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The article is devoted to the analysis of the musical culture of England of the first half of the 18th century and
the interaction of the traditions of English, Italian and German music. This work shows how during time of the reign
of Italian opera and Italian singers on the British stage witnessed the development of the music of London-based
composers who continued the original traditions of England and, most notably, Henry Purcell, and what role in this
phenomenon was played by the German émigré, the Saxon composer Handel, who developed a high aesthetical taste
among the English. The liberation of the art of music from the preponderance of entertainment-oriented Italian opera
is examined on the basis of the mutual influences of the music of Handel and the works of the English composers
— William Boyce, Thomas Arne, Maurice Greene and Michael Christian Festing, which results in the birth of the
monumental genre of national oratorio permeated by high moral ideas. However, it was particularly Handel who
as the result of his music, directed towards high ethical ideas assumed the leading position in the English musical
culture. His oratorios, written to many diverse plots (Biblical, mythological, Christian vernacular), excelled the
specimens of his contemporary English composers and achieved the meaning of the “cultural phenomenon” of the
epoch.
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[eHAEAb M aHIFAMIACKasi My3blkaAbHasi KyAbTypa

Crarps TOCBsILEHA aHAJIU3Y MY3BIKaJIbHON KynbTypbl AHMIMM nepBoi monoBuHel XVIII Beka ¢ mo3unumit
B3aUMOJICHCTBHS TPAIULUHA aHTIIMICKON, UTAIBSTHCKOW U HEMEIKOW MY3bIKH. ABTOp MOKa3bIBacT, KAKUM 00pa3oM BO
BpEMsi TOCIIOJICTBA Ha OPUTAHCKON CLIEHE UTAJBSHCKOM ONephl Pa3BUBAIOCH TBOPYECTBO JIOHAOHCKUX KOMIIO3UTOPOB,
OpPHEHTUPOBAHHBIX Ha caMoObITHOE Hacneaue I'enpu I1épcenia, n kakyro poib B 3TOM MPOLECCE ChITpall CAKCOHCKUI
xomniozutop I'eopr ®punpux I'enpens — Bbixomen u3 lepmaHuu, CyMeBIIMH DPa3BUTh y AHINIMYAH BBICOKUH
scTeTH4eckuii BKyc. OCBOOOKIEHHE MYy3BIKAJIbHOIO MCKYCCTBA OT 3aCHIIbsl Pa3BIIEKAaTEIbHOTO UTANIBSHCKOTO TeaTpa
paccMarpuBaeTcsl Ha OCHOBE NMEPEKPECTHBIX BIUSHUM TBOopuecTBa [ e€HIens M aHIIMUCKUX KOMIIO3UTOPOB YWIIbsSMa
Botica, Tomaca ApHa, Mopuca ['puna, Maiikna ®ectunra. Mcxoas u3 3Toro, B CTaTbe BBIABISETCS, KaK pOXKIAICS
IIPOHU3AHHBIN BEICOKOM MOPaIbHOU UIe€l MOHYMEHTAJIbHBIN XKaHp HALIUOHAJIILHOM OpPAaTOPUU U KaK MMEHHO ['enzens,
Orarofapsi CBOeMy MCKYCCTBY, ODHEHTHPOBAHHOMY Ha BBICOKHE ITHYECKUE MICaIbl, 3aHsUI JIUUPYIOILEe MOJI0KEHNE
B OpUTaHCKOW My3bIKalIbHOW KynbsType. Ero oparopuu, co3maHHble Ha MHOTrooOpa3Hble CroKeThl (OuOneiickue,
MupoIorHYeckre, XpHUCTHAHCKO-KUTHHHBIE), TPEB30LUIA O00pa3lbl MPOU3BEACHUH OPUTAHCKUX KOMIIO3UTOPOB-
COBPEMEHHHUKOB U MPHOOpPENH 3HaYEHHE KYJIBTYPHOTO ()eHOMEHA MOXH.

Kirouessie cnosa: I'eopr @puapux 'ennens, Tomac ApH, Yuibsim boiic, Mopuc I'pun, Maiikn ®ectunr, DnBapa
Onrap, OpuTaHCKas My3bIKalbHAs KyJIbTYpa, UTAJbHCKAS OTIepa, aHIITUICKas OpaTopusl.
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* Translated by Dr. Anton Rovner.
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t the time of Handel’s arrival in London in
A1710 the musical culture of England was

quite contradictory. One of its tendencies
was connected with significant achievements. The
rise of the musical culture in the capital already
in the first decade of the 18th century was noted
by Donald Frederick Cook: “...the presence in
London of so many foreign musicians, especially a
number of violinists and singers from Italy, helped
to create a favourable climate for London’s most
striking innovation of the eighteenth century, the
introduction of Italianate opera in 1705 [7, p. 25].
The other tendency was identified for a perceptible
decline of the level of moral and artistic criteria.
Donald Burrows writes that in 1706, when at the
Drury Lane Opera Theatre Giovanni Bononcini’s
opera, written on a striking plot and permeated
with new English recitatives, achieved an immense
amount of success, the English composers had,
nonetheless, lost their stage initiative here [5,
p. 64]. There was a scarcity of sophisticated opera
composers: the early London operas were written
in the genre of pastiche, having been to a certain
degree modified from the recognizable Italian
compositions [Ibid., p. 65].

Such a state of affairs likewise characterized the
English musical culture at a later period — during
the 1730s. Darryl Jacqueline Dumigan writes
that after 1733 productions which pertained to
“‘serious’ English opera ceased, being subsumed
by the myriad of diverse entertainments offered
at the many theatres” [10, p. 14]. Basing herself
on the observations of Judith Milhous and Robert
Hume, she specifies that one of the reasons for the
decline in British opera composed at that time was
the broad recruitment of the leading artists engaged
here for participation in the work of other theaters,
where the repertoire, as it would seem, was quite
traditional, i.e. Italianized. The other, as Dumigan
concludes based on information drawn from Phillip
Lord, was in the professional level of English
singers, which was substantially lower than that of
the Italian vocalists who predominated the stage of
the Royal Theater.

On the basis of the observed characteristic
features of British culture, Dumigan comes up with
the conclusion that, even though separate isolated
English operas did enjoy a certain amount of success,
their productions seldom brought along great
monetary profit. For this reason, in the conditions
of the beginning of the season of 1733, when in
connection of the intensive development of Handel’s
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second operatic enterprise, any competition of the
English composers with him was perceived to be
something extremely dilemmatic [Ibid., p. 14].

All in all, the London audiences of that time
were captivated by the outward splendour of Italian
opera, costly and effective singers and, above all
else, “exotic castrati [for a London opera theatre],
elaborate sets and dramatic music” [6, p. 7]. Paul
Henry Lang writes that “opera audiences in 18th-
century London — as too often in 20th-century New
York — were interested in singers and singing, not in
the music itself” [19, p. 243].

A comparable “entrainment” in England to
the same degree as opera, in the opinion of Ernest
Walker, was the genre of oratorio, since in the
practice of church service of the Anglican church
of that time there were few possibilities for the
expression of spirit (in all likelihood, what is meant
hear is the ethicized sacred-religious content) with
which, for example, the church cantatas of Johann
Sebastian Bach were permeated. The Passions
of Handel demonstrated that at the basis of their
tradition in Germany at that time lay the conception
of pietism, which in its musical manifestation would
appear to an average London listener as something
dull and irrelevant [21, p. 229].

Taking into consideration Walker’s evaluation
of the meaning of pietism in the music of Handel',
it would hardly be appropriate to agree with the
researcher’s radical thought of Handel’s oratorios
as of a genre of entertainment. They demonstrated
maturation of new tendencies which testified
of the composer’s inclination towards a tragic
comprehension of non-tragic plots. Already in the
second edition of “Acis and Galatea” (1718) in
an attempt to contradistinguish something new to
Italian opera he created an oratorio which exceeded
the first edition. This pastoral showed an expansion
of the scales of tragic imagery, which, in addition,
was also tapered by the introduction of the grotesque
image of Polyphemus.

