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Mo6uAbHbIe POpMbI B apXUTEKTYpeE, XKMBOMMUCU U MY3blKe
KaK NapaAMrma CoBpeMeHHOro npoCTpPaHCTBEHHOro obpasa mupa

OOBeKTOMUCCIIeIOBAHUS CTAHOBATCSTOABIKHBIE )OPMBIBAPXUTEKTYPE, CKYIBIITYPE, KUBOTIHCH
1 My3blke XX BeKa, ITOSBUBIIKMECS B MCKYCCTBE M )KU3HH UYEJIOBEUECTBA B CBA3U C U3MEHEHUEM
KOHIIENTYaJIbHBIX OCHOBAaHUI Hayku, Qpuiiocodpuu u KyasTypsl. [Ipobiema rcciaeoBaHust COCTOUT
B OIpENEICHNH OOIIMX OCHOBAaHMHA — OOBEAMHSET JIM BCE STH SKCIEPUMEHTAIBHBIE (OPMBI
oOuiasi mapajgurma, OCHOBaHHas Ha (yHJAaMEHTaJbHOM IepeocMbiciieHnn mupa? HoBartopckue
OTKPBITUS Haykd XX Beka c(HOpMHUpPOBAIM HOBBIN, HEONHO3HAYHBIM, MHOTOYPOBHEBBIH METO[
MBIIUICHHS], TOPOKIAIOIINN CI0XKHYK, MHOTOMEPHYIO XYI0KECTBEHHYIO 3nucTemy. IlonBrxHbIe
(GopMBI CTamu BBIPAKEHHEM HOBOW TOUKM 3PEHHMS Ha COBPEMEHHBIM MUpP. MeTonoimornyeckoi
OCHOBOW pabOTHl CTaM WCCIECIOBAHUS IO HCTOPUU W TEOPUU COBPEMEHHOTO HCKYCCTBA M
apXHUTEKTYPHI, prnocodun u HayKu. MeToI0IOTHs UCCIIEIOBAHNS: MHOTOMEPHBIN aHAIN3 HAYYHON
JUTEPATYPHI 10 TEOPUU M UCTOPHUU APXHUTEKTYPHI, HCKYCCTBA, Hayku U Quiuocopun XX Beka;
rpad0aHATUTUYECCKHII aHAIM3 KOMIIO3UIIMOHHBIX CTPYKTYP XyHOKECTBEHHBIX U apXUTEKTYPHBIX
MIPOU3BENICHUH, a TakkKe 00bEMHO-IIPOCTPAHCTBEHHOE MOJIEIMPOBAHNE; CPAaBHUTEIbHBIN aHAIU3
KOMIIO3UIIMOHHBIX TEXHUK U METOI0B BU3yAJIbHOTO, APXUTEKTYPHOTO U MYy3bIKaJIbHOTO aBaHrapaa
XX Beka. BeiBoJIbI HCCIIeTOBaHMS: BHUMAHHE CKYCCTBA CTAJI0 3aHUMATh BEIPA)KEHUE TITyOMHHBIX U
MIOJIBMKHBIX BOCTIPUSITHI CO3HAHUS YEIIOBEKa, peIICKCHsI O MUPE, OCO3HAHUE Ce0s1 B KOCMHYECKOM
MPOCTPAHCTBE, BUJICHNE HECTAOMIPHOCTA U MHOTO3HAYHOCTH 00pa3a BceneHHoil, B KOTOpoi Bcé
CTPEMUTENBHO MEHSETCSA U BCE MHOTO3Ha4HO. HayuyHass HOBU3HA 3aKII04AETCS B CHCTEMATU3AUI
MOJBMXHBIX ()OPM B Pa3HbIX BHJIaX MCKYCCTBA, OTKPBITHM CBSI3€H MEXIy HUMHU U HAyYHBIMH U
¢mnocopckuMu OCHOBaMH, BBISBICHUH OOIIMX OPTaHU3AIMOHHBIX M KOHCTPYKTHUBHBIX HIEH
MOJBIKHBIX (POPM, OIpeesICHIH OyAyIIUX MePCIIEKTUB PUMEHEHHUS TIOIBIKHBIX (HOpM.
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Mobile Forms in Architecture, Painting and Music
as a Paradigm of the Contemporary Spatial Image of the World

The object of research in this article is formed by the mobile forms in 20th architecture,
sculpture, painting and music which appeared in the art and the lives of humanity in connection
with the changes of conceptual foundations of science, philosophy and culture. The issue of the
research consists in determining the universal foundations, regardless of whether or not all of
these experimental forms are united by a common paradigm based on a fundamental reevaluation
of the world. The innovative discoveries of science in the 20th century formed a new, ambivalent,
multilevel method of thinking which generated a complex polyvalent artistic epi-system.
The mobile forms turned out to be the expression of a new perspective of the modern world.
The methodological basis for the world is comprised of the study of the history and theory of
contemporary art and architecture, philosophy and science. The methodology for the research was
comprised of the polyvalent analysis of scholarly literature on the theory and history of 20th century
architecture, art, science and philosophy; the graphical-analytical of the compositional structures
of works of art and architecture, as well as the capaciously spatial modeling; a comparative
analysis of the compositional techniques and methods of the 20th century avant-garde trends in
the visual arts, architecture and music. This research has shown that the expression of profound
and mobile perceptions of human consciousness, reflections on the world, self-realization in the
cosmic space, and the perception of the instability and polyvalence of the image of the Universe,
in which everything changes rapidly and everything is ambivalent, has also begun to attract the
attention of art. The scholarly novelty of the subject is present in the systematization of the mobile
forms in the various arts, the disclosure of the connections between them and the scientific and
philosophical foundations, the recognition of the common organizational and constructive ideas
of the mobile forms, as well as the determination of the future perspectives of application of
mobile forms.

Keywords: mobile forms, architecture, open plan, painting of action, sculpture, mobile forms,
aleatory technique.
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rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

O]l BO3JEHCTBHEM Hay4YHO-(PHUIIO-
coCKOW MBICIIK B OOJACTH H30-
Opa3uTeabHOM, JUTEpaTypHOH U
MY3bIKaJIbHOW ACTETUKHU MPOU3OLLUIH Kap-
JUHAJIbHbIE IIEPEMEHBI: B MCKYCCTBE H
JKU3HM 4desioBeyecTBa XX BEKa MOSIBUIUCH
OPUHIUIIMAIBHO TOABUXKHBIE (MOOMIIb-
HbI€, OTKPBITbIE, HECTAaOMIIbHbIE) (POPMBI
APXHUTEKTYPBI, CKYJIBITYPHI, IKUBOIHUCH
U MY3bIKU. [Ipobnema uccrnedosanusi co-
CTOUT B OMNpEIEICHUU OOUIMX KOHIENTY-
aJbHBIX OCHOBaHUW Hayku, ¢uinocopuu
U KyJIbTYpbl — OOBEAMHSIET JIM BCE 3TH
JKCIIEpUMEHTaIbHbIE (GOpMBI OO0IIas Tma-
pagurma, OCHOBaHHAasl Ha (PyHJIaMEHTalb-
HOM TiepeocMbicieHun Obitus? [ unomesa
uccnedosanus. MoouibHble (HOPMBI B HC-
KyCCTBE CTajJd MaTepHalbHBIM BOILIOLIE-
HUEM OOBEKTHUBHBIX 3aKOHOB MPOCTpPAH-
CTBa U MUPOBOM SHTPOIMH U TEOPHUH Xa0Ca,
KOTOpasi OTKpbLJa HOBBIE NEPCHEKTHUBBI
APXHUTEKTYPHBIX, *XUBOIUCHBIX U MY3bI-
KaJIbHBIX TMOCTPOCHHH, XYI0KECTBEHHOU
BBIPA3UTEIIBHOCTU W 3CTETUYECKOM Kpa-
cotbl. K MOABMWXHBIM U MOAYIBHBIM (Op-
MaM XyJIOKHUKHA OOpaTUIIMCh HE CIydaii-
HO: OHU BUJIEIU B MOOWIJIBHOCTHU MPUHIIUIT
MHUPONOPSI/IKA, a IEPEMEHHBIE U OTKPBIThIC
(hOpMBI UCTIOIB30BAIUCH KaK CPENICTBO Op-
raHu3aluu mMarepuana u Gopmel, oTpaxa-
omeil 00bLEKTUBHBIE 3aKOHBI BceleHHOM:
«Cny4daifHOCTh, TTOHUMaeMasi Kak OTCYT-
CTBME TOYHOM MPEIBUIUMOCTH, CTPOTOM
3aKOHOMEPHOCTH, OTNPEAEIEHHOCTU sBJe-
HUs1, CTAHOBUTCS B HAyKe HAIIIETO BPEMEHHU
OoJsiee CylIECTBEHHON, YeM paHee, KaTero-
pueit» [8, p. 30].
0630p ucmoynuxkos. B HayuHBIX HCCIIe-
noBaHusAx uckycctBa XX Beka (P. Jlanb
®danwpko, B.Kanguuckmii, A.Il. JlanuHa,
O.W. Jlekcuna, J>x. Manaensopot, A. My-
nuc, b. Poys, A. Tutkuna, I1. Tauman) koH-
CTaTUPYIOTCSA M MOAPOOHO HUCCIEAYIOTCS
CTUJIEBbIE U3MEHEHHUS U KOMITO3UIIMOHHbBIE
MPUHIUIIBI PAOOT aBaHTapIAUCTOB, HO OHU
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HE CBS3BIBAIOTCS C HAYYHBIMU OTKPBITHS-
MU U punocodpckumu mapaaurmamu [14].
V4y&HbpIMH OTMEUaeTCI MOOMIILHOCTD U He-
CTaOMIBLHOCTB (hOPM, KOTOPBIC TTpHOOpeTa-
IOT XapaKTep HOPMBI B HAyKe U UCKYCCTRBE.
B »Tux ycnoBusx «rimy0oKo 3aKoHOMEp-
HBIM CTAaHOBHUTCS BBEJICHUE CIYYaWHOCTH
B KU3Hb XyJI0)KECTBEHHOTO MTPOU3BEICHHUS,
CTpeMJICHUE MPUOTU3UTh €€ K CI0KHOCTH,
M3MEHUYUBOCTH, BCErja MPUCYTCTBYIOIIE-
MY 3JIEMEHTY HECTaOMIBHOCTH €CTECTBEH-
HBIX nporieccoBy [7, p. 18—19].

MeTtononoruaeckoii 0CHOBOM pPabOTHI
CTaJlu UCCJIENOBAaHUS HCTOPUM U TEOPUH
COBPEMEHHOTO HMCKYCCTBA M apXUTEKTY-
pbl, Qmiocopun U HAyKW POCCUHCKHX U
3apyOeXHBIX aBTOPOB. MeTomonorus uc-
CJeOBaHUs: MHOTOMEpPHBIM aHaIu3 Ha-
YYHOUM JTUTEPaATyphl 110 TEOPUH U UCTOPHUH
apXHUTEKTYpbl, UCKyCCTBa, Hayku U (u-
nocopuu XX Beka; aHalnU3 KOMIIO3HUIIU-
OHHBIX CTPYKTYp MPOU3BEACHUN H300pa-
3UTEJIBHOTO MCKYCCTBA W aAPXUTEKTYPbI
rpad0aHATUTHYECKUM METOAOM, a TaKke
00BEMHO-TIPOCTPAHCTBEHHOE  MOJEIHPO-
BaHUE; CPABHUTEIbHBIN aHATU3 KOMIIO3HU-
[IUOHHBIX MPUEMOB U (HOPMUPYIOIMIHNX Me-
TOJOB JKUBOTIMCHOTO, apXUTEKTYpPHOTO M
MY3BIKaJIbHOTO aBaHTap/a NEepBOW TpPEeTU
XX Beka.

Onun n3 HamboJiee 3HAYMMBIX HOBa-
TOopoB XX BEKa, BIOXHOBIEHHBIA HAECEH
oOHoBieHust uckycctBa, Jle Kopbio3we
MIPUMEHST CBOOOAHBIE (DOPMBI B apXUTEK-
Type, BBIPA3UBIIKNE UHOE OLIYIIEHUE MPO-
CTpPaHCTBA, JIt00asi 4acTh KOTOPOTO MOTJa
MTOMEHSATh CBOE MpeaHa3HaYeHue, 00pecTu
HOBYIO (DYHKITUIO ¥ HAIOJHUTBLCS IPYTUM
XyJI0’KECTBEHHBIM CMBICTIOM. XapaKTEePHbI-
MU TPU3HAKAMHU €T0 CTHJIS CPEIH MPOUYUX
ObLIM IOAHATHIE HaX 3€MIIEH OOBLEMHBIE
O0OBEKTHI ¢ HAXOMAIIMMHUCS IOJ HUMH KO-
JIOHHAMH, TUIOCKHE KPBIMIH-TEPPACHI, HC-
MOJIB3yEeMbIE KaK cajibl, Ipo3padnbie (aca-
JIbI, OOIIMPHOE BHYTPEHHEE MPOCTPAHCTBO
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MOMEIIEHUH CO «CBOOOTHBIM IIJIAHOMY,
MO3BOJISIOIINM U30€KaTh W30JUPOBAHHBIX
KOMHAT U MEePEeXOIUTh U3 OAHOU B JIPYTYIO
[18, p. 320]. XymoxecTBEHHO-3CTETHYE-
ckast koHnemniusi Jle Kop6ro3pe OCHOBBI-
BaJlach Ha «CBOOOAAaX» KOJOHH, CTOSIIUX
B OTKPBITOM ITPOCTPAHCTBE 37aHUsl; KapKa-
ca B KapKacCHOUW KOHCTPYKIIMU; TJIaHA BHY-
TpEeHHEN KOHCTPYKIIUU U, HAKOHEll, PyHK-
LIOHAJIbHOM HE3aBUCHUMOCTH KapKaca M
CTEH B OTHOILIEHUU K BHEIIHEH U BHYTPEH-
HEW KOHCTPYKLUIM 31aHUS.

HNcnaHckuil  apXUTEKTOP-MOIAECPHHUCT
Antonuo laynu-u-Kopuer B 1910 roay
3aBepuni CcTpouTenbcTBO Joma Muia
(JIa Tlempepa), mpemyiokMB HOBOE MJIS
TOTO BPEMEHM ILJIJAHUPOBOYHOE pELIECHUE,
BIOCJICICTBUM HA3BAHHOE «CBOOOJIHBIM
IUIAHOM». 3JaHWE€ W KBapTUPBI 3TOTO WIe-
CTUATAXXHOTO JIOMa OTIMYAeT CJOXHBII
KPUBOJIMHEHHBIN IIJIaH, JIOMaHblE O4YepTa-
HUS BHYTPEHHHX MEPErOPOJIOK, OTCYTCTBUE
BHYTPEHHUX HECYIIMX CTEH, MNOIIEPKKa
MEXy3TOXKHBIX IEPEKPHITUI KOJJOHHAMU U
HapY>KHBIMU CTE€HaMU, OTIOpa KPOBJIM Ha ap-
KaJlbl U PACIOJIOKEHUE Ha KPBIILIE TEPPACHI
CJIOXHOM KOMIIO3UIMU; JaXe BEHTHIISIIU-
OHHBIC TPYOBI, MAXTHI U JICCTHUIIBI 3TaHUS
UMEIOT CIIO’KHBIE TUIACTUYECKHUE PEIICHUS U
6romMopdHbIE GOPMBI.

BnusiTenbHbIA HEMEUKUNW apXUTEK-
Top-moaepHucT Jlronsur Mmuc BaH nep
Po> cozmaBanm 3maHuMs co  «CBOOOHHOM
MJITAHUPOBKOM», BHYTPU KOTOPBIX MOXKHO
6110 00pa30BBIBATh KBAPTHUPHI M KOMHA-
ThI pa3Horo pasmepa u ¢opmbl. Bosrias-
7515t MexXyHapOIHYI0 BBICTaBKY KUJIUIIA
B llItyTrapre, Pos pa3pabarsiBaeT nmpoekt
nocénka Baiicenxod (1927), B nomax ko-
TOPOro BCE MPOCTPAHCTBO, KpOME IOME-
HIEHHBIX B OTIAEIBHYIO CEKIMI0O KyXOHb U
yOOpHBIX, CBOOOIHO ¥ IPOU3BOJILHO JIEITHU-
JIOCh TOJBUXXHBIMH Tieperopoakamu. [ms
MexnynapoaHoi BbicTaBKM B bapceino-
He (1929) apXUTEKTOp CTPOUT MaBHIHLOH
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I'epmanun, npuHECIINIT aBTOPY MHUPOBYIO
U3BECTHOCTh. [[aBUJIBOH Tak»ke mpeacTaB-
aseT coboii cBOOOIHO MepeTeKarolee npo-
cTpancTBo: Muc Ban nep Pos ocBoboxma-
€T KOHCTPYKIHIO OT TSDKEIBIX HECYIIUX
CTeH, nmopyuas ux QyHKIHIO OTAEIBHO CTO-
SIIIIUM CTaJIbHBIM CTOMKaM, KpOME MPOUYUX
MaTepuajIoB HCHOJIb3yeT MHOTO CTEKIa,
a TaK)K€ UTPaeT NOBEPXHOCTHIO BOJIbI. Bui-
ny Tyrenarar B bpuo (1930) on cTpout Ha
JIByX YPOBHSIX, pa3/ielisisi Ha yeThipe PyHK-
[IUOHAJIBHBIE 30HBI CO CBOOOHBIM TIIIAHOM
B OOHOH 13 HUX. B 3TOM 1OM€e CTEKISIHHBIE
CTEHBI MOTYT aBTOMAaTHYE€CKHU CKJIa/IbIBATh-
csl, TaK 4TO 3/1aHUE U UHTEpPbEp 00bEINHS-
I0TCSl C OKpYyXaromum Janamadrom. bria-
rogapsi ILMPOKOMY MCIOJIb30BAaHUIO CTEKIa
€ro IoMa IIPOHU3BIBAIOTCS COJTHEYHBIM CBE-
TOM B COOTBETCTBHUU C OJIM3KOH emMy uiio-
codpueit Heotomuzma. B 1946-1951 rosasr
B [lneitno (Mnnunoiic) Pos ctpout 3Ha-
MeHUTBIH «CTEKISHHBIA JOM» IS YUKAr-
CKOM KeHUIMHBbI-Xupypra Oaut DapHcy-
opT. JloM mipeAcTaBisieT cOO0M MOITHOCTHIO
OCTEKJIEHHBIN OBl KapKac, CTOSIINN Ha
NPUNOAHATON HA CTOMKAX HAJ YpPOBHEM
pasnuBa Boabl maute. Jlom kak Oyaro ma-
PUT B MPOCTPAHCTBE: CTEKJISHHBIE CTEHBI
OTJIEJIEHBI OT HECYIIUX CTOEK. B mome Her
BHYTPEHHUX NEPEropoaoK, OH COCTOUT U3
€MHCTBEHHOW KOMHATHI, IOJIHOCTHIO pac-
KPBITOM B OKpY’KaroIuiil ero neizax [17].

B paborax YmOGepro boudonu «YHU-
KaJibHble (DOPMBI HEMPEPHIBHOCTH B MPO-
cTpaHcTBe» U «Pa3BuTHe OyTHUIKH B TIPO-
ctpanctBe» (1913), T'enpu Mypa («/Be
dbopmb», 1934; «KBagpatHas d¢opma
¢ mpopes3bto», 1960) m MHOrUX Apyrux
HanSIAHO TPUMEHSACTCS TPUHLMI HMEH-
HO JBIWKCHHUS OXHOM W TOH ke (HOpPMHI,
a 3HAQUYUT U3MEHEHUSI OJHOTO U TOTO XKe
oOpasa, yyBcTBa, cmbicia. Ourypsl bou-
YOHU MPEUCIIOIHEHbl JHEPTHH, CO3/ar0-
el BIleYaTieHHWe, YTO MpPEeAMET BOT-BOT
HaYHET ABUTAThCS. TaKUMHU XK€ TEKy4YHMMU
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Obut (D OPMBI OOBEKTOB Ha TOJIOTHAX M
B ckynbnTypax CansBagopa lanu. B cBsa3u
C MOJBIKHBIMHU (hOpMaMHu, TpEeTepIreBaro-
mHUMH MeTaMop(do3bl, HEOOXOIUMO YIO-
MSIHYTb pa3/ie]l MaTeMaTHKU — TOTIOJIOTHIO.
B Hel paccMmarpuBarOTCA CBOMCTBA IPO-
CTPAHCTBA, KOTOPHIE OCTAIOTCSI HEU3MEH-
HBIMH TIPH HENPEPBIBHBIX Je(opmanusix.
B »T0li Hayke QUrypupyroT MOHATHS TO-
MeoMop(pu3Ma U TOMOTONHH, 0003HAYaAIO-
e BUAbL JehopManud 0ObEKTOB B MPO-
CTpPaHCTBE, MPOUCXONAIEH Oe3 pa3phIBOB
U CKJEUBAaHUM, APYTMMH CIOBaMH, KOIJa
OJIMH TpEAMET IpeBpaIlaeTcsi B JIPYrowu,
b0 Kakas-To (opma BBIBOpaYMBACTCS
Hapy>Xy HW3HAHOYHOW CTOPOHOM, a MOTOM
BO3BpAIlaeTCsi B HCXOJHOE COCTOSIHHUE.
C moOuapHBIME (POpPMaMU B HCKYCCTBE T10-
PO MPOUCXOAUT AHAJIOTUYHAS IBEPCUSL.

AMEpHUKaHCKUH CKyJIbITOpP-abCTpak-
uuoHuct Anekcannp Kongep, «usBect-
HBI BCEMY MHpY KaK XYIOKHHK, 3acTa-
BUBLIMKA CKYJABNTYpY JABUTaTbes» [13,
p. 3], B 1940-e roasr coznaBain oObEMHEIE,
9acTO METAJUIMYECKHE TITOBECHBIC KOH-
CTPYKLMHU C MOABMXHBIMU YacCTSIMH, CIIOH-
TaHHO MEHSIOIINE CBOM OUEPTAHHS H3-3a
JIBVOKCHHUS BO3[yXa W Ha3BaHHbIE Map-
ceneM J{omaHoM «MOOWJISAMH» B NPOTHU-
BOIIOJIOXKHOCTh «cTabunsam» [6]. Komaep
Jenan WX W3 IBETHBIX METaJUTMYECKUX,
JIEPEBSIHHBIX WJIU IJIACTMACCOBBIX KYCKOB,
COENIMHAEMBIX OOJTaMH WM MPOBOJIOKOM.
s mobunst 1941 roga oH paspesan me-
TAJUIMYECKUI JINCT HAa HECKOJIbKO 4YacTel
U COCIUHUI UX KaK 3BEHbS IIEMH, TaK YTO
JIETIECTKM» TOCTOSHHO JBUTAIUCH H3-32
OTOKOB Bo3ayxa. HeiHe MoOuiIn — coBpe-
MEHHBbIE YKpalleHUs UHTEepbepa, COCTOs-
e U3 METAJUTMYECKUX, OyMaKHBIX, Je-
PEBSHHBIX, KOKaHBIX IOJOC WIHM TEPHEB,
KOJIBIIIYIIUXCS] B TOTOKE BO3/yXa.

He meHbpmmi pe3oHaHC BBI3BaIM HO-
BallMU B MOA3MU U JuTeparype. MoOuib-
Has modTUYeckas ¢opma Obuia paspado-
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tana Crepanom MamnapMe B ero mosme
«Bbpocok KoCTel HHUKOT/Ja HE HCKIIOYaeT
ciyuyaiiHocTh» («Un coup de dés», 1897,
u3n. B Ilapuxke B 1914), 3aBepmatomeiics
cinoBamu: «Kaxngas MbICIb — 3TO OpOCOK
KocTei». JIuCThl KHUTM CBOOOIHO 3aMEHsI-
IOTCA M YUTAIOTCS B JTIOOOM TMOPSIIKE TpU
HEKOTOpBIX OrpaHudeHusix. B mpoexre mno-
MBI aBTOpP MPEAyCMOTpEN ajbTepPHATHUB-
HbIE BapHaHThI peaau3aluu 3aMmbicia. Tak-
&Ke CBOOOAHO pacHpeiessiloTCsl CTPOKH,
paccTaBlieHHbIE TIO Bcell cTpanuie: Mai-
JapMe MpearaeT YUTaTeNll0 JIBUTAThCs
[0 CTpPaHHULIE B Pa3HbIX HAIpPaBIEHUAX U
MO-pa3HOMY BBICTpauBaTh (Ppas3bl U Mpea-
JIO)KEHHUSI, OTCI0JJa — MHOXECTBO Pa3HbIX
BAapUAHTOB MPOUYTEHHUS.

[IpobGnema ciyyaiiHOTO B UCKYCCTBE 3a-
HUMaJja yMbl TBOPIIOB aOCTPAKTHOTO 3KC-
npeccruonusMma — [lomtoka, ['opku, ne Ky-
HuHra, Crunna, Maszepsenna [10]. Ctuib
XYIOXXHUKOB HBIO-WOPKCKOM ILIKOJBI CJIO-
JKUJICS MO BIUSHUEM F€OMETPUUECKOM a0-
CTpakLMK MypPUCTOB U KOHCTPYKTUBUCTOB,
YIJIOBaThIX (OpM KyOHCTOB M 3pUTEIBHOM
HACBIIIIEHHOCTU TOCTUMIIPECCUOHHCTOB,
cBoOOHOTO pucyHka KanauHckoro u ot-
KpBITOTO MPOCTpaHcTBa Mupo, 6ruomopd-
HBIX WU THOpUAHBIX (opMm Apra, aBTO-
MaTHYECKOr0 mnucbma MaccoHa, Teopui
6ecco3HarenpHoro dpeiila U apXeTUIIOB
IOnra. XynoXHUKH B CBOMX 3CTETUYECKHUX
JTUCKYCCUSIX TPHU3BIBAIM K TOMY, UYTOOBI
«YMBIIIUIEHHO OCTaBIATh CBOU PabOTHI
B “OCKU3HOM” BHJE JUIS TOTO, YTOOLI OHHU
Ka3ajauch €lI€ HE3aKOHYEHHBIMU, HEyBe-
PEHHBIMU U HEPEHIUTEIbHBIMHU, U HE MOJ-
YUHSAJIUCHh AOCOJIOTHBIM OINPEIEICHUSAM,
YTO 3HAYMIJIO ObI JJIs1 HUX O€CIUIOAHOCTh U
rubens» [21, p. 87].

XYIO)KHUKHA CTPEMWINCH YUTH OT 3aMK-
HyTOCTH (OpM M YETKOM pa3rpaHuyeH-
HOCTH U OYEPUYEHHOCTHU NPOCTPAHCTBA
K CBOOOIHON TEXHUKE U UMITPOBU3UPOBAH-
HBIM IIaCCa)kaM, SIPKUM U HE CMEIIaHHBIM
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Kpackam, 3puMo ocsa3aeMoi ¢akrype, Be-
COMBIM TSITHAM U YYBCTBEHHBIM JIMHUSM,
Xa0TUYHO pACCEKAaIOlUM TOBEPXHOCTh
NOJIOTHA, OS(QEMEpHBIM OUYEPTAHUIM H
pacIuibIBYaThIM KOHTYpam ¢uryp. Otcio-
Jla — HOBasi TEXHUWKA MUCbMa M OTKpPBITas
dbopma, TIaBHBIMU KadeCTBAMH KOTOPBIX
CTAHOBSITCS] TCUEHUE U JIBUXKECHHE, a TAKKe
pAI IPYyTUX OPUTHHAIBHBIX HOBAIlUM U XYy-
JI0’)KECTBEHHBIX JKCIIEPUMEHTOB, BBI3BaB-
IIMX HIMPOKUI PE30HAHC B CPEJE EATeENEH
BCEX BHJIOB UCKYCCTBA.

C 1950-x romoB JIxkexcon Ilommok
MOJIb30BAJICS METOOM MPOU3BOJIBHOTO Ha-
JIO’KEHUS HACBIILIEHHBIX KPACOUYHBIX ISITEH,
co3/1aBasi CBOETO poja JTMHAMHYECKYIO KU-
Bonuch («CymectBo», uinu «Homep 31»,
1950; «Bxo», 1951). OtuM 0OBsACHSIETCS
€ro TATOTEHHE K TEXHUKE «JIPUIIIUHTa» —
HEIMOCPEJACTBEHHOIO BBUIMBAaHUS W3 OaH-
KU, BBIJABIIUBAHUSI U3 TIOOWUKA, CTEKAHUS
C KUCTH, PACIJIECKUBAHUS WU pa30pbI3TH-
BaHMS Kpacku 1o xoJcty. «llomnok nmonsb-
3yeTCS ATOM TEXHUKOW HCKIOUYUTEIBHO
JUIsL OpraHu3auuu <...> IUJIOTHBIX CETel
MIOCTENIEHHO, B MPOTIPECCHUM, BOCXOASUIUX
Y HUCXOIAIIMX CTYUIEHUW U YTOHUYCHUIN»
[16, p. 465]. [Io BocmOMUHAaHUSM COBpE-
MEHHUKOB, PacIJIECKUBAas KPacKy, XyIOXk-
HUK CJIIOBHO «TaHIEBAJ» BOKPYT XOJICTA.
Pesynbrar «xuBonucu aerictus» Ilommo-
Ka ObUI MPOAYKTOM CIy4aitHOCTH.

Hpyron xynoxxuuk, Bumnem ne Kynusr,
CUMTaBIIMK Oecco3HATENIbHOE CHUMBOJIOM
YHUBEPCAIBHOCTU B KUBOIIMCH U CIIyYaii-
HOE€ HEOOXOTUMBIM 3JIEMEHTOM XYH0XKe-
CTBEHHOTO TBOPYECTBA, B CBOMX paborax
(«Sma», 1950; «IlapkoBasi Marucrtpalib
Mepput», 1959) npennouutan ObICTPOTY
UCIIOJIHEHUSI W 3acCTaBisi JIMHUU TOCTO-
SHHO JIBUTATbCS W MOPOXKIATh HEOIpe.e-
n€uHble (GOPMBI, KOTOPBIE CTAJIKUBAIOT-
Cs, B3aUMOIIPOHHUKAIOT U MEPEKPBIBAIOTCS
Ipyr apyrom. B pesynbrare npumeHeHUs
ABTOMATHUYECKON TEXHUKH MHUCbMa COAEP-

KaTeIbHBIN CMBICT B OopMa KapTHUHEI CTa-
HOBSITCSI MHOTO3HAYHBIMM, HEYJIOBUMBIMH,
MOOWIJIHHBIMH.

[IpyuMeHEeHHE aBTOMAaTUYECKOM TeEX-
HHUKH CJEJIAJI0 OTYACTU CJIYYaWHBIA KECT
B (OKHMBOIIMCHU JEHCTBUS» ITIAaBHBIM BBIpaA-
3UTEIEM SMOIIMM, YTO, HECOMHEHHO, CKa-
3anoch U Ha GopMe. OHa crana TeKydeu
¥ MOOUJIbHOM, HE3aKOHYEHHON U HE3aMK-
HYTOH, CIIOBHO POXIAIOIIEHCA M3 Xaoca
3]IeCh U ceiuac, 4To MO3BOJUIO aOCTPAKT-
HBIM JKCIPECCUOHUCTAaM BBIMTH 3a Ipee-
Jbl OTPAHUYUTEIBHBIX KOMIO3ULIMOHHBIX
KaHOHOB. VX MOJIOTHA NPENCTaBIAOT €1U-
HO€ HM300pa)ieHre, BOCIPUHUMAEMOE lie-
JIMKOM C IIEpBOTO B3IUIs1a, HO IIPU 3TOM J10-
MyCKaIOT O€CYUCIEHHbIE Bapualnu (hOpPMBI
B CBA3U C TEM, YTO OJHOPOAHAs IOBEPX-
HOCTb HE HMMEET HM KYyJIbMHHAIIMOHHOU
TOYKH, HU JICJICHUS Ha IUIaHbl, HU €AUHOU
NIEPCIEKTUBBI, HU LIEHTPA CPEAOTOUHsI, HU
HAIPaBJIICHHOCTHU JIBM)KEHUS, YTOOBI CTAJIO
BO3MOXHBIM B JIaOUPUHTE IEperieTao-
IIMXCS IMHUM BEYHO ONy’KJaTh B MOUCKaX
CMBICIIA, MOTPYXasiCh B OypJisAluii OTOK

dbopmupyromieiics marepuu, (HUINYECKU
OKPY XKAIOIIEH 3puUTes.
Bacunuit KanauHckuii, pa3mbllIuiss

B CBOCH KHUTE O BO3MOXXHOCTAX Oecrpen-
METHOM >KMBOIMCH, B KOTOPOU «mpadop-
MBD» WM IPU3HAKU Belled u unei Ooinee
3HAQYUMBbI, YE€M KOHKPETHBIE IPEAMETHI
OKpY>Karolle AeHCTBUTEIBHOCTH, TOBO-
puia 00 M3MEHUYMBOCTH TPAHUI] TOYKH U
MHOT000pa3uu MPUHUMAEMBIX €10 (GopM:
«B pealbHOCTH TOUKa CIOCOOHA MPUHMU-
MaTh OECKOHEYHOE MHOXECTBO (opm: eé
OKPY’KHOCTb MOET TATOTETh K UHBIM I'€0-
METPUYECKUM U, B KOHEUHOM CUETE, IPOU3-
BOJILHBIM (hopmam» [4, p. 14]. Kak ormeua-
et b. benbrii, «kabcTpakTHOE TPOU3BEICHHE
UCKyCCTBa JIEMOHCTPUPYET OOpaTUMOCTH
TOYKH-3ByKa-4uCjia, HO HE MEHSET UX OH-
TOJIOTMYECKOM CYIIHOCTH: MPHU BCEX CBOUX
M3MEHEHUAX TO4YKa (KUBOMHMCHOE MSTHO

13



G/ﬁ\

rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

WM KJIKCA) BHYTPEHHE MPe/IeNIbHO CiKaTa
u oOpaiieHa BHYTph cebs — e€ n300pasu-
TeJIbHasl YHEPTUS COCTOUT B OOPAaTUMOCTH
UJeHu U €€ MOTCHIMAJIbHBIX pean3aluiin
[2, c. 8].

Texyune oOpassl [anu, [lomnoka u ge
KynuHra nosyyar nanpHeiiniee pa3BUTHE
B paborax apyrux xuBonucie CHIA u
EBponbl, Hanmpumep, «0€3COOTHOCUTENb-
HOW» Kommo3unuu Monapuana, Heromana
u PoTko, B KOTOpO# B YCIOBHSIX OOJBIINX
U TIPOCTHIX (PopM LBETHOE ToJIe (KaK Ipa-
BUJIO, PAaBHOMEPHO pacupeAcnéHHas o
BCEMY XOJICTy Kpacka WM CTPYKTYpUpPO-
BAaHHOE COUYETaHUE KPACOK) HE TOJBKO HE
OTZIEJISIETCS OT MOJSl KAPTUHBI, HO U BBIXO-
muT 3a e€ Kpas, nenas GopMy OTKPBITOM.
B Tammsme — ¢paHIly3cKoM BHAE KUBO-
nucu aevcteusa 1950-x rogos (I. XaptyHr,
A. Tanmec, b. Ban Benbae, XK. Matbe u
I1. Cynax) — ciydailHple Ma3Ku U MATHA
L[BETa CIIyXaT CPeIcTBOM Oecco3HaTelb-
HOTO BBIPAXEHUSI TIIYOMHHOTO MO3HAHUS
MHPA U UHTEJUIEKTYaIbHO-yXOBHOM KU3-
HU 4Y€JIOBEKA.

ITon Bo3a€iiCTBUEM TOJABUKHBIX CKYJIbII-
Typ A.Konnepa B pasHbIX CTpaHax mupa
Havyajau TOSBISATHCS MY3bIKaJIbHBIE MOOH-
JIM — UHCTPYMEHTAJIbHbIE U BOKAJIbHO-UH-
CTPYMEHTAJbHBIE MbEChl C MEHSILEH
cBou oueptanus (opmoit. CioBo «mo-
OWIb» CTaJO0 AHPOBBIM OIPECICHUEM,
U 71 MY3bIKAHTOB O3Ha4yajao B IEPBYIO
ouepeqlb MOJBMKHOCTh TKaHU W/win Gop-
MBI, KOTOpasi MPOJANKTOBaHA IIyOOKO# Xy-
J0’KECTBEHHO-ICTETUYECKON KOHLEIIIUEH.
MHOXeCTBO MY3BIKaJbHBIX MOOWUJIEH MOJ
pa3sHbIMH HAaMMEHOBAaHMSIMH U B pPa3HBIX
TEXHUKAX MUChbMa (OT TOHAJIBHOM 1O aje-
atopHoit) cozganu JI. ®octep, I bpanr,
O.bpayn, A.Ilyccép, P.Xay6enmroxk-Pa-
matu, b.UYepuu, C.ODkxapar-I'pamare,
XK. Tpamb6ne, K. Kapasro, 3. Buamep u ap.
B ux TBOpuecTBe My3bIKAJbHBIM MOOWIIb
CTajJl HE MPOCTO 3BYKOBBIM aHAJIOTOM MOJ-
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BIDKHBIX CKYJIBITYP, @ HOBBIM KaHPOM UM-
MIPOBU3UPYEMOM MBECHI ¢ HE3AKPEILTIEHHOU
MOCJIEAOBATEIbHOCTBIO ~ 3JIEMEHTOB  MY-
3bIKAJIbHOW TKaHW, a MOTOMY IOJABUKHOU
CTPYKTYpPOM, OMyCKaIOIIEH BapbHUpOBaHUE
MOpAJIKa M3JIOKEHUST MBICTH, MeTamopdo-
3y (GOpMBI U U3MEHEHHE SMOIMOHAIBHO-
obOpasHoro coaepkanus omyca [19, p. 120].

Bo3HukHOBEHUE «3BYKOBBIX MOOUIIEH)»
ObLII0  OOYCJIOBIIGHO TakK)Ke HOBAIUSIMH
B 00JacTH MY3BIKQJIbHOM KOMIIO3UIIUU
B 11esioM. CTano AOMyCTUMO POXKICHUE Xy-
JI0’KECTBEHHOM KOHLIENIMU, paMaTypruu
1 (HOpMBI TPOU3BEACHUSI HEMOCPEICTBEH-
HO B IIPOLIECCE €TO UCTIOJIHEHUS, a pa3HbIe
HCIIOJIHUTEJILCKUE BEPCUU pPaccMaTpHuBa-
JUCh KaK PaBHOMPABHBIC MO OTHOIICHUIO
K aBTOPCKOMY 3aMBbICIIy, M3HAYaJIbHO MOJ-
pa3syMeBamwIIeMy MHOIO03HAaYHOCTb, IO-
JMCEMaHTHUKy U MHOXECTBEHHOCTb KOH-
CTPYKTUBHBIX  PELIEHUI  KOMIIO3ULIMH.
MoOunb xapakTepuszyeTcs UMEHHO MEHS-
fomieiicas ¢opmoit, ciyxamien «omnpese-
JEHHBIM JOMUHUPYIOIIUM KPUTEPUEM WIIN
LEHTPaJIbHBIM DJJIEMEHTOM >XaHpa» [19,
p. 121]. Onnako, HecMOTps Ha MNPHUHIM-
MUaJbHBIN MIIOPAIU3M BapUaHTOB (POPMBI
(mopoii, 6e3rpaHUYHbIN), KX MOOUITH
OCHOBBIBA€TCSI Ha ONpPENEIEHHON KOH-
CTPYKTUBHOW HJI€€, MPUHIHIE YHOPSII0-
YEHUsI 4YacTeil, MpaBuje CIEeN0BaHUI MY-
3BIKAJIbHBIX AJIEMEHTOB.

HckyccTBOBebI HAXOAAT OOBSICHEHUS
MIPOU3OIIEIINM B UCKYCCTBE MEPEMEHAM.
Tak, b. Poy3 ormeuaet, uro Iloitok pas-
pabatbeiBaeT xkaHp «all-over», B KoTopom
IBET W JIMHUS MOKPHIBAIOT BCIO IOBEPX-
HOCTBH MOJI0THA. OH «CTPEMUTCS HAZICIIUTh
oO1iee ONIYIIEHWE OrPOMHON BIIACTHIO
cun npupoas» [21, p. 72]. IIpoctpaH-
CTBO KapTUH XYIOXHHUK HAIOJHSI MyTEM
CIIOHTAHHOTO PACIOJIOKEHUSI TISITEH U aB-
TOMAaTUYECKUX TNacca)ei, BOIUIOIAKIINX
MEPBUYHYIO MaTepuio, OE3IMKYI0 Maccy,
B KOTOPOM CTUXUNHO 3apOKIACTCS KU3HB.
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B pesynbraTte ummnpoBu3anmii, Kak oTMe-
yaeT M. IlepeBep3eBa (4 ap.), BOSHUKAIOT
OTKPBITHIE ISl MHOKECTBA CMBICJIOB, He-
OJTHO3HAYHbIE (OPMBI, CKJIaJbIBAIOIIUECS
caMu co0oil. MHOro3HayHbIe 00pa3bl ¢ UX
TOJTMBAJICHTHBIMH, €/1Ba HaMEYCHHBIMU
accolMaluusMu M TyMaHHbIMH MeTadopa-
MU «TpeOyIOT pacmu(ppoBKHU, JOMYCKAIOT
Jr000e COMHEHME, a, CJIEJOBATEIbHO, BBI-
6op» [20, p. 773], a ux «TBOpeHUs Tpe-
CTaBJISIOT OIBIT CTOJIb XK€ TOJHBIA M HC-
TUHHBIH, KaKk cama xu3Hb» [Ibid., p. 774].
B xxectukynsipHoil xxuBonucu e Kynnunra
HEONPENEIEHHbIE KOHTYPbl CMEIINBAOTCS
IpYT C Ipyrom, oopa3ysl CTUXHIHYIO Mac-
Cy, OJHOBPEMEHHO €JIMHYI0O U JIETUMYIO.
Tem camMbIM XyZOXKHHUK XOTE€J CO3AATh JKU-
BOIIMCHOE IPOCTPAHCTBO, KOTOPOE CBOUMH
0ECKOHEYHO HECYLIUMHU, OTKIOHSIOIIUMHU-
CSl U CMEIAIOIIUMUCS IJITaHaMU 0e3 KaKHX
OBl TO HU OBUIO YETKO MOHATHBIX CCBHUIOK,
00pa3oBasio Obl aHATIOTHIO BEYHO MEHSIO-
nelicsa Beenennoi.

Kak ormeuaer P. Axodd, HayuHbIC
OTKpBITUS XX CTOJIETUS, CBSI3aHHBIE CO
CIy4allHOCTBIO, TOBJIMSIN Ha JesiTelel
KYJABTYPBI, IPUYEM MHOTHE U3 HUX IIPEJ-
BOCXUTHUJIM HOBAllMU B 00JIACTH MaTemMarHu-
k¥, Qu3ukn u apyrux Hayk» [1, c. 143]. Bo
BTOpOI1 mosoBuHE XX BeKa B Hayke 0coboe
BHUMaHUE yjelsieTcs npolieme camoje-
TEPMUHALIMK KaK MpUHIUINA (QYHKIMOHU-
pPOBAaHMS M TIOBEJCHUS CIOXXHBIX CHCTEM,
a Takke (peHOMEHaM HEJTMHEMHOCTH pa3BU-
TS U BHYTPEHHEW aKTUBHOCTH SBJICHUH,
CBOMCTBAa KOTOPBIX 3aBUCAT OT MX COCTO-
SIHMS, MEHSIOLErocsl MoJ| BO3/AECTBHEM
BHYTPEHHHUX, a HE TOJBKO BHEIIHHUX (hak-
TOPOB U yCIOBUH. B pesynbrare Ha OCHO-
BE TEOPETUKO-BEPOATHOCTHBIX METO/IOB
UCCIEIOBAaHUSL U TNPEACTAaBICHUSAX O CTa-
TUCTUYECKUX CHUCTEMax OblI pa3paboTaH
Pl KaUECTBEHHO HOBBIX MOJENIeH OBITHS
U MO3HAHUS, KOTOpbIE MPEXaAe CTPOUIIUCH
Ha OCHOBE KJIACCUYECKOW MEXaHUKH U Xa-
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PaKTEPU30BATIUCh KECTKOU JIETEPMUHALIM-
€l U OJTHO3HAYHOCTBIO BCEX CBA3EHU MEKIY
UCCIIETyEMBIMH SIBICHUSIMU, CUCTEMAaMH U
npoueccamu. B XX cronernu B Hayke npo-
M30IIENT OTKa3 OT MOJENN HBIOTOHOBCKOM
MEXaHUKH B TOJB3y Teopuil [eiizenOep-
ra, bopa n gpyrux. IlpusHanue neHHocTu
MPUXOTH BOOOPAKEHUS M HAPYIICHUS CUM-
METPHUU U TAPMOHUHU 00YCIIOBIEHO JOBEPH-
€M K HeoIpeAeIEHHOCTH, HeO(hOPMIICHHO-
CTH M HEAOCKA3aHHOCTH, MPEANOYTEHUEM
accouManuid — OAHO3HAYHOCTH, IBUKEHUS
— TMOKOI0, MUpPa U3MEHYHMBBLIX (HOpPM — CH-
CTE€ME HEM3MEHHBIX MOJEJEH, CIIy4alHOro
— 3aKOHOMEpPHOMY, OTHOCHUTEIBHOIO U Be-
POSATHOCTHOTO 3HAYEHUS — OJHO3HAYHOMY
CMBICITY, YTO COOTBETCTBYET ITOCTHUHIY-
CTpUAJIbHON MapagurMe MullnuieHus [12,
p. 780].

OpuruHaibHbBIE UJAEU U HOBBIE METOIbI
[Tonnoka, Konnepa, Muca Ban gep Poo,
MaiiapMe U MHOTUX JIpYTHX, KapAMHAIb-
HO OTIMYAKOUIMECS OT TE€X, Ha KOTOpbIE
OPUEHTUPOBAINCH XYAOXKHHUKHA TMPEKHUX
310X, onmpenenuin, kak otmevaer I1. Tau-
MaH, MYTh Pa3BUTUS aMEPUKAHCKOTO HC-
KyccTBa XX BeKa B CTOPOHY MOOWMIBHO-
CTH, HEOJIHO3HAYHOCTH U TeKyuecTH Ghopm
[23]. B nepuon 3KcriepuMeHTOB B 001acTu
AMEPUKAHCKON  «OKUBOIMCHU  JEUCTBUS
xopeorpad-noBarop M. Kannunrem pas-
paboTan xopeorpaguuecKyro aaeaTopuKy,
00yCJIOBUBIIYIO CIIy4alHYIO TOCJEI0Ba-
TEJIbHOCTD IBMKEHUHN TAHIIOPOB U MOOUITb-
Hyt0 ¢opmy Kommozuiuu. OH cTpeMuIICs
YUTH OT OJHOHANPAaBICHHOW JOTMYECKON
MOCJIEIOBATEIbBHOCTH HM3JIOKEHHSI MBICIU
U pa3BuTHUs oOpa3a B MPOU3BEICHUU WC-
KYCCTBa K MJEE «CIy4YalHOCTH» KakK CIO-
coba co3maHus Xyq0KECTBEHHOTO IEJ0T0.
CnyuaitHocThto KaHHUMHreM «mosib3yercs
Ha BCEX YPOBHAX CO3JaHMS TaHIA, OINpe-
JeNsisl €10 M JIEKCUKY, U KOMIO3ULIUIO, U
B3aMMOOTHOILIEHUsI C APYTUMH aBTOpaMu
— MY3BIKAHTOM, XyIOKHUKOM» [9, p. 173].
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Kannunrem cnHabGxan coiaucTtoB «Habo-
pOM» JBUXEHUHW W CIHEHHYECKHUX JEU-
CTBUH, KOTOPBIE T€ BHIOMpANd MO CBOEMY
YCMOTPEHHUI0O U KOMOWHHUPOBAJIU Cllydail-
HbIM o0Opasom. Ho 3agem? XK. Jlecuias
orMeuaeT: «Korma KanmnumHrem mpoumntan
U3BECTHOE BBhICKa3bIBaHUE AnbOepTa DifH-
HITEHA O TOM, YTO ‘B IPOCTPAHCTBE HET
HUKAaKUX HEMOABMKHBIX (TIOCTOSHHBIX,
HEU3MEHHBIX) TOYEK’, TO MOAYMall, €CIIH
HET HUKAaKUX HEMOABMXKHBIX TOYEK, TOTAA
Ka)k/1asi TOUKa B PaBHOM CTETIEHU UHTEPEC-
Ha U B paBHOM CTENEHU 3aMeHsieMay [22,
p. 18]. Kanaunrem «ymnomo0isii TaHel BOJIe,
a KOMIIO3WLMIO — TEKy4Yel, MEHSIOIICICS,
MTOABMYKHOM, HECTaOMIbHOM cTuxum» [Ibid.,
p. 77]. Otcrona — MHOTOMEpHasi, MOJIUIH-
HeliHast, ThOKasi 1 MOOWMITbHAS IpaMaTyprus
xopeorpaduuecKkoro CreKTaKJs.

Opnako cimy4aitHOCTh He mMmena abco-
JIOTHOTO 3HAYEHHUs B CrieKTakIsix KaHHUH-
rema. Kak 3ametun ¢uiocod H. I'ynmen,
«J1aKe MOJ0THA a0CTPAKIIUOHUCTOB CITYCTS
KaKoe-TO BpeMsl MPUBOMASAT IJ1a3 K OIpese-
JEHHOW TE€OMETPUUYECKON PEryaspHOCTH,
KpyroBbsIM opmaM, apabeckam, 4€pHo-0Oe-
JbIM KOHTpacTaM, LBETOBBIM KOHCOHaH-
caMm u auccoHancam» (cm.: [1, c. 124]).
KanHuHrem e mcrnonap3oBail B CBOUX IO-
CTaHOBKAaX MNPUEM MEPUOIUYECKOTO MO-
KJIFOYEHHUS BCEX TAHIOPOB K YHHCOHHOM
rpyIIie, Urparoiell posib CTabMIN3UPYIO-
miero akropa KOMIO3UIIUH, U TTOCTEAYIO-
IIEro pacrnajaa 3TUX TPy, KOrja HUCHO-
HUTEJIH MPOJIOJKAIOT JBUTATHCS B PA3HBIX
HalpaBJI€HUSX, PUTMAX U JAUHAMHKE. XO-
peorpad NpUMEHS U METOJT PUTMHYECKON
OpraHu3aliid BpPEMEHU, OCHOBAHHOM Ha
YUCIIOBOM PsiJie C TOBTOPSIOIIUMUCS TPYII-
namu umucesl. OObEAUHSIONYI0O KOMIIO3H-
HUOHHYIO0 (YHKIMIO B €ro MOCTaHOBKax
TAK’K€ BBIIIOJIHSI ONIPEACIEHHBINA TUI JBU-
KEHHUSI, TIEPUOIUUECKH BO3BpAIAIOIIUICS
Ha MPOTSIKEHUU BCEro CHeKTakis. Takue
K€ KOHCTPYKTUBHBIE UJIEU JIEKATIU B OCHO-
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BE MOOWJIBHBIX (DOPM B apXUTEKTYypeE, KH-
BOIKMCH U MY3BIKE.

A. II. Jlanuna, Y. Masuxkas, A. Mynuc
OTMEYAIOT, YTO B COBPEMEHHOM MOCTUHY-
CTpUAIBLHOM MHUpPE (POpPMBI HMCKYyCCTBa Ka-
KYTCS TEKyUYMMHU KaK MaTepUalibHO, TaK U
KOHLIENTyaJIbHO. B ycloBusix cxxarusi Bpe-
MEHH, CXKaTus MH(popMaIuu, MOrpyKeHUS
yesoBeKa B IU(PPOBYIO Cpely IJisi TBOpYE-
CKOT'O BJIOXHOBEHHSI OCTAETCSA BCE MCHBIIIE
npoctpancTBa. CB0OOa U U3MEHYUBOCTH,
KOTOpPBIE€ CHMBOJIU3UPYIOT MOOUJIbHBIC
dbopMBI W  TPOU3BENCHUS-B-IBIKESHUN
B apXHUTEKType, CKYJIbNTYpE, KUBOMUCH U
MYy3bIKE, CIYKaT J0Ka3aTelbCTBaMU HBO-
JIONMYM MBINIJIEHUS OOIIECTBa B IIEJIOM,
CBSI3aHHOTO C HAYYHBIMH OTKPBITHUSIMH
[15]. ITockonbKy B COBpPEMEHHOW Hayke
0a3ucHBIC MOJIETH SIBICHUNA U MPOIECCOB
CO31AI0TCA C YYETOM JEWCTBUSA U BHEII-
HUX, U BHYTPEHHHX YCJIOBUH, ONIPeIesio-
IMX pazHooOpa3ue B MOBEACHUM 3JIEMEH-
TOB CHUCTEMBI, @ TAK)KE MHOKECTBA JPYTUX
(bakTOpoB, 00YCIOBIMBAIOIIUX UHAUBUIY-
aJbHBINA XapakTep U MHOTOTPAaHHOCTb KaX-
noro (enomena [1]. HMcropus pa3BuTus
YeJI0BEUECKOW MBICTU MOKa3ana, 4YTo MoJ-
Hasi 00OCHOBAaHHOCTh M JIOCTOBEPHOCTb,
a0COJIIOTHOE 3HAHUE B HAyKe TPYAHOJIO-
ctuxuMo. CrenaHHble Ha TPaHULIE Yeso-
BEUECKUX 3HAHUI BBIBOJIBI HE a0COIIOTHBI,
WHTYUTUBHBI, PEISITUBHBL. B paznuunbix
METOJOJIOTHYECKUX KOHIIEMIHAX, TaKUX
KaK JIOTUYECKUN MO3UTUBU3M, dambcudu-
KAallMOHU3M, 3MUCTEMOJIOTUYECKUN aHap-
XU3M TOJIBEpraeTcsi COMHEHUIO yCTaHOBKA
Ha UCKJIIOYUTEIbHBIN paluoHaIn3M HayKH,
CBSI3aHHAsI C OCOOBIM, HEpaAlMOHAIHHBIM
BOCHPUSATHEM MHUPA.

[To mamemMy MHEHHIO, K TOABUKHBIM
U MOAYJIbHBIM (OpMaM B apXUTEKTypeE,
KUBOIHUCU U MY3bIKE XYAOKHUKU OOpaTH-
JIUCh HE CIy4YailHO: OHU BUJIENIU B MOOMIIb-
HOCTH MPUHUUN MUpOHopsiAka (3HTPO-
MIMI0), @ IEPEMEHHBIE U OTKPBIThIE (HOPMBI
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UCIIOJb30BAJIUCh KaK CpPEACTBO OpraHu-
3alMM Marepuana u (GOpMbI, OTpakaro-
meil oOBbEeKTUBHBIE 3aKOHBI BcejleHHOH.
B XX Beke Teopus xaoca OTKpbUIAa HO-
Bbl€ MEPCHEKTUBBI apPXUTEKTYPHBIX, XXU-
BOIHMCHBIX U MY3BIKQJIBHBIX MOCTPOCHHUIA,
XYIOXKECTBEHHOM  BBIPA3UTEIIBHOCTH U
acTeTUYecKor KpacoTel [5]. OOpamienue
K MOABMKHBIM (popMam U aieaTOpuueCKuM
dbopmynam xapakTepusyeT MOJIXO0M XYI0%K-
HUKOB K TBOPUYECTBY Kak 0COOOMYy BUIY
UHTEJUIEKTyaIbHOM JI€SITEIbHOCTH — Ha-
YYHO-TBOpUYECKOM 1o cyTH [8]. ABaHrap-
JUCTBHl UHTEPIPETUPOBAIIN UCKYCCTBO KaK
chepy oTpaxeHHs] COBPEMEHHOHN HayKH, U
HCKYCCTBO JUISl HUX CTaJI0 MaTe€puaibHbIM
BOIUIOIIEHHEM OOBEKTUBHBIX  3aKOHOB
IPOCTPAHCTBAa U MUPOBOM SHTponuu [3].
['padoananuTuyeckuii aHaau3 KOMIIO-
3UIUOHHBIX CTPYKTYP XYI0KECTBEHHBIX
U apXUTEKTYyPHBIX MPOU3BEACHUM U CpaB-
HUTEJIBHBI ~ aHAIU3 KOMITO3HI[MOHHBIX
TEXHUK WU METOJIOB BU3YaJIbHOIO, apXu-
TEKTYpPHOTO M MY3BIKQJIbHOTO aBaHrapja
XX Beka IMO3BOJWJ cJlielaTh BBIBOI U O-
Ka3aThb THUIOTE3y O TOM, YTO MOOWJIbHBIC
dbopMBI B HMCKYCCTBE CTAJIM MaTepualib-
HBIM BOIUIOIIEHUEM OOBEKTHBHBIX 3aKO-
HOB NPOCTPAHCTBA U MUPOBOW SHTPOIHHU
U TEOPUHU Xaoca, KOTopas OTKpbLia HO-
BbI€ MEPCHEKTUBBI aApPXUTEKTYPHBIX, KH-
BOIMCHBIX U MY3BbIKaJIbHBIX MOCTPOEHHIA,
XYIOXXECTBEHHON  BBIPA3UTEIILHOCTH U
ACTETHUYECKON KpacoTel. KoHnenrtyanpHas
3HAQYUMOCTh MOABUKHBIX (OPM B HCKYC-
CTBE, AHAJIOTOB KOTOPBHIM B IPOILIOM HE
OBLII0, CBUJIETENILCTBYET O TOM, YTO COBpE-
MEHHBIH MPOCTPAHCTBEHHBIH 00pa3 Mupa
BBILIET JJAJIEKO 3a MPEJEeIbl OKpYKarollei
YyeJI0BeKa 3€eMHOM pealbHOCTH U AMIIUPU-
YECKH ITOCTUTAaEMBIX HAy4YHBIX 3aKOHOB
B MIPOCTPAHCTBO BOOOpa)KEHUs, OCHOBAH-
HOT'O HaTUIOTE3aX, C HAyYHBIM OCO3HAHUEM
OTPAHUYEHUN M OTHOCUTEIIbHOCTH HALIUX
KOTHUTHUBHBIX BO3MOXXHOCTE€W U OTHOCH-
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TEJIbHOCTHU Hay4HbIX uaeil. CoBpeMeHHBbIE
Hay4HblE IpEACTAaBICHUs O aAucOanaHce
IUHAMHYECKON cUCTEMBI BceileHHoil 00-
HapyKUJIM MOCTOSIHHYIO KpPUCTAaJNIU3ALUIO
HEYTNOPSAIOYEHHBIX CTPYKTYp B Xaoce, TO
€CTh HEpa3pbIBHOE COYETaHUE MOpsALKa U
Oecrniopsiika, a MOJABIKHBIE (POPMBI B ap-
XUTEKTYpE, JIUTEPAType U Pa3IuyHbIX BU-
JlaX MCKYCCTBa paHblle Jpyrux obsacren
OTpa3Wiii HOBBIA MPOCTPAHCTBEHHBIH 00-
pa3 mupa.

Ecimn B mauaime XX Beka Jdoad JIei-
CTBOBAJIM B MUPE, COUBMEPUMOM C UX UYB-
CTBEHHBIM CYILECTBOBAaHUEM, TO TENEPb
UX MUDP M B3IV Ha HEro CTAJIA NPUHIM-
NUaJIbHO NepeMeHYMBBIMU. Poiib TBOpue-
CTBa YCUJIMBAeTCsl Kak B HAay4yHOH, Tak U
B XyZOXKECTBEHHOH cdepax AesITeIbHOCTH.
CBepXCOXKHBIE, HEJIWHEHHBIE CHCTEMBI,
MOUCK «0E3yMHBIX HJEW» CHOCOOCTBYIOT
MHTErpaluy MpUPOJHOTO, YEJIOBEUYECKOTO
U UCKYCCTBEHHOT'O MHTEIJIEKTa, YTO aKTH-
BU3UpPYET TBOpUecKuil mpouecc. B Oyny-
IeM MHUp OyIeT CTOJIb € U3MEHUYMBBIM U
MOJIBUKHBIM, KaK ()OPMbI U KOHCTPYKLUHU
B APXUTEKTYpE, KUBOIMCU U My3bIKe XX
BEKa, U IIOITOMY IPOCTPAHCTBO HAIIEH
cpeabl OOMTaHUA M BCEH OKpy’Karolen
®KU3HUA OymeT CToib ke moaBmwkHbIM. Ce-
TOAHSl €CTh BUPTyajibHblE My3eu, OMOIMO-
TEKH, JONOJHEHHAasl PEajIbHOCTh B IU3ail-
HE — BCE JTO peann3anusi BO3MOKHOCTEN
MOOMJIBHOCTU B MCKYCCTBE W KHU3HHU. be3
MOOUJIBHOTO MPOCTPAaHCTBAa HET Oynylie-
ro, B KOTOPOM IUIOTHOCTh MH(GOPMALUU U
AKTHUBHOCTbH YEJIOBEYECKON JeATEeIbHOCTH
BO3pACTET HACTOJIBKO, YTO OHU CTaHYT MO-
OWJIBHBIMU M B3aMMO3aMEHSEMbIMH, U 3TO
TOT MUp, KOTOPBIA MpeBeIlail apXUTeK-
TOPBI, CKYJIBITOPBI, XyJOKHUKA U MY3bI-
KaHTbI, CO37aBaBLINEe MOOMIIbHBIE (POPMBI
B HCKYCCTBE.

JlaHHO€ uccienoBaHUE OBLIO OTpaHu-
YEHO LIEJIbI0 OINPEIEIEHUS CBSI3U MEXKIY
MOABWXHBIMU (OpMaMu B HMCKYCCTBE H
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HaydyHbIMH OTKpbITUAMU XIX—-XX Beka,
MMOMCKOM WX OOIINEero OCHOBaHHUS, KOTO-
pbIM CTaja TmapagurMa COBPEMEHHOIO
IIPOCTPAHCTBEHHOTO MHpaA, OCHOBaHHAas
Ha (PyHIAMEHTAIBHOM TEPEOCMBICICHUH
3aKOHOMEPHOCTEN pa3BuUTHs BceleHHOM.

CrnenyromuM 1IaroM MOXET OBITh IOJI-
pOOHBIN aHAIN3 TEXHUK KOMIIO3ZHUIINU U
MOJIBMKHBIX (JOPM B MCKYCCTBE C TpPHMeE-
HEHUEM HAyYHBIX TOAX0M0B (hopmyr cTa-
TUCTHYECKOTO pacIpesieicHus, MaTeMaTH-
YECKHUX PSAJIOB U TTOJIXO/IOB TEOPHUH Xa0Ca).

< AUTEPATYPA (<>

1. Axodpd P. UckycctBo pemenus mpobnem / mep. ¢ anmi. E. I. Kopanenko; mox pen.
E. K. Macnosckoro. M.: Mup, 1982. 224 c.

2. bensiit b. U. Tect Popmaxa: npaktuka u Teopus. CII6.: Kackaza, 2005. 240 c.

3. Top6ynosa U. b., 3anuBaansiit M. C. KoMmniekcHas MoJenb CEMaHTUYECKOTO TPOCTPAHCTBA
MY3bIKH: CTPYKTypa U cBoiicTBa // [IpoGnembl my3bikanbHOM Hayku / Music Scholarship. 2020.
Ne 4. C. 20-32. DOI: 10.33779/2587-6341.2020.4.020-032.

4. Kanaunckuii B. Touka u nunus Ha miockoctu: K ananuzy xuBonucHbIX aneMenToB. CIIO.:
A3zOyka-knaccuka, 2005. 125 c.

5. Jlanuna A. II. [IpoOGnembl B3auMoneicTBUSA TPaAULMOHHBIX U COBPEMEHHBIX (popm
B apxutektype XXI Beka / Hayunoe o6o3penue. 2019. Ne 12. C. 77-79.

6. Jlexcuna O. U. JIuneituatsie MOBEpXHOCTU B popMO0OpazoBaHUU MOOuUIIEH 1 cTabuieit
Kennera Mapruna // Bectauk MI'XIIA. 2016. Ne 1-1. C. 284-291.

7. IlepeBep3eBa M. B. AneaTopHble KOMIIO3UIIUM HA OCHOBE TPAAUIIMOHHBIX MPUHIIUIIOB
opranuzanuu // Yuénele 3anucku Poccuiickoi akamemMun My3biki M. ['HecuHbIX. 2018. Ne 4 (27).
C. 16-30.

8. TlepesepseBa M. B. Texnuka alea IIrepa bynesa: mexay mopsakom u xaocom // Opera
Musicologica. 2019. Ne 2 (40). C. 22-40.

9. IleperepseBa M. B. Xopeorpaduueckas anearopuka M. KaHHuHremMa B KOHTEKCTE
MOOMJIBHBIX MPOU3Be/IeHNH HcKyccTBa // BecTHuk Akanemun pycckoro Oanera um. A. 5. BaraHoBoii.
2018. Ne 4 (57). C. 71-90.

10. TutkuHa A. A. « ) KUBOTIHCH AEHCTBUS» B KOHTEKCTE a0CTPAKTHOTO dKCIIPECCUOHU3MA //
I'ymanuTapHsiii BecTHUK [ 0cymapcTBeHHOTO neparornyeckoro ynusepcurera um. JI. H. Toncroro.
2013. Ne 3 (7). C. 187-191.

11.TutoBa A. B. «Ach Golgatha!» Kapena ['yiiBapTca B acmekTe CHHTE3a cepuain3Ma,
anearopuku U MuHuMmanusma // Ilpobnemsl Mmy3bikaiabHOU Hayku / Music Scholarship. 2021. Ne 1.
C. 182-192. DOI: 10.33779/2587-6341.2021.1.182-192.

12. Aksenova S. S., Kruglova M. G., Ovsyannikova V. A., Pereverzeva M. V., Smirnov A. V.
Musical Hermeneutics, Semantics, and Semiotics // Journal of Advanced Research in Dynamical
and Control Systems. 2020. Vol. 12, S 3, pp. 779-784.

13. Arnason H. Calder. Princeton: Van Nostrand & Co, 1971. 192 p.

14. Bambang S. Model and Concept in the Music Paradigm of Creativity. Problemy muzykal'noj
nauki / Music Scholarship. 2020. No. 3, pp. 103—113. DOI: 10.33779/2587-6341.2020.3.103-113.

15. Falco F. Werkbund 1914-2014 and WeiBenhofsiedlung 1927-2017. Design as an exercise
for the future // Proceedings: Bauhaus and the artschool of the avan-garde epoch. Moscow: State
Artistic Academy named after S. Stroganov, 2019, pp. 36—40.

16. Mandelbrot J. Abstraction, action painting, ready-mades and all that // Leonardo. 2002.
Vol. 35, No. 4, pp. 461-462.

18



2021 .2 Horizons of Musicology 0

17. Mayatskaya 1., Yazyev B., Yazyeva S., Kulinich P. Building constructions: architecture
and nature / MATEC Web of conferences: International Science Conference on Smart City.
St. Petersburg: EDP Sciences, 2017, pp. 10-31.

18. Moulis A. Forms and techniques: Le Corbusier, the spiral plan and diagram architecture //
Arq: architectural research quarterly. 2010. No. 14 (4), pp. 317-326.

19. Pereverzeva M. V. Musical mobile as a genre genotype of a newest music // Lietuvos
muzikologija. 2013. No. 14, pp. 119-134.

20. Pereverzeva M. V., Anufrieva N. 1., Kats M. L., Kazakova I. S., Umerkaeva S. S.
Interdisciplinary approach to the mastering of the music of the 20th century // Journal of Advanced
Research in Dynamical and Control Systems. 2020. Vol. 12, S 3, pp. 772-778.

21.Rose B. 1995. American Painting: Twentieth Century. Geneva; Paris; New York: Skira
Booking International, 1995. 170 p.

22. The Dancer and the Dance. Merce Cunningham in Conversation with Jacqueline Lesschaeve.
New York, London: Marion Boyars Publishers, 1991. 235 p.

23. Tuchman P. Calder’s playful genius // Smithsonian Magazine. 2001. No. 32 (2), pp. 82-90.

06 asmopax:

IlepeBep3eBa Mapuna BUKTOPOBHA, TOKTOp UCKYCCTBOBEJIEHUS, JOLIEHT (PaKyJIbTeTa
UCKYyCCTB, Poccuiickuil ToCcynapcTBEHHBIN colnanbHblii yHuBepcuteT (129226, r. Mockaa,
Poccus), ORCID: 0000-0003-4992-2738, melissasea@mail.ru

AmyroBa Tarbsina Bsiuecsi1aBoBHA, KaHUIAT TIEAarorMUeCKUX Hayk, JAeKaH (akynsrera
nu3aiiHa u pekiiaMbl, MOCKOBCKHIA (PHAHCOBO-TIPOMBILIUICHHBIN YHUBEpCUTET « CHHEPTUS
(105318, . Mockga, Poccust), ORCID: 0000-0001-5093-7983, ashutova tanya@mail.ru

HNBanoBa Exarepuna FOpbeBHA, KaH1U/1aT KYJIBTYPOJIOTHUHU, IOLIEHT, U. 0. 3aBEYIOIIEr0
Kadenpoit BU3yaldbHBIX KOMMYHHKAIMKA, MOCKOBCKUN (HDHHAHCOBO-TIPOMBIIIICHHBIN
yauBepcuret «Cuneprusi» (105318, . Mocksa, Poccus), ORCID: 0000-0003-3950-6052,
catherine.iva@mail.ru

®enenéBa Enena AHaronbeBHA, CTapIMii mpemnojaBarenb Kadeapbl HCKYCCTB
U Jau3aitHa, MypMaHCKHMI apKTUYE€CKUW TOCYAapCTBEHHBIM yHHMBEpPCUTET, WHCTHUTYT
KpeaTUBHBIX HMHAYCTpUH u mpeanpuHuMarenbcTBa (183038, r. Mypmanck, Poccus),
ORCID: 0000-0002-2131-1794, 79062896999 @yandex.ru

<> REFERENCES <>

1. Akoff R. Iskusstvo resheniya problem [The Art of Solving Problems]. Translation from
English by E. G. Kovalenko; Ed. by E. K. Maslovsky. Moscow: Mir, 1982. 224 p.

2. Belyy B. 1. Test Rorshakha: praktika i teoriya [Rorschach Test: Practice and Theory].
St. Petersburg: Kaskad, 2005. 240 p.

3. Gorbunova I. B., Zalivadnyy M. S. Kompleksnaya model' semanticheskogo prostranstva
muzyki: struktura i svoystva [The Complex Model of the Semantic Space of Music: Structure and
Features]. Problemy muzykal'noj nauki / Music Scholarship. 2020. No. 4, pp. 20-32.

DOI: 10.33779/2587-6341.2020.4.020-032.

19



G/ﬁ\

rOpI/I3OHTbl MY 3blIKO3HaAaHWNA 2021 .2

4. Kandinskiy V. Tochka i liniya na ploskosti: K analizu zhivopisnykh elementov [Point and
Line on a Plane: Towards the Analysis of Painting Elements]. St. Petersburg: Azbuka-klassika,
2005. 125 p.

5. Lapina A. P. Problemy vzaimodeystviya traditsionnykh i sovremennykh form v arkhitekture
XXI veka [Issues of Interaction of Traditional and Modern Forms in Architecture of the 21st
Century]. Nauchnoe obozrenie [Scientific Review]. 2019. No. 12, pp. 77-79.

6. Leksina O. I. Lineychatye poverkhnosti v formoobrazovanii mobiley i stabiley Kenneta
Martina [Ruled Surfaces in the Shaping of Mobiles and Stabilizers by Kenneth Martin]. Vestnik
MGKhPA [Gerald of the MGHPA]. 2016. No. 1-1, pp. 284-291.

7. Pereverzeva M. V. Aleatornye kompozitsii na osnove traditsionnykh printsipov organizatsii
[Aleatory Compositions Based on Traditional Principles of Organization]. Uchenye zapiski
Rossiyskoy akademii muzyki im. Gnesinykh [Scholarly Papers of the Russian Gnesins’ Academy of
Music]. 2018. No. 4 (27), pp. 16-30.

8. Pereverzeva M. V. Tekhnika alea P'era Buleza: mezhdu poryadkom i khaosom [Pierre
Boulez’s Alea Technique: Between Order and Chaos]. Opera Musicologica. 2019. No. 2 (40),
pp. 22-40.

9. Pereverzeva M. V. Khoreograficheskaya aleatorika M. Kanningema v kontekste mobil'nykh
proizvedeniy iskusstva [Choreographic Aleatory Technique by Merce Cunningham in the Context
of Mobile Works of Art]. Vestnik Akademii russkogo baleta im. A. Ya. Vaganovoy [Bulletin of
Vaganova Ballet Academy]. 2018. No. 4 (57), pp. 71-90.

10. Titkina A. A. «Zhivopis' deystviya» v kontekste abstraktnogo ekspressionizma [“Painting
of Action” in the Context of Abstract Expressionism]. Gumanitarnye vedomosti Tul'skogo
gosudarstvennogo pedagogicheskogo universiteta imeni L. N. Tolstogo [Humanitarian Gazette
Tula State Pedagogical University named after L. N. Tolstoy]. 2013. No. 3 (7), pp. 187-191.

11. Titova A. V. «Ach Golgatha!» Karela Guyvartsa v aspekte sinteza serializma, aleatoriki
1 minimalizma [“Ach Golgatha!” by Karel Goeyvarts in the Aspect of Synthesis of Serialism,
Aleatory Technique and Minimalism]. Problemy muzykal'noj nauki / Music Scholarship. 2021.
No. 1, pp. 182-192. DOI: 10.33779/2587-6341.2021.1.182-192.

12. Aksenova S. S., Kruglova M. G., Ovsyannikova V. A., Pereverzeva M. V., Smirnov A. V.
Musical Hermeneutics, Semantics, and Semiotics. Journal of Advanced Research in Dynamical
and Control Systems. 2020. Vol. 12, S 3, pp. 779-784.

13. Arnason H. Calder. Princeton: Van Nostrand & Co, 1971. 192 p.

14. Bambang S. Model and Concept in the Music Paradigm of Creativity. Problemy muzykal'noj
nauki / Music Scholarship. 2020. No. 3, pp. 103—113. DOI: 10.33779/2587-6341.2020.3.103-113.

15. Falco F. Werkbund 1914-2014 and Weifenhofsiedlung 1927-2017. Design as an exercise
for the future. Proceedings: Bauhaus and the artschool of the avan-garde epoch. Moscow:
S. Stroganov State Artistic Academy, 2019, pp. 36-40.

16. Mandelbrot J. Abstraction, action painting, ready-mades and all that. Leonardo. 2002.
Vol. 35, No. 4, pp. 461-462.

17. Mayatskaya 1., Yazyev B., Yazyeva S., Kulinich P. Building constructions: architecture
and nature. MATEC Web of conferences: International Science Conference on Smart City.
St. Petersburg: EDP Sciences, 2017, pp. 10-31.

18. Moulis A. Forms and techniques: Le Corbusier, the spiral plan and diagram architecture.
Arq: architectural vesearch quarterly. 2010. No. 14 (4), pp. 317-326.

19. Pereverzeva M. V. Musical mobile as a genre genotype of a newest music. Lietuvos
muzikologija. 2013. No. 14, pp. 119-134.

20



2021 .2 Horizons of Musicology 0

20.Pereverzeva M. V., Anufrieva N. I., Kats M. L., Kazakova I. S., Umerkaeva S. S.
Interdisciplinary approach to the mastering of the music of the 20th century. Journal of Advanced
Research in Dynamical and Control Systems. 2020. Vol. 12, S 3, pp. 772-778.

21.Rose B. American Painting: Twentieth Century. Geneva; Paris; New York: Skira Booking
International, 1995. 170 p.

22.The Dancer and the Dance. Merce Cunningham in Conversation with Jacqueline
Lesschaeve. New York, London: Marion Boyars Publishers, 1991. 235 p.

23. Tuchman P. Calder’s playful genius. Smithsonian Magazine. 2001. No. 32 (2), pp. 82-90.

About the authors:

Marina V. Pereverzeva, Dr.Sci. (Arts), Associate Professor at the Art Department,
Russian State Social University (129226, Moscow, Russia),
ORCID: 0000-0003-4992-2738, melissasea@mail.ru

Tatiana V. Ashutova, Ph.D. (Pedagogy), Dean of the Faculty of Design and Advertising,
Moscow University for Industry and Finance “Synergy” (105318, Moscow, Russia),
ORCID: 0000-0001-5093-7983, ashutova tanya@mail.ru

Ekaterina Yu. Ivanova, Ph.D. (Culturology), Associate Professor, Acting Head of
the Department of Visual Communications, Moscow University for Industry and Finance
“Synergy” (105318, Moscow, Russia), ORCID: 0000-0003-3950-6052,
catherine.iva@mail.ru

Elena A. Fedeneva, Senior Lecturer at the Department of Arts and Design, Murmansk

Arctic State University, Institute of Creative Industries and Entrepreneurship (183038,
Murmansk, Russia), ORCID: 0000-0002-2131-1794, 79062896999 @yandex.ru

&P

21



Gre~, [OPM3OHTbl MY3blKO3HAaHMU4 2021,2
ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2021.2.022-033
VIK 781.7

C. B. KOCBIPEBA

Ilempo3zasoockas cocyoapcmeennas koncepsamopus umenu A. K. Iazynosa
2. Ilempo3zasoock, Poccus
ORCID: 0000-0002-4818-1643, svetlana.kosyreva@glazunovcons.ru

MoHoAMS Kak npeAMeT M3y4eHUs KOTHUTUBHOM 3THOMY3bIKOAOT UM

CraThsi TIOCBSIIIICHA MOHOIWU KaK (DEHOMEHY MY3bIKaIbHOW KyIbTYpbl, HUCKOHHOMY THUITY
MBIIIIJICHUS] MHOTHX HapoJ0oB Mupa. PaccMoTpensl nctopuorpadusi, TEepPMUHOIOTHYECKHI anmapaT
Y MpaKTHUKa IPUMEHEHHUs TEepMUHA B OTEYECTBEHHOM U 3apyO€:KHOM MY3bIKO3HAHUU. HecMoTps Ha
TO, YTO MOHOAMSI TIPUCYIIIA MY3bIKAJIILHBIM KYJIbTypaM MHOTHUX HapOJIOB, C TIO3HIIMI KOTHUTUBHOM
STHOMY3BIKOJIOTUM — COBPEMEHHOIO HAalpaBiICHHs, CTaBSIIETO CBOEH LENbI0 MOCTHKEHUE
[IyOMHHBIX OCHOB OpPraHHU3allid 3THOMY3BIKAILHOTO TEKCTa, €ro CTPYKTYpPhl U COAEpKaHUS,
a TakKe BBISBICHHUS BHYTPEHHEH HEpapXWM TMOCIEIHUX, — OHA OKa3ajach MPAKTHYECKH He
M3Yy4EeHHOH. DTUM (pakTOM, B YaCTHOCTH, OTIPENIEISAETCS aKTyalbHOCTh TEMBI.

B crarbe akTyanmusupyercs 3HAUMMOCTh M3Y4YeHHs] (PUHHO-YTOpPCKOM MOHOIMM KakK THIIA
MY3bIKaJIbHOTO MBITIIIEHUS. PacCMOTpeHbI 0CHOBHBIE MOTYYEHHBIE B HACTOSIIEE BPEMS PE3YIIbTaThI.
BrlisiBeHBI 3HAYMMOCTH TTPOOJIEMBI MHOTOTOJIOCHSI B MOHOJIMH, POJIb TeMOpa U MHTOHUPOBAHUSI.
CormacHO KOTHUTHBHOMY TOAXOAY, MY3bIKa SBISIETCS YacThIO KAapTHHBI MUpa B CO3HAHUU
YyeloBeka M e€ M3yueHHE MOXKET OBbITh OCYIIECTBICHO Onarofmaps HM3y4eHHI0 HH(OpMaluy,
KOTOpYyI0 OHa conmepxut. MHdopmarus, uzpneuéHHas U3 (OHOTpamMMbl, KyIbTYPHBII KOHTEKCT
— BMECTE COCTaBJISIIOT CIOKHO OPraHU30BaHHBIA 3THOMY3BIKATbHBINA TEKCT, U3yYEHHE KOTOPOTO
MEPCTIEKTUBHO C MO3HUIIMIA METOAO0IOTHH KOTHUTUBHOM 3THOMY3BIKOJIOTHH.
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Monody as an Object of Study of Cognitive Ethnomusicology

The article discusses monody as a phenomenon of musical culture and the archetypal
type of thinking for many peoples of the world. Examination is made of the historiography,
terminological apparatus and practice of applying the term in Russian musicology as well as
in musicological systems of other countries. Despite the fact that monody is intrinsic to the
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musical cultures of many peoples, it has remained practically unstudied from the positions of
cognitive ethnomusicology — a contemporary trend placing as its aim the comprehension of
the underlying foundations of the organization of the musical text, its structure and content, as
well as the demonstration of their inner hierarchy. The signification of studying Finno-Ugric
monody as a type of musical thinking is actualized in the article. The importance of the issue
of polyphony within monody, as well as the role of timbre and intonating are actualized in
the article. According to the cognitive approach, music presents a part of the picture of the
world in the consciousness of the human being, and its study may be carried out by means of
studying the information it contains. The information extracted from a phonogram, along with
its cultural context, comprise a complexly organized ethnomusicological text the study of which
is prospective from the positions of methodology of cognitive musicology.

Keywords: cognitive ethnomusicology, Finno-Ugrian musical studies, monody, monodic
thinking, intonating, vocal structure, articulation, timbre, polyphony in monody, heterophony of
monodic nature, heterophony.
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OHONHUS, NPUCYIIAs MY3bIKallb- 3aMETUTh KOJIWYECTBEHHOE IpeolianaHue
HBIM KYJIbTypaM MHOTHX HapOAOB,  MOHOAMWHOW MY3bIKM HaJl MHOTOIOJIOCHOM:
Ha CETOJHAIIHUN I€Hb NPEACTaB-  «...MOHOAMs IPEICTaBJIEHA OIPOMHBIM YKC-
JsieT coOO0M HIMPOKO M3YYEHHOE SIBJIEHUE.  JIOM IIPOYHO CJIOKMBILIUXCS CTOJIETUSAMM, A HE-
B paborax yu€HBIX Ha Marepuasie pa3ind-  PEIKO U THICSYEeNEeTUsIMU (PYyHKIIOHUPYFOILITIX
HBIX KYJIBTYp OHA JIETallbHO 00CJIeIOBaHA B JIOKAIbHBIX, 3THUYECKUX, HAllMOHAJTbHBIX,
OCHOBHOM KaK BUJI My3bIKaJIbHOM OpraHn3a-  [UBWIM3ALUOHHBIX PAa3HOBUIHOCTEH MY3bl-
nuu. B TO e BpeMms Kak THIl My3bIKaJlbHO-  KaJbHOIO TBOPYECTBA, [JI€ HAKOILJIEHBI HETIpe-
TO MBIIIJICHHS', KaK 3ByJalluii (JeHOMEH Ha  XOISIINE KYJIBTYPHO-XYIOKECTBCHHBIE IICH-
MHTOHAIIMOHHOM YPOBHE MOHOJHS BOOOIIe,  HOCTU» [3, ¢. 4-6]. 1 HEcMOTpst Ha TO, UTO Kak
U (UHHO-yropckasi B YaCTHOCTH, U3y4Y€HA  XyHOKECTBEHHAs CHUCTEMAa MOHOIUS CIIOXKU-
KpaiiHe manio. Mexay Tem, JaHHasi mpobje-  J1ach paHbllle KOMIIO3UTOPCKOTO TBOPYECTBA,
MaTHKa SIBISETCS OOHOM M3 aKTyaJdbHBIX U B MY3BIKAJIBHOM HAyKe €€ «OTKPBITHE)» EIlE
MOXKET Peasiu30BBIBATHCS B paMKaxX KOTHH-  TOJIbKO HAYMHAETCS [TaMm ke, c. 19].
TUBHOT'O ’THOMY3bIKO3HAHUS, XapaKTepU3y- MoHOUIHBIMU OB APEBHHUE MY3bI-
IOIIETOCsl KOMIJIEKCHBIM, KOMITAPATUBHBIM,  KaJlbHbIE IIUBUJIM3ALUU (IpeBHETrpeueckKas,
CUCTEMHBIM MOAXOAAMH M MEXIUCUHUIUIM-  JPEBHEETUIIETCKAsl, BaBWJIOHCKas, JIpPEB-
HapHOCTBIO. DTO COBPEMEHHOE HalpaBje- HeeBpeicKas, ApEeBHEpUMCKas U JApyrue),
HHE MIPEEMCTBEHHO CBSI3aHO C MPOOIEeMHBIM ~ My3blka CpelHEBEKOBbsI — IMPOU3BEJIEHUS
II0JIEM CMBICIIA/CMBICII000pa30BaHUs. MEHeCTpese, paHHHE OorociayxeOHbIe
Mononusi — ¢eHOMEH MHUPOBOM KyJIbTy-  pacleBbl XPUCTHAHCKON WEpPKBH (TPUTO-
pbl — SIBJISIETCSI UCKOHHBIM THUIIOM MBIIUIE- PUAHCKUMA XOpaj, 3HAMEHHBIH pOCIIEB),
HUS MHOTHX HapofoB. Ecnm mpencraButh  MapaluTypruyeckue MECHU (UTaJbsSHCKUE
BECh OIPOMHBII KOHITIOMEpAT My3bIKaJbHOTO  Jiaydbl, HCIIAHCKUE KAHTWUTH, (PpaHIly3CKHe
TBOpYECTBA OJHOBPEMEHHO B JIMAXPOHWYE- W AHIVIMHUCKHE OJHOTOJOCHBIE KOHIYK-
CKOM M CHHXPOHHYECKOM Cpe3axX, TO MO)KHO  ThI, JIPEBHHE AHIIUICKHE KIpOJI U Ap.)>.
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Bosbiioit miacT MHUpPOBOrO MY3bIKIBHO-
ro (QOJBKIOpa PENPE3CHTUPYET MOHOMHUIO.
MoHouiHbI OOJBITUHCTBO MY3BIKAIBHBIX
TpaguIluii KOpeHHBIX HapomoB Cubupw,
yCTHO-TIpo(heccroHanbHas My3blka Hapo-
noB JlaneHero Boctoka. M ceroans, kak u
paHee, BAKHOE 3HAUCHUE MOHOIUSI MUMEET
B Mpo¢eCCUOHANTBHBIX HEEBPOTIEHUCKUX MY-
3BIKAIBHBIX TPAAULUAX (MHIUKCKas para,
azepOalKaHCKUI MyTraM, apaOCKHil Makam
u ap.). OHa mpucymia KyinsTypaMm 3amaf-
HOH, Bocrounont u LlenTpansHoit EBporsl,
bmwxnero, Cpengunero u JlansHero Boctoka,
Lenrpanbaoii Aswmm, Adpuku, KOxHOW U
CeBepHoil AMepuku, ABCTpainuu, OXBaThI-
BaeT BeCh (PMHHO-YTOPCKUN MHUP.

B oreyecTBEHHOM MY3BIKO3HAHUU MO-
HOAWIO Ha Marepualie pa3jnyHbIX MY3bI-
KAJIbHBIX KyJbTyp u3zyuyainu E. M. AJIKoH,
B. M. bensie, M. B. bpaxxnukos, T. @. Bna-
neimeBckast, C. I1. Tamuukas, Y. B. Edu-
moBa, X. C. Kymnapés, T. C. Kroperss,
N.T. JIebenena, 0. B. Mockaa, A. 1O. [1na-
xoBa, I. A. Iloxxunaesa, H. C. Ceperuna,
b. A. Wunaun u ap.* MccnenoBanust yué-
HBIX B OCHOBHOM KacCaroTCsl JPEBHEPYCCKOU
WY CPEIHEBEKOBOW 3aI1aIHOECBPOIECHCKON
LIEPKOBHOW MOHOAWU, €€ BU3AHTUMCKUX
HCTOKOB, & TAK)K€ MOHOIUNWHBIX BOCTOYHBIX
Tpaguiuid. B 3apy0e:kHOM MY3BIKO3HAHUU
UCCJIeayeTcs TJIaBHBIM 00pa3oM 3armajaHast
MOHO/MMHas My3bika. Cpeau aBTOPOB:
I'. AGepr, B. Anens, I1. Canmon, JI. Tpeit-
nep, P. raitnep u MH. 1p. [3].

B nenom, Tpyael OTE€UECTBEHHBIX M 3a-
PYOSXKHBIX YYEHBIX OOBEAMHSET OOJBIIOE
pazHooOpa3re paccMaTpPUBACMBIX ACIIEKTOB
B paMKax TCOPETHYCCKOH IPOOIIeMaTHKH
MOHO/INH, IOAHUMAEMBIX HA MaTrepuajie TOu
WK UHOU KynbTyphl. [lyOnukammm, Tak uim
WHaue 3aTparvBaroliie TEOPHUI0 MOHOJIUU,
B OCHOBHOM IOCBSIIIEHBI aHAIM3Y €€ 4acT-
HBIX aCIIEKTOB: KaK IpaBUJIO, paccMaTpHu-
BAeTCs KaKOW-THOO OJMH HaIlMOHAJBbHBIN
WY PETMOHAJIBHBIN BapUAHT MOHOAUITHOTO
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uckKyccTBa. VIcKimroueHne cocTaBiseT uccie-
nosanue C. Il. Tamunkont u A. 1O. ITnaxo-
BOH, MOCBSIIEHHOE N3YYEHUIO MOHOINU KaK
MUNna My3vlKaabHo20 MblulleHus. borarblii
Hay4yHbId Marepuan MpeACTaBIseT My3bl-
KaJlbHasl KYJIbTypa BOCTOUHBIX Hapos1oB (UH-
UM, OJMHKHEBOCTOUHOTO M IIEHTPAIbHOA3U-
arckoro peruoHoB, KaBkaza, Cubupmn)®.

«MoHonus» — TEPMUH PacCIpPOCTpPaHEH-
HbII, IIMPOKO HHTEpHperupyemsiii. Camo
CJIOBO YHOTPEOJISETCS C aHTUYHBIX BPEMEH
U UCTIOJB3YETCS B MY3bIKAJIbHOW HayKe IO
ceu IeHb. B My3bIKOBEIUECKOM JINTEPATYPE
MOHO/IUIO, KaK IMPaBUIIO, OMPEAEISIOT Kak
8UO MY3bIKAILHOU OP2aHU3ayuu WA My3bl-
KanvHot paxkmyper®. TEpMUH HCIIONB3YETCS
B IIMPOKOM U Y3KOM CMBICJIaX JI0CTATOYHO
Pa3HOOOpa3HO — TpPHU ONHUCAHUU PA3TUY-
HBIX CTOPOH MY3BIKaJIbBHOTO COJEpKaHUs U
CTPYKTYPbl KOMITO3UTOPCKOM, TPagUIMOH-
HOM, CTAPUHHOM ¥ COBPEMEHHON MY3bIKH.

B «bonpmion poccurucKkon 3>HUIMKIIONE-
aan»°® «MOHOmUs» (rped. povedio — re-
HUE WIH JCKJIaMUPOBAHUE B OIUHOYKY)
MpEACTaBI€HAa KAaK MY3bIKaJIbHBIM CKJIA,
[JJaBHBIM MPHU3HAKOM KOTOPOTO SBIISIETCS
oOHozonocue (TIEHUE WU WUCIOJHEHHE Ha
MY3bIKAJIBHOM HHCTPYMEHTE, BO3MOXKHO
C OKTaBHbIM YynBoeHueMm). [IpousBenenus
3TOTO CKJIaJla HE MPEINoJiaraloT TapMOHHU-
3alUU: «...3aKOHOMEPHOCTU HX 3BYKOBBI-
COTHOWM CTPYKTYpbl COBpPEMEHHas Hayka
0OBSCHSIET KaK UMMaHEHTHbIE (KakK MpaBH-
710, C TTO3UIUI MOIaTbHOCTH )».

«The New Grove Dictionary of Music
and Musicians» (2001)* TepMuH «MOHO-
TS PACKPBIBAET, KaKk 0003HAYaIOUUi My-
3BIKY, BKJIFOUAIOIIYIO OJIHY/€AMHCTBCHHYIO
(single) nuHMIO U ynoTpebasieTcs B CBA3U
C AHTUYHOW WM CpPEIHEBEKOBOM MOHO-
(OHMYECKOW MY3BIKOK’, a TaKKe B CBSI3U
¢ utanpsHckor My3bikoi X VII Beka.

CornacHo «Handworterbuch der
musikalischen Terminologie» (1972-2006)"
«MOHOJIHS»  PENPEe3eHTHPYeT  «...JBa
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OCHOBHBIX 3HaueHus: 1) onuHouHoe (Einzel-),
2) s)kanobHoe, MevanbHOe MeHUEe, TI0I3Hs, pe-
yuranus (Trauer- oder Klagegesang, -gedicht,
-rede). [lepBoe U3 HUX SBISIETCS UCXOIHBIM
U, Onarofgapss 3TUMOJIOTUYECKON “‘NpaBUIIb-
HOCTH’, MOKET CHOBAa M CHOBAa OOHOBIISTH-
cd. ...Hauunaa ¢ XVII Beka, 3TO0T TepMUH. ..
TOJTy4aeT HOBBIE BapUaHTHI YIOTpeOIeHUs,
CBA3aHHBIC C HCXOOHBIM 3HAYCHHUEM ‘‘OIIH-
HouHoe menue” (Einzelgesang), mpu »Tom
HOHATHE “OJMHOYHBINA~ MOXET pacnpocTpa-
HSTBHCSl HA aHCAMOJIEBYIO MY3bIKY, a “TieHue”
— Ha MIHCTPpyMEHTaIbHYIO» [3, . 31].

B «My3bIKaJIbBHOM SHIMKIIONEINYECKOM
cioBape»'! v B « DHIMKIIONCIUIY) KPYITHEH-
IIETO OTEYECTBEHHOTO HMHTEPHET-NOopTaa,
TOCBSIIIEHHOTO KJIACCUYECKON MY3bIKE, OTie-
pe u 6anery Belcanto.ru'* «monoaus» (rped.
monodia, OyKBaJIbHO — MECHSI OJHOTO, COJIb-
Hasi IECHS1, OT MONOS — OJIUH U ode — TIeHNue)
npejcTaBieHa B TpEX 3HadeHWsX. [lepBoe
CBSI3aHO C JPEBHErPEUECKOM Tpaguivend u
0003HaUaeT MEeHHE OJHOTO IEeBIAa — COJb-
HO€ M B COIPOBOXKICHHUU aA610CA, KUMAPbL
WIHA JUpsbl, peXe HECKOIbKUX HHCTPYMEH-
TOB. YIIOMUHAETCS TaKXe B CBS3U C HCIIOI-
HSBUIMMHCS TEBLOM (aKTEPOM) MapTHSIMU
Tparenuu'®. B 31Ol CBSI3M HEOOXOMMMO OT-
METUTh, YTO B BU3AHTHUHCKOM JMUTEPATYPE
«MOHOJVISI» O3HAUaeT «Iuiad», MPOU3BeIe-
HUE, OMKCHIBAIOIIEEC TPAru4eckoe COObITHE
B popme TpaypHO# onbr'*. OTHeNbHBIC BHIBI
MOHOJIMU TIPEJICTABISLIA COO0H pa3BUTHE
panuux dhopm audupamba. TepMuH «MoHO-
TS B TAHHOM KOHTEKCTE TEPMUHOJIOTHYC-
CKH OJTU30K «MOHOJIOTY» (COMBHOM peun ).

Bropoe 3HaueHuWe CBSi3aHO C My3bI-
kol Utamum XVI — nauama XVII BekoB u
NPENICTABISIET BUJI COJBHOTO (JIMPHYECKO-
ro) MEHUS C HHCTPYMEHTAJIbHBIM COIpO-
BoxieHueM. CTuiib, BO3HUKIIUN B HeEApax
@nopenmuiickou Kamepamsl (CTPEMUBLIEH-
Csl K BO3POXJICHUIO AHTUYHOTO MY3bIKAJIh-
HOTO HCKYyCCTBa), OTIMYAJICS MOHOMUEH,
B KOTOPOW My3bIKa ObLTa TIOJYNHEHA TEKCTY,
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OTIpEJIEIISIACh €r0 PUTMHUKOM U MO3TUYECKUM
conepkanueM. J[ns Menoauku ObUTH Xapak-
TEPHBIMH ITUPOKUH 00BEM, YepPEIOBAHNE HOT
Pa3IUYHON JITUTETBHOCTH, OOJIBIINE CKAYKH.
Monoaus oTIMYanach JOMUHHUPOBAHUEM HITH
peuumamueHozo, WK HanesHo2o Hadana. E¢
COIPOBOXK IEHUE OBLI0 TOMO(OHHBIM (B BUJIE
basso continue)'. B cOOTBETCTBUM ¢ HOBOU
ACTETHKOH, CBSI3aHHOW C 3apOKIACHUEM OIle-
PBL, TIOJIarajioch, YTO My3bIKaJIbHOE COIepIKa-
HHUE JIOJDKHO OBITh CKOHLIEHTPUPOBAHO B OfI-
HOW MEJIOJIH 1 OTIPENICIATHCS CONep KaHueM
MOSTHUYECKOTO TEKCTA: «...MHTOHAIMSI, C KO-
TOPOM ITPOU3HOCSTCS CJIOBA, — “OCHOBA JJIA
cosmanusi rapmonun’™» (5. Ilepu, 1600)".
HNMeHHO C 3THM CBSi3aH M XapakTep MOHO-
IUK. JlaHHBIN, TaK Ha3bIBAEMBIM «PEUYNUTATHB-
HBI CTUIH (stile recitative), ObUT BOTUIOMIEH
B orepax (apuu, peYuTaTUBbI) U COIBHBIX Ma-
npuranax Sxomno Ilepu («Euridicey», 1600),
Jhxymuo Kauuman («Amarilli mia Deliay,
1602) u Kmaymno MonteBepau («Lamento
d'Ariannay», 1608). Ctunbs okazan Gojbiioe
BIIMSTHHE HA Pa3BUTHE MY3BIKAIEHOTO UCKYC-
CTBa: yTBEp)KJIEHHE TOMO(OHHOTO CKIIAJa;
TIOSIBJICHUE Psiia HOBBIX, MPE0OpPa30BaHHBIX
(dbopM M KaHpPOB (apusl, peUUTaTUB, ONEpa,
kaHTara u 7ap.)'s. Ciemyer OTMETUTbH, YTO
B 1647 roay wuTanbsHCKMI T'yMaHHUCT
Jx. b. JloHn B cBO€#1 BTOPOM KHHUI'E TpaKTa-
Ta «De praestantia musicae veteris» mpen-
JIOKWIT «PEUUTATUBHBIN CTHIIBY (J1at. stylus
recitativus) 3aMeHUTh Ha «MOHOIWYECKUUN
cTiiby (nart. stylus monodicus)"®.

Tperbe 3HaUeHHE MpENCTaBIIET MOHO-
JIUIO B IIUPOKOM CMBICIIE KaK JIF0OYI0 0OHO-
20110CHYI0 Menoouio (OJHOTOJIOCHOE TICHUE
0e3 COMPOBOXKICHUS), JIIOOYIO OCHOBbIBA-
OWYI0Cs HA 00HO20/I0CUY 00JIaCTh MY3bI-
KaJbHOUW KYyJBTYypbI: TPUTOPUAHCKOE TEHHE
(rpuropuaHckuii Xopaia), MOHOIUS JpPEB-
HEBOCTOUHBIX KYJIBTYp M BH3aHTHICKOE,
JPEBHEPYCCKOE IIEPKOBHOE MEHUE M T. 1.2
JlaHHOE 3Ha4YeHUEe TePMUHA BOILIO B Hay4-
He1it oonxox ¢ X VIII Beka.
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[TonpITOXXMBasi OCHOBHBIE BEpCHUU 3HA-
YEHUII MOHOJMHU, MOXHO BBIJEJIIUTH TaKHE
napameTpbl, Kak MPUHAAJIEKHOCTh K Jalé-
KOMY MpPOLUIOMY M OlOpa Ha €AUHCTBEH-
HYI0 MEJIOJMYECKYIO JIMHUI0. MoHOIus pe-
MPE3EHTUPOBAHA KaK MY3bIKaJIbHBIN CKJIa;
IJIaBHBIM (DAKTypHBIA MPHU3HAK — OJHOTO-
aocue, — Oylb TO BOKaJbHOE HCIOJIHEHHE
WM UHCTPYMEHTAJIBHOE, OJHUM TOJIOCOM/
UHCTPYMEHTOM WJIM HECKOJIIbKUMH, B TOM
quciie B MHOTOTOJIOCHOM (opme (¢ ayOmu-
pOBaHHEM B OKTaBY MJIM YHUCOH). B onuca-
HUSIX TEPMUHA, @ UYMEHHO HHTOHALIMOHHOTO
acrmeKTa MOHOJIMH, oOpamaeT Ha ceOst BHU-
MaHue PoJib PEYEeBOro Havana (peduTarus,
JeKJIaMUpPOBaHKeE), Miiaya.

UYro kacaercs NPaKTHKU HCIIOJIb30Ba-
HUS TE€PMHHA B POCCHUHCKOM MY3bIKO3HA-
HUU, HEOOXOJUMO OTMETHUThH CleIylollee.
Jlo HeaBHEro BpEMEHU B TPyHdax YUEHBIX,
3aHUMAIOIINXCS BOMpPOcCaMu Tpodeccro-
HaJIbHOW KOMIIO3UTOPCKOW €BPOIEHCKON
MY3BIKH, OTMeuajicsa HeauddepeHInpo-
BAHHBIM IIOAXOJ B NPUMEHEHUH MOHSATUN
«MEJIONIUS», «OJHOTOJIOCHE», «MOHOIUS.
Opnako B mocienHee BpeMs HabOmomaeTcs
poTHBOIONOXKHAas TeHaeHus. uddepen-
LUMPOBAHHBIN MMOIX0/ OTMEYAETCsl B TpyJdax
Y4€HBIX, MCCIEAYIOIIUX BOCTOYHBIE MY-
3bIKAJIbHBIE KYJIBTYphl. B 3THX paborax He
CMENIMBAIOTCSl HAa3BaHHbBIE BbIIIE MOHATHUS,
a caMoO TOHSTHE «MOHOJUS» BBIBUTAETCS
B pa3psj KareropuaibHbix |3, c. 27]. Haga-
70 3Tou Tpamuuuu nonoxeHo X. C. Kym-
Hap€BbIM; €ro (QyHIaMEHTAIbHBIA TpYA
«Bonpocel HCTOPUM U TEOPUU APMSIHCKON
MoHoOnU4YecKor my3biku» (1958) u ceron-
Hs siBisieTcst akTyaidbHbIM. CormacHo Kymi-
HapéBy, «MOHOIMS — MY3BIKAJILHOE ITPOU3-
BeJIEHUE, B 00pa30BaHUU (POPMBI KOTOPOTO
MEJIOANYECKOe Hayalo BBICTYNAaeT B Kaye-
CTBe camodosnerwuiezo» [11, c. 3].

BmecTe ¢ Tem HaOmromaeTrcs U MHas
NpaKTHUKa MPUMEHEHUS TEPMHHA «MOHO-
mus». Peub ua€r 06 ucmonb30BaHUM B He-
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KOTOPBIX 3apyOeKHBIX U B OT€YECTBEHHBIX
paboTax TepMUHA «MOAAIBHOCTHY. 3/1ECh
BaXHO YYHTHIBATh, YTO MOJAAJILHOCTH 03-
HAYaeT «OMpeAeIEHHBIN aceKT J1aa0(dyHK-
nroHajasHOCTH» [3, ¢. 36]*'. Cornacuo I'a-
yuikor u I1maxoBoit, «...MOJAJILHOCTh KaK
TakoBasi, O3HAyaromas crenuduuecKuit
“XapakTep JaJ0BOr0 HANpPSKEHUS MOXKET
ObITh CBOWCTBEHHAa KaK MOHOAMM, TaK H
MHOTOTroJIocuI0. IMEHHO M03TOMY, a TaKke
VUHUTHIBASI OTEYECTBEHHYIO HAYYHYIO TIPAK-
THUKY ¥ BO H30eXaHUE HeIO0pa3yMEHUH,
HelelIecoo0pa3Ho HCMOIb30BaTh HauMe-
HOBaHHE ‘“‘MOJAJILHOE” BMECTO ‘“MOHOIMI-
HOe” JU1s1 0003HAYEHUSI, PaCCMaTPUBAEMOTO
B paboTe THUIa MY3bIKAJIbHOTO MBIIIIJICHUS
[Tam xe].

OOparmiasice K U3y4EeHUI0 MOHOIWH KakK
MEePCIEKTUBHOMY HalpaBiICHUIO KOTHUTHUB-
HOM STHOMY3BIKOJIOTHH, OCTAHOBUMCS Ha
OCHOBHBIX MOJYYEHHBIX B HACTOSAILIEE Bpe-
Ms pe3yibTaTax.

BriepBbie B OTEYECTBEHHOM M 3apyOesx-
HOM MY3bIKO3HAaHMM TONBITKA CO3JAHUS 00-
weti meopuu MOHOOUU, TOHUMAEMOMN KaK THIT
MY3bIKQJILHOTO MBIIUICHUSI U OpraHu3aliu
npeanpunsaTa B uccienosanuu C. [anuikoi
n A. TlnaxoBoii «MoHoaust: MpooOiIeMsl Te-
opum» (2013). B cBoéM Tpyae y4EHbIEC BbIS-
BWJIM Takue 0a30Bble YEPThl MOHOAWH, Kak
OOHONUHEUHOCIBY U MOHOMELOOUIHOC
MOBBIICHHYIO HEOOHOPOOHOCHb INIEMEHMO8
cmpykmypsl U oughghysHocmop, a TakkKe pac-
KpPbUIH pa3IMYHbIe CTOPOHBI MOHOIUIHOM
MY3bIKaJbHOW OpraHu3alu (BOIPOCHI Ce-
MaHTHKH, Jiaga u $aktypsl) [3, c. 2, 21-22]*.
Panee B crarbe «MoHomuiiHas (akTypa Kak
aKTyalbHasg  TEOpeTH4ecKas  mpoOiIeMay
(2002) [2] lNannmkast otMeyana, 4Tto Hpu TH-
MOJIOTU3aIMK (PaKTypPHBIX CKIIAI0B MOHOAUM-
HOW MY3BIKM «HaMe4YeHa MpeaBapUTeIIbHAS
KJIacCU(UKALIMS 3TUX CKJIA/IOB, I7IE€ B KAYECTBE
WCXOTHOM Kareropud yMECTHO NPUMEHSTh
CJIOBO “‘CJIOW” B CTPOr0 TEPMHHOJIOTMYECKOM
CMBICIIE», a UX NEpBUYHAs T depeHIraIys
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MOJIPA3yMEBAET MOHOCIOUHOCHb U NONUCTIOU-
HOCMbY, U, KaK «0Cc000 3HAYMMBII (aKTyp-
HBII1» MOMEHT BBISBJICHO «pa3rpaHUYCHUE
reTepo)OHMHU Ha J[BA BUJA — 2emepoPOoHUIO
MOHOOULHOU NPUPOObL U 2emepoghoHUI0 NPU-
Po0bl MHo2o2onocHot [KypeuB Moit. — C. K.]»
[2, c. 84-85]. JIns mOCTHMKEHUST TTyOMHHBIX
OCHOB OpraHu3allul CJIOKHOTO STHOMY3bI-
KaJIbHOTO TEKCTa*, ero CTPYKTYphl U COIEP-
YKaHUs OOJIBIIOE 3HAYEHUE UMEIOT CYXKICHUS
MY3bIKOBEJIOB, YTOUHSIOLIUE COOTHOIIICHUE
«TOCTOSTHHO ~ COTIPUKACAIOIIUXCS TIOHATUI
«MOHOJIUS, «MEJIONUSD» U «OIHOTOJIOCHE»,
«YHHCOH»: «MHOXECTBEHHOCTh M THOKOCTb
B COOTHOLIEHHWH (OpMaTbHO-(aKTypHBIX U
BHYTPEHHE-CO/IEPKaTeIbHBIX  MapaMeTpPOB
NpeIyCMaTpUBaeT TPUHIUIHUATIBHYIO MHO-
HCECMBEHHOCMb  KOHKPEMHbIX — peanu3ayuti
MoHOOUtiHO20 Hayana [KypcuB Moi. — C. K.]»
[3, c. 34].

[Ipobnema muozcoconocuss 6 moHoOuu
NPEJICTABISETCS YPE3BBIYAHHO Ba)KHOU B
KOHTEKCTE HCClIeZIoBaHUs  (DUHHO-YTOP-
CKUX WHTOHAIIMOHHBIX ATHUYECKUX KYITb-
Typ. Lennsr cyxnenust . U. 3emioBckoro
0 JIByX THUIAaX MY3BIKAJILHOTO MBIIUICHHUS,
KOKIBIA W3 KOTOPBIX «OCYIIECTBIISCTCS
B HeucuepnaeMbix (opMax OHOTOJIOCHS,
rerepoOHUH, MHOTOTOJIOCHSI CaMbIX pas3-
HBIX BUJIOB (OT Oyp/IOHa J10 aKKOPJUKH)» [4,
c. 190]. CornmacHo 3eMIIOBCKOMY, «MOHOJAMS
HE TOXKJECTBEHHA OJHOTOJIOCHIO», «e€ pe-
ajau3alus JIOMyCKaeT M MHOTOTOJIOCHBIE
3BYUYaHUS», «MHOTOTOJIOCHBIE MPOSIBICHUS
MOHOAHMH HE MPOTUBOpEYAT €€ MY3bIKalb-
HO CYIITHOCTH», TO €CTh «...MHOTOr0OJI0CHE
KaK sIBJICHUE MOXXET BBICTYIIaTh aTpHOYTOM
MY3bIKaJIbHOTO MBIIUICHUS Pa3HOrO THIIA
— ¥ MOHOJHMYECKOT0, U MOIU(OHUIECKOTO,
u rapmonunueckoro. ClienoBareiabHO, MHO-
roroJiocue camo 1o cebe, kak Qakrtypa, He
€CTh TMOKa3areab MOJU(OHUU KaK MBIIILIe-
HUSD) [TaM xKe].

3a0cTpsis BOIPOC O COOTHOIIEHHH MO-
HOJTUU YW MHOTOTOJIOCUS, aBTOP MPUXOIUT

K BBIBOJY O TOM, YTO JAHHBIC MOHSATHUS U3
pa3HbIX M1aHoB: «Eciu B MoHOAMM U TIOJTH-
(hOHUM MBI BIIpaBE YCMaTPUBATh HE TOJIHKO
THUIBI MBIIIUICHUS, HO JTaXKe JIBE pa3Hble M)-
3bIKAIbHbIE KOHYEeNnyuyu Mupa [KypcuB MOU.
— C. K.], TO B MHOTOT'OJIOCHH — JIMILIb )KaHPbI
MY3bIKaJIFHOTO OOIIEHUS U X (PaKTYpHYIO
MaTepuaIn3aluio, a B psjie CIy4yaeB U KOH-
KPETHBIC KOMITO3UIIUU» [TaMm ke, ¢. 191]%.
[oBopss O KOHIIEMIIMM MHOTOTOJIOCHS
B MOHOAWHU, 3EMIIOBCKHI MPHU3bIBaET 00-
paTUThCS K THUIOJIOTUA MOHOAWH C YYETOM
BCEro pasHooOpa3usi MOHOAMYECKUX KYJIb-
Typ: «/IMEHHO B CBSI3M C TUIOJIOTMEN MO-
HOJMM aKTyaJbHO IMOCTaBUTHh BAXKHYIO, HO
BCE emé HEeIOCTaTOYHO HCCIIC0BAaHHYIO
poOIeMy STHHUYECKOTO U SKaHPOCTUIIEBOTO
3BYKOH/I€aJIa MOHOJIMH — Ha YPOBHE TPYTIIIO-
BOTO W/WJIM OJUHOYHOTO (COJILHOTO) 3ByYa-
HUSI/3ByKa WM CO3BYYHsl/cO3ByKa. Bompoc
0 Ka4yecTBe 3ByKa, O €ro 0co00if MHTOHAIIH-
OHHOI HACBIIIEHHOCTH, TUIOTHOCTH, UHTEH-
CHUBHOCTH, JaK€ HANpsHKEHHOCTH B MOHO-
VA U O €ro TeMOpAIbHOU MPHUPOJIEC UMEET
NEPBOCTENIEHHOE 3HAYEHHE W ISl THIIOJIO-
TUM MHOTOrojocus» [Tam xe, c. 193—194].
3eMIIOBCKHMIl TpeasiaraeT u3y4darb memop
KaK cpeocmeo cemaHmuieckou ouggepen-
yuayuu haxkmypul, «ACCIENOBATH TPAIUIH-
OHHBIE MPUEMBI 3BYKO-MaTEpUATHHON OTTeE-
HSEMOCTH Pa3JIMYHBIX TOJIOCOB WM TAPTHH,
a TaKKe COMOCTABUTb CUCTEMbI TeMOpasib-
HOW Qg depeHIanuy roJIocoB B MOHOIUH
u nonudonum» [tam xe, c. 194]. Ilo cno-
BaM yUY€HOTO, «MY3bIKaJIbHO-CEMaHTHUECKH
BaXHOE, TaK WM WHa4e, MOTIEPKUBACTCS
B 3BYYaHUHU: TO HANpPaBICHO BOBHE (aHTH-
¢boH), TO BOBHYTpPhH (CIUIETEHHE TOJOCOB
WIA WX BEPTUKAIMU3AINSA), TO TPOTHUBOIO-
ctaBieHo (OypmoH). Tembp, cmanosscy co-
0epocamenbHbiM PaKmopom My3bIKaIbHO2O
@opmoobpazosanus, gblcmynaem Kak UHmMo-
Hayus, mo ecmv obpemaem My3blKANbHbIL
cmoien [kypeuB moit. — C. K.]» [5, c. 185].
Takum oOpas3om, OomnblliOe 3HAYEHUE MPU
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U3y4eHUH (PUHHO-YTOPCKOM MOHOUY UMEET
paccMOTpeHUE €€ KaK THUIAa MY3bIKaJIbHOIO
MBIIUICHUS, KaK 3Bydallero (peHomeHa Ha
ypOBHE UHTOHHUPOBAaHUS U TeMOpa [7].
LlenHsIM B 0OLIEpernoHaIbHOM (B CHU-
cteme Bonro-Kamckoro permona) Kkos-
TEKCTE TMPEACTABISACTCA OIBIT H3yYECHUS
rerepo)OHNM MOHOIMHHOW KyJIBTYpHI Ta-
Tap-KpsIILIeH METOIaMU CIIyXOBOTO aHAJIn3a
H. 1O. AnsmeeBoii. 1o ciioBam yuénoro, npu
W3yYEHUH reTepoPOHNH, KITOMUMO OCO3HA-
Hus rpaduyeckoro o0pasa, BOILIOIEHHOTO
B HOTHPOBKE, BaYKHO MOHATh: U3 YETO CKJa-
JIIBAETCSl TeTepOPOHHOE 3BYUaHUE, U IIO-
4YeMy TPAAUIMOHHO NPHUHSATO CUUTATh, YTO
reTepooHUsl — 3TO apxauyeckas CTaaus
ucTopuu My3biku. [l Gonee ryOMHHOTO
MOHUMAaHUsI (PEHOMEHA, Ha3BAHHOIO 3TUM
IPEYECKUM TEPMHHOM M CYIIECTBYIOLIETO
B 00ps/10BOM MEBYECKON MPAKTUKE Pa3HbIX
HApOIOB MHpa, HEOOXOIMMO TMPEXIE BCe-
To onucams €ro Kak (pEeHOMEH 38yuauull
HAa OTHUYECKM KOHKPETHOM Marepuae
B TOH (PYyHKIMOHAIBHO-CTHIIEBOM CHUCTEME,
B KOTOPYIO OH BXOJUT KaK KOHCTPYKTHBHO
BakHas yacTh» [ 1, c. 195]. Becomoe 3Haue-
HUE UMEIOT € HaONoneHusl HaJ TeMOpoM
(1 ero ponbio B 00pa3oBaHUM CaMOM «Ma-
TEpUN» TEeTePOPOHHBIX IECEH), «UHCTPY-
MEHTaJbHBIM» XapaKTEPOM BOKAJIBLHOTO
3ByKa, 3CTETHKON «IpeObIBaHUS B 3BYKE»,
OpPraHMu3yIoOIIeH POJIBI0 KaJlaHCOBBIX YHH-
COHOB, WHTOHAIIMOHHBIMH TIOJISIMH U PUT-
MOWHTOHAIIMOHHBIMU (OPMYJTaMu, TUIIAMHU
BEPTHUKAJIbHBIX CO3BYyYHi. MHOTOrogocHoe
neHue B rerepodoHHON dakType ompene-
JeHO Y4YEHBIM Kak sipKas 4epTa 3CTETUKU
MY3UIIUPOBAHUS, «OCHOBA JMHUUECKO2O
cmunesoco  38yKoudedna» dSTHOrpadpude-
ckoi rpynmsl [TaMm xe, ¢. 197]. I'etepodo-
HUIO TaTap-KpslieH AJibMeeBa OTHOCHUT
K TUIY ($akTyphl ¢ HEPUKCUPOBAHHOMN Bep-
TUKaIbI0. JTa (hakTypa Ha3BaHa aBTOPOM
JIMHEMHO-KJIACTEPHOM, HMEIOIIEeH JMHEeH-
HYIO MPUPOAY U BEPTHKAIbHBIC MOJSA-Kia-
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CTEpBI, Ha KOTOPBIE OHA PaCHICIUISIETCS [TamM
xe, c. 200-201]. BoisaBnsst pa3Hbie KOMOU-
HaIlMM MHUKPO(PArMeHTOB MHTOHAIIMOHHO-
r0 TOJIST?’ HAMeBOB, 3TH CO3BYYHs YUEHBIN
Ha3bIBaCT TAapMOHHYECKUMH  TOJSIMU,
10/ KOTOPHIMU MOHUMAETCS « ‘BEPTUKAIb-
HBII cpe3’’ MHOTOr0JIOCHO MPOU3HOCUMOTO
cjiora, 4acTb MHTOHAI[MOHHOTO MOJISI reTe-
POQOHHOM TeCHU, MONAJAIOUIyI0 Ha OIHY
cioronoio» [tam ke, c. 202]. Uccnenys
MEBYECKUN CTUJIb TaTap-KpsuieH, AjabMe-
eBa MaéT COOCTBEHHOE OIpECICHUE TeTe-
podonuu: «l'erepodonHas ¢akrypa — 3TO
L[EeJICYCTPEMIIEHHBIN MTOTOK T'OJIOCOB B Ipe-
Jienax WHTOHAIMOHHOTO MOJIsl, pAaBHO3HAU-
HBIX B peajin3aliy MEJONYECKOrO Havaa.
['erepodonnast gakrypa obmamaer ocoboii
SHEPrHeil, KoTopas CO3JaETCA COCEICTBOM
TEMOPOBO SKCIIPECCUBHBIX JIMHUW U OIpe-
NEJSIETCS CTENEHbIO aKTUBHOCTU BapbUpPO-
BaHMS STUX B3aUMHO HAaKJIAJbIBAIOIIUXCS
JTUHUW» [TaM ke, c. 200].

MHororonocHble (GopMbl  (PUHHO-YTOP-
CKOM MOHOJUU PEAM3YIOTCI B OCHOBHOM
B rerepodoHHON (QakType. lerepodoHnio
Kak 3Byvaliuii ()eHOMEH Ha Marepuase BAT-
CKHUX MapH, HCIONb3ys COOCTBEHHBIM aHa-
JIMTUYECKU METOH, U3ydaja aBTop HaCTOs-
mei crareu®’. 1leHHBIM CBOMCTBOM METO/A,
C TOYKH 3pPEHHUSI 3BYKOBBICOTHOTO CETrMEH-
TUPOBAHUS, SBISETCS BO3MOXKHOCTH HanOoO-
Jiee TOYHO NPEACTABUTHh KapTUHY 3Bydallleh
MHOT'OT'OJIOCHOM TKAaHH, C TIOCJIETYIOUIEN pe-
KOHCTPYKIIMEH TOJIOCOBBIX JIMHUN (TIApTHA).
B 10 5%€ BpeMmst Ha «yHHCOHHO-TETEPOPOHHOM)
MarepHalie UCCIEAYEMOM TPAAULIMOHHON MY-
3bIKA BBISIBISIFOTCA TaKW€, KOMIIO3ULIMOHHO
3HAYUMBbIE, COCTABJISIIOIINE 3BYKOBBICOTHBIX
CTPYKTYpP, KOTOpBIE OIPENSSIIOT MEXaHU3-
MbI (DOPMUPOBAHHUS MY3BIKAILHOM TKaHU" 1
TEMOpPOBOTO MHOTOTONIOCHS [6; §].

