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Annomayusn. OOpa3Has cdepa, KOTOPYH MOXKHO 0003HAa4uTh TOHATUEM Dramatik,
npenctanneHa B My3bike M. C. baxa B O4eHb IIMPOKOM JHara3oHe, MPOCTUPAsICh OT HACTPOEHUN
JIETMYHOCTH JI0 CTYHIEHHOIO JApamMarTh3Ma U Jlaxe Tparusma mupoBocnpusitus. Ero anmermka
MoJIy4ajia mIPETBOPEHNE B TPANALMAX OT MPOCBETIEHHON TPYCTH A0 MOAYEPKHYTON MEJIAHXOJIUH.
C HamOonbIrel OTYETIIMBOCTHIO JpaMaTHYecKas 00Opa3HOCTh 3asBisieT 0 cebe B My3bike baxa
B XOJIe TIepe/laul MOTHBOB JKU3HEHHOW OOpHOBL. B MpOTHBOMONOKHOCTH OOPEHUSM TOPAEITHBO-
TUTAaHWYECKOH HaTyphl bax He pa3 oOpamancs K 0OpUCOBKE CMATEHHOTO YEJIOBEYECKOTO AyXa, YTO
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YEJIOBEUYECKOTO CYyIIEeCTBOBaHUS, bax BBIABHHYI B CBOEM TBOPYECTBE TI'yMAHHCTUYECKYIO
KOHLIETILIUIO JIESITEIbHOTO MMPOTUBOCTOSIHUS MPAKY U CKOpPOH, a TaKKe TO, UTO 110 CMBICIIOBOM CYyTH
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K CTpaJlaHusIM YeJIOBEKa.
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Abstract. That figurative sphere which may be defined by the conception of Dramatik is
presented in Johann Sebastian Bach’s music in a very broad range, spanning from elegiac moods to
a condensed dramaticism and even certain tragic qualities of world perception. His elegiac qualities
have been interpreted in the range from emphatic sadness to emphasized melancholy. Dramatic
figurativeness asserts itself with the greatest amount of distinctness in Bach’s music when the
motives of depiction of the struggle of lie are depicted. In contrast to the struggles of a proud
titanic nature, Bach turned upon numerous times to depicting the perturbed human spirit, which
was naturally connected with heightened expression and complex psychologism. The composer
elaborated most frequently the idea of the path of life, which was his first artistic discovery.
Comprehending perfectly well the entire drama of human existence, Bach brought out in his music
a humanistic conception of stirring confrontation with darkness and grief, and also that which
according to its semantic essence may be defined by such conceptions as the special tenderness of
the soul and deep commiseration to the sufferings of man.
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Mamna3oH MyOMUKYEeMBIX B IOCIEA-

HEE BpeMsI MaTeprasoB, KaCaroIlNX-

csa tBopuectBa WM. C. baxa, ocraércs

ecbMa oOmMpHBIM. OJJHAKO C TOYKU 3pe-
HUS IpeJyIaraéMot CEpUHN CTaTel, MOXKAIYH,
TOJILKO OJHA IMyOJIUKAIMs MNpUOIMKaeTCs
K HccienyeMoi 3aech mpobnemaruke [1].
B ocranbHOM HM3BECTHBIE HAM MaTepHabl,
KaK IPaBHJI0, OOpallleHbl K YaCTHBIM BOMPO-
CaM CEMENHBIX TpaauLHi, BOCIPHUHATHIX
BEJIMKHM KOMITO3UTOPOM [2], b0 K CKpy-
NyJAE3HOMY aHaJIM3y T€X WIN MUHBIX OTIEIb-

HO B3SIThIX IPOM3BEACHUM [3 ]| WK, HAKOHELI,
K TIOTIBITKAaM MPUMEHUTH K My3bIke baxa HoO-
BeMIIIMe METO/IbI KOMITBIOTEPHOU 00paboTKU
KOJIMYE€CTBEHHBIX BEJIUYUH [4].

CnoBo, BEIHECEHHOE B 3arojIOBOK JaH-
HOTO OYepKa (Hem. ApamMaTus3M), UMEET BCE
OCHOBaHHUSI JUIsl €0 YNOTpeOJIeHus] B KOH-
TEeKCTe My3bIkH baxa, rjie crions u psaioMm
HaOJ0aeTcsi BOCCO3JaHME COCTOSHUM,
NOTYEPKHYTO MPOOIIEMHBIX MO 00pa3HOMY
CTpPOIO, YPE3BBIYAHHO HAMPSHKEHHBIX IO
xapakTepy. Bkyne ¢ TockinBo-cymepeuHoin
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HAaCTPOEHHOCTBIO M CKOPOHBIMHU JaMeHTa-
LIUSAMH OHO TOBOPHUT O TATOTaX U TOPECTAX
YEJIOBEYECKOTO OBITHSI, HE Pa3 MPHUOIIKas
K TpaHU TParudecKuxX KOHCTaTaluil (B mo-
JNOOHBIX CIydasiX MHOTOKPAaTHO BBOJWJIACH
TOHAJBHOCTh A moll, KoTopas cuuTanach
«MACCHOHHOI», CBSI3aHHOM ¢ 00pazamu
pacnsiTusi, CTpaJaHus).

Cob6ctBenHo chepa Dramatik npencras-
JIEHA B €r0 MY3bIKE B OUYE€Hb IITUPOKOM JIHa-
Ma30HE, MPOCTUPAACh OT HACTPOEHUU 3Je-
TUYHOCTU /O CTYIIEHHOIO JpamaTru3Ma u
JTaXe Tparu3sma MUPOBOCIPUSITHUS.

KacarenbHO mnepBOil M3 3TUX TIpaHEl
MOKHO HAallOMHUTbH 3aBEPIIEHUE TPEIbIay-
mero ouepka «Hernennsiii Morann Ceba-
CThsIH: Sapiens» [5], r1e peyb 1UIa O MEIH-
TaTUBHBIX 1erusix. I B 6axoBcKoit aneruke,
B CBOIO O4Y€pelb, HAXOIUM pa3IUyYHbIC
rpagai. OHa MOXET OBITh JIOCTaTOYHO
MIPOCBETIIEHHOM, KaK, K mpumepy, B «Ne 3.
Sinfonia» Kanrarsl Ne 12 (kctatu, Bax-
HYIO POJb B BOCCO3JaHHMH TMOAOOHBIX Ha-
CTPOEHUHN UTpaeT CTOJNb JIFOOUMBIN KOMIIO-
3UTOPOM TeMOp 1000s1). 1 3TO MOXKET OBITH
NPEJCTaBICHO B TOHYCE BEChbMa MOJUYEPKHY-
TOW MenaHxoyinu, kak B Ilpesronuu u ¢yre
g moll (XTK I), rne noBecTBOBaHUE BEAETCS
B Xapakrepe 0e3bICKYCHOUM macTopaiu, HO
C ’KaJIOOHBIM TPEMETOM IOIOJTY yAepKUBa-
eMoi Tpenu, a dyra noauepKUBAET Xapakx-
TEp TOTO K€ IOBECTBOBAHUS, HO C IPUBHECE-
HHUEM OIILYIIEHUS ONPEICIIEHHON TBEPIOCTH
BO MCIIOJTHEHUE KU3HEHHOT'O J0Ta.

Cpenn 0axOBCKMX NMPETBOPEHUN 3JIETH-
KM BCTPEYAIOTCA M BEChbMa HEOXUIAHHBIE
10 CBOEMY CMBICIIOBOMY HaIloOJHEeHUIo. Tak,
B «Ne 58. Apus» u3 «Crpacreit mo Mar-
(ero» npeACTOANM IO CFOKETY UCXOJT 3€M-
HOM KM3HHU XPHUCTA 3aleyani€H ¢ UCIOJIb-
30BaHUEM COBEPILEHHO OCOOBIX 3BYKOBBIX
Kpacok. COnpaHo UHTOHUPYET CaKpajIbHbIE
cinoBa («Bo ums nobsu uoém na cmepmo
Cnacumenv moti») B XapakTepe CBETIOrO

njaya-npoujaHus, a HCTOHUYEHHO-XPYI-
Kasi BSI3b BBICOKUX JIEPEBSHHBIX JYXOBBIX
(dbneitra u nBa Oboi da caccia — OXOTHUYBH
robou) kak Obl 3aBOJIAKMBAET MPOU3HOCH-
MO€ €10 TEJICHOW MorpedaibHOro caBaHa,
MOPOXasi CBOUM HECKOJIbKO MppEaTbHBIM
OTTEHKOM CHMBOJIMKY «TPaBbl 3a0BEHUSD.

[lepexonst k 3aBeOMO JApaMaTUYECKON
COOTHECEHHOCTH OO0pa3HO CcyOCTaHLIMH,
obpatuMcs k «Ne 2. Xop» U3 TOJIBKO YTO
ynomsHytod Kanraret Ne 12. Ogun u3
BO3MOXHBIX TIEPEBOMIOB €ro Tekcra: «(né-
361, 6300XU, mpenem, 2ope...» Ty KOH-
CTaTaLMIO 100N 3€MHOM k)u3HU bax pas-
BOpPAuMBA€T B TMOSMY MPOHUKHOBEHHOMU
CKOpOM, KOTOpas CTaHOBHUTCS TOPECTHBIM
OIUIAKMBAHMEM U JaXXe OTHeBaHueM. Tak
BOCTIPUHUMAIOTCSI TOHMUKAIOIIUE WMHTOHA-
[[UU TJIa4ya U CIepP>KaHHBIX CTEHAHUM, JBU-
KEHHE MEJJICHHOTO TMOorpebaibHOro Iara
U TO, UYTO XOPOBBIE TOJIOCA CIUIETAOTCS
B nevanbHyto snuTaduio. CTolib COKPOBEH-
HOE U3JIUSIHUE TyIIU B PABHOW CTENIEHU MO-
JKET TPAaKTOBaThCA Kak Lamento, Lacrimosa
(«Cnésnaa») n Pieta (utan. Munocepoue,
Kanocmws, Cocmpaoanue).

JIBa O4YeHBb CXOIHBIX MO BepOATBHO-
MY CMBICIY M MY3BIKaJIbHOMY XapakTe-
py npousBeneHuss — Kanrara Ne 56 u
Kanrara Ne 82 — nanucansl a1s 6aca, co-
YUHEHBI NPEANONIOKUTENBHO B 1831-1832
rojax, o0e mATUYacTHBIE U 00€ UMEIOT Cy-
ry00 TMYHOCTHBIN MOCKUT (HE CIIyYaiHO Ka-
XK7asi U3 HUX OTKPBIBAETCS MECTOUMEHUEM
Ich). CyTh wu3maraemMoro 37eCh CBOIUTCS
K CTPEMJICHHUIO KaK MOXHO CKOpPEe pacipo-
maTbCsi ¢ OpeHHOW 3eMJIEH U BO3HECTHUCH
B IlapcTtBo Hebecnoe: B Kantare Ne 56 —
«fl O6y0y mepnenuso mecmu ceou Kpecm,
nocaanHwvlii dechuyeil boowcuetl, Ho nomom
Hasce20a OCMasi0 Neyaib C6010 Mo2uUe,
u ompém Cnacumenb 8CAKYIO cle3y C 21a3
mouxy; B Kanrare Ne 82 — « A mupy 2oeopro:
¢ MeHs 00801bHO! Bozvmu mens, Tocnoou,
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k Cebe us niena niomu, mam s y3pro He3vl-
O1emblll NOKOLLY .

Haubosnpmieil BbIpa3uTEIbHOCTHIO B Ka-
XKIOM W3 JIByX IPOU3BEACHUIN HAIOJHEH
HayaJbHBIM HOMEp, ocobeHHo B Kantare
Neo 56. Ilepen HamMu ropectHasi UCIOBE/b,
OCHOBaHHAasi Ha CUJIbHEWIIIEM BHYTPEHHEM
NEePEKMBAHUU, KOTOPOE CIIOCOOHO BBI3BATH
ieMsiiee 4YyBCTBO NIYOOKOTO cocTpaja-
Hus. [[Ba ro0os, nyOnupyromue napTuu
NEPBBIX U BTOPBIX CKPUIIOK, & TAKKE AJIbThI
— 9Ta TeMOpOBasi KOMOMHAIIHS JAET MO-0CO-
OOMy MaTOBBIM, HOCTAIBTMUECKUNA TOH.

Emé onmua moMeHT, oTanyaronuii Kanra-
Ty Ne 56 ot Kanrarsl Ne 82, — HeoxxugaHHOE
BBEJCHUE XOpa B MOCIEAHEW 4acTU 3TOU,
Ka3ajaoCch Obl, 0E€3yCIOBHO COJBHON KOM-
MO3ULIMH, YTO BOCTIPUHUMAETCSI KaK CBOETO
pojla peakiusi MPUX0KaH HA YCIBIIIAHHOE
oT kopudesi-pacckazunka. HeoxugaHHBIM
JUTSL BOCTIPOM3BOJIMMOTIO 37€Ch Xopaja siB-
JISIETCS U €Tr0 CKJIAJ TPAypHOTO OTIIEBAHUS.
CxopOHas snutadus 3By4UT OT JIMLA [ITY-
O0OKO cTpamarolero uenoBeka («lIpuou,
0 cmepms, u 3abepu meHs omcrooa. Mens
mul padyeuivb beamepHo, ubo moboro s 80c-
xooicy K caaouatiuemy Hucycyy).

Cpazy ke cieayeT OroBOpuTh 0COOEH-
HOCTh, Kacaloulylocsi Mepeayu japama-
TUYECKUX KOJUTU3UN, TMOApPa3yMEBAIOLIUX
HEO0OXOIMMOCTh OOPHUCOBKM HETAaTUBHBIX
obpaszos. [Ipuxoaurcst mpu3HaTh, YTO B3bI-
CKaTeJIbHbIN COBPEMEHHBIN CITyIIaTEeNb MO-
KET, HAIpHUMEpP, UCIBITaTh OMpPEIeIEHHOE
HEJIOYMEHHE B XOJI¢ BOCHPUSITHS 0OaxoB-
CKUX maccuoHoB. Ecnu oH cienut 3a mpo-
HCXOJISAIIUM B HUX COIVIACHO JTUOPETTO, TO
€My MOXKET HeIoCTaBaTh AuQGepeHIIHAIIH
B XapaKTEPUCTHKE CHJI JEUCTBUS U KOHTp-
nerctBus. Hu orpunarensHpie NEPCOHAXKH,
HU Wynelickas Macca, TMOBEPUBIIAsl CBOUM
CBSILICHHUKAM U HACTPOEHHAas MPOTUB XpH-
CTa, B My3bIKaJIbHOM OTHOIIEHUU MPaKTUYe-
CKU HE HaJICJICHbI KAKUM-JTHOO0 «HETaTHBOMY
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(4TO-TO MPHUOIU3UTEITBHOE MOXKHO YJIOBUTH
TOJILKO B OTAEJBHBIX OypHO-IKCIIAHCUBHBIX
peruinkax xopa tuna «Pacnnu Eeoly). Tak
4TO, a0CTparupysch OT BepOATLHON KaHBHI,
MHOTO€ B JaHHOW cdepe BOCIPUHUMAETCS
B HEKOEM HEUTPAJIbHOM KITFOYE.

Onun u3 npumMepoB — «Ne 12. Apus» u3
«Crpacreit mo Marder», rae ropopurcs
00 Nyne, KOTOpBIH, «3meéto 00epH)8UUCD»,
TOTOBUTCS MpeAaTh YUHUTENs, a B MY3bIKe
MBI CIJIBIIIMM BCErO-HABCErO OINEYAJIEHHOE
lamento ¢ ceTOBaHUSAMHU U COKAJCHUSIMHU.

Hpyroit mpumep — «Ne 54. Xop» wus
«Crpacreit mo Hoanny». Tonbko 4TO
EBanrenuct pacckaszay o Aenexe OIesHUS
pacnsitoro Uucyca. Ocrancst XUTOH, U XOP
OT JIMLIa BOMHOB IOSICHSIET UX PEIICHHE: BCE
B 3TOM JOCTAaTOYHO Pa3BEPHYTOM HOMEpE
OCHOBAHO Ha MPOIMEBAHUH OJTHOTO IMPEAJIO-
xeHust «He 6yoem peams e2o, Ho 6pocum
0 HéMm dicpeduti, ueli 6Oyoemy. VI HEBOIBHO
oOparaeT Ha ce0s BHUMaHUE, KaK 3TO Mpo-
IIETO: BEJIMKOJIENHO IO BBIPA3UTEIBHOCTH
NOJM(POHNIECKOTO MUChMa, B MPa3THUY-
HO-UTPOBOM KJIOYE, O4Y€Hb JAMHAMHYHO,
C HEYTOMOHHOM, 3aT€MJIMBOUN BECETOCTHIO U
PaZ0CTHO NPUTAHIIOBbIBAs !

KoHncTatupyss cka3aHHOE, HYXHO CO-
IJIACUTHCS, YTO ITUKA U CTUIIMCTHKA MY3bI-
KaJIBHOTO MCKYCCTBa 3M0XU bapokko emé
HE HY)XJajJachb B OTYETIIMBO BBIPAKEHHOM
KPUTHYECKOM OCBEIIICHUU HETaTUBHBIX SIB-
JIEHUH, ¥ 3TO ClielyeT IPUHUMATh KaK UCTO-
PUYECKYIO TAaHHOCTh, KOT/1a J1a)Ke KPOBaBbIe
COOBITHSI ACTETUYECKH PACKPHIBAINCH B Ka-
TErOpHUsX KpPacoThl.

C naubonbiueit ory€muBocThio Dramatik
3asiBIsieT o cebe B My3bike baxa B xoze mpe-
TBOPEHUS MOTUBOB J/CU3SHEHHOU OOpbObI.
B KOMIO3UIIMOHHO-ApaMaTypruyecKkoM OT-
HOILIIGHUU 3TH MOTHUBBI pa3palaTbIBaIOTCS
CaMbIM Pa3JINYHBIM 00pa3oM.

Honyctum, B CoHare NI CKPHIIKH
solo Ne 2 (BWV 1003) onu nipecTaBieHbl
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B U€THBIX YacTsaX. Bropas (Fuga) npencras-
JaseT co0oM MCTUHHO NOIUGOHUYECKUH,
MHOTOTPaHHBIA MOTOK B €r0 BOJIHOOOpa3-
HOM pa3BEPTHIBAHUU: NOABEMBI U CHAJBI,
HarHeTaHus U pPa3peKeHUs, HAIUIbIBBI Ie-
POMYECKON PEIIMMOCTH U JUPUUYECKHE OT-
crymnenusi. ®unan (Allegro) BbinepkaH B
MPAKTUYECKU O€30CTAaHOBOYHOM JBUKCHHUU
Ha KOHCTPYKTUBHOW OCHOBE OypHOIl TOK-
KAaTHO-3TIOHON MOTOpPUKHU € 3dpeKkTamMu
«Xxa» (MMIyIbCc-0Trosiocok). M obe 3tu
4acTH HACTPOEHBI HA BOJIHY YNOPHBIX, Ha-
NPSOKEHHEHINNX IPEOJOJICHHM B MX Mac-
mTaOHOM Pa3BOpPOTE, KaK OBl MCIBITHIBAS
IpeEIbHbIE BBIPA3UTEIBHBIE BO3MOYKHO-
CTH UHCTPYMEHTA.

Uto kacaeTcs HEUETHBIX YacTel, TO ma-
TETUYECKU MOHOJIOr ucxofgHoro Grave
BHYTPEHHE TOTOBHUT IIOYBY MJIs IOCIENY-
IOLEr0 B3pbIBa AEHCTBEHHOCTH (0COOEH-
HO SIBCTBEHHBIM 3TO CTAHOBUTCSI Ha JTame
nepexona k dyre), a Tpetbs (Andante) BbI-
CTyMaeT B KaueCTBE HHTEPMELILO MEXKIY
«pazpsaaMu» HHTEHCUBHOW HSHEPIEeTHUKHU.
[TokomHbIM yac aymm, MO3TUYHAs Hera e€
OTIOXHOBEHMUS I0JIy4YaeT 31eCh CBOE BBIPA-
JKEHUE B BEJIMKOJICMTHOW KAaHTUJIEHE C 4Yep-
TaMU CEPEHaIbl, UCTIOTHIEMOM KakK ObI 1O
OpsillaHue TUTapbl (MAaCTEPCKU BBITOJIHEH-
Hasi UMUTAIUS UTPBI IByX HHCTPYMEHTOB).

Wnoit npamaryprudeckuii OanaHc Ha-
XOIMM B AHIJIMICKHX crOUTax Ne 5 u
Ne 6. IleHTpanbHONl OCBHIO KOMIO3UIIUU
B KaXXJIOM M3 HUX CTAaHOBUTCS apKa Kpau-
HUX 4acTed. B moguépkHyTOM KOHTpacTe
C U3SIMIHOW TaHUEBAJbHOCTBIO CPEAHUX
HOMEPOB HauaibHas I[lpentonus m 3akiro-
yuTenbHass JKWra BOCCO31ar0OT BBICOKHUM
HaKaJl )KM3HEHHBIX MPOTHUBOOOPCTB C OT-
BEUAIOLIEH 3TOMY BOJIEBOW YCTPEMIIEH-
HOCTBIO U TIOBBIIIEHHBIM JAMHAMU3MOM
NPOSBICHUH, 4TO MPUOOpPETAET OULYTHUMO
SKCIIAHCUBHBINI OTTEHOK B BHXPEBOW TOK-
KaTe-TapanTesuie punana.

11

CTpyKTYypHO NpPOM3BENEHUS OCTpOApa-
MaTUYECKOTO CKJIaJja MOINIA ObITh MOCTpOE-
HBI OY€Hb CBOOO/IHO, HO BHYTPEHHSISI JIOTHKA
MPOBE/ICHUS BeAyIIeh uaeu 00s3aTesIbHO J10-
MuHupoBasia. CkaxeM, opranHas Tokkara
g moll (BWYV 915) na nepBbIit B3LIs1 CO3AAET
BIICYATIICHUE YYTh JIM HE MO3aUYHOM: IIECTh
TEMaTHYECKH PA3HOIUIAHOBBIX 00Opa3oBa-
HUU C CWIBHEUILIMMHU KOHTPAaCTaMU, IPUYEM
B CaMOM IIEHTpE, KaK BCHBIIIKA SPKOTO CBE-
Ta, pa3MelleHa Mpa3gHuyHas (yra-ro0us-
uust. Ho aToT TpeTuit mo cuéry pasnuen Haxo-
TIUTCS «B OOBSITUSIX» SMU30/I0B OPATOPCKOTO
HAaKJIOHEHHUsI, BbIJIEP’KAHHBIX B PUTME capa-
Oannpl. JlaHHas Tpuaaa, B CBOIO O4YEpE/b,
OKa3bIBAETCS B KOJIBLIE apKH OOpaMIISIONINX
BCIO KOMIIO3ULIMIO B3BUXPEHHO-IIATETHYE-
CKUX mpeamOyibl U noctckpunrtyma. M Ha-
KOHEI, BCIO KYJIbMHHALIMOHHYIO TSKECTh
pa3BoOpOTa HEYCTAHHBIX MTPEOIOJICHUI OepET
Ha ce0s MOHYMEHTaJIbHEeH Iast BTopas dyra,
HAXOJSAIASICS B 30JI0TOM TOUKE CEUECHHUS.

B pspe cimyyaeB MHTEHCUBHOCTBH JIEW-
CTBEHHOI'O HAIOpa AOCTUTAJIa MPEAEIbHON
KOHIIeHTpauuu. OOuH U3 CcaMbIX SPKUX
IIpUMEPOB — XpomaTruuyeckasi GpaHTasus u
¢pyra (BWYV 903). Cyts 31010 nunruxa 6o-
Jlee BCEro COMpsiKeHa ¢ 0003HAUEHUEM €To
nepBoi yacty. M He TOJIBKO MOTOMY, YTO IO
BpeMeHHU 3BydaHus daHra3us BABOE IMpO-
noipkuTenbaee @yru. Mano Toro, 4To KOH-
TYpbl TeMBbI MOJIU(POHUYECKOTO pa3zena 3a-
poxaarorcs B marepuaiie koasl danrasuu,
HO 1 cama Dyra, NOHa4aly BCTymnasi Kak Obl
B IpoTUBOBeC cTuxuiiHocTH danrtazuu (cy-
poBasi CIAEPKaHHOCTh PALMOHAIBHO Opra-
HU30BAaHHOTO JIBM)KEHHUS), 3aTE€M MOCTEIEeH-
HO «3apspKaeTcs» MbUIoM (DaHTa3UMITHOCTH,
a 3aKJIFOYUTEIBHBIM BCIUIECKOM BJJOXHOBEH-
HOI puUTOpUKHM TiepeOpachiBaeTcs MNpsAMast
apKa K OCHOBHOM 4aCTH MPOU3BEICHMUS.

Ilenoe mpeacraér kak Qopma cosep-
HIEHHO CBOOOJHOTO BOJIEU3bSIBICHUS C Xa-
PAKTEPHOM ISl HETO HENPEPBIBHOM CMEHOU
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TEMITIOB U TUIIOB (PaKTyphl. 3/1€Ch BCE CIIOH-
TaHHO, HEMpEeJCKa3yeMO M CTaHOBHTCH,
B CYILIIHOCTU, HUYEM HE CTECHSIEMOM, BOJIb-
HOM HMMIPOBHU3ALMEN SPKO BBIPAKEHHOIO
KOHIIEPTHO-BUPTYO3HOTO IJIaHa (JIOMaHbIe
AKKOPJIbI, TUPISHIBI (PUTypanuii U raMmMo-
oOpa3Hbix maccaxeit). B onHo u3 crareit
MHE YXe MPUXOJWIOCHh MHUCATh, YTO «OT-
KPBITO 3asBIISIFOINAs 37IeCh O cebe apama-
TUYECKas MaTeTUKa — 3TO U Pa3Max MbICIH,
YyBCTBa, JIEUCTBUS, U MPUIIOIHATOCTh BbI-
CKa3bIBaHUS C €T0 PUTOPUUYECKUM HAKAJIOM
<...> Pyka 00 pyKy ¢ mareTukoil uaét Bbl-
CoOKasi dKcIpeccus, nepeaaroniasi B JaHHOM
ClIydae CTPAaCTHYK B3BOJHOBAHHOCTb M
OypHOe BO30ykaeHHE. MOHTEBEpIU, TBO-
puBmKi 3a crosnerne a0 baxa, BBEN Ha
3TOT CYET crienuaibHoe o003HaueHue: stile
concitato [CTIIE KOHYUTATO| — 8360/IHOBAH-
HblU, 8030VHCOEHHBIU cmuiby [6, c. 15].

N ocraércs TONBKO MOPaKaThCs TOMY,
YTO CTOJIb MOTY4Y€€ CO3/IaHUE C €ro KOJIOC-
CaJbHBIM BHYTPEHHUM HaNPsSHKEHUEM Hallu-
CaHo JIJIs1, Ka3aJ10ch Obl, Cyry00 KaMepHOTo
U XPYIIKOTO WHCTPYMEHTA, KAaKUM OOBIYHO
npeacTaBisieTcs KiiaBecuH. OIHAKO KOMIIO-
3UTOP MOOMIIM3YET BCE MBICIIMMBIE PECYPCHI
(OT upe3BbIYAHO HACBHIIICHHON (aKTyphl
JI0 BCEOXBATHOCTH JHarna3oHa), J0OUBasCh
HEOoOBIYalfHOM MOIIY 3By4YaHUsl, CPABHUMOM
C BOBMO>KHOCTSIMU OPTraHHOTO UCKYCCTBA.

B npoTuBOononoxxHOCTh MOAOOHBIM 00-
pPEHUSIM TOPJEIUBO-TUTAHUYECKONW HATypbI
bax ne pa3 oOpamasics kK 0OpUCOBKe CMsI-
TEHHOTO 4eJioBeYecKoro nyxa. M ato mo-
HSITHO, TTOCKOJIBKY KOMIIO3UTOpP ObULT mpe-
CTaBUTEJIEM 3aBEPIIAOIICH CTaAUM SMOXU
bapokko — smoxm 4pe3BBIYANHO CIIOKHOM,
HCOJTHO3HAYHOM, KOTOPOH OBUIM BEIOMBI
MYyUYUTEIbHbIE COMHEHUS U KOJIEOAHUs, UyB-
CTBO KH3HEHHOTO IUCKOM(DOpPTa, OCTPHIC
IPOTUBOPEUHS], CUJIbHEHINE KaTaKIU3MBbI
U MOTPSICEHHUs, TO €CTh BCE TO, UTO, HAIIPH-
Mep, XOpPOILIO 3HAKOMO YEJOBEKY HAaIIero
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BPEMEHU U YTO MBI OINpPEAEIsieM MOHITHEM
OUCeAPMOHUAL.

Bor mouemy B My3BIKy KOMIIO3UTOpa
HEpENIKO TMPOHHUKAIH CYyTryo0o CyObEeKTHB-
HbIE OUIYIIEHUS THETYIIEH TPEBOXKHOCTH,
IYIIEBHOTO CMSTEHUSA, TCHUXOJIOTHYECKON
MOJIAaBJICHHOCTH W Tpoune OOJIe3HEHHBIE
nposienenus. OTcroga Ipamarnyeckas na-
TETHUKA, TIOBBIIICHHAS JKCIIPECCUSI U JTaXKe
TO, 4TO B XX CTOJIETUU CTaldu 00O3HAYaTh
CJIIOBOCOUYETAHUEM  «PA3OPBAHHOE CO3HA-
Hue» (M3 XapaKTEpHBIX MPUMEPOB MOKHO
Ha3BaTh TeHOpoBble apuu Ne 8 u3 Maruu-
¢dukara D dur, Ne 76 u3 «Crpacreii mo Mar-
dero» u ocodbenno Ne 19 u3 «Crpacreit no
HNoanny»).

He MoxeT ObITh COMHCHHUHM B TOM, YTO
3/1eCh MBI MPUOIMKAEMCsl K CTOJb Ba)KHOM
U1 My3bIku baxa MHOTOMepHOI cyOcTaH-
LIUU, KOTOPYIO C MTOJIHBIM OCHOBAaHUEM MOXK-
HO OIPENEATh MOHITHEM HCUXOLOSUIM.
W ecnu B TONBKO YTO Ha3BaHHON apuu U3
«Crtpacreii no MoanHy» MCHOBEb pacKasi-
Hus anoctona [lerpa («Ax, mou mepzanus...
CKOpOb 0 MOEM 3100esHUU — OMMO20, YMO
ompéxcs mpudicobt om Tocnoda ceoecoy)
nepenaércss ¢ 00OCTPEHHON AKCIPECCHEid,
To B «CrpacTsax no Mardero» anamoruy-
Has creHa («Ne 47. Apust ansra») BocHpo-
M3BOJNTCA O€3 KakoH-1M00 IMaTeTHUKH, HO
C HECPAaBHEHHBIM 10 TOHKOCTU PACKPBITHEM
cnenuUKl COCTOSHHUSI.

CoBepILIEHHO HCKIIIOUUTENbHBIA CITy-
yail HaxonuM B «Ne 2. Apus 4 Xopay» U3
KanTarbl Ne 158. Cpeacrtsamu aBymuiaHo-
BOM JApamaryprum 3[eCh MHepe/laHa CIOXK-
HelIIas HpaBCTBEHHAs CUTyalus. 3aBenio-
MO CyOBEKTUBHBIE 110 TOHY U3NUSHUA Oaca
HaCTPOEHbI Ha PE3KO KPUTHUECKYIO BOJIHY
(«O naowas 3emna! B mebe — eoiina u
PO3Hb, U HUYE20, KPpOMe BeluKo20 miye-
cnaeusay), 4to BEAET K KaTeropu4ecKoMy
Henpusatuto («Ilpowaii, mup! A ycman om
mebs»). B TO ke Bpems Kak Obl 3By4aliui
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TOJIOC CBBIIIE CTPEMHUTCS HACTaBUTH €ro
Ha IMyTh UCTHUHHBIN (B OMOpPE HA UCXOTHBIM
TE3UC MPOU3BENCHUS — «/[a npebyoem mup
c moootiy). Tem He MeHee 3a0ayAInii, Bce-
1€JI0 3aMKHYTBIM Ha COOCTBEHHBIX MEPEKH-
BaHUSX, HE BHEMJIET U MPOJIOJDKAET TOJIKO-
BaTh O CBOEM.

B Mmy3bpike baxa odeHp mmpoko mnpen-
CTaBJIeH Kpyr oOpa3oB, CBSI3aHHBIX C BOC-
MPOU3BEJICHUEM TE€X TpaHed CyIIeCTBO-
BaHUs, CMBICT KOTOPBIX MOXXHO Tepenarhb
4yepe3 TaKhe YCJIOBHbBIC MOHSTHUS, KaK 08U-
JHCEHUe IHCUZHU, NOMOK IHCUSHU, IHCU3HEH-
Hblll npoyecc, YTO TOAPA3yMEBAET HEKOE
TEUEHHUE YEIIOBEUYECKOTO OBITHS BO BpeMe-
HU U TIPOCTPAHCTBE, B KaTETOPUSAX WHIM-
BUJIyaJIbHOTO U BCEOOIIEro, B Pa3TMYHBIX
MPEIOMIICHUSAX TUANCKTHUKU CBETa M TCHH,
OOPBOBI ¥ TTOKOS, IEATETHHOCTH U OTJIOXHO-
BCHUS U T. [I.

ToBopst 0 monmMQoHUYECKUX CPEeNCcTBaX
pa3BEPTHIBAHUS JICHTHI OBITHS, Cpa3y XKe
MOXKHO OTMETUTh uenbsii psg ¢yr XTK:
es moll, f moll, fis moll, h moll n3 1 Toma,
c moll, es moll, gis moll, b moll u3 11 Toma
U HEeKoTOpbIe Apyrue. Kak BuauM, 310 mbe-
Chl B MHHOPHBIX TOHAJIBHOCTAX, MPUUYEM
JIBAYK/IbI 3a/1CMICTBOBAH «MPAYHbBID» es moll.
Hepenko ckmaneiBaeTcss oOpa3 corOeHHOU
burypsl, Openyiiei OECKOHEYHOU JOpO-
roil xxu3Hu. CTeneHb NCUXOIOTUYECKOU
00OpEeMEHEHHOCTH KOJIeONeTCss MpU 3TOM
B JIOCTATOYHO IIUPOKUX MpeJenax, BbIBOMIS
B KpailHeM BapuaHTE K COCTOSIHUSIM TOPECT-
HOM MOTEPSHHOCTH U Jaxe 0e3HaAEKHOCTH
C OTTEHKOM (paTajgbHOCTH.