Nonetheless, initially Handel’s arrival had not
brought in any changes into the general atmosphere
of London, since the intentions of the promoters
of Italian opera were in many ways aimed at the
perfection of their own abilities. They were carried
out by means of an increase of Italian musicians (or
musicians who had undergone professional training
in Italy), “whether those be singers, players or
composers” [4, p. 62]. And this goal was achieved
by the ambitious business partnership of Jeremy
Collier and Aaron Hill [Ibid., pp. 62-63]. But,
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most importantly, Handel himself came to England
to realize the opportunities connected with Italian
opera, which as Peter Holman writes “largely
concerned him for the first twenty years of his life
in England” [14, p. 6].

From the enumerated utterances it follows that
by the time of Handel’s arrival England was in need
of a composer of such a scale who would be able
to continue the development of national art after
Purcell at an appropriate ethical height. Some of
the musical public figures saw Handel as such a
composer (for more detail see: [17, pp. 74—87]). The
aforementioned playwright, manager and energetic
director of the Haymarket Royal Opera Theater
Aaron Hill (1685-1750), who dreamed of the
creation of an English opera, met Handel with open
arms, turning to him with the request “to deliver us
from Italian bondage; and demonstrate, that English
is soft enough for Opera, when compos’d by poets,
who know how to distinguish the sweetness of our
tongue, from the strength of it, where the last is less
necessary” (cit. from: [16, p. 178]). And during
Handel’s turn towards the creation of oratorio
Hill became the catalyzer of his artistic ideas in
cooperation with Jennens [3, p. 63].

Being the author of the opera scenario of
Handel’s “Rinaldo” in English, Hill turned out to
be one of the numerous witnesses of this opera’s
stunning success (1711), which even echoed on
the popularity of the composers who were his
contemporaries, Thomas Clayton, Nicola Haym and
Charles Dieupart. Deploring their circumstances,
they were compelled to turn to the public and ask for
its benevolence in regard to its nearest production
in Mr. Clayton’s estate [13, pp. 814, 820]. (It must
be remembered that prior to Handel’s arrival they
manifestly aspired to become the leaders, although
hardly always being successful in their attempts
[Ibid., p. 810].)

It is quite natural that in the 18th century British
musical culture the oratorio remained in the shadow
of its starry “neighbor” — the opera. And the very
term “oratorio,” as Walker writes, both Handel
and his audiences understood as incorporating the
most diverse choral compositions (for example, the
Chandos Anthems), which at a much later time may
have been interpreted as pertaining to cantatas [21,
p. 229].

But in connection with the maturation of new
tendencies in the musical culture of England in the
1730s, by the time Handel had already composed
three British oratorios (“Esther”, “Athalia” and
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“Deborah™), it is necessary to trace out the formation
of the national oratorio, for which aim it required to
throw light upon the crisscross influences of Handel
and the well-known British composers of that time
period.

William Boyce (1711-1779) was the first British
composer who wrote an oratorio on a text in English
(“David’s Lamentation over Saul and Jonathan”
from 1736). Handel, in all likelihood, was so inspired
by it (moreover, his inspiration coincided with the
wishes of Hill, who instigated the composer from
Saxony to write his “Saul”), that in two years after
the production Boyce’s work Handel created his
own oratorio “Saul” (1738) and showed in the finale
a full-fledged picture of a nationwide lamentation
for Saul and Jonathan, having included in it three
mournful arias of David.

In Boyce’s oratorio (the first version of which
was written in 1736 and the second — in 1744),
created on the biblical plot of David lamenting
about King Saul and his son Jonathan killed during
the war with the Philistines, mournful images
predominate. It consists of 19 numbers, including
the orchestral introduction, 4 choruses, 5 arias, 1 duo
and 8 recitatives (it must be noticed that in Handel’s
oratorio “Saul” only the first of its two expositions
consists of 19 numbers, while the entire composition
is comprised of 79 numbers). The tendency towards
dramatic action is merely projected in David’s
elevated directed aria “Take this Bracelet” and the
final chorus of an analogous character “How are the
Mighty fallen!” [8], during which the people come
out of their state of lengthy mourning and warm up
for dynamic actions. Features of dramatization are
also revealed in David’s recitative “David resum’d,
his Soul afflicted” (No. 5) and in the “interrogation
scene” of the Amalekite (No. 11-13), in which
David’s irate aria “How cou’d Conscience hush her
Stings?” is a highlighted number.

While Boyce did exert a certain amount of
influence on Handel, Thomas Arne (1710-1778),
who was the leading composer of British theatrical
music at that time, was himself under the influence
of the composer from Saxony. However, different
opinions have emerged about the music of Arne.
Yuri Bocharov writes that his music up to the late
1740s showed a predominance of “the Baroque
style of Handel, enriched with the incorporation
of separate intonational and rhythmical elements
derived from English folk music” [1, p. 9] and
subsequently revealed more distinctly the gallant
early Classical style.
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On the other hand, Todd Gilman, while
considering Arne the greatest British composer [11,
p. 1], relies on the judgment of Charles Burney, who
is convinced that already by the 1740s Arne had
recommended himself as an original lyricist, which
was demonstrated by his masque “Comus” written
to the poetic play of John Milton (1738). In it the
composer had demonstrated “a light, airy, original
and pleasing melody, wholly different from that of
Purcell or Handel, whom all English composers had
hitherto either pillaged or imitated” [11, pp. x, 78],
while Arne’s melodicism created “an era in English
Music; it was so easy, natural and agreeable to the
whole kingdom, that it [became] the standard of all
at our theatres and public gardens” [Ibid.]>.

In the summer of 1742 Arne arrived from
London to Dublin, where he directed the productions
of Handel’s oratorios®. And in 1744 he directed
the production of his own oratorio “The Death of
Abel.” However, similarly to his oratorio “Judith”
(1761), it has not been preserved. What survived to
our days was only the radiant “Hymn to Eve” (in
C major) from the oratorio “The Death of Abel,”
in the traditions of Easter chants. Thereby, Handel’s
influence on Arne and his own formation as an
original British composer went in parallel routes.

Another composer who experienced the
influence of Handel was Maurice Greene (1696—
1755), who was fascinated with his music from the
very beginning. But as the result of his subsequently
emerged relations with Giovanni Bononcini (1670—
1747), he turned out to be in opposing camps with
Handel (the Englishmanwas friendly with Bononcini,
while the composer from Saxony was hostile to
him). This state of affairs led to the occurrence that
Bononcini and Greene created a society competing
with Handel — the Apollo Academy, which for the
most part promoted the music of three leading
British composers: Greene, Bononcini and Festing®*.
All of this could still be tolerated by Handel, but
the main cause for Handel’s disaffection towards
Greene was the latter’s appointment to the Chapel
Royal, where Handel saw only himself as qualified
for that position’.

Greene composed the oratorio “Deborah and
Barak™®, written approximately in 1732 (we should
remind ourselves that a year from hence, in 1733,
Handel composed his own oratorio “Deborah”),
as well as the oratorio “Jephtha,” performed at the
Royal Theater (composed in 1737, libretto, most
likely, written by John Hoadly’, 1711-1776). The
tragic element in it was highlighted by the second
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act, in which the necessity ofthe choice between duty
and love provided, according to Claire Seymour,
“greater opportunity for heart-wringing and human
sacrifice”. Such a type of excruciation was revealed
in the image of Jephtha, which contained elements
of inner personal conflict: “...curst be the Day that
gave me Life — yet, let me not blaspheme, but bow
submits to Great JEHOVAH’s Pleasure” [15, p. 10].

At the same time, the dramaturgy of the
development of the image of the main protagonist
was distinguished by the fact that according to the
plot his self-sacrificing daughter accepted her lot
resignedly. For this reason, Greene’s work was
substantially closer to the biblical text than Handel’s
oratorio with the same title.

Among the composers previously mentioned by
us was Arne’s teacher Michael Festing (1705-1752).
This was yet another composer who had experienced
the influence of Handel. In his instrumental
compositions of his early (Baroque) and middle
(early Classical) periods it is possible to trace the
influences of his teacher Francesco Geminiani. In
addition to this, the appliance of sudden dramatic
modulations and unexpected tonal shifts became
the basic reason his music was compared with the
“Spanish” harmonies of Domenico Scarlatti’. But
starting from 1742, when Festing was appointed
as musical director of the Ranelagh Gardens, his
attention became concentrated solely on vocal
compositions. Essentially, he achieved his fame
particularly with his odes and cantatas. They are
unique in that they made use of “extended aria forms,
inventive orchestration, and dramatic gestures that
were more English in character than in the Italian
tradition” [Ibid.]'.

