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baarapa AnekcaHapa lNMywkuHa «l[lecHb 0 Bewem Oaere»
B XYAO>K€CTBEHHOM MPOYTEeHUNU
Hukonaas Pumckoro-KopcakoBa u Bacuamnsa BacHewoBa

B crarbe paccmarpuBaroTcs iBa apXandeCKUX CIOKETa — «CMEPTh OT KOHS» M «pacKaJIbIBaHUE
xonmMay. Ouu jexar B ocHoBe «IlecHu o Bemem Onerey» Anekcanapa [lymknna. OcHOBHas TeMa
CTaTbH — UX TPEJIOMJICHHE B MY3BIKAJTbHOM M XYIOKECTBEHHOM TEKCTax (KaHTara Pumckoro-
KopcakoBa u muki wutroctpanuii BacHernosa). B Ha3BaHHBIX CHOKETaX BBIJEIACTCS TUITHYHBIN
JUIS. HAIMOHAJIBHO-UCTOPUUECKON Oallyia bl MOTHB «TOOEIbI-B-CMEPTH» U XKaHPOOoOpasyroIias
CUTyaIUs «BCTPEUU AByX MUPOB». [lokazaHo, Kak CTPYKTypHO-IpaMaTyprudeckasi OpraHu3aIius
TEKCTa TMOAYMHSAETCS TpuUHIHMNaM OamnagHoit MudomnodTuku. OOOCHOBBIBAECTCS IOSBICHUE
nBorirka raBHoro reposi (Kynecuuk — Bemuii Oner), paccMaTpuBaeTcsi CUTyaIus mepexo/ia
TpaHUIIBI MUPOB, KaK peJeBaHTHAs Il BOWHCKOTO 00psija MHUIKAIMU. B omope Ha ncciienoBanus
JIUTEPaTyPOBEIOB BCKPBIBACTCS PUTYAIBHBIN CMBICIT «pacKaJIbIBAHH» TPaHUIIBI MUPOB. JlemaeTcs
aKIIEHT Ha 3HAYMMOCTHU CHOKETHOM CUTYaIlMu MPOIIAHUS ¢ KOHEM: TOTEps] KOHS CHHOHUMHYHA
puTyaabHON cMepTH reposi. [lokasaHa pojib «CHMMETPUYHOTO» CHO’KETHOTO IMMOBOPOTA BCTPEUH
c kKoHEM: oOpeTeHHe KOHs nenaerT (Ojera CONpUYACTHBIM BOMHCTBY OJWMHA U, TEM CaMbIM,
BO3BpaIllaeT MOTEePSHHBIN Tepondeckuil cratyc Bowna. [locnennee oOCTOATENBCTBO MPUIAET
TEKCTY CaKpaJbHBIH CMBICJ, HE TO3BOJISII HU3BECTH CMEPTh I'eposi 0 YPOBHS HECUYACTHOTO
ciydasl.

AHamu3 OaramHOW  OO0pa3HOCTH, OCOOCHHOCTEH WMHTOHAIMOHHBIX XHUTPOCIICTEHUH
JIEUTMOTUBOB W TIPUHITUIIOB JPAMaTypruYeCKOTO Pa3BUTHUS B MY3bIKAJbHBIX U XYI0KECTBEHHBIX
OTycax HaIpaBJICH Ha PacCKPBITHE MPUHIIUIIOB peaju3alny 0ajuTaJIHOTO JUCKYpCa B CMEKHBIX
BHJIaX HCKyccTBa. Ha OCHOBE KyJIBTYypOJIOTHYECKOTO TIOAXO/a C HCIOJIB30BAaHHEM METOI0B
Pa3HBIX OTpacieil HAyYHOTO 3HAHMS — MY3BIKOBEICHHSI, INTEPATYPOBEICHUS, NCKYCCTBOBEICHUS
— JIeNaeTcsl BBIBOM, YTO XYHOKHUK M KOMITO3UTOP TOYHO «BITMCAIHCHY» B KAHPOBBIC T'PAHHIIBI
MyIIKAHCKOTO TeKCTa. B 3akimioueHnr OoTMEuYeHbl HOBATOPCKHE IMOMCKM Pumckoro-Kopcakosa
B oOmactu OaymagHOTO >KaHpa, MO3BOJISIONINE MPOU3BECTH XYIOKECTBEHHYIO IEPEOICHKY €ro
KaHTaThbl.

Knrouesnie cioBa: «Ilecis o Bemem Omere», HanmuoHadbHO-HCTOpHYEcKas Oamnana,
Mugonostuka, Anekcannp [lymxun, Hukonait Pumckuii-Kopcakos, Bacunuit BacHenos.

Jna yumuposanus / For citation: bernuecBa O. B. bannana Anexcannpa [lymkuna «IlecHb
o BemeM Ogere» B XynokecTBeHHOM mpoureHun Hukomass Pumckoro-KopcakoBa n Bacunus
Bacuerosa // [Ipo6nemsl My3bikanbHoM Hayku. 2019. Ne 4. C. 8-16.
DOI: 10.17674/1997-0854.2019.4.008-016.
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Alexander Pushkin’s Ballad “The Song of the Sage Oleg”
in the Artistic Rendition of Nikolai Rimsky-Korsakov
and Vasily Vasnetsov

The article examines two archaic plotlines — the “death from the horse” and the “cleavage of
the hill.” Both of them lie at the basis of “The Song of the Sage Oleg” by Alexander Pushkin.
The main subject of the article is formed by their rendition in musical and artistic texts (Rimsky-
Korsakov’s cantata and Vasnetsov’s set of illustrations). The aforementioned plotlines possess
the distinguishing feature of the motive of “victory in death” typical for the national-historical
ballad and the genre-generating situation of “the meeting of two worlds.” It is shown how that
the structuraldramaturgical organization of the text is subservient to the principles of the ballad’s
mythopoetics. Substantiation is made of the appearance of the main protagonist’s double (the
Sorcerer — the Sage Oleg), and the conditions of passing through the boundaries of the worlds
is examined as one that is relevant for the warrior’s rite of initiation. Based by the research of
literary critics the ritual meaning of the “cleavage” of the boundary between the world is disclosed.
Accentuation is made on the significance of the storyline situation of bidding farewell to the
horse: the loss of the horse is synonymic to the ritual death of the hero. The role is shown of the
“symmetrical” plotline turn of the meeting with the horse the acquisition of the horse makes Oleg
a member of Odin’s warrior host and, thereby, revives the Warrior’s lost heroic status. The latter
circumstance endows the text with a sacred meaning, preventing the reduction of the hero’s death
to the level of an unfortunate accident.

On the basis of bringing in a culturological approach with the use of methods stemming
from various branches of scholarly knowledge — musicology, literary criticism, art studies;
comparativistics, genre-related and iconological analysis, the conclusion is arrived at that the
artist and the composers have «adjusted» precisely to the genre boundaries of Pushkin’s text. This
is proved by the analysis of the ballad imagery, the particularities of the intonational intricacies
of the leitmotifs and principles of dramaturgical development in the musical and artistic opuses.
In conclusion, an evaluation is given to the innovative quests of Rimsky-Korsakov in the sphere of
the ballad genre, leading to an artistic reevaluation of his cantata.

Keywords: “The Song of the Sage Oleg,” the national-historical ballad, mythopoetics, Alexander
Pushkin, Nikolai Rimsky-Korsakov, Vasily Vasnetsov.

1899 romy x 100-neturo co aHs
B poxaenus A. C. IlymkuHa no pac-
MOPsDKEHUI0 Komuccuu npu  Uwm-
nepaTopckol AkajeMuu HayK ObUIO MHU-

[IUUPOBAHO Tiepen3paanne Oauraibl Mo3Ta
«Ilecup o Bemem Omnere». OdopmiieHne

KHUTH, BBINIOJIHEHHOE B JyX€ IPEBHEH WII-
JIOMHUHUPOBAHHOM PYKONHUCH, OBLUIO CTH-
JU30BaHO MOJl CTapuHy (WIPUPT, OpHAMEH-
TaJbHbIE 3aCTABKU, UHUIUAJIbI, KOHI[OBKH).
[ToaTuecKkuii TEKCT COMPOBOXKIAAT LUK U3
yeThIp€x munoctpaunid B. M. Bachenosa.
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Xy,AO)KQCTBeHHbll;I MWD MY3blKaAaAbHOTIO MPOM3BEAEHNA

My3bIkanbHbIM NpUHOLIEHUEM [ eHuto pyc-
CKOM CJIOBECHOCTH CTajia BOLIEAIIAs B W3-
nanne Kanrara H. A. Pumckoro-Kopcakosa
Ha TEKCT IMyIIKWHCKOM Oasuiajbl.

Knura sBunace He TOJIBKO MPEKPACHBIM
obOpasriom nonurpaduuecKord MPOAYKIIUH,
HO M YHHKaJIbHBIM «aHCAMOJIEBBIM pellle-
HueM» Temsl JlpeBHell Pycu. Ota MbIcib co
BCEH SCHOCTBIO BeIpakeHa B [IpenucnoBun
K u3gaHuio, rae ckazano: «K Oamnane Ha-
el MPUIOKUIU CBOM PYKHU BbIJAIOIINECS
XyJOKHUK U My3bIKaHT <...> [lomyuuninocs
CYACTIIMBOE COYETAaHUE YYAHBIX CJIOB, Kpa-
COK U 3BYKOB — IIOJyYHJIOCH INPEKPACHOE
OCBEIICHHE JIET€H]Ibl Pa3IMYHBIMU CIIOCO-
oamm» [ 10, c. 4].

HccnenoBatenu Hepenko oOpalaroTcs
K BONPOCaM OTPaX€HUs PYCCKOW HCTOPHH
B Xy/I0)KECTBEHHBIX TEKCTax. JTa mpodiema
HPUTATUBAET K ce0e B3IIsIbI HE TOJIBKO OTe-
YECTBEHHBIX, HO M 3apyOCKHBIX yU4EHBIX'.
B HacTos1eii crarbe nmpeaiaraeTcs paccMo-
TPEHHE HA3BaHHOU TEMBI B paKypce KaHpa.
[IpenmMeToM BHMMAaHMSI CTAHET peau3alus
OaJITaIHOTO JHUCKYpca B MY3bIKaJbHOM
(kaHTaTa) U XyJI0KECTBEHHOM (IIUKJI UILIIO-
CTpalMii) TEKCTax, 3alaHHOTO JIMTEpaTyp-
HBIM [IEPBOMCTOYHUKOM, B OCHOBE KOTOPOT'O
Jear J1Ba apXanyeCcKuX CIOKETa — «CMEPTh
OT KOHS» M «pacKajiblBaHue xonma». [Ipu-
HSB BO BHUMAaHHE COACPKALIUWUCSI B HUX
CIOKETHBIH MOTHB «H00OEObl-8-CMepmuy,
a TaKXe >KaHPOOOPa3yIOIIyI CHUTYalHIO
«8cmpeyu 08yX MUpPO8», Mbl PEKOHCTPYHPY-
€M YKaHpPOBBIM KOJ pOMaHTHYECKOH Oasia-
JIbl B Ha3BaHHBIX COYMHEHMSIX.

Apxauueckue croxncempl. Bo BHEIIHEM
neiictuu «llecHu...» MpoyepyeHsl YETHIPE
CIOKETHbBIE JIMHUU: MHUCTHYECKas — Mpea-
CKa3aHHEe KyJIeCHUKa, reponveckas — moxo-
JIbI U TTUPBI KHS351, DJIETUYECKas — IPOLIaHue
C KOHEM U Tparuueckas — cMmeptb Oue-
ra. OHM HampaBISIIOT JAelcTBHE Oajuiajbl
K KyJIbMUHAIlU{, B LEHTPE KOTOPOW HaXo-
IUTCS Henemnass THOelb IJIaBHOTO Tepos.
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WNHaue opraHu3oBaHO BHYTpEHHee Jei-
ctBue Oatanel. Ero ocHOBY cocCTaBisOT
7Ba MU(OIOTUYECKUX CIOKETA: «CMEPTH OT
KOHS» M «packajbiBaHue xoiama». Ha3an-
HbIE CIOKEThI TMOIPOOHO HCCIENOBaHbI B
pabore O. ®omunuéBoit «“Cmepts Omera”.
PexoncTpykuus npenmerHoro koma» [11],
ONMUPAsICh Ha KOTOPYIO OOO3HAYMM OIOp-
HO-CMBICJIOBbIE€ TOYKH KaXJI0T0 U3 HUX.

Croxer «cmepmo om KoHsy TUIIMYEH IS
MHOTHUX HallMOHAJBHBIX KynbTyp. [Ipu oT-
NENbHBIX PA3HOUYTEHUSIX B MHOTOUHCIICH-
HBbIX (DOJIBKJIOPHBIX BEPCUSX B HEM YiaB-
JUBAIOTCA [J[BAa CEMAHTUYECKUX AacleKTa.
IlepBblli mpencTaBiseT BCaJHUKA W KOHSA
KaK €IMHYI0 CYUIHOCTh (O TOM, YTO 3Ta
CBSI3b CHJIBHEE POJICTBEHHBIX Y3, TOBECTBY-
I0T JOUIENIIUE JI0 HAC XyJOKECTBEHHBIE
TekcTbl CpenHEeBEKOBbsI, HAIIPUMED, JPEB-
HeuciaHjackas cara o dapepckux OcCTpo-
Bax [12]). B npeBHUX CKa3aHUSX KOHb —
«TOKPOBUTENb U PYKOBOJIUTENb XO34HMHA,
MPEBOCXOAIIMIA €ro B Jlape NMpeABUACHMUS,
OBICTPOTE peaKklUil B CIIOKHBIX CUTYaIHsIX,
oOmanmaromuii TBEPION BOJEH, MMOMUUHSIO-
i cebe BcaaHWKA B MHUHYTHI, KOT/a TOT
MPOSIBIISIET c1abocTh» [6, ¢. 37].

BTopoli acrmiekT paccmaTpuBaeT KOHS
KaK CyIIECTBO M3 3arpoOHOr0 MHUpa’, 4YTo
npenonpenensier cyab0y BcaJHUKAa U HEU3-
0exHO BeAET MOBECTBOBAaHME K (paraibHO-
My (QuHaTYy — rHOeNHu repos, TPakTyeMon
KaK NEepexoj TpaHUllbl 3/ICIIHEr0 U MOTY-
CTOpoHHETO MUPOB. OCTaHOBUMCS OAPOO-
HEe Ha 3TOM THIIOBOM KaHPOOOpa3yroIeM
aneMeHTe (ONBKIOPHBIX Oaa.

Xopolo U3BECTHBIH, KaK MpU3HaK Oali-
Jmanel ykaca, 1 orMedeHHbsin [[. M. Maro-
MEZ0BOM B Kaue€CTBE HEMPEMEHHOIO yCIIO-
BUS, IPEAOIIPENEISIIONIETr0 € TparnyecKuit
¢bunan [8], maHHBIA TEPEXOa OIUHAKOBO
PEJIEBAHTEH U JUISl HAYUOHATLHO-UCODU-
yeckoli BEPCUU KaHPA, MOCKOJIbKY Oepér
MPOUCXOXK/IEHUE B BOMHCKOM 0Opsije Io-
CBSIIIICHUS (MHUIIUAIUN).
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[locne mepexoma yCIOBHOM TI'paHULIbI
MUPOB MAaJBYUK CTAHOBUTCS OTPOKOM,
a3areM U My)K4YMHOW-BOMHOM. [ Ipoucxoaur
M3MEHEHHUE €ro craryca U IMOCIeayollei
Mmozaenu noseaenud. I1. A. BacuH B cBoer
pabote, cpaBHHUBasi pUTyal MOCBSILIECHUS
B Pa3HbIX CPEIHEBEKOBBIX Tpaauuusx EB-
ponbl 1 Poccuu, MpuUXOAUT K BBIBOJY, YTO
BCE OHHM UMEIOT 00II[ee HaYalio U CoJepIKaT
B cebe¢ mNpU3HAKM WHUIMAIMOHHOW 00-
psAIHOCTU. B yacTHOCTH, y4EHBIN NUIIET:
«IIpu BblOETEHMH M3 OOLIEPOJOBOIO Ha-
POIHOTO BOKCKA 3IIOXU BOCHHOU 1€MOKpa-
THU DIIUTHBIX OTPSIIOB PO ECCUOHAIIOB. . .
dbopMHpYETCS U MPAKTUKYETCS CreuU-
yeckasi BOUHCKas OOPSAHOCTh HMHHIIUA-
MM MOJIO/IBIX BOWHOB, KOTOPHIE KakK OBl
BBIXOJAT M3 MPUBBIYHOTO JJISI PSAOBBIX
COIJIEMEHHUKOB MHpa CTapbIX POJOBBIX
OTHOIIEHUW U BCTYINAIOT B HOBYIO CEMbIO
— cnenuduueckoe BOCHHOE OpaTrcTBO IO-
CBALIEHHBIX, KOTOPOE EMKO M TOYHO Xa-
paKTepu3yeTcs APEBHEPYCCKUM TEPMUHOM
“npyxuna’» [1, c. 130].

Bowun, mpoiias oOpsn mocBsIeHUsT U
«MOCAXKEHUsI Ha KOHS» cpasy MpuoOIaeT-
csa mapctBy MEpTBBIX. [lo 3TOMY mOBOmY
B. Muxaiinua numieT: «YeaoBek, cuuas-
IIUH... Ha JIOIAJU, €CTh YEJIOBEK Harvsi-
HeHImuM 00pa3oM “BIHCAaHHBIA’ B CMEPTb,
HOCBANIEHHBIA XTOHUYECKONM BOWHCKOU
cynb0e. OTHBIHE TOHSATHS “KOHB~, “Cylb-
0a”, “ymaga”, “ckopocTh”’ U “‘cMepTh’ 00-
pa3yloT €IUHOE CEMaHTHUYECKOe TIOoJIe...»
[9, c. 96]. Takum oOpa3oM, >KHU3HECHHBIN
NyTh BOMHA MPENOINPEACIIEH U JICKUT Ha
Banranny. Oqnako BX0A TyJa OTKPBIT TOJb-
KO uepes 1modeay B 6010, 4TO B MHU(POPUTY-
aJbHBIX TEKCTaX KOAMPOBAIOCH CHOKETOM
TEPOUYECKOM CMEPTH Ha KOHE. JIMIIUThCA
KOHS B apXaWyecKuX KyJlbTypax O3Haya-
JIO TIOTEPI0 TEPOUUECKOrO CTaTyca U PUTY-
aJpHYyI0 cMepTh. llepexon rpaHuiibl MUPOB
B CIOJKETE «CMEPTh OT KOHS» «pUPMYyETCSI»
C MOTHBOM «I100€/BI-B-CMEPTH, OTIPEIEIIsI-
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€MBIM aBTOPOM CTaThH KakK BEyIIHil MOTUB
HAI[MOHAJILHO-UCTOPUUYECKOM Oanaabl.

JlpyruM 3HAYUMBIM CIOXKETOM, MPHUCYT-
cTByroluM B «llecHe...» U Biekymum 3a
co0Ool menbIil 1muieid CMBICIOB, SBISETCS
CIOXKET «packanviganus xormay. Kak u3secr-
HO, Maru4eckoe JEWCTBHE yaapa MOCOXOM
0 3eMJ1t0 (YIapuTh, 3HAYUT PACKOJIOThH) UMe-
€T CMBICII pa3MbIKaHUSI TPAHUI] PUTYAIIbHO-
ro MpOCTpaHCcTBA. J[OCTaTOUHO BCIIOMHUTH
CKa304HBIM KaHp, B KOTOPOM T'€pOM, yarlie
BCEro BBICTYMAIOIIUNA CBS3YIOIIEH HUTHIO
MeXay pasHeIMH XpoHotonamu ([ex Mo-
P03, BOJIIEOHUK), UCTIONB3YET yAap MOCO-
XOM B CUTyalluu IyTEIECTBUS BO BpeMe-
Hu. Ccpinasicy Ha Habmonenus C. TpyHéBa,
O. ®omMnuéBa yKa3bIBAET, YTO JCUCTBUEM,
CUHOHUMUYHBIM «PACKAJIBIBAHUIO XOJIMay
SABIIIETCS «yAap HOTOM O 3EMIIO», KOTOPBIN
B Oamnane [lynikuHa BBINOJIHEH KaK BO3JIO-
»KeHue Horu Ha yepen [11, c. 96].

OO6plyHO B Oaymagax MOAOOHBIE XpO-
HOTONHMYECKHUE CIBUTHM TPUXOASTCS Ha
MOMEHT ceMaHTHueckoro cioma. I[locne
«packaiabIBaHUS XOJIMa» HACTYIAET CMEPTh
reposi, 4TO B MPEACTABICHHUIX JIPEBHETO
YeJIoBEKa 03HAyajio MPOJOJIKEHHE >KU3HU
B OparctBe Onuna. B pabote D. Cmuta «9%0
Opnuna: CkannuHaBcKass MUDOJIOTHS U de-
JIOBEYECKOE CO3HAHUE», MOAPOOHO Xapak-
TEPU3YIOIIEH JEIEHUE HAa CUMBOJINYECKHE
CTpaThl HW)XHET0, CPEAHET0 U BEPXHETO
MHPOB B apXaWyecKHX KyJbTypax, cKa3za-
HO, YTO €UHCTBEHHBIM MOYETHBIM MECTOM
BOMHA sABJIsIeTCs Banrasuia, BepxHuii Mup,
TPaKTyeMbIil KaK MECTO, IMOJAO00HOE XpH-
cTraHckomy pato [15]. HeciyuaiiHo Tpu3Ha
BKJIFOYaJia B ce0si BOGHHBIE COCTSI3aHUsI, CO-
MPOBOXK/IAIOIIIME TOPKECTBEHHOE IIECTBHE
nasuiero Ha Banramny.

Bonnowenue apxauueckux croicemos
y Ilywkuna. Utak, Korga pekOHCTPYyUPO-
BaH MU(DOPUTYaNTbHBINA KOMIUIEKC Oasliajbl,
BBISIBJICHBI OCHOBHbBIE KYJIBTYpPHO-33JaH-
HbIE CMBICIIBI JIBYX apXanyeCKHX CHO’KETOB,
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3aHOBO «IIPOYTEM» M3BECTHBIN TekcT. Ha-
MIOMHHMM, YTO B HallMOHAJIbHO-UCTOpUYE-
CKOM Oastajzie KaxIbIi paszien — 3TO 3Tamn
IPOJABUKEHHUS T€POs-BOUHA K KyJIbMHUHAIU-
OHHOH TOUKe «1moOenbl-B-cMepT». B Oain-
nane [lymkuHa yeTblpe KPYNHBIX pasfena:
IIpeICKa3aHue KyJIeCHUKA, IPOIIAaHUE KHA35
¢ KoHEM, oOpeTeHne KoHs U TpuzHa. CMBbIC-
JIOBBIM LIEHTPOM IMEPBOIO paszzelia CTaHo-
BUTCA 00pa3 KyaecHuka. CkiajbiBaeTcs
MIPEICTABIEHUE, YTO BOCIIEBAHUE [TOJIBUTOB
reposi-BOMHA U MpeicKa3aHue CMepPTH — OC-
HOBHas MUCCHSI 3TOT0 niepcoHaxka. OJIHaKo,
C MEPBBIX CTPOK BO3HMKAET OLIYLICHUE 3a-
raJIo4yHOCTH TEKCTA.

Kak wu3BectHo, mnaBHbli Tepon «llec-
HU...», KHA3b OJer, HOCUT 3HAKOBYIO IIPU-
CTaBKy K MMEHH — «Belui». Bo3Hukaer Bo-
IIPOC, 3a4€M K€ OH CHPALINBAET KyJCCHHUKA
0 cBoei cynpbe, eciu cam 00IagaeT Cro-
COOHOCTBIO K TMpoputianuio? OTBET JEKUT
B 00JacTH nayalbHOW oOpraHu3auuud Oai-
JaJIHOTO TEKCTa: KyAECHUK — 3TO alter ego
KHs35, €ro JBOWHUMK. [Ipuxom KynecHuka
«u3 TEMHOTO Jiecay (MHOTO MUpa) 1o Mudo-
JIOTUYECKUM TPEACTABICHUSIM 0003HaYal
CKOpYIO BCTPEUY CO CMEPThIO, YTO HAXOAUT
OTPaXXEHHUE B CaMOW TPOraTelIbHOW CIICHE
Oaynazpl, TTOBECTBYIOIIEH O paccTaBaHUU
KHS351 C 00€BBIM JIPYTOM, BEPHBIM KOHEM.

OO01ee HacTpoeHUEe MOHOJIOTa-IIPola-
HUS1, BBIIEPKAHHOE B JTUPHUKO-JIETUUECKUX
TOHAX, COINIACYETCS C CHUTyalMeil Ipola-
HHAsS BOMHA CO CBOEW NOyHION. 3aMeTHM,
YTO B 3TOM MecTe Oajuiajja CUMMETPUYHO
pacnagaercss Ha JBE 4acTH: J0 U IOCIE
CIIyYMBIIETOCs, KOTOpPBIE pa3JesieHbl BapH-
aHTHO-TIOBTOpPSIFOIIMMCS  TipunieBoM. [Ipo-
KOMMEHTHPYEM CBOU HAOJIOIEHUS CIIOBAMU
JI. T1. KBammnoii: «Ilup unenut Gamiamy
Ha JIBE YaCTH, MPUUEM 00€ YacCTH BBITVISIIAT
36pKaJIbHO CHMMETPUYHBIMU: BO BTOPOMU
YacTH BO3BPATHBIMU BOJIHAMHU MOBTOPSIOT-
Csl OCHOBHbBIE CIOKETHbIE OJOKH IEpBOIl»
[3, c. 266].
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Bo3o0HoBIEHNE AEMCTBUS TPOUCXOIUT
B TpeTheM pazjesne. MoTuB norepu u 00-
pETEHUs KOHS OTCBUIAET K CIOXKETY «packKa-
JBIBAaHHUSL XOJIMa», CHMBOJIM3HUPYIOLIEMY,
KaK OTMEYAJIOCh BBIIIE, pa3MbIKaHHE I'pa-
Huubl mupoB. Coeaunenue Bemero Onera
C KOHEM FOBOPHUT O BOCCTAHOBJICHUH BOWH-
CKOM LIEJIOCTHOCTH M BO3BPAILLECHUHN KHA3IO
BBICOKOTO 3BaHMs BcaaHuKa. IlocnenHuii
3MU30[ — MOJIOACUKUN NUP-TPU3HA — ITO
puoOLIEHUE repos K cakpaIbHOMY BOMCKY
OpuHa — CBAILIEHHOMY COI03Yy BCEX MaBUINX
repoeB. [locnenoBarenbHOCTh 3MU3070B
CBA3YET MEXAYy COOOW KylecHUKa, KH34,
KOHS, IPY’KUHHHUKOB, OYEPUYMBasl KOHTYpHI
BHYTPEHHEIO CIOXKETa, CBEPXUACEH KO-
TOPOTO SIBJISIETCA BOCIIEBAHWE BOWHCKOIO
OparcTga.

Bonnowenue apxauueckux crodcemos
y H. Pumckozo-Kopcaxosa u B. Bacneuyo-
6a. Cro)KeTHOe HauaJo, pucyiuee Oamiazi-
HOMY HAapparuBy, AAE€T BO3MOXHOCTH IS
MIEPEKOINPOBAHUS JINTEPATYPHOIO TEKCTa
Ha SI3BIKH Pa3HBIX BUJIOB UCKYCCTBA.

IIpoTuBOCTOSIHUE IBYX MUPOB — JKMBBIX
1 MEPTBBIX — 0003HaueHo B IIponore ¢ no-
MOILBIO MY3BIKAJIBHBIX CpecTB. OTKpBIBACT
KaHTaTy TeMa BoMHcTBa OJIMHA, COCTOSIIIAs
13 TPEX DJIEMEHTOB: CyMpPayHO-YHHCOHHO-
ro 3amneBa, 1enu OOJIbIIETEPIIOBBIX CO3BY-
YMil, TaHHBIX B MAaJOCEKyHJOBOM COIIpS-
KEHUHU, — MATPUPYIOLIEW MHTOHAMOHHOMN
dbopmynsl (tepmun JI. H. Hlalimyxamero-
BOIl), Mody4MBILEH Ha3BaHMEe B paboTax
I'. B. I'puropbeBoii, Kak «MOTHB UHOOBITHUS
[2], u rammoOpa3Horo B3néTta. Bee anemen-
Thl JAIOT NPSAMOE yKa3aHWE Ha MHCTHYE-
CKYIO MIPUPOY HH(PEPHAITBHOTO MUPA BCA/I-
HUKOB-MepTBeLoB. Eil mpoTuBonocrasieHa
MIPUIIOAHATO-TeporYecKasl TeMa JAPY’KUHBI
KHA351 B «cBepkawomem» D dur’e. Slcnas
rapMOHHMYECKass OCHOBA W YIIpyras aKkop-
noBasi (akTypa ¢ 3X000pa3HbIMHU OTIOJIO-
CKaMM BTOpOHM TeMbl BeTyrieHus roBopst
0 €€ IPUYACTHOCTH 3JCLIHEMY MUDY.
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AHaJIOrM4HOE CONOCTABIECHUE JBYX
IIOJIAPHBIX MHUPOB B CBOEH IIEPBOM HILIIO-
crpanuu noka3biBaeT B.M. BacHenos.
XyIOXKHUK HCIIOJIB3YET IPUEM PACCEUECHHUS
CIOKETHOTO IIPOCTPAHCTBA Ha JBE 4YacTH,
rae ciieBa Ha oHe TEMHOTO Jieca BhINUCA-
Ha (purypa KyJecHuKa, a crpaBa — JIpy>KHHa
Onmnera. PaznenéHnsle MUPBI XyJJOKHUK CBsI-
3BIBAET MOCPEICTBOM LBETOBBIX M KOMIIO-
3ULMOHHBIX NMPUEMOB, NMOAUYEPKUBAs apxe-
TUIMYECKYIO0 OOIIHOCTh MepcoHaxel. Tak,
spKoe OeJloe MATHO O/1€K/ BOJIXBA «pUpMY-
eTcs» ¢ OenbIM KOHEM KHSI3s, a BEpTHKAJIb
COCHOBBIX CTBOJIOB IIOAXBATBIBACTCS YET-
KUM PUTMOM YCTPEMJIEHHBIX K HEOY KOMHIA
JPY>KUHBI.

B3aumoneincTeue MUpOB, KaK U3BECTHO,
3allyCKaeT MEXaHU3M «O0OpaTHOTO OTCYE-
Tay — IBUKEHUE K cMepTH. OOpasbl cMepTH
B KaHTare MpEJCTaBICHbl TEMaMHu 3J]a,
3MeH, KOHS U KyiecHUKA. Tak, B koHue [Ipo-
JIora MosBIIAETCS MepBas TEMa U3 apceHasa
HeraTuBHbIX 00pa3oB. KopHu eé cemaHTH-
YECKOM IPUPOABI YXOIAT B TPAAULUU OIIEep-
HOM KJIACCUKH, 1€ CIaA0CTHO-TOMHAs Xpo-
MaTu3alusl, M3bICKaHHAs TaHLEBaJIbHOCTH
U J1aJI0Basi «3K30THKa» (IBaX/1bl TApMOHHU-
YeCKUW JOMMHAHTOBBIM Jaj7) Marepuaina
YCTOMYMBO aCCOLIMUPOBAINCH C MOTHBAMM
oOosnbieHus. HecayuyaliHo B KylIbMUHALIMH
KaHTaTbl B MHTOHALIMOHHOM NEPEJINIIOBKE
OHa 00epHETCA CIOJN3AI0IEH IO XpOMaTU3-
MaM TEMOU 3MEH.

Tema koHs ¢uKkcHUpyeT B cebe HEKYIO
IporpamMmy KOHEUHOCTH OBITHS, TOCKOJIbKY
e rapMOHHYECKUNA TPODUIIb MTPECTABIAET
co00ll KaJeHIIMOHHBI O0OpPOT 3aKIIIOYM-
TEIBHOTO TUNA. B My3bIKanbHOW Xapakre-
PUCTHKE KYIECHMKA IOJy4YHIa OTPAaKEHHE
ujes JBOMHUYECTBA repos. B ero maprum
BO3HHUKAIOT TeMbl BOMHCTBA OuHa (MOTUB
UHOOBITUS, TOCTPOEHHBIH Ha CLEIJICHUU
IByX Oombmuii Tepuuii), Bomna-noGenure-
J5 B COIPOBOXKJIEHUHU 30JI0TOrO XOZa Ball-
TOPH U KOHS.

13

Jlasnee CpaBHUM Xy0’KECTBEHHOE BOILIO-
IICHHE CLEHBI MPOLIAHUS C KOHEM B COYM-
HeHus1X BacHenosa u Pumckoro-Kopcakosa.
OHa 3aHMMAaEeT UEHTPAIBHOE MOJIOKEHNE Ha
BTOPOU KapTUHE XyJI0KHUKA. DUTYpBI KHA35
U OTPOKA CUMMETPUYHO OTPAKEHBI OTHO-
CUTEJIbHO Oocu OaiaaHoro Tomoca. OTpok
HAXOAMTCA B JIOKyCe Ky/IeCHHUKa, Onmarona-
psl 4eMY BO3HMKAIOT KOMIIO3HMILIMOHHBIE IIe-
PEKJIMYKH C TepBOi KapTuHOU. OOpazyercs
LIUKIIMYECKNN CIOXKET, B KOTOpoM KynecHuk
— BouH — OTpoK AEMOHCTPUPYIOT TPH CTa-
MK TIepexoia BHYTPH BOMHCKOTO 00psiaa
WHUIIMALIMY, & pUTYyaJIbHAsi CMEPTh O3HAYAHT
POXJIEHUE HOBOTO BOMHA.

Boun

/\

Kynecnuk OTpok
My3bika  KaHTaTbl, = COOTBETCTBYIO-
mas omnucaHHou cueHe (pasmen Dolce e
cantabile), cniocoOHa yryOUTH copepxka-
Hue wunoctpauud. Koub, kak Oamnan-
HBII MEPCOHAX, KOppeaupyercs ¢ o0pazoM
BO3MIOONIEHHON. B KkoHTekcTe OannamHo-
ro JKaHpa NepCcOHU(UKALUS AYUIH Tepos
B YMCTOM aHTEJI0MOJ00HOM KEHCKOM 00pa-
3e —ycrosBiuiics npuéM. [Ipomanue Omnera
¢ koHEM B counHenuu Pumckoro-Kopcakoa
HANlOMUHAET JIYYIlIE CTPAHMIIBI OMEPHOU
KJIACCUKH, B KOTOPBIX repoil oOpaluaercs
K UCTOYHUKY CBETa M >XU3HU. Bo3Hukaro-
11asi B My3bIKe SIBHAsI aJIITIO3US HA CPEIHUIMA
paznen apum ka3 Uropst «Ter onna, ro-
nyOKa naja» yoexkaaeT B CKa3aHHOM.
Onu301 BCTPEYM C KOHEM, BEIyIIUil
K cmeptu Orera, MpencTaBiIeH B TPETben
wittoctpanuu B. BachenoBa. B He#t naHo
CUMBOJIMYECKOE YKa3aHHE Ha MpUYacT-
HOCTh KHs3s1 TpéM MupaMm. Tak, 3amedar-
JAEHHAS XYTO)KHHKOM (QUTypa KHS3S BITH-
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caHa OJIHOBPEMEHHO B TPH CaKpajbHBIC
obOmactu: HEOO, 3eMIII0 U BOJTHYIO cdepy.
OTO COOTBETCTBYET CHUTYyallMM Iepexona
rpaHuiibl MUpoB. HamomHuM, 4TO peka B
apXanyecKuX TEKCTax TPaJAUIMOHHO Mpe.-
CTaBIIsI€TCS Kak J0pora B MHUpP MEPTBBIX.
B My3blkangbHOM MapTUType ONUCAHHOMY
CIOKETHOMY 3IU30/Ty Oaslajibl COOTBETCTBY-
et paznen Poco piu lento. B xanTare nepe-
XOJl Teposi B IAPCTBO MEPTBBIX PEIIEH C MO-
MOIIIBI0 PUTOpPUYECKON (UTYpHI catabasis,
B pacCMaTpHBAEMOM KOHTEKCTE CUMBOJIU3U-
PYIOLLEH CITyCK B MOJI3EMHBIN MUP CMEPTH.

Tak e, kak 1 B kapTuHe BacHenosa, me-
pexXo/1 HaNoJIHEeH TITyOOKOW CKOpObIO, UIY-
el OT MOXOPOHHO-JTAMEHTO3HOW CTUIIH-
CTUKHU. Borolenue yxacoB MOA3EMHOIO
MHUpPa JaHO TMOCPEACTBOM HWH(EPHATHLHOU
JIEKCUKHU: B3MBIBAIOIIIME BBEPX CKOJIb3SIINE
naccaku TeMbl BouHcTBa OnMHA Yepeny-
I0TCS C OPraHHbIM ITYHKTOM d (TpajuLIMOH-
HBIM 3HAKOM CMEPTH B POMAHTHUYECKUM MY-
3BIKAJILHOM KyJIbTYype), Ha (hOHE KOTOPOTO
BO3HUKAET TEMA 3MEU.

I'eponueckuii craryc Bemero Ouera
BOCCTAHABJIMBACTCS B pENpU3e KaHTAaThI,
rJe uepenyrorcs TeMbl BouHcTBa OpunHa
W TEMBI JAPY>KUHBI, TEMbI TPU3HBI U MECHH
o moaBurax. MotuB 0oOBEIMHEHUS MUPOB
HE MEHee BBIIYKJIO IPEJICTABIEH B OCIE-
Hel wumocTpauun BacHenoBa. B neHtpe
KOMITO3UIIUUA PACTIOJIOXKEH MOrpedaIbHBbIMf
XOJIM, HHDKHIOIO YaCTh KOTOPOTO OIOsIChIBA-
10T patHUkH. Co3naércsi Kpyropas KOMIIO-
3ULMSI, CUMBOJIM3UPYIONIAs HEPYUIMMOCTb
JIPY’)KUHHOTO OparcTBa, HUAYIIETO MyTEM
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BOCXOXKJCHHUSI OT 36MHOTO COI03a K Hebec-
HOMY, CBSI3Y#l )KU3Hb, CMEPTh U OeccMepTHe.

IIpu paccMOTpeHUHU IBYX apXanmdecKHUX
CIOKETOB B Kaue€CTBE TOYEK IEPECEUCHUS
Pa3HBIX S3BIKOBBIX CUCTEM — [T033UU, MY3blI-
KH ¥ KUBOMHUCH — OOHAPYKUBAETCS €UH-
CTBO KOHIIENTYaJIbHOTO TUIaHAa COYMHEHHI
A. C. Ilymikuna, H. A. Pumckoro-Kopca-
koBa U B. M. BacHenoBa, ckazaBlieecsi Ha
KAHPOBOM YCTAaHOBKE M KAHTAThI, U KHUXK-
Holt rpaduku. [locneqHee 06CTOATEIHCTBO
MO3BOJISIET HHAYE€ B3MISIHYTh, B IEPBYIO
ouepe/ib, Ha KOMIIO3UTOPCKUI OMycC, Tpaau-
IIMOHHO OIICHUBAEMBIN HCCIIEIOBATEISIMU
B IIapaJiIurMe KaHTaTHOTO ’KaHpa, U3-3a YETro
He OblJIa packpbiTa creruduka My3bIKab-
HO-XYJ0KECTBEHHOTO 1[€JIOTO 3TOTO MPOU3-
BEJICHUS, 3aTYyIIEBAH PsJl 3HAYMMBIX HOBa-
TOPCKHUX MO3ULIUNA KOMIIO3UTOPA.

Kak oOpazerny kaHTaTHOTO XaHpa, OH,
0€3yCIIOBHO, «IOTEPSJICS» CPEOu ITyUIlInuX
CTpaHUL[ PyCCKOM XOPOBOM MY3bIKM KOHIIA
XIX cronerus. Kak oOpazen GamiaaHoro
»anpa, «Ilecus o BereM Ounere» H. A. Pum-
ckoro-KopcakoBa 3ajajna BEKTOp pa3BUTHS
st counHennii A. I'masynoBa, C. IIpoxko-
¢dveBa, H. MsckoBckoro, C. CIOHHMCKOTO
U JPYyTUX KOMIIO3UTOPOB, OCBAMBAIOIIUX
HaIllMOHAJILHO-UCTOPUUYECKYIO BETBb Oalia-
IIbI B MYy3bIKaJIbHOM UCKyCCTBE. B nanpHei-
1IEM TaKue €€ peieBaHTHbIE TPU3HAKH, KaK
CUTYAIUSl «8CmMpeyu MUpo8» U CIOKETHBIN
MOTHB «100e0bl-6-cmepmuy cTanu nudde-
PEHLUAIBHBIMU B ONIPEICIICHUH 3TON TUIIO-
JIOTUYECKOW PAa3HOBUAHOCTH >KaHpa B MY-
3bIke XX Beka.

< TIPUMEYAHUA <>

' CM. 00 sToMm B padorax B. B. KoxxuHoBa
[4], B. B. Konecona [5], . C. Jluxauésa [7],
E. Bau [16].

2 MbIC/Ib O TPHYACTHOCTH KOHS TOTYCTO-
POHHEMY MHUPY MHOTOKpPaTHO NMPOBOAMTCS HE

TOJILKO B OT€YECTBEHHBIX, HO TAaKXe B psJie
3apyOeKHBIX HUCCIEeNOBaHUN MO MHU(OIOTHH.
Cwm. tpyner II. Pemaruneca Cepecensr [13],
I'. Pocca [14].



0

2019 4 The Creative Worlds of Musical Compositions

< AUTEPATYPA (<

1. Bacun I1. A. K Bormpocy 06 0OpsiTHOCTH BOMHCKOTO MOCBSIICHUS B KHDKECKYIO TPYKUHY
cpenneBekoBord Pycu // KpaeyronbHblii KaMeHb. APXEOIOTHsI, HCTOPHS, MCKYCCTBO, KyJIbTypa
Poccuu u conpenenpabix cTpad. T. 1 / PAH UMMK. CII6.; M., 2009. C. 130-143.

2. I'puropbeBa I. B. MoTHB HHOOBITHS B MHTOHAIIMOHHOM CTPO€ POMAHTHYECKON MY3BIKH //
My3sbikanbHas akagemus. 2018. Ne 1. C. 124—-130.

3. Keammna JI. I1. ABrop u repoii B «llecne o Bemem Onere» // IlymKuHCKHE YTCHHS.
2011. Ne 16. URL: https://cyberleninka.ru/article/n/avtor-i-geroy-v-pesne-o-veschem-olege (nmata
obpamenus: 25.04.2019).

4. KoxwunoB B. B. Hctopus Pycu u pycckoro ciosa. M.: [Ipocniext (TK Ben6u), 2001. 511 c.

5. Konecos B. B. Mup yenoseka B ciose [pesneit Pycu. JI.: CII6I'Y, 1986. 326 c.

6. Jlumen P. C. OGpa3 Garbipa 1 €ro KOHsI B TFOPKO-MOHTOJIbCKOM 31ioce. M.: Hayka, 1984. 266 c.

7. JluxauéB /. C. Benukoe Hacnenue. Knaccuueckue npousBefeHUs JuTepaTyphl peBHen
Pycu. M.: CoBpemennuk, 1975. 368 c.

8. Maromenosa JI. M. K cnenuduke croxera poMantuueckoi Oammaasl // [loatrka pycckoit
nuteparypsl: kK 70-netuto npod. FO. B. Manna: ¢6. ct. / PITY. M., 2002. C. 39-44.

9. Muxaitmun B. 10. 3omoroe nekano cynapObl: iekTopans u3 Tosctoit Moruibl u mpobiema
WHTEpIpeTauu cCKuCKoro «38epuHoro ctuis» // Bimacte. Cynp6a. MHTEpHpeTanus KyabTypHBIX
konoB / CT'Y. Capatos, 2003. C. 6-169.

10. ITymkun A. C. Ilecus o Bemem Omnere: konus pykornucu nodta / nmpuM. . K. Jluageman.
M., 1915.98 c.

11. ®omuuéBa O. «Cmeptb Oneray. PeKoHCTpYKIUs TpeAMETHOTO Konia // besymue u cMepTh.
HNutepnperarus KyabTypHBIX Ko70B: 2004 / cocT. u o6m1. pen. B. 0. Muxaiinuna. Caparos; CII0.,
2005. C. 74-117.

12. Faroe-Islander Saga: A New English Translation by Robert K. Painter. North Carolina:
McFarland, 2015. 176 p.

13. Rematinez Cereceda P. Simbolos celtas (mitos y leyendas). PR Ediciones, 2015. 74 p.

14. Ross G. Mitologia Celta: Druidas, Dioses y Héroes. PR Ediciones, 2016. 209 p.

15. Smith Edward W. L. The Echo of Odin: Norse Mythology and Human Consciousness.
Jefferson, North Carolina: McFarland & Company, Inc., Publishers, 2018. 211 p.

16. Wang E. Ryleev, Pushkin, and the Poeticization of Russian History // The Russian Review.
2019. No. 78 (1), pp. 62—81.

06 asmope:

BernyeBa Onbra BukTOpOBHA, KaHIUAAT UCKYCCTBOBEIEHUS, JOLEHT, Npodeccop
kadeapsl MCTOPUU U TEOPHUH MY3bIKH, Bonrorpaickuii rocyaapCTBEHHBIH WHCTHTYT
uckycctB U KyasTypsl (400001, r. Bonrorpaa, Poccus), ORCID: 0000-0002-4773-9051,
olilog@yandex.ru

< REFERENCES (<>

1. Vasin P.A. K voprosu ob obryadnosti voinskogo posvyashcheniya v knyazheskuyu druzhinu
srednevekovoy Rusi [Concerning the Question of the Rituals in Military Initiation into the Princely
Troupes of Medieval Russia]. Kraeugol'nyy kamen'. Arkheologiya, istoriya, iskusstvo, kul'tura

15



G/ﬁ\

Xy,AO)KQCTBeHHbll;I MWD MY3blKaAaAbHOTIO MPOM3BEAEHNA 2019 4
’

Rossii i sopredel'nykh stran. T. I [The Cornerstone. The Archaeology, History, Art and Culture of
Russia and the Neighboring Countries]. Institute of the History of Material Culture of the Russian
Academy of Sciences. St. Petersburg; Moscow, 2009. pp. 130-143.

2. Grigoryeva G. V. Motiv inobytiya v intonatsionnom stroye romanticheskoy muzyki [The
Motive of Otherness in the Intonational Structure of Romantic Music]. Muzykal'naya akademiya
[Musical Academy]. 2018. No. 1, pp. 124-130.

3. Kvashina L. P. Avtor i geroy v «Pesne o veshchem Olege» [The Author and the Hero in
“Song of the Sage Oleg”]. Pushkinskiye chteniya [Pushkin Readings]. 2011. No. 16.

URL: https://cyberleninka.ru/article/n/avtor-i-geroy-v-pesne-o-veschem-olege (25.04.2019).

4. Kozhinov V. V. Istoriya Rusi i russkogo slova [History of Russia and the Russian Word].
Moscow: Prospekt (TK Velbi), 2001. 511 p.

5. Kolesov V. V. Mir cheloveka v slove Drevney Rusi [The World of the Human Being in the
Texts from Ancient Russia]. Leningrad: St. Petersburg State University, 1986. 326 p.

6. Lipets R. S. Obraz batyra i ego konya v tyurko-mongol'skom epose [ The Image of the Batyr
and his Horse in the Turkic-Mongolian Epos]. Moscow: Nauka, 1984. 266 p.

7. Likhachev D. S. Velikoye naslediye. Klassicheskiye proizvedeniya literatury Drevney Rusi
[The Great Heritage. The Classical Literary Works of Ancient Russia]. Moscow: Sovremennik,
1975. 368 p.

8. Magomedova D. M. K spetsifike syuzheta romanticheskoy ballady [Concerning the Specificity
of the Plot of the Romantic Ballad]. Poetika russkoy literatury: k 70-letiyu prof. Yu. V. Manna:
sb. st. [The Poetics of Russian Literature: Towards the 70th Anniversary of Professor Yu. V. Mann:
A Compilation of Articles]. Russian State Humanitarian University. Moscow, 2002, pp. 39—44.

9. Mikhaylin V. Yu. Zolotoye lekalo sud'by: pektoral' iz Tolstoy Mogily i problema interpretatsii
skifskogo «zverinogo stilya» [The Golden Curve of Fate: The Pectoral from the Thick Grave and the
Issue of Interpretation of the Scythian “Animal Style]. Viast'. Sud'ba. Interpretatsiya kul'turnykh
kodov [Power. Destiny. Interpretation of Cultural Codes]. Saratov State University. Saratov, 2003,
pp. 6-169.

10. Pushkin A. S. Pesn' o veshchem Olege: kopiya rukopisi poeta [The Song of the Sage Oleg:
The Copy of the Poet’s Manuscript]. Notes by I. K. Lindeman. Moscow, 1915. 98 p.

11. Fomicheva O. «Smert' Olega». Rekonstruktsiya predmetnogo koda [“The Death of Oleg”.
Reconstruction of the Subject Code]. Bezumiye i smert'. Interpretatsiya kul'turnykh kodov: 2004
[Madness and Death. Interpretation of Cultural Codes: 2004]. Ed. by V. Yu. Mikhaylin. Saratov;
St. Petersburg, 2005, pp. 74-117.

12. Faroe-Islander Saga: A New English Translation by Robert K. Painter. North Carolina:
McFarland, 2015. 176 p.

13. Rematinez Cereceda P. Simbolos celtas (mitos y leyendas). PR Ediciones, 2015. 74 p.

14. Ross G. Mitologia Celta: Druidas, Dioses y Héroes. PR Ediciones, 2016. 209 p.

15. Smith Edward W. L. The Echo of Odin: Norse Mythology and Human Consciousness.
Jefferson, North Carolina: McFarland & Company, Inc., Publishers, 2018. 211 p.

16. Wang E. Ryleev, Pushkin, and the Poeticization of Russian History. The Russian Review.
2019. No. 78 (1), pp. 62-81.

About the author:

Olga V. Begicheva, Ph.D. (Arts), Associate Professor, Professor at the Department
of History and Theory of Music, Volgograd State Institute of Arts and Culture (400001,
Volgograd, Russia), ORCID: 0000-0002-4773-9051, olilog@yandex.ru

16



2019,4 The Creative Worlds of Musical Compositions P

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2019.4.017-026
VIIK 782.1

A.JI. MAKAPOBA, JI. A. CEPEBPAKOBA

Ypanvcras cocyoapcmeennasn koncepsamopus umenu M. I1. Mycopeckozo
2. Examepunbype, Poccus
ORCID: 0000-0001-6083-0856, antonim. 1984@mail.ru
ORCID: 0000-0002-1963-6055, serebriakovaO8@mail.ru

«@paHyecka Aa Pumunn» Cepress PaxmaHmHoOBa B €€ CBSI3SIX
C onepHbIM TBOpYecTBOM [leTpa Yankosckoro

«Ppanyecka na Pumunnm» PaxmaHuHOBa — omepa, BCE €IUE HE3ACIYKEHHO HAaXOIALIAsCS
Ha nepudepur HAy4YHOTO BHHUMAaHUS M PEXKUCCEPCKOTO HMHTEpeca, HE B MOCIETHIOI O4Yepelb
M3-3a CIIOKMBILICHCS penyTauuu €€ Kak MalloyIayHoro omyca. B crarbe craBUTCS BOIpOC
O POJIM MHTEPTEKCTYaJbHOCTH B JApamMaTyprud U KoHUenuuu «PpaHuecKW» uyepe3 BbISBICHUE
JIMTEPATYPHBIX U MY3bIKAIbHBIX MTapaJIIeseH ¢ onepamu YaiKoBCKOTO, UTO CO34AET HOBBIN KOHTEKCT
JUISl OCMBICJIEHUSI U MHTEpHpeTauu onepsl PaxmanuHoBa. JKaHpOBO-KOMIIO3UIIMOHHOE CXOJICTBO
¢ «HMomaHTOl», CHOKETHBIE U JUTEpaTypHble nepeceueHus ¢ «IIMKoBOM naMoi», My3bIKaJbHbIC
OTCBUIKH K «Ma3zeney, «OpneaHckoii neBe» u «onante» No3BONIAIOT BOCIPUHUMATh « DpaHdyecKy»
KaK HOBBIM 3Tal B OCMBICIIEHUU TEMBI Y€JIOBEKa U POKa, MpoOIeMbl BEIOOpa U €ro Tparudeckux
MOCJIEACTBUM, COOTHECEHUSI YEJIOBEUYECKUX ITOCTYIIKOB C LIEHHOCTHOW CHUCTEMOM PEIUTHO3HOU
KapTUHBI MUDPA.

AJUTI03UM, TOMELIEHHbIE B KOHTEKCT MY3bIKAJIbHOTO si3blka XX Beka (Xpomaruueckas
3BYKOBBICOTHAsI CHCTE€Ma, pACIIMPEHHas TOHAIBHOCTh, MHUKPOTEMaTH3M), (GYHKIHOHUPYIOT
B HMHTOHAIMOHHOM JpamMaTypruyd OIEpbl KaK CUMBOJBI, OINPEACIAIONIUE €€ CEMaHTUYECKYIO
IJIOTHOCTD U MO3BOJISIONINE KOHKPETU3UPOBATh KOHLETIHNIO. OHU CO3Aat0T CMBICIIOBOM MOATEKCT,
3areyvarieBas He CTOJIBKO CIOKETHYIO, CKOJIBKO IITYOMHHYI0 (PHIOCO(CKYIO CBI3b XyJ0KECTBEHHOTO
mupa «@PpaHYecKn» C KOHIENTYyalbHBIMU KOHCTAaHTaMu ormep YalKoBCKOro, OIU3KUMHU
MHUpPOOIIYILIeHUIO0 PaxmMaHHOBA.
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“Francesca da Rimini” by Sergei Rachmaninoff in its Connections
with the Pyotr Tchaikovsky’s Opera Works

“Francesca da Rimini” by Rachmaninoff is an opera which still undeservedly remains at the
periphery of scholarly attention and producers’ interest, not least due to its existing reputation as
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an unsuccessful musical composition. The article poses the question of the role of intertextuality
in the dramaturgy and conception of “Francesca” through the demonstration of the literary and
musical parallels with Tchaikovsky’s operas, which creates a new context for the comprehension
and interpretation of Rachmaninoff’s opera. Its genre-related and compositional resemblance to
“lolanta,” the plotline and literary interconnections with “The Queen of Spades,” the musical
references to “Mazepa,” “The Maid of Orleans” and “lolanta” make it possible to perceive
“Francesca” as a new stage in the comprehension of the theme of the human being and fate, the
issues of making decisions and their tragic consequences, the correlation of human actions with the
value system of the religious worldview.

The allusions placed into the context of the musical language of the 20th century (the chromatic
pitch system, expanded tonality, microthematicism) function in the opera’s intonational dramaturgy
as symbols which define its semantic density and make it possible to concretize its conception.
They create a semantical implication, impressing not as much the storyline, as much the profound
philosophical connection between the artistic world of “Francesca” with the conceptual constants
of Tchaikovsky’s operas, which in themselves are close to Rachmaninoff’s world perception.

Keywords: Sergei Rachmaninoff, “Francesca da Rimini,” Pyotr Tchaikovsky, “lolanta,”
“Mazepa,” “The Maid of Orleans,” intertextuality.

nepa PaxmanumHOBa HewacTto 110- B naHHOW cTaThe MpeAnpuHsTa MOMbIT-

ABIIICTCSI Ha TeaTpajbHBIX CIIEHAX  Ka BBIABUTH CBSA3M OMEPHOro Tekcta Paxma-

Poccun u 3apy6exns. He B mocnen-  HuHOBa ¢ «onanToi» U ApyruMHu ornepaMmu
HIOIO OU€pEelb 3TO CBSA3aHO C TEM, YTO B My-  YalKOBCKOTO, a Tak)Xe MOCTaBUTh BOIPOC
3BIKOBETYECKOM JIUTEpPAType 3a HEM 3aKpe- O POJIM HHTEPTEKCTYyaJIbHOCTH B Jpama-
Nulach pernyTanus MajoydadyHOro omyca: Typruu U koHuenuuu «®panuyeckm». Kak
3aBepii€HHas B 1904 roay, oHa JEMOHCTPU-  MOKAXET MOCIEAYIOUIMN aHalu3, >KaHpo-
pPYET yXke HEAOCTAaTOYHYI0, CJIOBHO TYCKHE-  BO-KOMIIO3ULIMOHHOE CXOACTBO C MOCIEA-
IOIIYIO 10 CpaBHEHMIO ¢ onepor XIX Beka, Hel onepoil HallKOBCKOTO, JINTEPATypPHbIE U
OMOITMOHAIBHOCTh M JIPAMAaTHYHOCTh', HO  MYy3bIKaJbHbIE acconuaiuu ¢ «ITukoBoii 1a-
ewé HenoctarouHoe g XX BeKa HOBaTop-  Moity», «Oprneanckoit aeBoi» u «Mazemnoi»
CTBO TIPHU COIMOCTaBICHUH C pedopMaTop-  CO3AAIOT HOBBIM KOHTEKCT JIsl OCMBICIICHUS
ckumu omnepamu CrtpaBuHckoro u Ilpoko-  u uHTeprnperauuu onepsl Paxmanunosa. He
¢dweBa [13, c. 268]. [IpeeMcTBeHHAsT CB3p  OCTAHABIMBASCh MOAPOOHO HA BCEX ACIICK-
orepHOro TBopuectBa PaxmaHmHOBa ¢ My-  Tax, 0OpaTHUMCSl K HEKOTOPBIM MpUMEpaMm.
3bIKAJIbHBIM Te€aTpoM YalKOBCKOTO TaKKe [lepBas u HauOosee siBHAs Mapajienb
HEOIHOKPAaTHO OTMEYalach B MY3bIKOBEN- Mexay «Ppanueckoi» u «Moma"ron» co-
yeckux Tpynax [9]. Pag pabor o Paxmanu-  CTOUT B CO3JaHMU B HUX 3aMKHYTOI'O repMe-
HOBE COACPKUT LIEJTOCTHBIA aHAJIU3 ONEPbl  TUYHOIO MPOCTPAHCTBA, OTTOPOXKEHHOTO M
1 cpaBHeHHE ero «DpaHdyecku na PUMuHW)  CKpBITOTO OT BHEIIHEro mupa. O6a nupuue-
C OTHOMMEHHON cUM(OHUYECKON (haHTa3U-  CKUX CIOKETa pa3BOPAUYMBAIOTCS B YCIOBHOM
el BEJIMKOro MpeAlllecTBeHHUKa [2; 4; 5]. BpeMEHM JET€HAAPHOTO CPEIHEBEKOBbSI.
OpHako yTBEpKACHHUS O B3aMMOJEHUCTBUM  YJAJIEHHOCTh MECTa U BPEMEHU ACUCTBUS,
«Dpanyeckn» ¢ onepamMu YalKOBCKOTO, HA ~ MX BHENOJIOXKHOCTH 10 OTHOLIEHHUIO K IPO-
HAIII B3I, BCE eme TpeOyroT OoJiee pa3BEP-  CTPAHCTBY «pPEabHOIO» MHUpa CBSA3bIBa-
HYTOI'O aHAJIMTUYECKOTO TTOATBEPKIACHHUS. er omepbl PaxmanumHoBa M YalKOBCKOro
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C CHUMBOIIMCTCKOM Mu(oIoremoii octposa
— mertadopoit nHOH peansHOCTH. HO ecnm
B «MonanTe» MHas peasbHOCTb — 3TO «Cafl,
MOI0OHBIHN paroy, OMyXOTBOPEHHBIH MPUCYT-
crBuem TBopua?, To Bo «DpaHyecke» 3T0 —
OJIMH U3 KPYTOB ajia.

B wmy3bikanbHOW KapTuHE ana (Opke-
CTPOBO€ BCTYIUIEHUE W HWHTOHALMOHHO
npou3BoaHble U3 Hero Ilponor m Dnuor)
00HapyUBAIOTCA AIIEMEHTHI, OTChUIAIOIIHE
K UaTponykumuu u3 «MomaHTsDy, BOIIIOMIA-
IOLEN BHECIOKETHBIM 00pa3 «mepBopo-
Horo Tparusmay» [11, c. 52], oOpeu€éHHOCTH
repouHu Ha cienoty. MHronauus lamento
B IIyHKTUPHOM puTMe (TakTel 1-4%), KoTO-
pasg y HalKOBCKOrO BBICTYNA€T HOCUTEIEM
0000IIEHHOTO JTUPUIECKOTO 00pasa, CIIOM-
JIEHHOTO HAaTHUCKOM poOKa, y PaxmaHuHO-
Ba HECET 3BYKOM300pa3UTEIbHBIM CMBICIH,
nepenaBas CTEHAHMWS CTPAXAYIIMX Iyl
(ITposor, Takter 1-8%). Kpome mHTOHAIH-
OHHO-PUTMHUUYECKOTO CXOZCTBA, COXPaHEH
pasmep 6/8, Temn (Andante quasi adagio —
Largo), BbicoTa (g—fis y YalikoBcKoro, f—e'y
PaxmannHoOBa), 61u3Kuii TeMOp (corno ingl.
— KJIapHET C BAJITOPHOM).

WNnronanust lamento y PaxmanuHOoBa
BBICTYIAET B PYHKIIMU MUKPOTEMBI, pa3BU-
THE KOTOpPOil 0OpasyeT monu(poHUUECKyIO
TKaHb, CIUVIETEHHYIO H3 XPOMaTHUYECKUX
apa0eckoB B pa3HbIX rojocax. B HUX cIbI-
marca 1o 1wad FOpogusoro u3 «bopuca
['onyHOBa», TO OTronocku cexkBeHuuu Dies
irae, TO 0AXOBCKHI MOTHB-CUMBOJI MPEIO-
MpEIENIEHUs C €r0 CTPACTHON KOHHOTAIUEN.
3BYKOBBICOTHAs U (paKTypHasi OpraHu3aLUs
y PaxMaHnHOBa HampaBieHa Ha CO3JaHuE
MY3BIKaJIbHOTO 00pa3a MpayHOTO WHOOBI-
tis. ToHanbHOCTE d moll, ¢ €€ ceMaHTHKOMN
«CKOpOM ¥ cMepTH»°, 0003HAYCHA JTUIIIb yC-
JIOBHO, TaK Kak CBOOOJHOE pa3BUTHE HUC-
XOIAIIMX M BOCXOJSALIUX XPOMATHUYECKUX
MOMEBOK B Pa3HBbIX rojocax 0O0YCIOBIEHO
JIMHEAapHOM JIOTUKOH. VM CKycCcTBEHHOCTH
3BYKOBBICOTHOM CHCTEMBI, IOCTPOCHHOM Ha

19

TPAHCIIO3UIIMHU JIBY3BYYHOTO HHUCXOISLIETO
U TPEX3BYYHOIO BOCXOMSIIETO XPOMATHU-
YeCKMX MOTHUBOB, MOJH(pOHHYECKas (ak-
Typa W3 H3JIOMaHHBIX BbIOLIUXCS JIMHUM,
HEIIPEICKa3yeMOCTb U HEPaBHOMEPHOCTh
JBHKCHHSI 1 TOPMOYKEHHSI Ha OCTMHATHBIX
MIOBTOPEHHUSAX PUCYIOT MECTO JIEUCTBUS KaK
0eccyObeKTHOE, BHEIMYHOE IOTYCTOPOH-
Hee mpocTpaHcTBo®. Tema cienyroriel aa-
jgee (yru BBIpAcTaeT U3 XPOMATUYECKOU
BOCXOZALICH TOIEBKH, & TAKKE CONEPKUT
B ceOe aJUT03uU Ha MHTOHALIMHU U3 BCTYILIe-
Hus K Illecroit cumdonun YaitkoBckoro u
Ha TeMy ¢yru fis moll n3 1 Toma «Xopoio
TEMIIEPUPOBAHHOTO KJIaBupa» baxa, KoTo-
pasi, HeOe3bI3BECTHO, M3-3a QHAJIOTHH CO
BCTyIuieHneM K «CtpactaMm no Mardero»
TPAKTyeTCsl KaK CUMBOJI iecTBUs Ha [onro-
by [1, c. 257-259].

B 3TOM 1osie nMHEapHOCTH U XPOMATHU-
KM, HAaCBIIICHHOM MHOTOYMCIICHHBIMHM B3a-
MMOJIOTIOJIHSIIOIMMHA  CUMBOJIAMH CMEPTH
U CTpaJaHusi, BAPYT BO3HUKAET MPOTSKEH-
HBIM y4acTOK C SICHO Pa3jIM4YMMON TOHAJIb-
HO-TaPMOHUYECKOM BepTUKaIbIO. [lepen
HauaioM ¢yru (Ilpomnor, taktel 17-27)
IpyNHOA MEAHBIX U CTPYHHBIX MOIIIHO IPO-
Bo3ramiaercst SII, ¢ MoBBILIEHHOW TepIH-
eil B d moll. lunamuyeckasi KyJIbMHHALIUS
BCTYIUIEHUS — TaK ke, Kak U B MIHTpoayk-
uu «MonaHTeDy — 0TMEUEHA CENTAKKOPIOM
aJbTEPUPOBAHHOI CyOJOMUHAHTBI, KOTOPAs
B ornepe YailkoBckoro (pyHKIMOHUPYET Kak
3HaK pokoBoro Henyra HMomantel. B sTon
CBA3M CHUMITOMAaTH4Ha JUTEparypHas Xxa-
PaKTEpUCTHKA MeCTa JIEUCTBUS, 3Bydallas
u3 ycT Tenn Buprunus: «Teneps BcTynaem
MBI B crienyto 6e3nny», uin «Mo# CbIH, Te-
IIEPb MBI TaM, TE ceem Hemeen.

Uto MoryT 106aBuTh niepekanyuku ¢ Uu-
Tponykuueun «MomanTel» K My3bIKAJIBHOMY
TekcTy PaxmaHuHOBa, 1 6€3 TOTO Mpeneib-
HO HACBIIIEHHOMY TpareAMHHOW CUMBO-
nukoit? IlpuHuMas BO BHUMaHHUE TO, YTO
ciernoTa B orepe YalKOBCKOTO — HE TOJIBKO
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(u3MUecKuil HEeJOCTaTOK, HO U COCTOSIHHE
JyXOBHOM TbMBI, HeBeneHUs bokecTBeH-
HOT'O CBETA, MY3bIKaJbHbIE MApPAJUIEIIA Op-
KECTPOBbIX BCTyIuieHUN Kk «Monante» u
«®DpaHuecke» MOTyT yKa3blBaTb Ha HaJu-
YHhe peITUruo3Ho-Ppuiaoco(cKoro NoaTeKcTa
u B onepe PaxmaHuHOBa.

O BO3MOXHOCTH CYIIECTBOBaHMS TaKoO-
IO MOATEKCTa TOBOPUT U UCTOPHS CO3TaHUS
npousseneHus. 0. Kenapim coobiaet, 4to
orepa PaxmanmHOBa sBIsieTCsl HamOosee
Onu3koii anantanueit /lante, o cpaBHEHUIO
¢ npousBeacHusmMu HampaBHuka u [[3an-
JIOHAW Ha TOT K€ CIOXKET, B KOTOPBIX OTCYT-
CTBYeT KapTuHa aja [5, c. 264]. U3BecTHO,
YTO KOMIIO3UTOP OTKA3aJCsi OT BO3MOXKHO-
CTEM, MPEI0CTABICHHBIX €MY JTUOPETTHCTOM
M. YaiikoBCKUM, ITOHAYa1y CO31aBIINM JIH-
TEpPaTypHYI0 OCHOBY JUJIsi MOJHOMAcCIITaO0-
HOM omepbl ¢ Pa3BEPHYTOM HKCIIO3ULMEH
JEUCTBYIOIINX JIUI, KOJIOPUTHBIM COLIUAITb-
HO-UCTOPUYECKUM (POHOM, 3aBSI3KOU JApama-
TU4ecKoro koHduukra (ooman dpaHuecku
e€ Oymymum MyxeM Jlan4oTT0). TOrOBBIi
BapHaHT JUOpPETTO MO HacTosHUIO Paxma-
HUHOBa TpUONIMXKEH K snu3ony u3 «boxe-
CTBEHHOM KOMEIUW», B KOTOPOU MCTOPHS
HECUACTHBIX BIIIOOJNEHHBIX COOTHOCHUTCS
C AKCHOJOTMYECKOM CHUCTEMOM XPHUCTHAH-
CKOM KapTuHbl Mupa. Bmecte ¢ TeMm, yxe
pu padboTe ¢ IepBOHAYAIHHBIM BapHAHTOM
JIUOPETTO KOMIIO3UTOP YYyTKO pearupyer Ha
pUTYyalIbHBIN KOMIIOHEHT ctoxeTa. OH crpa-
muBaeT Mopaecta Uinbnya 00 MCTOYHHKAX
uctopun Opanyecku (momumo Jlanre) u
MPOCUT YTOUYHHUTH: «3a4€M HHOCTPAHHbBIC
CJIOBA, BCTPEYAIOIIHMECS BO BpEMS CaMOM
cBaab0b1? Uto o3Hauaror 3TH cioBa? <..>
Moxet ObITh, 3TO KaKue-HUOY/Ib JyXOBHBIC
KaHTBI, KOTOPBIE MEJINCh B U3BECTHBIX CITY-
qasax, a MOXKET ObITh U JI0 CHX MOp MOIOTCS?
Ecnu tak, To ux MOXHO AocTaTh» 8, . 279].

Emé oxun Ba)KHBIM MOMEHT, KaCaroIi-
Cs1 BOJIFOLIMM AaBTOPCKOIO 3aMbICJIa B CTOPO-
HY TyXOBHO-HPABCTBEHHOM MPOOIEMATUKH,
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OOHapYy>KMBAETCSI TIPU COTMOCTABICHUHU CO-
Kpall€HHOIo BapuaHTa JHUOPETTO C OKOH-
qyaTeJabHbIM TEKCTOM olepbl. «B mnepsoi
KapTHUHE HaJ0 BBIYEPKHYTH CLIEHY C KapJu-
HaJIOM, a BMECTO 3TOI'0 MHE XOUYETCS, YTOOBI
caM JIaHUOTTO pacckazan 3pUTENI0 O TOM
oOMaHe, KOTOPBIA OH 3aJyMall paad MpH-
BieueHus Opandecku» [Tam ke, c. 341].
[Ipu ocymiecTBIEHUH 3TOrO 3amMbiciia 00-
pa3 JlaH4oTTO MOXXKHO OBIJIO OBI MCUYepHaTh
XapaKTEPUCTUKON  «KOBAapHBIN  3IJIONEH».
OnHako B KOHEYHOM BapHaHTE CLIEHBI U3
peun JIaHUOTTO ClIeyeT, YTO UHUIIMATOPOM
oOMaHa Obl1 He oH, a ['Buno («IIpoknsaThlii
I'Buno!») — orenn @paHyecku, TEM CaMbIM
crapmnii Manarecta (JIaH4uoTTO) TaKxke
MIPEACTAET KEPTBOU POKOBOM MOAMEHBI. bo-
Jiee TOTo, OH HACTOJIBKO YBEPEH B TyILIEBHOU
YUCTOTE U OJaropoicTBE CBOEH HEBECTHI,
YTO JIOMYCKAET: 3HAall OHA MpaBAy O TOM,
KTO €€ HAaCTOSIINN )KEHUX, OHA KPOTKO MPH-
Hs1a OBl CBOM skpebuid, «Ha Opara [Taosno u
HE B3IVIsIHYJa O» M, BO3MOXKHO, IOJI00MIa
Ob1 ero. Jlyist BelpakeHus to0Bu JIaHUOT-
To K dpaHuecke, BOCXUILEHUS €H0 KOMIIO-
3UTOp C€O3AAET OJArOPOAHOE JHPUUYECKOE
BBICKa3bIBaHUE I'€pOs, KOTOPOE MO TEKCTY
U My3bIKe' BBI3BIBAET acCCOLMAINH C apHel
I'epmana «IIpoctu, HEeOecHOE CO3IaHBEY.
Mys3bIKaJlbHOE k€ U JIMTepaTypHOE BbIpa-
’KeHHe chepbl COMHEHUN U PEBHOCTU O0OHa-
PY’KUBAeT CBS3b C HaBaxeHUsiMH [ epmana®
Y OJJHOBPEMEHHO ¢ TeMaTtu3MoM llponora u
Onuiora: BpalalOIIUNACA BOKPYT OJHOIO
3ByKa MOTHB, 3aMKHYTHIH B TIpeenax Ma-
JIOW TepuMH, HAOMUHAET 00 OCTHHATHO
MOBTOPSIOLIUXCST BOCXOASIIUX XpoMaTuye-
CKUX SY€KaXx M CBUJAETEIBCTBYET O CHIIE
BHYTPEHHETO pa3iiaja, TEeP3arollero Ayury
repost HoA00HO aICKUM MYUYEHUSIM.
Bonpeku cBoemy HamepeHnuto, Paxmanu-
HOB HE UCKJIFOYMJI CLIEHY C KapJMHAJIOM, Oe3-
MOJIBHO OnarocioBisomuM JIaH4oTTO Ha
00l MPOTHB BParoB «CBATEHINETO MPECTO-
na». bonee Toro, smmM301 (QYHKIHOHHPYET
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KaK SKCIO3WIUS Tepos, 4YTO J00aBiseT
K €r0 XapaKTEPUCTUKE BEChMA CYLIECTBEH-
HBIA MOMEHT: OH HE TOJIbKO MY»E€CTBEHHBIN
phILIaph U JIMPUYECKUN T€POU, U3MYUECHHBIN
HEpa3AeNnEéHHON JI0O0OBBI0O M PEBHOCTHIO.
Omnopa Ha kaHp NCAIMOIUU U XOpajia, MO-
JlalibHasi aKKOpJI0Basi MOCJIEI0BAaTeIbHOCTD
(t-d—VI B fis) B mpocnbe 0 OnarocioBeHUU
(xaptuna 1, cuiena 1, taktsl 37-40), a Takoke
BOCXOJIAIINI MOCTYIEHHBIN X0 K TEpPUUU
cis moll (tam xe, TakThl 29—-31), B KOTOpOM
Y3HAETCSI MUHOPHBIM BapUaHT JEHTMOTHUBA
MouTBbl MoanHbl 13 «OprieaHCKOU JIEBBI»,
— BCE 3TO XapakKTEepU3yeT €ro U KaKk BOMHA
BEPBL.

[losToMy Korga BEpHBIM MOAJAAHHBIN
«HenorpemuMoro Brnaaesiku» BApyr pe-
[Ia€T «MpU3BaTh Ha MOMOIIL aJ, YTOOBI
JyKaBee pacCTaBUTh CETH», — pe€Yb HIET
O BHYTPEHHEM HaJJIOME KaK MCUX0JI0Th4e-
CKOT0, TaK M JyXOBHOTO Xapakrepa. B csere
MPOU3BOITHOCTH JIEUTMOTHUBOB PEBHOCTH OT
temaru3ma [Iponora peBHOCTH TIpHOOpeTa-
€T 3HAYEHUE CTPACTH, OCIICTUISIONUIEH Tepos
u Hecylierd cmeptb. COMHEBAsICh B BEPHO-
ctu Opanyecku, JIJaHUOTTO TTOAAAETCS UC-
KYLICHUI0O WU CTAHOBHUTCSA KOBAPHBIM JKE-
1IOM, TIOI0OHBIM [ B0, a BIIOCICACTBUH H
yowmiinieii. OpKecTpoBO€ PEIICHUE SIHU30/a
ONaroCJIOBEHHs BBIPAXKAET CIIOXKHBIA TICH-
XOJIOTUYECKUN M AYXOBHBIA MoATEKCT. Ha
dbone ncanmonuu JIaHYOTTO U XOpaya Je-
PEBAHHBIX JIYXOBBIX Yy BHUOJIOHYEIH OCTHU-
HATHO TOBTOPSIETCS MOTHB B MyHKTUPHOM
put™e (Taktel 37—40). OueBHUIHA €r0 TMPO-
M3BOJHOCTBH OT FEPOUUECKOIO TEMATU3MA U3
Hayaja CIIEHBI, IJI€ XO/bI 10 3ByKaM TPE3BY-
YU WIM TOCTYNEHHbIE JIMHUU IIUPOKOTO
JIMana3oHa BbIpakatOT BOMHCTBEHHbBIN MBI
Y BJIACTHBIN )KECT «TPO3HOr0 MatarecTh».
B »snu3one OmarocioBeHUs TyHKTUPHBIN
MOTHUB CXaT B OOBEM OOJBIION CEKYH/IbI,
XPOMaTU3UpPOBAH, HMEET BpAIIATEIbHYIO
aAMIUIUTYAY, MHOTOKPAaTHO MOA4YEPKUBAIO-
HIyI0 TOHHKY cis moll. Teponueckas Tema
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MpUOOpETAET CXOJACTBO C OOEMMHU XpOMa-
TUYECKUMHU IIONEBKAMU W3 BCTYIUICHUS, U
MMEHHO 3TOT BApUAHT CTAHET OCHOBOM JIeH-
TMOTHBA PEBHOCTH, KOTOPHIH MOSIBUTCS M103-
xe. Xpomarnyeckas TOHAJIbHOCTh MOTHBA
B 3MU30/I€ OJAaroCIOBEHHUsI OCOOEHHO PE3KO
BbIEII€TCA Ha (DOHE MOJIaJIbHOM TapMOHHUH
OCTaJIbHBIX (PAKTYpPHBIX IJIACTOB.

