German romantic writers. This article discusses other books which in all possibility served as
source materials: History of Spain by Alexander Adam (Adams Geschichte von Spanien seit der
Entdeckung bis zur Thron-Entsagung Karls IV), published in Vienna in 1809, as well as a number of
librettos that may have been known to Schober — first of all, Der Taucher by Samuel Biirde, written
for Johann Friedrich Reichardt and published in 1811 in Berlin. Based on the analysis of the plot and
the poetic text of Alfonso und Estrella, it is shown that Schober was most likely familiar with these
sources and actively used them when creating his own libretto.
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Annomayusn. «Anpdonco u dctpennay, enuHcTBeHHas onepa ®@panna llybepra, He nmeromas
Pa3roBOPHBIX JMAJIOroB, ObUIa CO3[aHAa B COTPYIHUYECTBE C OJHUM M3 OMKaWIIUX Jpy3el
kommno3utopa, ®pannem ¢ox Lllobepom. Hecmotps Ha TO, 4TO 00 00CTOATEIHCTBAX BOSHUKHOBEHUS
JUOPETTO M3BECTHO JOBOJIBHO MHOIO, 00 MCTOYHMKAX, HA KOTOPBIE OMUPAJICS €ro aBTOp, MOXKHO
TOJIbKO JTorajipiBaThesl. B mureparype o LllyOepre BbIcka3zaH psij NPEANOoNoKEeHNH, KACAIOLIUXCS ATHX
HMCTOYHUKOB, — JIByX KHUT 110 ucTopuM Mcnanuu, n3nanusix B ['epmanun B koHne X VIII — nagane
XIX Beka, a Tak’Ke HEKOTOPBIX COYMHEHUI HEMELIKUX MTACATEIeH-pOMaHTUKOB. B HacTosAel crarbe
pPaccMOTpPEHBI Ipyrue Bo3MoXKHbIe BapuaHThl: «Mctopus Mcnanun» A. Anama (Adams Geschichte
von Spanien seit der Entdeckung bis zur Thron-Entsagung Karls IV), yBuneBias cBet B Bere B 1809
rony, a TaKxe psii IMOpeTTo, KoTophle Moriu ObITh U3BecTHHI Lllo0epy, — npexae Becero «Ilmosemy»
Camyoans bropne, nanucansbsiii uis Moranna ®@puapuxa Peiixapara u usnannsii B 1811 romy
B bepnune. Ha ocHOBe aHaim3a Cro)eTa v MO3THYECKOTO TEKCTa « AJTb(POHCO M DCTPEIIIBD) MOKa3aHO,
yto [lloGep ckopee Bcero ObLI 3HAKOM C Ha3BaHHBIMU MCTOUYHHMKAMU M aKTUBHO I0JIb30BAJICS UMU
IIPU CO3aHUU COOCTBEHHOTO JTMOPETTO.

Kniroueevie cnosa: Opan llyodept, @pann dhon [lobep, «AnbhoHco u DcTpennay, TMOpeTTo

Jna yumuposanusn: [Tununenko H. B. Onepa ®panna lybepra «AnshoHco u DcTpenay:
00 ucrokax croxera // Ilpodraemsl Mmy3bikanbHOM Hayku / Music Scholarship. 2023. Ne 2. C. 90-102.
(Ha anr. g3.) DOI: 10.56620/2782-3598.2023.2.090-102

n the reception of Schubert’s compositions
for the theater, Alfonso und Estrella
(D. 732) holds one of the most venerable
positions, which is hardly surprising: this
was the first of two large (and, moreover,
unfinished) romantic operas' created by the

composer during the period of his artistic
maturity, and the only one without any
spoken dialogues. The earliest article about
it was written as far back as the middle of the
19th century by none other than Franz Liszt,?
who organized a production of this opera in

I Among the full-scale romantic operas sometimes the youthful work Des Teufels Lustschloss,
composed “under the supervision of Salieri,” is also included (McKay E. N. Schubert and Classical
Opera: The promise of Adrast. Der vergessene Schubert. Franz Schubert auf der Biihne: Katalog zur
Ausstellung, Osterreichisches Theater Museum. Wien: Bohlau, 1997, S. 62).

2 Liszt F. Schuberts Alfonso und Estrella. NZfM. 1854. Bd. 41. Nr. 10. S. 101-105.
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1854 in Weimar. Subsequently, Alfonso und
Estrella frequently became the option of
focused attention on the part of researchers
— not only in works especially devoted
to it,> but also in connection with various
issues related to Schubert’s operatic output,
beginning with the manifestation of the ideas
of his elder contemporary and benefactor
Ignaz von Mosel* [1, pp. 35-36] and ending
with the analysis of various separate topoi in
the composer’s musical works. [2, p. 154]
It seems that the opera has been researched
thoroughly and it has become impossible to
add anything to the available information
and interpretations. However, in recent years
there has been an increase in the corpus of
digitized books published in the 18th and
19th centuries, including the diverse types
of libretti, whereas the function of automatic
identification of texts has made them
available for full-text search. [3, p. 166] As
Peter Rastl fairly observes, this circumstance
has disclosed broad possibilities for the
search and research of literary sources,
[Ibid.] including those having to do with
Alfonso und Estrella.

As it is well known, Schubert created this
work in the very early 1820s in collaboration
with his close friend Franz von Schober
(1796-1882), (Il. 1) an amateur poet, who
decided to try out his talents in the field of
libretto writing.

Il.1. Franz von Schober (1796-1882).
Drawing in Pencil by Leopold Kuperwieser (July 12,1821

In all possibility, it was particularly this
collaboration which formed the main reason
for the sad stage destiny of the opera during
the composer’s lifetime. Schubert made
several attempts to arrange for his work to
be performed on stage, but all his endeavors
turned out to be futile, not least of all, for the
reason of the weak quality of the libretto.

Indeed, Schober was not a professional
librettist. His broad education and wvast
knowledge of literature could in no way

3 Waidelich T. G. Franz Schubert: Alfonso und Estrella: eine friihe durchkomponierte Deutsche Oper:
Geschichte und Analyse. Tutzing: Schneider, 1991; Denny Th. A. Archaic and Contemporary Aspects
of Schubert’s Alfonso und Estrella. Issues of Influence, Originality, and Maturation. Eighteenth-century
Music in Theory and Practice: Essays in Honor of Alfred Mann. Pendragon Press, 1994, pp. 241-262, etc.

4 See: Cunningham G. R. Franz Schubert als Theaterkomponist: Inaugural-Dissertation zur Erlangung
der Doktorwiirde der Philosophischen Fakultditen der Albert-Ludwigs-Universitdt zu Freiburg im Breisgau.
Freiburg i. Br., 1974. Ignaz von Mosel (1772—1844) — the vice-director of the Court Theater, the author
of the book The Experience of an Aesthetics of Dramatic Musical Composition (Mosel 1. F. v. Versuch einer
Aesthetik des dramatischen Tonsatzes. Wien: Anton Strauss, 1813).

> Franz Schubert. Die Dokumente seines Lebens und Schaffens, hg. v. O. E. Deutsch. Miinchen;
Leipzig: G. Miiller, 1913. Bd. 3: Franz Schubert. Sein Leben in Bildern. S. 267.
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replace his lack of theatrical experience.
Moreover, when in the autumn of 1821
the two young people started working on
creating the opera, it was an act of pure
enthusiasm — most likely, they did not
have any preliminary commission for the
work. At the same time, the very appearance
of Alfonso und Estrella could hardly be
deemed to be accidental. This was one of
the first German operas without any spoken
dialogues, which was composed one year
before Carl Maria von Weber’s Euryanthe
and Ludwig Spohr’s Jessonda.® The
creation of all three of these compositions
was stipulated by the processes that were
taking place in the overall cultural milieu
of Austria and Germany at that time. The
awakening of national self-consciousness
and the popularity of Italian opera became
a stimulus towards the search for new forms
of the genre in the German language, which
even in the early 1820s could not finally
separate itself from spoken dialogues. In this
sense, Schubert’s opera found itself at the
cutting edge of the national art of that time
period. Nonetheless, researchers frequently
come up with the question: can Alfonso und
Estrella be classified as romantic musical
theater? The search for the answer to it is
what induces us to turn to the plotline and its
sources. Incidentally, the responsibility for
their choice, apparently, lies virtually entirely
on Schober, who although was only a year

¢ Both operas were composed in 1823.

older than Schubert, exerted an immense
amount of influence on the composer.
Overall, the storyline groundwork of this
opera is quite simple (although researchers
utter different opinions relating to this)’:

The action takes place in the kingdom of
Leon® and its vicinities around the year 790
AD (i.e., in medieval Spain, at the very
beginning of the Reconquista). King Froila
has been deposed many years ago by the
usurper Mauregato. Together with his son
Alfonso, who does not suspect who his
father really is, he conceals himself in a
peaceful valley neighboring the Kingdom of
Leon. The dwellers of the valley revere him
as a wise preceptor and friend. Mauregato’s
daughter Estrella, having lost herself in the
forest, meets Alfonso, and the two young
people fall in love with each other. The
military commander Adolfo, having been
rejected by Estrella, starts a rebellion against
her father, in order to gain the throne and
the princess’ hand, but Alfonso comes to the
aid of his beloved. Having overcome Adolfo
in battle, he returns power to Mauregato,
and the latter, having repented, once again
acknowledges Froila as the king. In his turn,
Froila passes on the crown to his son, who is
happily united with Estrella.

There are three historical personalities
among the protagonists — they are:
Kings Fruela (in Schober’s transcription
— Froila®), Mauregato, and Alfonso II.

7 See: Diirr W. Schuberts romantisch-heroische Oper Alfonso und Estrella im Kontext franzdsischer
und italienischer Tradition. Der vergessene Schubert. Franz Schubert auf der Biihne: Katalog zur Ausstellung,
Osterreichisches Theater Museum. Wien: Bohlau, 1997. S. 85; Denny Th. A. Archaic and Contemporary

Aspects of Schubert’s Alfonso und Estrella... P. 233.

¥ One of the small kingdoms in the north of the Pyrenean peninsula in the Middle Ages.

’ 1In Kreiflle’s monograph (Kreifile von Hellborn H. Franz Schubert. Wien: Carl Gerolds Sohn, 1865.
S. 232) and the first edition of Schubert’s complete works the character’s name was spelled as Troila.
This spelling appeared erroneously as the result of the ambiguity in the contour of the initial letter of the
title in Schubert’s score. See: Waidelich T. G. Franz Schubert: Alfonso und Estrella... S. 124.
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It is true, nonetheless, that the kingdom
they ruled was not Leon, but Asturia
(Leon appeared only a century later as
an independent state — in the early 10th
century AD). As for the main collision in
the plotline, the usurpation of power, it
really took place, but Fruela (757-768)
was not overthrown by Mauregato (who
in reality was his stepbrother, related to
his father), but was killed as the result of a
rebellion in his surroundings. Incidentally,
his character, according to medieval
sources, was hardly anything as salutary as
was depicted by Schober. Fruela achieved
notoriety for his cruelty — not only for his
mass executions of adherents to alternate
religions, but also for having killed his
own brother with his own hand, for which
reason in one such source, The Chronicles
of Alfonso I11, his death was labeled as a just
form of retribution.'® The deposed king was
succeeded by Aurelio (his cousin), while
Fruela’s juvenile son Alfonso was barred
from inheriting the throne. The successor
to Aurelio on Asturia’s throne became Silo,
the husband to Fruela’s sister, who after the
death of her husband attempted to bring her
young nephew to the throne. And it was
here already that Mauregato (783-788)
interfered: he started yet another rebellion
and captured the crown of Asturia. Alfonso
fled and was called back only Mauregato’s

successor, King Bermudo I, who abdicated
from the throne in his favor. The rule of
Alfonso II was lengthy in years (791-842),
and he himself received the appellation
“the Chaste” (Spanish: el Casto), since he
never entered into marriage and completely
renounced all relationships with women.!!

It is interesting to note that Alfonso was a
younger contemporary of Charlemagne,
one of the protagonists of Schubert’s other
opera Fierabras. It is known that they
maintained diplomatic relations — Alfonso
turned to Charlemagne for help during his
war with the Arabs. Researchers have also
highlighted the cultural exchange between
the two domains and the similar aspirations
of their rulers to revive the “political and
territorial unity of the Roman Empire and
the Visigothic Kingdom respectively.” [4,
p. 329]

It remains unclear, which sources were
used by Schober, when he was creating his
libretto. Till Gerrit Waidelich expresses the
supposition that the librettist may have been
familiar with the works on Spanish history
published in German at that time — first of
all, the anonymous History of Spain from the
Foundation of the Phoenician Colony Cadix
to the Death of Ferdinand the Wise,"> as well
as Ignaz Aurelius FeBler’s Versuch einer
Geschichte der Spanische Nation: einer

10 Khronika Al'fonso III (iz tsikla asturiiskikh khronik kontsa IX v.) [The Chronicles of Alfonso III (From
the Asturian Chronicles Cycle of the Late 9th Century)]. Pamyatniki srednevekovoi latinskoi literatury. /
X=XI vek [Monuments of Medieval Latin Literature. 10th and 11th Centuries]. Ed. by M. S. Kasyan. Moscow:

Nauka, 2011. P. 259.

" Waidelich T. G. Franz Schubert: Alfonso und Estrella... S. 96-97. See also: The Chronicles of

Alfonso III..., pp. 258-262.

12 Waidelich T. G. Franz Schubert: Alfonso und Estrella... S. 97. The authorship of the three sources
named by Weidel has been established at the present time. See: Gifford J., Péschmann G. F. v. [Ubers.]
Geschichte von Spanien: von der Niederlassung der Phonizischen Pflanzstadt zu Kadix bis auf den Tod
Ferdinand des Weisen. Leipzig: im Schwickertschen Verlag, 1794-1796. Bd. 1. 1794. S. 130-140 (Diirr W.
Vorwort. NSA. Bd. ll/6a—c: ,,Alfonso und Estrella“, S. XVI).
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Vilkerspiegel, published in 1810." Both
works make use of the same spelling of the
Gothic name Fruela — Froila — which has
also found its reflection in the libretto."* In
our opinion, both German works may very
well be supplemented by Alexander Adam’s
History of Spain, which saw the light of day
in Vienna in 1809. (Il. 2) The name of Froila
in it has the same spelling,'® and if viewed
as source material available to Schober, it
seems to be preferable because of the place
and time of its publication. Moreover, this is
the only one among the three named works
in which Mauregato’s rule is directly labeled
as usurpation (Kronenraub), moreover, the

A Ddams

S ecfdhidte

feit

der Entdedung bis jur Thron-Entfe
Carls IV,

Heb dem

Franydfifden frep dberfepr.

Grf;:.;r Banbd

Wicn, 1809.
Beyp ¥ PL Vauwer

Il. 2. The Title Page to Adams' History of Spain®

Alphonfo der Katholifdhe Hatte von einer maurifden|Kronenrau
BGefangeuen einen Sobn, weldyer M a nregat hies, det, b: Maues
o6 fdon entfernt vom Shrone erzogen, Feine redytmafic|53 bisyss.
gen Anfpritdhe auf diefen machen Fonnte , dbod) ebrgeisig
genug war , feines Waters Wiirde ju erringen. Er wufp-
te, dag|Froilals Strenge einen’ Cindruck juric gelajjen
atte ,  der nidt leidt ausuldfden war, und dafi das

i ol ficdten Ednnce, Alphonfo hatte den unbefrgfamen
Charatter feines Waters geerbt. Mauregat braudte nidit:
viel meby, al diefe Gefinnungen 3u unterhalten, fort gu

* pflangen, und fich einen anfebnlichen Anbang ju verjdafs
fen; ex war fo Eithn, fidy Sffentlich) der Krone 3u bemady

Il. 3. Adams Geschichte von Spanien. Subtitle on the Margins:
Kronenraub des Mauregat. 783 bis 788
(Mauregato’s Usurpation. 783-788)"

word itself is brought out into the margin as
a subtitle. (I1. 3)'®

It must be said that Schober, for obvious
reasons, was interested not in the least in
the real events, but only in the collisions
connected with illegal seizure of power. The
complex succession of four usurper kings
was simplified by him solely to the story
of Mauregato, to which he added a love
intrigue and brought in two more characters,
Estrella and Adolfo, which, according to
the researchers’ opinion, did not have any
prototypes in Spanish history.

However, in the case of Alfonso
und Estrella, also important are the
understanding itself and the particularities
of the development of the historical subject
matter. The Romantic conception of history,
which developed vehemently particularly in
the time period between the 1810s and the
1830s, presumed, first of all, the “artistic

3 FeBler 1. A. Versuch einer Geschichte von Spanien. Berlin: Maurer, 1810. See also: FeBler 1. A.
Versuch einer Geschichte von Spanien. Karlsruhe, 1814, Bd. 2. S. 8-17.

4 Waidelich T. G. Franz Schubert: Alfonso und Estrella... S. 96.

15 [Adam A.] Adams Geschichte von Spanien, seit der Entdeckung bis zur Thron-Entsagung Carls IV,
Aus dem Franzosischen frey iibersetzt. Wien: Bauer, 1809. Bd. 1. S. 142.

16 Op. cit.
17 Tbid. S. 145.
18 Ibid.
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recreation of ‘the image of the epoch’” and
the “inimitably colorful historical milieu,”"
which are completely lacking in Schober’s
libretto. The historical décor remains here
purely conditional: the action here may be
transferred to another epoch without much
detriment. In this sense, the perspective of the
historical element demonstrated in Alfonso
und Estrella clearly still belongs to the 18th
century, when in the storylines derived from
various annals only political events and love
stories (whether real or fictional) were taken
into consideration.

Particularly these two components of the
libretto — the motive of usurpation, tracing
back to a real historical situation, together
with the fictional love collision — make it
possible forus to speak about its resemblance,
at least, outwardly, with Metastasio’s
matrimonial-dynastic drama.”® If we are to
turn to concrete operatic storylines from the
17th and the 18th centuries, it is possible
to find at least several libretti where these
motives are connected almost the same
way they are in Alfonso und Estrella, or in
a comparable way. In 1l trionfo di Camilla,
regina de’ Volsci by Silvio Stampiglio,” as
well as Demetrio and La clemenza di Tito by
Pietro Metastasio®? the motive of usurpation
of power appears in unity with love intrigue
based on the mutual feelings experienced

by representatives of the conflicting sides,
moreover, the adversarial position and
enmity are resolved by their marriage.

The most apparent associations with the
storyline of Alfonso und Estrella appear
in the librettos of Il trionfo di Camilla
and Demetrio — up to the coincidence of
separate details. Thus, the first of these
operas contains a scene in which Camilla, the
lawful heiress of the throne, saves Prenesto,
the offspring of Latinus, who usurped the
throne — similarly to the way Alfonso
saves the lost Estrella. At the same time, in
Demetrio, just as in Schubert’s opera, the
main protagonist is the heir of the deposed
ruler, whereas the heroine is the daughter of
the usurper. Moreover, similar to Alfonso,
Demetrio is not aware until the very last
moment of his high descent.

It must be said that both plot devices in
question have been popular at all times and
may be found in the most diverse libretti.”
However, in operas of the Romantic era the
theme of love between the representatives
of warring sides was especially popular,
albeit, the subject of enmity, as a rule, was
transferred into a more global platitude of
the clash between peoples or religious faiths.

This fact causes many Schubert scholars
to seek with special assiduity the preimages
of the main protagonists of Alfonso und

19 Cherkashina M. R. Istoricheskaya opera epokhi romantizma: (Opyt issledovaniya) [Historical
Opera of the Romantic Period: (The Experience of Research)]. Kiev: Muzichna Ukraina, 1986, pp. 39-40;
Waidelich T. G. Franz Schubert: Alfonso und Estrella... S. 96.

20 About the main features of this kind of drama see: Lutsker P. V., Susidko 1. P. ltal'yvanskaya opera
XVIII veka. Ch. Il [Eighteenth-Century Italian Opera. Part 2]. Moscow: Klassika-XXI, 2004. P. 248.

2l Lutsker P. V., Susidko 1. P. Ital'vanskaya opera XVIII veka. Ch. I [Eighteenth-Century Italian Opera.
Part I]. Moscow: State Institute of Art Studies, 1998, pp. 417-419.

22 Tbid. Part 2, pp. 716-717, 731-732.

2 Sometimes, even in a sort of “debased” version — just as in Boieldieu’s La dame blanche, wherein

the heir to the castle, having been lost in his childhood, not suspecting of his parentage, confronts with
the commander who seized him, while the female ward of this commander helps him in secret to return
his father’s heritage.
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Estrella, or at least parallels with this type
of love collision in romantic literature.
Some indicate at Heinrich von Ofterdingen
by Novalis as a possible literary source,
— to be precise, the third chapter of the
novel, which narrates about a princess who,
similar to Estrella, was the daughter and sole
heiress of the king, who met her beloved in a
forest.”* Others compare the opera’s libretto
to Heinrich von Kleist’s tragedy Die Familie
Schroffenstein, indicating to the fact that the
dramatist’s works were studied in Schubert’s
circle in 1825-1828 upon the initiative of
Schober, who may have familiarized with
them earlier.”

Be that as it may, the incorporation of such
a collision in Alfonso und Estrella, despite all
the allusions with the 18th century librettos,
speaks in favor of its affinity particularly
with the romantic musical theater. Moreover,
this similarity is confirmed by numerous
parallels with the libretti of two operas
which, like Alfonso und Estrella, appeared
during the first decades of the 19th century.

It is referred to the compositions of
Conradin Kreutzer, one of which was written
practically at the same time as Schubert’s
opera (namely, Libussa, composed in
1822), while the second, created initially for
Stuttgart (1813), was subsequently revised

for the Vienna stage (Der Taucher, composed
in 1824). Both operas were staged at the
Kartnerthortheater with varying degrees of
success®® and both bear the designation of
romantic opera [romantische Oper]. (11. 4, 5)

/If . ARCINY
P PUESKKCHOF CiEa% THEATTRS T
Fivunifa W

Romantifdhe Oper in dren Aufyligen

e“o‘.‘:ﬁov on

‘ .
3.6\..‘§ernarb. .

Mufit
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Conradin Kreusper.

) / >’/"’ .
ia [ 7%
/-/’I /_/

Wien
3m Berlage bep 3.9, ‘IBﬂ”i‘defftr.
1823,

A

£87214-A,

Il. 4. Title Page of Libretto of Conradin Kreutzer's
Opera Libussa?

24 McKay E. N. Franz Schubert’s Music for the Theatre. Tutzing: Schneider, 1991. P. 215. In a later
research work Elizabeth Norman McKay indicates at another possible source — William Shakespeare’s
As You Like It (McKay E. N. Franz Schubert: A Biography. Oxford: Clarendon Press, 1997. P. 119).
However, this parallel does not appear to be very convincing.

25 Waidelich T. G. Franz Schubert: Alfonso und Estrella... S. 99, 240.

26 Libussa had over twenty productions during the years 1822—1823, and then was briefly reintroduced
in 1829 (Jahn M. Die Wiener Hofoper von 1810 bis 1836: das Kdrnthnerthortheater als Hofoper. Wien:
Der Apfel, 2007. S. 299), Der Taucher remained on stage after the premiere for a period of less than two
months with a result of 13 performances (Ibid. S. 334), but this took place during the 1823—1824 season,
and created a brilliant result, since it was particularly during this season that the peak of fascination
towards Rossini’s operas on the part of the Viennese. The success of Libussa resulted in Kreutzer being
appointed as Kappelmeister at the Kdrnthnerthortheater.

27 Bernard J. C., Kreutzer C. Libussa: Romantische Oper in drey Aufziigen. Wien: Wallishausser, 1823.
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3 on the amorous intrigue, since the Viennese
Der Tau (b ('l W censors would not tolerate any political
insinuations.

The libretto of Der Taucher was initially
written for Johann Friedrich Reichardt. His
opera appeared on the stage of the Berlin
Royal Opera Theaterin 1811. (IL. 6)*° Created
Mufif von Couradin Kreufer. on the basis of Schiller’s ballad with the same

-

Nomantifhe Oper in jwen Aufpigen.
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there.
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vou
Wien, 1824,
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Il. 5. Title Page of Libretto of Conradin Kreutzer's Opera
Der Taucher® Dic Mufit ift vom Herrn Kapelimeifier
NReidbarde,
Die gur Nandlung gebbrigen Vallets find vom
The plotline of the first of these operas, Soaigh. Valletmeifier Nerrn Laudyery
derived from medieval chronicles and based
on the legend of the Czech duchess Libussa,
was very popular during the early 19th Berlin, 1811,
century.”” Despite the fact that the legend
itself has direct connotation with the advent
of the Czech national self-consciousness, the I 6. Title Page of Libretto of Johann Friedrich Reichardit’s
action of the opera is concentrated entirely Opera Der Taucher

28 Kreutzer C., [Birde S. G.] Der Taucher: Romantische Oper in zwey Aufziigen: fiir das k. k. Hoftheater
ndchst dem Kdrntnerthor. Wien: Wallishausser, 1824.

2 Schldder J. Conradin Kreutzer. Libussa. Piper. Bd. 3. S. 346. The author of the libretto, Joseph
Bernhard, first offered his text to Beethoven (Kirillina L. V. Betkhoven. Zhizn' i tvorchestvo. V2 t. T. 1
[Beethoven. Life and Work: In 2 Vols. Vol. 1]. Moscow: Moskovskaya konservatoriya, 2009. P. 401).

30 In The New Grove Dictionary it is indicated as a Singspiel, however both in the libretto and in the
German press it is mentioned as a romantic opera (in Zeitung fiir die elegante Welt it is even referred to as
a romantische groffe Oper). See: Reichardt J. F., Biirde S. G. Der Taucher: eine Romantische Oper in zwey
Akten. Berlin: [s.n.], 1811. S. 1; AMZ(L). 1811. Nr. 16. S. 275; ZfEW. 1811. Nr. 66. S. 527.
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title,?! it bears very little resemblance to the
primary source, except for the goblet thrown
into the sea, the youth who dives after it, and
the hand of the princess promised to him in
marriage.’

It must be said, in all possibility, that
the author of the libretto, Samuel Gottlieb
Biirde, turned directly to the Sicilian
legend about Nicholas Fish (Pesce Cola).
It recounts about the swimmer named Cola
(Nicholas), who was cursed by his mother
because of his love for the sea and became
half-man, half-fish. [5, pp. 212-213] Twice
he dives into the sea chasm upon the order
of the king,** returning for the first time with
a chalice, and perishing as the result of his
second endeavor.** In the libretto, just as in
the legend, the action takes place in Sicily,
in Messina, and the main protagonist dives
for the chalice into the bottomless chasm.
In addition, in Reichardt’s opera the main
protagonist expresses a special love for the
sea: ,,Das Meer, das unbegrinzte, / lockt
mich allein in’s Freie. / Geschwimmen,
Tauchen, Meerblumen, Muscheln sammeln,
/ das ist mir Spiel und Wonne* (“Only the
boundless sea / draws me to the vastness. /
To swim, to dive, to gather maritime flowers,
seashells — / this is my fun and pleasure”).?

The libretto of Kreutzer’s opera, even
in its revised version, preserves many
common features with the primary version,
even though the cast of characters changed
somewhat and now turns of the plotline
appeared, which, incidentally, gives it a
common ground with Alfonso und Estrella.*®

All the aforementioned libretti are notable
by their assortment of typical situations and
turns of narrative moves, which also may
be found in Schubert’s opera. In Table 1
three variants of the entanglement of the
love collision in these operas can be found,
and it can be seen that all of them coincide,
with the exception of the name of the main
protagonists.

The comparison is also manifested in
other details. In all three plotlines the main
protagonist presents himself as a savior: in
Alfonso und Estrella and Der Taucher he
accompanies the lost heroine to her father’s
court, in Libussa he saves her from a bear.
In each libretto there is a precious object
mentioned which helps the lovers to unite
in the final outcome — Eric’s chain in
Alfonso und Estrella, a particular precious
gem (Kleinod) in Libussa, the chalice in
Der Taucher — notably, in the first two
operas the hero (or heroine) gives this object

31 Tt must be reminded that Schubert set it to music in 1813-1814.
32 Reichardt J. F., Biirde S. G. Der Taucher: eine Romantische Oper in zwey Akten... S. 7-8.
33 In some versions of the legend, this is Friedrich IT Stauffen (1194-1250), the emperor of the Holy

Roman Empire and the King of Sicily.

34 See: Otto B. Unterwasser-Literatur: von Wasserfrauen und Wassermdnnern. Wiirzburg: Konigshausen
& Neumann, 2001. S. 175-177; Bertino M. Niklas der Fisch. Bericht iiber ein Erzdhltheaterprojekt mit
italienischen Sekundarschiilern [Onlinefassung]. SCENARIO. 2008. Vol. 2, Issue 1. S. 104.

DOI: 10.33178/scenario.2.1.6

35 Reichardt J. F., Biirde S. G. Der Taucher: eine Romantische Oper in zwei Akten... S. 7-8.
3¢ For example, in the 1824 version of Der Taucher the “chivalrous” component is enhanced — in

gratitude for his daughter having been saved, the duke anoints the main protagonist as a knight and
rewards with armor. It must be said that there is a serious dissimilarity with Schubert’s opera: Biirde’s
libretto contains elements of a magic fairy tale. In the 1811 version the main protagonist is helped by the
goddess of the sea Lewkofee, and in the Vienna version — by the fairy Morgana.
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Table 1. The Beginning of the Love Collision
in the Libretto of Der Taucher, Alfonso und Estrella, and Libussa

Der Taucher

Alfonso und Estrella

Libussa

The duke’s daughter,
Alfonsine, goes on a hunt
with her father and retinue
and becomes lost and
separated from her
companions.

Wandering through the
forest, she meets 1vo.

The young people fall in
love with each other

at first sight.

They do not wish to part,
but Alfonsine must return

The king’s daughter,
Estrella, goes on a hunt
with her retinue

and becomes lost and
separated from her
companions.
Wandering through the

forest, she meets Alfonso.

The young people fall in
love with each other

at first sight.

They do not wish to part,
but Estrella must return

The duchess

Libussa goes on a hunt
with her retinue

and becomes lost and
separated from her
companions.

Wandering through the
forest, she meets Vladislav.
The young people fall in
love with each other

at first sight.

They do not wish to part,
but Libussa must return

to her father’s court.

to her father’s court.

to court.

to his (or her) beloved during the scene in
the forest as a pledge of love.

Moreover, the main protagonist has a
rival (sometimes several), who lays claim
to the hand of the main heroine (in Alfonso
und Estrella this 1s commander Adolfo, in
Libussa — Domoslaw and Tursko, and in
Kreutzer’s Der Taucher — the son of the
neighboring duke, Antonio; albeit, the latter
character is absent from the 1811 libretto). In
two cases these rivals create a conspiracy in
order to gain the hands of the main heroines
who rejected them (as in Alfonso und Estrella
and Libussa). All three operas have scenes
of single combat with the rival. Yet other
common figures to be found in the operas
are the fathers of the main protagonists (in
Libussa — the foster father) who raised
them in settings far from human society.

Alfonso und Estrella and Der Taucher
demonstrate additional comparisons with
each other. In both operas the fathers of the
main heroines are usurpers who deposed
the fathers of the main protagonists from
their thrones. (Incidentally, in Der Taucher

the deposed duke’s name is Alfonso.) The
latter is considered to had died, but in reality
lived in solitude (albeit, not too far from the
capital city), where he brought up his son
who did not suspect of his royal descent.
Matured, the youth attempted to depart from
the place where he grew up, but the father
forbade him to do so.

The librettos of these two operas also
have similarly solved stage situations. One
of them is the first meeting of the two main
heroes. A whole set of coincidences can be
discerned in their utterances. Ivo, having
seen Alphonsine for the first time, takes her
for an angel; Alfonso, having encountered
Estrella, sees in her the embodiment of “the
cloud maiden” about which his father sang
to him. At the same time, the heroine decides
for herself that there is nothing threatening
in the unfamiliar youth and that she could
ask him for aid, see Table 2.

Still another stage situation common to
both libretti is expressed in the meeting of the
deposed ruler and the usurper tormented by
his consciousness prior to the final outcome,
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Table 2. Scene of the First Meeting of the Main Protagonists in Der Taucher and Alfonso und Estrella

Der Taucher
Trio from Act |

Alfonso und Estrella
Duo No. 12, 2nd Act

Der Taucher
Terzett, Akt 1

Alfonso und Estrella
Nr. 12 Duett, Akt 2

Scene 4. Alphonsine
appears between the
cliffs across from the

cottage [...]

[appearance of
Estrella] Estrella.
Surrounded by cliffs
and the forest, Who
will show me the way?

Scene 4. Alphonsine
kommt zwischen den
Felsen hervor, der
Hiitte gegeniiber [ ...]

Estrella. Von Fels
und Wald umrungen,
Wer zeigt die Pfade
mir?

Alphonsine. What is
it that I see rising from
the current? / The head
of a youth, the body of
a person!

Ivo. What do I see
there. hovering on the
bank? / It is an angel,

not an earthly woman.
Alphonsine. Nothing
wild threatens in Ais
movements, / he can
oive me advice and
protection.

Ivo. I came out of the
underworld and am
entering heaven.

Alfonso. What was
bravely sung about
in a song, / I see
embodied here.

Estrella. A youth,
must I flee?

Alfonso. O, do not flee.
Estrella. But he seems

to be meek and kind.

Alfonso. O, sweet
heavenly image, /
0, do not run away.
Estrella. His
movements / revive
courage and hope
in me.

Alphonsine. Was seh’
ich aus der Flut sich
heben?

Ein Jiinglingskopf,
ein Mennschenleib.

Ivo. Was seh’ ich dort
am Ufer schweben? —

Alfonso. Was kiihn das
Lied gesungen,

seh ich verwirklicht
hier.

Estrella. Ein Jiingling,
soll ich flichen?
[...] Doch scheint

Ein Engel ist’s, kein

er sanft und mild.

irdisch Weib.

Alphonsine. Nicht
wildes droht in seinen
Ziigen; — Er kann
mir Rat und Schutz
verleihn.

Ivo. Der Unterwelt bin
ich entstigen, und

in den Himmel tret’
ich ein.

Alfonso. Du siilles
Himmelsbild,

O wolle nicht
entfliehen!

Estrella. Es flo8en
seine Ziige mir Mut
und Hoffnung ein.

Table 3. Scene of the Meeting of the Former Ruler and the Usurper in Der Taucher and Aldonso und Estrella

Der Taucher, Alfonso und Estrella, Der Taucher, Alfonso und Estrella,
End of Act 2, Scene 8 Act3 Ende von Akt 2, Szene 8 Akt 3
Duke (recitative). Maugerato (Aria Herzog. Ha! meines Mauregato (Nr. 32
Ah, shadow No. 32). Bruders Schatten! Arie).
of my brother! Woe unto me! His Mein Traum erfillt! Weh mir! Sein Geist!
Alfonso (Duo). spirit! was fiihrt dich her zu mir, | La3 ab! Verschone!

Your brother is alive,
and he forgives you.

Duke. Are you not
a spirit?

Froila (Duo No. 33).
Not a spirit, | am alive
[...], I came to forgive
you...

Du Todter! aus dem
Meeresgrunde
Streckst du nach mir
die Hand.

Alphonso. (Duett).
Dein Bruder lebt und er
verzeihet dir.

Herzog. [...] du bist
kein Geist?

Wie foltert mich dein
Blick, laf} ab!

Sieh die geraubte Krone,
Hier hast du sie zuriick!
Froila (Nr. 33 Duett).
Kein Geist; ich bin am
Leben, [...]

Ich komme zu
vergeben,
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moreover, the latter at first takes the former
for an apparition, see Table 3. In both cases
this scene is followed by a reconciliatory
duo.

A legitimate question arises: could
Schober, who created his oeuvre in 1821,
have been familiar with a single one of the
aforementioned libretti? Of course, neither
Libussa, nor, even more so, Der Taucher in its
version from 1824 can in any way be perceived
as source material for the plotline of Alfonso
und Estrella. However, the text of the latter
opera in the Berlin edition from 1811 could
very likely have come into Schobert’s hands,
and the numerous coincidences with it, as it

seems to me, confirm this presumption. As for
Metastasio’s libretto, it must be acknowledged
that Schobert’s familiarization with it was not
such an implausible occurrence. After all,
the Italian poet had spent several decades in
Vienna, and we can be certain that Schubert
had encountered Metastasio’s texts during his
studies with Salieri.

Whatever the case may be, Alfonso und
Estrella, notwithstanding the scant amount
of staginess and its other imperfections, has
been firmly written in the opera tradition
of its time and also possesses a number of
features which bring it close to the later
phenomena of romantic musical theater.
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Annomayusn. My3blka Mmiaamiero coppeMmennuka Slna Cubenuyca U ero mpuBaTHOTO yYEHHKa
JleeBu Magetoiin mano nzBectHa B Poccun. TpaauiinoHHO €ro NpUYUCISIOT K TO3HUM POMaHTHKAM,
4YhE TBOPYECTBO Pa3BUBAJIOCH MpH *ku3HU Cubenuyca u B ero «teHn». OaHako Hacienue Maneroin
HY>KJAeTCsl B KPUTUYECKOM MIePeCMOTpeE U1 TOHUMAaHUS TPUYACTHOCTH KOMITO3UTOPA K aKTyaIbHBIM
TEHICHIMSIM M mapaaurmMam my3blkn XX Beka. B crtarbe mpuBeneHsl Ouorpaduueckue (akThbl,
c(hOpMHUPOBABIIKE XapaKTeP U CIYXOBOU OIBIT KOMIIO3UTOPA, U 0XapaKTePU30BaH Xyd0KECTBEHHbII
koHTekcT [lapuka Hayana XX Beka B o0nactu Tearpa u Oajera.

OOBeKTOM M3y4eHHUS B aClEKTe aKTyallbHBIX MapaaurM u3bpana crouta u3 6anera Okon Fuoko,
co3naHHas camMuM Kommo3utopoM B 1930 romy. Paccmorpens! npuunHa 3a0BeHHs Oanera mocie
€ro MpeMbephl U JIBE KAHPOBBIC BEPCUHU. YKa3aHbl Pa3HOUTEHUS B OINPEEICHUN KaHPa PUHCKUMU
UCCJIEIOBATEISIMU M YCTAHOBIICHO TO OIpEeJIeleHHe, KOTOPOE COXPAHMIOCH B apXUBE KOMIIO3UTOPA.
Cuenapuit Ilona Kuyncena, anemiupyroumuil K Tpaaulldi SMOHCKOTO KYKOJBLHOTO Tearpa, U
COCTaB CIOUTHI MTOKAa3aTeNbHbI JJI Mepruo/a YBICUCHHs €BPOIEHIIeB SK30TUKOM U MOUCKOB HOBOTO
IJIACTUYECKOTO si3bIKa. B ananuze «I poTecKHOro TaHI1a» BRISIBICHBI TPU3HAKU KECTOBOM Mapaiurmbl
U OCOOCHHOCTH MY3BIKaJIbHOM JpaMaTyprud MpOU3BEICHUS, Narouiie ocHoBaHMs Ha3BaTb Okon
Fuoko 6aneTom st opkectpa.
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Abstract. The music of Jean Sibelius’ younger contemporary and his private student Leevi
Madetoja is little known in Russia. He is traditionally reckoned among the late romanticists, and his
music was developed during Sibelus’ life and under his “shadow.” Nonetheless, Madetoja’s heritage
is in need of a critical reevaluation in order to understand the composer’s involvement in the relevant
tendencies and paradigms of 20th century music. The article brings biographical facts which formed
the composer’s character and aural experience, and characterization is given to the artistic context
of early 20th century Paris in the spheres of the theater and the ballet.

As the object of study in the aspect of relevant paradigms, the suite from the ballet Okon
Fuoko, created by the composer in 1930. The reason the ballet was forgotten after its premiere
and its two genre-related versions are examined. The variant readings in determining the genre by
Finnish researchers in defining the genre of the work, and the definition which was preserved in the
composer’s archive is established. Paul Knudsen’s scenario appealing to the tradition of the Japanese
puppet theater and the makeup of the suite are indicative for the period of the Europeans’ fascination
with exoticism and search for a new plastic language. The analysis of the Grotesque Dance reveals
features of gesture paradigm and the peculiarity of the composition’s musical dramaturgy, which
provides grounds for calling Okon Fuoko a ballet for orchestra.
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Ha (1875-1937), Cenuma IlanbMmrpena

(GuHCKON  MY3BIKAIBHOW  HCTO-
Bpnorpaq)pm Jleeeu  Mageroiie
(1887—1947) otBeaeHa poib Oj-
HOTO W3 TMpeICTaBUTENeHd TMO3IHEro po-

MaHTu3Ma. KaneBu AXo0 OTHEC K 3TOMY
HallpaBJICHUIO Takxke OpKku Menapru-

(1878-1951) n Upné Kunbnunena (1892—
1959), wna3BaB Majuertoiito «Haunbomee
3HaYuTeNbHBIM mociie Cubenuyca mpen-
CTaBUTEJIEM IIO3THETO POMAaHTH3Ma M BO-
o011e ONHUM W3 KpPyHMHEHIHX (UHCKHUX

104



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 2

koMro3utTopoBy'. [Ipuuucnenne Manaeroiitn
K [IO3IHUM POMaHTHUKaM MaJio Aa€T AJisl Mo-
HUMaHHUS (peHOMEHa ATOro My3bIKaHTa W
(haKTUUYECKH OCTABIISET €T0 B MY3bIKAJTbHOU
KyapType XIX Beka, B Jydyliem ciyqyae —
B Hauasie XX Beka. He noOasisieT sscHOCTH
U XapakKTepUCTUKa MaJeTtonn Kak OIHOTO
M3 CaMbIX 3HAYUTENBHBIX KOMIIO3UTOPOB
MEepBbIX JecATuineTu XX Beka, JaHHAs
1. KaiinaitneHom?, MMOCKOJIBKY KOMIIO3UTOD
yCHenrHo paboTal Takxe B )KaHpaX BOKaJb-
HOU, XOPOBOM U MY3BbIKAJIbHO-TEATPAIbHOU
My3bIKH, a ero omepa «CesepsiHe» (1924)
MOJIY4YHJIa CTaTyC HAIMOHAIBHOM.
OtHecenue ManeToiin K MO3JHUM PO-
MaHTUKAM U ONPENICIICHUE CTHIISI €r0 MY3bl-
KM KaK «coyeTaHusi (UHCKON HapOAHON Me-
JIOIMU ¥ HOBOH (hPaHITy3CKOM MY3BIKH»® I10
«YMOJTYAHHUIO» OPUEHTHPYET BOCIPHUATHE
€ro MpPOM3BEACHUN Ha «“‘CTapyro”’, clIOBEC-
HO-PEYEBYIO, MPOAOIKAIOIIYK) OCTaBaThCS
ONpeAeISIome Mt MHOTMX cTuied XX
BEKa» MapaJurMy MY3bIKAJIbBHOW KOMIIO3H-
muu [1, c. 29]. Mexny tem my3bika Okon

1

Fuoko siBHO He comnacyercs TONBKO C 3TOM
napagurMon, a MmoToMy IOUCK MHOTO MYTH
MCCIIE0OBAHUS U TIOHUMAHUSI 3CTETUKH TIPO-
W3BEACHUS JOJIKEH MPOJIerarb B CTOPOHE OT
MarucTpaiu IO3IHEero poMaHnTu3Ma. B kaue-
CTBE MHOM — HE CIIOBECHO-PEYEBOM — TIa-
paZurMbl MCCIEAOBAaHUS OIpeseieHa napa-
JIUrMa >KecTa.

3BykoBon Mup OCTpo60THUM

Jleeeu Magerorst poauics B TOpPOJE
Oyny, pacroioXeHHOM B HCTOPUYECKOU
npoBuHiuu CeBepHas OctpoboTHus. Kaii-
naliHeH omucall XapakTep OOTHUMIIEB Kak
«HE3aBUCHMBIH U  CBOOOIOTIOOMBBIN»®.
dopMUpOBAaHUE CIIyXOBOTO OIbITA Oymy-
IIEr0 KOMIIO3UTOpAa MPOXOAWIO B Cpene
nueTHcToB’. M3BECTHO, YTO MaTh KOMITO3H-
Topa ObUIa MO0 B YHMCIE MOCIenoBaTeNen
MECTHOTO PYKOBOJMWTENS JBHKEHUS, JHOO
COUYBCTBEHHO OTHOCHJIACh K YUEHHIO IHE-
tu3ma. CBOEro ChlHA OHA Ha3Bajia MO MMe-
HU OCHOBATeJIs NMUETUCTCKOTO JABUKEHUS B
Octpoboranu Jlapca JleBu Jlacraamyca®.

CMm.: Axo K. dunckas MY3bIKa IIOCJIC CI/I6emeca U CTAHOBJICHUC MY3bIKAJIBHOI'O HCKYCCTBa

Ouansaann: Aoknaa. XenbcuHku: b. ., 1989. C. 6. (Pycckuii nepeBoa nznanus: Aho K. Zur Finnischen Musik
nach Sibelius und den Hintergrunden Finnischer Kunstmusik. [S. 1]: Suomalaisen musiikin tiedotuskeskus
informationszentrum fur finnishe Musik, 1989.) B 2005 rony ¢upma A/ba Records 3anucana «Oxon ®yoko».
B Oyknere 0bu10 ykazano: sxxanp — Classical, ctuns — Romantic.

2 Kaipainen J. French Colouring in a Bothnian Landscape — Comments on the Orchestral Works of Leevi
Madetoja (1887-1947). URL: https://fmq.fi/articles/french-colouring-in-a-bothnian-landscape (accessed:
03.05.2023).

3 Salmenhaara E. A Composer from Ostrobothnia and Paris.

URL.: https://fennicagehrman.fi/composer/madetoja-leevi/ (accessed: 03.05.2023).

# Kaipainen J. Op. cit.

5 B ®unnsHauu ¢ Havana 1820-X rofioB MUETH3M PacIipoOCTPAHSIICS KaK HAPOJAHOE IBHKEHHE. [THeTHCTHI
OCY>KIaJIM a3apTHBIE UT'PbI ¥ BRICTYIIANIN 32 YMEPEHHOE YIOTPEOICHNE aJIKOT OIS, YUCTOTY U MOPSAIOK B JOME.
A. Ilseiiuep, paccmarpusas otHouienue K nuetusmy M. C. baxa, nucan: «I[luetnsm Obul pemInTenbHBIM
BparoM BCSIKOTO HMCKYCCTBa B IIEPKOBHOM OOpsizie, B MEPBYIO O4Yepenb — “KOHIEPTUPYIOIICH TyXOBHOM
My3bIKU. bosee jxe Bcero HeHaBUCTHBI €My OBLIM MY3bIKaJIbHBIE TOCTaHOBKH “Crpacteil”. B OorociyxeHue
JOMYCKAJIMCh TOJIBKO MTpocThie ecHU puxoxan». Cum.: LlBeiinep A. Morann Cebactesan bax. M.: Knnaccuxka-
XXI, 2002. C. 121.

6 Kaipainen J. Op. cit.
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Monoauyeckyro KyaeTypy Maneroiis Bnu-
Tal ¢ JETCTBA, & O TAPMOHMH OH CaM CKasall,
YTO «CTAJI OCHOBATEJIBHO €0 3aHUMATHCS
TOJIBKO TOCJIE TOTO, KaK CTajl KOMIIO3WUTO-
pom»’. KapTuHy U3HH TUETUCTOB U UX Y-
XOBHBIE IIECHOIICHMS, YCJIBIIIAHHBIE B JET-
CTBE€, OH BOCCO3/aJI BIOCIJIEICTBUM B OIlEpe
«Cesepstae» (1924).

[IpencraButenu KynbTypHOH (eHHOMA-
HuM . JIEHHPOT U n. PyneGepr BricTynanu
C KPUTHUYECKUMU OLIEHKAMM JEATEIbHOCTH
MUETUCTOB. ABTOp 3MMYECKON NO3MBbI JIEH-
HPOT KPUTUKOBAJI MMETUCTOB 3a MpeHeope-
’KEHHE HapOIHBIMH TPaJAULUAMU U 00ObIYasi-
mu®. U kak mpodeccroHaIbHBIN Bpad Jaxe
nan onucanue nuerucra: «lIuetucra Mox-
HO y3HaTh YK€ II0 BHeIIHeMy Buay. [nasa
NPUOOPETAIOT UYXKIbIH, OTIMYABLIMICS OT
3I0pOBOr0 OJECK, HOC CTAHOBUTCS OCTpEE,
a NIEKU BBAJIMBAIOTCS)’.

Ha ckpunke u ¢oprennano Maxaertoiis
oOyyasncs CcaMOCTOSTEIbHO, OH TaKXKe
urpai Ha kanrene. E. Canmenxaapa Ha3Bal

7 Ibid.

8

Maneroiro  «eIMHCTBEHHBIM  KPYITHBIM
KOMIIO3UTOPOM B HMCTOPUU MHUPOBOH MY-
3BIKM, KOTOPBIA UI'DAJ HAa HAIMOHAJIBHOM
nHCTpyMeHTe (DUHISHINM KaK HAa CBOEM
riaBHOM HHCTpyMmeHTe»'’. CiyXy, BOCIH-
TaHHOMY Ha CepeOpUCTOM 3By4aHUH KaHTe-
ae, ObUIM 4yX bl «1adoCc U UYBCTBUTEIb-
HOCTb, AaCCOLMUPYIOIIUECA C HEMELKUM
CTWJIEM», HO «JIETKOCTb U YTOHYEHHOCTH)»
opkecTpoBkM Mageroiin KaiinaitHeH cCBsi-
3an ¢ Qpanmysckum BiusHEeM''. To, urTo
KaiinmaiiHeH HeJOOIICHWU BIAUSHUS KaHTEIE
Ha (popMupoBaHuUE 3BYKOBOTro Hujaeana Ma-
NeTOWH, HE JNOJKHO yAauBisATh. Cpaboran
CTEPEOTUI BOCHPUITHS MY3BIKH (PHHCKUX
KOMITO3UTOPOB HCKJIIOUUTEIIBHO B ACIEKTE
€BpPOINENCKOTO BO3IEUCTBUS.

B BogoBOpOTE NAPMIKCKOMN XKU3HU

B 1910 rony Manertoiiss OKOHYUIT MY-
3BIKAJIBHBIN KoJUIe k' U VMMmeparopckuii
AJIEKCaHIPOBCKMI YHHUBEPCUTET, II€ IIO-
JAy4ui CTeleHb OakamaBpa ¢uiaocodum'.

PyneGepr cumranm nmueTnsM «BPEIHBIM I KyTBTYPHI JBIKEHHEM, CAMbIM OONBIIMM HEIOCTaTKOM

KOTOPOTO GBLT OTKA3 OT 3eMHBIX pafocTeii». 13 MHuepoB HAMOHAIBHOTO JABMKEHHS TOIbko M. CHelbMaH
«TPOAEMOHCTPUPOBAT XOTh KaKOE-TO COYYBCTBHE MHETHCTAM, XOTS W HAXOMWJI HETIPHEMIIEMBIM, YTOOBI B
psAIax TUETUCTOB ObUTH IpeAcTaBuTEH HHTeIIUTeHImm» . CM.: XyxTa U. [TaaBo Pyorcamaiinen (1777-1852)
/I Cto 3ameuarenbHbIX (puHHOB: Kanermockon Omorpadwuit / mep. M. Comomem. XenbcuHKH: OOIIECTBO
(duHCKOI MuTeparypsl, 2004. C. 523.

® Xyxra W. Yka3. cou. C. 522-523. Tpu KeTaHnH MOXKHO YBHIETh HEKOTOPOE CXOACTBO 3TOTO OIMCAHHS
C BHEMTHOCTHIO MajeToitn Ha gororpadusx.

10" Salmenhaara E. Op. cit.

' Kaipainen J. Op. cit.

12 Biocnencteun — XeNnbCUHKCKas KoHcepBaTopus / Akamemus Cubenmyca. Ero memaroramu ObLIH
Opuk I'ycrap @ypyxsensM (1883—1964) — dbuHCKHI KOMITO3UTOD, TTEIATr0T, MYy3bIKATbHBIA KPUTHK U DIBapIT
Apwmac Spuedenst (1869—1958) — duHCKHIA KOMITO3UTOp U AUPHAKEDP. OH TakKe OBLT MPUBATHBIM YICHUKOM
Cubemmyca. Canmenxaapa mucair, 9To MajeTolist O TaJJaHTIINB OT IPUPOIIBI, U «OH HAYUHIICS COUNHATDH HE
oT cBomMX yunteneit Apmaca Spuedensra, Dpuka OypyxbensMma u SIna Cubennyca, a IpoCTO COUHMHSIA. .. 6e3
KaKuX-TH00 BUIUMBIX ycmmmii»y. CM.: Salmenhaara E. Op. cit.

3 B 1914 romy MameToiist momydun cremneHns marucrpa. Ha caiite yHumBepcuTeTa Xe€JIBCHHKH €CThH
CBE/ICHUS O BUaX JAEATEIbHOCTH U MOYETHRIX Harpaaax Mazeroitn.

URL: https://375humanistia.helsinki.fi/leevi-madetoja/pohjalaisia-oopperan-menestystarina-jatkuu-edelleen
(accessed: 03.05.2023).
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OceHpr0 TOTO € rojia ABagUAaTUTPEXIICT-
HUM MY3BIKaHT yke oTnpaBuiics B [lapux.
B Te rompl moe3nka MONOABIX (PUHCKUX
KOMITO3UTOpOB B cronmny Opanunu He
ObL7a PsIAOBBIM siBiieHHEM. OCHOBBI MY3blI-
KaJlbHOTO TpodeccuoHanuzmMa B OUHIISH-
IUW 3aKJIAJBIBAIMCh W JUIMTEIBHOE Bpe-
Msl pa3BHUBAJIMCh I0J HEMOCPEICTBEHHBIM
BIIUSIHUAM TE€PMAHCKOTO MY3BIKaJIbHOTO
mupa (Jledinuur, bepnun, Bena). Cubenu-
yC peKoMeHaoBal monoaomy Maneroiie
obparuthcs Kk Bencany n’Ouaun't. U xots
obydyenue Maneroiin y 1’DHIU HE COCTO-
SI0Ch, Ouorpadpl PUHCKOTO KOMITO3UTOPA
MOAYEPKUBAIOT BAXKHOCTh MY3bIKAJIIbHBIX U
KyJIbTYpHBIX Brieuamienui [lapuxka nis ero
TBOPYECKOTO Pa3BUTHs".