As a whole, the panorama of British music in
the early 18th century shows that it developed not
only from Italian, or the merging of Italian with
French music, as Johannes Mattheson considered
[12, p. 46], but was based on its own national
sources, expressed in the English genres of the
masque, the ballad opera and the anthem. The fact
that 18th century British music had to be evaluated
as a new and original phenomenon, albeit emerged
on the basis of various intonational sources, was
something that the well-known English poet,
playwright and politician George Granville was
convinced in [Ibid.].

In the examined conditions of the musical life
of Britain Handel, notwithstanding the fact that
he aroused quite an ambiguous reaction (both
fascination and envy ofthe composers who competed
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against him) maintained a leading position. It was
provided by his aspiration to create such an art that
was oriented on high ethical and aesthetical ideals.

An outstanding example of such art in the
future would be the oratorio of English composer
Sir Edward Elgar “The Dream of Gerontius” (1900)
set to verses of the dramatic long poem by English
cardinal John Henry Newman. Its main protagonist
is the devout elder Gerontius experiences unbearable
sufferings. Their cause is his desire for life, which his
stridently passionate arioso demonstrates. However,
they provide disharmony with the expressively
funereal orchestral Prelude and his mournful burial
service dirge in part of the funeral mass “Kyrie
eleison”. But the sharpest contrast appears in the
episode of the Soul appearing before the demons in
Purgatory. This classic oratorical image (stemming
from Emilio de Cavalieri’s “Rappresentatione di
anima e di corpo” and in its personifications forming
a stable element in the work of Handel (about this
see: [18]), is presented in contrast not to the Body
but to its infernal masks (the topos from the sphere
of English fantasy). From this type of contrariety,
it becomes apparent that in the protagonist’s inner
personal conflict there is also a grotesque passionate
conflict (between the personality and the crowd)
included here, which is resolved in the traditions of
Bach and Handel.

Overall, early 18th century British oratorio was
in many ways presented by lamenting images, and
the tragic element was created on the basis of the
same conflation of the principles of German, Italian
and English dramaturgy as in the music of Handel.
The composition of such as an oratorio became

Gy —

' Although Handel’s parents were not official
followers of Pietism, the ethical principles of that sacred
variety of Lutheranism, stimulating toward a worldwide
help of one’s neighbors, was accepted by them (for more
about this see: [17, p. 81]).

2 Nonetheless, in his youth, in order to be admitted
to the concerts of the Royal Academy, Arne put on a
servant’s livery and penetrated into the upper gallery,
from where, among many other compositions, he also
heard his oratorio “Athalia” (1732) (see: [1]). Together
with Edward Purcell (the composer’s son), Handel,
William Boyce and Johann Pepusch, and others, Arne
in 1738 founded a beneficiary musicians’ society, which
subsequently obtained the status of a Royal Society.
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possible as the result of the interaction of several
constituent parts:

— the systematic promotion of religious
ethos immersed in the British element into mass
consciousness of the British listener;

— the mournful-dramatic manifestation of the
plots;

— reliance on the vernacular European genres
and, first of all, those which emerged in Italy (aria,
recitative, duo, trio);

— incorporation of the typically national genre
of the anthem;

— bringing in the intonational German chorale;

— the small scale of the musical forms on the
level of the genre of the cantata.

At the same time Handel’s monumental oratorio,
created on numerous diverse subject matter (biblical,
mythological, Christian hagiographic), excelled
the musical specimens of the 18th century British
composers and, just as all of his music, achieved
the significance of a “cultural phenomenon” (a
definition of Suzanne Aspden applied by him to the
composer’s entire musical output: [2, p. 207]). This
was conducive to the development of the English
musical taste, which in many ways determined the
formation of the high culture of Great Britain in the
subsequent centuries.

The author of the article wishes to express
his heartfelt gratitude to the Handel scholar
and researcher of the genre of the oratorio Irina
Konson for the numerous valuable comments and
considerations expressed by her during the period of
preparation of the present material for publication.

NOTES ~—a>( <

3 Handel's creative life included the participation
of Arne's closest relatives: his wife, the talented singer
Cecilia Young, who achieved renown by her performances
in Handel’s operas ‘“Ariodante” and “Alcina,” and
subsequently — in the composer’s oratorios; his sister,
Sussanah Cibber, a singer and one of the best dramatic
actresses in England, in 1742 participated in the Dublin
premiere of Handel’s “Messiah.”

4 Two composers from this community (Greene and
Festing) were connected by relative bonds: Festing’s son
Michael was married to Greene’s daughter Catherine.
See: Michael Christian Festing. URL: http:/www.
worldheritage.org/articles/Michael Christian Festing
(16.04.2018).
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5 See: [Slade R.] Maurice Greene // Eighteenth
Century English Music. URL.: http://rslade.co.uk/18th-
century-music/composers/maurice-greene/ (09.04.2018).

¢ Although Smither considers the genre of
“Deborah” to be undramatic and does not qualify this
work as an oratorio [20, p. 200], we assert on the basis
of the manuscript from the library of the University of
Rochester that the work in question is an oratorio. This
is testified by the title page of the oratorio [9], which
furthermore saw the light of day during the year of the
work’s premiere. Moreover, the scholar assumes that
Greene’s composition did not exert any influence on
Handel’s oratorio. However, what is important to us is the
trend of thinking itself, which stipulated the possibility of
impact of the Conception of one musical composition on
the other on the level of the subject matter.

7 Howard Smither notes that the published libretto
does not contain any indication of authorship, however,
in the manuscript preserved in the London Library the
author is indicated as John Howdley (see: [15]), whereas
Winton Dean and Otto Deutsch name Burne[t] as the
librettist [20, p. 360]. In all obviousness, they have in
mind the well-known Scottish historian, public figure
and religious activist Gilbert Burne[t].

8 Seymour C. Maurice Greene’s Jephtha // Opera
Today: Opera News, Commentary, and Review’s All
around the World. 10 Nov. 2014. URL: http://www.
operatoday.com/content/2014/11/maurice greenes.php
(16.04.2018).

9 See: Michael Christian Festing. Op. cit.

1% Another composer who was influenced by Handel
was the outstanding musician, violinist, harpsichordist
and organist John Stanley (1712-1786). From 1734 he
worked at the Church of the Society of the Inner Temple,
where Handel especially came to enjoy his performances
on the organ. See: [Slade R.] Stanley, John // Eighteenth
Century English Music. URL: http://rslade.co.uk/18th-
century-music/composers/john-stanley (16.04.2018).
Notwithstanding his almost total blindness, this musician,
who had a phenomenal memory also conducted Handel’s
compositions. Not coincidentally, six years after his
“Jephtha” (1751), Stanley wrote his own oratorio (1757),
which was successfully performed, at the basis of which
lay the same biblical story, rewritten into a libretto by John
Free. But because this oratorio has not been preserved
[20, p. 36], no analysis of the mutual musical influences
between Stanley and Handel is carried out here.