[Tomo6Hast cutyarusi MOIJa MOAABAThH-
cs B cyry00 JUYHOCTHOM pakypce, KaK 3TO
NPEJICTABJICHO B TOJIBKO 4YTO HA3BAHHBIX
¢yrax 3 XTK u B HEKOTOPBIX U3 XOpaJib-
HBIX npemntoanit (ogHa u3 Hux — BWV 659).
Ho 3HaunTenbHO yalie BhIpakasloch HEUTO
Oonee mmMpokoe M oOIme3Haunmoe. Tako-
Ba, Kk npumepy, Kanrara Ne 4 («Xpucmoc
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Jledicanl 8 OKO0Bax cmepmuy), KOTopas 00-
paleHa K o0pa3y >KM3HEHHOIO MyTH Kak B
€ro KoJUIeKTUBHOM (Xopbl Ne 2, 4, 8), Tak u
B MHAMBHUAyaJIbHOM (COJIbHBIE HOMEpA)
nperBopeHur. M B KaxXaIoM M3 pasleiioB
3TOT 00pa3 HOCUT ApaMaTHUYECKUM Xapak-
Tep Pa3IuYHON UHTEHCUBHOCTHU. JTO HaYU-
HAETCA C OCTPOIKCIPECCUBHOM JIaMEHTO3-
HOW TaTeTUKU OPKECTPOBOTO BCTYIUICHHUS,
C OTKPBITOM AYHIEBHOI OO0JIbIO BEIIAIOIIETO
0 Tparu3me MPOUCXOSIINX MEPUTICTHI ObI-
trst. Caeayromuii 3a HUIM XOPOBOUM MPOJIOT
IIpU BCEM CTOMIM3ME XOPAJIbHOM OCHOBBI
pa3BOpayMBAET MOBECTBOBAHUE O CYIIe-
CTBOBAaHUHU, TOJHOM TATOT W JIUIICHUM.
N BCE ocTranpHOE B 3TOM KaHTaTe-Ipame He-
c€T B cebe olryIeHne BHyTPEHHEH ycTano-
CTH, 0€3paZJlOCTHOCTU U OOPEYEHHOCTH.
3amMevarenbHbBIMA IPETBOPEHUSIMU BCE-
o0IIEero KMU3HEHHOTO MYTH SIBJISIOTCS JIBE
BEJIMYECTBEHHBIE OpraHHbIE TPOMAJIbI
Ipemonus u gyra h moll (BWV 544) u
ocobenHo Iaccakanbs ¢ moll ( BWV 582).
I'poMajibl OHUM U 110 BpEMEHH 3By4YaHUSsI: CO-
OTBETCTBEHHO OKOJIO 15 1 cBbIlie 20 MUHYT.
B mepBoil M3 HUX COCTaBHBIE YacCTH
JUTITUXA MPU €IMHCTBE 3alevaTieHus apa-
MBI KHU3HEHHOTO MPOLIECCAa HECKOJIBKO pas-
JTUYAIOTCS MEXAYy COOOH MO CMBICTIOBOMY
MOCBUTY: YK€ B MOLIHOM, MHOTOTPYIHOM
pazBopore I[lpentoguu MsTeKHasT MATETH-
Ka BBICTYIIA€T B COIPSDKEHUU C YyBCTBOM
BHYTPEHHEH yCTalOCTH, @ HEYKOCHUTEILHO
BBIZIEP)KaHHOE crescendo 3ByKOBOTO MOTOKA
@yru CBUIETEIBCTBYET O CMUPEHUH MEPEL
3aKOHAMU KHU3HEHHOW HEOOXOIMMOCTH.
®dopMmanbHOe 0003HAYEHHWE BTOPON U3
opransbIx rpomaj — [laccakanbs u gyra, HO
00bIyHO €€ nMeHyroT nmpocto [laccakanbei,
MOCKOJbKY dyra, OCHOBaHHAas Ha TOW K€
TeMe basso ostinato, IIpOaOJIKACT MpoLecc
e¢ nonudonHuveckoro Bapbuposanus. [1pu-
4yéM ATOT BapUALIMOHHBIN IUKN bax pa3so-
paunBaeT C TEM PEIKHM U MOTPSACAIOLIUM
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MacTEpPCTBOM, KOT/Ia YWICHCHUE Ha OT/ICIhb-
HO B3ATbIC BapHallMK MPAKTHYECKH HEOIILY-
TUMO (B TOH X€ TOHAJIBLHOCTHU ¢ moll no-
JTOOHOTO BIIOCHEACTBUM AOCTUT beTxoBeH
B 32 Bapuanusx ais poprenuaHo Ha CTOJb
Ke JIAMUAAPHYIO TEMY-BOCHBMHTAKT).

KoMImo3unuoHHO BaKHO TOJIBKO TO, YTO
3TO TPaHIUO3HOE COOPYKEHHE MOCTPOEHO
KaK JIB€ OTPOMHBIE (Da3bI-BOJIIHBI HEYKJIOH-
HOTo (haKTypHO-AMHAMHYECKOIO paspac-
TaHus. 3aKOBAHHOE B «TPAHUT» HEOTCTYII-
HOTO ostinato, 3TO CKOPOHOE >IUYECKOe
CKazaHue o0 OpeMeHH ObITUS BCE-TAKU B ca-
MOM KOHIIE 03apsIeTCS CBETOM HAaJIeXk /bl Ha
Jqyuliee — TakoBa (PyHKIIMS TOP>KECTBEHHO-
ro anogeo3a KoJbl.

B 6omnb1mmx oparopuaibHbIX Xopax uaes
KU3HEHHOTO IMyTH MPUOOPETaeT BCEYEINO-
BEUECKHUH XapakTep, 4To ¢ 0co0oil sCHO-
CTBIO TIPENCTAaET B MPOJIOTaX MAaCCHOHOB
u B Kyrie, oTkpbeiBaromemM Meccy h moll.
B maccuonax, mo croxery, 3T0 nmyTb XpH-
cta Ha [onrody, k pacnsaruro. Ho B My3bI-
ke baxa 3ameuarneno OGombiiee: Tonroda
OTPOMHOM JIFOJICKOM MACChI, KOTOpast UAET
CBOMM KPECTHBIM ITyTEM, CKIIOHSSACH TIe-
pen mpeaHayepTaHUsIMH CyIbOBI M cruda-
ACh MO OpeMeHeM HECKOHYaeMbIX 3a00T,
TAroT u mevanel. Y ckopOHo-ParanbHas
neyaTh MPOUCXOSIIETO YCYTyOsieTcs rpy-
30M HEW30BIBHOW TPEXOBHOCTH YEJIOBEKa,
4yTO 3aKJItoueHO B cioBax Kanrarer Ne 105:
«l'ocnoou, ne 6xoou 6 cyo ¢ pabom Teoum,
nomomy umo He onpagoaemcs nped Tobotl
HU OOUH U3 HCUBYUJUX Y.

Toro, uro baxy ynmanoch 3ameyarsieTsb
B OpPKECTPOBO-XOpoBOM Tipojore «Crtpa-
creil mo Hoanny» («Ne 1. Xop»), O6bu10
OBl JOCTATOYHO, YTOOBI IPU3HATH €TI0 BEJIH-
YalIIiM U3 BEIUKUX. «l 0cnoow, Braowvika
Hawi, 516U Ham yepe3 Teou cmpadanusi, Yymo
Tot soucmuny Cotn Booicutl, u dasice 6 genu-
yauwem ymaienuu npociasier Tobi» — 3TOT
TEKCT, KOHEYHO XK€, IOIpa3yMeBall COOBITHS
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MOCJIETHUX JHEW 36MHOM )KU3HU XPUCTA, U,
JyMaeTcsl, 3a CIIOBAMH «CMPAOAHU» U «8e-
auyavuiee ymanenuey KOMIO3UTOPY BHUJIE-
nock mectBue Mucyca Ha ['onrody, HO Bcé
3TO B MY3BIKAIBHO-0000MEHHOM HCTOJKO-
BaHHUH MPEeOOPaA3UIOCh B HEUTO HEU3MEPUMO
OoJblliee — KPECTHBIA MyTh YEIOBEYECTBA
B €r0 HaJBPEMEHHOM cpe3e. ITO HCTUHHOE
«oTkpoBenne ot Moranna CebacTbsiHay, U
€ro KOHLENTyalIu3M MpPeICTaET 3[eCh Kak
B CT'YCTKE, B CBOMX IPEACIbHBIX IITyOnHaX
Y BBICOTAaX.

OpxkecTpoBoe BCTyIUIEHHE 3ada€T TOH
nBosikUM 0Opa3zoM. C o1HO# CTOpOHBI, OJa-
rozapsi 0cobomy TeMOpPOBOMY KOJIOPUTY pH-
CyeTcss TyMaHHas MIJIa U3BEYHOTO OBITHS.
C npyroii — (atanbHO MEpHOE Bpallareib-
HOE JBMKeHHUE (pUrypauuil CTpyHHOU TpyIl-
TIbI OJIMLIETBOPSET TXKEIOE KOIBIXaHUE BOJIH
MpPa4YHOTO OKEaHa, TSTOT, OMACHOCTEH, Oel-
CTBUM (XapakTepHa OCTPOTa MaJOCEKYH/I0-
BBIX TUCCOHAHCOB B BEPXHHX TOJIOCAX).

To, yTto mepenaércsa B XOPOBOW TKaHU
MpOJIOTra, JYy4Ille BCEr0 MNPOHLIIOCTPUPO-
BaTh TEKCTOM «Ne 2. Xop» u3 Kantarst Ne 12:
«Cmenanvs, niay, 3abomel u mpesozu,
Cmpax u HyxHcoa — xied Cié3ublil Xpucmu-
any. Bocco3maércss ckopOHOE IIecTBUE
OTPOMHOM JIFOJICKON MaccChl CKBO3b TEPHUH
U MYKH, B pUTMe 0€30CTaHOBOYHOTO I1Iara,
HO COrOE€HHO, KaK OBl C TSDKKOM HOIIEH Ha
me4ax. JTo MyTh HECKOHYAEMBbIX CTpajia-
HUH, U ero 00JIeBOE BOCIPUSITHE MOMUEPK-
HYTO PE3KO BBIJICTICHHBIMU OJIHO3BYYHBIMHU
CTOHYILIMMH BO3IJIaCaMHU-BCKPUKUBAHUSIMHU
«Herr!» («I ocnods!»), BOCIpuHUMAaeMbIMHU
KaK CUTHAJILI OEICTBHUSL.

YacTs B 1esioM mpeAcTaéT Kak Oeckpaii-
HUI OTOK *u3HU (Oonee 11 MuHYT 3By4a-
HUS) WIK KaK OECKOHEYHO pa3MaTbiBaeMas
MHOTOCJIOWHAsl JieHTa OBbITHS, CIUleTaemast
Y3 HUMUTAIIMOHHBIX HAJIOXKEHUN pas3iind-
HBIX MEJOOWYECKNX JUHUHU. TakoBa omgHa
U3 CaMbIX BIEYATISIIONIMX (UI0COPCKUX
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dbopMyn CKOPOHOTO BCEUEIOBEUECKOTO
MyTH, HO TNPU BCEU TparcauiHOM OKpa-
IIEHHOCTH B 3TOM (pOpMyJie IPOCTaBIAETCS
ené OQUH BaXKHBIM 3HAK: OCO3HAHHUE HEU3-
OEXHOCTHU MPOUCXOAIETO, YTO 00S3bIBACT
YeJI0BEKa K CYpOBOMY CTOMLIM3MY MHpPO-
OTHOLLIEHHUS, KOTAa HEOOXOOUMO MOIYH-
HUTBCS AOATY KUTh, HECMOTPSI HA Ha YTO.
OpxkecTpoBo-xopoBoil nopran «Crpa-
creit mo Marder» («Ne 1. Xop») npen-
CTaBJIsIET COOOW  COBEPIIEHHO  AaHAJO-
THYHYI0O KapTUHY — TeM Oojiee 4uTo 31eCh
B TEKCTE MPSIMO TOBOPUTCS O BOCXOKACHUU
Ha lonrody («mecém Omn xpecmnoe Cam
opesoy). I 3T0 B My3BIKaJIbHOM IMpOYTe-
HUU OTSITh-TAKU BBIBOJAUT K TPAHIMO3HOMY
000011IeHNI0 0 CKOPOHOM BCEYEIIOBEYECKOM
nyTH (BO3MJIACHl XOpa HAIIOMUHAIOT CTOHBI
Y PbIIaHMs) — IIyTH ITOJAHEBOJIBHOM, C OILLY-
HICHHEM OOpEYEHHOCTH, YTO MPUHUMAET-
Csl CO CMHpEHHEM, MOKOPHO, KaK CypoBas
YKU3HEHHas HEOOXOAMMOCTb. M onATh-Taku
IIyTh JTOT MPEACTAET KAK M3BEYHO pa3Ma-
ThIBaeMasi JIHTa OBITHS, YXOJsIIero B Oec-
Kpannue nainu Bpemenu u IIpoctpancrsa.
Ouenb Onu3kuil TOMy 0Opa3 HaXoAUM
U B OpKeCTpoBO-XopoBoil ¢pecke Kyrie
eleison, OTKpBIBAaIOLIEN TPEThE U3 CaMBIX
rpaHAMoO3HBIX TBOpeHur baxa — Meccy
h moll. CkopOHOE TTOBECTBOBAaHHE O KPECT-
HOM IIyTH YEJIOBEYECTBAa pPa3BOPAYMBAET-
csl 37ech B emeé Oosiee CyMpayHbIX TOHax,
yTBepKaas TMedyaabHyl cliaBy /h moll kak
TParuyecKkoil TOHAJIBHOCTH, YEM IIpE/BeE-
1AJIOCh MOSIBJIEHUE TAKHUX, K IPUMEPY, CUM-
donuii, kak «Heoxonuennas» IllyGepra u
[llecras YalikoBckoro. Kak u B maccuoHax,
peanu3yercs Ta K€ JAMAJIEKTHKA COMpsKe-
HUSl JIBYX B3aMMOZOIOJHSAIOMINX CYIIHO-
CTEH: C OHOU CTOPOHBI, MyYUTEIBHOE OLLLY-
IICHHE MHOTOTPYIHOW W3HEHHOW MAaEThI
O] THETYIIEH JJIaHbI0 OECKOHEUHBIX 32a00T
U TATOT (XapakTepHa HaNpsDKEHHAST UHTEP-
BaJIMKa TPUTOHA U YMEHBILIEHHOM CENTUMBI,
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a Tak)Ke CKBO3HOE 3ByuaHUE TeMOpa rodos,
MPUBHOCSIIETO JIAMEHTO3HBI OTTEHOK),
C IpyToi — MOHUMaHNUEe HEOTMEHUMOTO yIe-
J1a )KEPTBEHHOT'O Y€JIOBEYECKOTO CYIIECTBO-
BaHUs, €T0 M3BEYHOU HEOOXOAMMOCTH, KO-
TOPYIO MPUXOAUTCS CTOMYECKH MPUHUMATh
KaK JOJDKHOE (¢ B3bIBaHHEM «[ ocnoou, no-
munyi!»). PeanuzoBaH, HAKOHEIl, U TOT KeE
MPUHIMI OecKpailHe pa3MaTbIBAEMON HUTH
ObITHsI — B (popmax (pyrupoBaHHOTO H3IIO-
KEHUS, B TeKy4el (akType IJICTCHUS Ju-
HUW 5-TOJIOCHOTO XOpa, B UX HACIOCHUSAX U
«MPOPACTAHUAX» OJHOTO U3 APYTOTO.

Pa3pabotka uyien )KU3HEHHOTO Iy TH CTa-
Ja OOJIBIIIUM XYJI0KECTBEHHBIM OTKPBITHEM
baxa. To OO TIyOOKMM (HUIOCOPCKUM
0000IIeHHEM B OCMBICIEHUU BCEOOIIETO
ObITUSI KaK ero 0e30peKHOro U HECKOHYa-
emoro TeueHusi Bo Bpemenu u Ilpoctpan-
ctBe. Ocraércs 3aMeTUTh, YTO MPETBOpE-
HUE JTaHHOM WJEW MOIJIO OCYIIECTBIIATHCS
U B JIOCTaTOYHO BBICBETIICHHOM KOJIOPHTE,
0€e3 Tparu4eckoi mevarTu, Kak 3TO POUCXO-
T B Kyrie eleison xopotkoit Meccol F dur
(BWYV 233).

[TyTh uenoBeueckuii mpu Bceil ero 00-
PEMEHEHHOCTH HEOTCTYITHBIMU  TpyJdaMu
1 3a00TaMu, HeCcyluid Ha cede moa4yac oT-
YETIUBO TPAruyecKyro MeyaTh, Yaiie BCero
BOCIIPUHUMAETCSI B 00pa3HOU CUCTEME MYy-
3plki baxa kak cypoBas HEOOXOIUMOCTD,
B KaTeropusix IOJKeHCTBOBaHUS. Mcxons
U3 MYyIpOro MOHUMAaHUs HEKUX Hen30exk-
HBIX KOHCTaHT OBITHS, KOMIIO3UTOP BCEMH
CWJIaMH YTBEPKJIaeT MO3UIUI0 MY>KECTBEH-
HO-CTOMYECKOTO BOCHIPUSTHS KU3HEHHBIX
WCHBITAaHUW, BaXHEUIIIYIO OMOpPY YEMY OH
Bunut B ['ocniogneii Bepe (B Kantare Ne 14
Ha 3TOT cy€T roBoputcs: «Eciu 6 ne boe
ObL1 ¢ Hamu, Mo mbl cogcem ynanu ovl Oy-
XOM»).

HNMeHHO ATOMY TOCBSIIIIEHBI MHOTHE XO-
paibl B KaHTaTax M MMAacCHOHAX C WX Mpo-
MOBE/IbI0O HPABCTBEHHOI0 HMIIEpATHUBA,



Mpobnembl MysbikanbHoW Hayku / Music Scholarship. 2022. Ne 4

G/ﬁ\

NpUYEM U3PEKAETCS ITOT STUUYECKUU TI0-
CTyJlaT Kak [J1ac HapOAHbBIA, TO €CTh B Ka-
YyeCcTBE BBICIIEM HMHCTaHIMU. B ymcne ca-
MBIX BIIEUATISIOMINX 00Pa31l0B MOAOOHOTO
pona cineayer Ha3zBaTh «Ne 21. Xopasa»
n3 «Crpacreii mo Hoanny», 3Byvammii
B THEBHOE OCYXJCHHUE TOTO, YTO XPHUCTOC
«NOUMAH, KaK 80p, cpeou HOYU, JI0NHCHO 00-
BUHEH, OCMesH, nopyzaH, onnéean». Bep-
JUKT OOIIEHAPOJAHOTO MHEHHMsSI HMCIOJHEH
TBEPAOCTH, MYKECTBEHHOM CHJIBI U TOp-
KECTBEHHOTO BEJIMYUS (3TO MOBTOPUTCS B
«Ne 65. Xopam»).

Hackonbko BaxxHa Oblina 11st baxa uaes
JOJKEHCTBOBAHMS, JOKAa3bIBAET HEOXKU-
JTAHHBIN Pa3BOPOT B JApamMaTHUECcKyIO IUIO-
CKOCTh  MY3BIKQJIHHOTO  TOBECTBOBAHMS
poxaectBeHckor Kanrarblr Ne 61. Kasa-
J0Ch OBbl, BCE 3/1eCh MpeIoiaraet JeUCcTBo,
OCHUSIHHO€ PaJOCTHBIM JIMKOBaHUEM, TEM
Ooree 4TO «Oousumcs 6ecb Mupy, KaKuM
qynecHbIM 00pa3oM coBepiui «boe Poorc-
decmso Eecoy. Onnako «Ne 1. Xop», Hanu-
CaHHBII Ha ATH CJIOBA, KaK ObI OTCHUIAET HAC
0 TEKCTY K «Ne 5. Apusi», r1e Npou3Ho-
cutcsi: «Omeep3sucy 00 2nyoun c8oux, o Moé
cepoye, — Hucyc npuxooum u ecensemcs
6 mebs!y»

DTOT BBICIIMI MUT OBITHS YEI0BEYCCKO-
ro kak conpuyactusi k [ocrnony mooyxa-
€T KOMIIO3UTOpA MEPEIaTh CTOIb OTPOMHOE
cobObiTHe B (opMax HEMPEPEKaeMOro HMm-
neparuBa, O3BYYEHHOIO CTOMYECKH-CTPO-
TUM YHHCOHOM XOpalia B Pa3HbIX T0JIOCAX.
bazucom packpeiTust 3T0i1 00pa3HOCTH CTa-
HOBUTCS TUIIOBAasl BBIPA3UTEIbHOCTh (paH-
Ly3CKOM YBEPTIOPHI B OPKECTPOBOIL MApTHUH,
Jarouieil 0coObIil TOH CypOBO-TOPKECTBEH-
HOUW BEJIMYABOCTH. I MOHATHO, 4TO KJ1acCHU-
IU3M, MPOLBETABIIMKA Torna Bo dpaHuuu,
MOPOAWJ HY)KHYIO B JJaHHOM ciiydae baxy
dhopmyny uaeu gonra.

B cronp xapakrepHoit mns ¢unocod-
CKOM cucTeMbl TBOpuecTBa baxa sTuke cro-
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MYECKOT0 JOJKEHCTBOBAHUS OJHUH U3 Kpa-
€YTOJIbHBIX KAMHEN €ro I'yMaHHCTHUYECKOU
KOHLENIIMA COCTOST B JIESITEIBHOM IIPO-
TUBOCTOSIHUM MpPaKy U CKOpOW, HO HE Me-
Hee BaXHBIM 0a30BBIM HAYaJIOM STOW KOH-
HEMIHUH ObUIO TO, YTO TIO CMBICTIOBOM CyTH
MOXXHO OIIPENENUTh TAKUMHU MOHATHUSIMH,
KaKk 0c00asi HeXKHOCTh IYIIH U TIIyOOKOE
COUYYBCTBHE K CTPAJIaHUSIM YEJIOBEKA.

CBO€ caMoe HEnmoCpenCTBEHHOE BbIpa-
KEHUE HEXHOCTh AYIIW mNoiiyyana y baxa
B (opMax O6apouHO20 CEeHMUMEHMAIUIMA.
Bbapounoro, T0 ecth 3asBuBLIETO O cebe
B 310Xy bapokko, MOCKOJIbKY OOBIYHO CEH-
TUMEHTAIN3M KaK HallpaBJICHUE OTMEYAIOT
B JIUTEpaType CIEAYIOIIEN 3M0XU — 3II0-
xu IIpocsemenus. Ho oH npucyrcrBoBai
yxe B UcKyccTBe bapokko, u baxa cnenyer
MIPU3HATh €r0 CAMbIM SIPKUM BBIPA3UTEIIEM.
Kaxk HUKTO Ipyroii, OH ymen nepenarb 0co-
OCHHOCTH «9YBCTBUTEILHOTO CTHUIISY, IPO-
HUKHOBEHHBIN JIMPU3M, TEIUIOTY SMOIUNA U
MSTKOCEPAECUHNE U IEepeaTh BCE ITO YEPE3
MMOKOPSIIOIIEE «CHATKO3BYUHE.

C monHON SIBCTBEHHOCTHIO OaXOBCKHI
CEHTUMEHTAIN3M MpPEACTAET B BOKAIBHBIX
Iy3Tax Comiacus, IJI€ BCEMH CpPEICTBAMU
MOAYEPKUBACTCS €IMHEHUE IBYX CEpliell,
OBIONINXCS B YHHCOH, M MPU TOM Kaxaoe
W3 HUX BEAET CBOIO ABTOHOMHYIO JIMHUIO
— MEBy4Ye, HENPUHYKIEHHO, HU B YEM HE
ctecHsis ceOst. OOpa3aMu MOXKHO CUHTATh
MIEPBBINA Ty3T compaHo u Oaca u3 KaHrarsr
Ne 140 m nysT anbra u TeHopa u3 Marau-
¢dukara D dur.

UyBCTBUTENBHOCTh HACTPOEHUS 4YaCTO
NOoTYEPKUBAETCS 0CO00OTr0 poja MeJlaHXo-
JIMeW — MEJIaHXOJWEH J>KEJIaHHOW M cla-
JOCTHOM, MOPOM C YMHWJISIFOLLIEH AyIIy Clie-
30i. Heuto mogo0HOE MOXKHO yCIBIILIATh U
B pAl€ HWHCTPYMEHTAIbHBIX COYMHEHUH
KOMITIO3UTOpPA, TI€ BOKAJI 3aMEHSETCS HE
MEHEE BBIPA3UTEIIBHBIM [EHUEM HHCTPY-
MEHTOB. B Takux ciydasx, Kak Bcernia,
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oOpaiaet Ha ce0s1 BHUMaHUE YIUBUTEIILHOE
noiudonndeckoe MactepctBo baxa. OH uc-
KyCHEUIITM 00pa3oM IUIETET 3ByKOBYIO BSI3b
BEAyIIUX Oecely TrojJocoB. 3aMedaresIbHbIHN
npuMep ToMy — cpenHue 4dactu Konmepra
Ui IByX KiaBupoB ¢ moll (BWV 1060) u
BpannenOyprckoro koHuepra Ne 2, npudém
BO BTOPOM ClIy4ae Mepes HaMH YK€ HE JU-
aJIoT JIaKe, a «TPHAJION) JTFOOSAIINX CepeII.

Jlpyrasi u3 BbIIIEHA3BaHHBIX OMOP T'yMa-
HUCTHYECKOW KoHuenuuu baxa — rirybokoe
COUYBCTBHE K JIIOJACKUM CTpaJaHUsIM, 4To,
MOKaJTyH, CBOE BBICILIEE BHIPAXKCHHUE HAIILIO
B 3aKJIFOYUTENBHBIX XOpax MacCHOHOB. OHU
3ByuaT Kak MOCJIECIOBUE K Cyap0e Oe3BHH-
HO pacnsaToro. Kaxaplii U3 3THX XOpOB —
osMa TPOUIAHUS U TIPOIICHHS, MPU BCEH
OTEYaJICHHOCTU Hecylasi B ce0e Karapcu-
YeCKHUe OTCBETHl HEOeCHOro, 4ro 0OBsic-
HSETCSl MCIOJHEHHEM TOW O0XKeCTBEHHOM
MHCCHH, PAJIM KOTOPOM MPUIIET B TOJTbHUN
mup Hucyc.

Hpamarnueckyto snonero «Ctpacreit no
HNoaHHy» npaMaTypruyecku MpoCianBaroT
BBIXOJIBI K OUHIIAIONICH cuile JTO0BU, MU-
nocepaus. [lepBbIil U3 TaKUX MOMEHTOB —
«Ne 15. Xopam» — Kak peakuus Ha HaYaB-
nieecs IOHOIIEHUE IUIEHEHHOTO XpHCTa
(«Kmo oun Tebs, Cnacumenv Moti, u 3100HO
nomuesan Teos myuenusmu?y»). OOparie-
HUE K HEBUHHOW >KE€pPTBE 3ByUHT C BelUYa-
BOM MNPOCBETIIEHHOCTBHI, OHO HAIOJIHEHO
TOW BBICOKOM KpAaCOTOM, KOTOpas HECET C
co0oif MUp U YNOKOEHHE, €ro IIeNlb — yTe-
IUTH U OOHAIEKUTDH CTPaJIamblia.

Tak npamMarypruyeckud OY€Hb 3a70JT0
MOJIrOTaBIMBACTCS TO, YTO OyJIeT BEHYATh
MOBECTBOBAaHUE B €ro JABYX MOCIEIHUX
HoMmepax. [lepBoiii u3 HUX «Ne 67. Xop»,
B UCXOJTHOM (ppaze kotoporo («Ruht wohl...»
— «llokoiicsa, Ceamoe menoy») PyCCKOMY
CIIyXy HEBOJIbHO CIJBIIIUTCS MHOTOKpPATHO
nosropsiemoe «JI1000Bb, 1000Bb. ..». 1 31O
JIEUCTBUTENILHO BIOXHOBEHHAs MECHB JIF00-

17

BU U MAJIOCEPAUS — IECHB, KOTOPYIO MOXHO
BOCIIPUHUMATh B CAMOM HIUPOKOM UCTOJIKO-
BaHMU, KaK 3aIloBelb «Boznobu onudcrnezo
c60e20». B IpOHU3BIBAIOLIEN MY3bIKY IIPO-
HUKHOBEHHOM OMEYaJ€HHOCTU TAUTCS TIIy-
O0KO€ COUYBCTBHE CTPAXKYILIEMY UETIOBEKY,
HeoObluaiiHas HEXKHOCTh K HeMy. U mevaipb
3Ta UMEHHO KaTapcuyecKas — yTHUIIaouas
Y yTellaroias, CBOUM TEIUIOM U CePJECUYHO-
CTBIO Bpauyloliasi 1yleBHbIC PaHbl.

Karapcudeckast THHUSI HAXOAUT MPOJIOJI-
KEHUE B YMUPOTBOPEHHON MOJIIUTBEHHOCTH
xopana-noctckpuntyma (Ne 68), KoTopbIit
3aBepIIaeT MOBECTBOBAHUE CHUMBOJIMYE-
CKHM BO3HECEHHUEM BBBICH, BEIPACTas K KOH-
Iy B THMHHYECKOE MpUHoIIeHue («/ ocnoos
Hucyc Xpucmoc, s 6yoy eocxsanrame Tebs
sogeku!»).

N B 3akmtountensHOM «Ne 78. Xop» u3
«Ctpacreii mo Mardero» B COOTBETCTBHH
C CHOKETOM BOCCO3JAETCS BCEHAPOIHOE
npoulaHue ¢ OTOIIeIUINM B HHOObITHE M1-
cycoM («llokoucs ¢ mupom! muxo cnuy).
Ota nuposnuveckas snuTadus UCTIOTHEHA
0J1ar0CTHO-TEYAIbHOTO CMUPEHUS U TOBO-
PUT 0 HEOOXOAMMOCTH MPUATHS MHOTOTPY/I-
HOTO YeJIOBEYECKOTO OBITHS.

I'ymanucTrueckunii ctpoit my3biku baxa,
TaK SPKO SIBISBIIUIN ceOs B TPETIETHOM CO-
YYBCTBHUM WU COCTPAJaHUU YEJIOBEKY, OBLT
O4YeHb OJU30K TOMY, UTO MBI 3HAEM B XYJIO-
KECTBEHHOM KynbType bapokko mo >KuBO-
nucu no3aHero PemOpanara. Ho x stomy
HE00X0IMMO MPUCOEIMHUTD TO 0C000€, UTO
c(hopMHUpOBAIOCH B MY3BIKaJbHOM HCKYC-
CTBE JTAaHHOW 3MOXH, — KPYT 00pa3oB, 00b-
eANHSIEMBIX TOHATUEM lamento (UT. dcano-
ba, niauv).

Jnama3zoH CMBICIIOBBIX Tpajaluid JaH-
HOI 00pa3HOM cdepbl AOCTATOYHO LIUPOK.
C onHO# CTOPOHBI, MPECTaBICHbBl BEChMa
CIEp>KaHHBIE 110 CBOEMY 3MOLIMOHAIIBHOMY
ToHyCy 00pasibl. CkaxkeM, Bo [l vactu bpan-
neHoyprckoro koHuepra Ne 4 310 ckopee
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MMPOHUKHOBEHHBIC CETOBAaHUS, TeM Oolee
YTO UM COMYTCTBYET NAcCTOpPaJbHBIA OTTE-
HOK. Wmu, nonmyctum, «Ne 47. Apusp» u3
«Crpacreit mo Mar¢erw» — npocBeTIEH-
HOE€ U B BBICIIEH CTENEHH BO3BBIIIEHHOE
lamento. Komno3utropa B 3TOH HCIOBEAU
Karoterocst Ilerpa BOHYIOT HE CTOJIBKO €10
cTpaganus («Bozspu, kak cepoye niavem u
pvloarom ouu 2opvko nped Tob6or»), CKOIb-
KO HaJIexK/1a Ha cBoMcTBEeHHOE Mucycy Bee-
npoienue (« Cumunytics, o Booce, padu cnés
moux!y).

[TogoOHas mepeakieHTUPOBKA CMBICTA
BbI3Bajla K >KU3HU IECHb IOPA3UTENbHOMN
YEeJIOBEYHOCTH, JapyIoUIel Karapcu4ecKoe
ouynnieHne. OHO 3aKJIIOYEHO MpPEX]E Bce-
ro B UICTUHHOM bel canto ¢ ero Kpacoroil,
U3YMUTENBHOM IJIACTUYHOCTBIO M Onaro-
JaThl0 «OECKOHEUHOW Menoaun» (OKOJIO
8 MUHYT). DTO B paBHOW CTENEHU KacaeTcs
U TIEBUECKOTO Tosioca (TEMIBIN «TPyTHON
TEeMOp anbpTa), U CKPUIKU S0lo, OTUIeTaro-
e CBOMM MPUXOTIIMBBIM MEJIOANYECKUM
y30pOM BOKaJbHYIO JIMHUIO U Hecylen
B cebe HEXHOCTh COYYBCTBEHHBIX YBE-
meBaHuil. borarcTBo rpaHeil MbICIH U
YyBCTBA MOAJAEPkKAHO IMEBYYUM TapMoO-
HUYECKUM (POHOM OCTalbHBIX CTPYHHBIX
¢ pizzicato Gaca.

N psagom c m1omoOHBIMH BapuUaHTa-
MU lamento HaxXOAWM, C JIPYTOW CTOPOHHI,
OCTPOAIKCIIPECCUBHBIE  00pa3lbl TOpecT-
HBbIX WM3IUAHUN. TakoBbl HaJEIEHHBIE HC-
KJIFOYMTEIBHON BBIPA3UTEIBHOW CUIIOW JBE
COCE/IHHE, B3aUMOJIOTNIOIHSIOIME YacTH
Meccol h moll — «XV. Et incarnates» n
«XVI. Crucifixus», nawmomue pasHbIE OT-
TEHKU BCEMPOHUKAIONIEH Tmedain. 3/ecCh
BELIAETCS MpO «cmasuieco Yenogexom,
PAacnamoeo 3a Hac, cmpaoasuie2o U nozpe-
bennozoy. O6enM 4acTsIM MOXHO B PaBHOU
CTEIICHHU MPEAINOCaTh TAKUE ONPEICICHUS,
KaK OIlIaKUBaHHUE-OTIIeBaHue, Pieta (WT.
Cropbsiyas unu Munocepoue), Lacrimosa
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(ut. Cnésnas), pekBueM. DTO JIBa OAMHA-
KOBO IIPEKpPAcHbIX BapHaHTA BO3BBILIECH-
HO-BEJIMYABON CKOpPOM, MepeqaHHON depe3
TOPECTHO NOHUKAIOIINE UHTOHALINH.

B tparusme xaxporo u3 stux Pieta 3a-
JoxeHa rryOouaiiiias NPOHUKHOBEHHOCTD,
rOBOPSIIAs O NTyOOKOM COCTPaJaHuU, HECY-
mias B cebe neyans munocepaus. Emé onqxo
oO1iee COCTOUT B MCIOJIb30BAHUHM KOMIIO-
3UIIMOHHOTO MPUHLINIA OCTUHATHOCTH, YEM
aKIEHTUPYETCSl NCUXOJornueckas (puxcu-
POBAHHOCTb HA BOILJIOIIAEMOM COCTOSTHUU.
B XVI ywactu 310 nonmudpoHUYECKHEe Bapu-
alMu Ha basso ostinato, Korja XpoMmarude-
CKasg TeMa noBropsieTcs 13 pa3, BbI3BIBas
accollMalliy ¢ MorpedagbHOM MPOolIeCCHE.
B XV yvactu B nogo6HON (QyHKIIMH BBICTY-
MaeT 3BYyYaIlN Y CKPUIIOK CKBO3HOW MOTHUB
B3/10Xa-CTOHA C MIEMALLIUMH 3a/1€PKAHUSIMU
Ha HUCIAIAI0IINX OMEBAHUSIX.

O 3HaAUMMOCTH paccMaTpuBaeMoin cde-
pBl JUIsL Haciaeauss KOMIIO3UTOpa TOBOPHUT
TOT (haKT, 4TO C HEW y HEro MOryT OBITh
CBSI3aHbI HE TOJBKO OT/EJbHBIE YACTH, HO U
npousBesieHue nenukom. [Ipumepom maio-
ro Macurtaba Mmoxxuo npusectu Ipesronuio
u Qyry fis moll (XTK II). U ecnun nepsas
4acTh JUITUXA — 3TO THUXasl, TpOraTesbHas
aNernyeckas kanoda O4eHb JIMYHOCTHOTO
Xapakrepa, IIeMsllas HOTa KOTOpOM ro-
BOpPUT O JYyIIEBHOW ci1aboCTH WHAMBHUIA,
TO TpoitHass dyra ¢ €€ TpeMs TeMaMHu, Ja-
IONUMU pa3jIMdHbIe TpaHu lamento, pas-
BOPAYMBAET IOBECTBOBAHUE B SIBCTBEHHO
JpaMaTHYECKYO IIOCKOCTh C OTTEHKOM T$I-
TOCTHOCTH U TOJABJIEHHOCTHU (XapaKTEepHO,
YTO IMOBECTBOBAHUE A3TO 3aBEpIIAETCS HE
TUMHWYHBIM 151 baxa Ma)KOpHBIM MPOCBET-
JIEHUEM, a CYpPOBBIM OKOHYaHHEM Ha OKTaB-
HOM YHUCOHE TOHHKH).

[Tpumepom KpymHOMACIITAOHOH KOMITO-
3ULIIMM MOXeET nociykuth Kanrara Ne 21
— O/IHO U3 CaMbIX BBIJAIOLIUXCS IPOU3BEIE-
HuM baxa u, noxanyu, camas pa3BEpHyTas
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U3 €ro KaHTaT, 4YeM OHa MpHUOIKaeTCs
K OpaTopuaIbHBIM COYMHEHMUSIM: MHOT000-
pasue pa3BUTHIX POPM, BBEJCHHE YCIOBHBIX
nevctByromux jmi (Mucyc — 6ac, Hymia —
COMpaHO) U, HAKOHEl, MOHYMEHTAaJbHBIH
pa3max (11 HomepoB, KOTOpbIE KOMIIO3UTOP
TPYIIUAPYET B JABE YaCTH OOIIUM 3BYUYaHU-
€M OKOJIO 45 MUHYT).