I'etepodonus BATCKMX Mapy BO3HHKAET
Onmaronmapsi B3aMMOJICWCTBHUIO MHOTHMX Ma-
pameTpoB. U npexae Bcero, Kak pe3ynbrar
COMPSHKEHUS] PETUCTPOB U B3aUMOJICHCTBUS
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TEMOpOB B Ipoliecce MHTOHUpoBaHus. J1Jis
0003HaYCHHsI, WHCTPYMEHTAIbHO apTHKY-
JUPYEMOTO0, TeMOPOUHTOHAITMOHHOTO SIBJIE-
HUS ObUIO NMPHUHSATO TMOHATHE «TEeTEPO(HOH»
KaK «BEPTUKAIIbY, «IIyYOK», CMHHIIA TeTe-
podOoHHON JTUHUKU — TEeMOPOMHTOHAIIMOH-
HBI 3JIEMEHT, peaju3yeMblii B rerepodo-
HUH, CIAraroluncs U3 3BYKOB Pa3iIMYHON
BBICOTHI (4aCTOTHI), TPOMKOCTH (MHTEHCHB-
HOCTH), TeMOpa (crekTpa) [9, c. 11; 10].
TemOpo-perucTpoBoe Hadajao B MY3bl-
K€ BITCKUX MapH IMPOCIECKUBACTCS Kak
B CTPOEHUHU MY3BIKAaJbHOI'O 3ByKa (B 3BY-
YaHUMU MapUHCKOro a’spodoHa wiyswipa, ce-
mepogoHos), TaKk U B NPUHIIUTIC PA3BUTHUS
MEJIOJIUU B BEPXHEM U HIKHEM perucrpax
(B OIHOBPEMEHHOM M pPa3HOBPEMEHHOM
COOTHOIICHHWU TOJIOCOB W WHCTPYMEHTOB),
B MCIIOJIb30BAaHUM IPHUHIMIIA TPAHCIIO3H-
. Kpome Toro, HameBam CBOICTBEHHA
OpHAMEHTAIbHO-MEIN3MaTHIECKast MeJo-
JIKa, BIHSIOMAs Ha (GOPMHUPOBAHHE TETe-
podoHHOM TKaHU BATCKUX Mapu. Menoau-
Yyeckas MPHUpPOJa HANEBOB BATCKUX Mapu
BO MHOTOM OIIPEENISIeTCS NHTOHAIIMOHHON
HAIATPON  creuu(UYEecKd apTUKYIUpYe-
MBIX YHHUCOHHBIX M KJIACTEPHBIX TeTepodo-
HOB’!, HATIOMUHAIOLIUX 3ByYaHUE LIYBBIPA,
a IpUHIUN (GOPMHUPOBAHUS TeTepOPOHHON
TKaHU TIOMOOCH CKJIAJBIBAHUIO CO3BYYHI
B IIYBBIpHOM Haurpsiiie® [10].
WHTOHAIIMOHHAS MAJUTpa BATCKOTO MY-
3BIKAJTBHOTO IMAJICKTA CIIAraeTCsl U3 MHOTUX
COCTABJISIOUINX, OJHON U3 KOTOPBIX SIBJISIET-
Csl CBSI3b BOKAJIBHOTO CTPOSl C JUAJIEKTHBI-
MH OCOOCHHOCTSIMH MECTHOH TpaIuIIHy.
[TeBueckast apTUKYISILMS BO MHOTOM OIIpe-
nensercss (OHETUYECKUM CTPOEM SI3bIKa.
NmenHo nocnennuii, (GopMHUpYIOMIMHA TO-
JOCOBOM ammapar 4esloBeKa, OIpenessier
€ro BOKaJbHBIE BO3MOXXHOCTH U TEMOpO-
BO-TE€CCUTYPHBIE XapaKTePUCTHKH. B To ke
BpEMsI CYLIECTBYET B3aUMOCBSA3b MEXKIY
dbonemamu u rerepodonamu. OHa TPOSB-
JsIeTCsl B apTUKYJISIIUOHHONW H30MpaTeib-
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HOCTHU — B MCIIOJIb30BAaHUHU ONPEIETEHHBIX
¢oHeM B (UHAIBHBIX YHHUCOHHBIX T€TEPO-
(doHAX, UMEIOMUX KOMMAKTHYIO MPHUPOAY
(M. B. IlanoB), a Tax>ke B 4aCTOTHOM pa3HO-
o0pazuu (pa3Hble (POHEMBI CO3/IA0T pa3Iny-
HBIE aKyCTH4ecKue moist). B To xe Bpems
WHTOHAIIMOHHBIN CJIOBAPh BATCKOTO MY3bI-
KaJIBHOTO JTHaieKTa (hOpMHpOBAJICS B yCIIO-
BUSX JIECOCTEIIHOW AKYCTUYECKOW Cpenpl,
KOTOpasi OTIIMYAETCS OCOOBIM OIIyIIIEHHEM
MPOCTPAHCTBA, YTO MOBIUSIO Ha (OPMHUPO-
BaHME 3BYKOHWZEaja BATCKOW TPaJWIIUH, HA
0COOCHHOE OTHOILIEHHE K 3BYKY, Ha CIIEIH-
(ryeckoe apTUKYIUPOBAHUE — MeMOPOUH-
monuposarue rerepodonos [9; 10].
Uccnenoanue TeMOpPOMHTOHAIIMOHHOTO
IUlaHa TeTepoOHHOrO0 aHCaMOJIEBOTO WC-
TIOJTHUTENILCTBA HA MPUMEpPE BATCKUX Mapu
MOKa3aJI0 HAJIMYKME CIOXKHBIX (TeMOpaIbHO
0OYCJIOBJIEHHBIX) 3BYKOBBICOTHBIX COOTHO-
LIEHUW, BO3HUKAIOIIUX B MPOLIECCE MCHOJ-
HEHUSI MEXIy roinocamu. MHOTroCiI0HHOCTh
JTAHHOTO SIBJICHHSI CBS3aHA TPEXJE BCEro
C KapTUHOM HMHTOHHPOBAHUS, INI€ BCE KOM-
TIOHEHTHI ATOTO MPOIECCa TECHO B3aUMOJICH-
CTBYIOT MEX]y COO0M. AKYCTUYECKH 3BYKO-
BBICOTHBIE XAPAKTEPUCTHKH TeTepo(hoHOB
COOTHOCATCSI C MEHSIOIIEHCS BO BpPEMEHHU
(dbyHIaMeHTaJIbHOM YacTOTOM — 4acTOTOM OC-
HOBHOTO TOHA, U3MEHEHHE BO BPEMEHH KOTO-
POH, UIMEET CIIOKHYIO CTPYKTYpy>:. Peasusy-
olHecs B npenenax (pOHAMOHHBIX CIOTOB,
KOHTYPBI YaCTOTHI OCHOBHOTO TOHA (M3MEHe-
HUSI MeJoca B BHUJIE MOABEMOB, MAJCHUN U
Ooree CIOKHBIX KOH(UTYpaIHii), MepeaaoT
WHTOHAIIMOHHYI0 uH(popmaruio [9; 10].
CormacHO  KOTHUTHBHOMY  IOJIXO.Y,
My3bIKa SIBISETCS YacCThIO KAPTHHBI MUPA
B CO3HAHWU YEIIOBEKA U €€ N3yUCHHE MOKET
OBITH OCYIIECTBJIEHO OJaroapsi U3y4eHuto
uHpOpMalMM, KOTOPYI0 OHA COAEPIKHUT.
WNudopmanus, ussneuénnas u3 ponorpam-
MBI, KyJbTYPHBIH KOHTEKCT — BMECTE CO-
CTaBJISIIOT CJIOKHO OPraHM30BAaHHBIA 3THO-
MY3BIKAJIbHBIA TEKCT, M3YYCHHE KOTOPOTO
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— HEMpOCTast 3aJla4a KOTHUTUBHOW STHOMY-  3THOMY3bIKOJIOTHH JAET BO3MOXXHOCTh MIPU-
3pIkosiorum®!. B TO ke Bpems CKiIalbiBa0-  OJIM3UTHCS K TOHUMAHHIO CYIIIHOCTH MOHO-
IAsICS CETOIHSI METOIOJIOTUSl KOTHUTUBHOM — JTMU Kak (heHOMEHa.

<> TIPUMEYMAHUA <>

' Cormacuo C. II. Tamuukoii u A. }O. IlnaxoBoii, «u3ydyeHue crerudUKd MOHOIUITHOM

MY3BIKH I0J] YIVIOM 3PEHUS MBIIIJICHUS MPEICTABISACTCS 0COOCHHO 11e7eCO00pa3HbIM HE TOJIBKO
oToMy, YTo olecreynBaeT Haubosiee 00OOIMIEHHBIH K HEW MOJIXO0J, HO U B CBSA3H C BO3MOXKHO-
CTbIO MHTETPUPOBATh CaMble Pa3HOOOpPA3HbIE IEMEHTHI, CBSA3U, YPOBHHU, CTOPOHBI MOHOJUH KaK
BHJIa MY3bIKaJIbHOW JEATEIbHOCTH, a TAK)KE HayKH O Hel. B wacTHOCTH, 3TO NO3BOJISAET 110 MEpe
HaI00HOCTH MOJKIIOYATh K ONMUCAHHUIO ACMEKThl BEPOAIBHOTO S3bIKa, pedH, (PaKTOPOB COLUAIIb-
HOM, Xy[JO’)KECTBEHHO-CTETUYECKON aKTyaau3auuu u T. A.» [3, c. 14].
2 Cm.: Monoaus // BonbIiast poccuiickast SHIHUKIONENS.

URL: https://www.bigenc.ru/music/text/3819273 (12.11.2020).

3 TlonpoOHasi GuOMHMOrpadus Mo TeMe IMPEICTaBlICHA B TOTOBSIIEMCS B HACTOSIICE BpPEMs
yueOHOM 0COOMH aBTOpa cTaThbk: « MOHOIMS B TPAAUIIMOHHON MYy3bIKE (PMHHO-YTOPCKUX HAPOJIOBY.

* MonoauitHoe uckyccTBo MHauu, cTpan apadbckoro mupa, bimkaero Boctoka B OCHOBHOM
NIPECTABICHO TPYAaMHU 3apyOeHbIX aBTopoB. Monoaus HaponoB LlenTpanbHoit A3zuu, KaBkasa,
Cubupn wuccienyercss OTEUECTBEHHBIMM YYEHBIMU. 3HAUUTENbHOE 4YHCIO paboT CBA3aHO
C U3yYEHUEM MOHOJUITHON MY3BIKH €BpONEiicKuX HapoaoB 3anana u Poccuu [3, c. 23-24].

> Oonozonocue: Ha HeM. s13. — Einzelgesang wim Sologesang; Ha aHTIL. 3. — solo song.

6 Cwm. mpumeu. 2.

7 Tam xe.

8 Cwm.: The New Grove Dictionary of Music and Musicians. 2nd ed. 29 Vols. London: Macmillan
Publishers, 2001. Vol. 17, pp. 5-6.

 Heo0X0oauMO OTMETHTbh, YTO MOHOAUS U MOHO(OHHUS — HE OJHO U TO K.

10 Cm.: Handworterbuch der musikalischen Terminologie. Stuttgart, 1972-2006. Loseblatt
Ausg. Ordner IV. S. 17-28.

"Cwm.: URL: http://www.music-dic.ru/html-music-keld/m/4510.html (14.11.2020).

12 Cwm.: URL: https://www.belcanto.ru/monodia.html3 (14.11.2020).

13 JIro60IBITHO OTMETUTD, YTO B HACTOSIIEE BPEMsI 10/l MOHOIHEH IOHMMAFOT JFO0OBIE CONBHBIC
necHu [IpesHeit [ perun, a Taxoke NeCHHU, IPeIHA3HAYECHHBIE 1JIS IEHUS IAPTUHU B IPEBHETPEYECKON
u pumckoit komenuu. Cm.: URL: https://www.belcanto.ru/monodia.html (14.11.2020).

14 TakoBel «MoHonusa Ha nagenue Koncrantunomnoius» Moanna Esrennka u «MoHOmus
Ha naBmux B QPeccanmonuke» Humuntpus Kuponuca. B uccinenoanum M. JI. 'acmaposa
«/lpeBHerpeueckass xopoBas maupuka» (2000) ymoMuHaeTcs O JABYX pPa3HOBUIHOCTAX
JPEBHETPEYECKON JINPUKU: MOHOJUYECKOH 1 XO0poBoH. IlepByto Bomioman AHaKpEOHT, XOPOBYIO —
[Munnap. Cm.: F'acnapo M. JI. [peBHerpeueckas xopoas nupuka // 'aciapoB M. JI. O6 anTH4HOMR
noa3uu. c0. crareit. CII6.: A3byka, 2000. C. 9.

5 Cm.: URL: http://www.music-dic.ru/html-music-keld/m/4510.html;
URL: https://www.belcanto.ru/monodia.html. 3ameTum B cBA3UM C 3TUM, YTO B U3IaHUU
A. JI. Muxenbcona (1865) MoHOaMs mpejcTaBieHa KaK OJHOrOJIOCHOE NMEHHE U pU(PMOBAHHBIN
MoHouor. Cm.: O6bsicHenne 25000 MHOCTPaHHBIX CIIOB, BOLIEAUIMX B YHOTpeOIeHHE B PYCCKUI
A3BIK, C O3HaUeHUEM uX KopHeil. M.: A. . Manyxun, 1865.

6 Cm.: URL: https://www.belcanto.ru/monodia.html (14.11.2020).

7 Cm.: URL: http://music-dic.ru/html-music-keld/m/4510.html (14.11.2020).
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18 Cm.: URL: https://www.belcanto.ru/monodia.html (14.11.2020).

19 Cwm.: Monomus // Bonbmiast poccuiickas suiuknoneaus. URL: https://www.bigenc.ru/music/
text/3819273 (12.11.2020).

20 Cwm.: URL: https://www.belcanto.ru/monodia.html (14.11.2020).

2! 3aKOHOMEPHOCTH 3BYKOBBICOTHOH CTPYKTYphl MOHOAWHU C TO3UIMA MOAAIbHOCTH: OMOpa
Ha 3BYKOPSBI, YTO MPEANOiaraeT Cyry0o «ropU30HTaJIbHOE HM3MEpPEHHUE» M HalU4Hhe OJHOMN
dbynaknnonansHOM ormopsl. Cm.: URL: http://www.moozon.ru/node/3913 (12.11.2020).

22 Tepmun Boipaboran C. II. Tamuikoii coBmectno ¢ E. B. Hazaiikunckum [2, c. 84].
Oononunetinocmo, cormacHo ['anuiKol, kKak cucTeMooOpasyromui (HaKkTop MOHOIUU SIBIISETCS
B HEW «BEIyIIMM MPHUHIIMIIOM aKTyaJlW3allid 3BYKOBBICOTHOW (pyHKIHMOHaIbHOCTH» [3, c. 43].
Jannoe cnenuduueckoe CBOMCTBO MOHOIUNHHOM 3ByKOBBICOTHOM OpPraHMU3aIMH XapaKTepU3yeTcs
(GYHKIMOHATBHOW OJHOCIOMHOCTHIO. My3blKaqbHOE [BHKEHHE IPH O3TOM OCHOBAaHO Ha
MOCJIEZIOBATEIbLHOM, a HE Ha OlTHOBPEMEHHOM B3aUMO/1eHCTBUH 1a/10(YHKIIHOHATHHO OCMBICICHHBIX
3BYKOBBICOTHBIX JIEMEHTOB |3, c. 45—46].

2 Tepmun C. II. Tamunkoit. Monomenooutinocms sBasercs GpyHIaMEHTAIbHBIM IPUHIUIIOM
MOHOAMWHOTO MBIIUICHHUS, TMPSIMO BBITEKAIOUIUM M3 OMHONWHEHHOCTU. B ocHOBe mpuHIuMNa —
MOHMMAaHHE TOTO, YTO BCE 3BYKOBBICOTHBIC MAPTUU B MPOIIECCE UCIIOIHEHUS OPUEHTHPOBAHBI Ha
OJIHY U Ty K€ eIMHYI0 Mesoauto [3, c. 52].

24 Kak yka3bIBalOT aBTOPHI HCCJICOBAHUsS, HEOICHUMYIO MOMOIIb B H3YyYCHHH HEKOTOPHIX
BOINPOCOB TEOPUU MOHOAMM OKa3alo oOpalleHHe K BOCTOKOBEAYECKMM MarepuanaM. Wx
KPUTHUECKOE OCMBICICHUE U IIMPOKOE MPHUBIIEUCHHUE, B TOM UYHCJIE€ U MUCTOYHHUKOB — TPAKTATOB
0 MY3bIKE BOCTOYHBIX YUYEHBIX MPOILIOTr0, COAEpKalux Oorareiflive CBelEeHUs MO 3CTETHUKE,
UCTOPHUH U TEOPUU MOHOAMIHOTO HCKYCCTBA MO3BOJIUIIO HanboJjiee OJTHO OCBETUTH MPOOIEMaTHKY
MOHOAMIHOTO MbIlIUIeHUs [3, ¢. 21-22].

2 TlpencTaBusiomiero Cco0ON «CIOKHBIA 3HAK, KOTOPBIM BBIpAKaeT KOMIUIEKC 3HAHHIMA
HOCHTENISl TPAAULIUK 00 OKpY KaIolIeil ero NelCTBUTENbHOCTH, PEAIM30BAaHHBIX B TPAAUIIMOHHBIX
MPOU3BEACHUAX B BHJI€ WHJMBUIyaJTbHON 3BYKOBOM KapTHHBI Mupa» [6, c. 76—77]. Ilonstue
38ykosas kapmuna mupa BBeaeHo A. C. AnmartoBoil. CM.: AnmaroBa A. C. 3BykoBas KapTHHa
MUpa Kak MH(GOPMAIMOHHAs MOJENb apXandeckoil WU TpaaulMoHHON KynbTypbl // [IpoOmembl
My3bikaabHOM Hayku. 2007. Ne 1. C. 125-140.

% «ITomudornueckre GopMb» 3EMIIOBCKHIA OTHOCHT K «(HOpMaM MY3bIKAILHOTO OOIICHHUS, TI0
MPUPOJIE KOJIJIEKTUBHOTO, CEMAaHTHUECKH PEaTH3yeMOro Moau(yHKIIMOHATbHBIM MHOTOTOJIOCHEM,
«MoHoau4ecKkue (Gopmbl» (MHAMBHUAyaJIbHBIC WM aHCAMOIIEBBIE) MPEICTABICHBI KakK «(HOpMBI
MY3BIKaJIbHO-PEUYEBOr0 OOIIEHUs, KOTOpoe Jake MNpu (QyHKIUOHAIBHOW auddepeHmanun
dakTypsl, o cBoell mpupoae TpeOyeT CeMaHTHYeCKOro mpeBaivpoBaHus juHuU. [locrnemnee
OTHIOIb HE TOXKJIECTBEHHO OJTHOJIMHEMHOCTH M TeM OoJiee omHoroocuto» [4, ¢. 193].

2" Uumonayuonnoe none — repmut U. U. 3emmosckoro (1975).

28 JlaHHBIN TEPMHUH HHCIHPHpPOBaH TepMuHOM M. M. 3eMIIOBCKOTO «HMHTOHAILMOHHOE ITOJIE»
(cm.: [1, c. 202]).

? JlaHHBIA METOJ BIIEPBBIC aPOOUPOBAH B TUCCEPTAIMOHHOM HCCIICIOBAHNH aBTOPaA CTAThH.
Cwm. moapo6Hee: [9].

39 Kpome 3BYKOBBICOTHOTO acCIeKTa, B)KHOE 3HAYCHHE MPUOOPETAECT OMHCAHUE apTHKY/ISIIUN
TeMOpOOHEM, YHUKAIIBHBIX JIJI1 KOHKPETHBIX A THOMY3BIKJIBHBIX cUCTeM [6; 10].

31 BokasibHbIe reTepOOHBI B BATCKOH MOHOAMHHOMN TPAAUIINH PEATU3YIOTCS Ha IBYX YPOBHSIX:
KaK «30Ha, 3Byyainias B ogHoBpeMeHHOcTH» (cM.: H. A. 'apOy30B — My3bIKaHT, HCCIIEI0BATENb,
neaaror: cO. cT. / coct. O. Caxanryesa, O. CokonoBa; pen. 0. Parc. M.: My3bika, 1980. C. 112),
TO €CTh aHCaMOJIeBbIE YHUCOHBI — ()MHATbHBIE YHUCOHHBIE TeTepO(OHBI, H KaK CO3BYYHE, PAMKHU
KOTOPOTO IITUPE YHUCOHHBIX — KJIacTepHbIe TeTepodoHsl [9, ¢. 11].
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32 TlogpobHee O B3aMMOJCHCTBHM BOKAJbHOTO M WHCTPYMEHTAIBHOTO Ha4yal B STHUYECCKOU
My3bIKke (DMHHO-YTOPCKUX HAPOMIOB CM.: [8].

33 Ha muarpamMmax HaOJNIOMAIOTCS MOCTOSHHBIE (IIFOKTYallMH YacTOThI, KOTOPbIE ONMPEACIISIFOT
KUBOCTb BOKaJILHOM peymn.

3 HMccnemoBaHue 3BydYalleld My3bIKaJbHOH TKaHM B KOHTEKCTE MpoOieM QuKcauu
3BYKOBBICOTHOCTH, KOTOpAsi IO14aC HE COOTBETCTBYET I'PaAallly MOy TOHOBOM IIKaJIbI €BPOTEHCKOM
PaBHOMEPHO-TEMIIEPUPOBAHHON CHUCTEMBI, M 3BYKOBBICOTHOTO CETMEHTHPOBAHHUS JOJDKHO
OBITH COMPSKEHO C BBISIBJICHHEM 3BYKOBBICOTHOTO CTpPOS, CHEHH(PHUKU TEMOPOMHTOHHPOBAHMUS,
ApTUKYJSIUH (B TOM YUCIIE HHCTPYMEHTAJIBHOI) U B LIEJIOM — Ipajaliiii My3bIKaIbHOTO BEIIECTBA
BO Bceil cBoeil Mopdororuu. O «My3bIKaIbHOM BeliecTBe» cM.: 3emioBckuii M. M. Amomorust
«MY3BIKaJIBHOTO BetecTBay // My3bikanbHas akagaemus. 2005. Ne 2. C. 181-191.
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AaAbHEBOCTOUHDbIN 06pSA «MeABeXHit Npa3AHUK»
B MPOCTPAHCTBE MY3bIKaAbHO-KOMIMbIOTEPHbIX TEXHOAOTMM

B Hacrosmeit pabore My3BIKaJIbHO-KOMIBIOTEPHBIE TEXHOJOTMH  paccMaTpUBAIOTCS
KaK HMHCTPYMEHT COXpPaHEHHUS, MOJEJIMPOBAaHUSA, KOHCTPYHPOBAHUS YTPAaY€HHBIX TEMOPOB,
VHTOHAIIMOHHBIX MOJEJEH M 3BYKOBBIX MPOCTPAHCTB. My3bIKaJIbHBIM CEKBEHCOD, SBIISFOLIUICS
OMHUM U3 0a30BBIX JJIEMEHTOB COBPEMEHHBIX MY3BIKaJIbHO-KOMIBIOTEPHBIX TEXHOJIOTHIA,
MPEJICTABISIETCS B paMKaX OCMBICIEHUS TEOPUU «KOMILJIEKCHOW MOJAEIN CEMaHTUYECKOTO
MPOCTPAaHCTBA MY3bIKM». PaccmarpuBaeTcss BO3MOXKHOCTH BOCCO3/aHUSI (KOHCTPYHPOBAHUS)
CYLIECTBOBABILETO paHee JUOO CO3JaHUsl HOBOTO 3BYKOBOTO CEMAHTHUYECKOTO MPOCTPaHCTBA
IIpH MOMOIIM cekBeHcopa. [IpuBoauTcs: mpumep Takoro BOCCO3JaHUSI HA OCHOBE MHOTOYAaCTHOM
BapHallMOHHO-POHATBHON MOJUCTPYKTYPHON KOMIIO3UIIMHN MY3bIKaJIbHO-3ByKOBOTO O(hOPMIICHHS
puTyana MeJBeXbero npasiHuka Hapoaos JlansHero Boctoka Poccun. PazpaboTka koMITIeKCHON
MOJIEIM CEMaHTUYECKOTO MPOCTPAHCTBA MY3BIKH NMPU3HAETCSA OJHOW U3 aKTyaJbHBIX KOHLEMIUI
MMOHUMAHUS COBPEMEHHBIX MPOLECCOB B 00NACTH MY3BIKAJIbHO-KOMIIBIOTEPHBIX TEXHOJIOTHUH.
ABTOpPBI IPUXOJAT K BHIBOJY O BOSMOXKHOCTH (M HEOOXOAMMOCTH) 0CO00T0 pojia KOHCTPYUPOBAHUS
IIPHU TIOMOIIM CEKBEHCOPa 3BYKOBBIX CEMAaHTHYECKUX MPOCTPAHCTB YTPAYECHHBIX TPAJAULIIMOHHBIX
o0psiIOB Yepe3 BOCCO3IaHME TeMOpOB, MaHEp WHTOHUPOBaHMs, 3BYKOBBIX 3 dexToB. Ocobo
OTMEYaeTcs BO3MOXKHOCTh (POPMHPOBAHMS HOBOM YHHUKAJIbHOM CTPYKTYPhl MY3BIKAJIBHOTO
MIPOCTPAHCTBA, CYIIECTBYIOIIEH MTPH TOMOIIN CEKBEHCOPA.

KiroueBbie ciioBa: MEABEXHH Mpa3IHUK, 3BYKOBOE OPEBHO, MY3BIKaJIbHO-KOMITBIOTEPHBIC
TEXHOJIOTUH, KOMIUIEKCHAs MOJIEb CEMAHTUYECKOIO IIPOCTPAHCTBA MY3bIKH, CEKBEHCOP.
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The Far-Eastern Ritual “Bear Holiday” in the Space
of Computer Musical Technologies

In the present article music computer technologies are examined as an instrument of
preservation, modeling, and construction of lost timbres, intonational models and sound
spaces. The musical sequencer, which is one of the basic elements of contemporary music
computer technologies, is perceived within the frameworks of comprehension of the theory of
the “complex model of the semantical space of music.” The possibility of reconstruction (or,
simply, construction) of the previously existent sound semantic space, or the creation of a new
space by means of a sequencer, is examined. An example of such a reconstruction of the ritual
of the Bear Holiday pertaining to the peoples of the Russian Far-East is presented on the basis
of a variation-rondo-type poly-structural composition consisting of several different movements.
The development of a complex model of the semantic space of music is recognized as one of
the topical conceptions of understanding the contemporary processes in the sphere of computer
music technologies. The authors arrive at the conclusion about the possibility (and the necessity)
of a special type of construction by means of a sequencer of sound semantic spaces of lost
traditional rites, as well as the reconstruction of the timbres, manners of intonating and sound
effects. Special mention is made of the potential for forming a new unique structure of a musical
space existing with the aid of a sequencer.

Keywords: Bear Holiday, sound beam, music computer technologies, integrative model for the
semantic space of music, sequencer.
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Hacrosiee Bpemst metonbl uccie- MKT — uX HeorpaHMYEHHBIE BO3MOYKHO-

JIOBaHUM pPA3NIUYHBIX HAyK WMEIOT  CTH, B TOM YHCJE, U B BOCIPOU3BEICHUU

TEH/ICHITUIO K TIOCTOSTHHOMY paciid-  (KOHCTPYHUPOBaHWH) yTPAYCHHBIX SBICHHUMA
PEHMIO B CBSA3U C HEOOXOAMMOCTBIO a/1anTa-  KyJIbTYpbl, KOTOPbIE CTAHOBUTCS BO3MOX-
UM K crienupuke 0ObEKTOB OCMBICTICHHSI U HBIM BOCCTAaHOBUTH C HEMOCPEICTBEHHBIM
YBEIMYCHHEM BO3MOXXHOCTEH (B TOM YMCJI€  y4acTHEM OTUX TexHonoruid. OgHuM U3
TEXHUYECKUX) MAJi1 aHaiau3a. My3blkajdb- HMHCTPYMEHTOB TAaKOTO KOHCTPYHPOBAHHS
HO-KOMITBIOTEPHBIE TEXHOJOTHH (Jlaee —  SIBISETCS ceKgeHcop, a HOBOM KOHIETLUeH
MKT) [16] OTKpBIBaIOT HOBBIE TOPU3OHTHI  OCMBICICHUS MPOUCXOASAIINX MPOILIECCOB —
JUIsI My3bIKaJIbHOTO TBOPYECTBA, UCIIOJHU-  OCHOBHBIE IOJIOKEHUSI pa3pabdaTbiBaeMOit
TEJNbCTBA M aHalIM3a OOpa3LoB M SBJICHUA  HA NPOTSHKEHUM HECKOJIIBKHX JECATHUIIETUIN
MY3bIKaIbHOU KyJAbTypbl. OJlHA U3 TPAHEH  KOMNIEKCHOU MOOenu CeMaHmuiecko2o
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NpOCMpPAaHCmMea My3blKiy W BbISIBIIEHUE POJIH
ceKkBeHcopa B (hOPMUPOBAHUH HOBOTO 3BY-
KOBOTO TpocTpancTBa. OCHOBY yKa3aHHOU
BBIIIIE MOZEINU O00pa3yeT «MHOTOMEpPHOE
CEMAHTUYECKOE TPOCTPAHCTBO MY3BIKH,
B KOTOPOM OTJENIbHBIE OOBbETUHEHUS U3Me-
pEHUIl COOTBETCTBYIOT DPA3NMYHBIM YpOB-
HAM U cdepaM My3bIKaJbHOW CEeMaHTUKU
(BKJTIOYAsT JIOTHKY MY3BIKAIBHOW KOMITO3H-
MU ¥ MHOTO0Opa3Hble (HOPMBI MY3bIKaIb-
HBIX CHHECTE3Ui)», — OTMEUYaIOT aBTOPHI
cratbu «KoMmIekcHass Monenb ceMaHTH-
YEeCKOTro MPOCTPAHCTBA MY3bIKU: CTPYKTypa
U cBOMCTBa» [3, c. 22]. DTa MOz MOXKET
OBITh WCIOJB30BAHA TPU MOJCITHPOBAHUU
paznu4HbIX (OPM MY3BIKAJIBHBIX CHHECTE-
3Uid, a TaKXe B IPOLECCE M3yYeHUs Mpo-
071eM BOCHIPHUATHUS M ICTETHYECKON OLIEHKU
MY3BIKH U 0COOCHHOCTEH 1 CTOCO00B €€ uC-
HOJHUTEIBCKON MHTEepHpeTanuu (CM. Moj-
poOHee B pabotax [3; 17], yuuTsiBasg BO3-
MOYXHOCTH W TIPEUMYIIECTBA KOAUPOBAHUS
UH(POpPMALIUK Yepe3 HECKOJIIBKO MOAAIBHO-
creil [4; 13] u paccmarpuBas, Harpumep,
CEMAHTUKY XYI0KECTBEHHO-OOpPA3HbIX HH-
TepHpeTaluii pa3TuYHbIX BUJOB HAPOIHBIX
Tpaguuuii U pemécen (cm.: [7]). Kak orme-
yaetr M. 1O. JlebGeneBa B crarbe «“HoBas
IPaMOTHOCTH: YTO TaKO€ MYJIBTUMOJIAJh-
HbIE TEKCThI»: «[1o cBOEH pupose MyJIbTH-
MOJIAJTBHBIN TEKCT OJTMKe He K MIChbMEHHBIM
UCTOYHHMKAM, & K YCTHOW KOMMYHHUKAIIUH,
KOTJIa Ha YeJIOBEeKa BO3/IEHCTBYIOT HE TOJb-
KO pasroBOpHAasl pedb, HO U JKECThI, MUMHU-
Ka, puznyecKrue 0COOCHHOCTH, MOTOKECHHE
cobecennuka B nmpoctpancTee» (cm.: URL:
http://www.pushkin.institute/news/detail php?ID=5203).
YuréMm Takxke, 4TO MY3BIKaJIbHO-TBOpYE-
CKHE TIPOIIECCHl B HAayKe O MY3BIKE MpPH-
HSITO paccMaTpUBaTh IIEJIIOCTHO, BBIIEISS
npoleccyalbHyl0, TPOAYKTUBHYIO U JTNY-
HOCTHYI0 cTOpOHHI [2]. OcobeHHoe 3Haye-
HUE 3TU BOIPOCHI IPUOOPETAIOT B YCIOBH-
ax r1o0anpHOM UppoBU3aLUN 00IIEeCTBa.
Kak omuH n3 pe3ynbpTraToB IPOSBICHUS W3-
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YYEHHUS 3TUX MPOLIECCOB MOXKHO OTMETUTH
UCCIIE0BaHUs, NPUCYILIUE XYyHdOXKECTBEH-
HOMY MPOCTPAHCTBY MOJUMOJAJIbHOCTH
C IOMOIIIbIO HEMPOKOTHUTUBHBIX MEXaHU3-
MOB MEPLENUUU — HANPUMEP, C UCIONb-
3oBanueMm npemnaraemoit C. Kénbiem
(S. Koelsch) HelipoKOTHUTUBHOW MOJAEIH
My3bikalibHOM mepuenuuu [19]. Ceman-
TUYECKUE U TEXHOJOTMYeCKHE (B MEPBYIO
ouepellb — OTHOCSIIUECS K TEXHUKE MY3bl-
KaJIbHOM KOMITO3UIIMH ) aCIIEKThI TPEICTaB-
JICHUW O MY3BIKE, MpoIecce €€ COo3MaHus,
JAI0T ONPEACIEHHOE IOHUMAHUE U UHTEP-
MIPETALNI0 MY3bIKaJbHOIO IPOU3BEIEHUS,
co3ganHoro ¢ npumeHenueM MKT. Cospe-
MEHHbIE MOIIHbIE, MHOTOKOMIIOHEHTHBIE
KOMITBIOTEPHBIE CEKBEHCOpBI, MO CYTH,
y>K€ BKJIFOYAIOT HEKOTOPBIE 3JIEMEHTHI KOM-
MJIEKCHOW MOJIeNId CEMaHTHYECKOro Ipo-
cTpaHcTBa My3blku. CeKBEHCOp, B Cyll-
HOCTH, BBICTYNA€T B Ka4€CTBE OJHOIO W3
MTPAKTUYECKUX MPOSBICHUN TAKON MOZEIH,
MO3BOJISAIONIEH paboTaTh ¢ HEW Kak KOMIIO-
3UTOPY, TAK U UCIIOJIHUTEIIIO U UCCIIE0Ba-
TeJ0 My3bIKH. [Ipy 3TOM MOKHO OTMETHUTH
nepcnektuBbl nepepactanuss MKT B Tex-
HOJIOTUH €IMHOTO IH(PPOBOTO MCKYCCTBA,
B KOTOPBIX HaxoAUT OoJyiee MOITHOE Mpak-
THUYECKOE IMPOSBICHUE paccMaTpuBaemas
KOMIIJIEKCHAss MOJIEJIb CEMaHTHUYECKOTrO
npocTpaHcTBa My3blkM. OHa «pubnu-
&KaeTcsd K «Oo0IeceMaHTUYeCKOMY» U Xa-
pakTepu3yeTrcsi OCOOCHHO 3HAUUTEIbHOM
MOJIBUKHOCTBIO M, MOXHO CKa3aTbh, HaXo-
JUTCS «B IMIOCTOSTHHOM BHYTPEHHEM Iepe-
yctpoiictBe» (b. AcadneB — 0 )XU3HU Ta7a
B My3bIke). BmecTe ¢ TeM, U 3TOT ypo-
BEHb TaK)Ke€ COJIEPKUT B cebe onpenenéH-
HBIE YCTOMYMBBIE OPUEHTHUPBI, CBA3aHHBIC
B KOHEYHOM CYETE C OOMIMMH 3aKOHOMEP-
HOCTSMHM CTPOEHHSI pealbHBIX OOBEKTOB
U OCBOEGHHMEM JTHX 3aKOHOMEpPHOCTEU
B X0/I€ HICTOPUYECKOTO Pa3BUTHS 00IIECTBA.
VYcToluuBBIA XapakTep HOCUT M oOmias
JoTuyYecKas CTPYKTypa, OOBeIUHSIOIIAs
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XapaKTePUCTUKU peasibHOro ((usmuecko-
ro), MNEpPLUENTyaJbHOIO M KOHLENTYyalb-
HOTO («MBICIUTEIBHOT0») MPOCTPAHCTBA,
koTopyto Bcien 3a . Jlykaduem [8] MOKHO
0003Ha4YHTh, KaK «IBOWHON MHUMECHUC MPO-
CTpPaHCTBa» (B CYLUIHOCTHU — JBOHHOE OT-
paxenue) [3, c. 25]. Ilpu 3TOM OTMETHM,
YTO CEKBEHCOP MpeAcTaBisieT coboit Oosee
3HAYUTENBHOE SIBIEHUE, YEM MPOCTO MPO-
rpaMMa WJIM annaparHoe yCTPONCTBO AJis
pabotsl ¢ MIDI nanasiMu. OH mO3BOJISET
CYILIECTBOBaTh MY3BIKaJIbHON KYyJIbType
B HOBOM IIPOCTPAaHCTBE U BBIIOJHSET, B
HEKOTOPOM CMBbICJIE, (PYyHKIINIO CHHEPIeTH-
YECKOIr0 COIIACOBAaHUSI TEMOPOB, CTHIIEH,
aHPOB IPYT C IPYyroM, MO3BOJIsAs 00beau-
HATh Pa3HOOOpa3HbIE MY3bIKaJbHBIE Tpa-
UMW Pa3HbIX HAPOJIOB U MCTOPUUYECKUX
AMOX.

B nanéxoe mpormuioe yXxomut oopsia Ko-
peHHbIX HaponoB JlamsHero Boctoka Poc-
CUU — MEIBEXUH MPa3IHUK. JTO PUTyasb-
HOE JIeCTBO OBLIO pacHpOCTpaHeHo Oolee
JIPYIuX Y HUBXOB, a TAK)KE OPOYEH, YATEH-
1I€B, HaHAMIIEB, PBEHOB U 3BEHKOB. Penu-
I'MO3HO€ 3HAYEHHUE MEJIBEXKBEro Mpa3IHuKa
(mo JI. 5. lltepuGepry) cBOAUTCS K ClEIy-
folemMy: 1) BCckapmiIMBaHUE MEABEAS JI0-
CTaBJISIET CEJIEHUIO 0€30I1aCHOCTh U OXpaHy
OT 3JIBIX JYXOB; 2) BKYIICHHE «OO0XKECTBa»
naét cuiy; 3) yonarorBopéHHas Mo4yecTs-
MU Jylia yOMTOro MEIBEIs U CaMOCTOS-
TEIBHO, U YEPE3 CBOETO «XO3IMHA» MOXKET
OnarozieTeabCTBOBATh YENOBEKY; 4) OHA XKe
— ¥ 3TO CaMO€ Ba)KHOE — SIBJISIETCS MTOCIIOM,
NEepeIaTINKOM BCEBO3MOXKHBIX JAPOB «XO-
3stuHy rop» [12, c. 70-71]. UccnenoBanue
MY3BIKaJIbHO-3ByKOBOM CTOPOHBI MeEJBe-
KBEro Mpa3gHUKa COAEPXKUTCA B paboTax
H.A. Comomonosoii [10], H.A. Mamue-
Boii [9] C. ®@. KapabanoBoii (My3bIKaJIbHAs
CTOpPOHA B CBSI3U C TaHIEBAIBHOCTHIO) [6],
1O. U. leiikuna [11] 1 gpyrux aBTOpoOB.

OOpsim  MeABEXbEro IpasiHUKa CO-
NPOBOKIAJICA HAuTphIIIAaMU Ha 3BYKOBOM

opesre (tepmun U. A. bormaHoma), KoTO-
po€ TPEICTaBIAIO COOOM KPYIIbld Opyc
U3 OYMILEHHOTO OT KOPHI M BBICYLIEHHOTO
JiepeBa XBOMHBIX TOPOJA CO CTUIIM30BaH-
HBIM BBIPE3aHHBIM H300pa)KEHUEM TOJIOBBI
MeZBEAs Ha OJTHOM KOHIIE M XBOCTa Ha Jpy-
roM. PutyanbHble HAUTPHIIIN HAa 3ByKOBOM
OpeBHE MPEACTABISIIOT COOOM OCTUHATHOE
MOBTOPEHUE PUTMHUECKOMN (HOPMYIIBI U OTIH-
paroTcsl Ha YCTOMUYMBBIC IBYX- M YETBHIPEX-
JOJIbHBIE pUTMOMOZEHHU. JlJIsi HaurpbIlen
XapaKTepHbI ObICTPhIE TEMITbI U aKIIEHTUPO-
BaHUE CWJIbHBIX Aojel [12]. YcroitunBoCTh
COXpaHEHHS, a 4acTO U UX HJEHTUYHOCTH
TPAUIIMOHHBIX PUTMUYECKUX PHUCYHKOB,
3alMCaHHBIX HCCJENIOBAaTEIsIMU B pa3HbIC
MEPUOJIBI Uy PA3HBIX HAPOJOB (B TOM UHC-
Jie — U Hallli TI0JIeBbIe MaTepHalbl), CBH/IE-
TEIbCTBYET O KOHCEPBATUBHOCTU KOpITyca
MY3bIKQJIbHBIX TEKCTOB MEABEKBETO Mpa3/i-
HUKa. HHCTpyMeHTanbHOE HMHTOHHPOBA-
HUE MEIBEXbEro Mpa3gHUKa OTHOCUTCS
K CTPYKTYPHOMY THITY «CTaOUIIbHBIX, MOHO-
(hopMyIBbHBIX» HauTphIel [Tam xe]. Dop-
Ma HCTIOJIHUTENHCTBA Ha 3ByKOBOM OpeBHE —
KEHCKas colibHas U aHcamOneBas. Urpa Ha
OpeBHE B COUETAHUU C APYTUMHU PUTYaJIbHBI-
MU 0COOEHHOCTSMHU MEJIBEKBETO MPa3IHUKA
(IMPOKO OMMCAaHHBIMH B ATHOTpadruecKoit
auTeparype) Oblia CBHAETENbCTBOM IIIy0O-
KOTO0 TMOYUTAHUSI U YBAXKEHUS K MEIBEIO,
Jyla KOTOpOro mociie yOMeHus OTIpaBis-
€TCS K CBOEMY XO3SIMHY, U OT He€ 3aBUCHUT
Onaromnosy4ue 4eroBeKa.

B pa6orax H. A. CotoMoHOBOI1 BBIIETIS-
€TCA HECKOJIbKO OCHOBHBIX TPYMI PUTMOB
Ha 3BYKOBOM OpeBHE, CITyXaIIUX KOHCTPYK-
TUBHO BEAYLIUM 3JIEMEHTOM Ha MPOTKE-
HHUM BCEU MY3BIKAJIbHOM KOMIIO3ULIMK ME-
BEXBEro Mpa3HUKa, a TAaKXKe OCHOBHBIC
THUIIBl BOKaJIbHO-PEUEBOIO0 MHTOHUPOBAHUS
B €r0 MY3BIKaJIbHO-CTUJIEBOM KOMILIEKCE
[10, c. 18-19].

Hawm, BeposTHEe Bcero, y:ke HE YBUIETh
B TIEPBO3JIAHHOM BAapHUAHTE MEIBEKUN

37



G/ﬁ\

rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

NPa3JHUK U HE YCIbIIIATh BECh MYy3bIKalb-
HO-3BYKOBOM KOMIIJIEKC C HAUTPBIILIAMH, 3BY-
KonoapakaHusamu u neareM. Onnako MKT
OTKPBIBAIOT BO3MOXXHOCTb, OIUPASICh HA CO-
XpaHUBLIKECS OMUCAHWS, HEMHOTOUUCIICH-
HBIE ayJN0- ¥ BUI€O3aIMCH, BOCTIOMUHAHUS
OYEBUJIIIEB, UCCIEIOBAaHUS, CKOHCTPYHPO-
BaTh YTPAu€HHOE 3BYKOBOE MPOCTPAHCTBO.
Nzyuas nporieccsl ayanoBu3yaabHON HHTE-
rpalyy, y4€Hble CIpaBeIJIMBO YKa3bIBAIOT
Ha MYJIBTUCEHCOPHOCTb KaK HEOThEMIIEMOE
Ka4eCcTBO yesioBeueckoro mosra [15]. Omnu-
pasick Ha BBISIBJICHHBIE HCCIIEAOBATEISIMU
MEXaHu3Mbl BHUMaHus [21], B ToM uucine
MPOCIEKUBAsT BIUSIHUE MYJIBTUMOAAIBHBIX
JUCTPAKTOB HA KOHUEHTPAIMI0 BHUMAHHUS
[20], MO’)KHO KOHCTaTUPOBATh UX 3HAUUTEIb-
HYI0, TIOPOH, KJIFOUEBYIO POJb B BOMPOCAX
(hopMUPOBaHUS MY3bIKAJIbHOTO MBIIUICHUS
C TOYKHU 3pEHUS KYJIBTYPHO-UCTOPUUECKUX
U MPAKTHUKO-METO/I0JIOTUYECKUX aCIEKTOB.
BepOanbHo odopmiieHHas KOMMYHUKAITUS
HOocHUTeNel (POoJIbKIOopa ¢ My3bIKAHTAMU U
y4€T UHAUBUIYAJBHBIX aCCOIMAIUA, B OC-
HOBE KOTOPBIX JICKHUT MEPCOHATBHBIN KU3-
HEHHBIN ONBIT [14], MO3BOISAIOT JOCTUTATH
3HAQUYMMBIX pE3YyJIbTATOB B COXPAaHEHUU U
TpaHCHSALUMHA U3ydaeMbIXx Tpagunuil. Te-
nepb OKa3bIBAE€TCS BOSMOXKHBIM BOCCO3/aTh
«YTPaAuCHHYI0 PEajbHOCTh» MNPHU MOMOIIU
cekBeHcopa. lIpu sTomM Kaxkpas 3ByKoBas
JIOPO’KKa CEKBEHCOPA MOXET ObITh HOCUTE-
jaeM TeMOpoB (W/WJIM MHTOHALIMOHHOM I10-
cnenoBarenbHOoCTH) B BuAe MIDI nanHbIx,
SIBIIIOIIUXCSI CBOETO POa CUMBOJIAMH MO-
JEIUPYEMOTO IPOCTPAHCTBA.

Mengsexnii Ipa3aHAK B My3bIKaIbHO-TEX-
HOJIOTHYECKOM TPOCTPAHCTBE CEKBEHCOpa
MOJKET COAEPKATh CIACAYIOLIUE JIEMEHTBHI:

-1 nopoxka (MM HECKOJBKO JIOPOXKEK)
— yZapsl IByMs MajlouKaMH 1o OpeBHY;

2-s1 TOpOXKKa (MM HECKOJIBKO JOPOIKEK)
— yJaphl NAJ0YKOU O MAJIOYKY;

3-1 JOpOXKKa — 3BYKOIOIpaKaHUsI phlya-
HUIO ME/IBE/S;
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4-51 TOpO’KKa — XOPOBOM YHUCOH;

5-1 HOpOXKa — >KEHCKOE HWHTOHHpPOBA-
HUe (OIMHOYHOE);

6-1 NOpOXKKa — >KEHCKOE HWHTOHHPOBA-
Hue (aHcambieBoe);

7-1 NOpOXKKa — MYXCKO€ WHTOHHPOBA-
Hue (aHcaMmOJIeBOR);

8-1 NOpPOXKKA — «IIOPOX» CBAILIECHHBIX
(pUTyanabHBIX) CTPYIKEK;

O-s1 mOpoXKKa — MECHS «Ta&KHOW >KEH-
ITUHBD»;

10-s1 nopoXkKa — CTyK MaJKU-TIOCOXA;

11-9 u gpyrue HOpOXKKH — 3BYKH OKpY-
Karouiei cpezbl (CKpUI CHera, eCiu mnpasi-
HUK TPOBOAWJICS 3WMOM, BETEp, LIyMbl U
rojioca y4YaCTHHKOB W 3puTeneil oOpsaa
T IL).

Boccoznarh caMm MHCTpYMEHT — 3BYKO-
BO€ OpPEBHO — HECIIOKHO. bpeBHO M3roTas-
JIUBAJII OOBIYHO JIETOM, YTOOBI €r0 MOXK-
HO OBUIO XOpOIIO NpOCyMIUTh. Pa3mepsl
OpeBHa BapbHUpOBaJIUCh OT 1,5-2 10 6 Me-
TpoB. Urpanu Ha 3ByKOBOM OpEBHE IBYyMS
TOHKMMH manodkamMu (mmHou 30-50 cm),
a ToClie OKOHYaHHsS O0psija PUTYyaIbHBINA
WHCTPYMEHT CKuranu. McrnomHuTensHuIa-
MU OOBIYHO OBLIM HECKOIBKO KEHILKH.

J1J1s Ka)K701 U3 HUX MBI BBIJIEJISIEM OJIHY
JIOPOKKY B CEKBEHCOpPE M 3alMChIBAEM OT-
JEIbHO «HAWTPBINM) KKIOW IS TOTO,
4TOOBI CO37aTh E€CTECTBEHHYIO HECHH-
XPOHHOCTh aHCaMOJIeBON UTPHI U 3 deKT
dopuuiara Ha cuiIbHOW moie. MToromerit
BapUaHT CKOHCTPYMPOBAHHOTO 3BYKOBOTO
MPOCTPAHCTBA 3aBUCUT OT TEXHUYECKHX
BO3MOYKHOCTEH HMCIOJIb3yEMOI0 NMporpamm-
HO-aIMapaTHOr0 KOMILIEKCa, BKIIIOUast 0CO-
OEHHOCTH CEKBEHCOpa, pa3yMeeTcs, OH
TaKk)Ke OIpeNeNnseTcs W KBalupUKaIUer
CHEIUAINCTA/CIIEIIMAIMCTOB, CO3/IAI0IIETO
MOIOOHBIE KOMITO3UIIMU. Tak WM HWHAdYe,
TIPOU3BEACHHBI HAMU OIBIT TIOKAa3bIBACT,
yto ucnonb3oBanne MKT crnocobctByer
COXPAaHCHHUIO W TPAHCISAIHUHA TPATUIUOH-
HOM KyJIbTYPBI pa3iIMYHbIX HapoaoB Poccun
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(m mupa) [1] Onaromaps coaepkamuMcsi HOCTBIO yTpadeHHbIX. [Ipu ydactuu MKT
B OTUX TEXHOJIOTUSX KOHKPETHBIM XapaKkTe- CTAHOBUTCS BO3MOXHBIM (OPMUPOBAHHE
pUCTHUKaM, PaBHO KaK M BO3MOXHOCTSIM MU HOBOM YHUKaJIbHOW CTPYKTYPbI MY3bIKallb-
NEPCIEKTUBAM MX COBEPILIEHCTBOBAHUSI. HOTO MPOCTPAHCTBA, CYIIECTBYIOIEH Ona-
Taxum 06pa3omM BOBMOXKHO BOCCO3/IaHUE  rofaps MPUMEHEHHUI0 CEKBEHCOpPa B HOBOM
MHOTOYAaCTHOM BapHallMOHHO-POHJAILHON  (dopmare.
MOJUCTPYKTYPHON KOMITO3ULIUN MEBEXKbE-
rO TMpa3/IHAKA C XapaKTEepHBIMU TeMOpamu, Aemopwl  vipasicarom 61a200apHOCHIb
VMHTOHALUAMM, CTHJIMCTUKOM, 3BYKOBBIMH U UCKDEHHIOIO NPUSHAMENbHOCHb KAHOUOA-
apdekramu, MaKCUMalbHO MPUOIMKEH- MYy UCKYCCMBOGEOeHUs, CMapuiemy Hayy-
HBIM K opuruHaiy. Ha mpumepe koHCTpy-  Homy compyonuxy Canxm-Ilemepbypeckot
MPOBaHUS 3BYKOBOI'O MPOCTPAHCTBA MEI-  20CYOApPCMBEHHOU KOHCEepP8amopuu UMeHU
BEXKBErO Mpa3JHUKAa B CTarbe MokazaHo, H. A. Pumckozo-Kopcaxkosa Muxauny Cep-
YTO TMOAO0OHBIC IKCIIEPUMEHTHI BO3MOXHBI  2eeguuy 3anusadHomy 3a YyeHHble CO8embl U
B OTHOIICHUM JIFOOBIX KYIBTYPHBIX apTe- 3aMeuaHus, 8blCKA3aHHble 8 npoyecce 00-
(dakToB, B TOM YHCJI€ YACTUYHO WJIM TMOJ-  CYHCOCHUS CIAMbU.
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My3bIKaAbHO-NMO3TUYECKME CUMBOAbI FOCYAAPCTBEHHbIX TMMHOB
B (hopMHpPOBaHMM NOBEAEHUYECKONU KYAbTYpPbI

B HacTosmieil craThbe pacKpbIBae€TCS MEXAaHU3M BO3JIEHCTBUS MY3BIKAJIbHO-IIOATHUECKHUX
CHUMBOJIOB, JIe)KAalllUX B OCHOBE TOP>KECTBEHHBIX MECHONEHUH (IMMHOB), HA CO3HAHUE U 3MOLUU
YenoBeKa 11 OPMHUPOBAHUS B OOIIECTBE TOBEICHUECKOW KYITBTY PbI, 0CHOBAaHHON HAa OTIPEIETIEHHBIX
HPABCTBEHHBIX U LIEHHOCTHBIX OpUEHTHpax. UenoBeuecKkoe MOBEAEHUE OIpPENEISIeTCs] CUCTEMOMN
[IEHHOCTHBIX OPHUEHTHPOB JIMYHOCTH, COBOKYIHOCTHIO NPUOOPETEHHBIX 3HAHWW, YCBOCHHOMN
CTpaTeruei MpUHATHUS pelieHuid. B CBOEM €IUMHCTBE OHHU SBJISIOTCS WHAMBHUIYAJIbHBIMH JUIS
KOHKPETHOW JMYHOCTH, ompenenss e€ cBoeoOpasue. OIHAKO HEOOXOAMMOCTH ITOCTOSHHOTO
B3aUMOJICHCTBHS B ONIPEACIEHHON COLMAIIBHON CPesle CO34al0T YHUBEPCAIBHOCTD IIOBEIEHYECKON
KYJIBTYPBI, TOTYMHEHHOCTD YEJIOBEKa CUCTEME ()OpPMaIM30BaHHBIX M HE(hOpMaIN30BaHHBIX MTPABHII
NOBeJIeHUs, TPeOYIOIMX UX MPUHATUSA U CIEAOBAaHUSA UM IOJA Yrpo3oil ocTpaku3zma. MexaHu3m
(dopMHpOBaHUS TIOBEACHYECKOM KYIBTYpHl BKIIOUAeT B CceOs pa3iW4HBIE CPEICTBA, KOTOpHIC
BO3/ICHCTBYIOT Ha CO3HAHME YEJIOBEKA, €r0 YMOIMOHAIBHYIO cepy 1 00eCeynBarOT MOSBICHUE
TaKUX EHHOCTHBIX OPHEHTUPOB U CTPATETHd NPUHATHS PEUICHUH, KOTOPBIE MIO3BOJISIOT Hauboee
MOJTHO COIMAJIM3UPOBATh €ro, o0ecneynB TeM caMbiM 3(p(QEeKTHBHOE B3aWMOICHCTBUE MEXKIY
monpMu. OHUM U3 Haubosiee APEBHUX UHCTPYMEHTOB (DOPMUPOBAHUS [TOBEIEHYECKON KYJIBTYpPbI
ABJIISIETCS  MY3BIKQJIBHO-MIOITUYECKUN CUMBOJ. PaccMoTpeHHe  My3bIKaldbHO-IO3TUYECKOIO
CHMBOJIAa KaK HHCTPYMEHTa (DOPMHUPOBAHHUS ITOBEICHUYECKON KYJIBTYpBI TPEOYET €ro COTOCTaBICHUS
C TAKUMU 00pa3HBIMU CPEACTBAMH, KaK MMOHATHE U THI, MeTadopa U MU, peaTUCTUICCKUN 00pa3
Y HaTypaIuCcTUYeCKas KOMHMSL.

KatoueBbie cioBa: My3BIKaHBHO-H03TquCKHﬁ CUMBOJI, TMUMH, IOBCACHUYCCKAA KYJIbTYpa,
COOHAJIBHOC IIOBCACHUC, HPABCTBCHHBIC OPUCHTHUPLI, COLHAJBHBIC NEHHOCTH, HOPMAaTHBHAd
CHUCTEMA, KOTHUTHBHAA CXEMa.
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Musical-Poetic Symbols of Hymns
in the Formation of Behavioral Culture

The present article discloses the mechanisms of impact of musical-poetical symbols lying at
the basis of ceremonial chants (hymns) on human consciousness and of emotions on the formation
in society of behavioral culture based on definite moral and value-related reference points.
Human behavior is determined by a system of value-related reference points of personality,
a summation of acquired knowledge and mastered strategies of making decisions. In their
unity these present themselves as individual for a concrete personality, albeit, simultaneously
determining their inherent diversity. However, the necessity of constant interaction within
a concrete social milieu creates the universality of behavioral culture, the human being’s
subordination to the system of formalized and non-formalized rules of behavior requiring
their acceptance and following them under threat of ostracism. The mechanism of formation
of behavioral culture includes in itself various means which affect people’s consciousness and
their emotional spheres, and provide for appearance of such value-related reference points
and strategies of making decisions which make it possible to socialize it most fully, thereby
providing for an effective interaction between people. One of the most historically dated tools
for the formation of behavioral culture is the musical-poetical symbol. Examination of the
musical-poetical symbol as a tool for formation of behavioral culture requires its juxtaposition
with such figurative means as conception and type, metaphor and myth, the realistic image and
the naturalistic copy.
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MTOBEJICHYECKON KYJIBTYpbl OIpPE-  CTBUTEIBHOCTH, HIPAET OIPEACISIONIYIO

JENSeTC BO3ACHCTBUEM B IEPBYIO  POJIb B PETYJISLNN COLMAIBHON aKTUBHOCTHU
odyepenb HAa TaKOM CTPYKTYPHBIM 3J€MEHT  uepe3 (OPMHPOBAHHUE HK3UCTEHIIMATBHBIX
JMYHOCTH, KAaKOBBIM SIBJISIETCSl IIEHHOCTHAsE ~ YCTaHOBOK. B cBoro odepenr ciocOOHOCTH
opueHTanus. MiMeHHo oHa oOyciaBiMBaeT  4YeJIOBEKa OMPEACNATh «CMBICH KU3HWY, Ha
HAMpaBICHHOCTh JINYHOCTU U OINpENesieT  3TOM OCHOBE (OPMYIUpPOBATh KU3HEHHBIE
MTO3UIIMIO YEJIOBEKA MO OTHOLIEHUIO K TEM  LEJIW U JOCTUraTh UX BO B3aMMOJCHCTBUH

BO3HI/IKHOBCHI/IC U YCTOMYHMBOCTh WJIM HHBIM SIBJICHUSIM COLMAJIBHOM JEH-
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C JAPYTUMH JIIOIbMHU, SIBJISIETCS HEMpEeMeH-
HBIM YCJIOBUEM CYyOBEKTUBHOIO OJIaromnony-
YUs JIMYHOCTH U €JMHCTBA COLUYMA.

B xonTekcte hopmupoBaHUS MOBEICH-
YEeCKOM KyJBTYpbl YCTAHOBJICHHUIO TOJJIE-
JKUT TOT WHCTPYMEHTApHi, KOTOPBIM Ye-
pe3 BO37CIICTBHE Ha CO3HAHHE W SMOIUU
YeJloBeKa CHOCOOCTBYET BO3HMKHOBEHUIO
B COUMYME OOIMX HK3UCTEHIHAIbHBIX
yctaHoBOK. C JpeBHEHIINX BpeMeH U [0
HACTOSILLIETO BPEMEHHU B 3TOM KayeCTBE MC-
HOJIb3YIOTCS TOP>KECTBEHHbIE MECHOIECHHUS
— TUMHBI, TO €CTh TaKH€ MPOU3BEICHUS,
B KOTOPBIX JOMHUHHUPYIOT MY3bIKaJIbHO-103-
TUYECKHUE CUMBOJIBI.

Paccmorpenne B pamkax HacToOsIIEH
CTaTbl MY3BIKQJIbHO-TIOITHUYECKUX CHM-
BOJIOB, 3aJIO)KEHHBIX B TOP’KECTBEHHBIX
MEeCHOMNEHMIX (TMMHax), mpemmnoaraet (1)
UX COINOCTaBJIEHUS C TaKUMHU OOpa3HBIMU
CpeICTBaMH, KaK MOHATHE U TUII, MeTadopa
U MU}, pealucTHUeCKuii 00pa3 U HaTypa-
JUCTUYECKas: KOMMs, a Takxke (2) packpbl-
THE WX 3HAYCHUS B MEXaHU3ME (POPMHUPOBa-
HUS TIOBEICHYECKON KYJIBTYPBI.

Llenb cTaTbu COCTOUT B PACKPBITUU Me-
XaHU3Ma BO3JEHCTBHS MY3bIKaJIBHO-II03-
TUYECKUX CHUMBOJIOB, JIEXKAIIUX B OCHOBE
TOP>KECTBEHHBIX TIECHOINEHHI (TUMHOB),
Ha CO3HAHHE U YMOLUU YeNoBeKa s (op-
MUpOBaHUA B OOIIECTBE MOBEIECHUYECKOU
KYJIBTYpbl, OCHOBAaHHOW Ha OMpeIeTEHHBIX
HPABCTBEHHBIX M IIEHHOCTHBIX OpPHEH-
TUpaXx.

Kynbrypa Kak moHsiTHE yHHBEpPCaIbHOE
OXBATbhIBAE€T BCE CTOPOHBI KU3HU KOHKPET-
HOTo yesoBeka U obmiecTBa B 1enoM. OHO
BKJIFOYAET BCIO COBOKYITHOCTh Marepuaib-
HBIX M JTyXOBHBIX OJar, OTpaxkasi YpOBEHb
0OLIECTBEHHOTO PAa3BUTHS U MECTO YEJIOBE-
Ka B OOIIECTBE, ONpeeiieMoe ero TBopye-
CKUM noTeHIranoM. PaccmarpuBaemoe mo-
HATHE XapaKTepu3yeT CHelu(UKy BEACHUS
CEJIbCKOIO XO34WCTBa W MPOU3BOACTBEH-
Hbl€ OTHOIICHHUS, BOCHUTaHHE M OO0yde-
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HUE, UICKYyCCTBO U TBOpYeCTBO. [1o MHEHHUIO
A. WU. ApHonbaoBa, KyJabTypa — 3TO TBOP-
4yeckas CO3MJATeNIbHAsl JEATEIBHOCTh 110
peoOpa3oBaHUI0 MPHUPOJBI U OOIIECTBa,
KOTOpasi TPOSIBISIETCS. B MHOTOOOpa3HbIX
¢dopmax, IpeArnoiararoliiXx CHHTE3UpPOBaA-
HUE MaTepHaJIbHbIX M JAYXOBHBIX Onar, Ha-
MPaBJICHHBIX HA TAPMOHM3AIUIO YEJIOBEKA C
IIPUPOIOHA, OOIIIECTBOM M caMUM co0oit [1].
M. C. KaraH BbIA€IISUT YETHIPE acIieKTa pac-
CMOTPEHHUS KyJBTYphI: 00IIIE4eIOBEUECKUH,
KOHKPETHOTO COIIMyMa, OMPEIeIEHHON CO-
LHAAJIBHOU I'PYIIBI U OTACIBHOW JIMYHOCTHU
[6]. Ha Hepa3pbIBHYIO CBSI3b MEXAY KyJb-
TYpOil U COBEpILIEHCTBOBAaHUEM 4YEJIOBEKa
ykassiBai JI. C. Beirorckuii [2].

JI. C. Beirorcknii u A. P. Jlypus, npo-
CJIeIUB, KaK MEHSJIOCh TOBEJCHUE YeIIOBe-
Ka B KOHTEKCTE OOIIIECTBEHHOTO Pa3BUTHUA,
YCTAHOBMJIM, YTO 4YEJIOBEUYECKOE MOBEe-
HUE 3aBUCHUT OT JOCTHUTHYTOTO 4eJoBede-
CTBOM YpOBHSI OBJIQJICHUS CHJIAMU TIPHU-
pOIlbl U CHOCOOHOCTH K CaMOPETYJISIIUU.
YenoBeueckoe IMOBEICHUE YCIOXKHSIETCS
BO BCE OoubllIel CTENEHH 10 MEpe aKTHUB-
HOTO MPHUCIOCOOICHHS YEIOBEKa K OKpY-
JKalolllel cpelie U U3MEHEHUSIM MPUPOJIbI,
a TaKKe Pa3BUTUS MEXaHU3MOB COIIMAJIb-
HOM peryisiuu [3].

[IpucnocoOiieHne wyenoBeka K OKpYy-
KAOUIEH cpele M U3MEHEHUSM IPUPOJBI
— 3TO NPOLECC HAYYHO-TEXHOJIOTMYECKOTO
pa3BUTHSI, Mepexoja OT MPOCTEUIINX TeX-
HOJIOTUW KO BCE Oosiee CIOXKHBIM, TpeOy-
IOIIUM JOCTHIKEHUSI BCE 00Jiee BBICOKOTO
ypOBHA pazfeneHust Tpyaa. llapaminenbHo
TEXHOJIOTMYECKOMY Pa3BUTHIO MIEN TPo-
LIECC CTAHOBJICHUS M PAa3BUTHSI MEXAHU3MOB
COLIMAJIBHOM PEeryssiiuu, IpeanoaraBiinii
MOCTETNIEHHOE M TOCJIe0BAaTEIbHOE pa3Me-
KEBaHUE MOpAJH, PEIUTUUA U TpaBa (CM.,
Harpumep: [5]).

Ecnu pa3zButue conuanbHON peryssiuu
C TOYKH 3peHusi (HopMbl MpearnonaraeT mo-
CJIEIOBATEJIbHOE pa3MEKEeBaHUE MOPAJIH,
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PEJIMTHUH U TIpaBa, TO C TOYKHU 3PEHUs Cofep-
YKaHWS CTIPABEIJIUBO BBIJICIUTH TSATh YPOB-
HEW IPUCBOEHUS IEHHOCTEHN, Yepe3 KOTOPhIE
B CBOEM Pa3BUTUU MPOXOIUT KAXKIBIA YEIIO-
BEK U 00111ecTBO B 11e710M: (1) uenoBek nomy-
yaeT WH()OPMAIMIO O TOM, YTO KOHKpPETHAS
colldaibHasg HOpMa SIBIISIETCS OA00pseMOit
B COIMYME MOJENBIO MOBeAeHUs; (2) mpo-
WCXOAWT OCO3HAHUE JTAHHON MOJIENN TIOBe-
JICHUS] B KaY€CTBE HEKOM IIeHHOCTH (O1ara);
(3) MMYHOCTH CaMOOIIPENEINAETCS OTHOCH-
TEJIEHO CIJIOKHBIIICHCS B OOIIIECTBE CHCTEMBI
uzeayon; (4) 4eIOBEK CTAaHOBHUTCS CIIOCOO-
HBIM CJIEJIaTh BBIOOP MEX]y albTepHATUB-
HBIMHU IICHHOCTAMH; (5) aKTyaIu3UpPYyOTCS
JMYHOCTHBIE CMBICIIBI BHE 3aBUCUMOCTU OT
BHEIIHETO BO3JEHUCTBUSA U OlleHKH. [Iponecc
MIPUCBOEHUS IIEHHOCTEH HAa WHIVBHIYallb-
HOM YpOBHE — 3TO (DOpMHpPOBaHHE JTUYHO-
CTH, BOSHHUKHOBEHUE U Pa3BUTHE IICHHOCT-
HOM opueHTalnnu. Ha KoJIeKTHBHOM ypOBHE
— (opMupoBaHUE KYJIBTYPBI, B TOM YHCIIE
MMOBEICHYECKOM.

PeanbHoe moBeneHUE yeIOBEKa — 3TO
ero JCUCTBUS, 000psSeMbIc WIIH ITOPHIlac-
MbI€ 00I11€CTBOM, HAIIPaBJICHHbBIE HA TOCTH-
KEHHE OTNPENEeNIEHHOTO pe3yJibTaTa WA I0-
3BOJISIOIIUE €T0 MOJTYYUTh 0€3 KOHKPETHOTO
nenenonaranus. YemoBeueckoe MOBEACHHE
MOYKET OBITh OBITOBBIM WJIM PUTYATH3UPO-
BaHHBIM. [lepBoe oTpakaeT MpaKTUYECKHE
IEJIM: YEJIOBEK COBEPILAET T€ ACHCTBUS, KO-
TOpbIe 00ECTIEYNBAIOT €T0 CYIIECTBOBAHHE.
Putyann3upoBaHHOCTh TIOBEICHUS HMEET
MECTO TOT/a, KOT/Ia HEOOXOAUMO MOTYEepPK-
HYTh IPUCBOCHHE HEKOW IIEHHOCTH, M TAKOE
MOBEICHUE BEAET K MaKCHUMAJILHON 3HAKO-
BOCTH (cuMBOJbHOCTH). CHMBOJBHOCTD
PUTYaTU3UPOBAHHOTO TOBEACHHS TpeOyeT
WCKITFOYUTEIIEHO BBICOKOTO YPOBHSI KYJIBTY-
pBI, MpenycMaTpUBaIOIIET0 OCO3HAHHOCTh
ATUYECKUX M ICTETUYECKUX KAHOHOB.

Crnemyer OTMETUTh, YTO YEpe3 ITH-
YEeCKHE M 3CTETUYECKHE NpPEeACTaBICHUS
JIOCTUTAETCS JTUAIEKTUUYECKOE E€IUHCTBO
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OBITOBOTO W PUTYaJIM3UPOBAHHOTO TIOBE-
neHusi.  YenoBedyeckoe  CyIIECTBOBAHUE
MpeArnoaracT JIOCTIKECHUE OajaHca Mek-
Iy TPOTHUBOIOJIOXKHBIMUA Ha3HAYEHUSIMU U
npoueccaMu. B cBOo ouepeaps ITHYECKUE U
3CTETUYECKUE MPEACTABICHUS €CTh HE UTO
WHOE, KaK OTPaXEHHE ITOTO Oayianca, 0co3-
HAaHHO MPUCBOCHHOE YEJIOBEKOM.
CrpaBeTuBbIM MPEICTABISAECTCS TE3UC O
TOM, YTO IMOBEACHYECKAS KYJIBTYpPa, SABJISSACH
MIPOSIBJICHUEM OOIIIEUETIOBEUSCKOM KYJBTY-
pBI, OTpaXkaeT COCTOSTHHUE OOIIECTBEHHOTO
pa3BuTusa. OJHOBPEMEHHO OHA BBICTYIAET
OJHUM M3 DJIEMEHTOB COLMAIIBHOW pery-
AU, cPOpMUPOBABIIMMCS B Ppe3yibTa-
T€ OCO3HAHMS YEJIOBEKOM CBOEro MecTa
B MUpE NPHUPOIBI, CBOEH 3aBUCUMOCTH OT
Heé, HEOOXOAUMOCTH TECHOIO B3aMMOIEH-
CTBUS ¢ Ipyrumu moabMu. [lon BnusHreM
Ha3BaHHBIX (DAaKTOPOB BO3HUKIIM TEPBbIE
npaBuUjia TIOBEJCHUS, KOTOphIE TpaHcdop-
MHPOBAIUCH IO MEPE TEXHOJIOTUYECKOTO U
coruanbHOro pa3BuTusi. C KaxkabIM HOBBIM
ATANoOM MOCJIETHETO 3TH MpaBUiia yCIOKHSI-
JIMCh, CTAHOBSCH BCE OosIee ompeIesOIIH-
MH B OOIIECTBEHHBIX OTHOIICHUSX.
JlaHHblEe TIpaBUiIa MOBEACHUS, OTpaXKa-
IOIME TIPUCBOCHHBIC (MPHUHATHIC) YEIIO-
BEUCCTBOM IIEHHOCTH, TPEOYIOT HAIHYUS
MEXaHu3Ma MX Mepefady, COBOKYIHOCTHU
WHCTPYMEHTOB, MO3BOJAIONIAX YEIOBEKY
MOJIYYUTh MHPOPMAIIMIO O HUX, OCO3HATh
LIEHHOCTh TMpEIJlaraéMoM MOJIENI TIOBe-
JIEHUSI, CaMOOMPEACIUThCS, MPUOOPECTH
CIIOCOOHOCTH BBIOMpATh MEXAY allbTEpHA-
TUBHBIMU IICHHOCTSAMH U, KaK BBICIIUHN ypoO-
BEHb NPHUCBOCHHMS, CJIEIOBATh M30PaHHBIM
LICHHOCTSIM BHE 3aBUCUMOCTHU OT BHEIIHETO
BO3JCHCTBUS U OLUECHKH. Mopaib, penurus
¥ TpaBO B CHJIy TOTO, YTO OHHU aJpecoBa-
HBI B MIEPBYIO OYEPEb CO3HAHUIO YEIIOBE-
Ka (TpaBO MPAKTUYECKU HUCKIIOYUTEIHHO,
MoOpajb M PEIUTrus — NPEeUuMYIIECTBEH-
HO), TpeOYIOT HEKOETO BCIIOMOTATENIhbHO-
r0 WHCTPYMEHTApHs, BO3JECHUCTBYIOIIETO
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Ha SMOIMOHAIBHYIO cPepy UeIoBeKa uepes
cucteMy oOpa3oB, a He ToHATHH. OmTHUM
U3 TaKWX HWHCTPYMEHTOB CIYyXKaT MY3bI-
KaJIbHO-TIO3TUYECKUE CHUMBOJIBI, aHAJIHU3Y
KOTOPBIX MOCBSIIEHO HACTOSIIEE MUCCIEN0-
BaHUE.

3HaueHUe MY3bIKAJIbHO-MTOATUYECKO-
ro CUMBOJIA JJisi POPMUPOBAHUS TIOBEJICH-
YECKOW KYJIBTYPhI MOXKET M JIOJDKHO OBITH
PacKpBITO uepe3 cuHepreTruueckuit 3pPexr,
KOTOPBIA JTOCTUTAETCA B3aUMOACHCTBUEM
MY3bIKH W TOATHYECKOTO IPOU3BEICHHUS.
[Tpu 5TOM MX COBMECTHOE BO3/CHCTBHE Ha
YeJI0BEKa HE MOXKET OBITh OIIEHEHO KaK Mpo-
CTasi cymMMa JEHUCTBUS KaXKJIOTO U3 MPOU3-
BEZICHUI (MY3BIKaJIbHOTO U MO3THYECKOTO)
B OTIEJIBHOCTH. XapaKTep U ypOBEHb CO-
BMECTHOTO BO3/ICUCTBHS MY3BbIKH U CTHXOB,
UCIIOJTHSIEMBIX OJHOBPEMEHHO, B OTHOILIIe-
HUU TIPUCBOCHHS COLIMAJILHON IIEHHOCTH,
OTpaXEHHOW B HUX, PACKPBIBAIOTCS Yepes
TaKO€ CBOWCTBO, KaK dYMEPHKEHTHOCTb, KO-
TOpasi TOJILKO YCHUJIUBAETCS B Pe3yJIbTaTe
CIIOCOOHOCTH ~ MY3BIKaJIbHO-TIOITHYECKHIX
CHUMBOJIOB BO3/ICHCTBOBATh COBMECTHO M Ha
CO3HAHUE, M Ha YMOIIMOHAJILHYIO cdepy.

Tema BIUSHHUS MY3BIKATBLHO-TIOATHYC-
CKUX CHMBOJIOB Ha TIOBEICHYECKYIO KYJb-
Typy Oosnee ueM oOmmpHa. E€ packpbiTie
TpeOyeT aHaIM3a Pa3InIHBIX TBOPUYECKHUX H
KYJTBTYPOJIOTHYECKUX aCTIeKTOB, KOTOPBIE HE
MOTYT ObITh OOBETUHEHBI B PAMKaX OJIHOM
crarbh. J[aHHOE 00CTOATENHCTBO 00y CIIABIIH-
BaeT HEOOXOIMMOCTHh OCTAHOBHUTHCS TOJIBKO
Ha HEKOM y3Koi MpolOiieMaTuke, B Ka4yecTBe
KaKkoBOM aBTOpamMHu H30paHO yCTaHOBIICHHE
3HAYEHUSI TOCYTAPCTBEHHBIX THMHOB.

[Ton ruMHOM, Kak NpaBHUIIO, MOHHMA-
€TCSl TOPXKECTBEHHas] TEeCHs (My3bIKajb-
HO-TIOSTHYECKOE TPOM3BEJCHUE) B YECTh
CTpaHbl, MpeAHa3HAYeHHAs IS MacCOBOTO
UCTIOJTHEHUSI'. ABTOp TPEX OTEUECTBCHHBIX
rocynapctBeHHbIx TuMHOB C. B. Muxain-
KOB OTMEYaJl, 9YTO TEKCThl THMHOB ITHIITYTCS
no 3aka3y. OHM JOIDKHBI OTpakaTh OIIpe-
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NeNIEHHBIE UJIeH, KOTOpbIe Obl, IO MHEHHIO
MOJINTUYECKOTO PYKOBOJICTBA TOCYIApCTBA,
JIOJIKHBI OTIEUaTaThCsl B CO3HAHUU COOTE-
YeCTBEHHHUKOB U Bcero mupa. Ho u camu nu-
JIepbl TOCyZIapcTBa HE CBOOONIHBI B BHIOOpE
ITUX UJEH U XyJ0KECTBEHHBIX (DOPM UX BBI-
paxenus. Ha HUX U aBTOpax JEKUT OTBET-
CTBEHHOCTb 3a TO, YTOOBI HanOOJIEC TOUYHO
MIPEABUACTh HACTPOCHUS Hapoaa 1 OyyIiee
CTpaHbl, MOCKOJbKY THUMH JIOJKEH BIOX-
HOBJISITh HApOJ, BHYILIATh €My TOpPAOCTb 3a
CBOIO CTPaHy U YBEPEHHOCTH B €€ OyayIiem.
['MMH — 3TO TpaKIaHCKasi MOJIMUTBA HapoaZ,

I'mMH, ¢ OZHOM CTOPOHBI, IIPU3BAH BbI-
pa3uTh €AMHCTBO U CaMOOBITHOCTh HApO/a,
a C JIPYro, CIyX HUT UHCTPYMEHTOM, 00e-
CIIEUYMBAIOIIUM Takoe eANMHCTBO. Hammuue
TUMHA U €ro CoJep>KaHUuEe CUMBOIU3UPYIOT
HE3aBUCUMOCTh TrocyaapctBa. He ciyyaii-
HO B HaIlMOHAJIbHBIX TMHMHAX MHOTHUX TOCY-
napcTB 0a30BOI UjIeel BBHICTYMAaeT CBOOOIA.
TakoBo uaenHoe HarnonHeHue «Mapcenbe-
3bl», CTABUIEH TOCYAApPCTBEHHBIM TMMHOM
®panny3ckoit Peciyonuku B 1870 roxy. Ho
0COOEHHO 3TO XapaKTEPHO JIsl TOCYIapCTB,
O0CBOOO/IMBIIIUXCST OT KOJIOHUATHHOU 3aBH-
CUMOCTH B TIPOIIOM Beke. Mmest cBoOO b
B HUX HE NPOCTO OMUHUDPYET, popMy eé
pealu3alui  CIPaBEeIJIUBO  OXapaKTepHu-
30BaTh Kak KpaillHe MNpomnaraHauCTCKYIO,
arpecCUBHYI0, BKIJIIOUAIOIIYIO B cebs MIo-
BUHUCTUYECKUE KOHCTPYKIUU (CM., HATIPH-
Mmep: [12; 13; 14]). IIpu sTom HECMOTps Ha
BKJIIOYEHHOCTh THMHOB B O(UIIUAIBHYIO
CHUMBOJIUKY ITPAKTUYECKHU BCEX FOCYAApPCTB,
pa3JIMuHbIE BOMPOCHI, CBSI3aHHBIE C HUMHU,
OCTalOTCA 32 paMKaMU aKaJeMHUYECKOTO U
MOJIMTUYECKOTO NUCKYpcoB. OHAKO Hay4-
HOTO OCMBICIIEHUsI TpeOyeT mpobiaemMarrka
COTJIaCOBaHUSI aHTArOHUCTUYHOCTH, 3aKJja-
JBIBAEMOM Ha CHUMBOJIBHOM YpOBHE B Ha-
LUOHAJIbHBIE TUMHBI C II€JIbI0 MPOABUIKE-
HUSI COOTBETCTBYIOIIUX [IEHHOCTEH U HOPM
B TOBEICHUYECKYIO KYJIbTYpY KOHKPETHBIX
Hapo/OB, C HEOOXOAMMOCTHIO PpEIICHUS



G/ﬁ\

My3bika B CUCTeMe KYAbTYypbhl

MHTErPallMOHHBIX 3a7]a4 HE TOJIbKO Ha Ha-
LIMOHAJIBHOM, HO M OOIIEYETI0BEYECKOM
YpOBHE.

B My3bIKanbHO-MTO3TUYECKOW CHMBOJIH-
K€ TUMHOB, KaK ITPaBUJIO, OCHOBHOE BO3/ICH-
CTBHE OKAa3bIBAET MOITUYECKAs] COCTABIISIO-
mas. My3bIKaJlbHass — MPEUMYIIECTBEHHO
MpeIHa3HauYeHa JTsl YCUJICHHSI OMOITUOHAITb-
Horo »¢dexTa. B pesynbrare aHaau3 My3bl-
KaJIbHO-MIO3TUYECKUX CUMBOJIOB TPEOYeT ux
OTIPaHUYCHUS OT HEKOTOPBIX MHBIX CPEJICTB
XyJI0O’)KECTBEHHOTO TBOPYECTBAa, & WMEHHO
MOHATUSA U XyI0KECTBEHHOTO THUIIA, peaju-
CTHYECKOro o0pa3a M HaTypaJTUCTHYECKOU
Komuu, MeTadopsl 1 Muda.

My3bIKaIBHO-TTIO3THYECKU I CHMBOJI
B TIEPBYIO O4Yepelb TOJIKEH OBITh COMOCTAB-
jeH ¢ noHsitueM. C OJHON CTOPOHBI, OHU
O4YeHb ONM3KU, OYKBAJIbHO J0 TOX/IECTBEH-
HOCTU IO cBoeMmy 3HaueHuto. C apyroi —
MPUHIUIHAIBHO OTIIMYHBI IPYT OT APYTa.

B cBoeir «Hayke moruxm» I. B. @. T'e-
rellb, pacKpbIBasi MOHSATUE HAYKH, ONpe/e-
JISU1 TIOCTICAHIOD Yepe3 KOHEUYHBIN pe3ylib-
TaT, TOCKOJIbKY «... OHA TI0O3TOMY HE MOXET
3apaHee cKas3aTb, YTO OHA TaKoe, IUIIb
BCE €€ UBJIOKEHUE ITOPOXKIAET 3TO 3HAHUE
o Hel camoit kak e€ utor (Letztes) u 3aBep-
meHue...» [4, c. 12]. Ydyenue o moHsTHUH
3apOJIUIIOCHh B paMKax JIOTUKH, TJIe TIOJ] HUM
nmoHUMaeTcs (opMa MBIIUICHUS, OTpaka-
IOIasi IPEIMETHI Yepe3 UX CYIIECTBEHHBIC
npusHaku. [Ipu3HakoM mpeameTra Ha3bIBa-
€TCS TO, YTO €ro OOBEAWHSICT C JAPYTHMH
npeaMeTaMu, JIeiaeT IPeIMEThl CXOJHBIMH,
1160, HAPOTHUB, TO, YTO OTIAUYAET UX IPYT
or napyra. Ilpu3Hakamu mTpeaMera MOTYT
OBITH JIIOOBIE CBOMCTBA, COCTOSIHUS, YEPTHI
Y WHBIE XapaKTEPUCTUKH, KOTOPHIE MO3BO-
JISIIOT BBIJICIUTH €T0, PAcHoO3HATh Cpeau
JIpyTux mpeameToB (cM., Hampumep: [11]).
PaccmarpuBaemasi kateropus Xxapakrtep-
Ha HE TOJBKO JJISl JIOTUKH, HO W SIBIISCTCS
KJIFOYEBOM I HAYKH B LIEJOM. E€ ncnonb-
30BaHUE THUIHYHO TAKXE JJI XyJI0KECTBEH-
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HOTO TBOpYecTBa. B OTAENBbHBIX OTpaciax
3HAHUM HEKOTOpbIE OHSTHUSI MOTYT MIPHOO-
peTraTth BHJ CUMBOJIA, HAIPUMEpP, B MaTeMa-
TUKe. boiee TOro, U3BECTHOTO Poja CHUM-
BOJIMYECKUM XapaKTepoM 00JagaeT caMo
coliepKaHUE BCSIKOTO HAYUYHOTO MTOHSATHUS.

Ilepen cuMBOJIOM CTOMT Ta ke 3ajaua,
yTOo U mepen moHsTueM. OH CIYyKUT s
0003HaUeHUS, WHIUBUIYyaTU3alUd HEKO-
ero mnpeamera. B pesynbrare BO3HHMKAET
BOIIPOC, €CJIM CUMBOJI U MOHATHUE MO CBOE-
My Ha3Hau€HUIO TOXKJIECTBEHHBI, TO TOJIK-
HO OBITH HEYTO, PACKPHIBAIOIIEE PA3ITUUHEC
MEX/ly HUMH, B IPOTUBHOM CJTy4yae BCS MY-
3BIKAIbHO-TIOATUYECKAs] CUMBOJIMKA CTAHO-
BUTCSl PA3HOBUAHOCTBHIO Maremaruku. Ko-
HEYHO K€, ’TO HEBO3MOXHO. Jlormyeckoe
WJIM HAyYHOE MOHATHE NMPUHLMINAIBHO JIN-
IIEHO BCsiKOoW oOpasznoctu. Ecim xe B mo-
HATUM TIPUCYTCTBYET TAKOBAasi, TO MOHSITHE
YTPauMBAET BCSIKUWA CMBICI, OHO MEPECTAET
OBITH CPEICTBOM JIOTHUECKH HETIPOTHUBOPE-
YUBOTO MBIILJICHUS.

My3bIKaIBHO-TIO3THYECKU I CHMBOJI
OTJIMYAETCS OT HAYYHOTO MOHSTHUS CBOEH
00pa3HOCTHIO, KOTOpasi COOCTBEHHO H CITY-
KUT JUJIS1 TOCTHKEHHUSI CTOSIIIMX MEpe HUM
neneit. Ty QyHKIMIO, KOTOPYIO B MOHITHH
BBITIOJIHSIIOT TMPU3HAKK, B CHUMBOJIE — 00-
pas3HbIi aeMeHT. OJJHaKo 111 CUMBOJIA He-
JOCTaTOYHO TOJBKO OOpPA3HOTO 3JIEMEHTA.
Ta co3HarenbHasi KOHCTPYKIIHS, KOTOpast HE
BBIXOAUT 3a TpeNesbl HEeMmoCpPeACTBEHHON
00pa3HOCTH U TEM CaMbIM HCKIIFOYAET BCSI-
KO€ CaMOCTOSITEJIbHOE IMOHSATHE, KOTOpPOE
B 3TOM OOpa3HOCTH OCYIIECTBISAIOCH OFI,
€CThb HE CHMBOJI, HO HaTypaJuCTHYeCKas
xorwst [7]. CumBoI, Tem Gosiee My3bIKajb-
HO-TIOOTHUYECKUM, HE COACPKUT B ceOe Uuu-
CTI 00pa3. Peur uact umenHno o6 obpas-
HOM 3JIEMEHTE, KOTOPbIA BXOAUT B COCTaB
CHMBOJIa, oOecreunBasi HEOOXOIUMOE BO3-
NEHCTBHE HA IICUXHUKY YEJIOBEKA.

Jio6oe HayyHOE TOHATHE OTIMYAETCS
ONpeeAEHHBIM YPOBHEM CHMBOJIUYHOCTH.
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CBs3b, CyIIECTBYIOIIAsE MEXIYy CHMBOJIA-
MH U TIOHATUSAMH, HE CiydaiiHa. llepBbie
Ha YpPOBHE CO3HaHHWS M SMOLUM, BTOpPHIC
TOJIbKO Ha YpPOBHE CO3HAHMS BBICTYNAIOT
OTpaXeHHEM OCCKOHEYHOTO psijia SBJICHHUIM,
CYIIHOCTh KOTOPBIX PACKPBIBACTCS YEPE3
HUX. IMEeHHO TakuM 00pa3oM BhIpaKaeTcs
JUAJICKTUKA OOIICro M ¢AWHUYHOro. Jlma-
JEKTUYHOCTh B PABHOM CTEIECHU MPUCYIA
KaK MOHSTHUSIM, TaK U cuMBoJiaM. [Ipu 3ToM
CaMH MOHSATHS MOTYT NEPEXOJIUTh B CUMBO-
Jb1, TUOO MPUOOPETATh CUMBOJIBHYIO GOpMY
BhIpakeHUs. JI1000#1 MOHATHIHO-KAaTEerOpu-
aJBHBIN ammapar MOXeET OBITh PacCMOTPEH
B Kaue€CTBE HEKOM CHUMBOJIbHOM CHCTEMBI.
Haubonee sipkuM mpuUMepoM 3TOTO MOTYT
CIIY’KUTh MaTeMaTHKa 1 HHPOpPMaTHKA.

CrnenoBarenbHO, CHPABEAJIUBO  IPHU-
3HaTh, YTO MEXKy MOHSATHEM U CHUMBOJIOM
CYIIECTBYEeT €IMHCTBO, TIOCKOJBKY 00a
JTAHHBIX CPEJICTBa CIIyXaT sl 0OTOOpake-
HHS 0o0mero B eguHUYHOM. OIHAKO MEXK-
Iy HUMH CYILIECTBYET M MPUHIUIHAIBLHOE
omune. HaydyHoe moHsTHEe, BO3AEHUCTBYA
HCKJIIOUUTEIIbHO Ha CO3HaHHUE, JIMIICHO
BCSIKOM oOpasHOCTH. B cuMBoJie e B crity
TOr0, YTO OH aJPECOBAH B TOM YHUCIIE H
K DMOIIMOHAJIBHOU c(epe uernoBeka, Mpu-
CYTCTBYeT KaK CMBICJIOBas, TaK U oOpazHas
cocrasnstonias. bonee Toro, o6pa3HoCTh —
ATO CYyTh CUMBOJIA.

lTocynapcTBO  BOCHpPUHUMAETCA  €TO
rpakJlaHaMu 4Yepe3 pa3IuvyHble CPEICTBA.
Ha ypoBHe yenoBeuecKkoro CoO3HaHUs TaKUM
CPEICTBOM SIBJIsIeTCsI, OECCIOPHO, MpaBo. B
9TOM Kady€CTBE OHO €CTh HE YTO MHOE, KaK
CHCTEMa B3aMMOCBS3aHHBIX ITOHATHH. OI-
Hako wucTopusi (OPMHUPOBAHMS TOBEICH-
YECKOM KyJIbTYphl Ha CTBIKE TpaKJaHUH
— TOCYApCTBO CBHUJIETEIILCTBYET O TOM,
YTO MCKJIIOUUTEJBLHO MpaBa il 3TOrO He-
JIOCTaTo4HO. JlJ1s1 BOCIIpUATHUS TOCyIapCTBa
€ro rpaxkJ;lanaMy HEJJ0OCTaTOYHO TOJIBKO €r0
MOHUMAaHUSI, TOCYAAPCTBO JIOJDKHO OBITh
TOHATO U MPHUHATO CO3HATEIBHO U 3MOIU-
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oHayIbHO. JIJis ATOTO BCErna CyliecTBOBAIN
pa3IM4yHbIE CUMBOJIBI. B HacTosiiee BpeMst
TaKOBBIMU SBJISAIOTCS (iar, repd M TUMH
(HEpenKo K YUCITy TAKUX CUMBOJIOB OTHOCSIT
U cronuily). X 3HaueHne HaCTOJBKO BEJHU-
KO, YTO C Pa3BUTHEM MO3WTHBHOIO IIpaBa
OHM CTaJIM 3aKPEIUIATHCS 3aKOHOIATEIBHO.

JI;1s1 mpaBOBOTO OMKCAHUS TOCYIapCcTBa
UCIIOJIB3YETCSl KOHCTUTYILUSI U MPUHUMAE-
MbI€ B COOTBETCTBHH C HEH HUKECTOSIINEC
HOPMAaTHUBHBIE TMPaBOBbIE aKThl. (OJHAKO
Jla)kKe B HAIlle ITparMaTUYHOE BpeMs, KOTraa
MPOU30MIENT TPAKTUYECKH TMOJHBIA OTKa3
00I11IECTBEHHOTO CO3HAHUS OT «CaKPaJIbHBIX
KOCTBUICH», COXpaHSIETCA IMOTPEOHOCTH
B 00pa3HOM MpPECTABICHUH TOCYIapCTBa,
JUTISL 4Y€TO CaMbIM JIYUIIUM CPEIACTBOM CIIy-
JKUAT TUMH. B HEM yepes cuctemMy My3bIKaib-
HO-XYJIO’)KECTBEHHBIX 00pa30B MPOUCXOIUT
MpEeACTaBICHUE TOCYAapCTBa, OTOOpa)ka-
I0OTCSL ONpEEIEHHbIC, YCTAHOBJICHHbBIC H
3allMIlaeMble UM LIeHHOCTH. Kak paHee Mbl
CpPaBHUJIM TIOHSATUE U CHUMBOJI, 3/I€Ch MBI
MOXEM YCTAHOBUTH aHAJIOTUYHOE COOTHO-
HIEHUE MEXKy KOHCTUTYLIUEU U TUMHOM.

B cBoéMm 0000mEHHOM BHAE C MY3bI-
KAJIbHO-TIOATUYECKUM CUMBOJIOM KOHKYpH-
PYET TaKXe Takas KaTeropusi, Kak Xymoxe-
CTBEHHBIM TUM. THUM, Tak K€, KaK U CUMBOJI,
OJTHOBPEMEHHO COJIEPXKHUT B cebe HuJer
JEHCTBUTEIIBHOCTH, 00pa3 JAeHCTBUTEIb-
HOCTU M UJACHHYI0 O0pa3HOCThb JEHCTBU-
TEeTLHOCTU. PaccMOTpeHHe COOTHOIICHUS
MY3BIKaJIbHO-TTOITUYECKOTO CUMBOJIA U XY-
JIOKECTBEHHOTO TUTA TpeOyeT oOpalieHus
K MpoOJieMaTUKe peaJbHOCTU U JICHCTBU-
TEJIbHOCTU. 3HAYE€HHUE 3TUX IOHATUM U CO-
OTHOLIEHUE MEXJy HUMHU SIBIISIETCS OJHUM
13 Hambojee APEBHUX BOMPOCOB (PHIIOCO-
(dbun, yXOoasImuM CBOMMHU KOPHSIMH, KaK MU-
HUMYM, B JHCKYCCHUIO, Pa3BEPHYBIIYIOCS
B PaMKax CpPEJHEBEKOBOW CXOJACTUYECKON
dbunocopun Mexay pearucTaMu U HOMHU-
Hanuctami. [lepBbie HacTanBaIu HA pealb-
HOCTH OOIIMX MOHATUA B boxecTBEeHHOM
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pasyme. B TO BpeMs kak MOCJEIHHE HCXO-
T 13 OOBEKTUBHOCTU CYIIIECTBOBAHHUS
TOJBKO €IWHWYHBIX Belled. JlaHHas ujaes
noinyuusia cBO€ oOpa3Hoe oOToOpaxeHHe
B bpurBe Oxkkama: «He cnenyer MHOXHUTB
cyiiee 6e3 HEOOXOIUMOCTID.

[IpencraBnsiercss BaXHBIM OTMETHUTb,
YTO MUP €CThb HEMPEPHIBHOE JIEUCTBUE, KO-
TOPOE NMPEATONAraeT ero BOCIPUATHE YEJ0-
BEKOM U oco3HaHue. [Ipu 3ToM enquHuYHbIE
00BEKTHI OTPAKAIOTCS B UEJIOBEUYECKOM CO-
3HAHUM KaK pe3yabTaT CPOYHOTO U JIOKAJIb-
HOTO COCpPENOTOYECHHUS] BHUMaHHs. Takoe
BHUMaHUE KOHIEHTPUPYETCS] Ha BBINOIHE-
HUU OCO3HAHHOTO JACHCTBUS B KOHTEKCTE
peleHus npakTuieckoil 3anaun. Cienosa-
TEJIbHO, ACHCTBUTENBHOCTb, KaK BCS COBO-
KYITHOCTh BEIIEH, OBEIIECTBIEHHBIX HJIEH,
HeNe, uaeanoB, OOIIECTBEHHBIX HWHCTH-
TYTOB U OONICTIPUHSATOTO 3HAHUS €CTh WH-
CTPYMEHT OpraHU3allui WHIUBUIYATbHBIX
Wi o0mecTBeHHbIX ycuiaui. C motepeit
aKTyaJbHOCTH II€JIEN TepsSET CMBICH U CO-
OTBETCTBYIOLIHH €if (hoKyc BHUMaHUSA, Hop-
MaJu3yIOIUA OBELIECTBICHUE JICUCTBU-
TEJIbHOCTH.

[IppyHrMas BO BHHMAaHME CKa3aHHOE,
clenyeT MOMYEPKHYTh WHAMBUIYATIbHOCTH
MY3bIKaJIbBHO-ITIOATUYECKOTO CUMBOJA, Ha-
MIPABJICHHOTO Ha 0TOOpaXeHHEe KOHKPETHO-
ro o0pa3a — caMOJIOBJICIOIICH ACHCTBUTEIb-
HOCTU. B TO ke BpeMs Xyd0’KE€CTBEHHBII
TUII HE MPOCTO JOITyCKAeT, a Mpearoiara-
€T HEKYI0 JIeWCTBUTEIHLHOCTh BHE c€0s1, HO
oTpax€éHHy0 B HEM. W eliHas oOpa3HOCTh
XyJI0’)KECTBEHHOI'O TUIIA IOCTUTAETCs Yepe3
000011IeHUE PA3IMYHBIX SIBICHUHN J1eUCTBU-
TEJIBbHOCTH, KOTOPBIE MPOXOAS 4YEpe3 €ro
MpU3MYy, CTAaHOBATCS OoJiee UM MEHEee TH-
MMAYHBIMHU.

[IpumMeHuTENBHO K U30paHHOMY TTpeIMe-
Ty B KOHTEKCTE pa3MeKeBaHUSI MY3bIKallb-
HO-TIO3TUYECKOTO CHMBOJIA U XY10’KECTBEH-
HOTO THIIA UHTEPEC MPEJICTABIISIET UCTOPHS
MOSIBJICHUSI TIEPBOTO O(PHUITMAIBHOTO THMHA
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Poccuiickoit umnepun. HeobxonumocThb
B MY3BIKAJIBHOM WJIM MY3BIKQJIbHO-IIO3THU-
YEeCKOM CHMBOJIE CBOET0 rocyapcTBa Obuia
oco3HaHa emi€ [lerpom I, KOTOpPBIM U1 ITUX
nenei ucnonb3oBad Mapm I[IpeobpakeH-
ckoro noJsika win «Panylics, pycckas 3eM-
ns!», UCHOMHSABLIMICS NpU 3aKIIOYEHUHU
Humranrckoro mupa. IIpu Exarepune 11
B yecTh noben Haa OcMaHCKOW uMIepuen
B TOPXKECTBEHHBIX CIIy4asxX 3BydYas IIOJIO-
He3 «I'pom moOenwl, pasnasaiics!». Ilaen
OTKa3aJiCAd OT HEro B IMOJb3y PEIUTHO3HOIO
rumHa «Konp ciaBeH Ham rocnons B Cuo-
He». OQHAKO Ha3BaHHbBIE MY3bIKaJIbHbIE U
MY3bIKAIBHO-TIOATUYECKUE TPOU3BEACHUS
TaK ¥ He CTaIH O(UIIUATHLHBIMH CHMBOJIA-
mu Poccun.

B 1816 rony nipu BcTpeue Anekcanapa |
B Bapmrase o npuka3sy ero 6para u Hacyie-
HHKa, HaMmecTHHKA B [Tonpme Koncrantnna
BIIEpPBbIE ObLII UCTIOTHEH OPUTAHCKUI TMMH
«boxe, XpaHU KOpOJIsD», HUCIOIHABIIAKUCS
Ha PyCCKOM s3bIKe. B manbHelemM nMeHHO
JAHHOE MY3bIKaJbHO-TIO3THYECKOE IPOU3-
BEJICHUE CTaJI0 3By4arb B KaueCTBE TMMHA
B npucyrctBuu mmmneparopa. Ho B 1833
rony yxe Huxomaut I pacnopsauiics Hanu-
CaTh OPUTMHAJIBHYIO MY3BIKY JJII POCCHUN-
CKoro TrumHa. ABTOpoM My3biku «boxe,
uaps xpanu!» cran Anekceit JIbBos, Cio-
Ba — «MonuTBa PycCcKOTO Hapoaa» — ObUIH
Hanrcansl Bacwimem JKykoBCKkUM ITpu yda-
ctun Anekcannpa Ilymkuna. B kauecTtBe
o¢uIMaTbHOTO HOBBIM TMMH Poccuiickoit
uMmrepun Obul ucnoiHeH 31 nekabps 1833
roga. MMmneparop, yTBepxkaas €ro, ycra-
HOBWJI: «... 4TOOBI Ha Tapajax, CMOTpax,
pa3BoOJax M IPOYMX CIIydasX BMECTO YyIIO-
TpeOasieMOro HbIHE TMMHA, B3SITOrO C Ha-
[MOHAJIbHOTO AHMIUMCKOrO, UrPaTh BHOBB
COYMHEHHYIO MY3BIKY...» [9, c. 159].

31ech MHTEpeC IPEACTABISAIOT J1Ba Ha-
3BaHHBIX MTPOU3BEACHUS: «boXe, XpaHu KOpo-
1» U «boxe, maps xpanw». [lepsoe, ncnosn-
HsEMO€ Ha OQUIIMATBHBIX MEPOIPHUITHIX
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B IIPUCYTCTBUH POCCHUIICKOTO MOHApXa, BbI-
CTYNaJIO B Ka4ECTBE Xy10KECTBEHHOIO TUIIA,
OTpakast TOJBKO CYIIHOCTh IIPaBJICHUS, Xa-
pakrepHoro s Poccuu Toro nepuona, HO
He BbIpaxas e€ nnero. Mcnonuenne «boxe,
XPaHU KOpOJIsD» U CIOBaMHU, U, NIABHOE, MY-
3BIKOM, TOJBKO NOJYEPKUBAIIO MOHAPXHUYE-
ckyto ¢opmy mpaBineHuss u He Ooiee. He
CIy4alHO, cama WJes HalMCaHUus HOBOTO
rumHa npunuia Hukomaro B ABctpuu, rae
ero opUIMATbHBIA MPUEM COTIPOBOMKIAIICS
VCIIOJTHEHUEM aHIIIMICKOrO rMMHa. B cBOIO
ouepenb, «boxe, naps xpanu!» cran noa-
JIMHHBIM CUMBOJIOM PoccHiiCKON uMIIepuH,
Oyly4H JJaAKOHUYHBIM (BCETO IIECTh CTPOK)
Y JIETKO 3anoMUHAKOIUMCA. B HEM reHu-
aJbHO OblIa OTpa)keHa cama CYTb HJIEO0JIO-
MU poccuiickoro camonaep:xkasus XIX Beka
U OOIIECTBEHHBIX OTHOILIEHUMN, CYLIECTBO-
BaBIIMX B HEM.

YHukanbHOCTh «boXke, maps XpaHw» B
ucropun Poccum cocTtouT B TOM, 4TO Ha
CMBICJIOBOM YPOBHE OH CIIYXHUT 00pa3rioM
UJEHHOTO CONMKEHUSI CUMBOJIA U MOJIEIIH.
Poccuiickas ummepusi B CUJly CyLIECTBO-
BaBmieil Torma Gopmbl mpaBieHus (adco-
JIOTHasi MOHAapxusl) HE MMesla cOOCTBEH-
HOW KOHCTUTyHuu. EE€ momenb B CBOEM
3aKOHYEHHOM BHJE MOJy4Yuja OTPAKEHUE
TOJIbKO Ha JOKTPUHAJIBHOM YPOBHE B TE€O-
pun opunranbHo HapogHOCTH. OCHOBHAs
ujiest 9Toi Teopuu ObuIa chOpMyIHpOBaHA
C. C. VYBapoBbIM U COCTOsJIa B COYETAHUU
IIPABOCJIABHOW BEpbI, CaMOAEPKABHOTO
npaBJIcHUs ¥ HapoaHoctu®. MIMEHHO oHa
Jerja B OCHOBY TOCYIAapCTBEHHOM HJe-
OJIOTMHA TOTrO MEpHOoJa, HENOCPEICTBEH-
HO ompezaenss INOBEIECHYECKYI0 KYJIbTY-
py MNpakTHYECKH BCEX CIIOEB OOILECTBa.
Kaxaplii sneMeHT 3Tok (opMmyinbl (Tpa-
BOCJIaBHE, CaMOJIEpKaBUE€ U HApPOIHOCTD)
HaxoJIuT CBOE oTpakeHue B ctuxax B. JKy-
KOBCKOT'0, SMOLIMOHAJIBHO MOJJIEPKUBASACH
TOP>KECTBEHHONW U INPOHUKHOBCHHOU MY-
3pIKOM A. JIpBOBa.
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[IporpeccuBHbIE TO3T M KOMIIO3UTOP
BCEIJla CTPEMSTCS OTOOPa3UTh PEATbHYIO
JEUCTBUTEIIBHOCTh B €€ TUIMUYHBIX MPOSB-
JeHusix. B pesynbrare To, 4T0 OOBIYHO Ha-
3bIBAETCS PEATTUCTUYHBIM 00pa3oM, BechbMa
CJI0HO Pa3TPaHUUYUTh C XyT0’KECTBEHHOM
TUNOJIOTUEN W CcUMBOIMKON. CrpaBemiu-
BO IpU3HAaTh, YTO OTIMYUS, CYIIECTBYIO-
1€ MEXTY CUMBOJIOM U PEATUCTUUYECCKUM
o0pa3oM, CXOXKHM C TEMH, KOTOpble ObUIM
YCTAHOBJICHBI BBIIIE IO OTHOUIEHUIO K XY-
noxkecTBeHHOMY Tumy. [Ipu aTom crnemyet
OTMETHUTh, UTO B CUMBOJIC €CTh HJEs, U B
peanucTuueckoM o0pas3e ecTh hjies; B CUM-
BOJIE €CTh 00pa3, U peaTucTUIeCKuid 00pas
— 3TO B TIEPBYIO ouepeab 00pa3. A BOT B UX
OTHOLIEHUU K JIEUCTBUTEIBHOCTU JIEKUT
ornuumne. Peanuctuueckuii oOpa3 TOJBKO
OTpakaeT JEUCTBUTEIBHOCTb. CHMBOJ K€
e¢ GopmupyeT, BBHICTYIIAET TEM CPEICTBOM,
KOTOpPO€ BO3JICHCTBYSI Ha CO3HAHUE U IMO-
MU YeJIOBEKa, MOOYXKIAeT €ro K ompese-
JEHHOMY TOBEJICHUIO.

YnowmsHyTei Bblle «boxe, naps xpa-
HU!» OBLT TOCYIapCTBEHHBIM TUMHOM Poc-
cuiickot umnepuu a0 1 mapra 1917 rona.
3anoxeHHasi B HEM HJIesl, a TAK)KE CUIIa UC-
MOJIb30BAHHBIX XYIOKECTBEHHBIX CPEICTB,
yepe3 KOTOpble (PaKTUYECKH MPOU3OILIO
e€ OTOXIECTBIEHUE C HJeaJbHBIM OO0pa-
30M Poccuiickoil umnepuu, Kak Obl 3aKOH-
CEepPBUPOBAJIM POCCHUIICKOE OOIIECTBO, HE
JaBas MPEOoAOJIETh IMPOTUBOPEUUS, YCHU-
JUBaBIIMECs MHorue aecstunerusa. [lpu
9TOM YKa3aHHOE OTOXKJIECTBICHUE Ha
SMOIIMOHAJIFHOM YPOBHE O00OCTPSJIO 3TH
MPOTUBOPEUHS, KOTOpPhIE HAKAIIUBAINCH
B JIOPEBOJIOIIMOHHOM obmiecTBe. Kaxmoe
HOBOE TIOKOJICHHE CTAaHOBHJIOCH BCE Oosee
panukaneHbiM. B. U. JleHnH Becbma TOUHO
omucaj TOT MPOIECC B 3aKJIIOUEHUU CBO-
eir crarbu 1912 roma «Ilamstu I'eprieHar:
«YectBys lepuena, Mbl BUIUM SICHO TPHU
MOKOJICHUs, TPU KJacca, JeHCTBOBABIINE
B pycckoii peBontonuu. CHavyana — ABOpsiHE
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U MOMEUINKH, AekaOpucTthl u ['epuen. Y3ox
KpYT 3TUX peBOIOLMOHEpoB. CTpamHo ja-
JIEKH OHU OT Hapoja. Ho ux neno He mpo-
nayno. JlexkaOpuctsl pa3zOynwin Ieprena.
I'eprieH pa3BepHyJ pEBOIIOLIMOHHYIO aruTa-
uuto. E€ moaxBaruim, paciumpuiiv, yKpenu-
JM, 3aKaJWIA PEBOJIIOLMOHEPBI-PA3HOYNH-
1[bl, HaUMHas ¢ YepHBIIIEBCKOr0 U KOHYAs
reposmu “Haponnoir Bomm™. Illupe cran
Kpyr OOpLOB, OJIMXKE UX CBSI3b C HAPOJIOM.
“Monoaslie WTYypMaHbl Oymayueit Oypu” —
3Bau1 ux I'epuen. Ho aTo He Obuia emié cama
Oyps. byps, 3T0 — nBUXEHHME caMUX Macc.
[Iponerapuar, eTMHCTBEHHBIN A0 KOHIIA pe-
BOJIFOIIMOHHBIN KJlacc, MOJHAJICSA BO IJIaBe
UX W BIIEPBBIC MOAHSII K OTKPBITOM PEBO-
JIOIMOHHON O0phOe MUIIITMOHBI KPECThSIH.
[leporit Hatuck Oypu Ob1 B 1905 Tomy.
Crnenyromuii HaYMHACT PACTH Ha HAIIUX
rmazax»’. YKa3zaHHBIC COIMANIbHBIC IIPO-
TUBOPEUYUS U SMOLMOHAIbHAS HaNpsKEH-
HOCTb B POCCHIICKOM OOIIECTBE NPHUBEIN
K PeBomronun 1917 roga u uaeoI0ruuecKo-
My KPYLIEHHIO YBaApOBCKOM (POPMYIIBI.
[Ipumenmrie Ha CMEHY KOHCEpPBATHB-
HoMy «boxe, nmaps xpaHu!» HOBblE TUMHBI
KaK pa3 U OTpa)xkaroT CHOCOOHOCTh CHUM-
BOJINYHOCTH, 3aJI0KCHHOW B 3TUX MY3bI-
KaJIbHO-TIOTUYECKUX IIPOU3BEICHHUSX,
ONpeAeNATh MOBEAEHUE JIoed. DTU Mpo-
U3BEICHUS, O KOTOPBIX UIET peub, HE ObUIN
CO3/1aHbl CIELUAIbHO B Kaue€CTBE T'MMHOB
Poccuiickoii pecrtyonuku. OHU JJIUTENBHOE
BpEMs CyLIECTBOBAJIM NapajuienabHo ¢ «Mo-
JUTBOU PYCCKOTO HAPOJa».
HNuTepecyrommuii Hac NepHOT BOLIEN
B OTCUECTBEHHYIO UCTOPHIO Kak «/[Boesna-
ctue». He ciayualiHO, 4TO U THMHOB TOXE
ob110 1Ba. Bpemennsnii komutet [ocymap-
CTBEHHOU J[[ymBl yTBEp)KIaeT B KauecTBE
rumHa Poccuiickoit pecnyonuku  «Map-
cenbesy», ObiBiIyio ¢ 1870 roma rocynap-
CTBEHHBIM TMMHOM Takxe @DpaHiry3ckoit
pecnyOnuku. DTa rnecHs Obula HalMCcaHa BO
Bpemsi Benukoil ¢paHIiry3ckoit peBomonuu
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Pyxe ne Jlwmiem. Co BTOpOW MOJTOBUHBI
XIX Beka OHa MOJy4yuJia IUPOKOE Pacipo-
CTPAaHEHHUE CPEIU POCCUHCKUX PEBOJIIOLIM-
OHEpOB, B CBSI3U C 4eM Oblla NepeBeneHa
B 1875 rogy Ilerpom JlaBpoBwim. I1o 3amo-
JKEHHOM B HUX ujee TeKCThl «Mapcenbes3sn»
— (paHIy3CKUl U PYCCKHI — KapAHHAJb-
HO OTJIMYHBI ApyT oT napyra. [ns Pyxe ne
Jlunns BbICUIYIO LIEHHOCTH MPEACTAaBISET
cB00O/1a PEBOIOLMOHHON poauHBL. B cBOIO
ouepens [I€Tp JIaBpoB mpu3bIBAET K OCBO-
OOXIeHHIO BcexX YrHeT€HHBIX. Dpanirys-
CKHMM M PYCCKUH TEKCT OTIMYAIOTCS TAKXKE
Mo CBOEH Menoauke. DTo 00yCIOBUIIO He-
00XOAMMOCTh HU3MEHEHHs  (paHIy3CKON
MEJIOAMH, YTO ObLIO clielaHo AJIEKCaHIpOM
['masynoBbiM. [leTporpaackuii COBET, KOTO-
phiil BecHolt 1917 rona cran ansrepHaTUB-
HBbIM IIEHTPOM BJAacTH, B KaueCTBE I'MMHa
npoBo3rmacui «MaTepranmonamn. Ciosa —
Oxena [lotwe, Mmy3bika — [Ibepa [lereilitepa,
pycckuii Teket — Apkaaus Koua. 10 ssaBapst
1918 roma oH oduUIMAIBHO CTal TUMHOM
PCOCP, a B 1922 rony — u CCCP. B ném
3BYYHT YK€ HE MPHU3BIB Ha 60pHOY 32 CBOOO-
Iy KCIUTYyaTUPyeMOro Hapoja, a BO33BaHHE
YHUYTOXKUTH CTAPBI MUD.

IIponomxas CpaBHEHHME  MY3bIKaJlb-
HO-TIOATUYECKUX CHMBOJOB C pEaUCTH-
YecKUM O00pa3oM, CIeAyeT pPacCMOTPETh
BOIIPOC O TOM, YTO OCTa€Tcs OT MOCJIEIHE-
r0, €CJIM UCKJIIOYUTh U3 HErO BCAKUN CUM-
BOJIM3M. DTOT OCTaTOK MOXHO Ha3BaTh Ha-
TypajJucTH4eCcKoi komueil mpeamera. OHa
MIpaB/MBa, HO MMPaBAMBa KaK-TO OyKBaJIbHO,
0e3 naen u oopasa, kak u€pHo-oenas ¢oro-
rpa¢usi, 0e3 TON cocCTaBISIOIIEH, KOTopas
OBl MOIVIa BO3JCHCTBOBAaTh Ha YEJIOBEKA,
HE TOJIbKO Ha €ro CO3HaHue, HO U AMOIUH,
3aJleBaTh, OYyIOPaKUTh, MOOYXK/IaTh, 3BaTh
BHepén. JlaHHBINA aCIEKT MO3BOJISIET MEPE-
1 K TuMHaM CCCP u Poccuiickonn Pene-
paluu.

[Tockonbky «WHTepHamonam ObuT He
TObKO TocyaapcTBeHHbIM TUMHOM CCCP,
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HO U MY3BIKaJIbHO-IIO3TUYECKUM CUMBOJIOM
MupoBo# peBOIOLMU U €€ MHCTUTYLHO-
HainbHOW ocHOBBI — Komuntepna (Tpers-
ero lHrepHamuonana), MOJIUTUYECKAS
00CTaHOBKA, CIIOKMBLIASICSI B pPE3yJbTare
Hadyasa Benukoir OTedyeCTBEHHONM BOMHBI
u nipucoenunenuss CCCP k aHTUTUTIIEpOB-
CKOM KOQJIMIUH, MOTPeOOBalM OTKa3aTbCs
OT HEro KakK MY3bIKaJIbHO-IIO3TUYECKOTO
cumBosia Coserckoro Coro3a. AKTyasn3u-
pPOBAJIOCH pa3MEXEBaHHE TOCylapcTBa H
unen MupoBoil peBOIIOLMM, KOTOPOE BHI-
paswioch B pocmycke KomuHTepHa M HC-
KIItoueHUH «/HTepHannoHana» U3 cocrasa
rocyaapcTBeHHOM cuMBoOJuKU. B 1943 rony
y CCCP mnosiBnsgeTcs HOBBIM TMMH. ABTO-
poMm ero tekcra cranu Cepreit MuxankoB
u ['abpuans Onb-Perucran, a Mmy3bika Oblia
3aMMCTBOBAHA Y HAlIMCAHHOIO paHee AJleK-
caHApoM AnekcaHApoBbIM «I MMHA MapThH
0O0JIBILIEBUKOB.

Ha XX Cwsesne KIICC 6b11 pa3BeHuaH
KyapT nauuyHocth CranmuHa, B pe3ylsbTare
cnoBa rumHa «Hac Beipactun CranuH Ha
BEPHOCTh HApOAY» YTPaTuiud CBOIO aKTYy-
aJIbHOCTb, OOJIEE TOTO MEpPEeCcTau COOTBET-
CTBOBAaThb rOCYIapCTBEHHOU uaeonoruu. o
1977 rony rocynapctBenssii TumH CCCP
ucnonusyicss 6e3 cnoB. [lorpebGoBanach
nepepaboTKa TEKCTa, KOTopas ObLIa OCy-
mectrieHa Cepreem MuxankoBbiM. HoBbIi
TEKCT ObLT yTBEpPkAEH YKa3oM [Ipesunnyma
BepxoBHoro Cosera CCCP ot 27 mas 1977
rona «O T'ocynapctBernoM rumuae CCCP»°,

ITocne pacnaga CCCP u oOpazoBaHus
Poccuiickoit denepaniiyu BHOBb MOSBUIIACH
HEOOXOJUMOCTh B TOCYIapCTBEHHOM T'HM-
He. 23 Hos6pst 1990 rona B kauecTBE TUMHA
PCOCP 6pna yrBepxaena «llarpuornue-
ckas mecHb» Muxauna InuHKHM, HE HMe-
IOMIasi CIOB’, TIPH 3TOM OHU HE OBLIM TO-
noOpaHbl U B AaibHelmeM. B pesynbrare
25 nexabps 2000 roma rocymapCTBEHHBIM
TUMHOM BHOBbH ObUIa TNpU3HAHA MY3bIKA
A. Anekcanaposa, 1uis koropor C. Muxai-
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KOB Hamucaja HOBbIe cioBa: «Poccusi, cBs-
IIICHHAs Halla JiepxkaBa»®. B pesyibrare, oH
CTaJl aBTOPOM Cpa3y TPEX TMMHOB: JIByX CO-
BETCKHX U OJHOTO POCCHICKOTO.

Cruxu C. MuxankoBa NnpeieabHO CUM-
BOIMYHBIL. OTHAKO HEOOXOMUMBIA B JAaHHOM
cinyyae o0BbEM, TmyOmHa oOpasza JoCTHTra-
€TCsl UCKIIIOUUTENIbHO B COYETaHUU C TOP-
KECTBEHHON My3bIKOM A. AJjekcaHapoBa,
0e3 KOTOpOH CTUXOTBOPHOE MPOU3BEACHHE
MMEET BHJI HATypaJTUCTHYECCKOW KOIHH,
KOTOPYIO CIPaBEUIMBO CPABHHUTH AaKe HE
¢ ¢hoTorpaduei, a ¢ anTUTMKAIIUCH.

PaccMoTpenne  My3bIKaJIbHO-TIOATHYE-
CKUX CHMBOJIOB HEOOXOAMMO 3aBEPIINUTH
UX COIOCTaBJeHHEM ¢ MeTadhopaMHu U MHU-
¢damu. IlepBbie ciryxat cpeacTBoM oToOpa-
KEHHS 4Yepe3 XyIOKeCTBEHHBIC CpEICTBa
HEKON JeWCTBUTEIHHOCTH, KOTOpas Oblia
peaM3oBaHa, peanusyercs uim OyneT pea-
nau3oBaHa B OyayiieM. COBEpIIEHHO UHOE —
metadopa u Mud.

JlemeTpa y TpPEKOB TOJBKO BIIOCIEI-
CTBHH, B 3TIOXY Pa3BUTOTO aHTPOIOMOpPhH3-
Ma TpUHsIA YelloBeyecKkuid o0pa3 W craja
Oorunel 3emienenus. B ocHoBe ke 3TOro
JEXKHUT TPEACTABICHHE O 3eMIICHCITHH Kak
O COBEpIICHHO CaMOCTOSTEIbHON 00IacTu
YeJI0OBEYECKOM JKU3HM, KOoTja enié He UCTIbI-
TBIBAJIM HYXJBI HU B KaKOM OCOOOM Oore
3emJiefieNus, HO, KOrJa camo 3eMJie/iesine
B CBOEM MaKCHUMAaJIbHO 0000IIEHHOM BUJIE U
ecTb 0oxecTBO. BOT 3TO M HY)KHO cuuTaTh
HactosuuM Mudom. Tloceinon Toxe Tob-
KO BIIOCJIEICTBUU CTajl 00TOM MOpsl, BHaya-
J1e ke HUKaKoro 0ora Mopsi He ObLJI0, a ObLIO0
TOJBKO CaMoO € MOpEe, HO B3ATOE B CBOEU
MaKCHUMaJIbHOH OOOOMIEHHOCTH, TaK 4YTO
OHO cpasy SBJISIIOCH U OINPEIEeIEHHOTO posia
OOIIHOCTBIO, U OECKOHEYHBIM PSJIOM YaCT-
HOCTEH, U3 KOTOPBIX COCTOMUT >KU3Hb MODSL.
B mude npeacrapneHo cybcraHIMATIbHOE
TOXECTBO 0Opa3a BEIU U CaMOM BEILIH, B TO
BpeMsl KaK APYTHe CTPYKTypHO-CEMaHTHUYe-
CKHE KaTeropyuu roBOPST TOJHKO O TOM WIIH
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JPYroM OTpa)KeHUH Belleil B ux odpazax [7].

Hackombko  My3BIKQJIBHO-IIOITUYECKUN
CUMBOJI OJIM30K [0 CBOEMY 3HAYEHHUIO MOHSI-
THIO, HACTOJIBKO K€ OH OJIM30K U MeTadope.
Hackonbko NMOHATHE M CUMBOJ PA3JIMYHBI,
HACTOJIBKO € Pa3JINYHbI OHU U ¢ MeTa(OpOil.
Ho 3tu 6nm3ocTh M pazavuusi NpUHLMIHI-
aJIbHO JaJIeKu ApyT oT apyra. M B cumBore,
u B MeTadope uiaes u o0pa3 MPOHU3BIBAIOT
apyr apyra. OgHako B Meradope HET TOro
3araJIouHoro MpeaMeTa, Ha KOTOpPbIi yKa3bl-
BAeTCsl KaK Ha HEYTO MOCTOpOoHHee. Mera-
(opa He onpeAessIeT 3TOT IPEIMET, a TOJIBKO
OTpaXkaeT €ro OTHCNIbHbIE CBOMCTBA. B cuity
JTAHHOTO OOCTOSITENLCTBA OOPA3HOCTh METa-
(hopbl OTIIMYHA OT 0OPA3HOCTH CUMBOJIA, T10-
CKOJIbKY MeTadopa BXOIUT B MO3TUYECKHUN
00pas3, KOTOpbIl ykKe UMEET CaMOCTOSITENb-
Hoe 3HaueHue. COBCeM JIpyroe Jeio — CUM-
BoJ. OH JOJDKEH MpsAMO yKa3bIBaTh Ha TO,
9T0 0003HAYaeT, YbeH aBaTapoil SBISETCH.
Meradopa kak uaes omIMYHA OT HJIeU 000-
3Ha4aeMoro ero npeamera. Maes cumBona u
uzaes 0003HAYaeMOTo UM TpPEIMETa, HaIpo-
THB, TOXKJECTBECHHBI. MpeliHast oOOIIHOCTHL
npeaMeTa U ero CUMBOJIa HeoOXoauma Jyist
JNOCTHIKEHHUS IeJell BO3JEUCTBUS CHUMBOJIA
Ha 4yesoBeka. MeradopuyHOCTh, HAIIPOTHB,
NpeAnoaraeT, 4YTo JaHHas Lelb J0CTUTaeT-
Csl yepe3 BHYTPEHHEE MIPOTUBOIIOCTABIIEHHUE
npeaMeTa u ero o0pasa.

PaccMoTpenne poccuiickux rocynap-
CTBEHHBIX I'MMHOB B Ka4€CTBE MY3bIKaJlb-
HO-TIOATUYECKUX IPOU3BEIECHUN MTO3BOISIET
c/ienaTh BbIBOJ 00 MX pa3IM4HOMN HpUpoze.
«boxe, napsa xpanu!», «Coro3 HepyLIUMBII
pecnyOnuk cBoOoaHbix» U «Poccus, cBs-
IICHHAs Hallla JIepKaBay MOTYT M JIOJIKHBI
OBITh OXapaKTepU30BaHbl MMEHHO B Ka-
YEeCTBE CHMBOJIA, B KOTOPOM IPHU MOMOIIH
00pa3HO-Xy/I0KECTBEHHBIX CPEJICTB OTpa-
KAETCS MOJIENIb COOTBETCTBYIOLLEIO IOCY-
JapCTBa, COL[MANIbHBIE IEHHOCTH, JIEXKAIIH1E
B €ro ocHoBe. Ha3BaHHBIE My3BIKAJIBHO-
MO3TUYECKHE MPOU3BEIACHUS CIOCOOCTBY-
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10T caMouIeHTU(DUKAITMU oA IaHHbIX Poc-
cuiickoit umnepuu, rpaxaan Coroza CCP u
coBpeMeHHou Poccum.

B cBoto ouepens, «I'pom nobdensl, pasna-
Baiicsa», «Konb cimaBeH Ham rocnoab B CH-
oHe», «Mapcenbesza» u «MHTepHAHOHAT
10 CBOEH MpHupojie MeTadhu3nIHbI, TOCTPO-
€Hbl Ha (PaKTHUYECKOM MPOTHUBOINOCTABIIE-
HUU TO3TUYECKO-MY3bIKaJIbHBIX 00pPa30B,
COCTaBIISIIOIIMX HX COJEp)KaHUE, U TOCy-
JapcTBa, KOTOPOE OHU CUMBOJIM3UPYIOT.

Mudonoruszamnueit poHU3aHbl BCE CTU-
xu C. MuxankoBa, KOTOpPbI€ B TO WJIM UHOE
BpeMsi CTAaHOBWJIMCh COCTAaBHOM YaCTbhIO OT-
€U4ECTBEHHbIX TMMHOB. I[IpuMepom moryt
CIIYXUTb TaKuW€ BBEIEHHBIE UM XyHOXe-
CTBEHHBIE 00pa3bl, kak «KpacHoe 3HaMs»
B coBeTckoM rumHe unu «lIpenkamu naH-
Hasg MyJIpOCTh HapoAHas» B POCCHICKOM.
3necb NpUMEHEH MpUEM CyOBEKTHBH3a-
[IMA HEOAYLIEBJIEHHBIX MPEIMETOB U SIBIIE-
Huil. B ucnons3zoBanubix C. MUXankoBbIM
JUISL OJIMLIETBOPEHMSI CHayajla COBETCKOTO,
a BIIOCJIEICTBUU POCCHUNCKOIO TOCyIapcTBa
o0pa3HbIX psgax CUMBOJI U MU MpaKTHYe-
CKH CIUBaIOTCs. TpyaHO MOHSTH, C YEM MBI
3J1€Ch UMEEM JIEJI0 — C ICMCTBUTEIBHOCTHIO,
He 0003HaYE€HHOM MPSIMO, a TOJIBKO OIpee-
JIEHHON B HEKOW CMBICIOBOM IEPCIIEKTUBE,
TO €CTh CUMBOJIOM, JINOO C UACHHOI 00pa3-
HOCTbIO, CyOCTaHIIMOHAJIbHO BOILIOLIEH-
HOM B CaMUX «3HAMEHH» U «MYAPOCTH»,
HEOTJEIUMON OT HUX, TO €CTh MU(OIOTH-
3UPOBAHHOM.