CBenenust o mnpeObiBaHuM Majneroiiu
B [lapmxe ckyanel. I3BecTHO, 4TO Orpom-
HOE BIIEYATIICHUE HAa HEro MpOu3BeJia Ole-

B omiinune ot Cubenmyca ManeToiist He 00-
pamaiicss kK TBopuecTBy MetepnuHka. Xo-
pOIIIO 3HABIIMN COYMHEHHS] OENbruiiCKOro
JpamMaTypra aHIJIMUCKUNA TO3T-CUMBOJIMCT
Aptyp CalimoHc Ha3bIiBan Tearp Metep-
JIMHKA «TE€aTpoOM HCKYCCTBEHHBIX CO37a-
HUN»'®,

Maperous npuexan B [lapuxk, korna es-
pomeiickasl CTOJNMIA YXKe IM03HAKOMMIIACh
C TearpajbHO-XOpeorpaduyecKuMi HOBa-
IIUSAMH pyccKoro Oaneta [2], a TaHel| cTan
«mojeM  camMouJeHTU(UKAINW»,  KOrja
«TEJI0 TAaHIIOBIIMKA TOJI aKKOMIaHEMEHT
MY3BIKM HE TOJIBKO PENpPE3CHTHPOBAJIO HE-
KYI0  XyHOXXECTBEHHYI)  KaHOHHYECKYIO
CTpaTeruto, OHO OyKBaJIbHO pa3bIrpbIBa-
JO JapamMarhyeckoe aeuctBo» [3, c. 643].
B ucropun 6anerHoro Tearpa nepBasi TpETh
XX Beka Obl1a BpeMEHEM pa3pylIeHUs Ka-
HOHOB, CTEPEOTHUIIOB, 3KCIEPUMEHTOB IO

pa I[e6IOCCI/I «Ilenneac u MeJm:;aHna». Ho CO3JaHHMIO HOBOI'O IINIACTHYCCKOI'O sA3BbIKa KU

4 P. Ponan mucan o o’ Oumu: «biaaromaps ero sHaHUSAM, CTPOHHOCTH U SICHOCTH yMa M3 HETO JTOJKEH
OBLIT BEIHTH IPEBOCXOMHBIA TpeIogaBaresib kommozuium». Cm.: Pomnan P. Bencan a1’ Ouau // Pomran P.
My3bIkanbHO-ICcTOpudecKoe Hacnenue. B 8 Bem. Beim. 4: My3bikanTsl Hamux qHed. CTeHAans U My3bIKa
/ mep. ¢ ppann. 0. Beiicoepr, E. Kynunoii, . Kyauna; pen., coct. u kommeHT. B. bpsanmesoit. M., 1989.
C. 98.

15 Kaipainen J. Op. cit.

1 «Ero tearp MCKYCCTBEHHBIX CO3[aHUil, SBISIONINXCS OJHOBPEMEHHO 0o0Jee MpPU3paYHbIMU M Oosee
MEXaHUYEeCKUMH, HEXKEIH MPHUBBIYHbIE HaM JKMBBIE aKTEPHI, ABUTAIONINXCS IO CLEHE C OINpeNelIEHHON
cBO0OOION NEHCTBHS B 3TOM CTOJH JIFOOOTIBITHON ITAPOIUH Ha KU3HB <...> Pa3Be Bce MBI HE SIBIISIEMCSI KyKJIaMHU
B TeaTpe MapHOHETOK, B KOTOPOM HCIIONIHSIEMbIE HAMH POJTH, HaJIEThIe KOCTIOMBI M YMOILINH, HAlTMCAaHHBIE Ha
HaIluX JIMIax, Beiopansl He Hamu?» (CM.: Caiimonc A. CHMBOJNIMCTCKOE JBIKEHHUE B JIUTEPAType: yIecOHOE
rocobwue / mep. ¢ aant. H. AnekcanapoBoii. CI16.: Jlans: INTAHETA MY3bIKH, 2018. C. 229-230.) CxetieH,
XapakTepu3ys KyIbTYPHYIO cocTaBisiromnyto 6anera CrpaBuHckoro «llerpymkay, 3amermn: «CxeMaTH4HbIe
¢burypsl commedia dell arte n nepcoHaXu KyKOJIBHBIX TearpoB (Apnekus, [lynsunnenia, Komom6una, [Isepo
U T. I.) OBUIH TIPEICTABJICHBI B MPOMU3BENEHUIX pyOeka BEKOB B OECUMCICHHBIX BapUaHTaX M BIOXHOBIISIIH
CaMBIX Pa3JIMYHBIX KOMIIO3UTOPOB M TearpaibHbIX Aesreneit or JleonkaBamwto (“Ilasmer”) mo L&nGepra
(“JIynnsiii [Ieepo”)». (Cm.: Cxeiien L. Jarunes. «Pycckue ce30HB» HaBceraa / mep. ¢ HUAEPIaHICKOTO
H. Bosuenko u C. KasaspkoBoit. M.: KoJlubpu: Azbyka-Artukyc, 2014. C. 277.) B npamarndeckoM Tearpe
[Tapmxka emé B 1870-x rogax Havancs peHecCaHC UTaJIbHCKOM KoMennu Macok. OO0 anbTepHaTHBHBIX (hopmax
u xaHpax Bo @pannun (kabape, Tearp TeHEW, TeaTp KyKOJ, «TeaTp Y)KacoB») B KOHTEKCTE TeaTpaslbHOM
sBororiy pyoexka XIX—XX BekoB cMm.: Ky3opuukoBa T. U. «Tearp nHa obounne» Bo OpaHImy Ha pyOeke
XIX-XX BexoB // Hayanoe maenune. 2013. Ne 11. C. 116-121.
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MY3bIKQJIbHO-X0peorpapuueckux  popm'’.
B «BbIpazuTenbsHoM TaHe» Aiiceqopsl {yH-
KaH «POXIAJICS HOBBIN CIIOCO0 BO3ICHCTBUS
Ha MyOJINKY — OLUEJIOMIISIIOLINH, OTChIIAI0-
M K apXeTUNU4ecKuM obpazam u Mudo-
JIOTUYECKOMY MBIILIEHUIO» [4, c. 144].
[lybnuka cronuupl OUHISHANN MO3HA-
KOMWJIACh C COBPEMEHHBIM TaHIIEM €IIé
B 1908 rony Bo Bpems ractpoieil Tam Alice-
nops! lynkan. Ho ycnoBuit muist xopeorpa-
(buyeckux s3KcriepuMeHToB B ['enbcundopce
no-npexHemy He Obu10. Korna B 1913 roay
Cubenunyc Hammcana My3bIKy K ITAHTOMHME
o cuenaputo [loma Kuyncena (1889—1974)
«CkapamyIi», CTaBUTh 3TO IPOU3BEICHUE
B ®uunsaauu Obuto Herae. «Ckapamyin»
BIepBble ObUT TOCTaBlieH B KomeHrarene
TONBKO B Mae 1922 roga, u B TOM K€ TOAY
npu DUHCKOM HalMOHAJIBHOM omepe OblI
co3nad OuHCKNIT HAIIMOHAIBHBIN OaeT.

CueHapuit NMona KHypceHa

B 1925 rony no mytu B I[aprx Manetoiis
BCTPETUJI TATCKOTO MY3BIKAaJIbHOTO HU3ATENS
Bunbrensma XaHceHa, KOTOPBIN MO3HAKOMUIT
Maneroiito ¢ npamaryprom Ilonom Kuynce-

17

HOM M TOT, OyIyuu OOJBLIMM JIFOOUTENEM
AK30TUKH, TPETIOKUIT KOMIIO3UTOPY JTUOPET-
TO Ha SMOHCKYIO TeMy'®. B (duHCKOI My3bI-
KaJdbHOM wucTopuorpaduu uHTepec Mane-
TOWH K cueHaputo KHyzceHna cBS3bIBAIOT U €
OpPHEHTAIN3MOM B (UHCKON My3bike 1920-x
rooB", U ¢ MapMKCKUM OPHEHTATU3MOM?,
OPONIEAIIAM Yepe3 HCKYIIEHUE PYCCKUM
BocTokoM ¢ ero «0OpHaMEHTaJIbHOCTBIO, IMO-
UOHAJIbHBIM BOCIPHUSATHEM MY3bIKH, LBE-
Ta, TaHIla, clieHorpaduu, Xya0KeCTBEHHOIO
odopmIIeHHs CTIEKTakIs» [5, ¢. 221-222].

Conepxanue cuenapusi Kuyncena Okon
Fuoko cBsizaHO ¢ STIOHCKOM KYKOJIBHOM
Tpaauiueil ynoaoOseHus] KyKJIbl 4eoBe-
Ky. HeussectHo, Buzaen nu Knyncen Oaner
CrpaBunckoro «Ilerpyiika», HO IJIaBHBIM
NEePCOHAX ero cueHapus — GpokycHUK OKoH
dyoxo, kak u [lerpymika, ymupaer.

Okon Fuoko ynomuHaeTcs BO Bcex OHO-
rpagusix KOMIIO3UTOpA KaK 3HAYUTENIbHOE
JNOCTH)KEHUE aBTOPA, XOTS U HE IOJIY4YUB-
1Iee TaKoil M3BECTHOCTH WU MOMYJISIPHOCTH,
kak onepsl «CesepsiHe» u «tOxa», cumpo-
HUU U XOpOBbIE npou3BeneHus. Ha nopra-
ne ¢axkynpTeTa HCKYCCTB YHHUBEpPCUTETA

«Bcsa EBpoma Obuta oxBaueHa AHMCKYCCHUSIMH O HOBBIX TeaTpalibHBIX CHCTEMax, CTOPOHHHUKH

Pa3IMYHBIX HIKOJ BEJIM OTYASIHHBIE CIIOPHI 1 OOMEHUBAIUCH HesAMH. [104TH Bce OHM XOTENH pacrpoIiaThes ¢
WITIO3MOHU3MOM U peasiu3MOM B TeaTpe, ¢ KyJIHCaMH, C PaMIIOi, ¢ MILTIO3HEH EPCIEKTHBEI U C OTIEICHHEM
MOAMYMa OT 3pUTENBHOTO 3asa. OHHM XOTeN, YTOOBl TeaTp MPHU3HAIN OTACIBHON (OPMOI UCKYCCTBa, a HE
MPOM3BOAHOM OT JTUTEPATYPHhI, KAK CYUTAIOCH A0 3TOro. Bce oHM OTBepraiu 3ayueHHbIE, OTPENeTHPOBAaHHBIC
pPONM M BXMBIIMXCA B 00pa3 akTEPOB M OTHABajld NpPEANOYTEHHE MMIPOBHU3ALUH, ITAHTOMHME, OPOCKOMY
IpUMY, MAPUOHETKaM U HCKYCCTBEHHBIM CBETOBBIM d(dexram» (Cxeiien L. Yka3. cou. C. 294-295).

'8 Panee Kuyncen mpemnoxun 3to smoOperro Cubenuycy, HO TOT Obul 3aHAT pabortoit Hax Llecroit
cuMQpoHueH.

19 Kpome MajeToiin OpueHTaIbHbIE «OIBITBH B IepBOi TpeTn XX Beka umenu Mecto y Slna Cubenuyca,
Bsiiné Paiitno, ToiiBo Kyyna u ocobenno y Cynxo Panra. Cum.: Metsd H. Kiinalaisia runoja, arabian lumoa ja
tahitin unelmia Sulho Rannan 1920-luvun itimais-eksoottiset laulusivellykset ja suomalaisen taidemusiikin
orientalismi. Helsinki, 2012. 120 s.

2 JIroOumbIM pa3BiicyeHueM PaBenst «Oblla JEMOHCTpalUsT MHUHHATIOPHOTO SIIOHCKOTO —CalloHa,
B KOTOPOM BCE€ OBLIO MOJIEBHBIM U M3roToBIeHHBIM B [laprke mpu Jlyn-Oununmey». Cm. 06 3tom: XKapkosa B.
[Iporynku B My3bIkaqsHOM Mupe Mopuca PaBens (B mouckax cMbicia mocianusi Macrepa): MoHOrpadus.
Kues: Asrorpad, 2009. C. 153.
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Xenvcunku Okon Fuoko Ha3BaHO «caMbIM
CMEJIbIM 3KCIIEpUMEHTOM MajeToin»?!.,
[lapturypa ObUTa 3aKOHUEHAa B KOHIIC
1927 ropa, m xots miaBHbId qupukép Ko-
poneBckoro marckoro opkecrtpa I'eopr Xeé-
Oepr mocie mepBOd perneTuiuud OOBIBUI
MIPOU3BE/ICHHUE IIEJECBPOM, MPEeMbepa ObLIa
omiokeHa. Ha mmaBHyro ponb TpeOoBaics
«CUHTETUYECKUI» akTEp, a TaKoro Ha TOT
MOMeHT He Obuio. Moxammec Iloyimbcew,
MIPEACTABUTENIb CEMbU JATCKUX aKTEPOB,
MOT ObI HCTIOTHUTh IJIABHYIO POJIb, HO OH OBbLT
B oTmycke. KHyJICeH miiaHupoBa, 4yTo Mocie
npembepbl B Konenrarene Okon Fuoko 6ynet
nocrasiieH B [lapwxe, B JIonnone u B I epma-
HUU. B utore npembepa cocTosiach TOJIBKO
B (peBpasie 1930 roga, Ho He B Komnenrarene,
a B XeJIbCUHKHU, U OHA HE OblLIa yCIEUTHOM.
[locne Tpéx cnekrakiueil nocrtanoBka Okon
Fuoko ne Bo3oOHOBNsimack. Heymaua Obina
oTHeceHa Ha cuéT crnadoro cueHapus Kuayn-
ceHa. J1o ObUIa mepBas Heyjaya B Kapbepe
Mapnetoiin, npyu 3TOM My3bIKaJIbHbIE KPUTH-
KU, IPUCYTCTBOBABLIUE HA IPEMBEPE, €TUHO-
JYIITHO XBAJIWJIU MY3bIKY, IPU3HAB €€ «OTHOU
U3 JIyYIIMX NapTUTYp PUHCKON My3bIKH, 00-
JajaroIe HeoObIYaliHOM SICHOCTBIO, TIPO-
3pa4HOCTHIO U OOTaTCTBOM HIOAHCOB».

Okon Fuoko: pBe XAaHpOoBble Bepcun

B ¢uHCKOI My3BIKANIBHOW HCTOPHOTpA-
¢bun xxanp Okon Fuoko onpenensitoT no-pas-
HoMy. XeneHa Jlexmyckepo ynomunaer Okon
Fuoko xak menonpamy>, a Dpkku Canmenxa-
apa*!, Kummo Kopxonen n Tomn Msikena Ha-
3p1BatOT Okon Fuoko 6aneTomM-naHTOMUMON.
®dupma Alba Records, cnenasiias MOIHYIO
3aMUCh MY3BIKH, OOO3HAUMIIA KAHP TaKKe
Kak Oasner-naHntoMumy (Ballet Pantomime).

B Karanore pyxomnuceir Jleesn Mane-
toitu (oOHOBNEHHOM B 2013 romy) xaHp
Okon Fuoko ykazan xak 6aner®. B pasaene
apXMBHBIX JOKyMEHTOB «PuHaHChl. KoH-
TPAKTBD) €CTh /IBA KOHTPAKTa HA «0ATETHYIO
MY3BIKY», JaTHpOBaHHBIX 1928 romom?.
Pa3HoureHuss B KaHPOBOM OIPECICHUU
WCCIIEZIOBATENICH MCXOAWIN, OYEBHIHO, W3
KeJIaHUsI YTOYHUTh OCOOCHHOCTH IpPOHU3Be-
JICHHSI, CO3JJAHHOTO B MEPHOJ PACUIMPEHUS
YKAHPOBBIX TpaHHIl OajeTa M MOUCKOB allb-
TEPHAaTUBHBIX (POPM B TeaTpaJbHOM KaHpE.

OpnHoakTHOE MPOU3BEACHNUE OBLIIO HAIH-
CaHO JUIA OpKecTpa, yTela, akTEPOB, TAHIIO-
POB, XOpa U COIUCTOB — COIIPAHO U TEHOPA.
[TonHast Bepcust My3bIKH Oanera BKIIIOUAET
B ce0s 35 HOMEPOB MPOIOJIKUTEIBHOCTHIO

21 The Ostrobothnias’s Success Continues to This Day. URL: https://375humanistia.helsinki.fi/en/leevi-
madetoja/the-ostrobothnians-success-continues-to-this-day (accessed: 03.05.2023).

22 Salmenhaara E. Op. cit.

2 Lehmuskero H. Leevi Madetojan ja Onervan yhteinen eldmd ja sen heijasteet Madetojan

yksinlaulutuotannossa.

URL: https://jyx.jyu.fi/bitstream/handle/123456789/24580/Lehmuskero_Kand.pdf?sequence=1 (accessed:

03.05.2023).

# Salmenhaara E. Op. cit.; Korhonen K. Inventing Finnish Music. Contemporary Composers from

Medieval to Modern. Finnish Music Information Centre, 2003; Mikela T. Saariaho, Sibelius und andere —
Neue Helden des neuen Nordens: Die letzten 100 Jahre Musik und Bildung in Finnland.
URL.: https://clck.ru/34cVzT (accessed: 03.05.2023).

2 Leevi Antti Madetoja Savellyskésikirjoitukset.
URL: https://www.doria.fi/bitstream/handle/10024/99351/144%20MADETOJA12017.pdf?sequence=1
(accessed: 03.05.2023).

26 Okon Fuoko — balettimusiikkia koskevia sopimuksia, 2 kpl. 1928. URL: https://docplayer.fi/5105445-
Leevi-madetoja-1887-1947-coll-276.html (accessed: 03.05.2023).
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MOYTH Yac JBajIlaTh MUHYT. B ueThIpéx
HOMEpax y4acTByeT Xop?’, emié B 4eThIpEX
— compaHo®®, B 0JJHOM HOMEpe — TeHOp™’.
B npowusBenenuu ABeHaAaTh TaHLEBAaJb-
HbIX HOMEpPOB, B TOM YHCJIE€ TaHIbl KYKOJ
(reiiiliv, BOWHBI, JKEHILMHA, MY>KYMHA, CTa-
PHUK, MOJIOZIOM BOWH), MEXaHHUYECKUM, CEK-
CyaJbHBIM M JEMOHUYECKHUH (TaHel Meya)
TaHLbl YMeraBbl, OkoH DYOKO U €ro *eHbl
N»>. Bo BpeMst 4eTBEPTOrO KyKOJIBHOIO TaH-
a Oxon dyoko ymupaer. B uucne Heranie-
BaJIbHBIX HOMEPOB €CTh «YaiiHas uepemo-
HUsD»» U «Xapakupu». Hecmorpst Ha 10, 4TO
Oasnet Ha3piBaeTcs «OkoH Dyokoy, B clieHa-
puu mokosieOieHa TpEXCTyneHuaTast CTpyK-
Typa HOBOEBPOIIEHCKOTO T€AaTpa, U Ha CMEHY
aKTépaM-IIpeMbepaM, BTOPOCTEIICHHBIM U
TPEThECTENEHHBIM aKTEPAM MPUILIA KIS
aHcaMOJIs, CONMPOBAHUS PA3HBIX aKTEPOB B
onpenenEHHbIE MOMEHTBD [6, c. 106].
Maneroiiss miiaHupoBall celiaTh U3 My-
3pIKH 0ajera TPU OPKECTPOBBIE CIOWTHI,
HO IUIaH OCYIISCTBHWJI JIMIIb YaCTHYHO.
B 1936 rogy Coro3 xomno3zutopoB OuHIIsAH-
A Ha OCHOBE PYKOIHMCH U3Ja]l NapTUTYPy
non HazBanueM Okon Fuoko. Sarja 1. Ha
000pOTEe THUTYIBHOTO JHCTA yKa3aH >XaHp
OPKECTPOBOTO MPOU3BEACHUS HA PUHCKOM U
HEMELKOM si3bIkax. Ha3BaHus xaHpa U HO-
MEpPOB CIOUTHI JJaHbI HA (PUHCKOM, HEMEITKOM
u ppaniy3ckoMm. B croure derbipe pasznena:
I. Oxon ®dyoxo B apéme, II. IIpubsiTHE TO-
crel, III. Tanen kykon, I'V. Myxkckol Tanen,
Kenckuii Tanen, [ poreckHblil TaHell.

B Okon Fuoko Manetolis ucnonb3o-
BaJl MMAPHBIN COCTaB OPKECTPA, YCUIUB €r0
dueliToil-nmukkoso, ap(oi, 4eTHIPEMS TPOM-
OOHaMU U pacUIMPEHHON IPyNNoN yIapHbIX
WHCTPYMEHTOB: JIMTaBphI, 4eliecTa, KOJO-
KOJIBYMKHU, KCUIIO(OH, KaCTaHbETHI, MaJbIi
OapabaH, OonbIION OapabaH, TapeIKH, TaM-
TaMm, J€pEBSAHHBIC KOPOOOUKH. JlmuTesnn-
HOCTb 3BYy4YaHHS CIOUTHI — 14 MUHYT.

Bce paznensr uayT 6e3 nepepsia, oopa-
3ysl OTHOYACTHYIO KOMITO3HIIUIO C YETKO BhI-
CTPOCHHOUN Apamaryprueii: Qanrazuu ¢do-
KyCHUKA, MPUOBITUE TOCTEH, TaHIIBI (KYKOI,
MY>KCKOM, JKEHCKHM). 3aBepliaercst Mpo-
M3BEACHUE BIEUATIIAIONIEH KyJIbMUHALUEH
(«I'potecknbiii TaHeny). Mexay KOHTpacT-
HBIMHU pa3fiellaMH €CTh TEPEXObI-CBA3KH,
OTMEUYECHHbIE TeMOPO-MOTHUBHO-(aKTyp-
HbBIMU U TEMIOBBIMU HM3MEHEHUSIMHU, YTO
CIOCOOCTBYET BHYTPEHHEH CBSI3HOCTH MY-
3bIKAJIBHBIX JIBMOKEHUN TAHUEB U NPUIAET
IIEJIOCTHOCTh BCEH KOMITO3HUIIHH.

Mapagurma xecta 8 Okon Fuoko

T. Ilaperpanckas, wn3ydas My3bIKAJIb-
HBI JKE€CT B NPOCTPAHCTBE COBPEMEHHOM
KOMIIO3MLIMK, TPUBENIA CIIEAYIOIIEE OIpe-
JICJICHHE B KayecTBE OTIPABHOM TOYKH HC-
cnenoBaHus: <« HasplBar0 KECTOM KOH-
KPETHBIM THIl MY3bIKaJbHOIO JBHUKEHUS,
KOTOpPO€ BIIOJIHE OIPENEIEHHO OIO3HAETCS
B MOMX IIPOM3BEICHUSAX IIOTOMY, 4YTO OHO
umeet GopMy U KOHTYpP, KOTOPbIE OYEBHIHBI
Y TIpU TPOCIYIIMBAHUM, U B TAPTUType»>'.

27 Kuoron Laulu (3), Okon Fuokon Resitatiivi (17), Kuoron Laulu (22), Okon Fuoko on Kuollut (35).
28 Yiain Laulu I (5), Yiain Laulu IT (7), Yiain Laulu IIT (34), Okon Fuoko on Kuollut (35).

» Okon Fuokon Resitatiivi (17).

3% Obmas xapakTteprctuka npousBeneHus nana: Nilova V. The Virtual East in the Works of Leevi
Madetoja // Synesthesia: The Synthesis of Arts in World Art Culture: Abstracts from a Conference held in
Saint Petersburg. March 4-5, 2019. Wissenschaftliche Schriften der WWU Miinster. Reihe XVIII, Band 15,

pp. 112-113.

3! Iaperpanckas T. B. My3bIKalibHBIN )KeCT B IPOCTPAHCTBE COBpeMeHHOU kommo3unuu. M.: KommnosuTop,

2018. C. 14.



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 2

DTO ompeeieHrue BIIOJTHE PEJIEBAHTHO WU
no orHoueHuo Kk Okon Fuoko Maneroiin.
Kecr sBisgeTcs OpraHUYHBIM CBOWCTBOM
SIMTOHCKOTO Tearpa’?. B COBpeMEHHBIX UCKYC-
CTBOBEIYECKUX HCCIEIOBAHUAX <OKECTHUKAY
(T. Laperpanckasi) B (PMHCKOM My3BIKE TIEp-
BOM 1OJIOBMHBKI XX BEKa HE HMCCIEIOBaHA.
Okon Fuoko ynomuHaetrcss nub0 B CBS3U
C OPHEHTAIIM3MOM, JTUOO KaK MPOU3BE/ICHHUE,
CO3JaHHOE ITIOCJIE «PUTMHYECKHX OpPrUH
CTpaBHHCKOTO»??,

HMcnoaHuTEIbCKUM COCTAaB M Ha3BaHUS
OTJICJIbHBIX HOMEPOB IOJHOW BEpPCUU YKa-
3BIBAIOT HAa COXpaHEHHWE )KaHPOB, CBA3aHHBIX
CO cllogecHo-peyesoti napaaurmoi. OaHaKo
B CIOWTE €€ MpHU3HaKu BCiencTBUE (Popmo-
o0Opa3zyrolei poJin puTMa MOAUYUHEHBI Jice-
cmoeou TnapaaurmMe. B HeTaHLEBaJIbHOM
paznene MeuTaHuii (OKyCHUKA OTCYTCTBYET
CBOMCTBEHHAs CIIOBECHO-PEUEBOM Mapaaur-
M€ JIOTHKa MEJIOAMYECKOTO JIBUKEHUS U PHU-
TOPUYHOCTh KOMIIO3UIIMOHHOTO CTPOCHHS.
Kaxaplii MOTMB BOCHPUHUMAETCS Kak OT-
JeJIbHAS KECTOBAsT KOHCTPYKIIUSI.

B acnekre oTpakxeHUs: TEHAEHIUNA COBpE-
MeHHOro MajeToiie Oajiera HanOoJiee UHTE-
pecen «I'porecknslil Tanery (mpumep Ne 1).

B nawane tanma pasmep 0003HAYCH Kak
312/4, ®opmanbHO 3TOT pa3Mep paBeH 7/8.
Cmena pasmepa MapKUpyeT CTPYKTYpbI
C TIOCJIeAOBATEIILHOM CMEHOM BHJIOB JIBHU-
)keHus. BHauane «UIMHHBIC» TakThl 3'%/4
YepeayIoTCs C KKOPOTKUMU» B pa3mepe 3/4,
3aTeM /0 KOHIIa TaHIlAa YCTaHABJIMBACTCSA

pa3zmep 3/4. OcTuHaTHBIE KOHTPACTHBIE PUT-
MUYECKHUE TPYNIbl Y JEPEBSIHHBIX TyXOBBIX
NOJJICPXKAHBl YIAPHBIMU WHCTPYMEHTaMH,
KOJTMYECTBO KOTOPBIX BO3PACTaET K KOHILY
taHua. C 3TUMH TPYyNIaMH KOHTPAIyHKTH-
PYIOT PUTMHUYECKHE TPYNIbl Y MEIHBIX Y-
XOBBIX M CTPYHHBIX WHCTPYMEHTOB. biwke
K KOHIly TaHIla Y MEpPBbIX CKPUIIOK 3BYUYUT
MeJIoAnYecKas JIHHUS, COTKaHHas U3 0OJb-
MUX W MajbIX CEKYH]l, YUCTBIX KBapT U
YMEHbBIIEHHBIX KBUHT. OHA HE pa3BUBaETCA,
TONBKO JBAXKIbI TOBTOPSIETCSI U HCYE3aeT
MOJ] HATUCKOM PHUTMHYECKON ITyIbCaIlUH.
KynbMuHaIMS TOATOTABIMBACTCS pacIInpe-
HUEM JMara3oHa JePEBSIHHBIX TyXOBBIX WH-
CTPYMEHTOB, YCUJICHHEM JHUHAMHKU (cresc.
nocJie ff) U yBeIIMICHUEM COCTaBa YIapHBIX
HHCTpYMEHTOB. 3a 10 TakTOB /10 KOHIIA TaH-
1a TeMn yckopsiercs. Ha kynbMuHanuu, rae
[JIABHBIN IS 3aKJIFOYMTEIIbHON CEKIIUU TaH-
1[a PUTMO-MOTHB UCIIOJIHAETCS Ha (poHe ye-
pEIOBaHUs YBEIIMYCHHBIX TPE3BYUYHUH, TaHEI
oOpsiBaercs. 3arem cienyet GP (ogun TakT
¢ ¢epmaroii), mocye 4ero Ha ff 3By4UT TaM-
TaM (ToXe ¢ hepmaroit).

Jloruka JapamMaTyprudyeckoro pa3BHTHS
naéT OCHOBaHHE elI€ pa3 YTOYHHUTH >KAHP
Okon Fuoko. Bocnonbs30BaBIINCE OMpese-
JeHueM, JaHHbiM PaBenem «bonepo», Mox-
HO cKa3arh, 4To cronta Okon Fuoko — 310
«0aner g opKecTpay, B KOTOpOoM cuMpo-
HUYECKash My3bIKa, TMOJABEPTHYTAs] HCITBITA-
HUIO HOBOM IJIACTHKOM, MPUHSAJIA TPAHCMY-
3bIKAJIbHYI0 (OpMY.

32 NzBectHBIi oTeuecTBeHHbIH BocTokoBen H. Konpax mucan: «Mcrtopudeckd SIMOHCKOE TeaTpaibHOE
HCKYCCTBO XapaKTepu3yeTcs IByMs IJIaBHBIMU NPU3HAKaMU. Bo-TiepBBIX, OHO HEPA3PBIBHO CBSI3aHO C MY3BIKOM,
OT MY3BIKH H30IILJI0, Ha MY3bIKE MOCTPOEHO. BHE My3bIKM — CTpOro roBopsi — Tearpa HeT. Bo-BTOPHIX, 3TO
HCKYCCTBO HEOTHEMJIEMO OT TaHIA. TaHel — TakoH ke UCTOK TeaTpa, Kak u My3bikay. (Cm.: Konpax H. 1.
Tearp B SAAnonuu // SInonckwmii Tearp: c6. ct. nox pen. H. W. Konpaaa. JI.; M., 1928. C. 9.) B kykonbHOM Tearpe
J3épypu crieHn4ecKoe JIeicTBHE BKITFOYAIIO Takke peantaruB. CM. 00 aToM moapobHee: Kyxens FO. Snonckue
tearpanbHble Kykiasl. URL: http://fashionlib.ru/books/item/f00/s00/z0000027/st030.shtml (gata obpamenus:

03.05.2023).
33 Kaipainen J. Op. cit.
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Mpumep N2 1 J1. Magetois. Okon Fuoko. «[pOTECKHbIA TOHEL
Example No. 1 Leevi Madetoja. Okon Fuoko. Grotesque Dance
Allegretto
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Annomayua. B cratbe paccmarpuBaeTcs padoTa NMPOBUHIMAIBHBIX KHUKHO-MY3bIKaJIbHBIX
MarasuHOB. VX BJ1aJIeb1bl YCIIEIIHO IEPEHUMANIH JEI0BYI0 MAHEPY CBOMX CTOJINYHBIX IAPTHEPOB U
(bopMHpOBaIM HHAUBUIYaIbHBIE PEKIIAMHBIE MEXaHH3MBI KOMMEPUECKHX OTIepalnii, IPUHOCHUBIINX
YCTOWYMBBINA U CTAOUIIBHBINA JOXO/I.

bosbmioil MHTEpeC BBI3BIBAIOT XAPAKTEPUCTHKA U YCTPOMCTBO MAJBIX MPEANPUIATHH,
HaXOMBIINXCS B YCIIOBUSIX CEPbE3HON KOHKYPEHITMH M Pa0OTaBIIMX HA YBEIMUSHUE MTOKYTIATeIhCKOTO
cIpoca M pacllMpeHue pblHKa cObiTa nmpoaykuuu. Cpeau TakoBbIX — JAMHACTHS KallkuHbBIX,
co3naswas B Boponexe, Opine, TBepu U Ipyrux NpOBUHIMAIBHBIX TOPO/IaX YCHEIIHYK KHUKHO-
My3bIKalIbHYI0 TOproBito. E€ npencrasutenu, Oparbs Baagumup JAmutpuesnuu u Jles JmutrpueBud
Kammkusbl, BcecTOpoHHE pearn30Baiu ce0st B KOMMEpPUECKOl, TBOPUYECKOM, a TakKe 00IIeCTBEeHHON
NEeSATEIbHOCTH.

Marasuabl 1 OuOnuoTekH 1 4TeHUs KalmKWHBIX OTpa3suiu yHHKAJbHBIH CeMEHHBIH
OTIBIT, HAOJIIOIAaEMBIIl IPU 3HAKOMCTBE CO CII€IIMAJIbHBIMU KaTajoraMu — JOKYMEHTAJIbHBIMU
CBHUJIETENbCTBAMU 310XU. OHU cofepxk aT LEHHYI0 HMH(OpMalMi0 O CTPYKType KHUXKHOTO U
O6ubmuoTeyHOro (POHIOB, UX KOJMUYECTBEHHBIX W KAUECTBEHHBIX MOKA3aTENsAX, O CHCTEME pabOTHI
¢ kimeHTamMu. OcoOeHHO BaXKHBIM aBTOP CTAaThbU BUAMT OTKPBITHE HOBBIX PYOPHUK IO IPO/IaKe HOTHOM
JIUTEPaTypsl U MY3bIKAJIIBHBIX HHCTPYMEHTOB. B JTaHHOM KOHTEKCTE MCTOPUYECKHNA MaTepHAIl €Ié
He momajgan B (poKyc HaydyHO-MCCIENOBATEIILCKOTO BHUMAHHS W BIIEPBBIE MPENCTAET C MO3UIUNA
OCMBICJICHHsI HOTOM3IaTEJIbCKOIO JIeIa OTEUECTBEHHOM KYJIBbTYPhI BTOPOM 1T0J1I0BUHBI XX — Havasa
XX Beka.

Knwuesvie cnoea: Bnanumup Kamkua, JleB KamknH, KHHKHO-MY3bIKQJIbHBIM MarasuvH,
OubIMoTeKa [T YTEHUS, KaTaJloT, MPOBUHITMANIbHAS My3bIKaJbHas KyJIbTypa

© Papzenkas O. B., 2023
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Jna yumuposanua: Panzenkas O. B. Jlunactus KamkuHbIX M KaTajqoru MpPOBUHIIMAIBLHOM
KHH)KHO-MY3bIKaJIbHOW TOProBiM BTopoi nosoBuHbl XIX — Hayana XX Beka (13 ¢onnoB Poccuiickoit
rocyaapcTBeHHoi 6ubnuorexn) // Ilpodraemsl Mmy3bikanbHOU Hayku / Music Scholarship. 2023. Ne 2.
C. 115-127. DOI: 10.56620/2782-3598.2023.2.115-127
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Original article

The Kashkin Dynasty and the Catalogues of Sales of Books
and Music in Provincial Cities during the Second Half of the 19th
and the Early 20th Centuries
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Institute “Academy of Maimonides ",
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Abstract. The article examines the work of bookstores and music stores in provincial cities.
Their owners successfully adopted their manners of doing business of their colleagues from the two
Russian capital cities and formed individual advertising mechanisms of their commercial operations
that brought steady and stable incomes. At the present time, the characteristic features and structures
of the small enterprises of that time period that were in serious competition with each other and
worked to increase consumer demand and expand the market for their products, are of great interest
to researchers. Among them is the Kashkin dynasty, which created a successful network of sales
of books and music in Voronezh, Orel, Tver and other provincial cities. Its representatives, two
brothers, Vladimir Dmitrievich and Lev Dmitrievich Kashkin, realized their potentials in detail in
their commercial, creative, and social activities.

The Kashkins’ bookstores and libraries epitomized their unique family experience, observed upon
acquaintance with their special catalogues, which provided a distinct documentary testimony of the
era. They contain valuable information about the structure and the content of the book and library
funds, their quantitative and qualitative indicators, and their system of working with clients. The author
of the article sees as being especially important the opening of new categories for sales of musical
literature and musical instruments. In this context, this material has not yet appeared in the focus
of scholarly research and appears for the first time from the position of comprehension the music
publishing business in the Russian culture of the second half of the 19th and the early 20th centuries.

Keywords: Vladimir Kashkin, Lev Kashkin, books and music store, library for reading, catalogue,
provincial musical culture

For citation: Radzetskaya O. V. The Kashkin Dynasty and the Catalogues of Sales of Books and
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YCCKO€ HOTOM3JATENIbCKOE JEI0 U
KHI)KHO-MY3bIKaJIbHAasi TOPrOBJIS BO
BTOpOM mnonoBuHe XIX — Hauvaie
XX BEKa — SBJICHUA CIIOXKHBIE U MHO-
rorpaHible, OToOpa)karoue OOIHPHYIO
MaHopamy KyJIBTYpHOW >KM3HU CTpPaHbl, €€
HEOCIIOPUMBIE CO3MIaTEIbHBIC BEPIIUHBI U
MIEPCIIEKTUBBI JalbHEHIIEro pa3Butus. Mx
MIPEJICTABIISIOT UMEHA BIA/ICNIbIIEB OOIBIINX
U MajbIX TPOU3BOJACTB, MPOCIABUBIINXCA
B WCTOPUM U OCTABUBIIMX 3aMETHBIN CIEJ]
B €€ JIETONUCU, — MPOMBIILUICHHUKOB H
MEIICHATOB, JIOACH MO-HACTOAIIEMY TBOP-
YECKHUX, YYBCTBYIOIIMX M OTBEYAKOIIMX HA
3arpockl cBoero Bpemenu [1]. O6pazoBanue
Pycckoro my3bikanbHOro o01ecTBa, OTKphI-
THE KOHCEPBATOPHil U pa3BUTHE TIpodeccro-
HaJBLHOTO 00pa3oBaHus, 0€3yCIOBHO, TOBIIU-
SUTA HA KOHLIETIIINIO, COJEPKAHUE U BEKTOPBI
pa3BuTHsA JaHHOrO mpoiiecca. Kak mumier
M. KyHuH, «...eciu BO BpeMeHa [ MHKU U
J1aproMbDKCKOTO OBUIO BCETO MSATH-IIECTh
W3/1aTeIbCKUX (PUPM, BBIMYCKABIINX HOTHI,
10 K 1912 rony ux HacuuThIBajiock 6osee 50.
K 1901 romy My3bIkaiabHbIE M3AAaTEIbCTBA
3a BCE BpeMs CyIIECTBOBAaHMS HOTOIEYaTa-
Hud B Poccun nmenu B CBOEM aKTHBE OKOJIO
50 000 BBINMyIIEHHBIX HA3BAHHID»'.
Bonbimoit 006EM nHpOpMAIIUK COACPIKUT
«ITonHpI KaTamor My3bIKAJIBHBIX COYMHE-
HUM, U3aHHBIX B Poccumny, narupoBaHHBIN
nepuogoM 1908—1911 rogos, BeIMyIIEHHBII
«Pycckum o0miecTBoM wu3nareneil My3bl-
KaJIbHBIX TPOU3BEICHUNA W TOPTOBIIEB HO-
TaMH U MY3bIKaJbHBIMH HHCTPYMEHTAMI»?.
B HéM coOpanbl Hambosee IMOJHBIE CBEle-
HUS O HOTOM3ATEIhCKUX (PUpPMax TOTO Bpe-
MeHH. Cpean HUX €CTh MAaJIOWU3BECTHBIE HA

2

CETOJHSIIHUN JIeHb UMEHA UX BIIAJICIIbIIEB,
a Tak)K€ Ha3BaHMs, KOTOPbIE B COBOKYIHO-
CTU U COCTABJISUIM MPOMBIIUICHHYIO Teorpa-
¢buro JaHHOM OTpaciu.

Tak, mepBoe aecaTuneTne XX Beka ObLI0
OTMEYEHO BCEOOIIMM POCTOM MPOU3BO/I-
CTBEHHBIX MOIIHOCTEH, MPUCYTCTBHEM Ha
PBIHKE OOJIBIIOrO KOJIMYECTBA HOTHBIX U3/a-
tenbcTB. B Mockse, momumo I1. FOprenco-
Ha, B. beccens, A. I'yrxeins, 0. Hummep-
MaHa, pabotanu A. 3eiiBanr, A. Kynukos,
FO. Kupcren, K. Meiikos, O. Knay0, ¢pupmbl
«Ilenarorus», «Cumbonus», «d. Hernad
u Komnanusy», mnpeanpustue «IBPUKA.
B ITerepbypre — A. Coxonos, K. MBaHoB,
K. Poze, K. Jleonac, JI. Bunkinep, M. Bacu-
neeB, ToBapumectBo A. Morancena, «My-
3bIKa U TIeHue», A. I'eitnpuxcen, H. /laBuH-
ro¢, II. CenuBepctoB, «CeBepHasi JIupay,
C. MomxexoBckuii u, koHeuHO, M. benses.

Pa3BuBanocr HOTONE4YarHoe €10 H
B NPOBUHIIMU, B KPYIHBIX T'yOEpPHCKUX TO-
ponax Poccutickon umnepun. Tak, B Onec-
ce ObUIM MIMPOKO M3BECTHBI M3ATEIhCTBA
9. Octposckoro u I. banbua, «llonsakun u
CBIHOBBS», B SIpocimaBie — A. Haymosa, B
Kumuuése — b. benoycoBa, B BopoHexe
— B. Kactuepa u ¢upma «JIupa», B Xapb-
KOBE JeUCTBOBaNM npeanpuatus A. I'eprap-
nau H. Mapaueka, B Pure — A. I'mxenkoro,
K. Brocenbna u M. [leii6uepa, I1. Henba-
Hepa, B Kuese — I Uitnapxumiexa (¢ or-
nenenueM B baky), b. Kopeiiso u JI. Un3u-
KOBCKOT0, B Exarepunocnase — I. Kpurepa,
B [lenze — JI. Mwnepa, B ExarepunOypre
— E. HBanoa, B Tudmnuce — U. Cyzan-
mxu, K. [llymana, B [Tontae — T. Kannu-
Bozbl, B PocroBe-Ha-Jlony — JI. Annepa,

Kynmn M. E. U3 uctopun HoTOIIeYaTanus: Kparkuii ouepk. M.: CoBeTckmii kommo3utop, 1963. C. 59.
[ToHBIH KaTaI0T MY3BIKATBHBIX COYMHEHHH, m3naHHbIX B Poccun. Beim. 1. CI6.: Pyc. 00-Bo n3mareneit

My3. IPOMU3BENCHUNA W TOPTOBIIEB HOTAMH U My3. HHCTpyMeHTamu, 1908/12—1911/12—-1911. Bem. 1: Otoenst
st 4 m 2 hoprenmano u s ogHOro poprenmano B 6, 4 u 3 pyku, 1908. 54 c.
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B Tamkenre — H. Muponosa, B CapartoBe
— M. Dpukcona’.

JleATenbHOCTh ATUX NPEANPUHUMATEIICH
JOJITOE€ BpEMsS OCTaBajdach MaJIOU3y4eH-
HOU c(epoii 0TEUCCTBECHHOMN KYIbTYphI [2]*.
B paboTtax M3BECTHBIX COBETCKUX aBTOPOB
JaBajiach JUllb 0030pHas MHpoOpMaLus, He
MO3BOJIAIONIAS] B KAKOH-IIMOO CTEMEHU COo-
371aTh TpEICTaBlIeHUEe O MacuTade JNYHO-
CTH OTHENIbHBIX MEPCOHAINM, HACTOSILIUX
MOJIBUYKHUKOB, IITyOOKO MpeJaHHBIX CBO-
eMy Jeny, n1oiary u dectu mwonen [3]. Cpe-
I HUX MOHO Ha3Bath B. JI. Kamkuna
(y M. Kynuna umeercs siBHasi oreyarka B
tekcte — B. JI. Kankun) — wm3BecTHOrO
n3arens U BiaAesblia KHMKHO-MY3bIKallb-
Horo MarazuHa B Opne. «Marepuainbl s
ornucanusi OprOBCKOW T'yOepHUM», BBIITY-
meHdsie B 1905 rony B Pure, cooOmiaror:
«Kamkun Bnagumup JImutpuesuu, Bnane-
JIeL JIYILIEro KHHKHOTO MY3bIKaJIbHOTO Ma-
razuHa B I. Oprie, TaJaHTIUBbIN MHAHUCT U
KOMITO3UTOP, MOJIB3yeTCsl OONbIION U3BECT-
HOCTBIO B MY3bIKQJIBHBIX c(epax T. Opiay’.

IIpeanpustne KamkuHbIX, BO3HUKILIEE
panee B Boponexe (a takke B Opnecce u

3 Kynun M. E. Va3 cou. C. 60.

Taranpore) Kak KHUKHBII Mara3uH-OuoOu-
OTEeKa, MPUHAJJISKANO 0TIy OyayIero u3ia-
tenst. [lo cBegeHusIM, B3SITBIM U3 OTKPBITBIX
KpaeBeIUECKUX UCTOUHHUKOB, JIMuTpuit AH-
TOHOBHMY KalllkuH NMpoucxXoaui U3 Ka3zauben
KyII€YeCKOl CeMbU M IEpPBOHAYAIBHO 3a-
HUMAJICS XJIEOOTOPIOBIICH, a CIYCTS Kakoe
BpeMsl YBJIEKCS CaMoO0Opa30BaHHUEM, YTO
MOCTY>KUAJIO HaYaJIOM €r0 HOBOM KOMMepue-
CKOM JESATEIbHOCTH, MPOXOAUBIIEH BMECTE
C CEpbhE3HBIMU 3aHATUAMU UTPOM HA TyCIsX
U (QopTernuaHo, YTCHHEM, >XUBOIHUCHIO H
(bpaHITy3CKUM SI3BIKOM.

Ero coBpemennuk M. [le-Ilyne nucan
B BOCIIOMHUHaHHAX: «B o0mecTBe Kymios
KamkuH ciabil OpUrvuHajiioM U YyJaKOM.
N B camom gene, oH OB OpUTHHAJIOM,
T. €. BIIOJTHE CaMOOBITEH, MPSAM U IIPH CIY-
yae pe30ok. MHoTHe ero mnoOamBaIKCh,
MHOTHE, KOHCYHO, HE JIOOMIU, HO 0O0Jb-
IIMHCTBO YBa)Kajy €ro KaK 4yejJ0BeKa ¢ He-
3aBUCHUMBIM XapakTepoM... C TakuMm yeno-
BEKOM cBejla cynbba roHoro Komnbiosa, u
MOHSATHO, YTO 3TO 3HAKOMCTBO OBLIO JIJIS
HaIlleTo T03Ta MEePBOI0 00pPa30BaATEIBLHOIO
IITKOJIOIO»®.

4 C moclemTHHMH HCCJICAOBAHMSIMH MO TEOPHM W HCTOPUM HOTOM3ATEIBCKOTO Jella MOXKHO
MO3HAKOMUTHCS B 1ukie crareil O. B. Pagzemkoil, omyOnIuKOBaHHBIX B HAYYHBIX PELIEH3UPYEMBIX KypHaIax
«BecTHHK cIaBSHCKUX KyIbsTyp», «O0cepBaropust KynbTypbl» U «lIpoGnemsl My3blkanbHONW Hayku / Music

Scholarship».

5

PasBurue HOTOMU3JaTCJIbCKOTO acja B ,I[OpeBOJ'IIOLIPIOHHOI?I Poccun mn pacnpoCTpaHCHUE HOTHO-

My3bIKaJIbHON IuTeparypsl B OpinosckoM kpae XIX — Hagana XX Beka. [To MaTepuanam otaena My3bIKaJIbHO-
HotHOH nuteparypsl OOIIb um. U. A. bynuna. Hotaeie n3nanust XIX — nauana XX Beka B pongax OOIIb
uM. U. A. bynuna: Karanor.
URL: http://www.buninlib.orel.ru/ekoll/Razvitie notoizdatelskogo dela v _Rossii (2008).pdf (zara oOparmenus:
05.05.2023).

¢ Tlut. mo: Manymun A. becuennsiii apyr nmosta // Kommyna. 2018. 20 nexaopsi.
URL: https://communa.ru/obshchestvo/bestsennyy-drug-poeta-/ (mara obpamenus: 05.05.2023). Cpean
TeX, KTO COCTaBIsLI OmvxHUEA Kpyr apysei . Kamknaa co Bropoit momoBuns! 1820-x romos (1825), Obin
m3BecTHBIM mo3T A. Kombios. JMuTpuii AHTOHOBMY, NMHUTABIIMA K HEMY CaMbleé HUCKPEHHUE 4YyBCTBa,
MOAAPHII HAYWHAIOIIEMY JINTEPaTopy CIeHUaabHbIN TPy 10 CTUXOCTIOKeHHI0 — «Pycckas mpocoaus» (kak
npuMep, 1oJ TakuM xe Ha3BanueM B 1890 roxy yBuznenu cset «lccnenoBanust o0 akueHTe BooOIIE, a paBHO
3aKOHBI pPycCKOro yaapeHus B ocooennoctm» U. lllapmosckoro). B ganeneiimem, B 1840-x romax, Kamkun
MO3HAKOMUJICS ¢ APYTMM N03TOM — M. HUKUTHHBIM, Takke OTKPHIBIIUM B BopoHeke KHIKHBIN Marasut.
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Nmenno JI. KamkuH ctan pogoHavyaib-
HUKOM M3BECTHOM IPOBUHUUAIBHOW JIH-
HAaCTUU KHMIOINPOJABLIOB, HOTOM3JATENEH
n My3blkaHTOB [4]. Ilo HekoTOphIM CBe-
ICHUSIM, B CEMbE BOCIUTBHIBAIIUCH CEMb
(MO IpyruM MCTOYHMKAM — LIECTh) CBIHO-
Beil 1 oqHa 104Yb. OIHAKO YaIle BCEro U3 HUX
B M€YaTHOM Nepuoauke ynoMmuHarorcs Hu-
konaid, Bmagumup u Jles’. Crapmuii u3 Hux,
Huxonait JImuTpueBnd, — My3bIKAIBHBINA
KPUTHK, I€AAror, oOIIEeCTBEHHBIH AEsTEb,
npodeccop MOCKOBCKOM KOHCEPBATOPHUH,
npyr II. YaiikoBckoro. OnHako B Hagaie
CBOETO IYTH €My TaKXe NPUIUIOCH 3aHU-
MaTbCsl KHUTOTOPTOBOM JE€ATENBHOCTHIO:
«...IIOCJIE OTHE3/1A U3 POAUTEIBCKOTO J0Ma
Y IIPUHATHUS pelieHns BMecTo yu€onl B Tex-
HOJIOTUYECKOM WHCTHUTYTE MOCBSTHTH CEOs
My3bIke, Hukonaro JImutpuesnuy Kamkuny
IPUILIOCH 3HAYUTEIBHOE BPEMS CIYKUTh
B OJJHOM M3 KHWKHBIX MarasmuHoB MOCKBBI,
TaK KaK OTeIl 0TKa3aJl HEMOCIYLIHOMY ChIHY
B MarepuasibHO# momuepxkke»®. 13 apyrux
nyOnukanuii, «Huxonait Jmutpuesny Kam-

KHUH OJTHO BpeMs 3aB€/10Bajl KHM>KHBIM Mara-
3uHOM yMmepurero nodta U. C. Hukutunay’.

Ero mmammmit O6par Brnagumup Jmwu-
TPUEBUY, TaKXKE MOJYYMBIIUN OTIUYHOE
o0Opa3oBaHue, CepPbE3HO YBICKAIOIUNCS My-
3BIKOM, IIPOJOJDKUII CEMEWHYIO TpaIguLUIo,
opraHu3oBaB coOcTBeHHoe Jneno B 1870-x
rogax B Mockse'’, a 3arem u B Opie, r7e
B 1880 roy OTKpBLT OONBIION KHIKHBIN Ma-
ra3uH 1 OnOIHoTeKy''. My3bIKaIbHBINA OTIET
NpUBJIEKal BHUMaHHE OOraTbIM IE€peyHEM
HAaMEHOBaHUHM (OPTENHAaHHOW JUTEepary-
pbl, counHenuit Jlucra, [lonena, Illymana,
MenenbcoHa, BOKaJIbHBIX oIlycoB Bebepa,
I'yno, Paxmanunosa, onep Inunku, dapro-
MBIKCKOTO U JIp.

bonee moapoOHO 3TO OBLIO OTPaKEHO
B Karanore 1897 roma «Hotel — HoBoctw,
a TakXe MMEIoIIMecss B OOJbIIOM KoJIUye-
CTBE IK3EMIUISIPOB U COOCTBEHHBIE M3aHMS
My3bIKaJIbHOIO OTAena MarazuHa B. Kam-
kuHa B I. Opiie» B mepuop pacusera up-
Mbl. KaTasor mpeacrasisit co6oit Oporrropy
CaMOro CKpOMHOIO BHJA, COCTOAIIYH W3

7 Xena JI. Kamkuna JIro60Bs BacunbeBHa, B ieBudecTBe [TonsikoBa, HECMOTPS Ha TO, YTO TPOUCXOIMIA

13 KPEMOCTHBIX, YBEPEHHO POIOJIKUTIA CEMEIHOE JEN0 OCIe CMEPTH cBoero My»ka B 1862 rony. CymiecTByer
Bepcus, 4To enuHcTBeHHas no4b J[. KamkuHa Takke yyacTBOBaja B 3TOM Ipolecce, Ha YTO yKa3bIBAET
cnenuanbHbIN «Karajgor KHIDKHOTO Mara3wHa W OMONMOTEKH IS YTSHHS», BBHIMYIIeHHBIH B 1870-x Tomax
B Boponexe. B 1871 rogy npennpusarue 6pu10 KymuieHo 1. AHOCOBEIM, a nanee repenuio kK M. CeBOCThSHOBY.

8 KpsutoBa T. JI. bubmuoreka B. JI. Kamkuna B Opine. Konernp XIX — nawano XX BB. // IlepBbie
JleHNChEeBCKHME YTEHMS: MaTepuaibl HayYHO-NIPAKT. KOH(}. Mo mpolieMaM HCTOPUH, TEOPHU U NPAKTHKU
oubnuoTednoro naena, O6ubmmorpadmm w kuHuroBemenus, Opén, 30-31 oxrtabps 2003 roma / cocr.
H. 3. Hlaroxuna. Opén: OpnoBckas o6m. myon. 6-ka um. U. A. bynuna, 2003. C. 67.