Yro 3HauuT Takoe ooOnenuuenue? Ilo
MHeHuto 0. BacunbeBa, B nmpou3BeIeHU-
sx PaxmanunoBa 1900-1920-x rogoB «op-
KECTPOBBIM IIJIACT MaTepualia CTajl BECTH
JIMHUIO «MOABOJIHBIX TEUEHHID», pPacKpbl-
BaIONIMX CYIIHOCTh BHEIIHUX SBJICHUHU.
<...> KOMIIO3UTOPY Ba)KHA HE CTOJIBKO JIU-
HUS pa3BUTUS XapakTepoB (Uepe3 BUIU-
MBbI€ MPOSIBJICHUS U HEBUIUMBIC TYIIICBHbBIC
JIBUKEHUS), CKOJIbKO BBISIBJICHHE... HEKOe-
IO MOCTOSIHHO OIYIIa€éMOI'0 BTOPOrO Ilja-
Ha (cymHocTH)»’. VckpeneH mu JlaHuoTTO
B CBOMX BBICOKMX YCTPEMJICHUSX, WJIM OH
UCIIOJIb3yET BOCHHBIN IOXO/ KaK MOBOJ JUIsI
MIPOBEPKUA CBOUX PEBHUBBIX MOAO3PEHUI?
WNnu uckylieHve BO3HHMKAET MOMHUMO €ro
BOJIM B TOT MOMEHT, KOT/1a '€poil TOTOB K pe-
aurno3Homy noasury? Ckopee BTOpoe, Io-
TOMY 4TO Ha NPOTSLKEHUH BCEH CIIEAYIOLIEH
MOHOJIOTHYECKOM CLEHBI IepOil HECKOJIBKO
pa3 3a1aéTcsi BOIPOCOM O TOM, Kak eMy yoe-
JUTHCSI B BEPHOCTU WM HeBepHOCTH Dpan-
yecku',

Menonguyeckuii KOHTYp ITOATr0JIOCKA
B 3MM30/ie 0JarociioBEHUsI BbI3bIBAET aCCO-
IIMallUA ¢ BOKaIbHOU ¢pa3oit u3 IIpornora,
KOTOpasl ABJISIETCA CKBO3HOM B OIEpE U He-
CET CYLIECTBEHHYIO CMBICIIOBYIO Harpysky.
Oto perunka @panyecku u [laono, packpsl-
BalOIasi CyTh WX 3arpOOHBIX CTPaJIaHUIA:
«Het Oonee Benukoil cKOpOM B MHUpE, Kak
BCIIOMUHATh O BPEMEHM CYACTIMBOM B He-
cuactbu...» (IIponor, II, Takrer 386—411).
Menoauueckuii pUCyHOK (IIOCTYIEHHBIH
CIIYCK U MOIBEM, MTOAYEPKUBAIOIINN KBUH-
TOBBI TOH HAMEYAIOLIEUCs JOMUHAHTOBOU
TOHAJIBHOCTH a moll) U TapMOHUS HA CJIOBAX
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«O BPEMEHU CHACTIMBOM)» OY€HB OJIM3KH pe-
ke Mapuun «U1 s, kak Tbl, HECUACTHA» U3
«Masernbi» YaiikoBckoro'!. /Iy 0603HaYeH-
HbIX MOTMBOB y PaxmanuHoBa u Yalkos-
CKOTO XapaKTepHbI 00OOCTPEHHBIC aBTCHTH-
YECKHUE TIATOTEHUS, TOSIBICHUE TPE3BYUHS
Il crynenu, co3paromiee JagoBYyH CBETO-
T€Hb, JIUIMNTUYECKUE TMOJIMEHbI, a TaKXKe
TaUHCTBEHHBIE «HAIUIBIBB) YBEIUYEHHOTO
Tpe3Byuus (b—d—fis B 00oux ciydasx'?).

AcconaruBHas cBsi3b MOTUBOB U3 «Ma-
3enb» U «DpaHyeckn», HapsAy ¢ OOIIHO-
CThIO 3MOLIMOHAJIBHOTO COCTOSIHUSI T€POEB
YaiikoBckoro u PaxmaHuHOBa, BICYET 3a
co00il KOHHOTaLUI0 OOpPEYEHHOCTH, KOTO-
pas Bouwia B u3Hb Mapuu u ®panuecku
¢ M1000BbI0 («S TallHBIM POKOM yBIIEUYEHA
HaBeKk», — Mapusi). 3 monosnora Jlan4yot-
TO CTAHOBUTCSI SICHO, YTO JaHHAas MY3bl-
KalbHasl ()paza BIEpPBbIC BO3HUKIIA B PEUH
@®paH4EeCKH B TOT MOMEHT, KOI/Ia OHA OCO3-
Haja oOMaH. I'epoii mepena€T «cTpamrHbie
CJIOBa» HEBECTHI «3a4eM, YBbI, 3aU€M MEHS
BBl oOManynu!» (kaptuHa 1, crieHa 2, Tak-
ThI 99—-103) ¢ MOMOIIBIO YKa3aHHOTO MY3bI-
KaJIbHOro MOTuBa. Paccka3 o J10XHOM cBa-
TOBCTBE B ycTax JIaHUOTTO pe3romupyercs
(dpazoii: «31ech KopeHb 31al». Tem cambiM
IIpEeIHAYEPTAHHOCTh HECYACThbsl BBIHECEHA
3a paMKHM CLEHUYECKOTO JICUCTBHUS ONEPHI U
MPEATNIOCIaHa EMY.

AHanu3 My3bIKaJIbHOTO TEKCTAa OMEPbI
MOKa3bIBAET, YTO MHTEPTEKCTYaAJIbHBIA MO-
THUB HECYacThs (HA30BEM €ro TaK IO KO-
4eBOMY CJIOBY «(hopMyIbl ckopom» JlaHTe),
B POMAaHCOBBIX MHTOHAIIMSIX KOTOPOTO, Ka-
3a510Ch Obl, HET HUYEro yrpoxkarouiero, oo-
JagaeT POKOBOW CEMAaHTUKOW M BBIIIOJHSET
BO «DpaHyecke» Ty ke APaMaTyprudecKyro
poJib, YTO U pUTMOQoOpMysa CyabObl U Te-
Ma-lamento n3 Uatponykuuu k «MomanTtey.
He orpannumBasce nepemadesn 3MOLMO-
HAJIBHOTO cocTosiHus DpaHuecku, OH cTa-
HOBUTCS (KaK M yKa3aHHbIE MY3bIKaJbHBIC
«3HaKW» B orepe YalKOBCKOTO) CBOEOOpas-
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HOM MeYaThIo0 POKOBOH CybOBI, KOTOPOU OT-
MEYEHBI CUTyalliH, BBIPACTAIOLIUE U3 «KOP-
HsI 3J1a», ¥ TePOU, HEU30€KHO MOKIMHAIOIITIE
€ro ropbkue 1miaojel. Tak, MOTUB HECUACThs
CKpBIBA€TCs B MyHKTUPHOI MapiieBoi ¢pa-
3e U3 MoHouora JIaH40TTO, BCHOMHHAIOIIIE-
IO O CBOMX YeCTHbIX HamepeHusix («S [Tao-
JI0 TIOCJIaj, 4YTOObl OTKPBITO, MO-PHILAPCKH,
Hazeamov meodss Moel JHCeHOU y anrmapsay),
B PEYMTATUBHOM PEIUIMKE W3 €ro Juaiora
¢ ®paHdecKoi Mpu COOOIIEHUH 00 OThE3Ie
«B TIOXOJ] HA TUOETUTMHOBY (B KOHTPAITYHKTE
C XpOMaTHMYE€CKUM JIEUTMOTUBOM PEBHO-
CTH), B €70 CTPACTHOM OOpAILEHUH K CYTpy-
re: «Heyxenn MHe HUKOIZa HE CHBILIATh
om mebs Hu croea aacku». B nupruyeckom
apuo3o Jlanuotto («O, CHU30HIM») MOTHUB
HECUYaCThsl SIBJIIETCSI OCHOBOW BOKaJIbHOM
NapTUU U OCTUHATHOTO OPKECTPOBOTO MOJ-
rOJ0CKa B pUTME TPAypHOTO Maplia.

B cuene ®panuecku u [1aono stotr mo-
TUB TMPOHHUKAECT B MapPTHH OOOUX TEPOEB:
BBICJTYIIIAB paccka3 o BcTpeue Jlancenora u
I'uneBpsl, @paHuecka Bockauuaer: «O, He
IS Tak Ha MeHs», a [laono oTka3biBaeT
eil B mpochOe HE YUTaTh O TOM, KaK cHacT-
JIUBBIC BIIOOJIEHHBIE «3aMEPIU B OaAJCeH-
cmee eeynou nacku». Ha ToMm xe MOTHBE
CTpOUTCS yTelaroas pernka @panyecku
«O, He poiaait, Mol [Taono». MaTOHAIIMOH-
Has OJIM30CTh K HEMy OOHapyXHBaeTcs U
B nepBoil ¢paze apuoszo «llycte He naHo
HaM 3HAaTh JOO3aHMI», a TaKXKe Ha CIIoBaxX
«MEJbKHYT KaK MUT 3€MHbIE CHbD». Takum
00pa3oM, TOSIBIEHUE «POKOBOTO MOTHBA»
OTMEYaeT MOMEHTHI, MPUONIMKAIOIIUE TIe-
pPOEB K OTKPBITOMY IPOSIBICHUIO YYBCTBA.
B camom 111000BHOM J1y3T€ U Aajiee MOTHUB
HE TOSBIISETCS, TO-BUIAMMOMY, HCYEpIIaB
CBOIO pOJIb POKOBOIO TMPEIHAYEPTAHMS.
«TaliHplil pOK», MEXaHU3M KOTOPOTro ObLI
3anymieH oomMaHoM ['BU0, CIIOBHO mojTal-
KHBAeT repoeB B 0OBATHUS ApPYT Jpyra, 00-
peKast BIIIOOJIEHHBIX Ha CMEPTh, a JIaH4OTTO
— Ha [PECTyIUICHUE.
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B otninune ot «MonaHThly, e 11000Bb
Obuta mpenHadueprana Omarum IlpoBune-
HUEM U OoTKpbuia MonmaHnTe myTh Goromo-
3HAHUS Yepe3 CaKpaJbHBIA CBET, JIO00Bb
B onepe PaxmaHnHOBa — 3TO, CKOpEe, JI0-
BYIIIKA, PacCTaBICHHAs POKOM, MEXaHU3M
KOTOpPOTO ObLI 3amylleH JIOXKbI0 U pea-
JU3yeTCsl MOCPEACTBOM HUcKyuieHus. [ly-
Maetcs, 4yTo BOo «®Ppanuecke» Paxmanu-
HOB CHOBa (Tociie «AJeko») obparraercs
K (opmyne Tparudeckoro, 3aJaHHOU
[IymkunsiM: «M Bcrogy cTpacTu pOKOBBIE,
U OT cyae0 3al[uThl HET», — HO Ha MpUMe-
pe repoeB ¢ Oojiee MHOTOTPAaHHBIM JIMY-
HOCTHBIM TIOTEHIIMAJIOM, BBI3BIBAIOIIHNX
cocTpamaHue orpoMuoi cuibl’®. Ilemomy-
JIpeHHas1, KpoTkas PpaHUYeCcKa, HAUBHBIM,
HernocpeacTBeHHbIH [1aono', MyXkecTBeH-
HbI OnmaropojHbplii JIaHYOTTO — BCE OHH
CTaHOBATCS 0€33alIUTHBIMU  KEPTBAMH
POKOBBIX CTpacTel J0OBHM W PEBHOCTH,
BJIACTHO BIIEKYIIMX MX K BEYHOUM moruoe-
au". CoBepiuasi MOCTYNKHA ¥ TPHUHAMAs
pelieHus, OHU, CaMHu TOTO HE OCO3HaBasd,
CTAHOBSITCS UCTIOJHUTEIISIMU BOJIM TaitHO-
rO pOKa, UMEIOIIETO B ONEpe JTUPUUECKOe
WHTOHAIIMOHHOE O0JINYbe, NCKITF0YAIOIIee
KOJITU3UI0 00pBHOBI ¢ HUM. CUMBOJIUCTCKUM
KOMIIOHEHT MPEJCTABJICH B JpaMaTypruu
OTIepHI TeM, YTO KOHTPACHCTBUE HE MarTe-
pUaNU30BaHO B KAaKOM-JIUOO NEepCcOoHaXe
WU yTPOXKAIOIEM MY3bIKallbHOM 00pase,
HO Ka)[0€ JICHCTBHE r€pOEeB OTMEUCHO €ro
HESBHBIM MPUCYTCTBUEM, 3HAKOM MpeIHA-

YEepPTaHHOCTH, HEPA3JENIbHO CIJIETEHHBIM
C JIUPUYECKUM WUJIM JIPAMaTUYECKUM BBbI-
CKa3bIBAaHUEM MPOTAroHUCTOB'®. PokoBhIe
CTpacTH OOpPEKaIOT repoeB Ha HapylLICHUE
HE TOJIbKO HPABCTBEHHBIX, HO ¥ TYXOBHBIX
3aKOHOB M COpPa3MEpHOE ATOMY BO3JasHUE
B MHOM MUpE, TEMHBIM MOIIOC KOTOPOTO
HEPEJKO CTAHOBUTCSI 0OBEKTOM BOILIONIE-
HHS B UICKYCCTBE CHMBOJIM3MA.

Ntak, cxoncTBo kaHpa W KOMIIO3ULUU
«®Dpanuecku na Pumunm» ¢ «omanron» u
MHTEPTEKCTyaIbHbIE NapAJLIEIN C APYTUMU
onepamu YallKOBCKOTO MO3BOJISIFOT BOCITPU-
HUMaTh npousBeAeHue PaxmaHuHOBa Kak
HOBBIH 3Tall B OCMBICIICHUH TEMBI YEJIOBEKA
U poKa, MpoOsieMbl BBIOOpa U €ro Tparuye-
CKMX IOCJIEACTBHUM, COOTHECCHUS YeJIOBe-
YECKHUX MOCTYIIKOB C IECHHOCTHON CUCTEMOM
pPENUTHO3HON KapTUHBI MUpa. AJUIIO3UU Ha
My3bIKaJbHbIE TEMbl YalKOBCKOIO, IOMeE-
IEHHBIE B KOHTEKCT MY3BIKAIBHOTO S3bIKA
XX Bekal!’, Hapsgy ¢ MHOKECTBEHHBIMU
aBToayuTio3usamMu 2, c. 318-331], ¢pynkimo-
HHUPYIOT B HMHTOHAIMOHHOW ApamaTypruu
omnepbl Kak CHMBOJIBI, OMNpEIEISAIINe €&
CEMaHTHYECKYIO IUIOTHOCTb W II03BOJISIO-
e KOHKPETH3UPOBaThb €€ KOHLEMIUIO.
OHHU CO31a10T CMBICIOBOM MOATEKCT, 3are-
4aTieBasl HE CTOJBKO CHOJKETHYIO, CKOJIBKO
myOUHHYI0 (PUI0CO(CKO-TyXOBHYIO CBS3h
XyJIO)KECTBEHHOTO0  mupa  «DpaHuecKkn»
C KOHIIENTyaJbHBIMH KOHCTaHTaMH OIIEp
YaiikoBCKOT0, OJIM3KUMU MHUPOOILYIICHUIO
PaxmannHoOBa.

<> TMIPUMEYAHUA < <>

! SIkoBne B. B. PaxMaHMHOB M OIEPHBIi

teatp [9, c. 142-144].

2 O KOHIEHTPUIHOCTH (hopMbI «1OTaHTED)
U XapaKTEepPHUCTUKE cajJla KaK CaKpajIbHOIO MPo-
CTpPaHCTBa, cM.: [7, c. 196—198; 8].

3 Yaiikosckuii I1. . MonanTa: mupudeckast
orepa B 1 geiictBuu. [lepenoxkenue ams neHus
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¢ ¢opremmano C. U. TaneeBa. M.: My3blka,
1967.

4 3mech W janee CChUIKM JIAIOTCS 110 HM3/1a-
Huto: PaxmanunoB C. B. ®panyecka na Pumu-
HU: Ipamar. snu3o0[ V necHu «Ana» [lante: omne-
pa B 2 KapTUHAX C NPOJIOTOM U SITUIIOTOM Op. 25:
U1t ieHust ¢ poprenuano. M.: I'yrxeiins, b. .
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> Kazaumesa JI. II. CemMaHTHKa TOHAJIb-
HOCTH B My3blke PaxmanunoBa [10, c. 354].
B. butnan, kacasice BOIIpoca CEMaHTHUKH, IO-
Ka3bIBaeT, YTo PaXxMaHMHOB JJOCTATOYHO Tpa-
JUIIMOHEH B BOCIIPUATUN U TPAKTOBKE BbIpa3u-
TEJNBHBIX CPEJCTB TOM WM MHOW TOHAJIBHOCTU
[16, p. 217].

6 O cBsI3M MHKpPOTEMATH3Ma C CUMBOJIUKOM
apabecka, opHameHTa y PaxmMaHrHOBa 1oapo0-
Hee cM.: [14, c. 188—196]. O6 opHameHTe Kak
CPEICTBE OCTPAaHEHUs, CO3JAHMS YCIOBHOIO
MeTapOpUUYECKOr0 MPOCTPAHCTBA U POJIMU HO-
BBIX TAPMOHUYECKUX CUCTEM B 3TOM IIpoLECCE
cM.: [12, c. 475-477].

" «O, CHM30H1, CIIYCTHCH C BBICOT TBOHX,
3Be3na Mos! IlokuHb 3¢pupHBIE ceneHbs, Tae
CIIUT, HE 3Hasl BOXK/IEIEHbs, Kpaca TBOs». B Bo-
KaJIbHOW IapTUU — BOCXOJSAIINE NOCTYIICHHbBIE
MeJou4ecKkre ¢Gpasbl B MUHOpE, YCTPEMIIEH-
HbI€ K BEpIIMHAM Ha CHUJIBHBIX METPUYECKUX
JOJISIX.

8 «A ecnu... ecii 3TO TOJBKO Open 60b-
HOW ymm?» — crpamuBaeT JIaH4oTTO, NMes B
BUJIY CBOM 10JI03peHMs 00 n3MeHe PpaHuecKH.

* Bacuimbe 0. B. Emé pa3 o mpobieme
«PaxmanuHoB u cumBonu3m» [ 10, c. 141-142].

10 «Ho kak y3Hatp? O, Boxxe! Kak?». He nio-
JTy4MB oTBeTa, JIaH4OTTO B cieaytomielt gpaze
IIPU3BIBAET HA TIOMOILb aJ.

" YaiikoBckuit 1. . Masena: omepa B 3
neucTBusx, 6 kaptuHax. [laprurypa. M.: My3bl-

Ka, 1969. JleiictBue 1, kaptuna 2, «CueHa, apu-
030 U Iy9T», 1. 140 (TakT 6) — 1. 150 (TaxT 2).

2 IMEHHO 9TO YBEIMYEHHOE TPE3BYyUYHE
C JIOTIOJTHUTEIBHBIM 3BYKOM «J10» BO3HHUKAET
Ha CJIOBE «aJ», koraa JlandoTTo pemaer obpa-
TUTBCSL K €ro MOMOIIM, 4TOOBI «JIyKaBee pac-
CTaBUTb CETU».

13 B Dnwusore omnepsl (kak u B «boxecTBeH-
HOW KoMenuuy») JlanTe nmajaeT 3aMepTBO («Kak
najaeT MepTBel), NOTPSICEHHBIH HCTOpHEH
®panuecku u I1aomo.

14 JIaH4OTTO HA3BIBACT €TI0 «IUTSD.

!> CxonmHble MbIciu (TIpaBaa, 0e3 aHATUTH-
YECKOT0 MOATBEPKJICHU) BbICKa3bIBasl B 1947
rony U. ®@. banza: B onepe «OTYETIMBO BBICTY-
[IAET HA MEPBBIN IUIaH BCECOKPYIIAIOIIAs CHIla
CTpacTH, Jexamas BHE cdepbl “‘cBOOOTHON
BOJIN” T€POEB U UMEHHO B CHJIy 3TOT0 HECYILAs
uM onpasaanue. Crpacts, cOnmxaromas ryost
@panuecku u Ilaono, cunbHee 060uX TrepoeB
Tpareiuu, OOpEeYEHHOCTh KOTOPBIX POXKIACT
cocTpaaanue Kk Hum» [9, c. 27].

' OmpIT cO3MaHMS YUCTO CHUMBOJIMCTCKOM
orepbl MpEeANPUHUMAIICSA, HO HE ObUI IMOJHO-
CThIO peanu3oBaH PaxmanuHoBbM. CMm.: JIn-
BaHoBa T. W. Tpu omepel Paxmanunoma [9,
c. 87-90]; [15].

17 XpomaTtnyeckasi 3ByKOBBICOTHAsI CUCTEMaA
B IIponore n DOnunore, pacmupeHHasl TOHAJIb-
HOCTb B JICHCTBEHHBIX CLIEHAX, MUKPOTEMAaTU3M
KaK HOBBI KOMIIO3UIIMOHHBIN IPUHLIUIIL.
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BpemeHHas CTpyKTypa CroXketa onepbl
«2K13Hb 3a uaps» Muxamaa I AMHKM
KaK paKkTop MAEHHO-XYAOXKECTBEHHOM LLeAOCTHOCTH

HccnenoBanue XyJ0KECTBEHHOIO MHUpa OIEPHOIO aHpa HEOOXOJUMO BKIIIOYAET B ceOs
aHaJIU3 BPEMEHHOW CTPYKTYpbI ClokeTa. Uepe3 CUEHHMYECKHE CUTyallud U BEpOaJIbHBIM TEKCT
penpe3eHTUPYIOTCS pa3InuHble BpEMEHHBIE MOAYChI OIIEPHOTO ClokeTa. Durypupyromye B mpsiMmoMm
WIM KOCBEHHOM BHJI€, OHU Pa3HbIMHU clloco0aMu (OPMHUPYIOT HEKOTOpPbIE BaXKHbIE CMBICIOBBHIE
CJIOM CIOKETHOTO IIPOCTpPaHCTBa omepsl. McciienoBanue UIEHHON U CTPYKTYPHOM OpraHU3aluu
XyJO’KECTBEHHOIO BPEMEHH, IPEJCTaBICHHOT0 B croxkere omnepbl «Ku3Hp 3a maps» Muxauna
['munkwy, sBSeTCA LENbI0 HACTOSIILEN CTaThbU. BBIIEISI0TCS OCHOBHBIE BpEMEHHbBIE IMHUH CIOKETA,
UACHTU(DUIIMPYEMBIE B COOTBETCTBUU C CUTYALIMOHHBIM KOHTEKCTOM U CIOKETHO-(QYHKIIMOHAIBHBIM
CTaTycoM IepcoHake. BpbIABIsETCS THUMONOrMUECKOe pa3HooOpa3ue BpEeMEHHBIX (opM,
YCTaHABIIMBAETCSl CMBICIIOBAsl B3aMMOCBS3b CIOKETHO-BPEMEHHBIX JIMHHUM, UJIeHHbIE U 3HAKOBbHIE
(GyHKIIMM BpeMEHHBIX MOJTycOB. MccrenoBaHye mpoBOAUTCS B ONIOPE Ha METO/IbI (PUIIOIOTMYECKOTO
U CEMAaHTHYECKOrO aHajiu3a TEKCTa, YTO MO3BOJIIET OOHAPYKUTh TIIyOMHHBIE CMBICIOBBIE CIIOU
CIOKETHOTO BpE€MEHH omnepbl. Tumnosjornuyeckoe u (PyHKIHMOHAILHOE MHOT00Opa3ne BpEeMEHHBIX
JMHUM c1ocoOCTBYET (POPMHUPOBAHUIO LIEIOCTHOCTH U MHOTOMEPHOCTH BPEMEHHOTO KOHTHHYYMa
crokeTa onepbl. OH BBICTYIIAET B POJIM MOJIEH HAIIMOHATIbHO-UCTOPHUUECKOTO «UyBCTBA BPEMEHI».
ABTOp HPUXOIUT K BBIBOJY O CUCTEMHOM HJICITHOM €IMHCTBE BPEMEHHOI'0 YHHUBEpPCyMa CHOXKETa
OTIEpBI, SBJISIOLIET0 COO0M 3HAUMMBIM CETMEHT XyJ0KECTBEHHON KapTUHbBI MUpa MPOU3BEIACHMS.

KiroueBble ciaoBa: Muxaun InunHka, omepa «OKu3Hb 3a Laps», XyAOKECTBEHHBIM MHp,
XyJOKECTBEHHOE BPEMSI, CHOJKET.

Jna yumuposanus / For citation: CunopoBa M. A. BpemeHHast cTpyKTypa CIOKETa OIEphI
«Kuznp 3a maps» Muxanna InuHkd kak (akTop MAEHHO-XYI0KECTBEHHOW IENOCTHOCTU //
[Tpo6nembl My3bikanbHOM Hayku. 2019. Ne 4. C. 27-35. DOI: 10.17674/1997-0854.2019.4.027-035.
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The Temporal Structure of the Plotline of Mikhail Glinka’s Opera
“A Life for the Tsar” as a Factor of Ideal-Artistic Integrity

Researching the artistic world of the opera genre necessarily incorporates analysis of the

temporal structure of the plotline. Various temporal modes of the opera’s plotline are represented
through scenic situations and the verbal text. Being in the picture both in direct and indirect ways,
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they form by various means certain important semantic strata of the storyline dimension of the
opera. The aim of this article is to research of the idea-based and structural organization of artistic
time represented in the plot of Mikhail Glinka’s opera “A Life for the Tsar.” The main temporary
lines of the plot identified in correspondence with the situational context and the plotline-functional
status of the protagonists. The typological diversity of temporal forms is disclosed, and the
semantic interconnection of the plotline-temporal lines, the idea and sign-based functions of the
temporal modes is established. The research is carried out based upon the methods of philological
and semantic analysis of the musical text, which makes it possible to discover the deep semantic
strata of the opera’s narrative time. The typological and functional diversity of the temporal lines
is conducive to the formation of the integrality and multidimensionality of the temporal continuity
of the opera’s plotline. It presents itself in the role of a model of the national-historical “sensation
of time.” The author arrives at the conclusion regarding the systemic ideal unity of the temporal
universe of the opera’s plotline, which presents a significant segment of the composition’s artistic
picture of the world.

Keywords: Mikhail Glinka, the opera “A Life for the Tsar,” artistic world, artistic time, plotline.

YIOXKECTBEHHOE BpEMsI B CIOKETEC  TPYIOBOU KU3HU KPECThIHCTBA. Ppacmen-

onepsl «Ku3Hb 3a maps» GopMH-  mapusiM TIOKAa30M TPYIAOBOrO IMpolecca

pyeTcsi B CHCTEME MHOKECTBEHHBIX ~ MOJIEIUpPYeTCsl 00pa3 OHTOJIIOTMYECKH nOj-
KOOpJHMHAT. DTO omnpenesercs (akTopaMu  HO20 BPEMEHH — BPEMEHU KaXKJOTHEBHOTO
pPa3IUYHOTO CBOWCTBA: MHOTOOOBEKTHO-  ObITHs. PuTMuueckas cTaOUiIbHOCTH 3TOTO
CTBIO PEMPE3CHTHPYEMOr0 MPOCTPAHCTBA, THUIA BPEMEHH OTPAXaeT TPaAUIMOHHBIMH,
CIOKETHO-CIICHUYECKUMHU OOCTOSTEIhCTBA-  BEKOBOW yKiaj ObITHS KpecThsHCTBA. [Ipo-
MU U SMOIMOHAJILHO-TICUXOJOTHYECKUM  TUBOIOCTABIEHHOE J€CTaOUIU3UPYIOIIUM
COCTOSSHUEM TiepcoHaxkeil. PaccMoTpuM  mOpsAIOK BpeMEHU COOBITHSIM HACTOSMIETO,
BaKHEHUIIINE CIOKETHO-BPEMEHHBIC MOYChl  TPYIOBOE BPEMS OJIMIIETBOPSIET UACIO MUP-
B MOPSIIKE UX BO3SHUKHOBEHUS W JalbHEl-  HOTO BPEMEHHU, a Uepe3 HEro — UACH0 Halluo-
IETO Pa3BUTHSL. HaJLHOTO MUPOYCTPOMCTBA.

Ocobas npoTtoctoxkeTHass QYHKIIUS UHT- Brtopoii crokeTHO-BpEMEHHOI IJIaH HH-
pOoYKIIMU 00YCIIOBIMBACT U €€ crienuduue-  TPOAYKIMU (POPMHUPYETCS B TEKCTE MEPBOU
CKHE CIIOCOObI UACHTHU(PUKAIIMN BPEMEHHO-  MECHHU, HWCIHOJIHIEMON MYXCKHUM XOpPOM.
ro KoHTUHyyMa. [lepBbIM U3 HUX siBiIsIeTcsl B JaHHOM acrekTe pacCMOTPEHHUs Ba)KHBI
JlaHHasi B TEKCTE€ PEMapKd XapaKTepUCTH-  COBOKYIHOCTb (PaKTOPOB: OAAYA MECHU KAK
Ka MPOCTPAHCTBA, TOYHEE, €ro CyObEKTOB  (DONIBKIOPHOTO >KaHpa U €€ copaepkaTelib-
— KPECThsIH, BO3BpAIIAlONIMXCsl ¢ paboThl.  Hoe HanonmHeHue. Kak ormeuaer M. baxtuH,
TpymoBoe mpocTpaHcTBO, oOnagaromee  «(GOIBKIOP BOOOIIE HACHIIIEH BPEMEHEM;
KaueCTBOM JTWHAMUYHOCTH, CTAHOBUTCA BC€ 00pa3bl €ro NIyOOKO XPOHOTOIMUYHBD
«IPOU3BOMHON» BpeMeHHOW koopauHatel [1, c. 248]. iMeHHO B (OJIBKIOPHBIX >KaH-
mpyooeozo epemenu (TepmMuH M. baxTu-  pax, Mo MBICIH Y4E€HOTO, CKIIaBIBAETCS OCO-
Ha). Tekyiee nanee B CIOKETHOW JIMHUM  OBIN THIT HAPOOHO-UCTIOPUYECKO20 BPEMEHM.
JTUCKPETHO — OTICIBHBIMU COOBITUHHBIMH O6pa3 HapOMHO-UCTOPUUECKOTO Bpe-
ToukamH (paboTa B JieCy, Ha JIyI'y) — OHO, MEHH NECHH MOPOXKAAECTCS €€ ColepHKaHU-
TEM HE MEHee, PENPEe3eHTUPYET «KOHTUHY- €M, YXOASIIMM KOPHSIMH B JAJEKOE, OYTH
ATBHOCTBY, 33JIaHHYI0 PUTMUYHBIM CTPOEM  AMUYECKoe Mpoluioe. biaarogaps TMIUYHO
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donpKI0pHOH TonHKe (0Opa3zam OypH, Ipo-
3bl, COKOJIa U 0COOEHHO MOJIOIELIKOTO ITyTH )
pa3aBUTAIOTCS, MacIITA0HO YBEIUYHUBASCH,
BPEMEHHBIE KOOPAMHATHI MECEHHOTO CIO-
KETa: TEePOUKO-IPaMATHUYECKUE COOBITHS
HACTOSLIETO HAKJIaAbIBAIOTCSA HAa aHAJIOTHUY-
Hble COOBITUSA mpouuioro. I'epouka sBis-
€TCs 3/1eCh TIIaBHBIM (DAKTOPOM HCTOpUYE-
CKOM NMPEEMCTBEHHOCTH, HEPYILIUMOM CBS3H
BPEMEH.

IIpyu  panbHEenmieM  pa3BEPTHIBAHUU
CIOKeTa 00pa3  HapOIHO-HUCTOPUYECKO-
o0 BPEMEHHM NPOAYLHUPYETCS B Ipoliecce
JBUKEHUS JBYX COOBITHIHBIX JIMHHMA, CO-
OTHOCAILIMXCA TPyl C JAPYroM IO AHaJIeK-
TUYECKOMY TPUHUUIY PA3ZHOACUCTBUS U
gzaumonerictBus. Kaxxaplii M3 COOBITHII-
HO-BPEMEHHBIX IUJIJAHOB TaK WJIM HHA4Ye
0003HaueH nepcoHakamu B (hopMe MpoCTo-
HAPOJHBIX, OOBIIEHHO-KUTEHCKUX BBICKA-
3bIBAHUN — HMOIIMOHAIBHBIX XapaKTepHu-
CTHK BPEMEHHU.

OO0pa3 MIaBHOTO CHKETHO-HCTOpUYE-
CKOTO BpPEMEHHU OIephbl 3aleyaTiiéH B pe-
ke CycanuHa: «YTo 3a Becenbe B ITO
be3gpemenve!» IT0 00pa3zHOE BBIPAKECHHE
IpeIeIbHO TOYHO OTPAXAET CyTh JIAHHO-
ro TUMA BPEMEHHM KaK «BpPEMEHHU... 00-
IIeCTBEHHOro 3actos» [6, c¢. 38]. Motun
«Oe3BpeMeHbs» (GUTYPUPYET U B JAPYrou
perunke CycaHMHa, TJ€ OH BBIPAKEH OIO0-
CpeloBaHHO, HO B BEChMa KaTErOpUYHO-0T-
punarenbHoit popme: «Her! Emé ne mpu-
nuia nopa, / Hert, He Bpemst emé / He Ty xuth
0 cTpaHe poaHoi». «be3BpeMeHbe» compsi-
KEHO 3/1€Ch C AMOLMOHAIBHO-IKCIIPECCUB-
HbIM COCTOSIHUEM TIeposi: OHO HE TOJBKO
KOHCTATUPYETCs, HO NTyOOKO MepeKNBacT-
csa. Jlo momeHTa cooOmenuss CoOOMHUHBIM
JONTOKJAHHOM BECTHM O OyaymieM nape
Bpems, nepexknBaemMoe CyCaHMHBIM, TEUET
3aMEIJIEHHO, CJIOBHO OTSDKEJIEB TIPy30M
JIOJITUX, CKOPOHBIX ayMm repos. «Pactske-
HUE» BPEMEHHU COMNPSIKEHO C COCTOSHHEM
HANPSOKEHHOTO  00CUOAHUsL TEPOEM 3aBET-
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HBIX BECTEH; 3TO 3MOLMOHAJIBHO-IICHXO-
JIOTUYECKOE «BpPEMsI OKHUJIAHHUSD» MOYKHO
0003HAaUUTh Kak MepPCOHU(UIIMPOBAHHOE,
muyHoe Bpemsi CycanuHa. OH, KaKk HUKTO
JIPYroil U3 NEePCOHAXKEN, OCO3HAET TIKECTh
«0e3BpeMenbs». CycaHUH CIIOBHO HECET Ha
cebe Tpy3 HCTOPUUYECKOTO BPEMEHH — Opems
BPEMEHH, ONPAB/IbIBASI TEM CaMbIM TTyOHH-
HBII CMBICJT NINHKUHCKON XapaKTepUCTUKHU
reposi «xapakrep sadcuuiiy. (Hamomaum,
YTO 3TUMOJIOTUYECKOE 3HAYEHHUE ITOTO CIIO0-
Ba BOCXOJIUT K CTapOCJIaBIHCKOMY «Baray,
TO €CTh «BECY», KTIKECTH).

Omryiienue 0coboi, mpeeabHON TsKe-
ctu BpemeHu CycaHuHa BO3HUKAET B Tpa-
TMYECKUU MOMEHT €ro KU3HU. B co3HaHun
reposi, CTOSIIIIETO Ha TPAHHUIIE CBOETO OBITHS,
MPOUCXOAUT CBOEOOpa3Hasi HMHTEpUOpU3a-
st BpeMeHu. Ero cyry0o nndHbIi Xapakrep
UACHTU(PULIMPYETCS YCTOWYMBOU CIlIOBEC-
HOU (popmyIoi, MapKupyroleld KOHEYHOCTh
Bpemenu: «Hacrano epemsa moé». 910 «Ha-
CTaBIlIEE» BPEMS CMEPTH OTOXKACCTBISACT-
Cs ajiee ¢ AMOLMOHAIBHO-TEMIIOPATIbHBIM
o0pa3oM uaca «TOpPHKOTO», «CTPAITHOTOY,
«CMEPTHOTO», «IocieaHen 3apu». OIHaKO
Tparnyeckasi «KOHEYHOCTb» CYCAaHMHCKOIO
BPEMEHU HE HCUYEPHBIBAET CaMOE€ JINYHOE
Bpems repod. «llocnennsss 3aps» oxupna-
ercss CyCaHUMHBIM HE TOJIBKO KaK T'OPbKHUH,
CTpalllHBbIi 4Yac, HO M KaK CaMoO€ >KeJae-
Moe coObitue: «Thl Xk, 3aps, ckopee 3abie-
ctu! Ckopee BO3BECTH CMACEHUS BECTh MPO
naps!..». O6pa3 3apu CTAaHOBUTCS BaXKHBIM
3HAKOBBIM 3JIEMEHTOM CYyCaHHHCKOTO Bpe-
MEHM M XYIO)KECTBEHHOTO BpPEMEHHU OIle-
pol B 11esioM. B koHTekcTe e€ olrel uaei-
HO-BPEMEHHOW KOHLEIIMK HACTYMAKOLINANA
paccBeT 00O3HA4YaeT CEMAaHTUYECKYIO Ipa-
HUILY, OTAEJSIONIYI0 MpayHOe O€3BpEeMEHbE
MPOILIOTO OT CBETJIOTO «HOBOT'0» BPEMEHHU
— 3HaKa 3apOXkKAEHUS HOBOTO rOCYAapCTBa.

Takum 00pa3oM, MOXKHO YTBEPXKIaTh,
YTO OCHOBHAsl CIOKETHO-COOBITHI{HAS ITHU-
HHUSL OMNEpPbl PENPE3CHTUPYETCA CKBO3b



G/ﬁ\

Xy,AO)KQCTBeHHbll;I MWD MY3blKaAaAbHOTIO MPOM3BEAEHNA

OPU3MYy JIMYHOIO OIIYLIEHUS BpPEMEHHU
CycanunbIM. [T1aBHBIA Tepoil BBICTYNAET
HOCHUTEJIEM HCTOPHUYECKOIO BpPEMEHH, KO-
TOpOE, BIUIOTH A0 3MHJIOTa, (UTYpUPYET
B cTaryce O0e3BpeMeHbsi, cMyThl. COOCTBEH-
HO nuyHOoe BpeMs CycaHMHAa OTpPaHHYEHO
chepoil «IK3UCTEHIIMAIBHOT0» OBITHS; OHO
(hakTUUECKH HE TPUHAJICKUT TE€POI0, pac-
TBOPSISICH BO BPEMEHHOM KOHTHHYYME HCTO-
pUYECKOTO OBITUSI HAPOAA U CTPaHBbI.

Hcropuueckoe BpeMsi UMEET IPU3HAKU U
MHOTO0 00pa3HO-TEMIIOPAJILHOIO CBOICTBA.
OHO «ompeaMedeHO» B TEKCTE MEPCOHAKEN
— YYaCTHUKOB CPa)KEHHUsS, IPEXKIE BCETO,
Cob6ununa. B ero perunkax «Bot paseyn Ha
noJiHoM BoJe!», «Meu Oynatusliii / [locynsn
B nupy Mmeueii!..», «Hara pars Ha cabnsax —
/ Kak Ha CBETIBIX KpblLibsax!» KapTuHa 00
MOJTy4aeT SIPKyr0 MeTadOpUYECKyI0 U AU-
HAaMHUYECKYIO BBIPa3UTEIbHOCTh. «Pa3rym»,
«BOJIS», «KPBUIbS — 3TH 00pa3HbIe Xapak-
TEPUCTUKH JIEUCTBUM B COBOKYITHOCTH OT-
paXxaroT YpEe3BhIUYANHYIO CTPEMUTEIBLHOCTD
M cBOOOMY JIBMKEHHUA. «3aKaapoBas» Kap-
THHA OUTBBI, TAKUM 00pazoM, MPOAYyLHUPY-
€T HEKYH Pa3HOBUIAHOCTb HCTOPUYECKOTO
BPEMEHH, KOTOPYIO MOKHO 0003HAYUTh KaK
goenHo-ucmopuyeckoe Bpems. Hacblnen-
HO€ WMHTEHCHUBHOM BHEIIHEH JIEWCTBEHHO-
CTBIO, OHO JIMHAMHU3HUPYET W CBOECOOPA3HO
KOMIIEHCUPYET «3aMeIJIEHHOCThY X0/1a 0e3-
BpeMeHbs-CMyThl. O0a THMa UCTOPUYECKO-
rO BPEMEHH TasT B ce0e U CyIIECTBEHHOE
CUMBOJINYECKOE 3HAYEHHUE, OJULETBOPSAS
«BpeEMsI OTLOB» U «BpeMms aeren». Pasnvle
MTOKOJIEHUSL, HE3aBUCUMO OT pOja ICUCTBUM,
CO3HIAI0OT 00ujee OBITUMHO HAITOJTHECHHOE
BpEMs, BOCIIOJIHSIOIIEE OHTOJIOTUYECKUI
BaKyyM «aHTUBPEMEHW.

Ourymenne 0co0oil OBITUHHOW TOJI-
HOTBl BPEMEHHU MAET JUpPHUYECKas JIMHUS
crokera.  Ilomb3ysace  TepMHUHOJIOTHEN
M. BaxtuHa, 0003Ha4YUM €€ BpeMEHHOM MO-
IyC KaK cemeliHo-Ouoepaghuieckuti. ITOT
TUIl BPEMEHH, PA3BHUBAsICh aBTOHOMHO,
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BMECTE C TE€M AKTHUBHO B3aUMOJICUCTBYET
C IJIaBHOW BPEMEHHOM MarucTpajblo ClO-
xeTta. ConpsHKEHHOCTh 3TUX BPEMEHHBIX
TUIIOB CBsI3aHa, MPEXK/IE BCETro, C «KMOTUBOM
oXujaHus». B ormimume oT «oOmiecTBeH-
HOT'0» COAEP>KAHUSI CYyCAaHUHCKOTO MOTHBA,
oxumganue AurtoHuasl 1 CoOMHMHA HOCHUT
cyry0o nuyHbli xapakrep. [Ipu atom npen-
YyBCTBHE CBaJbObl MMEET y IEepCOHAXKEH
pasnuaHbie (OPMBI BBIPAKCHHUS.

Bpewms oxuanuss AHTOHUBI BBITTOTHS-
€T 3HAKOBYIO (DYHKIIMIO TPAHUIIBI, pa3/esi-
IOIIEN €€ CTaTyCHBIE MOJIOKEHUS HEBECTBI
u cynpyru. Cam ke «MOTUB OXHUIAHUSD) —
UJCHTU(PUKATOP «IIOTPAaHUYHOTO» BpeMe-
HU — OTYETIIUBO MIPOCMATPUBAETCS B TEKCTE
Kaatnabel u Ponpno: «PsokeHast orcoém!»,
«Koém BeHel, U mup BECENbId ocoem!y.
OtMetuM, K CIOBY, 4TO [TIMHKa B CBOEM
MEPBOHAYAILHOM TIIJIaHE OIEpbl  YAEIsI
CHEIMalIbHOE BHHMAaHHE CIEHHYECKOMY
MOBEJICHUIO TE€POUHM, JBHXKEHHSI KOTOPOM
«JIOJDKHBI BBIpAXaTh OXHUIAHUE U THUXYIO
rpycth» (Iut. mo: [5, c. 310]). B co3nanuu
AHTOHHUJIBI BpeMsi IPOTEKAET HEOJHOPO.-
HO. B pemmmkax «/[oneo nu xparb, MOU
cBetT!», «Ckopo v Oynenib, COKOI MO ?»
u «Ckopo 6enblii mapyc 3abnectut, / Crko-
pO SICHBIM COKOJl TPUIIETUT!» OTpakeHO
OLLYIIEHUE 3aMe0NeHHO UISIIEerocsl HacTo-
AIIETO U OJHOBPEMEHHO CHMpeMUmenbHO
MPUOIIDKAIOIIETOCs, Yxke Onm3koro Oymy-
mero. B pesynbrare Bo3HHKaeT crenudu-
Yyeckasi CUTyallusi HaJIOKEHUS BPEMEHHBIX
TJIAHOB, YCYTYONSIOIIasi CEMaHTHUYECKYIO
HaIpsHKEHHOCTh «IIOTPAaHUYHOTO» BpeMe-
HU TepouHHU. J(OMOTHUTENbHYIO (M Jaxe
0COOCHHYI0) OCTPOTY HAHHOW CHUTYyallu
npuaaér GakT OXKUAAHUS AHTOHHMIION Ke-
HUXa-paTHUKA — HOCUTEJIS IpaMaTuyecKoro
«BOEHHOTO BpemeHuW». TeMm cambiM, mopa
«0Oe3BpEMEHbS» YCIOKHSACT €€ BPEMEHHOM
Y BPEMEHHBIN CTaTyC HEBECTHI.

JvHaMy4ecKku pa3HOIUIAHOBO MPOTEKa-
eT u tnyHoe BpeMs CobunuHa. OHO Oepér
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HAyajo B CUTyalluu COOBITUIHOTO JIUCCO-
HaHCAa. B MuUHYTYy BCeOOIIero JMKOBAaHHUS
0 TIOBOJY ojiep)aHHOM 1modenpl CycaHuH
MPOU3HOCHUT TOJIHBIN CKOpPOU BHYTPEHHHI
MOHOJIOT 0 «HecuyacTHOW Pycuy. Cobunun
)K€ B OTBETHOM pEaKIMU — COIIACHO pe-
MapKe — «OblcmpuiM ABUKEHUEM npepbi-
6aem TeHHE XOpa» (TO €CTh MECHIO paTHU-
KOB O JI0OJIECTHOM CPa’K€HHH ), BOCKJIULIAS:
«Kak? VYxenu e ObnIBarTh MOEH cBaanoOe!
A 0ns c8advbwi-mo s domoul npuwién!y Pe-
murenbHoe npepbiBaHne COOMHUHBIM re-
POUYECKOTO TTOBECTBOBAHMSI MPOBOAUT PE3-
KyI0 TPaHHILY MEXKTY OOIIMM («BOSHHBIM))
U JIMYHBIM  (ceMelHO-OMorpaduyecKum)
BpPEMEHEM, IIEHHOCTHO MpeIeIbHO BBICO-
kuM Uit COOMHMHA; MOXKHO CKa3aTh, OHH
COOTHOCHUMBI JPYT C JAPYTOM Kak Cpe/iCTBO
u 1enb. [1oaToMy 3aKOHOMEpHO, UTO «Bpe-
Msi okunanusy CoOMHMHA MMEeT O0COOBIi
BHYTPEHHUU TOHYC: 3TO SMOIMOHAIHHO-HE-
TEPIIEINBOE OXKUJIAHUE «4aca 3aBETHOTOY,
«aopororo aHs». «Xpare! He 3Haro, kak
noxaarbesa! Ceplue MNPOCUT TOCKOpei!»
— 9TUMHU BBIPAXKCHUSIMHU TMPEACTHHO TOYHO
OTIpeNieNsieTCs XapakTep JMYHOTO BPEMEHH
nepcoHaxa. Ero «aerepnienue cepaia» npu-
JTAET TMHAMUYHOCTD «BPEMEHH OXKHIAHUSD):
OHO TPOTEKAET YCKOPEHHO, JIaXKe CTPEMHU-
TEIBHO. [€poil CIIOBHO KAXIET ONEPEIUTH
BpeEMSI; KaKk MOXKHO CKOpee (IO-MOJIOACIIKH,
Kak B 0010) mepeceyb rpaHully, KOTopasi OT-
JIEJISIET €0 HACTOAILEE «BOCHHOE» BPEMSI OT
Oyy1ero — ceMeiHo-0norpauiecKoro.
O06pa3 cemeliHO-OMOrpaduIECcKoro Bpe-
MeHu pasBéprbiBacTcs nanee B Il nmen-
CTBUHU OMEpbI, HO MOITHOTHI (POPMBI ATOT
TUI BpEMEHM Tak W He nocturaer. Koneu-
HO, IJIaBHBIM (DaKTOpOM, OMpEAETSIONIIM
€ro He3aBepIIEHHOCTD, SIBJSIETCS CUTYyallus
Bpa)keckoro BropykeHusi B oM CycaHuHa.
OnHako KOCBEHHOW MPUYMHON TOMY MOMKET
CIIY’KUTh U JAPYTO€ CIOKETHOE OOCTOSITEIb-
cTBO: maBHbIM coObiTueM Il akrta sBnsieTcs
HE CBaJK0a, a IEBUYHUK, TO €CTh HE caM 00-
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psn, a ero npemtonusi. COOTBETCTBEHHO, BECh
«MHPHBII BpeMEHHON OTPE30K aKTa (0T Ha-
yania JI0 CLIEHBI BTOPXKEHHUs) SIBISIET COOOM,
B CYLTHOCTH, OUEPEAHOE «BPEMS 0K IAHUSD)
— XOT$ ¥ HAITOJITHEHHOE HOBBIM AMOIIMOHATb-
HBIM cojepkaHueM. B pagocTHOM oxuja-
HUW BEUEPHEro Mpa3JHECTBAa MPeObIBAIOT
Bce ero Oynmymue ydyacTHUKH. Ho mmaBHOe
— MOTHB OXHUJAaHUS MPOIYLUPYET oO0pa3
ceMeiHo-Onorpauueckoro BpeMEHU Kak
CUACTIIMBOrO, HJeanbHOro Oymayimero. OHO
CBOECOOpa3HO MOJEIUPYETCS CYCaHHMHCKOM
CeMbEN B KOJUIEKTUBHBIX YTBEPXKICHUSX:
«To-Tt0 B panmoctn, B Becenbe 3amoém, 3a-
nupyem, 3axuBEM!». Byoywas Xu3Hb YyKe
BUJIUTCSL MEPCOHAXKAMU B KOOpAMHATaX Ha-
CTYHNAIOIIET0, COBIBAIOIIETOCS HACMOAWEe20.
Takoro pona ciusiHHE BPEMEH — CUMBOJIU-
YyecKasi TOKICCTBEHHOCTh HACTOSIIIETO U Oy-
IYUIEro — MEePEBOAUT COOBITUHHOE TEUEHHE
JNEUCTBUSL B UAWUIMYECKOE U3MEPEHHE Kak
«OECKOHEUHOE» BpeMsi OEe3MSITeKHOTO, Tap-
MOHHUYHOTO OBITHSI.

B 30HEe cemMenHO-UIWIIIIMYECKOro Bpe-
MEHU HaXOAUTCA €IIE€ OJUH UJICMHO 3HAYU-
MBIi BpeMeHHOH MOTUB. O003HAa4YUM €ro
KaKk MOTHB MaMsATH O pogHoMm paome. OH
«OBEIIECTBIEH» MeTahopUUeCKUMHU  00-
pazamMu BpeMeHH, QUTYPUPYIONIUMHU B Ha-
craBieHusax Cycanuna pouepu: «He 3apa-
cTET TpaBoii TBOM myTh / K n36€ poaurens u
Opara!» u 3aBepeHmsix AHToHUBI: «He 3a-
nanér neckoM Mo cnen / K uzbe poaurens
u Opara!». «TpaBa 3a0BeHUs», pacTylias Ha
MyTHU K JIOMY, TIECOK/3eMJIs1, 3aHOCSIIIAst 3TOT
MyTh, HECYT 3HAYEHUE HE TOJBKO 3a0BITOTO
OTYEro JI0Ma, HO U CEeMEHHO-UANLINYe-
CKOTO BpEMEHH, O€3BO3BPAaTHO YIIEIIIETO
B npouuioe. Takum o00pazoMm, ceMenlHo-
UIUIAYECKOE BPEMS TPOTEKAET B KOOPIU-
HaTax MpouUIoro (maMsaTh O POAHOM JIOME
1 O POZi€ B IIEJIOM) M HACTOSIIIETO, 00bEIU-
HEHHOTO C OyIyIIUM — «(PyTYypOIOTHYECKOM
[IPOECKLIMEN» CEMEVMHOM KU3HU B IIPOCTPAH-
CTBE HOBOT'O POZOBOTIO THE3/A.
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BpemenHoii o0pa3 CycaHWHCKOTO JioMa
MOXKET OBITH OCMBICIICH, Beiie 3a [ bamis-
POM, B clielIU(pUUECKH BO3PACTHOM aCIEKTe:
«Jlom-rHE310 HUKOrHa HEe OBIBa€T MOJIO-
IeIM...» [2, c. 160]. ConunHocTh «BO3pac-
ta» noma CycaHMHa B JaHHOM Ccllydae
MOKET OBITh OMpE/eNieHa JUIIb THUIIOTETH-
yecku. OHAKO MOXKHO MPEIIOI0KHUTh, YTO
3TOT JIOM «YKOPEHEH» B BEKaxX, 0COOEHHO
€CIIM COOTHECTH €ro € IMOHSATUEM POJIOBO-
rO THE3/1a, MEePEeXOAUBUIET0 OT MOKOJIEHUS
K NOKOJEeHHIO. Takol JOM-THE3H0 KUBET U
B IIPOCTPAHCTBE, U BO BPEMEHHU, U B MTaMSITH
notoMkoB. Ero BpemeHHOe ObITHE aKTya-
JU3UPYET UJICI0 MaMSATU KaK MPOAOTIKECHUS
CBA3U MEXIY JIOMOM M NOKHHYBIINMH €TI0
neteMu: «Tyna Bo3BpallaroTcs, Kak OTUIA
BO3BpallaeTcs B rHe370...» [Tam xe]. Tak,
CKBO3b MOTHUB NaMSTHU MPOCBEYMBAECT TEMA
«BEYHOTO BO3BpAIICHUS» B JIOHO JOMa —
XpaHWINIIA  CEeMEHHO-OnorpapuaecKoro
BpeMeHu. [1aMsTh, TakuM o0pazom, sIBIIsET-
csi 0COOBIM, crienu(PUUEecKUM XPOHOTOIIOM
CIO)KETa: OHAa UMEET U IPOCTPAHCTBEHHBIN,
Y BPEMEHHOU CITOCOObI BOILIOIIEHHUS.

Yepes MHOTOMEPHBII 00pa3 maMsTé 0Cy-
HIECTBIISIETCS CBOECOOpa3HBI CHHTE3 IBYX
BPEMEHHBIX MOJAYCOB — CEMEWHO-Ouorpa-
¢dudeckoro (B TOM YHUCIIE €r0 UANUTUYECKO-
ro noaTuna) u ucropuyeckoro. Kpome toro,
B 21MII0re, O1aroaapss MEMOpPUaIbHOU TOH-
K€, MPOUCXOAUT CMBIKAHUE JINPUYECKOU M
(OTBKIOPHO-ATTUYECKOM CIOKETHBIX JTMHHA.
O®unanpbHoe «cnoBo o Cycanune» («Mms
CJIaBHOTO cTpajaanbia / JIroasam B naMsTh U
B npumepy», «I[lorub orer Bami... yecTHOM
cMmepThio / 3a Pych CBATYI0») SIBIISIET COOOI,
10 CyTH, NEPCOHUPUIIMPOBAHHBIA UMEHEM
reposi BapMaHT TEKCTa IMECHH MY)KCKOTrO
xopa u3 UHTpoAyKuu («Mup B 3eMie Chi-
poit! / Yects B cembe ponnoii! / CnaBa MHe
B Pycu cBsToit!..»). HeThIpEXKOMIIOHEHTHBII
WJICUHBIA  KOMIUIEKC «MHP-YECTh-CJIaBa-
Pycw» Ttpanchopmupyercs 3aeck B rpymmy
«CycanuH-uecTb-cnaBa-Pycb» U JOMOIHS-
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€TCs MATHIM KOMIIOHEHTOM — MamsiThio. OHa
CIy’)KUT PE3YJIbTUPYIOIIUM U OAHOBPEMEH-
HO OOBEAMHSIOUIMM 3BEHOM KOMILIEKCA,
OPTaHU3YIOIUM TMPUYUHHO-CIIEICTBCHHYIO
CBSI3b MJICHHOTO W MEMOPHAJIHHOTO Hayal.
Ora HalMOHAJIbHAS KOHLEMIUS TMaMSTU
JOCTUTAET KOHIIEHTPUPOBAHHOTO H KYJb-
MUHAIIMOHHOTO BBIPAKEHUS B TPOCKpAT-
HOM XOpoBOM ciaBnieHuu: «IlamMarte soseku
Cycanuny!». JlyXxoBHO-BpeMEHHOE ObITHE
reposi, TakKuM 00pa3oM, pacIIUpseTcs 10
OECKOHEYHOCTH — OT AAJIEKOTO MPOILIOTO
(BpeMeHHM CITaBHBIX MPEAKOB, Yel reponde-
ckuil myTh noBropui CycaHuH) 10 HE00o-
3puMoro Oyayuiero (BpeMEHH IOTOMKOB,
MOTEHIMAJIbHBIX HACIIEHUKOB JIeJla OTIOB
U JICNIOB).

«beckoneunoe» Oyayiiee Bpems IJaB-
HOTO Teposi Crenu(pUUecKH BIHCHIBACTCS
¥ B KOOpPAHMHATHI OyAyIIEro, HOBOTO 20C)-
0apcmeeHHO-UCMOPUYECcKo20 BPEMEHH, 3a-
poxaronierocst B anwiore. IaBHas med-
ta-uaes CycaHuHa — «Haseku 00yCTPOUTH
Pyce» — ocymiecTBisieTcst 31eCch B 3HAKO-
BO-CUMBOJIMYECKO (opme, BelIMYaHUEM
1aps, 4b¢ BOCIIECTBHME HA TPECTON PaB-
HO3HAUYHO O0OpeTeHuto rocyaapcrsa. Ta-
KUM 00pa3oM, CIOKETHO-BPEMEHHOE «IIpO-
cTpaHCTBO >Ku3HW» CycaHuHa 00pa3yroT
HECKOJIbKO B3aUMOCBSI3aHHBIX JIMHUN. Ta-
KOTrO poja BpeMeHHas MOJU(pOHUYHOCTD
BO MHOTOM OOYCJIOBJIMBAET IIIyOMHY U Mac-
mMTaOHOCTH 00pa3a IIaBHOTO TepOsi OTIEPHI.

B ocoboMm, mo-cBOEMYy YHHKAJIbLHOM
BPEMEHHOM H3MEPEHHH pPa3BUBAETCS 00-
pa3 Banu — camoro OHOroO npencTaBUTEN
nokosieHus nereid. MimeHHo 3TOT BO3pacT-
HOW CTaTyC OIpenenseT cheru(uuecKue
«MOIYJISIIAM» B €r0 BPEMEHHOW JIMHUH,
KOTOpBIE, B CBOIO OYepe/ib, CIyXaT WHIU-
KaTOpOM BHYTPEHHEH 3BOJIIOLIMU MEpCOHa-
a. E€ mepBbIil 3Tan COOTHOCUTCS C CEME-
HO-UJIMJNIMYECKUM TUTIOM BpemeHHu. OHo,
OIIHAKO, HEOIHOPOJIHO IO CBOEH copmepika-
TEJIbHOM HAIIPaBJIECHHOCTH.
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IlepBbii  comepKaTeIbHO-BPEMEHHOMN
CJIOW OIpEAeIsIeT nepexoOHoe BO3PacTHOE
NOJIOKEHHE TIEPCOHaXKa, 0aaHCHUPYIOIIETo
Ha TPaHMU JETCKOW M MOAPOCTKOBOM MOPHI
YKU3HHU. 3HAKOM BPEMEHHU JIETCTBA CILYXKHUT
Metadopuueckas, 300MopdHas camo-
uaeHTuuKaus Banu ¢ MaiabiM NTEHIIOM
(«nTeHunkom»). OmgHako 3TO0 MeTadopu-
YEeCKU-UIUIUTNYECKOe BpeMs ObICcTpo (Oyk-
BaJIbHO, KaK MOJPOCHINI NTEHELl, TOTOBBII
BBUIETETh U3 T'HE3Ja) MOILYIUPYET BO Bpe-
MEHHYIO 30HY, KOTOPYK) MOYKHO Ha3BaTh
WHTEHCUBHBIM «0KHJIAHUEM B3POCIOCTI».
OHO OTpa)XeHO B CTPAaCTHOM, HETEpIEIH-
BOM CTPEMJICHMHM IIOAPOCTKA YCKOPUMDb
[IepEX0/] BO B3POCIIbIM, TEPOUUECKUN MUD:
«Ox, mpu1Io 6 MOCKOpe Mo€E 8pemsi, BpeMst
CIyx0b». TO €CTh INIaBHBIM U €IMHCTBEH-
HO BO3MOXHBIM YCIOBUEM B3pPOCIICHHUS
JUisi BaHu SBIAIOTCS BOWHCKHUE TOABUTH.
[Ipn 3TOM NMuYHOE xenanue BaHu BBIXO-
JUT 32 PaMKH €r0 4YaCTHOI'O, BHYTPEHHETO
noOyxaeHusa. OHO aKTUBHO MOAJIEP>KUBA-
ercsa CyCaHMHBIM, NPO30PIUBO MPENBUIS-
UM OJHM3KOE, CKOpoe TEPONYECKOE BpeMs
ceiHa. TBEpnas yBepeHHOocTh CycaHMHA B
reponueckoil OymaymHocTn Banu xoporno
BHJIHA 10 TPEM COIEPIKATEIBHO Pa3BEPHY-
THIM BBICKA3bIBAaHUSIM, UMEIOIINM XapaKkTep
HanyTCcTBUM. «MOW NTEHYUK MOAPACTET, B
CIyk0y TApCKyI MOUIET»; «ITUM HIM
HE CTOSTh O€30TXOAHO; MPOJIETHUT, MPO-
MEJIBKHET TBOE NeTcTBOY»; «He Tyxku, 4To
TBI MOJIOJI, YTO THI OTPOK: U TENEPh MOXKET
ObITh TeOe crmyx0a! Her3nauaii Bons bora
no30BET yenoBeka!.. M teneps Oynb roToB
€XKEJTHEBHO, exedacHo!». HetpyaHo 3ame-
TUTb, YTO NIPUBEIEHHBIE CYyCAHUHCKHUE pac-
CY)KJIEHUSI MMEIOT HE TOJIBKO HIEHHO-CO-
JiepKaTeIbHy0 OOIIHOCTh. B Kaxaom u3
HUX 00pa3 repomyeckoro Oyayuiero Banu
IpeACTAET B PA3JIMYHBIX BPEMEHHBIX I'pa-
JAUWsIX, OTPa)XalIIMX pa3sHyl CTENEHb
WHTEHCUBHOCTH WU CKOPOCTH IPOTEKAHMS
«BpEeMEHM OTpoyecTBa». Bo3HuKaeT cBoe-

33

oOpa3Hasi Tpé€xdTamHas Mporpeccus — OT
HEKOEro HeompeaeaEHHOTo Jaa€Kkoro Oymy-
mero («IIteHunk noopacmém...») u npu-
ommxkaromerocst  Oymymero («nponemum,
NpoMenvbKHém. . .IETCTBO») M0 OyIyIIero,
MaKCUMaJIbHO OJIM3KOT0, KOTOPOE YK€ rpa-
HUYHT C HACTOAUINM («menepb Oydb TOTOB
edceOHeBHo, exceuacHoy). CUMBOIMYECKOE
npuOIMKEHHE BPEMEHHOW T'PaHUIIBI MEX-
Iy JOETCKUM W B3pocibiM ObiTheM Banu
TOTOBHT €T0 TIEPEXO/T U3 COCTOSTHUSI «NHeH-
ya»-ManbiiKa B TEPOUYECKUHN CTaTyC co-
Kona-1o0pa MO0/ — TBOPIA U HOCUTES
HAPOJHO-MCTOPHUYECKOTO BPEMEHH.
[TepexogHoe «Bpems oxujganus» Banu
TIEPEPaCTaET B €r0 «INIHOE» BPEMsI B CUTY-
aruu OyKBaJIBHOTO TPOCTPAHCTBEHHO-BPE-
MEHHOTro TNyTU. HouHoe TmepeABUKECHHE
MO JIeCy MpPENeiabHO YCIOXKHSET YCIOBHUS
«MHUIUAIAI» TIOAPOCTKA, HO OJHOBPEMEH-
HO 00JIeryaeT, «yIpoIlaeT» ero BXOXKACHHE
B HCTOPHKO-TEPOMUYECKOE BpPEMS CIOXKETA.
NHTeHCMBHOE BHYTpPEHHEE B3pOCIICHUE
Banu mosBosisier BBIAEIUTH THUI 0CO00TO,
MEPCOHAILHOTO BPEMEHH 3TOTO MEPCOHAXKA
— IICHXOJIOTUYECKU-YCKOPEHHOTO0. B HEM OT-
paxkaeTcsi YyBCTBO TIIYOOKOM JIUYHOU TIPH-
YACTHOCTH IOHOTO Tepos K obwjemy Jeny,
€ro TOTOBHOCTHU NMPUOOIIUTHCS K «OO0JIBIIO-
MY» UCTOPUYECKOMY BPEMEHH CTPAHBI.
O06pa3 «OoNbIIOro» BPEMEHU B MAaKCH-
MaJIbHO BO3MO)KHOM TIOJTHOTE PACKPHIBAETCS
B snmutore. Kputepuio mMoiHOTH B TaHHOM
cllydae OTBEYAaeT pPa3HOYpPOBHEBas CTPYK-
Typa BPEMEHH: 3[I€Ch MPOUCXOIUT «BCTpE-
Ya» JByX THIIOJIOTHYECKH PAa3IMIHBIX
BPEMEHHBIX JIMHUM — HUCTOPUYECKOU U Cce-
MeitHo-Onorpadudeckoil. B obmmii moTok
«OO0JIBIIOr0» BPEMEHH BIUBACTCS «MAJIOE,
yacTHOE BpeMmsi: uctopusi cembu CycaHuHa
CTaHOBUTCSI HEOTHEMJIEMOM YacThIO HCTO-
pum rocynapctBa. [paHUIBI CHIOMHHYTHO-
rO HACTOSIIETO Pa3BUTAIOTCS MPOILIBIM
(B MemopHasibHOM yecTBOBaHMM CycaHuHa)
Y 4aeMbIM OyIylliuM, MepcoOHU(UIPOBaH-
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HeIM ¢urypoit maps («a Oyner deccmep-
men TBOM Hapckuit poa!»). Beunas namsth
o CycaHuHe OKa3bIBaeTCsi B OJIHOM II€H-
HOCTHO-CMBICIIOBOM TIOJIE€ C THUIIOTETHUYe-
ckuM OeccmepTHeM AMHACTHH PoMaHOBBIX
U OBITHMIHOW BEYHOCTBHIO CTpaHbl. Kowueu-
HOCMb KU3HU TE€pOsi CTalla CBOETO pojia 3Ha-
KOM HAYaIbHOCMU KA3HU OTEYECTBA — €r0
«HOBOH HcTOpHUN»: «BeHUaHne Ha HapCTBO
nepBoro u3 POMaHOBBIX OTKpBIBAET MEPBYIO
ctpanuiy Hosoro Bpemenm» [3, c. 310].
Nrak, BpeMEHHOE LIeJI0€ ONEPHOTrO CHO-
kKeTa SIBJISET cO00# CUCTEMHOE, MOIUCTPYK-
TypHOE€ 00pa3oBaHUE, MPEICTABICHHOE
B CIMHCTBE KOHTUHYabHOCTH M JHUC-
KPETHOCTH, JIMHEWHOCTU M UUKIWYHOCTH,
«OOBEKTUBHOCTU» U «CYOBEKTHBHOCTH.

Tunonoruueckoe u (QyHKIHMOHAIBHOE pa3-
HOOOpa3ue BpeMEHHBIX JINHUI CIOCOOCTBY-
€T CO3JJaHHI0 MCUYEPIBIBAIOLIECH MTOTHOTHI U
MHOTOMEPHOCTH BPEMEHHOTO KOHTHHYyMa
CIO)KETa, BOIUIOLIAIOIIEr0 HAI[MOHAIbHOE
«JyBCTBO BPEMEHU» M «UYBCTBO HCTO-
pum». OHa (UCTOpUS) «...OMpEaeCT HAILY
KU3Hb U CyIb0Y, a TAKKE Hallle MUPOIIOHU-
MaHH€; HO B TO K€ BpeMsl B JIF0O0 MOMEHT
XOJl HICTOPUU MOXKET OBITh M3MEHEH HaIIH-
MU JICUCTBUSIMH U J1a)KE€ BBHICKA3bIBAHUSIMH.
Mgl 1 CyOBEKTBI HCTOPUH, K OOBEKTHI €. ..»
[10, c. 378]. Bpemennas chepa omnepHOro
CIOKETa, TaKUM 00pa3oM, TEHEPUPYET €ro
UCHHO-CMBICIIOBOE TI0JIE U SIBJIAETCS 3HA-
YUMBIM KOMITOHEHTOM  XyJIOKECTBEHHOM
KapTHUHBI MUPa MPOU3BEICHUS.

< AUTEPATYPA (<>

1. baxtun M. M. Dcreruka cnoecHoro TBopuectBa / coct. C. I. Bowapos. 2-e¢ u3n. M.:

HckycctBo, 1986. 445 c.

2. banup I Ilostuka npoctpanctsa. M.: An Maprunem Ilpecc, 2014. 352 c.
3. Bupomnaiinen M. H. Uctopudeckue meramop¢o3sl pycckoii cnosecnoctu. CII0.: Amdopa,

2007. 495 c.

4. 3enxkus K. B. My3pika — Diinoc — Bpems. A. @. JloceB ¥ rOpU30HTHI COBPEMEHHOM HayKu
0 My3bIke. M: [TamsaTHUKM ncTOprueckoi Mbiciu, 2015. 464 c.
5. Jlepaméra O. H. Muxaun MBanouu Iuuka: monorpadus. B 2 xu. Ku. 1. M.: My3bika,

1987. 381 c. (Kinaccuku My3bIKainbHOM KyJIbTYpBI).

6. OxeroB C. U. CnoBaps pycckoro si3bika. M.: CoBerckas snuukionenus, 1970. 900 c.
7. CeBactpsinoBa C. C. BpeMss u mpoCTpaHCTBO B SKPaHHOM MYy3bIKaJbHOM Tearpe //

@unocodus u kynsrypa. 2013. Ne 2. C. 197-209.

DOI: 10.7256/1999-2793.2013.02.7.

8. Cunoposa M. A. IIpocTpaHCTBEeHHO-BpEeMEHHAas OpPraHU3alns TEKCTAa MHTPOIYKIIUH OTIEePhI
«Ku3znb 3a maps» M. U. I'TuHKHM B KOHTEKCTE pycckoi uctopuu // IIpoGnembl My3bIKaTbHON HAyKH.
2018. Ne 4. C. 34-42. DOI: 10.17674/1997-0854.2018.4.034-042.

9. Cnexrop /I. M. BeunocTh mpocTpaHcTBa W BpeMeHHM M uX oOpamienue / @unocopus u
KyneTypa. 2016. Ne 12. C. 1631-1638. DOI: 10.7256/1999-2793.2016.12.2084.

10. Teopust nmurepatypsl: yued. nocobue. B 2 1. T. 1. Teopust XynoKeCTBEHHOTO TUCKypca.
Teopernueckas nostuka / nox pea. H. /1. Tamapuenko; H. 1. Tamapuenko B. U. Troma, C. H. bpoiitman.

2-e u3a. M.: Axagemus, 2007. 512 c.

11. Demchenko Alexander I. Universal Art Studies: Theory and Practice // Problemy muzykal'noj
nauki / Music Scholarship. 2018. No. 3, pp. 102-108. DOI: 10.17674/1997-0854.2018.3.102—-108.



2019,4 The Creative Worlds of Musical Compositions P

06 asmope:

CugopoBa MapuHa AJiL0epTOBHA, KaHIUIAT MUCKYCCTBOBEACHUS, JOIECHT Kadeaphbl
HCTOPUH U TEOPUH MY3bIKK, MarHuToropckas rocygapcTBeHHas KOHCEpBaTOpHs (aKa1eMHusl)
umenu M. U. I'munku (455036, . Marauroropck, Poccus), ORCID: 0000-0002-1102-3887,

opus949@gmail.com

< REFERENCES <>

1. Bakhtin M. M. Estetika slovesnogo tvorchestva [The Aesthetics of Verbal Artistry]. Comp.
by S. G. Bocharov. 2nd Ed. Moscow: Iskusstvo, 1986. 445 p.

2. Bashlyar G. Poetika prostranstva. [The Poetics of Space]. Moscow: Ad Marginem Press,
2014. 352 p.

3. Virolainen M. N. Istoricheskie metamorfozy russkoy slovesnosti [The Historical
Metamorphoses of Russian Literature]. St. Petersburg: Amfora, 2007. 495 p.

4. Zenkin K. V. Muzyka — Eydos — Vremya. A. F. Losev i gorizonty sovremennoy nauki o muzyke
[Music — Eidos — Time. Alexei Losev and the Horizons of Modern Music Scholarship]. Moscow:
Pamyatniki istoricheskoy mysli [Monuments of Historical Thought], 2015. 446 p.

5. Levasheva O. N. Mikhail Ivanovich Glinka: monografiya. V 2 t. T. 1 [Mikhail Glinka:
Monograph. In 2 Volumes. Vol. 1]. Moscow: Muzyka, 1987. 381 p. (Klassiki muzykal'noy kul'tury
[Classics of Musical Culture]).

6. Ozhegov S. L. Slovar' russkogo yazyka [Dictionary of the Russian Language]. Moscow:
Sovetskaya entsiklopediya, 1970. 900 p.

7. Sevastyanova S. S. Vremya i prostranstvo v ekrannom muzykal'nom teatre [Time and Space
in the On-Screen Musical Theater]. Filosofiya i kul'tura [Philosophy and Culture]. 2013. No. 2,
pp.- 197-209. DOI: 10.7256/1999-2793.2013.02.7.

8. Sidorova M. A. The Spatial-Temporal Organization of the Text of the Introduction to Mikhail
Glinka’s Opera “A Life for the Tsar” in the Context of Russian History]. Problemy muzykal'noj
nauki / Music Scholarship. 2018. No. 4, pp. 34-42. DOI: 10.17674/1997-0854.2018.4.034-042.

9. Spector D. M. Vechnost' prostranstva i vremeni i ikh obrashcheniye [The Eternity of Space
and Time and Their Circulation]. Filosofiya i kul'tura [Philosophy and Culture]. 2016. No. 12, pp.
1631-1638. DOI: 10.7256/1999-2793.2016.12.2084.

10. Teoriya literatury: ucheb. posobie. V 2 t. T. 1. Teoriya khudozhestvennogo diskursa.
Teoreticheskaya poetika [The Theory of Literature: Textbook. In 2 Volumes. Vol. 1. Theory of
Art Discourse. Theoretical Poetics]. Ed. by N. D. Tamarchenko; N. D. Tamarchenko V. 1. Tyupa,
S. N. Broytman. 2nd Ed. Moscow: Akademiya, 2007. 512 p.

11. Demchenko Alexander I. Universal Art Studies: Theory and Practice. Problemy muzykal'noj
nauki / Music Scholarship. 2018. No. 3, pp. 102-108. DOI: 10.17674/1997-0854.2018.3.102—108.

About the author:

Marina A. Sidorova, Ph.D. (Arts), Associate Professor at the Department of History
and Theory Music, Magnitogorsk State M. I. Glinka Conservatory (Academy) (455036,
Magnitogorsk, Russia), ORCID:0000-0002-1102-3887, opus949@gmail.com

&P

35



6\/6\ Xy,AO)KQCTBeHHbll;I MWD MY3blKaAaAbHOTIO MPOM3BEAEHNA 2019/4
ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2019.4.036-045
VJIK 782.1

H. B. KOPOJIEBCKAASA

Capamosckas 2ocyoapcmeennas koHcepeamopus umenu JI. B. Cobunosa
2. Capamos, Poccus
ORCID: 0000-0002-8764-8058, nvkoro(@gmail.com

MHuTepTeKkcTyaAbHbIM 3amMbiceA «Opecten» Cepres TaHeeBa:
B MOMCKaX aBTOPCKOro CMbICAQ

[IpenmeTrom aHanu3a HACTOSIIIEH CTaThbU SABISETCS «aBTOPCKOE CJOBO» B TPUIIOTUU
Cepres TaneeBa «Opectes». OTTanKkuBasch OT CHCTEMATU3allMH AaBTOPCKUX KOHIENTYAJIbHBIX
BBICKa3bIBaHUU B KaHpE oOmnepbl My3blkoBena Mapuubel Paky, mpennosnararomux TOYEUHYIO
BepOaJIbHYIO JIOKAIHU3AIIHUIO B COOTBETCTBUHU C IMTOHSITUEM «CJIOBOY», aBTOP MCCIIETOBaHUSI PACHINPSET
MIpeCcTaBlIeHHE O JAHHOM (PeHOMEHE KaK SIBJIEHUH ITPOLIecCyaIbHOro xapakrepa. « CioBo» BbI3peBaeT
Ha MPOTSHKEHUU PA3BUTHSI ONEPHOTO JAECHCTBUS U B HETIOCPEICTBEHHOM CONMPUKOCHOBEHHH C HUM
oOpeTaeT cBOE CTaHOBJIEHHE. ABTOPCKOE «CIIOBO» paccMaTpUBaeTCsl Kak TMHAMHUUECKas CMBICIIOBAs
CTPYKTYpPa B COOTBETCTBUU C IOHATUEM «CMBICID), KATErOpuel AMHaMUYECKOTo nopsiika. BHumanue
aBTOpa pabOThI COCPEAOTOUEHO Ha BBISBJICHUH INTyOUHHOTO MY3bIKaJIbHO-KOHIENTYaJIbHOTO CIOJKETA,
OTpaXXaroIIero CTAHOBJICHNUE OCHOBHOM UACHHON yCTAaHOBKH KOMITO3UTOPA, IOy Uarolei BepoarbHOe
BBIPaXXEHHE B MOMEHT «CMBICJIOBOTO B3pbIBa», MPUBOISIIETO CTAHOBJIEHHUE aBTOPCKOM MBICIU K
nosiHoOM sicHocTH. B «Opectee» TaneeBa Takast CTpyKTypa, OXBaTbIBAIOIIASL TPX YAaCTH TPHIJIOTHH,
o0OpeTaeT MHTEPTEKCTyaJdbHYI0 (POpMy, OTChbUIas K ONEpHOMY TBOpUYecTBy Barnepa, compsras B
[IyOMHHOM HHTEPTEKCTYyaJIbHOM «CIOXKETe» JBM)KEHHE OT 00pa3oB s3blyeckoro Muda («Kombio
HUOETYHIa») K XpUCTHAHCKUM KoHLeNTaM («JIosHrpun»). Tem caMbIM UHTEPTEKCTyalbHBIN, YUCTO
MY3BIKaJIbHBIA IUIaH OMEpbl MOCPEICTBOM BBIBEPEHHON CHCTEMBI OOpa3HBIX COOTBETCTBHN (Med
Hotysr — pazsiuit meu youiin, 3urmyna — Opect, Banbkupuu — Opunuu, JIosHrpuH — Anonsion)
NpUIAET CTAHOBJIEHUIO aBTOPCKOM KOHLEHIIMH 0CO0YyI0 pelbeHOCTh pa3BEPTHIBAHMS «OT Mpaka
K CBETY» U CTAaHOBUTCS TOM MPU3MOM, CKBO3b KOTOPYIO aHTUYHBIN CIOKET 0OpeTaeT MpoYTeHHE B
CBETE XPUCTHAHCKHUX [IEHHOCTEH.