Ucnons3zoBannubiii  C. MwuxaakoBbIM
npuéM — MUDOIOrU3aluu TOCyAapcTBa —
uMeeT NIyOOKHe UCTOPUYECKHE KOPHH,
obecrieunBasi «CaKpalbHbIE KOCTBUIM» ITy-
OMMYHOM BIIACTH, KOTOpas MepBOHAYaIbHO
HCKaJIa CBOIO JIETUTUMHOCTH B MOpAJId U
permurun. [lognep>kaHHbIE TOPKECTBEHHO-
CTBIO MapIleBOM My3bIKM A. AJEKCaHApO-
Ba, XY/I0’)KECTBEHHbIE 00pa3bl «3HAMEHU» U
«MYZIPOCTHY TITyOOKH M COZIEPIKATENHHO Ha-
MIOJIHEHBI, YTO MPUIAET UM PEATUCTUYHOCTD
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U pulImKaeT K noJyintHHoMy mudy. Jlan-
HBIA TEPMUH YNOTpeOnEH 3aech A 000-
3HAUEHUSI Xy/I0)KECTBEHHOIO TIpUEMa, Tpei-
IOJIAraroIllero CO3HATEIbHOE BO3BE/ICHHE B
CTaTyC aKTOpa HEOAYIICBIEHHOM BEIU JIs
pelieHns KOHKPETHON TBOPUECKOU 3a/1a4u.

C oOparHoli cuTyalMeld Mbl CTaJKHBa-
eMcs B IEpBOHAYaIbHOM COBETCKOM T'MMHE.
XynoxecTBeHHble 00pa3bl Jlennna u Cranu-
Ha SMOLMOHAJIBHO HE BOCIIPUHUMAIOTCS KAK
YKUBBIE JIFOIH, KOTOPhIE OBLIH JINYHO 3HAKO-
MbI MHOTUM COBpeMeHHHKaM. OHHU cIyKar
JUISL OJIULIETBOPEHUS HEKUX aOCTPaKTHBIX
uaeil. CoyeTaHue MOITUUYECKOTO CJIOBA M
TOP>KECTBEHHOM MY3bIKH YCUIIUBAET IaHHOE
SMOLIMOHAJIBHOE BOCIIPUATUE, HAMOIHAET
XyJA0KE€CTBEHHBII 00pa3 00bEMOM U CHIIOH.
WmenHo panHBIA NOOAXOA B OTHOIICHUH
N. B. CranuHa ¥ noJiyuusl OCYyXJEHUE Ha
XX Cwesne KIICC B kauecTBe KyabTa JIH4-
HOCTH. JlOMyCTHMBII B XYyI0KECTBEHHOM
TBOPYECTBE, OH aOCOJIIOTHO HEMpUEMIIEM
B [TOJINTUKO-TIPAaBOBOM PEANIbHOCTH.

NMeHHO ~ MY3BIKAIbHO-TTOATUYCCKHUE
CUMBOJIBI BBICTYMAIOT OCHOBHBIM XYJO-
KECTBEHHBIM CPEJICTBOM, HCIOJIb3yEMbIM
B FOCYJAapCTBEHHBIX TMMHax. OHU B BHJIC
XyIOKeCTBEHHOTO 00paza OTpaXKaloT Tro-
CyapCTBEHHYIO wuzeoioruto. OOpa3HOCTh
JTAHHOTO Xy/TO)KECTBEHHOTO CPEJICTBA 4Yepes
B3aUMO/JICIICTBHE TOITUYECKOTO CIIOBA U MY-
3BIKA OKa3bIBACT YCHIEHHOE BO3/ICHCTBHE
Ha CO3HAHHE W, TTIaBHOE, YMOITUH YEIOBEKA.
B pesynbrare y Hero opmupyercs Takas no-
BEJICHUECKAsl KYJBTYpa, KOTOpas OTpakaeTr
€ro CaMOHJICHTH(HKAIMIO B COCTaBE COOT-
BETCTBYIOIIEro Hapoa. [Ipu 3ToM y uenoBeka
TaK)ke BO3HUKACT YCTONUYMBAsl MOTPEOHOCTH
B BOCIPOU3BEICHUH OOpA3IOB TOBEICHUS,
COOTBETCTBYIOUIUX KYJIBTYpE 3TOr0 Hapo/a.

B nanHOM KauecTBe MY3BIKAJIBHO-TI03-
TUYCCKUE CUMBOIIBI SIBIISIOTCSI JICHCTBEH-
HBIM CPEICTBOM COLMAIBHOW PErysiuH,
obecrieurBasi Ha SMOIIMOHAIILHOM YPOBHE
BOCIIPHSTHE YEIIOBEKOM COIMAILHBIX IICH-
HOCTEH, IPUHLIHUIIOB U HOPM.
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OcCo6eHHOCTH 3BYKOBOIO NPOCTPAHCTBA PUTYAAbHbIX A€HCTB
TeaTpaAbHoro nepcopmanca P. LLlexHepa « AMOHUC-69»"

Crarps mocBsinieHa mpoOieme crnenuu(uKu 3ByKOBOTO NMPOCTpaHCTBa B TeaTpe Puuapna
Hlexnepa. Ilpu paccMorperuu wuctopuu (GopMupoBaHHs NEepPOPMATHBHOCTH KaK BaXKHOTO
KOMITOHEHTa TPHUPOJABI COBPEMEHHOMN KYJBTYpbl, BBIACISIOTCA (akTOpbl, 00yCIOBHUBIIHE €&
TpaHc(hopMaIHIo BO B3aUMOJICHCTBUU C aKTyalbHBIMU (popMaMu Tearpa. OCOOCHHOCTH pa3BUTHS
nep(opMaTUBHBIX MPAKTHK B UCTOPUU T€ATPa, XPOHOTOIA T€ATPATbHON KOMMYHHUKAIIUH U3y4YalOTCs
B onope Ha ucciuenoanus 1. O. lemexunoit, X.-T. Jlemana, J[. B. TpyOoukuna, D. ®@umiep-
JIuxre, P. lllexnepa u np. B mpouecce ucciaenoBaHus 3ByKOBOIO KOMIIOHEHTAa B IIOCTAHOBKAX
P. lllexuepa oco00e BHUMaHUE yAEIAETCS PUTYaIbHBIM JIEMEHTaM, CO3/1al0IUM KOMIIO3UIIMOHHO-
JpaMaTyprudecKuii kKapkac criekrakisi-nepgopmanca.

B BbIBOmax aBTOp OTMEUAaeT, YTO BOCCO3JAHHE JPEBHETPEYECKOro Muda B KOHTEKCTE
npoctpaHcTBa Tearpa lllexHnepa co3ano yHukaabHble YCIOBHS AJIs B3AUMOJEHCTBHS BU3YaIbHOTO
U 3BYKOBOTO KOMIIOHEHTOB CIIEKTAaKJsl, PACKPBIBIIME HOBbIE BO3MOXKHOCTH TeppopMaHca Kak
OofHON n3 (OpM KOMMYHHUKAIMH, CIIOCOOHONH OOBEIMHHUTH coluyM. VcciienoBaHHe 3BYKOBOTO
MIPOCTPAHCTBA CIEKTAKIS MO3BOJISIET ONMPEICTUTh YCIOBUS (hopMupoBaHHUs 0coOOTr0 XpOHOTOIA
nep(opMaTUBHBIX MPAKTHK, KaK BaXKHON COCTABISAIONICH TPUPOIBI COBPEMEHHOTO HCKYCCTBA.

KntoueBble cioBa: «Jlnonuc-69», tBopuectBo Puuapna Illexnepa, 3ByKoBO€ MpPOCTPAHCTBO
PUTYaIbHBIX IEHCTB, HCTOPUA NIeppopMaHca.
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Peculiarities of the Sound Space of Ritual Actions
in Richard Schechner’s Theatrical Performance “Dionysos-69”""

The article dwells upon the issue of the specificity of sound space in Richard Schechner’s
theater. Upon examination of the history of formation of performativity as the most important
component of the nature of contemporary culture, the factors which have stipulated its
transformation in interaction with the relevant forms of theater are highlighted. The peculiarities
of the development of performative practices in the history of theater, the chronotope of
theatrical communication are studied based on the research works of Daria Demekhina, Hans
Thiess Lehmann, Dmitri Trubockin, Erika Fischer-Lichte, Richard Schechner and others. During
the process of research of the sound component in Schnechner’s productions, special attention
is given to the ritualistic elements, which create the compositionally-dramaturgical framework
of the theatrical performance. In her conclusions the author notes that the reconstruction of
the Ancient Greek myth in the context of the space of Schechner’s theater has created unique
conditions for the interaction between the visual and the sound components of the performance,
which disclosed new possibilities for theater as one of the forms of communication capable of
uniting society. Research of the sound space of the performance makes it possible to determine
the conditions of formation of a special chronotope of performative practices as a significant
component of the nature of contemporary art.

Keywords: “Dionysos-69,” the works of Richard Schechner, the sound space of ritual actions,
the history of performance.
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0 BTOpoM mnonoBuHe XX — Hayajle JOPEBHEIPEUECKOU JIMTEPATYypPbD» OTMEYAerT:
XXI Beka papeBHerpeueckas Ttea- «TearpayibHble NPEICTABICHHUS HACTOJb-
TpajibHasg KyJbTypa, CBsI3aHHAs KO BOLUIM B OOMXOA KYJIBTYPHOH >KU3HH
C OOpSAIHOCTBIO JAMOHUCUHCKOTO KyJbTa, TI'PEYECKHUX I'OPOAOB, YTO B KAXJIOM CKOJIb-
npuoOpeTaeT Bc€ OONBIIYIO AKTYalbHOCTh.  KO-HHUOYIIb 3HAYUTEIBLHOM IrOpoze ObLI CBOM
Crenuduka u ocobast 3HAYMMOCTh TeaTpa Tearp, a MHOIAa U Heckoibko <...> Tak
B JlpeBHen Ipenyu mMogu€pKUBAIOTCS OTE- KAk TeaTpajibHbIE IPEIACTABICHUS y IPEKOB
YECTBEHHBIMH U 3apyO€KHBIMH HCCJENO-  PaccMaTpUBaJIUCh KaK 4acTh ITOCY/IapCTBEH-
BaressiMu. C. . Papuur B Tpyne «Mcropuss  HOro KyijbTa, y4acTHE B HUX HE CUUTAIOCh

" The reported study was funded by Russian Foundation for Basic Research (RFBR), project
No. 20-012-00366 “Performativity of music as a phenomenon of contemporary culture.”
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YHU3UTEIBHBIM WM MOPOYAIIUM JOCTOUH-
CTBO YEJIOBEKa, M HWCIOJIHHUTEISIMH ObLIN
rpaxzaane» [5, c. 172, 174]. Bricokas 006-
IIECTBEHHAs! 3HAYUMOCTh U BCEOXBAaTHOCTD
TearpajabHOMN KyJIbTyphl B JlpeBHen ['penun
JOTIOJHSUIUCH OCOOBIM BO3ECHCTBUEM, OKa-
3bIBAEMBIM T€aTpoM Ha couuyMm. [epomot
B Tpyne «Hcropusi» ormeuaet: «Adunsane
... TSDKKO ckopOsi 0 B3aTUM Muiiera, BbIpa-
KaJIM CBOIO TIIeyajb Mo-pa3Homy. Tak, Mex-
ny npounm, puHUX counHuI apamy “B3s-
tre Muera”, 1 Korga OH IOCTaBWI €€ Ha
CIIEHE, TO BCE 3PUTENH 3ATMINUCH CIIE3aMI»
[1, c.264].

B 00o3HaueHHOM pakypce 0coObIil WH-
Tepec MpeACTaBIsIeT MOCTaHOBKa Puuapaa
[exnepa (Richard Schechner) na ocHoBe
Tpareuu JPEBHErPEYECKOro JpaMarypra
Espununa «Bakxanku» (V Bek 110 H. 3.)
cnekrakisg-neppopmanca «Jluonuc-69»
(«Dionysus in 69»). Ero mpembepa co-
cTostiach B mioHe 1968 roma B Hero-Hop-
ke B nomemenun «llepdpopmanc rapaxo
(«The Performing Garage»). Crekrakib
npozepxaics B penepryape «lleppopmanc
rpynm» («The Performance Group») 6onee
roga (163 cnexraks).

OmryuieHue Tparuueckod peasbHOCTH
MPOUCXOIAIIUX COOBITUH, BOCCO3/ArOIICe
arMoc(epy aHTUYHOTO Tearpa, MpPOSBIIA-
JIOCh B OCTPOM peakuuu myoauku. Bo Bpems
OJTHOTO M3 TOKa30B, B clieHe cMeptu llen-
dess omMH U3 3pUTENEH, KKOTOPHIM paHb-
1ie TaHIeBaJl M YNUBAJICA KylabToM Jlno-
HUca, OpoCcWiCs B TYIIy HacWjIMs, KpUya:
,,He yousaii ero! He yOuaii ero! Kupot-
HBIC, BBl BCE JKMBOTHBIC!“» (muT. 1mo: [9,
p. 29]). 3HaUUMBIM TPECTABISICTCS MOXH-
LIEHUE, BO BPEMS OYEPETHOIO CIIEKTAKII,
[lendes (Yunpama Hlenapna) rpynmnoit
ctynenToB u3 Kywns-komemka (Queens
College). UtoObl «HE AOMYCTUTH MpPHUHE-
CEHHUE €r0 B KEPTBY», CTYJIEHTHI BBIHECIIH
[lendes uz rtearpa. Jlns B0O30OHOBICHUS
cnekrakyig lllexnep mompocun y aynuro-
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puu nobpoonbia: «lllecTHaanaruneTHI
MOJIOZIOW YEJIOBEK, BUJICBIIMI MbECY ISATh
pas3, B3s1 Ha cebds ponb [lendes. AKTépsl u
s IPOMHCTPYKTUPOBAJIU €T0 O 3a]]a4ax, U OH
HMMIIPOBU3UPOBaI cBOU CTpokm» [ 10, p. 41].
B pesynbrare oObeMHEHUs YCUIIUIM ydacT-
HukoB «The Performance Group» u 3puTe-
nelt Tparenus Obliia 3aBepIIeHA.

Oco0oe Bo3nelcTBHE, OKa3bIBAEMOE Te-
arpanbHbIM nieppopmancom Lllexnepa, cBs-
3aHO CO MHOTMMHU (paKTOpamu, BO3MOKHO
HEHTPAIBHBIM U3 KOTOPBIX CTajl CKOHCTPY-
MPOBAaHHBIA XPOHOTOII CHEKTAKIISI U BOCCO-
3JaHHOE 3BYKOBOE MPOCTPAHCTBO JPEBHUX
(IOXpUCTHAHCKUX) PUTYyalIbHBIX JIEUCTB,
BKJIFOYEHHBIX B TOCTaHOBKY. Paccmorpe-
HUIO CHEHU(PUKA CO3JaHUS 3BYKOBOTO
MPOCTPAHCTBA PUTYAJIOB CHEKTakis «J{uo-
HHUC-69» MOCBAIlEHA JaHHAs CTaThA.

XynoxecTBeHHbIM 0coOeHHOCTAM «Tea-
Tpa cpeas» (Environmental Theater) I1lex-
HEpa OTBOJIUTCS 3HAUYUTEIBHOE MECTO B TPY-
Jax KaK caMOro pexXucceépa, Tak U y4EHBbIX,
paccMaTpuBalOIUX OCOOEHHOCTH COBpe-
MEHHOro HckyccTBa. [Ipobnembl ucropun
pa3Butus u crieruduka tearpa P. lexuepa
0003HaYEHBbI B Psijie UCCIETOBAaHUI POCCHIi-
CKUX U 3apyoexHbix aBropos: J[. O. [le-
mexuHoi, K. H. Jlemmua, X.-T. Jlemana,
. B. Tpy6oukuna, 3. ®dumep-Jluxre u
ap. [2—4; 6; 8; 9], a Takke Tpygax caMoro
P. exnepa [10-13].

PackpriBas cnenuguxy «Tearpa cpe-
nel», lllexnep paccMarpuBaeT IIECTh ak-
CHOM, CpEIu KOTOPBIX BaXXHBIMH B 000-
3HAQYEHHOM  acCIleKTe MPEeJICTABISIOTCA
cienyromue: abCoMOTHO BECh 00BbEM TPoO-
CTpPAaHCTBA MCHOJB3YEeTCS I CIEKTaKIsA
(All the space is used for the performance);
TearpajbHas TOCTAaHOBKAa MOXET COCTO-
ATbCSI KaK B TOJIHOCTBIO TpeoOpa3oBaH-
HOM, TaK U B «HaWJIECHHOM MPOCTPAHCTBEY
(The theatrical event can take place either
in a totally transformed space or in «found
space»); TEKCT He SIBISETCS HU Ha4dajioM,
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HU IIeJIbI0 MPEACTABICHUS, TEKCT MOXET
BooOmIe orcyrcTBoBarh (The text need be
neither the starting point nor the goal of
a production. There may be no verbal text
at all) [3; 10].

[IlexHep TakXe BBIACISACT JIBa BaKHBIX
3BeHa (link), HEOOXOMUMBIX NJisi pa3BUTHUS
tearpa. IlepBoe cBsA3aHO ¢ pacCMOTpPEHHEM
CHEKTaKJIl KaK «TeaTpaJibHOr0 COOBITHS.
Opuka Oumep-JIuxre ormevaet: «Ilo Mue-
Huto lllexnepa, KpalHUA WHIMBUILYAJIA3M
COBPEMEHHBIX 3alaJHbIX o0uiecTs <...>
TECHO CBSI3aH C MUCBMEHHOW KyIBTYpOit
B nenoM: “IloToMy uTO Haia TpaauLus
HalMCcaHa, OHa craja OpeMeHeM. YCTHas
TpaJMLIMsl BIOJIHE €CTECTBEHHO IPUHUMAET
CBOM O4YEpTaHUSI OT MEHSIOUIEHCS KYJbTY-
pbl, nepenatomieit e€ <...>”. lllexunep BbI-
CTyIaj 37ech 3a nepPopMaTUBHBIA MOBO-
pOT, 4TOOBI TpaHCPOPMUPOBATH TBEPAYIO
U (UKCUPOBAHHYIO TEKCTOBYIO KYIBTYPY
IPOLUIOrO B TEKY4Yyl0, IOCTOSIHHO MEHSIO-
rytocs nephopMaTUBHYIO KYJIbTypy HACcTO-
sero u Oymymeroy [9, p. 30].

BTopbiM 3B€HOM JHOCTHIKEHHS T€aTpoM
HOBOTO 3Tara pa3BUTHS JOJKHO OBLIO TO-
CIIY)XUTh KOHCTPYHPOBAaHHE PUTYaTbHBIX
CTPYKTYp. MIMEHHO MO3TOMY, KaK IHIIET
3. Oumep-Jluxre: «lllexnep mnoapodHO
omuceiBaeT putyan Ornennoro 6os (Fire
Fight) sxureneit nepesau Opokosio u pury-
an YceiHOBeHus (adoption ritual) mieme-
HU acmar <...> Hosou I'Bunen. Pa3zBuBas
UJCI0, YTO TaKHE PUTyalbl MOPONKIAIOT
OOIIHOCTh, <...> OH JeJlaeT BBIBOA, YTO
“CTpyKTypa CIIeKTaKJIsg yHUBEpCaJIbHA, YTO
pazivuus MEXIy pPHUTYyajJoM U TeaTpoM
UMEIOT COLMANbHYIO (YHKIHIO, a HE J0-
CTOBEPHOCTh HCTIOJHEHHUSI WU TOBTOPS-
emocTh”. Ecnu TeaTp HampaBieH Ha IpH-
MUpEHHE MHAUBUIyalIn3Ma U OOIIHOCTH,
OH JIOJDKEH MPUHSTh PUTYAIbHYIO (hOpMY»
[Ibid., pp. 30-31].

[IpoctpancTBO ciekTakys «JIuoHuc-69»
HUBEJIMPOBAJIO Pa3/ieICHUE MEXKIy akTépa-
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MU U 3pUTEIISIMH, TIPEICTABIISII MECTO, pe-
KOHCTPYHpPYIOIlIee KOHIIETIHIO FPEYECKOro
teatpa. «The Performing Garage», narmo-
MUHas IyCTOM IIeX, ObLJI HAIIOJIHEH CIEIHU-
aJbHO BBICTPOEHHBIMHU JIBYX- U TPEXITaXK-
HBIMH JIECAMU C JICCTHHUIIAMH, HATIOMHUHAS
3pUTENIbCKUE MeCTa JIMOHUCUMCKOIO Tea-
Tpa. LlenTpasbHas 30Ha OblIa BbIJIEICHA
KOBPUKAMH; JCKOPAIMH B MPUBBIYHOM IIO-
HUMaHUM OTcyTcTBOBanu. lllexHep, pac-
kpbiBas crienuduky Environmental Theater,
BKJIFOYAIOIIETO HOBBIN XPOHOTOI TeaTpaib-
HOTro JeicTBa, otMeuaeT: «B Environmental
Theater, ecnu aexopanuu BOOOIIE UCTIONb-
3YIOTCS, OHU UCTIOJIb3YIOTCSI TOJTHOCTBIO, J10
MpeaenoB BO3MOXHOCTeR. HeT paznBoenus
MIPOCTPAHCTBA, HET pa3JeICHUsI AEKOpaIHil.
Ecnu obopynoBanue OTKpBITO, OHO 3/€ECh,
MOTOMY YTO OHO JIOJKHO OBITH TaM, Jaxe
ecnu oHo Mmemaet» [10, p. XXX]. [ei-
CTBUE MPOMCXOAWIO B Pa3jiMYHbIX chepax
MPOCTPAHCTBA, B TOM YHUCJIE U CKPBITHIX
OT ayAUTOPUH, 3PUTENTU MOIJIM CBOOOJHO
NepeMeIaTbCsl BO BpeMsl MPEACTaBICHUS,
y4acTBYsl B BOCCO3JaHUU Tpareuu.

Texkct «Bakxanok» Eppunuaa ObLn
3HAUMTEIBHO TMepepaboTaH (COXpaHUIOCH
okoio 50%), Takxke ObUTH 100aBIECHBI (ppar-
MeHThI U3 «AHTUroHB Codokina u «Hmnmo-
muta» EBpunmpa. OctanbHas 4acTh TEKCTa
OblIa co3aHa y4YacTHHKaMu rpymnmbl. Bo
BpEMsI CIIEKTaKJIsl yYaCTHUKH MOJIb30BATUCH
COOCTBEHHBIMHU MMEHAMH U PaCCKa3bIBAIH
o cebe. [TogoOHBII MOAX0A TaKkKe CO3aBal
YCIIOBUS JUTSI BOCTIPUSATHS MUDOIOTHIECKO-
TO CIOKETa Tpareauy B Ka4YeCTBE peabHBIX
COOBITHI, Pa3BOpAYMBAIOIINXCS TEepe] Ia-
3aMU 3pUTETEH.

B cBoux wuccnenoBanmsax Illexuep
NOMYEPKUBAET CBS3h PHUTyajla C TEaTPOM:
«MoW OnBIT Hay4YWJI MEHsI TOMY, 4TO Te€aTp
Y PUTYyaJI O4€Hb OJIU3KU IPYT IPYTY, BKIIFO-
yasi Mpolecchl CMelleHus, TpaHchopma-
UM, TPEYBEINYEHUS], TIOBTOPEHUS U PUT-
MmudHocT» [13, p. 784]. OGo3HaueHHbIE
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TEOPETUUYECKHE YCTAaHOBKH OKa3alll BO3-
JIEVICTBUE HA TOCTAHOBKY CIIEKTAKJIIA «/{1o-
HUC-69». «/IluOHUC A9 MEHS HE Mbeca.
51 ve BricTynaro B Jluonuce. Jluonuc — mou
pUTya», — yTBEPKAAJl OJIUH U3 HUCIIOTHU-
tenei (mut. mo: [9, p. 31]). 3HaunMBIMU
JUTSL CO3/IaHUSI MUCTEPUAIIbHOTO TPOCTPaH-
CTBa CHEKTaKIsI-TiepdopMaHca CTalld BaX-
HEWIIME MU30/bl: pUTyasl poxkaeHus no-
Huca (the birth ritual of Dionysus), Taner
(the ecstasy dance), /luonucuiickas urpa
(the so-called Dionysus Game), urpsl co
sputensimu (the «Total Caress»), puryan
cmeptu [lendes (the death ritual Pentheus)
[7, pp. 55-56; 9, pp. 34-35].

OOpsanpl  co3fgaBaiv  KOMITO3UIIMOH-
HO-JIpAaMaTypruvyecKuii  Kapkac  CIIeKTa-
kisg-nieppopmanca. [Ipu 3ToM KOHTHHYYM
BCEr0 Te€aTPaJbHOIO JIEHCTBA OCHOBBIBAJICS
Ha KOMOWHHMpPOBaHUM AaKTOB CaKpajbHOTO
(cMMBOJIMYECKOE MPOCTPAHCTBO M ILMKJIU-
Yeckoe BpeMs) M MpodaHHOro (peanucTu-
YECKOE XyHNOKECTBEHHOE MPOCTPAHCTBO U
JUHEWHOE BpeMsi) XpOHOTOIIOB.

[IpocTpancTBO, BpeMs U 3BYKOBasl ar-
mocgepa puryanoB nocranoBku lllexHepa
Obun 3aduKkcupoBanbl B (puibme bpaiiana
ne [lansma (Brian De Palma) «Dionysus in
69» («Digitally Re-Rendered») B 1970 roxy,
a TaK)Xe BOCCTAHOBJICHBI B CIIEKTaKJIe-pe-
koHCcTpyKuun Pyna Mekca (Rude Mechs)
B 2009-Mm. Pexuccép pazmenusi 3KpaHHOE
MOJIOTHO HA JIBE YaCTH, YTO MO3BOJIUIIO 3pHU-
TEJISIM OIIYTUTh MPOCTPAHCTBO CIEKTAKIIS
[Hexnepa. O6e cTOpOHBI SKpaHa BOCIPOU3-
BOJIMJIM OJTUH U TOT K€ MOMEHT CIEKTaKIJIA,
HO B pa3HbIX pakypcax. Mcmoiap30BaB BO3-
MoxkHocTH TiomenieHus «The Performing
Garage», BBIICJIMB BaXXHbIC JETANH H
MHOTr000pa3ue TOUeK 3pEeHHs] Ha pa3Bopa-
YHBAKOUIEECS JIEMCTBO, PEXKUCCEP CO37Al
OILYUIEHUE JIOKYMEHTAJIbHOIO pealinu3Ma.
e TlanpMa Takke HECKOJIBKO MOAM(UIIU-
poBaj 3BYKOBYIO arMocdepy (B CIEKTakKie
UCIIOJIB30BAJIUCh  TOJIBKO  aKyCTUYECKHE
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WHCTPYMEHTBI U 3By4aHHE T'OJIOCOB)', npa-
MaTypriro CIEeKTaKIIs U TIp.

Putyansl pokneHuss U cMepTH, SBISAB-
myecs KIoueBbIMH B mocTaHoBke Illex-
Hepa, 3adukcupoBanbl Ae Ilambpma mumb
C HEKOTOPHIMH M3MEHEHUsIMU. B 1x ocHOBe
JeKanu oOpsAbl IJIEMEHH acMar (CUUTaB-
IIMXCSI OXOTHUKaMH 3a TOJIOBaMU U KaH-
HubanaMu), Hacenswmero octpos Hosas
['Bunes. [Ipu onucanuy npoBeeHUS PUTY-
ajla YCHIHOBJICHUSI YKa3bIBaeTCs, YTO JIMLA
«JIeTe» KpacWId OXpOH U IOKPBIBAIHU T'O-
JIOBY MaJIbMOBBIMH BETBSAMH; MY)KUMHBI U3
APYToro IUIEMEHHU JIeKadu OOHaKEHHBIMU
JUIIOM BHH3, a WX KCHIIUHBI CTOSUIH HaJ
HUMH. B mporecce BocmpousBeneHHUsS pH-
TyaJja >KeHIIUHbI U37aBA€MbIMH 3BYKaMHU U
JBIDKEHUSIMU CHMBOJIMYECKH UMUTHPOBAIIN
poxieHne peOéHKa’,

Putyan poxnenus [uonunca (William
Finley) u Ilendes (William Shephard)
B noctanoBke lllexnepa, pukcupoBaHHBIN
B puneme ae Ilanpma, HaumHaeTcs B MOJ-
Hoi tumuHe ¥ TemHoTe (00:09:00)°. Kak u
B pHUTyaJje acMaToB, KCHIIMHBI (XOp BaKxa-
HOK) PacIIoNIOKEHbI HaJl My>KUlHaMu, 00pa-
3y «KaHal poxaeHus». OTCyTCTBHE Bep-
0aJbHOTO TEKCTa, OOBSICHSIONMIETO CMBICT
MIPOUCXOMSIIET0, a TaKXKe Jpamaryprude-
CKOTO JICHCTBHSI B TPUBHIYHOM ITOHUMAHHH,
co3malT armocdepy ans ocoboro Boc-
npuaTus putyana. VIMeHHO uepe3 Hamodi-
HEHHE 3BYKOBOTO IPOCTPAHCTBA, CHMBO-
JMYECKU TEPEAaIoNIeTo COBEpIIaroIieecs
JeicTBHE, NMPOUCXOTUT Pa3BUTHE CIOKETa
Tparenuu. 3BYKH, W3[aBacMble yYaCTHH-
KaMH CIIEKTaKJs, M3HAYalbHO XAOTHYHBI,
HO 3aTeM IMOCTETEHHO HapacTaloT, 00pa3ys
XOp, PUTMUYHO BOCIPOU3BOISAIINA aTMOC-
dbepy putyana. B kyneMuHaIUM, ¢ HOSBIIE-
HueMm Ilendes, npomeniiero yepes «kaHa
POXKIICHUS», XOP 3aMOJIKAET, YTO TMPOU3BO-
IUT 0CO00€ BO3/ICHCTBUE HA aydUTOPHIO.
OtcyTcTBHE BepOaIbHOro TEKCTA, OIopa Ha
aKyCTUYECKOE€ 3BYYaHHE TOJIOCOB CO3/IAI0T
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arMocdepy TauHCTBEHHOCTH U MOTYEPKU-
BaIOT 3HAYMMOCThH COBEPIIEHHOTO PUTYaIhb-
HOTO aKTa «POXKICHUS», IPUaBas eMy 0CO-
OBl CUMBOJIMYECKHM CMBICIT.

Puryan cmepru (Ilendest) TpakroBan
KaK BOCIIPOM3BEICHUE pUTyala POXKe-
HUA B OOpaTHOM TMOCJEN0BATENbHOCTH
(01:12:31). Kak u B putryane poxacHus,
JKEHIIUHBI PACIIOJIOKEHBl HaJ MYXYHHA-
MU, HO TENepb OHU Pa3BEPHYTHI JIULOM
k [lendero. Bmecto Toro, 4To0b MOMOYb
€My, OHHM TOJIHSJIU «OKPOBABJICHHBIE
PYKH» BBEpX HaJ r0JIOBOM, U OH CAMOCTOS-
TEJIbHO CO CTOHAMH U Bo3riacamu «Mawma,
HE yOWBal MEHS...» CIIEOBaJ M0 CHMBO-
JIMYECKOMY «KaHAITY CMEpPTH». SIpKUH CBET,
PAaBHOMEPHOE JBH)KEHUE YYACTHUKOB PU-
TyaJja, 3ByK OJITHOBPEMEHHO OCYIIECTBIIsIC-
MOI'0 XOPOM BaKXaHOK HIMPOKOTO JbIXaHUS
B COYETAHUU C OJUHOKHUM TosiocoM [leHdes
CO37AI0T MEUCTHYECKYIO0 aTMOcdepy pa3Bo-
paYMBAIOUIEHUCS CUMBOJHMYECKON KapTHHBI
CMEpTH.

O06a puryaia, MpeICTaBISIONINE B3auM-
HOE 3epKaJbHOE OTPAKEHUE, PACIIOIOKEH-
HbIE B UJI€AJIbHOM CUMMETPHH U CILyXKallue
00BEAUHSIONINM KOMIIOHEHTOM CIEKTaKII,
UMEIOT pPa3IuYHOE 3BYKOBOE pEIICHUE.
BBenenne BepOanbHOM — cOCTaBISIIOIIEH
B 3BYKOBYIO Cpey puTyaia cMepTa popmu-
pYyET eAMHOBPEMEHHBIN KOHTPACT HEYMOJIH-
MO HAJIBUTAIOLIEHCA MEXaHUYECKOM CHIIbI
BEYHOCTH (PaBHOMEPHOE JbIXaHUE XOpa) U
CIIOHTAHHOTO JIBIKCHUSI YXOJSIIEH KU3HU
(perutuku Ilendes).

B sTOM KOHTEKCTE MHTEpEC MpeACTaB-
JISIeT PUTYalbHBIM AMU307 TaHIA BaKXa-
HOK, OTKpbIBarOIIMiics TaHueM JluoHuca
(00:16:28). B nporuiecce UCIIOIHEHUSI K TaH-
Iy MOCTETIEHHO MPUCOEAUHSIIOTCS HE TOJb-
ko ydacTHukH «The Performance Groupy,
HO U 3pUTEIIM, BOCCO3]aBas Mpa3IHUYHbIE
Bakxananuu. 3ByKoBO€ MPOCTPAHCTBO TaH-
na 0aszupyercs Ha 3ByYaHUU HaTypasIbHbBIX
AKyCTHYECKUX HMHCTPYMEHTOB (TaJIBUHKO-
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BBIX TapeyioK, (QueilTel, OapabaHOB, Tam-
OypHHOB U TIp.), YTO CBSI3aHO ¢ M300paxe-
HUEM aHTHYHBIX CUMBOJIOB Tearpa (cpeau
HUX TOMHMO MAacOK W TIp., IPUCYTCTBY-
0T aTpuOyThl JTUOHUCHUHUCKON MPOIIECCUU:
TUPC, TUMIAH, MPsIMbIe JBOWHBIC TYIKH).
BaxxneiM mpencraBisieTcsi Takke U BOC-
MIPOU3BE/ICHUE YYACTHUKAMH 3BYKOB KHUBOM
IPUPOJIBI, BOCCO3IAIONIUX aTMOchepy Iuo-
HHUCHUMCKOTO Mpa3aHUKa.

Uccnenys cnenuduky B3auMoneicTBUS
3BYKOBOTO W BH3YaJbHOTO KOMIIOHEHTOB
B PUTYaJbHBIX SMU30aX CHEKTaKIIs, HEOO-
XOUMO OTMETUTH OIMOPY HA CHUHKPETH3M
OKCTATUUECKUX PUTYaJIOB (BaKXaHalui),
PEKOHCTPYHUPYEMBIX MOCPEACTBOM 3Byda-
HUS aKyCTHYECKHX WHCTPYMEHTOB W ILIa-
CTUKE, MNpHUOIMKEHHON K UKOHOrpaduu
BakxaHOK. Boccoznanue apeBHErpeuecKkon
MUCTEPUHU B KOHTEKCTE MPOCTPAHCTBA CO-
BPEMEHHOTO TeaTrpa CO3/ajli0 YHUKAJbHBIC
YCIIOBUS JIJISl B3AaUMOJICHCTBUS 3BYKOBOTO H
BHU3yaJIbHOTO KOMIIOHEHTOB CIIEKTAKJIsl, 1O-
3BOJIMBIINE BOCIPUHSATH 3pUTENSIM pa3Bopa-
YUBAIOUIYIOCS B CUMBOJMYECKOM BPEMEHH/
MIPOCTPAHCTBE TPAreINI0 KaK CBEPIITUBIINN-
csl (aKT pealbHOCTH U PACKPBIBILIKME HOBBIC
BO3MOXKHOCTH iepopmanca (Kak OIHON U3
(hopM KOMMYHHKAIINH, CTIOCOOHON 00BeIH-
HUTb COIIUYM).

OtaenpHy0 TIpoOIEMYy HCCIICIOBAHMS
COCTaBJIIET MY3bIKa, 3BydYalllasl B CIEKTa-
KJIe, KaK y4acTBYIOIIAsl HapsAy ¢ APYTrUMU
BPEMEHHBIMU, TPOCTPAHCTBEHHBIMH U TPO-
YUMU BHUJIaMH MCKYCCTBa (OAEXK/Ibl, 3araxa
U TIp.) B CO3JJaHUU CHUHTETUYECKOTO TIPO-
CTpPaHCTBAa PUTYaJOB, TaK U HE CBSI3aHHAA
C puUTyallbHBIMU 3mm3071amMu. HeoOxomammo
BBIJICTIUTH PEKOHCTPYUPOBAHHBIE 110 TEKCTY
Tpareaun EBpunuaa mysbikanbHblEe (par-
MEHTHI (Xop BakxaHoK), a Tak»e He CBSI3aH-
HbIC C AHTUYHOCTHIO ITUTATHI, HAIpUMED,
3Bydalas u3 yct J[moHuca tema xopa u3
oparopuu I. @. T'ennens «Meccus». Heob-
XOAUMO OTMETHUTh, YTO MHOTOIUIAHOBOCTh
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MY3bIKaJIBHOTO ~ KOMIIOHEHTa
TpeOyeT OTAEIBHOTO U3YyUEHHUS.

B putyanpHBIX 3MM30aX CIEKTaKISA
B3aUMOJICVICTBUE 3BYKOBBIX U BHU3YaJIbHBIX
KOMIIOHEHTOB OIMPAETCAd Ha CHUHKPETU3M
9KCTAaTUYECKUX PUTYaJIOB (BaKXaHaJUi),
PEKOHCTPYUPOBAaHHBIX Y€pe3 3BYK aKy-
CTUYECKUX HMHCTPYMEHTOB M IUIACTUKH,
Onu3kuil K MKoHorpaduu BakxaHoK. [Ipu
3TOM HMMEHHO KOMOWHAIMs 3BYKOBBIX H
BU3yaJIbHBIX KOMIIOHEHTOB CO31AaET KOH-
THUHYYM BCErO TEaTpajlbHOTO MpEeACTaB-
JICHUsI, OCHOBAaHHOI'O HA COYETAHUM aKTOB
CaKpaJbHOIO (CUMBOJINYECKOE MPOCTPaH-
CTBO M IUKJIMIECKOE BpeMsi) B TPOHaHHOTO
(peanmucTUYHOE  XYIOKECTBEHHOE  IpOo-
CTPAHCTBO U JINHEHHOE BPEMs), PUTYaJIOB
U 10y. BKiItoYEHHBIE B CIIEKTAKIIb OOpSIbI
Hepexo/ia CrocoOCTBYIOT CO3aHUI0 aTMOC-
(bepbl IMMUHAIBHOCTH.

BoccoznaB 3BykoBO€ MPOCTPAHCTBO pHU-
TyaJIbHBIX JICHCTB JOXPUCTUAHCKOTO MHUpA,
[IlexHep packpbpll MHHOBAallMOHHBIE MeEXa-
HU3MBI BO3JICHCTBUSA Ha BOCHPHITHE 3pH-
Tesnei, 0003HauMB HOBBIM 3Tal B pa3BUTHU
TeaTpajIbHOro McKyccTBa. J. Duiep-JIinx-
T€ OTMEYAET: «3IECh, KaXKETCs, MOSIBUIICA
“ypomnuBblii” [{lnoHuc — 00T, KOTOPBIN TO-
OLIPSIET YEJIOBEYECKOE CTPEMIICHHE OJI0-
J€Th IPOTUBHUKA arpECCUBHBIMU U KECTO-
KHUMU aKTaMH HACHJIMsI, 00paIasich K CBOeH
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3BEPUHON CTOpOHE. TO, 4TO HEKOTOPBIE 3pHU-
TEJH MEPEXKUIN B ITOT MOMEHT, MOIJIO OBIThH
TEM SIBIIEHHEM, NpOoTUB KoTtoporo Illexnep
npeaynpexngaer <...>: “[oroBbl 1M MbI
K TOM cB0OOO/E, KOTOPYIO MbI HOCTUIVIM?
CMOXeM JIM Mbl CHPaBUTHCS C TAaHLAMHU
JInoHKCa M HE 3aKOHYUTh, KaK 3TO clefa-
na Arasa, ¢ TOJIOBaMH HalllUX CBIHOBEH Ha
HaIIUX TaHIEBAJIbHBIX Majioykax?”’ B sToi
CLIEHE “‘CKPBITBIM CTpax IE€pe] HOBBIM BBI-
pakeHUEeM, 4YTO €ro (opMbl YIrpoXKarolle
MPUOIIKAIOTCS K IKCTAaTHUECKOMY (palim3-
My”’, IO KpalHed Mepe, UIsl HEKOTOPBIX
3pUTENEH, CTall peaibHOCThIO» [9, p. 29].
Bocco3znanue npeBHErpedecKkoil MHUCTe-
pUU B KOHTEKCTE COBPEMEHHOI'O TeaTpab-
HOTO TPOCTPAHCTBA CO3JAJ0 YHUKAJIbHbIE
yCIIOBUSL JJI1 B3aUMOJAEWUCTBHS 3BYKOBOM
Y BU3YaJbHOW COCTABJISIOUIMX CIIEKTAKIIS,
YTO TO3BOJWIIO 3PUTENSIM BOCIPUHUMATD
Tpareuio, pa3BOPaYMBAIOLIYIOCS B CHUM-
BOJINYECKOM IIPOCTPAHCTBE-BPEMEHH KakK
(bakT, CBepUIMBIIMICS B PEAJbHOCTU U OT-
KPBIBILIUI HOBBIE BO3MOKHOCTH mepdop-
MaHca KakK OHOM u3 GOpM KOMMYHHUKAIIHH,
crocoOHOM 00beauHUTh o0mecTBo. Ilpu
TOM HEOOXOJUMO OTMETHUTbh, YTO JJIS OTe-
YECTBEHHOM TeaTpabHOMN KyJIbTYyPbI TEXHO-
noru, ucnonb3yemsle P. [llexnepom, HE sB-
JAIOTCA TPAAULUOHHBIMU U TPUEMIIEMBIMH,
Jla)K€ B YCIIOBUAX COBPEMEHHOM KYyJIBTYPBHI.
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Tpu 6areTa «<Apkaum»: AereHAapHoe npoiusoe KOxxHoro Ypaaa
B COBPEMEHHOM MY3blKaAbHOM KyAbType'

B crarbe mpencTaBieH aHAINW3 MY3BIKAIBHBIX TEKCTOB, aBTOPHI KOTOPBIX OOpAIAIOTCs
K ICTOPUYECKUM IMTAMSITHUKAM KaK 3HAKOBBIM apTe(akTam, Io3BOJISIFOIIMM CO3/1aTh BIICUATIISIONTUE
00pa3bl ucrtopuueckoro mpouutoro peruoHa. s FOknoro Ypana TakuMm 3HAKOBBIM OOBEKTOM
BBICTYIIAET JpeBHEE ropoauiie ApkauM. Ero ynai€HHOCTh BO BpEMEHH OCTaBJISIET KOMIIO3UTOPaM
TBOPYECKYIO CBOOOY XYIOXKECTBEHHOTO pelieHusi. BMecre ¢ Tem o0miel TeHACHIUEeH SBIsSETCS
UCIIOJIb30BAaHUE B COYMHEHUSAX MATE€pPUATIOB OTHOCHUTENIbHO HEJABHUX TPATUIIMOHHBIX ILIACTOB
KyJbTypbl. OHH, C OJTHOM CTOPOHBI, MOHSTHBI AYTUTOPUH, C APYTON — OTCHUIAIOT K UCTOPUUECKOMY
npornuiomy, oOpa3Ho o0o03Hauyasi CBs3b C apXaudecKuMu BpemMeHamu. OOIIUM MOTHBOM
B IIPOU3BEACHUSIX BHICTYMACT TAKKE CTPEMIICHUE aBTOPOB CONIOCTABUTh COBPEMEHHYIO KYJIBTYPY U
JyXOBHBIEC YEPTHI apXanuecKol APeBHOCTH. B pe3ynbrare BOSHUKAIOT MY3bIKaJIbHO-TUIACTUUECKUE
00pa3bl, OTCHUIAIONIME K HMCTOKAM PETUOHAIBLHON KYIBTYPBI, B TO K€ BPEMsl PACKPHIBAIOIIUE
COBPEMEHHBIC MPOOJEMBbI KyJABTYPHOH MMaMATH KaK Ba)XHOH COCTAaBISIONICH pEerHnOHAIBHOMN
UICHTUYHOCTH. Takass cloXKHas 3ajaya pelaeTcs KOMIIO3UTOpAMHM 4Yepe3 BapUaTHUBHOE
MCIIOJIb30BaHUE MPUHIIUIA MY3bIKaJIbHOM MOTUCTHIUCTUKH.
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67



My3bika B CUCTeMe KYAbTYypbhl

Gren 2021,2

SERGEI S. SOKOVIKOYV, ELENA A. KAMINSKAYA

Chelyabinsk State Institute of Culture, Chelyabinsk, Russia
Institute of Modern Art, Moscow, Russia
ORCID: 0000-0002-2151-2684, sokovik49@mail.ru
ORCID: 0000-0003-0529-0601, kaminskayae@mail.ru

Three “Arkaim” Ballets: The Legendary Past of the Southern Urals
in Contemporary Musical Culture™
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€HOMEH KYJIBTYpHOTO JaHamadgTa
@pGFI/IOHa B COBPEMEHHOU KYJIbTY-

pe Bc€ OoJbllle BbIpaXKaeTcs He
TOJIBKO B COLIMOKYJBTYPHOM MapKUpPOBa-
HHUM TEPPUTOPHUH, HO U B BOSHUKHOBEHUU
apredakToB, 00pa3sHO BOIJIOIIAIOIIUX
JOKAJIbHYI0 HJAEHTUYHOCTh. B anroputm
TUX NPOLECCOB BXOAUT: BBIJICICHUE B
o0lIeM peruoHajIbHOM KOHTEKCTE OIlpejie-

JNEHHBIX OOBEKTOB; WX HMHTEPIIPETAIHS, B
X0/Ie KOTOPOW OHM HANEJSIOTCS IIEHHOCT-
HBIMH 3HAYCHUSMHU U CMBICIIAMU; CO3/IaHHE
00pa30B, MepeaouX CMBICIIOBOE COEp-
aHue 00BEKTOB; MPOEKIUS 3TUX 00pa30B
B MMPOCTPAHCTBO KYJIBTYPHOTO BOCIPHSITHS.
Jnst hopMHUpOBaHHS M YKPEIUICHUS PErH-
OHAJIbHOM WACHTHYHOCTH OCOOYI0 Jei-
CTBEHHOCTh UMEIOT apTedakThl, B 00pa3ax

* The work was carried out within the framework of the scientific project “Cultural and creative
image of the South Urals as the basis of local identity of residents in the system of regional cultural
policy.”
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KOTOPBIX KPUCTAJUIU3YIOTCS 3HAYMMbIE
TE€MbI UCTOPUYECKOTO NPOLIIOTO TEPPUTO-
pun. Camo (opmupoBaHuE KyJIbTYpPHOTO
nanmadTa BKIOYAET 3aredyariieHue co-
OBITUIHON KaHBbI HCTOPUH «B BHUJIE apTe-
¢dbaxkToB U MaMATHUKOBY [4, c. 127].
OnHako sl )KMBOW KYJBTYPHOM ma-
MATH caMmoro (akra «3arneyaTiiCHHs»
HUCTOPUYECKOTO MOMEHTA HEIOCTAaTOYHO.
Ona tpeOyer HE MPOCTO MOHUMAHHUS 3HA-
YUMOCTH apTedakra, HO TMepeKUBAHUS
3aKJIIOYEHHBIX B HEM CMBICIOB. Bmon-
HE MOHATHO, YTO HamOoJiee YCHEIIHO ATy
3ala4y MOTYT pEIIaTh XYAOXKECTBEHHBIE
IIPOU3BEICHHUS, CO31aBAEMbIE 10 MOTUBAM
ucropudeckux mnamsatHukoB. H. A. [u-
BAaKOBa OTMEYAET, YTO NPOU3BEIAECHUS HC-
KyCCTBa, II0 CYTH, B 3HAUUTEIBHOU MEpE
dbopmupyoT 00pa3 KyJbTypbl KOHKPETHO-
ro JlaHamadgTa, BBICTYyast 3JIEeMEHTaMH €To
dbyHIaMeHTaIpHOTO O0Opa3za-apxerumna [2,
c. 62]. IIpu 3TOM OHa MONUYEPKUBAET 3HA-
YUMOCTh UMEHHO MY3BIKaJIbHBIX XapaKTe-
PUCTHK: «KYJIBTYpHBIM nanamadTt, oTpa-
EHHBIA B MPOU3BEICHUHN HCKYyCCTBa, 0e3
COMHEHUs, O0JIalaeT XapaKTePUCTUKAMHU
“BHYTPEHHETO 3ByYaHMs MHUpPa» [TaM XKe,
c. 61]. Pa3zpuTHe mogo0HOM JOTUKH IEMOH-
CTPUPYET aMEPUKAHCKUI COLMOJIOT-HC-
kycctBoBel Anam Kayin, ucciegoBaBuinii
(eHOMEH «yIUYHON MY3BIKM» B OJHOM
U3 IPUPOIHO-UCTOPUUECKUX YroyikoB Up-
manauu. OTMedass CUTyalui0 TIIyOOKOTro
KpHU3HUCa HAUWOHAJIBHOM WICHTUYHOCTH,
A. Kayn, ncnonb3yst TEPMUH «MYy3bIKaJb-
HBIM IeN3aXx», apryMEHTUPOBAHHO IIpel-
CTaBJISIET TAKOM «COKO3 3E€MJIM, MY3BIKH
U caMOOBITHOCTU» B KauyecCTBE SIBJICHUS,
JAIOUIETO OIYTUMBIA 3(PQPEKT HE TOIBKO
B XYy/10’)KECTBEHHOM, HO U B ILIUPOKOM COILIH-
OKYJBTYPHOM CMBbICIIE UMEHHO KaK o0pa3a
JIOKAJIBHOM  KYyJBTYPHOH HWIEHTHUYHOCTHU
[10, p. 37]. U Torna KOHKpPETHBIN JOKYC
KyJbTypHOTO  JaHamadTa, CBSI3aHHBIM
C HUCTOPUYECKHUM TMPOLLIBIM, OOpeTaer,
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kak numetr A. Kayn, «roJoBOKpYXUTEb-
HO€ 3HAUYE€HHE MeCTa MY3bIKH KaK Mapkepa
uneHtuaHoctuy [Ibid., p. 31].

[Ipun co3gaHuM MONOOHBIX «MECT MY-
3BIKH», CBSI3AHHBIX C OTHOCHUTENIBHO OJIN3-
KMM HMCTOPUYECKUM IPOLIIBIM, KOMIIO3H-
TOp MOXKET TaK WM MHAuY€ ONUpaThCs Ha
MY3bIKaJIbHbIE TPAJULUU, CBOMCTBEHHBIC
9TUM BpEMEHaM. 3HAUUTEJIBHO CIIOKHEE
o0cTouT /1e110, eciii OH o0parmiaeTcs K ap-
TepakTaM JApPEBHUX, APXaUYECKUX DIIOX,
OCTaBUBIIUX MEHBLIE HCTOPUYECKH JO-
CTOBEPHBIX MarepuanoB. OJHAKO HMEH-
HO OHM B TOCJIEIHEE BpEMSI NPHUBJIEKAIOT
IpUCTAIbHOE BHUMAaHUE JesTeleil My3bl-
KaJIbHOM KynbTypsl. [Ipencrasusgercs, 4ro
ATO JaleKo HE ciaydahHo. Takol MHTEpeEC
CUMIITOMaTUYHO IOKa3bIBAET CTPEMJICHUE
MPUKOCHYTHCS K ITTyOMHHBIM OCHOBaHUSM
KYJIBTYPHOU HUIAEHTUYHOCTH, TEM CAMbBIM
npuaaBas el OONbIIYI0 BECOMOCTb. 3eCh
BAJKHBI HE TOJIBKO MOMCKU CBUJIETEIBCTB
WJEHTUYHON YKOPEHEHHOCTH, HO U 000-
raimeHue e€ coxepxkanus. Kak ormedaer
aHINIMUCKUN My3bikoBen Pymepr Tumis,
OCYILIECTBUBIIHNI HCTOPUKO-aKyCTHUECKHE
pekoHCTpyKkuuu npoctpaHcTBa CToyH-
XEHJ/I’Ka, B JIPEBHUX KYJBTypax MY3bIKa W
3BYK OBUIM BaXKHBIMU 3JIEMEHTAMHM KU3HH.
Bxitodasice B puTyall, My3blka obecnedm-
Bajla OCHOBHYIO CTPYKTypy ACHCTBUS H
nepenaBajia €ro CMBICIBI, a OOpalleHue
K 3TOMY MaTepuaiy, B CBOIO OYEpe/ib, «I10-
MOTAa€T HAllOMHUTb HaM, MPONUTAHHBIM
COBPEMEHHOHU 3amagHON KyJIbTypOW, YTO
HalllW MPEJKU MOTJIM UMETh OYEHb pa3HbIC
onbITh» [11].

OOpaiienue K HICTOPUIECKUM apTedax-
TaM apXauyeckoro IMPOUCXOKIEHUS, B KO-
TOPOM JI€AIOTCS MOMBITKH MY3bIKaJIbHOTO
BOIUIOUIEHUS «JIET€HAApPHOIO Opeoia Tex
uini uHBIX Mect» [4, c. 127], 3acmyxuBa-
IOT B CBSI3M CO CKa3aHHBIM 0COOOro BHHU-
MaHus. B 3TOM KOHTEKCTE MpeacTaBiseTcs
O4eHb TOYHON MbICIb O. A. JlaBpeHOBOU
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0 B3aMMOCBS3SX OOBEKTHOTO MHpA KYib-
TypHOTO JaHAmadra, €ro CTPYKTypbl H
PUTMOB, TIACTUYECKOTO BBIPAKECHUSI TUHUN
JaHAAPTHOTO TEKCTa C BHYTPEHHHM I10-
TEHILIMAJIOM KYJIbTYPHBIX CMbICIOB. Crienu-
(uuHast 0COOEHHOCTh BOCIIPHUSTHUS «TEKCTa
naHamadTa B TOM, YTO YTEHHE, CUMTHI-
BaHUE BJIEUET 3a COOOM JEHCTBHE, YTCHHUE
npeBpanaercs B “raneir”» [Tam xe, c. 140].
O. A. JlaBpeHOBa TEPMHUHOM «TaHEI» Me-
TaopudecKku 0003HAYACT B IEJIOM HEKYIO
JEUCTBEHHYIO0 aKTUBHOCTH, MOPOXKIAEMYIO
«arenrem» nanamadTa. Ham sxe mpencras-
JSI€TCS, YTO BOCHPHUSITUE U XYI0KECTBEH-
Hast pedrexcus apredakToB apxamdecKo-
rO MPOIUIOrO B MPSMOM CMBICIIEC CBs3aHa
B IIEPBYIO OUEpPEIb C MY3bIKaJIbHO-ILIACTH-
YEeCKUMHU OOpa3HbIMHM acleKTaMu. Takas
BO3MOXKHOCTh OOYCJIOBJIEHA HCTOPUKO-TE-
Hetuuecku. Tak, M. B. ConoBreB oTMe-
YaeT, YTO B apXau4HbIX KYJIbTypax «CHH-
KpPETUYECKUE SIBJICHUS MY3BIKaJIbHOTO W,
upe WHTOHAIIMOHHO-aKyCTUY€CKOTO
MPOCTPAHCTBA MOTYT PACKPBIBATHCS Uepe3
HEICJIUMBbIN B3aUMOCBSI3aHHBIN MUP Mpea-
METHO-IYXOBHBIX IIeHHOCcTeH. OO0pa3 u
¢dopma 00beKTa, MaTepual, pUCYHKH, Op-
HaMEHT; TeMOp, 3BYKOBBICOTHBIC, CTPYK-
TypHBIE M JKECTOBO-apPTUKYJSIITUOHHBIC
XapaKTepUCTUKHU; BPEMEHHBIEC U YUCIIOBbHIC
KOOpJMHAThl CUTHAJIBbHOW, WHCTPYMEH-
TaJbHOW, pPEYEBOM, TMEBUECKOM, XOPEO-
rpaduueckoit chep» [6, c. 72] obpasyror
LIEJIOCTHBIN KOMILUIEKC M BBICTYMNAIOT CIIO-
coOOM BBIPaKEHHUSI CMBICIIOBOTO COZACpKa-
HUSI KyJITYPHOTO MPOCTPAHCTBA.
CTaHOBHUTCS SICHO, YTO HamOojee IOoJ-
HOM (OpMOIi BOITOIICHUS TIEPEUUCICHHBIX
BBIIIIE XapaKTEPUCTUK BBICTYNAET MY3bI-
KaJIbHO-TIJIacTUYeCKass o00pa3HocTh. OnHa
CrocoOHa MpEeICTaBUTh caMble 0000IIEH-
HbI€, UCTOPUYECKHU AATEKUE CMBICIIBI, HEO-
CTYMHBIC ISl «CUYUTHIBAHUS» WHBIMHU CIIO-
cobamMu, B KOHKPETHBIX XYI0KECTBEHHBIX
TEKCTax, B TO XK€ BpeMs MO3BOJISISI BBICTPO-
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UTb CBSI3b MEXIY apXauKOM M aKTyaJbHOMU
KyJbTYpOu. B ¢BA3M ¢ 5TUM BIOJIHE opra-
HUYHBIM BUJAUTCSA OOpallleHue COBpPEMEH-
HBIX KOMIIO3UTOPOB K TEMaM JIPEBHETO MPO-
uutoro FOxxHoro Ypana ¢ MCHOJIb30BaHUEM
MMEHHO TaKuX KaHPOBBIX (POPM.

SApxuMH npuUMEpaMH 3TOrO BBICTYIIA-
0T TPH 0ajteta «ApKaMM», YBUJIECBIIUE
ceet B 2005, 2007 u 2013 romax. Bei6op
BECbMa pa3HbIMM KOMIIO3UTOPAaMH OJ-
HOTO U TOTO € HMCTOPUYECKOro oOBbeKTa
B Ka4eCTBE NPEIMETHONW OCHOBBI TBOpYE-
ckoii (hanTazum ganexo He ciydaeH. U cam
3TOT NaMSTHUK, U OKPYKAIOIIUN €ro «Jje-
TeHJApHBIA OpEeoJD» CTajau IOUCTHHE 3Ha-
KOBbIMU i1 Bceil Tepputopun HOxHOro
VYpana, nOopoauB IIHUPOKUN CHEKTP Kyib-
TYpPHBIX NPOEKIUI CaMOro0 Pa3HOro CMBbIC-
JIOBOTO COZEPKAHUSA: «OT MHUPOBO33PEH-
4eCKU-PUIOCOPCKUX U UCTOPUUYECKUX [0
nparmatuueckux» [8, c. 280]. OTkpbiTOE
apxeosoramMmu B 1987 romy mnoceneHue
OpOH30BOIr0 BeKa, OTHOCSUIEECS K PyOexKy
ITI-II TBIC. 1O H. 3., IEUCTBUTEIBHO MPEM-
CTaBJIsIET UCTOPUYECKHUI UHTEPEC, IEMOH-
CTPUpPYS JOCTAaTOYHO PAa3BUTYIO KYJIbTYpY
CUHTAIUTUHCKOTO THIIA: CTPOUTEIBHOE,
LIOPHOE U TOHYApHOE JAEJI0, METAJLTYprus
U CBA3aHHbIE C HENl pemécia, BOAONPOBOJ
M CTOKOBasl KaHaju3alus, OOeBble KoJyec-
Huubl U T. A. [lonHasg HayyHO-MCTOpHYE-
CKasl pEeKOHCTPYKLHS TYXOBHOU KYJIbTYpBI
apKaMMIIeB HEBO3MO)XXHA, HO OYE€Hb ObI-
CTPO BO3HUKAIOT pPa3IMYHble MHU(OIOTHU-
3UpOBaHHBIE 00pa3bl Apkamma, BIIOTb
10 cambix (anTacTuuHbIX. OgHAKO Oosee
3HAYMMBIMU CTAHOBSATCS HMHTEPIIPETALINH,
CBA3aHHBIE C pErMOHAJIBHBIMU AaCIEKTa-
MU KyJIbTYpPHOW MJIEHTUYHOCTH. B 3THX
TEKCTaX XU3HEHHO BaXXHBIMU CTaHOBATCS
HUTH, CBS3BIBAIOLIUE KUTEIEH COBPEMEH-
Horo IOxHoro Ypana ¢ ero nereHgapHbIM
IIPOLLIIBIM.

B 2005 rony B bamxkupckom rocynap-
CTBEHHOM TeaTpe oIepbl U 0aniera npoiuia
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npeMmbepa Oanera Jledner McmarunoBoit
«Apkanm» (mubperro S. Cemoma, xope-
orpadus A. IlerpoBa), craBmias HacTOs-
muM cobbiTieM. Ha cuieHe pasBopauuBa-
eTCd Tparuyeckas HCTOpPUS JBYX POJOB,
npuBeaas k rudenu Apkauma. B kuBbIx
OCTAIOTCSl TOJBKO IVIaBHBIE I'€POU — ChIH
BepxoBroro Xpemna CamOynar u nocias-
Has eMy OoruHeil Xymail 3B€31Has 1EBYII-
ka Mon03. OHYM NPU3BAHBI TOJIOKHUTh HA-
4ajgo HOBOWU, 0oJiee COBEPIICHHON KU3HHU.
OcHoBHOE JelicTBUE 00paMJIEHO CLEHAMHU
apXeOoJIOrMYECKUX PACKONOK Ha ApKaume.
B cnenorpaduu, xoctromax u Oyradopun
CIIO)KHBIM 00pa3oM MEePEeIuIeTaroTCsl UCTO-
pUYECKH JTOCTOBEPHBIE JIETald, TPagULIH-
OHHBIE OAIIKUPCKUE MOTUBBI M CBOOOTHAS
¢daHTa3MsI MOCTAaHOBUIMKOB. BMecTe ¢ Tem
MMEHHO 00pa3 Apkanma Kak IpapOiuHBI
OaIIKUPCKOTO 3THOCA OOpEeTaeT B CHEKTa-
KJI€ 3HaU€HUE BHYTPEHHETO JIEHTMOTHUBA:
HE CJIy4allHO Tepou HOCAT OalIKUPCKHUE
uMeHa. OT4éTIMBOE BBIpAKEHUE 3TO Ha-
XoauT B My3blke Jlewnsl McmarunoBoi.
B nmaptutype 6anera HeT OyKBajabHOU LM-
TallMy OAIIKUPCKUX TPAJAUIIMOHHBIX Me-
Joauii, HO X mapadpasbl OLUIYTHUMO TPO-
CIYLIMBAIOTCA B PUTMHYECKHX (urypax
U Meloaudeckux couetaHusx. CKBO3b
CTPYKTYPBI €BPOIEHUCKON, Ka3aloch OB,
MaTpHUIbl MY3BIKOCIOXKEHHUS MpPOCTyMa-
0T NPU3HAKU TPAIULMOHHBIX ITHOKYIb-
TypHBIX (GOpM aifThiIa (COCTSI3aHUS MY-
3BIKAHTOB-CKa3UTEINIC) U cabaHTys C €ro
Npa3IHUYHO-3peNuIIHON cTtuxuen. Kak
noguépkuBaet My3bikosea M. ITonoBaHoK,
JI. McmarumoBa OpPraHM4HO HCHOJIB3YET
B MY3bIKaJIbHOU TKaHU OaJieTa apXandeckue
paHHeONBKIOPHBIE MOTUBBI, TOKA3bIBAIO-
HIME «3THOrpauyECKyro ONpeIeIEHHOCTD
OalIKUPCKUX  MY3bIKaJIbHO-CTUIEBBIX
UCTOKOB (JINPUYECKUX TIPOTSKHBIX IIe-
CEH O030H KIOW, JINPUYECKUX XaJIMaK KIOM,
AMUYECKU-TIOBECTBOBATENIbHBIX KyOaupoB
U 0auTOB, TUHAMUYHBIX KOPOTKUX TaHIIE-
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BAJIBHBIX KBICKA KIOW, MEJIOIUYECKOTO pe-
YUTUPOBAHUS, HAINOMHUHAIOLIETO CIOCO0
yreHus KopaHa, ¥ 3aKJIMHAaHUN IIaMaHOB»
[5, c. 40]. Pazymeercs, TpaauIIMOHHBIC
(hopMBI TBOPYECKH MEPEOCMBICIUBAIOTCS
KOMIIO3UTOPOM, HO BMECTE C TEM B 3BY-
YaHUU OaleTHOM MY3BIKM MX CTUIIMCTUKA
BIOJIHE y3HaBacMa.

B emé Gonpiieit crerneHu cBA3b C Tpa-
JUIIMOHHON OAIIKUPCKON KyJIbTYpPOU KOM-
[TIO3UTOP BOIUIOLIAET, BKJIKOYAs B MY3bI-
KaJIbHYIO TKaHb CIEKTAKJIs ayTEHTUYHBIE
HapOJIHbIE HHCTPYMEHTHI — Kypail U KyObI3.
Ve B UHTPOIYKIIMH 3BYYUT NPOTAKHO-Me-
JUTAaTUBHOE COJIO KyObI3a, crenuduuHas
MEJIOAUKA KOTOPOI'O acCOLMaTUBHO Iepe-
NA€T TEMBI Oy XOTBOPEHHBIX CUJI IIPUPOBI
B CTUJIMCTUKE TPAJIULIMOHHBIX HUHCTPYMEH-
TaJIbHBIX MMIpoBu3auui. [laptus kypas
TPUKAbl BOBHUKAET B OajieTe B KIIOUYEBBIX
anu304ax AeucTBusa. B MHTpoaykuun me-
Joausl Kypas, 3Byvaias Ha (oHe nTUYbe-
ro mebera, co34aéT NPOHUKHOBEHHYIO
KapTUHY HCKOHHON IPUPOJHOM KpacoThl
u rapmoHud. [Ipuu€m B My3bIKaJIbHO-3BY-
KOBOW NapTUTypPE SIMHU30a UCIIOIb30BaHbI
3alMCHU PEAIBHOIO NTUYBETO MIEHUS U, YTO
Ba)KHO, 3ByK ayTEHTUYHOTO TPaAULMOHHO-
IO UHCTPYMEHTA, YTO CO34AET HEIOBTOPH-
MO€ OUIYIIEHUE MOAIMHHOCTH IIPOUCXOS-
IIEr0 U CBSI3M UMEHHO C HKHOYPaJIbCKUM
KyJbTYPHBIM JIaHAIATOM B HCTOpUYE-
ckoi perpocnekunu. He meHee cuibHOE
BIIEYATIICHHE MPOU3BOAUT crienupHruecKoe
3By4aHHE BOKaJM3a COMpaHO Ha (oHE Ky-
pas B snu3oae «TaunctBo» u3 Il akra 6Ga-
JeTa, CONPOBOXKIAAEMOE COHOPHBIM 3By4Ya-
HHUEM OpKecTpa. JlomoJHEHHass XOPOBbIMU
BKJIIOYEHUSIMU B CTUJIMCTUKY OAIIKUPCKUX
MPOTSDKHBIX MECEH-MAHTP [TaM ke, c. 41],
MY3bIKa JIH304a OCTPO Mepemacr apama-
TU3M CHUTYallud, OJHOBPEMEHHO AaCCOLM-
aTUBHO OTCBLIAsA K apXaW4yHOM NPOTOTH-
nu4yeckoil oopasHocTH. [IpoHMKHOBEHHAs
TeMa Kypas, BO3HUKawomas B (uHaie,
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cuMBoau3upyet, o ciosam U. Ilonoss-
HIOK, «IPOILIAaHHE C MPEKPACHON HILIIO3U-
€l IpOLNIOrO0 MWJIM MHUCTHKOW CTPAaCTHO
0’KHJIaeMOr0o OYIyIIero W B TO K€ BpeMs
npenonpenesieT Hen30eKHOe BO3Bpallle-
HUE B APaMaTHYECKyIO peaIbHOCTh HACTO-
SIIETO» [TaM Xke].

To, 4Tto MOMOOHYIO CBA3H BpEeMEH OKa-
3bIBa€TCA CHOCOOEH mepefarb HMEHHO
TPaJAMIIMOHHBI HMHCTPYMEHT, COBEpILEH-
HO 3aKOHOMeEpHO. Ilo TouHOMY CyXIEHHIO
aHmMiickoro myssikoBeaa Mcunpr Bonbd-
JlaitT, Takue HHCTPYMEHTHl BBICTYNAIOT
KaK «pHUTyaJibHble OOBEKTHI, HAIIOJIHEHHbBIE
ITYXOBHBIMU aCCOLMALUSAMHU, IIEHHBIE TEX-
HOJIOTUYECKHE WIEAECBPbl M KYJIBTYpHBIC
apreakThl, CHMBOJIM3HPYIOIIUE TPAaU-
LIUOHHBIE BEpPOBaHUSA U LEHHOCTH» [12].
B sTOM cMbiciie 3HaueHue Kypas B OajeT-
HOW MapTUType TPYAHO NEpPeoLeHnTs. Tak,
I'. 'anuHa c NOJIHBIM OCHOBAHUEM YTBEPKAa-
€T, UTO B KYJbTYPHOM CO3HAaHUU BO3HHUKIIA
U 3aKpenwiach CBO€OOpa3Hasl «3ByKOBas
aypa» Kypasi, BBICTyHarouas, o cyTH, CBO-
ero poja 3MO0JIeMON 3THOKYJIBTYPHOIO Ha-
yajna B OalIKUPCKOW My3blke B 1esoM [1,
c. 192]. 3ByuyaHue 3TOro HMHCTPYMEHTa B
COBPEMEHHOM MPOCTPAHCTBE OTCHUIAET ay-
JTUTOPUIO K 00pa3aM JpEeBHUX BPEMEH HOXK-
HOYpaJIbCKOTO Kpas. Bmecte ¢ TeM mMy3bIka
JI. McMarninoBoil COBEPIIEHHO COBPEMEH-
Ha. B Heli MacTepCKu CIIeTaloTCs TPAIUIIH-
OHHAsI MEJIOJUKA U PUTMBI C aKTyaJbHbIMU
KOMITO3UTOPCKUMHU TEXHUKAMH, alieaTop-
HBIMH, COHOPHBIMH U MyaHTHJIUCTCKH-
MU NpUEMAMH, BKIIIOYAs AK€ AJIEMEHTHI,
MIPUCYIIHE JKA3y U POK-MY3bIke [5, c. 41].
Tem cambiM pocturaetcst 3G(eKT BO3HUK-
HOBEHMS KHUBBIX OOpa30oB JIET€HJAPHOTO
HMCTOPUYECKOTO MPOUUIOr0 B COBPEMEHHOM
KYJBTYPHOM KOHTEKCTE.

YensaOunckuii Oanmetr «Apkaum», TO-
ctaBieHHbIN B 2007 roy Ha My3bIKy Tarbs-
Hel [1IkepOunoii (mubpetrTo K. PyGuHckoro,
xopeorpadust C. Jlykunoit, A. Pa3una),
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B MEHBILIEH CTEIEHW ONMPAECTCS HA 3THO-
KyJIBTypHble Tpamuuuu. [ns cos3marenei
CHEKTaKJIsd Obla BakHa TeMa OepexxHOro
COXpPaHEHHU KYJIbTYpHOI NaMsITH U CBSA3aH-
HBIX C 3TUM KoJutn3ui. KoHpnukT mMexmy
o0Opa3aMu JIeTeHIapHBIX MPEAKOB, KUBIIUX
B TAPMOHMHM ITPUPOJIBI U JYXOBHOT'O MHpPA, U
JUCCOHAHCHBIMU ACTIIEKTaMH COBPEMEHHOM
KYJIBTYpbl IPEIONpeaean NOJUCTUIUCTU-
Ky XY/I0)KECTBEHHOIO PELIEHUs, OTYETIUBO
npeacrasieHHyo B maprurype T. Ilkep-
ounoit. Ilo crokeTy MoJOmON apxeoyor
AHJpeil, TOTPSACEHHBIM BapBapCKUM IOBE-
JEHUEM «TYPHUCTOB-IIAaJIOMHUKOB» Ha ApKa-
MMe€, HaXOJIUT Marn4eCcKuii aMyJieT, IepeHo-
CAILIMM €ro B mpouuioe. Tam OH BCTpeyaer
SAcny, nous apkammckoro JKpema. Mexny
HUMH BO3HUKaeT 4yBcTBO J100BU. Ho c
MIOMOUIBIO JPYIrOro amyleTa B IPOIIIOE
MOMNa/al0T TAaKKe «TYpPUCThI-BapBapbl», Ha-
YUHAIonMe rpadexxu W paspyiieHus. Mx
Boxkak ['mn onpokuaeiBaeT antaps ConHia,
IyXH OTHS Pa3KUTA0T KapArOUIUH ITOXKap. ..
JKutenun mnokuaarT mnenenuine Apkauma.
B ¢unane apxeosnor npocsinaercsi B COBpe-
MEHHOM ApkanMe U OOHapyKUBAeT Ha Ipy-
IIA TPEBHUMN aMyJIeT.

[TonoOHOE B3aMMONPOHUKHOBEHHUE
BpEMEH ompenensier W IMOJUCTHIMCTHY-
HOCTh MAJUTPBl KOMIIO3UTOPA: B MY3BIKE
T. 1O. lllxkepbunoii HAXOIAT OT3BYKH ca-
MbI€ pa3Hble TEXHUKH, NPUEMBI U CTHUIIE-
BbI€ Bapualuu. TakK, «IecTpoTa, HEyCTOM-
YUBOCTh COBPEMEHHOTO MHpa nepenaércs
yepe3 MHTOHALMOHHYIO KaJIeMAO0CKOIINY-
HOCTh TOMYJSAPHBIX MOTUBOB U PUTMOB
(JacTymiku, IpITAHOYKH, TaHI0), a €ro
arpeCcCUBHOCTh BOIUIOLIEHA B OCTHHAT-
HbIX (OpMynax M HEPBHBIX CHHKOIHPO-
BaHHBIX putmax» [9, c. 41-42]. Kazanoch
ObI, 00pa3bl MPOILIOTO U COBPEMEHHOCTH
Jal0TCsl B caMbIX 000OMIEHHBIX (hopmax.
Opnako npu oOpamieHuu K caMoi Teme Jie-
TreHJapHOr0 ApKauMa aBTOPbI CTPEMUIIUCH
K BO3MOXHO OOJblIEHd JOCTOBEPHOCTH.
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B paGore Han GaneToM OHM aKTUBHO HC-
M10JIb30BAJIU HAYYHO-UCTOPUUECKUE UCTOY-
HUKH U KOHCYJIbTAllUU OJTHOTO U3 MEPBOOT-
KpbIBATEJIei 3TOr0 NaMATHUKA — apXeoJiora
I b. 3nanoBuua. Takoe norpyxeHue B Ma-
Tepuaj IPUBOIUIO MHOM pa3 K HEOKUIaH-
HbIM MHTYUTUBHBIM Haxonkam. T. Illxep-
OMHa BCIIOMMHAET, Kak, CO37aBasi 3MU30]
noxopoHn JKpema, oHa BAPYr MOYYBCTBO-
BaJIa CTPEMJICHUE BBIPA3UTh HE TPAYPHYIO
nevyasib, a OILIYIIEHUE CBETa U PATOCTH.
K eé ynuBiaeHuro, mpociaymaBlIdi My-
3bIKy I. b. 3maHoBUY mpU3HAI €€ UHTYH-
TUBHYIO IIPaBOTY: y JAPEBHUX apUEB, Kak
MOXXHO TIOJIaraTh, MOTpeOanbHBI 00psna
KaK pa3 U BOIUIOLIAJ COCAWHEHUE AYIIU
ymepiuero ¢ Connnem [9, c. 40]. B stom
3MH30/1€ KOMIIO3UTOP MPHUOETAET K BbIpa-
3UTEJIBHBIM CPEACTBAM TPAaJUIIMOHHBIX
njadyei: HUCXOASUIMX I[ONEBOK B JHa-
na3oHe TepuuU (TEpLOBBIM J1a]l) U KBap-
Thl (TE€Tpaxopll), TEM CaMbIM MPOEIUPYS
(b ONBKIOPHYIO MEJIOJUKY HA apXandecKue
NJIACThI KYJIBTYPBHI.

PexkoHcTpyKIMsST MOAJIMHHOTO XYJ0%KE-
CTBEHHO-3BYKOBOT'0 MHUpa ApkanMma HEBO3-
MokHa. [loaTOMy 3agauy My3BIKaJIBHOTO
BOIUIOILIEHUS] apXanyeckoro obpasa B ue-
JSIOMHCKOM CIHEKTaKJe BBIMNOIHSIOT ApY-
TU€ HUTH, COCIMHSIoONUE (aHTa3HITHOE
CKa3aHUe, CO3JIaHHOE aBTOPOM JIMOpETTO,
C peaJbHBIMU 3THOKYJIBTYPHBIMU Tpaau-
nuamu. Tak, B JIMpPUYECKON JIMHUUA OTHO-
HICHUM TJIaBHBIX repoeB fCHbI U AHApes
T. llIkepOuHa HMCTOJIB3YyET MEJIOAUIO Ha-
poIHOM mecHH, 3anmucaHHo Ha HOxHOM
VYpane, «Henonro BeHOYEHbKY Ha CTEHKE
€My BUCETb». JTO He OyKBaJIbHas IIUTaTa U
HE «MY3BIKAJIbHBINA 3THOTpadu3M», a CKO-
pee TBopueckas Bapuanus, ¢aHTa3us Ha
dbonbkIOpHYIO TEMY [3, c. 79], BBITIONTHSIO-
njas Ty K€ 3aJauy — IpoeupOBaHUE Tpa-
TUITMOHHOH (POJTBEKIOPHOUN MEJIOANKHU B 00-
Jiee ApEeBHUE IUTIacThl UCTOpUU. MonanbHas
OCHOBA IIECHM II03BOJIIET KOMIIO3UTOPY
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yepe3 NMepEeuHTOHUPOBAHUE, BAPUATUBHBIC
PEUHTEPIPETALIMU BO3BPAIIATHCA K ITOU
TeMe B Hanbosiee BaXXKHBIX MOMEHTaX CIo-
KETHOTO JECHUCTBHS, BKIIOUAsT (DUHAITHHBIN
anogeo3. Bmecte ¢ TeM My3bIka BKJIIOYa-
eT ¥ o0palleHue K HEKUM IEPBOUCTOKAM,
BBIPA)KEHHBIM B 3ByYaHUU KBAPTO-KBUHTO-
BbIX, YHUCOHHBIX M OKTABHBIX COYETAHUU
KaK 3HaKa OCHOB «MY3bIKaJIbHOTO MBbIII-
JICHUs, 3aJI0’)KEHHOTO B 0OEPTOHOBOW CH-
creme» [9, c. 41] 1 BoCHpUHUMAEMbIM KakK
OT3BYKHM mpouuioro. bonee Toro, B ciox-
HOW MYy3bIKaJbHOW TKAaHU IPOU3BEICHUSA
MOXHO OOHapyXuUTb OOpa3HbIC CBSI3KH
¢ MacITaOHBIMU 00CTOSTETILCTBAMH UCTO-
pun peruoHa. Tak, B My3bIK€ 5 KapTHUHBI
«BBIOOpBI )KEHUXOB» BO BPEMSI MYKCKOTO
TaHIIa UCTIOJIb3YIOTCS HEOObIINE MOTEBKU
B y3KOOOBEMHBIX (TEpIOBBIX) Jaaax. Xa-
PAKTEpHO HCIIOJIb30BAaHUE YMEHBIIEHHBIX
rapMOHHI, a B TapTUU r000s — OTIEBaHMUs,
aKIIEHTHI C YEpEJOBAaHUEM TO HA CUJIBHYIO,
TO Ha ciabyr nomto. Bc€ 3TO0 BBI3BIBA-
€T CTOMKYI0 acCOLMALNI0, 3aJI0KEHHYIO
emé KoMmosuropaMu Morydel Kydkw,
C BOCTOYHBIMHU MEIOJUSMH, aCCOLIUATUBHO
OTCBUIAIOIIMMHU K THOPKCKHM KOPHSIM KO-
pensbIx xutenei FOxuoro Ypana. Takum
00pa3oM, CHHTE3 COBPEMEHHBIX KOMIIO3H-
TOPCKUX TEXHUK M CTHJIMCTHK C TpaaHIlu-
OHHBIMM, BILJIOTH J0 aNeEJUIALHUY K apXxand-
HBIM 3By4aHusM, o3Boiui T. llkepouHoii
CO3/1aTh CIOXHYI0, MONMUGOHUYHYIO Tap-
TUTYPY, PHUCYIOUIYI0 IpaMaTUYHOE IMpPO-
pacTaHue IpEeBHEN KyJIbTYpbI I0KHOYpalb-
CKOTO Kpas B ICHb CETOAHSIHUH.
Heckonbko 0COOHSIKOM OT Ha3BaHHBIX
cnekTakien crout 6aner Hukonas [Tomosa
«ApKanm», IpemMbepa KOTOPOTo COCTOSIIACH
B 2013 rony. ITo cyTu, 3To mepdopmaHc 1o
MOTHMBaM apXanyeCcKoM KyJabTypbl — [NIACTHU-
yeckas MEAUTalMsl, My3blKaJbHasi COCTaB-
JSAOIIAasi KOTOPOM MO CTUJIF0 HallOMUHAET
«KOHKpPETHYI0 My3bIKy» 50-60-x romos
XX Beka. B mpoussenennn H. Ilonosa Het
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My3bika B CUCTeMe KYAbTYypbhl

CBA3HOIO crokera. llepcoHaxu npuHIM-
MUAJbHO NPEICTABIECHbl OTBICYEHHO-CUM-
BOJIMYHBIMM, MX JIEUCTBHSI HE IMOAJIAIOTCS
OJTHO3HAYHOMY NoHUMaHMut0. Hekue mrogu
B 3aIlMTHBIX KOCTIOMax KomaroTcsi B Oec-
(OpMEHHBIX OO0JIOMKax U OOHApYKUBAIOT
OnecTse «IYHY» U «COJIHLE», MPUYEM
y30p Ha «COJHIIE» H300pakaeT KOHTYpPHI
npeBHero Apkauma. JleBylIKM pacTsAruBa-
10T 0ejoe MOJIOTHO, CTaBIllee CaBaHOM-KO-
koHOM. Cyxasi cykoBaTasi BETBb IpeBpallia-
€TCsl B PyKax IMEpPCOHa)Ka TO B OXOTHUYM
JYK, TO B My3bIKQJIbHBIN POT, TO B CTPAHHBIN
cUMOMO03 ueloBeKa M JepeBa, CUMBOJIN3H-
pysi aTpuOyTHl apXandecKuX BPEMEH Kyilb-
Typbl. BusyanbHblii psig Ha OOJIBIIOM SKpa-
He (BUICOXyNOKHUK . KBUHH) BIieuatTiiser
JTUHAMHUKON OECIpeIMETHBIX KOMITO3HUIIUH,
UTpoil miacTuyeckux (Hopm, OCTaBISIOLUIUX
ayUTOPUH TOJHYIO CBOOOIY acCOLMAIUIA.

Counnenne H. IlomoBa, BBIIIOTHEHHOE
1o OoJbLIEH YacTU B COHOPHOM CTHJIMCTH-
K€, MPEACTABIsAET MPUUYUIMBBIN KOJIJIAXK
3BYKOBBIX 3HAKOB, OTCHUIAIOIINX, [10 MBICIIH
aBTOpa, K JIETEHJApHBIM SBJICHUSM JpPEB-
Hel ucropun. Bo3uukaromuii 06pas apxau-
KM Jal€K OT UCTOPUYECKON MPEIMETHOCTH
Apkanma. OpHako 3TO HE uyucToe (haHTa-
3upoBanue. CBOOOAHBIN TONET (haHTa3UU
KOMIIO3UTOpPa BMECTE C TEM COXPAHSET
B MApTUTYpE JIeCTBA JIMHUU CBSI3E€U C UCTO-
PHUYECKON CTaApUHOM.

Acconmanum poxaarTcs OT 3THOIpa-
(uyecku onpeaenEHHbIX UCTOKOB: MJIACTH-
KU SI3BIYECKHUX OOPSA0B, SIEMEHTOB KOCTIO-
MOB (TOJIOBHOH YOOP-MOHHCTO y <GKPHIIBI)
U Jp.), crneuuUuyHOro 3By4aHusi KyObi3a U
Kypas, kotopsie H. ITonos, ypoxenen bar-
KOPTOCTaHa, BKIIIOUWJ B 3BYKOBYIO Iap-
tutTypy. Ilo cioBam camoro aBTopa, Kypau
SBIISIETCS €r0 JIIOOMMBIM HHCTPYMEHTOM,
CBOUM T'0JI0COM Kak ObI MOIOLIUM O JIOXPH-
cTtuaHcko npeBHoctu [7, c. 11]. K atomy
cienyer N100aBUTh PUTMUYECKHUE PUCYHKH
I1aMaHCKoro OyOHa B >KMBOH WIpe COJIH-
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CTa-MEPKyCCUOHUCTA, COMPOBOKIAKOIIEH
BCE eicTBO. B BOKaJbHBIX MapTUsX yda-
CTBYIOILIEH B ITPEICTABIICHUU NIEBULIBI Maiin
banamoBoii oT4€TIMBa MENOAMKA PYCCKHUX
TPaIUIIMOHHBIX TecHoneHu. B ¢unane
OHa HCHOJHAET «Thl B30MIM-KA, B3OM]IH,
COJIHIIE KPACHOE)» — IIMPOKO U3BECTHYIO Ha-
ponHyro necHrwo. He ciyuyaliHO My3bIKOBE[
B. H. XononoBa yTBEpXIaeT, 4YTO «Cpeau
counHenuii Ilomosa 3TOT OaneT BBLIEIWICS
HapOUYUTHIM (DOJTBKIOPHBIM YKIOHOM» [TaM
xKe, ¢. 35].

B mammwm 3amaun He BXOAUT 0OCTOSITEIb-
HbI aHAJIW3 MY3BIKaJIbHON CTPYKTYpBI
Mpe/ICTaBICHHBIX OaneToB. B KOHTEKCTe
TeMbl Ba)XHEE OTMETUTh YEPThl, BHYTPEH-
HE POJHAIIME 3TH CTOJIb Pa3HbIE MPOMU3-
BEJICHUS, CO3/IaHHbIE OE3yCIOBHO OYEHb
TAQJIAaHTJIUBBIMUA ~ MY3bIKAHTAMH, KaXIbIH
U3 KOTOpBIX 00JagaeT COOCTBEHHBIM HeE-
IIOBTOPUMBIM TBOpPYECKUM IMouepkoMm. Te-
MATUKO-CTHJIMICTUYECKUM  aHAIU3 IIpea-
CTaBJICHHBIX TEKCTOB ITO3BOJISIET CJIENATh
CJIEIYIOILIUE BBIBOBI:

1. B coBpeMeHHOI My3bIKaIbHON KYJIb-
Type Bc€ Oosiee BaXKHBIM CTaHOBUTCS 00pa-
LIEHUE K TEMaM UCTOPHUUYECKOTO MPOIILIOTO,
COTIOCTAaBUMBIM C CybOaMH KOHKPETHOTO
pernonHa. Ilpu 3TOM aBTOpPBI MPOSBISIOT
0CcOOBIil HHTEpEC K peabHbIM MaMsITHUKAM
KYJIBTYPbl W WCTOPHUM, CBHUJIETEIbCTBYIO-
UM 00 MCTOPUYECKHU HaNEKUX, apXaude-
CKMX BPEMEHAaX M CBSI3aHHBIM C KOPHEBBI-
MU, TITyOMHHBIMH UCTOKaMU PErHOHAIBLHOM
WJICHTUYHOCTH.

2. B kadectBe momoOHBIX apTedakToB
n30HuparoTcss OOBEKTHI, UMEIIIHE CyIIle-
CTBEHHOE HAyYHO-UCTOPUYECKOE 3HAYe-
HHE, HO MOPOKIAOIINE MTPOLECCHl COLNO-
KYJIBTYpHOU MU(OJIOTU3AINH B PA3IUYHBIX
BapuaHTax. JTO JejaeT apredakt He mpo-
CTO U3BECTHBIM M 3HAYUMBIM JJISI IIUPOKOU
ayIUTOPUH, HO BBI3BIBAIOLIMM WHTEHCHUB-
HbIE€ NEPEKUBAHUSA UCTOPUUYECKUX KOJUIH-
3ui. TeM caMbIM peub HAET HE CTOJBKO
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0 HAy4YHO-MCTOPUYECKOM, CKOJIBKO O Jie-
reHgapHoM mpoioM peruona. s FOx-
HOTO Ypaja TakuM apTe(aKkToM BBICTYIAeT
Apxanm.

3. D10 0OCTOATENHCTBO OTKPHIBAET IPO-
CTOp HJsl CMEINbIX, KPEaTWBHBIX ITOMCKOB
KOMITO3UTOPOB M aBTOPOB JUOPETTO, HC-
NOJB3YIOIUX B XYI0KECTBEHHOM  perlle-
HUM CJIOKHBIE COYETAHHS TPaIUIIMOHHBIX
(BIJI0TH 710 (POTBKIIOPHBIX) M CAMBIX COBpE-
MEHHBIX CTHJIMCTUK, TEXHUK U BBIPA3UTEIb-
HBIX CPEJICTB.

4. Bmecte ¢ TeM B NMPOU3BEICHUSNX OT-
YETIIMBO MPOSBISIETCA CTPEMJICHHE K HC-
NOJb30BAHUIO MaTepUaaoB, HEMOCPE-
CTBEHHO CBSI3aHHBIX C HCTOPUYECKUM
NPOIUIBIM M TPHUAAIIINX MY3BbIKAITEHOMY
TEKCTY HEKYI0 JOCTOBEPHOCTh. JTO HEO-
donbkiaopHbie MOTHBHI Yy JI. UcMmarunosoii,
BapHaTHBHAsI peuHTEprpeTanus HoIbKIop-

HOM MEJOAMKU B CIOXHOM CHUMQOHH3ME
T. lkepOuHOM, MpsIMOE BKIFOUCHHE HAPOJ-
Hou necHu B counHenue H. [Tonoga.

5. Tako¥ MoOAXOJ K CTUJIUCTHUKE MY3bI-
KOCJIOKEHUSI TO3BOJISIET BOIUIOTUTH TEMY,
TaK WIM WHAYE MPEJCTABICHHYIO B Ipoa-
HaJIM3UPOBAHHBIX TMPOU3BEACHUSIX — TIPO-
O7eMy COOTHOIIEHUSI W B3aUMOJICHCTBUS
COBPEMEHHOM KyIbTYpbl U €€ JPEeBHUX
HCTOKOB, TO €CTh MIpOOJeMy KyJbTypHOMH
MaMsITH.

6. My3bIKallbHbIE MPOU3BEACHUS, IO-
CBSLLIEHHBIE TEMaM JIET€HJAPHOIO MPOIIIIO-
ro, BKJIFOUAIOTCS B KYJIBTYPHOE CO3HAHUE
KUTEJIEH pEruoHa, IO3BOJIASI HE TOJBKO
IIOMHHUTh, HO W Y€pe3 BOCHPUATHE XyIO-
KECTBEHHBIX 00pa30B MEPEKUTh UYBCTBA,
coliepKaHUE KYJIbTYPHBIX IEHHOCTEH UX
JIETeHJapHBIX HUCTOPHUYECKUX MpeslIe-
CTBEHHHKOB.

< AUTEPATYPA (<>

1. Tamunal. C. O6pa3 Kypas Kak 3MOJIeMa HaIMOHAIBHOTO B OAIIKUPCKOM PO eCCHOHATBHOM
Mmy3bike // Barangam. 2017. Ne 10 (253). C. 192-206.

2. JluBakoBa H. A. My3bIKaqbHO-3BYKOBBIE XapaKTEPUCTHKH XyJIOKECTBEHHOTO 00pasa
KaK MHCTPYMEHT aHaju3a KyasTypHoro nannmadra // BectHuk TomMckoro rocynapcTBEHHOTO

yHuBepcuteta. 2012. Ne 354. C. 59-65.

3. Kamunuckas E. A. CoBpeMeHHBIH My3bIKQIbHBIA (DONBKIOPU3M B aKTyaJlH3aluu
TPaAUIIMOHHOTO (hoNBKIIOpa: (YHKIMOHATBHBIA acrekT MpoOieMbl // BecTHUK ClIaBSHCKUX

kyaberyp. 2018. T. 48. C. 76-82.
4. JlaBpenoBa O. A. Crparerun

«MPOYTEHMs» TEKCTa KyJabTypHOro naHamadra //

Onucremonorus & punocodus nayku. 2009. T. XXII. Ne 4. C. 123-141.
5. TIonosuiok WM. A. baner «Apkaum»: Tpagullid M COBPEMEHHOCTb // My3bIKanbHas

akagemus. 2006. Ne 4. C. 38-41.

6. Conosnes Y. B. K mpobneme 3ByKOBOil CEMAaHTUKH TPAAUIIMOHHBIX CAAMCKUX MY3bIKaJIbHBIX
uHCTpYMeHTOB // IIpobnemsbl My3bikanbHOM Hayku / Music Scholarship. 2020. Ne 1. C. 70-80.

DOI: 10.33779/2587-6341.2020.1.070-080.

7. Xonomnosa B. H. Komno3urop Hukonaii [Tonos. M.: Ansrekc, 2019. 52 c.
8. IHakupoB C. M. Apkaum Kak TpaHCMeIHanbHbIN 00pa3 // TopuzoHTsl nuBrM3anuu. 2017.

Ne 8. C. 279-290.

9. Ilkepbuna Taresina FOpbeBHa: TBOpueckuii moprpet / coct. T. H. Moxkogas, 1O. b. Pa3una,
E. U. Tunrraesa, T. M. Cunenkas. Yensouunck: UI'MK, 2019. 117 c.

10. Kaul A. Music on the Edge: Busking at the Cliffs of Moher and the Commodification of
a Musical Landscape // Tourist Studies. 2014. Vol. 14 (1), pp. 30-47.



Gre~ My3b||<a B CMCTEME KYADbTYpPbI 202'],2

11. Till R. Songs of the Stones: An Investigation into the Acoustic Culture of Stonehenge //
Journal of the International Association for the Study of Popular Music. 2010. Vol. 1. No. 2. URL:
https://www.academia.edu/16712956/Songs of the Stones an_investigation into_the musical history and culture of Stonehenge

12. Wolf-Light I. How do Musical Instruments Reflect Aspects of the Culture in which They
are Used? // Academia.edu. URL:
https://www.academia.edu/8689994/How_do musical instruments reflect aspects of the culture in which they are used

(15.04.2021).

06 asmopax:

CoxoBukoB Cepreii CTenanoBu4, KaHIUAAT EJarorHYeCKUX HayK, TOLEHT Kadeapsl
KyJIbTYpPOJIOTUM M COLMOJOrUM, YenssOMHCKUN TOCYIapCTBEHHBIM HHCTUTYT KYJIBTYpbI
(454091, r. Yensabunck, Poccus), ORCID: 0000-0002-2151-2684, sokovik49@mail.ru

Kamunckas Enena Anb6epToBHA, JOKTOP KYJBTYPOJIOTHH, KAHIUIAT MEIarorundyeCcKux
HayK, mpodeccop Kadeapsl peKUCCYphl TeaTpaTu30BaHHBIX MPEICTABICHUN U MPA3THUKOB,
Nuctutyt coBpemennoro uckyccrpa (121357, r. Mocksa, Poccusi),

ORCID: 0000-0003-0529-0601, kaminskayae@mail.ru

< REFERENCES (<>

1. Galina G. S. Obraz kuraya kak emblema natsional'nogo v bashkirskoy professional'noy
muzyke [The Image of the Kurai as an Emblem of the National Element in Bashkir Professional
Music]. Vatandash [Vatandash]. 2017. No. 10 (253), pp. 192-206.

2. Divakova N. A. Muzykal'no-zvukovye kharakteristiki khudozhestvennogo obraza kak
instrument analiza kul'turnogo landshafta [The Musical and Sound Characteristics of an Artistic
Image as a Tool for Analyzing the Cultural Landscape]. Vestnik Tomskogo gosudarstvennogo
universiteta [ Tomsk State University Journal)]. 2012. No. 354, pp. 59-65.

3. Kaminskaya E. A. Sovremennyy muzykal'nyy fol'klorizm v aktualizatsii traditsionnogo
fol'klora: funktsional'nyy aspekt problemy [Contemporary Musical Folklore Studies in the
Actualization of Traditional Folklore: The Functional Aspect of the Issue]. Vestnik slavyanskikh
kul'tur [Bulletin of Slavic Cultures]. 2018. Vol. 48, pp. 76-82.

4. Lavrenova O. A. Strategii «prochteniya» teksta kul'turnogo landshafta [Strategies for
“Reading” the Text of the Cultural Landscape]. Epistemologiya & filosofiya nauki [Epistemology
& Philosophy of Scholarship]. 2009. Vol. 22. No. 4, pp. 123-141.

5. Polovyanyuk I. A. Balet «Arkaimy: traditsii i sovremennost' [ The “Arkaim” Ballet: Tradition
and Modernity]. Muzykal'naya akademiya [Musical Academy]. 2006. No. 4, pp. 38-41.

6. Soloviev I. V. K probleme zvukovoy semantiki traditsionnykh saamskikh muzykal'nykh
instrumentov [Concerning the Issue of Sonic Semantics of Traditional Saami Musical Instruments].
Problemy muzykal'noj nauki / Music Scholarship. 2020. No. 1, pp. 70-80.

DOI: 10.33779/2587-6341.2020.1.070-080.

7. Kholopova V. N. Kompozitor Nikolay Popov [Composer Nikolai Popov]. Moscow: Al'teks,
2019. 52 p.

8. Shakirov S. M. Arkaim kak transmedial'nyy obraz [Arkaim as a Trans-Medial Image].
Gorizonty tsivilizatsii [The Horizons of Civilization]. 2017. No. 8, pp. 279-290.

76



2021,2 Music in the System of Culture 0

9. Shkerbina Tat'vana Yur'evna: tvorcheskiy portret [Shkerbina Tatiana Yurievna: Artistic
Portrait]. Comp. by T. N. Mokovaya, Yu. B. Razina, E. I. Tingaeva, T. M. Sinetskaya. Chelyabinsk:
Chelyabinsk State Institute of Culture, 2019. 117 p.

10. Kaul A. Music on the Edge: Busking at the Cliffs of Moher and the Commodification of a
Musical Landscape. Tourist Studies. 2014. Vol. 14 (1), pp. 30-47.

11. Till R. Songs of the Stones: An Investigation into the Acoustic Culture of Stonehenge.
Journal of the International Association for the Study of Popular Music. 2010. Vol. 1. No. 2. URL:
https://www.academia.edu/16712956/Songs of the Stones an investigation into the musical history and culture of Stonehenge
(15.04.2021).

12. Wolf-Light I. How do Musical Instruments Reflect Aspects of the Culture in which They
are Used? Academia.edu. URL:
https://www.academia.edu/8689994/How_do musical instruments reflect aspects of the culture in which they are used
(15.04.2021).

About authors:

Sergei S. Sokovikov, Ph.D. (Pedagogy), Associate Professor at the Department
of Cultural Studies and Sociology, Chelyabinsk State Institute of Culture (454091,
Chelyabinsk, Russia), ORCID: 0000-0002-2151-2684, sokovik49@mail.ru

Elena A. Kaminskaya, Dr.Sci. (Culturology), Ph.D. (Pedagogy), Professor at the

Department of Directing Theatrical Performances and Holidays, Institute of Modern Art
(121357, Moscow, Russia), ORCID: 0000-0003-0529-0601, kaminskayae@mail.ru

&P

77



Gre~_ My3bika B CUCTeMe KYAbTYypbhl 2021,2
ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2021.2.078-085
YIK 78.01

A.T. POCCHHCKMHM, K. B. POJIUH,
0. C. MUXAWMJIOBA, E. A. POCCUHCKASI

Anmatickuu eocyoapcmeentulil yHusepcumem, 2. bapnayn, Poccus
Mockoeckas eocyoapcmeennas koucepsamopus umenu I1. U. Yaiikosckoeo
Mockogckuti nedazoeuieckuti 20cy0apCcmeeH bl YHUgepcumem
2. Mockesa, Poccus
ORCID: 0000-0003-2326-3148, cello42@mail.ru
ORCID: 0000-0001-5229-685X, k_rodin@rambler.ru
ORCID: 0000-0001-5391-8032, argentum-ol@mail.ru
ORCID: 0000-0001-7723-2983, erossinskaya@yandex.ru

My3bikaAbHast )KM3Hb TPAHCTPAHUYHOIO AATas
KaK BblpakeHHMe YHUBEPCaAbHbIX AYXOBHbIX LLEHHOCTEM

[IpenmeToM ucciaenoBaHus B MPEICTABICHHON CTaTbhe CcTajla My3bIKaJIbHAs KylbTypa Aunras,
KOTOpasi 3a CTOJIETHE CBOEH HCTOPUH CMOTYIA 3aHSTh BAXKHOE MECTO B IMAJIOTE KYJIBTY P CONPeIeIbHBIX
cTpaH. Ha mupokoM HCTOpUYECKOM Marepualie paccMaTpuBaercs (OpMUPOBAHHUE MY3BIKAJIbHOM
KyJIbTYpbl ANTasi B NIyOOKOM OPraHUYEeCKOM €IHHCTBE €BPOIEHCKON, pyccKoil M (hONBKIOPHOI
KyJBTYpbl HApOAOB, Hacelsomux kpad. M3ydaercs u mpoliecc moucka cBoei HIeHTU(UKALUY.
Cy1iecTBeHHOE MECTO aBTOPBI OTBOJAT aHAIHU3Y (POPMUPOBAHUS KYJIBTYPHON CPEIbI B POCCUHUCKUX
peruoHax, TIJA€ CpeICTBAaMH MY3bIKaJbHOTO HCKYCCTBAa JIIOAU PAa3HBIX HAIMOHAIBHOCTEH U
BEPOKMCIIOBEIOBAaHMUS COOMPAIOTCS B CTOJIb HEOOXOAMMYIO MJIsi CETOTHSIIHEH IUBUIN3AIUN
oOmiHocTh. PaccMaTpuBaloTcss mpuMeEpbl  MEXKYIBTYpPHOTO  B3aUMOJCHCTBHUSL  CPEICTBAMHU
MY3bIKM MEXKIY AJTaeM U CONpPENEIbHBIMU TOCyJapCTBaMH, YTO YCHUJIMBAEeT €ro 3HaYeHHE Kak
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KOJUIEKTHBOB. AHAIM3UPYETCs] TacTpOJibHAs ESTeIbHOCTh MMEHHUTHIX MY3BIKAHTOB, KOTOpas
CIOCOOCTBOBaNIa POCTY KYJIBTYPHBIX 3alpOCOB CIylIaTeNell M KaK CJIEICTBUE — TOBBIIICHUIO
MHTEpeca K COOCTBEHHBIM HCTIOTHUTEISIM.

C yuétoM MHPOBOTO KpH3HUCa, CBSI3aHHOTO C MaHJEMHEH, aBTOpPhl OOpallaloT BHUMAaHHUE Ha
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YTO CTPEMJIEHHE K BBICOKUM TYyXOBHBIM IEHHOCTAM 3aJI0)KEHO B F€HETHUYECKOM KOJIE YeJIOBEKa,
U 3TO B CBOIO Oue€pe/lb MOXET CHOCOOCTBOBAaTh CMSTYCHHIO MEXAYHAPOAHON KOH(PPOHTAIUU
C TIOMOIIBIO Pa3BUBAIOIIETOCS AHANIOra KyJIbTYP.
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The Musical Life of Transboundary Altai as an Expression
of Universal Spiritual Values in the Contemporary Dialogue of Cultures

The object of research in the presented article is the musical culture of the Altai, which during
the course of the century was able to take an important position in the dialogue of cultures of
adjacently situated countries. On the basis of a wide range of historical material, examination is
made of the formation of the musical culture of the Altai as existing in the deep organic unity of
the European and Russian cultures and the folklore culture of the peoples inhabiting the region.
The process of the search for its identification is studied. A substantial position is left by the
authors to the analysis of formation of cultural milieu in the Russian regions where through the
means of the musical art people of different nationalities and faiths have gathered together into an
intercommunity, which is so indispensable for the present-day civilization. Examples are given of
cross-cultural interaction by musical means between the Altai and the adjacently situated regions,
which solidifies its significance as a transboundary region. Examples are shown of the rise of
authority of the musical culture of the Altai, as demonstrated by the achievements of composers,
performers and directors of well-known musical ensembles. Analysis is presented of the touring
activities of well-known musicians which was conducive to the rise of cultural demands of the
listeners and as a consequence — to the rise of interest in the local performers.

In consideration of the world crisis caused by the pandemic, the authors draw their attention
towards certain optimistic prospects in the domain of the art of music, presuming that the aspiration
towards high spiritual values is ingrained in the human being’s genetic code, and this, in its turn,
may lead to an alleviation of international confrontations by means of the continually developing
dialogue between different cultures.

Keywords: transboundary Altai, musical art of the Altai, Russia between West and East, dialogue
of cultures.
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YECKYI0 CUTYallMI0, U B TOM YMCJIE  YeJOBEKOM Xaoca» [2, c. 7]. M3 Hero moka

B JYXOBHOM KM3HU, MOXKHO COIJIa-  MHUPOBAas [IMBUIM3ALMS BbIXOJA HE HAXOAMUT
CUTBHCSI C aBTOpaMHU M3BECTHOM MOHOIpa- M, Ha Hall B3IV, BCE Oosiee morpyskaercs
buu A.B.HBanoBeiM, U.B.®otuepoil, B m00adbHBII NOJUTUYECKUN, IKOHOMUYE-
M. IO. lllnInHBIM U ONPENENUTH €€, KaK  CKHUU U TyXOBHBIM KPU3HCHI.

O LIEHUBAas COBPEMEHHYIO HCTOPHU- UK aHTPONOIE€HHOTO, T. €. MOPOXKAEHHOTO
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He paccmatpuBast Bce COCTaBIISIONINE ITO-
0 CUCTEMHOIO SIBJICHHUS, BCJCH 33 MHOTHMU
¢mnocodamu, ya€HBIMHA CaMbIX pa3HBIX Ha-
NpaBJIEeHUH, MYy3bIKAHTAMH, OCTAHOBUMCS Ha
pONU KYJBTYPhI U MCKYCCTBAa M TEX 3ajladax,
KOTOpbIE pemana u pemaer Poccust B cTpou-
TEJILCTBE HOBBIX (JOPM COTPYTHHYESCTBA HAPO-
0B Mupa. CeroiHsi MOXKHO C YBEPEHHOCTHIO
KOHCTaTUpOBaTh, YTO PyCCKasl KyJabTypa CTa-
HOBUTCSI MPUTSHDKEHUEM JJII MHOTHX MallbIX
HapoJIOB, MOCKOJBbKY 4Yepe3 He€ MPOMCXOIUT
MPHOOIIICHHE K MUPOBOW IIMBIITA3AITNH.

Ecnmu oOpartuThecst K HaCIEIUIO aKajeMHU-
ka JI. C. Jluxau€Ba, T0 B HEM MOXKHO HANTH
YOUBUTENBHBIA B3I Ha TOT XaocC, KOTO-
pBIi OCTPO OILIyIIAETCS B TOCJIEIHEE BpEMS.
OH mmcall, 4To «Korja 0oJib OT Xaoca CTaHO-
BHJIACh OCOOCHHO 3aTSHKHOM, JIUTEIBLHOM,
a TOMNBITKU YNOPSAOYMBAHUS HE MPUBOIUIN
K 3aMETHBIM pe3yJibTaTaM, BO3HHKaja IIO-
TpeOHOCTH OCBOOOIUTH Xa0C, 1aTh €My BOJIIO
Ha HEeKoTopoe BpeMs» [5, c¢. 10]. Dta Ha nep-
BBIW B3MJISI/ TTapaJioKcaibHasi MBICIIb B OTIPe-
NENEHHON Mepe MPEeACTaBIACT COO0W HOBBIM
KOHIIENTYaJbHbIN MOAX0J K TOHUMAaHUIO 3a-
Jlad MCKyCcCTBa B HOBOM nuBuim3anuu XXI
Beka. [lo muennro /. C. JIuxauéra, oOHapy-
KEHHUE Xa0ca YK€ BbI3bIBAET HEOOXOAUMOCTh
HEPaBHOAYIITHBIX JIFOJICH BHECTH B HETO yIIO-
PAIOYCHHOCTD, MOMPABUTH CYIIECTBYIOIIYIO
cHUCTEMY TyXOBHBIX IIeHHOcTeH. 1 3neck Poc-
CHsl, KaK M Ha IPOTSDKEHUHU MPAKTHYECKU BCEH
CBOEH MCTOPUH, BHOBb CTOUT TIEPE]T BHIOOPOM
HaIPaBJICHUS JIBHXKEHHSI B PACKOJIOTOM MEXK-
ny 3anagoMm 1 Boctokom Mupe.

Uctopuss Poccum Bcerma Obuta cBs3a-
Ha C ITOMCKOM COOCTBEHHOW HMICHTUYHOCTH.
B cnoxHeHIIMX KaTakIM3Max JII0XU Halla
CTpaHa yBEPEHHO KOHCOJIIMJIUPYETCS B CUCTE-
M€ BOCTOYHO-E€BPOINEHCKON TMOJMUTHUKH, TIJIe
el IPUXOAUTCS OBITh MOCEPEIUHE MPAKTHYC-
CKM JIByX nuBuim3auui. Ilepsas n3 Hux, kak
OTMEUaIOT TMPaBOCIABHBIC HCCIEAOBATENN
I 1. KonnacoB u B. A. OnbpxoBoii, «OCHOBa-
Ha HAa PBIHKEC W HM3BJICYCHUM MaKCHMaJbHOU
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npuObuH, BTOpas Ha Bepe B bora-tBOpia u
Ero JItoOBu. CoequHUTh 3TH JBE IIUBUIIH3A-
MU B OJJHY B KOHEYHOM CYETE HE MOTydaeT-
Csl, U IPKUM MPHUMEPOM YErO SBJISETCS 3ama-
nenckas EBpomay [3].

B KoHTekcTe cka3aHHOTO OCOOYyIO aKTy-
aIIbHOCTh TPUOOPETAIOT CJIO0Ba HM3BECTHOTO
¢unocoda A. B. NBanoBa, mryOoko paspa-
0aTHIBAIOIIETO TEMY CTPOUTEIHCTBA TyXOB-
HO-JKOJOTHYECKON IUBUIN3AMU X XI Beka.
YuéHblil OTMEYal, YTO «ECJIU PaHbIIE HAPO/I
Poccuu nBurancs Ha BocTok, a BiacTh yaiie
cMoTpena Ha 3amaji, TO TeHepb Mopa BCEM
MUpOM 00paTuTh JUK K Poccun Asmarckoii,
O0COOEHHO B YCTIOBHSX YCYTyOJSIFOIIETO TJIO-
0aTbHOTO MHUPOBOTO KPH3HCA, KOTIa MMEHHO
“ncxon k BocToky” MOXET 0Ka3arbcs Criacu-
TEIHHBIM HE TOJBKO JJIA HAC, HO W IIJISl MHO-
TUX CTpaH U HapoaoB» [1, c. 362 |.

B 0003HaueHHOM JBMKEHUH OOJIBIIYIO
POJIb UTPAIOT CIIOKHBIIUECS JTyXOBHBIC IICH-
Tpel B Poccum, koTopeie ucropuuecku ¢op-
MHUPOBAJIA BOKpPYT Ce0sl KYIBTYPHYIO Cpeny,
cobupasi B OOIIHOCTh JIFOEH CaMbIX Pa3HBIX
HallMOHAJIBHOCTE U BEPOUCIOBEAAHUM.
B uucne TakoBhIX Ha30BEM JIMILL HEKOTOpHIE
KpYITHBIE CAMOOBITHBIE PETHOHBI — bamkopTo-
craH, Tarapcran, Yeuns, /larecran, uryme-
usi, Kanmbikusi, 1 koHeuHo, Antail. BaxHoe
MECTO B OCYILIECTBIICHUH YTOW MCTOPUYECKON
MHUCCHHM WIPAaeT MY3bIKaJIbHOE MCKYCCTBO,
KOTOpOE, M0 MBICIU JPEBHEKUTANCKOTO (Hu-
nocoda CroHb-1[3b1, «...ITTyOOKO MPOHUKAET
B CO3HAHHUE YEJOBEKa, OBICTPO H3MEHSET
ero...» [6, c. 90].

My3bIKalbHOE HCKYCCTBO AJITas WMeEeT
naBHIO uctoputo. Omyckas JIpeBHee uc-
KYCCTBO TIOPKOSI3bIYHBIX HaponoB HOxxHOM
Cubupu, KOTOpO€ OTKPHIBAIOT I HAC W3-
BECTHbIE Yy4€Hble-(ponbkiIopuctel HoBocu-
6upckoii koncepsaropuu H. M. Konaparsesa
u. I. b. Ceruenxo [4], oOparumMcst K Ki1accu-
YEeCKOMY MY3bIKaJIbHOMY HCKYyCCTBY AuiTas,
KOTOpOE€ YBEpPEHHO C(OpMHpOBAIOCH K Ha-
yany XX Beka. Tak, B 1917 rony B bapnayne
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Obl1a oTkpbiTa Haponnas koHcepBaropus, a
TaKXke Co34aH0 My3bIKajlbHOE OOLIECTBO.
CrnenyeT 3aMeTHUTh, YTO HOCIEPEBOIIOLNOH-
Hasl BIACTh OBICTPO OCO3HANA POJIb KYJIBTYPHI
B CTPOMTEIHCTBE HOBOTO OOILECTBA, U JIaXKe
cAenajga MCKYCCTBO CYIIECTBEHHOM YacCThIO
napTuiiHoOM wmaeonmornu. HeoOxoammo Ha-
3BaTh IOMCTUHE BEJIMKUX JIE€ATENICd MY3bl-
KaJIbHOTO HCKYCCTBAa COBETCKOTO BPEMEHHU,
KOTOpbIE, MOJNb3YSACh 10 HEOOXOJUMOCTH
NapTUMHBIMU JIO3YHIAMH U CaMU HAXOJsCh B
NapTUMHOW HOMEHKJIAType, CMOINIM AKTUBHO
COJIEIICTBOBATH, B MEPY CBOMX CHJI U BO3MOX-
HOCTEeH, OPMUPOBAHUIO BEPILIUH COBETCKOTO
VICKYCCTBa, AKTUBU3AI[UN BCEH MY3bIKAIBHON
xu3HU cTpanbl. Cpenu Hux b. B. Acadnbes,
. b. Kabanesckuii, 1. . ComnepTuHCKuUi,
A. H. Coxop u np. Bo3spamasics k Anraro, OT-
METHUM, 4TO 37iech yke B 1920 roxy B baphay-
e ObLIa OTKpBITA NepBas Ha Teppuropun Cu-
6upu u Jlansaero BocToka rocynapcTBenHas
My3bIKaJIbHasl MIKOJIa. bosbInyto ponb B cTpo-
UTEIbCTBE MY3bIKAJbHOM KYJIBTYpPbI, KOTO-
pasi coeMHUIIA EBPONIECHCKUM ITyTh Pa3BUTHUSA
C OMopoi Ha MECTHBIA (HOIBKIIOP, CHITPai
HENbIA Psifi SHTY3MACTOB-JIIOOUTENEH, MMe-
Ha KOTOPBIX CETOAHS JOCTATOYHO M3BECTHHI.
Cpenu HEX 0co00e MecTo 3aHUMaeT mpodec-
CHUOHAJbHBIM KOMIIO3UTOP M MY3bIKAJIbHBIN
nesarens AHApeil AHOXUH, KOTOpbId B 1922
rofy JAaxe ObUT YJICHOM-KOPPECHOHACHTOM
AH CCCP [7, ¢ 10]. Ero nepy npuHauie-
JKUT PSAJT U3BECTHBIX COUMHEHUI, B TOM YHCIIE
OpPKECTPOBBIE CIOUTHI «XaH-AunTail» u «Ip-
nuH-XaH». 3aMeTHBIA BKJIaa B (popmupoBa-
HUE MHOTOHAIMOHAJIBHON KyIbTypbl AnTas
BHEC U IUIEMSIHHUK AHJpest AHOXMHA, MYy3bl-
KOBEJI, KOMIIO3UTOP U MY3bIKAJIbHBIN JEATEIb
Adanacuit Anoxus. [IpumedarenbHo, 4TO U
LEHTpaJibHasl BJIAacThb AaKTUBHO Yy4yacTBOBaJIa
B CTPOMTENIbCTBE MY3BIKAJIbHON KYJIBTYpPbI
pervoHa. 31ech BHICTyNaIHN KPYIHEUIIINE HC-
NOJIHUTENN CTpaHbl: nuanuctel HO. bpromi-
k0B, J. ['unensc, ckpunau /. Olictpax, BUO-
nonuenuctsl 1. Hladpan u M. Poctponosuu,
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xomnozutop u aupmxke€p W. [lyHaeBckwuil.
B 1943 rony B bapnayne BeicTynui cumgo-
HUYeCcKui opkecTp JleHWHTrpaackoit ¢umap-
MOHMH 10J1 ynpasiaeHueMm E. MpaBuHckoro.

3a rpaHMIlel HAIIEro HUCCIIEIOBAHUS
OCTaéTcs JPKa30BOE€ HMCKYCCTBO AdTas, Ie
€CTh SIPKUE MY3BIKaHTBI, TBOPYECTBO KOTO-
phIX uMeeT mupokoe mnpusHaHue. Cpenu
HUX W3BECTHBIA JAJEKO 3a MpelejaMu Kpas
N. Omutpues. [IpuBeném HHTEpeCcHBIN pakT
u3 npouworo, xorna B 1942 rogy Ha Antae
COCTOSUIMCH racTpoiu Jka3-opkectpa bCCP
noJ| pykoBozictsoM J. Po3Hepa.

BecbMa mionoTBOpHON B MY3bIKaJIbHOM
XKU3HU AnTast Obuta U ACSITETBHOCTD IIEJIOTO
MOKOJICHUS TPO(eCcCCHOHANBHBIX M CcaMmojie-
ATEJIbHBIX KOMIIO3UTOPOB 110 OCBOEHHUIO €r0
(GOoMBKIIOpHBIX OorarcTB. JTO «AITalcKas
yBepTiopay S. Kaiisika, nepBblii cuOupckuit
Oaner «lllénkoBasi KMCTOUKa» KOMIIO3UTOPA
A. UnpuHa, co3gaHHBIA 10 MOTHBAM ajITai-
CKOW HAapOJHOM CKa3Ku, a TaKKe OpaTropus
wyieHa CK PCOCP B. Ilemusaka «Comnaue An-
Tas», KOTOpas ¢ OOJIBIINM YCIIeXOM Oblila uc-
noJsiHeHa Ha Bbie3iHOM TieHyme CK PCOCP
B 1978 rony. K coxaneHuto, opraHu30BaTh
paboty otnenenus CK PCOCP torna He yna-
JIOCh, U MHOTHE KOMITIO3UTOPbI TOKUHYIU AJl-
Tai, Ipyrue e — MPOCTO 3aMOTHAIH.

BaxabpiM MoMeHTOM B (OPMHUpPOBAHUH
TPAaHCTPAHUYHOM TICUXOJIOTUM BIACTH U KU-
Tesle AJtasi craja OpraHu3alys racTposien
MY3bIKQIBHBIX TearpoB bypstun, Kuprusuwm,
Tysbl, Typkmenun, Kazaxcrana u np. Bmecre
C KJIACCUYECKUM PEINEPTYapOM UCIIONHSUIACH U
MIPOM3BEICHUS HAIIMOHAJIBHBIX KOMITO3UTOPOB.
B uucne TakoBeix — Oaner-oparopus K. Moi-
nabacanoBa «Marepunckoe none» (Kuprusus).

Baxnyto poms B ocBoeHUH (HOIBKIIOP-
HBIX OOraTcTB AJTasi M COMpENeNbHBIX Tep-
pUTOpU cTana JIeATeNIbHOCTh aHCaMOIs
«IlecHOXOpKM» MO PYKOBOACTBOM 3aCiy-
KEHHOTO paboTHHKa KyasTypel PO O. Abpa-
MOBOM, aHcambisi «PycHapu» 1oj; pyKOBOJ-
crBoM HO. Kpamapss u mkazoBoro ancamoms
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AnTalickoro negaroruueckoro YHMBEPCUTETA
«Jlenu bmro3» nox pykosozacteom B. Kpynmbl.
OTH KOJNJIEKTUBBI OOBEXalld JECSITKU CTpaH,
ObUIM yAOCTOEHBl MHOTOYHCJIEHHBIX BBICO-
KHX Harpajg KpymHbIX (pecTUBajei, BaKHBIX
COOBITUHHBIX MEPONPHUITUN U CTaIH BHU3HT-
HOM KapTOukoil opieHoHocHoro Aunras. Pasz-
MBILUTSISE O HOBBIX (DOJIBKIIOPHBIX TEHACHIUSIX
B My3bIKalbHOM ku3HU Anrtag 1960-x rogos,
Mbl OOHAPYKWJIM MHTEPECHBIM B3I HA ITY
npobieMy u3BecTHOro mysbikoBena A. M. Lly-
Kepa, KOTOPBIM, aHAIU3UPYs ITH IPOLECCHI,
CBSI3aJT UX C «OOHOBIICHHEM OOIIeCTBEHHO-TIO-
JMTUYECKOTO KJIMMAara B CTPaHe, OJyYHBIIUM
MIO3TUYECKOE Ha3BaHME “‘orrenenu ». OH OT-
Meyall, 4YTO «CYTh yKa3aHHBIX MPOLIECCOB CO-
CTOsIa B JIBUKEHUH COBETCKOW MACCOBOM My-
3bIKAJIBHOM KyJBTYPBI OT NMpOo(eCCHOHATN3MA
K JIFOOUTENbCTBY, OT HHUBHUYAILHOTO MY3bI-
KaJIbHO-TIOATHYECKOT0 TBOPYECTBA K KOJUIEK-
THUBHOMY, 6e3aBTOpcKoMy» [8, c. 291].

B psngy nmocnenyrommx 3HAKOBBIX COOBI-
TUM B MY3BbIKAJIbHOW >KM3HU AJITasi ClENyeT
Ha3BaTh racTpoiu apTucToB u3 Muauu B 1987
rojly, KOTOpbI€ NMPOXOAUIU B paMKax (ecTu-
Basisa Munnu B CCCP, a Takxke ractpoJibHbIe
BBICTYIUICHUSI M3BECTHOM SIIOHCKOW CKpH-
nauku Casixu Hlomxu, KUTaiickoro NMaHucTa
Byi1 Konr 31ou, ob6yuasmierocs B HoBocubup-
CKOM KOHCEPBATOPHH.

Takass mIOAOTBOpHA U pa3HOOOpa3Has
My3bIKaJIbHas KU3Hb AJITas, B TOM YHUCIE U
KPYIHBIX Tpo(heCCHOHATBHBIX KOJUICKTHBOB,
CIOCOOCTBOBaIa POCTY €ro aBTOPUTETA, NpH-
3HAHUIO BAKHOW POJM Kpas B My3bIKAJIbHOU
KynbType Poccuu 1 corpeaenbHbIX TOCyIapCeTB.

