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KoHLepTHOCTb U cMMpOHU3M
B Ckepuo u3 Aessitoii cumcponnn lN'yctaba Manepa

Crarbs nocBsieHa ananusy konuepraoctu B Ckepro u3 Jlessroii cumponnn I'yctaBa Manepa
¥ B3aMMOJICHCTBUIO KOHIIEPTHOCTH M CHM(OHM3MA B paMKax MaJIEpOBCKON KOHILEHIIMUA OpKecTpa
— OIOpe Ha COJMPOBAHME U KaMEpHbIE OObEAMHEHUS MHCTPYMEHTOB («aHCaAMOIU-B-OPKECTPER).
OpxkecTpoBKa (Hapsay ¢ TAPMOHUYECKUM U TeMITOBBIM JuddeperipoBanrem) ctana B Ckeplio
BaXHEHMILIUM CPEICTBOM OMNIMO3MLIMM JIEHAJEpa U Baibca. 11 mepBOro XapakTepHBI COJUCTHI-
NEPCOHAXH U aHCcaMOn-B-opkecTpe. [10CTOSHHBIE CMEHBI X COCTABOB BOIUIOIIAIOT CLIEHUYHOCTh
JEHCTBUS, MOMOTal0T IPEOA0JeBaTh CTaTUKy MOBTOPOB B MEJOAMM. Bambc, TpakTyeMblil Kak
IKCTATHUECKOE SMOIMOHAIBHOE COCTOSIHHE, MPE3CHTYeT HeKoe 000O0MmEHHOE BUACHHE MUDA.
Ortcrona — onopa Ha TpylIoOBO€ 3By4aHHE CTPYHHBIX MHCTpYMEHTOB M tufti. Ho ancamOmu-
B-OpKECTpE, MOSABIAACH B YETKO JETEPMUHUPOBAHHBIX MECTaX, MPOJOJIKAIOT BIMOIHSTH BaKHbBIE
(GyHKIIMM: B Hayaje TMEepBOTO 3IM30/1a BajibCa OHH IMO-KOHLIEPTHOMY 3(PQPEKTHO MOTIEPKUBAIOT
(axTypHBI 1 TEMOPOBBII KOHTPACT, @ B KOHIIE BAIbCOBBIX SMTU30/I0B HAJEIICHBI APaMaTyPruiecKoi
dyHKIIMEH — TpephIBatoT Oe3yMue BaibCca.

HeoxxunanublM cTaHOBUTCS paspelnieHre KoHpukra. Kakercs, 4To JIeHIUIEp Onep KUBAET
BEpX: OOpBIBKM 3HAKOMBIX MHTOHALIMK MPE3EHTYIOT MHOTOYHMCIIEHHBIE conncThl. Ho Ha camom
Jienie, Ha CMeHy 00raTo OpKeCTPOBAHHOMY TaHILy, cOATaHCUPOBAHHBIM aHCAaMOJISIM M TOP/ICITHBOM
MEJIOIUH TPUIIa Wb mycToTa. CuM(OHHUYECKH TTYyOOKO MEPEOCMBICIINB JICHIJEp U BajlbC B
IPOLIECCE Pa3BUTHS, U ONMMPAsICh Ha KOHLUEPTHOCTh KaK COBEPLICHHBIH METOJl SKCIIOHUPOBAHUS
00pBOBI (OT TATUHCKOTO, a HE UTAJBIHCKOTO IJIarojia concertare), Maiep 1oCTUTaeT mpeneabHON
CTENEHH MTPOTUBONOCTABIIECHUS, IPUBEALIEH K CAMOYHUUTOXKEHUIO 000OUX HaYaJl.
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The Concerto and Symphonic Principles in the Scherzo
from Mahler’s Ninth Symphony

The article is devoted to the analysis of features of the concerto genre in the Scherzo from
Gustav Mahler’s Ninth Symphony and the interaction of traits of the concerto and symphonic
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genres within the framework of Mahler’s conception of the orchestra, — the reliance on solo
and chamber-like combinations of instruments (“ensembles-in-the-orchestra”). The orchestra in
the Scherzo (along with harmonic and timbral differentiation) provides a most crucial means
of opposition between the ldndler and the waltz. The first is characterized by soloists, who
represent the “protagonists,” as well as the ensembles-in-the-orchestra. The constant changes
of their instrumentation manifest a scenic quality of the action and help overcome the static
qualities of the numerous repetitions of the melody. The waltz, which may be interpreted as an
ecstatic emotional state, depicts a peculiar generalized view of the world. This creates a sense
of reliance on the group sound of the string instruments and the tutti. However, the ensembles-
in-the-orchestra, appearing in concisely determined places, continue to play highly important
functions: at the beginning of the first episode of the waltz they highlight the textural and timbral
contrast in the manner of a concerto, while at the end of the waltz episodes they are endowed
with a dramaturgical function: they interrupt the “madness” of the waltz.

The solution of the conflict becomes unexpected. It seems that the 14ndler gains the upper hand:
fragments of familiar intonations are presented by a large number of soloists. But in reality, the richly
orchestrated dance, the well-balanced ensembles and the proud-sounding melody are replaced by mere
emptiness. Having profoundly transformed the ldndler and the waltz in a symphonic manner within
the process of development, and relying on concerto-like qualities as a perfect method of exposing
the depicted inner struggle (stemming from the Latin, rather than the Italian verb concertare), Mahler
reaches an extreme stage of juxtaposition, leading to the self-destruction of both elements.

Keywords: Gustav Mabhler, orchestration, Mahler’s Ninth Symphony, concerto qualities,
symphonic traits, Scherzo.

