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TpaanMumn AHTMYHOCTHU B MY3blKaAbHOM MCKYCCTBE
Bo3poxaeHus n Kaaccuumsma

Crpemnenune co3narbk o0pa3 HAEaIbHOTO MHpPA, ONMUPASCh HA BO3MOXHOCTH PasyMma, CONMIKAeT TPU 3HAYUMBIX
NepUoAa UCTOPUU UCKYCCTBa — AHTUUHOCTB, Bo3poxnenue, Kitaccunusm. Mlcropudecku nepByro My3bIKalbHO-TEOPE-
THUYECKYIO CUCTEMY B 3THX LIENAX Pa3padboTany ApeBHHUE INHBL. B CBOEM cTpeMIIeHHHN ITOCTHYb 3aKOHBI OJIar03BY4Hs
OHH ONHPAJIIHCh Ha MPOIOPIMH HMPOCTHIX YHCEIN, BBICIIAS OOBEKTHBHOCTH KOTOPBIX MO3BOJIMIIA YHOZOOUTH MY3BIKY
COBEPIIEHCTBY 3Bydaiero Kocmoca n ero Majiol KOnnu 4eaoBeKa-MUKpokocMma. TakuM 00pa3oM, NIaBHBIM JOCTHKE-
HHEM aHTHYHOTO MY3bIKaJIbHOTO HCKYCCTBa (B TEOPHUHU M HA MIPAKTHKE) CIEAYET CUNTATh YTBEP)KICHUE COBEPIIEHHBIX
KOHCOHAHCOB M TMaTOHWKH B KA9€CTBE STAIIOHHOTO 00pa3ia ['apMOHNH — KOCMHYECKOH, YeITOBEIECKOM, MYy3bIKAIEHOM.

CraHOBJIEHHE Ka9eCTBEHHO HOBOW MY3BIKaIIbHOW Teopuu B repuon oT Bozpoxknenus g0 XVIII Beka 6110 BRI3BaA-
HO TBOPYECKHMH yCTPEMJICHHSMH K CO3/IaHHIO 00pa3a MPUPOJIBI M €CTECTBEHHOTO, TO €CTh a)()EeKTUBHOTO YETOBEKA.
Crenys yCTaHOBJIEHHBIM B UCKYCCTBE M 3CcTeTHKEe Bo3pokaeHust TpeOOoBaHUAM IoApa)kaTh AHTUYHOCTH M TIPHPOJIE,
MBICJINTETH ¥ MacTepa My3bIKH pa3paboTany HOBBIH TEOPETHUECKUH 0a3uC, B 9aCTHOCTH, PABHOMEPHO TEMIIEPUPO-
BaHHBIHA CTPOH M yUEHHE O TEPIIOBOM CTPOCHUH aKKOPIOB (yueHHE 0 rapMOoHuH). I101060HO MBICTUTENSM IPEBHOCTH,
OHH TaKXe OIMHUPAINCHh HA MaTeMAaTHYECKHE 3aKOHOMEPHOCTH, OJHAKO BEIyIlee 3HAUCHHWE B JAHHOM CIydae MMEIH
€CTECTBEHHOHAYYHbIE — aKyCTHUYECKHE IKCIIEPUMEHTHI. B pesynbrare kputepruem 01aro3Bydust 1t My3bikun HoBoro
BPEMEHH CTAJIN HE TOJILKO YHCIIOBBIE IIPOMIOPLUH, HO B IIEPBYIO OUEPEIH 3aKOHBI aKyCTHKU X BO3MOKHOCTH CIIyXOBOTO
BOCTIPHATHS 4ETIOBEKA.

KiroueBbie cnioBa: My3bikanibHas Teopusi, Kocmoc, koHCOHaHC, Tepuus, AHTUYHOCTh, Bo3poxkaenue, Kimaccunusm.
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The Traditions of Antiquity in the Music
of the Renaissance and the Classical Era

The urge to create an image of the ideal world, basing oneself on the capabilities of reason, brings together three
significant periods in the history of art — Antiquity, the Renaissance and Classicism. The system of music theory first
to have been developed for these aims was that of the Ancient Hellenes. In their aspiration to understand the laws of
euphony they based their musical thinking upon the proportions of prime numbers, the highest objectivity of which made
it possible to liken music to the perfection of the sounding Cosmos and its smaller copy — man, the microcosm. Thereby,
the greatest achievement of Ancient Greek and Roman music (in its theory and practice) must be considered to be the
assertion of perfect consonances and diatonicism as the model sample of Harmony — whether cosmic, human or musical.

The formation of a qualitatively new musical theory during the period from the Renaissance to the 18th century was
aroused by theoretical aspirations toward the creation of the image of nature and the natural, i.e. affective human being.
Following the standards of imitation of Antiquity and nature established in the art and aesthetics of the Renaissance, the
thinkers and masters of music developed a new theoretical foundation, most notably, the equally tempered scale and
the teaching of the tertial structure of chords (the study of harmony). Similarly to the thinkers of Antiquity, they also
based themselves on mathematical natural laws; however, of the utmost significance in this case was their connection
to the natural sciences — namely, experiments in acoustics. As a result, the chief criterion for euphony for the music of
the Early Modern Times was expressed not only by numerical proportions, but, first of all, by the laws of acoustics and
the capabilities of human aural perception.

Keywords: music theory, Cosmos, consonance, interval of a third, Antiquity, Renaissance, Classicism.
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TpEMJICHHE TIOCTUYb YHUBEpPCAIbHBIE 3a-
KOHBI MHUPOYCTPOMCTBA W CO3[aTh HA HUX
OCHOBE 00pa3 WACaIbHOTO MHpa — Teope-

TUYECKUM MJIU XYJAOXKECTBEHHBIN — CONMPOBOXKIAET

YEJIOBEYECTBO HA BCEM MPOTSKEHUU €r0 UCTOPUH.

Orcrofia — MPUOPUTET PAIMOHATBHON AESITEIHHO-

CTH HaJ TBOPUYECKOH (aHTa3Wel W BIOXHOBECHHEM,

CONMMKAIONMUH TPU BEUKHX 3Talla HCTOPHH UCKYC-

cTtBa — AHTHYHOCTH, Bospoxaenue, Kiaccurmsm.

IIpeeMCTBEHHYIO B3aMMOCBA3b Ha3BaHHBIX 3TallOB

HaIJISAHO IEMOHCTPHUPYIOT MaMATHUKH apXUTEKTY-

PHI B U300pa3UTENBHOTO UCKYCCTBA. DTOTO HEIb3s

CKa3aTh O MY3BIKE, CBSI3U KOTOPOH C TPaIUIIASIMHU

AHTHYHOCTH JTaJIeKO HE Tak o4eBUAHBI. Kak mpaBu-

710, HAJTMIME HA3BAHHBIX TPATUITUHN MTOITBEPIKIaeT-

C4 BOCCO3/IJaHUEM U TOCIEAYIOUUM PacliBETOM MY-

3BIKAJILHOTO T€aTpa, B paMKaxX KOTOPOTO CIIOKUJICA

SI3BIK  MY3BIKQIBHOTO Kiaccuimama. OpHako STH

yOeIuTEIbHO OOOCHOBAHHBIC IIOJIOKEHHUS HEIb3s

CUMTATh HWCUYEPIBIBAIONMU. BromHe BEposTHO,

YTO MEXAY Ha3BaHHBIMU MEPHOJAMHU HCTOPHH MY-

3BIKH CYIIECTBYIOT M IPYTHE, HE MCHEE 3HAUYNMEIC

CBSI3H.

Kakum sxe 00pa3oM MPETBOPUINCH TPAIMIIUU
AHTHYHOCTH B HCKYCCTBE MYy3bIKaIbHOTO Bo3-
poxaenus u Kimaccummsma? OTBETHTH Ha 3TOT BO-
MPOC HEMPOCTO, MOCKOJBbKY MbI MPAKTUYECKH HE
3HaKoMbI ¢ My3bIkoil JlpeBHel I'penun. Hemnorue
COXpaHUBIIHECS €€ 00pa3Ibl HE BHI3BIBAIOT Y CO-
BPEMEHHBIX CIylIaTesied O0XHIAeMOT0 BOCXHIIIE-
HUS, QHAJIOTUYHOTO OJMOIUSAM IIPU BOCHPHUSITHH
MaMATHUKOB aHTUYHOW apXUTEKTYpPhl U U300pa3u-
TEJIbHOIO UCKYyCCTBa. B TO ke Bpems jolieauue 10
Hac TEOPETUYECKHUE TPY/bl, MOCBSIIIEHHBIE HCCIIE-
JIOBAHUIO aKyCTUYECKUX OCHOB, a TAK)KE OCMBICIIE-
HUTO TIPOUCXOKICHUS, CYIITHOCTH, MPEIHA3HAYCHUS
MY3bIKaJIbHOTO UCKYCCTBA, HE YTEPSJIN CBOEH aKTy-
aJlbHOCTH JI0 HACTOSIIIETO BpeMeHU. MOXKHO Tpea-
MOJIOKUTh, YTO B KOHTEKCTE JaJIbHEHIIEH UCTOpUU
HCKYCCTBA aHTUYHAS TEOPHUS MY3BIKH CTalla TOCTH-
JKEHUEM Tropasfio 0ojiee IMEHHBIM, HEXEIIH CO3/IaH-
HbIC Ha €€ OCHOBE KOHKPETHBIC MY3bIKaJIbHBIE KOM-
TTO3HITUH.

bnaronapss ApeBHUM 3JUIMHAM, MOJOXKUBIIUM
Hayano (GuiIocopuu — MEepBOHd B MCTOPUH UeIOBE-
gecTBa (POPMBI TEOPETUIECCKOTO 3HAHUS, ObLIa pas-
paboTraHa u mepBas MYy3BIKAbLHO-TEOPETHYCCKAS
CHCTEMa — COBOKYITHOCTH MTPUHITUTIOB OPTaHU3AINH
MYy3bIKaJIbHOM Topr30oHTaIu. CylieCTBEHHBIA BKIIA/T
B CO3/IJaHWE OCHOB MY3BIKaJbHONH TEOPUU BHECIIU
MIPEJCTaBUTENN MH(aropeicKoi MmKOoIbI, COITIaCHO
KOTOPBIM OCHOBY KOCMHYECKOM M MY3bIKaJbHOU

TapMOHHHU COCTABIISIIOT MPOTOPIHMHA TPOCTBIX YH-
cen. DOTUM OOBSACHSIETCS MOBBIIICHHBIH HHTEpEC
K MaTeMaTHKe, MUPY YHCeI: 3aHATHS MYy3BIKOH pac-
CMaTPHUBAINCH MPEKE BCETO KaK JAEeSITEILHOCTD pa-
LMOHAJIbHAs, TPEOYIOIIas He TOJIBKO BIOXHOBEHHUS,
HO TJIaBHBIM OOPa30M — MBICIHTEIbHBIX YCHIINM:
«HayuHble M3BICKaHHS TEOPETUKOB C JIPEBHEUIINX
BpPEMEH CBOIMINCH, B CYIIHOCTH, K yCTaHOBIICHHUIO
3aBHCHMOCTH XapakTepa OJHOBPEMEHHOTO 3BY-
yaHus (MHA4Ye TOBOPS — FAPMOHHYECKHUX KadeCTB)
WHTEPBAJIOB OT MAaTeMaTH4YE€CKOTO COOTHOIICHUS
OTPE3KOB CTPYHBI, 0Opa3yroINX JaHHBIE 3BYKH»
[5, c. 36].

[Mudaropeiinpl  00HAPY UK HETIOCPEIICTBEH-
HYyIO CBSI3b COBEPIICHHBIX KOHCOHAHCOB C YHCIIO-
BBIMH TPOTIOPIMSIMH, KOTOPBIE CTajddl BEAYIIUM
CPEICTBOM YIOPSAOYMBAaHUS 3BYKOBOW MaTEpHU.
[punuceiBaemeie [Tudaropy akycruueckue dKcre-
PUMEHTHI TTOKa3ajH, YTO COBEPIICHHBIE KOHCOHAH-
CBI, KOTOpBIE CIIyX KBaJU(UIMPYeT KaK BbICIIEE
MIPOSIBJICHHE MY3BIKAJIbHOW TapMOHHH (OJ1aro3By-
Yusl), UMEIOT OOBEKTUBHOE MaTeMaTH4ecKoe 000-
CHOBaHHWE: JIENIEHNE CTPYHBI B mpormoprusax 1 : 2,
2 : 3,3 :4 maBano Tpu COBEPIICHHBIX KOHCOHAHCA
— OKTaBy, KBUHTY U KBapTy. /laHHBIE HHTEpBaJIBI 00-
peNu cTaTyc 3TAIOHHOTO 3By4YaHHS (COBEPIIEHHOTO
KOHCOHAHCAa) Ha MHOTHE CTOJIETHS BIIEPEN, a TaKKe
0003HaYMIIN TPaHUIIBI JaI0BBIX 00pa30BaHUil — Te-
TpPaxoplloB, IEHTaxXopAoB, OKTaxopaoB. llokaza-
TEJBHO, YTO aOCOJIOTHBIE B CBOEH OOBEKTUBHOCTH
MaTeMaTHYeCKHe 3aKOHOMEPHOCTH COBMANHU C JaH-
HBIMH YyBCTBEHHOTO BOCTIPHSITHS — CO CITYyXOBBIMHU
OIYIIEHUSIMH, MIPABIUBOCTh KOTOPHIX BO BCE Bpe-
MeHa IoJBeprajach cCOMHeHH0. B pesynprare pa-
LMOHATFHBIM OCHOBAaHMEM MH(aropeickoil Teopun
MY3BIKH CTaJIM TIepBbIe YeThIpe yncia (Terpakcuc),
KOTOpBIE 3aKOHOMEPHBIM 00pa3zoM oOpenu opeoi
0O’KECTBEHHOCTH.

CogepiieHHbIE KOHCOHAHCH COCTABUIIN OCHOBY
MY3BIKaJIbHOW TEOpUH AHTHYHOCTH. Tak, KBHHTA
(2 : 3) obecnieunna BO3MOXKHOCTh (HOPMHUPOBAHHUS
nepsoro — [ludaroposa wim nudaropeiickoro —
CTpOs, CTAHOBJIEHHE KOTOPOTO OCYIIECTBISETCS
Onmaromapsi IBMKEHHIO OT MCXOJHOTO TOHA MO YH-
cteiM kKBuHTaM. OkTaBa (1 : 2) cocTaBmia OCHOBY
[IOJTHOW COBEPIICHHOHN J1alOBON CHUCTEMBI, OONb-
masi MOIU(pHUKaNUs KOTOPOH UMEET JIByXOKTaBHYIO
cTpyKTypy. Huanazon kBaptsl (3 : 4), B CBOIO Oue-
penb, cTaj OCHOBHBIM CETMEHTOM 3BYKOBOTO psfa,
a 4eThIpEX3BYUHE (TETpaxop/) — 3TAJIOHHBIM Bapu-
aaToM e¢ 3amomHeHus. [Ipu sTOM cpeacTBoM 00e-
CIeYeHHsI TIOpsIIKa BHYTPH JUara3oHa KBapThl, TO
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€CTh €€ «YCTPOEHHs», «KOCMHU3ALUN», CTaja aua-
TOHHKA — 3aKOHOMEPHOE YepeI0OBaHNEe TOHOB U TO-
JTyTOHOB (OOJBIINX M MAJBIX CEKYHI).

Tpynbl aHTHUYHBIX MBICIUTENEH CBHUIETEIb-
CTBYIOT O TOM, YTO MMEHHO THATOHUKY KaK Hau-
0ojee eCTECTBEHHYIO ISl TOJIOCOBOTO HHTOHU-
poBaHmsi W Hamboyee YIOOHYIO I CIyXOBOTO
BOCIIPUSATHUS MOCIIEA0BATENHHOCTD 3BYKOB JIITHMHBI
MIPEATIOYUTANN JIaJjaM XPOMAaTHYEeCKUM M JHTap-
MOHHYECKUM. HecnydaiiHO «3THHYECKHE)» HauMe-
HOBaHUA (MOpHICKUHN, NMUIUHCKHUM, (ppuruiickuit
U T. [.) UIMEIH HUCKIIOYUTEIHFHO ANATOHUYECKHE
TETpPaxopAsl, U UMEHHO UM IPHUIHUCHIBAINCH HC-
TUHHO Y€JIOBEYECKHE — HPABCTBEHHbIE KadeCTBa!
«Ecnu TOBOpPHTH 00 ITHYECKOM pazIUYHH CTPO-
eB, TO HOpMOW Obuta aumaronuka. OHa BOCHpH-
HUMajach Kak HauOojiee eCTeCTBEHHas, CTporas
u BeigepkanHas» [1, ¢. 11]. Orcioga — BO3MOX-
HOCTh paccMaTpuBaTh AMATOHUKY Kak oOpa3 co-
BEpIIEHHOTO YEJIOBEKa 10 aHAJIOTHH C WMEOIIH-
MH CXOJHBIE HAUMEHOBAHHUS THUIIAMH AHTHYHOTO
opaepa B cepe apXUTEKTYPhbl. ITUM MOXKHO 00b-
SACHATHh M TPHOPHUTETHOE IOJOKEHHE MY3BIKAJb-
HBIX WHCTPYMEHTOB C (DUKCHPOBAHHBIM CTPOEM
(xaKoBBIMH OBUIM Ha TOT MOMEHT JIupa U Kudapa)
10 OTHOIIEHHIO K JYXOBBIM WHCTPYMEHTaM (aBjo-
cy, relite u 1p.) C X CKIOHHOCTHIO K XPOMAaTHKE
Y TIIMCCaHANPOBAHUIO.

Opnnako Hambonee yOETUTENBHBIM OOBSICHE-
HUEM 3TaJIOHHOTO CTaryca TUAaTOHWYECKUX JIAJ0B
BCE-TaKM CIelyeT CUNTATh He CYyOheKTHBHBIE (y100-
CTBO MHTOHHPOBaHU), a 0OBEKTHUBHBIE (MaTeMaTu-
geckue) (haKTOphl: TpeodIamaroIiee B yCIOBUAX
JMATOHUKH PACCTOSHUE MEXY 3ByKaMH — OOJIbINast
CeKyHJIa WJIM TOH, MOI00HO COBEPIICHHBIM KOHCO-
HaHCaM, OCHOBBIBAETCS Ha MPOTOPIHMH IMPOCTHIX
gucen 8§ : 9. [Ipu 3TOM HanuyMe B AAHHOM MPOTIOp-
MU Yrcia 9 UMeeT CylecTBEHHOE 3HadeHHe, Mo-
CKOJIBKY COTJIaCHO MH(aropeiickoMy CHMBOIH3MY,
3TO YUCJIO COOTBETCTBYET YEJIOBEKY. B ATOM CBA3M
CUCTEMY TUATOHMYECKUX TETPAXOPIOB MOXKHO CUH-
Tarh HanboJee 3HAUMMbBIM JIOCTHKEHUEM aHTHYHO-
IO MY3bIKAIbHOTO MCKYCCTBA: HAPSAY C aHTHYHBIM
OpZAEPOM B apXHTEKType U 00pa3aMH COBEPIIECHHO-
IO Tela 4YeloBeKa B M300pa3sHTEIHHOM HCKYCCTBE,
JIUATOHHKA CTajla CHMBOJIOM KOCMUYECKOTO TOPSiI-
Ka M ero aHajora — 4eJOBeKa-MHKPOKOCMa. DTUM
MOXXHO OOBACHUTH CO3BYYHE MOHATHS «KOCMOCH,
OJMH W3 TIEPEBOJOB KOTOPOTO — «CTPOW MHpPay,
C IIOHSTHEM «MY3bIKaJIbHBIA CTPOID».

Bce cdepsl TBOpueckol aKTHBHOCTH JPEBHHUX
IMHOB MMM IENBI0 co3JaHue olOpas3a coBep-

menHoro Kocmoca, BpICmIas ymopsiiou4eHHOCTH
KOTOPOTO TPOTHBOCTOUT H3HAYAJIBHOMY Xaocy.
ApXUTEKTypa M pa3lW4HbIe BUABI M300pa3nTENb-
HOT'O MCKYCCTBa pelIaId 3Ty 3a/1ady OIOCPEIOBaH-
HO, TOZpakas COBEPUICHHBIM MPOIOPIHSIM Tela
YeNloBeKa-MUKpPOKOCMa. B oTimmume oT HUX My3bIka
MMeNa BO3MOXKHOCTh BOCHPOHM3BOIUTH TapMOHHUIO
Kocmoca HenocpencTBeHHO, Tpeodpasyst HEOObST-
HBII 3BYKOBOWM Xa0C B 3ByHYalllU{ YIIOPSIOYEHHBII
KocMmoc. HecnydaliHO rpeku paccmarpuBaiyd My-
3BIKy KaK CpefoToure OO0KECTBEHHBIX NMPUHIIMIIOB
KOCMHUYECKOTO MHUPOYCTPOMCTBA, KAK BOCCO3aHUE
BBICUIEN TapMOHMH, ITIOPOXKAAEMON JBUKEHUEM He-
OecHbIx cdep.

Takxum o6pa3om, epBasi B UCTOPUU MY3BIKAIIb-
HO-TEOpETHYECKasi CHCTEMa SIBHJIACh PE3YyIbTaTOM
paIMOHAIIBHON NIeATEILHOCTH YeJIOBEKa, KOTopas
MO3BONIMJIa OCO3HATh YHWBEPCAJIBHBIA XapakTep
«TPaBUIBHBIX» (TO €CTh HanboJee MPOCTHIX) YUC-
JIOBBIX MTPOTIOPIIHH, ONIPEAEISAIONINX BBICIIYIO YIIO-
panodeHHocTs KocMoca, TesecCHOe COBEPIIEHCTBO
YeloBeKa, HeOECHYI0 M My3bIKaJIbHYI0 TaPMOHHUIO.
3aKOHOMEpPHBIM 00pa30M Ha MPOTSHKEHUH MHOTHX
CTOJICTHH My3BIKaJIbHAsl TEOPHS CUUTAIIACH HAYKOU
0 YHCiax; OHAa BXOAMJIA B KBAaJPUBUYM TOYHBIX
HayK M HM3ydYanach HapsAay ¢ apupMEeTHKOH, reo-
MeTpUel U acTpoHoMuel. UYTo ke kacaercs ecTe-
CTBEHHBIX MOTPEOHOCTEH CIIYXOBOTO BOCIIPHUSITHSI,
MPUOPUTET KOTOPBIX OTCTAaWBall, B YAaCTHOCTH,
APHUCTOKCEH, TO MOAABISIOMNM OOJBIIMHCTBOM
aBTOPOB OHHM PACICHUBAIHCH KaK HEIOCTATOYHO
OOBEKTHBHBI KPHUTEPUH OIEHKH KadecTBa 3BY-
yaHuil. 3aJoKeHHas JUTMHAMH TPATUIUs MTOMCKA
Hay4YHBIX, B TOM YHCJIE€ MaTeMaTHYeCKHX, OCHOB
MY3bIKaJIbHOW TApMOHHH MIPEICTaBIEHA H B COBpE-
MEHHBIX, B YaCTHOCTH, 3apyOE€XHBIX MY3BIKaJb-
HO-TEOPETHUECKHUX HcchenoBanusax (cm.: [7; §; 9;
10; 11; 12)).

Teopernueckuii 0a3uc eBPOMEHCKOTO MY3BI-
KaJIbHOTO MCKYCCTBa, pa3pabOTaHHBIN B 310Xy AH-
TUYHOCTH, CYIECTBEHHO HE MEHSICS Ha MPOTSKe-
HUU MHOTUX cTosieThii. O0O0OIMBIINE JOCTHKEHUS
AHTMYHOU Teopuru My3bIkH ydeOHuku lltomemes,
AsryctuHa, bosmust u Apyrux aBTOpPOB COXpaHsIIN
CBOM BBICOKMI aBTOPUTET BILUIOTH JO 310XH Bo3-
POX/IeHHs, KOTJIa HOBBIE TBOPYECKHUE 3a]1a4H [TOCTa-
BUJIM TIOJ] COMHEHHUE JATbHEUIIYI0 KH3HECTI0C00-
HOCTb CYUIECTBYIOIIEH T€OpUU My3biku. Benyuum
TBOPYECKUM TIPHUHIIUIIOM PEHECCAHCHOTO HCKYC-
CTBa SBHMJIOCH TpeOOBaHHWE MOAPAXaTh TMPHUPOJIE,
CTEIICHh COBEPINEHCTBA KOTOPOH, 03 COMHEHHS,
3HAYUTENIBHO YCTynajla coBeplieHCTBY Kocmoca.
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[ToaTomy apyroe He MeHee 3HaYMMOE TpeOoBaHHE
3MOXH — «IOApaKaHue AHTHYHOCTH» TMOJpazyMe-
BaJIO HE TOJHKO aKTyaJM3aIMIO CIO’KETOB M 00pa3oB
AHTUYHOM MU(OIJIOTUH U BO3BPAIICHUE K )KU3HU Be-
IyIUX BUIOB U KAaHPOB aHTUYHOTO MCKYCCTBa, HO
W palfiOHANbHbIE YCUJIHUS MO CO3aHUI0 HOBOW My-
3BIKAJIbHONH TEOpPHH, OTBEYAIOUIed MOTPEOHOCTIM
peuIeHnsT HOBBIX TBOPYECKUX 3a7ad. TeopeTuxu
U TIPaKTHKH MY3BIKaJbHOTO MCKYCCTBA, a MO3JHEe
Y Y4EHbBIE-€CTECTBOUCTIBITATENH, IPUCTYIIIIIN K JIe-
TaJbHOMN pa3padoTKe HOBOTO MY3bIKAJIbHO-TEOPETH-
4eCcKoro 06a3nca, KOTOPBI OKOHYATEILHO CIIOKHIICS
B XVIII Beke u 40 HACTOALIEIO BpEMEHU HE yTpa-
THUJI CBOEU aKTyaJIbHOCTH.

B ornuune ot aHTHYHOMH, Teopus My3bIku Bo3s-
POXIEHUs pa3padaTbIBasIach y>Ke B YCIOBHIX MHO-
TOTOJIOCHSI, COOTBETCTBEHHO, €€ MPUHIUIHAILHOE
HOBaTOPCTBO OBLJIO CBS3aHO HE TOJILKO C M3MCHE-
HUEM 00pa3HOil ceprl, HO TaKKe CO CTPEMIIEHUEM
MOCTUYh 3aKOHBI IIOCTPOEHUS TAPMOHUYECKOI Bep-
TUKaJdu. B xome pemeHus 3TUX 3a1ad MPOU30IILIIO0
pacmupeHne Kpyra «O(QHIMAILHO TMPU3HAHHBIX»
Onaro3By4Hii: B X YMCIIO Obla BKIIIOUEHA TEPLHS,
KOTOpasi B YCJOBHSX TETPAXOPAHOTO MBIIUICHUS
AHTHYHOCTH BOCHpPUHUMAJIACh KaK HEYCTOWYH-
BOE CO3ByUYHE, TATOTEIOIIEe K MEPEXOqy B COBEp-
HICHHBIN KOHCOHAHC KBapThl. Ha 3Ty 0coOeHHOCTD
AHTUYHOTO MY3BIKAaJbHOTO MBIIIJICHUS YyKa3bIBajl
E. l'epuman: «Kpaitaue 3Byku TeTpaxopia QyHKIuU-
OHHMPOBAJIN KaK CBOCOOPA3HBIE KOJIOHHBI “1aJI0BOTO
opzaepa” (110 aHAJIOTUW C AHTHYHBIMUA apXUTEKTyp-
HBIMHU OpZIEpaMHt), KaK HEKHE “‘TepaKJIOBBI CTOJIOBI,
MOJIIEP)KUBAIOIINE BCIO BHYTPEHHIOIO KOHCTPYK-
uto TeTpaxopaa» [3, c. 54]. Ilponsomeniiee B Te-
YEHHE CTOJIETHH pacIIMpEeHue JIaJOBOTO JTUAIa30Ha
IO OKTaBbI 00y CIIOBIIIO HOBOE OTHOIIEHHE K TEPIIUN
1 ITO3BOJIWJIO BKIIIOUUTH €€ B SJIUTApHBIA KPYTr KOH-
COHAHTHBIX co3Byumii. Kak ormeuaer 1O. Tromwms,
«HE TOJBKO KBApPTHl U KBUHTHI, HO U TEPLUUHU IpPHU-
o0Openu mpaBa KOHCOHUPYIOMINX HOPM HACTPOUKI»
[5, c. 37]. C TeueHneM BpeMEHH MHTEPBAJ TEPIHH
(6omp1ION M MaJoi) CTaNl BEIyIIUM CPEICTBOM Op-
TaHU3allUK JABYX U3MEPEHUN 3BYKOBOM TKaHH, OJI-
Hako B OoJiee HU3KOM CTaTyce — HECOBEPIICHHOTO
KOHCOHAHCA.

3aciyra MareMaTu4eckoro 000CHOBAHUS Tep-
[[OBOTO KOHCOHAHCAa ¥, COOTBETCTBEHHO, MayKOp-
HOTO W MHHOPHOTO TPE3BYYHIl NPHUIHCHIBACTCS
k. LapauHO, KOTOpPBIA OMpEaeNnil, YTO OCHOBY
00BpIION M MaNOl Tepumii (KaK ¥ BCEX COBEPIIEH-
HBIX KOHCOHAHCOB) COCTABIIAIOT OTHOILIEHUS IPO-
cThIX uncenl — 4 : 5 u 5 : 6. B pe3ynprare Tepio-

BBIE€ CO3BYYHS, KOTOPHIE YK€ TOCTATOYHO LIMPOKO
HCMOJB30BAINCh B IPAKTUKE MY3ULMPOBaHMS,
MONyYWJIM CBOE palnoHallbHOE OOBSCHEHUE; Ka-
HOH COBEPIIEHHBIX YHCIOBBIX MPOMOPIHI OMH-
MO boxecTBeHHON TeTpakcuc BKIIIOYUI B CBOIO
chepy uncna 5 U 6, 9TO TO3BOJIHIIO CYIIECTBEHHO
000TaTHTh MY3bIKaJIbHBIHN S3BIK U PACHIUPHUTH Ce-
Py BOcCco3daBaeMbIX My3bIKOH 00pa3zoB. Ot Bos-
poxaenus k XVIII Beky My3bIKaibHas TeOpus BCE
Oojee cTaHOBHMIIACh HAyKOW O TEPIIOBOM CTpoOe-
HUU CO3BYYHi (aKKOP/AOB), TO €CTh O MPABUIBHBIX
mpornopuusix B cdepe My3bIKaIbHBIX 3ByYaHUH.
B sT0i1 cBsI3M ymMecTHO BCIOMHUTH JleoHapno na
BuHuu, KOTOpHIN yTBEpKAaJl BEAYIIYIO POJIb pa-
LHUOHAJIBHOTO Hayaja B UCKYCCTBE U, B YaCTHOCTH,
YKa3bIBaj, 4TO POACTBO XUBOIIMCH U MY3BIKH CO-
CTOUT B HAJWYHHM CTPOTUX MaTeMaTHYECKHX 3a-
KOHOMEPHOCTEH, YTO IO3BOJISIET CUYUTATh MY3BIKY
MJIaUIENd CECTPOl KUBOMHUCHU. «My3BIKYy HEIb3s
Ha3BaTh MHAuYe, KaK CECTPOIO )KUBOIUCH, — IUIIET
OH, — TaK KaK OHa ... CKJIaJbIBACT FTAPMOHUIO COYE-
TaHUEM CBOUX IPONOPLUMOHAIBHBIX YacTEH ... HE
WHauye, Kak o0l KOHTYp OOHUMAET OTIENbHEIC
YJICHBI [4eJI0BEUECKOU (DUTYPHI |, U3 YE€TO POXKIACT-
Cs yeJoBedecKas KpacoTa» [4, c. 546].

BrnocnenctBun 3HauMTENBbHBIM BKJIAA B CTa-
HOBJICHHE YYEHHS O MY3BIKAJIBHBIX CO3BYYHSIX
BHEC Kan-Oumunn Pamo. OH o0ocHOBan 3ako-
HOMEpPHBII XapakTep MY3bIKaJIbHON BEPTHUKAIH,
CHUCTEMAaTH3UPOBAT W YHU(UIHUPOBAI OCHOBHBIE
BHJIBI aKKOPJIOB, TEM CAMBIM 3QJI0KUB 0a3HC HAYKH
0 MY3bIKaJbHOH IapMOHHH. B 3TOI CBS3U OTKpHI-
Thle PaMO MpUHIIUIIBI TAPMOHMYECKOTO MBIIIIICHUS
MOXHO pacCMaTpUBaTh KaK XyI0KECTBEHHYIO aHa-
JIOTHIO MpaBui i pazyma Pene Jlekapta — ocHo-
BOIIOJIOKHHKA HOBOEBPOIIEHCKOrO palroHaau3ma.
[Ipu sTOM Hemb3s 3a0bIBaTh, YTO MpoIlecC YHUDU-
Kalluy CO3BYYMiII MMEJI B CBOEH OCHOBE HE TOJb-
KO MAaT€MaTHYECKHE, HO U €CTECTBEHHOHAYYHBIE
OCHOBaHMs. Jl0 HACTOSIIETO BPEMEHHU YIUBIICHHE
BBI3BIBAET TOT (DAKT, YTO TPAAMIHMOHHBIA IS MYy-
3bIKaJIbHOM Teopun panvoHanu3sM B XVII Beke
HaIENl CTOPOHHUKA B JIMLE €CTECTBEHHOHAYYHOTO
sMmnupusma. Maremaruueckue pacu€tel Lapauno
MOJYYUJIM HEOIPOBEPKUMOE  OIBITHO-3KCIEPH-
MEHTAJIbHOE IOATBEPKAECHUE, KOIZla E€CTECTBOM-
CIBITATEIN OTKPBLIH ABJIEHHE 00EPTOHOBOTO Psa,
KOTOPBIN BKJIIOYAET B CBOIO CTPYKTYpPYy OONIBIIyIO
1 MaJIyl0 TEPLUU B KaU€CTBE, COOTBETCTBEHHO, I151-
TOTO Y LHIECTOTO HIEMEHTOB.

OTO OTKpBITHE TOJHOCTHIO OTBEYAJIO YMO-
HACTPOCHUI0 HOBOM 3MOXUM C €€ TIOBBIILIEHHBIM
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WHTEPECOM K TPHUPONEC M €CTECTBEHHOHAYYHBIM
nccnenoBanusM. OHO oO3Ha4YasIo0, 9TO Tepmus (co-
OTBETCTBEHHO, TPE3BYUYHE) OTBEUACT OTHOBPEMCH-
HO KaK YHUCJIOBBHIM, TaK W €CTECTBEHHOHAYYHBIM
3akoHoOMepHOCTIM: «Eciu y Ilapnuno dusnueckas
MpuUpoaa 3ByKa €mié HE MBICIWIACh B KaueCTBE
npeaMera Teopur, To B HoBoe BpeMs TEOPETHKH
YK€ MIUPOKO ONEPHPOBATH  (PU3UKO-3BYKOBBIMHU
mousTusMmU» [6, c. 170]. OdeBumnass OOITHOCTH
pe3yIbTaTOB MaTeMAaTUYSCKUX PAcu€TOB M OMBIT-
HO-IKCTICPUMEHTAIILHOTO HCCIICAOBAHUS aKyCTH-
YeCKOM TPHUPONBI 3ByKa CTalla HEOIPOBEPIKUMBIM
CBUJIETEJILCTBOM CIipaBemsiuBocTH uueu IIpocse-
IIEHUSI O BBICIIEH Pa3yMHOCTH MHUPOYCTPOWCTBA,
a 3BYKOBBIM BOIUTOIIICHUEM ITHX HACH CcTalla My3bI-
ka Knaccummusma. MoXHO yTBEp)KIaTh, YTO TEPIIHS
(B €€ eaMHOBPEMEHHOM WM IIOCJICOBATECIHLHOM
3BYYaHUH) SBWJIACH TJIABCHCTBYIOIIUM CPEICTBOM
BOIUIOMICHUST BEAYIICH HIEH HOBOEBPOIICHCKOTO
panmoHanmu3Ma u uckycctsa Kiaccurmsma, a UMeH-
HO YOSXIEHHOCTH B CyIIIECTBOBAHUH 3aKOHOB, €T~
HbIX 11 Beiciiero Pasyma, mpupo/ibl 1 yesioBeka.
OnHako TEpIUio HENb3s OTOXKICCTBIIATH C CO-
BEpIIICHHBIMA KOHCOHAHCAMU: 3TOT WHTEPBAI UMe-
€T 0CcO0BIC Ka9eCTBa, TAKKE OTBEUAIOIINE XyIOXKE-
CTBEHHBIM YCTPEMJICHUSM BpEMEHH. Bo-TIepBBIX,
TEPIUS OTHOCUTCS K YHUCIY HWHTEPBAJIOB, HaW-
Oosice ymOOHBIX IS TOJIOCOBOTO WHTOHUPOBA-
HHS, BO-BTOPHIX, OHa HMEET 3MOIMOHATLHYIO
OKpAIIeHHOCTh, YTO IO3BOJSET €W CTarh HO-
cuTelieM MHPOPMAIMU O MPUPOIHOU (dIMOIHO-
HaJIbHOM) cTOpoHe uenoBeka. Kak oTmewanock
BBINIIC, TEPIHIO MOKHO CUHTATh OCHOBOTIOJIATa-
OIIUM CTPYKTYPHBIM DJIIEMEHTOM MY3BIKaJIbHO-
ro Kmaccumnusma, 00yCIOBIMBAIOMINM €IHHCTBO
3BYKOBOW TKaHW M OTBEYAIOIINM MOTPEOHOCTAM
€IMHOBPEMEHHOTO pPEIICHUs ABYX 3amad — obe-
CIICUCHUS Oaro3By4Hs BEPTHKAIHM M TPUIAHUS
BBIpa3UTENbHOCTH TOopu3oHTanu. «Kiaccuue-
CKas CHCTeMa Makopa W MHHOpPa HCIOJB3YET B
Ka4eCTBE aKKOPJAOBBIX COUCTAHHUIN IIPEKIIE BCETO
TEpLOBbIE CO3BYYHS, UTO OTpaxaeT e€ crenudu-
Ky», — mumet 0. berakos [2, ¢. 35-36]. CraBmas
ATaJIOHOM TapMOHUS MYy3BIKaIbHOTO Kitaccurus-
Ma obecrieunBaeTCs, TaAKUM 00pa3oM, eTHHCTBOM
HaXOASIIUXCS B PaBHOBECHH CTOPOH: YHHUBEP-
CaJbHOW B CBOEH OOBEKTHBHOCTH, «HAI4YEIIOBE-
YeCKOW» TapMOHWYECKOW BEPTHKAIH W WHIUBH-
JyaJIU3UPOBAHHOW MENOJWU, NPEeACTaBISIONIEH
TYMaHUTAPHYIO COCTAaBIAIONIYI0 MY3BIKaJIbHOMN
TkaHu. OTCIOa — HEPa3pPBIBHOE SIUHCTBO OOXKe-
CTBEHHOTO COBEPIICHCTBA U TITyOOKOH UYemoBed-
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HOCTH, CTOJIb XapaKTepHBIE ISl 00pa3oB My3bI-
KaJbHOU KJIIACCHUKH.

Crneunguka TepHMH KaK CPEIOTOYHs Ooxe-
CTBEHHO} rapMOHUH YHCEJl, ECTECTBEHHBIX 3aKOHOB
aKyCTHKH, a TaKKe MPHUPOABI TOIOCOBOTO WHTOHH-
pPOBaHHUS M MOTPEOHOCTEH CIIyXOBOTO BOCIPHUATHUS
yenoBeka obecrednia My3bike Kimaccuimsma Bo3-
MOYKHOCTH B TIOJIHOW MEpe peann30BaTh MPHUHIIN-
MBI «TIOIPAXAHUST AHTHYHOCTH» M «IOAPKAHUS
npuponey. Tak, 61M30CTh K AHTUYHOCTH OOHApY-
KUBAETCAd B TOCJIENOBATENBHON parMoHAIN3alNuN
TBOPYECKOTO MpOIecca, B CO3JAaHIH YIEHHUS O MYy-
3BIKAQJTPHON BEPTHKAIM, OMHPAIONIETOocss Ha Ipo-
MOPIIUH YUCEIN, KOJMYECTBO KOTOPHIX BO3POCIO OT
4eThIpéx A0 mecTt. CeqoBanue Mpupoje, B CBOIO
ouepellb, MPOSABIIET cebs B creuupuke TepIo-
BBIX TaPMOHHYECKHX U MEJIOANYECKUX CTPYKTYp,
MO3BOJISIONINX JEMOHCTPHUPOBAaTh €CTECTBEHHYIO
CTPYKTYpY 3BYKa M BOCCO3/1aBaTh IPUPOAHbIE (IMO-
UOHAIBHBIE, a()()EeKTHBHBIC) MPOSBICHUS YeIIOBE-
ka. [Ipu aToM Hanuume GOJIBIION M MaJloW Tepuui
B CTPYKType OOEpTOHOBOIO psia BBICTyIaeT Kak
CBSI3yIOIllee 3BEHO, CBUIETEIHCTBYIOIIEE O CyIile-
CTBOBAaHWH HEPA3PHIBHON B3aMMOCBA3H O0KECTBEH-
HOTO (YHCJIOBOTO) M YEIOBEUECKOTO (3MOIIMOHAIIb-
HOTO) HaJall.

Onmnako Teopetndeckue HoBanuu X VII-XVIII
CTOJIETHI HE MCUYEPIIBIBAIOTCS yUYEHUEM O 3aKOHO-
MEpHOCTAX FapMOHHYECKO# BepTukanu. Paccma-
TpUBas IPEEMCTBEHHBIE CBSI3U HOBOECBPOIIEHCKOM
MY3bIKM C aHTUYHOH TpaJuLMEl, HEIb3sl HE OT-
METHUTh TOT (aKT, 4YTO BRXKHEUIITUM JIOCTHKCHHEM
00enx 3MoX SIBUIOCH (OPMUPOBAHHUE MY3BIKAIb-
HOTO CTposi. B mpOTHBOBEC WMEIOIIMM MHOTO-
BEKOBYIO HCTOpHIO ycTaHoBIeHUsM I[ludaropa
B MY3bIKaJIbBHOM HCKyccTBe Knaccummsma mpou-
30IIUI0 OKOHYATEIbHOE YTBEPXKIACHHUE pPAaBHOMEp-
HO TEMIEPHUPOBAHHOTO CTPOS M CIOXKHUBIIEHCS
Ha €ro OCHOBE Ma)XOPO-MHHOPHOHW JTaJ0BOW CH-
creMbl. [Ipu 3TomM B mporecce pa3pabOTKH ABYX
HanOonee 3HAYUMBIX CHOCOOOB TIOCTPOECHUS
3BYKOBOTO psifa (TMH(aropeiickoro u paBHOMeEp-
HO TEMIIEPUPOBAHHOTO CTPOS) HMCIOIB30BATHCH
CXOIHBIE MaTEeMaTHYECKHE M OIBITHO-3KCIEPH-
MEHTaIbHbIe MeTobl. OJHAKO B MEPBOM CiIydae
TJIABEHCTBYIOIIAas pojib, 0€3 COMHEHHS, OTBOIU-
Jlach MareMarTHhKe: MPOMOPIHH MPOCTHIX YHUCEI
SBWJIHCH BeAymUM QakTtopoM (HOpMHPOBAHUS
3BYKOBOTro cocrasa [ludaroposa cTpos, Marema-
THYECKOE COBEPIIEHCTBO KOTOPOTO COOTBETCTBO-
BaJIO MPEJCTABICHUIM JIPEBHUX O COBEPIICHCTBE
KOCMHYECKOTO MUPOYCTPOMUCTBA.
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UTo e KacaeTcs PaBHOMEPHO TEMIICPUPO-
BaHHOI'O CTPOsi, TO 3/IeCh TIIABEHCTBYIOIIEE 3HA-
yeHUEe O0pesid Pe3yiIbTaThl €CTECTBEHHOHAYYHBIX
UCCIICIOBAHUN — aKyCTHMYECKHX IKCIECPHMEHTOB.
Bennunna 0CHOBHOM COCTaBIISIONIEN paBHOMEPHO
TEMIIEPUPOBAHHOTO CTPOS — MMOJIyTOHA (MaJoH ce-
KyHJbl) SIBUJIACH PE3YJABTATOM JIEJIEHUSI OKTaBHI Ha
JIBEHAAIATh paBHBIX YacTelt u coctaBmiaa 100 1eH-
ToB. [Ipy »TOM abCOMIOTHBIE B CBOCH OOBLEKTHB-
HOCTH YHCJIOBBIC IMPOIMOPUHU OTOIIM Ha BTOpOfI
IUIaH, YCTYIUB IIEPBEHCTBO KPUTEPUIO CIyXOBOIO
BOCHPUATHA YCIIOBCKA. «Takas YpaBHOBCIINBA-
omas HMHTEPBAJIBHBIC COOTHOWICHUA TEMIICpa-
Ul OKa3aJlach BIIOJHE €CTECTBEHHOM ... TaK Kak
OHAa ONHUPACTCS HA 3aKOHBI CIYXOBOH KOPPEKIUHU
1 HEHM3MEHICMOCTH KauecTBa MHTEpBajia MPH €ro
KOJIMYCCTBCHHBIX PA3HOBUAHOCTAX), — MUIICT I10
stomy moBoxy FO. Tiomun [5, c. 62]. IIpuopurer
OIIBITHO-3KCIICPUMEHTAJIBHBIX METOAOB B YCJIOBU-
sx Hosoro BpEMCHU MOXHO pacCMaTpuBaTb KakK
3aKOHOMEPHOE CJICICTBME MHTCHCHUBHOIO Pa3BH-
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KpeaTuBHble NpMEMbI B peKAaMe MY3bIKaAbHbIX COObITHIA

Crarbs MOCBsIIIEHA NCCIIEI0OBAHUIO KPeaTHBa KaK COCTABIISIONIEH POABMKEHHUS My3bIKJILHOTO coObITHS. Kpearus
B peKJIaMe MY3bIKaIbHBIX COOBITHH (hOpMHUpYETCs 32 CUET UCTIONB30BaHNSI KPEaTHBHBIX IPUEMOB U MOXKET (PyHKIIMOHH-
poBarh Kak Ha ypOBHE KJIFOYEBOTO COOOIIEHHs — ahUIIN/TUIaKara, TaK ¥ Ha yPOBHE €ro MaTepHaIbHBIX PEIPE3CHTaHT
— KJIIOYEBBIX 00pa30B, PEKIAMHOTO IPOCTPAHCTBA, KOJIOPUCTUYECKUX PEIICHNH, CHMBOJIOB, PEKJIAMHBIX ITEPCOHAXEH,
arpuOyTOB My3BIKAJILHOTO COOBITHSA U T. 1. B pesynbsrare nccneoBaHus CTPYKTYPBI ¥ COAEPKAaHMSI COBPEMEHHBIX Ija-
KaTOB ¥ ayMIII IJIAeTCs BBIBOZ O CHHTE3€ ATHX JKAHPOB M MHTEIPALlMH B COBPEMEHHBIX PEKJIaMHBIX MaTepraax My3bl-
KaJIbHBIX COOBITHI MH(OPMAMOHHONW 1 NMHIKEBOW (DYHKIMI. AHAIIM3 UCIOIF30BAaHNs KPEaTHBHBIX IPUEMOB B peKJiia-
M€ MY3bIKaJbHBIX COOBITHI (B CTaTbe MPUBOANTCS HECKOJIBKO IIPUMEPOB TAKOTO aHaJIM3a) M03BOJIIET chOPMyYIINpOBaTh
MapKETUHTOBBIA MPUHIIHUIT ITPOIFOCUPOBAHNS My3BbIKIBHBIX COOBITHH. CONIaCHO 3TOMY NPHHIUITY, MEHE/DKMEHT JI0JI-
JKEeH OBITh OPHEHTHPOBAH Ha IOTPEOHTENECH, TO €CTh KOHIIENINS MY3bIKaIbHOTO MEPOTIPUSTHS JOJKHA COOTBETCTBO-
BaTh LIEHHOCTSIM IIEJIEBBIX ayIUTOPHH, a KIIIOYEBOE COOOIIEHNE — ONMPAThCsl Ha KOHLCTIIIUIO MY3BIKAJIBHOTO COOBITHS
1 OCHOBBIBATHCSl HA MHCANTAX IeJIEBBIX ayanTopuid. Ha 6ase onucanus QpyHKIMHA Kpearusa B adHIIax U Iakarax 00o-
CHOBAHO TIOJIO)KEHHE O TOM, YTO MOBBIIIEHHE 3()(PEKTUBHOCTH PEKJIaMbl MY3bIKaJIbHBIX COOBITHA BO3MOXKHO 32 CUET
HCIIOJNIb30BaHUsI KPEaTHBHBIX MPUEMOB B TOM CIIydae, €CJIM COOJIOAEHO YCIOBUE COOTBETCTBHUS KIIIOYEBOTO COOOIICHHS
TuTakara/aduIny HHCaiiTaM [eNeBbIX ayAuTOPHU, KITI0YeBOro o0pasa rakara/a(uiny — X KII0YEeBOMY COOOLICHUIO.

KiroueBble clioBa: My3bIKaJIbHOE COOBITHE, COOBITHIHBIA MAapKETHHI, KpeaTHB, KpeaTHBHbIE NPUEMBI, peKiIama,
a¢wua, 1aKar.
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Creative Techniques in Promotion of Musical Events

The article is devoted to study of creative input as a component of promotion of a musical event. Creative input in
the advertisement of musical events is formed by means of utilizing creative methods and may function on the level
of the basic means of reference, the playbill/poster, as well as on the level of its material representations — the key
images, promotional space, coloristic solutions, symbols, advertising characters, attributes of the musical event, etc.
As the result of the study of the structure and content of present-day playbills and posters the conclusion is arrived
at concerning the synthesis of these genres and the integration of the informational and the image-related functions
in contemporary promotional materials covering musical events. Analysis of the use of creative means in promotion
of musical events (the article presents several examples of this type of analysis) makes it possible to articulate the
marketing principle of production of musical events. According this principle, management must be oriented towards
the consumers, i. e. the conception of the musical event must correspond to the values of the target audiences, while the
key message must rely on the conception of the musical event and must be based on the insights of the target audiences.
On the basis of description of the functions of the creative input in playbills and posters the thesis is substantiated that
it is possible to raise the effectiveness of promotion of musical events by means of applying creative means on the
stipulation of meeting the condition that the key message of the playbill/poster corresponds to the insights of the target
audiences, and the key image of the playbill/poster matches their key message.

Keywords: musical event, event-related marketing, creative input, creative methods, promotion, playbill, poster.
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KTyaJIbHOCTb TEMBI HCTIOIb30BaHNs KpeaTu-
Ba B MPOABIKEHUH MY3BIKaIbHBIX COOBITHIA
MpeaonpenenasieTcs TeM, 4T0 KOMMEpITHa-

JU3anus My3bIKallbHON cepbl ¢ Hen30e:KHOCTHIO

00yCJIOBIMBAaET SKOHOMHYECKHUN TOIXOM K MY3bI-

KaJIbHOMY COOBITHIO, YTO 03HAYAET Ha MIPAKTHUKE €TO

pa3paboTKy Ha OCHOBE OHM3HEC-MOJICIIH, CITIOCOOHOH

KOMIICHCHPOBATh HMHBECTUITNU B TIPOCKT [2, ¢. 81].

IIpu 3TOM MapKETHHIOBBIA NOAXOH, MPU KOTOPOM

MIPOEKTUPOBAHNE MY3BIKAIBHBIX COOBITHH OpH-

EHTHPOBAHO Ha MOTpeOuTeNel Ha OCHOBE MOAETH

MapKEeTHHT-MHUKC, 001a/1a€T 0COOBIM OTEHITHAIIOM.

Baxxnyro poib B crucTeMe MpoABMKEHUS My3bIKaIb-

HOTO COOBITHSI UTPAET KPEaTwB, TaK KaK IPH €ro

MIPUMEHEHUH YNa&TCsl COOMIOCTH OJMH M3 Ba)KHBIX

MIPUHLIMAIIOB MAapKeTHHIa: TNPOABIKEHUE IPOAYK-

Ta JOIDKHO COOTBETCTBOBATh €ro OCOOEHHOCTSIM.

My3bIKkaabHOE COOBITHE OJHOBPEMEHHO SBIIAETCS

1 0COOBIM KOHIIENITOM, U MeponpusiTueM. TBop-

YEeCTBO KaK IVIaBHAsl €r0 COCTAaBJISIONMIAs COOTBET-

CTBYET CTpPEeMJICHHSIM WU TOTPeOHOCTAM 3puTeneit

M YYacCTHHKOB, YTO CBS3aHO C CaMOpeaHn3alfei,

JIUYHOCTHBIM Pa3BUTHEM, JYXOBHBIM POCTOM Ha OC-

HOBE NMPHUOOIIEHHUS K MY3bIKaJIbHON KYIBTYpE.

IIpoBeaé€nHas cucremaru3anusa KOMMYHHUKaIIH-

OHHBIX MHCTPYMEHTOB, HCIIOJIb3YEeMBIX MPH MpO-

JBW)KCHUU MY3BIKAIBHBIX COOBITHH, MO3BOJISET

CZeNIaTh BBIBOJ O TOM, YTO Ha PbIHKE MPUMEHSIOT-

Csl M CTaHJapTHBIE, U MHHOBALIMOHHO-KPEaTHBHbIE

WHCTPYMEHTHI TPOABM)XEHHUS M BHJIBI PEKJIAMBI.

Hama rumore3a cocTOMT B TOM, 4TO MpeuMyIIe-

CTBEHHOE HCIIOJB30BAaHNE B CHCTEME IPOJIBHIKE-

HUA MY3BIKQJIBHOTO COOBITHS KaK TBOPYECKOTO

KOHIIETITa KpPEaTWBHO-MHHOBAIIMOHHOTO HWHCTPY-

MEHTapHs CIIOCOOHO MOJIOKUTEIHHO MOBIUATH Ha

ero apdextuBHoCTS [4, c. 49-53]. Kpearus — Bax-

Hasg COCTABISIONIas W MY3BIKAJIBHOTO COOBITHSA,

U MHCTPYMEHTOB €r0 MPOJBIDKEHHUS, M IpoIecca

npoAocupoBanus. TeopeTUKO-METO10I0TUUECKON

OCHOBOM JaHHOTO HICCIJIEJIOBAHMS ABIAIOTCS Hayd-

Hble TPyAbl, MOCBANIEHHBIE KPEAaTUBHOMY MBIIII-

JIEHWIO0, KPEAaTHBHONW JSKOHOMHUKE, KpPEaTUBHOMY

KJIacCy, KOMMYHHUKAITMOHHOMY MapKeTHHTY, HHHO-

BanusM. Vcronp30Banuch METOABI UCCIIEIOBAHU:

OnucaTelibHO-aHAJIUTUYECKUM, CPABHUTEIbHBIN,

CTPYKTYpPHBIH, CEMaHTHYECKOTO aHann3a. Paccma-

TPUBas PEKJIaMHBIE MaTE€PHAIIBl My3bIKAIbHBIX CO-

OBITHI, aBTOPHI M3Y4YalOT KPEaTUBHBIE MPUEMEI,

WCIIOJIb3yeMble B MIPENCTABIAIOMNX WX adumax u

MOCTEpax.

KpeaTtuBHbIE TPOEKTH — @ UMEHHO K KpEaTHB-

HBIM NPOEKTaM MOYKHO OTHECTH MY3BIKaJbHOE CO-
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ObITHE, MYy3bIKAJIBHOE MEPONPUATHE — TPEOYIOT
0c000T0 THITa MEHEHKMEHTA — KPEaTUBHOTO YIIPaB-
JIEHWS Ha OCHOBax MapkeTwHra [3, c. 56]. Heors-
€MJIEMOM YacCThIO TAaKOTO IPOEKTa COOBITHITHOTO
MapKeTHHTa CTAaHOBHUTCS CHCTEMa €r0 MPOJBHKE-
Hus. [Ipy 5TOM TIIaBHBIM MPUHIMIIOM Pa3paboOTKH
CUCTEMBI MTPOJIBUXKEHHUS SIBIISIETCSL €€ KOHIICTITYallb-
HOE COOTBETCTBHE MY3bIKAIIbHOMY COOBITHIO Kak
KpeaTuBHOMY TNpoekTy. KpeaTrnBHOe ympaBieHue
MY3bIKQUIBHBIMU MPOEKTAMH W HMX TNPOJBHKECHUEM
MPEJCTABIIAECTCS HAM TEXHOJIOTHEH, COCTOSIIEH U3
onpenenéHHON NOCIEN0BATEIbHOCTH 3TAIIOB Kpea-
THUBHOTO TIpOIlecca C ONMCAHNEM Ha KayKJJOM M3 dTa-
OB MPHUHIIUIIOB, MPABMWII, €r0 COCTABIAIOIMHUX |5,
c. 59,70, 127,163, 171].

Oco0bIM HMHCTPYMEHTOM, IOBBIMIAIONIAM Kade-
CTBO TPOEKTUPOBAHUS KpeaTHBa, SIBISIOTCA Kpea-
TUBHBIE MPUEMBI, UCTIONB3yEMbIE Ha ATale TeHepa-
UM WICH U peKJIaMbl MY3BIKAILHBIX COOBITHH.
Onm mpencrapisior co0oi ocoboe NeicTBHE COo3-
JlaTeneil KOMMyHUKaLUM, IpUMEHsIEMOe TP paspa-
00TKe PEKITaMHBIX MTPOJYKTOB, HAIPaBJIeHHOE Ha T10-
BBIIICHNE TTPOAYKTUBHOCTH KPEAaTHBHOTO Mpolecca
1 (hopMUpOBaHHE Y NETICBON ayJJUTOPUH, C KOTOPOM
B3aUMOJICHCTBYET pekiiama, d(pQeKkra HOBU3HBI, He-
CTaHJAPTHOCTH, OpUTHHAIBHOCTU. Kpome kpeaTus-
HBIX TPUEMOB, B pEKIIaMe MY3BIKAJIBHBIX COOBITHIA
MOXKHO BBIJICNIUTh TaK HAa3bIBACMbIC KPEaTHBHEBIC
ANIEMEHTHI — HECTaHJIAPTHBIE COCTapisfone adu-
I WK TI0CTEpa, HAIPpUMep, HEOOBIYHBIE CUMBOITHI,
OpUTHHAIILHBIE TEKCTHI, CMOAEIMPOBAHHOE OCOOBIM
00pa3oM peKJIaMHOE MPOCTPAHCTBO MOCTepa/aduiim
u gap. IlapagokcampHO, HO KpeaTuB M KpeaTWBHBIE
NpuéMbI OMHUPAIOTCS HA CTAHIAPT M CTaHAApTHEHIC
MprUEMBL. ITO 03HAYAET, UTO 0053aTEIHHBIM 3TAIIOM B
pa3paboTKe KPEeaTUBHOTO PEIICHUS SIBISETCS U3yde-
HHUE CTaHJapPTHBIX PEHICHUIA, UCTIONb3yeMBbIX B adu-
I1ax ¥ IocTepax.

XKanper apumm u mocrepa ONM3KM B HUMEIOT
CBOIO JIaBHIOIO UCTOpHIO M Tpaauiwu. CymiecTBy-
€T MHEHHE, YTO JKaHp IUIaKaTa BO3HHK B TeaTpalib-
HO-MY3BIKQJIFHON cdepe Ha OCHOBE >kKaHpa adurm,
ero ocHoBomonoxHuKamu cranmu A. Tymys-Jlorpex,
A. Myxa, T. Crelinnex u ap., Kaxmnas u3 padoT Ko-
TOPBIX TI0 CYTH SBISIETCA HE TOJBKO PEKIaMOW, HO
U Tpom3BeneHneM HckyccrBa. CranmaptHas adu-
I1a MY3BIKQJIBHOTO COOBITHS CTPOHTCA MO (popmy-
ne «aro? — rae? — korma? — KTo?», a e€ BusyaiabHas
9acTh 3a CBOIO HCTOPUIO MIpeTepIiesia 3HaYNTEIbHbIC
W3MEHEHHUS: OT JIAKOHMYHBIX CTAaHJAPTHBIX Trpadu-
YECKUX 2JIEMEHTOB (JICHTHI, Ba3bl, JINPHI U T. 1I.) 1O
MOJHOIIBETHOTO (hOTOrpaprUECKOro HU300paKeHHUS
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aBHOTO Jura coowrtus (puc. 1). Mcropudecku cio-
JKWJIOCh TaK, 9TO 3a CTaHAApTHOW aduIIel 3aKpe-
wieHa UH(opMaoHHast QYHKIHS, a WMHDKEBYIO
(YHKIMIO BBIIONHSET TUiakar. sl cTaHJapTHOTO
IaKara — Kak MpaBuio, KpynmHo(OpMaTHOro HMH/I-
JKEBOTO M3JJaHUS — XapaKTEepPHO JOMUHHPOBAHUC BHU-
3yaJbHOM YacTH Haj BepOanbHOU. [T1aBHast QyHKIus
IIaKara — Co3J[aHue PEeKIaMHOTO 00pa3a Ha OCHOBE
KOHIICIIIMU MY3bIKaJIbHOTO MEPOTIPHUSITHSL.

DopTenuaHHbIi KBUHTET conb MuHop (1940) op. 57,
CrpyHHbiii kBapTeT N2 8 o MuHop (1960) cod. 110

Conuctbl
CHpunKa
cHpunka
anst
BUONOHYEND
oprenvato

Puc. 1. CoBpemeHHble CTaHAAPTHbIE
TeaTpaAbHble achuium, NOCTPOeHHble Mo hopmyae
«4T0? — rae? — Koraa? — KTo?»,
peaamnsyowme MHPOPMaLMOHHYIO DYHKUMIO!

VANGOUVER

Puc. 2. CoBpemeHHbIii NAakaT (hOAbKAOPHOIO
My3blKaAbHOro pectrBaAs B BaHkyBepe?

Kak mnoxazan aHanu3, UHTEPECHOW COBpPEMEH-
HOM TEHICHIMEW pa3BUTHUS IUIAKaTOB W aduir B
MY3BIKQILHOU cdepe SBISETCS UX KaHpoBoe cOIu-
JKCHUC: PCKIITAMHBIC MaTCpUalbl, HOCBSIHIéHHBIe My-
3BIKAJIbHBIM COOBITUSM, C OJHOW CTOPOHBI, COIEP-
JKar B ce0e KiaccuuecKuil HH(OOPMAIMOHHBIN OJI0K,
BBICTpaMBaeMbIil 1O cxeMe «4ro? — rae? — korma?
— KTO?», C APyrod — B UX BU3YyaJIbHOW YacTH TpPea-
CTaBIIEHBI SIPKUE, PEKIIaMHBIE 00pa3bl, peannu3yro-
HIMe UMUDKEBYIO (QyHKIIHIO.
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Puc. 3. PekaamHoe cooblueHue,
CUHTe3upylolLlee aduLLy M NnAakar,
NOCBALLEHHOE AXa3-hecTMBaAI0 B MOHTPE?

HpaiiBepomM pa3BUTHS 3TOIO0 HOBOI'O CHHTETH-
YEeCKOTo JKaHpa, O0BeIUHSIOmEro WH(OOPMAaInOH-
HYIO0 ¥ 00pa3Hy0 (QyHKITUH, ABIISIOTCS KPeaTUBHBIC
MPUEMBI U 3JIEMEHTBI, NCTIIOIB30BaHNE KOTOPHIX Ha-
MpaBJIeHO Ha yBennueHne 3QPEKTHBHOCTH PEKIaM-
HBIX COOOIICHUH O My3bIKaJIbHBIX COOBITHSX.

KpeatuB B pexiame Takux cOOBITHII TpH TIpa-
BWJIIFHOM HX TPOIIOCHPOBAHWM HE SIBIISIETCSI CaMo-
nenbio. OUH U3 BaKHBIX MPUHIIWIIOB B OpTaHU3aIMN
TPOJIBIKEHUST MY3bIKaJIBHOTO COOBITHS U pa3padoTKe
B paMKax 3TOTO ITPOIIECcca COAEPKaTeNTbHBIX PEIICHUN
Juts adMIIK/TIaKkara — 3T0 COOTBETCTBHE KITFOUSBOIO
COOOIIEHNST W KITFOYEBOTO0 00pasza peKIaMHOIO CO-
OOIIeHNsT KOHIICTIINHA MY3bIKAIBHOTO MEPOIIPHUSITHUS
W WHCAlTaM LEeleBOM aynuTopuu. MapKeTHHIOBBII
MOAXOM, K MPOEKTUPOBAHMIO KOHILIEIIMH MY3bIKaJlb-
HOTO MEpOTPUSTHS 03HAYAET TO, YTO OHA OPHEHTUPO-
BaHA Ha LIEHHOCTH ¥ MOTPEOHOCTH IOTEHIUATBHBIX
YYaCTHUKOB MY3bIKAIBHOTO COOBITHS, SKCIUTUIMPY-
eMble 4depe3 MHCANThL. Takum 00pa3oM, KitOueBbIE
o0pa3bl W KIIOYEBblE CcOOOUIeHHsT aduIy/TuiaKa-
Ta OTPAKAIOT HEHHOCTH W MOTPEOHOCTH MENEeBBIX
AyTUTOPHIA, UX CTUIIb )KU3HHU, (OPMHUPYS TEM CaMbIM
MOTHBAIHIO JUTA TTOCEIIEHUST MEpONpHATHA. Tak, Ha-
npuMep, B aduiiax/miakarax (oibKIOPHBIX (ecTH-
BajJiel peKJIaMHBIC OOpa3bl BEHI3BIBAIOT ACCOIHAITIHI
C TPaJWIMOHHBIMH [IEHHOCTSIMH, JIFOOOBBIO K IIpH-
polie, 3alUTON OKpYXkarolled Cpelibl, MPOCTOTON U
TEIUIOTON OTHOIICHUH (CM., HarmpumMep, puc. 2). boc-
TOHCKHI TIOT-(DeCTUBANL KOHIICTYaJbHO BBICTPOCH
Ha HWJee NaTprHOTH3Ma, TI03TOMY KITFOUEBBIMH 00pa3a-
MH €TO0 PEKIaMbl CTAHOBATCS TOCYAapPCTBEHHBINH ame-
PHKaHCKHIA ¢rar U TpaHc@opMaIus ero IeMEHTOB.
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[cuxonenmyeckre n300pa3uTENbHBIC JIEMEHTHI pe-
KJIaMbl MY3bBIKaJIBHOTO COOBITHSI dance-concert BbI-
3BIBAIOT ACCOIMAIINHN C KIIFOYEBBIM coOOIIeHHeM «It’s
sex, drugs, and rock&roll» (puc. 4). KitoueBbie 00-
Ppasbl, IPEJICTABISIIONIIE MOIOOHOTO POJia KOHIICNTHI,
BXOJISIT B CUCTEMY CHMBOJIOB IETIOTO Psijia My3bIKalb-
HbIX (ecTuBaied. ByJICTOK KOHILENTYaJlbHO CBSI3aH
C WeSIMHU TIPOTECTa MPOTUB BOWHBI, YTO BU3YAIH3H-
pyeTcs ¢ MOMOIIBI0 3HAKa-CHMBOJIAa «TONyOKay, Io-
JYYUBIIETO B pekiame (ecTHBaIS HECTaHIAPTHYIO
M300pa3UTENIbHYI0 HHTEPIPETALHIO (PHC. S).

Puc. 4. PekaamHOe cooblieHne
My3bIKaAbHOTO MepornpusaTus «dance-concert»,
MCMOAb3YIOLLEee KPeaTUBHbIN NPUEM BM3yaAM3aLMmM
LEHHOCTEN LeAeBOM ayAuTopumn*

Puc. 5. PekaamHoe coo0LueHme
AASE pecTrBans ByACTOK € MCMOAb30BaHWEM
KpeaTUBHOro npuéma TpaHcopmaLmm CMMBOAA®
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K ocHOBHBIM (DYyHKIIUSIMH KpeaTHBa B peKIaM-
HBIX COOOINEHMSIX, HANPaBICHHBIX Ha IPOJIBUKE-
HUE MY3bIKaJIbHBIX COOBITHH, MHOTHE aBTOPbI OTHO-
CAT CIeyIoNIee:

— TIOBBIIICHHE KOMMYHHUKATHBHON 3(QQeKTHB-
HOCTH pEKJIaMbl MY3BIKAIBHOTO COOBITHS 3a CUET
AKTHBHM3AIlMU CTCTICHH TPUBJICUYCHHUS BHUMaHUS
K KOMMYHHKAIIUSM MYy3BbIKQJTBHOTO COOBITHS;

— YBEIMYEHHE 3allOMUHACMOCTH MY3bIKaJbHO-
ro COOBITHS U (POPMHUPOBAHKE APKOT'O, LIETOCTHOTO,
y3HaBaeMoro oopasa My3bIKaJIbHOTO COOBITHS;

— JKOHOMHUs OromkeTa U ycmieHue 3¢ dek-
TOB TPOJIBHIKCHHSI MY3BIKAJILHOTO COOBITHS 3a
CuéT WHHUIMUPOBAHUS BHPYCHOTO MapKeTWHTa H
Buzz-xommynukanmii [1, c. 245-247].

KpearuB kak KOMMYHUKAI[MOHHBIA HHCTPY-
MEHT SIBJISICTCS JIByCTOPOHHEW CYIIHOCTBIO, pe-
3yJABTaTOM B3aUMOJICHCTBHS Cofep aHus U ¢op-
MBI PeKJIaMbl MY3BIKAIBHBIX COOBITHI. B KauecTBe
CoJlep)KaTeIbHOW COCTABJIAIONICH, Haeu IiaKara/
a(uIIM BBICTYMAET KIIIOYEBOE COOOIICHNE — TJIaB-
Hasi MBICJIb PEKJIAMBI, KOTOPYIO OHa JIOHOCHUT JI0
YUTATEINS, 3pUTENs, TOTCHIIMATLHOTO TTOCETUTEINS
My3BIKallbHOTO Mepornpustus. dopma kpeaTuBa
— MaTepualbHBIE PENPE3CHTAHTHl €€ KIIFOYEBOTO
COOOIIEHUS: PEeKIaMHBIN TEKCT, PeKIIaMHOe Mpo-
CTPaHCTBO, PEKJIAMHBIE CHMBOIBI, U300paKeHHE
MY3BIKaJIbHOTO TPOAYKTa M €ro arpuOyToB, pe-
KIIaMHble TepcoHaxku. KpeaTuBHOCTH IIakara/
adumu MOXeT (OPMHUPOBATHCS KaK Ha YpOBHE
KITFOYEBOTO COOOIIEHMS, TaK ¥ Ha YPOBHE €ro Ma-
TEPHAILHBIX PEMpPEe3CHTAHT 32 CUET KPEeaTUBHBIX
NpUEMOB.

Hecrannapraoe xirodeBoe coobmenune «Ormep-
HBIH SKCTPUM» HAXOAWUM B peKJiaMme My3bIKaJbHO-
ro COOBITHSI, €XKETOAHO opranusyemoro [lepmckum
orepHbIM TearpoM. CyTb MEPONPHSITUSI COCTOUT B
TOM, YTO 3PHUTENN MOTYT TIONACTh 32 KYJIHUCHI TeaTpa
W CTarh HEMOCPE/JCTBCHHBIMH yYaCTHUKAMH BCEX
€ro NpoQ)eCCUOHANBHBIX MPOLECCOB — MPUOOIINTH-
csl K AUPMKUPOBAHUIO, HAHECCHUIO TPHMa, BCTaTh
Ha ITyaHTbl, TOCETUTh MacTEP-KIIACCHI 110 aKTEPCKO-
MY, BOKQJILHOMY MAacTepPCTBY M MIPE Ha MY3bIKallb-
HBIX HHCTPYMEHTaX®,

Crnenyer cka3arh, 4TO HECTaHJAPTHBIE KITIOUe-
BBIE COOOIICHHSI — 3TO PEAKOCTD M1 aduIIl U T1a-
KaTOB MY3bIKaJIbHBIX COOBITHH. OOBIYHO KpEaTHB
COCpEZIOTOYEH Ha YPOBHE MarepHalbHBIX perpe-
3€HTaHT KJIIOYEBOTO COOOIICHHUS M CO3/1aéTCsl C UC-
MOJIb30BaHUEM KpEaTHBHBIX MPUEMOB M KPeaTUB-
HBIX 2JIEMEHTOB. Tak, miaakar, IpeACcTaBI€HHbIA HA
puc. 7, SBIsIETCS 9acThIO MPOEKTA apT-TUPEKTOpa
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Puc. 6. Kpeats B KAIOYEBOM COOBLLIEHNMN PEKAAMDI
MY3bIKaAbHOrO COObITHS «OnepHbIt IKCTPUM»”

bepnuHckoro (QHIApMOHHYECKOTO OpKecTpa
b. DBepca. B pamkax mpoekTa HCIoIb30BaH IPUEM
CEpUIHON peKiIaMbl, a €ero BU3yajbHas UIes — U30-
OpakeHHE MYy3BIKATHHBIX WHCTPYMEHTOB H3HYTPH.
DTO0 MO3BOJISIET B KAXKIOM 3pUMOM OOBEKTE HE TOJh-
KO TIPENICTABUTHh HHCTPYMEHT 0COOBIM 00pa3oM, 4T
caMo 110 ce0e sBIISICTCS MHTEPECHBIM PEIICHUEM, HO
U aKTyaJu3UpPOBATh Pa3IUIHBIC KOHIICIITHI, BaKHBIC
JUISL TIETIEBBIX ayqUTOPHI MY3BIKaJbHBIX IMPOEKTOB
bepnunckoro ¢umiapMoHnueckoro opkecrpa. Pe-
3yJIETATOM HCIIONB30BAaHUS KPEATUBHOTO MpHéMa
SIBJISICTCSL BU3yaJIbHBIA KanaMOyp — aKTyaJln3aius
n300pakeHUEM OTHOBPEMEHHO JBYX PSIOB acco-
[IAAITAN: TIEPBBIA CBS3aH C MY3BIKAJILHBEIM HHCTPY-
MEHTOM KaK aTpuOyTOM MY3BIKaJBLHOTO COOBITHSI,
BTOPOH — C KOHIIETITOM «CBET B KOHIIE TOHHEIIS.

NAHER AN
DER KLASSIK

1K

Puc. 7. KpeaTrBHbI NMpuém BU3yaAbHOIO Karambypa
Ha OCHOBE HECTAaHAAPTHOIO M306pa>keHMs
aTpmbyTa My3blKaAbHOr0 COBbITUS —
MY3bIKaAbHOrO MHCTPyMeHTa®

17

OcHoOBa KIIF0UEBOTO 00pasa B peKjiaMe pyCCKOTO
(dhectuBasis omepHOro MCKyccTBa B banen-bamene
(puc. 8) — marpémka, KoTopas, SIBIAICH CHMBOJIOM
Poccun u accouuupyscs ¢ Poccueil, BbIIOIHAET
¢yukiuo national-gakropa (n-pakropa) — aie-
MEHTA, BBI3BIBAIOIIETO ACCOIHAIMU C KOHKPET-
HOW CTpaHOH. ABTOpHI 00pa3a Mmoromie MaTpEmKn
WCTIONB30Ba npuéM Tpanchopmanuu (U3MeHe-
HUS) HICXOAHOTO CUMBOJIa, YTOOBI OTPa3nUTh KOHIIETI-
IO MY3BIKAJILHOTO COOBITHS M CBS3aTh KIIFOYEBOM
00pa3 ¢ KITF0UYEBBIM COOOITICHUEM PEKIaAMBI — «PyC-
CKasi orepa ¢ ‘“KHBBIM 3BYKOM .

RUSSIAN OPERA LIVE

The Grand Tchaikovsky-Festival. From July 11th to July 17 2005

Puc. 8. KpeaTnHbI npném TpaHcopmaummn 3HaYeHns
CMMBOAQ Ha OCHOBE MCMOAb30BaHUs N-hakTopa
W MHTEprpeTaummn KAKUYEBOro COOBLLEHNS PEKAAMbI
pycckoro ecTrBaAs OnepHOro MCKyccTBa
B baaeH-baaene?

PaMku crarbu He NO3BOJSIIOT JaTh HPUMEPHI
1 aHAJIN3 BCEX KPEATUBHBIX IPUEMOB, KOTOPBIEC HC-
MOJIB3YIOTCSI U MOTYT OBITh MCIIONb30BAaHBI HA IIa-
Karax/apumax My3bIKUIBHBIX cOObITHI. [lodTOMy
IIPEJICTABUM CIIMCKOM HEKOTOPBIE U3 HUX: IPUEM He-
OXKUJIAHHOCTH, IPUEM KOHTPACTA, IPUEM BU3yalIM3a-
LM, B TOM YKCJIE M BU3yaJIi3anys Ha3BaHuA OpeHaa,
npuéM yCHJICHHS HMEHU OpeHpa, mpuéM Tpancdop-
MaIliy KapTUHBI MUpa MOTpeduTeNnei, IpuéM CUMBO-
JIM3aluy, NMpUEM aJIETOPUYECKOrO IPEACTABICHUS
MpOOJIEMBI, TIPUEM dTaTaka, MPUEM KOHTAMHUHAIIUH,
puéM JTaKOHUYHOCTH, TPUEM BepOaJbHOTO W BH-
3yalbHOTO KanamOypa, MPOBOKAIIMOHHOCTh, MPUEM
cepuitHOCTH, M300pakeHne TUTIEpHEraTHBa Py He-
MIOCEIICHNUN TPOABUTAEMOI0 MY3BIKAJIBHOIO MEpPO-
HNPUATHS, CMELIEHUE NPOCTpaHCTB U Ap. llomHbrit
CIMCOK M aHAJIM3 KPEaTUBHBIX NPUEMOB IIPEICTAB-
JieHbl B KHUTE «KpeaTuB 1 KONMPaUTHHT B KOMMYHH-
KaIlMOHHOM MapKeTHHTe» 5, ¢. 72-76].
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Hcnonb3oBaHue KpeaTUBHBIX IPUEMOB B PEKIIa-
M€ MY3bIKQJIbHBIX COOBITHH MOXET OBbITh 3 (heK-
TUBHO, €CJIU COOJIIONIEHO YCIIOBHE COOTBETCTBHS
KOHIETIIIMU MY3bIKaJIbHOTO COOBITHSI IIEHHOCTSIM

LIEJICBBIX ayIUTOPHM, KIIOUYEBOTO COOOIICHHUS IIa-
KaTta/a(HIly — KOHIEIIMH MYy3bIKAJIbHOTO COOBITHS
Y MHCAlTaM IIEJIeBbIX ayJAMTOPUH, KJIIOUEBOT0 00pa-
3a TUIaKara/a Uiy — HX KIIFOYEBOMY COOOIICHUIO.
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O B3aMMOAENCTBUM ayAMO- U BUAEOPSIAOB B COYMHEHUU
«Tpu ucropun» Crusa Panxa — bepua Kopor!

Crarbs TOCBAIIEHA OCMBICICHUIO HEKOTOPBIX XyHIOXKECTBEHHBIX MPHUHIUIIOB «JJOKYMEHTAIbHOTO MY3bIKaJIbHOIO
Buaeorearpa» (aBropckoe onpenenenne Crua Paiixa) kak 0IHOW U3 aKTyaJIbHBIX ()OPM COBPEMEHHOTO MY3bIKaJIbHOTO
HCKyCcCTBa. ABTOp CTaThbM yKa3bIBa€T Ha MCTOKH JOKYMEHTAIBbHOTO TeaTpa, BBIAEISIET XyI0KECTBEHHbIE UICH JOKY-
MEHTAJIBHBIX PabdOT KOMIIO3UTOPA, aHAIM3UPYET KOMIIO3ULIMOHHBIE MpuéMbl. Ocoboe BHUMaHUE YAEISIeTCs MPaKTH-
YeCKH HEU3y4YEHHOM B POCCUIICKOM M 3apy0e:KHOM MY3BIKO3HAHUH ITpoOJieMe B3aUMOJIEHCTBIS My3bIKH M BUAEOPsIIA
B Buseoonepe «Tpu ucropum» (2002). B counHenuu, co3qaHHOM KPYIHEHIIIMM aMEePUKAaHCKUM KOMITO3UTOPOM-MHUHHU-
manuctoM CtuBoM Paiixom u BUeOXyq0KHHIIEH — THOHEPOM aMmepuKaHcKoro Buaeoapta bepun Koport, paccMoTrpena
OpHTI'MHAJIbHAs KOHLIETLHUS Uaiora UCKyccTB. My3bIka ¥ BUIEOPs] 00pa3yIoT 31eCh eIMHOE CLIEHUYECKOe 1IeJIoe, pas-
BHBAsICh 110 3aKOHAM MY3bIKaJIbHOI'O MUHHMAJIM3Ma U JJOKYMEHTaJIbHOro Tearpa. CounHeHne uMeeT criennpuuecKue,
OTpakalollue CUHTETUYECKYIO0 TPUPOAY MY3bIKaJIbHOTO BHIEOTEaTpa KOMIIO3UIMOHHBIE B (hopMooOpasyromue oco-
OEHHOCTH, BKJIFOYAIOUIME MTPUHIIMIIBI HEIMHEWHOH JipamMaTypruy, NoJupoHuYecKre MpuéMbl, PEeTUTUBHbIE TEXHHU-
ku. JloKkyMeHTallbHasl IPUPOJIa MY3bIKaJIbHOTO Marepuasia HoM4EpKHYTa Tak)Ke MCIO0JIb30BaHHEM TEXHHMKHU verbatim,
3aMMCTBOBAaHHOM U3 JIOKYMEHTAJIbHOIO TEarpa U 3aHUMAaBIICH IVIaBEHCTBYIOUIME IO3ULIUU IIPU CO3JIAHUU IIPEIbILY-
uiei Buzeoornepsl «Ilemepay. ABTop 0003HaYaET pacHIMpEeHHe BO3MOKHOCTEH MHTEPIPETAMU COYMHEeHUH Paiixa,
OCHOBaHHBIX Ha JJOKYMEHTAJILHOM MaTepualie U JIeJIaeT BbIBOJ 00 0COOBIX BOBMOXKHOCTSIX CHHTE3a Pa3HbIX HCKYCCTB
B paMKax MYy3bIKaJIbHOI'O BUACOTEATPA.

KnroueBrle crnoBa: MysbikanbHbIi TeaTp CtuBa Paiixa, bepunn KopoT, moxkyMeHTanbHBI TeaTp, BHACOOINEpa,
CHHTE3 UCKYCCTB.

ALEXANDRA V. SHORNIKOVA

Rostov State S. V. Rachmaninoff Conservatory, Rostov-on-Don, Russia
ORCID: 0000-0002-2000-1735, dartalexandra@gmail.com

About the Interaction of the Audio and Video Elements
in the Composition “Three Tales” by Steve Reich and Beryl Korot

The article is devoted to understanding certain artistic principles of the “documentary video opera” (according
to Steve Reich’s original definition) as one of the relevant forms of contemporary music. The author of the article
indicates at the sources of documentary theater, highlights the artistic ideas of the composer’s documentary works, and
analyzes the compositional techniques of the work. Special attention is paid to the issue of interaction of music and
the video element, which has practically never been researched in musicology in Russia and other countries, on the
example of the video opera “Three Tales” (2002). In this composition, created by the celebrated American minimalist
composer Steve Reich and video artist Beryl Korot, a pioneer of American video art, an original conception of the
dialogue between the arts is examined. Here the music and video comprise one scenic entity, developing by the laws of
musical minimalism and documentary theater. The composition possesses specific compositional and form-generating
peculiarities, including principles of non-linear dramaturgy, polyphonic techniques, including the principles of non-
linear dramaturgy, contrapuntal and repetitive techniques. The documentary nature of the musical material is also

! [TyOnmukanus MOArOTOBIICHA B paMKax mojnepkiuaeMoro PO®U naygnoro mpoekra Nel7-04-00198.
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emphasized by the verbatim technique, derived from documentary theater and holding a dominating position when the
composer wrote his previous opera “The Cave.” The author denotes the expansion of the possibilities of interpretation
of Reich’s compositions based on documentary material and arrives at the conclusion about the special potentials of
synthesis of various arts within the framework of musical video opera.

Keywords: Steve Reich’s musical theater, Beryl Korot, documentary theater, video opera, synthesis of the arts.

OKYMEHTAJIBHBI MY3BIKAIBHBIA BUIEOTE-

arp CruBa Paiixa — 3HaKoBO€ SIBII€HHE CO-

BPEMEHHOTO MY3BIKAJIbHOTO HCKYCCTBa.
Counnenne «Tpu ucropumy, co3maHHOE KOMITO3U-
TOPOM B COABTOPCTBE C BUACOXYAOXKHHULEH beprn
Koport, sBnsercs spkum o0pa3noM OOHOBIEHHUS
MY3BIKaJIbHO-TEaTpajbHOTO CIHEKTakis, a padora
HaJI TPOU3BeIEHUEM JIEMOHCTPHPYET HHHOBAIIHOH-
HBIE MTPOIECCHI, TPOUCXOAAIINE B XYI0KECTBEHHON
KyJIbTYp€E BTOPOM II0JIOBUHBI XX BEKa.

OO0parieHre KOMIO3UTOpa K CHHTETUYECKUM
dbopmaM HcKyccTBa OOYCIIOBIEHO HWHTEPECOM
K COIMAaJbHOM MpOoOJIeMaTHKe, TPOBOLUPYIOIICH, B
CBOIO OU€pe/Ib, BOBICUECHHUE B KPYT 3BYKOBBIX peasinii
BHEMY3BIKAJIbHBIX KOMIIOHEHTOB — 3BYKOB OKpY’Ka-
oIed cpefpl, YenoBeueckoil peun u mp. CormacHo
MO3UIIMU TaKuX uccienoparenet, kak M. baiiponc
u C. Tonunuac', muorue npousseneuus C. Paiixa,
kak u TBopenus [. Keiimxa, M. Monk, M. [roma-
Ha, P. Ceppa u Apyrux KOMIIO3UTOPOB, XYI0KHHIKOB,
CKyJBITOPOB 310XH 1960-X, HEPa3pPHIBHO CBA3AHBI
C COIIMOKYJIBTYPHBIM KOHTEKCTOM CBOEI0 BPEMEHHU.
Kak ormeuaer M. BailpoHC, «BKJIHOUEHHE 3alUCER
rojoca B TPOU3BENEHUS BBOAWT COLMAIBHBIE U
KyJBTYPHBIE CHMBOJIBI B MY3bIKJIbHYIO chepy» [7,
p. 213]. Umenno Omarogapst ©M 3aMBICET KOMITO3H-
TOpa CTAaHOBUTCS IOCTYITHBIM U IOPOH Jjake TOYTH
JIEKJIapaTHBHBIM.

B aHMmos3pI4HON JUTEpAaType HOKyMEHTalb-
Heid Bugeorearp C. Paiixa, kak u B 1iesioM mpooie-
Ma OOHOBJIEHHS TEaTPaJIbHOTO CIIEKTAKJS, CTalU
MIOBOJIOM [T Pa3HOHAIPABICHHBIX HCCIIEOBAHHM.
OnHu paboThl paccMaTpUBAIOT COLUAIBLHO-TIONH-
TUYECKYIO TIOAOIUIEKY COIEpIKaHUsS €r0 BHICO0Iep
[7], mpyrue oOCyXmaroT *XaHPOBYIO TpaHChOpMa-
IO KJIACCHYECKOW OmepHo moxend [8], TpeTbu
oOparieHs! K UCCIEI0BAaHUIO BHEMY3BIKAIBHBIX OC-
HOB KOMIIO3HMIIMH ¥ TEXHUKHU HCIIOJIB30BAHUSA pede-
BOI MEJNOAMKHU B paMKax MUHUMAIUCTCKON 3CTETH-
ku [10]. Hanbonee 3HaUMMBIH I TaHHOM CTaThH
aCHeKT KacaeTcs MPUPOJBI TOKYMEHTAIBHOTO Tea-
Tpa, KOTOpasi UCCIEAYETCs C TOUKH 3PEHHS UCTOPUU
(heHOMEHA ¥ OTHOIIICHUH MEXTy COIIMaIbHBIMU SIB-
JICHUSIMH U TeaTpabHON CTeTUKOH [4; 6; 12].

21

B oTeyecTBEHHOM MY3BIKOBEIECHUH CIIOKUIIACH
Tpagumnus ocMmbiciaeHust pabor C. Paiixa mpenmy-
IIECTBEHHO C TOYKH 3PEHUSA MX CTUJIEBBIX U KOM-
MTO3UIIOHHBIX OCOOCHHOCTEH, OJHAKO NPHU TaKOM
PacCMOTPEHNH MHOTHE M3 HHUX MOTYT IOKa3aThCs
JMUIEHHBIMA CcMbICHA. VICKIIOUEHHE COCTaBIAET
nuccepranuonHoe uccnemposanne A. Kpom [5], roe
HaMeueHbl TpoOneMbl (HOPMUPOBAHUS JOKYMEH-
TajgpHOTO Tearpa B TBopuecTBe C. Paiixa, mHanbo-
Jiee ke TIyOOKO SIBIEHHE 3TO OCBEIIEHO B padote
M. bakymenko [1]. ABTop mompoOHO pacKphIBacT
3aMbICeNl 1 KOMMYHHKATUBHBIE CTpPAaTeIMH BHJEO-
Olep KOMIIO3UTOpA, pPacCMaTpUBAET MPOOICMEI
COOTHOIIEHHUS MEJIOJEKIIaMaIliH C TPAAULIHAAMU HY-
JIeHCKOM KaHTHJULILUM, IPAMATypPru4ecKue U KoM-
HO3UIMOHHBIE 0COOEHHOCTH counmHeHuH. OmgHako
B 3TOM pa3HOOOpPa3HOM HAy4YHOM IIOJIE€ OCTaéTcs
OTKPBITOM TpoOsieMa B3aUMOICHCTBUSA MY3BIKaJIb-
HOTO Y BUACOPSIOB, KOTOPOIl M MOCBSIIECHA JaHHAS
CTaTb.