Crnenyer 3aMeTHTh, YTO Ha O0O3pUMOM
MPOTSHKEHUH COBETCKOM M POCCUHCKOW HCTO-
pum BiIacTu HeOoraroro Anrtasi paccMaTpuBa-
JIM €TO KyJBTYpY B UMCIIE IPUOPUTETOB CBOEH
nonmutuku. Bo Bpemena CCCP nnsa neareneit
KyJIBTYpbl M HCKYCCTBAa CTPOMJIHCH Onaroy-
CTPOCHHBIE OOLICKHUTHUS, BBIICISINCH KBap-
tupbl. Tak, Tonpko B 1970-e roznpl npouwioro
Beka Ha Anrail mpuexano Oosee 40 BBITyCK-
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HuKoB HoBocuOMpCKOil KOHCEPBATOPHH, KOTO-
PBIM YIQJIOCh PE3KO MHTEHCU(DUIIMPOBATH BCE
IIPOLIECCHI MY3bIKAJIbHOM KA3HU Kpast. YCIIeII-
HO pelIaIuCh U BOIIPOCHI MaTepHaIbHOM 0a3bl
ucKyccTBa. biarogaps takoil nonuTrke Ha Au-
Tae c(hOPMHUPOBATUCH TIEITBIC TIEAATOTUICCKUE
IIKOJIbI, MU3BECTHBIE JAJIEKO 3a €ro Ipejesa-
Mu. CeroznHs Kpail MOXKET TOPAUTHCS COTHSI-
MU JIaypeaToB HUCIOJIHUTEIbCKUX KOHKYPCOB,
apTUCTaMU KPYITHBIX OPKECTPOB MHpa, Mpo-
deccopamMu U TEAaroraMM  My3bIKaJbHBIX
By30B He ToibkO Poccum, HO m IlIBennmapun,
Kananpr, Typuuu, CHIA. Bc€ 310 B 1EIOM
CHOCOOCTBYET POCTY MPECTUKA MY3bIKAJIIbHOM
KynbsTypsl. Tak, Ha AnTae yxe B TpeTuil pas
OyZeT MpOXOnuTh KPYITHBIN MEXITyHapOTHbIH
(decTHBab-KOHKYPC ~MMEHH  BBIIAIOILETO-
¢ Buononuenmcra-negarora 1. W. Ilekkepa,
B KOTOPOM YYacTBYIOT MOJIOJbIE MY3bIKAHTBI
n3 MHoOrux pernoHoB Poccum n Kaszaxcrana.
B 2019 romy mpoxomun M MEXIyHapOIHBIA
(dectuBanp TBopueckoi Mononéxu Poccun n
Mouronun «AnTaii 0e3 rpaHuIp, TJe B YHCIE
nobenuTeneit Op110 14 cTyAeHTOB ANTalCKOTO
rOCY/IapCTBEHHOT'O MY3bIKaJIbHOTO KOJIJIe/Ka
(AntI'MK) u xadenpbl MHCTPYMEHTAIBHOTO
VCTIOJTHATENIBCTBA AJITalICKOTO rOCy1apCTBEH-
Horo yHuBepcureta (Antl'Y).

PocT aBropuTeTa My3bIKaIbHBIX Y4EOHBIX
3aBeJICHUH Kpasi Ha MEKyHApOIHOM YPOBHE
CIOCOOCTBYET MPHUBJICYEHUIO aOUTYPUEHTOB
u3 Ommkaimmx crpad. Tak, B Aarl'Y yuur-
Csl TpyIIa CTyAeHTOB-MY3bIKaHTOB U3 Kutas,
a B AntI' MK 3anumarorcs Monozabie My3bl-
KaHTBI U3 pa3HbIX peruoHoB Poccun, CIIIA u
Ka3axcrana.

MoXHO MpHUBECTHU €€ LENbII s 3aMeT-
HBIX CBEpPUICHUN B MY3BIKAIBHOU KYJIBTYpE
TPAHCTPAaHUYHOTO AJTast, OJHAKO, YTOOBI OT-
BETUTh Ha BONPOC O Xaoce, 3a/laHHOM B Ha-
yajie CTaTbu, HEOOXOAMMO OCTAaHOBUTHCS Ha
psijie cephE3HBIX MPOOIIEM B TyXOBHOU KU3HU
coBpemeHHo Poccun. K kmroueBoil U3 Hux
OTHOCUTCSl OTCYTCTBUE YETKO CPOPMYIUPO-
BaHHOM KOHIICHIIMM HAIMOHAJILHOM HCH,
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0e3 4ero HEMBICIMMO pa3BUTHE HU OJIHOU
cdepbl, B TOM YMCIIE U KyIbTYPHOH, B HallleM
MHOTOHaIlMOHAJILHOM TrocymapcrBe. Ha ce-
TOJIHSAIIHUI JIEHb NTPOBEACHO HEMAJIO pedopM
B CHUCTEME MY3bIKaJIbHOTO O00Opa3oBaHUs, H
B YAaCTHOCTH, IIKOJIBHOIO, OJHAaKO BMECTO
OKUJAEMOI0O  IOJIOKUTEIIBHOTO  pe3yJIbTara,
OHM BbI3BaJIM BOJIHY HETOJIOBAHUS U OTYASTHUS.
B pemennn 310i mpoOIeMbl CyIeCTBEHHBIH
BKJIJ] BHECJIA M3BECTHAs IMMAHUCTKA, IPEIO-
JaBaresib MOCKOBCKOW TOCYyAapCTBEHHOM KOH-
cepsaropuu E. B. Medyetnna, xotopas ¢ rpyI-
NOH EeITUHOMBIIUIEHHHKOB CMOTJIa JTOOUTHCS
NOJJIEpKKU Tipe3uaenTa Poccun B oOnacTtu
pa3BUTHSI HE TOJIBKO MPO(eCcCHOHATHFHOTO MY-
3bIKaJIBHOTO UCKYCCTBA, HO M JTIOOUTEIHCKOTO.

Ha ceromusimamii nens Ha Antae pabora-
10T OoJiee cTa JETCKUX MY3BIKATBHBIX W IIIKOM
UCKyCCTB. HacTb M3 HHUX HAXOAWTCA B OTAA-
JNEHHBIX paliOHAaX Kpas, IN€ 3TU YUYPEKICHUA
KYJBTYpBI OCTAJIUCh €IMHCTBEHHBIMH, a CaMO-
JESITENIbHOE U JIIOOUTEIBCKOE MY3bIKAIbHOE
TBOPYECTBO MEPEKUBAET TPYAHBIE BpEMEHA.
OnHako cneayeT OTMETUTD, YTO IETCKOE MY3bl-
KaJbHOE 0Opa3oBaHME BCE ke Ha AnTae mpo-
JIOJDKAET aKTUBHO Pa3BUBAThCS, B YEM HEMAJIAs
3aciIyra SHTY3HACTOB-IIENAroroB, OTJAFOIINX
CBOIO DHEPIHIO M 3HAHUA JENy HA4aJIbHOIO
BOCIIMTAHUA NoApacTaroniero nokojaeHus. Ce-
PBbE3HBIE YCIIEXH MOKHO OTMETUTH B JIETCKOM

XOpoBOM UcKyccTBe. Tak, B bapHayne ¢ 60ib-
MM YCIIEXOM paboTaeT JETCKUI BOKaIbHBIM
ancamO1b «CeHTAOPHHKI TOJI PyKOBOZICTBOM
N. Tpuuaii, KOTOpbIN BBICTYMAET BO MHOTHX
CTpaHax MHpa, y4acTByeT B KPyHHbIX (pecTu-
BaJISIX, MEXKYHAPOAHBIX KOHKYpCaX.

AHanusupysi MoBeeHUE JIIOJEN B MaH[e-
MHIO, MOXKET IOKAa3aThCsl, YTO YEIOBEYECTBO
HAXOJIUTCS B COCTOSIHUM HEBO3BPATUMOIO JTy-
XOBHOT'O MMAJIEHUS, T1I€ CJIOM KYJIBTYPbl IIPOCTO
Hen30exHoCTh. OTHAKO HECMOTPS. HU HA 4YTO,
B JIIONIAX COXPaHSIOTCA 0a30Bble IyXOBHBIE
LIEHHOCTH: CETrOJHsI BHOBb OTKPBITHIE MOCIHE
KapaHTHHA KOHLIEPTHBIE 3aJIbl CTAJIKUBAIOTCS
¢ TIpo0OIeMOi HEXBAaTKM OHMJIETOB U YKEJTaHHEM
JOZIed cayuiath My3bIKY B KHBOM 3BYYaHHUU.
Takoe e MOJIOKEHUE MOXKHO OTMETUTh U
B Y4eOHBIX 3aBEJICHUAX HCKYCCTBa, IJIe MOJIO-
JIbI€ MY3BIKAHTBl PBYTCS BBICTYNaTh Ha KOH-
LEpTax, CTPEMSTCS MOJAEIUTBCA CO CIyIlaTe-
JIIMU CBOMM MCKYCCTBOM, OITYTUTh HYKHOCTb
cBoeil mpodeccun. Ha Anrtae mpakTHuecku
B [IOJIHOM Mepe OCYLIECTBIIAECTCS raCTPOJIbHAS
NESITEIbHOCTD. BBICTYNar0T MOJIO/BIE, @ TAKKE
UMEHUTBIE MYy3bIKaHThl U3 Poccun n MHOrMX
cTpaH. [{uanor MUpOBBIX KYJIBTYp, HECMOTpS
Ha BCe MOTPSCEHHUs, IPOAOIKAETCS, U, Oe3yc-
JIOBHO, CITIOCOOCTBYET POCTY IIOHUMaHHUS U J10-
BEpUS MEKIY HapOJaMH, YEro TaK HEJOCTAET
COBPEMEHHOM [TUBUJIN3ALINH.

Asmopwl cmamwvu 8vipadicarom 2nyOoKy bnazooaprocms compyonukam 1 ocyoapcmeen-
HO20 My3esi ucmopuu aumepamypsl, uckyccmea u kynomypwvl Anmas U. A. Kopomxosy,
E. B. Oznesoii 3a npedocmasiieHuvle apxughvie Mamepuaibl R0 UCMOPUU MY3bIKATbHOU KY/lb-

mypul Aimatickoeo Kpas.
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Kutaiickas 6ambykoBas doaeitta:
MCTOPHUS U KOHCTPYKTUBHbIE 0COOEHHOCTH

B nmanHOW crarbe oOXapaKTepH30BaHbl OCOOCHHOCTH KHUTAMCKOTO (IEHTOBOrO TBOPUYECTBA
M CIOCOOBI TEXHOJOTHU M3TOTOBJICHHS KHTANCKOW 0amMOykoBO# (hiIeiThl, a TOuHEee — (PICUTHI
«cs0» (7). ABTOp ONMCHIBAET 0COOEHHOCTH KOHCTPYKIMH M MAaTE€PUAJIOB JUIS JaHHBIX (IICHT,
paccka3bpiBaeT MCTOPHIO OJHOTO W3 HAMJPEBHEHIINX MY3bIKATBHBIX HHCTPYMEHTOB, M3BECTHBIX
yejoBevyecTBy. [lokazaHbl MPUYUHBI €€ PAacHPOCTPAHCHHS, U3YYCHHBIC U MPEIIOKEHHBIC
HETIOCPEICTBEHHO aBTOpoM. OOCYKIAar0TCs TPUHIMIBI 3BYKOW3BJICUCHHS, MaHEpa WIPHI,
pa3MyHbIe BapUaHTHI (UICHTHI. ABTOpP paccKas3blBaeT O CUMBOJIMYECKOM U KYJIBTYPHOM 3HAYCHUU
0amOyka B Kutae. OnucpiBaeTcsl 3HAYCHUE M CUMBOJIMKA CaMOW (IICHTHI, MOATBEPIKICHHE YeMY
MBI HaXOJUM B JPEBHUX KUTAHCKUX TEKCTaX, B TO BPEMsI KaK CaMO HUCKYCCTBO (B TOM YHCIE U
(GIIeHTOBOC) TSI KUTAMIIEB ATO — «J1a0, BRIPAXKCHHOE B 4yBCcTBaxX». Ha coBpemeHnHOM dTare B Kurae
HCKYCCTBO MTPhI Ha CSI0 IPUOOPEI0 MACCOBBIN XapakTep. PacTéT TeXHU4eCKuid ypOBEHb COJIBHBIX U
aHCaMOJIEBBIX BAPHAHTOB MY3HUIIMPOBAaHUS Ha 3TOM UHCTpyMeHTe. DIIeHTY HCITOIB3YIOT HE TOIBKO
B TPaJUIIMOHHBIX aHCAMOJISIX, HO U B aBTOPCKOW My3bIKE COBPEMEHHBIX KOMIIO3HTOPOB. B 3TOM
MIPOCTOM MHCTPYMEHTE 3aredyariieHbl OTTOJIOCKH JIPEBHEH MY3bIKAIBHON KyJIbTyphl. BMecTe ¢ Tem
510 OKa3aJlach YAUBUTEIBHO OJNM3KA XyJA0KECTBEHHBIM 3aIPOCaM COBPEMEHHOCTH.

Kiroueble cinoBa: ¢reiita, 0amOykoBast ieiita, U3roToBiIeHHE QIeiThl, KOHCTPYKIMS (IICHTBL,
Kwuraii.
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The Chinese Bamboo Flute: History and Constructive Traits

This article gives a characterization of the specific features of the Chinese art of flute performance
and the methods of manufacturing the Chinese bamboo “Xiao” flute [7]. The author describes
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the specificity of the construction of and materials for this type of flute and recounts the history
of the flute — one of the most ancient musical instruments known to mankind. The reasons for
its broad popularity and dissemination, as researched and defined by the author, are discussed.
The principles of playing this flute, the different manners of performance, as well as the different
versions of the instrument are elaborated. The author recounts about the symbolic and cultural
significance of bamboo in China. The meaning and symbolism of the flute itself are demonstrated,
confirmations of which are cited in ancient Chinese treatises; at the same time art (including the art
of flute playing) for the Chinese is demonstrated as the “Tao expressed in feelings.” At the modern
stage, the art of playing the Xiao flute has acquired a mass character in China. The technical skill
of solo and ensemble varieties of performance on this instrument is greatly accumulating. Not
only traditional ensembles, but also music written by modern composers, make use of the Xiao
flute. The echoes of ancient musical culture are imprinted in the sound of this small instrument. At
the same time, the Xiao flute has also demonstrated itself as being remarkably close to the artistic
demands of modern times.

Keywords: flute, bamboo flute, flute manufacturing, construction of the Xiao flute, China.
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UTalCKOE MY3BIKAJIbHOE MCKYCCTBO  IOJIb3YEMBIX B IMPAKTHKE TPagULMOHHOMN
dbopMUpOBaIOCh HA TPOTSHDKEHUH  MY3bIKM. OHU CHUJIIBHO OTIMYAlOTCS OT €B-
MHOTHX TBICSYENIETUI MO BO3/EH-  POINEHCKOro aHajora U 3akjo4aioT B cede
CTBUEM PA3JIMYHBIX HaNpaBJIE€HUN MY3bIKM  3BYKOBOW 00pa3 poaHOHM KyiubTypbl. M3ro-
KaK MCKOHHO KHMTAMCKOM, TaK M COCEIHUX  TOBJICHHbIE U3 0aMOyKa UJIM KaMblllla, OHU
¢ Kuraem pernonos: llenrpanpHoit A3um, 00JaJal0T HETPOMKHUM, HO BECbMa BbIpa3u-
Nunuu, Mounronuu. Kpome toro, B Kutae  TeiabHbIM 3By4aHUeM [6].
IIPOXKMBAIOT Pa3jIMYHbIE HALIUU U HAPOJIHO- [IpeacTaBnstomas OrpoOMHOE 3HAYEHUE
CTH, KOTOpPbIE TAaK)K€ BHECIIM BKJIAJ B pa3- Ul UCTOPUM U KynbTypsl Kurtas, kurau-
BUTHE TPAJAUIMOHHOTO KUTAMCKOTO My3bl- ckas OamOykoBas ¢ueiiTa COBEPILIEHHO
KaJIbHOTO HCKYCCTBA. HE paccMaTpuBaeTCsi B PYCCKOSA3BIYHBIX
Kwuraiickas ¢nedita — oauH U3 cTa- HCCleNOBaTeIbCKUX paborax. B nmanHoi
pelimmx u Hamboyiee pacIpOCTPaHEHHBIX  CTaTbe BIEPBBIE HA PYCCKOM SI3bIKE OyneT
TPAaJUIMOHHBIX HMHCTpYMEeHTOB KwurTas. odepyeHa UCTOpHUS pa3BUTUS OaMOYKOBOI
bambOykoBast ¢ueiita Hambonee u3BecTHa  (PUEWTHI, NpeACTaBICHbl KOHCTPYKLIHS U
B Kutae u fnoHuun, mockoibKy MMEHHO PsJ OCHOBONOJArarolUX KOHCTPYKTHB-
TaM 3TO pacTEHUE BCTPEYACTCS yalle Bce- HBIX 0COOEHHOCTEH 0amMOyKOBOHW (DIeHTHI,
ro, Torna kak B lLleHTpanbHON AMepHKE IIOKAa3aHbl OCHOBHBIC IPUHILMIIBI 3BYKOU3-
(el ThI N31aBHA U3TOTOBISIUCH U3 TPOCT-  BIICUEHHUS.
Huka. Cpeau MHCTPYMEHTOB 3amaJHOEB- Bce 6amOykoBbIe (hIeHTHI 3ByYar B IEH-
pPOTIEHCKON KyJIBTYypbl, OCBOCHHBIX MYy3bl-  TAaTOHHUKE, U 3BYKOPSJ KaK10W HAaUMHAETCS
kantamu Kuras B XX cromerun, (relita ¢ pa3nuyHOro ToHA. Bcero cymiectByeT
3aHUMaeT ocoboe monokeHne. CeszaHo 12 tumoB 6amOykoBbIX (ieitt. Cpean HUX
0HO ¢ TeM, uTo B Kurae cymecTtByer He- ecTh naTh et baurmu (FR7H), urparo-
MaJi0 MX Pa3HOBUJHOCTEH, aKTMBHO MC- IIMX B MUHOPHOI meHTaTtoHuke ot B, A, G,
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F u E. Ectb u nats Queiit rynu (H ) co
cnenytomumu Hactpoiikamu: C, D, C, b-B,
A, G. Kpome Toro, ecth Takxke u (eiita
¢ Hactpoukou F, xoTopas ucmnosb3yercs
penko — 3To camas Oonbmias QrueiTa, Ko-
TOpasi HEAOCTYIHA JJis OOJIBIIMHCTBA MY-
3BIKAHTOB, B BUJly TPEOOBaHUN MMETHh He-
CTaHJApTHYIO BEJIMYUHY PYK.

JIisi HOBUYKOB, IOCPEICTBOM MIPE00-
pa3oBaHUsl AaINIJIMKATYypbl U CMEHBI TOHA,
B OCHOBHOM JIOCTaTO4YHO 5 0amMOyKOBBIX
¢dneur (C, D, E, F, G). CymectByet 5 TH-
NOB aNIJIUKATYphl Ui (PIeHThI, KOTOpBIE
MEHSIOTCSI B 3aBHCHUMOCTH OT TpeOyemoi
CWJIBI 3ByKa (3BYK MpOJyBaeTCsl, KOIJa Bce
OTBEPCTHS 3aKPBITHI). 3BYKOBOW JMAamma3zoH
OylIeT MEHATbCS B PAa3HBIX HACTPOMKaXx.
Hanpuwmep, na 6amOykoBoil ¢reiite ¢ Ha-
crporiko C moxHo urpars B C, F, G, D,
B-E u omnonménnbix munopax. (10 ToHoB
MOKHO UIPaTh U3HAYAJIbHO, HO, OTKPHIB I10-
JTyOoTBEepCTUsl (alIUIMKAaTypa), Bbl CMOXKETE
ceirpath 14 ToHoB). [IpuunHa, 1Mo KOTOpOit
CYIIECTBYET TaK MHOTO (DJICUT, 3aKITI0YaeT-
Csl B TOM, YTO CTHJIM MEJIOJUU OTIMYAIOTCA,
U TOHAIBHBIM 3 dekT TpedyeTcs pa3HbIN.
B kpynHbIX HaAlMOHAJIBHBIX OpKECTpax
00bIYHO 4-5 yenoBek UrparoT Ha (rueiTax
pPa3HOTo TOHA.

[Ipoueccel BecTepHU3aUUH, OXBaTUB-
1IMe My3bIKaJdbHbIE 3alpOChl CTpaH A3uu
B TEpBOM TOJOBMHE XX BEKa, CIOCO0-
CTBOBQJIM TPHUSITHUIO BMECTE€ C TEMOPOBBI-
MU KpackaMu CUM(pOHHUYECKOTO OpKecTpa
€ro JyXOBbIX MHCTPYMEHTOB, U CPEIU HUX
— ¢uenitel. OpHako 3anafHbId  oOpaserl,
MOKajnyi, ObICTpee BCEX JPYrUX HHCTPY-
MEHTOB OKa3aJiCi BOBJICYEHHBIM B OpOUTY
COCIVHEHUS TpaguLUid — WHOKYJIBTYPHOMU
Y HauuoHaneHOM [2]. Ha dueiite nerko u
OBICTPO KUTAWCKHE MY3bIKAHTBHI «3aroBO-
pUIN» HA «POJHOM) SI3bIKE, ITOpyYas €il He
TOJIbKO HAPOJIHBIC HAUTPHIIIN U HATIEBBI, HO
U BOIUIONIASl B UTPE B CO3JAHHBIX Uil HEE
NPOU3BEACHUAX clienupuIeckue TeMOpo-
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BbIE, MHTOHAIMOHHBIC, APTUKYJISIIMOHHBIC
TOHKOCTU. Tak, 3amaaHas d¢ueita okasa-
Jach HA MYTHU CIUSHUS JIBYX TPaJAULIUNA —
3aJ1a4¥, KOTOPYIO CO3HATEIHLHO CTaBUIIU TIe-
pen coboi My3bIKaHTHI U megarorun Kurasi.
IIponiecc €€ BOBiIEYCHUS B HALIMOHAIBHYIO
MY3BIKAJIbHYIO KYJIBTYpy UMEN ONpeAencH-
HbIC HCTOPUYECKHE ITAITbl K CBOMCTBEHHBIC
UM XapaKTEePUCTHKHU.

B ornnume or 3amamHOl, OaMOykoBas
¢uneiita coxpaHsuiach BCE€ BpeMs B KyJIbType
Kuras, comepHuuas ¢ KOCTSHOW QuenToi
Ju CEH) . Ognaxo, co BpeMeHeM (B Iie-
puoa auHactuu lawb, XVI-XI B. 110 H. 3.;
K JaHHOMY BPEMEHH OTHOCHUTCS HEMallo
HaliIeHHBIX 6aMOyKOBBIX (hrieiT) 6amOyko-
Bas (hreiiTa, OJHAKO, TIOTHOCTHIO BHITECHH-
Jla KOCTSAHYIO, YTO, Ha Halll B3MIsiA, 0OBsic-
HSIETCA CISNYIONUMHU TPUIUHAMU:

1) akycTHYecKHe BO3MOXXHOCTH
B YaCTHOCTH, 4acTOTa BUOpanuu (a cieno-
BaTEJIbHO, U TPOMKOCTh, I HHTCHCHUBHOCTb
3ByKa) y 0aMOyKoBOW (UIEUTHI BBIIIE, YEM
y KOCTSIHOM, /1a U CaM 3BYK SIBJISIETCSI MEHeEe
CBUCTSIINM U PE3KUM;

2) OamOykoBasi ¢reiiTa jerde B U3ro-
TOBJICHUU; €€ MPOIIIe BEITAUUBATh U 00pabda-
THIBaTh B CHITy OOJIBIIIECH MSTKOCTHU JIepeBa.
Hakoner, MOXXHO TIPE/IIOIOKUTh, YTO Pe/I-
KOCTB KypaBJisi (CETOHSI OH YyXe 3aHeCEH
B KpacHyto KHUTY), U3 KPBUIbEB KOTOPOTO
Jenanach KOCTsHas uieiiTa, TAaKXKe Chirpaia
POJb 1O OTHOIIEHHIO K (haKTy MOBCEMECT-
HOTO pacnpocTpaHeHus: 6aMOyKoBoi (reii-
Th1. CormlacHO OHOMY M3 Hambosee oOie-
MPUHATHIX MHEHHUH, BO BpEMEHa JUHACTHH
Wxoy (10461256 nmo H. 3.) dueiita npu-
oOpena Gornee WM MEHEEe OKOHYATEIbHBIN
BUJI, Onm3Kkuil e€ cerogusiHed Bepcuu |1,
c. 19].

bamOyk ¢ npeBHUX BpeMEH MOYUTACTCS
KATAUCKUMHU MYyJperiaMu, Kak pacTeHHE,
HaJIeIEHHOE MaruyecKMMHU CBOMCTBAMH.
baM0Oyk, pa3MeniéHHbI B JKWIMILE, MPH-
HOCHT 3aIIUIIEHHOCTh €MY OT 3JIBIX TyXOB.
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DTO MOYMUTAEMOE PACTEHUE HCIOIb3YETCs
B HCKYCCTBE, BOCIICBAETCSA B MOI3UU U Ya-
CTO YIIOMUHAETCS B JINTEPATYpPE KUTANCKON
HaIUU.

Cuuraercs, 4To 0aMOyK CHMBOJIU3U-
pYyeT MONTOXUTEIHCTBO M BBIHOCIUBOCTD,
Be/lb OH ocTaéTcs 3eNEHBIM Bech rof. Kaxk-
nasi TIOCJEqyoIIasi CeKius B 6aMOyKOBOM
dneiite OOBIYHO JJIMHHEE MPEAbIIYIICH,
YTO COMYTCTBYET MOATAMHOMY YJIyYILIEHUIO
xu3HU. Crebnn 06amMOyKOBBIX pacTeHHH
MMEIOT MOILHBINA U OBICTPBII POCT, 3TO ac-
COLIMMPYETCS € yAadell U ycrnexoM B Jefnax
Y HAaYMHAHUSIX, HECET B ceOe MOJIOKUTEb-
HYIO SHEPTHIO JIJs pa3BUTUS U Onaromo-
nyuusi. bamOykoBasi ¢uieiita, Kak CHUMBOJI
MPOCBETICHUSI M 03apEHUs, PUHOCUT JIy-
XOBHOE 0JIarocI0BEHHUE.

Ucrtopus kuTaiicKOro HApOIHOTO HH-
cTpyMeHTa 0aMOykoBOW (IelThI, IO odu-
[IUATHHBIM UCTOYHHKAM, HACUHUTHIBAET 0O-
nee Tpéx Teicauenetnil. Ha camom nene on
CYLIECTBYET CTOJIBKO K€, CKOJIBKO U YeJIo-
BEUECTBO, IOTOMY YTO OTHOCHUTCS K OTHOMY
U3 CaMbIX MEPBBIX BUJIOB MY3bIKaJIbHO-CHUT-
HaJIbHBIX MHCTPYMEHTOB B JKU3HEEATEIb-
HOCTH homo sapiens.

UA. 1. OaeinTa cso [9, c. 31]
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Csio — mpogonbHast 6amOykoBast (ieit-
Ta, MOJy4YUBIIash CBOE¢ Ha3BaHHE B Iie-
puon nunHactuu Tan (618-907). Oxno
W3 TEPBBIX YINOMHUHAHUNA O KHUTANUCKOU
dbneiite oTHOCUTCA K auHactuu LluHB
(221-207 go H. 3.): 3TO OBLT Cs0 ¢ 3—4 OT-
Bepctusimu. B snoxy Xaub (207 no H. 3. —
220 H. 3.) 6BUTO 10OABICHO 5-€ OTBEPCTHE.
K 247 rony B nepuon nunactuu Bait (220-
265) dnenta cs0 umena 6 OTBEPCTUH U TI0
dbopme crana NpuOIMKEHA K COBpPEMEH-
HOM, a B XX BEKE MOSABUWINCh NHCTPYMEH-
THI ¢ 8 oTBepcTUsMU [8].

[Tockonbky 3Ty (iaelTy cpaBHUTEITBHO
JIETKO M3TOTOBUTH, OHA ObUIa U OCTaéTCs
oueHb nomynsipHoil B Kurtae. O6b1yHO cs10
co3faroT u3 0aMOyka, HO BCTpEUAIOTCS M
KaMeHHble (M3 JKajeuTa wWiu HedpuTa),
(dbapdopoBbie, U3 CIOHOBOW KOCTU U JIepe-
Ba. Hanmomuum, uto 6amOyk B Kutae cum-
TaeTcsl CBAILLICHHBIM PACTEHUEM, KOTOpOE
MPU3BAaHO 3alllMIIATh, JAPUTH JIOJITOJETHE
Y 37I0pPOBbE, IPUHOCUTD yJauy U UCTIOTHSTh
xenanug. OH BBIOpaH B KaueCTBE Marepua-
"a s (pIeuThl, MoJOOHO TPOCTHUKY, Kpa-
MuBe, Kyre, 00JI0THOMY KaMblIly U MBUISTHE
B JIPYTHX KyJIbTypax, TaKk KakK 3TH PACTCHUS
HWMEIOT MOJIbIA CTBOJL.

Jlist csio ucmonb3yercs 6aMOyk ompene-
JAEHHOTO copTa. TeXHONOrHs MPOU3BOJACTBA
oTpaboTaHa BEKaMHU: TMPOTPEB HUKHETO
y4acTKa CTBOJA, 3aT€M MPUMEPHO HEAEIb-
HO€ TMpPOCYIIMBAaHHUE, BO BpeMs KOTOPOTO
JIOJDKHBI MICTIAPUTHCSI HATypaJIbHBIE Macla,
a OKpacka M3MEHHUTHCS C 3€JEHON Ha CBET-
J0-KOpUYHEBY10. [T1aBHBIN Tanm — BBIIEPK-
Ka TpyOku oT Tpéx no mectu JyeT. [locne
3TOro — THIATEeNbHAs py4yHas padora, mpe-
Bpalaromas moiayo TpyOKy B My3bIKalb-
HBIA MHCTPYMEHT, MPHOOpETAIOIUi Hero-
BTOPUMBIA TEMOp U XapakTep 3By4YaHUS.
VY kuTaillieB ecTb MOBEPhE, YTO 3BYKH CSO
MOIOOHBI IBIMY, KOTOPBII MOYKET IPOHUKATh
B MHBIE MMPOCTPAHCTBA, TPEACTABISSI COOOU
crienuuuecKuii Cnocod MeAUTaI|H.
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Bo Bpemena aunactuii Cyii (581-618)
u Tan (618-907) ormeuaeTcssi aKTUBHOE
pa3BUTHE MY3BIKAJIbHBIX HHCTPYMEHTOB,
IpUBE/IIee K 3HAYUTEIbHBIM J10CTHKEHH-
AM KUTAWCKOM MY3BIKaJIbHOU KYJBTYPBI.
Tak, HanpuMmep, B 3m0Xy auHacTuM TaH
B Kutae ucnonszoBasiocs okoisio 300 pas-
JUYHBIX BUOB, CPEIU KOTOPHIX MO YH00-
CTBY M3TOTOBJICHUS U UCIIOJIHEHUS JIUIM-
poBaia dueiita cso.

[TaMaTHUKYN TpPEeBHOCTH (KHBOIIHCH, ap-
XUTEKTYpa, CKYJbITYypa) IEMOHCTPUPYIOT
JOMUHHUPYIOIllEe 3HAaYCHUE WUIPhl HA JaH-
HOM MHCTPYMEHTE B OCHOBHOM CPEJIU JKEH-
CKOTO HACEJEHMsI, YTO OTHOCUTCS HE TOJb-
KO K (preiiTe cs10, HO U KO MHOTUM JPYTHM.
T'oBopst B 1esnom o ¢opmax COJBHOTO WIU
aHCcaMOJIEBOIO MY3UILIMPOBAHUS B JAPEBHHE
BpEMEHa, MOJKHO C YBEPEHHOCTbIO KOHCTa-
TUPOBaTh, YTO BO MHOTUX TPaJAUIIMOHHBIX
KYJIBTypax IJIaBHBIMU HUCIIOJIHUTENISIMU SIB-
JSATUCh KEeHIIMHBL: B J[peBHem Erumnrte n
['pernn, cnaBstHCKOM TpaauIuu UTpa Ha J1y-
XOBBIX HHCTPYMEHTAX MPUHAJIeKAA KEH-
[IUHAM.

Marepuanom st U3rOTOBIEHUS Quieii-
Thl CIy’KaT TOJIbIE CycTaB4yarble CTeONu
JOKAJIBHBIX JJIS1 KaKJI0M TpaJulUu pa3HoO-
BUHOCTEH AUKOPACTYIIMX 30HTUYHBIX pac-
teHni. Tak, Hanpumep, B Poccun 310 Kyra,
Ha Ypaime u B IlepMu — BOJBIYM NHKaH,
IBUISH (OTCIO/Ia Ha3BaHUE WHCTPYMEHTOB —
KYTHUKJIbI, IBUISIHBI). MOIJIM TaK)Ke HCIOJb-
30BaTh Mepbs KPYMHBIX BOAOIIABAIOLIUX
ntul (nedens, rycs) U T. A. s u3roros-
JIEHUS] OAHOPA30BOr0 MHCTPYMEHTA CIELU-
ajbHas MOJArOTOBKAa Marepuaja He TpeOy-
eTcsl, JUIsl JOJATOBPEMEHHOTO MHCTPYMEHTA
TpaBsiHbIE CTEOIM CymaT U 00pabaThIBAIOT.
Campblil ApEBHUI SK3EMIUISIP TaKOU (IIeHTHI
(keHa) oOHapykuau Ha TepputTopuu [lepy u
BonuBuu, Bo3pact kotoporo Gonee 10 ThI-
csY JIeT.

B kuraiickux Mugax u nereHgax orpa-
KEHO 0c000€ BO3/1eCTBUE MY3bIKH Ha MPH-
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pony u yenoBeka. Ponb cg0 B KuUTalicKoM
3m0ce cBoeoOpas3Ha: ¢ IOMOIIBIO €€ 3ByKOB
MOYKHO OBIJIO BBI3BATh J0XK/b, IOBIHITH HA
LIBETEHUE U POCT PACTEHU, CHOPMHUPOBATH
Nn00JIeCTh U TePOU3M BOHWHA, OYUCTHUTH KU-
JI0€ MPOCTPAHCTBO OT 3JIBIX AYXOB U T. II.
[12]. My3unmpoBanue Ha (eite cso Tpe-
OyeT ornpeeEHHBIX HABBIKOB, CBSI3aHHBIX C
IYUIEBHBIM COCTOSIHUEM HCIIOJHUTEIS, I10-
CKOJIbKY JIaHHBI MHCTPYMEHT, 10 yOexe-
HUIO MY3bIKAHTOB, IIOMOTaeT OYHUCTHUTh
pa3yM M JOCTUYb CIIOKOHCTBHS CO3HAHMS.
Bbonee Toro, nprxarenbHasi TEXHUKA UTPbI HA
CA0 CBs3aHA C TPAJUIMOHHOM KHTAMCKOU
NCUXO(U3HOIOrMYECKON TPAKTUKOM LIUTYH,
ABJISIONICHCA 4YacThI0 OOEBBIX HCKYCCTB.
Ot1y cneuu@puKy AbIXaHHUS XOPOILIO 3HAIOT
(IIeHTUCTHI, BIA/ICIOLIUE UCKYCCTBOM UI'PbI
Ha Cs0.

Jnst ctpoeHust KuTaiickod (IenThl Xa-
paKTepHO JAeJieHHEe Ha 2 YacTU: BEpXHsi,
B KOpIyce€ KOTOpoil mmerorcsa 6—7 orep-
cTrid (0THO TOJT OOJIBIIION TaJIell, TT03BOJIs-
folee o0JIErYuTh UCIIOJHEHUE B HaTypajb-
HOM CTpO€), YKpallleHHBIX KOJbLIAMU U3
HUTEW, MTOKPBITHIX YEPHBIM JJakoM. HrokHss
YacTh CSI0 MPEACTABISIET COOOM 3aKPBITHIN
TOpEL, Ha KOHIIE KOTOPOIO pacIoJIOKeHa
HeOOobIIast MEeNb-CBUCTOK.

3BYKOM3BJICUEHHUE MPOUCXOAUT  TPHU
HaIpaBJICHUN BO3JyXa Ha Cpe3 CBUCTKA:
¢reiTuCT, HE pHUKacasich rydamu K (eii-
Te, ynupaet e€ B JOKOMHKY MoaOOpoaKa 1
JyeT B CBUCTOK C HEKOTOPOI'O PacCTOSIHHUS.
3ByK CsI0 HACBHIIIEH MSTKOM TeMOpoBOH
OKPACKOH, €ro CpaBHUBAIOT C IIEJIKOBUCTHIM
0apxaToM, MEIJIEHHO CTENIOIUMCS [Ibl-
MOM, KOTOPBI IPOHUKAET B IPYTUE MUPHI.
HNmeHnHo nmosToMy urpa Ha csi0 B KHTalCKON
TpaJuLUU TPAKTyeTcs Kak (opma MeauTa-
LIMH, OYMILAOIIAs pa3yM U JAapyrouias npo-
ceeTiieHne. CperHuM pasmep cs10 JOCTUTAET
75-80 cM, HO B pa3HBIX PErMOHAX CTPaHbI
JUIMHA NHCTPYMEHTA MOXKET BapbUPOBATHCS
B npenenax 50-70 cm.
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KoHcTpykiinst CBUCTKA MPEICTABISIET CO-
001 TPOOKY CO Ccpe30M, CITOCOOCTBYIONIYIO
NPUAAHUIO 3ByKaM HE)XHOCTH U MSITKOCTH.
JlaHHOE OTBEpCTHE 3aKPHITO TOHEHBKOU
IJIEHKOM M3 KaMblllla WM TPOCTHHUKA, pe-
30HMPOBAaHHUE KOTOPOU MPUAAET 3BYyHUAHUIO
¢GeThl 3BOHKOCTH M COYHOCTH. My3bI-
KAJIBHBIA CTPOU Yy CSA0 IEHTATOHUYECKUHN
C JUAla30HOM OKOJIO JBYX OkKTaB: oT d!
1o e3.

B tpamnumonnom Kurtae My3blka 3aHH-
MaeT BBICOKOE IOJIOKEHHUE, JI0JIT0€ BpPEMs
OHa Wrpaja MepBOCTENEHHYIO POJib B ca-
KpaJbHBIX LIEPEMOHUSX, B TOM YUCJIE CTaJIa
Y BaXXHOM YaCThIO JAOCCKUX PEIUTHO3HBIX
putyanoB. My3blKallbHOE COMPOBOXKICHUE
B JIA0CCKUX LEPEMOHHUAX BBINNOJIHSET PsiA
BaXHBIX (PYHKIMHA, 4TO U 0OYyCIOBIHUBAET
HEO0OXOTUMOCTh €€ pacCCMOTPEHHUSI.

Tak kak My3bIKa IPOYHO CBsI3aHa CO ce-
POii cakpaJbHOTO, TO AJIs €€ XapaKTepUCTH-
KU HE0OXOIMMO OOpallleHrue K KOHIIETITaM
naocusMa. JlaocusMm cuMTaeTrcs He TOJIBKO
HAllMOHAJIbHOM PEJINTUEN, HO U IIEPBOUCTO-
KOM CaMOOBITHON MY3bIKaJIbHOW KYJIBTYpPHI
Kurass. OcHOBHBIE IOJIOKEHHUS Jaocu3Ma
IPUBENIECHBI B TaK Ha3bIBaeMoM «Jlaocckom
kaHoHe» («/laomzan»), KOTOpPHIA MEepeBo-
nutcs kak «CokpoBuinHua Jlao» u cocro-
uT u3 1476 TekctoB [2].

B nactosiee BpeMsi B KaKJJOM MOHa-
CTBIpE OPraHU30BaHbI CIICLUAIbHBIEC XPaHU-
JIMILA, B KOTOPBIX HAXOJATCSI KAHOHUYECKHE
TekCThl «Jlaouzan». Creayer OTMETHUTB,
YTO Ha PYCCKUHM S3BIK TEpeBEICHA JIHIIIb
UX HE3HauuTeNbHas yacTb. MckyccTBo s
KUTaW1IeB — 3TO Ja0, BBIPAXKEHHOE B YYB-
cTBax [4].

Cerogust ¢neiitoBast kynerypa B Ku-
Tae XapakTepuszyercsl TMOSBICHUEM MO-
JNEPHUBUPOBAHHOTO WHCTPYMEHTA, 4YTO B
CBOIO OuU€pe/b MOBIHUSIO Ha YCTOSBUINECS
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B CTpaHE 3CTETUYECKHUE MPEACTABIEHUS 00
MHCTPYMEHTE. B NaHHOM KOHTEKCTE BO3-
MOXHO CPaBHEHHUE CO CKPUIIKAMH, OJHAKO
KUTaNCKast 3pXy, Kak 1 BCE €€ CEMEUCTBO,
yepecuyp JajieKa OT CBOEro €BpOIEHCKO-
ro KBa3uaHajora — Hu4ero oouero, Kpome
HaJlM4yusl CTPYH U CMBIYKA y 3TUX UHCTPY-
MEHTOB HET.

C (neiiToii MHAst CUTyalUs: KUTACKHE
TPOCTHUKOBbIE WM OamMOykoBble (hieil-
Thl U3BECTHBI BO BCEM MHpE, UX 3ByYaHHE
MEPEKIINKAETCSA CO MHOTMMH aHaJOTaMH,
B TOM 4YHCJE €BpoOINencKkoi Omokdiei-
TOM. BUPTyO3HOCTH 3THX HHCTPYMEHTOB
HE yCTynaeT eBporeickoil ¢uieiite, onHa-
KO NPUPOJA TEXHUKU U CaAMOI0 3BY4YaHUS
WHasl.

Menoauu KuTaiickor (IeUThl KyJIbTH-
BUPYIOT UHBIE XapAKTEPUCTUKH, HEXKEIIN TE,
KOTOpble BoruiomaeT ¢ueiirta uz EBporsl.
OTtnenpHOE BHUMaHUE 3TOMY BOIIPOCY yae-
mun Lyn doxya, paccmarpuBasi Takue Ka-
YyecTBa 3By4aHMsl, Kak (preiitoBoe BUOparo
¥ COHOPHYIO IMHaMHKY ToHa (cM.: [5, ¢. 7]).

Ha coBpemennom srane B Kurae uckyc-
CTBO UIPbI Ha CSI0 IPHOOPENO MACCOBBIM
xapakrep. PacTér TexHHYecKuili ypOBEHb
COJIBHBIX U @aHCAMOJIEBBIX BAPUAHTOB MY3H-
LAPOBAHUS HA 3TOM MHCTpyMeHTe. DrelTy
UCIIOJB3YIOT HE TOJIBKO B TPAJULMOHHBIX
aHcamOJIsIX, HO ¥ B aBTOPCKOW MY3BIKE CO-
BPEMEHHBIX KOMIIO3UTOPOB. B 3TOM mpo-
CTOM HMHCTPYMEHTE 3ale€yaTiICHbl OTIO-
JIOCKM JPEBHEU MY3bIKAJIbHON KYJIBTYPBI.
Bwmecre ¢ Tem c¢10 oka3anach yAMBHUTEIBHO
OnM3Ka XyHA0)KECTBEHHBIM 3allpOCaM COBpE-
MEHHOCTH. KHTaliCKMHi My3BIKAHT Haxo-
IUT B HEH cmocoO OBICTPOro MpUOOIICHUS
K MCKYCCTBY IIMPOKHMX MAcC; 3allaJ{HbIN XKe
CIIyIaTeslb BOCIPUHUMAET (QIEeHTy cs0 Kak
OJINLIETBOPEHUE KOJOPUCTHYECKOU CaMo-
obITHOCTH BocToKa.
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paropusi U3BECTHA B KyJbType aka-

JEMUYECKOM MY3bIKH KaK MOHYMEH-

TJIBHBIN KaHP, NPUACPKUBAOLINN-
Ci TMpaBUJ MAacCOBOTO HJIEOJIOTMYECKOTO
oObenuuenus. JKaHp oparopuu B €ro Kjac-
CMYECKOM IOHMMaHUM U COBpPEMEHHas €€
dopma mpereprenu MHOXKECTBO M3MEHEHUH.
Xapakrep npeoOpa3oBaHUsI U YpPOBEHb JIO-
MUHUPOBAaHUSA B KOMIIO3UTOPCKOM (hoHAE
MOKa3bIBAIOT, HACKOJIBKO BaXKEH JKaHp Oparo-
puu B obmiecTBeHHoM xu3nu. [lupokoe pac-
MPOCTPAHEHUE U HEKOTOPBIM craj MHTEpeca
K ’KaHpy B ONpeAeNEéHHbIE TEPUObI OOBICHS-
€TCsl 3aKOHAMU BPEMEHH WM TPeOOBaHHUSIMH
YEeJIOBEUECKOro co3HaHus. Llenp maHHOM cTa-
ThU — ONPEAEIUTh OCHOBHBIE BUJIbI OPATOPUU
B TBOpuecTBe kKoMno3utopos Kazaxcrana. Cra-
BATCS 3a/1a4i: 0003HAYUTH UCTOPUKO-KYIIBTY-
POJIOTUYECKHe MPEANOCHUIKA (POPMUPOBAHHUS
BOKaJIbHO-cUM(]oHUYecKoro xanpa B Kazax-
CTaHe; MOKa3aTh acleKThl TBOPYECTBA, BEIY-
M€ K MOSIBJICHUIO OPaTOPUAILHOM MY3bIKH;
PacKpbITh TEMaTHKy OpPATOPHii; yCTAHOBUTh
MPUHIUTIBL KJIACCU(UKAITIH.

JU1s HamISIAHOTO TOKa3a acleKkToOB TBOP-
YEeCTBA, BEAYUINX K MOSBICHUIO OpaTopualb-
HOM MY3BIKH, TEMAaTHUYECKasi OCHOBA COOTHO-
CHUTCSI C OOIIMMH MPOLIECCaMU MY3bIKaJIbHON
KyJabTypbl. VCXOIHBIM METOI0IOTUYECKUM
MOJIOKEHUEM  SIBJISIETCSI  BO3MOXKHOCTH  pe-
KOHCTPYKIIMM HCTOPUU YEPE3 3HAKOBOCTb,
PENPE3EHTUPYEMYIO B IIPOU3BEACHUSAX KOM-
no3utopoB Kazaxcrana. [lomumo mHpOpMa-
IIUM, Kacarollelcss BOKaJbHO-CHMQOHUYE-
ckux npowusBeneHuit Kaszaxcrana, B pabote
UCTIONB3YIOTCSl Hay4yHbIE 3HAHUS 00 0COOEH-
HOCTSIX BOKaJIbHO-XOPOBOM My3blku Poccun
u 3ananHoi EBponbl. B kauecTBe uccienoa-
TEJIBCKOTO MaTepuaja MPUBJIEKAINCH TEKCThI
opatopuil komno3utopoB Kazaxcrana, ctuxu
NMcaTeaen-1eCTUACCATHUKOB, IE€PEBOIHbIC
U TMCHMEHHBIC TEKCTHI, 3aMETKH, ayJuo- H
BU/ICO3AMKCH.

Hayunblii wuHTEpEeC mnpencTaBisieT HeE
CTOJBKO MY3BIKAJIbHO-IIOATHYECKOE CONEp-
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KaHUE OpaTOPHil, CKOIBKO CIIOCOOHOCTH KOM-
MO3UTOpPA PENPE3CHTOBAaTh HALMOHAJIbHbBIE
0COOEHHOCTH B pacKpeITuu obOpasa. Mcropu-
YECKUW MPUHLIMII 3aKJII0YAeTCsl B COOTHOIIE-
HHUM «HAIMOHAJIILHON OCHOBBD) C ONPEAEIEH-
HBIMU JKaHPOBBIMU MPEANOCBUIKAMU. ITO,
B CBOIO OYepe.b, MO3BOJSET MOKa3aTh Mpo-
IPECCUBHBIE TEHJAEHLMHU B 3BOJIOLMH JKaHPa
oparopud (HOBH3HA COAEPKAHUA, TUHAMU3A-
1¥s1, OTU30CTh K TeaTpaTbHOMY JCHCTBUIO).

Oparopun Tennmens, baxa u Mouap-
Ta, MOJYYUBLIME BBICOKYIO MY3BIKOBEIYE-
CKYIO OLIEHKY, ObLIM HalMcaHbl Ha OuOIIei-
ckue Tekctol [11; 12]. Ho co BpemeHnem
OpaTOpUU PYCCKUX KIIACCHKOB, TAaKUX Kak
C. Ilpoxodres, /1. lllocrakoBud u I. CBupu-
JIOB MPUHSUIM Apyroe HampasieHue. OHo xa-
PaKTEpU30BAIOCH AEMOKPaTU3MOM U HCTHH-
HOM HalMOHAJIBHOM KYJIBTYPOU, COLIMAIBHO
3HAYMMBIM COJIEPKAHUEM U YCUIIEHUEM POJIU
macc. [lostomy pabGoTel umcciemoBarenei
E. Po3enosa, 0. Kenapima, mocBsaméHHbIC
OpaToOpuu, CIOKUBILIEHCS BO BTOPOU MOJIOBU-
He XX BEKa, 0CTal0TCsI BeChMa Ba)XKHBIM Ha-
YYHBIM UCTOYHHKOM U JI0 CUX HOp SABJISIOTCS
0a30BBIMU MIPH €€ U3YUCHUU.

Kanp opatopuu B TBOpUECTBE Ka3axCTaH-
CKUX KOMIO3UTOPOB c(pOopMUpOBaICS 3HAUHU-
TEJIHLHO TIOKE JPYTUX KaHPOB Mpodeccuo-
HaJIbHOM MY3bIKH. [IOCTHKEHUSA U PE3yIbTaTh
B OMepHOU U cuM(pOHMYECKON 00macTu, mo-
BBIIICHUE YPOBHS NPOPECCHOHAIBHON My-
3BIKAIBHOW KYJIBTYPhl MOATOTOBWIINA TOYBY
Ui Hayana ero pasButus. B Kasaxcrawne,
MMEIOIIEM MOHOJIMYECKYIO KYJIBTYpYy NEHUs,
YCBOCHHE EBPOINEHUCKUX TPagUuLUN IIPOILIO
HECKOJIBKO ATAIOB, KaX/IbIi U3 KOTOPBIX UMe-
€T CBOM OCOOCHHOCTH.

Co3peBanue BOKaJIbHO-CUM(POHHUECKON
(dbopmbI B cTpane mpUILIoch Ha 1960-¢ rossr,
KOTZla B CTpaHe OOOCTPHJIMCH HJICOJOTHYe-
CKHE M TMOJUTHYECKHUE MpoTuBOpeuns. Tor-
Jla TOSIBUWJINCHh TaKHE€ IPOU3BEICHHUS, Kak
«3aps Haz crensio» I. XKybanosoii, «lomnoc
BekoB» C. MyxamemxkaHoBa, «JIuTia-pok»
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A. BriukoBa, craBiive nepBbIMU 00pa3LaMu
HOBOI'O aHpa OpaTOpUU B Ka3axCKOW Ipo-
(heccOHAIBHONM MY3BIKAITHHOU KYJIBTYPE.
Kazaxckue oparopuu, u3gaHHbIE B 3TOT
nepuoj, Omaromapsi aKTyaJbHOCTH TEMaTH-
KM, HJICOJIOTUYECKON pe3yJIbTaTUBHOCTU U
FapMOHUYHOI CTPYKTYpE, COOTBETCTBOBAIU
TpeOOBaHUSIM BpEMEHU. AKTHBHas 0O1e-
CTBEHHAs MOJAEpKKa, HayaBmasica B 1960-e
roJibl, IPUBEA K paclBeTy xaHpa. Oparopuu
JUTOBCKHX, 3CTOHCKUX U a3epOailKaHCKUX
KOMIIO3UTOPOB C MPUMEPHBIMU Ha3BAHUSIMU
— «HaBeku Bmecte», «IlocTyns mupa» — cBu-
JIETENIbCTBYIOT 00 MICOJIOrMYECKOM €IUH-
CTBE, XapaKTEPHOM JUIsl MY3bIKaJIbHON KYyJb-
TYpBI BCEX COBETCKUX pecmyOnuk [1].
N3yuenue nureparypsl MO 3anagHOEB-
POIIEHCKOM, PYCCKOM M Ka3aXCKOM BOKAaJIb-
HO-CUM(OHUYECKON My3bIKE ITOKa3bIBAET,
YTO OpaToOpUsi UMEET OmpeneiéHHbIe (DyHK-
LHMOHAJbHBIE YepThl. JKaHp opaTopuu B COLIM-
aJIbHOM KOHTEKCTE BBIMOIHSAET 0COOYI0 00pa-
30BaTeNIbHO-IIPOCBETUTENBCKYI0  (PYHKIIHIO.
TemaTnyeckre HaNpPaBICHUS, CBOMCTBEHHBIE
OpaTOpHAJIBHOMY KaHpy, Ba)XHbI JI1 ICTe-
TUYECKUX, KOMMYHUKAaTHUBHBIX M TO3HaBa-
TENBHBIX Lenerd. Hamu ompeneneHsl mecTs
TEMaTHYECKUX TPYII OpaTopuil KOMIIO3UTO-
poB Ka3zaxcrana, KOTOpbIE OTPa)karOT pa3HbIe
BOCIHTATENIbHBIC LETU IPOU3BEIACHUS.
Ucmopuueckue opamopuu (1) B Kazax-
CKOM MY3BIKQJIBHOW KYJIBTYp€ 3aHUMAIOT 0CO-
60oe MecTo. DTO OpaTropuy, MOCBSIIEHHBIE
UCTOPUYECKUM COOBITHSM W3 KH3HH Ka3ax-
ckoro Hapozaa. Kak mpaBwiio, ux mostuue-
CKOE COJEpKaHHE OTPAXKAET HCTOPUUYECKHUE
STamnbl pa3BUTHs CTpaHbl. Tak, B OpaTopuu
«l'onoc BexoB» C. MyxamemxkaHoBa Cli€Ha
JDKYHTapCKOTO HaIIeCTBUS, ITOKa3 O0phOBI 3a
COBETCKYIO BJIaCTh M NOCBslLIeHHE Benukoii
OredecTBEHHOI BOWMHE, BOCCO3IAIOT B SIPKUX
KapTHUHHBIX 00pa3ax HCTOPUYCCKUN IyTh,
npoiiienHbld HapogoM Kazaxcrana [5]. Xa-
paKTEpHO, YTO MEPBBIN KJIacCUK xaHpa J[xa-
koMo Kapuccumu korma-to HasblBall CBOU
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OpaTopuM «UCTOPHUSIMH», KaK OBl MpeaBUIS
ocoOeHHOCTH ATOTO XaHpa [13].

B wucrtopuueckux oparopusix MOBECTBO-
BaHue Beaércs Pacckasumkom (Historicus),
a o0pa3 Hapoja ompeAesnsieT CKBO3HYIO Jipa-
MaTyprudeckyro jauHuro. B oparopuu I XKy-
0aHOBOI «3aps HaJ CTENbIO», CO3AHHON Ha
ocHoBe mnosmbl X. EpranneBa «OrHeHHas
HOYb Ha Ypaje», XOpOBble HOMEpA SIBISIFOTCS
IJIaBHBIM M OCHOBHBIM HMHCTPYMEHTOM H30-
OpakeHUsI BOGHHBIX ACUCTBUN, MPOU3OIIEH-
mMX Ha Tepputopuu 3ananHoro Kaszaxcra-
Ha. [Iponomxast Tpaguuu CBOETO YUMTEJs,
1O. lanopuna u ero «Cka3anusi 0 OUTBE 3a
Pycckyro 3emmron, XKybaHoBa HE TOIBKO Ha-
METHJIa HEKOTOpblE TEHJCHIMM B PAa3BUTHU
’)kaHpa B KazaxcraHne, HO 1 MacCOBOCTBIO XO-
POBBIX CIIEH MPHONM3WIA HCIOTHEHHE Opa-
TOPUU K TeaTpajbHbIM JpaMaTHUECKUM JIeH-
cTBUSM [8]. DTOT (pakT MOATBEPKIAET CBSI3b
TPaAUIMil OpaTOPUATBHOIO UCKYCCTBA Ka3ax-
CTaHCKMX KOMIIO3UTOPOB U PyCCKOM KOMIIO3H-
TOpCKO# mikoibl. OHaKo OGrarogapst ocooomy
BHUMAHUIO KOMIIO3UTOPOB K (HOIBKIOPHBIM
oOpa3laM Ka3axCKOro Hapoja, IOsSBUINCH
MIPOU3BEACHUS, KOTOPbIE MOXHO Ha3BaTh I1O-
WCTUHE HALIMOHAJIBHON OpaTtopuen. ITH Mpo-
U3BEJCHUS HE TOJBKO MPOJIOKWIM MyTh IO-
HATHIO TPAJAULIMOHHOIO CTWJIS, HO U CMOIIHU
3aHATH 0CO00E MECTO B CEPAIIaxX CIyIIaTeIeH.

B ronpl HE3aBUCUMOCTH KaHpP OpaTopuu
CTaJl MEHEE MOIYJIIPHBIM U PaclpOCTPaHEH-
HbIM. HO MMEHHO HcTOpuYeckas opaTopus,
KaK XpOHHKA OTCTauBaHUs Ka3aXCKUM Hapo-
JIOM MHpa, COINIAaCUsl U HAllMOHAJIbHOU CyBe-
peHHocTH, ObuTa Hanmncana M. MaHTuTaeBbIM
B 1992 rogy. Oparopust «Enum meHun» — co-
YUHEHUE, 1€ WUTKOCTPUPYETCS BECH CIIOXK-
HBIM, TOJHBIM KaK Tparu3Ma, Tak U pagoCTH
no0eq W yCIEXOB IMyTh Ka3axCKOTo Hapozaa
K OOpETeHUIO He3aBUCUMOCTH [4].

Taxum 00pa3oM, HCTOPUIECKHUE OPATOPHH
Hayaju CBOE CTAHOBJIEHHE B IEPUOJ COBET-
CKOM BJIACTM M MOJYYWUIIM PACHPOCTpPaHE-
HUE Tocie mpuodpereHust HesaBucumocTw.
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Bceneno mocrpoeHHoe Ha Haeoa0oruu 00-
IIECTBa, UX COJIEPKAHHME MEPEBOILIONIACTCS
B TIOJTHOM COOTBETCTBUU IyXy U TpeOOBaHU-
SIM COBPEMEHHOI'0 MHpa.

[TosiBneHne My3bIKaJIbHBIX IPOU3BEACHUI
nampuomuyeckot. memamuxu (2), TO ecCTbh
NOCBSIIIEHHBIX BaXXHBIM TOCYIAPCTBEHHBIM
COOBITHSIM MJTU K€ TIPOCTO BO3BBILIEHHO-XBa-
JeOHOTO coaep)aHus, ObUTH BOCTPEOOBAHBI
B Kazaxcrane Bo Bce BpemeHna. CMeHa uieo-
JIOTUH B TIOCTCOBETCKUH MEPHOJ] HE MOBJIEKIIa
3a cO0OH CyIIECTBEHHBIX U3MEHEHUH B ce-
pe NaTpuOTUYECKUX OpPaTOPU, MOMYJISIPHBIX
y Ka3aXxCTaHCKUX KOMIIO3UTOpOB. B Kaue-
CTBE TpUMEpa MO>KHO TPUBECTH TBOPUYECTBO
K. KoxampsgpoBa, aBTOpa IBYX OpaTOpuM,
00e U3 KOTOPBIX XapaKTepu3yeT NaTpuoTuye-
ckas tema («ITaptus Jlenun», 1962; «1Betw,
Cemupeube», 1970). B ron cyBepeHuteTa 3Ty
Tpaaunuo nojaepxan T. bazapbaeB cBoeit
opatopueit «Cremby» (1997).

B pa6ore «IlyTu pa3BuTus My3bIKaabHOMN
KyaeTypbl Kazaxcrana na pyoexe XX—XXI
cronetui» B. E. Hennuna numier, 4to mar-
PUOTHYECKHE OpPAaTOPUM KOMIO3UTOpoB Ka-
3axCTaHa MO HCIOJIHUTEIbCKUM CpPEACTBAM
MOYKHO pa3leiuTh Ha BOKAIHHO-CUM(DOHH-
YECKHE U POMU3BEJIEHUS AJIs rosioca (Xopa) u
OpKecTpa Ka3aXxCKUX HAapPOAHBIX MHCTPYMEH-
ToB [7]. Ko BTOpoi#l rpynmne MOXHO OTHECTH
oparopun «Kacuertu xeH nana», «Kep cy-
nysl — Kokmeray» (2005) E. Yeenoa. 3aciy-
xKeHHbI nestens PecrmyOnuku Kasaxcran,
npodeccop, AOMOPHCT, TUPUKEP U KOMIIO-
3utop EpMypar YceHoB sABIsi€TCS aKTUBHBIM
MPOTAraHINCTOM HAIIMOHATHHOW MY3BIKH H
B CBOEM TBOPYECTBE JEMOHCTPUPYET CBOIl-
CTBEHHYIO COBPEMEHHOMY MCKYCCTBY Ji€-
crabmwim3anmio (GopM H >KaHpPOB. PazHoro
poJia B3aMMOIIPOHUKHOBEHHUS BCTPEYAIOTCS U
B PYCCKOM oparopuaibHOM My3blke (cumQpo-
Huyeckas oparopus [. IllocrakoBuya, cuMm-
donms-mecca A. llIautke) [3].

Kuzap u cyapba opaTopuM CKIIajbIBa-
IOTCS B IOCIEAYIOMHUX 3a €€ MpPeMbepoun
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ucnonHeHusix. Ho B kazaxckoil mpodeccuo-
HaJbHOW MY3BIKE €CTh 00Opa3llbl OpaTOpHH,
KOTOpbIE OBUTH PacCUYMTaHBI TOJHKO HA OITHO
UCIIOJTHEHUE, 3TO — Npa3oHU4Hble Opamopuu
(3). OHu nucanuch Mo 3aKaszy B YECTh OIpe-
nenéHHoro coOwpiTus. Cioma MOKHO OTHECTH
oparopuu «Jlenun» (1970), «Xneb u necHs»
(1980), «TopxxectBennast oparopusi» (1982)
I". )Ky6anooii: «Crpanuns! Leaunsn (1982)
B. HoBuxkoBa u «Ctynenu baiikonypa» (1981)
XK. Typceinbaesa.

3aroj0BKM OpaTOpHii HE TOJNBKO PACKPHI-
BAIOT CMBICIIOBOW aCHeKT MPOU3BEICHMSI, HO
U yKa3bIBAIOT HA COOBITHA, B YECTh KOTOPBIX
oHu OpumM Harmmcaubl. [locBsamenue 100-e-
THIO co aHS poxaeHus B. . Jlenuna, ocBo-
€HUIO LEIUHBI, NocBAlleHne 250-1eTuio npu-
coenquHenns Kazaxcrana k Poccun 1, KoHEUHO
e, BOCIIEBaHHE TIEPBOTO M CAMOT'0 OOJIBIIIOTO
B MHpE KOCMOJpPOMA, PACIOJIOKEHHOTO Ha
tepputopun Kazaxcrana. I 310 naneko He
BECh AaCIMEKT SBJIECHUN, KOTOpPbIE OTPa3wIH
KOMITO3UTOPBI B CBOUX MPOU3BEICHUSX.

B coBpemenHoi xopoBoii Kynbrype Kazax-
CTaHa HaAOJIONAaeTcs TEHJEHUUS BO3POXKIeE-
HUSL XOPOBOW MY3BIKM MPOLUIOTO IepHoaa
IyTEM HaNMCaHUsA HOBOIo Tekcra. Hampu-
mep, «IIpaznganunas kanrata» M. CaratoBa
UCIIOJTHSETCS Ha KOHIEPTHBIX CIIEHaX C 3aMe-
HOM CJIOB «KOMCOMOJ», «MApPTHS» U APYTUX
UJICOJIOTMYECKUX CUMBOJIOB BpemeHH. [lpu
UX OCYIIECTBICHUU OOIIMUNA KOHTEKCT H3Me-
HSIOMICHCS BO BPEMEHH KYJIBTYPHI CO3AET
NIOYBY JIJISl UHBIX POYTEHUI aBTOPCKOTO OpH-
ruHana. U cienys atomy npumepy, BO3MOKHO
MIPEITOJIOKUTE MTEPEU3TAHNUE XYI0’KECTBEHHO
LIEHHBIX 00Pa310B OPaTOPUAIILHOTO KaHpa, a
HMMEHHO MEePECMOTP MPA3THUYHBIX OPATOPHIA.

Bcenenckas uoes mupa na 3emne (4)
TOE ChIrpaja OOJNBIIYIO pOJIb B Pa3BUTHU
OpaTOpUaAJIbHOrO aHpa. B My3blKanbHOU
KyneType Kazaxcrtana ecTh dYeTwIpe IIO-
KOJIEHHUSI KOMIIO3UTOPOB, KOTOPBIE TBOPH-
JU Ha BOJHYIONIME WX MIOOATbHBIE TEMBI.
B wmacmtabax oparopuanbHOTO KaHpa
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MOYKHO TaK€ OTMETUTh PACIIMPEHUE UCTO-
PUYECKUX U TeorpapuyecKux rpaHull. ITH
0COOCHHOCTH, MPEK/E BCETO, HAOMIOAAIOTCS
B oparopusix «Jloporou nmomoi» u «Humm»
C. Kubuposnoii, B oparopuu «Bozmnodu ue-
noBek yenoBekay . XKybaHoBOH.

B KkoHTekcTe HCTOpUHM KaHpa OpaTropus
«Bo3mo6u yenoBek dYelloBEKa» IPEACTaB-
JSeT co00i CBOEOOpa3HOE «PEHECCAHCHOE
apieHue. Kommosurop Bo3Bpamaer H3Ha-
YaJabHO NPUCYILIUKA 3TOMY KaHPY HCKOHHBIN
CEMaHTHYECKUH TMOATEKCT (IyXOBHOE HaJa-
JI0) U TJIaBHYIO >KaHPOBYIO (PYHKIUIO (TOBO-
penusi, monenusi). I. XKybanosa anemmupyer
K Cyry00 HPaBCTBEHHOW KaTerOpUU — BHY-
TpEHHEMY MHpY 4esioBeka. Uepes HpaBCTBEH-
Hble 4YyBCTBa JItOOBM M 100pa OT 4acTh K
4acTH yTBepkaaercs unes. KoHKpeTHbIM BO-
IUIOIIEHHEM HPAaBCTBEHHBIX KaTeropuil B opa-
TOPUU SIBJISIETCS. MOJUTBEHHOE HAYAJI0 B €T0
Pa3TUYHBIX MOAU(PUKAIMUAX: «MOJIUTBA-TIO-
MUHOBEHHME» BO BTOPOM M TPETbEW YaCTIX,
«MOJIUTBA-TIPOIIEHUE — IECATASI HACTb, «MO-
JUTBa-3aKJIMHAHUE» — JEBsITas 4yacTh [9].

B pesynprare cuHTE3a OpaTOpHAIBHOTO
*KaHpa, CUM(OHUYECKOW TMOSMBI U Tpaau-
[MOHHOTO TOMHHAJIBHOTO JKaHpa >KOKTAy
HOSIBJISIETCS HOBBIM BHUJ OPAaTOPHUAIBHOTO
X)aHpa — opamopus-pexsuem (5). OHa cra-
HOBHUTCSI IPOIOJDKEHUEM OJHOYACTHOM TMO)d-
MbI-pekBueMa. B tBopuectBe E. Paxmanue-
Ba MPOCIEKUBACTCS Pa3BUTHUE ITOTO KaHpa
oT «Jlupudeckoil MOIMBI-PEKBHEM TaAMATH
M. Aya30Ba» (1967) u ciycTst ABaaLATH JIET,
K «Oparopun-pekBuemy namsatu [. Myc-
penoBa» (1987). B opatopusix «KOKTay»
UCIIOJIb3yeTCsl MO0 Ha YpOBHE TEMaTHU3-
Ma (MEJIOAMU C COOTBETCTBYIOUIUM >KaHPO-
BO-O0PSIIOBBIM KOMIUIEKCOM), JIUOO B Kade-
CTBE pazjiesa I YacTH.

ITockombky 1997 rom ObUT OTMEYEH B
pecryOnmuke ['omoM maMsaTH KepTB MOJIUTH-
YeCcKUx penpeccuid, MUHUCTEPCTBO KyJb-
Typbl OOBSBUIO KOHKYPC MY3BIKaJIbHBIX
MPOM3BENCHNUN Ha 3Ty Temy. Harpamy momy-
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ymia pabora J[. borbaeBa « AKpIpeTke canap»
(«B mocnennuit myth»). Oparopusi, mocBs-
HIEHHAS KEPTBAM IOJIUTUYECKUX PEIIPECCUH,
BBUIMJIACh B CBOEro poja pekBueM. B HEM
MaKCHUMaJIbHO PEaIMCTUYHO ONKCaHa Tparu-
YyecKasl JKM3Hb JIIOICH, CTaBIIMX >KEPTBaAMU
nonutuku. M xomnosutop, ucnonbs3ys Cypsl
Cesiiennoro Kopana, mpussiBaet k 100pore,
YECTHOCTH, MAMSTH O BEJUKHX JIeJIaX TepOeB
CTpaHBbI.

OOBIYHO TIpM HANMCAHUU OPATOPUU Ka-
3aXCTAHCKUE KOMIIO3UTOPBI HAYMHAIM C pa3-
pabOTKK OCHOBHOM UJEH U COAEP KaHUs TPO-
u3BeneHus. Jlanee, oOpaiasch kK 1ureparopy,
co3nmaBanu auOperTo. Ho mHOTOA Oparopun
COUYMHSUIMCH TIOJ] BIEYATIEHUEM IPOYTEHUS
JUTEPaTypHOro MPOU3BENCHUS: 3HASI COLEP-
KaHUEe, KOMIIO3UTOP MCKajl COOTBETCTBYIO-
1iee €My My3bIKaJIbHOE BOIUIOLIEHUE. JTO
Ipynna opamoputi, OCHO8AHHBIX HA NOIMU-
yeckux npouszsedenusx (6). [Ipuanna sTomy
— 0COOBIA XyHOXKECTBEHHBIH MOABEM B Ka-
3aXCKOM KyJIbType, HOBas BOJIHA MPOU3BEJIE-
HUMN «ILIECTUAECCATHUKOBY» B CBSI3U C TYXOBBIM
OCBOOOYKJEHUEM OT TOTAIIUTAPHOTO pEXHUMA.
K 310l rpynne MOXXHO OTHECTH OpaTOpuu
«Apanbckas Obutb» (1978) u «IlecHs Tarbs-
Hbe» (1983) I. XKybGanoBoii [6].

B knure «Mup moii — My3bika» I Ky-
OaHOBa mUIIET: «... S mocrama Tomuk AOas,
Hanwia “OneruHa”, u “geno” monuio. Takoe
BJIOXHOBEHHE IOCEIaeT He 4acTo. S BbI-
CTpouJia CBOM BapHaHT U3 pparMeHToB Alasi.
U xota s nazana oparoputo “llecus Tarbs-
HbI’, HA caMOM Jeje noayuduiuch “Bocmo-
MuHaHus OHeruHa” — PETPOCHEKUHUs €ro
KU3HU... HO B My3bIKaJIbHOM Ipamarypruu
IJIaBeHCTBYET Tema TaTbaub» [2, ¢. 189]. OTun
MPOU3BECHUS BOCIIPUHUMAJIUCh KaK HOBas
TPaKTOBKA JIUTEPATYpHOIO MPOU3BEIEHUS,
KaK MY3BIKAJIBHOE MPOYTEHHE MOITHUYECKUX
00pa3oB B OpaToOpuUH.

N3ydeHne TeMaTuueCcKoil OCHOBBI B Oparo-
pusxX KoMIo3uTopoB KazaxcraHa nmokas3biBaeT
3HAYUMOCTb YPOBHS Pa3BUTHUS IUTEPATYPHBIX
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xaHpoB. HecomHeHHO, AyXxOoBHO-GMIOCO(]- CTpeMieHHs TMOKa3aTh WHIWBHIYaTbHOCTB,
CKH€ B3IVISIIBI KOMITO3UTOPOB (DOPMUPYIOTCS ~ BE/lb AKTUBHOE PAa3BUTHE TEMATUYECKOTO JIU-
HE Cpa3y, HO CTAHOBATCS pe3yJbTaTOM MHO-  ara3oHa )KaHpa OpaTOpUU MPHUBENIO HE TOIHKO
TOJIETHETO OIbITAa. 3aTPOHYTHIE B 3TOM JKaHPE K YKPEIUICHHIO TBOPYECKOM HAEHTUYHOCTH
UCTOPUKO-NATPUOTUYECKHE M HJEOJIOTUYEe-  KOMIO3UTOPOB, HO U (POPMHUPOBAHUIO TPaK-
CKHE TeMBbl Jalli MY3bIKaHTaM OCHOBY IS  JTaHCKOW ITO3UIIWU.
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My3bikaAbHO-NeaAarornyeckas NOAroToBka
B YUUTEAbCKMX ceMHHapusax KaszaxcraHa
nocaeaHen vyerBeptu XIX — Havara XX Beka

B crarbe paccMmaTpuBaeTcs Mpouecc My3bIKaIbHOTO 00pa30BaHUs B CUCTEME MEIarorn4eckoi
IOJTOTOBKM B Y4YHUTEIbCKMX ceMuHapusax Kaszaxcrana mnocnennedt uderBepru XIX — Hauana
XX Beka. MzyueHsl conepkaHue, HampaBieHUs, (GOPMBI, METOIbI OpPraHU3AlMU MY3bIKaJIbHO-
TEOPETUYECKOT0, MY3bIKaJIbHO-UCIIOJIHUTEIBCKOIO 00pa30BaHUs MENAarorMu4eckux KajpoB.
PackpbIThl HaIMOHATBHO-KYJIBTYPHbIE OCOOCHHOCTH CHUCTEMBI IMEJaroruuyeckoro oOpa3oBaHMA,
BBICTPOEHA XPOHOJOTHS OpraHM3allMM IeAarormyeckux yudeOHbIX 3aBeneHuil B Kasaxcrane,
ofpejiesieHa crieuduKa IMporecca My3bIKaJbHOTO O0ydeHUs, KaJpOBBIH YPOBEHb I€JaroroB-
MY3BIKaHTOB, MaTepUaTbHO-TEXHUYECKOE, YU4eOHO-METOAMYECKoe oOOecreyeHne My3bIKaJIbHON
NeSITeIbHOCTH YUUTENIbCKUX ceMuHapuil. ChOpMUPOBaBIIAsACS CHCTEMa MY3bIKaJIbHOTO 00y4eHUs
yunuTelnbckux cemuHapuil Kazaxcrana craga B XX BeKe OCHOBOM MY3bIKaJIbHOM MOATOTOBKHU B
CpeAHUX MPO(ECCHOHANBHBIX MEAarorniecKuX 3aBeACHUAX (TEXHUKYMBI, YUUIIHIIA), YTO SIBUIOCH
NPEANOCHIIKON CTaHOBIIEHUS MY3bIKAJIbHO-TIEIarorn4eckoro oopasosanusi Kazaxcrana Bo BTOpoit
nosioBuHe XX BEKa.
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Preparation of Musical Pedagogy in Teachers’ Training Courses
in Kazakhstan in the Last Quarter
of the 19th and Early 20th Century

The article examines the process of musical education in the system of pedagogical
preparation in the teachers’ training colleges in Kazakhstan in the last quarter of the 19th and
the early 20th century. A study has been made of the contents, directions, forms and methods of
organization of music theory and musical performance education of the faculty. The national and
cultural peculiarities of the system of pedagogical education are disclosed, the chronology of the
organization of pedagogical educational institutions is formed, and the specificity of the process
of musical education, the professional level of musician pedagogues, the material-technical
and tutorial methodological provision of musical activities of teachers’ training colleges are
determined. During the 20th century the established system of musical education in the teachers’
training colleges in Kazakhstan became the foundation of musical preparation in intermediate
professional pedagogical institutions (technical schools, colleges), which became the prerequisite
for the formation of musical pedagogical education in Kazakhstan in the second half of the
20th century.

Keywords: teachers’ training colleges in Kazakhstan, musical-pedagogical preparation, musical
education, the discipline “Singing and Music.”
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HOTO TEJarorn4eckoro oOpa3oBaHHUs, OT-
KpPBITHSI  CIIEUMAJbHBIX IEJarorMuecKux
y4eOHBIX 3aBEICHUN (YUYHUTEIbCKHE CEMH-
HapHuM U LIKOJIbI, IEJarOrMUYeCKUE KypChl U
KJIACChl) B Y4€OHBIX OKPYTax, K KOTOPHIM B

a3BUTHE CHUCTEMBI HAPOAHOTO IIPO-
ceemieHns KaszaxcrtaHa BO BTOpoOH
nonoBuHe XIX — nHauanme XX BEKOB,

POCT KOJHNYCCTBA O6yanOH_[I/IXC$[, CCTHU
yq€6HBIX SaBGJICHI/Iﬁ Pa3IMYHBIX THUIIOB

(KoH(eCCHUOHATIBHBIX MYCYIbMAHCKHX U
MPAaBOCIAaBHBIX, CBETCKHX) OCTPO 0003Ha-
Y10 MpoOjIeMy HEXBATKH KBaJIHPHUIUPO-
BaHHBIX yuuTesel. /lepuuut yuurenbckux
KaJpOB CTAHOBHUTCA OJHUM U3 (HaKTOPOB
CTAaHOBJICHHS CHUCTEMBI MNpPO(dhecCHOHAIIb-

pasHbIe MEePHOABI OTHOCHIIACH TEPPUTOPHS
Kazaxcrana: Kazanckom (1803), OpenOypr-
ckoM (1874), 3anagHo-Cubupckom (1885),
Typkecranckom (1886).

AHanu3 MCTOYHUKOBOW 0a3bl HCCIENO-
BaHWs, a UMCHHO: apXWBHBIX MaTepUaJIOB
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[{eHTpaJIbBHOrO TrOCYJapCTBEHHOIO AapXH-
Ba PecryOmuku KazaxcraH, Hay4HBIX Tpy-
JI0B, MOHorpaduii, auccepraumii, crarew,
3aKOHO/IaTeJIbHO-HOPMAaTUBHON  (3aKOHBI,
yKa3bl, YCTaBbl, HHCTPYKLUHU, HOJOXKEHUS,
npaBwiIa U JAp.), y4eOHOH TOKyMEHTAlUH
(yueOHbIC TJIaHbI, MPOTPAMMBI, YUCOHHUKH,
y4e0HO-METOIMYECKUE MOoCco0us), — IIo-
Ka3bIBa€T, YTO MYy3bIKajJbHasi MOATOTOBKA
B I€JarorMyeckux Y4YeOHbIX 3aBEeICHHSIX
Kazaxcrana sBnsmack oOs3arenbHoil. Ce-
pbE3HOE BHHUMAaHHUE K MY3bIKaJIbHO-IIE]Ia-
TOIMYECKON IOJArOTOBKE YyuduTesed OblIo
00yCIIOBJIICHO HAMETHUBIIEHCS B MOCIEAHEH
yerBeptd XIX Beka TEHACHUHMEW IO BBE-
nenuro npeamera «llenue» B uncno obs3a-
TEJIbHBIX JUCLUUIUIMH B CBETCKUX yUEOHBIX
3aBEIEHUAX (PyCCKO-Ka3aXCKMX MHOpPOAYE-
CKHX, CEJIbCKMX YYWJIMINAX, NPOTMMHA3U-
X, TUMHa3MsiX), o0s3areibHOE Mpernoja-
BaHUE LIEPKOBHOIO MEHMS B IPABOCIABHBIX
y4eOHBIX 3aBeJeHUsAX (IIKOJaxX TpaMoThI,
LEPKOBHO-IIPUXOJICKUX IIIKOJIaX), BBEE-
HUE DJIEMEHTOB MY3bIKaJIbHOIO OOyYEHHUS
B KOH()EeCCHOHAJIbHBIX HOBOMETOAHBIX MY-
CYJIBMAaHCKUX IIIKOJIaX (Mekrebe, Meapece).
HaunbGonee ocHoBarenpHO mpouecc My3bl-
KaJbHOTO 00pa30BaHMsI yuuTesnenl ObLI Mo-
CTaBJIEH B YUYHUTEIbCKUX CEMUHAPUAX, CUU-
TaBIIMXCS HAWIYYIIUM TUIIOM YUPEXACHUM
B CHJIy UX 0oJiee BBICOKOIO cTaryca U Mpo-
JOJKATEIIBHOCTH CPOKa 00yUYEeHMS.

O0630p cocTosiHMA Hay4dHOU pa3pabo-
TaHHOCTH NpoOJeMbl MY3bIKaJIbHO-IIE/a-
TOrM4Y€CKOM TOArOTOBKM B YUYUTEIbCKHUX
cemuHapusax Kazaxcrana nociennen yer-
BepTH XIX —Havana XX Beka mokasai, 4yTo
JI0 HACTOSIIIETO BPEMEHU OHA HE CTAHOBU-
Jach 0OBEKTOM CHEIHAIbHBIX HCCIIEI0Ba-
HUM, YTO MTOATBEPKIAET HEOOXOAUMOCTb U
aKTyaJIbHOCTh OOpalleHHs] K MaJIOU3y4eH-
HOHM B meparoruyeckoil Hayke Kazaxcrana
TeMe. OTIenbHbIE aCHEKThl MY3bIKaJb-
HO-II€JarOrMYeCcKoro o0pa3oBaHUsl HapoO/-
HBIX yuuTeneil Ha pyoexe XIX—-XX Be-

KOB 3aTparuBaroOTCs B JUCCEPTAIMOHHBIX
uccinenosanusax T. H. AGpocumonoit [1],
H. A. Anens6aeBoii [2], T. H. barypunckoii
[3], Tpymax Hx. Kpemep [7], conepxkanue
npoliecca My3bIKAIbHOW MOJATOTOBKHU Ii€-
JJarOroB OCBEILAETCS B HAayYHBIX CTaThAX
TaKUX 3apyOeXHbIX Yy4€HBIX, Kak T. JIxk.
Hpeiisc [5], K. Konep, k. . Dpoc [6],
®. K. Poza Hanaun, I1. K. Mynwsoc-Kappwui,
M. T'oncanec-Canmamen [8], . A. Pukensc,
2. K. Xoddman, B. 3. Openepuxcon [9],
T. Pobucon, b. Yunesmc [10] u ap.

B nocnennent yerBeptn XIX — Haua-
ne XX Beka B KazaxcraHe OTKpBUIOCH BO-
CeMb YUYUTENbCKUX ceMHHapui: OMckas
(1872), Kazanckass unoponueckas (1872),
Typkectanckas (Tamkent, 1879), Cemuna-
natuHckas (1903), AxtroOunckas (1912),
VYpansckas (1913), Bepuenckas (1913),
AxmonuHckas (1916). Yuurensckue cemu-
HapHUH U LIKOJIbI, MEJarOrMueCcKue Kypchl U
KJIacChl ISl TIOATOTOBKHU YUWUTENEU Yye3[i-
HBIX, TOPOJICKUX HAYaJIbHBIX YUMIIUII Opra-
HU30BBIBAIMCH HA OCHOBaHUM JIOKYMEHTOB
MuHucTepcTBa HApOIHOIO MPOCBEIICHUS
(MHIT): «O mepax x oOpa3oBaHUIO HACEISI-
romux Poccuro mHOpoaues» (1870), «Ilo-
JI0KeHUE 0 MOJIOIEUHSIHCKON YUUTEIbCKON
cemunapun» (1870), «Ilonoxenue o xeH-
CKMX T'MMHa3usAX U nporuMHasusx MHID»
(1870), «O Tarapckux y4YHUTENbCKUX IIKO-
nax» (1872), «Ilonoxxenne o memarormde-
ckux kmaccax» (1874), «MucTpykuuu s
yuutenbckux cemuHapuii MHII» (1875),
«O KHUpru3cKoi (Ka3axCKOM) yUHUTEIbCKOM
mrkosie» (1880) (cm.: [2]).

N3ydenne apxuBHBIX (HOHIOB YUUTEIb-
CKMX CEMHMHapHi, IIKOJ, MEeAaroruyecKux
KypPCOB, KJIACCOB [MO3BOJIMJIO COCTaBUTh 1ie-
JIOCTHYIO KapTUHY COCTOSIHUSI MY3bIKallb-
HO-TIEJTaTOTMYECKOTO 00pa30BaHUS B HUX,
MIpe/ICTaBJIEHUE O IeATEIbHOCTH, 00pa3oBa-
HUU, COI[MATIBHOM M MaTepUaJbHOM MOJIO-
KEHUU, y9eOHON Harpy3Ke yuuTesnen meHus
Y4EOHBIX TIEAArOTMUYE€CKUX 3aBEACHUM.
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OO0yueHune B ceMHHapHsX ObLIO 10POro-
CTOAILMM, JJIUTEIBHBIM; JOCTaTOYHO BBI-
COKHE BCTYIUTEJIbHbIE TPEOOBAaHUS BKIIIO-
YaJIi NMCbMEHHBIE U YCTHBIE 9K3aMEHBI 110
BCEM IpEAMETAM MPEbIIYLIETO KOJIbHO-
ro kypca. [Ipu nocTymnieHny B CEMMHAPHUIO
0co00 mnoauépkuBaizach HEOOXOAMMOCTH
MY3bIKQJIbHO-3CTETUYECKOH  MOJITOTOBKH:
JUISL BBISIBICHHMSI YPOBHS MY3bIKaJbHOTO
pa3BUTHSA, IPUPOIHBIX MY3BIKAIBHBIX CIIO-
COOHOCTEH MOCTyMaoIIKe CAABAIIN HK3aMe-
HbI 110 nIeHut0. Bo BetynuTenbHbIX Tpebo-
BaHUAX OMCKOM yYHTEIBCKON CEMHHapHUH
yKkasbiBaeTcs: «Bcnencreue npensioxkeHus
. Munuctpa Haponnoro IIpocsemenns na
uMs [lomeuntens XapbKOBCKOTO y4eOHO-
ro okpyra, ot 09.11.1897 ., 3a Ne 29.596,
0 HEOONYUjeHUU 8 YUUMEeNbCKUE CEMUHAPUU
JUY, COBEPULEHHO HECNOCOOHBIX K NeHUIo,
BHOBB IOCTYIAIOLINE B CEMUHApUH OyayT
MOJBEPTHYTHI MCTBITAHUIO B CIIOCOOHOCTH
ux K neHuio»'. [IpoBepsioch 3HaHUE TEM:
«My3bIKanbHbIE 3ByKH U MX INPOCTEUIINE
coequnenus. IIpocteie pasmepsl. HMuTep-
BaJibl MXOpHOM rammel. HoTHBIE M mpak-
TUYECKHE YIPaKHEHUS Ha OMH TOJI0CH?.

Cornacno WHCTPYKLINHU MHII
(04.07.1875), «KpaTkoMy y4eOHOMY ILJIaHY
y4uTeNbCKUX ceMuHapuin» (1903) npeamer
«Ilenue» siBisieTcst 00sI3aTENIbHBIM, HU3ydYa-
€TCsA MO 2 4. B HEJIEI0 Ha IPUTOTOBUTEINb-
HOM OT/ZIEJIEHUU U BCEX KypcaX CEMUHApHH,
oOyuyeHue Urpe Ha My3bIKaJbHBIX HHCTPY-
MEHTax (CKpHIKa, (GOpTenuaHo u ap.) mpo-
BOJIMJIOCH 32 JIONOJIHUTENBHYIO I1JIaTy.

B nyskre 15 «llomoxenus o Momo-
JNEYHSHCKOM YYMTEIBCKOW CEMUHAPUN»
(17.03.1870) yka3wIBaeTcs, YTO «Y4UUTEIb
IIeHUs onpeaesieTcss JIupeKkTopom, 1o Hau-
My, KpOME JKaJOBAaHMs U Ka3€HHOW KBapTH-
PBI C OTOIJIEHUEM, HUKAKWMHU IIPaBaMU 110
CITyK0Oe He TIOJIBb3yeTCsDy .

IIpencraBnenue O neRaroru4eckon
Harpyske, KajJOBaHWUU y4yuTelen NaéT ap-
XUBHBIM JOKyMeHT «Pacmnpenenenue ypo-
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KOB MEXIy IMpenojgaBaresiMu AKTIOOUH-
CKOM MY)KCKOM YYHUTEIbCKOM CEMHHApUHU
Ha 1913-1914 rom», yka3pIBaromiuii, 4TO
«JIOJDKHOCTh M. O. yudTeds neHus (1o
BOJIBHOMY HaiiMy) 3aHumaeT SIBkuH Huko-
nait CeménoBuu (1889 r. p.), He umeronMit
YyHa, [IpaBOCIaBHbIN, xonocT. HexenbHas
Harpy3ka COCTaBJIsieT B CeMHUHapuu — 6;
B FOPOJICKOM yuuIIdile — 4; Ha Mearoruye-
CKHX Kypcax — 2 ypoka nenus. JKanoBaHue
— 300 p., Cronossie — 200 p., KBapTupnsie
— 125 p., Ho6aBounsie — 100 p., 32 ypoku B
ropoackoMm yuwiuiie — 150 p., Ha nexaro-
ruyeckux Kypcax — 60 p. Beero — 935 p.»?.

My3blKkanbpHass NOArOTOBKA 3aBHUCENA
OT craryca, o0pa3oBaHUsl, METOJUKH 00y-
YeHUs, YPOBHS MPo(dheccHoHATLHO-MY3bI-
KaJIbHOW KOMIIETCHIIUU YYHUTENs TEHHUS,
HalpaBI€HUA  MY3BIKAIbHOM,  XYHOXe-
CTBEHHO-ICTETUYECKOM,  y4eOHO-BOCIH-
TaTeJIbHOM  JEATEIbHOCTH CEMHHAPHUIL.
ComacHO apXMBHBIM JTOKYMEHTaM J1OJXK-
HOCTH YUYWTEJNsl TIEHUS B CEMUHApUsX 3a-
HUMaJd: B OMCKOW y4YHMTEJIbCKOW CeMHUHa-
pUH, ONHOM W3 MEPBBIX IMEAATOTUYECKUX
3aBeneHnit 3amagHoit Cubupm m Kazax-
crana, — Poccuxun SkoB BacumibeBuy’.
B Typkecranckoit (BmocieactBuu Tar-
KEHTCKOM) MYXCKOHl YUHUTEIbCKOW CEMHU-
HapuH, JOJTO€ BpeMs €JUHCTBEHHOTO Tie-
JAarOTUYECKOTO 3aBEJICHUS HAa OTPOMHOM
tepputopun LlentpanbHoit Asum n Ka-
3axcraHa, — BacwiseB lBan MBanosuu®.
B OpenOyprckoit Kuprusckoit y4uTenb-
CKOMH ILIKOJIE — PEreHT IIPAaBOCIABHOMU LIEPK-
BU @DenoroB Hukomait AnekcanapoBud
(c 1895 mo 1902), mpenonaBaBImuii B He-
CKOJIbKMX YueOHbIX 3aBeneHusix OpeH-
Oypra; ¢ 1913 rona — He umeNIUN YMHA
Hukonaii Camerun’. B Cemumnanartus-
ckorl — YUynkoB Hukonaih BsuecnaBoBuu.
CeMunanaTuHCKass CEMHHapHsi, OTKPHI-
Tas B CBA3U C OCTPOMl HEXBAaTKOW y4yuTe-
Jed MHOPOAYECKUX IIKOJ, OPUEHTHUPOBA-
Jach Ha TOTPEOHOCTH AKMOJMHCKOM U
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CemunanatuHckoil oOnacreit. OHa crana
IIEPBOM, PACIIOJIOKEHHOW B CTEIIHOM Kpae
Ha Tepputopun coBpemeHHoro Kasaxcra-
Ha®. B AKTIOOMHCKON — y4YHTElIeM IEHUs
C MOMEHTa OCHOBaHM Ciyxuil SIBkun Hu-
koimat Cem€HoBHY, OKOHuUMBIIMK OpeH-
OyprcKyro KHUPIU3CKYH  YUYUTEIbCKYIO
IIKOJIY ¥ KYpCBHI IIEHMS, [10CIIE€ €r0 MOOMIIH-
3a1iu Ha PPOHT UCTIOTHSAIOIIUM 00s3aHHO-
CTH y4MUTENs NEeHUs cTal quakoH CaBHHOB
Bacunmii ['puropseBud (¢ 01.09.1917 r.)°.
B BepHeHCKON ceMHHapuu YpOKH IEHHS
BEéxn I. II. TuxoHpaBOB, KiIacc CKPUIKU —
UMEIOIIMI  Iopuauyeckoe o0Opa3oBaHHUE,
IPUCSOKHBIM TIOBEPEHHBIM npu BepHen-
ckoM OKpykHOM cyae Mupos AllekcaHap
[TaBnoBuy, kiace poprenuano — Tonokon-
HHHUKOB'",

@OyHKIHMOHAIBHBIE O0S3aHHOCTH y4H-
TeJeW MEHUs CBUIETENBCTBYIOT O HEOOXO-
JUMOCTH BJaJeHUs] TIIyOOKMMHU Mpodec-
CHOHAJIBHBIMU MY3bIKAJIbHBIMU 3HAaHUSAMMU
JUIsl TIPOBEJICHUS] YPOKOB IIEHHUSI, METOIUKON
o0yuyeHus1 Urpe Ha MHCTPYMEHTax (CKpHI-
Ka, (oprenuaHo, AyXOBble U Jp.), HaBbI-
KaMu pabOThl C XOPOBBIMH, OPKECTPOBBI-
MU KOJUIEKTMBAMH (IyXOBBIM, CTPYHHBIM,
OananacyHbIM), OIBITOM IPOBEICHUS
KOHIIEPTOB, KYJIBTYPHBIX MEPOIPUITHIA,
0J1aroTBOPUTENIbHBIX CHIEKTaKJIeH U Jip. My-
3BIKAJIBHBIE KOJUIEKTUBBI CEMUHAPHUNA AKTUB-
HO NPUBJICKATIUCH K YYaCTUIO B TOPOACKUX
MEPONPUATHUAX; IIUPOKOE BO3JICHCTBUE HA
MY3bIKaJIbHYIO JKU3Hb CEMHHAPUN OKa3bl-
BaJl YpPOBEHb OpraHU3allUM KYJIBTYpPHO,
JyXOBHOM, IPOCBETUTEIIBCKON JIE€ATEIIBHO-
CTU TOpPOJIOB, HAJIMYHME Pa3BUTOU KyJbTYp-
HOU MHQPPACTPYKTYpbl (My3bIKaJIbHBIE KOJI-
JIEKTHUBBI, IPOCBETUTEIBCKUE OPTaHU3aLUN,
oOmiecTBa, TeaTpbl, KOHLEPTHBIE IJIOIIAM-
KM, OMOIIMOTEKH | JIp.).

TunoBbIX mporpamMm, pa3pabOTaHHBIX
MHII no mpenmery «Ilenue», He ObLIO.
CeMmuHapuy CcaMOCTOSITENIBHO COCTAaBIISIIN
«lInanel-nporpaMMsl 110 IPENOAABAHUIO

MEeHUs1 U MeToauke neHus», «IIporpaMmmsl
XOPOBOIO KJIacca», OpPUEHTUPYSICh HA TEMa-
TUYECKOE COIEPKAHUE TPOTPAMM I10 IEHUIO
B HAYaJIbHBIX YYWIMILAX, TI€ B MOCIEAYIO-
IIeM JTOJIKHBI OBLITM MPEro/iaBaTh BBIMYCK-
HUKU ceMmuHapuil. I[Iporpammsel BKIiIrouanu
pas3ienbl: UCTOPUM JTYXOBHOM M CBETCKOM
MY3bIKH, TEOPUU U MY3bIKAJIbBHOW IPaMOTHI,
LIEPKOBHOE U CBETCKOE MEHUE, METOBI 00Y-
YEHUs TICHUIO, UTPa U METOJUKA O0ydeHUSs
Ha MY3bIKaJIbHBIX HHCTPYMEHTaX ',
[TocnenoBarenbHO U OCHOBATENBHO HU3-
ydajgach JJIEMEHTapHas TEOpUs MY3bIKU
(HOTHOE MHCHMO, METPOPUTM, IJIUTEINb-
HOCTH, TE€MII, CTPOCHHE TaMM, HWHTEPBa-
JIOB, AKKOPJIOB, MY3bIKaJIbHBIE pPa3MeEphl,
JTUPUKEPCKUE CXEMbl) U HOTHOM TIpaMo-
Tbl. MeTouka o0yuyeHus HOTHOUM rpamore
OCHOBBIBAJaCh HAa M3YYECHUU HECKOJIBKUX
HOTHBIX CHUCTEM: LHH(POBOI MO METOIUKE
K. K. Anp6pexra «PyKkoBOACTBO K XOpOBO-
My neHuio no nudupHoit metone Illese»
(M., 1872-1886); nuHeliHOW (UTaNbIH-
ckoi) mo metoauke A. PoxnoBa «HorHas
a30yka, COCTaBJICHHAsI JJisl NIEBYECKUX XO-
poB» (CIIG., 1854); B nedayTHOM KiTtodye
no OorociyXeOHbIM INEBYECKUM KHHIaM
CB. Cunona. BeipaboTka HaBBIKOB UTCHHS
B Pa3HbIX KJIIOYAX IUIa MOCIEAO0BATENIbHO,
Ha4MHAsACh C OTACJIBHBIX HOT, IIOCTEIIEHHO
YCJIOXKHSSACh — MEHHE Ma)KOPHBIX, MUHOP-
HBbIX FaMM, pa3y4uMBaHUE [0 HOTaM JyXOB-
HBIX M CBETCKHX XOPOBBIX ITPOU3BEIACHUI.
OcHOBY MyY3BIKQJIBHOTO OOpa3oBaHUs Ce-
MUHApUCTOB COCTABIISIJIO XOPOBOE HCHOJ-
HUTENBCTBO, OCBAaMBajach METOAMKA O0Y-
YEHUs MEHUI0, MPUEMBI OpPraHU3alun X0pa,
MOCJIEI0BATEIBLHOCTD ATANOB pa3yyMBaHUS
npousBencHuit. B paboTe MCHoab30BaIKCh
y4eOHHMKH, YueOHbIE TTOCOOUS, HOTHAs JIU-
Teparypa, MpolIeaas peLeH3upOBaHUE
W PEKOMEHJIOBAHHAA K HCIOJIb30BAHUIO
Onpenenennsimu Ocoboro otaena YuéHo-
ro komureta MHIL: H. M. IlorynoB «Py-
KOBOJICTBO K IIPAKTUYECKOMY H3YyYEHHUIO
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JIpeBHET0 OorociyxebHoro meHus» (M.,
1872-1888), A. PoxHoB «PykoBoaCTBO
s obyuaronux nenuto» (CII6., 1866,
1914), T. 4. Jlomakun «Kparkas meronu-
Ka TEeHUs I TMepBOHAYAIBHOTO OOIIe-
ro yuenus no uuppam u "Horam» (CII6.,
1862), JI. A. pon Poxt «COOpHUK TeT-
ckux omgHoronocHbIX necen» (CII6., 1873),
A. M. OctpoymMOB «OneMEHTApHBIE YPOKH
nerus» (1899), C. B. Cmonenckuit «Kypc
XOPOBOTO IIEpKOBHOTO rieHusn» (1897) u mp.'?

BHekaccHble XOpOBBIE, aHCaMOJIEBBIC,
OpPKECTPOBBIE PENETUIIMN U KOHIEPTHI, 00-
yY4EeHHE UTpPe HAa MHCTPYMEHTaX, MpoBeJe-
HUE MPOOHBIX YPOKOB IO TMEIArOrHYECKON
paKTUKe GOPMUPOBAIU PAKTHUECKUE HC-
MOJIHUTEIHCKUE HABBIKH XOPOBOTO TICHWS,
VIpaBJICHUS XOPOM, COBMECTHOW WTIPHI Ha
UHCTPYMEHTAX, YIpaBJICHHUsI aHCAMOJIAMH,
OpKECTPaMH.

OOyueHue urpe Ha MY3bIKaJbHBIX WH-
CTpyMEHTaX ObLJIO COCTaBHOW YaCThIO MY-
3BIKAJIbHO-TIEIarOTUYECKON  MOATOTOBKH
B CEMUHAPHSX, OJHAKO B OTIIMYUE OT XOPO-
BOT'O TMEHHsI, OXBATHIBAIOLIETO BCEX BOCIHH-
TaHHUKOB CEMHHApPWHU, €r0 MPOXOIUIH 3a
OTAENBHYIO TUIATY TOJNBKO JKenaromme. Ap-
XUBHBIE TOKYMEHTbI BepHeHCKON yunuTemns-
CKOM CEMHHApWUU PACKPBIBAIOT TUIIUYHBIC
MpOOJIEMBl HCIIOTHUTENECKOW HHCTPYMEH-
TaJbHOM MOJITOTOBKH, CBSI3aHHBIC C TUIOXHM
(hMHAaHCUPOBAaHHUEM, BBIJICJICHUEM HEJO0CTa-
TOYHOTO KOJIMYECTBA YaCOB JJISI WHANBHLY-
aNbHOTO OOYYeHHS UTPE HA MHCTPYMEHTE,
HEOOXOTUMOCTBIO JIOTIOTHUTEILHOTO Haii-
Ma TperoaaBaTesiell My3bIKd, OTCyTCTBUEM
U IUJIOXUM Ka4eCTBOM MY3bIKAJIbHBIX HH-
CTPYMEHTOB, HEI0CTAaTOYHBIM TOHUMAHUEM
3HAYEHUS U BaKHOCTH JTAHHOTO KOMITOHEH-
Ta Ui MpoeccuoHabHON KBaMH(pUKAINN
yuutensi. llporpaMma HHCTpyMEHTalb-
HOM TOJTOTOBKH BKJIIOYaja 3HAKOMCTBO
C YCTpPOHCTBOM HWHCTPYMEHTa, OCOOEHHO-
CTSIMU HOTAllMM JI1 OINpPENeIEHHOTO HH-
CTPyMEHTa, YIPAKHEHUS HA TOCTAHOBKY
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anmnapara, pa3BUTHE UCIIOJIHUTEIbCKUX Ha-
BBIKOB ¥ TEXHHKH, perepTyap’’.

PykoBOACTBO  yYMTENbCKMX CEMHHA-
puil BbIIENSAIO (PUHAHCOBBIE CPENICTBA IS
o0ecrieyeHus MaTepUaIbHO-TEXHUYECKOU
0a3pl 00yueHHUsT MYy3bIKE, IPUOOpeTeHUs
MY3bIKaJIbHBIX UHCTPYMEHTOB, OCHAIICHHUS
MY3BIKAJIHBIX KJIACCOB Y4eOHO-METOanYe-
CKO¥ 1 HOTHOU JuTeparypoit't. B «'omoBom
otuére CeMHIaNaTUHCKOW CEMUHApUHU 3a
1916 rog» yka3bIBaeTCsl, UTO MY3bIKaIbHBII
Kjacc pacnonaraet «1 posuiem, 3 ducrap-
MOHHSIMH, | CTPYHHBIM KOHTpabacowm,
30 ckpunkamu, 18 rutapamu, 13 manjgo-
nuHaMu, 58 Oananaiikamu, 1 KiIapHETOM,
1 ¢neittoit, 1 kopretoM, 1 TpomMOOHOM U
1 GapabGanomMm, a Bcero 129 mHCTpyMEHTOM
Ha o011yt cymmy 2233 p. 80 k., B TOM 4Yuc-
ne B 1915 rogy mpuobpereno 20 uHCTPY-
MeHTOB Ha 150 py6.»'°.

Mexny cemuHapusmu Kazaxcrana cy-
IIECTBOBAJIa MPAKTUKA OKa3aHUS IMOMOIIH
B IIOMOJHEHHHU, OOMeHe OHOIMOTEYHBIMU
donnamu. B apxuBax AKTIOOMHCKOW MyX-
CKOM YYUTENIbCKOM CEMHHApUH HMEETCs
nuceMo K Jupekropy OpeHOyprckoi ce-
MuHapuu ot 26.11.1914 . Ne 757: «mero
4yecTh npernpoBoauTs Bamemy [IpeBocxonu-
TEJIbCTBY CITUCOK YYEOHMKOB U YUEOHBIX I10-
coOuii, ynoTpeOisieMbIX BO BBEpEHHON MHE
CEeMUHApHUH IO TeHHIo»'®. B npuiioxeHuu
K JJOKYMEHTY yKa3bIBAa€TCsI BHYIIUTEIbHBIN
CIHMCOK JINTEPATyphl, JAIOIIUN MpeIcTaBie-
HUE O MemoOu4ecKkomM OCHAUWeHUU YPOKO8
my3viku. Jluteparypa neaurcs mo rogam o0-
YYEHUS, CTAaBUT LENbIO PACIIUPEHNE TEOpe-
TUYECKUX MMO3HAHUM 10 MY3bIKE, BKIIOUAET
BOKAJIbHO-XOPOBBIE YIPAXKHEHUS UL pas-
BUTHS CIyXa ¥ WHTOHAIIMOHHBIX HABBIKOB,
XpeCTOMAaTHH C HAPOJHBIM, CBETCKUM, KJIac-
CHUYECKUM TIECCHHBIM perepryapom’’.

BcecropoHHee wu3ydeHHE My3bIKaJlb-
HO-00pa30BaTeIbHOIO HACJEIUsl y4YUTEIhb-
CKMX CEMHHApud W IMOCIEIYIOMIEr0 CTa-
HOBJICHHUSI MY3bIKaJIbHO-TIEJarOrMY€CKOTO
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obpazoBanus B KazaxcTaHe MO3BOJIMIO
IOPUITH K BBIBOYy O TOM, YTO JaHHasl CH-
CcTeMa MY3BIKaJIbLHOTO 00pa30BaHus Jiera
B OCHOBY COJEP>KaHMSI MY3bIKAJIBHOW MOJ-
TOTOBKH MEIarOrH4eCKUX KaJpOB B CPETHUX
npoecCHOHANIBHBIX MeJarornYecKux 3aBe-
neHusix Kazaxcrana (TeXHHKyMmax, Y4HIId-
111aX ) B IepBOii osioBuHE XX BeKa, CTaBLIINX
B CBOIO Ouepe/lb OJHOW M3 MPEANOCHUIOK
CTaHOBJICHHS CUCTEMBI BBICIIETO MY3bIKaJIb-
HO-TIEIATOTU4ecKkoro oopaszoBanus Kazax-
cTaHa BO BTOpoii nosioBuHe XX Beka [4].

Pesynbrarel uccnenoBaHus MO3BOJIWIN
cenarh CIEAYOIIUE BbIBO/IBI:

— Ppa3BUTHE HAPOJHOIO MPOCBELIECHUS
Kazaxcrana Bo Bropoi nojoBune XIX Beka
CHOCOOCTBYET CTAHOBJIEHUIO CUCTEMBI ITPO-
(ecCHOHANBHOTO TEJAarorn4ecKoro ooOpa-
30BaHUs, CO3[JaHUIO MEAArornyecKux yueo-
HBIX 3aBEICHUM;

— B YUYUTEJIBbCKUX CEeMUHApUsX (IIKO-
Jax, Kypcax, Kiaccax) MOCTeneHHO (op-

MHUpYETCSl CHCTEMa MY3bIKaJlbHO-IIEJaro-
TMYECKOW MOATOTOBKM YUYUTENIEH, IPEAMET
«IleHne» BXOOUT B YHUCIO OO0S3aTENbHBIX,
C BBIJIEJIEHUEM JOCTAaTOYHOIO KOJIMYECTBA
4acoB;

— MY3BIKQJIBHO-TIEIarOruuecKas moaro-
TOBKAa B CEMUHApHIX BKIIOYAET OOydyeHHE
MIEHUI0, TEOPUU MY3bIKH, MY3bIKaJIbHOM I'pa-
MOTE, aHCAMOJIEBOMY BOKAJIbHOMY, XOPOBO-
MY, HTHCTPYMEHTaJIbHOMY MY3UIIMPOBAHHUIO,
MPAKTUKY O YIPABJIEHUIO MYy3bIKaJIbHBIMU
KOJUIEKTUBAaMH (XOPOM, OPKECTPOM), OIIBIT
y4acTus B KyJIBTYPHO-IIPOCBETUTENIBCKON
JESITeIbHOCTH;

— TeJarorudyeckue yuyeOHble 3aBeICHUs
BHECJIM BECOMBI BKJIaJl B CO3/1aHHUE KaJIPOB
HAI[MOHAJIbHON HMHTEJUIUT€HLINU, CHOPMHU-
POBABIIUIICS OMBIT MY3bIKaJIBHOTO 00ydYe-
HUSL B YYMTEIbCKUX CEMHUHAPHSIX ChIrpal
BOXHYIO POJIb B (DOPMUPOBAHUHM CHUCTEMBI
MY3BIKaJIbHO-TIE€IarOrMYeCKOro  0opa3oBa-
Hua Kazaxcrana B XX Beke.
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3BykoBble MeTadpopbl B ayAMOBU3YyaAbHOM peKAaMe:
MY3blKaAbHble U KPOCC-AMHIBUCTUYECKUE UCCAEAOBAHUS
3BYKOBOH mMeTachopbl

B crarbe BBISBISETCS TEOpETHYECKAass OCHOBA 3BYKOBBIX MeTadop B MY3BIKAJIbHBIX
U KpOCC-TMHTBUCTUYECKUX HCCIENOBaHUSIX. Bceien 3a 3TUM  paccMaTpUBaeTcsl BIUSHUE
JNECTAOMIM3UPYIOIIMX CTPaTeruid, HampaBJIEHHBIX HA BOCIPHUATHE MY3bIKaJIbHO-00pa3HON
aJlanTalyu, OPUrHHAIBHOCTH U COOTBETCTBHS OpPEH/y, OCHOBAaHHOE Ha MPOCMATPUBAHUH U OLICHKE
TEJIEBU3MOHHBIX pEKJaM. AHaJU3WPOBAIUCH JIBE PA3HOBUAHOCTU MOCIEAHMX: NMEpBOHAuajIbHAas
(kakoll €€ TpaHCIMPYIOT) M MOCIEAYIONas, UCIOb3YIoNasi KOHBEHIIMOHAIbHBINA CayHITPEK, HE
SBIISTFOIIHICS TecTabunn3upyromuM. M3yden 391 oOpaserr ¢ pa3muuHbIX TO3UIIUNA OIICHKH PEKJIaAMBbI,
orpesieNieHbl OTIMYUTENbHbIE 0COOEHHOCTH MpEeACTaBlIeHHBIX Bepcuil. CraThs HallelieHa Ha To,
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1. Introduction

Disruptive advertising, through a
complex type of creative exercises,
constitutes an effort to stand out from
other types of advertisements, to break
away from the traditional variety; in short,
to capture the attention of the “audio-
visual consumers” whose living spaces are
constantly being invaded by advertising.
In reality, the vast majority of advertising
soundtracks used around the world are
highly predictable, and they make no use
of the surprise factor [36], in contrariety
to the principles of Meyer [24], who takes
for granted that ‘surprise’ always plays
a role in all music. Thus, the absence of
disruption in general results in an approach
characterised by sameness.

In the cases studied here, the paradox
arises out of the use of an unusual choice of
music to accompany a specific image, which
doesnotseek apredictableaudiovisual result,
or the spectator’s auditory comfort, but
instead aims for conceptual confusion and
aesthetic doubt. Bullerjahn and Giildenring
[3] have described the application of
incongruent music as a case of ironic
application. Other authors [9; 34; 28] have
discussed incongruent music soundtracks,
not in that they are unusual, but that they
present chance or psychological factors that
can influence how a person thinks and later

affect his decisions and relations in his daily
life.

Also of relevance to this research is
the question of congruency in the use of
music in advertising, a quality that defines
how appropriate a song is, and how well
it matches up with the message and theme
of the ad [15; 1; 26; 21]. An interesting
research [19] was conducted to ascertain
the impact of music in the audiovisual
congruency in ads and the moderating role
of product involvement on the consumers’
response. Their results indicated that the
congruent types of products and music
elicited favorable consumer responses,
but participants under high-involvement
conditions were found to be less influenced
by congruent product-music presentations.

According to the theories of redundancy
[33; 14;4],itisalways beneficial to substitute
the words, sounds or images we frequently
repeat for others that have the same meaning
(‘reference’), or to look for words, sounds
or images that reinforce the contrast, the
opposite, the symbolic, seeking doubt that
reinforces reflection on the information
(‘metaphor’). Although the concept of
metaphor — which can be traced back to
Aristotle’s Poetics and Rhetorics — refers
to a shift of meaning between two terms
with an aesthetic objective, it could also be
extended to include a conceptual purpose,
1.e., to prompt thought and reflection on the
duality of ideas in a single message [18]. In
this sense, sound metaphors move through
the temporal dimension conveying a sense
of paradox to viewers [10].
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In our case, when advertising music
and images play opposing roles, thereby
generating one or more paradoxes, we
can identify this as a case of audiovisual
disruption. In this context, paradoxes take
the form of metaphor, as a means of evading
realities and engaging the audience with the
new artistic style. In a strictly musical sense,
Johnson and Larson [17] determine the most
fundamental concepts of musical motion
and space, defined by conceptual metaphors
that are based on our experience of physical
motion: the metaphors of “moving music,”
“musical landscape” and “moving force.” We
typically conceptualize the passing of time
metaphorically as motion through space. It
is the result of the inseparability of musical
space and musical time, and our experience
of musical motion depends on the familiar
habit of concerning the properties of time as
similar to those of space [17, p. 66]. Recent
work on metaphor by cognitive scientists has
much to offer for music theory [38], including
a systematic approach to the role of metaphor
in structuring our music-theoretical thought;
a means to integrate embodied knowledge
into the ways we understand music. Other
substantial research [32; 35] offers a basis
for investigating the role of metaphors and
visual imagery in classical music.

One of the most commonly used
disruptive resources in the sound metaphor is
‘nostalgia’. In this sense, advertising music
use songs through ‘nostalgia’ transporting
the spectator back in time, creating a
contrast with all kinds of images, playing
with the meaning or the thythm to enhance
the persuasive element, because these
songs have a nostalgic-inducing ability to
combine emotions, eras and locations [2;
31]. Advertisements charged with nostalgia
thus tend to elicit pleasant memories for
spectators [7], as they automatically filter
out unpleasant thoughts to maintain or
enhance their individual identity, generating

thought processes with more positive values
[25]. The use of non-contemporary music
to contrast with a contemporary image,
especially if it is underpinned by relevant
lyrics, elicits a receptive attitude towards the
advertisement and the brand [6]. In this way,
the use of classical music, romantic music or
Broadway musicals is common in processes
of audio-visual disruption in advertising.

The use of sound metaphors is very rare,
but has increased since the beginning of the
21st century [36]. To this quantitative fact
must be added the perspective of advertising
agencies — managers and creatives — who
claim that up to the present time advertisers
still continue to be very conservative in
their approaches.

In this work we focus on three types
of sound metaphors found in advertising:
Contrast,  Symbolic ~ Analogy, and
Asynchrony.

— Contrast: when the music and the
image present contradictory information/
values/emotions, creating a paradox which,
because of the opposition, works in favour
of the final message. Redundancy theories
explain that when the image and the sound
offer opposing meanings, they convey
discordant semantic information that delays
the message decoding process, thereby
affecting comprehension [11; 20]. With
this in mind, contrast should not sacrifice
comprehension of the message due to a
reckless use of metaphor. The advertiser’s
goals could be hampered.

— Symbolic Analogy: when the music
describesthe image by virtue ofareminiscent
element, despite the fact that “what you
hear is not what you see.” The paradox is
created by the association of ideas; as Chion
[5] suggests, in the audiovisual combination
one perception influences another and
transforms it: “we never see the same thing
when we also hear; we don’t hear the same
thing when we see as well” [5, p. xxvi].
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In this respect, the symbolic charge created
by the analogy should not exceed the
mnemo-technical capacity of the audiences
targeted by the advertising message.

— Asynchrony: when the rhythm of
the music and of the image do not match
up because they are out of synch with each
other. In this case, the paradox arises through
the clashing of the different rhythms of the
two elements. To clarify the concept, it might
first be useful to define synchronisation on
the audiovisual level as the establishment a
particular image in unison with a particular
sound. For Chion [5, p. 58] a point de
synchronisation is a point in which the effect
of synchresis is particularly prominent. Thus,
asynchrony aims to provoke an episode of
incoherence that disconnects the image from
the sound. And in this sense, the recovery of
synchrony quickly and completely resolves
the discord or incompatibility produced
when the sound moved out of synch.

2021,2

In another interesting study [30] the
authors have analysed the lyrics of 30 songs,
identifying and classifying 259 metaphors,
which they have labeled as “conceptual,”
“mixed” or “poetic” metaphors. Thus, while
instrumental music can suggest mental
images only with the combination of tones in a
melodic-harmonic-rhythmic sequence, music
with words enhances the possibilities because
the semantic meaning of the sung words also
forms part of the expressive elements of the
music, and reinforces the idea that listening to
music with lyrics is causally associated with
positive attitudes and behavior towards the
message of the lyrics [13].

To offer the reader an insight into each of
the sound metaphors presented, 10 examples
of the patterns of audiovisual advertising
disruption has been posted on Youtube (see
Table 1).

In this research we are guided by the
hypothesis that the use of sound metaphors

SOUND
METAPHOR

Pure patterns

1. CONTRAST: Temporal-Cultural
Era/Life line/Seasons of the year

2. CONTRAST: Geographical-Cultural
Country, Region/Ethnic Group

3. CONTRAST: Emotional

Value for Value/Emotion for Emotion
4. SYMBOLIC ANALOGY

Based on song lyrics

5. SYMBOLIC ANALOGY

Based on emotion/memory evoked

6. ASYNCHRONY
Music Rhythm v. Image Rhythm

Mixed patterns
7. CONT + SYMB. AN.

8. CONT + ASYNCH.
9. SYMB. AN + ASYNCH.

10. CONT + SYMB. AN + ASYNCH.

ADVERTISER (description of metaphor)
Link in repository

PEPSI (MUS era X, IMG era Y)
http://bit.ly/2GO0ZhK

CAMPOFRIO (MUS culture X, IMG ethnic group Y)
http://bit.ly/21Ggr02

LEVI’S (MUS era-values X, IMG era vs. values Y)
https://bit.ly/2mvnTo9

BEATS (song lyrics describe message)
https://bit.ly/2EfK6cM

RENFE trains (memory conveys message)
http://bit.ly/2pty2QX

LEVTI’S (slow visual movement vs. fast melody)
http://bit.ly/2HO54BZ

NIKE (beauty vs. ugliness, song lyrics)
http:/bit.ly/2DJ9gQX

WINDOWS 7 Phone (rthythms denoting musical
aggressiveness vs. passiveness) http:/bit.ly/2FZ916m
MOVISTAR (musical styles, generation, rthythms)
http://bit.ly/2psxbQk

CARLTON DRAUGHT (rhythms, lyrics, dual message)
http://bit.ly/2G0bD41

Table 1. Examples of sound metaphors in advertising
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in advertising communication contributes
originality to the ad and conveys the
appropriate message to the brand’s target
market. In order to clarify its status, we
address the issue of the following three
aspects 1implicit in 1it: that disruption
decreases the impression that music adapts
to the image, that disruption increases
the perception of originality in the ads,
and finally that disruption nevertheless
contributes to the sense of appropriateness
of the ad, considering the target market.

2. Materials and Methods

Three audio-visual pieces containing
sound metaphors were chosen as stimuli.
These three ads have been broadcast on
different advertising media (TV, cinema,
Internet) in an unchanged format (i.e., same
duration, visual story, and soundtrack)
over the past 20 years. These ads were
considered, respectively, as examples of
contrast, symbolic analogy, and asynchrony.

— Campofrio Finisimas (2015):
https://bit.1y/21Ggr02 Through a
geographical-cultural contrast, the story in
the ad is set in Bolivia. Based on the slogan
“fight for the irresistible,” presents a wrestling
match featuring the Fighting Cholitas, a
spectacle similar to regular wrestling but
fought between women wearing traditional
Bolivian dress. The ad features real Cholitas,
along with a large cast of dozens of Bolivians
in the audience. The music for the ad is a pre-
existing piece of music: a recording of the
song “Memphis Soul Stew” by King Curtis.
The style represented is 1970s American
soul-jazz, which contrasts clearly with
the Bolivian ethnic group and the culture
featured in the ad.

— Beats Wireless (2016):
https://bit.ly/2EfK6¢cM The ad titled “Beats
by Dr. Dre Present: ‘Got No Strings’” created
by the Anomaly Agency (Los Angeles, USA)
makes a symbolic analogy between a life

“with no strings attached” and Beats’ wireless
products. It uses a fragment of the song “I’ve
Got No Strings” from the soundtrack to the
Disney film Pinocchio (1940), which appears
as a kind of skit throughout the ad. In the ad
there is a long list of famous celebrities who
sing “I’ve got no strings” while wearing the
different wireless-earphones marketed by the
brand. The sound metaphor proposed in the
ad is conveyed by the song’s lyrics.

— Levi’s Odyssey (2002):
https://bit.ly/2ZHO54BZ Under the title
“Levi's Engineered Jeans,” this ad has
become a classic, winning awards at various
festivals. A young man opens a door, takes a
step back and prepares himself emotionally
for an odyssey. He starts running, crashing
through walls between empty rooms, and
is subsequently joined by a female runner.
Finally, they slow down to catch their
breath, exchange a glance, and prepare for
the next stage of the journey: the last wall,
taking them out into a forest, and into the
sky, with the final message: “Freedom
to move.” The music is an arrangement
of Handel's Sarabande (HWV 437). It
has a very slow tempo that is completely
asynchronous to the rapid movement of the
two young people on their interminable run.
The sound metaphor is produced through
the asynchrony between the values provided
by slow music and the fast image.

Two different versions of each ad were
used in the experiment: the “original” (O)
as they were initially used in the media,
and the “modified” (M), remade with a
different, standard, music, reflective of a
typical, predictable, risk-free approach.
In these cases, in order to eliminate any
disruptive quality, the Campofrio ad
was reproduced with Bolivian music
(https://bit.ly/2m3Tf50), the Beats ad
with upbeat, happy music (https:/bit.
ly/2mlaR1n), and the Levi’s ad with fast-
paced techno music (https://bit.ly/2krOvFM).
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Participants

The list of contacts of the first author
was used to call for participation and to
assess the expertise level in advertisement
analysis and understanding (i.e., different
links were sent to his list of students, to
his personal acquaintances, and to his list
of professional contacts). 391 participants
participated in the experiment. The
participants were randomly given a link
that corresponded to one of three forms.
Each form contained one of the selected
advertisements (modified and original)
and the corresponding questions for the
two versions of the advertisement. Form 1
was answered by 126 participants, Form 2
by 135 participants, and Form 3 gathered
answers from 130 participants. No
participant answered more than one form.
Each participant was assigned to one of the
three forms (i.e., only one advertisement
-original and modified soundtrack- was
watched and rated by each participants.

During the data analysis process, and
according to the previous criteria, the
participants were assigned to one of three
groups, according to their declared expertise
or familiarity with advertisements: naive
(no expertise or studies on advertisement);
students; and professionals of advertisement
and PR. Because of convenience sampling
[37], there was an unbalance in the number
of participants assigned to each group (221,
77, 93, respectively). The sample contained
an equal proportion of males and females.
Considering the respective ages, 36% of
the participants were less than 30 years
old, 27% were between 31 and 45 years
old, 26% were between 45 and 60, and an
11% were over 60. The younger groups
contained, comparatively, more women
than men, whereas the older groups showed
the reversed proportion.

2021,2

Procedure

AGoogleFormsquestionnaire containing
three questions was setup for filling it after
watching each pair of videos (the modified
and the original version). In all cases the
first video to be watched was the modified
version, and afterwards the original one
was presented. The participants were not
given any explanation or clue to discern
about their originality. The instructions
just mentioned that it was necessary to
watch two different versions (Watch this
advertisement carefully (version A) -
Assess the RELATIONSHIP between
MUSIC and IMAGE in this ad (I- None /
5- A4 lot)). The questionnaire included two
closed rating-scale questions, and one open
question. The rating-scales addressed the
following aspects: “The music is adaptable
to the image,” “The music contributes
originality to the ad,” and “The music is
appropriate for the brand’s target market.”
The provided scale ranged from 1 (none) to
5 (a lot). The open question was “In which
of the 2 versions (A, B) does the MUSIC
work best with the IMAGE? Why?”” Only
one invitation to participate was made,
because in online surveys it has been found
that successive resends do not increase the
response rate [8; 29]. The task required no
more than 20 minutes. The questionnaire
remained online for 10 days. Demographic
information about gender and age was also
explicitly gathered in the questionnaire.