HUKaiIbHOE MecTo ['ycTtaBa Manepa  u naxe HEOpEXKHBIN IeTIOHU3M Balibcay |8,

B UCTOpUH 0OYCIIOBIIEHO HEBEPOAT-  pp. 23—24]. B-TpeTbux, CKIOHHOCTHIO K CO-

HBIM U TIOPOW YCKOJIB3AIOIIUM OT  €AUHEHUI0 HECKOJIbKHX BHUIOB HCKYCCTBA.
MMOHUMAaHUS CIIMSTHUEM CTOJIb Pa3HbIX Haual  BcCnoMHUM HeuccsikaeMbli uHTepec Ma-
B ofHOM ¢urype. Bo-nepBbiX, neperiere- Jjepa K JUTEPaTypHbIM MEPBOUCTOUHUKAM.
HUEM HallMOHAJBHBIX KynpTyp: Oymymmii Winm tens PemOpanara, orpakeHue KOTO-
aBCTPUHCKAN KOMIIO3UTOpP pPOIMIICS B €B- poil B mepBoil «Nactmusik» u3 Cempmoit
pelickoii ceMbe B yenickoM ropoae Mrmay, 1 CumdoHUM BUAST MHOTHE UCCIEI0BaTENH,
«my3bika boremuu ero nercrBa Hauwia cBoé  Hanpumep, . I'ypsun [10, p. 128].
OTpaXCHHE BO MHOTHUX €ro paborax» [6, CBoeoOpazue Manepa OOBSCHSET J0O-
p. 13]. Bo-BTOpBIX, NpUYYIIMBBIM CHHTE30M  BOJIBHO PAaBHOMEPHBI MHTEPEC K Pa3HBIM
CTUJIEBBIX MCTOKOB B MPOM3BEICHUSIX: P  aClEeKTaM €ro TBOPYECTBA, B YaCTHOCTH,
HEU3MEHHOM OIIOpe Ha MpeAlIeCTBYoUMe K opkectpy. I. biaarogaros numier o 4y aoi
amoxu (CioxHas MoMu(pOHUYECKass TEXHHU-  KOMIIO3UTOPY JEKOPAaTUBHOCTH [2, c. 265].
Ka, UCTIOJIb30BAHUE CTAPUHHBIX UHCTPYMEH-  CyKJIeHHUE HECKOJIBKO IMCKYCCUOHHOE, €CITU
TOB), OpKeCTp Maiiepa 3By4MT YIMBUTEIbHO  INPHUHATH BO BHUMAHUE IIOCTOSHHOE COJIMPO-
coBpeMeHHO 1 B XXI Beke, mpeaBOCXUIas BaHUE B OPKECTPE (BKIIOYCHHE HEOOBIYHBIX
CO3/IaHHE€ MHOTUX KaMEPHBIX U OPKECTPO- B 3TOW pOJIM MHCTPYMEHTOB — KOHTpada-
BeIX counHenwmii [13]. OTciona Bocmpuste  ca, TyObl, MaHJOJUHbBI), HEU3MEHHO SPKHUE
Marnepa Kak «apxeTura JBajlaToro Beka», SMOLMOHAJIbHbIE BCIUIECKH (Hampumep,
MPEOMIISAIONIETO «‘Kiaccuueckyro” cum- B Ckepro Bropoit cumdonun), 3Bykouso-
¢donuto, “HeBuHHBIN pomaHTu3M [llybepra  OpasurenbHOCTh (B 00enx «Nachtmusikeny
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u3 CenpMmoit cumdonun). A. JlyBbe akiieH-
TUPOBaJl BHUMAHUE HA HEMOBTOPHUMOM KO-
JIOPUTE KaXJIOW, OKpAII€HHOW HWHBIM WH-
CTPYMEHTOM JIMHUHU, Ha3BaB MaJIEPOBCKYIO
TEXHUKY W3JIOKCHUS «MEJIOANed TeMOPOB»
(Klangfarbenmelodie) [11, p. 47].

OcHoBHas LIeb JAHHOW CTaThU: BBISIBUTh
KOHIIepTHOE Hauyano B Ckepuo u3 JleBsroit
cuM(OHUU U TPOAHATM3UPOBATH B3aUMO-
NecTBHE MEX]Ty KOHIIEPTHOCTBIO U cUM]O-
HU3MOM KakK MPUHIUIIAMU Pa3BUTHUS B KOH-
TEKCTE MaJIEPOBCKOM TPAKTOBKH OPKECTpA.

K. I'y60 — oiuH U3 HEMHOTUX UCCIeN0-
BaTeJIEN, KOTOPBIA HE MPOCTO YIIOMHHAET,
a MoYEPKUBAET POJIb COJIO B OpkecTpe Ma-
Jepa, yKas3aB, 4TO B ITOCJIEIHUX COUMHEHU-
X TposicHeHHe (aKTypbl MPOUCXOAHT 3a
CUYET «MHOTOUMCIICHHBIX SO/i UK MaJICHb-
KMX AJIaCTUYHBIX rpynm» [9, pp. 177-178].
YrnoMuHaHue coJ0 JUIb B KAU€CTBE CPEI-
CTBa pa3pekeHus (aKTypbl BRITISIAT OYe-
BUJIHO Y3KO; MBICIIb MOXET U JOJKHA OBITh
poJ0JbKeHa. Belb BHyTpEeHHEE OpKeCTpo-
BOC COJIO' M CO3/TaHHBIC HA €r0 OCHOBE «aH-
caMOJIH-B-OpKECTPE»” CTAHOBSATCS HE TOJIb-
KO OTIOPHBIMHU CTPYKTYPHBIMU 3JIEMEHTAMU
opkecTpa Marnepa, BBICTYNalOT HE TOJBKO
TeXHUYECKUMH (pa3pexeHue (akTypsl),
3BYKOM300pa3uTEIbHBIMU  (BOCTIPOH3BE-
JIEHUE 3BYKOB MPUPOBI), PopMooOpazyro-
muMH (Moq4EPKUBaHNE TPaHUI] Pa3lesioB
MYy3bIKaTbHON (HOpPMBI) M Apamaryprude-
CKUMU (MEHSIOIINE XOJ Pa3BUTHUS) MPHUE-
MaMH. OHU — KBUHTACCEHIMS MaJIEPOBCKOI
KOHUEMINN OpPKECTpa: HCIOJIHUTEIb Ha
J000M MHCTPYMEHTE TPAKTYETCsl KaK I10-
TEHUUAJIbHBIA BHYTPEHHHUM OPKECTPOBBIN
conucT. TakoW MOAXOJl, B CBOK OYEpElb,
CTUMYIUpPyeT 00pa3oBaHue TEeMOpPOBO Of-
HOPOJHBIX WM HEOJHOPOJHBIX aHCaM-
Oneil-B-OopKeCcTpe M HMX AaKTUBHYIO pOJIb
B OKCMIOHUPOBAHUU MY3bIKAJIbHOTO MaTEPH-
ana. OTO TaKXke CIIOCOOCTBYET MOSBIECHUIO
HEOOBIYalHBIX MO CHUJE fufti B KylIbMHHA-
[MOHHBIX TOYKAaX Pa3BUTUS U CO3JAHUIO
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HEBEPOSITHO OCTPBIX KOHTPACTOB MEKIY
BHYTPEHHUM OPKECTPOBBIM COJUCTOM MU
aHcamOJIeM-B-OpKECTpPE, C OJJHON CTOPOHHI,
U tutti — ¢ apyroil. Takum o6pa3om, comu-
pOBaHUE CTAHOBUTCS KJIFOYEBBIM 3JIEMEH-
TOM MAJIEPOBCKOIO OPKECTpA.