9 JlesaTesu KHUKHOM KyabTypbl OpIIoBCKOro Kpast: 6ubnuorpadudeckuii ykasaresb / coct. P. U. Peyrikas,
B. I'. Cunopos; OpnoBckas obmactHas myonwaHas Oubmuoreka uMm. . A. byruHa. 2-e W3M., UCIp. U JIOTI.
Opén: Opnuk, 2003. C. 60.

10 Bonpmast JIyOsitika, joM MasypuHoii y Ky3Herikoro Mocra.

" A taxxe u B Kypcke (oTkpsIT B 1884), riie ynpasisiomum y B. Kamkuia ciayxun «...kymer [ puropwii
Bacunbesuu ['aBpusos. B 1894 . 'aBpuiioB Beikynui Mara3zus Kamkuna u cogepskan ero 1o 1917 r., coxpanus
B €ro Ha3BaHWM MM IIEPBOTO Biajenbna: “My3bIKaNbHBIM W MACYeOYMaKHBIA Mara3wH ¢ OHONIHOTEKOM
st urenust ['aBpunoBa-Kamkuna”». Cv.: Kononosa T. JI. CraHoBieHHe U pa3BUTHE KHUKHOW TOPrOBIU
B Kypckoit rybepann Bo Bropoii momoBuHe XIX — Hagane XX BB. / YU€HbIe 3alMCKH: 3IEKTPOHHBIN
Hay4HbIH )KypHan Kypckoro yauBepcutera. 2013. Ne 1 (25). URL:
https://cyberleninka.ru/article/n/stanovlenie-i-razvitie-knizhnoy-torgovli-v-kurskoy-gubernii-vo-vtoroy-
polovine-xix-nachale-hh-vv/viewer (mata oopamenus: 05.05.2023).
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18 cTpanul, Ha KOTOPBIX pa3Menanach He-
CUCTeMaTHU3UpoBaHHasi WH(popManus o J10-
CTYIIHBIX LI€HaX, O COYMHEHUSX, MPEKIE
BCETO, pa3BJIEKaTEILHOTO Xapakrepa. Cpenn
HUX IPUCYTCTBOBAJIH MOJIbKH, BAJIbChI, Map-
mu U T. A. PyOpuku HazpiBamuch: «Ympo-
HIEHHBIE M3/aHUS TPYOHBIX IbEC MEPBO-
KJIACCHBIX KOMIO3UTOPOB IS (popTrenuano
B 2 pykm», «lns goprenuano B 4 pykn»,
«mg omHOM CcKpunkm», «lIgs CKpUIKH
¢ Qoprenuanoy», «Jlyus meHus ¢ ¢oprenu-
aHo», a take «llomuble omepsl ans Qop-
TEMUAHO B JIBE€ PYKW» (TOJIBKO YETHIpE
HanMeHoBaHus: « Ku3Hpb 3a naps» u «Pyc-
naH u Jlrommuna» M. I'nmunku, «Poraema»
A. Cepoga, «Pycanka» A. JlaproMbiKCKOrO).
[TocneqnumMu B 3TOM psAy pa3MeEIAINCH
«IIIkonel M camMOy4duTENW», KOTOPHIE

Bonpiioli TmoOmyJaspHOCTBIO  TMOJIB30Ba-
JIUCh TAHIIEBAJIIbHBIE XKAHPBI, a TaKXKe Po-
MaHCBI, 00pabOTKH, B TOM YHUCJIE HAPOTHBIX
neceH camoro Brnagumupa JImuTpueBmya
(«B mopeiBe uyBcTBa», «Ha 3ape» [HOK-
TiopH @. lonena], «Ilom TBOMM OKHOM
s Tebe crmowy, «Ilo o3epy», «lIBenu, mBe-
JU UBETUKW» U Ap.). B wactHOCTH, poMaHC
«O moi, HeHarIIAHAs» Ha ciioBa B. I'foro,
NMoCBAMEHHBIA KHATHHE JI. ["'arapuHoii, ObLT
Ooraro m3naH U CHAOKEH OPUTMHATLHBIMH
aBTOpcKUMHU pemapkamu (wi. 1). B uucne
MPOYUX — COUYMHEHHS JJis1 (opTenraHo
A la russe («Kyapw»), cKpunku (BapuaHT
1u1st Buosonuenu) — «llo ozepy. Unummms»
u «Ilepexonpl U3 ToHa B TOH. 196 Momyssi-
[N B XPOMATUYECKOM MOPSIAKEY.

HACUUTBIBAIM TPYAbl, KaK OKa3ajocCh,
BCEro JIMIIb JECATH aBTOPOB, M3 HHUX
Tpéx — mo ¢Qoprenuano: I. Jlamma,
@. ['ronTena u @. Jle-Kymre.

Penko BcTpewanuch OTAEIbHBIC
npousseneHus JI. BaH berxoBeHa,
®. Menaenscona, II. YalikoBCcKoro,
®. Hlonena, ®. Ulybepra u ap. Ynoms-
HYTBIM BBIIIIE OTPOMHBIA 00BEM Kilac-
CUYECKOM MY3bIKaJIbHOM JIMTEPATYPHI,
YYCOHMKOB U TEOPETUUYECKUX TPYAOB,
[0 CYIIECTBY, HE M3/aBaJCs, a Mpoja-
BAJICS 110 JTIOTOBOPY € M3IATEIbCTBAMU
M. bepnapaa, B. beccens, A. I'yrxeii-
nsa, A. Horancena, I1. FOprencona u
ap. IloMumo 3TOrO, MarasuH SBISIICS
TOPrOBBIM areHToM (haOpUKu MHAHUHO
U posuieit OparbeB Jluaepuxc u Apyrux
MactepoB OpiioBCKO# ryOepHHH, ac- |y
COPTUMEHT BKJIIOUas B ce0s MpaKkTuue- |
CKHM BCE CYyIIECTBYIOLIME HA TO BPEMs
MY3bIKaJIbHbIE HHCTPYMEHTHI. [loaTO-
My npenmnpuarue KamknHa cauranock
Jy4lllUM B TOpOJE, HECMOTPs Ha ce-
PBE3HYIO KOHKYPEHLIMIO CO CTOPOHBI
JIPYTUX KOMMEPCAHTOB.
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Wn. 1. WanaHve pomanca B. KakuHa «O noi, HeHarnaaHas

Il.1. Ediition of the Romance by Viadimir Kashkin O, sing, beloved
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C umenem B. Kamknna cBsizaHo TBOp-
YECTBO OpPJIOBCKUX KOMIIO3UTOPOB, YbH
MIPOU3BEJICHUS TI€YaTaMCh MO €ro 3aKaszy
B wu3BecTHo B MockBe nurorpaduun
B. I'pocce: «...I1. ®unkensmreiina — “Op-
JOBCKUI Topoackoil can”’ u “OproBckue
3umHue Beuepa”, nonbka [1. C. EBmokumoBa
“OpnoBckue BenocuneaucTsr”, “Mapir Op-
JIOBCKOTO BOJIBHOTO TOXKapHOro oO1ecTsa”
A. C. CBero3apoBa, cCaMOyUYUTENN ISl UTPbI
Ha ckpurnke, Mmangonuue u rurape P. 1. T'oxa
(xanenbmeiictepa OpIOBCKOTO KaJIe€TCKOTO
KopIryca) u Jap.»'?

OOBEKTUBHOCTH paAl YTOYHHUM, 10
B. Kanikuna HoTOM3IaTelbCKUM NEJIOM U
nponaxed B Opie 3annmanucs I. Illemaes
(1850-¢ roger) u b. I'eruens (1860—-1870), a
B nanpHenmeM B. IletukoB. B kpaeBemue-
CKHMX MCCJICIOBAHUSIX MOXKHO HaWTH JIFO0O-
NBITHBIC (PaKThI U3 OUOTpadUu FTUX JTFONICH,
JUYHOCTEN SPKUX M HE3aypsiAHBIX, MO-Ha-
CTOSILIEMY AESATENIbHBIX. TaK, My3bIKaJIbHBIN
MarasuH b. I'eHuens, mo BOCIOMHHAHUAM
COBPEMEHHHUKOB, CTall OJHUM W3 NEPBBIX
KYJIBTYPHBIX IIEHTPOB, 3aHUMABIIHUXCS TIO-
MyJspu3aIuen pycckon u 3apy0exHON My-
3bIKH, IOCTOSIHHBIM MECTOM BCTPEUYU OPIIOB-
CKOM nHTemureHuu. Ero xo3suH (ObIBIINN
ABCTPUUCKUN MOAAAHHBIN, KamneabMencTep
MIEXOTHOTO T0JIKa B boyxoBe) mo mpaBy MoOT
Ha3bIBaThCSl YEJIOBEKOM MPOCBEHIEHHBIM U
[TyOOKOT0 yBaKaeMbIM — MPO(ECCUOHAIb-
HBIM MY3BIKAHTOM, UTPAIOIIMM Ha MHOT'MX
WHCTPYMEHTAX, C YBJICUCHHEM 3aHHMaB-
[IMMCSI KOMITO3UITHUEH, UMIIPOBU3AIIUAMU '3,

b. I'eHuenp cTanm WHUIMATOPOM CO3-
nanusi nepBoro B Opne cuM(POHUYECKOTO

opkecTpa, a ¢ 1877 roga ABAsICS OUPEK-
TOPOM MecCTHOTO oTaeneHus KMmmneparop-
ckoro Pycckoro my3bIKaabpHOTO 00IIEeCTBa.
Kaxk Brmaneneny HOTHOro mMara3uHa, OH Tpe-
JIOCTAaBIIsT TOpoXKaHaM IMIUPOKUM BBIOOP
MY3BIKaJIbHBIX HHCTPYMEHTOB, KHUT U HOT,
MOCTOSIHHO OOHOBJISIA M O€3 TOrO Oorarhlii
ACCOPTUMEHT TPOJAaBaEMOW MPOMYKLHH.
B ocHOBHOM €€ cOCTaBIIsUIM U3JAaHUS KPYTI-
HbIX crommuHbiXx (upm II. FOprencona,
A. T'yrxeins, B. beccens, M. bensiena,
b. BpeiiTkonda u ap.

[ToMmumo  peanuszanuu  aKajgeMuye-
CKUX W3JJaHWi W Yy4yeOHOW JUTepaTyphl,
OpPJIOBCKHE TPEINPUHUMATENN OOJIbIIOE
BHUMAHHE VIENMSJIM COUYMHEHUSIM MECT-
HBIX KOMIIO3UTOpOB-NtoOuteneir. B HOT-
HO-KHW)KHOM Marasune B. IleTtukosa
MOXXHO OBLIIO TTO3HAKOMUTHCS C BallbCaMU
«Paznymben, «I pycThy», «B oxunanum cua-
cThsi» rocnoanHa M. KocbMmuHa, a Takxke:
«Mope KuzHu», «30JOTUCTHIC BOJHBI
C. Muxansckoro, «Jlacka» C. Bunorpamosa
u 1p.'* MHOTUE OMyChl OXKHIAJIO CUACTIIH-
BOE MPOJIOJDKEHUE B BUJIE 3aMKMCEN HA TpaM-
MO(OHHbIE MJIACTUHKHU, O YEM CBOEBpPEMEH-
HO OO0 MeCTHBIE Ta3eThl «OpIOBCKUE
ryoepHckue BenomMocTu» U «OprIoBCKUM
BECTHUK». Takum o0pa3om, peKiIamMHbIN Me-
XaHHU3M TMPOJIaXK padoTal OTIIAXKEHHO U TIPO-
(dbeccruoHalbHO, B COOTBETCTBUH C 3alpoca-
MU pBIHKA, JEMOHCTPUPYS 3HAYUTEIbHBIN
MPOLIEHT OT 00IIei MpUOHLIH.

JIOMOMTHUTENTFHOTO BHUMAaHUS 3aCITyKu-
BAa€T PETPOCIEKTUBA KaTajoOroB TOPrOBOTO
nena oparbeB KamkuabiXx. Cpey TaKOBBIX
— m3manusa 70-x, 80-x rogoB XIX Beka u

12 A rakxe Banbc DuHKenbIITeHHA «3010ThIe TPE3bI». CM.: Pa3BuTHE HOTOM3IATEIHCKOTO Jeiia

B JopeBononuoHHon Poccuu. ..
13 Tam xe.
14 TaMm xe.
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1900 rona. Camblii nepBbIi U3 OOHAPYKEH-
HbIX — «Karanor kHWXXHOrO MarasuHa H
oubmuorexku s urenus B. JI. Kamkunaay
3a 1873 ron, Beimeammii B Mockse' (ui. 2).

<= KATAJOD
BRUHHEATO MALASHHA
BUBIIOTEKH LiLs YR

B. 4. RANRHHA.

WY GSUOE SO 1y LML VASOINA BYEL SEIEIPATD WOTTA
‘ e macinmn

N O A, e
ol 31 11 Munan s Tipars danu & Vanduonas BV
4

1S,

n. 2. KOTamor KHUXHOMO MOra3uHA 1 BUBIIMOTEKM 15 YTEHMS
B. [I. KawkwmHa. Mocksa, 1873

Il. 2. Catalog of the V. D. Kashkin's Bookshop and Reading Library.
Moscow, 1873

Ob6mee xomuuecTBo cocrtasisio 4680
HAUMEHOBaHUI 0e3 KaKoro-mmbo yrnoMmu-
HaHUSI O HOTHO-MY3BIKAJIbHOW JUTEPAType.
HNHTepec k mpekpacHOMY BO3HHK HECKOJIBKO
noxke. akrnyecku Brnagumup Imutpue-
BUY, 00NaNaBmIMi HE3aypsAHBIMU TBOpYE-
CKHMU CIIOCOOHOCTSMHU U CTPACTHIO K KOMIIO-
3ULMHU, CMOT PEaJn30BaTh CBOM MOTEHIMAT,
muuib nepecenusirch B 1880 rogy B Opén.
[IpuymHBI 3TOr0 MOCTYNKa OCTAIOTCS HEU3-
BECTHbIMU. Bo3moxHO, KamkuHbIM pyko-
BOJWJIO CTPEMJICHUE PACLIMPUTH JIUYHBINA
¥ (UHAHCOBBIA JTUAMA30H, MEPEHECS OIBIT
CTOJINYHOM TOPIOBJIM HA IPOBUHUMUAIBHYIO
MOYBY, TUOO CYIECTBOBAIN KaKHE-TO TPY-
rue MOTHUBBI. B 511060M ciydae, 3To cambIM
OaroTBOPHBIM 00pa30M CKa3ajioCh Ha €ro
OyaylieM Kak MpeArnpuHuMaTels U ooiie-
CTBEHHOTO Jesrens'®.

Ha ¢oHe HachImeHHON KyIBTYpHOM
*u3HU Opna ¥ OTKphITUSL oTheneHus M-
neparopckoro  Pycckoro  My3bIKaJIbHOTO
oOmectBa, B Marazune KaikuHa 3aMeTHO
pacuIMpuiiCsl aCCOPTUMEHT, B KOTOPOM IIO-
SIBUJINCh «HOTBI, CKPUIIKH, TUTAPBI, TApMO-
HUKH, MY3BIKaJIbHbIE MaIIUHKA M BOOOIIE
MY3bIKAJIbHbIE HWHCTPYMEHTHl M NpUHA-
JIEKHOCTU MX: CMBIYKH, CTPYHBI, KOJIKH,
kanudonp u np. Posnu u nuanuHo bekke-
pa, I'entma, unepuxca, Illmanrepbepra u
ap.»'7 (un. 3). B Oonee paHHeM Kartajore 3a
1881 rom »Tu GpUpPMBI €11I€ OTCYTCTBYIOT.

5 T. JI. KpbuioBa yka3bIBaeT Ha JAOMOJHUTEIbHOE M3aHUE K KaTaJory, MOCIEJ0BABIICe Yepe3 MOJrosa
nociye OTKpbITHs MarazuHa B Mockse: «[lepBoe mpuOaBieHHEe K KaTalory KHUT M KypPHaJbHBIX CTaTel
oubnmmorexku g urenus: B. JI. Kamkuna. B Mockse, Ha Bonbmoit Jlyosuke, 1. MasypuHoii». B HéM
¢urypuposaino 2850 6udbnuorpaduueckux 3anuceii. Cm.: Kpeiiosa T. [I. Vka3s. cou. C. 70.

16 B opmoBckom Mmarasune Kamikuua ObiBanm mucarens WM. bynun. Ilepy camoro ke Bramgumwupa
JAMuTpueBnYa «...MPUHAIJIE)KAT BOCIOMHHAaHHSA O mpeObiBaHuM kommno3uTopa B. C. KanunaukoBa
B OpiioBckoit nyxoBHOM cemuHapuny». CM.: JlesTenu KHIKHON KyasTypbl OproBckoro kpas... C. 60.

17 Karamor 6MOIHOTEeKY T YTeHUs pH KHIKHOM MarasuHe B. J1. Kamkuna B Opie. Opén: Tunorpadust

razeTsl «OpioBCcKkuil BecTHUK», 1885. C. V.
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Trroczodida Dyfinpoeers Jpanawnia.
190 0.

Wn. 3. Katanor 6uénmoteku Ans YTeHns npu MarasmnHe
B. [I. KawkuHa 8 Opne. 1900

Il. 3. Catalog of the Library for Reading at V. D. Kashkin's Store
in Orel. 1900

OrnaBnenne Karanora OMOIHOTEKM IS
gyrenus 3a 1900 rog, «orpasusiiero e€ o
B TIEPHOJI PaCIBETa» ', CTPOMIIOCH CIIEIYIO-
UM 00pa3oM:

1. borocioBue

2. CII0BE€CHOCTD

3. Kuurn mis gerent

4. IlyremectBus. ['eorpadus. Cratuc-
TUKa. DTHOrpadus

5. Uctopus. buorpadus. Apxeonorus

6. EcrecTBeHHble Hayku (300i0rusi, 60-
TaHUKa, MUHEpaJIorus, (u3nKa, XuMusi, reo-
norusi, (pU3MONOrHs, MEAWINHA, ACTPOHO-

MU
7. ®unocodus, TICUXOJOTHS, JIOTHKA,
COITMOJIOTHSI, OCTCTHKA, OOIIECCTBECHHEIE,

IOPUINYECKUE U NTOJIMTUYECKHE HAyKU

8. Knuru, He Boniemme B NpeablayIIye
OT/EJIbI

9. COOpHUKH POMaHOB, TOBECTEH, pac-
CKa30B

10. XKypnans .

Ho B HéM mpucyTCTBOBaja MHTEpECHas
JIeTallb B BUJIE PEKJIaMbl CAMOI0 Mara3uHa,
MMEHYeMOro Kak «KHMKHO-My3bIKaJIbHBII
u nucueOymaxHsbli». [lomumo opkecTpo-
BBIX HHCTPYMEHTOB, TaM MO>XHO ObLIO Haii-
TH apUCTOHBI U TepOPOHbI, CHUMPOHUOHBI U
JIUPOQPOHBI, KOHUEPTUHO U LIUTPHI, & TAKKE
&1ouHble YOOpBl M PBHIOOJIOBHBIE CHApsi/IbI
[5]. B emom, 3T0 BIIOJIHE COOTBETCTBOBAJIO
IyXy BPEMEHH, KOI1a MarasuHsl IIMPOKOTO
npo¢uiIst IpoiaBail OJHOBPEMEHHO Hayd-
HY10, y4eOHYI0, XYI0)KECTBEHHYIO M HOT-
HYI0 JIUTEepaTypy, pa3HOOOpa3HbIE COIyT-
CTBYIOILIME TOBAPHI.

Takoro xe NpUHLMIA NPUIAEPKUBAICS
«Karanmor KHMKHOTO Mara3uHa v OuOIHo-
texku s urenus JI. J[. Kamkuna» 3a 1878
rof, BeIITyLeHHbIN B TBepu. biarogaps aro-
MY U3aHUIO TIPEJCTABISIETCS BO3MOKHOCTh
CPaBHHUTH U IPOAHATU3UPOBATH CTPYKTYPY U
coJiepKaHue APyroro KOMMEpPUYECKOro npe-
npusTis KamkuHbIX, HHTEpEChl U MPUOPH-
TETHI €ro X03sauHa (Uil. 4).

JleB IMuTpHueBUY TakK ke, KaK €ro Oparbs
Huxonait 1 Bnagumup, nepBelii onbIT Bee-
HUSI TOPrOBOTO Jiejia MOJIy4ni B JIaBKe CBO-

'8 Jlesirenn KHWOKHOH KysbTypbl OpioBckoro kpast... C. 13.

1 Kpsutosa T. /1. Ykas. cou. C. 69.
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An. 4. Katanor KHUXHOTO MOrQ3MHA v BUENMOTEKM ANS YTEHNS
. [L. KawkwHa B Teepu. 1878

Il. 4 Catalog of the L. D. Kashkin's Bookshop and Reading Library
in Tver. 1878

ero orna®. MarasuH, KOTOPBIM OH BIaJCI
B TBepu, BO MHOIOM OTpa)kajl TpPagulMIo,
chopMHUpOBaBIIYIOCS B MPOQPECCUOHATBHON
cpelie, U He BBIXOJWJ 3a PaMKU OONIETpH-
HATBIX IpaBUi TOro BpeMeHu. OHO U3 HUX
ObUIO CBSI3aHO C TPUOPUTETHHIM IPABOM
OOroCIOBCKOM JIMUTEpATypbl HAXOAUTHCS Ha
NEPBBIX CTPaHMIAX KaTajoroB, YTO MOX-
HO 3aMETUTh B paccMaTpuBaeMoM oOpaslie.
Y Bunagnmupa JIMutpueBuda, TopropaBuie-
ro B Mockge, Opine u Kypcke, Habmomaercs
TaKOM e nopsioK. OHAaKO Ha 3TOM MPSIMbIE
COBIA/ICHMSI 3aKaHUYMUBAIOTCS], U HAYMHAIOTCS
MaJIOUUCIIEHHbIE Pa3HOUYTEHUS, CBSA3aHHBIC
C aCCOPTUMEHTOM IPOJIaBaeMON MPOTYKIUH
Y OYEPEIHOCTHIO pa3ieiioB u pyopuk?'. o
CyLIeCTBY, A€o JIpBa JIMUTpHEeBUYa XOTS U
pacnosiarajgoch B ApyroM ropojie, Ho BCeraa
OCTaBaJIOCh B PYyCJIE CEMEHMHOW TPAIHIIUU.
B Teepu My3blkaibHbIE U3JaHUSI U UHCTPY-
MEHTBI BXO/IWJIH B IIEPEUCHb BCETO PEKJIaMU-
pyemoro oobéma?.

Bo BctynurenbHOM 0OBSBIEHUU K KaTa-
nory JIsBa Kamkuna cooOmanocs o Tpynax
no OorocnoBuio, ¢guiaocopuu, MpaBoBeeC-
HUIO, €CTECTBOBEJCHHUIO, UCTOPUH, Ie/1aro-
THKe, Teorpaguu u JIp., COOpaHHBIX BMECTE
0e3 JIOMONHHUTENBbHOW Hymepanuu®. WH-
¢opmanusa o «leorpaduyeckux ariacax u
kaprax u3nanus ['enepansHoro lITaba mon-
KoBHUKA A. WnbuHa u apyrux», «lmolycax
pa3HBIX BEIMYMH WU3JaHUS MOCKOBCKOM

20 B Hauaue 1850-x ronoB IMutpuit AHTOHOBHY cepbE3HO 3a001ei1. OCIeHYB, OH TPUBIEK K YITPABICHHIO
(upMOii CBOMX CHIHOBEH, KOTOpbIE HA MPAKTHKE MOCTUTAJIN a3bl KHIDKHON ToproBiu. COBETHI 0TLA, TI0O0Bb
U YBO)XEHHE K KHUTaM U MYy3bIKE OKa3aJii OOJIbLIOE BIUSHHUE HAa BRIOOD UX KU3HEHHOTO MyTH.

21V JIpBa JIMuTpHEBHYA COACPKaHME KaTajora Obuto TakuM: 1. OObsiBICHHE OT Mara3uHa; 2. YCIOBHs
nmoanucku B 6ubnuoreke; 3. borocnosue; 4. CnoBecHocTh; 5. HUctopus; 6. @unocodus; 7. Ilenaroruka;
8. YueOnukwy; 9. Jlerckue u Haponausie kaury; 10. I'eorpadus; 11. EcrectBennsie Hayku; 12. MeaunuHa;
13. Cenbckoe xo3daiicTBo M TexHonorus; 14. Cmecs; 15. ®pannysckue kaury; 16. XypHansl U raseTsr

17. OObsicHeHNE COKpaIeHHA.

2 B 1916-1917 romer JleB JImutpueBHd BXOMMI B cocTaB aupekimu Otaenenus Vmmeparopckoro

Pycckoro my3sikanasHOro odmectsa B Oprie.

2 Coxpanunack faesnoBas nepenucka JI. Kamkuna ¢ @. JloctoeBckum, natupyemast 23 uronst 1876 roxa.
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Herckout Ilemarorndueckoit bubmnorekun u
3arpaHuyuHbIX», «OO0pa30oBaTeNbHBIX HUrPax
Herckoii Ilemarormueckoii bubOmnoreku
B Mockse...»** pasMmernianach jaiee IO
MPUHIIUITY CKBO3HOW HyMmepaiuu. U, Hako-
Her, pasaen «HoTen mpencrapisia counHe-
HUs 175 popTenuaHo B 2, 4 U 8 pyk, a Takxke
JUISL IEHUS, CKPUTIKH, TUTapbl U TAPMOHUKH.

PaGora 6ubnuorek nms urenus B Opie u
TBepu B 1menOM AEMOHCTPUpPOBAia €IUHYIO
OpraHu3aluio, B KOTOPOH MpPHUCYTCTBOBA-
Jla TIOAIKCKA Ha YeThIpe paspsnga®. Y Buia-
aumupa JIMuTpueBHYa MX CTOMMOCTH Ba-
ppupoBajiace oT 5 no 12 pybnel, a 3amor
cocTaBisul OT 3 1o 6 py6Oneit. Uuraremsm
MEPBOTO paspsijia KHUTH Ha (pPaHIly3CKOM
s3bIKe BbIaBaMCh OecmiatHo. «Cyie-
CTBOBAJIa CHUCTEMa YIOBIETBOPEHHUS YHUTa-
TEJBCKHUX 3aIPOCOB: YATATENh JODKEH OBLI
MPEeIbBUTh CIIUCOK HY)KHBIX €My H3JaHUMN
BTPOE WM BYETBEPO OOJBIINE TOTO KOIHYE-
CTBa KHUT, KOTOPOE pa3pemiagoch BbIIaBaTh
1o aboHeMeHTy. TeM caMbIM YMTATENIO pe-
JOCTABIISIIACh BO3MOXKHOCTh BbIOOpA JIMTE-
parypsI 10 CBOEMY BKYCY, a HE TI0 BKyCy Ou-
OroTeKaps»®.

Jns cpaBHeHus, B MaraszuHe JIpBa J[mu-
TpUEBHYA IICHBI B TIEPBOM pa3psijic HAYMHA-
nuck ¢ 16 pyOieit 3a rogoBoii aOOHEMEHT
npu 3asore B 10 py6meii, rae oTmycKanoch
«BOCEMb KHUT: OJIHA HOBasi M CEMb TPEK-
Hux?’. HOBbIE KHUTH U YPHAJIbl BbIIAIOTCS
B MEPBOM MECSIE MO TMOJYYCHHH UX Ouo-
JUOTEKON»?®, a B 4eTBEPTOM paspsijic BCEro
JIUIIb OJTHA, «13 YUCJIA BRIIIEANINX HE MEHEE

rojia Ha3az», COOTBETCTBEHHO, 3a 5 pyOueit
u 3asiore B 3 pyOss.

['ubkoe meHooOpa3zoBaHWE TO3BOJISIIO
Ka)XJIOMY KJIMEHTY BbIOpaTh A ceOs UH-
TUBHUYaJbHYIO0 (opMy O0OCIyKUBaHUS U
omaTel OMOIMOTEUHBIX yciuyr. Tak, moi-
roja MepBOro paspsana cTounau 9 pyouei,
Tpu Mecsia — S5 pyOneit 1 oIuH MeCsI —
2 py6ns. Bo BTopom paspsizie 9TO BITIIsIIE-
JI0 Tak: 6 KHUT (0JIHA HOBAs U MIECTh MPEXK-
HUX), ¢ yTouHeHueM — «HoBble KHUTU U
JKypHallbl BO BTOPOM MeECSHIE IO MOoJyye-
aun»?. Lena: 12 pyOGneit B ron, 7 pyOneit
3a moarozaa, 4 py6ns 3a 3 Mmecsua, U OAUH
MecsI[ orulauuBasicsi B pasmepe 1 pyOib
50 xomeek. 3ajmor — & pyo6uneit. Takoit ke
NPUHIMUIT PacHpOCTpaHsJICAd U Ha Apyrue
paspsanbl. OMUH I€Hb YTECHUS OILIAYMBAJICS
n3 pacuéra 10 xomeek 3a HOBYIO KHUTY H
5 komeek 3a mpexHI. B 00oux Marasu-
Hax y4yeOHas U CIpaBOYHAs JIUTEpaTypa Ha
JIOM HE BBI1aBaJIacCh.

OO6mumu npuzHakamu nocrpoenust «Ka-
TaJIOTOB KHI)KHOTO Mara3uHa u Ou0ImoTexu
JUIsl YTeHUs», a Takxke Toyibko «Karanoros
oubnuorexku ana ureHus» B Opne u Tse-
pH SBISIOCH HAJIMYWE COMIEPIKAHHS, BCTY-
MATEJIbHOM CTaThbH, YCIOBHM MOANMHUCKH Ha
YTEHUE KHUT U KypPHAJIOB, B I[€JIOM Mpeia-
raemMoro accoprumenTta. OJIHaKO He Bcerna
B JIaHHBIX W3/IaHUSX YIaBaJIOCh OOHapYy-
JKUTh IIEHY TOTO WJIM MHOTO HAMMEHOBAHUSI.
Kpome Toro, mHbopManimoHHbIE CTPAHUIIBI
HYMEpPOBAJIMCh PUMCKHMH IUPpaMu, a cam
KaTajior — apaOCKUMHU.

24 Karamor KHM)KHOTO MaraswHa u Oubmmoreku s utenus JI. J[. Kamkwna B Teepu. Tsepn: Tumo-

Jlurorpagus ®@. C. Mypasséra, 1878. 136 c.

23 B xarajore KHHKHOTO MarasuHa u omOmuorexu it urenus B. JI. Kamkwna 3a 1873 rox mMenucs
3 pa3psiza, B KaTanore OMOMUOTEeKH 1uis uTeHus 3a 1881 rog — 5 paspsinos.

¢ Kpeuiosa T. 1. Yka3 cou. C. 69.
27 Ckopee BCero, BBIIIEIINX paHee.

28 Karamor KHIXXHOTO MarazuHa u 6uodnuorexu mis arenus JI. JI. Kamkuna B Teepu... C. 7.

2 Tawm xe.
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BaxXHbIM MOMEHTOM B KOMMEPYECKOM  KWT CTOJWYHBIMA OIBIT OAHOTO W3 IPEACTa-
opraHu3anuu ToproBoro jaena KamkuHbeIX  BUTenew naHHod damwminn — Bragumupa
CJIelyeT CUMTaTh €ro JelieHue Ha karajoru JmutpueBnmua KamikunHa, craBLIEro Kpyi-
KHI)KHOTO Mara3uHa u OMOIIMOTEKH JJIsl YTe-  HEWIIMM OPJIOBCKUM TMPEAIPUHUMATENEM,
Hus. [IpuyuHa 3a€ech, BUAUMO, 1OCTAaTOYHO  a Takxke JIpBa JImuTpueBnya Kamikuna, Bna-
MPOCTasi U CBA3BIBACTCSA C aKTyaJIbHOCTBIO  JIEBILETO TAKUM K€ Mara3uHoM B TBepH.
3TOM PabOThI U CEPHbEZHBIM 00BEMOM JCHEXK- PaccMmoTpenne karajaoroB ux mpoduib-
HOM MPUOBLTH, TTOTy4aeMOM OT OMOIMOTEKH.  HBIX MPEANPUITHI CO3AAET MPEACTABICHUE
Emé onna Bepcust kKacaeTcs CyIIeCTBYIOMIEH O MPUHIUINAX (PYHKIIMOHUPOBAHMS M MeXa-
Ha TO BpEMsI TPAJUILINK, JONMYCKAOIIEH pa3- HHU3MaX MPOJAXKH CHEUHAIBHOM U XyJdOXKe-
JelieHUE ITUX Mpodusien. CTBEHHOM JUTEpaTypbl, BKJIIOYas HOTHI U

Takum 00pa3om, KOMMEpUECKas U TBOP-  MY3bIKQIbHbIE WHCTPYMEHTBI, O JMHAMHUKE
yecKas UCTOpUs AMHACTUM KalKWHBIX MO-  TOPrOBBIX MHTEPECOB M MCCIEAOBAHHMM IO-
Ka3bIBAET, YTO JEJIO0 MO MPOJAKE KHUKHOM, @  KyHaTeJbCKOro chpoca. B COBOKyMHOCTH
BIIOCJIEJICTBUM M MY3bIKaJbHON MPOAYKUHUHU  3TU CBEACHUS OTPAXKAKT Pa3BUTHE POCCHUM-
OBLJIO MOCTABJICHO IMUPOKO W OCHOBATENb-  CKOM KYJIBTYPHI B €€ MPOBHHIIMAIBHBIX JIO-
HO, C OITIOPOM Ha CYIIECTBYIOIIME B TO BpeMsl  KalWsX BTOPOMl mojoBuHbI XIX — Hauana
npasuia toprosiu. IIpumepom tomy ciry- XX BEKOB.
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«B cBoéM peneptyape»: KceHus KypakuHa
Ha nogMocTKax Teatpa MuHuaTiop «Kpusoe 3epkano»

Harsaa UcunopoBHa Enykunze'?
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Annomayua. B HacTosIIEN cTaThe NPENIPUHATA MONBITKA PEKOHCTPYKLIMM MHTEPMEIUNHOTO
penepryapa Tearpa MuHHaTIOp «KpuBoe 3epkano». B coBeTckuil mepuon AEATEIbHOCTH TeaTpa
CpeIy MHTEPMENUNMHBIX aKTPUC HEMAJIBIM YCIIEXOM I10JIb30BAJIACh «II€BHMIIA MHTUMHBIX NECEHOK»
Kcenust Kypakuna (1903-1988), xoTopas, coriacHO aHOHCaM B IIpecce, BBICTyNaja «B CBOEM
penepryape».

B03MOXHOCTB 4aCTUYHOU PEKOHCTPYKLUU IPEAOCTABUIIN MaTepHrabl [ 0CynapCTBEHHOTO My3es
MY3BIKaJbHOTO M TearpanbHoro uckyccrBa (Cankr-IlerepOypr). B donmax apxuBa coxpaHuiics
penepryapHblii ciucok KypakuHOH, HEKOTOpbIE HOTHbIE MaTepHalibl (4acThlO OMYOJMKOBaHHBIE,
YacThIO PYKOIMCHBIE), a TaKkKe aBroOnorpadus, HanucanHas eo B 1950 rony. Jpyrum uctoyHuKoM
cBelleHM crana merporpanackas (¢ 1924 roma — seHUHrpajcKas) rnpecca — MPEUMYILECTBEHHO
KypHai «Pabounii u reatp». HeMHOrouncneHHble OTKIMKY PELEH3EHTOB Ha HcnoHeHue KypakuHoi
BKYII€ C aHAJIM30M JOCTYITHOM 4aCTU UCTOYHUKOB ITI03BOJIUIIM IIPUNUTH K ONPEACIEHHBIM BBIBOIAM.

Cosokymnnslii penepryap K. Kypakunoii Obu1 pa3HOOOpa3eH U B )KaHPOBOM, U B TEMAaTH4YE€CKOM
OTHOUICHHH, a IJIaBHOE — OTPa)kaJl BKYChl M MPEANOYTEHUSI COBETCKOM MmyOiuku koHna 1920-x
rofoB. IIpoBepeHHBIE BpEMEHEM JOPEBOJIIOLMOHHBIE «XUTBD) COCEICTBOBAIU B HEM C HOBBIMU
yBineueHUsIMH. KypakuHa HCIIONMHsIa HOBBIE MECHM O MIaxTépax M OECHpU3OpHUKAX, IIECHU
YAMID» U NECHIO O KUPIUYHOM 3aBoJe — 3HaMeHuThle «Kupnuuuku». HekoTopsle u3 HUX cranu
3HAKOBBIMH B MCTOPUHU COBETCKOH KynbTypbl. OnHako camoit KypakuHoli Obutn Oomnblie 1o ayiie
JIOPEBOJIIOLINOHHBIE NIECHU «3IMIOXU MYapoOBBIX IuIaTheB» — «/[lomopecy», «JlaTuHCckuii KBapTam»
u np. HaumbGonee mokazarenbHas u3 Hux — «lllymutr HOuHOM Mapcens» 0. Muntotuna
n H. Opamana. Co3naHHasg yXe B COBETCKYIO 310Xy, OHAa JKCIUIyaTHMpOBaJla MY3bIKaJbHbIE
u nuTeparypHble kinuine CepeOpsHOro BeKa, «OTChlIash» K TBopuecTBy A. bioka, Be. Meiiepxonbaa,
A. Tanposa, k nomyssapHoi B nopeBoonnonHoi Poccun onepe XK. busze «Kapmeny.

Ha nonmoctkax «Kpusoro 3epkana» KypaknHa He IpOCTO UCHONHSIIA CBOU MECHU B KaUECTBE
uHTepMeanii. OHa «IIPOUTPBIBAIIAY CIOKET, UCIIOIb3Ys TaK HA3bIBAEMOE «JEKIaMAllMOHHOE IIEHUEY,

© Enykunze H. 1., 2023
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COCAMHSIONIEE «MY3BIKaJIbHYIO HAINIeBHOCTH, JEKJIAMALUIO U aKTEPCKYI0 Urpy». Takum obOpaszom,
unTepMennu KypakuHoii npeactasisiian co0o0il «Tearp necHn», 0CHOBBI koToporo emé 1o 1917 rona
sanoxuiu A. Beprunckuii, . Kpemep, U. UnbcapoB, B TOM uncie Ha ClIEHAX PYCCKHX Kabape u
T€aTpOB MUHUATIOP.

Kniouegvie cnosa: Kcenus Kypakuna, tearp munHuatriop «Kpusoe 3epkaiio», 3cTpaaa B 310Xy
HOIIa, Marseii bnantep, FOpuit Mumtorun, Hukonait Opaman

na yumupoeanusn: Enykunze H. 1. «B cBoém penepryape»: Kcenuns Kypaknna Ha mogMocTkax
tearpa MmuHHaTIOp «KprBoe 3epkanoy // [Ipobnemsl My3bikaabHOH HaykH / Music Scholarship. 2023.
Ne 2. C. 128-139. DOI: 10.56620/2782-3598.2023.2.128-139

bnazooapnocmu: Bripaxaio rmyOOKy0 NMpU3HATENBHOCTHh XpaHuTeno Otaena pyKomuced u
nokymeHToB CaskT-IleTepOyprckoro rocyqapCTBEHHOTO My3es TeaTpajibHOIO M MY3bIKaJIbHOTO
HCKYCCTBa, HayYHOMY cOTpyaHHUKY Omnbre AnexcanapoBHe KpaeBoii 32 IOCTOSHHYIO BCECTOPOHHIOIO
MIOMOIIb U aKTUBHYIO HH(POPMAITMOHHYIO HOJIEPIKKY.

From the History of the Musical Culture of Russia

Original article

“In Her Own Repertoire”: Ksenia Kourakina on the Stage
of the Cameo Theater Krivoe Zerkalo [ Distorted Mirror]

Natela I. Enukidze®?

'Gnesin Russian Academy of Music, Moscow, Russia,
telemuh@mail.ru, https://orcid.org/0000-0003-0487-7371
?State Institute for Art Studies, Moscow, Russia

Abstract. This article presents an attempt to reconstruct the intermediate repertoire of the cameo
theater Krivoe Zerkalo [Distorted Mirror]. During the Soviet period of the theater’s activity, the
“singer of intimate songs” Ksenia Kourakina (1903—1988) enjoyed considerable success among the
sideshow actresses, who, according to the press announcements, performed “in her own repertoire”
(a Russian expression, meaning “behaving in her own typical manner”).

The possibility of a partial reconstruction has been provided by materials of the State Museum of
Musical and Theatrical Art (St. Petersburg). The funds of Kourakina’s archive comprise a repertoire
list of 35 items, a number of musical materials (partly published, partly handwritten), as well as
an autobiography written by the singer in 1950. Another source of information was the press of
Petrograd (which was called Leningrad from 1924 to 1991), primarily, the journal Rabochiy i
teatr [The Worker and the Theater]. The scarce amount of responses by reviewers to Kourakina’s
performances, along with an analysis of the available part of the sources, allowed us to arrive at the
following conclusions.

Ksenia Kourakina’s overall repertoire was diverse both in terms of genre and of subject matter
and, most importantly, reflected the tastes and preferences of the Soviet public in the late 1920s. The
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time-tested pre-revolutionary “hits” coexisted in it with new infatuations. Kourakina performed new
songs about miners and street children, “street songs” and a particular song about a brick factory —
the famous song Kirpichiki [ The Little Bricks]. Some of them have subsequently become iconic in the
history of Soviet culture. However, Kourakina herself maintained a preference of pre-revolutionary
songs of the “era of tabby gowns,” — such as, Dolores, Latinsky kvartal [The Latin Quarter], etc.
The most significant of them is Shumit nochnoy Marsel [Marseille is Bustling with Noise at Night]
by Yuri Milyutin and Nikolai Erdman. Having been composed already in the Soviet era, it made use
of the musical and literary cliches of the Silver Age, “referring” to the works of Alexander Blok,
Vsevolod Meyerhold, Alexander Tairov, to Georges Bizet’s Carmen, an opera that was very popular
in pre-revolutionary Russia.

On the stage of Krivoe zerkalo Ksenia Kourakina did not limit herself to merely performing
her songs as interludes. She “played out” the plotlines, making use of the so-called “declamatory
singing” that combined “musical melodiousness, declamation and acting”. Thereby, Kourakina’s
interludes presented “song theater,” the foundations of which had been previously laid by Alexander
Vertinsky, Izabella Kremer and Ilia Ilsarov on the stages of Russian cabarets and cameo theaters
even before 1917.

Keywords: Ksenia Kourakina, cameo theater Krivoe Zerkalo [Distorted Mirror], stage in the era
of NEP, Matvey Blunter, Yuri Milyutin, Nikolai Erdman

For citation: Enukidze N. I. “In Her Own Repertoire”: Ksenia Kourakina on the Stage of the
Cameo Theater Krivoe Zerkalo | Distorted Mirror] . Problemy muzykal'noi nauki/ Music Scholarship.
2023. No. 2, pp. 128-139. (In Russ.) DOI: 10.56620/2782-3598.2023.2.128-139

Acknowledgements: 1 wish to express my sincere gratitude to the custodian of the Manuscripts
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yCCKHE TeaTphl MajiblX (QopM Kak

JOPEBOIIOLIMOHHOM, TaK M IMOCTCO-

BeTckol Poccum ommuanuce upes-
BBIYAHO NECTPBIM U Pa3HOOOPa3HBIM «3BY-
KOBBIM IIpocTpaHcTBOM» . Ha moamocTtkax
«Jleryuer mbimm», «Kpusoro 3sepkanay,
B nozaBaiie «bponsguas cobakay» u Apyrux, um
NOJOOHBIX, 3aBEICHUSAX «aKaJIEeMHUYECKHUE»
JKaHpBI BIIOJIHE OPTaHUYHO COCYILECTBOBA-
JIY C HAPOJHBIMU MECHAMHU — PYCCKUMH U
(paHIly3CKUMHU, ONIEpPHBIE U OAJIETHBIE TAPO-
MM — C TMECHSIMH KaTopKaH, (pUBOJIbHbIE
IIAHCOHETKH — C PYCCKMMH U IBITAHCKU-
MM poMaHcamu. Pycckuil mapoauiHbIA Te-
aTp, peaqu3yeMblil B TeaTpax MajibiX Gopm,
a TAK)KE€ €ro aBTOPHI B IIOCJIETHEE BPEMS TaK
WIM MHA4Ye MPUBJIEKAIOT K ce0e BHUMaHUE

COBpEMEHHBIX uccienoBareneii. B «doky-
Ce» OKa3bIBAIOTCS «KabapeTHbIE» KOMIO3U-
Topbl (Hampumep, A. ApxaHreiabckuit [1],
B. DOpenbepr [2; 3]) unu nepcoHbI, BBICTY-
natommue B nogooHom kadectse (H. EBpeun-
HOB [4]). BMecTe ¢ TeM HCIOTHUTEIhCKHUE
CWJIBI PYCCKHX Kabape TMOKa OCTalTCs «3a
kagpom». Tak, Hanmpumep, B pa3HOE BpeMs
B My3bIKaJIbHBIX HHTepMenuax «Kpusoro
3epKajiay BBICTYIAM BEChbMa TaJaHTJIUBBIC
U BIIOJHE COCTOSIBILIMECS MEBULIBI — A3pa
AobpamsH, Huna lynpkeBud, 3unanaa Pruko-
mu. K ux gucny npunaginexur takxke Kee-
Husag KypaknHa, 4ybell «KpHUBO3EpKaJIbHON»
Kapbepe U MOCBSIIECHA HACTOALIAS CTAThS.
12 auBaps 1926 roma [danumn Xapmc
noceTus cnekrakib «KpuBoro 3epkana» u
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OTMETHJI B CBOMX 3aMMCHBIX KHIKKaX: «[le-
BHUIIa MHTUMHBIX IIECEHOK 001afaeT 6oraroit
MHUMHKOW W TOJIHBIM OTCYTCTBHEM T0JIOCA.
Cmotpers €€ HWHTEpecHEW, HEXeNIu CIy-
maTh» .

«lleBu1a UHTUMHBIX MECEHOK» — 3TO
Kcenuns BmagumupoBna Kypakuna, B cBOE
BpeMs M3BECTHAsl, a HbIHE MOYTH M03a0bI-
Tas aKTpuca TeaTpa U KMHO, MEeAaror ciie-
HUYECKON peun — B KoHUE 1920-x romos
N0/IBM3aJ1aCh B KPUBO3EPKAJIbHBIX HMHTEP-
MeJIUsIX, KaK yKa3aHO B aHOHCAX, — «B CBO-
€M penepryapey.

Ho npex e yem Bectu peub 00 3TOM pe-
nepTyape, CHavyana yAaeJIuM HEKOTOPOE BHU-
MaHue Onorpaduu HCTIOTHATEITLHUIIBI.

Kcenust Kypakuna® pommnace B 1903
rony B [lerepOypre, B cembe, n1an€koii Ot uc-
kycctBa®. E€ orery Bnagumup CranuciaBo-
B4 CTpakau ObLI CIIYKalllUM 3€MEIbHOTO
Oanka, Mmatb — ypoxnaénnas Onbra Huxo-
naeBHa BunnamoBa — pabotana yuurenem
pycckoro u (paHIry3cKoro si3bikoB. OHAKO
U TOT, U JpyTasi ObUTH JBOPSHCKOTO MPOUC-
XOXEHUS, a ciegoBaTenbHo qouepu — Kee-
Hud U TarbsiHa BiiaiuMupoBHBI — MOy 4H-
JI1 B TOM YHUCJIE OCHOBBI XyHOXECTBEHHOTO
BOCIIUTAHUSI.

Oo6pazoBanue céctpbl Kypakunsl mpo-
nomxkunu B JlecHort rumuasuu B [letepOyp-
re. B 1916 roqy math cTana KiaccHOM gamoit
CMOJIBHOTO MHCTUTYTA, B KOTOPBIN MEepeBe-
muck U 06e noyepu. OxkaHYMBaTh 00ydeHUE
uM npuniock B Hoouepkaccke (1919),

1

kyna B 1917 rony BpemeHnHoe mpaBuTEnb-
CTBO 3BAaKyHpPOBAJIO YUEOHOE 3aBe/ICHHUE.

B 1921-m Kypakuna Bepnynacs B [letpo-
rpag u nocrynuia B tearp llponerkynbra
1oJi pykoBoJIcTBOM A. MrebpoBa u B jpa-
Matudeckyto mkoiy 0. IOpresa. B 1922-Mm,
110 OKOHYAHUH LIKOJIBI, IEPEILIa Ha CITyKO0y
B Tearp CeB3anmgopor Moja pyKOBOICTBOM
JlykameBnya Ha pojd MOJIOABIX T€POUHBb U
WHXCHIO-IpaMaTHK; Urpajla TAaKXKe B TPyIIe
OparbeB ApenbreriM. Torma ke Hadana BbI-
CTynaTh Ha KOHLUEPTHOM 3CTpaje C XKaHpo-
BbIMU NIECEHKAMHU.

B 1924-Mm, nociie HEMPOAOIKUTEIBHOMN
pabotsl B Tearpe Ha Tpounkoii, Kypakuna
Obuta npuHsATa B bonbiioi apamMaTudeckuii
TeaTp Ha POJM I'epOUHb; Urpaja B Mbecax
A. K. Toncroro «byHT mamua» u A. ®aiiko
«Yuutens byOyc». 3areM yBonuiachk u3 Te-
atpa, nepebpanacb B Kues u npoaoikuia
KapbEpy «HUCHOJHUTEIBHUIIBI KAHPOBBIX
MECEHOK U aKTPHUCHI MalbIX Gopm». «5 He
*Kalero 00 ’TOM BpeMeHH, T[ak] k[ak] MHO-
ro paborasa co cI0BOM, HaJ My3bIKaJIbHOU
BBIPA3UTEIBHOCTBIO. TEKCTHI MUCAIU MO-
Joaple Hamu no3Thl, My3[bIky]| K. JIlucros,
. Ilpuukep, 3. Maiiman. 4 TmareinbHO OT-
JeiblBaJIa KaXIAYH MAaJIEHBKYH IE€CEHKY
W JOCTUIJIA HEKOTOPBIX PE3yabTaToOB»!, —
rofipl CIIyCTs Hamucajla OHa B CBOEH aBTO-
ouorpaduu.

B craryce xanpoBoii neBuibl Kypakuna
racTpospoBaiia 1o ropogam COBETCKOIO
Coro3a — «moObIBaia MoBCIOAY, Ha Ypaje u

«MHe DUIeTaHTy BCEe JOCTHKEHHS CHX PEXHUCCEPOB KaKyTCs yOOKecTBOMY». M3 3aMCHBIX KHUKEK

Januuna Xapmca // MHeMo3uHa. JIoKyMEeHTHI ¥ (PakThl U3 UCTOPHUU PYyCCKOro Tearpa XX Beka / cocCT., 001,

pex. B. B. MBanosa. M.: TUTUC, 1996. C. 115.

2
3

B otnenpHbIE IEpUOJIBI CBOEH Kapbepbl UCIIOIb30BalIa MICEBAOHUM «BoJibckasy.
Bce 6uorpaduueckue csenenus o K. B. Kypakunoit mpuBonstcs nmo: Kypakuna K. B. ABrobuorpagusi.

28 nekabpst 1950 roma. Cankr-IletepOyprckuii rocyqapCTBEHHBIN My3ell TeaTpajibHOrO U MY3BIKAJIBHOTO
uckycctea. ®@. 13, on. 1, ex. xp. 1. CIIGIMTMU T'MK 17290/92.

* Kypakuna K. B. ABroouorpadus... JI. 2 006.
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B Kpsimy, ot IIckoBa 1o Mocksem. C 1926
mo 1928 romel’ cimyxwmia B Tearpe «Kpu-
BO€ 3€pKajo» U, MO €€ CIoBaM, B KaYeCTBE
ACTPAIHOM NEBULIBI 0Opea NOMyIIpHOCTh U
MIPOYHOE TOJIOKEHHUE.

Penepryap Kypakunoii cocraBuiu [1o-
PEBOIONMOHHBIE ACTpanHble NecHU. Cyns
[0 COXPAHUBILIHMMCS OT3bIBaM B IIpecce, Ha
nonmoctkax «KpuBoro 3epkana» OHa HcC-
nosHsuia «B crapom JlatnHCKOM KBapraine
(13 necen Iapuxa)» 3. MaitmaHna Ha TEKCT
M. VYrpromona, «Kpomka Jlomopec» He-
YCTAaHOBJIEHHOTO aBTOpa, a TaK)Xe HOMEpPaA
B ctuiie «MIHTUMHBIX neceHok», «IleceHok
IIsepo», «Ilecenok HacTpoeHus», «lpycr-
HBIX MOTHMBOB» U MPO4Y. — IO CJIOBaM pe-
LIEeH3eHTa BOCKpeCceHCKoro, «Mycop CTapoi
acTpadbl <...> BpPEeMEH “MyapoOBBIX IJIaTh-
eB” Wi “KuTaiu€ukoB JIn"»°.

YacTh BOKaJbHBIX MUHHUATIOpP, HCHOJ-
HABIIMXCS MEBULIEH, XPAHUTCA B €€ TUYHOM

5

¢donne B otnene «PyKonucu U TOKyMEHTBI»
I'MTMMW’. Beero B hoHze 1BE AIIKK C HOT-
HBIMH MaTe€pHalaMi — YacCThIO OITyOJIHKO-
BaHHBIMH, YacCThIO PYyKONMUCHBIMU. [lepBas
conepxut 10 o6pa3iios, BTopas — 25. Tam
)K€ HaXOAUTCS U perepTyapHbIi criucok Ky-
PaKMHOM, B TOM 4HCIIe B IepuoA e€ paboTsl
B «KpuBom 3epkane». Cnmcok COAEp>KUT
35 mo3unwmii, U XOTsI cOocTaBieH Oe3 ykasa-
HUIl aBTOPOB®, HEKOTOpPHIC W3 MHHHATIOP
yaanoch arpuOyTUpPOBATh.

Cyns Mo COXpaHHMBIIMMCSI MaTepHaliaM,
COBOKYITHBIN pernepTyap MeBHUIbI ObUT pas-
HOOOpa3eH M B >KAHPOBOM, U B TeMaTHhye-
CKOM OTHOILIEHHH, a TIIABHOE — OTpaxkall
BKYCBHI M MPEINOYTECHUS] CBOETO MOKOJICHHUS.
Crapble «XUTbI» B HEM COCEJICTBOBAJIH C HO-
BBIMH YBJICUCHUSMU.