3. Results
Ratings
As Table 2 shows, the overall average
ratings for the modified version are higher
than those for the original one in questions 1
and 3, whereas question 2 shows the opposite
distribution. The pattern that emerges from
that table is not clear-cut as the differences
between versions are small to moderate, but
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/
The music adapts The music contributes The music is appropriate
AUDIOVISUAL to the image originality to the ad for the target market
DISRUPTION IN Version (A) | Version (B) | Version (A) | Version (B) | Version (A) | Version (B)
ADVERTISING Modified to Original Modified to Original Modified to Original
Standard Disruptive Standard Disruptive Standard Disruptive
CONTRAST
[CAMPOFRIO] 3.7412.95 3.7313.00 3.02|2.85
SYMB. ANALOGY
[BEATS] 3.08 14.31 2.80 (4.0 3.28(2.92
ASYNCHRONY
[LEVI'S] 3.89|3.20 3.32/3.63 3.45(2.90
Totals 3.57/3.49 3.28 3.55 3.25/2.89

Table 2. Average ratings for the different questions and for each form (advertisement)

itdoes not show that disruptive approaches to
the audio-visual relationships systematically
yield perceptions of worst adaptation to
the image, more originality and more
appropriateness for the target market. As the
results can be influenced by three different
factors that have been controlled in the
study, we will examine next these results

under the light of the analysis of variance.
An ANOVA was used to assess the effect

of form (Advertisement 1, 2 or 3), originality

(modified or original version) and expertise

(naive, student, expert)
on each one of the ratings
(rating averages were
dependent variables). For
the first question, “The
music is adaptable to
the image,” the ANOVA
shows an interaction
between all the factors, in
addition to single factor
effects (Form, Expertise)
and 2-factor interactions
(Form x Version), making
the interpretation a bit
complex (see Table 3).
There is one Form (No. 2)
receiving higher ratings
than the rest (3.6 vs 3.3 for
Form 1 and 3.4 for Form
3), the naive participants
present higher scores

Dependent Variable:R2

overall, and Form 2 original version receives
higher ratings than the modified one
(4.4 vs 2.8), whereas for the other forms the
modified one is considered as better adapted
to the image. Therefore, it seems like Form
2 behaves differently than the other two.
Figure 1 shows a summary of averages and
standard errors of the means as error bars
for each subset of data. From all that, there
1s no conclusive evidence, but just partial,
that a non-disruptive soundtrack tends to be
considered as better adapted to the image.

Tests of Between-Subjects Effects

Type 11 Partial
Source S}llf;n of | df Mean F Sig. Eta Noncent. | Observed
Squares Square Squared Parameter | Power b

Comected | 57y es1a| 17)  15991| 18,517],000| 291| 314,782| 1,000
Model
Intercept 7534,618 1| 7534,618 | 8724,48 | ,000 919 | 8724,483 1,000
FORM 14,088 2 7,044] 8157|0000 021 16,313 1959
VERSION ,233 1 ,233 ,269 | ,604 ,000 ,269 ,081
EXPERTISE 11,849 2 5,924 6,860 | ,001 ,018 13,720 922
FORM * 202,109 2| 101,054 117,013 | ,000 234 234,026 1,000
VERSION ’ ’ ’ ’ ’ ’ ’
FORM *
EXPERTISE 10,580 4 2,645 3,063 | ,016 ,016 12,251 ,809
VERSION *
EXPERTISE 9,710 2 4855 5.622|,004 014 11,244 859
FORM *
VERSION * 51,097 4 12,774 | 14,792 | ,000 ,072 59,166 1,000
EXPERTISE
Error 661,531 | 766 ,864
Total 10692,0 | 784
Corrected
Total 933,383 | 783

a. R Squared = .291 (Adjusted R Squared = .276)

b. Computed using alpha = .05

Table 3. ANOVA for the first question (‘The music adapts to the image’)
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Figure 1. Averages and their confidence intervals
for each subset of answers to question 1

For the second question, “The music
contributes originality tothead,”the ANOVA
shows an interaction of all the factors, in
addition to Form x Version interaction (see
Table 4). It seems that the original version

2021,2

clear. Again, the pattern of results does not
consistently support our assumption, but the
symbolic analogy used in ad No. 2 seems
to work better than contrast or asynchrony
to increment the perceived originality of the
ad. Considering what we have observed in
question 1, this could be explained because
it is perceived as containing the best music-
image adaptation.

The ANOVA for the third question,
“The music is appropriate for the brand’s
target market,” shows again a 3-factor
interaction and an effect of version (see
Table 5). Overall, the modified versions
are considered more appropriate. The naive
participants systematically consider that the
modified version is more appropriate, while
for the other groups the ratings change
depending on the ad (and in different ways
for students than for experts). Here (see
also Figure 3) we see some support for our
assumption coming specifically from the

of Form 2 yields higher
ratings than the rest, Tests of Between-Subjects Effects
while the ori ginal Dependent Variable:R2
version of Form 1 and Type Il Mean . Partial Noncent. | Observed
. Source Sumof | df Squar F Sig. Eta Parameter | Power b
the modified of Form 2 Squares quare Squared eter | Powe
. 1
ylel,d low ratings .Once E/lorfi °dlooss6aa| 17| 12268 13317] 0000  228] 226391| 1,000
again, the pattern is not oce
Tusi 1 Intercept 7035010 1| 7035010 | 7636,337| ,000|  ,909| 7636,337| 1,000
CONClUSIve as only One  gorym 2,174) 2| 1,087  1,180] 308 ,003| 2360 259
of the original versions |VERSION 7238] 1 7238  7.857|.,005| 010 7,857 ,799
(No. 2) is highly rated [EXPERTISE| 3.135] 2| 1567| 1701[.183] 004 3,403 359
40. tributi FORM * 147,708 | 2| 73,854 80,167 | ,000 173| 160,334 1,000
(4. )h as  con rll umg} VERSION : , 167, , : ,
to the originality o *
g Y FORM 6883 4| 1,721 1,868 | ,114| 010 7,471 568
the ad, the original |EXPERTISE
L ; VERSION *
No. 3 is slightly hlghly EXPERTISE 367| 2 183 ,199| 820,001 398 081
rated (3.5), but original  [Form *
No. 1 israted on the low  |VERSION* | 33960 4| 8490  9216|,000] ,046| 36862 1,000
EXPERTISE
half of the range (28) Error 705,681 | 766 ,921
In Form 1 the modified Total 9858,000 | 784
music  1s considered ;Totrrfcted 914245 | 783
to contribute to the o2

originality more than the
original music, whereas
in Form 3 this is not so

a. R Squared = .228 (Adjusted R Squared =.211)  b.

Computed using alpha = .05

Table 4. ANOVA for the second question
(‘The music contributes originality to the ad’)

118



Me>XXAYHapoOAHbIM oTAeA ® International Division P

[4
W04

2021,2

wl ; : 1

: -

8 o i T )

S sor I 3

% ol )

T

w Y73 I ¢
EXPERTISE

VERSION

Im
I0

Figure 2. Averages and their confidence intervals
for each subset of answers to question 2

second advertisement, though the results are
again inconclusive because the background
of subjects strongly interacts with the other

factors to generate different patterns.

Dependent Variable:R3

Tests of Between-Subjects Effects
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Figure 3. Averages and their confidence intervals
for each subset of answers to question 3.

Preference

In response to the open question,
a 49.61% of the participants preferred
the modified version (i.e., a “musically

Type Il1 Mean . Partial Noncent. | Observed

Source Sum of | df F Sig. Eta
Square Parameter | Power b

Squares Squared
C ted
OTTeCtel 18,6520 17| 6980 5994|000 17| 101,894| 1,000
Model
Intercept 5520,255| 1| 5529,255| 4748,328| ,000|  ,861 | 4748328 1,000
FORM 8,374 2 4,187 3,596 | ,028 ,009 7,192 ,666
VERSION 16,416 1 16,416 14,098 | ,000 ,018 14,098 ,963
EXPERTISE 5,130 2 2,565 2,203 | ,111 ,006 4,405 451
FORM *
VERSION ,686 2 ,343 ,294 | ,745 ,001 ,589 ,097
FORM *
EXPERTISE 14,079 4 3,520 3,023 | ,017 ,016 12,090 ,803
VERSION *
EXPERTISE 8,188 2 4,094 3,516 ,030 ,009 7,031 ,656
FORM *
VERSION *| 32370| 4 8,093 6,950| ,000| ,035| 27,799 ,995
EXPERTISE
Error 891,979 | 766 1,164
Total 8169,000 | 784
C ted
OTreetedl 1010,631 | 783
Total

a. R Squared = .117 (Adjusted R Squared = .098)

Table 5. ANOVA for the third question
(‘The music is appropriate for the brand’s target market’)

b. Computed using alpha = .05
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standard” soundtrack).
The disruptive, original
soundtrack was preferred
by a 45.78%. A Chi-
squared test revealed
that the difference is not
significant (y2 = 1.148,
df, = 1, p=0.284).
The overall pattern is
not so clear-cut if we
consider the expertise
level of participants
then the percentages
show that 59.2% of the
naive participants prefer
the modified version,
whereas students mostly
preferred the original
one (67.5%) and there
was no clear preference
in the group of experts
(50.5% for the modified
and 49.5% for the
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original). These clearly different preferences
could be explained by age: the group of
students were under 25 years old, whereas the
other two groups were over 25 years old and
mostly over 40 years old. The differences in
the participants’ audio-visual education and
sense-making practices (a generation gap)
could explain this result.

Our data also show that more women
(60.34%) than men (39.66%) preferred
audiovisual disruption (i.e., the original
versions), and this difference is statistically
significant (y2 = 67.015, d.f, = 1,
p<0.001). Among those who preferred the
modified versions the noted differences
attributable to gender (52.58% males vs.
47.42% females) were not statistically
significant (¥2 = 1.03, d.f, = 1, p=0.3101).
Contrastingly, gender made a difference
in the subgroup that preferred the original
versions (with 39.6% men and 60.4%
women) (y2 = 15.445, d.f,= 1, p=0.0001).

A qualitative analysis on the answers
given to the preference question showed that
the most common reasons for the respondents
preferring the original disruptive soundtracks
were that they “generate expectation,”
“have curious and original result,” “make
the storytelling dynamic,” “contrast with
the expectations,” and ‘“emphasise the
narrative.” Conversely, for the respondents
who produced higher scores to the modified
versions with a standard soundtrack, the
reasons given were the “consistency between
the music and the image,” “an audio-visual
synchrony,” that the version “reflects the
values of the product” and “meets advertising
objectives,” and also that “the music supports
the meaning of the image.” In both cases,
the respondents spoke of “originality,”
“rhythm” and ‘“‘adaptation” as the essential
characteristics for an advertising soundtrack,
leaving aside the idea of disruption.

Considering those answers, we inquired
our data about the possibility that this

2021,2

preference would be the result of a weighted
combination of audio-visual congruency,
originality, and appropriateness (aspects that
were captured in the ratings given to our
questions). Hence, a linear regression using
the ratings to our questions was used to predict
the preference, resulting in a model that
weighted mostly the answers to question 1
(“The music is adaptable to the image”)
for both versions (-0,28 for the question
referring to the modified version, and 1.4 for
that referring to the original video), and the
answer given to the 3rd question (“The music
is appropriate for the brand’s target market”)
for the original version (0.24). The value for
the R2 coefficient (0.25) indicates that many
other factors are needed to properly model
preference, as the ones included in the model
do explain a 25% of the observed variance.
Interesting to note, though is that the use of
metaphors seems to exert a positive impact
on the preference (a negative coefficient for
the modified “no metaphor” version and a
positive coefficient for the original versions,
meaning that, when using a metaphor, the
more the music is perceived as being adapted
to the image, the more it is preferred).

4. Discussion and Conclusions

This study marks the beginning for the
discussion of the question. The balance in
favour of the non-disruptive soundtracks
— which were created ad hoc for the
experiments — came as a surprise. We had
expected greater consumer acceptance
of advertising initiatives that engage in
disruption through sound metaphors. Citing
the philosopher Ortega y Gasset [27],
in order for new art to be accessible, it 1s
perhaps necessary to create the conditions
for the production of a true aesthetic
judgment by the public. Since this has not
occurred yet, such artistic works remain to
be not understood, either in the domain of
new art or in media studies.
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This study brings in some evidence
against the hypothesis that the use of sound
metaphors in advertising communication
contributes the quality of originality to the
ad and conveys the message to the brand’s
target market. Although it may contribute
to originality, it is not clear that it is able
to convey the message to the brand’s target
market. This is a troubling discovery, given
that audiovisual disruption in advertising
presupposes a transgressive attitude in
consumers that they do not appear to possess
to a sufficient degree. This is probably one
of the reasons why creators and advertisers
are not decisively committed to such
audiovisual disruption, since it involves a
risk sometimes deemed excessive by target
audiences.

Taking into account the conservative
mentality of the human being — the pleasure
of the known — when it comes to musical
aesthetics [12; 16; 22; 23], we might well
ask: is it wise to endanger the advertiser’s
commercial objectives in the interests of
the audiovisual evolution of advertising?
And this in turn leads to a second question:
considering the difficulties associated
with measuring returns on investment in
advertising, to what extent can advertising
agencies afford to forego the matching of
the aesthetics to the product?

It can be observed that age is a determining
factor for acceptance of audiovisual
disruption in advertising (“the younger the
audience, the greater the level of acceptance
of sound metaphors”). The different
audiovisual technologies currently available
(video games, cell phones, etc.) promote
audiovisual narratives that abound with all
kinds of sound metaphors. And young people
have embraced this creative dynamic more
readily. This study has shown that general
audiences, especially those lacking any kind
of audiovisual training, do not have a good
understanding of disruption (59.27%), while

the responses of the semi-expert audience
have been evenly balanced (50-50).

Customers want effective ads. Musicians
and creatives want to put their own individual
stamp on their work and are often motivated by
awards and accolades. These two objectives
do not necessarily translate into the same
type of ad, and advertising audiences and
specialist juries often look for different things.
As it happens, audiovisually transgressive
ads with daring sound metaphors often win
awards at professional festivals, in addition to
earning acclaim among academicians. These
advertisers even take the risk that consumers
may not grasp the disruptive subtleties of
the ad. This raises doubts as to whether the
risk taken with such disruption is strategic or
involuntary or, put simply, whether pursuing
awards is a means or an end. Of course, when
advertisers are awarded for their originality
at advertising festivals, they gain prestige;
nevertheless, there are no scientific studies
that address the question of the commercial
effectiveness of this approach, comparing
prestige in the audiovisual sector with sales.
This is a question that needs to be tackled in
future research. To misquote Shakespeare,
“to disrupt or not to disrupt, that is not the
question.” Perhaps the question is to find a
midway point between the aesthetic and the
concept in the audiovisual advertising.

Also, further extension about the
significance of music in the digital context,
which is marked by a shift from television to
online platforms, would further set the stage
for the continuity of this study. Is “disruption”
a creative factor to consider in this new
context? This shows a long way for research.
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Aape Koro lNuananr:
CUCTEMbI FTOCYAAQPCTBEHHOM BAACTH U OPOH30Basi My3blka
B 3CT€TUKE HAPOAHOCTU MHHaHrkabay permoHa Ayxak HaH Turo

B crarbe npencrasneHo nonsatue Jlape Komonunuane: COOTHOLIEHHs] CUCTEMBI TOCYIaPCTBEHHON
BJIACTH M OpPOH30BOM MY3BIKM B paMKax MCCIIEIOBAaHHS MY3bIKAJILHOW 3CTETUKU peruoHa Jlyxak
Han Turo mapomnoctn muHnanrkabay (3anagnas Cymarpa). Jlape Komonuiuane OpUSHTUPOBAH HA
MOHAPXHUYECKHUM CTPON. 31€Ch ECTh INIaBHBIN repoii, KoToporo 30ByT Karymanrryanras. Cuuraercs,
yro Oymyuu JereHAapHbIM TepoeMm, KrymaHrryaHran sBisercss (GUrypoi, HpeacTaBisIOIeH
CaMOJICP’KaBHBIM (MOHAPXWYECKUI) OOIIECTBEHHBIM CTpoil. bpoH30Bas My3blka B 3ITOM
UCCIICIOBAHUN JIEMOHCTPUPYET manemnone bapapax (IPOLECCUI0), CBOETO PO/ia MY3bIKaJIbHBIN
napaj, 4eCTBYIOIIUN IPEACTABUTEIS MECTHOU BIIACTH, U B MY3bIKAJIBHOM IIJIAHE COCTOMUT U3 TPEX
nap TaJEMIIOHIOB — MAleMNOHS ONCAHMAH, MATeMNOHS NAHUHSKA N MAleMNnoHe NAH2AGUHAH.
Kaxxnasd u3 nap TajueMIIOHIOB MCIOJHSAET PAa3Hble PUTMUYECKHE PUCYHKH, MU COYETAHUE 3THUX
TPEX PUCYHKOB (OPMHUPYET YHHMKAIBHYIO MEJIOJHIO, KOTOpas Ha3bIBAETCS TAJEMIIOHT Oapapax.
B crarbe wu3ydaroTcs cienyroomue MpoOJIeMbl: TpaaullMoHHas wuctopuorpadus Jlape Komo
Ilunuane B paMkax Tpwioruu iactu B peruone Jlyxak Han Turo napona munanrkabay; Jlape
Komo Ilunuane v noHsiTie OPOH30BOW MY3BIKH; MY3BIKAJIbHOE TOHATHE MAlEeMNOHE OApapax.
B 1noapoGHBIX MHTEPBBIO OBLI MPUMEHEH KBAJIMTATHBHBIM METOJ, BKIIIOYAIOUIMHA TIIATEIHHOE
HaOMIOZICHNE MCIIOJHEHUST B MaHEpe TaJeMIIOHT. AHAIW3 WHTEPHpETallMyd HCIOIb30BAJICS B
LEJSIX BBISBICHUS CBS3M MEXIy ACHCTBYIOIICH BIIACTHIO M OPOH30BOW MY3BIKOW. Pe3ynbrarhbl
UCCIICIOBAHUS JIEMOHCTPUPYIOT CHHXPOHHM3AIMIO MEXAY CTPYKTYpaMu BIacTd U OpOH30BOM
MY3BIKOH, IPEJICTABICHHYIO aHCAMOIIEM manemnone oapapax.

Kitouesnie croBa: Jlape Koto [Tunuanr, 6ponsoBas my3bika, Jlyxak Han Turo, Munanrka6ay,
WHJIOHE3UIMCKast My3bIKa.

© Anpap Unapa Ilactpa, Bunma Illpusynan, Onusap Kanuaro, Acpun Myxrap, Acen Caryn
Xapuc, 2021
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INTRODUCTION corr@sponds with the culture'of bronze
music (the gong) and the musical system

Lareh Koto Piliang is part of the of talempong renjeang (the gong is played
governmental power or leadership system by a mallet carried by a hand) used in
in Luhak nan tigo Minangkabau which various forms of traditional ceremonies in
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Luhak nan tigo Minangkabau. The people
of Minangkabau regard Luhak nan tigo
as a cultural center or a place which gives
rise to the system of governmental power
— a trilogy of leaders — better known as
kalarasan (the customary government
system). One of the kalarasan which has
exerted a powerful influence on the social
system of Minangkabau is known as Lareh
Koto Piliang.

Lareh Koto Piliang, led by the legendary
a figure of Dt. Katumangguangan, was
government or power system with an
underpinning autocratic design built within
the context of the Minangkabau culture. The
system 1s based on commands issued from
above and is described by the symbolic
phrase manitiak dari ateh (dripping down
from above). A system in which commands
are issued from above is a form of democracy
formulated by and for the top leaders who
give instructions for implementing the
decisions they make.

The autocratic system that was developed
in the Koto Piliang tradition correlates with
bronze music as a form of legitimizing
power. The type of bronze music which
correlates with the system of governmental
power emerged in the form of aguang (gong)
and talempong (the shape like gong with
small size). The distinction should be made
between Aguang with a capital letter, which
refers to a musical instrument, and aguang
with a small letter, which refers to a musical
ensemble. The musical instrument called
the Aguang is used in the genres of bronze
rhythmic percussion and melodic music. As
a musical ensemble, the aguang consists of
two Aguangs — the jantan and the batino
(male and female) and the salabuhan (set
of) talempong. The salabuhan talempong
is comprised of six talempong — these are
described either as talempong duduak
(played while sitting down) or talempong
bararak (played by processing).

Unlike the aguang (Gong), the
talempong bararak (the talempong of the
procession) is played during a procession
(malewakan) during the socialization of
the local head official on the level road and
for a busy market (mangarak penghulu ka
labuah nan golong, kapasa nan rami). The
purpose of this is to let all the people in the
village (nagari) know that there has been a
change of the ruler, and the new ruler has
been appointed from a particular group.

After this ceremony has taken place,
the relatives of the ruler and other people
in the community are no longer allowed to
call him by his own name, but instead must
refer to him with a particular title (pusako:
heritage tittle to a new head ensemble) used
for those holding the position of local ruler
— namely, the angku (uncle).

REVIEW OF LITERATURE

The literature studies in this research
are divided into 3 sections: the first is
the literature associated with the social
system, or system of governmental
power in Minangkabau from a historical
perspective; the second is the literature
of anthropological and sociological
nature; and the third is the literature about
aesthetics. The literature which discusses
the social or governmental power system
includes a work by Dobbin [8] who
writes about the conflict, i.e., the fighting
between two legendary figures after the
end of Adityawarman’s reign in 1375,
namely Dt. Parpatiah Nan Sabatang and
Dt. Katumangguangan. These two leaders
were involved in the political and legal
conflict related to the establishment of the
government system in Minangkabau. Each
leader imposes a different legal tradition,
namely the Kalarasan Bodicaniago system,
which is applied in Limo Kaum as a central
point, while the Lareh Koto Piliang system
is applied in the Sungai Tarab as the central
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point of the rivaling tradition, both of which
are found in Luhak Tanah Datar [Ibid.].

Naim [14] in his article titled
“Minangkabau dalam Dialektika
Kebudayaan  Nusantara”  elaborates

primarily on the concept of the social and
cultural system of Minangkabau, which is
dialectic, dichotomous, and bipolar. From
another perspective, Mochtar [Ibid.] also
discusses the ‘conflict’ between the two
different ideologies of these legendary
figures — the ideologies which originated
from the two centers of power, or the two
great kingdoms in the Nusantara. The
Buddhist Sriwijaya kingdom symbolized
the power of the bodicaniago culture, while
the Hindu Majapahit kingdom symbolized
the supremacy of the Kofo Piliang culture.
The dialectic, dichotomous, and bipolar
social and cultural system is represented
by the culture of bronze talempong music.
Bronze music represents the dialectics in
Minangkabau, because it is perceived as an
intrinsic element for achieving balance in the
community [1]. It displays the dichotomy of
dualism and social bipolarity of the conflict
of the two different ideologies, and this
has led to the emergence of a third figure
[14]. Raja Babandiang took the initiative
to integrate the two conflicting systems.
Navis [15] writes about the emergence of
a third lareh (power) known as Lareh Nan
Panjang, which provided a balance between
Lareh Koto Piliang and Lareh Bodicaniago.
Most importantly, according to Abdullah,
the conflict in Minangkabau interplays with
integration [1].

Ahimsa-Putra [3], in his book entitled
Strukturalisme Levi-Strauss Mitos dan
Karya Sastra, discusses the concept of
binary opposition, while Capra [5], writes
about polar and bipolar concepts. The latter
writer discusses these relations of bipolarity,
explaining that they form a unit and a
bipolarity which strengthen each other.

Reid [16] writes in great detail about the
dissemination of bronze music in Southeast
Asia. This reference provides researchers
with a direction in analyzing the relationship
between one of the legal traditions prevailing
in Minangkabau, Lareh Koto Piliang and the
history of the development of bronze music
in Luhak Nan Tigo.

From the perspective of anthropology of
music, it presents two main ideas about the
musical culture of acommunity, which canbe
described as “Music in Culture” and “Music
as a Culture” [13]. Music in culture focuses
itself on history and ethnography, while
music as a culture attempts to understand
how music represents —or reflects —a cultural
system. From a sociological perspective,
Fabio Dasilva and Jazuli [12] writes that
the presence of a musical existence in a
particular community indicates the social
and cultural phenomena or conditions of
that community. Meanwhile, Irawati [11]
and Blacking [4] focus on the subject of
music in terms of how any particular type
of behavior is related to the culture from
which it was born.

The literature on the subject of aesthetics
includes a work by Sumardjo [20], which
dwells upon the form of aesthetics as a
representation of the intrinsic factor of the
particular types of art which are shaped
by its medium or materials. According to
Elderfield, the concept of aesthetics is also
related to the notion of “psychological
material” and deals with such issues as
content, the arranged ingredients, and
the form in which they are arranged.
Furthermore, Horn [10] underlines the
concept of aesthetics in its musical
manifestation, with three leading criteria:
tonality, musical form, and aesthetic value.
In contrast to this, Rohidi [17] refers to
this intrinsic factor as an intra-aesthetical
trait which is constructed by a systematic
structure. From these literature studies a
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number of concepts have been formulated
about the theoretical ideas which have the
ability of strengthening this argumentation
by providing explanations of results of data
analysis about governmental power in the
Lareh Koto Piliang system, its relationship
with bronze music, and the analysis of the
principles of aesthetics of bronze music
(with a focus on performance of the aguang
and talempong bararak). Performance of
bronze music (talempong and aguang) in
the context of the customary processions
presents a form of performativity on the
part of the talempong and aguang which is
shown in real terms.

Furthermore, Scruton [19] identified
profoundly that the aesthetics of music
consists from elements that are inherently
contained in music, such as: sound, tune,
metaphor, representation, expression,
language, language, tonality, form, content,
value, performance and culture. In the
context of performance, the concept of
aesthetic it is not only understands as the
value of music itself. But, in performance
it is as aesthetic practices, because in the
context of social they held the music
performance to enforce the social system
such as power relation or reinforce the social
relationships and contain the meaning of
social values [7].

METHOD

The hypothesis in this article reveals
the inherent synchronization between the
arts and society in Minangkabau. Hence,
this synchronization is also shown in music
as a representation of social values. The
relation between music and the patterns
of governmental power in Minangkabau
culture shows a mutual influence between
them, demonstrating how music is capable
of representing the political power in the
relevant social systems. In kelarasan Koto
Piliang music is endowed with control

and an important role for symbolizing
political power. Moreover, the hypothesis
could be presented that every form of art
in Minangkabau culture which cannot
synchronize with the appropriate social
system has the potential of vanishing. For
this particular reason this research focuses
on the relation between music and various
political systems, most notably in the
kelarasan Koto Piliang.

The qualitative method was considered
to be the most suitable and relevant for
the focus of the study. The primary data
from this research was conducted from the
talempong bararak (performance) in Luhak
nan tigo Minangkabau. The collection of
primary data was carried out by participant
observation and interviews, all of which
have formed the basis for analysis [6].

Observation

The participant observation involved
attending a number of live performances
of talempong bararak in several different
venues in Luhak Nan Tigo Minangkabau.
Articles and other literature related to the
performances provided supplementary
information, which was then used to create
guidelines for interviewing the participants.

Interviews

Anumberofinterviews withthemusicians
were conducted after the performances
where various experimental means of
communicating with the interviewees were
applied. In addition to the interviews, audio-
visual media was used to provide evidence
that these events had taken place in full
accordance with the context described. An
important consideration in choosing the
type of documentation required was that it
enabled the writer to recreate a talempong
bararak performance in accordance with its
initial design, which was a requirement of
the analysis. The data analysis was carried
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out inductively in order to suit the nature
of the qualitative research. The researcher
constructed an emic way of thinking in order
to provide explanations. The latter were
reinforced with the concept of a theoretical-
ethical idea for the sake of enhancing the
academic level of the discussed issue. The
participants who were interviewed consisted
of the leader (penghulu), the cultural
expert, the performer on the instrument,
and various other people from the local
society. To obtain the relevant data, we
resorted to structured interviews to delve
into the topic of research. At the same time,
the unstructured interviews provided the
chance for the interviewed people to talk
about their experience, about the norms and
the value of society and music.

The data obtained from the interviews
was categorized into two groups; (1), the
concept of Lareh Koto Piliang in the social
system of the communities in a number of
places in Luhak Nan Tigo Minangkabau and,
(2), the elements related to the performance
of the talempong bararak.

Analysis

The analysis of the data made use of
the phenomenological approach, which
included three steps. First, every data is
identified on the basis of its topic, such
as music, the social sciences, philosophy,
history, video, and photography. Then the
data becomes subdivided in substrata. For
example, in music, it would be such topics
as the instruments, ensembles, and the
repertoire. In the social sciences it would be
the various political systems and inheritance
of power. Then, the researchers started to
interpret the data, while avoiding expressing
personal opinions. Every assumption and
personal opinion had to be placed in brackets
to obtain a sense of objectivity in the study
of the phenomena. The final steps involved
organizing and arranging the data.

THE RESULTS AND DISCUSSIONS

A. Lareh Koto Piliang and Systems
of Governmental Power

The Lareh Koto Piliang is a concept which
reflects an image of governmental power
oriented towards the monarchic system in
Minangkabau. The kingdom referred to
here was a successor of the Malay kingdom
which was established in Minangkabau at
a time period when the government of the
Malay kingdom, the Dharmasraya, moved
to the center of the Minangkabau region in
Pagaruyuang, when Adityawarman was the
king of the Pagaruyuang kingdom, having
reigned during the years 1347-1375.

After the end of Adityawarman's reign
in 1375, the history of Minangkabau
entered into an oral tradition or an age
of traditional historiography, referred to
by the local community as tambo. This
tradition consistently mentions two officers
of the law, Dt. Parpatiah Nan Sabatang and
Dt. Katumangguangan, who, according to
legend, fought over the right to establish a
new governmental system after the death of
Adityawarman. This conflict gave rise to two
political and legal systems: Kalarasan Koto
Piliang, with Dt. Katumangguangan as its
leading figure and Kalarasan Bodicaniago,
with Dt. Parpatiah [1]. The conflict between
these two figures ultimately led to the
establishment of two systems in each of the
nagari in Minangkabau. Dobbin [8] explains
that each of the systems implemented
its own legal tradition, known as laras.
Nagari Limo Kaum was the center of all
the nagari which followed the system of
Kalarasan Bodicaniago. At the same time,
Nagari Sungai Tarab was the center of the
opposing tradition, Lareh Koto Piliang [8],
both nagari being located in Luhak Tanah
Datar. Naim [14] states that the conflict
between these two figures led to a kind of
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phratrial dualism which up to the present
day has continued to affect all the areas of
life and culture in Minangkabau [and is also
reflected in its musical culture]. Outwardly,
the Minangkabau community is considered
to be united, but inwardly, it has formed a
social and cultural and government system
that is dialectic, dichotomous, and bipolar.

The concepts of Lareh Koto Piliang and
Lareh Bodicaniago can be included in the
category of binary opposition that is by no
means exclusive, but rather dialectic in their
differences. For Caprathese differences canbe
viewed as forms, or opposite poles of the same
reality of the extreme parts of a single whole
— polar and bipolar [5] . Notwithstanding the
seemingly apparent disharmony and conflict
between the two poles, they are both always
at the same distance from one central point.
They both form a unit and demonstrate a
bipolarity which strengthens each other. The
bipolarity of Lareh Koto Piliang and Lareh
Bodicaniago has led to the creation of Lareh
Nan Bunta by Rajo Babandiang, who held the
title Dt. Nan Sakelap Dunia — and ultimately
brought to the establishment of a three-way
pattern or trilogy.

This three-way pattern is strongly
rooted in the dialectical and dichotomous
Minangkabau culture, and philosophically
appears in the expressions fali tigo sapilin
and tungku nan tigo sajarangan (literally:
“a rope made of three strands, a stove
supported by three stones™) (see Figure
1). The three systems form a unit and are
a vehicle that has created harmony in the
life of the Minangkabau community. Jacob
Sumardjo writes that the pattern of three
focuses on the formation of symbols of a
paradox in the form of a “middle world”
which harmonizes all the things that are
by themselves dualistic and antagonistic
[20]. The three-way pattern is inclined to
be horizontal, with equality in all of its
differences (see figure 1).

2021,2

Figure 1: Concept of the Three-Way Pattern:
Talitigo sapilin dan tungku nan tigo sajarangan

Note:
-+ < - =gsymbol of opposition * = symbol of conflict

(v =Middle world

CL__>

= Lareh Nan Bunta

The formation of the three-way pattern
is symbolically referred to with the concepts
of tali tigo sapilin and tungku nan tigo
sajarangan (a rope made of three strands, a
stove supported by three stones), and it gave
rise to a new and different musical concept,
or reality. Dt. Katumangguangan with his
Lareh Koto Piliang was prominent in the
bronze culture, while Dt. Parpatiah Nan
Sabatang with his Lareh Bodicaniago was
oriented towards the people, the concept of
the musical culture being centered on vocal
music (dendang), known in performance
as bagurau (joking). The Lareh Nan Bunta
tends to accommodate both approaches,
albeit, in a different musical concept. In
general, the Minangkabau community
remains a faithful supporter of the bronze
culture. The latter, specifically, bronze
music, is part of the system of governmental
power where this type of music is used in
the legitimization of the power of the local
rulers — or kings — in Minangkabau.

B. Bronze Music and Power

Introduced by the Austronesian people,
the bronze culture, which includes gong
music and similar phenomena, spread to
all the corners of the Nusantara from its
center of origin in Dong Son, Vietnam. This
culture did not originate from the Majapahit
era. Adityawarman was responsible for
bringing bronze music to Minangkabau.
This statement may be referred to as a
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“historical accident”, though it is true that
Adityawarman was indeed recognized as
an important figure in the Pagaruyuang
kingdom of Minangkabau.

Gongs are percussion instruments that
are very well known throughout East and
Southeast Asia. They are made from a
smelted metal alloy consisting of tin and
copper, with a rounded surface (either
with or without a central knob). Reid [16]
indicates that gongs, or bronze idiophones,
have played a key role in both status and
ceremony. Dong Son bronze gongs have
found a market in the entire region of
Southeast Asia for four centuries prior to the
birth of Christ [Ibid.]. As noted by Alcina
in [Ibid.], only ‘wealthy people’ were able
to afford to own these bronze musical
instruments, therefore, it is not surprising
that they are associated with status. When
a king or dignitary walked in a solemn
procession, he would be accompanied by
people playing a group of instruments
classed as gongs [Ibid.]. This stipulates that
bronze music, including gongs, had become
an important part of the musical activities of
the Malay kingdoms and the Malay ethnic
group in Minangkabau, having been used in
various forms of traditional ceremony.

Gongs can be hung from a frame, laid on
top ofarack, orplaced on another soft surface
such as a woven mat. There also exist hand-
held gongs that are played by the musicians
while walking. These low sounding gongs
are struck with wooden mallets the end of
which may be covered in rubber, cotton,
or twine. These hand-held gongs are called
talempong renjeang (carried) in the Malay
culture of Minangkabau. Boestanoel Arifin
Adam states that the term talempong in
Minangkabau refers to a type of instrument
known as an idiophone, which can be found
in various shapes and sizes, and made from
different materials, and which is played by
being struck. In its most common form, the

talempong [in other ethnic Malay areas also
known as kolintang, ceklempong, etc.] is an
instrument shaped like a small gong, made
from a metal alloy — a type of bronze —
which is struck to produce a sound [2]. One
of the models of performance of talempong
renjeang is that it is played while the musicians
walk. Sastra describes the talempong
renjeang as a genre of Minangkabau art
performed by three musicians, each of
whom plays two talempong which are
either held or carried (direnjeang) in the
left hand and struck (diguguah) by a special
mallet (pengguguah) held in the right hand,
creating a melody that is unique to the art
of talempong renjeang Minangkabau [18].
This type of talempong performance, in
which the instruments are played while
walking, is used for processions as part of
wedding ceremonies or for the appointment
of a new rulers.

Based on historical facts related to
the existence of the Malay ethnic group
in Minangkabau, it can be seen that there
exists a close connection between the
Malay system of governmental power,
i.e., the Malay kingdom (Malayapura),
and the kingdom of Dharmasraya, which
may be perceived as a successor of the
Sriwijaya kingdom. Through the power of
Adityawarman, this kingdom was dislocated
to the west and subsequently became known
as the Pagaruyuang kingdom. It was through
these two kingdoms that several smaller
kingdoms were established in other areas
of Minangkabau, including the kingdoms
of Sungai Pagu, Lunang Silauik, and
Indopuro (Pesisir Selatan Regency), as well
as numerous other nagari in Minangkabau
which have a kinship relationship with the
Pagaruyuang kingdom, such as Ampek
Angkek (Agam Regency), Tigo Nagari
Malampah District (Pasaman Regency),
Nagari Air Bangis (Pasaman Regency),
and several other nigari, which state their
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identity as part of the Malay ethnic group
with all its respective divisions (Taib,
2016). On the other hand, the ownership of
bronze musical instruments — specifically
the talempong and gongs — forms an
inseparable part of the existence of the
Malay people in Minangkabau [16]. The
evidence that bronze music represents the
system of governmental power can be seen
in its prominent role in the inauguration of
‘royal officials’ and rulers in Minangkabau.

The Malay ethnic group (in Minangkabau)
is one of the largest in Minangkabau. The
Malays have long since been considered
a part of the Minangkabau ethnic group
itself. They have adhered to the matrilineal
culture of the Minangkabau people, in which
a person’s descent follows the line of the
mother. In general, the Malay communities
follow the tradition of Lareh Koto Piliang,
although some combine the two cultural
systems in Minangkabau, namely Lareh Koto
Piliang and Lareh Bodicaniago, depending
in which nagari they live. In addition to the
two lareh, Navis [15] indicates that there
is a third lareh or laras which has emerged
with the named Lareh Nan Panjang under
the leadership of Dt. Nan Sakelap Dunia,
who established five other ethnic groups:
Kutianyia, Patapang, Banuhampu, Salo, and
Jambak. At the same time, the foreigners
living in the country who were the subjects
of King Pagaruyuang established the Malay,
Mandahiliang, Kampai, Singkuang, and
Bendang ethnic groups.

In the Solok Selatan, Yang Dipertuan
Sultan Besar Raja Disembah and Raja Alam
pertains to the Malay ethnic group. Irfan
states that three of the kings who inherited
the system of the Dharmasraya kingdom in
the Dharmasraya Regency, West Sumatera,
were of Malay ethnicity. They were Rajo
Pulau Punjuang, Rajo Siguntua, and Rajo
Padang Laweh — Rajo Koto Baru belongs
to the Caniago ethnic group (Irfan, 2016).

The Pagaruyuang kingdom, which was the
successor of the Dharmasraya kingdom, is
also predominately Malay, including the
ruler of the Puti Linduang Bulan house in
Batusangka (Taib, 2016).

Returning to the description by Alcina
in [16], that only “wealthy people” could
afford to own bronze musical instruments,
it is not surprising, therefore, if these
instruments have been associated with
status. If a king or dignitary walks in a
solemn procession, he is accompanied
by people playing a group of instruments
classed as gongs [Ibid.]. This means that
bronze music, including gongs —in the form
of a musical ensemble — is an important
part of the Malay kingdoms and Malay
ethnic group in Minangkabau, and is used
in various forms of traditional ceremony —
for appointing local rulers.

Based on the description about bronze
music consisting of falempong and gong,
this research work can conclude that both
of the two are related, and tey both form
a representation of the musical concept
of Lareh Koto Piliang in Minangkabau,
Musical sound, as described by Merriam
[13], is a product of human behavior which
is endowed with a specific structure and
system that cannot be separated from the
cultural concept of its community. Dasilva
in [9] takes a sociological perspective that
considers the presence of the musician in
a community and indicates the social and
cultural phenomena or conditions of the
community. This perspective is reinforced
by Irawati [11] in Resital, who suggests
that in terms of its behavioral aspect, music
is connected to the particular culture from
which it was born. These perspectives
strengthen the argumentation that any music
culture must correlate with the concept of
the culture from which it was generated —
in this case the synchronization is takes the
shape of bronze music.
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C. The Concept of Musical Aesthetics
in Aguang and Talempong Bararak

The concept of musical aesthetics is
related to the aesthetical principles that
are created in the performance of aguang
(a gong ensemble) and talempong bararak
(processional music). The Aguang is a
type of ‘majestic music’ which is played
in a ceremony for the appointment of a
local ruler in a traditional rumah gadang
in Minangkabau, and specifically in Luhak
nan tigo. An aguang ensemble consists
of two gongs, one or two double-headed
drums, and a salabuhan (set of) talempong,
with six talempong.

The aguang (a gong ensemble) and
talempong bararak performance venue is a
kind of stage, called paleh-paleh, measuring
2 x 2.5 m. and raised about 20 m. from the
ground. Aesthetically, the musical concept
of aguang and talempong bararak in an
inauguration ceremony for a new ruler can
be distinguished by two separate elements.
The first is the musical concept of aguang,
which consists of: (1) a pair of Agung; (2)
gandang palalu and gandang paningkah;
(3) salabuhan talempong comprising 6
talempong — talempong dasar (basic; 5,
and 6); (4) talempong malagu (which play
the melody; 1, 2, 3, and 4) — 3/4 and 3/2
are performed simultaneously. The six
talempong are arranged according to the
theme of the piece — for example ‘Tataku’,
in which the talempong are arranged in
the order of pitches 2, 4, 3, 1, 5, 6, and are
played together as an ensemble.

The musical concept of aguang and
talempong  bararak  described above
essentially reveals two sides, which
complement each other, namely, those
of form and content. The content is the
representation of the value of the ideas,
thoughts, and feelings of the artist, which
Sumardjo [20] indicates that form represents

the intrinsic factor of any art which is shaped
by its medium or material. Meanwhile,
Rohidi [17] describes this as the extra-
aesthetical factor, which is constructed
by a systematic structure, meaning that
it is endowed with a particular pattern or
arrangement that is contained in the cultural
background of the artist’s life, in this case,
the Minangkabau culture. Elderfield [9]
points out that the concept of aesthetic also
relates with the notion of “psychological
material”, while Horn [10] underlines the
concept of aesthetics specifically in the
musical language, divided into three criteria,
such as tonality, musical form, and aesthetic
value. The musical notation can be seen in
Figure 2 below.

Figure 2: The piece ‘Tataku’
in talempong Gondang Aguang
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(Transcription by I.D.N. Supenida, 2016)

The piece titled ‘Tataku’ is part of
the musical repertoire that is played in a
procession for the inauguration of a ruler
in a nagari. The talempong melody played
in this kind of ceremony may vary between
one nagari and another. This difference
may be viewed as a sign that each nagari in
Minangkabau is a ‘little republic’ and has its
own unique identity — and this also pertains
to its arts and customs.

The musical concept of talempong
bararak is used particularly for the purpose
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of accompanying the procession of a ruler.
The talempong pairs are called talempong
Jjantan, talempong paningkah, and talempong
pangawinan. The Talempong jantan 1is
the ‘leader’ and plays an important role
in presenting the melodic theme and
controlling the tempo of the music; the
talempong paningkah follows the lead of
the talempong jantan and responds to it
with different rhythms, and together they
form the melodic frame. The Talempong
pangawinan also plays its own rhythmic
patterns and helps justify the formation of
the unique melody of talempong bararak
(see the photo and notation of the piece
(Guguah) ‘Arak Kabau Gadang’ below).

The name Guguah Arak Kabau Gadang
(Procession of the Large Buffalo) is a
symbol of the greatness of the head official
in his position and authority as a leader
of his people. The ruler’s greatness is
introduced and demonstrated to the general
public in the nagari— kalabuah nan golong
(on a level road) and kapasa nan rami (to a
busy market).

The notation above shows that in the
first 2 bars the talempong Jantan plays the
opening of the GuguahArak Kabau Gadang.
The Talempong Paningkah responds with a
different motif on the fourth beat (a weak
beat) of measure 1. Also playing a different
motif, the talempong Pangawinan joins in
on the fourth beat (a weak beat) of measure 2.
A single cycle (saputaran), which forms
a single melodic phrase, is made up of 10
measures. When the combination of the
three phrases interacts and is enriched
with variations (galuik), it creates an
impression known as bagaluik (joking or
engaging in banter), see measures 8 and 9.
The variations in a talempong performance
create an aesthetical impression of bagaluik
or excitement, which when it reaches a
certain level of intensity is referred to as
batalun (achieving a high aesthetical level).

CONCLUSION

The Lareh Koto Piliang 1s the
representation of a system of governmental
power created by the legendary figure

Figure 3: Guguah Arak Kabau Gadang Nagari Tabek Kabupaten Tanah Datar
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(Transcript by Andar, 2017)

Note;

(1), (2) = Bar

Tp = Talempong Paningkah
Galuik = Rhythmic variations

Tj = Talempong Jantan
Tpn = Talempong Pangawinan

134



2021,2

Me>XXAYHapoOAHbIM oTAeA ® International Division

0

Dt. Katumangguangan. This power system
was a kingdom-oriented autocracy. In this
autocracy the power belongs solely to the
heads of the kingdom and in which all
the decisions made must be implemented
by the king’s family and the people.
Bronze music, in the form of aguang and
talempong bararak, plays an important part
of inauguration ceremonies for the rulers —
the holders of power in Minangkabau. As an
ensemble, apart from its function as a form
of communication, the aguang does not play
any important direct role in legitimizing the
power of the ruler — namely, the ‘king’ — in
relation to his position and authority as the
leader of the local people.

Aesthetically, the musical concept of
aguang as an ensemble consists of Aguang
jantan and Aguang batino; gandang
palalu and gandang paningkah; salabuhan
talempong, comprising 6 talempong. The six
talempong are divided into talempong dasar
(basic) and talempong malagu (melodic). The
talempong dasar (5 and 6) and talempong
malagu (whichplay themelody; 1,2,3,and 4),
are each played by a single musician. The
combinations of rhythmic patterns of the
two form a melody. Meanwhile, the musical
concept of talempong bararak consists of
three components, known as talempong
jantan, paningkah, and talempong
pangawinan. The combination of rhythmic
patterns of the three talempong pairs forms
the unique melody of talempong bararak
which is used for the special purpose of
accompanying a newly appointed ruler in a
parade kalabuah nan golong (on a level road)
and kapasa nan rami (to a busy market).

LIMITATIONS AND STUDY
FORWARD

The availability of previous research
which specifically discusses the tradition
of Lareh Koto Piliang in the governmental
power system, the linkage of bronze music

to power, as well as the concept of musical
aesthetics in aguang and talempong bararak in
Luhak nan tigo Minangkabau is very limited.
Bronze culture is more oriented towards the
royal system — Lareh Koto Piliang; whereas
previous research has focused on the Lareh
Bodicaniago tradition which is populist
oriented; the concept of musical culture
is baseld on vocal (dendang) — the vocal
music in the performance is called bagurau
(joking). Meanwhile, in the other article,
Lareh Nan Bunta tends to accommodate both,
but appears in a different musical concept.
Internationally, the limitation of research lies
in the small scope of the geographic location
of the research focus. It would be interesting if
future research could focus on the analysis of
traditions from various regions in Indonesia.
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uring the Soviet period of our
Dhistory up to the 1960s in the

dichotomy of “form vs. content”
our musicology did not give sufficient
attention to the semantic significance of
the first category. One of the reasons for
such an unjustified state of affairs could be
explained by the well-known harsh pressure
of the politically motivated concept of
“formalism” of that historical period which
promoted the mandatory rendition of two
prevailing terms of scholarly discourse
— “culture (to an equal degree as art) is
national in its form and socialist in its
content.” In our times such a definition is
perceived to be paradoxical, since all of this
occurred at the time when Boris Asafiev had
already published his outstanding research
work “Muzykal'naya forma kak protses”
[“Musical Form as a Process”] (1930),
which presented the organic unity of the
architectonics of music and the semantics of
its content, the conception of which remains
on demand up to the present day [1].

It must be presumed that many
representatives of culture and art (composers,
practicing musicologists, folklorists and
scholars), including those of us who have
studied in various conservatories in the
1970s, frequently repeated the “customary”
formulation, while clearly comprehending
the given ideological conditions and by
tacit agreement following the conventional
“rules of the game” imposed from above.
Nonetheless, composers in their musical
works had resorted to various techniques

of development which vividly revealed the
procedural side of music which at times
it was very difficult to define as national.
In their turn, the musicologists, without
fixating on the context of research expected
by the “social censors” tried to disclose in
exceedingly cautious ways and in a veiled
form the particularities of form-generation of
specific musical compositions which could
be discovered in the hidden implication of
their works'.

Just prior to the 1970s the problematics of
the procedural side of form once again finds
itself within the sphere of attention of music
scholarship; in particular, Yuri Kholopov,
while examining the significance of musical
structure, concentrates his perspective of
the present issue in his book “Vvedenie v
muzykal'nuyu formu” [“Introduction to
Musical Form”]. As Tatiana Kyuregyan
and Valeria Tsenova note, in this work the
music theorist defines “musical form as an
ontological, theoretical and historical unity
which gradually unfolds in time — from the
ancient eras up to ‘the present day,” from
monody and polyphony to sonoristics... the
beginning of music in general and of musical
form in particular” [12, p. 4]. Kholopov’s
research was preceded by the well-known
works of Igor Sposobin, Victor Tsukerman,
Leo Mazel and others. A qualitative stage
of comprehension of music in the context
of new angles of the study of its content-
based aspects (emotions, figurativeness
and symbolism) has been demonstrated by
the research works of Valentina Kholopova
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[11], Liudmila Kazantseva [6], and Liudmila
Shaymukhametova [16], who have laid
the foundations in contemporary Russian
musicology of a new analytical direction
— the theory of musical content. This short
excursus into the interpretation of one of
the most important musical terms which
interests us —form,—shall be concluded by us
with the words of Doctor of Arts, Professor
Marina Chyornaya: “Musical form is not a
means of conveying the conception, but a
means of existence” [13, p. 10].

In Russian folk music studies the
problem range of the structural element of
music of oral traditions has been examined
chiefly in the context of syncretic interaction
between the folk melody and the text in
connection with the demonstration of the
genre definition. Special terminological
definitions disclosing the structural units of
folk song melodicism have been specified:
“the intonational complex” (Zinnaida
Evald), “the song relationship” (Filaret
Kolessa), “polystructurality” (Kliment
Kvitka), “syllabo-note” and “strophe-
measure” (Anna Rudneva), “folk song
stanza form” and “rhythmic periodization
of melody” (Evgeny Gippius), etc.

The issues of emergence of form in folk
music melodicism are dwelt upon in the
works of Rudneva, who for the first time
makes the attempt of systematizing the
structures of Russian folk song, taking as a
basisthe architectonics ofthe melodic stanza,
which discloses itself in multiple ways in
various genre formations (“O vzaimozvyazi
stiha 1 napeva v russkoy narodnoy pesne”
[“About the Interconnection of the Verse
and the Tune in Russian Folksongs™]). The
logic of the forms of structural divisions
of the rhythmic-intonational line of the
folksong melodies offered by the researcher
is demonstrated in each concrete case with
the backing of the types of versification
(tonic, syllabic or accentual-syllabic) and

2021,2

with the consideration of genre functioning.
Thereby, Rudneva differentiates form-
generation in the Russian folksong culture
into non-strophic (single-verse) and strophic
structures. The article “O rasstanovke
taktovyh chert v russkih narodnyh pesnyah”
[“About the Arrangements of Barlines
in Russian Folksongs”] bears a direct
relationship to its conception of structural
classification which presents practical
material disclosing the recurring forms of
endowing melodic stanzas with pauses and
emergences of typified melodic formulas
[8, pp. 11-69, 70-138].

Each of the aforementioned folklorists-
researchers within the problem range of
form-generation was interested most of all
in the question of the song’s outer structure
and, at the same time, chose, as a rule, one
angle of consideration. The latter may have
been either the musical side of the song, its
poetical side, or its rhythmic aspect. In our
opinion, a significant page of the penetration
into the inner process of form-generation
in the music of the oral tradition is opened
by Izaliy Zemtsovsky in his monograph
“Russkaya protyazhnaya pesnya” [“Russian
Plangent Song”] [5]. On the basis of his
examination of lyrical plangent songs, the
music theorist demonstrates the distinct
character or the melodic stanza in them,
which in many ways does not coincide with
the stereotypical strophic structure intrinsic
to the songs. The procedural character of
the melodic self-motion in the present genre
is disclosed with a reliance on the songs’
monophonic intonation, which presents
its peculiar thematic core, from whence
occurs the “variant outgrowth” (according
to Vladimir Protopopov) of melodic phrases
of an intonational character with significant
rhythmic-intonational, modal and textural
changes. The structural particularity of
the examined form-structure reflects the
principle of through developed which is
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characterized by an “arch” conclusion of
the melody, or through form, when the
final stage of the melody’s development
presents the summarized meaning. As
Nina Savelyeva writes, Andrei Kabanov
conducted the first research of the structural
particularities in the Don Region plangent
songs of the Cossack tradition, in which it
“determines the function of each vocal part
in the ensemble and its role in the formation
of the structure,” especially highlighting the
characteristic “length of unfolding of the
musical-poetical structure” [9, pp. 11-12].

A colossal research work on form-
generation of the music of the oral tradition
was carried out in 2011 by Savelieva.
In her generation “Problema formy v
russkoy narodnoy pesne” [“The Issue of
Form in Russian Folksongs”] the author,
basing herself on Asafiev’s intonational
theory, systematizes the principle of form-
generation in folk song genres. This work
is the first to present an integrated view
of the genesis of the Russian folk song in
the aspect of its regularities, “bringing
forward new principles of classification
and systematization of structures.” In this
context Savelieva, continuing the search of
her predecessors, chooses a new approach
towards the examined problem range “based
not on quantitative, but on qualitative
criteria,” which, according to Asafiev, makes
it possible to classify forms “not according
to the resulting constructions, but according
to the principles of development” [10, p.
4]. Thereby, the researcher discloses new
possibilities of a more profound penetration
into the texture of the folk song with the aim
of comprehending the procedural motions
within it.?

The questions of form-generation in
traditional Adyghe songs were examined
by us numerous times [2]. Thus, the
stratification of typified form-structures,
which have been widely disseminated in

folk musical compositions from the form
of single-stanza melodies to composite
song stanzas. For the first time we have
demonstrated the special structure of the
melodies which reflects concrete historical
events and the valorous actions of heroes. In
the latter the form-generation in many ways
does not coincide with the conventional
norms of the structural organizations of
folksong genres, which more often than
not embrace a through development of the
melodic stanzas.

In the present work we have made the
attempt for the first time to attribute the
characteristic form-structures in the Nart
songs (the pshinatli)® of the Adyghes, reveal
the peculiarities of the interaction between
the music and the verbal texts, and establish
correspondences between the spatial-
temporal parameters with their stadial factor
of real existence.

Itis well known that music exists inreality
only during the time of its sounding, and
such regular occurrence presents us with the
possibility of discerning objective structural
particularities dependent on the functional
accessory of each musical work. For this
reason, when traditional culture is constantly
being deprived of its initial conditions
for existence, we perceive as being most
important the reconstruction of the primary
situational possibilities of its being with the
observation of several marked differences,
following the characteristic algorithmics of
each performance, including the performing
manner stylistically appropriate for it. When
defining the architectonics of a folk song,
it is important to consider the crystalline
units of music examined by Chyornaya as
“measured fragments” the inner interaction
of which arrays the content-based outline of
the melodic stanza [13].

Upon first encounter, the separate pitches
of the song’s melody, their rhythmically
intonated correlations, the modal structure
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and the textural peculiarities may be
perceived as abstract units. However, it is
known that back in 1934 Evald brought
into Russian folk music studies the new
term “intonational complex,” which “in
a definite way is cognized by a concrete
social milieu” [14]. It must be noted that its
semantic meaning turned out to be a rather
revolutionary idea for that time. At the dawn
ofactivedevelopmentofethnomusicological
research activities, Evald’s term already
indicated at the significance of aggregative
musical-poetic expressive means and their
semantic fill-up, thereby slightly opening
the curtain of the content-richness of the
song’s melodic stanza.

While demonstrating the capabilities of
form-construction in folk songs, we must
assert that the verbal text exists in a song
on an equal footage with the music as an
indispensable form-generating structural
constant. By its semantic signification,
character of articulatory utterance and,
being present within definite frameworks
of the size of the verse, in many ways
determines the forms of the correlations of
the compositional unites within the song’s
melodic stanza and measurably establishes
the algorithmics of the spatial-temporal
existence in living folk music practice.

By applying the given axiom in our
research, we have established the recurring
law that the typology of architectonics
of the Adyghe epic songs generally takes
shape to a great degree under the impact of a
meaning-bearing text the origin of which in
its initial form is perceived by the majority
of folklorist philologists as a narrative
which has appeared in verse form.

This argument is of crucial significance
for the definition of the structural differences
of the folklore genre of a remote historical
time from the successive song genres. The
socially ritualized ceremonial actions in
Nart society, where the communicative

processes were permeated by a special
syncretism of a “poetic-musical-theatrical-
dance action” (according to Angelina
Alpatova), created the corresponding
impact on the participants’ psycho-motoric
and emotional behavior. For this reason, as
we presume, an important role in the Narts’
daily communication may have been played
by the melodramatic recitation form of self-
expression directly reflected in the epic
songs preserved to our days.

In the present article we set the goal of
identifying the Adyghes’ archaic pshinatli
in the context of disclosing the architectonic
particularities, unearthing compositional
models appropriate for them in the
relict song melodies which would have
corresponded to that distant epoch. One
of the stimuli for a successful fulfillment
of the goal set before is that circumstance
that in the Adyghe epic songs the form-
structure has an essential distinction from
the other subsequent folk music strata.
First of all, the external stylistic indication
of the verbal element is the predominantly
expatiating means of its exposition and
the brevity of the syllable-measuring
structure of the verse (the prevalence of
six to eight-syllable lines), which exerted a
noticeable impact on the temporal features
of transmission of folkloristic information.
Second, the mobility of the isochronally
pulsating melodramatic recitation in the
pshinatli based on the correlation of the
pitches with the active energy of sound
(due to the tradition of solely male singing)
with the predominance of intervallic
intonations of major seconds and perfect
fourths with their concise rhythmic was
in many ways determined by the natural-
acoustic characterization of their habitat. As
a rule, this took place in open space: during
the course of public merrymaking, ritual
actions, in front of the Khas¢ (Council of
Elders), during festivities, etc.
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We are inclined to think that such a
milieu for communication was beneficial
towards the actualization of the extroversive
directedness of the impulsive behavior
on the parts of the performers of folklore
information who pursued its broad spatial
dissemination. In this process of inter-
generation transmission an important aim
was pursued — of exerting an active impulse
on the consciousness and thought of the
people who perceived this information
in society. If the Nart song is considered,
for instance, as one of the means of
communication as an “informational
centerpiece” (a melodic stanza), it acquired
a special kind of periodicity of localization
in space, a relative type of visualization
of the “three-dimensional” sound which
further enhanced its sonorous-phonic
qualities. Even in our time, when the epic
song has long lost its genre productivity,
its contemporary perception is accepted by
us from the position of a solely aesthetic
function, all of the enumerated initial main
traits of the pshinatli remain recognizable.
The main reason for such a phenomenon, in
our opinion, is in the fact that the Adyghe
Nart song was able to preserve the important
a priori genre-determining features.

Firstofall, letusname the traditional form
of performance — the male solo-and-group
singing, in which the dialogic interaction
between the soloist and the male chorus is
in parity relations, so in various different
versions of their coexistence we can always
observe a state of equilibrium and spatial-
temporal symmetry. The texture of the song
may be extensionally broadened by means
of additional accompaniment to the melody
of instrumental lines.* Nonetheless, they do
not exert any substantial influence on the
song’s form-generation, but merely carry
the additional function of enriching the
modal-intonational and the timbral-registral
spheres.

The second genre-related specificity
of the pshinatli consists in the strict
correspondence of the syntactic units of
the text and the melody in the vertical and
horizontal dimensions (a syllable equals to
a note, while a stanza is equal to a motive or
phrase). Such a principle of their correlation
according to the principle of “punctus
contra punctum” forms an exclusive usage
of the syllabic type of melodic construction.
The further disclosure of a minimal degree
of inner-syllable monody within the
framework of two pitches takes place, as a
rule, at the end of the melody as a result of
the descent in the performer’s intonation.
The additional assonant word formations,
so typical not only for Adyghe folklore,
but for many other ethnic cultures of the
Caucasus, end up being not as relevant in
the epical genre in their influence on the
inner structure of the song’s melody.

Betal Kuashev notes that in the texts of
the pshinatli “the syllable corresponds to
smallest unit of the rhythm of the poetic line
(the measure), so in these poems there are as
many rhythmic units as there are syllables”
up to a “a coincidence of syllable and
seme, syllable and phoneme.” Regarding
vocalizations, he also observed that they are
not subject to broad expansion: “If the final
consonants (in the line) are spirants «wu»

“sh”), «are» (“zh”), «evy» (“gh”), 1.e., if they
terminate the final syllable, no vocalization
occurs, since a vocalization involving these
particular letters may invoke a change in the
meaning of a particular word” [7, p. 179—
180]. The particular features of versification
in the Adyghe epic poems insightfully
observed by the scholar back in 1966 turned
out to be very topical in the disclosure of the
pshinatli’s musical structure in our days.

Nevertheless, the verbal insertions of an
interjectional character (amplifications) still
optionally exist in the pshinatli, while not
disrupting the temporal parameters of the
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musical architectonics and preserving the
song’s pitch line. On rare occasions there
may be an additional word formation of a
solemn, invocatory character in front of the
main meaning-bearing line or at the end of
the melody. On their basis the emerging
melodic turns acquire more often the
meaning of a peculiar intonation, or carry out
the function of a song’s cadential conclusion,
and we classify them as auxiliary elements
which are frequently situated beyond the
frameworks of the song’s main melody.

An important indicator of the marked
quality of the Adyghe epic songs must
also be sought for in the particularities of
the inner structural organization the first
plan of which does not surpass the form of
a single-line (single-phrase, according to
Feodosiy Rubtsov) or two-line song stanza.
Nonetheless, when tracing the interaction
of the main performers (the soloist and the
male chorus), which are in an active dialogic
connection with each other, we frequently
discover inner procedural “deviations from
the norm” inherent only to the pshinatli,
which complexify the compositional
structure of the early folk music genre.

Inall the cases of variability of structuring
of the melodic stanza the inner procedural
incongruities assert the composition’s
individual schemes, but, nonetheless, they
are unified by the constant duple-meter basis
of a mono-metric pulsation, which is a time-
measuring denominator of the highest order
(chronos protos) in the examined genre of
folk music.

It must also be noted that the “musical-
poetical measure” of the melody (according
to Savelieva), as a rule, is stable during the
course of the pshinatli’s entire macro-form.
A violation of such a principle may occur
in such instances when the tirade principle
of exposition of the text in the melodic
stanza frequently changes the number of
repetitions of the variated melodic verse.

The additional expansion of the macroform
in many compositions occurs by means of
the introduction in the very beginning of the
performance, which features the statement
either of the part of the chorus, or together
with the instrumental accompaniment, if the
particular ensemble includes performers on
string and percussion instruments. Among
the exceptional qualities of form-generation
in the Adyghe epic songs we can count the
spatial-temporal capacity of a separately
taken song in which the single-line melody
or the two-line melodic stanza is repeated
from 6 to 196 times, varying itself chiefly in
its rhythmic intonational manner.

Thus, the Adyghe epic melodies which
have preserved the tradition of solo-and-
group singing demonstrate a typified form-
generating model which is presented in
the structures of the single-line melody
and the double-line song stanza. They
are conditioned by an archaic syncretism
of text and music with the functional
particularities of the genre in the society
of the Narts, who have been determined
to be the remote ancestors of the Adyghes.
The various forms of interaction between
the soloist and the accompaniment of the
male vocal ensemble (antiphonal, bourdon
or stretto), the parity change of the songs’
textures create variability of the initial
two basic form-structures defined by us
as the intermediate form. Starting from
the solo melodic line, the tune acquires a
multiline song stanza depending on the
amount of tirade lines sung through by
the soloist, acquiring a mixed character
of architectonics of the songs’ melody. In
other instances, in the case of a stretto form
of interaction between the soloist and the
male chorus, the lower stratum is frequently
expanded intonationally, acquiring the
function of a relatively independent unit of
the form which at the same time creates the
precedent of bringing in polyphonic features
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into the overall texture of the song. The lines of the first singer and the male chorus.
combination of the two-line melody with  Their simultaneous sound creates a vivid
the one-line feature of the melody may also  impression of unity of the mixed structures
be observed in the vertical cohesion of the and its special compositional directedness.

Sy NOTES o<

' Here it is necessary also to recall the times of the Iron Curtain, which served as a sturdy
obstacle forsocialist culture for applying new compositional methods of manifestation of musical
ideas, such as, for instance, the dodecaphonic technique. However, here too the authors contrived
to “conceal” the newest forms of compositional techniques of musical expressionism in the overall
textures of their works.

2 Such a specific form-generation for Russian traditional folk music in which the structural
content-based side adequately reflects the musical-potic context of the songs turned out to be relevant
in the monadic “extended” songs of Tatars, Bashkirs and Kalmyks, as well as the polyphonic solo-
and-group historical-heroic songs of the Adyghes. Particularly in the latter songs we have observed
a total correspondence between the logic of unfolding of the rhythmic-intonational contentment of
the melodic stanza with Asafiev’s imt triad.

3 The pshinatl is a personified expression from the Adyghe folk terminology, signifying the
earliest song genre pertaining to the period of formation of the heroic epos “The Narts.” Its translation
from the Adyghe language in the spatial-sacred meaning indicates at a repository (abundance)
associated with the capaciousness of the emotional, visual-sensual perception of music. the term
is used solely for defining Nart songs and instrumental tunes. The individualization of the present
expression is perceived to be natural, if one is to make a translation of the semantic content and
specify its semantic meaning in the people’s subconscious.

* Most frequently, the bowed string shikapshina, reckoned by ethnographers among the Adyghe
aristocratic musical instruments, was used as the instrumental accompaniment. The plucked string
instrument, the apapshina, could be used extremely rarely. Among the percussion instruments,
priority was given to the pkhatsichu (a type of hand-rattle). Not infrequently hand claps were
incorporated in performances.
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Xoce Coaep KacaboH, ero 6aret «’Homme sans yeux, sans nez et
sans oreilles» («YeroBek 6e3 raas, 6e3 Hoca u 6e3 yLuei»)
1 noa3us «Fonds Perdu» («[MoTepsiHHble KanuTaAbl»)

Xoce Conep KacaboHn — mcnaHCKuii KOMIO3UTOp M TOAT, poauics 31 aBrycra 1884 roma B
Mexkunenne (Caparoca, Mcnanus) u ymep 3 mapra 1964 roma B Ilapuxke. XoTs 0 €ro >xu3HU
U TBOPYECTBE H3BECTHO Majo, HEKOTOpbIE U3 €ro IIEAEBPOB COXPAaHWIHNCH, Onaromaps demy
MOKHO YTBEp)K/laTh, 4YTO OH ObUI 3aMeuaTesIbHbIM KOMIIO3UTOPOM CBOEr0 BPEMEHH. JTa CTaThs
COCpEIOTOYeHa Ha TOM, YTO, BO3MOXKHO, SBJISIETCS €r0 BEJIMYAMIIMM MPOU3BEIECHUEM, — €T0
oanere «L'Homme sans yeux, sans nez et sans Oreilles» («Ho.S.Y.N.O.») («YenoBek 0e3 1a3s,
0e3 Hoca u 0e3 ymiei»), co3ganHoM B 1917 roay u, K COXKaJeHUIO, 10 CUX IOP HE JIOXKIaBIIEMCSI
npembepsbl. [Tomumo Toro, yto Xoce Conep KacaGon Obl1 My3bIKAaHTOM, OH TaKke ObLI MOITOM.
Ero my3bikasibHbIe B3Il MOKHO HAOIOIATh B TUTEpATypPHBIX Mpou3BeaeHusX. CoxpaHUBIIeeCs
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nostuyeckoe mnpousBeaeHue «Fonds Perdu» («IlotepsiHHble KamuTambl») SBISETCS SPKUM

IMPUMCPOM I3TOIO.
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INTRODUCTION

During the first decades of the 20th
century many economic, political and
cultural changes took place which
transformed society deeply. The domain of
art was not an exception in the context of
these changes. As a result of this a great
number of avant-garde artistic trends,
aesthetic currents and thoughts developed
successively at a speed never witnessed
before in history. Paris was one of the
European cities where this cultural and
artistic fervor developed most intensely.
It soon became one of Europe's most
prominent capitals, so that a large number
of musicians, poets and writers moved to
the French capital in order to feel such
influences and to enrich them artistically.
This was the case of the Spanish composer
José Soler Casabon, who decided to
settle in Paris and develop his career as a
musician and poet there.

The composer immediately surrounded
himself with famous writers, musicians,
painters and various prominent personalities
from the French artistic scene. He
established a very close relationship with
the great poet Guillaume Apollinaire and
collaborated with him on his great work, the
ballet titled L'Homme sans yeux, sans nez et
sans Oreilles (Ho.S.Y.N.O.).

Guillaume Apollinaire envisaged a ballet
based on his poem Le Musicien de Saint
Merry, and in 1917 José Soler Casabdn took
over the project, having modified it to a small

degree, and it was renamed Ho.S.Y.N.O. The
poem's plot Le Musicien de Saint-Merry 1is
about a flautist who has no face, who travels
through an ancient Parisian neighborhood.
In June of the same year, Soler Casabon
composed a version of the ballet for two
pianos and completed the final version of it
five months later [2, p. 32].

Soler Casabon, according to information
provided by an address book of Apollinaire’s
and a business card given to Picasso!,
reported the scene: “I want you to compose
the music,” Apollinaire said, “because it
must be full of passion. I told him before that
he should entrust the writing of the music to
another composer, more capable than I, and
especially one more mature — Erik Satie for
example, who had just produced the marvel
of Parade and whom I also greatly revere”
[6, p. 5]. Overall, the atmosphere that Soler
Casabon recreates for this ballet is very
tragic. For this reason, had the ballet been
premiered, it would probably not have left
the public indifferent.

On November 9, 1918, Apollinaire
died. Consequently Soler Casabdén was
greatly discouraged and decided to return
temporarily to Barcelona where he wrote
in French “I’ll file this music away” [6, p.
11]. As a consequence of the death of his
great friend Apollinaire, (which left the
composer devastated), the war and all of
its consequences (such as, for instance, the
closure of theatres and the cancellation of a
large number of cultural events) the ballet
was never performed.
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A few years later, in 1934, when Soler
Casabon was once again in Paris, he
orchestrated the Prelude and the first tableau
of (Ho.S.Y.N.O.). The manuscript of the
musical composition consisted of 22 pages
with 32 musical staves each?.

During the following years, Soler
Casabon radicalized his music (possibly as
a consequence of the various social changes
that took place during the first decades of

the century) and did not cease to try to have
his ballet performed, but, due to a variety of
causes, it remained impossible to premiere it.
He lived up to his last days in extreme poverty
and died on 9 March, 1964. Until the very end,
after several attempts to make his dream come
true, he was never able to stage his ballet.
After his demise, up to the present time in the
21st century it has not been possible to carry
out Soler Casabon’s dream.
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Image 1.Fragment of Ho.S.Y.N.O.
Source: Bibliothéque Nationale de Paris: Bibliothéque Nationale de Paris
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SOME CONSIDERATIONS
CONCERNING
L’'HOMME SANS YEUX,
SANS NEZ ET SANS OREILLES

L’Homme sans yeux, sans nez et sans
oreilles 1s a ballet in two acts and eleven
scenes, Prélude, Interlude and Epilogue.
Some of the scenes have peculiar titles,
such as, for instance, Danse de la lumiere
et les mouches® (1 Tableau, lre Scene),
Départs de chemins de fer (2me Tableau,
2¢ Scene) or La douceur des fleuves
européens (2¢ Tableau, 5¢ Scene), whereas
others are simply numbered, but unttled.

The full score contains many stage
directions, such as those we see at the
beginning of the second act:

A small square, a small fountain on the
left, where the monuments line up. In the
small square, several streets are visible.
A man without eyes, without a nose and
without ears advances slowly from the right
playing a flute. He soon stops playing, and
when heis close to the wings of the stage, little
by little various women of all descriptions
gather around him: blondes, brunettes, a
naked woman, a headless woman, etc. When
they are gathered, the man walks slowly to
the fountain followed by the women. At the
fountain, the man stops playing and drinks.
The bell rings, the women hurry to see him,
to hold him. Straight away, the man resumes
his playing and regresses the way he came
followed by the women. More women
come from different parts of the stage, with
outstretched hands, and deranged eyes, the
music dies down.*

Even if the script were no longer
available, the wealth of knowledge accrued
around the figure of Apollinaire, his work
and his aesthetics could be sufficient to
assume a significant amount of surrealism,
often coming very close to and even
merging with symbolism, as can be seen in

some other works by this composer. Soler
Casabon can — and, in our opinion, must —
be understood from this same perspective
and is therefore framed in a “musical and
philosophical discourse” that “claims to
define an authentic new musical philosophy”
and that “reveals its best illustration <...>
in the music by those composers who, like
Debussy, were in search of an alternative to
the stated expressivity based on a path full
of pride and predetermination” [3, p. 38].

The stated expressivity mentioned
in this quotation is that which veers
towards dramatic emotionalism that can
be heard in the German post-romanticism
of Mahler and Richard Strauss, and that
provides an important counterpoint to those
contemporary musicians, whose works
were usually lyrical, subtle, evocative and
surreal.

Thus, the “old-time” dichotomy between
impressionism and symbolism in the music
of these composers is today more than ever
of dubious value if its aim is not to reveal
what lies behind its maximal aesthetics.
At the same time, it is hardly helpful to
define them as an opposition to both the
classical and the romantic conceptions of
development and continuity, since their
vision on musical structuring has had no
parallel, so far. Their orchestration becomes
transforms into “a musical palette that is
muted and even colourless, with a great
prevalence of delightful shades of grey”
[5, p. 32]. Once again, these features may
be appreciated in the music of a number
of other composers, such as, for instance,
Erik Satie’s Parade, a ballet we already
mentioned and that we will use as a point
of contrast to Ho.S.Y.N.O. because of the
extensive connections existing between
them.

Both ballets demonstrate a similar
approach to orchestration and to their
treatment of musical development. With
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regard to the former, some aspects may
be mentioned: the use of rare percussion
instruments — even the incorporation of
unusual sounds we would hardly consider
as musical, such as typewriters etc. —
which provide a coloristic and textural
element that transforms the concept of the
orchestra as a whole. As to the latter, we
find that the use of abrupt interruptions, as
a modus operandi brought in to juxtapose
different musical images, is an element
shared by both ballets, as also by others,
such as Igor Stravinsky’s Le Sacre du
Printemps — perhaps the greatest example
of this technique. To strike a comparison
with the other arts, Picasso’s cubism in
his paintings and Duchamp’s ready-mades
may be considered stylistically aligned
with this technique.

In reference to the harmonic textures
common to the composers of this era, we
find, for instance, that the concepts of
progression and voice-leading give way
to observation and appreciation of texture,
developmental stasis and sound blocks.
This generation of composers is especially
extraordinary, since it has brought into
music one of the earliest, examples of
tonal suspension, that is, the suspension
of the musical system that has prevailed in
Western music for centuries, and that here
appears to be illusory and virtually unreal.

All of these traits can be observed in
abundance in Soler Casabon’s musical
score. Of particular interest are the
innovative concepts of time, meter and
their structuring; the sinuous, undramatic
orchestration, which at times is reminiscent
of chamber music; the use of broad sound
blocks of extreme tonal ambiguity®, which
provides a symbolic prism through which it
becomes easier to view his interpretation of
script and stage narrative.

We see the need for a musicological
article such as this as a first step along

the path, on the one hand, towards
publishing Soler Casabdon’s major musical
composition, and, on the other hand, as a
means by which to reveal the aesthetic and
technical qualities present in his work. This
article may be supplemented throughout by
reference to the full score, which provided
the main material used for the development
of this article and which can be found on
the website of the Bibliotheque Nationale
de France. In addition to presenting this
article to the public, we would like to invite
all those to whom it might concern to give
a premiere performance and to record this
great composition, especially considering
its ill-fated history of cancellations up until
the present day and the fact that its luck
does not appear to have changed even after
its hundredth anniversary.

As will be shown later, so many elements
are involved in establishing the high value of
this work, whether in terms of composition
or orchestration. Particularly in the latter,
the use of impressionistic instrumental and
orchestral resources must be emphasized
— most notably, the piano and the harps
as textural and coloristic elements, the
saxophone as a timbral extension of the
woodwind group, as well as the frequent
intricate divisi of the strings. With the
exception of the double basses, all the other
instrumental groups are often divided into
two or four parts, and this arrangement
occurs more frequently than the writing for
these groups in unison®. The historical and
the geographical contexts offer examples
of the composers with whom the composer
can be in some ways compared, especially
from an aesthetic angle. Satie, Debussy,
Ravel, Albéniz, Falla and Stravinsky can
all be associated in various ways with Soler
Casabon.

As has already been mentioned, the
analysis of this musical composition is
based, on the original manuscript of the
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orchestral score, which provides an immense
opportunity to take notice of such details
that often go unnoticed, or even disappear
after the first edition.

Here the precision of the dynamics
can be discussed. Instead of using the
usual gradient between pianissimo and
fortissimo, Soler Casabodn, instead, uses
terms like molto, poco and quasi in addition
to the usual ones, such as quasi sforzando,
molto mezzo piano or poco diminuendo,
disclosing a new poetical dimension to
dynamic interpretation. Other markings
such as dim. proportionnellement peu a
peu’, en dehors (oboe, page 20)%, claire
mais suave’ and many others, truly testify
to the formidable precision with which the
composer conceives his musical ideas.

This also applies to the use of symbols
and other special indications, such as
articulation signs: “Sometimes [ use the
symbol to indicate less marked attack,
compared with the usual accent mark (>)”;
or commas and fermatas: “We know that
a comma between two notes provides a
slight interruption to the sound, but not
the meter. When placed above a bar line
or a rhythmic line — thicker bar lines — it
interrupts both the sound and the meter.
When the comma appears after a bar line
crowned with a fermata, the interruption is
longer. When there is a fermata by itself, it
is even longer.”!?

These and other examples can be found
throughout the score, which suffices to
demonstrate the breathtaking precision and
conciseness with which José Soler Casabon
treats his musical ideas, as well as the
profound attention to detail in his orchestral
scoring.

MUSIC AND POETRY

José Soler Casabon was a musician and
poet who lived and developed between
Mequinenza, Barcelona and, above all,

Paris during a large portion of the 20th
century. While his facet as a composer is
very little known, he is even less known as
a poet. We do not have the information at
present how many works he wrote, since
he lived in extreme poverty and when he
died many of his belongings disappeared,
including, in all likelihood, the manuscripts
of his poems and musical scores. However,
it i1s worth mentioning a poetic work
entitled Fonds Perdu (Lost Funds). This
work consists of 43 poems written in
French, chronologically relating to two
periods of his life. The first period includes
poems written from 1912 to 1920 and the
second period from 1932 to 1939. Fonds
perdu was dedicated to Camille Soula, an
Occitan doctor and physiologist. The work
was printed on 23 December 1939, and a
numbered edition was published, limited
to 34 copies, 30 of them on straw paper
and 4 on cloth paper.

In May 1940, Soler Casabon sent several
copies of his book of poetry to his close
friends. For example, No. 2 was dedicated
to his close friend, poet Pierre Reverdy,
while No. 25 was sent on 12 May to Pablo
Picasso. Among the different poems, one of
them was dedicated to music, and he gave it
the title of Souhait (Desire).

Souhait

Je suis comme un oiseau
Qui aurait perdu son chant
Je suis un musicien
Perdu dans le lointain
De sons insoupgonnés.
Je veux que mes paroles
Deviennent des paraboles
D'une langue n'existant
Et veux que de mes pas
A la démarche chimérique
Un chant énigmatique
S'éleve a la gréve.
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CONCLUSION

Jos¢ Soler Casabon was undoubtedly
an outstanding personality from the 20th
century who, due to various circumstances
of fate, including World War I, the Spanish
Civil War, and the death of his close friend
Guillaume Apollinaire, among others, did
not see his artistic work recognized during
his lifetime.

Although he mastered the most current
compositional techniques of his time, as can
be seen in the analysis of his compositions
carried out by different Spanish and French
musicologists, he managed to achieve a
very personal style of his own. Thus, for
example, he explored of a system that he
called systeme commatic, which was very
similar to the compositional technique used
by composers who were is contemporaries
in Germany, Austria and France, such as,
for example, Schoenberg and Debussy!'. It
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can therefore be argued that Soler Casabon
demonstrated interest not only in the
compositional techniques that were being
developed in France, but also in the German
and Austrian musical innovations that were
being developed at the same time.

Among his achievements as a poet, since
we do not know how many works, both
musical and literary, were written by him,
many of which were lost, the work that at
least was published, Fonds Perdu, must be
highlighted.

Mequinenza, his native town, pays
tribute to him and his memory regularly and
encourages musicologists and historians
from all over the world to continue
researching his legacy with the aim of
highlighting the life and work of a composer
and poet who is largely unknown both for
the general public and for the community of
scholars.

Sy NOTES o< <

' Letter written by José Soler Casabon to Picasso (1917). Picasso Museum. Paris.

2 Pablo Gargallo, a great sculptor, friend and compatriot of Soler Casabdn, died in 1934 at
a time of great artistic fulfillment for him. That same year, very likely, in memory of his friend,
Soler Casabon resurfaced in his artistic endeavors andorchestrated the prelude and first act of

H.O.8.Y.N.O, in a 22-page manuscript.

3 This title, as all the others, textes and interprétations musicales, shown in this article, have

been extracted from the original manuscript.

4 Soler Casabon, original manuscript of Ho.S.Y.N.O.. p. 33.

> As one may see in the music of those composers, Soler Casabon achieves a keen perception
of the chord (i.e., group of three or more pitches performed simultaneously) completely withdrawn
from any tonality. Thus, in his music it becomes usual to find six-pitch chords (encompassing half
of the twelve standard pitches available in the tonal system).

6 Similar to the way Debussy does in his orchestral pieces, such as La Mer (1905).

7 Soler Casabodn, original manuscript, Flutes part, p. 17.

8 Idem, Oboes part, p. 20.
 Idem, Horn, p. 25.
10 Tdem, p. 32.

" Soler Casabon’s harsh experience of the war impelled him to make a radical break with the

aesthetic movements of the early 20th century. The systeme commatic used by the composer provided
a division of the musical scale into quarter-tones and commas, instead of tones and semitones,
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following his own method of signs. Soler Casabdn structured and used his musical language in
such a way that the division of the scales would be arranged not into tones and semitones, but into
quarter tones and commas.
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nlike the overwhelming majority of  writer” and “Soviet reader” proposed

cultural practices at the beginning

of the 21st century in the academic
musical space, the issue of recycling' the
legacy of the Soviet era has not yet been
articulated and is subject to contradictory
interpretations. Thus far, there is no
consensus in understanding of what does
the phrase “Soviet music” actually mean, to
which extent it is synonymous with “music
in the USSR”, and whether the notions of
“Soviet composer” and “Soviet listener”
really exist (by analogy with “Soviet

Kok

by Evgeny Dobrenko [4; 5]). Among
the questions considered, the following
are most relevant: can there be a “Soviet
musical avant-garde” in the academic
classical music of the USSR; is the concept
of “Soviet style in music” applicable, as
well as the definition of “Soviet composer”
regarding the greatest composers of the
twentieth century who lived in the USSR,
for example, Sergei Prokofiev and Dmitri
Shostakovich (for more details see: [1; 2; 3;
8; 12; 13; 14; 15; 16]).

PaGora BbeimonmHeHa npu ¢uHaHcoBoil mopaepxkke PH® B pamkax HayyHOTO HpPOEKTa

Ne 19-18-00414 (Cosetckoe ceroanst: @opMbl KyIbTypHOTO pECAUKIIMHTA B POCCUNCKOM HCKYCCTBE
U 3cTeTHKe noBceAHeBHOTO. 1990-2010-€ roasl).
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All these contradictions are getting
especially conspicuous in universal editions
like the Russian-language Wikipedia and
the Great Russian Encyclopedia (GRE)?. At
the present time, these are two most popular
resources on the post-Soviet Internet space
which offer their versions of the cultural
recycling of academic classical music in
the USSR to the Russian-speaking reader.
Undoubtedly, the Russian Wikipedia has
become the leading meta-text for a variety
of objective reasons: due to the longevity
of its existence (since 2001), as well as
the immense number of articles (more
than one and a half million) and revisions
(100 million), and the specific feature
of its own way of functioning — namely,
the introduction of new materials and
revisions of old materials by anyone who
is interested.

The feature of the Wikipedia project
stipulates a certain format for the submitted
articles, both declared and hidden. For
example, the anonymity of the author and
the moderator creates various means of
interpretation of the composer’s personality,
whereas the infeasibility of personal
contacts between them leads imminently
to a certain authoritarianism on the part of
the moderator who may not have sufficient
professional knowledge in the field of
academic music. However, the freedom
and accessibility of this project makes it
possible to propose new personalities and
make supplementations and corrections to
articles already published®.

Thereby, Wikipedia stresses the interest
of the post-Soviet society towards certain
phenomena and people reflected in the
scholarly community's perceptions about
any particular composer. Anonymous and
changeable as it is, Wikipedia has not yet
provided any opportunity for considering
it as a stable and authoritative source of
data, albeit holding an absolute record

in the number of requests from readers
relating to different levels of professional
qualifications (including musical ones).
For this very reason, the potential reader
of articles about music on Wikipedia might
be perceived as a two-faced Janus within
whom both a professional and an amateur
neophyte exist simultaneously, let alone the
fact, that the texts about Russian music and
musicians balance in a wide range: from
extensive analysis of a particular musical
style with a large quantity of professional
vocabulary to an assortment of facts and
well-known quotes about the musician's
personality.

The GRE has a fundamentally different
focus, connected predominantly with the
original printed format, which considerably
narrowed down its ‘textual’ capabilities
during its transformation into digital
(i.e. internet) form in 2016-2017. Only
two years after that, it is possible to see
the influence of the printed format in the
simultaneous presence of two versions of
some of the articles (the current and the
previous)*. Continuing the traditions of the
Great Soviet Encyclopedia, as asserted in
the edition itself, the GRE is oriented on
the professional community, prompting its
representatives to write articles related to
academic classical music. For this particular
reason, the GRE can be considered as a
source of a certain cumulative professional
view of musical art, including its ‘Soviet’
segment.

This edition is comprised of two trends
reflecting the modern Russian scholarly
perspective of Soviet music. On the
one hand, one of the active trends is the
study of the composers and their musical
works written in modernist compositional
techniques (dodecaphony, musique
concrete, aleatory music, sonoristics, etc.),
i.e. the so-called “avant-garde music”.
These are the composers of the early
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Russian avant-garde movement of the
1910s and 1920s (Arthur Lourie, Nikolai
Obukhov, Ivan Vyshnegradsky, Arseny
Avraamov, Alexander Mosolov, etc.), a
small number of whom emigrated from
the country. And most of all, the musical
legacy of the post-World War II avant-
garde trend is being promoted, represented
mainly by Alfred Schnittke, Edison Denisov,
Sofia Gubaidulina and their contemporaries
and younger colleagues, for example,
Nikolai Karetnikov and the composers
from the group of “Khrennikov’s Seven’.
Such articles are devoted to the modernist
approaches towards musical composition,
often in their Western or transformed
versions.

On the other hand, since the end of the
20th century, systematic attempts have been
made to ‘resurrect’ musicians who were
repressed or murdered during the era of the
Great Terror, their musical compositions,
and, correspondingly, the publications of
articles about them; for instance, about
Nikolai  Zhilyaev. In addition, some
fragments of these composers’ biographies
related to these circumstances are also
emphasized. One such composer is
Mechislav Weinberg, whose personality and
whose operatic compositions have become
the central topic of two major international
conferences and festivals in Moscow (held
in 2017 and 2019). This phenomenon is
known as “repressed music’®.

In both cases, the issue of “the composer
and the Soviet regime,” as well as the denial
of the very existence of “Soviet academic
classical music,” are perceived as the core
issues, unambiguously expounded in the
shape of clear opposition. The authors of
such articles about the Soviet-era academic
classical music implicitly believe that
neither the composers who wrote avant-
garde music, nor those who died or were
repressed, may be considered as “Soviet.”

Accordingly, this epithet is inapplicable
to the music of their authorship. It is also
worth mentioning that at the same time,
for example, in the late Soviet era, analysis
of contemporary Soviet music was a
prerequisite for having articles published
in either of the two most authoritative
professional magazines: “Sovetskaya
muzyka” [“Soviet Music”] (since 1992
— “Muzykal'naya akademiya” [“Musical
Academy”]) and “Muzykal'naya zhizn”
[“Musical Life”]. A number of composers
who were members of the Composers’
Union of the USSR became the subjects
of scholarly monographs, articles, and
newspaper reviews. The works dedicated
to them are still included in scholarly and
educational publications and continue to get
actively cited as sources on the post-Soviet
space, especially on Internet resources’.
Besides “avant-garde music” and
“repressed music”, the Soviet era included
composers who cannot be attributed to
either of these phenomena, and it is in regard
to them particularly that the present-day
‘receptions’ are extremely contradictory.

What does “Soviet music” mean?

First of all, it must be mentioned that the
GRE does not include any separate article
on Soviet music or music from the USSR.
Information about this period is included
in the general heading of “Russia,” placed
first on the title page of the encyclopedia’s
website, in the paragraph called “20th
century” (the section of “Culture and
Art,” the subsection of “Music”). It does
not provide either any relevant definition
or chronology of “Soviet music,” nor of
“Soviet opera,” “Soviet performers,” etc.
As a result, the described period in the
history of Russian music is considered as
a natural part of the entire 20th century,
something which continued the traditions
of the Silver Age of the 1920s and then
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smoothly shifted into the post-Soviet
1990s. The proposed periodization of music
in Russia in the 20th century is generally
comprised of 6 parts: the early avant-garde,
the 1920s, the 1930s, the 1940s, the period
from the 1950s to the 1980s, and, finally,
the 1990s. Special attention may be drawn
to the greater differentiation of the first half
of the 20th century and the relative ‘unity’
of its second half. In the latter, a lack of a
reflection is noticeable in relation to the later
time alongside with its perception as being,
after all, “our own” recent past, and not a
“foreign” past — this is basically the way
how the first 50 years of the 20th century
are broadly perceived. Nevertheless, the
phrases: “the Soviet performing school,”
“Soviet song”, “Soviet composers,” “the
Soviet symphony,” “Soviet music” are used
throughout the article on a regular basis.
The author's estimate of the “Russian Soviet
music” of the early 1990s as a phenomenon
“diversified in genre and style, and
authoritative on a global scale” also appears
indicative [9]. Moreover, the author claims
that Soviet art “has never been a phantom,
and its remnants continue to exist after the
collapse of the USSR.”

Within the same text (in its second
version, unlike the first from 2004) an
interesting attempt has been made not only
to insert the music of the Soviet period
into the previous historical context as a
somewhat peculiar, albeit still an inherent
part of Russian music — certain parallels
of the phenomena in Soviet music with the
Western European phenomena in the art of
music are suggested. For example, in the
opinion of the article’s author, the music
of “the Soviet composers of the 1970s and
1980s is characterized by some kind of
a stylistic ‘mollification,” which is fairly
similar to the process taking place on the
European scene at that time, as well.” As a
result, the specificity of the Soviet period,

2021,2

which had carefully been embedded into a
wide historical and geographical context,
simply becomes eroded.

The article mentions popular songs, film
music, operetta, jazz and even rock music as
symbols of the 1980s and 1990s. However,
this information is presented as peripheral
and given in a remarkably limited capacity.
The focus is made on academic classical
music and academic classical performance.
It can be asserted that the article virtually
performs the function of a specialized
publication, which the Soviet six-volume
Musical Encyclopedia actually presented,
and its potential readers are primarily
professional musicians. Thereby, in this
encyclopedia Soviet music is not highlighted
as a historical and cultural phenomenon,
although put in use as a synonym for the
work of composers and performers who
lived at that time.

The anonymous articles on opera and
symphony in the GRE, once again, do not
contain the adjective “Soviet” (instead,
they use, for example, the collocation
of “Russian opera”), which maximally
removes the work of composers from the
historical and political context of their time.
By mentioning the national operatic schools
in the Soviet Union, the authors replace the
words “Soviet republics” with geographical
specifications — Transcaucasia, Ukraine,
the Baltic States, Moldova, simultaneously,
however, admitting that “opera houses
were built in all of the capitals of the
Soviet republics especially for the national
repertoire.” Both opera and symphony are
regarded strictly within the framework of
a highly narrow-specialized understanding
of the musical genre. Paradoxically, the
literature quoted in the article on the genre of
the symphony is entirely taken from Soviet
musicology, which is explicitly indicated
by their authors, who also provide the years
of publication. The sole book published in
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2000 does not change the situation much,
being, in fact, a more up-to-date reprint of
an earlier published edition.

Unlike the GRE, the Russian Wikipedia
contains an article on Soviet music under the
appropriate title of “Music of the USSR,”
which in turn is included in the large set
of articles named “Culture of the USSR.”
The time of the existence of the USSR
(1922-1991) became the basic footing for
the Soviet authors who gave the leeway for
establishing the boundaries of the examined
musical phenomenon. Accordingly, the
music “written and performed at that time”
is given recognition as being ‘“Soviet.”
A variety of genres and time periods
within a large historical interval are noted,
and specification is provided for all the
nationalities whose representatives made
a significant contribution into this area of
culture (in addition to Russians: Ukrainians,
Belarusians, Jews and peoples from the
Caucasus are also mentioned). In Wikipedia
the morphology of Soviet music is described
differently: academic classical music comes
first by order, but is not the only part of
the phenomenon which is mentioned. It is
presented here alongside film music (movie
music), jazz in the USSR (Soviet jazz), pop
songs, vocal and instrumental ensembles,
authorial songs, Russian rock, dance and
disco music.

The modest size of the texts dedicated
to academic music (in comparison with all
the others) makes it possible to consider
them as a kind of ‘digest’ which includes
notable events and personalities. Thus,
Sergei  Prokofiev, Dmitri Kabalevsky,
Dmitri  Shostakovich, Georgy Sviridov,
Kara Karaev and Aram Khachaturian are
called representatives of the academic style
of the “Stalinist period.” There is also a
mention of the composers from the 1960s
associated with the avant-garde movement
— most notably, Schnittke, the “Khrennikov

Seven,” Karetnikovand Galina Ustvolskaya.
Among the historical events of that time,
the year 1932 is especially distinguished
— the year, when the Composers’ Union
of the USSR was established, headed long
thereafter by Tikhon Khrennikov. Special
attention is paid to the newspaper articles
and Communist Party decrees, which set
up ideological constraints for composers
(1936 and 1948). The list of achievements
of Soviet music mentioned in the article
includes the system of public music
education and the high status of Soviet
opera, ballet and large instrumental groups
(orchestras and military ensembles). Such
an approach to the characterization of
academic Soviet music as a whole does not
contradict the point of view of the GRE, but
is evidently aimed at a different audience
(a non-specialized one), and the genuine
purpose of the article in Wikipedia is to
create merely an outline of Soviet music.
Information about opera, operetta,
art songs and other musical genres in the
USSR is included in the extensive article
titled “Russian Music/Music of Russia,”
in its respective sections on academic
classical, theatrical and popular music. An
accurate genre stratification dictates their
inclusion into the general historical line —
from the moment they appeared in Russia
to the present. The texts themselves are a
synthesis of extremely diversified sources:
from the Musical Encyclopedia and the
Great Soviet Encyclopedia, textbooks for
bachelors published in Tashkent, fragments
from the Internet encyclopedias ‘Krugosvet’
and ‘Russian Civilization’ to translations
of articles from the New Grove Dictionary
of Music and Musicians and scholarly
monographs on Soviet music. The absence
of a unified concept of Soviet opera, art
songs and other genres in these sources
leads to chaos in their interpretations. The
emphasis on enumeration of facts, in turn,
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entangled with the deliberate disregard to
the prescribed line of ideological influence
on Soviet music, leads to incorrect
information, such as the statement that
Prokofiev’s opera “The Story of a Real
Man,” in which “a synthesis of the Russian
folk style with Western styles emerged,
provided an example of the establishment
of Soviet opera in the late 1940s.” Because
of this, the readers receive the impression of
a mosaic, incoherent picture of the world of
Soviet academic music, which places mere
facts themselves in a higher position than
cause-and-effect relationships.

A Composer: Soviet or Russian?

The stumbling block for both
encyclopedias is the image interpretation of
the “Soviet composer.” The authors of the
GRE totally reject applying the definition
of “Soviet” to the composers of that time
period. Instead, the word ‘“Russian” is
predominantly used, whereas in relation
to composers of other nationalities,
they apply options, emphasizing their
respective nationality. As a result of this
kind of substitution, the concept of “Soviet
composer,” as well as “Soviet music”
disappeared entirely. Otar Taktakishvili is
mentioned as a “Georgian composer,” Arvo
Pdrt becomes “Estonian,” Kara Karaev is
defined as “Azerbaijani and Russian,” and
Aram Khachaturian — as “Armenian and
Russian.” Perhaps, inpartthisis anindication
not only of the composers’ nationality, but
also of their respective ethnicities; however,
Schnittke and Gubaidulina, who are not
Russian in their ethnic backgrounds, are
also called “Russian.” As a result of such
a substitution, a virtual field 1s created
for all composers having an all-Russian
affiliation. Outside their particular historical
and cultural contexts, they are recognized
by contemporary Russian society as its
inherent part.

The denial of the “Soviet composer”
phenomenon automatically entails the
“appropriation” of the composer (in a
figurative sense). This tendency becomes
most blatantly perceptible in the GRE, which
applies the term “Russian” with regard to
numerous people, especially emigrants.
For example, the following composers are
considered “Russian”: Sergei Rachmaninoff,
who left the country in 1918 for the rest
of his life and died in 1943 in the United
States; Alexander Glazunov, who became
the head of the Leningrad Conservatory and
later, in 1928, departed from the country;
and Sofia Gubaidulina, who was not only
born and received her academic musical
education in the USSR and was a member
of the Composers Union of the USSR, but,
after having emigrated to Germany in 1991,
has regularly visited Moscow and Kazan,
organizing concerts of her own music, while
retaining her Russian citizenship. At the
same time, Igor Stravinsky, who emigrated
at about the same time as Rachmaninoff,
but, unlike the latter, made one visit to the
USSR in 1962, 1s mentioned as a “Russian
and American composer.”

Unlike the GRE, in Wikipedia the
definition of “Soviet” provides the basic
characteristic feature of every composer.
However, there are also some nuances
present here. For instance, Dunaevsky and
Kabalevsky are unambiguously defined
as “Soviet composers,” Shostakovich and
Nikolai Mpyaskovsky — as “Russian and
Soviet composers,” Shchedrin — as being
“Soviet and Russian,” and Schnittke — as
being “Soviet and German.” In the case of
the composers from the national republics
(besides Russia), the following option
was proposed, previously approbated in
Soviet editions: first, mention i1s made
of affiliation with the country, — namely,
Soviet, then — the respective nationality.
For example, Kara Karaev is described
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as a “Soviet-Azerbaijani composer.” The
criteria concerned are likely to be largely
historical — derived from the particular
musician's lifetime. If the years of the
composer’s life and work coincide with the
Soviet period, then he or she is likely to be
identified as “Soviet” with indication of his
or her nationality. When the composer’s life
span coincides also with the other historical
periods, before or after the Soviet era, he
or she is most likely to be called “Russian”
(“russkyi” — applying to the time period of
the Russian Empire). At the same time, if
the composer lived and worked after the
collapse of the USSR, he or she will also
be called “Russian,” but in the sense of
being connected to the present-day Russian
Federation (“rossyiskyi”)®. Thus, FEugen
Kapp (1908-1996) is presented in Wikipedia
as an “Estonian-Soviet composer,”
while Otar Taktakishvili (1924—-1989) is
mentioned as being “Georgian-Soviet.”
The same applies to the famous avant-garde
composers, with the specification of their
citizenship: Edison Denisov and Rodion
Shchedrin are “Soviet and Russian,” while
Alfred Schnittke is “Soviet and German.”
Nevertheless, Alexander Glazunov,
who was the director of the Leningrad
Conservatory until 1930 and was awarded
the title of People’s Artist of the RSFSR
in 1922, is regarded as a “Russian
composer,” which is probably due to his
departure from the USSR in 1928. The
resulting confusion and high probability
of misnomers in applying of the notions of
“Soviet,” “Russian (by nationality)” and
“Russian (by citizenship),” along with the
active use of sources from the Soviet period
is highlighted in Wikipedia’s article about
Georgy Sviridov (1915-1998). Here the
composer is labelled as “Russian-Soviet,”
while the article’s bibliography includes
the Great Soviet Encyclopedia, the Musical
Encyclopedia and the GRE; at the same

time, a sense of regret is expressed about
the fact that his music is next to unknown
in the West, while in Russia it retains high
level of popularity.

The ambiguous situation with the
term “Soviet” in relation to the most
famous composers is evidenced by the
latest version of the article about Sergei
Prokofiev in Wikipedia, which was virtually
rewritten anew in 2017. Its beginning is
devoted to a comprehensive discussion
on the composer’s affiliation to Soviet,
Russian (by nationality) or Russian (by
citizenship) music. This discussion is fairly
intriguing because of the arguments and the
personalities upholding various epithets.
Thereby, the definition “Soviet” is viewed
as solely a “relic” of the Soviet publications
about the composer. Later in the course of
the narrative, the confrontation between
“Russian (by nationality)” and “Russian
(by citizenship)” becomes increasingly
intensive, as “Russian” is explained through
citizenship or territorial affiliation. The term
“Russkoye” (which has an approximate
meaning of “Russian by nationality or
by origin”) is emphasized through the
high-frequency rhetorical argument of
“references to the authoritative music
scholars”: the opinions of prominent
researchers of Prokofiev’s musical legacy
(Igor Vishnevetsky, Svetlana Petukhova and
Yuri Kholopov) and musical public figures
(for instance, the rector of the Moscow
Conservatory Alexander Sokolov). To
strengthen this effect, the statistics on the
matter has been inserted — namely, the
count of the appellations of both meanings
of “Russian” in scholarly editions and
articles from recent years. Prokofiev’s
self-identification as a Russian composer
and the opinion on the matter of his elder
contemporary Stravinsky were cited as
irrefutable arguments. It is noteworthy that
both statements are dated in 1915, when
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there was nothing “Soviet” whatsoever in
existence, while “Russian (by nationality)”
was practically synonymous with “Russian
(by citizenship)”. Thus, in the new version
ofthe article, Prokofiev becomes completely
divorced from his Soviet identity, turning
into an inherent part of Russian academic
music.

Such a gesture is quite remarkable,
since the article about Prokofiev appears
almost as a “golden standard” for
Wikipedia. It contains enough details about
the composer's life and its association with
Soviet Russia (such as obtaining a Soviet
passport in 1927, the incident occurring
with Prokofiev related to his personal life,
his difficult relationship with Shostakovich,
etc.); a huge variety of qualitative sources,
including prominent Western researchers;
numerous views of the composer by his
contemporaries; along with a wide range
of opinions. All that combined creates
a highly comprehensive image of the
musician in the eyes of the 21st century
readers, with the article being addressed to
an audience that is rather professional, than
merely “inquisitive.” This circumstance
1s demonstrated not only by the frequent
references to descriptions of features of
musical style and professional terminology,
but also by an array of details about the
performance of the composer’s works.

At the same time, the “Soviet” Prokofiev
i1s encrusted into the narrative only in
certain places, wherein the term “Soviet” is
comprehended rather in connection with the
place of residence than the cultural context
or source of influence. The aforementioned
idea extends to his musical compositions,
as well, even to such work as “Zdravitsa,”
which was composed especially for Stalin’s
anniversary.

Despite its declared objectivity, the
article on Prokofiev in the GRE contains
plenty of evaluative judgements in favor

of the composer. For example, the operas
“Semyon Kotko” and “Betrothal in a
Monastery” are called “masterpieces of
the pre-war period.” The cantata “Towards
the 20th Anniversary of October” is
interpreted as “a bold creative task which
the composer managed to brilliantly cope
with,” aestheticizing the texts of Marx,
Engels and Stalin he did not set (to music).
The main pathos of the article is the idea
of the underestimation of the composer’s
musical legacy in our country, which is
asserted to be still in effect at the present.
While disguising the “Soviet” realities in
relation to Prokofiev, relevant substitutions
are made within the text: the Stalin Prizes of
the 1940s are replaced by the State Prizes,
as has been the case in the country since
1961. This additional casus allows us to
suggest the “Soviet” reality in the discussed
biographical narrative to be synonymous to
“Stalinist.”

The biographical narratives about
Dmitri Shostakovich in encyclopedias
also involve themselves in the construction
of different images for the composer. An
anonymous author from the GRE describes
him as a “Russian composer” but a “classic
of the Soviet music.” The article makes use
of expressions (incidentally, without any
quotation marks), the stylistics of which
unequivocally refers to Soviet realities: “a
vulgarization of the concepts of realism
and nationality” — when characterizing the
review “Ballet Falsity” (“Baletnaya Fal'sh”),
and “a symbol of fight against fascism”
— in relation to the Seventh Symphony.
At the same time, while disregarding the
definition of “Soviet,” he quotes the oratorio
“Song of the Forests” as an example of an
“ideologically consistent composition.” The
same ambiguity arises when Shostakovich’s
activities in the Soviet official governing
institutes (the Composers’ Union of the
RSFSR) are stated, but his membership in
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the Communist Party of the Soviet Union is
kept out of discussion, and the Stalin Prize
he received is called the State Prize.

In the same way as he described
Prokofiev, when analyzing Shostakovich’s
musical style, the anonymous author actively
incorporates  professional terminology:
atonality, sonoricism, extended percussion
group, diminished fourth, serial technique.

On Wikipedia the article about
Shostakovich is written entirely differently.
First of all, he is stated to be a “Russian and
Soviet composer,” and information about the
titles and awards he had ever been rewarded
(having been a recipient of five Stalin
prizes, a member of the Communist Party
of the Soviet Union since 1960, Chairman
of the Board of the Composers’ Union of
the RSFSR) forms a clear comprehension of
how high his merits were officially valued
by the Soviet regime.

The first section of the article is devoted
to detailed “family studies”: an analysis of
the musician’s family line, starting with his
paternal great-grandfather, with an emphasis
on his “anti-tsarist” peasant origin, the
revolutionary trends in the life of all his
descendants: the Polish uprising, the “Land
and Freedom” political society, the exile to
Siberia, and the printing of proclamations.
On the maternal side of Shostakovich’s
family “heritage,” prominence is given to the
composer’s grandmother’ musical talents
and love for music, and then his mother’s
studies at the St. Petersburg Conservatory.
In other words, the reader clearly sees
Shostakovich’s genesis, which turns out to
be the indivisible interconnection of music
and revolution. These two components of
his “wiki” image, while being transformed
into the opposition of “music and the Soviet
regime,” become regularly perceptible in the
text: for example, the specification of Stalin’s
opinion on the opera “Lady Macbeth” as a
composition which is incomprehensible for

the people, and the premiere of the Fifth
Symphony in 1937.

In fact, all of Shostakovich’s compositions
are one way or another integrated in the
changing ideological context of the Soviet
era and accompanied by explanations of
the connection a particular composition
has with a concrete political situation. The
authors are interested not solely in the
opera “Lady Macbeth” and the notorious
newspaper articles of 1936, but also in the
refusal to publish the vocal cycle “From
Jewish Folk Poetry”; the “Anti-Formalist
Rayok,” which was never intended to be
published at all, or the publication of the
First Violin Concerto under the influence of
the Decree of 1948 and “The fight against
cosmopolitanism.” Wikipedia interprets the
1949 cantata “About the Forests™ as a kind of
rehabilitation before the authorities, calling
it “an example of the pretentious grand style
of the official contemporary art.”

The onset of the “thaw” era in Soviet
politics and the change in ideology in
the late 1950s is directly linked in the
Wikipedia article’s text to Shostakovich’s
convergence with official authorities, his
entry into the official musical structures,
becoming a Communist Party member
and, at the same time, the growing optimist
mood present in his compositions from that
time. For example, the Twelfth Symphony
of 1961 1s unambiguously positioned as a
composition imbued with an emphasized
“ideological” program. Regarding the
beginning of Brezhnev’s era of “political
stagnation,” the author of the article asserts
that Shostakovich’s music once again
acquired “a gloomy tone.”

The dichotomy between “music and
government” is mounted both into a small
section devoted to the composer’s family,
including the work of the second wife
as a member of the Central Committee
of the Soviet Komsomol [Communist
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Youth League] and the repressed father
of his third wife, and in various sources,
which, along with the composer’s personal
website “DSCH”, cite works of Solomon
Volkov, who has an ambiguous reputation
among professional musicians'’. The term
“Soviet,” however, is not used either with
regard to Shostakovich's music in general,
or to any of his compositions in particular.
It is substituted by synonymous phrases —
characterizations of that time period, usually
in quotation marks, which in the new era
looks no longer like a simple citation, but
rather like a way to express doubts about
the assessments of musician’s professional
heritage related to the Soviet past. In other
words, Shostakovich is identified as a
“Soviet composer” when referring to social
history and the facts of the composer’s life,
yet not when characterizing his music.

The same tendency becomes meaningful
when presenting other composers, including
those endowed with a different level of
talent and differing life strategies. For
example, Lev Knipper is called “Soviet,”
bearing in mind his affiliation with the
NKVD. However, his musical style has
not merited the epithet of “Soviet” and is
defined by the composer’s interest in the
national melody, namely, the folk music of
the Trans-Caucasus region.

For Wikipedia reprints of old texts are
not something uncommon (for example,
their article about Boris Asafiev is virtually
a verbatim reprint of an article from the
Musical Encyclopedia from the 1970s
about him) and is stipulated by a number of
objective factors. Nevertheless, it remains
difficult to grasp, as an example, why the
GRE includes the almost complete text of
an article by Olga Chekhovich (1912—-1982)
from the Soviet period about Asafiev, where
the modern reader actually views an ideal
image of a Soviet musicologist, whereas a
mild reproach for the conformist tendencies

of Asafiev as a critic by no means diminishes
the article’s prevailing panegyric tone.

In sum, it is worthwhile to highlight
that in the present-day public encyclopedic
resources in Russian the use of the adjective
“Soviet” in regard to the phenomena of
the art of music in the USSR serves as
a kind of litmus test to determine the
respective author’s attitude to this era —
either its recognition as a certain uniquely
distinctive phenomenon, or its nullification
in the context of the country’s history.
The wuncertainty and confusion in the
respective expressions of these positions
can be seen both in the GRE and in the
Russian Wikipedia. Thus, it can be argued
with caution that the cultural recycling
of the Soviet element does not appear as
conspicuous in academic music, as it does
in other fields of culture and art. Moreover,
an active reconstruction and transformation
of the actual understanding of the “Soviet
element in music” is occurring, which also
can be seen in its frequent replacement
by the synonymous phrase “music of the
USSR / music in the USSR,” the extension
and emphasis on the pages of music history
which were nearly obscure, silenced down
or prohibited for ideological reasons —
primarily ‘“‘avant-garde” and “repressed”
music.

Among the most discernible trends are
active usages of Soviet narratives without
any changes alongside post-Soviet musical
works, the inappropriate application
or substitution of the epithet “Soviet”
for “Russian” (“russky,” representing
nationality) or “Russian” (“rossiysky,”
representing citizenship”) in  the
description of composers and their musical
compositions, as well as the rejection or
disregard of the concept of “Soviet music”
with respect to composers of the “first rank,”
such as Shostakovich and Prokofiev.
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' Cultural recycling here means the active circulation and mention of actual musicians and
musical compositions from the Soviet era in the post-Soviet period. This trend is based on the
feeling of nostalgia for an era long gone and a desire to return at least some fragments of it. About
the importance of nostalgia in cultural recycling, see, for example: [11].

2 The Great Russian Encyclopedia (https://bigenc.ru). The majority of the links to certain
articles from the Great Russian Encyclopedia and Wikipedia are not cited in the article, since they
are easy to be found by name or title. All references to them have been relevant prior to 01/01/2020.

3 Since 2015, the author of the article has been the head of the project of Wikipedia in Russian,
1.e., the Russian musical Wikipedia, as part of which students of the Petrozavodsk A. K. Glazunov
Conservatory have participated in contributing to the Russian-language segment of the encyclopedia
with articles on music from Russia and from other countries (in particular, Alexander Glazunov and
his compositions).

* See the review by Svetlana Savenko about 20th century music in the section “Russia” [9] or
the article about Nikolai Zhilyaev.

> Elena Firsova, Dmitri Smirnov, Alexander Knaifel, Victor Suslin, Vyacheslav Artyomov,
Sofia Gubaidulina and Edison Denisov.

¢ Following the book: [6].

7 For example, the only Russian monograph about Weinberg so far is the book by Liudmila
Nikitina [7].

8 There are two exceptions to this rule — Aram Khachaturian, who was called “Soviet”, and
Sofia Gubaidulina, who was named “Russian” composer, which can probably be explained by the
mistakes made by the person “monitoring” (in other words — moderating) this particular article.

A publishing house founded by the composer’s widow — Irina Antonovna Shostakovich,
devoted to disseminating his compositions.

1 For a short digest of this discussion, see [10].
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McnoAHuTeAabckoe nckycctso Mapuu lau:
no CTpaHMLLAM OT€4eCTBEHHOM MY3blKaAbHOU KPUTUKM
M MEeMYapUCTUKHU

Bakneiiiieit TeHeHIIMeN pa3BUTH ONEpHOTO Tearpa Ha pyoexe XIX—XX ctoneTuii siBisieTcst
TATOTEHHE K <CKU3HEHHOW TMpaBie» — yOeAuTeIbHOMY BOCCO3AAHMIO SMOIMM U JYHIEBHBIX
MepeKMBAHUHN JEHCTBYIONINX JIUI] B CONMPSIKEHUH C IOCTOBEPHOCTHIO CIIEHMUECKHUX IMOJIOKEHUI
U cuTyanuil. Yka3zaHHasi TeHIEHIUs o0pesia MoIHOMACIITaOHOE BOIUIOIIEHHE B UCTIOIHUTENbCKOM
NESTeIbHOCTH psAa MPOCIABIECHHBIX MY3bIKAHTOB-UHTEPIPETATOPOB, CTPEMUBLIUXCA IOCTUYD
MaKCHUMaJIbHON «IIPaBIUBOCTH» B COOCTBEHHBIX TPAKTOBKAX IIMPOKO W3BECTHBIX onep. Harsanoe
MOATBEPIKICHUE CKA3aHHOMY — apTUCTUUYECKasi Onorpadus ucnanckoi neBuisl Mapuu ["ait (Mero-
conpano, 1879-1943). E€ ucnosHUTENbCKHE TPOYTEHUS BEIYIIMX MapTUH B omepax J[xysemnme
Bepau, Kamus Cen-Canca, [Ibetpo Mackanbu, JKronst MaccHe HeM3MEHHO TPUTITUBAIIN K ce0e
BHUMaHUE IEHUTENEH ONEepHOro MCKYyCCTBa M MYy3bIKaHTOB-NpodeccuoHanoB. KynbMuHanuei
HCTIOJTHUTENICKON NiesiTenbHOCTH Mapuu ['ali mpeacTaBIiisieTcss HOBATOPCKOE TOJKOBAHUE MApTHH
Kapmen B omHomméEHnHOWM omepe Kopxka buze, mpu3HaBaemoe HBIHE SIOXaJbHBIM COOBITHEM
B MCTOPHH OTIEPHO-CIIEHUYECKOTO NCKYCCTBA X X BeKa. AHATUTHYECKOE PACCMOTPEHUE Ty OTMKAIT i
pycckoil My3bIKaIbHOM KpUTHUKH 1900—1920-x romoB M MeMyapHBIX CBUAECTEILCTB IMO3BOJISIET
OXapaKTEepPH30BaTh HEKOTOPhIE CYIIECTBEHHbIE ACMEKTHI BBIIIEYKA3aHHON HMHTEPIPETaTOPCKOI
TPAKTOBKH — MCKJIFOUUTEIILHOE pazHooOpaszne TeMOpOBO-(POHMUECKONW HIOAHCUPOBKH BOKAJIbHOMN
MapTHH, TECHEHMIIIYI0 B3aUMOCBS3b MOCIEIHEH C XopeorpaduuecKuM pPsiIOM COOTBETCTBYIOIIEH
ponu, GopMHUpPOBaHHE «IJJACTHYECKHX KOHTPAIyHKTOB» K MH3aHCIIEHaM B 3MH30aX BTOPOTO
miaHa u ap. [Ipu sToM oOHApYXUBAIOTCS Tapauiedn MEXAy dKcrepuMeHTamu Mapuu [ait u
XyJI0KECTBEHHBIMU MPOLIECCAMH, JOMUHUPOBABIIMMHU B JIETKO)KaHPOBOM MY3bIKAJIbHOM TeaTpe U
acTpagHOM HcKyccTBe pyoexka XIX—XX Bekos.

KitroueBble Cl10Ba: ONEPHO-CLEHNYECKOE UCTIOTHUTENLCTBO pyoeka XIX—-XX BB., Mapus [aif,
«Kapmen» buse, 1erkokaHpOBBIN My3bIKaJIbHBIM T€ATP, 3CTPATHOE MY3BIKAIBHOE UCKYCCTBO.
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Performing Art of Maria Gay:
Following the Pages of Russian Musical Criticism
and Memoiristics

One of the most important tendencies of development of opera theater at the turn of the 19th
and 20th centuries is the fixation on “the truth of life” — a convincing recreation of the emotions
and inner experience of the characters in conjugacy with the veracity of stage positions and
situations. The aforementioned tendency acquired a full-scale manifestation in the performing
activities of a number of celebrated performing musicians who aspired to achieve the maximal
“veracity” of well-known operas. A vivid confirmation to the asserted is the artistic biography
of Spanish singer Maria Gay (mezzo-soprano, 1879-1943). Her performance renditions of the
leading parts in the operas of Giuseppe Verdi, Camille Saint-Saens, Pietro Mascagni and Jules
Massenet constantly attracted the attention of connoisseurs of the art of opera and professional
musicians to themselves. The culmination of Maria Gay’s performance activities is perceived
to be the innovative interpretation of the part of Carmen in Georges Bizet’s opera with the same
name, which is presently acknowledged as a milestone event in the history of 20th century art
of the opera stage. An analytical examination of publications of Russian musical criticism
of the time period from the 1900s to the 1920s and memoir testimonies makes it possible
to characterize certain substantial aspects of the aforementioned interpretative rendition
— an exceptional diversity of timbral and phonic “nuancing” of the vocal part, the tightest
interconnection of the latter with the choreography of the corresponding role, formation of
“plastic counterpoints” to the mise-en-scenes in the “secondary” episodes, etc. At the same
time, parallels are discovered between Maria Gay’s “experiments” and the artistic processes
predominating in the “light genre” musical theater and the popular art of the turn of the 19th
and the 20th centuries.

Keywords: operatic-theatrical performance at the turn of the 19th and 20th centuries, Maria
Gay, Bizet’s “Carmen,” “light-genre” musical theater, art of popular music.
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CBelllas MarucTpajibHble MPOLECCHI
B Pa3BUTUU E€BPOIIEUCKOIO Omep-
HOro Ttearpa Ha pybexe XIX-XX
CTOJIETUH, COBPEMEHHBIE MCCIIEeIOBATENH,
KaKk IpPaBWIO, CKJIOHHBI aKIEHTHPOBATh
«...CTPEMJIEHUE K IPABIONONOOUI0 CHUTya-

Wi ¥ XapaKTepoB 4epe3 OTKa3 OT YCJIOB-
HOCTEW ‘“HOMEpHOW” omephl... K IMOA-
YUHEHHWIO MY3BIKA 3aJadye TPaBIUBOTO
PaCKpBITUS AYIIEBHBIX IBWKECHUH NIepCOHa-
’Kei», IBCTBEHHO JOMUHUPOBABIIIEE B TBOP-
YeCTBE KPYIMHEUIINX MaCTEPOB YKa3aHHOTO
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nepuona — Jxk. Ilyuyunnu, P. IlTpayca,
K. JIe6roccn, JI. Anaueka u ap. [1, c. 400].
Pazymeercs, BO MHOTOM CXOJHBIMH WH-
TEHLUSIMA BJOXHOBJISJIACh TaKKe MCIOJI-
HUTEIIbCKAasA JESTEIbHOCTh MPOTrPECCUBHO
MBICTISIIIAX OMEPHBIX JUPWKEPOB, TEB-
IIOB, XYIOKHHKOB-CLIEHOTPa(oOB, pPEXKHC-
CEPOB-IIOCTAHOBIIMKOB YKa3aHHOW JIIO-
xu. WX HOBaTopckue Xy/l0KeCTBEHHBIE
UCKaHMs OJIaronpUATCTBOBAIM, C OIHOU
CTOPOHBI, YCIEIIHONW MY3bIKaJIbHO-CLICHU-
YECKOW pealu3aluy BHOBb CO37aBacMbIX
IIPOU3BENCHUN I MY3bIKaJIbHOIO TEaTpa,
C Apyroil — GOpMUPOBAHUIO SIPKO OPUTH-
HaJIBHBIX TPAKTOBOK KJIACCHYECKOTO OIep-
HOTO HACJIeINsl, OTKPBIBAIOIINX 3aMaHYH-
BbI€ NIEPCIIEKTUBBI €r0 aKTyajJu3aluu i
MO3THEUIINX UCTOPUKO-KYJIBTYPHBIX IIOX.
3aMeTUM TakKe, 4TO MOJ0OHAas aKTyalu-
3aUsl HEPEJIKO MHCIIMPUPOBAIACh BO3IECH-
CTBUSIMH CO CTOPOHBI JIETKO)KaHPOBOTO
MY3BIKaJbHOIO T€aTpa W HapOXKIaBIIEHCS
MY3bIKaJIBbHON 3CTpajbl — CBOEOOPa3HBIX
HOCHUTEJIEM M PENPE3CHTAHTOB «KU3HEH-
HOW MpaBabl», BBICTYMABUIEH, IO CYTH,
OCHOBOIIOJIATAIOUIMM 3CTETUYECKUM KpH-
TEpPUEM U1l OTIEPHOIO UCKYCCTBA OCBELIAe-
MOT0 pyO€KHOro nepuoja.

K uncny BbIgaromumxcst My3bIKaHTOB-HC-
MOJIHUTENIEN — MPOBO3BECTHUKOB YIIOMSHY-
THIX UCKaHUW — OECCIIOpHO, MPUHAJIEekKaIa
yucrnaHckas onepHas nesuua Mapus [an
(menuo-conpano, 1879-1943). Kak orme-
4aroT coBpeMeHHbIe Onorpadsl Mapuu ["aii,
e€ OmucTaTenpbHOM 25-JIeTHEW onepHOM Ka-
pbepe MpeAlIeCTBOBAIN pPa3HOOOpa3HbIe
KOHTAKThl C HallMOHAJIbHBIMU MacCOBO-OblI-
TOBBIMU KaHpaMu (OT MCIIAHCKOM Hapo-
HOM necHM 10 capcyaubl). Micxons us 3toro,
BpSJ JIU CIIEAYET YAUBIATHCS TOMY, YTO Jie-
OI0THOE BBICTYILJICHUE MPOCIABICHHON Te-
BUIIbI Ha oniepHO# crieHe (bproccens, 1902)
cocrosutock B maprun Kapmen. deHome-
HaJIbHBIM yCIIE€X, COIMMYTCTBOBABIIUN 3TOMY
ne0roTy, NMOBIEK 3a cCO0OM MHOTOYHCIICH-
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Hbl€ MPUIJIALIEHUS U3 KPYNMHEHIINX orep-
HbIX TeaTpoB mupa: B 1900-1910-x romax
Mapus laii Beictynana B KoBent-I'apnen
u Pumckoil Onepe, Jla Cxana u Metporno-
nuTeH-onepe. [acTponbHbBIE  MapuIPYThI
BBIJAIOILIECHCS] apTUCTKU MPOJIEraiu 1o BCe-
My MHpY; B yacTHocTH, ¢ 1904 roma Ma-
pus l'aii perynspHo BbicTynana B Poccun,
CHauaja MpUHUMAs ydacTue B CUMQOHH-
YEeCKUX U KaMEpHBIX KOHIIEpTax, a 3aTeM
(1908-1910) u B onepHbIX cnekTakysix. Ha
MPOTSXKEHUH TaCTPOJIEH, TOMUMO 3BE3THOU
naptun Kapmen B omnepe K. buse, nesu-
1a TPaAUIMOHHO HCIHONHsIA ponu Jlamu-
a1 («Camcon u ammna» K. Cen-Canca),
Azyuensl u Awmuepuc («TpyOamyp» u
«Auna» JIx. Bepau), apnorter («Bep-
tep» K. Maccue), Canrymubl («Cenbckas
yecTh» I1. Mackanbn) u np. OteuecTBeHHas
nyOnuKa ¢ HEM3MEHHBIM BOCTOPIOM IIpH-
HUMaJIa BbICTyIUIEHUs Mapuu [au, 4dero
HEJb3s1 OBLJIO CKa3aTh O MYy3bIKaHTaX-Mpo-
deccuoHanax WM TeaTPAIbHBIX KPHUTH-
KaX, BECbMa PA3HOPEUYMBO OT3bIBABIIUXCS
U 3a4acTyl0 AMCKYTHPOBAaBUIMX IO IOBO-
oy €€ OIEepHO-CIEHUYECKOrO HCKYCCTBaA.
B neHtpe BHHMMaHMS CHEMAIMCTOB, KAk
MIPaBUJIO, OKA3bIBAJINCHh MOCTAHOBKH OMEPHI
«Kapmen» ¢ yyactneM HCIaHCKOM MEBULIBI,
pEeIIUTENBHBIM  00pa3oM TpaHcHopMHUpO-
BaBLIEH OOILENPUHATHIE CTEPEOTHIBI TOT-
JAIIHUX HCIOJHUTEIbCKUX U PEXUCCEP-
CKUX TPaKTOBOK 3arJIaBHOM MapTUU.
Pa3mblnuisist 0 yOMHHBIX UCTOKAaX yMO-
MSIHYTBIX quckyccuil, A. OccoBckuii B 1908
roay nucai: «B clieHnyeckoM BOIUIOMIEHUH
oOpa3a KapmeHn moryT ObITh JiBa MOHHMa-
HUSl — PEATIMCTUYECKOE U POMAHTUYECKOE.
1lo0x00s k Kapmen co cmoponvl peanucmu-
yeckoul, Mapus I'aul, apuaiiwias npedcmasu-
MeNbHUYA MaKo20 MOIKOBAHUS, 0ald Kpati-
HUe e20 8blB00bI, OAIbULe KOMOPBIX ONEPHAsL
cyena uomu He moxcem. Y neé Kapmen no
cune peanusma He moavko He 2epouns buse,
Ho Oadxce u He Kapmen nosecmu Mepume,
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Heumo, npocmume, 6ocsayxkoe. Mexay Tem
Ha oOpa3 Kapmen buze 6pocun HeCKoIbKO
KPaCHUBBIX U TOHKUX POMAaHTUUECKHUX JTyUeH.
B Heli oH BOIIOTHIT “BEYHO )KEHCTBEHHOE™
¢ ero pokoBoil ctoponsl. Kapmen oxpyxe-
Ha HEKOTOPOW MHCTHYECKON armocdepoil:
B Hell rumnHo3 Bocroka, neMoHUYECKHe
Yyapbl, HECYIIIUE B cCaMHUX cebe HeOTBpaTu-
MYIO Tpareuto [Kypcus Haul. — E. A., I A.]»
[10, c. 284]. UapIMU clioBamMu, HamOosee
CIIOPHBIM MOMEHTOM B HCHOJHUTEIbCKOMN
TpakToBKe Mapuu ['aii aBTOpUTETHBIN KpH-
THK CUNATAJI «KPAaWHUN pean3m», 3aBEIOMO
MPOTUBOPEYAIINI KaK My3bIKaJIbHO-pama-
TUYECKOMY, TaK U JIUTEPaTypHOMY IE€PBO-
MCTOYHHKAM.