Takoil MOAX0A 3HAYUTEIBHO YCHIIMBAECT
KOHIIEPTHOE HaJaJio B JKaHpe CUM(POHUHU U
CTAaHOBUTCSI OTIIMYUTEIIBHOM YEPTOW Mpo-
n3BenieHnit Manepa. KoHeuHo, y BEHCKHX
KJIACCUKOB M POMAHTHUKOB BCTpEYACTCA
HEMAJI0 MPUMEPOB MPOSIBICHUS KOHIIEPT-
HOCTU B Pa3HBIX >KaHpax CUM(OHUYECKON
My3bIkd. Hampumep, conmpoBaHue Kiap-
HeTa BO BTopoil yactu I[lepBoro ¢oprenu-
aHHOTO KOHIlepTa berxoBeHa wumu ro0os
BO BTOpOMl yacTu CKpUNMYHOTO KOHIEpTa
Bpamca HacTonbKO aKTUBHOE, YTO MOKHO
TOBOPUTH 00 OTKJIOHEHUU B KaHpP JIBOMHO-
ro KoHuepra. Mnm xaHp KOHUEPTHON CUM-
¢onun y Mouapra unu bepnuoza. Taxxke
CJEAYET BCIIOMHHUTH O TOAYEPKHYTO SIPKHX,
«KOHILIEPTHO-TIOJOOHBIX» COIMOCTaBJICHH-
SIX JIEPEBAHHBIX JYXOBBIX U CTPYHHBIX WUH-
CTPYMEHTOB B «OrMoHTe» beTxoBeHa uiu B
[ecToit cumdponnn YaitkoBckoro. C koHIIA
XIX Beka KOHLUEPTHOE HAa4Yaja0 CTAHOBUTCS
Bc¢ OoJee pa3HOOOpPA3HBIM U Pa3HOIUIAHO-
BbIM. M. TapakaHOB MOAYEPKUBAET, YTO B
My3bike XX BeKa KOHIIEPTHOCTh CUM(pOHHUH
TPOSIBIISIETCSI B 0COO0M PE3KOCTU TPOTH-
BOIIOCTABJICHUN YYAaCTHUKOB OPKECTPOBO-
ro ancamo6ms» [3, c. 192], oObsicHss 3TO
«TIOTBITKOM BBICKA3aThCSl MO-CBOEMY», BO-
IJIOTUTh CBOM «B3MJISII HA MUDP» [TaM XKe].
0. XoxinoB, aHanu3upyss KOHLUEPTHOCTD,
OTMEUAET, YTO «YE€M MEHBIIIE BBIICIACTCS
B KOHIIEPTE COJTUPYIOLIUN HHCTPYMEHT, TEM
JaJibllle COYMHEHUE OTXOAMT OT TUIMUYHO-
ro BHJIa KOHIIEPTA, OT caMOW “KOHLEPTHO-
ctu”» [4, c. 6]. DTO cyx)IeHHe, IKCTpano-
nupoBaHHOE Ha cuMdonun Masepa, MOeT
ObITh TepedpasHpOBAHO CIEAYIOUIMM 00-
pazoM: 4yem Oosiee SIBCTBEHHO BBIACISICTCS
B CUM(POHUU COJUPYIOUUNA HWHCTPYMEHT
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(conupyronie UHCTPYMEHTBI, aHCaMOIIN-
B-OpPKECTPE, COJIMPYIOLIUE IPYIIIBI — TO ECTh
MPOSIBIISIETCS. KOHIIEPTHOE HAyallo), TeM Jalb-
e cUM(pOHMSI OTXOIUT CBOEr0 apXeTHra.
U tem Goree CIOKHBIM CTAaHOBUTCS TIEpETLIe-
TEHHUE TIPUHIIUIIOB KOHIIEPTHOCTH U CcUM(QO-
HHM3Ma, YTO OYEBHJTHO U ITPOMU301ILI0 y Marnepa.

Bri6op Cxeprio u3 Jlearoit cumpoHuu
JUIS aHaJIM3a 00yCIIOBIIEH HECKOIBKUMHU (pakx-
Topamu. Bo-mepBbIX, 3TO MOCIETHS 3aBep-
ménnas ManepoM cuMQOHUS, YTO MTO3BOJIS-
€T paccMarpuBaTh €€ Kak (PaKTUYECKHU UTOT
TBOPYECKOTO MMyTH. BO-BTOpPBIX, HMEHHO
B 3TOW YaCTH CLICHUYECKHU SIPKO BOILIOIIECHBI
€/lBa JI1 He camble Onu3kue cepany Manepa
TaHIbI — JICHJIEP U BaJIbC, IPUYEM MEPBBIN
NIPEJICTABICHHBIE B JIByX BapUaHTaxX — Kak
OTHOCHUTEJIBHO MOABIKHBIM U MEJICHHBIMN.
®. JIporon moguépKuBaeT, 4To «ocodast My-
3bIKaJIbHAsA TPAKTOBKA TaHIEB <...> (haKTu-
4eckH, TpaHchopMupyer cuMEPOHHIECKOE
ckepuo B nyxe Manepa» [7, p. 389]. T. Anop-
HO OTMEUAaET, uTo 1o «ayxy» Ckepuo u3 [e-
BATOW CUM(OHUU HE UMEET aHAJIOTOB, B TOM
YUCJIe W CPeAu TMPEeAbIAYIIUX COUYMHEHUN
Marnepa [5, p. 161]. EcTrectBenHo, uTo ajis
BOIUIOIICHUS] YHUKAJIBHOTO cHTE3a B Ckep-
110 HE TOJIBKO MOTpeOOoBasics 0COObI — Ma-
JIEPOBCKHI MOIXOJ] K OPKECTPY C aKIEHTOM
Ha COJIMCTOB M MX OObEAMHCHHS (aHCamO-
JIM-B-OPKECTPE), HO U OCOOEHHBIN cUMOMO3
KOHIIEPTHOCTU ¥ CUM(OHHU3MA.