Knrouesbie cnoBa: «Opecres» TaneeBa, Barmep, aBTOpckoe CIOBO B OIEpe, MHTEPTEKCT,
CMBICJIOBOM B3pBbIB.
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Cepres TaneeBa: B mouckax aBropckoro cmbicia // Ilpobiemsl my3bikanbHOM Hayku. 2019. Ne 4.
C.36-45. DOI: 10.17674/1997-0854.2019.4.036-045.
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The Intertextual Conception of Sergei Taneyev’s “Oresteia”:
In Search for the Author’s Meaning

The object of analysis of the present article is “the author’s word” in Sergei Taneyev’s trilogy
“Oresteia.” Starting from a systematization of the authorial conceptual utterance in the genre of
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opera by musicologist Marina Raku presuming a precise verbal localization in correspondence
with the concept of “the word,” the author of this research expands the perception of the present
phenomenon as an occurrence of procedural character. It matures during the course of the
development of the operatic action and in direct tangency with it acquires its own formation.
The authorial “word” is examined as a dynamic semantic structure in correspondence with the
concept of “meaning,” a category of dynamic order. The attention of the author of the verbal text is
concentrated on the disclosure of a profound musical-conceptual storyline, reflecting the formation
of the basic ideal notion of the composer who wrote the verbal text, which receives verbal expression
at the moment of “semantic explosion,” bringing the formation of authorial thought to complete
lucidity. In Taneyev’s “Oresteia” such a structure, spanning all three parts of the trilogy, acquires
an intertextual form, referring to Wagner’s operatic words, interconnecting in a deep intertextual
“plotline” the movement from images of pagan myth (“Der Ring des Nibelungen”) to Christian
concepts (“Lohengrin”). Thereby, the intertextual, purely musical plan of the opera by means of
a coordinated system of figurative correspondences (the sword Nothung — the annihilating sword
of killers, Siegmund — Orestes, the Walkyries — the Erinyes, Lohengrin — Apollo) endows the
formation of the author’s conception a special prominence of unfolding “from darkness to light”
and becomes that prism through which the Ancient Greek storyline acquires an interpretation in
light of Christian values.

Keywords: Taneyev’s “Oresteia,” Wagner, the authorial text in opera, intertext, semantic
explosion.

€l1b CTaTbU — pACIIMPUTH MpPEd- BBICTYNAET HA MOBEPXHOCTh CHOXKETA, BbI-
CTaBJICHUSI OO0 aBTOPCKOM «CJIO- JICJISISICh W3 OOIIEero KOHTEKCTa CBOUM
Be» B omnepe, chOpMHUPOBABIIMECS  MOAYEPKHYTO HPABOYUUTEIBHBIM Xapak-
B uccnenoanuu M. I. Paky [6], tne mana  Tepom. [logoOHBIN BUJ KOHIENTYalbHbIX
CHCTEMa pealHu3allii aBTOPCKUX yCTa- BbICKa3biBaHWU Paky OTHOCUT K paspsay
HOBOK, CJIO)KMBIIMXCS B OIEPHOM AHpPE  «IPSAMOr0 KOMMEHTapus», Npeamnoara-
Ha MNPOTSHKEHUU €ro 3Boionuu. [[o MHE-  IOMIEr0 «KOHKPETHOCTbh, AUIAAKTUYECKYIO
HUIO HCCJIE0OBATENs, TAKOE «CJIOBO» CO-  3aBEPIIEHHOCTH CMbICHA, CIUSIHHOCTh MY-
CTaBJISIeT KOHIIENTYaJlbHOE BBICKA3bIBA-  3bIKAJIBHBIX U BEPOATBHBIX COCTABISIONINX
HUE, TOKA3bIBAIOIIEE «OTHOIICHUS aBTOpAa IO/ 3HAKOM BepOalibHOT0», BHICTYIIAIOIIIE-
K pacCKa3aHHBIM COOBITHSIM, 3a9aCTyIO IBJsI-  TO «B (opMe KOMMEHTapusi-pe3oHEpa...
IOIIeeCs] CBOCOOpa3HBIM “‘CTYCTKOM™ HJEH-  OTUYXKIEHHOTO  KOMMEHTapHs-BBIBOAAY
HOT'O COJICpKaHMS MMPOU3BEACHUS» [TaM e, [Tam xe, c. 8].
c. 2]. OgHako MOMOOHBIE KOHIICTITYaJIbHBIC AduHy HEUCTBUTENIBHO MOXHO OTHE-
BBICKA3bIBAHMSI MMEIOT HE TOJBKO TOYEY- CTH K «PE30HEPCTBYIOIIMM» IEPCOHAKAM,
HO-JIOKaJIbHOE 3HAYEHUE, HO M BKJIIOUYEHBI  CYIIECTBYIOIIMM OJHOBPEMEHHO «Ha JIBYX
B CIOKETHO-IIPOLIECCYaTIbHOE JBWIKEHUE, JAPAMAaTypruyeCKuX YpPOBHSX — KOHIIEN-
OTpaXKarolllee CTAHOBJICHUE CaMOM MBICIM  IMOHHOM M CIOKETHOM: HaJ JEHCTBUEM M
aBTOpa, 4To OyJIeT pacCCMOTPEHO Ha OCHOBE  BHYTPH HEro» [Tam ke, c. 9]: oHa mosBis-
tpuiioruu C. 1. TaneeBa «Opectes». €TCAd B CTPOr0 OTBEAEHHOE €U CIOKETHOE
Omnepa TaneeBa — sipkuil puMep JIOKa-  BPEMs, HO IVIaBHAsA €€ MHCCHUSA 3aKJII0Ya-
JU3alHU «CJI0Ba» OT aBTOpa. BioxkeHHOE €eTcsd B ONIALIEHUH OCHOBHOTO HIEHHOIO
B ycta AduUHBI, OHO ¢ 0C000¥ YETKOCTBIO  BBIBOJIA MPOU3BEACHHS. XapaKTepHOE IS
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(hOpMBI IPSIMOTO KOMMEHTAPUSI «OTUYXke-
HUE OT JieicTBUs» B «Opecteey o0ycioBe-
HO BJIMSTHUEM «HJIEM aHTHYHOTO XOpa» [Tam
xe]. [locmeaHuit BIsSETCSA YacThIO U «JIpa-
MaTypru4ecKkoro npoCcTPaHCTBa» OINEphI, U
MoHoJioTa AQUHBI, C KOTOPBIM 3aKIIFOUHU-
TenbHas xoposas «Cnasa!» obpasyeT oIHO
KOMIIO3UILIMOHHO-CMBICJIOBOE 1IEJI0€.
3amaya KOMMEHTApHUs-BBIBOJA — «HAHU-
0osiee KOHKPETHOE BBIpaXKEHHE aBTOPCKOM
no3uum» [Tam xke, c. 10-11], a uccneno-
BaTesIMU YK€ oOpamiajioch BHUMAaHHE Ha
TO, UTO B 3TOH OMNEpe MOTYUUIIO BhIPAKECHHE
HpaBcTBeHHOE credo camoro Taneesa: «Ilo-
cienHue cioBa (mepes 3aKIOYUTETbHBIM
XOPOBBIM CllaBieHUEM A(HUHBI) KOHIIEHTPH-
PYIOT U0 TPOU3BECHNUS; X TPOU3HOCUT
cama O6orunsa myapoct: “Kto cepaedyHbim
MOKasTHbEM M CII€3aMH I'PEX OMBLI, KTO OUH-
CTWJICSI CTpaJaHbeM, TOT MPOIICHbE 3aCIy-
KuJl... [IycTp OTHBIHE M 10 BEKa HE pa3aop,
HE KpOBb 32 KpPOBb, HO YJIEJIOM YeJlOBeKa
Oyner kpotocth u J000BbL”. ITlocnmennee
CJIOBO TYyT KJtoueBoe» [4, ¢. 112]; «...Hano
MPU3HATh SIBHOE COOTBETCTBHE IJIaBHOM
UJeu TPOU3BEJECHUS BCEMY MOPAIbHOMY
OOJIMKY KOMIIO3MTOpPA, €TI0 YeIOBEYECKOU
UHAMBUyadbHOCTHY [10, c. 294].
Boigenennio «aBTopckoro cioBa» (co-
CPEIOTOUYEHHOTO B MOHOJOTe AQUHBI) BO
MHOTOM CIOCOOCTBYET €ro cojepKareib-
Hasi apaJIoKCaIbHOCTh, UOO MHIIOCEPAHAS
Aduna y TaneeBa B KOHTEKCTE SI3bIYECKO-
ro muda roBOpUT Ha S3bIKE IMPaBOCIaB-
HBIX KOHLENTOB, YTBEPKIAIOIIUX TyXOB-
Hble Ojara B JKH3HH YEJIOBEKa M OOIIECTBA
(«Coctpananbe U NPOLICHbE JIOISAM S A0
B yzem» [8, ¢. 344]). Torna kak BOUHCTBEH-
Hast AdunHa Dcxuna, oTJaBas CBOU «Kame-
mek» 3a Opecrta, U3MeHss 00IUK DPUHMMA
Y MpUIalas uX HaBeKu MOCEUTHCS B CBO-
€M ropoje, meyéTcsi o0 Orarax marepuaib-
HoM *ku3HU: «IlycTh BeuHO 311€Ch TpedyaeT
usoounue / Ilnooos zemnu, nycmo myuuvie
pacmym cmaoa, / M poo nodckoii nycms
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mHoxcumcesy, «llocubnem cemsi 0ep3xux u
3anocuusvix. /| Kak zemnedeney, s xorena
6 BbImonoTh / CopHsk, 4TOO HE TITYUIWI OH
brazopoonwiii yeem. <...> UYmob eeuno o6wvin
Mou 2opo0 nobeoumenemy, «llommure u3
Mpaka Ha cBeT / Bc€, uto ropoy ciy’uT Ko
onaey! [kypcus moit. — H. K.]» [9].

HpaBoyuenue Adunbl, mpornoBeaHuue-
ckas cymHocTh e€ moHosora y C. 1. Tane-
eBau A. A. BeHkctepHa — aBTOpa TuOpETTO
(ecam UCXonUTh U3 BEpOATHLHOTO AJIEMEHTA,
101 3HAKOM KOTOPOT'0, COTVIACHO BBILIETIPHU-
BenéHHou (opmyne M. Paky, mpouutbiBa-
€TCSl «IPSIMOM aBTOPCKUI KOMMEHTApUII»),
NEHUCTBUTEIIBHO BOCIIPUHUMAETCS KaK pe3-
KUM BUPAXX U3 aHTHYHOM MHUPOBO33pEHYE-
CKOWM CHCTEMBI B XPUCTHAHCKy10. OJHAKO
UTOTOBasi BepOabHask SKCILTUKALIMS MBICIH
aBTOpa IMOATOTOBJIEHA JIUTEIbHBIM, OXBa-
THIBAIOUIUM JIEHCTBUE MY3bIKaJIbHO-/Ipa-
MaTHYECKUM CTaHOBJICHHEM, oObecrneyu-
BalOIMM IIOCTENEHHOCTh U IUIABHOCTH
nepexofa U3 OJHOro KyJIBTYpHO-MHPOBO3-
3pEHUYECKOro KOHTEKCTa B pyroil. OH He-
3aMETEeH M0 OJHOM NpHUYMHE: aBTOpCKas
MHTEHIUsI OOHapyXUBaeT ce0s B MHTEp-
TEKCTyaJIbHOM OOJIaYeHHH, OTChLIAOIIEM
K BAarHEPOBCKUM ONIEPHBIM TEKCTaM.

N panee B «Opectee» TaneeBa orme-
yajau «IIpucyTcTBue» Barnepa, B 4ém oco-
OCHHO TMpeycriena My3bIKaldbHas KpPUTHKa
C €€ HEMOCPEICTBEHHOCThIO CIIyXOBOTO
BOCTIPUSTHS HOBOU MY3bIKH, MOMEHTAJILHO
CXBaThIBAIOIIEH aKTyalibHbIE CBA3U. CKOpee
BCETO, B CUJTy UMEHHO ATHX OCOOCHHOCTEH
CIIyXOBOW YCTAHOBKH IEPBBIX CIIyILATENEH
BinusHUe Barnepa Ha «Opecrero» oTMmeua-
JIOCh B OCHOBHOM B OOJIaCTH TapMOHUU H
MHCTPYMEHTOBKHU, U MPEXKIE BCEro B CBS-
31 ¢ YBEPTIOPOW K TPWJIOTMHM DCXMJIA, KO-
TOpas, Kak M3BECTHO, B OIlEpy HE BOIILIA
U TIpelCTaBisieT coOO0M CaMOCTOATEIBHOE
npousBeaeHue [2, c. 144—145]. Ho nukorna
3Ta mpodiieMa He MoyJyaia CHelHalbHOTO
OCBEIICHHSI U TeM Oojiee He BBIXOAWJIA Ha
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YPOBEHb BBIABICHUS WHTEPTEKCTyalbHBIX
CBS3EH.

[IpensitcTBUEM Ui yrmyONE€HHOTO HC-
cienoBaHus oTHoueHn TaneeBa u Barue-
pa MOCIYKWJIO HETaTUBHOE BBICKA3bIBAHUE
Ha 3Ty Temy camoro TaneeBa: «Barnep
MEHs B BBICIIEH CTENIEHU 3aUHTEPECOBAJ,
B 0COOEGHHOCTH B OTHOIIICHUU TAPMOHUH H
MHCTPYMEHTOBKH. MHOTOMY Yy HETO MOKHO
HAy4YUTbCs, MEXY IIPOUYUM, U TOMY, KaK HE
cieayeT nucath onepbi»'. OnMHAKO UMEHHO
BArHEPOBCKHI MHTEPTEKCT CTAHOBUTCS JIJIA
TaneeBa MyTEBOAHOW HUTHIO, OMPEIMEYU-
BAIOLIEH aBTOPCKYIO MBICIIb, JTBHKYIIYHOCA
B pyclie 4y>KOoro o0Opa3HO-CMBICIOBOTO CO-
Jep>KaHus U B TMAJIOTe C HUM OOPETAIOIIYI0
COOCTBEHHBIN COAEPKATEIbHBII KOHTYP.

BaruepoBckuii MHTEpTEKCT, 00pa3ylo-
it B «OpecTtee» CKphIThIM 00pa3HbIH I1aH
Ha OCHOBE AJUIIO3UMHOM aKTyaJIM3aluy He-
CKOJIbKUX JIEHTMOTHBOB, — Me€ua, CYIbOBI,
TParu4eckoro U repouveckoro poaa Bemnb-
3YHIOB, MOJIETA BAJIBKUPUM U JI0O3HTpUHA —
nocinanHuka ['paans, — BeICTpanBaeTcs Kak
OTIIETIbHBIN CBEPX-CHMKET, OXBAThIBAIOIINI
JEUCTBUE TPUIIOTHH.

Mey

3HaKOM, BBOJSIIMM B BarHEPOBCKHIA WH-
TepTekcT «Opecteny, sBisercs pandapHbIi
C dur, oTrcbutatonuii K JEUTMOTHUBY Meua
teTpasioruu. [Ipu akTyanuzanuu 3Toil TeMBbI
muist TaHeeBa ObUT 3HAYUM TIPEXK]IE BCETO €€
NpeIMETHBIN cMbICT (Opyaue yOHUiicTBa).
Ho B omnmume ot BarnepoBckoro Hotynra,
OKPY>KEHHOTO aypoil MOJIOXKUTEIIBHOTO Te-
pOsi KaK 3aCTyHUKA JIIOOBU B MPOTHUBOCTO-
SIHUU C KOMTbEM BJIACTH (JIBa MOEAMHKA MeYa
u kombsi B «Bampkupum» u «3urdpumae»
¢ HauOoblIeld YETKOCThIO OOHAXalT OC-
HOBHOW HWJACHHBIM KOH(MIUKT TETPaJOTHH),
€ro CYIIHOCTh B KOHTEKCTE «KPOBAaBOTO»
crokera «OpecTen» paauKalIbHO Iepe-
ocMmbiciieHa TaHeeBbIM, «BKIIAJIBIBAIOIIIIM)
MeU B pyKH YOHIHIL.
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OTOT MOTHB IOJIy4aeT JBOWHYIO DKC-
NO3UIMIO B mapTusix Oructa u Kiouremne-
CTpbI, OTMEUEHHYIO TOYTH OyKBaJbHBIM
COBITAJICHHEM CJIOB, OTPAXAIOIIUX TOTOB-
HOCTb K youictBy («Ilopa npumna! S mpu-
30BY BCE MY»KECTBO MOE»* U «MyKeCTBO B
JyIIe MOCH KUIUT»’), U TPSIMOE yKa3zaHHe
Ha MpeanojsaraeMoe opyaue yOuicTBa B
MPONOIDKCHUN peruinku  KimtemMHecTpsi,
yke 3a npegenamu pandapsr: «...M HeHa-
BUCTh K LIapI0 MHE pYKY YKPENHT [KypCUB
Moit. — H. K.]»*%).

NuteprekcryansHocts C dur’Hoit daH-
(apsl JIETKO MOXKET OBITH OCIIOPEHA B CHITY
MPUHAIIICKHOCTH 3TOH HWHTOHAIMU, HO-
CUTEJIBHULIBI TEePOMYECKOM CEeMaHTHKH,
«BceM U HUKOMY». He cmocobcTByeT MH-
TEPTEKCTyaIbHOMY MPOYTEHUIO MOTHBA U
ero (hakTypHO-pUTMHUYECKOE OPOpMIICHHUE,
JUIIAIONIEee ero Y€TKOCTH TeMaTUYeCKOTro
KOHTYpa, 3HAYMMOCTh KOTOPOTO Ha JTare
AKCIIOHUPOBAHUSI OCOOEHHO BEJIMKA, YTO
Xopouio nmoHuMan Baruep, ucnonb3oBaB-
TN TIPY BBEJICHUH HOBBIX MY3BIKAJIbHBIX
CHUMBOJIOB MPUEM MHOTOKPATHOTO IMOBTO-
peHusl.

OnHako OCHOBAaHMEM HHTEPTEKCTY-
aJlbHOU CYIIHOCTHM MOTHBA SIBJISIETCS €T0
JaJibHENIIIee BapUaHTHOE pa3BUTHE B pam-
Kax HMKOHMYECKoro 3HaueHus. Ha ocHoBe
C dur’noit ¢pandapsl B KOHTEKCTE CTaHOBS-
mierocs neictBus (yOuicTBo AraMeMHOHA)
poXmaeTcs emeé OAWH, TUIACTHYECKH Oojee
KOHKPETHbIH 00pa3 — passimuid yaap Mme-
YoM, MepelaHHbIi PUTMOMHTOHAIIMOHHOM
dbopMmynoii, comepkamieii B cebe «3aMax»
(B37ET 1IECTHAIIATHIX U3-3a TAKTa) U PE3KO
aKIIEHTUPOBAHHBIN, HAMPABICHHBIA CBEPXY
BHU3 KBUHTOBBIN «yaap» (mocie cioB Oru-
cta «OauH W3 HAC MOTHOHYTH JIOJDKEH!»)
[8, c. 33].

3HaYUMOCTh 3TOH  (opMynbl  TOA-
TBEP)KIAaeTCsI TEM, YTO OHA MOCITYXHIIa
OCHOBOM  OpPKECTPOBOIO  COMPOBOXK]IE-
Husi mnepBoro Allegro nysra Orucra u
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Kinuremuectpol («3n07es cMepTh Bparam
yroga OyAeT, TOCTOUH Ka3HU OH» [TaM XKe,
c. 45]), crnnauMBarolIero repoeB B MOPHI-
BE OTMIIEHHUs, a e€ Hauboliee ycTpallaro-
M BapUaHT MPEACTAET KaKk OpKEeCTpoBas
WJUTIOCTpaLUs COCTOSBIIErocs yOuiicTBa,
0 MOJAPOOHOCTAX KOTOPOTO MBI y3HAaEM U3
paccka3za Kimremnectpsl («...M crpam-
HbIIl HaHecna yaap, IOTOM JApPYToi» [Tam
xe, ¢. 124]), — HuU3Beprarmumics Kackas
KBUHT, 3a0CTPEHHBIN NMyHKTUPHBIMU PUT-
MaMU U akKI€HTaMH, CJIIOBHO JalOIUMU
OILYyTUTb MIYOUHY, TSHKECTh U OCTPOTY Ha-
HOCHUMBIX YIapoB (C COXpaHEHUEM TOHAJb-
Hoctu meda C dur).

OTMeTUM HUCTOJIb30BaHUE MOTHBA Meda
B uepene BuaeHuit Kaccanmpsl, riue on ¢u-
TypUPYET KaK METOHUMUYECKUN 3HAK, CUM-
BOJIM3UPYIONIMI 3aHECEHHYIO M yaapa
PYKy yOUHIl: B 000X CITydasiX MPOBUICHUS
00pa3oB manadeit ucronbp3zoBanue pandapsi
CBSI3aHO CO cJIOBOM «aa» («Ho ato uto? An-
CKasl CeTh, MOKpbIBaI0 cMepTu!», «IIpuBer-
CTBYIO 51 Bac, BopoTa agal» [Tam xe, c. 99,
117]).

Takum oOpa3zoM, MHOTOBapHaHTHOE HC-
MOJIb30BAaHUE OJJHOTO U TOTO XK€ MOTHBa B
CUTYyalUsIX, QUKCUPYIOMINX MPECTYIUICHUE
Oructa u KiautemMHecTpsl B pa3iMdHbIX
BPEMEHHBIX pakypcax (Kak CTaHOBSIIEecs
U CTaBllee JEHCTBUE), HE MO3BOJISET YCO-
MHUTBCSI B @BTOPCKOM HHTEPTEKCTYaJTbHOM
HaMEpEHUH.

3urmyHa — Opect

Hauunas ¢ ¢andapuoro C dur, Barue-
POBCKHII WHTEPTEKCT PACHIMPSETCS B IIO-
CTYINAaTEeJIbHOM  HapacTaHUM  MY3bIKalb-
HBIX 3HAKOB, OOpHCOBBIBAIOIIMX (UTYpY
3urmyHga — Opecra: OT MOTHBA CyIbObI
— K MOTHUBY TParu4eckoro u reponyecKoro
pona Benb3ynros. MoTus cynb0bl 0OpeTaer
odepTaHus Kak BeIpakeHue otdasiHus Kac-
canpsl («O, rope mHe!» [Tam xe, c. 94]),
MPEJCTABISIONUN CO00M MEIOIUYECKYIO
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MHBEPCHUIO (C COXPAaHEHHUEM PUTMHUYECKOTO
Kapkaca) JeHTMOTHBa cyap0bI Barnepa (-
CTOBCKOM «MHTOHAIIMH BOIIPOCAY).

B moToke NpuUXOTIIMBO CMEHSIOLIUXCS
MIPOPOYECKUX BUACHUW BHYTPEHHHUU B30p
Kaccanapsl mocteneHno ¢pokycupyercs Ha
o0Opa3e TaMHCTBEHHOTO MCTHUTEINS, (puUrypa
KOTOPOTO BBIPUCOBBIBACTCS B KYyJIbMHHAa-
UM NIPOPULIAHUI, NIPEICTaBIECHHAS TEMOM
«3 manpHUX CcTpaH WM3THAHHUK OPUAETH
[Tam ke, c. 116]. Orimyaromascsa wuc-
TUHHO BarHEpOBCKOHN TAXKEJIOBECHOCTHIO
(oOperaromiasi MOJIHOBECHOE MPOBEICHUE
B OXBAaTe€ BCEX IJIACTOB (DaKTyphl), 3Ta TEMA
OTCBUIAET K JIEUTMOTUBY TParu4eckoro H
repondecKkoro pona Benb3ynros Gnaroga-
psl OOLIHOCTH FE€POUKO-TPAruuecKoil ayphl,
MHTOHAIMOHHOH (B ONOpe Ha t¢,) M Mape-
BOM OCHOBBI, TOHAJILHOCTH (¢ moll) u Tem-
na (Moderato y TaneeBa u Moderato molto
y Barnepa).

NuTerpauus B OOHOM TEME aJlIlO3Ui
Ha MOTHUB CyIbObl U MOTHUB TParuyeckoro
U repounyeckoro pona Benb3yHros ciy-
KUT JOTOJTHUTEIbHBIM (PaKTOPOM BBISIBIIE-
HUSI BarHEPOBCKOIO MHTEPTEKCTA B OMEpE
TaneeBa. BarHepoBckoe accouHaTUBHOE
noJie, coOuparoleecs U3 pa3InuHbIX (par-
MEHTOB, CBSI3aHHBIX C (QUTYpOH 3UTMYH-
Ja-reposi, sIBJIEHUE KOTOPOTO MpeIpeuieHo
00XECTBEHHOW MYIPOCTHIO, MOAACPKUBA-
€T U YKpPEIUISieT CUTYal[MOHHAsI aHAJIOTUs:
npeackazanue Kaccanapoil siBneHus repos
noutu OYyKBaJIbHO COBIIAJIA€T CO CILICHOM
npeaBuaeHus Oynymiero Boranom B Qu-
Hane «3osiota PeliHa», rie y BEpXOBHOIO
00XecTBa POXKJAETCsl MPOEKT ClaceHus
MHpA, a TEMA Meua MPEeACTAET KAK METOHU-
must ['epos.

Tema-amnto3usi, OKpyKEHHast aypou
CyAbOBI, JOCTATOYHO YETKO MpOYepUYUBACT
TPACKTOPHUIO OTIEPHOU CyIbOBI T€POs, SIBIISI-
IOILIETOCS CHavaia DIIeKTPe KaK OJIMUIIETBO-
penue e€ meutsl o miieHun (Ne 17), 3arem
KinuremHecTpe Kak UBOE BOIUIOLIECHHE
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e€ cynponl (Ne 21): mpu BcTpeue Opecra
¢ DIIeKTpOl HHBEpCUs BarHEpPOBCKOIO
MOTHBa CyAbOBI CYIIECTBYET B KOHTEKCTE
OKHMJAHUs CIIPaBEUIMBOTO  BO3ME3NNS,
3aBepmatomas ¢pasy «Youiine 6oru oro-
MCTST 32 My>»a KpOBb PY[KOIO CbIHA|» [Tam
ke, Ne 17, ¢. 208], a mmpokoe MmojiHOBEC-
HOe u3ioxeHue temel Opecra (amio3uu
Ha MOTUB TParu4yeckoro M reporveckoro
pola) mepesx Ha4yaloM CLEHbBI «y3HaHUS»
ceiHa [8, Ne 21, c. 241] npenynpexnaer
0 HeoTBpaTtuMocTu cMeptu. Hakonen, Tpa-
TUYECKUI HTOT MOABOJUT €€ HapOUYUTO
00e3JInYeHHOe POBEJCHUE B 3aKIIOUECHUN
«Xoa¢op» (B mapTHH XOpa B KOHTPAITYHKTE
C OPKECTPOBOM TEeMOW DpHUHHUIA), OTChLIASL
K [IEpBOHAYAIBHBIM COOBITUSM TPAareAny u
3aMbIKasi BTOPOM KPYT AEHCTBUS POLOBOIO
IPOKJIATHS.

Tema Opecra (amno3ust HA MOTHB Tpa-
THYECKOTO U TePOMYECKOro pojia) BINOJ-
HSIET POJIb MY3bIKAJIbHOW AMOJIEMBI Tepos,
HO CTaHOBJIEHHME ero obpasza HpPOUCXOAUT
B M3MEPEHMHM BHYTPEHHEIO MHpaA, MPUXO-
Jsiieecss HA MOMEHT COBEpIICHHS IIPECTy-
wieHus. B otnmuune ot KiimreMuecTpsl, 1uis
HEro 3TOT MOMEHT HeoAHo3HauyeH: OpecTy
NPUXOAUTCS BBIOMpATh U3 JIByX 30I]1, MpH-
HUMaTh TPYAHOE PELIEHUE, YTO «OTKIIIoYa-
€T» €ro OT JACUCTBUTEIBHOCTH, KOIIa MU
«B COCTOSIHUM TpPAaru4ecku HarpsHKEHHOU
aMexXaHUM He JBMXKETCSH... a COOMpaeTcs B
CO3HaHUM»’. DTa CHTyallusl TParuuecKon
aropuu y A. B. AXyTuHa noiy4duiia omnpe-
JICJICHUE «OTKPBITUS CO3HAHUS», «BCTPEUH
C caMHM CO00i»°.

NmenHo B cozHaHnn Opecra BIEpBBIE
CTAJIKMBAIOTCS J1BA AHTATOHUCTUYHBIX MHU-
poropsiika — CBE€Ta U TbMbI, «CTAPBIX» U
«HOBBIX» 00roB, OpuHMHA U AMNOJNIOHA.
B atom «noennHke» ronoc AnosuioHa, J10-
Hocsimmiicst 1o OpecTa U3 IyOMHBI CO3Ha-
HUS, PENPE3CHTUPOBAH TeMOU «B BeHle u3
COJIHEYHBIX Jyuei» [8, c. 245] (sxcrioHupy-
eMoH B cIieHe ¢ DnekTpoi [Tam xe, Ne 17,
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c. 200]), BBICBETJIEHHOH BBICOKUMHU TEM-
OpaMu JIEpEeBSHHBIX TYXOBBIX U CTPYHHBIX.
Opunuil npencrasnser Knurtemuecrpa — eé
NapTus, HANOJHEHHAs XpOMaTU4YE€CKUMH
MOTHBAMH, «PHUCYET» 3MEENOoA00HbINH 00-
pa3 (panee, B Ne 17, e€ oOnmuaeT Dnekrpa:
«Hazg MEpTBBIM Temuace, 3mes!» [TaMm xe,
c. 209)).

Ho mocne marepeyOuiictBa — B cumo-
HUYECKOM aHTpaKTe Imepen «IBMEHUIA-
MU» — MorpyxeHue co3Hanus Opecra BO
Mpak 06e3ymus aTpuOyTUpyeT IMEHHO TeMa
OpUWHHI, OHA K€ — TOJOC COBECTH, KapbI
3a COJIESTHHOE, 32 KOTOPOUM CTOUT BCE Ta KeE
Knuremuectpa. He cirydailHO B MOMEHT
KpallHeTo HW3HEMOXXEHHUs Ccuil Oeryuui
Opect capimuT €€ Moaboy (Motus «O, mo-
maan!», BBITEKAIOUIMI HENOCPEICTBEHHO
W3 TeMbl DPUHUN B CAMOM KOHIIE aHTPaKTa
[Tam xe, c. 271]).

BaAbkupuu — IpuHumn

Onu3opn npecinenaoBanus Opecta Dpu-
HUSIMU BKJIIOU€H TaHeeBbIM B HUHTEP-
TEKCTYaJIbHBIA «CIOKET», OTCHIIAIOIIUN
K «llonéry Banpkupuit». TaHeeB CO3MAET
AQHAJIOTUYHYIO 3BYKOBYIO KapTHHY, TaK e,
Kak 1 'y Barnepa, npeacTaBisitoniyto coooit
cuMpoHNUeCKUi aHTpakT. KapTUHHOCTD U
3pUMOCTH 00pa30B HE MPOTUBOPEUHUT JIOTH-
K€ CHOXKETa, COITIaCHO KOTOPOMY «ITOJIET Py-
puii» — 3T0 BHyTpeHHee BuaeHue Opecra.
Opunun, kak AduHa U ANOJUIOH, — YacTh
CaMOro MHUpPO3[aHus, a MOTOMY BHYTPEH-
Hee BujeHue Opecra He CyObEKTUBHO, OHO
CTOJIb K€ «BHYTPEHHEE», CKOJIb U «BHEUI-
HEey.

NmenHo Ha 3TOM mpumepe 0COOEHHO
penbedHO MpOoCTyMmaeT TEXHUKA aJUTIO3Ui-
HbIX CBsi3ed TaHeeBa — HEYJIOBUMBIX, HE
Opocatouuxcst B I71a3a, HO 3a CU4€T aKTya-
JU3aIH OTACNbHBIX JIeTaeil crnocoOCcTBy-
IOIMX BOCCO3JaHUIO HE CTOJIBKO 3pUMOCTH
U TUJIOTHOCTH OOpa3HOM TKaHM, CKOJBKO
camoii atrmocdeprl. B cumdoHuueckom
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anTpakre «Opect 1 Pypun» BCE BHUMaHHE
MPUKOBBIBAET K ceOe TeMa DPUHHMA, HO JI0
e€ nosaBieHuss TaHeeB «BKIOYaeT» (POH,
aHaJIOTUYHO BarHepoBckoMy «Ilonéry»,
npuuéM HayalibHbIE SJEMEHTHI COBMAJa-
10T BIUIOTH JI0 TpapuuecKoro HadYepTaHUS:
Tpenb mectHaauareiMu A — B (d moll) —
y Taneesa, fis’ — g’ (h moll) — y Baruepa.

Pasnuune 3BYKOBBICOTHOCTH Ompene-
JasieTcss NaHIAaQTHBIMA  OCOOCHHOCTAMHU
MecTa JICUCTBUS', TPaHCHOPMUPYIOIIHUMU
Y 3HAKOBBIM 00pa3 Habopa BBICOTHI, C KO-
toporo HauumHaercs «llon€r Bambkupuiny:
XapaKTepHbIe BarHEPOBCKUE THUPATHI, ype-
3aHHBIC JIO JIBYX 3BYKOB, B KOHTEKCTE «MOP-
CKOIo NeH3axka» TEepAIT «B3MbIBAIOLIYIO»
SHEPTUI0 U «PHUCYIOT» MPUOOW (HAKATHI H
OTJIUBHI BOJIHBI).

Opnnako Henb3st He OTMETUTH 3HaK «Ilo-
n€Ta BaJIbKUPUIY, 00Iagaronuil J0CTaTou-
HOW OIO3HABATEIIbHOM CHJIOM — «CBEpKa-
IOIIIEE MOJIHMEID YBEJIMYEHHOE TPE3BYUHE
B pasrap Bo3ayiiHou ¢eepun Barnepa u
Mopckoit Oypu TaHeeBa, B 00euX KapTH-
Hax COBIIAJAIOIIEE MO 3ByKOBOMY COCTABY,
4TO (ake MpU OTPAaHUYEHHOCTH BHIOOpA
U3 TPEX BO3MOXKHBIX) TOBOPUT B MOJIB3Y
OCO3HAHHOCTH HaMEpPEHUsT KOMIIO3UTOpa.
Tak OH BBICTPaMBAET CBOU, ITOABOIHBIIN
00pa3HO-CMBICIOBOM IJIaH, KOTOPBIM 4YeM
nanbliie, TeM Bc€ OoJblie 00peTaeT OTuéT-
JMBOCTb OYEPTaHUM.

AO3HIrpUH — ANOAAOH

HeiictBue «Opecreny HaNpaBieHO B
CTOPOHY pa3pelIeHus KOHQIUKTAa MEXIY
JIBYMsl TIOKOJICHUSIMH OOTOB — XTOHHUYECKU-
MU DpUHUSAMH (JOUYEPSIMU MpakKa) U OJIHM-
nuiieM AnosioHoM (60roM JTy4ye3apHbIM),
B pe3yibTaTe 4ero yCTaHABIUBAECTCS HO-
BBl MHUPONOPSIIOK, JEHCTBHE 3aKOHA poO-
JIOBOTO MPOKJIATHUS, JOIYCKAIOIIErO camoe
CTpalIHOE KPOBONPOJIUTHE (IETO-, MaTepe-
yOUICTBO), CMEHsIETCS IPAaBOCYIUEM U MU-
nocepaueM. IlocienHiow Touky B pa3BEp-
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TBIBAHUU CKPBITOTO HHTEPTEKCTYaJIbHOTO
CIOKETa «OT MpaKa K CBETY» («OT MpayHOTO
rOCMOACTBa DBMEHHU]I K CBETIOMY TOpKE-
CTBY AmnouioHay [2, ¢. 144]) cTaBUT OTCBHLI-
Ka K «JIosHrpuny» Baruepa.

B ommume or npenplayunied, BecbMa
HENPO3pPavyHOd AJUTIO3UH, aHTpakT Ne 24
«Xpam Anosmiona B Jenbdax» npencras-
JseT coOO0i He MPOCTO aJUTIO3HI0, HO Ha-
POUYUTYIO MAPOJAUIO (B MY3bIKaJIbHOM 3Ha-
YeHUH 3TOro TepMuHa) Ha Bceryrenue
K 4EeTBEPTOM APE3AECHCKOU ornepe Baruepa.
OHna yrajpIBaeTCs ¢ IEPBBIX HOT — BHICOKUX
TPEMOJIUPYIOLIUX BEPILIUH, diViSi y CKPUTIOK
¢ (naxxoneraMu, aHAJIOTUYHO HayaJIbHBIM
TaktaM Berymnenus k «JlosHrpuny», u
B ITOCJIEAYIOIIEM BOCIIPOU3BEICHUN BarHe-
POBCKOTO TIJIaHa TeMOpPOBOTO BapbHpPOBa-
HUS TeMbl C 3(PQEeKTOM NPOCTPaHCTBEH-
HOTO MPUOMIKEHHST Nan€Kor0 HCTOYHMKA
BoNeOHOrO cBedeHus. llocteneHHo OH
o0OpeTaeT 3pUMOCTh U OCS3a€MOCTh YepT
B YETBIPEXKPATHOM MPOBEJICHUN OCHOBHOMU
Tembl: 1) dueitamu U robosiMu; 2) rpyr-
MO JEPEeBSHHBIX JTYXOBBIX U BaJITOPHAMU;
3) rpynmnoi meau u ¢parotamu; 4) paroramu
Y HU3KUMH CTPYHHBIMHU.

Hapacrtanne cBETOHOCHOCTH B TUIaBHOM
nepemMelneHun Temel Jlenbduiickoro xpama
13 BEPXHEro PETUCTpa B HUKHUM, BBISBIISA-
foljee Ha IIIyOMHHOM YpPOBHE €IMHOCYII-
HOCTh @HTUYHOTO 0OXeCTBa U OOKECTBEH-
HOTO phILapsi FEPMaHCKOTO CPEAHEBEKOBOTO
310ca, MOAYEPKHYTO aBTOPCKOM PEMAPKOM:
«CKBO3b JBIM TPOCBEYMBAIOT  30JIOTH-
CTBIE JIyuu». JTa peMapKa INPUXOIUTCS Ha
NPEJIBIKT, CBS3bIBAOIIAN HAYaJIbHbBIA, all-
JIIO3UMHO Harpy>KeHHBIM pas3ziesl co BCTY-
Nnarouen gajaee TEMOM TMMHa ATOJUIOHY
«B BeHIle U3 COJIHEUHBIX JIy4ei», IOJIHO-
BECHOE OPKECTPOBOE MPOBEICHUE KOTOPOH
B ToHanbHOCTU C dur (B Ty4ax 00KeCTBEH-
HOTO CHUSIHUS OOPETAIONIYIO JTy4e3apHOCTh)
nepenaéT yxe IUPOKUN ITOTOK JIBIOIIETOCs
CBETA.
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JIBU)KEHHE «OT Mpaka K CBETY» OIlpe-
JIesIeT BEKTOp M aHTUYHOIO, W OIIEPHOIO
ctiokera. I. V. AMMHOBA HaXOAUT UETYIO
CeTh MHTOHAIIMOHHBIX MPEoOpa30OBaAHMIA
B maptuu Opecta ¢ «3pPEKTOM MOCTENCH-
HOTO HWHTOHAIMOHHOTO “NPOCBETIICHUS »
[1, c. 173]. Ho npuHuIMnuaisHOE MPOCBET-
JIEHUE CBS3aHO C BOIUIOLIEHUEM «IIPaBO-
CIaBHOM KoHIleMIMN»: «Y TaHeeBa oTcTau-
BaeTcCsl MpaBOCIaBHAs CHCTEMa LIEHHOCTEMN
B JYXOBHOM XU3HHM YEJIOBEKa», MOIY4YaeT
BBIPAKEHUE UJESI «CTPACTHOTO MyTH K IO-
KassHUIO»; « TaHeeB BHOCUT B ACXHIJIOBCKYIO
TPUJIOTHIO €BAHIE€JILCKOE OCMBICIICHUE TIPO-
O1eM rpexa, MCKYIIECHHS, COBECTH» [TaM
xke, c. 171, 172].

OngHako MMEHHO BAarHepOBCKUM HWH-
TEPTEKCT, U B OCOOEHHOCTH COBMEIICHHE
B3aMMOHUCKIIIOYAIOUX OOpa3HBIX IUIAHOB
B (huHame omnepsl — «IBHOTO TEKCTa» (aH-
TUYHOE CBATIIHIIE — [lenbduiickuii Xpam)
U «CKPBITOTO HMHTEPTEKCTa»® (XpHUCTHAH-
cKas CBATHIHA — ['paasib) — MOPOKAAET TOT
Maru4ecKuil KpUCTall, CKBO3b KOTOPBIN
QHTUYHBIA CIOKET O00peTaeT MpOYTCHHE
B CBETE XPHUCTUAHCKUX IeHHOcTel. Obpa3
BarHEpPOBCKOI'O «Teposi B 3BEPUHON LIKYpE»
BCELIEJIO MPUHAJICKUT JTOXPUCTUAHCKOMY
MarepuanbHoMy Mupy. Ero cumBosiom B Te-
TPaJIOTHH SIBISIETCS 30JI0TO B OOEUX CBOUX
UIIOCTACSX: KaK 4acTh MPUPOIbI U MPEAMET
BiacTH. Moaynsuus K o0pa3y XpaHUTENs
JyXOBHBIX LIeHHOCTEN [ paasss nogqu€pkuBa-
€T TOT FOJIOBOKPY’KUTEIIbHBIN CKa4OK, KOTO-
pBIli COBEpLIAETCS B CO3HAHUU AHTHUYHOTO
reposi kak npeoopaxxkenne Opecra-MCTUTE-
75, 3aJ0’)KHUKa MHpA MPAKTUYECKUX JEH-
CTBHM, B CTPAJAIOLLIEIO U KAIOLIETroCs 4elIo-

BEKa, CO3HAIOILIETO COBEPILIEHHBIN UM Ipex.
Tak aHTHYHAs Tparenus, ¢ €€ «OTKPBITHEM
CO3HAHUSA», MPEBpALIAeTCs B KOHLEMIHUIO
OTKPBITHS, WIH «IIPOOYKJIEHUS B YEIOBEKE
XpPUCTUAHCKOM Aymm» [Tam xe, c. 174].

Takum oOpa3oM, CkpbITas (My3bIKalb-
Hasl) CMBICIIOBasi CTPYKTypa (OXBaThIBaro-
MM TPUIIOTHUIO WHTEPTEKCTYalbHBI MY-
3BIKAIbHO-O0pPAa3HbIi IJ1aH), SBISIOIIASCS
MIPOBOIHMKOM aBTOPCKOM MBICIIH, B KOHIIE
KOHIIOB OTJIMBAETCS B «aBTOPCKOE CIIOBOY
(MoHONOT AdUHBI), TJIe HAYUHACT IOMUHHU-
poBaTh «BepOabHBIN ANMEMEHT» (COMIACHO
dbopmyne M. I. Paky).

Ero pnurenbHOE CTaHOBIEHUE 3aKOHO-
MEpHO, B COOTBETCTBUHU C ONPEIEICHUEM
MOHSITHSI «CMBICI», KOTOPBI HE TOJBKO
«YKOpPEHEH B CJIOBE... OOBEKTHUBEH ... OH-
tonorndyeH. Ho, kpome Toro, oH emeé u axT,
OH Ounamuuen» [3, c. 56]. B nenom, «aB-
TOPCKOE CI0BO» (MOHOJIOT A(UHBI), BBICTY-
Marolee Ha MOBEPXHOCTh CHKETA, PaBHO-
3HAYHO «CMBICJIOBOMY B3PBIBY», KOTOPBIi
xapakrepusyercs y 0. M. Jlormana (aBTopa
3TOrO MOHATHUSA) KaK 1) 1O0CTHKEHNE TOTHOU
CMBICIIOBOM SICHOCTH, CMEHSIIOIIEH «MHpP
IIPU3HAKOB M OBEILIECTBICHUN» [5, c. 28],
U 2) KaK Mepexo/l Ha Ka4YeCTBEHHO HOBBIM
YPOBEHb CMBICIO00pAa30BaHUs, CBSI3aHHBIM
C «IIpOpBIBOM» B c(hepy HMHAMBHIYATBHO-
ro co3Hanus. Oba mapameTpa — JOCTHXKe-
HUE CMBICIIOBOM SICHOCTU U MPOPHIB B UH-
TUBUyallbHOE — COOTBETCTBYIOT MOHSATHUIO
«aBropckoe cioBoy. [lociennee Boruiomnia-
eTCA B CTPYKType, OXBaThIBarolehd co00it
NIPOU3BENICHNE KAK CIMAHOB/IeHUe MbLCIU Ha
IIyTH K UCTUHE U OMKPUCATIUZ0BABULULLCSL
CMbICIL.

<S> TIPUMEYAHUA <>

I U3 nucema C. U. Taneena k I1. U. Yaii-

koBckoMy. LluT. mo: [2, c. 136].
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2 Cuena 4, peuntatuB DTUCTa nepen pac-
cka3om [8, c. 33].
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3 Cuena 4, nyat Orucra u KnnremuecTpsl «IlycTbIHHAs MECTHOCTB Ha Oepery Mops.

[8, c. 44]. Hous. I'pom, monaus. Ha mope Oypsi» (pemap-
* Cuena 4, ayat Oructa u KnutemHectpel  Ka K anTpakty «Opect u gypun»); «BepiinHa
[8, c. 45]. ckanucTtoil ropsl. CrnpaBa CIEHY OKaWMIISET

> AxytnH A. B. OrkpeiTHEe CcO3HaHUs  €JOBBIH jJec. CieBa — BXOJ B IEIIEPY, HAJI KOTO-
(dpeBHerpeueckas Tparequs u ¢unocodus) /  pelM ropa JIOCTHraeT CBOEi BBICHIEH TOYKH...
Axytun A. B. IloBopornbie BpemeHna. CII6.:  OtnenbHble Ipynnbl 00J1aKOB, TOHUMBbIE OypeH,
Hayka, 2005. URL: http://iknigi.net/avtor-  npoHocsTCS Hax 0OpBIBOM...» (pemapka K «Ilo-
anatoliy-ahutin/102236-povorotnye-vremena-  JIETY BaJIbKUPHII»).

chast-1-anatoliy-ahutin.html (gara o6pamienus: 8 «SIBHBI TEKCT» U «CKPBITHI» HHTEP-
09.09.2017). TekcT — TepmuHoiorus M. I'. Paky [7].
6 Tam xe.
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Interview with Charles Wuorinen

Dear readers of the journal
“Problemy muzykal’noj nauki / Music Scholarship”!

he editorial board of the journal

“Problemy muzykalnoj nauki / Music
Scholarship” is happy to
present an interview with the
famous American composer
Charles Wuorinen. At the
present time Wuorinen is the
most well-known composer
of twelve-tone music in the
USA. He was born in New
York City in 1938, studied
at Columbia University in
New York, and subsequently
taught at many universities
and conservatories in the
USA, including Columbia
University, Manhattan School of Music (New
York), Princeton University and Rutgers
University (New Jersey), New England
Conservatory (Massachussetts), etc. In 1970
he was awarded the Pulitzer Prize for his
electronic composition Time’s Encomium,
composed with the use of the RCA Synthesizer
at the Columbia-Princeton Electronic Music
Center. In his music Wuorinen adheres to
the musical traditions of Schoenberg and
Stravinsky (especially the latter’s late period),
and asserts that he was most influenced in his
music by American composers Elliott Carter
and Milton Babbitt and German émigré to the
United States Stefan Wolpe. The composer
was also inspired by the fractal theories of
mathematician Benoit Mandelbrot. Similar
to Babbitt, Wuorinen has incorporated
serial rhythm, in many cases projecting the
latter onto the formal structures of entire
compositions, following his own invented
system. From 1962 to the mid-2010s, along
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Charles Wuorinen.
Photo by Nina Roberts

with composer and performer Harvey
Solberger, he was one of the leaders of the
concert series, the Group
for Contemporary Music,
devoted to performance
of works by contemporary
composers. In the 1970s
Wuorinen wrote an orchestral
composition A Reliquary for
Igor Stravinsky, in which he
incorporated the last musical
sketches of the great master.
Wuorinen is the author of
a book on serial music,
titled Simple Composition,
which he characterizes as a
manual for composers, meant to teach them
how to compose music, and not a music
theory book analyzing already composed
works. Wuorinen’s music is well-known
in the USA and in the countries of Western
Europe, where there are frequent premiere
performances of his new compositions,
among which it becomes proper to name
his eight symphonies, his trilogy of ballets
based on the theme of Dante’s Divine
Comedy, compositions for chorus and
orchestra on Biblical themes: Genesis and
A Celestial Sphere, music for piano, various
chamber ensembles, percussion ensembles
and several operas. Music lovers in Russia
have yet to discover for itself the music
of this intriguing composer (see website
www.charleswuorinen.com), and we hope that
this interview, which is the first publication
about the composer in this country, shall
serve as an impetus for further popularization
of his music in Russia.
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YBakaeMble UMTATEH KypPHAIa
«IIpobaemsbl Mmy3bikajabHOI HaykH / Music Scholarship»!

Pez[aKLu/m xypHana «IIpoGnembsl My3bI-
KaJIbHOM HayKu» pajia NpeicTaBUTh UH-
TEPBBIO C AMEPUKAHCKUM KOMIIO3UTOPOM
Yapnszom Yopunenom. B nHacrosmiee Bpems
YopuHeH SBISETCS CaMbIM U3BECTHBIM KOM-
IO3UTOPOM JBEHAALIATUTOHOBOW MY3bIKH
B CIIIA. On poxuics B Hero-Hopke B 1938
rogy, ooydancs komrno3uuu B KomymOuii-
CKOM YHUBEPCHUTETE U BITOCIEICTBUH IIPETIO-
JaBaJl BO MHOTUX YHUBEPCUTETAX U KOHCEP-
Batopusix CIIA, Bxmrouass KomymOuiickmii
YHUBEPCUTET, MAaHXITTEHCKYIO  IIKOIY
my3biki  (Hpro-Hopk), Yuusepcuter Par-
repc u IIpuHCTOHCKUI yHUBEpCUTET (LITAT
Hrero-JIxepcu), KoncepBaroputro Hogoii
Anrmuu (Maccauycerc) u ap. B 1970 rony
oH Obu1 ymoctoeH IlymuTiepoBckoi mpe-
MHUHU 32 JJEKTPOHHOE counHeHue «Time’s
Encomiumy» («CnaBociioBue BpeMeHU»),
CO3JJaHHOE Ipu noMouu cuHTe3atopa RCA
Synthesizer B CTyauu 21eKTpOHHOM MY3BIKH
Komym6Owuiickoro u [IpyHCTOHCKOTO YHUBEP-
cuteToB. B cBO€il My3bike YOpUHEH npuaep-
xKuBaeTca Tpaaunuii Apuonpna I&énGepra
u Urops CrpaBuHCKOro (B OCOOEHHOCTH,
NO3HET0 MEPHOJa), M YTBEPKIAET, YTO
HauOoJblllee BIUSHHE HA €r0 MY3bIKY OKa-
3aJIM AMEPUKAHCKHE KOMIIO3UTOPBI DIIITUOTT
Kaprep u Munton ba66uTT, a Takxke Hemel-
kuii smurpant B CHIA Ilredan Bomsre.
OH Taxxe ObLT BAOXHOBIIEH (PpaKTaTIbHBIMH
MaTEeMaTUYECKUMH TEOPUSAMH MaTeMaTHKa
benya Manaens0pota. Benen 3a ba60utom,
YopuHEH B CBOMX COYMHEHHUSAX HCIOJIb30-
BaJI CEpUIHBIA PUTM, B HEKOTOPBIX Cllyya-
X TPOEKTHPYsl ero Ha GopMy LEIOro CO-
YUHEHUS, CIEays CBOEW COOCTBEHHOW, UM
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n3o0perénnoit cucreme. C 1962 no cepe-
nunbl 2010 rooB, BMECTE ¢ KOMIIO3UTOPOM
u ucnojguuteneM Xapsu Conbeprepom, OH
OBLIT OTHUM M3 PYKOBOJUTEIICH KOHIIEPTHOM
cepun «Group for Contemporary Musicy
(«I'pynmbel COBpeMEHHOM MY3BIKH»), CTa-
BSIIEHN 3a7]a4y MCTHOJHEHUS COYMHEHUM CO-
BPEMEHHBIX KOMII03UTOPOB. B 1970-x rogax
Yopunen nanucan counHenue «A Reliquary
for Igor Stravinsky» («Ycemansuuia Urops
CTpaBUHCKOTO»), TJI€ UCIIOIB30Ba MOCIE/-
HUE MY3bIKaJIbHbIe HaOpocku CTpaBUHCKO-
ro. YOpMHEH — aBTOp KHUTH O CEpUIHOHU
My3bike «Simple Composition», KOTOPYIO
OH XapakTepusyeT OoJiee Kak mocodue s
KOMIIO3UTOPOB ISl OOyYEeHUS COYMHEHUIO
MY3BIKH, HEXEJIH KaK MY3bIKaJlbHO-TEeOope-
TUYECKYI0 KHHTY, aHaJHU3UPYIOIIYIO YXKe
HanucaHHoe. My3bika YOpUHEHA IIMPOKO
n3BectHa B CIIIA u crpanax 3anagHoi EB-
POTIBI, T/I€ YaCTO 3ByYaT €ro HOBbIE COUHMHE-
HUS, CPEJIU KOTOPBIX MOXHO Ha3BaTh BOCEMb
cuM@OHMI, HECKOIBKO OTEP, TPHIOTHIO Oa-
netoB 1o «boxecTtBenHoW xkomenuu» JlaH-
T€, IPOU3BEACHUS ISl XOpa U OpKeCcTpa Ha
oubneiickue TeMbl «Genesis» u «A Celestial
Sphere», My3wsiky mis ¢oprenuaHo, pas-
JUYHBIX KaMEpHBIX aHcaMOuel, ancaMOnei
yIapHbIX MHCTPYMEHTOB. Poccuiickoi my-
OnmuKe emé MPEeACTOMT OTKPBITh ISl ceOs
MY3BIKy 3TOTO MHTPUTYIOIIETO0 KOMIIO3UTO-
pa (cM. caiiT: www.charleswuorinen.com),
U MBI HaJeeMcsl, 4TO JaHHOE HHTEPBBIO,
SBJISTIONIIEECS TIEPBOM MyOJIUKAIMe O KOM-
MO3UTOPE B CTPAHE, MOCTYKHUT TOJTUKOM JIJIS
NalbHEHIEeH MOMmyNsipu3alluil €r0 MY3bIKU
B Poccun.
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Mr. Wuorinen, can you tell us about the
style of music you represent? You are known
as a representative of the Uptown School, a
composer of twelve-tone music, and you have
written computer music.

These characterizations are essentially
labels, which do not mean anything. Besides
that, they are not necessarily reflective of my
methods. Certainly, I would say that a large
part of what I do emerges ultimately from
the tradition established by Schoenberg and
continued by Milton Babbitt, also with a
lot of influence of the twelve-tone period of
Stravinsky. Nevertheless, these labels are
very bad to use, because they are substitutes
for thought and for listening. So I do not
think that they are helpful at all. Furthermore,
I do not have any particular capacity for self-
portraiture. I just compose the music that I do,
and I leave for others to describe it. I just wish
their descriptions were more accurate.

Could you tell us, where you studied, who
your musical teachers were and what your
primary musical influences were?

My primary artistic professional education
came from professional life more than
anything else. I went to Columbia University,
from where I received my Bachelor’s and
Master’s Degrees. However, the teachers [ had
there did not really offer me much of interest,
so I do not feel I owe them any particular
artistic debt. On the other hand, because
I was in New York, I came into contact with
Milton Babbitt, Stepan Wolpe and Elliott
Carter, who were the three major sources of
inspiration on me. They influenced me not
because I studied with them, which I never
did, but because I knew them personally,
heard their music and examined it. I had also
been friends with Edgard Varese, who was no
theoretician, needless to say, but his attitudes
on music also had an effect on me. So these
are the confessions of an autodidact, more
than anything else. Such is the way my artistic
personality was shaped.
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It must be emphasized in this connection
that during the time of my youth there was
an attitude, — which has changed a great deal
since then, — that everything in the field of new
music was meant to be a constant redefinition
of music, which would continuously take
place. Each new musical composition would
present something which has never been done
before. This was an ideology which spanned
a very wide spectrum of compositional
attitudes. In this regard John Cage had the
same attitude as Milton Babbitt did. In
fact, before these two particular composers
realized how totally opposite they were,
they were even friendly with each other at a
certain point. So that was something which
always made me uneasy, even when I was a
very young composer, because I could not
see how one could live in a perpetual state of
revolution. This is an ideological cause, rather
than a sense of musical perception. Of course,
the European composers of that time, such as
Boulez and Stockhausen, used this mainly as
public posture, which had very little artistic
meaning. But in America you cannot get
away with that so much, since nobody cares.
These were genuinely held convictions,
albeit in very different ways: Elliott Carter
interpreted them one way, Milton Babbitt
— another way, and John Cage — a third
way. Nonetheless, they all maintained these
attitudes, and this made me uneasy, since
I could not see how human beings could live
in a perpetual state of upheaval. Things had
to settle down, in the long run. Changes and
expansions of compositional processes had
to be consolidated. So I took it on myself as
my vocation to try to assimilate the stylistic
traits I developed in my music and not
necessarily push them farther, because, as
far as I could see, farther motion towards a
supposed “progress” in music represented a
kind of abyss. This is especially in view of
the fact that the truly revolutionary results
in music had already been achieved in the
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earliest years of the 20th century, where, on
the one hand, there was Stravinsky, on the
other hand, there was Schoenberg. The rest of
what essentially happened in the 20th century
in music is essentially an afterthought. So this
is one point I must make. The second point,
related to this, is that I grew very tired hearing
constantly that there was an unbridgeable gap
or gulf between the music of the diatonic
past and the music of the chromatic present.
It seemed to me that there could be made
a continuity, which is what I have tried to
express in my work.

It was not helpful in the least, of course,
that at the same time and ever since there have
been whole series of composers who have
totally refused to take into account what had
been done by such masters as Schoenberg,
Webern, Berg, Stravinsky, Carter and Babbitt,
and all the rest, and have asserted that the
world of diatonic tonality is the only one
that makes any difference, and they would
just limit themselves to that forever. If any
of them could write a composition as good
as, say, Delibes at his finest, then I would be
convinced by them, but they are usually not
capable of composing such good music.

Youwrote the book “Simple Composition,’
in which you describe the serial technique in
great detail. In the last chapter of the book
you propose a new system in which the
twelve-tone row becomes transformed into
serial rhythm, as Babbitt had done before,
after which the rhythmic principle is extended
into the respective sections of a musical
composition and determines its form.

I wrote the book “Simple Composition”
out of sense of impatience with the fact that
all of the writings, as far as I knew, about
Schoenberg’s tradition and the twelve-
tone system were essentially analytical and
theoretical, rather than presenting guides to
musical composition. It seemed to me that
if a composer, especially a young composer,
wanted to learn apply any of these techniques

’
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in his music, there was no need for him to read
atheory book or article. It would not be helpful
for the development of his compositional
skills, because, after all, theory depends
on perception. How could you perceive a
composition which does not yet exist? So
what I tried to do in this book, — which has
been consistently mischaracterized, — was to
write an instructive book, a practical, rather
than a theoretical work. Everybody claimed
that this was a theoretical book, but it was not
so. It was simply a means for giving some
ideas how to write a composition.

In particular, about the question of the
extension of the principles derived from
the twelve-tone pitch system in the domain
of time, — if anyone is interested in this
anymore, — it is the insight of Babbitt that
pitch is determined by the intervals of pitch,
and that if one tries to translate that into
temporal terms, it has to be in the temporal
or time interval between the events, not the
rhythm. Rhythm is epiphenomenal, it comes
out of these more fundamental relationships.
The great silly mistake that the European
serialists made in their attempts was to try
to produce twelve-tone rhythms. I have no
idea what that means, and neither did they,
obviously, because they had abandoned these
attempts at the end of the 1950s, as they
could not do anything with them anymore.
But this insight, that the pitch continuum
divided by intervals and functioning through
constellations of intervals can be translated
directly into temporal terms, as you make
time interval the interval between events —
usually attacks of notes, though not always
— that is the equivalence, and that is where
a potentially rich field of compositionally
activity can exist.

Around the same time, I came across the
works of Benoit Mandelbrot in the field of
mathematics. Unfortunately, Mandelbrot died
recently — we had been friends with him for a
long time. He was born in Poland, and, being
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Jewish, he fled from the Nazis, and lived in
Paris for a while, where he was educated in
part. Eventually he came to the United States
and, among his multifold fields of activity, he
was in the research department of IBM for a
long time. He was a mathematician, though,
to a greater degree, a geometer, and his
contribution is an enormously important field.
It was very fashionable at a certain point, the
interest having calmed down to a certain
degree now. Mandelbrot was interested not in
analyzing the root causes of natural events,
but in describing them. He wanted to describe
natural objects and processes in a geometric
way which did not involve abstractions.
There are Euclidian forms of abstractions,
such as a mountain turning into a triangle,
and these are not helpful at all. Among the
central part of his investigation was the
notion that the traditional Euclidian idea of
spatial dimensions that are threefold — up-
down, back-and-forth, and sideways — is not
really the way the natural world is devised.
There are many objects in the natural world,
— in fact, most of them, — and, certainly, many
processes which take place over time, which
lie between these rigid spatial dimensions.
For instance, just thinking of an extremely
irregular outline of something, such as a line
— it is supposedly one-dimensional, but it
occupies so much space, that it cannot be one-
dimensional, but it is not two dimensional
either. He developed a very simple and
rational means of determining this. There is
a famous question which has to do with this,
which is: “How long is the coast of Britain?”.
The point of the question is: the answer — the
number — depends entirely on the measuring
stick. If you are using a one-inch measuring
stick and every little inlet and outlet of the
coastline, you will get an enormously greater
number than if you would use the yardstick.
So the question is: is it really just a line?
This is a very interesting subject. However,
in the course of all this, he also developed
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an important idea of recursive shapes and
processes, that is, things that are shaped and
nested inside larger replicas of themselves.
There are many aspects, some are strictly
deterministic and geometrical, others are
statistical.

When I was looking at this and coming
into contact with it, I felt like the famous
bourgeois of Moliere, who discovered that
throughout all his life he had been speaking
in prose. Likewise, I discovered that 1 had
been speaking Mandelbrotian, because my
compositional method had to do precisely that
— of taking large-scale temporal intervallic
structures from pitch materials, generalizing
them into large shapes defined by large
proportional time intervals, and then inside
each of these nesting replicas of the same
thing, or close transformations. For a long
time, I composed in that way. In more recent
years everything I do is much less calculated,
which often happens with people, as they get
older. So now these ideas are not necessarily
reflective of the way I write music now, but
I do not think that there has been that much of
a change on the surface of the pieces. That is
the point I wanted to make about the so-called
“serialism.” I think this should be a strictly
historical, musicological term to describe the
European attempts that ended around 1960.
It really has nothing to do with the music of
Elliott Carter, Milton Babbitt or mine. As
they say, I will give you a cigar, if you can
find one. I must say that most of the music
I compose is based on a twelve-note series.

Which compositions of yours written
in your system of transformation of pitch
intervallic series into rhythmic series, which
ultimately affect the form of the composition,
are especially notable?

Most of my compositions from the 1970s
are written in this technique, most notably,
the Concerto for Amplified Violin and
Orchestra. That is a very good example of
this compositional process at work, which
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produces in the end something that you
probably would not think of as a result of
these kinds of compositional techniques.

You are also known for having created the
electronic composition “Time’s Encomium,”
which won the Pulitzer Prize in 1970. Could
you tell us about this work?

“Time’s Encomium” was written in
1968 and 1969, which is a long time ago. It
is one of only two electronic compositions
I have created, and the more large-scale of the
two. It is a four-channel electronic work for
synthesized and processed synthesized sound,
composed by means of the analog synthesizer.
All of the musical material used for it was
produced on the RCA Mark II synthesizer
at the Columbia-Princeton Electronic Music
Center in New York, which had existed long
before contemporary electronic synthesizers
came into existence. This was a room-size
affair with eight hundred vacuum tubes in it
and paper drives that you use for inputting
the sounds. I produced the recordings of the
sounds on that particular synthesizer, and
then I went to the analog studio next door and
transformed them to a much broader sound
world, gluing the separate sound recordings
together. I gave it this title, because in this
work everything depends on the absolute, not
the seeming, length of events and sections.
Many people presently seem to like that
composition, but I find the overall quality of
the sound to be very primitive, so I am not
too fond of it. But that is what was available
at that time, so I could not do anything else.

There is one other work involving
electronics I have written, which is called
“Bamboula Squared” for 4-channel electronic
tape and orchestra. I have composed it 1984
with computer-generated sound. I decided
to give it a title that would sound scientific.
It was connected with these investigations
of Mandelbrot I was mentioning, since it
was stimulated by his work. The computer
generated track of “Bamboula Squared”
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implements a recent method of timbral
modeling, based on a numerical analogy with
the physical system represented by a plucked
string. In this work my main use of the
computer simulates certain natural processes,
which are employed to drive programs that
actually create musical structures. After that
my interest in electronic music exhausted
itself.

You have composed a number of religious
works, including a few Masses and a large work
for chorus and orchestra called “Genesis.”
Our readers would be very interested in
hearing about these compositions of yours.

I have written two masses. One of them
was large, and it was called the “Mass for
the Restoration of the Church of St. Luke in
the Fields'.” This was a church in Downtown
Manhattan which burnt to the ground in March
1981 and was rebuilt. I was asked to write a
composition in honor of its restoration. It is
written for chorus, three trombones, violin
and organ. The second was a small work, a
“Missa Brevis,” written simply for four-part
chorus with organ accompaniment.

My composition “Genesis?” for chorus
and orchestra sets most of the opening
chapter of the Book of Genesis in the Bible
in Latin. It was commissioned by a group of
orchestras, including those in San Francisco,
Minneapolis, and other cities in the USA.

In “Genesis” there is a hierarchization
of harmonic language which I employ. This
means that if I have a set, and there is a zero,
which is sort of like a tonic, albeit without
the customary tonal functionality. But it is
not purely permutational, as, for example,
may be found in Babbitt’s music. Within the
overall writing there are certain allusions to
diatonicism, which may be characterized as
“puns.” As I have mentioned earlier, I did not
think there needed to be a complete break
with the diatonic past, and that preserving
elements of the diatonic past did not mean
simply reproducing them and creating the
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same music as that which was written in the
19th century.

This is true, indeed. Similar to you,
Schoenberg, Webern and Berg also never
thought of themselves as having broken
with the tonal musical tradition, but simply
as having continued it on a new level.
As an example of turning to a particular
genre, continued all the way from the 18th
century, you have also written a number of
symphonies.

I have composed eight symphonies
altogether’. All of my symphonies are
substantial, large-scale works. Some of them
are one-movement works, while others are in
several contrasting movements. One of the
symphonies is a Percussion Symphony for 24
players.

You have a few compositions the titles of
which employ the term “Bamboula.” These
are written for different means, including one
for solo piano and one for orchestra. Could
you tell us about those works?

I have a short composition for string
orchestra, called the “Grand Bamboula*.”
The title is evoked by a piano piece by 19th
century American composer Louis Moreau
Gottschalk called the “Grand Bamboula,”
which was a concert version of what originally
was a Creole dance from New Orleans. It is
also a place somewhere, as well as a name
of some kind of drum. So it has a number of
different meanings. But I just thought about it
as a fairly light-hearted title for pieces, where
that is an appropriate label for them.

The second work that I wrote, after the
string orchestra work, was a piano piece
called “Blue Bamboula’.” Then in 1984
I wrote “Bamboula Squared” 4-channel tape
and orchestra, which I mentioned earlier.
Then there was a work written for an orchestra
in Miami which was being formed, and they
asked me to compose an overture for their first
concert in 1986. And so I called it “Bamboula
Beach®.”
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As far as I know, you have also written a
few ballets. I would be interested in finding
out about them.

I have composed three scores referring to
the three parts of Dante’s Divine Comedy’. The
three ballets owe as much to the illustrations
made by William Blake toward the end of his
life, as they do to the poem itself. In 1974-
1975 I composed a work called “A Reliquary
for Igor Stravinsky,” which enshrines
fragments of the last musical sketches made
by the great composer late in his life, as well
as Stravinsky’s 12-tone charts. This work was
choreographed and staged. My ballet “Delight
of the Muses” was composed for an event
which took place in 1991 commemorating
the 200th anniversary of Mozart’s death.
Lincoln Center, with the tremendous vision
that it always has possessed, decided they
would play every single note that Mozart
had ever written. Since the New York City
Ballet was part of this campus, the Lincoln
Center directors tried to get it involved in the
project. To their credit, they did not want to
dredge every tiny little piece by Mozart and
have somebody prance around on stage to it.
Instead, among other things they asked me to
compose something referring to Mozart. So
what I did was make a kind of parody version
of several of the piano sonatas®. I have always
thought Mozart’s piano sonatas as rather
minor pieces — they are nice in their own way,
but they hardly involve the more profound
aspects of his composition. Essentially, they
are not heavyweight works, so they were
very easy to transform, expand, and then
elaborate on their musical material in various
other ways. In addition to orchestrating them,
what I did mostly was to expand on certain
tendencies in the pieces, rather than wrapping
them up in a classical way. I also subjected the
themes to various complex elaborations. In
addition, for good measure I added an excerpt
from a scene from “Don Giovanni,” which
I transcribed for large orchestra as well.
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I took a phrase from John Dryden, “Delight
of the Muses,” and used it for the title of this
work.

It is an interesting occurrence, that you
incorporated the music of another composer,
namely, Mozart, into your own music and
elaborated on it, as well as using Stravinsky's
last musical fragments to compose
“A Reliquary for Igor Stravinsky.” Are there
any other examples in your music where you
incorporated the music of other composers
into your own, besides that?

I have not incorporated music by other
composers into my own works. The only
exception is the Percussion Symphony,
which has two entr’actes, that are settings for
reduced ensemble of two versions of a Dufay
chanson. I have done lots of things with early
music, including many transcriptions and
instrumentations. But I have not incorporated
them into my own music.

It is a very remarkable fact that in 1974-
1975 you have completed the last musical

fragments of Stravinsky in your composition
“A Reliquary for Igor Stravinsky.” Could you
tell us about that?

“A Reliquary for Igor Stravinsky” for
orchestra was not, strictly speaking, a
completion of a work by Stravinsky, but the
incorporation into my own composition of
tiny fragments of his, as well as the 12-tone
charts he wrote for projected future works.
Many years ago I had a meeting with Vera
Stravinsky and Robert Craft in the apartment
Stravinsky and his wife had on Fifth Avenue
at that time. Craft pulled out these sketches
and showed them to us, and I was very glad to
see them. | suggested giving these fragments
some practical use, and Craft was very
interested in this idea and got permission from
Vera Stravinsky. However, it turned out, that
she had to obtain permission herself for these
fragments, since she did not have any legal
rights over them. But she gave this project her
blessing. Finally, the publisher of my music
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and Boosey and Hawkes, which published
Stravinsky’s music and owned the rights to
it, came to an agreement about allowing me
to use these fragments for composing a work
based on them.

Subsequently, Michael Tilson Thomas
commissioned the work, and I wrote
“AReliquary for Igor Stravinsky” for orchestra
by using these little musical fragments.
I embedded these fragments in an imitation
of late Stravinsky, which I took through his
little chart of rotations, which I used as the
basic musical material. I wrote an imitation
of about three or four minutes, and then
I wrote my own version of the same thing.
So Stravinsky’s material is embedded within
a larger structure of mine, and it is very easy
to tell the difference between the two of them.
I followed a very simple design, to which
I added a violin solo in the middle, which
actually used all of the remaining material
that implicitly figured in Stravinsky’s little
chart.

You have been known for your teaching
activities in many institutions, including
Rutgers University, where I studied with you
during my doctoral studies. Could you tell us
about your work as a teacher, and in what
other institutions have you taught?

I started my teaching activities at
Columbia  University, first instructing
harmony and other music theory courses,
and then quickly switching to composition,
first to undergraduates, and then to graduates.
Then in 1971 they denied me tenure, so I quit
Columbia University. After that I was hired
by the Manhattan School of Music, where
I'stayed for anumber of years. Then I switched
between different universities, teaching
for one semester each at Yale University,
Princeton University, the University of lowa,
the University of Buffalo, the University of
California at San Diego, the New England
Conservatory, and many others. Eventually
I was offered a professorship at Rutgers
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University, which was around 1985, and stayed
there for about twenty years, until 2005, when
I retired from teaching. Except for the first
few years at Columbia University, I taught
only composition. Occasionally I was asked
to instruct a course for graduate students, but
that usually never went anywhere.

You are also famous for having organized
concerts of contemporary music in New York.
Could you tell us about those?

In 1962 together with Harvey Solberger
I have founded the first new music concert
series in New York, which was called
the Group for Contemporary Music. It
was the first contemporary music concert
organization which was housed at a university
—namely, Columbia University. At that time,
we thought, as everybody else did, that the
university as institution would become a
wonderful home for the arts. Unfortunately,
this never happened. Nonetheless, even
though I have not had any connection with
Columbia University for many years, to
their credit, they have established some kind
of School of the Arts, which has managed
relatively well.

The point of starting the Group for
Contemporary Music at that time, — which
was a long time ago and has no bearing on
conditions today, — was that performances of
new music in New York were done mostly
by commercial studio musicians, who were
very well intentioned. Some were good
players, but did not understand the music
they performed — mostly, because there was
not enough time for them to delve into it
adequately. The Group for Contemporary
Music wished to create an environment in
which, most notably, the composer himself
would be in charge. This did not mean that he
would necessarily be conducting or playing
himself, — although that would be most
desirable, — but at least running the show, so
to speak, for the performance of his music,
and that this would enable higher standards of
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performance. We were successful in elevating
the performance standards for contemporary
music quite dramatically. Subsequently,
other universities around the country began
imitating us — first the University of Buffalo,
then University of Chicago, then University
of California at San Diego, and then other
institutions. After our endeavor, organizing
contemporary musical groups has become a
rather common occurrence.

After 1 was removed from Columbia
University, we relocated to the Manhattan
School of Music for a while, and then,
when I left there, we found ourselves in a
free floating status. Eventually we stopped
making concerts on a regular basis, but we
would reappear from time to time and make
recordings. Finally, a few years ago, after we
had been in business for over fifty years, we
closed down.

Every kind of composer had their music
performed in the Group for Contemporary
Music. We did not host a fixed ensemble,
but different instruments were involved,
depending on the compositions we decided
to perform. In terms of a fixed repertoire,
we were always especially interested in the
three composers I have mentioned before:
Babbitt, Wolpe and Carter, but we also
performed music by many other composers
of that direction who were much younger,
some of whom, unfortunately, are forgotten
now. We never really included works of some
particular trends, particularly the school
of John Cage. However, later on I became
much more interested in the music of Morton
Feldman, and we even became friends with
him. But Feldman was a completely different
personality, a real composer, unlike some of
these other people. We also never performed
much of the neo-romantic music, while
minimalism had not yet begun.

Have you had any notable performances
of your works recently? Are there any
compositions you are working on now, or
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are there any performances of your works
expected in the near future?

I have had my music frequently performed
in New York, throughout the United States and
in Europe. In terms of recent performances
of my works, I must mention my third opera
“Brokeback Mountain,” which was staged by
the New York City Opera in June 2018. Before
that it was premiered in Madrid, having been
commissioned by the Teatro Real, and then

performed in Salzburg and Aachen.

I have now completed another Percussion
Symphony. That is expected to be performed
in a number of places — first by the institution
I mentioned in Miami, and then by other
ensembles in other cities. There are many
schools that have percussion ensembles
which were interested in my first Percussion
Symphony, who will gladly take up my
second work in the genre.

Sy NOTES o<

' The work consists of seven sections, the
outer two being instrumental, and the central
five comprise the Kyrie, Gloria, Sanctus/
Benedictus, Agnus Dei and a Communion
motet. The latter is a setting of words of St.
John in Latin, which were inscribed at a rood
screen in the original church. Its premiere
took place on November 20, 1983 at the St.
Ignatius Church in Antioch, New York. It was
recorded on an Albany Records CD, along with
“Genesis” and “A Solis Ortu.”

2 Herbert Blomstedst, the director of the San
Francisco Symphony, where Charles Wuorinen
was composer-in-residence in 1985-1989, was
the primary initiator of the idea for the work,
having suggested to him to compose a musical
“Genesis.” It was recorded on a CD of the
Albany Records label in a performance by the
Minnesota Orchestra and Chorus, conducted by
Edo de Waart. “Genesis” consists of three main
sections separated from each other by interludes,
altogether amounting to five movements. The
first movement, the “Invocation” is followed
the First Interlude, titled “Meditation.” Then,
the second movement, titled “Creation History,
is followed by the Second Interlude, titled
“Cosmology,” after which comes the third
movement, “Doxology.” Hereby, the composer
presents the phenomenon of God’s creation of
the world in different philosophical, conceptual
and theological aspects.