K uucny wHoBbix oTHOcsATCs «lllaxTa
Neo 3 (ITecup o maxtépe)» (my3. Kpyunnu-
Ha, ci. ['epmana, 6/r), «[lucemo marepm»

Toner ycranoBnens! no nporpammam «Kpusoro 3epkanay. Cama K. Kypakuna B aBroouorpaduu roa

Hayana cBoeid ciyx0bl B «KprBOoM 3epkaje» He yka3piBaeT. OHa YIIOMHHAET O CBOEM BTOPOM 3aMY>KECTBE
B 1928 roxy u 100aBIsET, YTO «K TOMY BpeMeHH <...> paborana B Tearpe “KpuBoe 3epkano”, pyKoBoa uMoMm|
A. Kyrenem» (Kypakuna K. B. Tam xe).

¢ Bockpecenckuit C. bproku ®@openuyca («Kpusoe 3epkano»), 1927. Ilut. mo: ITommmeka mporpamm
n peueHsuil Ttearpa «Kpuoe 3epkamo» 1923-1930, Jlenunrpanckoro tearpa Carupsr 1926-1933.
CII6IMTuMMU. CIIToI'MTMU 'K 7879/28, OAII 53771. IlockonbKy naruHaius B J0KYMEHTE OTCYTCTBYET,
3[IECH U JlaJiee CCHUIKM Ha CTPAHHUIIBI HE TIPUBOISITCS.

7 CoOopHHK 3cTpaaHbiX neceH u3 penepryapa K. B. Kypakunoii. CIIOTMTuMU. @. 13, ex. xp. 329. TUK
17290/96.

8 JIuct ¢ pyKOIHMCHBIM CITUCKOM periepTyapa BIOYKEH B MAlKy ¢ HOTHBIMU MarepuaiaMi. B HEM mepeurciieHbr!
CIIETYIOIME POMAHCHI U eCHU: «JlaTnHCKuUI kBapTam», «CuipHee cmepTny, «Houroit Mapcenby, «DPuamkn,
«l'uabONE), «MHEe HHUYero He Hamo», «Cepommaselii Kopomby», «llomBam», «CypamHOukay, «TaHromiay,
«IIpomanme», «Axtpuca», «llucemo k marepm», «Cepblii moMuk», «JlBa apmmHa cHTIy», <« OKeHuxm»,
«Kuno-xm3uaby», «Mapus CeménoBHa», « Tpamsaii Ne 2y, «py30BUK», « HUCTHIBIIHK canor, «Peiowii OyHT,
«IHloddep», «Araran», «Y pemérku dyryHHon», «lopom 3a okeaHom», «[HP30]», «[HP30]», «JIu-to-an»,
«PomanTtuk Peney, «Jlomopecy, «Cremasy, «JIétauk [Ieepy», «Bebey, « [ pumacet 3amamgay.

AKTyanu3zalus 3CTPagHOTO pernepryapa B 1eJioM Obliia HApsSMYIO CBSI3aHa C HOBOHM 3KOHOMHYECKON
romTrkoi Mosomoro CoBerckoro rocymapcera: « HOII Bo3poawt Bo Beeit momHOTE 3cTpany <...> DcTpana
BBHITAIIMJIA CBOM CTapble IOHONICHHbIE (pakd, ‘TOMIITYKaTypuia” CTapblid perepTyap W MpUHSUIACH 32
oOcnyxuBanue kabape n kuHOmomanok» (M. ITanso u C. Bockpecenckuit). Llut. mo: Mapxacés JI. C.
XX Bek B J€rxkoM kaHpe: B3min u3 lletepOypra—Ilerporpama—Jlennnarpana. XpoHorpad My3bIKQIBHON
actpanbl 1900-1980. CII6.: Kommosutop — Canxkr-IletepOypr, 2006. C. 110.
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(my3. JlunaroBa, tekct Ecenmna), «Cami-
Ka-puTmi€k» (My3. Mumtotuna, ci. Mac-
ca, 1926), a taxxe «llecHu ynuiipl (HOBbIN
xKaHp)»: «So6mouxo», «Tpomrka» (apanHik.
H. T'ypeBuu), «Illapmanmmuk Jleitba» wu,
KOHEYHO, 3HameHuThle «Kupnuumkm» —
«IlecHsa o xkupnuuHOM 3aBoze» (My3. Kpy-
yuHuHa, cl. ['epmana). Hekotopeie u3 me-
PEYHCIICHHBIX 00pa3lloB CTaly 3HAKOBBIMU
B UCTOPHM COBETCKOW MY3BIKAIBHOMN KYJIb-
Typbl. Tak, Hampumep, BBUIY JeduiuTa
JIMPUYECKHUX TECEH C HOBBIM HJIEOJOTHYE-
CKMM CO/Iep’)KaHHEeM OOJIbIION ycHeX BbI-
nas Ha noiro «Ilnucema xk Mmarepu» Bacunns
JIunaroBa Ha ctuxu Cepresi Ecenuna: ero
«...TMOAXBATUIU JI€CATKU, COTHH, THICAUYU
WCIIOJIHUTENICH W aHcaMOJiel, — BCIIOMH-
naix B. ConoBréB-Cenoii. — He ObL10 Ta-
KOT0 KOHIIEpTa, TaKOTO pecTopaHa, Kade,
“NUBHYIUKH, TJI€ HE UCTIOJHSAIACH OBl Mec-
Hs JlumaroBay '’

Emé 6onpmmii ycnex 3aBoeBanu «Kup-
MAYUKW», HanucaHHble BanentnHom Kpy-
yuHUHBIM B 1923 nnu B 1924 rony. U nure-
paTypHbI, U MY3bIKaJbHBIA TEKCTHI MECHU
yApydYarolle NPUMHUTHBHBI, 3aTO COJepKa-
HUE UJIC0JIOTUYECKH BbliepkaHo: B «Kupnu-
YHKaxX» paccKa3blBaeTCsi UCTOpUs O OeaHOU
JIeBYIIKE, MpUILEIIeH paboTaTh Ha 3aBOJ
Y BCTPETHUBLIEH TaM CBOE JIMYHOE CUACThHE.
Bmecrte ¢ aro0MMBIM Tpomuia OHa BCE He-
B3rO/Ibl — BOWHY U MOCIJIEBOCHHYIO pa3py-
Xy, 3aKpBITHE 3aBOJAa U €T0 OKOHYATEJIbHOE
BO3pOXJcHHE. MHTEpEeCHO, YTO MO OAHOMN

10 Mapxacés JI. C. Yka3. cou. C. 131.

U3 HCCIIEIOBATENBCKUX BEPCHH, NpPEMbepa
«KupnunumkoB» coCTOssIach B MOCKOBCKOM
tearpe MUHHATIOp «I[laBnuHUI XBOCTY, rIe
OHa «mojaBanach» Kak mnaponuiiHas. Ho
B KaueCTBE MNapOAUNHON HE NPHKWIACH,
a ObITOBaNa KaK «COBETCKAas JINPUYECKAs»
BIUIOTH 110 KoHIa 1920-x romos!'.

Emé omuH HOBBIM XaHp — Taxk Ha-
3bIBA€MbI€ TECHH OEeCHpPH30PHUKOB
IpeacTaBieH B penepryape KypaknnHoi
muaHaTiopon «Camka-putmiék». B cBo-
ux BocrnoMuHaHusx 00 Mnpe AepOaxe
HeBeCcTKa meBuIlbl, OJitba  Hopkyrte,
yTBEpKAaeT, 4To uMeHHO KypakuHna crana
IIEpPBOU UCIIOJIHUTEJIBHULIEN HOBOTI'O YKaHpa
Ha KOHIEpTHOM dcTpane'?. UHTepecHo, 4To
IIPY BCEH TParuyHOCTH MOBECTBOBAHUS —
oreny Camku-dutuinbka ymep, MaThb CIIH-
Jach, a CaM OH, B KOHEYHOM CYETE, IOIal
10J1 aBTOMOOUJIb, — MCTOPUS ITa HE JIUIIe-
Ha HaJIETa COLMAIILHOTO IOMOpa:

Bcé meuran ®utnis, 9TO B ABAAATH JET

[[IxeTa-Camiky BEIOEPYT B COBET.

A emgé B rofy HEBECTh KAKOM

Craner camblil ITTaBHBI OH HAPKOM.
Byner B rocymapcTtse royiona,
[[IxkeTam mact ocoOwIe TIpaBa,
UToOBI THATH MX HOYBIO, HATIPUMED,
N3 xoTna He MOT MUJTULIBOHED.

HUtak, ko BpemeHu padotsl B «KpuBom
3epKaje» B penepryape NEBULbl Haluye-
CTBOBAJIA, BEPOSATHO, HOBBIE — B Pa3HBIX
cMbIcIax — necHu. OHaKo He 0OHAPY)KEHO

" TlonpoOHee 06 ucropun necHu cM.: Mapxacés JI. C. Yka3. cou. C. 115-117.

12

«Y Kcennn BrnaauMupoBHBI OBLIM CBOM MOKJIOHHHMKH. <...> [lociie KOHIIEPTOB Y apTUCTHYECKOTO

Bxoza Kcennro BaauMupoBHy OKHIATN O€CITPU30PHUKH, KOTOPBIE CIYITATH €€, CH/IA BEpXOM Ha 3abopax,
OrpakJaBIIMX JIETHUE dcTpaabl. OHM OECXUTPOCTHO XBAIWIIN €€, YKa3bIBaJHl Ha OIIMOKH B TEKCTaX, a TO U
HaneBaJii HoBbIe Meoaum». Cm.: Hopkyte 3. Monossie o1 ieTepOyprekoro pexuccépa // ICKyccTBO KMHO.
2000. Ne 1. SIuBaps. URL: http://kinoart.ru/archive/2000/01/n1-article21 (nara obpamenus: 15.05.2023).
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HHU OJHOM pELEH3UH, B KOTOPOM YINOMHHAa-
JI0Ch OBl O HUX WJIH O IPYTUX, UM TTOJJOOHBIX.
HaoOoport, penien3eHTs Hanepeboii yrnpeka-
JIM aKTpucy (M Jaxke pyKOBOAMUTENEH TeaTpa)
B BBIOOpE HEMOa00atoero penepryapa.

«IIpaBo xe, pazsble “Jlonopec”, “Jlarnn-
CKHI KBapTai” U Mpouee y>ke JaBHO HAOWIN
OCKOMMHY. XyJ0KECTBEHHBIM PYKOBOIUTEIb
TeaTpa MOT Obl 03a00TUTHCS OOJIee CBEKUM
penepryapom», — numer B 1926 romy
b. T'opes'.

«EcTh B pecypcax MaJIOM CLEHBI TaKue
’KaHpbI, KOTOPbIM, TI0 COBECTH TOBOpS, Me-
CTO TOJIbKO Ha MOJMOCTKax Kade-laHTa-
HOB BTOPOPA3PSIIHOTO “3aMaJHOro” ropoa.
“Nuatumubie niecenkn, “Ilecenku IIbepo”,
“Ilecenku HacTpoenus”, “l pycTHbIE MOTH-
BbI” — MOYKHO JIU MIPEJCTaBUTH cebe Oomee
COLMAJIBHO-HUKYEMHBIN U TTOUUIBIN XKaHPY,
— Broput emy B 1928-m bopuc bpopasn-
ckuit',

Takum 06pa3om, oueBUIHO, 4TO B «Kpu-
BOM 3epkane» KypakuHa, mno-BUAMMOMY,
B OCHOBHOM «pacleBajia» CTapble IECHU.
Ho crapeie — He 3HaYUT «JaBHO HAIMCaH-
Hble». HanmpoTuB, «cTapbIM pernepryapomy»
OKa3bIBAJIMCh BIIOJIHE «CBEKECOUMHEHHBIE)
OITYCBhI; «CTapbIM» k€ ObLT Habop 00pa3oB U
BBIPA3UTEIIBHBIX CPEICTB, JINTEPATypHBIE U
MY3bIKAJIbHBIE KIIMIIIE.

Ha nepBpiii B3I BHOBb COYMHEHBIE
IIECHU U POMAHCHI IPEACTABIISIIOTCS Pa3HO-
o0pa3HbIMH B CMBICIIE CIO)KETOB U TeM. Ho
npu OMvKalllleM pacCMOTPEHUH OKa3bIBa-
€TCsl, YTO MHOTHE U3 HUX BOCXOAAT K MO-
nensm CepeOpstHOTO Beka. TakoB, HampH-
Mep, «Ceporasslii KopoJib» AXMaToBOH
C MY3BIKOM HEYCTaHOBJIEHHOIO KOMIIO3H-

TOpa, MPEJICTaBIAIOIIUNA COO0I HE CTOJIBKO
IIECHIO WJIM POMAHC, CKOJBKO IOYTH Me-
JIOJIEKJIaMaII0 C BechbMa CKYIbIM (opTe-
NUAaHHBIM CONPOBOXIEHUEM, B KOTOPOM,
OJIHAKO, MCIIOJB3YITCS CHIIbHOJIEUCTBYIO-
niMe, XoTss U TpadapeTHble MY3bIKaJbHbIE
INPUEMBL: TsKENAsE MOCTYIb ITOXOPOHHOTO
Mapiiia, HEpBHbIE TPHUOJIU U KBUHTOJIU B CO-
MPOBOXKJAEHUHU, JUCCOHAHCHI, TPU3BAHHBIE,
BEPOATHO, OTPA3UTh OCTPOTY «OE3bICXOA-
HOM 00JIH».

Kak maructpanbHast 3asiBieHa B O0Jib-
IIMHCTBE 00pa30B 3CTPaAJHON BOKAJIBHOM
JUpuKH n3 pernepryapa Kypakunoil tema
cMmeptu, BecbMa i1t CepeOpsiHOro Beka akx-
TyallbHasl (BIpPOYEM, KaK M TEMBI CTpaxa U
yxkaca [5, c. 124]).

Onun u3 Hanbonee ApKUX o0pas3loB —
YyBCTBEHHOE U JIa)K€ OTYACTH MH(EpHaIb-
Hoe TaHro «lllymur HoOuHOM Mapcens»
IOpust Mumotuna Ha ctuxu Hukonas Dpa-
maHa (1924). Cpenu mnonmymisipHBIX TOT/A
«IIECEHOK napmxckoro aua» «Hounon Map-
CeJb» C €r0 MpauHOW POMAHTHKON OBLIT 0CO-
OCHHO JIFOOUM ITYyOITUKOH.

[ITymut HOUHOM Mapcens
B npurone «Tpéx 6poasry,
Tam nbIOT MaTpOCHI b
N neBymiku
C MY>XUYHMHAMHU KYIOT Tabak.

TaM »u3Hb HE 10pora,
OmnacHa TaM 11000Bb,
Henapom Herp-ciyra
Tam yacro

10 yTpaM CTUPaET KPOBb.

W mepcoHaxw 3TOM HMCTOPUM — «Ta-
VMHCTBEHHAsl HE3HAKOMKa», «amaml U BOp»

¥ Topes b. Buumanue manoii cuete. «Kpusoe 3epkano» // Pabounii u tearp. 1926. Ne 17. C. 16.
4 Bpomsackuii bop[uc]. B «Kpusom 3epkane». Llut. mo: INoammBka mporpaMM U pelieH3Wil Tearpa
«Kpusoe 3epkano» 1923-1930, Jlenunrpanckoro tearpa Cartupsl 1926—-1933.
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XKak Ilvepo (umeHHO Tak!), — U CBS3b
MOTHBOB <JTIOOBHU», «TaHIIA» U «CMEPTHU»
(«Yro x, amami, craHiyd co mMHoi, / S 3a
CMEPTh TBOIO IUIaYY») BBI3BIBAIOT BIIOJHE
MpO3pavyHble aCCOLMAIMU C KIHOYEBBIMU
«motuBamMm» CepeOpsHOTO BeKa — HaIpu-
Mep, ¢ nantomumont «lllapd KornomOuHbD»»
A. Iauunepa Ha My3bIky J. JloHaHbH,
nocrasieHHoU Be. Menepxonsaom B «Jlome
naTepmenuin» B 1910 rony, ¢ anprepHarus-
HbIM ITAHTOMUMHBIM onbIToM A. Taupoa
«IToxpsriBano IIbepeTThl» (Ha Ty k€ My3bI-
Ky) cHayana B 1913-m, a no3xe — B «Ka-
MEpHOM Tearpe» — B 1915-M u, HakoHer,
C KpPUBO3EpPKaJIbHOW MaHTOMUMOU «YeTrbIpe
meptBena Oeamerte» B 1911-Mm"°. OcTunar-
Hasi puTMOQOpMYyiia aKKOMITAHEMEHTA (PUTM
xabaHepsl) MOAKIIOYAET K YHCIY MPOTOTHU-
OB €lI€ OIHY UCTOPHUIO O POKOBOM JHOOBU
U CMEPTU — MOJIB3YIOUIYIOCS 0CO00M Momy-
JSIPHOCTBIO B JIOPEBOMIOLMOHHON Poccun
onepy K. buze «Kapmen».

Heckonpko mHave, HO TOXE B TpaaHIIU-
ax CepeOpsiHOTO Beka, pa3paboTaH MOTHUB
«WIIOOBU—CMEPTH» B JABYX JAPYTUX TMECEH-
kax u3 ¢onaa Kypakunoit — «Kioyn» u
«B 1mupke». OGe HanMCcaHbl HA OJWH U TOT
ke mosTudeckuit Teket H. ArauBnesa (-
TepaTypHbII MTHUMIIUT «B yroike 3a 3aHaBe-
ckamu / KiioyH B pebkeM mapuke»). B mep-
BOM CJIy4ae 3TOT TEKCT MOJIO0KUJI Ha MY3BIKY
M. bescmeprtHbIil, Bo BTopoM — H. Mup-
ckuii  (Mopckoit). O6e ObUIM TO-CBOEMY
nomyyspHel: ¢ «KioyHOM» BbICTynan u3-
BECTHBIN HCIIOJTHUTEIh MHTUMHBIX TTECEHOK
JNanuun OnenuH, «B nupke» crana KOpoH-
HeIM HOMepoM JIuanu Komym60Boii.

[lecenka npeacTaisieT cOO0M UCTOPUIO
O PBIXKEM KJIOYHE, CTPAIAIOLIEM OT U3MEHBI

BO3JIOOJIGHHON M Tparudyeckd THOHYyIIeM
BO BpeMsI IUPKOBOTO mpeactaBienus. Oc-
HOBHBIM BBIPA3UTEIbHBIM CPEICTBOM CTa-
HOBUTCSl sipualiuii oOpa3HbIil KOHTpacT
MEXIy KyIUIeTaMH U TpHUreBoM. B kyre-
T€ COCPEIOTOYEHBl TPAaruyecKue 3MOLUH,
IPUIIEB pUCYET 00pa3 Becemseiicss B Lup-
K€ TOJITIBI:

Kynnem:

B yronke 3a 3aHaBeckamu
KioyH B peikeM napuke

I'pum kman€T Ma3kamMu pe3KUMH,
Cam xe [yMaer B TOCKe:

«Her €€, ¢ mpyrum BcTpeuaercs,
Her €€, yuna ¢ npyrum».
Knoyn nnauer, youBaercs,

He noxwurcs naxe rpum.

Ilpunes:

A Mex TeM IUPK T'yIuT, CMeETcH,
[ITym HecETcst cBEpXY BHUS3.

U moryue paznaércs:

«Pepkuit, 6paBo! Peokuii, 6uc!»

YHuBepcanbHbld  CrokeT «CwMmencs,
nasip), MacCKyJIbTOBBIM BapHaHTOM KOTO-
poro sBisiercsi «PpDKHMH KIOYH» ATHUB-
1IeBa, TAaK)Xe pa3padarbiBajicsi B TeaTpajib-
HOW KyJIbTYpE HOPEBOMOLUMOHHOM Poccum.
B nannoM cityyae oIMH U3 IIPOTOTHUIIOB —
Menonpama Bc€ Toro ke Bc. Menepxonbaa
«Koponu Bo3nyxa U jgama u3 Joxu» (IO
pacckasy garckoro nucareinsa ['epmana ban-
ra «Yertbipe ué€pTa), IOCTABIEHHAs PEXKUC-
c€poM Ha cueHe JIuTerHoro Tearpa B C€30H
1909 roma. OCHOBHOE CBS3YIOIIEE 3BEHO
— CMEpTh LMPKOBBIX apTHCTOB Ha (oHE
npeJcTaBiIeHus], Tparequsi Ha (oHe mpasf-
HUKa 1 BCEOOIIET0 JTMKOBAHHUS.

5 00 stom moxppodHee cm.: LllepbakoB B. ITantomumer CepeOpsioro Beka. CII0.: IlerepOyprckumit

TeaTpanbHbId XKypHai, 2014. C. 8§2-93.
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CMepTenbHBIM UCXOJOM — XOTSI U Ha
HECKOJIBKO «3K30THYECKOM» (POHE — 3aKaH-
YUBACTCsS U JCUCTBHE pOMaHCa «Y pemer-
KM 4yryHHOI» Marses biiantepa Ha cinosa
[TaBna I'epmana (1927).

[Tmomane Mapka rocreit
4qy»KECTPaHHBIX BCTpeyaa,
[TImomane Mapka BcTpeyana
CYpPOBBIX I'OCTEH,
N venapom Hapsia
caMoro KapauHaia
SIpKoii KpOBBIO TOpEI
IIPH 3aKare Jy4en.

Ho 0Onennee Onina,

yeM Bcerna, l{e3apuna,
W nub nonHous ynapuia

060eM CTapUHHBIM,
VY pemérku 4yryHHOu,

HaJl yCHYBILIEH JIaryHOH,
I'ne xorna-to

aXypHas apka Obuia,
3a IBOpLOM KapauHaja

B [IOJIyMpake KaHajia
[le3apuna KOro-To *aana.

BuszanTtuiickux Mmopei
BEKOBBIE TUPATHI
IIpunecnu x Lle3apunsl
HaJMEHHBIM HOTaM
Kpome Tkano# napuu
30JI0ThIE TyKaThl
3a BO3MOXKHOCTb
K e€ mpucTaBaTh Oeperam.

Ho 06nennee Onia,

4yeM Bcerna, [{e3apuna,
W nums monHOYs ynapuia

00eM CTapUHHBIM,
VY pemeérku 4yryHHoOH,

HaJl YCHYBIILIEH JIaryHOM,
I'ne xorma-to

aXypHas apka ObLia,
3a IBOPIIOM KapuHaja

B ITOJTyMpake KaHalia
[e3apuna mupary

JIF000BB OTHAJIA.
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Ho ona He B3s1a
Yy>XEeCTpPaHLEB MoJapKa,
N nuie ry0s! eé
COXpaHWJIH YKYC,
N BCt0 HOYB HATIPOJIET
Ha roniaau Mapka
IInpoBanu nuparsl
JKEJIAaHHBIA COXO3.

Ho 0nennee 6nia,

yeMm Bceraa, llezapuna,
W1 nume nonHous ynapuia

00eM CTapHHHBIM,
VY peléeTku 4yryHHOH,

HaJl yCHYBILIEH JIAryHOM,
I'ne xorma-To

aXypHas apka Oblia,
3a JBOpLIOM KapAHMHaja

B IIOJlyMpaKe KaHaJla
Botu cOporeHsl

B BOJly IMPATOB TeJla.

BrruypHyro nostuueckyro jgekcuky [las-
na I'epmana xommno3utop Marseir bianTtep
00J€K B JIOBOJIBHO NPUMHUTUBHYIO BajlbCO-
ByI0 (popMy; BIIPOYEM, TEM pelibeHee OKa-
3aJlach cama HMCTOpUS, paccKa3aHHas aBTO-

pamu.
[Ipy BCEM TATOTEHMM K Tparn4eCKUM
CTOpPOHAM YE€JIOBEYECKOIo ObITHS — CTpa-

JAHUSAM, TIOTEepsIM, K TEME CMEPTH, Ipaxa,
TJIeHa U OECCMBICIICHHOCTH 3€MHOTO CyIIe-
CTBOBAaHMSI — HE BCE CIOXKEThl CBOIMIINCH
K mopoOoHoMy ¢uHany. He Menee pacmpo-
CTpaHEHHBIM OBLJIO YYBCTBEHHOE HACTIAXK Ie-
HUE XU3HBIO, JIETKOE, a)Ke, MOXKalyi, Jer-
KOMBICIICHHOE€ K HEW OTHOIIEHHE, YMEHHE
LEHUTh U «BKYIIATh» €€ CHIOMUHYTHOCTb.

TakoBbl «llecenkn nHactpoenusi» Huko-
nasg Taramimnkoro — «l'aganka», «Yauia
HOYBIO HE CIWT», TAKOBHI W (DPUBOJIbHBIE
«Mapon» (Marin; my3. A. Bunbkopeickon,
cn. 'yoonunoit) m «J/IBaamarb ¢paHKOB»
(«MonmapTtpckas neceHka», my3. [lomus Op-
nuxa, ci. Imuarroda).
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Ho BHE 3aBUCUMOCTH OT )aHpa U TeMa-
THUKH, BCE MPEICTABICHHBIC B perepTyape
K. Kypakunoii poMaHChl 1 IeCHU 00bEIU-
HSAIOT JBa BXKHBIX W B3aUMOCBSI3aHHBIX
CBOMWCTBA: Hamuuue ucmopuu (Iu0O0 «Kap-
TUHKW») U BO3MOXKHOCTH ATy HUCTOPUIO HE
TOJIBKO CII€Th, HO M paccKazams U Jaxe
noKa3ams.

Becbma cumnTomMaTHyeH B ITOM OT-
HomeHnn pomaHc «[Ipomanue» Ha ciioBa
M. Kapenunoii ¢ myssixoii [I. [Tpurkepa!l®.

Orxu Bok3ana

BaM OJIECHYT IPOINAIBHO,
B tymaHn u cHer

YMUHUT Bac NapoBo3.
W nna mensa

3aXJIONHETCS MeYalbHO
Crpanuna camoi

KpaCcO4HOM U3 Ipés.

Tonbko pa3 ObIBaeT KpacoTa
Ha y30pax Omekibix
KU3HEHHOW KaHBBI.
TonbKo pa3 cObIBacTCS MevTa,
W nns meHst BceM 3TUM ObLITH BB

51 ne xouy

pa3iIyKH U MPOIIAHbs,
Kak He xouy,

yT0O COJIHIIA CBET IOTac.
U Oynet XuTh

B JIyllIe BOCTIOMHUHAHBE
O Bamem ronoce

1 OJIeCKe BallluX IJIas3.

Tonpko pa3 ObIBaeT KpacoTa. ..

N B TEeKCTOBOM, U B MY3bIKaJJbHOM OTHO-
LIEHUH 3TOT POMAHC — MPSAMON HACIEAHUK
pycckon Tpamuiuu XIX Beka; u cioBa, U
OTJENIbHbIE MHTOHALIMM BBI3BIBAIOT Pa3HO-
oOpa3Hble aJUTFO3UU C POMAHCOBOH KJlaccu-
KOoi. Brpouem, TpaaMLMOHHBIX «THEIBIX»
B 3ToM «IIpomanum» 3aMeHus mapoBo3, HO
3TO U €CTECTBEHHO, KOJIb CKOPO MUHHUATIO-
pa HalucaHa B CEPEIMHE ABAALIATHIX T'OI0B
IPOLUIOTO CTOJNETHS.

BMmecre ¢ TeM cienyer oOpaTUTh BHH-
MaHHE Ha MHTOHAIIMOHHYIO CHEIU(UKY po-
MaHca: OoMbIIasi ero 4acTh (BIUIOTH A0 u-
HAJIBHOM KYJIbBMUHAIMH, COITPOBOXKIAEMOUN
«B3JE€TOM» Ha OKTAaBy U Jajee Ha HOHY —
3HaK HEMPEMEHHOIO POMAHCOBOIO «HAJPbI-
Ba») HalMcaHa B HEOOJBIIOM JHara3oHe,
IPENOJararwlleM CKOpee pa3rOBOPHOCTD,
HEXENM KAHTUJIEHHOCTh M BOKAJIM3ALUIO.
OT1oT npuéM — XapakTepHas 0COOEHHOCTh
CTWJI «TaK Ha3bIBAEMOIO JIeKJIaMallOH-
HOTO TII€HHUS, COEIUHSIOLIET0 MY3bIKaJIb-
HYI0 HAaleBHOCTb, ACKIAMALMI0O M aKTEp-
ckyro urpy»'’. Kak crnpaBeminBo yka3biBaeT
H. Terepuna, Takoil CTUIIb CIIOXKHWICS B pyC-
CKHX Tearpax MHHHATIOP YCHUJIMSAMH CaMbIX
pa3HBIX NEBLOB U NEBULl — B IEPBYIO O4YE-
peas A. Beprunckoro, 1. Kpemep u apyrux.
OpnHako, HACKOJIBKO MOXHO CYIUTb, HU OJJUH
UCIIOJIHUTEND BIUIOTH 10 KypakuHou ¢ mo-
TOOHBIM pENepTyapoM U B 01I00HOI MaHepe
Ha cueHe «KpuBoro 3epkaia» He BBICTyIIA.

«IIpourpeiBanue» CrHOKETa Yy TEBUIIbI
OBbLI0, MO-BUIMMOMY, Ha BBICOTE, TOCKOIBKY

' HoTbl pyKOIIMCHBIE, IaTUPOBKA HAa TUTYJILHOM JucTe — 1926 roa. JlapcTBeHHbIC HAAMUCH KOMITO3UTOPA
U MO3TECCHl NMPU 3TOM JaTHpOBaHbI TojoM mno3zxke: «TananminBoil Kecennn Brnagumuposue Kypakunoii ot
uckpensero apyra . A. Ilpunxepa. 16.111.1927»; «/loporoit Kucke [mpo3sumie K. Kypakunoit B kpyry
omm3kux. — H. E.] ot kpenkomoosiielt Mapunsl Kapenunoii. Jlenunrpan 16 mapra 1927 rogax». MHTepecHo,
oJiHaKo, uTo nocBamEH pomanc He K. B. Kypakunoit, a qpyroii neBuiie — BechbMa 3HAMEHUTOM B TO BpeMs

JI. H. Konym60Boii.

17 Terepuna H. 1. My3bika B Teatpax munuatiop // Ucropus pycckoii my3siku. B 10 1. T. 106. M., 2004.

C. 793.
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PELEH3EHThI HE pa3 OTMeYaldu B €€ BBICTY-
IUICHUSIX «HEAYPHYIO pa3paOOTaHHOCTHY»
«JlpaMaTUYeCKUX CLEH», «IOAKYHAIOUIYIO
BHEIIHOCTh, XOPOIIYI0 AMKIHUI0 U 3HAuU-
TeJIbHYI0 BbIpasuteabHOCThY (Bb. Tope)'s,
a TaKK€ «IPEKPACHYIO TEXHUKY JeKama-
uuu necen» (I. banpkoBckuit). Yero, Bepo-
ATHO, HEJIb3s1 ObLIO CKa3aTh O MYy3bIKaJIbHOU
CTOpPOHE €€ NapOBaHMUs, IOCKOIBKY, 11O BbI-
paxenuto toro xe [opeBa, oHa obnanana
«TYCKJIBIM» TOJIOCOM.

OctpanHoe mactepcTtBo KypakuHoil He
BBI3BIBAJIO COMHEHHI, HO OCHOBHOM IpH-
YUHON HEJIOBOJIBCTBA €10, KAK YXKE YIOMHU-
Hanock, ObUT penepryap. Tak, peneH3eHT
baHpKOBCKMI — BEPOATHO, HICKPEHHE — CO-
JKAJIEET, YTO IPH BCEU «IPEKPACHON TEXHU-
K€ JeKJIaMaluu» IeBUlla M30HpaeT CTUJIb,
BeCbMa «HAJIEKHI OT COBPEMEHHOCTH I10
temiy u o gopmer»'’. «Kaszanoce Obl, B Ha-
LIEH JKA3HU CTOJIBKO MOBCEAHEBHON pOMaH-
THKH, YTO MOXKHO OFI €€ M He 3aHnMaTh B Jla-
THHCKOM KBaprajae»n’’, — CeTyeT OH.

[opa3no Oosiee MPOHUIATENBHBIM OKa-
3an0ck cyxnaeHue bopuca bpoagHckoro:
«...Hy’)kHO xanetb, uyTo Kcenus Kypaku-
Ha, HECOMHEHHO OO0iajaronasi 3CTpaaHbIM
MacTepcTBOM, paboTtaer “cBod pemepryap”
BCEpPbE3, HE MBITASICh MAPOJHUEN B30pBATH
ero U3HyTpm»*'.

N BnpsiMp, Oomnbliasi 4acTb «CTApOTo»
penepTyapa NeBULbI NPEI0CTABIIIIA TAKYIO
BO3MOXHOCTb, IMOCKOJIbKY B HEW aKTHBHO
HCIIOJIH30BATIUCh TIOATHUYECKUE, CIOKETHBIE,
MY3bIKAJIBHBIE CTEPEOTHUIIBI PYCCKOM JI0pe-
BOJIFOLIMOHHOM 3CTPAJIbL.

Ho Kypaknna sToro caenars He cMora.
WNinm He 3axorena.

U B 1928 roay paccranack ¢ moIMOCTKa-
mu «KpuBoro 3epkamnay.

[IpunuuHa e€ yxona HesAcHa. B cBoen aB-
ToOWorpadu OHa YKJIOHYHMBO OOBSCHSIET,
9TO «Maible GopMbl mepectanu [e€] ymos-
JIETBOPATh, U [OHA| PEIIMTEIBLHO MOBEPHY-
Jla CHOBA K TeaTpy, OCTAHOBUBIINCH Ha Ma-
JICHBKOM KOJUIEKTHUBE»*? — Tearpe «Kusast
KHUT Q.

Opnnako, ObITh MOXKET, HACTOSIIIAs IpPHU-
YUHA KPOETCS B MHOM: MHTEPMEIUH IEBU-
Ibl 1IUIA Bpa3pe3 C HACTOMYUBBIMU PEKO-
MEHIAIMSIMU COBETCKOM BiacTH, 1a u HOII
MOCTENEHHO CXOJWJ Ha HeT. Tak uiau uHa-
4e, HO CBOUM penepryapoM Kypakuna siBHO
BbIOMBaJIach W3 O0OIIel MapoauiHO-CcaTH-
pUYECKOM HAMPaBIEHHOCTH TeaTpa U Jaxe
pe3ko koHTpacTupoBasia ei. Ha mogmocTkax
«Kpusoro 3epkana» Kypakuna npoxmua mna-
paJuIeNIbHYI0, B Y€M-TO JaKe HU30JUPOBaH-
HYIO OT Tearpa ku3Hb. Ho mpoxuiia ona e€
«B CBOEM penepryapey.
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My3bika kuHeMaTorpadpa «HOBOM UCKPEHHOCTUY

Onus BeeBostogoBua Muxeesa

Bcepoccuiickuil 2ocyoapcmeennulil ynugepcumem xunemamozpagpuu
umenu C. A. I'epacumosa (BI'UK), e. Mockesa, Poccus,
Julmikheeva@gmail.com, https.//orcid.org/0000-0003-0788-3742

Annomayun. B cratbe NpencTaBlieHbl OCHOBHBIC NMPHHIUIBI M TMPH3HAKK KHHEeMarorpada
«HOBOW HMCKPEHHOCTH», 3asBHUBIIEr0 o0 cede B 1980-x M OTpa3HWBIIETO Ba)KHOE HAaIpaBICHUE
COBPEMEHHOM XyJOKECTBEHHOW M (HHIOCOPCKO-ICTETHUECKOW MBICIM B BHIE OTXOIa OT
MOCTMOJICPHUCTCKOM UpOHHMU. B TO ke Bpemsi BaKHOW «METOIOJIOTUYECKOI» YCTAHOBKOHM ISt
co3zarens Xy/JI0KECTBEHHOTO TIPOM3BEICHHUS ATOTO HAIPABJICHUS SBISETCS TOUCK OajaHca MKy
WCKPEHHOCTBIO M UPOHHEH. 3HAUUMBIM TIPUMEPOM HAXOXJICHUS TaKOro OallaHca MOKET CIYXKHTh
TBOpYECTBO PUHCKOTO KMHOpexuccépa Aku Kayprucmsiku. B craTbe npencraBiieH 3ByKO3pUTEIIbHBIN
aHanu3 TpEx HanboJee M3BECTHBIX U PENPE3CHTATUBHBIX B OTHOIIICHUN aBTOPCKOTO CTHJISI KapPTHH,
BKIIIOUEHHBIX KHHOKPHUTUKAMU B TaK HAa3bIBAEMYIO «IPOJETAPCKYI0 Tpuioruiw» — «TeHn
B paro» (1986), «Apmaaby» (1988) u «/leBymka co cimueunoit gadbpuxu» (1990). B atux dunpmax
BBIKPHCTAJITH30BAJICS U MYy 3BbIKAJIbHBIH «JIEKCUKOH» KaypuCMSIK — OpUTHHATIBHBIHN, PA3HOCTHIIEBOU
U B TO XK€ BpEMsl YIUBUTEIILHO OPTaHHMYHBINA HA0Op «OMO3HABATEIBLHBIX MPU3HAKOBY MY3bIKAJILHOU
aTMoCQephl ero KapTHH.

[TpoBenénHplii aHamM3 OCOOEGHHOCTEH (YHKIIMOHUPOBAHHUS MY3bIKH B (uibMax AKH
KaypucMmsiku 1o3BOJISIET clenaTh CICAYIONIME BBIBOIBI: MY3BIKaJbHOE COMPOBOXKICHUE JIH30/1a
¢bwibMa co31aéT BO3MOXHOCTh JUISI OTIOCPEIOBAHHOTO, YaCTO TOHKO-MPOHUYHOTO, HO HCKPEHHETO
ABTOPCKOTO BBICKA3bIBaHUs, 0€3 MPSMOIMHEHHOTO O3BYYMBAHUS CMBICIIA BHYTPHUKAIPOBOTO
JICWCTBUS; OCO3HAHHBIA JIMYHBIA BBHIOOP MY3BIKAIBHOTO Marepuaia (Kak My3bIKaJIbHBIX IUTAT,
TaK ¥ OPUTHHAIBHBIX KOMITO3UIIUI), B COUECTAaHUH C BH3YaJIbHBIM PSZIOM, CIIOCOOCTBYET CO3IaHUIO
MOJTMCEMaHTHUECKUX (MHTEPTEKCTYyalbHBIX) ayIMOBH3YAJIbHBIX 00pa30B; B3aUMOCBS3b MY3BIKH
(buIbMa ¢ BHEDKPAHHBIM MUPOM PEXHCCEPA SIBISETCS OJHUM M3 BOKHBIX MPUHIUIIOB MTPOSBICHUS
«HOBOW HMCKPEHHOCTH» B KWHeMatorpade W CO3/IaHUs YHHKAJIbHBIX XYIOKECTBEHHBIX YKPAHHBIX
00pa3oB; WCIOIB30BAHUE JIMYHOTO «MY3BIKAIBHOTO JIGKCHKOHA» CTAHOBUTCS OTIHMYUTEIHHBIM
MPU3HAKOM aBTOPCKOTO XYJO)KECTBEHHOTO CTHJISI B KHHOPEXKHCCYpPE, B TOM YHCIE Onaromaps
MY3BIKaJIbHBIM METAI[UTAaTaM, CTHIIMCTHYCCKU O0BEINHSIONIMM PA3JINYHbIe (PUITBMBI pEXUCCEpa.

© Muxeesa 10. B., 2023
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Jlna yumuposanusa: MuxeeBa 0. B. My3bika kuHematorpada «HOBOH HCKPEHHOCTH» //
[Tpob6nembr My3bikanbHON Haykw / Music Scholarship. 2023. Ne 2. C. 140-149.
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Artistic Synthesis
and the Interaction between the Arts

Original article
Music of the Cinema of the “"New Sincerity”

Julia V. Mikheeva

Russian State University of Cinematography named after S. Gerasimov (VGIK),
Moscow, Russia,
Julmikheeva@gmail.com, https.//orcid.org/0000-0003-0788-3742

Abstract. The article presents the basic principles and features of the cinema of the “new
sincerity”, which asserted itself in the 1980s and reflected an important trend of modern artistic
and philosophical-aesthetic thought in the form of a departure from postmodern irony. At the same
time, an important “methodological” approach for a creator of a work of art in this direction is
to find a balance between sincerity and irony. A significant example of finding such a balance is
the work of Finnish film producer Aki Kaurisméki. The article presents a sound analysis of the
three of the most famous films that are the most representative of the producer’s style, classified
by critics as the so-called “proletarian trilogy” — Shadows in Paradise (1986), Ariel (1988) and
The Girl from the Match Factory (1990). In these films, Kaurismiki’s musical “lexicon” is,
likewise, crystallized, presenting an original, diverse and, at the same time, surprisingly organic
set of “identifying signs” of the musical atmosphere of his movies.

An analysis of the features of the functioning role of the music in Aki Kaurismiki’s films
(both as presented in the text and as remaining outside it) makes it possible for us to arrive
at the following conclusions: the musical accompaniment of an episode of a film creates an
opportunity for an indirect, often subtly ironic, but, nonetheless, sincere author’s statement,
without a straightforward voicing of the meaning of the intra-frame action; a conscious personal
choice of the musical material (both the musical quotations and the original compositions),
combined with the visuals, contributes to the creation of polysemantic (intertextual) audiovisual
images; the relationship of the film’s music with the producer’s off-screen world presents one
of the important principles and an effective way of manifesting “new sincerity” in cinema,
simultaneously contributing to the creation of unique artistic screen images; the use of a personal
“musical lexicon” contributes to the development of the author’s artistic style in filmmaking,

141



Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. Ne 2

one manifestation of which is bringing in musical meta-quotations that stylistically unify the

producer’s various films.

Keywords: New Sincerity cinema, auteur cinematography, Aki Kaurismiki, sound solution of
film, musical quotation in cinema, intertextuality, polysemantics of the screen image, aesthetics of

the cinema

For citation: Mikheeva Ju. V. Music of the Cinema of the “New Sincerity”. Problemy muzykal'noi
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1980-x romax B ¢pusrocockoM U Mc-
KyCCTBOBEIUECKOM JIUCKypCE TOs-
BUJICSI TEPMUH «HOBAsi HCKPEHHOCTB)
(New Sincerity). 9To moHsATHE, BBEIEHHOE
MPAKTUYECKHA OJHOBPEMEHHO HECKOIBKUMHU
MpencTaBUTENsIMU PUI0CO(CKOTO U XyHO-
KECTBEHHOTO0 COO0OIIECTBa, CTajo pe3ylib-
TaTOM OCMBICJICHUSI OTBETa BPEMEHHU Ha HC-
4eprnaHHOCTh MPUHIIUIIOB IIOCTMOACPHU3MA,
B YAaCTHOCTH MPOHUU M UPOHUYECKOU NHUC-
TaHIIUA aBTOPCKOTO B3IVIsIa B TBOPUECTBE,
TMOPOJMBIINAX CBOETO PO/ «IMOJOCY OTUYXK-
JCHUS MEXKIY TBOPEHHUEM U YeJIOBEUECKUM
CO3HaHHUEM.
®dunocod Mwuxamn DumreitH omucan
HOBOE TOHSATHE B CIEAYIOIIHX TE3UCaX:
«ITocTkOHIIENTYaTN3M, WU “‘HOBasi UCKPEH-
HOCTBH’’ — OIIBIT MCITOJIb30BaHUA ‘‘TaIIINX,
OMEPTBEJIBIX SI3BIKOB C JIIOOOBBIO K HUM,
C YMCTBHIM BOOJYIIEBIIEHUEM, KaK Obl Mpeo-
JI0JIEBasl TOJIOCY OTYYKAeHus. Eciau B KoH-
HENTyaJIn3Me TOCIOJCTBYET a0CypIUCTCKAs,
TO B TMOCTKOHIENTyaJlu3Me — HOCTalb-
THYeCKass yCTaHOBKA: JIUPUYECKOE 3JIaHUE
BOCCTAHABIIMBACTCSI Ha AHTHIMPUIECCKOM
marepuaie — O0TOpocax HJIe0IOTHUYECKOM

1

KyXHH, OJIy>KJIal0IMX Pa3rOBOPHBIX KIIHILE,
AIIEMEHTAaX MHOCTPAHHOM JICKCUKU'.

[TosT Imutpuii [Ipuros, B cBOI0O OYe-
pellb, TAKXE€ OTMEYaJ BEKTOpP IBUKCHUS
XYAOKECTBEHHOM  MBICIH, IPUBEALINN
K aBTOPCKOM HCKPEHHOCTH KakK «HOBO-
My-cTapoMmy» sBieHMIO: «B mnpenenax
YTBEPAUBLIECHCS COBPEMEHHOM TOTAJIBHOU
KOHBEHLIIMOHAJIBHOCTH  SI3BIKOB MCKYCCTBO
oOpaleHust IpeuMyIIECTBEHHO K TpaIulu-
OHHO CJIOXKHUBILIEMYCS JINPUKO-UCIIOBEAAIIb-
HOMY JTUCKYPCY U MOKET OBITh Ha3BaHO “‘HO-
BOM HCKPECHHOCTBHIO »2.

B 3anagHOM TeopuM IOHATHE «HOBAs
HUCKPEHHOCTB» CBSI3bIBACTCSI C UMECHEM M-
carens [IrBuna @ocrepa Yosieca, KOTOPbI
B cBoEM acce E Unibus Pluram: Television
and U.S. Fiction (1993) npencka3siBai me-
pexon oOT mpeolnaiamilero HWPOHUYHO-
ro0 MOCTMOIEPHUCTCKOIO B3IVIAJa aBTOPOB
K TBOPYECTBY «HOBBIX OyHTapen», KOTOpbIe
«PUCKYIOT OBbITh OOBMHEHHBIMU B CKYKE U
0aHaJIbHOCTH, CEHTUMEHTAJIBHOCTH, MEJIO-
JIPaMaTUIHOCTH, IOBEPUUBOCTI .

«HoBasi HICKpEHHOCTB)» cTajna OJHUM U3
NPU3HAKOB M XyJ0’KECTBEHHBIX ITPOSBICHUI

Ommreitn M. Karanmor HOBBIX mo33uii // CoBpeMeHHass pycckas modsms mociie 1966. [IBys3braHas

anTonorus. bepiwa: O6epoaym Bepiar, 1990. C. 359-367.

2

MARGINEM, 1999. C. 64.

[Tpuros /. HoBas mckpernocts // CiioBaph TEPMHHOB MOCKOBCKOHM KOHIENTyalnbHOW IMIKOIBL. M.: AD

3 Wallace D. F. E Unibus Pluram: Television and U.S. Fiction // Review of Contemporary Fiction, 1993,

Summer. P. 193.
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MOCTIIOCTMOAEPHU3MA, TPHUIICANIETO Ha
CMEHY MOCTMOJIEPHU3MY B KOHIle XX Beka.
B nepBble 1NOCHEBOEHHBIE JECATUIICTHUS
WPOHUYHBIA MOCTMOAEPHUCTCKAN MOIXO
B JIUTEpAType M UCKYCCTBE ObLI, MO BBIpa-
xenuto O. Mccepce, «eIMHCTBEHHO BO3MOXK-
HBIM CIIOCOOOM BOCIPHUATHSI PEATbLHOCTH,
CPEJICTBOM 3aJICYUTh PAHBI TOTO BPEMEHUY
[1, c. 217]. TlosiBeHHE B XyI0’KECTBEHHOM
MIPOCTPAHCTBE «HOBOW YYBCTBEHHOCTH)» BO
MHOTOM OTPa3HWJIO MPOOJIEMbl U COCTOSTHUE
CO3HAHMSI YEJIOBEKa YXKE JAPYroro BPEMEHH.
Kax nmomuepkuBaet A. Bypos: «Ceroaus eB-
porneickuil KuHemarorpad oka3bIBaeTCs HE
TOJIBKO 3CTETUYECKUM, HO U HHTEIJIEKTY-
aJbHBIM TMPOEKTOM, CTaBAIIUM M aKTyaJlH-
3UPYIONIUM B CIOKETE M BU3yaJbHON 00pas-
HOCTH MPOOJIEeMaTUKy COBPEMEHHOCTH» [2,
c. 358]. B 1o xe BpeMs CTOUT COINIACUThb-
ca ¢ yrBepxkaeHuem A. Ocokuna: «HoBas
HUCKPEHHOCTb... 3TO HE CIIOHTAHHO TepeHe-
cEHHasl B TEKCT €CTECTBEHHOCTh CyOBEKTa,
a XyJIO)KeCTBEHHAasl TMpaKTHWKa, HE SKBHBa-
JICHTHasi UCKPEHHOCTU B OBITOBOM MOHHMa-
HUHU, HO TIpeAnojaraonas e€ KOHIEeNnTyalb-
HO€ ocMbIcieHue» [3, c. 13].

B oredyecTBEHHOM WCKYCCTBE «HOBas
HCKPEHHOCTB» TMOJIy4YWia JOCTaTOYHO 3Ha-
YIMO€ BOIUIOIICHHUE, B YaCTHOCTH B aBTOP-
ckoM kuHemarorpade 2000-2010-x romos.
B ¢unemax Bacumus Curapesa («Bom-
qok», 2009; «XKutey», 2012), Cepres JlobGa-
Ha («IIemmby, 2005; «IlamuTo-mmoy», 2011),
NBana Bripsinaea («Kucnopon», 2009)
MIPOSIBIISIFOTCS XapaKTEPHBIE CTUITUCTUYECKHE
U JIpamMaTypruyeckue 0CoOOEHHOCTU POCCHIA-

CKOTO HAampaBJIeHUS! KUHO «HOBOW HCKPEH-
HOCTH», KoTopble oTMedaeT M. Kysnerosa:
«...MH(AHTUIIBHBIN repoil, TpaHCISAIMS AUC-
Kypca reposi, Wrpa Hemnpo]eccuOHAIbHBIX
aKTEPOB-TUIIAXKEN, CMELIEHHUE KAHPOB, IK3U-
CTeHIIMANIbHAs TpoOnemMaTrka»®, B aToi ke
CTarbe MOAYEPKUBAETCS, UYTO Ul UCKYCCTBA
ATOTO HAIpPAaBJICHUS XapaKTepeH «IOHCK Oa-
JIAHCA MEXJTy UCKPEHHOCTBIO ¥ UPOHHEH» .

Kunokputuk H. JlaBpeukuii B crarbe
2019 roga paccyxaaeT 0 MOCTUPOHUHU Kak
npu3Hake MHOruX KuHopmibMoB 2010-x,
KOTOPYI0 MOYKHO paccMaTpHUBaTh YK€ Kak
BeAyILUN TpeHa KuHemaTtorpada 3Toro Je-
CATUINIETUA: «DIEMEHTbl HOBOW HCKPEHHO-
CTH ¥ IOCTUPOHUYHOTO aBTOPCKOI'0O B3MNIsA1a
MOXKHO IIPH JKEJIAaHWUU OTBICKATh B JECATKAX
nomynsapHeIX GuibMoB. OIHO SICHO TOYHO:
NOCTUPOHUS 3aCIyX UJIa CBOE MECTO B Iie-
pEYHE IJIaBHBIX SIBJICHUN B KMHO IMOAXOAS-
HIUX K GUHATTY JECATHIX TOA0B)»’.

B ymomsiHyTBIX BBIIIE OTEUECTBEHHBIX
kuHOKapTHHaxX 2010-x OamaHc MeXIy HC-
KPEHHOCTBIO M HMPOHHUEHN JOCTUraercs Ja-
JIEKO HE BCerjga — 3a4acTyl0 IPOUCXOIUT
nepeBec Ha CTOPOHY Tparuyeckoro abcypaa
WK (PU3NOJIOTHUECKOTO HaTypaliu3Ma Kak
NPOSIBJIEHUIT HMCKPEHHETO0 aBTOPCKOIO To-
joca (MHOTIIA MEePeXosAIero B OTYAsTHHBIN
KPHUK), HO UPOHHUS (TeM 0oJiee CaMOUPOHUS)
KaK TOHKasl UHMOHAYUs BBICKA3bIBAHUS —
BO3MOXHO, B CHJTy OCOOCHHOCTEH KECTKUX,
NaXKe JKECTOKUX CIIeHapueB OOJIbIIMHCTBA
ITUX NPOU3BEJECHUN — HE CTOJIb XapaKTep-
Ha JJI1 POCCUICKOTO KHHO «HOBOW MCKpEH-
HocTH». OfHAako U Takue (UIbBMBI €CTh,

4 Kysnenoa M. O. MoTuB [1BoitHHKA B KuHematorpade «HoBoi uckpenHoctn» // Bectauk BI'UK. 2018.

Ne 3 (37).C. 87.
5 Tam xe.

6 JlaBperkmii H. 51 Takast MeTa-MeTa: MOCTUPOHHS KaK TIaBHbIA TpeHa B Kuro 2010-x romos // IckyccTBO
kmHO. 2019. Ne 3. URL: https:/kinoart.ru/texts/ya-takaya-meta-meta-postironiya-kak-glavnyy-trend-v-kino-

2010-h-godov (mara obpamenus: 07.05.2023).
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Y IMEHHO OHU BBI3BIBAIOT HAMOOJBIITUHN 3pH-
TEJIbCKUNA OTKIUK (Hampumep, «ApPUTMH
pexuccépa bopuca XneOnukosa, 2017).
CTtouT OTMETUTH, YTO ATH KHUHOKAPTHHBI
BO MHOTOM HacJl€AyIT T'YMaHUCTHYECKYIO,
WCIIOBEAJIbHYI0O MHTOHAIIMIO U CIOXKETHBIE
JIMHUU KMHO «OTTEIEeNn», KOTOopasi, CJIOBaMHU
B. BunorpanoBa, «Bo3poauiia K >KU3HH
HOBOT'O Ieposi, HAISKIy Ha “3py MuUiocep-
musi”» [4, c. 61]. B To e Bpewmsi, Kak 3aMeya-
et M. Ky3HenoBa, «reMa myCTOThI, pa3psbl-
Ba, HE3allOJIHEHHOCTH... OKa3ajlaCb PaBHO
aKTyajbHa U JJIA “‘OTTenenau’”, u A ‘“‘HOBOU
HUCKpeHHOCTH » [5, ¢. 174]. O6mas ryma-
HUCTUYECKAsl MPEEMCTBEHHOCTh <«HOBOM
HMCKPEHHOCTU» NAET MOBOJ JJI1 ONTUMUCTH-
YECKOTO0 B3IVIsA/1a HA PA3BUTHE 3TOTO HAMPaB-
JIEHUS COBPEMEHHOIO POCCHUIICKOTO KHHO
1 noAarBepxkacHusa cioB H. MaHbKOBCKOM:
«XapakTepHbIMH OCOOEHHOCTSIMH PYCCKOTO
BAapUaHTa MOCTIOCTMOACPHHU3MA SIBIISIIOTCS
HOBasi UCKPEHHOCTh M ayTEHTHUYHOCTb, HO-
BbIi T'yMaHU3M, HOBBIM YTOIM3M, COYETa-
HUE€ MHTEpPECa K IPOILIJIOMY C OTKPBITOCTBIO
OyayIemMy, CoClararelibHOCTh, ‘‘MsITKHe”
CTETUYECKUE [IEHHOCTHY .