B omimume ot MHOTHX Ipyrux 0axoB-
CKHMX KaHTaT CIOUTHOTO TUIIA, STOMY ITPOU3-
BEJCHUIO TPUCYIAa 3aKOHYCHHAsI KOHIIET-
LMOHHAsA LEJIOCTHOCTh, KOTOPYH) MOYHO
HOCTYJIUPOBATh CIOBOCOYETAHUEM KAHMA-
ma-lamento. JlefiCTBUTENBbHO, U3 HOMEpA
B HOMEp CJIEAYIOT TOPECTHbIE KOHCTATAllu!
IPUMEPHO OJTHOTO M TOro e poxa: «Cné-
3bl, CMOHbBI, CKOpOb, CMAMEHbe, B300XU,
cmpax, momiieHve, yxcac cepoye MHe cHe-
mym 0Oe3MepHo... AX, 2OpbKUX Clé3 MOux
pyubU uziuearomces Hewaowo... A eecv —
eope u cmon!» ToH sToMy 3anaér Sinfonia,
0 KOTOPOH MOAPOOHO TOBOPUIIOCH B CTaThe
«Hetnennsiii Morann CebactbsiH: Sapiensy
[6], 1 conmupyronuii B Hel TOOOM B Mmociie-
JIYIOIIEM CTAHOBUTCS, B CYLIHOCTH, JICUT-
TeMOPOM C XapakTEPHOM /JIT HEro MeJlaH-
XOJIMYECKOM OKpaIIeHHOCTHIO.

Baxnenmen cTtopoHOU B nepenaye Jia-
MEHTO3HBIX COCTOSTHUW OKa3bIBA€TCS HUX
NPOHU3AaHHOCTh TIIYOOKOM COYYBCTBEH-
HOCTBIO, JNYLIEBHOM TEIUIOTOM, COCTpajaa-
HUEM K OelCTBUsAM uenoBedeckum. U, mo-
KET ObITh, e1lé Oosiee BaXKHOE MPOSIBICHHE
0axOBCKOTO TyMaHHM3Ma COCTOUT 3/I€Ch B
peanuzanuu TOW WJeH, KOTOPYIO MbI MpH-
BBIYHO ormpenessieM (Qppa3oil «om mpaka K
ceemyy. To, 4TO OBLIIO 3aMIOBEAHO B CIIOBAX
«Ne 2. Xop» («Ymnoorcanucwy ckopou 6 cepo-
ye moém, Ho ymeuwtenus Teou ycnascoarom
oyuty mMoioy), TIOCIEN0BaTEIbHO HApacTaeT
OT MEPBBIX MPOOIECKOB JATEKOTO CBETA YKE
B «Ne 3. Apus» K OTKPBITOMY HPOPHIBY Ha-
nexasl B «Ne 9. JIyaT» U depes3 paloCcTHOE
oxxunienne B «Ne 10. Apusi» («Bospaoyii-
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cs, oyua! Bossecenucw, cepoye! Yoanuces,
neyanv! Ucuesnu, ckopbs!») K Ipa3qHAIHO-
My JIUKOBaHUIO B «Ne 11. Xop», KoTopslii 3a-
BepIIaeTCs TyTTUHHBIM cusinueM Alleluia.

Hu B koeMm citydae He 3akpbIBas I71a3a Ha
TO, YTO B YEJOBEYECKOM CYIIECCTBOBAHUU
CBSI3aHO C PA3IMYHBIMHU acreKkTaMu chepsl
Dramatik, bax BceMu cuiiaMu CTPEMUIICS
B CBOEM TBOPYECTBE IPOTHBOIOCTABHUTH
MpaKy M JUCTaPMOHUU CBET U TAPMOHHUIO —
HEHHOCTU OBITHS, KOTOPBIE OH OBLI CIOCO-
O€H pacKpbIBaTh emié Oosee BIEYATIIAIONIE,
YeM MPOTUBOIIOIOKHBIE UM CYUTHOCTH.

Ecnu B kauecTBe aHTUTE3HI K AUCTAPMO-
HUU OOpaTUThCA K KaHTAaTaM, TO 3aMETHM
IPEXJe BCEro, 4YTO B HUX KOMIIO3UTOP He-
OJTHOKPATHO «HUHCIIEHUPOBAID» CHUTYaIUIO
nuanora Nucyca (6ac) u ymmu (conpano).
B Kanrtare Ne 140 Ttakux OUaJioroB JBa:
Ne 3, rne HUucyc otkpeiBaer Jlymie «ose-
pu Boorcecmeennoii mpaneszwviy, u Ne 6, riue
el Japyercs YIOKOCHHE «8 cadax Hebec-
Huix». I B 00oux ciydasx 3To Oeckpaiine
JUTALIAICS CIIAAOCTHBIA Ty3T aOCONIOTHO-
ro B3aUMOIOHUMAaHUs, €IUHEHUS cepell,
OBIOIIMXCS B YHHUCOH, a Yapyrolas MiacTH-
Ka IMHTALMOHHOTO KOHTPAIyHKTa soli oBe-
BaeTCs «paickuM neHuem» ckpunku (Ne 3)
i ro6os (Ne 6).

Kanrary Ne 53 MoxxHO Ha3Barh «Mo-
HOKAQHTATOW», TMOCKOJBKY OHa OJHOYACT-
Hasi U [eJIMKOM BBIJIEpKaHa B €UHOM Ha-
CTPOCHHUU TOMYEPKHYTO BO3BBIIICHHOTO
U aOCONIOTHO YPaBHOBEUICHHOTO TOHYCA
JYXOBHOM MPOCBETAEHHOCTH. DTO «OJIUM-
MUACTBO» OOYCIIOBICHO NOJHON OTCTpa-
HEHHOCTBIO OT 3€MHOM THIETHI U OXKHIaHU-
€M yaeMoro Bo3HeceHUs («A orcadncoy eécem
cepoyem NocieoHe20 yoapa 4acos, 0aovl
cKopee yguoems mMHe moe2o Hucyca 6 ona-
JHCEHHOM NOKOE OVULLLY).

B «Ne 2. Apus u Xopa» n3 Kanrarsl
Ne 156, Bompeku nyramomend HadajlbHOU
bpaze «Cmorw 00HOU HO20U 6 Mozuley,
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KOMIIO3UTOp BCE€ BHHMMAaHUE IIEPEKIIOYa-
€T Ha T€ MOMEHTBI TEKCTa, KOTOpPbIE BEAYT
K YTBEpXKIEHHIO «/[a Oyoem Mmoii Kouey
onacum!». I B COOCTBEHHO MY3bIKaJbHOM
BOILIOLEHUH BEJUKOJIEIHO BBIOJHEHHOE
COIPSDKEHUE AaBTOHOMHBIX JIMHHMM TEHOpA,
’KEHCKOTO XOpa U OpKecTpa MOpOKAALT -
(exT abCoMOTHON rapMOHUN MUPA U YEJI0-
BEKa.

Emé Oonee mnapagokcaibHyl CHTya-
IIMI0, CBSI3aHHYIO C JKEJIaHUEM BCEMU CUIIa-
MU YTBEPXKAAaTh FapMOHHIO OBITHS, BCTpe-
yaeM B «Ne 3. Apus» u3 Kanrarsr Ne 105.
B camoMm pene, €CTECTBEHHO NpEAINOIIO-
XHUTb, UYTO TOJIBKO OCTPOJApaMaTHYECKUN
MY3BIKaJIbHBIA OTKJIMK TOJKHBI OBLIH ITOPO-
JIMTh DKCTIPECCUBHBIC, «KapaloIre) CIOBa
«Kak mviciu epewinukos mamymcs u Koie-
ontomces, ko20a oHu Opye opyea oonuyaiom,
a cebs onpasovieamsv Oep3aom — moz2oa
ux cogecmv cama cebsi mep3aem u Nulma-
emy. VI BMecTo 3TOro0 — cocrosHue Ona-
TOCTHOTO TIOKOSI, TIEpEeJaHHOE Yepe3 BeJH-
KOJIETIHYI0 KaHTWJIEHY B JyX€ CJaJ0CTHOU
MacTopain-cepeHaapl C YOArOKUBAIOIINM
PETNETUIIMOHHBIM PUTMOM COIIPOBOKICHHS
CTPYHHBIX M B YapylOLIeM Ay3T€ COINpPaHO
¢ roboeM. B mpoTHBOBEC TEKCTOBOW KaHBE
3TO 3BYYHT KaK JACKOBOE€ YBEIICBAHHE, TO
€CTh OYEBMJIHO CTPEMJIEHHUE KOMIIO3UTOpa
YMHUPOTBOPUTH, 00pa3yMHUTh 3a0IyAIINX.
Buaumo, oH BOUCTHHY BEpHII, YTO JTHOOOBb
¥ KpacoTa CHacCUTEIIbHBI.

B cBoeii my3sike HMorann CebacTbsiH
bax He pa3 mogHuMancs K BbICOTaM Hje-
albHO  BO3BBIUIEHHON TapMOHUYHOCTH,
BJIOXHOBEHHO IepeaBasi MTHOBEHbS JTyue-
3apHOTO CBETA U MOJIHOTO YMUPOTBOPEHHS.
MHe yxe Npuxoauioch OTMeuaTh Haubosee
XapaKTepHbIC BapUAHTHI MOJOOHBIX COCTO-
SHUN: «ITO Moraa OBITh TOP)KECTBEHHAS
XBaja MHUPO3JAaHUI0, TUMH €ro KpacoTe U
BEJIMYUIO B MOMEHTHI CBETJION Oe3MsATex-
HOCTH, KOIJla AyX YeJIOBEYECKUH Bocmaps-
€T K HENPEeXOAsIIeMy — TaKOBO, HallpuMep,
BO3BBILIEHHOE, HUYEM HE CTECHAEMOE Iie-
HHUE CTPYHHBIX B YBePTHOpPe U3 OPKECTPO-
Boii Crouthl Ne 1» [7, c. 15].

N 310 MOr OBITh «aHTE€IBCKUM JIHK
YeJI0BEYECKO HaTyphl B €€ O0KECTBEHHOM
CUSIHUW» [TaM €| — TaKoBO CBETOHOCHOE
crpyenue ¢urypauuii B [lpeatonun C dur
u3 nepBoro toMa XTK, mobynusmiee [1lap-
151 I'yHO pucoeaAnHuTh K 0aXOBCKOW OCHOBE
MEJIOJIUIO CO clioBaMu Ave Maria (B TUNITHXE
3TO JIOMOJHEHO nepeaanHoi B Pyre Oe3ms-
TEXHOU OJlaroiaThi0 MOKOWHO-MEPHOIO Te-
YyeHusi >ku3HU). Y, HakoHel, 3TO0 MOT ObITh
BOIUIOIIEHHBIN Yepe3 HEOObATHYIO KaHTHIIe-
HY CTPYHHBIX «0ecrolo0HbIN 0a3uC... BbIC-
1€ MYZIPOCTU U YEJIOBEYHOCTH, TAPMOHUU
3eMHOT0 U HeOECHOT0, KOTOPYIO JapyeT 4yB-
cTBO boxkbel KpacoThl OBITHS [TaMm xe| u
B KOTOPOH TauTCsl COKPOBEHHBIM (GIEp Tpy-
CTH O CKOPOTEYHOCTH YEJTIOBEUECKOM KU3HH,
— Apwus u3 opkecTpoBoi Crontsl Ne 3.
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CoBeTcKoe My3blKO3HaHue: pro et contra.
Pa6oTa Hag apXxuBHbIMKU MaTepuanaMm COBETCKOM 3NOXU

Tarbsana UBanosna Haymenko

Poccuiickas akademus my3viku umenu I necunvix,
2. Mockea, Poccus,
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Annomayun. B crarbe XapakTepusyercs Ipolecc pabdoThl MO H3YYEHHIO COBETCKOTO
My3biko3HaHus 1920-x — 1940-x ronos. MccinenoBanue npoBOAUIOCH B paMKax NpoekTa « DeHOMEeH
COBETCKOTO MY3bIKO3HAHHSI M €ro BiIMsSHHE Ha (POPMHUPOBAHHE OTEUECTBEHHON MY3BIKAJIbHOM
KyJBTYpbD». VICTOpHS COBETCKOM HAayKH O MY3bIKE pACCMAaTPUBACTCS B 3HAYUTEIIEHOW CTETIEHU CKBO3b
MPU3MY JOKYMEHTAJIBHBIX CBHUJETENIBCTB, MO3BOJIIOIIMX PEKOHCTPYHPOBATh MAaJIOW3BECTHBIE
uctopuueckue (akThl, a TaKKe OXapaKTepHU30BaTh OCOOEHHOCTH MY3BIKOBEJEHHS B KOHTEKCTE
KakJIoro gecsarunetus. [lepBoe MociaepeBOMOLMOHHOE NECATWIETHE MPOXOAWIO TOJ 3HAKOM
MOKMCKa COOCTBEHHBIX MHCTUTYLMM, KOTOPbIE TO MPEIOCTABISIIUCH, TO OTHUMAJINCh — B TOJHOM
COIJIaCHH C TOCYIapCTBEHHON MOJIUTUKONU TOTO BpeMeHU. OJJTHAaKO UMEHHO TOrjJa ObUIH 3aJ10KEHbI
(yHIaMeHTalbHbIE OCHOBBI OTEUECTBEHHOM My3bIKOBe1UecKol MbIcIH XX Beka. OcoOblit HHTEpeC
MIPEACTABISIET CO3/IaHNe KOMILIeKca yueOHo# nmuteparypsl. Haunnas ¢ 1936 roma (co BpemeHu
OoCHOBaHHUs Bcecoro3Horo KomMmuTeTa Mo JieinaM UCKyccTB) paboTa HaJl ydeOHUKaMU CTalla OJHUM
U3 OCHOBHBIX ITyYHKTOB IOBECTKHM MYy3bIKOBeaueckux kadenap MockoBckoi u JleHuHrpaackoit
KOHCEPBATOpHil, Mo3Hee — [ 0Cy1apCTBEHHOTO My3bIKAJIBHO-TIEAATOTHYECKOT0 MHCTUTYTa UMEHU
I'Hecunbix n yupexnéHHoro B Tom xe 1944 rogy Muctutyra ucropum unckyccte AH CCCP
(B HacTosmee BpeMst — [0Cyn1apCcTBEHHOTO HHCTUTYTa UCKyCcCTBO3HaHUs). OOCykaeHne mpooiem
IIEPBOCTEIIEHHON Ba)KHOCTH — TAKMX KaK UCTOPUYECKas MMEPUOAN3ALNSA OTEUECTBEHHON UCTOPUU
MY3bIKH, COJEp)KaHUE U METOAMKA y4eOHBIX KypCOB — HEPEIKO MPOXOAMIIO B TE€YEHHUE MHOTUX
JTHEH, ¢ OTpakeHHEM HUTOrOB OOCYXKJEHHUS B IIEHTpaJbHBIX Ta3eTax M >KypHajax. [IpoToxosbl
o00HBIX cOOpaHMil B HEKOTOPBIX ciayyasx npesbimaioT 1500 ctpanui. BaxxHbIM HanpaBieHUEM
UCCIIEIOBAHMSI CTAJI0 TaKXkKe N3y4eHHe OCHOB (hOpMUPOBaHUI HayKu 0 My3bike. Hapsny ¢ coznanuem
y4eOHUKOB, MOHOTpa il ¥ MHBIX TPYJOB aKaJeMUYECKON HAITPaBICHHOCTH, B cepennne 1930-x u B

* Cratbsi HOATOTOBJIEHA [UIsi MeXIyHapoJHO! Hay4uHO# koH(pepeHnn «Mys3bIKajbHas HayKa B KOHTEKCTE
KyJIbTypbl. My3bIKOBEIEHUE U BBI30BBI HH(POPMAIMOHHOM 31I0XM», cocTosiBieiics B PAM nvenu ['HecnHbIX
27-30 okts16ps 2020 roxa npu GunancoBoit nopaepxkke PODU, npoekt Ne 20-012-22033.
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1940-e rozpl Hauanach AUCCEPTALIMOHHAS IEATENBHOCTh, YTO B HEMAJION CTENEHU CIIOCOOCTBOBAJIO
MHTETPAIlIN MY3bIKOBEJICHHUS B OOLICHAYYHOE TYMaHUTapHOE MPOCTPAHCTBO. B 3TOT ke mepuon
HayaJIMCh MHOTOYUCIIEHHBIE TUCKYCCUH U 00CYKI€HUSI HOBBIX COBETCKUX COYMHEHUHN — B MIEPBYIO
o4epeb onep u CUMGMOHHIA.

Knrwouesvie cnosa: coBeTckass My3blKa, MY3BIKOBEICHHE, MY3BIKaJbHAas HCTOpUOTpadus,
apXUBHBIE JOKYMEHTBI, TOCYIapCTBEHHBIN 3aKa3, aKaJIEMUYECKUE UCCIIEA0BaHUS

Jna yumupoeanua: Haymenko T. Y. CoBerckoe My3blko3HaHUE: pro et contra. PaGora Han
ApXMBHBIMU MaTepuajiaMu COBEeTCKoM aroxu // IIpoGmemsr My3bikanbHON Hayku / Music Scholarship.
2022. Ne 4. C. 22-37. DOI: 10.56620/2782-3598.2022.4.022-037
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Soviet Musicology: Pro et Contra.
Work on Archival Materials from the Soviet Era

Tatiana I. Naumenko

Russian Gnesins’ Academy of Music,
Moscow, Russia,
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Abstract. The article describes the process of work on researching Soviet musicology of the
time period from the 1920s to the 1940s. The study was carried out under the RFBR project
“The Phenomenon of Soviet Musicology and Its Influence on the Formation of Russian Musical
Culture.” The history of Soviet musicology is studied on the basis of archival documents that make
it possible to reconstruct little-known historical events, and also to characterize the peculiarities of
musicology in the context of each decade. The first post-revolutionary decade passed under the sign
of the search for its own academic scholarly institutions, which were alternately made available
and then closed down, in accordance with the state policy. However, it was during this period that
the fundamental foundations of 20th century Russian musicological thought were laid. Of special
interest is the work on creating a complex of tutorial literature. Starting from 1936 (since the time
of the creation of the All-Union Committee for the Affairs of Art), work on creating textbooks
has become one of the main forms of scholarly activity of the musicological departments of the
Moscow and Leningrad Conservatories, later the Gnesins’ State Musical Pedagogical Institute and
the Institute of Art History of the USSR Academy of Sciences (presently, the State Institute of
Art Studies), both established in 1944. Discussions of issues of paramount importance — such
as the historical periodization of Russian music history, the content and methodology of training
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courses, — frequently took place for many days in a row, with the results of the discussion reflected
in the central newspapers and magazines. The transcripts of these sessions, in certain cases, exceed
1,500 pages. An important direction of this research was also the study of the main directions
in the development of musicology. Along with the creation of textbooks, monographs and other
academic works, dissertation work began in the 1930s—1940s. This contributed to a great extent
to the integration of musicology into the general scholarly humanitarian field. In the same period,
numerous discussions of new Soviet compositions began — primarily, operas and symphonies.

Keywords: Soviet music, musicology, musical historiography, archival documents, state
commission, academic research
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aboTa c MACCBOM apXUBHBIX MaTE€pPHU-  II€€ UTOTOM ISTH OEPIMHCKUX KOH(eEepeH-
aJIoB BCErJa OTMEUYEeHa CTpeMJieHHneM  Iui (coctosBmiuxcs B mepuopa 1994-1998
O0OHapy’KUTh HEM3BECTHBIE TEKCTHl U  TOZOB) U OOBEJUHMBILEE I'yMaHUTapHEB
¢akTel. OgHAKO B OTHOLIEHUH HcTOpuU co- u3 Poccum, I'epmanuun, BenukoOGpuranuw,
BETCKOTO My3blKOBeleHUs Tema okazanach CHIA, ®panumu, llBeitnapuun; cOopHHUK
HACTOJIBKO CJOKHOM M MHOTOACIEeKTHOW, MOJ peJakuueil OpUTaHCKUX MY3BIKOBEOB
YTO B UTOTE BO3HMKIIO OUTyllleHue He 3aBep-  [larpuka 3yka u Mapunsr ®@ponoBoi-Yo-
LIEHNUs, & Ha4aJIa Iy TH. Kep’, TaKXKe CO3JaHHBIA MEXIyHapOIHBIM
OmnwuceiBas npobiaeMy U €€ COCTOSHUE, KOJUIEKTUBOM YYEHBIX, U MHOTHE Jpyrue
MOYKHO BBIJICJINTh HECKOJIbKO HAIIPABICHUM,  MyOJIMKAlMKM TOCIETHUX JBaJALATH JIET.
BO3HMKHOBEHHE KOTOPBIX B 3HAYMTENbHOM  Oco00 clieqyeT BBIIEIUTh HCCIEIOBaHUS,
CTENEHU OOYCJIOBJIEHO IMOSIBIEHHUEM B IO- B TOM MM MHOM Mepe PacKphIBAIOIIUE OCO-
CIIEZIHUE /IBA JIECATUJIETHUS 3alaJHbIX TPy- OEHHOCTH CTAaHOBJICHHSI COBETCKUX MY3bI-
noB. Cnosa JI. AkonsiHa, CKa3aHHbIE UM B KOBEAYECKMX TEOPUU — B UMCIIe Hambosee
OJTHOM W3 MHTEPBBIO B CBSI3H C U3yYEHHEM  H3BECTHBIX HCCIIENOBATENEH CIIEAyeT Ha-
COBETCKOM MY3BIKH: «MbI MHOTUM 00s13aHbl  3BaTh (puHCKoro mpodeccopa E. Bunbsnen,
3amaJHbBIM HMCIIOJIHUTENSIM, MY3BIKOBEJAM, AHAJIM3UPYIOIIYI0 KYyJIbTYPHBIM  pa3phiB
KpUTHUKaM»', — B OMpENeNEHHONW CTENeHM MEXKIy HaydyHbIMU HCKaHusMU 1920-x ro-
MPUMEHUMBl U 110 OTHOLIEHUIO K COBET-  JIOB U JACCATHWIETUAMM IOCIE «KYJIBTYPHOMR
CKOMY MY3bIKOBeJIeHUI0. JleficTBuTensHO, peBomonum» 1930-x [1].
Y B 3TOI 001aCTH MHOTHE 3HAYMMBbIE UCCIIE- Bxnax 3amagHbBIX CIIABHCTOB  CIIEAY-
JIOBaHMSI ITOSIBUIMCH HE TOJIBKO HA PyCCKOM, €T NPU3HAThb U B M3YYEHUM KPYMHEUIINX
HO TAaK)X€ Ha aHIVIMIICKOM M HEMEILIKOM SI3bl-  COBETCKMX MY3bIKaJIbHBIX HWHCTUTYLUH.
kax. Cpenu camMmblX 3HauWTENbHbIX Ipu- U mpexne Bcero — Cor3a KOMIIO3UTOPOB
MEpOB MOXXKHO Ha3Barhb Takue Tpyabl, kak CCCP, unccienoBaHHOTO B MOHOTpadpuu
(dbyHIaMeHTaITbHOE KOJJIEKTUBHOE MCCIIEN0O-  aMepukaHckoro npodeccopa Kupumia To-
Banue «Compeanuctiyeckuii KaHoH»?, ctaB- Mo da*, u [ocynapcTBeHHON akaneMuu
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xynoxkecTtBeHHbIX Hayk (I'AXH), my3bl-
KaJIbHBIA CEKTOp KOTOPOW CTall MPOTOTH-
oM OyIyIuX KOHCEPBATOPCKHUX MY3BIKO-
BEIUCCKUX Kadeap°.

B pocculickom My3bIKO3HAHUU HCCIIE-
JIOBAaHUS TaKOro pojAa CTajd MOSBISATh-
cs Juuib B mocneaHee aecatunerve. Emé
B 2010 romy cnenmanpHas KoH(pepeHIHs
B bepnune, nocesaménnas '”AXH, nocuna
Ha3BaHUE «3a0bITasi akaIeMus»; TEINeph,
NoCJIe MOSIBICHUS (PyHIaMEHTANIbHBIX TPY-
JIOB HA PYCCKOM sI3bIKE (HArmpuMmep, UCKITIO-
YUTEIHHO I[EHHOTO JBYXTOMHOTO H3IaHUs
«MICKyCCTBO KaK SI3BIK — S3BIKH UCKYCCTBa»®
¢ mnyOnuKanued HEKOTOPBIX HCCIeI0Ba-
HUH aKaJIeMUHU U aHAJIATUYECKOU CTAaThEN
O. boOpuk), Takoe Ha3BaHUE, MOKAIYH,
yTPaTuiio akTyalibHOCTb.

OTMeTHM Tak)Xe HEKOTOphIE CTaThH,
3aTparvBarOIINe Pa3JIMYHBIE ACTIEKTHI MY-
3bIKOBEJICHUSI B TEPBbIC MOCIEPEBOIIOIU-
oHHBIE AecaTwieTus. OHU B MOJHOU Mepe
OTPAXAIOT T€ MCKaHUS, KaKUE XapaKTepu-
3YIOT COCTOSIHUE HAyKH C €ILIE Pa3MBbITOU
MpEeAMETHON 00JacCThI0O M aHATUTHYECKUM
UHCTpyMeHTapueM. B ux uucne — paboTsl
B. AqunieBa o CTaHOBJIEHUHU TPEXCTYIIEHYA-
TOU CTPYKTYPBI OT€YECTBEHHOTO MY3bIKaIb-
HOro oOpazoBaHusi [2], psa myOnuKaruii
T. byknHOM, B TOM 4YHCJI€ MOCBSIIEHHBIX
B3aUMOJICCTBUIO MY3bIKOBEICHUS U MY3blI-
KaJIbHOTO MPOCBETUTENILCTBA B JEATEIBHO-
ctu b. Acadroena [3], a Takxke uccienona-
HUS, CBSI3aHHBIE C Pa3pabOTKON OJHOTO U3
Beymux MeToaoB 1920-x rogoB — couuo-
Joru4eckoro [4].

3HaYMTENbHBIN BKJIAJ] B HCCIEAOBaHUE
COBETCKOM MY3BIKAJIbBHOW KYJIBTYpbl BHO-
CAT HAIlM COOTEUYECTBEHHUKH, >KMBYIIUE
B 3alajJHbIX CTpaHax, 3/1eCb, TIOMU-
Mo @Dponosoii-Yokep (Benukobpuranus),
clenyeT Ha3BaTh TaKXKe JINTEpaTypoBeaa
E. lo6penko (BenukoOpuranus), uCTopu-
ka-apxuBucta JI. MakcumenkoBa (Kana-
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Ja) v pan Apyrux. B ux Tpymax momydaror
OCBEIIIEHUE MAJIOM3BECTHBIE U HEPEIKO CO-
BEPUICHHO HEOXKHJIaHHbIE HCTOPUYECKHUE
(aKThl, KOTOPHIE BBIABISIOTCS B Mpolecce
M3Y4YEHUS U COIMOCTABIICHUS JIOKYMEHTOB,
MaTepHaloB, CBUAETEILCTB, HE BCErIa J10-
CTYMHBIX OT€YECTBEHHOMY UCCIIEIOBATENIO.

[Ipu 3TOM HENb3sT HE OTMETUTH, YTO Ha-
IIPABJICHHOCTh Ha 3allaJIHOr0 YUTATels CTa-
HOBHTCSI IJIAaBHBIM (DAKTOPOM aKTyaIH3aIiu
TE€X WM WHBIX HCCIEAOBATEIBCKUX TMPEe.-
nouteHuid. OO0 3TOM BBIPA3UTEIHLHO CKa3aj
AxonsiH: «Sl, KCTaru, HEJABHO y3HaJ, 4TO
€CTh Ha 3amaje Takod KpUTEpUNl HAy4yHOU
TeMsl: “‘cexcr’. Tak BoT, [llocTakoBHY OYEHB
Jaxke “CeKCH’’, TO €CTh MyOJInuKa Ha HEro Be-
nércst. Y coBeTckas TeMa Toxe “‘CeKcH’’; TaM
€CTh COCTABJISIIOIIAs,, KOTOpasi MPHUBJICKAET
YUTaTeNsA: 3JEMEHT IOJUTUKH, CKaHJaJa,
MIPOBOKAIIMOHHOCTU — TJIe pedb UAET O CO-
BETCKOH 3I10X€, 0€3 DTOro HE OOXOMUTCS»'.
COOTBETCTBEHHO, aKIIEHT Ha PYKOTBOPHOM
XapaKTepe MHOTUX IPOIECCOB COBETCKOM
KYJIBTYPBbI, MTO3BOJISIIOLIUNA PAaCCMOTPETh CO-
BETCKO€ MY3BIKO3HAHHE B TOJIUTHUYECKOM
KOHTEKCTE U C MO3ULUU TOCYIapCTBEHHO-
ro 3aka3a, — OJHO W3 CIIEICTBUI 1MOm00-
HbIX npeanouteHuil. OTcloga — BHUMaHUE
K PYKOBOJALLIEMY CIIOBY «3aKa34MKay, HaXo0-
JSIee OTpaKeHHE JaXe B CAMOU JIEKCUKE
WCCIIEIOBaHUN: «(HOPMOBKaAY (XyHOKHHKA
U nyonukn) — B myonukanusax JloopeHko®;
«KOHTPOJb» (Hax JTUOPETTO) — B MyOIHKa-
UsIX MaKCHUMEHKOBA’, «IEPEKOBKay, «Iic-
peorieHka (YaitkoBckoro, Mycoprckoro) —
B myOnmmkanumsix M. Paky'® u T. 1.

He Menee 3Haunmoi CTOPOHON H3yya-
eMoro (peHOMEHa CTaja MOMbITKA MOHATH,
Kak Ha 3ToM (OoHE My3bIKOBeIeHHe, 10 1917
roga He uMeBIIee OQPHUIIUAIBHOTO CTaTy-
Ca ¥ HU OJHOH CHelMajJbHONM MHCTUTYLUH,
c(hopMHUPOBAIOCH B MOJHOIEHHYIO OTPACIib
HAay4yHOTO 3HAHUS, MPOJEMOHCTPUPOBAB
PAI BBIAAIOIINXCS JOCTHKCHUM.
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Kak #vu mapamokcaibHO, 3Ta 4acThb HC-
CJIEIOBATEILCKUX MOMCKOB BO3HHKJIA TOJ
BIIMSTHUEM TIPEACTABICHUN O PYKOBOISIIICH
PO MY3BIKOBEACHHMS, TOYHEE, €€ OLCH-
KU B TpyJax HEKOTOPHIX COBPEMEHHBIX
uccienonareneil. OOmMMUM HX MPU3HAKOM
CTaju SIBHBIC WM CKPBIThIC YIPEKU COBET-
CKOMY MY3BIKOBEJICHHIO B 3aMa4MBAHUU
«HEYNOOHBIX» TE€M, B CJICIOBAHUU TOJIUTH-
YECKOM KOHBIOHKTYpE W T. I. Mexny tem
Henbli psag (akToB, MOHAYaTy MOYTU CITY-
YailHO OOHapy»XUBAaE€MbIX NPHU H3YUCHHUH
apXMBHBIX MaTepualioB, IOKa3bIBal He-
IpeKpaniariyocs O00pr0y My3BIKOBEIOB
3a caMO MpaBO Ha cyllecTBoBaHue. JIMK-
Bunauusi Ha pyoexe 1920-1930-x romos
BCEX HAYYHBIX MHCTHTYTOB, B TOM YHCIIC
ynomsinytoii panee TAXH (PAXH); 6opr6a
3a OTKPBITHE HAyYHBIX MY3BIKOBEIYECKHUX
noapazaeneHuii B MockoBckoil u JleHuH-
IPaJICKOI KOHCEPBATOPHSIX M TIOCIIEAYOIIAs
00prOa MPOTHB WX 3aKPBITHS, MTPOAOIKAB-
masics BIUIOTH 10 Havajia BOMHBI, TSHKECTh
sBakyanuu; 1948/1949 roasl U ux mocuen-
CTBUSI — 3TU U MHOTHE JPYTUe€ COOBITUSI HE
TOJILKO HE TOTYOWIH, HO YAWUBUTEIbHBIM
0o0pa3oM CcrocoOCTBOBAJIM PAa3BUTHIO MY-
3pikoBeneHus. KoHeuHo, mpeononeHue
BCEBO3MOXKHBIX MCTIBITAHUHN TpeOOBaIo He-
MajblX CUJ U BpeMeHu. M TeM He MeHee,
BOTIPEKH MHOTHM pa3pylIuTEIbHBIM 00CTO-
SITEJIbCTBAM, HAyYHbIE IIKOJIBI CO3aBaIUCh
B KOHCEpBATOPUSIX CTPaHbI, Kyda HalpaB-
JISUTHCH OTAJIbHBIE MY3BIKOBE/IBI U3 CTOJINY-
HBIX YUPEXKICHUH, /1€ MUCATUCh YUCOHUKHU
U MOHOrpaduu, psii KOTOPbIX HE yTpaTUl
aKTyaJIbHOCTH M B HAIIIU JHH.

OmHUM U3 CaMBIX «TPYIHOIOCTYITHBIX)
NEPUOJIOB B MCTOPUU MY3BIKOBEJICHUS OKa-
3QJIMCh  TEPBbIE  MOCIEPEBOIIOLUOHHbBIE
TOJ/Ibl, CBSI3aHHBIE C JIEATEIBHOCTbI0 My3bI-
kanpHOro otaena (MVY30) Hapkommpoca.
N3BecTHO, YTO OCHOBHBIE AOKHOCTU B HEM
3aHMMaJId HE YUHOBHUKH, a MY3BIKOBEIIBI
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— TEpPBOE TOKOJIECHUE MCCIIe0BATENICH, CO-
OpannbIx B [lerporpane u MockBe u3 HEMHO-
rOro yucia cnenuanucTo. 1o b. Acadnes,
H. I'ap6y30B, A. Kacransckuii, I'. Kontoc,
IT1. Jlamm, A. OccoBckuii, JI. Cabanees,
b. FOprencon, b. fIBopckuii... Hekotopsie u3
Hux nocne JukBuganuu MY30 B 1921 rogy
MEpelId B HAYYHO-UCCIIEI0BATEILCKUE YU-
peXIeHUs, a mocje ux pacHopMUpOBaHUS
B KoHie 1920-x — B xoHcepBaropuu. Emié
JI0 OTKPBITUS B JIByX CTOJMYHBIX KOHCEpBa-
TOpUAX HAYYHO-KOMIO3UTOPCKUX (PaKyib-
TeToB!! Hayajach MOATOTOBKA CIICIYFOIIETO
MTOKOJICHHUSI MY3BIKOBEJIOB. DTO OBLT COBEp-
IIIEHHO HOBBIH OIIBIT, KOTOPBIA MPHOOpeTa-
Csl CKOpee B KMBOM OOIIIEHUH, B TBOPUECKOM
Y UHTEJUICKTyaJIbHOM CpeJie, a HE B YCIIOBUSAX
CJIOXKMBIITHXCS MEIArOrM4eCKuX MOAX0I0B U
YTBEPXKIEHHBIX YUYeOHBIX IUIaHOB. OgHAKO
pe3yabTaT ObLT BICUATISIONIAM: CPEIH TIep-
BBIX BBIITYCKHUKOB OKA3aJICs LIEJIbIA Psifl BbI-
JAIOIIUXCS MY3bIKOBEJIOB, OYIyIIMX OCHO-
BOTIOJIOKHUKOB HAyYHBIX U MEJAarOorn4eCKux
kol — P. I'py6Gep, FO. Kengpi, JI. Mazens,
C. CkpeobxoB, U. CriocobuH.

PexoHCTpyKITHs COOBITHI TUX HECKOJIb-
KHUX JIET elé aJieKo He 3aBepiieHa. Jlaxe
T€ KPYHUIbl, KaKUE MOXXHO OOHAPYXHUTh
B OT/EJbHBIX JOKYMEHTaX, B MEMYyapHOH
JIUTEPATYPE U JIMYHBIX apXUBaAX, TO3BOJISIOT
MOHSATh, KAKOE 3HAUCHHE UMEIIU 3TH NIEPBbIE
IATh JIeT s OyQyIllero OTe4ecTBEHHOU
MY3BIKAIPHOM HayKH M HACKOJIBKO Ba)KHBI-
MU JJi pa3BUTUS HAYYHOU AESATEIbHOCTH
MOTYT OBITh TaKH€ B OOIIIEM €CTeCTBEHHBIE
BEIlIM, KaK COOCTBEHHOE IOMeEIIeHuEe, Ou-
OroTeKa M XOTs Obl HEOONBIION KPYT eI1-
HOMBIIIJIEHHUKOB. OHAKO U 3TO MEPBOMY
MTOKOJICHUIO COBETCKHX MY3BIKOBEIOB OBLIO
JOCTYTHO JJaJIEKO HE BCEr/a.