3 Wuorinen’s eight symphonies have been
performed by various orchestras in the United
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States and in other countries. Some of them
have been recorded on CDs. The first one was
composed in the 1950s. The Third Symphony,
written in 1959 was the first one of them to have
been published and recorded. One of them,
namely, the Fourth Symphony is a percussion
symphony, which, although not, strictly
speaking, orchestral, is nonetheless a large-
scale work, following the symphonic format.
It was written in 1976, performed by the New
Jersey Percussion Ensemble with the composer
conducting, and released on a Vinyl LP record
in 1976. The Fifth Symphony is called the Two-
Part Symphony, and it was composed in 1976,
followed by the Sixth, the single-movement
Microsymphony in 1992, and the Seventh
Symphony in 1997.

The composer’s latest work in the genre is the
Eighth Symphony, subtitled “Theologoumena,”
a work in three movements. It is the most
traditional work in the genre, according to its
formal design, and the composer has written
it that way intentionally. It was composed in
2006 upon the request of James Levine and
upon the commission of the Boston Symphony
Orchestra in honor of its 125th anniversary.
The score of the symphony is dedicated to
James Levine. The Eighth Symphony was
linked in its conception to another work written
shortly before that, the orchestral symphonic
poem, “Theologoumenon,” composed in 2003
upon commission of James Levine in honor
of the latter’s sixtieth birthday. The title can
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be translated as “a private non-dogmatic
theological opinion.” Wuorinen was inspired
by the “Theologoumenon” of the Neo-Platonist
commentator from the 2nd and 3rd century AD
Maximus of Tyre to compose the symphonic
poem. Then, when he was suggested to write
the symphony, he thought of closely connecting
it with the previously written symphonic
poem, even to the point of playing the latter
just before the symphony as a “prologue.” He
consciously chose to provide a sharp musical
contrast to the “Theologoumenon” symphonic
poem, which is why he wrote the Eighth
Symphony in conventional symphonic form
with three movements, following the classical
succession of fast-slow-fast. It was performed
in 2006 by the Boston Symphony Orchestra,
with James Levine conducting, and released on
a CD of the Bridge Records label, along with
the composer’s Fourth Piano Concerto, where
Peter Serkin played the solo piano part.

* The “Grand Bamboula” was written in
1971 and performed by the Light Fantastic
Players conducted by Daniel Schulman, and
released on a set of CDs with the composer’s
music, titled “Wuorinen: Music of 2 Decades.”

> “Blue Bamboula” for piano was composed
in 1980 upon a commission by pianist Ursula
Oppens.

6 “Bamboula Beach” incorporates elements
of Cuban folk tunes embedded into the context
of the composer’s personal style.

7 These are entirely separate ballets, and
it is absolutely not mandatory to perform them
together. They are not narrative in their approach,
but deal with certain formal structures, derived
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from Wuorinen’s interpretations of the events
in Dante’s poem. The first ballet of the Dante
cycle is called “The Mission of Virgil,” and
that describes the events of the “Inferno” part
of Dante’s masterpiece. It was composed in
1993 and consists of seven parts. The composer
treated the infernal aspect of the poem more
formally than psychologically, having translated
fragments of it into musical terms. The second
is called “The Great Procession,” and it evokes
“Purgatory.” It was written in 1995 and contains
seven movements, punctuated by a recurrence
of a brief refrain. There is a special climactic
section at the end of the music, depicting
the section of the poem when Dante reaches
the Earthly Paradise on top of the Purgatory
mountain. There are two versions of this work
— one is orchestral, written particularly for the
ballet, and the other — for chamber orchestra,
meant for a concert performance. The latter
was commissioned by the Christian Humann
Foundation and was premiered by the New York
New Music Ensemble. The third, final ballet is
called “The River of Light,” and it describes
“Paradise.” The entire trilogy was composed
for the New York City Ballet. All three ballets
were recorded on a Naxos CD with the Group of
Contemporary Music. Wuorinen’s ballet “Five”
was composed upon a commission of the New
York City Ballet and premiered by them with
choreography by Jean-Pierre Bonnefoux on
April 28, 1988 at the New York State Theater at
the American Music Festival organized by the
ballet.

¥ Mozart’s Sonatas for piano No. 3 in B-flat
Major, K. 281, and No. 5 in G major, K. 283.
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described in this article about the need to open a Russian theater with its own opera troupe in Riga.
The reception of several works by Russian composers (Serenade Russe and Caprice Russe by
Anton Rubinstein, 4 Life for the Tsar by Mikhail Glinka), performed in Riga, is also examined.

A comparative analysis of the press reviews makes it possible for us to conclude: notwithstanding
the manifold political disagreements between the Baltic German and Russian communities of Riga,
both sides also tried to search for shared values, and music presented a field not only of rivalry and
controversies, but also of a search for mutual understanding.

Keywords: Baltic Germans and Russians, sociocultural context, music criticism, Anton
Rubinstein, Mikhail Glinka.
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Bocnpustue pycckon my3biku B Pure 1860-1870-x roaoos:
00630p nNyOAMKaLMit NepUOAMUYECKON NeYaTH

B crarbe naércs xapakTepuCcTHKa BOCIpUSITUS pycCcKkoi My3blku B Pure B 1860—1870-¢ roapi,
a Tak)Ke M3JIaralTcs MpUYNHBI JaHHOU perentuu. C 3TON 1eIbl0 MPOBOAUTCA KOHTEKCTYalbHbIN
aHaJIM3 OCHOBHBIX MO3UIUH, MIPEICTABICHHBIX MY3bIKAIbHBIMU KPUTUKAMU, U PACKPBIBAIOTCS UX
UCTOPHUYECKHE OCHOBBI.

Hauunnas ¢ XIII Beka, mpeacTaBUTEH HEMEIIKOW OONTWHBI BO3IIABISIIN CPEphl SIKOHOMHKH,
KyJBTYpHI U si3bIKa B Pure. B 1860-X romax cuTyamus Hadajia CyIIeCTBEHHO MEHITHCSA. DTO ObLIO
pe3yibTaTOM aKTUBHOM MHIrpalMy MpeICTaBUTENeH IpYyrux HAIMOHAJbHOCTEW (JaThiliel U
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pycckux) B Pury. B 1870-e roas! mporcxouit pe3kuii 0OMeH MHEHHUSIMU MEX/1y PYCCKOM U HEMELIKOH
IIPeccoii, K mpumepy, Mo BOIpPocy, 0OPHUCOBAHHOMY B JJaHHOM CTaThe, 0 HEOOXOIUMOCTH OTKPBITh
B Pure pycckuii Tearp co cBoeil coOCTBeHHOH Tpymmoil. PaccMarpuBaeTcs Takke BOCIPHITHE
psiza COYMHEHUH pycCKUX KoMo3uTopoB («Pycckas cepenana» u «Pycckoe kanpuyuno» AHTOHA
PyOuninreitna, « Kuznp 3a naps» Muxauna [ muHkn), BiepBble HCIIOMHEHHBIX B PUre B T€ rofpl.

CpaBHUTENbHBIA aHAIN3 PELEH3Ul, OMyOIMKOBAHHBIX B MEPUOJUYECKON IeyaT, MO3BOIMII
IIPUATU K CIECAYIOLIEMY 3aKIOYEHHUIO: BOIPEKM MHOTMM IIOJUTUYECKUM HECOITIACUSM MEXIY
o0ImMHaMK OaJITUICKMX HEMILIEB M PyCCKUX B Pure, 00e cTOpOHBI, TEM HE MEHEe, IIBITAINCh HAUTH
o01111e IEHHOCTH, U My3bIKa [TPeJIcTaBUiIa CO00M cepy He TOIBKO COIEPHUYECTBA U TPOTUBOPEUHH,
HO TaKXe U MOMCKa HOBBIX (DOpPM B3aUMOIIOHUMAHHMS.

KitoueBble cioBa: 6anTuicKue HEMIIbI U PYCCKUE, COMOKYIIBTYPHBIA KOHTEKCT, My3bIKallbHAs
Kputuka, AHTOH PyOunmreitn, Muxawnn [uHka.

music critics of Riga in the 19th century  or differences in the attitudes toward Russian

merits research for several reasons, music delivered by the Russian and Baltic
one of the most notable and interesting German critics? Were the residents of
ones being the multicultural environment Riga able to evaluate the currently famous
of the city. At that time, Riga was a part composers and compositions and to forestall
of the Russian Empire, but, nevertheless, their future significance? In order to answer
already since the 13th century, Germans these questions, a contextual analysis of the
were dominating the economic, cultural historical background and the main opinions
and language spheres. Their role in the manifested by music critics shall be provided.
Baltic governorates, as a whole, is pointedly
characterized by the researchers Per Bolin The 19th century was the time when
and Christina Douglas: the Baltic Germans  Russian, as well as Latvian' migration to
“constitued an elite group with a strong sense  Riga, became more and more intense. The
of national identity and Baltic ‘Germandom’,  dataregarding Russians in the city and based
they drew clear boundaries toward ‘Others’”  on the audits and censuses of the population
[1, p. 20]. Thus, the Riga music scene of isas follows: in 1806, the number of Russian
the 19th century was not significantly much  Riga dwellers was 5 000, in 1867 — already
different from what could be found in many 25 800, in 1881 — 31 900, and in 1897 —
German cities: its central institution was 43 300 [8, p. 143].
the City Theater (‘Stadttheater’), which Of course, the active migration was
featured both dramatic and opera troupes, caused notonly by economic circumstances.
and hosted symphonic and chamber music  Asitisnoted by Vladislav Volkov, a historian
concerts. And, obviously, the repertoire was  and researcher of the Russian community
dominated by German music. However, in Latvia, the liberal reforms of Tsar
occasionally, works by Russian composers Alexander Il were closely intertwined
were also performed, especially in the with the policy of unification regarding the
second half of the 19th century. The goal of outskirts of the Russian Empire. The date
this article is to characterize the reception of June 1, 1867, when the tsar ordered the
of Russian music in Riga in the 1860s and immediate introduction of Russian-language
1870s and to reveal the reasons determining  record keeping in Baltic institutions, became

The reception of Russian music by the this reception. Were there more similarities
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an important historical milestone [8, p.
152]. For many Baltic Germans, this new
turn was an unpleasant surprise: as historian
Katja Wezel states, “In the second half of the
nineteenth century <...>, their rootedness in
German culture and language brought them
into conflict with national perceptions of
‘Russianness’in the Russian Empire”[9, p. 1].
Other researchers, such as Ulriche Plath [6,
p. 64—65] and Karlis Cirulis [2, p. 67], also
highlight the second half of the 19th century
as the period when Baltic Germans felt an
increasing threat to their dominant position
in the Baltic governorates.

The music criticism in Riga was not
entirely dependent on politics, however,
a certain degree of influence cannot be
denied. It could also be found in the articles
on Russian music published in both the Baltic
German and the first Russian periodicals?
in the 1860s and 1870s. At the same time,
they contain many interesting and valuable
insights also from a pure musical viewpoint.
Further, the most interesting reviews shall
be discussed in detail.

At the beginning of the researched
period, Russian music was performed in
Riga only occasionally and was represented
mainly by vocal and instrumental chamber
works. The composer and pianist from
St. Petersburg Anton Rubinstein was a
particular favourite. He visited the city
several times, each time being a major
success. An anonymous reviewer from
the newspaper Zeitung fiir Stadt und Land
(1869, October 11) even compares him to
Franz Liszt (the latter visited Riga in 1842):

“Is there anyone who has not heard of
the good old times, a coach carrying Franz
Liszt would stop in our beloved city, and
our ladies would form a passageway in the
theater hall to see their darling as close as
possible. Now we have Anton Rubinstein,
the ‘star of the north,” and the enthusiasm,
in its modern form, runs just as high; <...>
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his name is being spoken by everyone, his
wonderous music is heard by everyone™.

From Rubinstein’s repertoire, the
reviewers have pointed out his own works
Serenade Russe and Caprice Russe. Friedrich
Pilzer from Rigasche Zeitung (1869, October
14) describes the latter as follows: “<...>The
composer <...> had selected possibly one of
the most unrewarding Slavic motives, quite
poor on its own, as the basis for his Caprice
Russe; however, he varied it so masterfully
in the sense of form, that he has created
‘a pineapple out of a crabapple”™.

Richard Taruskin in his monograph
Defining Russia Musically notes that
Rubinstein, as a composer of German
schooling, “saw the future of Russian music
in terms of professionalization under the
<..> stewardship of imported teachers
and virtuosos” [7, p. 123]. In the Russian
metropolis of St. Petersburg, his musical
“Germanism” was met with particularly
strongresistance fromtheleader of The Mighty
Five Miliy Balakirev and the music critic
Vladimir Stasov, who initiated, as Taruskin
notes, an “anti-Rubinstein backlash” [7,
p. 124]. However, the lack of Russianness (as
claimed by The Mighty Five) was certainly
not an obstacle to Rubinstein’s popularity
in Riga. Possibly, he was a favourite of the
Baltic German public not only because of his
personal charisma and an outstanding piano
virtuosity, but also because of the already
noted “German schooling”.

A significant turning point in the attitude
towards Russian music in Riga came at
the end of the 1860s. It was caused by the
aforementioned attempts on the part of
the Russian government to ‘Russify’ the
Baltic region, diminishing the influence of
the Baltic Germans. To support the newly
arrived Russians, the first Russian daily
newspaper titled Rizhskiy Vestnik was
published in Riga in 1869. The views of its
first editor, Evgraf Cheshikhin, were strongly
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influenced by the movement of Slavophilia.
As historian Volkov states, Rizhskiy Vestnik
had frequently published the articles by
Yuri Samarin and Ivan Aksakov [8, p. 165].
In 1875, this newspaper repeatedly (see
No. 88,90, 95,103, 110, etc.) insisted that the
Riga City Theater should possess not only a
German, but also a Russian troupe. This idea
sparked protests among the members of the
local Baltic German community and began a
rivalry with the newspaper Rigasche Zeitung,
which argued that the Russian troupe would
not receive enough profit with two to three
performances a week, while the German
artists — both the dramatic and opera troupes
— will be dispossessed of essential rehearsal
space’. Rigasche Zeitung also makes the
point that the Russians simply had to create
their own theater, which could have not only
a Russian but also a Latvian-speaking troupe.
This drew ire from Evgraf Cheshikhin, and
his sarcastic response shows a dissatisfaction
with the dominance of German culture in
Riga, as well as the fact that Latvian culture,
which was at the state of its infancy at the
time, was compared to the Russian heritage.
A characteristic quote follows:

“Latvians do not yet have their own
dramatic literature, but we can let the
‘Rigasche Zeitung’in on alittle secret: Russian
dramatic literature, as well as the Russian
school of composers, is rather abundant.
‘Rigasche Zeitung’ will find it interesting to
learn that someone called Gogol has written
a few comedies which are not all that bad and
can even compare to works by Birch-Pfeiffer;
someone called Griboedov has created a
rather interesting play called ‘Woe from
Wit,” which some people rate even higher
then Benedix <..>. Glinka, Dargomizhsky,
Serov and Tchaikovsky have not attained the
popularity of the Marschners and Lortzings,
but they are still youthful, albeit deceased®,
and it allows one to hope that one day, they
will also be understood in Riga. Alongside
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these insignificant news, we would also like
to note for the ‘Rigasche Zeitung’ that, if
the Russian theater is to receive its deserved
space in Riga, it cannot and must not exist
only on small and poorly equipped stages.
The strength of the Russian theater is in its
harsh, realistic poetry, dramas and comedies,
intertwined by bitterness, but also by light
humour, the rich melodies of its folk operas™.

At the same time, since the end of the
1870s, the role of Russian music in Riga’s
cultural life grows rather significantly. The
first composer whose works have been noted
by critics for featuring the Russian national
colour, although much later than in Russia
itself, is Mikhail Glinka. 4 Life for the Tsar
was the first Russian opera staged in the
Riga City Theater in 1879, on February 28.
It was performed in German and became a
widely discussed event.

Overall, this opera was received very
well. When comparing the reviews in the
Russian and Baltic German periodicals, we
see that the latter seek more parallels with the
music of composers from other countries.
So, while discussing specific excerpts,
Friedrich Pilzer from Rigasche Zeitung
(1879, March 5) finds in Antonida’s rondo
a similarity with Donizetti, and he holds the
majestic polyphony of the choral numbers in
high regard, drawing parallels with Handel’s
choral numbers; and the orchestral language
reminds him of Beethoven. The critic also
notes the oratorial character of the work®.

In another article of the Rigasche Zeitung
(1879, March 8), Pilzer also discusses the
manifestation of Russian national musical
motives in the opera. In this publication, he
highlights the church bell imitation: “One of
the characteristics of the opera ‘A Life for the
Tsar’ are the bell sounds, which undoubtedly
stress the festive and grandiose impression
from the finale. <...> He [Glinka] is the first
composer who has made use of it [the bells
in the opera], and maybe he as the Russian
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was so easily attracted to do this, because
bell sounds have a far greater significance for
members of the Greek Catholic Church than
for representatives of other confessions™.

Aless detailed and, at the same time, more
critical point of view is manifested in the
article of another influential Riga newspaper,
the Neue Zeitung fiir Stadt und Land (1879,
March 2; the signature R. probably points to
Moritz Rudolph, a long-term music reviewer
of'this newspaper). The main objections to the
opera are in the storyline, which the reviewer
believes is lacking a dramatic tension: “The
sacrifice of the peasant Sussanin for the
newly elected Tsar, <..> the salvation of
the latter from the danger threatened by the
Poles, is depicted as smoothly as possible
and without any real intrigue. An incidentally
running amorous story is related to the main
dramatic plot only as far as Antonida is
Sussanin’s daughter. The opera could almost
start with the third act'®.” However, this
critic also praises the contribution of Glinka
as a composer: “‘A Life for the Tsar® is <...>
worth the interest of every non-national too.
Exceptionally characteristic and largely full
of unique beauty is also the music''.”

The Russian newspaper Rizhskiy Vestnik
pays little attention to the music of 4 Life
for the Tsar, possibly assuming that the
most intelligent members of the Russian
community of Riga already know this work
from their visits to St. Petersburg. More
attention is paid to the understanding of
Russianness by Baltic German artists, and
the review of the opera begins as follows:
“We were feeling curiosity and a kind of
distrust on the third day when we went to
the opera hall of the City Theater, where the
long-promised and eagerly awaited opera
‘A Life for the Tsar’ was staged'.”

Later in the article, the anonymous
reviewer from the Rizhskiy Vestnik generally
appreciates the staging, especially the
performance of Eduard Thiimmel in the role
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of Sussanin and Frida Bontemps as Vanya.
However, the Russian newspaper also notes
that the chorus was rather weak, and this
objection 1is significant, considering the
important position the choral numbers held
in Glinka’s opera. The Rizhskiy Vestnik also
criticizes the lack of Russian authenticity in
certain details of the staging: “<...>so, instead
of sarafans, all peasant women wore skirts
that looked a little like Swedish [national]
costumes <..>. We were particularly
surprised by the monks of the Ipatyevo
monastery, they were somehow dressed in
cassocks of the Franciscan Catholic Order”".

It should be added that the Rizhskiy
Vestnik kept sight on the production of
A Life for the Tsar also in the weeks following
the premiere, and expressed a concern that
the numbers of the audience on the second
and especially on the third evening were less
than at the first performance', which had
been sold out. Looking for ways to improve
attendance, the newspaper gives certain
suggestions to the German artists of the
City Theater. For example, the performers
of the famous trio Ne tomi, rodimyy (Grieve
not, beloved) received the following
recommendation: “Try to use a slower tempo,
to highlight Sabinin’s passion towards his
bride. <...> You will see that it will be fine.”

The comparative analysis of the views
on Russian music expressed both in the
German and Russian press of Riga leads to
following conclusions.

In the Russian metropolises, the national
romantic music flourished at least since the
1840s, e.g. from the culminating phase of
Glinka’s activity. In Riga this music was
represented poorly up to the 1870s, and it
proves that Cheshikhin’s sparkling irony
about the partiality of the Baltic Germans in
their cultural preferences was not unfounded.

At the same time, when such a significant
composition as Glinka’s 4 Life for the Tsar
was finally premiered in Riga, it turned
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out to be of great interest not only for the
Russian but also for the Baltic German
music critics. Among the cited reviews, the
articles written by Friedrich Pilzer could be
highlighted as being the most erudite and
even the most lucid. Some of the parallels
mentioned by Pilzer correlate well with the
contemporary views on the music by Glinka
— for example, the influence of Donizetti
is also noted by many musicologists who
have researched the biography of Glinka,
including Rutger M. Helmers [3, p. 23],
Richard Taruskin [7, p. 66], etc. Significant
is also the highlighting of the use of bell
sounds as a link to the Russian identity —
thus, Pilzer has revealed a symbol that
is important in later Russian music (by
Modest Musorgsky, Sergey Rachmaninoff,
etc.) too and is also frequently mentioned in
this regard by contemporary musicologists
[see, for example, 4, p. 361; 5, p. 8-9; etc.].

The views of the German and Russian
communities on certain events of music life,
were, obviously, frequently quite different —
the Russian reviewers had stricter demands
regarding the Russian authenticity of the
performance, and they did not hesitate to
criticize this aspect. However, the general

tone of the Rizhskiy Vestnik reviewing the
performance of the ‘Rigaer Stadttheater’ is far
from being negative —even if the objections are
expressed (for example, about the previously
mentioned trio Ne tomi, rodimyy), their goal is
to bring German artists closer to the desirable
understanding (from the viewpoint of the critic)
of this opera and thus to improve its reception.
It lets us conclude that, notwithstanding the
political disagreements between the German
and Russian communities of Riga, both sides
also tried to look for common values, and
music was a field not only of rivalry and
controversies but also of a search for mutual
understanding.

Inthefollowingdecades, Riga’smusiclife
was also significantly enriched by the works
of other Russian composers — Tchaikovsky,
the members of The Mighty Five, etc. Thus,
the thematic scope discussed in this article
is undoubtedly worth further study, which
could deepen the awareness not only of
the music history of this particular region,
but also that of all of Europe. Indirectly,
it also helps to understand contemporary
processes — the similarities and differences
in the views on various musical events in a
multicultural environment.

Sy NOTES o< <

' The intensive migration of Latvian
peasants to Riga in the 19th century was
conditioned by the rapid industrialization and
the labor shortages in the city, as well as by the
much wider educational opportunities emerging
after the abolition of serfdom (in Curonia
1817, in Livonia 1819, in Vitebsk governorate,
including current Latgale, 1861).

2 Music criticism in the Latvian-language
press of this time was still in its wake, and the
first critics paid more attention to Latvian rather
to Baltic German or Russian music, therefore,
Latvian-language reviews are not discussed in
my article.
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3 Original: “Wer erinnert sich nicht der
naiv iiberschwenglichen Zeit, oder nicht hat
wenigstens von ihr gehort, als Franz Liszt in
unserer guten Stadt die Pferde ausgespannt
wurden und unsere Damen im Corridor des
Theaters Gasse bildeten, um den Liebling ihrer
Herzen aus néchster Nidhe sehen zu konnen.
Gegenwirtig weilt Anton Rubinstein, “der Stern
des Nordens” bei uns, und der Enthusiasmus,
natiirlich in unsere Zeit iibersetzt, ist kaum ein
geringerer; <..> der Name Rubinstein ist auf
Aller Zungen, seine zauberhafte Musik in Aller
Ohren.” See the article: Anton Rubinstein’s
Concert [Concert by Anton Rubinstein]. Zeitung
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fiir Stadt und Land [Newspaper for City and
Country]. 1869. October 11, p. 2.

* Original: “<..> so hatte der Componist
<...> zu der “Caprice russe” vielleicht eines
der undankbarsten, an sich iiberaus armen
slawischen Motive gewdhlt, dasselbe aber in
so meisterhafter Formenbehandlung variirt,
daf} “aus dem Holzapfel eine Ananas” wurde.”
See the article: Fr. P. [Friedrich Pilzer]. Anton
Rubinstein. Rigasche Zeitung [Newspaper of
Riga]. 1869. October 14, p. 1.

> Noch einmal die Russische Biihne im
Stadttheater [Once More About the Russian
Scene in the City Theater]. Rigasche Zeitung
[Newspaper of Riga]. 1875. May 10, p. 1.

¢ Tchaikovsky was still alive at this time,
but his music was hardly performed in Riga in
1870s.

7 Original: «Ecnu narplmm He UMEOT enié
CBOEH JIpaMaTHUYECKOW JUTEparypbl, TO MbI
MoxkeM cka3ath “Puwxkck. ['a3.” mo cekpery,
YTO CYyILECTBYET JOBOJBHO Ooraras pycckas
JpamaTtuyeckas JUTepaTypa M Iesas IIKojia
PYCCKUX MY3BIKaJbHBIX KOMIO3UTOPOB. Jlyis
“Puxck. I'azeTsl” MOkeT ObITh He Oe3MHTE-
pecHo OyzieT y3HaTh, YTO HEKTO loroip Hamu-
call OYeHb HEAYypHbIE KOMEIMHU, HE YCTYyINalo-
mue noxanyid naxe neecam bupx-Ildeiidep;
HeKTo [puboenoB TOXKE COUYMHWI JOBOJBHO
MHTEPECHYI0 Belb “lope oT yma”, KOTOpYrO
HEKOTOpbIE CTaBAT Jake BhIcule beHemukca.
<...> Uro kacaercsa [nunaku, laproMpeiKCKOro,
Ceposa u YaiikoBckoro, To X0Tb OHU B Pure u
HE JOCTHUINH ciaaBbl MapiiHepoB 1 JIOpIIUHIOB,
HO BCE-TaKd OHHU Kak JIIOIU MOJOAbIe (XOTS U
yMepILUE) MOJAI0T emé HaJleXbl (Ha TO, YTO
uX co BpeMeHeM noimyT u B Pure). Coo6muB
3TU MajieHbkHe cBefeHus “Prkck. ['azere” mbl
3aMETHM, YTO €CJIM PyCCKOMY TeaTpy CyXkJIEHO
B Pure 3ansaTh nopobaroliee eMy Mecto, TO OH
HE MOXKET M HE JIOJDKEH JIepKaThCsl Ha MaJIeHb-
KHX CIIEHaX CO CKyIHOI0 oOcTaHOBKow. Cuia
PYCCKOTO Tearpa — B CypOBOU MO33UH MPaB/BbI,
B €ro JpaMax U IMPOHUKHYTHIX TOpedbio, HO
CBETJIBIM IOMOPOM KOMEIUsiX, B OOrarbix Me-
JOAMSAX €ro HapoaHBIX omepy». See the article:
E[vgraf] Cheshikhin. Eshche raz russkaya
stsena v gorodskom teatre [Once More About
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the Russian Scene in the City Theater]. Rizhskiy
Vestnik [The Riga Herald]. 1875. May 16, p. 2.

8 Fr. P. [Friedrich Pilzer]. Glinka’s Oper
“Das Leben fiir den Zaren” [The Opera by
Glinka “A Life for the Tsar”]. Rigasche Zeitung
[Newspaper of Riga]. 1879. March 5, p. 1.

® Original:  “Eine der besonderen
Eigenthiimlichkeiten in der Oper “Das Leben
fiir den Zaren” ist das Glockengeldute, durch
welches die feierlich groBartige Wirkung des
Finale unstreitig sehr erhoht wird. <...> er
ist eben einfach der erste, der es angewendet
und konnte als Russe um so leichter dazu
gefiihrt werden, als das Glockenlduten bei
den Angehdrigen der griechisch-katholischen
Kirche eine weit hohere Bedeutung hat, als bei
denen anderer Confessionen.” See the article:
Fr. P. [Friedrich Pilzer]. Michael Iwanowitsch
Glinka. Rigasche Zeitung [Newspaper of Riga].
1879. March 8, p. 1.

10 Original: “Der Opfertod des Bauern
Sussanin fiir den neuerwéhtlten Zar, <...> die
Errettung des letzteren aus der ihn durch die
Polen bedrohenden Gefahr vollziehen sich mit
unbehinderter Glitte und ohne jene eigentliche
Verwickelung. Eine nebenbei laufende
Herzensgeschichte steht mit dem eigentlichen
dramatischen Gedanken nur insofern in
lockestem Zusammenhang, als Antonida
Sussanins Tochter ist. Die Oper kdnnte beinahe
gleich mit dem dritten Acte anfangen.” See the
article: R. [Moritz Rudolph?]. Oper [Opera]. Neue
Zeitung fiir Stadt und Land [New Newspaper for
City and Country].. 1879. March 2, p. 3.

' Original: “ “Das Leben fiir den Zar” verdient
<...> das Interesse auch jedes gebildeten Nicht-
Nationalen. AuBerordentlich charakteristisch
und fast durchweg von origineller Schonheit
ist auch die Musik.” See the article: R. [Moritz
Rudolph?]. Oper [Opera). Neue Zeitung fiir
Stadt und Land [New Newspaper for City and
Country]. 1879. March 2, p. 3.

12 Original: «JIx000MBITCTBO U POJ HEIOBE-
pHsL — BOT T€ YyBCTBa, MO/ BIMSHUEM KOTOPBIX
MBI OTIIPABIISIMCH TPETHETO JAHA B 3]y TOPOJI-
CKOTO Tearpa, Ha CLIEHE KOTOpOro JaBajach B
9TOT Beuep JaBHO OOCLIaHHAs M ¢ TAKUMH He-
TEpIEHUEM >KJaHHas BceMu orepa ‘“KusHp
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3a napsa’». See the article: Gorodskoy teatr
[The City Theater]. Rizhskiy Vestnik [The Riga
Herald]. 1879. March 2, p. 1.

3 Original: «<..> Tak, BCe KpPECTbSIHKH
BMECTO capadaHoB SIBUINCH B I00KaX, HECKOJIb-
KO HaITOMUHAIOIIMX HIBEICKUI Hapan. <...> bo-
Jiee BCETo Mopa3uiii Hac MOHaxu MnaTseBcKoro
MOHACTBIPsI, KOTOpPBIE MOYEMY-TO MPEICTABI-
JMCh B psAcax (PpaHLUKAHCKOTO KaTOJINYECKO-
ro opaeHa». See the article: Gorodskoy teatr
[The City Theater]. Rizhskiy Vestnik [The Riga
Herald]. 1879. March 2, p. 1-2.

2019,4

14 “Zhizn' za tsarya” na stsene rizhskogo
gorodskogo teatra [“Life for the Tsar” on the
scene of the Riga City Theater]. Rizhskiy Vestnik
[The Riga Herald]. 1879. March 8§, p. 2-3.

> «IlonpoOyiiTe HECKONBKO 3aMEIUINTh
Temi, npunaiite CabuHuHy 6osee cTpacTHOro
yBIIeueHHs K cBoeil HeBecTe <...>. Bbl yBuIM-
T€ TOTJa, 4TO BhIIET xopoioy. See the article:
Primechaniya dlya g. Rutkhardta [Notes for Mr.
Ruthardt]. Rizhskiy Vestnik [The Riga Herald].
1879. March 10, p. 2. The conductor Julius
Ruthardt is referred to here.
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A Brief Narrative of the Third Position as the Initial Position
for Beginning-Level Violin Instruction

The necessities of education and human nature call for different pedagogical approaches, schools
and methods to be used in beginning-level violin instruction. The choice of the initial position for
beginning-level instruction of playing string instruments holds an important place among these
differences, and the first position is generally used at the initial stage of traditional violin instruction.
It is, however, only one of the chosen methods, which also include the technique of third position for
beginning instruction. The focus of this study is to discuss the advantages and disadvantages of the
technique of beginning with the third position and studies related to its which have extended from the
early 20th century to the present day while placing it within its historical context as much as possible.
The study aims to reveal the technique's historical process so as to contribute to its development and
diffusion. As a result, it can aid in the increase of awareness of the technique as well as production
of material related to it for the benefit of both educators and students. The use of third position for
beginning instruction began to attract interest in the early 20th century, which is when its benefits
began to be mentioned. Some pedagogues have, in fact, written method books which make use of
this technique, applied it in their classrooms and shared the positive results which they experienced.
Despite the ongoing debates between educators and performers in the 21st century regarding its
advantages and disadvantages, the technique of beginning with the third position has not received
much interest as an academic topic, nor has it been adequately studied. An important conclusion
from the examination of its historical process and an evaluation of views expressed is that the lack of
relevant material creates an obstacle to the use of the technique. As such, there is a need for studies
based on the use this technique which also produce related material.

Keywords: violin, third position, initial position, string pedagogy, music education, beginning-
level violin education.
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O TpeTbeit No3uLmnM Kak 6a3oBoit AASI HAYaAbHOIO 00y4YeHus
Mrpe Ha CKpumnke

Hacymapie motpeOHOCTH 00pa3oBaHHsS M UEIOBEYECKOW MPHUPOIbI TPeOYyIOT pa3iHyuHbIX

neaarortd€CKux IOoAXO0J0B, IIKOJI WM MCTOAOB IS HA4YaJIbHOI'O 06yquI/1;1 HUI'p€ Ha CKPHUIIKC
Hn aJIbTC. BBI60p 0a3oBoii IIO3UIIMHN AJIA O6y‘-leHI/I$I HUI'p€ Ha CTPYHHBIX HHCTPYMCHTAX HUMCCT
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BaXXHOC 3HAUYCHUC, U OOBIYHO HA HaYaJbHOM CTaun TPAAULIUOHHOI'O o6yquH51 HCIIOJIB3YHOT
NEPBYHO MMO3UIHUIO. OI[HaKO 9TO MPEACTABIIACT c000# UL OJHH U3 BO3BMOXXHBIX MCTOAOB, CPCAU
KOTOPBIX TAKXC CYHICCTBYCT M TCXHHUKA HCIIOJIB30BAHUA TpeTBefI MNO3UKK JJIsd HaYHMHAIOIIUX.
I/ICCJ'Ie,ZLOBaHI/IC, HpOBe)IéHHOC AaBTOPOM CTaTbH, HAILICJICHO HAa pACCMOTPCHUC KaK MPCUMYHICCTB,
TaK " HeyI[O6CTB TCXHUKH MMPUMCHCHUS TpeTBeﬁ NO3uMIKUKU AJ11 Ha4aJIbHOTI'O O6y‘lCHI/ISI HUIrpe Ha
CKPHIIKC. O6yquI/Ie, CBsA3aHHOC C Heﬁ, MpoAO0JIKACTCA C Ha4daJla XX BeKa 10 HaIlux I[Heﬁ, TEM
HC MCHCC, aBTOp CTAaTbHU, HACKOJIBKO 3TO BO3MOKHO, ITIOMCIIACT BOIIPOC B paMKU HCTOPUYCCKOIO
KOHTCKCTA. Z[aHHOG HCCJIICAOBAHUC CTPEMUTCA BBIABUTDH I/ICTOpI/ILIeCKI/II\/’I ACIICKT, yTOOBI BHECTH
CBOH BKJIaJ B Pa3BUTHUC U pACIIPOCTPAHCHNEC TCXHUKHU. OHO MOXKET CIIOCOOCTBOBATh ,[[aJ'ILHefIH.IeMy
COBCPHICHCTBOBAHUIO TCXHHUKU U CO3JAHUIO yqe6H0r0 Marepualia, IPUMCHUMOIO K Heﬁ, OBITh
TTOJIC3HBIM JIJIA npenonaBaTeneITI " CTYACHTOB. Hcnons3oBaHue TpeTBeﬁ TIO3MIIMHU OJI HAa4YaJIbHOI'O
O6y‘-IeHI/I}I IPUBJICKJIO BHHUMAHUC B ICPBLIC ACCATUIICTHA XX BCKa, 1 MMCHHO TOIJa CTaJlk
YIOOMUHATHCA IPCUMYLICCTBA HOI[O6HOF0 noaxoaa. HeKOToprMI/I neaaroraMu y>xe Co31aHnbl TPYyIblI,
MOKAa3bIBAOIIUEC ITYTH MPUMCHCHHA TCXHUKHW HaA 3aHATUAX. B Hux PaCKpBIBAOTCA MMO3UTHBHBIC
PE3YJIbTAThI, KOTOPBIX YIAJIOCh ,Z[06I/ITBC}I. HCCMOTpﬂ Ha MPpOAO0JIKAOIIHUECAH B XXI Beke AUCKYCCHU
MCKAY NpeoAaBaTCIAIMU U UCITOJTHUTCIIAMU 110 ITIOBOAY NPHUTOAHOCTH U HEIPHUTOAHOCTU HO,I[O6HOI>1
TCXHHUKH, croco0 Hayaja 06yquI/1;1 C TpeTBeﬁ NO3UIHHU N0 CUX ITOP HE BbI3BAJI 0OJIBIIIOTO HHTEpCCa
KaK akaICMHUYCCKada TCMa, a TAKXKC HE ObLI AOCTATOYHO U3YUCH. HpI/I paccMOTPCHUUN UCTOPHUICCKOTO
nponecca M OLCHKC pPa3IMYHBIX CY)KIleHI/Iﬁ CTAHOBUTCA OYCBUJHBIM, YTO HNPCHATCTBUCM JIA
HCITIOJIb30BaHUA YKaSaHHOﬁ TCXHUKH SABJIACTCSA HCXBATKAa MaTcpUalia. HMuaue roBops, CymeCTByCT
HOTpe6HOCTB B U3YYCHUU JIaHHOM HpO6J'I€MLI, CO3aaHNHU HeO6XO,Z[I/IMOFO yqe6H0r0 Martepualia Ijisd
HCIIOJIb30BAaHUS 3TOM TEXHUKH.

KitoueBble ci10Ba: CKpUIKa, TPEThS MO3UIIMS, HauaJbHas O3UIIMS, 00yueHHe UTPe Ha CTPYHHBIX
WHCTPYMEHTaX, My3bIKallbHOE€ 00pa3oBaHue, HaYallbHOE 00yUeHHe IO KJIACCy CKPUIIKH.

amount of available material concerning
this technique. This article discusses the
Beginning violin instruction is endowed  disputes from the early 20th century to the
with a number of different pedagogical present day concerning the advantages and
approaches, and choosing the initial position  disadvantages of the third position beginning
for beginning-level musical education holds  technique, as well as the studies carried out
an important place among them. Whereas of the technique, while placing it as much
first position is generally used at the initial  as possible within its historical context. It
stage of traditional violin instruction, it aims to enhance further academic studies to
presents merely one method among many, help bridge the gap in the musical literature,
another of which is the use of third position as well as to increase the awareness of the
for beginning instruction. A review of technique and the available materials about
the literature on the subject reveals of the it. Thus, it will be possible for educators and
insufficient amount of academic studies students to gain access to more resources on
on the third position beginning technique, this technique, from which they can greatly
despite the fact that violin pedagogues have  benefit.
employed it, and positive results have been This study directly concerns the fields
received. In addition to this, the opinions of performance, musical education and
found that that there is an insufficient pedagogy of string instruments. Cooperation

Introduction
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between these three areas of expertise is of
great importance in high-quality instruction
of playing string instruments, particularly
at the early stages. Lesniak [7] argues
that the gap between the fields of musical
education and performance in universities
is caused by a lack of communication
between them, understanding of and support
for each other, and that this situation has
the potential of harming students, as well
as the entire profession of performance of
string instruments, from education through
to performance. This view becomes ever
more important, in particular, in regard to
beginning instruction, since music teachers
and experts on performance and pedagogy
of string instruments in different institutions
have applied beginning violin training with
varying objectives. Indeed, this is why
collaboration between the fields of musical
education, performance and pedagogy of
string instruments is important for instruction
of string instruments. This article makes its
contribution to these three areas of expertise.

An attitude of openness to alternative
methods of research on different techniques,
undoubtedly, contributes to the general field
of musical instrumental instruction. As
violin pedagogue Neumann' mentions in
the first chapter of his dissertation, “Is There
Only One Right Way of Playing the Violin?”,
in which he examines violin instruction,
that if there existed only one proven
correct educational method determined
by scholarly study, in all probability, the
differences between the respective methods
would be reduced. However, if we set off
with the understanding that there exists no
certainty in scholarship, then it also becomes
impossible to accept one single method or
pedagogical approach in musical instruction
of playing an instrument. However, the
existence of these differences also arises
from the needs of human nature, as well as
the nature of education. When viewed from

this aspect, studies on alternative methods
of beginning violin instruction and the ways
they are shared between each other become
very important. The third position beginning
technique presents only one of the diverse
options.

Why Third Position?

The main reason why third position is
considered to be advantageous at the initial
stage of instruction and in some technical
studies is that the fleshy heel of the left
thumb comes into contact with the right
rib of the violin. This point of contact will
be referred to as the right-rib-rest. Similar
to many other pedagogues, Gruenberg
includes a description of the hand coming
into contact with the right rib of the violin
in the basic third-position grip.

In the third position the hand is brought
into contact with the violins front rib, the
lowest edge of which must be close to the
wrist, the neck remaining between thumb and
forefinger, as is the case in the first position;
the thumb approaching the violin's body.

Third Position from left and right?

The major advantage of the right-rib-
rest in initial violin instruction is that, as
Altimari® explains, it naturally allows the left
hand to take the ideal shape. As a matter of
fact, there are those, such as Cavallaro*, who
considered first position to be an unnatural
position for beginners and preferred third
position because of the right-rib rest.

Apart from initial training, there are
pedagogues who consider the right-rib-rest
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as an advantage for studying or learning
some basic violin techniques. Galamian®
also recommends third position for
elementary vibrato exercises because of the
right-rib-rest. The right-rib-rest is also the
reason why Applebaum [2, p. 34] argues it
i1s advantageous for students to learn third
position after first position, as opposed to
second position. Yankelevich [6, p. 44]
relates that some important pedagogues
and virtuosos of the 18th and 19th centuries
considered the right-rib-rest as an advantage
for transitioning between positions as well as
intonation. Alapinar [1] argues that studies
of transition from first position should
happen between the first and third positions
precisely because of the right-rib rest.

Debates on its Advantages
and Disadvantages

The advantages of beginning violin
instruction with making use of the high
positions began to be advocated in the
1930s°. One reason for this was that some
educators, such as Altimari, considered
holding the violin in first position to be
both uncomfortable and unnatural. Rotili’
states that some educators consider it
advantageous to move to first position after
instruction in third position in order for the
left hand to learn the correct shape during
initial violin training. Violin pedagogue and
virtuoso Yehudi Menuhin [8] considered
that first position requires the most difficult
posture, and hence, employed third position
for the initial technique when training his
students. Menuhin stated that tension in
the muscles increases as a result of the left
elbow and hand being farther away from the
body and control becomes more difficult as
the weight of the violin is felt more.

Cowden, who examined the views
of pedagogues and researchers, such as
Altimari, Koutzen, Angus, Rolland, Rotili
and Cavallaro, in his dissertation on the
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advantages of third position for beginning
violin instruction, later collected the
following ideas together in an article:

a) the half steps and whole steps lie
closer together, b) the fourth finger is used
immediately, c¢) much of fatigue resulting
from holding the instrument in the first
position is circumvented, d) the body of the
violin serves as a reminder when the heel of
the left hand is getting out of position, e) it
is possible to test intonation by placing the
first finger on all strings except G, because
the first finger in this position is one octave
higher than the next lower open string, f) the
instrument can be held more easily, g) the
tonic of the key falls on the first finger, and
h) some useful rote playing tricks are made
possible because the fingers and the tones
of the key are called by the same number [4,
p. 505].

The disadvantages of the third position
beginning technique were also voiced in
the 20th century, as Rolland did concerning
this technique. The five items below in
which Rolland collected his views on its
disadvantages generally reflect the views of
other educators concerning its drawbacks:

1) tone production is more difficult
because of reduced string length; 2) the
combination of open strings and stopped
notes is more difficult; 3) a rigid left hand
may develop; 4) the thumb, which must
support the downward pressure of the
strings, would be inclined to pass this over
to the wrist; and 5) a lack of materials®.

However, there also are some pedagogues
who deny the very existence of the right-
rib-rest. This presents a pedagogical
disagreement in a fundamental sense,
beyond the discussions of the advantages
or disadvantages of the third position
beginning technique for initial training.
Yankelevich [6] argues that the pedagogical
approaches that implement the right-rib-rest
provide a common misconception, and that
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the left hand naturally contacts the violin
in fourth position rather than third. He
describes some of the problems the right-rib
rest in third position might lead to from a
technical aspect:

The underestimation by many pedagogues
of the consequences of leaning the left hand
against the body of the violin in third position
results in a variety of problems that affect
the function of the left hand. These include a
change in the shape of the wrist, which causes
a change in the shape of the fingers and
consequently changes the angle at which they
drop in third position. This affects not only
finger mobility but also intonation. Indeed,
this is often the reason for faulty intonation
in third position. Furthermore, this technique
makes shifting from third position to a higher
position more difficult since a preliminary
movement of the wrist away from the body of
the violin is now required. If the palm is not
pressed against the body of the violin, then
the shift may be executed without this extra
unnecessary movement [6, p. 44].

Even though these views expressed
throughout the 20th century on the
advantages and disadvantages of third
position for beginning violin instruction
have lost their fervor, some performers
and educators have perpetuated them into
the 21st century. According to Mishra [9],
the advantages of third position include
the natural shaping of the left hand and the
shorter distance between the fingers, which
allows a more comfortable start for children
due to their small hands. Krakenberger [5,
p. 69] argues that the position of the elbow
and arm close to the body in third position
helps to maintain the shape of the left wrist,
especially for children who tire from the
weight of the violin.

Discussions in the 21st century on the
third position beginning technique have
also occurred in internet forums. One of the
forums discussed in this study was launched
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by Jim Hastings on 3 March 2011, and
I initiated the second on 12 June 2016 on
www.violinist.com’ with a call for a survey.
I found the same arguments regarding the
advantages and disadvantages of the third
position beginning technique as voiced in the
20th century in these forums, which serve the
purpose of discussing the use of third position
as a home position. These forums also
provide evidence of continued interest in the
subject. However, as will be considered later,
despite this interest, the number of academic
studies on the topic remain quite few.

Academic Studies

The first academic work on the topic
was Altimari’s thesis, “A new approach to
violin teaching”. Unlike the prior traditional
methods, Altimari proposes a new method in
order to maintain the interest of the students,
makes the learning process enjoyable and
makes it easier to teach and apply certain
techniques. He recommends in his new
method that because first position, as is
preferred in traditional methods, is neither
natural nor comfortable, third position
should be the initial position, as he considers
it to be the most natural position for the
left hand and arm for beginners while also
facilitating the training process.

The first empirical study concerning
the topic was in Cowden’s dissertation,
“A Comparison of the Effectiveness of First
and Third Position Approaches to Violin
Instruction”. For the study, 37 fourth graders
were divided into two groups and each
group received 16 weeks of beginning violin
instruction. One group received instruction in
first position for 11 weeks before moving on
to third position, while the other group began
with third position before moving to first over
the same time frame. The study concluded that
there was no significant difference between
the group which started in first position and
the other which started in third.
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In her dissertation, Sievers [10]
conducted “A survey of string teachers’
opinions regarding the teaching of violin/
viola shifting,” which included 39 questions
and 229 participants. While the survey
determines the views concerning transitions
between the positions of various violin and
viola teachers at private studios, K-12 string
educators, and violin and viola professors
at colleges and universities, it only had two
questions about the use of third position in
beginning instruction. Seventy-five percent of
participants did not agree with the statement
that “third position should be taught before
first position,” while 84 percent agreed with
the statement, “third position should be
taught after first position is mastered.”

In his thesis, “Insight and Self-Discovery:
A Qualitative Study of Beginner Violin
Students Exploring the Third-Position
Approach”, Baker [3] conducted a single
case study with five students aged 7 to 11,
who received 12, 30-minute lessons over the
course of six months, in order to compare the
techniques of using third and first position
in beginning violin instruction. Unlike
Cowden, Baker also asked the students of
their views concerning the two positions.
His results led him to determine that every
student should receive unique training, as
they showed that different starting positions
were better for different students.

Four Pedagogues —
Four Methodology Books

From 1933to 1959 fourpedagogues wrote
violin methodology books which utilized
third position in beginning instruction and
applied them with the technique in their
own classrooms. Hence, what they specify
as advantages can be accepted as a type
of evidence that the technique, tested and
applied, can be employed.

The first, Lillian Shattuck, used third
position as the initial position in her
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methodologicalbook from 1933, Preliminary
Hand Training for Violinists. She says she
made this choice in consideration of young
children who will begin playing violin.
She also recognizes the right-rib-rest as an
advantage:

By starting with the third position
instead of the first, use is made of the shape
of the neck of the violin which holds the
hand easily in the proper position instead of
leaving it with no guide'.

Another, Armand Massau'!, also used
third position as the initial position in the
first volume of the violin methodological
series, Meéthode de Violin, from 1934. The
new system utilizes the advantages of third
position in order to avoid the hindrances
which could arise from beginning
instruction in first position, as had been used
in traditional methods. Massau emphasizes
that the left hand and fingers are positioned
naturally and conveniently in third position
and, therefore, the fourth finger in particular
can be used without the need to raise the left
hand as in first position. He also considers
the left elbow being closer to the body in
third position than in first as an advantage
since it delays pupils’ fatigue at the
beginning stage.

Boris Koutzen’s methodological book
from 1951'2, Foundation of Violin Playing,
also employs the use of third position for
beginning instruction. Koutzen opted for
this technique so that students develop a
natural left-hand grip with minimum effort.
As such, the fingers take the necessary shape
to obtain correct intonation. In addition,
the left arm, which is less tensed in third
position than in first, also takes the correct
shape with less effort.

Finally, Walter Angus'> mentions the
positive effects of Shattuck's method books
and, in 1959, he applied third position for
beginning instruction in his method book,
From Third to First. Angus used this
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technique for the same reasons the other
three pedagogues suggest, such as that the
left hand can easily form a natural shape,
the fingers are not stretched because the
spaces between notes are smaller than in
first position, the ease of use of the fourth
finger and that the first studies are in the
key of C. He asserts that since students
who begin instruction with third position
improve faster, fewer people who are taught
with this technique give up learning violin.

Conclusion

Interest in employing third position for
beginning instruction, which began in the
early 20th century, has continued up to the
present day. However, despite the interest
shown and the pedagogues who have used
the technique and shared their positive
results, sufficient academic research on
the topic has not been conducted, which
constitutes a great obstacle to the spread of
the technique and production of material.
Further, although pedagogues have opted
to use third position as the home position

in order to avoid the drawbacks of first
position, and while much research has been
conducted on first position, third position
has not received the same interest in
academic studies. It is evident that studies
on alternative methods would contribute to
the string profession in general, considering
the principle that all students are unique and
so should be their instruction.

Future empirical studies on third
position can be designed both for beginning
instruction and for the rehabilitation of
established bad habits resulting from
improper introductory training. For
children with slow or poor motor skills
development studies can be conducted to
try beginning instruction in third position.
Research in which educators and students’
opinions on the technique are examined
from different perspectives would also
contribute to the generation of ideas for
new, varied studies. It is clear there is a
need for further research on the production,
testing and dissemination of material which
employs this technique.
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sonatas, where unlike the idyll of the “minuet” movements, the fast-paced tempo creates the effect
of dynamic action. The dramatic context is expressed, first of all, in the elaboration of storyline-
scenic situations and the emotional reactions of the “dramatic protagonists.” The sensual nature of
the pastoral obtains a new angle, which in various different theatrical-dramatic actuations disclose
a multiplicity of semantic and emotional tints of pastoral lyricism.
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McnoAHuTeAbCKMe peLleHust 06pa3HOro cTpos
raiAHOBCKMX KAQBUPHbIX COHAT

B crarse pacCMarTpuBacTCA HMHTOHAIIMOHHAA JICKCHKA I1aCTOpaJId 6HCTpLIX yacTen
Q)OpTeHI/IaHHBIX conar ['aiiHa. BOTEIIMHCTBO CEMAaHTHUYECKUX (le"yp HCIMOJIB3YIOTCA BO BCEX HACTAX
COHATHOM DKCIO3UIUH: (l)OpMy.]'ILI-KJ'II/II_He, HUMUTHUPYIOIIHUEC 3BYUYAHUC PA3JIMYHBIX MY3BIKAJIBHBIX
HHCTPYMCHTOB, JICKCHKA I'aJIAHTHOTO CTUJISL, THTOHALIUU OpH&MGHT&J’IBHOI’I IMpUPOAbI. OI[HaKO €CJlIn
B MCIAJICHHBIX YaCTAX CCMAaHTHUYCCKHC (I)I/Il"ypbl BBICTYIIAIOT B YCJIOBHUAX COOTBCTCTBHUS NPAMBIX
3HAYCHUM 3HAKOB Xy,[[O)KGCTBCHHOfI YCTaHOBKE KOHTCKCTa (qame BCCro — CO3aaHUA 3(1)(1)CKT21
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MeJ'IaHXOJ'II/ILIeCKOI\/’I, CO3epHaTCHLHOﬁ HaCTOpaJ'II/I), TO B CUTyallUn 6BICTpBIX TEMIIOB OYCBUJIHO
HMHOC — npeo6pa3y10mee — BO3/JICHICTBHE KOHTEKCTA Ha COACPIKATCIIBHOC HAIIOJIHCHUE CMBICIIOBBIX
CTPYKTYD. (DOPMI/IpyIOTCH HOBBIC THIIbBI IMACTOpaJin B COHATax Faﬁz[Ha, npu 3TOM OCHOBHBIM
PEryiaTopoM B MCXAHU3MC CMBICIIOBBIX TpaHC(bOpMaI_[I/Iﬁ BBICTYIIACT TCMII. ABTOp CTaTbH"
OpEACTABIACT APAMATUYCCKYHO IACTOpalib B pAAC COHAT T aﬁz[Ha, rac B OTIIMYHUC OT MAHIIIINH
«MCHYITHBIX» qaCTeﬁ, Ouar ofapsd NOABUKHOMY TCMITY co3gaércs 3(1)(I)GKT aKTHUBHOIO ACHCTBUS.
I[paMaTI/I‘IeCKI/Iﬁ KOHTCKCT BBIPAKACTCAd B IICPBYIO OUCPCIAb B PAa3BUTHUH CHOKCTHO-CLHCHUYCCKUX
CHTyaI_[I/Iﬁ, OMOIHOHAJIBHBIX PCAKIUAX ((HeﬁCTByIOLHHX JIAID». quCTBeHHa}I npupoaa nacropaiu
noJIy4acT HOBBIM paKypc, KOTOpLIﬁ B PA3JIMYHBIX TCATPAJIbHO-APAMATUYCCKUX BKIIFOUCHUAX
PACKPBIBACT MHOKCCTBCHHOCTb CMBICJIOBBIX U SMOLIMOHAJIBHBIX OTTCHKOB naCTopaanoﬁ JINPUKH.

KiroueBble ciioBa: kiaccuueckasi conara, Mosed [aiigH, mactopaib, HTHTOHAITMOHHAS JICKCHKA,
MY3bIKaJIbHBIH TEMaTH3M.

he pastoral presents one of the The intonational lexis in the fast
significant graphic structures in the movementsof Haydn's piano sonatas, similar
abundant and saturating diapason of to that of the slow and “minuet” movements,

the constituents of Haydn’s clavier sonatas.  is designed into several groups of meanings
Its main “position” in Haydn’s clavier or semantic groups which are encountered
sonatas is in the slow movements, where the = most frequently in the musical text. First of
intonational lexis of the pastoral manifests  all, these are the intonational cliché formulas
itself in the brightest possible manner. imitating the sounds of various musical
However, its presence in the fast instruments, as well as the lexis of the
movements becomes just as prominent “gallant style.” Also present are numerous
and conspicuous. In the case of the fast intonations of an ornamental nature, which
movements it is shown in its new variants, also disclose the musical semantic element
the  “theatrical” manifestations and presenting the musical image. The use of a
indications of which are significant for the greater quantity of semantic figures intrinsic
stylistically competent replication of the to the musical-intonational language of the
composer’s musical text in performance. time period in all the respective movements
The fast movements of Haydn’s piano of sonata works affirms the capability of
sonatas demonstrate a type of intonational the style of the compositional language of
lexis which at first glance may easily be Haydn’s clavier sonata — the creation of
interpreted and essentially replicates the an immense number of variants of artistic
key intonations and stylistic features of the  solutions of the pastoral on the basis of a
slow and “minuet” movements. However, graphically fixated set of semantic figures.
the diversity of the modifications of the And while in the slow movements the
intonational lexis — manifested in the result semantic figures reveal themselves in the
of the interaction between the semantic conditions of the correlation of the direct
structures, as well as in the correlation with  meanings of the signs to the artistic setting
the diverse musical context — of the sonata  of the context (most frequently, this creates
allegro structures in the first movements and  the effect of the melancholy, contemplative
the finales — generates substantially different ~ pastoral), something else reveals itself in
artistic results, which require meticulous the conditions of fast tempi, — namely, the
analysis. transforming element — the impact of the
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context on the content-based saturation of
the semantic structures. This demonstrates
itself primarily in the formation of new
types of the musical pastoral in Haydn’s
sonatas.

It is apparent that if the fast movements
are in question, the basic regulator in the
mechanism of semantic transformations is
the element of tempo, which “provides the
first and most important means of semantic
differentiation” [1, p. 17].

The pastoral as demonstrated in sonata
allegro movements contains certain
gradations within its sphere, and it is possible
to highlight some of its varieties. They
may be characterized by the manifestation
of the “migrating themes” of the gallant
style, which are universal for this figurative
system, connected with extra-musical
poetics and the presence of a storyline.

This may be a theatrical pastoral
manifesting dramatic or comic scenes, or a
gallant “conversation scene,” as well as a
“scene of music-making” with its constituent
musical and theatrical monologues and
dialogues, as well as orchestral, ensemble
and solo musical sounds, and dance
allusions. These strata complement and
intersect with each other, creating a picture
of “gallant amusements.” The conditions
of the sonata allegro frequently incorporate
the appearance of the pastoral, in which the
favorite pastoral theme is manifested — the
idea of the identity of “love and play.”

The gradations of tempo bring in different
semantic accents in all respective cases. For
example, one and the same pastoral lexis
may at times acquire a comic touch in the
conditions of a presto tempo, or a dramatic
character in the case of an allegro moderato
tempo.

Finally, the finales provide for us
a new type of idyll in the guise of the
“rural” pastoral. The latter also contains
various gradations in the conditions of
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fast tempi. Within the frameworks of the
“rural” pastoral in the finales of Haydn’s
piano sonatas, it is possible to highlight the
lexicography of the “village” pastoral and,
as a separate entity, — the pastoral of the
“fétes gallantes.” In both varieties one may
observe the storyline-based situational
signs which are not typical for the other
movements of the sonata cycle.

It is known that the theatrical-dramatic
inclusions into the musical text are noted
for the characteristics of the heroes and
protagonists, their active self-expression
and interaction. In such cases, a fast tempo
brings in an adjustment stemming from the
conditions of the respective scene, thereby
creating an impact by its tempo and rhythm
on the content of the “theatrical scenes”
and on the behavior of the gallant heroes,
who manifest themselves in the “suggested
circumstances” (to use the expression of
Konstantin Stanislavsky). The “sensuous,”
refined nature of the pastoral acquires a
new angle, which in various storylines
emphasizes the multiplicity of the semantic
and emotional gradations of pastoral
lyricism.

In Sonata No. 36 (49) in C-sharp Minor?,
the martial quality and the valor of the
presumed “chevalier” — the initiator of the
initial statement (Example 1)* — is answered
by the languorous intonations of a “damsel.”
The statements and answers are assembled
according to the theatrical principle of
question and answer, on which frequently
the juxtaposition between two theses of the
classical sonata — the contrast between the
heroic and lyrical spheres — is built. The
peculiar quasi-heroic pastoral, endowed
with the presence of the heroes pertaining
to a special refined circle, appears as a
dialogue of fanfare-signals (the statement
of the presumably depicted “chevalier”)
and the languorous “syrinx” thirds (the
statement of the “damsel”).
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Sonata No. 36 (49)
in C-sharp Minor, 1st movement

Example 1

Moderato

In the background of the dramatic action
the existence of two domains is discerned
by means of dynamics. The “valiant” hero
speaks up at its forefront. The lyricism
and the “remoteness” of the subsequent
statement is highlighted not only by the
piano dynamic mark, but also by an elegiac
glimmer of the signal tone, characterizing
the background of the stage. In the context
of the fast tempo and minor mode, the
signal intonations, combined with plastic
intonations (the “curtsey intonations”
in m. 5), generate the effect of “dramatic
events.” The theatrical-figurative nature
of this scene is shown by the presence
of “characters.” Since “we judge about
the emotional, volatile and other traits
of personality by its tempo-rhythm and
gesticulation” [4, p. 38], such a “character”
is perceived through the outward means of
theatrical impact — the tempo, dynamics and
articulation. The concrete intonational lexis
and the circle of associations connected
with the style of literary and drama works,
as well as paintings, demands concrete
demonstration in the performance not
only of the hero’s “age,” “temperament”
and “manner of behavior,” but also in the
disclosure of all these attributes in certain
particular situations within the storylines.
The participants of the refined idyllic scenes
change their behaviorin the conditions of the
new “suggested circumstances” — the slow
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movements differing from the melancholy
pastorals (in their tempi, articulations and
dynamics).

The first movement of Sonata No. 34
(53) in E minor shows an example of the
birth of a dramatic pastoral by means of
a transformation of the traditional lexis
endowed with contextual regulators — the
key, dynamics, articulation and, above all,
by the presto tempo (Example 2).

Example 2 Sonata No. 34 (53) in E Minor,

1st movement
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The musical statements of the “main
hero,” built on ascending fanfare-like
intonations (the minor mode endows them
with a dramatic touch) are answered by
the lyrical figures of “threadlike two-voice
polyphony.” The signs of the pastoral, —
namely, the successive chains of parallel
thirds and sixths — reveal themselves as the
answering statements of the demonstrated
dramatic “dialogue action.” The pastoral
element in the form of “threadlike voice-
leading” and the lexis of gallant curtseys
are transported into the context of a fast
movement of the sonata, which is essentially
untypical for them. In such cases, the fast
tempo as a semantic regulator, along with the
minor mode and the detached articulation
(the staccato signs), is aimed at creating
an intensive tempo-rhythm of the dramatic
scene of the “conflicting dialogue.”

The effect of dramatization usually
provokes the performers to ‘“romantic
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agitation” and a saturated sound, and,
not infrequently, to a rough motility
demonstrated at times in the performance of
this sonata. But it is not only the indicated
means of performance which determine
the main “tone” of utterance in the present
conditions. The impact of the images of the
“gentle” pastoral and etiquette-based plastic
allusions must, rather, create the atmosphere
of disturbing anxiety, a melancholic unrest
and, in all likelihood, sad irony. The
emotional context of this musical fragment
corresponds to the world perception of the
epoch, when the ostentatious officiality and
pompous elevation of the “great century”
were being replaced by other values, in
which .. .true virtue is not severe, not harsh,
but humane, gentle and compassionate,
since it offers as its goal to make the human
being happy and to provide him with a pure
and lucid happiness of life” (cit. from: [10,
p. 52)).

The scenic quality is also revealed in
certain cases in the unexpected juxtaposition
of lexemes which would at first seem to be
remote from each other in their meanings.
This occurs when during the course of swift
action, the characters of the protagonists
are demonstrated for the best -effect.
Their combination creates the conditions
demanding a special theatrical interpretation
of the musical text, since the artistic result
of the manifestation occurs particularly in
the rendition of the performer. An important
role in such a theatrical presentation is
played by the plastic etymology of a number
of figures, which becomes conducive to
the concretization of the heroes’ images:
each plastic intonation ‘“corresponds to
different groups of persons present at a ball”
(T. Arbault).

Thus, in the first movement of Sonata
No. 20 (33) in C Minor (Example 3) the
intonations of plastic natures (the “female
endings-curtseys” and the “‘bows’ on
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the part of the bass line”), the abundant
melismatic ornamentation indicates the
presence of gallant heroes of an aristocratic
idyll.

The alignment of the fragment according
to the theatrical principle is expressed
by the presence of dialogues — first the
vertical, when the lyrical and languorously
exquisite intonations (in the upper line
of the text) are accompanied “by the
chevalier’s salutation and bow” (in the part
of the bass). In subsequent exposition (mm.
9-11) the dialogue becomes horizontal: the
statements built on the basis of the sound of
horn signals in the chords of the left hand
and the fanfare dotted rhythms in the right
hand (m. 9) — is answered to gentle gracious
intonations (mm. 10-11).

Example 3 Sonata No. 20 (33) in C Minor,

1st movement
Moderato

j 3)1 } :| - s‘l‘ A l—\ 2
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It must be noticed that at times the
Moderato tempo corresponds to the
unhurried “activity” of the pastoral, but
the artistic result of the use of its lexis,
nonetheless, differs from the special context
“of the lyrics of the emotional state” in the
conditions of the Adagio and Lento tempi
of the slow movements of the sonatas. The
tempo-rhythm of the “theatrical scene” and
the minor mode transform the “tone” of the
dramatic pastoral, replacing the static of the
“feelings” of the slow movements by the
effect of impactful events.
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The main theme from the first movement
of Sonata No. 52 (62) in E-flat major is
presented by several semantic structures.

Example 4 Sonata No. 52 (62) in E-flat Major,

1st movement

Allegro‘:

Thebeginning arpeggiated chordsremind
of the sounds of string instruments (lyres,
zithers and citharas), usually accompanying
“idyllic conversations.” The intonations of
the “threadlike two-voice polyphony” (mm.
3-5 of Example 4) and the gallant figure
(mm. 6-7) clearly denote the situation of
the etiquette-based, refined communication
of “a duo of two hearts,” which frequently
remain unnoticed by the performer. What
comes into contradiction with the specified
idyllic picture is the Allegro tempo, as well
as the bravura introductory chords bearing
the forte dynamic mark indicated by the
composer. The dynamic mark intensifies the
element of dramatization, which essentially
transforms the chords of the “delicate
zither” and provides the accompaniment to
an amorous conversation. Although in the
introductory chords of the dramatic “action”
—which in itself presents a sign of attracting
the listeners’ attention — a bright sound in
itself is admissible and natural, it must be
observed that frequently the rendition of
this episode in performance practice bears
the character of an exaggeratedly affected
sound which does not go in accord with
the content of this portion of the theme,
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nor with the style of a chamber sonata at
all. Naturally, it cannot be denied that the
moment of dramatization is brought into
the composer’s musical text, since in the
introductory chords we may interpret the
“pathetic” dotted rhythm imbued with the
quality of a fanfare. However, the task of
the performer remains that of seeing and
“hearing” all the details of the musical
text which may determine the style of the
interpretation and, at times, to have a critical
attitude to the editor’s marks, “the adherence
to which may lead to various types of
exaggerations — in regard to the dynamics,
the tempi, the pedals, and, ultimately — to
the figurative-emotional side” [7, p.170].

The thematicism of the first movement
of Sonata No. 49 (59) in E-flat major
incorporated in the musical statements,
whichinthemselvesassembleintoadialogue
between the “male” and “female” characters,
so typical for the theater of Classicism,
depicts the main protagonists of the scene —
a courteous, yet insistent “chevalier” (mm.
1-2 of Example 5) and a refined, somewhat
apprehensive “damsel” (mm. 2—4). In the
present conditions it becomes important
for the performer, notwithstanding the
indicated Allegro tempo (so untypical for
a minuet), to perceive the allusion to this
particular dance in triple meter, as well as
the characteristically soft curtseying of the
dactylic step. Since “almost any intonation
may be created by means of real gestures,
pantomimes and mimicry” [6, p. 42], the
heroes have their own “characterization”
in which the plasticity of the aristocratic
dance as an indication of their belonging to
a certain social milieu with its regulations
of behavior possesses one of the greatest
significations.

In this case “a particular dance as a
singular fact... is changed by the attribution
of dance as a means of characterization” [1,
p. 24]. The necessity of deciphering such
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contours of dance concretizes the utterance
of performance, since, after all, each dance
possesses its own ‘“face” and defines a
special world perception and a special
mode of living. Such dance qualities are
interpreted “in a theatrical vein and thereby
the presumed lines of characters, costumes,
storyline situations and orchestral timbres
are implicated into a circle of associations
along with the choreography...” [3, p. 197].

Example 5 Sonata No. 49 (59) in E-flat major,

1st movement

Allegro .
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The “dance contours” determine the

complex goals of interpretation, since at
times the “fundamental principle” related
to the plastic arts in the musical text
may be revealed only in the delivery of
performance. No less important is the purely
practical, “technical” meaning of disclosure
of allusions of dance: the presence of
precise dance accents organizes the musical
motion, while the rhythmic foundation of
dance preserves the sensation of rhythmical
pulsation. The reliance in the interpretation
on the principles of the Classical style also
becomes more concrete, manifesting itself
in the purity and conciseness of articulation,
as well as the precision of meter and rhythm.

In Haydn’s piano sonata the immediate
“dramatic pastoral” is generated not only in
the purely dialogic scene of conversation
between the two protagonists, but also by
means of the inclusion into the action of
musical statements which comment the
events of the “orchestra,” the “ensemble”
and “orchestral” ritornels (which in
operas accompany the recitatives of the
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active protagonists). The “invitation to
the action,” i.e., a particular “overture”
to the subsequent action is presented by
the instrumental introductions, which
are frequently built upon “fanfares”
modified in the vein of the gallant style.
Such kinds of “depersonalized” fanfare-
like motives (reminding of ritornels) were
frequently used in musical compositions
of the Classical style, providing a thematic
framework for various parts of compositions
of the sonata cycle, and presented,
according to Valentina Konen, a peculiar
type of “theatrical reverence.” The author
observes that this kind of ritornel carries
out only one expressive function — namely,
the function of contrasting juxtaposition,
which immediately compels the listener to
sense that “what he ‘sees’ (or hears) occurs
not on life, but on stage, where everything
is regulated, provided for and planned in
strict correlation with the requirements
of theatrical convention, with the laws of
contrasting ‘margination’” [5, p. 339].

All the musical examples considered by
us featured presentations of the dramatic
pastoral, where, unlike the idyll in slow
and “minuet” movements of sonata cycles,
the motile tempo plays the role of the
dramatizing element, endowing upon
the musical statement with the effect of
operating activity. The theatrical inclusions
in the “scenes” of the first movements of
Haydn’s sonatas present themselves as
“characters” who participate in the “scenes
of wooing” or the “scenes of allurement,”
come into conflict or reconcile with
each other. Moreover, the tempi in each
“scene” may be varied: they may show the
unhurriedly unfolding action of “delightful
leisure” (upon the frequent indication on the
part of Haydn of the tempo of Moderato for
the first movements), or the swiftness of the
“gallant amusement” in the Allegro con brio
and Presto tempi. The dramatic context is
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the completeness of the characterizations of

the “dramatis personae,” but, most notably,
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in their elaboration in the “proposed
circumstances” of the storyline and scene
and the emotional reactions of the partners.

Sy NOTES o< <o

' Here and below the sonatas are listed
according to their enumeration in the catalogue
of Anthony von Hoboken (Hoboken A. van.
Tematische-bibliographisches Werkverzeichnes.
Mainz, 1957) and according to the edition:
Haydn, Joseph. Samtliche Klaviersonaten / Nach
Autographen, Abschriften und Erstdrukken
/ Hrsg. von Crista Landon / Fingersatze von
Oswald Jonas. Wiener Urtext Edition. Editio
Musica Budapest.

2 All the examples (except for those
provided in the text) are cited according
to the “Vienna Urtext” of Haydn’s sonatas
edited by Crista Landon (Haydn, Joseph.
Samtliche Klaviersonaten / Nach Autographen,
Abschriften und Erstdrukken / Hrsg. von Crista
Landon/Fingersatze von Oswald Jonas. Wiener
Urtext Edition. Editio Musica Budapest).
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in the Context of Cognitive Ethnomusicology

The article presents an attempt of studying the singing tradition of the Vepsians from the
standpoint of cognitive ethnomusicology. This direction, represented in our days by publications
in Russian ethnomusicology amounting in the single digits, is analyzed from the standpoint of the
development of Boris Asafiev’s theory of intonation. In relation to ethnomusicology, in light of
the cognitive paradigm, an artistic text is comprehended as a complex symbol which expresses the
ethnophor’s knowledge of reality, embodied in traditional art works as an individual worldview
represented by means of sound. The Vepsian folk music tradition is remarkable and authentic. It is
represented by works of various genres: lyrical songs; wedding, funereal and recruit lamentations,
calendar chants, lullabies, spells, ditties, fairy tales, etc. Upon acquaintance with the tradition,
researchers have their interest aroused primarily by the unusual character of the sound of the
Vepsian songs. The ethnic music of the Vepsian people, which is an extremely interesting but an
under-investigated phenomenon, is based on the peculiarities of the ethnogenesis, geographical
location and historical and cultural specificity. The Vepsians are one of the most ancient peoples
of the European North. Scientists link their origin to the Vesi and Chudi tribes, which were first
mentioned in historical records as far back as the middle of the 6th century. Thereby, already in the
Ist half of the 1st millennium, these tribes have inhabited the Mezhozerye [Region between the
Lakes] — the area between the three largest northern lakes — Lake Ladoga, Lake Onega and Lake
Beloye. Currently, the territory of the traditional settlement of the Vepsians occupies a narrow strip
along Lake Onega and the central part of the Mezhozerye. Application of a cognitive approach to
the Vepsian ethnic musical material has made it possible to identify the semantically important
correlation between timbre and intonation in the process of the formation of the artistic chronotope.
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O6 M3yyeHUHU TPAAULIMOHHOIO NMEeHUS BENCoB
B KOHTEKCTe KOTHUTUBHOTO 3THOMY3bIKO3HAHUS

B crarne MpCACTABJIICH OIIBIT H3YYCHHA BEIICCKOM II€BYECKOM Tpaauouu C MO3ULUH
KOTHUTUBHOI'O 9THOMY3bIKO3HAHUA. ﬂaHHOC HaIlpaBJICHUC, ITPCACTABJICHHOC Ha CETOHSAIITHUMN
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J€Hb €IUHUYHBIMHU IyOJIMKAIMSIMH B OTEYECTBEHHOM ATHOMY3BIKO3HAHUU, pPaccMaTpUBAECTCS
C MO3UILUH pa3BUTHUA UHTOHAIIMOHHOI Teopuu b. Acadresa. [IpuMeHUTETEHO K 3THOMY3BIKOJIOTHI
B CBET€ KOIHMTHBHOM MapaJurMbl XyJOXXKECTBEHHBIH TEKCT OCMBICISAETCS KaK CIOXKHBIA 3HAK,
KOTOpBIM BBIpa)kaeT 3HAaHUA STHO(Opa O NEHCTBUTENHHOCTH, BOIUIOMIEHHBIE B TPaJAMIIMOHHBIX
MPOU3BEJCHUSAX B BHUJAEC WHIUBUAYaJIbHOW 3BYKOBOM KapTUHBI Mupa. Bercckas My3bIKanbHO-
donpkIopHas TpaaulUg YIWBHUTEIbHa W caMoObITHa. OHa TpeacTaBleHa MPOU3BEACHUSIMHU
pa3IMUYHBIX KAHPOB: JIUPUUYECKUMHU TECHSIMH, CBaJCOHBIMU, TMOXOPOHHBIMU U PEKPYTCKUMHU
NPUYUTAHUSIMU, KaJIeHAApHBIMU HalleBaMH, KOJIbIOSTbHBIMH, 3aTOBOPAMHU, YACTYIIKAMU, CKa3KaMHU
u np. [Ipu 3HaKOMCTBE C TpaguIeil OrpOMHBIM MHTEPEC HCCIENOBATENel BBI3BIBACT MPEKIE
BCEro HEOOBIYHBIN XapaKkTep 3ByUaHus BEIICCKUX MECEeH. DTHUUECKast My3bIKa BETICCKOTO Hapoaa —
Ype3BbIUAHO UHTEPECHOE, HO MAJIOU3yUeHHOE SIBJICHHE, 00yCIIOBIeHa 0COOCHHOCTSIMU 3THOTEHE3a,
reorpaUYeCcKUM MOJOKEHUEM U UCTOPUKO-KYIBTYpHOI crenudukoil. Bercel SBIsOTCS 0THUM
u3 JpeBHeimux HaponoB Espomeiickoro CeBepa. Mx mnpoucxoxkaeHue yu&HbIE CBSI3bIBAIOT
C IJIEeMEHaMH BECH U Uy/H, BIIEPBbIC YIIOMSIHYTHIMH B UICTOPHUUECKUX UCTOUHUKAX elIE B CepeIuHE
VI Beka. Takum 00pa3om, yrke B IepBoii oIoBUHE [ ThICSAYENeTHs 3TH IJIeMeHa Hacem st Mexo3epbe
— MPOCTPAHCTBO MEXKIY TpeMs KpyMHEeHImnMu ceBepHbIMU 03€pamu — Jlagoskckum, OHEXKCKUM U
bensiM. B Hacrosiiee Bpemsi TeppUTOpHUST TPAAULIMOHHOTO PACCENCHUSI BETICOB 3aHUMAET Y3KYIO
nojiocy BAo0ib OHEKCKOTO 03€pa M IEHTPpalIbHYI0 YacTh Mexko3ephs. [IprMeHeHne KOTHUTUBHOTO
MOJXOAAa HAa BEINCCKOM ATHUYECKOM Marepuaje IMO3BOJIWIO BBIBUTH CEMAHTUYECKH BAXKHYIO
B3aMMOCBS3b TeMOpa U MHTOHUPOBAHUS B Ipoliecce POPMHUPOBAHUS XYI0KECTBEHHOTO XPOHOTOMA.