Jlpyrue oTe4eCcTBEHHbIE PELIEH3EHTBI, CO-
JUIAPU3UPYSACH C BIBogamMu A. OCCOBCKOTO,
KOHCTaTUpoBajiu (HOPMUPOBAHHE OMACHOU
TEHACHIINH, TOPOKIEHHON HCKIIFOUUTEIBHO
SIPKUM U YOeTUTETbHBIM TOJIKOBAHUEM POJIU
Kapmen, npennaraembiv Mapueii ['ait. Peub
11JIa O MaryOHOM BIIMSIHUM YKa3aHHOW Tpak-
TOBKH Ha MOJIOJBIX OMEpHBIX meBull. [1o3a-
HEee aBTOPUTETHBIN UCTOPUK BOKAJIHLHOTO HC-
kycctBa C. JIeBUK 3aMETHII, UTO «OBITOBU3MY
n «KkokercTBOo» onepHon Kapmen — Ilan
«...HE BBIXOAWJIU 32 TPEENIbl 3CTETUIECKUX
TpeOOBaHUM, TOUHEE — HE CTAHOBUJIMCH He-
npuctonHeiMU. llociiennero He ynasanoch
n30exarh €€ MHOTOUMCICHHBIM TOJpaXka-
TenbHUIAM <...> Harypamuctuueckue BbI-
xonku Mapuu ['ail ncrioptiim B TOT EPUOL
He ofHy ucrnonHutensHully Kapmen B EB-
porie BoooOie, B Poccun B wactHOCTHY» [9,
c. 155, 307]. [eiicTBUTEIbHO, KPUTHUKA
1910-1920-x romoB oTMeuana «BbIAEPKAH-
HEIIT OT Hayvajia 0 KoHIa B ctmie [ ait» cre-
HUYECKUM MMOIX01 K UHTEPIIPETAIIUH yKa3aH-
HOW IMapTuu, XxapakrepHsli i JI. Jlenpmac,
M. Cxkubunkoii, M. JlaBeimoBoii, M. Mak-
CaKOBOWM M JpyruX H3BECTHBIX NEBUIl [6,
c.228;9,c.307;4,c.293].

3ameTuM, OJHAKO, YTO MPEAJIOKEHHAs
A. OccoBckUM (pyHIaMeHTalIbHas «CTHUJIe-

Basi aHTUTE3a» (KPOMAHTUZM — peau3M»),
XapaKTepu3yrollasi OCHOBHbIE TEHACHIINH B
HCIIOTHUTENBCKOM TpakToBKe oOpa3a Kap-
MEH, HE TIONTyYnsIa CKOJIbKO-HUOYIb MocIe-
noBareabHOro pa3ButHs. C 0THOI CTOPOHBI,
3TO MOTHBHMPOBAJIOCH OTHIOb HE TTO3UTHUB-
HOM «CMBICJIOBOW aypou» COOTBETCTBY-
IOIIETO TEPMHUHA, YTBEPAUBIIEHCI B OTe-
4yecTBEHHOU Kynbrype CepeOpsHOro Beka.
Peanusm B Ty mopy CIuioms u psaoM OTOXK-
JNECTBIISIICA C HATypaJM3MOM, HMPOAYKTHB-
HOE UX pa3rpaHUYEHHE, M10/Ipa3yMeBAEMOE
A. OCCOBCKMM NPUMEHUTEIBHO K OIEepe
«Kapmen», eqBa 11 NpeacTaBIsIOCh aKTy-
aJbHOM 3aJa4yeil i1 €ro COBPEMEHHHUKOB.
I'opa3no Gonee cyiiecTBEHHON B T€ TOJbI,
HECOMHEHHO, BBIIVIS[IENa aHTUTE3a HHOTO
poJa: BIpaBe JIM UCTIOTHUTEND «...MICXOAUTh
U3 COOCTBEHHOTO MOHMMAaHHUS CO3JaHHOTO
KOMIIO3UTOPOM  XYZIO’)KECTBEHHOTO 00pa-
32, U3 CBOEM MHTEpIpETalMH, 3a4acTylo
BECbMA OTIMYHOW OT aBTOPCKOU? Moxk-
HO JIM pacCMaTpuBaTh €ro JeATeIbHOCTb
Kak “BTOpO€ TBOPYECTBO~ [OIpeneeHUE,
npuHajuiexamee Tomy ke A. OcCOBCKO-
My. — E. A., I A.]1?» [8, c. 606]. IIpu s3TOM
3HAQYUTEIbHON YacTU OMNEPHBIX KPUTUKOB
«...AIMIIOHUPOBAJI 00pa3 UCIOJIHUTEISA-TBOP-
1a, a He “‘perpaHcisiTopa” BOJM aBTOpPA.
CriocoGHOCTh yBIIEUb CIIyIIaTeNel SIpKo-
CTBIO CBOEro Japa, CBOOOAOW HHTEpIIpe-
TallMy XyJ0XKECTBEHHOTO o0pa3a, Hempe.-
CKa3yeMOCTbIO TMpEAJIaraéMoi TPaKTOBKHU
CTaBWJIaCh TMPEBBIIIE BCEroO...» [TaM Xkel;
onHako meBuiia Mapus [aif, GeccriopHo,
ObLJ1a HaJIeJICHA BBIIICTIEPEUYUCIICHHBIMU Ka-
YeCTBaMH B U30OBITKE.

C nmpyroii CTOpOHBI, CLIEHHUYECKOE IPO-
yreHue naptuu KapMeH, o KOTOpoM HIET
peub, IMEHHO Onarofapsi «CBOOOIE» M «He-
IIPEICKa3yeMOCTH» BBIIAIOIICICS UCTIOTHU-
TEJIbHULBI €]1Ba JIU YKJIa/1bIBAJIOCh B IPOKPY-
CTOBO JIOXKE KOHKPETHOTO «u3Ma». 06 3ToM
CBUJETENBCTBYET XOTSd Obl MPOCTPAHHOE
ONMCAaHUE YIOMSHYTOM HHTEpIIpETaluH,
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npuHamexamee C. Jleuky. Pesromupys
coocTtBenuble HaOmogenus 1908-1910-x
rojoB, OH ykKasbiBal, 4Tto «Mapusa lai
no-cBoeMy o0beauHuIa bruze ¢ Mepuwme...»,
YTO BHEIIHHUHA PUCYHOK 3aITIaBHOM MapTUU
«Kapmen» oTHIOnb HE Oe3pa3ienabHO 10MU-
HUPOBAJ B COOTBETCTBYIOIIEM UCIIOJTHEHHH:
«TexHHMYECKH 3TO JIeNanoch OnecTsIe u 8¢cé
8pemsl Kak Ovl Heg3Hauall...»;, «Eé [Mapuun
lait] cunvretiwum opyscuem 6vi10 8C€ dice
camo neuue, TIOATOMY B KaHTUJIEHHBIX Me-
CTaxX, OCOOEHHO B HU3KOM PETUCTPE, OHA U
NpOM3BOAMIA HauOosee CUIBHOE BIIEYaT-
JIEHHE [311ech U Jajnee KypcuB Haml. — E. 4.,
ITA»pwutn[9,c. 155, 157]. B nenom, koH-
craruposai C. JIeBUK, «CBA3b MEXKy MUMHU-
KO 1 TeMOpaMu e€ 3By4HOTO U MOJTHOKPOB-
HOTO T0JI0Ca € NNTyOOKUMHU KOHTPAJIbTOBBIMU
HU3aMH OblIa BecbMa opraHudHa. Yérkas
IUKLIUS ¥ OIPOMHBIN CIIEHWYECKHH TeM-
MEPAMEHT LIEJIMKOM NOJYUHSAIUCH €€ Xy/lo-
YKECTBEHHOMY UHTEIUIeKTy. Ho nexomopuie
oemanu eé CyeHuueckoeo NoBeoeHUs BCé
JHce SpaHuyUIU ¢ HamypaiusMom» [TaM ke,
c. 155]. [lonoOHbIe «aeTanu» oOHapy UBa-
mch C. JleBukoM B «Ceruaunbe» U «Mu-
MUYECKOM AKKOMITAaHEMEHTE» 3HAMEHHUTOU
apun Xose ¢ nperkom (Il neiicTBue)?, mpu-
YéM OLICHUBAJIMCh CKOPEE MO3UTUBHO: «Yu-
TaTeNb CKakeT: Harypanusm! HecomHeHHO,
HO HAMypanu3m, UCmopeaembviii CambiM Uc-
KPEHHUM B0OXHOGEHUeM U NOMOMY He pas-
opadxcarowut» [Tam xe, c. 155-156, 157].
Kak BUINM, «HATypaJuCTUYECKHE BBIXOI-
kn» Mapuu I'aii, 10 CyTH, HCUEPIIBIBATIUCH
JUI LUTUPYEMOIO aBTOpa JIBYMs SIU30/1a-
MM, 4TO OTHIOAb HE O3Hadajo mpeoliana-
olIei ponu «HatypanmsMay par excellence
B COOTBETCTBYIOIIEH ONIEPHON ITAPTHUH.
bonee Toro, B IMTHpyeMOM ONMCaHUHU
BOOOIIIE HE YNOMHUHAJINCh MAacCOBBIE CIie-
Hbl | nmerictBus ¢ ydactuewm I'aif, mokupo-
BaBIIME EBPOIEHCKYI0 MyOIMKY HECKOJIb-
KMMHM TOAAMM paHee: «..B CLEHE JpaKu
["aii mpuBoAMIIa CBOIO TOBapKy-TaOauyHUILY
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B BEChbMa IIJJAYUEBHOE COCTOSIHUE HEBEPOST-
HBIM YHCJIOM NHUHKOB, OIUIEYX M LapaluH.
JIOrOBOPUBIINCH C TOKOPEHHBIM €10 JOHOM
Xo3e 0 OercrBe, OHa OCTEPBEHENIO OTOH-
Bajach OT COJJAT, IIBBIpSAsS B HHUX s0JI0-
KH, anejbCUHbI U BCE, YTO MOIAJIaI0 MO
pyky. B magpuackom tearpe ‘“Pean” omgHO
n3 OpomeHHbIX Mapueii ['aii 16710k yroau-
JIO — TakK, 10 KpallHEel Mepe, YTBEPKIAIOT —
B CBSIIEHHBIN 7100 UCIAHCKOTO KOPOJIsH» [7,
c. 126—-127]. Ctosb HEOXKUJAHHOE «yMOJI-
YaHWe)», BEPOSITHO, 00YCIOBIMBAIOCH TEM,
YTO HA3BaHHBIC CIEHUYECKUE PEIICHUS
ObLTH J1e-(aKTo 3aMMCTBOBAHbBI peKUCCEPa-
MH OTE€YECTBEHHOIO Tearpa My3bIKaJbHOU
npamsbl (IletepOypr) uist U3BeCTHOM MOCTa-
HoBKHU onepbl «Kapmen» 1913 roga, Beico-
ko neaumor C. JleBukom [6, c. 223-224;
9,c. 691-693].

bonee sicHoe u mpoaymaHHoe (XOTS B
LIEJIOM U HEraTUBHOE) MCTOJIKOBAHHUE BaXK-
HEUIIUX HWHTEPHPETATOPCKUX MPUHIIUIIOB
Mapuu Tait ObUIO TPETOKEHO BBIAAIO-
LIUMCS UTAIbSTHCKUM TIEBLIOM U UCTOPUKOM
BOKajbHOrOo HckycctBa J[xk. Jlaypu-Boinb-
mu. ITo ero MHEHHUIO, «BOJISI, OECCITOKOMHBIN
TBOPUECKUM JOyX, TPE3BOCTH MBbILIUICHUS
WJIU, UHA4Ye TOBOPSI, YSICHEHUE MUpa Ha OC-
HOBE €r0 BHEIIHETO HaOII0IeHUs U BOCIIPU-
ATHS], — BCE 3TO HUKAK HE MOIVIO CIIENaTh U3
KaTaJOHCKOM neBuipl Mapuu ['ail npenas-
HYIO CIIYXXKUTEJIBHUIY POMaHTHYECKON MYy-
3BIKAJIbHOM JIpambl. <...>OHa 10JKHA OblTa
crtath U crana Kapmen, oOurarenbHUIICH
CEeBUJIbCKUX TPYI0O, KOTOpas MpOpHIIAeT
buena ventura [MCT. «CYaCTIUBBIN CITy4aH,
yoada». — E. A.,, I A.] o NagoHu Kako-
ro-HUOyAb TYpUCTa U COOJIA3HSET €ro, 4ro-
OBl TYT K€ MochaTh KO BCEM 4epTsiM. <...>
OT apTUCTKHU YCKOJIb3aJl TOT TAMHCTBEHHBIHN
Y TIIyOOKO CHPSATAHHBIA OTOHEK, YTO TOPUT
B aymie KapmeH, HO ¢eliepBepk e€ AUKUX
BBIXO/IOK OHA IepeAaBaja MacTepCKu. JTO
CO3J1aJI0 €U ClaBy aKTPHUCHI, HE 3HAIOLICH
HUKAaKUX TPEIPacCyIKOB...», OOYCIOBUB
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cnenupuKy «UTaNI0-UCHAHCKOTO CTHJIA...
TPAKTOBKM 3TOrO CJOXKHOTO IEPCOHAKAN
B nepBoi nosoBuHe XX Beka [7, c. 126—
127]. Mapusa Taii BooOle cTpemMuiIach
«...COCPEIOTOYNTh BHUMAHUE HA BHELIHEM,
BUJUMOI 4acTH )KM3HU CBOUX MEPCOHAKEH
U U300pasxicams ux peanibHo Cyuwecmeayoui-
mu aroovmu, — niucan Jx. Jlaypu-Bonbnn.
— B eé Bokane mpeoOnaganu rpyOoBarbie
WHTOHAIIUM, HE BIOXHOBJIEHHBIE PaOOTOM
BOOOpaXCHHUS U TMEpeIuBaMH YyBCTBA U
paboTaBlIMe Ha IOBEPXHOCTHYIO CLEHH-
YECKyI0 HHTeprperanuio, — 3(pQeKxTHyro,
SIPKY10, BUIMMYIO, TaK CKa3aTb, MPOCTHIM
[J1a30M U OOBIYHO OE€30TKa3HO JEHCTBYIO-
Y0 Ha HEUCKYIIEHHBIX 3pUTeNIeH, TaJAKuX
Ha 3JIEMEHTApHYI0 3PEIUIIHOCTh [KypCHB
Hamt. — E. A., I A.]» [Tam xe, c. 128].
[{utupyemasi xapakTepucTuka, HE OTS-
roui€HHas IMpOSBICHUSMH aBTOPCKOW J10-
OpOKeIaTeTbHOCTH WU XOTsI OBl BUIUMOM
OOBEKTUBHOCTH®, COMCPIKUT U PSJ IICHHBIX
npodeccuoHanbHbIX Habmonenuit. Ilpe-
i€ BCETro, 3/1eCh NOJUEPKUBAETCS pEaJIbHO
npucyuiee Mapuu ['ail TArOTEHHE K CBOE-
00pa3HOMY B3aUMOJIEUCTBUIO U JaXKe B3a-
MMONPOHUKHOBEHUIO OCHOBHBIX aCIEKTOB
MY3bIKaJIbHO-TEATPATbHON KOMMYHHUKAIIUH.
Tak, ucnonb3yemblii TeBUIEH OOIIMPHBIN
apceHall BOKaJIbHO-UCIOJHUTENbCKUX MPH-
€MOB (MHTOHAIIMOHHBIX, TEeMOpPOBO-HOHU-
YECKHX, apTUKYISLHOHHO-(PPa3upOBOYHBIX )
OJaronpusATCTBOBAJL  LIEJICHAIIPABICHHOMY
JOCTHKEHUIO MAKCUMaITbHOM pebe(hHOCTH,
a B HEKOTOPBIX CiIy4asix — 3pUMOMW HarIsiI-
HOCTH (OpMHUPYEMOrO 3BYKOBOIO 00pasa.
Hapsiny ¢ 3TuM, KOMILJIEMEHTapHasi conpsi-
KEHHOCTb ITPUBJIEKAEMbIX T€ATPaJIbHO-/pa-
MaTHYECKUX  BBIPA3UTEIBHBIX  CPENACTB
(MMUMHKA, KECTUKYJISALUS, IUIACTUYECKUN
PUCYHOK KOHKPETHOH poJin, BEIOOp U coue-
TaHUE MOCJIEN0BATENIbHO CMEHSIOMINX YT
Jpyra MU3aHCIIEH, OOIIUIA TEMIIOPUTM JIEeH-
CTBEHHO-COOBITUHHOTO pPa3BEPTHIBAHUA),
KaK MpPaBHJIO, CIIOCOOCTBOBAJIA TOJTHOMAC-

MTAa0HOMY BOCTPUSITHIO HEKUX CIOKETHBIX
NEepPUNETUA U SMOLMOHAJIBHO-TICUXOJIOTU-
YECKHUX HI0aHCOB. [Ipommttoctpupyem cka-
3aHHOE, OOPATUBIIUCH K MEMYapHBIM 3aIlu-
csam C. JleBuka®.

B HayanpHBIX 2MIM30/1aX «...IEPBOM Clie-
HbI ¢ Xo3e... Kapmen — ait ucnonb3yet 1O
OTKPOBEHHO JIaCKaoIIMii TeMOp rojioca, To
KalpU3HO-HOCOBOW, TO KOKETJIMBBIM, 3a-
UTPBIBAIONINI, Kak Obl HAallyIbIBAOIIHUA
nouBy. Ho B “Ceruaunese” — Bcs qyiia Ha-
pacnamiky: s KpacuBa, s XOTb U TOPTYIO CO-
0oif, HO s yMer JoouTh. JIuo aemaercs
HaribIM, OTKPOBEHHO 3a3bIBHBIM. Ciyliia-
TEJIb MOXKET OBITh B T€arpe B MEPBBIM pas,
OH MOYKET HE 3HATh OIEPHI, A3bIKa, HA KOTO-
pom ['aii TOET CBOIO MAPTHUIO, MOKET CUJIETHh
C 3aKPBITHIMU [NIA3aMH — IO OJTHUM KpacKaMm
rojioca OH O€30IIHOOYHO MOHMET, 0 4UéM
noér KapMeH: ManeHmuii OTTEHOK 4YyB-
CTBa PACITyTHHIIBI OTpakaeTcsi B TeMOpe.
W xorpa 3puTensb, OTKPHIB I71a3a, B3MVISTHET Ha
I"aif, kak OyITO CIOKOWHO CHJSIIYIO Ha CH-
TapHOM SILHUKE, OH YBUJUT OTHEIBIIAIINN
ByJKaH... KapmeH He MOxeT OOHATH, MPH-
BJIeYb K cebe Xo3e — y He€ CBsA3aHbI PYKH,
HO €ro IMPUTATUBAET HEUCTOBAS CTPACTh €€
MEeHUsI, €€ ropsAmnnd B3, <...> Puckys
HAKa3aHUEM, OH MPOTUB BOJIM YCTPEMHUTCS
K KOBapHOU COOJIA3HUTEIIBHUIIC U PA3BIKET
el pyku. Y He€ B IV1a3aX HEHCTOBOM pajio-
CTBIO CBEPKHET TaKOW TOPKECTBYIOIINI
OTOHb, KOTOPBIM ONAJUT XO03€ U 3aXKET
B HEM CTPACTh Ha BCIO KHM3Hb. 11 HE TOJIBKO
y HETO, Y BCeX JPOTHET cepale — y cydiepa
B OyJKe, y OCBETHUTEIIs, Y ClieHapuyca, 3a-
OBIBAIOIIETO CUTHAIUTH KOMY HYXHO» [9,
c. 155-156]. Kak BuUIUM, 3KCIPECCUBHOE
BO3JICCTBHE YIIOMSHYTOIO JIIA30/1a 3aKO-
HOMEPHO MPEIONPEALIAIOCHh HEPA3PHIBHOU
CONPSHKEHHOCTBIO  KJIFOUEBBIX AJIEMEHTOB
MY3BIKQJIbHO-IPAMAaTypPru4eckoro Hu Jeu-
CTBEHHO-CLIEHUYECKOIO Pa3BUTHSL.

Jpyroii noka3arenbHblii TPUMEDP aHaJo-
THYHOM B3aUMOCBSI3U — «L[pIranckas necHs»
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u3 Il gelicTBuUs, MOMIMHHAS KBUHTICCECHIIUS
YYBCTBEHHOW CTUXUH, MPOU3BOJUBILIAS HE-
OTpa3uMO€ BIICYATIICHUE AK€ Ha BEChbMa
UCKYIIEHHBIX TpodeccuoHanoB. «Mapus
laii, MHe KaxkeTcs, 00iagaia HEOOBIKHO-
BEHHBIM JIbIXxaHueM. “L[pIraHCKy10 MECHIO”
OHA 1eJia B HEOOBIKHOBEHHO OBICTPOM TE€M-
rie. B xoHue e€ ['ail BuXpem B3HOCHIIACh HA
CTONl — Jla)kK€ He3aMeTHO ObLIO, MOJIb30Ba-
Jach JId OHa KaKUM-HUOYIb TPaMILUIMHOM,
U KpyXuWilach TaM B TaKOM HCCTYIUICHUH,
YTO MOCJE ITOr0, Ka3ajaocCh, € HE YAACTCA
cneTh HU ofHOM ¢pa3bl. Ho, Habmogas 3a
Hel Ha OJM3KOM PacCTOSHUM, s ObLT TOpa-
XEH, 0 Yero Oe3Haka3aHHO sl €€ MEeHUs
IIPOXOAMIIA CTOJIb TPYAHAs MU3AHCLEHAY», —
ormeuan C. JleBuk [Tam xe, c. 157].

Takum o0pa3oM, B HCHOJHUTEIHCKOM
npouteHuu omnepHol maptun Kapmew,
peuio)keHHOM Mapuen ['aii, opuruHaib-
HO B3aMMOJICVICTBOBAJIM XapAKTEPHBIE Yep-
Thl MY3BIKQJIBHOTO «T€aTpa MepeKUBAHUI
U «Tearpa mnpeacTaBieHus». OTMeueHHOe
B3aMMOJICVCTBHE PEATU30BBIBAIOCH U TIO-
CpPEACTBOM CYKIIECCUBHBIX MEXaHHU3MOB
(mocneaoBaTeIbHOTO COMOCTABICHHS), KaK
B CIICHE OErcTBa 3ariaBHOW TePOWHU WIIH
B «Ceruamiibey», U NpU MOMOIIUA CUMYJIb-
TaHHBIX KOHTAMUHALUN (COMPSIKEHUN «I10
BEpPTHKAIN»), Hamogo0ue CICHHYECKOTO
CKOHTPAITYHKTa» K apuu X03¢ C I[BETKOM".
HcTokn maHHOrO mMpOYTEHUs €1Ba JIM MO-
IyT OBITh BBISBIICGHBI C TIOJHOW OMpeJe-
AEHHOCThIO.  CTpEMIIEHHE  «I10-CBOEMY
o0benuHUTh buze ¢ Mepume» [Tam xe,
c. 155] B aTOM Ciydae 1OMONHAETCS TOHKUM
OLIYUIEHUEM  KAHPOBO-CTUIMCTUYECKOMN
JIBYTUIAHOBOCTH T'€HUAJLHOM OIEphl, I7e
CaMOOBITHO TPaKTOBaHHAsI pOMaHTUYECKAs
Tpareiusi poka, Mo CyTH, pa3BEPTHIBAECTCS
B XYJOXECTBEHHOM KOHTEKCTE MPOCTO-
HAapOAHON opera comique. Becbma cy-
HIeCTBEHHa Takxke orMedaemas JDxk. Jlay-
pu-Bonbenu MHIMBUAYalbHASI CKJIOHHOCTH
Mapun laii k dopMHUpOBaHHIO CIICHHYE-
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CKHUX 00pa30B «HA OCHOBE... BHEILIHETO Ha-
OMIONIEHUST ¥ BOCIIPHUATHS» OKPY>KAIOIIETO
mupa [7, c¢. 126] — CKIIOHHOCTb, BIOJHE
onpaBlaHHasi HMCXOAs U3 SIpKO creuudu-
YECKOT0 HalMOoHaIbHOro mncuxoruna Kap-
MeH (ucnanckas UbITaHKa), COOTHOCUMOTO
C KOHKPETHOM HMCTOPUKO-KYJIBTYPHOU 3II0-
xoi (Bropas mosoBuHa XIX cromerus) u
3aKOHOMEPHO TOPOXKIAIOUIET0 Yy KOHKpET-
HOW HCIIOJIHUTEIBHUIIBI MHOTOUYHCIIEHHBIE
accolMallMy U Mapajulelid C peajusiMHu eé
coocmeennou ocuznu. OTCIOIa TIPOUCTE-
KaeT CaMOOYEBHUIHAS TEHACHIUSA, MPUCY-
mas TpaktoBke Mapuu ['ail u cBsizaHHas
C OOHOBIIGHHEM YCIIOBHBIX OTEPHBIX (HopM
3a CYET HEKUX BBIPA3UTENIBHBIX CPEJCTB U
MIPUEMOB COBPEMEHHOIO JIETKOKaHPOBOTO
MY3bIKQJIBHOTO T€aTpa M HAapOXKAaBIIEICs
€BpOIENCKON My3bIKaTbHOW 3CTPAJIBI.

B wactHOCTH, XapakTepU3yeMOMY BbILIE
HOBaTOPCKOMY IpouTeHMI0 «llpIranckon
MIECHU» COIyTCTBOBAJIa HUCKJIIOYUTEIBHO
TE€CHasl COMNPSKEHHOCTh MY3bIKAaJbHOIO U
Xopeorpaguueckoro psjoB, MO CyTH, He-
nocrtynHas onepHoMmy tearpy XIX crome-
THA. AnpoOUpOBaHHBIE MOCTAHOBOUYHBIC
pelIeHusT TOr0 BPEMEHM, KaK MPaBUIIO,
ONMMpAIUCh Ha SICHOE W YETKOE pasjerne-
HUE CLIEHUYECKUX (PYHKIIMIA, COTIIacHO KO-
topoMy KapmeH, uCHosiHsBIIasi COJIbHYIO
MapTUI0O Ha TMPOTHKEHUHM JTAHHOTO AIHU30-
11a, MoabKO TeNa, U3pellKka OTPaHUYNBASICh
MUHHMMAaJIbHBIM KOJIMYECTBOM HECIIOXKHBIX
na B ymepeHHoM temne. Muunuarupa xo-
peorpadudeckoro comnpoBokaeHuUS «lIbI-
TaHCKOW IMecHW» (B OCOOCHHOCTU 3TO Ka-
CaJoOCh TEMIIEPAMEHTHOM 3aBEPIIAIOIICH
IUISICKK) OOBIYHO TIPUHAJIeKalla BBIBOIH-
MBIM Ha CIEHY 1poghecCUOHANbHbIM MAaH-
yopam, Cpear KOTOPBIX OMSATh-TaKU MOIVIH
nuddepeHpoBaThCs onpeaenéHuble soli
u xopaebanet. [lomoOHoe pasrpanuyeHue,
BO-TIEPBbIX, MOTHUBHUPOBAJIIOCH TEM, YTO
OIEpHBIE MEBLBI MOXH POMaHTH3Ma Yallle
BCETO HE BJIa/ICJIM OCHOBAMM CLIEHUYECKOTO
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TaHla. J[MHaMuKa BOCCO3/1aBa€MbIX YyBCTB
U TEPEKUBAHUN COOTBETCTBYIOIIMX I€pO-
€B KOHLEHTpUPOBAJIach B «IIPEKPACHOM
neHuu» (a 3areM, Ha MPOTSHKEHUH BTOPOM
nosioBuHbI XIX Beka, — B «IpaMaTU4eCKOM
MEHUW»), JUIIb OTYACTH JOIMOJHSIEMOM
3JICMEHTaMH aKTePCKOi Urpbl®. Bo-BTOPBIX,
MHOTOIUTAHOBOCTh ~ COOCTBEHHO  IMapTHUU
KapmeH, Ha MpOTS)KEHUU CIIEHBI B TABEPHE
u3o0mytoneil  00pa3HO-3MOIMOHANIbHBI-
MH KOHTpPAacTaMU U TEXHUYECKUMH CIIOXK-
HOCTSIMH, TpeOoBajla BECbMa SKOHOMHOTO
pacxo0BaHMs BOKAJIbHBIX PeCypcoB U ¢u-
3UYECKUX CUJ JIa)KE€ OT BEChMA OIBITHOW U
KBATU(UIIUPOBAHHON UCIIOTHUTEIIbHUIIBI.
TpakTOoBKa YNOMSHYTOrO 3MHU304a,
npemyokeHHas Mapuen ['ail, o cytu, or-
JMYagach WHOW JIOTMKOM B3aMMOOTHOIIIE-
HUWA Mexay neHuem u taHueM. Conupys
Ha TpOTshKeHUU 6ceu «llpiraHckoi mec-
HW», WCIIOJHUTEIBHULIA Cpa3y yCTaHaBJIU-
Bajla MOJBWXKHBIA TEMII, a 3aT€M OLLyTUMO
YCKOpsJIa €r0 B KaXKJIOM IIOCIELYIOIIEM
KyIuiere. B mporiecce MCNOMHEHUST TOMH-
HUPOBaJIa MAKCUMAJIbHO TECHAsl CONPSIKEH-
HOCTb BOKaJIBHOT'O U IUIACTHYECKOTO PSIOB,
BIUIOTh J0 UX CHMYJIBTAHHOTO B3aWMOJEH-
ctBusl. bornee crnoxxHbie GpparMeHTHl, ¢ UC-
II0JIb30BAHUEM CYKLECCUBHBIX IPUHIIUIIOB
CLIEHWYECKOIO JAMajora IMEeHUs W TaHLa,
XapaKTEPU30BAJIUCh BUIMUMON KPAaTKOCTBIO
U €CTECTBEHHOCTBIO CBS3YIOLIUX MOCTpOE-
Huil. OCOOCHHO BIEYATIISIONIUM MPEICTAB-
JSAJICS  3PUTEIIO—CIIYIIATEN0 MOMEHTAIIb-
HBIA TIEpEX0] OT MCCTYIUIEHHOW IUISICKU
Ha CTOJIE K BOCTOPKEHHO-IK3aJbTUPOBaH-
HOMY II€HUIO B 3aKJIFOUMTEIBHOM pa3fele;
Onmarozapsi 3TOMy MPOUCXOSIIEe Ha CIICHE
BOCIPUHUMAJIOCh KaK OpPraHWYHBIM U HE-
pPa3pbIBHBI CHHTE3 HMCKYCCTB — ITOD3HH,
MY3bIKH U Xopeorpaduu.
HcnomHuTENBCKOE  TOJIKOBAaHUE — OIH-
ChIBAEMOIO KaHPOBO-OBITOBOTO 3IMH3014,
HECOMHEHHO, IPEIOINpPEAEIsIIOCh KU3HEH-
HBIMU BIIeYaTJICHUAMU camoud Mapuu ['an.

[TeBnua opueHTHpPOBANTACh HA CHHKPETHYE-
CKYIO MPUPOAY TPATULUOHHOTO IBITAHCKO-
IO UCIIOJIHUTENIbCTBA, B 3HAYUTEIHHOU Mepe
COXpaHSIEMYI0 M TOIYNpodhecCHnOHATbHBI-
MU aHCAMOJISIMH, KOTOPBIE OBUIM IIUPOKO
pacnpocTpaHeHbl B MY3bIKAJIHHOM OBITY
Ucnanun nocnennen yertBeptu XIX Beka.
[Ipu 3TOM, €CTECTBEHHO, XYyHNOXKECTBEHHAs
ajganTanus  YIOMSIHYTOTO CHHKpETHU3Ma
K cnenu(uke akageMHIeCKOrO MY3bIKajlb-
HO-TE€ATPAJIIBHOTO CIIEKTaKJIsl OJApa3yMeBa-
Jla 1eJI€HANpPaBICHHOE IPUBIICYEHUE KOH-
KPETHBIX UCTIOIHUTEIbCKUX «TEXHOJIOTUIY,
3aBEOMO UYXKJIbIX TPAJIUIIMOHHOMY UCKYC-
CTBY Kak TakoBOMY. CTHUXUHHO-UMIIPOBH-
3allMOHHBIE COMNPSIKEHUS IMECEHHOCTU H
TaHIIEBAJTbHOCTH JOJKHBI ObUIH YCTYIHUTh
MECTO JIOTHYECKH OOYCIOBJICHHBIM B3au-
MOJICMCTBUSAM OINEPHO-BOKAJIBHOTO U XO-
peorpapu4eckoro KOMIIOHEHTOB II€JIOCT-
HOTO XYAOXKECTBEHHOro 3ambicia. Kpome
TOT0, MPUHUUIIHUAIBHAS OPUTMHAIBHOCTh
M HOBHU3HA TMOCJENHEro, ycyryonsemas
TPAHCLUEHJICHTHBIMH  MCHOJHUTEIbCKUMU
TPYAHOCTSIMH, HE MOIJIa CIY>XUThb OIpaB-
JAHUEM TEXHUYECKH OECIOMOIIHOIO0, Mpo-
(dbeccuoHaNbHO YSA3BUMOTO BOILUIOIIECHUS
paccmMarpuBaemMoro smnu3ona. Bor mouyemy,
HE JIOBOJILCTBYSCH PEAKOCTHBIM JAPOM IMPH-
pozbl — (heHOMEHAIbHBIM MEBYECKUM JIbIXa-
HueMm, Mapuu ['ail peacTosyio pa3BUTh U
YCOBEPIICHCTBOBATh €0 B LIEJSIX PEIICHUS
CJIO)KHEHIINX TBOPYECKUX 3ajad. DTOMY,
paszymeetcsi, 01aronpusTCTBOBAJIO IIeJIeHa-
[IPABJICHHOE M3yYEHHE COOTBETCTBYIOIIE-
IO MCHOJHUTEIBCKOTO apCeHalIa, YCIICIIHO
JKCILTYaTUPyEMOT0 HEKOTOPBIMU OTBETBIIE-
HUSIMU JIETKO’KaHPOBOT'O MY3bIKAJIbHOTO TE-
aTpa, a Takxke (OPMHUPYIOIIETOCS Ha pyOexe
XX—-XXI cronernit 3¢TpagHOro UCKYCCTBA.

[ToMuMO BBINIEYyTIOMSIHYTBHIX XOpEOTpa-
¢uyeckux HoBauui, Mapus T'ait ctpemu-
Jach K TMPOAYMAaHHOMY HCHOJIb30BAHUIO
Pa3JIMYHBIX BOKAJIbHO-TIEBUYECKUX CPEICTB,
MO3BOJISIIOIIMX 00oraTuTh naptuto Kapmen
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BECbMa M3BICKAHHO AU(depeHIIUpYEMbIMU
TeMOpPOBBIMH HIOaHCaMU. biaromapsi sTomy
WHJMBUTyaJIbHAsI TPAKTOBKAa COOTBETCTBY-
IolIeil ponu mpuodpeTana SpKO BhIPAXKEH-
HYIO TICUXOJIOTHYECKYI0 MHOTOI'PaHHOCTb.
Tak, commacHO yKa3aHHOM WHTEpIpeTa-
uuu, Kapmen — ['aii pacno3HaBana B Xo3e
«...cBO€ro Opara-npoctomoauHa. Cmeno u
0e3 0c000¥ CKPOMHOCTH OHA, UTO Ha3bIBAET-
cs1, “Opana ero Ha abopaax” U, 3aUTphIBas,
yBIIeKana 3a coboi. <...> CoBceM HHAUE...
ropaszio clep:KaHHee M TOHbIIE 3aIvIaBHAS
repouHs Jepxana ceds ¢ JckaMuibo. B eé
71a3ax OH ObLT GapUHOM, BaYKHOM IIEPCOHOM,
1 €€ KOKETCTBO... IPUHUMAJIO 00Jiee TOHKHE
dbopmb» [9, c. 155]. uanoru Kapmen c Ha-
IBIIIEHHBIM TPOBUHIMAIBHBIM JIOBEJIACOM
[{yHuroi xapaxkTepu30BajIuCh HEMOAPAKA-
€MOIl UpOHHEH (3a4acTyl0 Ha TPaHU OTKPO-
BEHHOTO M3/IEBaTEILCTBA) U T. 1.

NMeHHO 3THM 00yCIOBIMBAJICA BBIOOP
KOHKPETHBIX HCIOJHUTEIbCKUX TPUEMOB
U CpEICTB, OXBATHIBAIOIIMX BechbMa 00-
IIUPHBIA CTUJIMCTUYECKUN JIHANA30H: OT
0€3yKOpPU3HEHHO BBIJEP)KUBAEMOM aKaje-
MHUYECKON MaHephl 10 OTKPOBEHHOMN «BYJIb-
TapHOCTU» U «HATYPATUCTUYHOCTH» B TyXe
KaellaHTaHa WM Tearpa BapbeTe pyOe-
)ka XIX—XX BexkoB. 3aMeTHM, KCTaTH, YTO
0C000#1 U300peTaTeNIPHOCTHIO B TAHHOM pa-
Kypce OTJIMYalIoCh IpesioMIIeHre crierudu-
YECKUX YEPT YbleAHCKO20 UHMOHUPOBAHUA.
Tak, enBa ynoBMMasl KalpuU3HO-HOCOBAs
OKpacka INEBYECKOro TeMOpa, JUllb OTAa-
JEHHO COOTHOCHMAsl C BOKaJbHOM TpaJu-
LU «CTEMHOIrO IJIEMEHW», B OTAEJIbHBIX
3MU30/1aX yCTylajga MECTO OTKPOBEHHO
3a3bIBHOM MaHEpe HCIOJIHEHUs [TaM Xe].
[TomoOHbIE MOMEHTBHI CBHUAETEIHCTBOBAIH
O TMPUCYTCTBOBABIIMX B HHTEPIPETALINU
Mapuu Tlaii cBOeoOpa3HBIX aUATOTHYE-
CKUX COMpPSDKEHUSIX OorepHoro bel canto u
ACTPATHON IBITAHITUHBI TOTO BPEMEHH.

Crnenyer 3amMeTUTh, 4TO «MHUMHUYECKHE
KOHTPAITYHKTBI», CMEJIO BBOJMMBIE HCHOJI-
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HUTEBHUIICH B CIICHOTPAa(UIO OMEpHOTO
CIEKTAKJIS, TAK)KE BbI3BIBAIM OLIyTUMBIE
rapajuielid C JIETKO)KaHPOBBIM MY3bIKaJlb-
HbIM TeaTpoM. J[eMOHCTpaTuBHBIN ObITO-
BU3M CIICHMYECKOTO moBeaeHuss Mapuun
["aif He TONBKO XapaKTEepU30BAI «HAIIYIO
VIWYHYIO LBITAHKY» B PA3JIMUHbBIX )KU3HEH-
HBIX CUTyalUsX [TaMm e|, HO u Omaronpu-
ATCTBOBaJl BO3HUKHOBEHUIO NAPOOULIHOZO0
CMBICTI08020 NOOMEKCMa IPU COOTHECEHUH
C 00pa3HO-3MOILMOHATILHON aTMocepoit
OTIENbHBIX 3MN3040B. OCOOEHHO MIOKHUPY-
IOIIEeH JOJKHA ObLIa MOKA3aThCsl CTPOTUM
PEBHUTEISIM  AKaJIEMUYECKOTO HCKYCCTBa
nyaTHas cueHa Xoze u Kapmen Bo Il neit-
CTBHH: CTPAcTHOE JIIOOOBHOE NpPU3HAHUE
repost (YIomsiHyTasl BBIIIE «apusi C IBET-
KOM») Omaromapss CBOCOOpa3HBIM «KOM-
MeHTapusam» Mapuu ['ali BocipuHUMAanoch
yepecuyp HamblIIEHHBIM, Ja)K€ HEJEIbIM,
a pOMaHTHYECKOe OIaropojcTBO Mpeod-
paxk€HHOro o0nuKa Xo03€ CKOpee BbI3bI-
BAJI0O CHUCXOAMUTENIBHYIO JKaJOCTh, YEM
BocxumieHne’. Kak W3BecTHO, MOmO0OHBIC
TpaBecTuiHbIE 2((EKTH HE OBLIU MPHUCY-
M KOMHYECKOM OIepe WM E€BPONEHUCKOU
onepeTrTe BTopor nosioBUHbI XIX croneTus,
MIapOJMPOBABIIMM HE BBICOKOE HCKYCCTBO
B 1I€JIOM, HO JIMIIb €r0 PyTUHHBIE, 3aBEAOMO
BTOpUYHBIE TposiBJIeHUs. bonee maciitad-
HbIE «CMEXOBBIE MHTEHIIMW» IMPOCIEKUBA-
JUCh B TPAKTOBKaxX MY3bIKJIbHOM KJlacCH-
KM, JE€MOHCTPUPYEMBIX JIETKOKaHPOBBIM
MY3bIKAJIBHBIM TEATPOM Hayajaa MUHYBILE-
ro Beka (Oypreck, mapoauiiHbie 0OpasIibl
MaJsbix (opM Kabape, a TaKKe paHHUH MIO-
3UKI®) H, OeccropHo, OOHAPYKHBAIOIIHX
n30UpaTebHOE CPOACTBO C HOBAaTOPCKUMU
YCTPEMJICHUSIMU U CLEHUYECKUMHU HKCIe-
pumentamu Mapuu [ait.

Kak y>xe oTMeuanocs Bblllle, IPOAYKTUB-
HBIE TUAJIOTH aKaJeMHYECKOW U MacCOBOM
MY3bIKAIBHOU KYJIBTYPbI, XapaKTEPHbIE IS
ONIEPHO-CLUEHUYECKON JesATeslbHOCTH Ma-
pun l'aii, okasanu BeCbMa CYIIECTBEHHOE
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BO3JICHCTBUE Ha XyJAOXKECTBEHHBIC HCKa- IMOJAPOOHOE aHATUTUUYECKOE PACCMOTPEHHE
HUSI OTEUECTBEHHOTO MY3BIKAJILHOTO T€aTpa  yKa3aHHOW MpoOIeMbl TUIAHUPYETCS OCY-
Poccuu, Bmote 10 1930-x romoB. bonee  miecTBUTH B OMMKaNWIINX MyOIUKAIUSX.

S MPUMEYAHUA <

' Cronb OOMIMPHBII BPpEMEHHOMN JAHMAMNa30H MPEICTABISICTCS OTHIONb HE YIUBUTEIbLHBIM, €CITH

ydecTb, uTo mpolujaibHble ractponn Mapuu Tait B Coerckoit Poccun marupoBanucs 1924 (1)
rozgoM. EcTecTBeHHO, TpU ATOM 3HAMEHUTas MeBUIla BHOBb UCIIOJIHMIIA Ha cueHe bonbioro Tearpa
naptuto Kapmen (cyas mo nakoHnyHoMy oT3biBy H. ['ooBaHOBa, ClieHMUECKHI PUCYHOK PO
00yCJIOBIIMBAJICS] YMBIIJIEHHBIM COYETAHUEM «IIPOCTOBATOCTH U M3bICKAHHON BYJIBIapHOCTH [4,
c. 294)).

2 «Korma Xo3e nest pomanc o 1iseTke, ['aii BHaYasie 0TBOpavMBaiach: He X04y, MOJI, cirymars. Ho
HOCJIE MEPBBIX XKE CIIOB, Kak Obl 03a/1a4€HHasi UICKPEHHOCTHI0 X03€e, KapmeH pe3ko noBopaurpaiach
B €0 CTOPOHY, BHUMATEIbHO MPUCITYLINBASICh U MPUIIISABIBASICh, XOTS B TO YK€ BpEMS pa3IuYHbIMU
KECTaMHU U y’KUMKaM{ OHa CTapajach BbIKa3zaTh eMy cBOE rpespeHue. OHa phIBKOM IMOJbIMala
100Ky, BBIIEpruBaja 3acTPSABLIMI B UyJKe IMOJ IMOJABA3KOW SIPKO-KENTHIN IUIATOK, CMOpKajach
TPYOHOITIACHBIM 3BYKOM M, HEOXKHIAHHO 3aMHTEPECOBAHHAs BOJHEHHEM XO03€, COBajia IUIATOK
00paTHO 1O/ YyJIOK. 3aTeM C JeJIaHHO 0€33a00THBIM BUIOM, HO, CY/Is TI0 OTOHbKaM B IJ1a3ax, SIBHO
B3BOJIHOBAaHHAs, €J1a areJIbCHH, MBBIPSS KOXKYpPY B CTOPOHY X03€, U T. 1.» [9, ¢. 156].

3 JIoCTaTouHO YHOMSIHYTh BEChbMa SPKHE M OpPHTHHAJbHBIC TPAKTOBKH MApTHi AMHEpHC,
Azyuensl win Jlanunel, npunaanexamnme Mapuu ['ail u yoenuTensHO OpoBepraroime ykasaHHy o
TOYKY 3pEHUS.

* Hx 0Oe3ycnoBHasl LEHHOCTh MPEIONPEACISICTCS OMOPOi Ha ABTOPCKUE «CTCHOTPAMMBIY,
(uKcupoBaBILINECS HEMOCPEACTBEHHO B X0O/1€ HA0JI01a€MbIX ONIEPHBIX CHEKTaKJIeH.

> Vka3aHHOE UCTIOIHUTEIBCKOE PEIICHUE SIBCTBEHHO MIEPEKITUKACTCS C «KKOHTPAITY HKTHISCKHUMHU
aHainorussmu» B. Kaparbeirmna, pasmsinuisiBiiero Ha pyoexe 1920-x romoB o CKIOHHOCTH
BBI/IAIOIIMXCA ONEpHbIX MeBLOB (kK npumepy, @. llansnuna) «TBOpUTH npsamo nosepx My3viKu,
10 COOCTBEHHOMY WHTYUTHBHOMY Pa3yMEHMIO, ONMMPASCh JIMIIb HAa OOILIYIO XYI0XKECTBEHHYIO
KOHLICTILIUIO M3BECTHOIO THUIa» U Je-(PaKTO «ocyujecmenss npesocXoOHblll KOHMPANYHKM...
ocoboro cBoiicTBa [Kypcus Haml. — E. A., I A.]» [5, c. 294-295].

6 OcoOeHHO TMOKa3aTeNieH CICHUYECKUH KOHCEPBAaTU3M HTAJbSHCKOW BOKAJIbHOM IIKOJIBI
XIX cronietusi, KOTOpas B LIEJIOM COXpaHsJia BEAYIIHE MO3UIIMU HA EBPOIEUCKON OMEPHOU CLICHE.
Enunununble opuruHanbHble MpoekThl B nyxe «Hemoi u3z [Hopruum» ®. Obepa, rae 3amiaBHYIO
«0eccI0BECHYIO» POJIb UCHOJHsUIA OajeTHasl TaHIOBIIUIA, JEMOHCTPUPYS BEChbMa MHTEPECHbIE
IUTACTUYECKUE PEIIEHUSI KIIOYEBBIX MH3AHCIEH, JUIIb OTTEHSUIM TPaJULUOHHYIO CTaTHUKY
onepHbIxX criekrakieil. Jlaxxe B Havane 1880-x rogos mpociasnennbiii TeHop @. TamaHbo, TOTOBSICH
K IPEMbEPHOMY HCIIOJIHEHUIO 3ariaBHOW naptuu B «Otemio» k. Bepnu, He cMor npeanoxuTh
MaJI0-MaJIbCKH JI0CTOBEPHBIN BHEITHUN PUCYHOK (DMHAIBHOTO MTH30/1a CaMOyOHiicTBa, u 70-1eTHII
KOMITO3UTOP ObUT BBIHYX/IEH JIMYHO JIEMOHCTPUPOBATH MEBILY HaAJIEXKAIIlyI0 TI0CIE10BaTeIbHOCTh
cueHnueckux apmxeHnil. Ha pyoexxe XX cronerus (1) oBessHHBIN erengamu A. Ma3uHu, y4acTByst
B OJIHOI M3 MOCKOBCKHUX OCTaHOBOK onepsl « EBrennit Oneruny I1. YaiikoBckoro, U3psIHO YIMBUI
Y 033/1a4MJ1 3pUTeliel cTaTyapHOH TpakToBKoM 0Opasa Jlenckoro. B wactHocTH, «apuo3o “A modimio
Bac, Onbra” Ma3uHu nen Ha aBaHCIIEHE JIMIIOM K MyOJuKe, He oOpalasi HUKakoro BHUMaHuUsl Ha
Onbry, KoTopasi cTosula ¢33 Ha MOYTUTEIBHOM PACCTOSIHMM, YTOOBI Kak-HUOY/b HE MOMEIlaTh
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BEJIMKOMY apTUCTy OOBSICHUTHCS el B Mo0BU. [lybnuka motom cmesnack: — Tam Onbra, najiexo,
— MIePEBOJIS MO-CBOEMY C UTajbsHCKOTO “T’amo, Olga™» [3, c. 63] u T. A. Pazymeercs, momoO6HOTO
poJa Ka3ychl BCTPEUATUCH TOTa CIJIONIb U PSIOM.

7 Y4YuThIBas HM3JIOKCHHOE BBINIE, TMPEICTABISCTCS OTHIONb HE CIIyYalHBIM CKPBITOC WIIH
SIBHOE pa3/ipakeHue, BHICKa3bIBAEMOE 110 TOMY MOBOY OT/IEIbHBIMU MEBIAMH — UCTIOTHUTEISIMU
naptuu Xo3e B OCTaHOBKax ¢ yuactueM Mapuu ['aii. CuuieHnueckue napTHEPHI HEpeIKo ypeKaan
e€ B upe3MEpHOM «BBINITYMBaHUM» oOpa3za KapmeH, B «camopekiame» U Ja)e YMBIIUICHHOM
«OCMESHUW» TOTEHIMAIBHBIX KOHKYPEHTOB, TMPETEHAYIOUMX Ha COU3ZMEPUMYIO JIOJNIO
OJIaroCKJIOHHOCTH 3PUTEIBCKON ayJUTOPUU MO OKOHYAHUH CTIEKTAKIIA.

8 Cwm. 06 atoMm mogpobHuee: [2, c. 8—11].
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K npo6aeme peuenumu popTenMaHHbIX KOHLLEPTOB
I. U. YaiikoBcKkoro 3a py6exxom”

B crarbe paccmarpuBaeTcsi 3apyOeKHas peUenius KOHIEPTOB I (opTemHaHo
c opkectpom Ne 1, Ne 2 u Konueprroit ¢panrasuu I1. U. YaiikoBckoro. OcHOBHas mpobiema
HCCIIE0BAHMS 3aKIIF0OYAETCS B BOCIIPUATHN ITUX COYMHEHUN B KOHTEKCTE ITO3JTHEPOMAHTUYECKOTO
3araIHOEBPONEHCKOrO UCKYCCTBA, Ha CETOIHAIIHAN IeHb IIPEICTABIICHHOM B HAyYHOU JINTEpaType
¢parmenTapHo. MarepuajaoM CTaThbH CTAIM PELEH3UU M 3aMETKU B 3apyOeXHbIX razerax 1875—
1893 rr., TO ecTh OMyOIUKOBAaHHBIX MIPHU XKU3HU YallKOBCKOTO.

B xone uzyuenus ObL1 BBISBIEH psif] TeHAeHIMi. [1o mOBOy KOMIO3UIIMY KOHIIEPTOB KPUTHKHU
BBICKa3bIBAIM KaK IOJIOKHUTEIbHbBIC, TAK U HEraTUBHBIC OIEHKHU. Tak, TOMHUMO HX HU30BITOYHOMN
MPOJOJDKATENIBHOCTH, KOTOpas, BIpoYeM, OblIa OOIIeeBPONEHCKON KAaHPOBOM 4YepTOH,
aBTOpBI CTaTell OTMEUaIH MOTPEUIHOCTH B Pa3BUTHUU Marepuaia, B 4aCTHOCTH, MpeodiajaHue
9KCIIO3UIIMOHHOCTHA — OJHOTIO M3 BAKHEWIIUX IPOSBICHUNA CIOMTHOM KOMIIO3ULMOHHOW JIOTMKHU.
VYnuBnenue BbI3Basio BeryiuieHue B [ yactu IlepBoro koHiepra: B psie cTareid OHO TPaKTOBAJIOCh
KaK caMOCTOsITelbHAsl 4YacTh IUKIA. BBermenune Tpéx commctoB B Andante Broporo konuepra,
HaIpOTUB, MOIYYHIIO OA00pEHNE, HE B TOCIIEAHIOI0 OUepeIb n3-3a 0n30cTh K TpoliHOMY KOHLIEPTY
op. 56 JI. Ban berxoBeHa.

Hexoropseie opkecTpoBble TPUEMBI B KOHLIEPTHBIX COUMHEHUSAX YalKOBCKOTO OBLIM BOCITPUHSITHI
KaKk HOBaTOPCKHE: MCIIOJb30BAHUE TYXOBBIX MHCTPYMEHTOB KaK B COUETaHHU C (OPTENHUaHo,
TaK M TO-OTAEIBHOCTH; 000COOJEHHOCTh MAapTHH CONHCTAa W OpKecTpa BO Bropom koHuepre
n KonueptHoil ¢aHTa3umu, KOTOpOE BOCHPUHUMAIOCH KaK OTXOJ OT 3amaJHOEBPOIEHCKOM
MUAHUCTUUEKOW Tpaguuuu. PaccMarpuBasi CTUIIEBbIE OCOOCHHOCTH COYMHEHMH, *KYpPHAIMCTBI
yKa3bIBaJIM Ha BIMSIHUE KaK HEMEIIKOH, TaK U (PpaHIly3CcKoi MIKoA. B nepBom cityyae npoBOUINCh
aHasiornu ¢ Manepoi nucbma @. Jlucra, P. lllymana u A. pon I'enzensra; Bo Bropom — @. [llonena
u A. Toma. B 1ienom, orieHuBasi peakimio Ha KOHIEPTh YallKOBCKOTO B 3amajHOEBPOIEHCKON
Ipecce, MOKHO CEJIaTh BBIBOM: IIPU MPU3HAHUU WHIUBUIYAIBHBIX YEPT CTUIISA, €r0 TBOPYECTBO
CUMTAJIM YacCThIO OOIIETO €BPONENCKOr0 KyJIbTYpPHOIO IIPOCTPAHCTBA.

Kitouespie cnosa: II. M. YaiikoBckuii, GopTenraHHblii KOHLIEPT, pelenius, My3blKaJbHas
KpUTHKA, CTUIIb, 3aI1a[HOEBPOIICICKas TpaguLUs, KOMIIO3ULIMSA, OPKECTPOBKA.
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Concerning the Issue of Reception
of Tchaikovsky’s Piano Concertos Outside of Russia

The article examines the reception of Piotr Ilyich Tchaikovsky’s First and Second Concertos
for Piano and Orchestra and Concerto Fantasy. The main issue of the research lies in the perception
of these works in the context of late Romantic Western European music, which in the present day
is represented in musicological literature in a fragmentary manner. The materials for the research
presented in this article are comprised of reviews and notes in newspapers outside of Russia
during the time period of 1875-1893, i.e., published during Tchaikovsky’s lifetime.

During the process of research, a number of tendencies were identified. The critics of that time
expressed both positive and negative evaluations of the compositional structure of the concertos.
Thereby, in addition to their excessively lengthy duration, which, incidentally, was at that time a
common European feature of the genre, the authors of the articles noted alleged fallacies in the
development of the musical material, in particular, the prevalence of expositional features, one of
the most important manifestations of the compositional logic of suite-like compositions. Feelings
of puzzlement was caused by the introduction to the first movement of the First Concerto: in a
number of articles, it was interpreted as an independent section of the cycle. On the other hand,
the entering of the three soloists in the Andante movement of the Second Concerto received
approval, not least of all because of the similarity to Beethoven’s Triple Concerto opus 56.

Some of the techniques of orchestration in Tchaikovsky's concertos were perceived as
innovative: the use of wind instruments both in combination with the piano and by themselves;
the isolation of the parts of the soloist and the orchestra in the Second Concerto and Concerto
Fantasy, which was perceived as a departure from the Western European pianistic tradition.
When examining the stylistic features of the works, the journalists indicated at the influences of
both the German and the French compositional schools. Regarding the former, analogies were
made with the musical styles of Liszt, Schumann and Adolf von Henselt; in the second case,
Chopin and Ambroise Thomas were mentioned. Generally speaking, assessing the reaction to
Tchaikovsky's concertos in the Western European press, we can conclude: while recognizing the
individual traits of the style, his music was considered to be an indispensable part of the common
European cultural space.

Keywords: Piotr Tchaikovsky, piano concerto, musical criticism, Tchaikovsky’s orchestration.
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JMH U3 BAXKHBIX ACMEKTOB H3yYe-

HUS (OPTENHUAHHBIX COUYNHCHHM

II. M. YaWKoBCKOro, BXOJSIINX
B pernepTyap OONBIIMHCTBA COBPEMEHHBIX
MMAaHUCTOB, — aHAIU3 uX penenuuu. Heoo-
XOAUMBIM BUAUTCS oOpalieHue, B IEPBYIO
ouepeslb, K MHCHHUIO 3apyOCKHBIX KPHUTH-
KOB, MOCKOJIbKY UX OIIEHKa IMO3BOJIUT IO-
HATH, KAKO€ MECTO 3aHUMaJId (HOpTEIUAH-
HbI€ KOHILIEPThl YalKOBCKOTO B KOHTEKCTE
MO3HEPOMAHTUYECKOTO 3aIlaIHOEBPOIIEH-
CKOTO MCKyccTBa. [{7s nuccnenoBanus ObUTH
n30paHbl T€ KOHIIEPTHBIC COYMHEHHS, KO-
TOPBbIE HUCHOJIHSIWCH TMPU KU3HU KOMIIO-
3utopa: 310 [lepBriii 1 BTOpol KOHLEPTHI,
a taxxke KonueprHas dantaszus. Tperuit
KOHIIEPT, MPEMbEPa KOTOPOTO COCTOSIACH
nocie cMeptd YaKWKOBCKOTO, HE MOMKET
paccMaTpuBaThCsl B KOHTEKCTE MPHUKHU3-
HEHHOW peneniuu. MarepuaaoM ucclie-
JIOBAHUS CTAJW PELEH3UU U 3aMETKH B Ta-
3etax crpad EBpomnsr u CIITA 1875-1893
TOJI0B, TO €CTh OMYOJIMKOBAHHBIC MPH JKH3-
a1 YaiikoBckoro. OHM BKIIIOYAIOT 0OIHE
CY)KJICHUS, OLEHKHA HCIOJIHUTEIBCKOTO
MacTepcTBa CUM(POHMIECKUX OPKECTPOB U
COJIUCTOB, @ TAKK€ KPUTHYECKUE OT3BIBBI
HEMOCPEJCTBEHHO O MY3bIKaJbHBIX CBOM-
CTBaxX COYMHEHUM. PaccMoTpenuro nocinen-
HUX M IIOCBSIICHA CTAThs.

B xone ananu3za perieH3uii ObUIH BblEIIe-
HBI CIISAYOINE paKypchl: GopMooOpa3oBa-
HUE, 0COOEHHOCTH OPKECTPOBKH, BOIPOCHI
CTHJISA W BIUSHHHI, MO3BOJSAIONINE ITOHSTH,
KaK OLICHMBAJIUCH KOHUEPTHl YailkKOBCKOTO
B KOHTEKCTE 3alaJHOEBPOIECHCKON KaH-
poBo Tpaguuuu. Ha cerogHsmuHuil TeHb
B PYCCKOSI3BIUYHOM JIMTEpaType 3apyOekHast
peueniuusi 3TUX COYMHEHUN IMpEeJCTaBICHA
(parmMeHTapHO; OYEBHJIHO, YTO TpelyeTcs
KOMIIJIEKCHOE paCCMOTPEHUE JTAHHOU TEMBI.
Tak, B cTaThe cjiejlaHa MONbITKa 0000IINTh
OTKJIMKH Ha WCIOJHEHUS counmHeHui Yaii-
KOBCKOTO i1 (DOPTEMHAHO C OPKECTPOM
B EBpone u CIIIA.

2021,2

[Ipy KU3HU KOMIIO3UTOPA €ro KOHUEPT-
HBIE OITyChI 3ByYaju JI0BOJILHO 4acTo. OHU
VCIIOJIHSJIUCH B €EBPOIIEUCKUX TOCYIapCTBaxX
(I'epmanus, @panuus, BenukoOpuranus,
benbrus, Yexus), a taxxe B CoequHEH-
HbeIX IllTatax AMepUKH, ChITpaBLIMX BaX-
Hy10 ponb B ucropuu Ilepsoro m Bropo-
rO KOHLEPTOB: UX IMPEMBEPHI COCTOSIIHCH
B Boctone (1875)' u Hero-Mopke (1881)?,
3HAYUTEJIBHO OIepexas ucnojiHeHus B Poc-
cuu u B EBpone. doprennaHHble KOHLIIEPTHI
MOBTOPSUIMCH HEOTHOKPATHO, U CIIEAYeT OT-
METUTb, YTO €BPONEICKUE U AMEPUKAHCKUE
apTUCTBl Opanu B pemnepryap HE TOJIBKO
HauOosiee TOMyJsipHBIN ceromus [lepBbrit
KOHLEPT, HO U BTopoii koHuept u Konuepr-
HYI0 (aHTa3ul0 — OJHO M3 «MapTrUHaJb-
HBIX» COUYMHCHUHN BEJIMKOTO KOMITO3UTOPA’.
Hacrosimmii Beriyieck BHUMaHUSL K KOHIIEP-
TaM YalKOBCKOIO CIIy4YHJICS BO BTOPOU IIO-
noBuHe 80-x rogoB XIX Beka. Tak, ¢ 1885
1o 1893 roapl ero KOHIEPTHBIE OMYChI HC-
NOJHsUIUCK Oosiee 25 pa3 B roponax EBpomnst
u CIHIA. Ocob6o crnenyer BbiaenuTh 1888
roz, korja [lepBblii KOHLIEPT OBLT UCTIOTHEH
6 pa3 (B Hero-Hopxe, TamGypre, Bepnune,
[Ipare), Bropoii konuept — 1 pa3 (Ilpara),
a Konneprnas ¢anrasus — 3 paza (ITapux,
bepnun). Co Bcell 04EBUAHOCTHIO MOXKHO
CKa3aTh, YTO 3TH COUMHEHUS BbI3bIBAJIN HH-
Tepec apTUCTOB U MPEICTABIIINA LIEHHOCTh
JJ1. UCTIOJIHUTEJIEN — COBPEMEHHUKOB Yali-
KoBcKoro. OnHako KakoBa ObuIa peaklus
3aMaiHOr0 MY3bIKQJIBHOTO MUpPA HA HUX?

Crneuuduka xomnosuyuu doprenuaH-
HBIX KOHILIEPTOB YalKOBCKOIO OTMEYanach
MHOTUMH 3apyOexHbIiMU Kputukamu. [lep-
BBIIl KOHLIEPT NPUBJIEK BHUMAHUE, MPEKIC
BCETO, pa3BEPHYTHIM, HEBUJAHHBIM 110 CBO-
MM MaciTadaMm Jjs 3araHOeBpOIEHCKOTO
UCKYCCTBa, BCTyIUIeHHEM K [ wactn. Ogaum
U3 BOKHEUIINX (PAKTOB, MOATBEPKIAIOIINM
HEOPJAMHAPHOCTh TAKOTO PEHICHMs], CTalo
ONMCaHUE MPOTPaMMbl KOHLEPTA B razeTe
«Rutland Daily Herald», rne counnenue
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Npe/ICTaBICHO Kak 4veThipéxuyactHoe!. Ta-
KOU e TMONIXOJ K WHTEpIpeTanuu (GOpMbI
IlepBoro KoHLEpTA AEMOHCTPHUPYET U KYP-
Hanuct razetsl «The Suny: «IlepBas yactb
U3 BCEX YETHIPEX — camasi MpeKpacHasi: OHa
HAUMHAETCS B TPAHIUO3HON MaHEpe ¢ MOJ-
HBIX MOIIHBIX aKKOPAOB ISl (OpTENUaHO
U CONPOBOXKIAECTCA IIUPOKOU MEIOAUEH,
UCTIOHIEMO# opkecTpom»’. O00COOIAIOT
BCTYIUIEHUE KaK CaMOCTOSITEIbHYIO 4acTh
HE TOJIbKO aMEpUKaHCKHE, HO U (paHIly3-
CKHME JXypHaIUCThl; Tak, B «Le Pays» or
16 cenTsa6ps 1878 romga HamMCcaHoO, YTO «...
nepBas 4acTh OYE€Hb KpacuBasi — 3TO TPEX-
YaCTHOE aHJAHTE, 3JIETAHTHOE U JOBOJIb-
HO KpacouHoe...»’. OYeBHIHO, YTO TAKYIO
TPAaKTOBKY HE CIEAYET PacCMaTpHUBaTh Kak
YaCTHBIN CITy4au.

Pa3BépHyTOe BcTyIieHHE W B CaMOM
nene oOiiamaer pSAAOM  XapaKTePUCTHK,
MO3BOJISIFOIIMX TPAKTOBaTh €ro Kak aBToO-
HOMHYIO 4acTh 1uKia. C OZHON CTOpPOHHI,
3TO CBSI3aHO C MCTOpPUEH pa3BUTHUA KaHpa
B XIX cronerun. JIBoiHast 3KCHO3ULIUS —
HacJelne KIacCHYeCcKor KOHIEPTHOHU (op-
MBI’ — TMOCTEICHHO yCTyIajga MECTO CO-
HaTHOMY aJIJIETPO, K KOTOPOMY MOTJIO OBITh
HaIlMUCaHO BCTYIJICHUE. DTOT pa3liell BCTpe-
yancs e y JI. Ban berxoBeHna (nocrarou-
HO BCIIOMHUTH KaJICHIIMOHHYIO MpeamoOyiy
K [Is1TOMY KOHIIEpPTY) U J1ajiee UCII0Ib30Ba-
¢4 TakKUMHU aBTOpamu, Kak ®. MeHAenbCoH,
P. Illyman, O. I'pur u K. Cen-Canc. Ognaxo
(byHKIUSL BCTYIUICHUS, HE UMEIOLIET0 Y€T-
KO CTPYKTYpBI, Y HUX 3aKJ04yajaach B TO-
HAJIbHO-TAPMOHWYECKOM M TEMATHYECKOU
MOArOTOBKE MIaBHOM maptuu. B IlepBom
KOHLIEpTe YallKOBCKOTO BCTYILIEHUE OCHO-
BAHO Ha SIPKOM TEMATHYECKOM MaTepuale,
KOTOpPBIN pa3pabaTbIiBaeTCa U BapbUPYeETCS
U, 4TO caMoO€ IJIaBHOE, HAalUCaH B TPEX-
yacTHOU (opme. J[pyruM OCHOBaHHEM IS
YEThIPEXYACTHOM TPAKTOBKM COUYHMHEHUS
MOTJIO TOCTY>XUTh OTCYTCTBUE OyKBalb-
HOTO MOBTOPEHUSI TEMATH3Ma BCTYILICHUSA

B npyrux pazgenax I wactu. Takum oOpa-
30M, MHEHHE (OMIMOO0YHOE) MY3bIKaIbHBIX
KYPHAITMCTOB OBIJIO OOYCJIOBIIGHO OTCTY-
wieHueM YaillkoBCKOro OT 3amaJHOEBpPO-
NEHCKUX KOMIO3UIIUOHHBIX TPATUIIUN, €TO
HOBATOPCTBOM B 3TOH 00JaCTH.

B nenom k ¢opme IlepBoro konuepra
y KPUTHKOB ObUIM CYIIECTBEHHBIEC MPETEH-
3u. O HEM MUCAIH, YTO OH «...HEPETyJsi-
peH no ¢opme, paBHO KaK IKCICHTPUYCH U
pa3MBIT»® U B HEM — «...TIOJTHOE OTCYTCTBHE
(hopMBI U HEMPEPHIBHOW MBICIH, YTO JOJIXK-
HO clieNiaTh €€ HEMPUITHON ISl My3bIKaJlb-
HOTO MbIILICHHS» . [TpOIOIKUTETLHOCTD
COYMHEHMSI TakXKe HEOJHOKPATHO BBI3bI-
Bana Hapekanus'®. M1 Bropoii kouiepr!!,
u KonueprHast ¢aHTa3ms'? Takxke mouBep-
rajuch KpUTUKE B 3TOW CBs3U. BHuUMaHus
3acIy’KUBAa€T KOMMEHTapHil KypHalIucTa
«Le Figaro», oOBSCHSAIONIETO 3TOT HEIO-
CTaTOK OCOOCHHOCTSIMU PYCCKON KOMITO3H-
TOPCKOW IIKOJIBI: COYMHEHUST YaNWKOBCKOTO
«...JNIMHHBIE HE TI0 HEJOCTATKy (PaKTypHI,
KOTOpasi siCHa U MPOCTa, a KaK pe3ysibTar
YaCThIX TIOJHBIX TOBTOPOB M OECKOHEUHOTO
pa3BUTHUA KOJbI U KaJECHIUNA. ITO, AECKATh,
pycckas Mojia: MOBTOPATh TaKuM 00pazoM
MOTHBBI IICJTUKOM MU YacTo»'’. OgHaKo Mo
MHEHHIO XypHAJIUCTa OPUTAHCKOW Tra3eThl
«The Era», «kak mo4YTH Ka)KIbIi HOBBIM
KOHLIEPT ISl (pOpTENMHAHO C OPKECTPOM,
oH [IlepBbiii KOHLEPT. — /[. b.] HECKOIBKO
JUTMHHOBAT. .. »'*. CnemoBarensHo, Yalkos-
CKUI OKazaJics B pyciie TeX TeHACHIINM, KO-
TOpBIE OBLTU XapaKTEPHBI U JIJISl PyCCKOM, U
JUISL €BPOIIEMCKON TPaIULINH.

OTaenpsHOr0 PAacCMOTPEHMS 3aCTyKH-
BalOT BBICKA3bIBAHUS, MOCBSLIEHHBIE KOM-
MO3UIIMOHHBIM ~ TPUHIUMIIAM  KOHIIEpTA.
B HuX KpUTUKH yCMaTpUBAIOT OTKIOHEHHE
0T CUM(OHUYECKON JIOTUKU Pa3BUTHS Te-
Matu3Mma. Hambomnee moinHo xapakTepusyeT
3Ty «HEHOpPMaTUBHOCTHY» [lepBoro koHuep-
Ta KypHanucT razersl «La Liberté»: «O6-
IUHA CTUJIb TIPOU3BEACHUST HOCHUT CKOpee
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TeaTpajbHbII XapaKTep, YeM TOT, KOTOPbIN
MOJIXOIUT YMCTO MHCTPYMEHTAJIBHON KOM-
no3unuu. JTo OaneTHas My3bika. Wnewn
CJIETYIOT O/IHA 32 JPyToil 0€3 My3bIKaJIbHOU
CBSI3U, Kak OBl ONKCHIBAasl ICHUCTBUE...»".
CxonHOe MHEHHE BBICKa3bIBAaeT >KypHa-
mucT razetsl «Le Temps» 1 o OTHOLLIEHHIO
k KonmeprHoit ¢danrazum; o Il gactm
«KoHTpacTbl» OH MUILET CIEAYIONIEE: «1H-
TE€PECHO, JOJIKHO JIM 3TO MPEACTABIATh CO-
001 HEUCTOBBIH TaHEIl Ka3aKOB, TIOTOMY YTO
TaKOM croco0 ckaTusi ObICTPOrO ABMKEHHUS
BpsJ JIM PUTOJUTCA, 32 UCKIIFOYEHUEM He-
KOTOPBIX OaJIeToB Win (puHAIOB oreperT» '®.
3aMeTuM, 4TO CHOBA MOIYEPKUBAETCS CBSI3b
MHCTPYMEHTAJIbHBIX COYMHEHUN YaWhKoB-
CKOT'0 C TeaTpayibHOU, 0alleTHON MY3BIKOH,
4TO, 0€3yCIOBHO, OBLIO HETUTIUYHO.
OtcyTcTBHE €IMHCTBA Pa3BUTHS, IIpe-
oOyazjaHie SKCIIOHUPOBAHUS HAJl Pa3BUTH-
€M, OTMEUYEHHbIE B PELEH3UsIX, HeMoCpea-
CTBEHHO YKa3bIBAIOT HA IPETBOPEHUE B HUX
CIOUTHOM KOMMO3UIIMOHHOM JIOTUKH. Ho-
BaTOPCTBO KOMITO3UTOpA, OJHAKO, OLEHU-
JM JAJIEKO HE BCE KPUTHUKH, ITOCYUTAB 3TO
€ro OIIMOKOM; M II0 Cel JIeHb CIOMTHOCTh
B KOHIIEPTHBIX COYMHEHUSX s (hopTenu-
aHO C OpKecTpoM YaWKOBCKOIO BBI3BIBACT
aucKyccuu. B nenom mpoGiemsl BocTpH-
ATHSL KOHIEpTOB B KoHIEe XIX Beka ObLIH
CBSA3aHbl C HETUIIMYHOM JUIsl 3aI1aIHOEBPO-
IIEWCKOM TpaJMIMU BHYTPEHHEN OpraHu3a-
[Uei MaTepuana 1 crioco0oB pabOThI C HAM.
[loxkanyit, Haubonbiiee og00peHue
y KPUTHKOB INOJIYYWJIO JPYroe KOMIO3UIU-
OHHOE penieHne YalKOBCKOrO — BBEAECHUE
TPEX COJIMCTOB B MEUIEHHOW YyacTu Bropo-
ro KOHLEPTa. DTOT IEMEHT TPOUHOTO KOH-
nepra ObUT MpHU3HAH TVIABHON IEHHOCTHIO
COUYMHEHMUS, BBITECHSS Ha 3aJIHUM IJIaH J10-
CTOMHCTBA OBICTPHIX uyacTed. Tak, KpUTHUK
Oputanckoro xypnaia «The Graphic: An
[lustrated Weekly Newspaper» nucai, 4to
«UYpEe3BBIYANHO CJIOXHBIE, XOTS, HECOMHEH-
HO, OnecTsimiue mepBas W TPETbi YacTu
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ObLIM MEHee OLIEHEHBI, YeM 0oJiee MPOCTOoe
u naxe 6onee 3¢gdexkrHoe Andante pe ma-
’KOp, KOTOPOE, TOMUMO COJIO (POPTENHAHO,
COJICP)KUT COJIO CKPHITKH U BUOJIOHYCITH»' .
OT0oT nNpuUéM HEMOCPEACTBEHHO CBS3aH
C 3amaJHOEBPOICHCKOM Tpaauiuei (6e3yc-
JIOBHO, €r0 MOYKHO paccMaTpuBaTh Kak OT-
CBUIKY K TPOMHOMY KOHLEpTy berxoBeHa),
1 uMeHHO no3tomy Il vacte, Oonee Tpaau-
LIMOHHAS JUIsl EBPOIEHUCKOTO CITyXa, 4yeM Obl-
CTpbI€ YacTH IMKJIa, IPUBJICKIA BHUMAaHUE
Y TIOJTy4Yunsia 0100pEeHHE KPUTHKOB.
3HayuTeNbHAs YacTh 00CYKIEHUH Kaca-
JaCh UHCMPYMEHMOBKY KOHLIEPTOB, a TAKKE
ponu popmenuannou napmuu. Llensiil psina
KPUTHUKOB MPU3HABAI O€3yCIIOBHOE MacTep-
cTBO YalKOBCKOIO B OPKECTPOBOM ITHCHME
BO BCEX pPACCMaTPUBAEMBIX COYMHEHUSX.
O IlepBom koHLEepTe XypHaIUCT «Boston
Post» mucan: «Yro nopaxkaer ciyaresns,
0COOEHHO B NIEPBOM €r0 YacTH, TaK 3TO Ma-
CTEpPCTBO, C KOTOPHIM YaWKOBCKHI CyMell
CeJIaTh OYEHb IMOJIHYIO HHCTPYMEHTOBKY,
HE MepeKpbIBas GoprenuaHo. ITO BEIUKOE
UCKYCCTBO, M KOMIIO3UTOp, O€3yCIIOBHO,
npeycresn B 3TOM MpeBOcXoaHo» ' ®. JIoBOIb-
HO TIOAPOOHOE PACCMOTPEHHE TEeMOPO-
BBIX penieHuii Broporo koHiepra B razere
«L’Intransigeant» 3aBepIiaeTcsi yTBEpxkKae-
HUEM O TOM, YTO «PYCCKHI MacTep — CUM-
(GOHUCT penkol HEeHHOCTH»'’; Takxke 00-
parTMM BHHMMaHHE Ha CJEIyIOUIUE CJIOBa:
«...OpKECTpPOBKa BCer/a yJauHa, 3BYKOBBIE
3¢ }exThl HHKOTZa HE OBIBAIOT CIIMIIKOM
IPOMKHMH, U OHHU JIETKO JIOCTUTAIOT CBOEU
term»?’. OpKecTpoBbIC PUEMBI ObLIH OTME-
yeHbl 1 B KoH1IepTHOM (haHTa3uM, T7Ie OpKECTP
«M300paKEH KUBOMKCHO M 0YapOBATEIILHOY,
— munret xxypHamcT «Le Journaly?.
OnHako Aajieko He BCe PelleHUs HAILIH
OIHO3HA4YHOE Of00peHue y KpuTHKOB. [lo-
MUMO OOIIMX 3aMEYaHHUU*’, BCTPEYAIOTCS
KOHKPETHbIE YKa3aHUS J1a)Ke Ha TOTPEIIHO-
ctu. Bo ¢panimysckoit razere «La Liberté»
BBICKa3aHO cienytoniee MHeHue: «MHoraa
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OpKeCTpOBKa Kazanach omubouHou. Ham
HE HpPaBUTCS, HAPUMED, 3BYK (popTrenuano
B COYETAHHWH CO 3BYKOM JYXOBBIX MHCTPY-
MEeHTOB»**. O POJIK TyXOBOW TPYIIIIBI B Map-
TUTYpE, O € TEXHUYECKONH M aHCaMOJIeBOU
CJIO)KHOCTH COOOIIAIOCH U B AaMEPUKAHCKOU
nyomunuctuke: «Komno3uTop Hamucan oT-
PBIBKH ISl JYXOBBIX WHCTPYMEHTOB, KO-
TOpble B (OPTENMMAHHOM KOHIIEPTE, HECO-
MHEHHO, HE TOJBKO YpE3BbIYAIHO CIIOXKHBI,
HO ¥ BecbMa a0CypIHBIN*.

[IpoGnemMbl WHCTPYMEHTOBKH OKa3a-
JIUCh HEMOCPEACTBEHHO CBSI3aHBI CO CHEIl-
u(UKOi1 )KaHpa, TO €CTh C UCTIOIb30BaHUEM
conupytomero poprenuano, poib KOTOPO-
ro B KoHlepTax YaitkoBckoro TpedyeT oco-
6oro paccmotpenusi. B «New York Sunday
World» kputuk cpaBHUBAeT OpPKECTPOBBIE
U coibHBbIe 3mu30/bl [lepBoro koHuepra;
BBICOKO OIICHMBAsi COYMHEHHUE B O0OILEM,
KYPHAJUCT THIIET, 9TO «B OTPHIBKAX, Ha-
MUCAHHBIX TOJBKO JUIsi (POpPTENHUAHO, OH
[I1. N. YaiikoBckuii. — /{. b.] HE TOBOpUT
TaK HEMOCPEJICTBEHHO W SICHO, KaK €CIIH
OBl OH KCIIOJIB30BaJl BECh OpKecTp»®. Jla-
Jee BBICKa3aHO TMPEIIONOKEHUE O TOM,
YTO KOMITO3UTOP «paccMaTpuBaeT QopTte-
NMUaHO KaK OJMH W3 MHCTPYMEHTOB OpKe-
CTpa, U TeM caMbIM J00aBISET MHTEpEC
K counHeHUIo»?®. TTogoOHOEe MHEHHE BBI-
cka3piBaeT xypHanucT «The Philadelphia
Inquirer», yka3piBasi Ha BTOPOCTEIECHHYIO
poib conucta B IlepBom konnepre”’. Be-
posiTHEE BCEro, TaKkoe MHEHHE Y KPUTHKOB
CIIOKHJIOCH M3-3a TNIOTHOTO aHCaMOJIEBOTO
B3aMMOJICHCTBUS, a TAKXKE Psa aKKOMITa-
HUPYIOIINX SIMU30/I0B B MapTUU COJIUCTA.
OtmedaeTcst Takke W Jpyras TEHJEHLUS
— K CaMOCTOSITETILHOCTH OpKecTpa u (op-
TenuaHo. B yacTHOCTH, Takoe MHEHUE BbI-
CKa3blBaeTcs Mo OoTHouieHuto k Konmepr-
HOI (paHTa3uM, «B KOTOPOW (opTenuaHo
U OPKECTpP HE COYETAIOTCS JIPYT C JIPYTOM,
a 4epeyroTCs», — M0 CIOBaM KypHaJIUCTa
«Le Ménestrel»?®.

Urak, 3apyOekHble KPUTHKHA OTMEYAIOT
OYEBUHYIO HOBU3HY LIEJIOTO psijia UHCTPY-
MEHTAJbHBIX W aHCaMOJIEBBIX pELICHUI.
C omHOM cTOpOHBI, OBLT ClleaH aKIeHT Ha
COYETaHUU OPKECTPOBBIX TEMOpOB, HEXa-
paKkTepHOM [UIsl KaHpa KOHLEPTa, HOBOM
JUIsl €BPONENCKOr0 U aMEPUKAHCKOTO CIIy-
marenst. C apyroil — Ha HEOPJAUHAPHOCTHU
TPAaKTOBKM (OPTENMMAHHOM TMAapTUHU, KO-
Topas BO BTopom koHuepre U 0COOEHHO
B Konneprnoit ¢anrtasuu obGocobusercs
B MacmTaOHbIX KajgeHuusx. llocinennee
CUHMTAJIOCh CMEJIBIM HOBAaTOPCKUM PEIICHU-
eM YallKOBCKOI0, KOTOPO€E JaJIEKO HE BCEra
OLICHMBAJIOCH IO3UTUBHO. B cityyae ¢ «cum-
¢dbonnzupoBaHHbIM» (popTrenuano B [lepsom
KOHIIEPTE YMECTHO FOBOPUTH O CJIEJOBAHUU
KOMIIO3UTOPOM 3aIaJHOEBPOIEHUCKON Tpa-
JTUIWA: TOAOOHBIE PEIICHHUs] MOXXHO Hail-
Ti B counHeHusix Illymana, Jlutonsda u
bpamca.

Ocob60oe MecTo B 3apyOeKHOM pereninu
KOHIIEpTOB YallKOBCKOTO 3aHMMaja BOIPOC
UX CTUJIEBBIX MCTOKOB. IIpobnmema wmHTEp-
TEKCTyaJIbHbIX CBA3€H B €ro COYMHEHUSX
3aTparuBajiach €ui€ MpU KU3HU KOMIIO3U-
TOpa; MepPBbIM, KTO 00paTHI Ha He¢ BHUMa-
Hue, cieayer cuutarh . A. Jlapoma®. O0
OTKPBITOCTU CTWJIEBOW cuUCTeMbl Yankos-
CKOTO 3apyOeKHble KPUTHUKU TOXE FOBOPH-
JI1 HEOAHOKpPATHO, U Kak nucai B 1889 rony
xypHanuct «Pall Mall Gazettey», «YaiikoB-
CKHIl OpWUTMHAJICH, U KPUTUKU HE MOTYT
HAaBECUTh Ha HEro fpibIK, MOSTOMY OHH
Ha3bIBAIOT €0 “IKIEKTUYHBIM, ‘“‘HEpelIu-
TENBbHBIM” U T. A.»°°. DKIEKTUYHOCTb CTHJIS
TpaKTOBaJIaCh MPHU ATOM KaK OCOOECHHOCTh
PYCCKOM LIKOJIBI B LIEJIOM.

B rasere «Le Gaulois»®' mpuBomutcs
MacmTaOHbIl 0030p COBPEMEHHOIO CO-
CTOSIHMSI MY3BbIKaJIbHOM KyJIBTYpbl Poccum,
KOTOpasi pas3zciicHa Ha JBa HAIpPABJICHUS:
HallMOHAJIBHOE, HAYIIEe OT TPAAULHI
M. U. I'nuHKM, 1 HEMELKOE, K KOTOPOMY
orHocAT A. I. PyOunmreiina u camoro
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I1. N. YaitkoBckoro. OnHON W3 Xapakrep-
HBIX YepT CTWJSA IOCIEIHETO HAa3bIBAIOT
«KOCMOTIOJIUTH3M» %, KOTOPBI BbIpa3uUlI-
Csl IPUHATUEM B CBOM CTWJIb YEPT APYTUX
KOMIIO3UTOPOB; B YAaCTHOCTH, YIOMHHa-
1ores [T bepnnos, P. lllymaH, a B CFOUTHBIX
COUMHEHHUSAX OOHapyXHUBAaeTCs BIMSIHUE
XK. Macche. C 370l TOYKOW 3pEHMSI MOKHO
COMIACUTHCS, MOCKOJIBKY CaM KOMIIO3UTOP
JUCTaHLUPOBAJICS OT UAEH NeTepOypreKux
MIOMCKOB. /[0CTaTOYHO BCIIOMHUTH €0 BbI-
ckaszbiBaHue B nuceMe K H. @. pon Mekk:
«YTO0 Takoe Tak Ha3bIBa€Masi HOBasl PyccKas
LIKOJA, KaK HE KyJIBT pa3HbIX MPSHBIX Tap-
MOHM3alUH, OPUTHHAIBHBIX OPKECTPOBBIX
KOMOMHALUM U BCAKOIO POJia YACTO BHEIII-
Hux 3 dexrony [3, c. 423]. bnaronaps crne-
JOBAaHUIO 3alaJHOECBPONEUCKON Tpaguluu
My3bika YalikoBckoro Oblia m30aBlieHa OT
«9K30TUYECKOTO BIECYATICHHUS» >, KOTOPOTO
B HEH oxujalia 3apy0ekHast KpUTHKA.
YepTbl HEMENKOM ILIKOJIbI HEOJHOKpAT-
HO OOHApYXUBAIHUCh TPEUMYIIECTBEHHO
B IlepBom koHnepre. B Opuranckoii raze-
Te «The Examiner» roopurtcs, uto Yaii-
KOBCKHH «IIPUHAUICKUT K wIKoie Jlucra, u
C 3TOM LIKOJION OH pazaensieT Oe3ynpevHoe
BJIQJICHUE CpEICTBAMU OpKecTpa u (opre-
nrano»*. Brustaue JIucta oTMevaroT Takke
B (hOpPTEIHAHHOM MHCHhME U OPKECTPOBKE.
Onnako Oosee yacToe cpaBHEHHE, BCTpeda-
IOLLEECS HA CTpaHMLax raset, — ¢ Lllymanom.
Taxk, B xypHaie «L” Année musicaley kputuk
IUILET, YTO «II0 NPOUCXOKICHUIO My3bIKaHT
CKOpee HEMELKHM, U T-H YallKOBCKUI MEHb-
me noxoxk Ha [llonena, yem Ha Illymana.
VY Hero ¢gopma, Kak U copeplkaHue, HeMell-
kue»®®. Tlpuamuner [llymana oOHapyxuBa-
I0TCs ¥ B maBHOW napruu | wactu Ilepsoro
KOHILIEPTA: AMEPUKAHCKUI KPUTHK OTMEYAET,
YTO «TEMA, IPEACTABIECHHAS 311€Ch, HE UHTE-
pecHa, XOTs1 B Hel ecTh oTTeHOK Lllymanan?’.
Taxke KypHAIUCTBI OTMEYaIM CXOICTBO
Il yacTh HMKIa C AHAJOTMYHBIM Pa3IEiIOM
Kownrepra op. 16 A. dhon ['enzensra®.
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Hpyroii B3msA (3aMeTHM: MpeuMyliie-
CTBEHHO aMEPUKAHCKHI1) HA CTUJIEBBIE UCTO-
KM KOHIIEPTOB YalKOBCKOIO yTBEpKIAET
onopy Ha dpaniysckue Tpaauun®’. [Tocne
npembepsl [leporo konnepra B 1875 rony
kputuk «Boston post» mmcan: «Hrto Hac
B IIEPBYIO OYEpEb IOPAXKAET, TAK 3TO SIBHAS
CKJIOHHOCTh K (PpaHIy3CKOMY CTHIIIO»™.
Berynienue, no ero MHEHUIO, «< HAUMHAETCA
C KpacuBoi#l (paHIiry3ckoil TeMbi»!', a BTO-
pas Jacth 3acrasiseT BcnoMHUTh D. Illo-
nena* u A. Toma. Taxke oTMevanach CBsI3b
counHeHni YaWKOBCKOTO ¢ HOBOW ¢paH-
I[y3CKOM MIKOJIOH; skypHamuct «The Times
(Philadelphia)» nucan: «Ero my3bika, xots
U He 0e3 BIMSHUS HEMIIEB, IOKa3bIBaeT 00-
Jee CHIIbHOE BIUSHUE (DpaHITy30B, a Orpe-
nen€HHas JIETKOCTh (DaHTa3uM, yYTUBOCTh U
rpauus, npeodnagaromue Haja e€ 4yBCTBH-
TEJIbHOW CEPbE3HOCTHIO, IPEAIOIAratoT
€ro COI03 C COBPEMEHHOW NMapHKCKOM KO-
noii»®. Tloxkamyii, 3T0 BRICKa3bIBAHHE MOXK-
HO Ha3BaTh HaMOOJee BAKHBIM M TOYHBIM:
B HEM MPU3HAETCA Halu4uue B cTtuiie Yaii-
KOBCKOT'O 3JIEMEHTOB Pa3HbIX KOMIIO3UTOp-
CKUX IIKOJI 3anaaHoi EBporsr*!, mockonbky
B €r0 COUYMHEHHSX (B 4YaCTHOCTU — (popTe-
NUAHHBIX KOHLIEPTax) HE Mpe/CTaBisieTcs
BO3MOKHBIM YTBEPKIAaTh BIUSHHUE HCKIIIO-
YUTEIPHO HEMEUKOW wWin ¢paHIly3CKOH
TpaAuLIMKM. JTOT CTUIIEBON CUHTE3, HA HalI
B3MJIST, U OOYCJIOBWII MOMYJsipHOCTH Yaii-
KOBCKOTO B eBporneiickux crpanax u CLIA.
W 3710 moarBepkAacTCsi MHEHUEM KpUTH-
koB: «[locne PyOuniureiina on [I1. U. Yaii-
KOBCKHI. — /[. b.], BEepOsITHO, CaMblil IIU-
POKO M3BECTHBIN U3 BCEX, ITOCKOJBKY, XOTS
OH HE MPEACTABIISIET UMEHHO CIaBSHCKYIO
LIKOJTY, €0 KOCMOIIOJIMTU3M Jjall eMy Oosee
HIMPOKOE PacCIpOCTPAHEHUE, YEeM N0 CHUX
IOp JOCTUITIM MHOI'ME PYCCKHE, KOTOpBIE
B OoJIbIIEN Mepe CIIENYIOT 3a CBOUM BEJU-
KUM yduTeneM — [TTHHKOI»™®.

[TogpiTOKMBasE, OOpaTHMCS K BBICKa-
3piBaHu0 KpuTuka «Le Gaulois»: «Urak,
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r-H YalKOBCKMH HE TaKOW PYCCKHM KOM-
TIO3UTOP, KaK BaM XOTENOCh OBl BEpUTH»*C.
Bocrnpusatne ero KOHIIEPTHBIX COYMHEHUN
— XOTb U HE BCET/Ia MOJIOKUTENBHOE, — B 11€-
JIOM OTMEUYEHO OTOXKAECTBICHUEM C TPaau-
[UASIMU 3aI1aTHOEBPOINEUCKON MY3bIKaJIbHOM
KyJABTYpbl. be3ycnoBHbIM ObLIO MpU3HAHKE
HalKOBCKOTO Kak IIEPENOBOrO IPEACTaBU-
TEJI PYCCKOM IIKOJIBI, OJHAKO MCTOKH €ro
CTHJISI OOHAPYKUBAIHCH B 3apyOexKHOM po-
MaHTHYECKOM HCKYCCTBE.

KoHuepTHbie couMHEHUS, B CBOIO Oue-
penb, COAEpKAT KaK TPAJAULMOHHBIE pellie-
HUsI, TaKk ¥ psag HoBiiecTB. C OmHOM CTO-
POHBI, HEKOTOpasi 3aTAHYTOCTh KOHIIEPTOB
YailkoBCKOr0 BIOJHE BIIMCHIBAECTCS B Tpa-
JIALUIO, O YEM TOBOPST CaMH KpUTUKHU. Tpro
COJIMCTOB B MEJJIEHHOW YacTu BTOoporo koH-
1epTa — TOXKE€ HE HOBBIA JIJI1 €BPONEHCKOM
KYJIBTYPBI IPUEM: 3[1€Ch OUYEBUIHBI AHAJIO-
ruu ¢ op. 56 berxosena. Hakonen, mioTHoe
aHcaMmOJeBOe B3aMMOJICHCTBUE COJUCTa U
opkectpa B IlepBomM KOHIEPTE MO3BOISAET
MIOCTaBUTh 3TO NMPOU3BEACHUE B OIHMH P

C TBOPEHHSIMH HEMEIKHX KOMITO3UTOPOB.
W3 HOBaropckux pelieHuid BbIAENISETCS
BBEJICHUE MAacIITAOHOIO BCTYIJIEHUS B 3TOM
K€ COYMHEHHH, CIOUTHOCTb KaK KIIF0UEBOU
MPUHIIAIT KOMITO3UIIMOHHOM JIOTHKH, 11T
PSA HETIPUBBIYHBIX TSI 3apyOEKHOTO CITy-
niaTtensi OpPKeCTPOBBIX MPUEMOB, a TaKXKe
aBTOHOMHOCTb, 000COOJIEHHOCTh COJBHOM
naptuu Bo Bropom koHuepre u Konnepr-
HO (anTazuu. Tak, YailkoBckuil He u3-
MEHSUJI TPUHIINITY, OMHCAHHOMY B IMHUCHME
k C. U. TaneeBy: «Ho kak Obl MBI HU cTapa-
JMCh, U3 EBPOINENCKOro cajia Mbl HE YHAEM,
u00 Haille 3epHO, BOJIEIO Cyae0, Momnaio Ha
MIOYBY, BO3JEIAHHYIO IPEXAE HAc €BpO-
neiuamu...» [2, c. 60]. Ilpu coxpanenuu
UHAUBUAYAJIBHOCTH KOMIIO3UTOD, Onaroza-
ps CBOEMY TBOPYECTBY, OKa3ajcCs 4acThIO
3amaJHOEBPOINENCKOrO KYJIBTYPHOIO IIPO-
CTPAHCTBA, YTO OTPAXKEHO B BHICKA3bIBAHUU
omHOrO M3 KpUTUKOB razeThl «The Times
(Philadelphia)»: «YaiikoBckuii — oguH U3
TeX PYCCKHUX, U3 KOTOPBIX MOJTYy4aroTCs Ta-
Kue OJIeCTSIUe maprmKane»?’.

S TIPUMEYAHUA <>

1

Bocron, xoHueptHsIii 3a11 «Music Hally, 25 oktsa6ps 1875 . Comucr I'. hon Bronos; opkectp

I'apBapackoi My3bIKalIbHOM accouanuu, 1upukep b. JIxk. JIanrn
2 Hero-Uopk, Axagemusi Mysbiku, 12 HosiOps 1881 r. Comucr M. Ilwwiep; opkectp
Ounapmonunyeckoro obmiectsa Hero-Mopka, mupmxkép T. Tomac.

3

W3BecTHBIMU 3apyOS)KHBIMU HHTEPIIPETaTOpaMu BToporo koHIepTa npu sku3Hu YaiKkoBCKOTo

osut M. umtep u Y. Xamne, a Konueprraoit ¢panrasuu — JI. [Isemep, D. don 3aysp, a Taxxke
JIx. PuB-Kunr. IlepBblii KOHIEPT NpUBJIEKal BHUMaHUE IMAHUCTOB B OOJIbILIEH Mepe: CPEaU €ro
UCTIOJTHUTENEH ObUTM KaK MMEHHUTHIE MY3BIKaHTHI (Takue kak . ¢on bromos, D. Jlanuapoiirep,
JI. Bpeiituep, P. JIxo3eddu), Tak u gocratouno monoasie aptuctsl (C. 3unsbepbepr, I 'ymsc,
M.-3. Poxxe-Muxkino, 0. CauBunbCcKuit).

* The Afternoon Concert / Rutland Daily Herald. 1891. Ne 120. P. 3.

> The Third Philharmonic Concert // The Sun. 1888. Vol. LV. Ne 137. P. 2. Cnexayet 3aMeTuTb,
YTO YNOMHUHAHHE «MOIIHBIX AaKKOPIOB» B MapTHH (OPTEMUAHO MOXKET yKa3blBaTh HA TO, YTO
[lepBrlii koHLEPT yxe B 1888 1. ucnonHsuics B 3-i pelakLnu.

6 Maillard G. Causerie Musicale. Concert russe au Trocadéro // Le Pays. 1878. Ne 259. P. 1.

7 He crnemyer moiarath, 4YTO JBOWHAsl OSKCIIO3UIMS HE BCTPEYACTCS B POMAHTHYCCKHX
KoHIepTax. Tak, 1axe Takue KoMrno3uTopsl Kak A. I. Pyounmreiin u ILI. A. Jlutons¢ npomomxanu
UCTIONIb30BaTh 3Ty (HhopM0ooOpa3oBaTeNbHYI0O MOJEIh B CBOMX COUYMHEHMAX, NpudéM JIUTOIB()
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COXpaHWJI BEPHOCTh € BO BCEX KOHIIEPTHBIX OIMycaX. AKTUBHBIN MPOIECC BBEACHUS COHATHOTO
aJuIerpo B MepByto YacTh ObLT HauaT d. Menaenbconom B 30-e roapl XIX B.

8 Philharmonic Society // Observer. 1889. Ne 5108. P. 2.

 Hans von Bulow // New York Daily Herald. 1875. Ne 14337. P. 7.

10°06 stom cm.: The Tschaikowsky Concert. The Russian Composer Conducts His Concerto
with Great Effect // The Times (Philadelphia). 1891. Ne 5717. P. 4; Loncicres V. Revue Musicale //
La Liberté. 23.09.1878. P. 1.

1'B gactaoctH, 00 3ToM mucan koppecnonaeHt «Le Figaro». Cwm.: Darcours Ch. Notes de
Musique // Le Figaro. 1891. Ne 98. P. 6.

12.Cm.: Weber J. Critique Musicale // Le Temps. 1888. Ne 9814. P. 3; 12. Darcours Ch. Notes de
Musique // Le Figaro. 1888. Ne 67. P. 6.

13 Darcours Ch. Notes de Musique // Le Figaro. 1888. Ne 67. P. 6.

4 Crystal palace Saturday concerts // The Era. 1876. Vol. 38. Ne 1956. P. 3.

5 Lonciéres V. Revue Musicale // La Liberté. 23.09.1878. P. 1.

16 Weber J. Critique Musicale // Le Temps. 1888. Ne 9814. P. 3.

17 Music. Crystal Palace / The Graphic: An Illustrated Weekly Newspaper. 1890. Ne 1066.
P. 511. Takxke cwm.: Bradford Full-Dress Subscription Concert // The Leeds Mercury. 1886.
Vol. 123. Ne 15152. P. 3.

18 Hans von Bulow // Boston post. 1875. Vol. LXXXIX. Ne 101. P. 3. Taxxe cm.: Crystal palace
Saturday concerts / The Era. 1876. Vol. 38. Ne 1956. P. 3.

19 [Ph. D]. Les Concerts // L’Intransigeant. 1891. Ne 3919. P. 3.

20 Tbid.

21 Gresse A. Les Grands Concerts // Le Journal. 1893. Ne 168. P. 6

22 Cwm.: Hans von Bulow // New York Daily Herald. 1875. Ne 14337. P. 7.

2 Lonciéres V. Revue Musicale // La Liberté. 23.09.1878. P. 1.

24 Hans von Bulow // New York Daily Herald. 1875. Ne 14337. P. 7.

2 [ur. mo: Fraulein Aus Der Ohe. A New York Opinion of the Tschaikowsky Concerto // Rutland
Daily Herald. 1891. Vol. 30. Ne 108. P. 4. OTomy BhICKa3bIBAHUIO CO3BYYHO MHEHHE OPHUTAHCKOTO
yuénoro 3. ['apaena: «Ycnex I[lepBoro ¢oprennanHOro KOHIIEPTa MOXKHO OOBSICHUTH TEM, YTO OH
MBICITWI HE B paMKax (oprenuano, a opkectpa. Bce Tembl 3a1yMaHbl B OPKECTPOBOM BHE <...>,
a (oprenuano, Aaxke €ciii OHO BIIEPBBIE IPOBOIUT TEMY, UCTIOIHSIET JIMIIH XOPOILIee MepeoKeHIe
OPKECTPOBOM KOHLIETITUW» [ITUT. 10 25, p. 156].

26 [Mut. mo: Fraulein Aus Der Ohe. A New York Opinion of the Tschaikowsky Concerto //
Rutland Daily Herald. 1891. Vol. 30. Ne 108. P. 4.

27 At the Play Houses. Tschaikowski Appears at the Academy of Music // The Philadelphia
Inquirer. 1891. Vol. 124. Ne 139. P. 5.

28 Boutarel A. Concerts et Soirées. Concerts du Chatelet / Le Ménestrel. 1888. Ne 11.
P. 87-88.

2 Kak mumiet C. A. [TeTyxoBa: «MOKHO COBEPIIIEHHO TOYHO YCTAHOBHTH BPEMS MOSIBIICHHUS
BaKHEHIIEro Te3nca 0 CO3HaTeIbHON HE3aMKHYTOCTH, OTKPBITOCTH CUCTEMbI MY3BIKaJIbHOTO SI3bIKA
YaiKkoBCKOTO ISl BIUSHUM MHBIX (HAlIMOHAJIBHBIX M MHAMBUIYAJIbHBIX) CTHIICHY [1, c. 32]. DTolt
JaTOM ciemyeT cunuTath 2 nekadps 1876 rona.

39" At the Philharmonic // Pall Mall Gazette. 1889. Vol. XLIX. Ne 7510. P. 6.

31 Cwm.: [F...]. Musique. Les Concerts Symphoniques // Le Gaulois. 1888. Ne 2015. P. 3.

32 Ibid.

33 Ibid.

3% Music. A New Symphony by Franz Schubert / The Examiner. 1876. Ne 3555. P. 328.
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35 Cm.: Hans von Bulow // New York Daily Herald. 1875. Ne 14337. P. 7; Letter from New York
// St. Alban’s Daily Messenger. 1875. Vol. XII. Ne 373. P. 2.

36 Bellaigue C. L’Année musicale. Octobre 1887 a Octobre 1888. Paris: Libraire Charles
Delagrave, 1889. P. 230

37 Hans von Bulow // New York Daily Herald. 1875. Ne 14337. P. 7.

3% Cwm.: At the Play Houses. Tschaikowski Appears at the Academy of Music // The Philadelphia
Inquirer. 1891. Vol. 124. Ne 139. P. 5.

3% B 11eJ10M 3TH CBSI3H CYIIIECTBOBAJIN U HA 00JIee MAaCIITAOHOM YPOBHE — Kak B MHCTPYMEHTAILHOM,
TaKk U OMNEPHO-BOKAIBbHOM My3bike. B "acTHOCTH, 0 «auainore Kyasryp» Poccum u ®Dpannum
B orniepHoM uckyccTBe numeT 3. H. Kusassp [1].

4 Hans von Bulow // Boston post. 1875. Vol. LXXXIX. Ne 101. P. 3.

4 Tbid.

42 Cwm.: At the Play Houses. Tschaikowski Appears at the Academy of Music // The Philadelphia
Inquirer. 1891. Vol. 124. Ne 139. P. 5.

# The Tschaikowsky Concert. The Russian Composer Conducts His Concerto with Great Effect
// The Times (Philadelphia). 1891. Ne 5717. P. 4.

# Kak mumer JI. Bpayn, «B 1ernom, TBopuecTBO UYallKOBCKOTO OKAa3bIBACTCS OOJBIIMM
PE30HAHCHBIM MPOCTPAHCTBOM, B KOTOPOM MY3bIKaJIbHAsl MPAKTHKA TOTO BPEMEHH MPHUCYTCTBYET
00 HETOCPEACTBEHHO, MO0 B mpeiomiieHum» [10, S. 486].

4 The Tschaikowsky Concert. The Russian Composer Conducts His Concerto with Great Effect
// The Times (Philadelphia). 1891. Ne 5717. P. 4.

% [F...]. Musique. Les Concerts Symphoniques // Le Gaulois. 1888. Ne 2015. P. 3.

47 The Tschaikowsky Concert. The Russian Composer Conducts His Concerto with Great Effect
// The Times (Philadelphia). 1891. Ne 5717. P. 4.
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AMCKYCCHUM B COBETCKOM MY3bIKO3HAHWUMU:
«CUM(POHU3M» B 3MOXY U30ObITOUHOM CAOBECHOCTH

B craThe 3arparuBaeTcs oJuH U3 aCIeKTOB, CBI3aHHBIX C OCMBICIICHHEM (DEHOMEHA «COBETCKUI
cuM(OHU3MY», — €r0 B3aUMOJICHCTBUE CO CJIOBOM, B TOM WJIM WHOW (opMe MPUCYTCTBYIOIICE Ha
BCEM MPOTSHKEHUH COBETCKOM MCTOpuH. OTMEUaeTcs, YTO COBETCKas AIM0Xa OCTaBWJIa OTPOMHBII
MAacCHB JOKYMEHTOB — COTHH M TBHICSIYM CTPAHUI] CTCHOTPAMM BCEBO3MOXKHBIX TUCKYCCHM, YTO
MO3BOJISIET CHAEJIATh BBIBOJ O UPE3BBIUAWHOMN, OCCIPEICICHTHON POJIM MY3BIKOBEAUYECKOTO CIIOBA
B (OPMHUPOBAHUU COBETCKOW MY3BIKAJIBHOW KyJAbTYphl. B IIEHTpe BHUMAaHUS OKa3bIBAIOTCS
TUCKYCCUM O CUM(OHHYECKOM TBOpYECTBE — OOJAcTH, Kazaioch Obl, Hambojee HaNEKON
ot nuteparypbl. OmHako U B 3TOW cdepe OOHAPYKUBAIOTCS OIPEACIEHHBIE MPUOPHUTETHI,
XapaKkTepHbIC IS PA3IUYHBIX TEPHOJOB COBETCKOTO MY3BIKAJIbHO-UCTOPUYECKOTO Pa3BUTHA.
Cpenu HUX — TUTIOJIOTHST COBETCKOTO CMM(OHU3MA, MPOTPAMMHOCTbD, HAPOJAHOCTh, @ TAK)KE 0COObIE
AHAJTUTUYCCKHUE CTPATETHH, HAMIPaBJICHHBIC HA MPEIMETHOE OMUCAHNE MY3bIKaJbHBIX MPOIECCOB
U WX CIIOBECHYIO HHTeprpeTanuto. Hapsmy ¢ 3Tum XapakrepusyeTcsi oco0oe 3HadeHUue, KaKkoe
MpUaaBagach SMOIMOHATHFHOMY BO3ACHCTBHIO MY3BIKH: Oymay4du BepOalibHO 3a()UKCHUPOBAHHBIM,
OHO COO00IIaI0 OMOJHUTEIBHYIO YOEIUTEIbHOCTh HEMPOTrPAMMHBIM CUM(POHUYECKUM
MIPOU3BEICHUSM U HEPEAKO 00eCTIeYnBaio UM OJIaronpusITHYIO CIICHUYECKYIO CyIbOY.

Kirouepnie ciona: AUCKYCCHA, CI/IMq)OHI/I?»M, nporpaMMHOCTb, HAPOJHOCTh, SMOILIMOHAJIBHOC
BOSI[GfICTBPIe MY3bIKHU, APXHUBHBIC JOKYMCHTEI.

Jna yumuposanus / For citation: Haymenko T. W. Jluckyccun B COBETCKOM MY3BIKO3HAHUU:
«cUM(pOHU3M» B 3MOXY M30bITOUHON cioBecHOCTH // IIpobGnembl My3bikaabHOM Hayku / Music
Scholarship. 2021. Ne 2. C. 193-204. DOI: 10.33779/2587-6341.2021.2.193-204.
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Discussions in Soviet Musicology:
The “Symphonic Genre” in the Epoch of Excessive Words

The article touches upon one of the aspects connected with comprehension of the phenomenon
of the “Soviet symphonic genre” — its interaction with the verbal text existing during the entire
course of Soviet history. It is noted that the Soviet period has left us a huge amount of documents
— hundreds and thousands of pages of stenographic recordings of all sorts of discussions, which
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has made it possible to arrive at the conclusion concerning the extreme, emergency role of the
musicological word in the formation of Soviet musical culture. At the center of attention there are
discussions of symphonic music — a sphere which seems to be as remote from that of literature as one
can fathom. However, in this sphere as well, certain priorities have become visible, characteristic
for the various periods of the Soviet musical historical development. Among them it is possible
to indicate the typology of the Soviet symphonic genre, as well as special analytical strategies
directed at objective description of musical processes and their verbal interpretation. Along with
that, the special signification of the emotional impact of music is characterized: being verbally
fixated, it has lent additional credence to the non-programmatic symphonic compositions and has

frequently made provision for a favorable reception on stage.

Keywords: musicological discussions, symphonic genre, programmatic qualities, folk style of

music, Soviet musicology, musical archives.

© Tatiana I. Naumenko, 2021

© Publisher: Scholarly-Methodical Center “Innovation Art Studies,” 2021

UCKycCHUM O CUM(OHHM3ME B TOWU

UM WHOU (popMe COMmpoBOXKIATH

pas3jauyHble MEepHUOJbl COBETCKO-
0 My3bIKAIBHOTO HCKyccTBa. OpHOU H3
HEHTPAIBHBIX TeM OBLJIO B3aUMOJICHCTBHE
co cioBOM. «OpHeHTalusl 0T€4eCTBEHHOU
KyJIBTYpPHOM TpaJulIMM Ha CIIOBO Iepepac-
TaeT B 3a4apOBaHHOCTH CIOBOM» [4, c. 315]:
3TO (PyHIaMEHTAJIbHOE YTBEPXKACHHE, yKa-
3bIBAIOLIEE HA JINTEPATYPOLUEHTPUYHOCTH
PYCCKOH KYJIBTYpbI, ¢ 0CO0OI O4YEeBHIHO-
CTBIO TIPOSIBUIIOCH B cpepe cCuM(POHNIECKO-
ro TBOpYECTBa, Ka3aJloch Obl, Haubojee Ja-
JIEKOM OT JINTEPATYPHI.

O ToM, Kak BbIpa0ATHIBATIUCH XYIOXKeE-
CTBEHHbBIE KPUTEPUU MY3BIKAJIBHOTO TBOP-
YECTBAa, MOXKHO CYOUTh [0 3HAUYUTEJIbHO-
My MAacCHBY JOKYMEHTOB W MaTepHUaloB,
HNOCBSIIIEHHBIX OOCYKJIEHUIO COYMHEHHU
Pa3IUYHBIX )KaHPOB — OMEPHI, Oasera, CUuM-
¢onnM, MaccoBoil mecHu. s coBpeMeH-
HOTO MY3bIKO3HAHUS OHHU TPEICTABIISIIOT
Ype3BbIYAWHO IIEHHBIN U JaJIeKO HE UcUep-
MMAHHBI MCTOYHUK Pa3IUYHBIX CBEIACHHUM,
MPOJIMBAIOLIMX CBET Ha MAaJOU3BECTHBIC
CTpaHUILbl COBETCKOM My3blkM. OHUM U3
MOKa3aTeJIbHBbIX MPUMEPOB SIBIISACTCS KHUTA

«Russian Music Since 1917: Reappraisal
and Rediscover» (2017) — coBMeCTHBIN
TPYZ POCCHIMCKHX M 3apyOEKHBIX 3aIaHbIX
HCcceoBaTeNiel, aKTyalu3upyomuil 00-
HIMPHYIO IPOOJIEMATUKy HA OCHOBE apXHB-
HBIX JJOKYMEHTOB M MaTepuaiiosn [13].

O coBeTcKol My3bIKE BOOOLIE C EPBBIX
MIOCJIEPEBOIIOIIMOHHBIX JIET O4YEHb MHOTO
ropopusiu. CTeHorpammsel COBELIaHUM, 3a-
cellaHuM, TUCITYTOB, OOCYKICHUM, AUCKYC-
CUM, KOH(pEepeHUUH U T. J. CErOIHs MOXHO
paccmarpuBaTh Kak KpacHOpPEYMBBIA Iia-
MATHUK «TOBOPJIMBOM M MHOTIOCJIIOBHOW»
DIOXHU.

Hapacraromee MHOXECTBO TEKCTOB
0 MY3BIKE TPYIHO OOBSCHUTBH UEM-TO UHBIM,
KpOMe€ CTpeMJIeHUs! K (POPMUPOBAHHUIO HO-
BOTO0 MY3BIKAJIBHOTO JaHImadra: Kak OT-
Megaet I1. @siipkioy, onHa U3 IPUYMH 3a-
KJI0YaJlach B CTPEMUTENIIBHOM H3MEHEHHUU
cocTaBa ayaAuTopuu. [IoMMMO MTOCTOSHHBIX
ciywmareneit (yuurenei, Bpadeil, MHKEHe-
POB | T. 1I.), HEOOXOUMO OBIJIO YUUTHIBATH
TaK)K€ «TrOPOJACKOM NpOJIeTapuar, OrpoM-
HBI U IIOCTOSIHHO PACTYyILIHUW KJIacC JIO-
neil, ISl KOTOPBIX MOCEIIEHHE KOHIIEPTOB
aKa/JIeMUYeCcKol My3bIKM ObLIO, B 00IIEM,
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COBEPILIEHHO HOBBIM ONBITOMY [9, p. 341].

KonnuecTBO MOKYMEHTOB, MOCBSIIEH-
HBbIX TOMY HWJIM MHOMY >KaHPY COBETCKOM
MY3bIKH, MOXKET CITY>KHTh CBOETO poja Io-
Ka3aTeJIeM BaKHOCTH 3TOTO KaHpa. B Hux
oTpakaJjicsa MacTad IUCKYCCHil, KOTOpBIE
ObLIM, KaK MPaBWJIO, MHOTOAHEBHBIMU H
B HEKOTOPBIX Clly4dasix — HalpUMeEp, IpH
00CyXXJIeHMU TpoOJIeM Omephl, — HUMEIU
MOYTHU JIBYXHEAENbHYIO MPOJOKUTENb-
HOCTb. CTEHOrpaMMbl TakKMX JUCKYCCHM
COCTaBJISJIN MHOTME COTHU CTPaHUIl U 3a-
TE€M B COKpalIéHHOM BHUJE TeYaTalnuch Ha
NPOTSKEHUHM Psiia  BBIIYCKOB KypHaJla
«CoBetrckas My3blKa», razetsl «CoBeTcKoe
UCKYCCTBO», B HEKOTOPBIX Cllydasix 3amy-
CKasi HOBbIE BUTKH OOCYXICHHI M BOBIIE-
Kasi HOBBIX YYaCTHHUKOB.

Jluckyccun, TOCBSIIEHHBIE OOCYXKIe-
HUIO NpoOsieM CUM(POHUYECKOTO TBOpYE-
CTBAa, HA MEPBbIM B3IV, BBIVISAECIU He-
CKOJIbKO 0oJieeé CKpPOMHO, YE€M OIIepHBIE.
Panu 6ynymux cum@onuii He 0OBSBISIIUCH
KOHKYPCBI paHee HEBUIAHHBIX rpanoolpa-
3YIOLIUX COOPYKEHUN — MY3bIKaJIbHBIX Te-
aTpOB HOBOTO THIIA, KaK ATO MPOUCXOAUIIO
BO MHOTHX KpymnHbIX ropogax CoBeTckoro
Coro3a B Havasie 1930-x ronoB. CuMdoHnuto
TPYZIHO OBLIO MpeoOpa3oBaTh B «CUHTETH-
YECKUH TeaTp MaCCOBO-MY3bIKaJIbHOTO JIEH-
ctBa» [1]. OHa He BomUIa B KPYr »aHPOB,
0 KOTOpBIX Ha 1-i KOH(DEpEeHITNN MYy3bIKaIb-
HBIX paboTHUKOB (1929) roBopun Hapkom
A. B. Jlynauapckuil Kak O BEJIMKOW COBET-
ckoii meute'. Tem He MeHee, 0OCYKICHUS
cuM(pOHUI Ha TPOTSHKEHUU COBETCKHX Jle-
CATWJIETHI Takke He mpekpamaiuchk. Kak
CJIEIOBAJIO U3 TEKCTOB JUCKYCCUH, OHHUM
U3 BEKTOPOB OBLIO CTPEMIICHHE BBIBECTH
ATOT JKaHP U3 OOJACTU MCKIIOUUTEIHHO
MY3BIKaJIbHOTO OBITHA, clenaB Oojee mo-
HSITHBIM, TpeIMeTHbIM. IMEHHO cuMQOHUS
10 nipezesnia oOHaxkuiIa npobiaemMy BOCIpusi-
TUSL «YUCTOI» MY3BIKH, CTaB I10JIEM MHOI'O-
00pa3HbIX SKCIIEPUMEHTOB «I10 BHEAPEHUIO

CJIOBa, KaK HOCUTEJS MBICTH, B chepy My-
3BIKAJIbHO-MHCTPYMEHTAIBHON CTUXHI» .
A Beap elé HelaBHO COMMKEHHE CJI0-
Ba U MY3bIKH [NOHMMAJIOCh COBCEM HHAYe.
[TosTruHOE CIIOBO «CUMGMOHUS) MIATHYIIO
3a mpeaensl My3bIKy 3a101ro 10 1917 rona.
B My3bikoBeneHUH Ha 3TO 0OCTOATEIHCTBO
OJTHOM W3 TepBbIX oOOpaTWwia BHUMAaHHUE
JI. JI. T'epBep, ucciuemyromas >xanp cumdo-
HUU B JINTEPATYpPHON TpaJHULMHU 10 U IO-
cine Annpes benoro. «B comnocraBienuun
C MY3BIKOM 1M033Us OCO3HaBaja cels Kak
MEHbIIIee PAJIOM ¢ OOJIBIINM, KaKk 00epTOH
B OTHOILIEHHH K OCHOBHOMY TOHY», — OT-
Medaetr ucciaegoBarenas [3, ¢. 220]. Dror
TE€3UC, TEPBOHAYAIBHO OTCHUIAIOIINN
K CBEpPXTOHKHUM B3aUMOJICHCTBUSM, K HOBBIM
dbopmam nepekuBaHusI My3bIKH, CYIIIECTBY-
IOIMM aBTOHOMHO M HE€ 3aTparuBaroOIlNM
peanbHbIi MUP MY3bIKaJbHOIO MCKYCCTBA,
OyleT KapAWHAIBHO TIEPEOCMBICICH YKe
B TEpBble MOCIEPEBOIIOLUOHHBIE TOJIBI.
«CuMmpoHuUs» JUIIUTCA CBOETO IAPCTBEH-
HOT'O CTaryca U Hau4HET JOJIIMe CTPAaHCTBUS
10 BCEMY MPOCTPAHCTBY 371000/ ITHEBHOM JTU-
TepaTryphl. 34€Ch U MO3MbI, U CTUXOTBOpE-
HUSI, U TIOBECTH, U PACCKA3bl, U KHHOCIIEHA-
puu, u razetHele genberons! («CumboHus
JHonbacca» — ¢unbm J[3uru Beptosa, 1930;
«Cumbponuss Mocke» Jlembsina bemnHo-
ro, 1934; «Yersépras cumponus» — pac-
cka3 Dpuka Uurebopa, 1934; «Cumdonus
uudp u dakrosy», 1958 — ouepk JIrBa Hu-
KynuHa 4 T. 1.). Hexotopbie HabmroneHus,
CBSI3aHHBIE C BBIXOJIOM CUM(pOHHUH B HOBYIO
peanbHOCTh, BbIcKasbiBaeT M. I. Paky. Hc-
clieIoBaTeb MPUBOAUT CJIOBA JKypHAJIUCTA
JI. CocHoBcKoOrO, KOTOpBIN B Hayasie 1920-x
TOJI0B CpaBHUBAJI ¢ CUM(OHUECH ONHY U3
Bcepoccuiickux koHpepenunii: «CoBeTckas
KOH(epeHIUs — O/IHA U3 TeX BEJIUKUX CHUM-
(dhoHMi1, KOTOpBIE y3HAT TEeTIepb MUP. ABTOP
cUM(OHUU — CTOMSATUICCATUMUUTHOHHBINA
HapoJ BEJIMKON cTpaHbl. McnomHurenu —
TBICSIYM JIYUIIUX CHIHOB 3TOro Hapoxa. Co-
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JUCTBI — HEMHOTHE JICHCTBUTEIBHO O1apEH-
HbIE€ MY>XKM MHUPOBOW UCTOpUM» [5, c. 226].
O4eBUAHO, YTO B KaXJOM U3 ME€PEUUCIICH-
HBIX OTBITOB «CUM(OHHUS ObLiIa MOCTaBJIe-
Ha Ha ciayxOy 3ajgaue Oojee akTyalbHOM,
yeM a0CTpaKTHasi U OTBJICUEHHAS «UHCTPY-
MEHTOBKa MUPOBOTO MPOCTPAHCTBAY.