B nokymenrtax I[maBmayku (PI'AJIN)
coJiepyKarcs 1ICHHBIC CBEJCHUS O JCATENb-
HOCTH HECKOJIbKUX BEAYIIUX MY3bIKO-
BeqUeCcKuX yupexaeHuit 1920-x rogos —
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['ocynapcTBeHHOM akaJeMuu Xy/10)KECTBEH-
Heix Hayk (FAXH), I'ocymapcTBeHHOTO MH-
ctutyTa My3blkanbHON Hayku (IMIMH) wu
Poccuniickoro nHCTHTYTa HCTOPUU HCKYCCTB
— PUWU (IleTtporpaa-Jlenunrpan).

Ecmu ucropust TAXH u PUNU B Henas-
HUX MyOMUKalUMAX MOJy4Yusa JO0CTATOYHO
o0CTOsTENbHOE HCCieoBaHue'?, TO jes-
tenpHOCT, 'MMIMHa ocBemanachp, X0t u
JIOCTATOYHO TMOAPOOHO, JHIIL B HECKOIb-
KHX CTaThsX, BBIIICAIINX €LIE B COBETCKOE
BpeMsi'’. 3HAYMTENBHBIA WHTEpEC Tpel-
CTaBJISIIOT KPATKHE MCTOPUUYECKUE OYEPKH,
COCTAaBJICHHbIE HEU3BECTHBIMU aBTOPAMH
110 TIOPYUYEHHUIO PyKOBO/ICTBAa Beecoro3Horo
KOMHTETA IO JieJlaM UCKYCCTB'Y: 3TH JTOKy-
MEHTBI MOTYT CJIY’KUTb OTIIPABHOW TOYKOMN
B JAJIbHEWIIEM M3yYEHUU PAaHHECOBETCKHUX
MY3bIKaJIbHBIX HayYHO-UCCIIEI0BATEIbCKIX
MHCTUTYLIUH.

[IpumedaTenbHO, YTO MY3BIKAJIbHO-
ucropuueckne tpyasl I IMHa naxonmarcs
B pyCJI€ BIOJHE CJIOXHUBIINXCS NPEICTAB-
JeHu 00 WCCIIeOBAaHUSX Takoro poja'®,
B TO BpEMsl Kak MY3bIKaJIbHO-TEOpETUYE-
cKas rpoOyieMaTrKa BBITJISIIUT BEChMa CBOE-
oOpaszHo. Tak, B TOKyMeHTe yKa3bIBaeTcs,
yTto paborta Teopernueckoil accoruanuu
OblJ1a cocpeloTOYeHa IIIaBHBIM 00pa3oM
B KOMHUCCHUSX II0 ApXUTEKTYPHOU aKyCTH-
K€, N0 M3YUYEHHUIO 3BYKOBOTO BOCHPHSTHSI,
[0 W3YyYECHHI0 MY3BIKAJIbBHOW OJIapEHHO-
CTH, 110 BOKaJIbHOW METOJOJIOTUH, a TAKXKE
B Ocoboii KoMHCCHM TO pa3paboTKe HO-
BBIX TOHAJIBHBIX cucTeM. OTMeUaeTcs, 4To
B CTPYKType MHCTHTyTa pabOTamu KOMHC-
CUU TI0 «BBEJEHUIO B M3BECTHOCTH HacJe-
JIUs1 MY3bIKaJIbHBIX U MY3bIKaJIbHO-HAYYHBIX
nesteneit»: Ckpsouna, TaneeBa, JIuHEBOM,
SIHuyka.

Cpenu uccimenoBaTeneil, NpeacTaBUB-
MUX TpyAbl (JOKJIaAbl) B paMKax Jes-
tenpHOCTH ['MMIMHa, Ha3piBaloTCs HMEHa
MY3bIKOBE1OB-TEOPETUKOB b. SIBOpCKOTO,
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3. Pozenona, I1. Penuunnkoro, H. Bproco-
Boi, I'. Konroca, I1. 3umuna, JI. PabotHoBa,
C. DK3eMIUISIPCKO#, MY3bIKOBEI0B-UCTOPHU-
koB K. Kysnenosa, H. Kouerosa, M. lBa-
HoBa-bopeukoro, 3. CaBénoBoW, a TaKkKe
My3bIKaHTOB-3THOTpadoB A. Kacrambcko-
ro, C. Toncroro, B. bensena, B. Ilacxano-
Ba. Bcero B mrare mHCTHUTyTa paboTanu
56 4JenoBeK.

3HauuTEeNbHAS YacTh HCCIEAOBaTEIICH
SBJISUIACH COTPYAHUKAMU OJIHOBPEMEHHO
BCEX TPEX MOCKOBCKMX MY3BIKaJbHBIX YyU-
pexaenuii —'TAXH, TMMHa u MockoBckoit
koHcepBaTopuu. C 3TUM, HECOMHEHHO, CBSI-
3aHa COMIACOBAHHOCTh MHOTHUX HCCIIEI0Ba-
TEIbCKUX, U3IATEIbCKUX M YYEOHBIX ILIa-
HOB U MEPONPUSITHH, MPOBOAUMBIX ITUMHU
yupexaenusmu. Hampumep, Jlaboparopus
METPOTEKTOHUYECKOTO aHaju3a, HCCIeny-
emoro Kontocom, mpoussena oxono 100
AHAJIN30B MY3bIKaJIbHbBIX TPOU3BEIICHUMN;
OoJIHOBpeMeHHO KoHIOC unTa B KOHCEpBa-
TOPUH MY3BIKaJIbHO-aHAIUTHUYECKUM KypC
1o pazpaboTaHHOM UM cucteme. B nmpodec-
CHOHAJIbHOM PYCJI€ MBICIUJIOCHh U MOHSTHE
«TpOoTaraHjbh: HECKOJIBKO JIET CITYCTSI OHO
MpUMET OTYETIMBO BBIPAKCHHBIM TOJHU-
Tudeckud orteHok. Ho B crenax ['MMHa
OHa CBSI3bIBAJaCh C JAEMOHCTpAIUsIMU Ha-
YYHBIX JOCTMKEHMI: «B nemax npomaran-
JIbl MY3bIKQJIbHBIX HAYUYHBIX JIOCTHKEHUN
I'MMHoM ycTpO€HO HEeCKOJbKO IyOnny-
HBIX 3acelaHuil C MY3bIKQJIbHBIMHU JIEMOH-
cTpanusaMu (MHCTpyMeHT TepMeHa, ctapoe
“IeMecTBEHHOE” TIEHHUE CTapOOOPSIIIEB,
STHOTpaUUEeCKre KOHLIEPTHI U mp.) <...>

[Ipennonaraemast aestenbHOoCTh [ UMHa
B 00acTu Mpomarasjbl:

1. [Toka3arenbHple KaMEpHBIE M JTHO-
rpaudecKue KOHIEPThI

2. Paano-koHUEpTHI

3. Opranuzanusi JIEKIMH MO BOMpOcam
MY3bIKaJIbHOM HayKH

4. Uznanue tpynos ' MMHa:
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0 aKyCTHKE
110 THCTPYMEHTOBEJACHUIO
10 MY3bIKaJIbHOW MICUXOJIOTUH
no ¢oprenuaHHON W BOKaJIbHOU
METOJI0JIOTMU

I) 10 STHOTpadum»'®.

B 1923 rony 'TIMH cran noapasneine-
Huem ['AXH, coxpaHsOIMM aBTOHOMHBIN
XapakTep Hay4yHOW paboThl, — BIPOYEM,
B CKOPOM BPEMEHHM OH BEPHYJCS K CBOEMY
npexxaeMy cratycy. [lono6Hsie npeodpa3o-
BaHUs OBbUIH B niepBoii mosnoBuHe 1920-X ro-
JIOB BIIOJIHE OOBIYHBIM JIEJIOM, €IlI€ HE MpH-
BOJIMBILIUM K HEOOPATUMBIM Pa3pyIICHUSIM.
B 00HOBNEHHOM BHJI€ HHCTUTYT COCTOST U3
TISATH CeKIUI: (PUZNKO-TEXHUIECKOH, Pr3u-
0JIOTO-TICUXOJIOTHYECKOM, BOKAJIBHO-METO-
JOJIOTUYECKOM, AKCIIEpUMEHTaIbHO-TIEe/1a-
TOrH4YecKord M sTHorpaduyeckor. BuyTpu
Ka)XJI0M CeKIuu paboTalid OT OJHOM JI0 Ye-
THIPEX KOMHUCCHI U Jaboparopuid, Kaxaas
U3 KOTOPBIX Bella COOCTBEHHYIO JKCIIEPH-
MEHTaJbHYIO TEMY.

PacdopmupoBanue 1 TUKBUIALINS HEKO-
TOPBIX MOAPa3/IeIeHU HHCTUTYTa B 1929—
1931 rogax mojgoXXuiiK KOHEL €ro UCTOPHUH,
KoTOpas, mo ciaoBam 1. JIMBaHOBOM, «3a-
CIY)KMBAET II0 KpaliHEHM Mepe COIUIHON
MoHOTpaduu Ui cCOOpHHUKA CIEeIHATBHBIX
crarei»'’. OJJHaKO 3Ta UCTOPHS JIO CUX TTOP
TaK U HE HarucaHa.

C navanom 1930-x rogoB BIMSIHHE MY-
3BIKOBEJICHUS Ha COBETCKYIO MY3bIKAIbHYIO
KyJIbTYpY CTaj0 OYEBUIHO YyBEJIMYMBATH-
csi. OnHOM M3 MPUYMH ObUIO HEBEPOSITHOE
BO3pAaCTaHHE POJIM CJIOBA, BHICKA3bIBAHMUSI.
B onpenenéHHoM cMmbiciie MOXKHO YTBep-
XKIaTb, YTO COBETCKOE MY3BIKOBEICHUE
pOXKAAJIOCh U3 AyXa YCTHOTO CJIOBA W IIO-
POXJIEHHBIX UM >KaHPOB COBEIIaHUs, KOH-
(dhepenuun, cobpanusi, KOJIJIETHH, MJIEHyMa
Y, HAaKOHEll, Che3/a, BEHYaBUIETO BCIO ITY
uepapxuto. Omnpenenenue Buibreabma
[IIy6apra «OONBIIEBU3M €CTh HACTOSIIAS
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Oprus CJI0Ba, MPOHUKAIOIAS BCIONY, BIJIOTh
710 TIOCJICTHETO celiay's, MOXKHO C MOJHBIM
MIPaBOM MPUMEHHUTDH HE TOJIBKO K Teorpadu-
YECKUM 00BEKTaM.

C Hauana AesTeNbHOCTH OPUIIUATBHBIX
YUPESKICHUH YCTHOE OOCYXICHHE CTajo
€/iBa JIM HE IMIaBHOU (PopMOii CylllecTBOBa-
HUM Hayku. Takue oOCYXKIeHUS HayalHCh
yxe B creHax Hapxommpoca, My3bikaib-
HBIA OTJAEJI KOTOPOro pacrojarajicsi Ha
yeTBEPTOM 3Take foma Ne 53 Ha OcToxeH-
ke'’. [logoOHbIe cOOpaHMsI TPOXOIWIN U
BO MHOTHX JPYTHX ayJUTOpHUsXx MOCKBBI:
MockoBckoM yHuBepcuteTe, Ouznueckom
uHcTuTyTe, [lonurexnnueckom mysee. My-
3BIKOBE/IbI COOMPANIUChH /AK€ Ha YacTHOU
TEPPUTOPUU — HATIPUMEP B OOJIBIION KBap-
tupe Oynymero npodgeccopa MOCKOBCKOM
koHcepBaropuu B. ITacxanoBa Ha TBepckom
oynbsBape, 17. TpynHo ckaszarb, 4yero ObLIO
Oosibllle B MY3BIKOBEIYECKOM TBOPUECTBE
PAaHHECOBETCKUX JIE€CATHIECTUH, — IHUCh-
MEHHBIX WJIH YCTHBIX ()OpPM, OJHAKO YXKe
cama IO0CTaHOBKA BOIIPOCA TOBOPUT O TOM,
HACKOJIBKO CHJIBHBIM OBLJIO BIUSTHUE Pa3ro-
BOPHOT'O CJIOBA U HACKOJIBKO CYIIECTBEHHOE
BO3/ICCTBUE 3TO OKA3ajO HAa PUTOPHUKY U
CTHJIUCTHKY MY3BIKOBETYECKHX BBICKA3bI-
BaHUN. MoeT ObITh, TOATOMY PE3YIbTATHI
MHOTHX HCCIIEZIOBaHUII HE COXPAHWIUCH;
OJlHA W3 NPHUYMH KaK pa3 U 3aKIroyvaercs
B TOM, YTO OHHM CYUIECTBOBAJIH TOJIHKO
B BHJIC YCTHBIX JIOKJIQJIOB U HE Bcerna (puk-
CUPOBAJIUCh J1aK€ CAMUMU JTOKJIAAYUKAMH.
O paspabareiBaeMOi MpoOIeMaTUKE CEroI-
HS MOXHO CYIUTh NMPEUMYIIECTBEHHO IO
MPOTOKOJAM 3aceJaHuii M IO COXPaHHB-
HIMMCSl TJIaHaM C yKa3aHUeM IpeaHa3Ha-
YEHHBIX K BBICTYIUICHUIO TEM.

HimeHHO B 3TOT neproa Ob11 chopMyIu-
POBaH 3aKa3 Ha CO37JaH1E COBETCKOM ONEPHI,
COBETCKOM CHUMGPOHHHM U JAPYTUX KAHPOB,
MOMABIIUX B 30HY 0CO00H 3a00ThI rocy-
JapcTBa. JTO BPEMsI OCTABUIIO MHOXECTBO



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 4

0

JIOKYMEHTOB, CBUJIETEJIbCTBYIOIIUX O Haya-
JIe «BCECOIO3HOU MY3BIKAJIbHOW CTPOUKHUY.
Cpean mnpuMEpPOB — MHOIOCTPAHUYHBIE
CTEHOTPAMMBbl, TOCBALIEHHBIE OOCYXkKe-
HUO TpousBeaeHuid Kk 20-1eturo OKTAOPA,
K MapTUMHBIM Che3faM U IuieHyMaMm. Kop-
NyC JOKYMEHTOB BKJIFOYAET TEKCThl CAMOT0
Pa3JIMYHOTO CBOMCTBA — OT BCEBO3MOXHBIX
YCTHBIX AMCKYCCHH (0 COBETCKOM cuMQo-
HU3ME, COBETCKOHM orepe, 00 MHCTpyMEH-
TaJIbHOW MY3bIKE, IPOTPAMMHOCTH, HAPOJI-
HOCTHU U T. .) A0 MyOJUKauil B COBETCKHUX
ra3zerax 1 KypHainax. [Ipu 3Tom oLieHKH, BbI-
CKa3blBa€MbI€ MY3BIKOBEIAMH IMpPHU 0OCYXK-
JICHUU omep, CUM(OHUH, a TaKKe B paMKax
JTUCKYCCHI, HEPEJKO OTIINYAIUCh BBICOKUM
npodeccuoHaIu3MOM W TOYHOCThIO. Ya-
CTO Ha OCHOBAaHUMU OJIHOTO-€JUHCTBEHHOIO
NPOCITYIIMBAHUS ONEPhl WIH CUMGOHHH,
KOTOpO€ K TOMY K€ TPY/JAHO Ha3BaTh MOJIHO-
LIEHHbIM, TaK KaK BCE€ MApTUU MOT NETh U
UrpaTh caM KOMIIO3UTOP (J1aJIEKO HE BCErna
MCKYCHO BJIJICIOLUI TOJI0COM U QopTenu-
aHO), BBIHOCUJITUCH MOPA3UTEIHHO TOUHbBIE U
IPOHULIATENIbHBIE CYXKICHHUS.

OrpomHbIi Marepuas COJEpPkKaT TAKKE
MPOTOKOJIBI KOH(EPEHIIMH MY3bIKAIbHBIX
pabOTHUKOB, COBELIAHUN B MY3BbIKaJIbHBIX
TeaTpax, coopanuii B Komurere no nenam
UCKYCCTB, JIUCKYCCUIl B paMKaX MY3BbIKO-
BeAueckoi ceknu Coro3a KOMIIO3UTOPOB U
penakuuu xKypHasa «CoBeTCKasi My3bIKa».
OTH JAUCKYCCUU HEPENKO HaXOAWIW Ipo-
JOJDKEHHE B CTAThAX MY3BIKOBEIOB, KOTO-
pble OBUIM CBOEro poja «JA0roBapMBaHUEM
HEJOTOBOPEHHOIO» M CBHUAECTEIBCTBOBAIU
0 BBICOKOM I'pajyce HEpaBHOAYLIUS, C Ka-
KM OOCYKJalIHCh HAaCyILIHbIE MPOOIEMBI
MY3bIKaJIbHOU JKU3HU CTpPaHbl U CHOCOOBI
€€ OCMBICJICHUS.

B 310 xe aecsaTunerue HauMHAETCS Lie-
JeHanpaBjeHHas paboTa My3bIKOBEJIOB HaJ
CO3/1aHMEM HAy4YHBIX TPY/IOB, IPEXKIE BCETO
KOMIIJIEKCA COBETCKUX Y4YEOHHMKOB. BaxHO
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OTMETUTh, YTO DIHUIIEHTPOM ITOH PabOTHI
CTaJIM KOHCEPBAaTOPHH, HAyYHasl POJib KOTO-
pPBIX 70 9TOTO BpPEMEHHU OblIa JOCTATOYHO
ckpoMHO#. [IpoTOKONBI MEpPBBIX 00CYXke-
HUH, TOCBSMIEHHBIX €€ TOIBKO OyIyIINM
y4eOHHMKaM, TOKa3bIBAIOT, HACKOIBKO BaXK-
HOU OblIa paboTa Haj yuyeOHOH JauTepary-
PO, KoTOpasi cTaia OAHOM U3 GopM 60PHOBI
3a cOXpaHeHue caMoi mpodeccu My3bIKO-
Bena. Haumnas ¢ 1936 roma (co BpemeHH
co3ganusi Komwurera mo paenaMm HCKYCCTB
CCCP) Bompoc HanucaHusi yuyeOHUKOB
HEU3MEHHO BBICTyNaJl Ha TNEpPBBIA IUIAH
B MOBECTKAX 3aCEJaHUN MY3bIKOBEAUYECKUX
kageap MockoBckoit u JleHuHTpaackon
KOHCEpBaTOpHUil, HEMHOTO Mo3aHee — [ocy-
JAPCTBEHHOTO  MY3bIKaJbHO-TIEAaroruye-
CKOTO MHCTUTYTa UMEHU ['HECHUHBIX U CO3-
naHHoro B ToMm ke 1944 rogy Mucturyra
ucropun uckycctB AH CCCP (B nHactosi-
niee Bpems — ['oCynapCTBEHHBIN MHCTUTYT
ucKyccTBo3HaHusA). OOCyXKIAeHHE TaKUX
npoOsieM, Kak HUCTOpUYECKas Mepuoau3a-
AT OT€YECTBEHHOM MCTOPUU MY3BIKH, CO-
Jep’)KaHue M MeToAuKa y4eOHOro Kypca
«Hctopus my3siku HapogoB CCCP» u . 1.,
HEpPEAKO MPOXOAWIO B TEUEHHUE MHOTUX
JHEH npu OOJIBIIOM CTEUEHUH CITylIaresei,
C HENPEMEHHBIM OTPAXXEHHUEM HTOTOB 00-
CY>KJICHHUS B LICHTPAJIbHBIX T'a3€Tax U XKyp-
Hanax. IIpoTokonbl MoOmgOOHBIX CcoOOpaHMiA
B HEKOTOPBIX CIIy4asiX COCTABJISUIM HECKOJIb-
KO TBICSY CTPAHHULI.

Ouenka y4eOHMKOB OblIa JaJeKO HE
Bcerjga OnaroxkenarenbHoil. B HekoTopbIx
cinyuasx «CoBeTckasi My3blkay Iedaraia u
pe3KO OTpHIaTe/IbHbIE MHEHUSI — KakK, Ha-
npumep, or3biB JI. KynakoBckoro o6 yue6-
HUKE «DJIeMEHTapHasi TEOPUS MY3bIKI Jie-
HuHrpazackoro teoperuka C. IlaBiroueHko
(1938)*. Vke camo Ha3BaHUC MMyOIMKAIINN
«B 0opbOe 3a coBeTCKUN yUeOHHK TEOpUU
MY3BIKI» TTOKa3bIBAET, C KAKUM HJICOJIOTH-
YECKUM HAaKaJlOM MPOXOAMUIIO OOCYXICHHE
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TaKMX BIIOJIHE MUPHBIX BelEH, KaKk co3ja-
HHUE YYMWIHITHOTO yueOHOoro nocodus. Croi
o13bIB KynakoBckwii mpeaBapsieT GopMyiu-
POBKOM T'€HEpaJIbHbIX MOJIX0/I0B COBETCKOM
MY3bIKaJIbHOW NMEJAroruku: «Jlms kaxxaoro
COBETCKOI'O MY3BIKOBEJA CTaJO YXKE €cTe-
CTBEHHOM MPUBBIYKOW — HEYKJIOHHAs 00pb-
0a 3a OCYyIIECTBICHHE OOIIUX JIO3YHIOB
COBETCKOM MY3BIKAJIBHOW KYJIBTYpbl — Ha-
POIHOCTB, PEAIU3M MY3bIKAIbHOIO SI3bIKA;
6opr0ba ¢ popmanuzMoM; 60pr0a 3a TECHBII
KOHTAKT TEOPHUU U INPAKTUKH, 32 BBICOKHM
TEOPETUYECKUIA YPOBEHb COBETCKOTO MY3bl-
KO3HaHUS.

JIo3yHIM 3TH, TOHATHO, 00s3aTelIbHbI
HE TOJBKO JUISl MY3BIKOBEIOB, aHAJIU3UPY-
IOLUX KOHKPETHBbIE MY3bIKaJbHbBIE MPOU3-
BEICHMSI KIIACCUKH UJIM COBETCKOM MY3bIKH,
HO U Ul TEOPETUKOB, KaK B CHELMAJIbHBIX
MOHOTpadusix, TaKk U B MOBCEJHEBHOM me-
Jarorudeckoit padore. 3aech, rue ocoOeH-
HO CWJIbHA MHEPLMS IPOLUIOro, B MeIaro-
TMYECKOM MpaKTUKe, MPUXoauTes “‘c boem”
YTBEP)KIAaTh NPUHLMIIBI, JAaBHO IEPECTaB-
mme OBITh TMCKYCCHOHHBIMHU Ha CTPaHUIaX
’KYPHAJIOB, B JIOKJIaIaX U mp.»>',

B crarse KynakoBckoro peus Ua€T o Ha-
YaJbHOM 3Tale W3yYEHHs AIIEMEHTapHOU
TEOPUU MY3bIKM — JIHUCLHUILIMHBI, YPE3BbI-
YalHO NOJBEPKECHHOM, 110 MHEHUIO aBTOpa,
CXOJJACTUYECKUM TMOAX0JaM, OTOPBAaHHBIM
OT NPAaKTHUKH. B 4éM ke OH ycMaTpuBaer Ta-
KM€ MOJXOAbl B PELIEH3UPYEMOM yUeOHUKE
[TaBmroueHko?

«Ocoboe BHHMMaHUE CIEeNyeT YAEIUTh
HapOAHOMY TBOPYECTBY, YUYUTHIBAs U MHO-
roHanronanbHocTh CCCP, u T0 orpoMHoe
pacuimpeHue TeopeTuuecKoro 6asuca yqeo-
HUKa, KOTOPOE AET UCII0JIb30BaHNUE HAPOJ-
HOTO MY3BIKJIBHOTO $13bIKA, TaK OOraTroro
B MEJIOAMYECKOM OTHOILIECHUHU, JIaJI0BOM,
METPOpUTMHUYECKOM. <...> U3ydeHue yueo-
HUKA JJOJDKHO aCCOLIMMPOBATHCS HE TOJIBKO
c cyxuMu (opMyJaMHu, CXEeMaMH, YIpax-
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HEHUSIMU, — HO C LIEJION BEPEHUIIEH SPKUX
My3bIKaJIbHBIX 00pa3oB. <..> Hakowner,
OYEHb BaKHBIM 33JJaHHEM HOBOTO y4eOHHUKa
TEOPUHU MY3BIKH SBISIETCA HEOOXOIUMOCTD
C caMoro Hayaja U3y4yaTb MY3bIKy Kak BbI-
pPa3UTENbHYIO peub, a €€ “IIEeMEHTHI” Kak
CpEZICTBA BBIPAXKEHHSI ATOTO SI3BIKa»*2.

KynakoBckuii, oquH M3 aBTOPOB MHJEH
LIEJIOCTHOTO aHaju3a, YTBEPXKIAET, YTO
«B Ka)KJIOM TBOPYECKOM 33/IaHUU y4alIuics
HalIAHO OUIYIIAeT BBIPa3UTEIbHOE 3Ha-
YEeHHE BCEX AJIEMEHTOB MY3bIKAJIbHON peuH
U, TPEHUPYS] MY3bIKaJbHBIA CIyX, IOMYTHO
pa3BUBAET U CBOIO BOCIPUUMUYUBOCTD K MY-
3pIke»>. KpuTHuecku oleHHBas y4eOHUK
JICHUHTPaJICKOTO aBTOpa, OH 00paIiaeT BHU-
MaHME Ha TOYTHU IOJHOE OTCYTCTBHE IpH-
MEpPOB M3 COBETCKOW MY3BIKAJILHOM JINTE-
parypsl, nonaras, 4To oOpa3lbl MacCOBBIX
neced, cUM(OHUI 1 onep Moniu Obl Ipo-
JI€MOHCTPUPOBATh HOBBIA THUN Y4eOHHKA.
OpHako oOpamiasich K CTapUHHBIM aBTOPaM
— Ipetopuycy, ®peckodbanbau, ['Bumo Ape-
TUHCKOMY, — [TaB/IrOu€HKO, 10 MHEHHUIO KpH-
THKa, OOHApPYKHUBAET «PETPOCHEKTUBHOCTD
BKYCOB, HEOXKU/IAHHYIO JJIsl COBETCKOIO aB-
Topa»**. Kputrdyeckoe 3aMedaHuie BBI3BAIIO
Y OTPaHMYEHHOE HCIIOJIb30BaHUE 00pa3IoB
My3bikn HaponoB CCCP. B mpotuBoBec
TOMY HEAOCTAIOIIEMY «IIEPEJOBOMY» Ma-
Tepuasry o0pa3lbl CTAPUHHON MY3BIKH arT-
TECTYIOTCSI PELIEH3EHTOM KaK «JIOpEBOJIO-
IIMOHHBIN OasumacT»®. Jlajee TImareabHOMY
pa30opy noJBEPraroTCs BCE 3HAYUMBIE OTpe-
JeNeHus ydeOHUKa: raMMa, Ma)kop, MUHOD,
pUTM, Menoaus, 3ByKopsia... Hapsny c Bbl-
CKa3bIBaHUSIMH BIIOJIHE CIIPABEAJIMBBIMU pe-
LEH3eHT yrpekaeT [laBiaroueHko B TOM, 4TO
OH «HAYKMCTO BBIYEPKHYJI BCE PACCYXACHUS
0 COZIEpKaHUHU MY3BIKU»*®.,

OTOT OT3BIB MOXXHO paccMaTpuBaTrh
B Kaue€CTBE OJIHOTO U3 IPUMEPOB TOr0, KaK
aHTU(OpMaTUCTHUECKasT UICOJIOTHs CcTalla
3axBaTbIBaTh METOIOJIOTHYECKYIO 00JacThb
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uccnenaoBanuii. Biepeau Obutn u Gosee mo-
KazarejabHble (DaKThl — HAMPUMED, YBOJb-
HeHHe M3 JIGeHMHIpaJaCKON KOHCEpBATOPUHU
npodeccopa A. byukoro 3a kaury «CTpyk-
Typa MY3bIKaJbHOTO MPOU3BEICHUS» WIH
MOMNBITKA MEPECMOTPA YK€ 3alIMUIIEHHBIX
nucceptanuii B. Konen u T. JIuBanoBoi?’.

[TomuMo xypHanmbHOU (OPMBI 0OCYK-
JIEHUW, NPAKTUKOBAJIUCh M JUCKYCCUU
B (hopme coBenianuii 1 KoH(pepeHuii, npo-
BOJIMMBIX B KomuTeTe 1o penam UCKycCTB.

Nudopmanusi 0 BBIIEANINX W TOTOBS-
mMXCcsl y4eOHMKAaX M Yy4eOHBIX Mporpam-
Max 3a0JaroBpeMEHHO  HalpaBisiach
B locynapcTBeHHOe ympaBieHHEe Y4eOHBIX
3aBeneanit (I'YVY3) Komwurera, tae Takke
YCTpauBaJIUCh MyOIUYHBIE OOCYXKICHUS,
KOTOPbIE MPOBOAWINCH BIUIOTH JO Hayaja
BOITHBI. OJTHO U3 MOCIEIHUX MPEIBOECHHBIX
3acelanuii cocrosiioch 3 mapra 1941 roma
B ['YVY3e u mocesmanocs 00CyXIEHUIO
YYEOHUKOB MO HMCTOPUHM MY3BIKH, BBIIIE/I-
X B 1939-1940 romax?.

[Iporpamma yde6HOTO Kypca, 0 KOTOPOM
UaET peub, Obula pa3paboTaHa megaroraMmu
kadeapbl ucropun My3bsiku Hapogaos CCCP
MI'K K. Ycnenckoit u I1. PribakoBoii. Kypc
BIIEPBbIE YUTAJICSA YK€ B MY3BIKaJIbHOM
yunnunie. Ero cTtpykrypa Obuta Tpéxuact-
HOW. B OOBsACHUTENHHON 3alIMCKE TOBOPH-
nock: «I[lepBas yacTh MocBAIEHA UCTOPUU
MY3bIKaJIbHOU KYJIBTYPbl PYCCKOTO Hapoja
10 OKTSI0pbCKOM CONMATMCTHYCCKOW pe-
Bostornu. Creyromuid pa3aen NOCBSIEH
UCTOPUU MY3bIKaJIBHOW KYJIBTYpBl IPYTUX
HapoaoB Hamel cTpaHbl 70 OKTIOphCKO
COLIMAJIUCTUYECKON PEBOJIIOLIMU U TIOCIIE-
HfAS 4YacTb Kypca — HCTOPUM COBETCKOMN
My3bIku»®. B pazmene «CoBerckas My-
3bIKaJIbHAsL KYJIBTYpa» YXKe IMPUCYTCTBYET
MOTHUB OOpPBOBI «HAPOHOCTH, MACCOBOCTH,
JIEMOKPATHU3May KaK 0€3yCIIOBHBIX TTOJIOKH-
TEJIbHBIX XapaKTEPUCTUK COBETCKON MY3bl-
KaJIbHOM KYyJBTYpbI — B TPOTUBOBEC «YTIPO-
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IIEHYECTBY », KACKAKECHUIO JIMHUU TAPTUL
U JlaXK€ «U3BPALICHUIO» B JIESATEIBHOCTH
PAIIM. Ho camoe miaBHOe — 3TO BHece-
HU€ B NIEPUOJU3AINI0 UCTOPUU COBETCKOU
MY3bIKH TaKUX pYyOeKHBIX COOBITHH, Kak
[Tocranosnenne 11K BKII(6) ot 23 ampe-
g 1932 roma («O mepecTpodke Xymoxe-
CTBEHHBIX OpraHu3alMil...»), pAI cTaTei
B «[IpaBae» npotus popmanuszMa u HATypa-
JU3Ma U JIOCTHXKEHHUS COBETCKOM KYJBTYpPbI
nocie 1932 roxa.

OO6pamraroT Ha ceOs BHUMaHHE U TeMa-
TUYECKUE MPUOPUTETHI TporpaMMbl. B Hux
OTpaXkaroTcsl HauboJsee akTyaJlbHbIE 3a/1a4U
COBETCKOM MY3bIKaJIbHON KYyJIBTYpBbI, CTOS-
e Tepea coOoOIIeCTBOM KOMITO3UTOPOB.
[lepBoe 1 m1aBHOE — 3TO COBETCKAs OIepa.
DTOMy MOKa3aTeIbHOMY KaHPY YAENIsAeTCs
MIEPBOCTETICHHOE BHUMAHHUE BO BCEX pasjie-
Jax mporpammel. M3ydarorcst omepbl Bcex
COBETCKHMX HApPOJIOB; B CTPYKTYpE Kypca UM
yaensieTca oco0oe BHUMaHUE — JECATh 3a-
HATUN (B TO Bpemsi kak Teme «CoBeTckue
ofepbl KOMIIO3UTOPOB OpaTCKUX pecCIy-
OnmuKk» ynensercs Bcero ogHo — 11-e 3aHsi-
te.) Cpeau wu3ydaeMblX KOMIIO3UTOPOB
obun  [[3epxkunckuii, Kenobunckuii, Ka-
OaneBckuii, CTenmanoB, X peHHUKOB; HAIIUO-
HaJIbHYIO OTIepy B MpOrpamMme MpeaCcTaBIsi-
1T [TanmamBunu u [nusp.

[TpumeuarenbHO, YTO 0OCYKICHHUE KYyp-
ca ucrtopuu My3biku HapogoB CCCP naua-
J10ch B MOCKOBCKON KOHCEPBATOPUM NMEH-
HO B CBSI3U C HCTOPUEN COBETCKON MY3bIKH:
B nporpamme YcreHckoil u PribakoBoii oH
MPUCYTCTBYET KaK cocTaBHas €€ yacth. Ha
3acenanuu kadenpel ot 14 ampens 1934
rofa’® mepBoHavalbHO (B IUIaHE, MPE-
crapieHHoM lO. KengplmeM) peusp nuia
0 TOM, 4TOOBbI 00BbEIMHUTH 00a Kypca B OIMH
U YMECTUTh UX B cTaHaapTHble 60 4acos.
OnHako 3anjaHUPOBAHHBIE K H3YUYEHUIO
22 KOMIIO3UTOpa JENAId 3Ty MHPOrpaMmy
HEBBIIIOJIHUMOM.
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[To moBomy camoro Kypca TOXE€ BO3-
Hukiu cnopsl. FO. Kengpimr npencraBuin
BapUAHT MIPOrpaMMbl M3 JBYX pa3iesioB:
1. DTanbl pa3BUTHS COBETCKOTO MY3bIKaJIb-
HOoro (poHrta; 2. Bompocsl TBopyecTBa:
a) 2BOJIOIMUS JKaHPOB, 0) aHAIM3 TBOpYE-
CTBa OTJICNIbHBIX KOMITIO3UTOPOB.

[IpoTokoibl 3acenanuii IO ITUM BOIIPO-
caM OTpa3W/ii MHEHUE HEKOTOPBIX y4acT-
HUKOB OOCYXJICHUS:

«Kabanescxuii. CIauikoM MHOTO MeCTa
3aHUMAIOT Pa3roBOPbHI MO MOBOAY MY3BIKU
M Majo BHUMAHHS YIEISAETCS CaMOMYy MY-
3BIKQJIBHOMY TBOpuYecTBY. Jlyumie Bompo-
Chl JIOKYMEHTAJIbHOTO U JEKJIapaTUBHOTO
MOpsiZIKa CBA3BIBATH C CaMOM TBOPYECKOM
npaktukoil. Hegocrarok nmporpaMmsl — OT-
JIEJIEHUE YacTU JEKJIapaTUBHOM OT BOIPO-
COB TBOPYECTBA.

Puioickun. Taxke He corviaceH ¢ pasfe-
aeHueM l-ro u 2-ro pa3aenoB. PekomeHnayro
paccMOTpeHue TBOPUECKUX MPOOIIEM B CBSI3U
C pa3BUTHEM caMOoro TBopuecTBa ¢ OKTIOph-
ckoil peBosroiuu 1917 rona 10 HaIIUX JTHEH,
YTO COCTaBUT 1-i1 paznen kypca. 2-ii pa3aedn:
pa3BUTHE OTACIBHBIX KaHPOB. 3-i: mpoobiie-
Mbl HallUOHAJIBHBIX MY3bIKaJIbHBIX KYJBTYP.
4-ii: paccMoTpeHre Haubosnee KpymHbIX (u-
ryp. 5-ii: utoru. [Ipobnema conpanucTuye-
CKoOrO peanm3ma’’!, cumponnsma u ap.