Kongmukr 3akmagpiBaercss camoil omo-
poli Ha TaHIbl, NPEACTABISAIONIUX JUaMe-
TPaJIbHO MPOTUBOIIOJIOKHBIE MUPBL. Hapsity
C 0COOEHHOCTSIMH TapMOHHUU (OTI0pa Ha ua-
TOHUKY Jlo Maxkopa 1is1 JIeHjIepa U XpoMa-
TUYECKH HCKKEHHBIC JIO HEY3HABAEMOCTH
TOHAJBLHOCTH B BaJIbCE) U TEMIIOBBIMU Pa3-
JUYUSAMU 3MH30/10B, OMIO3UIMS IBYX cdep
B OPKECTPOBKE MpE/ICTaBJIeHa HE MEHEe OT-
y€TMBO. Pa3HbIN Xapakrep U3JIOKEHUS, He-
OIMHAKOBASI TWIOTHOCTH (DAaKTypHI, UCTIONB30-
BaHME CIICIMATILHBIX TeMOPOBBIX d(PQeKTOB
CO3/1aI0T MPAKTUYECKU OCSA3aEMbII KOHTPACT.

78

2020,2

Jlengnep — 310 peanbHbIM, TOHSATHBIA U
Jaxke, HaBepHoe, 00bLIeHHbIN Mup. [TosToOMy
€My MPHUCYIIA O1IOpa B U3JI0KEHNUHU HA COJH-
CTOB-TIEPCOHAXEHN — ATO B3IVISLA HA COOBITHS
yepes npusMy ux temopos-kpacok. U. Con-
JEPTUHCKUN MOAYEPKUBAIL, YTO HHCTPYMEHT
B OpKecTpe Manepa — BaKHEHIIee CPeICTBO
BBIPA3UTEILHOCTH®. DTH CIIOBAa OYCHb TOY-
HO ONHCHIBAIOT MPUYUHHO-CIICACTBEHHYIO
CBSI3b MEXK/Ty COIEpKAHUEM MY3bIKH U CPe/l-
CTBAaMHU €T0 BOIUIOLICHHS: AETalu KaKIOu
CIICHBl W WHIWBUAyaJbHBIC TICHXOJIOTHYE-
CKHE€ TMOPTPEThl YYACTHUKOB IEpelatoTcs
MOCPEICTBOM KOHIIEPTHPOBAHUS BAJITOPH,
¢daroroB, ambTa, CKPHUIKH, KOHTpabaca W
JIPYyTUX WHCTPYMEHTOB C MPUCYIIUM Ka-
KJIOMY U3 HUX OCOOBIM XapaKTepOM TEeM-
Opa-KpacKku U ¢ MPUMEHEHHEM HEMOXOKHX
TeMOpoBBIX 3(hdexToB. CyOhEeKTHBHOE Ha-
qaJyio sIBIseTCs O€3yCIOBHON JIOMHHAHTOM:
3aMeHa MaJIEpOBCKOTO HAppaTHBa COOCTBEH-
HBIM BBINVISJIUT HE TOJBKO BIOJIHE BO3MOXK-
HBIM, HO JIa)K€ €CTECTBEHHBIM.