«Tpu ucropum» (1997) — He mepBas KpymHas
My3bIKaJIbHO-TearpanbHas pabora Crua Paiixa,
CO3/IaHHAas B COTPYAHUYECTBE C BUACOXYIOKHUIIEH
u xeHoil komno3uropa bepun Kopot. Yike B xpo-
HOJIOTHYECKH Oosee paHHeM coumHennn «llere-
pa» OHU HaMETHJIH BO3MOXHOCTH OOHOBJICHHS
CIIEKTaKJIsL, KOTOpBIE B « TPEX HCTOPUSX» IPUBEIH K
HOBaTOPCKON TpaHchopManuu TpaauliHuOHHON JUIs
MY3BbIKaJIbHO-TEaTPAIbHBIX XAaHPOB HAEU CHHTE3a
HCKYCCTB. DTOT HOBaTOPCKHUM THIT CHHTETHYECKOTO
JKaHpa TeHepHupyeT B ceOe psij XapaKTepHBIX OCO-
OEHHOCTEH, TEXHUK U IPUEMOB, B CBSA3H C KOTOPHI-
MU OIJHHM W3 Hanboiee WHTEPECHBIX MPEACTa&T
BOIIPOC O COOTHOIIEHUH W B3aUMOICHCTBHUU JABYX
OCHOBHBIX Xy[A0KECTBEHHBIX IUIACTOB — MYy3bIKaJIb-
HOTO Y BUJIEO.

[Ipembepa mepBoro coBmecTHOTO mpoekTa «lle-
meps» cocrosiack B 1993 romy. Mimenno c¢ meit
CBSI3aHO TOSIBJICHWE HOBOTO THIIA MY3BIKAJIbHO-CIIE-
HUYECKOTO COYMHEHHS, Ha3BaHHOTO aBTOPAMH <(JI0-
KyMEHTaJIbHBIM MYy3bIKaJIbHBIM BHIEOTEATPOM, WIIN
COKpAIIIEHHO — «BHACO0MEPOii»?. OTMETHM HECKOITB-
KO TeHEHIIHNI, CTOCOOCTBOBABIIINX BOSHUKHOBEHHUIO
JTAHHOTO SIBJIEHUSI COBPEMEHHOH KymbTyphl. OpHa
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Y3 HUX CBS3aHA C IPOHUKHOBEHNEM B TEATPaJIbHYIO
cdepy AoOKyMeHTanuCTHKY. [IepBbie mogo0HbIe OMbI-
THI MOJKHO HaOIFOIaTh B HaYane XX CTOJICTHS, U CBS-
3aHbI OHH C TEATPOM JPaMaTHYCCKUM’.

CraB 0TBETOM Ha Pe3Ko BO3pocIIee BIMSIHIE Ha
00IIIeCTBO CPeACTB MAaccOBOM MH(pOpMAIUM, JOKY-
MEHTAJbHBIN TeaTp BBICTYIHJ MPOTHB MCKAKEHUS
IIpECCOl AECUCTBUTENIBHOCTH, 3aBYaJIMPOBAHHOCTH
U cOokpbiThsi (pakToB. OAMH M3 KPYyHHEHIINX Xy-
JNOXHUKOB M TEOPETHKOB JAaHHOTO HAalpaBICHUS
[Terep Baiitc B «3ameTkax 0 JOKYMEHTAJIBLHOM Te-
arpe» Ha3bIBa€T €ro TearpoM OT4YETA, MOCKOJBKY
TeaTp BOCHPOM3BOIWI Ha CIEHE «C HEU3MEHHBIM
cojiep’kaHueM, HO B oOpaboTaHHOW ¢opme» Ma-
Tepuaj, 3aMMCTBOBAaHHBIN M3 CaMbIX pa3HO0Opas-
HBIX JOKYMEHTAJIBHBIX HMCTOYHHUKOB M CBSI3aHHBIN
C aKTyaJbHBIMH IIpobiemMaMu coBpeMeHHocTH [4].
OOBEKTHBHOCTH TAKOTO TeaTpa, OJHAKO, HOCUT OT-
HOCHUTENBHBIA XapakTep, YUUTbIBasi (aKTop Xymdo-
JKECTBEHHOH 00paboTKM Marepuaia, oiarogaps Ko-
TOPOMY B KaXJI0¥ JJOKYMEHTaJIbHOH MbeCe 3pUTEIIb
crocoOeH HaboAaTh YETKYIO aBTOPCKYTO MTO3UIIHIO
B OIICHKE OTOOpakaeMbIX coObITHH. MHTepecHO,
YTO CPEIH CIOCOOOB XYI0XKECTBEHHOW 00pabOTKU
JIOKyMeHTa, npeioxkeHHbix I1. BaliTtcom, BaxHas
OB OTBOIUTCSI MY3BIKAJBFHBIM MPHUHIIMIIAM Opra-
HU3alUU TeKcTa. B mepByro odepenp 3TO BhIpaxka-
€TCsl B €ro YETKON pUTMHU3ALMHU, YTO BIIOCIEACTBUU
CBITPAET HEMAJOBAXHYIO POJIb B JOKyMEHTaIHLHOM
Buzeorearpe Paiixa — Kopor.

BHuMaHue K TOKyMEHTaJINCTHKE OOHApYKHUBa-
eTcsi Ha BcéM mpoTskeHnn TBopuectBa C. Paiixa.
MarepuasioMm A1 CO3JaHHS YK€ CAMBIX paHHHUX €T0
COYMHEHU CTAHOBSITCS TOTOBBIE MarHUTO()OHHBIE
3arrcy pa3HO0OPA3HOTO COAEPIKAHUSA: OT OTPHIBKOB
CIOPTHBHBIX HMHTEPBBIO 0 MPOIOBened. 3amadu
aBTopa Paiix BUAWT B mepByIO0 o4depenp B «BHIOO-
pe TeMBbl U B YMEHHH 3alucaTh, pacmmdpoBars u
CMOHTHPOBAaTh €AUHBIA JpaMaTUYECKUN TEKCT Ha
OCHOBE JIOCJIOBHO 3a()MKCUPOBAHHOTO, HE TIO/IBEPT-
HYTOTO CTHJINCTHYECKOMY PEIaKTHPOBAHHUIO TIOJ-
JIUHHOTO Marepuaiay [5, c. 246].

Hpyras TeHjeHuus, crnocoOcrBoBaBmas (op-
MHUPOBaHHUIO paccMaTpuBaeMoro (eHOMEeHa, CBsi3a-
Ha C UCKYyCCTBOM BHJIC0APTa, HAYaBIINM IPOSIBIIATH
cebst yxe Ha pyoexe 1960-1970-x romos. Kak n3-
BECTHO, TIEPBbIE OIBITH B 3TOM HAIlPaBIEHUH HO-
CHJIM CyTy0O COIMANbHBIN XapaKTep U ObLIN BbI3Ba-
HBI, KaK ¥ B ClIy4ae ¢ JOKyMEHTAJbHBIM TEaTpPOM,
peakuueil Ha CTPEMHUTENBHOE paclpOoCTpaHEHHE
BIIMSTHHSI CPEJICTB MacCOBOW MH(pOpMaiy, KOTOPOe
OJIHAKO B mocieaHel Tpetu XX BeKa COBEpIIAIOCh
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y>Ke TocpeAcTBOM TeseBemanus. [losBienue nop-
TaTUBHOW BHUJEOKaMEPHl «HEMEIJIEHHO IMPHUBIIEKIIO
BHUMaHHE XyJOXHHKOB M aKTHBHCTOB, KOTOpBIE
XOTEJIM MCIOIb30BaTh HOBYIO TEXHOJIOTHIO, CO3/a-
Bas “‘cBoM’” cpencTBa WH(MOPMAIMKM B TPOTHBOBEC
KOMMEpPYECKOMY TEJIEBUIACHHUIO W TEIEBU3MOHHON
uHgycTpum» [2, c. 109]. IlpotectHas npupoxna sB-
JIEHUsl MOPOAMJIA LIEJ0€ HAINpaBICHHUE, HA3BAHHOE
«BHICOAKTUBU3MOM». JKenasi mepexBaTHTh B CBOU
PYKH TOTaJIbHBIA TOCYNApPCTBEHHBIH KOHTPOJb HaJl
Meana, BUICOAKTUBHCTHI CTAIH CO3/1aBaTh KOJUIEK-
TUBBI W OpPTaHHU3allNH, 3aHUMAIOIIHECS pacIpo-
CTpaHEHHEM TaK Ha3bIBAEMBIX «aJBTEPHATUBHBIX
Meana». B omHO M3 TakuX COOOIIECTB BXOAMIA
b. Kopot. Hapsiny ¢ kpynHeHIIUMU BUACOXYNOKHU-
Kamu — Takumu, kak HMpa Inaiinep, @unuc I'ep-
IIYHU W JPYyTUMH, OHA 3aHUMAajach M31aTeIbCTBOM
x)ypHana «Pamgukan CodTBapy, IpemocTaBisionie-
TO aJIbTepPHATHBHYI0 KOMMEPYECKHUM MeAunanHhop-
MaLHo.

B cBs131 cO Cka3aHHBIM CTAHOBHUTCS OUYEBHUIHON
3aMHTEPECOBAaHHOCTH aBTOPOB B COBPEMEHHBIX UM
TEXHOJIOTUSX, HETIOCPEICTBEHHO 33/1€ICTBOBAHHBIX
B MPOLECCE CO3JaHUS U BOCIPOU3BEIEHUS BUIIEO-
ornep. MHOrHEe KOMITO3WIIMOHHBIE 33alyMKH, paHee
BBIXOAMBINME 32 PaMKH TOCTYIHBIX BPEMEHHU TeX-
HUYECKUX BO3MO)XKHOCTEH, B KOHIIE THICSYENETHUS
MTOJTYYMIIA BO3MOKHOCTH OCYIIECTBICHUS U HAILIN
CBOE TIONIHOE BOIUIOIIEHHE B KPYITHOM MY3BIKaIlb-
HO-TeaTpajbHOM Tpou3BeneHnn «Tpu wmcTopum»
(1997).

Korna Bckope mocne mnpembepsl «llemepbi»
rape NOCTYIWIO NPEJIOKEHUE CO3aTh AHAIOT Y-
HOE MPOMU3BEEHUE O ABA/IIaTOM CTOJIETHH, OHH HE
CMOTJIM HAWTH HUYETO, YTO XapaKTepPU30BaIO0 ObI
ero Ooyiee TOYHO, Y€M TEXHOIOTHUS. PazMbImuiss
HaJ] BO3MOXHBIM CIIEHapHeM, aBTOPHI MOABEPIIN
KPUTHUYECKOH OIEHKE TOT MyTh, 10 KOTOPOMY JBHU-
KETCSI TEXHOJIIOTHYECKOE Pa3BUTHE ITUBUIN3AINN.
Kak ormeuaer KopoTt, ogHUM U3 Ba)KHEUIINX MOA-
TEKCTOB IPOW3BEJCHHS SBISETCS «TOT O0OKOIO0-
OCTpBIA M€Y NpUOBUTN W MOTEPh KaKI0H HOBOMH
TEXHOJIOTUH, KOTOPYI0O MBI BKIIOYaeM B HaIly
XKU3Hb» (IUT. o: [1, ¢. 237]). Kenasg moguepkHyTh
pa3pymuTenbHbIE MOCIEICTBUS MHOTHUX HAayYHBIX
oTKphITHH XX BEKa, aBTOPhI M30pajd TpU Hau-
OoJyiee TIOKa3aTeNbHBIE B 3TOM acIeKTe COOBITHSI,
CBSI3aHHBIE C HAYaJIOM, CEPEIUHON M KOHIIOM CTO-
neTusi. OTU COOBITHS, TOJOKEHHBIE B OCHOBY TPEX
aKTOB ONEPHI, IEMOHCTPUPYIOTCS Yepe3 HCTOpUUe-
CKHE BUJICOK/IPBI, MHTEPBHIO, poTorpaduu u Tek-
CTOBBIE JJOKYMEHTHI.
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IlepBas yacts «I'mHAEHOYPr» Ha3BaHa B YECTh
HEMEIIKOTO TUpPHXKaOisi, KpYIHEHIIero JieTareib-
HOT'O anmnapara, NOTEPINEBUIEr0 KPYILICHHE B pe-
3ynbrare B3peiBa B Hpro-xepcu B 1937 romy.
Bropas uctopust — «buknHn» moBecTByeT 00 mc-
IBITAHUSX ATOMHON OOMOBI, IPOXOAUBIITHX MEXTY
1946 u 1952 romamu Ha arouie bukuam, pacmo-
JIO)KEHHOM B OCTPOBHOM TrocynapcTse Mapuan-
JIOBBIX OCTpOBOB Tuxoro okeaHa. «MHorouuc-
JICHHBIE YYEHHUS ... MTOBJICKIU 32 COOOU Tpareauro
9KOJIOTHYECKOTO O€JCTBUS U, OTHOBPEMEHHO, IICH-
XOJIOTHYECKYIO TpareIui0 JKUTEJIEH 3TUX OCTPO-
BOB, HaBCET/a JINIMNBIINXCS POquHBDY, — 0TMedaeT
M. bakymenko[1, c. 148]. Tperuit akt — «/ommm»
MOCBIMIEH TPOOIEeMe BO3HHUKIICH TEXHOJIOTHH
KJIOHHUPOBAHUA, KOTOpas Moria OBl MOBIUATH Ha
J)KU3Hb 4YEJIOBEKAa JBAaJlLaTh IIEPBOIO CTOJIETHS.
B ocHOBy uactu momnoxkeH (akT KIOHHPOBAHUS
oBiel 1o uMeHu Jommm (1997), onHako cama Tex-
HOJIOTHA, HE yCIeBIIasl CTaTb UCTOPUEH, PACKPHI-
BAETCS YEPE3 PACCYKJICHUS BIUATEIbHBIX AMEPU-
KAHCKHX YYEHBIX.

W3 atoro KOHIIOMepaTa Kazajnoch OBl HE CBA-
3aHHBIX JIPYT C APYTOM COOBITHH, BIIMCAHHBIX B Jie-
TOTIMCH YEJIOBEUECTBA Orarofaps HayYHBIM OTKPHI-
THAM W HOBEUIINM TEXHOJIOTHSM, CKJIaJbIBAETCS
KOHLEILHS 1IEJI0r0, B OCHOBY KOTOPOH IOJIOKEHA
ujies OTBETCTBEHHOCTH YEJIOBEKA 33 OKPYKAIOIIHMA
MUp, MOMYEPKHYTasT oOpallleHueM aBTOPOB K Ou-
OneiickoMy TeKCTy. PenurnosHsie uaen npu3BaHbl
II0Ka3aTh, YTO B CBOEM CTPEMIICHUM JIOMUHUPO-
BaTh HaJ MPHUPONOH, «IIPUPYUUTHY 3EMIIIO, YEI0-
BEK IIPECTYIIAET 4YEPTy, IIOCKOJIBKY PE3YJbTaThl
3TUX MpeoOpa30BaHUIl HEMpeACKazyeMbl M, Kak
JIOKa3bIBalOT (DAKTBI, MOTYT MMETh HETaTHBHEIC
MOCIEACTBUS.

Pa3MbInuisis HaJ posibI0 TEXHOJOTUHM B )KU3HU
YEeJI0BEYECTBA, aBTOPHI CO3AI0T COUMHEHUE PAK-
THYECKH BCELEJIO ONUPAsCh HA HOBEHIIUE ayHO-
¥ BHJIECOTEXHOJIOTHH. B OIHOM M3 MHTEpPBHIO Ha
BOIIPOC O TOM, HE MapaJlOKCAIBHO JIM M0JIb30BaTh-
cs OmaraMu TEXHOJIOTHUHU KaK CPEACTBOM CO3IaHUs
IIPOU3BENCHUS, IOJBEPrarolero COMHEHUIO €€
posib Kak TakoBOW, Paiix oTBewaeT orpuLaresb-
HO*. OH 00BSCHSET 3TO TE€M, YTO PA3MBIILIATh HaJl
HEKUM (PEHOMEHOM, BBIHOCUTH €My OOBEKTUBHYIO
OIICHKY, OOHApyXUBaTh B HEM HEKOTOPHIA BHYT-
peHHUH pe30HaHC CHOCOOEH TONBKO YENIOBEK,
MMEIONIMHA HEeMOCPEJACTBEHHBIN OMBIT PaboTHI
C HUM.

Crnenys nanexko He HOBOW TEHACHIIMH HCIOIb-
30BaHMSI KOMOWHAIIMM MY3BIKH M IPOEKTHPOBAH-
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HoTO M300paxenwus, Paiix u Koport nqo6unucs ynu-
BHUTEIFHO OPTaHMYHOTO CIHSHUS MEXAY ITUMHU
KOMIIOHeHTaMu. llpomymupyst Ty Xydo>KeCTBEH-
HYI0O Marepuio, U3 KOTOPOH pOXKOAeTCs BHUIEO-
oTiepa, 3TH JBa IJIaCTa OKa3bIBAIOTCS HEPa3PHIBHO
CHAsHHBIMU APYT ¢ Apyrom. OnpenenéHHoro poaa
OTKPBITUEM MPEACTABISAIOTCA HANJCHHBIE TPUE-
Mbl B3aHMOOOOTAllCHHsI apceHalla BBIPa3UTEellb-
HBIX CpPEACTB OJHOTO MCKyccTBa ApyruM. W ecnu
BHU3YaJIbHBIN PANl pealn30BaH HA €IUHOM DKpaHe,
YTO CTal0 OCYIIECTBUMO Oyiarojapsi BOZMOXKHO-
CTH pPENaKTHUPOBAaHMS BHIEOMarepuasa C IOMO-
IIBI0 KOMIIBIOTEPHBIX MPOTPaMM, TO ayAHAIbHBIN
PAI coCTaBNAOT ABe NMuHUHU. [lepBast — Hemocpen-
CTBEHHO JOKYMEHTaJIbHA, 3TO BBIUJICHEHHBIE W3
BH/ICOXPOHUK 3BYKOBBIE€ COMILIBI, MOIBEPTHYTHIC
00paboTrke. Bropas mpencraBieHa XUBBIMH HC-
MOJTHUTENIAIMH B JIUIE aHCAMOJs M3 MSTH BOKa-
JINCTOB, TPYIIBI yAAapHBIX, ABYX (OpPTENHAHO U
CTPYHHOTO OpKeCTpa.

B otnnuue ot oneprl «Ilemepa», rae Paiix npu
CO3/IaHUM MY3BIKH I WHCTPYMEHTAJIBHOTO aH-
camOJIs1 METPOPUTMHUYECKH M MEIOIUIECKH TOYHO
CIIeZIoBajl 3aI0KyMEHTHPOBAHHON B 3alUCAX PEeUd
moaei, B « Tpéx UCTOpHsIX» KOMIIO3UTOP OOBSIBUI
«Prima la musica!». «My3bIKajibHast CTOPOHA JOJIK-
Ha TOCIOJICTBOBAaTh, M 3BYKOBBIE COMILIBI JOJDKHBI
OBITh H3MEHEHBI, PUCIIOCOOIEHBI K MY3bIKE», — ITU-
mert C. Paiix (mut. mo: [1, c. 239]). ['ocroacTBo my-
3BIKAJIBHBIX 3aKOHOB OTPAa3WJIOCh U HA IOCTPOCHUU
BH3YaJIbHOM KOMITO3UIIHH.

OfHMM W3 MIUPOKO MPHUMEHSEMBIX KaK B My-
3BIKAJIPHOM, TaK W BUAEOPSAIAX CPEICTB pa3BH-
TUs sABJsieTcs KaHOH. OH OpraHMYHO COEAMHAETCS
C UHBIMH, «N300pETEHHBIMID aBTOPAMH NMPUEMAMHU.
Tak, mepBas 9acTb OTKPBHIBAETCS KOMIIO3UIIMOHHBIM
mpuémom «Typing music» (tepmun Paiixa), dro
OyKBaJIbHO MOKHO TEPEBECTH KaK «HaredaTaHHas
MY3bIKa». JTO BU3YyaJIbHO M MY3bIKAJIbHO PUTMH30-
BaHHOE TOSIBIIEHHE TeKCTa Ha dkpaHe. OH paccuu-
TaH Ha «3QQeKT creruduaeckoro yCBOSHHs Mpo-
YUTHIBAEMOTO TEKCTa, KOrAa Omaromapsi ymapHOU
PUTMH3AIMH YeJIOBEK HAYMHAET PUTMUYECKH TPYyTI-
MMAPOBATH CJIOTH M CIIOBA, “Wrpas’ TakuM oOpazom
CO CMBICIIOBBIMU YAAPEHHUSIMH, BCKPBIBAIOIIUMHU
MHOT000pa3ne CMBICIIOB IPOYNTHIBAEMON (Ppasbl U
coobmenus B menom» [1, c. 134]. Ilocne mepsoro
K€ «OJHOTOJIOCHOTO» TPOBENEHUS Ha DKpaHe W B
MY3BbIKaJIbHOM TapTUTYpe T00aBseTCs BTOpas map-
THsI, BBICTYTIAIOIIAsl B KaHOHE ¢ nepBoi. Jlanee mo-
TIOOHBIN KaHOH IPOXOJUT €mI¢ pas3, TOILKO ITOMUMO
MIPOCTOW PHUTMHU3ALNHU «BIIEYATHIBAEMOTO» TEKCTa
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K yIapHOMY aKKOMITAaHEMEHTY IOJIKJIF09aeTCsl BOKa-
quct. K 03ByunBaeMoi MM IIPOIIOCTE MOCTEIEHHO
OOABIAIOTCS OIHA M 3aT€M BTOpasi PUCIIOCTHI, YTO
APKO BU3yaM3UpPyeTCs Ha 3KpaHe. XyI0KECTBEH-
HBIW pe3yNbTaT — HapaluBaHUe U YITIOTHEHUE (ak-
TYpBI KaK My3BbIKaJIbHOTO, TaK M BHEOPSAA.

OnHUM 13 HOBAaTOPCKUX MPUEMOB, TTOTyYHBIINX
BO3MOXKHOCTh OCYIIECTBIICHHS Onarofapsi pas3BH-
THIO TEXHOJIOTHH, sBisieTcs «Slow motion soundy,
WIH «3BYYaHHE B 3aMEJICHHOM Temre». Kommosu-
TOp BBIJENAET W3 KOHTEKCTa HanOoiee 3HaYnMbIC
clloBa WM (pa3bl M pacTATUBACT UX BO BPEMEHH,
COXpaHss NU3HAYAJIBHYIO BBICOTY U TEMOp 3BY4aHUSI.
Cozparomuiics «uieiid u3 3ByKoB» CTAaHOBHUTCA Ya-
CTBIO TAPMOHUH, a CMBICH 3aMEJJICHHO MPOU3HOCH-
MBIX CIIOB yCHJIMBAeTCs. bymydn 3aMMCTBOBaHHBIM
u3 KuHeMarorpada, 3ToT npuéM ayonupyercs U Ha
JKpaHe, AEMOHCTPUPYS B 3aMEAJICHHOM TEMIIE TPO-
necc maaeHus quprnxadng. Kak B 3BykOBOM, Tak U B
BH3YaJIbHOM BOIUIOIIEHHH OH MAaKCHMaJIbHO TOYHO
nepenaéT COCTOSIHHE YeJIOBEKa, HCIIBITHIBAIOIIETO
HHTEHCUBHOE CTpeccoBoe Bosxelctaue. Ilcuxo-
JIOTH HAa3BIBAIOT 3TO COCTOSHHUE JIepeaiu3aliuei,
yKa3bIBas, 4TO «...OKpYXKarollas WHANBHIA peab-
HOCTb CTAHOBUTCS 4Y>KOW, 3aMeJIEHHOH, HEYET-
kol u crpaHHOU. CyObeKT BCE SIBICHUS M TPOHMC-
LIECTBHS paccMaTpuBaeT OyaTo Obl depes IUIEHKY
WK CKBO3b TyMaH M HEPEOKO BOCHPUHUMAET pe-
aTBHOCTh B KaudecTBe nexopanmit» [3]. Ilpu stom
MIPOMCXOAUT HE TOJBKO HCKAKEHHE 3PUTEIHHOTO
psAna, HO M3MEHEHWE aKyCTHYECKOTO BOCIPHATHS
JIEHCTBUTENBHOCTH.

CMBICIIOBOE YCHIICHHE JTIOKYMEHTAIBHBIX (hak-
TOB, BBEACHHBIX B CTPYKTYpPY XyAO)KECTBEHHOTO
LIEJIOT0, JOCTHUTaeTcs TaKKe IOCPEICTBOM IUTH-
pOBaHHUA, CO3MAIOLIETO MCTOPUKO-KYIBTYpPHBIE Ta-
pamnenu. Tak, ogMH W3 pa3[eNoB MEpBOW YacTh
HasbiBaeTcst «Hubenynr-lenenuny». Paiix oOparia-
eTCsl K 3MM30y KOBKM Konblia u3 «3ojora PeitHay
P. Barnepa, KOTOpBIIl BBICTYIIAET NPSAMOM accoLU-
ared mporeccy cosmaHus nupmxabmsa. U omgHo,
W Jpyroe TNpUHECET TUOETbHBIE MOCIEACTBHUS.
BarnepoBckuii MOTHB, BOCIIPOU3BEAEHHBINA B TOY-
HOM TeMOpOBOIl OKpacKke HaKOBaJEH, CHadajla JaH-
HBIW B BUJIe pUTMO(OPMYIIBI, TOCTETIEHHO o0pacTa-
eT TeMOpOBBIMU KOHTpamyHKkTamu. [IpubaBieHue
WHCTPYMEHTAJBHBIX JIMHUN COOTHECEHO C POCTOM
BHU3YQJIbHBIX KOMIIOHEHTOB, CTPOEHHE 3KpaHHOTO
MIPOCTPAHCTBA CTAHOBUTCS BCE Oosee MHOTOUTYp-
HBIM.

PeanbHoCTh BU3yasbHBIX 00pa30B ycHieHa TO-
MHMO BBEIIEHHUS pedyel O4YEBUALIEB U WHTEPBBIOE-
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POB, KOMMEHTHPYIONTUX OTOOpaKaeMbIe COOBITHS,
BKJIIOYCHHEM B IAPTUTYPY TAKWX 3ByYaHUil, Kak Ha-
npumep, «zeppelin dron» (3-s cuena I netictBus),
KOTOpasl TPaHCIMPYET INOJUIMHHBIA pPEB MOTOPOB
nagaromero aupmwxabis. Ecnu B maHHOM mpumepe
3BYK TOAKPEIUISIET BU3yaJbHBIH 00pa3, TO HEPEIKO
ObIBaeT W HA0OOPOT: HANPUMEP, IKPaH, UMHUTHUPY-
romuid Bugeoriénky (1-1 cuena I mefictBus), mo-
0aBysieT ONIyIIEeHHE JOKYMEHTAJIbHON PeabHOCTH
ayIuopsay, B TOM YHCIE€ W CO3aHHOMY IIOCpen-
CTBOM aKyCTHYECKOTO WHCTPYMEHTaPHSL.

BzanmopmononHsomas poiab  MY3BIKaJIbHOTO
Y BHIICOPSNIOB sIpKo HaOmomaetcs Bo 11 geiicTeum,
rae nmomumo mpuéma «Typing music» HEOTPHIB-
HOCTh MY3bIKH OT BHAEOPAA MOAYEPKUBAETCS CO-
BIIQJICHUSIMH BHE3AITHBIX CMEH DKPaHHOTO M300pa-
KEHHS C PE3KMMH 3BYKOBbIMH akiieHTamu. Ocoboe
HaIPsHKCHUE YaCTH CBA3aHHO ¢ 3P deKkToM 00paTHO-
r0 0TCYETa BpEMEHH JI0 B3PBIBA — BU3YaJIbHO 3TO BO-
IUIOIIEHO B BHJE HHU(POBOI MOCIEAOBATEIHLHOCTH
(ot 10 mo 1) m gBMKYyIIETOCA MasITHUKA METPOHOMA.

JloxymeHTanpHas mMpupoAa My3bIKaJIbHOTO Ma-
Teprajga MOAYEPKHYTa HCIIONB30BAHUEM TEXHUKU
verbatim, 3aMMCTBOBaHHON U3 «IJOKyMEHTaJIHHOTO
TeaTpa» W 3aHHMAaBIIeH ITIABEHCTBYIOIINE TTO3UIINN
MIpH CO3MAHMHU Tpensiayliei Buneoonepsl «Ileme-
pa». B y3KOMy3bIKaQJIbHOM CMBICIIE CYTh TEXHUKHU
3aKIII0YaeTCd B HOTHPOBAHWU HEMY3bIKAIBHBIX
3ByKoB. Ilogo6HO AByM mpeapaymmM paboTam,
rae Paiix obOpamaercs k nanHoi texuauke («Pa3Hbie
noe3nay, «llemepa), KOMIO3UTOP BOCIIPOU3BOAUT
MEJIOANYEeCKNE KOHTYpPbI PEYH MHTEPBBHIOEPOB HH-
CTPYMEHTAJILHBIM COCTABOM.

Takum 00pa3oM, aHaIN3 BUAEO- U MY3bIKaJIb-
HOM COCTaBIIAIONIUX HCCIEIOBAaHHOTO JOKYMEH-
TAJIBHO-TEAaTpaabHOro counHeHus Paitxa n Kopot
BBISIBIII X TITyOOKOE OpraHMYEeCcKoe eTuHCTBO. Pa-
0oTast Ha OCHOBE MaTepHalia JIByX HCKYCCTB, aBTO-
pPBI B3aUMOOOOTaTIIIM apceHall XYAO0KECTBEHHBIX
NpUEMOB OJTHOTO MCKYyCCTBa 3a c4€T apyroro. Bu-
JIe0 MOIYYHIIO MY3bIKAJIbHYIO TPAKTOBKY, TOT/IA KaK
ayavio — BU3yaJIbHYI0, YTO PacIIUpUiIO o01Iee mpe-
CTaBJIICHWE O BO3MOXKHOCTAX CHHTE3a PazIUIHBIX
HCKYCCTB B paMKaX MY3BIKaJIbHOTO TeaTpa.

B 3axmiouenne HEeoOXxomuMo emé pas momdep-
KHYTb, YTO JOKYMEHTAJIBHBIA MY3BIKAJbHBIA BH-
JleoTeaTp — SIBIEHHE CaMOOBITHOE, HE 3aMKHYTOE
Tonpko Ha TBopuecTBe C. Paiixa u b. Kopor u ume-
JoIIee MEPCIIEKTUBBI Pa3BUTH. JTO OJHO M3 XyJO-
KECTBEHHO 3HAYMMBIX HOBBIX HAalpaBICHWH, HWH-
TEHCHUBHOCTD 3BOJIIOIIMH KOTOPOTO HPAMO CBS3aHA
C Pa3BUTUEM TEXHOJIOTHH.
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< MPUMEMAHUA (<

' CM. 06 atom: [7]. Taxke cm.: Sumanth S. Gopinath ~ ere moj TUM TEPMHHOM OpPKEeCTp B siMe U bel canto Ha
The Problem of the Political in Steve Reich’s Come Out CIleHe, MO JIETHIIE HE UMEET C OTUM HHUYEro OOIIEro»
(1966): Avant-Garde Music and The Sixties / Sound  (uwmt. mo: [1, c. 158]).

Commitments. Avant-Garde Music and The Sixties. 3 TIoHEpOM HOBOTO JPaMaTyprHYeCKOTO HarpasJie-
Oxford University Press, 2009, pp. 121-144. HuUs cuutan ceds DpeuH [Tuckarop, mepy KOTOporo npu-

2 VioTpeOsist CIIOBO «OIIepa», aBTOPhI MCKIIOYAIOT — HAIUICKHT JaTHpoBaHHas 1929-M rogoM ofHa u3 mepBbIX

CMBICIIOBOY TIICH(], BO3HUKIINAN y TepMUHA 3a BpeMs  craredl («JlOKyMeHTalbHBIH TeaTp»), MOCBAMIEHHBIX
Pa3BUTHS ONEPHBIX (HOPM, ITOAPa3yMeBast O HAM JIMIIb  JTaHHOMY (DeHOMEHY.
«IPOU3BEACHHUE» WIH «TPYI», TO €CTh €ro MpsIMOH Ie- 4 Peub unmér o6 mnTepBbio CruBa Paiixa m bepun
peBox ¢ uTadbstHCKOTO. TakuM oOpa3om, orn pecekatoT  Koport ¢ [sunom Amren6aem 2002 roga «Teatp nnein»
TIOTIBITKA KPUTHUKOB paccMaTpuBaTh mpousBeneHue kak  («A Theater of Ideasy), omyOnukoBaHHOM Ha O(HITHAIE-
OYepEeNHYIO CTYTICHB IBONIONNN TPAJUIIMOHHOTO KaHpa.  HOM caiiTe Kommo3uTopa: http://www.stevereich.com/
Kommosurop mogu€pkuBaet: «...ecnu Bel mompasymeBa-  threetales intv.html.
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AeTonncb CAOMa BpeMéEH
(MsaTas v LWectas cumdonnn H. . MsickoBckoro)

[Tsaras cumdonus H. MSICKOBCKOTO SIBIIIACH IUISL PYCCKOM MYy3BIKH HanOOJIee 3HAYNTEIEHBIM 0000IIeHIeM UCKITIO-
YUTEITHFHO MHOTOOOPa3HOM JIEHCTBUTENBHOCTH, XapaKTepHOH UL MmepBhIxX aecatmreTrii XX Beka. Co Becelt oTuéTim-
BOCTBIO 3/I€Ch IIPEACTABICHO PACCIOCHHE Ha MPUHAIC)KAIEE SII0XE YXOIIMIEH U 3M0XEe HapOXIABIIEHCS, MPUIEM
C JOCTATOYHOI SIBCTBEHHOCTHIO HAMEUEHA HAIPABICHHOCTH 3BOJIIOIIMOHHOTO IPOIEcca OT CTaporo K HopoMy. B3an-
MOZIEHCTBHE NAHHBIX CYyIIHOCTEH CTPOUTCS MO MPUHIHUITY COIOCTABICHUS, IIPU ATOM KOHTPACTHI CTOJIb 3HAUYUTEIbHBI
1 X TaK MHOTO, 4TO CKJIaJbIBAETCSI BECbMa Pa3HOPOIHBIA KOHIJIOMEPAT, YTO JOHOJIHIETCS! OTIYETINBO MOSIPU30BaH-
HBIMHU 00pa3HBIMH HAaIIACTOBAHUSIMU. T€M CaMbIM MOXXHO OTMETHUTH SIBHYIO Pa3HOPEUHUBOCTH OOJIMKA CUM(OHUH, 9TO
CJIeyeT pacleHNBATh HE KOMIIO3UIIMOHHO-CTPYKTYPHBIM IIPOCYETOM, HO OTPaXEHHEM IIPOTHBOPEUNBOCTH U pa3ia-
JKEHHOCTH CaMOM ’KM3HHU TOTO BpeMeHH. B My3bIke MACKOBCKOTO 4yBCTBYETCS ITyJIbC SMOXHU CTPAIIHBIX KaTaKIH3MOB,
cotpsicaBmmx Poccuro. Cpean xaoca mpogosnkaia CBOE CyIIECTBOBAHNE XHU3HB UENIOBEUECKOM AYIIN, OCTPO pearu-
pytolei Ha npoucxoasniee BOKpyr. OTCrona CMATEHHOCTh YMOHACTPOCHNUH, CIYIIEHHO APaMaTHdeCcKoe BOCIIPUATHE
MMITYITbCOB, UCXOIAIINX W3BHE. 3aKOHUEHHOE BBIpakeHHe Bc€ 310 monyumio B Lllecroit cumpornu, orobpa3uBimeit
arMocepy pyoexa 1910—-1920-x romoB. OHa perucTpupyer yxe He pa3sHOPEUHe YXOISIIETO  HOBOTO, & UX OTKPBITHII
KOH(QITUKT, YTO TOPOXKJAET Ka9IeCTBEHHO MHYIO KOHIICIIIIUIO: TPArHIECKUH Pa3ioM OBITHSA (3KCIAHCHSI PEBOIIOIIMOHHON
CTHXHHU — OrpedeHNE CTapOro MUpPA) U MOUCK JTyXOBHOH OIOPHI B BOZOBOPOTE HCTOPUIECKUX KAaTaKIM3MOB. B3aThie
Kak nenoe, Ilaras u llecras cumdonun H. MsickoBcKoro, 1o XpoHOJIOTHU WX HanmcaHus (necsarmrerne 1914—-1923)
1 TI0 3aTPOHYTON B HUX HPOOJIEMaTHKEe COCTABUBINUE CAMHBI MOHYMEHTAIBHbBIM JUNTHX, CTAIN CBOETO POZA MY3bI-
KaJbHO-XY0’)KECTBEHHOH JIETOMHCHIO MPOUCXOAMUBIIETO B Poccuu B epro KOPEHHOTO MEPEIoMa e€ HCTOPUH.

Karouyebie ciioBa: My3bika Poccun, cumdonunn H. MsickoBckoro, corpiaabHbie KOH(QINKTH B My3bIKE.

ALEXANDER I. DEMCHENKO

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0003-4544-4791, alexdem43@mail.ru

Chronicle of the Destruction of the Time Period
(Nikolai Myaskovsky’s Fifth and Sixth Symphony)

The Fifth Symphony by Nikolai Myaskovsky became for Russian music the most significant generalization of the
exclusively varied reality, characteristic for the first decades of the 20™ century. Here the stratification into attributes
of the receding epoch and those of the arising epoch is presented here most distinctly, moreover, the directedness
from the old to the new is traced with sufficient apparency. The interaction of the given entities is built according
to the principle of juxtaposition, at that, the contrasts are so significant, and there are so many of them, that a very
heterogeneous conglomerate is formed, which is accompanied by distinctly polarized superpositions of images.
Thereby it becomes possible to note the apparent contradiction in the image of the symphony, which must be evaluated
not as a compositional and structural miscalculation, but a reflection of the contradiction and maladjustment of life
itself during that time period. In Myaskovsky’s music one can hear the pulse of the epoch of frightening cataclysms
convulsing Russia at that time. Amidst this chaos the life of the human soul, sharply reacting to what occurred around
it, continued its existence. Hence arises the perturbation of the attitudes of mind, the condensed dramatic perception of
the impulses arising from without. All of this received completed expression in the Sixth Symphony, which depicted
the atmosphere of the turn of the 1920s. It records not only the contradiction between the departing and the arising
epochs, but their open conflict, which generates a qualitatively new conception: the tragic break up of existence (the
expansion of the revolutionary element — the deposition of the old world) and the search for spiritual anchorage in the
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whirlwind of historical cataclysms. Taken as a whole, the Fifth and Sixth Symphonies by Myaskovsky, which have
formed a unified monumental diptych in the chronology of their composition (the decade of 1914-1923) and in the
problem range touched upon them, have come to present a unique musical-artistic chronicle of the break-up of history

taking place in Russia at that time.

Keywords: the music of Russia, the symphonies of Nikolai Myaskovsky, social conflicts in music.

nkojail SxoBiaeBnY MSCKOBCKHI KaK OIHMH
W3 BEOYIIMX MPEACTaBUTEIEH MHPOBOTO
cumponm3ma XX Beka, ONEpENUBIIMN B
M3TI00IEHHOM JKaHPE MHOTHUX KOMITO3HTOPOB JaXKe
B YHCTO KOJUYCCTBEHHOM OTHOIICHUH, IPOIIEN
¢ cuM(poHuel 0OJIBIION MyTh, B KOTOPOM SICHO pas-
JUYUMBI J1Ba Tieproaa: TBopuecTtBo 1910-1920-x
ronoB (cum¢ponnu Ne 1-10) u TBOopuectBo 1930-
1940-x (cumdonnu Ne 11-27). Jlnst nepBoro us aTux
[IEPHOIOB OCOOCHHO MPHUMEYATENICH HAaXOAAIINNCS
B ero nentpe auntux [Isroii u lllecroit cumbonmii,
CO3/1aBaBLIMICS HA IIEPETIOMHOM 3TaIle POCCUHCKON
HACTOPUU W COCTABUBIINN YHUKAIBHYIO MY3bIKaJIh-
HO-XyJ0’KECTBEHHYIO JIETOMUCH MPOVCXOUBIIIETO.
IITASL CUM®OHUA (1914-1919) sBunmack
JUISL PYCCKOM My3bIKM Hamboyiee 3HAYUTEITHLHBIM
WTOTOBBIM OOOOIIEHHEM HCKIIIOUYUTEIIFHO MHOTO-
0o0pa3HON W pPa3HOPEUYHMBOU JEHCTBUTEIHHOCTH,
XapakTepHOH s cepeanHbl u KoHma 1910-x ro-
JIOB. 37€Ch CO BCEHl OTUYETIMBOCTHIO TPEACTABICHO
paccioeHue Ha NPUHAMIEXKAILEE dI0XE YXOMAUIEH
U 3I0XE HapoXIaBIIEHCsS, NpUYEM C JOCTATOY-
HOM SIBCTBEHHOCTBHIO HaMe4yeHa HaIlpaBJIE€HHOCTh
3BOJIFOLIMOHHOTO IIPOLECCa OT CTAPOr0 K HOBOMY.
[lapamnensHO 3TOMY MOCTaBiieHa MpoOjIeMa BBI-
TECHCHHSI WHIWUBUIYabHO-HHTEIUTATEHTCKOTO Ha-
yaja HapoAHO-MaccoBbIM. Ilepexonst K KOHKpETHO-
My PacCMOTPEHHIO JJAHHOW KOHIICTIIIUK, 00pUCYyeM
BHayajie O0JIMK KaXJ0W U3 JIByX B3aUMOJICHCTBYIO-
IUX CYIIIHOCTEN — CTapOoro MMpa U MUPa HOBOTO.
Jluk  npeoicneti, yxoosweti Poccuu mpencraér
B JIBYX, OU€Hb Pa3NIMYaIOMIMXCS MEXIy co00il rpa-
HSX — 4epe3 WAWUINYECKOE U MepTBeHHoe. IlepBoe
OTIpEeeIIeTCs NACATN3UPOBAHHBIMH TIPEACTABICHHU-
aMu 00 OKpy»katorei ku3Hi. CaMoe BaKHOE M3 HUX
BOIUIOLLIEHO B INIaBHOW mapTuy I yacTu: uprdeckoe
YyBCTBO, pacKpbIBaroIee ceds B CIUSIHIH C KPacOTOH
ponHoit npuponsl. [TacropanbHbie OLIyIIEHHS 3aJ10-
JKCHBI B MATKOM KOJIBIXaHHH (DaKTyphl ¥ B CBUPEIIb-
HOM KOHTYpE HaWTphIIIa (HE CITydailHO KOMIIO3UTOP
nopy4aeT MeJIOIMI0 KiiapHeTam, (uieiitamM U roboto,
KOTOpbIE UTPatoT solo, B THaore u HaJIOKEHHUH ).
MOXHO BCTPETHTh B CUM(OHHMM U HE MEHEE
WIWUIAYHBIA B3I HA HApOA: B TPHO CKEPIIO
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(1. 56) HA OCHOBE KOJSIKH, 3aFCAHHOW KOMIIO-
3UTOPOM Ha 3amagHoi YKparHe, pa3BOpaunBaeTCs
HAaUBHO-TIPOCTOAYIIHAA JKAaHPOBAs CIIEHKA «IIe-
3aH» (C MPUBBIYHBIM BOJBIHOYHBIM OypIOHOM TO-
HAYECKOW KBHHTHI W TPAAWIMOHHBIMHU TPHEMaMHU
(haxkTypHO-BapHUAITMOHHOTO PA3BUTHS).

IIpumia)xeHHOH, «IISHUEBO-XPECTOMATUIHHOM
BBINVIIIUT KapTHHA BCEOOIET0 Mpa3qHEeCTBa B MPO-
BEJICHUAX TEMBI ITIaBHOW MapTHH (pMHAIA C Xapak-
TEPHBIM I He€ HaIETOM OBUITMHHOW CTapHHEI.
OT3BykamMu OBLJIOTO BEIWYHSI BOCIPHUHUMAIOTCS
MPOBO3MIIAIICHUS] MEAHBIX B pa3paborke | wactu
(mpeoOpa3oBaHUe TPETHETO MOTHBA TOOOYHOI Tap-
THHU B XapaKTepe TUITUIHO PYCCKOU «CIIABBI»).

CoBceM WHBIM, MEPTBCHHBIM M ITyTAOIIHM,
npeacTaér auk yxonsaumen Poccun B kpailHUX pas-
nenax Il vactu. Kak u B maBHo# naptuu I vacty,
31ECh €CTh YepThl MEW3aKHOCTH, HO 3TO Me3ax
TYCKIIbIM, ONEKIBIA, CyMepeyHBIH, HOYb OCTHIBA-
fomeit xu3HU. OTCroma MpHU3pavHO-HPpPEaTHHBIN
OTTEHOK (B 3bIOKOM HIYPIIAHHH TPEMOJIMPYIOIIIX
CTPYHHBIX), 00IIasi CKOBaHHOCTH, OLENICHEHHE,
00eCCIIIEHHOCTh (OCTUHATHOE TIOKAYMBAaHUE HHUK-
HYIIUX JIAMEHTO3HBIX IIONEBOK), COCTOSIHHE THE-
Tymei 06e30TpafHOCTH (CHHTE3 KaHPOBO-HHTO-
HAI[MOHHBIX TPU3HAKOB KOJIBIOENTBHOM, 3amiadyku
Y OTIEBAHMs), 3aKOHOMEPHO HPUBOJIAIIEE K 3aBEp-
maromemMy yracanuro (morendo 1o pppp Ha dnaxo-
nerax). Tak pucyercs Tsokénas qpéma, oT KOTOPOi
BEET JIbIXaHHEM CMEPTH.

IIpy BCEM pa3nuuMM Ha3BaHHBIX I'paHEH yXo-
nsmieit Poccun nx 00beMUHSET PEeTPOCTICKTUBHEIHN
XapakTep CTUIMCTUKH, OTMEYAIOMNKA MPUHAIJIEK-
HOCTh mocienHemy stany Kiaccuyeckoit snoxu
Kak 310XH, HAUMHABIIEN CBOE pa3BUTHE B CEPE/INHE
XVIII Beka u 3aBepmaBiieii ero Ha pyoexe XIX—
XX crometuit. CoBepIICHHO OYECBHIHBI HETIOCPEI-
CTBEHHBIC CBSI3M PACCMOTPEHHBIX 00pa30B ¢ TPaIu-
USMH PYCCKOH MY3BIKQIBHOM KJIACCHKH (TIpexie
BCETO C TPAJAUIHUSIMH IIETEPOYPTrCKOM IITKOIIBI).

XOpoIIo OIIyTHMBI ClielU(pUIecKre MpU3HAKU
MCXOMa: 3aMETHAas 3CTETH3aIusl 00pa3oB (MCTOHUYEH-
HOCTB KOJIOpWTA C HAIUIBIBAMU MapeBa 3aBOPaKUBA-
IOIIel KpacoTbl B 30HAX 3aKITIOYUTEIIHONW HapTHH
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[ wacTn) u B psise ciay4aeB — yTpara BHyTpEeHHE! 3Ha-
YUTENBHOCTH (CYeTIMBO-BUTHEBATHI OTTEHOK IJIaB-
HOU napTuu (UHAA, HAXOIIHN ceOsl B U3MENFIEH-
HOW PUTMHKE M B TEPETPYKEHHOCTH XPOMATHKOM).
IIpu BcéM TOM JaHHBI Marepuall BHE BCSKOIO CO-
MHEHHSI Hec€T Ha cebe OoTcBeThl rymMaHm3ma XIX
BEKa, HAITOMUHAS O «CTapoH, MoOpoit Pycmy.

CoBceM nHBIM 00pucoBaH B [IaToii cumdpoHun
MSICKOBCKOTO Mup 6ocxoosawuii. I TaBHOE B M3Me-
HUBIIUXCS TIPEICTABICHUSIX 00 OKpYKaromIeH neii-
CTBUTEIFHOCTH COCTOUT B TOM, YTO OHH HE UMEIOT
HUYEro OO0IIero C uaeanu3anueid M yCTPEMIICHBI
B IMEPCHEKTHUBY. 37€Ch B Ka4€CTBE TEMaTHUECKHX
OTIOp BBIJENIEHBI M0O0YHas maptus | yactu, ocCHOB-
Ho# TematusMm III yactu U Tema-3nKU30]1 POHI0-CO-
HaTHOW QOpMBI pUHATA.

Jna rpynmer Tem mobGouHod maptum | wactu
OTIPEJIEIISIONIYIO POJIb UTPaeT 0OpaMIIsIFoIIas TemMa
(HaganmpHOE TPOBEACHHE — II. S5, 3aBEpIIAIOIIee —
11. 8), CyMMHpYIOIIas B ce0e XapaKTepHBIE TS BCEH
N0OOYHOM MapTUH MPUMETHl HOBOTO PYCCKOTO CTH-
7151, TAIIEHHOTO KaKUX-TMOO0 MPHUKPAC, 4TO BOCIIPO-
W3BOJIUTCSI HA OCHOBE CBOMCTBEHHOTO ()OJIBKIIOPU3-
My Hadasia XX BeKa CUHTE3a apXauKu U MOJIEpHa.

B ocnoBHoM Temarusme III gactu 3a BHew-
HE TIPUBBIYHBIMA KOHTYpaMH >KaHPOBOTO CKEpIIO
NPOMISIBIBAET OTTEHOK SIBHOU Jje(opMUpOBaHHO-
ctu. Ilog mokpoBOM rpyOOBaTO-TEPIKOTO Tpermaka
CKpBIBaeTCsl HemoOpast, KoJrouasi yCMeIIKa C 4ep-
TaMU CKOMOPOIIIBEro TirymMa. B mcxomnoit Teme oHa
IIepelaHa yepe3 NPOHUYHBIN U3JI0M MEJIOINYECKOU
JUHUHA ¥ BKIIIOYEHHE «SI3BUTEIBHON» TPHOIH, de-
pe3 MHTEHCHUBHYIO XPOMAaTH3aIHIO0, IJIHCCAHIUPY-
torre 3G HEKTh ¥ «BEpTISBBI» TEMOpP KIIapHETa.

Tema-snm3on ¢unama, coeauHss B cede Myxe-
CTBEHHO-BOJIEBYIO yCTPEMJIEHHOCTh W YIIPYTOCTh
MOCTYNH CBsylome maptuu (1. 74), moOOodHOMA
naptuu (1. 75), a TaKKe 00paMIISIFOIIETo X MOTHBA
(. 73 u mepen 1. 81), craHOBUTCS T CUMGOHUH
CaMbIM SIPKAM TIPOPBIBOM B COBPEMEHHYIO CTHIIH-
ctuky. O0pa3 coOpaHHOM, HACTYNATEIBHOM SHEPTUU
MPEeTBOPEH 37IeCh HAa OCHOBE YpOaHM3MPOBAHHOM
TOKKaTHO-PENICTUIIMOHHON (hakTyprl. Pa3BEépThiBa-
HHUE TEMBI CTPOUTCS IO THITy PaCKpPyUIHBAIOIIECHCS
IIPY>KHUHBI, YTO NEPENAET NyX HACTOMUUBBIX IIPEONIO-
nennii. OH CBOETO Mpezena TOCTUTAET Ha KyJIbMH-
HaIWu pa3paboTKH, KorJa M 6€3 TOro XOIOJHOBATas
TeMOpoBas raMma (IIeHT, T0O0EB U KIIAPHETOB TIepe-
XOIUT B OTKPBITYIO «CTajIb» TPYO.

OT10 ApaMaTHyYeCcKas TOKKAaTa )KU3HCHHON 00pb-
OBl 1 €€ BHYTPEHHSSI KOH(IMKTHOCT OTPEIeIeT-
CsS WHTOHAITMOHHOW 3a0CTPEHHOCTHIO (BKIIIOUAS
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CKauK¥ Ha OOJBIIYIO CENTUMY, MaJyl0 HOHY U Jia-
JI€Kre TOHOBBIE COOTHOIIEHHMS OTIOPHBIX TAPMOHHUI
f—d— a— e). KoHQauKT co3maérest TakKe IPOTH-
BOPEYHBBIM COIPSIKEHUEM PETYISIPHONH MOTOPHOM
MTyJbCAIA BOCKMBIX (JOHA M BBIPHIBAIOMICHCS W3-
TIOJT €TO «OTIEKM» MEJIOAUICCKON TMHUH (ITyHKTHP-
HBIM PUTM M CHHKOIIBI Ha CJIa0BIX JOJISX).

Paccmorpennbie rpanu o0Onuka HOBOUM Poccuu
OUYeHb KOHTPACTHBI, © TEM HE MEHEE MEXKIy HUMH
0e3 Tpyaa oOHAPYKUBAIOTCS OTIPEACIIEHHEIE O0IIIHe
gepThl. OMHA W3 HUX — CKIOHHOCTH K JHHAMH3MY
B Pa3IUYHBIX €T0 UIOCTACSIX, OyIb TO UMITYJIHCHB-
HBIM XapakTep, SKCIIaHCHUBHAsI HACTPOEHHOCTh WIIN
CTpeMJICHHE K JIATUAAPHOCTH M KOHLEHTPHUPOBAH-
HOCTH BBIPKCHUSI.

Baxwuelimas cTopoHa CXOJCTBa COCTOUT B aK-
TUBHOM JIEWCTBUU TaKMX KayeCTB, KaK XKECTKOCTb
u HanpsukEHHOCTh. OTCIoma 001mas cypoBOCTh KO-
JIOpUTA, YIJIOBATO-NIPSMOJIMHENHBIA WHTOHAI[MOH-
HBIIl KOHTYp, IIAPOKas OIOpa Ha YBEIMYCHHEIE,
KBapTOCEKYHOBBIC W KBapTOBBIC CO3BY4YHsI (B TOM
qucie U3 TPEX KBapT NoApsL). XapaKTepHa aKKop-
JIMKa ¢ TOOOYHBIMU TOHAMHU M MOAYEPKHYTO JAUCCO-
HHpYIOIIee rojocoBenenrne. B mo6ounoit maptuu I
YacTH OTMETHUM IIepeueHbE MapayIeIbHBIX CEITHM,
a B TeMe-3mu3one ¢uHaNa — CTOJIKHOBEHHE des,
fis menonuu ¢ f moll GpoHa, a TakKe 3BYKOB e, h U
dmollur. n.

Hrak, 0CHOBHOW «BOAOpa3/e», OTWICHSIIOIIMNI
HOBOE€ OT MPEXKHETO, MPOJIETaeT 10 JUHUNA CTUIIH-
CTUYCCKOW OPHUCHTAITMN: OJHW TEMBI HAXOIATCS
B MPSIMBIX CBSI3SIX C PYCCKOM MY3BIKAIHHOU KJIac-
CUKOM (YeM aKIEHTHUPOBaHA MX OOpamEHHOCTH B
MIPOIIIOE), APYTUE OTMEYEHBI COBPEMEHHBIMH Yep-
TaMH, ¥ UX HaIPaBJIEHHOCTb B HCTOPHUYECKYIO TEp-
CIIEKTHBY HE BBI3BIBACT COMHCHHIA.

Upe3BbIYaifHO JTIOOOTBITHO B3aWMOJICHCTBHE
3TUX JBYX Pa3HOHAIIPaBJICHHBIX CyIIHOCTEH. Tomb-
KO HW3pe/ka HaOJIOaeTCss WX HEeNOCPEICTBEHHBIN
KOHTAKT, TIPH 3TOM €CTh CIIy4ad JOCTAaTOYHO Opra-
HUYHOTO CpacTaHWs: HapUMep, B CPETHEM pas3zie-
sie Il yacTu coeuHAI0TCS YepThl MY3bIKU MO3IHETO
YalikoBCKOro M dKcrnpeccuoHu3ma XX BeKa, B CBs-
3yrolieit napTuu puHaia — 4epThl paXMaHUHOBCKOM
TepouKH U Oyaymiei coBeTckor meceHHocTH 1930-x
TOZI0B.

Kak mpaBuio, B3aUMOJEHCTBUE CTPOMUTCS IO
MPUHLUITY comocTaBieHns. OgHaKo KOHTPACTHI
CTOJIb 3HAYUTEIHHBI U UX TaK MHOTO, YTO CKJIAJIbI-
Ba€TCsl BECbMa Pa3HOPOAHBIA KOHMIOMepar. Upes-
BBIYAIHO pa3HOPOJICH YXe caM 1o cebe CTHUIIeBOM
KaJICHIOCKOIT: «PEeTpo», MepexonHas CTUIINCTHKA,
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HOBBIN cTWIIb. U MOKa3arenbHO, HallpuMep, YTO Cpe-
I OOMJIMA MCTOKOB, COCTaBHBIIUX 0azy «peTpo»,
€CTh IpUHAJIEKAIee KaK MeTepOyprcKoil IKoie
(Mycoprckuii, boponun, Pumckuii-Kopcakos, JIs-
noB, [ma3yHoB), Tak U MOCKOBCKOU (YaiikoBCKUiA,
PaxmaHuHOB).

Bcé aT0 nononHsgercs 0T4ETINBO NOISPU30BAH-
HBIMH OOpa3HBIMH HAIJIACTOBAHMSMH (JOITYCTHM,
paxyXHas TeAOHUS U KOIIMap KaTacTPO(UIHOCTH,
cyry00 WHIUBHUIyaJbHOE W HAJIMYHOE), MPHUYEM
KOHTPAaCTHOCTh MOXKET OBITh IPEJCTaBICHA Jae
Ha YpPOBHE CaMbIX MaJIbIX MOCTpoeHHH (ToOoUHas
naptus 1 yacTu nmocrpoeHa U3 4EThIPEX TeMaTHye-
CKHX 3JIEMEHTOB M COCTOUT W3 ISTH MHKPOIIIH30-
JOB—1II. 5, T. 511. 5, 11. 6, 0. 7, 1. 8).

CrnenoBarenbHO, MOXHO TOBOPHUTH HE TOIb-
KO O MHOTOJIMKOCTH, TIOAYAC JIaXkKe MECTPOTe, HO U
0 SABHOHM Pa3HOPEUMBOCTH, KOTOpasi CKPHIBAETCS 3a
BHEIIHUM «Onarononydnem» obimka cuMQoHHH,
3a €€ COOTBETCTBHEM TPAAMINOHHOMY CTPOEHHUIO
LMKJIa B €r0 NPUBBIYHOW TpakTOBKe. PazHopeuu-
BOCTBH 3Ty B JaHHOM CJIy4ae Hy>KHO pacIieHHBAaTh HE
KAaK KOMIIO3ULHOHHO-CTPYKTYPHBIN IPOCYET, a KaKk
OTpa)keHHE MPOTHBOPEUYMBOCTH, CyMSTHIIBI U pa3-
JIA)KEHHOCTH CaMOM KHU3HU TOTO BPEMEHH.

B craHoBieHNH CTOJIH MHOXKECTBEHHOTO BOPO-
Xa SIBJICHUH yJIaBIUBACTCS JOCTATOYHO OTYETIINBAS
TEH/JCHIUS — MHOTOCTYINEHYaThIH, 3Ur3aroodpas-
HBIH, HO TEM HE MEHEE ONPEIECIEHHO BBIPAXKEHHBII
[IEPEX0JI OT CTApOro K HOBOMY.

B3aumopelicTBue 3TUX JIByX CYIIHOCTEH B CO-
OBITUITHO HACKHITIICHHON | YacTH HaXOAUTCs, HA TIep-
BBIH B3IV, 6€3YCIOBHO IO ATU0M KITACCUIECKUX
OpPUEHTHPOB, TaK KaK OHM 3aHMMAIOT JIpaMaTypru-
YeCKH KITI0UEBOE MOJIOKEHUE (TIPEXkK e BCero OJaro-
Japsi 00pamIISIOIEMy MECTOIIONIOKEHHUIO TIaBHOM
MapTUHM, OTKPHIBAIOIIEH SKCIO3WIMIO M 3aBeplia-
[OIeH 3epKambHyI0 penpusy). OmHako MO HWIuI-
JIUYECKUM TTOKPOBOM 3PEIOT MHBIE, UYXK/bI€ CHIIBI,
3asBJISIFOIIME O ceOe B HAIUIBIBE 00pa3oB MOOOYHOM
naptuu. IIpu 3TOM 0YeHb BaKHO, UTO UMEHHO € HEM
CBSI3aHBI BCE KyJAbMHUHANINHU (HAYMHAS C II. 8 ¥ KOH-
qas 11. 24), 1 €€ OTTOJIOCKH HapYIIAI0T WILTI030PHOE
3a0BITEE B 30HAX 3aKIIOUUTENBHOW mapTum (Ipe-
JOCTEPETAIONINE «YKOJBD» 3aCypJMHEHHBIX Bal-
TOpPH Ha CyMpayHBIX aKKOPAOBBIX COMOCTABICHHIX
T— b VIimollu T— p Il moll).

B mogo0HOM KOHTEKCTE COBCEM HE CITy4YaliHbIM
OKa3bIBAETCSl BTOP)KEHHE B30yHOpakKeHHON paspa-
00TKH, rae mocpeAacTBoM fugati (u. 13, 17) nepe-
TaéTcsl «3aBOPOIIKA» CMYTHOTO BPEMEHH, a PE3KO
TpaHC(OPMHUPOBaHHAST TeMa TJIABHOW MapTHH CTa-
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HOBHTCS NPAKTHYECKH Hey3HaBaeMoul. Takmm 00-
pa3oM, B3STHIM M3HYTPH MHUpP OBIJIOTO BO MHOTOM
OKa3bIBAETCS pacIIaTaHHBIM, W TPOIECC 3TOT pas-
BHUBAETCS BIIUPH U BIIYOb B CIEIYIOMINX YaCTAX.

Bo II wacTn, BeIpaxasch 00pa3HO, HOBOE JKH3-
HeomIyIeHne (CpemHuil pasnenn) poXKIaeTcs B
IYIIHON ThME M30BIBAEMOTO TPONUIOTO (KpaitHue
pasnensl). B ckeprio 111 wactu mpexHee yxe oKa3bl-
BaeTCs OTTCCHEHHBIM Ha 3aHUH IIaH (TPHO C €To
OTTOJIOCKOM B Hadaje KOMbI, 1. 68).

Haxownern, B puHaie, rje MHOXKECTBEHHOCTD CO-
MTOCTABIIEHUI JIOCTUTAeT CBOETO Ipeaena, B Xoue
HE3PHMOTO MPOTHBOOOPCTBA 4Yallla BECOB OKOHYA-
TEJIHHO CKIIOHAETCS B MOJIb3Y COBPEMEHHOCTH. JTO
TOPKECTBEHHO W TPOMOIVIACHO IOATBEPKAAETCS
KOJIOW — OHa MOCTPOEHA Ha OCHOBHOM TeMe mo0o4-
Ho# napruu I yactu, KOTOpasi CUMBOJIMYECKH IIepe-
OCMBICIIBAETCSI B «IVIABHYIO MAPTUIO» CUM(OHHU.

[pumMeyarensHO, YTO TOCHOACTBYIOT B (hUHAIE
0o/1pble, TMHAMUAYHBIC PUTMbI MapIlia, IECTBHSL, H 3TO
MIPU3BAHO BHICBETUTH OCHOBHYIO MBICITb BCETO ITPOH3-
Benenusi: Poccust mpuiuia B IBIKEHIE, OHA HAXOAUT-
Csl Ha TIepeyioMe CBOMX Cye0, B IyTH OT HPEKHETO
YKJIa/1a K HOBBIM JKH3HEHHBIM TOPU30HTAM.

[lapamnensHO NIBMKEHHIO OT WAWJUIMHA TIPO-
[IUIOTO K CYpOBOH peajhbHOCTH HOBOTO BPEMEHHU
(uKcupyercs Apyroi BaKHBIHM MPOIECC — BBITECHE-
HUE WHIAVNBUIYaJTbHO-WHTEIUIUTEHTCKOTO HApOIHO-
MacCOBBIM.

[lepBoe n3 3THX Ha4aJ MPEACTABIEHO B IBYX pa-
Kypcax. C omHO# cTopoHSbI (Tv1aBHas napTtus [ yactu),
3TO KOMITJIEKC Ka4eCTB, THITUYHBIX /1715 4eJIOBEKa pyc-
CKOM KJIAaCCHUYECKOU KYJBTYpHI: OIIaropomcTBo, Omy-
XOTBOPEHHOCTD, IO3TUYHOCTh, YYBCTBHTEIBHOCTH
K TOHKAM HIOAHCaM HACTPOCHHS, BIEYATIUTEIb-
HOCTb JI0 IPEKPACHOIAYIINS 1 CEHTUMEHTAJIbHOCTH.

C npyroii ctopons! (cpeaauii paszaen Il gactu),
9T0 MeTamop(03a TMIHOCTHOTO CO3HAHHS B YCIIOBHU-
SIX BO3JICHCTBUI HOBOTO BPEMEHH, KOTIa peieKCus
HEOTBPAaTHMO 3BOJIIOIMOHUPYET B IJIOCKOCTH Tpe-
BOT ¥ CMSATEHHH, TYIIEBHBIX MyK M TEP3aHUH, K0T
MOCENIAl0T MPHUCTYITBI HETIEPEHOCUMON JIENPECCHH,
KYTKHE TaJUTIONMHAINK, W BO3HHUKAET OIyIICHNE
(arapHO 00ped€HHOCTH (CIIOXKHASI, CIUIONIb XPO-
MaTU3MPOBAHHAS MOJMPUTMHUYECKAsT BA3b MHOTO-
CIIOWHOMW JNMHEapHON TKaHH, OOJIe3HEHHAs! SKCIpec-
CHSI «TOBOPSIIMX» WHTOHALIMM B3BIBaHMSA, CTOHA, a
Ha KyJbMHHAIMH — TIOABIISAIONINE OOBAIIBI futti).

PaccmoTpeHHBIM  MaTepHalioM  COOCTBEHHO
W OTPaHWYMBAETCS 30HA BIHSIHHUS HWHIUBUIYallb-
HO-MHTEIUIUTEHTCKON cdeprl. Kak BumuMm, npa-
MaTypru4eckd OH PacIONOKEH 10 yObIBaromei —
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oT (popmanibHOTO TIIaBEHCTBA B | 4acTH K CKPOMHBIM
paMmkaMm cpeaHero pasaena Bo I wactu, a 3aTem emy
Y BOBCE HE HAXOIUTCS MECTa.

Cumponus obpaineHa Kk HapoaHol Poccum,
HaxoJAIIeiica B MOCTENEHHOM IIE€PEPOKICHUH.
N nycTs UK €€ nan€k oT NpeXHUX IPEICTABICHUI
¥ B HEMAJIOM CTENEHH HaCTOPaKMBAET, B IIEJIOM aB-
TOp CKJIOHSIETCS TEepel HUM M BO3BEIWYHBAET €TO
KaK €IVHCTBEHHO INPOYHBII XU3HEHHBIA yCTOH B
OpO’KEeHHUH MTEPETOMHOTO BPEMEHHU.

CBUAETENBCTBO TOMY — KOAa-amodeos, Tie
B Ka4eCTBE TeHepaJbHON KyJIbMHHAIIUN BCETO MPO-
W3BEJICHHUS MPOBOAUTCS MmoOoyHas maptus | wacrw,
CHUMBOJIM3UPYIOIIAs TPO3HYI0, MCIOIHHCKYIO, He-
CKOJIBKO 3araJ0o4Hyl0 MAacCOBYIO CTHXHIO (TOI-
YEPKHYTO CYPOBO-THMHHYECKOE 3ByYaHHE TEMBI
B YBEJIMYCHHUH U B XOPAJTHHOM MPOU3HECEHUH BCEM
OPKECTPOM C JIOBEJCHHEM TUHAMUKH 10 ffff).

Ocraércst 3ameTnTh, uto [IsTas cuMpoHus IBU-
7ach Al MSCKOBCKOTO 3TAalmHOM HE TOJBKO B CHILY
TOTO, YTO B HEH OH BIEPBHIE JOCTHUT XY0XKECTBEH-
HOTO pe3ynbTara Ha ypoBHE HamOoJee 3HAYUTEINb-
HBIX OOpa3IOB OTEYECTBEHHOTO MY3BIKAJIHHOTO
HCKYyCCTBa, HO ¥ TIOTOMY, YTO B HEHl ONpeneiInch
MHOTHE CYIIECTBEHHBIE IEMEHTHI €r0 MOCIeayo-
IIETO TBOPUYECTBA.

[To MHEHHMIO caMOTO KOMITO3UTOPA, OTCIONA BE-
NET HaYaNo 06bekmueHas TuHus ero cuMQoHm3Ma.
3nech MSCKOBCKHHA chOpMYIHpOBa Jyisi cedsl 1mo-
3ULUI0 OPSIMOH IIPEEMCTBEHHOCTU C PYCCKOM My-
3BIKAJIGHOM KJIACCHKOM, YTO ¢ HanOOIbIICH Mmocie-
JOBaTeNIbHOCTHIO cKaxkercs B 1930-1940-e romsr
A B OCHOBHOW Teme mo6ouHOM maptuu | wactu
OH oOpamaercst K Ka3adbel MEeCEeHHOCTH, KOTopas
CTaHeT JJIs €ro TBOpYECTBA BaXHEUIINM (HOIb-
KJIOPHBIM HCTOKOM (cM. «Ka3aupio KONBIOETHHYION
B BOKaJIbHOM IMKJI€ Ha ciioBa M. JlepmoHTOBa, OT-
JenbHbIe 00pa3sl BocemHamnaroit cuMpoHum).

Oco0eHHO MHOTO 37IeCh Mapajulesiel K ciemy-
roteit, [llectoit cumdonny, re Takxke pa3padarsi-
BaeTcs IpodiieMa B3aUMOJICHCTBHS KIIACCHUECKOTO
U COBPEMEHHOTO (HO YK€ B OCTPOKOH(MIMKTHOM,
TpareIuiHOM UCTOJIKOBAHHUN) C COITYTCTBYIOIICH €it
TEMOW «WHTEIUTUTEHINSI ¥ HApOa», U €CTh MPsIMbIC
KOHLIEMIIIOHHBIE «MOCTHKN:

— ot m1aBHO# maptuu | wactu [Isaroit cumbponnn
K JupuyeckuM oasucam lllecroii;

— my3bika [l gactu Benér k ckopOHO-TIIaueBon
cthepe cnenyromeli cumpoHUH (B TOM YHCIIE Cpea-
HUW pazlieNl 3TOW 4YacTu — MpeJBepUe CryIIEHHO
CYOBEKTUBHOTO TICMXOJIOTH3Ma C XapaKTePHON s
HETO WHCTPYMEHTAJIBHON peunTanueil);
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— B III yacTn HameyeHbl MOACTYIBI K HHDEp-
HasbHOMY ckepuo llecToit;

— a B puHase [11Tol HaMeuaeTcst CTUXHUS Tpas-
HectB-mmectBuid lllecToil (BKMIOYast COMPHKOCHO-
BEHHE C MEJIOIUKON PEBOIOIMOHHBIX TIECEH — CM.
MOOOYHYI0 TMapTHio (HUHAIA paccMaTpUBAEMOM
cum¢OoHUN).

Kak MoxHO OBLIO 3aMmeTuTh, IlsaTas cumdo-
HUS, OTKpBIBIIAA «OOBEKTHUBHYIO JIMHHIO» TBOP-
yecTBa MSCKOBCKOTO, HA CaMOM Jelie COoAeprKajia
B ceOe M T0CTaTOYHO MHOTO cyOhekTuBHOTO. Cle-
JIOBaTeIbHO, TO, YTO OH MMEHOBaJ OOBEKTHBHOM
1 CyObEeKTUBHOW JIMHHUSIMH, OTHIOAb HE CYIIECTBO-
BaJI0O M30JIMPOBAHHO JPYT OT Apyra. OHU B3auMo-
JEACTBOBAIH MEXIY COOOW, HEPEOKO CIUIETasICh
B TPYZHOPA3AETUMOM IIETIOM.

W moguac Henerko moHATH: BOCHPHHUMAJIOCH JIN
HEKoe 0OBbEKTUBHOE CyOBEKTHBHO HJIM CaMO 3TO 00b-
eKTUBHOE OBUTO M3HYTPH HACHIIIEHO CyOBEKTUBHBIM.
Ho no my3bike MSICKOBCKOIO MOXKHO C JOCTaTOYHON
OTYETIIMBOCTHIO CYAUTH O TOM, YTO TaK WIIM WHAYE Cy-
IIECTBOBAJIA KU3Hb, IPOUCXOSIIAs BOBHE, a Tapai-
JICJIBHO €M IIPOTEKaJIa KU3Hb JYIIH YEI0BEYECKOM.

JKu3Hb BOBHE BIIAaCTHO BTOprajach B 00pa3HYyIO
TKaHb MPOW3BEJCHUNA KOMIIO3UTOpa, W ATO ObuLIa
KU3Hb MHOTOCJIO)KHAsl, HEBEPOSTHO IPOTHBOpE-
yuBas. B My3blke MSICKOBCKOIO T€X JIET HEPEIKO
YyBCTBYETCS TOPSYHIA, a MMOI4Yac MpoOCTo OemeHbIrd
MyJbC BPEMEHH CTPAIIHBIX KaTaKJIM3MOB, COTpA-
caBmMx Poccrio U TNOpOXAABIIMX COLMAIbHBIN
Xao0c, pasiioM, pacmai, Korjaa Mapui IyX SSpOCTHOTO
OyHTapCTBa U HUCTIPOBEP)KEHHUSI OCHOB (HE CITydJaid-
HO 3aMbICell IpyToi ero cuM(oHuH TeX JieT — Bock-
MO¥ — OBLT CBsI3aH ¢ 0Opazom Crenana Pasuna).

W cpemm sTOTO Xa0Ca, BOZHHKILIETO Ha BOJHE
TOrO, uTo A. B110K 0003HaYMII KaK «HECIBIXaHHEIE TTe-
peMeHBI, HEBHJAHHBIE MATEKK», MIPOJOIDKaa CBOE
CYIIECTBOBAHME JKU3Hb YEJIOBEUECKOW IymlH, oOpe-
TaJICsl BHYTPEHHUA MUP BIICUATIATEIILHOW HATyphl,
OCTpO, TIOpO¥ OOJIC3HEHHO pearupyionieil Ha mpo-
ncxopsmee BOoKpyr. OTcioma CMSITEHHOCTh YMOHA-
CTPOEHUH, CTYIIEHHO JIpaMaTUYECKOe, Jaxe Tparu-
YeCKO€ BOCIIPHUATHE UMITYJIHCOB, HCXOSIIINX U3BHE,
1 COOTBETCTBEHHO — O0KUTAIOIIas ATETHKA, IKCTa-
THYHOCTb, 3KCIIPECCHOHUCTCKUM HAaKaJl CTPACTEH.

Bcé€ 310 cBOE 3aKOHUEHHOE BBIpaXKEHHUE TIOJTY-
upno B IIECTOM CUM®OHHM (1918-1923).
3mech yMECTHO IO3BOJIUTH cebe Hebonplioe oT-
CTYIUICHUE Ha IpPEeAMET €€ NaJIEKON MpeAlleCTBEeH-
HUIBI C aHAJIOTUYHBIM HOMepoM. MimeeTcst B BUay
ecrast cumbponus YaiikoBckoro. [1o mpu3HaHUIO
MSICKOBCKOTO, «IOTpsICAaloIiee BIIEYATIIEHUE» OT
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HEE MOCIYXUJIO AJIs1 HEr0 «IIOCIECIHUM TOJIYKOM
K MY3bIKQJIbHO-TBOPYECKIM YCTPEMIICHUIM.

3aMeTM, 3TUM TOJTYKOM IOCIYKWJIa HE OIIe-
pa WIM BOKallbHOE IPOU3BEICHHE, a CUMQOHUS
— JKaHp, CTaBIIMK omNpelensomuM aid MsICKoB-
ckoro. Kpome TOro, sromy mnocuyxuna My3bIKa
HallkOBCKOTO — CBOKMCTBEHHBIN €My JIMPUKO-ApaMa-
TUYECKUM U JMPUKO-IICUXOJIOTUYECKUA CTPOH Xy-
JIO’KECTBEHHOTO BBICKA3BIBAHHS CTAJl XapaKTEPHBIM
U U1t MSICKOBCKOTO.

Hakonen, BaXHO TO, 4TO 3TO0 ObUIa WMEHHO
[Hecras cumdonus YaiikoBckoro. 3aBepimiasi 3BO-
JIFOLIMIO PYCCKOW MY3BIKaJIbHOM KIIACCUKH, OHA B TO
JKe BpeMsl Kak Obl «OTKpbIBaJIa 3aHABEC» KOH(IMKT-
HOCTH U TparuzMa XX crosietusi. MsICKOBCKUH MO~
XBaTWiI dcTadery, BOMJIOoNas TH KauecTBa B yCJo-
BUSIX CIIEIYIOLIET0 ncropuyeckoro srana. M eciau
[ecras cumbonns YaKOBCKOTO OTMETHIIA BXOXK-
JICHUE B TIEPHUO/] 3MOXAIBHON COIMAIbHON JIOMKH,
to llecrast cumdponuss MSCKOBCKOTO 10 Tpezesna
0OHaKHJIa CyTh ITOH JIOMKH.

[lecras cumpoHMS BBICUTCS B TBOPYECKOM Ha-
CJIeINU KOMIIO3UTOpa HEJOCATaeMOM BEPILIMHOM, HO
y He€ ObUI TeNbI PSII «CITyTHUKOBY — IPOU3BEE-
HUH, B KOTOPBIX PacKpBIBAIACH Ta e MPOOIeMaTu-
Ka U KOTOpBIE OTIUYAINCH TOXKIECTBEHHBIM TOHY-
COM 3BYKOBO# aTMOC(]EpBhI.

[TomoOHBIC aHAMOTMHM HAYMHAIOTCA CO BTOpoi
(oprermannoit corarsl (1912), rae BepBbie BBOIUT-
Cs1 MOTHB Karolnn4eckod cexseHumu Dies irae, pu-
oOperaronuii 3Ha4YeHWE CHMBONA (aTaTbHOCTH, W
¢ Tperbeit cumdonnn (1914), ¢ FIKCIPECCHOHUCTCKIM
HAaKaJIOM Iepesiatoliell CMATEHHE Ayl U YMOB B ycC-
JIOBUSIX KapAWHAJIHGHO MEHSIOIIETOCS IOPSAKA BEIIEH.

IMomumo Ilsroit u Illecroii cumponuii, Bc€ 310
Hauuio cBo€ npopospkenue B Tperbeld u UeTBEpToit
¢oprenmanneix coHarax (1920, 1924), rne cpen-
cTBamMH (OPTENTUAHHON (HaKTyphl IPETBOPEHBI CBOM-
crBennble [lecroii cumpoHN opaTopckas MmareT-
Ka, KOH(QIIMKTHOCTh SIPOCTHBIX JKU3HEHHBIX CXBATOK
n OMMKM WppeasbHO-(PaHTACTUYeCKHX 00pa30B.
K atim conaram cnenyeT Takke npucoenuHuTh Jle-
catyio cumdonuio (1927), HenctoBast 3Kcmpeccus
KOTOpO# OblJ1a HaBesTHA «MYYEHHYIECKUMI» MOTHBA-
MU 1103MBI A. TTymikuHa « MeaHblid BCaTHUK.

Tem He MeHee, CBOE INIABHOE CIIOBO O JKHM3HU
Poccun, e€ nepenomuoro srana MsCKOBCKUH CKa-
3an B llectoit cumpoHUU, Tlie OTPa3HIHCh €ro
HEIMOCPEICTBEHHBIC BIIEYATICHUS M TIEPE)KUBAHUS
BpeMeHH nBYX peBomonuii 1917 roma (DeBpanb-
ckoit 1 OKTAOpBCKOIT), I paskTaHCKOI BOWHBI U «BO-
€HHOTO KOMMYHH3Ma», a TaKXKe IMOTPACEHHUS B JIHY-
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HOM >KU3HH KOMIIO3UTOpPA (CMEPTH OJIM3KUX JIFOIEH).

B ommume ot mpensinymied cumponunu, Lle-
CTasi PETUCTPUPYET YK€ HE pa3HOpeuue U CocCy-
LIECTBOBAHUE, @ HUCKJIIOYHUTEIBHO OCTPOE IPOTH-
BOpEYHE W TPOTHBOCTOSHHUE, TO €CTh KOH(IIUKT
YXOJSIIIIETO M HOBOTO, YTO MOPOXKAAET KaueCTBEHHO
WHyI0 KoHmernmmioo. KpaTtko copmynupoBarh eé
MOKHO TaK: TParn4ecKkuil pasiaom ObITHS (PKCTIaH-
CHsl PEBOITIOLIMOHHON CTUXHUH — OTPe0eHHnEe CTapo-
TO MHpa) U TOUCK JTyXOBHOM OMOPHI B BOJOBOPOTE
HMCTOPHYECKHUX KaTaKIU3MOB.

PeBomioninonHas CTUXUS MOTyYHJIa MHOTOILIA-
HOBOe oToOpaxeHune. OauH U3 e€ JUKOB — BJacT-
HBII MMIIEpaTUB, 3ByYallluii KpailHE KaTE€ropu4HO,
TpeOyromuii 6ecTpeKkoCIOBHOTO moaunHeHus. Ha
OTHOM W3 MHUTHHTOB BPEMEH «KPAcCHOTO Teppopar»
(to 6p1 MuTuHT 1918 roga mo cimydar paHEHUS
Jlennna) MSCKOBCKHMH CIBIIIAN pedb IPOKypopa
PecrryOnmukn H. KpbpuieHko, MpoBO3IIaIIaBIIETo:
«CmepTth, cMepTh, CMEpPTH Bparam PeBomtoruu!»

OT0 modTH OYKBAJIBHO «IPOLUTHUPOBAHO» BO
BCTYNUTEIBHBIX TaKTaX CHUM(QOHUH, TJe TMaTeTHKa
OpaTopcKoro obpamieHns mepeAaHa 4yepe3 IUIaKar-
HBIE, OTPBIBUCTO-CKAaHAMPYIOIINE IPOU3HECEHUS
MeAHBIX. VX MOmYEPKHYTO KECTKOE, OTUYXKAEHHOE
3By4YaHHE OJUIETBOPSET FPO3HYIO BHEIHMYHYIO CHITY.

B monoOHBIX 3mH304ax A0 MBICIHMOTO Tpese-
JIa IOBEJIEHA OCTPOTA SKCIIPECCUN TAPMOHUYECKOTO
MMChMa, HACKOJIbKO OHA ObLIa BO3MOXKHA B paMKax
MY3BIKaJIFHOTO S3bIKa MsckoBckoro. CaMble CHITb-
HOJEHCTBYIOIINE CPEACTBA BHIPA3UTEIBHOCTH CBA-
3aHBI B TaKUX CIIydasx C BBEIEHUEM IEIOTOHHON
AKKOPJIUKH, HAaNpsKEHHOCTh 3BYYaHUS KOTOPOU
ycmIIMBaeTcs 100aBIeHneM OONIBIION CETHMBI.

Hpyras rpaip peBOIIOIUOHHON CTUXUH — MOLL-
HbIl, HEYKPOTHUMBIN Hamop ApaMaTUYECKOW 3Hep-
THH, KOTOpasi pa3BOPauyMBACTCS B CTPEMHUTEIBHBIX
MIPEOIOIEHUSIX, MOITHBIMU HMITYJIbCAMH-TOTYKAMHU
W MOJTHHEOOPa3HBIMH POCUSPKaMH BOJICBOM JKECTHU-
KYJISIIUU TIepefiaBasi B3BUXPEHHO-B3ABIOIECHHYIO
arMoc(epy KIOKOTaHHS SPOCTHBIX COIHMAIBHBIX
Oatanuii. DTO HaYMHAETCS C TeMaTH3Ma IJIaBHOM
napTuM | 9acT ¢ ero MCKIIOYMTENBHBIM BO30YXK-
JEHHEM W IKCTaTUYHOCTBHIO HACTYNaTeIbHOTO Ha-
THUCKa, BCE CMETAIOIIIETO Ha CBOEM ITyTH.

Emé onuH paxkypc cBsi3aH ¢ pa3pyLUIUTEIbHBIM
OyleBaHUEM TTOJHSBIIUXCS Ha MOBEPXHOCTH ObI-
THSI UHPEPHATTBHO-IEMOHHUECKUX CHJI, CO3BYYHBIX
MPUPOJHBIM CTUXHMSAM. BoT mouemy, packpsiBas
cMmbica Il yactu, ucciienoBaTeny eAMHOYIIIHO MPHU-
BOMST CTPOKHU M3 T03MbI A. biioka «/[BeHamare»:
«Bertep, BeTep — Ha BcéM boxkbem cBeTe!»
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Ho a10 inferno necér B cebe u onpeneaéHHbIN
nonrekcT. Korma-to @. JIoCTOEBCKUI BBIBEN JIIONCH
3apokaBinerocss B Poccun peBOIOIMOHHOTO JIBH-
JKEHUsI B POMaHe C CHUMIITOMAaTHYHBIM Ha3BaHUEM
«bece». Hedto momobHOE TOMYy HAaXOmUM U B psifc
31K3010B cuM(pOHUH MSCKOBCKOTO (IIaBHBIM 00pa-
30M B e€ Il yactu): urpuiie «decoBy, 30BeIIeE Meb-
TEIIeHNe CaTaHWHCKHUX CHJI, IPETBOPEHHOE B (hopMax
«AJCKOIO» CKEpLO C €ro JAbsSBOIMANON 3a0CTPEH-
HO-MMITYJIbCHBHOTO CHHKOITMPOBAHHOTO PUTMA U IPO-
TECKHON MCKaKEHHOCTHIO MHTOHAIIMOHHOTO KOHTYpa.

U, nakonen, B puHaie CUMPOHIH KOMITO3UTOP
pHUCYeT KapTHHY IIyMHOTO, KPACOYHOTO TOPIKECTBA
PEBOIIOIMOHHBIX Macc, B KOTOPOM PacKOBaHHOCTh
MIPa3IHUYHBIX POSIBIEHUI CBO€OOPa3HO COYeTaeT-
csi ¢ COOPaHHOCTBIO U OOEBON YCTPEMIIEHHOCTBIO.
st mepepaduy momoOHBIX HACTPOCHUH OH BOCIIONE-
30Bajicst MenonusMu DpaHIy3ckoil PeBOMIONHN
«Kapmanbomna» u «Ca ira» («Bc€ Bepém»).

Ot Meaoaun MSICKOBCKHI B3sUI HE U3 M3BECT-
HBIX COOPHHKOB, a 3anucai B 1918 romy ot Xymox-
HUKa, KOTOPBII TOJIBKO 4TO BEpHYJCSA U3 PpaHuuu
W CIBIIAN UX B mpenmecthbsax [lapmwka ot pabode-
TO JIIOAA TEX JIET, TO €CTh B aKTyaJIbHOM 3BYYaHHUU
JIPyTOro MCTOpPHYECKOro BpeMmeHHu. Torma ke BO3-
HUK U 3aMmbicesl cuMpoHun. TakuM oOpazom, emé
He 3aBepmuB [I8ATyr0, KOMIO3HUTOP YK€ MPHUCTYIIHI
K coznanuto llecroi.

Mup yxomdmuil npeAacTa€T TOJABKO B OJHOU
IUIOCKOCTH: CTpajaHue, CKOpOb, OOpEuEHHOCTS.
Ho packppiBaeTcs 3T0 COCTOSHHE B MIMPOKOH aMm-
IUTMTY/I€ OTTEHKOB — OT TOPECTHON YHBIBHOCTH JIO
MpPavYHOI O€3BICXOTHOCTH, OT TOCKIMBBIX BOIIPOIIIA-
HUMl 10 OyKBaJIbHO KpPHYAIIETO CTOHA Ha 0OJIEBOM
npenene. [lourn Bc€ HEOOXOIUMOE B JTAHHOM OTHO-
IIIEHWU 3KCIIOHUPYETCS YK€ B pasJieNe CBI3yIomei
naptuu [ yactu.

Koncraramuu ckopOHOTO MCXOAa HAYMHAIOTCS
C TepBOM TeMbl MOOOUHOM mapThm | wacTw, pas-
BEPTHIBAHUE KOTOPOM 3aKAHUMBAETCS PEKBUEMOM.
Jlanee Ha IPOTSHKEHUH BCETO TTOBECTBOBAHMS BECT-
HUKOM CMEpPTH CIYXXHUT HMPOCTHPAIOIIHIA CBOIO THE-
TYILYIO JUIAHb CPEHEBEKOBBIN MOTUB Dies irae.

B ¢unane BepmmTcs OkOHYATENEHOE OTIIEBAHUE,
OCHOBaHHOE€ Ha CTAPHHHOM JTyXOBHOM cTrxe «O pac-
CTaBaHWH AyIIU C Teaom». VM 4roObl HE BOZHHKAIO
HHUKaKUX COMHEHHUI B NCTOJIKOBAHWH JAHHOM IUTATHI,
aBTOP BBOJIUT IS €€ HCTIOTHEHHSI XOp C TPOTIeBaHHEM
Tekcta. Tak uKcHpyeTcs He TOJIBKO OOpEUEHHOCTS,
HO U Kak ObI cocTosiBIIIeecs orpebeHne ObUIoro.