[Tono6HBIX «cuMGpOHUN» B JTEKCUKOH
COBETCKOM 31M0XH ObUIO BBEJIEHO BEIMKOE
MHO)kecTBO. OJHAKO €CJIu B JUTEparype
CepebpsiHoro Beka o0OpaiieHue K «CuMQo-
HUW» O3HAYaJI0 «BBICIIMNA W3 MY3bIKaJb-
HBIX XKaHpoB cioBecHocTw» (JI. T'epsep),
a caMoO MM JKaHpa yKas3blBallo Ha MPUOO-
IIIEHHE K UesIM BCEJICHCKOTO MacmTabda, To
B HOBOM KOHTEKCTE OHO 00peJIo MpsSMO Mpo-
TUBOIIOJIOKHBIN CMbICI. Hu 0 kKakom «cnum-
(dboHU3ME» YNOMSHYTBIX JUTEPATYPHBIX
OTyCOB HE MOTJIO OBITh U PeUH — HA0OOPOT,
caMo CJIOBO OT MHOTOKPAaTHOTO yrnoTpeOie-
HHsI yTPaTUIO CBOW BBICOKMH CTaryc, CO
BPEMEHEM MPEBPATUBIINCH B MaJlO3HAYH-
TEJIbHYI0 000JIOUKY aMOUIIMO3HBIX JIUTEpa-
TYpPHBIX MOAEJNOK. TpakToBKa COOCTBEHHO
cuM(poHuHU, KOTOpast TpaHcHopMUpoOBaIaCh
B «COBETCKYIO CUM(DOHHUIO», TaKXKe Ipe-
Teprena U3MeHEeHUs. B My3bIKOBEIUECKUX
JIOKyMEHTaX COBETCKUUA CHUM(POHU3M Xa-
paKkTepu30BaJiCs Kak «BbIciIas ¢popma cTa-
HOBJIEHUSI PEBOJIIOLIMOHHONW H/IE0TI0TUNY,
a cpeau ero 3a7ay Obuia 00bsiBIeHa 00pb0a
¢ ¢opMaIu3MOM M 3aMKHYTOCTBIO B «4H-
CTOI» My3bIKE’.

Kak yrtBepxmaer O. IlanteneeBa, «He
nponuto U jaecsatu jger mnocie OKTIOpb-
CKOW PEBOJIOLMH, KAK HA CMEHY JUCKYpCY,
HABOJHEHHOMY HACAUTUCTUYECKUMH U pe-
JUTUO3HBIMU (pUI0COPUIMHU, TPUIIENT OC-
HOBATEJIbHBI MAaTepHATUCTUYECCKUN TOA-
xon. HoBoe HMHCTUTYIMOHATM3UPOBAHHOE
POCCUICKOE MY3bIKO3HAaHME MOIVIO ITOXBa-
CTaThCs MOJTHOLICHHOM MCCIEN0BATEIbCKON
napajurMoi, MOAXOAUBIIEH K My3bIKe, KaK
K JI0OOMY JIpyroMmy SIBIIEHUIO COILMAJIbHO-
ro ¥ NPUPOJHOTO MHUpPA, KOTOPOE MOKHO U
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HYKHO OBIJIO OCMBICIHUTH pPallMOHAIBHO»
[12, p. 73]. Ucxons u3 npuBEAEHHOTO BbI-
CKa3bIBaHUS, MOXHO MPEINOJIOKUTh, YTO
«cUM(pOHMS) TaKKe MOIVIA BOHUTH B YHCIIO
00BEKTOB HOBOW MapaJurMbl, KOTOpas HC-
KaJia (M Haxo/uJ1a) MPUMEHEHUE Ha CaMOM,
Ka3aJloCh Obl, HEMOAXOIALIEM MYy3bIKajb-
HOM Marepuale.

OpHako Tak Ju OBLIO HAa caMoM jeine?
JIeHCTBUTENBHO JIM COBETCKUE MY3bIKOBEIBI
C BHTY3Ma3MOM BOCIIPUHSUIA MapKCUCTCKHE
UJIEH, KaK 3TO YTBEPKIAET UCCIEA0BATEND?
JI. O. AkonsH, HanmpuMep, BBICKA3bIBAET
HEUYTO MPOTHBOIIOJIOXKHOE: «...B COBETCKOE
BpeMsl My3bIKOBE/IEHHE ObUIO OIHOM U3 He-
MHOTUX OOJNacTe, IJe MOXHO ObLIO 3aHU-
MaTbcs TBOPYECTBOM, HE CIIMIIKOM BXOJs
B IIPOTUBOPEUYHUE C TPEOOBAHUSIMH HJIE0JIO-
ruv. My3bIKOBeIeHHE ObLIO TakoW THXOU
3aBOJIBIO /ISl TYMaHUTApUEB — TaKoOM XKe,
Kak, HampuMmep, aHTUYHAs JHUTEparypa»
(. mo: [11, p. 235]).

C nenplo MPOSICHUTH HEKOTOpBIE MPO-
TUBOPEUMBBIE BONPOCHI OOparuMmcsi K He-
MOCPEJICTBEHHBIM CBUJETEIBCTBAM — ap-
XMBHBIM JTOKYMEHTaM U IyOIMKalusM
1930-1950-x romoB, HOCBSIIEHHBEIM 00-
CYXJACHHIO PpobaeM cuMpOHU3Ma.

Cpenu MHOTOUMCIIEHHBIX MarepHalioB
0 CUM(OHHUSIX COBETCKUX KOMIIO3UTOPOB
MMEHHO JUCKYCCHM BBIIETSIOTCA TEM, UTO
B HHUX (DPOKYyCHpPOBAJIUCH JOMUHUPYIOIINE
UJIEU, XapaKTE€pHBIE I TOTO WJIM WHOTO
MEpUOAa COBETCKOM MCTOPUU. Takux amc-
Kyccuil B 0003HAYEHHBIH Meproj ObLIIO He-
CKOJIBKO, C Pa3JIMYHBIMU I10/3ar0JIOBKAMH.
[lepBas mpouuta ¢ 4 mo 6 ¢espans 1935
roga B MockoBckoM Co0r03€¢ KOMITO3UTOPOB
1oJ] Ha3BaHHEM «JIUCKyccusi 0 COBETCKOM
cumporm3Me»?. 3arem, He3aI0ro 10 Ha-
yajga BOMHBI, cocrosuics JleHuHrpauckui
BBIE3/IHOM IJIEHYM oprkomurera Corosa co-
BETCKHUX KOMITO3UTOPOB, TAK)KE MOCBALIEH-
HBIHA Mpo0ieMaM COBETCKOTO CUM(OHU3MA:
oH mmuica 12 gaer, ¢ 6 mo 18 mas 1941
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rona’. EmE onHa cnienmanbHas TUCKYCCHS,
Ha ATOT pa3 MOCBAMIEHHAS BONPOCAM IPO-
IPaMMHOCTH, pa3BepHYJIach Ha CTpaHUIAX
xypHana «CoBeTckas My3bIKay: e€ mare-
puasbl meyaTanuch B psae Homepos 1950
(No 1; No 2; No 8; Ne 12) u 1951 roma (Ne 1;
Ne 7). B mpoMexyTke MeXAy STUMU JBYMSI
nuckyccusimu B Mae 1949 rona coctosnoch
TBOpUeckoe coBemanne Coro3a KOMITO3H-
TOPOB, TOCBSIIEHHOE 0OCYK/IEHHUIO HOBBIX
MIPOM3BEICHUM, CO3/IaHHBIX B CBETE MOCTa-
HosiieHus LIK BKII(6) ot 10 ¢espans 1948
roga’. C oxkoHuaHueM JIMCKyCCHH O TIPO-
IPaMMHOCTH COBMAJI0 Hadano Jluckyccuu
0 HapOJHOCTH: €€ OTKpbUIA pPeJaKIMOHHAS
cTaThsi B nepBoM HoMmepe «COBETCKON My-
3bIkU» (1951) 1 poaOIKUIIO cieuanbHOe
3acelaHie KOMHCCHH MY3BIKOBEICHUS W
My3bIKaIbHOW KpUTUKH CO03a COBETCKHUX
KOMITO3UTOPOB, COCTOSIBILIEECS 5 UIOHS TOTO
xe 1951 roma’. B mapre 1955 roga B pam-
kax BoceMmoro mnenyma [pasnenus Coroza
komno3utopoB CCCP paszBepHynach emnié
omHA TPEXJIHEBHAS JHWCKyccHS O CHUMQO-
HU3Me, TOCBANIEHHAS OJJUHHA/IATA HOBBIM
cUM(OHUIECKUM TPOU3BENICHUSM, PO3BY-
YaBIIMM Ha IuleHyMme. Ei comyTcTBOBaso
HECKOJIbKO CTaTel COBETCKUX MY3bIKOBE-
JIOB M KOMITO3UTOPOB, OITYyOJUKOBAHHBIX
B xypHaie «CoBerckas my3bika»®. K 3ro-
My CleyeT 100aBUTh U MHOTOYHMCIICHHBIC
paboune coBelaHus, CBI3aHHBIE C 00CYXK-
JICHUEM BHOBb CO3/IaBa€MbIX COYHHCHHIA:
UM TOCBSIIAIUCH CHEIHAJIbHBIE 3aCeIaHUs
COOTBETCTBYIOIINX cekiuii B Coro3e KOM-
no3utopos (CK).

[TonroroBka K NPEACTOSAIIUM JUCKYC-
cusiM Oblma oObsiBneHa emé B 1933 romy;
toraa e TBopueckomy cextopy CK Obuio
NpeJIoKEeHO BBIOpaTh TEMATUKY, «Hau-
Ooyiee HHTEPECYIOIIYI0 COBETCKYI 00-
mecTBeHHOCThY’. Hauany auckyccuu
CroCcoOCTBOBaA KOHIIEHIUS HEIaBHO OC-
HOBAHHOTO XypHana «CoBeTCKast My3bIKay,
B 3HAYUTEIILHON CTEIICHH OPHEHTHPOBAH-

HOTO Ha TBOPYECTBO COBETCKUX KOMIIO3H-
TOpPOB. Jlpyroi crenuagsbHON MHCTUTYLUH,
HaITpaBJICHHON HA U3yYEHHUE COBETCKOU MY-
3BIKH, B TOT IEPUO/J €IIE HE CYIIECTBOBAJIO:
COOTBETCTBYIOIIAsl Kadenpa ObLIa OTKPHI-
Ta B MOCKOBCKOW KOHCEPBAaTOPHUH TOJIBKO
B 1937 rony, a nepBbie yueOHBIE TIpOrpam-
MBI cTamu obOcyxaarbcs B KoHie 1930-x.
Bo3mo)HO, 3TO CTano OmNHOW W3 NPUYUH
HEKOTOPOUM HEONPENETIEHHOCTH KIIFOUEBBIX
MO3ULUI B PaHHUX TUCKYCCHUSX, B YACTHO-
cty, auckyceun 1935 rona.

K 000cHOBaHHIO TMO3THKU COBETCKOM
cuM(poHUN ObUT MPUMEHEH amnmapar, clo-
KUBIIUKCSA B OOJMACTH aHaim3a cuM(OHU-
yeckoi My3biku XIX Beka. 9To ObLIO BIOJI-
He onpasaanHo. [1. ®3ipkiioy cupaBeInBo
OTMEYAaeT OCHOBAaHHWA, IOATBEPKAAIOIINE
IIPaBOMEPHOCTH Takoro mnoxaxona: «B Poc-
CUM OCTaBaJOCh JOCTATOYHO MY3BIKAHTOB,
CHOCOOHBIX 00€CIeUnTh MPEEMCTBEHHOCTh
C 10-00JbIIEBUCTCKON MY3bIKaJIbHOU KYIb-
Typoit <...> K 1917 rogy MsickoBCkHil yxe
Hanucan Tpu cumbonuu; [mmdp Takke
Hanucan Tpu; llreitnOepr Hammcan naBe.
ITepsas, “Knaccuueckas” cumdonus [Ipo-
Ko(peBa OblIa HamMKMCaHa JIETOM, B MpOMe-
KYTKe MeXIy (DeBpajbCKON U OKTSIOPhCKOM
peBomouusmu. lloatomy, korma mnepBoe
ITOKOJIEHHE MOJIOJBIX COBETCKMX KOMIIO3U-
TOPOB MOJT PYKOBOJICTBOM TaKUX IMEAaroron
KOHCepBaTopuu, kak [ ma3zynos, IlIteitnOepr
U MsCKOBCKHUH, TpeACcTaBHIO CUMGPOHUU
B Kau€CTBE CBOMX BBIIIYCKHBIX PabOT, OHU
NPOAOJDKUIN  TPAJUIUIO0, KOTOPOM OBbLIO
yke Oonee momyBeka» [8, pp. 291, 292].

COOTBETCTBEHHO, U TEPMHHOJEKCUKA
B KOHTEKCTE TEKYyLIEro MOMEHTA 0Ka3aJIach
JOBOJIBHO y3HaBaeMoW. Cpeau »aHpPOBBIX
OTIpEICNICHU TpeIaradnuch CcuM@oHuUs
«MaccoBasi» U CUM(OHHS «IECEHHAs.
CoBerckuii cuM(poHU3M mpenIaragoch
paccMarpuBaTh KaK «JI€MOKpaTUYeCKHI
cuM(GOHU3M», UJIU, MHa4ye, «CHXKETHBIN
cUM(OHU3MY, CYIIECTBYIOIIH B ABYX pa3-
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HOBUJHOCTSIX — «CHOKETHO-JIOTUYECKOIN»
U «CIOKETHO-UCTOPUYECKON». ABTOpOM
TEOpUH JEMOKpaTUYECKOTo cuMdoHU3IMa
BeicTynw M. . PeokknH, paccMoTpeBIni
HEKOTOpbIe CUM(OHHUYECKHE MPOU3BEae-
HUSI COBETCKUX KoMmo3uTopoB (Kuumme-
pa, MSICKOBCKOI0) ¢ MO3UILIMH U3JIaraeMoi
um Teopun'’. HeTpymHo 3ameTHTh, YTO
Takasi TPAaKTOBKa COBETCKOTO CUMQOHU3-
Ma ObLja MOMBITKON MPUMEHUTh K MYy3bIKE
MOAXOAbl MapKCUCTCKO-JICHUHCKON TeOo-
pun — 00 00IIeH CKIIOHHOCTH COBETCKHUX
MY3bIKOBEJIOB K MTOJ00HOMN aJlanTaiuu Mnu-
mwet O. [lanteneeBa B paHee LUUTUPYEMOM
ncciaenoBanuu [12].

. A. lllocrakoBu4 ObLI MEPBBIM U3 J10-
KJIQTYMKOB, KTO PACKPUTHUKOBAT M TOH00-
HbIN moaxon, u cumdonuu Kuummepa, 3a-
ABUB: «B 3TUX COUMHEHMSIX UyBCTBYETCH. ..
st OBl CKazall, “TOPrCMHOBCKAs 3BYYHOCTD:
u cepedpo, U Melb, U OJI0OBO, U 30JI0TO, U
HECMOTpPS HA 3TO, BCE-TaKU My3bIKa yOora
U npumMuTHBHa»'!. Jlake M3 3TOro BbICKA-
3bIBaHUSI BUIHO, YTO JUCKYCCHS MPOXOJIH-
na octpo. OgHaKO 4yBCTBOBANIACh U HEKO-
TOpasi HEYBEPEHHOCTh JOKJIATYMKOB: OHU
JIOJITO HE MOIIIM HAWTH HYXHBIA (dopmar
BBICTYIUICHHH, 32 YTO ObUIM MOJBEPIHYTHI
ynpékaM B M3JIUIIHEH akaAeMUYHOCTH —
N. N. ConnepTuHCKUIl KPpUTUKOBAT MPOdQ.
K. A. Ky3nenona, I'. H. Xy60B kpuTuxkoBai
W. 5. Pepkxuna u 1. 1. He BBI3Baiia ono-
Openus u npemnoxerHas A. A. Octpero-
BBIM M PBDKKMHBIM KOHLIENIUS COBETCKOM
cuM(pOHUH KaK MPEUMYIIECTBEHHO BOKAIb-
HO-CUM(OHHYECKOTO JKaHpa; Takxke OblLia
OTBEprHyTa HJAEs «MacCOBHU3ALUN» CHUM-
¢oHMM TyTEM BKIIIOYEHHS B €€ TEeMaTu3M
MHTOHALMKA MaccoBod necHu. M XyOoB, u
[ITocTakoBUM4 Ha3BajlM Ba)KHEWIIEW 3ana-
4yeil paboTy KOMIO3UTOPOB Haj CUM(DOHU-
YECKUM S3BIKOM. OJTHAKO M 3TO BCTPETHIIO
Bo3paxkeHusa. B noxmane A. C. OroneBna
OBLJIO MPSIMO CKa3aHO, YTO MOTOHS 33 «HO-
BBIM SI3BIKOM» TMPUBOAUT K (hopMausmy, u
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YTO 3aJ1a4a COBETCKOIO KOMIIO3UTOpa — UC-
KaTh MYTH, «KOTOPBIE JENAIOT MY3BIKY 10-
XOYMBOM J10 paboueii ayauTopun» 2.

Oco0oe BHUMaHKE OBLIIO YAEIEHO MOIXO0-
JaM B 00JIaCTH MY3bIKAJIbHO-KPUTHUYECKUX
nyonukamuit. I WM. Jlutunckuit oOpatun
BHUMaHUE Ha (POPMUPYIOIIUICS CTUIb MY-
3BIKOBEJYECKUX ONUCAHUM. ['010oM paHbIIe
3a (popmanu3Mm Oblla PACKPUTHKOBAaHA €ro
Bropas cumdonus. Kputukom BbICTYNUI
OcTtpernioB, HamucaBIINil OyKBaJdbHO Clle-
nytomiee: «IlyTh, o KOTOPOMY XOYeT UIATH
B cBoeil cumponun JIMTUHCKUH, 3TO MyTh,
OCHALIEHHBIN LENBIM apceHajoM Qopma-
JUCTCKUX MPUHIUIIOB. .. 3/1€Ch HE M03a0bI-
Ta ¥ HEOOXOAUMOCTh TudpepeHITupOBaHUS
MY3bIKQJIBHOTO MaTepuaja ¢ TOYKHU 3pEHUs
€ro KOHTPAaCTHOCTH, HE YIYyIIEHa oIac-
HOCTh KOMIIO3UI[MOHHBIX H3JIUIIECTB...
CnoBoM, MmakcumyMm OputenbHOocTH. Ho
BMECTE C TE€M, IIPU BCEH TIIATETBLHOCTU U
HIENEeTHJILHOCTH K BOIpocaM (OpMBblL, Jie -
HOE paBHOJYIINE K BOITPOCAM COAEpKaHMs !
Mpe1 He norajpiBaemcsi, OyAeT JIM 3Ta CUM-
(GOHMS TUPUYECKOW MOBECTHIO O MEPEKHU-
BaHUAX MEJIKOOYpP>Kya3HOTO HMHTEJUIMIEH-
Ta, WIA OOJBIINM SMUYECKUM ITOJIOTHOM O
reponyeckux Ooiiax smoxu [ paxaanckon
BOWHBI» .

JIuTUHCKUH, KOTOPBIA, BEPOSTHO, OBLI
BIIEUATJIEH TAKUM THUIIOM MY3bIKOBEIUYE-
CKOTO aHaiu3a, MPOLUTHUPOBAN (PparMeHT
n3 apyrou crarbu OcCTpernoBa, MOCBAILIEH-
Hoit cuMmponnu «Jlenun» B. f. [lebanu-
Ha: «[lepBas TemMa, B CBOEM BbIpaXKEHUU
O3Ha4aronasl CTPEMJICHHE KOJUIEKTUBA TPY-
JAIUXCST K KOHCOJIMJALIMM M KJIACCOBOM
CIUIOYEHHOCTH, OOpUCOBaHAa C TOMOUIBIO
SHEPTMYHOIO KpyToro xoza... I[loBsime-
Hue E saBuseTcs pe3yJbTaroM 3TOU CKPBITON
60pwOBbL... [1o e€ 3aBepiieHNN COJb MaJoi
OKTaBbI BBICTYNIA€T B JIBOMCTBEHHOM POJIA
— Kak IecTas CTYyNEeHb M KAaK BO3MOXKHas
cyomoMuHaHTa» U T. A.'* Jlanee JIunTuHCKAN
3aKkimodaeT: «kKpuTHK ¢ yIuBUTENBHOM pa3-
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BS3HOCTBIO OEpETCs 3a aHAlU3 OAHOIO U3
KpYINHEUIINX, MyCTh M JIUCKYCCHOHHBIX
NPOU3BENCHUN OTHOTO U3 JIYUIINX MOCKOB-
CKHUX KOMIIO3UTOPOB... 3[1eCb TOBOPHUIIOCH
0 YHUCTOTE fA3bIKa B COBETCKOM TBOPUYECTBE.
OnHako HACKOJIBKO HEOIaromoiy4Ho o00-
CTOSAT JIeJla C YUCTOTON S3bIKa HAIIMX KPH-
TUKOB» >,

VYike caM CTWIb JUCKYCCHUU CTaBUT IOJ
COMHEHHE HEMPEeJIOKHOCTh IMpaBui, H3ja-
raeMbIX HEKOTOPBIMU TOOOPHUKAMH «CO-
UATUCTHYECKOTO COACPHKAHU.

TouHo Tak ke, U3yyass Marepuaybl My-
3BIKOBEYECKUX JUCKYCCUM, HENb3d HE
00paTuTh BHUMaHHME W HA UIYTIUBBIN Xa-
pakTep KPUTUYECKUX BBICTYIUICHUH, U Ha
HECOMHEHHO BBICOKHH MpodeccrnoHanimm
MHOTUX oueHoK. Kak crpaBeanuBo 3ame-
yaet [1. ®31upkiioy, HECKOJIBKO UPOHUYHBIN
TOH KOMITO3HTOPCKHX AcOaroB 1935 roma
3aMETHO OTJIMYAJICSI OT PUTOPUKH APYToro
MEPOIPUATHUS, TPOXOIUBILIETO TOI0OM PaHb-
me, B 1934 rogy. Uccnenosarens umeer
B Buay llepBbii cbe3n mucarenei, Ha Ko-
TOPOM ObLIT BIEPBbIEC MPOBO3IIAIIEH METOA
COIIMAJIMCTUYECKOTO peanusma [7, p. 262];
IPUMEYATENbHO, YTO B pAMKaX MY3bIKOBE/-
YECKOM JTUCKYCCUH O CUM(OHHU3ME 3TOT Me-
TOJ| MPAKTUYECKU He oOcyxaancs. Beé ato
noOy>X/1aeT HAC HE OTHOCHUTHCS CIIUILIKOM
CephE3HO K MPEANUCAHUIM U pelenTam co-
BETCKHX HJICOJIOTOB, BO BCSIKOM cllydae, He
UCKaTh TOCJEeI0BATEIbHOTO COONIOACHUS
ATUX TPEANUCAHUNA B TEKCTaX MY3bIKaJb-
HBIX TIPOU3BE/ICHU.

OcreTnyeckas CTOPOHA COLPEATUCTH-
YECKHX MY3BIKAJIbHBIX OIyCOB, COBpEMEH-
HBIMH HCCJIEIOBATENISIMU HEPEIKO OTpeje-
JsieMasi KaK «CEpOoCTb» M «3aypsIHOCTH)
[9, pp. 338-339], B cepenune 1930-x ronos
eni€¢ He BBI3bIBAJIA HETAaTUBHBIX OIICHOK.
Ckopee, Ha000pOT: 3TO OBLIO BpeMs MOUC-
Ka TOM YHMKaJbHOM KaHPOBOW HHUIIIHU, B KO-
TOpoil (h)eHOMEH COBETCKOr0 CHUM(pOHHM3MA
MoT OBl 0OpECTH CBOIO COBETCKYIO K€ HEIO-

BTOPUMOCTB. 3ajiaya Xopolled CUM(pOHHU
BUJENACh B €€ CIOCOOHOCTU MpoOyKAaTh
MTHOBEHHBIN U HEMOCPEACTBEHHBIN OTKINK
y caymarens. OaHako U B 3ToM 00macTu
OJTHO TOJIbKO MY3BIKaJIbHOE BO3JEHCTBUE
Ka3aJI0Ch HEJOCTaTOYHbIM: 3a ITOMOILbIO
CHOBa 00pAIAIKCh K CIIOBY.

OcTpenoB B CBOEM JOKJIaJle MPUBEN
HUTATy W3 THCbMAa, KOTOPOE MOIYyYHUI
M. Topbkuil OT Tpynnbl MHOHEPOK: «MbI
XOTUM TaKUX KHIKEK, YTOOBI MBI, JEBOY-
Kkd, Toiakanumy. OO0pa3 1uradymieil aeBod-
KW, BIIOCJICJICTBUN TPaHC(HOPMHUPOBAHHBIN
B «IUIAYYIIETO CyIIaTess» M B3ATHIA Ha
BOOPY>KECHHE MY3bIKAJIIbHBIMU KPUTHUKAMHU,
Mmo3xke emeé OyIeT MeNbKaTh Ha CTpaHUIAX
«CoBeTCKOl My3BIKM» KaK BECOMOE JOKa-
3aTeJIbCTBO BBICOKOTO KaU€CTBA COUMHEHUSI.
«Bo Bpems ucnomunenus CuM¢poHUH-TION-
MBI TaMaTta 3ou Kocmonembsitackon C. Pa-
30pEHOBA PAJIOM CO MHOUW CHJEIIa MOXKujas
xkenmuHa, — numer J[.b. KabaneBckuii
B OJJTHOM M3 MaTepuanoB Bropoi nuckyccun
0 coBeTckoM cumdonuszme (1955). — Bna-
yajie OHa cllyliajia JIOBOJIbHO PaBHOAYIIIHO,
MoToM Bcé€ Oosiee u Oosee HanpsHKEHHO, HA
1a3ax €€ MOosSBWINCH CJIE€3bl, U HAKOHEI] OHA
3ariakana, He MbITasICh JaXXe CKPBITh 3TOr0
OT cocenein ',

[lonoOubIMU aprymeHTamMu OyayT OT-
CTanMBaTh CBOU MO3MUIMHU Aaxke wieHbl Ko-
murera 1o CtaauHCKuM npemusim. B cre-
HOTpaMMe, TOCBAIIEHHON MPHUCYKICHUIO
npemuii 1944 roga, MOXKHO YBHUIIETh XOJ
oOcyxnenus: Bocomoit cumponnu u Tpuo
Ne 2 IllocrakoBuua, KOTOpbIE B KaKOU-TO
MOMEHT ObUTH YK€ (PaKTHMUECKH OTKJIOHE-
Hbl. My3piky IllocTrakoBuua Xapakrepuso-
Balli KaK «HEBBIHOCUMYIO KakKO()OHHION;
3TO, BEPOSITHO, OBLIO HEJIOBKO CIYIIATh
MPUCYTCTBYIOIINM Ha OOCYXJICHUH MY3bI-
KaHTaM — cpenu Hux Obuth A. TonmbaeHBel-
3ep, M. I'musp, C. Camocyn, ogHako HX
BO3PaXXEHUS HE UMEJH CUJIbl. Pemaronuit
apryMEHT NpHUBEN 4YEJIOBEK, NaNEKUN OT
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My3bIkH, — niucarenb A. A. @anee. Ily-
omukatop creHorpammel E. M. J[BockuHa
CIIPAaBEJIMBO OTMEYAET, YTO HAWIy4YlIUM
JIOBOJIOM OKa3asiach TporareiabHas peub Pa-
neesa, KoTopelil nogaepxkan Tpuo Ilocra-
KoBHYa: «OHO BIEUATIISET YETOBEKA, OUYCHb
HEUCKYIIEHHOTO B Crieu(UYECKUX BOIPO-
cax my3bIku. [IpocTo yenoBeka, MMerolIe-
r0 KMBYIO Y1y, 3TO IPOU3BEACHUE 3aXBa-
THIBA€T. JTO BBIJAIOLIEECS NPOU3BEIACHUE.
51 —4enoBek ¢ MONHBIM OTCYTCTBUEM MY3bI-
KaJIbHOTO 00pa30oBaHusl, HO MEHS 3TO IPO-
U3BEICHUE MCKIIFOYUTEIBHO BIEYATIWIO, U
s1 JOJITO HAXOJMJICS TIOJ] €70 BIEYATICHUEM.
N3 Bcero, uto Mbl Ha KomurteTre ciabliiany,
HaubOosee CUJIbHOE BIIEYATICHHE y MEHS
OCTaJIOCh OT 3TOTO TpHO» [2, . 91].

CnoBo «BIEYATIUIIO», HECKOJIBKO pa3
IIOBTOPEHHOE Ha IPOTSIKEHUH KOPOTKO-
IO BBICKA3bIBaHMS, IIPUTOM IIOBTOPEHHOE
Mpo(heCCHOHANILHBIM THCATENIEM, XOPOIIIO
3HAIOIIUM 3aKOHBI CJIOBECHOCTH, BO MHO-
TOM pEIIWIO HUCXOX Jnena. B Tor mepuon
«KITIOUEBBIE CJIOBA TEKYIIETO MOMEHTa»'’
BOOOIIIE pertaii MHOTOE |, Cy/s IO MHOTO-
YHUCJICHHBIM (h)aKTaM, BXOJWJIH B KOMIUIEKC
001116l OIIEHKH KaueCTBa COUMHEHHS.

Takum 00pa3oMm, OJHOW W3 TJIABHBIX
B TMOAXOJE K CO3JaHHUI0 CUM(OHUYECKON
MY3bIKH B TEUCHHE JIOJITOT0 BPEMEHU Oblia
YCTAHOBKA HA 3MOLMOHAJIBHYIO PEaKIHIO
CIIymiarensi, IPUTOM HENMPEMEHHO OTped-
JexkcupoBaHHy0. C 3THM CBSI3aHO HEU3-
MEHHOE BHUMAaHHE K pa3nyHbIM (hopmam
oOpaTHOU CBSI3M — HapUMeEp, MUChMaM OT
CIIyIlIaTesie, KOTOpPhIE NeYaTaauch B IICH-
TPaJIbHBIX Ia3€Tax U )KypPHAIAX U B KOTOPBIX
(dhopMynupoBaCs ONpeaeIEHHbIN COIUaTb-
HbIM 3aka3. K xommo3uTopam oOparaiuck
C KOHKPETHBIMHU MOXKEJIIAHUSIMU — HaIlpu-
Mep, B «COBETCKOM MY3BIKE» IEYaTaIUCh
nuceMa — «Yero xayT JIETYMKH OT COBET-
CKHX KOMIIO3UTOPOBY», «Yero *IyT KOIx03-
HUKHU OT COBETCKUX KOMIIO3UTOPOB» U T. JI.
TBOpueckuil OTBET Ha MOJOOHBIE 3aIPOCHI

2021,2

paccmarpuBaics Kak OAMH U3 myTed Qop-
MHUPOBAHUS LIEJIEBOU ayAUTOPHUHU.

Becbma 3HauuTENBHBIM OBUT KOHTEKCT,
KOTOPBIM JTOMUHHUPOBAJ Ha BCEM MPOTSIKE-
HUU cOBeTCKOW uctopuu. OH ObLT CBSI3aH
C TOMBITKON COEIMHUTHh MY3BIKY W Tpa3i-
HUK: HaunHadg ¢ 1927 roga BCEBO3MOKHEIE
MIpa3IHOBaHUs CTaJM €/1Ba JIM HE IVIaBHBIM
MOOYIUTENTFHBIM TIOBOAOM JUIsl CO3/IaHUS
HOBBIX MY3bIKaJbHBIX ITpou3BeneHU. Kax
oTMeuYaeT HeMelkuil ucropuk M. Ponbd,
«mpazgHoBaHue 10-JeTus yCTaHOBIIEHHUS
COBETCKOM BIIACTH JAaJ0 TOMYOK JAIbHEHU-
IEMY PACIIMPEHHIO MPA3IHUYHOTO JBUKE-
HUs, KOTopoe mnponoikainock B 1930-e rr
[Ipa3nHOBaHMSI CTAaHOBWINCH BCE MOMIIE3-
Hee, YUCIO OQUIMAIbHBIX MPa3IHUYHbIX
nat Bo3pactaio» [6, c. 8]. s kommo3u-
TOPOB K 4epe/ie Mpa3THUKOB JT00aBISIUCH
KOMIIO3UTOPCKHE TUIEHYMBl U CBE31BI,
B MpPEAJABEPUN KOTOPBIX CO3/1aBAIUCh HO-
BbIC COYMHEHUS W MPUHUMAINCH HOBBIE
00s13aTeNbCTBRA.

He3anonro mno mpa3gHUYHBIX COOBITHI
HAaYMHAJIOCh MHOTOJHEBHOE OOCYXIACHUE
3aBEPUIEHHBIX M HE3aBEPUIEHHBIX COYMHE-
HUW COBETCKHUX KOMIIO3UTOPOB, B Ta3€Tax U
KypHaJlax pa3MeIlaiuCh TBOPYECKUE OTUE-
TBI 0 paboTe HaJa MPOU3ZBEACHUSMH U T. II.
Tak, 8 u 9 mas 1937 roma, B nmpeaaBepuu
20-netust OKTAOPS, COCTOSIIOCH OUEPETHOE
o0OcyXIeHHe Tpa3aHUYHBIX I1aHoB. Cre-
HOTpamMMa COOBITHS CTaja OJHUM U3 TOKa-
3aTeNbHBIX JIOKYMEHTOB, 3aleyaTiieBIINX
KOJIJIEKTUBHOE MOJICIMPOBAHUE OyayIInux
koHIepToB'®. FOOMIelino# gare, Kak 0ObIY-
HO, COMNYTCTBOBAJIO BO3pacTaHUE 4YHUCIA
MPOrPAaMMHBIX CUM(POHHYECKUX OITyCOB.
B cnincke 1937 roga okazanuch COUMHEHUS
HE TOJIbKO HOBBIE, HO Y HAITUCAHHBIE B IIpe-
JBIIYIIUE TO/ABL: OpKecTpoBas ctouta «Co-
Berckuii Boctok» C. Bacunenko (1932); 14,
15 u 16 cumdbonuu H. Msckosckoro (1933;
1935; 1935-1936); «Becennsisi cumpOHHS»
10O. Kpeiina; 3-s1 «lanpbHeBoCTOUHAS U 4-51
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«[Tosma o Goite-koMmcomolbiey JI. Kaumn-
nepa; 3-s1 «Jlennn» u 4-1 «Ilepexonckas»
B. lle6anuna; 4-s1 «Typkeubd» M. 1lTeitn-
Oepra u psan Apyrux. B mporpaMMHbIX MOA-
3aroJIOBKax YMTajaach MOBCEIHEBHAS KU3Hb
CTpaHbl, €€ TpPYIOBbIE 3a00THI, HAJEKIIbI
u MeuThl. [IpubnmkEHHOCTh K Mpa3IHUY-
HOW Jare coolImana BCe COBOKYMHOCTH
COYMHEHHMM OTTEHOK TBOPYECKOIO OTYETA,
B HUX (PUKCUPOBAIUCH BEJIUKHUE JIOCTHXKE-
HUS «OOJIBIIO COBETCKOW UCTOPUHU.

MOXHO 3aMEeTUTh, YTO MPOrPAMMHOCTH
OblJIa CBOET0 poja MHAMKATOPOM TEKYIIeH
MOJUTUYECKON «Ioro/ib». B mepBbie 10-
CJIEBOCHHBIE TO/IbI MY3BIKOBEIYECKAS PH-
TOpUKAa B 3TOM IUIaHE ObljIa OTHOCHUTEIb-
HO HEWTpaJIbHOM: B Marepualiax >KypHala
«CoBeTckasi My3bIKa» YTBEPKIaJOCh, UTO
«COBETCKOMY CUM(pOHU3MY HE CBOMCTBEH-
Ha MPOrPaMMHOCTh B TPAAUIIMOHHOM MTOHU-
MaHUHU ITOTO CJIOBa», YTO «cUMpOHUU M-
ckoBckoro, IllocrakoBuua, IIpoxodnena,
Xavarypsina, Mypajienu He UMEIOT JINTepa-
TYpHBIX IIPOTpaMM WJIM MPOTPAMMHBIX Ha-
3BaHui»!’. OgHako mocie 1948 roga Kyast
MPOrPAMMHOCTH OBLIT BO3POXKIEH C HOBOU
CUJION, TMOPOJIMB BCIUIECK BCEBO3MOXKHBIX
KPYIHBIX U MEJIKMX COBEILIaHUM.

K Teopernueckomy 000CHOBAHHIO IMPO-
TPAMMHOCTA OBUIM TIPHUBJICUYCHBI CaMble
cepbpé3Hble My3bIKOBenueckue cuibl. Ha
TBOpUeCKOM coBemanu Coro3a KOMIO3HU-
TOpoB B Mae 1949 rona BeicTynanu mpodec-
copa C. C. Ckpebxros, B. B. IIporomnomnog,
B. A. llykkepman. BerynurenbHoe ci10BO
yutan A. U. llasepasan. [maBHyro 3amauy
COBeIllaHUs OH O0O3HAauYMJl Kak cTpemJie-
HUE «OTBETUTh Ha Psii HACYIIHO BaXKHBIX
BOIIPOCOB: KaK OCYIIECTBIIAETCA MOBOPOT
COBETCKUX KOMIIO3UTOPOB K OJJTHOM U3 BaX-
HEWIIMX TBOPYECKHUX 3ajad <...> K Npo-
rpaMMHOMY cUM(pOHU3MY»*,

B nokmage CkpebkoBa «IIpoGremsl
NpPOrpaMMHON  MY3BIKH» YTBEPXKIAI0Ch,
YTO «3a0BEHUE MPOTPAMMHOCTH XapakKTe-

pu3yercsi CyOBEKTUBU3MOM COJIEpPKaHMS
MY3bIKH, HEONPEAEIEHHOCTBIO €ro CMBbIC-
na... O6BuHeHue ToB. JK1aHoBa, BbIIBUHY-
TO€ OECporpaMMHON My3bIKE COBETCKHX
KOMITO3UTOPOB, OKa3bIBA€TCS OOBHHEHHEM
WACHHBIM, TPUHIIUIHATEHBIM, OTHOCSIITIM-
cs K caMOMy cylluecTBy My3blkH. CrTaHO-
BUTCS SICHBIM, TMOYEMY (POPMATIUCTUYECKOE
TBOPYECTBO TATOTENO K OecrnporpaMmMHOM
MYy3BIKE»?!.

Kak cienctBue, MeHsUICA U aHATUTHYC-
CKUI METOA: pa30op CUM(POHUYECKHX MPO-
U3BEIACHUNA TPOBOAMICS HCKIIOYUTEIBHO
C TO3UIUHU JUTEpaTypHOro cioxkera. Tak,
KaKJasi mapTus COHaTHOW opMBbl paccMma-
TpUBaJaCh B TECHOW CBSI3U C JIUTEPATYp-
HBIM 00pa3oM, HampuMep: SKCIO3UIHS —
«CTapble JIOAM U JIEBYIIKa», pa3paboTka
— GIPUXOJ 3JIbIX JIIOAEH», pernpu3a — «CTa-
pble JIOOM B HOBOM OOJIMKE» M «IUIady-
asi JCByIIKa», TAKKE B HOBOM OOJIHKE™.
B HEKOTOPBIX BBICTYIJICHUSIX TOTO HEPUO-
Jla YTBEPKAAJIOCh, YTO Mepe] HAUCAHUEM
Jla’ke HEMPOTPaMMHBIX HHCTPYMEHTAIBHBIX
COYMHEHUN COBETCKHE KOMIIO3UTOPHI U3Y-
Yar0T UCTOPHUYECKHE JOKYMEHTBI, pacCKa3bl
MapTU3aH, CBUIETEIbCTBA YYACTHUKOB CO-
OBITHI U T. 1., TO €CTh BEAYT HOATOTOBKY,
aHAJIOTUYHYIO TOMY, KaK TOTOBUTCS MHCa-
TeJb K CO3/IaHUIO CBOETO COUYMHEHUSI.

Takum oOGpa3oM, B IEpBbIE COBETCKHE
AecATUIeTHs] CUM(pOHUYECKass My3bIKa U
CJI0BO 00Opa3zoBaii 0coOyro oOnacTh B3a-
MMOOTHOILIEHUH, pacIoyiaraloulyrocs: Ba-
JIeKe OT MPUBBIYHOTO COUYETAHMS MOI3UU U
MY3bIKA B BOKAJIBHBIX kaHpax. Ux cOmu-
KEHHE HOCWJIO B 3HAUUTENIbHOW CTENEHU
PYKOTBOPHBIM Xapakrep, 00yCIOBIECHHBIH
HEOOXOMMOCTBIO /I MY3BIKH OTPaXkaTh
BIIOJIHE  OMNpeAeNEHHOE  COJepKaHue,
— Jlake B TeX cllyyasx, Korja peyb Iia
0 HEMPOTPAMMHBIX CUM(OHUYECKUX MPO-
n3BeneHusAX. M. @posoBa-Yokep MNHIIET,
YTO B HEKOTOPBIX clydasX (yHKLIHUIO
COJIEPKATENBHOTO OOOCHOBAHUS TPUHHU-
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MaJId Ha cebs Jake CONpPOBOIUTEIbHBIE
MpPOrpaMMKHU: «3a 3TO MbI JOJKHBI Oia-
roAapuTh CBOUX MPEIIECTBEHHUKOB, CO-
BETCKMX MY3BIKOBEIOB, KOTOpBIE B3sUIU
Ha ce0d 3a/1a4y AaTh TOJKOBAHHE Ba)KHBIX
MPOU3BEICHHI HE MPOCTO MO MPUXOTH WIIH
HauTHIO, a TIIATEJbHO IIOJCTPOUB IOX
HyX1bl 1HD» [10, p. 47]. B To#i e mepe

MBI JOJDKHBI OJIaroapuTh UX 332 aHATUTH-
YeCKHe OINHCAaHMs, MyOJUYHbIE Pa3OoophI
¥, KOHEYHO, TUCKYCCHH: B HHX IOJydayia
MOAJICPKKY caMa MY3bIKa, Il KOTOpOH
MY3BIKOBETYECKOE CJIOBO IMOPOH OBLIO U
ONpaBJaHUEM, W CIIACEHHUEM, U 3aJIOTOM
YCIIEIIHOM CIIEHUYECKOU CYbOBI.

<> TIPUMEYAHUA <>

' Crenorpamma 1-ii KoHpEepeHIIMH MY3BbIKaIbHBIX pabOTHHUKOB. 14—18 wmions 1929 roga
// Poccuiickuii rocyaapCTBEHHBIN apxXuB JIuTeparyphl U uckycctBa (PTAJIN). @. 645. Om. 1.

En. xp. 337.

2 Anocrosnos I1. Hekotopbie TeopeTHUECKHE BOIPOCHI porpaMMHOCTH // COBETCKast My3bIKa.

1950. Ne 1 (134). C. 36.
3 Tam xe. C. 101.

4 JTuckyccus o cumponusme // CoBerckas mysbika. 1935. Ne 3. C. 101-104; Ne 6. C. 28-43.

> Coro3 kommozutopo CCCP. Oprrkomurert. ITnenym (1941; Jlenunrpan). JIeHuHrpaackuii
Bble3nHON TieHyM Oprrkomurera Coro3a kxomno3utopoB CCCP, mocBsaméHHBIN mnpobiaemam
coBeTckoro cuMponmuzma (6—18 mas 1941 r.): cnpaBounuk nenerara. JI.: Jlenunrp. Coro3 Cos.

Kommnosutopos, 1941. 36 c.

6 CreHorpamma, MOCBSIIEHHAS HOBBIM TNPOU3BEACHHUAM CUM(OHHUYCCKOH, OpaTOPHATIbHOM,
KaMEpHO-UHCTPYMEHTAJIbHON My3bIkd. 17—18 mas 1949 r. // PTAJIN. ®. 2077. Omn. 1. Ex. xp. 368.

184 1.

7 CreHorpaMma 3acelaHusi KOMHUCCHH, MOCBSIIEHHOTO BOIPOCY ITOATOTOBKU JHCKYCCHH
o HaponHoctu. 5 uroHs 1951 roga // PTAJIA. ®. 2077. Om. 1. Ex. xp. 615. 47 1.

8 AmocronoB II. Bompocel mostuku coBerckoii cumponnu (B mopsake o6cyknaeHus
k npencrosimemy VIII minenymy IIpaBnenus Coroza kommozutopoB CCCP) // CoBeTckasi My3bIKa.
1955. Nel. C. 18-31; Huckyccus o coBerckoM cuMponuzme // CoBeTckast my3bika. 1955. Ne 5.

C. 2648 u np.

> Arosmsa JI. K mrenymy CCK. T'og paborsr Coro3a cOBETCKHUX KOMIO3UTOPOB // CoBeTCKast

My3bika. 1933. Ne 6. C. 133.

10 Ppoxkun W. 3agaun coBerckoro cumponnsma // CoBerckas mysbika. 1935. Ne 6. C. 17, 18.
" Tuckyccus o coBerckoMm cumponnsme // CoBerckas mysbika. 1935. Ne 6. C. 32.

12 Tam xe. C. 38.
13 Tam xe. C. 10.
4 Tam xe. C. 41.
15 Tam xe. C. 41, 42.

16 Kabanesckwuii /. JluckyccroHHbIe 3aMeTKH 0 cuMmdonusme // CoBeTckast My3bika. 1955. Ne 5.

C.5.

17 Cwm.: IlImenépa T. Kimrouessie ciioBa Tekymero momenTa // Colleqium. 1993. Ne 1. C. 33-41.

'8 CreHorpaMMa COBEIIIAaHUS KOMITIO3UTOPOB M PYKOBOIUTENCH My3bIKaIbHBIX TEaTpoOB
0 TIOJITOTOBKE MY3BIKAIBHBIX Mpou3BeaeHu K 20-metrio OKTAOPHCKON PEBOMIONMH. 1-i JICHB.
8 mas 1937 rona // PTAJIA. ®. 962. Omn. 3. Ex. xp. 270. 79 n.

202



2021 .2 Musical Historiography 0

19 Nanwunesud JI. 24-s cumbonus H. MsckoBckoro // CoBeTckast My3sika. 1946. Ne 4, C. 37.

20 CreHorpaMma, MOCBSIIIEHHAS HOBBIM TMPOU3BEICHHUAM CHM(OHHYECCKOW, OpaTopHaIbHOM,
KaMEpHO-UHCTPYMEHTAJIbHOU My3bIkH. 17—18 mas 1949 1. PTAJIN. ®. 2077, on. 1, en. xp. 368.
C.2.

2l Tam xe. C. 8.

22 Tam xe. C. 24.

< AUTEPATYPA <

1. Bopo6néB A. IO. ApxurekrypHublie KoHKypchbl 1930—-1932 ronoB Ha TeaTp MaccoBOTO IeHCTBa
u cuarernueckuid Tearp B CCCP. [loucku TeaTpa HOBOTO THMA: JIUC. ... KaHJ. apXUTEKTypbl. M.,
2012. 199 c.

2. Bocemas cumdonus IllocrakoBnua u CranuHckas mpemus / MMyOJd. W KOMMEHT.
E. M. [IBockunoii // My3bikanbhas akaaemusi. 2008. Ne 2. C. 88-94.

3. Tepsep JI. JI. My3bika 1 My3bIKajibHasi MUQOJIOTHS B TBOPYECTBE PYCCKUX MOITOB: (TIEpBbIE
necsatunerus XX Beka). M.: Unnpuk, 2001. 248 c.

4. MenseneB C. A. CCCP: pexonctpykuusa tekcra (K 77-metuto coBeTckoro amckypcea) //
Hnuoe. XpectomaTust HOBOro poccuiickoro camocozHanust / mox pen. C. b. Uepnsimesa. M.: Apryec,
1995. T. 3. C.315-346.

5. Paky M. I. My3ssikanbHas kjiaccuka B MU(OTBOpUYeCTBE coBeTckoil amoxu. M.: HoBoe
muTeparypHoe obo3penue, 2014. 720 c.

6. Pombd M. CoBerckue maccoBsie pazauuku / iep. ¢ HeMm. B. T. Antyxosa. M.: POCCIISH,
2009. 439 c.

7. Fairclough P. “Perestroyka” of Soviet Symphonism // Music & Letters. Vol. 83, No. 2
(May 2002), pp. 259-273.

8. Fairclough P. Legacies of Romanticism in the Early Soviet Symphony // Symphonism in
Nineteenth-Century Europe. Edited by José Ignacio Suarez Garcia and Ramén Sobrino Sanchez,
Turnhout, Brepols, 2019 (Speculum Musicae, 35), pp. 291-315.

9. Fairclough P. Was Soviet Music Middlebrow? Shostakovich's Fifth Symphony, Socialist
Realism, and the Mass Listener in the 1930s // Journal of Musicology. 2018. No. 35 (3) (July),
pp- 336-367.

10. Frolova-Walker M. ‘Music is obscure’: Textless Soviet works and their phantom programmes
//'J. Walden (Ed.) Representation in Western Music. Cambridge: Cambridge University Press, 2013,
pp. 47-63.

11. Naumenko T. Textological Aspects of Musicology in Russia and the Former Soviet Union.
Moscow: Progress-Tradition, cop. 2017. 446 p.

12. Panteleeva O. How Soviet Musicology became Marxist // The Slavonic and East European
Review. 2019. No. 97/1, pp. 73—-109.

13. Zuk P., Frolova-Walker M., Eds. Russian Music Since 1917: Reappraisal and Rediscovery.
Oxford: Oxford University Press, 2017. 434 p.

06 asmope:

Haymenko Tarbsina UBaHOBHA, TOKTOpP MCKYCCTBOBEICHMS, Mpodeccop, IPOPEKTOP
o Hay4yHOW pabote, 3aBeAyromas kadenpoil Teopuu My3bIKH, Poccuiickas akajaeMuu
My3bikd uMeHU [Hecunsix (121069, . Mocksa, Poccus), ORCID: 0000-0002-0286-2339,
t.naumenko@gnesin-academy.ru

203



G/ﬁ\

My3bikaAbHag nctopuorpadus 2021.2

<" REFERENCES <>

1. Vorob'ev A. Yu. Arkhitekturnye konkursy 1930—1932 godov na teatr massovogo deystva i
sinteticheskiy teatr v SSSR. Poiski teatra novogo tipa: dis. ... kand. arkhitektury [ The Architectural
Competitions of 1930-1932 for the Theater of Mass Action and Synthetic Theater in the USSR.
The Search for a New Type of Theater: Dissertation for the Degree of Candidate of Architecture].
Moscow, 2012. 199 p.

2. Vos'mayasimfoniya Shostakovicha i Stalinskaya premiya [Shostakovich’s Eighth Symphony
and the Stalin Prize]. Publication and commentary by E. M. Dvoskina. Muzykal'naya akademiya
[Musical Academy]. 2008. No. 2, pp. 88-94.

3. Gerver L. L. Muzyka i muzykal'naya mifologiva v tvorchestve russkikh poetov: (pervye
desyatiletiya XX veka) [Music and Musical Mythology in the Works of Russian Poets: (The First
Decades of the 20th Century)]. Moscow: Indrik, 2001. 248 p.

4. Medvedev S. A. SSSR: dekonstruktsiya teksta (K 77-letiyu sovetskogo diskursa) [USSR:
Deconstruction of the Text (Towards the 77th Anniversary of Soviet Discourse)]. Inoe. Khrestomatiya
novogo rossiyskogo samosoznaniya [The Other. Chrestomathy of the New Russian Identity].
Ed. by S. B. Chernyshev. Moscow: Argus, 1995. Vol. 3, pp. 315-346.

5. RakuM. G. Muzykal'naya klassika v mifotvorchestve sovetskoy epokhi [ The Musical Classics
in the Myth-making of the Soviet Era]. Moscow: Novoe literaturnoe obozrenie, 2014. 720 p.

6. Rol'f M. Sovetskie massovye prazdniki [Soviet Mass Holidays]. Translation from German
by V. T. Altukhov. Moscow: ROSSPEN, 2009. 439 p.

7. Fairclough P. “Perestroyka” of Soviet Symphonism. Music & Letters. Vol. 83, No. 2 (May
2002), pp. 259-273.

8. Fairclough P. Legacies of Romanticism in the Early Soviet Symphony. Symphonism in
Nineteenth-Century Europe. Edited by José Ignacio Suarez Garcia and Ramon Sobrino Sénchez,
Turnhout, Brepols, 2019 (Speculum Musicae, 35), pp. 291-315.

9. Fairclough P. Was Soviet Music Middlebrow? Shostakovich's Fifth Symphony, Socialist
Realism, and the Mass Listener in the 1930s. Journal of Musicology. 2018. No. 35 (3) (July),
pp- 336-367.

10. Frolova-Walker M. ‘Music is obscure’: Textless Soviet works and their phantom programmes.
J. Walden (Ed.) Representation in Western Music. Cambridge: Cambridge University Press, 2013,
pp. 47-63.

11. Naumenko T. Textological Aspects of Musicology in Russia and the Former Soviet Union.
Moscow: Progress-Tradition, cop. 2017. 446 p.

12. Panteleeva O. How Soviet Musicology became Marxist. The Slavonic and East European
Review. 2019. No. 97/1, pp. 73—109.

13. Zuk P., Frolova-Walker M., Eds. Russian Music Since 1917: Reappraisal and Rediscovery.
Oxford: Oxford University Press, 2017. 434 p.

About the author:

Tatiana 1. Naumenko, Dr.Sci. (Arts), Professor, Vice-rector for Research, Head at
the Music Theory Department, Russian Gnesins’ Academy of Music (121069, Moscow,
Russia), ORCID: 0000-0002-0286-2339, t.naumenko@gnesin-academy.ru

&P

204



& My3blkaAbHas KyAbTypa HapoaoB Poccuu 2

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2021.2.205-214
YIK 781.7

M. C. ’KUPOB, O. §I. "KHPOBA, O. Wi. ATEKCEEBA, JI. A. KHHAIII

Beneopoockuii 2ocyoapcmeenubiil UHCMUMYm UCKYCCMe U K)Ibmypbl
2. benzopoo, Poccus
ORCID: 0000-0002-3774-915X, ZhirovMS1951@mail.ru
ORCID: 0000-0002-5553-8815, Zhirova_Olga 1951@mail.ru
ORCID: 0000-0003-2331-0178, paramartika@mail.ru
ORCID: 0000-0001-8026-6922, [.kinasch@yandex.ru

My3bIKaAbHO-CTUAEBbIE 0COOE@HHOCTU NMeCeHHOro hoAbKAOpaA
beAropoAcko-OCKOALCKOro permoHa: y3KOAOKaAbHble NMPOSIBA€HUS

ConepxaHue cTaTbU PaCKpbIBACT MY3bIKaJIbHO-CTHIIEBbIE 0COOEHHOCTH ECEHHOTO (OIBKIOpa
cena PoxxnectBeno Banyiickoro paiiona benroponckoit o0nacTu kak ssipkuil mpumep 0060co0neHHON
CTHJICBOW BeTBU HAPOAHOM My3bIkH benroponcko-Ockonbckoro pernona. McenenoBanue 6a3upyercs
Ha aBTOPCKUX MY3bIKaJbHO-3THOTpauuecKux marepuanax, COOpaHHBIX Ha TEPPUTOPHUHU JIOKyca
B iepuof ¢ 1972 mo 2010 roa. MccrnenoBanue BoISBIIO OBITOBAHHE CE30HHBIX (BECEHHUX, JICTHHX )
XOPOBO/IHO-IUISICOBBIX TECEH, YAUBHUTEIbHYIO COXPAaHHOCTh CBaJ€OHBIX MECEH, MPUYPOYECHHBIX
K OCHOBHBIM JTamnaM CBaJgeOHOM «urpbl». LleNbHOCTH M apXaMyHOCTh HAPOAHOM MNECEHHOH
Tpaguuuu cena PoxxnectBeHO Baiyiickoro paiioHa IMpOsBUIACH B TUIIOJIOTMYECKUX MApaLIEIIX
MEX]y CE30HHBIMU XOPOBOJHO-IUISICOBBIMH U CBaICOHBIMU HAIEBaMU, /Ui KOTOPBIX XapaKTepeH
CAVHBIA MEJIOAUYECKUN THII, HAIMYUE 3EMIICACIIBYECKON TEMAaTHUKH, «AJIWJIELIHOIO» IIPUIIEBA,
JIBOMHOTO pedpeHa: «J1azio, Jaay, 1ymenb Mos». Ce30HHbIE HAalleBbl U TEKCTHI IPOHUKIIN B KOPITYC
cBa/leOHbIX meceH. [l oOpsAOBBIX MECeH XapaKTepHbl MajJo00bEMHBIE JIaAbI C MEPEMEHHBIMU
ONOPHBIMU 3BYKAMHM, INPUXOTIMBBIMM PUTMUYECKUMHU CTPYKTypamH. My3bIKanbHbIA CTUIIb
CE30HHBIX U CBa/IeOHBIX MeCeH BhlpakeH AU epeHInpoBaHHON 1 BapHaHTHOW rerepodoHUEH,
(YHKIMOHANIBHBIM [JBYXIOJIOCHEM C DJIEMEHTAMHU TPEXTONOCHS, CHIUIA0MYECKOW CTPYKTYpOi
CTUXAa C KOPOTKUMHU II€CEHHBIMHU CHUHTarMamu, I[€ LE3ypbl MY3BIKaJIbHOIO U IO3THUYECKOIO
TEKCTOB COBIIAJIAIOT, JUara3oH 0a3upyeTcst Ha KBapTO-KBUHTOBOW OCHOBE, Yallle C MPOIyIIEHHON
I ctynenbto 3Bykopsina. llecHu 3THX JKaHPOB COIPOBOXKIAIOTCS 0c000# Xopeorpaduueckoit
JIEKCUKOW — JIETKOM, MSTKOW, CTENEeHHOW, HECMOTPS Ha MHOrooOpasue ABMKEHHUH HOT, pyK U
KOpITyca. YHUKaJIbHBIM IBJICHHEM B HalleBaX CBa1€0HOT0 M BECEHHE-JICTHETO MIEPHO/I0B BBICTYIAIOT
IIECHU C «BBIBUCKMBAHMEM)» («y3BU3THMBAHHUEMY), JUISI KOTOPBIX XapaKTEpHbl HE CTAOWIIbHbBIEC,
a BapbUpPyEMbI€ HAIEBBl JIOCTATOYHO CIIOKHBIE B BOKAJIBHOM OTHOLIEHMH. OHM HMCHOIHSIOTCS
«Y3KHM» 3BYKOM, MATKO, B TPYAHOM PETUCTPE.

KiroueBrie ciioBa: MY3BIKaJIbHO-CTUJICBBIC OCO6€HHOCTI/I, CC30HHBLIC, CBaI[e6HBIe, XOpPOBOJHO-
IIJISICOBBIC IMTECHU, TUITOJIOTMYECKUEC ITapallJICIIn.
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Peculiarities of Musical Style in the Folk Songs
of Belgorod-Oskol Region: Local Regional Manifestations

The content of the article discloses the particularities of musical style in the folk songs of the
village Rozhdestveno of the Valuy District of the Belgorod Region as a vivid example of the insulated
stylistic branch of folk music of the Belgorod-Oskol Region. The research is based on authorial
ethnographic musical materials gathered on the territory of the locus during the period from 1972 to
2010. The research disclosed the existence of season-based (spring, summer, etc.) roundelay-dance
(“khorovod”-dance) songs, a remarkable preservation of the wedding songs timed to the basic
stages of the wedding “game.” The integral and archaic qualities of the folk song tradition have
revealed itself in the typological parallels between the season-related roundelay-dance tunes and
the wedding tunes, which are characterized by a single melodic type, the presence of agricultural
subject matter, “alilyo” refrain, and double refrains like “lado, ladu, dushel moya” [“my darling,
my soul”]. The season-related tunes and texts have “penetrated” into the framework of the wedding
songs. The ritualistic songs are characterized by narrow-ranged modes with varying stable sounds,
existent within a small range of melodic development, adorned with fanciful rhythmic structures.
The musical style of the season-related and wedding songs is expressed by a differentiated and
varied heterophony, a functional two-voice polyphony with elements of three-voice polyphony, a
syllabic structure of verse with short song syntagmas. The caesuras of the musical and poetical texts
coincide, the vocal range being based on the foundation of perfect fourths and fifths, most often
with an omitted second degree of the scale. The songs pertaining to these genres are accompanied
by a special choreographic lexis — light, soft, sedate, despite the diversity of the motions of the feet,
hands and body. A unique phenomenon in the wedding tunes, as well as those of the spring and
summer seasonal periods are the songs with the “screaming out” effect, characterized not by stable,
but by varied tunes, which are quite complex in respects of vocalization. They are performed by a
“narrow” sound, softly, in the realm of the chest.

Keywords: folk songs, folk music of the Belgorod Region, season-related roundelay-dance
songs, wedding songs, heterophony.
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CEHHBIX CTWJIEH PYCCKOW HAapOIHOM  IPOIMKTOBAHO MHTEPECOM K (PEHOMEHY
MY3bIKM Ha NMPOTSHKCHUU IOYTH IO-  PYCCKOM TPAJULMOHHOM IIE€BUECKOU KYJIb-
JyTOpa BEKOB HAaxXOAATCS B LICHTPE BHUMA-  Typbl, HE MMEIOIIECH aHalora B MHPOBOU

B ONpPOCHl M3YYEHUS JIOKAJIbHBIX I€- HUA OTEYECTBEHHBIX MCCIIEIOBATENE. JTO
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XYA0KECTBEHHOM KyJIbType IO XKaHpo-
BO-BHUJIOBOMY COCTaBYy, OPUTHMHAJIbHBIM
dbopmaM ObITOBaHHS, CcHEHUDUIESCKUM
BOKAJIbHO-UCIIOJIHUTEILCKUM ~ IpHEMaM.
COBOKYIHOCTh 3TUX H JPYyTruX (HakTopoB
oOecreunBaeT HEOOXOAMMOCTb U 3HAYM-
MOCTh TIpollecca MOUCKa, OOHAPYKEHUS U
BBIJICJICHUSI CTUJIEBBIX CBOWCTB MECTHBIX
HapOAHO-NIECEHHBIX TPaauLUH, I03BOJISI-
IOIIUX OMMUCAaTh CTPYKTYPY MY3BIKaJIbHOTO
JTMAJIEKTa PETHOHAIBHBIX, JOKAIbHBIX U y3-
KOJIOKAQJIbHBIX IECEHHbIX cucteM. HOxHo-
pycckas meceHHas Tpaaulus MPeaCTaBIsET
MOMCTUHE HEOTPAHUUYEHHBIE BO3MOXHOCTH
JUI HAyYHO-TBOPYECKON pa3pabOTKH 3TOU
pOOJIEMBI, UTO OATBEPKIAETCS HATUUHEM
COJTUHOTO MacCHBa MOHOTPa(UUIECKHUX UC-
CJI€IOBaHMM, BBIMOJHEHHBIX HA MY3bIKaJb-
HO-3THOTpauYeCcKOM MaTepualie CeIbCKUX
TeppUTOPUN benropounHsL.

[lecennast TpaguIMsl CTAPUHHOIO pycC-
ckoro cena PoxaecTBeHO, HaTUPyeMOro
Bropor mnosioBuHot XVII Beka, no Ha-
CTOSILLIETO BPEMEHM HE CTajla MPEIMETOM
cnenuaibHOro aHanusa. M 31o, HECcMOTps
Ha UMEIOIINECS CBUAETENBCTBA OPUTMHAIIb-
HBIX 3THOKYJBTYPHBIX MPOSIBICHUMN, MOIIY-
YEHHBIE B X0/1€ (DOTBKIOPHBIX IKCIICAUIINN,
B BUJIE (PparMeHTOB arpapHbIX MPa3THUKOB,
MaJbIX )KaHPOB YCTHOM CIIOBECHOCTH, apXa-
WYHBIX OOPSAOBBIX MECEH, CriennPpUuIeCKoi
JIEKCUKUA XopeorpaduyecKux JIBHXKEHUH,
HaJU4Usl KOMILJIEKCA HApOJHON OJIEXK]IbI
u T. 1. CopepxaHue JaHHOW crtarbu Oa3u-
pyeTcsi Ha aBTOPCKHUX MY3bIKaJIbHO-ITHO-
rpaduyecKkux Marepuaiax, COOpaHHBIX Ha
HCCIIElyEMOW TepPUTOPUH B Tieproa ¢ 1972
o 2010 rox. OcHOBHBIMU HUH(OPMaHTaAMHU
B 1970-e rozpl BBICTYNINUIN KOPEHHBIE XKH-
Tenu cena PoxxaecTBeHo, y4acTHUKH ayTeH-
TUYHOTO MEBYECKOrO aHCAMOJIS.

YacTuyHO Marepualibl, 3alMCaHHbIE OT
HUX, HallJI OTpakeHue B padore «Doib-
KJIIOpHBIE Tpaauuuu Banyiickoro paiioHa»
[5]. JanHble aHaIM3a O3BOJISAIOT TOBOPUTH

O BapUaTUBHOCTH 3JIEMEHTOB HapOAHOU
Xy[IO’)KECTBEHHON KyJIbTYpPBHl B Ipenenax
3TOTr0 ATHOTPAPUUECKOrO JIOKyCa, aKKyMy-
JUPYIOIIET0 B ce0e 3JEeMEHTHl KYJIbTYpPBI
S3bIYECKOT0, apXauyecKkoro, ypOaHUCTH-
YECKOIro IEPUOJO0B, LIEHHOCTU IIpaBOCia-
BUS W TMPO(PECCHOHAIBHOTO HCKYCCTBA.
[Tonaraem, 3T0 OOYCJIOBJIEHO «BCTpEUYEH»
Ha OJIHOM reorpapuyeckoM IpOCTPAHCTBE
AJIEMEHTOB «CTAPBIX» KYJIBTYpP CTEIHSKOB,
ceBepsiH, Kuesckoi Pycu 1 «HOBBIX» Kyib-
Typ NEPECENICHIIEB: PYCCKUX, YKPAaUHLIEB,
6enopycoB B XVI-XVII Bekax B mepuon
OCBOEGHHUSI 3€MEJIb U 3aLIUThl CJIABSIHCKUX
NPUHLMIIOB JKU3HM HA FOKHBIX pyOexax
MockoBckoro rocyaapcrBa. lopoxa-kpe-
nocte «Banyliky», craBmen KpalnHUM
I0r0-BOCTOYHBIM (OPIIOCTOM B PsIly aHa-
JIOTUYHBIX  COOPYXKCHUM IIOIpPAHUYHOU
IIOJIOCHI, CTPOMJIN CIIYXUJible moau. B nx
COCTaB BXOJIMJIM CTAaHUYHBIE aTaMaHbl, €3-
JOKH, Ka3aKH, KOHHBIE U MIE€IINE CTPEIbLBI,
MyHIKapy, 3aTUHBIIMKHU (MHUILAJIBIIUKH),
SAMCKHE OXOTHHUKH. CTOPOXKEBYIO CIIyXOy
OHM COBMEIIAIM C OCBOEHHEM OKPECTHBIX
3eMeJlb, CTPOUTEIHCTBOM MPUTOPOAHBIX
cnobon. Takum obOpazom, B 1687-1689
rofsl MOSIBUIIOCH ceslo PojkaecTBeHKa, Ko-
TOPOE€ BIIOCJIEICTBUU B 4eCTh Xpama Pox-
necTBa XpUCTOBAa MPUOOPENO HBIHEIIHEE
Ha3BaHUe — PoX1eCTBEHO.

Ha nam B3misa, neceHHas Tpaguius
Banyiickoro paiioHa mpenctaBisitoT co0oit
000COOJIEHHYIO CTHJIEBYIO BETBb B HApOJ-
HOl My3bike benropoacko-OcKoibCKOTo
peruoHa, pacumpsisi TpaHHIbl MO3HAHUUN
0 HKHOPYCCKOM (POJIbKIOpE B LenoM [7,
c. 50-58]. Bmmots g0 70-x rogoB XX cTO-
JIE€THsI CBOM 0COOBIE CE€30HHBIE NTECHU UMe-
JUCh 31ECh JUISl KaXJ0H 3HaMEHAaTEIbHOU
JaThl 3€MJICAEIIBUECKOTO KajleHAaps: CBs-
TOYHbIE, MACJICHUYHbIE, IOCTOBbIE, PAaHHEU
BECHBI, CEMULIKHE, TIECHU, UCITOJIHAEMBIE Ha
KpEUIEHUE KYyKYIIKH, MOKOCHBIE, >KaTBEH-
Hbl€, BEJIMYAJbHbIE «IIOJIEBbIE)» IECHH,
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3By4yallu€ B XOA€ MPOIOJIKH, TPYIOBbIE
«KOPUTENBHBIE», YacTyKu («CTpagaHusy»,
«CeMEHOBHAaY, «bapbIHs»), TUISICOBBIE U XO-
POBOJIHBIE TIECHH.

CoOCTBEHHO XOpPOBOIIHBIC W TUISICOBBIE
MECHU M0 00bEMY HE 3aHUMAIOT BEAYIIETO
MecTa B IECEHHON NaJuTpe 3TOr0 peru-
OHa, HE HMMEIOT Pa3BUTHIX KOMIIO3UIMOH-
HbIX (opMm. Tem He MeHee, XOPOBOIHBIC
MIECHU, PABHO KaK U OOPSIOBBIE, ChITpaH
BAXHYIO poJib B (DOPMUPOBAHUHM MECTHOU
neBueckor Tpaguuuu. Hanpumep, MHOTHE
cBasieOHbIC MeCcHU 0 opMe ONHM3KH K XO-
POBOJIHO-IUISICOBBIM,  IOCKOJIBKY HMEIOT
TaK Ha3bIBACMBIN «ATWICIIHBINY pedpeH
B BHUJE LEJIOr0 PUTMHUYECKOTO NEPHOAA.
Hekotopbie oOpsiioBbie HAmNeBbl U TEKCTHI
MIPOHUKJIIU B CBa/Ib0Y, B YACTHOCTH, B TTOBHU-
BaHue HeBecThl («[IoBMIM MBI KyKyIIEUKY,
Maperomiky-aymieduky»). bonee Toro, 3em-
JIeICNIBYECKUE MOTHBBI HAIIM OTPAXKEHUE
B MECTHBIX CBaJcOHBIX mnecHsax: «Hans-
meino noioH MoK 201ybel, 0a NOKIe8alu
APOBY NUWAHUYY, NOKLEBANU 6CI0 O3UMAION,
«He nnauv mos, Bonsxcanywxa, yice s mebst
Kopmums 0y0y nwanuyaio» u np. He ciy-
YallHO MHOTHE CBaJcOHbIC MECHU HCIOJI-
HSJIUCh KaK Ha CBaJpOe, Tak U B TMEPHUOI
CBATOYHBIX «Beyapyllek», Ha MacneHuue,
Cemuke, Tpowuie, 4TO MOATBEPXKIAECT HUX
TECHYIO B3aMOCBS3b.

CMBICIIOBOE SIAPO MHOTHX CBATOYHBIX
KOJIAIOK Bamylickoro paiiona — Beau4yaHue
CEMbH, MIOXKEJIAHUE X03s5ieBaM 100poro ypo-
xKast, «Buliiou, ceiHoK, Ha Becenék, s myoa
Maxwuy, s clo0a Maxwmy: y noie 3epHo, y Xxame
— 006po» (c. besrogoBka). 3aMEeTHOHN CTH-
JI€BO 0COOEHHOCTHIO NMECEHHON TPaJAUIINU
Banylickoro paioHa sIBJIAFOTCS THIIOJIOTH-
YeCKHe TMapajuielii MEXIy CE30HHBIMHU U
cBaZicOHbIMU HameBamMu: «BOJIBIIMHCTBO
CE30HHBIX HAIIEBOB BMECTE CO CBaICOHBIMU
COCTaBJIAIOT €IWHBIA MEJIOIUYECKUI THII.
ITonuTeKCTOBBIN HAIlEB MOXKET OXBAThIBATH
BeCh apean» [6, c. 28].

2021,2

MecTHbIil cBaneOHBINA (OIBKIOP MPE-
CTaBJIeH OOPSIOBBIMU «TPYOyIIKaMM», PH-
TyaJIbHBIMHU TIECHSIMHU C JBOWHBIM pedpe-
HoM: («Kak Ha none, na nonsaue, 1a0o, 1aoy.
Kax na none, na nonaue, oyweno mosy —
c. PoxnecTBeHO); BeIMYalbHBIMHU, TOCTE-
BBIMHU, IUIACOBBIMH NECHAMHU. OOIIHOCTH
B TMOSTHYCCKOM COJACpPXKAHUU U (PyHKIIHO-
HaJbHOW MPUHAIICKHOCTU CBaJeOHBIX Tie-
CEH BBIXOJIUT 33 PAMKH JIOKAIBHOTO CTUJIS U
BKJIFOYAET ropaszio OoNbIINK apeall.

VY3kuit 3ByKOBOM 00BEM PUTYATbHBIX T1€-
CE€H, BHYTPHUCIIOTOBBIC PACTICBBI HA TJIACHBIC
(«e», «0»), OITacCOBKM COIJIACHBIX, Oorar-
CTBO pUTMHUYECKOTO PUCYHKA, HEPA3BUTOCTh
MEJIOIUN, MHOT00Opa3ue MOITHYECKUX 00-
pazoB («He omoasaiti, mou bamowKa, cmo-
7100y, He pyou moul, POOUMEHLKAL, 20/108).
A ¢ Oeskamu Ha ynuyy naxasxcy, mpagyui-
KY-MYypPAGyWKy X0mb 2000K NAMANY)...» —
c. besronoBka; «/[a monvksa wu nemymu y
2pyuleHKu 0a 3e1EHOU MaKyuleHKu. [{a monb-
K Hemymu y Anémywxu, oa paoumati ma-
myukuy — ¢. CeITuBaHOBO) — YOEIUTEIHHO
CBUICTEILCTBYIOT 00 apXanuHOCTH JKaHPA.

VYHUKanbHBIM ~ SIBIICHHEM Banylickon
MECEeHHON TpaJMIMK BBICTYNAIOT [ECHU
C «y3BH3TMBaHHEM» (B HApOJHOW TEpMH-
HOJIOTUH — «BBIBUCKHBaHHWEM»). BriepBbie
oHM ObLTH OOHapyxeHbl B 1982 rony B ceine
JIByny4HO€ y4acTHHKaMHU (DOIBKIOPHO-IT-
HOTpaUYECKOW  AKCIEeAUIMH  MOCKOB-
ckoii koHcepBatopuu (B. H. Menasenena,
A. H. UBanoB) coBmecTHO ¢ benropoackum
My3bIKaiabHbIM o0mecTBoM (O. U. Anekce-
eBa, H. FO. MarBeeBa). B xone noBTopHOTro
obcnenoBanus B 1993 romy cén Banyiicko-
ro pailoHa Mpeno/iaBaTes MU U CTYICHTaMu
Bbenropoackoro rocy1apcTBEHHOTo KOJUIeI-
*a KyneTypsl 1 uckycctB (O. S. XKuposna,
O. U. Anekceesa) B cenre KomockoBo Oblia
3aduKcUpoBaHa cBajeOHas TiecHS «BbI-
IIEHKa» C XapaKTEePHBIM IMOJAT0JI0CKOM, KO-
TOpasi WCIONHSIACh HA JICBUINHUKE (MIPU-
mep Ne 1).
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Hpumep Ne 1 «Bprmenka» (cBanebnas),  aktypy. Co CJI0B HUCIOIHUTENICH, «BBIBH-
Banyiickuii paiion, c. KonockoBo  cxppapmey» Hamo MTpaTh IPOTOIKHTENb-
| o HO, «HACKOJIBKO XBaTaeTr JbIXaHWs». XO-
i L = == x
e R L:; S poBast MapTHTyPa MECEH CKIABIBACTCS 13
JBYX 00S3aTEJIbHBIX MAPTUH COBEPIIEHHO

Kak mnoxkasamo wuccnenoBaHue, IECHU
C «BBIBUCKMBaHMEM» Ha Teppuropuun Ba-
JYMCKOTO pailOHa BCTPEYAIOTCs B HaIEBax
CBaIcOHOIO U BECEHHE-JIETHETO IUKJIOB.
[TpumepoM MOKET CIIy’KUTh BECEHHSS IeC-
H «TaMm Jeran conoBbIOIIEK» cena [IBy-
ayuHoe (rpumep Ne 2).

«Tam nerel CooBBIOIIEK
(Becennsisi), c. [IBymydHoe

IIpumep Ne 2
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HameBbl 3TUX TIeCeH 3BydYaT B €IMHOM
ctuneBoMm pycrne. [loaromocounas ¢yHk-
nusi 0co00 KOJOPHUPYET MY3bIKAJIbHYIO

y€TKOU crnenudukanuen Kaxaod nU3 HUX.
OCHOBHOH HalleB 3ByYUT B CpPEIHEM TIO-
Joce, KOTOPbI B MPOLECCE HCIOIHEHUS
HECKOJILKO Pa3BETBISACTCS, BEPXHUH, «CTS-
TUBAIOLINI» MOATOJI0COK, UCTIONHAETCA Ha
[IACHYIO «y». JUIMHHBIN OKTaBHBIN ITOATO-
JIOCOK, KaK MPaBUJIO, 3BYUHUT JABAXIbI: O-
CJI€ COJIBHOTO 3aIleBa, Ha MOCIEIHUX JBYX
3ByKax aHcaMmOJIeBOro MoOAXBara W Mpo-
JOJDKAETCA A0 KOHLA CTPOKH, BTOPOU pa3
— CO BTOPOM 4YacTH MNpUIIEBA U 0 KOHLA
cTpodbl. 3aKaHUUBAETCS BOKAJIbHO-UCIIOJ-
HUTEJILCKUM NMPUEM CIIaJIOM IOJIOCAa BHU3
[6, c. 30].

Oco0ble mecHU-X)aa00bl B TPaaUIIMOH-
HOIl cBanpOe c. PoxxnecTBeHo mpenHa3Ha-
YaJuCh HeBecTe-cupore. B 3Tom ciyuae
UTrpaJId «Y TPYLIHIBI», B KOTOPOW JEBYIIIKA
IIPOCUT «MAMb-CbIPY 3EMII0 PACCMYNUMb-
Csl, POOUMYIO MAMYUIKY NOOHAMbCA, CKU-
HYMbCs CU3LIM 207IYOeM U npuiemems Ha eé
cupomckyro becedywuxyy (nmpumep Ne 3).

«Y TrpyUuibh
(cBanmeOHast — cHpOTCKas),
Banyiickuii paiion, c. PoxnaectBeHo
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Hepenxo HeBecTta-cupora B COIPO-
BOXKICHUU TOJAPYKEK IUIa «IPOBEAATH
YCOMIINX POAMTENCH, TMOIUIaKaTh HAa MO-
THJIKE, TIOTIPOCHTH OnarocioBeHus. Hemon-
JIeNIbHAsl TOPEYb JIEBYIIKHU-HEBECTHI 00BsIC-
HAETCS CTapUHHOM MECTHOM MOTOBOPKOM:
«He nonnauewn 3a cmonom — 6yoewv nia-
Kamb 3a cmonbomy. Ilepen npuesaom Imo-

2021,2

OO6psin omapuBaHus BEpUIMIICA «pac-
XJIEOBIBAHWEM» Kallld MOJIOJBIMH, YTO O3-
HAyaJo KOHEIl 3aCTOJbs, O Y€M CBaxa WIH
JPYKKO M3BEIIATHN TocTeit: «Kawa u kucens
— pazeonsau ycex!». POOICTBEHHUKHU KEHUXA
TIPOBOYKAJIHA POTHIO HEBECTHI 32 BOPOTA TeC-
Hel (mpumep Ne 6).

€3KaH Wrpajuch NpUypoveHHBbIe mecHu: IIpumep Ne6  «Jla momozka, Monmoakay (ILiscosas),
«Inmm — mpouuIM KpacHble JEBKH TYpPh- Banylickuii palioH, c. PoxzecTBeHo
IIsICOBast
6oro», «Coe3zxkas Maperomka co ABOpa» ( )
=65
(mpumep Ne 4). .
G2 2
[Ipumep Ne 4 «Coe3sxas Maperonika co 1BOpa» 1T MO-702- Ka, MO-708- K3, | 74 MO-10-3CHL-KIL - 3, OX, PKCM K THL, NO-703-Ka,
o . . I x .
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[loBuBaHne — OAHO W3 KyJIbMHUHAIIU-
OHHBIX JICCTB BTOPOW 4YacTU CBaJIeOHOM
urpel. OHO BKJIIOUAJTO PACIICTAHHE KOCHI
MOJIOJION, MJIETEHHE IBYX KOC, YKIAAKy UX
BOKPYT TOJIOBBI «110 6a0b1» U CMEHY TOJIOB-
Horo yOopa. IloBuBanma HeBecTy CBallKa;
KpECTHBIE MaTepu BO BpeMsi BCEro oOpsiia
TPSCIH TIEpEel MOJIOJBIMHU  «PBIIIIEBYIO»
1ajb, CKPBIBasi OT MOCTOPOHHUX TJIA3 TIOJ
putyanbHbie « TpyOymkm» (mpumep Ne 5).

IIpumep Ne 5 «He tpyOymiku TpyOrOTE»
(cBanmeOHast),
Baunylickuii paiioH, c. PoxnectseHo
J=80
O-bb—g , T | ————
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CBaneOHbIE IIECHH SBISIFOTCS JOMU-
HUPYIOIIUM MY3bIKQJIBHBIM J>KaHPOM Celia
PoxxiecTBEHO M rapMOHUYHO BHUCHIBAIOT-
Csl B KOKHOPYCCKYIO CBaJICOHYIO «anunéud-
HYI0» TPAIUIUIO0, COXPAHUB CBOM WHIUBU-
NyalibHble YepThl. B Xo1e aHanuza yaanoch
YCTaHOBHUTH CXOXKECTh CBaJICOHBIX U XOPO-
BOJIHBIX T€CEH B PUTMHUYECKOM W JIaJIOBOU
CTPYKTypE, TEMII€, MO3THUKE, IMPHUIEBHBIX
CIIOBAX: e, aeneuy, <SAau, AUy, <Jis,
aeu, Iy,

PaccmoTpeHHble HamMM TECHU HMMEIOT
MPEUMYIIECTBEHHO CHJTA0MYECKUN THUTI
CTHUXOCJIOKEHHS, B KOTOPOM CTpPOKa CKJIa-
JIBIBAETCS U3 JIByX UM TPEX CAMOCTOSATEIb-
HbIX yacTen. Kaxkias u3 HUX npecTaBisier
co00¥i CJIOBO WJIU TPYIIITY CJIOB U COASPIKUT
OIPEIEIIEHHOE KOJIMYECTBO CJIOTOB. MIMeH-
HO CJIOTOBOE BPEMS SIBIISIETCS BHYTPEHHEU

210



Musical Culture of Russia

0

2021,2

eMHUIIEH BpemeHU. Tak, TpU CIOTOBbIC
rpynmnsl ¢ Gopmysoi ctuxa 4+4+3 coxep-
xkarcs B mecHsaxX: «lllnu-mpomnun kpacHsl
JeBKU Typb0oio», «Coesxkana Maperorika
co nBopa». Hepenko BcTpewyaeTcs paBHOC-
JIOTOBOM CTHX, UMEIOIIUHN OJMHAKOBOEC YHC-
J0 cioroB: 6+6 «Jla moioaka, MOJIOAKAY,
4+4 «Kak Ha 1oJie, Ha MOJISTHEY.

Kommno3unnonHoe cTpoeHue paccmar-
pUBaEMbIX HANEBOB, KaK IMPaBWIO, COAEP-
*uT pedpen. Bmecre ¢ TeM, HepeaKu Ciy-
yau, Korja crpoga opraHuzoBaHa 0e3 Hero.
TUNUYHBIA 711 FOKHOPYCCKOW TpagulIuu
«anunéwmolilyy pePpeH MOKET UMETh pas-
JUYHBIC BUBI MOBTOPOB. Yariie oH 3aHUMAa-
eT BTopoi putmudeckuit nepuoa: KE = abc
/ 1re

Yeui-mo KoHb, 0a no ynuye npoexai,

Ou, nénu, au a1, 1€1U, NPoexal.

Hna necen cena PoxnaecrBeno Banyi-
CKOTO pailloHa XapakTEpPHO CTPOCHHUE IIO-
TUYECKOTO TEKCTa C BHYTPUCTPOPHBIM
U IEMHBIM MOBTOPOM 1iesoro cruxa. [Ipu-
MEpPOM MOXKET CIYXHUTh cBajeOHas «Ma-
MYIIIKa — TOTOIYIIKa» W XOPOBOAHAS TIECHS
«Jla B0JIb IO MOPIO»:

/la 80016 no mopro, 0a 60016 NO MOpIO.

Boonw no mopio, mopro cunemy,

Boonw no mopro, mopro cunemy.

B MecTHBIX XOPOBOJHBIX MECHSX BCTPE-
YAeTCs KOMITO3UIIMOHHOE MOCTPOCHUE Tie-
CEHHOTO CTHUXa C MaJlbiIM pedpeHOM, COOT-
BETCTBYIOIIMM CJIOTOBOM I'PYIINE CTUXA!

Kax na none, na nonsne,

Panvivm-pano.

Kax na none, na nonaue,

Ilywens mos.

Takre 3aKOHOMEPHOCTH MPOSBIISIIOT-
Cs, PEXJE BCEro, B TUIAX COOTHOILIECHUS
JAJ0BBIX OMOp, a TAKXKE THUIIAX TOHOBBIX
CONPSDKEHUH, BO3HUKAIONIMX HA OCHOBE
JaI0BBIX, 00pa3yONINX HHTOHAIIMOHHO-JIa-
JIOBBIE DJIEMEHTHI «KaHBbD) HareBa. Cyiile-
CTBEHHBIM TAaK)K€ SBIISICTCS HaJIMYUE Xa-
PaKTEepHBIX MEJIOANYEeCKUX 000poToB. Tak,

JUIsl OOJIBIIMHCTBA CBAJICOHBIX IMECEH cena
PoxzaecTBeHO XapaKTepHbl KBAapTO-KBHH-
TOBBIE CKaUKH, BCTPEUYAIOLMECS B 3aII€BaX.
B xauecTBe namoBOi OMOPHI B CBaAcOHBIX
MECHAX BBICTYNAET MITU3BYYUE B CEKCTE U
YeThIpEX3BYUHE B KBUHTE, Yalle C IMPOITy-
menHoi II crynensto 3Bykopsna. Obpaiia-
eT Ha ceOs BHUMaHUE XapaKTepHasi 0COOCH-
HOCTb — ycTol Ha IV m V crynensax nana.
IIpumepom Moryrt ciyxuth necHu: «He
TpyOyliKu TpyOroTh», «Mamy1ika, a 4To
BO MoJsie blIbHO?», «Coezxas Maperoiika
co nBopa» [6, c. 301].

My3blkajbHass  CTUJIHUCTUKA IE€CEeH
c. PoxxnectBeHo noctarouHo enuna. bonb-
LIMHCTBO HAIlE€BOB PEAIM3YETCSl B aHTEMU-
TOHHBIX Jagax («Y rpymuns», «He Tpy-
Oymku TpyOrTh», «Coezxxas Maperoiika
CO JBOpa») WIM JTUATOHMYECKHUX Jiajax
(«/la mononka, Mmosoaka») [Tam xke, c. 271].
AHanu3 3BYKOpSHOTO COCTaBa HAareBOB
MO3BOJISICT BBISIBUTH OOIIME MPU3HAKH HX
ctpoenus. Hanbonee xapakTepHbIMU SIBIISI-
IOTCS TIOTIEBKU B 00bEME KBUHTHI («Yei-To
koHb», «Coe3xas Maperomka co JBopay,
«Mamynika, ga 4TO BO IOJI€ MBUIBHO?»)
[Tam ke, c. 301].

B nenom, My3bikanbHas TKaHb MECTHBIX
HaleBOB MMEET PAa3HOBUAHOCTU MPOCTEH-
IEr0 TUIIA MHOTOTOJIOCUS — reTepOodOHHH.
OnHuM u3 Haubosee SIPKUX CBOMCTB rere-
podoHHON (PaKTypbl SBISIETCS TEHACHIIHS
K 000COOJNICHUIO, MHANBUIYAIU3AIUA OT-
NeNbHBIX ToNocoB. MIMeHHO Takas (opma
MHOTOTOJIOCHUS] TIPUCYIIA CBaJeOHBIM U XO-
poBOAHBIM NecHsAM benropoackoit obnactu.
B npencraBnennsix oOpasiax BCTpeya-
eTCsl BapuaTuBHasg retepodoHus (TepMHUH
M. Illnaiinepa), B KOTOPOl pacXoxkIAeHUS
MEJIOANYECKUX JIMHUW TIeBIIOB aHCAM-
6151 MuHUMaNbHBL («Y Tpymunbey). [Tpu-
Mep audQepeHInpoBaHHONW TreTepOoPOHUU
(tepmuH M. A. EHroraroBoii) oTinyaeTcs
HaMEYaloIIMMCSl PACCIOCHUEM HCIOJIHU-
TENbCKUX JIMHUM BHYTPU TOJOCOBOW Map-
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THU TI0 BBICOTE 3BYYaHUSsl, YTO BBIpAXKAETCS
B UX TATOTEHHH K PA3HBIM KpasM aMOHTYy-
ca (3BykoBoro oonéma) Hamena («/la B1osib
o Moproy», «Jla B oropoze nedenay, «1nu-
MPOIUTM KpacHbl JEBKU TyphOOIO») [Tam
xe, c. 273, 279, 294]. OyHKIMOHATBHOE
nsyxrojocue (Tepmud E.B. 'mnmuyca) xa-
pakTepu3yeTcs HAJIMYUEM JIByX FOJOCOBBIX
MapTHUid, BBIJEJICHHBIX U MO BBICOTE 3ByYa-
HUs, ¥ 110 TeMOpy. HukHsis ronocoBas nap-
TS (B HAPOAHOM TEPMUHOJIOTUU — «OaChI»)
B OOJIBILIMHCTBE CITy4aeB SIBJISETCS [IaBHOM,
MOCKOJIbKY MIMEHHO €i MPUHAJJICKUT 3aIleB
IIECHU U B HEHl peanu3yercs OCHOBHAs Me-
Joauydeckas JJuHUA HarneBa (mpumep Ne 7).

IIpumep Ne 7 «Kak Ha none,
HAa TIOJISTHE» (KaparojHasi),
Banyiickuii paiion, c. PoxaectBeHo
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O0e menoauuecKue JIMHUU CTPOKU IO-
CJIEIOBATEIbHO COIVIACYIOTCS 10 BEPTHKa-
JIM, BCTPEYAIOTCs CKaYKX HA KBAPTY, KBUHTY,
a TaxKe IBM)KEHUE NapaJuleIbHBIMU TEPLU-
AMHU. B KOHIIE My3BIKaJbHBIX ITOCTPOCHUU
MMEIOTCSI CEKYHJIOBBIE U TEPLIOBBIE COOTHO-
IIEHMsI, KOTOPBIE pa3peuIatoTCsi B YHUCOH.
JIByXrojocue ¢ 3JIEMEHTaMH TPEXTOI0CHUS

MPOCJIEKUBAETCS B CBaJeOHON (puUTyasb-
Hoii) mecHe «He TpyOymku TpyOIOTHY.
B necne «llInu-npouuim KpacHbl JEBKW»,
KpOM€ JBYX OCHOBHBIX I'OJIOCOB, BCTpeEYa-
€TCs BEPXHUU IOAT0JOCOK. XOpoBas Iap-
TUTypa CTPOUTCS B TECHOM PacCHOJIOKEHUU
rOJIOCOB B MEPBOM M Majiol OKTaBax (MpH-
Mmep Ne 8).

[Tpumep Ne 8 «IIInu-npouuiyu KpacHsl AEBKU»
(cBanmeOHast),
Banyiickuii paliosn, ¢. PoxzaecTBeHo
J=15
.
2,
I
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Bce st cnemmduueckne 0coOSHHO-

CTH TPUAAIOT CaMOOBITHOCTb IE€CEHHOM
Tpaguuuu cena PoxaectBeHo Baiylickoro
paiiona benropoxackoit ob6nactu. Bwmecte
C TEM MX COBOKYITHOCTh 00€CIIEYHBAET BO3-
MOXXHOCTh IPOaHaJIU3UPOBaTh, ONUCATH U
BOCCO3/1aTh CTPYKTYPY MY3BIKaJIbHOTO U-
aJIEKTa 3TOW y3KOJIOKaJbHOW MECEHHOW CH-
CTEMBI, KOTOpasi 10 HACTOSIIET0 BPEMEHU
He OblIa MpEACTaBIICHA B HAyYHBIX H3/a-
Husx. [lonaraem, cobpanasie u 06padboTaH-
Hble HAMHM MY3BIKaJIbHO-3THOTpaduyecKue
MaTepuaibl OyayT WHTEPECHBI U TOJIC3HBI
HCCIIEA0BATEISAM FOKHOPYCCKOU ITEBYECKON
TPaAUIIMK B MECTHOM (y3KOJOKAJIbHOM) €€
MIPOSIBIICHUH.
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I'eponueckuit snoc «HapTtbel» — rpaHanos-
HBI  (DOJNBKIIOPHBIA JKaHp, MPEACTABICHHBINA
B 3THUYECKHX Bepcusix HapoaoB CeepHoro Kas-
Ka3a, sBJSETCS OQHUM W3 APEBHEUIINX B MUPE
(IIT-ITI Teicsuenerue no H. 3.). CyliecTByIOLIUI
B CTUXOTBOPHOM, CTUXOTBOPHO-IIPO3aHYECKOM U
MIPO3anYECKOM BapUaAHTAaX, OH TPU3HAH BEJTNYaii-
IIMM NaMSATHUKOM MUPOBOW KyabTypsl. He ciry-
yaitno, uro 2000 rox 6su1 006s1B11eH FOHECKO
roznoM «I'eponueckoro snoca “Haptsr”».

bonee 200 ner smnoc sBAseTCS OOBEKTOM
IIPUCTAIBHOTO U3YYEHHSI CO CTOPOHBI PA3JIMY-
HBIX HayK: UCTOPUH, STHOTpa(uu, KyJIbTypoO-
JIOTHH, JIMHTBUCTUKHU ¥, KOHEYHO, (DMIIOJIOTHH.
B kaxmoit cdepe, ucxons u3 cCoOCTBEHHOTO,
CBOWCTBEHHOTO JaHHOMY HAayYHOMY HPOQHITIO
pakypca HcCIeloBaHUs, NpeIJiaraloTcsl BbI-
BOJIbI, BBIJIBUTAIOTCS THNoTe3bl. Hepenko Bo3-
HUKAIOT U CIOpPBI, CPEAU KOTOPBIX INIABHBIMU
OCTAaIOTCs IBE MPOOIEMbI — O KOPHSIX U BpEMEHU
BO3HHMKHOBEHHUs 3moca. Monorpadus b. Ami-
XOTOBa — 3TO NEepBOE 00BEMHOE KOMIUIEKCHOE
oOpallleHue K MY3bIKalIbHbIM MEeKCMam TePOU-
yeckoro snoca «HapTe», 4To TeM caMbIM BOC-
CTaHaBJIMBAET UCTOPUUECKYIO CIIPABEAJINBOCTh
10 OTHOIIIEHMIO K My3bIKaJIbHOM Haptuane.

CaMm yu€HBIN, Y€l BKJIaa B HayKy, I1OCBS-
MIEHHYIO TIOUCKY M OTKPBITUIO HEMOBTOPUMBIX
YEepT, CBOMCTBEHHBIX KYJIBTYpE aJbII'CKOTO 3T-
HOCa, BECbMa BHYILIUTENIEH, UACI0 PACKPBITHS

AmxoroB b. I'. My3bsikanbHass Haptuana: onsIT uccienoanns. Hampunk:
ITpunt Lentp, 2020. 380 c.

Ashkhotov Beslan G. Musical Nartiad: An Attempt of Research. Nalchik:

TeMbl HapTtuaasl B €€ My3bIKaJIbHO-IIECEH-
HOM BapuaHTe BbIHAIIWBal JaBHO. Ha mytu
K 9TOU IIeJId UM OIMyOIMKOBaHbI JIBE MOHOTpPa-
¢un 1Mo My3bIKAIEHOMY (DOJIBKIIOPY aJbIrOB,
310: «TpaauiMoHHas ajbIrcKas MecHs — Iuiad
“rpp1033”» (Hampuuk, 2002) u «Anpirckoe
HapogHoe MHororonocue» (Hampumk, 2009),
a Takke psij cTared, cpelnd KOTOPBIX CIedyeT
BBIICTIUTH B CBSA3M C TeMOW MOHorpaduu cra-
ThI0 «O0 OHTOJOIMYECKHX OCHOBAHHUAX aJIbIT-
ckux Haprckux mmuHamie» (IIMH, 2010,
Ne 1). B Heit aBTop BriepBbIe B TE3UCHOM (hopMme
c(hopMyaMpoBaT HEKOTOPbIE BBIBOJIbI, a TAK¥KE
BBIIBUHYJl TPEIIONOKEHHE, IOITBEPKIIAI0-
iee APEBHOCTh NIPOUCXOXKIEHUS dnoca. Yepes
WUICHTH(UKAIIMIO MY3bIKAIBHON CTHIIMCTUKA
HapTCKUX «IIIUHATICH» (SMUYECKUX TECEH),
CBUJIETEJILCTBYIOLIEH O PAaHHEM HCTOPUYECKOM
pyOexxe HX BO3HUKHOBEHHS, CJEJIaH BBIBOJ
0 BO3MO)XHOM OBITOBAaHUU aJBITCKUX HAPTCKUX
MeCEeH B paMKaxX TPaJAUIIMOHHOTO «UYE€PKECCKOTO
MIECEHHO-TAHIIEBAJILHOTO PUTYAJIBHOTO KPyTay.

Bo Bcex 3TuX Tpyaax MpUCYTCTBYET INIaBHAS
ujesi, pacKpbIBarolas LEJOCTHOCTb, CHUCTEM-
HOCTh M1 MHOTOOXBaTHOCTb aBTOPCKOM HAyYHOH
KOHIICTIIIMM — paccMaTpuBaTh (POIBKIOPHBIN
O00BEKT BO B3aUMOCBSI3U C OOIIEKaBKAa3CKUM
KyJbTYPHBIM MHUpPOM. BBIABISS TUIONIOTHIO,
WM Jienasi BBIBOJBI 00 aBTOXTOHHOCTH aJIbIT-
CKOM TTeCHH, aBTOP HE TEPSET U3 BUTY KOHTEKCT
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MIECEHHOTO0 TBOPYECTBA COCETHUX CEBEPOKAB-
Ka3CKMX HapoAOB. JTa K€ aBTOpCKasi MO3ULUs
B MCCJIEIOBAaHUM KPOCCKYJIBTYPHOIO B3aUMO-
JeCTBHS B OOIIEKaBKAa3CKOM KYJIBTYPHOM ape-
aJie MoATBEPAMIIA CBOIO aKTYaIbHOCTh B paboTte
HaJ naHHOM MoHorpadwueir. OHa BBIpa3uiIach
B MOCTaHOBKE 3a/laud PEKOHCTPYKIIUU apXau-
YECKOT0 JKaHpa KaBKa3CKOW 3MHMKU Ha OCHOBE
KOMITapaTUBHOIO METO/a aHaju3a MMEIOLINX-
Csl HOTHBIX 00Pa3l0B HApPTCKUX MECEH BO BCEX
STHUYECKUX KyJabTypax KaBkasza: oceTHHCKOM,
aJIBITCKOM, OaJTKapo-Kapa4yaeBCKOM, a0Xa3CKOM,
U KaK CJIEJICTBHE — B CO3JaHUU MUNON02UYe-
ckoti mooenu Hapmckou nechu. C yd€tom 00-
Hapy>KeHHOH 3HAYUTEIbHOW HEXBAaTKH HAY4YHO
000CHOBAHHBIX HOTHBIX PaCHIN(PPOBOK y APY-
rux Haponos, b. I. AmxotroB B Oosnblieii cre-
MIEHU OMHPACTCS Ha MaTepual abIICKUX MIIIH-
HaTel, kKak Hanboliee JOCTOBEPHBII HCTOUHUK
JUTSL HAy9HOTO 0000IIICHMS.

Conepxxanue MoHOrpaduu NpPECTaBISET
co0oi mocienoBaTeNbHBI X0 HAy4HBIX pas-
MBIIIJIEHUH B CBSI3U C MOJEM MNpoOIeMaTUKH,
COIYTCTBYIOILIIEH OCHOBHOI HJiee HCCIIeoBa-
HUs. B Ha3BaHUSX JEBATH I71aB, 3aBEpIIAEMBbIX
3aKII0YeHNEM C OCHOBHBIMH BBIBOJIAMH, MPH-
CYTCTBYeT YETKO BhIBEpEHHAS JIOTUKA TUHAMUY-
HOTO ¥ OJJHOBPEMEHHO IITyOOKOTO TOTPYKESHHUS
B Temy. Kaxkayro maBy MOXXKHO paccMaTpHUBaTh
KaK OT/IEJIBHOE 3CCE, PACKPBIBAIOLIEE KAKON-JIN-
00 acmeKT, M0 MHEHHUIO aBTOPA, Pa3bsCHIIOMINN
€ro TOYKY 3pEHHs Ha TO UJIM UHOE SIBJIICHUE, Ha-
XOIALIEECS B TECHOW CBSI3U C IIPEIMETOM HC-
CJIETOBAHMUS.

UpesBbIUailHO HHTEPECHBI €r0 BbICKA3bI-
BaHMs 110 OBOY camoro 3mnoca «Hapte kak
SIBIGHUS KYJIBTYPHOIO TE€KCTa, a TAK)XKE ero Ha-
POIHBIX UHTEPIIPETATOPOB MEBLIOB-CKA3UTENCH
ooicezyaro (1, IX rmaBer). BechbMa BaxHBIM 1S
MPaBWJIBHOTO IMOHMMAaHMsSI HAy4YHOIO TEKCTa
B CBSI3U C MEXKIUCIUILTUHAPHBIM MOJIXO/IOM 5IB-
nsiercs III raBa «O monb3e UIEHTUYHOUN Tep-
MuHosoruny. C touku 3penus b. I. Amxorosa,
OHa OTpa)kaeT MOUCK TOYHBIX BBIPAKEHUU IS
PacKpBITUS CrIeU(PUIHON 007aCTH My3bIKaJIb-

HOTO (POTTBKIIOpA, YTO CIOCOOCTBYET OOIIEN0-
CTYITHOCTH B TMOHHUMAaHHHU aBTOPCKOM MBICIH
M BKJIIOYAET KaK KYJIBTYypOJOTHUYECKYIO, ITHO-
MY3bIKOBEUECKYIO, TaK U HAPOJHYIO TEPMHU-
Hojoruto. [IpuBnekaer packpeiTue Hjaeu Bce-
OXBAaTBIBAIOIIETO SIBJICHUS pumma Kak crocoda
BHECEHHUs TMOpsiKka B ollylieHne Bpemenu u
BbeiTus, nposBisonieecss Ha YpOBHE JpeBHEN-
mmx GopM THHYECKOro co3Hanus (V 1imaBa —
«BHauvane O0bu1 puT™M»). PasHOOOpa3HbIe Mpu-
MepbI U3 00JIACTH KYJIBTYpOJIOTHH, (pusocopu,
JMHTBUCTHKH B COEIMHEHHWH C aHAJIM30M ap-
XUTEKTOHUKH HAPTCKOW MECHU MPUIAIOT ITON
IJIaBE€ XapaKTep CEMAaHTHUYECKOro 0O0OIICHHMS,
OTPaXKAIOILEr0 «JICHCTBEHHBIM THUIl ATHO(DU-
nocohumn», CBOMCTBEHHBIH, MO BBIPAKEHHUIO
X. I TxaramcoeBa, KaBKa3CKUM HapoJaM.
VIMeHHO BBIBOJIBI, ClICIaHHBIC B IaHHOU IJIaBe,
BBIXOJISIT HAIPSIMYIO K OJHOM U3 HEHTPATbHBIX
U MOHOTpadUu — 0 C80e0OPA3UU INUUECKO-
20 oicanpa, npexacrasiusiemoro «Haptuamoin»
(IV maga «K mpobneme kaHpOBOTO Ompesese-
HUS: STHOMY3BIKOJIOTHYECKUH aCTIeKT»).
Bonpoc >xaHpoBoro omnpezneneHust ¢oib-
KJIOPHOTO MECEHHOTO WCTOYHHKA SBISETCS OJ-
HUM U3 LEHTPAIBHBIX BOIPOCOB B 3THOMY3bI-
Kojoruu. MHorga mpusHaKu TOrO WM HMHOTO
’KaHpa OBIBAIOT YCIIOBHBI, HEPEIKO Pa3MbIThI
WM HE COOTBETCTBYIOT YCTOSIBUIMMCS B3ITIAIaM,
MPUHATHIM B (yHIaMEHTaIbHOM Hayke. OObsic-
HSeTCA 3Ta, MOpPOW TPyAHOpA3pelIrMas Mpo-
Orema, caMoil TpUPOIoil 00BEKTa KaK KHBOTO
OpraHu3Ma My3bIKH YCTHOM Tpaauuuu. B otHO-
IIEHUN TEPMHUHA «IMHYECKOE» MMEETCs OImpe-
NEeNEHHBIA cmepeomun B BUAE HETOPOIUTMBOTO
TMOIOIIIETOCS TPEIaHusl O MOABUrax OoraThIpei,
UCTIOJIHSEMOTO B PEYUTATHUBHOM, IeKIaMaIlOH-
HO-MMITPOBU3AIIIOHHON MaHepe TMeBIIOM-CKa-
suteneM. b. I. AmXoToB, MOAKIIOYMBIINCH
K JMCKYyCCUU 00 MACHTH(DUKAIUMH STHYECKOTO
KaHpa, oOpamaer BHUMaHHE Ha CHEIUPUKY
BBIPA3UTENbHBIX CPEJCTB TEKCTa W HameBa W
BHOCUT KOPPEKTHBBI B CYIIECTBYIOIIMHA CTe-
peorun. PaccmaTrpuBas 0COOEHHOCTH 3MHYE-
CKOM mnecHM HaponoB KaBka3za, yu€HbIi fenaer
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NPUHIUIHAIBHBIA BBIBOA O TOM, YTO HMEH-
HO pummy B IIMPOKOM CMBICJIE 3TOTO MOHATHUS
INPUHAIICKUT OPraHU3yIoLee HA4aJlo B JIaH-
HOM >kaHpe. OCHOBBIBasICh Ha TaKUX THUIOBBIX
IIPU3HAKaxX OJIHMYECKOM IIECHU, KaK YETKOCTh
B KOOPAMHALIMH TUIACTOB COJIMCTA U XOPa B COJIb-
HO-TPYIIIOBOM T€HHUH, CTPOMHOCTh KpPAaTKUX
CHHTAaKCHUYECKUX EIUHMII B )OpME HameBa, BTO-
POCTENEHHOCTh MEJIONYECKOr0 Havaja Mo OT-
HOILIEHUIO K PUTMUYECKOMY HAIIOJHEHUIO CJIO-
Ba, aBTOP OIPENEISET apXaudHOCMb JHCAHPA,
Jienasi TMONBITKY PEKOHCTPYKIIMU CaMOOBITHOM
MOJIEJIA HAPTCKOU MeCHU. B HEll OCHOBHOE BHU-
MaHHE OOpalleHO Ha SHEPreTHKY PUTMOJBH-
JKEHUS, COOOIIAIONIYI0 TEeCHE OCOOBIH TIpH-
HOAHATHIA AMOIMOHANBHBIN TOHYC, ONM3KMIA
K Ta)OCHOHM OpaTOPCKOH JIeKIIaMAaIlHH.

3aaya BOCCO3JaHUSI TUIOJOTUYECKOW MO-
JIEJI1 Ha OCHOBE KOMIIApaTUBHOIO aHaiu3a €€
STHUYECKUX U CYOITHHYECKUX BEpPCUIl BBI-
MOJIHATIACh B COOTBETCTBUM C METOAOJIOTHEH,
IPUHATOW B OTEYECTBEHHOW MY3BIKAIBHON
donprmopuctuke. I[lpoananu3upoBaB Oosee
160 mpumepoB HOTHBIX 3amUCed ¢ OMOpOH Ha
Hanbosee MHOTOYHMCICHHBI  JJOCTOBEPHBIN
UCTOUYHUK B BUJAE «AJBITCKUX MIIMHATIEH,
MOJIBEPTILUXCA BCECTOPOHHEMY PACCMOTPEHUIO
B [V—VII maBax moHorpauu, AIIXOTOB BbI-
JIEJISIET KOMIUIEKC CPENCTB BBIPA3UTENBHOCTH,
XApaKTEPU3YIOIIUX MY3bIKAJIbHYIO COCTABIISIO-
mryto necHu. OOIIEU3BECTHO, YTO UMEHHO OHA
B CPABHEHHUH CO CJIIOBECHBIM TEKCTOM OTINYAET-
csi GonblIel KOHCEPBATUBHOCTBIO U CIIOCOOHA
COOOIINTh JTaHHBIC, HEAOCTYIHBIC HApPPATHBY.
Hcronb3yst 3TO Ka4eCcTBO HAIEBOB, KaK MCTOY-
HHKa MH(OopMaLnu, aBTOp MOHOTpaduu penraer
BAOKHYIO 3a7a4y «Bbli6NeHUs COOMEEemCmeus
MY3bIKAbHOU CMOPOHbL INOCA C Xapakmepu-
CMUKOU €€ MpPOUYHO20 CUHKpEemusma closd,
MY3bIKU U MAHYA, OMPaicarowutics 8 mopgono-
SUYECKUX U CUHMAKCUYECKUX CIPYKMYpPax mex-
cma u Hanesd, (hoHemuKo-apmuKyIAYUOHHOM U
CeMAaHMUYECKOM 3HAYEHUAX UX OTMHOUEHUL.

B otnmnuune ot Qpuiionoro-3mnocoBenoB, Ko-
TOpBIE UMEIOT K HACTOSILIEMY BPEMEHHU BHY-

LIUTENbHBIM HayyHBIH Oarax<, HapTCKas MecHs
B OTEYECTBEHHOW MY3BIKAIBHON (POIBKIIO-
pUCTHKE HE OblIa MPEIMETOM CIEIUATBHOTO
uccienoBanus. B e€ «Hay4HOW KOMMWIIKE» CO-
CPEeIOTOYWICA MarepHall, JUIIb HaMeuaBIIUi
NyTh K JAaHHOMY KOMIUIEKCHOMY HCCIIEI0Ba-
HUIO: OT KpaTrkoil HHQpOpMalHMHU IO MOBOAY
o0mIeil XapaKTepUCTHKH SIUYECKOro >KaHpa
(T. K. lleitbnep) 10 mocTaHOBKHU psifia mpoodIemM
Y BBE/ICHUA X B HAYYHBI OOMXO/]] B BBICTYILIE-
HUSAX (POTBKIOPUCTOB-MY3BIKOBEIOB pPETHOHA
(K. T LIxypbaeBoit, A. U. Paxaesa, b. C. llleyn-
xeH). Ix otnenbHble HAOMIONEHUS, Kacarollu-
ecs crenru(UKN My3bIKaIbHBIX XapaKTePUCTHK
WX POAHOM 3MUYECKON MECHH, IMOMOITIM aBTO-
py MoHOTpaduu B COCTaBICHUHM KOHIEHINH U
(opMyTUpOBKE OCHOBHBIX MOJXOAOB K €€ pac-
KPBITHIO.

K nocrouncrBam moHorpaduu MOXHO OT-
HECTH YCTOMYMBOCTH HAYYHOTO MOYEPKa aBTO-
pa, KOTOPBIH CPOPMHUPOBAJICS B PE3YIIBTATE €TO
AKTUBHON HCCIIEIOBATENbCKON N1eATeTbHOCTH
U BBIAAET B HEM ITyOOKOTO YUEHOTO-HCCIe0-
Baresst. Pemasi coOCTBEHHbIE 3a1a4M KaK ATHO-
MY3bIKOJIOT B OTHOLIEHUH HApTCKUX HAIEBOB,
OH BOBJIEKAeT B OPOWTY IMOWCKA JOCTHKECHUS
CMEXHBIX HAayK: UCTOPUH, dTHOTpaduu, COLHU-
OJIOTHH, TICUXOJIOTUH, S3BIKO3HAHUS, (UI0I0-
THH, KYJIBTYPOJIOTHH, YTO CO3JAaET IIUPOKOE
1oJie KyJAbTYPHOIO U HAay4YHOTO KOHTEKCTa,
CIOCOOCTBYSI OOBEMHOCTH U TOJHOIEHHOCTH
HCCIEIOBaHUI. DTO OO0CTOATEILCTBO, CBH-
JeTeNbCTBYIONIEE O MIUPOTe 0003peBaeMoi
uHpopmanuu M TIyOMHE NPOHUKHOBEHUS
B CYIIHOCTb M3y4yaeMoil o0nactu, JenaeT Mo-
HOoTpadui0 TPUBIEKATEIHLHOW W MHTEPECHOU
JUIE CaMOTO Pa3HOT0 Kpyra CHEIHMaTUCTOB U
0oJ1ee MUPOKOH ayaAUTOPHH.

Jlroomuaa EsrenseBna Kymexosa (Hanoesa)
JIOLIEHT, 3aBefyromas kadeapoit

HCTOPUU U TEOPUH MY3BIKH,
Ceepo-KaBkazckuii rocyjapcTBEHHBIM
WHCTHUTYT UCKYCCTB,

. Hanpuuk, kumeh.luda@mail.ru
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)KaH bappake: nyTb K cCepMaAM3my M 3CTeTUuHeCKMe B3rAsiAbl
nepBom nNoAoBuHbl 1950-x roaos

B crarbe paccmarpuBaloTCs 3CTETHYECKUE B3IVISAbI (paHIly3cKoro kommosutopa JKana
bappake B mepuoa CTaHOBIEHHUS M pa3BUTUs Uael cepuanuizma. Ormevaercs poas LllyGepra
u berxoBeHa B (GopMHpOBaHMHM XyJOXKECTBEHHOIO MHPOBO33peHHUs Macrepa. IlyTh kK HOBOM
KOHILIENIIMU 3BYKOBOIO MbIIUIEHMs s bappake ompenenwin aHanutudeckue Kypcebl OsnBbe
Meccuana, 3HakoMCTBO ¢ KHMramu Pene JleiiOoBuila, MOCBSINEHHBIMH CEPUHHON TEXHUKE
npeacrasureneid HoBoM BEHCKOH IIKOJIbI, TBOPYECKUE KOHTAKTHI C IEPEAOBBIMU KOMIIO3UTOPAMU
— Ileepom bynesom, Kapenom IyitBaprcom, Mumenem @®ano. Ha ocHoBe o00630pa crareit
bappake 1950-x rogoB BbIABISIOTCS KitoueBble (urypsl (takue kak BeGepH, bepr, LIénoepr,
Meccuan, CTpaBUHCKHI) U IPOoOIeMbl, THTEPECOBABLINE KOMIIO3UTOPA B UCCIIETyEMbIil Tepuo]
BPEMEHHU, MPOBOJMUTCS CPAaBHEHME €0 BBICKA3bIBaHUM ¢ putopukoi bynesa. OTmeuaercs, 4To
BOIIPOCHI COOCTBEHHO cepuilHOW TexHojoruu bappake umHTepecoBanu mano. Ero BHMMaHue
COCPENOTOYMBAJIOCh HAa HCTOPHUYECKUX IMOTPEOHOCTSAX MY3bIKAJIbHONW TNPAKTUKH U e
OHTOJIOTHYECKOW cyIHOCTH. Oco0oe 3HaueHHEe KOMIIO3UTOP OTBOAMJI MOHATHIO MY3BbIKaJIbHOMN
JUAJEKTUKH, CUUTAsl €ro ONPEAEIAIOINM sl KOHLIENIUH cepruaanu3Ma. 3HaAKOMCTBO B CEpEUHE
1950-x romoB ¢ pomaHoM I'epmana bpoxa «Cmepts Beprunus» o0ycinoBuio nanbHeimiee
pasButue TBOpuecTBa bappake. B ieHTpe HHTEpECOB KOMIIO3UTOPA 0Ka3aJIUCh BOIIPOCHI IPUPOBI
HUCKYCCTBA M XYIOXKECTBEHHOI'O TBOPUYECTBA, HUCTUHHBIM BBIPAXKCHUEM KOTOPBIX CIIYXKUIIU
OIIIO3UIINY )KU3HU U CMEPTH, CO3UJAHUS U pa3pylicHus. B 3akitoueHnH cTaTbu KOHCTAaTUPYETCS
CBs3b BO33peHUN bappake ¢ poMaHTUYECKOM 3CTETUKOM.

KiroueBbie cioBa: XKan bappake, cepmanusMm, My3bIKajdbHas AuanekTuka, AHTOH BebepH,
Apnonbn [HI€n6epr, Ans6an bepr, OnuBbe Meccuan, [Isep bynes, Urops CrpaBuHckuii, [ epman
bpox.
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Jean Barraqué: Path Towards Serialism and Aesthetic Views
of the First Half of the 1950s

The article examines the aesthetical views of French composer Jean Barraqué during the period
of the formation and development of the principles of serialism. The roles of Schoenberg and
Beethoven in the formation of the master’s artistic worldview are singled out. The path towards
the new conception of sonar thinking for Barraqué were determined by Olivier Messiaen’s music
analysis courses, the familiarization with the books of René Leibowitz devoted to the serial
technique created by the representatives of the Second Viennese School, as well as artistic contacts
with the leading composers — Pierre Boulez, Karel Goeyvaerts and Michel Fano. On the basis of an
overview of Barraqué’s articles from the 1950s the key musical figures (Webern, Berg, Schoenberg,
Messiaen and Stravinsky) and issues that interested the composer during the researched period of
time are disclosed, and a comparison is made between the composer’s utterances with the discourse
of Boulez. Notice is drawn to the fact that the questions of serial technology proper were of little
interest to Barraqué. His attention was focused on the historical needs of musical practice and
its ontological essence. The composer attributed special significance to the concept of musical
dialectics, considering it to be defining for the concept of serialism. Barraqué’s familiarization in the
mid-1950s with Hermann Broch’s novel “The Death of Virgil” stipulated the further development of
his music. The center of the composer’s interests turned out to be questions related to the nature of
art and artistic creativity, the true expression of which were served by the oppositions between life
and death, creation and destruction. In the article’s conclusion the connection between Barraqué’s
viewpoints with the romantic aesthetics is demonstrated.
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© Ekaterina G. Okuneva, 2021
© Publisher: Scholarly-Methodical Center “Innovation Art Studies,” 2021

paHIy3CKOTO KOMIIO3UTOpPAa  «HAa KPUTHUUYECKYIO nuctanuuio» [9, S. 137].

XKana bappake (Jean Barraquc,

1928—1973) B 3apyOexHOM MY3bI-
KO3HAHUU HEPE/IKO Ha3bIBAIOT ayTcaiaepoM
cepuasibHOM My3blkH 1950-x ronos. Ero He-
OJTHO3HAUYHOE OTHOLIEHUE K CEpUaIN3MY, OC-
HOBAaHHOE OJTHOBPEMEHHO Ha MPUTSKEHUU
Y OTTOPKEHUU (pa3pyLIEHUH ) ITON KOHIIET-
11y, 00yCIIOBIEHO TE€M, YTO OH MOJOIIEN K
cepuajbHON mzaee, mo cioBaM XepuOepra
XeHpuxa, «C TOUKH 3peHUs HaOIonaTesns»,
a MOTOMY €My Ipolile ObUIO OTOUTH OT HeE€

Jlexnapupys BEUHYIO aHTHHOMUYHOCTD JTy-
XOBHOMW MPHUPOJIBI TBOPUECTBA, AKIICHTUPYS
HENPEpPhIBHOE CTAHOBJICHHUE U PA3BUTHUE XY-
JI0’)KECTBEHHOTO MPOU3BEACHUS, B paMKax
KOJUIEKTUBHOM 3CTETUKM bappake cosman
CBOE, YHUKAJIbHOE HAaIpPaBICHUE, KOTOPOE
MOYKHO YCJIOBHO ONPENEIUTh KaK «pOMaH-
TUYCCKHI» cepruaansm'.

Kommo3utrop mpoxkuia OTHOCUTEIBHO
KOPOTKYIO KW3Hb, HAMOJHEHHYIO TOPEYbIO
pa3oyapoBaHMiA, OTYASTHUEM U Oe3BepHEeM?,
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CTpazias OT BCEBO3MOXKHBIX KOMILIEKCOB,
00CECCHBHOTO PpAcCTPOWCTBA M  AJIKOTO-
mm3Ma’. OH Tonaraj, 4TO MPHUHAJUICKHUT
K YHCITY «IPOKIIATHIX XYI0KHUKOB»*, ¥ BOC-
MPUHUMAJl CBOIO JKM3Hb KAaK «HaKa3aHUE,
yBeube» (muT. mo: [1, ¢. 126]). JI. Axonsin
CIPaBEJIMBO HA3BaJl €T0 «BEJIUKOMYYCHH-
KOM aBaHTap/IHOM uaem» [Tam xe, c. 116].

Pemenne nocBsatuth cebs my3bike bap-
pake npuHsu1 B 12-1€THEM Bo3pacte, mocie
npociaymuBanus «HeokoHuenHol cumpo-
Hum» [lybepra, 0TKa3aBIIUCH OT MEPBOHA-
YaJIbHOTO HAMEPEHUS CTATh CBSIIIEHHUKOM.
BniocneactBun oH BCloMUHAJ 00 STOM TakK:
«S1 cTan KOMIO3UTOPOM MO MPUUUHE IMOITH-
OHAJILHOTO 110K, B KOTOPBIA MEHSI IOBEPT-
na “Heoxonuennasi cumdonus” [lybepra.
Jlo 3TOrO s HUKAK HE Jymaa CTaHOBHUTHCS
MY3bIKaHTOM. Sl ObUT BOCHHTAHHHKOM pe-
JUTUO3HOM 1IKoJbl. M1 BOT ogHMM Cy0060T-
HUM BEUYEPOM — 51 HUKOTJ]a ATOTo HE 3a0yiy,
MHE OBLJI0 OKOJIO 12 JIeT — yUUTENb B35J1 HAC
K cebe M MOCTaBUJ TUIACTUHKY: 3TO ObLIa
“HeoxonuenHnas”. <...> Sl He 3HAJ, 9TO 3TO
oput0. Ho BHE3amHO, C ATOT0O MTHOBEHWS,
s CTaJl KaK MOMEIIaHHbIN, KaK OJIEP>KUMBbIH.
W s 3axoTen ToTyac — TaKUM CaMOHAIETHHBIM
st OBLT — C/IeNIaTh HEUTO MoJ00H0e» [6, S. 4].

Bynyuuii koMmo3uTop Havad KOJIJIEKIIN-
OHUPOBATH IUIACTUHKH, AJHO BIIUTHIBAS
B ceOs MUp, KOTOPOTO HE 3HAJ, MY3BIKY, K
KOTOPOH XOTeI «ITPUKOCHYTHCS U 3aBIA/IETh
eto» [Ibid.]. OH mokyman napTUTyphl U TIe-
pemnuchIBall UX, JKeJasi MOHSTh, KaK Pa3Bo-
pauuBaeTcs My3bIKa, YTO HAXOAUTCS 3a HEH.
CraB 3pesibIM My3bIKAHTOM, OH CPaBHHUBAI
3TO CBOE CTPEMJIICHUE C JTIOOOIBITCTBOM pe-
OEHKa, KOTOPbIN BCKPBIBACT UTPYIIKY, YTO-
OBl y3HATh, YTO HAXOIUTCA Y HEE BHYTPH.

B 15 ner bappake ucnbITan HOBbIM HIOK,
MO3HAKOMUBIIHUCHE ¢ «Missa Solemnis»
berxoBena. Briewatnenue, nmpousBenEHHOE
3TOM MY3BIKOHM, OBLIO CTOJIH ITyOOKO, YTO,
ecau Obl TOTAa, MO €ro CJIOBaM, €ro CIpo-
CWJIH, YTO 3HAYUT OBITH KOMIIO3UTOPOM, OH

2021,2

OTBETWJI OBbI, YTO ASTO 3HAYHUT HAMKCATh
«Missa Solemnisy [Ibid., S. 5].

[Iy6epr m berxoBeH Ha MPOTSHKEHUU
BCEH JKU3HU OCTABaJMCh uaeaioM s bap-
pake, OIpeIenB €ro B3IISIIbI HA IPU3BAHUE
1 MUCCHIO XyfokHUKa®, EIié omHO#M BaskHET -
meu purypoit 4yTh o3nHee ctaHeT J{ebroc-
CH, 0 My3bIKE€ KOTOPOI0o OH HanuueT B 1960-¢
rOJIbl MaCIITAOHBIH TCOPETHUCCKUI TPYC.