JlyxoBbl€ MHCTPYMEHTHI MPeo0iagaoT B
MHOTOYHCIIEHHBIX SO/i 1 B 00pa30BaHHBIX Ha
UX OCHOBE KOHIIEPTHBIX TpyMIax — aHCaM-
omsix-B-opkectpe. Ilocnemaue mMoryTt OBITH
MOHOTEMOPOBBIMHU (KJIapHETHI M Oac-Kiap-
HET B TakTax 2-4) U TOIUTEMOPOBBIMU
C Pa3TUYHOM CTETIEHBIO KOHTPACTA: TyXOBBIS
WHCTPYMEHTEHI C €/1Ba 3aMETHBIM KOHTpAITyH-
KTOM Yy aJIbTOB (TakThl 25—-27). OCHOBHOM Me-
JIONMYECKUIT Marepuall MOpPY4YEH ITyXOBBIM,
a aJIBTHI JIUIIHb OTTEHSIOT €T0, HE MPETEH IS
Ha paBeHCTBO. lIpu coenvHEeHMH HECKOIb-
KUX JIMHUNA TIOYTH BCETNa MPOMCXOIHUT HUX
TemMOpasibHOe U depeHIupoBaHre, YTO
TapaHTUPYET CIBIIIMMOCTh KaXIOW U3 HUX.
Hanpumep, B cenrere (He cunTasi yIBOCHHUN)
C COMMpyIOUMM TeMOpoM anbTa Ha (oHE
rpynmbl Buojonyeneid (ot takta 384). AH-
caMOJTH BOTIOIIAIOT CLIEGHUYHOCTD ICHCTBHSL.
[TocTostHHAsT CMEHA WX COCTAaBOB TMO3BOJISIET
YCIIEUIHO MPEOJI0NIeBaTh CTATUKY MEJIoIuYe-
CKUX TIOBTOPOB, IOJCBEYMBAS UX Pa3HBIMU
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OTTEHKaMU ¢ Wi 0e3 meperapMOHH3aIUH.
AHcamOnmu-B-opkecTpe  BBICTYNarOT — (op-
MOOOpa3yIoUMM 3JIEMEHTOM, BO3HMKas Ha
pyoexe pasznenoB ¢dopmbl. KauecTBeHHas
TpaHcopMalusi  Ha4aJdbHOTO  aHcamOIs
B KOHIIE, KAK U TOCTOSHHOE MEPEOCMBbIC-
JIMBaHUE KOHLIEPTHOTO Hayajia B Ipolecce
Pa3BUTHS, CTAHOBATCSA BAXHEUIIMM Jipa-
Maryprudeckum npuémMom Bcero Ckepro u
BOILIOIICHHEM CUM(OHUYECKOTO MPUHIUIA
nryOokort momudukarmu. CTpyHHBIE UH-
CTPYMEHTBHI B JICHUIEPE OTYETIIMBO 3aMETHBI,
HO CKOpee B COIMOCTABJICHUAX C AYXOBBIMHU,
YeM B KaYECTBE CaMOIOCTATOYHOM €IMHULIBI.
Jns momuépkuBaHmst 0cOOOTO CTaTyca CTpyH-
HBIX WHCTPYMEHTOB B <JICHAJIEP-3IU30axX»»
KOMIIO3UTOpP NpUMEHSET psia npuémMoB. Ha-
npuMep, JJIs1 SKCIIOHUPOBAHMS [IEPBOI TEMBI
B TeUCHHE cOpoka JieBsATH (!) TakTOB BBIOpa-
HBI BTOpbIE, a HE TIEPBBIE CKPUIIKU — HEOOBIU-
HOE C IICUXOJIOTMYECKON TOUKH 3pEHUS U3J10-
»eHue. EIE ofHa nerasnb: BTOphIM CKpUTIKaM
NpPEANUCaHO UTparh B rpyOOBaTOM, HApOUU-
TO IIPOCTOHAPOJHOM MaHEpe, UMHUTUPYsI Ha-
POIHYIO aBCTPHUIMCKYIO0 CKpHINKY. O0o3Haue-
Hue Wie Fiedeln Manep yxe HCHONb30Baj
B Ckepuo u3 Yerséproit cumdonnu, HO 1O
OTHOLIEHHUIO K COIUPYIOLIEMY CKPHUIIAYYy.
Bannsc, xoropsiii T. AnopHo xapakTepu-
3yeT, KaK «IUKUI Bynbrapusm» [5, p. 162],
a B. MumHuk, kak «IpoTUBOpEYaIUil CBO-
UM KopHsam» [12, p. 120], npencrasinser co-
BEPILEHHO NHOM Mup. JIeHyiep — 310 pauu-
OHAJIbHOE HayaJso, BAJIbC — SMOIIMOHAIBHOE.
B ocHoBe neHiepa — moBTOPHI-MPUTONBIBA-
HUS1, B OCHOBE BaJIbCa — HETIPEKPALLAIOIIEECS
JBYOKEHUE. Jlenanep — 3To npeackazyeMocCThb
U JIOTUKA, BaJIbC — 3TO CTUXUS U HEKOHTPO-
JMPYEMOCTb. B oTiimume ot ieHanepa, BajbCe
— 3TO HE PEAIbHBIA TAHEI], BOIUIONIEHHBIN
YyTh JU HE (PU3UYECKH OCA3aEMbIMH TIep-
COHa)KaMM Ha CLIEHE, a SMOLIMOHAJIBHOE CO-
CTOSTHUE — 3KCTaTHYECKOE BO30YKIEHHE.
Y Manepa neHmjiep «TaHIYHOT», a BajbC
«UYBCTBYIOT»: OH OTpakaeT 00O0OIIEHHOE,
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a He WHAMBUAyalbHOE BHUICHBE. VIMEHHO
1osTomy Mbiciib @. /IporoH o BOIUIOLIEHUH
JICHAJIEPOM MYXCKOTO, a BaJIbCOM — JKEHCKO-
ro Hadana [7, p. 399], npu Bcell npuBIeKa-
TEJIbHOCTH MJIEHU, HE KayKETCsI 10 KOHIIa CIpa-
BeNIMBOM. OUeBUIHO, MHAUBUIYAIBHOCTD U
XapAKTEPHOCTh CTOUT MPOTUBONOCTABUTH
OOITHOCTH U TUIIUYHOCTH. BhIieckazanHoe
OOBSICHAET COBEPILIEHHO HHYIO OPKECTPOBKY
BaJIbCOBBIX AMHU30[I0B: JOMUHUPYET TPYyII-
MOBO€ 3BYYaHHE CTPYHHBIX HHCTPYMEHTOB
U tutti. AHcamMOIM JTyXOBBIX TMOSBISIFOTCS
JIMIIb B YETKO AETEPMUHUPOBAHHBIX MECTaX
U C oTpeieN€HHbIMU 1esisiMU. B Hauane nep-
BOTO 3MH30/1a Bajbca (TakTel 104—112) onm
MO-KOHIIEPTHOMY 3(PPEKTHO NOAYEPKUBaA-
IOT KOHTPACT TPYII WHCTPYMEHTOB — TIEp-
Basi BOJIHA IPEJCTABJICHA COIMOCTaBICHUEM
CTPYHHBIX U JEPEBSIHHBIX HHCTPYMEHTOB.
B KoHIle KaXJ10ro BaJbCOBOTO 3MM307a aH-
camMOJIb JyXOBBIX BBITMOJHSAET JpaMaTypru-
YECKU BAXXHYIO POJb, Pa3pbiBasi €IUHYIO
CTPYHHYIO TPYIly Ha (PparMeHThl W CIIO-
COOCTBYSI TEM CaMbIM UX yTacaHUIO Tepen
«ieHiep-anuzogom». Cleayer OTMETHUTD,
YTO B ATOM CIIy4asX aHCaMOJIU-B-OPKECTpE
BBICTYIIAIOT B POJIM NPEABECTHUKOB: B KOJE
MMEHHO PAa3pO3HEHHBIE, 1014aC COBEPILIECH-
HO HEOXKHJIAHHBIE B TEMOPOBOM U PETUCTPO-
BOM OTHOIIEHUSX aHCaMOJIM, 3HAMEHYIOT
npuOBITHE B KOHEUHBIHN MyHKT — «[lycToTay.