KiroueBble ciioBa: KOTHUTHBHAS 3THOMY3BIKOJIOTHS, MY3bIKaJIbHOE (UHHOYIPOBEACHUE,
STHUYECKAs] MY3bIKa, BENCHI, TPAJULMOHHOE II€HWE, MHTOHUPOBAHHWE, AKyCTUYECKHHM aHAIM3,
3BYKOBBICOTHOCTh, TEMOD, apTUKYJISALIUS.

as the basis of the musical style of an ethnic
group) is connected with the study of his

Singing as a means of cultural musical thinking. The essence and aesthetic
communication is the most important orientation of Asafiev’s theory are defined by
ability of a human being to communicate the following statement: “intonation as an
with people, their community, nature and  expression of thought” [4, p. 11] or “Music
space. The art of singing combines a is the art of the intoned meaning” [10, p. 8].
great number of components which make it  The scholar has been the first to express the
possible to attribute it to one of the functions  idea of intonation as a structural-semantic,
of musical statement. emotional-imaginative component of the

In the present day singing as a musical language (in the book: “Musical
phenomenon is studied from different points  Form as a Process”, 1930)!. According to
of view by representatives of various fields Boris Asafiev, intonation is the “fountain
in scholarship and art. Scholars are interested  of music,” and a human being’s thought,
in issues related to theory and practice, which for the sake of becoming sound
historiography, the study of specificity of turns into intonation, or becomes intoned
genre and the analysis of folk music texts. [4, p. 211]. The development of the theory
One of the trends of ethnomusicology which  of intonation as a semantically indicative
develop the intonation theory of Boris Asafiev  basis of music within the framework of
(the study of the singing timbre and intoning  the academic school of Boris V. Asafiev is

Introduction
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among the basic methodological positions
of ethno-musicology; this trend is currently
being updated in the context of cognitive
musicology “which aims at the profound
comprehension of the semantic organization
of the musical text, its content and structure”,
as well as revealing their internal hierarchy
[10, p. 6].

It is generally known that at the present
time cognitive studies are extremely popular,
especially in Western musicology. Different
research programs are devoted to the issues
of cognition in music (See: [3]). Cognitive
scholarship, which represents the corpus of
interdisciplinary research, focuses on the
achievements of linguistics, philosophy of
thinking and psychology (neuropsychology),
acoustics and computer science’. A number
of studies is connected with mathematical
methods for analyzing the language of
music, creating computer models of neural
networks in music perception, computer
analysis of musical interpretation, the
development of methods for extracting
musical information from phonograms
using computer programs, the psychology
of artistic perception and essence of musical
emotions, including by means of timbre
acoustics. In Russia, the cognitive approach
1s primarily associated with the meaning-
bearing/semantic  formation®. According
to Khokhlova, the modern “Generalized
scholarly anthropological paradigm <...>
implies disseminating the art of music
beyond its established boundaries into the
sphere of philosophy of knowledge, theory
of thinking, information theory, that is, into
the sphere of interdisciplinary knowledge
about the world and the man. The latter
transforms this complex approach — the
involvement of scholarly disciplines of all
kinds to explain various aspects of musical
art — into the cognitive approach, in which
music becomes a part of the worldview of
the human mind. Its essence lies in the study
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of various forms of musical existence on
the basis of processing flows of information
streaming from the physical world, biological
matter, society and culture” [9, p. 166].

The music of the oral tradition, which is
based on a certain type of musical thinking,
acquires sense and meaning only in a certain
cultural tradition which forms its own unique
sound ideal (die Klangideale, term by Fritz
von Bose). It exists in the minds of culture-
bearers and reflects to the greatest extent
the idea of harmony existent between man
and the natural environment. This harmony
is expressed by means of sound. Therefore,
in relation to ethnomusicology, in light of
the cognitive paradigm, an artistic text is
comprehended as a complex sign which
expresses the ethnophor’s knowledge of
this reality, embodied in traditional works
as an individual sound worldview*.

Results

In our opinion, the most important factor
in the actualization of musical semantics
in the context of the Finno-Ugric ethno-
musical systems is the domain of pitch
(including the pitch system, the specificity
of timbre, intonation and articulation),
which is generally implemented in
improvisational forms in the framework of
monodic thinking.

In this article I shall present an endeavor
of studying the Vepsian singing tradition
from this perspective.

The ethnic music of the Vepsian people,
due to the peculiarities of their ethnogenesis,
geographic location, and specific historical
and cultural traits, is an extremely interesting
phenomenon, which generally has been
insufficiently studied, notwithstanding the
existence of publications on individual
issues.

The Vepsian musical tradition has been
studied by Russian and Estonian scholars
(Ingrid Riiiitel, Tamara V. Krasnopolskaya,
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Kristi Salve, Irina B. Semakova, Mart
Remmel, Marje Joalaid, Viktor A. Lapin,
Elena E. Vasilyeva, Olga Yu. Zhukova,
Svetlana V. Kosyreva, etc.).

The Vepsian folk music tradition is
astonishing and authentic. It is represented
by works of various genres: lyric songs;
wedding, funeral and recruit lamentations,
calendar chants, lullabies, ditties, fairy
tales, etc.

In their encounter with this tradition,
researchers are primarily interested in the
unusual nature of the sound of the Vepsian
songs. The songs of the Veps possess
certain features which are immediately
discernable to the listener. First of all,
there is the powerful, lengthy sound which
completes the verses of the long melodies.
Performance of songs by Vepsians in the
Russian language is also endowed with its
own peculiarities, specifically the unique
sound of the poetic language in the songs [7,
p. 66]. Krasnopolskaya notes: “The fact that
we are talking about the Russian language ...
is clear from the comparison with the poetic
texts of wedding, dance, and square dance
songs, similar in their language structure,
which have beenrecorded in the same venues
by the same performers. We are surprised,
not only, and not so much by the sound of
the words unusual for the Russian ear <...>
It astonishes us how the singers pronounce
the texts of the songs. They do not sing the
poems. They proclaim separate words and
exclamations which sound and impress
the listener as meaningful symbols...”* [7,
pp. 66—67].

A remarkable example is the long song
“Rosynka’ (See: Example 1). The chanting
of words in it astonishes by its breadth:
“The words are broadly sung and seem to
be immersed into the nature of long-lasting
and slowly changing musical sounds. The
rhythm of the movement of these dense
sound waves is controlled not by the words,

85

but by the change of phonemes ... thereby
creating the feeling of a vast space-time.
Only at certain times do the phonemes
form ... certain varieties of “key” words
... The intensity of the delivery of sound
and its inner fullness present this sound of
the human song as an appeal to the forces
of nature, to its spirits” [7, p. 67]. In this
connection, we find the hypothesis of
the Karelian researcher Semakova rather
remarkable that “this song [Rosynka], in its
onomatopoeia, most accurately reflects the
howl of the wolf pack, which explains its
phonetic fluidity and the presence of two
leaders (which is the rarest phenomenon
in traditional culture in general)...” [8,
p. 94]. According to Krasnopolskaya,
this particular chronotope’ becomes the
result of the influence of a different ethnic
consciousness which possessed its own
singing traditions: “... in the Vepsian chants
of'the Russian lyric songs, the feeling of time
typical for this ethnic group was expressed
most consistently, which led to a rethinking
of all the structural levels of a traditional
Russian song...” [7, p. 93].

Example 1 Rosynka®
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At the same time, at the level of pitch,
in the melodies of the plangent songs, “...
the melodic structure is formed as being
autonomous in relation to the verbal
structure. It is permeated horizontally with
brief, semantically significant, “original”
intonations of calls ... intonation-symbols...”

These  “semantically  significant”,
“original” intonations literally permeate
the musical texture of the Vepsian plangent
songs. Our acoustic analysis of the musical
language of the Vepsian long song has
demonstrated the presence of the forms of
early folklore intonation of a and B-types
[2] in the vocal intonation (See: Example
No. 2). We are referring to the so-called
contrast-register (“vocal flageolets”), and
the “unstable sliding” types of melodic
formations [2]. The o-type intonation
is implemented in the form of timbre-
phonemes, the articulation basis of which
1s assumed by the singing position of the
timbre-phoneme 4o [6, pp. 129-130].
This component, in our opinion, becomes
determinant in the sound formation of
Vepsian singing. In the Vepsian singing
intonation the analysisreveals the abundance
of micro-slides’, micro-alterations, micro-
dynamics, i.e., in general, a rather complex
intonational “microform” (term by Roman
Zelinsky) may be found. Similar features
of intonation are also common for another
ethno-labeling genre of the Vepsian singing
culture — lamentations'.

Example No. 2

Rosynka'

The singing timbre in the process of
intoningisthemostimportant culturalmarker
of the Vepsian tradition. It is distinguished
by a powerful nasalization, which forms the
unique nature of the sound of the singing
voice. The Vepsian specificity of timbre and
articulation is determined mostly by vowel
phonemes weakly differentiated in terms of
their position, flowing into each other. This
process correlates with the specific aspects
of the singing apparatus of the performers:
an almost motionless lower jaw.

As it is well-known, during the process
of intonation, the thickness and density of
the vocal chords varies substantially due to
their tension. In Vepsian singing, the chords
are tightly closed, the subglottic pressure is
increased. On the one hand, it requires high
energy consumption, on the other hand,
it provides the spectrum in which more
harmonics appear, which makes the timbre
of the voice dense, rich and bright. Such
sound extraction is achieved mainly due to
the work of the resonators: the vocal and the
thoracic tracts.

The singing tradition of the Veps is
focused on performing in an open space, so
it is not a coincidence that their singing is
distinguished by a very powerful, strictly
space-oriented sound. It is reflected in the
structure of the spectrum of sounds, the
gradation of which can be differentiated
up to 7.5 kHz. In general, the timbre of the
Vepsian singing sound is saturated with
overtones: along with a low singing formant
(~500-700 Hz), there isahigh formant (3200
Hz) in the spectrum, with the inter-formant
areas being strongly marked. Such sounds
may be interpreted as timbre polyphony. In
our opinion, authentic performers usually
use the timbre perception of pitch'? (there is
a statement by E. Alekseev about the timbral
perception of pitch: “... what we now label
as pitch has for a long time been completely
absorbed by timbre — the undifferentiated
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and compound complex in which a real
separate sound is revealed to our direct
perception...” [2, pp. 36-37].

Conclusion

In conclusion, I would like to note that
the study of the vocal timbre and intonation

in the plangent songs of the Veps in the
cognitive aspect has made it possible
to identify their semantically important
correlation in the process of the formation
of the Vepsian ethnic culture artistic
chronotope.

Gy NOTES o< <o

' It must be noted that Asafiev’s intonation
theory is one of the perspectives of the musical
scholar’s concept which may be expressed
in the following words: “musical culture as a
whole and as a part of the social practice” [4].

2 See the works of European and American
musical scholars: A. S. Bregman, J. Ingram,
D. Deutsch, J. Nattiez, J. Risset, D. Wessel,
T. Umemoto, S. Tomic, P. Janata, etc.

3 Seethe works of Russian musical scholars:
M. Aranovsky, E. Nazaikinsky, V. Medushevsky,
Yu. Rags, S. Skrebkov, V. Kholopova,
A. Amrakhova, L. Shaymukhametova,
I. Krivoshey, A. Khokhlova, etc.

* By analogy with the statement of
A. L. Khokhlova [see: 10, p. 6]. The concept of
the sound world view has been introduced by
A. S. Alpatova [see: 1, pp. 126—-127].

> The  Karelian musical scholar
T. V. Krasnopolskaya, in particular, studied
the reflection of the peculiarities of the artistic
thinking of the Vepsians “in the musical material
they derived; the nature of the adoption of the
principles of foreign ethnic artistic thinking,
in this case, the adoption of the melodic-
compositional patterns of Russian long songs
by the Vepsians” [7, p. 69].

¢ The electronic database of the Finno-Ugric
timbres (see: URL: http://glazunovforum.ru).

7 The term chronotope (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.

8 See: Songs of the peoples of the Karelian-
Finnish Soviet Socialist Republic: a collection

of Karelian, Vepsian and Russian songs.
Compilers V. P. Gudkov and N. N. Levy.
Petrozavodsk, 1941.

 For further details on the attempts of in
the notation of the intonation pattern of the tunes
with the predominance of the pitch glides through
the example of the Vepsian material, see: Ingrid
Riiiitel, Mart Remmel. Attempts of notation and
study of Vepsian lamentations. Finno-Ugric
folklore and interrelations with neighbouring
cultures. Tallinn, 1980, pp. 169—195.

1 For more information on the lamentations
of the Vepsians, see [5].

' The graph of the intonation spectrum
of a and B-types is presented. Fragment of
the lyric song ‘“Rosynka” of the northern
Vepsians. Performed by the Sheltozero village
ensemble: M. I. Arestova (born in 1908),
P. M. Moshkina (born in 1900), M. A. Gorbacheva
(born in 1902), O. 1. Kottina (born in 1907),
A. N. Nikitina (born in 1922). Recorded under
the supervision of T. A. Krasnopolskayain 1981.
The Folklore Archive of the Petrozavodsk State
Conservatoire. See: Catalog of the collections
... Collection 059, Digitized collection CD
No. 584.

12 According to A. Volodin, in terms of
perception, the pitch and the timbre of the
sound are not isolated phenomena, but forms of
different comprehension of the spectral content
in the specific conditions of their musical
application (See: Volodin A. A. The role of the
harmonic content in the perception of pitch and
timbre of the sound. Muzykal noe iskusstvo
i nauka [Musical Art and Science]. Moscow,
1970. Issue 1, pp. 37-38).
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HayuHas wikoaa A. I'l. KazaHueBou: onbIT AeCATUACTUSA

B 2019 roay wucnomnmnock 10 ner co BpemeHu ocHoBaHus [IpoOiemMHONM Hay4dHO-
HccleoBaTeIbCKOM  j1aboparopuu  My3bIKaJbHOTO  coepxkaHus  Bonrorpaackoro
roCyAapCTBEHHOTO MHCTUTYTa MCKYCCTB U KynbTyphl. E€ co3maHue crano 3akOHOMEpHOH Bexoil
CTAHOBJICHUSI HAyYHOM IIKOJbI MY3bIKAIBHOTO conaepskanusi Jlrogmumnel KazaHieBoil — gOKTOpa
HCKYCCTBOBeIeHHUs, TTpodeccopa ACTpaxaHCKO#M roCcy1apCTBEHHONW KOHCEPBATOPHH, 3aBEIyIOIEH
[IpoGnemHoit 1aboparoprieii My3bIKaJIbHOTO COACPKaHUs, akaeMruka MexXTyHapoIHOM aKaJIeMUuu
nHpopmaruzanuu u Poccuiickoit akaieMun ecTecTBO3HaHMS, wieHa Coro3a komno3utopoB Poccun.
Jlunep ¥ «BBIMYCKHUKH» HIKOJBI — JOKTOpPAa W KaHIUAAThl WCKYCCTBOBEIEHUS, KYJIBTYPOJIOTHUU
COCPEA0TOUYECHBI Ha 0TPAbOTKE METO0I0T MU, UHUIIMHPYIOIIEH CMBICI000pa3yIOIIyIO AeSITETEHOCTD
CO3HaHMs CyOBbEKTa, BCTYNAIOUIETr0 B JUANOr ¢ UCKyccTBOM. OObenuHsomas X TeopeTniecKas
KOHIICTILIMS 3aKJIF0YaeTCs B BUIACHUH MY3bIKAJIBHOTO COJIEPKaHUs KaK XyJI0)KeCTBEHHOM CyIIIHOCTH
MIPOM3BENICHUS, Ha BOIUIOLIEHUE U OOHApY)KEHHUE KOTOPOW MPSMO WM KOCBEHHO HAlpaBICHO
B MY3bIKaJIbLHOM TPOM3BEACHUM BCE, 4YeM OHO pacrnonaraer. KpaeyroabHbIMH KaMHSIMHU
MY3bIKaJIBHOTO COAEP)KAHUS CTAHOBITCS MY3bIKAJIbHBIA 3BYK, CpEACTBa MY3BIKAJIbHOMN
BBIPA3UTENbHOCTH, MHTOHALUS, MY3bIKaJIbHBIH 00pa3, My3blKajbHas JApamMaryprus, TeMa u ujes,
o0Opa3 aBtopa. PopMupyeMblii KOMIIO3UTOPOM 0a30BBIH «OCTOBY» MY3bIKAJIBHOTO COACPHKAHUS
MoJTydyaeT TBOpUECKoe MpeoOpa3oBaHHE B HMHTEPIPETATOPCKOM NEATEIbHOCTH HUCIOIHHUTENS U
BOCIIPUSITUH CITyLIaTEeIsl.

Pe3ynprarhl COBMECTHOTO HayYHOTO MOMCKA, BEYIIEroCs KOO, MpeACcTaBlIeHbI B Ooliee ueM
600 myOnuKausx, MTOKIagaX Ha BCEPOCCHUUCKUX U MEXKIYHAPOIHBIX HAyYHBIX KOH(MEPEHIIUSX,
cumno3uymax u koHrpeccax. I[llkoma Ka3zaHieBoil OCYyIIECTBISET HAyYHO-IIEAArOrHYECKYIO
NEeSTENIbHOCTh B BBICHIMX W CPEIHUX MY3BIKAJIBHBIX Y4E€OHBIX 3aBECHUSX, MY3bIKAJIbHBIX M
o0meoOpazoBarenbHbIX MmIKONIax Actpaxanu, bpsiHcka, Bonrorpana, Kpacnonapa, KpacHosipcka,
Kyprana, Maiikonia, MockBbl, Cankt-IleTepOypra, CapaToBa u Ipyrux TopojaoB CTPaHbl, a TAaK¥Ke
3a pyOexoM.

KiroueBbie ciioBa: My3bIKQJIIBHOE COJEpXKaHHWE, 00pa3 aBTOpa, B3aMMOJCHCTBHE HCKYCCTB,
pycckoe B 3apyOekHOI My3bIKe, Hay4Hasl IIKOJIa, IMYHOCTh yunuTes, Jlrogmuia Kazanmesa.

Jna yumuposanus / For citation: Bonkosa I1. C. Hayunas mxona JI. I1. Ka3anneBoii: onsit
necsrunerus // IlpoGnemsl My3bikanbHOM Hayku. 2019. Ne 4. C. 90-101.
DOI: 10.17674/1997-0854.2019.4.090-101.
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The Musicological School of Liudmila Kazantseva:
The Experience of a Decade

The year 2019 marked the tenth anniversary of the establishment of the Problem-Related
Scholarly Research Laboratory for Musical Content affiliated with the Volgograd State Institute
for the Arts and Culture. Its creation became a regular milestone of the academic school of musical
content of Liudmia Kazantseva — Doctor of Arts, professor at the Astrakhan State Conservatory,
Chair of the Problem-Related Laboratory of Musical Content, academician at the International
Academy of Informational Support and the Russian Academy of Natural Studies, and member of the
Russian Composers’ Union. The leader and the “graduates” of the school — Doctors and Candidates
of Art and of Culturology — are concentrated on development of a methodology which initiates the
meaning-bearing activities of the consciousness of the subject who engages in a dialogue with art.
The theoretical conception uniting them consists in regarding musical content as the artistic essence
of the musical composition, and is focused directly and indirectly in embodying and discovering
everything it is comprised of. The touchstones of musical content turn out to be musical sound, the
means of musical expressivity, intonation, musical imagery, musical dramaturgy, theme and idea,
and “the image of the composer.” The primary “framework” of musical content molded by the
composer undergoes a creative transformation in the interpretative activities of the performer and
the perception of the listener.

The results of the combined scholarly search carried out by the school have been represented
in over 600 publications, presentations on Russian and international musicological conferences,
symposiums and congresses. Kazantseva’s school has engaged in scholarly-pedagogical activities
in higher and intermediary educational institutions, musical and general educational schools of
Astrakhan, Bryansk, Volgograd, Krasnodar, Krasnoyarsk, Kurgan, Maikop, Moscow, St. Petersburg,
Saratov and other cities of Russia, as well as in other countries.

Keywords: musical content, authorial image, interaction between the arts, the Russian element
in music from other countries, academic school, personality of the teacher, Liudmila Kazantseva.

KHUTA, B KOTOPOH pacKpbIBaJIach Crierugu-
Ka MOPTPETHOTO kKaHpPa KaK MEXIUCIUILIU-
HapHOTo ()EHOMEHA, a TaKKe BBIABISIOCH

Toukoit orcuéra MIKONBI MY3BIKAJIbHO-  0OIIee U 0COOCHHOE B COOCTBEHHO MY3bI-
ro cogepxanusi npodeccopa Jlrogmuinel  KaibHOM mnopTpere. Heckonbko mo3aHee
[TaBnoBHbl KazaHneBol cramu JUIUIOMHAs — YBUJENA CBET KOJUIEKTUBHAsT MOHOTpadus
paboTa 0 My3bIKaJIbHOM MHTOHALIMM U KaH- «My3blka HauMHaeTcs TaMm, IJl€é KOHYaeT-
IUJAaTCKas Juccepranus €€ OCHOBArens, Cf CJIOBO...». VIMEHHO Ha €€ cTpaHMIax u
NOCBSIEHHAs TEMAaTUYECKUM 3aMMCTBO- B JPYruMX MyOIMKauusx pa3padarbiBajICs
BarusaM'. Crycts BpeMms ObUTa M3[aHa HEe- TOT CIIEKTP BONPOCOB, U3 KOTOPHIX BIIO-
Oonbiiasg mo 00bEMY HAy4YHO-NOMYJSIpHAs — CJEJICTBUM BBIKPUCTAJUIM30BANIACh TEOPHUS

My3bikarbHOe coaepikaHue —
OT SMMNUPUKU K YHEHUIO
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ABTOpa, TONy4YHBINAs CBOE BOIUIOIICHHE
B JIOKTOPCKOM JKCCEPTAIlMU U BECbMa Opra-
HUYHO BIJIMBIIASICSI B TEOPETUUYECKYIO KOH-
HCTIHIO MY3bIKAJILHOTO COACPIKAHUS.

CyTb KOHLEMIHUHA MY3bIKaJIbHOTO COAEP-
JKaHUsS, PEaTu30BaHHON B PYyCJE€ CHUCTEM-
HO-CTPYKTYPHOM METOMOJIOTHH, 3aKJIF0UaeT-
cs B cnenytomieM. CtaBst iepen coboit 1eb
pEaKTUBUPOBATh B CO3HAHWM CIIyIIATeNs
BOIUTOIIEHHYIO B 3By4alllell TKaH! TIPOU3Be-
JIEHUS1 TYXOBHYIO CTOPOHY MY3bIKH, YUEHBIN
pazpabarbiBaeT CTPYKTYypy COAEpNKaHUS
MY3bIKaJTbHOTO TBOPEHHS, 0a3uPYIOIIYIOCS
Ha JBYX (yHIaMEHTAIbHBIX MPUHIIUIAX:
BEPTUKAILHOM M Topu3oHTamsHOM. [lpum
3TOM TPUHIIMI BEPTHKAIBHBIA WHUIIUUPY-
€T YCTAaHOBKY Ha CMBICIIO00Pa30BaTEIbHYIO
JEATEIIbHOCTh  (MBICIICAEATEIbHOCTD), KO-
TOpasi OTMEUEHA HEMPEPHIBHBIM CO3JIaHUEM
«HOBBIX CMBICJIOB, YCKOJIb3aHUEM YK€ MPO-
SIBJICHHBIX CMBICIIOB, U3MEHEHUSAMH paHee
COCTOSIBIIIUXCSI CMBICIIOB  (TI€peOCMBbICTIe-
HUE), BCEBO3MOXKHBIMU B3aUMOJICHCTBUSIMU
CMBICIIOB U T. A.» [4, ¢. 21]. [opuzonTans-
HBIN TIPUHITUI KOPPEIHUPYET C KYJIBTYPHO-
UCTOPUYECKUM ACIIEKTOM MY3bIKaJbHOTO
COJICpXKaHUsI, peAIn3ys MO3HABATEIbHBIN
MOTEHIIMAJ CITylaTesns. B ux enMHCcTBe Kpu-
CTajuM3yeTCcs pabouee onpeecHue My3bl-
KaJIbHOTO COJIEp KaHUs KaK «BOILIOIIEHHON
B 3BYyYaHUU JYXOBHON CTOPOHBI MY3BIKH,
MOPOXKJIEHHON KOMITO3UTOPOM TPH TIOMO-
M CTIOKUBIIMXCS B HEM OOBEKTUBUPOBAH-
HBIX KOHCTAHT (JKaHPOB, 3BYKOBBICOTHBIX
CUCTEM, TEXHUK COYMHEHUs, GOpM U T. 1.),
aKTyaJIN3UPOBAHHOM  MY3BIKAHTOM-UCIIOJI-
HUTEJIEM U CHOPMHUPOBAHHOMN B BOCIIPUSITUN
CIyIIaTesns» [TaM ke, c. 12].

AKUEHTUpYSd BHHMaHUE Ha TOM, YTO
MY3BIKQIBHOE COJIep)KaHue SBISIET COOOM
pa3BEPTHIBAEMBIN B 0€30CTAaHOBOYHOM JIBH-
KEHUU MPOLECC, HUCKIIOYAIOIINN KaKyrO
Ob1 TO HU ObUIO cTaTuky, JI. I1. Ka3zaniesa
dboKycupyeT HCCIeI0BATENbCKYIO OINTHKY
Ha JpaMaTypruu, MPU3BaHHONH 00eCTIeYUTh
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MIPOIIECC BBISIBJICHUSI COACPKAHUS MY3bI-
KaJIbHOTO MPOMU3BEICHUS HA CAMBIX Pa3HbIX
YPOBHSIX, @ HIMEHHO, Ha YPOBHE:

— MY3BIKAJIbHOTO 3BYKa;

— SI3BIKOBOTO pecypca My3bIKU (TOHANb-
Hasl ApaMaTyprus, TeMOpOBasi ApaMaTyprus
UT I.);

WHTOHAIIMOHHOM  (MHTOHAIMOHHAS
JIpaMaTyprus);

00pa3HO-Xy/n0XKeCTBEHHOM  (00pa3-
HO-XyJOXXECTBEHHAs WJIM MYy3bIKaJIbHas
JpaMaTyprusi, BKItoJaronas B ceds Takxe
MIPOCTPAHCTBEHHO-BPEMEHHOM aCIEeKT MYy-
3BIKAILHOTO 00pa3a);

— aKKyMYJIUPYIOIIEM TE€MbI U UJEH MY-
3BIKAJILHOTO TPOU3BEICHUS;

— TIPOHU3BIBAIOIIEM BCE MY3BIKAJILHOE
1[eJ10€ MPUCYTCTBUM ABTOpA.

3HaMEeHaTeIbHO, YTO CMBICIIOBAs CUCTE-
Ma, CO3U/IAI0IIASICS B CO3HAHUM aHAJIUTHKA,
CKJIa/IbIBA€TCS HE CTOJBKO U3 €€ MHOTOYHC-
JICHHBIX KOMITOHEHTOB, CKOJIBKO U3 Oecuuc-
JIEHHOTO KOJMYECTBa BO3MOXHBIX CBS3EH
Mexay HUMH. [pyrumu cioBamu, Kaxjaas
13 0003HAYCHHBIX ACHUHUIUN NIeTaeT He-
00Xx0nMMBbIM 00pallleHue K COMYTCTBYIOIICH
CyO-KOHIEMIMU, 4YTO CO3AaéT ONTUMAb-
HbIE YCIIOBUS JIJIs1 COCTOSITENIbHOCTH AUAIIO-
ra co3HaHui. B 3TOT mponecc — He TOJIBKO
XYJIOKECTBEHHOTO, HO U HAY4YHO20 CMBbIC-
JIOTIOPOXKICHUSI BKJIFOYAIOTCS  YUCHH-
ku mpodeccopa’. Tak, pazpabaTbiBacMbIi
JUJEPOM IIKOJIBI CEMAaHTHUYECKUM TMOIXO
K ToHanbHOCTU [10] momyumn cBo€ pas-
BUTHE B AuruioMHoi pabore C. OpioBoii
0 CEMaHTUKE TOHAJIBHOCTEH B TBOPYECTBE
N. C. baxa U KaHIUAATCKOW HUCCEPTALUU
O. A. Bo3uHOI1, B IEHTpE KOTOPOil — ONEpHOE
tBOpuecTBO H. A. Pumckoro-Kopcakosa.

WccnenoBarenbs UCXOOUT W3 TOHHUMA-
HUSI WHTOHAllUM KaK MHOTOCTOPOHHETO
(MHOTOYHKIIMOHANIBHOTO) 1Ieioro [4-6],
YTO HAIIJIO CBOE €CTECTBEHHOE MPOI0JIKE-
Hue B AUIUIOMHBIX pabotax C. ByxryeBa u
T. MargeeBoii. O003HaYeHHOE TPOOIEMHOE
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I0JIE JI€JIA€T OUYEBUIHONW NTPEEMCTBEHHOCTh
IIOKOJICHUH — IIPEACTAaBUTEIIEN OTEUECTBEH-
HOM My3bIKaJIbHOM Hayku XX — Havasia XXI
BEKa, a MOCBSIIEHHOE MY3bIKAJIBHOW UHTO-
HAallMM MOHOTpaUYeCcKoe HCCIIeIOBaHUE
b. AcadreBa oOpeTaeT cTaTyc «IyCcKOBOTO
MEXaHU3Ma».

B cBoro odepenp, My3bIKaIbHO-XyHOXKE-
CTBEHHasi 0Opa3HOCThH MOJIY4aeT pPa3BUTHE
B TpPEX, PAaCKPBIBAIOIINX YHHUBEPCAIbHBIE
JUIE MY3BIKH «IPEAMETHOCTH», O0Opa3HbIX
cthepax: Yenosex, Mup, My3vika. BoisiBisist
OBITUNCTBEHHBIN TUIaH MY3bIKAJIBHBIX TBO-
PEHMIA, B LIEHTPE KOTOPBIX CTOMT cama My-
3bIKa Kak SBJICHHBIN cMbIc, JI. I1. Ka3aniie-
Ba 3ByYUT B YHUCOH ¢ B. B. MenymeBckum,
PAacKpbIBAIOLIUM  JIyXOBHO-HPAaBCTBEHHBIE
OCHOBBI MY3bIKaJbHOrO ObITUS [7]. ApTH-
KyJIMPOBAHUE YIIOMSHYTOW «IIPEIMETHO-
CTH» CKBO3b NMPHU3MY (YI'H J€MOHCTPUPYET
. U. Bacupyxk, 0003Ha4HB B My3bIKE OTEUE-
CTBEHHBIX KOMITO3UTOPOB MOCIEIHEN TPETH
XX Beka Takue XapakTepHbIe i 00pa3Hoit
chepbl Yenosex KOHIENTHI, KaK «Pa3MbIIII-
JICHUE», «JIBWJKCHHUE», «BBICKA3bIBAHUE)
U «cocrostHue». Bormpocsl apamaryprum,
pa3BEpTHIBAIOLIEiCS B onno3uuuu Yenogex
— Mup, craBut O. B. IlImakoBa, BICTpOUB
yOeIUTEeNbHYI0 apryMEeHTallul0 OTHOCH-
TEJIbHO 3HAYUMOCTU (pUHAIa B CHUMQOHU-
yeckux nukiax baproka, Onerrepa u XuH-
JIEMUTAa KAK «CHJIBHOM MO3WLHU TEKCTa»
(U. Apnonbn), 3amaromieil 0coObIli BEKTOP
npoueccy cmbiciaoodpa3zoBanus. Emé onna
MHHU-KOHLICTIINS, B KOTOPOM TOUKOU OTCUE-
Ta CTaJO0 KIOYEBOE JUISl (PUIOTOTMYECKUX
mryauid M. M baxTthHa NoHATHE XPOHOTO-
na, ObUIa MOJIO’KEHA B OCHOBY HAayYHBIX U3bI-
ckanuii C. A. Mosrot. MIX pe3ynsTaTUBHOCTb
NO3BOJISIET YTBEPKAATh, YTO B MY3bIKaJb-
HOM MCKYCCTBE Kareropusi IpOCTPaHCTBA
o0OpeTaeT CTaTryCc CMBICIOBOTO (eHOMEHa.
BpemMs 1 mpocTpaHCTBO B 3KPaHHOM TeaTpe
OKa3aJKCh Takke B (POKyce HAyYHOTO UHTE-
peca C. C. CeBacTbsIHOBOM.
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HecmoTps Ha pa3sHOCTh CTUIIMCTHKH,
AHAJIUTUYECKOTO OIBITa, MOAXOAOB B OC-
MBICJIEHUU CYITHOCTHOI CTOPOHBI MY3BIKH,
a TaKXe PaKypcoB HCCIEAOBaHUs, OO0IIei
Uil ydeHukoB Bosmmasisiemoit JI. I1. Ka-
3aHIICBOM IIKOJIbI CTAHOBUTCS CIEAYIOIIAS
ycTaHoBKa. KaxxJ1p1ii U3 BXOASIIIUX B CMBbIC-
JIOBYK0 HEPAPXHUIO DIIEMEHTOB POXKIAECTCA
KaK B JIOHE CaMOr0 MY3BIKaJbHOIO MPOMU3-
BEJICHUS, TaK M 3a €ro IpeneiamMu, Oymyqn
aKTyaJM3UPOBaH B JACATEILHOCTH MY3bIKaH-
Ta-uCIOMHUTENS U chymmarens. [logoOHbIi
MOJIX0/T OOYCIIOBJICH TEKCTOBOUW MPUPOIOH
MY3BIKQILHOTO TBOPEHHUS U COOCTBEHHO Ue-
JIOBEKA, UX U30MOP(PHU3MOM.

C 3TOl TOUKM 3pEHUs] KOHLEMIUS MY3bl-
KaspHOTO coxepxkanus JI. II. Kaszanueson
KOPPECTIOHUPYET C AUAJIOTHYECKON KOH-
LeTyer ryMmaauTapHoro 3Hanus M. M. bax-
TUHA, B [ICHTPE KOTOPOM CO-ObITHE JAHHOTO
U CO3JJaHHOTO, BHEUIHErO0 W BHYTPEHHETO,
MO3HaBaTeIbHOTO W ATHYeckoro [1]. boinee
TOTO, BBISIBIISASI TAKUE «CUTHAJIBI TEKCTa»
(FO. A. JlotmaH), KOTOpbIE CTaHOBSTCS IS
MBITIIUBOTO MY3bIKAHTA «HUTHIO ApHUaTHBDY,
MPU3BAHHOM BBIBECTH JIUAJIOT KOMIIO3UTOPA,
WCIIOJIHUTEJIS M CIYIATENs B MPOCTPAHCTBO
nyxa, mpodeccop KazanreBa oqHOBpeMEHHO
BHOCHUT CYIIECTBEHHbIE KOPPEKTUBBI B UME-
IOIIUICS ONBIT. B yacTHOCTH, moneMu3upyst
¢ M. M. baxTuHbIM, HACTaUBAIOIIUM Ha TOM,
YTO OBJIAJICHUE 3TUYECKOM, TO ECTh LIEHHOCT-
HO-CMBICIIOBOM  CTOPOHOM  XyJ0’KE€CTBEH-
HOTO TIPOU3BEACHUS — «3ajaya... TpyaHasi,
a B UHBIX CIIy4asiX — HalpuMep, B My3bIKE —
COBEPIIEHHO HEBbIMOIHUMAs» [1, c. 290],
MY3BIKOBEJ] CO3JIa€T O0COOBIC YCIOBUS IS
TOTO, YTOOBI IIEHHOCTHO-CMBICIIOBAsl CTO-
pOHA MY3bIKAJIHHOTO TBOPEHHUS BXOMIIA
«B TUIOTh U KPOBBY» €€ MOJOMEUHBIX — CTY-
JICHTOB, aCITUPAHTOB, JIOKTOPAHTOB, 0OpeTast
CTaTyC JUYHOCTHOTO CMBICIIA.

Hecnyuaiino moaTomy kak B pyHIaMEH-
TAJILHOM JJIS1 JHAJOTMYECKOM KOHIICHIIUH
ryMaHuTapHoro 3Hanus pabore M. M. bax-
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tiHa «IIpobmema conepikaHus, Marepuasa
U (HOpMBL...», TaK U B KOHIICTIIIUUA MY3bI-
kasbHOTO coaepxkanus JI. I1. Kasanuesoi
pelarTcsl CXOIHbBIE 3a/1a4u, 0OHApYyKHBas
OOITHOCTH HEKOTOPBIX TOCTYJIATOB:

— «B MY3BIKE BCE€ KOMIIO3ULIMOHHO 3Ha-
YUMbIE MOMEHTBHI BIMTBHIBAIOTCS W BOMpa-
IOTCSl aKyCTUYECKON CTOPOHOM 3BYKa;

— €CJIM B TIOA3UH aBTOpP, OCYLIECTBIISIO-
ui (hopMy, — TOBOPSIIIHI YETIOBEK, TO B MY-
3bIKE — HEMOCPEICTBEHHO 3BYYalllWiA, HO OT-
HIOJIb HE UTPAIOILIHI — Ha POsIE, HA CKPHUIIKE
U TIPOY. — B CMBICIIC MPOU3BOASAIIETO 3BYK
MIPH MIOCPEICTBE MHCTPYMEHTA JIBUXKEHUS;

— CO3MJIAIONIAs] AKTUBHOCTh MY3bIKAJIb-
HOU (OpPMBI €CTh aKTUBHOCTH CaMOTO 3Ha-
Yamiero 3ByYaHHUs, CaMOI0 IIEHHOCTHOI'O
JBI>KEHUs 3ByKay [1, c. 315].

OOHapy>keHHbIE COOTBETCTBHS TO3BO-
JSIOT TPU3HATh, YTO KOHLEMIMUS MY3bI-
KanpHOrO coxepxkanus JI. II. Kaszanueson
BBIXO/IUT JTAJIEKO 32 PAMKH OTE€YECTBEHHOIO
MY3bIKOBEJICHHS (MCKYCCTBOBEICHHS), BHO-
Csl CYLIECTBEHHBIN BKJIAJI B THAJIOTMYECKYIO
KOHUEMINIO TymaHuTapHoro 3HaHus. [log-
TBEPKJAECHUEM TIEPCIIEKTUBHOCTH aBTOPCKOM
KOHUEILNH 111 MUPOBOM T'YMaHUTapHOM Ha-
YKHA MOXET TMOCITYXUTh U TOT (PaKT, 4YTO OC-
HoBonojaratomue Tpyasl JI. I1. Kazanuesoi
OKa3bIBAIOTCSI BOCTPEOOBAHHBIMU 32 TIPEJIe-
samu Poccun. B wacTHOCTH, céMb KHUT OTe-
YECTBEHHOTO Y4EHOTO JEMOHCTPUPOBAIIMCH
Ha MexXIyHapOIHbIX KHIMKHBIX BBICTABKaX
B bapcenone (LIBER BARCELONA 2018),
Bene (BUCH WIEN 2019), Hero-Hopke
(BOOKEXPO AMERICA 2019), T'onkosn-
re (HONG KONG BOOK FAIR 2019),
Ha 38 MexayHaponHOM KHIKHOM CalloHe B
[Tapuxke (LIVRE PARIS 2018).

AabopaTtopus
MY3bIKaAbHOTO COAEpPXKaHUS

Bbynyun opranmsoBana Ha 6aze Bomro-
IPajICkOTO  TOCY/IapCTBEHHOTO MHCTUTYTa
kynsTypbl B 2009 romy, IlpoGrnemnast Ha-
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YYHO-UCCIIEI0BATENBCKAS nTaboparopust
MY3bIKQJIBHOTO COACpaHMs CTajla JKCIe-
PUMEHTAJIBHON TUIOIIAAKON Ui HAay4YHO-IIe-
JArorMYecKuX W3bICKaHUM, pa3pabarbiBae-
MBIX BXOJSIIIMMU B €€ COCTaB YYaCTHUKAMH,
B OOJBIIMHCTBE CBOEM — BBIMTYCKHUKAMU
AcCTpaxaHCKOIl TOCyIapCTBEHHOM KOHCEpBa-
Topuu 1o kiaccy npodeccopa JI. I1. Kazanre-
Boil. [1o cyTu, Bce BUIbI I€ATENBHOCTH, AlIPO-
Oarsi KOTOPBIX TPOXOAWT HA E€KETOJHBIX
3acemanusix Jlabopatopuu, 0OYCIOBICHBI
TBOPUECKUM OITBITOM JIWJepa IIKOJMbI, (op-
MHUPOBABIIUMCS] HE TOJIBKO TOJT 3HAKOM HaA)-
Kit, 0 YEM OBLIO YIIOMSIHYTO BBIILIE, HO TaK¥kKe
neoazocuku W npoceemumenbckoll padoThlI.
JloctatouHO cKa3arb, 4TO MOMUMO AcCTpa-
XaHCKOM TOCY/IapCTBEHHON KOHCEpBaTOpUH,
ACTpaxaHCKOTO MY3bIKAJIbHOTO  KOJIJIEIXKa
umenn M. I1. Mycoprckoro, AcTpaxaHCKoro
00JIaCTHOTO HMHCTUTYTa YCOBEPILIEHCTBOBA-
HuUs yuutened u Bonrorpaackoro rocynap-
CTBEHHOI'O MHCTUTYTa UCKYCCTB U KYJIBTYPBI,
rae npodeccop JI. I1. Kazannesa 3HakoMut
CIIyIIATENIbCKYIO AYIUTOPUIO C KYpCOM JIEK-
LU 110 MYy3bIKAJIbHOMY COJIEP’KaHHUIO, B TOM
yuciae W B paMmKax (pakynbTeTa IOBBIIIE-
Hust kBanudukanuu (DIIK), obmieHue wnc-
KyCCTBOBEZ]a C KOJUIETaMU U CTYAEHYECKOU
MOJIOAEKBIO TPOXOJUT B CTEHAX YYEOHBIX
3aBeneHn Bomkckoro (Bonrorpazackast 00-
nactb), KpacHonapa, KpacHosipcka, Kyprana,
Kypcka, Maiikona, Mocksbl, Cankr-Ilerep-
Oypra, CoIKkThIBKapa, Y bl, UHUThI, a TaKxke
Muncka, ITnesena, ToOumucHu.

BrionHe ecTecTBEHHO, UTO MeJaroruye-
CKUM OnbIT wieHoB Jlaboparopuu u Ipyrux
MPE/ICTABUTEIIEH IIKOJIbI HAIIENI CBOE OTpa-
KCHHE B HAyYHO-METOJAMUYECKHUX ITyOIHKa-
UsAX. JTO, MPEXkae BCEro, NpOrpaMMbl IO
y4eOHBIM JUCHUIITUHAM «My3bIKaJbHOE
comepxkanue» u «Teopuss My3bIKaJIbHO-
TO COAEpKaHUs», 00CYKIECHHUE CEPhE3HBIX
npoOJieM METOAMKHU MpernofaBaHUsi MY3bl-
KaJIbHOTO COZIEpXKaHUsl, METOANYECKHUE Pa3-
pabOTKH MO OCBOEHUIO MY3bIKH JIETbMU.
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Haxopsuumecs psaoM co CBOUM HAacTaB-
HUKOM YYEHHKHU Ha MPOTSKEHUH JECATKOB
JeT UMENIH BO3MOXHOCTb HPHOOIIUTHCS
K caMbIM pa3HbIM cdepaM MY3bIKO3ZHAHMS,
CTAHOBSICh CBUJIETEISIMU U OYEBUILIAMU HE
TOJIBKO OpPraHU3AalMOHHOTO TajaHTa IIpo-
deccopa KazaHieBoil, pacKpbIBIIETOCs
B IIPOLECCE MOATOTOBKU MEXIYHAPOIHBIX
U BCEPOCCUMCKHMX HAy4YHO-IIPAKTHUECKUX
KOH(EepeHLUd, HO U HCIOIHUTEIHCKOTO
MacTepcTBa YUuTelns, 00eCHeYynBaIOIIETO
APKOCTh XYIOKECTBEHHBIX HWJUIFOCTpALUN
B paMKax JIEKIIMOHHBIX KypCOB M Ha KOH-
IEPTHBIX IIOMIAIKAX — 3ajlaX (GUITAPMOHHUIH,
KOHCEPBATOPU, MY3bIKAJIbHBIX KOJUICIKEH
U IIKOJ HCKYCCTB, €ro J00poKenareib-
HOCTH W, OJHOBPEMEHHO, INPUHLUIINAIb-
HOCTHM B BOIpPOCAaX OIIIOHUPOBAHUSA, pe-
LEH3UPOBAHUS W MY3bIKaJIbHON KPUTHKH,
npeacTaBieHHoM Ha cTrpanHumax CMU,
a TAKXE COYETAIOLIErocs ¢ BhICOYANUIIEH
npodeCCUOHAIEHON ATUKOM, YECTHBIM OT-
HOILIEHHEM K Hay4HO-IIearoru4eckoi pa-
00Te KaK Jeily BCEHl KU3HHU.

Bcé 310 ceronHs mplTarOTCs KyJIbTUBHU-
poBarh B ce0e MPUYACTHBIE K IIKOJIE Mpo-
¢eccopa KazaHieBoit My3bIKOBEIbI, BHICTY-
nas B KayeCTBE HAYYHBIX PYyKOBOAUTEIECH
U Hay4yHbIX KOHCYJIFTAHTOB, OCYILECTBIIS-
IOIUX TOATOTOBKY KaHAUAATCKUX (IOK-
TOPCKHMX) HCCIEIOBAaHUN M JAMILUIOMHBIX
paboT; pPELEH3EHTOB HAy4YHBIX W3JaHUM;
ONIOHEHTOB KaHJIWJATCKUX U JOKTOPCKHUX
JUCCEepPTAalUi; OPraHU3aTOPOB HAyYHBIX
CEMHUHApOB, KOH(EpEeHUUH M MyOIUYHBIX
JeKIMI; aBTOPOB HAay4YHBIX MOHOTpaduii,
y4eOHO-METOIMYECKUX MOCcOOUid U cTa-
Tei!, HaKOHENl, IeJaroroB, B3sBIIMX Ha
ce0sl OTBETCTBEHHOCTb BECTHU 3aHATUSA IO
MY3BIKAJIBHOMY COJIEPKAHUIO BO BCEX 3BE-
HbSIX OOpa30BaHUS: HAa4YMHASA C JETCKHUX
JOIIKOIBHBIX YUPEXKICHUN, BOCKPECHOU U
o011eo0pa3oBaTeNbHOI 1IKOJI, CYy30B U KOJI-
JeJIKEN UCKYCCTBA U 3aKaHYMBAsI BHICIIIMMHU
y4eOHBIMH 3aBEICHUSIMU.
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Bormpeku Tomy, uto xomtektus Jlabopa-
TOPUM PACCPEIOTOUYEH 10 Pa3HbIM TOpoJaM
Poccum — Actpaxans, Bonrorpaa, Kpacho-
nap, Kpacnosipck, Kypran, Maiikon, Mo-
ckBa, Cankr-IlerepOypr, CaparoB — mpen-
CTaBUTEJM ILIKOJIbI €KErOJHO BCTPEUAIOTCS
Ha 3acemaHusx Jlaboparopuu My3bIKaib-
HOTO COJIepXaHusA, KOTOpblE NPOXOAST B
dbopme CBOOOIHBIX UTEHUM, BOMPAIOIINX
B ce0sl TBOpPUECKHE OTUETHI, OOCYKICHHS
UJed U aBTOPCKUX KOHULENIMHU, peansye-
MBIX KaK B Hay4yHOM IUIaHE (KaHAUAATCKUE
U JIOKTOPCKHE JTUCCepTalliu), Tak U B Tie-
JarOTUYECKOMl M TMPOCBETUTENLCKOM Jesi-
TEIbHOCTH. 371ECh YMECTHO Ha3BaTh UMEHA
O. B. IIImMakoBOH, HCHOJB3YIOLIEH CaMble
pasHble JKaHpPBl PabOThl CO CTyIAEHTaMHU
KoncepBatopun u My3bIKaJIBHOTO KOJI-
nemxa umenu I1. A. CepebpskoBa, BbICTY-
NUBLIEH MHUIIMATOPOM Psifia MacIITaOHBIX
MPOEKTOB’, MPUHUMAIOIIEH yJyacTue B 00-
HIETOPOACKUX MEPONPUATHIX, MEXKIyHa-
POJIHBIX aKLMsIX, B TOM unciie «PaycT-mpo-
ekre “Vcropusi BEYHOro moucka — LeHa U
IEHHOCTh MO3HAHUS» (MHTEJUIEKTyalbHOE
1I0y) COBMECTHO C «AT€HTCTBOM KYJIBTYp-
HBIX MHHUIIMATUBY» B TOJ KYJIBTYpbl epma-
Huu B Poccum (2013) B kauecTBe JIeKTOpa,
a taxke O. U. JIlykoHMHOH, NI KOTOpOi
nonynsipusanust My3sik M. O. IITeitn6ep-
ra Ha KOHIIEPTHBIX IUIOMIAJKax CTaja Ipo-
JNOJDKEHUEM €€ Hay4YHbIX MCCIEIOBAaHUM,
OCYLIECTBIsIEMBIX Ha 06a3e Boinrorpaackoro
rOCYJIapCTBEHHOTO MHCTUTYTA KYJIBTYPBI.

3HaMEHAaTeIbHO, UYTO €CIIHM MpEexae 00-
CYXIECHHSI JTUCCEPTALMOHHBIX HCCIEI0Ba-
HUM noionevHbIx mpodeccopa Kazanmenoit
B pamkax Jlaboparopuu My3bIKaJILHOTO CO-
JepKaHusl IPOXOJMIN Ha YpOBHE JIOKAJb-
HBIX, HE BBIXOIAIIUX 3a TpaHHIlbl UTeHUI
meporpustuii, To B 2018 rony Jlaboparo-
pHUs BBIIUIA HA KaY€CTBEHHO HOBBIM Ypo-
BeHb. Peub MAET O MOATOTOBKE pPEKOMEH-
JAlMU K 3alIUTe TOKTOPCKOW AUCCepTaluuu
Csetnianbl AHaTONBEBHBI MO3roT, KOTOpast
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OblJ1a MPUHATA JUCCEPTALIMOHHBIM COBETOM
HoBocubupckoii rocyapcTBeHHON KOHCEP-
Batopuu (Axanemun) umeHu M. U. I'munkwy,
IJIe U COCTOSAJIAch yCIElIHas 3alluTa KoJl-
jeru. BaxxHO MOTYEpKHYTh, YTO BBISIBIICH-
Hble B JUCCEPTALIMOHHOM MCCIIEJOBAHUH
C. A. Mo3rot npocTpaHCTBEHHbIE 3aKOHO-
MEpPHOCTH MY3bIKH BBICTYNAIOT HEOTHEM-
JIEMBIMU COCTABJISIFOIIAMU MY3bIKaJTbHOTO
coliepkanus, obecriednBasi HOBBIM paKypc
B TMOCTH)XKCHUM TIyOWHHBIX OCHOB MY3bI-
KaJIbHOTO MPOU3BECHUS.

HeynuButenbHO MOSTOMY, YTO HMHTEpEC
K mpo0OnemMaM, o0CyXIaeMbIM B paMKax Ha-
y4HOU mKoybl Ka3aHIieBoM, HEYKJIOHHO pa-
cT€T. OO0 3TOM CBUJETENILCTBYET, HAIIPUMED,
pacmmmpsitorasics  reorpadusi  BBICTYILUIE-
HUM, BXO[SIIIMX B IIKOJIy y4€HBIX. Tak, He-
CKOJIBKO JIET Ha3aJ Ha €XerofHbIx UTeHusix
B Bosnrorpaze ¢ gokinagom o mpenoiaBaHun
MY3bIKQJIBHOTO COJEPXKAHUS B JETCKUX MY-
3bIKAJIBHBIX IIKOMax BeicTynwia C. A. [a-
BbIJIOBA — aCHMpAHTKa JIOKTOpPAa HCKYCCTBO-
BeneHns mpodeccopa MHCTUTYTa HCKYCCTB
Cankt-IleTepOyprckoro  rocymaapcTBEHHO-
ro TeJaroruuyeckoro yYHUBEPCUTETa HWMEHH
A. U.Tepuena I I1. OBcIHKUHOM — HBIHE KaH-
JUIaT TIearornyecKkux Hayk. B MuHyBIiem
rogy TeMy XOJOKOCTa B MYy3bIKaJIbHOM Ha-
CIIEAMA COBPEMEHHBIX KOMIIO3UTOPOB MpE/I-
CTaBWJIa MPUOBIBILIAS HA YTCHUS U3 OJTMKHETO
3apyoexbs (. ['ponHo, benapych) kanmuaar
ncKyccTBOBeneHus JoueHT 1. @. JBykuib-
Has. [Ipu 3Tom, ecnu npexze 3acenanus Jla-
Ooparopur MPOXOIUIN KyJTyapHO, TO Terepb
OHH TIOpOM coOuparoT monHble 3ansl. He
MEHBIINNA HHTEPEC BBI3BIBAIOT U COOPHUKHU
Hay4YHBIX MaTepualioB, KOTOPbIE BBIXOAT IO
pe3ynbTaraM TaKUX €KEroHbIX YTCHUH.

NMpo6AeMHOE noAe uccAaeAOBaHMI
Aabopatopumu
MY3bIKaAbHOTO COAEpP>KaHU S

CTaBHHII/IGCH B KOHTCKCTC MY3bIKAJIbHO-
T'o COACpPIKaHUA BOIIPOCHI HCHUCUCPIIACMEI,
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1 3T0 00yCIIOBUJIO HEBEPOSITHO KPACOUHYIO
MaJUTPy HAYYHBIX MHTEPECOB KaK JIMJepa
LIKOJIBL, TAK U €€ €UHOMBIIUIEHHUKOB — OT
YK€ CJIOKUBIINXCS YYEHBIX 10 HAYMHAIO-
IIMX MY3bIKOBeIOB. B nemom mpobiema-
THKa, KOTOpasi pa3padaTbiBaeTCsi B paMKax
Jlaboparopuu, yCIIOBHO OXBaThbIBAa€T YEThI-
pe TeMatnueckux Onoka. IlepBblil U3 HHX,
— CaMblil KPYNHBIA M 3HAYUMBIN, — MpEa-
CTaBJIEH MY3bIKATbHbIM COOEPHCAHUEM KAK
¢enomernom. B 4acTHOCTH, HAy4HbIH TMO-
uck O. B. lllenmenéroit 6611 chokycupo-
BaH Ha CMBICIIOBOM acCIIEKTe 3ByKa B XOpax
a cappella 0T€4eCTBEHHBIX KOMIIO3UTOPOB;
. A. PaxumoBa n3y4aeTt CMbICJIOBOM MOTEH-
nuan opueHrainuzMa B Mysbike C. B. Pax-
MannHoBa; T. C. AHIpyIak pa3padarsiBaeT
TUTIOJIOTHIO JKaHpa in memori, 0003HAYUB
«CHUTHAJIBI TEKCTA», YKA3YIOIIHNE HAa TOT UIU
WHOW MPUHIUI CTPYKTYPbl MY3bIKaJIbHOTO
colepKaHusi B MPOMU3BENCHUSIX IPOILIOro
U HACTOSIIETO; IPOLECCYalbHO-AUHAMU-
YECKYI0 CTOPOHY MY3BIKaJIbHOIO COJEp-
KaHUS B WCIIOJHUTEIBCKOW MPAKTUKE pac-
KpbIBAa€T JUCCEPTALIMOHHOE HCCIIENOBaHUE
I'. H. beckpoBHoil.

Btopo#i Temarndeckuii 00K HareiaeH
Ha 00pa3 asmopa Kaxk OJIHY U3 IIEHTpaib-
HBIX (PUTYyp MY3bIKaJIbHOIO IPOU3BEICHUS,
BOKPYI KOTOpPOM CKJIAJBIBAETCS JTHAJIOT
«TIOCBAIIEHHBIX». B 1TaHHOM KOHTEKCTE
BECbMa IIOKA3aTEJICH psAJ HAy4YHBIX W3bI-
CKaHUM MPEACTABUTEINIEH WIKOJIbI, pACKPHI-
BAIOLIMX JUYHOCTHBIM aCIEKT KaK CamMoro
TBOpLIA, TaK M CO3JaHHOIO MM «T€pOs».
31ech YMECTHO Ha3BaTh JUILUIOMHBINA IPO-
ekt E. Bonkooit (KapnayxoBoii), ycraHo-
BUBIIEN OTOOpaXEHHE JIMYHOCTHBIX YEPT
C. U. TaneeBa B ero TBOpuecTBe; padoTy
M. B. CanbHUKOBOH, B KOTOPOW MOJIO-
NON y4YEHBIM II0Ka3bIBAE€T TEMIIEPAMEHT
KaK MY3bIKJIbHO-XY/I0)KECTBEHHBIN  (e-
HOMeEH; uccienoBanue M. A. CrynHui-
KOM, oOpaTuBIIEHCS K TAKOMY KOHLIETITY B
TBOPYECTBE KOMIIO3UTOPOB-POMAHTHKOB,
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KaKk BOCIIOMUHAHHE, MACIITaOHBIA TPYA
O. U. JlykoHuHo#i, ctocOOCTBYIOIHUNA BOC-
CTAQHOBJICHUIO II€JIOCTHOTO 00pa3a KOM-
no3uTopa Maxkcumunuana IllTeiinOepra
CKBO3b IIPU3MY €r0 JUYHOCTHBIX Ka4E€CTB
U TBOPYECKOW YKHU3HHU, NMPOXOAUBIIEH IOJ
3HAKOM OTE€YECTBEHHOW KYJBTYypPbl IEPBOM
1mojaoBHHBI XX BEKa.

Tperuit Temarnueckuil OIOK, TaKke
W3HA4YaJbHO pealu3yeMblii B HCCIIEOBa-
TEJNbCKOM paboTe juaepa LIKOIbI, — 83au-
Mmooeticmaue uckyccms [9], packpsiBaemoe
MOCPEJICTBOM OOpallieHus! He TOJIBKO K CO0-
CTBEHHO MY3bIKaJbHbIM U CHUHTETUYECKHUM
(BOKaJIbHOE TBOPYECTBO, OMEpPa) KaHpaM,
HO M K >XaHpaM KuHematorpada (aHuma-
M), Oanery, Tearpy, M300pazUTEIbHOMY
UCKYCCTBY U JIUTE€parype (I1033Uu U Mpo3e).
Bomnomenunem o6o3HaueHHOW Mpobiema-
TUKWA CTaJIM HaydHble pabOThl U AMCCEp-
taumu O. B. llleBuenko (bernuenoit), uné
HAay4YHOE CTAHOBJIEHUE CBA3aHO C KaMmep-
HO-MHCTPYMEHTAJIBHOM MY3BIKOH B XYJO-
KECTBEHHOM mpocTpaHncTBe CepeOpsHOro
BEKa U JKaHpOM Oaiajbl, aKTyalu3upye-
MOM Ha IMEPEeCEUCHUH JUTEPaTypbl, My3bl-
KaJbHOTO U HM300pa3UTENBHOIO BHUJOB HC-
kycctBa; C. C. CeBacThHOBOMW, CTaBAIIECH
npo0JieMy CHHTE3a MCKYCCTB B SKPAaHHOM
MY3bIKaJIbHOM TEATPE.

Tema B3aMMOAECHCTBUS HMCKYCCTB IIO-
Jy4usia CBOE MPOJOJDKEHUE B JOKTOPCKOU
nucceprauuu I1. C. BonkoBoii, a Takxke
B HAyYHBIX MCCIIEJOBAHMSIX, BHIITOJIHEHHBIX
nox e€ pykoBoacTBoM®. B mesom, paspa-
OarpiBaemas yuenuneit JI. I1. Kazanmesoit
KOHIICTILIUS SIBJISIET COOOM MPOEKIINIO B MPO-
crpaHcTBO HcKyceTBa XX 1 XXI Beka Takux
(dyHIaMEHTaIbHBIX, C TOYKU 3PEHUs IOJI-
HOLICHHOM JKM3HEAEATEIbHOCTU CO3HAHMS
MPUHIUIIOB, KaK MHTEpPHpeTanus U pPeuH-
tepraperauus [2]. [[pumMeHuTeNnbHO K TBOP-
YeCTBy nucaresnei, xopeorpadon, KOMIO3u-
TOPOB, XYIOKHUKOB, KHHEMaTorpaducToB
U MYJBTHILUIMKATOPOB MOXKHO YTBEPKIATh
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cienyromiee. Eciu B ciydyae mHTEpnperTa-
LMY IEPBOUCTOYHUK COXPAHAETCS HA YPOB-
HE 1IeJIOCTHOM XyJ0KECTBEHHOIN CHCTEMBI,
TO B ClIy4a€ PEUHTEPIPETAUU — B ITOJIHOM
COOTBETCTBUH C JJATUHCKOW ITpUCTABKOM Re,
JIBOMCTBEHHBIA XapakTep KOTOPOW ONO3Ha-
€Tcsd B TOM, YTO OHAa OJAHOBPEMEHHO YKa-
3bIBa€T KaK Ha BO3BpaT (IIOBTOPEHHUE, BOC-
MIPOU3BEICHUE), TAK U HA JIBUKEHUE BIIEpPE
(mepeocMbICiieHUE, TEPETOIKOBAHUE)
0a30BbIil TEKCT IOJBEPraeTcsi TOTAJIbHOU
Tpanchopmaiuu, o0peTast CTaTyC HEOThEM-
JIEMOM 4aCTH HOBOU, OTIIMYHOM OT MPEKHEN
XyJI0’)KECTBEHHOM cucTeMsl [3].

Hakonen, B mocienHue roisl MpoUCXo-
T (GOpMUpOBaHHE YETBEPTOrO TEMAaTH-
YecKkoro OJ0Ka, KOTOPBIM IMOJy4aeT CBOE
pa3BuUTHE B Hay4yHOHM IIKoJe mpodeccopa
JI. II. Ka3zanueBoil — 3TO pycckoe, akmya-
Ju3Upyemoe 8 meopuecmee 3apyOedcHbiX
Komnozumopos. OIHUM W3 SIPKUX HcCCIe-
JIOBaHWM, HAMpsSMyIO CBSI3aHHBIX C 000-
3HAaYEHHOU TeMOil, cTasia paboTa y4eHUIIbI
npodeccopa — CTYIEHTKH ACTpaxaHCKOU
rOCyJlapCTBEHHOW KoHcepBaropuu llomm-
Hbl [1laMXan0Boii, BBIIIOJHEHHAsA B paMKax
Bcepoccuiickoro KOHKypca Ha JIy4lIIyrO
TBOPUECKYIO0 PabOTy MO mpoldiieMe My3bl-
KaJIbHOTO coaepkanus [8]. IIpoBenéHublii
B MpeIJBepUN FOOUIEHHOTO NJisi HAyYHOU
HIKoJIbl Tojia KoHKypc (2018), B xoTtopom
IPUHSIN y4acTHE MMOAAKOIIUE HAIEKIbI MO-
JIo/1bI€ YUYEHBIE U3 pa3HbIX ropoaoB Poccun,
0Ka3aJicsi B HEKOTOPOM POJI€ BEXOW Ha MyTH
cTaHoBliieHUs JIabopaTopuu My3bIKaJIbHOTO
CONEpIKaHUS.

[lomecTB B LIEHTP HMCCIIEJOBAHUS MO-
HOJpaMy OpUTaHCKOTO KoMITo3uTopa J{»koHa
Tasenepa «Cmepts Bana Unbuya» (2012),
co3laHHyr0 Ha ocHoBe nosectu JI. H. Toin-
CTOTO 3a Tof 10 cMepTu Kommo3uropa’, [To-
auHa [IlamxanoBa mpoaeMOHCTpHUpOBaia
Takre HeoOXOAUMbIe YYEHOMY-HCKYCCTBO-
BeIy KayeCcTBa, KaK CIIOCOOHOCTD CIIBIIIATh
Y TIOHMMAaTh MY3BIKY, IIMPOKUN KPYro3op,
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OpPUTMHAJIBHOCTh MBIIUICHUSI W 3HAHUE
tpaaunmid. [logoGHO ApyruM mpencTaBu-
TEJIAM WIKOJIbI, MOJIOJIOW YYEHBIA CyMela
BHECTU ONpeeNEHHBINA BKIAJ B MpoOiIemMy
MY3BIKQJIBHOTO COJIEPKaHUsl, ONMUPAsACHh KaK
Ha CBOM JIMYHOCTHBIE MPUCTPACTHUS, TaK U
coOnrofasi Mpy 3TOM HEU3MEHHOE TpeboBa-
HUE YUUTeNs: HEJOIyCTUMOCTh B JIIOOOU
pabote nuneraHnTu3Ma, HeOpPEXKHOCTH U TI0-
TOHU 3a JeméBbIM ycnexoM. CrenoBaHue
0003HAYEHHBIM TPEOOBAHUSIM C TIOJHBIM
MPaBOM TO3BOJISIET BIIMCATH JOCTHUKEHUE
CTYACHTKA ACTpaxaHCKOW TroCyaapCTBEH-
HOW KOHCEPBAaTOPUM B IOYETHBIA CIUCOK
MIPEACTAaBUTEIIEH IIKOJIBI.

Cnenyer n00aBUTh, YTO M «CTapOXKH-
JIbDy IIKOJIBI HE pa3 T0OUBATUCh IPU3HAHUS
y npodeccruoHanbHOro coobdbimectBa. Haps-
Iy C JUAEPOM IIKOJbI — jaypearom (20006,
2010, 2012, 2013) u puromanToMm (1999)
BCEPOCCUNCKUX KOHKYPCOB Hay4HBIX pa-
0oT, naypeatoM Bcepoccuiickol BBICTaBKH
(2011) — yuenuku JI. I1. Kazanuesoii crapa-
FOTCS1 COOTBETCTBOBATh TOM BHICOKOM IJIAHKE,
KoTOporo 3amaetr Yuurtenb. O. B. bernuesa
(IIleBuenko), 1. U. Bacupyk, C. A. Mo3-
rot, M. B. CanpaukoBa, O. B. Illenmenéna,
O. B. IlImMakoBa sipk0 ¥ TaJaHTJIMBO IOKa-
3a5u ce0s B CaMbIX Pa3HBIX TBOPYECKUX CO-
CTSI3aHUSIX, BBICTYIIMB aBTOPAMU KHHUI, MY-
3BIKAJIbHO-TIPOCBETUTENICKUX  [IPOTpamM,
METOAMYECKHUX pa3paboTOK, MEKTyHapoj-
HBIX MPOEKTOB, MpoxoAuBIINX B Bonorme,
Bsatke, Kazanu, Mockse, IlerpozaBoscke,
XanTte-MaHcwuiicke®,

He menee BaXHBIM ISl IIKOJIBI MY3bI-
kasbHOTO coaepxkanus JI. I1. Kazanneoi
BUJIUTCS U TOT (DaKT, 4YTO HAYYHBIC HAIIPAB-
JeHuss «ABTOp B MY3BIKAJIbHOM COJEP-
xKaHum» U «My3bIKaJbHOE CONEPIKAHUE»
BKJIIOUEHbI B PeecTp HayuyHBbIX HarpasJe-
HUH, cocTaBisieMbli Poccuiickoii akane-
MHEH eCTEeCTBO3HAHMS’, a HAPAOOTaHHBIN B
paMKax IIKOJIbI OMBIT YCHEIIHO I€MOHCTPH-
pyercsd Ha MacIITaOHBIX Hay4yHbIX (opy-
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Max, NMPOXOAMBIIMX B HCCIEN0BATEIbCKUX
ueHrpax bemapycu, bensrum, bosrapuw,
BenukoOputanuu, ['penun, I'pysun, Kazax-
crana, Uranuu, JlarBum, Jluteel, CepOun,
Ykpaunsl, @panuuu, Yexuu.

ITogpiTO)KMBast BCE BBIMIEU3I0KEHHOE,
3aMETHUM, YTO YHUBEPCAJIbHBIA XapakTep
IIKOJIBI OTIO3HAETCS HE TOJILKO B YHHUBEp-
CaJIbHOCTH MPOOJIEMbl MY3BbIKaJIbHOTO CO-
nepxanus. O0ObeMHMBIIAS B ceOe 4yepThl
PYCCKOIO HHTEJUIMIEHTa WU TpaKJaHUHA
mupa Jlronmuna IlaBnoBna Ka3aHuesa 3a-
nana oco0oe HampaBlI€HUE CBOEH IIKOJIE:
OBITH IIKOJIOW CTAHOBJIECHUS IOMINHHON
JUYHOCTH, B KOTOPOM €IMHCTBO HAyKH,
UCKYCCTBA M JKH3HU OIIpENessieTcss 0Co-
ObIM YpPOBHEM MBIIIJIEHUSI KaK IJIaBHOU
OTIMYHUTEIbHOH OCOOCHHOCTH 4YeIOBEKa
KYJBTYPBI.

[Npuroxxenune

OcHosnbie mpyosl npogheccopa
JI. I1. Kazanyesou':

Kazannesa JI. II. My3bIKaJIbHBIM TIOPT-
per. M: HTL «KoucepBaropusi», 1995.
124 c.

Kaszannesa JI. II. «My3bpika HaumHaer-
Csl TaM, IJie¢ KOHYAETCs CIJIOBO...»: KOJJIEK-
tuBHas MoHorpadus / M. . boudensn,
I1. C. Bonkoga, JI. I1. Kazanuena, B. 1. I11a-
xoBckuil. Actpaxanb, M.: HTII «Koncep-
Batopus», 1995. 458 c.

Kazannesa JI. II. ABTop B My3bIKaib-
HOM coniepkanuu. M.: PAM um. ['HecuHbIX,
1998. 348 c.

Kazannesa JI. I1. OcHOBBI TeOpUU My3bI-
KaJIbHOTO coziepkaHusi. Actpaxanb: Dake,
2001. 368 c.; 2-e uzn. — Actpaxanb: Bonra,
2009. 368 c.

Kazannesa JI. I1. AHanu3 My3bIKalIbHO-
ro COepXKaHMsA: METOIUYECKOe MocoOue.
Actpaxanb: @axken, 2002. 128 c.

Kazannesa JI. II. Conmepxanue My3bl-
KaJIbHOTO NPOM3BEJIECHUS B KOHTEKCTE MYy-
3bIKAIBHOM KU3HU: YyueOHOe mocolue.
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AcTpaxanb: AcTpaxaHckasi roc. KOHCepBa-
topus, 2004. 126 c.; 2-e uza. — CII0.: Jlanb:
[Inanera myseiku, 2017. 188 c.; 3-e uzm.
— CII6.: Jlanw: Ilmanera my3wiku, 2018.
192 c.

Kazanuesa JI. I1. XpecTtomarus o teo-
pUU MY3BIKaJIBHOTO cojfep:kaHusa. AcTpa-
xaHb: Bonra, 2006. 544 c.

Kazanuesa JI. I1. My3bikanbHOE copep-
YKaHUE B KOHTEKCTE KYJIbTYpbl. ACTpaxaHb:
Bomra, 2009. 360 c.

Kazannesa JI. II. Ananu3 XynoKeCTBEH-
HOTO COJIep KaHMsI BOKAJIBHOTO U XOPOBOTO
npousBefeHus. Actpaxanb: Bosra, 2011.
130 c.

H30anus, noocomosienmvle
nO pe3yIbmamam npoxoOUSULUX
6 pamkax Jlabopamopuu My36IKaibHO20
cooepoicanus Ymenuii:

Mys3bIKaJIbHOE COAEpkKAHUE: IMyTH HC-
cienoBaHus: cO. MaTepuanioB HAyYHbIX YTe-
Huii. Kpacuogap: XOPC, 2009. 156 c.

Mys3bIKaJIbHOE COAEpXKAHUE: IyTH HC-
cienoBaHus: cO. MaTepuaioB HAyYHbIX YTe-
Huii. Maiikon: Marapusn O.1°, 2012. Beim. 2.
199 c.

My3blkanbHOE ColiepKaHue: ITyTH UCCIIe-
JIOBaHUs: ¢O. MaTepUAIIOB HAyYHBIX YTEHUI.
Actpaxanb: Bonra, 2016. Bem. 3. 183 c.

<> TIPUMEYAHUA < <>

! Kazanmesa JI. I1. ®yHKIUK My3bIKaIb-

HOW MHTOHALMU: AUIIoMHas pabora / ITMIIN
uM. 'mecunnix. M., 1976. 82 c.; Kazannesa JI. I1.
O conepkaTeNbHBIX 0COOCHHOCTSAX MY3bIKaJIb-
HBIX TPOM3BEIECHUI C TEMAaTUYECKMMHU 3aMM-
CTBOBAaHMSIMM: JHUC. ... KaHJ. UCKYCCTBOBEE-
Hus: B 2 T. JI., 1984. 268 c. O6e paboTbl ObuH
BBITOJIHEHBI TI0/1 PYKOBOJICTBOM KaHIUAATa HC-
KyccTBOoBenieHus fgouenrta FO. H. Parca.

2 Ha3oBéM mnpuHIMIHMAIBHBIC JJIS aBTOP-
CKOHM KOHIeNUH paboThl Jujepa mkoiasl: Ka-
3anuesa JI. II. Tema kak xareropust My3bIKaJlb-
HOTO conepkanusi / My3bIKkanbHas aKaJaeMusl.
2002. Ne 1. C. 131-139; Omna xe. [Tonuceman-
TUYHOCTh MY3bIKaIbHOUN nHTOHAIWu // CemaH-
THKa MY3BIKQJIHOTO SI3bIKAa: MaTepuabl Hayy-
Holi koH(pepeHrmu. M.: PAM um. ['HeCHHBIX,
2004. C. 17-25; Ona xe. CeMaHTHKa TOHAJb-
HOCTH: BOIIPOCHI METO/IOJIOTHH HCCIIEAOBaHUS
// My3bIKallbHOE COJep)KaHUe: COBPEMEHHast
HayyHas WHTeprnperauus: cO. Hay4HbIX CTa-
teil. PocroB w//l.: U3n-Bo PT'K um. C. B. Pax-
MaHuHOBa, 2006. C. 117-135; Ona xe. Teopus
MY3bIKQJILHOTO COZIEp’KaHUs B ACTpaxaHCKOU
koHcepBaropun // IIpoGnembl My3bIKaIbHON
Hayku. 2007. Ne 1. C. 25-30; Ona xe. Taiinbl
COJZIEpKaHUs My3bIKH B POCCUICKOM ITEAAroruke
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// TIpobnemsl My3bikanbHOM Hayku. 2009. Ne 1.
C. 22-28 (B coaBropctse ¢ B. H. Xononosoii).
> K paboram crynentoB JI. I1. Kazannesoii
(IImakcuna O. BelpazuTenpHas CTOPOHA MY3bl-
KU B CITyXOBOM aHaJIN3€ Ha YPOKax CONb(EIKIO
B Miammx knaccax JIMIL: nuromuas pabora.
Actpaxanb,2004. 88 c.; Epemnuna-MakcaxosaB. C.
[IpoGnemMbl METOTMKHM NPENoNaBaHUS MY3bl-
KaJbHOTO COZIEP’KaHMsI B BBITYCKHBIX KJlaccax
JMII u ALLN: qumnomHas pabota. AcTpaxaHb,
2008. 87 ¢. u ap.) NOCTENEHHO NPUCOEANHUINCH
JccepTaluy aCIMPAHTOB U JJOKTOPAHTOB.

* OCHOBHBIE TPY/bl YYEHHKOB LIKOJIBI IIPO-
deccopa JI. I1. KazaHieBoii npeacrapieHbl Ha
caiite Jlaboparopuu:
http://muzsoderjanie.ru/personalii.html

> B uucne aBropckux npoekro O. B. [1Ima-
KOBOM — «OTKpBITBIM HayuyHBI JEKTOPUID»,
B paMKaX KOTOPOTO ObLIM PacKPBITHI CICIYIOLIHE
Tembl: «O 1yxoBHOM B HUckyccTBe» (2009), «Beu-
Hble TeMbl B uckycctBe» (2010), «IlaHopama ot-
€4EeCTBEHHOM My3bIkH pyOexa XX—XXI BekoB»
(2011), «dsaruneB B uctopuu uckyccts» (2012),
«IIytn pasBurus omepHoil apamaryprun XIX
Beka: Jlapromepkckuii, Barnep, Bepnu» (2013),

a Take mpoekT «Kommoszutopsl IIoBOIKBSDY
(2010-2018).
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¢ Pepuisckas T. I1. Mudomorema cMmepTH
B IIPOCTPAHCTBE BHU3YaJIbHOM KYJIBTYpBI: JIHC.
. kaug. kynsryposioruu: 24.00.01. Teopus u
ucropus KyaeTypbl. Kpacnonap, 2010. 170 c.;
Tarapckuii I1. A. Peunrtepnperaius TEKCTOB
KyJIbTyphl: Ha TmpuMmepe KuHemarorpada XX
BEKa: JUC. ... KaHa. Kynsryposoruu: 24.00.01.
Teopust u uctopus Kynbryphl. Kpacnomap, 2010.
179 c.; Hesckas I1. B. [TopTpeT B mpocTpaHcTBE
CEMHUOTHKH: BepOallbHOE U HEBepOaIbHOE: JIUC.
... A-pa uckyccrBoeaenus: 17.00.09. Teopus
u uctopus uckyccra. Caparos, 2013. 425 c.;
BriobiBanern; O. B. Busyanuzarus My3bIkaiib-
HOTO TPOCTPAHCTBA B COBPEMEHHOM HCKYC-
CTBE: METOAOJIOTUYECKUI aCIIEKT: IUC. ... KaH]I.
uckycctBoBenenusi:  17.00.02.  My3bIikaib-
Hoe uckycctBo. HoBocubupck, 2016. 246 c.;
I'op6aroBa O. B. Jlmamor B mpoCTpaHCTBE BHU-
3yaJIbHOM KyJIbTYpHI (Ha MpUMepe aHUMAIuu U
kuHematorpada): auc. ... KaHi. KyJIbBTYpoJo-
run: 24.00.01. Teopust u UCTOpPUS KYJIBTYpBI.
Capanck, 2016. 173 c.

" Poccuiickuii cmymiaTeiab MOT ITO3HAKO-
MUTBCS C IPOU3BEICHUEM B HCIIOTHEHUN OPKe-
ctpa uMm. E. CeetnmanoBa (mupmwkép B. FOpos-
ckuii) ¥ conmrctoB M. MuxaiinoBa (6ac-6apuToH)
1 A. PynuHa (BHOJIOHYETTH) B paMKax (hecTuBas
«/Ipyroe npoctpanctBo» (Mocksa, 2014).

8 Nudopmanus o JOCTHKCHUAX YICHUKOB
mkonsl JI. TI. KazanueBoit mpencraBineHa Ha
caiite Jlaboparopuu:
http://muzsoderjanie.ru/home.html

® PeecTp HOBBIX HAay4YHBIX HAaIlpaBICHUM
/ mox pen. M. 0. JlenBanoBa. M.: Axanemus
EcrectBo3nanus, 2018. T. 1. 249 c.