YKpenuBIIUCh B CBOEM HaMEpEHUU
CTarb KOMIIO3UTOpOM, bappake Hauanm u3-
y4yarhb TapMOHHUIO M KOHTpanyHKT y JKaHa
Jlanrne’, a ¢ 1948 roma moceman Kiacc
ananmm3a Meccuana. B atotr nepuon Han6o-
Jiee TeCHOE OO0IIEHHE YCTAaHOBWIIOCH Y HETO
¢ Kapenowm I'yitBaprcom u Mumenem ®aHo.
Ilo Bocnnomunanusm ®Pano, bappake mpo-
M3BOAMII BIEUYaTIIEHUE LEIbHOU U OEeCKOM-
MIPOMUCCHOM JINYHOCTU. PAaHO HE CKpBIBAJ,
YTO B3[JISA]1bI KOMIIO3UTOPA MOBIIUSIIA HA €T0
COOCTBEHHBIE, BO BCSKOM CiIy4yae, U3MEHH-
JIM €ro IpeiCcTaBlIeHus 0 My3bIke. Meccuan
TaKXe OTMEYall, 4To B ero kiacc bappake
npuén cHopMuUpoOBaBIIEHCS JIMYHOCTHIO,
C OKOHYATEJIbHO CIIOKUBIIMMCSI CTETHUYE-
CKMM MHUPOBO33PE€HHEM, YTO BCTPEYACTCS
HewacTto y Jroped 20-nmeTHero Bo3pacrta®,
Cam bappake BcoMuHai, yTo MpUOOPEN
B Kiacce MeccuaHa 3HaHUS, IIEHHOCTh KO-
TOPBIX TPYAHO ONpPEAEIMMA, «CBOEro poaa
m000Bb K camoit My3sike» [7, p. 129]. Jlro-
00€ TpOU3BENIEHNE «BEIUKUA YUUTEIb
BOCIPUHUMAJ KakK 3arajiky, pasrajbiBas
€€ KaxJIbli pa3 1mo-HoBoMy. MeccuaH, 1o
cioBam bappake, He JaBaj TOTOBBIX pellen-
ToB. OH OyIOpaxusl BOOOpaKEHUE, BMECTE
C TEM yMeEJI MOJIYaTh U CIIyLIaTh, SBJISAS IPU-
Mep MOYTUTEIBHOIO CMUPEHUS «I10 OTHO-
HIEHUIO K MPOU3BEACHUSIM, HE 3aCTHIBIIUM
B TPAaHIMO3HOM M JAJIEKOM IPOIUIOM, HO
BCETJIa JKUBYIIMM COOCTBEHHOW JHEprueit
®u3HU U cmept» [Ibid., p. 130].

Jo mpuxoma B kinacc MeccuaHa KOM-
MO3UTOpPCKass aKTUBHOCTh bappake Oblia
HeoObIvaitHo BbicoKoH. K 1948 romxy B ero
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TBOPYECKOM Oarake HaCUMTHIBAIOCH OKO-
JIO TpUALATH MPOU3BEICHUM (B MX UHCIE
HECKOJIbKO (pOpTENMaHHBIX COHAT, KaMep-
HbI€ BOKAJIbHbIE U MHCTPYMEHTAJIbHbBIE CO-
YUHEHUS, TIHEChI IS Xopa a cappella, nBe
cuM@onun). MHOTHE W3 HUX, IO MHEHHUIO
uccienoBarenss U ucnoiaHutens Pomxkepa
Bynsopna, Hecniu Ha cebe nieuaTh TpaauIHii
(G paHIly3CKOrO U HEMELIKOTO POMaHTU3Ma U
BIIOCIICJICTBUM OBbLIN yTepsHbl [12, p. 32].
K mponykuuu 3tux ser cam bappake oTHO-
CWJICSI JIOBOJIbHO PAaBHOAYILIHO W IOJiarai,
YTO K MEPBbIM 3HAUUTEIBHBIM JOCTHKEHU-
sIM TIpUI€n auib B 1950-e rogsl.

Havano yué€6sl y Meccuana 0603Hauu-
JIO 3Tall UHTEHCUBHOTO TBOPYECKOTO pas-
BUTHUS KoMIlo3uTopa. HemanoBaxHO, 4TO
Torna e bappake mnpeacraBuiach BO3-
MO>KHOCTh O3HAaKOMHTbCSI C KHUramu Pene
JletiboBuna, nocBsmEaHbIME HOBOBEHCKOM
IIKOJIE, MOCJIE U3YYEHUS KOTOPBIX OH CTal
yOeXAEHHBIM  CTOPOHHUKOM  CEpUHHOM
TeXHUKU. VIMEHHO B 3TOT MEpUO[ BbI3pe-
na Conara mnst ¢oprenuano (1948—1952)
U MOSIBUJINCH TNepBble HaOpocku «CeKkBeH-
[[UW», OKOHYATEIHHO 3aBEPIIEHHON JHUIIb
B 1955 rony. Komno3utopckasi akTUBHOCTh
OpU ATOM CHHU3WJIACH HACTOJIBKO, YTO 32
OCTaBUIYIOCS KU3Hb bappake Hamucanl
JIMIIIB TSITh 3aKOHYEHHBIX OMyCOB — « DTIOM»
Tt MarHuTOOoHHON JeHTH (1952-1953),
«Le Temps restitué» («Bo3Bpaménnoe
BpeMsi», 1956-1968), «...au delda du
hasard» («...no0 Ty CTOpOHY clly4ailHO-
ctiy, 1957-1959), Konnepr ansa kiapHeTa,
BuOpaoHa W IIECTH HHCTPYMEHTAIBHBIX
Tpuo (1962—-1968), «Chant apres chanty»
(«ITecup mocne necHn», 1965-1966).

ITo Bceit BumuMocTH, B 1950-m rogy co-
crosiiacsk nepsas Bcrpeda bappaxke ¢ [Isepom
Bynesom, koTopsiii Ob1T npuniamén Meccu-
AQHOM Ha OJIHO U3 3aHSTHUM C LIENIbI0 aHAIU-
3a cBoeil Bropoii doprenuaHHONW COHATHI.
Mexay KOMIO3UTOpPaMH YCTaHOBUJIHUCH
JPY»eCKHe OTHOLIEHUS, CIIOCOOCTBOBABIINE

WHTCHCUBHOMY OOMeHy wuiesmu. [lo MHe-
Huto X. XeHpuxa, B Hayaie 1950-x romos
TBOpuecTBO bynesza nambonee Oymopaxxuiio
BooOpakeHne bappake u mmenHo Oyre3oB-
ckue counHeHus (mommmo Bropoit dopre-
nuaHHoi coHatkl, Takxke «llomudonus X»
u «Livre pour quatuor») «chopmupoBanm
€ro My3bIKaJIbHBIN sI3BIK» [9, S. 137].

OTHOLIEHUST MEXIy KOMIIO3UTOpaMH
JIOBOJIBHO CKOpPO YXYALIWINCH, KaK H3-3a
CJIO’)KHOCTEM XapakTepa camoro bynesa, Tak
Y BCIIEACTBUE KECTKUX BbICKa3bIBaHUU bap-
pakKe, OCYIMBUIETO MyTh Pa3BUTHSI, IO KOTO-
pomy byne3 nocinenosan B «MonoTke 6e3
MacTtepa». Bopodem, Aeno ckopee 3aKiro-
4aJIoOCh B TOM, 4TO 00a OIIyIAId HEKYIO
KOHKYPEHIIMIO B OTHOILICHUH HE TOJBKO MY-
3BIKAJIBHBIX UJIEH, HO U CBOEr0 MECTA B UCTO-
pun My3biki. OCOOEHHO OCTpPO ATO corep-
HAYECTBO BOCIPHUHUMAI bappake, KOTOpbIi
OTHOCWJICSL K BONPOCAM KOMIIO3UTOPCKOM
MHUCCUU U TBOPYECKOTO aKTa ¢ OOJe3HEeH-
HBIM MakcuMaim3mMoM. «Kommosurop — 31o
XyJIO’)KHUK, — TUCAJI OH, — UMEIO B BUAY — Ue-
JIOBEK, KOTOPBIA 00513aH OBITh 8eIuKUM; OH
NOJDKEH TArartbest ¢ Mcropuel, nmpuaaBarh
el CMBICH, JODKeH caMm ObiTh McTtopuei,
IIPEOJIOJIEBATh €€, MPOAOKaTh €€, 1aBarhb
€l IIOTOMCTBO. Huxakass ckpoMHOCTB
Herno3BosiuTelibHa. [loromy 4To ecTh ThiCH-
Y1 KOMIIO3UTOPOB, U KaX/IbIil T0JKEH OBbITH
Hcropueir cBoero Bpemenu. ...Henb3sa no-
BOJILCTBOBATHCSI MaJIbIM, OBITH MPOCTO HC-
CJIeIOBaTeNIEM WM MEPBOOTKPHIBATEIIEM. ..
Crnenyer moCTaBUThH BBICIIYVIO II€Jb: OBIThH
KOMIIO3UTOPOM, 3HAYUT OBITH TBOPIIOM...
... 51 3Ha10, UTO CETrOJIHSA €CTh MECTO TOJIBKO
JUISL 0OHO20 BEIIMKOTO MY3BIKaHTa: OCTaTKU
OTMETYT. SIBIISIFOCH JIK 51 3TUM MY3BIKAHTOM,
sl He 3Har0. S numis yoeka€H, 9YTo UX HE MO-
XeT OBITh JBOEY [0, S. 7, 9].

Takum 00pa3om, MyTh K CEpUATUIMY
y bappake nponeran yepe3 MeCCUaHOBCKUI
KJlacc aHanusa, kauru JleitboBuia, TBOp-
YeCcKue KOHTAaKThI ¢ bynesom, ['yiiBaprcom,
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@®aHO W JIPYrMMU MOJIOJIBIMU KOMITO3UTO-
paMu, BeplIaluMU UCTOPUIO COBPEMEHHOMN
My3bIkH. OJIHAKO, B OTJIMYHE OT TEPEUHrC-
JIEHHBIX MY3bIKAaHTOB, OTHOCSIIMXCS K IIPO-
UIOMY IIO14ac JIOBOJIBHO PaUKaIbHO, NS
Bappake cBsI3b C ONBITOM TPEAIIECTBEHHHU-
KOB BCET/Ia UTpajia UCKIIOUUTENbHYIO POJIb.
B sT0M cBS3U 0COOBIN MHTEPEC BHI3BIBAIOT
ACTETUYECKUE B3MISIABI KOMIIO3UTOPA TEp-
BOM nojaoBUHBI 1950-X roj1oB, TO €CTh B IIe-
pUOJl MHTEHCUBHOTO PAa3BUTHSI CEPUATIBHBIX
HIeH.

Ha npotsxkenun xu3nu bappake Hamu-
caJl HEeMaJl0 TEOPETUYECKUX CTaTeH, icce,
peuen3uii. Bce onn coOpanbl B macmiTa0-
HOM COOpHHKE «EBcrits» o penakuueit Jlo-
pan @enelipy [7].

B unTepecyrommii Hac nepuoa BpeMeHn
TEOPETUYECKHUE Pa3MbIIILJIEHUS y OOJIbIINH-
CTBa CEPUAIMUCTOB KOHIEHTPUPOBAIUCH
MPEUMYILECTBEHHO BOKPYI JBYX o00ia-
cTel: mpobsieM KOMITO3UTOPCKOM, a TOUHEE,
cepuitHON TexHoJMoruu (MOpOIIOTUH MY-
3BIKAJILHOTO SI3bIKA, €r0 JajdbHEUIIEero pas-
BUTUS) U OoJiee 1100aIbHbIX BOIPOCOB, 3a-
TParuBaroIINX UCTOPUYECKHE TOTPEOHOCTH
HCKYCCTBA M €ro 3CTeTHYecKoe 000CHOBa-
HUe (a UMEHHO: CMBICT M 3HAUYE€HHUE HOBEH-
e My3bIKH, €€ UCTOPUYECKYIO HEOOXOIH-
MOCTh | TIpo4.). B oTnuume ot coOparbeB
o cepuajibHOMy 11exy bappake ymensn
JIOBOJIBHO MaJl0 BHUMaHUsI BOIIPOcaMm co0-
CTBEHHO CEPUIHOMN U CEpUATILHON TEXHHUKH,
XOTSI CTPaHUIIBI €r0 pabOT MECTPAT aHAHU-
TUyeckuMu HaOmoneHusimu. Ilocnennue,
BIIPOYEM, KacaroTCsi B OOJIBIIMHCTBE CBOEM
COYMHEHMI HOBOBeHIIEB, Meccuana, Ctpa-
BHUHCKOT0, 0TYacTH byies3a u npu3BaHbl CKo-
pee Mmokas3arb CyIHOCTh HOBOT'O MY3bIKaJlb-
HOTO $3bIKa, 00O3HAUUTh OCHOBHBIE BEXU
HUCTOPUYECKOTO IMpoIecca, MPUBEALIETO
K €ro Mepe0CMbICICHHUIO.

bappake yOexaéH B BaXXHOCTH KOM-
NO3UTOPCKOW TEXHUKU [UIsl MY3bIKaHTA.
«CMBICTT MPOU3BENCHUS OINPEACIISIETCS €ro
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PUTOPHUKOW», — NEKIAPUPYET OH B CTaThe
«Des gouts et des couleurs...» («Bkychl
U uBerta...», 1952) [7, p. 71]. Paccyxnarh
TOJIBKO 00 SMOIIMOHAIBHON CTOPOHE COYH-
HEHUSl PAaBHOCUJIBHO JI HETO MOMBITKAM
ONPEEIUTh 3aMbICE] aBTOPA, SI3BIK KOTO-
poro He nMoHUMaelb. B To ke Bpems S3bl-
KOBBIE HOBAaTOPCKUE TOCTHXKEHMSI CaMU 1O
cebe He 00ecrneynBaIOT MPHUHAJJIC)KHOCTD
u3zobperarens K panry TBopuoB. Kyna Bax-
Hee YBUIETh BO3MOXXHOCTH Pa3BUTHSI 3TOTO
MY3bIKaJIBHOTO S3bIKA.

B Tteopernueckux paborax bappaxe
BO3HUKAET HEMAJIO MEPEKINYEK C TEKCTAMU
Bynesa, 4To HeyAMBUTENBHO B BUTy TECHBIX
KOHTAKTOB MEXJy KOMIIO3UTOpPAMH B IEp-
Bod mosioBuHE 1950-x romoB. CoBrazeHus
O0OHapyXUBAIOTCS, MPEXK]IE BCETO, B BHIOO-
pe uryp ans paccMOTpPEHHsS] U B OIICHKE
X HCTOPUYECKOM 3HAYMMOCTH. Peub muér
0 koMmmo3utopax HoBOM BEHCKOW LIKOJIBI U
JleGroccu.

Tak, nogo6no bynesy, bappake cuurtaer
BebOepHa mnpeaBeCTHUKOM COBPEMEHHOTO
MY3bIKAJIBHOTO MbIlUIEHUSI. OH HaMepeH-
HO OTHENSECT €r0 CEPUMHBIA OMBIT OT JO-
criwxenuil 11Iénbepra u bepra’. bappake
MPOTUBUTCA TEHACHIIMM, HUCXOISIIEH OT
JleitOoBuIa, paccMarpuBaTh HOBOBEHIICB
kak Tpouny, B xotopoil HIénGepr ynono-
onsietcst bory-oTiy, a ero yueHuku paszpa-
0aTpIBalOT T€ C(epbl, KOTOPbIE CepUHHBIN
co3zarenb yupeaui, HO He yCIen «J1opado-
tatb» [7, p. 54]. Ilo ero muenuto, BebepH
pacIMpuil CEpUI0, U UMEHHO €ro JI0CTH-
KEHUSI J1aJld UMIYJIbC COBPEMEHHBIM IIO-
UCKaM M 00ecreymii UX OCHOBAaHHE, B TO
Bpems kak lIéubepr m bepr ne cymenu
aJanTUPOBAThCAd K HOBOM TEXHHMKE B CHILY
CBOEH MPUBEPKEHHOCTH TOMY THUITy BOC-
npusTus (sensibilités), xkoTopsiii ObLT TH-
NUYEeH JUIsI HEMELKOro AKCIPECCHOHHU3MA
[Ibid.]. bappake yka3pIBaeT Ha JIBE IJIaBHBIC
omnOku, nomymieHHsie LlIéndeprom u bep-
TOM B HCIOJB30BAaHUU J0JeKa(hOHUU: 3TO
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CMENIeHHe CepuM M TeMbl (a, Kak clel-
CTBUE, MHCIOJIb30BAHUE  KJIACCHUYECKHUX
(dakTypHbIX (HOPM, TPAJIULUOHHBIX KaTero-
pUii MENOAUU U COMPOBOXKICHHS) U YIIOP-
HOE CTPEMIIEHHE BOCCO3/1aTh TOHAIbHOCTH
B paMKax cepuiHOM KOHCTpyKIuK. Kak u by-
Je3, OH YOXKAEH, YTO JyYIlIUe TOCTHKEHHUS
3TUX KOMIO3UTOPOB CKOHUEHTPUPOBAHBI
B JIOCEpUITHOM NEPUOJIE, B COUMHEHUSIX, T10-
no0HbIX «JIyrHOMY [ThepO» U «Boreky».
Bsmsin na Bebepna y bappake B 10 ke
BpeMsi uHAuBHyasieH. OH mojaraet, 4ro oc-
HOBHOW BKJIaJl MY3BIKaHTA 3aKJIFOYAECTCSI HE
CTOJIbKO B OOHOBJIEHMH MY3BIKAJIIbHOW Ipam-
MaTHKH, CKOJIbKO B NIEPEBOPOTE BCETO 3BY-
KOBOTO MbIIUIEHUs. bappake BocnpuHUMaeT
Bebepna kak npooipKaTesis TeX TeHICHIINH,
KoTOpbIe ObLTH 3aoXkeHbl [{ebrocen (1) B 00-
JIACTH 3BYKOBON KOHCTPYKIMHU M OTKPBITBHIX
¢opm. OH TaKke CYMTAET €ro KOMIIO3UTO-
pOM, Jlanblile BCEX OTOLIENUIMM OT TeMaTu-
YEeCKOM KOHUEMIUU, XOTS A0 KOHIA TaK U He
CYMEBILIUM IpeosioseTs e€. BebepH, no ero
MHEHMIO, ONIEPUPYET HE TEMAMHU, HO MEJIOIU-
KO-PUTMUYECKUMH CTPyKTypamu. bappaxe,
BIIPOYEM, OTMEYAET M3JIMUIHIO KECTKOCTh
U aKaJeMHUYHOCTb B BEOCPHOBCKOM TpaK-
TOBKE KOHTPAITyHKTHMYECKUX MPUEMOB, HO
MOJIAraeT, YTO «HETOCTUKUMAsi HOBU3HA €TI0
OIbITa HE MO3BOJMWJIA MPEABUAETH BCE BO3-
MOXXHOCTH 3ByKOBOW BCEJIICHHOW» [7, p. 56].
B uenom cnenyer noguepkHyTh, 4TO NPU
HECOMHEHHOM CXOJZICTBE, a [1014ac YyTh JIU
He OyKBaJbHOM COBIMAJICHUU B BbICKa3bIBa-
Husx %, putopuke bappake cBoiicTBeHEeH 60-
Jee MATKUN U «IPUMUPHUTENBHBIN) Xapak-
TEp MO CPaBHEHUIO C Oe3aneuIaIuOHHBIMU
yTBepxkaeHusiMu bynesza. OcoGeHHO 310 3a-
METHO B oTHoleHuu K bepry u lIIéubepry.
Tam, rne byne3 Hau-
Oosiee MONEMUYEH U
KaTeropuyeH, IMo3BO-
a5 cebe mpuberarhb

ITpumep Ne 1

pokcusMm HecoBMecTumocTel y [1I€nGepra
B cTenenu abcypaa» [2, c. 88]), bappake, Ha-
MPOTUB, OoJiee clepKaH U CHUCXOJIUTEJIEH.
OH CKJIOHEH aKLEHTHPOBATH AOCTHKCHUS,
HE 3a0CTpss CIELHUAIbHOIO BHUMAHHS HA
MpoMaxax v MOHUMas, 4TO B TOT IMEPHO/I Me-
pea KOMIO3UTOPAMH CTOSUIM 3aJ]a4l COBEP-
LIEHHO MHOI'O pOJa, YeM Iepel, COBPEMEH-
HBIM TMTOKOJICHUEM MY3bIKaHTOB. CMeleHue
cepur u Tembl y IlIénOepra oH cuuraer
OIIMOKOM, HO «BITOJIHE TIOHSATHOM U MPOCTH-
TETHHOW» B YCIIOBUSIX OTKPBITHS Jo1eKado-
Hud [7, p. 53]. OH ocykaaeT BOCCTaHOBIIE-
HUE TOHAJIILHOCTU B paMKax Jo0jAeKapOHUH
y bepra, nbo «HuKakue CEHTUMEHTAJbHbIC
MPUYUHBI ... HE MOTYT ONPAaBAATh 3TOT He-
MBICTUMBIA TIOBOpOT Hazamy» [Ibid., p. 49],
HO 3aM€4YaeT U MHTEPECHBIE CTOPOHBI €ro
KOMITO3UTOPCKOM TEXHUKH, B YACTHOCTH,
CEPUITHYIO POTAIIMIO 3BYKOBBIX IPYII U 00-
pa3oBaHKE MIPOU3BOJHBIX PSIIOB.

CamMol MHTEPECHOM B 3TOM OTHOILLICHUU
oH cuntaer Il yacte «JIupuueckon crou-
TBI», KOTOpasi, KaK W3BECTHO, HAYMHAECTCSA
C pOTallMH YETHIPEX3BYUHOU IPYIIbI, BKITIO-
yarlen nHuurainsl uMeH bepra u XaHHbl
@dykc. bappake yka3bpIBaeT, 4TO CUCTEMATH-
YECKOE Pa3BUTUE METOJl POTALlUU TOJIY4YaeT
B KOHIIE TIEPBOM YacTH ckepIo (c TakTa 46),
IJ1€ y KaXJ0ro MHCTPYMEHTA ITPOBOMASTCSA
cootBeTcTBYMOIIME psifbl (Idis y BuonoHye-
mu, Pb — y anwra, Pas — y BTopoii ckpunku
u Pf'y mepBoii CKpHIIKH), TIOCIIE SKCIIOHU-
pOBaHUs KOTOPBIX 3allyCKaeTcs IpOoLECce
BpaLCHUS: psAJIbl TPAHCIIOHUPYIOTCS B BOC-
XOIAILIEM XPOMAaTUYECKOM MOPSIKE, HAYM-
HasACh MOCIIEN0BATEIBHO CO BTOPOTO, TPETh-
€ro M T. JI. 3BYKOB, KaK IOKa3aHO HaMH Ha
cxeme (mpumep Ne 1) .

A. bepr. Jlupuueckas crouta. 11l yacts.
Cxema poTalyy psioB Y CKPHUIKH 1

123456789101112 2345 67891011121 3456 78910111212 4 567 8910111212 3
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Takum obOpazom, yke B Haudaje 1950-x
rofIoB BHUMaHue bappake NpHUBIEKAIOT
crocoObl TpaHcQopMalMi CEPUMHBIX psi-
noB. Ilo3nHee, cTpeMsch npeononeTs (puk-
CUPOBAHHBIM  HMHTEPBAJIBHBIM  MOPSAOK
BHYTPH CEpPHUH, KOMIIO3UTOp pa3paboTaeT
METOJl «CEepUilHOM mponudepanuny, Mo-
3BOJIIIOLIMI T€HEpUPOBATh HOBBIE CEpPUU-
HBIE PSIZIbI U TAKUM 00pa3oM 00ecrneynuBaTh
CTOJIb BaXXHYIO JUISl HETO MJICH0 HETPEPHIB-
HOT'O MY3bIKaJIBHOTO CTAaHOBJICHUS.

CpaBHuBas JByX WIEHOEProBCKUX Yyue-
HUKOB, bappake mosiaraer, 4To OTKpBITHE
nonexadonuu mnpuseno BebepHa k Tpas-
CLEHJCHTHOMY pPa3BUTHIO, TOTA Kak bepr
BCTYNIWJI HA ACKaACHTCKUN myThb. [Ipmum-
Hbl CTOJIb Pa3HBIX MOAXOAOB KpPOIOTCS, IO
€ro MHEHUIO, B IPUHLUIIHAIBLHO IPOTUBO-
IIOJIOKHBIX XyJOXXCCTBEHHBIX YCTaHOBKaXx
KOMIIO3UTOPOB. bepr nu3HadanbHo ObUT 03a-
6odeH mpoOreMoil KpynmHOU GOpMEBI U pa-
MaTHYECKUMHU AacleKTaMu BBICKa3bIBaHMUS,
9YT0 OBUIO HECOBMECTUMO C «HMCTUHHBIM
cepuiiHbIM ayxom» [7, p. 48]. Bebepn xe
B IIEpBOM CBOEM counmHeHuu, [laccakanuu
op. 1, 3adBWJI O KEJIaHUM «HE CJIENOBATh
3aIaHHOM CXEMe, a OCYILECTBUTD “‘BO3MOXK-
Hyw”» [Ibid., p. 42].

B ornomenun BebGepna bappake Heon-
HOKPATHO YTOTPEOMSET MOHITHE «MY3bI-
KaJIbHOM JMAJIEKTHUKW», YTO MOHAYally BbI-
3bIBAECT YIUBJIICHUE, TOCKOJIbKY U JINYHOCT,
U My3blKa MIEHOEPrOBCKOTO YYEHHKA, Ha
MEPBBIA B3I, TPYAHO C 3THUM HOHSITHEM
cooTHOCUMBI. KynbMuHaIue 10cepuitHoro
BeOepHOBCKOro nepuona bappake cumraer
Tpu nbecsl U1t BUOJIOHYENIN U (POPTENUAHO
op. 11. Komnosutop mpemyaraet Kparkui
aHajau3 IMOCJIEIHEH MUHHUATIOPBI, KOTOPBII
MO3BOJISIET, B YACTHOCTHU, Pa3o0parbes, 4To
NOJPA3yMEBACTCA II0J, IOHATHEM MY3bI-
KaJbHOM JTUaJIEKTUKU.

10-takToByt0 mnbecy bappake uneHUT
Ha Tpu pazaena (1. 1-3, 3—6 u 7-10 coot-
BETCTBEHHO). Ero BHMMaHue 1npu 3ToM co-
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CPEeIOTOYEHO HA MHTEPBAJIHLHOM Pa3BUTHH.
B nepBoM paznene BUOTIOHYEIH SKCIIOHUPY-
eT (MeJOAMYECKH) Mallyl0 CeKyHy (B Tpe-
JI1) U OOJIBIIIYIO CEKCTY, MOCIIE€ YEro 3TH Ke
WHTEpBaJIbl MOBTOPAIOTCSA Yy (popTenuano,
HO B rapMoHuYeckoM Buje (mpumep Ne 2).
3amMeTuM, YTO JBa HIKHHUX 3BYKa aKkopja
o0pa3yroT Takxke manyto cekcty. Co3pyune
HaKJIaJbIBaeTCs Ha (prakosieThlil 3ByK ¢ BU-
OJIOHYEJIU, TAK YTO KPaeBble TOHBI OUEPUH-
BalOT YHUCTYIO KBUHTY (f-C).

[Tpumep Ne 2 A. BebepH.

Tpu nbechl AJ11 BUOJIOHYENIN
u poprernmano op. 11. Ne 3
AuBerst ruhig (duca 50)

‘mit Démpter
am Steg.,

,kaI2|J/=‘ 3,

1
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—
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Bropoii pa3aen, no cytu, siBisieTcss 00-
palieHreM TNEepBOro: MHCTPYMEHTHI MOMe-
HSUTUCH POJISIMH, M MeJIondecKast (pyHKIus
nepenia kK (oprenuaHo; HayalbHbIE WH-
TepBaJbl B AKKOpJE TaKXe 3aMEHUJIUCh Ha
cBOM oOpaleHus (BMECTO MaJIOM CEKYH/IbI
3BY4YHUT OOJbIIasl CEnTUMa, OoJblLIasi CEK-
CTa cTajla MaJIol Tepiuel, a Mayias ceKkcra
— Oomnbioi Tepuuei). Bmecre ¢ Tem noba-
BUWJICS U HOBBIM MHTEPBAJ — Majias CenTuMa
(fis-gis), oTKpbIBaIOIIasl pa3ael.

Tpetbs cexuus, mo mMHeHUIO bappake,
CIIy’)KAT OOOOIICHWEM JABYX MPEIbITyIIUX.
E€ HauanbHbBIN aKKOP COAEPKHUT pAHEE 3BY-
YaBIIFe UHTEPBAJIBI — MAITYIO CEKCTY U Ma-
yr0 cekyHay (cuurtas oT Oaca), OOJBIIYIO
CEKyH/y, KOTOPYI0 MOXKHO paccMaTpHUBaTh
oOpalleHreM Majoi CENTHUMBbI BTOPOTO pa3-
7ena, ¥ YMCTyI0 KBapTy (oOparieHne KBUH-
THI TIEPBOTO pasjena).

bappake BuAMT KpacoTy BO3HHUKIIEH
TakuM 00pa3oM (GOpMBI B TOM, YTO OHA HE
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SBIISIETCA «OECIPUYUHHON CTPYKTYPOii»,
YTO B HEW MPOUWCXOAUT «IBOIIOIHS), OHA
pa3BEPTHIBACTCA HAa OCHOBE BECbMa Orpa-
HUYEHHOTO 0a30BOro Mmarepuala, paspac-
TAOIIEroCs M H3MEHSIOUIErocsl IOJA BO3-
JIEUCTBUEM TPOILIECCOB «IUCCOLMALUA H
Koaryssiuumny [7, p. 45]. IlokazarenabHo, 4TO
JNOCTUTHYThIE W3MEHEHHSI HE BOCIPUHU-
MaloTCA KaK OKOHYaTeJbHBIE, CIIEOBAHHE
TEM e MPUHLKIIAM MOXKET MPUBECTU K HO-
BBIM IIpeoOpa3oBanusiM. bappake Ha3bIBaeT
3TO sBJIEHUE IpoueccoMm Karanusa. [lo ero
MHEHUIO, OHO 00ECIIEUNBAET KOTKPBHITOCTH
Komno3uuu BeGepHa u cOOTBETCTBYET ce-
PUHHOMY MBIIIJICHHUIO.

[IpoGnaembl COOCTBEHHO CepHATLHOMN
TEXHOJIOTHH, KaK YK€ YIIOMHUHAJIOCH BBIIIIE,
bappake unTepecyror mano. Kparkue BbI-
CKa3blBaHUA Ha 3TOT CUET MOXKHO OOHapy-
XKUTh B cTaThax «Rythme et développement»
(«Putm u paszButue») u «Résonances
privilégiées, leur justification» («IIpuBu-
JISTUPOBAHHBIE PE30HAHCHI, UX 0OOCHOBA-
HUE»), HanucaHHbIX B 1952 rony, HO omy-
OJIMKOBAaHHBIX JIUIIH B 1954-M.

B niepBoii n3 0603HaueHHBIX paboT bap-
pake paKkTUYEeCKH cpa3y *Ke 0OHapyKUBAET
NpPOTUBOpEUYHE cepuaibHOol uaeu. «Mys3bi-
KaJIbHO€ TBOPYECTBO, — MMUIIET OH, — MPeJ-
CTaBJISET COOOW CHHTE3 3THUX IIEMEHTOB
[BBICOTHOCTH, pUTMa, TeMOpa W JHHAMU-
KH]|, 0COOEHHOCTh KOTOPBIX, COTJIACHO CO-
BPEMEHHBIM MTOMCKaM, COCTOUT B TOM, YTO
Ka)KJIblil 00J1aJlaeT CaMOCTOSITEIbHOCTBIO U
cOOCTBEHHOM OpraHu3aluei mpu coxpaHe-
HUU palMOHAIbHON 3aBUCUMOCTHU OT JIPY-
rux. OT0 coomeemcmeue BO3MOKHO TOJb-
KO M3 3apaHee YCTAaHOBJIEHHOTO KIIOYa,
00s13aTeIbHO a0CTPAKTHOTO — IMOCKOJBKY
OH HE JIOJDKEH MPUHAJJIeKaTh KaKoW-1100
KOHKpPETHON 00JaCTH — KOTOPBIA mpugact
3HAYEHUE KAXJIOMY M3 DJIEMEHTOB U HX
B3aUMOCBSI3U. DTO coomeemcmeue, 3TOT
KJIOY, MCTOYHUK palMOHAJIbHOM KU3HH,
3BYKOBOW KOHCTPYKIIMHM, KaK MbI, KOHEY-

HO, YK€ NOHSJIU, €CTh HE UYTO MHOE, KakK
cepusi» [Ibid., p. 88]. UabiMu crnoBamu,
bappake yka3bIBaeT, ¢ OJHON CTOPOHBI, HA
TpeOOBaHME aBTOHOMM3ALIMM MapaMeTPOB,
UX HE3aBUCUMOM OpraHu3aluu, a ¢ Ipyrou
CTOPOHBI, Ha HEOOXOAMMOCTh UX UHTErpa-
uuu Ha ocHoBe psana. Cam oH mog4€pku-
BAET, UTO pa3beIMHEHUE PA3TUYHBIX U3Me-
pPEHNH NIPY AHAIMTUYECKOM U3y4YEHUU WU
B IIPOLIECCE COYMHEHMS JOIMYCTHMO, O[-
HAKO, HECMOTPSl Ha 3TO, HEJIb3S MBICIUTh
PUTMHUYECKUN MapameTp (WM KaKoW-11bo
WHOI) cam 1o cebe, KaKk MCTOYHUK BCETO
3BYKOBOrOo (eHOMeHa. Enununel marepu-
aja BCETNa MHTETPUPYIOTCS «B EOUHYIO W
panmoHanbHyto BeeneHnyo» [Ibid., p. 89].
WNHTepecHo, 4TO B MOCHEAYIOIIUX CTaThsIX
IIOHATHE CEPHUH, KAK M CaMO 3TO CJIOBO,
BOOOIIIE MCUE3HET U3 €ro TEOPEeTHUECKOro
nuckypca. B «IIpuBunernpoBaHHBIX pe30-
HaHCax», BIIPOYEM, aBTOHOMHOCTb ITapame-
TPOB, CAMOCTOSITEIbHOCTh UX OPraHU3aLHNH
MIPU3HAETCA BaXHOM KOHCTAaHTOM COBpeE-
MEHHOT'O KOMIIO3UTOPCKOTO MBIIIJICHUS.

Bo Bcex paboTax 0TUETIIMBO IOCTYIUPY-
€TCS MBICIIb O TOM, UTO TEXHHUKA CO3AeTCs
TOJIBKO Ha OCHOBE OIIbITA NPEIICCTBECHHU-
koB. Tak, B MacmTaOHO# U 00BEMHOII cTa-
The «Put™ 1 passutue» bappake, o cyru,
IPOCJICKUBAET IBOJIIOIMOHHYIO JUHAMUKY
UCTOPUUYECKUX IPELEICHTOB, MPUBEILINX
K HOBOMY MY3bIKaJIbHOMY MbILIEHUI0. OH
HAauMHAET C MCCJIEIOBAaHUSI PUTMHUYECKOU
CTPYKTYpBbl OTHAENBHBIX YacTed «Mecchl
Nostre-Dame» I'mitoma ne Maio, Bhlje-
75 ABAa Ba)KHEHIIMX CJEACTBUS U30PUT-
MUU: QYHKIIMOHUPOBaHUE PUTMa B HOBBIX
CTPYKTYPHBIX €IMHULAX (PUTMUYECKUX
sA4eiKax) U ero aBTOHOMHOCTb OT MeEJIO-
IUYECKOTO U TapMOHUYECKOTO KOHTEKCTA.
JleTanbHbI aHAIU3 PUTMHYECKUX SYEEK
C akKIIEeHTOM Ha cmocobax ux TpaHcdop-
Manuu (Cpeau KOTOpBIX NpeoOpa3oBaHue
JUINTETTLHOCTEH B May3bl 1 HA00OPOT, CIIH-
SHUE MEJIKUX JUIMTEIbHOCTEH B KpPYIHbIE
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¥ Ha00OPOT, PAKOXO/IbI SIYE€EK U T. 1.) CBH-
JETENBCTBYET O TOM, YTO Kypc MeccuaHna
OKa3aJl OrPOMHO€ BIIMSIHHE HA aHAJIUTHYE-
ckoe Mmbinienue bappaxke.

B nosnie 3penuns koMo3uTopa B JajabHEn-
IIEM OKa3bIBAETCSA PAa3BUTUE PUTMHUYECKUX
sueek B «Becne casmenHoi» CrpaBuH-
ckoro (Juist aHanu3a BeiOupaercs «Benukas
CBAlllEHHAs T1UIsAckay). llomobHo bynesy,
KOTOPBII aHAIM3UPYET 3TO KE COUMHEHHE
B pabore «Stravinsky demeure» («Ctpa-
BUHCKUM OCTaércs», 1953), oH BO3aepKu-
BAETCsl OT JIMPUYECKUX OMUCAHUM OOIIero
XapakTepa My3bIKH, IPEINo4YnTasi KOHIEH-
TPUPOBATHCS HA CAMOM CYILIECTBE BOIIPOCA.
Ho ero unrepecyroT He CTOJIBKO pUTMUYE-
ckue npuémbl CTpaBUHCKOTO CaMU 10 cebe,
HO B MEPBYIO OUEPEb TO, KAK PUTMUUYECKHUE
SYEHKU OPraHU3ylTCs IO OTHOIICHUIO
JPYT K IpYTY U KaK C MX MTOMOILbIO CKIa/bl-
BAETCsl KOMIIO3ULIMOHHOE LIETIOE.

bappake Takke paccMaTpuBaeT TEXHU-
Ky «PUTMHYECKHX TMEepPCOHAXEeW», Xpoma-
TUYECKUE PAJIbI JIUTEIBHOCTEN U CUCTEMY
uHTepBepcuil B nbecax Meccuana («Cinq
Rechants», «Typanrammma», «Mode de
valeurs et d'intensités»). OTmeuasi 3Haue-
HUE OTKPBITUN CBOETO YUUTENIs, OH B TO XK€
BpEMSI KOHCTaTHUPYET OTCYTCTBUE Pa3BUTUS
B €ro couyumHeHusix. Meccuan mpuberaer
K MpOLIEAYpaM CONOCTaBICHHUS, HATIOKEHUSL.
[To y6exxnenuto bappake, on ckopee «coue-
TaeT, 4yeM “‘counnsier »!! [Ibid., p. 104].

Anamu3upys (a3pl pUTMHUYECKON 3BO-
monuu bynesa Ha mpumepe Bropoit ¢op-
TENHAaHHOW coHaTbl, CTPyHHOrO KBapTeTa
u «llomuponun X», bappake npuxogut
K BBIBOJLY, UTO Y €0 KOJUIETH «OpraHu3alIus
PUTMHUYECKOTO ITapaMeTpa BcE OoJIbIIIe CBO-
TUTCS K abOCTPAKTHOMY OOBEIUHSIOIEMY
MIPUHLHUITY, KOTOPBIM YMOPSJOYMBAET KOM-
MOHEHTHI U uX oTHomeHus» [Ibid., p. 105].
Bepxom atont 3Bosrornu oH cuutaer «llo-
muoHno X», OCHOBAaHHYIO HA CEpUU U3
CEMH PUTMHUYECKHUX SUYEEK, KaKJas U3 KO-
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TOPBIX MOJIBEpKEHA CEMH BUAAM mpeodpa-
30BaHui. Bce purmMuyeckoe npoCTpaHCTBO
MIPU STOM OPTaHU3yETCs] HA OCHOBE CEepUii-
HOM 4KcIOBOM MaTpHIlsl (mpumep Ne 3).

[Tpumep Ne 3 I1. Bynes. [lonudonus X.
Yucnosas Tabnuma'?
I 1 7 6 5 4 3 2
I 2 5 3 6 4 7 1
I 3 1 6 4 2 7 5
v 4 1 5 2 6 3 7
A\ 5 1 4 7 3 6 2
V1 6 1 3 5 7 2 4
VII 7 1 2 3 4 5 6

CamMoe BakHOE, YTO OTJIMYAET Pa3MbILI-
neHusi bappake oT TeopeTHdecKux pac-
CYXJCHHIM €ro KOJUJIET, 3TO HEMpPeMEHHOE
TpeOOBaHHE TMOBCEMECTHO YCTaHABIUBATb
My3bIKaJIbHYIO JIHAJIEeKTUKY, [pUIaBaTh
CMBICIT JJa)Ke HE3HAYUTEIbHBIM AIIEMEHTaM
KOMIIO3UIIMM M YMETh M3 CONNIACOBAaHHOM
MOCJIEIOBAaTEIbHOCTH 3JIEMEHTOB, M3 «3a-
POJIBIIIAY pa3BUBATh MY3bIKaIbHYIO HOpMY
[Ibid., p. 84]. IIpu 3TOoM OH XOueT, 4TOObI
CMBICIIOBAs CBSI3b OblIa HEMPEMEHHO OCS-
3a€MOM, BOCIIPUHUMAEMOM.

B mnumceme K CBOEMYy COKYpPCHHUKY
CunbBuo Jlaxapute ot 1 nexaOps 1952
roaa bappake noguépkuBa, 4To NPUHLIUIL
CEpUHHOCTH (TaK, KaK OH HCIIOJIb3yeTC
B HACTOSIIEE BPEMS) KaXKETCS EMY «IBOM-
HOW abcTpakiuen, KoTopas pa3pymiaeT u
KOHCTPYHPYET BCE BO3MOKHOCTH MBbILI-
nenus» (muT. mo: [9, S. 139]). Ero TpeBo-
KUT, YTO COBPEMEHHBIE KOMIIO3UTOPHI J10-
BOJIBCTBYIOTCS JIMIIb CO3JIaHUEM CEPUHU U
€€ pacrpoCTpaHEHHEM Ha pas3jIMYHbIE Ia-
paMeTphbl, TOra KaK CMBICHI U LEedb XyJO0-
KECTBEHHOUW JESATEIbHOCTU BUIAUTCA €My
B MHOM — IIOCPEJCTBOM TBOPYECKOIO aKTa
MOKa3aTh MUpP Kak CMBICJIOBOE €IMHCTBO,
PacKpbIB TBOPYECTBO B €r0 3CTETHYECKOM
HEO0OXOTUMOCTH.
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bappake, MOXXHO Cka3aTh, OTHOBPEMEH-
HO M TATOTEET K CepUalbHON KOHLEIINH,
U TSATOTUThCA e10. OH yOex€éH, uTo cepua-
JIU3M €CTh UCTOpUYECKas HEOOXOIUMOCTb,
pe3yapTar CTpeMJICHUS K HOBOMY THILY
BbIpakeHHs. OH MPEKPAcHO OCO3HAET BCE
€ro TPYAHOCTH M HEJAOCTAaTKH, €ro MpOTH-
BOpEUNe, KOpeHsIeecs, Kak yKe yKa3blBa-
JOCh, B OJIHOBPEMEHHOW aBTOHOMM3ALIUU
U MHTErpaluy MapameTpoB, HEBO3MOX-
HOCTU MX COOTHECEHHs B CUIy TOTO, YTO
HE BCE OHM IOJAJIAIOTCS KOJIUYECTBEHHOMY
u3MepeHuto. B To xe BpeMs abcontoTuza-
I[1s IPUHIIAIIA CEPUU, CTPOTAsI TOTAJIbHAS
JNETEPMUHUPOBAHHOCTh BCEX IMApaMETPOB
Ka)XeTCsl EMy OI'paHMYE€HHEM U B JEHCTBU-
TEJIBHOCTH 4YyXJa €ro KOMIIO3UTOPCKOMY
MBIILICHHUIO.

Xepubept XeHpHuX JOBOJIBLHO TOYHO yX-
BaThIBaeT CyTh OTHouUIeHHs bappake k ce-
pUann3My, KOrja 3aMey4aeT, 4YTO B KOHEUHOM
UTOTE cepralibHasl ujes Oblia AJig HETo yTo-
e, Beayuiei K IpoTUBOPEUHSIM, U OJTHO-
BPEMEHHO HEJOCTIKUMBIM OPUEHTHPOM,
«TapaHTUPYIOUIUM OPUONMKEHUE K AyXY,
OYUIIEHHOMY OT PEIUKTOB Y>KAaCHOTO IPO-
nuioro. ... Cneuuduueckoe, Tak ckaszarb,
ocnalneHHoe oTHoleHue bappake k cepu-
aJbHOW TEXHHKE, HECOMHEHHO, SIBIISIETCS
PE3YABTATOM TOTO, UTO 8 €20 MbllUIeHUU Ka-
me2opusi npou3sedeHus npeooaadala Hao
Kamezopueu My3blKaIbHO20 A3bIKA [KypCUB
Mmoil. — E. O.]» [9, S. 140].

KnroueBpiM MmoMeHTOM B ku3HU bap-
pake, ompeAeNUBIINM Oe€3 MpeyBennye-
HUSl BCIO €r0 JaJbHEWIIYI0 TBOPYECKYIO
cyab0y M 3CTETUYECKHUE BO33PEHUS, CTATIO
3HAKOMCTBO B 1955-M rogy ¢ kaurou I'ep-
maHa bpoxa «Cwmepts Beprumus»'?. Kowm-
MO3UTOP Cpasy e OUyTUI 0cob0e TyXOB-
HOE€ POJICTBO C aBCTPUHCKUM IHCATEIEM
¥ 3aJ[yMaJl IIOJIOXKHUTh POMaH Ha My3bIKY ',
B kuure BocCHpou3BOAWICA TOCIETHUM
JIeHb U3 KU3HU PHMCKOTO moi3ta Bepru-
7S, PELIUBUIErO Mepesl CMEPThIO CHKeub

CBOIO 3HAMEHUTYIO «DHenuny». YeTepex-
YaCTHBI pOMaH, B KOTOPOM Ha (aldyib-
HOM ypOBHE (aKTUYECKH OTCYTCTBOBa-
W Kakue-1ubo coObITHs, BOILIONIAJ, IO
CYTH, pa3MBbIIIJIEHUE O Cy/Ib0e XyT0KHHUKA
U UCKYyCCTBa B LEeJIOM. JIBXKYIIUM Mexa-
HU3MOM KHUTH, 110 ci10BaMm /[[. 3aToHCKOrO,
SABIISIACH «HE J/CU3Hb, & UMEHHO cMepmb
Beprunus. Ho He OGuonormyeckue cum-
nTOMBI €€ nporekanust (uMu bpox moutu
HE 3aHHUMaeTcs), a Ta KOHIEHTpAaLus, TO
BBICILIEE HANPS)KEHHE AYXOBHBIX CHUJI, KO-
TOpbIE MPUXOIAT K MOATY Ha MOPOre He-
ObiTHsI. B 9TOM cMmBICIe cMEpPTh Kak Obl
pacrnaxmuBaeT OKHO B OECKOHEYHOCTh, TO
ecThb B chepy Bce cOOMPAIOIIETO U BCE OX-
BaTHIBAIOLIEIO YEJIOBEUYECKOTO CO3HAHUS»
[4, c. 27].

Bonpocsl 3K3MCTEHIIMAIBHOTO OTPH-
LAHWs, CMEpPTH, paclajna, pa3pylLICHUs H
OJTHOBPEMEHHO CO3UJAHUs, IPOOJIEMBI Xy-
J0’)KECTBEHHOTO TBOPYECTBA W MPHUPOJBI
UCKYyCCTBa Bcerjla ObUIM LIEHTPAIbHBIMU
B TBOopuecTBe bappake. Ero xynoxecrBeH-
HBIM KpE€J0 MOXHO CUUTAaTh CIEAYIOIIYIO
MBICJIb, BbICKa3aHHYIO0 B 1969 rony B cTa-
The «Propos impromptu»: «My3bika — 3TO
npama, maoc, cMepTh. ITO LIEIMKOM UTPa,
NOTpsICEHUE BIUIOTh JIO CaMOyOHUMCTBa.
Ecau 510 HE Tak, eciiv OHa HE IPEBBIIIAET
BCEX IpaHUll, 3HAUUT OHA BOOOUIE HUYTO.
<...> DBbITh KOMIIO3UTOPOM 3HAUUT OBITH
TBOPLIOM; & UTO Takoe TBOpeHue? CmepTh.
YenoBek poxaaeTcs, YEIOBEK YMHPAET.
[lBeTok pacmyckaercs, 3areM yBsaaer. Bcé
JKUBET, BCE ymupaer. 4l Bepro, 4To 11 BCeX
BEJIMKUX TI03TOB ... KOHEYHas! 1eJb Ta, KO-
TOpYyI0 00pasyeTr BeIuvyanmii crpax 4yeno-
BEUECTBA, — cMepTh. Kaxaplil mpruyacTHbIN
TBOPEHUIO JOJIKEH MPUHSATH €0 KaK CBOIO
cOOCTBEHHYI0 cMepTh. Jlaxke TexHHU4e-
CKM €ro MCKYCCTBO JOJIKHO CTPEMHUTBCS
K CMEpTH, OHO JTOJKHO 3aBEPLINTHCS B ““He-
3aKOHYEHHOU He3aBepmeéHHocTH (bpox)»
[6, S. 7-8].
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O6o03HaueHHBbIE BbHIIIE TEMBbI HAILIU
onpenenéHHbli oT3ByK U B CoHare nid
doprenuano'®, u B «CexkBeHumm». M XoTs
3T COYMHEHMS HE BOLUIM B 3aJyMaHHBIN
KOMIO3UTOpOM UK «CmepTh Beprunusy,
B JICCTBUTEILHOCTU OHH, 110 COOCTBEHHO-
My npu3HaHut0 bappake, OblTH BakHEHIIICH
JCTETUYECKOM IMMOATOTOBKOM K 3TOMY T'paH-
JTMO3HOMY TIPOEKTY.

TBopueckoe Hacneaue KOMIIO3UTOpa
COJIEPKUT MEHEE JECSATKA 3aKOHYEHHBIX
onycoB. OueBUAHO, MO)KHO HAaWTH Maccy
OPUYKMH, KaK BHEIIHEro (aBTOKaTacTpo-
¢a, moxkap), Tak ¥ BHyTPEHHETO CBOMCTBA
(maryOHO€ mTpHCTpAcTHE K aJKOTOJII0),
nomMemasmux bappake 10 KOHIa ocyiie-
CTBUTH CBOM 3ambIcell. 11 Bc€ ke enBa Jau
OHM CHITPAJIM ONPEACIISIONIYIO POJIb B 1aH-
HOM Tporiecce. «5 xouy aymarb 00 3TOM
OTPOMHOM IPOU3BENECHUN B HE3ABEPILECH-
HOM BHJIE. Sl UMEI0 B BHAY, YTO 3TO IMpPO-
U3BEJCHUE HUKOIJA HEe OyIeT 3aBeplIeHO.
Sl xody, yToOBI OHO OBLIO HE3aBEPIIEH-
HBIM...», — IpU3HaBayics bappake B oqHOM
13 UHTEPBBIO (UMT. mo: [7, p. 15]). Cnoa
KOMIIO3UTOpA MOATBEPXKAAIOT, YTO «HEO-
KOHYEHHOCTh» BEPTHJIMEBCKOIO IpPOEKTa
Obu1a OO0yCIIOBIIEHA Ha KOHIICMIIMOHHOM
ypoBHe. Ha3biBas (hparmMeHTapHOCTD U He-
3aBEPIIEHHOCTh MIABHBIMM IPU3HAKAMU
TBOpuecTBa bappake, @. Hukomnsa cpasen-
JUBO OTMEYAaEeT, YTO cama CyThb IPOEKTa
«C™mepth Beprunus», B KOTOpoM cozep-
XKaJoCh OOJbIlIe HAOPOCKOB, YEM PEaTH30-
BaHHBIX ()parMEHTOB, 3aKJI0YaIach B TOM,
9TOOBI OCTAThCS «APXUTEKTYpOW B PyH-
Hax», Ceays IIJIEreJIeBCKOMY TOHUMAaHUIO
M033UH, KOTOpasi «Oy/1eT BEYHO CTAHOBUTh-
Csl, HUKOIJIa HE MPUXOAS K CBOEMY 3aBEP-
menuto» [11, p. 23].

XynoxecTBeHHbIW MUp bappake B 1ie-
JoM, 0e3yclIOBHO, HECET Iedyarb pOMaH-
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THueckor 3cteTuku. Ilomoono Illneremnto,
Hosanucy, ®uxre, lemnunry, komro-
3UTOP TEPEeXKUJI PEIUTruo3HbIA KpU3MUC,
chopMupoBaB COOCTBEHHYIO «PEIUTHIO
HCKYCCTBa», OCHOBY KOTOPOU COCTABIISIOT
MIPOTUBOpPEUYUE UJeala U JI€UCTBUTEIbHO-
CTH, AHTaroHU3M CTPEMJICHHUS K CO3Hja-
HUIO U HEOOXOJUMOCTH MOJTYAHUS, a MOJ-
yac W pa3pylI€HHs, B KOTOPOH TOYHO TaK
K€ MPOBO3MVIALIAETCS OECKOHEYHOE CaMo-
CO3HaHUE, CYObEKTUBHOCTh MHUPOBOCIPH-
ATUS, BBIABWKEHHE «S» XynoKHUKA Ha
IIepBBIN II1aH. BocnpuaTue mupa B 1BUXKe-
HUH, TTa K 0ECKOHEUHOMY, BHICTpAaUBaHUE
OMMO3UIUA «KOHEYHOE — OECKOHEUHOE»
TaKXke COJNMKAeT IMOATUKY KOMITO3HTOpPA
C POMaHTHUKaMHU.

3aBepmiasi 0030p ICTETUYECKUX B3IJIS-
noB bappake mnepBoil monoBuHbl 1950-x
rOJI0B, CJIAyeT MOAYEePKHYTh, UYTO IIO-
3ULUS  KOMIIO3UTOpA  MPEACTABISAETCS
nBorictBeHHOW. C OJHOM CTOpPOHBI, OHA
OoTpakaeT O0IIHe YCTPEMIICHHS «Teporye-
CKOI» 2MOXM, HalpaBJeHHbIE Ha (OpPMHU-
poBaHUE aOCOJIOTHO HOBBIX MapajurM M
XyIOKECTBEHHBIX IIEHHOCTEH, a C Ipyrou
CTOPOHBI, OKa3bIBAa€TCSI CBOECOOPA3HOM,
B OIIPEIEIIEHHOM CMBICIE — YHUKAJIbHOM.
Brictynass onuunerBopeHuem wmeradusu-
YECKHUX CTPAaJaHUd M KbEPKETOPOBCKOTO
«OoT4asiHUsI OECKOHEYHOCTH», CTPEMSCh
K OHTOJOTMYECKOMY TOJKOBAaHHUIO HCTO-
pUH ¥ MY3BIKQJIBHOM IpakTuku, bappake
TPAKTOBAJI CEPUATU3M (BO BCSIKOM ClIydae,
B CBOEM COOCTBEHHOM TBOPYECTBE) HE
TOJIBKO KaK MPUBEPKEHHOCTh IpaBUIaM
(ackese), HO M Kak HEMpEepPhIBHOE UCTIBITA-
HUE, BeIyllee K MpeoOpa3oBaHUIO0 MUpPA U
XyIOKHUKA B TBOPUECKOM aKTeE.

Kenas «cmepTH, KOTOpass HUKOLJA HE
OyneT koHcTatupoBaHay [7, p. 21], B cBoei
MY3bIKE KOMIIO3UTOP 00pEn GeccmepTue.
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! Xapakrepu3sys XyJoKeCTBeHHOE MblluieHre bappake, AHapeac Bepmaitep oTmeTwi, 4to

KOMITO3UTOP OBLT «HE HOBAaTOPOM-IIPOTPECCUCTOM, HO CKOpEe KOMIO3UTOPOM B POMaHTHYECKOM
oyxe» [3, c. 238].

2 B omnom u3 mmceMm k Pomxepy ByaBopay mo moBoay cBoero aremsma bappake Hamumcan
cienymoiee: «Bpl, KOHEYHO, TOHUMAETE, YTO MOU ITyOOKHI aren3M (3aBOEBAaHHBIA C TAaKUM Ke
MY>KE€CTBOM U YIOPCTBOM, KaK U MOM My3bIKaJbHBIH MUpP) HE UMEET HUYETrO MOBEPXHOCTHOTO...
Mosi XynoskecTBEHHasi 3BOJIIOIMS, MOE TBOPUECTBO, KaK OHO €CTh CeH4ac — MOcie CTOJIbKUX
CTpaJaHuil, 6e3yMusi, pa304yapoBaHUs U aBapuu — MOXKET OBITh OCYILECTBIECHO B U30JIMPOBAHHOM
n30BITKE “CTpOroro oTyasHUs 0€3 KOMIpoMHucca, 0e3 UCKYIUIeHHs U 0e3 cuacThs (HO Oe3 ana)
TOJIBKO TIOCPEJICTBOM JOCTIIKEHHUS 3TOTO arensmay [12, p. 39].

3 HWcnbiTanuii Ha 100 bappake neiicTBUTENbHO BbIMaio Hemano. B 1964 romy o moman B
aBTOMOOWJIBHYIO aBapHio, MOCjIe KOTOPOM JI0JIT0 HE MOI' BOCCTAHOBUTH CBOE 370poBhe. B 1968
rojly B €ro JIOM€ M3-3a YTEUKH raza npou3olén noxap. V3-3a BbIHYXIEHHBIX ME€pee30B YacTh
pyKonuceil 1 HAOpPOCKOB €ro HOBBIX COUMHEHUH OblIa yTepsHa.

* SIBHas OTCBHUIKA K MOHSATHIO «HPOKISATHIC MOAThI», CTABIIEMY HApHIATEIbHBIM Onaromaps
onHouMeHHoM kuure [lons Bepnena (1884), B KOTOpYI0 BOLLLIM CTaTbU, MOCBSILIEHHBIE TBOPUECTBY
HEMPU3HAHHBIX B TO BpeMs reHueB — Aptiopa Pem6o, Ctedana Mamnapme u Tpucrana KopObepa.
[To3anee rpynmna NpoKJIATHIX TO3TOB ObLIA JOMOJIIHEHA )KUBIIUMU B Oosiee paHHee BpeMs J[>KoHOM
Kurcom, Darapom Ilo, XKepapom ne Hepsanem, lllapnem boanepom, a Takxe nmostamu XX Beka
Anrtonenom Apro, CunbBueit [1nar u npyrumu.

> bomee Toro, mo cioBam JI. AKomsHa, KOMIIO3UTOP CO3[all U «JINYHBIC SKBHUBAJICHTHI»
HNOTpSCHIMX ero counHeHuil. Tak, apxuTekToHmdyeckod wmojaenbio CoHarel isl (popTenuaHo
nociyxuna «Heokonuennas cumponus», a «TopxecTBeHHass Meccay» cTaja 00pasloM Ul
«Le temps restitué» («Bo3Bpaménnoe Bpemsi») [1, c. 131].

6 Opanmy3ckuii My3bikoBen Ppancya Hukons HaswsiBaeT berxoBena u JleGroccu
«CHUMBOJIMYECKUMH OTuamMu» bappake, mosjarasi, 4To MOAOOHBIE OPUEHTUPBI CBUJETEIHbCTBYIOT
0 Pa37ABOCHHOCTH CO3HaHUS My3bIKaHTa. Beab 00e (urypbl OJULETBOPSIIM MPOTUBOMOIOKHbIE
B3MJISAJbl HA MY3bIKaJIbHOE Pa3BUTHE: OAMH ObUI MAacTEpPOM AHAJIEKTUYECKOTO Ipoliecca, Ipyroi
HEHaBHJIET UCIO KJTaCCUYEeCKOTo cTaHoBienus [11, p. 8].

7 B wuccrmemoBarenbCcKOW Cpeie HEeT CSIWHOr0 MHEHHS OTHOCHTEIBHO TOM0B OOyUYCHWMS.
b. XonkuHc narupyer Hayano 3aHsatui ¢ Jlanmie 1944 ronom, X. Xenpux u JI. AxomstH — 1947
rogoM. Cam bappake yka3zwiBai, uyto obydasncs y Jlaarie ¢ 15 net (to ects ¢ 1943 1) [6, S. 6].

8 TlogpoOHee 00 ATHX ¥ MHBIX BrieYaTIeHUIX cM.: [10].

® B 1953 rony bappake Hamucan psij TOKJIAJ0B Ui pajronepeaad moja oOMM Ha3BaHHEM
«Démarches musicales du demi-siecle» («IlomyBekoBbie My3bIKaabHbIE HOAXOAbI»). [IBE MOCIeIHUE
TPAHCISAIMU Ha3bIBAIMCh cOoTBeTCTBEHHO «Cepust: [IIénbepr u bepr» u «Bebepn».

10 Tak, B omnoit m3 crareii bappake, Hanmucanueix B 1952 romy, oOHapykuBaem (¢pasy:
«OOBEKTUBHO KOHCTAaTHUPYEM, UYTO TE€, KTO HE MPU3HAJ UJIU K€ HE YCBOWJ CEPUIHOE MBIIICHUE,
obOpeknu cebss HAa Moidanue» [7, p. 76]. DTa MBICTL SBHO KOppEIHpyeT co cioBamu bynesa
0 0ecI0JIe3HOCTH KOMITIO3UTOPOB, HE OIIYTUBIIMX HEOOXOIUMOCTH J0JeKa(hOHHOIO S3bIKa, B 3CCE
«Eventuellement. ..» («BO3MOXHOCTH. ..»), omyGnukoBaHHOM B «Revue musicale» B 1952 roxy.

' 3necr BO3HMKAaeT emié OJHO MMOYTH OyKBaJIbHOE COBHAJIeHHE C byrne3oM, KOTOpBIi,
XapakTepu3ys PUTMHUYECKYyI0 TeXHMKYy Meccuana B ctarbe «Propositionsy («IIpeamoxenus»,
1949), 3ameuaert, 4TO UCCIETOBAHUS KOMIIO3UTOPA «HE MOTYT OBITh IO-HACTOSILIEMY CBSA3aHbI C €0
SI3BIKOM, TIOTOMY YTO OH HE COYMHSET, a COmocTaBisieT...» [8, S. 15].
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2.Cm.: [7, p. 111].

13 KommosuTtop npounta eé nox BausaueM ¢puocoda Muriesnst @yko, KOTOPBIA B TOT MEPUOJ
OBLT €0 MapTHEPOM.

4 «bpox Hammcan “Cmepts Beprunus” maist MmeHs», — roBopuit bappaxke (ut. mmo: [1, ¢. 127]).

5 TTogpoGHee o 3Tom cM.: [5].
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Tunoaornyeckass MoaeAb 6acco-oCTMHATO
B [MsaToi cumdonnn Kapaa Huabcena

Harckuit kommnosutop Kapn HuibceH — enuHCTBEHHBINH eBpomneiickuil cuM(OHUCT nepBoOi
MOJIOBUHBI XX BEKa, UMEBIIMI KPECTbIHCKUI MeHTaIHUTET. Haxonsdace B Iylie 3CTETHYECKUX U
TexHU4Yeckux nepeMmeH koHma XIX Hagana XX Beka u Oyqy4yd ONIO3UIMOHHO HACTPOECHHBIM
KaK 10 OTHOIIEHHIO K POMaHTH3MY, TaK U 10 OTHOIIEHHUIO K UCKYcCTBY Fin de siecle, oH nmen
COOCTBEHHOE MPEACTABIEHUE O TOM, YTO MOXKET BbIpa)kaTh My3bIKa U YTO €CTh aliba U omera
My3bIKH. B cTarbe nuccnenyercsa peanusaiusi 0apoyHON THIOIOTHYECKO Moenu 6acco-0CTUHATO
B [LsaToii cumdonnn. B onmrcannu u MeTozie aHanu3a JaHHOW Mozenu cuMmdonnn Hunbcena aBTop
onupaetrcs Ha uccinenoBanue M. B. AnmekceeBoil — MpeACTaBUTENS BIUATEIBHON OT€YECTBEHHOU
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Typological Model of the Basso Ostinato
in Carl Nielsen’s Fifth Symphony

Danish composer Carl Nielsen was the only European symphonist from the first half of the 20th
century to be endowed with a peasant mentality. Being active in the midst of the aesthetical and
technical changes of the late 19th and early 20th centuries and being opposed both to Romanticism
and to the art of the fin de siécle, he possessed his own perception of what music can express
and what is the Alpha and Omega of music. The article researches the realization of the baroque
typical model of the basso ostinato in the Fifth Symphony. In the description and method of
analysis of the present model of Nielsen’s symphony, the author bases herself on the research
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pembepa Ilstoit cumponun Kapna

Hunbcena cocrosnace B Konenrare-

He B Musikforeningen (My3bIkaiib-
Hoe o0mecTBO) 24 sHBapsa 1922 ronma mnoa
PYKOBOZICTBOM CaMOI'0 KOMIIO3UTOpa. B 1eHp
npembepbl Akcenb Keepynsd' B3sin y Hub-
ceHa wuHTepBbIO uis TazeThl «Politikeny.
B HéM HubceHn pacckaszan, 4ro B OTIIMYKE
OT TPEX MPEbIAYIINX CUM(OHHIA, €0 HOBas
cumdoHnus He umeet HazBaHus: «Mos Ilep-
Basi CUM(OHMS TO’Ke He nMena Ha3BaHus. Ho
IIOTOM IOSIBUJIUCH “UeTbIpe TeMIlepaMeHTa’”,
“Sinfonia espansiva” u “Heyracumoe”. Ha
CaMOM JIeJIE 3TO IIPOCTO Pa3HbIC HA3BAHMS
JUISL OTHOTO U TOTO K€, YTO MYy3bIKa B UTO-
re MOJKET BhIpa)kaTh, — OKOM B MPOTHUBOMO-
JIO’)KHOCTb JBHKEeHUION [12, p. 10].

[IsTast cumdoHMs OTHOCUTCA K YHCITY
4acTO MWCIONHSEMBIX counHeHud Hwuibce-
Ha, HO €€ MeCcTO B CUM(OHUYECKOM HacJe-
MY KOMIIO3UTOpa’ M TPUHAICKHOCTh K
CTWJIEBBIM HAIIPABJICHUAM MY3bIKHM XX BEKa
BCE enI€ HaxXOHATCs B IOJOKEHUHU HEOIIpe-
nenéHHocTU. /laHHask cTaTbsd UMEET LEIbIO
npeactaButh Ilatyro cumponnto Hunbcena
B €VHCTBE COJIEP)KaHWS U TEXHUKU C IpU-
BJIEYEHHEM 3ITUCTOJISIPHBIX UCTOYHUKOB, ITPO-
SCHSIIOIIMX B3IVl KOMIIO3UTOPA HA CUMQO-
HMIO U Ha MY3bIKaJIbBHOE HUCKYCCTBO B LIEJIOM.

Bpema cmpaoanuii u 6onu

Hunwcen Hauan paboty Han [IsaToi cum-
¢onueii B oktsope 1920 rona’. ['ogom panee
OH U €ro xeHa AHHa-Mapus nogaiu B npe-

(dexTypy JOKyMEHThI Ha pacTop:keHue Opa-
ka. Hezanonro 1o aToro coosiTust 24 aprycra
1919 roma Anna-Mapus Hunbcen Hanuca-
Ja TPOCTPaHHOE TMOCIAaHUE KOMIIO3UTOPY.
B uém ona coobmiaina, uyto ¢ 1914 rona xuna
«B COCTOSIHUU TOJyanaTeTUYeCKou aHecTe-
3UM», YTO CaMbI€ CYACTIIMBBIE MOMEHTHI B €€
*wu3Hu ObLH B [apke u B Utamun*. Cuac-
Th€ HACTOJILKO MHOTO 3HAYMJIO JIJIsl HEE, YTO
KOJUIAIIC MPAaKTUYECKH €€ mapanu3oBan [9,
p. 462]. O cocrossnuu Hunbcena HakaHyHe
MOJIA4YM 3asBJIICHUS] B TIpe(EKTypy M3BECTHO
W3 €ro NMUCchMa K Mitamen fouepu AuHe-Ma-
pun u e€ Myxy: «MHe TpynHO TeOe mIcarh.
S 3actaBinsito ceOst, TOTOMY UYTO MPEITOUENT
OBl 3aI10JI3TH B JIOTOBO U BMACTh B CIIAYKY OT
BCero, 0co0eHHo ot cebst» [Ibid.].

[Tocne moutu 30 ner 6paka Hunbcen
IIPU3HAJICS B TOM, 4TO AHHa-Mapus mnore-
psija K HEMYy JIOBEpHE, HO «OHA €IUHCTBEH-
HbIA HA 3TOM 3€MJIE YEJIOBEK, KOTOPOro OH
JNCHCTBUTEIIFHO oueHb “‘moomt”» [Ibid.,
p. 463]. «Bbl HaBepHsIKA MOYKETE MMOHATh, UTO
MHE ceHyac O4eHb TskKeo, — nucan Hunb-
CEH JIoYepH U 3sT10. — S OyKBaJIbHO HE MOT
roBoputhb» [Ibid.].

[Tocne pazBoga Hunbcen u Anna-Mapust
MPOJI0JIKAIIM O0IATHCA U IEPEMUCHIBATHCH.
Vke B robl paboTsl Haj [1aToi cumdonueit
Hunbcen nanmcan bpopy bekmany?, uro u
OH, 1 Mapus y>ke MHOTO JIET HECUACTIIUBHI,
a BUHA 3a CJIYYMBIIEECS JIEKUT TOJIBKO Ha
HEM. bpIBIIME Cynpyru BCE K€ OCTAJUCh
JPY3bsIMU, OHU BHUJIETUCH JIPYT C APYIoM,
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a Hwibcen npopomkan HagesTbCs Ha ToO,
YTO «Ha ayuie Mapuu cTaHer Jierdye, U Tor-
na Bc€ OymeT “XOpoiio”, MOTOMY YTO «s
JF00I10 €€ OOoJIbIIIE, YeM KOro-aubo Ha 3Toi
semue» [Ibid., p. 496].

B mapre 1921rona, xorna I wacte Cum-
¢onum Obuia roToBa, HMJIbCeH MOUyBCTBO-
BajJ, 4To paboTarb €My CTaHOBHUTCS BCE
TpyaHee. O cBOEM COCTOSHHHM OH Hamucall
AHHe Mapuu: «...y MEHsI JOBOJIbHO CHJIb-
HO€ YYBCTBO, YTO MO IMPEKHUE CIIOCOOHO-
CTH BOT-BOT OCTaBAT MEHs. S, Kak OOBIUHO,
noctaparoch Habpatbes cuin y CebacThsHa
baxa, HO BEepOsTHO U ATOMY MPUXOAHUT KO-
ety [Ibid., p. 497]. Co cBouM OnmM3KUM
yuenukoMm Topsajibaom Aropom® Hunbcen
ObLT Oomee chepskaH M MPEeArnodén BhIpa-
3UTh SMOLIMH U YyBCTBa B popme puiiocod-
CKOTO pacCyXIEHMS: «...)KU3Hb B IIEJIOM,
BCE, YTO IPOUCXOIUT BOKPYT HAC, Jlaxe 00-
pa3 MBICIEH U YYBCTB CaMBbIX KAJIKUX HE-
TO/IsIeB, MOXKHO KaK-TO OOBSICHUTH KaK He-
yto ucxonsiee or Mucyca Xpucray [Ibid.,
p. 495]. Ho ero myuun Bompoc: «...4T1o Oy-
JIET C YEJIOBEKOM, KOTOPBIN KUBET TEMHOM,
XAaOTUYHOM JNYXOBHOW JKU3HBIO U HU B YEM
HE MOXKET HaTh cMbicia?»’ [9, p. 495].

OtkpoBenust HunbceHna ObLTHM BBI3BaHbI
MOTPEOHOCTHIO «BBIPA3UTh TO, YTO YYB-
CTBYCIIIb», TO, YTO «IOOYXIAeT YEIOBEKa
UCKATh MOHATHBIE IPYTUM U JIOITyCTUMBIE
JUIS HETO CaMoro ciioBa U noctynkm» [Ibid.,
p. 622]. 31Tk SMOLINU, CBECTH HA “HET
nepenarb JAPyromMy, MOMOTalT «3MOLHUO-
HajbpHBIC AevicTBus» [Ibid., p. 623]. Takumu
SMOLIMOHAIBHBIMU JeHcTBUSIMHU y Hunbce-
Ha ObUIO COYMHEHUE MY3BIKH.

B mnepepeiBe Mexnay wactamu Ildaron
cuMmponnn Hwunbcen Hammcan KaHTary
«Becna na @rone»®. Kommosutop, ypo-
xeHell octpoBa DroH, HamoMHUI Aropy
0 POJIM JETCTBA B JKWU3HU uesoBeka: «Bcé,
YTO MBI JyMaeM, YyBCTBY€M, HaJeeMcCs U
KEeJIaeM B HaIllel BHyTPEHHEH KHU3HH, 00y-
CJIOBJICHO ¥ OKPAIIIE€HO TE€M, YTO MbI Y3HAIU

2021,2

B JIETCTBE U YTO MPOM3BENIO HA HAC caMoe
CHJILHOE BIICYATIICHUE).

Pa6ora nan Ilstoit cumdonuen npoxo-
nuia TpyaHo. B muceme Bepe Muxasicen
Hunbscen nucan: «Yrto x, Tenepb BbI, MO-
KeT OBITh, OyMaeTe, 9TO MOSI HOBasi CUM-
dboHus 3aKoHYeHa, HO HeT! DTo camas Tpya-
Has 3a/1a4a, KOTOPYIO 5 10 CHX MOpP CTaBHII
nepes co0oii, M MO3ITOMY OHA IPOABUTAETCA
MemiierHo» [Ibid., p. 520].

Hunbcen cuurtan BTOpyto yactb cUMQo-
HUM «UCKITIOYUTEIHHO» TPYIHOW IS WC-
TIOJTHEHH S, IO3TOMY OH 06parmics k Moxan-
Hecy Hunbceny'” ¢ mpocs0oii nate B JeHB
pemMbepbl CUM(OHUU CHEKTaKIb, YTOOBI
MPUBIICYb K UCIIOJTHEHUIO CUM(OHUU HEKO-
TOpbIX opkecTpanToB [Ibid., pp. 520-521].

Mysvika = ycu3nb = oukas oxoma

N3 maru cumdonnit Kapna Humnbcena
tonbko IlepBas u Ildaras He mmeroT Ha3Ba-
Huil. Bropas, Tpetss, UerBépras u lllecras
CUM(OHUU HA3BaHUS MUMEIOT, HO yKa3aHHE
Ha POJIOBYIO (KaHPOBYIO) MPUHAIJIEKHOCTD
IIPOU3BENCHUN OCTAETCS, UTO U 3aKPEIUICHO
B Karanore nmpoussenennii Kapna Hunbce-
Ha (CNW)''. B Ha3BaHUsX OBYX CUMQpOHHI
— Tpetweit (Sinfonia espansiva) u llectoit
(Sinfonia semplice) — mpoayOnMpoBaHo Ha-
3BaHue xaHpa. Jns Hunbcena Oblia BaxkHa
BEPHOCTb «IPUHIIMITY U HJCe»'? )KaHpa CUM-
¢donnu. Ero «dopma oco3HaHUS MTPOILIOTO U
CBsA3el ¢ HUM» [2, ¢. 299] He npennonarana
pa3psbiBa ¢ TPAIULIUEH.

B oredectBenHoit ucropuorpadun BO-
IpocC O CMbIcA€ U (PYHKUMH Ha3BaHWUM
y Hunbcena nmogpoOHO OCBEIIEH B CTaThe
M. II. Mumenko o YerBéproit cumponun
(«Det uudslukkelig») [3]. Kpome mnpenu-
cioBusi K CuM(pOHUM CMBICT Ha3BaHUS caM
Hunbcen pa3bsicHWI B NMUCBME K HUAEP-
JIAH/ICKOMY KOMIIO3UTOpY, MMAHUCTY U -
prwxképy IOmuycy Péntreny: «Ha3Banue Det
uudslukkelig HyHO TOHUMATH CIIEAYIOITIM
o0Opa3oM: Ha3BaHHE — 3TO HE MPOrpamma,
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a yKasaTeJlb, yKa3blBaIOIIMi Ha cepy caMmoit
My3bIKI» [9, p.469]. «My3bIKa 10/1HA BBIpa-
JKaTb CaMmble JIEMEHTApHBIE CHUJIbl, KOTOpbIE
NPOSIBIIIIOTCSA MEKY JIFOABMH, )KUBOTHBIMU
U Jlaxe pacTeHusiMu, — nucai HumibceH. —
Mps1 Mornu OBl cKazaTh: €ciid Obl BECh MU
ObUT YHUUTOXKEH OI'HEM, HABOJHEHUEM, BYII-
KaHaMU | T. JI. ¥ BCE JKUBBIE CyIIECTBa ObLIH
Obl YHUUTOXKEHBI 1 MepTBBI, Toraa [Ipupona
BCE paBHO HayaJla Obl HOBYIO )KU3Hb U yTBEP-
Juiach Obl C CAaMBbIMU CHJIBHBIMU U JTyYILIU-
MU CHJIaMH, KOTOPbIE TOJILKO MOYKHO HaWTH
B HEW caMou. Bckope nosBsATCs pacTeHus, 1
Oy/yT CIIBILIHBI U BUHBI CTIAPUBAHUSA U KJIE-
KOT IITUL, HAPAY C YasTHUAMHU U KEJTaHUSIMU
moaeil. UmenHo >tu cuibl Heyracumbl, u
s CTpeMuIics npeacTaBuTh ux» [Ibid.].

bonee 51akoHMYHO O TOM, YTO Takoe
My3blKka, HuIbCeH BBICKa3aicsi B IHCHME
K lOnuycy Pabe: «My3bIka — 3TO KHU3HbY.
B nonumannn HunbceHa CHHOHMMOM KU3-
HU ObUI KOH(QIIUKT: «...KOHQJIUKT — 3TO
XKuznp. KoHMIUKT ¢ M101bMH U MHEHUSIMH,
6opnrba co CBOMM MarepuagoM, KOH(IUKT
u 6oprba ¢ caMuM coboi. A uTo nasnbiie?
Yro x, TOraa MpoOUCXOAUT YTO-TO, YTO pac-
IPOCTpaHsETCA Jajbllle, CHaYalla CUIbHBIM
PBIBKOM, a 3areM cinaboi JpOoXkbIO, MOKa
MHUp CHOBa He MOTpedyeT Halllynarb CBOU
COOCTBEHHBIH MyJIbC U OyAET CKOpPEE PEBETh
ot 6oy, yeM xuThy [Ibid., p. 455].

OTy MakcuUMy KOMIIO3UTOp c(OopMynu-
poBai B mepuos counHenus llsaroii cumdo-
HUY, HO OTIIPABHOM TOYKOM pa3MBIIUICHUH,
npeauecTBoBaBIMX pabore Hax [laroi
cumdonuei, crano ero scce «CloBO, My3bI-
Ka U nporpamMMHas Mysbika» (1909). DOcce
HAYMHAETCS ONUCAHWEM KapTHUHBI HIYIIE-
IO pPaHHUM YTPOM IO CBEXEBCIIAXaHHOMY
NOJIK0 KPECThSIHMHA, HALIEJIIEro B 3eMJle
«IMKOBUHHOM (POPMBI KAMEHB» U HECYLIETO
9TOT KaMEHb JIOMOM, B CaJl K APYTUM «IIpU-
YyIJIUBBIM KaMHAM» [5, ¢. 47]. Takoe omu-
CaHME HETUIHMYHO [yl 3cCe MPOOIEMHOIO
XapakTepa, B KOTOPOM H3JIararoTCsl B3IVISLIbI

KOMITO3UTOpA Ha crierupuKy My3biku. [Toxo-
K€€ Ha4aJIbHOE OIMHCAaHUE eCTh B Acce «Jlar-
CKHE€ MECHW». DTH ONMUCAHUS, a TAKXKE ICCE
«Ilecup octpoBa DroH» HACHTUPUIUPYIOT
Hunbcena kak eTMHCTBEHHOTO €BPOIEHCKO-
ro cuMponmncra XX Beka ¢ KPECThSIHCKHM
meHTamuTeTroM. @uHH Martuaccen, uccieno-
BaBIIMi OTHOIeHHEe Hubcena k ¢umoco-
¢uu, oOpaTui BHUMaHUE HA TO, YTO JATCKOE
OO0IIECTBO OTIAMYATIOCH OT JPYTUX E€BPOIEH-
CKUX OOIIECTB T€M, YTO «COLUATbHAsI SKOHO-
MUKa 1 OJIaTOCOCTOSIHUE CTPAHBI B IIEJIOM 3a-
BHCEJIU OT CENBCKOTO X03siicTBay [11, p. 65].
Hunbcen mpuexain u3 qarckoii 1epeBHH, «Ero
0o0pa3oBaHUE HE BBIXOAWIIO 32 paMKH Jepe-
BEHCKOM IIIKOJIBI C COJIOMEHHOM KpBILIEH, U
Ha NPOTSHKEHNUN BCEW CBOEH JKU3HU OH CTpE-
MUJICSI PaclIUPUTh CBOM KPyro3op, HE B IO-
CIICIHIOI0 ouepenib Omaronapsi yBIeUEHHOMY
yteHuto ¢unocodcekoit muteparypsn» [Ibid.,
p. 67]. MonHas uHTEIUIEKTyalbHas UIEO0JI0-
TUsl fin-de-siecle ¢ €€ mecCCUMIU3MOM, MHUCTH-
[IM3MOM, HOCTaJIbTUEH, B3paliuBanueM [ art
pur ’art 1 «330TEPUYECKUMU CEKTaMU» HE
nHaTepecoBasia Hunbcena [Ibid.]. O npen-
MOYUTAJT YTCHUE JAPEeBHUX Pritocodos, oco-
6enno Ilnatona u ero «I'ocymapcTBoy.

s Hunbcena axkTyadbHBIM OBLT BO-
MPOC UCTOKOB UCKYCCTBA: «...O0MaCHO, €CIIH
HCKYCCTBO 3a0bIBa€T CBOM MCTOKHU U CTAHO-
BUTCSI MCKYyCCTBEHHbIM. KOHEUHO, B 3TOM
Cllydae y Hero enié MeHblIe BpeMEHH Ha To,
YTOOBI pacTOUaTh KPACKU M apOMaThl, 1 OHO
JOJKHO YBSIHYTh U YMEPEThb, KaK Cpe3aH-
HbIE LIBETHI WM CKOIIEHHAsl TpaBa Ha JIyTY.
UTOOBI BIOJIHE 9TO OCO3HATh, MBI JIOJKHBI
BpeMsi OT BpeMeHHU o0paliarsecs K dIeMeH-
TapHO IpocTtomy» [5, c. 65]. Dtu cnosa
Hunbscen namucan B 1922 roxy, korna pa6o-
tan Haj [1aToit cumdoHuei.

B TtoT e mepuon BpeMeHU B MHCbME
K cBOeMy yudeHHKY bpopy bexkmany Huib-
CEH COITIaCWJICSl C HUM B TOM, YTO «KU3Hb
— 3T0 AuKas oxota. lns MeHst Bc€ B Mupe
CTaHOBUTCS BCE 0ojice HEMOHITHBIM.
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He u3-3a HenoBonbcTBa. Ho n3-3a 0cobeHHO
MpPavYHOTO YyBCTBA TPEBOTH, YTO HUYETO HE
3a(pMKCUPOBAHO M YTO MBI, CIIEOBATEIHHO,
KHUBEM M pabOTaeM COBEPIICHHO HAIIPACHO.
Ecnu nenb Tak ke HeompenenéHHA, KaK U
MyTh K HEW, Torna Bc€ yTpadyeHo, W TOT/Aa
JTydlille BCero OyJeT 3aKyTaTbCsi B OOJBIION
CHAJBHUK U HAKPBITh TOJIOBY» [9, p. 513].

Cmbicnosasn opzanuszayus memol
oacco-ocmunamo ¢ Yaxone Hunvcena

B 1916-1917-x ronax Hunbcen paboran
Hajg YakoHou nis goprenuano. M3 nucema
KOMIIO3UTOpA K crapiien nodepu Mpmenun
U3BeCTHO, yTo HuibceH cuutan ¢opmsl
naccakajuu M YakoHbl Oojiee WM MEHee
OJTMHAKOBBIMHU, TaK Kak 00€ OCHOBaHBI Ha
TeMe, IPOoXoJslIeil B 6acy U MHOTOKPATHO
Bapbupyemoid. A. IlIBelinep, Ha3bIBaBIINIA
Taccakaliblo TOH ke 4aKoHOW'®, ykaszanl Ha
CYIIECTBEHHYIO Pa3HUIly MexAy YakoHOU
u3 BTOpoil mapTuThl 11l CKPUIIKH COJIO U
[Taccakanbeii ais oprana U. C. baxa. B Ya-
koHe Hunbcena (kak u B [laccakanbe baxa)
B BOCBMHTAKTOBOIl TE€ME€ AaKLEHTHUPYIOTCS
CUJIbHBIE JIOJIM, B HEM COXpaHEH Xapakrep-
HBIN JJ1s1 BOCbMUTAKTOBBIX TEM TacCaKaabu
Y YaKOHBbI pa3mep 7a. Pemapka Tempo guisto
MPEINUCHIBAET CTPOrOCTh METpOpUTMa 0e3
KaKUX-TM00 OTKJIOHEHH B COOTBETCTBHUU
C XapaKTepOM MY3bIKaJIBHOIO Marepuasa.

CwMmbicnoBasi opranu3anusi 6acco-ocTu-
HaTO U €ro pojb B TEKCTOBOM OpraHu3a-
UM WHCTPYMEHTAJIBHOW MY3bIKM 3araj-
HOEBPOIIEHCKOro 0apoOKKO  HCCie0BaHa
W. B. AnekceeBoii Ha OCHOBE METO/1a CEMaH-
TUYECKOTO aHaJIN3a MY3bIKaJIbHON TEMBI,
paspaborannoro JI. IllaiimyxameToBoii'*:
«B cBf3M C NpemIOKEHHON aBTOPOM TeEX-
HUKOM aHaJn3a yCTONYMBBIE MHTOHALIMOH-
HbIE 000POTHI PACCMATPUBAIOTCS B KAYECTBE
3HAKOB, O0JIAJAIOIINX BBICOKOM CTETEHBIO
WHBAapUAHTHOCTH CTPYKTYpPbl U CEMaHTHUKHU
U CHOCOOHBIX B IMPOIIECCE MY3UIIUPOBAHUS
nepeMenarbesi (MUTPUPOBaTh) U3 OJHOTO
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KOHTEKCTa B JIpyroi, oOpa3ysi WHTOHAIU-
OHHO-JIEKCUYECKUW  CJIOBaph aBTOPCKOTO
KOMIIO3UTOPCKOTO TEKCTa, CTUJISL WM 3I0-
xu» [1, c. 89]. Pe3ynbrarel npuMeHEHUs
METOJIla CEMaHTHUYECKOTO aHaiu3a TeMbl
YakoHbl TOATBEPKIAOT CBSI3b €€ JIMHEH-
HOTO THUIA W3JIOKEHUS C TPAIAULHMOHHBIMU
NUATOHUYECKUMHU J1aJIOMEJIOANYECKUMU
oboporamu. [Ipeobnanaroniee Bocxomsiiee
JIBKEHUE CETMEHTOB TEMBbI M3BECTHO KaK
putopuueckas ¢urypa anabasis. Ha cpen-
HEBEKOBBIM UCTOK TeMbl YaKOHBI YKa3bIBACT
HE TOJNbKO ymoTpebnenue Humbcenom cer-
MEHTOB MOJIyCHOM PUTMHUKH, HO U UCIOJIb-
30BaHHUE CETMEHTA MATOr0 MOAYCa B Hauase
TeMbl YakoHbl. B rpuropunanckux pacreBax
B CJIy4ae UX PUTMU3ALUU [ATHIA MOIYC UC-
TMOJIB30BAJICS. IPEUMYILECTBEHHO B TEHOPE.
B Yakone Hunibcena cerMeHT msiToro Mojy-
ca 3BYYMT B Juara3oHe OOJIbIIONW OKTaBbI U
MOMEIIEH B HAYaJI0 HIDKHEIO IJIacTa, a caMm
OCTHHATHBIA Oac, kak U y baxa, sBisercs
OJTHOBPEMEHHO U OOJIUTaTHBIM TOJIOCOM.

Hunbcen He ObUT CTOPOHHUKOM «MY3bI-
KM B TaK HaA3bIBAEMOM ‘CTAPUHHOM CTHJIE ),
WM TTOJIPA’KaHUS «CIIOCOOY BhIPAKEHUS CTa-
pBIX MacTepoB» [5, c. 72—73]. B nepuog co-
yuHeHus [IsToit cumdonuu on ucan Type
Panrcrpémy: «Ilo-moemy s mpeaBuxy HO-
BBl THUI MY3bIKaJbHOTO MOKOJEHUS, KOTO-
poe OyzeT 3auMCTBOBaTh U3 UCTOYHUKOB HE
KaK BOPHUIIKH, a KaK OTKPBITbIE U OeccTpall-
HbIE XyIOXHUKH, CYUTAIOLINE BCE, UTO €CTh
1 ObLIO, CBOUM €CTECTBEHHBIM JOCTOSHU-
em» [9, p. 470]. ns camoro Hunbcena ta-
KOM MOMEHT y)K€ HacTynwi. B nutupoBaH-
HOM BbIIIE€ MUcbMe MpMmenuH KoMmo3uTop
co00IIIan, 4YTO €ro «odeHb 3a0aBiIgeT IaTh
BOJIIO CBOeH (haHTazum» B mpeaenax (Quk-
CUPOBAHHOW CTPYKTYpPHI: 8 TaKTOB, pa3Mmep
¥4 1 caepkaHHbld Temil. Hunbcen Hamom-
Hu Upmenun o YakoHe 1Sl CKPUIIKU COJIO
U. C. baxa u go6asun: «Ecnu ObI TONBKO
sl MOT JIOTSIHYThCSI 10 HETO Moe [HYakoHoii |
st poprenmano! !» [Ibid.].

236



Music of the 20th Century

0

2021,2

Hunbcen 611 yOSKAEH B TOM, UTO paHb-
III€ BCETO «ITyOO0KOE MY3BIKAJIbHOE YyBCTBO
npoOyxnaaercs B uHtepBaie [5, c. 70-71]:
«31ech Mbl MMEEM HEUTO MOYTEHHOE W,
OJIHAKO, BEYHO KHUBOE, TO, YTO HaM JaHO
MOOUTh W TouyuTaTh. VHTEpBanm MoJDKEH
OBITH JUIS HAILIETO MCKYCCTBA TEM XKe, YeM
ObUTH 3€pHO, XJIEO U CBSITHIE MCTOYHUKHU
JUIST BETXO3aBETHBIX ooOwuTareieli BocToka
— TEM, YE€M MbI KUBBI, 4YTO AAET HAM CHJIbI
Y JKeJIaHWE 3aHUMAThCS MY3bIKOID [TaM Xke,
c. 70]. B xauecTBe MHTEpBaja, ClIOCOOHOTO
«YIMBIISITh U 3aHOBO pajoBaTh Hac» Hub-
CEH IPUBEN B IPUMEP KyKOBAaHUE KYKYIIIKH,
KOTOpasi KyKyeT He Ha OJHOM 3BYKe, a Ha
JIByX B 00BbEME Masioi WM OOJIBIION Tep-
uuu [taMm xe, c. 71]. Ha3piBas unTepBan u
PUTM «IIPAPOTUTEISIMU MY3BIKW», «Ama-
MoM 1 EBoit», Hunbcen ycmarpuBain uzme-
HEHHUE CYUIECTBYIOILETO MOJO0KEHNS BEIIei
«HE 4Yepe3 BO3BpalICHUE K MY3bIKE CTaphIX
ATMIOX W CTUJICH, a MOCTOSHHO yKa3biBas Ha
TO MPOCTEMIIEe, YTO TAKOBBIM U OCTAETCA U
YTO KaXKJIbI MOXET YJIOBUTh, HAYaTh C HETO
Y Pa3BUThH JAJIBIIE» [TaM xke, C. 82].

Merosl ceMaHTUYECKOTO aHajiu3a U MOo-
HUMaHHE BaXHOCTU MHTepBaina st Humb-
CeHa IMOMOTAalOT YTOYHHTh CMBICIOBOE
coJiep>kaHue 0acco-OCTUHATO M HAaJl-OCTH-
HaTtHOrO Iuiacta Yakonel. [[na Hunbcena
«MEJIOANYECKUIM CKa4OK Ha TEpLUI0 Clie-
IyeT TIpUHUMAaTh Kak Jgap boxull, ckadok
Ha KBapTy CUMTaTh BOOYILIEBICHHEM U Ha
KBUHTY — BEJIMUAUIIIUM CHACTHEM» [TaM XKe,
c. 72]. YakoHa HauyMHAETCs BOCXOASIINM
CKaYKOM Ha KBapTy, HO BOIIPEKH OXKHUJa-
HUIO 32 CKaQYKOM HE CJIeIyeT €ro HUCXOMs-
niee 3amnoJiHeHue. Menoauueckas JIMHHS
MOCTYIIEHHO JBUXKETCSI BBEPX W, JOCTHUTast
JIOPUMCKOW CEKCTBI, IMOCTYIEHHO CITyCKa-
€TCd BHU3, CHUMMETPUYHO BOCXOISAILIEMY
JBUKEHUIO B 00bEéMe Tepuun g—b. Hauamns-
HBIN «BOOAYIICBIISIONINI) CKAYOK HA KBap-
Ty JAET UMIYJbC NAJIbHEHIIEMY MEJIOIU-
YEeCKOMY pa3BEPTHIBAHUIO B BHUJE BOJIHBI,

CIIaJl KOTOPOM 3aBEPIIAETCS HE HaYaJIbHBIM
TOHOM d (B 3TOM ciy4yae Oblia Obl TOUHAs
CUMMETpHSI), a HHUCXOJSAILIUM CKauyKOM Ha
KBUHTY (g—C): OT «BOOJYILIEBICHUN» K «BeE-
auyaiiieMy cyactbio». Haa-ocTuHATHBIN
IJIaCT TAaK)KE€ HAUMHAETCS CKAYKOM Ha KBap-
Ty, TaK K€ BCTPEYarOTCs TEPLUH, a Ipeoda-
JAIOUIUM JIBIDKEHUEM sBIsieTcs catabasis.
3aBepiaetcs YakoHa HasoxxenueM D dur’-
HBIX TPE3BYUYUH B pa3HbIX perucrpax. Bo-
MPOC, OBLIN JIN «3TAXKW» TEPUUN CUMBOJIOM
«zapa boxxberoy», octaércs puTOpUUECKUM.

Tunonozuueckas mooeins
oacco-ocmunamo ¢ Ilamoii cumgponuu

TpakToBka 1. B. AnekceeBoii TUIONIOTU-
YecKoi MozienH basso ostinato Kak «yHUBEp-
cayibHOTO (heHOMEHA B POJIOBOM OOIIHOCTH
psiia HHCTPYMEHTAIILHBIX KAHPOB 0APOKKO»
[1, c. 4] v BBIBOABI, CIETAHHBIE €10, OTKPHIBA-
10T MIEPCIIEKTUBY M3YYEHHsI TaHHOW MOJEIN
B Pa3HbIX KaHpPaX MY3bIKH KOMIIO3UTOPOB
XX Beka. Takasi mepcreKTHBa MOXET OBITh
pE3yABTaTUBHOM MPU YCJIOBUHU, €CIIH HCCIIe-
JIOBAaHWE NPOU3BEACHUI, HE OTHOCAILIUXCS
K pO1oBOM OOIIHOCTU basso ostinato, Oynet
ONMMpaTbCsid Ha THUIIOJOTUYECKUE NPU3HAKU
«VHBAPUAHTHON HMEpPapXUYECKU OPraHU30-
BaHHOM Mojienu basso ostinato KaHPOBY»
[Tam ke, c. 16]. OnbIT UCMIOIL30BAHUS ITOU
mozenu y Hunbcena 6bi1 B YakoHe, a B rof
e€ 3aBepuieHuss Hunbcen nammcan Temy u
Bapuaiuu ajs ¢oprenuaHo. CBo€ oTHoIe-
HUE K BapUaIlMOHHOW TexHuKke HuibceH BbI-
ckazan lOmuycy Péntreny!’ B mumceme, Ha-
MMCAaHHOM TOCJIe Hadasa pabotel Haj [sToi
cumbonueit. B nexadpe 1920 rona Hunscen
B KQU€CTBE POXKIECTBEHCKOTO MOJapKa MOJy-
yun ot Péntrena Bapuauuum nns ¢goprenu-
aHo u 23 nexabpsi oTBeTUN eMy: «5l BOCXU-
1IAIOCh CTPOTOCTHIO, C KOTOPOW BapbUpyeTCs
TeMa, YTO JJII MEHS SIBJISIETCS] €TUHCTBECHHO
NPAaBWJIBHBIM IPUMEHEHUEM BapHAlOH-
HOM (popMBI, Tak Kak e€ ucroiib30Basiu bax
B ['onpa0epr-sapuanusix, berxosen u bpamc.
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Takoe npousBenenue, kak “CumpoHndeckme
stionel” [llymana Ha camoM Jienie He SIBIISIeT-
Csl BapHalMsIMH. DTO MPOCTO BoJIbHAS (DaHTa-
3Us Ha TEMY, Kak 3To JienaeT Perep B cBoux
MPEKPaACHBIX BapHualusx Ha Temy baxa u ipy-
TUX MOA0OHBIX TPOU3BEICHUX. Y BaC MbI HE
TepsieM TeMy HU Ha MTHOBEHUE, U 3TO JIeJIaeT
OosbIiioe pazHooOpaszue Bapuanuii emieé 6o-
Jie€ BOCXUTUTENBHBIM. [9, p. 488].

B ouenke Bapuauumii PEénTrena oueBun-
HBbl TIPUOPUTETHI camoro HuiibceHa kak B
OTHOIICHUU OMNpPENENEHHOCTH Menoauu (1
HAJIMYUSl CaMOM MEJIOAMM), TaK U TEXHUKH
e€ pa3BuUTUs (BapbUpPOBAHUE, HE MPUBOIS-
1ee K MCYE3HOBEHHMIO caMOi TeMbl). Tak-
e MpHUMeYarejeH Macca)X OTHOCUTENbHO
palMOHANIBHOTO KOHTPOJS 3a pPa3BUTHUEM
tembl. Panee, B ¢eBpane 1919 rona Hunscen
YK€ BBICKA3aJICs OAOOHBIM 00pa30M IO MOo-
Bony Ilsitoro BpanaenOyprckoro koHuepra
. C. baxa: «xest cocTonuT B TOM, 4TO 6aco-
Basl JIMHUSA JI0JDKHA 00€CTIIeunBaTh aKTUBHBII
IPOTUBOBEC MOBCIOTY, KaK CKEJIET MOJI- UK
BHYTPH IUIOTH U KPOBH TPEX JTUPUUECKH MO-
forux rojgocos»'® [Ibid., p. 456-457].

CuMmpoHMsT HauMHACTCS MAJOTEPIIOBOM
nyJbcanuein anbToB. PYHKIMS Marepuaia
CTAaHOBUTCSl TOHSTHOM TMOCIE BCTYIJICHUS
IByX (aroToB B quamnazoHe f-g’. O1o — Haj-
OCTHHATHBIN IJIaCT, OCHOBaHHBIA Ha Qop-
MyJe KoneOaTelabHOro JBMKEHUS TEPIHiA
Y OTHOCSIIIUUACS K YHUCITY TUIU3UPOBAHHBIX
(dhopMysT OCTHHATO KOHIIEPTHOTO T€MaTH3Ma
Oapokko. Beibop TemOpa darota as1st HUKHe-
IO TJIACTA aNeJUTUPYeT K aHCaMOJIeBOM My3bl-
Ke 0apOKKO, B KOTOpOil PyHKLIMSA TyOIrpoBa-
HUSI OCTUHATHOTO 6aca HepeaKo Mmopyyanach
¢arorty [1, c. 152]. UcTok HIXKHEro miacra
YXOOMT B JIByXI'OJIOCHE CBOOOIHOTO OpraHy-
ma. CKkJiag ABYXTOJIOCHUS BBIZEpkKaH CTPOTO:
HOTa-TPOTUB-HOTHL. M30eraHue aKIeHTOB
Ha CWIBHBIX JOJSIX MPUIAET €My CXOJICTBO
¢ cantus planus. Tonoca T0 pacxoasTcs, TO
CXOJISITCS, IIUPOKO HCIOJIB3YEeTCsl MPOTHUBO-
nBrxkeHne. Be€ 3To ykaspiBaeT Ha BOKAJIb-
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HO-XOPOBBIE >KAHPBI LIEPKOBHOM TpPagulIuu
KaK MCTOYHHK 3TUMOJIOTMH CEMaHTUYECKUX
¢uryp B Ilsatoit cumdonnn. Pesynasrupyro-
HIyI0 BEpTUKajIb 00pa3yloT TepLuH, KBap-
Thbl, KBUHTBI, CEKCTbI, CENTUMBI, IECLMBI.
YeTbIpEXTAKOBBI CUMMETPUYHO OPraHU30-
BaHHBII JIByXTOJOCHBIN PACIIEB HCIONb3YET
JICKCUKY Y3HAaBaEMbIX CEMaHTUYECKUX (u-
Typ catabasis u anabasis.

Moaudukanuus HHXKHETO TeMaTHue-
CKOro IUlacTa HAaYMHAETCS HACTOWYMBO H
MHOTOKPAaTHO  yTBEpPXKIAE€MON KBHUHTOM,
B PE3yJITAaTe 4YEro paclupsieTcs CHHTAK-
CHUYECKUN MaciiTad OCTUHATHOTO IIacTa.
CamMopa3BUTHE OCTHHATHOIO IUIacTa IpH-
BOJUT K HAKOIUJICHUIO BHyTpUTeMaruye-
CKOTO KOHTpacTa (MOCIeA0BaTeIbHOCTU
JIEKCUYECKN HEWUTPAJIBHBIX WHTOHALMU U
burypsl passus duriusculus). B pesynprare
BCSI TEMAaTH4YeCcKash CTPYKTypa 3aBepllaeT-
Csl IIKBAJIOM HMCXOZSILETO JBUKEHUs (de-
penoBaHUE TOHOB M IOJIyTOHOB) Ha PE3KO
KOHTpacTHOW auHamuke (ff mocie ppp) u
COIIPOBOXKIAETCS PUTMHUYECKUM JPOOICHU-
eM (IIecTHa/ALaThle BMECTO MPEKHUX IO-
JIOBUHHBIX U YETBEPTHBIX AJTUTEIBHOCTEN).
B MOMEHT Haudana HUCXOJSALIETO JABHKEHHUS
MPEkKJIEC HEU3MEHHBIM HaJA-OCTUHATHBIN
IUIACT MpeKpamaer CBOE NBMKeHuE. Boc-
CTaHOBJICHUE TPEXKHET0 IyJbCa IPOUCXO-
IUT Ha OPraHHOM IyHKTe (harora, mnocie
4Yero eAuHas JMHUS OCTUHATHOIO IulacTa
ApOOUTCS HA OTHENbHBIE JIEKCEMBbI, MO-
Beprarougecss TeMOpPOBO-PETUCTPOBOMY
BapbUPOBAHHUIO (BaNTOPHBI, (ICHUTHI, Ki1ap-
HeThl). B MoOMeHT 3aBeprieHus auanora
OCTHMHATHOTO W HAJI-OCTUHATHOIO IUIACTOB
B MY3BIKAJIBHOE Pa3BUTHE BTOPIarOTCs Ta-
penku. OOpasyeTcsi CTPYKTypHBIN OJIOK,
B OCHOBY KOTOPOTI'O IIOJIO’KEHA TUIIOJIOTHYE-
CKasi MoieJib 0acCO-0CTUHATO, pealn3yemas
TpeMsi TeMOPOBBIMU TPYIIIaMU (CTPYHHBIE,
IYXOBbIE M YJapHble HMHCTPYMEHTHI). U3
ATOU CTPYKTYpHI (42 TakTa) BHIpACTAET BCA
nocnenyromas Mysbika [lstolr cumbonun
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¢ KOH(JIMKTOM TemMaTru3Mma U TeMOpPOB U Ba-
PHUALMOHHBIM PAa3BUTUEM JIEKCEM OCTHHAT-
HOTO U HaJ-OCTUHATHOTO IJIaCTOB.
Pa3BuTtHe ocTHHaTHOrO IIACTa OCY-
HIECTBIIIETCS IByMsI criocobamu. B nepBom
Clly4ae COXpaHsieTcsl ero TeMOp U KOHPUTy-
parusi. OCTUHATHBIN TUIACT TPOXOIUT Yepe3
BCE YacTH cuM(doHHH, 00pa3ysl Temarude-
CKHE apKH, OJHOBPEMEHHO IO/IBEPrasich
«JIaBJICHUI0» M3MEHSIIOIIETOCS KOHTEKCTa.
IIpu BTOpOM crocobe MeHsiercs TemOp,
a MEJIONUYECKUE JIMHUM MHOTOrOJIOCHOM
dakTypbl 00pa3yroTCs B pe3yabTare KoMOu-
HUPOBAHUS JIEKCEM C ONpPeAEIEHHBIM Ha00-
POM HMHTEPBAJIOB M3 OCTUHATHOIO IUIACTA.
OTOT cnocod MO3BOJSET CO3/1aBaTh TEMBI,
o0Jafaonme KauecTBOM — MEJIOIUYECKON
HOBH3HBI, YTO SIBJISIETCS HEOOXOIMMBIM IS
*aHpa cumponun. TakoBa Bropas Tema'’,
B KOTOPOM OCTHHATHBIM IIACT pacCIanBacT-
Csl Ha JIMHUIO ¢ npeolaJaHueM KBapTOBbIX
Y KBUHTOBBIX BOCXOSIIMX XO/IOB (BUOJIOH-
Yely) W JIMHUIO C MpeodNialaHueM TepLo-
BBIX XOJIOB B COYETAHHH C BOJIHOOOpa3HBIM
NBUKEHUEM Kak oObenuHeHueM Guryp
catabasis n anabasis (TepBbIE CKPHUIIKH).
Hauunaromasics co cna®oil J0au JAHHUS
MEPBBIX CKPUIIOK CONIEPKUT HAYAJIbHBIN MO-
TUB, MEJIOAUYECKUN U PUTMUYECKUN KOHTYP
KOTOPOM WJICHTUYEH TOMNEBKE, THUIMYHOU
JUISL CTHWJIUCTUKUA TIEPOTHHOBCKOM IIKOJIBI.
AHanornyHas TEXHHMKAa JIEKUT B OCHOBE
JPYTUX «HOBBIX» TeM CHUMQOHUU: BTOPOTO
pasnena I wactu (Adagio non troppo), niep-
Boro (Allegro) u Broporo (Andante un poco
tranquillo) paznmenos II wactu Cumdponumu.
DTOT crocod, Kak 1 BBIIICONUCAHHBIN Mep-
BbII C1TOCOO pa3BUTHSI OCTUHATHOTO I1JIACTa,
pPOXKIaeT TeMaTudyeckue (MHTEpBaIbHBIC)
apkKl U TEeM CaMbIM COJIDKAEeT TEXHUKY
Hunbscena ¢ rexuukoi M. C. baxa. Hunbcen,
Kak ¥ bax, MBICIHUT «CTPYKTypHO-TIONIU(O-
Hudeckn» (M. [pyckuH), My3bIKaabHOE
pa3BépThiBaHuE B CUMGOHMHU, KaK U B Iac-
cuoHax baxa, ocyiiecTBisieTcs U B TOpU30H-

TaJIbHOM, U B BEPTUKAJILHOM U3MEPECHUSX.
Tunonoruueckue NpPU3HAKA MOJIETH
6acco-octunaro B [IsToit cumponun npen-
CTaBJICHbI YPOBHSMH, OMUCAHHBIMH AJICK-
ceeBotii [1, c. 16]. Kak u B My3bIKe 6apOKKO,
y Hunbscena «yHuBepcanbHasi MOJEIb Mpe-
TepreBaeT MHOTOYUCIIEHHbIE TpeoOpa3oBa-
HUs U Oosiee yCcTOWYUBbIe TpaHchopmanuu,
JEMOHCTPUPYIOIKE TPOLECCH CMBICIOBO-
T0 ¥ TEKCTOBOTO (JOPMUPOBAHUS B UHCTPY-
MEHTAJIbHOU MY3bIKE», U B 3TUX IMpolieccax
Y4aCTBYIOT KaK CaMU CTOPOHBI OTITO3HIINH
(Tema W HaJI-OCTHMHATHBIM IUIACT), TaK M
COOCTBEHHO CHCTEMa UX B3aUMOJICHCTBUSA B
TUMOJIOTMYECKON MOJIeIn» [Tam xe, c. 16—
17]. B pe3ynbrare TUIIONIOrHYECKasi MOZEIb
0acco-OCTUHATHBIX JKAaHPOB OKa3bIBAETCA
B CUTYAIlUU «KaHP B KAHPE», KTEKCT B TEK-
CTe», a JIOTUKa MpeoOpa30BaHus HIKHETO U
Ha/-OCTUHATHOIO IIACTOB JAUKTYETCS OCO-
OCHHOCTSAMHU *KaHpa cuM@oHUU. DTOH JO-
TUKE HE MPOTUBOPEYAT BHISBICHHbIC AJICK-
CEeBOM 3aKOHOMEPHOCTH pPa3BEPTHIBAHUS
TEMaTHYECKHUX TUIACTOB, TAKUX KaK «CTaIUS
aKTyaju3aluu ‘3a0bITOr0” B pe3yJbTare
BHYTPHUTEKCTOBBIX TPEOOPa30BaHMI CeMaH-
TUYECKOTO CTaTyCca TEMbD» HIKHETO IlacTa
U «UHIUBUIyAIM3alMs TeMaTu3Ma HaJl-
OCTHHATHOTIO IIJIacTa [TaM ke, c. 267].
Tumnonoruueckas Monenb 0acco-ocCTu-
Haro B [Iatoii cumdoHnn oTpasmna TOT Ke
npouecc (HOPMUPOBAHUSI THUIOJIOTUU HH-
CTPYMEHTAIBHOTO TEMaTU3Ma, KOTOPBIH Ipo-
WCXOWJI B 3MIOXY 0ApPOKKO: «BOKAIBHO-XOPO-
BO€ — HUHCTPYMEHTAJIBHOE, LIEPKOBHOE —
CcBeTCKoe» [TaMm ke, c. 269]. «Coydactue»
B 3TOM Iporecce obecreumno Hubce-
HY-KOMITO3UTOPY, JJIsl KOTOpOro ObuLia BaxK-
HbI BCE «IEHTPAJIbHbIE 00JACTU CEMAHTUKH
YEJIOBEUECKOM KU3HM», — U MECTO B MY3bIKE
XX Beka, 1 6oraroe nose pedepeHmmm 'S,

/lo u nocne npemweput

3a HECKOJIBKO JTHEH 110 npembepsl 11sToi
cuMpoHMN Komro3uTop mnucan HOmmycy u
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Curypn PaGe: «/lymaro, s nobuiicsi mpu-
ONM3UTENBHO TOTO, K 4eMy CTpeMHIICS»'’.
Ha penerunun u npemeepe [lsroit cumdo-
HUU TpucyTcTBoBan Bukrop benmukc®:
«5l ymeén ¢ Bamen BOCKPECHOU peneTULU
5-i1 cuMdoHNM OIIETOMIIEHHBIA U pazaoca-
JIOBaHHBIM. Buepa BeuepoM s ymé€n ¢ KOH-
HepTa U pa3riaroJbCTBOBAI U Opeaus 3Ton
KHUHO-CUM(OHHUEH. DTO BpenHas AJisi 310PO-
Bbsl TPAHILUEHHAs My3bIKa, 3TO HAIIOE MO-
HIEHHUYECTBO, CXKAThIM KYJIaK NEepes JIULOM
0€e33alIMTHOMN, CHOOUCTCKOM, BO30YXAEHHOM
00JIbHOM IyOIMKH, JTFOACKON Macchl, KOTOpast
C F000BBIO OOIM3BIBAET PYKY, OKPAILICHHYIO
KpPOBBIO U3 COOCTBEHHOI0 HOCA. TBOSI My3bl-
Ka HE JaBajla MHE YCHYTh. f BCE emé xouy
YCIIBIILIATE €€ CHOBA. Sl HEHaBMXKY €€, HO OHa
JEPKUT MEHS B IJIEHY» [9, p. 522].

2021,2

[IIox OT yCIHBIIIAHHOTO CMEHWICS IIO-
IIBITKOM CIIOKOMHO pacCykaarb: «f BHKY
VHHUKQJIbHYIO CBOOOAY JEWCTBUN B CaMmbIX
Pa3HOOOpPa3HBIX  XyJ0KECTBEHHBIX  (op-
Max, MacTe€pCTBO, JapOBAHHOE COYETaHU-
€M CTaJbHOW BOJM M PEIKHX MPHUPOIHBIX
napoB. M s BMXKY B TBOEM CTpPEMIICHUH
K BBICOKMM BEpIIMHAM U ITyOOKHUM Oe31HaM
HEOOXOAMMOE TPOTUBOCTOSTHUE HAILIEMY IO
CUX TOpP M3JIMIIHE KEHCTBEHHOMY U Heza-
nékoMy aarckomy uckycctBy» [Ibid.]. Cino-
Ba bennukca panwim Hunscena, oH oTBe-
TWJI, YTO XOUET MOHAThH Apyra, MHa4Ye OH He
CMOXeT MOHATH cebs [Ibid., p. 523].

[TaToit cumponun yxe mouru 100 ner.
Ho e¢ ryOuHHBIE CMBICIBI MCCIIEIOBaHbI
HE JI0 KOHIIa, U e MCTUHHAs OLIEHKa emlé
BIIEPE/IH.

S TIPUMEYMAHUA <>

' Akcenb Keepyned (Axel Kjerulf, 1884—1964) — narckuit KoMIo3uTop.
2 [lokazarenbna nmo3unus M. I1. Mumenko [4, c. 37].

3
4

Henukom cumponmst Obi1a 3aBepieHa 15 suBaps 1922 roxa.
Hunbcen moznakommuiicst co cBoeii Oymymeit xenoii B [lapmxke, u 20 mapra 1891 roga onun

TaM e MOKEHWINCh. 10 Mast Toro ke roga Bo OIOPEHIINH COCTOSAIACH CBaIeOHAs [IEPEMOHUSI.

5 Bbpop bexman (Bror Beckman, 1866—1929) — mBenckuii komnosurop, npyr Hubcena.

¢ Topsanbna Arop (Thorvald Aagard, 1877—1937).

7 B03MOXXHO, OTBET Ha 3TOT BOIPOC OH UCKAJl B XPUCTHAHCKOM JuTeparype. K Tomy BpemeHn
Hunscen npountan yereipe EBanrenus, a EBanrenue or Matdest mpounTan HECKOJIBKO pa3, Tocie

YC€ro Hadall YuTarb ILGSIHI/ISI CBSITBIX AIIOCTOJIOB.

8 3akonuena 30 aBrycra 1921 rona.

? Tlucemo ot 27 despans 1921 roga. 31ech BOZHUKAET BOMPOC, KOTOPBIH TpeOyeT OTAEIBHOTO
paccMOTpeHHs, BBIXOASANICTO 33 PaMKH JAHHOTO HCCIICJOBAHUS: Kakoe BIMSHUE OKaszajla dTa
KaHTaTa Ha KoHueniuto [1saToit cumdoHun, uMest B BUIy €€ BTOPYIO YacTh M 3aBEPIICHUE CUM(POHUH
TOHAJIBHOCTBIO ¢ TpeMs 6emomsimu (Es dur, cumBon Tpoutrsr).

10 Jloxannec Humbcen (Johannes Nielsen, 1870-1935) — mupextop KopomeBckoro Tearpa

B Komenrarene B 1914—-1922 ronax.

1" Catalog of Carl Nielsen’s Works. URL: //http://www5.kb.dk/dcm/cnw/navigation.xq (aara

obpamenus: 15.01. 2021).

12 Drumu cnoBamu Jlanbxays oxapakTepru3oBan oTHomeHne bpamca k coHatHoi opMme («BepeH
HE cCXeMe, a MPUHIUITY U ujee»). bpamc «nporuBmiics pacnaay GopMbl, KOTOPBIA BUAEIICS eMy HE
B cuMpoHmueckux mosmax Jlucra, a B 3CTETUYECKUX B3MIAAAX — “OOLICTIPHHATON CKIOHHOCTH

K IporpaMmHoctu» [2, ¢. 301].

3 TlIBewitiep A. Morann Cebactesn bax. M.: Kinaccuka XXI, 2002. C. 279.
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4 O6 oTeyeCTBEHHOH My3bIKaJbHO-CEMAHTHUYCCKOW TPaaUIMd U €€ OPUTHMHAILHOCTH |
HE3aBHCUMOCTHU OT aMEPUKAHCKON TPaJUIMK TOMHMK-aHaIN3a U OT 3alaJIHOEBPOIEHCKUX aHAIOTOB
cM.: [7, c. 26].

15 TOmuyc Péutren (Julius Rontgen, 1855-1932) — HuaepaanaCKuii KOMIIO3UTOP, POIBKIOPHUCT,
TUPKEP, TUAHUCT U TIEAAror.

16 TIucemo Anne IlIrorre ot 7 pespans 1919 roga.

17 Ona naunnaercs ot nudpsi 4.

18 006 obemneHnH OIS pedepeHINE B «KHOBOU My3bIKe» CM.: [8, ¢. 314].

19 FOmuyc Pa6e (Julius Rabe, 1890—-1969) — mBeackuii My3bIKalbHBIH KPUTHK, YIeHUK Bpopa
bexmana. Curypa PaGe (Sigurd Rabe, 1888—1981) — mBenckas muaHUCTKA U KOMIIO3UTOP.

20 Bukrop benauke (Victor Bendix, 1851-1926) — KOMIIO3UTOp, TUPHKED U MHAHKCT.

< AUTEPATYPA (<>

1. Aunekceea 1. B. bacco-ocTuHaTo 1 €ro pojib B TEKCTOBOM OPraHNU3aluy HHCTPYMEHTAIBHON
MY3BbIKH 3a1aJJHOEBpOIeiickoro 0apokko: uccaenopanue. Y ga: ['miem: bamkupcekas sHuuKioneus,
2013. 304 c.

2. Janbxayc K. M30panHble Tpyabl MO UCTOPUUM U TEOPHUH MY3BIKM / COCT., IEp. C HEM.,
nociueci., komMeHT. C. b. Haymosuua. CII6.: U3n-Bo H. 1. HoBukoBa, 2019. 420 c. (3apybexHoe
My3blKOBeieHue. M30panHoe).

3. Mumenko M. I1. «Heyracumasy», nenosropumas // Opera musicologica. 2016. Ne 2 (28).
C. 28-37.

4. Hunscen K. O mpobaemax my3biku // Kapa Hunbscen. XKuBast Mmy3bika / mepeBos, npeauci.
u npumed. M. I1. Mumesnxo. CII6., 2005. C. 67-83.

5. Hunbcen K. CioBo, Mmy3bika u nporpammHas My3bika // Kapn Hunbcen. JKuBas my3bika /
nep., npexuci. u npumed. M. I1. Mumenko. CII6., 2005. C. 47-65.

6. Crapueyc M. C. JIuyHOoCTh My3bIKaHTa. M.: MOCKOBCKasi roc. KOHCEpPBAaTOpHUS HUM.
I1. 1. YaiikoBckoro, 2012. 848 c.

7. XanHaoB W. JI. My3bIKaJIbHO-CMBICIIOBBIE AaCIEKTBl B TpydaX aMEPUKAHCKUX U
3amaiHOeBpONnenckux My3bikoBeoB 1990-2000-x ronos // IlpoGneMbl My3bIKalnbHOM Hayku /
Music Scholarship. 2008. Ne 2 (8). C. 18-28.

8. Xannanos U. /. HeBepOanbHas cneunduka Mmy3biku: MoHorpadus. M.: Jloroc, 2019. 360 c.

9. Carl Nielsen. Selected Letters and Diaries / Selected, Translated and Annotated by David
Fanning and Michelle Assay. Copenhagen: Royal Danish Library, 2017. 832 p. (Danish Humanist
Texts and Studies. Vol. 57).

10. Gutsche-Miller S. The Reception of Carl Nielsen as a Danish National Composer. Faculty
of Music McGill University, Montreal. A thesis submitted to McGill University in partial fulfilment
of the requirements of the degree of Master of Arts (Musicology) August 2003. 23 p.

11. Mathiassen F. Music and Philosophy // Carl Nielsen Stuies. Vol. 3 / Ed. By Niels Krabbe.
Copenhagen, 2008, pp. 65-79.

12. Shy-Luen Chen. Carl Nielsen’s Symphony no. 5 op. 50. Dissertation Submitted to the
Faculty of the Graduate School of the University of Maryland, College Park in partial fulfillment
of the requirements for the degree of Doctor of Musical Arts, 2011. 94 p.

06 asmope:

HunoBa Bepa HWBaHOBHA, IOKTOp HCKYCCTBOBEIEHHS, Mpodeccop, 3aBeayrolnas
kadenpoit ucropun My3biku, [leTpo3aBojckasi rocyqapCcTBeHHAss KOHCEPBATOPUS MMEHH

241



G My3bika XX Beka 2021,2

A. K. I'mazynona (185031, r. IlerpozaBoack, Poccusi), ORCID: 0000-0002-8056-6076,
inverafox@mail.ru

<" REFERENCES ~<>

1. Alekseeva 1. V. Basso-ostinato i ego rol' v tekstovoy organizatsii instrumental'noy
muzyki zapadnoevropeyskogo barokko: issledovanie [Basso-Ostinato and Its Role in the Textual
Organization of West European Baroque Instrumental Music: Research]. Ufa: Gilem: Bashkirskaya
entsiklopediya [Bashkir Encyclopedia], 2013. 304 p.

2. Dal'haus K. Izbrannye trudy po istorii i teorii muzyki [Dahlhaus C. Selected Works on the
History and Theory of Music]. Compilation, translation from German, afterword, comments by
S. B. Naumovich. St. Petersburg: Publishing House of N. I. Novikov, 2019. 420 p. (Zarubezhnoge
muzykovedenie. Izbrannoe [Musicology Outside of Russia. Selections]).

3. Mishchenko M. P. «<Neugasimaya», nepovtorimaya [“The Inextinguishable,” the Inimitable].
Opera musicologica. 2016. No. 2 (28), pp. 28-37.

4. Nil'sen K. O problemakh muzyki [Nielsen C. On the Issues of Music]. Karl Nil'sen.
Zhivaya muzyka [Carl Nielsen. Live Music]. Translation, foreword and notes by M. P. Mishchenko.
St. Petersburg, 2005, pp. 67-83.

5. Nil'sen K. Slovo, muzyka i programmnaya muzyka [The Word, Music and Program Music].
Karl Nil'sen. Zhivaya muzyka [Carl Nielsen. Live Music]. Translation, foreword and notes by
M. P. Mishchenko. St. Petersburg, 2005, pp. 47-65.

6. Starcheus M. S. Lichnost' muzykanta [ The Personality of the Musician]. Moscow: Moscow
State P. I. Tchaikovsky Conservatory, 2012. 848 p.

7. Khannanov I. D. Muzykal'no-smyslovye aspekty v trudakh amerikanskikh i
zapadnoevropeyskikh muzykovedov 1990-2000-kh godov [Aspects of Musical Meaning in the
Works of American and Western-European Music Theorists of the 1990s and the 2000s]. Problemy
muzykal'noj nauki / Music Scholarship. 2008. No. 2, pp. 18-28.

8. Khannanov L. D. Neverbal'naya spetsifika muzyki: monografiya [ The Non-Verbal Specificity
of Music: Monograph]. Moscow: Logos, 2019. 360 p.

9. Carl Nielsen. Selected Letters and Diaries. Selected, Translated and Annotated by David
Fanning and Michelle Assay. Copenhagen: Royal Danish Library, 2017. 832 p. (Danish Humanist
Texts and Studies. Vol. 57).

10. Gutsche-Miller S. The Reception of Carl Nielsen as a Danish National Composer. Faculty
of Music McGill University, Montreal. A thesis submitted to McGill University in partial fulfilment
of the requirements of the degree of Master of Arts (Musicology) August 2003. 23 p.

11. Mathiassen F. Music and Philosophy. Carl Nielsen Stuies. Vol. 3 / Ed. By Niels Krabbe.
Copenhagen, 2008, pp. 65-79.

12. Shy-Luen Chen. Carl Nielsen’s Symphony no. 5 op. 50. Dissertation Submitted to the
Faculty of the Graduate School of the University of Maryland, College Park in partial fulfillment
of the requirements for the degree of Doctor of Musical Arts, 2011. 94 p.

About the author:

Vera 1. Nilova, Dr.Sci. (Arts), Professor, Head at the Music History Department,
Petrozavodsk State A. K. Glazunov Conservatory (185031, Petrozavodsk, Russia),
ORCID: 0000-0002-8056-6076, inverafox(@mail.ru

=P

242






	обложкаА4.pdf
	pmn_2-21_P.pdf
	обложкаА4