<..>

bprocosa. He commacHa ¢ TOUYKOM 3peHUS
Kabanesckoro, 4To HE HYKHO TOBOPUTH OT-
JeTbHO 00 OCHOBHBIX MPHUHIIMIIAX COBET-
CKOTO MY3bIKaJIbHOTO (PpOHTA.

Ilexenuc. <...>ILman Kengpima crpagaer
TeopeTu3MoM. OH JOHKEH ObITh IPOHU3AH
UCTOPU3MOM. TBOPUECTBO OTAEIBHBIX KOM-
MO3UTOPOB HYXHO M3y4yaTh B CBS3M C YKaH-
pamu. M3yueHue HAIMOHAIBHBIX KYIBTYP
JOJKHO OBITH BhIAENeHO. [Ipennoxenue:
y4Ts OCHOBHBIE MOXEJaHUs, NPEIIOKUTh
KOMHCCHUM C TIPUBJICYCHUEM HOBBIX 4YJe-
HOB (KabaneBckuii, XOXJIOBKHHA) C/EIaTh
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raH 6oJyee pa3BEPHYTHIM U ACTATbHBIM.

Kenoviu. Cuuraro, 4To IJIaH JOJKEH
ObITh CKaThIM. Pa3BEpHYTHIN MmiaH — pe-
3yJAbTaT HAyYHO-HCCIIEOBATEIbCKON pabdo-
Tl. Cellyac MOXKHO CHI€JIaTh TOJIBKO YCTa-
HOBOYHBINA JOKyMeHT. CornaceH ¢ 0TKa3oM
OT OTJICJIHBIX aBTOPOB»*2.

Yepes HECKOIBKO JIeT Gopmar oocyxie-
HUH CyLECTBEHHO M3MeHmiIcs. CoBelanus
U KOH(epeHUNH, NOCBAUIEHHbIE y4eOHU-
KaM, MPUHSIU COBEPILIEHHO HHOM MaciTab:
K UX O0CYXXJIEHHUIO CTaIH MPUBJIEKAThCs HE
TOJIKO 3aMHTEPECOBAaHHBIE MPENOAABATEIN
MY3bIKaJIbHBIX YUYWIMIL U KOHCEpPBATOPHIl,
HO Takke Cor3 KOMIIO3UTOPOB, pPENAKLIU
KypHana «CoBeTckas My3bIKa», Haubosee
BIIUSITENIbHbIE MY3bIKOBenbl. [Iputom kpu-
TUKE HEPENKO IMOABEPrajuch KakK HOBBIE
y4eOHUKH WJIM IPOrpaMMbl y4eOHBIX Kyp-
COB, YTO BHJHO W3 MNpuUBEAEHHOro (par-
MEHTa MpoTokoia Kadeapsl MockoBckon
KOHCEPBAaTOPUHU, TaK U YK€ HM3JAaHHbIE U
BHEJIPEHHBIE B IPAKTUKY TPY/bl. 3a CpPaBHU-
TEJIbHO KOPOTKOE BpeMmsi — ¢ Hayana 1940-x
1o Hagana 1950-x romoB — cocTosuuch 00-
CYXJCHHS BCEX 3HAYUTENIbHBIX YUYECOHHKOB
¥ Y4eOHBIX TIpOrpamMm™.

Kputnueckas orneHka yuyeOHOW auTepa-
Typhl, Kak ¥ oOIasi KpUTUKA HAy4YHOH Je-
ATEIHHOCTH MY3BbIKOBE/IOB, Hayaa 3By4yarb
yxe B 1947 romy. OO 3TOM CBUAECTEIHCTBY-
€T cofiepKaHUEe HEKOTOPBIX CTEHOIPaMM,
00bEM KOTOPBIX B psifie CIydaeB JOCTUTAI
1500 cTpanun — 3acenanus JJIMIIACH HEIpe-
PBIBHO B TE€UEHHUE ABYX HEJENb (TaKOBO, Ha-
npumep, Obuio 0bcyxnenne kHur A. Oro-
neBua). B tom xe 1947 rogy cocTosioch
CoBenjane pabOTHUKOB BY30B MCKYCCTB,
Ha KOTOPOM C J0KiazoM BeicTynun A. Hu-
koimaeB — mpodeccop MI'K, BBenénubiii
B cocTaB coTpyaHukoB Komutera no nemnam
uckyccTB. IIpenMeroM ero KpUTHKHM CTalIH
TpH y4eOHHKA, BBIIIEAIINE TOYTH OJHOBPE-
MeHHO B 1940 roay:
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«06 yyebHuke nood peo. M. C. llexenuca

OTOT TpyA SBWICS MEPBBIM CEPbE3HBIM
OTIBITOM CO3JIaHHUSI COBETCKOTO Yyd4eOHHuKa
UCTOPUM PYCCKOW My3bIKM. OJHAaKO Ha-
pAly C pSAOM TMOJIOKHUTENbHBIX CTOPOH
B 3TOIl paboTe MbI BCTpeyaeMcs ¢ OBEPX-
HOCTHBIM, HEJOCTaTOYHO pa3paboTaHHBIM
ONMCAHUEM JPEBHEN MY3bIKaJIbHOM KYJIbTY-
pPbI, C CHCTEMOM OLICHOK SIBJIEHUM PYCCKO-
ro mMysbsikaibHOro TBOopuecTBa X VIII-XIX
CTOJIETUM, C TOYKU 3PEHUS BIUSHUN 3amaj-
HOEBPOIIEHCKON MY3BIKaJIbHOM KYJIBTYPBI U
UTHOPUPOBAHUSI KaYE€CTBEHHOTO CBOEOOpa-
3Us PyCCKOM MY3BIKH.

B nouckax MHO3EMHBIX BIMSHHMI aBTO-
pbl yuyeOHHMKA JOXOAAT IO TOrO, YTO Jaxke
reHuasibHbIl pomanc boponuna “lns Oe-
PEroB OTYM3HBI NAJIBHON OHHU paccMmarpu-
BalOT Kak nojpakanue pomancy lllymana
“4 He cepxych’ .

06 yueonuke T. H. Jlusarnosoii

[TonoOHbIE X€ HENOCTAaTKU UMEIOTCA U
B pabotax npodeccopa JluBanosoii. Bo3b-
MEM 151 IpuMepa e€ KHUry “Odepku u ma-
TE€pHUaJIbl 110 UCTOPUM PYCCKOM MY3bIKajlb-
HON KyJbTyphl”, u3faHHyro B 1938 rony.
<...> HENpU3HAaHHE aBTOPOM OTPOMHOM, OC-
HOBOIIOJIAralolEed pPOJIM HApPOJHOM MYy3bl-
KA B Pa3BUTHH PYCCKOro MpodecCHOHab-
HOTO MY3bIKaJbHOTO UCKYCCTBa, a TaKXKE€ U
yOexJIeHre aBTopa B Upe3BbIUaiiHON OTCTa-
JIOCTH PYCCKOM MY3BIKAJIBHOW KYJIBTYPBI 110
CpPaBHEHHUIO C 3arajgHou. <...>

OOBHHSISI pYyCCKYIO MY3BIKAJIbHYIO KYJIb-
Typy B OTCTaJIOCTH, aBTOP BCE PyCCKOE MY-
3pIKkO3HaHUe XIX cronmerus kBanuduiupyer
KaK “IBOPSAHCKUN JUJIETAaHTU3M , a TOBOPS
0 My3bIke Hagana XX BEKa COIIAIIAETCS
¢ snurpadpoM H3 “MY3BIKAJIBHOTO allb-
MaHaxa” 1914 ropa, rae roBOpUTCS, 4TO
“B pycckoW My3BIKAIBHOW XWU3HM HOYb
Oe3MOJIBHASI, HET IIJIAMEHEIOIEH MBICIN .
<...> IlogoOHble OMMOKU HUMEIOT MECTO
u B yueOHuke mpodeccopa JluBaHoBou
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“HcTopus 3amagHOEBpONEHCKON MY3bIKU J10
1789 roma”. B a10ii pabote aBTOp abCOMIOT-
HO BBIKJIFOYAET BCE CIIABSIHCKUE KYJIBTYPBI.

06 yuebnuke B. 3. ®epmana

XpOHONMOTUYECKUM  MPOAOJIKEHUEM
yueOHuka T. JIuBaHoBO# siBisieTcst y4deO-
HuK npodeccopa Pepmana “Uctopusi Ho-
BOM 3amagHoeBponeiickoid My3biku. Tom 1.
Ot ¢panmysckoit peomtonnu 1789 roma
1o Baruepa” (M.; JI.: Mysrus, 1940). Otot
y4eOHUK COCTAaBJIEH TaKUM 00pa3oM, 4YTO
OH MOXET BIIOJHE YAOBJIETBOPUTH JHOOOTO
Oyp>Kya3HOTo UCTOpHKA... B urore uaeomno-
TUYECKON MOPOYHOCTH ITOT YUeOHUK HOCUT
SIBHO aIllOJIUTUYHBIN XapakTep.

[ToMuUMO OTIENBHBIX MOrPEIIHOCTEM.. .,
B y4eOHUKE HET XapaKTePUCTHKU OCHOB-
HBIX CTUJied (Hampumep, KIACCUIIM3MA,
POMaHTH3Ma), HET HUYET0 O POJIH PYCCKOM
MY3bIKH B MUPOBOM MY3bIKQJIbHOM HCKYC-
cTBe. Pycckue KOMIO3UTOPHl YITOMUHAIOT-
Cs JIMILIb KOTJAA peub UIAET O “‘CHIIbHEUIINX
BusaHuAX” Illymana Ha Yaiikosckoro, ba-
nakupesa. [TomoOHoro pona cepbE3Hble He-
JIOCTaTKH B paboTax, HamucaHHbIX 8—10 net
TOMY Ha3aJl, JOCTaTO4YHO SPKO MOKA3bIBAIOT
MPUHIUNHAAIBHBIE OUIMOKHU, UMEBIIUE Me-
CTO B HAIleM HCTOPUYECKOM MY3bIKO3Ha-
HUM»4,

Takum o6pa3om, Obuld 0003HAYEHBI
[JIaBHBIE TPOOJIEMBI, KOTOpPHIE HAMPSIMYIO
KacaJINChb METOJOJIOTMM M MCCIIEeI0BaTEb-
CKOT0 paKypca MY3bIKOBETYECKUX TPYIOB.
Brnonne 3akoHOMEpHO, YTO 0COOYIO0 OCTPO-
Ty OHU MPUOOPENH B CBSI3U C OOCY X ICHUEM
y4eOHUKOB, TI0O KOTOPHIM B TOT TEPHOJ
YUYWJIUCh CTYJAEHTHI BCEX KOHCEpBATOPHUU
cTpaHbl. Be€ 10 nmumano uccienoBarenen
YBEPEHHOCTH, 3aCTaBIISUIO OTKA3bIBaThCS
OT JHWCKYCCHOHHBIX CYXJICHHH, ympolia-
JIO COAEp)KaHWE W JINTEPaTypHYIO BbIpa-
3UTEIBHOCTh KHUI. YCPEIHEHHBIA CTHUIIb
Hay4yHOTO MHCHbMa, CIJIAXKUBAHUE OIEHOK,
00yCJIOBIIEHHOE HEOOXOIUMOCTHIO TIOMACTh
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B HJICOJIOTHYECKHE 3alpOChl BPEMEHH, Ha-
JOJTO CTaId XapaKTePUCTHKAMU MHOTHX
COBETCKHMX MY3BIKOBEIUECKUX TPYHOB, YTO
0COOEHHO SPKO MPOSBUIIO ceOsi B OTHOIIIE-
HHUH y4eOHOMW TUTEepaTypHl.

B »srtor Xe mnepuon My3bIKOBEICHUE
BKJIFOUWJIOCH B AKTUBHYIO AMCCEPTAIMOH-
HYIO IeATeNIbHOCTh, KOTOPAast IPOIOIKUIIACH
U B roibl BOMHBL. COXpaHWIHCH IOJHBIE
TEKCTHI CTEHOTPAaMM JHCCEPTANMOHHBIX 3a-
muT B CapaToBCKOW KOHCEpBAaTOpUH, Kyna
YacTHUYHO OBUIT 3BaKyHpoBaH mpodeccop-
CKHMI cocTaB MOCKOBCKON KOHCEPBAaTOPHUH.
3a KOPOTKOE BpeMs AuccepTalys craia ca-
MBIM MAacCCOBBIM JKaHPOM HCCJIEIOBaHUH,
CBOETO POJIa MPOITYCKOM B OOJBIIYIO HAYKY,
¥ OJHOBPEMEHHO — TIOKa3aTelbHBIM Ma-
TEpUajIoM JUIsl U3y4eHUs. 3HAYUTEIbHBIN
WHTEpPEC MPEJCTaBISIET TeMAaTHKa HCCIe-
JOBaHUMU, KOTOpasi, 32 HEMHOTUMHU HCKITIO-
YEHUSIMH, Ha TPOTSHKEHHH HECKOJIBKUX
JEeCATHICTHI Obla MOYTH BCETrJa CBA3aHA
C PYCCKOM MY3BIKAJIBHOW KYJIBTYPOU JTOCO-
BETCKOro mepuoaa. HemHOrouncieHHbIMU
WCCJIeIOBAaHUSIMU TIPEJICTaBICHA 3apyOex-
Hasi TEMAaTHKa, B CTPYKTYPe KOTOPOH Mpeod-

nagana Mysbika koMro3utopoB XVII-XIX
BEKOB; MOYTH HE 3aTPOHYTHIMU OKA3aJIHCh
MY3bIKaIbHO-TEOPETUUECKUE  MPOOIEMBI;
10 COBETCKOI MY3bIKE paOOThI TPAKTUYECKU
He 3amumanuck. Brutote 1o 1960-x rogos
HE MOSIBJISUIUCH U AUCCEPTAIUU, OCBALLEH-
Hble My3blke HapogoB PCOCP (B otnmuue
OT TBOPYECTBA KOMIIO3UTOPOB COIO3HBIX
pecnyOHK, KOTOpbIE 3aHUMAaJId BEChMa 3a-
METHO€ MECTO B OOIlIeil Macce COBETCKHX
JUCCEPTAIMOHHBIX HCCIIeIOBaHuM) [5].

N3yueHne apXUBHBIX MaTEPUAIIOB COBET-
CKOM 3MOXM IOKAa3bIBAET, YTO MY3BIKO3HA-
HUE TeX JIET ACHCTBUTENBHO MPEACTABIISIET
YHUKQJIbHBIA HMCTOPUYECKHN (EeHOMEH |
JOJDKHO M3y4daThCsl BO BCEM COBOKYITHOCTH
CBOMX TEKCTOB — KaK NMHCbMEHHBIX, TaK U
yCTHBIX. BBeieH1e B Hay4HbIN 000pOT Hau-
OoJsiee MOKa3aTeIbHBIX JOKYMEHTOB MOXET
CIIOCOOCTBOBAaTh BOCCO3/1aHUIO0 MHOTHX He-
M3BECTHBIX CTPAHMI] OTEYECTBEHHON MY3blI-
KaJIbHOU KyJbTypbl. YacTO OHA OKa3bIBAECTCS
3HAYUTEJIBHO 00JIee CI0KHOW U MHOTOMEp-
HOM, 4eM 3TO MOXKET OBITb MPEICTaBICHO
B OTIEJIBHBIX U MOKa €nl€¢ pa3pO3HEHHBIX
Hay4YHBIX UCTOYHHUKAX.
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Annomayun. B crtarbe coaep)karcsi CBEIEHUS 00 OCHOBHBIX HAalpaBICHUSX Pa3BUTHL
XOpOBOI My3BIKM KOMIIO3UTOPOB 3arajHoeBponeickoro apanrapaa B 1960-e ronel. OOpaieHue
K XOpOBOM MY3BIKE 3TOTO JECATUIIETHS CBA3aHO CO 3HAYMTEIbHBIM YMCIIOM HOBALIUM, MTOTYYUBILINX
pacnpoctpanenue B TBopuectBe Kapnxaiinma IlItokxaysena, Jlyumxun Hono, Maypucuo Karens,
Hpépns Jluretn n psaa Ipyrux KOMIIO3UTOPOB, CBA3aHHBIX ¢ JIETHUMM KypCcaMH HOBOM MY3BIKH
B lapmmranre. CBoeil Lieibl0 aBTOp CTAaBUT HE TOJBKO 0000IeHHE MH(OpPMALUK O BEKTOpPax
9BOJIIOLIMM XOPOBOIO MHUCHhMa, HO U WILTIOCTPALIMIO CBA3M MEXAy 3kcrepumeHTamu 1960-x ronos
U KOHKPETHBIMU DPELIEHUSIMHU XOPOBOM KOMIO3MIMM B MOCHeAyomue aecstunetus. s storo
paccMaTpUBaIOTCSl CJIOBECHAas OCHOBA XOPOBBIX COYMHEHUH, SIBIEHHE (POHEMHOH KOMIIO3ULIUU
U paclupeHue NMpUEMOB BOKAJIBHOM apTHUKYISIUKU — YTO SBUJIOCH Ba)KHBIM PECYPCOM Pa3BUTHS
BO3MOYKHOCTEH XOpOBOI TeMOpPHKH, — a TaKKe HOBbIE (PaKTypHbIE pelIeHHUs. ABTOpP MPUXOIUT
K BBIBOJY, yTO B 1960-X rogax KOMIO3UTOpPHI OTKa3bIBAIOTCS OT TPAJAULMOHHOTO «IIOJOXKEHUS Ha
MY3bIKY» JINTEpPaTypHOT0 HCTOYHHKA. BMECTO 3TOr0 OHM COUeTaIOT B OTHOBPEMEHHOCTH Pa3INnYHbIE
BepOAaNIbHBIE PSI/IbI MU «CIIPECCOBBIBAIOTY (DPArMEHThI HECKOJIBbKUX UCXO/IHBIX TEKCTOB. MOIIIHBIM
VCTOYHHUKOM JIJISl BBISIBIICHUS PECYPCOB TPAIUIIMOHHON BOKAJIM3AllMK U PEYEBOTO MHTOHUPOBAHUS
SIBUJIOCH MHOTOOOpa3HOE UCII0NIb30BaHue Sprechgesang. MHOTOrpaHHbIE aCIIEKThl B COOTHOIIIEHUN
MY3bIKH U CJOBa, BKIIOUYEHNUE MPUHLUIIOB (POHEMHOM KOMIIO3UIIMHU, PA3BUTHE PEUEBBIX MPUEMOB
MOBJIMANIM M Ha (PAKTypHYIO OpraHU3allMI0 XOPOBbIX COUMHEHMH. B uX BbICOKOH (akTypHO-
TeMOpPOBOI MOOWJIBHOCTH BOKAJIbHBIX JIMHUA aBTOPOM ObUI BBISIBIIEH JAMHAMUYECKUH 3PQeKT
cmepeomoroouu. OTMEUEHHbIE HOBAIIMM XOPOBOT0 UCKyccTBa 1960-X 103BOJNIAIOT paccMaTpuBaTh
9TO JIECATUIETHE KaK LIEHTP YCHEUIHbIX PELIEHNI MHOIOOOPa3HbIX XY/I0’KECTBEHHBIX U TEXHUUYECKUX
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Abstract. The article contains information on the main directions of the development of choral
music of Western European avant-garde composers of the 1960s. The turning of attention to choral
music of that particular decade is due to the considerable number of innovations that received
dissemination in the musical compositions of Karlheinz Stokhausen, Luigi Nono, Mauricio Kagel,
Gyorgy Ligeti and a number of other composers associated with the Summer Courses of New
Music in Darmstadt. Among these innovations are: phoneme composition, micropolyphony,
stereophonic effects achieved by timbre modulation, by means of special dispositions of performers
or by application of actually performed and previously recorded music. A study is made of the
issues of texture organization, timbre-articulation techniques, as well as problems of interaction
between words and music. The author aims not only to summarize the information on the vectors
of the evolution of choral writing, but also to illustrate the connection between the experiments
of the 1960s and the concrete solutions of choral composition in the following decades. For this
aim, examination is made of the textual foundations of choral compositions, the phenomenon
of phonemic composition, and the expansion of the techniques of vocal articulation, — which
presented an important resource of development of the possibilities of choral timbres — as well as
new textural solutions. As the result, the conclusion is arrived at that in the 1960s the composers
rejected the traditional approach of “setting the literary source to music.” Instead of this, they
combine simultaneously various verbal sets or “press together” the fragments of several initial
source texts. A powerful source for disclosing the resources of traditional vocalization and intoning
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speech turned out to be a diverse incorporation of Sprechgesang. The multifaceted aspects in the
correlation of music and the verbal text, the inclusion of the principles of phonemic composition and
the development of techniques of speech also exerted their influence on the textural organization of
the choral compositions. In their high textural-timbral mobility of vocal lines the author disclosed
the dynamic stereo effect of stereomonody. The indicated innovation of the art of choral music of
the 1960s make it possible to examine this decade as a focal point of solution of successful the
multifarious artistic and technical aims which are conducive here to transforming the art of choral
music into one of the most dynamic genres of the last decades of the 20th century and the early
21st century.

Keywords: modern choral music, post-war avant-garde, choral texture, timbres, music and the
verbal text, phoneme composition, micropolyphony, stereophony
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HUCTOPUU 3amaTHOEBPOIEHCKOTO0  KOMIIO3HUTOPOB M UMIIPOBH3AaTOPOB» . Bme-

aBanrapaa 1960-e rombl — mepuoj  CTE ¢ TEM B OTACIBHBIX CTPaHAX MOAOOHBIE

aKTUBHBIX SKCIIEPUMEHTOB B 00la-  MPOLECCHl MMEIU MECTO cKopee B cdepe
CTU XOPOBOM KOMIIO3ULIMY, HANPABICHHBIX  KYyJBTYPbI U Xy[0KECTBEHHOI'O TBOPUECTBA.
Ha npeononeHue e€ TtemOpodakTtypHoro Xanc Purxaprt, paccmarpusas onbiT Hunep-
«KOHcepBaTtu3Mmay. [IpUYrMH Takoro akTWB-  JIAHJIOB, Ha3Bajl TAKOE€ SIBIEHHUE «IKCIpecC-
HOTO TIPOpBIBa B Oy/IyIllee XOPOBOI My3bl- CHBHOW PEBOJNIONHUEI»’, KOTOpasi, COITACHO
KM UMEHHO B TO BpeMs Hemano. Oxgna u3  Jlxero Kaiizepy, o0ycinoBuia BecbMma arpec-
HUX — TMOJIUTUYECKAs, MOCKOJIbKY PYyO€X CHBHYIO 3CTETUKY IOCICBOCHHOIO MY3bI-
1950-1960-x romoB ObUT O3HAMEHOBAaH KaJlbHOro aBaHrapia. Ilostomy oH (aBaH-
NpOTSKEHHBIM ~ BepIuHCKMM  KpU3UCOM  rapj) B HauOoJjee MPOBOKALIMOHHOM ILIaHe
(1958-1962) — nanbornee OoCTpbIM BO Bpe- OCMBICIMBAECTCS KaK «ICTETUYECKas aTaka
Ms XOJIOHHOM BOWHBI B lleHTpanbHOM EB- Ha TrOCHOACTBYIOIIME HWHCTUTYTBI U CTH-
porie. CBsi3aHHasi C 3TUM 3MOIIMOHANbHAS  JIMCTUYECKHE YCIOBHOCTH B HCKYCCTBE»'.
HaIpsLKEHHOCTh HAIlIa BBIXOZA HE TOJMBKO B XX Beke aBaHrapIn3M U3MEHMII X0 UCTO-
B MTOJIUTUYECKOM KOH(IIUKTE, HO U B cpepe  pUU UCKYCCTBA M MPOIOJIKHII CBOE BIUSHUE
KyJIBTYPBI H UICKyCCTBa. POOepT AJUIMHITOH  HAa KPUTHYECKUH TUCKYpC B Beke X XI°.
B cBOEM KHUTE « COUMHSISI POTECT) BBISBIIA- C mnonuTu4YeckoM NPUUYMHOM TECHO
eT (pakTHUYEeCKUe CBSA3U U OTHOLLEHUS MEXKIY  CBsi3aHa KoHIenTyanbHas. 1950-e rombr
aBaHrapJAHOW MY3bIKOW M MOJUTHYECKMMH B JlapMmiuTaare ObUIM OTMEUYEHBI HE TOJIBKO
JIBWOKEHUSAMHU Toro Bpemenu'. He ciaywaii- mocreneHHONW CMEHO# ITOKOJIEHHH, B pe-
HO Onopuc LllyWnuHr NULIET, 4TO NEPUOL  3YJbTaTe KOTOPOM HEIOCPEACTBEHHBIE yUe-
1960-x «0OBIYHO OMUCHIBAETCS C TOUYKH 3p€-  HUKH HOBOBEHIIEB IOCTENEHHO YTPAYUBAIN
HUSl TIOJIMTUYECKOTO paJuKaiu3Ma [psaa] 3HAaYeHUE MIaBHBIX «opakysoB» Hoseitmieit
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MY3bIKH, HO U TIOCTOSTHHBIM OOHOBIICHHEM
cocraBa yyacTHUKOB JleTHux Kkypcos. [Ipu-
e3kapmue B JlapMIITaaT KOMIO3UTOPHI
HECJIM ¢ CO00M HOBBIC HJICH, KACABIIHECS U
CMEHBI JKaHPOBBIX OPUECHTUPOB. OJHUM U3
pe3ynbTaToB 3TOro mpoiecca B 1960-e cra-
JIa IEpPEOPUEHTALIMS BHUMAHUS YYaCTHUKOB
JIAPMIITAICKUX KYypCOB, B TOM YHCJIE U Ha
00J1aCTh XOPOBOI My3BIKK®.

AKTHBHOE  OCMBICIICHHE  HaCICIus
KOMIIO3UTOpOB HOBOM BEHCKOM IIKOJIBI
NPEUMYIIIECTBEHHO B 00JacTH CEepUHHON
TEXHUKHA OOECTICUMIIO CO3JaHUE MOIIHOU
CTUJICBOM TEXHUYECKOW 0a3bl JjIsl BBIpaXKe-
HUS COBPEMEHHBIX PEAJIMM E€BpPONEHCKON
*Ku3HU. OpHAKO MPOSIBICHUE Cephain3Ma
B mpou3BeaeHUAX 1960-x rmaBHBIM 00pazomM
B MHCTPYMEHTAJIbHOW MY3bIKE BO MHOTOM
0O0BSACHSIETCS CYIIECTBEHHOM UCTIOTHUTEb-
CKOM MHEPTHOCTHIO XOPOBBIX KOJIJIEKTUBOB,
B OOJIBIITUHCTBE HECTIOCOOHBIX B TOT IEPH-
O]l CIIPaBUTHCSI C PUTMOUHTOHAIMOHHBIMU
TPYOHOCTSIMA CEPUAJIbHOW MY3bIKM. 3a-
BEPILICHUE CEPUATBHOTO MEePUOJa OTKPHI-
JI0 BO3MOXKHOCTHU JIJISl DBOJIIOIIUU XOPOBOM
3BYYHOCTHU, HE NPHUBS3aHHOM K CTPOTUM
cxeMaM MHOTOIapaMeTPOBOM CEPpUMHOCTH.

Hakonen, B 1950-¢ roasl MOXHO OBLIO
enié rOBOPUTH O BO3MOXKHOCTU OOBLeqrHE-
HUS MOJIOABIX peopMaTopoB B TBOPUECKHUE
COIO3bI, ogoOHBIe HOBOII BEHCKOHM IIKO-
ne. OgHako Ha pyOexe NeCATHICTUMN SBHO
0003HAYNIIUCH LIEHTPOOCKHBIC TECHICHIINU
Nake B Tpynmax Hamboiee TECHO COTPY/I-
HUYABIIMX MEXIy CcOOOH KOMIO3UTOPOB.
[Ipu stom ecnu B 1970 roasl mpoucxoaut
OTKPOBEHHOE OTUYXJICHHE OBIBIIIUX €IUHO-
MBIIIJICHHUKOB, TO B 1960-¢ MOXXHO JIHIILb
TOBOPUTh 00 OXJIQXJCHUU OTHOIICHUH,
YTO TEM HE MEHEE HE MPENATCTBOBAIO WH-
Tepecy K TBOPUYECKUM HJESIM JIPYT ApyTa u
CIocoOCTBOBAIO (DOPMUPOBAHUIO EIUHOTO
noJisi OOIIMX pEeIIeHUN, TOBIUSBIINX Ha
pa3BUTHE XOPOBOUM KOMITO3UIINH.
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Hcxons U3 OTMEYEHHBIX MPEITOCHUIOK,
1[eJIb HACTOSICH CTaThH OMPEIEIIICTCS BbI-
SIBICHUEM OCHOBHBIX TEHACHIIMI pa3BUTUS
XOpPOBOM MY3BIKM 3aIlaIHOEBPOIIECHCKOIO
aBanrapaa 1960-x romoB, a B KOHEUYHOM
cuére — CBSI3bI0 MEXKIY JIKCIEPUMEHTAMU
TOTO JIECATUJIETHS] U KOHKPETHBIMU pellie-
HUSIMH XOPOBOW KOMITO3UITMH B TTOCIIEAYIO-
IIHE TOJBI.

Boeigenum mpu ocnosnvie obnacmu Ho-
sayuti 8 xoposou komnozuyuu 1960-x 20006:
a) opraHuzanus BepOalbHBIX (quasi-Bep-
OabHBIX) psAnoB; 0) ¢GeHOMeH (oHeMHOI
KOMITO3UIIMM W pacCHIMpPEHHE TPUEMOB BO-
KaJIbHOM apTUKYJSILMU; B) HOBbIE (akKTyp-
HbIE peleHus. PaccMOTpuM KaxIyto U3 HUX.

CnoBecHasi 0CHOBa XOPOBbIX COMUHEHNI

B 1960 roasl nuTepaTypHO-MYy3bIKaJb-
HbIE SKCIEPUMEHTHI 3aTPOHYJIU BCE 3Tallbl
CO3/ITaHUsI XOPOBOI'O IMPOW3BEIICHUS, HAYU-
Hasi OT MPOEKTUPOBaHHUS BepOaNbHOU (MK
¢boHEMHON) OCHOBBI M 3aKaHYMBasi KOH-
KPETHBIMA TPUEMAMHU COEAUHEHHS CIIOBA
U My3blku. Mcnonb30BaHHE LEIOCTHOTO
ITOATUYECKOTO WM ITPO3aHUYECKOI0 IMEPBO-
HWCTOYHUKA B Ka4€CTBE €IUHCTBEHHOW OC-
HOBBl XOpPOBOTO COYMHEHUS CTaHOBUTCS
KpaiiHe penkuMm. B OonbpIIMHCTBE Ciryda-
€B KOMITO3UTOPBI MPEANOYNUTAIOT YCUIIUTH
CMBICJIOBY}0 MHOTO3HAYHOCTh CJIOBECHOM
OCHOBBI 4Yepe3 IIEpPEeCEYEHUE CEMaHTHYe-
CKUX TIOJEH HECKOJIbKUX JIUTEPATYPHBIX
UCTOYHUKOB. CocTaBisiomuye >TOro Ju-
TEpPaTypHOTO MOHTa)xa JU0O0 COXPaHSIOT
CBOIO CAMOCTOATENIBHOCTD B aPAJLIEILHOM
pa3BEPTHIBAHUM, JUOO «PACTBOPSIIOTCS
B KOJUI&XXKHOM KOHCTPYKIIMHM HOBOOOpPa30-
BaHHOTO BepOAIBHOTO psfa.

Ilepsas cumyayus. Hanodxcenue HecKob-
KUX IUmMepamypHulx mekcmos (B TOM YUCIe
Y Pa3HOSI3BIYHBIX) — CIIy4ail AJi1 My3bIKaJlb-
HOIO0 HCKYCCTBa HE HOBBIM, XapaKTEPHBIN,
B YaCTHOCTH, yxe 1 moreroB XIII Beka.
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Opnako, nmo muenuto Jlymmxu Howo, ak-
TUBHO HCIIOJIb30BABIIEIO IOJUTEKCTOBOE
pa3BEPThIBAHME HAYMHAs CO BTOPOMl MOJIO-
BUHBI 1950-X rogoB, 1€ OAHOBPEMEHHOTO
IIPEJCTABICHHSI CAMOCTOSTEIbHBIX TEKCTOB
B CPEIHEBEKOBOM MOTETE M B €ro TBOp-
YEeCTBE MPHUHIMIHAIBHO pa3ianuHbl. Ecmu
B IIOJINTEKCTOBOM MOTETE «HAILUIACTOBAaHUE
Pa3IUYHBIX CMBICIIOBBIX COJIEP>KAHUMA JTOTIK-
HO OBUIO CO37aBaTh CEMAaHTUYECKYIO IyTa-
HUITY»', TO B pabOTax 3TOr0 KOMIIO3UTOPA
JAHHBI TpUEM CBS3aH JIMOO C YCHIJICHU-
eM 00I1el KCIPECCUBHON COCTaBIISIONICH
(Il canto sospeso, 9acth 3), 10O C ceMaH-
TUYECKHUM B3aMOOIOIHEHUEM TTPHUBIIEKAE-
MBbIX TeKCTOB (La terra e la compagna).
[IpenacraBurens JlapMmTaackod KO-
ael bpyno Manepna B «IIcanme» u3 naroun
Bepcuu Hyperion (Hyperion et violence,
Maii 1968) Hamaraet Apyr Ha Jpyra Mcma-
HOsI3bIYHBIN TekecT @. Jlopku («llyctbi-
HW») ¥ aHTIOM3bIYHBIN TekeT Y. X. Onena
(«HyneBoit yacy»). AyTeHTUYHOE 3By4YaHHE
MO3TUYECKUX TEKCTOB MO3BOJSIET HE TOJb-
KO MPUONHU3UTHCS K aBTOPY, K €ro MHUPO-
OIIYIIEHUIO, MBIIIJICHUIO, YYBCTBOBAHUIO
JUIsl MakCHMAaJIbHO aJ€KBaTHOW Iepenayu
collepKaHUsl TEKCTa U €ro SMOIMOHAb-
HOM OKpacku, HO M CO3/aTh YCIOBHUS IS
OTUETIIMBOTO aKyCTUYECKOTO PAaCCIOCHHS
BepOaIbHO-MY3bIKAJbHBIX JIMHUM, YCHUIIU-
Ba€MOI0 M MPOTHUBOMOCTABJICHUEM IIEBYE-
CKMX MaHep: TekcT OjeHa 03By4YMBaeTcCs
MPEUMYIIECTBEHHO MOCPEJCTBOM TEXHHUKHU
Sprechgesang, ctuxorBopenue Jlopku —
KJIACCUYECKUM BOKAJIbHBIM HMHTOHUPOBA-
HueM. B nanpHelineM HaJIOKeHHE TEKCTOB
Ha pa3HBIX S3bIKax OYIyT HCIOIb30BATh
B XOpoBbIX counHeHusx Jlynmxu Hono
(Ein Gespenst geht um in der Welt, 1971),
Kapnxaitana Hltokxaysena (Atmen gibt das
Leben, 1974—-1977). B mo3aHeM ke TBOpUe-
CTBE — KyJbMHUHaLUU B Engel-Prozessionen
u3 omnepel Sonntag aus Licht (2000) —
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[IITokxay3eH OpraHu3yeT CIOXKHYIO MOJHU-
(hOHMYECKYI0 KOMIIO3UIMIO HAJIOXKEHUEM
BepOAJIbHBIX PSIIOB Ha CEMU sI3bIKaX, Oyk-
BaJIbHO MPEJCTABISAIONINX BCE KOHTUHEHTHI
3emHoro 1mapa: Hemenkuil s3p1k (EBporna),
anruiickuii (EBpona, CeBepHas AMepuka,
ABctpanus), ucnanckuii (EBpona, Jlatun-
ckasi AMepuKa), XUH]IU, KUTalCKuM, apao-
CKHi s13b1KH (A3us), cyaxunu (Adpuka).