10 Tlonuenii crimcok pador JI. T1. Kaszanie-
BOM CM. Ha IEPCOHAIILHOM CalTe
http://kazanceva-lyudmila-pavlovna.ru/, mep-
COHaNbHOM cTpaHulle caiita JlaGopaTopuu
MY3BIKaJbHOTO cojaepxaHus: http:// www.
muzsoderjanie.ru/personalii/55-kazantseva-
ludmila-pavlovna.html, Ha epcoHanbHOM cTpa-
Hune Buxuneauum https://ru.wikipedia.org/
wiki/Kazanuesa, Jlronmuna IlaBnoBHa.
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YepTbl NOCTMOAEPHM3MA B MY3bIKaAbHOMH KOMIO3ULLIMK
onepbl «[MpowaHmue c Kemopuaxem»

[IpemMbepa kiraccuueckoro oopasiia kurackoi kamepHoi ornepsl «IIpomanue ¢ KeMOpumxem,
MY3BbIKy K KoTopomy Hamucan Yxoy Croamm, a cueHapuii — Usnp FOi, cocrosmacek 25 nexaOps
2001 roga B IIeknHCKOM KaMEpHOM TeaTpe HApOJHOTO HMCKYCCTBA. DTO TPOU3BEACHHE OBLIO
Ha3BaHO MEPBOM KUTAWCKOW KaMEPHOM OMEpoOi, a TaKKe EPBOM ONEpOM, MOCTaBICHHONW YaCTHOMU
opranuzanueii. MHorue KuTalcKue CpeacTBa MacCoBOM MH(OpMALUU, CPEAH KOTOPHIX MOXKHO
Ha3BaTh razerbl «Kwuraiickas MonoaéxHas razera», «Kuraiickas KylbTypa», «My3bIKaJbHbBIN
€XKEHECNbHUK» U JIp., BBICOKO OLICHWJIM 3Ty OPHUTMHAIbHYIO KaMepHYIo omepy. B yacTtHoCTH,
7 ssuBapsa 2001 roga «My3bIKalbHBIA €KEHEICIbHUK» MpU Toasepkke [IleknHckoro ynpasineHus
KyJBTYPbl OPTaHW30BaJl HAYYHBIH CEMUHAP, CBA3aHHBIN C TAHHBIM MTPOU3BEICHUEM.

B crarbe aBTOp OMHMCHIBAET OCOOCHHOCTH OIEPHl C TOUKH 3PEHUS MOCTMOACPHUCTCKUX HIEH
U pUEMOB, UCIIONB3YEMbIX B €€ My3bIKanbHON KoMIio3uluu. [locpeacTBom moapoOHOro aHaiusa
MY3bIKaJIbHOTO KOMIIOHEHTa aBTOP PacCMaTPUBAET SKCIIEPUMEHTANIbHbIE TEXHUKU, TPUMEHEHHbBIE
komrozutopoM Uxoy Crosmu asist Toro, 4ToObl MPUBHECTH Pa3HOOOpaszue B CBOE MPOU3BEICHUE.
Cpenu HHUX: CMEIIaHHAas CTPYKTypa ONEpbl, TEXHUKH KOJUIaKa M 3aMMCTBOBAaHUS, a TaKxkKe
pa3zHooOpas3ue B CO3aHUH JEHCTBYIOLIUX JIHII.

Kiroueseie cnoa: onepa «IIpomranne c KeMOpumxem», moCTMOIEPHU3M, KOJIaXK, My3bIKaJIbHbBIE
3aMMCTBOBAHUs, KUTaICKUe KOMIO3UTOPHI, Ukoy Croamm.

Jna yumuposanus / For citation: Yxy Jlunpizu. YepTbl OCTMOAECPHU3MA B MY3BIKaJIbHOM
komno3unuu onepsl «IIpomanue ¢ KemOopumkem» // IIpoGiemsl My3bikanbHO# Hayku. 2019. Ne 4.
C. 102-110. DOI: 10.17674/1997-0854.2019.4.102-110.
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Characteristics of Postmodernism in Composition Techniques
of the Opera “Farewell to Cambridge”

The premiere of a classical specimen of Chinese chamber opera “Farewell to Cambridge,”
the music to which was written by Zhou Xueshi, and the scenario — by Chen Yu, took place on
December 25, 2001 at the Beijing Chamber Theater of People’s Art. This composition was called
the first Chinese chamber opera, as well as the first opera produced by a private organization. Many
Chinese media outlets, among which we can name the “China Youth Daily,” “Chinese Culture,”
“Musical Weekly,” etc., highly evaluated this original Chinese opera. In particular, on January 7,
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2001 the “Musical Weekly” with the support of the Beijing Cultural Department organized a
musicological seminar connected with this composition.

In the article, the author describes the peculiarities of the opera from the point of view of
postmodernist ideas and techniques used in its musical composition. With the help of detailed
analysis of the musical component the author examines the experimental techniques applied by
composer Zhou Xueshi in order to bring in stylistic diversity to his composition. They include:
the mixed structure of the opera, techniques of collage and derivation, as well as diversity in the

creation of the protagonists.

Keywords: the opera “Farewell to Cambridge,” postmodernism, collage, musical derivations,

Chinese composers, Zhou Xueshi.

yAyuyd  TPOU3BEIECHUEM  KaMmep-

Hou omepel XXI Beka, «IIpomanue

¢ KemOpuxem» komnosuropa Yoy
Croomm  06naaeT TUNMWYHBIMU YepTaMU
NOCTMOJIEpHHU3MAa B O00JACTH MY3bIKalb-
HOW KOMIO3HUIMU. DTO BbIpa)kaeTcs B Clie-
NYIOIIEM: COYETaHHWE OIEephl U JIpaMbl;
pazHooOpa3ue My3bIKAIBHOTO S3bIKA, IO-
pOX/1aeMO€ UCIOIb30BAHUEM TaKHUX IOCT-
MOJEPHUCTCKUX TEXHUK, KaK 3auMCTBO-
BaHUE, KOJUIAX U T. JI.; pa3ynopsiodeHHe
MY3BIKaJIbHOTO CTWJIS, BBI3BAHHOE Iepena-
Yyel MpaB Ha CO3/IAHUE MY3BIKH.

PacuBeunBaHue My3blkaAbHOTro poHa
C MOMOLLbIO NPUEMOB
3aMMCTBOBAHMUS M KOAAAXKA

B My3blkanbHOM  HCKYCCTBE
KOJUT&K OOBIYHO TPAKTyeTCsl Kak
«COEIMHEHUE CTUJIMCTUYECKU pa3- y

[Tpumep Ne 1

CTaBJIIET COOOM OTPBIBOK € OOpaTHBIM
XOZIOM IIOBECTBOBAHHUs, B OTOM YaCTH KOM-
nto3utop Uxoy Crod1mu HCKYyCHO PUMEHSIET
TEXHUKY 3aUMCTBOBAHUS U KOJUIAKa, BBOZS
B JICHCTBHE MY3bIKaJIbHYI0 TeMy HokTrOpHA
[ITorrena op. 9 Ne 1, kak 3T0 BUAHO B IIpH-
mepe Ne 1.

B takte 93 ckayok BHU3 B MAPTUH Kiap-
HETA BEJMKOJIEIIHO CBSA3BIBAECT MEJIOIHIO
¢ maptueit poprenuano. C takra 94 o 101
My3bIKa IIOJHOCTBIO IIEPEKIIIOYAETCS Ha
¢parment HokTropaa lllonena. B aTo Bpemst
JCUCTBUE ONEPHI IEPEHOCUTCA B CTYy/ICHYE-
ckue roael Croit Wrxumo u JIunp Xy3inHb,
KOTJia BITFOONIEHHBIE MOJOABIC JIONU TIPO-
rynuBaroTcs noj AoxaéMm B KemOpuxe.

Onepa «IIpomanue ¢ KemOpumxem,
kaptuHa 12, Taktel 93—106
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HOPOAHBIX OTPBIBKOB UJIM BBEACHUC
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¢ KemOpumxeM» Takoro poaa mocT-
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JIuap Xy>WUHB CIBIINT, KaK TJIe-TO B 3/1a-
HuK Henonanéxky 3ByuuT Hokrtropn Illome-
Ha. CoracHoO 3aMbICITy KOMIO3UTOpPA, 3TO
POU3BEICHNE JJOKHO CTaTh (POHOBON MY-
3BIKOW I IMANO0ra, KOTOPbIM MPOUCXOIUT
MEXKy TJIAaBHBIMH T€POSIMU:

«Xyatiunv: Yxumo, O6KUM CKopee, Io-
IET TOXKIb!

Uorcumo: Tonoxau, Xys1nHb, s T€Os 3a-
CJIOHIO!

Xyatiunb: ITO U €CTh NIOT0/1a B AHIIINMU:
CTOUT 3arOBOPUTH O JOXKJIE, U OH TYT K€ Ha-
YUHAETCA.

Uorcumo: KemOpumK moa JOXKIEM I10-
J0H oxyxorBopeHus. llocmorpu, mo3zanu
Kmp Komniemka cMyTHO BBIPUCOBBIBAETCSA
cunydT ropaoctu KemOpumka — Tpunutu
Komtemx, B ero OnMOIMOTEKE HAXOUTCS 110~
Tpsicaronias cTaTys rnoisra baiipoHa.

Xyatiunw: SI TOXKE MPEKIOHSIOCH MEpen
baponom.

(Ceet HampapisieTcs Ha MMAHUCTA, OH UT'Pa-
et HoktropH Illonena.)
CmoTpu, B TOM 3JIaHMH KTO-TO

2019,4

aupudeckuil xapakrep Jlunp XysiuHb,
KOMIIO3UTOP OIPENESAET CTHIb IEHMs Kak
CBOOOJHBIH M HMMIPOBU3UPOBAHHBIN, OJI-
HaKO M3 NATTEPHOB aKKOMIIAHEMEHTA O4e-
BHUJIHO, yTO Yoy Crodimm nNpyUHIMINAIBHO
poAopKaeT noapaxars Ma”epe lllonena,
MaKCHUMAaJIbHO COMIKast M OObEUHSISI CTHIIN
apuy ¥ HOKTIOpHA.

Hauunas ¢ Takra 116, apusi nocremneH-
HO IOAXOAMUT K 3aBEPLICHUIO, B 3TO BpPEMs
BHOBb BO3HUKAET My3biKanbHas TeMa Hoxk-
TIOPHA, JIBOE ITIABHBIX I'€pOEB IO-IPEKHE-
My MOIrpY>KE€Hbl B BOCIHOMHHAHHSA O THpO-
nuioM, Croi Yxknmmo npusHaérca JIuHb
XyalinHb B m00BU. CrenyeTr nog4epKHyTh,
yro Hoxtiopn Illonena B kauectBe (oHO-
BOU MYy3bIKH UCTIOJIb3YETCSI TAKUM 00pa3oM,
YTO €r0 PUTM IIOJIHOCTBIO COOTBETCTBYET
xony peruivk. B maprutypy (mpumep Ne 2)
KOMIIO3UTOP BHEC 0CO0YI0 MOMETKY: «Dop-
TEMUAHO MPOJOJKAECT NUCIIONHATE HOKTIOpH
op. 9 Ne 1; Bcien 3a 1uanorom JAeMCTBYIO-
LIUX JIUL 3ByYaHHE ITOCTETIEHHO 3aTyXacT.

urpaer Ha popTenuaHo. [Tpumep Ne 2 Kapruna 12, apus « mo6mro 510 HEOO
UYorcumo: 1o Hoktropn lore- oCyIe JOXKIs», TakThl 113118

Ha? n3 P Larghetto /=116 -

i w B :
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B Takrax 94 u 97 npuma MHO- . : m o

TOKPAaTHO JIOTIOJHSAETCS CTaKKaTo
JUIsl TIPUJAHUS MY3bIKE 3BYKOMOJ-
pakaTenbHOro »QdeKTa Magarolmx Ka-
Meb JOXKIS, IPU 3TOM JIOMaHHBIN aKKOP/I,
VCTIOJIHSIEMBIN JIEBOW PYKOHM, MPEBOCXOAHO
MOMUEPKUBACT M3SALIECTBO U JIUPUYHOCTH
HacTpOeHus, nepegaBaeMoro HokTiopHOM.
B takrax 95 u 96 ucnons3yercs MeTO] He-
MOJIHOTO KOHTPAMyHKTa, MOAYEPKUBAsL PUT-
MUUYECKYI0 HEPETYIIPHOCTh U cBoOOy. [10-
cie takra 102 nmpoucxoauT My3bIKaJbHbBINA
nepexof kK apuu JIuap Xysiunp «5 mo0ito
3TO HEOO MOcIe JOKAS, MPOAOIHKAIOIIEHCS
1o takta 117. Caegyer OTMETUTD, UTO XOTSA
JUISL TOTO, 4TOOBI BBIACIUTH B ATOW apuu

, e v

T "o =

5

MoxHO cka3atb, 4To B onepe «lIpoma-
Hue ¢ KemOpumxem» kommosutop Yxoy
Croouu, ucnonb3ysa Hoktropn [lonena kak
IpsIMOE 3aMMCTBOBAaHUE M KOJUIAX, 1OOMII-
Cs 3aKOHOMEPHOIO COOTBETCTBHs CLICHE
TearpajgbHOro npousseneHus. Ilosropenne
IIPUMBI U3 OCHOBHOM TeMbl HokTiopHa Be-
JIMKOJIEIIHO BOCIIPOU3BEJIO0 POMAHTUUECKYIO
arMoc(epy  HENmpephIBHO  MOPOCSIIETO
NOXKISA, a HEPEryasIpHOCTh PUTMHUYECKO-
ro pPUCyHKa MOMOIJIa OTpa3uTh OOraTcTBO
CBOOOJHOTO TIOSTHYECKOTO JyXa IBYX YB-
JICYEHHBIX JTUTEPATYPOU MOJIOBIX JTIOACH.
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XOTsI TaKOTO Pojia 11e7IeCO00pa3zHOE 3arM-
CTBOBAaHHUE U NPUHAJICKUT K XyI0KECTBEH-
HBIM NIPUEMaM, XapaKTEPHBIM IS HICKYCCTBa
MOCTMOJIEPHU3MA, TeM He MeHee, HokTiopH
[lomena He obnanaer 31ech PyHKIMEH «a-
JIFO3MW», 3a4acTyI0 UCHOJIb3YEMON MOCTMO-
nepuuctamu. Kommozutop Yxoy Crosmm
MHOTOKpPaTHO 00BSBIISIT MUPY: «B 3T0M ome-
pe MOUM HEpBbIM TPeOOBAaHHEM K CaMOMY
cebe cTajo CoKpalleHHe AUCTAHIIUH MEXKTY
MY3bIKaJIbHBIM SI3IKOM OIIEPHI U 3CTETHYE-
CKMM BKYCOM IIMPOKHMX Macc. Moel 1enbro
cTanma ‘“‘W3bICKaHHas OOIIETOCTYIMTHOCTD »
[7, c. 3]. B cBOIO ouepeb, Mbl CUUTAEM, UTO
npuéM Koiiaxka, kotopeii Wkoy Crosim
npumMenun B «[Ipomannu ¢ KemGpumxem»,
oropocui 3 ekt MHOrooOpasus HHTEPIIpeE-
TalUil My3bIKQJIBHOIO $3bIKa, Ha KOTOPOM
aKUEHTHPOBAJIM BHUMAaHUE MHOTHE aBaH-
rapAMCTCKAE KOMIIO3UTOPBI. B Hekoropoii
CTEIEHU 3TO CTAJIO IUAJIEKTUYECKOH, palto-
HaJIbHOM, oOnaiaroleil 6orarbiM KOHCTPYK-
TUBUCTCKUM  TOTEHIMAJIOM  KOHIIEMIHeH
MOCTMOJIEPHUCTCKOTO MY3bIKaJIbHOTO TBOP-
yecTBa. TexHUKa KoJj1aka BOBce He J100aBu-
J1a YTy OJSIIOIINX CIOXKET aJlTFO3UH, PaCKPBIB
emé Oonee MHOrOOOpasHbI «3d ekt pas-
JIMYEHUS», HO BCETO JIMILb MPUJIAia My3bIKe
YepThl MAacCOBOCTH U OOLIETOCTYMHOCTH.
Lenbro 3anmMcTBOBaHMsT HOKTIOpHA Takxke
CTaJI0 CO3JlaHHe Japamarudeckoro 3¢ddexra
«U3BICKAHHOW OOIIEAOCTYITHOCTH» MOCPE-
CTBOM MpUJAHUS OIEPE POMAHTUYECKOTO
orreHka. [Jpyrumu crnoBamu, Yoy Crosmm
UCMOJIb30BaJ B OMepe MOCTMOACPHUCTCKHE
OpUEMBI, MCXOIAA W3 PaLMOHAJIBHON IIO-
TpeOHOCTH, a HE Pajiy CIICNOTO CJIETOBAHMS
MOCTMOJIEPHUCTCKUM KOHIICTIIUSIM, TIOAJep-
JKUBAIOIIUM DKCIIEPUMEHTAIbHBIN  Xapak-
TEp UCKYCCTBA. DTOT (PAKT TaKkKe OTpaKkaeT
3peNOCTh U OCO3HAHHOCTb, C KOTOPBIMHU CO-
BPEMEHHbIE KUTAlCKUE KOMIIO3UTOPHI IMOJ-
XOJIIAT K MCIIOJIb30BAHMIO 3aMla/IHBIX NEPeo-
BbIX U] B 00JIaCTU COUMHEHUS] MY3BIKH U,
B YaCTHOCTH, JUISl OIIEPHBIX ITPOU3BEICHHM.

PazHoo6pa3ue AeHCTBYIOLLMX AML,
KamMepHOM onepbl

Kamepnas omnepa «lIpomanune ¢ Kem-
OpUIKEM» C TOUKH 3PEHUS TBOPUECKHX KOH-
LeNnuii 1oxBepriach NIyOOKOMY BIIMSIHUIO
9KCIEPUMEHTAIbHON Ibechl « CUrHAJl TPEBO-
TU», SIBJSIOIIEHCS MPEICTABISIOMIECH SIPKUAA
IpUMEp KHUTANCKOTO IMOCTMOAEPHUCTCKOIO
TEaTpAJIbHOI0 MCKyccTBa. Kommo3utop u
JpamMarypr OIpele/uid B KayecTBe MecTa
IIOCTAaHOBKH OIEPHI KAMEPHBIH Tearp, TO ECTh
WCIOJIb30BAJIY JUIS OIIEPHI CLIEHY, HA KOTOPOM
0OBIYHO UCTIONHSIIOTCS KAMEPHBIE CIIEKTAKIIH,
YTO, OYEBUJHO, OPOAWIO HEMAJO TPYAHO-
creid. OrpaHU4YeHHOE MTPOCTPAHCTBO CILIEHBI,
a TaKk)Ke HEXBaTKa MECT B OPKECTPOBOH siMe
CTaJIA CePhE3HON TIPOOTIEMON I KOMITO3H-
Ttopa. OpHako Wkoy Crosmm mocpencTBoM
pa3HO00pa3usi MO3UIMI JEHCTBYIOIINX JIUIL
OIephl 33/1ECTBOBAJI BCE HAXOASILINECS B €0
pacropsKEHNU apTUCTHYECKUE PECYPCHI IS
WCIIOJIHEHUSI Ha CLIEHE M UCKYCHO MPEBPaTUII
HEIOCTaTKH IIOCTAHOBKU OIEPbl B KAMEPHOM
Tearpe B JOCTOMHCTBA.

«3anMCTBOBaHHUE» MIEPCOHAXKEHN B onepe
IPOSBUIIOCH B CIIEIYIOILLIEM.

IIpexxne Bcero, B «3aMMCTBOBAHMM
y4acTHUKOB opkectpa. CocraB opkecTpa
B TOM orepe HeOObIIOH, B MOAABIISIONIEM
OOJIBIIMHCTBE MHCTPYMEHTAJIBHBIX MapTUH
UCIIOJIB3YETCS JIMIIb OJAMH MY3BIKAHT, YTO
MOJTHOCTBIO COOTBETCTBYET OCOOEHHOCTAM
UCIIOJIHEHUSI KaMepHOM My3blku. Komro-
3UTOP U ONEPHBII PEKUCCEP, OCHOBBIBASACH
Ha YCJIOBUAX OTCYTCTBUSI OPKECTPOBOM SIMBI
B T€aTpaJIbHOM 3ajie, pa3MECTUIIN OPKECTP,
COCTOSIIIIUI U3 HEMHOTHM 0o0Jiee AeCITH de-
JIOBEK, IpsiMO Ha cueHe. YToObl Kak MOX-
HO CHUJIbHEE BBIICJIUTh KUTANCKUNM CTHIIb
B omepe, Wkoy Crosmm 106aBUI YeThIpe
BHJIa YIapHBIX MY3BIKAJIbHBIX MHCTPYMEH-
TOB, XaPaKTEPHBIX ISl KUTANCKOTO TpaJu-
LMOHHOI'O MY3bIKaJIbLHOTO HCKYCCTBA: KO-
JIOKOJIBYMKH, TaMOYpUH, JepeBsiHHAs pblOa,
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TyH uH. Cpeln HUX KOJIOKOJIBYMKU U TYH
[IUH TPEACTABIISIOT COOOM NPEBHUE MY3bI-
KaJIbHbIE WHCTPYMEHTBHI HMMIIEPATOPCKOTO
IBOpLIA, TaMOYpUH — HApOIHBIN yHIapHBIA
WHCTPYMEHT, a IEpEeBsIHHAS pbI0a — pUTYalTb-
HBI MY3BIKaJIbHbBII MHCTPYMEHT, MCIIOJIb-
3YIOIUICS B OYyIJIUICKUX MOHACTBIPSX.
MHuoroo6pas3ue TpaguIlMOHHBIX KUTAHCKUX
MY3BIKQIBHBIX MHCTPYMEHTOB HE TOJBKO
o0oraiaeT 3By4aHue ONepHON My3bIKH, HO
Y MIPUBHOCHUT HALIMOHAJIBHBIA KOJIIOPUT, Xa-
PaKTEPHBIN ISl KUTAUCKOTO CTHIIS.

B T0 xe Bpems, anmbTOBBIM cakcohoH
COBMEIIEH 3/1€Ch C T'YaHbL3bl, TPAJULIUOH-
HBIM KUTANCKUM JTyXOBBIM UHCTPYMEHTOM.
ITo ¢popme oH OGIU30K MUKKOJIO M 00JIaTaeT
BBICOKMM M 3BOHKHM TEMOPOM M MPOCTHIM
3BYyYaHUEM, MPUCYIIUM HAPOIHBIM UHCTPY-
MEHTaM, paclpOCTPAHEHHBIM B JECPEBHSX.
['yaHbL3bI 3ByUUT B Olepe ABaXKAbl — B Ka-
4yecTBe (POHOBOUM MY3BIKHM B MOMEHTBI, KOT-
na Jluap XysWHHb YUTAET CTUXOTBOPEHUE
«B moHacteipe TaHpHMH B YaHWXKOY CIlbI-
IIUTCA 3BYK TMOKassHUS B rpexax». Cru-
JucThKa 3Toro mpousseneHuss Croil Yxu-
MO IIPOHM3aHAa KOJOPUTOM KHUTaNCKOTO
Yanp-OynusmMa, mo3ToMy, YTOOBI OTTCHUTH
atMoc(depy UTeHHs] CTUXOTBOPEHHUSI Ha CIIe-
HE, KOMIIO3UTOP B KaY€CTBE MHCTPYMEHTOB
1utst POHOBOM MY3BIKH MCTIOIh30BA T'yaHb-
13bI, TYH IIUH, IEPEBSIHHYIO PHIOY.

Crnenyet OTMETHUTD, YTO JIJIs TOM MapTUH,
WCIIOJTHSIEMOW Ha T'yaHBI[3bI, KOMIIO3UTOP HE
CTaJ BBIKACHIBATH HOTBI, BMECTO 3TOrO OH
LEJIMKOM OTAAJI TBOPYECKUE TIPaBa My3bIKaH-
Ty. DTO MOXHO YBUJETh B npumMepe Ne 3.

IIpumep Ne 3

Adagio a capricclo  (gummyixmam o

r-
Guan Zi e —

Kapruna 18, Takter 1-24

2019,4

B maptutypy omepsl KOMMIO3UTOpP MO-
MECTUJI TOYHBIM KOMMEHTapHii, COIJIaCHO
KOTOPOMY 3Ta MapTHsl TYHBL3bl «UCIOIHS-
eTcsi Ha ocHoBe uMIipoBu3auuu [o CsHa»
[6, c. 13] (To CaH — U3BECTHBIN KUTANCKUM
My3bIKaHT). Takum 00pa3oM, 4TOOBI JaTh
BO3MOKHOCTh My3bIKaHTaM euié dosee co-
OTBETCTBOBATh TEMIIaM TeaTpalbHOIO Aeii-
CTBUSl B paMKax OIIEpbl BO BPEMs BBICTY-
TUICHYS, KOHKPETHOHM atMocdepe Ha CIeHe,
a Tak’Ke, 4ToObI 1aTh UCIIOJIHUTEISIM Ha Clie-
He OoJiee HIMPOKOE MoJie sl TBOPYECTBA,
KOMITO3UTOP MOJHOCTHIO NIEpeal IpaBa Ha
co3gaHue 3Toro (parMeHTa My3bIKaHTaM.
Taxoro pona npuém JErko cBs3aTh C Nepe-
nadeit J[>xonom Kenmxem nmpaB Ha ucnon-
HEHUE MY3bIKM Ha «IMOATOTOBIEHHOM (op-
Tenuano» nuanucty. [lpu stom B Kutae Ha
MPOTSKEHUHN BCEW MCTOPUU MY3BIKAJILHOTO
HCKYCCTBa MOAOOHBIM (DEHOMEH 10 3TOTO
MOMEHTa He BcTpevascst Hukoraa. [losieie-
HUE B OIIEPE ITOU aJIeaTOPHON MY3bIKH yKa-
3bIBAET Ha TO, YTO METOJ] YaCTUYHOTO OTKa-
32 OT TBOPYECKUX MPaB, UCIOIH30BAHHBIH
Wxoy Croomin, sBIsE€TCS KpalHE CMEIIbIM
OTBITOM 3aMMCTBOBaHUSI aBaHTapAMCTCKUX
MMOCTMOJIEPHUCTCKUX KOHIEMIUN B cO3/a-
HUU MY3BIKM. DTO IO3BOJWIO KUTaHCKOU
orepe BIUIOTHYIO MPUOJIU3UTHCS K CaMbIM
TIEPEeIOBBIM 3aMaIHbIM UJESM U TEXHHUKaM,
a TakKe JOOUTHCSI COOTBETCTBUS C ICTETU-
YeCKOM OpUeHTaIMell Ha 001EeA0CTYTHOCTh
U TOMYJISIPHOCTh CpPEIu HIMPOKHUX Macc
B Kurae.

B 2009 romy, xorma omepa «lIpoma-
Hue c¢ KemOpumxem» Oblla mocTaBieHa
B Kamepnom tearpe HanumonaneHoOro 1es-
Tpa HCIHOJHUTENbCKUX HCKYCCTB
B [lexmHe, My3bIKaHT, UIPaBIIAN
Ha TyaHbL3bl, BMECTO TOTO, YTOOBI
BCE BpeMsl HaXOAUTHCSI B OPKECTPE,

Teogls Bk E‘*‘; i I I e I T 13 %3

z

T IMOAHUMAJICA Ha CHCHY B Ka4CCTBC

nercrBytomero yuma. OH caguics

B HOCHTPC, HCMHOIO I103aau CIC-

M o

GunZi B = i!; —f———%
SR sl —— e ==

Tang g ;i_,_‘,gﬁva,,,u e . S—— T = T \'I_ 3 =

I—  Hbl, M HAYMHAJI CBOE HCIIOJHCHUE.



Musical Culture of the Peoples of the World

0

2019,4

Opnetwiii B Oenblid TPaJAWIIMOHHBIA KHUTak-
CKHMIl KOCTIOM, BCEM CBOMM BHUJIOM OH BO-
TI0LIAJI MOPaJIbHBIN 00K 00pa30BaHHOTO
yenoBeka B Kurae. C TOuku 3peHHs NO3U-
LUOHUPOBAHUS JEHUCTBYIOLIUX JIULI, PEKUC-
cép, MOMECTUB TaKUM 00pa30oM My3bIKaHTa
Ha CLEHY, C OJHOW CTOPOHBI, ONpPENEIn
€ro KaKk y4YacTHHKa OpKecCTpa, C JApYyroi
K€ CTOPOHBI, HAJEIUI MPUHAJIECHKHOCTHIO
K apTUcTaM-conucTaM. Jlpyrumu cioBamy,
KOMITO3UTOP U PEXHUCCEP OMEephl MpUOETIH
K METOIy «3aMMCTBOBAHUS» MY3bIKaHTA,
HCKYCHO 3aJICHCTBOBAJIN KaK CIyX, TaKk U
3pUTENBHOE BOCTIPUATHE TMYOIUKH, TEM
caMbIM TIPSIMO TIPEJICTABUB Ha CIIEHE Tpa-
JTUIAOHHOE KUTaWCKOe UCKyccTBO. OmHO-
BPEMEHHO C 3TUM JAHHBIM MOJXOJ TAKKE
MO3BOJIMJI B TMOJHOW MEpPE HCIOJIb30BATH
BECh IMOCTAHOBOYHBIM KOJJIEKTUB, YTOOBI
MaKCUMHU3HUPOBATh MPOAYKTUBHOCTD CLICHU-
YECKOW MOCTAHOBKH.

AMEpUKaHCKHI XyT0)KeCTBEHHBIH 000-
3peBarenb Chio3eH Conrar B pabore «Ilox
3HakoM CaTypHa» BBICKasajla CBOH COO0-
paXXeHUsT OTHOCUTEIBHO TOCTMOACPHHCT-
CKMX TEHJICHIIMI B TeaTpajibHOM HCKYC-
ctBe: «Ctporo pazpaboTaHHas TeaTpaibHas
MOCTAHOBKA JOJKHA OTOPOCUTH TOMEXY
B BUJE TETPAIHBIX 3amuceil (cueHapus),
TOJILKO TaKUM O0pPa3oM MOXXHO YCTPAHHTH
JIMCTAHIIMIO MEXIY aBTOPOM M apTHUCTOM))
[4, c. 37]. HeBaxkHo, Oy/b TO epeaada mpan
Ha CO3/IaHUE MY3bIKH UCTIOJTHUTEIIO UIIH KE
MpeBpalieHue My3bIKaHTa B JCHCTBYIOIIEE
JIMIIO OMepbl, — BCE 3TO BOILIONIAET B cede
TO, KaKUM 00pa3oM B TPOIECCE CO3IaHUS
onepbl koMno3uTop Yxoy Croa1u, UCTob-
3ysl IPUEMBI OTKPBITOCTH U MHOTO00pa3us,
MO3BOJIWJI aBTOpY, apTUCTaM U MY3bIKaH-
TaM COXPaHUTh emié 0ojiee TECHYIO CBA3b
Mexay cobol. Tak, OH OJHAXIbI CKa3al:
«B CcOOTBETCTBUU C JIOTHMKOH, ITI03BOJIMTh
UCIIOJIHUTEJISIM OPKECTpa MPUHSITH y4acTHE
B JICWCTBUM IOCTAHOBKH, O3HA4YaeT pac-
KPBITh THOKOCTh, MAaHEBPEHHOCTb W HHHU-

[IUAaTUBHOCTh MAaJEHBKOTO KaMEpPHOIO Op-
KecTpa... B jgeiicTBUTEeNbHOCTH, Takas
OpraHu3aiusi OpKecTpa CO3/laHa CIElH-
aJbHO I KAMEpPHOTO Tearpa, CaMOCTOs-
TETLHOCTh Ka)XJIOW MapTUU TMpeaoCcTaBuia
BO3MOKHOCTb MYy3bIKaHTaM IMPUHUMATh HE-
MOCPEACTBEHHOE y4acTHE B JICUCTBUH, pa3-
BOpa4YMBaIOIIEMCs Ha cueHe» [7, ¢. 4].
Jlanee, TMOMHMO  «3aHMCTBOBAHUS»
YYaCTHUKOB OpKECTpa CJEAYeT «3auM-
CTBOBaHME» 3purenied. MecTo wHcnonHe-
Hus omepbl «lIpomanne ¢ KemOpumxem»»
— KaMepHbIU Tearp, TAe BBUAY OTCYTCTBUS
OpKECTPOBOM sIMbI TocTUraercs 3¢pdexr co-
KpaleHus JUCTaHIIMA MEXIy OINEPHBIMHU
apructamu u myOnukoil. Hedro moxoxkee
B CBOEM 3HameHUTOM Tpyne «Tearp u ero
JIBOMHUK» OMUCHIBaN (paHIy3CKUH Tea-
TpoBel AHTOHEH ApTO: «MBI YHUYTOXKUM
CIIEHY M 3aJ]l U 3aMEHUM UX €IMHCTBEHHOM
TJIOIIAIKOM, O€3 Teperopo ok u 0apbepos,
KOTOpasi ¥ CTAHET MECTOM JAEeHCTBUU. byner
YCTaHOBJICHA MpsiMasi CBSI3b MEXK]Ly 3pHUTE-
JIEM M CTIEKTaKJIEM B MEXKy aKTEPOM U 3pH-
teneM...» [1, c. 187]. Teopus «xecTokoro
TeaTpay, CO3JJaHHas dTUM HOBATOpPOM Tea-
TPaJbHOTO S3bIKa, HACTOMYMBO KPUTUKYET
TaK Ha3bIBAEMYIO «UETBEPTYIO CTEHY», Xa-
PaKTEepHYIO JUIsl TPAULIMOHHOTO TeaTpalib-
HOTO UCKYCCTBA, @ UMEHHO TOT (DaKT, YTO 1O
MPUYHHE 0COOCHHOCTE TTAaHUPOBKHU B Te-
aTpe MEXJy akTépaMu U 3pUTENSIMH HEJ0-
CTaTOYHO B3auMojeicTBus. YTo ke Kaca-
ercs onepsl «IIpomanne ¢ KemOopumrem,
B HEH 3Ta mpobiieMa BEJTMKOJIEITHO TIPEOJIO-
JeBaeTcs Onaronapsi KOHPUTypaluu CleHu-
YECKOTo MPOCTPAHCTBA KAMEPHOTO Tearpa.
Cosznarens nmubperto Usnp FOii Takxke uc-
MOJIb30Bajia 3TO MPEUMYIIECTBO, H00ABHUB
B CIOKET DJIEMEHT B3aMMOJICHCTBHUS apTH-
CTOB M IyOJIMKHU, UHBIMU CIIOBAaMH, Jpama-
Typr «I03aMMCTBOBAJD) 3pUTEIICH, MpEBpa-
THB UX B JICHCTBYIOIIHUE JINIIA U JOOUBIITHCH
TaKOM 00pa30M OOJIBIIETO IpaMaTHIeCKOTO

s dexra.
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OTOT NpUEM «3aMMCTBOBAHMS MOSBIIS-
€TCsl B BOCBMOM CILIEHE OIEPBI U3 IBAALATON
kaptuHbl «[Ipomanue c KemOpumxem»:
cMepth Croit YxuMo crana TSKEIbIM yia-
pom st JIy CsaomaHb, OHa HameBaeT ClioBa
W3 HAMMCAHHOTO UM CcTHXOTBOpeHus «IIpo-
manne ¢ KemOpumxem» M, MOIIATHIBASCH,
noaxomauT K 3purensM. [locne 3toro ona
HaYMHAET pa3JaBaTh UM COOPHHUKU CTHXOB
Croit YxuMo, ITOCTOSTHHO MOBTOPSAS: «3/1€Ch
ctuxu Yxumo... [louuraiite, mounuTaunre...
3necy ctuxu YkMMo, s cama cjelnajga dTH
cOOpHHMKH, TOYUTanTE...» [6, C. 78]. 3puTe-
J¥ TPUHUMAIOT COOPHUKHU CTHUXOB, B JTOU
MOJTHOM CKOpOM arMocdepe HAUMHAKOT JTU-
CTaTh UX, YATATh €r0 CTUXH, UCITOJIHSS BME-
cte ¢ JIy CsoMaHb 3aKJIIOUUTENIbHYIO YaCTh
3TOM TpareIuiHOW CcleHbl. B ornnume ot
TPaJAULIMOHHON OIEepHl, e A1 0OPUCOBKU
arMocQepbl Ha CIIEHE HCTOIb3YIOTCS aKTE-
pbI- cratucTsl, Yaub IO B cBOEH OCTaHOB-
K€ €CTECTBEHHO MpeBpaTuia B CTATHUCTOB
camux 3purtened B 3ane. Takum oOpazom,
CO3/1aTeNH ONEPHI, C OJHON CTOPOHBI, 100U-
JIMCh MAKCUMaJIbHOM YKOHOMHUU U KOHTPOJIA
HaJ| KOJIMYECTBOM aKTEPOB, BBIXOASIINX Ha
CLEHY, a TAaK)KE COXPAHEHUsI MaJbIX Mac-
mTa00B KaMEpHOM omepbl U €€ HEBBICO-
KO ce0eCTOMMOCTHU, a C APYTroil CTOPOHBI,
MPOJAEMOHCTPUPOBAIM  MHTEPAKTUBHOCTD
MEXIYy apTUCTAMH U 3PUTEISIMH, BOILUIOTUB
aBaHTapJAMCTCKUM AyX COBPEMEHHOTO OCT-
MOJIEPHUCTCKOTO TE€ATPa, CTPEMSILIETOCS
K pa3pylICHUIO TPAHUI] CLICHBI.

[lonBoass UTOrM, MOXHO CKa3arb, 4TO
ornepa «IIpomanne c¢ KemOpumxem» 00-
JAJaeT YHUKAJIbHOM MY3BIKAJIbHOM KOM-
MO3ULIMEN, OPUTMHAIBHOCTBIO 3aMbICia U
BOIUIOLIEHUSI TEPCOHAKEN, CLEHUYECKOIO
ncnionHenus. [locpencrBoM ananuza 3ToM
HanOoJsiee KaHOHWYHON KUTaWCKOW OIephl
XXI Beka ObLIH BBISIBJIIEHBI BOIUIOIIEHHEIE B
Hel crienuuieckre YepThl MOCTMOIEPHU-
cTCcKoro HuckyccrtBa. I[loctmonepHUCTCKHE
XYIOKECTBEHHbBIE NPUEMBI, UCIIOIb3YEMbIE

2019,4

KOMIIO3UTOPOM M JApaMaTyproM B 3TOMH
M3SIIHOM KaMEPHOM OIlepe, OXBaThIBAIOT
MHOXECTBO 00JIaCTe MCKyCCTBa, BKIIOUast
MY3bIKY, TUTEPATYpy, TEATP U KUHO.

YroMmsiHyThI€ BbIIIE TPUEMBI MOHTAXKA,
npousBosmye 3p¢PeKT UHBEPCUH BO Bpe-
MEHHU M IPOCTPAHCTBE, a TAKXKE TEXHUKA
WCIIOJIHEHHSI OTHUM apTUCTOM HECKOJbKHUX
poJiel, IMKBUAUPYIOLAs AUCTaHIUIO, pas3-
PYLIUIN CTPYKTYPY M HOPSIOK IOBECTBO-
BaHUS, CBOMCTBEHHbIE TpPaJAULIMOHHOMY
OlepHOMY HCKyccTBY. [loquepkHyB MHTpH-
Iy U IpaMaTUYHOCTh CIOKETA, OHU B TO XK€
BpeMs OCTaBWIHM 3pUTENIO0 JIOCTAaTOYHOE
IPOCTPAHCTBO JJIs1 BOOOpakeHus. TeXHUKH
IPSIMOTO 3aMMCTBOBAaHMS U KoOJUIaXa, MpH-
MeHEHHbIE K HokTiopHy IloneHna, a Takxe
nepenaya TBOPYECKHMX IIPaB MY3bIKAHTAM
U HEKOTOpbIE JApyrue NpHEMBI HaJEIWIH
MY3bIKaJIbHYI0 KOMITO3HUIIUIO ONEpbl TaKu-
MU 4epTaMM NOCTMOJAECpPHH3MA, KaK Bapu-
aTUBHOCTh, CIIY4alHOCTBh, pa3zHooOpaswue.
W nakoHnel, npuém «3auMCTBOBaHUs», Oma-
rogaps KOTOPOMY MY3BIKaHTBI OpPKECTpa
CTAHOBATCA JIEUCTBYIOIMMH JINLIAMU OIIE-
pBI, a 3pUTENN B3aUMOJACHCTBYIOT C apTH-
CTaMHU B paMKax CIOXKETa, IPEBpaIaeT BCE
IIPOCTPAHCTBO 3aJIa B MECTO JEHCTBHUS OIle-
pbL. Tak pa3zpyuiaercs Tpagulus U yCTpaHs-
€TCs MPENATCTBUE B BUAE T'PAHULIBI MEKIY
NIEPCOHAKAMM ITPOU3BEIECHUS, OPKECTPOM,
aKTépaMu U yOIHKOM.

Cnenyer emé pa3 NOAYEPKHYTh, YTO SIB-
JSSICh BBIJAIOLIMMCST 00pa3lioM KaMepHOM
onepbl XXI Beka, «IIpomanue ¢ KemOpua-
KEeM» TPUMEHSET MPUHLHUIBI HCKYCCTBa
IIOCTMOJIEPHU3MA, OCHOBBIBASICh UCKIIIOYH-
TEJIHHO HAa MOTPEOHOCTAX PBIHKA, AYAUTO-
puu, TpeOOBAHUSIX CIOKETa, 0COOEHHOCTAX
KaMEpHOM ONEpHl U JAPYTUX INPOAUKTOBAH-
HBIX COOTBETCTBYIOIUMHU peanusiMu (ak-
Topax. IT0 Hec€T B celde sSBHOE OTIUYHE
OT ABaHTapAUCTCKUX OKCIEPUMEHTAJIb-
HBIX OMNEPHBIX MPOU3BEIEHUH, MOJO0OHBIX
onepe «OUHIITEWH Ha Iusbke» @D. Imacca.
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B ormmune ot 80-x rogoB XX Beka, KOr-
Jla co3naresu omnepsl B Kurae crpemunucs
paspymiarb TpajuIluu paau CIeJ0oBaHUs
NEepPEeOBbIM TEHJICHIUAM, C HACTYIICHHEM
XXI Beka oHM BCE yallle cTajau JEMOHCTPH-
pOBaTh PAIMOHAIBHOCTh M 3pPENOCTh B HC-
MOJIb30BAaHUU B COYMHEHUU MY3BIKU 3amaj-
HBIX IPOIPECCUBHBIX MIEU U KOHILETIIUH.
B cBoéM nuanekTHuecKoM MBIIUICHUH OHU
IIPUMEHSAIOT MMOCTMOAEPHUCTCKHUE MPUEMBI
U TEXHHUKH, YTOOBI TPOU3BENICHUS BOILIO-
majiu ce0ol UICI0 «IBOJIIOLMHU Ha CTHIKE
HACJIEACTBEHHOCTH U MYTallUd — Pa3BUTHS
MOCPEJCTBOM OOBENUHEHUS TPAIULIUNA |
uHHOBauuit» [5, c. 24]. EcTe Bce ocHOBa-
HUs T0Jlararb, 4TO TAKOIO poOJa OTKa3 OT
CJIENOrO CJIEIOBAHUS SKCIIEPUMEHTATbHBIM
3armaHbIM JOCTIKEHUSIM U BIpPEAh OyIeT
OTpa)kaTb HOBBIE TEHJCHLHMH B Pa3BUTHHU
KUTaWCKOW KAMEPHOU OIIEPBI.

Takum oOpa3zom, OOHApyXHB B MY3bI-
KaJIbHOW KoMmmo3uuuu onepsl «IIpomanue
¢ KeMOpumkeM» TEeXHUKH KOJUIaka U 3a-
UMCTBOBaHHUS, PUEM PA3HOOOPA3Us B CO3-
JAaHUM JEHCTBYIOIIMX JIUII, IETAIbHO 00OpH-
COBaB 4epThl MOCTMOAEPHU3MA B JaHHOU
oriepe, Mbl MPUXOJNM K BBIBOJY, UTO OyIy-
YU KJIACCUYECKUM IPEACTABUTENIEM aKaje-

MuszMa, Yxoy Crodmm He cran NpUIepKu-
BaTbCsl XapaKTEPHBIX IS COBPEMEHHOIO
MY3bIKAJIBHOIO TBOPUYECTBA NPUEMOB Ce-
PUWHON MY3BIKM, TaK XK€ KaK HE CTall paau
pa3BUTHS HALMOHAIBHOM OMEPHI CIIENO
OPUEHTUPOBATHCS HAa KUTAUCKUN TPAIULIU-
OHHBIA CTHJIb. BMECTO 3TOr0 KOMIO3UTOP
oOpatuiics K MOTpeOHOCTH Hapo/ia B COLIM-
aJv3aluu, NONYJIAPU3ALUA U JOCTYITHOCTH
ONEPHOrO MCKycCTBa. Tak, Ipyrou U3BecCT-
HbI KUTauCKuil KoMno3utop ['o Baubuzun
B cBOel 3HaMeHuTo MoHorpadguu «LLym»
3asBIIL: «HenaBHo 51 mpenbsiBUI K cebe HO-
BOE TpeOOBaHME: W30 BCEX CUJ MOCTapaTh-
Cs OTAENAThCs KaK OT 3aIllaJHOTO BIUSHUA,
TaK M OT KUTAWCKOTO BJIMSHHS, YTBEPIAUB,
HaKOHEI[, CBOH COOCTBEHHBIH CTHIB» [3,
c. 160]. Tem cambiM, KUTaliCKUE ONIEPHBIE
KOMITO3UTOPBI TTOCPEICTBOM CBOUX MPOU3-
BEJICHUI ITOCHUIAIOT HAM CUTHAJI: MOABEp-
raschb BIHSHUIO ITOCTMOAECPHU3MA, KUTAM-
CKas omepa C TOYKH 3pPECHUS KOHUEHUUHU
CTWISI U MY3BIKQJIbHBIX TEXHHUK YK€ BCTY-
IIAJIa Ha NyTh Pa3BUTHUSA, OTMEYEHHBIA Ta-
KOl uepToi, KaKk pa3HOOOpa3ue, a UHTerpa-
UsT CTHJIEW HEU30€XHO CTAHET CTOMKOM
TEHJCHIUEN B CO3JIAHUM KUTANCKOW ONEPhI

B Oymy1miem.

< AUTEPATYPA <<

1. Apto A. Tearp u ero nBoiinuk. Manudectsl. pamaryprus. Jleknun. @unocodus tearpa
/ coct. u BcTym. cT. B. . MakcumoBa, kommeHT. B. 1. Makcumosna, A. 1O. 3ybkosa. CII6.; M.:

Cumnosuywm, 2000. 443 c.

2. Hemuenko A. W. Komnax v monmucTuimcTrka B uckyccrse X X B. // I3Bectust Bonrorpaackoro
rocyAapcTBEHHOrO neaaroruyeckoro ynusepcurera. 2005. Ne 2. C. 42-52.

3. To B. lllym. Ilexun: U3a-Bo HaponHoit My3biku, 2009. 282 c. (Ha xuT. 513.)

4. Conrar C. Ilox 3nakom Carypha / miep. ¢ anr., o pea. So [[3ronssa. lanxait: [lanxai

UBoanb, 2006. 202 c. (Ha kur. 513.)

5. Cyn 3. 3amucu ¢ Cumno3uyma 1o coBpeMeHHou My3bike // Hapomnas my3sbika. 1998.

Ne 12. C. 24-27. (Ha xur. s3.)

6. Wkoy Crosmm, Ysnp IO#. Ilpomanune ¢ KemOpuwmkeM: kamepHasi omepa: MapTUTypa.
[anxaii: [lanxait Uabios, 2017. 96 c. (Ha kur. 53.)

7. UYxoy Crosmm. O my3bike kamepHoit oniepsl «IIpomranne ¢ Kemopumxem» // UccnenoBanmst
onepHoro uckyccraa. 2010. Ne 6. C. 3—4. (Ha kur. 513.)

109



Gr~_ My3blkaAbHas KYAbTypa HapoOAOB Mupa 2019,4

8. The Cambridge Companion to Chopin / Ed. by Jim Samson. Cambridge University Press,
1992. 352 p.

06 asmope:

Yeky JImHbL3HM, acnupaHT Kadeapsl MY3bIKaJbHOTO BOCIUTAHUS U 00pa3oBaHUS,
Poccuniicknii rocynapcTBeHHBIN Iegarorudeckuii yausepcurer umenu A. U. I'epuena
(191186, 1. Cankt-IlerepOypr, Poccus), ORCID: 0000-0002-8409-9495,
534366380@qq.com

<" REFERENCES (<>

1. Arto A. Teatr i ego dvoynik. Manifesty. Dramaturgiya. Lektsii. Filosofiya teatra [Artaud
A. The Theater and Its Double. Manifestos. Dramaturgy. Lectures. The Philosophy of Theater].
St. Petersburg; Moscow: Simpozium, 2000. 443 p.

2. Demchenko A. I. Kollazh i polistilistika v iskusstve XX v. [Collage and Polystylistics in
20th Century Art]. Izvestiya Volgogradskogo gosudarstvennogo pedagogicheskogo universiteta
[News of the Volgograd State Pedagogical University]. 2005. No. 2, pp. 42-52.

3. Go V. Noise. Pekin: Folk Music Publishing House, 2009. 282 p. (In Chinese).

4. Sontag S. Under the Sign of Saturn. Translation from the English, Edited by Yao Junwe.
Shanghai: Shanghai Iven, 2006. 202 p. (In Chinese).

5. Sun Tsz. Records from the Symposium on Contemporary Music. Folk Music. 1998. No. 12,
pp. 24-27. (In Chinese).

6. Zhou Xueshi, Chen Yu. Farewell to Cambridge: Chamber Opera: The Score. Shanghai:
Shanghai Iven, 2017. 96 p. (In Chinese).

7. Zhou Xueshi. On the Music of the Chamber Opera “Farewell to Cambridge”. Research of
Opera Art. 2010. No. 6, pp. 3—4. (In Chinese).

8. The Cambridge Companion to Chopin. Ed. by Jim Samson. Cambridge University Press,
1992. 352 p.

About the author:
Zhu Linji, Post-graduate Student at the Department of Musical Upbringing and

Education, Herzen State Pedagogical University of Russia (191186, St. Petersburg, Russia),
ORCID: 0000-0002-8409-9495, 534366380@qq.com

&P

110



2019,4 Musical Culture of the Peoples of the World 0

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2019.4.111-119
YIK 781.21

E. B. KHCEEBA, B. 10. KUCEEB

Pocmosckas cocyoapcmeennas koncepsamopus umenu C. B. Paxmanunosa
Axaodemus apxumexmypul u uckyccms, FOoicnwiii ghedepanvuuiii ynusepcumem
2. Pocmos-na-/lony, Poccus
ORCID: 0000-0002-8403-6144, e.v.kiseeva@mail.ru
ORCID: 0000-0002-1730-353X, studiocons@mail.ru

Cneumncmka paboTbl ¢ TEKCTaMHM B paHHUX oniepax TaH AyHa.
K npo6Aeme 06HOBAEHHMSI ONEPHOro XaHpa B TBOPYeCTBe
AMEPUKAHCKMX KOMMO3UTOPOB Ha pydoexxe XX-XXI BekoB’

B crarbe paccMOTpeHBI BEIyLIME MPHUHLMIIBI MY3bIKAJIIBHO-TEATPAJIBHOIO TBOpYecTBa TaH
JyHa — KpyITHOrO aMEpPUKaHCKOIO KOMIIO3UTOpa KUTAMCKOrO IMPOUCXOKIEeHUs. Ero onepsl cranu
SIPKUMU U YHUKAJIBHBIMU SIBIICHUSAMY MUPOBON MY3bIKAJIbHOM KyJBTYpbl KOHIA XX — Hagayna XXI
Beka. OpUrnHaibHas TPaKTOBKA ONEPHOTO YKaHPa, IMPEJCTaBICHHAs B TBOPUYECTBE KOMIIO3UTOPA,
OIMPAETCS. Ha OPraHUYHBIN CIUIAB BOCTOYHOM W 3aIlIaJHOM MY3BIKAJIbHO-TE€ATPAIIbHBIX TPAJULIUN,
YTO MPOSBIIAETCS B BOKAJIBHBIX IPUEMAX, COCAUHSIIONUX 3IEMEHTHI IEKUHCKOW, KYHbIIAHbCKON
U WTAIbSHCKOH oOmepbl, B chenupuueckux crmnocodax 3ByKo- U TeMOpooOpa3zoBaHws,
B KOMIIO3HIIMOHHBIX 3aKOHOMEpHOCTsX. OnepHoe TBopuecTBO Tan JlyHa BOupaeT B cebs U 4epThl
HOBBIX MY3BIKaJIbHO-TEATPAIbHBIX IIPAKTHK, TOyYUBIINX pa3BuTHe Ha pyoeke X X—XXI BekoB. Mx
JIeTaIbHOE U3yUYeHHE BBIABISET MPOOIeMy U3MEHEHHS POJIH MMO3TUYECKOrO TEKCTa B ApaMaTypruu
CIIEKTAKIIA.

Pannue onepsl Tan JlyHa 1eMOHCTpUPYIOT 0COOBIN THI B3aUMOACHCTBUS MEKY BepOaIbHBIMH
U MY3BIKQJIbHBIMA TEKCTAMH, YTO OTKPBIBAET HOBBIE BO3MOXKHOCTH JUISl APAMATypPrU4ECKUX M
KOMITO3UI[MOHHBIX PELICHUN.

KiroueBrie ciiosa: OHepHHﬁ TCarp Tan ILYHa, OOHOBJIEHHE OIICPHOTO JKaHpa, B3aUMOJICHCTBUE
MY3bIKH U JpaMbl, aMCPHUKAHCKUEC KOMIIO3UTOPHI.

Jna yumuposanus / For citation: KuceeBa E. B., Kucees B. 0. Cnemuduka paboTs
¢ TekcTamu B paHHUX ornepax Tan JlyHa. K npobieme 0OHOBIEHMS ONIEPHOTO KaHPa B TBOPUYECTBE
aMEPHUKAHCKUX KOMITO3UTOpOoB Ha pyOeke XX—XXI BekoB // TIpoGraemMbl My3bIKAIBHON HAyKH.
2019. Ne 4. C. 111-119. DOI: 10.17674/1997-0854.2019.4.111-119.

" Ily6nukanus MoAroToBiICHA B paMKax moaaepxuBaeMoro PODU HayuyHoro npoexra
Ne17-04-00198-OI'H\19 (My3bikanpHblii TeaTp pyoeka XX—XXI BekoB: mpobiema 0OHOBICHUS
JKaHPOB).
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y3bIKaJIbHbIM  Tearp Tan JlynHa
OXBATBIBAECT TPAJUIIMOHHBIE MY-
3BIKAJILHO-T€ATPAJIbHBIE JKAHPBHI,

OpUTMHAJIBHO TPAKTOBAHHBIE KOMITIO3H-
TopoM — onepbl «JleBsiTh mecen» (1989),
«Mapxo ITomo» (1995), «Iluonosas Gecen-
ka» (1998), «Yaii: 3epkano gymm» (2002),
«ITepBbiii umneparop» (2006), a takxe
OONbIIOE KOJIMYECTBO HOBBIX JKaHPOBBIX
00pa30BaHUi, OTHOCAIIUXCS K 00JacTH MH-
CTpYMEHTaJILHOTO Tearpa'. B Hux npencras-
JIEHBI TEaTPaJIM30BaHHBIC JIEHCTBA C UIPOU
Ha MHCTpyMeHTax 1 neHueM. CJIOBHO kenas
MOJYEPKHYTh T€ATPAIIbHYIO IPUPOTY CBOUX
MHCTPYMEHTAJIbHBIX COYMHEHHH, KOMIIO3H-

TOp 0003HAYaeT UX TEPMUHAMH OPKECTPO-
BRI TeaTpy» U Jaxe «orepax’. CyIiecTBeHHO,
YTO BCE JKaHPbI TEATPAIBHONW MY3bIKM TaH
JlyHa onuparoTcs Ha €IUHBIE CTETUYECKHUE
MIPUHLIMIIBI U XY/I0’)KECTBEHHBIE YCTaHOBKH,
BOXHEHIIMMU M3 KOTOPBIX SIBJSIIOTCS: pH-
TyajbHas MpHUpoJa AECUCTBU, CIIOCOOCTBY-
IOLAs TTOIPYKEHUIO UCIIOJIHUTENIEH U CIly-
maresiel B XyJOKECTBEHHOE IIPOCTPAHCTBO
IIPOU3BENICHUS; SKCIIEPUMEHTUPOBAHHUE CO
3ByKO- U TeMOpoOOpa3oBaHHWEM, OCHOBaH-
HOE HA COCIMHEHUM aKaJeMUYECKHX 3aIajl-
HOEBPOINEHCKUX U TPAIULIMOHHBIX BOCTOY-
HBIX MHCTPYMEHTOB (THOETCKHE KOJIOKOJIA,
KUTaWCKHE TOHTHW) U HEMY3bIKAJIbHBIX IIIYy-
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MOBBIX OpyIaui (COCyAbl AJIA TEPEITUBAHUS
BOJIBI U TIEpPECHINaHUs Yasi) U MarepuasoB
(kamHHM, Oymara, Cblllyyue cyOCTaHIIUN).

UccnenoBarenu, xapakrepusyss My3bl-
KaJIbHO-TeaTpaibHble Mpou3BencHus TaH
JlyHa, HEOTHOKpPATHO OTMEYAIN UX HAIUO-
HaJbHYIO MPUPOIY, CBA3AHHYIO C IMpoOIe-
MOU MPETBOPEHHUS AIEMEHTOB TPATUIIMOH-
HOT'O KUTaMCKOTO UCKYCCTBA, B YACTHOCTH,
MEeKUHCKOW omepbl (cM., Hampumep: [I,
c. 475-477]). BmecTe ¢ Tem, Ha3BaHHbBIC
MIPOU3BEIACHUS HE YKJIAJbIBAIOTCA B PAMKH
HallMOHAJIBLHOW TEAaTPAJIbHON TpaJAUIUU.
DcCTeTHKa OMEPHBIX OIYCOB KOMIIO3UTOpPA
BBIXOJUT W 3a MNPEAENIbl TaK Ha3bIBAEMOMU
«HOBOM BOJIHBD) KHUTAWCKOIO aBaHrapja —
HalpaBJ€HUsi, K KOTOPOMY CIIPaBEJIMBO
npuuncisaoT Tan [yHa B cuiny mpucyniero
€ro My3bIKE 0CO00T0 CIIJIaBa, COSIUHSIOIIE-
ro crnenuduuecku HHTEPIPETHPOBAHHbBIC
YKQHPOBBIE 3JIEMEHTHI KHUTAKWCKOTO (DOIBK-
Jopa C TMPUHIUMIIAMU 3BYKOTBOPYECTBA H
KOMITO3UIITMOHHBIMM TTPUEMAMHU aMEpPHUKaH-
CKOTo aBaHrapna [3, c. 247-248].

s OObEKTUBHOTO TIOHMMAaHUS OIep-
HbIX HoBanui Tan JlyHa HeoOXoguMo HX
pacCMOTpPEHUE B KOHTEKCTE II00abHOTO
npoiiecca OOHOBJICHHS OMEPHOrO >KaHpa.
IIpouecc, pedb 0O KOTOPOM MOWAET B JaH-
HOM CTarbe, PA3BUBAJICI IOJ JIO3YHIOM
OTPHUIIAHUS U TIOCIEAYIOIIET0 pedhOopMHUPO-
BAHUsI E€BPONECKUCKOM OINEPHOM TPAAULIUU.
Ero Hauaso o03HaMEHOBaJIOCh H3BECTHOM
tpuiorueit @. [macca («UHIITENH Ha M-
xen, «Carpsarpaxay, «IXHATOH»), U BIIO-
CJIEZICTBMM B HEro BOBJEKIUCH J[k. Anamc,
Jx. Ketimx, M. Monk, C. Paiix u npyrue
KpyIHBIE MacTepa, Ka3ajloch Obl, Janékue
OT 3CTETUKHU OMNEPHOTO KAaHpPa, HO TEM HE
MEHEE, BJOXHYBIIIUE B HETO HOBYIO KU3Hb.

Hns monumanusa noaxonma Tan JlyHa
K OIEPHOMY XaHPYy U K MY3bIKaJIbHO-TEa-
TpaJIbHOM JpamMaTyprud HEOOXOAMMO Kpart-
KO OCTAHOBHUTBCSI Ha HEKOTOPBIX HJESIX pe-
dbopmbr @. I'macca, BOIIEAIIEr0 B HCTOPHIO

HOBEHIIEW aMEPUKAaHCKOM OIIEPhI B KAYECTBE
IIEPBOOTKPBIBATEIIS HOBBIX 3aKOHOB. B cBOMX
PaHHHUX COYMHEHMSIX KOMIIO3UTOP U €TI0 COaB-
Topsl (pexuccépsl P. Yuncon, K. Jlemxonr),
CTPEMSCh YUTH OT OTHO3HAYHOCTH 3PUTEIb-
CKOTO BOCIIPHSTHUSI CLIEHMUYECKUX COOBITHH,
BKJIFOYAJIM B NIOCTAHOBKM HEJIMHEMHBIE Me-
TOJbI JPAMaTypPruueCKOro pa3Burus [2].
Cozganue npamaTypruyeckoil JIOIMKH,
MIPOTUBOpEYALIEl 3aKOHaM Jpambl, JOCTHU-
rajoch Omarojgapsi OpUTHHAIBHONM padoTe
¢ BepbasibHbIM TekcTamMu. Hanpumep, «O#H-
mreiH», «Carbsrpaxa» U «OXHATOH» HE
HUMEIOT CHOKEeTHOW (palynbl B €€ Tpaauuu-
OHHOM I OIIEPHOIO KaHpa IMOHUMaHHUM.
JlelicTBHE 37€Ch ONUPAETCS HE HA IOCIIEe-
JIOBATEIbHOCTh COOBITUM, OOYCJIOBJIEHHBIX
NPUYUHHO-CIIEICTBEHHBIMU CBA35IMHU, a Ha
TUCKPETHBIE, aJIOTUYHBIE CUTYaLNH, pa3pbl-
Barolue nopecTBoBanue. Kommnozurtop 1100
HAaMEPEHHO OTKAa3bIBACTCA OT TUIIMYHBIX
OTepHBIX POpM, THOO TPUMEHSET UX TAKUM
00pa3oM, YTO CMBICJIOBOE HAIIOJIHEHUE OKa-
3BIBAETCH 3a MPEACIaMU BOCIIPUATHS.
VYcuiieHne CMBICIOBOIO pa3pbiBa B Ha-
3BaHHBIX OIEepax MPOUCXOAUT Onarofaps
NpUEMY CHMYJBTAHHOIO II0BECTBOBAHMSL.
Tak, B «D¥HIITEItHE» BepOANBHBIN TEKCT
COCTOUT M3 CJIOrOB (XOp coib(emKUpyeT
3BYKH) M Pa3pO3HEHHBIX, BBIPBAHHBIX W3
IIOBCEIHEBHOCTH MOHOJIOTOB, B TO BpEMs
KaK CIICHMYECKHE COOBITHS IMPEICTaBISIOT
yepeny meramopdo3 U3 KM3HU YUEHOTO.
«Crarpsirpaxa» COAepKUT (PparMeHThl TEK-
CTa Ha CAHCKPUTE, B KOTOPBIX M3J1ararrcs
paszensl U3 Beauueckoro smoca. [lostu-
YECKUM TEKCT M0 OTHOUIEHUIO K CLIEHHYe-
CKOMY DSy SIBJISIETCSI MHBIM IIOBECTBOBA-
HUEM, Pa3BUBAIOIIMMCS MapajlieldbHO I10
COOCTBEHHBIM 3akoHaM. CMBICIOBOI pa3z-
PBIB B «DXHATOHE» JOCTUTaeTCs IyTEM HUC-
MOJI30BAHUS TAK HA3bIBAEMBIX «MEPTBBIX»
A3BIKOB. B Mpon3BeieHNH HaXOUM JIpEBHE-
€runeTcKue TeKcThbl u3 « KHUru MEpTBLIX» U
o6ubneiickue pparMeHThl HA UBPUTE.
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BaxxHo, 4TO BO BCEX TPEX COUYMHEHUAX
KOMITO3UTOP HUBEIUPYET KOMMYHHUKATUBHBIC
¢yHKIMU cioBa U (HOKyCHpYeT BHMMAaHUE
Ha ero (hOHETHUYECKOW MpHupone, OObICHAS
CBOM HaMEpEHHs CIEIYIOIHUM 00pa3oM:
«...0TKa3 OT UCTIOJIb30BAHUS MOHSITHBIX TEK-
CTOB, KOTOpBIE 3pUTENb MOT Obl BOCIIPUHU-
MaTh KaK BMECTHJIHILIE CMBICIIA, OTKPHIBAET
BO3MOKHOCTh CJIOBY 3By4YaTh Kak €IMHOU
MOCJIEA0BAaTEIbHOCTHU 3BYKOBY» [4, ¢. 101].

C Touku 3peHuss 0003HAYEHHOW TMPO-
OJ1eMbl UHTEPEC MPEACTABIISIOT U OIEPHBIE
onycbl Tan Jlyna. Hampumep, B «Mapko
[Tono» KOMITO3UTOP U TUOPETTUCT (aMepu-
kanckuii ¢unomnor I1. I'puddur) co3marot
Ha CIIEHE TPU NapajuieJbHO pa3BUBAOLIU-
€cs UCTOpUU O (PU3UYECKOM, JYXOBHOM H
MY3bIKQIBHOM IyTemecTBusix. OaHO U3
HUX TNPEJCTABISAECT UCTOPUIO BEHEMAHCKO-
ro kynia Mapko. CBO€ 3HaMEHUTOE ITyTe-
mwectBue u3 Mramuu B Kurtail oH onucan
BMECTE C UTAJIbSIHCKUM mucaresneMm Pycru-
kemio B «Kuure o paznooOpasuu Mupay,
KOTOpAsi ¥ CTajla UICTOYHUKOM BIJOXHOBEHUS
st co3aareneil omnepbl. Ha3Banusa cueH
B npousBeneHun — «llnomaawy, «Okeany,
«PpHOKY, «IlycThiHSY», «I'MMamany, «Be-
nukas Kuraiickas cTeHa» OTCBUIAIOT K ITy-
TEIIECTBUIO reorpauueckomy.

Jpyroe myremecTBue — JyXOBHOE CBS-
3aHO C Pa3MBILLICHUSIMU O CYILIECTBOBAaHUU
YeJIoBEeKa B HACTOSAIIEM, MPOILJIOM U Oymy-
IeM BpeMeHax, a Takxke 00 ujaee MUKINY-
HOCTH IIPUPOAHBIX U3MeHeHuM. Kuraiickas
CTEHa B 3TOM IyTEUIECTBUU SABIISIETCS CUM-
BOJIMYECKOM TMOKON rpaHMIIed, CTOCOOHON
pa3lensATh pa3aU4YHbBIE BPEMEHAa M IIPO-
cTpaHcTBa. MIHTEpecHa W TpakTOBKA aBTO-
pamu o0Opa3za TIIaBHOTO T€pOsi: €r0 UIOCTa-
CH — TEJIECHYIO U TYXOBHYIO IPEICTABIISIIOT
IBa pasHbIX nepcoHaxa Mapko u Ilomno.
Ha npotsbkeHnn nmoBeCcTBOBaHMSI OHM B3a-
MMOJICHCTBYIOT KakK JPYT C APYroM, Tak U
C MHBIMU peaJibHbIMU U (PaHTACTUYECKUMHU
reposimu — ¢ KyOnaii-xanom, Tensimu [lanTe,

2019,4

[lexciupom, JIu 1o, Manepom, lllexepaza-
noit u Jlyxom Bojpl.

Tperbe — My3BIKAJIBHOE ITyTELIECTBUE
HaXOJIUT OTPAXXKEHUE B CTPYKTYpE U MY3bl-
KaJIbHOM s3bIKe omnepbl. Kak oTMmevaeT cam
KOMIIO3UTOp, TPOU3BENEHUE COCTOUT W3
JBYX OIEPHBIX ACUCTBUH, PA3BUBAIOIIUXCS
OJTHOBPEMEHHO: MepBOE «pa3paboTaHO Ha
OCHOBE BOCTOUHBIX BOKAJIbHO-UHCTPYMEH-
TaJIbHBIX TPAJULIUI», BTOPOE OMMPAETCS HA
«3aMaJIHOEBPONENCKYI0 ONEpPHYI Tpaau-
IIUIO CO CMELIEHUEM U HACJIOCHUEM Pa3HbIX
UCTOpPUYECKUX cTuiei» [9, c. 6]. O6pasiom
COEMHEHUSI BOCTOUHOW W 3aMaHOW KYJIb-
TYp SBJSETCS U YHUKAIbHbIN UCIIOTHUTEb-
ckuii coctaB. OH BKJIIOYAET MEBIIOB, BIaJe-
omux bel canto, a TakkKe IKCIPECCUBHOU
TEXHUKOW TI€HUS B BBICOKOM PErucTIpe,
XapaKTepHOU Il MEKUHCKOM omepsl. Op-
KECTPOBBIM aHcamOib, TOMHUMO aKaJIeMU-
YECKHUX, COJCPKUT HALlMOHAIIbHBIE HHCTPY-
MeHThl Kurtas, Tubera, Uagun.

CroxeT u croco0 TeueHus! BepOabHOTo
TexcTa B «Mapko Ilogo» MOXXHO cpaBHHUTH
C «IIOTOKOM CO3HAHUS», YEMY CIIOCOOCTBY-
€T HecKoNbKo (hakTopoB. B ux ymcne 060-
3Ha4MM TPAKTOBKY 00pa3a IJIJaBHOTO repos,
KOTOPBI CTaHOBUTCS CHUMBOJIOM II€pexozaa
B pa3HbIE BpEMEHA U IIPOCTPAHCTBA, a TAKKE
HEBO3MOJKHOCTb MPSIMOTO OOILEHUS MeX-
Ny NEHUCTBYIOIIMMHM JIMLIAMH, YTO CBSI3aHO
C OTCYTCTBHMEM 3IU30/10B, IBUTAIOIINX XOJ
npamartypruueckoro pazsutus. Ilorpyxkas
3pUTENs B Xy[AOKECTBEHHYIO TKaHb IPOU3-
BEJICHUS, aBTOPBI CO3AAIOT JIMILIb BHEIIHE
JIOTUYHOE TIOBECTBOBaHMUE, B KOTOPOM MO~
4EPKUBAETCS CBA3b MEXAY MeIb4yallliiMU
JETaJISIMH, HO BMECTE C TEM, MUHUMHU3HUPO-
BaHO pallMOHAJIBHOE HAyYaJo.

KoMno3utop u JMOpeTTHCT CTpeMsTCS
pa3IMYHBIMU CIOCO0aMU HApPYIIUTH JIH-
HEHHOCTh TIOBECTBOBAHUS, 3aJIOKEHHYIO
B JIUTEPaTypHOM IE€PBOUCTOYHMUKE. TeKcT
OTIEPHOT0 JTUOPETTO CErMEHTHPYETCS U pa3-
PBIBAETCSI C MOMOIBIO MHOTOKPATHO MOBTO-
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PAIOIIMXCA CIIOB Ha JAecATU sA3blkax. Kak u
B onepax @. [macca, Ha epBbIN IUIAH 31€Ch
BBIXOJUT MY3bIKaJIbHAsI MPUPOAA MPOU3HO-
cUMBIX cloB. M3nmaras Ha ciieHe coOBITHS,
JMIIEHHBIE JJOTUYECKUX CBSI3€H U CO3/1aBast
B MY3bIKaJbHOW MapTUTYypE TOJIOBOJIOMKH
U3 MOJUCTUIUCTUYHBIX KOJIIAXEH, IUTUPY-
IOIUX OINEPHBIE CTUIM IPOLUIOTo, KOMIIO-
3UTOpP 3alyThIBAET 3PUTEIBCKOE CO3HAHHE
B O€CKOHEUHOI CEMaHTUYECKOU «IayTHHE,
CBOET0 POJIa UTPE CMBICIIOB.

B onepe «/leBsate necen» Tan yH u
BOBCE OTKa3bIBAETCS OT €JUHOTO CIOKETA U
BOCIIPOM3BOJUT Ha CIIEHE BOOOpaskaeMblid
JIPEBHUN pUTYyaJl, IPOU3BOJBHO YEpEAYs
CTPOKH U3 OJHOMMEHHOM apXandecKoM mo-
smbl Lroit FOans (mosta smoxu Bororomux
[HapctB, 4-3 BB. 10 H. 3.) Ha SI3bIKE OPUTHU-
Haja (MMHBMHbB) U B aHIJIMMCKOW TPaHCIIH-
TEpalyK, YTO JTOJKHO BBI3BATH Y 3PUTEI
CBOOO/IHBIE, ONOCPEIOBAHHBIE JMILIb YYB-
CTBEHHBIM BOCIIPUSATHUEM aCCOLMALIHH.

KoMmno3urop OpHUruHaibHO TpakKTyeT
JUTEpaTypHbIM NEpBOUCTOYHMK. [lonma
[roit KOaHst COCTOUT M3 OJIMHHA/IIIATH IJIaB,
CBSI3aHHBIX HJEeN N300paKeHHsl puTyaia
xeprBonpuHouieHus. CornacHo 3aMblcily
Tan JlyHa, U3 pa3HbIX [JIaB MO3MbI ObUIH
BBIOpaHbl M pa3MeIleHbl B MPOU3BOJILHOM
HOPSAJIKE OTJEIbHBIE MOATHUYECKUE CTPOKH,
¢dpasbl, ciaoBocoueTaHus, oOpa3ys CBOErO
po/la TEKCTOBBIN KOJIJIAXK.

B My3sikanbHOM KOMno3unuu «JleBsitu
[lecen» OTCYTCTBYET pa3jielieHUE Ha aKThl
u cueHsl. [Ipon3BeneHne cocTouT U3 IeBs-
TH IOCJIEIOBATEIbHO NPEACTABICHHBIX, HE
CBSI3aHHBIX CIOKETHOW JIOTMKOM Pa3leIioB.
OHo He cojaepkaT KakuX-J11u00 MOBECTBO-
BaTEJIbHBIX TEKCTOB, B KayeCTBE Happa-
TUBHOTI'O MCTOYHHMKA B HUX HCIIOJIb3YIOTCS
abcTpakTHble cioBa U cioru. Kommosurop
BCAYECKH MOMAUYEPKUBAET UX MY3bIKAJIbHYIO
IPUPOJY, MOPON MPOTUBOPEUAILYIO CMBIC-
JIOBOMY HanojHeHH0. COoracHO aBTOPCKO-
MY 3aMbICITY, BepOaIbHbBIN U MYy3bIKaJIbHBIN

TEKCThl BKYyIlE OOpa3yroT MOIUSI3BIKOBYIO
KOHCTPYKIIMIO, B KOTOPOM MOITUYECKUU
TEKCT TaK)Xe SIBJIIETCS YacCThlO MY3bIKallb-
HOM NApTUTYPBHI.

Pazpymiennio nmoBecTBOBaTENBHOM JIOTH-
KU CITIOCOOCTBYET U OPUTHMHAJIbHAS TPAKTOB-
Ka MEePCOHAXEH: Tepou onepbl OE3bIMSIHHBI,
HX POJIb B COJIbHBIX M aHCAMOJIEBBIX MAPTU-
X 00O3HaueHa 00€3MYEHHBIMH TOHSATHS-
MU — «MYKCKOM rosioc Ay, «My>KCKOH T0JI0C
B», «keHCKui 1ojoc Ay, «GKEHCKHUM ToJIoC
B». O0benunstontyro AecTBUE (DYHKIHIO
B OIEPE BBIMOJHSAET HEOOBIYHO TPAKTOBAH-
Has mapTus Juprképa — OH OyKBajIbHO Py-
KOBOJIUT COOBITUSMHU, TMPOUCXOISAIIUMU U
B OPKECTPOBOM sIME, U B CLIECHUYECKOM ITIPO-
CTPAHCTBE, UCTOIHSISA C TMOMOIIBIO TIACTH-
YECKUX JABM)KCHUN U MPOU3HOCUMBIX CIIOB U
3BYKOB POJIb JPEBHETO IIaMaHa U 0003Havast
Hayajo ¥ OKOHYaHUE PUTYAIBHOTO JICHCTBUS
YTEHUEM COOTBETCTBYIOIINX CTPOK ITOAMBI.

KnroueBont uneen «/lesaru Ilecen» cra-
JIO TIOHMMAHHE CIIEKTAKJISI KaK JJISIIEerocs
«mpoueccay», B OCHOBE KOTOPOTO HaxOAsT-
Csl PETyJSIPHO MOBTOPSIEMbIE MJIACTUYECKUE
JBIDKCHUSI U 3BYKOBBIE (MYy3bIKQJIbHBIE W
BepOanbpHbIe) 00pa3oBanus. [IpuHImn cos-
JaHUSI CMBICIIOBBIX Pa3pbIBOB, crieluduka
B3aMMOJICMCTBUA BEpOAIbHOTO U MY3bl-
KaJIbHOTO TEKCTOB, a TaK)K€ OPUTHHATIBHBIN
OpUEM  aKIEHTUPOBAHUS  MY3BIKaJIbHOM
IIPUPOABI CIIOBA, 3aJACHMCTBOBAaHHbIE B «/le-
BATH [leCHSIX», COOTHOCHUMBI ¢ KOHIICTIITHUS-
MH OIEpHBIX 0IycoB Mepenut MoHK.