HeobOxoaumo mog4epkHyTh, YTO MOMH-
MO LIETIOTO Habopa CPesICTB AJIs pa3/IeICHUS
JIeHJUIepa U Basibca, Maiep NpuMEHSET psJl
NpUEMOB ISl UX OOBEIUHEHUSI B OJTHO lie-
joe. Bo-niepBrIx, 3a CUET UHTOHALIMH — SICHO
paznuuuMont ornope Ha aBwkeHuun [II-11-1
crtynenu, koropyroo M. bapcoBa Ha3biBaer
«OPTraHMU3YIONICH IUKJI MHTOHAIIMOHHOH (a-
oymoit» [1, c. 331]. Bo-Bropbix, Omaromaps
aHcamOnsM-B-opkecTpe.  Mcmonb3yemsbie
MPEUMYILIECTBEHHO B «JICHAJIEP-3IH30aX»,
OHM CEMAHTHUYECKH CBSI3aHbl UMEHHO C HUM.
[IpoHukass B BajbC, OHU HE TOJBKO €MY
ONMOHUPYIOT, THITASICh, MOPOH YCHEIIHO,
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NEPEJIOMUTH XOJI Pa3BUTHSI, HO U KOCBEHHO
CHOCOOCTBYIOT CMBICTIOBOMY OOBEIHMHEHUIO
KOHTPACTHBIX pa3eyioB, yTBEPXkKAas Kax-
IbIM CBOMM IOSIBIEHHUEM HEHCYEpIIaeMble
BO3MO)KHOCTH OOpa3HBIX TpaHC(OpMAIIHiA.
B-tperbux, 310 Bantopna. E€ temOp cmo-
COOCTBYET OOBEIMHEHHIO 1IETIOTO U UCTIONb-
3yeTcsi MPAaKTUYECKH OecrpepblBHO — OT
5-ro Takra 10 619-ro (u3 621). Ho ona ne
MIOX0’Ka Ha BaJNTOPHY U3 CUM(POHHYECKOU
nosmel P. lltpayca «Tunp YieHmmnurensy,
CUMBOJIM3UPYIOLLYIO HEYCTPAIIUMOI'O Fepost
Y BOILIOIIAIOIIYIO €0 CMENOCTh NTUPOKUMH
CKayKaMH B MEJIOAMH, OXBaTbIBaroIel 0o-
nee TpE€X okTaB. Y Manepa BaaTOpHa — 3TO
IIOYTH HCKJIIOYUTENIBHO COJUCT B COCTaBE
rpynnsl. OHa MOMYEPKHYTO TSXKEIOBEC-
Ha (3a cuéT Tpesiel KaKk MMHUTALUU HOMJIs)
U TIOpON HeecTeCTBeHHa (M3-3a KpaWHUX
3BYKOB JMaIla30Ha C BIIOJIHE OXKHMJIAEMBIMH
MCKaXEHHUSIMHU U MCIIOJIb30BAHUS 3aKPBITHIX
3ByKkoB). Ho BaiTOpHBI HACTOMYUBKI 1O Ha-
30MJIMBOCTH, UTpasi B HEOONIBIIOM JHarnaso-
HE U OECKOHEYHO MOBTOPSS TOXK/IECTBEHHBIE
WIM TIOXOXHE TMOMNEBKU. YKa3aHHbIE MpuUé-
MbI €CTECTBEHHBI IIPEXK]IE BCETO IS <«JICH/I-
aep-a3nu3on0oB». Hampumep, B Takrax 13—15
TPOEKPATHO TIOBTOPEHHAS TPEJb Ha «COJIbY
IIPEBOCXOJHO CIIBIIIHA C MEPBOTO pas3a, He-
CMOTPA Ha MOTYEPKHYTYIO TPyOOCTh CTPYH-
HBbIX MHCTPYMEHTOB, @ OHa 3BYYUT BHOBb
U BHOBb. HO M B BaJIbCOBBIX 3MU304aX, TAE
3HaYMMOCTb BAJITOPH CYLIECTBEHHO IOTEC-
HEHA CTPYHHOW TPYIIOW, OHU OCTAIOTCA
AKTUBHBIMU M HE TEPSAIOT CBOMX CBOICTB.
Hanpumep, B cocraBe aHcamOnsi mepBoi
BOJIHBI NIEPBOTO BaJbCOBOIO 3MHU30/1a Ball-
TOPHBI IPUBHOCST OTTEHOK I'POTECKA B BOC-
MOMUHaHUE O JeHmiepe (Taktel 167-178)
Onmaromapsi Heu€TkoMy — quasi glissando —
WUCIIOJIHEHUIO IIecTHAAIaTeiX. Emé Oomee
3HAYUTEIILHOM SIBISETCS IpamMaryprudeckast
(YHKIIMS BaITOPH: 3TO OHU OCTaHABJIMBAIOT
BajbcoBoe Oezymue (TakTbl 209-214), mou-
TH MTHOBEHHO I10I'aCHB HEMBICIIMMYO 3HEp-
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THI0 Basibca. [[pumeuarenbHa TaKkke yIuBU-
TelbHAsl CIOCOOHOCTh 3TOTO MHCTPYMEHTA
K MoAM(UKAIIMK: BCEro 4epe3 JBa TaKTa
MOCTIe TPEEIbHO HU3KUX, )KECTKUX, cop-
HAHAUPYEMbIX HOT, JBE BAJITOPHBI MSTKO H
AIIETAHTHO COJHUPYIOT B MEIJICHHOM JICH/I-
nepe (ot Takta 217). Hu onuH MHCTpYMEHT
HE JEMOHCTPHUPYET TaKOH JETKOCTH U eCcTe-
CTBEHHOCTH B Ipoliecce CMEHbI (YHKIIMU
W XapakTepa HCIONHEHus. Takas TpaKTOB-
Ka MHCTPYMEHTa, TpeOyrolias BUPTYO3HOU
TEXHUKHM W MTHOBEHHBIX 3MOIIMOHAJIBHBIX
MEPEKIIIOYCHUH, TUMMYHA IS COJHUPYIO-
IIeH, HO HE ISl OPKECTPOBOI BaJITOPHBI.
YAUBUTEIbHBIM, KaK BIPOYEM, U BCE
B 9TOM HeoObvHOM CKepIio, CTaHOBUTCS
pe3yabTar KOH(IMKTAa MEXTy JICHUIEPOM
1 BaibcoM (OT Takta 576). Kaxercs, dro
NIEPBBIM OACpKMBAaET BepX. Ero temaruswm,
TOHAJILHOCTh W OOpa3Has cdepa MOIBITO-
KUBAIOT BCE CTOJIKHOBEHHs OECIEUHOM
POCCHINBIO BHYTPEHHUX OPKECTPOBBIX CO-
miuctoB. [IpencraBneHsl Bce TPyNIBI OpKe-
CTpa, BOCHPOM3BEIEHBI MPAKTUYECKH BCE
3HAUUMbIE TEMAaTUYECKHE 3JIEMEHTBl 00enx
cdep: BHYTpHU 3aTyXaroIllero JICHIepa 3BY-
YUT MOTEPSABLIMKA OBLUIYIO MOILb XpOMAaru-
YeCcKHUi X071 y BalnTOpHBL. OH 3KCIIOHMPOBaH
JBaX]bl (HauMHasi ¢ TakTa 582) u mpomos-
»aeT WHPHUIMPOBATh TUATOHUICCKH YUCThIN
JICH]IEP, «BIIPBHICKUBASH B HETO, KaK TOKCHH,
XPOMaTU3MbI U3 9yX)oro mupa. HeoObranbIe
B KaueCTBE COJIMCTOB KoHTpadarot u duei-
Ta-TIUKKOJIO MBITAIOTCS 00BATH 0€33a00THBIM
Jlo Ma>xopoM 00a KOHTPAacTHBIX Hayaya Iisi-
THOKTaBHBIM pa3maxoM. Ho mnomu€pkHyTO
KpacouHasi OpKECTPOBKa He CIIOCOOHa 3ara-
CHTB TPYCTb — 3TO IppoBa nodea. Poccrirs
JUTTEITLHOCTEH W TPUYYUIMBBIC TEMOPBI
soli — BCE, 4TO 0CTaJIOCh OT KOrna-to 60raro
OPKECTPOBAHHOTO JICHIUIEPA, JEKOPUPOBAH-
HOTO Sforzando, TApMOHWUYHBIMH MUKCTaMH
TeMOPOB ¥ MHOTOYHCIIEHHBIMU TEMOPOBBIMU
apdexramu. BMecTo ropaenuBoi Menoaun
Yy CKPHUIIOK — OOpPBIBKH €JI¢ y3HABAEMBIX WH-
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ToHarmii. Ha cMeny cOanaHCUpOBaHHBIM MO-
HOTEOPOBBIM aHCAMOJISIM B MpEZIeax OKTaBbI
MPUIIITH MAKCUMAJIbHO KOHTPACTHBIE COE/THU-
HEHHS, MEXIY KOTOPHIMH — MHOTOOKTaBHasI
nponactb. OT OBUION WIPUBOCTH OCTAIUCH
JIMIIIb OTPasKEHUS B 3ByUaleit mycrore: « Tak
CMOTPSAT Ha >KU3Hb, KOTJIa CKUTAIOT CBOU KO-
pabmmy, — umet U. bapcosa [1, c. 345].