y3bIKaJIbHAS KyJIbTypa AHITIMH K TIPHE3-

ny Tenpens B Jlongon B 1710 roay Obiia

BeCcbMa MpoTuBOpeunBoil. C OmHOM CTO-
POHBI, B IEPBOM JECSATHIIETHH BeKa B CTOJNHILE Ha-
Omonaics momgbEM MY3BIKAJIBHON KyJIBTYpBI, YTO
ormeuan @. Kyk: «...nmpucyrcreue B JIoHa0HE CTOINIB
MHOTHX HWHOCTPAaHHBIX MY3BIKAHTOB, B OCOOCHHO-
CTH 3HAUUTEJIHOTO YHCJa CKpPHUITaYel U TIEBIOB U3
Wrannm, moMorio co3aaTh OMaronpusaTHRIA KIUMAaT
IUIs HanOoJiee 3HaMEeHATEeNIbHOro coObITHs JIoHT0-
Ha XVIII crometust — npexacrasnenus B 1705 roxy
UTAIBIHU3UPOBAHHOM ortepbi»” [7, p. 25]. C apyroit
— 0003HAYUIIOCHh 3aMETHOE TaJIeHNEe YPOBHS XYJI0-
JKECTBEHHBIX Kputepues. [. bappoy3 muimer, 4yro
B 1706 romy, xorma B tearpe pypu-Jleitn omepa
Jx. boHonunnu «Kamuiia», HalmMcaHHas Ha sip-
KU CIOKET M MPOHU3aHHASI HOBBIMU aHIJIMACKUMHU
peYnTaTUBAMU, 3aBOEBAJIA LIYMHBIHI yCIIEX, aHIJINH-
CKH€ KOMIIO3UTOPBI, OHAKO, CIICHUYECKYIO MHHIIN-
aTuBy yTpartuii [5, p. 64]. He nocraBano uckymeén-
HBIX OIEPHBIX KOMIIO3UTOPOB: PaHHUE JIOHJAOHCKHE
orepbl ObUIM HAMTMCAHBI B )KaHPE MACTUYY0, OyIydn
B OMpeIeIEHHOM CTENeHH MPeoOpa3oBaHbl U3 y3Ha-
BaeMbIX UTAIBSIHCKUX Mpon3BeacHwmi [Ibid., p. 65].

* 3I[eCB " fJajiec rnepeBo] aBTopa CTaTrbu.
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[MogoOHOE moONOXKEHHE XapaKTepU30BalIo aH-
[JIMHCKYIO MY3bIKaIbHYIO KYJIBTYpPY U B O0JIee 1Mo3/1-
Huii iepuox — 1730-e rompr. 1. JApIOMUATIH THUIIIET,
yto nocie 1733 roma mocTaHOBKH CIIEKTaKJIEH, KO-
TOpBIE OTHOCHJINCH K «‘‘CepbhE3HON” aHTIMHCKON
omepe, [(QakTHUeCKH| MPEKPATHINCH, YCTYIHB
MECTO Macce pa3HOro pojia pas3BIICKATEIHHBIX MY-
3BIKAJIGHO-CIICHUYECKUX TIPEACTABICHUM, IIEAPO
mpemIaraeMeIx psigoM Tearpos» [10, p. 14]. Ommpa-
sicb Ha HaOmoneHus k. Munbxayc u P. Xproma, ora
YTOYHSET, YTO OIHOM M3 MPHUUYMH YIajKa co3aBaec-
MOW aHIIMMCKOM OIephbl CTajo MIMPOKOE IPHUBIIE-
YEHUE 3a/IeHCTBOBAHHBIX 3/1€Ch BEAYIUX apTHCTOB
K y9acTHUIO B paboTe APYTUX TEaTpoB, TIE perep-
Tyap OBLI BIIOJIHE TPAJAUIIMOHHBIM, TO €CTh UTAJIbI-
HU3UPOBAaHHBIM. J[pyras mpudmHa, Kak 3aKiIodacT
JplOMHTPH Ha OCHOBE CBEACHHM, MMOYEPITHYTHIX
y @. Jlopaa, kpbuiach B mpo(eCcCHOHAILHOM YPOB-
HE aHTIMACKUX TICBIIOB, KOTOPHIN OBLI CYIICCTBCH-
HO HHUXC HTAIBIHCKHAX, TOCIOJCTBOBABIINX HAa
onepHoii ciiene KoposeBckoro tearpa.

Hcxonss W3 OTMEYECHHBIX XapaKTEPHUCTHUK aH-
[JIMACKOW KynbTypbl, J[BEFOMUISH [€Ja€T BBIBOJ,
YTO, XOTSl OTAETHHBIC AHTIIMIUCKUE OMEPHI M TIOJh-
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30BaJIMCh TMOMYJIAPHOCTHIO, MPHOBUTE WX PEITHU3BI
MIPUHOCHIIH peako. Ha 3TOM 0CHOBaHMH B yCIIOBHX
Hadaia ce3oHa 1733 rona, Koraa B CBSI3U C OypHBIM
pa3BHUTHEM BTOPOTO ONEPHOTO HpeaAnpusTus I ene-
7l KOHKYPEHIIUS CYIIECTBEHHO BO3pOCIa, COTep-
HUYECTBO C HUM OpPHTAHCKHX KOMITO3UTOPOB TIpEI-
CTaBIISIOCH BeChMa 3aTpyIHUTeIbHbIM [Ibid.].

B menmom noHmoHCKas ImyONHMKa TOTO BPEMEHH
ObUTa TIOKOpEHa BHEIIHWM OJIECKOM HTaJIbsSHCKOM
OTIEPbI, HICKYCCTBOM JIOPOTHX U 3(h(EKTHBIX MEBIIOB
1 TIPEKIE BCETO «IK30TUYECKUX [UIA IOHJOHCKOTO
OTIEPHOT0 Tearpa] KacTpaTroB, HCKYCHBIX AEKOpaIuit
1 [HeoObIYaifHO| APaMaTHIECKOTO HaKajla My3BIKID
[6, p. 7]. I1. JlanT mumiet, 4To «JIOHAOHCKAs OTep-
Has nyonuka B XVIII Beke, Kak CIWIIKOM YacTO
u B Heto-Mopke XX cronerus, Gbiia 3aHHTEpECO-
BaHa B MEBIAX U MEBUIAX, HO HE B CAMOU MY3bIKE»
[19, p. 243].

B Takoil xe cremneHu, Kak W orepa, «pas3ple-
YeHneM» B AHIIIMH, 10 MHEHHUIO J. YOokepa, cTana
oparopusi, TIOCKOJIBKY B TPAaKTHKE OOTOCIyKEeHUI
AHIIIMKAaHCKON IEPKBM TOTO BPEMEHH OBUIO Majo
BO3MOKHOCTEH IS BRIpKEHHS Myxa (TO-BHIANMO-
My, 3THU3UPOBAHHOTO JTyXOBHO-PEITUTHO3HOTO CO-
JepKaHus1), KOTOPBIM, HalIpUMeEp, TIPOHU3AHBI LIep-
xoBHbIe KanTarel M. C. baxa. Ilaccuons! [ennmens
[IOKa3aJi, 9YTO B OCHOBE WX Tpagunuyu B [epmannn
TOTO K€ BPEMEHH Jie)Kara KOHIIETIIUS THeTH3Ma, KO-
TOpasi CPeIHECTATUCTHYECKOMY JIOHIOHCKOMY CITy-
IaTeIT0 B CBOEM MY3bIKaJIbHOM BOILIONIEHUH MOTJIA
[TOKa3aThCs CKY4YHOH 1 HeymecTHoM [21, p. 229].

[IpuaMMas yoOKepOBCKYIO OIEHKY 3HAa4E€HUS
nueTu3Ma B TBopuecTBe ['eHens', Bpsia I MOXHO
COTJIACHTBHCA C PAIUKATbHBIM MHEHHEM YYEHOTO 00
oparopusx [ eHaens kak o pa3BiieKaTeIbHOM JKaHPE.
B Hux BBI3peBanM HOBBIE TEHIEHIMH, CBUAETENb-
CTBOBAaBIIIHE O CKJIOHHOCTH KOMIIO3UTOpa K Tparu-
YEeCKOMY OCMBICIIEHHUIO HETParn4ecKuX CIOXKETOB.
VYxe Bo BTOpoil pemakiuu «Anmca u lamarem»
(1718), B mOMBITKE MPOTHUBOIOCTABUTH HTAJbSH-
CKOH OIlepe HeuTO HOBOE, OH CO37aJl OpaTopuio, KO-
TOpas MpeB3olUIa MepByI0 penakuuo. B atoit nac-
TOPaM MPUHIMITHAIEHO PACIIUPUINCH MACIITAObI
TpareaniHoi 00pa3HOCTH, 320CTPEHHOHN K TOMY K€
BBEJICHHUEM I'poTecKoBoro oopasa [lomudema.