Tan [{yn, nono6Ho M. MoHK, oTka3ai-
Cs1 OT CMBICIIO00pa3yIoIIe PyHKIIMU CTTOBA
B MOJIb3y YCWUJICHUSI 3HAUEHHS] HE TOJBKO
€ro My3bIKaJdbHON, HO W KOMMYHHUKaTHB-
HOI BbIpa3uTenbHOCTU. B pesynbrare 00-
palieHusi aBTOPOB K aOCTPAKTHBIM CJIOTaM,
CJI0BaM, IPOU3HECEHHBIM Ha JIPEBHUX SI3bI-
KaX, BBIPBaHHBIX M3 TEKCTa U MHOTOKPATHO
MOBTOPEHHBIX CJIOBOCOYETAHUMN, CO3/1aETCS
OpUTHHAJIbHASI KOHIIEMIIUS 3BYKOOOpa3oBa-
Hus. B e€ ocHOBe nexar CI0KHbIE 3ByKOBbBIC
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3¢ deKThl, UX COeTMHEHUE C UHTOHAIUSIMH,
OOpHUCOBBIBAIOIIMMHA ~ KOHTYPBI ~ PEUEBBIX
000pOTOB, POXKIAET O0COOYIH0 KOMMYHMKa-
LIUI0, TNI€ TOJIKOBAHHE NEPEHACHIILIEHHBIX
CMBICJIOBBIMM ~ 3HAQUEHHUSIMU  BOKaJIbHBIX
MapTUN MOXKET ONMPEEATHCS JIUIIb TEPCO-
HaJIbHBIM, OMHPAOIIUMCS Ha SMOLMOHAb-
HYIO OCHOBY 3pUTEIBCKUM OIBITOM.
[Tapamtenun ¢ TBOpuecTBOM M. MoOHK
BO3HMKAOT U B CBs3u ¢ omnepou «llno-
HOBasi Oecenkay, co3manHoi Tan JlyHom
B COABTOPCTBE C TE€ATPAIbHBIM PEXHUCCEPOM
[Turepom CennapcoM. B kauectBe nurepa-
TYpPHOTO MEPBOUCTOYHHKA KOMIIO3UTOP H3-
Opan onHouMéEHHYIO Tibecy Tan CAHBIRY
(BpIIAIOIIETOCS KUTANHCKOTO MOA3Ta U Jipa-
Mmatypra koHua XVI — nauana XVII Beka)
B niepeBojie Cupun bépu. Kak u B «/leBsitu
IIECHSIX», aBTOPbI OIEpbl COCTaBUJIU KOJ-
JaX W3 OPUTMHAIBHOTO U TIEPEBOIHOIO
TEKCTOB, 3aUMCTBYSl MX OTJEIbHBIC YaCTH
MU BBICTpanBas COOCTBEHHYIO CIOKETHYIO
joruky. [IpuHIMT KOJIIaXa pacripoCTpaHs-
€TCSl M Ha CTUJIEBOE PEILIEHUE ONEPhI, OCHO-
BaHHOM Ha COCMHEHUHN BOKAJbHBIX TEXHUK
KHTaNCKOTr0 MY3bIKaJIbHOTO T€aTpa KyHIIHO,
MeHUsT TUOETCKMX MOHAXOB, 3BYKOBBIX H
TeMOPOBBIX HAXOJOK aMEPUKAHCKOTO HKC-
NEPUMEHTAJIN3MA U AJIEKTPOHHOW MY3BIKH.
Kpome Toro, cuenorpadusi omepbl 00ne-
JUHSAET B JIpaMaTUYECKOM JICUCTBUU IIe-
pPEMOHHANIbHBIE TAaHIIBI, PUTyajbl, OOEBbIC
ncKyccTBa. [lokazarenpHbl ¢ JaHHOW TOYKH
3pEHUsl PacCyk JACHHsI CaMOro KOMIIO3UTOpa
o cTtusieBoi cnenuduike cBoeit padoThl: «Ha
MEePBbIN B3I HAM KaXXETCs, YTO MPEACTO-
UT MPONTH JOATUMA NMyTh B MOUCKaX OaaH-
ca CTWJIAA, KOTJa MPEACTABIEH KOHTPAIYHKT
Pa3JIMYHBIX BPEMEH U S3BIKOB, KOHTPAITYHKT
pa3HBIX Te€AaTPaJbHBIX TPAAUIIMI... TEM HE
MeHee, BCE 3TO MOXKET OBbITh COEIUHEHO
B HOBOM €JIMHOM CTHJIEBOM CILIaBe» [8].
He menee Baxxubim npuémom Tan [[yna
ABIIIETCS. COCAUHEHHUE CTPOrO OpraHU30-
BaHHBIX CTPYKTYp, OCHOBaHHBIX Ha MOBTO-
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PEHUHU MATTEPHOB CO CBOOOAHBIMHU HMIIPO-
BU3aLUSAMM, IPU3BAHHBIMU BYyaJIMPOBATh
Y pa3MbIBaTh YETKUE T'PAHULBI Pa3lIEIIOB.
B coBpeMeHHON aMEpUKAHCKOW omepe sAp-
KM 00pa3lioM Takoro COCAMHEHUS SIBIIS-
ercsa «Atnac» M. MoHK — npou3BeeHueE,
MOCBSIIEHHOE TeME MyTelecTBUsl AJiek-
cauapsl JaBun-Heens B Tubetr. Kommosu-
TOpP UCHOJIb3YET TaK HA3bIBAEMYI) KOHTPO-
JIMPYEMYI0 MMIIPOBU3ALUI0 B HECKOIBKUX
cueHax npousBeneHus. IHTepec npencras-
JS€T U aBTOPCKUN METOH: B MY3bIKAJIbHOU
MMAPTUTYPE COAEPKUTCS 3aMKChH 3AKOJIBLO-
BAHHOTO TATTEpHAa — CBOEr0 pojaa CTPYK-
TypPHOU OCHOBBI /ISl BOKaJIbHOW WMIIPOBH-
3alMH, B CBOIO OYEpPE/lb ONUPAIOLIEHCS HA
pa3pabOTKy OCHOBHBIX TOHOB MAaTTEpPHA.
bnu3zkuii  nmogxoxm  AEMOHCTPUPYET
B «IInonoBoii 6ecenxe» Tan [yn: «5l 3anu-
CaJl HECKOJIbKO MAaTTEPHOB U HOTUPOBAJ HX
rpadguueckumM crnocoboM, ykas3aB BBICOTY U
JTMHAMUKY, 4TOOBI 3allyCTHUTh KOHTPOJIUPY-
€MBbIil UMITPOBU3ALIMOHHBIN MPOIIECC» [Tam
xe]. B onepe mpeacraBieHsl Ba crnocoda
OpraHu3aluyi UMIIPOBU3ALMOHHBIX pa3jie-
70B. OuH U3 HUX ONMUpAETCs Ha ayuo3a-
[IACh UMIIPOBU3UPOBAHHOW pAaHEE MYy3bl-
KU U €€ MOCIEIYIOIIee BOCIPOU3BEACHUN
Ha cue”e. Hanpumep, B cuene «BecHa» B
KaueCTBE OCHOBHOTO MaTepuajia 3BYUYUT
ayIMO3alliCh BOKAJIBHOM WMIIPOBU3ALUU
Ha OJIHY U3 TPAJHUIMOHHBIX TEM KHUTAUCKOU
Omnepsl KyHI[I0, UcroaHeHHoW TaH JlyHOM.
Tema coctout u3 nsit 3ByKoB A, E, B, F#,
C# (oOo3HaueHusi 3ByKOB OyKBaMHU MpeJ-
JIO’)KEHO KOMIO3UTOPOM) U BKJIFOYAET Ha-
OpOCOK, OOBSCHSIONIUI METOJ, COTJIACHO
KOTOPOMY MY3BbIKaHTBI JOJIKHBI CAMOCTOSI-
TEJIbHO OIPEENUTh, KaK OyayT pa3BUBaTh-
Csl MEJIOJIS, PUTM, KaKuM 00pa3oMm OymyT
KOOPAWHUPOBATHCSA U B3aUMOJECUCTBOBATH
rojioca U MHCTPYMEHTHI. [[pyroil crnocob
— <(OKMBOW», NIPOUCXOASUIEH HENOCpeN-
CTBEHHO BO BpEMs CHEKTAKJIsd HMIIPOBU-
3alMM TIpeacTaBieH B pasaene «biyxna-
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IOLIMIY. 31€Ch COAEPKUTCS PUTMUUYECKAS
UMIIPOBU3ALMs B MAPTUIX KEPAMUYECKOTO
OapabaHa, BOAHOI'O TOHTa U MHUIIBIL.

WNHTepec mnpeAcTaBisilOT U BBICKA3bI-
BaHUSI 0OOMX KOMIIO3UTOPOB O POJIU HM-
NPOBHU3ALMOHHOIO Hayajga B HMX OIEPHOM
TBOpuecTBE. B cBOMX MHTEpBHIO M. MOHK
HEOJAHOKPATHO TOBOPHJIA 00 UMITPOBU3AIINU
KaK BayKHEHI1eM TBopYeckoM meToze: «Mm-
MPOBU3AIMS SIBISIETCS YacThlo Moel pado-
Thl. TO CMOCO0, MPH MOMOIIH KOTOPOTO S
CO37]a10 MAaTepHaAJl... BMECTE C TEM, MHOTO
BPEMEHH U BHUMAHHS 5 YAEIISIIO TIOUCKY HO-
BbIX Gopm» [6, c. 526]. B cBoro ouepensp,
Tan JlyH Ha3bIBacT MMIPOBU3ALMIO «ECTE-
CTBEHHBIM YCJIOBUEM ISl KOMIIO3UTOPCKO-
IO TBOPYECTBA», TAKXKE MOAUYEPKUBAs yMe-
HUE HWMITPOBU3HPOBATH, HEOOXOOUMOE ISt
CO3/IaHUSI «HETIOBTOPUMBIX (POPM U TEXHUK
UCIIOJIHEHU» [8&].

Bo3Bpaiasice k mpo6ieme padoThl ¢ TEK-
craMu B paHHMX onepax Tan JlyHa, orme-
TUM, 4TO BO BCEX BBIIICHA3BaHHBIX IPOU3-
BEJICHUSIX MY3BIKAIBHBIA TEKCT (POPMHUPYET
CaMOCTOSITENIbHBIA CMBICIIOBOW PsJl K TEK-
cTaM BepOaIbHOMY M CLIEHUYECKOMY, 0Opa-
3ysl CBOETO pojia pa3o0IEHHbIN Tpuaior. Ero
COCTABJISIFOLIME «TOBOPSAT» O PA3HOM M, TEM
cambIM, €031al0T 3(PPEKT CeMaHTUYECKOTO
BaKyyMma. CMBICIIOBBIE pa3pbIBbI MEXTY CIIO-
BOM U JIeliCTBUEM TPeOYyIOT YCUJICHHUS 3HaYe-
HUSI HEBEpOATbHON KOMMYHUKAIIUH — SI3bIKA
KECTOB U Tena. JKecTukysaius, HaHTOMUMA,
TaHIEBAJIbHBIE JBW)KEHUS, IPHUCYTCTBYIO-
uue B onepax Tan JlyHa, mpu3BaHbl CIIPOBO-
IIMPOBaTh B CO3HAHUU 3PUTENS CyOBEKTHB-
HbIE TEJIECHbIE OUTYIICHUS U C(POPMUPOBATH
Ha CIICHE «BTOPYIO» pEaJbHOCTh, B IO3HA-
HUM KOTOpPOMW, KaK U B pUTYyaJle, YyBCTBEH-
HBII OIBIT OKA3bIBAETCS BAXKHEE PALlMOHATIb-
HOTO U JIOTHYECKOTO.

Takum oOpazom, panHue orepsl TaH
JlyHa SBISIIOTCSI 4acThIO Tporiecca 0OHOB-
JICHUS OMEpPHOro >kaHpa, O0O0O3HauYWBIIE-
rocs B TBOPYECTBE AaMEPUKAHCKHX KOM-

no3utopoB Ha pybexe XX—-XXI Bekos.
HaszBanubiii B crarbe psa NpPOU3BEACHUN
MOYKHO JIOIIOJIHUTh ONEPHBIMU OILyCAMH
Jbx. Amamca («Cwmepts Knmarxoddepay,
«Jlokrop AtoMmHbIIY), C. Paiixa («Ilermre-
pa»), k. Kelimxa («EBpomepsr 1 u 2y,
«EBpomneps! 3 u 4», «EBponepa 5»), no3a-
Hero @. I'macca («IIpouecc», «B ucnpasu-
TEIbHOU KOJOHHUWY»), JJI KOTOPBIX TaKXKe
XapakTepHbl OTKA3 OT €IMHON CIOKETHOU
JOTUKH, JApaMaTypruyeckas JIpOOHOCTb,
IIPUMEHEHHUE HEJMHENWHBIX METO/I0B Pa3BU-
THS1, UCIIOJIb30BaHUE B KAYECTBE NCXOIHOTO
MY3bIKaJbHOTO MaTepHayia BbIPBAaHHBIX W3
peud 00OpOTOB, OMY3BIKAJIMBAHHUE CJIOBA,
100 €ro OTHENBHBIX YacTed. B kaxxmom
clly4ae KOMIIO3UTOPbI CTPEMSITCS HAUTH UH-
JTUBH1yaJIbHbIE TBOPYECKUE TOIXO/BI.

IIpounsBenenus Tan /[yHa Ci0XKHO OTHE-
CTH K aKaJIEMUYECKOW OMEPHON TpagulIvH.
Hecmotps Ha To, 4TO HAa NPOTSKEHUN BCEN
UCTOPHH OTIephI MpoliieMa 6aJaHCUPOBAHUS
MEKly MY3BIKOW U APaMOW OKa3plBalach B
LEHTPE BHUMAaHHMS U CTAHOBMWJIACh OCHO-
BOM 11 MHOTOYHMCIICHHBIX pe(opM KaHpa,
TPaIUIIMOHHBIE ONEpHBIE JHOPETTO, Kak
NPaBWIIO, MPEJCTABISAIOT cCOO0M aganTupo-
BaHHBIE I CIIEKTAKJIS TEKCTHI, B KOTOPBIX
COXpaHSETCsl JlpamMaThyeckas CTPYKTypa.
B Toxe BpeMst pacCMOTpPEHHBIE OIIEPHI OIU-
paroTcsd Ha HMHYIO 3CTETUYECKYIO JIOTHKY.
[Ton e€ BnusiHMEM M3MEHMIIOCH TOHUMAHHE
ONEPHOTO CHEKTAKIIS, KOCHYBIIEECS KaK €ro
BHYTPEHHHX 3aKOHOMEPHOCTEMN, CBA3aHHBIX
C JpaMaTypruyeckuM pelieHUeM, TaK H
BHEIIIHUX, JIEJKAIIHUX 32 [IPeiesIaMu XyJ105Ke-
CTBEHHBIX COOBITHI MPUHIIUIIOB KOMMYHH-
Kalluy aBTOpa U 3putens. biaarogaps HOBbIM
cnoco0aM pa3BEPTHIBAHUS BepOaJIBHOIO,
MY3bIKaJIBHOTO, BU3YaJIbHOTO TEKCTOB U HO-
BBIM BO3MO)KHOCTSAIM HMX B3aUMOJAEHUCTBUS,
COJIepKaHUE OIlep, OCMBICICHUE TEKCTOB
NEPCOHAIN3UPYETCS U ONPEAEISAETCA UHIU-
BUIyaJIbHBIM 3PUTEILCKUM OMBITOM U JIMY-
HBIMH aCCOLUALUSMHU.
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S MPUMEYAHUA <>

! Tlpusnanue Tan [IyHa kak GUrypsl 3Ha-
YUMOMW JUIsl COBPEMEHHOW MHUPOBOM KYJIBTYpbI
MOJTBEPKIAI0T MHOTOUHCIIEHHBIE IPECTUKHBIE
My3bIKaJIbHbIE HarpaJibl, cpeau KoTopbix «llpe-
mus ['pemmmy», «Harpaga Axanemuun Ockapy,
«ITpemus I'paBemaiiepa», «IIpemus SAnonckoin
aKaJeMUu 3ByKo3amuch», «l'amOyprckas I[Ipe-
musi umeHu baxa», «lIpemuss umenn Illocra-
KOBHYa» U MHOTHe apyrue. My3bika Tan [[yHa
WCTIONHSETCS 3HAMEHUTBHIMU OpKECTpaMH U
3BYYHMT B KpyMHEMIIUX ONEPHBIX TeaTpax, Ha
MEXIyHapOAHbIX (eCTUBAIIX, HA PAJIUO U Te-
JIEBUJCHUH.

2 Tak, Ckpunuunsiii KoHept (1987) nume-
eT 3arofoBok «M3 IlekuHCKOM omepwl»; ome-
poOif KOMIO3UTOP Ha3bIBaeT MPOU3BEIACHHE,
HancanHoe s «KpoHoc-kBapTeTay U MUIIbI
— «Omnepa-nipuspax» (1994); opkecTpoBbie pa-
0otel 1990-1999-x rogoB MMEKOT 3aroj0BKHU
«OpKecTpOBBIi TEATPY.

3 Cnemyer OTMETHTB, UuTO U B omnepy «/Jle-
BATH TIE€CEH» BKIIIOYEHBI MMIPOBU3ALMOHHbBIC
¢parmentsl. Tak, cBoOOmAa MY3UITUPOBAHHMS
MPEJUCHIBAETCA MapTUSIM YIAPHBIX HHCTPY-
MEHTOB. B KkauecTBe orpaHuyeHus 370€Ch HC-
M0JIb30BaHbl BpPEMEHHbBIE PAMKH, YKa3bIBAOIIIE
TOYHYIO MPOJOHKUTEIBHOCTD UCTIOTHEHHUSI.
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My3bika no6eaHbix npasaHukos XVII-XIX Bekos

B 3apy0OexHOIl M OTEUECTBEHHOW HAayKe COXpaHSAET aKTyaJIbHOCTh TEHICHIUS TEpecMOTpa
HauOosee 3HAYUMBIX SIBICHUM MCTOPUM U KYJIBTYpbl B CBETE «IIEPEOLICHKH MPOIIJIOro» U
«obocHOBaHUsI Kypca Oymymero». IIpeoOnamaer KpuTHYeCKW B3DISLA Ha OQUIIMAIBHBIE
Mpa3AHUKHN KaK HHCTPYMEHT roCydapCTBEHHOM MOJIUTUKH, OPUEHTUPOBAHHBIN HA KOPPEKTHPOBKY
MHPOBO33PEHUYECKUX MPEACTABICHUI Hapo/ia B HAIIPaBIICHUH, IPEATNOJIararolieM pa3pbiB CBA3EH C
MPEAIECTBYIONIEH TpagUuIIUeH.

BaxknelmuMu rocynapcTBEHHbIMU MPa3HUKaAMH, Pa3BUTHE KOTOPBIX HE MpephIBaIOCh Oosee
TPEXCOT JIeT, ABIsAI0TCA obeHbIe. VccnenoBanne nobeJHbIX TOPKECTB B ICTOPUUYECKOM TMHAMUKE
MOKa3ajo TPEXATAMHOCTh MpoLecca CTAaHOBIIEHUS, TpaHCchopMaluu U Bo3pokaeHus. CTpyKkTypa
MoOeAHOr0 Mpa3/HUKA CKIAbIBACTCA W3 CTAOWIBHBIX 3JEMEHTOB (IIEPKOBHbIE W BOMHCKHE
pUTyallbl ¥ IIEPEMOHHMANIBI) ¥ MOOMJIBHBIX (MacCOBBIE pa3BieuCHMsI M 3penuina). My3bika, Kak
HEOoTheMJIEMasi COCTABIIAIONIAsl BCEX 4YacTed Mpa3faHHKa, oOpa3yeT Kapkac, MOJIIEp>KUBAOLIUI
MHOTOMEPHOCTh IPOCTPAHCTBEHHO/BPEMEHHOTO KOHTHMHYYMa DPHUTYallbHbIX W UTPOBBIX (POpM
neiictBa. OHa ydacTBYeT B CO3JaHMM KOHLENITOC(EpPHI Mpa3gHuKa U (GOpMUPYET HEOOXOAUMbIE
YCIIOBUS JJIs1 TPAHCIISIUU KYJIBTYPHBIX [IEHHOCTEH.

KiroueBbie ciioBa: My3bIKaJIbHOE UCKYCCTBO, MOOSTHBIN MPa3IHUK, OPUIIHATIEHOE TOPKECTBO,
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Music of Victory Celebrating Holidays
from the 13th to the 19th Centuries

In musical scholarship in Russia and in other countries the actuality remains for the tendency of
reconsideration of the most significant phenomena of history in light of “reevaluation of the past”
and “substantiating the course of the future.” There is a prevalence of a critical attitude towards
of official holidays as an instrument of state policy directed at correcting the worldview-related
perceptions of the people in the directions, presuming a severance of connections with the preceding
tradition. The most important state holidays, the development of which has not been severed for
over three-hundred years, are victory holidays. Research of holidays celebrating victories in the
historical dynamics has shown a three-stage sequence of the processes of formation, transformation
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and revival. The structure of the victory holiday is formed out of stable (church and military rituals
and ceremonials) and mobile elements (mass entertainments and sights). Music, as an inseparable
component of all parts of any holiday, forms a carcass which supports the multidimensionality of the
spatial/temporal continuum of ritualistic and playing forms of activity. It participates in the creation
of the conceptual sphere of a holiday and forms the indispensable conditions for transmission of

cultural values.

Keywords: the art of music, holiday celebrating a victory, official festivity, dynamics of Russian

culture.

OTEUECTBEHHOU M 3apyOekHOU Hay-

K€ COXPaHAET aKTyaJIbHOCTh TEH/ICH-

IUsl epecMoTpa Haubosee 3HAYH-
MBIX SIBICHUH UCTOPUU U KYJIBTYPbI B CBETE
«TIEPEOLICHKU MTPOLLIOro» U «000CHOBAaHUS
Kypca Oymyuiero». [IpeoOnanaer kputuye-
CKHI B3IJIS] HA OQUIIMATIBLHBIC TPA3THUKH
KaK MHCTPYMEHT TOCYIapCTBEHHOW MOJIH-
THUKH, OPUEHTUPOBAHHBIN Ha KOPPEKTUPOB-
Ky MHPOBO33PEHUECKUX MPEACTABICHUN
HapoJa B HaIPaBJICHUU, IPEAIOIATAIOIIEM
pa3pbIB CBSI3€H € MPEAIIECTBYOLIEH Tpaau-
nuei. Hambonee mutupyembplii HEMEIKHIA
aBTop Mainbere Ponbd B kaure «CoBerckue
MaccCoOBbI€ TMpazTHUKW» numer: «Ouim-
aJIbHBIC ITPA3IHECTBA CIIYKUJIM HUHCTPYMEH-
TOM JUIsl TOMYJISPU3ALAN TMOJUTHYECKUX
1eJIed ¥ MaHUITYJIMPOBAHUS JIFOIbMHU. .. OHU
OBUTH TaK)kKe OJHUM M3 KaHAJIOB, uepe3 KO-
TOpPbIE TIOJINTHUKA PEXUMa IMPOBOAUIIACH
B )KU3HbY» [3, c. 7]. PazBuTHe npa3qHUYHON
KynsTypsl B Poccuu oH, Kak u apyrue 3a-
pPYOEKHBIE aBTOPBI, XapaKTepHU3yeT KaK WH-
BEPCHUOHHOE.

OreuyecTBeHHass TyMaHUTapHas Hayka
HE UMEET €IMHON TOYKH 3PEHUS U B OCMBIC-
JIEHUM TIpUpoabl npa3zaHuka. CTOPOHHHUKH
UTPOBOM KOHIIENIIMN YCMAaTPUBAIOT B CMEHE
CaKpaJbHBIX KOHLENTOB CHUMBOJUYECKYIO
WPy, KOTOpasi MpHUJaBasi CMbICI JICHCTBY,
nepeBoauT ero B Mud. [IpuBeprkeHiib Apy-
Ol TOYKH 3pEHUS NPUPABHUBAIOT MPA3/-
HUK DPUTyally, IPEANoiararonemMy JOCTH-
YKEHUE U3MEHEHHOTO COCTOSIHUSI CO3HAHUS
U Yepe3 CHMBOJIM3ALMIO PACKPBIBAOLIETO

LEJOCTHOCTh ObITHA. [laHHBIE MONOKEHUS
SIBJISIFOTCSL UICXOJHBIMU IS MHOTHX HCCJIE-
JIOBaHU COBPEMEHHON HAYKH.

B poccuiickoM My3bIiko3HaHUU C(HOPMU-
poBajach Tpagulus U3YUYEHHUS OTHAECIbHBIX
MIPOU3BEICHHI, 00Pa3yIONMUX KaHBY Mpa3l-
HUYHOTO JICCTBA B aCIEKTE HUCTOPUYECKHU
CJIIOXKUBILIUXCS KaHPOBBIX cucteM. [Ipuo-
PUTETHBIMU I U3YUYEHUSI OKa3bIBAIOTCS
BEpPUIMHHBIE SBJICHUS CBOETO BpPEMEHHU.
OnHako KOHUENTYaJIbHOE COJEpXKaHUuE U
3HAYMMOCTh ITUX NPOU3BENCHUN B MOJHOU
Mepe PacKphIBAIOTCS B KOHTEKCTE CUHTETH-
YECKOIO LIEIOT0.

Mexay Tem, My3blKa rOCYIapCTBEHHBIX
MOOEIHBIX TTPa3THUKOB, OTpPa3UBIIAs JUHA-
MUYECKHUE MPOLECCHl MHOTOBEKOBOIO UCTO-
PUYECKOT0 Pa3BUTHUS KYIBTYPbl, KaK pe3yJib-
TaT JESITEIPHOCTH BEAYIIUX POCCUNUCKUX U
3apyOeKHBIX KOMIIO3UTOPOB, B YUCIIE KOTO-
peix I1. U. Yaiikockuii, C. C. IIpokodnes,
C. A. Jlertapés, B. I1. Tutos, Ix. Capru,
cTaja SIBJICHUEM OTE€YECTBEHHOM XyHOXe-
CTBEHHOU KynbTyphl. CTaHOBIIEHUE TI00OE-
HBIX MPa3AHUKOB HAYaJIOCh C METPOBCKUX
«BUKTOPHAJIBHBIX» TOPKECTB, a UX Pa3BU-
THE MTPOJOJIKAETCS BIUIOTH 10 HAIIUX JTHEH.
DBOJIOIMOHKUPYST Ha MPOTSHKEHUH Oosee
YeM TPEXCOTIETHETo NEPUOIA, OHU 0ObETU-
HSJIM TPAKTHYECKU BCE CYILECTBOBABIINE
B CBOE BpeMs JKaHPbI U OPMBI CBETCKOU U
LIEPKOBHOM BETBE OTEYECTBEHHOIO MY3bI-
KaJIbHOU KyJIBTYpBI'.

Mys3bika OQUIMAIBHOTO Tpa3gHUKA
o0ylazjaeT MMMaHEHTHOW HCTOPHUYECKOU
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3HAYMMOCTBIO, YTO CBA3AHO U C OCOOBIM OT-
HOLICHUEM K HEHW CO CTOPOHBI LIEPKOBHOM
U CBETCKOM BJAaCTEH, KOHCTPYMPYIOIIUX
coliepKaHue, U ¢ €€ COXpaHEHUEM HOCHUTE-
JISIMU TPAJULIMOHHOM KyJbTyphbl. biiaronaps
KOPITYCY MY3bIKaJbHO-TIO3THYECKAX TEK-
CTOB, BKJIFOUAIOIINX Ba)XKHBIE NIJIsI COLMyMa
KOHIICTITHI, MOOCTHBIN TMpa3IHUK ameJuTu-
pPYEeT K MCTOPUYECKH CIIOKUBIIMMCS IIECH-
HOCTSIM POCCHUICKOTO 0OIIECTBa U CIOCO0-
CTBYET UX TPAHCMHUCCHH.

NccenenoBanne My3bIKaIbHON COCTABIISA-
IOLLIEH TOCY/IapCTBEHHBIX IPA3HUKOB B U~
HAMHUKE OT€YECTBEHHOM KYyJIBTYpBI Ha IIPO-
TSOKEHUN JUIMTEIBHOTO NEPUOJA Pa3BUTHSA
BBISIBWJIO B TEKCTaxX IOCYJAapCTBEHHBIX I1O-
OEHBIX MPA3HUKOB MPUHIUIBI TAPMOHHU-
3alWH TPAAULINI U HOBALIMH, CMEHIEMOCTD
U TPOTUBOOOPCTBO pa3HOHAIPABICHHbIX
IIPOLIECCOB KOHCTPYUPOBAHUSA U CamMopas-
BUTHsI KyJIbTYpbl. My3bika, Hajensemas ca-
KPaJIbHBIM U MIOJIUTUYECKUM COAEP)KAHUEM,
ompeAessieT  KOMIIO3UIMOHHO-ApaMaryp-
TMYECKYI0 KaHBY IIPa3JHUYHOIO JCMCTBA,
y4acTBYsI B CO3[JaHUU €r0 00JUKa.

Baxuenmumu rocyJ1apCTBEHHBIMU
Ipa3AHUKaMH, Pa3BUTHE KOTOPBIX HE IIpe-
peiBasiock 6osee 300 JieT U COXpaHSIOIUMU
CBOE 3HaueHHe U B Hayajie XXI Beka, sABJIs-
torcsl nodenuele. [lpyu geranbHOM paccMmoT-
peHHH TpaHCPOPMALIMU TOCYIAPCTBEHHBIX
NIPA3IHUKOB, U3 KOTOPBIX BAXKHEHUIIMMHU M
HENPEPHIBHO PA3BUBABIIMMUCS OBUIH TIO-
OeqHbIe, IPOCIIEKUBAECTCS IPEEMCTBEHHOCTD
Xy/I0’KECTBEHHBIX (POpM, OOBETUHSIIONIAs CO-
BPEMEHHBIC MOJEIN NPA3THAYHOU KYJIBTY-
pol ¢ a”HasornuHbiMu B X VIII-XIX Bekax.
B cBoto ouepens ormeTrm, yTo oOpaszer no-
OenqHOrO TMpasaHuKa, co3nanubii [lerpom I,
CO37aBaJICsl B MPEEMCTBEHHOCTH BU3AHTHIA-
CKHM.

OnHOBpPEMEHHO € ONOPON Ha Tpaau-
LHMI0, Tpa3AHHAYHAs KyJIbTypa B CBOEM
CTPEMUTEIBHOM PA3BUTUU U CMEHE Napa-
JUTM Ka)XETCS COBEPIIEHHO CBOOOJIHOMU
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OT TNPUHATHIX KAaHOHOB M KOHBEHUUH H
B [IOJTHOM MEPE IEMOHCTPUPYET CBOM OTPOM-
HBIM MTOTEHIMAJ U OTKPBITOCTh Pa3IN4HO-
r0 poja WHHOBaUSAM. OTO MpPOSBIAETCA
B CTPYKType, KOHLenTochepe, XpOHOTO-
€, XYI0’)KECTBEHHOM SI3bIKE BOBJICUEHHBIX
B MPa3/IHOBAaHUE UCKYCCTB M IIPEXK]IE BCETO
B My3bIKE MPa3IHUYHOTO JEHCTBA.

B wucropuueckoil IMHAMHMKE IPOLECC
CTaHOBJICHUSI TOOETHBIX TOPXKECTB OOHA-
PYXKHUBaeT TPEXAITAMHOCTh TpaHchopMa-
LMW U BO3POXKICHUS. BBIIENA0OTCS 3Talbl,
olnpezeIEHHbIE HAMU B COOTBETCTBHUH C CO-
BPEMEHHOW nepuoausanuen ncropun Poc-
CHH, KaK «JIOUMIIEPCKUI», «UMIIEPCKUI» U
«IIOCTUMIIEPCKUI.

CrpykTypa nobeHoro rnpa3gHuKa ckia-
JBIBAETCS U3 CTAOUIIBHBIX 3JIEMEHTOB (Liep-
KOBHBIE U BOMHCKHE PUTYAJIbI U [IEPEMOHUA-
JIbI) U MOOMJIBHBIX (MACCOBBIE pPa3BICUEHUS
u 3penuina). LlepkoBHas Tpaguuus yect-
BOBAHUS BOGHHBIX M0OE€N, OCHOBaHHAas
Ha BHU3aHTHUIICKOM OIBITE, B JABHKEHUHU
K COBPEMEHHOCTH IOCTENIEHHO CHMKAET U
IIPAKTUYECKHU TEPSIET CBOE 3HAUEHUE B cepe-
nuHe XX Beka, BHOBb oOpetas ero B XXI,
CTaHOBACH TuTaTGopMOil 0OBETUHEHUS TO-
CyZlapCTBa U LIEPKBH.

BouHckwmii niepeMoHuan Bxoma modenu-
TeJIel, KaK U LEPKOBHBIM pUTyall, B UCTO-
pUYECKON JMHAMMKE IEMOHCTPUPYET OIpe-
NEJNEHHYI0 MMMYHHOCTb K WHHOBALMSIM,
COXpaHSsl CTPYKTYpY M XyHOKECTBEHHBIN
KOMIIOHEHT TMpa3JHUKA. 3JpEJMILHAs €ro
4acTh, NEPBOHAYAJIBHO CBSA3aHHas C Tpa-
TULHMEN HAPOAHBIX TYJISIHUWA, HCHBITHIBAS
B TEUEHUE TPEXCOTIETHErO Pa3BUTHsI BIU-
SHUE aKTyaJbHBIX M3MEHEHHUI B KYJIBTYpE,
K Hagairy XXI Beka MHTErpupoBajia HOBBIE
XyHA0XKECTBEHHBIE (DOPMBI MacCOBON KyJb-
TYpbl, CBA3BIBAIOIINE €€ C COBPEMEHHBIMHU
€BPOINEUCKUMU U aMEpPUKAaHCKUMH Ipa3i-
HUYHBIMHU JEHCTBaMHU.

KoHcTpynpoBaHue KOHTHMHyyma Mpasj-
HUKa BKJIFOYAET MOCJIEI0BATENIbHYI0 CMEHY
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aKTOB CaKpaJbHOTO U MPO(PaHHOTO XPOHO-
ToroB. TpaHchopmupyrommecs MOIEIH
[UKJIMYECKOTO U IMHEWHOTO BPEMEHU, CUM-
BOJIMYECKOTO M PEATIbHOIO NPOCTPAHCTBA
CO3JAI0T B KaXAYI0 HCTOPUYECKYIO DIMOXY
HEMOBTOPUMOE COUETAHHE, OTNEIsAS Tpa3-
HUK OT OyJTHEH.

JloKyMEeHTaJIbHbIE OINUCAHUSl CpEJIHE-
BEKOBBIX BXOJIOB BOMCK CBHUETEIHCTBYIOT
0 KOHCTPYMPOBAaHMM IPEICTABUTEIISIMU
LIEPKOBHOM M CBETCKOW BJIACTHU IMPOCTPaH-
CTBEHHO-BPEMEHHBIX TPaHUI] Ipa3IHUY-
HOTO JEHCTBA W €r0 paslejeHUH Ha 4acTH
(Bxom — GorociyxeHue — Tpamnesa). MoxxHO
BBIJICJINTh OKKa3MOHAJIbHBIE U KalleHJap-
HBIE TOPKECTBA M0 CIy4aro mo0des] pycCKoro
opyxusi. OKKa3HMOHAJIbHOE Mpa3aHOBAHUE
BKJIFOYAJIO PUTYall BXOJa BOMCK, 4TO OBLIO
CBA3aHO C TUIIMYHBIMHU IPEICTABICHUAMHU
0 mapameTpax PUTYyaIM3UPOBAHHOTO Bpe-
MEHHU-TIPOCTPAHCTBA Hayaja U OKOHYAHUHU
nyTd (OThE31 M3 JO0Ma W BO3BpAILEHUE),
COXpPaHEHHBIMU TPAAULIMOHHON KYJIBTYPOU.
EsxerogHoe mpa3aHoBaHue mobes HaJl Bpa-
ramMu ObUTO OOYCIIOBIEHO LIEPKOBHBIM Ka-
JIeHaapeM, Tak Kak Ipa)XJaHCKHUe Mpa3IHU-
KU MIPUYPOUUBAIIUCH K [IEPKOBHBIM.

brmarogaps  yupexnenuro Iletpom |
HOBOTO, CBETCKOTO KaJeHjaapsi, Ioa00-
HOTO IIEPKOBHOMY, Ha MPOTSIKEHUU Iep-
BbIX JBYyX aecstunietuid XVIII Beka Oblna
chopMupoBaHa WHas CHCTeMa MPOCTpaH-
CTBEHHO-BPEMEHHON oOpranm3anuu odu-
IAAIBHBIX TOPKECTB. B HOBBIN KajeHIaph
OBLIM BKJIIOYEHBI OKOJIO TPUIIATH TOCY-
JTAPCTBEHHBIX TPa3IHUKOB. «BHKTOpHaIb-
HBIE» TOPXKECTBA BIHUCAHBI B KaJICHIapHBII
KpyT, ITOCKOJIBKY M3 paHra OTIPaBIIsEMbIX
Mo ciaydar (OKKa3MOHAJIbHBIX), MEPEeLUIN
B €XKEroJJHO BO300HOBIIsieMble. B kauecTBe
0co00 OTMEYaeMbIX JaT [epBOHAYAILHO
u3bupanuch «BukTOpHanbHbe» ([loOGena
noj IlonraBoii, 3akmrouenue Humraackoro
Mupa u Ap.). BaxHo, 4TO MpoCTpaHCTBEH-
HbIE U BpEMEHHBIE IPAHUIIBI B HUX COBIA/a-

JIM C IPUHSATHIMU B IPABOCIABHOM pUTYyaJe€.
Oxka3nOHaJIbHOE Mpa3HOBaHUE XapakK-
TEpU30BaJIOCh HM3MEHEHHeM (opMm mpasi-
HOBaHUS (TpaHcopmalus puryajia BXoaa
BOMCK B TpuymdanabHOE IIECTBHE), U UX
XyAoKecTBeHHOro odopmienus. CnusHue
KPECTHOTO X0/1a C TpHyM(aTbHBIM HIECTBH-
€M IPUBEJIO K PACUIMPEHHUIO €ro MPOCTpaH-
CTBA, TaK KaK B CBOEM JIBM)KEHUH YYaCTHUKU
MPOLECCUH TPOXOAMIN Psii Tonorpaduye-
CKUX U BpeMeHHbIX rpanuil. CriencrBuem
3TOro OBLIO BOBJIEYEHHME B IPa3IHOBAHUE
HapoaHbix Macc. B IleTpoBckyto 3moxy To-
norpauyeckuii LEHTp Npa3IHOBaHUS Iie-
peMeIaeTcsl B HOBYIO CTOJIMILY.

Bo Bropoit nonosune XIX — Hagaie XX
BEKa 0c000€ 3HaueHUE NMPUOOPETH FOUIeH
Ba)KHBIX JJIs1 TOCYJapCTBAa UCTOPUYECKHX CO-
OBITUH, IPA3AHYEMBIX C OCOOBIM Pa3MaxoM,
MIPU 3TOM BBIACISIOTCS UMIEPCKUNA, TOPOJI-
CKOI M MECTHBIN YPOBHH X IPOBEJECHUSI.

B rocynapcTBEHHBIX MAacCOBBIX TOp-
KECTBAX CKJIAJIbIBAETCSI HOBBIM XPOHOTOI
«COBETCKOro mpazaHuka». Ilomurnueckuit
ueHtp B 1918 rony mepememaercss B Mo-
CKBY, YTO OOYCIIOBIEHO (OPMUPOBAHUEM
HOBBIX LIEHHOCTEH. Bpemsi TOpKeCTB CBs-
3bIBACTCSI C «IEPBOCOOBITUSMI» HOBOU
moxu — garoil OKTAOPHCKON COIMAINCTH-
yeckor peBostoruu (7 HOSOPs), UMEroIen
BOCHHOE 3HadyeHMe, U JIHEM MexayHapon-
HOI conunapHocTH Tpyasmuxcs (1 mas).

AHanu3 MpOCTPAHCTBEHHO-BPEMEHHBIX
xoopauHat «IIpazmauka [Tobens» 1945 rona
BBISIBWJI TIPUHLIMIIBI COXPAHEHUS TPaIULIMNA
KOHCTPYUPOBAHHUSI XPOHOTOMA TMOOEIHBIX
pUTyaJIOB. YCTaHABIMBAETCS HAJBPEMEH-
HO€ 3HAYCHHE Tpa3IHUKA, 0ObEINHHUBILIETO
BpeMsI U MPOCTPAHCTBO JIOCOBETCKUX, CO-
BETCKMX U IOCTCOBETCKMX BOEHHBIX TOp-
KECTB B IIMPOKOW NEPCHEKTHBE PA3ZBUTHS
OTE€YECTBEHHOW KynbTyphl. [Ipn n3yueHumn
CHCTEMBl IOCTCOBETCKUX TOCYIapCTBEH-
HBIX IIPA3IHUKOB OTMEYAIOTCS YIIPA3IHEHHUE
CTapbIX «KOMMYHHCTUYECKUX» U BBEJCHHE
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HOBBIX JIEMOKPAaTHYECKUX JaT KaJeHAapsl.
XapakrepusyeTcsi MpoLecC HHTErpaluu
LIEPKOBHBIX (hOpM (CIielIMaIbHBIX MOJIEOHOB
U TIAaHUXHJ) BO BPEMEHHO-TIPOCTPAHCTBEH-
Heie koopauHatel [[us TloGenwr, Jlus Kpe-
menus Pycu, HoBbll rog.

JlvHamMuka BpEeMEHM U IPOCTPAHCTBA
TOCY/IapCTBEHHBIX MPA3IHUKOB 3aTparu-
Ba€T CaKpaJbHYI0 M MNpOo(daHHYIO €ro Co-
crapisitomie. HoBble BpeMEHHbIE W TIPO-
CTpPaHCTBEHHbIE KOOPAMHATHI OCHOBAaHbI Ha
chopmupoBaBIIUXCS paHee, HO HE MPUHS-
TBIX TOCYJapCTBEHHOW BJIACTBIO MPEIbITY-
mel gopManuu B KauyeCTBE JICTHTHMHBIX.
B cBsi3u ¢ m3MeHEHHEM HJICOJOTHH YacTh
CYIIIECTBYIOIIIETO paHee MPOCTPaHCTBA/Bpe-
MEHH MPA3THUKOB TEPSIET CBOE 3HAYECHUE U
MEePEXOUT U3 paspsja IIaBHBIX B pa3psll
BTOPOCTEIECHHBIX.

N3yuenne XpoHoTONa MOOETHBIX TOP-
KECTB MOKA3aJI0 YCTOMYMBOCThH MPOCTPaAH-
CTBEHHO-BPEMEHHBIX KOOPJHWHAT PUTYaJIOB
U [IEPEMOHHUAJIOB, BOCXO/SIINX K BUBAHTUM-
CKHM MOJIesIM. B HUX BIIacTh yTBEpKIAET
CBOIO JISTUTUMHOCTD, PEMIPE3CHTUPYSI CBA3b
IIEPKOBHBIX Tpa3IHUKOB, Hampumep, Ilac-
XU €O CBETCKUMH — [lonTaBckoil moOemoit
(«Pycckum Bockpecenuem») u JIném nobe-
16l Hasl (parmmmcTckoit ['epmanuet.

My3bika Kak HeOTheMIeMasi COCTaBIISIIO-
1ast BCEX 4acTel mpas3aHuKa 00pasyeT Kap-
Kac, TOJJCPKUBAIOIIUNA MHOTOMEPHOCTD
MPOCTPAHCTBEHHO/BPEMEHHOTO  KOHTHHY-
yMa pUTYaJIbHBIX U UTPOBBIX (POPM JIeHCTRA.
Penepryap npa3aHUKOB COCTABIISIIOT CTPYI-
MHAPOBaHHBIE MO MOAYJIBHOMY TPUHLHUITY
JKaHpbl LIEPKOBHOM, BOCHHOW M CBETCKOM
My3bIkd. Hanbosee ycTONYMBBIME 31€MEH-
TaMH, COXPAHSIIOUIUMU LEJIOCTHOCTh CKOH-
CTPYHMPOBAHHOTO MY3BIKaJIHHOTO MPOCTPaH-
CTBA TOP>KECTBA, SABJISUIUCH TAHETUPUYECKUN
KaHT, Maplll ¥ TUMH. B pa3nu4Hbie UCTOpH-
YEeCKHe MEepUobl B MPa3JTHUYHOM JEHCTBE
OHM HECJIU KOHLENTYaJbHYIO HarpysKy,
Onmaromapsi COXpaHEHHIO aTpUOYyTOB YIIO-
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MSHYTBIX >KaHpPOB, BO BHOBb CO3/IaBa€MOM
MY3bIKE JEMOHCTPUPYSI IPEEMCTBEHHOCTh
B BOIUIOLLIEHUH OCHOBHBIX UJEH Mpa3IHUKA.

Tak, ¢ HMHTOHaUMUSIMU BOEHHOTO CHI-
Halla «I'BapJelCKUl TIOXOM» CBSI3aHBI:
BuBar («BuBarHasi crouta») — kaHT «Pa-
nyiics, Poccko 3emme» — «Mapm Ipeo6-
pakeHckoro mnosika» — «l'pom moOensl,
paznaBaiics» O. KoznoBckoro — «Cas-
nieHHas BoiiHa» B. U. Jlebenera-Kymaua u
A. B. Anekcanapoa — ruMH COBETCKOTO
Coro3za. C uHTOHaMsIMH BOGHHOTO CUTHAJa
«YTpEHHsIs1 MONIUTBa»: TMMH «Koib ciaBen
Ham locrmogs B CuoHe» — ruMH «boxke,
uaps xpauu!» — «Cnasbscsi» M. U. I'munku
— BTOpas TeMa ruMHa Coerckoro Coro3a
(«CnaBbcs, OTeuecTBO»).

Unetinyto mmargopmy oduimanibHOTO
Mpa3HUKa COCTABUJIIM TPAJULIMOHHBIE NS
BOMHCKOM KyJIbTYypbl KOHLENTHI — «Llappy,
«bor», «OtedyecTBO». DTOT 3HAMEHUTHIN
BOMHCKMH JeBU3, B XIX Beke MOJIOKEH-
HbIII B OCHOBY KOHIEMIUU O(UIIMATIBHON
HApOJHOCTH, B Pa3IMYHBIX BapHaHTaX ObLI
n3BecTeH enié¢ co BpeMEH CpenHEeBEKOBBS:
«3a 3emitto pycckyo» («Cnoo o mosnky Uro-
peBe», cooriTus XII Beka), «3a 3emitro 3a Py-
CKYIO U 3a BEpy XpHUCTUSHBCKYIO» («3a10H-
mHay, coobiTust X1V Beka), B Hagane X VIII
Beka — «3a locynapctso, I[leTpy BpyueHHoe,
3a pon cBoif, 3a OteuectBo» (mpuka3s Ilerpa
I, o3Byuennsiii niepen [lonraBckoit OGUTBOIA)
[4, c. 90; 2; 1]. I[IperepnieBass MHOTOUUCIIEH-
HbIe TpaHC(OpPMAIMK, OH COXPAaHWII CBOIO
WJICHHYI0 OCHOBY M B XX BEKE B 3HAMCHHU-
ToM npu3biBe «3a Ponuny, 3a Cramunaly.

Penpe3eHTupyst KOHUENTHI  KYJIBTYpBI,
MIPOHU3BIBAIOIINE PUTYAIBHYIO YacThb TOP-
KECTBA, My3bIKa TIEPEHOCUT UX U B UTPOBBIE
(dbopmbI 3penuiHol yacTu. B pe3ynsrare Boc-
MIPOU3BEACHUSI B KYJIbMHHALIMOHHBIX 30HAX
CMBICIIOO0PA3YIONINX MY3bIKAILHBIX ~ KOM-
MIOHEHTOB — BUBAaTa M KaHTa, MO3KE Mapiia
1 O(UIMATIHHOTO TUMHA — KOHCTPYUPYETCS
IpamMaryprusi mpa3AHUYHOTO JEHCTBA, BOC-
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co3farolias yAaJ€HHbI BO BPEMEHU MO-
MeHT moOebl. [ToMruMo ucnomHeHus: THMHA
KaK OJJHOTO M3 rOCYIapCTBEHHBIX CUMBOJIOB
CTpaHbl, B IIPOLIECCE MPA3THOBAHNS MHOTO-
KpaTHO BOCIPOU3BOMSTCS €r0 BaKHEHIINE
MY3bIKaJIbHBIE TEMBI, CO3/1aBasi KOHIICTITO-
chepy nmobeaHoro TopkectBa. B kauectse
npuMepa MPUBEIEM LUTUPOBAHUE TEMBI
rumHa Coerckoro Coroza m «CraBbCs»
M. U. ImuHKM B My3BIKAJIBHBIX TEKCTaxX
npaszaauka [lo6ensr Han ¢ammuctckoit ep-
Manued B 1945 romy — Bo Bpems mapaja,
B Tpuo Mapia C. A. Yepnenxkoro «Cinasa Po-
JTMHE», BO BpeMs OUIHATILHBIX TPHUEMOB B
«Ilecne o Cranune» A. B. Anekcanposa.
My3bika npa3aHUYHOTO JAEHUCTBA B IIPO-
1IECCE Pa3BUTHUS JIEMOHCTPUPYET Pa3HYIO
CTENEeHb BOCIPUUMYUBOCTH K HWHHOBAIU-
SIM, BHEJpsieMbIM O(QUIMATIBLHON BIIACTHIO;
IIPU 3TOM HEKAaHOHUYECKHE BUJIbI BOEHHOM

U TPAKJIAHCKOM CBETCKOW MY3BIKA U3MEHS-
I0TCSl B OOJIBIIIEH CTENEeHH, YeM LIEPKOBHBIE
KaHoHu4eckre. OHa y4acTBYeT B CO3aHUU
KoHIlenTocepsl npazaHuka U GopMUpyeT
HEOOXOMMBbIE YCJIOBUSL JUISI TPaHCISLUU
KYJIBTYPHBIX LIEHHOCTEH.

Takum 00pa3om, UcClieIOBaHUE XyHI0XKe-
CTBEHHOIO KOMIIOHEHTa TOCYIapCTBEHHBIX
MIPA3IHUKOB JIOKa3bIBAET IPUBEPKEHHOCTD
co3areiel WX CHUMBOJMYECKOTO TEKCTa
3BOJIFOLIMOHHON MOJIENH PAa3BUTHUS U €T0 aK-
TyaJIu3aluio, P COXPAHEHUHM OUYEBUIHBIX
JUIS YECTBYIOLIETro MoOebl Hapojaa CBs3el
¢ nmpenuecTByrommMu  ¢Gopmamu. BrisiB-
JIEHHBII B IIPOIIECCE U3YUYEHUS MY3bIKH TOp-
KECTB B MCTOPUYECKOM JMHAMUKE 3BOJIIO-
LMOHHBIN MPUHIUIT PAa3BUTHS MTPa3AHUYHON
KYJBTYpBI MOXKET CITy’KUTh OCHOBaHHEM pac-
CMOTpEHUS TOI0OHON MOJIENIH KaK JCHCTBY-
IOLLEH B OTEYECTBEHHOM KYJIBTYpE B LIEJIOM.

S TIPUMEYAHUA <>

' Cwm.: [Iémuna B. H. My3bika noOemaHbIx

IMMpa3sagHUKOB B JMHAMHUKE OTE€YECTBEHHOM KYJIb-
Typbl: XVIII — Hauano XXI Beka: aBToped. auc.

. J1-pa HCKyccTBOBeneHHs. Pocros-Ha-/{ony,
2018. 53 c.
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DBOAIOLMS LLEPKOBHOIO CTUASI Mou,apTa
(Ha npumepe «Litaniae Lauretanae» K. 125, K. 243)

JlyXOBHO-My3bIKaJIbHasi 00JAaCTh TBOPYECKOTO Hacieawss Momapra 3a’dbl0ypIrCKOro H
BEHCKOTO TEePHUOIOB MCCIEA0BaHAa B pa3HOHM creneHu. Hanbonbiiee BHUMaHUE MY3bIKOBEIbI
YIEJSI0T COYMHEHUSIM BEHCKOIO IE€pUOfa, B TO BpeMs KaK OCHOBHOW MAacCCHUB L EPKOBHOU
MY3bIKA KOMIIO3UTOP co3/1aBal B 3anbulypre. [Ipu ananusze npousBeeHUN paHHETO U CPETHETO
IIEpUO/IOB CTAaHOBUTCS OYEBUIHON 3BOJIIOIUSA LEpKOBHOro ctuwisi Monapra. CpaBHEHHE
CXOAHBIX 1O XaHPY U JIUTYPru4ecKoMy TEKCTy ABYyX auTaHuil «Lauretanae» (1771 u 1774)
TaéT BO3MOXKHOCTH BBISIBUTH MOJENH, CIyXuBIIMe Mouapty obOpa3namMu Hpud OCBOCHUHU
XKAHPOB JIYXOBHOH MY3bIKH, MIPOCIEINUTh CTUJIEBbIE UCTOKH, MOBJIUSIBIINE HA (OPMUPOBAHUE
WHJIVBUIYAJIBHOIO LEPKOBHOIO CTUJIS KOMIIO3UTOPA, @ TAKKE BBIACHUTH TOIIOCHI, IPUCYIIHE
nyxoBHOUM Mysbike. B «Litaniae Lauretanae» mpencTaBlIeHBl TONOCHI, CIOXHUBIIUECS KaK B
KJIACCUYECKOH, TaKk U B OapOYHON TpaaAWIMH, U Oepyllre Hayaiao He TOJIHKO B LIEPKOBHOM,
HO U B CBETCKOW My3bike. K HUM OTHOCSTCS TONOCHI «3TOCa», CBSI3aHHBIE C MOJIMTBEHHBIMU
HAaCTPOCHMSMM, TallaHTHBIE M YyBCTBUTEJBHBIC, IPEICTABICHHBIE JIMPUYECKUM THUIIOM
MEJOJUKHM M YacTO TaHIEBaJIbHBIMH PUTMO(OpMYyIamMu, a Takke TOMOChl ckopOu u madoca,
OepyIne UCTOKHU KaK B IIEPKOBHBIX, TaK U B ONEPHBIX jkKaHpax. brarogapst MHOKECTBEHHOCTH
MoJieNiel, MOBIUSABIINX Ha (hOpMHUpPOBaHHME LEPKOBHOTO CTUIsi MomapTa, B €ro JYXOBHBIX
COYMHEHHUAX TeTepOreHHbIe MCTOUYHHUKHU MEPETUIaBIAIOTCS B 0C000€ KayecTBO, OTIMYAIOLIEe
3pENbIi CTWIb KOMIIO3UTOPA.

KiroueBble ciioBa: aBCTpUWCKas IyXOBHO-MY3bIKajbHas TpaJMLIMs, LEPKOBHAs MYy3bIKa
Mouapra, «Litaniae Lauretanaey, 3a1b1I0yprcKuii CTUIIb TyXOBHBIN COUMHEHUH.

Jnsa yumupoeanus / For citation: Ypsanuea O. A. DBoiomus EepKOBHOTO CTHIIA Mormapra
(ma mpumepe «Litaniae Lauretanae» K. 125, K. 243) // TIpo6nembl My3bikasibHOW Hayku. 2019.
Ne 4. C. 127-137. DOI: 10.17674/1997-0854.2019.4.127-137.

OLGA A. URVANTSEVA

Magnitogorsk State M. 1. Glinka Conservatory (Academy), Magnitogorsk, Russia
ORCID: 0000-0002-2200-2600, postik2006@mail.ru

The Evolution of Mozart’s Church Music Style
(on the Example of the “Litaniae Lauretanae” K. 125, K. 243)

The domain of sacred music in Mozart’s musical legacy of the Salzburg and Vienna periods
has been researched to various degrees. The greatest amount of attention is given by musicologists
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to the compositions of the Vienna period, whereas the main body of church music was created by
the composer in Salzburg. Upon analysis of works of the early and middle periods, the evolution
of Mozart’s sacred style becomes apparent. Comparison of two “Litanies Lauretanae” (from
1771 and 1774), which are similar to each other in terms of genre and their literary texts, presents
the possibility of revealing the models which served as examples for Mozart during the time he
mastered the genres of sacred music, to trace out the stylistic sources which had influenced the
composer’s individual church style, as well as to elucidate the topoi inherent to sacred music.
In the “Litanies Lauretanae” there are topoi presented which have been developed in both the
Classical and the Baroque traditions, and which stem not only from church music, but also from
secular music. These include the “ethical” topoi, connected with prayerful moods, gallant and
sensitive topoi, presented by a lyrical type of melodicism and, frequently, by dance rhythmic
formulas, as well as topoi of grief and pathos, stemming from both church and opera genres.
Because of the multiplicity of the models which had influenced the formation of Mozart’s church
style, in his sacred works the heterogeneous are remelted into a special quality, discerning the
composer’s mature style.

Keywords: the tradition of Austrian sacred music, Mozart’s church music, “Litanies Lauretanae”,

the Salzburg style of sacred compositions.

OTJia pe4yb 3aXOAUT O JyXOBHOU MY-

3pike Mouapra, y Bcex Npex/e Bce-

ro BO3HHKAE€T B ITaMITH PexBuem,
JNIEMCTBUTEIIBHO SIBJISIOIIMKCS BEPIIMHOU
€ro JyXOBHO-MY3bIKaJIbHOIO HCKYCCTBA.
Pexe paccmarpuBaroTcs MecCChbl, MOTETBI
1 JJUTAaHWUH, XOTSI COYMHEHUS UMEHHO PTHUX
KAHPOB COCTABIISIIOT OONBIIYIO YacTh -
XOBHOTO HAcJeIusi KOMIO3UTOpa U MMEH-
HO 3THU TIPOU3BECHUSI ABIIAIOTCS Hanboee
TUNUYHBIMU JJISI LEPKOBHOTO cTWiIsi Mo-
napra.

HccnenoBanust OTEUYECTBEHHBIX — Yy4é-
HBIX, MOCBSIIIEHHBIE TYXOBHBIM COYMHEHU-
SIM KOMITO3UTOPA, MOSABUJIUCH B MOCIICTHUE
necatuietus: 3To padotel K. 3p10mHOI [2],
B. MakoBKHHOM O B3aMMOACHCTBUU CBET-
CKOTO M LEPKOBHOIO Hadasl B My3bike Mo-
napta, . Cycuako [6]. B dynnamenTann-
HoM Tpyae JI. Kupunnunoii [3] uepkoBHOM
My3bike snoxu Knaccummsma otBeaéH oT-
NenbHBIN pasaen, B padote 1. Jlyukepa [4]
My3bIka MoriapTa paccMaTpyuBaeTCs B KOH-
TekcTe 3moxu. MHbopManus o JTyXOBHOU

MY3bIKE HEMEIKUX KOMIO3UTOPOB BTOPOU
nonoBuHbl XVIII Beka conepxutcs B auc-
ceprauusx T. KoBanenko u A. bapanosa.

B 3apy0exHBIX HCTOYHUKAX BILJIOTh
n10 XX Beka TeMmMa JYXOBHO-MY3bIKaJlb-
HoU KyubTypel ABcTtpun XVIII Beka Ha-

Xoauigach Ha nepudepud BHUMAHUSA
uccinenoparenei. Tonbko B MPOLLIOM
CTOJIETUM  MY3BIKOBEJbl  00palaroTCcs

K IEPKOBHO-MY3bIKAJTbHOMY TBOPUYECTBY
Mouapra: nosiBisStOTCS 00bEMHBIE TPY/IbI
I AGepra (1919-1921), A. Diinmreiina
(1947), K. I. ®ennepepa (1955), JIrnmo-
Ha X. K. Po66unca (1970), uzgan cobop-
HUK «borocioBue m my3bika. Tpu pedu
o Momuapre» (2006). Taxxe maTepuanbl
0 JYXOBHBIX COUMHEHHUsAX Momapra npea-
CTaBJIeHbl B cTaThbsix P. AHrepmtosiepa.
Ho pasBépuyToro wucciemoBanusi o0 OT-
JIEBHBIX JKaHpPaxX TyXOBHOW MY3bIKH Mo-
1aprta He cyliecTByeT. Mexay Tem, Ha
MpUMEpPE COUYUHEHUU OAHOTO KaHpPa MOXK-
HO TMOJIYYUTh NPEJICTABICHUE O BIUSIHUSIX,
KOTOpBIE€ C(HOPMUPOBATH CTUITH [IEPKOBHOM
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MY3bIKH KOMIIO3UTOPA, a TAK¥KE MPOCIEAUTh
CTUJIEBBIE MOJEIM M TOMIOCHI, TUIIUYHBIE
JUISL 3alIbLIOYPrCKOT0 MEPHO/a TBOpPUECTBA
Momnapra. Kpome TOro, npuHsTO CUMTATh,
yTO0 My3blka Mouapra oOpena 3Kkcrpec-
CHI0 M TIIyOMHY B BEHCKHI NEpPHO, MOCIe
€ro 3HaKOMCTBa ¢ IpousBeaeHusAMHU baxa u
I'ennens. Ho unnomsl GapoyHON MY3BIKU
ObLTH OCBOCHBI MoOIIapTOM paHbIIIE.

[TouyTn Bce nepkoBHbIE COYMHEHUST MO-
napra — MEcCChl, BeuepHH, oddepropuu,
MOTETHI, IIEPKOBHBIC COHAThl, JUTAHUHU
— Hanucanbl B 3ansudypre. K BeHckoMy
NepuoAy TBOpPUECTBA OTHOCATCS boub-
mast mecca ¢ moll KV 427, morer «Ave,
verum corpus» u PexBueM. 13 06bEMHOTO
IIEpEYHsl YXOBHBIX COUMHEHUM Momnapra
B CTaThe MPEJCTABICH aHAIU3 CO3JaHHBIX
B 3aJbLIOyprcKuil Mepuoj, TBOPYECTBA
mutanuii «Lauretanae» KV 109 B dur u
KV 195 D dur. Onu BBIIOAHSIUCH 110 TH-
MIAYHBIM JIJI1 CBOEH 3TIOXU MOJIETISIM, OCBO-
€HHBIM B TBOPYECTBE IPEAIIECTBEHHUKOB
Momapra mo 3anbOyprckoi Kamemie —
3. D0epnuna, A. Ansraccepa, M. [aiinna
u JI. Momnapra. Onupasich Ha TpaJUIMOH-
HYyIO monenb, B. Mouapt co3gaér opuru-
HaJIbHbIE COYMHEHHS, OTMEUYCHHBIC TeYa-
ThIO aBTOPCKOTO cTuisA. Ha nmpumepe nByx
«Litaniae Lauretanae» (KV 109 B dur u
KV 195 D dur) — onHOXaHPOBBIX COYH-
HEHWI, HAIMCAHHBIX HA OJWH TEKCT, BO3-
MOXHO PacCMOTPETh UCTOYHUKU U MOJe-
7Y, JIKAIINE B OCHOBE IIEPKOBHOTO CTHUJIS
counHeHU Mouapra, U TONOCHI C 3aKpe-
MJIEHHBIMU 32 HUMHU CPEJICTBAMH BbIpa3H-
TEJIbHOCTH, OCBOCHHBIE KOMITO3UTOPOM
B IyXOBHOHN MY3BIKE.

[Ipexxne uem ananusupoBarh «Litaniae
Lauretanae» Momapra, He0OX0QUMO pac-
CMOTpPETh COOTHOILIEHHE LEPKOBHOIO U
cBeTckoro B xku3Hu ABctpuu X VIII crone-
THSL.

ABctpus BTOpod moJ0BUHBI X VIII
BEKa — KaTOJUYECKOE rOCyIapCTBO C JBY-

Msl LIEHTpaMH YIPaBICHUS: LEHTP IMOJIU-
TUYECKOM U CBETCKOM BJIACTU HAXOAWJICS
B Bene, a nyxoBHo# — B 3anbioypre. Bo
BpeMs npasinenus Mapuu Tepesuu, nmmne-
parpunbl CesiiieHHON PuMckoil mumnepun
(1740-1765), a 3aTeM cONpPaBUTEIbHUIIBI
HNocuda 11 (1765-1780) navanuch cytie-
CTBEHHbIE MIPe0Opa3OBaHUs KakK B 00JIacTH
YCTPOMCTBA TOCYIAPCTBEHHBIX CTPYKTYpP
W apMHH, Tak U B cepe 0Opa3oBaHUA U
nepkoBHON uWH(ppacTpykrypsl'. Corac-
HO yka3zam Hocuda II, Obuio ymeHbLIEHO
KOJINYECTBO IIEPKOBHBIX IPA3THUKOB, pe-
[JIAMEHTUPOBAH XPaMOBBIN JIEKOp (BILIOTh
710 KOJIMYeCcTBa alTapHbIX cBedel). Takas
nonuTuka ['abcOyproB Obljia HaImpaBiieHa
Ha COKpallleHHE rOCyJapCTBEHHBIX Pacxo-
JIOB Ha I[EPKOBb U YIPOIIECHUE LIEPEMOHU-
aTbHOW M OOPSIAOBON CTOPOH IEPKOBHOM
CITyKOBI.

Npero BoO3BpamieHUs K «Ha4YaJbHOU
IPOCTOTE» JAYXOBHOM MY3BIKM MOAAEP-
*Kallu LepkoBHbIe uepapxu. B 1749 rony
ObuTa OMyOJNMKOBaHA OJHIIMKJIWKA TIAIBI
benenukra XIV, B KOTOpOM NpeaNUCHI-
BaJIOCh YIPa3IHUTh «0apOYHbIC M3IIHIIIE-
CTBa» B LIEPKBU, BEPHYTHCS K YHUCOHHO-
My JUATYPTHYECKOMY NEHHIO, COKPaTUTh
ynoTpebyiieHue HHCTPYMEHTAJIbHOM MY3bI-
KU B IIEPKBH, YIPOCTUTD SI3bIK LIEPKOBHOM
MY3BIKU. 3aJbIOYpPrcKUil  apXHEenuCKoI
HNeponum Konopeno k 1200-neTHeil ro-
JIOBIIIMHE YCTAHOBJIEHHUS aAPXUEIUCKOII-
CTBa OMyOJMKOBaN MOCIaHHE K IacTBe,
B KOTOPOM MPHU3BIBAJ K YNPOIIEHHIO 0O0-
rOCIyKeOHOW MY3BIKH.

brnaromapsi  11epKOBHO-MY3bIKaJIbHBIM
pedopmMaM B aBCTPUHCKOU TyXOBHOU MYy-
3pike BTOpoM mnosnioBuHbl XVIII cromerus
MHUPHO «YXXHUBAJINCH» JIBE pPa3HOHAMpPaB-
JIEHHbIE TEHACHUHUHU: C OJHOU CTOPOHHI,
OBUIO OCO3HAHUE HEOOXOJUMOCTH CTHU-
JIEBOTO pa3rpaHUYEHUs] CBETCKUX U IEp-
KOBHBIX IPOU3BEICHUI, C APYrol — ocy-
HIECTBIISIACh OOYCJIOBIICHHAS TTOJUTHKOM
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HNocuda 11 u pedopmaTopcKumMu HaCTpPO-
eHUSIMU 3anblOYypPrCcKOTO apXHEMHCKomna
CeKyJisipu3anusi JIyXOBHOTO HCKYCCTBA.
JI1s1 KOMIIO3UTOPOB 3TOTO MEPUONA, B TOM
yuciie u Aji1 Mouapra, 3T0 03Ha4aio Ipuo-
PUTETHOE TMOJIOKEHUE MY3bIKaJbHBIX 3a-
KOHOB IIpU COYMHEHUHU LIEPKOBHBIX KOM-
MO3UIMI U BO3MOXHOCTH MCIIOJIb30BAaHUS
MY3BIKHA JyXOBHBIX TPOU3BEICHUN B CBET-
CKHUX JKaHpax ¥ Ha000pOT.

Cekynsipu3alnyy LEpKOBHOIO UCKYCCTBa
CrocoOCTBOBaIa My3bIKaibHasi atMocdepa
ABcTpun. My3bIkanbHas )KU3Hb 3aiIbl0yp-
ra OmnpeAessIach AByMs 00CTOATEIbCTBAMHU:
TOpoA SBJSUICS pe3UJCHIUEN apXHeNHCKO-
na, a TaKXKe 3/eChb pacrnojiarajicsi 3Hame-
HUTBIA B TO BpeMsl BEHENUKTUHCKUN YyHU-
Bepcuter’. Takum 0Opa3oM, My3bIKajbHAs
KyJabTypa B 3aybli0ypre BO3HUKIIA Ha Tepe-
CEUYEHUHU TPAJULUN KaK LEPKOBHOIO, TAK U
CBETCKOI'0 UCKYCCTBA.

[Ipu nBope 3anbUOYyprcKoro apxu-
€NUCKOINla B CEpEMHE U BTOPOMU IOJIOBH-
He X VIII Beka city)Kuiayu MHOTME KpyIIHbIE
KOMITO3UTOPBI: D. D6epaun?, K. Amibrac-
cep’, M. Taiigu®, JI. Momuapr. IlepxoBHbIe
COYMHEHHUSI MPEeIIIeCTBEHHUKOB MOTIIIH
cnyxuth B. A. Mouapty MonensiMu Tpu
OCBOCHHUHU PA3IUYHBIX >KAHPOB TYXOBHOM
MY3BIKH.

Mouaprt cran mnoiaydarb 3akKa3bl Ha
COUMHEHHE MY3BIKM IS apXUeNnuckKomna
3anpulyprckoro ¢ 1766 roma. Tak, emy
OblJIa 3aKazaHa MepBas 4acTh KOJUIEKTHB-
HOU Ipa3sgHU4YHOM oparopuu. B Hagane
1769 rona apxuenuckon IllparrenGepr
npuHsaa Momapra Ha ciayk0y B JOJKHO-
CTU TIPUABOPHOIO KOHLEPTMENcCTepa. 3a
KOpOoTKoe Bpemsi Mouapt Hanucan psij
LEPKOBHBIX IPOU3BEICHHI: JBE MECCHI,
«Te Deum laudaumus» («Te0s1, bora, xBa-
JTUM») JJIS XOpa U opKecTpa, opdepTopuii.
[Tepas Mecca C dur — pe3ynbrar uzyue-
HUS TpousBeAeHu D6epnuHa, Muxasns
lalimna, Ajbraccepa’: 4eThIpEXroyiocHe

2019,4

CO CKPOMHBIM COIIPOBOXJEHHEM OpTraHa,
pa3BUTHE CXKATOE, KOHTPAMYHKTHYECKOE,
C IEPEXOJIOM K aKKOPJOBOMY HU3JI0KEHUIO.

Haunnas ¢ npaBneHus apxuenuckona
HNeponuma Konopeno (1772), curyauus
¢ 3aka3zaMu u3MeHuiacb. Komopeno tpe-
OoBanm ympomEHHOM M KOMITAKTHOW TIO
pa3MepaMm MY3bIKH, [IO3TOMY MHOTHE aYy-
XOBHBIE COYMHEHHUsS Momapra OTau4yaroT-
Cd OTHOCHUTEJIBbHOW KpaTKOCTbIO, HAINpPHU-
Mep, Mmeccol («Spatzen-meccay KV 220
unu «Koponammonnasa mecca» KV 317).
B muceme x maape Maptunu (4 ceHTIOps
1776), kK KOTOpOMY HPHUIOKEHA PYKOIHUCH
odpdepropuss  «Misericordias Domini»®
(K. 222), MorapT oxapakTepu30Baj «Uepo-
HUMO-3aJIbII0ypPICKHID» HEPKOBHBIA CTHIIB:
«...Halia LEepKOBHasi My3blka OYE€Hb OT-
JUYHA OT UTATBSHCKOM, 0COOCHHO TOTOMY,
4TO Mecca, Bcs 1enukom — ¢ Kyrie, Gloria,
Credo, ¢ epistel-conaroit, ¢ odpdepropu-
YMOM WJIM MOTETOM, C Sanctus u Agnus
Dei, — naxxe caMasi TOp>K€CTBEHHasi, KOT-
Ja CIYXHUT KHSI3b-apXUEMHUCKOI, JOJDKHA
IIUThCA HE Oosiee TpEX YeTBEepTel yaca.
HeoOxonumo crnenuanbHO YNPaKHITHCS,
YTOOBI TaK MUCATh. A BEIb K TOMY K€ 3TO
J0JI>KHA OBITH MeCca C MOJIHBIM OPKECTPOM,
c TpyOamu, TuTaBpaMu u T. 1.» (IUT. mo: [1,
c. 40-41]).

K 1774 ronmy, B pe3ynpTare OCBOCHUSA
Pa3HBIX 110 PUPOJE CTUIEH JyXOBHOU My-
3bIKH, — C OJTHOM CTOPOHBI, 3aJIbLI0YpPrCKO-
ro, ¢ APyrom — coppeMeHHoro, y Monapra
CIIOXKUJICS COOCTBEHHBIM CTUJIb, CHUHTE-
3UPYIOUIUNA YepThl TAJIAHTHOTO U y4EHOTO
CTHJICH.

Hccnenys 3BONIOIUIO AyXOBHOM MY3bl-
k1 Momnapra, DUHIITEHH BBISBISET I€HETH-
YECKHUE NCTOYHUKU COUMHEHHH, C TOMOIIIBIO
KOTOPBIX KOMIIO3UTOP OCBanBaJj pa3IMuHbIE
MOJIeNId JyXOBHOM My3bIkU. OH BbIJEISET
3aIbIIOYprcKuil, (paHIly3CKUM, HUTaIbsSH-
CKHUU, a TAKKXE€ YYEHBIA U TAIAHTHBIN, KOH-
TPAIlyHKTUYECKUH W KOHLIEPTHBIM CTHIIN.
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Kpowme Toro, yuéHblii yka3blBaeT Ha MOJEIN
JNYyXOBHBIX cOYMHEHMN Momnapra, TO €CThb
Ha KOHKpETHbIE NPOM3BEIEHUSI IpeJlie-
CTBEHHMKOB Momapra, nociyKUBLIUX EMY
obpasunamu. Tak, «Litaniae de venerabili
altaris sacramento» KV 125 (1772) B dur
Obl1a HanucaHa no monenu JI. Momapra;
«Missa brevisy KV 115 C dur (1773) — o
monenu D0epnuna, M. [Nalinna u Aanerac-
cepa.

AOGepT TakKe BBIJIEISIET HECKOJIBKO CTHU-
Jeil, Ha KOTOpble OprUeHTHpoBaics Mouapt
Ha pa3HbIX CTAJUAX «CO3PEBAHUS» COO-
CTBEHHOrOo lepkoBHOro crtuis [1, c. 189,
196]. UccnenoBarenb paszinyaeT HaIUO-
HaJbHBIC U JIOKAJNbHBIE CTUIH (3a1bLOYypr-
CKHM, UTAJIbIHCKHI, OOJIOHCKHUI, HEeaIoIu-
TaHCKHI1), HOBBII UJIM COBPEMEHHBIN CTUJIb,
a TaKK€ MHCTPYMEHTAJIbHBIA CTUJIb B JI0-
MIOJIHEHUE K OTIEPHOMY.

Wtak, uro0bI OXapaKTepu30BaTh WHIU-
BHUJlyaJIbHBII CTHJIb LEPKOBHOM MY3BIKH
Mouapra, HE0OXOAMMO MpPeABAPUTENHHO
BBISICHUTh NIPHU3HAKA COCTABJISIOLIUX €ro
CTHJIEBBIX Mojeneil. 3anbOyprckuilt (wiu
Y4EHBIMA, KOHTPANyHKTHUYECKWUW)  CTUIIb
OTIIMYAETCAd CIEAYIOIMMHU PU3HAKAMU:
1) KpaTkOCTh MPOU3BENCHUN (COTIIACHO TO-
xenanuaMm Konopeno); 2) JuTypruyeckuii
TEKCT KaK OCHOBA MY3bIKAaJbHOM KOMIIO-
3uruu; 3) oOpalieHrne K TUIMOBBIM MEJO-
TUYecKUM (opMysiaM JTyXOBHOM MY3bIKH;
4) TeMaTU4yeCKO€ €IMHCTBO, OCHOBAaHHOE
HAa MHTOHAIMOHHOM PpOJICTBE MEJIOAUKU;
5) mupoKoe UCIOIB30BaHNE KOHTPAITYHKTA;
6) aKkkOMITaHUpYIOIIKe (PYHKIIMH OpPKECTpa;
7) yMEpeHHOE HCIOJNb30BaHUE KOJIOPATyp
B BOKQJIbHBIX AIU30aX.