Takum 00pa3oM, KOHLIEPTHOCTh B CHUM-
(GboHUM TIPOSIBIIAETCS HA Pa3HBIX YPOBHIX U
B HECKOJbKHX KauecTBaX. Bo-mepBhixX, Ha
YPOBHE OJTHOTO MHCTPYMEHTA — BaJTOPHBI.
Bynet 6e3ycinoBHBIM MpeyBeIMYCHUEM MTPET-
nojararb, 4to B CKeplo, Kak B HECKOJIbKUX
YIOMSIHYTBIX BBIIIE PUMEPAX, UMEET MECTO
OTKJIOHEHHUE B >KaHp KOHIIepTa JJIsl BaJITOP-
Hbl ¢ opkecTpoMm. Her, BanTopHa siBisieTcs
JMIIb «OAHOW-U3-paBHBIX». HO €€ Besnme-
CYUIHOCTh U y3HaBa€MOCTb, MHOTO(YHKIIH-
OHAJILHOCTBH U, KaK CJIEJICTBHE, CIIOCOOHOCTh
K JTF00BIM MoaudUKanusM 00yCIIOBUIHA BbI-
JICJICHUE STOTO0 MHCTPYMEHTa CpPEelIHu BCEX.
BanTopna MHoronvka, Kak HU OJIMH JIPYyTOi
MHCTPYMEHT, €€ pOJIb HEBO3MOXKHO Mpeay-
rajiath, a 3HAUUT, HEJb3sl U MPEIYNPEAUTh.
VYV He€ CTOIBKO OOIMYHMIA, YTO MOHAThH, KAKOE
U3 HUX HACTOsIIEEe — HEBO3MOXKHO. JTO Oec-
MIPEPHIBHOE COPEBHOBAHME C CaMUM CO0O
B TILETHOM MOMBITKE JOCTUTHYTh UCTUHHOTO
KOHEYHOTO MyHKTA KU3HEHHOTO MY TH.