Kax Buamm, MK AByX MHPOB Pa3sUTEIHHO HE-
CXOX, YTO MOTYEPKHYTO PE3KO BBIPAKEHHBIM CTH-
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JIEBBIM pa3MmekeBanneM. C OTHOM CTOPOHEI, CyTy00
COBPEMEHHBIN MY3bIKaJIbHbIN A3bIK, SKCIIAHCUBHBIN
HacTpOW, HaNpsDKEHHEHIINM AUHAMMU3M, CTPEMU-
TenbHOE ABIKeHHE (00 ncnoiap3oBaHHOM nM «Kap-
MaHbOJIE» KOMITO3UTOP TOBOPHI: «MeHsS 0COOCHHO
mopasuia e€ purMuyeckas sHeprus»). C apyroi
— apxau3upoBaHHAS JIEKCHKA, 3aTOPMOKEHHOCTH
yJIbCa, TACCHBHOCTH M 00€CCUIICHHOCTb.

Cronp sipko 0003HAYCHHAS MOJISPU3ALUAS IIPO-
TUBOCTOAIIUX CYIIHOCTEH, JOBENEHHAs JO YPOBHA
WX HECOBMECTHMOCTH, KaK pa3 M ONpEIeIsieT BOC-
CO3JIaHHBI B CUM(OHUHM OCTPOKOH(MIMKTHBIN pa3-
oM ObITHSA. BenmymmBasich B My3BIKY, BepOaIbHO
€ro MOJKHO 0OpHCOBaTh MPUONU3UTEIHHO TaK:

— BC€ B )KM3HH COPBAJIOCH M PHHYJIOCH B HEBe-
JIOMOE;

— MHp TOTEepssl paBHOBECHE, MPEBPaTHICH
B KJIOKOYYIIIUI BOJIOBOPOT;

— nOoMHUHHpPYET OypHasi, TMXOpaI0dHO-B3phIBYA-
Tas MyIbCallisa CTUXUHHBIX CHJI;

— IApUT HECKOHYaeMOe HaNpsHKeHHE TPEBOT,
MOTPSACEHUM, KaTacTpod.

OTcroma TPOHCTEKA0T KOMIIO3UIIMOHHBIE OCO-
OCHHOCTH 3TOW caMoi CIOKHOM U3 Beex 27 cumbo-
Huil MsackoBckoro. OrpoMHOe My3bIKJIEHOE TIOJIOT-
HO, 3By4alllee CBBIIIE Yaca, MOPAKACT YHUKAITbHBIM
JUIsl IAHHOTO JKaHpa oOwiimeM 00pa3oB, HENpPEphIB-
HO CMEHsoUMX Apyr japyra. Bc€ 3mech moctpoe-
HO Ha pe3KUX KOHTpacTax, arMocdepa HakajeHa
MaKCHMaJNbHO (HE CiTydailHO cMM(OHHSA HammcaHa
B es moll, omHOW N3 CaMBbIX MPaYHBIX TOHAIBHOCTEH).

B »stoit armocdepe BceoOmero paszmoma, Ka-
TaKJIM3MOB U OyIlIeBaHMI KaK €CTECTBEHHAs! HEOOXO-
JIMMOCTD BBIBUTACTCS Mpo0ieMa TTOUCKa TyXOBHOM
oropsl. JlaHHas CTOpOHA KOHIEMIMHA COOTHOCHUTCS
MIPAKTUYECKH €IWHCTBEHHO C JINYHOCTHIO PYCCKOTO
WHTEJUTUTEHTa, KOTOPBIA Me4eTcs MEXAy TIpoma-
JAM{A CTOJIKHYBIIMIXCSI MHPOB, TOPAYO M 3a4aCTYIO
Jake OOJE3HEHHO NeEepEeKMBACT MPOUCXOAAIIEE BO-
Kpyr Hero. Kak pa3 uepes ero peaknuu B CHM(QOHUM
C MaKCUMaJIbHOM CUJION U OCTPOTOM 3aleuaTyieHo To,
yt0 B. W. JIeHuH onpenemnsil Kak «HEBEPOSTHO CIIOXK-
HBI 1 MyYUTEIbHBINA IPOLECC YMUPAHUS CTAPOIO U
POXIICHHUSA HOBOTO OOIIIECTBEHHOTO CTPOS».

Jlupuueckuii repoit cuMQOHHH HE CTOHUT
B CTOpOHE OT OWTBBI MHPOB, HO y HETO CBOs, 0co0as
(YHKIMA: B €ro MaTeTUYecKuX THPAAAX U BO3BHI-
IIEHHBIX YIIOBAaHUIX MPOCITYIINBAETCS CTPEMIICHHE
MOJACPKAaTh CPEON BCECOKPYIIAOUIETO HEHCTOB-
CTBa WJeaybl OIaropo/ICTBA W YEJIOBEYHOCTH (3Ta
JUHUS OTKPBIBAETCS CO BTOPOM TEMBI MOOOYHON
naptuu | gactn).
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OpHako dYaiie BCETO OH HAXOAWUTCS B COCTO-
SHUW HEPBHOW B30yIOpPa)XEHHOCTH M IYyLIEBHOU
CMYTBI, n30bIBast ce0sl B IKCTaTHUECKUX MOJB0ax U
3aKJIMHaHUAX. BEposSTHO, IMEHHO 3TO UMEN B BULY
caM KOMITO3UTOp, KOTJa MUcall 00 «HHTEJUINTEHT-
CKHM-HEBPAaCTEHUYECKOM BOCIpusiTUU PeBomronumny,
orpazuBmemcs B [llecroii cumponuu.

Kcraru, cxoqHas HaCTPOEHHOCTb, CTOJb K€
SKCIIPECCUBHAS M HKCTAaTU4YHAs [0 TOHY, OTJINYAET
onepy C. IlpokodreBa « OTHEHHBINH aHTE», 3aKOH-
YEeHHYIO B NIEPBOI pemaknuu B ToM xe 1923 romy,
4yro u cuM(onusi MsickoBckoro. [lapamiennu Tako-
TO pOAa IOKAa3bIBAIOT 3aKOHOMEPHOCTH MOJO00HOTO
BOCIIPUATUS JEHUCTBUTEIBHOCTH TEX JIET.

O6e oTMedeHHBIE MIOCTACH (IKCTATHUECKas
B3BHHYCHHOCTh M TPOCBETIEHHBIA JIHPHU3M) CBS-
3aHbl C TPaJULMUSMU PYCCKOM MY3bIKJIBHOM Kiac-
CHKH, Bocxomsmumu K YaiikoBckomy, CkpsaOuHy U
PaxmanuHoBy. TBopueckoe NEPEOCMBICICHUE ITHX
TpaauIui 110 y MSICKOBCKOTO B HAallpaBJIeHUHU MaK-
CHUMaJIbHOTO 00OCTPEHUS BHIPA3UTEIIBHBIX CPEICTB.

CyOBeKTHBHO-MCTIOBEIATIBHBIA XapaKTep BHI-
CKa3bIBaHMS MOTPEOOBAJI CAMOTO IIUPOKOTO BKIIIO-
YeHHsI PEYEeBOr0 Hadaja, 4TO MOPOIMIO 0COOO0TO
pola HWHCTPYMEHTAIbHBIA PEYUTATUB, KOTOPBII
CTaJ BAXXHOH NPHUMETON MHIMBUIYAJIBHOIO CTHIIA
MisickoBCKOTO, HaUHHAas yxe ¢ Tperbeit cuMboHuH.
B xontekcre IllecToli MHCTpyMEHTaJIbHBIA peyu-
TaTUB TPUOOPEN HEKOE Ype3BbIUaiiHOE KadeCTBO
C XapaKTEpHOM JJIs HErO B3BOJIHOBAHHOM NPEPHIBU-
CTOCTBIO MY3BIKaJIbHON pPeyu.

Brixon u3 BceoOmiero xaoca, HEB3ToJ U BHYT-
peHHux Tep3aHuil BugutTca reporo lllecroit cum-
(hoHMU B TOM, YTOOBI BCTaTh HAJl CXBAaTKOW MHUPOB,
MIOTHATHCS K TEM TyXOBHBIM LIEHHOCTSM, KOTOpBIE
HaxXOJATCs Kak Obl BHE BPEMEHH M MPOCTPAHCTBA
A COIPUYACTHBI HieanaMm Be4HOM KpacoTsl. Ilo-
IOOHOE CTpEeMJICHHE BIIOJIHE OOBSICHIMO — MOXHO
MIOHSTH YeJIOBEeKa, Oe3MEpPHO YCTaBIIETO Cpenr He-
CKOHYAEMbIX TPEBOJHEHUH, TSATOT U XKEPTB.

Takue HacTpoeHHsS OBLIM THUIHYHBI A pycC-
CKOM wuWHTeUmMreHuun Hadaiga 1920-x romos.
He cnyuaiino xonma Llectoit cumdonnn nepexiu-
KAaeTCsl € 3aBEpLICHUEM HAlMCAHHOIO HE3aJ0Jr0
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no ue€¢ pomana A. H. Tonctoro «Céctprr» (mepBas
4acTh TPUJIOTHH C YPE3BBHIYaHO 3HAMEHATEIHHBIM
Ha3BaHUEM «XOXKIIEHHE 1Mo Mykam»). Bot cioBa Po-
IIMHA, 0OpaII€HHbBIE K €T0 BO3IIO0IEHHON B KOHIIE
pomana: «IIpolayT roga, yTMXHYT BOWMHBI, OTLIY-
MSAT PEBOJIIOLWU M HETICHHBIM OCTAHETCS TOJBKO
OJTHO — KPOTKO€, HEXKHOE, JTI0OMMOE CepAIe BaIley.

[Tomo6HO 3aBepmienuto kantatel C. Paxma-
HuHOBa «Kosokonay, HamMCaHHOW AECATUIETHEM
paHbIlle W TMOCBAMIEHHOW KaTacTpode IMOKOICHIS
CepeOpsiHoro Beka, B Illectoit cumbonun Ms-
CKOBCKOTO TIOCJIE PEKBHEMA-OTIIEBAHUS CIEIyeT
KoJla-KaTtapcuc (PEeMHHUCHEHINSI OCHOBHOM TEMBI
III gactn), omapsromas yMHUPOTBOPEHHEM AyXa U
HEMEPKHYIIIMM CBETOM HaJIEK/IbI.

ectass cumponus MsCKOBCKOTO Bemaia
0 KOPEHHOW JIOMKE OBITHS, KOTOpasi MPOHCXOIHIIA
B Hayasie XX CTOJIETHS U OCTPUE KOTOPOH B HalIei
cTpaHe mpunioch Ha pyoex 1910-1920-x romos.
To, 0 4éM pOBHO 3a TpPU IECATHIETUSA IO 3TOTO
npousBeneHus npopouwia lllecras cumdonus-Tpa-
reqis YaHKOBCKOrO, TaKk MHOIO 3HA4MBLIAs JUIs
CTaHOBJICHUS MSICKOBCKOTO-CUM(OHKCTA, O0peIto
peasbHbIe OYepTaHUsl, BBI3BaB K )KU3HH CHM(OHHUIO-
Tparemnuto MSCKOBCKOTO Kak HauOoJiee SpKHiA |
BIEUATIISIONIUNA MY3bIKATbHO-UCTOPUUECKUNA JTOKY-
MEHT «CTpaluHbIX JeT Poccumy.

s camMoro KOMIO3WTOpa OHA SBHJIACH LEHT-
pajpHBIM, HanboIee MacIITAOHBIM M KOHIICTIIIOH-
HO KOHIICHTPHUPOBAHHBIM TIPOU3BEICHUEM, KYIIb-
MUHAIMEH ero TBOPYECTBA, KOTOPOMY IPENICTOSIO
TUIOIOTBOPHO pa3BHBaThCs emié Ooiee dYeTBepTH
BEKa.

B3saTele Kak 11e0e, pPacCMOTPEHHBIE BBIIIE
[Msrast u Mecras cumponnn H. MsckoBckoro 1o
XPOHOJIOTHH WX HAIIMCAHMS OXBAaTHJIU E€CATUIIETHE
1914-1919 u 1918-1923. Ilo 3arpoHyTOi B HHX
MpobJeMaTuke OHW COCTaBWIIM €IUHBIN MOHYMEH-
TaJbHBIA IUNTUX M CTAJIH CBOETO PO/a MY3BIKab-
HO-XyJ0KECTBEHHOU JIETOMHCHIO MPOUCXOJUBIIETO
B Poccnu B mepuon KOpeHHOTo mepernoma e€ UCTo-
pun: [lepBast mupoBas BoitHa, 1Be peBotonuu 1917
roaa, I'paxanckas BOMiHA U OKOHYATENbHOE yCTa-
HOBJIEHHE OOJIBIIIEBUCTCKOTO PEXUMA.
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PeBoAlOLMSI 3aKOHYMAACDH, PEBOAIOLLMSI HAYAAACh:
NOAMTUKA KOPEHU3aLMM U MYy3blKaAbHas XXM3Hb KapeAanm
B 1920-1930-e roapl

Crarbsl IPEACTaBISIET ONBIT PEKOHCTPYKIIMU MCTOPUKO-KYJIbTypHOU cuTyauuu B PecnyOnmke Kapenust B mo-
CJICOKTSIOPBCKUI NEPUOA B acCleKTe MOINTHKH, HICOIOTUH U s3bIKa. Pa3BUTHE MY3bIKaJbHON KYJIBTYPHI COBETCKOM
pecnyOINKH pacCMaTpUBaeTCsl B KOHTEKCTE «KOPEHU3AIMW» — CTPaTerni HAIMOHAIBHOTO TOCYIapCTBEHHOTO CTPO-
UTENBCTBA, KOTOpasi 3aKIII0YaNIach B IIOJITOTOBKE, IPOABMYKEHUU U BHEAPEHUH B Cepy e TEILHOCTH TOCYJapCTBEH-
HOTO anmapaTa KaJpoB U3 UHCIIa IpeJcTaBUTeNel TUTYIbHBIX HallnoHadbHocTel. C HauanoM cozganus Kapensckoit
TpynoBoi koMMyHBI B 1920 roxy k e€ pykoBoacTBy ObLT puBied€H GuHH DnBapy [tomnuar. OCHOBHOHN THHHUEH eTo
cTpareruu crano (GOpMHUpOBaHHE HAIIMOHAIBLHON KapeiabCcKO-(DMHCKOM aBTOHOMHUH M IIPHUBJICYCHHE B PECITyONHKY
¢unHOB-3MUTpanToB U3 Kananael, AMepuku 1 OUHISHANNA, MHOTHE U3 KOTOPBIX CHITPAJIM BAXKHYIO POJIb B CTAHOB-
JICHUHX KYJIBTYpbl B 00pa30BaHMsI MOJIOAOM coBeTCcKoi peciyonuku. Tak, amepukanckuii puaH Kanne Paytuo cran
OpPTaHU3aTOPOM MY3BIKaJIbHOHM JKH3HH M aBTOPOM MEPBEIX KPYIHBIX COYMHEHUH AJIsl XOpa U CUM(OHHYECKOTO Op-
kectpa; dunn Jlaypu MoycHHeH — earoroM u aBTOPOM XOPOBBIX IECEH U MY3bIKH K TeaTPaIbHBIM TI0CTAHOBKAM.
B nepron xapenuzanuy poauiachk KOHLIEIIHS O €IMHOM «Kapesio-(UHCKOM» SI3bIKE, COIIACHO KOTOPOH KapeibCKo-
MYy SI3BIKY OTBOAMJIACH POJIb YCTHOTO NPUMEHEHUs], 2 (UHCKOMY — POJIb JIUTEPATYPHOTO SI3bIKA U CTaTyC rocynap-
ctBeHHoro. O0pariaeTcsi BHUMaHNeE Ha TO, 4TO NepuoA pyKoBozacTBa Kapenueii [fomnHra npeonpenenui BaXHYO
poib «(pUHCKOTO (haKTOpa» B CTAHOBJICHHH KYJIBTYpHOH J)KM3HU U CHCTEMBI 00pazoBanus B Kapenuu nepBoii moso-
BUHBI XX Beka.

KiroueBple ciioBa: My3bikaibHas Kyasrypa Kapenuu, kopenusauus, Onsapn [tomnusr, Kapn Paytuo, Jlaypu
WoycuneH, «puHCKUN QakTop.
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The Revolution Finished, the Revolution Began:
The “Indigenization” Policy and the Musical Life of Karelia
in the 1920s and 1930s

The article presents an attempt of reconstruction of the historical and cultural situation in the Republic of Karelia
in the period after the Bolshevik revolution in the aspects of politics, ideology and language. The development of the
musical culture of the Soviet republic is examined in the context of “indigenization” — the strategy of the national state
development project, which consisted in the preparation, advancement and introduction into the sphere of the state
apparatus of personel from the representatives of the titular nations. From the beginning of the creation of the Karelian
Workers’ Commune in 1920, a Finn, Edvard Gylling was engaged into its leadership. The main line of his strategy
was the formation of the national Karelian-Finnish autonomy and engagement into the republic of Finnish émigrés
from Canada, the United States and Finland, many of which played an active role in the formation of the culture and
education of the newly formed Soviet republic. Thus, the American Finn, Kale Rautio became the organizer of the
musical life and the composer of the first large-scale compositions for chorus and symphony orchestra; the Finn Lauri
became a teacher and the composer of choral compositions and music for theatrical productions. During the period of
“Karelization” there appeared the conception of a single “Karelo-Finnish” language, according to which the Karelian

36



2017,3

Cultural Heritage in Historical Perspective

0

language was assigned the role of oral usage, whereas Finnish was given the role and the status of the state language.
Attention is focused on the fact that the period of the Gylling’s leadership in Karelia predetermined the important role
of the “Finnish factor” in the formation of the cultural life and the educational system in Karelia of the first half of the

20th century.

Keywords: musical culture of Karelia, indigenization, Edvard Gylling, Kalle Rautio, Lauri Jousinen, the “Finnish

factor.”

oBerckas Brnacth B Kapenuum Obuia mpo-

BosrnameHa 4 suaBaps 1918 roma. C atoro

MOMEHTa B Kpae Ha4yaJuCh WHTEHCHBHBIE
U3MEHEHHsI B TEPPUTOPUATIBHOM, IOJIUTUYECKOM,
STHUYECCKOW, SKOHOMUYECKON M KyJIbTYpHOU 00Ia-
ctax. [Ipu ryOepHCKOM M TOPOACKOM OTJeliaxX Ha-
ponHoro 00pa3oBaHUs ObLT OPraHW30BaH MY3bI-
KaJIbHBIN TIOAOT/IEN O] PyKOBOJACTBOM KOMMYHHCTA
B. M. [TaphEénosa, OTBETCTBEHHOTO 32 MPOIaraHmLy
HOBBIX HJICOJIOTHYECKUX YCTAHOBOK ITOCPEICTBOM
AKTUBHOW MY3bIKaIbHO-TIPOCBETUTENBCKON  J1esl-
TenbHOCTH. lloBceMecTHO MPOBOAMIUCH KOHILIEP-
TBI-MUTHHT Y, B KOTOPBIX HapsAy C BHICTYIUICHUAMU
MOJUTHYECKUX JIeATENeH U YTEHHEM CTHXOB 3Byda-
JIM PEBOJTIONIOHHBIE TIECHH, HCTIOHAEMBIE XOPOBBI-
MU U OPKECTPOBBIMH KOJUIEKTUBAaMU. BaxkHei1ryro
pOIb B MPOCBETUTENHCKON paboTe urpanu KiryOsbl,
IIPH KOTOPBIX paboTany OMOINOTEKH U KPYXKKHU pa3-
JIMYHON HAIIPABJIEHHOCTHU.

My3BbIKaJIbHBIM MTOOTAEIOM ObUIH OPTaHU30Ba-
HbI MaJIbli CUM(OHHYECKUN OPKECTp, AYXOBOM Op-
KECTp M OPKECTP HApPOAHBIX HHCTpyMeHTOB (1918),
a TaKk)Ke aKaJAeMUYeCKUH X0p, UIMEBIINH OOIINPHBIT
penepTyap — «OT PEeBOJIOIMOHHBIX M HAPOAHBIX TIe-
ceH 1o “PexBuema” Morapray [4, ¢. 9]. OTKpbUTach
nepBas My3bIKalibHas mKoja B [lerpo3aBoacke (ne-
kabpp 1918), tme oOyuanuck 108 ydvammxcs mop
pyxoBozacTtBoM 13 mpemnonaBareneid. s moBsImIe-
HUS TTPO(PeCCHOHATEHOTO YPOBHS MPEITOIaBaTeIe
U MY3BIKAaHTOB-HCITONIHATENCH B Hadane 1919 roga
OBUIH OTKPBITH Briciine My3bIKadbHBIE KIIACCHI
¢ o0yuyeHneM B BeuepHee BpeMs. UyTh mo3zxke (Mapt
1919) mosiBunace My3bIKadbHAST CTYOHS IO PYKO-
BoznctBoM H. H. 3aropHoro, kotopas mpuHsIa OKO-
no 300 mereit, a B suBape 1920 roga — BTOpas my-
3bIKaJIbHAS [IKOJIA.

ITonoTaen ynensin cepb€3HOE BHUMaHUE MY3bI-
KaJlbHOMY Ppa3BUTHIO ydammuxcs o6meobpazoBa-
TEJBHBIX IIKOJI, 0 YEM CBUIETEIIbCTBYET OpTraHN3a-
IS MHOTOYMCIICHHBIX JIPaMaTUYeCKUX KPY>KKOB,
aHcaMOiiell, XOpoB MpH IIKOJAX W PeryispHOe
OCBElIeHNE ITON NIeATEeTbHOCTH B XypHaie «Ha-
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ponuaoe obpaszopanue OmoHerkoi rydbepaumy». [e-
CATKH XOPOBBIX KPYKKOB paboTainu B [lerpo3aBoa-
CKE: XOpOBBIE OOBEAMHEHUS (QYHKIIMOHUPOBAIH
B 1-if n 2-i cpenHUX MIKOJaX; aHCaMONb NMECHH U
mwsicku nox pykoBoactBoMm C. Terepuna Obut op-
raau3oBaH B 18-i1 cpexHeil mkoie. AKTHBHAs pa-
060Ta B ATOM HampaBleHWW BeJach W B paliOHAX.
Hanpumep, B mkosnax MeaBexberopckoro paiiona
B 1930-e romsr «paboTano 64 kpyxka, B KOTOPBIX
3aanmanuchk 6omee 1800 nmereir. bombime Bcero
OBIJIO IpaMaTHYeCKUX M XOPOBBIX KPY>KKOB» [10,
c. 438-439]. JlanpHelimee pa3BUTHE MY3bIKaJb-
HBIX MHCTUTYTOB MPOUCXOAMIIO emié Oosiee MHTEH-
CHUBHO. DTO OBUIO CBSI3aHO C U3MEHEHHEM CTaTryca
pecnyOIuKy 1 0COOCHHOCTSIMH MTPOBOJIUMON BIIa-
CTBIO MOJINTUKH.

Jletom 1920 roma oprannzoBana Kapemnckas
tpynoBas kommyHa (KTK) ¢ agmumHuCTpaTtuB-
HBeIM neHTpoM B llerposaBoacke. Cmycts Tpu
roga obpasoBana Aemornomnas Kapervckasi CCP
(AKCCP). BenenctBue nopakeHus padoueit peBo-
monnu B Ouanguauu B mae 1918 roma B coser-
ckoii Poccum monmyumim yOexxuIne Tak Has3bIBae-
MbI€ KpACHble (uHHbI, aKTHBHO BKIIOUWBIIHECS
B TMOJIMTUYECKYIO JKU3Hb MPHUHSABIICH UX CTPaHBI.
Cample OonpIIME TPYNIBl TOJUTHYECKUX OSMHU-
IPaHTOB COCPEJIOTOYHIUCH B JIeHHMHTpackon 00-
snactu u Kapenuu.

Kapenbckass aBTOHOMHS TIO 3aMBICTTy KPacHBIX
(PMHHOB M POCCHHCKOTO TPaBUTEIHCTBA JOJDKHA
ObLTa TPEeBPaTUTHCS B «0OPA3IOBYIO COLMAIHCTHU-
YeCKyI0 pecyOnnKy, CIOCOOHYIO PEBOJIOIHO-
HU3HAPOBaTh coceAHior0 {OUHISHAWIO W CKaHAH-
HABCKHE CTpaHbI», CTaTh «(POPIOCTOM MHPOBOM
pesomorum» [8, c. 168]. 3agadeit kpacHbIX (UHHOB
SBHUJIOCH YCTAHOBJIEHHE COBETCKON BIIACTH B HAITHO-
HaJIbHBIX paiioHax. LleHTpanbHyI0 posib B PyKOBO/I-
ctBe Kapenbckoil TpyioBoil koMMyHBbI JIeHUH OTBEN
Oneapay [tonnuHTY, BEIXOAIY U3 QUHCKON OypiKy-
a3HOW CEeMBbH, YYEHOMY, NMPEJCTaBUTENO (DUHCKOM
VHTEJJTUTEHIINH, BCTABIIEMY Ha IMyTh PEBOJIIOLINN
B OuHnaHINN.
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[pencenarens Kapenbckoro peBkoma u 00JIHC-
nonkoMa (UHH [TOMITMHT TIPUHSUICS 332 OCYIIECT-
BJICHHE CHEIUaJIbHON KaJIpOBOM MOJUTUKU — KO-
penusayuu, HazBaHHOU B Kapemmm xaperusayueti.

®oTo 1. DaBapa, lfoaanHr (1881-1938) —
(DPUHCKMIA MOAUTUK, PEBOAIOLIMOHED,
nepBbIi PYKOBOAMTEAb KapeAbCKon TPYAOBOM KOMMYHBI,
AOKTOP PUAOCOPCKMX HAYK

[loanmas, 9T0 B3aMMOOTHOIIEHHUS HAIMOHAIBHO-
CTeH SABJISAIOTCS BaXXHBIM (aKTOPOM, OMpEAEsIo-
IIMM BHYTPEHHIOIO TOJMTHKY TOCYZapcTBa, CO-
BETCKOE TPAaBUTEIBCTBO YYPEIMUIO CHEIHAIbHBINA
OpraH PEeryJMpOBaHUS HAIMOHAIBHBIX OTHOIIEHUI
— Haponsblii komuccapuar Mo jejiaMm HallMoHajlb-
Hocrelt (Hapkomuar) Bo mraBe co CranmasiM. Ha-
yaJsics MOUCK (JOpM HAIMOHAJIHHON TOCYHapCTBEH-
HOCTH, OBUIM ONpPOOOBAaHBI Pa3IUIHBIC ITOIXOJEI,
KOTOpBIE IMOHAYaTy YYUTHIBAIM JIeMOTrpapuuecKue
W 3THUYECKHE TI0Ka3aTelH, CONMAIbHYIO crierudu-
Ky U YpOBEHb HKOHOMUYECKOTO DPa3BUTHS TEpPpH-
topun. K nHagamy 1930-x rogoB mHCTpyMeHTapui
MIPOBEZICHHUSA HAIMOHAIBHOM MOJUTHKH OKOHYa-
TEJILHO CIIOXKWIICS W TPEJACTaBIsUI coboil yHHDU-
LAPOBAHHBIA AJTOPUTM: BOIIPOCHI HAI[MOHAJIBHOMN
MIOJIUTHKYU PEIIaNMCh Ha BhICIIEM ypoBHe. Ha me-
CTax OHHM HE OOCYXJAJUCh U MECTHBIC WHHIIHA-
TUBBl BO BHUMaHWE He mnpuHMMain. KiaccoBbie
MIPHOPUTETHl JOMUHHPOBAIN HAJ HAIMOHAJIBHBI-
MH. [1o crnoxuBIIEHCS TPAKTUKE NIEPBBIMU JIULIAMHU
B PErMOHaxX CTAaHOBWJIHMCH MPEACTABUTENIH KOPEH-
HOM HAIlMOHAJIBFHOCTH, & BTOPBHIMH JIMLIAMHU — pPyC-
CKHeE, KOTOpble KypHpOBaJIU KaJpPOBBIE M HIEOJO-
THYECKHE BONPOCHL. L{enbro mpoBeaeH s MONIUTHKN
KOpEeHHU3aIuK ObLIO MTPeo/I0JIeHue HepaBeHCTBA Ha-
pPOIOB, HUBEIWPOBAHWE HETATHBHOTO OTHOIICHUS
K PYCCKHM, CO3JJaHHE «KOPEHHOTO» MPOJIeTapHara.

OcHoBHOI1 nMuHUEH cTparernu [ TommuHra crano
(hopMupoBaHUE HAIMOHAIBHOU KapenbCcKko-un-
ckotl agmonomuu. OH cTaj coOuparh B peciyOnuKy
(uHHOB-3MHTrpanToB. Kapenus HyXnamtach B KBa-
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TUQUIMPOBaHHOW paboyell cuie, 0COOCHHO B Be-
JyILIel J1eCOo3aroTOBUTENBHOM oTpaciu. ITpusiexas
KaJIpbl U3 APYTUX TEPPUTOPHUM, TpaBUTENLCTBO Ka-
peIuM AeNano CTaBKy IIPEX]E BCEr0 Ha TBEPCKUX
KapeJsoB, BEICOB, MHICPMAHJIAHILEB, a U3-3a pY-
Oexa — Ha sTHUYeckux (uHHOB U3 Kanaxapr, CIIIA
u Benuu, a Taxxe u3z OunnsHauu. B pesynsrare
IIUPOKOH mponaranaucTckoi kamnannu B CIIA u
Kanage, a Taxxe BepOOBKH, KOTOPYIO IPOBOIMIN
Komurer Texamueckoit momomu Kapemun B Ame-
puke u Ilepecenenueckoe ynpasienue B Iletpo3a-
BoJicKe, B Kapenuro 1enbiMu ceMbsIMU €Xalld CeBe-
poamepuKaHckue (QUHHBI, BE3IH ¢ COOOI BaIOTY,
obopynoBaHue JJisi paboThl, TEXHUKY, & MY3bIKAHTHI
— IOpOTH€ MHCTPYMEHTHI.

OCHOBBIBAsICh Ha CBOEH KOHIIEIIIUU PA3BUTHUS
ABTOHOMUH, [IOJUIMHT OTKOPPEKTHPOBAN B3IVISIBI
Ha A3bIKOBOU GONPOC, BHICTYNAS 32 BBEICHHUE (PuH-
CKO20 A3bIKA KAK HAYUOHANLHO20 OJis 8CeX Kapei.
OH cunrai, yTo GUHCKUM SI3BIK SIBISETCS TJIABHBIM
YCIOBHEM JUI1 Pa3BUTUS PErHOHA, YTO Kapeiibl
MPEJCTABIISIOT COOOH BOCTOUHYIO BETBb (DUHCKOIO
HapoJa M BIIOJIHE €CTECTBEHHO CMOTYT ITOHUMATh
W HCHONB30BaTh (pUHCKUH s3bIK. B aTOM BoOMpO-
ce y [NommHra OBUT ONIIOHEHT, OJIOHEIKUH Kapen
B. M. KymxueB, BBICTYNAOIMNA 32 PYCCKUH S3BIK
B Kau€CTBE JIMTEPATYPHOTIO JUIsl BCEX Kapes, Kpome
0EIOMOPCKUX, KOTOPhIe MO B Ka4eCTBE HCKJIIO-
YCHUSl KCIIONB30BaTh KAPENbCKUH WM (QUHCKUIA
s3pIkA. OJTHAKO KapebCKOTO JIUTEPATyPHOTO SI3bI-
Ka emé He CyLIECTBOBAJO, Kapejbl TOBOPUJIM HA
pasHBIX AMAJEKTaX, 4TO 3aTPyIHWIO ObI mporecc
OBICTPOTO BHEIPEHUS JTUTEPATYPHOTO KAPEIHCKOTO
SI3bIKa, I03TOMY MOCKOBCKO€E PYKOBOJCTBO OAAEP-
*ano uueto [tonmnmnra. Hecmotps Ha To, 4TO A0 pe-
BOJIFOLIMM TPATUIMOHHBIM JUTSI Kapei SI3bIKOM ObLT
pycckuid, ¢ cepenunbl 1920-X 1010B GUHCKHIN A3BIK
aKTUBHO BHEJNpPsUICS B OOpa3OBaHHUE W CTAaHOBHII-
csl TMCbMEHHOW (HOPMOI BBIPKEHUS KapEIbCKOM
peun. TO COOTBETCTBOBAJIO MOIUTUKE «KOPEHH-
3auuu». Popunacek koHUENUuUs O €IMHOM «Kape-
710-(hMHCKOM SI3BIKE, COTIIACHO KOTOPOH KapenbCKO-
MYy SI3BIKYy OTBOIMJIACH POJIb YCTHOTO MPUMEHEHHS,
a (hMHCKOMY — pOJIb JIUTEPATYypHOTO S3bIKa. BBene-
HUE UCKYCCTBCHHOTO TEPMHUHA «Kapeso-(hUHCKHID»
SI3BIK MO)KHO OBUIO PaclEeHUTh Kak COONIOAEeHHE
MPUHIIMIA S3BIKOBOH JIOSUTBHOCTH M O(HIMATBHOE
MpU3HAHKE TAPUTETA JIBYX S3BIKOB, KaK CIEIOBaHNE
KypCy YKpPEIUIEHHUsI COK3a PYCCKOIO IpoJieTapuara
C MHOHAITMOHAJBHBIM KPECTHSIHCTBOM («(KOPEHH3a-
[IUU»), a TaKKe B Ka4eCTBE NMPU3HAKA ATHUYECKON
WACHTU(UKALINY JKATENEH pecCITyOInKH.
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B magane 1930-x romoB B mpecce BCIBIXHYIA
«SI3BIKOBAsl BOIHA» MEXIYy CTOPOHHHKaMHu (uH-
CKOTO M KapeJbCKOTO S3BIKOB, KOTOpas OblIa CIIpo-
BOLMpPOBaHa MOCKBOH C OIVIAKOM Ha CO3AAHME
KaperbCKOW NMHChMEHHOCTH JUISI TBEPCKHUX Kapell.
VYyenuk H. Mappa, npodeccop /1. B. Byopux pas-
rpaHn4muBall (UHCKUN M KapelbCKUU A3BIKA U 00-
BUHSJI CTOPOHHUKOB (DPMHCKOTO SI3bIKa B TIOAIEPIKKE
«BETMKOPHHCKUX» BestHUH. Ero MHEHUE TOIy4YunIio
nomnepkky: B 1931 romy Ilpesumuym CoBera Ha-
nmoHampHOCTEH [IUK CCCP 006s13a1 pyKOBOACTBO
Kapenuu mnpucTynmuTh K CO3JAaHHUIO KapebCKOTO
JUTEPaTypHOTO S3bIKa, HO BCKOPE 3TH TPEeOOBaHMUS
obut orMeHeHbl [Tonutoropo LK BKII(6), momnep-
»asirero Kapensckuii 0OKkom.

HecmoTtpst Ha Bce SI3BIKOBBIC TIEPUIICTHH, (DHH-
HU3aIUs ChITpalia MOJOKUTENbHYIO POJb B HAIHO-
HAJIBHO-KYJIBTYPHOM pa3BUTHH Kpas: K 1933 romy
B pecmyonuke paborano ceime 500 mKom, mojo-
BMHA M3 KOTOPBIX OBLIN HAIlMOHAIBHBIMH, YPOBEHB
TPaMOTHOCTH BO3pOC /10 46% W MOUYTH MTOJIOBHHA U3
rpaMoTHbIX (48%) Biazsena pUHCKOH rpaMOTOi UK
¢duHCKOI W pycckoil ogHOBpeMeHHO. OOpa3zoBa-
HUE pa3BUBAIOCHh cTpeMuTenbHO: emé B 1920 roqy
OBUI OTKPBIT (PUHCKHIA MEeAarorniecKuii TEXHUKYM,
k 1933 rony B pecny0irke paboTaio okojo 15 Tex-
HUKyMOB, Ilemarorndeckuii MHCTUTYT, BpIciuas
KOMMYHHCTHYECKAas! CEITbCKOX03CTBEHHA LIKOJA.
B 1931 romy nagan paboty Kapenbckuii HayqHO-HC-
CJI€10BATEIbCKUI MIHCTUTYT.

[Homutnka «xopenmzanum» 1920-1930-x To0-
JIOB ¥ aKTUBHAs pojb (PMHHOB-IMHUTPAHTOB JaIIN
MOIIHBIA CTUMYJ K Pa3BUTHIO KYJIBTYPHI MOJOHOM
COBETCKOW pecnyOnuku. MHorue (GUHHBI HUMEIU
o0Opa3oBaHue, OMBIT OPTaHU3AINH KOJUIEKTHBOB U
Meponpusituil. IIopoii UX KyJabTypHasi aKTUBHOCTb
MPOSIBIANIACH BOMPEKH HETOHMMAHHWIO MECTHOTO
HaCEJIEHUS, BOIPEKH S3BIKOBOMY Oapbepy, HeraTuB-
HOMY OTHOIICHHUIO PYCCKUX U Kapei K CTPEeMIICHUIO
(hMHHOB, KOTOPOE «JIaXKe B UYIOBHIHBIX YCIOBHSX
OapadHOW JXM3HM CO3AaTh XOTh KaKoe-TO Mmopolue
yIOTa U YUCTOTHl BOCIPHHUMAIIOCH COCENAMHU Kak
MEIIaHCTBO U MENKOOypKya3sHOCTh» [9, c. 142].

QOuHHBI OB OPraHW3aTOPaMH TMEPBBIX TBOP-
YECKUX KOJUIEKTUBOB B PECITYOJIUKE — CAMOIEATEb-
HBIX " NPOoeCCHOHANBHBIX. Tak, caMoes TebHBIH
XOp U OpKeCTp B YXTe co3fai mpuOsBIHMil B 1922
rogy U3 AMEpPHKH CKpHUMad M KOMIO3UTOp (pUHH
Jlaypu Moycunen; ¢ 1930 roga ¢ GUHCKHM XOpOM
yCIenrHo padoran aKTUBHBIA yYacTHUK (DHHIISHI-
ckoii peBomronnu 1918 rona ¢puaH Mukko Bupkku.
Beaymyto pons B Kapenbckoit acconanuu nposie-
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tapckux nucareneil (KAIIII), cozmannoit B 1926
rony, urpanu ¢uHHE (. Bupramen, X. Tuxus,
O. Morancom, P. Pycko [Hroctpem], 3. ITappac, JI. Jle-
TOHMSIKH, B. OpBactu u 1p.). UmmurpanramMu 65110
ocHoBaHO u3narenbcTBo «Kirjay («Kuura», 1923).
[lepBrle HaMOHATBHBIE TBOPUYECKHE KOJIJICKTHBBI
MIOSIBIJTUCH B 3TO K€ BPEM: HaIlMOHAJIbHAS TPYIINa
[P HApOIHOM TeaTrpe Apambl MOJA PYKOBOJICTBOM
B. Jlungena, moOutenbckuii Tearp «Kapembckas
criena» C. Hyopresa, Kapenbckuii HalmoHaIbHBIHA
JpaMaTHYecKuil Tearp, MpodecCHOHATbHBIC U JIO-
OUTEIHCKUE OPKECTPHI, XOPBI, CTYIWH, (hoIBKIOp-
Hele aHcamOnmu. Ha 06aze Pammoxomurera (1931)
obpazoBaics Cumdonmdeckuit opkectp (1933),
BO3MIaBIIsIeMBbIN JleomonpaoM Termmuikum.

OrpoMHOe 3Ha4€HHE B MPOIIaraH/ie HOBBIX HIe-
OJIOTHYECKHX HJIel COBETCKas BJacTh MpuiaBaja
MAacCOBOM XOpOBOM IMECHE, C MEPBBIX JET PEBOJIIO-
LMK B MaCCHI CTaJ aKTUBHO BHEAPATHCS «XOPOBOU
mpoekT» [6]. XopoBoe MEHHE CTAI0 Ba)KHEHIITNM
WHCTPYMEHTOM IO TTPE0OpPa30BAHUIO YEIIOBEYECKON
MICUXHUKH CPEACTBAMU MY3bIKM U (POPMHUPOBAHHUIO
«HOBOTO dYenoBeka» [6]. esTenpHOCTh XOpPOBBIX
CaMOZICSITETIbHBIX KOJJIEKTHBOB IOJACPKUBATIACH
npasurenscTBoM Kapenuu [10, c. 435-445]: poc
TUPaX Ta3eT, MPOBOIMWINCH arMTAllMOHHBIE MEpO-
MIPHUSATHA, TJI€ Y9aCTBOBAJIU XOPOBBIE KOJJIEKTHBBI.
B ux penepryap 00s3aTenbHO BBOAMINCH INECHU
0 MAPTHH, BOXK/IAX, PEBOIOIIHH.

[lepBrie 00pa3ubl MaccoBOil XOpPOBOW MECHU
Bo3HuKIU B Kapenun 1920-x rooB B TBOpUECTBE
KOMNo3umopog-gunnos. Cpean HUX OBUIN: opra-
HHCT, KOMIIO3UTOP U cobuparens (onpkiopa, py-
KOBOJHTENIb XOpa IeNarorndecKoro TeXHHUKyMa
Mukko Cy3u; OKOHUMBIIHMKA | aTYWHCKUH memaro-
THYECKUI TEXHWKYM YYHTeNIb, Mucarenb Martu
XyCy; OpraHucT, pyKOBOAUTEIH IIKOJIHHOTO U CEIlb-
cKkoro xopoB OMuis CyHH U €r0 ChbIH, XUMHUK IO 00-
pPa30BaHUIO, YYUTENb U PYKOBOIUTENb X0pa DIHO
CyHHU; MY3bIKaHT-TIOOUTENh, PYKOBOAUTENb (HUH-
ckoro xopa Mukko Bupkku, KOTOpbIi BIIOCIEA-
CTBUU CTaJl BUJHBIM MOJUTHUYECKUM JESTEIEM;
Kapel, yauTellb, coOuparens GoNbKIopa U pyKOBO-
TUTENb X0pa U AyXOBOTO opkecTpa B KecteHbre n
Kanesane Pucto Cupen. B 310 e Bpemsi mumryT
CBOM TIE€PBBIE XOPOBBIE IIECHU KOMITO3UTOPHI JIaypu
Woycunen u Kane Payruo.

TexkcThl meceH NPUHAMISKATH TOMYIIPHBIM
mosTam Tex Jiet, ¢puaaam O. ﬁoxcheHy, JI. Xero,
JI. Jleronmsku, SI. BupraHeHy, a ux copepxkaHue
OBUIO CO3BYYHO OCHOBHBIM HJESIM TOTO BpeMe-
HU, B HUX TPOCIABISUIACH PEBOJIONMS M TOABUTH
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€€ repoes, BOCIIEBAJIACH PAJOCTh Tpyda U CO3UAa-
HUS HOBOH Xr3HHU. PaboTa mepBhIX KOMIIO3UTOPOB
B JKaHPE MacCOBOM IECHHU OKAa3aJIach CTOJb AKTHUB-
Ha, 4TO K 10-netHeMy robumiero OKTAOpsi ObLT BBI-
MyIICH TIePBBIN COOPHUK MeceH Ha (PUHCKOM SI3BIKE.

B 1920-¢ roasl, Korjga AEWCTBHSI PYyKOBOIICTBA
Kapenun ObutM HampaBlieHBI Ha CTPOUTEIHCTBO
KapelbCKko-QOUHCKOH aBTOHOMHUH, B IleTpo3aBojck
npuObUTM ceMbU (DPUHHOB-ODMUTPAHTOB PayTno wu
Cunucano.

Awmepukanckuii punH Kamre Paytno, Beimyck-
HuK KomymOmiickoro yHHBEpCUTETa, OKa3aBIIMKCS
B Kapemnuu B 1920-¢ rozpl, crai nepesiM npodeccu-
OHAJIHBIM KOMIIO3UTOPOM B PECITYOJIHKE.

®oTo 2. Kapa Ipukosuny Paytno (1889-1963) —
COBETCKMI1 KOMMO3UTOP, AUPMXKED, 3aCAY>KEHHBIN
Aesitenb nckycctB Kapearo-POuHckoin CCP (1946)

OH ObT PYyKOBOOUTENEM XOpa U ABYX OpKe-
ctpoB [leTpo3aBOICKOTO IMEAaroruieckoro TeXHU-
kyma. [Toxe — opraHu3aTopoM U MEePBBIM JUPUKE-
poM cuM@oHHUYECKOTO OpKecTpa mpu Kapenbckom
pamuo (1931), B cocTaB KOTOPOTO BIWIHCH aMe-
pukaHckue (GUHHBL, TepeexaBmue B Kapenuto:
O. ans6epr, B. Punrtana, O. Xonrry, T. Dckona,
JI. Axona u npyrue.

K nepuony xopeHu3anuy OTHOCUTCS POXKICHHUE
3HaYUMBIX COYMHEHUH B TBOpuecTtBe Paytmo. Ila-
TUYACTHAS CIOMTA JJIsi CHM(OHUYIECKOTO OpKecTpa
«Kapenbckast cBagpOa» (1926) Obutla HamucaHa
KOMIIO3UTOPOM B IpOIiecce H3yUeHHS KapelbCKOTO
¢donbkiiopa. HecMoTpst Ha TO, YTO 3TO COYMHEHUE
HE OTJIMYaeTCs MacIITaboM, 0COOBIM KOHIIETITYalIh-
HBIM 3aMBICJIOM, CJIOXKHOCTHIO (opMmbl, cronta Pa-
YTHO cTajia nepBbiM B Kapenuu KpynHbeIM counHe-
HUEM s cuMpoHndecKoro opkectpa. Co3mnaHHas
KOMIIO3UTOPOM-(OUHHOM Ha (DOIBKIOPHOM Marepu-
aJie, OTpakarolieM OBIT KapelnbCKOH JIEPEBHU, CIOU-
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Ta 3By4asia B YHHCOH C OCHOBHBIMHU HJESIMH TOJH-
TUKHA KOPEHH3AINH U JIOJITOe BpeMs MpEeACTaBisiIa
Kapenbckyto My3bIKanbHYIO KyIbTypy B MockBe u
Jlenunrpane.

B atoT ke mepuona k nepromy rooduiero Peso-
mormn (1927) Paytro cosnan mepBoe B COBETCKOM
Kapenuu mnpowusBeneHne KaHTaTHO-OpPaTOpHAIIb-
Horo xaHpa — «lIpasgauunyro kanrtary 10-meturo
OxTsa0psi». TekcT Hamucand IPOIETApCKHUM TI03T,
yiieH OUHCKOM colrali-IeMOKpaTuIecKoi padbouei
naptin, ydacTHUK Dempanbckold U OKTAOPHCKOM
peBomtonuii ¢puHH Anmapu Bupranen (1889—-1939).
Pykonuch 3T0Oro coumHeHus He HalJieHa, KaHTara
HE YIIOMHHAETCS HH B OJHOM CIIHCKE COYMHEHUH
KOMIIO3UTOPA, a caM (akT €€ co3maHus NPUBEIEH
JIUIIb B UCCIIEOBAaHNH KapPEIbCKUX HCTOPUKOB.

OnHrM U3 BeAyIUX My3bIKaHTOB B 1920-1930-¢
roasl cran JI. ﬁoyaneH, npuObiBIIni B Kapenuro
BMecTe ¢ PayTuo. MoycHHeH BRICTYman u Kak co-
JIUCT, ¥ KaK KaMEpHBIH UCTIONHUTENb, U KaK KOMITO-
surop. 1I. Cyyrapu, u3y4aBmuii XKH3Hb (PHHCKHX
nMmurpanToB B Kapenuu, nucan: «KusHeHHbIe
nytn Payrno m MoycuHena jonroe Bpems IUIH
napajuienbHO: cHavana u3 Amepuku B Kapenuio n
MEearoruiueckoe y4winiie, oTTyaa B cuMQpOHUYe-
ckuii opkectp 1 Coro3 KOMIO3UTOPOB. BmecTe oHM
nucany My3bIKy st [1eTpo3aBoackoro (pUHCKOTO
TeaTpa W B pa3HOE BPeMs BO3IVIABIISUIM OPKECTP U
xop B Vxre: Moycunen — B 1926-1931 rr., a Paytno
— mepex BoiHOW» [7, c. 237].

Aaypu Kapaosuu MoycuHen (1889—1948) —
COBETCKMI KOMIMO3MTOP, aAbTUCT, MeAaror,
yaeH Cotoza komnosmntopos CCCP (1937)

ITepuon pyxoBoactBa I'tomunra Kapenueit
B 3aMaJHON wucTopuorpaduy TPUHATO HA3bIBATH
«punckum niepuogom» [9, ¢. 111]. DtoT nepuox B
ncropun Kapennu 3akonuwics B 1935 romy, korma
CaMOCTOSITETLHOCTD ¥ aBTOHOMUS pECITyONTMKHY CTa-
JIU PaclEHUBATHCS KaK yrpo3a MEJIOCTHOCTH TocCy-
napcrsa. [loBopoTHbIM myHKTOM siBHuICS 1933 ron —
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Hayano 0oprObl CTajvHa ¢ «MECTHBIM HaIlMOHA-
nu3mMom». B Tom ke romy non mpuuen nonaia Ka-
penusa, xotopas mo cioBam KupoBa, coBepmmia
OTKJIOHEHHE OT JICHWHCKO-CTAJIMHCKOW JIMHUU U
cTaja opueHTUpoBaThes Ha OurmsaHaUIO [9, ¢. 122].
Bboppba ¢ «MecTHBIM HaIlMOHAJIN3MOM)» BBUIHIACH
B TOHEHHS 1O HAIMOHAJHHOMY TPHU3HAKY, BCIEI-
cTBUE uero jase Tpetn (punHoB B Kapenmmu Obutu
YHHUYTOXXEHBI, B TOM YHCJI€ U TIEPBBIA TJIaBa Kapeib-
ckoii aBroHomum [torummHT. KonmmuecTBo (UHHOB
B pecmyOnuKe cokpaTmioch mouty Ha 30%.

B ucropun mys3slkaJbHON KyabsTypbl Kapenun
1920-1930-e roasl 1O cuUX MOpP OCTAIOTCS MEPHO-
JIOM, MaJIOW3y4EeHHBIM MY3BIKOBEIaMH (HCKIIIOUe-
Hue cocTapisiioT Monorpadun H. 0. I'poxnuiikoii o
Cunncano u [lepramenre [1; 2]). [lepBercTBo 316CH
NPUHAJICKHUT KapEIbCKUM U QUHCKAM UCTOPUKAM,
B TOM YHCJI€ TIO0 U3YyYEHHUIO «(UHCKOTO (arTopa»
B IIOJINTUYECKON U KyJIbTYypHOU *u3HHU Kapenuu u
penpeccuBHON MOIUTUKN COBETCKOTO TOCYAApCTBA.
OTtcTaBaHue OT MCTOPUKOB CYIIECTBYET U B OTHO-
HICHUN OHOTrpauKy, «KOTOpas O4YeHb CEPbE3HO
MOCTpaaaga OT UACOIOTUIECKOTO KOHTPOJIS U JIaB-
nerws» [3, c. 260]. Ilpumep ToMy — MMeromuecs
B HacrosIiee BpeMs: Onorpaduyeckie cBeieHus 00
YHOMSIHYTBIX B JAHHOM cTaThe KoMIo3uTopax. OHu
MOJTHOCTBIO COOTBETCTBYIOT «aruorpauaecKkoMy»

KaHOHY [TaM Xe], B OCHOBE KOTOPOTO JIEKAT Xpo-
Hoyorusi M 1mramiibl. COBpEMEHHBIE MY3BIKOBEIBI
OCTalOTCA B JIONTY TEpeN MaMAThi0 KOMIIO3UTOPOB
TOTO CJIO)KHOTO BPEMEHH.

Kapenus otHocutcs x permonam Poccum, 00-
[IECTBEHHO-TIOJINTUYECKIE M MY3bIKAJIBHBIE IIPO-
LIECCHl B KOTOPBIX C y4ETOM HAKOIUIEHHOTO HAyKOM
ITIOCTCOBETCKOTO OMbITa TpeOyloT «mepecMoTpa
MHOTHX CJOKMBIIUXCS TIOAXONOB M HHTEpIIpeTa-
oui» [5, ¢. 6]. Jlo HacTOsIIIIero BpeMEHU pa3BUTHE
MY3BIKaJIbHOM KynbTypbl Kapennn He paccmarpu-
BaJIOCh B KOHTEKCTE IPOBOJMMOI B pecIryOiuKe
HallMOHAJILHOM MOJNUTUKU. TeM He MeHee, MOJu-
THKa KOpeHHu3aluu (Kapean3alnuu=()UHHU3AINH),
KOoTOpasi Hadanach B Kapenuum mocie peBoonun
1917 roma, ompexnenuia HE TOIBKO OOIIECTBEHHO-
MTOJINTUYECKUI U SKOHOMUYIECKHI OOIMK COBETCKOM
pecnyOIuKH, HO U CHITpajia ONpPEaeNIIONyi0 pPoib
B CTaHOBJICHUH MPO(ECCHOHATBEHON KOMITO3UTOP-
CKOM IIKOJIBI M KYJIBTYPHBIX MHCTUTYTOB Kapemnu.
Hecmotpst Ha TO, 4TO «(DUHCKHN TIEPUOI» JITHIICS
HeMHOTHM Oojiee 10 €T, UMEHHO OH CTajJ CaMbIM
IUTOIOTBOPHBEIM  BpEMEHEM Uil (QOPMHUPOBAHHUS
KyJIBTYpHOTO JIaHAIIa(Ta MOJIOION COBETCKOM pec-
MyOJTMKH ¥ TOUM pEeBOJIONUEH, KOTOopasi Onpeaesuia
JaTbHEHIINE MyTH Pa3BUTHS MPOGECCHOHATBLHOTO
MY3BIKaJIbLHOTO HCKyccTBa Kapenuu.
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O MOAQAbHOM U TOHAAbHOM CUCTEMAX
B «Clavieriibung IlI» U. C. baxa

«Clavieriibung III» (1739) 1. C. baxa OTKpbhIBae€T CEPHIO HHCTPYMEHTAIBHBIX I[UKJIOB, CO3aHHBIX KOMIIO3HTO-
POM B IOCJIEAHNE ABEHAALATH JeT JleHnuurckoro nepruoaa. 3aMbICeN €ro 0 CUX HOp HEAOCTATOYHO IOHST U OLCHEH.
B crarbe BBIABHTaeTCA TUIIOTE3a 00 OTpaKeHUU baxoM B UK€ JTOTMKH MY3BIKATbHO-UCTOPUYECKOTO PA3BUTH.

[uki cocTouT U3 ABaJLATH CEMH YacTei, JBalaTh OHA U3 HUX — OpraHHble 00pabOTKU CTApUHHBIX MECHOIIe-
HHI, HAIMCAaHHBIX B MOJAJIbHOM (J1a10Boit) cucteme. Dyru (popma pabOTHI ¢ MarepuaioM) — Kak OTHENIbHbIE, TaK
U B KaueCTBe IJIaCTa, KOHTPAIYHKTHPYIOLIETO C cantus firmus, MPUHAIIIEKAT TOHAIbHO-(DYHKIIMOHAIBHOW CHCTEME
HoBoro BpeMeHH, UMEIOT CIIOXKHBIE CTPYKTYpBI, CTAHOBATCS CTEP)KHEM CKBO3HOT'O Pa3BHUTHSA B LUKiIE. B pe3ymbprare
BO3HHMKAET 3aKOHOMEPHOCTh «IIPOTHUBOPEUISD» U «B3aUMOACUCTBHSDY JIBYX MY3BIKAJIBHBIX CHCTEM, OCYILECTBIIIETCS
MPOLIECC BKIIOYEHHS «CTaporo» B HOBYIO, OOBEIHUHSIONIYIO cucTeMy. JlaHHBIH Mpoliecc aBTOp CTaThby HAONIONAeT Ha
npuMepe o0paboTKK CTapuHHOTrO rperopuanckoro rumua («Kyrie, fons bonitatis»), moxyuunsiuero B roast Pedopma-
MY HEMEIIKUI BapUaHT TeKCTa. ITOT UCTOYHUK CTAHOBUTCS B ITUKJIE CBOETO POJia «TEMOi», PeAONpenesIoIei ero
JlajibHel1lee MHTOHAIMOHHOE, CTPYKTYpPHOE, KOHILIENTYaJbHOE pPa3BUTHE, IPUBOSIIEE K 3aKIIOUUTEIbHON TPOHHOMN
(yre — norudeckoMy UTOTY, anodeosy «uuer HOBOro». VcronHeHne MUKIIa ¢ MpoIycKaMH 1 IIepecTaHOBKaMH YacTeu,
BCTpeyarolieecs B KOHIEPTHONW MPaKTHKe, HEJOIyCTUMO: OHO HAapyIIaeT ero JApaMaTyprHuecKyro JOTHKY, HCKaKaeT
ABTOPCKUI 3aMBICEIL.

Kirouyessie cnora: “Clavieriibung 1117, ToHaIbHOCTB, 3BYKOpSII, MOIaIbHAS CUCTEMA, TOHAIBHO-(DYHKIIHOHATIbHAS
cHucTeMa, XxopalibHasi 00paboTKa, IIMKJI, (yra, BApHalMOHHBIN MPUHINIL.
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On the Modal and Tonal Systems
in J. S. Bach’s “Clavieriibung I11”

J. S. Bach’s “Clavieriibung II1” (1739) opens up a set of instrumental cycles created by the composer during the
last twenty years of his Leipzig period. Its conception has still not been sufficiently understood or evaluated. The article
brings forth a hypothesis on Bach’s reflection of the logic of the musical-historical development in the cycle.

The cycle consists of twenty-seven movements, twenty-one of which are arrangements for organ of old historical
chants written in old modes. Fugues (as the form of elaboration of musical material) — both as separate works and as
strata expounded in counterpoint with the cantus firmus, pertain to the tonal functional system of the Early Modern
Period, possess complex structures and comprise the pivot of through development in the cycle. As a result there arises
the natural laws of “contradiction” and “interaction” of two musical systems, and the process of inclusion of the “old”
into the new, unifying system begins. The given process is observed by the author of the article in the arrangement of
the historical Gregorian hymn (“Kyrie, fons bonitatis”), which during the years of the Reformation received a German
variant of the text. This source becomes within the cycle a type of “theme,” which predetermines its subsequent
intonational, structural, conceptual development, leading to the final triple fugue — the logical outcome, the apotheosis
of “the idea of the new.” Performance of the cycle with omissions or changes of the order of the respective movements,
as may be found in performance practice, is inadmissible: it infringes upon the composition’s dramaturgical logic and
distorts the composer’s conception.

Keywords: “Clavieriibung I11”, tonality, scale, modal system, tonal functional system, chorale arrangement, cycle,
fugue, variational principle.
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o3mxanHoe baxom B 1739 rony npousBenenue

«Clavieriibung III» oTkpbIBaeT mocieaHuit

JTam JIEUIMIIUTCKOTO TIepHOAa TBOPUYECTBA
koMIto3uTopa. Ha3BanHoe 0e3 mpereH3un Ha OpH-
THHAIBHOCTH (0oJiee AecsTKa MOAO0OHBIX 10 Ha3Ba-
HUIO COYMHEHUI OBUIM OIyOIMKOBAaHBI JPYTHMHU
aBTopamMu 10 baxa, m y Hero camoro paHee yxe
BBIIIIJIM B CBET JIBE YAaCTH C TAKUM K€ Ha3BaHUEM),
OHO OKa3aJIOCh HE TIOHATHIM BO BCEW T€HHATBHOCTH
3aMpIClIa: BOCTIPUHAMAJIOCHh KaK COOpaHUE OT/ENb-
HBIX, Pa3IMYHBIX [0 TPYAHOCTH YIPAKHEHUHA WIIH,
B JIy4IIeM ciyd4ae, IPHUMEpPOB MaCTEPCKOU, pa3HO-
obpasHoii 00paboTkn xopasnoB. boree meTambHBIMA
aHaJIM3 TIOKa3aJl, YTo Mepe] HaMHu — IHKJI, obiana-
IOIUIl BCEMH XapaKTEPHBIMH IMPHU3HAKaMH 3TOTO
JKaHpa: JOTHYHO BBICTPOEHHBIM TOHAJBHHBIM ILIA-
HOM, HWHTOHAIIMOHHO-TEMAaTHYECKHM E€JIMHCTBOM,
CKBO3HBIM Pa3BUTHEM B (OopMOOOpa30BaHNH, aAPXU-
TEKTYPHOM CTPOitHOCTBIO 1esoro’ [1].

Komnosunmonnsie uaen «Clavieriibung I1D»
OKa3aJIMCh CTOJb IUIOTHO CIPECCOBAaHHBIMHU (3TO
1 OBLIO IPUYUHOMN OTIPeACTEHHBIX TPYTHOCTEH IS
MMOHMMaHUs), 4TO, Kaxkercs, bax pemmn «oObsc-
HUTB» UX: Jlajnee UM ObLT CO3[aH LEJBIH P HOBBIX
IIMKJIOB?, B KOTOPBIX Ha HHOM Marepuase 3TH HICH
paccMaTpHuBaliUCh Kak ObI MO OTAeNbHOCTH. [laxe
uis Benukoro 1ukia «VckyccTtBo (yrm» MOXKHO
YBUJETh 3/1€Ch II€PBOHAYAIbHBIA TBOPUYECKUNA HUM-
ITyJIbC.

OTOT UMIYIbC—UCTOPHUSA (YT U, BOIUIOMIEH-
Hasg B nukie «Clavieriibung III» opurunambHei-
M 00pa3oM: ABIDKEHHEM OT TAHOTO — K SIBHOMY,
OT CKPBITOTO — K 0O4eBHAHOMY. [IyTh 3TOT JutnTeneH.
B IIpentonuu ¢yra gaHa paccpeioOTOYCHHO: J1Ba €6
3MU30/a JIMIIb HaMEYaloT BO3MOXXHOCTH (Pyrupo-
BaHHOTO M3JIOKEHUsS Martepuana. B Oonbmux 00-
paborkax Qyra oka3pIBacTCs IIACTOM, KOHTPAITyH-
KTHUPYIOUINM TJIaBHOMY TepOI0 — MEJOOUH cantus
firmus®, B MaJbIX CTaHOBUTCS CaMOCTOSTEIIBLHOM
(hopmoii, TOHaUaTy UMEIOIIEeH BUJ KOPOTKHX KOM-
MO3UIMH, Jajiee — MOCTENEHHO pa3BUBarOUIEHCA
K Oosyee pa3BEPHYTHIM, MOTHBIM. JlyaTHI — criemyto-
miasi, 6oyiee BHICOKAS CTYIEHb CIIOKHOCTH (yrHpo-
BaHHOW WZEH, KOTOpas MPUBOANUT K KyJbMHUHAIIUH,
menu, anmodeosy e€ pasBUTHSI — 3aKITIOYHTEIHEHOMN
TpOHHOW (yre. PeTpocrnekTHBHO CTaHOBUTCS IO-
HSATHBIM TJIaBHBIN CTEP)KE€Hb 3TOTO0 MHOTOYAaCTHOTO
LIMKJIa, OTIPEAETISIONIHNHA €ro IpaMaTypruio.

Kak n3o0pazuth B Mmy3bike X VIII Beka oOpariie-
HUe K Hawany «uctopun ¢yrm»? [Mpuaimn ¢yry,
KaK HM3BECTHO, CJIOXXHJICS B BOKaJbHOH (XOpOBOA)
My3bike XV—XVI BB., HO «Kakoe MpOU3BEIEHUE
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HAJI0 CYMTATh JCHCTBHTEILHO TepBOU (yroi —
CKazaTh HEBO3MOXHO» [4, c. 11]. BeposiTHo, npen-
jlaraeMoMy HaM{ TOJIKOBAaHUIO IAa€T OCHOBAaHUE
cam dakr obpamienust baxa k crapuHHOU (opme
Ha cantus firmus W, TIaBHOE, — BBIOOP Ul mep-
BOTO XK€ XOpajla MEJOAMH-UCTOYHMKA W3 TIIyOWH
Bpemenun®. Dto rperopuanckuii rumu «Kyrie, fons
bonitatis», oTHOcsmmitcsa Kk X Beky® (mpumep Ne 1).

[Tpumep Ne 1
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Ero menonvka ecTeCTBEHHO MPHUHAIJIEKHUT MO-
JIaIbHOM cCUCTEME, TPUYEM yKazaHue e€ Jaja HEeKo-
TOPBIMH COBPEMEHHBIMH aBTOPAaMH KaK OTHO3HAYHO
¢bpuruiickoro® (04eBHIHO, YTO OHU OPUCHTHUPYIOT-
Csl Ha MPaBWIIO: (PUHAIKC e B KOHIIe CTPO(dbI ompe-
JIEJISIET J1a]]) BRI3BIBACT HEKOTOPBIC coMHEHUs. CKo-
pee MOXKHO YCIHBIIIATh B 3TOH MEIOJUH JIaJ0BYIO
MIEPEeMEHHOCTb, IBIKEHHE YCTOS OT g K d, 3aTeM —
K g, €’ (TO eCTh, 110 COBPEMEHHOMY BOCIIPHUSATHIO, OT
G dur x d moll, ¢ Bo3BpaieaneM B G dur u 3aBep-
ureHueM B e moll). Koneuno, Bocmpustie baxa
OBLIO YK€ COBPEMEHHBIM, TO €CTh OIPECISICMbIM
KJIACCHYECKUMH HOPMaMH TOHAJIFHOTO MBIIIUICHHUSI.
Tem uHTEpECHEE PACCMOTPETH, KAK KOHKPETHO KOM-
MO3UTOP Tepenar «BCTpedy» (conocmasnenue-
83aumodeticmaue) SBICHUN, OTHOCSIIHUXCS K pas-
HBIM HCTOPUYIECKUM BPEMEHAM, Pa3HBIM MY3bIKalb-
HBIM CTHIISIM.

MopanpHble 4YepThl HE YacTO BCTPEYAIOTCS
B mpou3BeAeHUAX baxa, WX ciemsl mcciemoBare-
JU HaXONAT JIMIIb B HEKOTOPBIX €r0 XOPaIbHBIX
obpaborkax. Ho nmaxe cpenn HUX, KaKk OTMEYaeT
M. OtuHrep, «mMOMABISIONIee OONBIIMHCTBO XO-
pasioB oOyiagaeT TUNMYHOM Juis baxa BBICOKO# TO-
HaJbHOM OPraHMW30BaHHOCTBHIO, BBIPAXKAIOIMIECHCS
B SICHOCTH TOHHKH C MEPBOTO kK€ MOMEHTa 3BydYa-
Hys. JIMIIb HEKOTOPBIM XOpalaM CBOWCTBEHHA M3-
BECTHasl CTENEHb TOHAJIBHOW HEOMpPEneEHHOCTH,
rapMOHUYECKHE “OMyKIaHusI B HAYaJIbHOW CTaIINH
Pa3BUTHS, YTO MOXKET OBITH OTHECEHO K HACIEeIUI0
MomamsHOCTHY [6, ¢. 88—89].

B «Clavieriibung III» marepuanom mepBoro HO-
Mepa XOpalbHBIX 00paboToK!® OKa3kIBaeTCS TepBast
crpoda crapuHHOro TMMHa. Bymydnm kommosurto-
pom Hosoro Bpemenu, bax mor 6v1 mocnenoBars
puMepy CcBOMX coBpeMeHHHKOB WM. I. Basbrepa
u U. Tlaxens0emns: mepeoCMBICTUTE 3Ty MEIIOIUIO
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B nyxe BpemeHu. B mpumepe Ne 2 mpuBomutcs
BapUaHT JTOr0 HaleBa W3 XOpalbHOH 00pabOTKH
[Taxens0emnst: o6bryabl G dur. C 3aMeHON 3ByKa
ga-bexap Ha pa-oue3 UCUe3aeT MUKCOIMIUNACKUT
HaMEK (Wn HaMEK Ha d moll?) — 3ByIUT NPUBBIYHAS
Ma)KOpHas IOMMHAHTA 3TOW TOHAIBHOCTH «B KOHIIE
npetokeHus» (mpumep Ne 2).

IIpumep Ne 2
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baxoBckoe pemieHHe — COBEPIICHHO HHOE: OH
OCTaBIISIET HAleB B HENPUKOCHOBEHHOCTU. EnmH-
CTBEHHOE €T0 BMEIIATEIhCTBO — 3allOJIHEHUE Tep-
IOBBIX CKa4KoB (B mpumepe Ne 1 oHM OTMEUEHBI
CKOOKaMH) TMOCTYNEeHHBIM JBXeHueM. Cantus
firmus, BeylIMii HAreB, HAXOMUTCS B COMpaHo',
BEPOSTHO, B CBA3H CO CMBICIIOM CJIOB, OOpaIIEHHBIX
BBBICh: «bor Orenr (HebecHbIit) Bo Beku Hamy. 13-
JIO)KEHHBIA B UCTOPUYECKH TEPBOHAYAILHOM BUJIC,
KPYIHBIMH JUTHTEJIILHOCTSMH C MHOTO3HAYUTEIb-
HBIMU Tay3aMH, OH BOCIIPHHUMAETCSI KaK BBIpake-
HHE BEYHOT'0, He3bI0IMMOT0 — BOXKeCTBEHHOTO.

YIUBUTENBHO TOBEIEHUE COMPOBOXKICHUS —
IUIACTa, KOHTPAIyHKTUPYIOWIETO C cantus firmus.
OO0bIyHas ero GpyHKIHUs, KaK U3BECTHO, — KOMMECH-
TUPOBAaHUE MBICTH, U3JI0)KEHHOW KaHTYCOM. 3/1€Ch,
B «Kyrie, Gott Vater in Ewigkeit», Bc€ mo-apyro-
Mmy. W, Kak Bcerna, BbIpaxeHHe 0aXOBCKOTO HaMe-
peHus'? MOXKHO YBUICTh Onaroapsi HEOKHJaHHBIM
JeTassiM, HapylICHUSIM OXKHJIAeMOTO, HEKHM «He-
NPaBUIBHOCTSMY.

Urax, mepen Hamu — ¢yra. E€ mpocreiimas
TEMa KCIONB3yeT HaYalbHYIO ()pa3y IJIaBHOTO Ha-
neBa (mpumep Ne 3 a). 'apmoHu3anus mpeacTaBisi-
ercs anemenTapHoi (T—S—D—T; naxonsacs B HoBom
BPEMEHH, MOKHO JIOMYCTHTh W KPaTKO€ OTKIIOHE-
uue B S). Scusiit B dur, Ho B xitoue — TpH (1) 6emo-
as'3. DTa 1eTasb TOBOPUT, KOHEYHO, O MTPUCYTCTBHH
MOJAIIbHBIX YEpT, U MpPEKAe BCETO, O BO3MOXHO-
CTU MHKCOJMJUKCKOTO JIaJla ¢ €ro IMOHHMKEHHOU
VII crynensio (1a-6emons B TOHAIBHOCTH B dur).
[Tocnenyem, onHako, 3a pa3BUTHEM COOBITUH.

TpaiulIMOHHBIA OTBET B JOMHHAHTOBOH TO-
HanbHOCTH (F dur) MOIDKEH BBHITIANETh TakK, Kak
mokaszano B mpumepe Ne 3 6. Ho y baxa — apyroii
BapHaHT: CHadaja, MOATBEP)KJasi Halle OXHIaHUE
MUKCOJIMIMNCKOTO Jiana (us-6emons B Kirode!),
3BYYHT BOCXOJSIIE-HUCXOAAIIAs TEepLOBas MeJo-
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sl f—g—as—g—f, HO OHa TYT K& KOPPEKTHPYETCSI
(mosiBsIeTCA JN15-6€Kap, HaMEUaloUi OTKJIOHEHUE
B B dur), a 3ateM emé pa3 «HCIPaBISETCS» BO3-
BpaIllCHUEM B MEJIOAWH 3BYKa JII-0eMOib (TIpuMep
Ne 3 B). D10 sIBHOE HapyIICHUE TIPABIIT MOIATHEHOM
CUCTEeMBbI: XpoMaru3M (aBa Bapuanta VII crymenu
Ha OJM3KOM PacCTOSHWM), OTKiIOHeHue!'* Tapmo-
HU3alUs STOW MEJIOAMH, OCYLIECTBIIsIeMas KOH-
TPAIyHKTHPYIOIIUM C OTBETOM TOJ0COM (CTpeTTa
— npumep Ne 3 1), HM pa3y He HAMEKHYJIa Ha BO3-
MOXHOCTb TOSIBJICHUS! (PYHKIIMH JIOMHUHAHTBI, XOTS
3BYKOPSII TEMBI B 0TBETE (0T V CTYyIIEHH) MOT 3TOMY
KaK-TO CITOCOOCTBOBATb.

[Ipumep Ne 3
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Hanee bax, CHU30M 151 K HAIIEMY YIHUBJICHUIO 10
MOBOJIy OTCTYIUICHHSI OT TOYHOTO 3BYKOpsizia, OyATO
CrpalMBaeT OyAyIlInuX HCCieaoBaresie MoaaabHO-
ctu: «BBI JymaeTe, 4To 3ByKOPSI/] TEMBI OIIpeeIsieT
ToHabHOCTL? [loXkanyiicra, IOCMOTPUTE HA TEMY
B BEpXHEM TOJIOCE, HAaUMHAIONIyocs B TakTe 10, —
HacTosmui Gpuruiickuit a moll! (mpumep Ne 4 a),
HO 00IIast TOHAJTBHOCTH 31eCh — g moll»'s. Jlamee
KOMIIO3UTOP OYATO CIIEIMAaIbHO MPUBOAUT MPHMeE-
PBI: BOT TPY NPOBEJICHUS TEMbI, HAYHMHAIOIINECS OT
f, — ¥ Bce OHHM B pa3HbIX TOHAIBHOCTAX (IpUMEp
Ne 4 6); a BOT Kak MOXKHO «UTPATh» CO CTYICHSIMHU
3ByKopsiia (B mpumepe Ne 4 B i1t ymoOcTBa cpaBHe-
HUS IPUBOJIUM BaPHAHTHI TEMBI OT f, XOTSI B OpUTU-
HaJle 3ByKOBBICOTHBIN YPOBEHb UX PAa3IUUBIN).

[Ipumep Ne 4
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Takune ke «urpbp» BELyTCsl C TEMOH B BapUaH-
Te oOpamieHus: U B 3TOM ciy4dae bax mpeamaraer
CPaBHHUTH TEMbI, HAYMHAIOUINECS OT OJAMHAKOBOTO
3ByKa (Hampumep, OT g — B Takrax 8 u 13, uim ot f—
B TakTax 19 u 34, uiam OT OAHOTO 3ByKa, HO B PAa3HOM
JBYDKCHUH TEMBI — B TIPSIMOM U OOpamEHHOM BHJIC
— takt 19). Takum 06paszom, uaess MOZAIBHOCTH,
OpPraHM30BaHHOCTH JIafia, 3ByKOps/ia B iacte Gyru
ONPENENEHHO OTBEPraeTcsl.

OObmiee BreyarieHne OT pa3HOOOpa3HOM Bapu-
AHTHOCTH KOPOTKOW TEMBI (Iuama3oH €€ — BCEero
JIUIIG KBApTa), HACHIIICHUS TKAHH XpOMaTU3MaMH,
BBI3BIBAIOIIMME  KOPOTKHE OTKJIOHEHUS, YacThIe
TapMOHHUYECKHE W TOHAJBHBIE CMEHBI, JUIUIICHCHI,
— TOCTOSIHHOE JBW)XEHHE, MOUCK, MU3MEHSEMOCTD,
cBo0Oa BONM «MAJICHBKOTO CYIIECTBa»... BHe-
MY3bIKQIBHBIA 00pa3 — 3TO dYeloBeueckoe ooiie-
CTBO'®, C €ro pajocTsIMU | Te4aisiMu, OOpHOOH ...
u Bcsiueckor cyeroil. Takum obpaszom, B 37O ua-
CTH COTIOCTaBIsIEMBIMH OKaXyTcsi bokecTBeHHOE,
BEYHOE, HEM3MEHIeMOe Hadaylo (€ro MmpeacTaBIsieT
CTapUHHOE NIECHOIICHUE B cantus firmus), 1 — 0oJiee
MEJIKO€E, TIOCTOSHHO CIeIIaIiee U H3MEHSIOMeecs —
Yenoseueckoe.

OpHako dYenmoBeyeckoe OOIIECTBO KaKWM-TO
o0pa3oM opraHm3oBaHO. My3BIKaJFHO 3Ta Opra-
HH3amus BeIpaxkaeTcst dopmoit ¢yru. OHa 31€Ch
BEChMa OpUTHHAJIBHA 110 APAaMaTypIuy: BOZHUKAIOT
JIBE€ paccpenoTOYeHHbIE JMHUM Pa3BUTHS (IBOM-
Hble Bapuanmn). llepByro oOpa3yroT cTpeTTHble (U
WHOT/IA MTPUMBIKAIONINE K HAM CaMOCTOSITENIbHBIE)
MIPOBEJICHHS TEMBI B TIPSIMOM JIBIKECHHUH, BTOPYIO —
TO K€ C yJacTHeM TeMbl B oOpameHnn. OHu YET-
KO "epeayrorcs («OOpIOTCS 3a BIUSHHEY»), U KOTAA
KOMOMHAIIMK TIPOBEACHHA TEMBI B OOpalleHun
B KOHIIE OKAa3bIBAIOTCSA IMOMOOHBIMH Ha4YaJIbHBIM
MPOBENICHUSAM «IIPSIMOM» TEMBI, BECOMOCTh HX
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YPaBHUBAETCS, HO BCE JKeE MOCIIEAHEE CII0BO OCTAET-
Cs 32 TEMOW B MEPBOHAYAIBHOM BUJE, XOTA Mole-
Jla 3Ta OTHOCHTENbHA: 3ByYWT OHAa HE B IVIaBHOH
TOHAJIFHOCTH (TIpaBla, B yABOGHUH) U HE HA «IIpa-
BUJILHOM» BBICOTHOM YPOBHE 3aKITIOYUTEIHHOTO
naja... bax Jaér moHsTh, 4YTO UCTOPUS UX MPOTH-
BOCTOsIHMS €1l HE OokoHueHa. E€ mpojomxeHue —
B (hyre, pa3BHUBaIOIICH TPEThIO CTPOPY U3OPAHHOTO
xopaina («Kyrie, Gott heiliger Geist»): koHTpadyra
(Tak HazpIBaroTCs (YT C OTBETOM B OOpAIIEHUN)
paspemuT MPOTUBOPEUHS CHJI, OKa3bIBAIOIIMXCS,
B CYIIIHOCTH, pa3HBIMHA CTOPOHAMH €AMHOTO IIEJIOTO.

A xak nepenaét bax rimaBHOE — conocmasneniue,
npomusonocmaeienue, Hpomugopedue — OTHOIIIE-
Hue boxectBenHoro um Yenoseueckoro? Kakmmu
MY3BIKaJIbHBIMU CPEICTBAMHU BBIPAXKaeTCA 3TO OM-
Howenue?

PaccmoTpenHble O OTAECNBHOCTH, 3TH TUIAHBI
KOMITO3UIMH (cantus firmus v ¢yra) 1o UCIoJb3ye-
MBIM BBIPAa3UTEIBHBIM CPEACTBaM, O€3yCIOBHO, BH-
JIATCSL COBEPIIEHHO PAa3HBIMH, KOHTPACTHUPYIOLIH-
MH, HO COEAMHEHHBIE B PEATIbHOCTH COBMECTHOTO
3By4YaHHs, OHU CO3JAIOT €JUHCTBO 00Jiee BBICOKO-
TO MopsaKa (pa3IMYHBIMA TEKCTaMH BBIpa)kaeMas
uzaest «c Hamu bor!»), mpu KoTopoM MpOTUBOpEUNS
rc4e3aroT. MoJalibHbli cantus firmus BXOIUT B HO-
BYIO, TOHAJIBHYIO CUCTEMY: 3BYKH €TI0 MEJIOINH rap-
MOHHU3YIOTCA B COOTBETCTBUM C HEH, U JJaXkKe TaKou
MIPU3HAK MONAJLHOCTH, KaK OKOHYaHHUE (HATICBOB)
HE B TOHE Ha4aja, 3/IeCh He CTAHOBUTCS IMOKa3are-
JIeM CTapUHHOM J1aJJOBOM HEyCTOMYMBOCTH, a CITy-
KHUT €MHCTBY IMKJIA B [IEJIOM B Ka4eCTBE 0COOOT0
CpEICTBa CBA3H MEX/IY YaCTSIMH.

B mocnenyromux nocne «Kyrie..., Chrste...,
Kyrie...» gacTsax, XOTs MaTrepHaloM IMO-IIpeKHe-
My CIyXaT CTapUHHBIE HAlleBbl, HAIMICAaHHBIE, KaK
MpaBWiIO, B MOJAJBHOW cHCTEMEe, HaMEeTHBIIAsCS
TeHJeHIus ycuiuBaeTcs. dyra, ¢ €€ ymeHueM
JIBUTAThCSl 10 TOHAIHHOCTSM, JIETKO ByaJIHPYeET
TMo0ObIe MOJIANIbHBIE MOMEHTHI (K TOMY K€ B MaHy-
aNTBHBIX YacTAX pa3pabaThIBAIOTCS JHUIIb KPaTKue
HadalbHble (Ppa3sl NECHOMEHHUH, B KOTOPHIX emé
HET NPU3HAKOB MOJAJIbHOCTH). Dyra mocreneH-
HO CTAHOBHTCS BEAYIIMM NPUHIUIOM, U B [ly>-
Tax, CJIENYIIUX TOCcJe XOpajbHBIX 00paboToK,
— CaMOCTOATENbHBIX, TEXHUYECKH Pa3HOOOPa3HbIX
1 n3o0perarenasHbIX (hyrax, — HUTHPOBAHHUE HAIle-
BOB mpekpamaerca. OgHako B 3aKIIOYUTENBHON
¢yre (0Ha — HE TOIBKO KyJIbMHUHAIINA, [1€]h Pa3BHU-
THS KOMITO3WULIMY, HO U CHHTE3 BCEr0 CKa3aHHOTO)
MOSIBIISIFOTCSL I€TaJIM, HAIIOMUHAIONINE O SBICHU-
SIX, OTMEUABIIHMXCS BBITIE, HO OHU YAUBUTEIHHBIM
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00pa3oM IepeoCMBICICHBl U MOJYHMHEHBI HOBBIM
XyJI0’KECTBEHHBIM 3a][auaM.

OcobeHHOCTH 3aKIIIOUUTEIIBHON (yru ciemy-
€T paccMarpuBaTh M B KOHTEKCTE BCETO IHKIA,
B HEMOCPE/CTBEHHOW CBSI3U C MPEIIECTBYIOIIH-
mu [lystamu. Tak, MHepLus, YCTaHOBJIEHHas X
TOHAJFHOW TIOCIIEOBATENIEHOCThIO, — BBEpPX IO
cexkyHnam (e—F—G—a), 3acTaBisieT MPUHATH Iep-
BBI 3BYK €€ TeMbl (cu-0emob) B Ka4eCTBE TOHUKHU
B dur. B pesynerare B TeMe, TOHATLHOCTH KOTOPOI
Ha CaMOM Jiee — SICHBIH Es dur, MOXXHO yBHIIETh
MHUMOJIETHYIO TeHb MOIAIIBHOW HeycToitumBocTu'’
(mpumep Ne 5).
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HMeHHO B KOHTEKCTE JAHHOTO IMKJIA CTOJNb
MIPUBBIYHBIN JIT HAC TOHAJIBHBIM OTBET BHIWTCS
B 9TOH (yre Kak pyAHMEHT Iporunioro'® (tema mpo-
BOJIUTCS B JOMHHAHTE, a TAPMOHU3YETCS YCIOBHU-
MU TJIaBHOM TOHAJIBHOCTH, MEPEX0/s B JOMUHAH-
TOBYIO TOHQJIBHOCTH JIUIIb B TTOCIEAHUNA MOMEHT),
MOTOMY YTO TPOTHBOPEYHE JIaJJOBOTO 3BYKODSJA
TEMbl U €€ CONPOBOXKIAEHHUA, UAYIIETO0 B UHOU TO-
HaJILHOCTH, bax pa3HooOpa3zHO JEeMOHCTPHPOBAT
B ITepBOM xopauie nukiia (mpumep Ne 4 a, 0).

W nanee — Heonpenen&HHOCTh, TOHAILHOE OJTy-
JKJIaHKe B TPETheH TeMe 9ToH Qyru (OHa HAUMHASTCSI
OT 3ByKa C TI0CJIe TIOJTHOTO COBEPIIEHHOTO KaJaHca
B ¢ moll, HO CKOPO TMTOKUIAET 3TOT KyCTOI, U JIUIITH
HO3KE CUTYaIsl Pa3bsCHICTCs'), CpABHEHUE TEM,
MPOBOAMMBIX baxoM «OT TeX ke 3BYKOB» (IIPUIEM
Ha OIM3KOM PacCTOSHUH APYT OT ApYyra — CM. IIpHu-
Mep No 6), BHOBb HaIllOMUHAIOT MY3bIKaJIbHBIE (O-
kychl xopana «Kyrie, Gott Vater in Ewigkeit». On-
HaKo OueBUJIHA ¥ pa3HHLA: B «Kyrie» TOHaIBHOCTD

ObuTa ompenernsonei, konedancsa naa (3ByKOpsn),
a B 3aKIIIOUUTENHHO (yre BUOPUPYET yxKe cama To-
HaJbHOCTH (MOXHO TPHUBECTH U APYTHE MPHUMEPHI
MOJJOOHOTO €€ «IIOBEICHUS»).

[Tpumep Ne 6
L =

8 —e- ,: . T m’ E—D‘ =
¥ A'.%'W‘L.p P wv"lvm? pe
gy P 2 JI) I
T

l

Boznaukaromue pa3muaHbIe apKU — CBSI3U MEXKITY
CMEHSIOIUMH JIPYT APYyTa YacTSIMH — MTOCTEIICHHO
MIPUBOIAT CITymIaTest (MCcleaoBaTesi) K MoOHuMa-
HUIO LEJIOCTHOCTH, €AMHCTBA pa3BEPThIBaIOLIEHCA
MY3BIKQJIbHOW (M BHEMY3BIKAJIFHOW — CoOAepKa-
TEJHHOW) KOHIIETITNH, TI¢ OTHOIIECHUS MOMATBLHOMN
U TOHAJIILHOW CHUCTEM — JIUIIh OfHA M3 CKBO3HBIX
naei. Beipazute e€ cloBeCHO MOYXHO OBLIO OBI TaK:
MOJAITLHOCTh B OTOM ITMIKJIE HHTEPECYET aBTOpa HE
KaK TaKoBasi — BHUMAaHHUE COCPEIOTOUCHO Ha IMOKa3e
MUATICKTUIECKOTO Ipolecca €& mpeomoe-
HUS cleAyrouied 3a Held BO BPEMEHM, TOHAJIbHOU
CHUCTEMOM, B KOTOPO, B CBOIO OUEPE/lb, HAMEUAIOT-
Csl IEPCTICKTUBBI IATbHEHIIIET0 pa3BUTHS.

B nenom, cTiib IMKIA — COOCTBEHHBINH CTHIIb
baxa, kommnosutopa XVIII Beka, TBOpsIIEro BO
BpEMEHA YTBEPIWBIICHCS KIACCHYECKONH TapMo-
Huu. Onnako, B 1ukie «Clavieriibung I1I» craBst-
CA W PEIIAIOTCS HE TOJBKO YHUCTO MY3BIKAIHHBIC
BOIIPOCHI: TPHUCYTCTBYET B HEM HEKas HaABpe-
MeHHas, Quinocodcekas, HaOIIOIAIONIAas U OCMBIC-
JIMBAIOIIAsl ObITHE MO3MIIMS, W MO3TOMY OH Oyjaer
BCETJa HY>KHBIM Pa3BUBAIOIIEMYCS YEIIOBECUCCTRY,
BCETJIa COBPEMEHHBIM, M ITyOWHA €T0 3aMBbICJIa T10-
CTEIEHHO OyJIeT MOHSTA U OIICHeHA ITOTOMKAMH 110
JTOCTOUHCTRBY.

< MPUMEMAHUA (<

! HamoMHuM cTpoeHue nukia: B oopamienuu [pestro-
qun 1 Oyru HaxozsaTes 21 xopanbHas 00paboTKa HAIEBOB
— Mmecchl Kyrie v Gloria (9 4acTeid ¢ HEMEIIKUM TEKCTOM),
morepoBckoro Karexusuca (12 gacteit) u uetsipe [yara.
O0paboTku (Ha TuTyne bax Ha3pIBACT UX «XOPATHLHBIMU
OPETIOIUAMA») UMEIOT J1Be (hOPMBI H3IOKEHHUS: TaK Ha-
3pIBaeMble Oosbinme (¢ nenanbio, «Cum Organo pleno»)
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U Manbie («manualitery, UCTIOTHIEMBIC HA KJIaBHATypax).
Onn 00pa3yroT napsl, HaMMCAHHBIE HAa O/IMH TEKCT, HO Ma-
JIblE UCTIONB3YIOT JIMIIb €T0 HavYalbHbIEe (hpasbl.

2 91u counnenusi — «onpadepr-saprarmm, «17 Jleiin-
LIUICKUX XopayioBy», «KaHoHMuYeckue Bapuarumy», «My-
3bIKaJIbHOE TpHUHOIIeHUe», «l1l00nepoBcKue Xopajby,
«HckyccTBo hyrm».
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3 Uckirouenune — xopan «Dies sind die heiligen zehn
Geboty (BWV 678), naunHaronwmii B 1iukiie otaen Kare-
XH3HCA.