[Touck GamaHca MEXIy HCKPEHHOCTBIO
U UPOHHEU SIBIIETCS BAXKHOU «METOHOJIO-
TUYECKOI» YCTaHOBKOW JUIsl cO3/arens Xy-
JIO’)KECTBEHHOTO  ITPOM3BEICHUS, KOTOpast
MpU3BaHa YAEPKUBATH ABTOpAa OT «CKAThI-
BaHUS» B UBNUIIHIOW (JIMIIEHHYIO Xy0XKe-
CTBEHHOW 00pa3HOCTH) OTKPOBEHHOCTH, OT
MOIMEHBbI UCKPEHHOCTH — OaHaJIbHOCTHIO,
BBICTPAJIaHHON YEeCTHOCTH — Ma(OCHBIM
HpaBoyueHHeM. I B 3TOM OTHOUIEHUU €CTh
MPUMEPHl  YIAYHOTO HAXOXKJICHHUS TaKoro
paBHOBECUSI TIpU COXPAaHEHHM HWHIUBUIY-
aNbHBIX OCOOEHHOCTEH aBTOPCKOTO CTHIIS

7

U JOCTHKEHHUSl BBICOKOTO XYyJOXECTBEH-
HOTo YpOBHs mpousBeneHus. OauH U3 Ta-
KUX TPUMEPOB — TBOPYECTBO (PUHCKOTO
KnHOpexkuccépa Axu  Kaypucmskuy, spko
3asBUBIIETO O cebe B cepenuHe 1980-x,
OJTHOBPEMEHHO C KOHIIENTyaJu3alue B
TEOPETUYECKOM JTUCKYpPCE MOHATUS «HOBOMU
UCKPEHHOCTH». AKTyaJIbHOCTh OOpalieHus
K TBOpuecTBY Kaypucmsiku MOXHO apry-
MEHTUPOBaTh U ABTOPUTETHBIM MHEHUEM
KMHOKpUTHKAa AHapes I[lmaxoBa, KOTOpBIH
MOIYEPKUBAIL, YTO B OCHOBE 3HAYEHUS TBOP-
YECTBA ITOI0 PEKUCCEPA — «...pasyMeeTcs,
TaJaHT U CUJIa JUYHOCTH, HO TaKKe ryma-
HU3M, BHUMaHUE K COLMAJIbHBIM M AYIIEB-
HBIM TpaBMaM, yMeHue, usberas madoca,
MBICIIUTh MH(OMOITUYECKUMHU KaTeropusi-
Mu. To, 4ero sIBHO HE XBaTaeT HOBOMY IIO-
KOJIEHUIO POCCUMCKUX PEXKUCCEPOB U BCEMY
HaleMy KuHeMmatorpapy»®.

B nmanHom ciywae Kaypucmsku mnpen-
CTaBJSIET OCOOBIM HMHTEpEC TEM, YTO €ro
PEXKUCCEPCKUM CTUIIbL HEMBICTUM 0€3 My-
3bIKaJIbHOW COCTABJISAIOLIENH, HWIparoIIe
BAKHEHIYI0, @ WHOTAA OINpPEIEIISIONYIO
poJib B CO3JaHUU 0CO00H, «UCKpEHHEW»
arMocdepsl ero GpuiabMoB. B 3ToM cmbIc-
Jie 3BYKO3PUTENBHBIA aHAIU3 KUHOPAOOT
pexuccépa mpeanonaraet, IOMMMO OIKCa-
TEIbHO-aHAJIUTUYECKOTO IOAX0/Aa, MpHUMeE-
HEHUE pAJIa METOAO0JIOTMYECKUX MPUHIUIIOB
bun0codCKO-3CTETHUECKON TE€PMEHEBTHKH,
PACHIMPSIOLINX TPAHUIIBI AHAJIN3a KUHOTEK-
cTa Omarogaps «BBIXOIY» B aBTOPCKHI MU
pexuccépa.

Hauunas ¢ mepBoit HeurpoBoi («Caii-
Maa-siieHue», 1981) u urposoit («Ilpe-
CTyIUICHHE U Haka3aHue», 1983) palor,
Kaxaeli  ¢unpm  KaypucMmsiku MOXeT

Masnrpkosckass H. b. ITocrmoctMonepamsm // JIGKCUKOH HOHKIIACCHKH. XYHOKECTBEHHO-3CTETHYECKast

kynbrypa XX Beka. M.; CII0.: LlenTp rymanuTapHsix naunuaTtus, 2021. C. 354.

8

[TnaxoB A. C., IInaxosa E. 1. Axu Kaypucmsku. [Tocnennuii pomantik. M.: HJ10, 2006. C. 10.
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paccMarpuBarbCs B OTAEIBHOCTH C TOYKH
3pEeHHs] POJIM M 3HAUCHUSI B HEM MY3BIKH.
OcTaHoBuMCS Ha TpEX, NOXKaIyl, HaubosIee
M3BECTHBIX M PENpPE3eHTAaTUBHBIX OTHOCHU-
TEJIbHO aBTOPCKOI'O CTUJISl KapTHHAX, BKIIIO-
YEHHBIX KHHOKPUTUKAMU B TaK HA3bIBAEMYIO
«HIpOoNETapCKyto Tpuioruto» Kaypucmsku.

OunbmMbl Tpwiiorun — «TeHn B paro»
(1986), «Apuanb» (1988) u «/leBymika co
cnmyeuHoit padbpuxu» (1990) — BomnoTmin
MIPUHIUIIBI  aBTOPCKOM 3CTETHKH, KOTOPBIE
CBOMCTBEHHBI U MHOTMIM JPYT'HUM — MpPE/IIIie-
CTBYIOIIIMM M IOCIEAYIOIHUM — KapTUHAM
pexuccépa. B atux ¢unpmax mepen 3pute-
JSIMM TIPEACTAET, ¢ U3PSATHOM JI0JIEN CBOE-
00pa3HOro MpayHOBATOro KOMOpa, MUpP TaK
Ha3bIBaeMOW «AKWIaHIUW»: (PUHCKUE 3a-
XOJIyCTbsl, TOPOJICKHE OKPAWHBI, JETPECCUB-
HbIE pailoHBI, 3aBOJICKUE U (paOpUUHbIE 1IeXa,
MIPOCTOM JIFOJ, — MYCOPILIMKH, IIAXTEPHI,
yOOPIINKH, OXpPaHHUKHU, TTPOAABILIHUIIBI, Oe3-
paboTHBIE ¥ Oe3710MHBIC, HE BHIHUMAFOIIINE
CUTapeTy M30 pTa, HO Pa3roBapyBaOIINE —
TOYHEee, OOMEHMBAIOIIUECS JIAKOHUYHBIMU
peIUIMKaMU — Ha JIUTepaTypHoM si3bike XIX
BeKa (4TO OCOOEHHO CMEMIUT (PUHCKUX 3pHU-
Tesei), a TakKe HOCSIINE CTPOrHe KOCTIO-
MBI, O€JIbIe PYOAIllKH U TaJICTYKH.

B «mponerapckoil TpUIOTMN» BBIKPH-
CTAJUIU30BAJICS U MY3bIKAIbHBIA «JIEKCUKOH)
Kaypucmsiku — OpUruHaiabHbIN, pa3HOCTH-
JIEBOM U B TO K€ BPEMS YIAMBUTEJIBHO Opra-
HUYHBIN HabOp «OTMO3HABATENIbHBIX MPU3HA-
KOB» MY3BIKQJIbHOM aTMOC(hephl ero KapTHH:
uuTarsl U3 cuMponndeckoit Mmy3biku /1. Illo-
crakopnua u II. YalikoBCKOro, CEHTHUMEH-
TajdbHOE (PUHCKOE TAHTO, HOCTAJIBIHMYECKUE
(B TOM UHMCIIE COBETCKHE) 3CTPaJHbIC TIECHU
1950-1960-x, O:1r030BBIE U IKa30BbIE MEJIO-

’ Mysbika B punbmax Aku Kaypucmsiku. URL
07.05.2023).
10 Tam xe.

JIUY, TION-MY3bIKa U POK-H-POJIJI U3 CTapbIX
MY3bIKaJIbHBIX aBTOMAaToOB U TPAH3UCTOPOB,
a TaKKe 3anafHbld poK U QUHCKAsl pOK-MY-
3pika 1980-x (B TOM umcie B BHUIE POK-
apaHXXUPOBOK KJIacCHYecKo My3blkH). Cam
peXHCCEP OMUCHIBAET 3Ty CTOPOHY CBOEHU
paboTbl Hax (HUIBMOM JOBOJIBHO MPO3any-
HO: «S] BBIOMpar0 My3bIKy B CaMBbIi TOCIE-
HUW MOMEHT, Korja (pujibM CMOHTHPOBaH U
3BYKOOIIEpaTop MOJArOTOBHII 3BYKOBYHO [10-
POXKY, TOrJa Mbl HAaYMHAEM HaKJIAJbIBaTh
MY3bIKy Ha u300pakeHrne. OOBIYHO Ha STOM
sTarne s pabdotato B [1IBerun, Toraa st 3axoxy
B MarasuH, HaKyIaw pa3HbIX AUCKOB; IOTOM
BO BpeMs MHKIIUPOBAHUS 3BYKOOIEPATOP
OCTaBJISIET OJUH KaHAJI JUIsl MEHS, 5 CITyLIAl0
MY3BIKY U OJTHOBPEMEHHO CJIeXKY 3a n300pa-
KEHHEM U IMaJioraMu U MPEJCTaBISIO ceoe,
KaKOM MY3bIKAJIbHBIA OTPBIBOK IOIXOAMT.
Hakonern Mbl npuctynaemM K OKOHYaTeJIbHO-
MYy MUKIIMPOBAHUIO, U Y MEHS €CTh OTIENb-
HBI KaHajd ¥ py4yka MHUKIIEpa, U s JUYHO
CJIEXY 3a BCTYIUICHUEM M KOHILIOM MY3bIKH,
a TaKXKe 32 TPOMKOCTBIO. DTOT MOMEHT —
BCET/Ia MOCIIEAHUH B paboTe Ha PHUITEMOM)’.

Ho rnaBHBI nmpuHOMN pexuccépa ObLT
BBIPAQXKEH UM BCETo oHOW (hpa3zoii: «S Hu-
KOTZla HE UCIOJB3YI0 MY3BIKY, KOTOPYIO HE
1r00mo»'° [4]. DTO OYEHD BasKHBII MOMEHT
JUIsl IOHUMAHUST UCKPeHHOCmU aBTOpa: aHa-
JU3HUPYS] MY3bIKQIbHBIE PEIICHUS (PUIBMOB,
Henb3sl oTaenuth Kaypucmsiku-pexuccépa
ot Kaypucmsku-mMenoMmaHa-u-4eloBeKa:
«Sl cnymaro Ty e My3bIKY, KOTOpasi 3By4UT
B MOUX (puiIbMax, — OT TaHIO /0 PUTM-
3H-0m1103a. B 16 stet nmepeno MHO#M KpyTH-
JUCh NIB€ TIACTUHKU — ‘“‘JleHmHrpaackas
cuMmdonus” lloctakoBrua u @paruK 3amma.
DTO MEHs XOPOILIO XapaKTepu3yeT, npasaa?

. https://aki-kaurismaki.ru/music.htm (mara obpamenus:
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B xonue Beuepa 3amma, a no Houam — o-
crakoBuu»'! [4].

My3blka, 3Bydalliasi B cayHATpEeKax Kap-
TuH Kaypucmskuy, sBIS€TCS CBOEro pojaa
IPOCKLIHUEN €ro MEJIOMaHWU B BHUIE BHY-
TPEHHETO OTKJIMKA Ha DKPAHHYIO CLIEHY WJIN
CIO’KETHBIN AMHU30/1 KaK UX JOTIOJHEHUS WIIH,
TOYHEE, BOCIOJIHEHNUA 3BYKOM. [ToaToMy He-
YAUBUTENBHO MOSIBIICHUE B PA3HBIX (PHIIbBMaxX
Kaypucwmsiku koMno3uiuii ero JIr0OMMBbIX aB-
topoB — ot I1. Hankosckoro u /l. [llocrako-
Buua 10 THE RENEGADES u MELROSE.
Tak, ¢parmentsr pazabix cumdonuii [lo-
CTaKOBMYa BCTPEYAIOTCS MHOTOKPaTHO —
Y B OTHOILIECHUM KOJIMYECTBA KapTHH, B KO-
TOPBIX OHU 3ByYaT, U B IUIAHE JICUTMOTHUB-
HOTO TOBTOPEHUSI HA MPOTSHKEHUU SKpaH-
HOro aeiictBus omHoro ¢uibma. Ho Hamo
IMOHUMAaTh, YTO JIEJIO 3/1€Ch HE TOJBKO U HE
CTOJIBKO B CYOBEKTHBHOW MPUCTPACTHOCTU
pexuccépa k mysbike [llocTrakoBuua wunu
KaKoro-mbo WHOTO Kommo3utopa. Kaypu-
CMSIKH MCITOJIB3YET MY3BIKY ISl BBIPAKECHHS
CBOET0 OMHOUleHUsl K KOHKPETHOM CLEHE U
YCHWICHHS €€ 3MOIMOHAIIBHOTO BO3AEHCTBUSA
Ha 3pUTENIS, HO 3THUM PEKUCCEPCKOE 3BYKO-
BOE€ pEIIEHHE HE HcueplnbiBaeTca. My3bika
BCETlla MPUBHOCHUT B KaJp CBOIO «OHOrpa-
(dhuro», UCTOPUUECKUN U XYIO0KECTBEHHBIN
KOHTEKCT BPEMEHM €€ CO3/IaHUsI U MOCIEy-
FOIIETO CYIIECTBOBAHUS B XyJ0KECTBEHHOM
IIPOCTPAHCTBE M COLMYME, CO37aBas JICTe-
TUYECKYI0 U CEMaHTUYECKYK) MHOTIOCIOM-
HOCTh 3nu3ona. MHorma sTto cBoero pona
WHTEPTEKCTyalbHAasl UTPa, PACCUNTAHHASA Ha
ONpPEeENAEHHBIN YPOBEHD IPYINULINH, & TAKIKE
CIIOCOOHOCTh M TOTOBHOCTb 3PUTEJS BKITIO-
YUATBCA B HEE U «CUYUTATB» €€ CMBICIBl —
WHOTJA TPYOHOYJOBUMBIE, MOSBIISIOLIUECS
Y MCUYE3aI0IIMe, KAK MEPLAOIIUE 3BE3/IBI.

I Tam xe.

[Touemy »xe sta Tpuiorus — «TeHu
B paro», «Apuab» U «/leBynika co crimueu-
HOH (abpuku» — OblJIa Ha3BaHA KMHOKPH-
THUKOH «IIpoJieTapckoii»? Bo BeakoM cityyae,
caMm pexuccép He JaBall K ToMy (popmaib-
HOTO TMOBOJA M Ja)e YIUBISUICA TaKOMY
BOCIIPUATHIO CBOMX (DUIBMOB, B KOTOPBIX
JENCTBYIOT, Ka3aJI0Ch Obl, HE COBCEM IpOJIE-
Tapuu, €CIIH NOApPa3yMeBaTh O] STUM OIpe-
JIEJIEHUEM CYpPOBBIN M COLIUAIBHO aKTUBHBIN
pabounii kiacc. Jlymaercs, 4To 1eno 31aech
HE B NMPO(eCCUOHAIBHON MPUHAIJIEKHOCTH
repoeB, a B UX OTYAsBIIEMCS U OTYASTHHOM
COCTOSIHUH, KOT/Ia )KU3Hb Ka)KETCsl HaCTOJIb-
KO OECIIPOCBETHOM, UTO B HEHM yXKe HUUYTO HE
[IEHHO U B KOTOPOH, nepedpasupys u3BeCT-
HBI «IPOJIETAPCKHIT» MaHU(ECT, HEYero
TEpSITh, KpOME CBOMX BHYTPEHHHUX LIETIEH.

Bo3M0OXHO, MO3TOMY TMEpBbIE KaJphl
bunpma «TeHu B paroy», MOKA3bIBAIOIIHE
PYTHHY TPYIOBBIX OymaHell mMycopocOopou-
HOM OpHrajbl, IPOXOJAT MO «pacciadieH-
HYI0» JI’Ka30BYIO (DOPTEMHAHHYIO MEJIOHIO.
YTpeHHn pazpe3s MyCOpOBO30B, BBITPY3Ka
KOHTEWHEpPOB, cOpOC Mycopa Ha MOJIUTOHE,
BO3BpallleHue B rapax. 1 Tak neHs 3a 1HEM:
«0e3 0okecTBa, O€3 BIOXHOBEHBS, 0€3 CIIE3,
0e3 u3HH, 6e3 T00BM». Bripodyem, 11000Bb
HEYAsTHHO HAarpsHeT B XU3Hb MYCOpPIIUKa
Hukanzaepa B oOpase 6eoKypoil KacCupiiu
n3 cynepmapkera Mnonel. Poman repoes
3aBsi3bIBaeTCs ¢ TpEx (Ppas: «lloiacmb co
MHOI1 3aBTpa Kyaa-HuOynb?» — « paboraro
110 BOCBMUY. — «S1 mpueay kK BOCbMm» (Xa-
pakTepHas JJAKOHUYHasi «UCKPEHHOCTb) Ie-
poeB Kaypucmsku). Berpeuu, paccrtaBanus,
PEBHOCTh, APaKH, BO3BPAILEHUE, OTILJIBITHE
Ha TEIUIOXOJ€ B HOBYIO XU3Hb MOI (UH-
ckuii BapuaHT necHu ApHo babamxaHsHa
«He cnemmm» («TwI crieniy, Thl CHEIIN KO MHE,
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/ Ecnu s Bnaiau, eciv TpyAaHo MHe, / Eciu 1 —
CJIOBHO B CTpaliHoM cHe, / Ecnu TeHb Oefibl
B MOEM OKHE...»). BoT, coOcTBeHHO, 1 BECh
CIOKET OBITOBOM Menoapambl. Mnu 310 ObLT
WPOHUYECKHUM CTIEKTaKJIb TeaTpa meHeu?

B «Apudje» CTUIUCTUKA aBTOPCKOIO
BBICKa3bIBaHUsI CTAHOBUTCS ropasio Oomee
JKECTKOM. JleMCTBME HAUMHAETCA C DIIMU30-
Jla 3aKpbITUS IIAXTHI IJE-TO B MaJEHBKOM
nocénke B Jlammanguu. Hlaxté€pam B 3TOM
00rom 3a0BITOM MECTEUYKE OCTAETCSl HA BbI-
00p — CIUTHCS, MONBITATh CYACTHS IJIE-TO B
Apyrom mMecte wid... OTel IaBHOro repos,
MOJIOAOTO IIaxTépa Mo UMEeHu Taucro, 3a
cTosioM B Kade (mof 3ByKH (PMHCKOTO TaH-
ro) nepeaaéT CbIHy KJIIOYHM OT «IIUKApHOTO»
KaOpuosieTra U, MOCOBETOBAB €My Ye3KaTh
[IOJAJIBLIIE, BEIXOAUT B TyaJleT, OTKY/A Yyepes
MHHYTY JJOHOCHTCSI TPOXOT BBICTpEa.

ITox menoguu n€rkoil mon-my3biku Tau-
CTO, 1oOpaBImiics 10 XeIbCUHKY (110 MyTH,
Kak Toaraercsi, u30UTHIN U OrpabiIeHHBIN),
UIIEeT paboTy, 3HAKOMUTCSI C TAKUMU K€ He-
yAAQYHUKaMHU-paboTSIraMu U HaXOAHUT JIO-
60Bb. Benp 3T0 Tak mpocTo — uckpenue OT-
BETUTH KEHIIIMHE HA OCTOPOKHOE « bl yTpom
ucuesHems?» — «Het, Mb1 Oygem BMecTe
BCIO U3Hb». Ho pexxuccép He npenocrasis-
€T CBOMM TeposiM IPOCTHIX PELICHUH, BBEP-
rasi UX B CHOXKETHBIN KPYTOBOPOT a0CYPIIHBIX
U TParu4eCcKux CIIy4aiHOCTEH, IPUBOISAIINX
Taiicto B TrOpbMYy. UTO K€ NMPUXOAWUT HA YM
YEJIOBEKY, TEPISLIEMY B )KU3HU OJIMH ylIap 3a
IPYI'UM, OKOHYATEJIbHO JUIIEHHOMY HaJeX-
IIbl Ha TOpkecTBO crpaseqnBoctu? Kak-to
pas, eme 10 TIOPbMbI, TalCTO, BEITHAHHBIN
3a HEyIUlaTy Jake U3 HOWICHKKH, JICKAJI HA
3aJTHEM CHJEHbE CBOETO EIUHCTBEHHOIO 0O-
rarcTBa — OTILIOBCKOTO KaJuillaka, Kypui,
s B He0O, ¥ KPYTHII B pyKaX MaJIeHbKUH
MY3bIKaJIbHBII OpesoK-IIapMaHKy, BOCIIPO-
M3BOAIMI Menonumo... «VHTepHanmoHa-
na»: «Hukto He mact Ham u30aBieHbs, HU
Oor, HU Iapb ¥ HU Tepoit. ..» Teneps, okazas-
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IIMCh Ha CAMOM JIHE, Ha Hapax B JIByXMECT-
HOM TIOPEMHOM KaMepe, OH PEIIaeTCi Ha
«TOCTEAHUN W PEeHIuTeNbHBIA 00i». BMme-
CT€ C COKAMEPHUKOM OHH 3aMBIILISAIOT IO-
oer — muiaH yga€rcsi, Ho pu 3ToM TaiicTo,
HECHPABEJIMBO MPEKIEC OCYKACHHOMY 3a
SKOOBI MOKYIIIEHHE Ha YOUIICTBO (Ha caMoM
JIeJie €r0 CaMOTO TBITAJICS YOUTh XYJIUTaH, U
TOT MOMEHT COIPOBOXKIAJICA, KaK SBICHUEM
poka, 3Bykamu 6-i «IlareTndeckoit» cumdo-
Huu [1. YalikoBCKOrO), MPUXOIUTCS 1€UCTBU-
TEJIbHO JIMIIHUTH )KU3HU HECKOIBKHUX YEJIOBEK
U NOXOpOHUTh TOBapumia. Jla, pexuccep
OMSTh IapUT 3PUTEII0 POMAHTUYECKUIT (KBa-
3M)X3MIU-3H]: B (puHane repou — TaiicTo u
€ro Tenepb yxe xeHa Mpmenu ¢ MaJieHbKUM
CBIHOM — YIUTBIBAIOT HA TPYy30BOM KOpabdie
«Apnanb» B MEKCHUKY, CONPOBOXKIAEMbIE
MPEKPACHOW MEJIOAUEN W3 CTapou MY3bI-
KaJbHOU KMHOCKa3KHu «BommeOoHuk u3 crpa-
Hbl O3» — Somewhere Over the Rainbow...
(«['me-To BBICOKO HaJ pajlyroi JEeTarT NeB-
yye nTulbl. M1 MeuTsl, KOTOPBIMU ThI T'pe-
31, IEUCTBUTEIBLHO COBIBAIOTCS»). Ho... He
CJIMIIIKOM JIM CKa304YHBIN 3T0 puHaN?
Kaypucmsiku mactep pacckas3blBaTh CKa3-
KU U1 B3pocnbix. OnHako cienyromniasi, ca-
Masi Oe3picxofHasi u3 HUX — «JleBymika
co cnu4eyHO (padpuUKmW» — 3aBepIIniia
«IIPOJIETAPCKYI0 TPUJIOTHIO», OJIHOBPEMEH-
HO M3 CKa3KH CHIEJNABIINCh TOPHKOU OBLIBIO.
[lepBble ABaALATh MUHYT SKPAHHOIO Bpe-
MEHH MPOXOAAT B MOTHOM MoiryaHud. [Ipo-
CTPAHCTBO JICWCTBUS 3aIlOJHSCTCS JIMIIb
3ByKaMH CHHYE€YHOro mpousBoxactea. Ilo-
CJIEZIOBATENNbHO, KaK B 00yJaroeM Quibme,
MOKA3bIBAIOTCS BCE ATAIbl U3TOTOBJICHUS Ma-
JICHBKHX MAaJIOYEK C CEPHBIMU TOJIOBKAMU —
OT pacmuiKd OpEBEH JI0 YIaKOBKUA KOPOOOK
¢ rotoBeiM TOBapoM. dabpuuHas AeByIIKa
¢ OecCTpacTHBIM BhIPAKEHHUEM JIUIIA BBIY>KHU-
BaeT OpaKkOBaHHbBIE YIIAKOBKH Ha JICHTE KOH-
Betiepa. [locie paboThl OHA MOHYPO BO3Bpa-
11aeTcsl JOMOM, TIE y TeJIEBU30pa B Kpeciax
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0€3BBUIA3HO U TYIIO CUJIAT €€ paHO COCTapHUB-
11asiCsl MaTh C PACIUIBIBILIMMCS OT aJIKOTOJISl U
TyHes JIcTBa coxxkureneM. OOIeHne qeByIKn
C POIUTENSIMU CBOAMUTCS K MPUTOTOBICHUIO
JUISl HUX Y’KWHA, MBITBIO MIOCY/bI U NIEpeade
UM CBO€H 3apIuiatbl. ENMHCTBEHHAs oTpana
JUTsl He€ — TaHIIeBaIbHBIEC BeUuepa B MECTHOM
KI1yOe (Te 3By4YHT, KOHEYHO, CECHTUMEHTAIIb-
HOE (PMHCKOE TAaHTO B MCIIOJIHEHUU HEOOIb-
I0T0 aHcamoOJIs1), HO BCE KaBaJiepsl €€ Oy/Iro
HE BUJIAT, IPUIJIAILIAs HA TaHEL APYTHUX JaM.

Wpuc, kak Xpynkuii, HO HE JTIOOMMBIN
LBETOK, CIUIIKOM JOJITO TEpIIEeNa TyXOTy U
00JIb CBOETO JKAJIKOTO CyIecTBOBaHUsA. Bcé
kKJana 1 Bepuiia, 33 JyMUlBO B OIMHOYECTBE
KOBBIPSIS BUJIKOW JIecepT B Kade, 4TO ClIoBa
JOHOCSIIIENCS IO paro MOIYJISIPHON IECHU
«JleTka, TO, YTO ThI 3/1€Ch, — MHOTO 3HAUUT
11 MeHs. EcTe B TeOe uT0-TO, AETKA. ..» OJ-
HaXpl OynyT aapecoBaHbl U eil. Ho xu3Hb
— He (abpuka rpé3, a moau kak Mpuc —
MOXOXKM CKOopee Ha ObICTpo oOropatoirue
CIIUYKH, YEeM Ha >KU3HECTOWKHE IIBETHI.
Kpotkas neByuika, npegaHHasi U JIt0OUMbBIM
MY>KYMHOU, U COOCTBEHHBIMHU POIUTEIISIMH,
OyaITO OYHYBIIMCH OTO CHa, OCO3HAET Tpa-
THYECKYI0 O€3bICXOAHOCTh CBOETO MOJO0-
XKEHUS M HaYMHAeT OEecCMOIlaJHO MCTUT,
ITOCJIEA0BATENIBHO PACIPaBiIAsCh CO BCEMHU
CBOMMH OOWTUUKAMHU C MOMOIUIBIO KpPBICHU-
Horo sna. [Ipubnmxenue crpamrHoro (uHa-
Jla KHHOMCTOPUHU O3BYUYMBAETCSl HUCIIAJIA0-
MM XOAO0M CTpyHHBIX u3 ¢uHana lllecroi
cumbponun 1. YallkoBCKOTO — TpaH3UCTOP
BKJIFOUUT cama Mpuc, ¢ X0n0IHOW HEHaBU-
CTBIO BO B3IVISIZIE U CUTAPETON B PyKe XKIY-
mas, Korjaa MmoAeruCTBYET s Ha €€ KEPTBBI.
Ho ponro Tparumdeckue MHTOHALIMU MY3bI-
K1 YalKOBCKOTO JEBYILKAa HE BBIACPKHBA-
€T, PELIUTENIbHO KPyTaHyB PYUYKy Pajuo U
OCTAaHOBUBIIIKCH HA MPHUSTHOM OapHUTOHE:
«0O, KaKk Thl MOIJIa NPEBPATUTb MOU MEYTHI
B TIIETHBIC (paHTa3uu. S MOUyBCTBOBAN Ke-
CTOKMH XOJIOZ TBOETO CEpALa, MOW IIBETOK

ar00BH 3aBsil...» [log 3BYKM 3TOro TaHro
JIBO€ TMOJIMLIEMCKUX BCKOpe yBeayT Mpuc
B TUIIMHY 3aKJIIOYUTENbHBIX TUTPOB.

Tak mnedyanbHO, HO BIIOJIHE HCKPEHHE
3akaHunBaeT KaypucMsaku cBOIO TpuIlo-
TUIO0, HE J1aBasl 3PUTEIIO JIOXKHBIX HAIEXK]
Y POMAHTHUYECKUX WIIKO3UM OTHOCHUTEIIBHO
nanbHeNIIe cyap0bl TepOrHU, HO Tepena-
Bas IIEMSLIEE YyBCTBO COCTPaZaHusl K dTOU
HEeCcYacTHOM ayme. MickpeHHee couyBCTBUE
aBTOpa CBOMM TIeposM — MOXKaIyl, camas
BaXKHas yepra TBopuecTBa Kaypucwmsku, u
HE B MOCJEIHIO 04YEePEb 3TO YyBCTBO IIe-
penaércs ¢ MOMOLIBIO MY3BIKAJIBHOIO CO-
MPOBOXKJICHUSI BHYTPUKAAPOBOTO JEHCTBUSI.

[IpoBen€HHBIN aHaIU3 OCOOEHHOCTEH
(YHKLIMOHUPOBAHUSA MY3BIKH B (QHIbMax
Axun Kaypucmsiku (Kak MpencTaBlIeHHBIX
B JIAaHHOM TEKCTE, TaK ¥ OCTABIIMXCS 3a €TI0
paMKaMH) TMO3BOJISIET CHEaTh CIEAYIOIIne
BBIBO/IBI:  MY3BIKQJBHOE COIPOBOXKJICHHE
MM304a PUIbMa CO31aET BO3MOXKHOCTD [T
OIOCPEAOBAHHOIO, YacTO TOHKO-HPOHMY-
HOTO, HO HCKPEHHEr0 aBTOPCKOIO BBICKA-
3bIBaHUS, 0€3 MPSIMOJIMHEWHOTO (PEYeBOTO)
O3BYUMBaHHS CMBICIIA BHYTPHUKAIPOBOTO
NeMCTBHS; OCO3HAHHBIN JIMYHBIN BBIOOD MY-
3BIKAJILHOTO MaTepuala (Kak My3bIKaJIbHBIX
LIUTAaT, TAK U OPUTMHAJIBHBIX KOMIIO3ULUI)
B COYETAHMM C BHU3yaJbHBIM PSJOM CIIO-
COOCTBYET CO3[aHUIO TMOJMCEMAaHTUYHBIX
(MHTEpTEeKCTyalbHbIX)  ayIHOBHU3YaJbHbIX
00pa30oB; B3aMMOCBS3b MY3BIKH (HIbMa C
BHEIKPAHHBIM MHUPOM pPEKUCCEpa SBISETCS
OJJHUM W3 BaXKHBIX ITPUHIUIIOB IIPOSBICHUS
«HOBOM HCKPEHHOCTH» B KuHeMmarorpade
U CO3JaHMSI YHUKAJIbHBIX XYJI0)KECTBEHHBIX
HKPAHHBIX 00pa30B; UCIIOJIb30BAaHUE JIUYHO-
IO «MY3BIKAJIBHOIO JIEKCUKOHA» CTAaHOBMT-
Csl OTJIMYUTEIbHBIM MPU3HAKOM aBTOPCKOTO
XyHAOKECTBEHHOIO CTUJISI B KHHOPEKUCCYPE,
B TOM 4ucIe Oiarofaps My3bIKaJIbHBIM Me-
TaluWTaTaM, CTUJIMCTHUYECKU OObEIUHSIO-
UM Pa3InYHbIe (PUIBMBI PEXUCCEPA.
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My3bIKAnbHbIA P MYABTUNNMKALUOHHOrO $unbMa «Penka»
B ACMEKTe KUHOTEKCTA: ONbIT UCKYCCTBOBEAYECKOro aHanu3a
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Annomayusn. B poxyce HayuyHOTrO MHTEpeca aBTopa — MyIbThuiibM «Pernkay, co3nanubiii B 1936
rofy Ha kuHoctynuu «Mochunbm». ObpaiueHue k padote pexkuccépa Cappbl MOKHIIb M KOMIO3UTOPA
Bacunus Hlupunckoro, Kypatopom kotopoii BeicTynni Anexkcanap I1Tymiko, o0ycinoBieHo ocoboit
poibl0 My3blkA. He orpaHuumMBasCh WIUIFOCTPUPOBAHUEM BU3YaJbHOIO psAlld, MY3bIKaJIbHAS
COCTaBJISIIONIAsT KMHOTEKCTa 00ecreyuBaeT BO3MOXKHOCTh HAOMIONATh 3a pa3bIlPhIBAEMBIM B €rO
IIPOCTPAHCTBE HMHCTPYMEHTAJIbHBIM TEaTPOM, BBINOIHASA OJHOBPEMEHHO XapaKTEPUCTUYHYIO U
JpaMaTyprudeckyto (pyHKIUH. 3By4aHHE MY3bIKM HE NPEpPBIBACTCS HU Ha CEKYHIY, YTO TOBOPUT
0 0e3yCIIOBHOM MAacCTEepCTBE KOMIIO3MTOpA, CYMEBIIETO IMOCTaBUTh MY3bIKy Ha OJIHY BBICOTY
C BU3yaJIbHBIM psiioM. Kak nosaraer aBTop, IMEHHO OTMEUEHHBIN CTaTyC My3bIKaJIbHOW PEU PUBET
K MHUHMMH3aLUU BepOaTbHOCTH B KHHOTEKCTE, KOTOpas pealu3yercss Ha YpPOBHE IMUCHMEHHBIX
U YCTHBIX BbICKa3biBaHWH. Ha QoHe coBpeMeHHON MyJBTUIUIMKAIMM, aJpPECOBAHHON IOHOMY
MIOKOJICHUIO POCCHUSH (TeNenpoekT « MAIIMHBI CKa3Kn», «JIyHTHK», « MU-MU-MHILIKW» U T. I1.), paboTa
TBOPYECKOTO KOJUIEKTHBA BO MaBe ¢ lITymko BuauTcs 3TanoHHOM. [10100HBIA ONBIT MMO3BOJISET
OLICHUTb KOJUICKTUBHBIA TPYJA pPEKUCCEpPA, KOMIIO3UTOPA, OIEpaTopa M aKTEPCKOIO COCTaBa Kak
YHUKaJIbHBIN 00pa3ell akTyalu3aluu STHYECKOro KaHOHA — CMBICIIOBOTO si/ipa pyCCKOW HapOIHOU
CKa3KH.

Knrwoueswie cnosa: «Penkay, xomnozutop Bacunuii Llupunckuid, npamarypruyeckas GyHKIUs
MY3bIKH, XapaKTepUCTHYHAS U WUTFOCTPaTUBHAS (PYHKIIMH MY3bIKH, HHCTPYMEHTAJIbHbII TeaTp
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The Music of the Animated Cartoon Film Repka [The Turnip)
in the Aspect of the Cinematic Text: Experience in Art Criticism
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Abstract. Within the focus of the author’s scholarly interest is the animated cartoon film Repka
[The Turnip], created in 1936 at the Mosfilm cinematic studio. The invitation of film director Sarra
Mokil and composer Vassily Shirinsky, whose curator was Alexander Ptushko, was stipulated by
the special role music played in the conception of the film. Not limiting itself to illustrating the
visuals of the film, the musical component of the cinematic text provides the opportunity to observed
the instrumental theater manifested within its space, simultaneously carrying out the characteristic
and the dramaturgical functions. The sound of the music does not cease for even a second, which
bears witness to the undoubted skill of the composer, who was able to place the music on the same
high level as the visual element. As the author presumes, it is particularly the distinguished status
of the musical speech which brought to the reduction to a minimum of the verbal element in the
cinematic text, which is realized on the level of written and oral utterances. Against the background
of contemporary animated movies addressed to the young generation of Russians (the televised
project Mashiny skazki [Masha s Fairy Tales), Luntik, Mi-mi-mishki, etc.), the work of the creative
team with Ptushko at the head is seen as being etalon. Such an experience makes it possible to
evaluate the collective work of the film director, the composer and the group of actors as a unique
example of actualization of the ethical canon — the semantic core of the Russian folk fairy tale.

Keywords: Repka [The Turnip], composer Vassily Shirinsky, dramaturgical function of music,
characteristic and illustrative functions of music, instrumental theater

For citation: Chen Zizhan. The Music of the Animated Cartoon Film Repka [The Turnip] in the
Aspect of the Cinematic Text: Experience in Art Criticism. Problemy muzykal'noi nauki / Music
Scholarship. 2023. No. 2, pp. 150-161. (In Russ.) DOI: 10.56620/2782-3598.2023.2.150-161

K KMHOMY3BIKE MPOSBIAIOT MHPEA- €T KMHOTEKCT IO XAPAKTEPHBIM IS €r0

CTAaBUTEIU CaMbIX pa3HbIX 00ja- MpoQuiIs yIIOM 3peHUs, B COBOKYIHOCTH
CTEeH TyMaHUTApHON HAyKu. DTO HCKyC- TIOJy4YEHHBIE Pe3YyJIbTaThl MOT'YT OBITH OZH-
CTBOBEIBI, KYJbTYPOJOIH, JIMHIBUCTBI, HAKOBO IIOJE3HBIMHU JJIsi MUPOBOM I'yMaHHU-
CEMHMOTHKHM, counonaoru. HecMorps Ha T0, TapUCTUKU B LIEJIOM.

l la CEerONHSIIHUNA JEHb MHTEPEC YTO KaXAblM CIELUAIUCT paccMarpUBa-
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JIeCTBUTENBHO, CUTyalus, B pycle
KOTOPOW [JJI1 HMCKYCCTBOBEAA IPEAMETOM
UCCJIEIOBAaHUSI CTAHOBUTCS MYy3bIKaJbHas
COCTAaBJISIIOIIAs] KMHOTEKCTa, KaK B Ciydae
¢ myneTdunbmoM J[. Haymosa u M. JIucoo-
ro «ITukoBast nama» (Poccus, 2006), o uém
nuuyT B cBoe pabore H. MupomHukoB u
IO#t Au [1], xoppenupyeT ¢ ONbITOM JIMHT-
BuctoB lO. EBrpadosoit 1 M. HoBukoBoii.
Nwmerorest B BUy «BepOajbHBIM U 3ByKOBOM
KOMITOHEHTBI 3KpaHHOU “peun’”» [2]. B cBoro
o4yepeap, NPOLECcC BU3YAIU3ALMH MY3BIKH
B MYJIBTHILTUKAIIMOHHOM (DHIIbME, KOTOPHIi
MONAJAET B UCCIEN0BATEIBCKYIO «OITHKY
KynbTyposnoroB A. Jlecouuenko u E. Ille-
(doBOiIt', MOXKET OBITH JTOTIOJTHECH U3yUCHHEM
BepOaNbHOTO psijia, OCYIIECTBISIEMbIM MO
3HAKOM DJKOJOTMH $3bIKa, KaK, HampuMep,
B HCCJEIOBaHUMU Tenenpoekra «MammHbl
CKa3ku», BbIMOJHeHHOM E. KucmskoBoii®.
Conunonornyeckuii Noaxo/l B U3y4YeHU Ku-
HOTEKCTa® oOpeTaeT 00bEMHOCTh B KOHTCK-
CT€ €ro — KHHOTEKCTa — PacCMOTPEHUs
C TO3MIIMU TMONIUKoAOBOro (genomena. Ilo-
CIIEIHUN «BKJIIOYAET M3YyYEHUE TaKHUX €ro
CYILIECTBEHHBIX COCTABIISIOIIMNX, KaK CHOKET
¢unbMa M cueHapuil, KOTOPbIE OTpPa)XaroT
CIOKET M 3aMbICeN XyHO0KECTBEHHOTO TEK-
CTa, SIBJIAIOLIETOCA MPELEICHTHBIM TECTOM
B IpoLEcce CbEMOK M HENOCPENCTBEHHOMN

1

COCTaBIISIIONICH COOCTBEHHO (ribMay |3,
c. 331]. Hakonen, TOUYKOM OMOPHI IJIsSI KaxK-
JIOTO U3 YIOMSIHYTBIX aBTOPOB MOXKET CTaTh
oOpallleHue K «JIMHIBOCEMHOTUYECKOU Op-
raHU3alu Pa3HOPOJHBIX TEKCTOB», KOTO-
pasi pacCMaTpUBAETCSl «HA MPUMEPE MEAU-
HBIX U UHTEPHET-TEKCTOBY [4].

CuHTe3upysi HUMEIOIIMECs  TOAXOIbI,
OCTaHOBHMMCSI Ha OJIHOM M3 NEPBBIX COBET-
CKHX MYJBTHIUIMKAIIMOHHBIX (PUIBEMOB —
KyKoJIbHOU «Penke», coznanHoi Ha «Moc-
dbunsMe» B 1936 roxy o Xy105keCTBEHHBIM
pykoBoAcTBOM Anekcanapa lltymiko pe-
)kuccépom Cappoit Mokwib, omnepaTopom
dénopom dupcoBbiM, KOMIIO3UTOPpOM Ba-
cumuem IupuHCKUM® U TpymIioi apTHCTOB
Mo JBWKEHUIO Kykos. OOpaieHue kK 000-
3HAYEHHOMY KHWHOTEKCTY OOYyCIIOBJIEHO CO-
BPEMEHHOW COLMOKYJIBTYPHOW CHUTYyalHEW,
KOTJla B yKciie Haubosee JTI0O0MMBIX IETCKON
ayquTopueil (PUIBMOB OKa3bIBAIOTCS TaKHE
HETpUTA3aTeNbHbIe 00pa3libl, KaK MYJIbTH-
IUIMKAllMOHHBIE cepuanbl « MalnHbl CKas3-
Ky, «JIlyHtuk», «Mu-Mu-MUIIKA» U T. II.
[IpuMuTHUBU3aLMs, KOTOpask OTJIMYAET BCE
TPU COCTABJISIONINE CUHTETUYECKOTO XYyJIO0-
YKECTBEHHOTO I1€JI0T0 — BEpOAIbHYIO, MY-
3BIKAJIBHYIO U BU3YaJIbHYIO, Na€T OCHOBA-
HUE KBATU(QUIIMPOBATH ATOT aJPECOBAHHBIN
JeTM MJIQJIIEr0 JOLIKOJIBHOIO BO3pacTa

Jlecouuenko A. M., llledoBa E. A. BusyampHas wHTepmpeTamus MY3BIKaJIbHBIX 00pa3oB

B MyIsTIIBMax // Memuamy3bika: 3JI€KTPOHHBIN HaydHbIH xKypHai. 2018. Ne 9. URL: http://mediamusic-
journal.com/Issues/9 3.html (mata obpamenus: 24.05.2023).

2

Kak mumer poccuiickuii y4€HBIH, «... TeKCTOBO-CMBICIOBEIE MOAM(MDHKAIIMN HApOTHBIX CKa30K

B MammHo# WHTeprpeTanun TpaHcHOPMHUPYIOT KO PYCCKOH KYJIBTYPBI U CIIOCOOCTBYIOT (hOPMUPOBAHUIO
WHBIX MPEJICTABICHUI 1 3HAHWUH B CO3HAHUH peOEHKA, YTO BEAET K JIe(OPMAIIH €T0 KaK SI3bIKOBOH JTMYHOCTH,
B pe3yJbTare 3TO OTPa)kaeTcsl Ha SKOJOTMYHOCTH €ro OOIICHHs C TPENCTABHTENSIMHU Oojiee CTapiiero
mokoneHus». CMm.: Kucisikosa E. FO. JleTckas tenenepenadya Kak «JIHHTBOIKOJIOTHYECKAS TUBEPCHUD» //
N3Bectus Boarorpaackoro rocymapcTBEHHOTO menarorndeckoro yausepeurera. 2019. Ne 4. C. 247.

3 CoxomoBa A. A. BeIGOp pOCCHICKHMX I€Tel: COBETCKHE WM COBpeMeHHBIE MyabThuibMbel. URL:
https://www.hse.ru/data/2022/05/29/1818667325/Coumonorus.pdf (mara oopamenus: 24.05.2023).

4 Bacummii ITerpoBuu IlIupunckuit (1901-1965) — KOMITO3MTOpP, CKpHIIAY, AUPHIKED, MY3bIKAILHEIH
TeJIaror.
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MacCOBBIM KHHOIIPOAYKT KaK «MHTEPTEKCTY-
aJIbHBIM OJIEHJMHI, B KOTOPOM BBIXOJIALIH-
BaeTCsA WM BHJIOM3MEHSETCA KO/ PYCCKOM
KYJBTYPBbI», YTO IPUBOJUT CO3HaHUE PEOEH-
Ka K KOTHUTMBHO-OMOLIMOHAJILHOMY JHMCCO-
HaHCY’.

B naHHOM KOHTEKCTE B KaueCTBE TOCTOM-
HOW NozIpakaH!sl AJIETEPHATUBBI BBICTYIIAET
KyKOJIbHBII MYJIBTUIUIMKALMOHHBIN (DUIBM
«Penkay, kotopomy B 2026 TOAy UCITOJTHUT-
cs 90 net. @abynoi 11 3TOM ouapoBaTelb-
HOM JBEHANLATUMUHYTHOU JICHTHI IIOCIY-
KWJIa pyccKash HapojHas CKa3Ka-IpUTya,
IIPENEIbHO JJAKOHUYHAS U HE3aMbICIIOBATas.
OCHOBHYIO CyTh (UJIbMa MOXXHO CBECTH
K HapoAHOW MYAPOCTH: TOJIBKO COBMECT-
HBIE, TOCUJIbHBIC I Ka)KJIOT0, YCUIIUS Be-
ayT K obmemy ycnexy. OgHako ero mocra-
HOBIIMKHM PACHIMPUIIN CIOKETHYIO OCHOBY,
BHECSI B HEE MHOMKECTBO KPACOYHBIX HCTO-
PUKO-ITHUYECKUX NPUMET U FOMOPUCTHYE-
CKM OKpaIIE€HHBIX OBITOBBIX MOJPOOHOCTEM.
OHU KOCHYJIHCH CIIEHAPHOTO IJIaHA, BU3Y-
aJIbHOIO M 3BYKOBOI'O PEYEMY3BIKAJIBHOIO
odopmiteHHS.

NMeHHO My3bIKalbHBIM psAl, O3BYYEH-
HBIi KaMEepHbIM CUM(pOHHUYECKUM COCTa-
BOM, Ha HaIll B3IV, 3aCTYKUBAET 0COO0OTO
BHUMaHHUA. 3Byyaliass B MYJbTUILTUKALIU-
OHHOM (pUIbME My3bIKa HE TOJBKO CO3JAET
arMoc(epy OTHOBPEMEHHO M pealbHOTO,
U CKa304HO-TyOOUHOTo JEHCTBa, HO U, CO-
IIEPHUYAsl CO CJIOBOM, MY3BIKaJIbHO JKHUBO-
MIUCYET MOCJIE0BATEIbHOCTh KOHKPETHBIX
coObITHil (3mM3010B). MHaue roBops, My-
3bIKAJIbHASL COCTABJIAIONIAs CUHTETHYECKOTO
XyJOXKECTBEHHOI0 LEJIOr0 peaau3yercs Ha
TPEX YPOBHSIX:

5 Kucnsaxosa E. 0. Ykas. cou. C. 251.

6

— WJUTIOCTPUPYET COOBITHUS, TPOUCXOIS-
HI1€ B MPOCTPAHCTBE MYJbTPUIbMA;

— JIeTANM3UPYeT pPa3BUTHE CIOKETHOU
JIMHUY, pealin3ysl XapaKTepUCTHUHYIO (PyHK-
uio® [5, c. 85];

— BBINOJIHAET APaMaTypPruuecKyro QyHk-
LU0, CBSI3bIBAs BCE AIM30/1bl B €UHBINA IIPO-
1[ECC PA3BUTHSI.

bonee Toro, ¢ mOMOIIBIO MY3bIKH, HAPAB-
HE C BU3YaJbHBIM TEKCTOM, B paccMarpu-
BAaE€MOil JIGHTE JOCTUTaeTcsi HeoOXOoIuMoe
OILlYIIEHWE TMOMAJMHHOCTH, IPHUHAJJIEKHO-
CTH MCKOHHOW KPECTBSIHCKOM kU3HU. Takoe
OIIyIIIEHWE OOCCIEeUNBACTCS: a) MNPAMbIM
3aumMcmeoéanuemM My3bIKaJIbHOTO MaTepH-
ama u3 o0pa3IoB PYyCCKOTO HAPOIHOTO Tie-
CEHHO-TaHIIEBAILHOTO Menoca; 0) mpuéMom
00006weHus yepe3 CMuUlb, BKIIOYAIOLIETO
BECbMa TOHKOE U TOYHOE BOIUIOLIEHHUE B aB-
TOPCKOM MY3bIKE dKaHPOBOTO, MHTOHAIIMOH-
HOTO, JIaJJ0BOT0, MOIU(OHNYECKOro U (ak-
TYpHO-TEMOPOBOIO CBOEOOpa3Usl PyCCKOro
MY3BIKaJIbHOTO (DOJIBKIIOpA.

[TonoOHast aBTOpcKash My3bIKa, 3a/1aro-
11as1 HAIMOHAJIbHBIN TONOC TOBECTBOBAHMUIO,
3BYYHUT B CIEAYIOIIMX KaJpax MYJbTHILIH-
KallMOHHOTO (uiIbMa: CHadajla B 3acTaBKe-
MHTPOAYKILIMH, a 3aT€M INpPU SKCIIOHUPOBA-
HUU MECTa MPEACTOSIIUX COOBITUN U Tep-
coHaxked. B umcne nepBbIX KaJpoB OKa3bl-
BaeTcs IBOpUK mnepen u3boit [ena u baosbr.
[Tocnenyromiee pa3BUTHE CIOKETHOW JTMHUHU
MPOUCXOJIUT TaKUM 00pa3oM, YTO TPEKIE
3pUTENb 3HAKOMHUTCSI C CaMbIMM, Ka3ajoCh
Obl, MaJIO3HAUYUTEIbHBIMU YYaCTHUKAMHU
neiictBa — ¢ Mpiko#, Konkoit, XKyuko#,
Buyuxoii, a motom yxe baOkoii u Jlenom.
[TpennonoxurenbHo, NOAOOHBIM 00pazoM

T. ®. Illak u A. C. KpemeHKo 1oz XxapakTepruCcTHUIHON (DyHKIMEH MOHUMAIOT TaKyl0 (DYHKIHIO MY3bIKH,

KOTOpas Npru3BaHa MepcaaBaTb HaI_II/IOHaJ'ILHHﬁ KOJIOPUT, OCYHICCTBJIATE XapPAKTCPUCTHUKY ABJICHUS.
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BBICTpaMBaeMasi UepapXxusi TepoeB pyCCKOU
HapOAHOM CKa3KM BOBCE HE CIIy4aiHa.
Jlymaercsi, 4ToO TpagULMOHHBIM I1ACTO-
panbHblii A dur’Hbld CTPO Hayaja MYJbT-
¢uibMa, B KOHTEKCTE BKIIFOUEHHOCTH BCEX
nepcoHakeil B OOBbIIEHHBIE CENIbCKHUE 3a-
0O0TBHl U TpyHbl, BHOJHE omnpaBaaH. boapo-
YPAaBHOBEIICHHBI TOH MY3bIKM, HWHTOHA-
UOHHO OJIM3KOH XOPOBOJHBIM IECHAM
«Bo ny3sax» n «llepeBo3 [lyHsa nepxanay,
AT OIIYLICHUE BEKOBEYHOCTH TPAIULIU-
OHHOI'O >KM3HEHHOIO YKJIaJa PyCCKOro Ha-
pona. Hamuio takue >kaHpoBble IPU3HAKU
MOJABUKHOW  XOPOBOJHO-UTPOBOU  TECHU
(mazoBem e€ Tema Ne 1), kKak UHTOHAIIMOH-
HOE 3€pHO HaleBa, 3By4yaHHUe KOTOPOIro Ha-
YMHAETCs] ¢ HPHEPruvyHOro CKayka-Bo3rjaca
K YCTOIO JIaZia OT KBUHTOBOTO TOHA C JaJIb-
HEHIIMM OOBIrPhIBAHUEM-TIOIYEPKUBAHUEM
MOCTIEAHETO. JTO CO3MAET: CTONb TUIUYHBIN
JUIL pPyCCKOro MeJioca MOOOYHBIN JIaJ0BbIi
LIEHTP; XapaKTEepHbIE MHTOHALIUUA TPUXOPIA
B KBapTe; CTENEHHO-YETKUA CUMMETpHUY-
HBIA PUTM C TIOCIIEI0BaTEIbHBIM APOOJIEHU-
€M, 3aTeéM CYMMHPOBaHUEM OCHOBHOI 10111,
KOTOPBIN B OTBETHOM ITOCTPOCHUH CMEHSET-
csl APOOHBIM PUTMOM PYCCKOW NPHUILISACKH;
NapaJljIeNbHYIO JaJ0BY0 IEPEMEHHOCTb.
Hakonen, Ba)kxHO TOCIIOJICTBO HPHUHIIM-
IIa BapbUPOBAHHUA, MPOSBIIOIIETOCS Ha
pa3HbIX YpOBHAX (hopmooOpazoBaHus. Takx,
24-taktoBas (B JABYJOJBHOM METpE) CTPYK-
Typa JaHHOTO 3MIU30/a YETKO pas3aeisercs
Ha TpU 8-TaKTOBBIX MOCTpoeHus (a—a' —
b—b' — a’-b%), B KaXKIOM M3 KOTOPBIX IIPO-
UCXOIAT CIEAYIOIINE BapUaHTHO-Bapuallu-
OHHbIE NpeoOpa3oBaHUs: UHTOHALMOHHBIE,
B TOM YHUCJI€ ¢ KOMOMHAaTOpPUKOW TOHOB U
MOTHBOB; JIa/IOBbIE; pUTMUYECKHE; (HaKTyp-
HO-PErucTpoBbIe; TEMOPOBO-KOJIOPHUCTHU-

7

yeckue. [Ipu aTom Menoaumueckuit tesuc b
— 3TO JIMIIEHHBIN YIJIOBATOM Pa3MallIuCTO-
CTH, JJUHEapHO 0oJiee «BBIPSIMIICHHBIIN U
CHUHTAKCUYECKH MPOTSKEHHBIN BAPUAHT d.