Bmopas cumyayua: cosoanue numepa-
MYPHO20 «KOLNANCA» 8 PAMKAX eOUHO20
8epbanbHO20 psoa — XapaKTepHa IS MHO-
rux couuHeHud Jlrouano bepuo HaumHasd
c omepol Passaggio (1961-1962), rne 00b-
CIUHSIOTCS I[UTUpPyeMble (parMeHThl Ha
nareiau (Bynbrara, mosma «O mpuposne Be-
mei» Jlykpeuust) u Tekctel J. CaHTBUHET-
TH, BKJIFOYAIOIIUE UTAIbIHCKUAE, HEMEIKHE,
aHDMiickue, QpaHIy3ckue JekceMbl [1].
Cama KoJUlaXXHast OpraHU3aIUs JHOPETTO
Passaggio nanomunaet 00ne4E€HHBIN B CI10-
BO IOTOK CO3HAaHHUA. MOHOJOTM IJIaBHOM
TePOUHU TIPEJCTABISIOT €000 OOPHIBKH
¢pa3, oTchUIAIONINE K PA3IMYHBIM JIUTEpa-
TYpHBIM HCTOYHUKaM (ubpeTrTo Erwartung
M. Ilannenxaiim, nweca JK. Kokro La voix
humaine), COBOKYMHOCTb KOTOPBIX IO3BO-
JSI€T PEKOHCTPYMPOBATH CMBICIOBOM psij,
CKOHIICHTPUPOBAHHBIN BOKPYT 0o0pasza oju-
HOKOM CTpaJarolIey KEHIIWHBI, TOHKOH, pa-
HUMOM, IPUHECEHHOM B KEPTBY BPaKICOHO-
MY, SMOLIMOHAJIBbHO OTPAaHUYEHHOMY MHUPY.
He cnywaiiHO B mepBOHa4yalabHOU BEpCUHU
JI. bepuo mpeanosaran aare B NapTUTYype
Ha3BaHMsI YacTel B COOTBETCTBUM C IOCIIE-
JIOBATEJIbHOCTBIO 3ayMIOKOMHOM MECCHI, CO3-
JaBasi CBOEOOpa3HbI PEKBUEM I10 T€POUHE.
JIro6onbITEH U IEKCUUECKUN COCTAB PETUIUK
X0pa, OOBEIUHSIONIUX CJI0Ba, MPUHAIICKA-
IIME PA3IMYHBIM si3bIKaM (mpumep Ne 1).

B nocnenyromiue rogapl ONbIT MOA0OHO-
TO JINTEPATypPHOTO TOJUS3bIYMs OyneT uc-
MOJIb30BaH B XOPOBBIX CIIEHAX TeNTaJOTUU
K. rokxay3ena Licht (Mddchenprozession
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Mpumep Ne 1 1. Bepwo. Passaggio. Stazione 1
Example No. 1 Luciano Berio. Passaggio. Station 1
i and. "'W‘"f‘;"aﬁi‘.’.;, T m‘ﬂmyﬂ; movel)@adesso! % _gﬂw}mkh onde—————+
. ié}—————"u é’ 23"(,2?59"1'\"’! - @ .'@Q;prig'uierel. ‘g:.e' tu prigioniera |
1
finauendinauestog o @rehi,tu 33-Guchyic 2l was *“"-’8&:’1!;,,- 2 resisti
. o
e M""‘"{;d suwo postol — “""%gmein gott) Pe(axh d-'!)_ ® «fermol — b ‘r’"’ggfzq"dug‘ ordrel) D . and you|
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u3 onepsl Montag, 1987; Welt-Parlament Boil my3bike 1960-x peannzoBayio ceOs HE
u3 onepsl Mittwoch, 1995) [2]. TOJIBKO B PAMKAX IOJUTEKCTOBBIX KOHCTPYK-

B TBOpuecTBe UTANBIHCKUX KOMIIO3UTO- LM, HO U B (peHOMeHe (POHEMHON KOMIT03H-
POB BCTPEYAIOTCS U MOJUSA3bIYHbIC HA3BAaHUSI  LIMH, PACLBET KOTOPOH MPOM30LIET UMEHHO
counHeHu: B Voci destroying muros («[ono- B Te roapl. C pa3HHIIEH B HECKOJBKO JIET
ca, paspymaroiue crens») JI. HoHno 3armma-  mponuid npeMbepbl COYMHEHM, OCHOBAaH-
BUE COCTaBJICHO U3 TPEX CIIOB HAa UTaJbsH-  HBIX HAa KCIOJIb30BAHUM CHUMBOJOB TaOJIMIL
CKOM, aHIJIMICKOM M MCITAHCKOM SI3bIKaX Kak ~ MexXyHapoaHOH (HOHETUYEeCKOM accolu-
OyKBaJIbHOE OTpakeHWe TeMbl coumHenums anuu (International Phonetic Association):
— MEXIyHapoHOU 00pbObI MPOTHB Oectipa- B utoHe 1960 roga — mpembepa Anagrama
BUS JKCHIIMH, B Ha3BaHWUM mNOCBAmEHHONM  Maypucuo Karemns, B oktsa6pe 1960-ro —
M. PoctponoBuuy wuHcrpyMeHTanbHoil  Carré KapnxaitHua IllTokxayzeHa, B UIOHE
xomno3uiiuu JI. bepuo nnsa Buonmonvyenu u - 1963 — Aventures [pépns Jluretu. Ecmm
KaMEpHOTO OpKecTpa HCHONb3yeTcsi pyc- (poHeMmHble MaHumyasinuu Karenst ucxomsaT
CKO€ CIIOBO «CHOBUACHUS» — I/ ritorno degli M3 NepBOHAYAJIBHOIO CJIOBECHOTO Psia, TO
Snovidenia («Bo3Bpamienne CHoBunieHui»).  Carré llITokxayzena u Aventures Jluretu oc-

Taxum 006pazom, B 3a1aTHOEBPOIICHCKO  HOBaHbl MCKIIIOYUTENBHO Ha pAgax (oHEeM,
X0poBoi My3bike 1960-x romoB mpobiema  He NPUBS3aHHBIX K KOHKPETHBIM JIUTEpaTyp-
CBSI3U CJIOBA M MY3BIKM MIPHOOpETAET MPUH-  HBIM TekcTaMm. Tak, llITokxay3eH, B OTIIMUue
unuanbHo uHoe perieHune. Komnosutopel  oT Karensi, HCHIBITBIBABLIIETO OCOOBIN MUETET
OTKA3bIBAIOTCS OT «IIOJIOKCHHSI HA MY3bIKY» K Pa3IMYHOTO poja SI3BIKOBBIM HIpam, pe-
JaUTepaTypHoro ucroyHuka. Co3aHuIo co- I, MPEXJE BCEro, BOIPOC PACHIMPEHUS
YUHEHHsI MPEAIIECTBYET dTan paboThl HaJ  BO3MOXHOCTEH XOPOBBIX TOJIOCOB ISl Opra-
CJIOBECHOM OCHOBOM, KOTOpasi COYETAaeT B  HU3aLMU BOKAJbHOM M MHCTPYMEHTAJIbHOMN
napaJijIeIbHOM Pa3BEPTHIBAHUH PA3JIMYHBIC  COCTABISIONINX (PAKTyphl BHYTPH POCTpPaH-
BepOasbHbIE PANIbI WK TMPEACTaBIsET HO-  CTBEHHOM KOMIO3UIMM aHTH(]oHOB. Kpome
BOE JIUTEpPATypHOE COYMHEHHE, CO3JaHHOE  TOro, HauuHas ¢ Stimmung, llITokxay3eH Bcé
MyTEM «CIPECCOBBIBAHUSD) (DparMeHTOB He-  OoJbllie U OOJbIIE IKCILTYyaTUPOBAJl HICHO

CKOJIBKUX UCXOJHBIX TEKCTOB. COCPENOTOUEHHS Ha (DOHETUYECKOM COCTAB-

JISIFOILIEH CI0Ba, KOTOpasi CBOMMM BHOpalu-

PoHemHas KOMNO3NLMA U paclnpeHye AMH, B JyXOBHOM M (DU3UUIECKOM CMBICIIE,
NPUEMOB BOKamnbHOM apTUKyNALMM rApPMOHM3HPYET OKPYKAIOMIHH MU',

CrpemiieHne K CMBICIIOBOM 00BEMHOCTH, Jluretn B Aventures TOHMMAeET roioca

CEMaHTHYECKOU HCOOHO3HAYHOCTHU B XOPO- KaK MY3bIKAJIbHBIC MHCTPYMCHTBLI C IIOBBI-
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IICHHBIM ypPOBHEM JKcmpeccuu. B ua-
jorax TpEX BOKAJIHCTOB aOCTpaKTHBIC, HO
Py ATOM SMOIMOHAJIBLHO OKpAIIEHHBIC
MOCIEAOBATEILHOCTH (DOHEM OKa3bIBAIOT-
Csl CIIOCOOHBIMU 3aMEHUTh KOHKPETHUKY
BepOanpHOTO TekcTa. [lo crmoBam Komrio-
3UTOpa, BCE PEIUIMKK BOKAJIUCTOB ACISTCS
Ha MATh TUIOB B COOTBETCTBUU C TMSTHIO
OMOIMOHATILHBIMH  OOJIACTSIMU:  KFOMOPH-
CTUYECKHE, IMPU3PAYHO-yKacalollue, CEH-
TUMEHTAJIbHbIE, MUCTUYECKU-TPAypHbIE U
spotuueckue»’. P. CTeiHHMII, BCICIACTBHE
JTOr0, HA3bIBACT Aventures «Ipamou 3MO-
U «...Ha BCEM MPOTSHKEHUN MY3bIKU BCE
MSATH 00JIACTEH WM TIPOIECCOB MPUCYTCTBY-
10T, MIEPEKITI0YAsACh OT OJTHOTO K IPYTOMY TaK
PE3KO U OBICTPO, YTO CO3MAIOT OIIYIIEHUE
omHOBpeMeHHOro npucyTrctBusi»'®. Cpenu
BO3MOJKHBIX HCTOKOB Aventures (CreiHUIL
Ha3bIBACT MOA3UIO J3JJTAUCTOB, a TAKXKE JET-
CKH€ BOCIIOMHHAHHUSI KOMIIO3UTOpA O KpH-
Kax PYMBIHCKOHM TTOJUITUH, COCTOSIBIINX W3
HEU3BECTHBIX CJIOB, HO MPHU 3TOM MOHSTHBIX
Onmaromapss HCKIIOYUTEIBHO OKCIPECCHB-
HOU okpacke''. YKakeM Tarxke Ha BO3MOXK-
HYIO0 CBsI3b Aventures ¢ Through the looking
glass («Anuca B 3a3zepkanbe» — B PyCCKOM
nepeBone . Opnosckoit) JI. Kappomna —
JTHOOMMON KHUTOM KOMIO3UTOpA: 3HAMEHHU-
ThIE CTPOKU 0 Jabberwocky (bapmazniom) —
OJIMH W3 TIEPBBIX PUMEPOB JIUTEPATYPHOTO
COYMHEHHS, OCHOBAaHHOTO HCKIIIOUUTEIHHO
Ha HECYIIECTBYIOIUX CIOBaX.

Onvim ¢onemHOU KOMRO3UYyUYU B HAYa-
e 1960-x rogoB okaszan cCepbE3HOE BIIM-
SHUE Ha JNalibHEHIee pPa3BUTUE XOPOBOM
My3bikd. B 1964—1968 ronax b. Manepna
B paMKax npoekTta Hyperion NpoOBOAUT UH-
TEHCUBHBIC SKCIIEPUMEHTHI C (POHEMAMHU
I Xenmca?. B 1967-mM poxmaercs mep-
Basi (onemHuas xomnosuius S. Kcenakuca
Nuits («<Houm»)". B 1968 romy X. JlaxeH-
MaHH B paMKax [IECTHAALATUIOJIOCHON
komnosutmu Consolation Il ctaBUT dKCIIE-
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PUMEHTHI ¢ POHETUKOHN BepOaIbHBIX PSAIOB.
B Tom ke 1968 romy mosiBiseTcs mepBas
penakiust «Cumdonnn» bepro — counne-
HUS, B KOTOPOM HTaJbSHCKUN KOMIIO3H-
TOp HE TONBKO oOpariaercs Kk MexayHa-
poaHoMY (oHETHUYEeCKOMY ai(aBUTy, HO U
MPUMEHSIET quasi-CEpUuMHbBIE TMPOLEAYPHI
K BepOasibHOMY psiny't. Kpome Toro, HoBbIE
pUMepPbl POHEMHBIX KOMIIO3HIIHI MTPOIO0I-
KAIOT TOSIBIIAITHCA B TBopuecTBe LIITOKXAY-
3eHa (Stimmung, 1968), Karens (Hallelujah,
1967, Debiit, 1968—1970) u Jluretu (Clocks
and Clouds, 1972).

B 1970-1990-¢ roapl, HeCMOTps Ha ompe-
JEeNEHHBIN criaj uHTepeca K (POHEeTHIeCKUM
urpam, @onemnas KOMNO3UYUs COXPAaMsi-
em C80K aKmMyaibHOCMb, NPEeSPAMUBUUIUCH
8 OOUH U3 BO3IMONCHBIX MEMOO08 CO30aHUs
goxanvHou My3viku. HecMoTpss Ha TO, 4TO
MIPUMEPBI HECEMAHTUYECKOW BOKAJIbHOU MY-
3bIKM B YHCTOM BHJIE, NMOMOOHOU Aventures
Jluretu, B 3TU TONIBI IPAKTHUYECKU HE BCTpE-
YaroTCsl, aKTUBHOE HCIIOJIb30BaHuE (oHe-
TUYECKUX PecypcoB BepOalbHBIX PSIOB
0OHapyKMBAECTCS B 3HAYUTEITHLHOM YHCIIE CO-
ynHeHui. Cpeaun Hux 1uki Die Jahreszeiten
(1975-1979) X. Xommurepa (cm.: [3]), xopo-
Bble Tibechl Sl. Kcenakuca (Serment Orkos,
1981; Pour la paix, 1982), Cemb XOpOBBIX
nbec u3 1ukaa Rrrrrrr... M. Karens (1981—
1982), xopoBble clieHbl U3 rentaigoruu Licht
K. llIrokxay3ena (Kinder-Chor, Kinder-Tutti
u Kinder-Krieg w3 onepsl Freitag, 1987,
Welt-Parlament w3 onepsl Mittwoch, 1995).

@doHeMHass KOMIIO3UIUSL ISl MHOTHX
aBTOPOB BTOPOM MOJOBHMHBI XX BEKa SBU-
Jach HE TOJBKO OCYILIECTBICHHEM MEUThI
O BOKQJIBHOM MYy3bIKE, CBOOOIHON OT KOH-
KPETHKH COfIep>KaHusi BepOajIbHOro psna,
HO W CTaja BaXHEHUIIUM pecypcoM paciliu-
pEHUsT BOBMOXKHOCTEH XOPOBOW TEMOPHKHU:
«W3 mpeAKOMITO3UIIMOHHOTO 0a3uca BOKaJIb-
HOM KOMIIO3UIIMU, BO MHOT'OM MOAYUHSIIOIIE-
ro ce0e pa3BEPTHIBAHKE MY3bIKATIBHOTO Psjia,
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TEKCT, MOHUMAaEMBbI Ype3BBIYAITHO CBOOOHO
(OT KOHKPETHOTO IEJIOCTHOTO JIUTEPATYPHOTO
HMCTOYHMKA JI0 CBOOOJHOM IIOCIIEI0BATENIb-
HOCTH OTIENbHBIX (DOHEM), TpeBpaIlaeTCs
B COIO3HMKA KOMITO3UTOPA B CO3/ITaHUK HOBBIX

SPKUX TeMOPOBBIX 3(DPEeKTOB» .

OpHuM M3 XapakTEpHBIX SIBJICHUM B XO-
poBoil My3bike 1960-x romoB sIBISETCS aAK-
TUBHOE TNpHMEHEHHE B (hpOHAUMM BHUOpAHT
KaKk B BapHaHTE JCHTAJIBHOIO (S3BIYHOTO),
TaK U YBYJISIPHOTO (3a/IHES3bIYHOTO) HCIION-
HeHus. B maptutypax oHuM 0003HauyaroTCA,
COOTBETCTBEHHO, 3HaKamH [R] u [¥]. Bubpan-
ThI, B YaCTHOCTH, 3aHUMAIOT Ba)KHOE MECTO
B TeMOpoBoMm Tmipoekre Momente (1962—
1969) Illtokxay3eHa: KOMIO3UTOp COueTa-
eT QoHanuio [R] ¢ U3MEHEHUEM OITIACOBKH
TOHA B paMKax KOHCTAHTHOH IO 3ByKOBOMY
cocrtaBy BepTukanu (mpumep Ne 2) ninu riuc-

caHaupytomiei 38yuyHocTH (rpumep Ne 3).

Bwmecre ¢ BuOpaHTOM U1 CO31aHMS Tpe-
MOJIOTIOIOOHBIX 3BYYHOCTEH HCIONb3YIOT-

Mpumep Ne 2

K. WrokxayseH. Momente, KD (m)

ExampleNo.2 Karlheinz Stockhausen. Momente, KD (m)

fast Sh’mmlos im Hals —Sh.mmkaft —_— sﬁmmlos

l mit Zépfchen >

Yol [ A

(T nicht PPl———_"+f

in Ky - wdh.) |

cs u unble pecypeol. B Hallelujah Karens
(1967), nanpumep, BCTpeyaeTcsi OBICTpPOE
MHOTOKpPaTHO€ CONPUKOCHOBEHUE KOHYH-
Ka si3pIka ¢ rybamm, coszmaromiee 3ddexr
MHOKECTBEHHOTO TPOM3HECEHUs Ccoryiac-
Hol [L]. B Momente BOKanbHbBIE TPEMOJIO
00pa3yroTcsi TTOCPEJCTBOM MHOTOKPATHBIX
yaapoB JafoHu no ry6am. Ilpu stom wuc-
MOJIb30BaHUE PYKH B KaU€CTBE CBOETO pojia
«3BYKOBOTO Da3/EIUTEND» OCYIIECTBISIET-
cs IlITokxay3eHOM ¥ B MOMEHT HHTOHHPO-
BaHUS OTJIEIbHBIX TIACHBIX, U TIPU BOCIIPO-
M3BEJICHUH CIIOBECHOTO TEKCTA.

Bce BrimeykazaHHble TPUEMBI BOILIO-
IIEHHs] BOKAJIBHOTO TPEMOJIO MOJIyYar Mpo-
NOJKEHUE B XOpOBOM HcKyccTBe 1970—
1990-x ronos. [IpononrupoBanHast BUOpaH-
Ta B 3TOM Psily SIBIsieTCSl O€3yCIOBHBIM JIU-
nepoM. Ee ucnonp3oBaHreM OTMEUEHBI HE
TOJBKO COYMHEHUS «KIACCHKOBY» (hoHEM-
HOU KOMITO3UIIUU — UK Rrrrrrr... Karens
(1981-1982), xopoBbIe CIIEHBI U3 TENTAJO-
ruu Licht tokxay3ena (1979-2003), nbe-
ca Nekuia Kcenakuca (1981), — Ho 1 paboThI
B LIEJIOM JaNEKUX OT (POHEMHOM KOMIIO3U-
MM MacTEepOB — BCIOMHHM, K TIPUMEDY,
o Das atmende Klarsein Hono (1980—-1983).

B 1960-¢ rons! npogomxaercs pa3BUTHE
MOJIXOIOB K O3BYYHBAHUIO BEepOAIbHBIX Psi-
JIOB B XOPOBOW KOMIIO3HMIIMM B JIHANa30HE

Mpumep Ne 3 K. WrokxayseH. Momente, KD (k)
Example No. 3 Karlheinz Stockhausen. Momente, KD (k)
| :
A I-IV und rollendem [RR] pp sgngér:?:&lx zu pleulen.’
PFEIFEN (wie Basse), weich einsotzen, auBorst leise. Evtl. verringern, wenn zu laut.
. mp S > approx.. Gliss. um G¥, Kurve wie notiert _
AT IV & —_J i e
SE_ }T ot [RR}-» sempre
PFEIFEN und gl [RR] uvular st nichtin DK 3
duBerst leise, individuell atmen l :
approz.ffo— langsames Gliss. um G§ herum (indiv.) (ete.) l tiet atmen ot o]lmﬂllmu Gliss. um G
B I- IV fogt O = — : #
Svannr o™ [ RRT semmee s | | i I I
% » 5o I;‘::;::.;“,:?:::E;::_Id"c" Fmen ] 2::: ganz langsames Gliss, /’7
Tie2< 1 : = —
I [rr}—oumpm Unterlippe locker flattern lassen (man hort dadurch auch susstromende Luft mit [rr] amplitudenmoduliert )

mit [nl-Klana
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MEXIy IMeHHueM M pedbto. CylecTBEHHOE
NIEPEOCMBICIICHHE TEXHUKH Sprechgesang
MO3BOJIMJIO KOMIIO3UTOpaM TMPHUUTH K pas-
BUTOMY KOMILJIEKCY BOKAJIbHBIX TPUEMOB:

1) ceob600nasn Oexnamayus — pasme-
IeHNE BepOATbHOTO TEKCTa OTHOCHTEIHHO
TaKTOB TApTUTYphl O€3 yKa3aHHsl PUTMHU-
YECKHUX U 3BYKOBBICOTHBIX XapaKTEPUCTUK.
CB0OOIHYIO JEKIaMalri0 BCTPEYaeM B CO-
yuneHusx bepuo (Passaggio, Laborintus 11,
Sinfonia), Kcenakuca (Oresteia, 1966);

2) pummuz08aHHas Oexkiamayus — Jie-
KJIamanus 0e3 yKa3aHHs 3ByKOBBICOTHOCTH,
HO C JI€TaJlbHO BBIIIMCAHHBIM pUTMHUYE-
CKUM PUCYHKOM. XapakTepHas ISl MO37-
HuX counHenuir I[lIénGepra (Hampumep,
De profundis op. 50b), puTMHU30BaHHas Jie-
KJIaMaIus oy4dunsia MpoI0JKEHUE B COUH-
HeHusx Hono u Manepust 1940-1950-x ro-
10B. B 1960-¢ roas! €€ ncnonb3yroT B CBOUX
counHeHmsx bepuo (Passaggio), lllTokxay-
3eH (Momente), Karens (Hallelujah);

3) peuegoe nenue ¢ npumepHvIM YKa3a-
HUem UHMOHAYUU — OTHOCUTENbHAsI 3BYKO-
BbIcOTHas auddepenumanus Sprechgesang.
B 3ancu oHa MOXKET OTpaskaThest 0o uepes
MOJIOKEHUE HOTHBIX IITHIIEH HA HOTOHOCIIAX
(Howmo, La fabbrica illuminata), mubo mpu-
MEPHBIM TIOJIOKCHUEM HOT MEXIY JByMS
JUHUAMHA, 0003HAYAIOIIUMHU TPEIETIbHO BbI-
COKUU U mpeenbHo Hu3Kui 3BykH (Karens,
Hallelujah; K. llltoxxay3eH, Momente);

4) peuegoe nenue c demanbHbiM YKA3A-
HUeM pumma u 368YKO8blCOMHOCMU — BEp-
cusi Sprechgesang, Hanbosnee Onu3Kas u3-
HauanpHOM Bepcum llénGepra (Gliickliche
Hand), xapakrepuzyemasi moapoOHBIM HH-
TOHAIIMOHHBIM PUCYHKOM DPEUYCBOTO TICHHS
Ha NATWIMHEHHOM HOTHOM cTaHe. /[aHHbIH
Buj1 Sprechgesang Bctpevaercs B Hallelujah
Karens u B Psalm w3 Hyperion et violence
MapnepHsl.

N3ydyenne BapuaHTOB BO3MOXKHBIX HC-
MOJIHUTENIbCKUX pelIeHuil Sprechgesang
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B XOpOBBIX counHeHusX 1960-x romos mo-
3BOJISIET CCIATh BBIBOJ O TOM, YTO TEXHHKA
pEYeBOro MEeHUs ISl MPEICTaBUTENCH To-
CIICBOCHHOTO aBaHTap/a SBUJIAch OTPOM-
HBIM TOJIEM JJis KCIIEPUMEHTOB IO Opra-
HU3alUHd B3aUMOJEHCTBUS B KOMIIO3UIINU
PECYPCOB TPaAWIIMOHHOW BOKaW3aIluU WU
pEUYeBOr0 HHTOHUPOBAHUSI.

dakTypHas opraHu3aums
XOPOBbIX COMUHEHUN

MHorooOpa3ue OTHOIIEHUNH MY3bl-
KM M CJIOBa, BKJIIOYEHHE NPUHIMIOB (o-
HEMHOW KOMIIO3MIIMH, Pa3BUTHE IPUEMOB
Sprechgesang NOBIYSIIN HE TOJIBKO HA TEM-
OpOBY10, HO U Ha (PAKTYpHYIO OPraHU3ALIUIO
COUYMHEHUH, HOBAllUM B OOJACTH KOTOPOU
SPKO 3asiBUJIM O ce0e Ipexk/ie BCEro B TBOP-
yectBe Hono, JIuretn u llltokxaysena. Jly-
umxkn HoHO yxe B XOpOBBIX COYMHEHUSIX
1950-x rogoB mpakTUYECKH HE oOparaics
K pecypcaM TpaJUuIMOHHBIX TOMO(OHHBIX
WIH NOJU(OHUYECKUX Pa3HOBUAHOCTEN
¢daktypsl. Ero BHEMaHue B MEpBYIO Ode-
pelb TPUBIEKACT OUACOHANILHOE UILONCE-
Hue, 00O3Hauyawee CmMoib XAPAKMepHbllL
07151 XOP0B020 NUCLMA KOMRO3ZUMOPA UHMe-
pec K 8blCOKOU MemMOpo8oti MOOUIbLHOCIU
BOKaJIbHBIX JUHUU. B counnenusix 1960
roga HoHo, ucxons W3 3KCIEPUMEHTOB
C MMOCTPOEHUEM MENIOJMUECKHUX TuaroHajeu
OOJIBIIIOTO JMana3oHa, MPUXOAUT K Oosee
CBOOOHOMY IOCTPOEHHUIO XOPOBOW TKaHU
MyTéM COEAMHEHUs TeMOpOBO-IU(depeH-
[IUPOBaHHBIX 3ByKOTOUeK. JlaHHBIH (hakTyp-
HBII TUII, HA3BaHHBII HAMU CIMepeomMoHoOU-
etl (MOHOTEMOPOBOH HMJIH TTOJTUTEMOPOBOIA)'®
IIPY €0 BHELITHEHN CXOKECTHU C MyaHTUIIUCTHU-
YECKUM H3JI0KEHUEM, JIEMOHCTPUPOBAI HE
M30JISLUIO0, HO aKTHMBHOE B3aMMOJICHCTBHE
TOHOB OJHOBPEMEHHO B TOPU30HTAJIBHOM,
BEPTHKAIFHOM U ITyOMHHOM H3MepeHHsIX .

NHTeHCcHBHAsS 3BOJIIOIUS CTEPEOMOHO-
muu B couumHeHusax HoHo 1960-x r010B
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ObUTa BO MHOTOM CBSi3aHA C Pa3BUTHEM
npuémos Klangfarben-Ubergang (Tem6po-
BOI MOMTYJISIIINN ), UCTIOJIb3YEMBIX HE TOIBKO
JUT JTOCTYDKEHHUSI TeMOpPOBOW M3MEHUYMBO-
CTH 3BYKOTOYEK, HO U 0Jis1 NOJYUEHUsl cme-
peosghghexma, SBAAIONMIETOCS, IO MHEHHIO
A. lllnutke, omHUM U3 aTpUOyTOB TEMOPO-
Boil Monynsitmu: «CoBpeMeHHas ctepeodo-
HUS TPOUCXOJIUT HE TOIBKO OT aHTU(OHHO-
CTH, HO TaK)Ke ¥ OT MPHUHIIMIIA TEMOPOBOTO
MOJYJIUPOBAaHUSl Marepuaia, MpPOSBUBIIE-
rocs B HHCTPYMEHTAJIBLHOM MBIIUICHUH
BebGepna. IlocrositHHasi TemOpoBasi mepe-
Kpacka MeJIOIMYEeCKOM JIMHUU Ha TPaHUIaX
MOTHUBOB COIMPOBOXIANIACHh HeU30eHCHbIM
OUHAMUYecKum cmepeodpgexmom [KypcuB
MOH. — A. P.] — Menoausa Ha XOJly MEHsJia
OKpacKy, Kak Obl IEpEHOCSICh OT OJJHOTO HC-
TIOJTHUTEIIS K IpyroMmy» &,

JIuretu, B ornuuue ot HoHo, B CBO-
€M m1aBHOM XopoBoM omyce 1960-x ro-
noB — «PexBuemMe» — HaNpPOTHUB, HATIISTHO
JNEMOHCTPUPYET CBS3b C TPATUIUSMU T1O-
mudoHnYecKkoro mnuchbma. DyHIAMEHTOM
(dakTypHON OpraHM3ali COYMHECHUS SB-
JSIeTCS KAaHOHMYECKUM CKIIaJl: ATO Kacaer-
Cs Kak B3auMOJCHCTBHA CyO(aKTypHBIX
OJ70KOB, TaK M OTHEIBHBIX JHHHUUA TOJIOCOB
BHYTpH Kax10il cyOdakTypsl [4]. Komrio-
3UTOp, U30erasi BBIACIAIONINXCS U3 OOIIeH
TKaHU MEJIOAMYECKHX OOOpOTOB, MO CYTH,
BO3BpallaeTcsi K OCHOBaM CTapUHHOM IO-
muornn'®. VHTOHAIIMOHHBIA MaTepua
B MEPBBIX ABYX dacTsax «PexkBmemay» opra-
HU30BaH COEIWHEHHUEM OJHOPOAHBIX HH-
TEPBAJIOB, MPEUMYIIECTBEHHO MOIYyTOHOB
¥ TOHOB. B COBOKYITHOCTH C TOTUPUTMUYE-
CKUMH OMEHHUSIMHU M1y BOKAJIbHBIMU Map-
TUSIMA ¥ TIPUOPUTETHBIM HCIIOJIb30BAHHEM
mrpuxa molto legato nonoOHbIH MHTOHA-
UOHHBIA MPOPUIb COYMHEHUS MPUBOAUT
K 3ByKOBOMY (D)€HOMEHY, BBI3BIBAIOIIEMY Y
KOMIIO3UTOpa ONpeAcIEHHbIE BU3yalbHBIC
accouuanuu: «Bbl chpllIUTe HEMpOHUIIAe-
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MYIO CTPYKTYpY, HEUTO BPOJAE OYEHB IJIOT-
HO COTKaHHOW MayTUHBI. Sl cOXpaHui1 B IpoO-
1ecce KOMIO3ULUU MEIOAUYECKUE JTUHUM,
Y OHHU YIPABISIOTCS MPABUJIAMH CTOJb K€
cTporumu, kak y IlamectpuHbl wim macre-
poB (mamanckol mkomel. <...> Ho monwm-
dboHMYeCcKass CTPyKTypa (aKTUYECKH HE
BBIABIISIETCS. — €€ HEeNb3s YCIbIIIAaTh, OHA
OCTa€TCsl CKPBITOM B MHUKPOCKOIIUYECKOM,
TIOJIBOJTHOM MHpE, JUIsl HAC HEBHATHOM»,

[IpoBenénHoe cpaBHEHHE C MpPUEMAMU
MacTepoB »noxu PeHeccaHnca — He mpeyBe-
nnuenue. Bosnukarouuit B Kyrie sddext
«MEJJICHHOTO “‘pacrnoJi3aHus” JTUHUM, JBU-
KYIIUXCS C Pa3IMYHON CKOPOCTHIO BOIU3H
Ipyr Jpyra», o kotopoMm mumeT JI. Axo-
nsiH?!, BO3HHKAeT KaK pe3yJabTaT OuYeHb
CBOOOIHO TPAKTOBAHHOTO TPHHIIMIIA TIPO-
MOPIIMOHAIBHOTO KAHOHA, CTOJIb TUITMYHO-
ro, Hanpumep, aiasa counHenuit I. J{rodamu.
N naxe 1o, uro k. bepHapn ormeuaer kak
OTPa)KEHUE TPHUHIUIIOB CEPUNHOTO MHUCh-
Ma B TBOpuecTBe JIuretu (MCIoIb30BaHKE
PAKOXOJHBIX CTPYKTYp B OpraHu3alliyd UH-
TOHAIIMOHHBIX JMHUUA B Kyrie)*?, MOXHO
paccMmarpuBaTh CKOpee Kak oOpaleHue
K WHBEPCHOHHOM KaHOHUYECKOM TEXHHUKE
CTapbIX MacTEpPOB, TOMEIIEHHOMN B yCIOBHS
TOTAJILHOW XpOMAaTHKH [5].

Jns  Jluretn KaHOHMYECKAash TEXHHUKA
CTAHOBHUTCSI HE CAaMOLIEIbIO, HO JUIIb WH-
CTPYMEHTOM  IIOJIyYE€HHS  OIpPENCIEHHBIX
akyctuyeckux 3¢dexron. [lpumenmmii u3
KaHOHUYECKOW KOMIO3HUIIMKM TPUHIIMIT TI0-
CJIEZIOBATEIbHOTO BKJIIOYEHHSI B OOIIYIO
3BYYHOCTH T0JI0COB (haKTyphl MPUBEN K O
HOMY M3 CaMbIX BaXKHBIX OTKPBITUNA B XOPO-
BOl My3bIke JIMreTn — BBIABICHHUIO JWHA-
MUYECKOTO YHHUCOHA. XOPOBbIE JUArOHaIN
B HauaJsie komno3uiuu Lux aeterna (1966) e
TOJILKO CIIOCOOCTBYIOT TMOCJIEIOBATEILHOMY
U3MEHEHUIO OKPAacKW 3BY4YaHUs, HO U WHU-
LHUUPYIOT peajbHOE NEepEeMEIICHUE 3ByKa
B npoctpaHctBe. CpaBHeHHMe Lux aeterna
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Jluretu ¢ paboramu Jlynmxu Hono 1960 rona
Sara dolce tacere n Ha venido: canciones
para Silvia [eMOHCTPUPYIOT YIUBUTEIHHYIO
CXOXECTh (PaKTypHOTO PEIICHUSI COUNHEHUI

Cxema 1.

(mpumepsr Ne 4a u 46). OTMETUM 371€Ch, YTO
JUI YCWJICHUSI cTepeoOHNIECKOTO P dek-
ta HoHo, B omnuue ot Jluretu, mpuderan
U K ONpeAenEHHOM paccTaHOBKE TEBIIOB

(cxema 1). Takas mepecTaHOBKa B COBOKYTI-

Mpumep Ne 4a

Example No. 4a

N1. HoHo. Ha venido: canciones para Silvia,
T.16-20

Luigi Nono. Ha venido: canciones para Silvia,
mm. 16-20

5
accel.
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Mpumep Ne 46
Example No. 4b
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L. Nuretn. Lux aeterna, 7. 1-4
Gyorgy Ligeti. Lux aeterna, mm. 1-4
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[ucnosuumsa Bokanuctos B Sard dolce tacere J1. HoHo

Scheme 1.
Disposition of Vocalists in Sara dolce tacere Luigi Nono

B1 S2

T1 A2

T2
I B2

HOCTH C auddepeHnmanuei ap-
TUKYJISIIIUOHHOTO  o(hopMIIeHHS
(bocca chiusa, bocca aperta,
quasi aperta bocca) cxOmHOTO
WHTOHAIIMOHHOTO Marepuana Ja-
Baja BO3MOXKHOCTh TIOJIyYHUTh
OIIyTUMOE TIEPEMEITICHHUE B MPO-
CTpaHCTBE HE TOJHKO MOTHBOB,
HO Y OT/ICTIbHBIX 3BYKOB.