4 Hemenkuii Texer («Kyrie, Gott Vater in Ewigkeity),
aBTOPOM KOTOPOTO OOJIBIIMHCTBO MCCIEI0BATeNeH Cuu-
taer Mapruna Jliorepa, 3apukcupoBan B «HaymOypr-
CKOM IIEPKOBHOM cly>keOHuKe» 1537 rona.

> B mpumepe Ne 1 MbI yTOYHSIEM TI0 TIEPBOUCTOYHH-
KaM 3aKJIIOYUTENbHYIO KaIeHINIO (B W3/1aHUX OPTaHHBIX
npoussenenuii baxa M. Teccmepom (NBA, 1V/4, 1969)
U B HOCIEAYIONNX MY3BIKOBEIUECKHX TPyAax OHa MpH-
BOJUTCSI C J00ABIICHHBIM f Iepesl TOCIEIHIM 3BYKOM:
gf-g-a-gi-e.

¢CwMm.: A. Clement [7, S. 46], P. Williams, [8, S. 188].
(OnHako aBTOpHI HE OCTaHABIMBAIOTCS CIICIHAJIBHO Ha
3TOM BOTIPOCE).

7 Cm. B craree F0. H. Xononosa: «JlamgoBas mepe-
MEHHOCTh — BOOOIIIE CBOMCTBO MOJAJIbHBIX Jago0B. OHa
CTOJIb )K€ XapaKTEPUCTUYHA, KaK OTKIOHEHHS (M MOIY-
JISIMM) B TOHAJIBHOM rapMoHuy. Hepenka n cMeHa nana»
[5, c. 231].

8 00 «ayTeHTHYHOM» M «COBPEMEHHOM» BOCIPHS-
TUH CTapUHHON My3bIKHU cM. cTaTbio P. Ilocnenosoii [2].

° DTOT BOIPOC, KaK HU CTPAHHO, HE HCCICAyeTCsS B
nureparype, nocBsménHol «Clavieriibung I11».

" EuHbIN HarleB, B IEPBOMCTOYHUKE COCTOSIIMI 3
Tpéx ctpod-Bapuanuii (AB—A'B—-A’B), bax pacnpenenut
ME>K/Ty TPEMsI HacTsIMU LIUKJIA, [TPEIONpe/IeTINB TaKKM 00-
pa3oM 3HaYMMOCTh B HEM NPHHIMIIA BapHUAIOHHOCTH:
TOCIIEIYIOIINE YaCTH OKa3bIBAIOTCS MHTOHAIMOHHO CBSl-
3aHHBIMHU C MIEPBBIM XOPAJIOM Kak TeMoii [1].

"' B u3gannu uMeercst ykazanue: «Canto fermo in
Soprano a 2 Clav. et Ped.»

2 JlumHui  pa3  TOTYEPKHEM  OLIMOOYHOCTD
yrBepkaeHua A. KnemenTa o ToMm, uto bax «BbIpaxkan
CBOM HaMEpeHHUs] HE BCErJa B JOCTATOYHO SICHOW cTe-
meHn» («...daB Bach seine Intentionen nicht immer in
gleich deutlichem Mafe zeigte» [7, S. 3].

3 Hanmomuum npeaynpexaeHue M. Dtunrepa: «Co-
BPEMEHHOE MY3BIKO3HaHWE, Ha HAll B3NS/, CIUIIKOM
YIPOIIEHHO TOAXOMUT K BONPOCY O HECOOTBETCTBUH
KITIOYEBBIX 3HAKOB INIABHOM TOHAIBHOCTH IIPOU3BEICHNS,
CUUTAasl, YTO ATO IIPOCTO CTAPUHHAS TPAULNS ... ABTODEI
MOAOOHBIX BBICKA3bIBAHUM PACCUHUTHIBAIOT OOHAPYXUThH
YepThl TOT0 KOHKPETHOTO Jaja, KOTOPBIH MoJcKa-

< AUTEPATYPA

3bIBaETCS HEOOBIYHOW 3aITUCHIO KIIIOUEBBIX 3HAKOB, B TO
BpeMs1 KOT/1a B TIOJIOOHBIX CITydasix, KaK y’Ke 0TMe4aJioch,
HEoOX0AMMO HCKaTh Ooee 0 OmIMe CBSI3M C MOJAJb-
HBIM MEBINUICHUEM. HOTIa MOJANbHBIC BIUSHUS, MPH
MIPUCTAJIBHOM PAacCMOTPEHUH, CBOIATCA K KaKOW-JIMOO
OJTHOM u€pTOUKe, B IPyTUX XKe CIydasx UX ropaszao 0oIb-
mie [paspsiaka aBropa. — E. B.]» [6, ¢. 79-80].

4 Dra TemMa Mo cBoeMy IUIaHy mogoOHa Teme (yru
fis moll w3 nepBoro Toma XTK, ecTeCTBEHHO, HE MO/TaJIh-
HOM 1o THILY.

'S B mogoOHBIX CIydYasx HECOBMAACHHS BBICOTHO-
rO YpOBHS TEMBI, NEPBOHAYAIBLHO IPEACTaBISBILCH
OTpeIeTIEHHYI0, «CBOIO» TOHAJIBHOCTBH, M PEaJbHOM TO-
HAJILHOCTH 3BYYaHUs IPUHITO TOBOPUTH 00 «ypOBHE
MIPOBEACHUS] TEMBI OT TAKOH-TO CTYIEHH B JaHHOW TO-
HajmbHOCTWY. Tak, B mpuMepe Ne 4 a BUJUM IPOBEACHUE
TeMbl «Ha ypoBHe I crynenn B ToHansHOCTH g moll».

16 Dty xe ugeto bax Oyner paseusath u B «Mckyc-
ctBe Qyrm». MoxeT ObITh, HE CIlydallHO B Qyre 3TOH
TpeThell 00pabOTKH MOSBUTCS 3HAK MPEICTaBUTENS posia
YeNoBEYEeCKOro — TeMa-MoHorpamma BACH (B oOparie-
HUH).

'7 PaccmaTprBaeMasi OTIEIBHO, 9Ta TeMa TaKUX ac-
COLIMALINI HE BHI3BIBACT.

18 Ilnst oOwsicHeHus ero mpoucxokaenust D. TIpayt
oOparmancst K «IpeBHUM IIEPKOBHBIM TaMMam», KOTOPbIE
«VIMEJIH JTBA JTaJia, OTMH U3 KOTOPBIX MOMEIIIAJICS Ha KBap-
Ty HIWXE JIpyroro, Mpu4éM CTyHeHH 00ouX JIaJoB ObUTH
TOXXJECTBEHHB» [3, ¢. 41—42]. 3nech ke HATOMUHAIOTCSI
WX Ha3BaHUs — aBTCHTUYCCKHUN U TUIarainbHbeIi. U nanee:
«CrapruHHOE TIpaBHJIO, KacaBleecs oTBera B dyre, Tpe-
60BaJI0, 4TOOBI BOXK/Ib, HAIIMCAHHBINA B OJJHOH ITOJIOBUHE
ABTEHTHYECKOH T'aMMBI, UMEJI OTBET B COOTBETCTBYIO-
el MOJIOBHHE IUTAralbHOM TaMMBl U Haobopom [Kyp-
cuB aBropa. — E. B.]» [Tam xe]. [yi1 Hac BakeH UMEHHO
NCTOPHYECKHI SKCKYpPC aBTOpa, MoToMy 4To bax B nukie
«Clavieriibung I1I» Toxe coBepIaeT Takol 3KCKypc.

19 JIérxoii, TaHIEBAIbHOW TEMOW KOMIIO3UTOP
IIYTHT»: TJIABHbIE TPH TOHAJIHHOM OTBETE CTYNEHH
(I-V, oObIYHO HaYMHAOUIME TEMY) OKa3bIBAIOTCS 3/ECh

. B KOHIIE, HO TIPaBMJIO 3aMEH IPH ITOM COOIIOICHO
(B mpumMepe Ne 6 3TOT MOMEHT OTMEYEH KBaJpaTHBIMH
CKOOKamM).

20 DTOT BOIPOC 3aCIyKUBACT CHELHATIBHOTO HCCIe-
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Cuntetnaes Hukoaas PocaaBua B popmoobpasoBaHmm
[NepBOro CKpMNMYHOroO KOHLUEPTA

Crarbs niocBsineHa cnenuduke GopmoodpasoBanus B [lepBom ckpunmuHoM koHuepre Hukonas Pocnasia, pac-
CMOTPEHHOH B acleKTe MOJACPHU3AINH KIACCHUYECKUX CTPYKTYp. AHAIUTHUECKUN aKIEHT cAelaH Ha HCCIeJ0OBaHUI
MeXaHNW3Ma SMaHCHUIAIMK YCTOSBIIETOCs anroputMa (GpyHKIUH BHYTPH THIOBBIX ()OPM, MPUBOJSIIEIO K HOBOMY Ka-
YEeCTBY MY3BIKAIBHOIO cHHTakcuca. CBoeoOpa3ue KOMIO3UIIMOHHOTO MBIIUIEHUS] KOMIIO3UTOpAa PACKPBIBAETCs MO-
CPEIICTBOM BBISBIICHUS! HEPA3PBIBHOW CBS3U TUITOJOTMYECKUX KOHCTAHT M (pyHKIMOHANBHOH anddys3un. [Tockonbky
JIAHHBIH TpOIecC KaueCTBEHHO OTIMYEH OT TaK Ha3bIBAEMBIX CMEIIaHHBIX (opM, B paboTe BBICKAa3bIBAETCS TMIIOTE3a
00 aBTOPCKOM IOMCKE HEKOETo IKBHBAJIEHTa aBTOPCKON TEXHUKE CHHTETAKKOPJIOB, IPUMEHEHHOTO Ha DoJIee KPyITHOM
ypoBHe Komno3uiun. KoHrentyansHOI 0CHOBOM 3TOM 3aa4uu ABJIsIeTCS [UaNEKTHYecKas apa TpaJullMOHHOI0-HOBa-
TOPCKOTO, CTaBIlIasi BU3UTHOMN KapToukol cTuiis Pocnasua. MHAMKAaTOpOM TpaJUIIMOHHOTO B HOBOM 3BYKOBOM KOHTH-
HyyM€ COUYMHEHMS CIYXHT OTChUIKA K OJHOM U3 sIpualllliuX TeM KJIACCUUYECKOT0 MY3bIKaJIBHOTO HAcJeANs — IIaBHOM
Teme (uHaa CKpunu4Horo kounepra M. bpamca.

KiroueBnie cnoBa: Hukonait Pocnasen, Morannec bpamc, cuHTeTakkopa, CHUHTETNIAZ, MY3bIKAJbHBIA LMK,
CKPHITMYHEIA KOHIEPT, My3bIKaIbHas (hOpMa, TEXHHKA KOMIIO3HIUH.
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Voronezh State Institute of Arts, Voronezh, Russia
ORCID: 0000-0002-7454-5981, denatusha@yandex.ru

The Synthetic Idea of Nikolai Roslavetz in the Form-Generation
of his First Violin Concerto

The article is devoted to the specific features of form-generation in Nikolai Roslavetz’s Violin Concerto, examined
in the aspect of modernization of classical structures. The accent in the analysis is made on the study of the mechanism
of emancipation of the conventional algorithm of functions within the standard form, leading to a new quality of musical
synthesis. The originality of Roslavetz’s compositional thinking is disclosed by means of revealing the continuous
connection of typological constants with functional diffusion. Since the given process differs in a qualitative manner
from the so-called mixed forms, the article discloses a hypothesis about the composer’s search of a certain equivalent
of his technique of “synthetic chords,” applied on a more large-scale level of the composition. The conceptual basis of
this goal is presented by the dialectic pair of traditional vs. innovative, which became the “visiting card” of Roslavetz’s
style. An indicator of the traditional in the new sound continuum of the work is the reference to one of the most brilliant
themes of the classical musical heritage — the main theme of the finale of Brahms’ Violin Concerto.

Keywords: Nikolai Roslavetz, Johannes Brahms, synthetic chord, synthetic mode, musical cycle, violin concerto,
musical form, compositional technique.

pou3BeneHHEe, O KOTOPOM NOWAET pedyb  YHUCIIE W IOTOMY, YTO TBOPUYECTBO KOMIIO3UTOpA
B HacTosIel paboTe, OBUIO HamWcaHO  JAHCKYCCHOHHO IO cBoeil mpupoje. OHO U3HAYaIb-
B 1925 rogy B Poccun. Ero aBrop Huko-  HO mpeeMCTBEHHO TpaJWIIMK, HO BMECTE C TEM Ha-
naii PocnaBenr — TMYHOCTh HEOOBIYHAS B KYNBTYp-  NPaBIIEHO BIEPEN, K HOBBIM 3ByKOBBIM TOPHU30HTAM.
HOH cpelle pycCKOTO MCKyCCTBa Hadaia Beka, B ToM  Ilo cioBam M. H. JloGaHOBOH, «mapamoKCaabHBINA
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CHHTE3 HOBATOPCTBA U TPAAUILIMOHATIN3MA, YCTPEM-
NEHHOCTh K HApYyIICHUIO KaHOHA M OJHOBPEMEHHO
— K HOBOMY CTPOTOMY 3aKOHY OIPEIENIN TBOP-
YEeCKyI0 HHIUBHIyalIbHOCTh PocnaBia, ocoOeHHO-
CTH €ro CTWIs, OPHEHTHPOBAaHHOTO Ha (QyTypHu3M
U HOBYIO akKaJeMUYeCKylo MaHepy» [2, c. 254].
B camom nene, neHTpambHOE JOCTHKEHHUE KOMITO-
3UTOpa — TE€XHHWKAa CHHTETaKKOPIOB WICHHO POA-
CTBCHHA yCTaHOBKaM (yTypu3ma, a B 4€M-TO UMH
M BIOXHOBJIEHAa. HamomMHUM, 4YTO JA€ATENbHOCTH
MIPEJCTaBUTENEH 3TOTO HAIpaBieHUs ObLIA, Cpeau
MIPOYETo, COCPENOTOUEHA Ha CJIOBOTBOPUYECTBE — CO-
YUHEHUU IKCTPABAraHTHBIX JIEKCHUECKHUX CTPYKTYP
¥ COTIPOBO’KANIACh MTOJTHBIM OTKAa30M OT JIUTEepaTyp-
HOH Tpamaunmu. Pocnaserr, kKak u GyTypUCTHI, TOXKE
OTpHIAT TPaIUINIO, ObUT CKOHIIEHTPUPOBAH Ha OT-
KPBITHSX W 3aXBa4€H JKCIIEPUMEHTAMHU B 00IaCTH
s3pIka ¥ (opmbl. Emé co cryneHueckux BpeMeH
KOMIIO3UTOPA OTIMYAJ CJIOKHBIA TapMOHUYECKHMA
CJIOT, B 4€M MOXHO YCMOTPETHh CEpPBhE3HYIO TMpes-
MOCBUIKY K TIOSIBIEHUIO CaMOOBITHON aBTOPCKOM
TEXHOJIOTHH. J[BUTasch yepe3 aKKyMyJIHpPOBaHHE
3JIEMEHTOB KJIACCMYECKOW TOHAJIBFHOCTH B HAIPaB-
JIEHUU K OPUTMHAJIBHOM BEICOTHOM cucTeMe, Pocita-
Bell, pazymeercs, GopMupoBai COOCTBEHHBIH CTHIIb
HE TOJIBKO B aKaJeMHYeckoM pycie. Tem Gonee mo
IyXy KOMITO3UTOP CKOpee OB aBaHTapIUCTOM, He-
JKeNTM TIPUBEP)KEHIIEM aKaJeMHYECKOW TpaIuIIHH.
Ero npuHannexHOCTh K HCKYCCTBY aBaHrapja Impo-
SBJsUIach B IIaBHOM: Pocnaser] Buzien cebst co3na-
TeJeM YHUKaJIbHON TEXHUKH U NCKAJ CBOU MyTh 0e3
OTJISIZIKK Ha KOJIJIET-COBPEMEHHUKOB. OH KyJIbTHBHU-
poBai B cebe n30paHHUYECTBO, AUCTAHIIUPYSChH, HU
MHOTO HU MaJio, oT JleOtoccu, [Ipokodnera u Crpa-
BHUHCKOTO, KOTOPBIX Ha3bIBaI «aHapxuctamm». Ilo
MHeHHI0 PocnaBia, MX TUCHMO M JIOTHKa KOMITO3U-
Y OBIIH JUIIEHBI CHCTEMHOCTH, a 3HAYUT, YK IbI
¥ aHTarOHWCTUYHBI €r0 CyOBEKTUBHBIM IPEICTaB-
JICHUSIM O TBOPYECKOM IIpOIIeCCe.
IlpennazHaueHue cBoed TexHMKH Pocnagel
OTIpeNeNsT Tak: «JTa CHCTEMa, M0 MOEMY MHe-
HUIO, TIPU3BaHa 3aMEHUTh COOOI0 OKOHYATENIBHO
HaAMU H3KHUTYIO CTapyI0 KIACCHYECKYIO0 CHCTEMY,
1 TaKUM 00pa3oM, MOJBECTH KPEIKYI0 0a3y 1o Te
“HHTYUTHUBHBIE” (B CYIIHOCTH, TITyOOKO aHapXu4e-
CKH€) METOJBI TBOPUECTBA, KOTOPBIMU OTIEPUPYET
ceifyac OONBIIMHCTBO COBPEMEHHBIX KOMIIO3UTO-
POB, OTTOJKHYBIIUXCSA OT CTApPOH CUCTEMBI U TTOKa
BCJICNYIO, “0e3 pyiis 1 03 BeTpuII”, IUIBIBYIIIUX 10
HEOOBSATHBIM BOJHAM MY3BIKAJBHOU CTHXUN» [4,
c.248]. HecomHeHHO, HAIMYHE METOAOIOTHIECKOM
OCHOBBI CITYXHJIO JUTsl OY[lyIIETO aBTOpa TEXHHKH
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CHHTETAaKKOPJOB IJIaBHBIM HWHIMKATOPOM Kade-
CTBa KOMIIO3UTOPCKOTO pemecia. OTcrofa BIOTHE
MOHSATHO BHUMaHWe PociaBma K JOCTHKEHUSM
A. llIénbepra B aKTUBHO PACUIUPSIOIICHCS 00Jia-
CTH 3BYKOBBICOTHOCTH. W XOTSl paHHWE MpOn3BeIe-
HUA m1aBbl HOBOBEHCKO MIKOIIBI OBLTH BOCTIPUHS-
Thl PociaBiieM Kak My3bIKalbHas «abpakamadpay
[Tam xe, c. 249], 3TO HE MOMEMIAJIO0 €My CIyCTH
HEKOTOpOE BpeMs OIeHUTh Macmtad wmaeit 11IEn-
Oepra, MpOSBIEHHBIA B BhICOYANIIIEM YPOBHE B3a-
MMOCBS3H 3JIEMEHTOB HOBOW MOp(]oiI0THH.

ABropckuii meronm PocmaBma ObLT HE MEHeEe
paAMKaIbHBIM, YE€M OJKCIIEPUMEHTHI KOMIIO3HTO-
POB-HOBOBEHIIEB, XOTS HMENI NPUHIUIHAAIHHO
WHYI0 KOHCTPYKTHBHYIO mpupony. Ilopaxaer pasz-
Max TexHojornuecko uueu: Pocnasern peusncs
co3/1aTh aJITEpHATHBY TOHAJIBHOCTH Ha 0aze e€ ke
aKKOpPAOBOTO pecypca. ['apMOoHNYecKue CTPyKTYpbI
yTpaTWIN TPAAUIUOHHYIO (QYHKIIMOHAIBLHYIO MpPU-
HaJJIe)KHOCTh, HO OCTaJIMCh YacThi0 Momayca. B pe-
3yAbTaTe UEPAPXUIHOCTH (DYHKIIOHAIBHOM CUCTe-
MBI 3aMECTHJIaCh KOJMYECTBEHHBIM OTPAaHUYCHUEM
3BYKOCTPYKTYPBI IO IIECTU3BYYHOTO' CHHTETAKKOP-
na/cuHTeTIaaa, narogaps 4eMy ObLUTH CO3JJaHbl HO-
BBIE yCJIOBHS PaOOTHI C M3BECTHBIMH 3JIEMEHTAMHU
MY3BIKaJIbHOTO S3bIKA.

B TOoM, 4TO TBOpYecKas camopeanu3anusi
PocnaBua, momorpeBaemas aBaHrapJHBIMH amOU-
LIMSAMH, COBEpIIaiiach, HE TOPBIBas CBs3EH C Tpa-
TUIMEH, HET CephE3HBIX NpoThBOpeumii. CBOMMU
WCKaHUSAMHU KOMIIO3UTOP JIMIIE MO-CBOEMY yCHIIHII
obmryro TeHaeHuo XIX Beka kK 0OHOBJICHHIO T'pa-
HUII, Ka3aBIIUXca He3pionembiMu. Kak cripaBenimm-
Bo 3ameydaeT E. Ilonpasesa, — oronBUras rpaHuLbl
BCE Jainpliie, «aBaHrap] TEM CaMmbIM pPacUINpSET
BO3MOYXHOCTH €CTECTBEHHBIX SI3BIKOB HCKYCCTBA.
Bwmecre ¢ TeM, OH Kak ObI OUepUIHBAET OKPYKHOCTb,
CUTHATH3UPYIONIYIO O ACUCTBUTEILHON HEOOXOH-
MOCTH OTPaHWYEHHHA. DTO KaKOH-TO YHHKAJIbHBIN,
CaMOCTOATEBHBIN WIN NapajulelbHbId BUI TBOP-
YeCTBa, HEPA3PHIBHO CBA3AHHBINA C TPATUIIIOHHBIM.
[Ipruém, mocneaamii SBISIETCI 0OOBEKTOM €TO MPH-
CTaJIBHOTO HCCemoBaHus» [3, c. 5].

B Ilepom cxpunuyHoM KoHuepTe Pociasen
pa3palaTbIBaeT UICI0 CHHTE3a KaK TaKOBYIO U TO-
YuHSET €€ KpaeyroJIbHOM TEME CBOET0 TBOPYECTBA
— TPaJAWLMOHHOTO M HOBATOPCKOTO. JTa JHAJEK-
THYECKas Mmapa IMOINIOIIAeT APYTHe BaKHBIE KaTe-
TOpUU TIPOU3BEACHUS — KakK IpeayCTaHOBICHHOE/
BHE3alHOC, WMMAaHCHTHOC/TIPUBHECEHHOE, CBOE/
gyxoe. CUHTe3 onpeaessieT creupuKy OyKBaabHO
Ka)XJI0r0o KOMIOHEHTa ()OPMBI: 3BYKOBBICOTHOCTH,
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METPOPHUTMA, HOTALINH, TEMATU3Ma, HHCTPYMEHTOB-
KH, CTPYKTYPBI H CaMO¥ KOHIIETIITUH [IUKJIA.

Haubonee cyniecTBeHHBIMH IPEICTABISIOTCS
acrekTsl (opmooOpasoanust u Temarusma. Oc-
HOBHBIE PACCYKACHUA 3/1eCh OyIyT BECTUCH OTHO-
curenbHo (unana Konmepra. [IpuHIMNMANLHEBIC
MOMEHTHI TIEPBBIX JBYX YacTeH 3aTPOHEM ITOITYTHO.

Ilepen Hamu TPEXYACTHBIM LUK C IPUCYILEH
KJIACCHYECKOMY KOHIEPTY TEMIIOBOM pPacCTaHOB-
Kol wactedt — Allegretto giocoso + XameHus,
Adagio sostenuto, Allegro moderato, B KOTOPBIX
yTaJbIBaeTCsl KaHPOBO-XAPAKTEPHBIM T'€HE3HC.
Komreke TpaauimmoHHBIX 4epT oOpasyer psia Oa-
30BBIX aCIEKTOB COYMHEHUS: opMa KpailHHX Ya-
ctelt (conarnas B | wactu u poHmo-conara B ¢puHa-
Jie), KOHCTPYKIHS KaKJ0#, B II€JIOM OTBEeYaromas
TUIMIM3UPOBAHHON cXeMe, 3aKpeIieHHe 3a ydacT-
KaM# (pOpPM COOTBETCTBYIOIINX THIIOB U3JIOKEHUS,
oka3 o0pa3Ho, TeMOPOBOH M «TOHAJILHON» OTI-
MMO3WLMN MEXAY TIIaBHBIMH M MOOOYHBIMHU Tap-
TUSAMH | T. TI. bonee BHUMaTeNnbHOE MOTPYKEHUE
B aBTOPCKHI TEKCT OOHAPYKHUBAET CIEABI CTPYK-
TyPHOU MOJEPHU3ALMH.

Pocrnasern; HapymaeT mpuUBBIYHYIO JIOTHKY ClIe-
JOBaHMS Pa3fesioB, YeM MPUBHOCUT B KOMIIO3H-
LIMIO DJIEMEHT CIIOHTAHHOCTH U, B KOHEYHOM CUETe,
HECKOJIBKO JIE€30PHUEHTHPYET CIIyXOBOE BOCHpH-
arue. [logoOHO TOMy, Kak B CHHTETAaKKOpAE Tap-
MOHHYECKHE CTPYKTYPBl KJIACCHYECKOH CHCTEMBI
0CBOOOX1at0TCS OT (YHKIIMOHAIBHON HepapXuH,
MIPOIIECC IKCIIEPUMEHTAIbHON MOACPHU3AINH TH-
noBeIX (hopm Bemércs PocnmaBuem B TOM ke Ha-
MIPaBJICHUH W MPUBOIUT K OCIAOICHUIO COTOAYH-
HEHHOCTH QyHKIOUN Mexay coboi. K mpumepy,
B | yacTH co3nanue 9KCKIIO3UBHOTO penbeda dop-
MBI TIPOMCXOIUT Yepe3 pa3pylIeHHE CTEPEOTUIIOB
B HCTOJb30BAaHUU MPUEMOB AMHAMH3AIUN U TOP-
MOXeHUsl pa3BuUTHs. Tak, pa3BEpThIBaHUE CBS3Y-
IOIIeH MapTUX ABMXKETCS IO IyTH HapalnluBaHUS
WHTEHCUBHOCTH W HAIPaBJICHO K KyJIbMHUHAIMHU B
JKCTAaTHYECKOM JyXxe. MlHaue, 5KCTeHCHUBHBIM CIIO-
co0oM peméH nmepexos oT pa3paboTKH K pemnpuse:
MECTO IPEABIKTA 3aHUMAET HOBBIN, BbIICPKaHHBII
B JIUPUYECKOM KITIOUE€ SITU30/.

3aMeTHBIM U crieliu@UIecKuM TMPUEMOM, CBU-
JNETeNBCTBYIONIMM B TI0JIb3y HWHHOBAIIMOHHOCTH
MIOCTPOCHHS IHMKJIA, SBISIETCA KOMIIO3WUITMOHHAS
CHAasHHOCTh TEpBbIX ABYX 4YacTeld KOHLEpTa —
Allegretto giocoso u Adagio sostenuto. Bmecte onun
00pa3yIoT CIUTHO-IMKINYECKYI0 (OpMYy C MPHUCY-
LIIMMH €l TEeMaTHYeCKUMH CBA3SIMH U OecIie3ypHO-
CThIO MEXAY YacTsAMU. [I1aBHbBINA nIepexos OT OAHOU
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4acTH K JPYroil oOecrednBaeTcsi COMbHOW KaJeH-
e, HanpsIMYyTo TToaBoasIIei K Adagio sostenuto.
B Heé ke PociiaBen; HEHaBA34MBO BILUIETAET HA4ajlb-
HBI MOTHB TiepBoi Temsbl Il gactu. OcobeHHOCTH
Adagio sostenuto OUTyTUMO 3aMeTHa B Tpaduke
¢dopmbl. CTPYKTYpHYIO OCHOBY 3JieCh OepéT Ha ceOst
COHATHBIN TNPUHIMII CTPOCHHS, Onarofaps dYemy
BBISIBIIIETCS BECOMOCTH IICHTPAJIBHOM YacTH LUK-
nma. B 3710l cB3u HanmoMHUM MHeHue D. JleHuco-
Ba, KOTOPBIN cuntai Adagio sostenuto CMBICTIOBBIM
LIEHTPOM KOMIIO3MIIMH, a | 4acTh paccMaTpHuBall Kak
BCTYIUTENIBHYIO K HEll. Takas oneHka KakeTcs He-
CKOJIBKO MpEyBEJINYEHHON, YUuThIBas, urto I yacte
MMeEET BHYIIUTEIbHYIO MPOTHKEHHOCTD, HANMCaHa
B COHATHOM ()OpME U 3aMBIKAETCS BBHIPA3UTEIHHEH-
me kangeHnuen. Ilo Bcelt BuaumocTu, [[eHHCOB
OTTAJIKMBAJICS B CBOMX CYKIEHUSIX OT HHTOHAIIMOH-
HOU OOIIHOCTH TeM 00CHX YacTeil U BO3BpaTa JIBYX
TEMaTHYEeCKUX 3JIE€MEHTOB IIepBOH YacTH (OCTHHAT-
HOW (OpMyITBI M3 BCTYIUIEHUS U (pparMeHTa IiiaB-
HOM MmapTum) B pa3paboTKe BTOPOH.

CroBHO HAamOMHHAA O KJIACCHYECKUX Tpalau-
UMSAX, TMPAKTUYECKH KaxKJIbli HOBBIA HEOXHW]IaH-
HbI KOMIIO3MLIMOHHBIN X011 Pocnasel ciep:xuBaer
TUNIOBOM apXuTeKTOHUKOHU. Ilociie quHamuyecko-
ro noab€mMa B KOHIIE CBA3ylolle nmaptuu I yactu
pa3BUTHE CIIOBHO «OOHYJSETCS» W HAaYMHACTCS
3aHOBO YK€ B MOOOYHOU TeMe. 3aKTIOUNTEITHHBIN
3MU304 B pa3pabOTKe NPUBOAWUT HE HAMPAMYIO
K IVJIJaBHOM MAapTHH, a K MarepHally BCTYILICHHS,
Y HaKOHEL, AMHAMUYECKUNA POCT BHYTPH INIABHOM
napTuu B perpuse GOpMbI HE MOJTydaeT aJeKBar-
HOTO pa3BUTHS B 30HAX CBA3YIOLIEH M MOOOYHO-
3aKJIFOYUTEIbHON MAPTUHA, KOTOPBIE CBOUM IIOYTH
HEU3MEHHBIM IIOBTOPOM TOJIBKO YCWJIMBAIOT CTaTH-
yeckuit apdexr.

OTKa3 OT IPOIECCYANTbHOCTH €Il CHITbHEE MPO-
sBisiercs Bo Il yactu u ua€t Bpaspes ¢ apamarypru-
el conarHo Gopmbl. BMecTo Heé Ha nepBbIit 1aH
BBIXOJIUT JIOTHKA COCTABHOCTH, YIIPABJIAIOIIAs 3a4a-
cryro popmamu Ooiee HU3KOTO panra. Kaxmas tema
000co0reHa OT mocIenyIonei TMHAMUYIECKUM CIIa-
JIOM U HUBEJIUPOBAaHUEM €€ WHTOHALMOHHOM Cyll-
HOCTH. B mrore Bcs xommosutus Adagio sostenuto
JTUCKpeTHa emé B OOJbIIei cremeHu, deMm (opma
I vactu. TpynHO yTBepkZAarb, HO B KOMIIO3ULU-
OHHOM IUIaHE LEHTPAJBbHOM YacTH LHUKJIA aBTOP
CBS3QJI Majo COBMECTHUMEIE (OpMOOOpa3yIOIIHe
MIPUHITUIIBL: TIPUHITATT COY€TaHUN W IPUHITUI OTHO-
menuii. CooTBETCTBEHHO, PocCmaBer mo-npexaeMmy
OamaHCUpyeT MEXJy CTapblM W HOBBIM, OPHIH-
HaJbHBIM ¥ TUIMUYCCKHUM, ITPOU3BOJIBHBIM U HEOO-
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XonuMbIM. Bripodewm, Bce 3TH TBOpYECKHE METaHUS
MIPOSIBIAIOTCSA BEChbMa OTYETIIMBO, U3 Y€Tr0 KOCBEHHO
CIIEZyeT, YTO KOMITIO3UTOP UMEHHO TaK W BBICTPaU-
BaJ IUKI. Bo3moxkHo, Pocnapenr co3HaTeabHO DKC-
TparoiupoBaj CYUIHOCTHBIE CBOWCTBA TEXHUKHU
CHUHTETAKKOpJIOB Ha (opMy W cTaBWI 3ajady Io-
CTPOUTH aHAJOTHYHYIO MOJENb CHHTe3a (YHKIHUH,
cBoeoOpaszHyto cuHTeTdopMmy. Bo Besikom cirydae,
peuIeHre 3TOM 3a/1a4u OTBEYAeT BAKHEHUINEH ycTa-
HOBKE aBaHTApJAHOTO HCKYyCCTBa — B3aHMMO3aBHCH-
MocTtH popmbl 1 Marepuana. E€ kynbMuHaIMS TIpH-
xomutes Ha punan Konuepra, B koropoMm Pocnasen
HAXOJUT OIIESIOMIISTIONINNA CIIOCO0 OOHapYKEHHUsI
TeX CrHenupUUecKuX OCOOCHHOCTEH Marepuana,
YTO MOPOXKACHBI HOBOM 3BYKOBBICOTHON CHCTEMOM
U CITIOCOOHBI OKa3aTh pelIaroliee BIusHUEe Ha (Hop-
My. B HEM aBTOp amneMpyeTr He MPOCTO K Tpaju-
IIUHM, a K OHOMY W3 JIyYIIUX OOpasloB CKpUIIHY-
HOH yureparypsl — Konuepry M. bpamca u takum
00pa3oM yCTaHaBIMBAET HYKHBIA YTOJ 3pEHUS TS
OIIEHKH OPUTHHAIBHBIX PE3yJIbTaTOB COOCTBEHHOTO
TBOPYECKOTO METOAA.

B oCHOBE WHTOHAIIMOHHO-PUTMHUYECKOH (op-
MyJbl pedpeHa POHIIO-COHATHI JIOBOJILHO SICHO
yrajgplBaeTCsl HavyajdbHasd TeMa «OPaMCOBCKOTO»
¢unama’?. OHa 3aMeTHO MOTU(HUIIMPOBAHA, TOUYHEE,
aJanTUPOBaHa K MHBIM TAPMOHUYECKHM YCIOBUSM,
MIOCKOJIBKY TTOCTPOEHA Ha 3BYKOpAJE — CHHTETaK-
KOpZie, TOHBI KOTOPOTO CYMMAapHO BBICTPanBaIOTCS
B JOMHHAHTOBBIA HOHAKKOPJ C CEKCTOH.

IIpumep Ne 1 a H. Pocnagen. ®uHan
CKPHITMYHOTO KOHIIEPTa, TeMa pedpeHa

[Allegro moderato]

IIpumep Ne 1 6 CuHTeTnaa B TPAHCIO3UIINH C
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[Ipumep Ne 2 . bpamc. @unan
CKpUITMIHOTO KOHIIEPTa, cepenrHa pedpeHa

[Allegro giocoso, ma non troppo vivace]

B nemsx HanboabIneit HarsaIHOCTH MTPEACTaB-
JICHHBIE TPUMEPHI JIEMOHCTPHUPYIOT (HparMeHTHI
pa3HbBIX yacTed TeM: y bpamca — u3 cepeauHbl
pedpena (mpumep Ne 2), y PocnaBua — u3 e€ Ha-
yanpHOTO mocTpoenus (mpumep Ne 1). OGe Temsl
3By4yaTr HEyCTOWYMBO W 00JafaroT (JOHHU3MOM J0-
MUHaHTOBOM rapmonuu. B Konnepre bpamca ona
00yCIIOBI€HAa CEPEIUHHBIM THIIOM H3JIOXKECHUS
MaTepuana: TeMa pa3BHBAeTCs HAa JOMHUHAHTOBOM
OpraHHOM TyHKTE Fis K mapainsiens 0OCHOBHOM TO-
HaIbHOCTH — h moll. Y PocnaBma — cTpyKTypoit
CHUHTETaKKOp/a.

Y3HaBaeMOCTh OpPaMCOBCKOW TeMbl B (hUHAJC
Konnepra PociiaBia codTéM KOMITO3ULIMOHHOW He-
00XOAMMOCTBIO, 3aITyCKaIOIe MEXaHW3M BOCHPH-
ATUsI GOPMBI B 0COOOM pEXHME BOOOPaKAEMOTO
JIaJIora C BIIOJHE KOHKPETHBIM 00beKTOM. TexHO-
JIOTUYECKasi TIOJIeMHKa, pa3yMeeTcs, pa3BopaynBa-
eTcs B obmacTu popMooOpazoBanus U Gokycupyer-
csl Ha MpUEMAaxX MPEOJOICHNS KaXIbIM M3 aBTOPOB
WHEPIMH POHJIO-COHATHI.

[To BrONTHE MOHATHBIM M OOBEKTUBHBIM NIPUYH-
HaMm 3Ta opma MMeeT JOBOJBHO CICIUPUUECKUE
ocobeHHOCTH. B Hell coBMmemaroTcs 1Ba IPOTHBO-
MOJIOKHBIX CTPYKTYPHBIX MPHHIUIA, HCTOPHICCKH
BpocHuX Apyr B apyra. [Ipu 3ToM 06a BIUSIOT Ha
XOJl MY3BIKaJIbHBIX COOBITHI TakuM 00pa3oM, 4To-
OBl B3aMMHO CJICPXKHBATh JBHXKYIIHE CHIIBI CBOETO
aHTaroHncra. JKH3HEeCHOCOOHOCTh POHAO-COHATHI
BO MHOTOM M 00s13aHa JaHHOMY naputeTy. Ero He-
COMHEHHBIM TUTIOCOM SIBIISIETCSI KOMIO3HIIUOHHAS
CaMoJIOCTaTOYHOCTh (OPMBI, BBICTYIAIONIAs Kak
MUHUMYM rapanTom e€ peanusanun. [IpaBnaa, B Ta-
KOM CIJIydae aBTOp PUCKYeT OKa3aTbCsa BEAOMBIM TH-
MOBOM cxemoil. BOoT moueMy akkypaTHO Cjel10BaTh
pacropsiiKy Takod (QOpMbI HEJOCTATOYHO, HYXKHO
3a00THUTBCS O PACCTAHOBKE CMBICIOBBIX aKIIEHTOB
U YMETh XEPTBOBATh OJHUM, MEHEE BAKHBIM, B
IOJTB3Y LIEJIOTO.
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JlakoHM3M OpPaMCOBCKOTO (PHHATIA 3HKIETCS KaK
pa3 Ha Takux KadecTBax. OH JUINTCS BCETO BOCEMb
C TIOJIOBUHOW MUHYT, UTO B J[Ba C JIMIITHIM pa3a Kopo-
ye [ yactu Konnepra. Kak mpocTo v 0JHOBpEMEHHO
MyZIpO BeIcTpauBaet hopMy (uHaIA HEMEIKHIA PO-
MaHTHK! CTpeMHUTENBHOCTD Pa3BEPTHIBAHUS 3aKITIO-
yuTenbHON yacTh KoHlepra 1o cyTu BBICTYNAET B
pOTM TUHAMHYECKOW pEeMpH3bl BCETO IMPOM3BEIE-
HUS. YIIpaBisieT MPOLEeccoM AUHAMU3AIUHN pepeH.
Ero spxas m mmneparuBHas TeMa HE AOMHUHHPYET
B JopMe, OIHAKO MPU PTOM OHA HUKOTIA HE JIMIIIA-
€TCsl M CBOMX OCOOBIX MOJHOMOYHI CTPYKTYpHpPO-
BaHUs PuHANA B pOHIUPUIIMPOBAHHOM Kittoue. Pu-
CYHOK pe(hpeHa IpH KasKJIOM €Tro MOsIBICHUU BCETIa
KOMITO3UIIIOHHO OTPABAaH U MOTHBHPOBAH.

IlepBblil mar Ha NyTH K JWHAMH3ALUU COBEP-
mIaeTcsd B PENpH3e HAdalIbHOTO (IKCIIO3UIIOHHO-
r0) mpoBeneHus aBHoi naptuu. (Hamomamm, uto
TeMa IMpeJCTaBIsIeT COO0H THIMYHYIO Il pedpe-
HOB POHO-COHAT MPOCTYIO penpu3Hy0 (opmy.)
B cooTHomeHnH €€ KpalilHUX 4acTel y>Ke 3aMETHBI
npu3HaKku Oynymero (OpCHPOBAaHHS MY3bIKaIIb-
HBIX cOOBITHI. CpaBHEHHE CTPYKTYpHl TEpPBOTO,
MOIYTHPYIOIIETO TMEPHO/la C PENPU3HBIM IOKa-
3BpIBACT KOMIIO3WIIMOHHOE HamepeHune bpamca He
cronoputh GopMmy U Bc€ Bpems untu Brepén. On
BHE3AITHO MEHSET BO BTOPOW IIOJIOBHMHE MEpHUOa
MIPUBBIYHYI0O MOTHBHYIO ITyJIbCAIlMIO, IpeBparmas
MIPEKHUE OJHOTAKTOBHIE MOTHUBBI B MOTyTAKTOBBIE,
BCJIE/ICTBUE YET0 C)KaTHEe MOTHBOB OIIyTHMO JIOMa-
€T KBaJpaTHOCTh CTPYKTYPHI TEMBI M yCKOpSET e&
pasButue. Bo3spar pedpena nmocie modouHoi map-
THHW B 9KCTIO3UIINH JUHAMU3HUPYET hopMy Ooiee pa-
IUKanbHO. bpaMc cokpamaer TeMy 1o nepuoza, He
yIrycKas ¥ B HEM Mauieiiieil BO3MOXKHOCTH OBICTPO-
TO 3aBEPIICHU pa3zesia v Mepexo/ia B CIeAyIOMIHHI.
CBépThIBaHNE OBM)XEHUS OCOOEHHO 3aMETHO B Op-
KECTPOBOM IIPOBEACHUN TEMBI, KOTOPOE 3HAYNTENb-
HO TiepepabaTbIBaeTCs aBTOPOM C ILIENBI0 HAIIPABUTh
XOJI Pa3BUTHsI B pa3pabOTOIHOE PyCIIO.

Pemrarormum KOMIO3HIIMOHHBIM COOBITHEM
B QopMme ¢uHATA CTAHOBUTCS Ha4ajO PENpPH3bI.
Co3HareIpHBINA MPOMYCK pedpeHa 31eCh U HaJajo
paszena ¢ MOOOYHON MapTHUW IMO3BOJIAET PEIINTh
Bpamcy HECKOJBKO CTpaTeTH4ecKuX 3ajad: OH J0-
OuBaeTCs YCKOPEHHS JIBIKEHHS K HEU30EKHOM KoJIe
W OJHOBPEMEHHO HarHeTaeT OXuiaHue pedpeHa,
KOTOPBIH, COOCTBEHHO, M OIOBECTUT O €€ Hadaje.
Co Bcem 3TUM corviacyeTcs OuepeqHoe yCedEHHOE
mpoBeZicHnE pedpeHa, MOABISAIOMEeCs YxXKe IIo-
cie mo0OYHOM TeMbl. Tenepb OHO Ha4YMHAETCS CO
CBOETO CpETHET0 HEYCTOWYMBOTO pa3lena U 3aTeM
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MEPEXOIUT B PACHIMPEHHYIO PENpU3y, TOTOBSIIIYIO
kagennmo. Kazanoce Obl, TemaTHueckas Kymiopa
pedpeHa Mex 1y pa3pabOTKOM U PENPU30i TPOIUK-
TOBaHa XYI0)KECTBEHHOM I1€1ecO000pa3HOCThIO TO-
CTYTIAaTENIFHOTO Pa3BUTHA, OJHAKO AHAJUTHYECKHE
BBIBOJIbI 00JIEe KAaTErOpHyYHbl — OTCYTCTBHE pedpe-
Ha TPUBOIUT K (YHKIHOHAIEHOMY 3JUTUIICHCY. Ero
MTOCJIEZICTBHEM SBIISIETCS] MOIYIIALINS POHO-COHATHI
B COHaTHYI0 (OpMy C 3epKaibHOH penpu3oii. Tak
Bpamc Gopetcst ¢ eHTpoOEI)KHON CHITOH, 3al10kKEeH-
HOU B Gopme poHno anpuopu. CormacumMcs B 3TOH
CBSI3M CO CIIEAYIOIINM CcyxaeHneM B. 3aneparikoro:
«Kommosumus, mocTpoeHHas Ha OCHOBE Mepexoaa
OT OJHOTO THTA (POPMBI K JIPyroMy, — 3TO YK€ He
“cuHTeTHYECKas”, HO “‘Moaymupyiomias’ Qopma,
KOTOpasi MOYKET COXPaHHUThH 3a COO0I BO3ZMOKHOCTh
KOHEYHOTO AaKIEHTHPOBAHUS POHIOANBHOCTH, HO
MOJKET COACPIKATh “HEOOPATUMYIO MOAYJAIUIO” —
OKOHYATENIFHBIN Iepexof Ha JApyryio (hopmoobpa-
sytomnyro tatgopmy» [1, ¢. 282]. CobOcTBeHHO,
MpEeBpaIIeHNe POHAO B POHIO-COHATy (B HAIIeM
CIy4ae B COHATy) — BCErAa MPUBWIETHS PEMpPH3HL.
[ToroMy mpuxoauTCs KOHCTAaTUPOBAaTh, YTO IMPEN-
CKa3zyeMoe KpyroBoe pas3BEpThIBaHHE OT pedpe-
Ha K 3IIM30.y, 3aT€M €r0 OYEPEeAHOMY IOSIBICHUIO
W TaKk Jaliee 10 PacHopsKy yHpaBisieT (opMoi
BCEU 4acTU 10 ONpPEAEIEHHOTO MOMEHTA, U 3THU CO-
ObITHsT OOHAPYKMBAIOT TUITUYHBIA JJISL KiIacchue-
CKHX POHIO-COHAT KpeH B cTopoHy poHpo. Ilapa-
JTIOKCAJIbHO, HO 3aMETHBIE MPOSBICHUS MPU3HAKOB
COHATBI, TMPHUBHOCAIINE aJBTEPHATUBHYIO (YyHK-
[MOHAJIFHYIO JIOTUKY B PEIpH3Y, BMECTE C TEM He
MEIIAIOT CIIyXOBOMY BOCHPHUATHIO pe(IeKCHpOBaTh
M COXpaHATh B CO3HAHHMM OTIIEYATOK POHIO Kak
«mepBoobpaza GpopmeD».

Wrak, bpaMc HanisgHO W JIOTHYHO MOauDH-
UPYeT POHAO-COHATy, OTCEKas BCE «JIMIIHEE),
YTO CIIOCOOHO 3aTOPMO3UTH IMPOIECC PA3BHUTHSL.
Pocnaseny ua€r npyrum myTéM M, HaMpOTHUB, CTPO-
ro IPUIEPKUBAECTCS TUIIOBOM POHIAIBHON CXEMBI.
OO0 3TOM TOBOPUT MOJHOTA BCEX OCHOBHBIX paslie-
JIOB POHJIO-COHATHI, @ MECTAMH WX M30BITOYHOCTD.
B wactHOCTH, pedpeH npu nepBoM CBOEM MOsBIIE-
HUU yXKe caM 1o ceOe poHIuGHUIMPOBaH, COAEp-
XKHUT TATh Pa3fesioB, TPU U3 KOTOPBIX — MpPOBEse-
HUS TeMBL. B ero cTpykrype 3aMeTHBI NMpHU3HAKU
JIBOMHOW TPEXYACTHOU W KOHIICHTPUIECKOH (popm:
a(lo6T)B(I12T)a (8T)B (81)a,(l6 1), rne
a— aJlanTHPOBaHHas TeMa «OpaMCcoBCKOTO» (hUHaNA,
B ¥ B, — CEPEIMHBI-CBA3KHU, AKKYMYJIMPYIOLIUE rap-
MOHHYECKOE HalpsHKEHHE Tepe KaKIbIM e€ moce-
IIFOIIUM TIpoBeneHueM. [10609HO-3aKITIOunTeTHHBII
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paszen, CMEIAIoNINii aKIeHT Ha BHyTPEHHEe pas-
BHUTHE TEMBI 31M307a, TTOCTPOEH Oojiee CBOOOTHO,
Hexenu pedpeH, OHAKO ¥ B HEM JIOCTATOYHO Ha-
IISITHO TIOKa3aHa CTagUaIbHOCTh IMOBECTBOBAHUS:
B €0 TPEXCTYNEHYATOM CTPOEHUH BBIPHCOBBIBAIOT-
Csl 9ePTHI KJIIACCUYECKOM TpHaabl —1im t.

Wnes penprsHOCTH, ACUCTBUTENBHO, MpOCIeE-
JKMBaeTcs Ha Bcex dTamax (unama. IlomobHo y0-
rapu(MUYEeCcKoOl criMpaiy, OHa CHadaga OXBaThIBa-
€T TeMy, 3aTeM YBEJIMYHBAET CBOIO aMIUTUTYIy /IO
pasziena W, HaKOHell, MOJYUHSICT el BClo (Qopmy.
Oco0eHHO MoKa3aTeabHON B OTHOIIEHUH KOMITO3U-
[IUOHHOTO MapKHUpPOBAHUS PENpU3bl ABISAETCS 30HA
BO3Bpara IIaBHOW TeMEHI 1ocie pa3paboTku. Penpu-
3a BCero (JMHaIa HAYMHAETCS aHAIOTUYHO PErpu3e
B | wacTy, co Bcrymienus (1), B CBA3M ¢ YeM Hampa-
IIMBAETCS BOIIPOC, MPSMO BBITEKAIOIIUI W3 U3JI0-
JKEHHBIX BbIIIEe HAOMIOACHWN: YTO K€ ITO3BOJIET
KOMITO3UTOpPY cOeperarh, a Te-To U (pOopcHpOBaTh
UACI0 POHAAIBHOCTH, HE HAHOCS SBHOTO YIIEep-
6a dpopme? T103BONKMM IPEAMONIOKUTE, YTO B POJIU
CBOEOOpPa3HOTO TMPOTHBOBECA KOMIIO3HIIMOHHOMN
3aMKHYTOCTH KaK Ha yPOBHE OTAEIBHO B3ATHIX TEM,
TaK ¥ Bcel (pOPMBI BBICTYIIAET €AWHBIA TOK Pa3BH-
THS, COOOIIaeMBIi TEeMaTHYECKHM TOCIIOICTBOM
pedpena mpenMymIeCTBEHHO BO BCEX paszjiernax
ponmo-conarsl (!) B aToM u cocrouT BakHEHTIas
aBTOpcKast Haxoaka ¢uHana. Pocrnasen ncnomb3yer
pedpeH B KauecTBe JJOKOMOTHBA, HHUIIMATOPA Tap-
MOHHYECKOTO ABIKEHHs. KoMmo3uTop akcruryaru-
pyeT M3Ha4aJbHO MPHUCYIIYI0 TEME CEKBEHTHOCTD,
CIIPOBOLIMPOBAHHYIO AKyCTHYECKUM CBOHCTBOM
CHUHTETaKKOpP/]a — €CTECTBEHHBIM TATOTEHHEM IICEB-
JOJOMHUHAHTOBOW 3BYYHOCTH B MHHMYIO TOHHKY.
B wactHOCTH, B HAYaqbHOM M 3aKIIOYUTEIHHOM
paszenax OSKCIO3UIIMOHHOTO TMPOBEACHUS TEMBI
YCTEBAIOT MPOWUTH TPH 3BEHA CEKBEHLIMH — OT 00,
¢a n cu bemons. [lpomieBaercs 3aanHas JTOTHKA
B LIEHTPAJILHOM pazjene pedpeHa, 3ByKOBBICOTHYIO
OCHOBY KOTOPOTO COCTAaBJISIET CJEIyIOIIee 3BEHO
KBAapTOBOW IEMH — CHHTETAKKOP]l B TPAHCIIO3UIINU
OT Mu 6emob. ITa 9acTh TEMBI MIOJTHOCTHIO BBIZIEP-
’)KaHa B OJTHOM BBICOTHOM MO3WLIMM MOAYycCa, TOraa
KaKk B KpalHUX dYacTsax pedpeHa ero HavaibHas
(dpaza perynsapHo TpaHCIOHHpYyeTcs. [apMoHUYe-
CKasi CTaOWJIBHOCTH SIBHO ITOKA3bIBA€T HaMEpPEHHUE
PocnaBua mprocTaHOBHUTH JBMKEHHE MO 33/IaHHO-
My MIary ceKBeHIWH. M TyT OT Kommo3urtopa Tpe-
OyeTcs ompenenéHHOe CONPOTHBIEHHE MaTepuay,
JUTSE KOTOPOTO TPAHCIIO3UIIUS SBJIsieTCs OoJiee ecTe-
CTBEHHBIM CIIOCOOOM pa3BHUTHSA, YeM TOYHBIN TO-
BTOp. IIpecekass KBapTOBBIN CABUI TEMBI B PAMKaX
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JTAHHOTO pa3jeia, TeM He MEHee, CIIOBHO 10 WHEp-
LMK OH BCE XK€ COBEpIIAeTCA, MpaBAa yXKe 3a €ro
MIpeielaMy BO BTOPOH CEperHE.

BHumarenpHO BCiymiaeMcs B TEMarTusM JBYX
cpemHux pasnenos pedpena. Ha u€m orm moctpoe-
HbI? Ha puTMHYeCKy HppalimOHaTIbHOM KOHTPAITyH-
KT€ JIByX pa3HOHAIpaBIEHHBIX yYaCTKOB MOIyca:
OCTHHATHOM BOCXOJISIIIIEM KBHHTOJIHHOM MOTHBE H3
BCTYIUICHUSI U MMITYJbCHBHOM CKadKe Ha CENTUMY,
3aII0JIHEHHOM HUCXOISIIEH MEIOAUYECKON JTUHUEH
0 3ByKaM CHHTETIa/1a. 3HaUCHHE 3TUX BHENIHE (-
(bexTHBIX, HO BCE e TeMaTHUECKH MaJlo MHANBUIY-
IM3UPOBAHHBIX (OPM JBHKECHUSI, BHISBISICTCS HC-
KJIFOYUTENFHO B KOHTEKCTe Beeil popmbl. Pociasery
CTpOUT (puHAI (PaKTUICCKU Ha IBYX TEMax, OTTCHSA
X HETEeMaTHMYeCKUM MaTepHaioM: KOMOWHAIMAMU
rmacca)xei, apremKuo, TapMOHUYECKUMHU (urypa-
LMSMH Ha OCHOBE CHHTETAaKKOPAOB, 3(pdpeKTHpIMU
OKTAaBHBIMH M IPOYMMH CKaYKaM{ B MAPTUH COJIU-
cTa. A TIOCKOJIbKY a0COIOTHO BCSI My3bIKaIbHAS Ma-
TEpUs BEIBOAUTCS U3 CHHTETAKKOPOB, HEOOXOINMO,
4TOoOBI Pa3HUIA MEXK]Yy TEMOH M «HETeMOi» OblIa
OLLlYTUMOM, CJIBIIMMOM. BO3MOXKHO O3TOMY aBTOp
HE yBIIEU€H CO3MJAHHEM HOBBIX TEM, HO BMECTE C
TeM, LIep Ha MOBTOPHI MMeEIoMMXca. ['apaHTupo-
BaTh MHIUBUAYAJIHHOCT MOCIEIHUX B TAaKOM CITy-
yae MOXET TOJIbKO MX TapMOHHYECKasi OCHOBA, YTO
¥ 3aMETHO B COOTHOIIIEHUH 00enx TeM (punama. Ko-
JIUYECTBEHHBIE M KaYeCTBEHHBIE MTapaMeTphbl CHHTE-
TaKKOP/IOB, Ha KOTOPBIX OHH IMOCTPOCHBI, Pa3IHIHBL.
Tak, aOpUCTHIHOCTH UCXOTHOTO CHHTETAKKOP/A B
KOMOWHAIMU ¢ (POHU3MOM JOMHUHAHTOBOTO HOHAK-
Kopza 00yCIIOBIHMBAIOT KOMIIAKTHOCTh TeHEPATbHON
«OpamcoBckoit» (passl pedpena. CTpyKkTypa CHH-
TeTaana B Havyaje MoOOYHON MapTHH CIOXKHEE, TakK
Kak (hopMHpYETCS U3 CIUSHHA ABYyX TPAHCIIO3UIINN
6a30Boro mecTu3Bydusi — OT 0o (c-des-e-g-as-b) n
¢a (f-fis-a-c-des-es) (npumep Ne 3).

[Ipumep Ne 3

_xxt
E

Tenepb OH OXBaTbIBAET YK€ IPAKTUYECKHU 10JI-
HyI0 TEMHTOHHKY, €T0 HOBasi KOH(Urypauus 000-
ramaeT MHTOHALMOHHBIA pecypc TEMBlI U MEHSET
MaHEepy U3JIOKEHUSI HA HApPaTUBHYIO.

HecmoTpst Ha HEKOTOPYHO CXEMAaTUYHOCTh TEX-
HUYECKOTO IpruéMa B 00pa3oBaHUM MPOU3BOJHON
JIAJOBOM CTPYKTYpPBI, OH, TEM HE MEHEE, MO3BOJIS-
€T BBISIBUTb COHAaTHYIO aHTUTE3y HA €JUHCTBEHHO
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BO3MOXXHOW OCHOBE — Mopdormorndeckoit. [Tokas
BBICOTHON OMIIO3UITMH TIOCPEIACTBOM TPAHCIIO3U-
LMY CUHTETAKKOPIa, YIOA00IsIeMO B TAHHOM KOH-
TEKCTE CMEHE TOHAJIBHOCTH, OB ObI SIBHO HEJIOCTA-
TOYHBIM B YCJIOBHUSIX 03HAYEHHOHN TEXHUKH TTIAaBHBIM
00pa3zoM OTOMY, YTO TPAHCIIO3HUITUSI CHHTETAKKOP-
Jla I3HAYAJIHHO BBICTYIIACT Kak MPUEM BHYTPEHHETO
pa3BUTHS OJTHON TEMBI.

Criettuuky KpaliHUM 3IM30aM POHI0-COHATHI
npuaaéT HEOXKHUJAHHO BTOpTaromieecs sapo ped-
peHa, MPHUCOSAUHSIONICECS K MOOOYHBIM MapTUAM
Ha CTaJWM WX MPOJODKCHHs. Poib KOHTpamyHKTa
OYEeBH/HA — OH IIOMOTAeT TeME 3MH30/a 3a CUEéT
rapMOHUYECKON aKTUBHOCTH TJIABHOM TEMBI «CMO-
JyJUPOBaTh» B HOBYIO TPAHCIIO3UITMIO CHHTETIAA.
KBapToBBIil 1Iar CEKBEHIIMU COXPAHAETCS U 3/1ECH.
Bbonee Toro, ero BiIusSHUE 3aMETHO U B KOHCTPYHPO-
BaHHH «IIOJINTOHATBHOTO JIa/1a JIJIsl TOOOTHOM map-
THW, U B 00YCTPONCTBE CTHIKA MEXKITy IBYMS TIPE/I-
noxxkeHussMua. CJIOBHO TOAXBAaThIBass M IMPOJOILKAS
KBapTOBOE COOTHOIICHHE IIECTEPOK B «IIOIHTO-
HaJTLHOM» MOJAYCE TMOOOYHOM MapTUH DKCTIO3UITHH
(c-f), smpo pedpeHa «BKIIOYACTCS» B JIAAy OT CH
0eMOJIh M 710 HaJYaJla BTOPOTO MPEIJIOKCHHUS TEMBI
yCIeBaeT MpOo3Bydarh €mé u OT MU Oemonb, s be-
Monb ¥ pe 6emonb. Llenb TapMOHHYECKOTO Pa3BUTHS
00HapyKUBaeTCs K HaYaIy BTOPOTO MPEUIOKCHHUS,
B MOMEHT ITOSIBJICHHSI TIEPBOTO 3aTaKTOBOTO 3BYKa
conb bemons B maptuu conucta (mpumep Ne 4).

H. Pocnagen. III 4.
CKPHUITMYHOTO KOHIIEPTA,
TIePBEIH 313071 (IPOIOIIKCHIIE)

[Ipumep Ne 4

[Allegro moderato]

1¥ Corde y
espress)

»

Hecomuenno, PocnaBen HaxomouT BHEIIHE
MPOCTOM M €CTECTBEHHBIH CIOCO0 CBI3U [IBYX
MPEIOKCHNH, OasupymIUiics Ha MeXaHH3ME
MPOTHO3UPYEMOTO TPECIHBIIAHUS  0KUIAEMOTO
ToHa. OHAKO OH JAJEKO HEe TPUBHUAJEH, a Jaxe
HaIpoTHB, B HEM YHUTAETCA TOHKOCTH, YyTKOCTh U
THOKOCTh MBIIIJICHUS aBTOpa: IOCIEAHEE 3BEHO
KBapTOBOH IIETIH TIOSBISETCS HE B BHJE NMPUBBIU-
HOTO OCHOBHOTO TOHA aKKOPJIa, a B KAY€CTBE MEJIO-
nuaeckoro (!) 3Byka. [loguepkaéMm, 9TO 3TOT MpH-
€M HEBO3MOXXHO YMOAOOWTh HU TapMOHHYECKOM
MOAYIIAIHH 00pa3iia GyHKIHOHATHFHON TOHATLHO-
CTH, HA COWJICHEHUIO PSAJIOB IMIOCPEICTBOM «MOCTa»
B YCJIOBHSIX CEpUHHOCTH, HU cOEperaHvio TOHA B
MoJalbHOM KoHTUHYyMe. OH cyry0o crienuduyeH
W CIly’)KUT HAIISAJHBIM HAIlOMHHAHHEM O B3amMMO-
00paTUMOCTH BEPTHKAIN U TOPU3OHTAIH B CHCTE-
M€ KOOpPAHMHAT TEXHWKH CHHTETAaKKOPIOB/CHHTET-
nanoB Hukonas PocnaBna.

Kaxk BumHO, Bce 3T (OPMBI «pa3pabOTKH CHH-
TETAaKKOpAa» JEMOHCTHUPYIOT HAIEJICHHOCTh aBTO-
pa Ha mporecc pa3BUTHS Marepuaia, MPUCYIIETO
CKOpee €CTECTBy COHAaTHOCTH KOHIIEPTHOTO THIIA.
OHHU-TO W KOMITEHCHPYIOT CTaTyapHOCTh LEJOTO,
BO3HUKAIOUIYI0 B IMEPBYIO O4YEpEAb HM3-3a COXPaH-
Hoctu penpusbl. @unan Konuepra bpamca B 3Tom
CMBICTIE TOXKE IUAJIEKTHYECH: B HEM OYEHb XOPOIIO
CJIBIIIIHO, KOTZa ¥ KaK MPOCTYTAIOT Y€PThI TO OTHOM,
TO pyroit popmel. (BcrmoMHMM XOTS OBI €T0 BTOPOit
3MU30]], PACTIONAraOIINNCA Ha MECTE pa3pabOTKH).
N Bcé xe, HECMOTPS. Ha NPUCYTCTBUE BJIEMEHTOB
pa3paboTOYHOCTH, TaM CIeNaH aKIEeHT Ha HOBOH
TeM€e, Ha HOBOM PUTMHUYECKOH IyJibCallii, HAKOHEII,
Ha HOBOM XapakTepe, OTUEro JJaHHas cTajaus «opam-
COBCKOTO» (rHalla BIOJHE OTBEUACT ANTOPUTMY
porgo. CoorBeTrcTBeHHO, PocnmaBer; HEBOCTIpUIM-
YHUB K apXUTEKType KOMIO3UIMH B TOM BUJE, B KO-
TopoM oHa npenctaét B punane Konmepra bpamca.
B nocrpoennu opMbl OH HE UAET MPOTOPECHHBIM
MMyTeM, a MPOKJIAJbIBAET COOCTBEHHYIO KOMIIO3H-
[MOHHYIO KOJIEI0, M TIOTOMY HE OCTaBJseT HH Ma-
JIEWIIero MaHca MHTEPIpPETHPOBaTh (hUHAN CBOE-
ro KonHmepra Kak ciemok ¢ MpoW3BENeHHs, IyCTh
JIKe U SIBIISIONIETOCS €r0 TEMaTHIeCKUM Mpooopa-
30M. B uém xe Torma ponb GpaMCOBCKOM HUTATHI?
Ha stoT Bonipoc Bpsi i HAaWAETCA ONHO3HAUYHbBIN U
B MOJTHON Mepe YOeIUTEIbHBIA OTBET. BEITH MOXKET,
PocnaBna npuBnexana cama o cebe uaes momMere-
HUS 9y)KOTO Marepuajia B COOCTBEHHOE TEXHOIO-
ruyeckoe mosie. He MCKITioueHo U To, 4TO ajuTio3us
Ha KJIacCHYECKOe MPOU3BECHNE ChITpalia Poiib CTH-
JUCTUYECKOTO KaMEpPTOHA, BBIBISIONIETO HHAKOCTh
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cneruduueckoir MOPGHOIOrHuH MY3bIKaIbHOTO S3bI-
ka PocnaBna. HakoHen, {UTHpOBaHUEM TAKOTO POAA
aBTOP SICHO TPOJICKIAPUPOBAI CBOW aBaHTap/IHbBIC
ambunn. Tema bpamca npoBorupyeT cirymars $hu-

Han Konuepra PociaBua ¢ onisaikoil Ha OpuruHai.
W TonpKo B 3TOM pekuMe BOCHPHUATHS PACKpPHIBA-
IOTCSA DKCTIIEPUMEHTHI aBTOpa TEXHUKW CHHTETaK-
KOpPAOB B IOCTPOCHUHU (POPMBL.

< MPUMEMAHUA (<

! Kak ormeuaer M. Jlo6aHoBa, «B [TepBoM CKpHITHY-
HOM KoHIlepTe PociaBer] oOpariaercst K OJHOM U3 caMbIX
XapaKTepHBIX JUIS €ro CTWIIS CTPYKTYp, HEOTHOKPATHO
(urypupoBaBiieil B TEOPETHYECKHX pa3pabOTKax KOM-
nosutopay [2, c. 311]. Ona npeacTapisiet coboii mecTus-
BYUHBI MOJAYC C WHTEpBalbHOW CTpykTypo 1.3.3.1.2
(ITpumep Ne 1). C 3TUM KOPPECTIOHIUPYET U CYXKICHHE
51. CTaHHMIIEBCKOTO O TOM, YTO «B OCHOBE TEXHHKU CHH-
TETAKKOPJIOB M3HAYaJIbHO JIEXKAJIO UMEHHO CO3BYYHE
c—b—e' —as' —des’— g’ [5,c. 126].

2 Ha TemaTuueckoe CXONCTBO (DMHAJIOB JBYX COUH-
HeHuil ykasbiBasl O. JIGHHCOB B IOPY CBOETO YBJIECUEHHS
Konneprom PocnaBna: «OueHp xopoliee COYMHEHHE po-
MaHTHYECKOTO THMA. 3/1eCh MHOTO H3BICKAaHHBIX TapMo-
HuH. | yacTe B coHaTHOM (hopMme, B Hell MeNoauKa CKpsi-
Ounckoro Tuna. Il yacte camas Jiydmiasi, HeHTpaJibHAs B
LUKJIE, TpebIAyIas 4acTh — BCTyIieHue K Hel. [1I yactb
— OpamcoBckuii punan. B XX Beke — 310 nmyummii ckpu-
NUYHBIN KOHLIEPT, Kpome OeproBekoro. [IpexpacHoii Oblita
nporpamMMa ¢ MCIIOJHEHHEM B OJHOM Bedepe JIBYX CKpH-
MUYHBIX KOHIIEPTOB — Pocnasuia u bpamcay [6, c. 22].
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,A,EKOHCTpYKLI,MSI 4] AeMMCbO/\OI'M3aU,M$I
B «<HOBOM» MY3bIKOBECAEHUU q)MHAﬂHAMM

Henmorepue mocTMomepHu3Ma K MeTapaccka3aM M TEJICONIOTHISCKOW MOJETH MCTOPHH TOCTABWIIO TOJ COMHE-
HHE MHOTHE, Ka3aJoch OBI, HE3bIONEMbIe CYXKICHHUS W B3NIAABL. [IOMBITKY mepecMoTpa (GUHCKON MCTOPUH MY3BIKH
CHeTaNy MPEICTaBUTEIIN «HOBOTO» MYy3bIKOBeneHus. [ pymma uccnenopareneii Akagemun umenn Cubennyca — Beca
Kypxkena (Vesa Kurkela), Mapkyc Mantepe (Markus Mantere), Onnu Xefikkures (Olli Heikkinen) u Caiisneena Pan-
taHeH (Saijaleena Rantanen) B 2011-2014 rr. peanm3oBana HayuHsli mpoekT «Rethinking “Finnish” Music History.
Transnational construction of musical life in Finland from the 1870s until the 1920s». Ero nenpio cran mepecMoTp
(hMHCKOI HCTOPHUU MY3BIKH.

Wneomoruss 1 METOHONOTHS «HOBOTO» MY3bIKOBeAeHUsT OUHISHINKM Oa3upyeTcs Ha KOHIEHINH TPAHCHAIIHO-
HaJM3Ma, B COOTBETCTBUH C KOTOPOW MYy3bIKallbHasl >KW3Hb OUHISHINU B TIEPUOJ aBTOHOMHHU (OT TMPUCOCIMHEHUS
k Poccun B 1809 romy mo oOpeTeHNs HAITMOHAIEHOW HE3aBICHMOCTH B KOHIIE 1917 roma) pa3BuBaiach Mo BIHMSHUEM
HIeH W IMITYThCOB KOHTHHEHTAIBbHOUW EBPOIIBI, MPOBOAHUKAMHU KOTOPBIX OBLIH TIpeke Bcero Iepmanns u [1IBenus.
JlexaHoHM3aMA U TeMHU(OIOTH3AINS UCTOPUHN (PHUHCKOW MY3BIKH OCYIIECTBISCTCS MMOCPEICTBOM €€ PEKOHCTPYKIIUI
C HCIOJH30BaHUEM METO/Ia MUKPOWCTOPHUU M BHIBOIUT HA MEPBHIH IUIaH ACUCTBYIOMINX JIVI, HEIPUYACTHBIX K ATOH
HCTOPHY B TTapagurMe TPaauInOHHON My3bIKalbHOU cTopuorpadun OuansHanu. BzameH ucropun GUHCKOH My3bI-
KU TIpeIaraeTcs UCTopus My3blkun OUHITHANN KaK THHAMHYHBIN TIpoIiece, ABIKUMBIH JKEITaHHEM COXPaHUTh MEXK-
IyHApOIHBIE KYJIBETYpHBIE KOHTAKTHI, OOpHOOH 32 paBHOMIpaBUE (PHHCKOTO W MIBEICKOTO S3BIKOB M (DOPMUpPOBAHHEM
(bMHCKOI ¥ MIBEICKON MICHTHYHOCTEH B HCKYCCTBE BHYTPH OIHOW CTPaHBI B YCIOBHUAX KOHKYPEHIIUN TOJTATHICCKUX
MapTUil 1 TOCIeI0BAaTeIFHO POBOANMON pycudukarun OUHITHANN.

KiroueBbie ciopa: DUHISHIUSA, «HOBOE» MY3BIKOBEACHHE, MY3BIKAIbHAs HCTOPHOTpadus, AEKOHCTPYKIIHS,
JeMU(OIIOTU3a1INs, MUKPOUCTOPHSI, TPAHCHALIMOHAITU3M.

VERA I. NILOVA

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0002-8056-6076, inverafox@mail.ru

Deconstruction and Demythologization
in the “New” Musicology of Finland

The distrust of meta-narratives and of the teleological model of history on the part of postmodernism has cast
under discredit what had seemed to be inviolable judgments and opinions. An attempt to reevaluate the music history
of Finland has been made by representatives of “new” musicology. A group of researchers from the Sibelius Academy
in Helsinki — Vesa Kurkela, Markus Mantere, Olli Heikkinen and Saijaleena Rantanen in 2011-2014 implemented the
scholarly project “Rethinking ‘Finnish’ Music History. Transnational Construction of Musical Life in Finland from the
1870s until the 1920s.” Its aim was to reevaluate the Finnish history of music.

The ideology and methodology of the “new” musicology in Finland is based on the conception of transnationalism,
in relation to which musical life in Finland during the period of autonomy (from its joining with Russia in 1809 until the
acquirement of its national independence in late 1917) developed under the ideas and impulses of continental Europe,
the main leaders of which were, for the most part, Germany and Sweden. The decanonization and demythologization
of the history of Finnish music is carried out by means of its reconstruction by means of use of methods of micro-
history and brings out to the forefront a cast of characters that is not involved in this history within the paradigm of
the traditional musical historiography of Finland. Instead of a history of Finnish music, a history of music of Finland
is offered as a dynamic process, propelled by the desire to preserve international cultural contacts, the struggle for
equality between the Finnish and Swedish languages and the formation of Finnish and Swedish identities in art within
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one country in the conditions of competition between political parties and a consistently conducted russification of

Finland.

Keywords: Finland, “new” musicology, musical historiography, deconstruction, demythologization, micro-history,

trans-nationalism.

[IpenucinoBun K pycCKOMY H3IaHUIO0 KHUTH

«Mmnepckass DOUHISHIUS)» ABTOPUTETHBIN

¢uHCKMI ncTopuk Martu Kimare mnmcat:
«Hpmemnsas OuansHaus chopMHUpPOBAIACh B IIEpU-
on ¢ 1809 mo 1917 rt. (dbaktuuecku 1808—1918 rr.),
Korga Bxomuiia B cocrtaB Poccuiickoil ummepum.
IToaTOMy M3ydeHHE 3TOr0 MCTOPHUYECKOIO MEPUOAA
AMEET CephE3HOe HaydHOe 3HadeHue» [3, ¢. 9]. s
COBPEMEHHOH MY3bIKaIbHOM ucTtopuorpadun Oun-
nsHan nepuop pyodeka XIX—XX BB., IMEHYeMBbIH
«3MOX0M CO3/IaHUsl HAMOHAIBHOM MY3bIKaJIbHOU
KyAasTypb» [12], cTan 06beKTOM KPUTUYIECKOTO Tie-
PEOCMBICIIEHHUS B IAPAAUIME [TOCTMOAECPHU3MA.

Rethinking «Finnish» Music History
Transnational construction of musical life
in Finland from the 1870s until the 1920s

I[lox TakuM Ha3BaHHWEM HCCIIEIOBATEIb-
ckas rTpynma Cubennyc-AKaaeMud B TEUCHUE
01.09.2011-31.12.2014 peanu3oBana TPOEKT,
y4JacTHHKaMu koToporo ctanu Beca Kypkena (Vesa
Kurkela, pykoBomurens npoekra), Mapkyc Man-
tepe (Markus Mantere), Omnu Xetikkunen (Olli
Heikkinen) u Caiisneena Panranen (Saijaleena
Rantanen) [15]. Onmcanne mpoekTa HAYWHACTCS
¢ KpaTkod aHHOTanmmu. B Hell chopmymupoBaHbI
OCHOBHBIE HJEH, Pa3BEPHYTHIE B MOCIEAYIOIINX
pasnenax.

B niepsom paszaene (Background) aBropsl u3io-
JKIJTA CBOW B3I HA JOMHUHHUPYIONIYIO B HCTOPUO-
rpadur OUHISHIAN UCCIIEIOBATENBCKYIO TTApanT-
MY, B COOTBETCTBHH C KOTOPOI MOJIENBIO OOBSICHEHUS
MY3BIKaJIbHO-UCTOPHYECKOTO TpoIecca ObLIa Teme-
OJIOTHSI, @ CaM MPOIECC MBICTIICA KaK IBOJIOIHS
HallMOHAIbHOW MY3BIKAJIIBHOM KYyJBTYpBI, TOYHEE,
Kak ucTopust «puHckoit» my3siku [Ibid.]*

[lapagurma «HOBOTO» My3BIKOBEAEHHA Oa-
3UpyeTcsl Ha KPUTHYECKOM IIOAXOAE€ K HCTOPHUHU
«(puHCKOI» MY3BIKH, BCIEACTBHE 4Yero «Mud
0 POXKACHUH ““(DUHCKON” MY3bIKAJIbHON KU3HM» OT-
Bepraetcs [Ibid.]. Bzamen mpeiaraeTcsi KOHICINS
TPaHCHAIIMOHAJIFHOTO TPOIECCa, B COOTBETCTBUU
C KOTOpPOW BCE, HA Y€M BIIOCJIEJICTBUM OCHOBBIBA-
Jlachb My3bIKaJIbHAsl KU3Hb HE3aBUCUMON DUHIISH-
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...HENb351 006EPAMb (POPMYNAM, TUUEHHBIM KOHMEKCMA.
M. Xaiinerrep!

JTUHN — OPKECTPBI, MY3bIKAIBbHBIN TeaTp, KOHCEPBaTo-
pusi, pecTUBaNH U T. 1. — OBIJIO CO3/IaHO B PE3yiIbTaTe
BIVMSIHAS MY3BIKQTBHOM JKU3HU KOHTHHEHTAIHHON
EBponsl 1 uaeit, BOCIpUHATHIX (PMHCKUMH HHTEIN-
JIeKTyaslaMi ¥ Komrnozutopamu. CTUIM U UCTIONHH-
TEIbCKUE MPAKTUKU U3 KOHTUHEHTAJIBHON EBpoIbI
«ObLmH epenansl (were transfered) B @uHisHaMION,
TpaHC(POPMUPOBUIUCH TaM H «aJalTHPOBAJIHCH
K morpeOHOCTsIM Oyprkyasum» [Ibid.]. Comeprxanne
JTAHHOTO paszziesia MPOeKTa AEMOHCTPUPYET Hamepe-
HHUE €r0 aBTOPOB JIEKAaHOHH3HPOBATh MCTOPHIO MY-
3BIKH U I€KOHCTPYHPOBATh MACHHOE HACIIEANe «Ha-
[HUOHAIMCTHYECKOI» My3BIKATbHOW HCTOPHOTpadun
[Ibid.]. B To ke BpeMsi 110 3aMBICITy UcCieoBaTenei
MPOEKT SIBIISIETCS] HE «HCTOpUEH (UHCKON MYy3BIKHY,
HO CKOpEe «HCTOpHEH My3bIKH B OUHISIHANI.

Bo BrOpoM pasgene ommcaHus TPOEKTa
(Objectives) 0OBSIBICHBI €T0 IIEJTH: OTKA3 OT TEJEONO0-
TUYECKO yCTaHOBKH Ha TOHNMaHUE M HCCIIeJOBAaHNE
MY3BIKaJIbHO-UCTOPHYECKOTO TIPOIecca B TIONB3Y
TPaHCHALIMOHAIFHOW HMHTEPIPETAIA MY3bIKaIb-
Ho xu3HY B OuHIsHINN Ha pyOexe XIX — Hawanma
XX BB. [Ibid.]. PexoHCTpyKmusi My3bIKaIbHO-
HCTOPUYECKOTO TPOIIECCa OCYIIECTBISETCS C MO3H-
LA areHTOB — JIEHCTBYIOMIUX JIUI UCTOPUH, a caM
MpoIiecc MpeAcTaéT Kak pe3yJsTarT JesTeNbHOCTH
Ha «HM30BOM» ypOBHE (grass-root-level) ¢ Bo3amMox-
HBIMH AJBTEPHATUBHBIMA (MHOTZA MPOTHUBOIIOIOX-
HBIMH) BapuaHTaMH pa3BuThsi coObiTHii’. [Ipu 3TOM
YUUTBIBAIOTCA «OCOOBIE MOJIMTHYECKHUE W HIEONO-
THYECKHE YCIIOBHA, CyIIECTBOBaBIIME B Bemmkom
KkHsDKecTBe (DUHISHACKOM», a BECh HCCIEILyEeMBIN
MIEPUO] XapaKTEePU3yeTCs] KaK «Iepuoj OOIbIION
HanpspKEHHOCTH, TIEPEIOMOB U OOPHOBI, CBA3aHHON
C s3bIKOM ((PMHCKHH MPOTHB HIBEACKOT0), a TaKKe
MEXIy pa3InyHBIME TpynnaMy u Juname» [Ibid.].

HccnenoBanue TpaHCHAIIMOHAIBHOTO IPOIIEC-
ca Pa3BUTHS MY3bIKAJIBHOW XU3HU B OUHISHINN
c(hOKyCHpPOBaHO Ha MOSBICHUH «(PHUHCKOT0» MY3bI-
KaJBHOTO sI3bIKa M MY3bIKaJbHBIX ()ecTHBajel, Ha
HayaJIbHOM JTale Pa3BUTHS MY3BIKOBEICHHSA M Ha
M3MEHEHNH MY3bIKaJIbHBIX BKYCOB.

B tpersem pazgene (Research) aBTopsr mpo-
eKTa OOBSICHWIIM CBOIO TPAKTOBKY METOAA MHUKPO
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HCTOPHH: «HCTOPHYECKOE HCCIIEOBAHHE, OTPaHU-
YEeHHOE JIOKaJIbHO U BO BpeMeHm» [Ibid.]. Makpo- u
MUKPOYPOBHH MBICIISITCSI KaK «pa3Mepbl KOHTH-
HyyMa peaJlbHOCTH». B TpaHHIIaXx MHKpPO-KOHTH-
HyyMa (QOpPMYIHPYIOTCA BOIPOCHI, OTHOCSIIHECS
K KOHTpadakTyaJdbHOW (aJbTepHATUBHON) HCTO-
pun: «Hto 0110 OBI, HaNIPUMED, eciin Obl pUHCKHE
MY3BIKAaHTBI TIO€XaJH YYUThCS He B Jlewnuur uimu
bepnun, a B Cankr-IlerepOypr? Kakoe BiusHuE 3T0
oKazayio Obl Ha (PUHCKYIO MY3BIKAJIbHYIO JKU3HB?)
[Ibid.]. B mpyrux paszenax ImpoekTa MpeacTaBiie-
HBl CBEJICHUS 00 WX y4YaCTHUKaX, IJIaH IMOE370K
B 3apyOe)XHBIE CTpaHbI, IMOKa3aHa CBA3b MPOEKTA
C JIOKTOPCKOH HCCIEIOBAaTENIbCKOW IIPOrpaMMoi,
c(hOpMyYITUPOBaHBI OXKHJIAEMbIE PE3YJbTAaThl U JaH
CITUCOK JINTEPATYPHI.

AeKoHCTpyKu MU
1 Aemucporornsaumsi UICTOPUU My3bIKH
B <HOBOM» MY3blkOBeAeHMU DUHASIHAUM

Wnen n METOIBI «HOBOTO» MY3BIKOBEICHUS Ha-
IITH OTPAXKEHHE B OT/CIIBHBIX CTAThsIX® U B HCCIIC-
nosannu «Critical Music Historiography: Probing
Canons, Ideologies and Institutions», 3HadeHue
KOTOPOTO BBIXOJUT 3a MpeAesbl (UHCKOTO MY3bl-
xoBemenus® [10]. HccnemoBanme XapakTepH3yeT
CTpEMIICHHE aBTOPOB «M30eraTh JIOBYIIEK JBOIIO-
UOHHM3Ma, aruorpaduu ¥ TEJICONOTHH», SBISIO-
HIMXCS OTIIMYUTENLHBIMU YepTaMy TPAIUIIMOHHOM
uctopuorpaduu [10, p. 25]. Bce maBsl 06venu-
HSeT O0IIasi TOYKa 3pEHUS] UX aBTOPOB: KpHUTHYE-
CKUI B3IISIJ] HA UCTOPUIO MY3bIKH U 30HTUPOBaHUE
UCTOPUYECKU CIIOKHMBIIMXCS KAHOHOB, HJICOIOTHH,
UHCTUTYTOB. OT/ENbHBIC TIaBbl MOCBSAIICHBI Me-
Hee M3YYCHHBIM W HETPAIUIMOHHBIM O00JacTsIM
UCTOPUH MY3BIKH, TaKMM, K TIpUMeEpy, Kak pernep-
Tyap OPKECTPOB WJIM M3MEHECHHE BKYCOB IyOIHKH
[Ibid.]. Kaxknast riaBa KHUTH HamucaHa B Qopme
«MaJICHBKOTO pacckaszay’, KoTopyro JInorap cuuran
«obpaznoBoii (opMoit» I HAyYHOTO BOOOpake-
HUs [8]. ABTOpBI IEepeoCMBICTUBAIOT «0Ooee cra-
pBie ucropuorpapuuecKkue KOHICIINH, TaKue Kak
“HanOHAIM3M ™ ¥ “OPUEHTANIHN3M M BBOISAT HOBBIC
MOHATHS, TaKWe Kak ‘‘3allagHU4IecTBO” M “TpaHC-
Haronanmu3m™» [Ibid., p. 26]. TloHATHS «IeKOH-
CTPYKIUS» U «IeMHU(DOTOTHU3AUS) YIIOTPEOISIOTCS
B CXOJTHOM 3Ha4EHHH KaK «IePeOCMBICICHUE) (Ta-
KOBO W Ha3BaHHWE INpoekTa). Mcrosibp3oBaHue JaH-
HBIX TTOHATUH OOBSCHAETCS TEM, UTO WJIesl IPOEKTa
¥ METOJIONIOTHS €0 pealiu3alliy MBICIIATCS B Mapa-
qurMe QpaHIy3ckoil GUIIocopUH IOCTMOICPHU3-
Ma. JIeKOHCTYKIHS 1 IeMHU(OIOTU3AIHS SBISIOTCS
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YAOOHBIM HHCTPYMEHTOM JIJIsSl TUCTAHIIUPOBAHUS OT
NPEKHUX TeOpHid. B yacTHOCTH, NepeoneHKe O~
BEPraroTCsi OTHOUICHUS] MEXKIYy MY3BIKOH M TOJH-
tukoil. Ilocmennsss paccMarpuBaeTcss B KOHTEKCTE,
IJe My3bIKa CyIIECTBYeT KaK KyJIbTypHas MPaKTU-
Ka U «UHCTPYMEHT KYJBTYPHOTO COTPOTHBIICHHS
[Ibid.]. B maBe o coBpemennuke Cubenmyca Wi-
mapu Kpone (1867-1960), ocHoBaTene My3bIKOBE-
nennsi B OUHISHIMHA €ro JIesTeIbHOCTh ONHCaHa
B IOJINTHYECKOM KOHTEKcTe pybexa XIX—XX BexkoB
B iepuo pycudukanymy Ounnsannu. HenzoexxHpii
pasroBop o (eHHOMaHCKUX B3mIggax Kpona u ero
naTepece Kk Kapenuu u e€ apesHemy (QoibKiIopy
HWHTEPIPETUPYETCS KaK POTUBOICHCTBHE (counter-
reaction) nmonuTuke mapusma [13, p. 91]. B cBete
HOBBIX TIOJIXOJIOB K HCTOPHOTPa(UU BO3HUKAIOT BO-
MPOCHI UJICHTUYHOCTH IIBEIOS3BIYHOTO HACEIICHUS
(menpmmHCTBa) OUHIAHINN U UCTOPUH (DUHIISTH]I-
CKO-IIIBEJICKOM MY3bIKH [9, p. 298].

Bo BBeaeHuu K U3JaHUI0 PEIAKTOPHI OTMEYa-
IOT, UTO «HUCTOPHS CTaJla CIIOPHON U TPOOIEMHOM
00JIaCTBIO0 HAYYHBIX MCCIIEIOBAHHUIY, OJJHAKO MHCh-
MeHHas (Wwriting) MCTOpUS MY3BIKM OCTa&TCsl ak-
TyaneHo# [10, p. 17]. Ho mockoibpKy yTpara Bepbl
B To, yTo JIMoTap Ha3Baj «BEIWKUMHU TOBECTBO-
BaHUSIMIW» CTaJla HEOCHOPUMOW PeajbHOCTHIO
B TYMaHUTApHBIX HayKaX, HCTOPUOTpadbl/UCTOPU-
KH Oy THIIM IOTPEOHOCTh IEPECMOTPETh OOBEKTHI,
AKCHOMBI M TICPCIICKTUBBI HATIMCAHUS ICTOPHH MY-
3piku [Ibid.]. 3MeHeHus1, TpOUCXOASIIUE B COBPE-
MEHHOM MY3BIKOBEJICHUH, PEIaKTOpPBl paccMaTpu-
BalOT B KOHTEKCTE CJIBUTA DIHCTEMOJIOTHICCKUX
napajaurm B 3anaganom mupe [Ibid., p. 19-20].

Jdnst  JIeMOHCTpalMyd — NapajurMbl  «HOBO-
ro» (UHCKOTO MY3BIKOBEJICHUS BHIOpaHBI CTAaThH
B. Kypkena u B. Mypromsku u3 11 gactu «Silenced
and Sidetracked»®. Kypkema B crarbe «Seriously
Popular:  Deconstructing Popular  Orchestral
Repertoire in Late Nineteenth Century Helsinki»
paspyliaer CTEpEOTUIl TPATUIMOHHONW (QUHCKON
UCTOpUOTpadH, CONTACHO KOTOPOMY IJIaBHAs POJIb
B Pa3BUTHH OPKECTPOB U OPKECTPOBOH MY3BIKU B
OuHISHIMKM TIpUHAJIeKAIa OPKECTPY, OCHOBaH-
HOMY JHUPWXKEPOM W KOMIIO3UTOPOM, HHTEpIIpe-
taropoM cuMpoHnUeckod My3bikn Cubenmyca
Po6eprom Kastaycom (1856—-1933). IloBopoTHEIM
MYHKTOM MY3bIKaJIbHOH *K13HH OHHISIHINHA Ha3bl-
Baetcs 1882 rox, korna 66U OCHOBaH OPKECTP B KO-
nrgectBe 36 my3bikanToB [11, p. 178].