OO6partraroT BHUMaHuE (HaKTypHOE H3JI0-
KEHUE TeMaTh3Ma U HEOTIEIMMOE OT HEro
MHCTPYMEHTAIbHO-TEMOPOBOE  pEILIEHUE,
UCKYCHO U CTHUJIMCTUYECKU TOYHO IPETBO-
pAOIIME TPagUuLMU KaK PYCCKOrOo Hapoa-
HO-TIECEHHOI'O0 MHOTOroJIOCHUS, TaK U pyc-
CKHX MHCTPYMEHTAJbHBIX HauTphIiiei. Tak,
1-# u 3-¥ IBYTaKThI a ¥ @’ C UCIIOJIb30BaHU-
€M IPEUMYILIECTBEHHO CTPYHHBIX OTCHUIAIOT
K TApPMOIIEYHBIM 3ByYaHUSIM UM XOPOBOMY
cKianay, a 2-ii u 4-i, ¢ 1epeBIHHBIMU B BbI-
COKOM pPEructpe, ONM3KU PyCCKUM HHCTPY-
MEHTAJIBHBIM OTHIIpbIIaM. B moctpoenun
b meBy4asi BUOJIOHYENIbHAS MEJIOIUSI COPO-
BOJKJAETCSl MOJATOJIOCKOM, HMUTHPYIOLUIUM
BUOpaTo Oananaiiku, B b’ — OananacuHble
«OpsaHus».

Bce mnepeuncneHHbie 0OCOOCHHOCTH H
XapaKTEPUCTUYECKHE MPUEMBI OPraHUYHO
COYeTaTcs ¢ NpopeCCHOHATBHBIMU KOM-
MO3UTOPCKUMHU METOIAMHU U3JI0KEHHMSI U pa3-
BUTHS. B uX 4nciie — CeKBEHIIMN, MOTUBHAs
paboTa, meperapMoHH3aIUs, JaJOTOHAIb-
HOE JIBIDKEHHUE, UMUTAIITMOHHOCTh, BapUaIly-
OHHO-KOJIOPUCTHUYECKHE TMpeoOpa3oBaHusl.
Iloka3arenbHa 31€Ch My3blKa BBEIEHHOTO
cueHorpagoM KpaTKOTO 3IMH307a paccBeTa,
OTKPBIBAIOLIETO BU3yalIbHbIM psAA. B kpac-
KaX 3TOM 3BYKOIIMCHOM 3apy YraJbIBarOTCS
yeptsl mwenespa M. Mycoprckoro «Paccset
Ha MockBa-peke» U3 onepbl «XOBaHIUH.
ANTI03UI0 CO3JaI0T (pakTypHO-TapMOHHUYE-
CKHE Cpe/CTBA: MPO3payHO-3bI0KHUII BUOpH-
pyromuii GoH U CTPEMUTENBHO B30eraroiue
MOTHUBBI U3 HUCXOJAIIUX 3aJ€PKAHUM K 3BY-
KaM TPE3BYYHsl’, MOJOOHBIC MEpPIAIOIIHM

v MyCOpFCKOFO HO,I["IépKHYTLI TC )K€ CCKYHAOBBIC MHTOHAIIUU U TO K€ ABUKCHUC I10 3BYKaM TPC3BYUUsI.
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Jly4aM BOCXOJA. 31€Ch K€ CIEAYET yIOMs-
HYTbh U KPaCOYHBIE COIIOCTABJICHMS TOHAJIb-
HOCTE€H Ma)XOPO-MMHOPHOI'O COOTHOILIEHHS
A dur — F dur — As dur, SBISIOIIUXCS
aTpuOyTHUBHBIMU /ISl TAPMOHUYECKOTO SI3bI-
ka Mycoprckoro.

N300pa3uTenbHbll  AMU30[l CMEHsETCA
’KaHPOBBIM, OMOPUCTUYECKH PaCLBEYMBAIO-
LIUM CTOJIb HEMYIPEHBIMN CHOKET: IIOCTEIICH-
HO IPOCHINAIOTCS JBOPOBbIe oburarenu. 13
HOpKH 107 n300# BelIe3na MbIIIKa, yMbIBa-
€TCS U — JJaHb COBPEMEHHOCTH — JIEJAET
¢u33apsaAKy 1OJ COOTBETCTBYIOUIYIO My-
3bIKy. T€Ma a 3By4UT B BBICOKOM PETHCTpE
B A dur y ro00sI ¢ BepXHeH neianeto, nepe-
XOZSIIEN B BEPXHUM MOATOJIOCOK, 3aTEM Y
(bneiThI, COnpoBOXKAaEMasi CTPYHHBIMH, KO-
TOpbIE UMUTUPYIOT OaslajacyHble apreHKu-
aTo M yOapHbIA PUEM.

OTMeueHHblE  pPEerucTpoBO-TEMOPOBbBIE
OCOOCHHOCTH HE TOJBKO «H300paXKaIoT»
KPOIIEYHOE CYIIECTBO®, HO M aJapecylT K
TPaAULIMOHHOMY AJI1 KapTHMH BOCXOJa Ma-
CTyLIbEMY Haurpsimly. M3 okomika BbIIpHI-
ruBaeT U ymbiBaeTcsi Koika, oxapakrepu-
30BaHHAas MSTKUM 3By4aHMEM CTPYHHBIX
Ha ¢oHe ¢urypauuid, OIU3KUX 3BYUAHHIO
tremolo OGananallku W CONPOBOXKAAEMBIX
noarosockoM. M3 Oynku Bbuie3aet, NOTSTU-
Basich, cobaka JKyuka, KOTOPYIO 03ByUHBaET
¢arot, moTom BanTopHa’ Ha OHE CTPYHHBIX.

[ToMrMO BKIIFOYUEHHOCTH B BU3YAJIbHBIN
PSi1, TOCPENICTBOM KOTOPOTO 3pUTEINh HA0IIO-
JIaeT 3a BO3HUKAIOMIMMH MEXKy OOUTaTeNs -

8

MU JIBOpPa HEMPOCTHIMU B3aUMOOTHOIIICHUSI-
MU, OH TaKe OKa3bIBAE€TCSI OJHOBPEMEHHO
U YYAaCTHHUKOM «Pa3bIrPhIBAEMOT0» UHCTPY-
MEHTaJbHO-TeMOpoBoro  crekrakis. Ilo
CYTHU, TOCTEAHUNA MPEIBOCXUIIAET UHCTPY-
MeHTalIbHbIA Tearp 1970-x romoB. B mo-
MEHT, Korga kK Meimke kpaaércsa Kormka,
a JXyuka HaMepeBaeTcsi IMOTHaTbCs 3a
KOIIKOM, B OKOHIIE HW30BbI IMOKAa3bIBAETCS
Bayuka, pagysach yTpy U OXOpalinBasch.
[TosiBneHne NE€BOYKM O3HAMEHOBAHO HO-
BbIM TematuzMoM B C dur (Ha30BEM ero Te-
Mol No 2), Takxke HMEIONIMM YCJIOBHBIC
(bONBKIIOpHBIC TPOTOTUNHI (OTHANEHHO OT-
ChUIAIOLIME MaMsATh K MecHe «S moiay nu
BAOJIb 10 ynuue»). CBOMM TPUXOPIOBBIM
MHTOHAIMOHHBIM KapKacoM M OXXUBJIEHHBIM,
MOYTH YaCTYIIEYHBIM PUTMOM CKOPOTOBOPKH,
pPENEeTULIMAMU Ha METPUUYECKU OMOPHBIX 3BY-
Kax OHa aHPOBO OJIM3KAa OJHOBPEMEHHO U
CTapUHHOI CKOMOPOIIIHMHE, U TUISICOBOM BEJHU-
YaJIbHOM, U HHCTPYMEHTAIIbHOMY TIEpPEIUIsCY.
Bwmecrte ¢ Tem, npuHUMas BO BHUMaHHE
Mbicib I. Heliray3a oTHOCHTENBHO «H30H-
paTeNbHOTO MPaBa», KOTOPBIM MOJIb3YIOTCS
YyBCTBa MpPU BHIOOpPE TOHAJIBHOCTEH MAJs
CBOETO BBIpOKEHUS'’, YTO JIeNlaeT IaJIeko
HE CIy4ailHbIM oOpalieHue KOMIIO3UTOpa
K TOMY WJIM UHOMY CTPOIO, TOYEPKHEM Clie-
nytomiee. To 06cTOATENHCTBO, YTO 00O3HA-
YeHHas TOHAJBHOCTh 3HAMEHYET COOOM Ta-
KHE COCTOSIHUSI, KaK YUCTOTAa, HAMBHOCTH,
pasocTh, I€TCKOCTh, HEBUHHOCTb, UCXOAHYIO
TOYKY, Kak 00 3TtoM rucain 3. Kypr!!, umu, mo

Henb3s HE OTMETUTS 37I€Ch HOBYIO IO TOMY BPpEMCHU KI/IHeMaTOI‘pa(bI/I‘lCCKyIO TCXHHUKY CONIOCTABJICHUA

pa3HOMaCH_ITa6HBIX Kaapos, HO,[[‘lépKI/IBaIOH_Iy}O MHWHHUATIOPHOCTL MBIIIKH.

9

BO3M0>KHO, 9TO 3acypﬂI/IHCHHLII>'I Tp0M6OH. HCYBepeHHOCTL B JaHHOM CJ1y4ac BbI3BaHa BE€CbMa HU3KUM

Ka4eCTBOM 3aIlMCH, YTO O0YCIIOBIICHO BPEMEHEM BBIXOJla Ha SKpPaH aHAIM3HPYEMOro Marepuaina. Hanomuum,
YTO MYJIbTHILTUKAIIMOHHBIN (kM «Perka» Obut co3nan B 1936 romy.

10

«H3BecTHBIE YYBCTBAa U HACTPOCHUS MOJIB3YIOTCA HCKUM “I/I36I/IpaTCJ'II>HBIM HpaBOM” B OTHOIICHUHU

TOHANBHOCTEH <...> y KOMIIO3UTOPOB HE CIy4alfHO COUMHEHHUS POXKAAIOTCS B TAKOH-TO TOHAIBHOCTH». CM.:
Heiirays I'. I. O6 uckycctBe doprenuannoii urpsl. 3anucku neparora. M.: Mysrus, 1961. C. 220.
' Kypt D. PomanTtiueckas rapmonus u e€ kpusuc B « Tpucrane» Barnepa. M.: My3bika, 1975. C. 280.
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cinoBam . MunbiureiiHa, «OpraHU3yOMNAN
IIEHTP, KaK HE3BIONIEMBbIN U TBEPABIN OILIOT,
MPEICIIbHO SICHBIH B CBOEH MpPOCTOTEM'?,
MOJIHOCTBIO COOTBETCTBYET 00pa3zy OCTaB-
LIEHCS Ha MTONEYEHUU CTAPUKOB JI€BOYKH.

Jleno B Tom, 4TO MMeHHO BHyuka o0e-
CIIEYMBAET MOPSAIOK BO B3aUMOOTHOIIECHHSIX
MIEPEUHCIICHHBIX PaHEe KUBOTHBIX. Tak, OHa
MpeceKaeT Bce mocsArarenbcTBa Kydkd Ha
Komiky, Benst cobake cecTh Ha CBOE MECTO B
Oynky, uemy JKydka MOHYpO MOTUUHSIETCS.
Tema 3Byuut B F' dur y HU3KUX CTPYHHBIX
BMECTE C PUTMO-MEJIOAUKO-TAPMOHUYECKHU-
MU ¢urypanusMu noaronocka. Ero xpoma-
TUYECKUE XOAbl MEPENal0T HEIOBOJIbHBIC
oABbIBaHUS )KUBOTHOTO. [Togo3BaB Komiky,
BHayuka mackaer e€. Tema B 3TOT MOMEHT
B As dur oOperaer MSTKOCTb, BapbUPYSICh
Takxke QurypatuBHO. Mbllika e JenaeT
Komike 1nuHHBIN HOC 1 CKPBIBAETCS B HOPKE
CO CMEXOM, 3By4YaHHE KOTOPOTro nepenaercs
MOCPEACTBOM KPaTKUX TEPIOBBIX MOTHBOB
y BBICOKHMX JICPEBSHHBIX. Tema TakuM 00-
pa3zoM mpeoOpa)kaeTcsi, B 3aBUCUMOCTH OT
NEUCTBUS, B TOHAJIBHOM, TapMOHUYECKOM,
(bakTypHOM U TEMOpPO-pErUCTPOBOM H3JIO-
KEHUU.

Hakonen, 3 u30bI BEIXOAUT 3aCIIaHHBIN
Jen, notaruBasch M LIypsICb HA COJIHIE.
CHoBa Bo3Bpamiaercs F' dur (BUAUMO, Tpak-
TYeMbIiI KOMIO3UTOPOM KaK TO3UIMOHHO
0osiee HU3KUII M OCHOBATEJBHBIM CTpPOH,
nono6aromuii XKyuke u [eny). Tema uzna-
raercsi yKe KOHTPaCTHO-TOMU(OHUYECKH,
JAySTOM aHIIMicKoro pokka'*> u (arora.
N 3pech, KOHEYHO, BCIIOMHHAETCA CXOM-
Hasg TeMOpoBas XxapakTtepucTuka Jlemyniku
U3 MOMyJsIpHOro AeTckoro omyca «llers n
Bonk» C. IIpokodneBa, co3qaHHOTO B TOM

xe 1936 rony. Buumanue k mogo6Hoi TeMO-
POBOI XapaKTEepUCTUYHOCTU OBLIO, BEPO-
ATHO, BesTHUEM 3M10xU. OJHAKO, yUWUTHIBAS
BPEMEHHYIO MPOAOHKUTEIHHOCTh OT Hava-
Ja TPOU3BOACTBA (PUIIbMA IO €ro BBIXOJA,
MOXKHO IPEINOJIO0KUTh, YUTO IEPBOOTKPHITHE
B 9TOM NPHUHAMJICKUT BcE-Taku Bacumuio
[ITupunCKOMY.

B3sB oropoaHbIii HNHBEHTAPh U CEMEHA,
BhIHECeHHBIC baOko#, Jlen ormpaBnsercs
Ha OTOpojJ. 3BYYHUT MYy3bIKajbHasl IIUTATa
— Xopo1o 3HakoMmas necHsi «Cama caguk s
caJinjiay B KaUeCTBE MEeBYyUY€il TEMBI (YCIIOB-
HO HazoBeM e€ TeMoi Ne 3), Takke ABYXTO-
jocHO y Oac-kmapuera ¢ ¢arorom. [locne
3a0aBHOTO AMU307a C 00s13aTeIBLHBIM OTITH-
paHUEM KaJWUTKW MPHU OOPYIIEHHOW H3TO-
ponu, /len, OTToHssS CHYIOUTYO ITOJI HOTaMHU
JKyuky, 3aHsiics nmoceBoM. Bech mponecc
BBIKANbIBAHMS JIYHKH, BBICQKUBAHUS Ce-
MSH, 3aChIlaHus 3€MJIEN U MOJMBA COMPO-
BOXKIAETCS PaA3IMYHBIMU TMPeoOpa3oBaHU-
aMu TeMbl. IMEIOTCsl B BUIY CIEAYIOIINE
MIPUEMBI:

— pa3HoMacmTabHOe CEKBEHTHOE Mpo-
JIBIDKCHUE,

— TOHAJIBHO-TAPMOHHUYECKOE Pa3BUTHE
(F— Des — Es — B);

— PErucTpoBO-TEMOPOBOE BapbUPOBa-
HUE C MOBBIIIEHUEM TECCUTYPHI (CTPYHHBIE
C JEpeBOM — BaJITOpHA — KIIAPHET —
CTpyHHBIE — (prieiiTa).

Bropoe mpoBeneHue TeMbl COKpaLIEHO,
HO TPU STOM OYEBHJIHA OOJIbIAsT WHTEH-
CUBHOCTh HWTPBI TEMOPOBO-PETHUCTPOBBIMHU
KOHTpacTamu. Peubp HAET O CleAyrommx
WHCTPYMEHTaX, 00ECIEeUunBaOIIUX Kpacoy-
HOCTh MY3BIKQJIBHOW MaJHUTPHI: Oac-Kiap-
HET, To00H, BanTopHa', deiira.

12 Munbireits . U. Xoporo remnepupoBanssiii kiaasup W. C. baxa. M.: My3sika, 1967. C. 33-34.
13 CnenuaabHO OTOBOPHM, YTO, BOSMOXKHO, B TAHHOM CITy4ae 3By4HT r00Oii.
14 Bo3MOXXHO, B JTAaHHOM CJIy4ae 3ByYHT TPOMOOH C CYp/MHOIA.
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B cnenyromem smmzone Kydka TammT
C IUIETHS KaKyl0-TO BeTOlIb, Jlen coopyxa-
€T OCTOB U3 JKEepJei, BEHYaeT ero pa3ou-
TOM KPUHKOM BMECTO TOJIOBBI M HAJICBAECT
Ha 3TOT OCTOB MpUHECEHHBIN Kyukoil u30-
npaHHbli apMsK. [lomydniiocs myrano mis
OXpaHbI OCAJKHU, KOTOPOE KUBO pearupyet
Ha BCE IPOMCXOJSAIIEE IUIACTUKOM CBOETO
«renay. My3pIKaJIbHO WILTIOCTPUPYET CyeT-
JIMBBIN ITpouiecc Bo3BpaTusIascs tema Ne |
B F dur, npeoOpaxéHHasi B TOKKaTy ApoO-
HBIMU PENETUIUSAMH KaXKJI0TO TOHA, U TeMa
No 2 B Es. [lonto6GoBaBinch Ha paboTy Mo
teMmy «CaMma canuk s caauia» B F dur’vHom
cTpoe, den yxonur.

3areMHEHHBIN SKpaH 3HAMEHYET U 1Ie3y-
PY, 1 HEKOTOPBI BPEMEHHOM pa3pbIB, OTE-
JIAFOLIMKA HOBBIM 3Tall — KapTUHY ACHCTBUS
NpUPOAHbIX cuil. E€ My3blkanpHas WILIIO-
CTpalusi — pycckas HapojaHas necHsa «Bo
cajy Jid, B OrOpOJI€ A€BHULIA I'yJIsijiay, KOTopas
3BYYHT B TOHAJTLHOCTH f moll (ycioBHO 000-
3HaYMM €€ Kak Temy Ne 4,) B pa3HO0Opa3HOM
TEMOPOBOM BOIUJIOIIEHUHU: IIEBENIATCS Ha
BETpPY, MEPHO MPUTAHIIOBBIBAS, MOACOIHY-
XM U myrajio (¢uelTa ¢ COnpoOBOXKIEHUEM);
YCUJIGHHO TPOOMBAECTCS CKBO3b TSKETYIO
TOJILTY TOYBBI PETOBBIN MPOPOCTOK (TyOa u
KOHTpabac). BusyanbHo Habuparomas cuity
penKa ¢ MbIIHO-KyApSABOl 00TBOW HM300pa-
KAETCS] IOCTETICHHBIM TOBBIILIEHUEM TECCH-
TYpbl HHCTPYMEHTOB U «pa3pacTaHUEM» Op-
KeCTpOBOU (akTyphl 3a CUET MpUOaBICHUS
OpHAaMEHTAJILHBIX CII0EB ((pUTYpaIOHHBIC
JIMHUU BBICOKHX JEPEBIHHBIX) B b moll.

ITocne ouepenHoil nay3bl, BU3yaIH3aLUs
KOTOPOM  OCYHLIECTBIISIETCSI  ITOCPEACTBOM
sKkpaHa 0e3 M300paKeHWH, B KaJpe IOsB-
nsaercsa en. Ero HamepeHust cBsi3aHbl ¢ He-
00XOIMMOCTBIO MPOBEJATh U TMOJHUTH CBOIO
nocaaky. C ero mpuxoioM, «pacKpallieH-
HBIM» IIYTJIMBOM CLEHKOM JIOBJIM JOCAXIa-
IOILIEH MUENKU, 3BYUHUT misicoBas Tema Ne 2
B Ges dur, KoTOpas 3aTeM JONOIHSIETCS ps-
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oM u300pazutenbHbiX dddekroB. B ux
YUCJIE MEJIOAVNYECKH M TapMOHUYECKH W3-
JIOMaHHbI€ UHTOHAIIMN TE€MbI, 0OBUBAIOIIKE
e€ OBICTPhIMM MaccakaMH C (UTrypanusMu
THIIAa MOPJAEHTOB, KOTOPBIE PUCYIOT BBIOLIE-
ecs KyXOKAILee HACEKOMOE.

BbIckakeM NpeNIIoNoKEeHUe, 4To, Be-
pOsITHO, 3Ta 3a0aBHasi CIICHKAa BBEICHA HE
IIPOCTO JJIsI OKMUBIICHMS cueHapus. [lyma-
€TCsl, peub NAET O HAMEPEHHOM JpamMaryp-
THYECKOM XOZE€, ITOCPEACTBOM KOTOPOTO
BO3MOKHA aKTyaJll3alusl TaKUX MOMEHTOB,
KaK OTTSTMBaHue (PUHAIBHOTO COOBITHS; Ha-
KaJMBaHWE OOCTAHOBKH; MOJIEP)KaHUE WH-
TPUTH; CUMBOJINYECKOE NPEIBECTUE CHUTYa-
1y, Korga Jlen B uTore «noMMaer yaady».

Hakonen, m cama ncuxojoruyeckas
KyJpMUuHauus: Jlen, axHyB ¥ AMKO Bpauias
I1a3aMu, MajgaeT OT W3YMJICHUS, IVISAsS Ha
TUTaHTCKYIO pEIly, 3aT€M C ONAacKOW K Heu
TOAKPAIBIBACTCS, YTOOBI TOTPOTaTh 3TO
qyn0. BpIpa3uTenbHOCTP MOMEHTAa MHO-
TOKpaTHO YCHUJIMBAa€T My3blKa, B KOTOPOH
UCIIOJIb30BaHbl TUIIMYHBIE MY3bIKaJIbHO-
TeaTPAJIbHBIC KIIMIIE:

— MJHCCaHJ0 KOHTpabaca BHH3 Ha
CENTUMY;

— TpeMoJMpyroniasi HeyCTOWYuBas rap-
MOHHUS (3aBHCAIOIIMNA Ha f MHOTO3BYYHBIH
AKKOP/I C IEPEMELIEHUEM K TOHY CENTHMBbI);

— CIBIIIMMBIE TTOCTE MAay3bl «KpaayLIu-
ecs», MOCTENEHHO YYallaloluecs: CTaKKar-
HO-TIUIIIMKATHBIE IIaru 6aca Ha OPraHHOM
MyHKTE.

Janee Bo3Bpamaercs tema «Bo cany nu,
B oropojie aesuua rymsuia» B C dur'y CTpyH-
HBIX pizzicato, IMUTUPYIOIIUX Oananaiky.
[ToyecaB cobcTBeHHYIO «peny», [len Ha-
IIPACHO MBITAETCS BBITSHYTh KOPHEIUION U3
3eMJid U 30BET Ha nomouls babky. C aToro
MOMEHTa HauyuHaeTcs, COOCTBEHHO, OCHOB-
Has Ha3uJaresbHasi 4acTh CKA3KH O MOJI0KH-
TEJIBHOM BJIMSIHUM HA UCXOJX J€JNa COBMECT-
HBIX JPY’KHBIX YCUINH.
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Ta xxe tema Ne 4, ormMedeHHas MOAy-
JIAUUe B e moll, conmpoBOXKIaeT MOsBIIe-
Hue balOku, MOTpsCEHHON YBHIEHHBIM HE
MeHblIle cBoero Jlema. Bmecre oHM TAHYT-
HOTSHYT NOJ] TPYAOBYIO «OMH, yXHEM» (Tema
Ne 5y darora), HO Ge3pesynbrarHo. Ha mo-
MOLIb MPU3BIBAKOTCSA MOCIEI0BATEIBHO BCE
nepcoHaxu. IlepBoii mpuberaer Bryuka
(roboii), u BMecte ¢ babkoii u Jlemom oHu
TAHYT BTPOEM CBOKO YyAO-PEIKY IIOJ 3BY-
KM BaJTOPHBI U HU3KUX CTPyHHBIX. [loTOM
30ByT JKyuKy, ¥ y>K€ BUETBEpPOM CTaparoTCs
BBITAIIMTh U3 3€MJIM BBIPOCILINI HA 3aBUCTh
KOPHEIUIOZ, TOJ Ma)XOPHYIO 4acTh KyILIE-
Ta (KBapTe€T CTPYHHBIX C TOJOCOBEICHUEM
B CTWJIE TIOJTOJIOCOYHOM moymdonun). Jlro-
oonbiTHas Komka Takke OTKJIMKAaeTcsl Ha
MIPU3BIB O IIOMOILH, TOSBIIASACH B YXKE 3HAKO-
MOMH ITPY DKCIIOHUPOBAHUH 3TOTO IEPCOHAKA
(bakType, U BHOBB, TOJIBKO YXKE€ BISITEPOM,
BCE APYKHO NpUIArarT yCHIUS AJs TOro,
9YTOOBI BBITSIHYTh CBOIO penKy (TpoBeneHUE
TEMBbI POXOAUT B OOjiee MacCUBHOU (PakTy-
pe, ¢ TsokénbiM Oacom). Hakonen, nmocnen-
Hell mpuberaer Mpelimka (yceu€HHas Tema
Neo 2), xoropas Taxkxe He OCTaércsi B CTO-
pOHE OT 001Iero aena, U BOT, BIIECTEPOM,
OHM TAHYT-NOTSHYT PENKY MO 3BYYalIyIO
B A dur menonuto necau «Bo cany nu, B oro-
pOJE IEBULIA TYJISIIAY.

IIo cyru, umeHHO MpbIlKka oOKa3ajlach
TE€M, IMyCTb U CJIA0bIM, HO HEOOXOAMMBIM
IUIsS TIOJTyYEHUs pe3yJibTaTa 3B€HOM B LIEIH,
CIIOKEHHON M3 YCHJIMN oOuTaresnei aoma u
€ro J1BOpa, C MOMOIIBI KOTOPOH BCE yCHEII-
HO 3aBEpIIWIOCH. BBIIEpHYB pENKy, BCS
TPYZIOBasi «apTeJb» BaJIUTCS OT HANPSKEHUS
U YCTAJIOCTH Ha 3eMit0. VX JMKoBaHME OT
YAAYHOI'O 3aBEPIIECHUsI COBMECTHON paboTHhl,
YAUBJIEHHE OT IMKOBUHHOTI'O pa3Mepa OBOIIA
HaXOoIAT CBOE 3aBEPIICHUE B BECEIIOM XOPO-
BOJZIe, K KOTOPOMY HE OCTAa€TCsl paBHOIYIL-
HBIM Ja)k€ OropopHoe myraio. Ero yuactue
BO BCEOOIEM MPA3THUYHOM OKHUBJICHUU

MPOUCXOJUT 3a CYET PAJOCTHOIO IMOMaXH-
BaHMs pyKaBaMu HajeTod Ha Hero [lemom
BETONIM. 3BydYalas BHauaje y Oac-KiapHe-
Ta TeMa Ne 4 B yHHCOH C YyBCTBaMU T'€pOEB
CKa3KH CTPEMUTEIIbHO YCKOPSETCS BIBOE,
MPEBPAIIASCh B IUISICOBYIO, CTPOM KOTOPOil
noBbIaeTcss U3 A dur B B dur — nipuéwm,
KaK HEJb3s Jy4llleé COOTBETCTBYIOIIUI BBbI-
PaXXEHHIO BOCTOPKEHHOTO MOBEMA TYBCTB.

3aBepiaeTcsi CKa3ka IMaHOPAMOW COJI-
HEYHOTO 3aKara, pPEHIEHHOTO TEMU IKe
M300pa3sUTENbHBIMU U MY3bIKaJbHBIMHU
CpeJICTBaMU, YTO U BOCXOJI, TEM CaMbIM CHUM-
METPUYHO 3amMbIKas ¢uinbM. OOpazoBaHHAS
TakuM 00pa3oM apka pupMyeTcsi C BU3yasb-
HOM acUMMeTpuel, KOTopasi TakKe CTaBUT
JIOTUYECKYI0 TOYKY B CKa30UHOM CIOXKETE.
Ecnn u3HayanbHO MOSIBICHHE MEPCOHAXKEU
HAUMHAJIOCh C JIEMOHCTpaluu MBIIIKH, TO
dbuHaT 3a1aéT UHYIO MOCIIEI0BATEILHOCTD,
Onmarogapst ueMy 3aMbIKarolue Iemnb ¢ 00e-
UX CTOPOH MEPCOHAXXHU YCJIOBHO yTpayuBa-
0T CBOU NPEXHHUE CTATyChl U CTAHOBSITCS:
Jlenm — cambiM ci1abbiM, MEBIIIIKA — caMoi
CUJIBHOM.

B wurore, roHBIN 3pUTENb, TOCMOTPEB-
WA 10 KOHIIA 3TOT MYJIBTUILUIMKAIIMOHHBIN
¢buabpM, cCOCOOEH MOHATh BaXKHOCTD CIIEIY-
IOII[Ero MOMeHTa. MexXly HaMU U OKpYyKaro-
UM Hac MHUPOM JIOEH U IPUPOAbI CyIlie-
CTBYEeT HE3pHUMas CBsI3b, U MOIYAC CAMBIM
HE3HAYUTENIbHBI JMU30/ JKU3HU MOXKET
npUOOPECTH KITFOYEBOE 3HAYCHHE B JIOCTH-
JKEHWU TOCTaBJIeHHOW 3amauu. [lomoOHOE
MOJIO’KEHUE JIeTT UCKIII0YaeT BHICOKOMEPHOE
OTHOILIEHHUE K TOMY, KTO M YTO Hac OKpy»Ka-
€T, 3aCJTy»KUBasl JIUIIb OJIarOTOBEHHOTO yBa-
KEHUSI.

OueHuBasi pe3ylbTaTUBHOCTh MPOJE-
JAHHOUW palOoThI, TOTYEPKHEM, UTO, KaK ITO
ObLIO 3aMEYEHO BBIIIE, MY3bIKAJIbHBIA Psifl
MYJIBTUILTUKAIMOHHOTO uibMa  «Permkay
MHoro(yHkimoHaneH. MimeeTcss B BUIy HE
TOJILKO JIpamaryprudeckasi (QyHKIUS My-
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3BIKAJIHOM COCTAaBIISIIONIEH KHUHOTEKCTA,
HO U CHOKETHO-TIOSICHAIONIAs, BCIIEICTBUE
Yero My3blka MOJHUMAETCS [0 3Bydallel
BepOAJIbHOCTH, KOTOpas B JAHHOM MaTepu-
ajie HacCTOJIBKO MHUHHMH3UPOBaHa, 4TO Je-
JIAET OIpPaBJAHHBIM BKJIIOYEHHE IMHCHMEH-
HOIl peun. IlocnenHsisi oTyacTH BbI3BIBAET
aQHAJIOTMM C MPEAHA3HAYECHHOMN Ul YTCHMS
KHHUIOM, YTO, TEM HE MEHEE, OKa3bIBAETCS
BIIOJIHE TapMOHUYHBIM JUII KHHOTEKCTA.
BmecTe ¢ TeM UMEHHO My3bIKa IIPUBHOCUT
B 4€pHO-0€IbIi KyKOIbHBIA (PUIIBM SIPKOCTH
Kpacok, co3faBasi OUIYLIEHHE MOJJIMHHO-
CTH TNPOMCXOZAIIET0 U panys €ro MHOIO-
uBeTbeM. Jlpyrumum cioBaMu, MOJTHOLEH-
HO€ SMOILMOHAIFHO-00pa3HOE BOCHIPHUSATHE
MYJBTUILUTUKALIMOHHOTO (puiibMa ObLTO ObI
HEIOCTH)KUMBIM 0€3 My3bIKaJIbHON COCTaB-
JSOLEH CUHTETHYECKOTO XyHOKECTBEHHO-
ro 1enoro. Benp «oOuiuii cMbICT B My3bIKe
oOpasyeTcst B pe3yibTaTe CIUSHUS MHOXKe-
CTBa “MHUKPOCMBICIIOB”. OHU NpPOSBIIAIOTCS
Ype3BbIUallHO pPa3HOOOpa3HO, MpocTynas
CKBO3b MHTOHALMU M TEMATU3M, TOHAJIBHO-
CTH Y TAPMOHUIO, KOMIIO3ULIUIO U JApaMaryp-
THI0, CKBO3b MEJIKUE JieTanm» [6, c. 82].
Bc€ 310 mo3BonseT yTBEpKAATh, YTO
BU3yaJbHbIA U My3bIKaJIbHBIA pANbI OKa-
3bIBAIOTCA PAaBHO3HAYHBIMHU JPYT JPYTY,
JIEMOHCTPUPYS UICAIBHOE «IIapTHEPCTBO»
IIByX pa3HbIX BUJOB HUcKyccTBa. [Ipu 3TOoM
MactepcTBo komnosutopa B. lIupunckoro
3aKJII0YAaeTCA B TOM, 4TO Jiejlasg CTaBKy Ha
Urpy TeMOpOB, peann3yeMylo B paMKax UH-
CTPYMEHTAJILHOTO TeaTpa, «IOKa3aHHOTO»
B MYJIBTUINIMKALIMOHHOM (puiibMe «Pernkay,

OH, TIO CYTH, N30€Xajl OTPaHUYCHUS MY3bI-
KM Cyryoo WUIIOCTpaTUBHON (yHKIMEH,
CO3/1aB «JIBOMHYIO ONTUKY KapTHUHBI B Kap-
THUHEY.

Bo03M0OXHO, UMEHHO C ATOW TOYKH 3PCHHUS
B IOJJHOM CONNIACHMH C NPUBEIEHHOM paHEe
no3urueit . Heiirayza, teMGpoBoe u TO-
HaJbHOE PEIICHUE MY3bIKaJTbHOIO MaTepH-
aja TPEICTaBISIETCS BEChbMa OPTaHUYHBIM
CKa304HOMY AHUCKypcy. OTMETHM, 4TO TO-
HaJIbHBIN MJIaH CBS3aH HE TOJILKO C OTACIIb-
HBIMH KPACOYHBIMU W CMBICIIOBBIMH IIITPH-
xamu, oOparasi Ha ce0si BHUMaHHUe 3pUTETIS.
B nmaHHOM KOHTEKCTE, IOMUMO YIOMHHAE-
Mmoro C dur, ToHanbHOCTH A dur n As dur
KOPPENUPYIOT C MAacTOPalibl0 U YTPEHHUM
gacoM. B cBow ouepens OeMonbHBIE Ma-
YKOPHBIC TOHATBHOCTH — peub UIET 0 F dur,
Es dur, Des dur v B dur —neMOHCTPUPYIOT
CBSI3b C 3eMIIEH .

Urto ke KacaeTcsi MUHOPHBIX TOHAJIBHO-
cteit, To f moll u b moll B JaHHOM KOHTEK-
CTE paccMaTpHUBAIOTCS B KaueCTBE 3HAKOB
[TyOMHHBIX CHJI TUIOJIOHOCSIIICH 3eMIIH,
HEOTJEIUMBIX OT TSATOT KPECThSIHCKOTO TPY-
Jla, UCTIOJIHEHHOTo neyan'®, BaykHO oroBo-
PUTB, UTO JIEKCEMA Neuanb ITAMOJIOTUIECKU
BOCXOAUT K TaKUM OOIIECIaBIHCKUM CJIO-
BaM, Kak 3aboma, onexa. Hakoneu, Ges dur
omnpeieNsieT MPOCTPAHCTBO HAI0EIAOIIEH
Heny Momku. [Ipu 3ToM 00BEAUHSIOMIUM
BCE ATH, Ha NIEPBBINA B3MISLI, Pa3pO3HEHHbIE
YaCTH 1IEJIOTO0 HAYAJIOM BBICTYNAIOT TOHAIb-
HOCTH e moll n B dur. IlepBasi cOOTHOCUTCS
C OOLIMMHU TPYAOBBIMU YCWJIMSIMH, BTOpas
BOIUIONIAET BCEOOIIYIO PAZOCTh.

5 B pykonucu H. BamikeBuua HaxoiuM CIEAYIOIIHE MPUMEThl UHTEPECYIONIMX HAC TOHAIBLHOCTEH:
F dur — myxecTtBeHHbIH; Es dur — BenmuecTBeHHBIN; Des dur — cepbE3HOCTh U ITyOOKHe 4yBCTBa; B dur
— ropaoctb. Cm.: BamkeBny H. JI. CemanTuka My3pIKaibHOW pedr. My3bIkanbHbIN cnHTakcuc. CioBaphb
MY3BIKaJIBHBIX (hopM: ydeOHOe MocoOue: KOHCIMEKTUBHBIA JTOTIONHUTENBHBI MaTepral K Kypcy TEOpHH

My3sik B MVY. Tseps: [b. 1.], 2006. 76 c.

16 TTo cBunerenncTBy H. BamkeBuua, b moll oTBedaeT cymMpauHOCTH, f moll — medanu.
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HckyccTBoBeqUeCKUid  aHAIM3 Mylb-  TEPCKOTO COCTaBa KaK YHUKAJIBHBIN 00pa3ely
TUTUTMKAMOHHOTO (uiibMa «Penka» maér  akTyalu3aluu 3TUYECKOTO KaHOHA, SIBIISIIO-
OCHOBAHUS OLIEHWUTHh KOJUIEKTUBHBIM TPyHd  LIErOCS CMBICIOBBIM SIAPOM PYCCKOM HApPOJI-
pexuccépa, KOMIIO3UTOpa, OIleparopa U ak-  HOW CKa3KH.
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MHcTpyMeHTanbHbIN KOHUEpPT B TBopyecTBe beHTa CépeHceHa

Exarepuna I'ypbeBHa OxyHeBa

Ilempo3zasoockas cocyoapcmeennas koncepsamopus umenu A. K. [azynosa,
2. Ilempo3zasoock, Poccus,
okunevaeg@yandex.ru, https://orcid.org/0000-0001-5253-8863

Annomayusn. B TBOpuecTBE COBPEMEHHOTO JaTckoro kommosutopa benra CépeHcena
MHCTPYMEHTAJIbHBIN KOHLIEPT 3aHUMAET JIUAUPYIOLIee ON0KeHHE. My3bIKaHTOM CO3/1aHO 8 KOHLIEPTOB
U PsIl OPKECTPOBBIX MbEC C YYACTUEM COJIMPYIOIIEro HHCTpyMeHTa. Ha ocHOBe ux aHaiu3a B cTarbe
pacKpbIBaeTCs MOJAXO0J KOMIIO3UTOpa K JaHHOMY JKaHPY U BO3MOXKHOCTU €ro oOHoBieHHs. OnHou
U3 XapaKTepHBIX YepT KOHIEPTHhIX omycoB CEpeHceHa BBICTYIAeT MporpaMMHOCTh. COuMHEHHs
KOMITO3UTOpa OOBEAMHAIOTCS OOIMMHU TEeMaMH pacrlaja, HWCYC3HOBEHHs, a Takke pediexcuu
MY3bIKaJIbHON KyJBTYPBI, YTO MPUBOIUT K HACBHIILIEHHIO MY3bIKaJbHOIO Marepuaia pa3IuuHbIMU
CTUJIMCTUYECKUMHU ajuto3usiMu. EfuHas koHuenTyaibHas cepa MmopoxaaeT B TBOPUECTBE JaTCKOro
KOMIMO3UTOpa (DEHOMEH MEXIYOIyCHBIX CBSI3€d, a CTUIUMCTUYECKHE U TeMOpPOBO-(paKTypHbIE
[IPOTUBONOCTABICHUS PA3HOPOIHOTO MaTepHaja MO-HOBOMY BOILIOLIAIOT MPUHIIMIT TUAJIOTUYHOCTH,
CBOWCTBEHHBIH jkaHpy KoHIepTa. [IporpaMMHOCTE 00YCIIOBIMBAET pa3HOOOpa3ue KOMIO3UIIMOHHBIX
peteHnii KoH1epToB CEPEHCEHa, B CBSI3H C YeM BCE COUMHEHUs peasiaraeTcs AuddepeHunpoBars Ha
JIBE TPYMIIbL: OAHY PENPE3CHTUPYIOT KOMITO3ULIMOHHbBIE MOJIENH, COXPaHSIOIIUE MO0 OOHOBIISIOINE
KOHIIEpTHYIO (opMmy (Hanpumep, CxkpunuyHbelii koHuepT, KiapueroBwlii koHuept, Tperuit
(dopTenuaHHbIil KOHLIEPT), a JPYTyI0 — MOJIENIM, OPUEHTUPYIOLIUECS Ha WHAUBUIYAIbHBIM IPOEKT
(nanpumep, IlepBbiit poprenunannbiii kKoHUEpT, KoHueprt ans akkopaeona, Konueprt ans kiaBecuHa
u 1p.). B nocnennem ciydae B skaHp KOHLIEPTA HEPEJIKO BHEPSIFOTCS AJIEMEHThI HHCTPYMEHTAJIBHOTO
Tearpa. B kauecTBe crneunuueckoro cpeacTsa JpaMaTyprud B KOHIEPTHbIX omycax CépeHceHa
BbIIEIISIETCS. TPUEM TeMOPOBO-aKyCTUYECKOM TpaHCOpMalMi 3BYKOBOHM Cpeibl, Mpearoararnmm
CMEHY CIO0CO0OB UIpPbl, HHCTPYMEHTOB WJIM UCTOYHHKOB 3BYKa (HalpUMeEp, MEPEX0]] OPKECTPAHTOB
K INEHUI0 U Urpe Ha rapmMoHukax B KoHuepre i akkopleoHa, MEpexoj] OT UIPbl TPEMOJO
K TPEHHIO HAXKAA4HOM Oymaru o nepeBo B Mignon — Papillons, 3amellieHre aKyCTUYECKOTO 3ByYaHHUs
MarauTooHHOM 3anuckio B KiapHeroBom konuepte). [IpeanpunsThiii aHaau3 no3BoOJSIET CAeIarh
BBIBOJI, YTO cepa HMHCTPYMEHTAJIBHOIO KOHLepTa oOpa3yeT B TBOpuyecTBe CEpeHceHa enuHoe
MY3bIKaJIbHO-CEMAaHTHUYECKOE MPOCTPAHCTBO, 00JIa/Ial0IIee XapaKTEPHBIMU YEPTaMHU.

Knrouegwie cnoea: coppeMmeHHasi My3bIKa, JaTckasi My3bika, beHT CépeHceH, HHCTPYMEHTaIbHbIN
KOHLIEPT, TpaJWLMOHHASI KOMIIO3ULIMOHHASI MOJ€lb, WHAMBUAYAJIbHBII IPOEKT, TEeMOpPOBO-
aKycTh4yecKkas TpaHcpopmalusi 3ByKOBOU Cpe/ibl
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The Instrumental Concerto in Bent Serensen’s Musical Output

Ekaterina G. Okuneva

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia,
okunevaeg@yandex.ru, https://orcid.org/0000-0001-5253-8863

Abstract. In the musical output of the modern Danish composer Bent Serensen, the genre of the
instrumental concerto occupies the leading position. The composer has written eight concertos, as well
as a number of orchestral works in which particular solo instruments stand out. Based on their analysis,
the article reveals the composer’s approach to this genre and the possibility of maintaining it. One of the
characteristic features of Serensen’s concerto works is the programmatic quality. The composer’s works
are united by common themes of decay, disappearance, as well as reflection of musical culture, which
leads to a saturation of the musical material by means of various stylistic allusions. The unified conceptual
sphere gives rise to the phenomenon of connections between different musical works in the output of
the Danish composer, while the stylistic juxtapositions, as well as the contrasts of the heterogeneous
material in terms of timbre and texture embody the principle of dialogue, which is characteristic of the
genre of the concerto. The programmatic quality determines the variety of compositional solutions of
Serensen’s concertos, in which connection, it is proposed to differentiate all of his compositions into
two categories: one is represented by compositional models that preserve or revise the concerto form
(for example, the Violin Concerto, the Clarinet Concerto, the Third Piano Concerto), and the other
demonstrates models, each one focusing on an individual project (for example, the First Piano Concerto,
the Accordion Concerto, the Harpsichord Concerto, etc.). In the latter case, elements of instrumental
theater are often introduced into the concerto genre. One specific means of dramaturgy in Serensen’s
concerto opuses is the technique of transformation of the timbre and acoustics of the sound sphere, which
involves changing the means of playing, the instruments or the sound sources (for example, a transition
of the functioning of the orchestral musicians to singing and playing harmonicas in the Accordion
Concerto, the transition from playing tremolo to creating sounds on sandpaper blocks in the composition
Mignon — Papillons, the substitution of acoustic sound with tape recording in the Clarinet Concerto).
The provided analysis allows us to arrive at the conclusion that the sphere of the instrumental
concerto forms a single musical-semantic space in Serensen’s musical output, which is endowed
with its own personal characteristic features.

Keywords: contemporary music, Danish music, Bent Serensen, instrumental concerto, traditional
compositional model, individual project, transformation of timbre and acoustics within the sound sphere

For citation: Okuneva E. G. The Instrumental Concerto in Bent Serensen’s Musical Output.
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JKaHPOBOM NaHOpame My3bIKM XX

— Hadana XXI Bexka uHCTpyMEH-

TaJIbHBIA KOHLEPT 3aHUMAET OJIHO
n3 guaupyromux mect. CTOMKHM HHTepec
K JJAHHOMY JKaHpPY OTE€YECTBEHHBIX U 3apy-
OEXHBIX aBTOPOB CBHUIECTEIBCTBYET O €ro
aKTyaJIbHOCTH M CIIOCOOHOCTHU TMOKO OTpa-
&KaTh CIEeUU(PUKY MEHSIOMIETOCS KYIbTyp-
HOTO KOHTEKCTa. VHTEHCHBHOE pa3BUTHE
KOHIIEpTAa B YKa3aHHbBI IEpPUOJ BPEMEHU
o0ycnoBIMBaeTCS pa3HOOOpPA3HBIMU U TOJ-
4yac pa3HOHAINPABICHHBIMU TEHACHIUSMH.
OO06nuK >xaHpa ONpeNensioT YCTAaHOBKH Ha
cuM(pOHU3ALMIO U OTHOBPEMEHHO KaMEepHU-
3alMI0, COXPAHEHHUE ApPXETUIMYECKUX YEPT
U CTPEMJICHUE BBIWTHU 32 paMKH CTEPEOTHIIA,
CTHJIEBOE €MHCTBO U CTHUJIEBAask MHOTOKOM-
MMOHEHTHOCTb, OOMJIHE KAHPOBBIX PEIICHUH,
WCIIOJIb30BaHUE IIUPOKOrO apceHaja KoM-
MO3UTOPCKUX TEXHUK.

B TBOpuecTBE MHOTMX COBPEMEHHBIX
KOMITO3UTOPOB aHpP KOHIIEpTa HAIIEN IIy-
00ko camoObITHOE TpeTBopeHue. K uucmy
aBTOPOB, PACKPBIBILIKX €0 HOBbIE BHYTPEH-
HHUE BO3MOXHOCTH, MPUHAIICKUT beHt
Cépencen (Bent Sgrensen, p. 1958).

Ha cerogusamnuii nenb CEpeHCeH sIBIIsi-
€TCs OAHUM U3 BEAYIIHUX JATCKUX KOMIIO3U-
TOopoB. OH YCIEUIHO COTPYAHUYAET C KPYyII-
HeHIMMH  (peCcTUBAISIMH, €r0 COYHMHEHHS
UCIIOJNHSIOTCS MUPOBBIMH OpPKECTpaMu U
TBOPYECKUMH KOJIJIEKTUBaMU. 3a CBOIO pa-
00Ty OH yIOCTOEH psijia MPECTUKHBIX MY3bI-
KaJIbHBIX HArpaj, B YMCII€ KOTOPHIX MPEMUS
CesepHoro coseta (1996) u npemus I'pase-
Maiiepa (2018). My3bIKaabHbBII MUP KOMIIO-
3UTOpa OBESIH POMAHTHYECKHUM YYBCTBOM.
Mepnaromuii 1 yCKOJIB3alOIMK B CBOEH
HEIOBTOPUMOM KpacoTe, OH CTPEMHUTCS 3a-
MeYariaeTh NO3TUKY HEBBIPA3UMOIO U OTCYT-
CTByMOIIero. B cBoux mouckax mIyOWHBI U
JyXOBHOCTHU, OTKPBITOW 3MOLIMOHAIIBHOCTH
1 HOBOM HMCKpEHHOCTH My3blka CépeHceHa
BBICTYIIA€T OTPAKEHUEM METaMOJEPHUCT-

CKMX YCTAaHOBOK B HCKYCCTBE, KOTOpBIE
B MOCJIETHEE BpeMs BCE yalle CTaHOBITCS
peIMETOM AUCKYCCHI B MY3bIKOBEAUYECKOM
coobmectBe (cM., Hapumep: [1; 2; 3]).

Jlnana3oH JKaHpPOBBIX HAaNpPaBICHUU
B TBOpYECTBE KOMMO3UTOpa mupok. Ilepy
CépeHcena MNPUHAICKUT CUMPOHUYE-
CKas, OIlepHasi, KaHTaTHO-OpaTopuajbHas,
BOKaJIbHasi, XOpOBasi, KaMEPHO-UHCTPYMEH-
TaJbHasl My3bIKa.

K xaHpy KoHUEpTa KOMIIO3UTOp BIIEp-
Bbie oOparwics B 1993 roxy, HamucaB 1o
3aka3zy OpXycckoro cMM(OHUYECKOTO Op-
kectpa CkpunuuHsbiil koHuept. B 1998 rony
nosisuiics [lepBblil popTennanHbIil KOHLIEPT,
MOCJIE YEero MocieaoBall JASCATUICTHUN Tie-
pepsiB. Haunnas ¢ 2007 rona Cépencen o0-
pamaercs K aHpy KOHIIEpTa PEryisipHO.
K HacTosiieMy MOMEHTY UM CO3[1aHO 8 KOH-
LIEPTOB:

— KoHuepr nns CKpUIIKH C OpKECTPOM
Sterbende Gdrten («YMuparomnme caab»,
1992-1993);

— IlepBblii (oOpTenMaHHBI KOHLEPT
La Notte («Houby, 1996-1998);

— Bropo#t ¢opTenuaHHBIi KOHLIEPT
La Mattina («YTtpo», 2007-2009);

— KoHuepr i kiapHeta ¢ Opke-
ctpoM Serenidad («YMUPOTBOPEHHOCTHY,
2011-2012);

— Konuepr mis TpyOsl ¢ oOpkecTpoMm
(2012-2013);

— Tpoitnoit konuept L’Isola della citta
(«OctpoB B ropoae», 2014-2015);

— Konuepr m1st kiaBecuHa ¢ OpKecTpoM
Sei Anime («lects qymun», 2020);

— Tperuit QoprenuaHHbli KOHLEPT
La sera estatica («BocTopeHHBII Bedepy,
2021).

B TBOpueckom apcenane CépeHceHa,
MOMHUMO 3TOT0, — HEMAaJI0 OPKECTPOBBIX
OITyCOB C YYaCTHUEM COJIMPYIOIIETO UHCTPY-
MEHTa, B KOTOPBIX SIPKO BBIPAXKEHO KOH-
HepTHOEe Hayaso. TakoBa, HapUMep, Mbeca
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It is Pain Flowing Down Slowly on a White
Wall («210 6011B, MEIJICHHO CTEKArOIIas 1Mo
Oenoit crene», 2010), KOTOpYHO KPHUTHUKU
HEPEIKO HA3BIBAIOT KOHIEPTOM JUIsI aKKOp-
JICOHa, WM CeMUYacTHasl mbeca st Gop-
TENUAHO U CTPYHHOTO Oopkectpa Mignon —
Papillons («Munbona — babouku», 2014).
Takum 00pa3zom, KOJIMYECTBO HAIMCaH-
HBIX COYMHEHUN TMO3BOJISIET CUUTATh JIaH-
HYIO JKaHPOBYIO JIMHUIO MaruCTpalbHOW B
TBOPYECTBE KOMITO3UTOPA, @ KOHLEPTHOCTh
paccMarpuBaTh Kak CHEUPUIECKYIO YepTy
€T0 XyJ0’KECTBEHHOTO MBIIIJICHHUS.
Konueptol CépeHcena 10CTaTOYHO pas-
HOOOpa3Hbl U IO HCHOJIHHUTEIBCKOMY CO-
CTaBY, H 10 COAECP>KAHUIO, U TIO KOMITO3HUIIH-
OHHBIM MOIeTsiIM. B 0003HaueHHOM BBIIIIE
MepeyHe MPUCYTCTBYIOT KOHIIEPTHI C CHUM-
(hOHMYECKUM U CTPYHHBIM OPKECTPaMHU, JIsI
OZTHOTO COJIUCTA W JIJISl aHCAaMOJIEBOU TpyTI-
nbl. CHeKTp CONMMPYIOMIMX HHCTPYMEHTOB
MIPH 3TOM IIMPOK M BKITFOYAET KaK TPaIULIU-
OHHbIE TEMOpPbI — CKpHIIKa, (popTenuaxo,
KJIapHET, TpyOa, Tak u O6ojee crenupuIHbIe
— KJIaBECHH, akkopeoH. Bcé xe ocoboe
BHUMaHHE KOMIIO3UTOpa yAeJIeHO GopTemnu-
aHo, /1151 KOTOPOTO HAMKMCaH LEbIN psiJl KOH-

1

ueproB. MlHTEpEC K JaHHOMY UHCTPYMEHTY
o0ycnoBiieH 3HakoMcTBOM CEpeHceHa ¢ Bbl-
JAIOIIMMHUCS  MY3bIKAHTAMU-UCTIOTHUTENS-
mu (IlepBoiii (opTenMaHHbI KOHLEPT IO-
camiéH Poisdy Xunny', Bropoit — Jleiidy
OBe AmnjcHecy?), a KpOME TOTo, CBSI3aH
C NUYHBIMHU oOcTosATenbcTBaMu: CEpeHceH
keHar Ha nuaHucTke Karpun [mcmunre?,
TaJaHTJIMBOM MHTEPIPETATOPE MHOTUX €r0
¢doprenuaHHbIX counHeHuM. B omnpene-
nénHon mepe KarpuH sBuiach BIOXHOBH-
TenpHUIEH ero Tperbero QoprenuaHHOro
KOHIIepTa La sera estatica®, oHa e OcCyIle-
crBwia B 2014 rogy MuUpOBYIO0 HpemMbepy
Mignon — Papillons B paMkax My3bIKaJb-
HBIX (hecTUBANIECH, TPOXOAUBLINX B JlaHuu u
Hopseruu.