Bo-BTOpBIX, Ha YPOBHE HECKOJIIBKUX WH-
CTPYMEHTOB — MEPEKINYKA MEXKAY COJIH-
CTaMU, HalIpUMep, KJIIapHETaMU U paroramu
(taxTbl 574-575). Unu Mexay CONUCTOM U
aHcamOieM-B-OpKecTpe: JBolHOe solo da-
rotoB (TakTel 368—370) U KBUHTET HAepe-
BSIHHBIX JTyXOBBIX HHCTPYMEHTOB. BaKHBIM
CTAHOBUTCSI KOHTPAcT TeMOPOB: OH MHTEH-
cuuIupyeT pa3BEPTHIBAHUE MY3bIKAJb-
HOTO Marepualna Onarogapsi pa3pbIBaHUIO
OJTHOM JIMHUH MEXAY pa3HbIMU HHCTPYMEH-
TaMH JJIs NOCIEA0BAaTEeIbHOTO HU3JI0KEHUSI.
OTUM TOMUYEPKUBACTCS COPEBHOBATEIHLHOE
Ha4yajo U XapaKTEPHOCTh Ka)J0ro U3 JIe-
CTBYIOILIUX JIMII.
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B-Tperbux, Ha ypoBHE TPYIIT HHCTPYMEH-
TOB — aHcamoOJ1e-B-opkecTpe. Co3aaHHbIe Ha
OCHOBE BHYTPEHHUX OPKECTPOBBIX COJIMCTOB,
OHU BOIUIOLIAIOT KOHILIEPTHOCTh TOCPE/I-
CTBOM YCHWJICHUSI JUAJOTMYHOCTH KaK BHY-
TPU MHCTPYMEHTAIILHBIX OOBEIMHEHHIA, TaK
U C COJIMCTAaMH WJIM OPKECTPOBBIMH T'pyTIa-
MU «BHEIIIHET0» MHUpa. SIpkue perucTpoBbie
1 TeMOpOBBIE COMNOCTABJICHHS B KOHIIC Ya-
CTH, TUHAMHUYECKUE KOHTPACTHI, HANpPUMED,
B caMOM Hauajie, (hakTypHbIE pa3pekeHUs 1
cryiieHus (B Hadaje MEIJICHHOTO JICHJIepa)
npuaaT mnoxeHno Ckepio ocodyr pe-
JHE(PHOCTh, YTBEPXKAAOT KOHIIEPTHOCTh Kak
OCHOBHOM MPUHIIUIT SKCTIOHUPOBAHUS MY3bI-
KaJIbHOTO MaTepualia B CUM(OHHH.

N nakonerr, B-4eTBEPTHIX, HA YPOBHE KaH-
POB: KOH(IIMKT JBYX TaHIIEBAJIbHBIX cep, 3a
KOTOPBIMHU Ha CaMOM JI€JI€ — CTOJIKHOBEHHUE
JTUAMETPaIbHO MPOTHUBOMOJIOKHBIX MHPOB.
Kak ormeuaer B. Mumnuk, BO MHOTHX Ma-
JIEPOBCKUX CKEPIIO «TaHIbI MO-OYHTapCKH
OTKa3bIBAIOTCS COOTBETCTBOBATH MPEIITH-
CaHHBIM UM TPAJULMOHHBIM SpJbIKam» [ 12,
p. 119]. CumdoHnyeckn mepeocMbpICIuBas
KaXJI0€ U3 TAHIICBAIBHBIX HAYaJl U TPAHC-
dbopMupys UX KadecTBa B MPOIIECCE Pa3BU-
THsi, Masiep nocTuraetr npeaeabHOu CTere-
HU NPOTUBOMNOCTaBICHUs. KOHIIEPTHOCTS,
TpakTyemass HEe KaK «COTPYIHHYECTBO U
cornacue» (0T WTaNbSHCKOTO concertare),
a Kak «0oppOa M conepHUYECTBO» (OT Ja-
TUHCKOTO concertare), CTAHOBUTCSI BayKHEH-
MM JpaMarypruueckum npuémom B Ckep-
110. Takum 00pazom, CUMGPOHHU3M KaK METO/,
TyOOKO M TIOJTHO PACKPBIBAIOIINN KaXKTyHO
U3 IByX cdep B MpoIecce pa3BUTHUS, U KOH-
HEPTHOCTh KaK BOILIOLICHHE OOpBHOBI ABYX
MIPOTUBOIIOJIOKHBIX Hadas, 00BEIUHSIIOTCS.
N torga KOH(IUKT ABYX MHUPOB JOCTHUTAET
TaKoOM CWJIbI, YTO MPEIOTBPATUTh WX B3au-
MOYHUUYTOXXEHUE CTAHOBHUTCS HEBO3MOXK-
HbIM: Hekorma Bc€ mpeBpaTwioch Tenepb
B Huuto, paccpenoTounBIINCH BO BPEMEHH,
MPOCTPAHCTBE U TEMOpax.
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S MPUMEYAHUA <>

' ABTOp CTaThbll TEPMHUHOJOTUYECKU pa3-
JUYAeT CIEAYIONIME BUIBI COJO B OpPKECTpE:
BHYTPEHHEE OPKECTPOBOE COJIO — COTMPOBAHHE
WHCTPYMEHTA, KOTOPBIH BXOJHT B COCTaB OpKe-
cTpa (HampuMmep, B )KaHpe CUM(OHUH); BHEIII-
HEe OpPKECTPOBOE COJO — COJMPOBAHHE WH-
CTpyMEHTa BHE OpKecTpa (Hampumep, B KaHpPe
KOHIIEpTa). BHyTpeHHEe opkecTpoBOE coio 6e3
COITPOBOX/ICHUSI HAa3BaHO AOCOIIOTHBIM; COJIO
C COMPOBOXKICHHEM — COJIMPYIOMIHNA TEeMOp;
coJio AByX (TpEX, 4eThIPEX) HHCTPYMEHTOB 03

COTIPOBOXKJICHUS — IBOMHOE (TPOIHOE, YeTBEp-
HOE) COJIO.

2 «AHCaMOIIEM-B-OpKECTPE» Ha3BaHO 00b-
€IMHEHUE HECKOJbKHX COJHMCTOB U3 COCTaBa
opkectpa (0T ABYX /0 JEBSTH, B COOTBETCTBUHI
C HaJIuyueM UMEH COOCTBEHHBIX ISl TaKUX
KOJIJIEKTHBOB).

3 Comneprunckuii M. U. Cumdonuun Ma-
nepa // Comneprunckuii . Y. My3bikanbHO-
ncropuueckue 3Trofs! / BCTyIl. cT. J1. lllocTrako-
BUYa; pea.-cocT. M. Ipyckun. JI., 1956. C. 299.
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