CoBpeMEHHBIN CTWIb JTyXOBHOM MYy-
3bIKM, MPEJICTAaBUTENIEM KOTOPOTO ObLI
N. A. Xacce, BoOpan B cebst MHOTHE Yep-
Thl CBETCKOM (ONEpHONM U HUHCTPYMEH-
TaJIbHOM) MY3BIKH, 4YTO IOJpa3syMeBajo
KOHLIEPTHBIM TUIl MEJIOAUKH, U3JIOKECHHUS
U pa3BUTHsS MaTepuana, IOCTPOEHHUE

KOMIIO3UIIMM W TOHAJIBHOTO IUIaHA TI0
MOJIeNIM CUM(POHUYECKOTO LUKIA U T. .
[Ipu3Haku HOBOTO, COBPEMEHHOIO CTHIIS:
1) Ob6npmiass MacmITaOHOCTH MPOHU3BEJE-
HUSI; 2) AUTYPTrUYECKUM TEKCT NOTYMHSIET-
Cs KOMITO3ULIHOHHOMY 3aMBbICITy KOMIIO3H-
TOpa U mpucrnocabIuBaeTcsi K JIByX- WJIU
TpEXYACTHOM apuH JJIsl COJbHBIX Pa3IeioB
(4TO TUNUYHO ISl UTANBSHCKOW U (hpaH-
Iy3CKOM KOMHYECKOI Omephbl) U COHATHO-
MY aJUIerpo s XOPOBBIX HOMEPOB; 3) 10
MOJIENIU COHATHO-CUM(POHUYECKOTO ITUKJIIA
MpU MOCTPOCHUU (POPMBI TYXOBHOTO CO-
YUHEHUSI BBOJUTCS TEMaTUUYECKUU KOH-
TPacT M COOTBETCTBYIOIIMI MOIYJALM-
OHHBIN IIaH; 5) y COBPEMEHHOW OmIEpHI
3aMMCTBYIOTCA MeIoAnYecKue GHopMyIibl
BIUIOTh /10 KaJeHUMH ¢ depmMaToil u Tpe-
JbI0; KOJIOpaTypa BBICTYNAeT Ha MEepPBbIN
miad; 6) omepHas My3blKa CTAHOBUTCS
POBOJIHUKOM TOIOCOB CKOpPOM M Jipama-
THYEeCKOTOo madoca’; 7) borarslii 1o cocra-
BY OPKECTpP, UHCTPYMEHTBI CAMOCTOATEb-
Hbl TI0 OTHOIICHUIO K TMEHUI0; €IUHCTBO
LEJIOr0 JOCTUTAaEeTCsl C MOMOULIbIO OpKe-
CTpa U TEMATUYECKUX CBA3CH.
['eTteporennas mpupoga LEPKOBHOTO
CTWJIS My3bIKM Momapra, a TakKe 3BOJIO-
LHS €r0 MBIIUICHUS] OTYETIMBO MpOCIie-
JKUBAETCSl TPU CPAaBHEHUHU JBYX Jiaype-
TaHCKMX JuTaHuid: «Litaniae Lauretanae»
KV 109 (1771) B dur u «Litaniae «Litaniae
Lauretanae» KV 195 D dur (1774).
Jlutanus (nat. litania — MOIUTBA, MOJIb-
0a, mpocrOa) — OJIMH U3 APEBHEHIIINX KaH-
POB XPHUCTHAHCKOM KyJBTOBOW MY3BIKH.
MOonUTBBI TUTAHUU MOTYT OBITh OOpPAIEHBI
Kk bory, ko Bcem CBITBHIM C MPOCKOOIi O 3a-
CTYMTHUYECTBE M MOMWIOBAHUH. TEKCT Ju-
TaHUU KaHOHU3MpoBaH mnamnoi Cukctom V
B 1587 rogy. OcHOBaH Ha PECIOHCOPHOM
MIPUHIIAIIE YEepPEOBAaHUS COJbHBIX BO3IJIa-
COB-TIPOIIICGHUM U KPAaTKUX XOPOBBIX ped-
peHoB. JKaHp TUTaHUM NPUMEHSIIN B CBOEM
tBopuectBe O. Jlacco, k. Ilanectpuna,
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. ®dyke, A. Kanpmapa, D. D6epium,
M. T'aiign, JI. Mouapr u np.

Cpenu BepInH KOMIIO3UTOPCKOTO TBOP-
YECTBa B ITOM JKaHpPE — YEThIPE JIMTAHUU

Mouapra:
KV 109 — «Litaniae Lauretanae de
B.M.V.» B dur (1771);

KV 125 — «Litaniae de venerabili altaris
sacramento» B dur (1772);

KV 195 — «Litaniae Lauretanae» D dur
(1774);

KV 243 — «Litaniae de venerabili altaris
sacramento» Es dur (1776).

OnHolt W3 Pa3HOBUIHOCTEH SIBISETCS
«Litaniae Lauretanae», Bo3aukmas B XVII
BEKE W NOJIyYMBLIAsh Ha3BaHUE OT Kare-
a1 ¢B. Mapuu B Jlopero, neHTpa mnajaom-
HuuectBa JleBol Mapun. «Jlayperanckas
JUTAHUSD OTIIMYAETCS OT APYTUX JIMTAaHUN
O0COOBIM TEKCTOM, COJAEpIKAIIUM MOJIbOY
0 momou U BocxBajieHWe [[eBpl Mapun.
TexkcThl MUTaHUU OOBEAMHSIET OAMHAKOBOE
HayaJio u 3akiatouenue — Kyrie u Agnus Dei.
OcHOBHOW € pazjen, NOCTPOEHHBI Ha
agpecoBaHHOM boropoauie MoJIMTBE, Kak
IIPaBUJIO, IEJIUTCA HAa HECKOJIbKO HOMEPOB,
CTPOKH KOTOPBIX T'PYHIUPYIOTCS MO CXOM-
HOMY COZIep KaHMIO: oOpalieHue, npocroa,
IIPOCJIABIICHUE.

BuyTtpennee neneHue Ha pas3zielibl Mac-
mTabHOM OOrOpPOIUYHON MOJIUTBBI 3aBU-
CUT OT 3aMmbiciia aBtopa. Tak, «Litaniae
Lauretanae» A. I. Apneraccepa, Hamnu-
canHass B 3anbpudypre B 50-60-¢ rombl
XVIII Beka, conepxut 6 yvacreit: 1. Kyrie,
2. Sancta Maria, 3. Speculum justitiae,
4. Salus infirmorum, 5. Regina Angelorum,
6. Agnus Dei.

O6e nurtanun «Lauretanae» Momapta
MMEIOT MATUYACTHYIO CTPYKTYpy: 1. Kyrie,
2. Sancta Maria, 3. Salus infirmorum,
4. Regina Angelorum, 5. Agnus Dei.

Homepa 2—4 BMecTe COCTaBISIIOT OC-
HOBHYIO MoOJuTBY boropoauue, Kaxnabli
paszlien KOTOpOM TMpPEACTaBIsE€T pa3iany-

2019,4

HbIE €€ UTIOCTACH, CBOMCTBA WIIA (PYHKIIHH:
No 2 Sancta Maria — obpamenue k Jlese Ma-
pUH, BKJIIOYAIOUIEE XapaKTepHU3yrolue e
snuteThl; Ne 3 Salus infirmorum — monn6a
0 OOJISALIUX U TPEIIHUKAX CKOPOHOTO, CTpa-
narenbHOTrO TU1aHa; Ne 4 Regina Angelorum
— BocxBajeHue boroponuiel kak [lapuubr
HeOecHoi. [lomoOHast cTpykTypa Tekcra
MOJIMTBBI OIPEACIISAET CTPYKTYpPY U Jipama-
TYpTHUIO LIUKJA, TO €CTh HOMEPHOE JIeTICHUE,
MaciTad Kaxaoro HoMepa U ero oopasHoe
pemenue. B obenx nuranusax «Lauretanaey
Momuapra (1771 u 1774 ronoB) KOMIIO3UIUS
U Jpamarypruueckas JIOTMKa IUKIJIOB CO-
BIIA/IAOT.

[lepBasi «Litaniae Lauretanae» (1771)
OTJIMYACTCS KOMITAKTHOCTBIO, C SICHOM
CTPYKTYpOM, mpocToit pakTypoit (B OCHOB-
HOM roMo()OHHOH, ¢ HEOOJIBIITMMH BKparijie-
HUSMH HMUTALUN), TPOCTHIM TOHAJIBHBIM
IJJAHOM, CEKBEHTHBIM Pa3BUTHUEM, IIECEH-
HOU MEJIOAUKOM, C TUIIOBBIMU KOHTpacTaMu
MEXAY 4acTAMH, C peodIaaHueM Maxop-
HOTO JIaJla U CBETJIOr0 KOJIOPUTA, — SAPKUMI
obpazen kinaccuuucTckoro ctuis. Cornac-
HO OiHireiny, B Jlutanuu Ne 1 (K. 195)
Mouapr coueraer Ilepronesu ¢ Muxasnem
laigaOM.

B counHEHHOW Tpemsi rogamMu IO3kKe
«Litaniae Lauretanae» Ne 3 (1774), npu
aHanu3e o0pa3HOTO CTPOS COUMHEHUs, MY-
3BIKAJIBHOTO $I3bIKa CTAHOBUTCSI OYEBUTHOMN
HBOJIIOLIMS LIEpKOBHOTO cTuiasi Mouapra.
Bropas «Litaniae Lauretanae» cpaBHUTEb-
HO C TIepBOH MacmTaOHEee MO pa3Mepam,
CJIOKHEE MO TEXHUKE COYMHEHUS U MY3bI-
KaJlbHOMY $I3bIKY, OoJiee pa3sHooOpaszHa Mo
00pa3HOMY HANOJHEHUIO, TPEANoaraet
HCIIOJIb30BaHKE OOJIBLIOTO0 COCTaBa OpKe-
CTpa ¥ BUPTYO3HOE HCIIOJIHEHUE COJIbHBIX
naptuil. To ects, JIuTanusa npeaHazHayeHa
JUIs. UCTIONTHEHHUS B KadenpaasHOoM cobope
3anbioypra.

B BokampHbix maptusix «Litaniae
Lauretanae» Ne 3 mpeo6nagatoT ”HTOHAIIUN
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WUTAJIbSHCKOW OINEPHOM MY3bIKU. YepTsl
OMEPHOTO MEHUS MPOCIEKUBAIOTCS B MEJIO-
nudeckux GopMmyiax HadajdbHBIX M KaJleH-
LIMOHHBIX YYaCTKOB IMOCTPOECHHUIN B COJb-
HBbIX MMApPTUAX, B BUPTYO3HBIX BOKAJIBHBIX
KaJICHIIMSIX U pacrleBax B MPEIKaIaHCOBBIX
pasnenax dacteil. B 1o jxe Bpemsi, HEOOX0-
JIMMO OTMETHUTb, YTO ITOJOOHBIA CBETCKHI
TUIT MEJIOAUKHU XapakTepeH u s «Litaniae
Lauretanae» A. Apnbpraccepa, paBHO Kak
u s «Litaniae Lauretanae» Ne 1 Momuap-
ta (1771), XOTs BOKaJIbHBIE MApPTUU MEHEE
BUPTYO3HBI.

Kak panee ormeuanoch, CTpyKTypa
«Litaniae Lauretanae» oOycioBieHa HeU3-
MEHSIEMBIM IIO3TUYECKUM TEKCTOM. B TO *e
BpeMsi, pas3jelieHne MaciTaOHOro TeKCTa
Ha OOBEIUHEHHBIE IO CMBICIOBOMY IIpH-
3HaKy OoJjiee MeJIKhe HOMepa JaBajio BO3-
MO>KHOCTh KOMITO3UTOPY BHECTH OOpa3HBIii
KOHTPACT MEXKy YacTsMu 1ukia. [[punmun
KOHTpACTa paclpOoCTPaHAJICS HE TOJIBKO Ha
00pa3HO-CMBICIIOBOE COJIEpKaHue, HO U Ha
CTUJIMCTUYECKOE PEILICHHE YacTel, TaK KaK
COTIOCTABIISIUCh CTapuHHAsS, TPaTUIMOH-
Has MaHepbl NMCbMa JTYXOBHOW MY3bIKH, U
CBETCKasl, UTANBSIHCKAs, C MPeoOIaaHeM
NPU3HAKOB OTMEPHOIN U CUM(POHUYECKON My-
3BIKH.

[Ipu co3zmaHuu LMKIA KOMIIO3UTOP PYy-
KOBOJZICTBOBAJICSL MPEXKJIE BCEr0 MY3bIKalb-
HBIMH 3aKOHAMH M THUIOBBIMU (POpMYyIaMu
JUISl BOILIOIICHUS! T€X WM MHBIX TOMOCOB.
B «Litaniae Lauretanae» Ne 3 uepenyrorcs
CJEIYIOIINE TONOCHI:

Ne 1 Kyrie — B cogepareibHOM IIJIaHE —
BO33BaHKe K ['ocnomy, B KOMIO3UIIMOHHOM
OTHOLIEHWH — TOP>KECTBEHHOE, AMHAMUY-
HOE, aKTUBHOE HA4YaJo LMKJIA.

Ne 2 Sancta Maria — B nnane coaepxa-
Hus — oOpaiienue Kk boropoautie: mupuue-
CKH, MUTYIOIIHNH XeHCKHUI 00pa3. B kom-
MO3UIIMOHHOM IIJIAHE — CMBICIIOBOU LIEHTP
HuKi1a. B My3bIKaJbHO-S3BIKOBOM ILIAHE
— TUNWYHBIE ISl JUPUYECKOrO0 TOMOCa

CpEeACTBAa BBIPA3UTEIBLHOCTH: TaHIEBAJIb-
Hast puTModopmyna, TPEXIOIbHBIA pa3-
Mep, OOMJIMe XPOMATUKU M 3aJep>KaHHi,
NpeabEMOB JIENAl0T 3ByYaHUE TaJIaHTHBIM
Y TPaIllMO3HBIM.

Ne 3 Salus infirmorum — B cofepxarenb-
HOM OTHOIIEHUH — HOMEP, MOBECTBYIOIIUMN
0 YEJIOBEYECKUX CKOPOSX, B KOMIIO3UIIMOH-
HBIM IIJIAaHE — TOHAJIbHO Pa30MKHYThIN pa3-
TIeJ1, BBITIONHSIOMUNA (QYyHKIUIO Pa3BUTHS,
KOMITIO3UIITMOHHOTO HEYCTOSI M JApamMaThuye-
CKOM KyJIbMHMHAllUM. B cTUiIMCTHYECKOM
OTHOIIEHUU — COYETAHUE MY3bIKAJb-
HO-BBIPA3UTEIbHBIX CPEACTB, XapaKTep-
HBIX /I 0apoyHOro TOMOCa CKOpOU H
cTpananus: Adagio, ppurniickuii 060poT,
3BYYHOCTh YMEHBIIEHHOTO CENTaKKOpa,
HEarnoJUTaHCKasi TapMOHUs, IYHKTHUPHAs
put™Modopmya, HUCXOASIINE HWHTOHA-
UM, putopuueckue Qurypsl exclamatio
(Bocknuuanue), suspiratio (B310X), Tpe-
pBaHHBIE O0OPOTHI JJIsI CO37aHUs 30H IO-
BBIIIEHHOM TapMOHUYECKON HEyCTOMYUBO-
cTi. B kayecTBe Monenu, MOCIyXUBLIEH
Mouapty OpHUEHTHPOM, MOXHO YKa3aTh
Pexsuem M. Taitqna ¢ moll (1773), xoto-
pbii ctan s Mounapra «IpOBOJHHKOM
OapOYHBIX TPATUIUH.

No 4 Regina Angelorum — B conepxa-
TeJIHHOM I1aHe — 00pa3 Llapuiibl HeGecHOi,
B KOMIIO3UI[MOHHOM OTHOILIEHUU — TOpXKeE-
CTBEHHOE 3aKJIFOUEHHE OCHOBHON MOJIUTBBI
B IVIaBHOM TOHAJIBHOCTU. B crumuctuye-
CKOM IIJIJaHE — TOIOC OJibl, COBMEIIAIOMIEH
YepThl JIUPUYECKOTO U CIABHIIBHOTO Xa-
pakrepa, MOIYYUBLIMI «KIACCHUIIMCTCKOE)
BoruIonieHue: Allegro, TaHieBaibHas PUT-
ModopMysa B TPEXIOIBHOM METPE, YETKHE
B CTPYKTYPHOM OTHOIIEHHH MOCTPOCHHUS,
pUTYpHENIH, OOUIIbHBIE MACCAXKHU COITUPYIO-
LIETO0 rojoca.

No 5 Agnus Dei — HOMEDP JTUPUUYECKOTO
XapakTepa, 3aBepLIAOLINNA UK, €r0 TUXas
KyJlbMUHalKs. BUpTyo3Hast BOKasibHas map-
THS HaIIOMUHAET OTMEPHYIO apHI0.
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Komnosuimonusle (yHKIIUU KaXJ10-
ro HoMmepa mukia «Litaniae Lauretanae»
(1774) BbIpa)keHbl JOCTATOYHO OTYETIIM-
Bo: | "wacTe — aktuBHOE Allegro, Havyamo
nukna; Il gacte — nupuueckoe Andante;
Il gacth — ckopOHasi, OpamaTUyecKas
KyJTbMHHaALIMS [HUKIa, Adagio; IV Yacth
— TOPKECTBEHHOE OKOHYAaHUE OOpamicH-
HOW K boropoaunie OCHOBHOW MOJIMTBBI
Allegro; V 4dacte — Adagio, nupuyeckas
KYJIbMUHAIUS [HKJIA.

B cTpykTypHOM perieHn# KakJIoro HO-
Mepa UK IPOCISKUBAIOTCS JIBE TEHICH-
LIUUA: C OJHOM CTOPOHBI, TPUMEHSETCS CO-
HaTHas (opma kimaccuueckoro tuma (Ne 1,
2,4, 5), ¢ npyroi — COXpaHsOTCsS TPATUITUN
cTapuHHON My3biku. K mpumepy, kaxmas
CTpOKa TEKCTA MOJIy9aeT CBOe0Opa3HOe My-
3BIKAJIHOE BOIUIONIEHHE (KaK B MOTETE),
npu4€M KaJaHCOBOE 3aBEpUICHUE OJHOM
(pa3pl COBMANAET C HAYAJIOM CIIEAYIOIIEH,
Onmarozmapsi 4emy COXpaHseTcsi CBA3HOCTb
BCEN KOMITO3ULUH.

OTMeTuM Takxke, 4YTO KaJaHCOBBIE
y4aCTKH pa3HbIX TIOCTPOCHUH  YacTo
«Cpu(pMOBAHBI» U OCTPOCHBI HA OOBITPHI-
BaHUM JOMHUHAHTOBBIX aKKOPJOB BCIIOMO-
raTeJIbHbIMH 00OpOTaMH W JBOWHBIMH J10-
MUHaHTaMu. VHTOHaIMOHHBIE (DOPMYIIBI
Ka/IaHCOBBIX O0OOpPOTOB CO3JAI0T MEIOIU-
KO-TapMOHUYECKUE apKU MEXKIy pazjiesa-
MU U CIIy’KaT UHTOHALIUOHHOMY O0be/InHe-
HUIO HOMEpA.

Bo Bropom HOMepe Sancta Maria ot-
METHUM 3aBEpIICHHE DKCMO3UINHN Tepea
putypHeneMm Ha cioBax «Ora pro nobisy
(TakTbl 62—72) — mpepbIBaeMble May3aMu
XOPOBBIE AaKKOPJbI, KOTOPBIE SBISIIOTCS
CBOCOOpa3HbIM  JIEHTMOTHBOM  OOropo-
TUYHBIX HOMEPOB (Ne 2—4) 1 mosBISIIOTCS
B Pa3HBIX HOMEpAaX UMEHHO B TaKOM (hak-
TYPHOM U3JIO)KEHHH M C TEM K€ TEKCTOM
(B Ne 3 takrtsr 5, 13, 27; B Ne 4 TakThl 166—
169). B GapouHoi#i Tpaguuuu pa3pbiB ak-
KOpPJIOB Tay30il O03HAYaeT PUTOPUUECKYIO
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burypy Suspiratio («B310X») ¥ TOTUEPKU-
BaeT TeKCT «Momau o Hac». B 3axirouenuu
Ne 4 Regina Angelorum neiitmotuB Ora
pro nobis co31a€T CMBICIOBYIO MEPEKINY-
Ky Mexay Tpems boropoanunbiMu HOMe-
pamu.

CTUIMCTHUECKUIT ~ KOHTPAaCT  MEXIY
BoropoanunbiMu Homepamu (Ne 2, 3, 4)
OOyCJIOBIEH COIOCTaBJICHUEM TOMOCOB:
JUPHUYECKOTO  (pEEHHOIO  CpeACTBaAaMHU
KJIACCULIUCTCKOTO CTUJISI B JyXe TaJlaHT-
HOW My3bIKH), CKOpPOHO-IpaMaTH4eCKOro
(BBITIOTHEHHOTO B 0apOYHOM CTHIIUCTHKE)
U JIMPUKO-CIABUIBLHOTO (BUPTYO3Hasl apus
B CTHJIE UTAJIbSHCKON OTIEpHI).

Ha ocHoBaHuM aHanmM3a JyXOBHBIX
MIpOU3BEACHN Monapra MOXHO cCAenaTh
BBIBOJI, YTO KOMIIO3UTOP IOJ CTUJIEM LiEp-
KOBHOM MY3bIKM NIOHMMAaJ KOHTPAITyHKTH-
YECKYI0 TE€XHHUKY, @ UMEHHO — TpaJuLIUU
nonudoHnu cBoOOgHOTO THCchMa. Ilpu
CO3JaHuu KoMmmo3uuuu Mouapt opueH-
TUPOBAJICS HA THUIIOBBIE, CIIOKHUBIIUECS
B TBOPYECTBE €r0 IPEALICCTBEHHUKOB
(dopMBI, a TakKe MCIOIb30BaJl ONBIT, MPHU-
OOpeTEHHBIN NMPU CO3AaHUU CBETCKHUX CO-
yyuHEeHUH. McTouHnKaMu 1IEpKOBHOTO CTH-
a1 Mounapra cranu, BO-IEPBBIX, MOJEIU
— COYMHEHHSI 3aJIbIIOYPICKUX KOMITO3HTO-
poB Dbepnuna, Amiberaccepa, M. laiigna,
JI. Mouapra; BO-BTOpPBIX, HHCTPYMEHTAJIb-
Has My3bIKa (IpOeUUpPOBAHNE KOMITO3HIIH-
OHHBIX HOPM CHUM(pOHUYECKOTO IMKJIa Ha
JUTYPrUYECKUE XOPOBBIE LIMKIBI, C aBTO-
HOMHOH (DyHKIIMEH OpKecTpa, ajanranuen
TONOCOB TAJIAHTHOCTH, TaHUEBAJIBHOCTH);
B-TPETbUX, OINEpHas My3blka (IBYX- H
TpéxyacTHble (HOPMBI apHuil B Meccax, JH-
TaHUSAX, KOJIOparypa, TONOChl madoca u
IKCTIPECCHH).

Mormapt BbIpabOTan CBOM CTHIIEBBHIC
NpUEMBI, CIIOCOOCTBYIOIINE O00BEIUHEHUIO
nukiaa. Tak, OH 4acTo MOJb30BaJICs TaKUM
IpUEMOM, KaK IIOBTOPEHHME OJMHAKOBO-
IO TEKCTa CO CXOIHBIMU MEJIOJUYECKUMHU
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o0opoTaMu W rapMOHHU3alMen. DTa Mpak-
THKa MOIAPTOBCKOW TPAKTOBKU JIUTYpPTHU-
YECKOro TEKCTA BCTPEYAETCS] B COUMHEHUSX
passbix JeT. B JIutanuu Ne 3 yxxe mposiisi-

€TCSl MHIUBUIYaIbHBIN IIEPKOBHBIN CTHIIb
Momapra, onuparnierocs Ha JOCTUXKEHUS
MPEAIIECTBEHHUKOB, HO TIEPETIABIISIFOIIETO
UX B 0c000€ KaueCTBO.

<> TMIPUMEYAHUA <>

' BBIIM U3BATHI LHCPKOBHLIC 3C€MJIU, 3aKPbI-

T0 okosio 800 MOHACTBIpEH, COKpAIIEHO YHUCIIO
MOHaxXo0B (¢ 65 ThIC. 10 27 THIC.), YMEHBIIIEHO
Ha TPETh KOJIMYECTBO LEPKOBHBIX MPA3THUKOB,
3arnpeniéH KOJOKOIbHBIN 3BOH B CyOOOTHEM Be-
YepHeM OOTOCTYKEHHH.

2 Tlpumepom cayxur cuMponus «HOmu-
tep» C dur K. 551, ¢punan KoTopoii OTKphIBaeT-
Csl MOTUBOM ¢ — d — f — e, 3aIMCTBOBAaHHBIM U3
rumHa «Lucis creatory.

3 B 3anpuOyprckuii beneaeKTHHCKUN yHU-
BepcuTeT B 1737 romy mOCTyNWJI ypOKEHEI
6aBapckoro ropoga Ayrcoypra Jleomonbn Mo-
napt (1719-1787).

* Horann DpHer D6epaun (1702-1762)
— KOMIIO3UTOp, KameJbMeWcTep U OpPraHucrT,
CO3/1aBaBIIMN B OCHOBHOM JYXOBHYIO U XO-
poByto My3biky. C 1729 roga ciyxuil npu-
JBOPHBIM M COOOpPHBIM OpraHucToMm, ¢ 1749
roja — HPUABOPHBIM KOHIIEPTMEHCTEpOM U
NPUIABOPHBIM OPTraHUCTOM Yy apXHEMmHCcKoma
3anpnoyprckoro Curusmynna Ilparren6ep-
ra. Jleomonsa MonapT BBICOKO IIEHUJ TBOP-
yecTBO DOepiivHa, CTaBid €ro B OAUH Pl
¢ A. Ckapnartu u I. Tenemanom. Ilo onpe-
nenenuto A. lllepunra, ctunp D0epiuHa xa-
pPaKTepHU3yeTCsS CMEIIEHUEM HearnoJIUTaHCKUX
U HEMEIKUX 2JIEMEHTOB.

> Anrton Kasran Amieraccep (1729-1777)
— aBCTPUNCKUH KOMIIO3UTOP M OpraHuct. W3-
y4aJl My3bIKy 1oj pykoBoacTBoM U. D. D6ep-
auHa. C 1750 roga v 0 KOHIA KU3HU CITY KU
opranucToM B 3aibi0yprckom codope. Coznan
okosio 20 opaTopuil U psAll TyXOBHBIX ITPOU3-
BEICHUIA, MHOTHE U3 KOTOPBIX MPOJOIKAIHN HC-
MOJTHATHCS B LIEpKBax 3anbl0ypra Ha MpoTsikKe-
Hun X VIII-XIX Bekos.

¢ Worann Muxasne laiiga (1737-1806)
Hanucan 32 UMKIIa JaATUHHCKUX MECC, HECKOIBbKO
JIECSTKOB IIMKJIOB aHTU(OHOB, TpaayanoB u ogh-
(dhepropueB. My3bIKaabHBIN SI3bIK TAHTHOBCKUX
COYMHEHMI OTpakaeT CTUJIEBbIE YEPThl Pa3HBIX
3mox: 0apouHble U KJIACCHYECKUE MPUHIUIIBI
HAXOISAT CBOE BOIUIOIIEHHWE B HWHTOHAI[MOH-
HOM MaTepuajne MpPOU3BEIACHHM, OCOOEHHO-
CTSIX KOMIIO3MILIMH, (DaKTypbl M METPOpUTMA.
B. A. Mouapt HepeaKo UCIOIb30BaT JyXOBHbIE
npousBeneHus M. [aliHa B kauecTBe o0Opasia,
MOJIEJIH MPHU CO3aHUHN COOCTBEHHBIX KOMITO3U-
mui. Tak, OiiHmTeiH oTMedaeT, 4yTto «Tedeum
HEeMmocpeACTBeHHO cBs3aH ¢ Tedeum Muxasns
laiinaa (1760). Mouapt ciemyeT 3a 3TUM 00-
pasloM BILIOTHYIO, MOApPaKaHHE MOXKHO yCTa-
HOBUTH MOYTH B KaXKJI0M TakTe» [7, c. 308].

7 Tlo DiHmTEHHY, «... 10 1782 roma uep-
KOBHBIE Mpou3BeAeHUs Momapra oOHapyXu-
BaloT 0OJbIIOE BIMSHHUE 3a1bIOYpPrckoil mo-
TuhOHUH. DTO MOATBEPKIAIOT KOIUH, CHATHIC
Mormaprom ¢ aByx ¢byr Muxansns ["aitana (13 ero
nutanuid “de venerabile altaris sacramento”),
U OCOOCHHO TeTpaab C JEBATHAALATHIO IIEp-
KOBHBIMU COYMHEHMsAMU Muxasna [aligHa u
OpHcTa D0epinHa; BeposTHEE BCETO, CIENaH-
Hble BecHOM 1773 roga, BCKOpe mocie BO3Bpa-
LIEHUS U3 TocaeaHen noe3aku B Uranuioy» [7,
c. 312].

8 Crunp  oddepropuss  «Misericordias
Domini» (K. 222) DiiHmTeiin onpeaensieT Kak
3aIbIOyprekuii (mo Moxaenu DOepinHA), yKa-
3bIBasl Ha TOT ()AKT, UTO U3 ABYX T€M, TOMO(OH-
HOW M KOHTPAIMyHKTUYECKOM, KOTopble Mouapt
3[IeCh CKpecTWJ U pa3padoTal Ha MPOTSHKe-
HUM 158 TakTOB, BTOpasi HOTA B HOTY MO3aHUM-
cTBOBaHa M3 MoTeTa DOepnuHa («Benedixisti
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Domine»), oqHoro u3 nepenucanHsix Mouap-
ToM AJis cedst B 1773 rony.

® Tak, Abepr ormedaer B TopikecTBeH-
HoMt mecce ¢ moll KV 139 (1772) ocrpeiimue
npamatudeckue koHTpacTel: «B “Kyrie” Bo3-
HUKaeT WH(EepHaIbHas ClieHa: TPEXKpaTHBIN
BOIUIb BCEM XOPOBOM MaccChl € MOCIENYIOIUMU

2019,4

reHepajJbHbIMU May3amu <...> CBoeil Kyib-
MHUHALUK JpamMaTudeckuid magoc JOCTUTAET
B “Crucifixus”. Pasymeercsi, 5Tu MpadHbIe Kap-
TUHBI, IPaMaTUYECKUI XapaKTep KOTOPBIX BHO-
CHUT B MY3bIKYy MOLIAPTOBCKHX MECC CTOJIBKO IO-
pasuTEIbHON HOBU3HbI, 3aHUMAIOT JIUILIb MECTO
BCTYIUIEHUI Wi 31u3040B» [1, c. 325-327].
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lNpeTBOpeHne 0co6eHHOCTEN LIEPKOBHOIO YTEHUS U NEeHUS
PYCCKOM MPABOCAABHOM TPAAMLMU
B AYXOBHbIX coumnHeHusix Cepress PaxmaHuHoBa

JlyxoBHble counHeHusi Ceprest PaxmaHnHOBa 1aBHO Npu3HaHbl ogHOW M3 BepwuH «HoBoro
HafpaBJICHUs» PYCCKOW AyXoBHOH My3blku pyOexxka XIX—XX Beka. PaxmanuHOB ObuI B yucIie
aBTOPOB, HanboJee NTyOOKO U SIPKO MPETBOPHUBILUX B CBOEM TBOPUYECTBE CaM JIyX OOroCIyKeOHOro
nenust. [Ipustom B «Jlutypruu Cestoro Moanna 3naroycray u « Becenounom 61eHnmn» PaxmanuHoBa
OTPaKEHbI M OTJEJIbHBIEC JIEMEHThI TPAJAULUK LIEPKOBHOTO YmeHus, a TaKkKe HEKOTOpble o0Iue
JUIsL LEPKOBHOTO IIEHUS M YTCHUS 3aKOHOMEPHOCTH, YTO 10 CHX IOp HE CTAaHOBUJIOCH IIPEAMETOM
HAy4HOI'0 HMCCllefoBaHusA. Mexay TeM MeIoquKa IOMIACUL] HAIIEBHOIO YTEHUsS MUMEET HE TOJIBKO
OTIpeeIEHHYIO0 3BYKOBBICOTHOCTh M OOIIME C NMEHMEM 3aKOHbl PUTMOMHTOHAIMM, HO M SCHYIO
JaJI0BYIO MPUPOLTY, OOILYI0 ¢ OOMXOAHBIM 3yKOPSIIOM 3HAMEHHOT'O POCIIEBA.

B crarpe mokaszanbl oOmme ajast GOrociy:keOHOTrOo MEHHsS M YTEHHs SJIEMEHThl U MPUEMBI
B «Jlutyprun» u «BcenouHom O6nennn» PaxmanuHoBa. BhIsSBICHBI XapakTepHbIE IS JaHHBIX
00pa3loB JAMATOHUYHOCTh, COXpAHEHUE TOHYaMIeH nudQepeHranuy ciIoB, COIaCOBAaHHOCTb
60rociry>keOHOr0 U MEJIOAUYECKOTO IJIAHOB, FTOCHOACTBO TEKCTA Ha/l My3bIKOH U, COOTBETCTBEHHO,
IIOAYMHEHNUE PUTMA MY3bIKAJIBHOIO PUTMY CIIOBECHOMY, OTCYTCTBUE 3HAUUTEIBLHOIO PACTKCHUSA
CJIOTOB, HETOPOIUIMBOCTh JBMKEHHS MY3BIKAJIbHOTO BPEMEHH, YHOTPEOJICHHE €CTECTBEHHBIX
TOJIOCOBBIX pErucTpoB (0e3 TeccuTypHoro HampspkeHus). OTMeUeHBl €AMHBIE CHOCOObI
MONYEPKUBAHNS KIIIOYEBBIX CMBICIOBBIX E€IWHMI] Y€pe3 IOBBIIIEHUE TECCUTYPbl U CBA3aHHOE
C 9TUM YCUJICHUE JUHAMUKH, 4epe3 OCTAHOBKY U IIPOJJICHUE BBIAECIISIEMOTO CJIOBA, a TAKXKE 4epe3
CJIOBOTOM pacIIeB.
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The Realization of the Church Reading and Singing Particularities
of the Russian Orthodox Christian Tradition
in Sergei Rachmaninoff’s Sacred Works

The sacred works of Sergei Rachmaninoff have long been acknowledged as presenting one of the
pinnacles of the “new direction” of Russian sacred music of the turn of the 19th and 20th centuries.
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Rachmaninoff was among the composers who have most profoundly and brilliantly realized in their
musical oeuvres the very spirit of church service singing. At the same time, in the “Liturgy of St.
John Chrysostom” and the “All-Night Vigil” by Rachmaninoff reflection is also found of separate
elements of the traditions of church reading, as well as certain regularities common both for church
singing and reading, which up to the present day has not formed a subject of scholarly research. At
the same time, the melodicism of the poglastisas [the intoning] of chant-like singing possesses not
only a certain pitch set and laws of rhythmic intonations common to singing, but also a lucid modal
nature, similar to the church mode of the Znamenny chant.

The article demonstrates elements and techniques in Rachmaninoff’s “Liturgy” and “All-Night
Vigil” common to both church singing and reading. The diatonicity, the preservation of the most
delicate differentiation between the words, the conformity between the liturgical and the melodic
elements, the predominance of the text over the music and, correspondingly, the subservience of
the musical rhythm to the rhythm of words, the absence of significant extension of the syllables,
the unhurried quality of the motion of musical time, the usage of natural vocal registers (without
tension of tessitura), all of which are characteristic to these examples, are revealed. Unified means
of emphasis of the key semantic units through the rising of the tessitura and the enhancement of the
dynamics are highlighted through the intermittence and prolongation of the emphasized word, as

well as through syllabic chant.

Keywords: Sergei Rachmaninoff, sacred music, church reading, Liturgy.

yxoBHble  couunHeHus Cepres
Bacuiresnya PaxmanuHOBa JaBHO
MpU3HaHbl OAHOM U3 BepunH «Ho-
OI'0 HAIPABJICHUS» PYCCKOM TyXOBHOU MYy-
3bIkH pyOexka XIX—-XX Beka. B oty smoxy
3HAUUTEJIBHO BO3POC MHTEPEC POCCUICKHUX
y4EHBIX, KOMIIO3UTOPOB U OOroCIOBOB
K JPEBHUM LIEPKOBHBIM OOroCiy:KeOHBIM
TpaguLUsAM, B TOM YHCJIE U APEBHEPYCCKUM
pocneBam. C. B. PaxmManuHoB ObL B uncie
aBTOPOB, HanOOJIEe NTyOOKO U SIPKO MPETBO-
PUBIINX B CBOEM TBOPUECTBE CaM JIyX OOro-
CITyeOHOTO TeHHSI.

Menoauyeckue HMCTOYHUKUA JTYXOBHBIX
IIPOU3BEICHUN PYCCKOTO KOMIIO3UTOpa —
IIPEKJE BCEr0 3HAMEHHBIM POCIEB — YXKe
NOAPOOHO U3YUYEHBI B HCCIIEAOBAHUAX MHO-
rux My3bikoBenoB [3; 5; 6; 12]. Onnako,
B «Jlutyprun Cesroro Moanna 3naroycray
u «Bcenomnnom 0nenun» PaxmManuHoBa OT-
paXkeHbl U OTJEJbHbBIE AIEMEHThI TPATUIIUU
LIEPKOBHOTO umeHUs, a TAKXKE HEKOTOpbIE
oOuue JUIsi LIEpKOBHOTO TEHUS U YTEHHUS

3aKOHOMEPHOCTH, YTO JO CUX IOp HE CTa-
HOBUJIOCH MPEIMETOM HAyYHOTO HCCIEN0-
BaHMSI.

B pycckoil kynbType MHTOHAIIMH OOTO-
CITy’keOHOTO TEeHUS W YTCHUS BCerlia ObuH
TECHO CBSI3aHBI C OCOOCHHOCTSIMHU 1IE€PKOB-
HOCJIaBSTHCKOTO $13bIKa U IOTOMY OOHAPYXKH-
BaJId MHOXKECTBO POJICTBEHHBIX 3aKOHOMEP-
Hocred. [lo crpaBemMBOMY 3aKIIFOUEHHIO
nportouepesi bopuca Hukonaesa, «Haiie
LIEPKOBHOE TMEHHE — 3TO MEJIOJUYECKHU
pacuIiupeHHOe W YKpallleHHOE 4YTEHHue, a
YTEHHE — ATO TO XKE MEeHUE, COKpAIIEHHOE
B MEJOJMUA COOTBETCTBEHHO COAEP>KAHUIO
TeKcTa U TpeOoBaHUsAM ycTaBa. TekcT u 6o-
rOCIy>KeOHBIN yCTaB SIBISIIOTCS (PakTOpamu,
HETMOCPE/ICTBEHHO YIPABISIOMUMUA OOTO-
ciyeOHoit menoguei» [7, c. 15-16].

[To muenuto O. AnydpueBoil, «3ByKO-
BBICOTHAsl OMNPENEIEHHOCTb, PUTMO-HUHTO-
HallMOHHAsI BapUaHTHasi TMOMEBOYHOCTb U
JajoBas oropa Ha OOMXOJHBIN 3BYKOPSI —
3TO TO, YTO POAHHUT OOTOCITYKEOHOE UTCHHE
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C 0OMXOIHBIM INIACOBEIM IIEHHEM»! [2, ¢. 43].
A MMEHHO Ha 3TH 3JEMEHThl 3HAMEHHOTO
neHust U onupancs PaxmMaHuHOB, co3maBast
«JIutypruro» u «Bcenomnoe 6nenne». Io-
3TOMY MPUBEAEM HEKOTOPhIE XapaKTepu-
CTUKH, 00BEIUHAIONINE IIEPKOBHOE TICHUE U
IIEPKOBHOE YTCHHE.

PutMouHTOHAIIMOHHA MOJIeIb Ha-
MEBHOTO YTEHHUS MOCTPOCHA MO TEM XKe
3aKOHAM, KOTOpBIE OPTraHU3YIOT 3HAMEH-
HBIM pacrieB B €ro COKpaniéHHBIX (opMax.
«CyioBEeCHO-pa3yMHYI0 CTOPOHY HaIIero
OOTOCITY»KEHHUSI COCTABIISAIOT MEHUE U UTe-
HUE: Pa3HUIA KE MEX]Iy HHMH COCTOUT
TOJIbKO B MEJIOJUYECKON IIUPOTE», — OT-
MeuaeT A. YmuHckui [9, ¢. 15]. B ocHoBe
COIJIaCOBAaHMS TEKCTA W HaleBa JIEKHUT CO-
BIIJICHUE KIIFOUEBBIX TOUEK TEKCTa (ymaape-
HUW) ¥ UHTOHAITMOHHBIX akieHTOB. OObIY-
HO OHHM pacriojiaraloTcsi B Hayaje M KOHIIE
TEKCTOBBIX CTPOK WM PEUYEBBIX TaKTOB.
B nByx- u TpEXKOpPEHHBIX CJIOBaxX MPOTS-
YKEHHOM JUTUTEILHOCTBIO BBIJICTSIOTCS TaK-
e JIOTIOTHUTEIIbHBIC, TOOOYHBIE YIapCHHSI.
[Ipu HanmuyuK B TekcTe Kakoro-iubo nepe-
YUCJICHUS KaXbI OT/ICTbHBIN €T0 AJIEMEHT
MOMYEPKUBACTCA MSTKUM aAKIICHTOM WIIU
HEOOJIBIIMM HWHTOHAIIMOHHBIM JIBMKCHH-
eM. 3HaK{ MPOCOIUH U aKIIEHTHI BBIICIISIOT
OTJICTIbHBIE CJIOTH WJIU CJIOBA, OMPEACIISIIOT
3BYKOBBICOTHYIO JIMHUIO, OTPAXKAIOT COMEP-
KaTEIHHYIO0 CTOPOHY PEUH.

Ok(poHeTHYECKNE 3HAKH, KOTOPBIMH
HMHOTJA (PUKCUPOBAIOCH UTEHHE, OBUTH CBSI-
3aHBI C JOJTOTOM MJIM KPAaTKOCTHIO TIIACHBIX
3BYKOB, C OIIP€/I€IEHHBIMA HHTOHALIMOHHbI-
MU TpuéMaMu (HAmpUMep, MOBBIIICHUEM
WM TIOHMKCHUEM TOHA), TPOJUKTOBAHHBI-
MU HEOOXOTUMOCTBIO penbedHO moauep-
KHYTh Ba)KHEHIIIME CMBICIOBBIC AaKIICHTHI,
HO B MEPBYIO O4Yepelb OHU OTpa)kajdu CUH-
TaKCUYECKHE W KOMITO3HIIMOHHBIE OCOOEH-
HOCTHU MPOUYTEHUSI TEKCTA.

CuHTakcuueckasi CTPyKTypa Oorociy-
KEOHBIX TEKCTOB BOOOIIE YPE3BBIUANHO

2019,4

Ba)KHA ISl IPAKTUKW YTCHUS U MEHUS], TaK
KAaK «IPAMOTHOE CTUXOBOE YJICHEHUE U Me-
JIOIMYECKOEe MHTOHMPOBAHUE AAIOT MHOITIA
€IMHCTBEHHYIO BO3MOXKHOCTbH aJIEKBAaTHOTO
CMBICIIOPA3INICHHAS» U TIPUOTMIKAIOT CITy-
IaTeJIeu-npruxoxaH K BEpHOMY, KAHOHUYE-
CKOMY HCTOJIKOBAHHIO TEKCTA.

Baxneimas cocraBisiomas LUEepKOB-
HOTO YTEHHUS — WHTOHAIIMOHHBIE TMOTJa-
culbl. TepMHUH «Imoriacuuby 3auMCTBO-
BaH M3 TEOPHUU 3HAMEHHOIO POCIEBA, HO,
B OTJIMYHE OT IMEBYECKHUX, MOTIACUIIBI B
LEPKOBHOM YTE€HUU UMEIOT OOJIBIIYIO CBO-
001y ¥ 3HaYUTEIHLHOE BapUAHTHOE Pa3HO-
obpasue.

Kak u B 11acOBBIX NECHONEHUSX, B ME-
noguke ¢pa3 HANEBHOTO YTEHUS U BO3-
[JIACOB OMNPEIENSIOTCS TPU dTama: MeJo-
IUYECKOE HAYajl0, YUTOK U MEIOAUYECKOE
3aBepuieHue. BaXHEWIIUM MOMEHTOM
B COIVIACOBAHUH 3BYKA M CJIOBA U OCOOEHHO
CYILIECTBEHHBIM I NTOHUMAaHHUs CBSIICH-
HBIX OOTOyXHOBEHHBIX ITIAr0OJIOB SBIISETCS
MMOHMMAHUE U TPAMOTHOE HCIOJb30BaHUE
KJIay3yJIbl° — HHTOHAI[MM OKOHYAHUS CTHXA,
onpeneasieMON MOJIOKEHUEM TOCIEIHErO
yIapeHusl.

Brigenenue BaXHEMIIMX CIIOB U yAap-
HBIX CJIOTOB MPOUCXOJUT B ILIEPKOBHOM
YTCHUU U TIEHUHU HE TOJIBKO C MOMOIIBIO
PUTMHUYECKHUX M arorudyecKux MNpUEMOB,
HO W uepe3 BHEAPEHUE OCOOBIX JIaJ0BBIX
CPEIICTB: HaNpUMeEp, C MOMOIIBIO BO3Bpa-
LIEHUS MEJIOIMYECKON JIMHUN K OCHOBHOMY
YCTOWYMBOMY TOHY TIOClie Oojiee Wiu Me-
HEe 3HAYUTEJIILHOTO OTCTYILJIEHUS OT HETOo,
a TaKXe 4Yepe3 BBEICHHUE MEJIU3MATHKHU.
CylecTByIOT eIuHbIe CIOCOObI MOmuép-
KUBAHUS KIIFOUEBBIX CMBICIIOBBIX €IMHHUII —
4yepe3 MOBBIIIEHNE TECCUTYPhI U CBA3aHHOE
C 3TUM YCHUJICHUE TUHAMHKH, 4Yepe3 OcTa-
HOBKY M TPOJUICHUE BBIJIEISIEMOrO CIOBa,
a TaK)Ke Yepes3 CIOBOTOM paCIEB.

Crenenb MeNOAUYECKON CIOKHOCTH M
BApUAHTHOCTH HANEBHOIO YTEHHUS OMpeJie-
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JSIETCSL COOTBETCTBEHHO MEPAPXUM YTECHHUS
U uremna: «O0oiblIe TOP)KECTBa, OOJbIIe
pacneBHOCTU», TO €CTh YEM BbILIE CTENEHb
YUTAEMOIO TEKCTa M CTAaTyC YMWTAIOLIETO,
TeM 0oJiee CI0KHOE, MEAJICHHOE U PacIeB-
HOE YTEHHME JOJDKHO 3Bydarb. HerpynHo
3aMEeTUTh, 4YTO B OOrociykeOHOM NEHHUU
JpeBHeln Pycu neiictBoBaiia Ta e 3aKOHO-
MEPHOCTB: OT CTEIEHU TOPKECTBEHHOCTH
OorociyKeHusi MoAvYac 3aBUCENIa CTENEHb
Pa3BUTOCTH MEIU3MATUKU U €€ MPOTDKEH-
HOCTb. [Ipm 3TOM Ba)XHO OTMETUTH, YTO
BO3IVIACHI JUAKOHA 4aCTO HE OTINYAIIACH OT
COOCTBEHHO IEHUS, a IOPOM U MPEBOCXOAM-
JIM €70 TI0 MEJIOANYECKON CIIOKHOCTH.

UYro kacaercs 1amoBOrO CTPOCHHA IIO-
IJIacull, TO 3AE€Ch MOYKHO BBIJEIHTH Clie-
JTytolye o01ue ajis OOMXOAHOTO MEeHUs U
YTCHUS 3aKOHOMEPHOCTH:

— 00bEM 1000 M3 HUX HE IMPEBBIIIA-
€T NEHTaxOp/Aa, HO Yalle OTPaHW4YMBAETCS
KBAapTOBBIM JHAMAa30HOM;

— CTPOKa, TO €CTh OCHOBHOM TOH, ITIOYTH
BCET/Ia HAXOAUTCS B LICHTPAJIBLHOM y4aCTKE
JMaIa30Ha;

— pa3nuuue IOINIACHI] 3aBUCHUT OT MX
CBSI3M C Pa3IUYHBIMU [NIJACAMU 3HAMEHHOTO
pocIieBa, 4acTo IOIVIaCULbl INIACOB U 4Te-
HUI ONHPAIOTCSA HA OJHU U T€ )K€ MHTOHA-
LIUOHHBIEC IPUEMBL.

Takum o00pazom, MesonMKa MOIIACHUIL
HAIIEBHOT'O YTEHHS UMEET HE TOJIBKO OIpe-
NeNEHHYI0 3BYKOBBICOTHOCTH M OOIIME
C MEHUEM 3aKOHbl PUTMOMHTOHAIIMH, HO U
SCHYIO JIQJIOBYIO MPUPO.Y, OOIILYIO C JIpeB-
HEWIIMMHU JaJaMd 3HAMEHHOIO poclie-
Ba. OCOOEHHO Ba)XHO OTMETHUTb, UYTO IPHU
O3BYYMBAaHHUU MOJIUTBBI U YTELBl, U NIEBUHE
OPUEHTUPYIOTCS MPEkKIE BCErO HAa CMBICI
CBALLIEHHOTO TEKCTa, U COOOpPa3HO €My BbI-
CTPanBalOT UHTOHALIMOHHBIN MPOQUIb BbI-
CKa3blBaHUA. B 11€J10M XK€ MHTOHAIIMOHHAs
0a3a LIEPKOBHOIO MEBYECKOTO MCKYCCTBA U
LIEPKOBHOT'O YTCHMS PETYIUPYETCS LIEPKOB-
HBIM KaHOHOM.

Ha nanHbIif MOMEHT CyIIECTBYET CIIMILI-
KOM Mayio 3aUKCHPOBAaHHBIX OOpa3IoB
[IEpKOBHOTO 4TeHMsA. MacmraOHoe Hayd-
HOE OIMCAaHUE 3TOI0 HMCKYCCTBa BIIEPBBIC
ocymectnieHo O. B. Anydpuesoii: co3na-
Ha UCTOPUYECKAs U TEOPETUYECKasl Xapak-
TEPUCTHKA JAHHOTO SIBIEHMS, pa3paboTaH
BapHaHT TEPMHUHOJIOTHMH OOrociyxe0Ho-
IO YTEHUs, OCHOBAaHHbI Ha NMPUMEHEHUU
TEOPUU 3HAMEHHOIO POCIIEBAa U NPAKTHUKE
YTEeHUsI, 3aMeyaTiaéHHON B HayYHO-METOIU-
YecKHMX Tpyaax koHna XIX Beka*, a Taxxke
B YCTHBIX XapaKTE€PUCTUKAX OMBITHBIX YTE-
1noB. Bce ocHoOBomonararoue TEOpeTH-
YeCKHEe TMOHSTHS, KOTOpbIE B JlajbHEHIIEM
NpeyIoKEeHbl B JaHHOU CTaThe, 0a3UpYIOT-
csl Ha mpuMepax o0pa3oB OOrociIykeGHOrO
YTEHMSI, OTHAKO MHOTHE TEPMUHBI HE MEHEE
Y4acTO UCIIOJIB3YIOTCS U B IEBYECKOM ITPOU3-
HECEHHMH LIEPKOBHBIX TEKCTOB, B YaCTHOCTH,
B TE€X MaJOpacneBHBIX 00pa3lax, KOTOphIE
UCIIOJIB30BAaHbl B JIYXOBHBIX COYMHEHUSIX
PaxmanunnoBa.

OTtmeTuM HEKOTOpblE, Haubojee pac-
MIPOCTPAHEHHBIC IPUEMBI:

1. Crpoka — OCHOBHOH 3BYKOBBICOT-
HBI TOH, HA KOTOPOM ITPOU3HOCHUTCSI TEKCT.
OTO BakHeNIIee MOHATHE U Ul HAaleBa, U
JUISL 9TEHUS, TPUEM, BBIOJHAIONINN POJb
U MECTHOIO YCTOSl, U TOYKH OTCYETA IS
NOCJIEYIOMIMUX IMONEeBOK. ba3oBblli TOH —
CTPOKa 3aBHCHUT TaKX€ M OT TOr0, KaKOu
KaHp 00rociIy,KeOHOro MOCIIEJOBaHMS BO3-
IJalaeTcss B JaHHbIM MOMeHT. Hampumep,
KaHOH ko CBsaromy llpuuacturo umrtaercs
Oosiee BBICOKHM, a CIEIOBaTelIbHO, Oosee
TOPKECTBEHHO 3By4YalllMM TOHOM; MPHU YTe-
Huu CesimieHHoro I[lucanus ToH rojgoca mo-
CTENIEHHO BO3BBIIIAETCS OT CAMOI'0 HU3KOTO
K HanboJiee BEICOKOMY.

2. UYuTOK — NpOU3HECEHHE TEKCTa Ha
OJTHOM BBICOTE, Halle BCEro crpoke. Kaxk-
IBIA YTl ompeneiseT 1 cedd Hen3MeH-
HbIli TOH, MPUHHUMAas BO BHUMAaHUE Hau-
OOJBIIYI0 3BYYHOCTb M BBIHOCIHBOCTH
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cBoero rojioca. IlpousHecenue BCiayx A0-
CTaro4yHO OONpIIMX (parMeHTOB TEKCTa
rOJIOCOM OIPEICTEHHON BBICOTHI W CHUJIBI
TpeOyeT OT LIEPKOBHOTO yTella 3HAHMS Ha-
BBIKOB MPaBUJILHOTO MEBYECKOTO JbIXaHUs
U 3ByKOBeleHMs. VIMEHHO Takue mpuMepbl
C TOCTENEHHBIM MOBBIIICHUEM TECCUTYPBI
MPU TMOYTH POBHOM UUTKE MPUCYTCTBYIOT
B pszie yacteit «JIutyprun Cearoro Moanna
3naroycray PaxmMaHuHOBA.

3. TMormacuna — menonuyeckas Qop-
MyJia JJisi YTeHHUs HapacleB TeKCTOB Ber-
XOro 3aBeTa, EBaHre us, MOJUTB U MECHUS
LIEPKOBHBIX NIECHOINEHUN. B TyXOBHBIX CO-
YUHEHUsAX PaxmMaHWHOBA 4acTO MCIOJb3Y-
€TCsl MPOoCTas Momiacuild, TO €CTh MEHHUE
Ha OJTHOM TOHE C BEPXHUM U HH>KHUM OIle-
BAaHMSMU: HIKHEE OICBAaHHE MOXKET IOSB-
JATHCS KaK B HadaJje, Tak ¥ B KOHIIE (Ppassl,
a BEpXHEe — TOJIbKO B Ha4aJbHOU MOTEBKE
1 Ha 0c000 3HAYMMBIX ciaoBaxX. [1ogoOHbBIE
MpUMEPHI OYIyT paCCMOTPEHBI B alIbHEH-
IIeM.

4. Tlepuon — MenoaUYECKOE MOCTPOE-
HHE, COOTBETCTBYIOIIIEE OJTHON CTPOKE TEK-
CTa, BBIJICJICHHON 3HAKaMHM MYHKTYalluH.
B nyxoBHbIX coumHeHHsX PaxmaHuHOBa
B OCHOBHOM TEPHOJbI COOTBETCTBYIOT MY-
3BIKATPHOMY YJICHCHHIO, KOMITO3HITUS 00-
pasyeTcs U3 pa3BUTUSA U B3aUMOJICUCTBUS
Pa3JIMYHBIX IEPUOAOB-CTPOK.

5. OcraHoBKa — MPOMEKYTOUHOE OKOH-
YaHUeE MOIVIaCUIIbl HAa YUTKE, C MPOTATUBa-
HUEM IOCIEIHEr0 MIACHOTO 3ByKa. OJTOT
00s13aTeNIbHBIN MPUEM CBSI3aH C 3aKOHOMEP-
HOCTSIMM JIBIXaHUSI U XapaKTEpeH Kak s
LIEPKOBHOTO MEHMs, TaKk U uTeHusa. Ocra-
HOBKH COOTBETCTBYIOT MOMEHTAM CMBICJIO-
BBIX LI€3YP U B3STHUIO AbIXaHUS HA CIEAYIO-
WA TEPUOI.

6. KoneuHbIl TOH — Ta BBICOTA, K KOTO-
pOM IIPUXOAUT MEJIOJMKA HAIEBHOIO PEYH-
TaTMBa Ha TMOCIEIHEM pabdoyeM yaapeHuu
nociieAHero mnpeaiaoxenus. Hanmpumep,
B Bo3Iyiace «Bcskoe abIxaHue» MOXKHO BbI-

2019,4

SIBUTH CIIEAYIONINE XapaKTEPHBIE IS UTe-
HU d7eMeHTHI (mpumep Ne 1).

[Tpumep Ne 1 JInakoHCkuil Bo3Iac

«Bcsxoe nprxanue

— CcTpoka (OCHOBHasi BBICOTA UTEHUS,
B IIPUMEPE — TOH g);

— TOIJIaCHUIIa TBOWHOTO OTeBaHus (0Ompe-
JenseT aMOuTycC J1a/ia; B IpUMEpe OH paBeH
KBapTe);

— KOHEYHBI TOH C OCTAaHOBKOW Ha HEM
(¢bunanmuc naga, B mpuMepe — TOH e, OH SIB-
JIIETCSI CAaMBIM HU3KHUM).

Haubonee wuHTEpecHO! B OTHOIICHUU
NpuEMOB UYTEHHUS SIBISIETCSl BTOpas 4acThb
«JIntyprunm» PaxmanunoBa «biarocnosu
nyme mos locmoma» (mcamom 102). Ona
Mpe/ICTaBIsIeT COOOM MOCTOSIHHBINA KOHTpa-
MYHKT NapTUU MCAJIMOJIUU aJIbTa U OCTaJlb-
HBIX TOJI0COB Xopa (mpumep Ne 2).

[Ipumep Ne 2 [TapTus ansra
n3 yactu «bnarocnosu nyme mos ['ociona»
«Jlutyprumn Cearoro Moanna 3natoycra»

C. B. PaxmManuHOBa

O —3— —37 —3—
. ; T

—30 33— =37
—, —

P
bna-z0-cno-eu dy-we mo-1 lToc - no oa, U 6CA GHY-MPEH-HA-5 MO

AnpTOBas NapTUs CTPOUTCS 110 MPUHLIU-
Iy YUTKa, HO B HE HaOII0AaI0TCs MoCTe-
NIEHHbIE TOABEMBI M OITyCKaHUs TOHA (OYEHb
XapaKTEePHBIA NPUEM JJIs IITUTENBHOIO YTe-
HU$), @ TAK)KE OTHOKPATHOE UCTIOIb30BaHHUE
WMHTOHAIIMM 3aKpymieHus («...0T HeTye-
HUs...»). Taxxke mexay ¢pasamu «OOHO-
BUTCS KO OpPJIA IOHOCTH TBOsI» M «TBOpsi
MUWJIOCTBIHIO...» HaOmrofaeTcs BO3BparT —
C BBOJTHOM CTPOKH Ha TOHE b Ha OCHOBHOM
ToH d. B Toil xe (paze, 3aBepuiaromieit
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gyreHue (Tocie KOTOpOil albT BO3BpallacT-
Csl B COCTaB XOpa), €CTh CUTHAJIbHAS MHTO-
Halws ¢ pabouyuM ynapeHneM — CKa4oK Ha
KBUHTY BBEpX Mepea MOCICTHHM TOHOM
(mpumep Ne 3)

IIpumep Ne 3 ITapTus anpra
u3 yactu «bnarocnosu ayuie Mo I'ocrionay,

(dhpaza «OOHOBHTCSI SIKO OPJIAL. .. »,

BO3BpAaT U CUI'HaJIbHasd MHTOHA WA
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Bo Bpemsi uTeHust XOpoBasi apTUs BbI-
TIOJTHSIET TOJIBKO COTPOBOXKIAIONIYIO (YHK-
LUIO, [T0’TOMY B MEHbIIEH CTENEeHU OIH-
paercst Ha MPUHLUIIBI [IEPKOBHOTO YTEHUS
— HamOoJiee MoKa3aTesieH B 3TOM OTHOIIe-
HUM XpoMmaTtnyeckuil xox Ha «brarocinoBu»
B TakTe 20.

Pa3znen «Cnasa Oty u Ceiny u CBsiTO-
my Hyxy» (mpumep Ne 4) BHOBb MpeACTaB-
aseT coOOl KIACCHMUECKUH YUTOK B TPEX
BEPXHUX MapTUsxX; O0acoBas *ke MapTus co-
OTBETCTBYET XapaKTepy TOPHKECTBEHHOTO
CBAILIEHHUYECKOIO BO3IIaca — C KBapTOBHI-
MU ¥ KBUHTOBBIMH CKauyKaMHU.

IIpumep Ne 4 [Taptus 6aca
u3 yactu «bnarocnosu ayuie Mo I'ocrionay,
tdpaza «Cnasa Oty u Ceiny u CBITOMY IyXy...»
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3aBepiaercss ncajoMm rnocienHeil ¢pa-
304 anpra-yrena. lIpu sTom BTOPOM HO-
MEp HE 3aBEpIIAETCA: MOCIIE NcaaMa TaAKXKe
IpENonaraeTcst Manas eKTeHHsI, IPU 3TOM
XOpOBasi MapTus MpeacTaBiIseT co0oil Tpoii-
HOoe moBTOpeHHe (pa3bl-untka «locnoau

NOMUITYI» ¢ HW)KHHM OIleBaHueM, a ¢pa-
3a «Tebe T'ocmogm» — ¢ BepxuuMm. [laptus
ajbTa, XOTS U YKJIaIBIBAIOTCS B OOIIYIO TaK-
TOBYIO METPUYECKYIO CETKY, HO MpPH 3TOM
cleyeT MpaBujiaM COINIACOBAHMS TEKCTa U
HareBa IIEPKOBHOTO YTEHHUSI.

Bosmac «l'ocmogu cnacu 6marouectu-
BbIS» B Hauaje IIECTOM 4acTH 3aduKcu-
poBaH PaxMaHMHOBBIM KaK HOTHasl 3aMuCh
TpaauLIMOHHOTO yTeHus. [lapTus compano
70 MeNbualmx MmoapoOHOCTEH OTpaxa-
€T THUIIMYHBINA CBSIICHHUYCCKUNA WIH IH-
AKOHCKHMI BO3MJIac: OH VYJOXKEH B paMKH
YETHIPEXJOJIBHOIO TAKTA, HO TIPU 3TOM PHUT-
MUYECKUNA PHUCYHOK CIEAYeT 3a TEKCTOM,
a B MEJIOAMH BEPXHETo I0JI0Ca UCIOb3YeT-
Csl TOJIBKO JIMILIb YATOK C JBOMHBIM OIlE€Ba-
HUEM (TOH BBEPX — MOJIYTOH BHU3) U cOpocC
Ha TEPIUIO TIepe] KOHEUHBIM TOHOM CTPOKH
(mpumep Ne 5).

IIpumep Ne 5 ITapTus conpano
u3 yactu «locroau cnacu 6J1aro4ecTUBBIST,
HadaJIbHbIM BO3IIAC

. .. .. 2

r o r r T f o — —— e
o —r f .. I 1 = f H : ]

; ¥— T 1 H ¥—F—F
T [y -
u  Ces-mo-my Jy - xy, u

A
» |

1T
N

T8
TR

- ku  ee - Koe!

B pa3nene «/la uconusrcs ycra Haia»
C CaMOro Hayajla MOXXHO OTMETHUTh OJVH
XapakTepHbIM NPUEM YTECHHS — BBIICICHUE
yOApHBIX CJIOTOB MOAHSATHUEM TrOJOcCa Ha
TOH. ET0 MHOrIa mMcnoab3yroT s Opuaa-
HUSI HAMOOJIBIIIETO CMBICIIOBOTO BBIJICTICHUS
TOTO WJIM MHOTO Bo3riaca (mpumep Ne 6).

[Ipumep Ne 6. ITapTtus comnpano
13 yacTu «/la ucronuATcs ycra Hamay,
HayalbHbIN BO3IyIac
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[Tpumep Ne 7 OTtpriBOK U3 «Benukoro cmaBociaopusi»y,  HOB, TOCIIOACTBO TEKCTA HAIl MYy-
napTuu aneTa M 6aca  3bIKOM (KPacHMBOCTh MY3BIKH HE
N Ry JOJDKHA OTBIIEKAaTh OT CMBICTA
TR+ 7> % *—F F  F =t TEKCTa) U COOTBETCTBEHHO IOJ-
T T e e e T ‘b YUHEHHE PUTMA MYy3bIKAJIBLHOIO
L e N (N B G R PHUTMY CIOBECHOMY, OTCYTCTBHC
— ; = — 3HAYUTEIILHOTO pacTsHKeHUS
T T eewn e e e Bl CJIOTOB, HETOPOIUJIMBOCThH JIBU-
: = —- = = = JKEHUsI MY3bIKAJIBHOTO BPEMEHH,
- S0 T YHOTpeOIeHne  eCTeCTBEHHbIX
TOJIOCOBBIX PETHCTPOB (0€3 Tec-

B mnecnonennn «CnaBocimoBue Benmn- — CHUTYpHOTO HampspKEHUs).

koe» u3 «BceHomHoro OxeHuUs» TaKxke
MOXXHO PacloO3HaTh HEKOTOPHIE MPUHLIHUIIBI
LIEpKOBHOTO uTeHMs. Hanpumep, B HeW XO-
pOILIO 3aMETHO BBIJIEJICHUE COJBHBIX Map-
TUil 0aca M TeHopa, ¢pas3bl KOTOPHIX BCTY-
MAKOT APYT 3a APYTOM. ITO SIBJISIETCA SIBHOU
OTCBUIKOM K LEPKOBHOMY 3BYYaHHUIO JIBYX
rOJIOCOB IPOTOJUAKOHOB, KOTOpPBIE IOKOT
BMECTE€ UMEHHO B 3TOM paszjeje Oorociy-
xenus (mpumep Ne 7).

[IpoBenéHHOE HccnenOBaHKUE IO3BOJIS-
€T cleJyaTh CIEIyIOINe BBIBOABL. B coum-
HeHUsAX PaxmMaHuHOBA BOCCO37aHbl 00Pa3bl
3HAMEHHOTO MEHUSl U LIEPKOBHOTO UTEHUS
C HUX XapaKTEPHbIMU CTUIUCTUUYECCKUMU
ocoOeHHOCTSIMU. BBeneHue apeBHeEpyc-
CKMX pOCIIEBOB COBIIQJIa€T C OCHOBHBI-
MU JYXOBHBIMU BEPIIMHAMU CIIY>KEHUS U
BOCIIPUHUMAETCA KaK TDIIyOMHHOE OTpa-
KEHUE TyXOBHOCTH PYCCKOIO HApoOja, €ro
MPABOCJIIABHOTO BEPOBAaHHUS M BBICOKUX
HPABCTBEHHBIX OpUEHTHUPOB. B HEM conep-
KaJI0Ch Ha3HWJIaHHWE AylIe, OHO ObLIO CIO-
COOHO yTEWUTh CKOPOSIINX, BO3HOCUTH
Iy MOJIAIIUXCA K Hebecam, naBas UM
ONaroflaTHYIO CUITY.

Cyl111eCTBEHHO, YTO 3HAMEHHBIN POCIIEB
COCTaBJISUI C LIEPKOBHBIM YTEHUEM €IUHOE
LIE€JIO€, €AUHBIA CTUJIEBOM U JyXOBHBIA Op-
raHu3M. JlJiss JaHHOTO CTWUJIA XapaKTEePHbI
JUAaTOHUYHOCTb, COXPaHEHWE TOHYaWIIEH
muddepeHIam clioB, COIaCOBAHHOCTD
O0rocimy>ke0HOTO M MEJOJUYECKOro IIjia-

[Tpu 3TOM M 00pa3ubl 3HAMEHHOTO POC-
II€Ba, U MPUEMBI HAIIEBHOTO YTEHUS B Jy-
XOBHBIX COYMHEHMSX PaxmaHuMHOBa oOKa-
3BIBAIOTCS B CTUJIEBOM KOHTeKcTe «HoBoro
HaIlpaBJICHUS», CBHITPABIIEIO 3HAYUTEIb-
HYIO pOJIb B MCTOPUHU DPa3BUTHsI OOrociy-
xKeOHoW My3blku. Kak wm3BecTHO, TBOpuYe-
CKHE NPUHUUIIBI KOMIO3UTOpOoB «HoBoro
HaIpPAaBJICHUA» CBOJWINCH K CTHIHM3ALMUU
WM TOYHOMY BOCIIPOM3BEICHMIO APEBHETO
HareBa (B KaueCTBE HCXO/IHOTO MaTepuara),
ero o0paboTKe Mo IMpaBUJIaM HapOAHO-IIE-
CEHHOHM MOJAT0JI0COYHON Monu(oHUH B yc-
JOBUSAX HATypaJbHO-JIAI0BOM TApPMOHUMU.
BaxxHOe 3HaueHHME MHOTHE KOMIIO3UTOPBI
JTOr0 HAIpaBJICHUS, B TOM yucie Paxma-
HUHOB, IPUAABAJIN ONOPE HA MHTOHALIMOH-
HOCTb C OJIM3KON JPEBHEPYCCKUM POCIIEBAM
IIUPOKO JIBIOLIEHCS, NMPOTSHKEHHOM MEJo-
THEH.

IIpu 3TOM B 3ByYaHHMH Ja)XXe KaHOHHU-
YECKUX HAIICBOB IOSABISAETCS JIMYHOCTHOE
OTHOIIIEHHE K BOIUIOLIAEMOMY oOpasy, XKH-
BOE€ IIPOYYBCTBOBAaHUE TEKCTA, 3HAYUTEIIb-
Has cBoOo/ma BeICKa3piBaHMA. Cl0BO (Zaxke
CBALLEHHBI TEKCT) paccMaTpHUBAETCS Kak
Marepuall, TpeOyIOUIMi O0XXHUBICHUS, OXy-
XOTBOPEHMS, a caMa JMYHOCTb aBTOpa,
€ro MHUpPOBOCIIPUSATHE W MHUPOCO3EpPLAHUE,
SMOLMOHAIBHBIII MUpP U JIyXOBHBIE MPHO-
PUTETHl — KaK OCHOBHON OOBEKT pacKphbl-
THs yepe3 TekcT. Kpome Toro, PaxmannHoB
TOHKO IepeaéT He TOJIBKO CaMO CTPOWHOE
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Y COIVIACOBaHHOE 3By4YaHHE OOrOCITyKEHHUS,
HO U BHYTPEHHE HAIIOJHEHHYIO MOJINTBEH-
HYI0 THILIVHY, U3 KOTOPO! U POXKIAETCs BCE

OeckoHeUHOe pa3zHooOpazue oOpalmeHui
k bory, 3aneuatnéHHbiXx B Bo3MIacax, ure-
HUSX Y IECHOTICHUSX.

<S> TIPUMEYAHUA <>

' Anydpuesa O. B. Kanonumyeckoe Ha-
NEBHOE YTEHHE KaK (PEHOMEH MY3bIKaJIbHOTO
UCKYCCTBA: AMC. ... KaHJ. UCKYCCTBOBEICHUSI.
ExarepunOypr, 2014. 224 c.

2 lurata mo aynMoMCTOYHUKY: J{MakoH-
ckoe uckyccrBo B IlpaBociaBHoii LlepkBu.
© OO0 DISAM, 2006. 1 CD-ROM.

3 Kunaysyna — ot nar. clausula — 3akmrode-
HUE.

* Cwm.: AnyoppueBa O. B. CoBpemeHHOE
COCTOsIHME OOrociayXeOHOTrO YTeHHUS M MYyTH
BOCCTAHOBJICHUSI Tpaguluu (Ha MpumMepe
ropogoB Ilepmckoit emapxum) [2]. anHas
cuctema chopmMupoBaHa Ha 0aze Kak cCylle-
CTBYIOIIIMX HAay4YHBIX MCCIIEJI0BAaHUH, TaK U Ha
OCHOBE TEPMHUHOJIOTUHU, OBITYIONIEH Y LIEPKOB-
HBIX YTELOB.
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beHeaeTTOo Mapueano. K npo6aeme yHMBepcaAM3Ma AUYMHOCTH

B mnactosmee Bpems ocoboe BHUMAHUE YIEISAETCS H3YUYCHHIO HACIEAHs MPOIIIOTO.
[TosiBnsitOTCST TOKYMEHTHI B OTKPBITOM JOCTYIIE, IPOJIUBAIOIIME CBET HA TEMHBIE MSATHA UCTOPUU
My3blkd. OnHO# U3 duryp, us€ UM He3aciy:KeHHO 3a0bITo, ABIseTcs benenerro Mapuemnno —
WU3BECTHBIN B CBOE BPEMSI UTAJBbAHCKHI KOMIIO3UTOP U NOJIMTUYECKUI AEATENb EPBOM OJIOBUHBI
XVIII Beka. B crarbe cTaBUTCS 3a7a4a BOCCO3AaTh TBOPUECKUN MOPTPET UTAIBIHCKOTO MAacTepa.
BriepBbie npeicTaBlIeHbI TaHHBIC U3 MHOCTPAHHBIX HCTOYHUKOB, PACKPBIBAIOIINE OCOOCHHOCTH €r0
ounorpaduu. Ha ocHOBaHMM aHaM3a 0TOOPAaHHOTO MaTepHuaia JeJiatloTCs BEIBOIBI O HEOOXOIUMOCTH
MepecCMOTPeTh 3HaueHHe Hacieaus benenerTo Mapuemsio B KOHTEKCTE Pa3BUTHS UCTOPUU
MY3bIKAJIbHON KYJBTYpHI. [[eaTenbHOCTh Xy/IO)KHUKA TECHO CBSI3aHA C PAa3BUTHEM KaHpPaA OMEPHI,
OypHo mporekaBmieM B Benemuu B mepuon koHna XVII — nmagama XVIII Beka. O3HakoMieHHe
C HEKOTOPBIMH (paKTaMHU TBOPUYECKOTO ITyTH MAaCTEPa MO3BOIUT COBPEMEHHBIM MYy3bIKAaHTaM TITy0XkKe
MPOHUKHYTh HE TOJBKO B CHEHHU(HUKY MPOU3BEIEeHUN Mapuemio, HO U MO0-HOBOMY OCMBICIUTh
npobieMaTuky BeHennaHckoit onepsl X VIII cronerust.
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Benedetto Marcello. Concerning the Issue
of Universalism of the Personality

At the present time special attention is being paid to study of the heritage of the past. Various
documents which shed light on the blank spots of music history become available to public access.
One of the figures whose name has been undeservedly consigned to oblivion is Benedetto Marcello
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— an Italian composer and political activist of the first half of the 18th century well-known in
his time. The article sets the goal of recreating the artistic portrait of this Italian master. For the
first time information is presented from sources from other countries disclosing the particularities
of his biography. Analysis of the selected material leads to the conclusions of the necessity of
reevaluating the significance of Benedetto Marcello’s legacy in the context of the progression of
the history of musical culture. The artist’s activities are closely connected with the development
of the genre of opera which gustily proceeded during the period of the late 17th and early 18th
centuries. Familiarization with certain facts regarding the master’s artistic path would make it
possible for contemporary musicians not only to delve more deeply into the specific features of
Marcello’s compositions, but also to comprehend anew the problem range of 18th century Venetian

opera.

Keywords: Benedetto Marcello, the treatise “Fashionable Theater,” 17th and 18th century
Venetian opera, “Arcadia” academy, Antonio Vivaldi, Johann Sebastian Bach.

M benenerro Mapuemio B Haiue

BpEMSI M3BECTHO B OCHOBHOM Y3-

KOMY Kpyry mnpogecCuOHAIbHbBIX
My3bIKaHTOB. BMecTe ¢ TeM COYMHEHHUS
ATOr0 UTAJIBSIHCKOTO KOMIIO3UTOpa MEepBOM
nosioBuHbl X VIII Beka B cBOE Bpems ObLIH
HIMPOKO MOMYJsApHbI Kak B Urtanuu, Tak u
3a €€ npeaenamu. Brmote 10 XX cronerus
MHTEPEC K TBOPUYECTBY XyAOKHUKA IIPOAOJI-
*aJ Bo3pactars. O HEM Kak O BeJIMYaIIeM
reann Beneuuun ot3biBanach JKopx Canp
B pomaHe «KoHcyano». B mpouiom crone-
TUU €r0 HaclIeUe MPUCTAIBHO M3Y4alocCh
MY3BIKaHTAMHU BCETO MUPA, OJJUH W3 ITyOIIH-
LUCTUYECKUX OIyCOB KOMIIO3UTOPA — CaTH-
puueckuii mamdret «ll teatro alla moday
(«Monnbiit Teatp») [15] mepeBomwmics Ha
MHOTHE SI3bIKH. DPparMeHThl COYMHEHMS
OMyOJIMKOBaHBI M B PYCCKOM TiepeBoje [3,
c. 140-153].

B coBpemeHHOII My3bIKaJbHON KYJIb-
Type HaOmIoaeTcs TEHJACHLIMS K pacllu-
PEHUIO TOPHU30HTOB, B pENEpPTyap BKIIO-
YalOTCS PENKO HCHOJHSEMbIE COYMHEHHUS
KOMITO3UTOPOB, 0CO00€ BHUMAHUE MPUBJIE-
KaeT uTanbsiHckoe ucKkycctBo XVII-XVIII
Beka. Ha omnepHbIX clieHax BO30OHOBIISIIOT-
Cs MOCTaHOBKM IeneBpoB A. Bupanbau,
A. Cxkapnarru, [x. Ilepronesn u apyrux

MacTepoB. B cBsi3u ¢ BOCTpeOOBaHHOCTHIO
MY3bIKQIBHOTO HMCKyccTBa MTanuu snoxu
XVII-XVIII croneTus mosiBisieTcss HE0OX0-
JTUMOCTH 00paTUThCS K U3YUEHHUIO €T0 0CO-
O6ennocreil. B HacTosiee Bpemst Omarogaps
BO3MOXHOCTSIM HTepHEeTa M pa3BUTHIO
COBPEMEHHBIX TEXHOJOTUHA B CBOOOTHOM
JIOCTYTE€ OKa3bIBAIOTCS MHOTHE JIOKYMEH-
Thl, OCTaBaBILIMECS paHEe 3a MpeaeIamMu
nocsiraeMoctu sl yu€Heix. Hecmorps Ha
TO, YTO IIpou3BeAcHus benenerro Mapuen-
JI0 IPOYHO BOIIUIX B perepTyap MHOTHX HC-
MOJIHUTEJIEH, TBOPUYECTBO KOMIIO3UTOPA IO
cell IeHb U3YUYEHO JIaJIeKO HE MOJIHOCTHIO.
Paccmorpenne 6uorpadum Mactepa u aHa-
JIM3 €r0 COYMHEHHI Ha OCHOBE MaTepHUAJIOB,
CTaBILIUX JOCTYITHBIMU COBPEMEHHOMY MY-
3BIKOBEJICHUIO, TIO3BOJISIIOT OUYEPTHUTH Ooee
YETKO TBOPYECKHM MOPTPET 3TOW yIUBU-
TEJIbHOMN JIMYHOCTH.

Jluteparypa, NOCBALIEHHAS >KU3HHU H
TBOopuecTBy b. Mapuenno, mano4yucieH-
Ha. B oTeuecTBEHHOM MY3bIKO3HAHUU €TO
TBOPUYE