[IporpaMmmMHOCTH — HEOTBEMJIEMAS UEp-
Ta KOMIIO3UTOPCKOTrO MbluuieHus CEpeH-
ceHa. DaKTUYECKH BCE KOHLEPTHI, 32 HC-
kitoueHueM Konnepra amst TpyObl, UMEIOT
3arojIOBKA M OMHUPAIOTCS HA ONpeeaEHHbIN
XYJI0’)KECTBEHHBIN 3aMBbICEJ, pACKPBIBAEMBII
KOMIIO3UTOPOM B IPOTPAMMHBIX 3aMETKaX.
Tak, nmepBOHAYaJIbHBIM HMMITYJIbCOM K CO3-
JaHnio CKpUIIMYHOTO KOHIIEpTa cTaja Ipo-
ryjlKka [0 CTapoMy 3a0pOILIEHHOMY cany,

Ponbd Xunp (Rolf Hind, p. 1964) — OpuTaHCKUI MHAHUCT, CIICIIUATU3UPYIONUNCS HA perepTyape

¢doprenuannoit My3biku XX—XXI BexoB. COTpynHHUYAN ¢ TAKUMH H3BECTHBIMH KOMIIO3UTOpPaMH, Kak
Onuswse Meccuan, pépap Jluretn, >xon Anamc, Xenemyt Jlaxeuman, Tan Ay, xxopmx benmpxamus.

2 Jleii¢ OBe Anacuec (Leif Ove Andsnes, p. 1970) — HOpBeXCKHii MHAHUCT U TUPHIKED, 00Ia1aTEIh
MHOKECTBa MY3BIKaJIBHBIX Harpaa. B ero pemnepryape mnpeobiagaer KiIacCHKO-pPOMaHTHYECKas
my3bika (berxoeen, lllonen, Illyman, bpamc, Jluct, PaxmManuHoB u 1p.). AHICHEC SBISETCS TaKXKe
MponaraHAKUCTOM TBopuecTBa Kommno3utopoB CeBepHoit EBpombl (Cubennyca, Hunbcena u mpou.),
ocobenHo ['pura.

* Karpun TI'mcnunre (Katrine Gislinge, p. 1969) — narckas nuaHUCTKa, o0JjajaTelibHUIA psija
My3BIKaNbHBIX Harpaj (mpemus ['elina, npemus Calimona Craiica, npemus Bansrepa Hlpenepca, mpemus
Hynnu Ilpart u np.). M3BecTHa B nepByo odepenb Kak MCIOIHUTEIbHUIA KIACCUKO-POMaHTHUECKOTO
peneptryapa. SBnsieTcs nepBol JaTCKOW MUAaHUCTKOM, 3aMCaBIICH AUCK HA HEeMeUKoM Jieione Deutsche
Grammophon.

4 KoHIepT BO3HHUK B IEPUO, KOPOHOBUPYCHOM naHaemun. Haxoaach B KOBUIHOM H30MAIKUY, [ MCTUHTE
ycTpauBajla JUisl KOMIIO3UTOpa JOMAallHHE KOHLEPThbI, UCIOIHAS COHaTbl berxoBeHa, PaxmaHuHOBA,
Mouapta u npod. [lo cnoBam Cépencena, ciepl 3TOH My3bIKH 3amedyaTiieNnch B ero GopTenuaHHOM
KOHILIEpTE.
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BOCKpecuBIIas B naMsiaTu CEpeHceHa CTpo-
KM U3 cTuxotBopenus Ilepmana Iecce
September: «Sommer lichelt erstaunt und
matt / In den sterbenden Gartentraumy’
(«Jleto ympibaeTcss M3yMIIEHHO M TYCKJIO /
B yMHpAOIIEro caga meute»). Jpyrum
HMCTOYHUKOM BIIOXHOBCHHS TTOCITYKHIIN CTa-
pbie utanbsiHckue ¢ppecku. [lpu ux ocmotpe
CépeHcena mpoH3MWIIA MBICIL O HEYMOJU-
MOCTH BPEMCHH: HECMOTPS Ha MPEATPUHU-
MaeMble YEJIOBEKOM YCHIIHS, N300paKeHUS
TPECKaJIUCh, UX COCTOSHHE YXYIIIAIOCh.
«C MOMEHTa HaIIero POXKICHUS €CTh JIUIIIb
OIUH TyTh — MEJJEHHOE CIOJ3aHue
K YIaJaKy...», — TaK NPOKOMMEHTHPOBAI
uaero cBoero CKPUMUYHOTO KOHIIEPTa KOM-
O3UTOPC.

XyH0KECTBEHHAs! KOHUEILUS TPOUHOTO
koHueprta L’Isola della citta xoHUeHTpUPO-
BaJjach Ha CTPEMJICHUH COJIMCTOB (CKPHIIKH,
BHUOJIOHYENIX U (OPTEMUAHO), OJTUIECTBOPSI-
IOIUX OCTPOB, BBIPBATHCS M3 BIACTH TOPO-
na-opkectpa. O6pasbl ocTpoBa U ropoja Ha
caMOM g€ BBICTYMAJId MHOTO3HAUYHBIMHU
MeradopamMu, OTPaKaBIIUMH B3aUMOJICH-
CTBHUE IIIyMa U THUILWHBI, OOIIECTBA U yeIu-
HEHUSs1, IPUPOJIbI U KYJIBTYPHI, MPOIILIOTO U
Hacrosmiero (moxpobnee 06 3ToM cm.: [4,
c. 100-103]).

CxonHble uIEU TPUCYTCTBOBAIU U
B Konmepre mist kirapuera. B mporpamMmmMHBIX
3ameTkax CEpeHCeH yKasbIBaj, 4TO B IPO-
1ecce COYMHEHMs BCE BpeMsi paccMaTpuBall
KJIApHET KaK KYKJIy WM TTHILY, KOTOpPbHIE
CTPEMSITCS BBICKOJIB3HYTh U3 KOMHATHI WJIH
u3 THe3na. HasBanue 1yis KOHIEpTa, Kak U

5

caMa My3blKa, BO3HUKJIO BHE3AIIHO, BO Bpe-
Ms IIPOTyJKH KomIo3utopa no bapcenone.
bpens o myCThIHHBIM YJIOYKaM ropojia, OH
OCTaHOBWJICS TEpe]l KHUKHBIM Mara3uHoM
M €ro BHUMAaHHE TMPUBIEK COOPHUK CTH-
XOB, Ha OOJIOKKE KOTOPOTO OBLIO HAIlMCAHO
Serenidad. Komno3uTop He 3HaJ, 4YTO O3HA-
YaeT 3TO MCIAHCKOE CJIOBO, MO3TOMY MOJIO-
JKUJI KHUTY Ha MECTO U NOWIEN npoub. OTOM-
N1 Ha HEOOJBIOE PACCTOSHUE, OH BIAPYT
MOYYBCTBOBAJI, YTO UIMEHHO TaK JOJHKEH Ha-
3bIBATHCS €ro KOHLEpT. «Kak Tonbko 51 ycibl-
maja 3TO CJIOBO, KO MHE MPHIILIA MY3bIKa,
— BcrmomuHan Cépencen’. OH BepHYICA
B MarasuH, 4TOObl KYyNUTh KHUTY, U, XOT
Ha yJIulE HUKOT0, KpOME HEro, He ObLIo, Ha
MecTe €€ yxke He okazanock. «Bkparie, 3To
U €CTh MOSI My3bIKa, — J00aBIIsT KOMITO3H-
TOp, — OHa ucYe3a eme 10 Toro, Kak opuia
co3nana»®.

Wnes vcue3HOBEHUS, YCKOIb3aHUS, OT-
CYTCTBHUS KOPpEIUPYET C UACIMU BPEMEHHU
u pacrnaga. Bce BMecte oHM (QopMUpPYIOT
B TBOopuecTBe CEpeHceHa OOIIyI0 TeMaTH-
4yeckyro cdepy, CBsi3aHHYIO C pedrekcueit
MY3bIKaJIbHOU KYJIBTYPBI. B 3TOM CBS3M OCO-
0oe 3HaYeHHWE B KOHLEpTax HpuoOpeTaer
npo0JieMa COOTHOILIEHUSI CBOETO U YYXkOro.
KoMmno3uTop 10BOIBHO 4YacTO HamOJHSET
MY3bIKYy CTHWJIMCTUYECKHUMHU  AJITIO3USMH.
IIpm 3TOM 4Yy’>KOM TEKCT OKa3bIBacTCs Ha-
CTOJIBKO MPOYHO CHAsiH C aBTOPCKHUM, YTO
OoTHeNuTh uUX ObIBaeT Heserko. Hepenko
MpU OPOCIYIIMBAHUU COUMHEHUH CO31aéT-
s olylieHre, OyaTo My3blka OajmaHCHUPYeT
Ha rpaHu Yero-To 3HAKOMOTO, HO HE BITOJIHE

ITocnennee cioBocodyeTaHue Aajio Ha3BaHUE KOHILCPTY.

¢ ITut. mo: Mellor A. The Northern Silence: Journeys in Nordic Music and Culture. Yale University

Press, 2022. P. 251.

7

Cwum.: Ohrstrom D. Komponist Bent Sgrensen: Hver morgen vagner jeg op og pragver at vare et stort

ja til livet. URL: https://www.kristeligt-dagblad.dk/kultur/hver-morgen-vaagner-jeg-op-og-proever-

vaere-et-stort-ja-til-livet (accessed: 18.02.2023).
8 Tbid.
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y3HaBae€MOTro, HarmoMuHasi 00 3pdekre mpe-
CKEBIO — 3a0BITOM CJIOBE, KOTOPOE BOT-BOT
BCIUIBIBET B namsaTu. He ciryyaiiHo, xapak-
Tepusysl My3bIKy CEpeHCeHa, HOPBEKCKHM
xomnoszurop Apae Hopaxeim napagokcaib-
HO 3aMETHJI: «ITO HAalOMUHAET MHE O TOM,
Yero sl HUKOT/Ia HE CIBIIIam’.

Kakumu cpencrBamMu JOCTUTaeTcs yIo-
MSHYTBIA 3P dexT npeckeBo? Obparumcs K
KOHLIEPTY Ui akkopaeoHa [t is Pain Flowing
Down Slowly on a White Wall. On naunHa-
€TCsl ¢ MUMOJETHOM aJUTFO3UM Ha BCTYILIE-
Hue K «Tpucramy m HM3ompne» Barnepa.
B ToHUaNIel HHOAHCUPOBKE ppp y CTPYHHBIX
MOSIBIISIETCS 3BYK d, I1OCJIE KOTOPOTO 3BYYUT
MaJIblii yMEHBIIEHHBIN CENTAaKKOP/l (TPUCTaH-
akkopn). Menoaudeckass JHMHMS TIEpPBBIX
CKPHUIIOK IPEJCTaBIseT cOO0M BapUaHT Ha-
YaJIbHOTO MOTHBA BCTYIUIEHHS, B KOTOPOM
BCE MaJIble NHTEPBAJIbl 3aMEHEHBI OOJIBILIUMU
(y Barnepa — Bocxojsmas Manas cekcra u
JIB€ HUCXOJALIMX MaJbIX ceKyHbl, y CEpeH-
ceHa — BOCXOJs11as OoJblIasi CeKCTa U JBe
HUCXOAIIMX O0NIBIINX CeKyHbl). NHTepec-
HO, YTO TPUCTAHAKKOP/I Y AATCKOTO KOMITO3U-
TOpa nosiBygeTcs Ha Oacy dis, TO €CTh Ha TOM
CaMOM 3BYKE€, K KOTOpPOMY BEJ HadaJIbHBII
MEJNOANYECKHUN X0/ BATHEPOBCKOIO BCTYILIE-
Hus (cp. npuMmepsl Ne 1a u Ne 16). D10 nmeH-
HO ajunro3usi. KoMIIo3uTop orpaHuumBaeTCs
JUIIB GOPMOI TOHKOTO HAMEKA.

B Mmy3bIKaibHOM Marepualie KOHIEpTa
B LEJIOM HEPENKO NPOCIEKHUBACTCS IPO-
TUBOCTOSIHME BOCXOIAIIUX M HUCXOASAIIMX
XpoMarndyeckux uHToHauuii. Mues 3ta uc-
XOIUT W3 BarHEpOBCKOIO JIEWTMOTHBA, CO-
JEpIKalIero MPOTUBOIOIOKHBIE XO/IbI (BOC-
XOISIINNA B BEPXHEM TOJIOCE U HUCXOMSIIIUI
B CPE/THEM).

Mpumep N2 1a P. BarHep. TpuctaH u M3onsgo.
Berynnenue, 1. 1-3 (knasup)
Example No. Ta Richard Wagner. Tristan and solde.
Prelude, mm. 1-3 (a clavier)
QL:ng.mm und smtznh/enil - I/:T :
LGRS e R A
L e
Ee—— b/’/k—\\a%z: =
Mpnmep N2 16 b. CépeHceH.
It is Pain Flowing Down Slowly on a White Wail, 7.1-3
Example No. b Bent Sarensen.

Itis Pain Flowing Down Slowly on a White Wail|, mm. 1-3

. =a8-54
A consord. .
Violino solo §4 e e
(off) 3[R F = =
PPP P05, e mp PPP<\P> PPPposs.  —e=———T

Violino |

Violino IT

Viola

Violoncello

Anmo3un CEPEHCEH HEpPEeNIKO CO3AaET
C TIOMOIIBIO (paKTypHBIX cpeacTB. Tak, Tema
dboprenuaHo, OTKpHIBAIOIIAs KOIYy BTOPOM
JacTu KoHIeprta La sera estatica, 6a3upy-
eTCsl Ha MOHOJIMHEITHOM Turie (pakTypsl, Oc-
HOBAaHHOW Ha CTPEMHTEIbHBIX (DUTypanusx
BOCBHMBIX B OKTaBHOH IyOJUpOBKE (TpUMED
Ne 2). DTOT THN W3NOXKEHUS HATIOMUHAET
o ¢akrype punana Conarer b moll lllonena
(coBnanaet u Temn — Presto). IlonHoii ciy-
XOBOW HJEHTU(UKAINH, BIIPOYEM, MEIIAET
peructp: y lllonena oH HU3KHIA, TOTAA KaK
y CépeHcena, HapOTUB, BICOKHU.

? Cwm.: Povlsen J. Komponisten og dremmefangeren, Bent Segrensen // Koda. 2018. 26 Juni.
URL: https://www.koda.dk/om-koda/nyheder/komponisten-og-drommefangeren-bent-sorensen (accessed:

17.01.2023).
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Mpumep N2 2

Example No. 2

b. CépeHcen. La sera estatica. |l YacTb, koaga, T. 159-162,

dparmMeHT NaPTUATYPSI, NAPTUS GOPTENMAHO

Bent Serensen. La sera estatica. 2nd movement, coda, mm. 159-162,

a fragment of the score, piano part

Piano

Opnako HauOosiee mpUMeEYaTEIbHBIM
npuMepoM paboThl C YYXKUM MaTepua-
JoM cnenyer npusHath Il dacte xoHUEp-
ta L’Isola della citta. 3necy CépeHceH He
TOJILKO MCIOJIB3YET CTHINCTUYECKUE aJlTIO-
3uM Ha (yry u3 ¢punHana oprenuaHHON co-
Hatel op. 110 berxoBena (mpumepst Ne 3a u
Ne 36), HO, 1O cyIIecTBY, IEPEOCMBICIINBA-
eT €€ apXUTEKTOHHYECKYI0 KOHCTPYKLHIO
(6onee mompoOHBIM ananmu3 cM.: [4]). bet-
XOBEHCKas (yra penpe3eHTUpyeT THII «pac-
CPEIOTOYEHHOW» (Qyru, oHa
COICPKUT JBe yacTu'’, Ka-
KIas U3 KOTOPBIX Ipe/Ba-
pseTca KpaTKuM pazJeinoM
Arioso dolente. B nuanek-
TUYECKOM MPOTHUBOIOCTAB-
JIEHUU apuo030 U pyru Haxo- .

Mpumep N2 3a
Example No. 3a

Fuga

JATCKUWA MacTep paccTaBiisieT B COOTHOIIIE-
HUU Pa3fiesiOB UHBIE CMBICIIOBBIC aKIICHTHI.
CBOOOAHO OpPraHW30BAHHBIE  «aAPHO30»,
pernpe3eHTupyrone B OOJbIIeH cTeneHu
aBTOPCKHI MaTepual, u cTporo opopMieH-
Has (yra, IpeacCTaBISIOmIAas, XOTh U OC-
HOBATEJIbHO NepepaboTaHHOE, HO «UYyKOe
CJIOBO», CTAHOBSITCSI OJIMIIETBOPEHUEM TPU-
pPOABI U TOJBEPraroIIencs KOPpO3uu Kyib-
TYpbl, HACTOSIIIIETO U HEOTBPATUMO HCUE3a-
IOILETO MPOILIOTO.

J1. betxoseH. PoprenuaHHas corata op. 110,
[l yacTs, TEMa dyru

Ludwig van Beethoven. Piano sonata op. 110,
3rd movement, fugue theme

Allegro, ma non troppo

— >

T t
llepfie

Sempre piano

Es

-
:

------

y .
JIUT BOILIOIICHHUE THIMYHAA e
n1s  BerxoBena repouka S
00pBOBI, Orpeiessiemast IBU- r
KCHHEM «OT Mpaka K CBe-

Ty». CEpeHCEH UHBEPTUPYET  Moymep Ne 36

naHHyo (opmy, momemas
Gyry Ha HEUY€THBIE TIO3H-
MW ¥ yBEJIMYUBAs 1O MPO-
IOJDKUTEIBHOCTH  Arioso

Example No. 3b

b. CépeHceH. LTsola della citta.
lyacts, T.1-12

Bent Serensen. Llsola della citta
2nd movement, mm. 1-12

1 b . d | l’J-
dolente. B omyinune ot bert- %:: = en e e e e e
o | PPPIs: L | T | —— st m < m
XOBEHa, Ybs COHaTa 3aBep- "™ " _‘ _ S A e it N
maercss anodeosoM dyru, R e e T a ==

10 Bropasi HauMHaeTCs C MHBEPCUOHHBIX POBEICHUI TEMBI.
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KirroueBsie nmst tBopuectBa CEpeHceHa
UJIEH pacnaaa U NCYE3HOBEHUS OINPEAEININ
cienn(pUIecKuil THI aBTOPCKOTO BBICKA3bI-
BaHMsI, OCHOBaHHBIN Ha «Pa3MBITOCTH» MY-
3BIKAJIbHOTO 513bIKa, B KOTOPOM BCE OanaHcu-
pYyeT Ha rpaHu — MEXAY TOHAJIBHOCTBIO U
aTOHAJIBHOCTBIO, TOHOBBIMH U IIIYMOBBIMH
JJIEMEHTAMH, KaHTWICHONM M COHOPUCTHYE-
CKMMH KomIuiekcamu. Tak, | gacts ynoms-
HYTOTO BBIIIE TPOMHOTO KOHIIEpTAa HAYM-
HAEeTCs C HEOAHOKPATHOIO NMOMYEPKUBAHUSA
Tpe3Byuusi D dur, mocie 4ero yCTaHOBUB-
masicss ObUIO TOHAJbHAsl ONPEAEIEHHOCTh
pacIIaThIBACTCSI BCEBO3MOXXHBIMH ITIMCCAH-
10, a caMa KaHTUJICHA CMEHSAETCS COHOPH-
CTUYECKUM NOTOKOM (mpumep Ne 4).

CWJIBHOTO JIaBJI€HMS), MPOTHBOIIOCTABIIsIE-
MBI SICHOMY HWHTOHHPOBAaHUIO COJIMCTOB.
JlnanoruaHoCTh, TAKUM 00pa30M, BBIBOIHT-
Csl KOMIIO3UTOPOM Ha TeMOPOBO-(aKTypHbII
YPOBEHb, MO-HOBOMY IPETBOPSA MPUHLIHUII
IIPOTUBOIIOCTABIIEHUSI COJINCTA U OPKECTPA.
Wnen pacmaga u ncue3HoBeHUsT (HOpMHU-
PYIOT M Tako# crieruUuyIHbIN 7151 KOHLIEPT-
HOl My3biku CE€peHceHa JpamaTypruue-
CKHUI NIPUEM, KaK meMOpo80-aKyCmuiecKkasl
mpancghopmayus 36yKo6oul cpedvl. JlaHHBIM
OpuE€M NpEIoaracT HE TOJbKO H3MEHe-
HUE CIIOCOOOB 3BYKOM3BIICUEHHSI B KOHIE
NPOM3BENICHUS, HO U 0oJiee KapAUHAIIbHbBIE
MEpBbI, MpEeAyCMaTPUBAIOLIUE TEPEXO] MY-
3BIKAHTOB K MEHHUIO WIM K UIPE Ha APYTHUX
MHCTPYMEHTaX, a TaKKe 3a-

Mpumep N4 b. CépeHceH. Llsolo dello citts,  MEHY  <«OKMBOTO» 3By4aHMs
lyacts, . 5-12, oparmeHT nopTuTypsl  MAarHUTO(OHHOW  3aIKChHIO.
Example No. 4 Bent Serensen. Llsolo cellocittt.  Hampumep, Bo I wactm
Ist movement, mm. 5-12, a fragment of the score  La  Mattina momudukamnus
OPKECTPOBOTO  3By4YaHHUS
Violin | e S, —— N Yo TS~
Solo |t e o e et ey e i e IIOHA4Yaly OCYIIECTBIISIETCS
| = oo |——|—J> g ”ﬁ,>”p »>rep mp
Vicloeell = o W e o =l = S I P TPAJUIMOHHBIMHA  CIIOCO0a-
T - ‘ m r=m  m—s=m mm w>m MW — IJIMCCAHAO CTPYHHBIX

My3sbikanbhbiii Mmarepuai I1 vactu Cxpu-
MUYHOTO KOHIIEPTa BBICTPAMBAETCS HA Tep-
USIX U CEKCTaX, CO3AMNIUX TOHAIBHYIO
aCCOIMAaTUBHOCTh B paMKax aOCOJIIOTHOTO
aTOHAJIFHOTO KOHTEKCTa OPKECTPOBOM TKa-
Hu. Hepenko B cBOMX KOHIIEpTaX KOMITO3H-
TOp COENIMHSET B OJJHOBPEMEHHOCTH pa3HbIC
TUIIBI Marepuaia, co3faBas «aHTUTETHY-
HOCTh 00pa3oB 3ByuaHwsi»'!. Hampumep,
B ¢uHanbHOl uactu L’Isola della citta v3
OpKecTpa ucue3aet TOHOBO-Iu(pepeHupo-
BaHHOE 3ByYaHUE M OCTAETCS JIUIIb [TyMO-
B0 3(h(peKT (CKpHI U TPECK CMBIYKOB HU3-3a

cMmeHsieTcs  (prakoneraMu,
3aTeM MULMKATO, OJHAKO B KOHIIE YaCTH BCE
YYaCTHUKH OPKECTPaA BMECTO CBOUX UHCTPY-
MEHTOB WIPAlOT Ha KiaBe'’, COmpoBOXKIast
KBAa3UKaJEHIMIO (JOpTENHaHo, B KOTOPOU
YepeayroTCsl MEJICHHBIE U OBICTPBIC MY3bI-
KaJbHbIE CEKIMH. XapaKTEPHBIM 3BYKOBOU
obnuk unana Mignon — Papillons cBs3an
C NIPUEMOM TPEMOJIO Y BCEX MCIOIHUTEIEH.
Bpicokuii peructp v TUIIAWIIAS JAHAMMU-
Ka Mpeo0pa3yroT XPYIKOe 3ByYaHHEe B €1Ba
YJIOBUMBIH LIEJIECT, HATOMUHAKOIIUI ITOpXa-
HUE KpbUTbeB 0a00uku. [locTenenHo ot Tpe-
MOJIO BC€ MY3BIKAHThI MIEPEXOAT K TPEHUIO

I Cwm.: {onmuuckas E. @oprenuanHbiii KOHIIEPT B pyCCKOi My3bike X X cToeTHs: McciemoBarenbCKie

ouepku. M.: Kommozutop, 2006. C. 300.

12 KiaBe (clave) — ahpo-KyOMHCKUH yIapHBIi HHCTPYMEHT, HEPEAKO UCIIOIB3YETCS B COBPEMEHHOM

aKaJIeMHUYECKOM MY3bIKE.
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Ha)XJauHOW Oymaru mo JepeBy, YTO CO3/aET
MOMCTHHE BOMIICOHBIH Ah(]EeKT: Kaxercs,
CJIOBHO 3BYKHM IPEBPAaTHJIMNCh B HACTOSILNX
0a0ouek U yneTelnu.

[IporpaMMHOCTh OKa3aja BIMSHHE Ha
NPUHLUIBI OpraHu3anuu (GopMbel U JApa-
MaTtypruu koHueptoB CépeHcena. B stom
OTHOILLIEHUM BCE COYMHEHHUS KOMIIO3UTOpa
MOJKHO Pa3/ieJIuTh Ha JIBE TPYIIIbI: OJJHA CBSI-
3aHa C COXpaHEHUEM TPAJAULIMOHHOMN (popMBbI
KOHLIEPTHOTO >kaHpa 1100 €€ 0OHOBIEHUEM
B paMKax KaHOHa, a JApyras — C «HHIUBU-
AyasibHBIM TIpoekToM»'?. K mepBoit rpymme
NPUHAAJIEKAT MPEKE BCEIO KOHLEPTHI IS
CKpHIIKH, KiapHera u TpyOnl. Iloxamyii,
HauOoJsee KIacCUYHbIM OKa3biBaeTcs Ckpu-
NUYHBIA KOHIIEPT, ONUPAIOIIMICS HAa UHBa-
PHAHTHYIO MOCJIEAOBAaTENBbHOCT «OBICTPO
— MEUIECHHO — OBICTPO» M JI€MOHCTpPH-
PYIOLMI TPUBBIYHYIO MOJEIb OOpa3HbIX
MOJIyCOB. 3[1€Ch POJIb JPAMATypruuecKoro
cTepkHs OepET Ha cebs repBas 4acThb, 3aHU-
Maromiasi o MpOAOIKUTEILHOCTU MOJIOBU-
Hy KOHLIEpPTa; BTOpas 4acTb, OCHOBBIBASICh
Ha )KaHpe OapKapOoIIbl, BRIMOIHSACT (OYHKIIHIO
JMPUYECKOT0 LIEHTPA; a (PUHAI C €ro HapoJ-
HO-TAHILIEBAJIbHBIMU MOTHBAMM OTPA’KaeT
CTHXHIO KapHaBaJIBHOCTH ',

Konuepr mist TpyObl cienyer Toil xe
Mozienu Juib (opmansHo. UrpoBoe Haua-
JIO — TIOMBITKA BBIPBAThCSl U3-II0J BJIACTU
OpPKECTpa — BHOCHUT B KaXKJIyI0 4acTh dJe-
MEHTBl KOH(IUKTHOW npamarypruu. Ilo-
Ka3arenbHO, YTO YK€ C CAMOro Hayajuaa My-
3bIKJIBHBIA MaTepuajl COJIMCTa HAXOIUTCS
B SIBHOM INPOTUBOPEYUH C MY3bIKAJIbHBIM
MaTepuaoM OpKECTpa: TOHAJIbHO OpPHEH-
TUPOBaHHAs MEJOANYECKAs JIMHUS TPYObl

(D dur) pa3BépTriBacTcs Ha (HOHE ITYMOBBIX
1 HETEMIIEPUPOBAHHBIX Y(PPEKTOB CTPYHHBIX
(MCTIONIB3YIOTCS pa3JInYHbIE BUABI TIIMCCAH-
710, CUJIbHOE JaBJIEHUE HA CMBIYOK, MPUBO-
JsiIee K TPECKY) M OBICTPO MOBTOPSIOLIUXCS
3BYKOB y JYXOBBIX M YJIApHBIX WHCTPYMEH-
TOB. MITOrOM NpPOTUBOCTOSHUSA COJUCTA U
OpKecTpa B ATOW YacCTH OKa3bIBAETCS HECO-
CTOSIBILIASICS. KaJICHLIMS: HE YCIEB HadaTh-
s, OHa TOIVIOLIAETCS 3ByYaHHUEM OPKECTpa.
Bropast yacTb COOTBETCTBYET JIMPHUUECKOMY
moxaycy. OpkecTp 3/1eCh BBINOJIHSET (PyHK-
LIUI0 COINpPOBOXKJEHUS. My3blka MNOpakaeT
0co00# TerIoTON 3By4YaHUs, KOTOPYIO 00y-
CJIOBJIMBAET BBEJCHHE PEIUTUK COIMPYIOLICH
CKPHUIIKU U TEMOPOB YEJIOBEYECKUX T'OJIOCOB
— YYaCTHUKH OpKECTpa MOIOT C 3aKPbITHIM
proM. OHAaKO MOCTENEHHO B OPKECTPOBYIO
TKaHb IPOHHUKAIOT IJIMCCaHI0 U IIyMOBBIE
NpUEMBI, CpEAN KOTOPBIX — yzap Mo CTpy-
HaM JIpE€BKOM CMbIUKA, HAlOMHHAOLIMI
TUKaHbe yacoB. B ¢uuane HactoitunBo mo-
BTOPSIIOLIMECS] TOHAJIbHBIE MOTUBBI COJIMCTA
yHOpsIMO TPOTUBOCTOAT «THKAHBIO YacOBY,
IJIMCCAHJI0 M HUCXOASILUM XpOMaTU4eCKUM
naccaxam opkectpa. Konuepr 3aBepiaercs
HENPOJOJKUTEIBHBIM COJIO TPYOBI, 4TO CBU-
JETENLCTBYET O JIOCTUTHYTOM LIEJIN — COJIM-
CTY YZ1aJ10Ch BBIPBaThCSI U3 BIACTU OPKECTPA.
OnHako KpaTrkocTb 3TON0 MOMEHTa MOT4Ep-
KMBAET JIMIIb HECBOEBPEMEHHOCTb MOOE/IbI:
OHa OJIEpKaHa CJIMILKOM IO3/IHO, BElb MPO-
U3BEJICHHUE YK€ 3aKOHUUIIOCh.
KnapHeToBblii KOHLIEPT oOmNUpaercs Ha
MHYIO TIOCJIEJ0BAaTEIbHOCTh YacTed —
«MEJJIEHHO — OBICTPO — MEJJICHHO», IIPU
3TOM IE€pBBIE JIBE YacTu UAYT attacca. He-
CMOTpsSI Ha TEMIOBBI KOHTPACT, OOpa3Has

13 Tepmun 1O. Xomomosa. Cwm.: Xomonos 0. H. Hosoie dopmer Hoseltmeit my3ssixu // Xomomos FO. H.
O pycckoii m 3apyOexHoit my3bike. Crarpu. Marepuansl. M.: MockoBckas koHcepBartopus, 2022.

C. 854-866.

14 ComracHo mporpamMMHbIM 3ameTkaM, CEPEHCEH TMOMBITAICS BOCCO3/1aTh B (pUHANEC UTPY YIMIHOTO
aMCTepIaMCKOTO MY3bIKaHTa, KOTOpas TIOTPSICIIa €T0 CBOEH OBICTPOTOI M HEMCTOBOCTHIO.
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CHCTEMA, HANpOTUB, mpen- [lpumep N6
cTaéT yHUDUIMPOBAHHOM,
B Ka)XJIOM 4YacTH JOMHHU-
pyeT JIMPUYECKUU MOLYC.

My3I>IKa HarloJIHCHa CBCT-

Example No. 6

b. CépeHceH. Serenidad.
Il yacTb, nutepa K, 1. 104-111

Bent Serensen. Serenidad!
2nd movement, letter K, mm. 104-111

JIbIMH, MCUTATCIIbHBIMU 00-

CL
in Sib

pasaMH, TOpU BOCHPUATHH

KOTOPBIX, OAHAKO, HC ITOKHU-

Cl.in Sib

JaeT 4yBCTBO rpyctd. Ka-

solo

Kaasda 4acCTb OIMPACTCA Ha

Vn.1

o0LIyI0 pamMaTypruvyecKyro

(sord.)

JIOTUKY, HWHULUHAPYIOIIYIO

Vn. I

(sord.)

KOMIIO3ULIHOHHYI0  CTPYK-

Vie.

Typy CKBO3HOIO THMa. ITYy

(sord.)

OOIIYyIO JIOTUKY MOXHO OXa-

Vie.

(sord.)

PaKTEepU30BaTh CIEIYIOMNM
oOpazoM: TepBOHAYAILHO
[IpeJIaraeTcs penpe3eHTa-
L[Ms1 HEKOETro0 MCXOAHOro o0pasa, Jarollero-
Csl B HETIPEPBIBHOM Pa3BUTHH, OTHAKO 3aTEM
MIPOUCXOMIUT TEepesioM (BO BCEX YaCTSIX OH
OCYILECTBIISIETCS B OJJHOM U TOM K€ MECTE
— ¢ jutepsbl K), npuBoasiiuii Kk mosiBie-
HUIO a0CONIOTHO HOBOTO Marepualia, BbI-
3BIBAIOLIETO OCTPOE YYBCTBO HOCTAJIBIHH.
B xaxoii yactu oH oopmisieTcss 0coObIM
TeMOpPOBO-aKycTHUECKUM oOpasoM. B mep-
BOM 4acTH HOCTaJIbIMYECKasi TeMa Iopyya-
€TCs KIApPHETHUCTY, KOTOPBIA JTOJKEH OIHO-
BPEMEHHO UI'paTh HA MHCTPYMEHTE U NETh
(npumep Ne 5).

Bo BTOpOI1 YacTH HOBBIM Marepua npe-
CTaBJIsIET cOOOW HE3aTeUIUBYI0, CEKBEHTHO
Pa3BUBAIOLIYIOCS MEJOANIO B g moll, 3By-
yanyro y knapaera (mpumep Ne 6). Ilpu

MOBTOPEHHUSIX OHA HAYMHAET pa3pbIBAThCS
JUTATENBHBIME TIay3aMU W TIOCTENEHHO TO0-
IVIOIIAETCS TUILIMHOM.

B ¢wunane xuBoe akycTuyeckoe Mpo-
CTPAHCTBO COEIMHSACTCS C MEXaHUYECKHM:
COJIO KJIApHETa COINPOBOXKJAETCS MarHUTO-
(¢oHHOHN 3amMchbi0 COOCTBEHHBIX 3apaHee
3alMCAaHHBIX COJIBHBIX PEIUIMK, CPEeau KO-
TOPBIX, B YACTHOCTH, — YIIOMSIHYTas UcUe-
3aollas TeMa U3 BTOpOW yacTH. Marauro-
(OHBI pa3MemaTcs Kak B OpKeCTpe, Tak U
B 3pUTEIHLHOM 3aJie, cpeau myonuku. Cépen-
CeH 3/leCb BHOBb IpubOeraer Kk (eHOMEHYy
HECOCTOSIBIIICICS KaJEHIIMU: BUPTYO3HBIC
naccaku KIIAPHETHCTA BBITECHSIOTCS Mar-
HUTO(OHHOM 3amuchio. B pesynbrare ciy-
I1aTeIb CTAHOBUTCS CBUJETEIIEM TOTO, KaK
MYy3bIKa HpeBpamaeTcs
B BoCIlOMUHaHue. Brniepsoie
N000HBIN TPUEM KOMITO3H-
TOP HCIIOJB30Ball B CBOEH
MY3bIKaJIbHO-T€AaTPAIbHON
npece s OpKecTpa, Xopa,

aKkTEpPOB U MyONUKH Sounds

Like You (2008) (cMm. mon-

Mpumep N2 5 b. CépeHceH. Serenidad.
l'yacTb, nutepa K, 7. 96-105
Example No. 5 Bent Serensen. Serenidad.
Tst movement, letter K, mm. 96-105
IE’ Clarinet
Dot . i C— = . - i
RREcE = f EEE SSSLi=s —H =E=ss=s =SSR
Vo::(insibsempe) PP | P | PP ——— | mp >pp~<| p =ppp <"mp ————
1)) N
A e P SRS e S R R A e
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Bropyro rpynmy cocTaBiIsIFOT COUMHEHNUS
C UHAMBUAYAIU3UPOBAHHON CTPYKTYpOM.
Cpenn HUX — JByX4acTHbIE, IITUYACTHBIE,
OJTHOYACTHBIN, IECTUYACTHBIA U CEMHYACT-
HbII KOHILIEPTHL. [Ipy 3TOM B OHUX ciydasx
CTPYKTYypHasi MOJieJIb OOHAPYKUBAET CKPBbI-
TO€ POACTBO C TPAAULIMOHHON KOHLEPTHOU
¢dopmoii (IT03TOMY Takue COYMHEHHUs Ipa-
BUJIbHEE OTHECTH K rpyImie, 0OHOBISIOLICH
’KAHPOBBII KaHOH), a B IPYTMX — HAIPOTHB,
IIPEICTABIACT «MHIAUBUAYAIbHBIA IIPOEKTY,
CBO€0Opa3ne KOTOPOro 3aBUCUT KakK OT Mpo-
IPAMMHBIX YCTaHOBOK, TaK U OT OpHEHTa-
LIMM Ha HHBIC XaHPOBO-KOMIIO3ULMOHHBIE
HOPOTOTUTBI . DTOT Pa3HBIA MOAXOI MOTYT
JNEMOHCTPUPOBATh JaXe COYMHEHHMS C OOU-
HAKOBBIM KOJIMYECTBOM YacTEH, HapHUMep,
[epsoiit u Tpetuit GpoprenuaHHble KOHIIEP-
Tbl. O0a OHM colep:KaT JIBE€ YacTu, UIyIIHE
0e3 mepepbiBa U COOTHOCSIIUECST MEXITY
co0oii B MOCIENOBATEIBHOCTH «OBICTPO —
MEJIEHHO», B 000UX (hopTernuaHHas KaJleH-
LS MOSBISIETCS BO BTOpoM vactu. OnHako
CTPYKTYPHOE CXOACTBO B JEHUCTBUTEIIBHO-
CTH OKa3bIBAECTCS] MHUMBIM.

ApXUTEKTOHUYECKOE YCTpoucTBO Ilep-
BOro (pOpPTENHUAHHOTO KOHIIEpTa OIpese-
JsieTcs IMpOrpaMMHBIM 3aMbicioM. CEpeH-
CEH CBS3BIBACT MY3BIKYy CBOEIO COYMHEHMS
¢ koHuenrom Houu. C NaBHMX IOp 3Ta Ka-
TEropysl HaIEJs1ach MOJSIPHBIMUA CBOWCTBA-
MH, BBICTyTasl aJUIETOPUEN TailHBI, CIIOKOM-
CTBUS, HUHOTO CO3HAHMSI, UPPALMOHAIBHOTO
MHpa, HO TaKXe€ CUMBOJIOM Mpaka, cTpaxa,
cMmeptu, TEMHBIX cuil. E€ meTadopuueckuii
o0pa3 obnanan TO CTAaTUYECKUMH, TO IH-

HAaMHWYECKUMH 4YepTaMu. J[BOWCTBEHHOCTH
KOHIIETITa HOYM Hallljla IPsIMOE OTPakKeHHUE B
nuKIn4yeckon crpykrype IlepBoro koHuep-
ta. O0e ero yactu paBHO(YHKIIMOHATIHHBI,
KaXkJasi MpeTeHAyeT Ha POJib apXUTEKTOHU-
gyeckoro neHrpa. Ilo cyru, onu nemoHcTpu-
PYIOT J1Ba pa3HbIX MUpPa — BHEIIHUU U BHY-
TPEHHUI, OOBEKTUBHBIN U CyObEKTUBHBIH,
— HO MHpa B3aMMOCBS3aHHBIX, OyATO ObI
NOJAHHBIX OJUH CKBO3b IPHU3MY JIPyroro.
Mupbl 3TH NpeACTaBIEHbl KaK TaWuHCTBEH-
HblE, NPU3PAYHBIC, HEBECOMBIE U B TO XK€
BpeMs 3JI0BEIIME, TpeBOKHbIE. [Ioka3arens-
HO, YTO 3HAYMTEJIbHAsA YacTh KOHLEpPTa pas-
BEPTHIBAETCA B OUEHb BBICOKOM PETUCTDE.

Yactn 1€eMOHCTPUPYIOT pa3iudyHOE B3a-
MMOOTHOILIEHHE CONIMCTa U opkecTpa. Eciu
B [1IEPBOI MOKHO FOBOPUTH 00 X paBHOIIpa-
BuM (CEpEHCEeH 3/1€Ch JOBOJIBHO YacTO MpPHU-
Oeraet kK mpuémMy TeMOpPOBOIl UMUTAIIUHU ), TO
BO BTOPOH COJHCT, 0€3yCIIOBHO, 3aHUMAeT
ITIABEHCTBYIOILIEE TOJI0KEHHE, A MOSBICHUE
MaclITaOHOM KaJEHIMM B KOHLE NPHUIAET
YacTH XapaKTep MOHOJIOTUYHOCTH.

Kaxnas yacts 6a3upyercst Ha COOCTBEH-
HOM JIpaMaTypru4eckon Jioruke. B mepsoi
OTYETIIMBO 3asBJISIOT O ce0e MPOIECChl TEM-
OpOBO-3BYKOBOH TpaHC(hOpMALMU: XPYIIKHUE
yaHTUJIUCTUYECKUE TEKCTYPhl CMEHSIOTCS
TPEMOJIO U TIIUCCAHI0, U3BMEHYUBBIE Macca-
KU — IOBTOPSIIOLIUMUCS B OIIPENEIEHHOM
pUTME 3BYKaMH, BBICOKOMY PETUCTPY IPO-
TUBOCTOMUT HU3KHIA, @ COJTUCT B CAMOM KOHLIE
UIpaeT MUILMKATO Ha CTPYHAX POsUIs, OTYe-
rO 3By4aHHE MPHUOOpETaeT HaATPECHYTHIH,
«OecrenecHblil» xapakrep. B omimuue ot

15 Hampumep, B L’Isola della citta oOHapyXHBalOTCS MPHU3HAKK concerto grosso (ero mpOTOTHIIOM
cran TpoliHoi koHIIepT beTXxoBeHa), a Sei Anime MpeACTABIAET CIOUTHBIN THIT KOMIIO3UITUH. MICTOUHIKOM
BIIOXHOBEHHS I TocieaHero mocuayxmimn «Ppanmysckue ciontsl» WM. C. baxa. Kaxnyroo u3 mectn
qacTel, 3a HWCKiIodeHneM d4eTBEPTOi, CEpeHceH B CBOMX NPOTPAaMMHBIX 3aMETKax acCOLHUHPYeT
¢ ompenenéHHBIM TaHIeM: | gacTh — ayuremanna, Il wacte — kypanTa, IIl gvacTs — capabannga, IV gacth

— ¢yrerTa, V yacTs — TaHro, VI yacte — xwura.
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TIEPBOM YacTH, IJI€ UHCTPYMEHTHI OpKeCTpa
HEpPEAKO HMMUTHUPOBAIM MAPTUIO COJIUCTA,
co3naBasi 3GEeKThl 3BYKOBOTO 3Xa, BO BTO-
poii popTenranHas ¥ opkecTpoBas (HaKTypbl
10 O0JIbIIIEH YaCTH Pa3BEPTHIBAIOTCS CIIOBHO
OBl B IByX NapaJuIeNIbHBIX TIOCKOCTSIX. DTOT
b dexT ocobenno 3ameteH B nurepe H, rae
00JIeT4YEHHO XOpaJibHOE U3NIoXKEeHUe ¢opTe-
MHAaHO COEIUHSIETCS C MIMCCAHAUPYIOIIUMHU
MOJIOCAMU CTPYHHBIX, BBI3BIBAIOLIUX ACCO-
[AAllMU C BOEM XKUBOTHBIX, CJIIOBHO JI0 CO-
3HaHUSl JOHOCSTCS 3BYKH BHEIIHETO MHpA.
YacTp, Kak yXe OTMEYaJoCh, 3aBEpLIAcT-
cs (opTenmuaHHON KaJeHIIMEH, KOTopas He
3aKaHYMBAETCS, a BHE3AITHO OOpbIBAETCH,
OCTAaBJIsIsA CIIyLIATENs] HACAUHE C MIOBTOPSIO-
IIUMCS Yepe3 OMpe/IesIEHHbIE TTPOMEXKYTKH
3BYKOM @, UCIIOJIHSIEMBIM MUIIIUKATO CTPYH-
HbIX. [locTenenHo racHyinii 3ByK, COCKalb-
3BIBAIOIINI TIIMCCAHIO K TOHY ZIS, TOXO0XK Ha
HWCTaWBAKOLIAN MYJIbC XKU3HU. Tparndyeckuit
ucxon koHuepra CEpeHceH NOATBEpAUII
B NPOrpaMMHBIX 3aMETKax, yKa3aB, YTO
OKOHYAaHHE TPOU3BENIEHUsI ObUIO BJIOXHOB-
JICHO CJenyonmM (GparMeHTOM U3 KHHTHU
bproca YarBuna «Buue-koposb Yuub»:
«Hert, met, Het. Ero youn ne nmeomapa. He
OyiiBon ero yowmi. 9to 6puta HOYb. Houb, KO-
Topast ero yowma!»!'t

Ecau ctpykrypHas monens IlepBoro kon-
1epTa IeMOHCTPUPYET MPUHIUI OMHAPHOU
OTIO3UIIMU, TO AByXx4yacTHast opma TpeTs-
ero (oprennaHHOrO KOHIEpPTa OOHAPYKU-
BaeT cnenpl Tpaauiuu. Bo Il wactu La sera
estatica mocyne ¢GOpTENUaHHOW KaJCHIIUH
CépeHceHn nomMelaer koay B temne Presto,
OCHOBBIBAasA €€ Ha 3aKJIIOUUTEIIbBHOM Mare-
puane I wactu. Ilpuém attacca n nanuuune
apOYHBIX CBS3€H, HE TOBOPS YXKE O CTHIIH-

CTUYECKUX AJTIO3USIX K POMAHTU3MY, CBU-
JETENIBCTBYIOT O TOM, YTO BCS KOMITO3ULIUSA,
10 CYTH, aleJUIMPYyeT K ApaMaTypruueckoi
JIOTUKE OJIHOYACTHOTO KOHUEPTA, peaiu3y-
IOLLET0 MPUHLHUII CKATOM LIMKIMYHOCTH.
OpnHouacTHas ¢opma KOHLEpTa JJIs aK-
KOpZICOHA, HAMPOTUB, PENPE3CHTUPYET CY-
ry00 MHAMBHUyalbHBIA MpOoeKT. CEpeHceH
BHEJPSIET B )KaHP KOHLIEpTa MPUHIUIIBI UH-
CTpyMeHTanbHOTO Tearpa. Unero It is Pain
Flowing Down Slowly on a White Wall xom-
IIO3UTOP HE PacKpbIBaJl U HE KOMMEHTHUPO-
BaJ B MPOrpaMMHBIX 3aMETKaX, BO3MOXKHO,
IIOTOMY 4YTO €€ CLICHMYECKas peanu3aius,
aneyuipytomas kK «lIpomansHoit cumpo-
Huu» [aiiiHa, roBoputr cama 3a ceds: B
3aBEpIIEHUU KOHIIEpTa YacTh MY3bIKaH-
TOB TIOKHMJAET cClieHy. BmpoueMm, ommuus
or laiigna Toxke cymecTBeHHbL. KoHuepr
B JIEWCTBUTEIHLHOCTH HANUCaH ISl JBYX
COJIMPYIOLMX MHCTpyMeHTOB. ITomumo ax-
KOpZA€OHA, HAXOSIIETOCs BCET/1a HA IIEPBOM
IUIaHE, BaXKHYIO POJIb UTPAeT COJIUpYIoLIas
CKpHUIIKA, KOTOpas Ha IPOTSHKEHUHM BCe-
IO COYMHEHHUs PACIIONAraeTcs 3a CLEHON U
3BYYMT CJIOBHO Obl u3naneka. CueHuveckas
pPa3bEIMHEHHOCTD COJIMCTOB CIIY’KUT OJIH-
HETBOPEHUEM PA300IIEHHOCTH JIBYX MUPOB
— mnpouwioro u Hacrosiero. Ilokazarens-
HO, 4TO B KoHIepTe CépeHceHa, B OTIINYUE
OT Tai/IHOBCKON CHUM(OHUHU, OPKECTPAHTHI
HE MpeKpanatoT My3blKy. OHM IPUCOETUHS-
I0TCS K COJIMPYIOLIEHN CKPHUIIKE 3a KyJIUCaMH,
a 3aTeM BMECTE C HEW MOKHUJAIOT KOHIIEPT-
HBII 3aJ1, HO PU 3TOM MPOJOJIKAIOT UTPATh
Ha MHCTPYMEHTAX, TaK 4YTO BMECTE C HUMHU
IIOCTENEHHO HcYe3aeT U My3bika. Ha crue-
HE OCTAlOTCS AKKOPJIEOHUCT M BHOJOHYE-
JIUCT, UCIIOJIHSIOIINE «CBOIO», OTIINYHYIO OT

' [IporpaMmMHBIe 3aMeTKHU pa3MenieHbl Ha caiite Wise Music Classical. Cm.: URL:
https://www.wisemusicclassical.com/work/19180/La-Notte--Bent-S%C3%B8rensen/ (accessed: 24.05.2023).
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YXOJSIINX YYaCTHUKOB, MY3bIKy. Takum 00-
pa3oMm, KITFOYeBast ISl KOMIIO3UTOPA UIes MC-
YEe3HOBEHHUSI MY3BIKH TOJIy4aeT B KOHIIEPTE
(haKTHYECKH BU3YyaTHM3UPOBAHHYIO (popMmy.

He MeHbIIyI0 3HAYUUMOCTh B COUNHCHHUH
MPUOOPETAIOT TOUCKH YTPaue€HHOW rapmo-
HUH. BoruromaroTces oHl TOCPEICTBOM YTIO-
MUHABIIECTOCS BBINIE TMpHEMa TeMOPOBOIA
TpaHc(hOpMalii OPKECTPOBOTO 3BYUYAHUSI.
Tak, B mporecce pa3BéPTHIBAHUS COUMHECHHUS
WHTOHUPOBAHHE CTPYHHBIX TIPETEpPIICBACT
CYIIIECTBEHHbIE U3MEHEHUS: OT OIpeIeneH-
HBIX 10 BBICOTE€ TOHOB 3BYYaHHE TIEPEXOIUT
K HETeMIIEPHPOBAHHOMY TJIUCCAHINPOBa-
HUIO, a 3aTeM U BOBCE CBOJUTCS K Irymy. [1o-
CJIE ATOTO MY3BIKAHTBI OTKJIAJIBIBAIOT CBOM
WHCTPYMEHTHI B CTOPOHY M HAYMHAIOT TIETh
C 3aKpBITBIM PTOM, a 3aTEM UTPArOT Ha Tap-
MOHHUKaX. B 3TO0T MOMeHT oOpa3yeTcsi Mak-
CUMaJIbHOE TEMOPOBOE CIHSIHHE COJUCTA U
opkectpa. TeM mpoH3UTEIIbHEE BOCIPUHH-
MaeTcsl 3aBEPIICHHE KOHIIEPTa, OCHOBAHHOE
Ha COBMEIICHHH PA3HOPOTHOTO CTHIIMCTH-
YECKOr0 Marepuaja: KOHTPACT HadaJbHOM
XPOMaTU3UPOBAHHOW TEMBI KOHIIEPTA, 3BY-
qameil y aKKopJAeOHa, W CTHIU30BAHHOTO
M0J] BEHCKUX KIJIACCHKOB MEHY3Ta, KOTOPHIii
UCTIOJTHSIOT YXOSIINE CO CIIEHBI My3bIKaH-
ThI, YCWJIMBAET IMPOIACTh, BO3HUKAIOIIYIO
MEXTy pa3HBIMH MUPAMH.

Jlnst xoHneproB CEpeHceHa XapakTep-
HO HaJIM4ue CIeUu(UUIESCKUX MEKTyOITyC-
HBIX CBsi3eH. Tak, ymoMsIHyTast BBIIIE ITbeca
Mignon — Papillons siBnsieTcsi 4aCThIO TPH-
noruu Papillons («baboukny), Kyna Takxe
BXOIAT (OpTENHUaHHbIN KBUHTET Rosenbad
— Papillons (2012-2013) u Pantomime —
Papillons nns xamepHoro ancam6ms (2013).

Matepuan poprenuaHHON mapTHH BO BCEX
COUYMHEHHUSIX UJCHTUYCH, HO OH MTOMEIIAeT-
Cs B pa3HbI HHCTPYMEHTAIbHBIN KOHTEKCT.
CépeHCeH TakXke COXpaHIEeT CEMUYACTHYIO
CTPYKTYpY LIMKJIA, OJHAKO JI€JAeT pa3iny-
HBIM TIOPSIIOK YacTed B KaXIOM MPOU3-
BeneHuu. bmaromapst sTomy Tpu codmnHe-
HUSI MOTYT BOCHPUHUMATBCA, MO CJIOBaM
KOMIIO3UTOpPA, KaK «OJIHa MCTOpHS, pac-
CKa3aHHasi TpeMsl pa3HbBIMH CIIOCO0aMHU, U
OJIHOBPEMEHHO KaK TPU UCTOPHUH, pacCKa-
3aHHBIC OJTHUM U TEM K€ YEJIOBEKOM (IHa-
HUCTOM)»'7.