OnHako B 0011yr0 armocdepy JloHaoHa npuess
I'ernenst mepBoHaYaNbHO IIEPEMEH HE BHEC, TOTOMY
YTO yCTPEMIICHHUS IPOMOYTEPOB UTAIBSHCKOHN OTIe-
pBI OBUTH BO MHOTOM HarleJIeHbl Ha COBEPIICHCTBO-
BaHHE CBOWMX COOCTBEHHBIX BO3MOXHOCTEH. OHH
OCYIIECTBISUINCh 3a CYET yBENWYECHHS HTaIbsIH-
CKHX MY3BIKAHTOB (JINOO MY3BIKAHTOB, IPOLIEI-
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mux B Mramum npodeccHoHanbHYIO MOATOTOBKY ),
«BHE 3aBHCUMOCTH OT TOTO, OBUIN JIN OHU IIEBLIAMH,
WHCTPYMEHTAJINCTaMHd WM KOMIIO3UTOpamm» [4,
p. 62]. I mens 3Ta aMOUITMO3HBIM JIEIOBEIM TIap-
tHepcTtBoM [[x. Kombepa — A. Xwmna Obuta go-
crurayTa [Ibid., p. 62-63]. Ho rmaBHOEe — 1 cam
lennens npuexan B AHIIHIO, YTOOBI pean30BaTh
BO3MO)XHOCTH, CBSI3aHHBIE C UTAJIBSIHCKON ONEpOil,
Kotopast, kak nuuier I1. XonbMmaH, «3aHUMaNa €ro
TIepPBBIC TBAIATH JIET )XKU3HU B AHTIINM» [14, p. 6].
W3 npuBen€HHBIX BBICKA3BIBAHUM CIELYET, UTO
K IpuOBITHIO | eHens AHIINS HyXJalach B KOMITO-
3UTOpE TAKOTO MacimTada, KOTopbiit Ob1 mocie [1Ep-
celTa CMOT TPOJIOJDKUTH PAa3BUTHE HAIMOHAIHEHOTO
HCKYCCTBa Ha JIOJDKHOW THUYECKOW BBICOTE. Takoro
KOMITO3UTOPa HEKOTOphIE OOIIECTBEHHO-MY3bIKAb-
HBIE Aeareny yBuaenu B [ennene (06 atom cm.: [17,
p- 74-87]). Ha3zBauHBIi1 BBIIIIE IpaMaTypr, MEHEIDKED
W SHEpruuHbld nupekrop KoponeBckoro omnepHoro
Tearpa Xamapketr Aapon Xwur (1685-1750), med-
TaBIIMK O CO3JaHMM AHIJIMCKON Omnepbl, pagylIHO
BCTpeTHa leHpens, oOpaTuBIINCh K HEMY C TPOCh-
6oii: «OcBOOOIMTE HAC OT Y3 UTAIBSIHCKOTO SI3bIKA
[OKa)KHUTE, YTO aHITIMACKUN TOKE TOCTATOYHO MSITOK
tst Oniepbl, Korma 3a Heé OepyTCsl TIOATHI, KOTOPEIE
3HAIOT, KAK OTIUYUThH CIaJOCTHOCTh Hallel MaHe-
PBI IPOU3HOIIEHHS OT €€ CHIIBL, KOT/Ia TIOCIeAHee He
CTOJh HEOOX0muMOy (IUT. o: [16, p. 178]). U Xumn
BO BpeMs moBopoTa [eHens Kk co3naHuio OpaTopun
(baKTHYECKH CTaj KaTalin3aTopoOM TBOPUYECKHX €ro
uzaeu B cogpyxectse ¢ JxeHHeH3oM [3, p. 63].
Bynmyun aBrOpoM OmNEpHOTro cueHapHus TeHIe-
JIEBCKOTO «PHHAJIBI0» HA aHITIMHMCKOM SI3BIKE, XHWJIT
OKa3aJicd OIHUM W3 MHOTOYMCIICHHBIX OYEBUALIEB
OTIYIUTETHHOTO ycrexa 3ol omnepsl (1711), gro ot-
pasmiIoch Jake Ha MOMYJISIPHOCTH COBPEMEHHBIX EMY
kommno3utopoB T. Kneittona, H. Xauma u Y. [pronap-
ta. CeTys Ha 0OCTOSITENBECTBA, OHU ObLIN BBIHYK/ICHBI
00paTnuTheA K MyOIMKe M MMPOCHUTH €€ OIaroCKIOHHO-
CTH TI0 OTHOLICHHIO K ONFMyKANIIeH CBOEH MOCTaHOB-
ke B umeHnn muctepa Kietitona [13, pp. 814, 820].
(Hecmotpst Ha ToO, uTO 1m0 Tipme3na lenmens B mmo-
MIBITKaX CO3/IAaHUA B AHIIINH UMATbAHUSUPOBAHHOU
OTIEepbI OHU SIBHO, XOTS M JJAJIEKO HE BCET/Ia YCIIEIIHO,
CTpeMHIKCh cTarh Juaepamu [Ibid., p. 810].)
BronHe ecTrecTBEHHO, YTO B AHNIMKCKON My-
3BIKAJIBHOM KynbType Hadana X VIII Beka oparopust
OCTaBaJlaCh B TEHH CBOETO 3BE3AHOTO «COCEHa» —
OTephl. A TIONl TEPMUHOM «oparopus» U I ennens,
u ero mybnmka, kak numer E. Yokep, moHuManu
caMbI€ pa3HbIe XOpOBBIE MPOU3BEIEHUS (Hampumep,
UeHnaocckue aHTEMBI), KOTOpbIe B 0ojee IMo3aHee



2018,3

Me>XXAYyHapoOAHbIK oTAeA ® International Division

0

BpeMsi BIIOJIHE MOIIIM Obl WHTEPIPETUPOBATHCS
B Ka4eCTBE KaHTaTHBIX [21, p. 229].

Ho B cBsi3u ¢ BbI3peBaHMEM HOBBIX TEHJICHIIUI
B MY3BIKaJIbHOU KyibpType AHrmu 1730-x romos,
korja ['eHziens yxxe cTaj aBTOpOM TPEX aHITTMHCKUX
oparopuii («Ichupby», «Aramusn», «Jledopay), He-
00XOAMMO TIPOCIIEANTh CTAHOBJICHHWE HAIMOHAIb-
HOH opaTopui, JUIsl 4ETO MPOSCHUTH IIEPEKPECTHBIE
BIMSHUS [€H/IeNst ¥ M3BECTHBIX OPUTAHCKUX KOM-
MO3UTOPOB TOM IMOXHU.

Yunvam boiic (1711-1779) — nepBeIif aHIIHIA-
CKUI KOMIIO3UTOP, HAIIMCABIIMI OpaTOpHUIO HA aH-
rutickuii TekeT («Ilmaa Hasuma mo Cayny u Ho-
Hadany», 1736). ['eHmgenp, o Bcel BHUIUMOCTH,
OBLT HACTOJBKO €10 BIOXHOBIEH (BIOXHOBEHHE
K TOMY K€ COBIAJIO C )KeJaHueM A. Xuiuia, MHALN-
MPOBABIIETO CAKCOHIIA HamucaTh ceoezo «Caynay),
YTO Yepe3 J1Ba To/ia Mocie 00MCOBCKOM MMOCTAHOBKU
T'engens coszman coOCTBeHHYIO opatopuio «Caym»
(1738) u mokazan B (huHane pa3BEPHYTYIO KAPTUHY
BceHapoaHoro miada mo Caymy u Monadany, BKITO-
4yuB B He€ TpU cKOpOHbIe apun JlaBua.