Kypkena  HampaBuin — MCCIeqOBaTeIbCKYIO
MBICJIb Ha «3a0BITYI0 CTOPOHY UCTOPHH OpKecTpa
— TOMYJSPHBIE KOHIEPThI», paHEe CUHUTABIIMECS
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«00513aHHOCTHIO», MEIIAIOIIEH MPOdeCCHOHATHHO-
My pazButuio opkecrpa [11, p. 178]. Hccnenona-
TeNb MPHUIIEN K BBIBOAY O TOM, YTO 3TH KOHIIEPTHI
OBLTN «IIEHTPAIBHON W BUIIUMOI 9aCThI0 MECTHOM
MY3BIKaJIbHOM JKM3HH, 10 CUX MOP HE OCBEIIEHHOU
B uctopuu My3bikn Ounnstaany [Ibid.].

JleKOHCTpyHpysl OPKECTPOBBIN penepryap U B
[IOJTHOM COTJIACHH C TPAaHCHAIIMOHAJIBHOW KOHIIETI-
nued ucropuu Mysplku B OumisaHaun Kypkena
HAa OCHOBE apXHMBHBIX JIOKYMECHTOB NpUBEN (ak-
THI, PaCIIMPSIONINE U KOPPEKTUPYIOMINE MPEXKHNE
MIPEJICTABICHUSI O PAa3BUTHUN MY3BIKAJIBHON >KHU3HU
B CTOJIMIIE KHSKECTBA MOCPEACTBOM JESITETFHOCTH
OpKECTpPOB. YKazbIBaeTcs, uTto cuMponuu berxo-
BeHa B XEJIBCHHKHU 3Bydanu yxe B 1840-x romax,
a ¢ 1860 roma moCTOSHHO OPTaHU30BHIBAINUCH CUM-
(oHMUeCcKkre Bedepa, My3bIKAIbHO-JIpaMaTHye-
CKH€ Bedepa M BOKAJIbHBIE W WHCTPYMEHTAJIbHBIC
koHuepthl [Ibid.]. PasauuHbie OpKECTphl Hrpayiu
YBEPTIOPBI, CAM(POHNH, PaHTA3UH, MAPIH, BAIILCHI,
MOJIbKH, Talionkl. Penepryap KoHIepToB ObIT cMe-
[IaHHBIM B Pa3HOOOpa3HbIM, HE3aBUCUMO OT Ha3Ba-
Hus KoHuepra. [lo Takomy ke nmpuHIHITY (TPUHIIH-
my cOOpHHKA) CTPOMITUCH U PeriepTyaphbl KOHIIEPTOB
B MY3bIKaJIbHBIX IIeHTpax EBpomnsl ¢ cepeaunnl XIX
Beka [Ibid., p. 179]. B cumpoHnveckux KoHIEepTax
WCTIIONHSUINCh TIPOM3BEICHUSI BEHCKOM KIIACCHUKH,
KOTOpbIe OOBIYHO 3BYYaJd B CEPEAMHE WM B KOH-
e kouiepra [Ibid., p. 179-180]. ITo eBponeiickomy
obpasmy (ITapmwx u Jlormon) B XeIbCHHKH OBLTH
OpraHU30BaHbl «IIPOMEHA-KOHLEPThI». llepBrlii
TaKoi KOHIEPT MpoBEN B OKTsAOpe 1873 roma mu-
prwxép IBenckoro Ttearpa B XenbcuHku HartaH
b. Omanyans. [Iporpamma HOBOW Moaeny KOHIEP-
Ta COCTOSJIa M3 JIETKUX M KOPOTKHX OPKECTPOBBIX
MIPOMU3BEACHUI ¢ JAByMs aHTpakramMu. Bo Bpems
KOHIIEpTa MOKHO OBUIO CBOOOTHO MPOTYIIMBATHCS,
€CTbh, TUTh 1 pazroBapusars [Ibid., p. 180].

B xomme 1870-x romoB cTamm pacmpocTpa-
HATBCS [IBA TWIA KOHIIEPTOB: HApOJAHBIE KOHIIEP-
Tel (kansankonsertti) W TONyJspHBIE KOHIIEPTHI
(helppotajuinen konsertti). Paziuuanack umeoaorus
KOHIIEPTOB. HapomHble KOHILIEPTHI OBLIM HampaBiie-
HBI Ha MY3BIKaJIbHOE 00pa3oBaHUE HU3IIUX Kiac-
COB, U OHHU MPOBOAMIINCH BHE TPATUIMOHHON KOH-
LEepTHOU cueHbl. B XelbCHHKM POCT HapOAHBIX
KOHIIEPTOB COBIIAJl C OCHOBaHWEM opkecTpa Kas-
nyca [Ibid., p. 180-181]. [TomynspHble KOHIIEPTHI
ObUTH aJlpecoBaHbl OOPA30BAHHBIM CIIYIIATEIISIM.
Crnenys Monenu, UMIOPTHPOBAHHON n3 EBpomsl u
Anrium, B XelIbCUHKU OB OCHOBAHBI KOHIIEPTHI,
B KOTOPBIX OOBEIMHSIINCH TeaTpabHbIe OPKECTPHI
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C BOCHHBIMH JYXOBBIMH OpKECTpaMHU. JTH «KOH-
HEePTHI-MOHCTPE  (monster-konserter) BKIIOYaIH
B ce0s okomo 100 My3BIKaHTOB, KOTOpPbIE UCIIONHSA-
JU JIETKYI0 OPKECTPOBYIO MY3bIKY, UTpas BHaJale
pa3fensHo, a MOToOM BMecTe. bumneTs! 9acto Obun
OecIUIaTHBIMU WJIM CTOWIIU JICUICBJIE, YeM Ha JIpy-
rue koHuepts [Ibid.].

Hayunplii pesynerar, nonydeHHbll Kypkena
B XO/Ie JEKOHCTPYKIIMH OPKECTPOBOIO perepryapa
B XeNbCHMHKH, B TOM YHCIIE pernepTyapa opKecTpa
Kasgnyca, mmeer Bce ocHOBaHUS MOOYIUTH HCCIE-
JoBaTeNel K peKOHCTPYKIIUH OPKECTPOBOTO Perep-
Tyapa B npyrux ropogax @unnsaanu. Ilocne storo
B «OOJBIION HAPPATUB» UCTOPHH (PUHCKOW MY3bIKH
MOTYT OBITh BIIMICAaHBI HOBBIE cTpaHHIBI Hctopun
My3bIKH B OUHIAHINN.

Emé onHa maBa KOJJIEKTUBHOIO HCCIIE0BAHNUS,
KOTOpast OyJIeT 3/1eCh KPaTKO paCCMOTpEHA, HE OTHO-
CUTCS HU K UCTOPHU (PUHCKOM MY3BIKH, HU K HCTO-
pun My3siku B Ounmsaanu. Ho mapagurmarnyecku
Y METOJIOJIOTHYECKH OHa YPEe3BBIYAIHO Ba)kKHA IS
MMOHUMAaHUS CYIIHOCTH «HOBOTO» MY3bIKOBEICHUS
OuHIAHINN.

B maBe «Bohemian Composers Sidetracked in
the Musical Historiography of “Viennese Classi-
cim”» Mypromsku moaBepr peBusnn «BeHckuit
KJIaCCHIM3M». ABTOP YTBEP)KIAET, YTO «B MY3BI-
KaJbHOW ucropuorpaduu Mud 00 HCKITIOUHTEIb-
HOM Ka4decTBe BEHCKOH My3bIKH B mepuon “Ben-
CKOTO KJIacCHITU3Ma”» CTOJNIb )K€ YCTOWYHB, KaK U
MU} O MPEBOCXOJICTBE AaBTOHOMHOW U aOCOIIOTHOM
WHCTPYMEHTAJIbHON MY3BIKA. JTH 3HaHHUS U Bepa
KaK MUPOBOH ayIUTOPHM, TAK U MHOTMX YYEHBIX
MO-TIPeKHEMY OCHOBAaHBI Ha YOEXKIEHHH, YTO TPHU
CaMBIX BBIIAIOMIMXCS KOMIO3uTOpa Bensl — Mosed
laiima, B. A. Mouapt u Jlromsur Ban beTxoBeH
— CO3Jajy KIIACCHYECKUN MY3bIKAJIbHBIA S3BIK»
[14, p. 122]. [To MHEHUIO UCCIIEIOBATENS, 32 ITHUM
TPaJUIIMOHHBIM B3IVISIJIOM CKPBIBAIOTCS  (DaKTHI,
«HEOOXOOMMBIE I TIOHUMAaHHUA HE TOJIBKO MY3bI-
KaJIbHOTO KJIACCHIIM3Ma, HO W BEHCKOM MY3BIKH,
B YaCTHOCTH MYy3bIKaJbHOW >xu3HU» [Ibid.]. Myp-
TOMSIKM TIONaraet, 4ro nemudonoruzanus «BeH-
CKOTO KJIaccHIm3Ma» TpeOyeT yuéra mo KpaifHen
Mepe TpEx (aKTOpOB: aBCTPUHCKO-UTAIBIHCKHE
My3BIKaJIbHBIE CBSI3W, Onaronmaps KOoTopsiM Bena
crajia HaAEKHBIM OIUIOTOM UTaJbIHCKOM ONEepHOU
W PEIMTHO3HOW MY3BIKH; aBCTPHUCKO-PpaHITy3-
CKHE€ MY3bIKAJIbHBIE CBSI3M, BCIIEACTBHE KOTOPBIX
B Bene nomyurna nonynsipHOCTh hpaHITy3cKas opéra
comique Y TaJTaHTHBIN CTHIIB; paboTta B Bene ncnan-
na Bucenre Maptun-u-Conepa W 3HAYUTEIHHOTO
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KOJINYECTBA MY3bIKAHTOB OOTEMCKOTO’ U MO- B KPU3HCHBIE IEPUOJIbI )KU3HH U TBOpuecTBa. Y Cubenuyca
PaBCKOrO MPOUCXOXKJICHHUS, B UX uucie [o- OJTHMM M3 TaKuX rneproaoB 0bu1 1908 roj, Korma omyxoiib
Ka, «Ib€ 0OTEMCKOE IMTPOUCXOXKICHNE OOBIYHO B TOpJIe CTaja peajbHOM yrpo30oi ero Xu3Hh. B criemyro-
3aByaJIMPOBaHO B HeMelkol nctopuorpaduu  1mem roxay (1909) on 3akonums CTpyHHBIA KBapTeT d moll
XIX-XX BekoB» [Ibid., p. 123]. B maBe mo-  op. 56 — caMbIii H3BECTHEIN U3 YETHIPEX CTPYHHBIX KBap-
MEIIEHbI CIUCKHA KOMITIO3UTOPOB, YPOXKEHIIEB ~ TETOB, CO3JAHHBIX KOMIIO3UTOPOM. DTOT MHUKPO-TIEPHO]
Asctpun, I'epmannu, boremun 1 Mopasun, B 6uorpaduu Cubenuyca v B UCTOPUHM MY3bIKH DUHIISH-
paborapmux B Bene. IlepBriii ciuicok mpen- — muu uccaemyemoro 6onpmroro nepuona (1870—1920) rax-
CTaBIIAET YPOKEHIIEB ABCTpUH U [ epMaHum, k€ MOXKET OBITh PACCMOTPEH C UCIOIB30BAHUEM HHCTPY-
paborapmmx B Bene ¢ 1730 mo 1830 rogsl.  MeHTa JEKOHCTPYKITHH.

Bcero Takmx KOMIO3UTOPOB OKa3ajaoch 25. ABrobuorpaduyHocTs My3biku KBapTera sBISCTCS
Bo Bropom crmcke (31 KOMIO3UTOp) — ypo-  0OMIEeH3BECTHBIM (PaKTOM, HE TPEOYIOIIUM MepeOCMBbIC-
JKeHITI boremun u Mopasuu, paboTaBmme B JeHUSA. TakKe OU€BHIHO, YTO KBAPTETHEIN KaHp CIEIyeT
Bene ¢ 1720 mo 1850 romsr wiu mpue3xaB-  paccMaTpuBaTh KaK «Pe3yJbTaT €ro HHAWBHIYAIBHOTO ...
mue B BeHy B ykazaHHBIA MEPHOA M UMEB-  YCBOCHHS M MPEOOPa30BaHUSA B KOHTEKCTE ONpeAeTIEHHON
e KOHTakThI ¢ ["alimaom, Momaptom u bet-  XynoxecTBeHHOU Tpagumum» [7, ¢. 27]. [lepeocmbicnenus
XOBeHOM. B nanHoM crircke ykazad u @paHiy  TpeOyeT «clieHapui, KOTOPBIN MO3BOJISET HE TOJIBKO MPO-

IyGept, mpenkn KOTOPOro ObUIM MOPAaBCKO-  T'HO3UPOBATH AalibHENIIee pa3BEPTHIBAHUE IUCKYPCa, HO 1
rO MPOUCXOXKACHHUS, a OTel] Mprexan B BeHy  BiuATh Ha 0TOOp €ro A3BIKOBBIX CPEACTB» [TaM xe, . 26].
Tonpko B 1783 roay. Ilpuunny, o KoTOpOit B cnyuae ¢ KBaprerom cueHapuii )xaHpa OKa3bIBaeT-
TaJaHTINBBIE OOTeMCKHE M MOPAaBCKHE KOM-  Csl HE €IMHCTBEHHBIM. B momckax yTaéHHOTO, COKPOBEH-

MO3UTOPBl OKA3aJKCh OBICTPO 3a0BITBIMH,  HOTO CMBICJIA TIPOU3BEICHUS HY>)KHO OOPAaTUTh MPHCTAIb-
MypToMIKH ycMaTpHUBaeT B HallMOHaiIM3Me  Hoe BHuUMaHue Ha Andante (I wactp). JlexoHCTpyupys
HEMEIKOH MY3bIKaJbHOM HcTOpHOrpadui  MY3BIKANBHBIA TEKCT, HAXOJUM >KAHPOBBIH HCTOYHHUK
[Ibid., p. 129]. Jnst Toro, uToObI oueHUTh  Andante u Bcero KBaprera B JIOTCPAHCKUX JIUTYpIH-
BKJIaZ OOTeMCKHX M MOPaBCKHX KOMIIO3UTO-  YECKHX MEJOAMAX Meccul u pexeuema Herra, armahda
POB B My3bIKalbHYIO Xu3Hb bepnuna, [Ta-  (Kyrie eleison) u Kristus armahda (Christe eleison) (cm.
pwxa u JlonmoHa, a Takke APYrux ropomoB  mpumepbl No 1-3).

EBpomnbl, HEOOXOMMO CKOHIICHTPUPOBATHCS

Ha Ouorpadusx KOMIo3uTopoB M ux jaes- I[lpumep Nel 5. Cubenmyc. CTpyHHBII KBapTeT 0p. 56
TETBHOCTH, aHAJIN3€ MPOU3BENCHUN PAa3HBIX  Andante

JKaHPOB U CPABHUTH OTU IIPOU3BEICHUSA C U3~ v [T = SEE s = =

" w R M — | 2

BECTHBIMU IIPOU3BEACHUAMU ABCTPUUCKUX, s |[die = = = = - - -
HEMEIKUX, WTaJbIHCKUX H (PaHITy3CKUX o i
COBPEMEHHUKOB. Pe3ynpraroM KpUTHYECKOU :

Violoncello |25

)
Tp
i
+

»

W

MIEPEOIICHKH MOT OBl OBITh «OTKa3 OT KOH- " = ’ =
neniuy  “‘BeHckoro xiaccumusma’”, Jmo0o,
B NIPOTHBHOM ciydae, jobaBieHue Kk Hemy  [Ipumep Ne 2 Herra, armahda (Kyrie eleison)
noHsaTuil “bepnmuHckuit xraccummzm”, “Ila- g = N
pYoKcKwHid Kitaccum3m” u T. 1.» [Ibid., p. 136]. Uswe T - - m wembed w - mhedomeic @
0 | T i I,
AekoHcTpykumsi CTpyHHOro KBapreTa R o O D R
Cubeanyca «Voces intimae» == —
JIeKOHCTpYKIIMST KakK <«IIPOLIECC JIEMOH-
Ta)ka HEKOETO TEKCTa C LENbIO TIOUCKA CKPBI-
TOTO, HEYBUICHHOTO cMbIiciiay [1, ¢. 10] mo-  Ilpumep Ne 3 Kristus armahda (Christe eleison)
KET OKa3aTbCsl NPOAYKTUBHBIM HE TOJIBKO e e =
JUIET M3yYEHHsI TBOPYECTBA KOMITO3HTOPOB- kit L,‘.,..ah.ja..,ii " K“ “ i’
IIOCTMOAEPHUCTOB. [TOMCK HOBBIX CMBICIIOB s A B BESE
— ODIMYHTENbHAS YepTa KOMIIO3HTOPCKOTO == — ——
TBOpuecTBa pybOeka XIX-XX BB. Ocobas i S LI SRR
MHTEHCUBHOCTh MPHCYIIA OTUM IIOMCKaM TrrIr T T iAo

St Kris - tus, ar - mah - da, Kris- tus, ar - mah-da, ar - mah-da mei - ti
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HauansHerit MOTHB Andante CTpyKTYpPHO OTTpa-
HUYEH JIUTOM, a MOCIIe0BaTeIbHOCTh TOHOB a-b-a-
g-a aHaJOTUYHA TPyNmnerTo. | pymnmneTro-oOpaszHbie
MOTHBBI BCTPEUAIOTCS B JIIOTEPAHCKHUX XOpajax,
BO3ZHUKIINX B pe3yibTaTe NMEPEeTEKCTOBKHU CpPEIHEe-
BEKOBBIX JIATHHCKUX Menoauil. TakoBbl XopajibHbIE
MEJIOJINH Ha Tlapadpa3sbl CPEIHEBEKOBBIX JTyXOBHBIX
TUMHOB Veni creator spiritus, antudona Veni sancte
spiritus MaptuHa JlioTepa M IIBEIACKUX aBTOPOB
XIX Beka. B coBpeMeHHOM O0Orociyxe0HOM Mpak-
tuke ['epmannn nu OuHIsIHINYN (IIBEICKas [IEPKOBD)
WCIIOTIB3YIOTCA MEJIOANU C XapaKTEPHBIM MOTHBOM
IPYIIETTO C APYTUMH TekcTamu'’.

He Tonbko XopanpHBIN TIIAaCT (U )KaHPHI PEKBU-
eMa M Mecchl) mpociymuBaerca B Andante, HO
1 0aXOBCKHUH CJIOH, IIMpe — CIIOM CTUIIMCTHKHU Oa-
pokko. I'pynmerro B Andante — «MenogudecKuit
MMITYJIbC U CUMBOJ 1enoro». Ero «cosepmieHHas
Y YHUBEpCaJIbHas KOHCTPYKIUA» [5, c. 26] cTaHo-
BUTCs ocHoBaHueM Kaaprera. BzaumopeiictBue
MIPSMOJIMHEHHOTO W OPHAMEHTAJILHOTO, HUCXOJA-
IIETO W BOCXOJALIETO IBIKEHUS YIIPABISIET pas-
BUTHEM BCETO IMKJa. B mpomecce pa3BUTHS Kak
OpPraHMYECcKOe €ro CIEACTBHE BO3HHKAIOT MY3bI-
KaJIbHO-pUTOpUYECKHE (GUTrypsl Oapokko, o0pa-
3YIOIUE PENUTHO3HO-CHMBOJINYECKYI0 CHCTEMY
kBaprera. TakoBbl QUrypsl anabasis, katabasis,
circulatio, aposiopesis, tirata, passus duriusculus,
saltus  duriusculus, exclamatio, interrogatio,
extensio, suspiratio, tmesis, katachrese. bapounsie
uaromsl B KBaprere 0o0pa3yroT ci0i CTHIMCTHKH,
XapaKTepHbIA 711 HEOKJIACCUIIU3Ma, «KOTOPbIN
B 3HAYHUTEIIFHOW CBOEH WACTH SBJSJICS HEOOapOK-
ko»!! [4, c. 13].

Ecrmu Tenepb BepHYTbCS K KPHTHKE (HHCKON
HaI[MOHAJBHON HCTOpUOrpaduu TpEeACTaBUTEN-
MH «HOBOTO» MY3BIKOBEIICHUS, MOKHO BCIIOMHHUTH
¢parment u3 llnenmepa: «...Bce BEINKHE HEMIIBI,
paboTaBmye B 00JaCTH HCKYCCTBA, MPOSBUIHN Ce0s
B MY3BIKE, U TEIEPh, KOTJa HEMEIIKUE JKUBOITHCIIBI
OTIpaBWINCH B [laprk, OHM MOBTOPHUIIM TO ke ca-
MO€, 4TO JeJaIh BCE KOMIIO3UTOPHI IPYTUX CTPaH,
mydas baxa, ['atimaa, Momapra u berxosera. Ouu
3aMMCTBOBAQJIM W3BHE, YTOOBI 3aIIOIHUTH TIPOOECITBI
BHyTpeHHeH Tpaaunuu. Ho o mepe Toro, kak OHU

M3y4ajy ¥ KOIMPOBAJIH, To100H0 MaHe 1 )KUBOTIHC-
11aM €ro Kpyra, TaKke u cTapseix Mactepos 1670 .,
OHH BOCTIPHHSUIA COBEPILIEHHO HOBBIE, COBEPIICHHO
WHBIE BIICYATIICHHS, TOT/Ia KaK (paHIly3bl YyBCTBO-
BaJI TOJIbKO BOCIIOMHHAHHUS O YEM-TO TAKOM, YTO
JTAaBHO BOIILIO B MIX HCKYCCTBO» [6, c. 379]. KBaprer
Cubennyca BOCIIOIHII OTCYTCTBHE TIOJIHOKPOBHOM
Tpaauuuu OapOKKO B MCTOPUU MY3BIKH DUHISIH-
JI1Y, OH OPTaHUYHO BOUIEI B €EBPOIIEHCKYIO MY3bIKY
XX Beka HE Kak IOTbITKA pecTaBpaiuy CTHIsA 0a-
POKKO, HO, ToBOps cioBamu Oprera-u ['accera, xak
«BOJIST K OAPOKKOY.

W3buparenbHOoe UCIONB30BAHUE METONA Jie-
KOHCTPYKIIMM ISl aHajiu3a MY3BIKaJbHBIX IIPO-
W3BEJCHUI CIMOCOOHO JaTh pe3ysbral, 3HAYCHHE
KOTOpOTO TIPEBBINIAET TPAHUIBI OTAEIHHO B3ATOTO
npousBenenus. B ciydae ¢ Kaprerom Cubenmy-
ca JIEKOHCTPYKIHA JHUIIb MOATBEPANIIA 21yOUHHblE
TpaHCHALIMOHAJIFHBIE CBSI3U KOMITIO3UTOPCKON My-
3piku QumstHAnn B ure Cubenmyca. Ho Henmb3st
HE YYHTBIBATh TOT (DaKT, U4TO «3aIroJHEHUE mpode-
Jla BHYTPEHHEH TPagulii» MPOHU3O0LUIO B IIEPHO,
KOTJIa UMITYJIbCHI JUTSI Pa3BUTHS HAITMOHAIBHON My-
3BIKAJIFHON KYJIBTYpBI OBUIM JIaHBI JIWACPAMU, pas-
JeTSBIIMME B3I Aonbga MBapa ApBujcoHa,
KOTOPOMY TIPHUITHCHIBAIOT CTABIIYIO KpbLIaTon ¢pa-
3y: «llIBemamu MBI HE CTaJl, PyCCKUMH MBI HE MO-
KEM CTaTh — TaK OyaeM ke QUHHAMH!»

BmecTo 3akAroueHus

OnBIT «HOBOTO» (DUHCKOTO MY3BIKOBEACHHUS T10-
Ka3bIBAET, KaK I10J] HATIOPOM HOBBIX (MJIM KaHYBIINX
B Jlery) daktoB KoneOIOTCs, Ka3auock Obl, HEMo-
KoJIeOMMBIe TIpeske Cy)KaeHus u yoexxaenus. Cru-
COK TOJUIEKAIINX PEBHU3UH CTEPEOTHUIIOB OTKPHIT.
B ux gmcne — crepeorun BocmpusaTus Cubenmyca
KaK «HaI[MOHAJIBHOT0» Kommosutopa. OH pomuiics
u ymep B OUHISHIUY, a 3a TpeAesbl CTPaHbI BbI-
€3XaJl TOJIbKO Ui o0y4eHus u ractponeit. Cynpba
SMHUTpaHTa ero MuHOBasa. CuOennyc MMeln BBICO-
KyI0 penyTtanyio B OUHIISIHINY U 33 TPaHULIEH U HE
OBLI CKJIOHEH, 1T0JJ00HO CTPaBHHCKOMY, IIOCTOSTHHO
MOJIEP>KUBATh K cebe MHTepeC B yCIOBHIX yAyIla-
fOIMX 00BATHII KOMMepUYecKoil My3bIkH. [IpoTeit —
He ero 00XKecTBO.

< MPUMEMAHUA (<

! Becema ¢ Xaiimerrepom: Xaiizerrep M. Paszrosop
Ha MpocénouHor mopore: cb. [mep. ¢ Hem.] / mox pen.
A. JI. lo6poxoroBa. M.: Beicmas mxomna, 1991. C. 148.

2 KpurtHKka TereieBCKOi TeIeOoNOTHH HHCIUPUPOBAHA
(paniy3ckiumu mocMoneparcramu. Kputukys [erems, Je-
n€3 u I'Barrapu nucamu: «lerenp u Xainerrep oCTarOTCst
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HCTOPHIMCTAaMH, TIOCKOJIBKY MCTOPHIO OHH IOJIATar0T Kak
(hopMy BHYTpEHHEH >KU3HHU, B KOTOPOH KOHIIENT 3aKOHO-
MEpHO pa3BHUBAET WM PACKPHIBACT CBOIO CyAbOY. 3aKOHO-
MEpHOCTB 3/1€Ch 3WXK/ETCSI HAa adCTparupoOBaHUH UCTOPH-
YeCKOro Hayaja, CJICJIaHHOTO KOJIbIIEBBIMY [2, c. 123].

* Tox ucropueii «hUHCKOW» My3bIKH B COBPEMEHHON
ucroprorpadpur DUHITHIUH MTOHUMACTCS MY3bIKAIb-
HO-UcTOpuueckuii mpornecc, B XIX Beke B 3HAYUTENb-
HOW CTETICHUM HANpPaBISEMBIH PEHICHUSIMH HAIMOHAIb-
HO-KYJIBTYPHBIX 3ajia4: CO3aHueM OOIEHAIMOHAIBHOTO
JIMTEPATypPHOTO 53bIKa Ha OCHOBE HApOIHBIX ((PUHCKHUX)
JIAJIEKTOB, COOMpaHneM (OJIBKIIOpa U pa3BUTHEM HaIIHO-
HaJIbHOM JINTEPaTyphl, MEPHOANIECKON IeYaTH, KHUTOn3-
JlaHus 1 00pa3oBaHus Ha GUHCKOM si3bIKe. [lox «ucTopueit
MY3bIKH B OUHISHIUI) TOHUMACTCS MY3bIKAIEHO-HCTO-
pHYECKHUi TpoIiecc, KOTOPBI paccMaTpUBacTCsl HE TOJb-
KO C TOYKU 3peHHs1 (POPMHUPOBAHHS «(PUHCKOI» My3BIKH
U «(PUHCKOCTH» KaK €€ OTIIMYUTEILHOTO TPH3HAKA, HO U
VUUTHIBACT BKJIAI B Pa3BUTHE MY3BIKAIBHON KYJIBTYPHI
CTpaHbI (PUHISHACKUX IIBEJIOB, TOBOPUBIIIX MO-IITBEICKH
¥ MMeBHIMX (CO BpeMeHH BXOaeHus OUHISHANN B CO-
craB Koponescrsa IlIBenin) cBon KyJabTYpHO-SI3BIKOBBIE
Tpaaunuyu. KoHIenms KpuUTHYeckod wucToprorpaduu
TaKoKe TPELyCMaTpUBACT W3YUEHUE TIOMYISIPHON My3BIKH
Y TIPa3IHIYHO-(DECTHBAILHON JEATENEHOCTH KaK pe3yib-
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P. 11).

D)

1. Tap6y3 O. B. ITanmummncect B my3bike [Tackans [drocanena: aBroped. quc. ... KaHI. UCKyCCTBOBEACHUS. M.,

2012. 26 c.

2. JHenés XK., I'sarrapu @. Uro takoe ¢punocodus? / nep. ¢ pp. u mocnecn. C. H. 3enkuna. M.: UHCTHTYT 3KC-
nepuMeHTanbHou cormonoruu; CI10.: Anereiis, 1998. 288 c.
3.  Kuunre M. Umnepckas Ounssiaaus / nep. ¢ punck. M. Comomerira, B. Mycaesa, A. Pymacosa. CII6.: Koo,

2005. 614 c.

4. JlobanoBa M. H. My3bIKaJIbHBIN CTHIIb U JKaHP: UCTOPHUs U cOBpeMeHHOCTh. M.; CI10.: LleHTp ryMaHuTapHBIX
WHHUIMATUB, YHUBepcUTeTCKast kHura, 2015. 208 c. (ITuceMena BpemeHn).
5. Mumenko M. I1. O cmeiciie MmotuBa b-a-c-h (43 onbiToB Menocoduu) // Opera musicologica. 2010. Ne 1 (3).

C. 18-35.



Gy My3bikaAbHas ncrtopuorpadms 2017,3

6. nenrnep O. 3akar EBpomnsl / aBT. BeTynuT. ct. A. I1. /lyonos, aBt. kommenT. 1O. I1. ByGenkos, A. I1. [ly6HoB.
HoBocubupck: Hayka, 1993. 592 c.

7. AwmpaxoBa A. A. OteuecTBEHHass TEOpUs *aHpPa B CBETE€ COBPEMEHHBIX TI'YMAaHUTApHBIX METOJONOTUI
/I Kypnan OOmectBa Teopuu My3bikd. 2016. Ne 3 (15). URL: http://journal-otmroo.ru/sites/journal-otmroo.ru/
files/2016_3%2815%29 3 Amrahova genre.pdf. (18.06.2017).

8. JImorap XK. Cocrostaue noctmonepua. URL: http://gtmarket.ru/laboratory/basis/3097/3112. ([ara obOpare-
nust: 30.06.2017).

9. Brusila J. How Critical can a Critical Re-Evaluation of Music History Be? Historiographical Reflection from
a Finland-Swedish Minority Perspective // Critical Music Historiography: Probing Canons, Ideologies and Institutions.
URL: https://play.google.com/books/reader?printsec=frontcover&output=reader&id=B7ul CwAAQBAJ&pg=GBS.
PT121. ([lara obpamenus: 30.06.2017).

10. Critical Music Historiography: Probing Canons, Ideologies and Institutions. Vesa Kurkela and Markus
Mantere. London and New York, 2016. URL: https://play.google.com/books/reader?printsec=frontcover&output=rea
der&id=B7ul CwAAQBAJ&pg=GBS.PT121. (lata obpamenus: 30.06.2017).

11. Kurkela V. Seriously Popular: Deconstructing Popular Orchestral Repertoire in Late Nineteenth-Century
Helsinki // Critical Music Historiography: Probing Canons, Ideologies and Institutions. URL: https://play.google.
com/books/reader?printsec=frontcover&output=reader&id=B7ul CwWAAQBAJ&pg=GBS.PT121. (/lara obpamenus:
30.06.2017).

12.  Kurkela V. Universal, national or Germanised? URL: http://www.fmq.fi/2014/05/universal-national-or-
germanised. ([ara ooparmenus: 07.03.2017).

13. Mantere M. Writing Out the Nation in Academia: Ilmari Krohn and the National Context of the Beginnings
of Musicology in Finland // Critical Music Historiography: Probing Canons, Ideologies and Institutions. URL: https://
play.google.com/books/reader?printsec=frontcover&output=reader&id=B7ul CWAAQBAJ&pg=GBS.PT121. ([ara
obpamenus: 30.06.2017).

14. Murtoméki V. Bohemian Composers Sidetracked in the Musical Historiography of «Viennese Classicism //
Critical Music Historiography: Probing Canons, Ideologies and Institutions. URL: https://play.google.com/books/read
er?printsec=frontcover&output=reader&id=B7ul CWAAQBAJ&pg=GBS.PT121. ([Jara obpamenus: 30.06. 2017).

15. Rethinking «Finnish» Music History. Transnational Construction of Musical Life in Finland from the 1870s
until the 1920s. URL: http://sites.siba.fi/en/web/remu/research-project. ([Jara oopamenus: 05.03.2017).

06 asmope:

HunoBa Bepa UBaHOBHA, TOKTOpP MCKYyCCTBOBEIEHUs, Ipodeccop, 3aBeayromas kadenapoi nCTopuu
My3bIkH, IleTpo3aBojckas rocymapcTBeHHas koHcepBaropus uM. A. K. I'maszynosa (185031, r. IleTpo3a-
Boxck, Poccust), ORCID: 0000-0002-8056-6076, inverafox@mail.ru

< REFERENCES (<

1. Garbuz O. V. Palimpsest v muzyke Paskalya Dyusapena: avtoref. dis. ... kand. iskusstvovedeniya
[The Palimpsest in the Music of Pascal Dusapin: Thesis of Dissertation for the Degree of Candidate of Arts].
Moscow, 2012. 26 p.

2. Delyoz Zh., Gvattari F. Chto takoe filosofiya? [Deleuze G., Guattari F. What is Philosophy?]. Translation from
the French and Afterword by S. N. Zenkin. Moscow: Institute of Experimental Sociology; St. Petersburg: Aleteya,
1998. 288 p.

3. Klinge M. Imperskaya Finlyandiya [Imperial Finland]. Translation from the Finnish by I. Solomeshch,
V. Musayev, A. Rupasov. St. Petersburg: Kolo, 2005. 614 p.

4. Lobanova M. N. Muzykal 'nyy stil’ i zhanr: istoriya i sovremennost’ [Music Style and Genre: History and
Modernity]. Moscow; St. Petersburg: Tsentr gumanitarnykh initsiativ; Universitetskaya kniga [Center for Humanitarian
Initiatives; University Book], 2015. 208 p. (Time Letters).

5. Mishchenko M. P. O smysle motiva b-a-c-h (iz opytov melosofii) [On the Meaning of the Motive B-A-C-H
(from Experiments of Melosophy)]. Opera Musicologica. 2010. No. 1 (3), pp. 18-35.

6. Shpengler O. Zakat Evropy [Spengler O. The Decline of the West]. Author of the Introductory Article
A. P. Dubnov, Author of Comments Yu. P. Bubenkov, A. P. Dubnov. Novosibirsk: Nauka, 1993. 592 p.

7. Amrakhova A. A. Otechestvennaya teoriya zhanra v svete sovremennykh gumanitarnykh metodologiy
[Russian Theory of Genre in Light of Modern Humanitarian Methodologies]. Zhurnal Obshchestva teorii muzyki

66



2017,3 Musical Historiography 0

[Journal of the Society of Music Theory]. 2016. No. 3 (15). URL: http://journal-otmroo.ru/sites/journal-otmroo.ru/
files/2016_3%2815%29 3 Amrahova genre.pdf. (18.06.2017).

8. Liotar Zh. Sostoyanie postmoderna [Lyotard J. Postmodern State]. URL: http://gtmarket.ru/laboratory/
basis/3097/3112. (30.06.2017).

9. Brusila J. How Critical can a Critical Re-Evaluation of Music History Be? Historiographical Reflection from
a Finland-Swedish Minority Perspective. Critical Music Historiography: Probing Canons, Ideologies and Institutions.
URL: https:/play.google.com/books/reader?printsec=frontcover&output=reader&id=B7ul CwAAQBAJ&pg=GBS.
PT121. (30.06.2017).

10. Critical Music Historiography: Probing Canons, Ideologies and Institutions. Vesa Kurkela and Markus
Mantere. London and New York, 2016. URL: https://play.google.com/books/reader?printsec=frontcover&output=read
er&id=B7ulCwAAQBAJ&pg=GBS.PT121. (30.06.2017).

11. Kurkela V. Seriously Popular: Deconstructing Popular Orchestral Repertoire in Late Nineteenth-Century
Helsinki. Critical Music Historiography: Probing Canons, Ideologies and Institutions. URL: https://play.google.com/
books/reader?printsec=frontcover&output=reader&id=B7ul CWAAQBAJ&pg=GBS.PT121. (30.06.2017).

12.  Kurkela V. Universal, national or Germanised? URL: http://www.fmq.fi/2014/05/universal-national-or-
germanised. (07.03.2017).

13. Mantere M. Writing Out the Nation in Academia: I[lmari Krohn and the National Context of the Beginnings
of Musicology in Finland. Critical Music Historiography: Probing Canons, Ideologies and Institutions. URL:
https://play.google.com/books/reader?printsec=frontcover&output=reader&id=B7ul CwAAQBAJ&pg=GBS.PT121.
(30.06.2017).

14. Murtoméki V. Bohemian Composers Sidetracked in the Musical Historiography of «Viennese Classicismy.
Critical Music Historiography: Probing Canons, Ideologies and Institutions. URL: https://play.google.com/books/rea
der?printsec=frontcover&output=reader&id=B7ul CWAAQBAJ&pg=GBS.PT121. (30.06. 2017).

15. Rethinking «Finnishy Music History. Transnational Construction of Musical Life in Finland from the 1870s
until the 1920s. URL: http://sites.siba.fi/en/web/remu/research-project. (05.03.2017).

About the author:

Veral. Nilova, Dr. Sci. (Arts), Professor, Head of the Music History Department, Petrozavodsk State
A. K. Glazunov Conservatory (185031, Petrozavodsk, Russia), ORCID: 0000-0002-8056-6076,

inverafox@mail.ru
@D

67



& MexxAyHapoAHbIi oTAeA e International Division 25

ISSN 1997-0854 (Print), 2587-6341 (Online)
UDC 781.7 DOI: 10.17674/1997-0854.2017.3.068-076

SVETLANA V. KOSYREVA

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0002-4818-1643, svetlana.kosyreva@glazunovcons.ru

A Study of the Stylistic Foundations of the Ethnic Music
of the Finno-Ugric Peoples
by Means of Modern Information Technologies”

The article actualizes the issue of research of the stylistic foundations of the Finno-Ugric ethnic musical systems.
With the aid of present-day informational technologies the musical texture is researched in the aspect of segmentation:
the pitch organization, specificity of timbre-intonation and the articulation are revealed. The author brings in the
achievements of musical acoustics, and also makes use of computer technologies with the corresponding software,
making it possible to carry out a detailed analysis of the temporal structure of any musical signal. A method of research
is proposed for determining the types of musical thinking inherent to the peoples of the Finno-Ugric world (monophonic
and/or polyphonic) and, in general, for characterization of the essence of the artistic universals of the Finno-Ugric
culture. Elucidation is given of the first results received upon analysis of the heterophony of the monophonic nature.
The material for the research was provided by recordings of folk singing made during expeditions, representing an
original stratum of the singing and instrumental musical cultures of the Finno-Ugric peoples. The work is carried out
within the framework of the scholarly project “Research of the Stylistic Foundations of the Music of the Finno-Ugric
Peoples of Russia with the Aid of Present-Day Informational Technologies” (project of the Russian Humanitarian
Scholarly Fund No. 16-14-10003). The creations of multigenre multimedia resources and, first of all, an electronic
database of Finno-Ugric timbres will provide a subsequent stable development and popularization of the musical
traditions of the Finno-Ugric peoples.
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NccaeaoBaHMe CTUAEBBIX OCHOB 3THUYECKOM MY3bIKU
(pbMHHO-YropCcKMXx HapoAOB
C NMOMOLLbIO COBPEMEHHbIX MH(POPMALIMOHHbIX TEXHOAOT U

B crarne AKTYyaJIU3UPYyCTCA r[p06neMa H3y4YCHHA CTUJICBBIX OCHOB (1)I/IHHO-y1"0pCKI/IX OTHOMY3bIKAJIbHBIX CUCTCM.
C TIOMOIIBIO COBPEMCHHBIX I/IH(l)OpMaHI/IOHHLIX TEXHOJIOTHI MY3bIKaJIbHAs TKaHb UCCIICAYCTCS B ACIICKTC 3BYKOBBI-
COTHOI'0 CEIrMCHTUPOBAHUA: BLIABIACTCSA 3ByKOBLICOTHI)II71 CTpOﬁ, cneumbm(a TeM6pOI/IHTOHI/IpOBaHI/IH, APTUKYIIA-
ous. ABTOp MOPUBJICKACT JOCTUKCHUSA My3LIKaJ'[LHOI7[ AKYCTHUKH, a TAKKC HCIOJb3YCT KOMIBIOTCPHBIC TECXHOJIOTHUN
C COOTBCTCTBYIOIIMM HNPOTrpaMMHBIM 06€CHe‘l€HI/IeM, IIO3BOJIAOIIHEC BBIIIOJITHUTDH I[eTaHLHLIﬁ aHaJIn3 BpeMeHHéﬁ
CTPYKTYPbI JII000T0 MY3bIKaJIbHOTO CUTHAJIA. Hpez[naraeTcsl I/ICCHCHOB&TGJ’ILCKI/Iﬁ METOA AJid ONpCACICHUS TUIIOB
MY3bIKaJIbHOT'O MBIJICHUS, TPUCYIINUX HAPOJaM (bPIHHO-yFOpCKOFO MHupa (MOHOHHﬁHOFO /Ui MHOFOFOJ’IOCHOFO), n
B ICJIOM IJI XapaKTCPUCTUKHN CYHIHOCTH XyTOKECTBCHHBIX yHI/IBepcaHI/Iﬁ (I)HHHO-yFOpCKOfI KYJBTYPBI. OCBCHIaIOTCH
NEPBLIC PC3YJIbTAThI, ITOJTYUYCHHBIC TP aHAJIU3EC FCTGpO(bOHHH MOHOﬂHﬁHOﬁ npupoasbI. MaTepI/IaJ'IOM HUcCcjaca0BaHusg
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TTOCITYKHJTU SKCIICUIIMOHHBIC 3alACH, PEIPE3CHTUPYIONIIE CAMOOBITHBIHA TUIACT MTEBYCCKONH U HHCTPYMEHTAIBHON
KYIBTYpBI (HHHO-YTOPCKUX HapoJ0B. PaboTa ocymiecTBIseTCsS B paMKaX HayqyHOTO MpoekTa «lccnenoBanue cTuie-
BBIX OCHOB 3THHYECKOH MY3BIKH (DMHHO-YTOPCKUX HaponoB Poccuu ¢ moMoIIs0 COBpEMEHHBIX HH()OPMaIMOHHBIX
texHosoruit» (mpoext PITH® Ne 16-14-10003).

Co3zaHrie MHOTOXKAHPOBBIX MYJIBTUMEIUUHBIX PECYPCOB U, MPEXKJE BCETrO, IJICKTPOHHOW 0a3bl JaHHBIX (PHH-
HO-YTOPCKHX TeMOPOB, 00ECIICUHT JaTbHEHIIICe CTAOMIBHOE Pa3BUTHE U TOMYJISPU3AINIO MY3bIKaTbHOU TPaIUIIUU
(UHHO-YTPOB.

KiroueBble cii0Ba: 3THOMY3BIKOJIOTHSA, MY3BIKaJIbHBIH (OJIBKIOpP, MYy3bIKaIbHOE (UHHO-YI'POBEICHHE,
aKyCTHYECKHH aHaJIN3, 3ByKOBBICOTHOCTH, TEMOD.

The study of a complexly organized sounding
musical text presents a challenging task for

The traditional music of the Finno-Ugric  ethnomusicology. The research of a sounding
peoples has more than once been the object of study ~ musical texture in the context of the issues of precise
of the researchers. Scholars are primarily interested  fixation of pitch (which at times does not conform
in issues associated with the theory, practice and  with the precision of the pitch scale of the European
historiography of Finno-Ugric studies, research of  equal tempered system) and pitch segmentation,
the specificity of the genre and the analysis of texts  involves identification of the pitch system,
of folk music. The study of the stylistic foundations  the specifics of timbre intonation, articulation
of ethnic music of the Finno-Ugric peoples at the  (including instrumental articulation), and in general,
level of the musical language as sounding musical ~ gradations of the musical substance' [5, p. 187] in
material by means of present-day information  all of its morphology. The questions of identifying
technologies remains a challenging issue for modern  the types of musical thinking: monophonic and/or
ethnomusicology. Nonetheless, such studies, aimed  polyphonic, and the levels of their interaction within
at solving the problem of thorough and detailed a particular culture become important.
research of the phenomenon of folk music, today Initially the application of the methods of
are the most relevant and are of great importance for  the exact sciences to the study of ethnic musical
the development of the science of ethnomusicology  cultures, in general, and due to the consistent
(a principally complex scholarly discipline). patterns of the connections of the timbre with the

When investigating the music pertaining  pitch level, in particular, has been carried out in the
to the oral tradition, the material of the music, field of sound psychology (Tonpsychologie) and
i.e. the sound organized according to certain laws,  acoustics. The issues of such phenomena as timbre,
is of great importance. These laws result from the  pitch level and spatiality of pitch perception, which
harmonic structure, time and dynamic parameters  became the focus of attention in the 19" and 20
of the sound and are connected not only to the  centuries, are covered in the works of Hermann
physical foundations of sound, but also to human  Helmholtz, Alexander. Ellis, Hugo Riemann, Carl
physiological potentials [11, p. 11]. At the same  Stumpf, Erich von Hornbostel, Ernst Kurth, Nikolai
time the acoustic properties of the material do not  Garbuzov, Andrei Volodin, Yuri Rags, and other
define the specifics of the music itself. As Anna  researchers. As far back as in 1884 Ellis, with the
Chekanovska notes in her work “Muzykal’naya  aid of the results of the measurements which made
etnografiya: metodologiya i metodika” [“Musical it possible for him to define the intervals between
Ethnography: Methodology and Methods”], sounds, offered a set of hypotheses concerning the
important significance is assumed by the social  formation of the musical scales of different peoples
determinants, which define the choice, mastery [11, p. 35]. Stumpf, while studying the music of
and stability of the musical peculiarities arising  various non-European peoples, carried out acoustic
from one or another culture [Ibid.]. In other  measurements ofhearing and of musical instruments
words, music of the oral tradition, based on a  [13]. Hornbostel along with Otto Abraham applied
certain type of musical thinking, acquires meaning  exact measurements when transcribing exotic
and significance only in a particular cultural musical material. Wolfgang Kohler studied the
tradition that forms its own unique sound ideal patterns of hearing separate sounds of speech (the
(die Klangideale) [12]. development of the theory of speech formants)

1. Introduction
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and the peculiarities of perception of pitch [8].
Garbuzov’s ideas about the zonal nature of pitch,
timbre and intonational hearing [4] and Volodin’s
ideas about the spectrum as the bearer not only of
timbral but also intonational and dynamic qualities
of musical sound, and on the fact that, in terms of
perception, pitch level and timbre of sound are not
isolated phenomena, but in fact present various
forms of understanding the spectral content under
specific conditions of their usage in music [2, p. 37—
38], were considered very important for defining the
phenomena of pitch and tone in the 20™ century.

In the present day ethnomusicology has
accumulated a certain amount of research
experience in the study of monody, heterophony,
and polyphony. Primarily this is reflected in the
works of Izaliy Zemtsovsky, Liliya Vishnevskaya,
losif Zhordaniya, Evgeniy Trembovelsky, Savolina
Galitskaya, Nailya Almeyeva, among others.
Through the examples of numerous specimens
of Eastern Slavic, Turkic, North Caucasian folk
music the specificity of the traditional performance
practice of various ethnic groups is studied,
“substantial and structural diversity of forms” is
revealed, and a typology of the most important and
compositionally essential universals? is established.
These universals also underlie the musical thinking
of the Finno-Ugric peoples. However, it is not
always possible to determine unequivocally the
musical style of an ethnic group in terms of its
attribution to a certain type of musical thinking. At
the same time, the traditional music of the Finno-
Ugric peoples, especially in regard to the specificity
of the musical language at the level of the sounding
musical material, has been researched very little and
highly irregularly. There is no research available
which is directly devoted to the typology of musical
thinking of various ethnic groups.

The aim of this article is, firstly, to actualize
the issue of research of Finno-Ugric ethno-musical
systems on the level of the sounding musical
material; secondly, to focus on the problem of the
comparative study of the Finno-Ugric peoples’ music
in the aspect of study of its stylistic foundations, in
particular, its musical language; thirdly, to determine
the methodology and specific research methods for
studying ethno-musical systems. This would make
it possible not only to identify and define the types
of musical thinking inherent to the Finno-Ugric
peoples of the world, but also to describe the essence
of the artistic universals that define the musical
chronotope® of the Finno-Ugric culture in general.
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2. Materials and methods

The materials for research are expeditionary
recordings, which represent ethnic music of the
Finno-Ugric peoples. Compilations of traditional
musical works have been compiled by Karelian
researchers during folk music expeditions in 1969—
2015. These materials are stored at the folk music
archive of the Institute of Traditional Music of the
Petrozavodsk State A.K. Glazunov Conservatory.
These musical materials represent an original
stratum of the Finno-Ugric peoples’ vocal and
instrumental musical culture, and are of academic
interest as an important source of scholarly research
in the field of Finno-Ugric musical studies.

In order to investigate complexly organized
sound the author developed a method of computer
analysis of the polyphony*. The method focuses
on the study of polyphonically sounding musical
material. An essential feature of this method
in terms of pitch segmentation is that it makes
it possible to present a precise visual image of
sounding polyphonic texture, with a subsequent
reconstruction of the revealed voice lines (or parts).
At the same time, such “unisonous-heterophonic”
material of the studied traditional music reveals such
compositionally significant essential components of
pitch structures, which define the mechanisms of
the formation of the musical texture.

Let us present a method which would make it
possible to carry out detailed analysis of sounding
polyphonic texture, which we shall define as
the analysis of heterophones. A heterophone is
defined by the author as a “unit of a heterophonic
line, a compound timbral-intonational complex
(a batch, a consonance), composed of sounds of
different pitches (frequencies), volume (intensity),
timbre (spectrum)” [6, p. 3]. Vocal heterophones,
particularly as present in the musical tradition of
the Vyatka Mari® are implemented in two forms: as
a “zone that sounds in simultaneity” [4, p. 112] —
ensemble unisons — unisonous heterophones, and as
a consonance, the framework of which is wider than
that of the unisonous ones — cluster heterophones
[6, p. 3—4]. “This method involves the following
steps:

— by means of sound editing programs, the
digitization of the original analogue recording of
the sampling material and its restoration (noise
reduction) is carried out;

— the selection and interpretation of a certain
melody (followed by its notation in another
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program). Following this, a heterophone is chosen
and analyzed;

—alevel diagram (which reflects the dependency
of the sound pressure from time) of a phoneme
(a syllable), participating in the process of the sound
production, is created;

— analysis of the articulatory standards (change
of consonant and vowel phonemes) is carried out;

— a sonogram of a syllable (with a verbal
description of the articulation of a sounding
phoneme during speaking or singing) is created;

— a stationary section of the level-sensitive
diagram is distinguished for spectral analysis (FFT
— Fast Fourier Transformation);

— spectral analysis with the construction of n
stationary spectra is performed;

— analysis of fundamental frequencies and their
dynamic levels and the analysis of the formant areas
(the correlation of their dynamic and amplitude
parameters) is carried out;

— a spectrogram is created;

—analysis of the formant zones is performed, the
correlation of their frequency characteristics with
indicators of time (i.e. the changes of the formant
areas in time) is determined;

— following the results of the showings of
fundamental frequencies, obtained from the analysis
of the instantaneous spectra of the stationary part of
the level diagrams, a graph showing the dynamics of
the principal note within the acoustic zone through
time is created;

— next, the minimum and the maximum showings
of the fundamental frequencies in hertz are com-
pared, and through a nomographic chart (to convert
hertz values to cents) the difference of their deviation
in cents is calculated. Thus, we get the zone of the
real sound of a heterophone” [6, p. 14-16].

Based on the data from this graph, a heterophone
can be reconstructed in full measure vertically. The
analysis of the heterophones, consistently replacing
one another in heterophony, makes it possible to
restore an entire line — to create a real score of a
sound event.

3. Results

According to current scientific research, 24
peoples of the world are Finno-Ugric. These peoples
have been living within the territory of Europe for
nearly 10 millennia. Nowadays the representatives
of the Finno-Ugric ethnic groups (about 25 million
people) live in the territory: from Norway in the west
to the Ob River in the east and the lower reaches
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of the Danube in the south. The historical fate and
the languages of the representatives of the Uralic
language family differ greatly between each other.
The latter is usually divided into several branches:
1) the Finnic branch — Finnish, Ingrian, Karelian and
Vepsian languages (the northern group); Estonian,
Votic, Livonian (the southern group); 2) the Volgaic
branch — Mari (plain, eastern, north-western and
mountain dialects) and Mordvin languages (Erzya
and Moksha); 3) the Permic branch — Udmurt,
Komi-Zyrian and Komi-Permyak languages;
4) the Ugric branch — Khanty and Mansi, and also the
Hungarian languages; 5) the Sami branch — the Sami
language’. All Finno-Ugric peoples share common
material and intellectual culture. The ethnic groups
live in harmony with nature, the environment and the
neighboring peoples. The Finno-Ugric peoples are
among the few European nations that have preserved
to the fullest extent their traditional cultures up to the
beginning of the third millennium.

Preliminary research has shown that the musical
traditions of the Sami, Khanty, Mansi, Karelians,
and Mari — with certain modifications — may be
considered monophonic, because, for example, study
of the stylistic foundations of the ethno-musical
culture of the Vyatka Mari has demonstrated the
heterophonic nature of their musical thinking [6].
Undoubtedly, research of these forms will make it
possible to specify their monolayer and multilayer
nature [3, p. 85]. In the music of the peoples of the
Ugric group there are polyphonic forms present, as
well. In general, polyphony of the Finno-Ugric ethno-
musical systems is presented in a variety of forms.

The example below shows the analysis of one
of the final unisonous heterophones which represent
the style of the Vyatka Mari (See: Example Ne 18).

Example Ne 1

=10
06k y

The final heterophone C-sharp — I (see example
Nel) is sung while pronouncing the word “yorykten”.
In the final syllable “ten” the vowel “e¢” stands out, and
in the meadow-eastern dialect of the Mari language
this is a vowel of full formation®. It is characterized by
intense articulation. In the articulatory classification,
based on the articulatory principle of timbre
determination (which states that it is not the timbre
itself which is fixed, but the way it is obtained), “the
vowels are categorized according to the position of
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the tongue and the nature of their formation (this
attribute corresponds to a similar one among the
consonants). According to the first attribute, the
classification is two-dimensional — it indicates the
shift of the tongue against a certain middle position
horizontally (front/back) and vertically (height).
In the simplest case, these characteristics can possess
only three levels: front, middle and back for front-
ness/back-ness and high, middle and low for height”
[7, p. 28]. Of the many features of the nature of the
vowel formation “the opposition “tense — lax”, that
differentiates the vowels according to the degree of
the tension of the walls of the pre-epiglottal cavity, is
distinguished” [7, p. 28-29].

In the classification of the vowels, the phoneme
“e” is described as a front vowel (when speaking of
the position of the tongue), the height of the vowel
is at mid position, and the vowel is unrounded.
In this case, a change in the position of the vowel
phoneme “e” (it moves from the front to the mid
position, the height remains the same) can be
observed. As a result of this it becomes even
tenser. Such tense articulation of the Mari vowel
phoneme “e” according to the acoustic standards
moves it closer to articulating “e” [3] in the Russian
language. According to Vladimir Mazepus, ethnic
intonational cultures widely use various kinds of
extra-linguistic sound systems, for e.g., certain
minimal segments in singing — syllable-notes — that
may acquire additional timbral color, not specified
by the language. These ‘“segmental” features
are defined according to their timbre — perhaps,
differently — separate segments, without disturbing
the overall intelligibility, clarity of the text [7, p. 33].
The phoneme “e”, when being sung, possesses the
following acoustic characteristics. The pitch level of
the syllable “ten” is determined by the frequency of
278 Hz, which corresponds (with minor deviation)
to the C-sharp sound (277.12 Hz).

Example Ne 2
Musical representation
TY e B S
i
Graphic table
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This phonation is fixated all three of the
computer graphs (see Graphs: la, 1b, 1c¢): the
first one, being a spectrogram of a sound signal,
shows the correlation of the sound level in
decibels (vertically) with the oscillation frequency
in Hertz (horizontally); the second one, being a
spectral sonogram, demonstrates the actual range
of the audio signal, including the formant areas
(vertically), time reckoning (horizontally); and,
finally, the third one shows the level diagram.
From the level diagram (of the temporal pattern),
i.e., the dependency of the acoustical pressure
level from time, three phases can be identified: the
attack of the sound (the establishment process),
the stationary part and the process of the decline.
Generally, time intervals of these phases differ
significantly in different instruments (voices),
depending on the way the sound is generated. In
order to build the necessary spectra in the stationary
part of the level diagram, a time segment is picked
out, and calculations of an average spectrum in this
segment are made. According to Irina Aldoshina,
“Such stationary spectra possess individual traits
specific for each musical instrument, and depend
on the mechanism of the sound generation in it” [1,
p- 182]. The level diagram also reflects the acoustic
processes caused by the difference in the means of
the sound production of vowels and consonants. Let
us examine the graphs consistently.

Graph la describes the spectrogram of a final
unisonous heterophone C-sharp — I, the level of
which is marked up to 7400 Hz. It should be noted
that the average frequency range is 100-7000 Hz
(for male voices 80 — 5000 Hz, for female voices
220-7000 Hz) [1, p. 413].

Graph 1a
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The fundamental tone oscillates with the
frequency of 278 Hz. The sound spectrum contains
four well defined formant areas in the form of
accumulations of peaks. The first formant F, of
the vowel “e” — 440 Hz is related to the position
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of the height of the tongue (the higher the body of
the tongue regarding the hard palate (the closer/
higher the vowel), the lower the frequency of the
first formant) [1, p. 406]. The second formant
F, — 1800 Hz is associated with front-ness/back-
ness (the position of the body of the tongue in
regard to the boundaries of the oral cavity, the lips
being chosen the reference point — the closer to the
lips the articulation of the vowel is, the higher the
frequency of the second formant) [1, p. 406]. The
third formant F, — 2500 Hz is combined with the
second formant. The fourth formant — 3200 Hz — is
the singing formant.

Graph 1b shows the sonogram of the sound of
the final development of C-sharp — I through time.
Cis1 —I lasts for 2,338 seconds. Here the transitions
from the consonant phoneme “t” to the vowel
phoneme “e — [3]” and further to the consonant “n”
must be mentioned.

Graph 1b

The sound “e — [3]” is compact, because the
first and second formants are situated close to the
speech center. The dark areas on the spectrogram
(see Chart 1b) — the reflections of the formants
may lie in clusters and in the center. If one of the
formants of the sound lies close to the “center” of
the speech range (about 1000 Hz), and the other
one lies not very far from it, then the sound is
compact. Its formants were concentrated close to
the center and at the same time relatively close to
each other, forming clusters. The sound is diffuse
if at least one of these properties is not present. At
the same time, the vowel [3] is situated midway
between the diffuse and the compact. However, if
the following criterion is introduced: the compact
sounds are the ones with the upper formants not
further than 1000 Hz from the center (the center
being 1000 Hz), and the bottom formants — not
further than 500 Hz, then [a, o, 3] form the class of
compact sounds [9, p. 54].
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The next level diagram (see: Graph 1c¢) reflects
the dependency of change of the sound pressure
in time, and also the process of the phonation of
vowels and consonants, defined by the difference in
sound production methods in real-time mode.

Graph 1c

-60

The analysis of the acoustic zone of the
heterophone C-sharp — I was made by us according
to a certain algorithm. Throughout the sounding
section of the syllable “zen” 18 instantaneous cuts
were made. After taking down the parameters
of all the indicators throughout the fundamental
frequency the diagram was built (see: example
Ne 2, the graphic picture), showing the minimal
deviations of the fundamental note of C-sharp — I —
278 Hz in the phonation process. Thus, the area of
the final unisonous heterophony C-sharp — I is 155
cents.

As a result of the acoustic and phonological
analysis of the heterophones, performed on the
Mari material, it turned out that the difference of the
acoustic zones of the final unisonous heterophones
in cents is as follows: in the Malmyzh local style
— from 74 to 216.5 cents (recording time — from
0,938 to 2,554 sec.), in Vyatskiye-Polyany style —
from 91.5 to 127.5 cents (recording time — from
1,603 to 2,252 sec.). The diagrams reflecting the
heterophones through time, during the process
of timbre intonation, show how the fundamental
tone oscillates, each time “conquering” the space
of the musical texture differently. At the same
time the acoustic analysis demonstrates a certain
homogeneity in their perception. This is achieved
due to the fact that the heterophones are usually
rather extended and homogeneous in their timbres.
Since “the fundamental attribute of our hearing is its
ability to summarize quantitatively diverse sound
phenomena according to certain characteristics”
[10, p. 9] and, thus, “... the zonal nature in fact
describes all aspects of sound perception” [Ibid.,
p- 26], then in this case, in our opinion, we are
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dealing particularly with this very psychoacoustic
phenomenon. At the same time, one can observe
a difference: the acoustic zones having a smaller
range in cents, reside in the songs of the Vyatskiye
Polyany style, and a wider range — in the songs of
the Malmyzh style. The analysis also revealed the
selectivity in the use of certain phonemes in the last
syllables of the final words by the performers [6,
p- 20]. All in all, the finalises can be characterized
as “zones which sound in simultaneity” in a rather
lengthy time continuum with an increase of the
dynamic level towards the end of the stationary
segment of the acoustic signal.

4. Discussing the Results

As is known, sound recording of traditional folk
music by means of technical equipment currently
serves as the foundation for transcription into
scores of the folk music. In rare cases we encounter
multichannel recordings of the music carried out
by special multi-track audio tape recorders, or a
corresponding number of stand-alone tape recorders.
Undoubtedly, such audio recordings are not too
difficult to decipher and notate, which makes it
possible to create detailed scores. Unfortunately, in
the present day many of the recordings of folk songs
originally were been made in multichannel format. In
the present-day conditions of extinction, and at times
even disappearance of certain strata of ethnic cultures
and, in this connection, the impossibility of the audio
fixation of their musical heritage, development of
methods of research for the study of polyphony in
folk music becomes particularly relevant.

The musical transcriptions of vocal heterophones
in terms of their pitch are rather undifferentiated
and almost indistinguishable, due to the fact that
the musical notation captures sounds collectively,
and in terms of intonation it is too imprecise and
does not specify the nuances occurring in the
real sound. When exploring the pitch and timbre
of the sounds, we are really dealing with barely
perceptible, small acoustic range fluctuations,
which provide that multitude of diverse sound
realizations. Therefore, it is important to take into
account the phonetic components represented by
combinations of consonant and vowel phonemes,
when different consonants, preceding vowels,
shade them acoustically in different ways each
time, which makes the musical form generally alive
and pulsing, which results in the appearance of the
scarcely noticeable sound diversity, which is hardly
explainable at first sight.
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5. Results

Thereby, the method of the computer analysis of
polyphony solves the main problem —the inadequacy
of analysis and scholarly description of folk singing
and instrumental music by using the traditional
“aural” method (when interpreting phonograms,
the recording of the music of the oral tradition,
as a rule, takes place in the system of the musical
temperament, common for European music) — the
results of such work do not reflect the real picture
of the sound event, and sometimes even distort it.
The study of the musical language of various ethnic
cultures, correlated with the study of the sounding
musical material, particularly, with the definition of
the pitch system, the specifics of timbral intonation
and articulation — is possible today only by means
of the achievements of musical acoustics and the
use of computer research technologies with the
appropriate software to carry out detailed analysis
of the temporal structure of any musical signal.

6. Conclusions

This study is carried out within the framework
of the scholarly project “Research of the Stylistic
Foundations of the Ethnic Music of the Finno-
Ugric Peoples of Russia by Means of Present-
Day Information Technologies”, supported by
the Russian Foundation for the Humanities."
As part of the project, for the first time in world
scholarship, acoustic measurements of verbal, vocal
(monophonic and polyphonic) and instrumental
sounds from different genres of the folk music of the
Finno-Ugric peoples, their acoustic-phonological
analysis and the creation (on the basis of the received
data) of an electronic database of the Finno-Ugric
timbres (verbal, vocal and instrumental) and timbre-
articulatory models that form the basis of the ethnic
style of the cultures under investigation, are carried
out. The work on computer decoding and the acoustic
analysis of the elements of the musical language
intonational forms of the joiks of the Sami and the
Karelians, the improvisatory prichet (lamentation)
forms of the Vepsians and the Karelians, the
improvisatory forms of the Izhma Komi, as well
as the other genres and forms of the Finno-Ugric
peoples, is carried out. The data, obtained from the
decipherment, will make it possible to identify the
timbre-articulatory models of the ethno-musical
cultures and to specify the types of musical thinking
of the Finno-Ugric ethnic groups that characterize
these ethno-musical systems.
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The project will introduce the computer pitch
transcriptions of audio recordings which are of
scholarly interest as a previously unpublished
source for the study of the traditional folk music of
the Finno-Ugric peoples into scholarly use. Created
within the framework of the project, the multi-genre
multimedia resources, especially the electronic
database of the Finno-Ugric timbres, will provide
a further stable development and popularization of
the musical tradition of the Finno-Ugric peoples.
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!'See: [5].

2 This most likely occurs due to the presence of
the multistage strata in the ethno-musical culture of the
Finno-Ugrians.

3 The term chronotopos (M. M. Bakhtin) is associated
with the most important categories: space and time. The
concept of their interrelation forms the basis of the view
of the world of any ethnic group.

* This method was first tested in the author’s thesis
work “Stylistic Foundations of Vyatka Mari Ethnic
music: Timbre-Intonation and Instrumental Articulation”
(2011).

5 The Vyatka Mari are one of the ethnic groups of the
Meadow Mari, who form the population of the territory
of the downstream of the Vyatka river and along its right
bank (Kirov District regions).
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¢ See: Yadne N. Krylya vodyanoy ptitsy [The wings
of a waterbird]. URL: http://proza.ru/2010/09/25/310
(Accessed: 16 August 2016).

7Refer to: Serebrennikov B. A. Lingvisticheskiy entsik-
lopedicheskiy slovar. Uralskie yazyki [Linguistic Encyclo-
pedic Dictionary. The Uralic languages]. URL: http://
tapemark.narod.rw/les/537d.html (Accessed: 16 August 2016).

8 The wedding song “QOj kertna vet, kertna vet” was
recorded in 1974 by O. M. Gerasimov in the Kugu Ketek
village of the Malmyzhskiy region, transcription by
S. V. Kosyreva.

?Vowels of full formation in linguistics are considered
to be vowels that are articulated with intensity, i.e. during
their pronunciation the organs of articulation are tense.

10 Project manager and author of the concept —
S. V. Kosyreva.
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In describing musical improvisation as “interactive”, the primacy of a centralized musical score is called into
question. When musicians develop aesthetic agreements and navigate differences between themselves through
performance and rehearsal, this article argues they are engaging in a kind of composition.

In a series of conversations conducted with improvisers living and working in New York, agreement and
disagreement were discussed via spatial metaphors. Each player must find “common ground” between their own
voice and the overall collective frame, allowing for a “playing field” to emerge. The field establishes a set of aesthetic
possibilities to be realized in rehearsal, discussion, and performance.

The field also establishes a framework for individual composition to occur. Using statements by New York
improvisers Mary Halvorson (guitar), Peter Evans (trumpet) and Steve Lehman (saxophone), this article reveals three
distinct conceptualizations of how an individual can reimagine the playing field through composition.

Keywords: Music Philosophy, Metaphor, Improvisation and Ethics, New Jazz Studies, Steve Lehman, Mary
Halvorson, Peter Evans, Composition, Contemporary Improvisation.
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B npocTpaHCTBe MMNPOBU3aLLUH
Ha HbIO-MOPKCKOM MY3bIKaAbHOM CLieHe

IIpu onpeneneHnn My3bIKaIbHOW MMIPOBU3AIMN KaK «MHTEPAKTHBHOTO 3aHATHUS, OKAa3bIBAETCS I10J BOIIPOCOM
IIaBEHCTBO MY3BIKAJIIbHON MapTUTyphl. Koraa My3bIKaHTBI 3CTETHUECKH CONIACYIOTCS APYT C APYTOM M PETYIUPYIOT
CBOM Pa3IM4Hs YEPE3 COBMECTHOE MY3HIIMPOBAHNE — HCIIOJTHEHNE Ha CIICHE MM PEIIETUIINH, — KaK ITIOKAa3aHO B CTaThE,
BMECTE OHU 3aHUMAIOTCS 110 CYTH MY3bIKaIbHBIM COYHMHCHUEM.

B HeckonbKuX Geceiax ¢ MMIPOBHM3aTOPaMH, KHBYIIMME H paGoratomumu B Heio-Hopke, o6cyxnarorcs mapa-
METPBI B3aMMHOT'O COIVIACHS M HECOIIACHS TOCPEICTBOM IPOCTPAHCTBEHHBIX MeTadop. Kakaplii My3bIKaHT 00s3aH
HANTH «0OIMuii A36IK» MEKTY CBOMM COOCTBEHHBIM TOJIOCOM M MY3BIKAJIbHBIM KOJUIEKTHBOM, CIIOCOOCTBYSI CO3UIaHUIO
«TIOTIST AJIS1 MY3UIIMPOBAHMD). DTO TIOJIE YCTAHABIMBACT P 3CTETUYECKUX BO3MOKHOCTEH, KOTOPBIE MOXKHO ITPOsiC-
HUTb BO BpeMsI PENICTUINH, OeCce] M UCIIOIHEHNUS Ha CLICHE.

[TomMurMo 3TOTO, TAHHOE TOJE CIIOCOOCTBYET CO3MAHUIO YCIOBHHA TSI MHAWBHUAYATFHONW KOMITO3UTOPCKOHM es-
TeNBHOCTH. VCcTIoNnb3ys BRICKa3bIBAHUS HBIO-HOPKCKAX UMITPOoBU3aTopoB Mapu XamBopcoH (rutapa), Ilurepa DBanca
(Tpy6a) n Ctusa Jlemana (cakcoqoH), aBTOp CTaTbX MOKA3bIBACT TPH PA3IMYHBIX PaKypca TOTO, KaK HHIUBUA MOXKET
CO371aTh MPOCTPAHCTBO UMIIPOBU3ANNH YEPE3 KOMIIO3HUIIHIO.

KitroueBsie ciioBa: My3bikaiibHast (punocodus, Metadopa, IMIIPOBU3AIUS U ITHKA, HOBOE PKA30BOE HATIPABJICHUE,
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ollowing a 2013 performance of a string
Fquartet in which I participated as composer

and saxophonist, a colleague told me how he
had enjoyed a certain passage that he assumed to be
improvised. Although the passage was notated, the
comment led me to reflect on the many rehearsals
I had held with the quartet, during which we would
discuss ideas and improvise together. We were trying
to establish a working method that would break out
of the conventional composer-performer model, and
our hope was that it would be more suitable to the
diverse aesthetic we were interested in exploring.?
As for the passage in question, I remember settling
on a shorthand notation approximating a mix of
bow noise, sliding harmonics, and fast tremolos. By
the time of the performance the quartet was entirely
familiar with the texture, rendering my notation
somewhat redundant.

In fact, the passage represented a particular
aesthetic agreement we had forged together. That
agreement led us to a hybrid musical structure
exemplifying what Robert Morris has called
a “compositional space”, which I adopt here
to signify a set of aesthetic possibilities that is
mutually understood by a group of individuals, and
which is worked out in real time.> These spaces
represent “cracks” through which much analytical
discourse about contemporary music falls, as these
compositions are tailored to the specific needs of
one particular group or individual. To be clear, this
essay is not an attempt to re-litigate the analytical
binary of “improvisation versus composition”,
but rather to understand the unique practices of
particular individuals who take improvisation as
a given for their practice. An effort to capture a
more complete understanding of compositions that
are not formalized as musical scores must involve
a better understanding of the musical communities
from which these compositions emerged. With this
potential gap of understanding in mind, I pursued the
question of compositional spaces by speaking directly
with musical practitioners living and working in
New York City. These improviser-composers come
from diverse backgrounds in African American,
European, folkloric, and electronic music, and
are people with whom I maintain some degree of
professional affiliation as a performer.
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People have a lot more of the unknown
than the known in their minds.

The unknown is great; it’s like the darkness.
Nobody made that. It just happens.

Sun Ra!

Thenotion ofhybridity refers to musical practices
that occupy several idioms simultaneously, and not
to music that self-consciously adheres to a single
idiom like jazz improvisation using song forms.
A central challenge in performing musical hybridity
is how to create the conditions for a satisfying
musical experience in the absence of either a
formalized score or an idiomatic lineage to codify
musical expectations. Given the extraordinary
diversity of alternative approaches outside of strict
idiomatic improvisation available to contemporary
musicians, arriving at a sense of what constitutes
a “successful performance” is itself a significant
creative development for an ensemble, and
therefore is worthy of greater inquiry. For a group of
individuals to collectively share a feeling of mutual
satisfaction in performance, they must successfully
balance the different viewpoints and interests from
within the group. My central argument here is that the
creation of unique compositional spaces represents
a way to productively mediate the complex
interplay of aesthetic agreement and disagreement
lying just beneath the surface of contemporary
improvised music.* As vehicles to mediate an ethical
communication within an ensemble, compositions
open up spaces for new kinds of interaction to occur
in the course of performance.

In describing improvisation as an ethical
interaction, I follow the Foucauldian view of “moral
behaviors” as involving “the manner in which one
ought to conduct oneself...as an ethical subject
acting in reference to the prescriptive elements that
make up a moral code,” which in this case can be
likened to compositional materials that govern an
improvisation.” The philosopher Arnold Davidson
likens Foucault’s “se conduire” (to conduct oneself)
to Williams Parker’s notion of “self-conduction”
which Parker describes as “the concept of conducting
oneself in and out of sections of a composition.
There is also the option of creating parts or setting
at the moment, working individually or as a section.
The rule is the moment always supersedes the preset
compositional idea. Each player has the freedom to
create their own part if they feel the part they would
create is better than the written part at that moment.”
In merging the two ideas, Davidson notes that
“to conduct oneself” is to improvise as an ethical
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subject, a subject who possesses the “freedom to
create” in relation to a moral code.

This article will discuss the process of
composing for improvisers in two parts. First,
the collective effort to achieve an ethical balance
through musical improvisation forms the ground
out of which distinct compositional spaces can
emerge that allow for the kind of ethical interaction
described above. This interaction takes place within
a set of aesthetic possibilities that is referred to here
as the “playing field”. Second, three such spaces
revealed in the interviews will be introduced that
shift, expand upon, or consolidate the playing field
in some way. In choosing to focus on the spatial
metaphors musicians use to describe their work,
I wish to highlight an alternative ontology to the
more conventional understanding of composing
as score making.” Spatial metaphors are consistent
themes in almost every interview I conducted
and, despite the diversity of views taken up here,
offer a powerful consensus on how compositions
serve a unique function within New York’s rich
contemporary music landscape.

I. Improvising and Tolerance
— The playing field

Improvisation can be likened to a form of ethical
mediation where musicians are finding points of
agreement and disagreement, constantly honing in
real time how best to work together. This is why
many ensembles do not last for more than a few
sessions, while others remain together with the same
personnel for decades. Defining agreement and
disagreement can be tricky, as can be seen in recent
scholarship interrogating notions of consensus
in fields as diverse as political theory and even
scientific research.® In a basic sense, the aesthetic
agreements reached by the musicians I interviewed
favor an understanding of consensus that accepts,
recognizes, and values individual differences within
the range of what is considered “normal”.’ Queens-
based pianist Ricardo Gallo describes it this way:
“To me, doing music in an improvisatory way has to
do with tolerance... It has to do with finding common
ground. Notation is an area of departure and what
I want to get at is within that area.” In connecting
tolerance to “common ground”, Gallo asserts that
aesthetic agreement is reached collectively and is
based upon a shared ethical position of tolerance. He
alludes to this in stating that a notated composition
can chart out an area of departure that is unknown
and to which a group can venture. This evokes
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legendary saxophonist/composer Wayne Shorter’s
succinct definition of jazz music as “‘dealing with
the unexpected. No one really knows how to deal
with the unexpected. How do you rehearse the
unknown?”!

Queens-based trumpeter Peter Evans describes
consensus as having more to do with “common
goals in the music rather than specific things that are
happening.” He continues, “That's what makes the
improvised part interesting, that there are differences
in how people hear...and the decisions they make.
If you play with a certain configuration of people
a lot, you can do certain things on a dime, and
actually that becomes an obstacle.” Evans lays out
a hypothetical improvising situation that describes
the potential for disagreement: “Fred wants to keep
playing this high sparkly shimmery stuff...he wants
me to go there with him over and over. Sometimes
[I] go there anyway just to help the music along!”
Evans’ willingness to “go there anyway” illuminates
a kind of ethical conflating of agreement with what
Brooklyn-based technologist Sergei Tcherepnin
calls an aesthetic “sameness, a point on the playing
field”. For Tcherepnin, this point is but one position
“from which you can also depart...[giving] you
a way that you can actually speak to each other
through your differences.” He aptly summarizes
how true consensus is not in sounding the same, but
in establishing an ethical framework where a player
is free to “throw something [new] onto the playing
field, changing the flow of the music.”

Many experienced improvising ensembles have
managed this kind of interplay of intentionality
by developing implicit musical understandings
over months and years of working together.
Ethical mediation involves a mutual trust that
although a musical form can change suddenly and
unexpectedly, sometimes due to an individual’s
whim, the ensemble’s collective unity of intent
and purpose will not be compromised. Although
this is certainly possible without utilizing explicit
musical structures to guide a performance, many of
the musicians I spoke with see a composition as a
way to “help the music along” outside the common
ground and into unknown terrain.

Il. Compositional Spaces
— Moving outside the playing field

Considering musical performance as a kind of
space allows us to consider musical performance as
being a kind of “container” marked by discernible
characteristics. The theorist Robert Morris defines



G/\S\

MexXAyHapoAHbIM oTaeA ® International Division

2017,3

compositional spaces as “out of time structures from
which the more temporally ordered ‘compositional
design’ can be composed”.!! However, spatial
metaphors also offer explanatory guidance
for how a performance comprised of diverse
improvising musicians is structured in real time.
This is apparent in how guitarist Mary Halvorson
describes her compositions as maps (Hear
“Mile High Like” at https://www.youtube.com/
watch?v=LK9Ux6v2irs). In laying out her view on
composition to me, she emphasized how her band
handled an unplanned moment in performance:

I had something written and it was a 16-bar

form and the trumpet played over it. And

I said the alto will join and the trumpet

drops out. But then at the gig everyone in

the band dropped out and suddenly it was
just solo alto and we just eventually cued

into the next part. . .

Although such unexpected structural re-
arrangements are routine in improvised music, they
are crucial to Halvorson’s compositional model as
they fill in areas of the map that may not have been
there initially. Halvorson appreciated this event
because “the whole thing is mapped out...so you
can veer off but you still are in this overall structure
and the composition still has to get played until the
end.”

This active participation in a musical landscape
evokes and expands upon Mark Johnson and Steve
Larson, who in recent work have noted a distinctive
musical understanding based on a perceiver as
moving against and interacting with an ontologically
static space.!? To veer off the map would be to leave
the compositional space Halvorson has set, perhaps
by ignoring given material such as chord changes
or textural instructions. Halvorson concludes that
“maybe that's what separates [playing a composition]
from free improvisation, that these improvisations
are serving the composition. I would hope that
the improvisations are different than if you’re just
playing free.” In the interest of exploring unknown
terrain, Halvorson gives her ensemble significant
latitude to chart their own course through the map
she has introduced, so long as certain destinations
are reached along the way.

In setting out a compositional strategy that
best suits a particular ensemble, musicians have
to balance a desire to articulate often-complex
musical structures with the reality that most
improvisers expect a degree of aesthetic agency
when performing. This is a crucial point of
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distinction for African-derived music, leading
Samuel Floyd to remark, “Improvising musicians
gladly take the risks that come with spontaneity...
in improvised music, high ensemble precision may
be sacrificed for individuality within the aggregate,
with performers and listeners alike tacitly agreeing
that imprecision... sometimes has its own value.”"?
As Brooklyn-based saxophonist Josh Sinton notes,
“I don't understand people writing for jazz trained
musicians, who are improvisers, a ten-page piece.
I'm not saying they are not capable of it, but that's
not playing to their strengths.”14 Peter Evans aims
to strike this balance through his self-described
“jungle pieces”, which create a compositional
space characterized by density of material. Evans
describes this space as “an environment for people
to live in,” a landscape that is “so saturated in detail
that you have to hack your way through the jungle
with a machete to find your path...” He adds that
“it’s confusing, and it’s open. There’s no end to it.”
This kind of compositional space in some ways is
at once more prescriptive than Halvorson’s notion
of the map in that it gives performers concrete
materials to interact with while improvising. At the
same time, Evans accepts that performers will “hack
their way through the jungle” in different ways, and
therefore maintains a significant unknown element
in how the space is interpreted in performance.
Evans’ composition “All” (found here: https://
www.youtube.com/watch?v=MjJHSz1-Hdc) is a
complex contrafact based on the ubiquitous jazz
standard “All the Things You Are”. In addition to
the melodic chromaticism that is characteristic of a
typical bebop tune, players must also contend with
constantly shifting tempi and detailed rhythmic
counterpoint, all set within the song’s original
harmonic progression. Since all of this material
cannot be played all of the time, Evans concludes
that the piece “forces me to question my own criteria
for what is a successful performance. I don’t even
know sometimes! Part of the reason I’m writing this
stuff is for people to take risks.” The risk is to cope
with the uncertainty of getting lost in the jungle, to
make formal decisions that may not coincide with
another player in the ensemble. He recounts one
such instance:
After a certain amount of rotations [the
piece] started to get worse. Then it kind
of fell apart and we all started laughing,
and [percussionist Jim Black] said, “I was
purposely trying to get myself lost.” Jim
was just playing these hits in totally random
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places out of tempo and not looking at the

music so he could find his way back

The complexity of the jungle creates the need for
players to remain aware of a macrocosmic structure,
which is represented here by the original tune’s chord
progression. Where Halvorson’s compositions chart
a specific course through a map, with the ensembles
filling in the space with improvisations, Evans drops
the players into a dense “compositional space” to
be worked out in real time. Unlike a fully realized
score, the “jungle” represents a network of possible
rhythmic and melodic events that players of an
ensemble must grapple with moment by moment.

The creation of macrocosmic forms such as
these is not necessarily evidence of a superior work,
but one that is more suited to players interested in
interpreting such structures. Saxophonist Steve
Lehman refers to this as a directional orientation,
“an implicit understanding or agreement in terms
of musical priorities,” which has to do with “what
people tend to privilege within a musical space.”
For Lehman, improvisers tend to fall into two broad
orientational categories: 1) egocentric where that
position is defined locally to one’s own point in
space (e.g. to my right) or 2) allocentric, where one
defines their position more globally (e.g. east).!
Lehman refers to the former as “improvising in a
way where you are just using your intuition and
reacting to what you hear and trying to communicate
with everyone but it’s all oriented around your
own perception,” whereas the latter is a mode of
improvisation “where all of that is still going on
but there is also a responsibility to uphold a kind
of musical form.” In this way, the composition
becomes an orienting structure for the performance,
a kind of compass that guides players regardless
of their individual position in the space. Ideally,
all players have fully internalized the structure so
that as Lehman puts it, “it becomes an opportunity
rather than a limitation...the sky is the limit in terms
of individual and group decisions.”

Lehman’s composition “Allocentric” (found
here, beginning at approx. 3:00: https://www.
youtube.com/watch?v=dpVSU4A0ODIo) creates
a kind of compositional space that, unlike Evans’
emphasis on density, lays out several consistent
musical strata to which players can refer and that
remain in place throughout the piece. Lehman
described the structure to me:

The harmonies are based off the harmonic

series of four or five different pitches rounded

to the nearest quarter-tone. Rhythmically it
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is a bar of 4/4 that gets divided in different
ways, for example into five parts, so two long
pulses and one short one, and that could last
two bars. The next bar could be the same
bar of 4/4, but divided into seven parts,
subdivided into 2+2+2+1, and so on...'°

As players work with the shifting temporal
and intonational gradients of the scale and
complementary  rhythmic  subdivisions, the
performance is guided by what Lehman describes as
“perceptual ambiguities” inherent to the structure.
These ambiguities of pitch and rhythm form a larger
aesthetic direction for the piece, serving as points
of reference for players to maintain a cohesive
orientation throughout a performance.

The compositional spaces explored here
reflect how musicians engage with their musical
communities. The goal of a compositional space is
to lay out a set of aesthetic possibilities that are of
interest to an ensemble, and which are realizable
in performance. I summarize these compositional
“goals” as follows: 1) Mary Halvorson’s map that
maintains formal continuity between improvisations
that may veer off into unknown territory, 2) Peter
Evans’ jungle that confronts players with a saturated
musical space forcing them to chart a unique path
in performance, and finally 3) Steve Lehman’s
allocentric orientation where the compositional
space functions as a compass for the performance.
In all these spaces, players must balance unexpected
musical events (“the unknown”) with the existing
musical structures. Another commonality among
the spaces is that players maintain their creative
agency with regard to the composition. Although all
represent the result of spatial metaphors, there are
differences in their applicability. One can veer off
a map, but one cannot so easily veer off a jungle,
nor can one deny the universal directionality of
a compass. These conceptual differences have
significant implications for how the music sounds,
as is evident in the recordings these individuals
have released as bandleaders.

Communities function best when the need
for consensus is balanced with recognition of
differences; “commonality in multiplicity” on the
one hand, and “individuality within the aggregate”
on the other.!” In an age when modern political
thinkers call for transcendent “unpredictable
ideologies”,'® contemporary musicians continue
their work opening alternative aesthetic spaces that
are becoming ever more inclusive and sensitive to
the needs of their communities.
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John Lennon
and the Battle in Every Mind between Contempt and Respect

This essay looks at John Lennon of The Beatles to comment on the great need musicologists have for a method
of writing biography that is capable of doing justice to ethical dimension of an artist’s life and work. The author
advocates the use of Aesthetic Realism to achieve this. It is the philosophy founded in 1941 by the great American
scholar Eli Siegel. In Aesthetic Realism is a new way of understanding the relation of Ethics and Aesthetics. Central
to it is Eli Siegel’s comprehension of the on-going debate in every human mind between Contempt and Respect — a
debate illustrated in the life and work of Lennon. To give both more immediacy and more dimension to these matters,
the author — who, like Lennon, is a composer — quotes from class discussions with him from his study, in the 1970s,
with Eli Siegel.
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Ota crarbsi paccmarpuBaeT ¢urypy Jxona JleHHOHa M3 rpynmnbl BUTI3 W AMCKYTHPYET O HEOOXOAMMOCTH CO
CTOPOHBI MY3BIKOBEJIOB BBIPa0OTaTh 0COOBIN METO]] HaMcaHusi GHorpaduu, CrIoCOOHBIN OCBETUTD U B IOJDKHOM Mepe
JIaTh 3TUYECKYIO OLICHKY YKM3HU M TBOPYECTBA JiesiTeNeil MCKyCcCTB. ABTOp MpeAsiaraeT sl JOCTHKEHHS dTHX IieJIen
OPUTHHAIBHBIA METOJ[ «3CTETHYCCKOTO peanu3may. Ito ¢unocodus Dmu Curens, co3nannas B 1941 romy. Dcreru-
YeCKHH peaii3M IMpejroiaraeT HOBbIi Cloco0 MOHMMaHMsS B cepe STUKU U 3cTeTUKH. OCHOBHBIM €0 3JIEMEHTOM
ABJIAETCS ocMbIcieHre D CureneM MpoTuBOOOPCTBA MEXK/TY MPE3PEHUEM U yBa)KEHHEM, IPOUCXOISIIETO B KaXKI0M
YeJIOBEYECKOM yMe, — IPOTHBOOOPCTRA, MPOAEMOHCTPUPOBAHHOTO Ha IPUMEpPE KHU3HEHHOTO MyTH U TBopuecTBa JIeH-
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ABJISIETCA KOMIIO3UTOPOM, IPUBOJUT IIUTATHI U3 JUCKYCCUH MEXKAY HUM M ero yunrenaeM Onu Curenem B 1970-e roasl,
BO BpEMsI 3aHSTHH B yHUBEPCHUTETE.

KiroueBsbie ciosa: JIxxon JlennoH, Onu Curenb, butiz, scteTuueckuil peanusm, STUKA.

tremendous importance to musicologists: how
to do biographical research in depth. I will be
looking briefly, yet I hope usefully, at John Lennon
(1940-1980) in order to give evidence that scholars
need to study the debate between contempt and

In this short essay, I will be exploring a matter of

respect — a debate which is in every human mind —
to achieve the depth we hope for as we write about
the life and work of musicians.

This debate was identified for the first time by
the great American philosopher Eli Siegel (1902—
1978). He was the founder of Aesthetic Realism,

* Dr. Edward Green is an award-winning composer and musicologist who has been on the faculty of Manhattan School
of Music since 1984. Among his recent publications is The Cambridge Companion to Duke Ellington. His website is:
www.edgreenmusic.org.
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which he began teaching in 1941. Its core principles
can be summarized in these three statements:

1. The deepest desire of every person is to like
the world on an honest or accurate basis.
The greatest danger for a person is to have
contempt for the world and what is in it.
Contempt can be defined as the lessening of
what is different from oneself as a means of
self-increase as one sees it.

All beauty is a making one of opposites, and
the making one of opposites is what we are
going after in ourselves.!

I have seen that studying these principles
empowers a musicologist to understand, more
deeply than ever, how Ethics and Aesthetics are
related.