Kaxxnas u3 HoBauuit axryp-
HOI OpraHu3aluu aBaHTapIHBIX
counHenui 1960-x romoB Ha-
XOJIUT CBOE MPOIOJKEHUE B XO-
POBOM KOMIIO3UIIMUA TOCJIECIHEN
Tpetn XX BeKka: NOIUTEMOpOBast
CTEpPEOMOHOAMS  BCTpPEYAETCS
B counHenusix JI. bepuo (Cries
of London, 1974-1976), B. Puma
(Mit geschlossenem mund, 1982;
Quo me rapis, 1990). Mukpo-
oMM (OHUST aKTUBHO HCIOJB3Y-
€TCS HE TOJHKO B TO3JHHX XO-
poBbIX counHeHusx [l. Jlureru,
HO ¥ B mukiax X. Xosuarepa
(Die Jahreszeten, 1975-1979),
C. Tyb6aiigynunoit («Ilocss-
menue Mapune LlBeraeBoity,
1984), counnenusx f. Kcena-
kuca (Pu wijnuej we fyp, 1992).
Crepeodonunueckne 3PGHeKTh
CTAHOBSITCS BXHECUIIUM aTpHU-
OyTOM COBPEMEHHOH XOPOBOM
komro3unuu. OIHUM U3 TIpUMe-
poB cTepeodOHHH, CBSI3aHHOU
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C HaJOXEHHUEM MHOTOKaHAJIbHOW 3alucH
XOPOBOTO COYMHEHHS Ha «KHBOE» HCIOJI-
HEHHUE, CTaju MEPBBbIM U TPETUM AKTHI OIle-
pol Donnerstag w3 renranoruu Licht IITok-
xay3eHa (1978-1981). Ocoboe 3HaueHUE
B OpraHU3aIuy MPOCTPAHCTBEHHBIX 3 Dek-
TOB TpUOOpeNH pecypcsl live electronics.
[Tpumepom uX TMPUMEHEHHS SBISIOTCS XO-
poBble counHenuss Hono (lo: Frammento
da Prometeo, 1981; Das atmende Klarsein,
1980-1983; Prometeo, 1984/1985) u K. Ca-
apuaxo (Tag des Jahres, 2001).

PaccmoTpeHne HEKOTOPBIX XapaKTEPHBIX
TEH/ICHIUI B My3bIKE KOMIIO3UTOPOB 3ara/l-
HoeBporneickoro apaHrapaa 1960-x romos
MPUBOAUT K BBIBOMY, YTO B CBSI3U C HOBOM
0o0pa3HOM CHUCTEMON CYIIECTBEHHO H3Me-
HUJIACh XOpOBasi TeKcTypa. E€ xapakrepHbie
TEH/ICHLIUH BBISIBUINCH B PA3HBIX 00IACTAX:

I. B pacmmmupeHun CMBICIOBOM MHO-
TO3HAYHOCTH CIIOBECHOM OCHOBBI MYTEM
COBMEILIEHNS HECKOJIBKUX JIMTEPATypPHBIX
UCTOYHHUKOB B OJIHOBPEMEHHOCTH:

1) B3auMonelicTBUEe CEMAaHTHUECKH WU

SKCIIPECCUBHO  KOMIUIEMEHTAPHBIX
BepOAJIbHBIX PSJIOB B paMKax MOJIH-
TEKCTOBOU KOMIIO3UIINH;
o0pa3oBaHHME HOBOTO «KOJUIAXKHO-
ro» BepOabHOTO Psiia MOCPEACTBOM
NPUBIICUCHHUS] HECKOJIBKUX JUTEpa-
TYPHBIX UCTOUYHUKOB;
COXpaHEHHE OpUTHMHAIBHOM (oHe-
TUKH 3aUMCTBYEMBIX JIUTEPATYPHBIX
TEKCTOB U, KaK CJIE€ACTBUE, MONHI3bI-
YHUEe JIUTEPATYPHON OCHOBBI.

2. B mepeocmbIcieHUU JIUTEpaTypHO-
TeMOPOBOM CTOPOHBI XOPOBBIX COYMHEHUH,
CBUJIETENIBCTBYIOLIEH HE TOJNBKO 00 yCBOe-
HUM, HO U 3HAYUTEIILHOM Pa3BUTHU MPUEMOB
KOMITO3UTOPOB IIEPBOIO aBaHrap/a:

1) mpeogonenue  JUTEPATypPHO-MY3bI-
KaJbHOTO mnapaienusma B 1950-e
roabl (ocymectBnénnoe JI. Hono
paciierieHue TeKCTa Ha OT/AEJIbHBIC

2)

3)
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CJIOTH U (DOHEMBI), YTO TMO3BOJIUIIO
MPEACTAaBUTENSIM  MTOCJIEBOEHHOTO
aBaHrap/Jia B COUYMHEHHSX CIIEIYyIO-
HIETO JECATUIICTHS IPUNTH HE TOJb-
KO K pacmagy CJOoBa Ha MHKpO3Jie-
MEHTHI — (DOHEMBI, HO U K POXKJICHUIO
HOBOTO pOJia BOKAJIbHOW MY3bIKU
— (oneMHoO# KOoMMO3MIIMH, OOecTie-
YUBILIECH 3HAYUTEIIBHOE PACIIUPEHUE
pECYpPCOB BOKAIbHOU apTUKYIISIIINH;

B pe3ylbTare MepecMOTpa OIbITa
peueBoro meHus, HM300peTEHHOTO
[[IéabeproM, KOMIIO3UTOPHI MPUIILITH
K ()OPMHPOBAHHUIO IIEJIOTO KOMILIEK-
ca BOKaJIbHBIX MPUEMOB, CBA3AHHBIX
c uneeu Sprechgesang, — ot cBO0OI-
HOM WJIM PUTMHU30BAHHOM JIEKJIaMalliy
K PEYEBOMY MEHHUIO C MPUMEPHBIM WIIH
JeTalbHBIM yKa3aHUEM WUHTOHAIIUH.

3. B HOBOIl wuHTepmperanuu TEMOPO-
BO-OPKECTPOBOM OCHOBBI ITPOU3BEICHUI,
YTO MPUBENO K (GOPMHUPOBAHUIO OPUTHHATIb-
HOTO OTHOIICHHSI K TEMOPOBO-(PaKTypHBIM
CBA3SIM:

1) HOBas TpakTOBKa (paKTypHOTO THIIA,
OCHOBAaHHOTO Ha COEIMHEHHH TEM-
OpoBo-nudhepeHIPOBAHHBIX 3BY-
KOTOYEK, KOTOPBIM MPEICTABISICTCS
MOHOTEMOPOBON WM TOIUTEMOPO-
BOW CTEPEOMOHOINEN;
oOpallleHHe K TEeXHUKE MOIU(OHHU-
YeCKOro NHChMa, BbIPAOOTAHHOTO
MacrepaMu d1oxu Peneccanca, oc-
MBICJIEHHOW C MOO3UIHUNA TOTaJIbLHOU
XPOMAaTUKH U CTePEO(POHUKH.

IlogBoast UTOr HCCIECIOBAHMIO, CTAHO-
BUTCS SICHBIM, YTO M3yYE€HHUE TEeMOPOBBIX U
(bakTypHBIX 0COOEHHOCTEH XOPOBOI MY3bI-
KU 3anajHoeBporeiickoro apanrapaa 1960-x
roIoB, MPOOJIEM B3aMMOJICUCTBUS CJIOBA U
MY3bIKH, UCTIOIb30BaHUS TPUEMOB (HOHEM-
HOM KOMIO3UIMU B aHAIM3UPYEMBIX COUYU-
HEHUSIX TIO3BOJISIET CETOAHS paccCMaTpUBaTh
3TO JECATHIIETHE KaK JMUIIEHTP MOHUCKa

2)

2)
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HOBBIX pEIICHUH B 00JacTH XOPOBOW KOM-  HCKYCCTBa B OAMH U3 HauboJiee TMHAMUYHO
no3uuuy. OHM COCOOCTBOBAIM HE TOJIBKO  PA3BUBAIOLIUXCS KAHPOB KOMIIO3UTOPCKOIO
W3MEHEHUIO €€ NPUBBIYHOIO aKyCTHYECKO-  TBOPYECTBA MOCIIECIHUX AECATIETHN XX —
ro objauKa, HO W MpeBpalleHuI0 XopoBoro  Haudana XXI Beka.
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fonction auteur, la fonction “auteur”,  oTMeuall, YTO BbICKa3aHHBIEC UM UJICU SBJISI-

la fonction-auteur) po3ByYan B J0-  FOTCS CKOPEE «IIJIAHOM PabOThD» B «pa3MeT-
kiage Mumens @yko «HUto Takoe aBTop?»  KOM CTPOMIUIONIAAKW», YEM 3aKOHUYEHHOM
Ha 3aceqanuu GpaHIry3ckoro pmiocodcko-  Teopueit. M, Bo3MOXXHO, Oimaromaps Takoit
ro obmiectBa B Komnex ne @panc B 1969  cBoero poma «OTKphITOM (GopMe» daHHOE
rogy. OTa peub y4E€HOro 3aHsiia IPOYHOE  BBICKA3bIBAHUE C €r0 MOHSITUHHBIM COCTa-
MECTO B HCTOPHUM TYMAaHUTAPHONW MBIC- BOM MO-NPEKHEMY BOCHPUHUMAETCS €CIIU
JU U, HE YTPaTUB aKTyaJIbHOCTH IO CE HE Kak IoJie JJIi OCTPBIX IUCKYCCHM, TO
JIeHb, TPOJOJKAET MPUTATHBATH K ce0e  KaK Ba)XHBIM MOBOJ JUIsl OCMBICIEHUSI BO-
BHHMAaHHE JIOBOJIBHO IUPOKOTO Kpyra MC-  IMPOCOB, CBS3aHHBIX C MPOOJIEMOI aBTOp-
caenoBareneit. [loguépkuBas nouckoByro  cTBa [1; 2; 3].

TepMI/IH «pynkuus-asrop» (dp. la HampaBiaeHHOCTb cBOeil kKoHUenuu, Oyko
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[Ipexne vem paccMOTPETh BO3MOK-
HOCTb NPUMEHEHHS TepMHHA «(PYyHKIUs-
aBTOp» K IIPOU3BEACHMUSIM KOMIIO3UTOPOB
XX—XXI BexkoB, a 3T0O M €CTh OCHOBHas
3ajaya HacTosuled paboThl, HOIbBITaeMCs
KpPaTKo OYEPTUTH CONEPKATEIbHBIA 00bEM
TEPMHHA, IPUHIB BO BHUMAHHE, YTO MOsIC-
HEHUS K HEMY MOYKHO BCTPETHUTB U B APYTOU
uHayrypauvoHHou yekuun Oyko — «Ilops-
nok jauckypca» (1970). JanHbIl TepMUH
(Gurypupyet B Hell Hapsiy ¢ pOPMYIUpPOB-
KaMHU «pOJjib aBTOPa» U «IIPUHLUI aBTOPa»,
YTO KOCBEHHO PACKpBIBAET OOIIMIA CMBICH
HNOHATHS: «S] monararo, 4To CyIIECTBYET U
JIPYrofl TPUHLMUI pa3pexeHus IUCKypca
<...> Peup unér 06 aBTOpE — MOHMMAEMOM,
KOHEYHO, HE KaK TOBOPSIINI MHIUBU, KO-
TOPBIM MPOU3HEC WM HAMHUCAT TEKCT, HO
KaK IPHUHLIMII TPYTIIUPOBKU TUCKYPCOB, KaK
€IMHCTBO M MCTOYHUK WX 3HAUEHUHU, Kak
IIEHTP UX CBA3HOCTI»'.

O TOM, YTO TIOHATHS «aBTOP» U «(yHK-
LUA-aBTOP» BBICTYNAIOT Yy DPYyKO NPAKTH-
YECKM KaK TOX/IECTBEHHbIE, CBUJETEIb-
CTBYET, B YAaCTHOCTH, clieAymomas (paza:
«A4emop, unu mo, Ymo A NLIMAICA ONUCAMb
KaK QyHKyuio-aémop... [KypcuB MOH. —
0. I1.]»*. Takoe yTOYHECHHE TOHSITHS 00-
YCIIOBJIEHO TeM, 4TO peub y Dyko HAET He
0 KOHKPETHOM JIMYHOCTH WM «PEaJbHOM
WHIVBHZIC», @ O HEKOEM MEXaHU3Me, JeH-
CTBYIOIIEM B TeKcTe: «S aHammsupoBan
@yHKYUIo, HYMpU KOMOPOU HEeYmo makoe,
Kak aeémop [kypcus mou. — FO. I1.], moxet
CYILIECTBOBATHY.

Uccnenys mposiBieHue NaHHOW (PyHK-
MU B HAay4HbIX U JIUTEPATYPHBIX IUCKYp-
cax pasiInyHbIX 310X, PyKO OTMEqall MpH-
CYIIUH €l NCTOPUYECKHA U3MEHUYUBBIN, a HE
YHHUBEpCalbHbIN Xapakrep: «Ecnu B3mis-
HYTh Ha MOAM(UKALNU, UMEBIINE MECTO
B HCTOPHUH, TO HE KAXKETCS HEOOXOTUMBIM. . .
YTOOBI (PYHKIUSI-aBTOP OCTaBajlach MOCTO-
SHHOM 110 CBOEH (hopMe, CIOKHOCTH, TaK U
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Ja)Ke — B CAMOM CBOEM CYIICCTBOBAHUU»'.
IIpoBoas Bogopaszzaenn Mexay TEKCTaMU, Ha-
NenéHHBIMU (YHKLINEH «aBTOP», U TEKCTa-
MU, KOoTOphble e€ numieHsl, yko cpaBHUBA-
€T IUCKYPCBHI Pa3HOTO TUIIA — AaHOHUMHBIE U
MapKHPOBAHHbBIE ABTOPCKUM MUMEHEM, IpU-
HajuieKale K 00JacTy HayKd W, Hampo-
TUB, OTHOCSIIIMECS K MUPY XY10’KECTBEHHO-
ro TBOopYecTBa. 1 BCE 3TO € LIENIbIO BBISIBUTH
«cucTeMy (PyHKLIIMOHUPOBAHUS» TaKOH Aeil-
CTBYIOILIEH BHYTPH TEKCTa WHCTAHLIMH, KaK
aBTOp.

[losicusiss nmevicTBuE «(PYHKIHUU-ABTOP»
Ha a0CTpakTHOM IpUMEpe TEeKCTa MaTema-
TUYECKOTO TpaKTaTa, INE€ aBTOPCKOE «s1»
MIPEICTABIEHO HECKOJIBKUMU OTIMYHBIMU
JpyT OT Japyra crnocod6amu, COOTBETCTBYIO-
IIMMH TOW WJIM MHOW YacTH KHUTH U OIIpe-
JEIEHHON ITOBECTBOBATEIBHON CTPATEruH,
dyxko koHcTarupyet: «Ha camom nene, Bce
JMCKYpPChI, HaJlenEHHbIe (DyHKIMEH-aBTop,
cofiepKarT 3Ty MHOMCCTBCHHOCTh OTo»’.
(ITpuBenénHble 37€Ch BBICKA3bIBAaHUS (PU-
aocoda OTHIOAb HE HCUYEPHBIBAIOT COOOM
BCE colep)KaHHE TMOHATUSA «(PYHKIUSI-aB-
TOp», HO JaXe UX JOCTATOYHO AJI TOIO,
YTOOBI MPEACTaBUTh, HACKOJIBKO PEJIEBAHT-
HBIMM OHU MOTYT CTaTb B OTHOILIEHUU MY-
3bIKaJIBHOTO AucKypca. [logpoOHee 00 3ToM
peub NoMaET nanee.)

[IpoGnemsl, 3anumMaBire Oyko, U BBO-
IUMasi UM JUJIS 3TOr0 TEPMUHOJIOTHS HALIUIH
MIPOIOJDKEHUE B Pa3IMYHBIX OOJIACTSIX Ha-
yuHoro 3HaHus. [lepedncnum Jumib HEKo-
TOpBIE HCCJIECIOBaHUsA, [N NPEUIOKECHHAS
(GpaHIy3CKUM Y4YEHBIM TEPMHMHOJIEKCHKA
HE TOJIBKO ITOJIBEPraeTcs NaJbHEUIIEMY OC-
MBICJIEHUIO, HO U MPOCLMPYETCS Ha WHBIE
KyJIbTYpHbIE SIBJI€HUS — BepOajbHbIC U HE-
BepOaJIbHBIE.

B nepByto odepenb Ha30BEM KOJIJIEKTUB-
Hyt0 MoHorpaguwo «Hcropus QpyHKIUU-
aBTOp, BO3MOYKHA JIK OHA?»®, MOJIrOTOBJICH-
Hy1o B YHuBepcurere I. CeHT-OTheHa. Bes
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npo0iieMaTuka KHUTHM COCPEIOTOYEHA BO-
KpYI' TUTYyJbHOTrO TepMuHa. Cpenu coOpaH-
HbIX B HEH MaTepuajoB BBIJIEIUM CTaTbIO
Hunsca Byx-Mencena «Mms coGcTBeHHOE
¥ cOOCTBEHHO aBTOP. YTo Takoe “(PyHKIMS-
aBTOp?”’», Pa3BUBAIOIILYIO JIMHUIO PaCCyX-
neHnid Myko 0 TOM, KakylO poJib UIPAET B
JHUCKypCe aBTOPCKOE UM’

3aKOHOMEpPHBIM OOpaIlleHHEeM K TMOHS-
THUIO aBTOPCKOM (yHKUIMH OTMEYeHa MO-
Horpaduss Poxe Ilapthe «IlucrMenHas
KyJbTypa ¥ OOIECTBO», B OAHOM M3 IJIaB
KOTOpOH («ABTOp B CHCTEME KHUTOIleYaTa-
HUS») 0000 MOTUEPKUBAETCS METOA0IOIU-
yeckas 3HauuMocTh uaed Pyko: «ABTOp-
cKas (YHKIMS, 3aKJIIOUEHHAs B CTPYKType
CaMUX KHUT... OTHBIHE CTOUT B LIEHTPE KaX-
JIOTO MCCIIEA0OBAHHUS, I1I€ pacCMaTpUBAETCS
CBSI3b POU3BOACTBA TEKCTOB C MX (OopMaMu
¥ CIOCO0aMU MX MTPOYTCHUSI»®.

[IpumeuaTenbHO, YTO MOHSATUE «aBTOP-
CKOW (PYHKLHMH» OKa3bIBaeTcs BOCTpeOO-
BaHHBIM U B pabOTax, MOCBSIIEHHBIX U3Y-
YEHUIO CTAPUHHBIX HOTHBIX U3AaHUM, O YEM
cBuaeTenbeTByeT crarhsi Kupcren ['mbcon
«Hackonbko TpyIHO 3TO A€i0: ABTOPCKHM
o0pa3 B nevatHbIx KHurax Jlxona Jloynen-
na»’. Vccienosaresnb 3aIeCTBYeT TCPMHH
«(pyHKIUSA-aBTOpP», aHAIM3UPYsS BO3pacTa-
HUE COLMOKYJIBTYPHOI'O CTaryca My3bIKaH-
Ta B IO3HEPEHECCAHCHYIO 3MO0Xy. O TOM,
HACKOJIBKO PEINpPE3CHTAaTUBHBIM C TOYKH
3peHus OOIINX YCTAaHOBJICHUN SIOXH SBIIS-
€TCsl aBTOPCKOE UM, YKa3aHHOE HA TUTYJIb-
HOM JIUCTE KHHMIM (HOTHOM KHHMIM B TOM
YHUCIIE€), MOKHO CYIUTh IO pPa3HbIM IpH-
MepaMm. OJIMH U3 HUX, B YAaCTHOCTH, OIU-
cbiBaeT DnBapa JIOBUHCKHMII B CBOE€H cTa-
Tbe 0 KynbType Peneccanca: «CunbpBecTpo
["anaccu, aBTOp caMOro paHHero TpakTara
00 urpe Ha (uelite, omyOIMKOBAaHHOTO B
Beneunu B 1535 rony, umeHoBan cebs Ha
0o0NOXKKE cBOEW KHMIM ‘‘My3bIkaHT IIpo-
cnaBieHHOM Beneumanckoir CuHbopun’
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(sonator d(e) Ill(ustrissi)-ma S(ignori)a d(i)
V(enezi)a)»'?. Conutémcst Takxe Ha 3ame-
yareIbHOEe C TOYKHU 3pPEHUs CIOCOOOB pe-
MPE3EHTALMN aBTOPCKOTO UMEHU ONKCaHHUEe
oOnoxku nepeoro u3nanus «Jlon Kuxora»
Cepsanreca (1605), cnenanHo€e B yIIOMsIHY-
toii Beime kuure P. [llaptee!!.

Ponb aBTOpCKOrO Hauana paccmarpuBa-
eTcsl yYEHBIMH U Ha OCTPOCOBPEMEHHOM
Marepualie — Ha3BaHUE CTaTbu OMuTa Pes
u Opxapaa ['peda «IlepecmarpuBas GpyHK-
[[UI0-aBTOP B 3MOXy Bukumnemanm» roBopur
camo 3a ce0s'’. TlomynsipHeld B m1o0alib-
HOM MaciiTabe MHGOPMAIMOHHBIA pecypc
paccMaTpuBaeTCsi aBTOpAMH CTaThU Kak
AMHAMUYHOE TPOCTPAHCTBO, YYaCTHUKHU
KOTOPOTrO B TPOIECCE HEMPEepbIBHOTO CO-
TPYIHUYECTBA CO3JAIOT M PEIAKTHPYIOT
KOHTEHT SHUUKIIONEINU, U OINpeAesercs
BeCbMa OPUTMHAIBHO — KaK «IM(POBOI Na-
JIMMIICECT, 3aJCHCTBYIOLIUNA CEThb MYJIBTH-
(YHKIIMOHAILHBIX MTOJIH30BaTEICH» .

B uccnenoBanusix nuTepaTypHbIX MaMsIT-
HHUKOB TOYKE HEPEJIKU OOpAIIEHHS K TTOHSITHIO
«(pyHKIUSA-aBTOP»: HA30BEM AMCCEPTALIUIO
Crrozen A. Ilagnen «Konneniuu GyHKIUH
aBTOp BO (DPAHILy3CKOM SMUCTONSPHON JIUTE-
parype XVII Beka: Ciyuaii rpada ['unspa-
ra u Majam je Busbase»'!. Tepmunomorus
@DyKO U CTOALIMI 32 HEW TOHATUMHBIN IIACT
paBHBIM 00pa3oM BOCTpeOOBaHBI U B pabo-
Tax, U3y4arollUuX sI3bIK U CTPYKTYpYy KHHO-
npousBeAeHuii. OO0 3TOM HamwcaHa CTaTbs
Jlopen [Hrorpad «Urto Takoe TUIKUTATBHBIN
aBrop? DoJKHEpOBCKasi aBTOpcKas (hyHK-
mua B “Kunocommammsme” JKan-JIroka Io-
aapa»'>, B HA3BaHUU KOTOPOH Oe301IMO0YHO
yraibIBaeTCsl 3ar0JIOBOK 3HAMEHUTOW pabo-
Tbl DyKO.

Kuzup TepmuHa «QYHKIUS-aBTOP»
B HAy4YHOW TpaJWULIUU COMPOBOXKIACTCS U
MOJIEMUYECKUMH BBICKa3bIBaHUSAMH. Taxo-
Ba, HalpuMmep, cTaThsi AnpuaHa YWIICOHA
«“TIpobnema aBTopa” DyKo: KpUTHUECKAS
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9K3ere3an'’, MPHUIMPUYUBO paccMaTPHUBAIO-
n1as no3unuoo Oyko B BONPOCax aBTOPCTBA.
HecMmotps Ha 1O, uTO drsiocody craBurcs
B YIIPEK HEONPEIEIEHHOCT BBOIUMOTO I10-
HATUSL «(QYHKIUSI-aBTOP», KPUTHK YyIadyHO
UHTEPIIPETUPYET €ro cytb: «Dyko mpen-
Jaraer paccMaTpuBarh aBTOpa “Kak (hyHK-
IUIO0 JAUCKypca”, 3aMeHss OOLIETPUHSATYIO
¢urypy ‘“aBropa” TeM, 4TO OH Ha3bIBAaET
“aBTopckoi GyHKIMEH,” — MOHATHEM, CTpe-
MSAIIAMCSI yXBaTUTh JUCKYPCUBHYIO pOJb,
KOTOpYIO urpaet 3ta (urypa. MoxHO me-
pedpazupoBarh €ro apryMeHT, CKas3aB, 4TO
UMEHHO “aBTopckasi (yHKUUS aBTOPH30-
BaJIa caMy HJICIO aBTOpa»'’.

Tema aBTOpCTBa — BOJNHYIOIAsA IpobIe-
Ma, MpUBJIeKaroas Kk cebe ocodoe BHUMa-
HUE HE TOJILKO COBPEMEHHBIX YUEHBIX, HO U
TBOpPLIOB. B kauecTBe npumMepa, WILTIOCTPU-
PYIOIIETO ATOT 0COOBI MHTEPEC K HAa3BaH-
HOU TeMe, puBenEM myOnukanuio ['epmana
JHany3epa u Martuaca Kaccens, 06001uB-
IIyI0 Marepuajibl MexIyHapoJHOTO CHUM-
nozuyMa «Ysu 3Byku? HWHTepnperanus
U aBTOPCTBO B HOBONl My3bike» (Wessen
Klinge? Interpretation und Autorschaft in
neuer Musik), opranuzoBaHHoro ®oHIOM
[Tayns 3axepa B amnpene 2011 roma B ba-
3ese's. VyacTHHKaMHM 3TOrO CHMIIO3MyMa
ObUIM HE TOJIBKO MY3bIKOBEIbI, HO M W3-
BECTHBIE KOMIIO3UTOPBI, B YacTHOCTHU [Ibep
bynes, Bunko I'mo6okap, Jl>xopmx benmxa-
MUH U JIp.

Tpaguuuu pOCCHHUCKONM HAayKd B H3Y-
YeHUHU MNpoOJIEM aBTOPCTBA MPEACTABISIIOT
co00M OTHECIBLHBIM IUIACT HCCIIENOBAaHMH,
MOATOMY OrpPaHUYMMCS JIMIIb CCBHUIKOU
Ha Tpyasl C. ABepuHueBa, M. baxTtuna,
b. Ycnenckoro u gp. HaszoBéMm Ttaxke
CO3/IaHHYI0 TI0 MaTepuajnaMm KyJIbTypoJio-
rudeckoro koHrpecca B [lerepOypre (2010)
kHury «IIpobrema aBropa B HCKyCCTBE —
npoinioe W Hacrtosmiee» (2012)°. B Heit
MPEACTAaBIECH IIMPOKUI UaIa3oH XyHdoXe-

57

CTBCHHBIX SIBJICHHU (JTUTEeparypa, Mod3us,
KUHO, apXUTEKTypa), OCMBICJICHHBIX C TOY-
KH 3pEHUS POJIU aBTOpa B IPOU3BE/ICHUH.

Kak moxa3siBaeT mpakTUKa «My3bIKaJIb-
HOTO CETOJIHS», — @ B TPaHUIaX TOTrO, YTO
Ha3bIBACTC COBPEMEHHOM MY3BIKOM, OKa-
3BIBACTCS HE TOJILKO HBIHEIIHUW BEK, HO H,
MO-TIpEXKHEMY, BEK MUHYBIIHMI, — MIPOsIBIIE-
HUE aBTOPCKOW (PYHKIIMH B XyIOXKECTBEH-
HOM JIMCKypce OKa3bIBaeTcsi BcE Oornee u
6osee MHOrO3HaYHBIM. boiee Toro, moguac
MMEHHO BOKpPYT (UTYphI aBTOpa (IKCILIHU-
IUTHOW WM WMIUTMIIUTHOIN) BBICTpauBa-
€TCsl 3aMbICEeNl BCEW KOMIIO3MLIMU. SpKUM
MIPUMEPOM CBOECOOPa3HON XyH0KECTBEHHOM
CTpaTeruu, CBSI3aHHON CO MHOXECTBEH-
HOCTBHIO ABTOPCKOW TO3WIINH, SBISCTCS
¢doprennanubiii mukn AHToHa bartarosa
(p. 1965) «136pannsie muchma Cepres
PaxmanunoBay (2013), o uéM yxe umenach
BO3MOKHOCTh BBICKA3aThCsl OTACIBHO,

CoBpeMeHHBIE MY3BIKaJbHBIC (eHOME-
HBI JIAI0T OOTaTYIO MUIILY JIJIS Pa3MBILIUICHHUMA
B 3aJIaHHOM HAIPaBJICHUH; IPEJICTaBUM He-
OOJIBIITYI0O MO3aWKy U3 MPOU3BEICHHI OTe-
YECTBEHHBIX U 3apyOE’KHBIX KOMIIO3UTOPOB
C TeM, 4YTOOBI MOKa3aTh pa3HOOOpa3ue cro-
co00B peanu3aiuu «HyHKIUU-aBTOP».

Kakyto ponb B My3bIKaJIbHbIX KOMITO3U-
WX UTPAET aBTOPCKHM TOJIOC, €ro Halu-
gyre a1bo0 «ucue3HoBeHue»? Kakoe mecrto
npu 3ToM oTBoAMTCS mHcbMy («Ilucbmo
Tenepb — 3TO JOOPOBOJBHOE CTUPAHUE,
«CTHpaHUE WHANBUAYAIBHBIX XapaKTepH-
CTHK MHINyIIEro cyonekra»’')? Mmeer nu
OTHOIIEHHE K COBPEMEHHOMY MY3BIKAJIbHO-
My IUCKYpCY CIeIyrolas MbICITb (QUI0CO-
¢a: «BceBO3MOXHBIMU yJIOBKaMH, KOTOPBIE
MUITYIUN CyOBEKT yCTAaHABIUBAECT MEXIY
c00O0Ii ¥ TeM, YTO OH IHIIET, OH 3aITyTHIBACT
BCE€ ClIelbl, BCE€ 3HAKU 0CO00N MHIUBUIY-
aTbHOCTH;, MapKep MUcaTeNs Tenepb — 3TO
He Oosiee yeMm cBoeoOpaszue €ro OTCyT-
CTBHSI»?*?
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Ecnaun moiitn ot oOparHOrO, MHAY€ ro-
BOpsI, PACCMOTPETh CIydail, JEMOHCTpPH-
pyroImuii mpucyTcTBHE (UTYpPHI  aBTOpa
B TEKCTE, TO BEChbMa IMOKA3aTCIIbHBIM IPH-
MEpPOM MOXKET OKa3aTbCsl MPOU3BEICHHE
Anpdppena IHutke «3Bydanue OyKBBI»
(Klingende Buchstaben) nns BHOIOHYE-
mu cosio (1988). TutynpHOE 00603HAUCHHE,
SPKO MaHU(ECTUPYIOIIEe OCHOBHYIO KOM-
MO3UIIMOHHYIO HJEI0, HANPAMYIO CBSI3aHO
C MapKHpoOBaHUEM (UTYpBI aBTOPA B CAMOM
My3bIKallbHOM TekcTe. [IIHuTKe BhicTymaeT
3[1€Ch HE TOJBKO B POJIM CO3AATENsI, TBOP-
11a, HO TaK)K€ B POJIM OJJHOTO U3 «II€PCOHA-
xKeiy» cxkaToro (MpoU3BEICHUE YMEIIAeTCs
Ha JIByX CTpPaHUWIaX) U COOBITUHHO HACHI-
IICHHOTO MY3BIKaJIbHOTO TOBECTBOBAHMSI.
Jpyrum repoem KpUNTO(POHUYECKOHN The-
ChI (€CITM TOBOPHUTH O €€ TEXHOJIOTUIECKOU
CTOPOHE) SIBISIETCS BHOJIOHYEITUCT AJICK-
cannp MBamkuH, Ha MOHOTpaMM€ KOTO-
poro (AIExAnDEr IvAASCHkin) BmecTe
¢ MoHorpammoii kommno3utopa (ASCH) 6a-
3UPYETCsl CYHIECTBEHHAs! YaCTh MY3bIKaJlb-
HOTO Marepuana.

HackBo3p mnpoHu3zaHHoe OyKBEHHOMH
U YHCJIOBOW CHUMBOJIMKOM, MPOU3BEACHHE
nosryqansio onmaromapsi MBamkuHy HE TOJb-
KO OJIECTSIIYIO WMCIOTHUTEIBCKYIO HHTEp-
nperanuio (B Mbece HMMEETCS TUTYIbHOE
MOCBAIIEHUE 3TOMY BHOJIOHYENHCTY), HO
Y YHUKAJTHHOE MY3BIKOBEAUECKOE MCTOJKO-
Banue. Peur unér o craree «Koma HIanTKE)
(pycckoe uznanue 2011 roga, aHrmuiickoe
—2017 [4]), rne ObUTM MPOHHUIIATETHLHO pac-
KPBITHl TJIyOWHHBIE CMBICIbBI, CO3HATENb-
HO WK Oecco3HaTeNbHO 3alIM(pPOBAHHBIC
KOMITO3UTOPOM B mpousBereHnu. OOHapy-
KEHHBIA HCCIIEI0OBATENIEM B MY3bIKaJbHOM
MOBECTBOBaHUM «Ouorpaduyeckuit cro-
KET» HE TOJBKO IOTOJHHWI HOBBIMU Tpa-
HSIMH MHOTO3HAUYHOCTh XYH0KECTBEHHOTO
o0Opa3a, HO U penbedHO BBICBETU (uUTy-
Py aBTOpa, UMSI KOTOPOTO (PYHKIIHOHUPYET
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B TEKCTE€ KaK OJHa W3 BaXKHEMIINX IOBE-
CTBOBATEJIbHBIX UHCTAHIUH.

WNuoe mposiBneHue «QPyHKIIMH-ABTOP»
MOXHO yBuAEeTh B KBaprere Fragmente-
Stille, an Diotima (1979—-1980) Jlynmxu
Hono (1924-1990). Uto6bl momayepKHYThH
CBSI3b CBOET0 COYMHEHUSI ¢ OETXOBEHCKOMU
MY3bIKOH, — @ 3aKa3 Ha CO3JJaHuE KBapTeTa
ucxoams ot 6oHHCKOTO «berxoBeHdecray,
— HoHo BoCnpou3BEn crnenuaibHbBI KOM-
MMO3ULIMOHHBIA IIPUEM, KOTOPBIA BEHCKUU
KJIaCCHK ucnonb3oBai B KBaprere op. 132.

B 3BYKOBBICOTHYIO HIECKH MEMJICHHON
4acTH YKa3aHHOI'O KBapTreTa beTxoBeH npu-
BHEC MOJIAJIbHBIN KOJIOPUT, O YEM COOOIIIMIT
B HEOXUJAHHO Pa3BEPHYTOM TOPIKECTBEH-
HOM Mop3arojioBke: «biaronapcTBeHHas
MecHb bory OT BBI3OPOBEBUIETO, B JIMIHII-
ckoM Jaay» (“Canzona di ringraziamento
afferta alla Divinita da un guarito, in modo
lidico”). Hono mociemoBan mpumepy Be-
JUKOTO MpEIIeCTBeHHUKA, HO oOpaTuics
K OoratbIM pecypcam CBOEH HallMOHAJIbHOU
TPAaAULNU — UTAIBIHCKOW My3bIKE. Peub
uaET 00 OpPUTMHAIBHOM B KOHCTPYKTHB-
HOM OTHOUIEHHUHU aBTOPCKOM MoJyce — scala
enigmatica, kotopbiii JI)x. Bepau ucnosnb3o-
BaJl B CBOEM XOPOBOM COUMHEHUH Ave Maria
(«YetbIpe IyXxOBHBIX mecHoneHus»). Cpoe-
o0paswe 3ByKOBBICOTHBIX KOHCTPYKIHIA KBap-
Tera HoHO BO MHOTOM onpenienseTcst UesIMU,
MOYEPITHYTHIMU MUMEHHO W3 3TOW «3arajod-
HOW TaMMbD», B 3(pPEKTHON rapMOHU3ALNN
KOTOPOM 3aKJirouascs rnoaxon Bepau.

[IporuTupyeM ciioBa KOMIIO3UTOpA:
«lopa3no Gonee BakHOH Ayt MeHs Oblia
OETXOBEHCKasl HJes MCIOIb30BaHUS JJIs
ero OmarogapcTBEHHOM TIECHU 0C000-
ro Marepuajia, JUAUKUCKOro Jjiana. Tak u s
WCIIOJIb30BaJl CHEIUalbHBIA MaTepuan —
SHUTMATUYECKYIO IIKainy Bepau mis toro,
9T0OBI 0COOBIM 00pa3oM MoOJIAarofapuTh
pasHbIX Jronein?. Kak yrounsier Kapoma
Hununamxep-Bakun, aBrop kauru o HoHo,
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IIEPCOHAIINU, O KOTOPBIX UAET peyb, — ITO
I'epman llepxen u bpyno Manepna. O6-
pallleHHe K 3aMMCTBOBAaHHOMY aBTOPCKOMY
Jagy, 4TO XapakTepHO, HE ObUIO €IUHHY-
HBIM COOBITHEM: BEPAMEBCKUUN 3BYKODS,
TOJIBKO JIAaHHBIN B ABEHAALATH «CEPUUHBIX»
Tpancno3ulusax, HoHo 3aneilicTBoBan u
B IPYT'OM CBOEM NPOU3BEACHUU — Prometeo.