B oparopun boiica (mepsast penakuus — 1736,
BTOpas — 1744), onuparomeiics Ha Onbneiickuii cro-
ket o JlaBuae, ckopOsIeM O MOruOIIMX B BOMHE
¢ punmuctumnsanamu nape Cayne u ero ceie Mo-
HadaHe, JOMUHUPYIOT CKOpOHBIe 00pa3bl. OHa co-
nepkuT 19 HOMEpoB, BKITIOYAIOIINX OPKECTPOBOE
BCTyIUIeHHE, 4 xopa, 5 apuif, 1 aysT u 8 peunra-
THUBOB (3aMeTuM, 4To B oparopuu ['ernens «Caym»
TOJIEKO TIEPBAs U3 IByX IKCIIO3HIIMA COCTOUT U3 19
HOMEpOB, a Bcé mpousBeneHue — u3 79). Tennen-
oSl K IpaMaTu3My JIMIIb HaMeueHa B MOABEMHO-
ycrpemnénnoit apuu JaBuna «Take this Bracelet»
(«Bo3bpMu ceit [1apckuii Thi] OpaciaeT») U Hocie-
HEM XOpe aHaJIOTWYHOro xapakrepa «How are the
Mighty fallen!» («Kax Obiim, manu, 9To MOry4u!
[/Iexxar, mopybiensl, Bo mpaxe]») [8], B koTopom
HApPOJI BBIXOJUT U3 COCTOSHUS AJTUTENBHON CKOPOU
Y BOOJYIICBIISICTCSI HA aKTHBHBIC JeWCTBUS. UepThl
JpaMaTH3aliy MPOSBIICHBI TAKXKe B peunTaruse Jla-
Bua «David resum’d, his Soul afflicted» («Crtpana-
eT BHOBb nyma JlaBuga», Ne 5) u B «criene omnpoca»
Awmanexutsauna (Ne 11-13), Tne BeinensieTcs rHEB-
Hast apus Jasuna «How cou’d Conscience hush her
Stings?» («Kak MOXXHO pa3yM yCTIOKOUTE?»).

Ecau bolic oka3an Hekoe Bo3aelcTBre Ha ['en-
nena, To Tomac Apn (1710-1778), xoTOpBIil OBLI
BEYILIUM KOMIIO3UTOPOM aHITIMICKON TeaTpaabHOU
MY3BIKH TOTO BPEMEHH, CaM HaxXOIWJICA IOJ BIIHS-
HUeM cakcoHna. [IpaBaa, B OTHOIIEHNH TBOpUECTBA
Apna cnoxxunuch pazaeie MHeHHS. FO. bodapos nu-
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IIET, 9TO B €T0 My3bIKe 70 KoHIa 1740-X toMuHUpO-
Bana «OapodHas CTHIMCTHKA [eHmens, oboramén-
Hasg TPUMEHEHHEM OTACIbHBIX HWHTOHAIMOHHBIX
W PUTMHYECKHX 3JIEMEHTOB, 3aMMCTBOBAaHHBIX W3
aHruickoro ¢onbkiaopa» [1, ¢. 9], a B Oynyiiem
Bc€ Oosee 4YETKO CTal TMPOSABIATHCS TaJTaHTHBIN,
PaHHEKJIACCUYECKUNA CTUIIb.

T. I'mnbmad ke, cuutast ApHa BeJIMYaiIlnM aH-
TTUHACKUM KoMIto3uTopoM [11, p. 1], ommpaercs Ha
cyxnenune Y. bépuu, yObexa€HHOTO, 4TO TOT yXKE
Kk 1740-m romam 3apeKkoMeHIoBasl ce0si Kak camo-
OBITHBINA JHPUK, O Y€M CBUJIETEIHCTBOBAJIA €TO
macka «Komyc» Ha ctuxu [x. Munsrona (1738).
B Heil KoMIIO3UTOP MPOAEMOHCTPUPOBAIT «JIETKYIO,
BO3YIIHYIO, OPUTHHAIBHYIO W TPHUATHYIO MEJO-
JIMI0, TIOJIHOCTBhIO oTIM4Hyto oT [l€pcenna win
I'ernmenst, KOTOpyr0 0 CHX TOpP BCE AHIIMKCKHE
KOMITO3UTOPBI JTUOO 3aMMCTBOBANIH, JTUOO €W TOj-
paxamu» [11, pp. X, 78]. Menonusm ApHa co3main
«B QHTJIMHCKOM MY3BIKE IIETTYIO 31I0XY; OHa ObliIa Ha-
CTOJIBKO MPOCTOW, €CTECTBEHHON W MPUSATHOW A
BCErO KOPOJIEBCTBA, YTO [cTaja] B HAIIMX Tearpax
U cKkBepax obpasiom coBepuieHcTay [Ibid. ]

Jletom 1742 roma Apu u3 JloHAoHa mepeexat
B [lyOmuH, THe pyKOBOAMI TOCTAHOBKAaMH Oparo-
puii Tennens®, a B 1744-M moctaBiiI CBOIO OpaTo-
puto «Cmepts ABensi». K coxanenuro, oHa, Kak U
ero oparopusi «tOmnude» (1761), He coxpaHuIack.
Mo Hac pomén numb CBETIbIMA, B TPaAUUMIX Mac-
xanpHOTO niecHoneHust «I'umu EBe» (C dur) u3 opa-
topun «Cmeptb ABensi». Takum 006pa3zoM, BIHUSHNE
I'ernenst Ha ApHa IPOMCXOANIIO B IIEPHOA €T0 CO0-
CTBEHHOT'O CTAHOBJICHHS KaK CaMOOBITHOTO aHTIINH-
CKOTO KOMIIO3UTOPA.

JpyruM KOMITO3UTOPOM, HWCHBITABIINM BIIHSA-
aue lennens, 6611 Mopuc I pun (1696—1755), u3-
Ha4yaJIbHO BOCXHMILABIIMICA ero TBopuecTBoM. Ho
M3-32 CIIOKMBIIUXCS BIOCJTEICTBUU OTHOIICHUN
¢ Jx. bononuunn (1670-1747) I'pun u I'ennens
OKa3aJiich BO BpaxIeOHBIX yarepsx. Takoe molno-
JKEHUE TIPUBEJIO K TOMY, yT0 boHOHuMHM U I'punH
co3laiM KOHKypHpyromee leHaemo oOmecTBo —
Akanemuio ATOJUTOHA, I7Ie B OCHOBHOM IIPOIIaraH-
JUPOBAJIACh MY3bIKa TPEX BENYIIMX AHIIMHUCKUX
Komro3utopoB: I'puna, boiica u ®ecrunra?. Onna-
KO IVIaBHOM pUUYMHOM HenpusizHu ['ennens k [puny
cTano Ha3HaueHrne Toro B KopomeBckyro kamemry
(Chapel Royal), B To Bpems kak [eHnens Buaen Ha
3TOM MECTE TOJIBKO CaMoro ceos’.

I'pun 6611 aBTOpOM Oparopru «llecHs leGopsl
u bapaka»®, nanucanuoi okono 1732 roga (Ha-
IIOMHHUM, 4TO 4epe3 roxa, B 1733-Mm, Oblia co3gana
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U TeHHeneBcKas opatopus «Jlebopay), a Takxke mc-
nonHeHHoi B Kopoesckom Tearpe oparopuu «Med-
¢ait» (1737, mubperro, BepositHo, J[x. Xoymmm’).
TparemuiineiM B Hel ctain Il akT, Tae He0OX0MUMOCTD
BBIOOpa MEXITy JIFOOOBBIO U JIONTOM J[aBajia, KaK IH-
mer K. Cetimyp, «OOIbIIHe BO3MOXXHOCTH IS T1O-
Kaza Tep3aHHs CepAla [B CHUTyalluu| MPUHECEHHS
4esI0BedYecKoi kepTBhI»®. Takoe Tep3anve OBLTO pac-
KpbITO B 00pase Meddasi, rae conepikaiuch dIeMeH-
TBI BHY TPHJINYHOCTHOTO KOHQITUKTA: «...curst be the
Day that gave me Life — yet, let me not blaspheme,
but bow submits to Great JEHOVAH’s Pleasure»
(«Yto manm MHE XKHU3HB, ICHb MPOKIIAT Oy/s [!], HO 60-
TOXYJIECTBO 1103a0y/lb — BO MPax MOKOPHO HHUCXOJS,
HWerossl cnaBy ycmansa») [15, p. 10].