Scholars have certainly done much valuable work
showing how a musician’s religious, philosophic,
and political convictions may affect his or her work.
Recent examples include Christoph Wolff's fine study
of Bach and Lewis Lockwood’s of Beethoven. There
has also been significant exploration by our profession
of how sociological pressures affect artistic decisions,
including decisions of a subconscious nature. The list
here is nearly legion; so I mention just one scholar:
Christopher Small.

What has hardly ever been done, however, is
for a musicologist to ask: How do the everyday
ethics of a musician affect the quality of his or her
art?? Will music remain unscathed if composers or
performers have people in their minds with unjust
contempt? Asking this question in reverse, that is,
in its positive form: Does an attitude of respect for
humanity and for the world strengthen one’s art?
Make it technically stronger?

That Eli Siegel saw what beauty is — the
oneness of the permanent opposites in reality — is
a monumental cultural achievement, of inestimable
value to the science of musicology. This article
focuses, however, on another of his major
contributions to our field: a new understanding of
ethics. Music history, after all, is made by human
beings; every decision a musician makes — no
matter how seemingly “abstract” or “technical” —
has inevitably its ethical dimension.

2.

Ethics and Aesthetics
in a Song of the Beatles

For example, consider one of the most popular
songs of the Beatles — a song which celebrates the
joy and pride a man feels through respect: through
being happy to show, without limit, how deeply he
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is affected by the world outside himself in the form
of a particular woman. I am speaking about “I Want
to Hold Your Hand,” which Lennon co-composed
with Paul McCartney.

The song, which is from 1963, says, in effect:
“I want to be close to this girl, and God am I proud
of it!” Musically, it puts together, in a notable way,
the opposites of assertion and yielding: the beat is
assertive, yet the melody in nearly every phrase
gently curves downward. Consider, for example,
the very opening three phrases: “Oh, yeah, I'll / tell
you something. / I think you'll understand.”

Next, consider the song’s melodic climax: the
high B which arrives on the word “hand” — in a
phrase sung out by people all over the globe: “I
want to hold your kand.” That high note rhymes
with its very opposite, the lowest note of the
opening phrase, heard just a moment before and
a full octave and a perfect fourth lower: “I think
you'll understand.”

Through the rhyme, opposites are made one:
low and high, modesty and boldness, thoughtfulness
and exuberance. Even mind and body are made one:
“understand” — mind; “hand” — body. Significantly,
the same chord, B minor, the mediant in the key of
G, supports both words.

John Lennon and Paul McCartney, as artists,
had the power to integrate aspects of human
emotion that so often are in conflict. Was this an
aesthetic achievement only, or likewise an ethical
one? It was both. No wonder millions bought their
records. As Eli Siegel explained: “The resolution of
conflict in self, is like the making one of opposites
in art.””

I also recall him, in a class, giving this concise
description — at once charming and precise — of
ethics. “Ethics,” he said, “is the art of enjoying
justice.” A question therefore worth asking, is whe-
ther in every instance of pleasure humanity has
gotten from art, ethics is implied. I believe it is;
in art justice is given simultaneously to opposite
aspects of what reality is; opposite aspects, as well,
of the emotional demands of our inner lives.

What | Learned

In several of my scholarly works, [ have
given examples from my own life about the
ethical education I have received, and continue to
receive, from Aesthetic Realism, and described its
strengthening impact on my work as a composer.
I will do so again now for the purpose of shedding
more light on the ethical and artistic questions



G/\S\

MexXAyHapoAHbIM oTaeA ® International Division

2017,3

John Lennon wrestled with. Though this procedure
is currently “unusual” in scholarly work, it is
completely in keeping with accepted scientific
methodology; merely a broadening of it. We expect
a musicologist who is commenting on the structure
of a piece of music to have studied musical theory;
we demand that a scholar commenting on the
sociological dimensions of music has first studied
the field honorably. So it is with the relation of
music and ethics: we should require a scholar to
have “dug into” the subject.

And ethics can only be studied “first-hand.”
If we are not studying our own ethics — good and
bad — we are not really studying ethics at all; we are
merely “observing other people” from a comfortable
position of ego-distance, and likely ego-superiority.
To be truly equipped to look at another's ethics, one
first has to be rigorous with oneself — just as one
would expect rigor in a scholar's study of any other
dimension of music.

Central in my ethical education was learning,
through Aesthetic Realism, how I had tried to
build a personality by imaging myself superior to
other people — beginning with my family. This was
contempt, and it is exceedingly common. “There is
a disposition in every person,” Mr. Siegel explained,
to think we will be for ourselves by making less of
the outside world.”

Art, I learned, is the great opponent of contempt.
It is the embodiment of the human drive to see the
world and other people as having value. Contempt
makes the world duller than it truly is; art is a
passionate search for meaning, value, and beauty.

In 1975, I was studying in classes taught by
Eli Siegel, and in an Ethical Study Conference of
September 23, [ learned about competition. “Usually
there are four things people are competitive about,”
he explained to me: “Love; money; social effect;
knowledge. Which do you think it is with you?” I
said, “I think the last is largest.”

ES: Does anyone stop you from knowing as
much as you can?

EG: No.

ES: Do you believe you should try to know all
you can or more than someone else you know? The
first question for you is, does trying to be better than
another person help you be as good as possible or
hurt you? Your job is to be as good as you can be and
not at war with another. Do you think there is still
a world you can know about as much as possible?

EG: Yes.

ES: Stick to that feeling.
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In this discussion, Eli Siegel had unbounded
good will for my life. One further Aesthetic
Realism discussion, and the groundwork is laid
for considering how contempt and respect were
operative in John Lennon's life. This is from a class
of February 4, 1977.

ES: Do you think the desire to let go, to be as
intense as one can be is sensible?

EG: Yes.

ES: I don’t think you do.

EG: Why?

ES: Because earlier you said you want to be
superior to any situation, the master of it. A deep
feeling is one that controls you. A lesser feeling is
one that you control. Do you think it is ever right to
have a feeling control you?

EG: Well....

ES: This worries you as to your attitude to
music. Do you think Beethoven wanted to have
what he was saying control him? Of course, the
two are there — if something controls you, then you
control it.

EG: Why am [ afraid of that?

ES: Superiority. Have you watched with some
amusement seeing other people being intense and
feeling superior to them?

EG: Yes, I have watched and felt superior.

ES: If you go into the field of music, if you are
really fortunate, the notes will tell you what to do.
After all, when you were born, the world told you
what to do. Can that be repeated?

These questions shed much light, I believe, on
the combat in the mind of John Lennon between
coldness and warmth: between keeping the world
at arm's length and being deeply affected by it. The
battle, that is, between contempt and respect. Eli
Siegel understood the debate in every person about
the world: Should we be separate from it? Try to
conquer it, be cold to it, see it as worthy of our
contempt? Or should we do all we can to like it,
and have large emotion about it? He explained to
me:

No one understands fully what it means to
have feeling. Every person has felt they were
too God-damned cold, with hearts too much
like stone or cold spaghetti. But as a person is
afraid of being cold, he is also afraid of being
warmer, because God knows what it will lead
to. Everyone should ask, what is my greatest
question? And the greatest question can be put
very simply: Do I feel the world in the right
way?
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How Do We Choose to Meet the World?

Lennon’s popularity was extraordinary. Peop-
le on the street screamed out when they caught
sight of him. In every city, women he had never
seen before wanted to be with him. I respect
John Lennon for how he tried to retain a sense of
proportion and humility in the midst of all this.
Even at his most famous, he would speak modestly
about his own work, and enthusiastically about
others.

But Lennon also suffered from this flood of
approval. “If we are praised without being known,”
Eli Siegel wrote in ‘The Ordinary Doom,” “no
matter how intense and multitudinous the praise
may be, we are not wholly alive. To be taken for
someone else is hardly a way to be alive in one's
own right.”

“I'm a loser / And I’m not what I appear to be,”
Lennon sang in 1964. Again in songs like “Help!”
and “Nowhere Man,” he sang with candor about
himself. It encouraged people; there was a feeling,
which I remember well: if John Lennon can be so
open about his doubts of himself in public, maybe I
can be free, too — free to be honest.

If any theme was central to Rock music in the
1960s, it was freedom: personal, cultural, political
freedom.® Freedom was defined by Eli Siegel as
“the being able for a thing to be as it wants to be,
while changing as it wants to change.” And he
noted, “Whatever stops a self from being as much
as it can and changing as much as it can, is against
its freedom.””

People can feel — and most often do — that the
“right” to have contempt for things is an essential
component of their freedom. Without the ability
to sneer, many people would feel unsure just how
to have a conversation! Social life, unfortunately,
often illustrates the point: when two people, in
private, speak about a third person who is not
present, the motive sometimes is to understand
that person with depth and justice, but all-too-
often the motive is to catalogue what the two
conversationalists feel are the inadequacies of the
absent person.

God save all three of them!

So, we need to ask: Does establishing a
personality for ourselves on the basis of contempt
add to our freedom, or enslave us? As Aesthetic
Realism sees it, the desire to scorn the very world
we need to complete ourselves is the most common
tragedy in history.
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How Much Feeling Does
the World Deserve?

As the class discussion I quoted indicates, like
many people, [ wanted to be in control of how much
the world would matter to me. “There are some
people who feel strength is not to have too big a
feeling,” Eli Siegel explained, “and if they do, to
hide it. Every now and then you show a great deal of
feeling. But are you sure it is the tough thing in you
that has done it, or the weak thing?”

I said I was not sure. This meant, he explained,
that I was “a feeling adjuster.” He asked: “Do you
think you have tried to have feelings come into their
true strength, or tried to hush them into neutrality?”

My whole life was present in this kind and
beautiful discussion. I also think they were questions
John Lennon was desperate to hear. There was a
strong ethical fight in Lennon, which few if any of
his fans took seriously. He never made up his mind
about what the world and people deserved.

Lennon’s parents had a turbulent marriage,
which ended in divorce. John was five when he
went to live with his aunt. When he was 17, and
just reunited with his mother, she was killed by
a hit-and-run driver. It seems he did not see his
father again until 1965, when he came to ask his
son, now famous, for money. Given these facts, it
was easy enough for Lennon to see the world “as an
impossible mess.”®

To his credit, he fought against it. From an early
age he was interested in the arts, and wanted to
see beauty. “Books were his passion,” writes Ray
Coleman in his 1984 biography, in which he also
describes how the young man spent hours drawing,
and working on his music.” Yet Coleman notes that
Lennon’s sense of humor was often caustic and
cruel. A college girlfriend told how they would walk
the Liverpool streets, mocking the elderly people
they saw. And Peter Brown and Steven Gaines,
in The Love You Make: An Insider's Story of the
Beatles, write:

He derived special pleasure from ridiculing
street beggars and cripples. His typical behavior
would be to walk up to a hapless paraplegic he
encountered on the street and make cruel jokes
about his useless limbs. “Where's ya legs go,
mate? Run away with your wife?”!?

John Lennon, who had art and kindness in him,
who would show great tenderness in the song “In
My Life,” and who stirred the world singing, “All
You Need Is Love,” and “Give Peace A Chance,”
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punished himself ferociously for his unjust
contempt. He was driven to portray himself as
deformed. Many of his self-portraits are horribly
distorted. In one, he pictures himself with claws,
not fingers.!"

I think what was going on in Lennon is explained
by these words by Eli Siegel in Self and World:
“Obsessions are symbolical punishments that we
give ourselves.”? The fact that a man is against
himself for his unjust scorn is a beautiful fact. It
shows our deepest desire is to be fair, and that we
will never be at peace or feel free until we are.

Art is Integrity;
Contempt is Disintegration

Aesthetic Realism explains that we can —
indeed, we should — learn from art how to put
together opposite emotions in ourselves. A question
for everyone is how to make a one of our anger with
the world, and our desire to love it; our sense of
beauty, and our sense of ugliness.

There was confusion in John Lennon about this,
as there is in all of us. But his confusion played
out on a world-wide stage, for all to see. In many
interviews, he had the courage to criticize himself,
and men in general, for our injustice towards
women. Yet he also used women, and a certain
notion of freedom as to sex, to praise himself for
his amorous prowess, and in the process to diminish
the meaning of the rest of the world. For example,
in the song “God,” written after the break-up of the
Beatles, after first listing all the things he no longer
believes in — including Elvis, the Beatles, and Jesus
— John Lennon continues “I just believe in me /
Yoko and me / And that's reality.”

No it is not. The shrinking of the world down to
two people is not love, but vanity. “The true purpose
of love,” Eli Siegel explained in Self and World, “is
to feel closely one with things as a whole.”!3

As his career went on, Lennon increasingly
wrote songs which present the world as something
to get away from. Take “I Am Walrus,” a song from
1967. In it, both words and music sneer. The melody
is limp and also constricted, and the words — full of
self-pity and yet, at the very same time, superiority
— present life as an ugly, meaningless jumble.'* He
sings:

I am he as you are he as you are me

And we are all together

See how they run like pigs from a gun

See how they fly

I’'m crying
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Here, Lennon glorifies ugliness while praising
himself for his own verbal cleverness. That is
something many people do. I did it as a High School
and college student in the late 1960s, and it is why
I believe this song once appealed very much to me.
And though I am not dealing in this short essay
with “Reception Theory,” I hope readers can see
the relevance of what I have just said in broadening,
and making keener, that branch of musicological
research. Put simply: music can appeal to the most
ethically beautiful thing in us, but it can also appeal
to something repulsive.

Why Are We Interested in Music?

I think it would have strengthened John Lennon's
life to have heard questions like the ones I was
privileged to hear from Eli Siegel when I studied
with him in the mid-1970s:

What are you interested in music for: for the glory

of Ed Green or for the glory of the possibilities

of reality? The question still is: What do you
want to praise, your own ability? Or do you want
to find something in the world to praise?

These questions enabled me to rethink some
very bad decisions I had made early in my life, and
the rethinking made for a new freedom.

That Lennon could mistake contempt for true
creativity is illustrated in “I Am A Walrus.” As
Walter Everett writes in The Beatles as Musicians:
Revolverto Anthology, Lennon “decided to confound
his scholarly and journalistic audiences by writing a
song so inscrutable that it could only yield the most
laughable attempt at analytical parsing.”'> Which
means that the song was written with the specific
and very conscious hope to make other people look
ridiculous. Even worse is the fact that the song arose
from Lennon learning that students in the school he
attended as a young man were, with the enthusiastic
encouragement of their teacher, trying to see the
meaning of the lyrics to his songs.

Instead of gratitude, rather than being moved
by their care for him and interest in him, Lennon
told a friend that in response to this news he
would purposefully create a song to frustrate these
young people: a song whose lyrics would be as
incoherent as possible. In my opinion, enjoying
one’s power to punish people — let alone people
sincerely trying to understand you — is a sign of
mind losing its integrity. Such actions arise from
the ugly hope to be superior to the world different
from oneself. Art does not emerge from such a
cruel state of mind.
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In his book, Everett also notes:
This incoherent manner carried on after the
“Walrus” joke in “Glass Onion, “Happiness Is
a Warm Gun,” “Dig a Pony,” “Come Together,”
and others, as if Lennon were masking his true
nature, taking refuge in obscure personal jokes.'¢
This, I believe, is largely true. Still, to be fair,
each song needs to be evaluated on its own. “Come
Together,” for example, has a crisp, bracing, edgy
sound that is very different from the slovenly
sound-world of “Walrus.” It has a sound that is
honestly critical, not ego-soothing. Where “Walrus”
is largely incoherent, that song has a very taking
relation of mystery and clarity.

An Instance of Musical and Ethical Integrity

I conclude with a song in which Lennon
attempted to bring integrity to the very difficult
opposites of pain and pleasure. It is “A Hard Day's
Night,” a rock masterpiece from 1964. Perhaps with
the exception of “A Day In The Life,” Lennon never
wrote a greater song.

A very important moment in “A Hard Day’s
Night” occurs when, in a major key, he sings, more
than once: “You know I feel alright” — with the

Gy —

' URL: https://aestheticrealism.org/about-us/eli-
siegel-founder/ Contained within a short biography of
Eli Siegel presented on the site of the Aesthetic Realism
Foundation, New York.

2 It is notable that in the index to Edward Lippman’s
classic text A History of Western Musical Aesthetics
(University of Nebraska Press, 1992), the word “ethics”
never appears. It is similarly absent in the index of perhaps
the most significant recent philosophic text on music,
Roger Scruton’s 1997 The Aesthetics of Music (Oxford
University Press). Plainly, a scholarly gap exists to be
filled; a conceptual separation of Ethics and Aesthetics
cries out to be bridged.

* http://www.aestheticrealism.net/tro/art-and-your-
life-the-same-subject.html Originally published as issue
1686 of the journal The Right of Aesthetic Realism to Be
Known (February 21, 2007).

4 Cited in Aesthetic Realism: We Have Been There —
Six Artists on the Siegel Theory of Opposites. (New York:
Definition Press, 1969), p. 14.

5 http://www.aestheticrealism.net/essays/ordinary-
doom-with-preface.html Published earlier in Eli Siegel's
The Frances Sanders Lesson and Two Related Works
(New York: Definition Press, 1974).
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word “alright,” each time clearly making use of the
conflicting minor third. Hearing this cross relation,
one simply cannot help but experience pleasure and
pain at once. It is technical respect for the world: the
desire to feel that the contradictions in reality — even
the most difficult contradictions — can make sense;
beautiful sense.

And then there is that powerful beat, driving
us inexorably forward. But where? To a sudden
fade-out. By means of this surprising coda,
hardness meets gentleness in a surprising yet
convincing manner. And where is that fade-out
situated tonally? A major second lower than the
key we have been in throughout: F major rather
than G major. Through this new (and deeper) tonal
perspective, we get a sudden feeling of going out
wide into space.

“Music tells what the world is like,” Eli Siegel
wrote in 1975." By giving us a sight of the world
where it begins, in its permanent scientific and
philosophic structure — the oneness of opposites —
music shows us a world we can authentically like
and have large emotion about. It is a world we can
honestly respect; and through respect, become truly
free.

NOTES ~—o(<

¢ See “Takin'it to the streets” — A Sixties Reader, ed.
Alexander Bloom and Wini Breines. (New York: Oxford
University Press, 2003).

7URL: http://www.aestheticrealism.net/definitions/
Definitions_Freedom.html Definitions and Comment:
Being a Description of the World, in which this
discussion of freedom first appeared, was written in
1945-46.

8 This phrase is found in the Preface, “Contempt
Causes Insanity,” to Eli Siegel's Self and World: An
Explanation of Aesthetic Realism. (New York: Definition
Press, 1981), p. 14. The book was written in 1942.

? Lennon (New York: McGraw-Hill Book Company),
p. 26.

10 (New York: McGraw-Hill Book Company, 1983),
p. 30.

' See Coleman (op. cit.), p. 4, where he writes of
how Lennon, in art school in Liverpool in his pre-Beatles
days, “quickly developed a bizarre obsession for cripples,
spastics, any human deformities.”

12 Siegel (1981), op. cit., p. 148. This is within a
chapter titled “Imagination, Reality, and Aesthetics.”

13 Siegel (1981) op. cit., p. 171. Within the chapter
“Love and Reality.”
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4 That the band sensed there was something deeply =~ were playing ‘I Am The Walrus.” It's one of the saddest
wrong with the song is tellingly described by Geoff = memories I have of my time with the Beatles.”

Emerick in Here, There and Everywhere: My Life 15 (New York: Oxford University Press, 1999), p. 133.
Recording the Music of The Beatles (New York: Gotham 16 Everett (1999) op. cit., p. 134.
Books, 2006), p. 214: “Listening to the record today 7 URL: http://www.aestheticrealism.net/tro/music-

you can hear that they’re distracted, that their minds are  tells-what-the-world-is-like.html Originally issue 93 of
not really on what they’re doing. I distinctly remember  The Right of Aesthetic Realism to Be Known (January 8,
the look of emptiness on all their faces while they 1975).
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MexxAyHapoAHas Hay4Hasi KOHchepeHL s
«McKyccTBOBeAeHHEe B KOHTEKCTEe APYrux Hayk B Poccuu
U 3a pybexxom. lNaparrean u B3aMMOAEHCTBUS»
(MockBa, 23-28 anpeas 2017)

B pycne akTtyanpHOIl TOTpeGHOCTH HWHTETpa-
UM Pa3TUYHBIX O0JNacTell 3HAHWS TPU TOJICPK-
ke PO®U cocrosuiack MeXIyHapoIHas Hay4dHas
koH(epeHnust «VcKkyccTBOBeieHHE B KOHTEKCTE
Ipyrux Hayk. Ilapamiend u B3auMOICHCTBHS)'.
Hayunsrit dopym, npoxoauBinuii B creHax MockoB-
CKOTO TOCYZIapCTBEHHOTO MHCTUTYTa MYy3BbIKH IMEHHU
A. I lllauTke, 0OBEIUHNUI UCCIICIOBATEICH U3 Pa3-
HBIX TopozioB Poccrn, a Takoke OIMMKHETO 3apyOeKbst
— Azep0aiimxan, benopyccus, YkpanHa u JaibHEro
— Bemuko6puranus, I epmannst, Unawst, Uramus, Ku-
tait, Morromms, CIIIA. KaxnpIii y9acTHUK TOTY9HI
OykiieT 1 MexXTyHapOIHbIi cepTU(HKAT.

Ha koudepenmto B MOCKBY CheXanuch KPyITHBIE
yuénble u3 54 By3oB. Hanbonee MacmraOHbIM OKa3a-
JIOCh TPEACTAaBUTEIBCTBO MY3BIKAIBHBIX YUpEKIe-
HUI 1 001IeryMaHUTAPHBIX YHUBEPCUTETOB, a TAKIKE
JPYTHUX WHCTUTYTOB, B TOM YHCJIE€ XY0’KECTBEHHBIX
By30B. C IIpUBETCTBHEM K ydacTHHKaM (opyma 00-
paTWInCh 3aMECTHTENh HadallbHUKA YIPaBJICHUS
ryMaHUTapHBIX Hayk Poccuiickoro ¢onnma dynma-
MEHTAJbHBIX HCCIEAOBAaHNH, JI-p HCKYCCTBOBEACHUS
H. I Jenucos, n-p uckyccrsosenenus 1. P. KoHcon,
II-p KyJIBTYPOJIOTHHA | J-p e, Hayk A. A. IlepOako-
Ba, KaHJ. TeXH. HayK A. A. bukOynarosa.

BpyueHue ceptudmkaTa yyacTH1Ka KoHdepeHLummn:
. P. KoHcoH, I'. A. 3acAaaBckuit

Y4aCTHMKM KOHEPEHLMM.

B ueHTtpe: I'. P. KoHcoH, A. A. PocToBues;
caeBa HanpaBo cupasT: [ 1O. Hukmnnopeu-Takuraea,
I. A. 3acaaBckui, T. M. Haymerko, O. B. Knpmaaosa,

A. B. MBaHos, T. K. Eroposa,
A. M. AecoBmnueHnko, M. B. Hesckas

Konnenmus «mapanienn u nepecedeHus: Mex-
TUCHMIUIMHAPHBIX HayK» Oblja BBISBIEHA C TO3H-
AN HCTOPUKO-TEOPETHUECKON U COLIMOJIOTHYECKOM
nepcnektuB. OJHO W3 MaclTaOHO TPECTaBJICH-
HBIX HampaBJIeHud — obpazoeanue u nayxka. K semy
OTHOCSITCSI JOKJIaZIbl, IPOYUTAHHBIC HA TJICHAPHOM
3acemannu. lIpeamodrenwe OBUIO OTHaHO 0000-
HIAfOIKM JOKJIaaaM, B dncie KoTopeix — «Kiac-
CHUECKUI YHHBEPCUTET B JIOXY HOBBIX MH(OpMa-
IUOHHBIX TexHosornii: onbelT CIIOIY B KoHTEKCTE
pPa3BUTHSL BEAYIIMX YHUBEPCHUTETOB MHUpPa» [-pa
nonuT. Hayk O. B. ITonoBoii, «O0 0COOCHHOCTSIX
myOnuKanui B 00JaCcTH HayKH 00 UCKYCCTBE B MEXK-
IYHapOAHBIX HAyKOMETPHYECKMX 0a3ax JaHHBIX
Scopus u Web of Science» kau. TeXH. HayK, IPe3u-
neata AHPU O. B. Kupumiosoii, «O maructpaib-
HBIX TE€HACHIUAX MOATOTOBKH HCCIIEI0BATEIhCKIX
KaJapoB coBpeMeHHOUW Poccun (B KOHTEKCTE CpaB-
HEHHUS C aHMIOCAKCOHCKOM akKaJeMH4ecKoll Tpa-
mummei)» a-pa uckyccrsoBenenus I. P. Koncona,

! Poccuiickuii hon GyHaaMeHTaIBHBIX HCCIIEn0BaHuiA, mpoekT 17-04-14080 r.
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«Poccuiickoe HCKycCTBOBEAUECKOoe 00pa3oBaHue
B ycnoBHsAX bomoHCKOro mporecca (Ha mpumepe
HU3Y4YCHMs KIJIACCUUECKOM aKaJleMU4eCcKOll Tpaiu-
umu Cankt-IlerepOypra)» A-pa HCKyCCTBOBEAEHUS
C. M. I'pauéBoii, «Bb130BbI HHPOPMAIIMOHHON 1TU-
BUIM3aUK U rymanutapuii XXI seka» a-pa (Ph.D.)
I'. }O. Huxunopen-TakuraBa B COaBTOPCTBE C A-POM
¢dumnoc. nayk I I1. OTronKuM.

Tema oOpa3oBaHus OblIa pacKphITa U Ha MPH-
Mepe OTJENIbHBIX OTpacieil 3HaHHA:

— obpa3zoBarenpHO-3THUECKOH: «K Bompocy o
(opMupoBaHNM WHCTUTYTa HAYyYHOW pemyTaluu
(mo marepuanam 3aIIMT AUCCEPTALMOHHBIX HCCIIe-
JIOBaHUH W aKaJeMHYECKUX MyOnuKammidi B 00Ja-
CTH TYMaHUTAPHBIX M OOIIECTBEHHBIX HAyK)» A-pa
(u3.-mar. HayK, coocHoBarensa coobmiecTBa «Jluc-
cepreT» A. A. PocroBrena;

— TearpanbHOii: «CoBpeMeHHOE TeaTpajbHOe

obpazoBanue B Poccuu u 3a pyOekoM: mapaiein
Y B3aMMOJEHCTBHS» KaHA. (DUIION. HayK, peKropa
TocymapcTBeHHOTO WHCTHUTYTa TeaTpajbHOTO WC-
kycctBa — TUTUC I. A. 3acnasckoro;
My3bIKaJIbHO-UCTIONHUTENbCKOW:  «Hanuo-
HaJbHBIN MEHTAJUTET B MYy3bIKaJIbHON TIe1aroTuKe:
pOCCHIICKO-€BPOIIEUCKUI TTapaJoKe» J-pa HCKycC-
cTBOBeeHMs, A-pa ncuxon. Hayk [[. K. Kupnap-
ckoi, «O HEKOTOPHIX TEHACHIHAX COBPEMEHHOTO
KOHIIEPTHOTO MEHEKMEHTa M MY3BIKAIBHOTO 00-
paszoBanusg B Poccuu u 3a pyGexoM (Ha mpumepe
(hopTenMaHHOTO HCIOTHUTEIHCKOTO HCKYCCTBA)»
wieHa npesunuyma Cosera npu [Ipesunente Poc-
culickoi @ezxepanuy N0 KyJIbBTYpe M HCKYCCTBY
E. B. Meuerunoii;
ICUXOJIOTO-TIegarornyeckon: «booHCckuit
MPOIIECC W OTEUYECTBEHHAs My3bIKaJbHas IeAa-
TOTHKA: WHTETpalus WIN JAerpafanua’» Kam.
uckyccrBoBeAeHus O. JI. bepak, «llouck mcuxo-
JIOTO-TIETaTOTUYECKUX CTPATEeTHil B OOy4EHUH MY-
3BIKAHTA-UCIIOIHUTEII N-pa Onoir. Hayk O. M. Ba-
3aHOBOM B coaBTopcTBe ¢ aoil. T. W. IleTpeHko;

— (unonoruueckoii: «Puonornyeckoe obdpa-
3oBanue B Poccun u 3apy0Oexbe: HOBEHIINE TEXHU-
KH KaK ()akTOp U3MEHEHUS] OCHOBHBIX TPEHIOB YHU-
BepcuTeTcKoro ooyueHus» gom. M. B. Heckoif;

— My3bIKoBeaueckoi: «llepcriekTuBbl cOmmKe-
HUSL POCCUHCKON U 3apyO0eKHOM My3BIKOBETIECKIX
TpaauIUil: K TOCTAHOBKE MPOOJIEMBI» JI-pa UCKyC-
crtBoBenenus T. 1. Haymenko.

Onnoti n3 Hanbosee BOCTpEeOOBAHHBIX O0IacTei
HayKH Ha KOH(EPEHIMH OKa3ajach IICHUXOJIOTHS,
KOTOpasi OpTaHWYHO BCTYIAaeT BO B3aUMOJEHCTBHE
C IIpyTUMH JUCHUILUTUHAMH, HAIPUMeED, ¢ QHIIONO-
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rueil. B atoit chepe otmerum goknax «DaHToMac
KaK WHTEPMEIUATbHBIA 00pa3-mud» a-pa Ghuiom.
Hayk H. T. ITaxcapsbsH.

IIcuxonorus B cBsI3u ¢ €€ KOMMYHHMKaTHBHOU
¢yHKIMEH paccMaTrpuBaiach B Aokiaagax «lckyc-
CTBO IICHUXOJIOTMYECKUX BO3JCHCTBUN: UCTOPUS H
COBPEMEHHOCTBY» Ji-pa couuois. Hayk B. II. Ilei-
HOBa, «My3bIKalbHOE TEpeXMBAHUE KaK OCHOBA
3 PEKTUBHOCTH MY3BIKOTEpAIIUN» J-pa Tej. Hayk
A. B. Topomopoii B coaBropctBe ¢ a-poMm (Ph.D.)
Bonbsgraarom Mactaakom.

N3yueHne My3bIKQUIBHOW IICUXOJOTHH, Ha-
pamMBaHHA CMBICNIA, a TaKXKE CBS3M C Teopuen
WHPOpPMALIMM HAIIA OCBEUICHHE B JOKJIauax
«My3bIKaJIbHasg CHUHECTETHKa W HEKJIACCHYECKOe
WCKYCCTBO3HAHME» JI-pa UCKYCCTBOBEICHUS, KaH]I.
¢unoc. mayk H. I1. Komsmenko, «“Bo3moxknoe” u
“HEBO3MOYKHOE” B MY3BIKE: IICHXOJOTHS BOCIpPH-
ATHSL HOBOTO W TeopHsl MHPopManum» na-pa Gus.-
Mmar. Hayk B. II. PeixoBa.

[Icuxonorusi Kak TakoBasi, HO B HOBOM OCMBIC-
JICHUH CTajia TeMOM BBICTYIICHHS KaHJI. TICHXOI.
Hayk A. A. TroxoBa «Maen JI. C. Beirorckoro B co-
BPEMEHHOM IICUXOJIOTUH HCKYCCTBAY.

B mocnenyromnue qHM KOHGEPESHINH TTaHOpaMa
HCCIIEIOBAaHUN JOIOJIHUIIACh UHBIMU OMPACTAMU
HAayKu, CPEIN KOTOPBIX:

— JKUBOMIHCH U apxuTekrypa: «Croxer “Pacrs-
THE” B PyCCKOW CaKpajbHOH miactuke. Bompocsl
CTHJIMCTUKU U MKOHOTpadum» JI-pa UCKYyCCTBOBE-
nenwmsi, nerictB. wieHa PAX M. A. BypraHosoi,
«IIpoTHBOCTOSSTHHE COIMOLIEHTPUYECKOW U aH-
TPOTIOLIEHTPUUECKON TEHJICHIIMA B apXUTEKType:
WCTOpHUS U B3IV COBPEMEHHUKOBY J-pa TICUXOII.
Hayk b. H. PepxoBa B cOaBTOPCTBE € aCIMPAaHTKOM
MITIIY A. A. TapacoBoii;

—nuteparyposeneHue: «*“nanorn” @pandecko
[leTpapku u MX TEKCTOBBIE W BU3yaJbHBIE WHTEP-
nperanuy B S1oxy Pedopmarun: obmee 1 ocobeH-
HOE B COBPEMEHHBIX €BPONEUCKUX M POCCUMCKUX
noaxonax» A-pa uct. Hayk H. M. JleBstalikuHo,
«ITepcnieKTUBBI B3aUMOICUCTBHUS 3aI1aIHOEBPOIICH-
CKOW M POCCHICKOHM JTHOPETTOIOTHH» aCITUPAHTKU
Pumckoro yauBepcutera «Top Beprara» A. B. Cre-
neHko, «XKenckas nureparypa Mrtamum XX Beka:
CTHJIM, KaHPBI, WHTOHALMU» KaHl. (QHUION. HayK
10. H. TI'anarenko.

DyHIaMEHTAIEHONH 00JIaCThI0, €CTECTBEHHO,
SIBIJIOCH M)3bIKOG8€O€eHUe, TIE BBISIBIINCH MHOTHE
ACTICKTHI:
3amaJHOeBpoIeiickasl OapodyHas My3bIKa:
«Mys3bIKa 3110x1 0apOKKO KaK mpodiiema CoBpeMeH-
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HOTO POCCHIICKOTO MY3BIKO3HAHMSD) JI-pa HCKYC-
crBoBenenus FO. C. bouaposa, «XKu3Hb, o0yueHue
¥ BOCTIMTAaHUE MAJEHbKHUX MEBYMX BO (PPAHITY3CKUX
Metpuszax XVII-XVIII BekoB» J-pa HUCKyCCTBOBE-
nenus B. B. bepesuna, «Ilaptuu TpaBectu B onep-
HOM uckycctBe XVII-XVIII BekoB — mapagoKchl U
Kypb&3b» I-pa ucKyccTBoBeAeHNS A. B. Jlenncona;

— OTE€YECTBEHHAs IOKYMEHTAINCTHKA: «bubim-
oreka M. A. banakupeBa: K yepraMm TBOPYECKOU
ouorpadum» n-pa uckycctBoBemenus 1. A. 3aii-
neBolt, «Hayunas nestenpHOCTh FO. H. Tionwaa n
OTEYECTBEHHOE MY3bIKO3HAHHE» J-pa HCKYCCTBO-
BeneHust A. . Kimumowurkoro, « My3bIKanbHas ap-
XeoJIoTus U majieorpadus Kak yaeOHbIe TUCITUILIN-
HBI: U3 onbITa paboTel H. @. Ounpeiizena B 1920-¢
roae» J-pa uckyccrsopenenus: M. JI. KocmoBckoid,
«TBopuectBo A. Ilspra m B. MapTteiHOBa: Bocco3-
JTAaHWE CPETHEBEKOBOTO MOHUMAHUS MYy3BbIKaJIEHOTO
HCKyCCTBa B KOHTEKCTE KBaJpHWBHyMa HayK» I-pa
uckyccreoseneHnus B. H. I'pauéna;

— My3bIKaJIbHBIN T€aTp U TeaTpaibHOCTh: «Kapn
Janbxay3. My3blkanpHas apaMa Kak cUMQOHHYe-
CKas omepa: CTaThsl B MEPEBOAE M C KOMMEHTapu-
saMm» Kauz. uckycctBoBenenus C. b. HaymoBuua,
«MHCTpYMEHTAJIBHBIN TeaTp: K mpobieMe He3BYKO-
BOTo Marepuaina (Ha ImpuMepe MOoCcTaHOBOK B lep-
maanu 2014-2016 romoB)» couck. HoocuOup-
CKOM roc. xoHcepBaropuu uMmeHn M. W. Inmunku
JI. B. Jlefinicon, «Tearp u My3bIKa: OT 3CTETUYECKO-
T0 K MHTEPAKTHBHOMY (Ha MpPUMepe UCCIEeOBAHUS
COBPEMEHHBIX TEHJIEHIIMH B HCKyccTBe Poccuu u
3apyOeKHBIX CTpaH)» KaHA. HCKYCCTBOBEIACHUS
JI. C. bakmmn;

— (oNBKIIOp ONMIKHETO W JalTbHETO 3apy0OeKbs:
«XapakTepHble MY3bIKaJIbHbIE >KaHPBl HapOIOB
owBrrero Coserckoro Coro3a» nI-pa UCKYyCCTBOBE-
nenust B. M. llypoBa, «Bbicokas TyXOBHOCTb Kak
OCHOBa MY3BIKAJIbHOW TpaauIuu OyXapCKuX W aH-
JATYCCKUX €BpeeB (Ha Marepuaie MamMakoMa U
HyOBI)» n-pa uckycctoBenenus B. H. KOrycosoii,
«O pa3BUTHN TEOPUHN BOCTOYHBIX KOMIIO3UTOPCKHUX
mKoN (Ha TpHUMepe NesTeNbHOCTH TaKUKCKOTO
xommosutopa 3uénymno Ulaxumm)» n-pa HMCKyc-
creoBeaecHuss M. H. [poxoxunoi, «Tpanuunos-
Has My3bIKaJIbHAs KyJIbTypa B CHCTEME KOOPIMHAT:
IOr—Cesep, Boctok—3anaa. K mocrtanoBke mpo-
OmeMbI» -pa uckycctBoBeneHus A. I. AnsOneBoid,
«K Bompocy o »aHpoBOM Npoduiie cpeTHEBEKOBOI
JIyXOBHOM My3bIKH beHrana» Ji-pa UCKycCTBOBEJIE-
Hus T. B. Kapramosoii, «Heptsl KynsTypsl UHaMu
B HMHJIOHE3MIICKOM MY3BIKaJbHOM HCKYCCTBE Kak
(dakTop ero cakpanuzanum» cTyiaeHTKH CapaTos-
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ckoi roc. koHcepBatopun nMenu JI. B. CobunoBa
B. 0. Artunosoii, «O eawmHOPa3AeIbHOCTH WH-
TPaMy3bIKATbHON/IKCTPaMy3bIKaIbHOW CEMaHTHKH
B TICHTATOHMYECKHX cTpyKTypax Kuras/Kopen/
SAnonun: J{peBHOCTh — CpeaHEBEKOBBE» KaH/. UC-
kycctBoBeAeHus C. b. JlynuHoca;

— UCIIOJIHUTENBCTBO: «KpuTepuii KpacoTsl B co-
BPEMEHHOM MY3bIKaTbHO-HCIIOTHUTETHCKOM UCKYC-
CTBE» J1-pa UCKyccTBOBeneHus B. B. Menymescko-
ro, «CB000/1a TBOpUECTBA MY3BbIKaHTA-HCTIOTHUTENS
KaK MpeaMeT JAUCKYCCHHM» JI-Pa WCKYyCCTBOBEACHUS
b. b. boponuna, «MHTepnpeTanus My3bIKaJIBHOTO
MIPOM3BECHHSI KaK MHOTOKOMITOHEHTHAs! CHCTEMa»
I-pa uckyccrBosenenuss M. M. bepisiHuuka, «Pe-
MIPEe3E€HTaTUBHBIE BO3MOXXHOCTH PYCCKOM OIEepHON
KJIACCHKH B acCIeKTe TPAHCAWUCIUIUIMHAPHOCTID)
I-pa uckyccrBoenenus H. H. MukimHo#i B co-
aBTOpCTBE ¢ couckareneM Kpoeimckoro denepains-
HOro yHueepcurera umenu B. WM. Bepnanckoro
M. B. Konomesckoii, «Morann Cebactbsin bax:
METp M apTHUKYJAIHUSA KaK TBOPYECTBO» JI-pa UCKYC-
ctBoBeneHmst M. A. ApkanbeBa, «O Jmrax B Kia-
BupHBIX ipou3BeaeHusax U. C. baxa, nnm Beeraa nmn
MOYKHO JTOBEpATh ypTEKCTaM?» A-pa MCKYCCTBOBE-
nerus B. A. lllekamora, «U. C. bax — mexmy Jlewn-
uuroMm u Jlpe3geHoM: MOJUTUYECKU KOHTEKCT
KU3HU W TBOPYECTBA KOMIIO3UTOPa» KaHJ. UCKyC-
crBoBegieHusa A. HO. BennkoBckoro;

— mnpodeccuonaabHoe TBOpuecTBO: «K BO-
MIPOCY O CTUIIMCTHUYECKUX B3aWMOCBS3IX MOCKOB-
CKOM W TeTepOyprcKoil KOMIO3UTOPCKHX IIKOJ
n-pa mckycctBoBenenms B. A. I'ypeBuua, «My-
3BIKAJIBHO-MCTOPHYECKUI MPOIECC M CMEHa KOM-
MTO3UTOPCKUX MOKOJICHUH (Ha MpUMEpPE MCKYCCTBA
pOMaHTH3Ma)» KaHA. HCKYyCCTBOBEACHHS, [H-
pekropa MHcTHTyTa My3bIKO3HAHHUS B XapbKOBE
I'. 1. I'an30ypra, «MIcTOpus akIIMOHU3Ma: 1aan3M,
cioppeannsm, GyTypu3m» JI-pa UCKYCCTBOBEACHUS
B. O. Iletpoga;

— POK-MY3bIKa, 3CTpaja, Ka3, MIO3UKI: «ApT-
POK B 3epKajie CTHUJIEBBIX THAIIOTOB» A-pa HUCKYyC-
cteoBencansi B. H. CripoBa, «OteuecTBeHHAS
POK-My3bIKa B MHTEpPhEPE MOCTMOACPHU3MAY NI-pa
nckyccrBoBeAeHus A. M. Llykepa, «CoBpemeHHOE
MY3BIKaJIbHO-3CTPAJHOE MCIOIHHUTENBCTBO B Poc-
CHUH U 3a pyOeXOM: KPU3UC HJIIU MEPCIIEKTHBA pac-
uBera?» a-pa uckyccrsoBenenus 1. P. Koncona B
coasropcTtBe ¢ Maructpantkoir PI'CY M. JI. Kar,
«“Past the point of no return”: kpyr cyas0bl IiaB-
HbIX repoeB Mro3ukiaa . JI. ¥Ya00epa “Tlpuspak
omepsl”» A-pa uckyccrBoenenus H. A. denopos-
CKO1.
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Bonpiioe BHHMaHWe OBUIO YIENEHO UCK)YC-
cmgy Kunemamoepaga. B dncie MOCBAMIEHHBIX
eMy JOKIaaoB — «My3blKa KHHO: HaIllpaBiICHUS
WCCIIEZIOBAaHUN B OTEYECTBEHHOM UM MHPOBOM HC-
KyCCTBOBEZICHHH (Ha MpUMEpe U3yUeHHs TIOAX0A0B
€BpOIEHUCKO-aMEPUKAHCKOM M COBETCKO-POCCHIA-
CKOH mKom)» a-pa uckycctBoBenerus 1. K. Eropo-
BoH, «CHexHbIH BecTepH — 2016: Tpuymd *xkaHpa
B HCTOPHYECKOH mepcrnekTuBe (0T KHHO(UIBMOB
A. Jle Tora u C. KopOyuun k nmentam K. Tapan-
tiHO u A. [. Unesappury)» a-pa ¢uinon. Hayk
A. H. 3opuna, «MeTononorus ¥ JOTUKa KHHOBEE-
HUS — K TIpo0ieMe 3BOJIOLMH T'YMaHUTApHOTO 3Ha-
HUS (Ha TMPUMEpe U3y4YeHUs CHHKPETUYEeCKOHW Tpa-
nuuuu Puyorro Kanyzno B KOHTEKCTE UJIei paHHEro
aBaHrapja)» kauu. ¢unon. Hayk A. M. lllemskuna;
Mpe3eHTalHs JOKyMEHTAIBFHOTrO Quibma «...13 tu-
MHBL, Wik Vista Live» meda-penakropa ciryx0bi
“H(POPMAIIMOHHOTO BeIIaHus Tejaekanaita «Poccus-
KyasTypa», pykoBoAuTENIS TBOPYECKHUX MacTep-
cKHX Ha Qakynbrere KypHaATUCTHKU MIY numenn
M. B. JlomonocoBa A. M. Paiikuna.

[IpenmeTom mccrnenoBaHus TakKe cTajda W He-
MOCPENICTBEHHO coyuonozudeckas cgepa, Koropas
ObLIa TpelncTaBlieHa JOKIAIaMu; «3EPKao U 3ep-
KabHOCTh. COIMONICUXOMIOTHIECKHE MEXaHU3MBI
BOCTIPHUSTHSI COBPEMEHHOTO CIIymaress» ja-pa ¢u-
noc. Hayk E. B. [lykoBa, «Poccuiickuii Tearp XXI
BEKa KaK COIMOKYJILTYPHBI HHCTUTYT» J-pa KyJib-
typosnoruu A. B. Kamenna.

Kongepenuuto nononann Macrep-kiace «/y-
XOBHBII MOJYC TPaJUIIMOHHOTO MY3HIIUPOBAHHUS B

WNHpun», KOTOpBINA NPOBEN BOKAJIBHBIA MHTEpIIpE-
TaTop MY3BIKH HHIUHCKOTO KWHO, UCTIONIHUTENh Ha
Tabna Amup XaH.

[Ipo3BydaBmine Ha KOHGEPEHITUN JOKIAIbI BBI-
SIBIJTM TTYTH BOCXOKICHHSA K BBICOKHM YPOBHSIM Ye-
JIOBEYECKOTO CO3HaHUS, a MPOOIEMbl COXpaHEHUS
KyJBTypHOTO TPOIIJIOTO M TMOWCK HOBBIX T'YMaHH-
TapHBIX [EHHOCTEH OBUIM MHTETPHUPOBAHBI B YHH-
KaJbHBIA TPAHCAUCIMIIMHAPHBIA OMBIT yYaCTHH-
KOB OTKPBITOTO hopyma.

Ho mraBHOe — IOMCK pelIeHUs aKTyalbHBIX
MpoOJIeM HMCKYCCTBa W KYyJIBTYpPHI BO B3aUMOZECH-
CTBHMHU C UCCIIEAOBAHUAMMU NPEACTABUTENECH pa3HBIX
oTpacieit Hayku ObUT JOBEIEH JI0 IMPOKON MEXTY-
HapoJHOH aynuTopud. B aTOM mporecce O0IbIIyro
pOJb ChITpalia TPAHCISNUS 3aceqaHnil KoHpepeH-
uuu B VHTepHEeTe, MEXIYTrOpOAHUE M MEXIyHa-
POJIHBIE TEJIEMOCTHI, a TaKxke pabora Harmmonais-
HOro 00pa3oBaTENbHOTO TEJIEBU3MOHHOTO KaHaja
«IIpocBemieHue» U akageMUYECKOW MEPUOIUKH —
BEAYIINX POCCUICKHX U 3apyOeKHBIX U3AAHNHN, YTO
HEOObIYaitHO TIOBBICUIIO 3HAYMMOCTh KOH(epeHIH
B KH3HU COBPEMEHHOTO OOIIIEeCTBA.

Koncon I'puropuii PagpasnbeBuy,

JIOKTOP UCKYCCTBOBEJICHUS, 3aMECTUTEND JIeKaHa
JIMHTBUCTUYECKOTO (PaKymnbTeTa 0 Hay4HOH padoTe
Poccuiickoro rocy1apcTBEHHOTO COLIMAIBHOTO
YHUBEPCUTETA; BEAYLIUI HAYYHBIN COTPYIHUK
WHcTuTyTa KMHO U TENEBHUICHUS,

npencenarens OprkoMuTeTa KOH(EepeHInHy,
ORCID: 0000-0001-7400-5072, gkonson@yandex.ru
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ABa reius c 6eperos Boaru

a3BaHWe KHUTH, BEIHECEHHOE B TUTYI pe-

uensuu', dukcupyer «reorpaduueckuin

Monyc mpousBencHus. OH Ke HAIISIHO
OpPOSIBIICH U B OQOPMIICHHH W3JaHUS: MBI BHJUM
OYepTaHUsl MPAaBOTO — CApPaTOBCKOTO M JICBOTO —
9HTENILCCKOTO  Oeperos
B paliloHE W3BECTHOIO
MOCTa, 4Yeil dJICTaHTHBIN
npouiab JaBHO  yXKe
CTall  apXUTEKTYPHBIM
CHUMBOJIOM TOPOIOB. AB-
TOp MOHOrpaduu — u3-
BECTHBIN MY3BbIKOBE/I,
npodeccop  Caparos-
CKOM KOHCEpPBATOpUU
Anexcannp JlemueHko,
HE CKpBIBACT, 4YTO YyKa-
3aHHBIA TIONXOJ| SIBHJICS
HEOTHhEMJIEMOl COCTaB-
JSFOIIEH KOHIIETIIMK KHWUTH, BEPOSITHO Jaxke Oolee
TOTO — €€ TOOYIUTENEHBIM HMITYIIECOM.

Henp3st ckaszarh, 4TO MOMOOHBIM pakypc He-
OOBIYCH JUISi MY3BIKOBEIYECKHX M, IIMPE — UCKYC-
CTBOBeI4YeCcKHX NpomsseneHnil. Ckopee, OH Tpa-
JTUITMOHEH W jaaxe oOs3arencH. Cyap0a Jro0oi
TBOPUYECKOM JTMYHOCTH TaK WM HHAYE aKKyMYJIHPY-
eT B ce0e Criel(HKY «IIePEeKUTHIX» MECT, & BMECTE
C HUMH U KyIbTyp — OoJiee M MeHee TII00ATbHBIX.
IIpobiema 1106aTEHOTO M JIOKATHHOTO, BEIHECEH-
Hasi aBTOpOM B TipeamOyiy K NMepBOi 4acTH KHHTH,
pa3BépHyTa CKBO3b MPU3MY B3IV C BOJDKCKHX
OeperoB. 3asBlICHHBIE KAaTETOPWUHU IMPOELUPYIOTCS
Ha pa3HbIe YPOBHH TEKCTa, OTPENENSs B KOHEUHOM
UTOTE €TO CTUIIMCTHKY H KOMITO3UIIHIO.

Tutyn uzganus obo3Havaer nBa uMeHH. OIHO
— Anpdpen [IHUTKE — Upe3BBIYAHO U3BECTHOE Ja-
nexo 3a npenenamu Poccnn, apyroe — Enena T'ox-
MaH, CTaBIllee JIOCTOSHHEM, B OOJbIIEH CTeleHw,
caparoBckoil 3emiu. OObEOUHSIET ITHUX XyHOKHU-
KOB MECTO M BpPEeMsl POXKICHUS (COOTBETCTBEHHO —
Omnrensc u Caparos, cepenuaa 30-X TT. MPOILIOTO
CTOJICTHS), YTO M CTall0 BHEIIHHM IIOBOJIOM JUJIsI

OOBEIMHEHHSI ITUX TBOPYECKHX JIMYHOCTEH B OJ-
HOM TIPOU3BEICHUH.

Komrmo3umusi Tekcra CKIIafbIBaeTCsl U3 O4ep-
KOB, 0Opasytommx aBe dacT. llepBas u3 HHUX TO-
CBSIIIICHA XHU3HU U TBOpUecTBY Anbdpena [1IanTke,
Bropas — Enene I'oxMaH.
W30upas sxaHp oduep-
KOB, aBTOp, IO €ro co0-
CTBEHHBIM CJIOBAM, «HE
npereHayeTr Ha “¢dop-

”  TIOJIHOMETPaKHOM

AneKcaHAP AeMYEHKO

mar
MOHOTpaduu», MOITOMY
YUTATEN0 HE CleayeT
OKUJIaTh OT DTOW KHUTH
HUCUYEPIBIBAIOIINX  CBE-
JEHUH O JKU3HU KOM-
[IO3UTOPOB HWJIM JOCKO-
HaJbHOIO aHalIM3a UuX
TBOPUYECKOI'O HACJEIHUs.
LleHHOCTBIO U3JaHNA ABIISIETCS TO, HAa YTO yKa3bIBa-
JIOCh PaHee — B3IV,

OOparumMcst K mepBoii — 0OJbIIeH 0 00bEMY
yacTu npousBeneHuss. OHa COCTOUT U3 CEMH O4ep-
k0B, obpamiénnbix [Ipeambymoit u IlocTckpunty-
MoM. OdYepkH XpOHOJOTHYECKH pa3BOPaunBaIOT
repeJ; HAMU OCHOBHBIE 3Talbl TBOPYECKOTO MYTH
Ansppena Ilautke. C OmMHON CTOPOHEBI, Apama-
Typrusi 3TOM IOCJIENOBATEIBHOCTU TPaJULMOHHA
u rae-to oxunaeMa. Ilpuseném nazpanus: «Mcro-
km», «Uckaamsa», «llomuctunucruka», «KoHTak-
Tb», «KoHuenten», «IIporuoss», «IloctmMonepu».
C npyroif — HEMOCPEACTBEHHOE 3HAKOMCTBO C CO-
JepKaHueM OOHapyKMBAaeT WHTEPECHOE, HEOXKH-
JJAHHOE, a TIe-TO M BeCbMa TPOTarelbHOE IOBE-
CTBOBaHHUE.

[To3BonuM cebe He mepecKa3bIBaTh COACPIKAHNE
9TOTO pasziefia KHUTH, TeM Ooliee, 4TO aBTOp yiKe
caeman 3t1o B [IpeamOyne. HameTum moaxoms! u pa-
KYPCBI, KOTOpPBIE IIOCJIE O3HAKOMIIEHHSI C TEKCTOM
BHIIATCS 3HAYUMBIMH.

[lepBrIit M3 HUX — UCTOpHUYECKUi. DTa ycra-
HOBKa 00YyCJIOBITMBAeT BKJIIOUEHHOCTH TBOPYECKOU

JABA TEHUA
C BEPETOB BOJITH

Anvgped lIHumke

Enaena I'oxmaH

! lemuenko A. U. JIBa reuus ¢ OeperoB Bonru. Ans¢ppen lluutke. Enena Toxman: moHorpadus. Caparos:
CI'K um. JI.B. Co6unona, 2017. 372 c.: un. ISBN 978-5-94841-254-2.
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cynbonl Anb(pena IllHuTKE HE TIPOCTO B UCTOPUIO
OTEYECTBEHHON XYy[IOKECTBEHHON KYIBTYphI, HO
B UCTOpHIO cTpanbl. Hanbomnee moiHO ycTaHOBKa
peanu30BaHa B ABYX HayalbHBIX OYEPKAX.

[leperiit ouepk «VcTokm» 0OHapYKHMBAET, YTO
K pasroBopy o0 Anbdpene llInutke aBTOp MOHO-
rpaduu MOAXOOUT H3/ajeKa, OTCTYMUB OT JaThl
POXIEHUS MacTepa BIIyOb MOYTH Ha ThICAYENIETHE.
CBs13aHO 3TO C T€M, YTO 110 POXKIEHUIO CBOEMY KOM-
MTO3UTOP MPUHAJICKUT K TaK HA3bIBAEMBIM ITOBOJDK-
CKMM HEMIIaM, TI03TOMY MCTOKH €Tr0 YHHUKaJIbHOTO
HAlMOHAJBHOIO CaMoollpeneneHuss AJeKCaHap
Jemuenko He 0e3 OCHOBaHHS BUIUT B 3HAUMMOM
JUI peTnoHa KyasTypHOM sBieHuH. Koneuno, 961
rox, Koraa Ha Tepputopuu Pycu mosiBnsrores mep-
BbIE HEMELKHE IEPECEICHIbl, HE SABIAETCS AaToi
00pa30BaHus MOBOJDKCKUX HEMEIKUX KOJIOHUH, YTO
MIPOMCXOAUT HECKOJNIBKMMHU CTOJIETHSIMH ITIO3XKE, BO
Bropo#i nonoBuHe X VIII Bexka. OgHako 3Ta nata ot-
KpBIBAa€T TEpeN YuTaTesIeM MacIITa0HYI0 HUCTOPH-
YeCKyIo MepcrneKkTuBy. Macmrtad MmoaTBepKaaeTcs
1 4epefof 3aMedarelbHbIX UMEH YUYEHBIX, IOJIKO-
BOJIIIEB, MYTEIIECTBEHHUKOB W, KOHEYHO, JIUTEPa-
TOPOB, XyAOKHUKOB, My3bIKAHTOB HEMEIKOTO TIPO-
WCXOX/ICHUS, YbUMHU TPYIaMH YMHOXAaJlach CllaBa
Poccun.

WHTrepecHele CTpaHMIBI OYEpPKa CBS3aHBI
c ucropueii Pecriyonnku HemiieB [T0BOIDKbS — 371€Ch
COOpaHbI CBeIeHUSI 00 IKOHOMUYECKOM U KYJIBTYyp-
HOM Pa3BUTHH aBTOHOMHOTO OOpa30OBaHMs, MPHUBE-
JI€HBI CTAaTUCTUYECKUE JAHHBIE, KOTOPBIE CITOCOOHBI
MIOPa3UTh YUTATENs, 3HAIOIIETO COBPEMEHHBIN JH-
reJbC — HEOOIBIION MPOBUHIMAIBHBIN TOPOJ, Ubs
KyJBTYpHasi caMOOBITHOCTh B HACTOSIIEE BpEMs
MIPaKTHYECKN yTpadeHa.

«VckaHnA» TIOBECTBYIOT O CEMbE KOMIIO3UTO-
pa, ero mpeakax w3 [Ipubantuku, o IOJATOM MyTH
B MPOEeCCHOHANBHYIO MY3bIKY. 31eCh 0OHAPYKU-
BaeTcs cirydaifHoCcTb-coBmaneHue: Omer Mopainés,
OJIH U3 KPYITHBIX CapaTOBCKUX KOMIIO3UTOPOB, 3a-
HuMaics B kiacce kommosuruu E. K. TomyOesa B
onuu roabl ¢ Anbdpenom Illuutke. Koncrararus
9TOTO (PaKTa OTKPHIBACT OMHY W3 BaXKHBIX, XOTS W
HaMEUEHHBIX MYHKTUPHO JHWHUH-33yMOK KHUTH
— «TpUBA3aTH» MAaCHITa0HYIO (GUTYpy K CaparoB-
CKOH 3emJyie, 0003HAYMTh BKIIFOYEHHOCTh MacTepa
B mpodeccroHanbHBIii MHAP My3bIKaiabHOTO Capa-
ToBa. JlymMaercs, pyKOBOIACTBYSICh 3TOH uzieeil, as-
TOp NPHUBOAWT BBICKA3bIBAHUS CAPATOBCKUX MY3BI-
kantoB Enensl Bapranosoii, Cepres Bapranosa
o IlIauTke, UKCHPYS BOCHPUSATHE UMH €O TBOP-
YECKOHM U YeJIOBEUeCKOM CyapObl, YIIOMHHAET O €TO

96

«00pa3zoBaTelbHOM» POACTBE C 3aMedarelbHBIM
CapaToBCKUM MUaHUCTOM AmnHaronmueMm Ckpuiaem
(Y4unuch B OHOM IIKOJIE).

Emeé onna marucrpaibHas JUHUA ITOBECTBO-
BaHUS CBf3aHA C MY3BIKAJBHBIMU U IIMPE — XYHO-
KECTBEHHBIMH SIBIIEHUSIMH. B 3TOM pycne pa3Bo-
pauuBaeTcs IaHopamMa CTAaHOBIIEHHS TBOPYECKON
JUYHOCTH KOMITO3UTOPA — OT IMTOMCKOB COOCTBEHHO-
TO «» 10 CO3/AaHUs KOHIIETIINH, BO MHOTOM OIIpe-
JIENUBIIUX MY3BIKAIbHYIO KyJIBTypy COBPEMEHHO-
ctiu. CoOCTBEHHO «My3bIKAJIbHAS) JHWHUSA KHUTH
HaunHAeTCs B ouepke «Vckanus» — e€ obOpasyroT
XapaKTePUCTUKN COYMHEHHH, KITFOYEBBIX IS pac-
CMaTpUBaeMOro dTara TBOPYECTBA, NMPHUBEIEHHBIE
¢ OoJbIIIeH WM MEHBIIEH CTETICHBIO MTOJPOOHOCTEH.

Crnemyer 3aMETHTh, YTO 0030p MY3bIKAJIBHBIX
00pa31oB, OUYEeBUAHO, HE SIBISETCS AJIS aBTOpa ca-
Morensio. OH HCIONB3YeTCs CKOpee KaK MILTIOCTpa-
U HEKUX CYIIHOCTHBIX yYCTaHOBOK TBOPYECTBA,
MMO3TOMY HE CTOWT JKJaTh OOIIEro MEeTOHOJOTH-
YEeCKOr0 TOAXO0Aa K PAacCMOTPEHHIO COYMHEHHH,
TaK K€ KaK ¥ UX IeJ0CTHOro aHaiam3a. [1oqoOHEBINH
MOJIXO0J] COXPAHSETCS Ha MPOTSHKEHUU BCEH KHUTH.
Tak, BO BTOPOM O4YE€pKE MY3bIKAJIbHBIN aHAIN3 [IPU-
3BaH TOKa3aTh MPOLECC TEXHUYECKOTO COBEPIICH-
CTBOBAaHHS KOMIIO3UTOpa M (OPMHPOBAHUE palu-
OHAJIbHOM YCTAHOBKM — OJHOW W3 KIFOYEBBIX IS
€ro TBOpYEeCKOro MeTona. Bmecre ¢ Tem, eciu Toro
TpebyeT npamaryprus TeKCTa, aBTop yIiyOsieTcs B
neranmu. K npumepy, B ouepke «llonmuctunmctika»
MpHUBEAEH MMOTAKTOBBIM «ITyTE€BOJUTEIBY LIUTAT, 00-
pasyomux KaaeHIuio K CKpUIMYHOMY KOHIIEPTY
JI. BaH beTrxoBeHa.

OpHa W3 3HAYMMBIX 33734, KOTOPYIO CTaBUT
nepes coOOH aBTOp, — CO3/aHUE BOKPYr OOBEK-
Ta HCCIENOBAHMA IIUPOKOTO XyAO0KECTBEHHOTO
KOHTEKCTa, CBOETO POAa KyJIBTYpHOW aypbl. DTUM
OOBSICHSIFOTCSI OTKJIOHEHHSI OT COOCTBEHHO MY3BI-
KasbHOM nuHuM. Tak, x npumepy, ouepk «llonu-
CTHJINCTHKA» OTKPBIBACTCS pasfesioM o (heHoMeHe
KOJUT&XXHOCTH B UCKYCCTBE — OT IEPBBIX «IIPEIIYB-
CTBHI» (TEXHUKA aNIUIMKAIMKA) K CTaTyCy ITOJIHO-
[IEHHOTO XYJO0KECTBEHHOTO NPWHIMMIA B paboTax
nepBoro aBaHrapjaa. Takum oOpa3oM, K pasroBopy
0 TIONUCTHIIUCTHKE B My3blke Anb¢pena LllanTke
YUTATENb MOAXOAUT 000TanIéHHBIM MHOTOYHCIICH-
HbIMHU npuMepamu U3 uckyccrBa XIX—XX Bekos,
B TOM YHCJI€ U MY3BIKaJIBHOTO, TA€ 3TOT MPHHIIUI
ce0st POSBUIT MIPSIMO WIIM OTIOCpenoBaHo. B ouep-
ke «I[IporHo3en» oOHapyKMBAaEM OISTH K€ MEPBBIN
pycckuii aBaHTapA (KUBOIIMCHBINA) B CBA3H C TIPO-
0J1eMOl KOCMHU3Ma B HCKYCCTRBE.
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OueBUIHO, YTO MOJOOHBIE AaKIEHTHI, SIIHM30-
IUYEeCKH BO3HUKAIONINE B TEKCTE, IMPOAWKTOBA-
HBl JIMYHBIMH HCCJIEIOBATENbCKIMH HHTEPECaMHU
aBTopa. Jlymaercs, 3TUM OOBSICHICTCS MOMYIISIIHS
B CTOPOHY CBOCOOpa3HO# (Guinocopuu My3bIKH,
KOoTOpasi Hameudaercss B odyepke «Konrtakren». Ha-
YUHAsl C HEro, BcE Ooyee 3HAYMMBIMU CTAaHOBATCS
pa3MBIIUIEHNST 00 HWHTEPHPETAIH OHTOJIOTHYE-
CKHX KaTeTOpHA «MHOTOIpaHHAas MYy3bIKaJbHAsI
pPeanbHOCTEY, «BCEOOBEMITIONIAS KapTHHA MHUPay,
«rmo0anbpHass MY3bIKa», «XYI0KECTBEHHas KOCMO-
ToHUS». BKIlIoueHHe B TKaHb MOBECTBOBAHUS ITOU
TEMBI O00OECIEYMBAET CBOEOOPA3HOE BOCXOXKICHHE
OT SIBJIGHUH JIOKaJbHBIX, BPEMEHHBIX K TII00aIbHO-
My U BEYHOMY. AHAJIOTHYHAs MOAYJISALUS B TIOJTHON
Mepe peanusyercs nociueqHuM ouepkoM «Iloctmo-
JIEpH», TIe BHUMaHHUE aBTOPa COCPEIOTOYECHO Ha CO-
YUHEHHAX yXOBHOM TEMaTHKH.

«ITocTckpuntym» — 3aBepHIarOmIMN paszed,
nocBsAmENHBIA Anbdpeny LllauTke, mpeacrasiser
c000i1 cBoeoOpa3HbIi KOJIaX U3 MaTepPHajoB, CBA-
3pIBalONINX Komno3uropa ¢ CaparoBom. Cpenn HUX
— BOCIIOMHHAHUS U3BECTHOTO JAJIEKO 3a MpeieaMu
Caparoa nuanncra Anaronus Karma, crateu nema-
roroB CapaToBCKOH KOHCEPBATOPUH O CO3MAHHUU U
nestensHocTH [IHMTKE-IeHTpa mipu CapaToBCKOU
KOHCEpBAaTOPUH, BOCTIOMUHAHNA CaMOT0 AJIEKCaH I~
pa Hemuenko. «IlocTckpunTyM», KaK U BCAKHI
KOZIOBBIM pa3zaen, MomYEPKUBAET OCHOBHYIO HICIO
KHWTH, BO3BpAaIas MOBECTBOBAHUE O BCEMUPHO U3-
BECTHOM KOMIIO3UTOPE Ha CApaTOBCKYIO 3EMITIO.

Bropas yacTs n3gaHus NOCBsIIEeHa H3BECTHOMY
caparoBckoMy kommno3uropy Enene ['oxman. Ornas-
JICHWE HaAIAIHO IIOKAa3bIBa€T KOMIIO3HIIMOHHOE
CXOZICTBO pazfiesia C MPENbIIyIIUM: TSTh O4EPKOB
¢ obpamienueM. Jloruka pa3BEpPTHIBAHNA MaTepu-
aja aHaJIOTHYHA — BeXHW npodeccroHalbHOi OHo-
rpaguu KOMIO3UTOPa OT MEPBBIX YPOKOB MY3bIKU
IO CO3[aHUSl MAcCHITaOHBIX KOHIENTYaJbHBIX CO-
YUHEHUH.

K 3acmyram aBTOpa KHHUTH CTOWT NPHYUCIHTH
TO 00cTosATeNHCTBO, UTO Enena ['oxman He Tepsier-
Csl PSIZIOM CO CBOMM 3HAMEHHUTHIM COBPEMEHHUKOM.
ITo mpouTeHHHu BTOPOW YacTH Mbl TIOHUMAEM, YTO
TBOopuecTBO Enensl [0xmaH — siBJIeHHE, BOZMOXHO,
Oonee kamepHOE, HO HE MEHEE JOCTOMHOEe. AJek-
cannapy JlemueHko yma€rcsi JOHECTU O UMUTaTels
00pa3 KOMITO3UTOPa CaMOOBITHOIO, TITyOOKOI'0, CIIO-
COOHOTO TeHepUPOBATh MACIITA0OHBIE XyJJ0’KECTBEH-
Hble uneu. Ilo npourenun ouepkos o Enene I'oxman
BO3HUKAET JKEIAHKE IT03HAKOMUTBCS C €€ MY3BIKOM,
a 3TO BaXKHEHINH [10KA3aTeNb yCIIeXa KHUTH.

97

B ouepkax Enena ['oxman npencta€r B nepByro
ouepellb KaK XyJOXXHUK Jupuueckuil. Iloromy He
YAUBIISIET BHUMAHUE K KAMEPHOMY >KaHpPY, KOTOPBII
peann30BaH Kak B TPAAUIIMOHHOM c(hepe BOKAIBHO-
r0 IUKJIA WIK WHCTPYMEHTAJIBHOTO aHcaMmOus, Tak
U 4epe3 COOTBETCTBYIOLIEE HAKIIOHEHUE U3HAYaJlb-
HO HE KAMEpHBIX KaHpOoB. FIMEHHO B TakoM Kaue-
CTBE IIPEACTAOT KaMepHas oparopusi «lcnaHckue
manpuraiel» Ha ctuxu @. I'apcua Jlopku, ogHO-
aKTHbIE KaMepHble omnepbl «lIBeThl 3amo3pabie»
u « MoleHHUKY TTOHEeBoJIe» 10 mpo3e A. I1. Uexona.

Jlupuka Enensl [oxmaH — kareropuss MHOIO-
rpaHHasi, BOIUIOIIAMOIIASACS B OIPOMHOM CIIEKTPE
SMOIIMOHALHBIX HIOAaHCOB. [lanHas oOpazHas chepa
OKa3bIBACTCSl CKBO3HOM IJIsI MY3bIKM KOMIIO3UTOPA,
COIPSATasACh C MHBIMM KOHTPACTHBIMM JpaMaTypru-
yeckumu chepamu — K ipumepy, B «VcnaHckux ma-
Jpurangax» oHa GyHKIIMOHUPYET B yCIOBHUSIX TPHA B
Jaupuka — 0pama — 3M0c¢, 9T0 BO MHOTOM TPOANKTO-
BaHO MUPOYYBCTBUEM aBTOPA IEPBOMCTOYHHUKA — O]
HOro M3 KpynHeimux nostoB Mcnanuu @. I'apcua
Jlopku. B xoHuepre nis opkecrpa «IMiipouzanum
(hopmupyeTcs CMBICIOBAs TPHAia HHOTO IUTaHa: opa-
Ma — aupuka — romop. JIupuyeckoe BBICKA3bIBAHUE
[IPOHU3BIBAET COYNHEHUS PA3HON CTUIIMCTUKH, B TOM
YKCJIE U aBaHT'APAHOM, KaK 3TO IPOUCXOIUT B YIIOMSI-
HYTOM OPKECTPOBOM KOHIIEPTE.

OcoOFbIii aKIIEHT B KHUATE CACIIaH Ha YBICUCHUU
kommno3utopa Mcnanuel, e€ My3bIKaJbHOU KyJbTY-
PpOii, caMOOBITHBIM MUPOBOCTIpUATHEM. Vcmanckuit
«cien» oOHapyKMBaeTCs B YBIICUCHHW KilaccHue-
ckoil rurapoil. eHOMEHY TMTAPHOCTH B MY3BIKE
Enennl ToxmMaH TOCBSMIEH 3aKIIIOUMTEILHBIA Ia-
parpad ouepka «IlyTh K 3perocT». IMOLIUOHAIb-
HBIE COCTOSHUS, ONM3KME KaHTE XOHJO0 — ECEHHON
WCMAHCKON Tpamunuu, obHapyxwuBaioTca B «Mc-
MMaHCKUX MaJpuraiiax» u oanere-opatopuu «l o
(ouepk «KoHCOHAHCHI-TUCCOHAHCHI»).

Counnenusa Enensl [0XMaH 0CMBICTHBAIOTCS
B KOHTEKCTE HanOoJIee 3HAYUTENBHBIX ABJICHUH 3110-
XH — HOBOM (DOJIBKIIOPHOM BOJIHBI, HEOPOMAHTHU3MA,
TPETHEro HaIpaBJICHUsI, IOBOPOTA K AYXOBHOH cde-
pe B mocnemnedt Tpetn XX croierus. CTaHOBUTCS
SICHO, YTO YCTaHOBKA HA BEPHOCTH cebe, COOCTBEHHO-
MYy MHUPOBOCIIPUSTHIO COEIMHSIACH B €€ TBOPUECTBE
C IOTPEOHOCTHIO CO37]aBaTh MMPOU3BEIECHHS AKTyallb-
HBbIE, CO3BYYHBIE COBPEMEHHOW KapTHHE MHpA.

Pasnen, nocesménnniii Hacnenuio Enenbr I'ox-
MaH, U300ITyeT OTChIIKaMH K My3bIKaJIbHOMY MaTe-
puaiy, B TEKCTE OYEPKOB IIPUBOIATCS PA3BEPHYTHIE
XapaKTEepUCTUKU €€ COUYMHEHUW. YuTarenb MOXKET
[IOJIyYUTh IIPEJICTABICHUE O TAKUX 3HAYUTEJIbHBIX
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paboTrax KOMIO3WTOpa, KaKk KaMepHash OpaTopus
«VcriaHckue Manpuranbl», BOKAIBHO-CUM(OHMYE-
ckas pecka «bappuxasny, onepsl «LBeThI 3amo3na-
JpIey» U «MOIIEeHHUKH TIOHEBOJIEY, OaeT-opaTopus
«lolis1», BOKanbHBIN HUKI «beCCOHHMIIA, OpaToOpHs
(oubnetickue ppeckn) «Ave Maria», BOKaJIbHO-CHM-
(onnueckne mequraru «CyMepKu» H Ip.
BoszBpamasice k 0030py M3gaHus B LIEJIOM, HE-
00XOIIMO YIOMSIHYTh O €ro BBICOKOW KOMMYHHU-
KaTHBHOCTH. TekcT ymoOHO (M MOHSTHO) CTPYKTY-
PUpPOBaH, COJAEPKUT MaTepHalbl HE TOJBKO Y3KO
CrienMaJIbHble, HO W JOCTYIHBIE YuTaTensaM Oe3
npodeccuoHanbHOro obpa3zoBanus. [IpeaMOyibI
KaXJIOM M3 4YacTell KHHUIM COAEp X aT IHIUKIIOINE-
JIMYECKHE CTaThH, JAIOIIUe OOyl HH(MOPMAIHIO
o koMro3uropax. [1o 3aBepiiieHnn Kaxx101 U3 yacteu
KHUATH TPUBOJUTCA TIEPEUCHb OCHOBHBIX COUMHEHNUN
KOMITO3UTOPOB (BKJIIOYasl JHOPETTO TeaTpaibHbIX
pa6ot Enensl ['oxman). 3nanue 10MONIHEHO ayano-
MPUIOKEHHEM C (QparMeHTaMH COYHMHEHHH AJib-
(dpena IauTtke u Enensr [oxMaH, ero comepkaHme
pa3MeIreHo Ha MOCIEIHUX CTPAHUIIaX KHHUTH.
Knaura Anekcanmpa JlemueHko mpezmosaraer
LIMPOKUI KPYT agpecaroB: JIOOUTENTN aKaJeMuyde-
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CKOT'O MCKyCCTBa ITOYEPITHYT B HEH Maccy MOIE3HBIX
CBENICHUH, N3JI0)KEHHBIX yBIIEKaTeIbHBIM, IEMOKpa-
TUYHBIM, SIPKUM SI3BIKOM; CTYAEHTHI, OCBAaBAIOIINE
npodeccuio My3bIKaHTa, HaWAyT HHMOpPMALHIO,
aKTyaJbHYIO U Kypca NCTOPHH MY3bIKH, HCTOPUHI
WCKYCCTBa WJIM MY3BIKAIbHOM JINTEPATYPHl; My3bI-
KOBEJIBI-MCCIIEI0OBATEIH MOJTydaT UMITYJIbC K H3yde-
HUIO MacT€pPOB PETHOHAIBHBIX IITKOJ.

MBICib O CBS3U BpEMEH, KYNBTYp, UMEH U Ieo-
rpaYecKux MecT cTana JEMTMOTHBOM MOHOTpa-
¢uu. CUMOTOMAaTHYHO, YTO U3AAHNE BBIIUIO B CBET
B ron, kKorga CaparoBckasi KOHCEpBaTOpHS IIpasf-
HyeT cBo€ 105-netmne. U, x0T HauadbpHAs CTpaHU-
11a He YKpaIlleHa XapaKTepHOH 100miIeiHoi smoe-
MO, KHUTa BOCHIPUHUMAETCS KaK «IPUypPOUCHHAD)
Y CBOEBpEMEHHas.

CepoBa Haraabs CepreeBHa,

KaHquaaT UCKYCCTBOBCICHU,

JIOTICHT Ka(eIPhl UICTOPUN MY3bIKH,

CapatoBckast ToCyJapCTBEHHAs! KOHCEPBATOPHS HM.
JI. B. CobuHOBa,

ORCID: 0000-0002-7003-9387,
serova.n.s@yandex.ru
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OauHHaauatas cumcporms A. A. AoKLIMHA
KaK TMI HEAMHEHHOro pa3BUTUS CUM(POHUYECKOH KOHLLeNL MU

Crarbs mOCBsIIEHa TBOPUECTBY poccuiickoro xommosutopa XX croierus Anekcanzapa Jlasapesuda Jlokmina
(1920-1987), ero mocnenneit OquuHaAIaTON CUM(OHUH T CHM(POHHUYECKOro OpKecTpa u compano (1976). lannoe
COYMHEHHUE BOMpaeT B ce0sl OCHOBHBIE YePThI CTHIISI KOMIIO3UTOPA: OPUTHHANBHYIO TPAKTOBKY KPYIHOH cumdoHnye-
CKOi (hOpMBI Kak BapUALIMOHHOTO OJIHOYACTHOTO IMKJIA, UCTIOIb30BAHUE MMOITHYECKOTO TEKCTa, 0CO00€ OTHOIICHUE K
OpPKECTPOBOH TKaHU M TeMOPOBOE Pa3HOOOpasne MaJUTPhl, COOBITUHHYIO HACHIIIEHHOCTh M PABHOIPABHOE ydacTHE
B pasBUTHUU TJIIaBHBIX U HO60'—IHBIX WHTOHAIIMOHHBIX 3JICMCHTOB. 33.}121‘18, CTaThH 3aKIIFOYACTCS B BBLISIBICHHH BaXKHOM
YyepThl CUM(pOHUYECKOro MeToa JIOKIIHHA — CBOCOOpa3HOW HenuHeiHocmu Pa3BEPTHIBAHMS COOBITHH B X YETKO 3a-
JTaHHOM DPYCIIE meMbl C BapUaAYUAMU.

LenocTHbIil aHAIN3 NAPTUTYPbl CKM(OHHUHN 3aTparuBaeT HaudoJee BaKHbIE aCleKThl (POPMbI, TApMOHHHU U OpKe-
cTpoBKU. Ha 3T0if 0CHOBE aBTOP pa3MBILLISET O HETMHEWHOM NpHHIUIE cuMdoHnYeckoro pa3sutusl. [log HennHelHo-
CTBIO IOHUMAETCSI ITPOIIECC CBOOOTHOTO COOOIICHUS B My3bIKAJIEHOM IIPOCTPAHCTBE MOIO0HBIX JAPYT IPYTy COOBITHH,
HE3aBHUCHMO OT IPAMOTO (OZHOHAIIPABICHHOTO) MOPSIKA UX CBEpUICHUA. My3bIKaJbHBIN TEKCT BOCTIPHHUMACTCS KaK
CBOETO pOJia BOIUIOLICHNE EIUHCTBA BCEX BO3MOKHBIX COOTHOIICHHH €r0 CMBICTIOBBIX 3JIEMEHTOB, KaK HEeKoe 1o1o0ue
CIPaBOYHOT'O TEKCTa C CHCTEMOM MEPEKPECTHBIX CCHIIOK, TIEe MAPIIPYT ONMPEACISIETCS CAMUM YHTATEIeM/CITyIIaTesIeM.
Tak, yxe B iepBoM pazzesie ciM(GOHNH (MHTPOLYKIIMHU ) HAXOANUTCS BAYKHEHIINI MHTOHAIIMOHHBIH DJIEMEHT — 36YK0BO1
KOMN.JIeKc, KOTOPBIH, IT0 MBICTH aBTOPa CTaThH, BOCIIPUHUMAETCS B JaJbHEHIIIEM Pa3sBUTUN KaK HEKasl 2UNepCChbliKd.

OTBeT Ha OCHOBHOM BOIIPOC: YTO e SIBIISIETCs IIaBHBIM B OiuHHAa1aToi cuMonun JIokirHa — Tema BapHalui,
TEMa UHTPOAYKIIMH HUJIU TOCIICAHAA Bapualus, rj1€¢ BCrO paSBeTBJ'IéHHy}O CCTh MHTOHAIIMOHHBIX 3HAKOB CO6I/IpaeT BOC-
JTUHO JIUTEPATYPHBII TEKCT, — aBTOP BUAUT B TOM, YTOOBI OII[yTHUTH, & 3aT€M 1 BepOATN30BaTh CBSA3H, KOTOPHIMH IIPOHH-
3aHa BCA YYBCTBCHHO BOCIIpMHHUMAacMasd CI/IMq)OHI/I‘IeCKaSI TKaHb COUYMHCHHMUS, HCJ'[PIHC;IHO, T10 MPUHIUITY TUIICPTEKCTA.

Kirouesbie cnosa: A. JI. JlokmmuH, cuM(OHuMs, 3BYKOBOM KOMILICKC, HEJIMHEHHOCTbD, TUIIEPCCHLIKA, OPKECTPOBKA,
runeprekct, Jlyuc ne Kamosnc.

SEMYON A. LOSHAKOV

Urals State M. P. Mussorgsky Conservatory, Ekaterinburg, Russia
ORCID: 0000-0002-6073-5653, Loshakov 91@mail.ru

The Eleventh Symphony of Alexander Lokshin
as a Type of Nonlinear Development of the Symphonic Concept

The article is devoted to the music of Russian 20" century composer Alexander Lazarevich Lokshin (1920-1987),
his final Eleventh Symphony for symphony orchestra and soprano (1976).

This composition incorporates into itself all the major features of the composer’s style: an original interpretation
of the large-scale symphonic form as a variational one-movement cycle, the use of the poetic text, a special attitude
towards the orchestral fabric and a diversity of timbral palette, event-driven saturation and full-fledged participation
in the development of primary and subsidiary intonational elements. The aim of the article is to reveal an important
feature of Lokshin’s symphonic method — a peculiar nonlinearity of the unfolding of events in their concisely set course
of theme and variations.

Integral analysis of the score of the symphony touches upon the most important aspects of form, harmony and
orchestration. On this basis the author contemplates about the non-linear principle of symphonic development.
Nonlinearity signifies a process of free intercommunication within the musical space of events similar to each other,
regardless of the direct (unidirectional) order of their occurrence. The musical text is perceived as a sort of manifestation
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of unity of all possible correlations of its semantic elements, as a certain similitude to a referential text with a system
of cross-point references, where the pattern is determined by the reader or the listener. Thereby, already the first section
of the symphony (the introduction) contains a most important intonational element — the sound complex, which in the
opinion of the author of the article is perceived in the subsequent development as a certain hyperlink.

The answer to the main question — which elements are the most important in Lokshin’s Eleventh Symphony:
the theme of the variations, the theme of the introduction or the final variation, where the entire furcated network of
intonational signs are gathered together by the literary text — is viewed by the author as the goal of perceiving, and then
verbalizing the connections with which the sensually perceived symphonic fabric of the composition is permeated, in

a nonlinear, according to the principle of the hypertext.

Keywords: Alexander Lokshin, symphony, sound complex, nonlinearity, hyperlink, orchestration, hypertext, Luis

de Camoens.

aHp cUMQOHHUU KaK CUM(OHUYECKOH My-

3BIKH B [EJIOM SIBIISIETCS JJIS1 KOMITO3UTOPA

A. JI. Jloxmmna (1920-1987) nenrpainb-
HBIM, OTIPEIENSIONINM €ro TBop4deckuid 0oamk. Co3-
naBas cBou counHeHus B snoxy M. . locrakoBu-
4a, OCTaBasiCh Kak ObI «3a Kaapom», JIOKImmH oauH
13 HEMHOTHX CyMeN COXPaHUTh CBOE COOCTBEHHOE
JIUIIO, TIPETEepIIeBast MPH 3TOM MOIIHEHIITYIO0 TpaBH-
TAIMIO CTHJISA BENUKOTO cuMmponrcra'. CaMOoObIT-
HOCTbH KOMIIO3UTOPA OIIYIIAIN U €70 COBPEMEHHHKH,
Takue Kak My3bIkaHT M. A. MeepoBuu: «He Oymet
MpeyBEIMYCHUEM CKa3aTh, YTO B OCHOBE CUM(OHNU3-
Ma JIOKIIMHA JIEKUT HOBBIA OPUTMHAJIBHBIA MYy3bl-
KaJIbHO-ApaMaTnyeckuil npuHumi. MM HamucaHo
OIMHHANATH CUM(OHUIA, U HH OJTHA U3 HUX HE Tpe/I-
CTaBJIsieT COOO0I MPUBBIYHBIN YETHIPEXUYACTHBIA CHM-
(honnuecknit mukm» [1, c. 27].

PaccmarpuBas B kanre «CumbpoHHUYECKHE HC-
KaHUs» B ToM uncie u cuMmponnn A. JI. JlokmwHa,
M. I. ApaHOBCKHI CTaBUT CICIYIOIIMHA BOIPOC:
«...SBIISIIOTCSL A OHU CHM(OHHSIMHU B TOJJTHHHOM
CMBICIIE ATOTO CIOBa? ... WX KOMITO3UIHS ITOJYac
Jake OTAANIEHHO HE HAIIOMHUHAET CTPYKTYPY cuMo-
HUYECKOTO KAy [2, c. 206]. B uém xe 3akimodaet-
Cs1 HOBBIM OpUTMHAJIBHBIN IPUHIUIL, U YTO COCTAB-
JIsieT 0cOOEHHOCTH cTpoeHus cuM¢ponnii JlokmHaa?

Bce cumdonnn JlokimHa, 3a HCKITIOYCHUEM YU~
CTO MHCTPYMEHTaJIbHON YeTBEPTOM, TaK WM MHAUE
BKITIOYAIOT JIMOO XOp, OO0 CONMPYIONIUI ToJoC,
nu60 ux coyeranue. B G0IbIIMHCTBE CBOEM OHH HE
BEJIMKHU TI0 BPEMEHH 3BYYaHHA, XOTS BeCbMa EMKHU
1o coObITHitHOCTH?. B Mo0BUHE CBOMX CUM(pOHHIA
aBTOP COIPOBOXKJAeT HOTHBIA TEKCT aTrpulOyTaMu
BapHAlMOHHOTO IMKJIA, 0003HaYasi TEMY M IOCIe-
Ayrorie Bapuanun’. Hepeako kK HUM JOOaBIISOTCS
pasnensl, Ha3eIBaeMbIe introduzione, conclusione,
coda. B omnpenenéHHON CTENEHH 3TO MpEAroara-
€T HEeKUH JuHeliHblll TIOPSIIOK Pa3BEPTHIBAHUA MY-
3BIKAJIBHBIX COOBITHH OT 3apOKACHHUA Marepuaia

(B wHTpOAYKIMH), ero (opMHpOBaHUs (B TeMe),
MPUOOPETEHHST HOBBIX YEPT MPU COXPAHEHUH MTOCTO-
STHHBIX (B BapHaIMAX) 10 TTOIBITOKUBAHUS (B KOJIE) —
TO €CTh JABIKEHHUE 10 3aJaHHOU TPACKTOPHUH.

Mexnay teM, B cuMponusx JlokmmHa npu uc-
MOJIb30BaHUM KaK TMPUHIIMIIOB BapHAIHOHHOCTH,
TaKk W TMPHHIMIIOB BAPHAHTHOCTH®, opMa SIBISCT
€000 HEeYTO MPHUHIHIIMATHHO HOBOE C TOYKH 3pe-
HUA Heaurnelinocmu e€ paspépreiBanus. [lox Hemu-
HEHHOCTBIO B IAaHHOM CITy4Jae MMOHUMAETCs MPOIEeCce
CBOOOZHOTO COOONICHUS B MY3BIKAJIHHOM TIPO-
CTpaHCTBE MOMOOHBIX IPYT APYTY COOBITHII HE3aBH-
CHMO OT TPSAMOTO (OTHOHAIIPABICHHOTO) MOPSIKA
ux ceepureHus®. B cucreMe OTHOIICHWH BHYTpU
MY3BIKaJIbHOTO TekcTa JIOKImMHAa MOXXHO OOHapy-
KHUTh MOMEHT ACCOYUAMUBHO20 CXOOCMBA dIEMEH-
TOB TAPMOHHH, pUTMa, (DaKTyphl, OPKECTPOBKH, UTO
MOKET UMETH OTIpPENEIIoNIee 3HaYeHIE B TPOKIIa-
JBIBAaHUY ITyTH BOCTIPUATHA. B TakoM ciydae My3bI-
KaJIbHBIA TEKCT BOCIPHUHUMAETCS KaK CBOETO poaa
BOIUIOIIEHHE €IMHCTBA BCEX BO3MOXKHBIX COOTHO-
IIEHUH eTO CMBICIOBBIX 3JIEMEHTOB, KaK HEKOE IO-
no0ue CIIPaBOYHOTO TEKCTA C CHCTEMON MepeKpecT-
HBIX CCBUIOK, TJI€ MapuUIpyT ONpEAENseTCs] CaMUM
YUTATEJIEM.

OpnunHaanaras cumponus A. JIokimHa — UTor
paboThl KOMIIO3UTOpa B JaHHOM JKaHpe’, CBOETO
pola Monenab TBOPYECKOTO YHHBEpPCyMa aBTOpa,
HEKO€ Pe3I0Me MHINBHUAYaIbHBIX YEPT, KIIOYEBBIX
UJeH W NPUHIUIOB €ro CUM(OHUYECKOTO MBIII-
neHus. IMeHHO MO3TOMY 3ajjada CTaTbH — MPOAe-
MOHCTPHPOBATH MPOABIAIOIIYIOCS 3/1€Ch ITIaBHYIO
4epTy cuMpoHHYecKoro Metona JlokmuHa — cBoe-
00pa3HyI0 HenunelHocms Pa3BEPTHIBAHUS COOBI-
TUH B UX YETKO 3aJlaHHOM PYCJE meMbl ¢ 8apua-
yuamu.