B3auMocBs3p MOXET yCTaHaBIMBATHCS
HE TOJBKO C MHCTPYMEHTAJIbHBIMU OITycCa-
MU, HO U C BOKalbHbIMU. Hanmpumep, oanHy
U3 MY3BIKQJIbHBIX TEM KOHIEpTa IJis aK-
kopaeoHa CEpeHCeH BIOCIEACTBUU BKIIIO-
YUT B BOKalbHbIN UK Behind a Backyard
(«Ha 3amBopkax», 2013) u B «CTtpacTu 1o
Martdero» (2021). ITokazaTenbHO, 4YTO B BO-
KaJIbHBIX COYMHEHUSX 3Ta TeMa HE «OIpe/-
MEUMBAETCS» BepOATbHO (MCIIOIHUTENH,
TaK K€ Kak B KOHLEPTE, MOIT C 3aKPbIThIM
pPTOM), OJHAKO 3TO HE MEIIAeT MOHSAThH €€
CMBICIIOBOE 3HAYEHHE — B O0OMX CIyyasx
OHa pernpe3eHTHpyeT cdepy JIUPUUECKOTo,
JUYHOCTHOTO BBICKA3bIBAHUS, CBS3aHHOTO
C HOCTaJIbIMell Mo 4yeMy-TO Oe3BO3BPATHO
yUIEALIEMY.

Temarnueckue CBSI3M MOTYT BO3HHUKATh
U MEXIy caMUMU KoHIlepTamu. Hampumep,
HOCTanbruyeckas tema u3 I wactu Kiap-
HETOBOI'O KOHLIEpTa OTKphIBaeT Mignon —
Papillons.

[Tpy HECOMHEHHOW WHIWBHIYaIbHOCTU
XyI0KECTBEHHOTO 3aMbIciia, pa3HOOOpa3uu
CTPYKTYPHBIX pELIEHUN, COYETaHUH Tpa-

'7 U3 mporpaMMHBIX 3aMeTOK K Pantomime — Papillons. Cm.: URL:
https://www.wisemusicclassical.com/work/49378/Pantomime---Papillons--Bent-S%C3%B8rensen/

(accessed: 24.05.2023).
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TUIIMOHHOTO W HOBATOPCKOTO ITOIXOMIOB K
’KaHPY, THCTPYMEHTaJIbHbIE KOHLIEPTHI (op-
MUpPYIOT B TBopuecTBe CEpeHceHa elnHOe
MY3BIKaJIbHO-CEMAaHTHYECKOE  TPOCTPaH-
CTBO, XapaKT€PHBIMU MPUMETAMH KOTOPOTO
CTaHOBSTCS:

— MPOTPaAaMMHOCTB,  OTIPEACIISIONmas
CTPYKTYPHYIO HHAMBHUYAJIU3aLUI0 COUNHE-
HUM;

— HaIW4We O0mMX WJeH W TemaTude-
CKMX JIMHUH, CBSI3BIBAIOLIUX KOHLEPTHI
MeXJy co00i (OCHOBHBIMU KOHIENTAMH
y CépeHceHa BBICTYIAIOT KaTeropyuu Bpeme-
HU, NIPOLIIOTO, pacnaja, NUCUE3HOBEHUS);

— COXpaHEHUE apXETUIMHYECKUX CBOICTB
KOHILEPTHOCTH (IMATIOTUYHOCTH U BUPTYO3-
HOCTH);

— TEHJCHLUS K CIUTHOCTU IMKJINYe-
CKOH (pOpMBI, pa3MBIBAaHUIO KOHTPACTA MEXK-
Iy 9acTsMU;

— BBEACHHUE JIOMOJHUTEIBHBIX COJIHUPY-
IOIUX UHCTPYMEHTOB, aHCAMOJIEBBIX TPYIIIL,
CTpPEMJICHHE K 3aBEPIICHUIO COUYMHEHUM
COJIbHBIMH BBICKA3bIBAHUSAMH M, KaK CJe]-
CTBHE, JTUPU3ALMUS KAHPA;

— WCIOJIb30BaHKME TpuémMa TeMOpPOBO-
aKyCTUYEeCKOM TpaHc(opManuu 3ByKOBOM
cpenbl;

— Omopa Ha UHTEPTEKCTYaIbHOCTD;

— HaJIM4YHUE MEXIYOITyCHBIX CBSI3EH;

— BHEJPEHUE DJIEMEHTOB HMHCTPYMEH-
TAJILHOTO TEaTpa;

— «Pa3MBITOCTh» MY3bIKAIBHOTO BBICKA-
3bIBaHUS.

Ob6nanas spkodl WMHAMBUIAYaJIbHOW Xa-
PAKTEPHOCTHIO U CTHJIEBOM Y3HABAEMOCTHIO,
JOCTYITHAsI W TOHSTHAas MIMPOKOW CIIylia-
TEJbCKOW ayauTopuu My3blka CEpeHceHa
OTKPBIBAE€T HOBBIE TOPU30HTHI B Pa3BUTHUU
YKaHpa HHCTPYMEHTAIBHOTO KOHLIEPTA.
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Abstract. The article is devoted to the study of two types of mono-element compositions in
20th century music: those based on a single pitch and on a single chord. The author of the article
ties their significance with the achievements of avant-garde music, the search for new “sound
ways,” and the emancipation of particular means of the musical language. The article focuses on
the works of Siberian composers Askold Murov and Sergei Tosin, who created original sound
conceptions based on single pitches and single chords. The article notes the evolution of one-
pitch compositions in academic music, from the idea of demonstration of various capabilities of
sound to its symbolic interpretation (Alban Berg, Ivan Wyschnegradsky, and Giacinto Scelsi).
It is emphasized that in Askold Murov’s composition Monophony Re the idea of unisonance
expands towards creating the setting of historical and stylistic dialogue. The development of
chordal mono-element structures can be traced from the late period of Alexander Scriabin and the
music of Nicolai Roslavets and continues in musical works by Alfred Schnittke and Sergei Tosin.
The analysis of Tosin’s composition highlights the use of textural-timbral, rhythmic, dynamic, and
electroacoustic means, the introduction of “open” material by pianists, which demonstrates the
tendency to multivariate functioning of musical works. It is emphasized that Siberian composers
Askold Murov and Sergei Tosin, as the result of their interest in new techniques, have made a
perceptible contribution to the dissemination of sound ideas pertaining to the avant-garde trend in
Russian culture and were able to demonstrate the immense micro-world of sound.

Keywords: compositions based on one pitch, variations on one chord, the musical avant-garde,
sonoristics, Siberian composers

* The article was prepared for the International Scientific Conference “Music Science in the Context
of Culture. Musicology and the Challenges of the Information Age,” held at the Gnesin Russian Academy
of Music on October 27-30, 2020 with the financial support of the Russian Foundation for Basic Research
(RFBR), project No. 20-012-22033.

Translated by Dr. Anton Rovner.
© Andrey S. Molchanov, 2023

177



Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. Ne 2

For citation: Molchanov A. S. Mono-Element Compositions in the Musical Art of the 20th
Century. Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 2, pp. 177-190.
DOI: 10.56620/2782-3598.2023.2.177-190

CoBpeMeHHOoe My3blKaNbHOE UCKYCCTBO

Hayunas ctatbs

MoHoO3neMeHTHbIe KOMMO3ULUMH
B My3bIKAJSIbBHOM Uckycctee XX Beka

Anapeii Cepreesnd Mo14yaHoB

Hoeocubupckas 2ocyoapcmeennas koncepsamopusi umenu M. U. [ unku,

2. Hosocubupck, Poccus,
mas-composer@mail.ru, https://orcid.org/0009-0002-3785-1506

Annomayusa. B crarbe paccMaTpuBarOTCA /1Ba BUJa MOHOYJIEMEHTHBIX KOMIIO3UIMM B MY3bIKE
XX Beka: Ha OJIMH 3BYK M OJ1MH aKkkopA. VX pa3BuTue CBA3BIBACTCS C JOCTUKEHUSIMHU aBaHTapJHOTO
HUcKyccTBa XX BEKa, MOMCKOM HOBBIX «3BYKOBBIX IIyT€W», dSMAaHCHUIIALIMEN OTIEIBHBIX CPEICTB
MY3BIKAIIBHOTO s3bIKa. Oc000€ MEeCTO yAeNnseTcs MPOU3BEACHHUSAM CHOMPCKUX KOMIIO3UTOPOB
Ackonbna MypoBa u Cepress TocuHa, CcO34aBIIUX OpPUTHHAJIbHBIE 3BYKOBBIE KOHLIETIUU
B 00IIEM TPEHJIe MY3bIKAIBHOTO aBaHTrapAa. B cTarbe MpoCiIeKUBAeTCs SBOIOLUS OTHO3BYKOBBIX
KOMITO3HMIMI B aKaJIeMUU€CKOM My3blke XX BeKa OT UJIEH MOKa3a pPa3IMYHbIX BO3MOKHOCTEN 3BYKa
0 CUMBOJIMYECKOM ero TpakTtoBku (AnbOan bepr, Ban Bwimnerpanckuit, [xaunnro Lllenbcu
u n1p.). Ormeuaercs, 4To B counHeHUH Ackoibaa Myposa «MoHopoHUs Re» ujies 0IHO3BYUUs
HalpaBJieHa B CTOPOHY CO3JIaHUSl CUTYallud UCTOPUKO-CTUIIEBOIO Juanora. Pa3Burue akkopIoBBIX
MOHOXJIEMEHTHBIX CTPYKTYp OOHApy>KMBAaeTCsl OT MO3HEro TBopuecTBa Asnekcaniapa CkpsOuHa u
Huxomnas Pocnasna x counnenusim Anbdpena [lInutke n Cepres Tocuna. B ananuze counnenus
Tocuna orMewaeTcs npuMeHeHUE (AKTYpPHO-TEeMOPOBBIX, PUTMHYECKUX, IWHAMHYECKHUX,
ANEKTPOAKYCTHUECKUX CPEACTB, NPUBJIEUEHUE «OTKPBITOrO» Marepuana MUAaHUCTaMH, 4YTO
JNEMOHCTPUPYET TEHJCHIMI0 K MHOTOBapHaHTHOCTU ObITOBaHMs omyca. [loguépkuBaercs, 4To
cubupckue komMno3uTopsl Ackonsa MypoB u Cepreit ToclH CBOMM HHTEPECOM K HOBBIM TEXHUKAM
BHECJIM 3aMETHBIN BKJIAJl B pACIPOCTPAHEHHE 3BYKOBBIX MJEH aBaHrapaa B POCCHICKOMN KyJIbType,
CYMEJIH [10Ka3aTh OTPOMHBI MUKPOMUD 3BYKOB.
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he problem of organization of a
Tmusical composition is one of the

most relevant issues in contemporary
scholarship. This pertains especially to 20th
century avant-garde art and the post-avant-
garde styles presented by various techniques
of writing and cross-entity connections of
music both in the plane of'its presentation and
from the side of the immanent principles of
construction. Certain aspects of this problem
range havebeen outlined in the works devoted
to the music of separate composers. Thus, for
example, Andreas Wehrmeyer in his article
about Ivan Wyschnegradsky' demonstrates
the chief peculiarities of the composer’s
musical thinking. He substantiates the
appearance of quarter-tone pieces at the turn
of the 1920s by the emergence within the
system of semantic preferences of the idea of
the pitch continuum as a universal principle
which played the role of a starting point
towards the further division of the 12 steps
of the chromatic scale into micro-intervals.
Thomas DeLio, when analyzing Giacinto
Scelsi’s works for violin from the position
of the Spectralist approach, raises even more
broadly the issue of the nature of the musical
sound and its compositional resources, and
emphasizes the elaborate character of the
acoustic sound of each separately played
note.” Benjamin Levy in his works on
Gyorgy Ligeti’s music from the 1950s and

1960s, among other moments, touches upon
the important aspect of pitch organization
in musical compositions, formulating the
crucial question, most likely, just as topical
for any one of Ligeti’s contemporaries:
“What can I do with a single note?"”

In the scholarly literature of the last five
years we can also observe the tendency
towards elaboration of separate qualities
of the sound of the musical pitch from the
position of its expressive peculiarities of
its timbral characteristic features. Natalie
Herold undertakes the attempt of a complex
comprehension of the category of timbre,
examining methods of timbral analysis with
the consideration of the assemblage of the
musical texts to which they are applied and,
touching upon electroacoustic compositions,
Spectral music and the theoretical questions
of study of timbre in the 20th century,*
among other things. For Riccardo D. Wanke
of primary importance is the ecstatic-
materialistic perspective of sound as a
particular material mass unfolding in time. He
also substantiates the position of perception
of this quality of sound by the listener in
academic, electronic and experimental music.’
The interpretational aspects of contemporary
musical composition become determinative
for Kira Maidenberg-Todorova. [1] The
author emphasizes, among other things, the
significance of such techniques as the aleatory

I Wehrmeyer A. Kontinuum, zvuk i dvenadtsatizvuchie [The Continuum, Sound and the Twelve-Note
Pitch Spectrum]. Music Academy. 1992. No. 2, pp. 156—159.

2 DeLio T. Composing a Sound: Giacinto Scelsi’s L’ Ame Ailée / L’ Ame Ouverte for Violin Solo. College
Music Symposium. 2017. Vol. 57. DOI: 10.18177/sym.2017.57.sr.11365

3 Levy B. Metamorphosis in Music: The Compositions of Gydrgy Ligeti in the 1950s and 1960s.

New York: Oxford University Press, 2017. 291 p.

4 Herold N. Le timbre face a I’hétérogénéité musicale: conceptualisation, enjeux, pertinence.
Entre théorie et analyse musicale: corpus et méthodes. Dir. Marie-Noélle Masson. Delatour: Sampzon, 2020,

pp. 189-211.

> Wanke R. D. Sound in the Ecstatic-Materialist Perspective on Experimental Music. London: Routledge,

2021. 176 p. DOI: 10.4324/9781003132387
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and the sonorostic trends, which “remain at the
foreground of compositional innovations.”
[Ibid., p. 122] Another angle of this work is
expressed by the problem of interpretation of
“the open text” in contemporary composition
examined in the context of the processes
of emancipation of the authorial text and
endowing the performer with a greater amount
of freedom in the manifestation of his or her
own individual element. [Ibid., pp. 127-134]

The present-day setting is supplemented
by research activities carried out by Russian
scholars. The initial starting point here we
can determine to be the collective monograph
Teoriya sovremennoi kompozitsii [The
Theory of Contemporary Composition],®
which provides generalization of a broad
complex of questions in the organization
and understanding of music created since the
second half of the 20th century, including the
forms of existence of sound and the functions
of sound material, their interpretation in
various compositional techniques, as well
as the aesthetical tendencies of the music
of that time period. During the present-day
stage, the indicated aspects are elaborated
on in new publications, which include such
materials of the Russian journal published
by the Russian Society for Music Theory as
Muzyka XXI veka: pervye itogi [Music of the
21st Century: First Results], [2] in which
a group of scholars discusses the questions
of postmodernism, the relevance of avant-
garde art, the comprehension of musical
space and time, as well as the peculiarities of
form generation; the journal Muzyka epokhi

postpostmodernizma [Music at the Period of
Post-Postmodernism] [3] raises questions of
musical material, the role and the fate of the
composer in the contemporary world, the
artistic leaders and the role of personality
in the present world. Various aspects of
contemporary compositional techniques and
compositional personalia are also presented
in separate research works by Levon
Akopyan, [4] Tatiana Tsaregradskaya,” [5]
Marina Pereverzeva,® Ekaterina Okuneva
and Natalia Maltseva, [6] and other scholars.
This presented overview, on the one hand,
demonstrates the tendency for generalizing
the comprehension of a broad range of
issues related to contemporary music, and
on the other hand, shows the possibility of
accentuating separate qualities and structural
peculiarities of musical composition
connected with the nature of musical sound,
the emancipation ofits acoustical features and
the aspiration towards unique paradoxical
forms of utterance. In this context, of special
interest are the mono-element compositions
in the 20th century art of music, where
the role of the leading component of form
(or a segment of it) is played by only one
element, which becomes one of the chief
organizing forces of the entire sound space.
The variants of construction of a musical
composition or of a segment of it on the basis
of domination of a singular parameter raise
questions about the means of organization
of an integral structure, variants of the
interpretation and the semantic profuseness
of one element. The insufficient amount of

¢ Teoriya sovremennoi kompozitsii [The Theory of Contemporary Composition]. V. S. Tsenova executive

editor. Moscow: Muzyka, 2005. 624 p.

7 Tsaregradskaya T. V. Muzykal'nyi zhest v prostranstve sovremennoi komporzitsii [Musical Gesture
within the Space of Contemporary Composition]. Moscow: Kompozitor, 2018. 364 p.

8 Pereverzeva M. V. Kompozitory n'yu-iorkskoi shkoly, ili Eksperimental'noe napravlenie v muzyke
SShA XX veka [The Composers of the New York School, or the Experimental Direction in the Music of the
USA in the 20th Century]. Moscow: RGSU Publishing House, 2020. 226 p.
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initial informational content of such musical
compositions also raises the question of the
role and the meaning of repetition in the
forms of this type, since it presupposes in
advance its abundance and, consequently,
the ground for the compensating function
and the artistic meaning.

When this problem range is disclosed, it
turns out to be that of great methodological
importance are the works of Western
researchers especially those devoted to
repetition as the central object of study in the
context of various musical-theoretical and
practical approaches. We shall name among
them the monograph of Adam Ockelford,’
which provides a substantiation of the theory
of cognitive modeling of the musical structure
(labeled as zygonic) and in which repetition
(with consideration of the principles of
structuralism and cognitive linguistics) 1s
determined as the key component in the
processes of cognitive recognition of musical
connections and relationships arising between
the discreet features of musical texture. Among
the more recent research works, we must
highlight the work of Elisabeth H. Margulis, '
which is written at the junction of psychology
and musicology, and, with repetition forming
a central element of discourse, interpretation
is given to various sides of human behavior,
both in the context of the art of music and
beyond its confines (performance at a
concert, practicing a musical composition at
arehearsal, children’s play, ritual, mass forms
of music making, the effect of self-arbitrarily
repeating music which it becomes difficult to
rid oneself of, etc.). All of them make use of
the experience of repetition in various degrees

and help disclose the various psychological
aspects connected with the perception and
comprehension of repetition in music.

The present work provides a concise
historical overview of the development of
mono-element compositions in the art of the
first and the second waves of the avant-garde
direction in music, so as to pass onto the
evaluation of the qualitative characteristic
features, the capacity of resource and the
expressive significance of the present
structures, accentuating the works of
professional composers from Siberia little
known to the broad circle of researchers in
the West.

The article demonstrates the two most
illustrative  varieties of mono-element
structures: compositions based on one pitch
and on one chord. The first of them attract,
first of all, by their paradoxical quality, since
the crucial parameter of musical organization
— namely, pitch — is compressed here
to one tone, while the latter present as an
expansion of the possibilities of mono-
element composition, when the role of the
main attribute of a musical work is played
by an integral harmonic structure — a chord.

The emergence of mono-element
structures in music is connected with
the search for new “sound ways” which
has led to the emancipation of certain
particular means of musical language. The
first discernible demonstrations of musical
compositions of this type can be found in the
1920s. They appear in the atonal expressive
and constructive ideas of the composers
of the Second Viennese School (Arnold
Schoenberg, Alban Berg and Anton Webern),

* Ockelford A. Repetition in Music: Theoretical and Metatheoretical Perspectives. Royal Musical
Association monographs; No. 13. London: Ashgate Publishing Limited, 2005. 168 p.
10" Margulis E. H. On Repeat: How Music Plays the Mind. New York: Oxford University Press, 2014.

210 p.
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as well in the quests of the composers
pertaining to the first avant-garde movement
from the early 20th century (Nikolai
Roslavets, Efim Golyscheff, Alexander
Mosolov, Ivan Wyschnegradsky, etc.), who
exerted a considerable amount of attention
to new means of pitch organization and the
formation of complex pitch structures. The
two most completed examples of mono-
element compositions can be found by us in
the music of Alban Berg (1885-1935) and
Ivan Wyschnegradsky (1893-1979).

In the second scene of Act 3 of the
opera Wozzeck known as the Invention on
the Pitch ‘B’ Berg combines the complex
expressive musical material with a concisely
constructive ostinato basis. In this fragment,
the pitch B acquires the status of a peculiar
leit-tone of a “fatal pedal” (according to
Mikhail Tarakanov), the main significance
of which consists in its constant presence
in the context of sound and pitch and its
intensification towards the end of the scene.
Its insistent repetition outlines prominently
the intonational development and the motion
of events in the drama. At the same time, the
constant return to one and the same pitch
does not bring in any limitations regarding
incorporation of any other pitches, sounds or
noises, whereas the suggested constructive
idea is merely a component of the overall
sound context saturated with events. In
another composition — Seven Variations on
the Pitch ‘C’ — Wyschnegradsky presents
the idea of varying, albeit, realized in the
special context of microtonal space which
affects the quality of the initially asserted
materials and broadens its boundaries from
within. The pitch center serves rather as a
certain sphere of attraction, the boundaries
of which gradually become undermined,

I Wehrmeyer A. Op. cit. P. 159.
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enrichening the palette of sound in the
context of the quarter-tone piano. “C is not
static, but by itself dynamic and constantly
changeable. On the one hand, C does not
cease from sounding, but, on the other hand,
it creates something different — a tritone.
The concept of the nonidentical within the
identical is extended here and turn into
a unity of opposites. Thus, the distinctly
separate pitch is recognized as a metaphor
of the emanating and reintegrated One.”!!
In this manner, despite the differing artistic
goals, we observe the obvious similarity
in the interpretation of composition based
on a single pitch in the works of Berg and
Wyschnegradsky.

Elaboration of chordal mono-element
structures during this period of time stems
from the late works of Alexander Scriabin
(1872-1915), who relied on the system of the
double-mode in the guise of varying identical
altered dominant chords at the interval of
a tritone. An important position in this set
of chordal constructions was assumed by
the dominant ninth chord with the interval
of the fifth decoupled, spread into a whole-
tone pitch set, which made it possible to
achieve a mutual integration between the
horizontal and the vertical elements. Nicolai
Roslavets (1881-1944) can be considered as
the direct continuer of this tendency, since in
his musical compositions of the 1910s (such
as, for instance, the Three Compositions for
Piano from 1914) elaborated the technique
of the “synthetic chord” — a sound complex
on the basis of which an entire musical
composition is created with the consideration
of the chain of transpositions of the initial
material. Genetically, his system is close to
dodecaphony, however “in contrast to the
technique of serial rows, here the order of
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the appearance of the pitches is not fixated
— the return of the harmonic complex
is comprehended as the compositional
principle.”'? The synthetic chord presented
in its original vertical position frequently
appears as the central element of the
system. Essentially being a stable element,
it appears in the pivotal moments of a
musical composition and at the end of the
form. However, this technique may still be
examined only as a background for future
chordal mono-element compositions, since
in Roslavets’ music it did not achieve a state
of unification in the sense that the composer
chose to construct most of his compositions
on the interaction of several such chordal
complexes.

Thereby, in the compositions pertaining
to the first wave of the avant-garde direction
in music the chief principles of work with the
sound material of this type were determined.
Nonetheless, the maximal concentration
of the overall attention towards the mono-
element forms occurred already during the
time of the postwar avant-garde trend (the
1950s and the 1960s). “The innovation
of the indicated period was the sonoristic
interpretation of sound in a nonfunctional
context representing the timbral and
color-based traits of the musical material
and predestining the paths of its possible
transformations.”® In this connection,
the musical compositions of Krzysztof
Penderecki, Gyorgy Ligeti, Giacinto Scelsi,

Alfred Schnittke, Sergei Slonimsky, Askold
Murov, and similar composer, are well-
known, and one of the main ideas in them
1s realized in the demonstration of various
textural-timbral forms of a single sound.
Thisideaisrealized on amuch larger scale
in the Quattro Pezzi per Orchestra (Four
Pieces for Orchestra, each one based on a
single pitch) by Italian composer Giacinto
Scelsi (1905-1988). Thomas DeLio writes
about them that “in each of these pieces he
[1.e. the composer] places one pitch under
a microscope, disclosing its bustling inner
life, making all the oscillating overtones, the
bellowing of an attack and the deviations
of pitches heard...””* Levon Hakobian
(Akopyan) emphasizes the large scale of
the design, discovering in it a comparison
with the conceptions of the radical sound
artists: the Austrian Friedrich Cerha and the
American La Monte Young."> However, the
uniqueness of Scelsi’s approach consisted
in the fact that, while making use of timbral
means and minimizing the parameter of pitch,
he was able to compose a cycle of several
contrasting movements commensurable by
the level of its elaboration and dramaturgy
to an entire symphony. The idea proposed
by the Italian composer turned out to be
quite progressive and forestalled to a certain
degree the experiments of the American
minimalists and the French Spectralists
(Terry Riley, Gerard Grisey, Tristan Murail).
We shall focus a greater amount of

12 Vysotskaya M. S., Grigoryeva G. V. Muzyka XX veka: ot avangarda k postmodernu: uchebnoe posobie
[20th Century Music: from the Avant-garde to the Postmodern: Textbook]. Moscow: Moscow Conservatory,

2014. P. 68.

3 Molchanov A. S. Fenomen odnozvukovykh kompozitsii v muzyke XX veka [The Phenomenon of
Compositions Based on One Pitch in 20th Century Music]. South-Russian Musical Anthology. 2016.

No. 4 (25). P. 36.
4 DeLio T. Ibid.

15 Hakobian (Akopyan) L. O. Dzhachinto Shel'si [Giacinto Scelsi]. Iskusstvo muzyki. Teoriya i istoriya
[The Art of Music. Theory and History]. 2011. No. 1-2. P. 169.
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attention towards the works of Siberian
composer Askold Murov (1928-1996), who
is, in all probability, not very well-known
to a broad circle of researchers. In 1967
Murov wrote his Third Symphony, which
also possesses a second genre-related title —
Concerto in the Form of Eight Inventions.
The seventh movement of this symphony —
Monophony Re —presents a mono-element
composition based on a single pitch. Unlike
his Western colleagues, Murov does not
derive his conception solely from the physical
characteristic features of sound, but aspires
to compensate the initial single-component-
ness with other expressive means, to enrich
the musical structure with
a search for genre-related
prototypes.

In the first section of
the Monophony the pitch D
(indicated by the syllable

Example No. 1

1 Tempo di Marcia

unusual contrast appears, a rhythmic noise-
generated element is brought in, which
displaces the hitherto predominating pitch D
for a certain period of time. The genre-related
model of a military march is organized in
the sound with the typified assortment of
attributes: the repeated rhythmic figure in
the snare drum and its varied reflection on
the pitch D in the piccolo and the trumpet
(f. 17-18, Example No. 1).

The dynamicity of motion in the present
fragment is insured by the swiftness of the
changes of the repeating components, the
introduction of discreetness into the march
tempo and rhythm. A historical-stylistic

Askold Murov. Monophony Re. March Episode

urticolate
wlo @@a
=5

“Re” inthe title of the work) ™ &

is equivalently reflected in ... fa

different octaves, appears

A e
r 4

in the sound elucidation of

mus ¢ T

rare timbres (the marimba, = wm e
the vibraphone, the D
carillon) and is surrounded
by percussive-noise effects.

The spectrum of the initial

D expands continuously.
However, at the same time,
the principle of the unity
of elements, likewise, does
not lose its signification,

which is fortified by the

pitch-related repetition of
the sounds pertaining to

the pitch-class D. More
radical changes occur in
the second section, where
the customary perspective
of perception of sound
changes abruptly. An
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contingence of the military march with the
contemporary timbral-sonoristic context of
sound appears in the artistic dimension. As
a result, a bright expressive effect appears
— the interaction between the historical
and the contemporary dimensions. This is
also characteristic for all the symphony’s
movements, where a turn towards well-
known models of genres of previous
epochs and their organic interpretation in
the contemporary sound context occurs
regularly. This is stated eloquently by the
titles of some of the movements (Wind
Hexaphony,  Quarter-tone  Chorale,
Minuet, and From the Russian Chants).
Monophony Re is only one boundary of that
stylistic dialogue semantically replete with
contrasting images. It resembles a link with
the later compositions of this type where the
processes of conceptualization of musical
creativity are activated. It is a regular
occurrence that the purely experimental
context of applying one-pitch inventions is
gradually overcome.

In the chamber works of Alexander
Knaifel (b. 1943) and Sofia Gubaidulina
(b. 1931) from the 1980s, single-pitch
composition appears already as a part of
a semantically more extensional sound
context that comprises an important aspect of
artistic utterance. In the first interlude from
Knaifel’s stanza-dedication Vera single-pitch
writing becomes connected with the idea of
transitivity between the changing planes of
human consciousness, being framed with
a chorale, which personifies the universal,
inclusive element, and the monologues,
which disclose the sphere of the personal.
In Gubaidulina’s Second String Quartet

through various variants of a single sound the
idea of the correlation between two worlds
1s realized: the heavenly “world of essences”
and the earthly “world of passions.”
The meaning of these metamorphoses with
sound is commented by the composer herself:
“I was especially fascinated by the idea of
the transition of an ordinary, trivial sound
into a harmonic... [where] the main tone
turns into an overtone by means of another
type of touch. The metaphor of this transition
1s very transparent and attractive: sound may
be expressive in an earthly fashion, ‘all too
human.’ But it suffices only to touch lightly
the same spot on the string, to change the
angle only slightly, and we pass from earth
onto heaven.”'¢

Thereby, it becomes apparent that the
compositional idea of writing on the basis
of a single pitch provided with interesting
diversified figurative-semantic variants of
realization. Most of them were permeated
with the pathos of construction, the aspiration
to disclose new, previously unexplored
possibilities, to expand the boundaries of
artistic creativity. Naturally, this could not
do otherwise than lead to the projection of
the idea of mono-element writing on other
sound structures, in particular, the chord.

Undoubtedly, the chord, in comparison
with a single pitch, presents a much more
abundant and developed structure, possessed
with a perceptible inner capaciousness of
resources depending directly of the pitch
content and its displacement. It is apparent,
that there is much less level of restriction
here and more variants of presenting one
and the same concordance of pitches
in various ways. It is possibly not by chance

1 Kholopova V. N. Interv'yu Entso Restan'o — Sofiva Gubaidulina [Enzo Restagno's Interview — Sofia
Gubaidulina). In: Sofiya Gubaidulina: monografiya [Sofia Gubaidulina: Monograph]. Moscow: Kompozitor,

1996, pp. 37-38.
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that the variation form becomes the main
form of presentation of the present structure.
Obviously, the overall variation tendency
in the work with chordal structures has
been observed prior (in particular, in those
examples that were discussed earlier here),
but in the second half of the 20th century it
received a very legitimate form-generating
signification. For example, the Variations on
one Chord by Alfred Schnittke (1934—-1998)
is well-known, and in it the initial pitch
complex appears as a twelve-tone structure
scattered throughout different registers,
which, nonetheless, never sounds anywhere
together, but falls apart into a number of
sub-chordal sets and textural segments,
which form the wvariations. Nonetheless,
there is still a form of restriction present,
and it consists in the fact that each separate
pitch is applied only in the octave in which
it was introduced initially. At the same time,
the “predetermined abstract-pointillistic
premise is overcome by Schnittke, by
bringing a genre-related and stylistic
associativity into the chosen material.”!” As
a result, a thoroughly original composition
is created, saturated with contrasts, various
genre-related semantic statements that
effectively make use of the initial pitch
structure presented by the composer. But its
very looseness in the domain of pitch invites
to such a broad interpretation to the fullest
degree.

Nonetheless, how should we fare in the
other case, when the makeup of the chord
is discernibly simpler and does not presume
such an initial multiplicity? Let us turn to the

music of the other Siberian composer Sergei
Tosin (b. 1953), who wrote the Variations-
Interludes on a D Major Triad for piano
(1993). The composition presents a set of
relatively completed pieces (Interludes),
which may be interchanged with works by
any other composers. At the same time, the
D major triad itself is interpreted by the
composer rather strictly, it is taken solely
in close position in various octaves and
registers, being interspersed with pauses and
various rhythmical groups (Example No. 2).

Example No. 2 Sergei Tosin. Variations-Interludes
ona D major Triad.

Fragments of Interludes No. 1, 2, 4

Interlude No. 1
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17 Kholopova V. N., Chigareva E. 1. Al'fred Shnitke: ocherk zhizni i tvorchestva [Alfred Schnittke:
a Sketch of His Life and Creativity]. Moscow: Sovetskii kompozitor, 1990. P. 29.

18 In the notes of Interlude No. 4 there is an indication: “The pianist, while in a standing position, presses
a triad on the keyboard with his left hand, holding onto it, while sweeping through the strings of the piano
with a plectrum with his right hand, reproducing the indicated rhythm.”
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Interlude No. 4 introduces the additional
technique of variation of timbre — playing
with a plectrum on the piano strings with
a chord held by the fingers in one of the
registers. In Interlude No. 5 and the Coda
involves another original innovation, —
attaching means of electronic amplification
and sound processing to the piano, which
provides for the emergence of the effect of
an echo with various levels of delay and
transfer of the sound in a panorama. The
second dimension of the composition is
passed on entirely to the interpretation of
the performer, thereby virtually elevating
the latter to the rank of a coauthor. Lada
Pylneva asserts: “Sergei Tosin’s scores
demand a much greater amount of fantasy
and creative approach of the performer,
since the composer insists on heuristics as
its basis.”"?

At the present day two performances of
this composition are known, both by pianists
from Novosibirsk — Elena Popovskaya and
Ekaterina Pedvechnova. It must be noted that
each one of them has realized her own co-
authorial approach to Tosin’s idea absolutely
differently. But these approaches illustrate
in the best possible ways the most logical
variants of interpretation in the choice of
the inclusion of “other composers’ music
in Tosin’s variations. Popovskaya went
along the path of stylistic unity, having
selected a number of pieces of baroque and
early classical music in the keys of D major
(or minor) from works by J. S. Bach, Handel,
Henry Purcell and Wilhelm Friedemann
Bach. Predvechnova’s approach, on the

other hand, accentuates stylistic contrast
with the involvement of classical (Haydn)
and contemporary music (Shostakovich,
Stockhausen, Mozart Camargo Guarnieri).
In these conditions, the opposition of the
major triad is perceived as a certain stable
perfection incontestable by the introduced
contrasts.

Ultimately, the composer solves the
problem of presenting the simple chord,
aspiring to avoid satiation of pitch upon its
repetition by textural-timbral, rhythmical,
dynamic and electroacoustic means.
Obviously, the resource of one triad as a
vertically sounding chord turns out to be
insufficient in itself. So the “open” material
suggested by the pianists is also brought in.
But, at the same time, the dependence on
the performer’s artistic thinking and his or
her school remains in the composition, as
well. It is not by chance that Tosin himself
writes that “...for a traditionalist pianist the
ideas proposed in this composition are too
unfamiliar.”?® And he remains faithful to his
course, in which one of the chief attitudes
is “the aspiration towards the poly-variance
of existence of the musical oeuvres, towards
expansion of the level and the extent of
changeability of the musical fabric.”!

Thereby, the context of examination of
single-pitch and single-chord composition
shows both the common features of their
organization and the various aspects of
interpretation and semantic interpenetration
in the case of different composers. One of
the chief ideas — the demonstration of the
possibilities of one pitch (or chord) — is

9 Pylneva L. L. Sergei Tosin: tvorcheskie podkhody sovremennogo kompozitora [Sergei Tosin:
the Creative Approaches of a Contemporary Composer]. Aktual'nye problemy vysshego muzykal'nogo
obrazovaniya [Actual Problems of High Musical Education]. 2018. No. 1. P. 36.

20 Tosin S. G. Sem' semerok. Avtoocherk [Seven Groups of Seven. Auto-Essay]. 2nd edition, supplemented.

Novosibirsk: AGRO-SIBIR, 2004. P. 35.
2l Pylneva L. L. Op. cit. P. 33.
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usually realized in the sonoristic plane and
vividly demonstrated in the compositions
of Penderecki, Ligeti and Scelsi. In the
latter’s works accentuation is made on the
interaction of the static and the dynamic
components generated in immanent sound
vibrations. The developed and many-faced
structure of one chord in Schnittke’s work is
directed towards overcoming the initial static
condition and access to the genre-related
associative set. In the example from Berg,
the main meaning is concentrated on the
drama, as the result of which the constructive
form of the invention 1s concentrated, first
of all, on intensification of the tragic aspect
of the action. Wyschnegradsky realizes
the aspiration towards the development
of the possibilities of variation within the
framework of the conception of the One.
Knaifel and Gubaidulina provide a symbolic
interpretation of the single-pitch. In the
music by Siberian composers Askold Murov
and Sergei Tosin the idea of demonstrating
the possibilities of one element (respectively,
the pitch and the chord) was expanded to the
signification and the scale of a historical-
stylistic dialogue. In Murov’s case, it is
characterized by an overall programmatic
context of all the symphony’s movements
and the special genre-related synthesis within
them, while in Tosin’s work, it apparently
1s endowed with an open character and is
relegated to the disposal of the performer.
The other crucial aspect of mono-element
compositions is their sound resource. The
most rigorous adherence to one pitch (which
is most vividly demonstrated among the
composers from the second half of the 20th
century) leads to a substantial limitation of
informational space, its quick saturation by
means of one element at the boundary of
overabundance. This requires a significant
amount of compensation on the part of the
other means of expression (texture, register,
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rhythm, dynamics, timbre, tempo), their
heightened role in the context of the whole,
as well as the use of means of disturbance of
the inertia of motion. Composers make active
use of this, applying timbral specification of
orchestral and ensemble instruments in new
combinations (Penderecki, Scelsi, Murov),
or they intensify the timbral-registral
and dynamic factors in their piano music
(Wyschnegradsky, Ligeti, Tosin, Schnittke).

Correspondingly, in the interpretation
of the mono-element itself two approaches
become distinguished. According to the first
of them, the note (or chord) is comprehended
as an individual pitch (an integral structure)
with an identical equivalent reflection in
different octaves (Berg, Ligeti, Knaifel,
Tosin). In the second case, the mono-element
appears as a multiple spectrum, a mobile
microstructure or a pitch dimension, which
frequently incorporates changes of intensity
of vibrato, microintervals, diverse shadings,
sounds and noises with indefinite pitches
(Wyschnegradsky, Penderecki, Gubaidulna,
Scelsi). It is also possible to note the
changeability of the point of view of one
pitch within the form of the Monophony at
Murov — from the concise presentation of the
prescribed pitch D to the multiple spectrum
of the mobile sphere enriched by sounds and
noises that are undifferentiated in pitch.

At the same time, the answer to the
question of how to overcome the inertia of
motion is found according to the principle of
changeability for the n-th time. For example,
this may be an abrupt cessation of sound of
one of the elements (Penderecki), bringing in
unusual accents and rhythmic progressions
(Scelsi), or adding a single new pitch at the
end of the form (Ligeti). In the music by the
two aforementioned Siberian composers we
must note the original device of bringing in the
rhythmic march-like motive in the snare-drum
in the middle of Murov’s composition, and
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the combining by the conjunction of pauses
of various durations and the electroacoustic
development of the signal in Tosin’s piece.
The problem of repetition requires specific
solutions in musical works of this type.
Virtually inall the compositions we observe the
tendency towards enlargement and integration
of isolated elements into more extended
structural formations (motives or phrases).
In the orchestral compositions repetitiveness,
obviously, becomes enriched by the timbral
element and the possibilities of the textural-
registral organization of sound, as well as its
special directedness of sound. This naturally
predetermines the changeable configuration
of musical space (from the pointillistically
sparse to the homogenous and the extremely
saturated). It is particularly repetition that
serves as the indispensable prerequisite for
the release of energetic potentials of the
musical sound, and henceforward — “the
comprehension of the dynamic perspective
of the entire musical composition.”” The
psychological, categorizing component of
pitch repetitiveness is apparent here, however,
it 1s discernibly enriched by a complex of
various means of musical expressivity. At the
same time, repetitiveness may overcome the
informational threshold numerous times. So
it occurs in Tosin’s interludes, where it is not
the number of repeated chords or the motives

comprised of them which are counted, but
the real time indicated by the composer on
several of the musical lines for the sake of
forming a single wave of accumulation or
abatement of sound generated solely as the
result of repeating one major triad.

Thereby, all the musical compositions
examined above, undoubtedly, pertain to the
creative pole of the disclosure of the idea
of mono-element, imbued with the spirit of
experimentation and inventiveness. While
not initially presenting any kind of mass
phenomenon, the musical compositions of
this type have left a rather vivid trace in the
versatile sound palette of the 20th century.
They were conducive to the development
of a polyvalent comprehension of separate
elements of music, their expansion and
saturation with symbolic content. Siberian
composers Murov and Tosin with their
interest in the techniques of avant-garde art
have made a perceptible contribution to the
dissemination of its sound ideas in Russian
culture, aided the enrichment of the overall
sound palette of professional Siberian
music in the 20th century. As the composers
listened attentively to the pitch combinations
of isolated tones, this made it possible for
them to discover an immense, abundant
micro-world of sounds, the interest in which
is continuing up to the present day.
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uccienoBanuii. B uncne acrmpantoB [llaxoBckoro ObuTH OMH U3 aBTOPOB MoHOTpaduu — Haranbs
ConomoBHMKOBa W aBTOp JaHHOW peueH3uu. WHTepec K MoHOrpaduuecKkoMy HCCIIEIOBAaHUIO
CononoBHukoBoil 1 COpPOKHMHOM OOYCIIOBJIEH BBIXOIOM SMOTHBHOCTH 3a MpeAeibl COOCTBEHHO
(bUII0IOrMYeCcKOro 3HaHUs B 00J1aCTh MY3bIKAJILHOTO U M300pa3UTENbHOTO BUIOB UCKYCCTBA.

Knwueswvie cnoea: Buxtop I[llaxoBckuii, poccuiickas JHMHIBUCTHKA, BOJTOIPAJICKas IIKOJa
SMOTUBHOCTH, Bosrorpaackuii coraibHO-eJarornyeckuii yHUBEPCUTET
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// TIpobmeMbl My3bikaabHOM Hayku / Music Scholarship. 2023. Ne 2. C. 191-196. (Ha anr. s13.)
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ictor Shakhovsky (1939-2022) asked
me to respond to the publication
of Natalia Solodovnikova’s and

emotiveness, whose works are widely
known both in Russia and in other countries.
Besides the students who attended the

Elena Sorokina’s scholarly work Emotive
Linguoecology of Modern and Ancient
Texts. We are referring to the major Russian
linguist, Doctor of Philology, professor,
Merited Activist of the Russian Federation,
and founder of the Volgograd school of
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classes of Professor Victor Shakhovsky since
1969, 36 recipients of degrees of Candidate
of Sciences and 14 recipients of degrees
of Doctor of Sciences gained a foothold
in the field of music scholarship under his
leadership. Among them is one of the authors
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of the monograph, Natalia Solodovnikova,
as well as the author of these lines.

Obviously, when dialing my phone
number, Viktor Ivanovich was quite
familiar with the manuscript at that time,
because during our conversation with him,
he outlined the range of issues examined
in the monograph very freely and, overall,
spoke approvingly about the results that the
authors came to. Fulfilling the request of the
instructor, I shall first pay attention to what
in my opinion is a very important point.
The title of the monograph combines as a
strong position of the text three concepts
which are basic for Victor Shakhovsky’s
creative heritage — emotiveness, linguistics
and ecology. The pages of this research
work also contain remembrances of one
postgraduate seminar at the Department of
Linguistics of the Volgograd State Socio-
Pedagogical University which was led by
Professor Shakhovsky. It is impossible not to
note the accuracy of the positions of emotive
linguoecology developed in the monograph,
as well as the relevance of the cited fragments
of the research works written by the adherents
of Shakhovsky’s academic school.

The reviewed work can be considered
as a kind of tribute to the Master, a sign of
unconditional recognition of the contribution
Viktor Shakhovsky has made to world
linguistics — we are referring to socio- and
psycholinguistics,communicative linguistics,
emotiology, as well as linguoecology.
All this indisputably testifies to the social
immortalization of the Teacher himself, as
well as his work, which was continued in the
scholarly research of his numerous wards
who in the present day are endowed with
a high status and unquestioning authority

among colleagues in the various cities of
Russia, the near and the far abroad.

The fact that the authors of the monograph
carried out their research with the support of
the Russian Foundation for Basic Research
grant (20-012-00418 A) indicates the
relevance of the work, the modernity and
timeliness of which are determined by the
total present-day degradation of the culture
of speech in Russia. This is noticeable on the
example of written speech, the use of which
in social networks occurs under the sign of
a visual turn (Fredric Jamison), when visual
images act as an equivalent of a verbal
utterance, as well as on the example of oral
speech. The latter appears overloaded with
parasitic filler words, derivations from other
languages, cultural clichés, monotony and
one-dimensionality. I can never forget the
situation recounted by Evgeny Vodolazkin',
a professional scholar and writer and a
student of Dmitry Likhachev.

After Dmitry Sergeyevich passed away,
the “list of expressions prohibited by him for
use” continued to hang on the board on the
walls of the Pushkin House among various
duty announcements for a long period of
time. For example, “try not to use dead
metaphors like ‘received a residence permit.’
It is not necessary to say ‘practically’ in
the sense of ‘almost.” One should not say
‘data’ when one can say ‘information,’”
etc. In other words, the topicality of the
monographic research carried out by Natalia
Solodovnikova and FElena Sorokina is
stipulated by the fact that the authors provide
our fellow citizens with the opportunity not
only to observe their speech behavior from
the outside, having carried out an inspection
of the speech they possess. The fact of the

' Nikolaevich S. Evgenii Vodolazkin: Byt' luchshim akynom stepi [Evgeny Vodolazkin: To be the Best Akyn
of the Steppe]. URL: https://snob.ru/entry/240152/?utm_source=dzen&utm medium=social&utm_content=article

(accessed: 03.02.2023).
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matter is that this work, addressed primarily
to students, allows them to encounter a
number of modern and ancient texts written
in a language remote from Russian culture.
By allowing us to learn the peculiarities of
the emotiveness of the English language
in its current and former guise, the authors
simultaneously lay the ground on which
genuine intercultural interaction is only
possible, which is especially important in a
community undergoing globalization.

As a result, in addition to its purely
scholarly issues, the novelty of which
1S seen, in our opinion, in the step-by-
step identification of the methodological
foundations of emotiveness, including its
relation to linguoecology, the monograph
carries in itself the drive to instruct the reader
the basics of dealing with the spectrum of his
or her emotions breaking out through speech,
expanding his or her emotional competence.
Undoubtedly, such an experience serves
to harmonize the relations of an emotive-
linguistic personality interacting with itself
and with the world.

The structure of the monograph, includes,
in addition to such traditional sections for
any scholarly genre as the introduction, the
conclusion and the bibliographic sources
section, three basic chapters: I. Emotive
Linguoecology — the New Paradigm of the
21st Century; II. Emotive Linguoecology in
Modern Texts; III. Emotive Linguoecology
in Ancient Texts. The Introduction, Chapters
1 and 2, and the Conclusion are written by
Natalia Solodovnikova; Chapter 3 is written
by Elena Sorokina.

The first chapter is based on three
sections:

— Emotive  Linguistics —  The
Methodological  Basis of  Emotive
Linguoecology;

— The Key Concepts of Emotive

Linguistics in the Linguoecological Aspect;

— A Method of Emotive Analysis for the
Linguoecological Monitoring of Texts.

Notwithstanding the obvious
methodological directedness of this chapter,
which can be seen in the titles of the
sections, its style “transgresses” with lyrical
digressions associated with reminiscences
of the scholarly and pedagogical activities
of the founder of the school of emotiveness
Victor Shakhovsky. The inevitability of their
“germination” into purely scholarly issues
of monographic research is by no means
connected with postmodern eclecticism,
which often initiates the emergence of
such hybrid genre-related forms that do not
lend themselves to any classification. The
vindication of the slight violation of the
purity of the genre is due, in our opinion, to
the impossibility, in the questions related to
emotive linguoecology as a new paradigm of
the era, of which we are the contemporaries,
to bypass the personality of Shakhovsky
— the thought leader who continues to
inspire people around him with his devotion
to scholarship, touching upon the most
inconvenient topics with a chivalrous
fearlessness, developing new directions
in emotiology, including linguoecology.
Essentially, this chapter is the part of the
work which introduces the reader to the
problem field of this discipline, which is
vital for our future, to an equal degree
exposing the infirmities of speech in our
society (and doing this as honestly as was
always characteristic of Viktor Ivanovich)
and, simultaneously, offering a peculiar kind
of therapy, the effectiveness of which is
unquestionable.

The second chapter of FEmotive
Linguoecology in Modern Texts logically
continues the study of the problem field of
linguoecology examined in the monograph,
but in a different perspective from the previous
one: through the prism of texts relevant for
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the present day. The content of the chapter is
divided into six sections. In the first of them
— The Non-Ecological Nature of Emotional
Communication — a very successful attempt
is made to analyze emotively the texts of
informational-psychological war, the signs
of which are found in one of the local
Telegram channels. It is noteworthy that the
fixation of the speech actions of the opposing
sides 1s carried out based on a terminological
system developed within the framework of
the linguistics of emotions, which allows the
reader to realize which of the actors remains
the winner and wherein lies the advantage of
the winner of this verbal duel.

The second section of the Second chapter
is built according to the laws of asymmetry,
since its formulation reads as follows:
The Ecology of Emotional Communication.
As an example, a situation is presented when,
through the efforts of one person — the teacher
(Shalva Alexandrovich Amonashvili) — the
vector of a clearly negative and potentially
non-ecological type of communication
changes to its opposite, demonstrating the
ecology of humane pedagogy. At the core
of the third section of the Second Chapter,
The Ambivalence of the Mode of Ecology of
Emotional Communication lies the principle
of “Cum tacent clamant”. The study of the
lexeme “silence” by means of comparing its
semantic and associative specifiers makes it
possible to assert the following: the situation
that passes under the sign of silence serves
as an illustration of the asymmetry of the
emotional zero. The latter can be both
ecological and non-ecological, due to its
semantic ambivalence and its correlation
with different, contrasting emotions in
communication.

The titles of the fourth, fifth and sixth
sections of the Second Chapter repeat
the names of the first three with only one
corrective. While at the beginning the

research optics was focused on emotional
communication, now the emotive texts are
examined from the position of non-ecology,
ecology and ambivalence of the mode of
ecology. The latter, in the fourth section,
are real texts in English, which represent
the last words of people sentenced to death.
The words uttered by people doomed to die
make it possible for us to take a look into
the space of non-existence. The genre of
“the last words” from English linguoculture
immerses its reader into a certain socio-
cultural context and creates the background
for other words uttered not too long ago by
one of the first officials of our state. We are
referring to the idea of the possible end to
the moratorium on the death penalty.

The fifth section includes an emotive
analysis of several dozens of texts of Letters
from Packaging written by the CEO of one
of the Russian companies producing products
for oral hygiene. Since among the key words
of correspondence addressed to the so-called
common people are such as care, trust, the
voice of the heart, conscience, education
of patience, hope, Motherland, will, relay
of good deeds, strength of spirit, the ability
to rejoice in simple things, decency and
dedication, etc., the soul becomes calmer from
the consciousness that there are exceptions to
the rules not only in science, but also in life.
The fact is that the ecology of the texts written
by the director of a large company serves as
proof that among the sharks in the sphere of
business there occasionally do exist managers
with human faces who avow universal values.

In the sixth section of the Second Chapter,
the reinterpretation of the ratio of emotions
and words developed by emotiology is
realized, which is implemented under the
sign of linguoecology. Disclosing the essence
of the metaphor of “emotional masks,”
this section analyzes the types of their
interaction that implement the protective
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function of words that serve as masks
for emotions. Fragments of classical and
popular compositions well-known in Russian
are presented as examples illustrating
the author’s position, among which are:
the Aria of Mr. X from Imre Kalman’s
operetta The Circus Princess, Leonid Agutin’s
song from Love and Loneliness, fragments
of classical literature (Ivan Turgenev) and
psychology (Anna Vedi). At the same time,
the emotive text, which has received wide
support from a wide variety of strata of the
population browsing on the Internet, has
become the subject for analysis of how words
perform the function of masks for emotions.
The third chapter Emotive Linguoecology
in Ancient Texts is devoted to the construction
of a system of argumentation according to
which, regardless of the time of creation,
every wordsmith strives to create an
ecological emotive artistic text. At the same
time, each of the sections introduces another
vindication of the adequacy of the position
defended by the authors. Accordingly, in the
first section of the Third Chapter, ancient
texts are examined in the aspect of emotive
linguoecology; in the second section, the
criteria for identifying the emotiveness of
ancient texts and the ancient vocabulary
they use are determined; in the third section,
demonstration is made of research material
for identification of the ecology of ancient

Information about the author:

emotive texts; in the fourth, the historical
context of the creation and writing down
of Old English texts is actualized; in the
fifth section, the Old English gedryht is
positioned as a marker of the ecology of the
Anglo-Saxon poetic texts.

Taking into account the fact that nothing
else other than speech serves as the foundation
of intercultural communication, we shall
utter the assumption that, all in all, Natalia
Solodovnikova’s and Elena Sorokina’s
monographic study Emotive Linguoecology
of Modern and Ancient Texts by may be of
great interest to representatives of various
branches of scholarly knowledge —
philologists, culturologists, philosophers, and
art historians. The reviewed scholarly work
would be no less useful for musicologists —
teachers, lecturers, and scholars who operate
with so-called verbal music in their respective
work. Finally, the indisputable value of
the work of Solodovnikova and Sorokina
is determined by the fact that through the
problem of emotive linguoecology, we are
able to view a portrait of several generations
of bright, original people, who provide
selfless service to scholarship and represent
the vanguard of the Alexander Serafimovich
Volgograd State Pedagogical Institute —
presently the Volgograd State Pedagogical
University, as well as the whole of Russian
scholarship in general.

Polina S. Volkova — Dr.Sci. (Arts), Dr.Sci. (Philosophy), Cand.Sci. (Philology), Professor
at the Department of Music Upbringing and Education.
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