Jpamaryprus e OpaTropuH XapaKTepH30Ballach
TEM, UYTO IO CIOXKETY JkepTBeHHas j10ub Meddas 6e3-
POTIOTHO TIpYHKUMAJIa CBOKO y4yacTb. Ha 3Tom ocHoBa-
HHUU MOJKHO CYIIUTB, YTO Tipou3sesienre [prHa ObL10
CYLIECTBEHHO ONMKe K OMONEHCKOMY TEKCTy, 4eM
OJIHOMMEHHas oparopust [ eHzens.

Cpelt KOMITIO3UTOPOB BBIJICTIM TAKKE YUUTEIS
Apna Matixna @ecmunea (1705-1752). 910 — emé
OJIMH MY3BIKaHT, MCIIBITABIIUN BiIMsHUC [ eHIes.
B ero MHCTpyMEHTAJIbHBIX MPOU3BEACHUAX PaHHE-
ro (6apouHoro) m cpemHero (paHHEKIACCHYECKO-
r0) MEpUOIOB 3aMETHO BO3JICHCTBHE €r0 yUUTEINs
®p. Jxemunuanu. Hcronb30BaHHE BHE3AIMHBIX
JIpaMaTHYECKUX MOJIYJISALNNA W HEOKUIAHHBIX TO-
HaJIbHBIX CIBHUIOB SIBUJIOCH UCTOUHHUKOM JUIS CPaB-
HEHUS €r0 MY3bIKH C «HUCIAHCKUMH» TapMOHUSIMHU
. Cxapnarti’. C 1742 rona, xorma ®ecTuHT OBLT
Ha3HauY€H MY3BIKaJbHBIM aupexTopoM Ranelagh
Gardens (umerorcst B Buay Penenbckue caabl
— HeoOBIYalHO MOMYSPHBIN MyOJUYHBIA IapK
B OKpecTHOCTsIX JIOHZI0Ha TOrO BpEMEHH), €ro BHU-
MaHHe OOIbIlIE COCPEAOTOYMIIOCH HA BOKAIBLHBIX
MpOU3BENCHHUAX. B cylmHOCTH, OH IPHOOPEN ciaBy
Onaromaps cBouM ojiaM M KaHTaram. OHU YHHUKAaITb-
HbI TEM, YTO B HUX HMCIIOJIb30BaHbl «PACIIUPECHHBIC
dhopmer apum, m3obperarenbHAs OPKECTPOBKA H
JpaMaTHYeCKUE DIIEMEHTBI, KOTOPBIE 110 CBOEMY Xa-
paxrepy, cKkopee, HaXOAWINCh B chepe aHTITUHCKIX
Tpagunui, 4eM uTaabsHckux» [Ibid.]!.

B nenoM xapTuHa aHIIMICKON MY3BIKM Hadalia
XVIII Beka moka3bIBaeT, YTO OHA pPa3BUBAJIaCh HE
TOJBKO M3 WUTAIBSHCKOM WM CMEIICHUS MTAJbsH-
CKOM ¢ (ppaHITy3cKo, kak cuutai M. Marrecon [12,
p. 46], a onmpanack Ha COOCTBEHHBIC HAITMOHAIb-
HbIC MCTOKH, BBIPAKCHHBIC B aHIIMHCKUX >KaHpax
Macku, OaJIagHON oTepsl, aHTema. B Tom, uto 6pu-
Ta"ckyto My3blky X VIII Beka cienyer paciieHuBaTh
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KaK sIBIIEHHE HOBOE U CaMOOBITHOE, XOTSI U BO3HUK-
Iee Ha OCHOBE Pa3HBIX MHOHAIIMOHAJIBHBIX HUCTO-
KOB, ObUT YOEXKIEH W3BECTHBIH AHTIMHCKHUHA TOIT,
npamarypr u nonutuk Jxopmk I'pansuis [Ibid.].

B paccMorpeHHOIT 00CTaHOBKE MY3bIKATHHOU
)ku3Hu bpuranuum I'eHnens, HECMOTpS Ha TO, YTO
BBI3BIBAJI BEChbMa HEOJHO3HAYHYIO pEakUuio (BOc-
XHIIEHNE U 3aBUCTh KOHKYPEHTOB), 3aHUMAJI JIUAH-
pyroriee monoxkenrne. OHO 00eCIeINBaIOCh CTPEM-
JICHWEM CO03/1aBaTh HCKYCCTBO, OPHEHTHPOBAaHHOE
Ha BBICOKHE 3TUYECKUE U ICTETUICCKUE HJICATHI.

BrigaromumMces: mpuMepoM TaKOTO HMCKycCTBa
B OyIyIeM sSIBUJIaCh OPaTOPHs aHIITHHCKOTO KOMIIO-
3utopa Josapoa Oneapa «Con I'eportms» (1900)
Ha CTUXHU APAaMaTHYECKOM II03MBI aHIJIMHCKOTO Kap-
nuHana [x. Heiomana. E€ repoil, Haxonsmuics
MIpHU CMepTH OnarodecTuBbIi craper [ eponTuii nc-
MIBITBIBAET HEBBIHOCUMEIE CTpagaHus. X ncrouHmk
— JKeJIaHWe )KU3HH, O YEM TOBOPAT €0 MPOH3UTEIb-
HO-CTpacTHbIe aprno30. OIHAKO OHM AMCTAPMOHH-
PYIOT C 3KcpeccuBHO-TpaypHoii [Ipentonueii opke-
CTpa U cKopOHBIM ero orneBanueM (pasznmen «Kyrie
eleison», Andante). Ho camblii OCTpBII KOHTpacT
BO3HUKAeET B anu3one ymm, npeacraromnieil nepen
neMoHaMu B YwncTmiuiie, — KIacCHYeCKUi oparo-
puanbHbBIi 00pa3, uaymwmii u3 «lIpencraBmenus
o Jlyme u Tene» 3. KaBanbepu u B CBOUX OJIHIlE-
TBOPEHUSX SBUBLINICS yCTOWYUBBIM B TBOPYECTBE
I'enpens (06 atoMm cm.: [18]). O6pa3 3TOT HaH B Ipo-
THUBOIIOCTABJICHUH He ¢ TeJoM, a ¢ ero nHepHallb-
HBIMH MapKHPOBKaMH (TOmoc w3 cephl aHTIHA-
cKoil QanTacTuKh). M3 Takoro mMpOTUBOMCHCTBH
SIBCTBYET, YTO BO BHYTPWJIMYHOCTHOM KOH(IIHKTE
repos 37IeCh 3aJI0KEH el€ U TPOTECKOBO-TTACCHOH-
HBIH (KOHQIIUKT JINYHOCTH U TOJIIBI), PEIIEHHBIN B
Tpanuuusax baxa u I'enpens.

B nenom OpuraHckas oparopust Hadana X VIII
BEKa BO MHOTOM IIPEICTaBIICHa CKOPOHBIMU 00pa3-
[IaMH, a Tparmdeckoe ObUTO JOCTUTHYTO HA OCHOBE
TOTO K€ CIUIaBa MPUHIIUIIOB HEMEIKOH, WTajbsH-
CKOI 1 aHIJIMIMCKOH Jipamarypruu, 4yro u 'y I'enaens.
Co3znanne momoOHOM OpaTopur CTaIo0 BO3MOKHBIM
B pe3yJIbTaTe B3auMOCHCTBUS HECKOIBKIX COCTaB-
JISTOIIHX

— CHCTEMHOTO TPOIBI)KEHUS B MacCOBOE CO-
3HaHMe OPUTAHCKOTO CITyIIATeN sl aHMTH(QUITUPOBAH-
HOTO PETUTHO3HOTO 3TOCA;

— CKOpOHO-IpaMaTHYECKOrO BOIUIOMICHHUS CIO-
KETOB;

— OTIOpPbI Ha OBITOBABIIINE €BPONIEHCKIE KAHPHI
Y TIpeXJIe BCETO Te, KOTOPBIE 3apoaninch B UTamun
(apus, peanTarus, AydT, TPHO);
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— HCIIOJIB30BaHUs THUIIMYHO HAIWMOHAJIBHOIO
JKaHpa aHTeMa;

— IMPUBJICYCHUSA WHOHAIIMOHAJIBHOTO — HEMEII-
KOTO XOpana;

— MaJioi MacmTabHOCTH (hOPM Ha YPOBHE KaH-
pa KaHTarkl.