Cumdonus narmucana B 1976 romy mis omu-
HapHOTO COCTaBa OPKECTpa C BHIOBBIMH HHCTPY-
MEHTaMHU B IpYIIe AepPeBSHHBIX® U compano. Kak
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HEKUH UTOT Pa3sBUTH, B 3aBEPIICHUH COYMHEHUS
3ByuntT 143 coner Kamosnca. O6 uHTEepece K co-
HETY CO CTOPOHBI KOMITIO3UTOpAa CBHAETEIHCTBYET
N. JI. KyminepoBa: «fl moMHI0, Kak sl CTOsJIa Y JiBe-
pH, oH [JIokmnH] gocTaN 3aMUCHYIO0 KHHU)KKY M CTall
MHE YHUTaTh CTUXH — OYEHb KPACHUBBIE CTUXH, 3aMe-
yareibHbIe. S| TOMHIO, UTO, Cpeny APyTuX, OH IPo-
yuTal MHE U coHeT KamonHca, Ha KOTOPHIH depes
MHOTO JIET OH Hanucan cuMmdonuo» [1, c. 34].

Crpykrypa CUM(OHHH TPEACTABISCT COOOKH
TEMY M CeMb BapHauuii, 00paMIEHHBIX BCTYTIJICHH-
eM, 0003HaueHHBIM [ntroduzione, U 3aKIIOYCHUEM,
o0o3naueHHbIM Coda. llepBbIii pa3men — HHTPO-
IyKIHsT — KOMITAKTHOE, C)KaToe (depra, Mpucymas
cUM(OHHH B 1IETIOM) H3JI0KEHUE KITIOYEBBIX MY3bl-
KaJIbHBIX UJEH COYMHEHHs. YK€ 37IeCh BCTpEeUaeM
BKHEHTIINI MHTOHAITMOHHBIN DJIEMEHT — 38YK0BOLL
KOMNJIeKC, KOTOPBI MPeaCcTaBisIeT coO0i psa Iuc-
COHHPYIOILINX CO3BYUYHH, TOAOOHBIX IIETIOUKE IOMHU-
HaHT. HauabHBIA UMITYJIBC pa3BUTHS YCTPEMIIEH K
akkopay D dur, KOTOpbII TOSBISIETCS B TPETHEM
TakTe BeryruieHus (mpumep Ne 1 a).

A. JIokmmH.
OpnmaHanmaras cuM@oHus,
Introduzione, T. 34

IIpumep Ne 1 a

Andante J= 66 L .
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bnarogaps npo3padHoil OpKECTPOBKE, Kaxblil
(haKkTypHBIH JIEMEHT CJBIIICH OTYETIIMBO; YIIOMS-
HYTBIN BBILIE aKKOPJA UMEET XapaKTEPHYI KOHCO-
HUPYIOIIYIO OKpacky (D dur), 9yTh 3aMyTHEHHYIO
HEAKKOPJIOBBIM 3BYKOM e. D@OHM3M aKKopza IOA-
4EPKHYT TeMOpOM ap(dbl U TPEYroNbHUKA. DTH JBa
(dakropa, a Takke MPEIUICCTBYIOIIAs CO3BYYHIO
TOHAJIbHASI HEONPEACIEHHOCTh, HenpeocKkasye-
MOCHmb 8b1X00a TIO3BOJIAIOT CIyXy B JalIbHEHUIIEM
yAaBIMBATh JaHHYIO CTPYKTYpy B maptutype. OHa
KOppENHUPYeT C Pa3THYHBIMH ydacTKamMu (HOPMBI
HanoJ00ue CCBHUIKU B eunepmexcme, HEOJHOKPAT-
HO BO3HHKAas B Pa3IMYHBIX KOMIIO3UIIMOHHEIX,
CUHTAKCHUYECKUX, (DOHHMUECKHUX YCIIOBUSX, KaK ObI
KOMMEHTHPYS 00pa3 ¢ MHBIX MO3UIHA BEICOTHOTO
MOJIOKCHUS, OPKECTPOBKH, 00bEMa 3BydyaHus. B
KJIFOUEBBIX MOMEHTAX IOSIBJICHUS TAHHOTO 3BYKO-
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BOTO KOMILIEKCA COXpaHSAETCA XapakTepHas s
Hero TemOpoBas kpacka. Wi jxe opkecTpoBKa
CTAHOBUTCS WHOM, HO TIPH 3TOM COXPaHSAETCS PUT-
Mo opMysia MOTHBA, NMPEABAPSIONIETO Ha cIabon
JoJie TakTa akkopa D dur u mpucymue emy KBap-
ToBBIE X0bI (pruMep Ne 1 6).

[Tpumep Nel 6 Opnuananmaras cumbonus, 11. 27

J=100
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Hanublii pparmedt (1. 27 mapTHTYPbI) BBLIEP-
J)KaH B xapakrepe ckepuo. [IpuBeném nokasarensb-
HBI MY3BIKUIBHBIA MaTepuan 3aKJIIOYUTENIbHO-
ro pasaena CUMGOHHH, NMPEALISCTBYIONIIETO KO
(1. 41, cm. ipumep Ne 2 a).

IIpumep Ne 2 a OpunHaanaras cuMQpoHUS,

. 41
[Adagio] -
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[pumep Ne 2 6 Coda,
(bMHABHBIN aKKOPJ
[Adagio] Arci
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Bce mpuBenénnpie ¢pparMeHTHl MApTUTYPHI Ae-
MOHCTPUPYIOT TJIaBHBIA CMBICJIOBOM 3JIEMEHT CUM-
(hoHMH, MHTOHAIIMOHHYIO OMICBHLIKY, W3 KOTOPOH
Ipou3pacTtaeT JanbHeimiee pa3Butue. Kommaxt-
Has KoJa CUM(OHHUM 3aBepIIacTCsl MOJUTapMOHU-
ueckuM akkopaom H, — C — b — es' —a' — d’ — fis’
— cis® (mpumep Ne 2 6). B ero 3BykoBOM cocraBe
MOXKHO YCIBIIIATh CIIEABI OTMEYEHHOTO HaMHU BO
BCTYNIUTENBHOM paznene akkopaa D dur, a Taxxke
JIBYTEPIIOBBIX aKKOPJIOB OT fis 1 oT 4. OOpaTvM BHU-
MaHHE Ha OPKECTPOBKY aKKOp/AA, OXBATHIBAIOIIETO
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0oJjiee 4eM TpU OKTaBBI: OTKA3 OT HU3KOTO PeTUCTpa
CTPYHHBIX, ITpeo0IaiaHre MPU3PAYHOTO 3BYUaHUS
¢utaxconeToB Ha (OHE MATKUX TeNaieid MeTHBIX
IyXOBBIX (HU3KHE BaJITOPHBI U TPOMOOH), TOTIED-
KHYTOTO BCILIECKOM apre/kuo apdpsl. OT™MeTnwm,
YTO UHTPOMYKIMS ¥ (UHAIBHAS KOJAa COUMHEHHS
— 3TO HIMpPOKas apKa, paCKMHYBIIAs’CS 4Yepe3 BCIO
CUM(OHHUIO.

MeXy BCTYyIUIEHHEM W KOJOW pacIojararorcs
TeMa M ceMb Bapuanmid. V3 kazanocs OBl Heyso-
BHMOTO JBW)XEHHUS, POKAAEMOTO CONPSIKCHUIMU
pPa3IMYHBIX DJEMEHTOB, BBICTYNAIOT OYEPTAHUS
PUTMHUYECKH pellbe(PHBIX MHTOHAIMH TEMBI, TOJI-
9€pKHYTHIE TEMOpPOM BHOJIOHYENCH, 3ByJalIux
BeChMa HanpsHKEHHO B BBICOKOM PETUCTpE (TpuMep
Ne 3 a).

[Ipumep Ne 3 a Tema, 11. 2
[Andante]
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Kaxxaplii MOMEHT 3By4aHUsI TEMbl HEIOBTO-
PUM U MIPENCTABISET MOCTOSHHO OOHOBIISIONIYIOCS
cTpyKTypy. OHA IIacTHYHA, TIOTHA BCEBO3MOKHBIX
ApTUKYJSIIIUOHHBIX JeTajei, TUHAMHYECKHX HIO-
aHcoB. B 4éM-TO mM3noXeHne TeMbl (KaK 1 MHOTHE
CTPaHUIBI TAPTUTYPHI) MOXKHO YTIOIOOUTH JeTalb-
HO npopaboTaHHBIM TekcTaMm A. BebepHa, rje B Ka-
KAYI0 CEKyHAY 3ByYaHUS MPOUCXOAUT HOBOE 3BY-
KOBOE cobbimue’.

Tema komMIlakTHa, OHa 3aHMMaeT 22 TakKTa.
B Hell yciioBHO BBIJIENIMUM TPU paszzena, pa3rpaHu-
YEHHBIX CMBICIOBBIMH 11€3ypaMH, Ha CO3JaHHE KO-
TOPBIX HaNpaBiI€Ha OPKECTPOBKA W TOHKAas Irpajaa-
U MEXIY Pa3peKEHHOCTHIO M HACBIIICHHOCTHIO
(dakryps! (mpumepst Ne 3 6, Ne 3 B).

Ipumep Ne 3 6

[Andante]

Bropoii paznen Tembl

in tempo V-c s

[Tpumep No 3 B Tperuii pa3nein TeMbl

[Andante]
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Crnemyer TakKe OTMETHTH YIJIOTHEHHE JIMHUU
HW)KHETO TOJIOCa, KOTOPBIA IyOmupyeTcs B KBap-
Ty (BO3HHKAaeT HEKas ccublika Ha W3IIO0IEHHBIC
b. baprokom ayOnMpOBKH-YTOJNIIEHUS JTUHUHA Te-
TepodoHHOTO ABMXKEHUS). COMUPYIOMINE BHOIOH-
YeNn UTparoT B TOHM )K€ TECCUTYpe, YTO M KOHTpa-
MYHKTUPYIOIIHE UM Oac-KJIapHeT U Garot — oTcrona
BO3HUKAET OIIYIICHNE «CKYYEHHOCTH», TPEHHS 1Ma-
paNeNnbHO Pa3BUBAIOIINXCS JTMHAH (€T0 yCUIHBAET
Y BBICOKAs! TECCUTYpa BHOJIOHYETICH.

EcTecTBeHHO TPOAOMKAIOT Pa3BUTHE TEMBI
JIBE CJICAYIONINE 3a Hel Bapuanuu. Ux oobenuHs-
€T IUCKPETHOCTh M COOBITHHHAS HACHIIICHHOCTD,
YCTPEMIIEHHOCTD JIBUKEHUS K HEKOEW BEpUIMHE.
3TO MO3BOJNSIET HaM YCJIOBHO OOBEIMHUTH TPH
MIEPBBIX pazaena (mema u 08e gapuayuu) B Tpym-
My, BBIMOJHSIONIYIO PENpe3eHTATUBHYI0 (yHK-
M0, KOTOPYIO MOJKHO paccMaTpuBaTh Kak dKCIIO-
3UIUI0 COHATHOW (opmEl. [IpmmedarenpbHO, YTO
nepBas BapHalys MO KOJIWYECTBY TAKTOB paBHA
Teme (22 TakTa), a BTOpas — CYIMIeCTBEHHO MECHB-
me (13 rakroB). B memom mepBas rpymnma Bapua-
[MOHHOTO IHKJA MO MPOTHKEHHOCTH COCTABIAET
58 takroB'’.

Crenyrommii pa3aein (TpeThs BapHarus) UMeeT
coBepIIeHHO nHOU Xapaktep. Ero dyHkuus — pas-
BHTHE. DTO TIO3BOJIACT YIOAOOUTE €ro pa3padoTke
conarHol ¢opmbl. Haunnaetcs Bapuarust penbed-
HBIM COJIO POSATIs, A0 CHX MOp MPpHOEperaeMoro KoM-
mo3uTopoMm (mpumep Ne 4).
[Tpumep Ne 4 Tperbs Bapuanus

[Allegro]
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ABTOp MA€T NEPEABIIIKY OT PUTMHYECKHUX U MH-
TOHALIMOHHBIX KOHCTAHT TEMBI, BEIWICHAS U3 TIPEa-
LIECTBYIOIIETO Pa3BUTHUsL TPUOJBHBIA puUTM. Ero
JUHAMHKA CIYKUT HMITYJBCOM IS HOBOW (pa3bl,
MPUBOAIICH K KylbMUHAIMH (1. 12 TapTUTYPHI).
Paccmotpum e€ mogpoOHee.

SpkuM WHCTpYMEHTaM OpKecTpa (aKKOpIbI
CTPYHHBIX, TpyIa JepeBSHHBIX, apda U POsLIb)
KOMITO3UTOpP IOpydYaeT 3BYKH g—h—d—f, KOTOpbIe
BOCIIPOMU3BOJSAT MaJjblii Ma)KOPHBIA CENTAKKOPA.
Tpyba, TpoMOOH U KOHTpadAackl MPH TOM HPHUB-
HOCST 4yXKable eMy 3Byku — as’, A, EI cooTBeT-
CTBEHHO. 3a CUET MPOH3UTENHHOTO 3ByYaHUs TPYObI
CKBO3b IUIOTHYIO OPKECTPOBYIO (DAaKTypy NpOpbI-
BAeTCsl MHTOHAIMOHHO BAaXXHBIW Marepuai, Omu3-
KA{ 10 XapakTepy Teme Bapuanuid. Cam mo cebe
MaJIblii Ma)XOpHBIA CENTaKKOp/ COIOCTABISETCA
C YMEHBUIEHHBIM CENTAaKKOPAOM, IOSBISIOMIAMCS
Ha CJIEIYIOIIEeH JJ01e TaKTa U MPeCTaBIEHHBIM 3BY-
Kamu g—b—cis—e. OH yCIOKHEH HEAKKOPIOBHIM —
as (gis), tae (QpyHAaMEHTAJIbHBIM TOHOM SIBJISICT-
cs 3BYyK A — 06ac IOMHHAHTOBOTO HOHAKKOpAa K
D. JIBa cenTakkopla B INapTUTYpE BBINIAIAT KaK
TPaIWIIMOHHBIE CTPYKTYpBI, OJHAKO Ha CIyX 3BY-
YyaT yAMBHUTEIHHO CBEX0. OHU BOCIIPHHUMAIOTCS
MPOSIBJIEHUEM TOJIMTAPMOHUH, TPUCYUIEH JTaHHOU
cuM(OHNH, TPH ITOM SBISIIOIIEHCS pPe3yabTaToOM
JIMHEApPHOCTH, CBOMCTBEHHOM MbIlUIeHUIO JIOKIIN-
Ha. [TomuepkHEM, UTO PACCMOTPEHHBIA KylIbMHUHA-
IIUOHHBIA yYacCTOK — 3TO OYEPEAHOE MY3bIKAIbHOE
coObITHe CUM(OHNH, TIPEAETHHO KOHIIEHTPUPOBAH-
HOE IO CMBICTTY.

Crenyromas najnee ¢asza pa3BUTHS NpUMEYa-
TeJbHA BaXXHBIM C KOHIIETITyaJIbHOW TOYKH 3PEHUS
CIUTABOM XapaKTEPHBIX PUTMHYECKHX O0OOpOTOB
TEMBI U 38VK08020 KOMNJIEKcd, TIPECTaBICHHO-
ro emeé B MHTPOAYKUUU CUMQPOHUU (CM. MPUMEPHI
No laum Ne 55).

IIpumep Ne 5 6T orm. 12
[Sostenuto]

e B = = e BN = =
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MoOTHB OCHOBHOTO 3BYKOBOT'O KOMILIEKCa (IIPH-
Mep Ne 5) MOXHO paccMmarpuBaTh Kak codeTa-
HUE DJIEMEHTOB M3 Pa3HbIX pa3zejioB CUM(OHHUU:
B OIHOM CJIy4a€ MHTPOAYKIHHU, B IPYT'OM — TCMBI.
s mepBoro — 3TO 3a0CTPEHHBIE YBEIUYCHHEIE,
a 3aTeM YHCThIE KBApThI, JIS1 BTOPOIO — KPATKHM
MOTHUB TPHUAUATEBTOPBIX. C TOYKHU 3pEHUST HHCTPY-

MEHTOBKH, 3TH AJIEMEHTHI OPYYEHBI ACPEBIHHBIM
IYXOBBIM B BBICOKOM pPETHCTpe (0OCOOEHHO BBIAEINA-
I0TCS KIIapHETH). TpeThsl Bapuamnus 3HaYUTEIbHO
MIPOJOIKUTENIbHEE MPEAbIAyIuX — 49 TakToOB, 4TO
MIPAaKTUYECKHU COIIOCTAaBUMO CO BCEW IEPBOM IpyI-
oW Bapualui.

B uerBéproii Bapmanuu (u. 15) BcTpewaercs
HOBBIA 3HAKOBBIII MOTHB — HUCXOZSIINE KBUHTHI
e’ — a' y ro6os (1. 17), KOTOpOMY OTBEYAIOT B TOM
YK€ pUTME MaJas TePIHs @ — ¢ Y TPyObl 1 MUHOPHBIN
KBapTCEKCTAKKOPJl e—a—c y KiapHeTa. MHTOHanmn
3TOr0 B3BOJIHOBAHHOI'O AMAJIOra HAWIYT CBOE OT-
paXkeHHUe B MOCIEAHEH, CeIbMOM Bapualuu, IIe UX
CMBICH BBISIBUT TeKCT coHeTa KamosHca.

Mys3bika msaroil Bapuanus (u. 20), oTTaikuBa-
ACh OT TPHUOJIFHOTO PUTMA MPEABIAYIIETO pa3Jena,
MIPUBHOCUT HEKOTOPYIO BCTPEBOKEHHOCTH — OOMEH
KOPOTKMMH peIuMKaMy (QIeiTel u Oac-KilapHeTa,
CIIOBHO CTSIHyTasl MPY>XUHA «PacKPyUIHBAIOIINECS
molto accelerando kBapTsI-Tepiu (1. 21) — Bcé 31O
KapTHHA BHELTHE HE CTOJIb 3aMETHOTO HAIPSKEHHO-
T'O Pa3BUTHAL.

Yyactok (GopMBI OT TpeTheil N0 mIecTO Ba-
pUanMy  BKJIIOYUTENBHO 3aHUMAaeT LEHTpajbHOe
MecTo B coumHeHHU. OH OXBAaThIBAeT JBE TPYIIIBI
Bapuanuii (cM. npumedanue 10) u BkiIrogaer B ceds
IBE SApKHE€ KYJIbMUHAINH, a TaKXKe OTIH4YaeTcst 60-
nee penbedHor opkectpoBkoii. Illecras Bapuanus
(1. 25) KOHTpacTUPYeT C OKpYKaIMHUMH e€ pas-
JeIaMi CBOMM CO3EpLATEeNbHBIM XapaKTepoM u
BHYTPH COAEPKUT KOHTpACT. E€ HauabHbI pas3nen
(c m. 25 mo m. 27) GMM30K MEIJICHHOW YacTH CHM-
(ormnueckoro nukia. K yxe paccCMOTpEHHBIM BBIIIIE
WHTOHAIUSIM TEMBI U 36YKOB020 KOMNIeKca N00aB-
JIAIOTCS XPOMAaTHYECKHEe HHUCXONAIINE, JTaMEHTO3-
HbIE€ MOTHBBI (preiTel u knapueta (T. 6 oT 1. 25),
M3JIOMaHHbIE JMHAN CTPYHHBIX. Haunnas ¢ . 27 xa-
pakTep MEHSETCS M CTAaHOBUTCS CKEPIIO3HBIM (UTO
moka3aHo B npumepe Ne 1 6). B menom Bapmanus
HEBEJHKa 10 pa3MepaM — 28 TaKTOB B COMOCTaBIIE-
HuU ¢ 47 TaKTaM# COCEIHEH ISITON BapHAaIIHH.

Cenpmas Bapuanus (um. 28) B CBOIO OYepedb
rozipa3ieNsieTcs Ha ABa KPYMHBIX pasjera: HEKyIo
OPKECTPOBYIO MHTPOAYKIUIO M Pa3iesl COIHPYIo-
mero comnpaso. IIepBelil pazien BO MHOTOM IIpo-
JOJKaeT HACTPOCHHE MPEAIIEeCTBOBABIIETO CKep-
1o, ero mMHGeEpHAIbHBINH XapakTep. PasBuBaercs
TPUOJIBHBIM PUTM, KOTOPBI CIIOBHO JBMIKETCS
[0 3aMKHYTOMY KPYTy CEKyHJOBBIX HHTOHALUH,
XapaKTepHBIX JJII TEMBI, HarHETAETCS TEMII, YTO
HEYMOJIMIMO TPHUBOJUT Pa3BUTHE K KyJbMHUHAIWU.
C u. 31 B mpormecc BKIIIOYaeTCsl HOBBINA Tepoil —
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JIUTABPHI, BBICTYNAIOIIAE C COOCTBEHHBIM TPEX-
3BYYHBIM KBHUHTO-CEKYHJIOBHIM MOTHBOM A—H-e,
KOTOPBIN perabedHO BRIACISIETCS U3 00IIEero 3Byda-
HUS B TOM YHUCJIE U 32 CUET TUHAMUKH ff.

3areM BCTyMaeT posiib C Pa3BUTHEM MHTOHAIIH-
OHHOTO KoMIutekca (T. 1 mo m. 32), KoTopsIil mpe-
CTaJI B CaMOM Hauajle cuM()OHHH, B IEPBBIX TAKTaxX
naTponykiuu (mpumep Ne 1 a). Kommosutop Ha-
MEpEHHO «CHHMAaeT» BCE MHCTPYMEHTHI KPOME BH-
OJIOHYEIIH, KOTOpas WMHTOHHPYET BBIPA3UTEIbHYIO
BOCXOAIIyI0 JMHUIO. llocTeneHHO K 3ByYaHHUIO
MIPUCOEANHAIOTCSA U IPyTHE «Tepom» (aHTIUHCKUAN
POXOK, (harot, MeHBIE TyXOBBIE, apda), 1 HAYMHAS
¢ 1. 33 BHOBB CIBIIIIHA TEMa BapHaIliil B €€ MOYTH
MIEPBO3JAHHOM 3ByYaHWHU: BHOJIOHUEIH B TOW K€
BBICOTHOM TIO3HUITHH (CM. 1I. 2) B aHCAMOJIe C Kiap-
HETaMH.

BTopoii pa3aen ceqpMoii Bapyualiii HAYUHAETCS
¢ 1. 35 — 14 HEeTO XapaKTEePHO BCTYIIJICHUE CONHPY-
fomiero compano. Ilo pasmepam 3aKTIOUYUTENHHBINA
pasfen COMOCTaBHUM CO BCEM IIPEIIECTBYIOIINM
pPa3BUTHEM, YTO TOBOPUT O €r0 HTOTOBOM 3HAYEHHH.
CMBICTTOBYIO KBHHTICCEHIIMIO COCTABISIET COHET
KamoosHca.

Benuko 3HaueHne TeKCcTa, KOHIEHTPUPYIOIIETO
CMBICJ TIPEANIECTBYIOUIETO pa3BuUTHS. B mepByro
o4epenp ATO SIPKO MPOSIBIISETCS HA MHTOHAIIMOHHOM
ypoBHE. 3By4ar CJIOBHO MOATEKCTOBAHHBIE MOTHBBI
Y MeJOANYEeCKHue 00OpOTHI, KOTOPHIE HE pa3 MOsB-
JIUIUCh paHee B BapuallMsIX. YK€ C HaYaJIbHOU Ma-
JIOW CEKyHJIbI OIIYIIAeTCsl MPOYHasi CBA3b C TEMOMU
(d—es). Ha cnoBax «uy»xwue ctpanb (11. 38) BcTpe-
yaeM YK€ YTBEpAMBILIHUICS B MAMITH MEJIOIUYE-
CKH#l 000poT as—des’—as—c?, OTCHUIAIOIINN K Ha-
yairy cuM($OHNN W MHOTUM €€ paszzienam (mpumep
Ne 1 a, B cpaBHernu ¢ npumepamu Ne 1 6, Ne 2 6 u
Ne 5). Termeps 0u4€BHIIHO €T0 Ba)KHEUIIECE 3HAYCHUE
— OH (PyHKIIMOHUPYET B HOTHOM TEKCTE O0OHO 2u-
nepccoiike.

ITpumep Ne 6 CenpMas Bapuarus, 11. 38
[Lento]
e R = = e R = =
eSS IS TS 22 Y

==

OpkecTp B JaHHOM CIIy4ae CTAaHOBHTCS 3€pKa-
JIOM BOKAJILHBIX MHTOHAIMH. UyTKO OTKIMKAIOTCS
Ha (pa3bl compaHoO KIAPHET, BAITOPHA, JIUTABPHI,
BBICTYIIasi KOMMEHTATOpaMH TEKCTa, a WHOW pa3
n300pakasi «TOIOT COTHAHHOTO CTana». Hakowner,
KyJIbMUHAIIMOHHAS (ppa3a «MHUpPO3laHbE B pa3HO-

00pasuu HacC OAApHIIO» NMOAYEPKUBACTCS BBICOYATi-
UM 1715t compano cis’. Tlocie 3Toro 3By4uT Opke-
CTPOBBI OTKIIMK Ha «METaQU3MUECKUE TEP3aHUS
YeJIOBEYECKON AYIIN — MHTOHAIINU 368YKOB020 KOM-
niekca (1. 41, mpumep Ne 2 a).

Takum 00pa3oM, MOXHO MPEIONOKUTH, YTO
aBTOp CBOJAWT BCE€ HUTH MHCTPYMEHTAIBHOTO TOBE-
CTBOBaHMS K X BOKAJIFHOMY BOIUIOMIEHHUIO B CEJlb-
Moii Bapuanmy. Ha 3To yka3bIBaeT Taxke TOT (pakT,
YTO K CJIOBY KOMIIO3UTOP OOpaIaeTcss CUCTeMaTH-
YEeCKH B CBOMX COUMHEHHAX, U JTUTEPATYPHBIHI TEKCT,
KOTOPBIN JISKUT B OCHOBE, HUCIIONHAEMBIHN 100 CO-
JIUCTOM, JTIOO XOPOM, SIBJISETCS CTOJb YK€ 3HAUNMBIM
YYaCTHUKOM MY3BIKaJHHOTO ITOBECTBOBAHHSA, KaK U
OpPKECTPOBBIE TPYIIIBI M OTACITHHBIE TEMOPHI.

B mpomecce paccMOTpeHHsI COUMHEHHSI TEpeN
HaMH BO3HHUK P BOIIPOCOB: YTO XK€ ABJISIETCA TJIaB-
HEIM B OnuaHaAaTol cuMdonnn JIokmmHa — TemMa
BapHannii, TeMa HHTPOAYKLMHU WU TTOCIETHS Ba-
puanusi, rae BCIO Pa3BETBIEHHYIO CETh WHTOHAIIH-
OHHBIX 3HAKOB COOMpAeT BOEAMHO JMTEPATypPHBIN
TekcT? UTo U3 3TOTO psiia JOMUHHUPYET, a YTO Ipe-
TepresaeT BiusHue? Kak Hamie BOCHpHUSATHE CIIO-
COOHO OXBaTHTh BCE JIETAIN TeKcTa cUMQOHHHU 3a
20 MuHYT e€ 3By4YaHUs, ¢ KaKUX MO3HIINHA MOIXO-
JUTHh K TOHUMAHHUIO KOHLENINH COYMHEHUA? BrITh
MOJKET, OTBET KPOETCS B MHOTOACIIEKTHOCTH, MHO-
TOCJIOWHOCTH JaHHOTO MY3BIKAIbHOTO TEKCTa, TIe
BHUMMAaHHE CITyIIATeNsl HAIpaBICHO B pa3HbIE €ro
TOYKH, OTpeJelisisi TIaBHOE ¢ COOCTBEHHBIX (CIy-
marenbekux) no3unuid. [lpm 3TomM BaskeH Takon
ACTIEeKT, KaK BOCTIPUATHE TAPTUTYPHI, T1I€ MBI BUTUM
rpadudecKkue TPaHUIBI Pa3lenoB (B TOM 4YHCIE U
caMy TeMy BapHaIliii), ¥ BOCIPUATHE COOCTBECHHO
MY3bIKAIBHO2O HNPOU3Be0eHUs, PeaTn3yeMoro ue-
pe3 Tpuaxy «KOMIIO3UTOP — HCIIONHUTENb — CITy-
marenb» (Tae MOCIEeIHUH He BOCIIPUHHUMAET CaMmy
rpaduKy TeKcra).

B mpomecce ocMbICIieHUS] COYMHEHHUs ObLTU
WCIIOJIb30BAHBl TaKWe TOHSITHS, KaK OMCbLIKA W
eunepccewiika. [locaenaee ynoTpednsieTcs B CBSI3U
c TepMuUHOM cunepmekcm (anri. hypertext). On
ObLT BBE/IEH aMEPUKAHCKUM COIIMOJIOTOM H (PHIIO-
codom Teomopom Henmbconom!! u ynorpebdisiercs
B CBSI3HM C CUCTEMOM NEPEKPECTHBIX CCBHUIOK, IIPU-
MEPOM KOTOPOI MOXKET SIBIISIThCS JTF000H SHITUKIIO-
MEANYEeCKU CIOBaph C pa3IWYHBIMH TeMaTHUe-
CKUMH pyOpHKaMHU.

B. B. briukoB Ha cTpaHunax «JIekcukoHa
HOHKJIACCHUKM» PACKPBIBAET CIEAYIOIINE BaKHBIE
no3unuu: «KynbTypa B 11e710M, Kak U Bce eé ¢par-
MEHTHI, BKJIIO4Yasi 1 OObIYHbIE BepOabHbIE TEKCTHI,
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paccMaTpuBalOTCd B KaueCTBE HEKOW MEIOCTHOU
CTPYKTYpBI, CKJIaJbIBAIOIICHCS M3 COBOKYIHOCTH
TEKCTOB, OMpeAeTIEHHBIM 00pa3oM BHYTPEHHE U
(nnn) BHEIIHE CBA3AHHBIX (MJIM KOPPEIHPYIOLIHX)
MeXy coboii. UacTo 3T CBSI3U TPYAHO 8epOaiu-
3yembl, HO OHU OUWyWaromes Uccieoo8amenem, cy-
MEBIIIMM IPOHUKHYTH B CYTh JAHHOTO THIIEPTEKCTA,
BOMTH B €r0 “‘CBATAs CBATHIX, WIN — HAUMU HeKUll
wugp nas ero npodrenus [Kypcus moit. — C. J1.]»
[3, c. 133]. beIuKOB HE TOTBKO OMPEAEISAET MHOTHE
CYLIECTBEHHbIE MOMEHTHI JJAHHOTO MOHSTHA, HO U
CTapaeTcs TMOJCKa3aTh SMIUPUYECKUN METOJ HC-
CJICIOBAHUS TIOIOOHBIX TEKCTOB.

OpUrvHAIBHBIA TPUHIMIT CTPOCHUST CUMO-
Huit JIOKIMHA, KaK BUJIMM, 3aKJTFOYaeTCS HE TOJIBKO
B TOM, 4TO paccMmarpuBaemas 3aeck OnrHHaaAIaTas
cuM(OHHSA TOCTPOEHA IMOJO00HO BapHUAIMOHHOMY
UKITY. DOTO CKOpee BHEIIHHUH, HabiromaeMblil 1Mo
naprurype ¢daxrop. [Ipu c1yxoBoM BOCIIPUSTHH CO-
YUHEHHUS MOYKHO 3TOTO U HE 3aMETHUTH YK€ TIOTOMY,
YTO 4ETKME MPU3HAKHA U3BECTHBHIX (PaKTYPHBIX WIN
JKAaHPOBBIX BapHalMi OTCYTCTBYIOT. CMBICI CTPYK-
TYpHOW OpPTaHM3aLMU JTAHHOTO COYMHEHHS KpPOEeT-
cs mryoke. Oco3HaTh, a TIOTOM U BepOaM30BaTh
CBSI3M, KOTOPHIMH TIPOHHU3aHA BCSI TyBCTBEHHO BOC-
npuHAMaemMasi cuM(GOHHYECKass TKaHb BO3MOXKHO
U HEJIMHEWHO, 110 NPUHLHKIY runeprekcra. Hampu-
Mep, MOJKHO COCPEIOTOYNTh BUMaHUE Ha 36YKOBOM
xomniaexce (mpumepsl Ne 1 a, No 1 6, No 2 a, Ne 5,
Ne 6), KOTOPEIi1 yKe ¢ EPBBIX TAKTOB SIPKO 3aSBIIS-
eT 0 ce0e, ¥ MPOCIIEKUBATh €TO PA3BUTHE BILIOTh
JI0 TIOCJIETHETO TAaKTa COYMHEHHS, PAaCKpHIBas €ro
CMBICT HE B MPOEKIUU «HAYajo — pPa3BUTHE — KO-

HeI (TO €CTh JIMHENWHO), a «Pa3BUTHE — KOHEIl — Ha-
4ao». Bo3MOXHO CKOHLIEHTPHUPOBATHCS Ha SIPKOM
BCTYIIJICHUH TEMBI (MHUHYS WHTPOLYKIIUIO) M CIIe-
IIUTh, KaK OHA BBI3PEBACT M NMIPUHUMAET HOBBIE 00-
JUYHAA B Pa3MUYHBIX pa3zenax (B KyJIbMHHAIHAX).
Wnn, HakoHel, MPUHATH 32 TOYKY OTCYETA pazzen
¢ conerom KamonHca 1 OT (UHANIA PEKOHCTPYUPO-
BaTh «CyIbOBD» OCHOBHBIX MOTHBOB COUMHEHHS.

[Mocnenuroro cumdonnro JIoKIMHa MBI BIIpaBe
W paccMarpuBaTh (IPOYMTHIBATh) KaK «MHTOHAIIH-
OHHBIN ciioBaps: OpuHHAmIATas CAMQPOHII» 2, TIe
€CTh OTACNBbHBIE «CTAThW» C 3aroJOBKaMu (Bapua-
LMK TI0 HOMEpaM), €CThb BBOJHAS, MOSCHUTEIbHAS
4acTh (MHTPOMYKIUS) M €CTh CHCTEMa MepeKpecT-
HBIX CCHUIOK (OTCBUIOK) OJHOW CTaThU Ha NPYTYIO.
Koneuno, cnymars COYMHEHE HEBO3MOXKHO B IIPO-
M3BOJIBHOM TIOPSIZIKE Pa3/enoB (3TO MPEAIONaraer,
OBITh MOXKET, ajieaToprKa, KOTOpas 3[eCh OTCYT-
CTBYET), OHO MPOHUKHYTO €IWHOW HUTBHIO Pa3BU-
THSI, HO TIPH 3TOM OCTAaBJISIET BO3MOKHOCTh IIOHATH
€€ HeIIMHEWHO.

A. JI. JIoKmmMH >Xrd B 3MOXY, HACBHIIICHHYIO
MHTEHCUBHBIMH TTOMCKaMH ITyTE€H Pa3BUTHSI OTEYE-
CTBEHHOU cMM(OHUY U MPUBHEC B ATOT IOUCK CBOM
neHHbIi Briana. [lpomomkas meicas M. I. ApaHoB-
CKOTO, ero cMM(OHHU MOKHO OTHECTH K TpYyIIIe
«ampTepHATUBHBIX KaHOHY». Cumdonnnu JlokmmHa
— 3TO HEMOBTOPHUMBI MHpP MY3bIKAJIbHO-TIO3THYE-
CKHX 00pa3oB, KOTOPBIE BCTYIas B TUAJIOT BPEMEH,
HaxXOJATCSl B HEPa3phIBHON CBSA3M C COBPEMEHHO-
cThi0. OHM JEMOHCTPHUPYIOT HaM HeHWcUYepraeMble
DTyOWHBI JKaHpa CHUM(OHHUH, OTKpbIBAasl €ro Jaib-
HEWIINE NEPCIIEKTHUBBI.

< MPUMEMAHUA (<

! Moxxxo BciomuuTh TBOpuecTBo M. C. BaiinGepra
(1919-1996), HezacmyKeHHO 3a0BITOC Ha J0JITOE BpeMs,
HO HBIHE BO3pOXKJaeMoe. YKa)KeM Ha IOCTAHOBKY OIle-
pol «Ilaccaxkupka» ExarepuHOyprckuM Tearpom orepsl
u Oanera (ceHTssOpb 2016) U Toraa e UCIOIHEHHE ero
Bocbmoii cum¢onun. Ilpu Beeit cBoel Xy0KeCTBEHHOM
CaMOOBITHOCTH KOMIIO3UTOpP HE CMOT' OJTHAKO M30exaTh
cymectBeHHoro BiustHus ctuiid . 1. [locrakoBuua BO
MHOTUX CBOUX COUMHEHHSIX, JjaXke Oy/IydH 3peiibiM aBTo-
poMm.

2 B cpenHeM BpeMs 3ByYaHHs CUM(OHUIT KomeOneT-
csi ot 15 o 30 munyT. Tak, UerBéprast cumdonus aaut-
cs Bcero 15 muH., [Taras — 17 mus., Cenpmast — 20 MuH.,
Bocbemas — 28 mun., Jlesatas — 23 muH., Jlecsaras — 33
MuH., OquHHaauaras — 20 MuH.

3 TakoBbIMU sIBISIFOTCST cumbonmnu Ne 2, 4, 7, 10, 11.
Kommosurtop kaxxplii pa3 OTMeUaeT B MapTUTYpe paszie-
JIbI, COOTBETCTBYIOIIME tema u var.1, var. 2 u T.11.

4 3nech uMeercs B Buay nousitue B, IIporononosa:
«...BCSIKO€ BHUJIOM3MEHEHHOE MOBTOPEHHUE, CKOJIbKO-HU-
Oyzb CYIIECTBEHHO OTJIMYAIOLIEECs OT EPBOTO M3JIOKe-
HUS TeMb» [6, c. 672].

5 B TpaktoBke B. X0JOMOBOM: ««METOJ ... CO3/a-
IOLMH Pa3HOBUIHOCTH TeMbl ITyTEM OOHOBJIEHHS Ka-
KHX-JTHOO MEJIOMUYSCKUX 000POTOB, C BOBMOXKHBIM pac-
IIUPEHUEM WM COKpAIllEHuEM CTPYKTYpsD» [7, ¢. 150].

¢ Kareropusi «HEJIMHEWHOCTH» HCIOJIB3YETCs, Ipe-
JKJIe BCEro, B CBsI3U ¢ MpobieMoit popmoodpasoBaHust
B IOCTMOJIepHUCTCKUX TekcTax. B crarwe I1. E. Ponbku-
Ha «IIpobnema XynokecTBEHHOTO (hopMooOpa3oBaHuUs
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B TEPPUTOPHAIILHON OpeHI-MICHTU(UKAINT: HEITMHEH-
HOCTh M aOCTPaKTHOCTb)» HEIMHEHHOCTH IpEeACTaBIecHa
KaK METOJI Xy/I0’KECTBEHHOTO KOHCTPYHPOBaHUS, IPOTH-
BOITOJIOXKHOTO JIMHEHHOCTH, ¥ HE ONHUpAaeTCs Ha arpu-
opHble cTpyKTypsl si3bika (URL: http://www.prdesign.
ru/text/2017/nonlinebrand.html). ¥ ®. ne Coccropa
B pabore «Kypc oOmieii TMHIBUCTHKW» HEIMHEHHOCTD
paccMarpuBaeTcs KakK THIT acCOLMaTHBHBIX (HEmocie-
JIOBATEJIbHBIX) OTHOIICHUH BHYTPH SI3BIKOBOH CHCTEMBI
(Coccrop @. ne. Kypc obmieit tuHrBUCTHKH [11Ep. € D.].
M.: Equtopuan YPCC, 2004. 256 c.).

7 3a Hell ceyI0T MEHee 3HAYUTEIIbHBIC M0 3aMbICITY
u cocrapy l-1 CuMm¢poHHeTTa Ul TEHOPA U KAMEPHOTO
ancamoOis Ha ctuxu 1. Cesepstauna (1983), 2-1 Cumdo-
HHUETTa JUIsl COIPaHO M PACIIMPEHHOTO KaMEPHOTO OpKe-
ctpa (1985).

8 CocraB opkectpa: ¢meiita, roboi, aHmIMACKHUit
pOXOK, 2 KiapHeTa, 0acoBbli KiapHet, ¢arot, Tpyoa,
BaJITOpPHA, TEHOPOBBIH TPOMOOH, ynapHbIe (B pacuére Ha
OZIHOTO HCIIOJIHUTEIIS), posiib, apda, rosoc (cormpaHo),
CTpYHHBIE.

° YepTa, KOTOPYKO MOXXHO HAOIIOAATh BO MHOTHX
CUM(pOHUAX KOMIIO3UTOPa, B YaCTHOCTH, B YUeTBEpTOi
(sinfonia-stretta).

1 Bropas rpynmna Bapuanuii (3 u 4 Bap.) cOCTaBiseT
90 takToB. Tperss rpynmna (5 u 6 Bap.) — 71 Takt. Ocob0
BBIJICIIM CEIbMYIO BapHalnio, KOTOPasi B CBOIO 0YEpeb
JIEINTCS. Ha JiBa paslena, B CyMMe cocTraBiswoounme 144
TaKTa.

"' HenbcoH mcmonb3oBai ero B nokiane «daiimo-
Basi CTPYKTypa ISl CIOKHOTO, MEHSIOIIETOCs M OKOH-
yarenbHO Heomnpenenénnoro» («A File Structure for
the Complex, The Changing, And the Indeterminate»),
npoynTaHHOM Ha KoH(pepeHunu «Complex information
processing: a file structure for the complex, the changing
and the indeterminate», cocrosBuIeiics 24 aBrycra
1965 rona B Kanane (Complex information processing:
a file structure for the complex, the changing and the
indeterminate // Association for Computing Machinery:
Proceedings of the 20th National Conference. Ed.
Lewis Winner: 84 100, Cleveland (Canada): ACM.
DOI:10.1145/800197.806036).

12 Hanonobue AcadbeBCKOTO «HHTOHALOHHOTO
cIoBaps» KakK MPOEKIHUIO Ha OTJEIbHO B35ATOE COYMHE-
Hue, uau «Xasapckoro ciaosaps» M. ITaBuua, koTOpbIil
MOKHO YHMTaTh B ITPOM3BOJILHOM IOPSIZIKE, Kak ObI cOOM-
past «mo3auky uctopum» (ITaBua M. Xa3zapckuii cioBapb
[mep. ¢ cepbekoro]. M.: A3byka-knmaccuka, 2003. 352 c.).
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KamepHasi My3blka AASl COAMPYIOLLLETO OasiHa M KaMEePHOro opkecTpa
Hukoaas LLla6aamHa
B acrnekre KOMIMo3uLMOHHON CTPYKTYpbl

B 1nierTpe BHUMaHMS CTaThU — 3HAKOBOE JJISI MY3bIKaJIbHON KyJAbTyphl YAMypTHHu counHenrne Hukomnas [1labanna
Kamepnast Mmy3bIka aiist conupyroiero 6asHa u kamepHoro opkecrpa (1983). PaccmarpuBas 0coOOEHHOCTH KOMIIO3H-
LMOHHON OpPTaHU3aINH, aBTOP CTAThH CTPEMUTCS BBIIBUTh HOBU3HY U WHAWBUAYATU3UPOBAHHOCTH 3aMBIC/IA JAHHOTO
OIlyca W B TO K€ BpPeMs I0Ka3aTh €r0 IMPEEeMCTBEHHOCTh MO0 OTHONICHHUIO K TPAIHIMAM >KaHpa OasHHOTO KOHIIEpPTa.
Briensrorcst Tpu IaBHBIE OCOOEHHOCTH MPOM3BEICHIS: KAMEPHOE Hadayo, TPAKTyeMOe KOMIIO3HTOPOM, B IIEPBYIO
odepep, Kak CyObeKTUBHBIN TOH BBICKA3BIBAHMS; IIEPEOCMBICICHHE POJIM COJIHCTA, Beayliee K HOBOMY B3aUMOOTHO-
IICHUIO ¢ OPKECTPOM, KOTJa KIacCHYecKasl JHaJOrMIHOCTh YCTYHaeT MECTO TeH/ICHINH K CIMTHOCTH, €ANHOITIACHIO;
OIHOYACTHOCTB, IIPH KOTOPOU TEHACHIS K CKBO3HOMY Pa3BUTHIO COEANHSIETCS C MPU3HAKAMHU IIUKINYHOCTH.

Crneun¢uKy KOMIIO3UIIMOHHON CTPYKTYPbI OMPEACNAT B3aUMOJIEHCTBIE KJIACCHYECKUX MPHHIMIIOB (opMoobpa-
30BaHUs (COHATHOCTH) M KOHTHHYAJIBHON 3BOJIOIMOHHOCTH (moHsATHE B. 3azeparikoro). bonbiioe BHUMaHue aBTOp
CTaThH YAENSAET CKPYIyJIe3HOW TEMAaTHYECKOil paboTe KOMIIO3UTOpa, KOTOPBIH MPOEIMPYET OCHOBHYIO HHTOHAI[OH-
Hy[0 (opMyITy Mpou3BeaeHUs (KBUHTa—TPUTOH) HA pa3HbIe My3bIKajibHbIe ypoBHH. B Kamepnoit myssike... H. Illa-
OaMHa MPOMCXOAUT OPTaHMYHOE COYETaHNE TPAAULIMOHHOTO M HOBAaTOPCKOTO, YTO IPUBOIUT K OOHOBICHHIO CAMOTO
JKaHpa OasHHOTO KOHIIEPTA.

KnroueBbie ciioBa: kommnosurop Hukomnaii [labanus, koHIEpT A1 0asHa ¢ OpKecTpoM, coHaTHast popma B GastHHOM
pernepryape, KOMIIO3UTOPbI YMYPTHH.

MIKHAIL S. TROFIMOV

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0001-5606-3711, trofimov_misha@mail.ru

Chamber Music for Solo Button Accordion and Chamber Orchestra
by Nikolai Shabalin
in the Aspect of Compositional Structure

At the center of the article’s attention lies Nikolai Shabalin’s Chamber Music for Solo Button Accordion and
Chamber Orchestra (1983), which is a significant for the musical culture of Udmurtia. Examining the peculiarities of
the compositional organization of the Concerto, the author of the article makes the attempt to disclose the novel and
individualized traits of the conception of this composition and at the same time for showing its continuity in regard to
the traditions of the genre of the concerto for button accordion. Three main particular features of the Chamber Music
stand out: the chamber music element, interpreted by the composer, first of all, as a subjective tone of utterance; the
revision of the role of the soloist, leading toward a new type of interaction with the orchestra, in which the classical
dialogic qualities yield to the tendency towards unification and unanimity; the one-movement form, in which the
tendency towards through development is connected with cyclic features.

The specificity of compositional structure is determined by the interaction of classical principles of form-generation
(sonata form) and continuous evolutionism (a term of Vsevolod Zaderatsky). A great amount of attention is paid by the
author to the meticulous thematic work of the composer, who projects the main intonational formula of the Concerto
(perfect fifth — tritone) onto various musical levels. Shabalin’s Chamber Music demonstrates an organic combination of
the traditional and innovative elements, which leads to a renewal of the genre of the Concerto for the Button Accordion.

Keywords: composer Nikolai Shabalin, Concerto for Button Accordion and Orchestra, sonata form in the Button
Accordion repertoire, composers of Udmurtia.
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podeccroHabHas My3bIKa Ui HAPOIHBIX

WHCTPYMEHTOB B YIMypPTCKOH peciryOnrke

Hadana (OpMUPOBATHCA HECKOIBKO MO3XKE,
geM B neHTpe Poccnn. OnmHnuM m3 Hambonee SIpKux
neprooB e€ craHoBieHus crtanu 1970-1980-e
TOZBI, KOT/Ia aKTUBHBIC TBOPUECKUE MOUCKHA MOJIO-
JIBIX KOMIIO3UTOPOB CIIOCOOCTBOBAJIM IIOSIBICHHUIO
MHOTHUX SIPKUX COYMHEHHU. IMEHHO B 3THU TOfBI
CBOE pa3BUTHUE TMOIYYHJI )KaHp KOHIIepTa i1 OasHa
¢ opkectpoM. brutn cozmansr Konnepr s 6asHa
u KamepHoro opkectpa JI. Bacumsepa (1974), Ka-
MepHas My3bIKa JUIs 6asiHa ¥ KaMepHOTO OpKecTpa
H. [Ma6anuna (1983), Konuepruno st 6asiHa ¢ Ka-
MepHBIM opkecTpoM C. Uepesosa (1986).

JlaHHas cTaThs MOCBSIICHA aHAN3Y KOMITO3H-
LIMOHHBIX 0CcOoOeHHOCTeH KamepHOW My3bIKH IS
GastHa u kamepHoro opkectpa H. Illa6amunal. D10
COYMHCHHUE, C OJHON CTOPOHBI, OPTAHUYIHO BITH-
CHIBACTCSI B MCTOPHUIO PA3BUTHUS >KaHpa OasHHOTO
KOHIIEpTa, Mpomopkas Tpaguiuu 1950—1960-x
TOZIOB, @ C JAPYroil — OTMEYEHO 4YepTaMu HOBa-
TopcTBa. CriennanbHOE BHUMaHUE ITOMY OIYyCY
yaensieTcsl b onaHaxael B crarbe E. B. AHu-
cuMoBoi «JKaHpOBBIN CHHTE3 B CHM(pOHHIECKOMH
MY3BIKE KOMIIO3UTOPOB YAMypTuu (Ha MpHUMEpE
My3biku H. IllaGanmnaa)» [1]. ABTOp paccmarpu-
BaeT XaHpPOBYyIO ciennuky KamepHoit My3BIKH. ..
B paKypce «“‘CKpeuiBaHus’ >KaHpa cHMGOHUH M
KOHIIEpTa» [Tam ke, ¢. 163], omHaKO 0COOEHHOCTH
KOMIIO3UIIMOHHON CTPYKTYpPBl COUMHEHUS OCTAIOT-
Cs1 3a TpeiesiaMy UCCIIeI0BATEeNIbCKOTO HHTEpeca.

Wneto HamucaTh KOHIEPTHOE COYMHEHHE KOM-
MO3UTOpPY TOAAN €ro IMeaaror mo OasHy, mpernojaa-
Barenb My3blkalibHOTO yununuia B. . lepenases,
KOTOPBIM U CTajl NepBbIM UCHONHUTENEM. 1Ipembe-
pa cocrosimack B 1983 rogy B ropome MxeBcke Ha
aBropckoMm koumepre H. [llabGammna. «Kamepnas
MY3BIKa...» BIIOCJIEACTBHH HEOJAHOKPATHO HCIIOJN-
HSTach B pecryOiHKe, a Takke 3Bydaia Ha Mex-
IYHapOJHOM (ecTHBae COBPEMEHHOW MY3bIKH
B AcTtpaxanu (1993).

HoBuzna n opurnaamsHOCTh KOHIIEpTa Illaba-
JMHA 3aKTIOYAIOTCS] B WHIWBUTYATM3UPOBAHHOCTH
€ro 3aMbICiIa M KOMIIO3UITHOHHON CTPYKTYphl. Cam
KOMITO3UTOP OTIHMCHIBAJI IPOU3BEIEHUE CIEAYIOIIUM
00pa3oM: «X0TeJI0Ch CO37aTh HEUTO TaKOe HeCTepe-
OTUITHOE, HEeNIaOIOHHOE, YTO KacaeTcs )KaHpa KOH-
nepra <...> HalKuCaTh OAHOYACTHYIO KOMITO3UITHIO,
rae Obl OasgH TpPakTOBAJICA KaK CONHMPYIONIUN HH-
CTPYMEHT, KOTOPBII OPTaHUIHO COYETAJICS B IIEIIOM
CO BCEMH HHCTPYMEHTaAMHU CUM(POHHYECKOTO OpPKe-
CTpa, 9TOOBI OH U HE NMPEBAIMPOBAI, U HE OTCTYTal

Ha BTOPOH IJ1aH <...> cO3/]aTh YTO-TO MOHOJIUTHOE,
eIMHOE, LIENBHOEN?.

VYxe B camMoM Ha3BaHWHM KoHLepTa «Kamepnas
MY3BIKa» KPOETCSl ONpeleiaEHHbI CMBICIOBOM I10-
CBIJI, yKa3bIBAIOIIMI HA TPU BaKHEHUIIIE 0COOECHHO-
CTH COUYMHEHUS: 1) epeoCcMBICICHHE POJIH COJIHCTA;
2) OMHOYACTHOCTD; 3) CTpEMIICHHE K CyOBEKTHBHO-
My TOHY BBICKa3bIBaHHS. OTMETHM, 9TO KOMIIO3H-
TOp 3aMETHO MEHSET COOTHOIICHHE COJIbHBIX U Op-
KECTPOBBIX AMHU30/0B: U3 651 Takra KoHuEepTa 343
(TO ecTh MONOBMHA) 3aHMMAET 3By4aHHE OpKecTpa
6e3 conmucta. B mapTutype nosiBiusoTCS mebIe IU-
30[IbI YKCTO OPKECTPOBOro 3By4aHUs. OcoOCHHO
APKO 3TO TPOSABISAETCS B CPEIHEM pasfesie KOMIIOo-
3ulu. basH Kak conupyromuil HHCTPYMEHT 3/1€Ch
MIPaKTHYECKA OTCYTCTBYET, €ro (yHKIHS 3aMETHO
meHsiercst. Ecnu B KpaliHUX pasziesiax COJMUCT U Op-
KeCTp B3aMMOJAEHCTBYIOT Ha TAPUTETHBIX HAYaJax,
TO BO BTOPOM KOMIIO3UTOP OTBOIUT OasiHy CKpOM-
Hy10 (oHOByI0 (yHKIUMIO. Takke B JaHHOM COYH-
Henun [1laGanwH 0TKa3BIBaETCS OT TAKOTO Ba)KHOTO
arpulOyTa KOHIIEPTa, KaK COJIbHAs KaJeHIusA. Takum
o0pa3oM, B ero My3bIke OasiH HE JOMUHHUPYET, HO
B TO € BpeMsl ¥ HE YXOIHUT Ha BTOPOil ruian’.

Kameproe Hauano BBICTyNaeT IJIABHOHM, Ma-
TUCTpaIbHON wmueeld KoHmepTa. OCOOCHHO SIPKO
9TO BBIPOKEHO B 00pasHOM cdepe COYMHEHHs, B
CTpPEeMJICHHH K JMYHOMY BBICKa3bIBaHUIO. Heciy-
YaifHO MHOTHE MY3BIKOBEIBl OTMEYAIOT MOHOJIO-
rugHocTh KamepHoii my3piku... Illabanuna. Tak,
HaIllpUMEP, H3BECTHBIM yAMYPTCKHM KOMIIO3UTOPD
u my3sikoBen HO. Tonmkau HaszpBaeT konrept llla-
OanmHa «CBOEOOPA3HBIM MOHOJIOTOMY», TJIE€ TapTHs
COJIMCTA JIUIIEHA BUPTYO3HOTO Hadaja, a «MeJIOIu-
YeCKHe JIMHUM OasiHa BOCIPHHUMAIOTCSI KaK ToJIoC
nupudeckoro repos» [3, c. 69]. HMccrmenosarenn
E. XakumoBa OTMEUaET, 4TO KaMEpPHOCTb KOHUEP-
Ta «IPOSBISIETCS B CAMOM XapakTepe oOpalieHus
K CIIyIIaTeNo, WCIOBENATbHON JOBEPUTEIHLHOCTH
obmienus ¢ “mmasy Ha Tiaz”» [5, ¢. 142].

Uro KacaeTcs OpKeCTPOBOTO COCTaBa, TO MOXK-
HO cKazarh, 4yTo [llaGanmH mpomomkaer JHMHUIO
rxoHueproB H. Yaiikuna u A. PenmaukoBa. B ero kon-
LepTe HCIOIB3yeTCs KaMEpHBIH OpKecTp, IIe 3a-
JIeHICTBOBaHbl CTPYHHBIE, OJIMHAPHBINA COCTaB Jiepe-
BSHHBIX TyXOBBIX, & MEIHbIE PEACTABICHBI IBYMS
BaJITOPHaMHU U TyOO#l. BKiIroueHsI B COCTaB TaKxke
(oprennano, yenecta W yAapHblE MHCTPYMEHTEHI,
YTO 3HAYUTEIIEHO 000TamaeT TeMOPOBBIM KOJIOPHUT
MY3BIKH.

®opmy kxonnepra lllabanmnHa MOXHO omperne-
JUTh KaKk WHAWBHAYyaJN3upoBaHHYIO. Kamepnas
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My3bIKa MPEACTaBIAET COO0N KPYHMHYIO HEIHKIH-
YeCKyI0 KOMIIO3WIIHIO, B KOTOPOH peamusyercs
MIPUHLINI «KOHTHHYAJIbHOM (CKBO3HOM) 3BOIOIH-
onHocti» (B. 3anmepauxwuii). [lon xoHTHHYaTbHOM
IBOJIIOIMOHHOCTBIO ~ WCCIIEZIOBAaTENb  [TOHMMAET
npuHOUI  (GOpMOOOpPa30BaHUSI, TPEHMYIIECTBEH-
HO UCTIOJNB3YEMBIA B KPYITHBIX MOHOKOMITO3HUITHSIX
XX Beka. 3amepalikuil BBIACISIET TPU €r0 pa3Ho-
BUIHOCTH: KOHTHHYaJIbHO-KOHTPACTHBIH, KOHTH-
HyaJIbHO-CTaTUYHBI M KOHTHHYaJIbHO-BOJHOBOU.
ABTOp TakXe OTMEYaeT, YTO «U3 Ha3BaHHBIX TPEX
Pa3HOBUIHOCTEH JIUIIb MEePBasi TATOTEET K B3aUMO-
JIEACTBUIO C KJIACCHUIECKUMU cxemaMmm» [2, ¢. 324].
Ha nam B3misan, komno3uuus KaMmepHoi My3bIKH. ..
pOXmaeTcss W3 B3aMMOJIEHCTBHS KJIACCHYECKHX
MPUHIUITOB popMooOpa3oBaHus (2 UMEHHO, COHAT-
HOCTH) ¥ KOHTHHYaJIbHOW YBOJIIOIIMOHHOCTH.

PaccmoTpuM cTpykTypHBIE OCOOEHHOCTH KOH-
uepra [lladanuna Oosee moapoOHO. YCIOBHO B CO-
YMHEHWHW MOXKHO BBIIEIHTH TPU pasfieria: MepBBINd
BBIIIOJIHSAET POJIb COHATHOW HKCIIO3ULIMU, BTOPOU —
(byHKIMIO KOHTPACTHOTO 31M30/1a, a TPETH HECET
CMBICJIOBYIO Harpy3Ky perpu3bl.

B nmepBom pazgene (1. 1-272) uérko pasrpanu-
ynBaroTcs cdepbl miaBHoW (T. 1-103), mobouHoi
(1. 104-209) u 3akmountensHOU (T. 210-272) map-
TUil. AKTUBHas, BOJIEBas IIaBHAs TeMa (3BYy4UT Y
OasiHa B a moll), mpoHN3aHHASA OCTPBIM, YIPYTUM
PUTMHYECKUM ITyIbCOM, Cpa3y K€ MOTPy>KaeT B aT-
Mocdepy 6OpbObI, MOCTOSHHOTO JBHKEHUS, CTPEM-
JIeHUs BHEpEZ. XapakTep TEMbl HAIlOJHEH TPAru3-
MOM. My3bIKaJIBHBII Marepuall COCTOMT U3 JBYX
OCHOBHBIX JJIEMEHTOB: TEPBBIN OMUPAETCS HA HHUC-
XOISIIAN X0/ TI0 MHHOPHOMY TPE3BYUHIO U BOCXO-
IIINHN 10 YMEHBIIEHHOMY, aKIIEHTHPYS HHTEPBAJIbI
KBHHTHI M TPUTOHA («Kpash TPE3BYUHii); BO BTOPOM
[P WACHTUYHOM HaYaJIbHOM MMITYJIbCE 00pazyeTcs
JBIDKCHHE 110 XpoMaru3my (mpumep Ne 1).

H. IlTa6anus.
Kamepnast Mmy3bika 11t 6astHa
Y KaMEPHOTO OpKecTpa, TIIaBHAsl MapTHsI

[Tpumep Ne 1

Allegro energico

TepBblif 251emMenT Bropoit anement

o = e =

B e e~ e Jbd ghe—t o ————]
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Jvana3oH 1aBHOW TeMbl IJIUTEIBHOE BpPEMS
OKa3bIBaCTCA OTpaHmdeHHBIM. Kommosutop dak-
TUYECKH HE BBIXOAUT 3a PAMKHU YHUCTOW KBUHTHI

(a—e). C omHON CTOPOHBI, 3TO HPUAAET HEOOIb-
UM periuKkaM OasHa HEKOTOPYI0 3aMKHYTOCTb,
MMOCKOJIbKY 3BYKH BPAalIalOTCS B Y3KO OTpaHHYEH-
HOM MPOCTPAHCTBE, HE WMES BO3MOXKHOCTH BBI-
pBathcs 3a ero npenensl. C apyroit — 6ompmas ux
KOHIICHTPANHA B JOBOJBHO TECHOM IPOCTPAHCTBE
HaIoJHAET 3By4aHNe HANPHKEHHOCTHIO, OCTABIIASA
olrymeHne 0e3pIcX0qHOCTH. My3bIKalbHAsI TKaHb
XapaKTepu3yeTcsi HEKOTOpOil pa3opBaHHOCTHIO,
TaK KaK M3JI0)KEHHE TeMBI IIOCTOSTHHO TPEpHIBACT-
Cs TIay3aMH.

TonanpHOE CTpOEHHE IIaBHOW MapTHH pa3BH-
BaeT HCXOJHYI0O MHTOHAIMOHHYIO HJACI0, TaK Kak
BCE UCITOJb3yeMble TOHAIBHOCTH — a moll, h moll,
cis moll, dis moll — He BBIXOIAT 3a paMKH IIEPBOTO
MOTHBA (e—c—a), ¥ B TO )K€ BpeMs X JHarna3oH 00-
pasyeT uHTepBai TpuToHa (a—dis). Ilobounas map-
THS IPOXOJUT B TOHANBHOCTHU e moll. Takum oOpa-
30M, TOHAJIbHOE COOTHOIICHHME ITIaBHOM 1 I0OOOYHOM
B DKCIIO3WLIUU SIBIISETCS TPAJAUINOHHBIM, TOHHUKO-
JIOMAHAHTOBBIM.

Xapakrep H3JI0KEHHSI MOOOYHOHN MapTHH 3a-
METHO MEHSAETCS MO0 OTHOLIEHHWIO K TJIABHOW: ak-
TUBHOM, BOJIEBOM INIaBHOW IPOTUBOIIOCTABIISIETCS
MIPOHUKHOBEHHAs,, HO B TO K€ BpPEMs HECKOJIBKO
TpeBOXKHAs JIHPUKA. TeMa MPOXOAUT y CONUPYIO-
mero Oasra. OHa BBICTpaMBAacTCs IMMOHAYAITy Ha
TpEX 3ByKax: A—c—fis U TeM caMbIM OOHaApyKHBa-
€T MHTOHAIlMOHHOE E€IWHCTBO C HAaYaJIbHBIM HM-
MyJabCOM TIaBHOM TeMmbl (mpumep Ne 2). B o6omx
ciIy4asx coBmajzaeT aMmOuTyc (4mcras KBHHTA) U
aKLeHTHpyeTca MHTepBal TpuToHa. OTcroma cre-
JyeT, YTO KOHTPACTHBIA HA NEPBBIM B3IV TEMa-
THU3M TJIaBHOW W MOOOYHON MapTHii BOSHUKAET U3
€IMHOTO HMHTOHAI[MOHHOTO HCTOYHHKA. B 3TOM,
C OJHOHM CTOpPOHBI, OOHapy)XMBaeTCAd TIIyOOKOe
POICTBO C TPAAMIHAIMH KJIACCHUYECKOW COHATHO-
CTH, a C APYTOil — MpeIoMIIeHHas Yepe3 TPATUIIIO
TEHJEHIUS K CKBO3HOU 3BOTIOIMOHHOCTH.

[Tpumep Ne 2 [To6ounas maptust
[Allegro energico]
A dolce
R Pep—f——tee T =
])l _ = = —_
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3aKIIIOUNTENbHASI TAPTHUSI POXOIUT B OCHOB-
HOH TOHANBHOCTH (a moll ¢ JOpUICKUM OTTCH-
KOM), YTO IIJIi COHATHOW DKCIO3WIIUH SBISETCS
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HEHOPMAaTUBHBIM. Bo3BpalieHue ycros co3maér
OIYILIEHHE 3aBEPIIEHHOCTH, 3aKOHUYEHHOCTH pa3-
nena. XapakTep U3JI0KESHUS IIPU 3TOM eIiié O0JbIie
YXOIWT B CTOPOHY MEJAUTATUBHOCTHU U pe(IICKCHH.

ITocne 3KCNO3ULMOHHOTO pa3BEPTHIBAHUS MPO-
HUCXOIUT CMEHAa TEMIIa, pa3Mepa U TOHAIbHOCTH.
Bo3znunkaer HOBBIN KOHTPACTHBIN pasaen. OTMeTHM,
YTO OH 3aMETHO yCTYIAaEeT 110 MacIITabaM COHaTHOU
SKCMO3UIHMH. 3[eCh OTYETIMBO BBLICTSIOTCS TpPHU
HOBBIE TEMBI, KOTOPbIE TEM HE MEHEE OKA3BIBAOT-
Csl MHTOHAIIMOHHO CBSI3aHbI C IVIaBHOM, IOOOYHOM
U 3aKJIFOUNTENbHON mapTusimu. Tak, Marepuai nep-
BOW TeMbl (fis moll) mpopacTaeT U3 WHTOHALWI TTO-
60uHOi1. BanTopHOBOE COJIO MOCTPOCHO HA TEX K€
CaMbIX BOCXOJSIUX MAJIOCEKYHOBBIX HHTOHAIUAX
(mpumep Ne 3).

IIpumep Ne 3 Cpennuii paznen, 1. 278-287
Andante lugubre
A senza sord, _ _ =
e T T T
P —_ T—

N IR G e
e H H—F
=t H ="

7 | —

Baxneiiee 3HaueHue npuoOpetaroT (akrtyp-
HBIE pelIeHus, 6aronapst KOTOPHIM KOMIIO3UTOP J0-
OmBaeTCsl COBEPIICHHO HOBBIX KPAacOK B KOHIIEPTE.
B niepByto ouepenp OTMETHM, YTO TEMa Pa3BUBACTCS
B pyciie COHOPHOCTHU. 3/1eCh HHCTPYMEHTHI BCTyTIa-
0T IOOYEPEAHO, TTOCTETIEHHO PaCIIUpAA MPOCTPaH-
CTBO OpPKECTpPOBOH BepTHKaiu. biaromapss stomy
BO3HHKAET OONBIIOE KOIMYECTBO MEIOINIECKIX
nuHuil. IIpy 3TOM Kaxknas mapTusi pa3BUBaeTCs IO
TOPHU30HTAJH, @ B OPKECTPOBOIN BEPTUKAIIH ITOCTOSH-
HO (D)YHKIIMOHUPYIOT KJIACTEPHbIC 00pa30BaHusI.

Basin nmeer uckimountenbHO (GOHOBYIO (DYHK-
nuro. Ero mMyspIKasIbHBIA MaTepuan NpeACTaBIsIeT
co00i TOCTENIEHHYI0 BEPTUKAIU3AIUIO BOCXOIS-
IIETO CEKYHAO0BOTO X0J[a BANTOPHHI (pumep Ne 4) u
Ipyrux ayxoBbix. CoOuparomuiicss Takum o0pa3oM
MOJyTOHOBBIA KJIACTEP OTPAHMYUBAETCS paMKaMHU
YUCTOM KBUHTHI. JTa e KBUHTA COCTABIISET rapMo-
HUYECKHUI OCTOB MapTHUHU CTPYHHBIX.

IIpumep Ne 4 Cpennuii pazgen, 1. 297-303
[Andante lugubre]
| | | = -
= EEVEL B T B S P B Y Y PN
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Btopas Ttema (¢ moll) paccmarpuBaemMoro
paszesia HHTOHAMOHHO COIOCTaBMMa C IIABHOM
mapTueil. 371ech KOMIIO3UTOpP WCIONB3YeT BH-
KEHHE 10 XPOMAaTH3My MEJIKHMHU JUITUTEIHHO-
CTSIMH, a BECh 3MH30] BBHICTPAMBAET U3 KOPOTKUX
PeIUTHK pa3JIMYHbIX HWHCTPYMEHTOB. MHTepecHO
TOHAJIbHOE COOTHOILIEHHE MEXIy IEPBOM U BTO-
poii Temamu: fis moll-c moll BISIBISIET HHTEPBAI
TPUTOHA, KaK OBl MPOEHUPYIONTUHACS Ha JATOBYIO
OCHOBY 3aKJIIOUUTEIBHON TpPEThEH TEMBI, B KO-
TOPOX KOMIIO3UTOP HUCIOJIB3YET JIMIUWCKUN Jaf
¢ (MaxxopHBIN Ja7 ¢ BbICOKOH IV cTyneHbio fis).
Bbiraronapst 3ToMy B My3bIKE HOSBIISIIOTCS CBETIIBIE
ToHa. JlpamMaTu3M M IICHUXOJIOIMYECKOE HaIpsike-
HUe, TMPUCYIINE TEPBBIM JIByM Te€MaM, OTCTyIa-
IOT Ha BTOPOH IJIaH, HACTYMAKT YMHUPOTBOPEHUE
v rapMoHHud. B Hemanoii ctenenu 3To o0ycioBie-
HO TeMOpPOBBIMH, (HaKTYPHBIMH H FapMOHHYECKHU-
MH u3MeHeHusAMHU. Tak, Hampumep, y CTPYHHBIX
Ha CMEHY OCTpPBIM, IJUCCOHUPYIOLIUM CO3BYYH-
AM W KJacTepaM MPHUXOIAT YHUCThbIe, MPO3padHbIe
rapMOHMH, a TEPIIKOE 3ByYaHHUE BAJITOPH U Jepe-
BSIHHBIX TyXOBBIX HHCTPYMEHTOB yCTYHAeT MECTO
XPYNKOMY U YTOHYEHHOMY 3BYYaHHIO (POPTEIIHAHO
u venecthl. C TOUKH 3peHusi GakTypbl BO3ZHUKAET
POACTBO € 3aKIIOYUTENBHON MapTUEH IKCITO3ULUU.
[Ipu sTOM CBsI3b MEXIYy HUMH OOHApPYKUBAETCS
1A Ha YPOBHE JIaJI0BO-3BYKOPSHON OCHOBBI. I'ap-
MOHHYECKOW OIIOpOM B 3aKJIIOYUTEIBHOM map-
THW BBICTYNAJ @ JOPUHCKUN, IIPH 3TOM 3BYK fis
TEeMOpPOBO M PUTMHUYECKH BBIJCISIICS M3 MY3bI-
KaJIbHOUM TKaHHU.

BTropoii pasznen xoHuepra B LIEJIOM BOCIPUHU-
MaeTcs, Ha TIEPBBIN B3I, KaK aOCOFOTHO HOBEIIM
C TEMaTU4eCKOW TOUKW 3PEHUS, BBIMONHSS (QYHK-
U0 KOHTPAacTHOTO S3IM307la B COHATHOW (opMe.
B TO ke BpeMs ero My3bIKaJbHBIM MaTepuai, Kak
HaM yJalioCh IMOKa3aTh, B TOH WJIM WHOW CTENEHU
00HapyKMBaeT WHTOHAIIOHHOE POJICTBO C IKCIIO-
3UIIHUEN.

IIpuMeyaTresbHO OKOHYAaHHE BTOPOrO pasze-
na. OHO 0003Ha4YeHO B MApTUTYpe IBOMHOW Tak-
TOBOM YepTO W CHaOXXEHO peMapkoil attacca.
birarogapst Takoil OTIrpaHUYEHHOCTH JAHHBIA pas-
JieNl MOXKHO (PyHKIIMOHAIILHO TpakToOBaTh M Oolee
IIUPOKO — KaK MENJIEHHYI0 4acTh COHATHO-CUM-
(hounyeckoro 1mukia. B urore B popme Haumna-
€T CKPBITO AEWCTBOBATh MPUHLHUI LHUKINIHOCTH.
B 10 Xxe Bpems cinenyer OTMETUTh, YTO 3KCIIO-
3ULMs HHMKaK HE OTHENseTcs OT Iocleayrouie-
ro pa3BépreiBaHug. Kommosutopy BcE ke ObLIO
BaXXHO COXPAaHHUTh CKBO3HYIO JIOTHKY pPa3BUTHSA
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B KOHIIepTe. [[OMOJHUTENIBHOM CKPEIUIAIoNe cu-
JIOM BBICTYNAeT TOHAJIbHBIN 1iaH. HamoMHuum, 4to
B O0IIEH TOHAIBHOW CTPYKType IEPBOTO pasfena
(9KCTIO3UIINH) BBIAETSUICS WHTEPBAl YUCTON KBHH-
Thl (TOHAJIBHOE COOTHOIICHWE IJIAaBHOW, MO00Y-
HOHM W 3aKIIIOYUTENbHON — a moll, e moll, a moll),
B TO BpeMs KaK BO BTOPOM MOJYEPKUBAIICS TPUTOH
(fis moll, ¢ moll, C dur, fis moll). Takum o0Gpazom,
€IMHCTBO MEPBBIX JIByX pa3/ieioB 00ycIOBIEHO ca-
MOH MHTOHAallMOHHOW CTPYKTYpOH ITIAaBHOM TEMBI,
CIIPOECLIUPOBAHHON HA TOHAJILHBIN YPOBEHb.

Crnenyromuii 0e3 mepepsiBa TPETUH pas3men
OyKBaJIbHO 332 HECKOJBKO MIHOBEHHUI CMEHSET He-
TOPOIIJINBOE OKOHYAHHUE IMPEIBITyIIETr0, OrpysKas
B arMocdepy 60pbObI, IBHKEHUS BIIEPE, UTO OBLIO
XapaKTEepHO IS Hayajla KoHuepTa. JJaHHbIi pa3nen
BBITONHACT (PYHKIUIO penpu3bl. My3bIKa IIaBHOM
1 TOOOYHOM 371eCh MTOBTOPSETCS C HE3HAYUTEIbHBIM
M3MEHEHHEM OpPKECTPOBKH U (PaKTyphl, HO B TO XK€
BpEMsI TEMATH3M OTy9YaeT HHTEHCUBHOE Pa3BUTHE.
OTO CBSA3aHO B MIEPBYIO OYEPEh C IEPEOCMBICICHHU-
eM ponu penpu3bl. [Tockonbky B (hopMe OTCYTCTBO-
Baja pa3palboTka, pa3BUTHE MaTepHasia KOMICHCH-
pyeTcs B penpuse.

['maBHas mapTus cTaHOBUTCS HEOOBIYANHO paz-
BEPHYTOM, B €€ cepy aKTUBHO MPOHHUKAIOT HHTO-
Haluy MoOOYHON. B3anMomencTBysI ¢ BOJICBBIM Xa-
pakTepoM IJIaBHOW, OHH BEChMa 3BONIOIMOHUPYIOT,
IIOPOM POXK/1ast HOBBII Marepual.

[MoGouHas mapTHs, HANPOTHB, IO CPABHEHUIO
C JKCIO3HIIMEH CXXMMaeTcs W HecéT B cebe spKo
BBIPa)KCHHBIE YEPThI 3aKIIOYUTENIbHOM. TeMa 31ech
pa3BajMBaeTcs, HE YCIIEB HAauaThCs, U JpaMaTypri-
YECKHU CKOpEE TATOTEET K CIAEAYIOIIEH IOCie penpu-
3Bl KOJIE.

O coBmenieHnu GyHKIMHA pa3pabOTKH U pe-
MIPHU3BI CBUICTENBCTBYET M TOHAJIbHBIA miiaH. Tak,
[aBHas ¥ MOOOYHAs MApPTUU IPOXOJST B HOBBIX
toHanbHOCTAX (d moll u f moll cOOTBETCTBEHHO).
Koma xak ObI BOCHOJIHSIET OTCYTCTBHE YTBEpIKJIe-
HUS OCHOBHOH TOHAJIBHOCTH B pempu3e, MOCKONIb-
Ky TIOJIHOCTBIO MTPOXOANT B a moll. B To xe Bpems
OHa BBICTYMAaeT MPOTHBOBECOM [PaMaTHYECKOMY
XapakTepy INIaBHOI MapTHH, TMOCKOJIBKY BEAYIIYIO
POTIB 37€Ch MONTydaeT MaTepral MeJUTaTUBHOM I10-

OOUYHOM MapTum, KaK Obl pACTBOPSSICH B METUTATHB-
HO-JIMYHOCTHBIX Pa3MBIIUICHUSX TpareIuitHo-(u-
JTI0CO(CKOTO XapakKrepa.

Urak, KamepHas my3blka [ COJTUPYIOLIETO
0assHa U KaMEpHOTO OpKecTpa IPEJICTaBISET CO-
00M CII0XKHYIO KOMITO3UITUIO, KOTOpasi HeCET B cede
MpU3HAKH MOHO(OPMBI (MOHOKOMITO3HIIMH), T7Ie
KOHTHHYaJIbHas! YBOJMIONHOHHOCTh TECHO B3aMMO-
NEUCTBYET ¢ KJIACCUYECKOU cxeMoi (opmoobpa-
30BaHHA — COHATHOCTHI0. KoMIozutop mpoBoauT
CKpYMIyNE3HYI0 TEMaTHYeCKyl paboTy, mpoenu-
pysl OCHOBHYIO MHTOHAIIMOHHYIO QopMyny (KBUH-
Ta—TPUTOH) Ha pa3Hble MY3BIKAJIbHBIE YPOBHHU.
Crenuduky (opmbl Takxke 0O0yCIOBIUBAEeT B3a-
HMOJIECTBUE COHATHOCTU W HUKJIMYHOCTH. [lpu
3TOM KOHTPACTHO-COCTaBHOW NPUHIHMIT (POPMO-
00pa30BaHUs BEICTYIIAET BTOPBIM IIJIAHOM ()OPMBEI,
€€ CKPBITHIM CBOMCTBOM.

Becbma crienuduaHo nipeTBOpsieTCS 1 MOHOJIO-
THYHOCTHh B JAaHHOM mpousBereHnr. OHa CBsi3aHa
HE C ycuJieHHeM (YHKIMH COJIBHOTO HHCTPYMEHTA,
KaK MOYKHO OBUTO OBI OKHJIaTh, @ HAIPOTHUB, peaju-
3yeTcsi uepe3 0co00e eTMHCTBO COHMCTA ¥ OPKECTPA,
gepe3 o0mIyo obpazHyo chepy. Jomuampyromiee
3Ha4YeHHEe B Hel mpuodperaer peduiekcus U camo-
yrryOnieHue 4yepe3 crenu@uueckd «KaMepHYIO»,
WCIOBEJAbHYI0 HMHTOHAIMi0. [loka3arensHO, 4TO
BOTIPEKH OTCYTCTBHIO APKO BHIPAKEHHOTO COTBHOTO
Hadaga, MOHOJIOTUYHOCTh COXpaHsSeTCAd Kak CyOb-
CKTHBHBIN TOH BbICKa3biBaHMA. CTpeMsch cO3/1aTh
HEYTO «MOHOJUTHOE, eNHOE, eTbHoe», [llabanmun
PEIINTENBHO TIEPEOCMBICTUBAET B3aWMOOTHOIIIE-
HUS COJIICTA U OPKECTpa: OHHU HE COPEBHYIOTCA, HE
COCTSI3AI0TCSI, HO CIIOBHO OBI )KHMBYT B €JTHHOM 3BY-
KOBOM TPOCTPAHCTBE, MIOCTOSHHO PE30OHHUPYS APYT
¢ apyrom. Kiraccudeckast TuanorngHoOCTh yCTyTaeT
MECTO TEHAEHIINH K CIIMTHOCTH, EAMHOTIIACHIO.

Bce ormeueHHble 0COOCHHOCTH, OE€3yCIOBHO,
MOAM(UIUPYIOT caM >KaHp KOHLEPTa W IOHATHE
KOHLIepTHOCTH. [Ipy 3TOM Tpaauuuy Kiaccuyeckon
MY3bIKQIbHON (POPMBI TIPOJIOIKAIOT COXPAHSATH JUIS
KOMITO3UTOPA 3HAUE€HNE HEKUX YHUBEPCATBHBIX MO-
neneid. Bc€ 310 cBUAETENHCTBYET 00 OpraHMYHOM
COYETaHWU TPATUIMOHHOTO M HOBaTopckoro B Ka-
MepHo# my3bike. .. H. Ilabanuna.

< MPUMEMAHUA (<

! Huxonaii Muxaitnosuy [laGanuu (1957-2007) —
YAMYPTCKUI KOMITO3UTOp, WieH Coro3a KOMIO3UTOPOB
CCCP c 1983 roma, naypeat npemuu Coro3a KOMITO3H-

topoB Poccnn mmenn [m. Ilocrakosmua (1993). Po-
nmucst B VbxeBcke. OxoHunin MkeBckoe My3bIKaIbHOE
yumnume mo xiaccy 6asHa (1976). Bo Bpems yuéOsl
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B YUWJIHIIE 3aHUMaJica Kommosunueil y A. M. Pynen-
ko u lO. JI. Tonkaua. Oxonumn Ka3anckyro rocymap-
CTBEHHYI0 KOHCEPBAaTOPHIO MO KJIAcCy KOMMIO3UINU
A. b. Jlynnosa. C 1981 no 1984 cosepuieHCTBOBanCsS
B aCCHUCTEHType-CTaxkupoBke npu KazaHckoit koHcep-
Baropun (pykoBomutens A. b. Jlynmos). C 1984 roxa
H. labanun — npenoxasarens Pecrrybnnkanckoro my-

3BIKaJIbHOTO yuunuia, ¢ 1988 mo 1998 — npencenarens
Coro3a KOMITIO3UTOPOB YIMYPTCKOH peciyOInKy.

2 U3 Gecenpl ¢ kommo3uTopoM 15 mapta 1991 roga.
Pagnonepenaua «Most Yamyptus».

3 3nmech BO3HUKAIOT accoruannu ¢ KoHepTHoi cuM-
¢donmeit Ne 2 B. 3onorapésa (1973) n HanmcaHHoii ro-
pasno noznaee Cumdonneit Ne 3 C. Bepunckoro (1992).
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OO0 onepHoO# peXxMccype COBPEMEHHOI0 MY3blKaAbHOIO TeaTpa

Crarbs MocBslIeHa TPOOIeMe PEXKUCCEPCKOTo MPOUTEHUS ONEPHBIX MAPTUTYP, & TAK)KE OTPEICICHUIO POJIH pe-
KUccépa, AUPUKEPA U KOMIIO3UTOPA B COBPEMEHHOM ONIEPHOM TeaTpe. ABTOPOM pacCMaTPUBAIOTCS UCTOPUUECKHUE
MPEANOCHUIKH Pa3BUTHS ONEPHOU PEXKHUCCYpPHI M JIBa OCHOBHBIX BEKTOpPa IBOJIIOLIMM ITOCTAHOBOYHOTO Mpoliecca:
TPaJUIMOHHBIA U HOBAaTOpCKUU. ONpenensoTcesi napaMeTpsl, MO3BOJSIONINE MPEICTABUTh CTEIIEHb TpaHChopMa-
LM ONEPHOT0 MEPBOMCTOUYHHKA B €r0 CLIEHWYECKOM NMPETBOPEHMM, 3 UIMEHHO: BPEMEHHBIE PaMKU BOCIPOU3BE-
JICHUS CIO)KETHOW JINHWUHM, COOTBETCTBHE PEMapKaM OPHIHMHAIBLHOTO aBTOPCKOTO JIMOPETTO M COOTHOLICHHE UaeH
KOMIIO3UTODPA U pexuccépa-uHTepnperaropa. ABtop onupaercs Ha BoigBieHHbIe E. C. LlogoKOBEIM 4eThIpe THUIA
BOIUIOLIEHUS OMEPHBIX MOCTAHOBOK — YTOMUYECKUH ayTeHTU3M, TOTANbHBIN peasn3M, My3bIKalbHO-TO3THUECKHUI
CHUMBOJIU3M, HOBaTOPCKasl «pexxuccépckas onepa» — U Ja€T XapaKTepUCTUKH, ONpeAeaionie OTHOIIEHUE omnep-
HBIX NTOCTAHOBOK K Ka)kJJoMy U3 HHMX. IIpoBoAMTCS CpaBHUTENBHBIM aHANU3 TPEX MOCTAHOBOUHBIX BOILIOLICHUI
omneps! JIx. Bepnu «Puronerro» Ha mpeaMeT NPHHAUIEKHOCTH UX K 0003HAYSHHBIM THIIAM PEXUCCEPCKOTO MpPO-
YTeHHUs NapTUTyp. IlpeacraBieHbl HECKOIBKO (parMEHTOB CIIEKTaKIIEH ¢ pa3dopoM MX PEeKUCCEPCKON MHTepIpe-
TallU U, COOTBETCTBEHHO, OTHOIIEHUS MOCTAHOBOK K HOBATOPCKOMY WJIM TPAJUIIMOHHOMY NOAXOAY BOIUIOLICHUS
aBTOPCKOTO 3aMbIcna. Jlenaercs BEIBOJ O 3HAUUMOCTH HOBATOPCKOTO PEKUCCEPCKOTO MPOUTEHUS AJIE COBPEMEHHO-
rO OTEPHOTO Tearpa.

KnrodyeBble citoBa: onepHasi pexuccypa, TPakTOBKa JMOpeTTo, onepa «PUronerro», THUIIONOTHS PEXNUCCEPCKOTO
TIOAXO0IA.
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Rostov State S. V. Rachmaninoff Conservatory, Rostov-on-Don, Russia
ORCID: 0000-0002-7440-189X, grinev.s.s@mail.ru

About Development of Opera Production
of Contemporary Musical Theater

The article is devoted to the issue of the stage director’s rendition of opera scores, as well as to the definition of
the roles of the stage director, the conductor and the composer in the present-day opera theater. The author examines
the historical premises for development of opera stage production and two main vectors of evolution of the process
of stage production: the traditional and the innovative. The parameters which make it possible to fathom the level of
transformation of the operatic source in its stage realization, namely, the temporally frameworks of the presentation
of the line of the plot, correspondence to the instructions of the original libretto and the correlation of the composer’s
ideas with those of the interpreting stage director. The author bases himself on the four types of manifestations of opera
presentations of opera productions revealed by Evgeny Tsodokov — total authenticism, traditional realism, musical and
poetical symbolism, and the innovative “stage director’s opera” — and characterizations are given defining the relation
of the opera productions to each one of them. A comparative analysis is made of three production manifestations of
Verdi’s pera “Rigoletto” on the topic of them pertaining to the indicated trends of the stage director’s rendition of
the scores. Several fragments of productions are presented with an analysis of their production-related interpretation
and, correspondingly, the relation of the productions to innovative or traditional approaches to the manifestation of
the composer’s or stage director’s conceptions. The conclusion is arrived at regarding the significance of innovative
production-related rendition for the contemporary opera theater.

Keywords: opera stage production, interpretation of the libretto, the opera “Rigoletto,” typology of the stage
director’s approaches.
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COBPEMEHHOM OIIEPHOM TeaTpe HaMeTH-

Jach TEHJEHIWMS pa3leNeHnusl IOCTaHo-

BOK Ha TaK Ha3bIBA€MBIE «KJIACCHUECKHE»
(cooTBeTCTBYIOIME TUOPETTO IO CIeHOTrpadum,
KOCTIOMaM, HCTOPUUYECKOM 3I10XE U OCHOBHOMU uee,
3aJI0’)KEHHON KOMITO3UTOPOM) U «HE KIIACCUIECKUE)
— CIICKTAaKJIU C COBPEMCHHBIM IMOAXOJA0M K PEKUC-
cype. OTMeTHM, 4TO pEXUCCEP B HAIIE BPEMS CTal
3aHUMATh ITIABCHCTBYIOUICE MECTO B OIICPHLIX IIO-
CTaHOBKaXx.

I'maBHBINA pemakTOp MHTEpHET-XypHaIa «Ope-
raNews.ru» E. C. LlomoxoB, yka3plBasi Ha CHHTE-
TUYECKYIO IPUPOLY >KAHPA ONEPHI, NOTUEPKUBAET,
YTO B 9TOM CHHTE3€ CHCTEMOOOPA3YIONINM dJIEMEH-
TOM SBJIICTCA MY3bIKa 1 apTYMEHTUPYET OTO CyIIC-
CTBOBAaHUEM KOHIIEPTHBIX U AyAHMOBEPCUI OIEPHBIX
COYMHEHUH, HO IIPU ATOM YTOYHSET, YTO «IJI MOJ-
HOILIEHHOW peain3aluuud €€ XyJA0XKECTBEHHOTO IIO-
TEHI[MaJla CIIEHWYeCcKasl MOCTAaHOBKA JKeJlaTeJIbHa
[3]. Otcrona ciieayert, uto GyHKIHS pexuccépa, Kak
U AUpKEpA, 3aKII0YEHA B MHTEPIpPETAUUA OIEp-
HOT'O COYMHCHUA, aBTOPOM KOTOPOI'O ABJISACTCA KOM-
no3utop. B onpenenénHoil Mepe pexxuccépa MOXXHO
CPaBHUTH C KOHIEPTUPYIOIIUM MY3BIKAHTOM, BBIpa-
JKarolIMM CBOE BUJIEHHE, CBOIO TPAKTOBKY TOTO WJIH
WHOTO KOMITO3UTOPCKOTO TBOPEHHS B MPOLIECCE €T0
CIIEHMYECKOTO MpemnoAHecenns. Bompoc aBropcTBa
HCIIOJIHUTEIA-UHTEPIIPETATOPA, TaK XK€ KaK U pe-
JKHUCCEpa, UM COaBTOPCTBA €0 C KOMIIO3UTOPOM,
JIO ONpe/IeTIEHHON MTOPHI HE MOAHUMAJICS.

O4eBUAHO, YTO 3PHUTENb NPUXOANT B ONIEPY YBHU-
netsb «Otemno» JIx. Bepau (ra mubperro A. Boiito,
mo motuBaMm Tpareauu B. lllekcrmpa), mocraBieH-
Hy10 pexxuccépom «N», a He npoussenieHue B. [ek-
cinupa (mmm A. boiiro) «Otemnoy», monoxeHHOe Ha
Mmy3bIKy [Dx. Bepan, u yxx Tem Oosee HE COUMHEHNE
pexuccépa «N» Ha My3bIKy [[k. Bepmn. Ongnako B
COBPEMEHHOM OTIEPHOM TeaTpe Poiib MY3BIKH, a KaK
CIIEZICTBHE U TUPHKEPA-TIOCTAHOBIINKA, BCE OOIBIIIE
OTXOIWT Ha BTOPOW IUIaH, a peKUCCEPCKasi TpaHc-
(dopManysi THOPETTO KIACCHYECKUX OIep, MOpoit
KapIWHAJIbHAs, MPEBPAIaeT MY3bIKY OIEPHBIX IIIE-
JIEBPOB B CAyHJITPEK K JPAMATUYECKOMY JIEUCTBHUIO,
MIPOHUCXOSIIEMY Ha CIIEHE.

[TonnpoOyeM MOHATH, YTO TMOCIYXHUJIIO TPUIH-
HOM BO3HHUKHOBEHHUS B OIICPHOM HCKYCCTBE€ TaKO-
ro SBJIEHHUA, Kak mepepaboTka, MEepeoCMBICICHHE
aBTOpcKuX maptutyp. llpexne Bcero, paccMoTpum
MapTUTYPY KaK JOKYMEHT. DTO MICHbMEHHBIH TEKCT,
KOTOPBIN MPUHATO CUUTATH O€33BYUHBIM, & «KUTH
OH HaA4YWHACT B B006pa)KeHI/II/I qyTela HIH, KakK
B HaIlleM ciyd4ae, — HHTepnperaropa. U ecnn nzna-

YaJIbHO WHTEPIIPETATOPAMH OTIEPHI SBISUTUCH TUPH-
XKEPBI, TO KaK MBI OTMETWJIH, B OJUH PAJl C HUMHU
CErOJHS CTAHOBSITCS PEXXUCCEPEHI.

Ponb pexuccépa B onepe, HECOMHEHHO, BEJIH-
Ka, (hakT 3TOT HUKTO He ocmapuBaeT. bopuc Ilo-
KPOBCKHUU — OIMH U3 OCHOBATEJEN pyCCKOM pexuc-
c&pCKOil MIKOIBI OOpaIIal BHUMaHUE Ha BaXXHOCTD
OCMBICIIEHHOTO PEXHUCCEPCKOTO MPOYTEHUS Map-
TUTyphl. HOo ocHOBOMOMaraommmM MOMEHTOM ITOH
paboThl, MO €ro MHEHHIO, JOJDKHA OBITh MY3bI-
KaJlbHasg JpamMaTyprys, KOTOPOW MOAYMHEHBI BCE
PEXUCCEPCKUE PEUIEHUS: «...peKHUCCEpPY Tearpa
OTHIOZb HE PEKOMEHAYETCS IPeBapUTENIbHOE 3HA-
KOMCTBO C HOBOH JUJIsl HETO OIEPOH 1Mo JTHOPETTO,
T. €. TI0 TEKCTY, BOCIIPHHATOMY BHE JpaMaTyprHu-
YEeCKOTO W AMOIMOHAJIBHOTO MPeoOpakeHHs €ero
MY3BIKOW» [2, ¢. 25].

OpHako B COBPEMEHHOM OIIEPHOM TeaTpe 3TOT
TE3WC YacTO HE MPUHUMAETCs BO BHUMaHue. B oco-
OCHHOCTH 3TO KacaeTcs Mepuona cepeauHbl XX
BEKa M TaK Ha3bIBaeMOM pexxuccépckoil onepsl. [lox
peXUCCEPCKOM OMNepold MOHUMAETCSl CIEKTaKIb,
IJe IpaMaTyprusl MOCTAHOBKH — KaK CIEHHYECKas,
TaK MOPOil M My3bIKalbHasA, TOTHOCTHIO IPUHAIE-
KUT pexuccepy. Kommoszuropcekast uesi CrieKTaKist
IIpU DTOM HE WMeEeT OONbIIoro 3HadueHws. Hewmerr-
KW TeaTpoBel, WCTOPHUK M TEOPETHK COBPEMEH-
HOTO TeaTpajbHOTrO HcKyccTBa XaHc Tuc JlemaHH
TaK BbICKa3aicad Ha 3Ty Temy: «PasMpimuisaTe o0
“uaee CEKTaKIS BOOOIIEC HET HYXKIIBI, TIOCKOIBKY
ABTOPCKHUM TEKCT MOXKET pPacCMaTpUBATHCS JIHIIh
B Ka4ecTBE MOBO/A, OTIPABHOTO MOMEHTA IS TO-
cTaHoBkm» [1, c. 112].

st cCOBpEMEHHOM My3BIKOBEAUECKOH M KpHU-
TUYECKOM MPaKTHUKU MpoOIeMa OLEHKH PEeXUCCED-
CKHUX ITOJXOJIOB K OIlepe BechMa aKkTyanbHa. Hampu-
Mep, B BoimeynomsHyTor cratebe E. C. LlomokoBa
«Buzyanuszanus omnepsl, Wik TUNONOrUsA ONEPHOU
PEXHCCYpPBI» aBTOPOM MPEIIOKEHBI YEThIpE THIIA
BOIUIOIIEHUS OTEPHBIX TOCTAHOBOK: HATypasu3M
(wmu TOTaNmBHBIA ayTEHTU3M), UCTOPUUYECKUN pea-
JIU3M, MY3BIKAJIbHO-TTO3TUYECKUH CHMBOJIU3M, II0-
CTMOZIEPHHICTCKAst COBPEMEHHas! peXXHuccypa.

OTTONKHYBIINCH OT JAHHOHN THUITOJIIOTHH, TTOTIHI-
TaeMcs chOPMYIHUPOBATH HEKOTOPHIC TPUHIIUTIBI Pe-
KUCCEPCKOTO MPOYTEHHUS OMEPHBIX MAPTUTYP C aK-
LIEHTOM Ha TPaJUIIMOHHOM U SKCTIEPUMEHTAIHEHOM.
Ho npexne yem oCyIIecTBUTDH 3TO, OIPEAEITUM, 110
KaKUM KPUTEPUSM MOKHO OIICHUTH CTETIEHb TPaJH-
LIMOHHOTO MJIM HOBOTO B paMKaxX KOHKPETHOH Omep-
HOM ITOCTaHOBKH. BEBIIEIMM B CBSI3U C DTHUM Clle-
IYIOIIUE MapaMeTpsl, MO3BOJSIONINE MPEACTaBUTh
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CTENEeHb TpaHC(OpMAIMK OINEPHOTO IMEPBOMCTOU-
HHKA B €TO CIIEHUYECKOM MTPETBOPEHUM.

1. Bpemennvie pamku 60CNpou38edeHus Ccio-
arcemnoti auHuu. Ciona OTHOCSTCS:

— KOCTIOMBI, B 3HAY€HUU TOTO, YTO OHU 0TOOpa-
JKAIOT: HMCTOPUYECKYIO OTCBUIKY, CHMBOJU3M WU
aMaTax;

— creHorpadus: MeKopalid W COOTBETCTBHE
CIIEHUYECKOTO MPOCTPAHCTBA aBTOPCKOMY JIMOPET-
TO; CBETOBOE PEIICHNE, NHHOBAITMOHHBIC TEXHOJIO-
UM, PEKBU3UT.

2. Coomseemcmeue pemapkam OpUSUHATLHO20
asmopckozo aubpemmo, 9To MpearoIaraer:

— COCTaB JCHCTBYIOLIUX JIMII;

— peMapKd KOMIIO3MTOpa M JIMOPETTHCTa, TO
€CTh PEKOMCHIAINH K TIOCTAHOBOYHOMY TIPOIIECCY,
yKa3aHHbBIC B THOPETTO U MAPTUTYPE;

— TOYHOCTb CJICTOBAHUS CIOKETHOU JIMHUH.

3. Coomnoutenue uoeii KOMROUMOPA U PEAHCUC-
cépa-unmepnpemamopa. JanHas mo3unwms obpa-
[acT BHUMAHUE Ha CICAYIOIIHNE ACTICKTHI:

— CBepx3a/ia4a CIeKTakiIs (TEpMUH, BBEIEHHBIN
K. C. CranuciaBckuM 11 0003HAYEHUS TOH IVIaB-
HOM 1IeJId, pajgy KOTOPOM co3maércs mbeca, akTep-
CKHIi 00pa3 U CTAaBHUTCSI CIIEKTaKIIb');

— COOTBETCTBHUE PEKHUCCEPCKOTO PEIIECHUS CTICK-
TaKJISI MY3BIKQIBHOW JIpamMaTypruu, 3aJI0KEHHOMN
KOMIIO3UTOPOM B TIAPTUTYDPY;

— MOAYMHECHUE METPOPUTMA CIICHUYECKOH Ia-
CTUKH DMOITMOHAIBHBIM XapaKTEPUCTUKAM JCH-
CTBYIOIINX JIHII, TIEPETAHHBIM B MY3bIKE.

Ouenum o6o3HadeHHbIE B crathe E. C. Llomo-
KOBa THITB PEKUCCEPCKUX IMOAXOMOB K ONEPHOMY
CIIEKTAKIIIO C yIETOM TIEPEUNCIICHHBIX ITapaMETPOB.
DTO TIO3BOJIAT ONPENEITUTH CTETICHb «OTKIIOHCHIIS
PEXKUCCEPCKON BEPCUM OT KOMIIO3UTOPCKOM.

Wraxk, nepolit moaxox OblT 0003HAYEH KaK mo-
ManbHblll aymeHmuzm. ITO TIOMBITKA TOCTABUTH
OTIepy B TIOJTHOM COOTBETCTBHH C IMEPBOHAYATHHBIM
3aMBbICJIOM, B ONpPEJIEIEHHON Mepe BOCCO3/aTh Iep-
BOE CIIEHUYIECCKOE BOIUIOMIEHUE CIIEKTAKIIS: JIEKOpa-
AW, MAITHHEPHUIO, MU3AHCIICHUYECKHE 3apPUCOBKHU
1 SMOITMOHABHEBIN (DOH MPEMBEPHOTO MCTIOTHECHIS
onepbl. OYEeBHUIHO, YTO ATOT THI WHTEPIPETAIHH
BO3MOXXEH JIUIITH B TEOPHH, TIOCKOJIBKY JaTh 00part-
HBEII X0 BPEMEHHW UYEJIOBEKY HEIOIBIACTHO. JBO-
JIONMOHUPOBAJIa COIMANIbHASI, KYJIbTYpHas, Hayd-
Has ¥ TEXHUYECKasi CTOPOHBI JKU3HENCATCITLHOCTH.
M3MeHunvch M ABUKEHHUSI aKTEPOB, U TPagULIUU
MOBEAICHUS IyOJNWKH B Tearpe, M cama ITyOnmka,
KOTOpasi, CyIecTBYsI B COBPEMEHHOM CHUCTEME KO-
OpIWHAT, ¢ 60BN BEPOATHOCTHIO HE BOCIIPHUMET

TICUXOAMOIIMOHATILHBIX aKIIEHTOB CIIEKTAKJIS, OJTN3-
KHX COBPEMEHHHKaM Kommosurtopa. [lostomy man-
HBIH THUT TPAKTOBKM CETOTHS B MPAKTUYECKOM BO-
TUIOIICHNH HE TOJIHKO HEBO3MOXEH, HO M HE HY)KEH.
Crnenyiommii MPUHLIXI TPAKTOBKK OJHM30K ay-
TEHTH3MY, HO B OTJIMYHE OT HET0 NPHMEHUM Ha
MIPaKTUKE U BEChbMa PaclpoCTpaHéH. ITO mpaouyu-
OHHblLL peanu3m. JIaHHBIA THTI OCHOBaH Ha Oepex-
HOM COXPaHE€HUH TPAJULIMI IPOLLIOTO, HO ¢ y4ETOM
WM3MEHUBIINXCS] COBPEMEHHBIX KU3HEHHBIX U XyJ0-
KECTBEHHBIX peanuii. OH OmupaeTcs Mo BO3MOXK-
HOCTH Ha JOCTH)KEHHUSI COBPEMEHHBIX UCTOPHUKOB U
ABTOPCKHE PEMApPKU K COUMHEHUAM. Takoil moaxon
He TpeOyeT OT HHTEPIPETaTOpa IETATBHOTO U CKPY-
MyJ7E€3HOTO BOCCO3JaHMSI MCTOPUYECKUX COOBITHIH
1 KoopanHat. KocTIOMBI ¥ IeKOpanny MpUOIKEHBI
K OpUTHHAJIaM OTIICAaHHOW B TMOPETTO 3I10XE, HO OC-
HOBaHBI CKOPEe Ha MPEACTABICHHUIX COBPEMEHHOTO
oOmiecTBa 0 TOM BPEMEHH, YeM Ha HUCTOPHYECKON
toyHocTH. CIrieHMYecKas IUIaCTHKa TakKXKe IpH-
OJMKEHA K MMOBCEHEBHBIM JIBIDKCHUSM U JKECTaM
HAIIeTO BPEMEHH, KOTOPhIE BO3MOXKHO NMPHUMEHUTH
B COOTBETCTBUU C METPOPHUTMOM MY3BIKaJIHLHOTO
COTIPOBOXKJCHHS. B MOCTaHOBOYHOM TpoIiecce uc-
IIOJIB3YETCS COBPEMEHHOE TEXHHUYECKOE OCHAaIe-
HUE, MAaIIMHEpHs, CBETOBOE W 3BYKOBOE 0O0OpYy-
JIOBaHWE W OJHOBPEMEHHO C ATHM COOIIONAIOTCS
(10 BO3MOYKHOCTH) peMapKy KOMITIO3UTOpa U Tpaiu-
[IMOHHBIE YCIOBHOCTH OIMEPHBIX MOCTAHOBOK. JTOT
METO/ BeCbMa HETMPOCT U MPEeAyCMaTpuBaeT HalIH-
YHe y MOCTAaHOBIIMKA OOMIMPHBIX 3HAHWUH, YMEHUN
Y TaJlaHTa, MOCKOJIBKY PEIIUTh CBEpX3ajady CIeK-
TaKJIs, OCHOBBIBASICh Ha 33aJJaHHBIX KOMIIO3UTOPOM
JIpaMaTHYECKUX YCJIOBHUAX U IPU OTOM yAEpKaTh
BHHMAaHHE 3PUTEINS, HE TIOBTOPSISI MHOTOYHCIICHHBIE
WHTEPIPEeTalny ONepsl, HeJerko. B cBsi3u ¢ atum
MMOCTAaHOBKH TAaKOTO POnIa BCE peXe MOSBIAIOTCS
B peIepTyapHBIX JINCTaX ONMEPHBIX TEaTPOB.
Crnenylomme Ba THIA ITOCTAHOBOYHOTO IPO-
mecca OyyT OTHOCHTBCS K HOBaTOpCKOMY MOIXO-
Ny PEXUCCEPCKOTO MPOUTEHHS MapTUTYp. My3bi-
KAIbHO-NO3MUYeCKUll CUMB0IU3M HUKAK HE CBS3aH
C TOHATHEM CHMBOJHM3Ma KaK XYIOXKECTBEHHOTO
cTuis. [{ng maHHOTO MOCTaHOBOYHOTO MPHWHLHMIA
CBOWMCTBEHHA IVIABEHCTBYIONIAS POJb MY3BIKAIb-
HOTO TEKCTa, €ro WAeHHAas, omucaTenbHas W IMO-
LMOHAJIbHAs cocTaBistomue. [Ipu 3ToM pexuccep
HE OTpaHWYEH B CPEACTBAxX IOJauM CBOETO BHUJE-
HUS aBTOPCKOTO TEKCTa U MPEAJIOKESHUN CHMBOJIOB
u Metadop, XapaKTepU3yIOIINX pa3BUTHE CLIEHUYE-
CKOTO JeiicTBHA. B cuity 3TOro BO3MOMKeH HmepeHoc
JICWCTBYSI B IPyTHEe BPEMEHHbBIE PAMKH HITH BOOOIIE
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BO BHEBPEMEHHYIO crucTeMy KoopauHar. CrieHorpa-
(ust BBOIWT 3pUTENsI B CHMBOJIMYECKOE, HEOTIpeie-
JEHHOE CLIEHUYECKOE MPOCTPAHCTBO € KOCTIOMaMH
U PEKBH3UTOM, TEPEAAIONINMH XapaKTePhl TepoeB
Ha a0CTPaKTHOM YpOBHE, aleJTUPYIOMIEM K MOJCO-
3HAHUIO.

Cuenunveckas IJIacTUKa M TPAAWIIMOHHOE MH-
3aHCIIEHUPOBaHME B aHCAMOJIEBBIX CLIEHAX U apHsIX
TaKXe MOTYT OBITh MMOJBEPKEHBI TPaHCHOPMAIIHHY,
YUHTHIBas crenn(UKy U yA0OCTBO BOKAIM3HPOBA-
HUs. BaxHeWmmM (akTopoM, XapaKTepU3yHOIUM
3TOT PEKUCCEPCKUN MOIXOM K JTHOPETTO, SIBISICTCS
COXpaHEHHE OCHOBHOW MJIEH IIEPBOHAYAJIBHOIO ap-
TedaxTa, ero MCUXO3IMOIMOHAIILHOTO HACTposi. Bee
YCIIOBHOCTH JOJDKHBI JIMIIb TOAYEPKUBATH, YCH-
JUBATh TO, YTO 3aJOKEHO KOMITO3UTOPOM B MY3bI-
KaJbHYIO Apamarypruio counHenus. K sromy mon-
X0y C YBEPEHHOCTBIO MOYKHO OTHECTH €LIE OIHO
BbICKa3blBaHue b. ITokpoBckoro: «EqMHCTBEHHBIM
aBTOPOM — JIPaMaTyprom AJis OIEPHOIO pexuccépa
SBIISIETCS] MY3BIKAJIbHBIN IpaMaTypr — KOMIIO3UTOP)
[2, c. 25].

Ilocmmooeprucmcekas co8peMenHas pexcuccy-
pa — IUPOKO PaCIPOCTPAHEHHBIN BO BTOPOU I10JI0-
BUHE XX BEKa PEXUCCEPCKUMN MOAXOM, Mpe/rona-
TarolUi MOJIHBIIA pa3pblB C aBTOPCKUM 3aMBICIIOM
M KJITACCHYECKUMH [TOCTAHOBOYHBIMU TPATHIIHSIMU.
OcCHOBHbIE TIPU3HAKH STOTO MOAXOAA — MEXaHU4e-
CKHUH TIEpEeHOC JIEUCTBUSA B JAPYTYIO 3IOXY C BBIBO-
JIOM Ha IIEPBBIH IUIaH CMBICIOBBIX AJIIIHO3UM; OBbI-
IIeHHAs, TOXOASIIast 10 adcypaa MeTapOPUIHOCTD.
Hcnonb3oBaHue 37€MEHTOB X3IIICHUHIA, 3I1aTaxa,
nepdopmaHca yame BCEro MPUBOAUT K ITOJHOMY
OTBEP)KEHHUIO CaMOil OCHOBBI TPOM3BEACHUS — €r0
MIEPBOMCTOYHUKA. My3bIKka TpU 3TOM MpeBpala-
eTCsl B CayHATPEK, CONPOBOXKIAIONINI IpamMaTHde-
CKOe JeiicTBHe. DTOT BapHaHT MPOUTEHUS ONIEPHOI
MapTUTYPHI TaéT MOITHYI0 CBOOOAY OypHOI pexmc-
cépckoii paHTaznK U caMOyTBEPXKIICHHIO, BbIJaBae-
MBIX 32 BBICOKHE TBOPUYECKHE HJIEH.

PaccmoTpum jmelicTBHE NEpEUHCICHHBIX MPHH-
[IUIIOB Ha TpPHUMEpE pPa3IMYHBIX TOCTAaHOBOK OJI-
HOW M3 CaMbIX HOIYJSPHBIX omnep — «Puromerro»
Hx. Bepau. 1 ecau nepBblil TUI TOCTAHOBOYHOTO
MPOIECCa, a IMEHHO «TOTaJIbHBIN ayTeHTU3M», KaK
y>K€ TOBOPUJIOCh, HEBO3MO)KHO OCYIIECTBUTh Ha
MIPAaKTHKE, TO OCTANbHbIE TPU MPOUILIIOCTPUPYEM
Ha OCHOBE aHaiu3a (pParMeHTOB W3 CIEAYIONIUX
IIOCTAHOBOK:

1. Tpaouyuonnovui peanuzm: L{ropuxckuit onep-
Helit Teatp, 2006 rox. Pexuccép XKunpoep Jdedio,
muprx€p Hemmo Canrn.

2. My3svikanbHo-nosmuyeckuu cumsonusm: Omep-
HeIi Teatp 3emmnepa (pesnen), 2008 rox. Pexwuccép
Huxkonac Jlenkodd, mupmxép Paduo Jlyusu.

3. Illocmmodeprucmckas co8pemMenHas pexcuc-
cypa: bonwsmoii Tearp (Mockga), 2014 rox. Kompo-
nykuus ¢ earpamu CrpacOypra, bproccens, YKene-
BBI U Dkc-aH-IIpoBanca. Pexxuccép Pobept Kapcen,
muprx€p IBenuHo [Immo.

Hauyném cpaBHeHME NOCTAHOBOYHBIX IOJXO/I0B
c yBeptiopsl. Eciin B moctanoBke JXXunsoepa [ed-
JI0O OHA WCHOJHSETCA TPAAWIMOHHO (Ha 3aKPBITOM
3aHaBece, KaKk OPKECTPOBBIA HOMEp), TO B CIIEK-
takisx Huxomaca Jlenxoda m PobGepra Kapcua
BO BpeMs 3BYYaHHsA MY3BIKM Ha aBaHCIIEHE Iepen
3aHABECOM IIOSIBJISIETCS. IIIABHBIA IepoOil omepsl —
Puronerro. IIpumeuarensHo, yto B Bepcuu boib-
moro Tearpa PuronerTo mpokuBaeT Bce IMOIMO-
HaJbHBIE COCTOSHUS, 3aJI0KEHHBIE KOMIIO3UTOPOM
B TEKCT YBEpTIOpPHl (B BHAE MAaHTOMHUMBI), a Ha
cuene Ttearpa JlpesneHa n3o00paxkaeTcs YeNOBeK,
MPUIICIIINN Ha paboTy U OACBAIONINN yHHPOPMY
(B maHHOM cCilydae HIYTOBCKOM KOCTIOM H TPHM).
OtmetnM, uto Kapcen cobmionaeT mpaBuiio cooT-
BETCTBUSI MHU3AHCIICHBI METPOPUTMY MY3bIKH, OJI-
HAaKO OJHOBPEMEHHO OH BBIPHIBAET 3TOT JMH30 U3
CIOKeTHOU KaHBbI. JIeHX0( () Ke 3TOH ClIeHOH Ipe/I-
BapsieT MOCIeAYIOINe COOBITHS, OTPaBAbIBAs CaMO
MIOHSTHE YBEPTIOPHI.

PaccmoTpum camblil mOKa3aTelbHBIA 3MU307
omepsl — Oan B jmome I'epriora MaHTyaHCKOTO.
CpaBHeHUE MaHHOHW CIEHBI B TPEX 0003HAYCH-
HBIX TIOCTAHOBKaX IMO3BOJISIET C YBEPEHHOCTHIO
YTBEPXKAATh, K KAKOMY THITY PEXKUCCEPCKOTO MPO-
YTEHUS MapTUTYPBl OTHOCHUTCS KaXIbI U3 CIIEK-
takied. B IiopuxckoM onepHOM Tearpe 3puTeib
BUAUT OanpHBEIA 3a;m Ooraroro (paHIy3CcKOro
noMa XVI Beka ¢ COOTBETCTBYIOIIMMH KOCTIOMA-
MH U PEKBH3UTOM. MH3aHCIIEHBI U CIIEHUYECKas
MJIACTHKAa TAaK)X€ MOJYMHEHBI BPEMEHHBIM paM-
KaM JICHCTBHS.

Pobept Kapcen menser gom I'epriora Ha mup-
KOBYIO apeHy C peajJbHBIMH JKOHIIIEPAMHU U aKpo-
6aramu. KocTiombl, TpencTaBiIeHHBIE B CIICK-
Takje, OTHOCATCA K cepenuHe XX Beka. A 0Oad,
OTNMCAaHHBIA B JIMOPETTO, PEKUCCEP MpEeBpaIIacT
B CTPHUITH3-IIOY C MPHUNIAMEHHBIMHA CIIEIHAb-
HO JJIsl IOCTaHOBKHU apTUcTKamu. [Ipuuém cpenu
MIPaKTUYECKH MOJHOCTHI0O OOHAXKEHHBIX AEBYIIEK
HaxOAWUTCS W apTUCTKa, UCHONHsAOmAs pois [pa-
¢unn ne Yempano, u oHa, o 3ambicity Kapcena,
COBCEM HE NMPOTHB YCHJICHHOTO BHUMAHHS K HEH
I'epuora.
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Hukonac Jlenxo¢ mepemernaeTr 3puteis B ad-
CTPaKTHOE TPOCTPAHCTBO Oe3 JeTaiieil, Mmo3Bos-
IOIIMX ONpPEACNIUTh 3IO0Xy JAeUcTBUA. KoCTiOMBI
TaK)Ke He BHOCST MOJIHOM sicHocTH. OHM mepenaoT
CKOpee AMOIMOHATIBHYIO XapaKTePUCTHKY JEHCTBY-
FOIIUX JIUII, & MAaCKH >KHUBOTHBIX U IIPOYUX CYIIECTB
CHUMBOJIM3UPYIOT UCTHHHBII 00pa3 okpyxenus [ ep-
ora. OTUM pexuccep TaET BOSMOKHOCTH 3pUTEITIO,
OMHUpasich Ha MY3BIKaJBbHOE CONIEp)KaHUE CICHBI,
JOMBICIIUTh B CBOEM BOOOpPaKEHUH AETAIH TIpEl-
cTaBieHHOU crieHbl. CIOXEeTHas JUHHUS MPU STOM
COXPAHEHA.

Crnenyromuii MMOKa3aTeNbHBIA 1T CPAaBHEHUS
(hparMeHT M30paHHBIX IMOCTAHOBOK — 3TO JOoM Pu-
TOJIETTO, T/A€ IMPOUCXOAWT 3HAKOMCTBO JKHIIbIBI
u I'epuora. B cnekrakne L{ropuxckoro tearpa Mbl
BHIUM KJIACCHUECKHUU JIOM 3a)KHTOYHOTO MPHABOP-
HOTO CO BCEMH COOTBETCTBYIOIIMMH aTpuOyTaMu.
B bonsmom Ttearpe [[xwmipma oOuTaeT B Iepe-
JIBHYKHOM CTPOMTEIIEHOM BaroHYMKE C OTKHIHBIMU
CTEHaMU, KOTOpPBIM B CLEHE po3bIrpsimia Puromner-
TO NPUABOPHBIE MOXUINAIOT BMecTe ¢ JKuiIbnoi.
B 1pesgeHckoil BepcHMM KOMHATa IPEACTaBICHA
B BHJE IyCTOTO CBETAILIETOCS MPOCTPAHCTBa, Ha-
[IOMHHAIOUIETO JIEKOpauy Tpu ChEMKaX (HiIbMa
B (popmate 3D. JleHxoB u B 3TOH CIieHE TaET BO3-
MOXKHOCTh 3pUTENISAM OIIYTHTH Ce0sl COaBTOpaMu
crieHorpaduu, JOMBICIUB AeTanu 00cTaHOBKH. OT-
METHM, 4TO B 1y3Te I'epriora u JLKUIbpAb! B TEATpax
Hpe3nena u L{ropuxa yauteIBaeTcs crienuduka Bo-

KQJIBHOTO UCKYCCTBA, IOAYMHEHHOIO MY3bIKaJIbHOMI
JpaMaTypruu.

Hcxons v3 BbIIIECKA3aHHOIO, MOXKHO CJEJIATh
BBIBOJI, UTO C T€YCHHEM BPEMEHU MEHSIOTCS CH-
CTEMBI KOOPJIWHAT CYIIECTBOBAHUS TEaTPaIbHOTO
(omepnoro) uckycctsa. Ilepecmorp u mepepabot-
Ka TIOMYJSPHBIX KJIACCHYECKUX IHOPETTO — 3TO
3aKOHOMEPHBIM 3Tal ero pa3BUTHA. AJanTanus
KJIACCUYECKUX OIIEPHBIX CIOKETOB K PEAIHSIM CO-
BPEMEHHOTO COIIMyMa IpHuemMiieMa U B HEKOTOPBIX
CIy4asix OIpaBAaHa, HO MPH 3TOM HYXEH paIno-
HAJIBHBIN, OEPEeKHBIA IMOAXOI K MY3BIKAILHOMY
TEKCTY, IO3BOJISAIOIINN COXPAHUTh ONIEPHBIN KaHP
B CBOEM M3HaYaIbHOM BHJE. Takoil 0ajaHc MOXKHO
JNOCTHYb ONpeNelEHHBIMUA TeaTpallbHO-TIOCTaHO-
BOYHBIMH CPEICTBAMU: SI3BIKOM YKECTOB, PUTMO-
MJIACTUKON, aJeKBaTHBIMU TEMIIOPUTMY MY3bIKH,
IBETOCBETOBBIMHU 3P PeKTaMK CIIEHOTpapuu, CUM-
BOJIUKOM  MHU3AHCIEHUPOBAHUA, MOIYUHEHHOU
cnenuduKe ONMEPHOTO XXaHpa M BOKAIBHOTO WC-
KyccrBa. HemanoBaxHoe ycioBHE — IOHHMMa-
HUE OCOOEHHOCTEH Te4YeHHs] BPEMEHH OIEPHOTO
CIIEKTAKJIsl, B KOTOPOM HEH30€KHBI OCTAHOBKH H
OTCTPAaHEHHUS OT CIOKETHOHM JIMHWUHU TPH HCIIOJIHE-
HUM aHcamOJeBbIX clieH U apuil. Eciu yka3aHHbIe
YCIIOBHOCTH OymyT COONIOJCHBI, TO HECMOTPS Ha
J1000# (pa3yMHBIM) HOBaTOPCKHUI B3I, MOCTa-
HOBKa OyJleT MMETh BCE NIAHCHI Ha YCIEX, MpH
3TOM COXPAaHsISl CBOIO IPOCBETUTENBLCKYIO U UCTO-
PHUKO-KYJIBTYpHYIO IIEHHOCTb.
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«Kapmen» XK. buse:
MCNOAHUTEAbCKME MHTEePNpeTalMM B KOHTEKCTEe KYAbTYPbl

B crarbe paccmarpuBaercsi (heHOMEH MHOTOBApUAHTHOCTH PEXHUCCEPCKUX MCTOIKOBAHUH KIIACCHYECKOTO OIIEPHO-
TO Hacleusl Ha IPUMeEPe HCTOPUKO-KYJIBTYpPHBIX MeTaMopdo3 cueHnYeckux BoruioneHuii onepsl «Kapmen» XKopxka
buze. Heckonpko mpuMepoB U3 UCTOPUH MOCTAaHOBOK PAaCKPHIBAIOT MPUHIUNKAIBHbBIE PA3IUUUs UHTEPIIpETAli Ha
UCTOpHUYECKOM (hOHE OOLIECTBEHHOW JKU3HHU M XYIOXKECTBEHHOM KynbTypbl. Jlonras sku3Hb onyca buse (He Toibko
B OIIEPHOM Tearpe, HO U B DalieTe, XyJO)KECTBEHHBIX U MYJIBTUILIMKALMOHHBIX (GHIbMaX, LIOY-IPEACTaBICHUSIX I10-
CJIEJTHETO BPEMEHH) 00BSICHSIETCSI MHOTO3HaYHOCTBIO, KOTOpPYIo (hritocodus u ncuxonorust XX Beka 0003HayaroT Ho-
HSITHEM apXeTula, CPAaBHEHHUEM BEUHBIX CIOKETOB M NEPCOHaXKEH ¢ MU(OIOTHYECKMMHU TEKCTaMH. MI3MEHYMBOCTbD,
HCTOPHYECKAs TIOIBUKHOCTD KOJJIEKTUBHOTO BOCHPUSTHUS MTOJOOHBIX apXETHIIOB BO3JEHCTBYET HA PEIKUCCEPCKUE UH-
TepIPETALIH KJIACCHYECKUX OIEp, BHICTYNAIOIUX CBOE00OPa3HbIMH TPAHCIATOPAMH MacIITaOHBIX M 1aJIEKO HE BCerna
0CO3HABAEMBbIX BOJIOLMOHHBIX IPOLECCOB KOJJIEKTUBHOTO MU(OTBOPYECTBA.

ABTOp CTarbu B CPaBHUTENILHO-aHAJUTHYECKOM PAaKypCe OCBELIAET POCCHHCKHE M 3apyOekHble My3bIKallb-
HO-ciieHn4eckue noctaHoBku omnepsl «Kapmen» XK. buze 1950-1990-x rogos. Oto cnekrakiu bombinoro tearpa
(B. Hebonncun, 1956), Benckoit onepsr (I. ¢hon Kapasu, 1967), ®. I3eddupennu B Apena nu Bepona, a Taxxke
skpanuzanun ©. /[zedpdupemnu u @. Po3u, danernas Bepcus P. [letn u apyrue. MaTepnperanuu obpaza Kapmen
(1. Apxumnosa u I'. Bamopu, /I. Murenec-/[xoucon u P. XKaumep) u Xoze (P. [Tetu, I1. JloMHUHr0) 0TpaxaroT CMEeHY
HCTOPUKO-KYJIBTYPHBIX MOJIENIel B KOHTEKCTE HENPEPHIBHO OOHOBIISIOLIMXCS YCTAHOBOK COBPEMEHHOT0 MU(OJIOTH-
3UPOBAaHHOTO CO3HAHMUA.

KiroueBnie ciioBa: KiaccHdeckoe OIICPHOC Hacjieaue, orepa «KapMeH» XK. BI/IBC, pemnccépcm/le CIICHUYCCKHEC
HUHTCPHPETALIUN, KHHOOIICPA, XyHOKCCTBCHHBIC apXCTUIIbI 06HI€CTB6HHOFO co3HaHnsg XX Beka.

MIKHAIL YU. KOSILKIN

Rostov State S. V. Rachmaninoff Conservatory, Rostov-on-Don, Russia
ORCID: 0000-0003-1152-0725, mkossi@mail.ru

Georges Bizet’s “Carmen”:
Interpretations of Performance within the Context of Culture

The article examines the phenomen of the multivariance of stage directors’ interpretations of the classical opera
heritage on the example of the historical and cultural metamorphoses of demonstrations of George Bizet’s “Carmen” on
stage. Several examples from the history of the productions disclose the principal differences of interpretation against
the historical background of the social life and artistic culture of their times. The lengthy life of Bizet’s oeuvre (not only
in the opera theater, but in ballet, artistic and cartoon films and show performances of recent times) may be explained
by the polyvalence which 20™ century philosophy and psychology defined by the concept of the archetype, comparison
of constant plots and characters with mythological texts. The fluidity and historical mobility of the collective perception
of such archetypes create their impact on stage directors’ interpretations of classical operas, presenting themselves as
peculiar translators of vast and not always perceptible evolutionary processes of collective myth-creation.

The author of the article illuminates in a comparative-analytical perspective musical stage productions of Bizet’s
opera “Carmen” in Russia and other countries during the time period from the 1950s to the 1990s. These include
performances at the Bolshoi Theater (Vasily Nebolsin, 1956), the Vienna Opera (Herbert von Karajan, 1967), Franco
Zeffirelli in Arena di Verona, and also the cinematizations of Zeffirelli and Franco Rossi, Roland Petit’s ballet version,
and others. Interpretations of the images of Carmen (by Irina Arkhipova and Grace Bumbry, Julia Migenes-Johnson
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and Zizi Jeanmaire) and Don José (Roland Petit and Placido Domingo) reflect the change of historical and cultural
models in the context of constantly renewing paradigms of the contemporary mythologized consciousness.

Keywords: the classical opera legacy, Georges Bizet’s opera “Carmen,” stage directors’ scenic interpretations,
movie-opera, artistic archetypes of 20th century social consciousness.

«Kapmen» Kopxa buze — nuaep onepHoro pe-
nepTyapa; OHa CTaBMJIACh HEOAHOKPATHO B MHOTO-
YHUCIIEHHBIX T€aTpax U CTpaHax. ITO, €CTECTBEHHO,
BBI3BIBAET WCCIIEIOBATENLCKUN WHTEPEC K CpaBHE-
HUIO CLIEHUYECKUX BEPCUIL.

B TearpaibHOM MOCTaHOBKE TEKCT KOMIIO3UTOPA
BKJIIOYAeTCs B 0C000€ — BH3yaJIbHOE MPOCTPAHCTBO
U JIEHCTBO, ¢ MY3bIKOM OpPraHMYHO CIUIABIISIFOTCS
MOBEJICHNE TICPCOHAXKEH, JIeKopaTHBHOE O(opMIIe-
HHUE CIIEHBI, MIpeAMEeTHas aTpuOyTHKa. DTOT MHOTO-
COCTaBHBIN KOMILJIEKC 00pa3yeT CIIOXKHBIN aHau-
THYECKUN OOBEKT, CBOCOOPA3HBIA «CIICHUYICCKUI
TeKcT». Takoe MOHSATHE BEIHOCHT B 3arjlaBUE CTAaTbU
T. A. T'puropssiail, 000CHOBBIBas HEOOXOAUMOCTD
CEMHOTHYECKOTO TMOAX0/a K PeanrsiM BOIIIOMICHUS
TEKCTa IpaMaTyprudeckoro NCTOYHUKA B Tearpe [2].

Pacmpocrpassist ceMroTHYecKoe UCTOIIKOBAHHE
Ha caMmble Pa3HOOOpa3HBIE DIEMEHTHI CIIEKTAKIS C
OJIHOM M TOH k€ MY3BIKOH, MOXHO aHaJIM3UpPOBATh
X KaK pa3HOOOpa3Hble 3HAKH M CHUMBOJIBI, pac-
KpbIBasg KOHKpPETHBIE CMBICIBI. BokampHBIE Tap-
THH, 3aMCAHHBIE KOMIIO3UTOPOM, B IOCTAHOBKax
o0pacTaroT He TOJIHKO 3MOIMOHAIBHBIMH ITUTaHAMHU
WHTOHUPOBAHMS TMEBIIAMH, HO U aKTEPCKUM BOILIO-
HIEHUEM POJU. B COBOKYIMHOCTHM C OpPKECTPOBOM
(bakTypoii M BceMH TIIacTaMH CIIEHNYEeCKOTO TEKCTa
OHHU TIPeoOpa3yroTCs MOCTAHOBOYHON KOHIETIIINEH
pexuccépa, 9TO ¥ MOXKET COCTAaBUTh MPEIMET aHa-
JIM3a MHTEPIPETAINH OTIEPHBIX ITOCTAaHOBOK.

Cuennueckas peanu3anusi KOMIIO3UTOPCKOTO
orryca B TF0OOM KOHKPETHOM BOTLIOIIEHUH OTpaka-
€T HE TOJBKO JINYHOE BUACHUE PEKUCCEpPA, HO BaXK-
HBIE CTOPOHBI KYJIBTYpPBI, Ha PEXKUCCEPCKYIO0 KOH-
HENINI0 BO3ACHCTBYIOT TPOIIECCHI, MPOUCXOASIINE
B OOIIECTBEHHOM CO3HAHHMH. DTO COLMATBHO-TICH-
XOJIOTHYECKUE YCTAHOBKH — UJCAbl 1 MUQBI, HIIEH
U MOTHBBI, MOJIHbIC TCHIACHIIMU M 00pa3sl. OOpa3
JKU3HH, B3B! HA OKPY>KAIOIIUI MUD, OTHOIICHHUS
JIONIeH, ITUKETHI PeuH, TOBEeIeHUS 1 MHOTHE (HaKTO-
pBI OOIIECTBEHHOTO OBITHS OTPaXKAIOTCSI B MHTEP-
MPETaly My3bIKAJIbHOTO TEKCTa, H3MEHSSICh, COOT-
BETCTBEHHO, BMECTE C MeTaMOp(}H0o3aMH KYIIBTYPBHI.

Teoperryeckre mMpoOIeMbl CLIEHUIECKOH WHTEp-
MPEeTaIi OIephl HE CIUIIKOM HHTEHCHBHO pa3pa-
0aThIBAIOTCA B HCCIIEIOBATENIbCKUX HCTOYHHKAX. B
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HBIHEIITHEM CTOJIETUH HAMEYaeTCsl BO3pacTaHne MHTe-
peca K yIoMsSHyTBIM ITpo0JieMaM CO CTOPOHBI KPUTH-
koB. E. C. L10mMOKOB, TWIaBHBIA PEIAKTOP CO3AaHHOTO
nM uHTepHeT-KypHana OperaNews, OITyOIMKOBa
CTaTbH, TIOJIEMUYECKH 3d0CMpAOwue pao BaANHCHBIX
meopemuueckux eonpocos (2009) [7; 8]. U3 nayu-
HBIX UCCIIEIOBAaHUN HY>KHO YIIOMSHYTH AUCCEPTAINIO
A. A. Cokonbcroit «OnepHBIif TeKCT Kak (eHOMEH
HHTEpIpeTam» [6], B KOTOpPO#l cTaBUTCS mpodieMa
pelenumy ¥ HHTEPIPETA KaK OTHOIIICHHUE MEXKIY
[IPOM3BEICHUEM U KyIBTyPHBIM HACIIEIHEM.

Hamnbonee Ba)XKHBIMH B METOHOJIOTHYECKOM OT-
HOIIICHWW TPyAaMHy NMPUMEHHUTEIBHO K TeMe JaHHOU
cTathl ABIIIOTCA MoHOTrpadgus M. I. Paky «My3bI-
KaJbHasl KJaccWka B MH(OTBOPUECTBE COBETCKOU
anoxm» [5] u ocobenno e€ crarbsa «KapmeH Ha co-
BETCKOI omepHoii criene» [4]. Ha Heckonpkux mpu-
Mepax M3 UCTOPUH TOCTaHOBOK «Kapmen» B mocnen-
Heil pa0oTe enaeTcs MoMbITKa He MIPOCTO PACKPHITh
MIPUHIUIHAIBHBIE Pa3IniIus B WHTEPIPETALUH, HO
MIPOCIEANTH MX UICTOPHUECKHUIT POH B €TO CHCTEMHBIX
MIPOSIBIICHUAX. AHAIN3y MHTOHAIIMOHHBIX CMBICIOB
TEMaTH3Ma W MY3BIKAJIbHON KOHIIETIIIUK OIEpHI IM0-
ceamieno uccienosanue I. C. Andeerckoii [1].

Omnyc buse »uBET A0NTOH KUZHBIO, U 3TO MOYKHO
OOBSCHHUTH TOJILKO TOI MHOTO3HAYHOCTHIO, KOTOPYIO
tdunocodus u mcuxonoruss XX Beka 0003HAYAOT
MOHATHEM apXeTHUIla, CpPaBHHMBAs BEYHBIC CIOXKE-
TBI U TIEPCOHAXKEH ¢ MU(OIOTHISCKUMH TEKCTaMHU.
Apxetunsl 00HAPYKUBAIOTCS B JIUTEPAType U KUHO:
B COBpPEMEHHBIX CKa3kax O OOTraTbIpsiX, KOTOpBIC
Cpa)XaloTCs 332 IMBWJIM3ALMH, B MTOBECTBOBAHMSIX O
30JTyIIKaX, BOBHOCSIINXCS U3 HUILETHI U yOOXKeCTBA
Ha CaMbIii BepX COITUATBHOM JIeCTHUITHL. OHU SBIISIFOT
MHOTOUYHCIICHHBIE BapHAITNH HCTOPHUI 0 pOOMHTYaX,
Oopronmxcs ¢ 6orareIMu 3a OSTHBIX, O 3JIbIX MIPHUH-
neccax («alpumHax» U «TypaHA0Tax»), KOTOpHIE
MIPEBPAILIAOT JIFOZIEH B HICTYKaHOB M OTOMPAIOT Y HUX
KHU3Hb.

MHOTOKpPaTHOCTh CHEHHYECKHX peann3anui
OT/IENBHBIX Ormep 00pasyeT B OBITYIOLIEM perep-
Tyape COBPEMEHHOTO Tearpa Habop KyJIBTOBBIX CO-
YMHEHUH WMEHHO Onarofaps WX apXeTHIIHYeCKOH
cymrHocTd. [loToMy KUBYT Ha clieHe B MHOTOYKC-
JeHHBIX o0nmKkax B. Momapra «CBansb6a durapoy
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(o BecénpIx 1 HeOE30MacCHBIX JIOOOBHBIX UTpax) U
«on Xyan» (0 BEeYHOM IOWCKE HIEANBHOI J1100-
BH). He mepecraioT «moBOpaduBaThCS» K pa3HBIM
BpeMeHaM U KyaeTypam «Tpasuara» Jx. Bepan —
apXETHUIT BEICOKOTO YYBCTBA )KECHIIMHBI COMHUTEIb-
HoU penytauuu U «Uuo-Uumo-can» JIx. Ilyuyunnu,
MIPOBO3IIAMIAIONIAS HEBO3MOXXHOCTh CMHUPHTHCA
C TIpe/IaTeNbCcTBOM JTIo0rMoro. Beunbimu obpazamu
npencTasisaoTcsa TarbsaHa u3 «Eprenust OHeruHa»
c e€ CMENOCThIO NMPHU3HAHUS B JIIOOBH W peIlu-
TENBHBIM OTKa30M OT CUACThsl paau 4decTH u lep-
MaH, MPEAaBIINi JTI000Bh U3-3a MaryOHO# cTpacTh
B «IIuxoBoit game» I1. 1. YaiikoBckoro. [Ipobiema
MIOMYJISIPHOCTH 3TUX COYMHEHHUH B TOM M COCTOWT,
YTO OHH 3aMEYaTEIbHOW M OPraHUYHOW MY3BIKOH,
PacKpbIBaIOIIeH apXeTHnuyeckne o0paspl, ¢ OTHON
CTOPOHBI, (OPMHPYIOT, YTBEPXKIAIOT, & C IPYyTrol —
YAOBJIETBOPSIIOT IHPOKO PAaCHpOCTpaHEHHBIE CH-
CTEeMBI TIPE/ICTAaBICHNI, CPAaBHUMBIE C MHU(aMu.

Cuennyeckass MHTEpIpETAINs, KOHEYHO, 00b-
SCHSETCS] MHINBUIYATbHOCTBIO aPTUCTOB U PEKHC-
cE€poB, HO OHA TOpOXKAaeTcs MeTamopdo3zamMu MU-
(donornueckoit cpemapl. Ctuxust Muda HU3MEHUHBA
Y MIPUXOTINBA — ONpeAeNEHHas KyIbTypa IUKTYeT
BBIOOP KOHKPETHOTO OOJIMKA ONEPHOTO MEPCOHAXKA,
€ro ICUXOJOTHYECKHH THIaX, JKECThl M IUIaCTH-
Ky TIOBEIEHUS, ONSKIy U aTpUOYyTHKY, KOCTIOMBI
u cueHorpaduio. Ha OMU3KHX paccTOIHUAX APYT
OT JIpyTra BO BPEMEHH U MMPOCTPAHCTBE HHTEPIIPETa-
LMW OTIEPHOTO MPOU3BEACHUS MOTYT OBITH CXOXKH-
MH, TTOMOOHBIMU. DTO 00pa3yeT CleIOBaHUE CIIO-
JKUBIIICUCS B JaHHBIH MOMEHT Moaudukanuu Muda,
YTO 1 O3HAYaeT TPAIUIHIIO, U BEI3bIBAET Oaroxena-
TEJbHBIA IPUEM CllylIaTeIei-3puTene.

Y nyOnuky, AUCTAaHIUPYIOMEHCS OT Cpemsl
OOIIEeNPUHITON MH(OIOTHUYECKON TPaAHIIUK, MO-
TYT BO3HUKAaTh OTPHUIIATEIbHBIE OLEHKH — HENpPHi-
THE HOBOTO NPOYTEHHUS XOPOIIO M3BECTHOTO BCEM
MIpOM3BENCHHsI, 0003HAYaloIlee HECOOTBETCTBHE
3armpocaM KynbTypsl. B aToMm cimyuae, ckopee Bce-
T'0, MBI IMEEM JEJI0 C IPUOIIKaoMEeiics 1 TToKa He
OCO3HAHHOW O0IECTBOM OYepenHor mMeramopdo-
30H apxeTuna, HapyIIarolel CIOKUBIIYIOCS HHEP-
0. IMeHHO Takas MCTOpHS MPOHU30IILIA C TEPBOH
noctanoBkoit «Kapmen» B 1875 roay B Ilapmxckoit
Opera Comique — oHa ObIJIa, 1O CyTH, IPE3CHTALU-
eit HoBoro Muda, He BMEUIAIONIerocss B 00IIenpu-
HATBbIC MU(DOJOTHUECKHE MOJCIIN. XOTS MaPHIKCKON
myOJTHKe yoKe TPUALATH JIeT ObLIa U3BECTHA HOBEILIA
IIpocniepa Mepume, 10 KOTOPOU B TOJ1 €€ CO3aHUA
(1845) 6b11 mocTarieH B Manpuue 6anetr Mapuyca
ITetuna «KapmeH u Topeanop.

«Kapmen» buze peanuszyer u mnpeAcTaBiseT
OJIMH M3 CaMBIX 3HAUMTENIbHBIX U PACIPOCTpPaHEH-
HBIX apXETHUIIOB JKCHIIUHBI OOPIOMICHCS 3a CBOOOTY
B JIFOOBH. DTO MHUQOIOTHS MO3THETO MPOUCXOXKIE-
HUS; (PAaKTHYIECKH CBOMM POXKACHHEM OHa 00s3aHa
POMaHTHYECKOMY 3Tally €BpPOIEWCKOTO HMCKYCCTBa
C €ro KyJIbTOM YTOHYEHHOCTH YyBCTB U BOCTOp-
raMu cTpacTd. VIMEHHO B 5TO BpeMs BO3HHKAIOT
pazynvHbIe BapHalu MDA, KOTOPBIA MOXKHO OXa-
pakTepr30oBaTh Kak HE3aBUCHUMOCTb BBIOOpA >KEH-
ITUHOM CBOCH CyIhOBI B OTHOIICHUSIX ¢ MYKXKIUHOM.
Bo (dpanirysckoit nureparype ero pasHooOpasHbie
BapualMy TPEJICTAIOT B COYMHEHHUsX Anbdpena
ne Mrocce, Crenmans, [tocraBa ®nmobepa, I'u ae
Momaccana. XXopxx Cana HE TONBKO mucana 00
3TOM POMaHbI, HO JINYHO CITIOCOOCTBOBaja yTBEPK-
JICHUI0 00pa3za CBOOOIHOW KEHIIMHBI CBOUMH BBI-
3BIBAIOIIMMH JIIOOOBHBIMH COIO3aMH — OCOOEHHO
TPOMKHUMH cBs3siMu ¢ Mrocce u LllomeHoMm.

MonudukanusiMu 3Toro odpaza MOXHO CUHATATH
u Taresiay Jlapuny, u Jlapucy OrynanoBy, 1 AHHY
Kapenuny. Llpranka Kapmen, omHaxo, oOmamaer
0co001i CHIIOHN B HE3aBUCHMOCTH U OTBAre, C KOTOPOH
OHa WAET HAa CMEPTEIbHYIO CXBATKy C MY)KIMHOW.
B ommume or MHOTMX POMaHTHYECKHX T€POHMHb,
Kapmen npeacraBnser camblii HM3KUH COLMAJIb-
HBI KpYT — TOHUMBIi1, OTBEPraeMblii, IPE3UpPacMBblil.
Tonpko camomo01e 1 TOp/AEHNBasi YBEPEHHOCTD BO3-
HOCAT €€, OHa IIAPHUT CPEAN MYXUHH Oiaromaps CBoO-
i1 000JIBCTUTETHHOM KpacoTe 1 UCXOIAIIEMY OT Heé
apoMary HETIOKOPHOCTH B CBOOOJIBI.

O6pa3 KapmeH, MHOTOMEpHBI W HEOMHO3HAY-
HBI B Pa3NMYHBIX HUCTOPHYECKUX MeTaMopdo3ax,
MOTEHIIUANBHO CIIOXKEH — 3TO TO3BOJSIET €My pe-
30HMPOBATh Pa3HBIM OOIIECTBEHHBIM HACaTaM U
npeamnoutenusMm. Tak, Kapmen Wpuabsr ApxumoBoit
B bompmom tearpe xonma 50-x rr. XX Beka o6mim-
KOM M TIOBEIEHHEM (COOTBETCTBEHHO, BOKAJIbHBIM
BOIUIOIICHHEM) ObLIa OMHOW W3 BapWaluid Tepo-
WHb KUHODWIHPMOB Tex JieT — Tamaper MakapoBoit
(«Cemnckutii Bpau» Cepres 'epacumona, 1951), Hon-
HbI MopmtokoBoit («Uyxas pogas» Muxanma [IBeii-
repa, 1956), Ceernansr Jpyxuannoit («/lemo Obu10
B IlennpkoBe» CranucnaBa Pocrorkoro, 1957). Co-
BETCKHUM 3pHUTEIISM OblIa ONTM3Ka TIPOCTAast KEHINKHA,
CHocoOHast CaMOOTBEPYKEHHO 3alUIIATh CBOU 03U~
UM, — OTTOJIOCOK TEPONHB MPEABOCHHOTO JIECSTHIIE-
THsA. DIoXa CKBO3HT B STOW MOCTAHOBKE BoIbITIOro
W JIPYyTMMH MOTHMBaMH KyJIBTYPbl CBOETO BPEMEHHU:
MOHYMEHTAJIBHOM apXUTEKTYypOU JAEKOpalUil B TyxXe
CTAJTMHCKUX TIOCTPOEK, PEIIEHHEM MAaCCOBBIX CIEH U
KOCTIOMOB B CTHJIUCTUKE PaCIPOCTPaHEHHBIX B 3TOT
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IIEPHUOJI IOCTAHOBOK UCIIAHCKOU Apamarypruu Kamb-
nepona, Jlomie ne Beru (co 3HAMEHUTHIM « Y YUTEIIEM
TaH1eBy, 1952).

Ecau cpaBHMBaTh repouHs 3mox, To KapmeH
I'peiic bamOpu B kuHOcmekTakie 1967 roma [ep-
oepra Gou Kapasina ¢ BeHckoii orepoii coBepiieH-
HO HUYEM HE MOXOAWT Ha ApPXHUIIOBY. DTO Oapbli-
HSl U3 MIO3WK-XOJUIa, CBOEOOPA3HbIN MpPOINaIbHBIN
MIPUBET COBPEMEHHHUKAM OT OpPOJABEHCKON MTPHBOI
JIUBBI TOBOEHHOTO Hjeana. OHa BO3pOIMIach, MpaB-
Ja, B 0OHOBJIEHHOM OOJIMKE B 3aI1aJHOEBPOIEHCKOM
KuHEeMarorpade, e Hapui oopas u3sIIHOM U 00asi-
TEJILHOW KpacaBHIIbl, BOILIONICHUEM KOTOPOH ObLiia
Onpu Xenb&pH. AHHa B «PUMCKHX KaHUKYIIax»
(1953), Cabpuna B omHomMEHHOM (umbMe (1954),
Xomu B «3aBrpake y Tuddanu» (1961), Dnuza [y-
muta B «Moel nipekpacHoi jenu» (1964) u npyrue
e€ MHOTOYHCIICHHBIE T€POWHHU CO37aBajidi HOBBIH,
JUIIEHHBIN JpaMaTU3Ma aKTyaJIbHbIN TUI IPEIeCT-
HOM JIeBYITKH, 6€3MATEKHO MOPXAOIIEH B CTpaHax,
KOTOPBIC CTPEMHIIUCHh 3a0BITh TATOTHI HEIaBHEH
BoitHBI. U TemHOKOK)ast bamOpu-Kapmen c e€ uyB-
CTBEHHBIM M OJHOBPEMEHHO KAaKHM-TO OYEHb JIET-
KHM COTIPaHO OTCBEYMBAJIA 3TUMHU TPAHIMH MHUJIO-
BUJIHOW M TJIEHUTEJIbHOW NpUHIECCHl. TOHEHbKasd,
CTpOIiHAas, B 3SIIHOM TUIATBUIE M QapTydke — HU-
Yero 3JI0BEIEr0 U POKOBOTO; B CETEBOH OONTOBHE
€€ Ha3bIBAIOT MPOCTYIIKOM, HE JNOTATUBAIOLIEH IO
Tpareany.

[loguépkmBas paznuyue TPAaKTOBOK JAHHOTO 00-
pasa B pasyInyHbIE JECATHIETHS, CIEAYET 3aMETUTD,
YTO HCTOPUYECKOE 3HAUCHHUE CHEKTaKiIsl BeHckoi
omepsl KoHIMA 1960-X TomoB 3aKiodaeTcs emé u
B TOM, YTO 3TO — OIVH U3 MOCJIEIHUX MPHUMEPOB TO-
CTaHOBKH Onepsl JUpIkEpoM. CIIeHHYIEeCKOe BOILIO-
LICHUE NMapTUTYphl bu3e OCyIIEeCTBIUIOCH MAdCTPO
KapasrHoM: oH BeIOMpas TUIIAXKH, KOCTIOMBI U JIEKO-
pammu, caM CTaBHJI MH3aHCUeHsI [12, S. 221-223].
Ho rpsinér HoBas smoxa, B koHIe 1950-x B omepy
MIPUXOZST TeaTpallbHbIe pekuccEpbl. MoxeT OBITh,
€CTh HEUTO 3HaMEHaTeIbHOE B TOM, 4TO U JKan-IIbep
[lonnens, n ®@panko /3eddupenin HaIMHATIN CBOU
MYTh XyAOKHIUKAMHU CHEHBI — OHU «BHIEIID) CHEHH-
YyecKuit TekcT. [ToHHenb noHavYaay ObUT AU3aliHEpOM
KOCTIOMa, U €r0 CEHCAIMOHHBIE MMOCTAHOBKH 3a0bI-
ThIX, «3amiensix» onep K. MoHTeBepau B Havase
1970-x romoB B I'epmannu TpeaCTaBWIN 3aIlaIHO-
€BPOTIEHCKUM JIIOOUTENSAM OTEPhl HEBEPOSTHYIO 10
BU3YaJIbHOM KpacoTe aHTa3HIo.

«Kapmen» Kapassna moxxHo OputO OBI, CpaB-
HUBas C YIIOMSIHYTON [TIOCTaHOBKOM boubmoro tea-
Tpa, CYECTH 3alaHON TpaJUlIUei, HO BOIIOUIEHUS

apxeruna KapMmeH He CTOWT cYHMTaTh KOHIIENTY-
IBHBIM 0003HAYEHUEM HCTOPUYECKOTO BPEMEHH.
OO0m1ecTBO MHOTOCIONWHO, €r0 MpPEeACTaBICHHUS OT-
JUYAIOTCA TUAXPOHUYECKOH CI0KHOCTBIO M MHO-
TOCOCTaBHOCTBIO — B 3TOM H 3aKJIIOU€Ha CYITHOCTh
muda. Heuncrosas «Kapmen» nosiBunace Ha 3armaje
HECKOJIBKO paHee, Cpa3y MOCiIe OKOHYAHUS BOWHBI,
B Bepcuu (paniysckoro danrazépa Pomana Iletn
(B 1948 romy on mocraBui Oaner Ha My3bIKy buse).
Xopeorpad ¢ TpeneToM OTHECCS K (paHIy3CKUM
ncrokam mupa Mepume, ['aneBu, buze — u Boc-
co3mall AyX HEMPUMHPHUMOCTH, aOCONIIOTHO OTBe-
YaOIIHUKA MEPEKUTOMY HALMOHAIBHOMY INOABEMY
B ro/ibl (palIMCcTCKOM OKKYMAIIHH.

OTa MOCTaHOBKa OTpa3wia M TIyOOKO JIHMYHBIE
MOTHBEI, @ UMEHHO CTPACTHBIN poMaH OaneTMelicTe-
pa c ero Heotpaszumoit 3u3u (Pene) JKanmep, cras-
L€ BIIOCIIEACTBUM CIIyTHHLIEH J>KU3HU U MY30M.
OnHu IpOCTO BOEBAIIM JPYT € IPYTOM B 3TOM MOEAMH-
ke: [letn cam tanmeBan Xose, 3u3u TpeboBaza poau
Kapmen, xotopasi moHa4qaity ImIaHUPOBaJach IPyron
OanepuHe, ¥ OH IMOCTABUII YCIIOBHE — KOPOTKask MaJTb-
YHIIeCcKast IpudecKka OpIOHETKH. JTO POU3BETIO Ha-
CTOSIIIYIO PEBOJIOLIUIO B OOJNMKE 3arajHOEBPOICH-
CKOH IIOCIIEBOEHHOM JKEHIIMHBI — nporecT Kapmen
HAaYMHAJCA C HE3aBUCHMOTO OTPHIIAHHSA YTBEpPIHB-
merocst OponBetickoro umeana [10, p. 116].

Kaxercs, uro Kapmen Bcerna Obuia 4epHOBO-
JIOCOW BaMIl, HO B ToM ke 1948 romy B KMHOBEp-
cuu pacckaza Mepume €€ urpaer rojuUIMBYICKas
3Be3xa, 3HamennTas Pura (Kapmen) XeitBopt. loup
CEBMJIBCKOTO TAaHIIOpa (PIaMEeHKO, CO 3HAMEHATEIb-
HBIM BTOPBIM UMeHeM, B kuHoduibme «The Loves
of Carmeny mpeacTaBisieT BCE eIié 3TaIOH TOBOCH-
HOH aMEpUKaHCKOU KHHONIpoAYKIMH. [IplHas kon-
Ha BOJHUCTHIX BOJIOC OJIOH/, N3bICKAHHBIE HAPAIBI,
apUCTOKPATHYECKOE U3AMIECTBO TOHKOTO JIHIIA...
Ecau ceropss nakxe UCKYIIEHHBIN 3pUTENb YBUAUT
«MHKOTHUTO» KaJpbl U3 3TOro (Guibma, eMy Oymer
HEJIETKO YraJaTh XpeCTOMATHHHBIN, Ka3ajJoCh OFI,
00pa3 CTpacTHOMU ITLITAHKH.

W 310 — TOXKE MPOSABICHNE HEYMOIUMOTO HCTO-
PUYECKOTO 3aKOHA: apXETHITHYECKUI O0IHK HE UMe-
€T JTaJoHa Ha Bce BpeMeHa. B3msaas! o0miecTa Ha
KEHCKYIO KPacoTy U CHITY CTPAacTH MOIBEPIKEHBI Ta-
KHM e II00aIbHBIM M3MEHEHUSIM, KaK BO33PEHHUS
Ha MYXECTBEHHBIM I'€pOHU3M U STOU3M ILIAMEHHOMN
peBHOCTH. MOXHO TaKXe MPUBECTH [Tl CPABHEHUS
CHUMBOJ abCOIOTHOW KEHCTBEHHOCTH — COBPEMEH-
HYIO OIIEpHYIO 3Be3y Dnuny ['apanda, 6eI0Kypyro,
XpYyNKyl0 W OJUCTAaTeNbHYIO JAaTBUHCKYIO MeIl-
o-corpano, ucrnonasonyo Kapmen ¢ 2010 roma
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B MeTpormonuTeH. DTOT CTOIb HEOXKUIAHHBIN IS
CBOETO THIa)ka BBIOOp OHA clernaja cama u yoex-
JlaeT CBOMX ciyluaresei-3pureneid, yro Kapmen,
SPOCTHOM CHJIE€ KOTOPOW MOXHO 3aBHUJOBATh, CIIO-
coOHa MTHOBEHHO TNpEBpamiaTbcs B OOMKEHHOTO
peb&nka, TpeOyroIero JIacKOBOTO YTEIICHHUS. JTO
yke He mpocto KapmeH-OnMOHAWHKA, 3TO MPUHIIH-
MMATHHO HOBBII pe3kuii moBopot oOpa3za. Kputuku
0c000 OTMeHaroT, uTo ['apaH4a KaTeropu4ecku He
M03BOJISIET cebe HU OFHOTO KIMIIUPOBAHHOTO Ke-
CTa, HA OJIHOTO IITaMIia, YTOOBI MOKHO OBIJIO TOBO-
PUTB O 3HAaKOMOH BceM, TUIIMUHOM KapMeH.

Xapakrepusys «Kapmen» P. Iletn, cnemyer
OCTAHOBUTHCSI Ha TPAKTOBKE 0Opa3a TepoWHU HE
TOJIBKO B CBSI3U € €€ NPUYECKOM, 3HAMEHYIOIIECH HO-
BBII B3pPBIB CTPACTH U He3aBucuMocTH. OHa — ucTas
(hpaHIy’)keHKa, TUICHUTENbHAs CBOCH BKpaTINBOM
IUIACTUKOM; He paboTHHIA TabadHOW (adpUKH, a TH-
MUYHAs PEACTaBUTEFHALIA 3HAMEHUTOTO KBapTasa
JIEBYIIEK, MPOPECCHOHATIBHO 3HAOIIHUX TOJIK B JIFOO-
BU. A PBYIIYIO B KJIOUbsl CTPACTh MPEACTABISIET CaM
B3pbIBHOW M TemrepameHTHbIM [letn-Xose, akcno-
3uLUs 00paza KOTOPOTO COTPOBOXKAAETCS MY3BIKOH
xXpecTomMaTniiHONW xabanepbl. OH ¢ caMoro Havaia
— IVIABHBIN IIEPCOHAX B ATOM UCTOPUH, YBEPEHHBII
B CBOCH BJIACTH HAJI KCHIIMHOM coOnaszHurens. Hc-
MMAHCKWE HOTKH €ro OCIICHOTO XapakTepa HaMEKOM
BO3HHKAIOT B Xa0aHepe B BUJIE IUIAINA U JIBH)KECHHH,
AMUTHPYIOMKX ObIKa ¥ TOpeasopa. ITo HaMEK, U4TO
€ro CTpacTh — CMEPTENbHAA KOPPUJA, & COBEPLIEHHO
BTOPOCTEIEHHBIN IEPCOHAXK TOPEPO B ITON UCTOPUU
BBIIJISIUT TTOBOJIOM JIJISl PAacIipaBbl C HETTIOKOPHOH, TIO
CYILIECTBY, KEHIIIMHOM.

Takast wmocrach apxeTuria NPUHIUIHAAIHHO
[JIaBEeHCTBYIOIIEr0 MYXXYMHBI OCTAHETCS aKTyalb-
HOH B 3aI1aJHOEBPOIIECHCKOMN KYIbTyp€e JUIUTEIbHbII
nepuof — Iletn CHUMET 3Ty IOCTAHOBKY Ha IVIEHKY
CIIyCTSl TPUALATH MSATh JIET C TOM K€ HEeyBsAlaeMOu
Kanamep n Muxamnom bapbsITHIKOBBIM. DTO O4Y€HB
XKECTKUM BapHaHT MU(pa O CTPEMIICHUH KCHIUHBI
K HE3aBHCHMOCTH U TyOMTEIHHOW HEBO3MOXKHO-
cTH ero ocymecteienus. [lomoOHas Tema, o cyTH,
3aCJIy’)KMBA€T OTAEJIBHOIO HCCIECIOBaHUS, U OHA
3aTPOHYTA 3/1€Ch B CBA3H C JPYTUM MOTHBOM — CO-
[TOCTABJIEHUEM THIaKa W BHEIIHEro 00JIHKa C ToJ-
JINBYACKON MOJIENBIO.

Ecnmu BepHyTBCS K 001IIeH Hee aHaIM3a HHTEP-
nperanmi «Kapmen» u, coOCTBeHHO, 00pa3a LbIraH-
KU B KOHTEKCTE MeTaMOp(03 KYJIBTYPBI, TO HEJIb3s HE
BCIIOMHHUTS, 4TO etmié B 10-e romer XX B. OHA UCKYTIIa-
Jla eBPOIEHCKYIO IMyOINKy CHMBOJIOM CTPacTHOCTHU
Y 3araIoyHOCTH. B 3TOM BomiomeHun apxeTumna eé

BHJICNT HA TIOIMOCTKaX | Bocten B 1914 rogy Anek-
canzp brok (ki «Kapmen»). Heckonbko gpparmen-
TOB M3 IHUKJIA CTOUT BCIIOMHHUTBH — 3TH OMAJISIOLIHE
CTPOKH CITOCOOCTBOBAJIH YTBEPKICHUIO OOIIECTBEH-
HOTO TIPE/ICTAaBJICHHUS O CPABHUTEIHHO HEJABHO Ha-
YUHAIOLIEH LApUTh B KYJIBTYPE KEHILMHE — IIbIIKOM,
HE3aBUCUMOM, KCITAaHHOM.

O, HEe BIEPBBIC CTPAHHBIX BCTPEU

Sl ucmpITan HEMYIO )KyTKOCTh! <...>
B nBukeHbsIX TOp/10i1 TOJIOBBI
[IpsAmMbie npU3HAKKU 10CABL...
(Tak Ha mromeli U3-3a OrpajIbl
YrproMo B3DISIBIBAIOT JIBBHI). <...>

Cama cebe 3aKOH — JICTHIIIb, JICTHIIb Thl MEMO,
K co3Be3nusm uHbBIM, HE Benas opouT,

U s10oT MEp Tebe — MHIIb KPacHBIN 00NaK JIbIMa,
I'me uTo-TO #OKET, MOET, TPEBOXKUT U TOPUT!

K xonmy 70-x (1978) «Kapmen» canmaet Opan-
ko I3eddupernu ¢ Tem xe opkecTpoM Berckoii du-
nmapmonuy, 4to u Kapasu (nupmwxép Kapnoc Knaii-
oep), Enenoit O6pasuosoit u Ilnacuno JlomuHro.
Her ocHoBaumii ytBepkmarh, 4ro J[3eddupemin
HU3BECTHBI CTPOKU biioka, HO B IaHHOW KHHOBEpPCUU
OTYETIMBO YMTAIOTCS HOBBIE OTTEHKH, TOHSATHBIC
3amaJHOEBPOIEHCKOMY OOIIECTBY TOTO BPEMEHHU.
[osiBnsieTcst HacTOsIIas POKOBasl >KEHINWHA, CIO-
cOOHas OmaJsATh OTHEM CBOMX CTpacTei, IbITaHKa
CBOEBOJIbHASA U TJIE-TO JIaXKe MPE3Uparoas MyIuH
— roToBasi OyKBaJIbHO pacTep3arh KaXKJIoro, KTO He
noayaercs e€ 000JIbCTUTEIBHBIM YapaM.

Orta «KapmeH», TOMHUMO MPOYETO, SBIISETCS
JeKIapalueil Bomapsiomieicas B omepe (QUrypsl
neBua-akrépa. B HacTynmaromeM JecATHIETUH Ha-
YHHAETCS PacIBET ONEepPhl B KMHO. DTOT MyTh cCaM
J3eddupenm 1 0003HAUWI, CHSIB OJHY 32 APYTOH
oneprel «llasmp»y n «Cenbekyio dects» (1982),
«Tpasuary» (1983) u «Otemno» (1986) c BeImato-
muMucs nesramu. Heckonbko panee, B 1975 rony,
WNurmap beprman, mokupoBaBmuii EBpony xkéct-
KAMH TICUXOJOTHYECKHMH JTIOJAMH, BBITYCTHII
«Bommebnyto ¢ueiTy» B MUJIOW CTHIN3AIAN IO
Tearp BpeMEH Molapra.

«Kapmen» c¢ [xynueid Murenec-J[>KOHCOH U
Ilnacuno Homunro cuumaer dpanuecko Po3u 1o
coBMecTHOMY crieHapuio ¢ Tonuno ['yappa (1984).
OTO MOANWUHHBIA KUHO(DWIBEM, HE CIEKTaKiIh Ha
IJIEHKE — PKUE NEeH3aKU, OrPOMHBIE TIJIOIA/IN, KO-
JIOPUTHBIE CEBUIHCKUE YIOYKH, IIUPK C KOPPUAOH
B HaTypaibHYyIO BennynHy. CTOUT CpaBHUTH MTEPBOE
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nosieiieHue KapmeH y Po3u ¢ oneperouHoil cueHoi
KapasiHa — TpyaHO TIpeACcTaBUTh, YTO UX Pa3AesioT
BCETo IOJITOpa AecATHIeTHs. Bbixona B criekTakie
Kapasina 1piraku ¢ Tabaudoi Gpadpuku momKkua-
IOT W3SIIHBIE MCKATENH JIIOOOBHBIX MPUKIIOYEHUH
B CTHJIMCTHKE MaPHKCKOH OOTeMBbI — MOJTHO OJIETHIE
KaBaJepel B KOTEJKax W ¢ TpocTtoukamu. Kcrarw,
B YIIOMSIHYTOH nocTaHoBke J[3edduperuin, oTinda-
IOLLENCsT HEMCTOBBIM XapakrepoM KapmeHn, — noxo-
JKasi MacCOBKa.

Kapmen y Po3u He mosiBnsieTcs u3 BOpoT (a-
Opuku, oHa cTHpaeT OenpUIIKO B (OHTaHE, a He-
Ka3HCTO OJIEThIC U TIO-JIEPEBEHCKH JIIOOOTBITHEIC
TOpOXaHe KPECThIHCKOTO OOJIMKa TOINISABIBAIOT,
3abupasch Ha KaMEHHYIO Orpajly ImapkKa, ¥ IpoCcTo-
IYITHBIM XOPOM MOJISIT €€ 0 ro0BH. BHenrHui 06-
UK Murenec-J[>KOHCOH Hal€K OT TPaguLlMOHHBIX
HEOpEeKHO JKMBOMUCHBIX HapsaoB Kapmen. Ona
0oCcHKOM, OfleTa MOYTH yOOTO: B MPOCTOU Oeioif
100Ke 1 Oy3e, IECOYHOro OTTeHKa Imanu. Huka-
KHX CHMBOJIMYECKHX aTpuOyTOB — ajloro IIBETa
CTpacTH B IBIITHOW I00KEe, YEPHOTO I[BETA CMEPTH
B U3SIIHOM Kopcaxe (Kak 3TO ObUIO BO MHOXe-
CTBE MOCTAHOBOK, HaYWHAs C TIEPBOTO CIIEKTAaKJIA
B Opera Comique). OHa HapoyuTO BYJIBIapHA,
TPOMKO U Pa3BsI3HO CMEETCH.

CBoeit nmpamarmueckoil urpod Mwrenec 3a-
CTaBJISIET BCIIOMHUTH HENPEB30MAEHHYIO OIEp-
Hy10 akTpucy 1950-x Mapwuto Kammac, kotopas Tak
U He noka3ana Kapmen 3purensim, 0cTaBUB BO3MOX-
HOCTH T10 ay[AHO3aITUCH JTOMBICINBATh €€ MUMUKY U
nosenenue [11, p. 173]. A Kapmen B nenuu, Kakoi
OBl BBIMTPBIIIHONW HU OblIa €€ mapTHs, HE MOXET
YIOBJIETBOPUTh — 3/1€Ch HYXHa CEpbE3Has akTEp-
ckas urpa. He ciygaifHo 3TOT 00pa3 UCKyIIam Heo-
HOKPATHO PEKUCCEPOB B UTPOBOM XYIOKECTBEHHOM
kuHO. B coBerckom 6oeBuke HOpus Kapsr «Bopsr
B 3akoHe» (1988), mo pacckazam Dazwmis Mckanme-
pa 0 )KM3HU KaBKa3CKOW Ma(uu, pOKOBas KPacoTKa,
XOTSl H B CHJIBHO TPaHC(OPMUPOBAHHOM BHJIE, T10-
BTOpSIET Tparnueckyio cyas0y KapmeH, Ha KoTopyro
HaMEKaeT MCIOIb30BaHne My3bIku buse (B Bepcuu
Pomnona Ulenpuna). AHaJOTHYHBIA TIPUMEP — KH-
Hodmism Kaprnoca Caypsl 0 OCTaHOBKE CIIEKTa-
ki «Kapmen» B xopeorpaduu amenko (1983),
MOKa3bIBAIOIINI B peaibHOM COBPEMEHHOW >KU3HU
Tpareanio yOWiicTBa PeXKHUCCEPOM aKTPUCHI U3 PEB-
Hoctu. B 2003 rogy mosBHINCH ABE MEIOIPAMBI:
poccuiickoro pexxuccépa Asekcanapa XBaHa (co-
BEPILIEHHO OCOBPEMEHEHHBIN BapHaHT) M HCIIaHIA
Bucente Apannel. Ecin k 3TOMy 100aBUTH KHHO-
¢wbMBI 10 HOBeJule MeprMe, — a OHH Ba)KHBI JIsI

MTOHMMAaHUS TOIX00B K 00pa3y Kapmen B xuHO, —
IaHopama OKa)KeTCsl BECbMa BHYIIIMTEIHHOM.

Opanuecko Po3u HaunHam paboTaTh acCHCTEH-
ToM y JlykmHo BuckoHTH, 3aTeM OBLT B OCHOBHOM
KOMaHzie HeopeanucToB ¢ Pobepro Poccemmmau
u Burropuo ae Cuka. Ero «Kapmen» — xak Oyaro
HECKOJIBKO 3allo3/aBliasi peIuIiKa Heopeann3My
1945-1955 romoOB: KpacodyHBIC TEHW3KH BMECTO
M3BICKaHHBIX HHTEPHEPOB, MCTOPHS AEBYIIKH U3
CaMBIX COIMAJIBHBIX HU30B, TParudeckas MOBECTh
HEPABEHCTBA B OTHOLUEHUAX ¢ MyX4unHOH. Ecte-
CTBEHHBI aJUTIO3UM 3TON MHTEPIPETAIH K 00pasy
JKSHIIMHBI, WILTI030pHAs cBOOOAa ISl KOTOPOH —
npoctutyuus. B mamsaru Bcrator Kabupus Jxy-
neertel Maszunabsl («Houm Kabupum» Denepuxo
®demunn, 1957) win Gunymena Maprypano Codu
Jlopen («bpak mo-uranbstackn» Butrtopuo ne Cuka,
1964).

Kunoonepa Po3u pasnsurana pamMKH CHEKTaK-
s, KOHIEHTPUPYS] BHUMAaHHUE 3pUTENA Ha TOHYAM-
IUX JETaJsiX MUMHKH, PAaCKPBIBAIOIICH XapakTep
MY3BIKH. 37€Ch BO3HHKaJa HETOCTHXKHAMAs I
TeaTpa MOJHOTA PACKPBITHS aKTEPCKUX BO3MOXKHO-
cteif nmeBuoB. [IpaBaa, emé B koHue 1950-x romos
B Poccun pexuccépom Pomanom TuxomMupoBbIM
O0pmn moctaBiieHbl «EBrenmit Onernn» u «lluko-
Bas JIaMay C JIpaMaTHYECKUMH aKTEpaMH, yCIOBHO
noromuMu 1oz GoHorpaMmsel 38é31 bosbmoro te-
arpa. Ho I3eddupemnnu, Po3u, [Tonnens HukKoraa
He nmpuderay K nogoOoHoMy Tproky. U B 310l cBsi3H
TMO00OTBITHO PACCMOTPETH PAbOTY PEXKUCCEPOB HAT
OJTHIM H TE€M K€ OIIyCOM C Pa3TUYHBIMH HCIIOJHHU-
TeISIMA U B pa3Hble AecsaTwieTs. B aTom ciydae
pedb MOHAET O BIMUSHUM OOINECTBEHHBIX IMPEATIO-
YTEHUH Ha KOHIIETILUHU TI0CTaHOBKH.

[Toutn "yepe3 nBaaUATH JIET MOCIE TOCTAHOBKU
¢ Obpasnopoit u Jomunro [zeddupennu crapur
«Kapmen» B Apena gu Bepona (1995), craBmeii
B HamM JHU OpEeHIIOM aHTHYHOro aMmduTearpa.
B 53Tolf mocTaHOBKE CHEKTaK/Ib MPOKAaThIBAJICA
B pa3HbIe TOJbI Ha JecsaTH (ecTuBaIsIX BepoHsl.
I'panano3HBIi TIPOEKT OBUT TpeAHA3HAYEH IS
MIPUBJICYEHUSI TYPUCTOB: B NIEPBOH BEPCHUU B TOP-
LEBOW yacTH ApeHbl ObUIa BBEICTPOECHA MOUTH pe-
anpHas CeBHIIbs ¢ MaccoBKoU Oosee 150 apTuctoB
Y TaHLIaMHU B cTHJIe (DIAMEHKO MCTIAHCKOM TPYTIIIBI
xopeorpada s Kambopwuo. Ilo criene HOCmIHCh
co0aKu, IBUTATHCH TOPTOBIIBI, PEOATHS, Opoasune
IUpPKaYl, MOHAXH, OQHUIEPHl Pa3zbe3kKaln Ha KO-
Hsix. TaBepHa Jlunbsic-TlacTbs Takxe ObLIa TUTAHT-
CKOM MacCOBKOM — 1 B HEM, U HA IUIOIIA/ISX HE Mpe-
KpalaIuch TaHIBL. JTO 3aMEYaTeIbHO Pa3BIEKAI0
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caMyr0 MECTPYI0 TyPUCTHYECKYIO IMyOJIMKY, OIIa-
palleHHyl0 MacmTaboM >KMBOIHMCHOCTH TIOCTa-
HOBKH. XOTS 32 MHOTHE Tofsl mpokara «Kapmen»
yIpoIianach ClieHorpaguaecky, CTaHOBSACH Ooiee
TeaTpaJbHOMN, TeM HE MEHEe, OHa JI0 CHX TOp OCTa-
€TCsl THUMHOM JIOPOTOCTOSIIIEN peaTucTUIHOCTU
Hzeddupennn.

«Kapmen» [zeddupeniu B Bepone npakruue-
CKU TepecTaér ObITh ApaMoH, e€ TpareJuiHbII TOH
YXOAWT HA BTOPOH IUIaH paay pa3uHYTHIX OT yAWB-
JIEHUSI ¥ BOCTOpPra PTOB TYPHUCTOB 10 MOBOAY AEKO-
paruBHOTO OONMKa MOcTaHOBKH. Kputnkm cerop-
HA yKe cuuTaroT oty «KapMmeH» apxaudHoH, XOTs
MIEPBOKJIACCHBIE TEBIBI MTOPOH yYacTBYIOT B 3TOM
CIIEKTaKJIE: HAllpUMeEp, IPEKPACHBIN apreHTUHCKHUN
TeHOp Mapceno AnbBapec u HOBas 3Be31a AHHTA
PausenuiBuin.

K cnoBy, rpy3uHcKas meBHIa mocjie mpeMbepsl
B Jla Ckana B 2009 rony neMOHCTpHPYET pa3iud-
HbIX KapMeH BO MHOXECTBe Te€aTpOB — HaIpuMep,
C BBIHArONUMUCS mapTHEpamu Pobepro AnaHbs H
Monacom Kaypmasom. U 310 ceroams — Gnaronar-
HBI Marepuas Ajs CPaBHUTEIHHOTO aHajN3a HH-
TEpPIpETALUi BBUIY IIMPOKO PaCHpOCTPaHEHHOMN
MIPaKTHKHN pabOTHI IEBIOB B PA3INYHBIX TeaTpax.

B 3akmiouenme crtatbum BepHEMCA K HCTOPUU
XX Beka, YTOOBI BBIACIUTH HECKOJBKO IITPUXOB
WHTEpIpeTannu obpa3a Xo3e MpOCIaBIEHHBIM
teHopoM [lmacumo JlommHro. DTOrOo HEcpaBHEH-
HOTO TIE€BIIa MO)KHO HAa3BaTh BBIJAIOIIMMCS pa-
MaTHYECKUM aKTEPOM — CTOUT CPAaBHUTH €0 UTPY
B 3aKJIIOUUTENIbHOM clieHe GuiabMoB J[3eddupenin
¢ O6pasnosoii u Po3u ¢ Murenec-Jlxoncon. B mep-
BoM JloMHHIro-X03€ 3JIeraHTeH U AK€ MO-CBOEMY
BEJIMYaB; OH 3aKaibeiBaeT Kapmen, HexHO oOHUMAas
e€, KaKk ObI CMHPSISICh CO CBOUM JKECTOKHM ITOPHIBOM
u coxaiies o HéM. U korna KapmeH, Tepsist bIxaHue,
CIIOJI3aeT, LETUISSICh 32 HEro, OH CTOUT B DJIETaHT-
HOM oleneHeHuH. Y Po3u B 3aKIIOYUTENBHON cue-
He JIOMHHTO CTpacTeH | MOPBIBHUCT, XOTA OH BCET/a

aneranteH. Ero BokanbpHas MHTEpHpETAIs — OlHA
W3 BEPIIMH 3TOH MHOTOKPATHO MCIIOJHEHHOW Iap-
Tu: Oe3ympedHble KPAacKW Tojioca W TOHYAHNIINe
HIOAHCBl MHTOHUpOBaHMs 3Mouuil. Ho akrtépckas
Wrpa 37€Ch W MOTPSCACT, U MU3yMJIISIET: HACTOJIBKO
TUIAMEHHO €ro MpH3HaHHE B JIIOOBH, YTO OH Kak
OyATO HEOXKWJAaHHO JJsi ceOsl BBIXBATHIBAET HOXK
U BoH3aer ero B Kapmen. MuzaHclieHa JOJITOro —
U CTPAcTHOTO, M OepeXHOTO — OOBIITHA C HEH, Iepe-
CTaBIIEH JBIIIATh, OCTABICHA B IAMSITH 3pUTENS HE
TOJIBKO BOCXUTHTEIHHBIM TEHOPOM, HO U CHIIBHBIM
Tparndeckum aktépom [3, c. 111-112].

DTO CpaBHEHHE, KOHEYHO, CBUIETEILCTBYET 00
WHANBHUIyaJIbHOM PaKypce B3INIS0B pexnccépa Ha
akTépa-TeBIla, HO OTHOBPEMEHHO 3aCTaBIIsAET 3a1y-
MaTbCcsd M O BIMSHUAX KYJABTYypbl. B TearpaibHbIX
nmoctaHoBkax «Kapmen» He MOTIIM HE CKJIaJbIBaTh-
Csl KJIMIIE W CTEPEOTHIIB — TAKOBAa CHJIa TPAIUIIUU
MHOTOKpAaTHBIX HMHTEeprpeTanuid meneBpos. Ho
U 3TH CTEPEOTHUIIBI IPEO0IECBAIUCH, TOPOXKAAS HA
CTBIKaX HCTOPHUKO-KYJIBTYPHBIX MOJEIEeH HOBBIE
B3msiAbl Ha «Kapmeny. 80-¢ romer XX Beka B 3TOM
CMBICJIE OKa3aJIMCh HEKUM PyOEKOM, KOTOPBIN OBIIT
OTMEYEH 3HaMEHATEIbHBIMHU JOCTI)KEHUSIMHU IMEH-
HO B JKaHpe KUHOOMephl. MOXXHO JIM OTBETUTH Ha
BOTIPOC, KTO SBISIETCS] MHOHEPOM JKaHpa KHHOOTIIE-
pBI, TpakTyeMoro mnomoOHbIM obpazom: [zeddu-
pemu ¢ ero meaeBpoM « TpaBuara» 1983 roma nmm
Po3u ¢ «Kapmen» B 1984 romy?

Onepa B KWHO BOIUIONIAJIA PEBOIIOIMOHHBIN
MIPOPBIB — 3TO OBUTH MPUHIIUIHAIEHO HOBBIE UCTOI-
KOBAaHHUS apXeTHUIMHUYECKUX 00pa30B, KOTOPbIE COOT-
BETCTBOBAJIM OINpPEICICHHbIM (a3aM xu3Hu Mupa.
Hogblil BUA HCKycCTBa OTKpBIBaJ IIEPEN OIEPHBI-
MU «IIJISITEpaMu» HOBBIE MEPCIIEKTUBBI, IE€TaTbHO
W MHOTOIUTAHOBO BOIUIONIAS HOBBIE TPAaHU aKTy-
albHBIX Ui oOIecTBa 00pa3oB. DTO MmoOyxaaeT
WccienoBaTeneil mponoKaTe HabIIOIEeH!s 3a Po-
[IECCOM CMEH MHTEpIPETalliy OMEPHBIX TBOPECHUH
B 3epKajie OOHOBIISIONIUXCS YCTAHOBOK KYJIBTYPBI.
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