MonymeHTalbHas ke oparopus lennpend, cos-
JlaHHAsT Ha MHOTOOOpa3HEIE CIOKETHI (Ombneiickue,
MH(OIOTUYECKHE, XPHCTHAHCKO-XKUTHIHEIC),
MPeB30MuUIa 00pa3Isl OPUTAHCKUX KOMIIO3UTOPOB
XVIII Beka u, Kak BCS €ro My3bIKa, JOCTUIVIA 3HA-
YeHHsI «KYNBTYpHOTO (peHoMeHa» (ompeneieHne

C. DOcnzeH, mpuMeHEHHOE KO BCEMY TBOPYECTBY
KOMIIO3UTOpa, cM.: [2, p. 207]). bmarogaps atomy
OBUT pa3BUT AaHIIMWCKUHA MY3BIKAJIBHBIH BKYC, BO
MHOTOM OTIpEeNIeNIUBIINN (YOPMHUPOBAHHUE BBICOKOM
KyJIsTypbl bputanuu mocneayonmx cToNeTHi.

Asmop cmamovu evipasicaem cepoeunyo npu-
3HAMENbHOCMb 2eHOenededy U UCCIed08aAmento
arcanpa opamopuu Upune Koncon 3a yennvie 3a-
MeUaHusl u COOOPAaNCeHUs, bLCKA3AHHbBIE €10 8 NPO-
yecce n0020MOBKU OAHHO2O0 Mamepuaia K nyoau-
Kayuu.

< MPUMEMAHUA (<

! Xots odpumanbHBIMU IPHBEPIKSHIAMH [THETH3MA
ponutenu ['enaens He ObIIN, STHUECKHUE IPUHIIMITBI 3TOH
CaKpaJbHON pPa3HOBUAHOCTH JIFOTEPAaHCTBA, MOOYXIaB-
1€ KO BCEMEPHOW TOMOIIN ONIM>KHUM, OHU BOCIPUHSIIH
(mompobuee cm.: [17, p. 81]).

2 OmHaKo B MOJIOMOCTH, YTOOBI MOMACTh Ha KOHIIEP-
Tb1 KoponeBckoii akagemMun, ApH HaJeBal JIUBPEIO CIIy-
TH ¥ MIPOHUKAJ Ha TANEPKY, TIE CPEAN MPOYUX COUHHE-
Hui [ernens ciryman u ero oparopuro «Atamus» (1732)
(cm.: [1]). CoBmectro ¢ 3. [I€pcenom (CBIHOM KOMITO-
suropa), ['ennenem, V. Boiicom, U. [lenmymem u ap. Apa
B 1738 romy ocHOBam OIaroTBOPUTEIHHOE OOIIECTBO
MY3bIKaHTOB, KOTOPOE BIIOCIEICTBUHU TOMYUYHUIIO CTATyC
Koponesckoro.

* B TBOpueckoil xu3HM [eHmens ydacthe MpHHU-
Manu OmKaiIine pONCTBEHHWKH ApHA: JKeHa — Ta-
nanTiauBas nesuna Cecunus SIHT, TOCTUrIIAs H3BECTHO-
CTH UCIOJHEHHEM COJbHBIX NapTuil B onepax lenpens
«ApHomaHT» U «AJBIMHAY», a BIOCICACTBHH U B Opa-
Topusix; cectpa — Cycanna Cub0ep — meBuma M onHa
W3 JIyYIINX JApaMaTHdecKux aktpuc AHrmun. B 1742-m
roy OHa y4acTBOBajJa B JyONMHCKOIl Ipembepe reHse-
neBckor «Meccumy.

4 Isoe u3 artoro coapyxkecrsa (I'pun u decTHHT)
OBUTH CKpEIJIEHBl POACTBEHHBIMH Yy3amu: CbhiH Oe-
ctuHra Maiikn ObuT skeHar Ha modepu [puHa Kotpuh.
Cm.: Michael Christian Festing. URL: http://www.
worldheritage.org/articles/Michael Christian_Festing
(16.04.2018).

> Cm.: [Slade R.] Maurice Greene // Eighteenth
Century English Music. URL.: http://rslade.co.uk/18th-
century-music/composers/maurice-greene/ (09.04.2018).

¢ Xorss Cmupnep cumraer xaHp «JleOops» Hempa-
MaTHYEeCKIM M Kak opatopuio He kBammpuuupyer [20,
p- 200], Ha ocHOBe aHaIHM3a MaHYCKpPHUNTa U3 OHOIHOTE-
K1 YHuBepcuTeTra Podectepa MBI yOexkIEHBI, UTO PEUb
uaét uMeHHo o0 oparopuu. OO 3TOM TOBOpUT €€ TH-
TyNbHas CTpaHMIa [9], KoTopas K TOMY ke yBUIeIa CBET
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B I'OJl IPEMbEPBI NPOU3BEACHMS. Y UEHBIN NOJAraer, uTo
Ha TeHJICNICBCKYI0 OpaTopuio ponsBeneHue [ puna Bivs-
HUsI He oKa3ano. OnHaKo HaM BayKHA MIMEHHO TCHCHITHS
MBIIIJICHUS], 00YCJIOBUBIIAs HA YPOBHE CIOKETHKH BO3-
MOKHOCTb BO3/I€HICTBUSI KOHIIECTIIIMN OTHOTO COUYMHEHHS
Ha Jpyroe.

7 X. CMuziep OTMEYaeT, 4TO OMyOJIMKOBAaHHOE JIU-
OpeTTo HE COAEPXKHUT yKa3aHUS aBTOPCTBA, OJHAKO
B MaHyCKpHITe, XpaHameMmcs B JIoHmoHckoi 6ubnnore-
ke, aBTopoM 3HaunTcs [xon Xoymmu (1711-1776) (cm.:
[15]),a V. dun u O. [loiiu Ha3bIBAIOT JINOpETTHCTOM BED-
Heta [20, p. 360.]. ITo Bceit 0O4eBHAHOCTH, OHH MMEIOT
B BU/ly KPYITHOTO MIOTJIAHJICKOTO HCTOPHKA, OOIIECTBEH-
HOTO ¥ penuruo3Horo nestens [ undepra bépuera.

8 Seymour C. Maurice Greene’s Jephtha / Opera
Today: Opera News, Commentary, and Review’s All
around the World. 10 Nov. 2014. URL: http://www.
operatoday.com/content/2014/11/maurice _greenes.php
(16.04.2018).

 Cwm.: Michael Christian Festing. Op. cit.

0 Emié oHAM KOMITO3UTOPOM, HAXOMMUBIIMMCS TTOJT
BiusiHUEM [ eHens, ObUT BBLAAIOIIUICSA MYy3BIKaHT, CKPH-
mad, kjaBecHHUCT W opranucT xon Craymmm (1712-
1786). C 1734 roma on pabortan B mepkBu OOmecTsa
Taitnoro Xpama, kyna ['ennens crnenuanbHO NPUXOIUIT
HACJIAUTHCS €ro OpraHHbIM HcKyccTBoM. Cwm.: [Slade
R.] Stanley, John // Eighteenth Century English Music.
URL: http://rslade.co.uk/18th-century-music/composers/
john-stanley (16.04.2018.). Borpexu modTH MoIHO# ciie-
MIOTE, 3TOT MY3BIKAHT C (J)EHOMEHAIBHON MaMATBHIO AHU-
pyxHupoBall U npousBeacHusaMH ['ennens. Hecmyuaiino
ciycTs mecTh Jer nocue ero «HMeddas» (1751) Cran-
JI HalMCaJl YCIICIIHO HCIIOIHEHHYIO CBOIO OPAaTOPHUIO
(1757), B ocHOBE KOTOpOIl Jexajla OTHOWMEHHAas Ou-
Oneiickas ucropus, nepenanHas B imoperro k. Opwu.
Ho nockonpKy 3Ta opatopus He coxpanunacs [20, p. 36],
aHaJIM3 My3bIKaIbHBIX B3auMoBIMsHINA CToHmH 1 ['eHe-
JIS1 31€Ch HE MIPOBOIUTCS.
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