[IpuBen€HHBI NpUMEpP SAPKO IIOKa3bI-
BAET, YTO aBTOPCKOE HAYaJO MOXKET MPOSB-
JATHCS HA IEPECEUEHUH «CBOETO» U «UYXKO-
ro» CJI0Ba, B COYETAHUU KOMIIO3ULIMOHHBIX
NpUEMOB MY3bIKH MPOILIOTO U MY3bIKH Ha-
CTOSIILIETO.

OOparuMcss K COYMHEHHMIO HBIHE JKU-
ByLLIEro poccuiickoro kommosutopa Cep-
res 3arnus (p. 1960) Klaviermusik von
J. S. Bach (Zagny-Sammlung) |/ «KnaBup-
Has my3eika WM. C. baxa (CoOpanue 3ar-
Hus1)» (2002) nns oprana / KiaBecuHa. JTo
OIyC, YK€ camMO Ha3BaHHE KOTOpPOIO BHI-
IISAUT BecbMa SHUrMatuyHo. Kpome Toro,
HEJb35 HE 3aMETUTh AJUTUTEpalliU B CIIOBaX
Sammlung w Zagny, 4TO, TO-BUIUMOMY,
TOXE SIBJIAETCS YacCThIO KOHLIENTYaJbHOTO
3amblicia. @amMuiisg aBToOpa, XOTsA U JaHHAS
B CKOOKax, yKa3bIBaeT Ha ero cnerudude-
CKYIO pOJIb — HE CO3/aTres, a COCTaBUTENS,
KOJUIEKI[MOHEpA.

COopHMK BKJIIOYAeT JBAIATh ISTh
MbEC, XKAHPOBAs MPUHAIIEKHOCTb KOTOPBIX
HE OTJIMYAETCs OT >KaHPOBBIX (hopm Oapou-
HOW 1 paHHEKJIaCCUYECKOM MYy3bIKHU (XOpa,
KaHOH, COHara, (yrerra, MUK MPETIOMUS
u (yra). Bnpouem, HEekoTOpble Ha3BaHMUS,
€ClIM MOCMOTPETh Ha TO, KaK OHU Mpe.-
CTaBJICHBI B TAOIUIE, TPUBOAUMON B TIpe-
JUCJIOBUU, OTHIONb HE JIMILIEHBI YEpPT IO-
CTMOJIEpHUCTCKOU upoHuu: Fuga in d (6e3
npentoauu) u Praeludium in d (6e3 gyrn)
U Ap. OTHOCUTENBHO MPOUCXOKIEHUS ITUX
JBYX Tb€C, UAYIIUX B COOpPaHHM IOJA HO-
MepoM 25, 3arHuil BBICKa3bIBACT CIIEAYIO-
IIyI0 «THIOTE3y», CKopee T00aBISIONIyIO
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3araJJO4HOCTH, YE€M MPOSCHSIOLIYIO CYyTh
HEU3BECTHHIX NMbec baxa: «Bo3MoxkHO, 00e
Mbechl — (PparMeHT 13 HEOCYIIECTBIEHHOTO
Tpetbero Toma X TK»*,

Wcrtopust mosiBIeHUsT 1ET0N KOJUIEKIIUU
«0axoOBCKHX» TbEC PACKPHIBAETCS 3arHu-
€M B MPEAUCIIOBUH, BBIACPKAHHOM B CTHUJIE
00CTOATENTFHOTO HAYYHOTO KOMMEHTapus,
rJe, B 4acTHOCTH, roBopurcs: «B cocraB
JAHHOTO COOpaHMsl BXOASAT MPOU3BEACHMUS,
CO3/IaHHbIE TpeanooxuTenbHo HMoran-
HoM CebGactbsiHoM baxom umu ero cospe-
MEHHUKaMH. DTO MPOU3BEIEHUS, KOTOphIE
B OPUTMHAJILHOM BHJI€, CKOpPEE BCEro, He
COXPAaHUJIUCh — OHU OBUIA YTEPsHBI, JTUOO
HE 3amMcaHbl, 1100 co3manel mocie 1750
roga. Ix TexcT Obu1 00peTéH 0coObIM 00pa-
30M — IPOMU3BEACHUS OBLIN B pa3HOE BpeMs
“ycapllliaHbl’”’ MHOKO. XOTsI 3Ta My3bIKa BCET-
Jla TaK WM WHaye CBS3bIBAJACh JIJISl MEHS
c umeHeM baxa, aBTOpCTBO HEKOTOPBIX MTbEC
MIPEICTABIISIETCS MHE BCE )K€ CIIOPHBIM»?.

Tak penunueHTt y3Ha€T He TOIBKO JeTa-
JM XPOHOJIOTMH, BCEBO3MOXKHBIE TEKCTOJIO-
TMYECKUE MOAPOOHOCTH, HO Ja)ke Crocod
¢ukcallui HOTHOTO TEKCTa B PYKOIMCH,
OyIb TO TYIIIb, MIAPUKOBAS PyYKa WU KOM-
MBIOTEP, YEM, KaK MpPaBUIIO, CHAOXKEHBI ap-
XUBHBIE TOKYMEHTBI. OJJHAKO LIEHTpaIbHOE
BHMMaHHE BO BCTYNUTEIHHOM KOMMEHTa-
pUM, KOHEYHO, YIEJsIeTCsl BOIPOCY aBTOp-
CTBa TOM WJIM MHOM MbEChl — MpeJinoarae-
MOT0 Wi nojmuHHoro. [ IpoBectu paznuuue
MEXAY 3THUMH ONPEAEIICHUIMH, pasyMeeT-
Ccsl, MOJKHO, JIUIIb MPUHSB BCIO YCIOBHOCTD
TOTO KOHTEKCTa, B KOTOPHIH MOMEMIEH Kak
MY3bIKaJIbHBIA TEKCT, TAK U CONPOBOXKAAI0-
U €r0 KOMMEHTAPHIA.

Hcxonst u3 ocobeHHOCTEH CTWIS Ka-
JKJION TbeChbl, 3arHUM BBIJBUTACT THIIOTC-
36l O BOBMOXKHOCTH IPUIIHCATh aBTOPCTBO
Cpa3y HECKOJIBKMM KOMIIO3UTOpaM
. C. baxy, /I. Ckapnarru, cTapimMm coBpe-
MEeHHHMKaM Jn6o yueHukam baxa. Bot uto,
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HarpuMmep, TOBOPUT 00JIaJaTeNlb HEM3BECTHOM
KOJUICKIIMH KJIABUPHBIX MbEC 00 MX MpeIroa-
raeMoi aTpuOyIu: «ABTOPCTBO OCTAJIBHBIX
NPOM3BEICHUI TAHHOTO COOpaHUs MPeCTaB-
JIICTCSI MHE BIOJIHE JIOCTOBEPHBIM — HACTOJb-
KO, HACKOJIbKO MOYKHO TOBOPHTH O JIOCTOBEP-
HOCTH B CHTYyallid, KOIZA BEIICCTBCHHBIC
CBUJICTENIBCTBA HEIOCTYITHBI MM OTCYTCTBY-
0T 1 KOTJIa €IMHCTBEHHBIN JOBO — COOCTBEH-
HBII CyOBEKTUBHBIN OIBIT». DTH BechMa I1a-
PaJIOKCAIIbHBIC YTBEPIK/ICHHSI, BBICKA3aHHbIC
yOeIUTENTbHBIM HAyYHBIM TOHOM,

TEKCTOB OOBICHIETCS €IMHCTBOM JIEKallle-
TO B UX OCHOBE €JMHOTO KOHIICTITYaJIbHOTO
3ambIciia. BripoueM, To, 4TO JAEHCTBUTEIb-
HO COBIIJIae€T C OaxOBCKUMH TMPOU3BE/IE-
HUSMH, TaK 3TO HA3BaHHUSI XOPAJOB U XO-
pajgbHBIX 00PaObOTOK, KOTOPBIE TAK)KE JTaHbBI
B CoOpanun 3arHusi Ha HEMEIKOM S3bI-
ke: Aus der Tiefe rufe ich, Nun Komm der
Heiden Heiland, Dies sind die heil ’gen zehn
Gebot u T. 1. [IpuBenémM oanH U3 TaKUX NpHU-
MepoB (rpumep Ne 1).

TTOXKAITYH, elle OonbILe 3aTpydarst-  [pumep Ne 1 O Lamm Gottes, unschuldig. KnasupHas mysbika
10T BO3MO)KHOCTb HJICHTU(HUITHPO- W. C. baxa (CobpaHue 3arHus)
BaTh MOUTMHHYIO (pUrypy aBropa. Example No. 1 O Lamm Gottes, unschuldig. Clavier Music by
OcHoBHOW TpHUEM, KOTOPHIM J. S. Bach (The Zagny Collection)
MOJIb3YETCSl 3arHuii, OMUCHIBAS
CBOE «0COOBIM 00pa3om» 00- e ﬁﬁ%ﬁg — =
peTéHHOE COOpaHHe, COCTOMT ) g, L " —
HE TOJIBKO B IIPOTUBOPEUYUBOCTU e : : — .
BBIJIBUTA€MBIX THUIIOTE3, HO U B = == ——n [T : ;
CO3HATENHLHOM YMHOMXKEHUU 3a- {n: o = fﬁfg T e e [ e

raoK, OKpPYXaromux HCTOYHHK

IPOUCXOKIEHUS IIbEC, HAaIpHU-
Mmep: «Andante (Ne 10), BO3MOXK-
HO, O0axoBCKas TPAHCKPUIILUA HHCTPY-
MEHTAJIbHOW apuy WM YacTH COHATHI WM
KOHIIEPTa UTAITBSIHCKOTO aBTOpa»?’.

N cTUHHOCTD TaKkMX BBICKA3bIBAHUU —
a KOMMEHTapHil, 10 CyTH, SIBISETCS He-
OTBEMJIEMOUM YAaCThIO XYJI0KECTBEHHOTO
3aMbIClIa, — BEJIWYMHA OTHOCHUTENIbHAs U
3aBHCUT OT M30paHHON TOYKH 3pEHHS, I10-
CKOJIbKY OHHM OJJHOBPEMEHHO KAaK MCTUHHBI,
Tak U JoxHbL. Hamepennas muctuduka-
s, K KOTOpo# mpuderaet 3aruuii, COCTOUT
B TOM, 4YTOOBI MPUAATH «IIOMCKaM aBTOPa»
(BcrmomMHUM 311ech Ha3BaHue mbechl JI. I1u-
panneiuio «Illects nmepconaxen B IMOMUCKax
aBTOpa») HEU3BECTHBIM OOPAa30M «YCIIbI-
HIaHHBIX» U «3aIUCAaHHBIX» MY3bIKAJIbHBIX
TEKCTOB MAaKCHUMAaJIbHO MPaBIONOJ00HBIN
BUI. lICeBIONOKYMEHTAIIBHOCTh KaK KOM-
MEHTapHeB, TaK WM CaMUX MY3bIKAJIbHbIX
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CBoil B3mIs Ha mpoOsieMy B3auMOJEH-
CTBUS aBTOpPA W NIPOU3BEICHUS 3arHUM NOJ-
poOHO u3naraet B Aokiajae «O0 aBTOPCTBEY,
caenanHoM B okTsiope 2008 roma B @opoce,
a crycts rog, B mapre 2009, noBrop€HHOM
B MockoBckoit koHcepBatopun. OO0pasys
BMECTE C UCTIOIHEHHEM «KItTaBUpHOU My3bI-
ku U. C. baxa (CobGpanue 3araus)» u JIpy-
IMX TPOW3BEICHUN €IUHBIN IepdhopMaHc,
JOKJIaJl HAYMHACTCS C BOJHYIOLIETO BOIIPO-
ca: «Ecimu 4 nuiry To, 4TO A MHILY, TO KTO
aBTOp?»

IlocnemoBarenbHO paccMarpuBas IIPo-
0J1eMy B3aMMOOTHOILEHUS MEXTy aBTOPOM U
BO3HUKIIMM H3-110]1 €r0 I1epa TEKCTOM, KOM-
MIO3UTOP BCIIOMUHAET Psii HauboJee N3BeCT-
HbIX npumMepoB: «Jlon Kuxor» CepBanreca,
[J1aBbl M3 KOTOPOTO MHUIIET OOPXECOBCKHIA
nepcoHax [Ibep Menap, kaprunsl Bepmeepa,
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HalMCaHHbIC XyJOKHUKOM XaHOM BaH Mei-
repeHoM, u3BecTHas Kounsus bax — BuBaib-
1y, buse — llenpun, Tpanckpunumu Jlucra,
Bapuanuu bpamca, PaxmanuHOBa u T. 1.
B wurore 3arauii nmpuxoauT K BBIBOAY, YTO
HU OJWH W3 KPUTEPHUEB — MarepHalIbHbIN,
JTyXOBHBIM, HOPUINYECKUA — HE SBISACTCSA
JIOCTaTOYHBIM JUJIs1 OIIPENIETICHUS] aBTOPCTBA.
Bormpoc, nmpo3By4asimii B Hadaje IOKIaaa,
B ero ¢uHaie nmpuodperaer eme OOoJbITYI0
OCTPOTY, YMHOKasICh B CEPUH HOBBIX BOIIPO-
COB, KOTOpBIE, IO CYTH, OCTaBJISIFOT BBIIBU-
HYTYIO B Ha4ajie mpoosieMy Hepa3pemEHHOM!.
B utore cTaBuTCS 101 COMHEHUE YK€ peaslb-
HOCTb TOBOPSIILIETO CYOBEKTa-10KIaIuUKa.

«B nyxoBHOM maHe mpoOiieMa aBTOp-
CTBa HE pelllaeTcs U penieHa ObITh HE MO-
KET, — TOBOPUT KOMIIO3UTOP, — MOCKOJIBKY
B JYXOBHOM IUIAHE CAMO IOHSTHE aBTOp-
CTBa, IIOXOXe, HE UMeeT cMbicna. M0o s, kak
1 MOE€ MPOU3BEACHHUE, — 3TO HEUCUHCIUMOE
MHO)KECTBO CaMbIX pa3HOOOPa3HBIX CYIII-
HOCTEH, CUJI U BIusHUM. Kak BBISICHUTS, I
Cpelu BCEro 3TOro 51?7 umo TyT B MOEM IIpoO-
W3BEICHUH UMEHHO OT MEHs, OT MeHs — 0e3
BCSIKHX TIpHMecei?»*® B 3TuX c1oBax MOXKHO
YAOBUTH NpoaoikKeHne Mblciu Dyko o Tom,
YTO «(PyHKIUS-aBTOP OCYILIECTBISIETCS B Ca-
MOM pacCHICIUIEHUU — B 3TOM Pa3AeiICHuu U
B 3TOM AUCTaHIIUU»®. B JaHHOM Clty4yae ume-
eTcsl B BUAY JUCTAHLIUSA MEXKIY «pPeallbHbIM
nucareneM» U «PUKTUBHBIM TOBOPSIIIAM).

OcMbIciiuBas poJib aBTOpa cpasy B ABYX
CBOMX BBICKa3bIBAHUSX — MY3BIKAJIbHOM U
CJIOBECHOM, — 3arHuil cO34aéT MpOCTpaH-
CTBO IIMPOKUX HHTEPTEKCTyaJbHBIX B3a-
MMOJICUCTBUI KaK C KOHKPETHBIM KJIACCH-
YECKHUM TEKCTOM, TaK U C CAMUM CIIOCOOOM
MY3bIKaJIbHOIO MMCbMA, XapaKTEPHOIO IS
CTWJIA YIIEIUIEH SIOXH.

Counnenue «Moctbl k baxy» / Bridges
to Bach (2010) nnst CKpUIIKU U MaJIOTO Op-
KecTpa TpPY3UHCKOrO Kommo3utopa Iluu
Kanuenu (1935-2019) npencrabnser co-
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0ol emé OoauH SIPKHU MPUMEpP aKTUBHOTO
MHTEPTEKCTYaJIbHOTO JMAJIOTa MEXIY JIBY-
Msl XyJI0’)KECTBEHHBIMU MUPaMH, ABYMsI aB-
TOPCKMMH MHAMBUAyalbHOCTAMU. KoHuen-
nus CD-ansboma Art of Instrumentation:
Homage to Glenn Gould | «WckyccTBO
MHCTPYMEHTOBKM: J[aHb yBakeHMs lieHy
I'yneay» (2012), kyna BXOAUT aHHAs KOM-
MO3ULIMS, 3aKI0YAETCS B TOM, YTO KJIaBUP-
Hble npousseneHus U. C. baxa u3 penepry-
apa KaHAJICKOTO IMHAHUCTA IPEICTaBIEHBI
B MHCTPYMEHTOBKAX, BBIIIOJIHEHHBIX PSJIOM
COBPEMEHHBIX KOMIIO3UTOPOB. DTO HIUPOKO
M3BECTHBIE MacTepa Anekcanap Packaros
(p. 1953), Anexcanap Byctun (1943-2020),
Buxkropus IloneBas (p. 1962), Jleonun
HecaruuxoB (p. 1955), I'eoprc Ilenenuc
(p. 1947) u ap. JIBe KOMIIO3HWIIUU B 3TOM
aap00Me, COCTOSINEM M3 JIECATH HauMe-
HOBaHUHN (Maes Cco3/aHusl KOJIJIEKTUBHO-
ro npuHouieHus B yectb 80-nerus ['ynpaa
npuHaiexuT I'maony Kpemepy), npen-
CTaBIISIIOT COOOW HE OPKECTPOBKH, HO Ca-
MOCTOSITENIbHBIE cOunHEHUs. [Tomumo nbe-
cbl Kanuenu, aBTOPCKOW KOMITO3MITUEH,
CO3IaHHOM HAa OCHOBE 0aXOBCKHX TEM, SIB-
nsercs «llocesimenue U. C. baxy» Banen-
tuHa CunbBectposa (p. 1937).

«Moctel k baxy» Kandemu cyTte Hekoe
pa3MBILUIEHUE O MY3bIKE BEJIMKOTO KJIacCH-
Ka. TeMbl 1 UHTOHALIUU U3 CEMU COUYMHEHUI
baxa — cpenu Hux tema dyru pe munop w3
I Toma XTK, Ilpemonuu ¢a munop w3
IT roma XTK, tema Puuepkapa u3z «My3bi-
KaJbHOTO IPHUHOIIEHUS» — OPraHUu4YHO CO-
YEeTalTCs ¢ MHTOHAIUSMU, TAPMOHUSIMH,
(bakTypoi, 0COOBIM OPKECTPOBBIM KOJOPH-
TOM, KOTOpBIE TO3BOJIAIOT 0€30mnO0YHO
UACHTU(OUIUPOBATH KOMIIO3UTOPCKUH UAHO-
next Kanuenu. Peub 31ech ckopee HIET He
O CONOCTAaBJIECHUU JABYX CTWIEH, pa3ieiéH-
HBIX MHOTOBEKOBOM JUCTAHIIMEH, HO 00 MX
cOmmkeHn, 0 My3bike baxa, ocraromieiics
BCeraa coBpeMeHHON. « DyHKIUSI-aBTOP»
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oOHapyxuBaeT cBOE jekictBue  [pumep Ne 2 C. WappuHo. «AHamopo3bi»
B JIAaHHOM KOMIMO3WIIMM Ha rpa-  Example No. 2 Salvatore Sciarrino. Anamorfosi
HH, TI0T9aC HEYJIOBUMOM, MEXKITY

g'ﬁisdnux

ABYMs CTHUIISIMU, COCI[I/IHéHHBIMI/I

/——\/——\

IMPOYHbIMU MOCTAaMU.

il

iyt

doprenuaHHOe COYMHEHUE
«Anamopdo3ze» (1980) Canbba-

T
2

P

3 T >

l ot »

tope lappuno (p. 1947) ne-
MOHCTPUPYET TaKOM TBOPYECKUU
MOAXOJl K 3aMMCTBOBAHHOMY, TO
€CTh HE aBTOPCKOMY MaTepualy,

>
=
=)

TEXHOJIOTHUSI KOTOPOTO, IMOXKaIyH,

=t = ==
HAWTYdIIM 00pa3oM BBIpaKEHA | .
B caMOM HasBaHuH. AHaMopdo3 S S T S S NS S
(ot rpedu. anamorphosis — ucka- & bl [l = I s S L Y O

KeHue GOPMbI) — U3BECTHBIN MPH-
€M co31anus 0coObIX ONTHYECKHUX PPEeKTOB
B JKUBOMNKCHU U TUIACTUYECKUX BHAX HCKYC-
cTBa. BOT 0/1HO M3 TOJIKOBaHMii, pacKpbIBaO-
X 3HaueHue TepMmuHa: «3MeHEHHOE U30-
Opa’keHHe KaKoro-Imbo 00beKTa, MOTy4YeHHOE
C TIOMOILBIO ONTUYECKUX CUCTEM WJIM HAKJIO-
HOM TUTOCKOCTEH 00BbEeKTa HJIH SKpaHa. .. » >’
D¢ ekt my3bikampHOrO aHamopdosa y
CanwBarope llappuHO qocTUraeTCs MyTEM
CUMYJIBTAHHOTO OOBEANHEHHS ABYX CTHIIH-
CTUYECKH Pa3INYHbIX IJIaHOB. BHemHe of-
HOponHas (aktypa (KoMmo3utop OepéT 3a
OCHOBY JiBe (popTenuanHbie nbechl Mopuca
Pagensa «Urpa Boge» u «Jlogka B okeaHe»
U3 LUKJIA C CUMBOJIMYECKUM JUJISl TaHHOTO
KOHTEKCTa Ha3BaHueM «OTpaxxeHus») 3a-
KIII04aeT B ce0e e1Ba pa3InuyUMBIi, CKpPbI-
TBI B MOABHKHOW 3BYKOBOM CpEIE MEJO-
IUYECKHH TOJIOC. DTO HE 4YTO HMHOE, KakK
TeMa W3BECTHOM necHu Singin’ in the Rain
(«Ilorommit mox noxaém») H. X. BpayHna,
KOTOpasi U CO3/1a€T OPUTMHAIBHBIA «OMNTH-
yeckuit» 3(PpQeKT, Mo3BONISIONINI yIOBUTH
JIOTIOJIHUTENBbHYIO IIJIOCKOCTh B 3BYKOBOM
kaptuHe. O0pa3 Bojibl, 0€3YCIOBHO, BBICTY-
MaeT 3/1eCh B POJIU HEKOEro OOIIEero CMbIC-
JIOBOTO 3HAaMEHarTels MJis CTUIMCTUYECKHU
pasHbIx TeM (mpumep Ne 2).

62

HecmoTpst Ha TO, 4TO TEKCTypHOE MO-
JIOTHO B Haydajie MbeChbl TOYHO BOCIPOU3BO-
IUT JU3aiiH paseneBckor «Mrpel Bomb»,
UCXOAHAs TOHANBHOCTH (Pe masicop BMECTO
Mu madxcopa) m nanpbHEHIIass rapMOHHYE-
CKasi IPOTPECCHs OTIIMYAIOTCA OT OpUTMHa-
na. Menonusi NOMYJISIPHOM MECHU UCKYCHO
BIIMCaHa B PABEJIEBCKYO apIeI >KUPOBAHHYIO
dbaxTypy, Ho3TOMY AJ1s1 €€ OOHApYKEHHUS pe-
LIUIHEHTY HeOOXOAMMO HECKOJIKO U3MEHUTh
MIPUBBIUHBIN «YTOJ CIIbIIAHUS». B n1aHHOM
MY3BIKAJIbHOM JHCKYypce «(PYHKIUSI-aBTOPY
peanu3yercs OIOCPENOBaHHO — YEPE3 COoIvIa-
COBAaHME pa3HbIX cTuiieH, kotopsie Illappu-
HO TpeoOpa3yeT B HOBOE, OPraHUYHOE 3BY-
KOBOE €JIMHCTBO. DTOT OPUTMHAJIbHBIN OIBIT
CO3JIaHMsI B MY3bIKE CIIEIIU(PUUECKOTO UILTIO-
30pHOTO 3(hdekTa HAUAET TPONOIDKEHUE U
B rocieayoomux npousseneHusx [appu-
Ho. «Kommnosumus Anamorfosi, — oTMedaer
C. JlaBpoBa B cBoeii MOHOTpaduu 0 CoBpe-
MEHHOW UTaJIbSHCKOM MY3bIKE, — CTaJIa Of-
HOM W3 MEPBBIX pealM3alMil ONTHYECKOIO
KOHIIETITA, apTUKYJIUPOBAHHON B HA3BaHUU.
[Tocne storo counHeHus MpuUEM MPUOOPEN
CTaTyC aBTOPCKOTO KOHIIETITa!

JelicTBue «pyHKIIMU-aBTOP», paCCMOT-
PEHHOE Ha HECKOJIBKUX W30paHHBIX MpHMe-
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pax (pousBenenus A. llautke, C. 3araus,
I'. Kanuenu, JI. Hono, C. [llappuno), mo3Bo-
JISIET ClIeNaTh BBIBOJ O TOM, HACKOJIBKO THO-
KHUM U TBOPYECKU MHOTOOOpa3HbIM OKa3bIBa-
eTcs e€ MPOSIBIICHUE B MYy3bIKaJIbHOM TEKCTE.
Ota QyHKIMS, KaK MOXHO YOEIUThCS, pea-
JU3yeTcs 4Yepe3 OOpalieHHE K «UYKOMY»

TOYHOMY aBTOPCKOMY WUMEHH), 4epe3 HCIO
MY3BIKQJIbHBIX CUMBOJIOB (MOHOTpamMMa Kak
3HaK aBTOPCKOTO MPHUCYTCTBUS), Yepe3 Bep-
0aJbHYIO COCTABISIONIYIO (aBTOPCKUN KOM-
MEHTapPHii, CIIOBECHOE 0(hOpPMIICHUE TEKCTA).

N3ydenne qpyrux «My3bIKaJdbHBIX (ak-
TOB» COBPEMEHHOCTH € YYETOM H30paHHOTO

METOOJIOTHYECKOr0 IOAX0Ja — JajIbHEH-
I11as1 3aJa4a.

CJIOBY (3BYKOBBICOTHOW KOHCTPYKIIMH, YKaH-
PY, KOHKpETHOMY IIPOM3BEACHUIO U JIaXke
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Annomayusn. Ctatbs OCBAIIEHA HEKOTOPBIM uepTtam rapmonnu Kiona Jle6roccu. B dokyce
BHUMAHHUS — KaTEropud TOHAJIBHOCTH M (PYHKIMOHAIBHOCTH KaK Ba)KHEHIIME HOCUTEIH
rapMOHUYECKOTO CTHJIA KOMITIO3UTOpa. TOHaIBbHOCTH paccMaTpHUBAETCs, C OIHON CTOPOHBI,
B ONOpe Ha TPaJWIUH, BOIUIOIIAIONIME TO3IHEPOMAHTHUYECKHE TEHICHIUU PACIIUPEHHON
TOHAJBHOCTH, C APYTod — C y4&€TOM WHAMBHUAYAIbHO-aBTOPCKUX PEIICHUH, MPEICTaBICHHBIX
B pa3sNUYHBIX COYMHEHHUAX. llocnenHue BHIPA3UIUCh B TECHOM COYETAHWHW TOHAIBHBIX
«COCTOSIHUI», TPUMEHEHHUH MTPUHIIUIIA «PEKUCCUPYIOICH» TOHATBHOCTH, BBEACHUH JIIEMEHTOB
XPOMAaTHYECKON TOHAIBHOCTH.

Brumanwue yneneHo 0coObIM rapMOHHYeCKUM prémam J1e0roccH, CTaBIINM IS €70 TBOPYECTBA
KOHCTPYKTHBHBIMH, — «aBTOHOMHOTO» B3aUMOJCHUCTBUS JIBYX Pa3IMUHBIX CENTAKKOPIOB, MMEFOIIIX
Pa3HOBEKTOPHYIO TOHAIHHO-(YHKIIMOHAIBHYIO HAIpPaBIEHHOCTh, a TAaKXe «TrapMOHHYECKOTO
MOHTaxa». B cTarbe nemnaeTcst BBIBOI O TOM, YTO TapMOHHYECKas cucteMa Jlebroccu CKitaIbIBaeTCst
13 CHHTE3a MHO)KECTBA YACTHBIX €€ MPOSIBIICHH, KOTOPBIE B PSAJIE CIyYaeB MO3BOJISIFOT O-HOBOMY
paccMOTpeTh e€ BaxkHeie crnenuuyeckiue 0COOCHHOCTH.
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Abstract. The article is devoted to certain issues related to harmony in Claude Debussy’s
music, as well as their coverage in work with students of higher musical institutions. The focus of
our attention lies on the categories of tonality and functionality as the most important aspects of
the composer’s harmonic style. The tonality of his music is presented, on the one hand, based on
traditions manifesting the late romantic tendencies of extended tonality; on the other hand, taking
into account, the individual original musical solutions presented by the composer in some particular
compositions of his. The latter are demonstrated in the close combination of tonal “states,” the
application of the principle of “directing” tonality, and introduction of the elements of chromatic
tonality.

Attention is paid to Debussy’s special harmonic techniques, which became constructive for his
work — the “autonomous” interaction between two different seventh chords which possess a multi-
vector tonal-functional orientation, as well as “harmonic montage.” The article comes up with the
conclusion that Debussy’s harmonic system is comprised of the synthesis of many of its particular
manifestations, which make it possible for us to examine its most important specific features in a
new way.

Keywords: Debussy’s harmony, “states of tonality,” “directing” tonality, “background”
tonalities, coloristic functions, multi-vector functionality, principle of “harmonic motage,” rhythm
of harmonic shifts
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apmonus Kinoga JleGroccu Ha mpoOTs-  HATHCA JUIIb B MOCJEIHUE JECATHIIECTHUS,
KEHUU TIPaKTU4YeCKu Bcero XX BeKa  KOTJAa Pa3BUTHE MOMYYHMIIUA MOAXOIbI U Me-
HEYaCTO CTAaHOBWIACh NPEAMETOM  TOAWKH, CBSI3AHHBIE C AaHAIM30M T'apMOHM-
crienualIbHbIX uccnegoBaHuil. Tak, B 1977  deckux npoieccoB B HoBelIel My3bike. Ha
rogy O. JlenucoB cnpasemiinBo orMmeyan: pyoexe XX—XXI BekoB B 0T€4ECTBEHHOM U
«"apmonmnueckuii s3Ik [leGroccu emié co-  3apyOeKHOM MY3bIKOBEJICHUH TOSBUIOCH
BCEM HE HMCCIJIEJIOBAH, a 3TO OAHA M3 CaMbIX  HEMaJi0 TPYAOB, OCBEHIAIOIINX Pa3INYHbIE
MHTEPECHBIX 00JIacTel B DBOJIOIIMKM COBpPE-  acCHEeKThl rapMoHHYeckoro ctuis JleOroc-
MeHHOM rapMmonumn»'. CuTyalus crajia Me- CH. B uucie Hanbojee 3aMETHBIX PYCCKO-
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SI3BIYHBIX ITyOJUKAIMi Ha30BEM pabOTHI
«["apMoOHUs B 3amaIHOEBPONEHCKON MY3bI-
ke (IX — nayano XX Beka)» JI. JIpsiukoBOH,
«I"apmonus. Teopernuecknii kype» 0. Xo-
JIOTI0Ba, «AHAJIN3 TAPMOHUYECKUX CTHIICH:
Te3uchl TEKIUN U KOHCTIEKT UCTOPUYECKOTO
0o030opa rapmonuueckux ctuieit» P. Crno-
HUMCKOW?; B YHCJIC aHDJIOS3BIYHBIX — Some
aspects of Parallel Harmony in Debussy
in Liber Amicorum Isabelle Cazeaux:
Symbols, Parallels and Discoveries in
Her Honor M. [eBoto, Whole-Tone as
Extension of Tonal Harmony in the Music of
Debussy: An Underestimated Technique of
Conjunction JIxx. HoBaka’, a Taxxe Tonality
as Topic: Opening A World of Analysis for
Early Twentieth-Century Modernist Music
T. Ixxoncona [1], 4 Voicing-Based Model
for Additive Harmony JIx. biattiepa [2] u
HEKOTOpHbIE JIpyTHeE.

3HAYUMBIM PE3YJIBTATOM YIOMSHYTBIX
WCCJICIOBAaHUN  CIIEAyeT CYHMTaTh, IIpe-
7€ BCEro, OTKa3 OT TPAIUIIMOHHOIO WH-
CTpyMEHTapusi, HaICJICHHOTO Ha aHaJu3
KJIACCUKO-POMAHTHYECKUX  TOHAIBHBIX
3aKOHOMEPHOCTEH, U TNEPEOPUEHTAIUIO
UCCIIE/IOBATEILCKOTO BEKTOpAa Ha IOUCK
0Ooiee ageKBaTHOM METONMKHU. JTO, C Of-
HOM CTOPOHBI, MOPOAUIIO MHOTOOOpa3HbIE
TOYKUA 3pPEHHUS Ha TapMOHMYECKHI CTHIIb
KOMITO3UTOPA, C JPYroi — CII0COOCTBOBAIIO
YCOBEPIIICHCTBOBAHUIO METOAWKH HWMEH-
HO TOHAJIBHOTO aHajIu3a, MO3BOJISIOIIETO
paccmarpuBaTh 0a30BBIA AJIEMEHT TapMO-
HUYECKOW CHCTEMbI KOMIIO3UTOPA C CaMbIX
pPa3HBIX CTOPOH: OT OTAEIBHBIX MPUEMOB
(IeBoro, HoBak) u denomenor (/lpsuko-
Ba, bivriep, E. Tpembosensckuii [3]) mo
ponu B KoHTekcTe 1enoro (CroHUMCKas,
JlxoHncon). Kak cnopaBennmBo oTMmeva-
€T aMmepukaHckuil uccienosaresb b. Ilo-
MepoH, «ToHalbHOCTH Jlebroccu, Oymyun
BCETJAa HOBOM M DK30THYECKU 3BYyYallEH,
TEM HE MEHEE COXPAHSET MOIIHbBIC U y3Ha-
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BaeMbl€ PE30HAHCHI TOHAJIIBHOTO A3bIKA €r0
MPEANIECTBEHHUKOB, OHAa JIEMOHCTPHUPY-
€T CHJIbHO€ YYyBCTBO TOHAJIBHOTO LEHTpA,
BBIPDQXKEHHOE Yepe3 SIPKO MPOeIUupyeMble
aTpuOyThl TOHATBHOU (PYHKIIMH KaK B MEJIO-
IIVH, TaK ¥ B TapMOHUM»*. B cBOIO 04epesp,
TpemOoBenbckuil [3] akIeHTUPYET BHUMA-
HUE€ HA UJIE€ TECHOTO «B3aMMOCIUIETECHUS»
TOHAJIBHOM M MOJAJIIBHOM TEXHUK MUCHMA.
ITonuépkuBasi 3HAUMMYIO POJIb MOJAJIBHOMN
opranuzanuu B My3bike JleOroccu, aBTOp
OTMEUYaeT MPUCYTCTBUE B €r0 TBOPYECTBE
«MOJATFHBIX MOJYJSLNI», KOTOpbIE, Ha
Hall B3DVIsA, OoJiee OYEBHMJIHO TPOSIBUIIM
ce0st B 3ByKOBBICOTHBIX 0COOEHHOCTSIX psizia
counHenuit O. Meccuana.

B HekoTOophIX citydasix HaOmIoaeHus, 3a-
TparuBarIIe TAPMOHUYECKUHN SI3BIK KOM-
mo3uTopa B 00jiee MIUPOKOM TBOPUYECKOM
KOHTEKCTe, OOHapyXHBalTCs B paboTax,
MpSIMO HE CBA3aHHBIX C TFapMOHMEHN. IToO,
Hanpumep, crarbu JI. AxkonsiHa «Pammuc-
CaXX KaK MY3bIKaJIbHO-TEOpETHUECKas Mpo-
omema» [4], O. JleaucoBa «O HEKOTOPHIX
0COOCHHOCTSIX KOMIIO3UIIMOHHON TEXHUKHU
Knoma [le6roccm», 3. JlenucoBoit «MoH-
Ta)k ¥ aBaHTap/IHbIE TEUEHUs B 3apyOEKHOM
My3blke Hayana XX Beka» [5] win KHura
T. TBepnosckoit «Kanp u ¢opma B popre-
nuanHo My3bike Kioma JleOroccn»®. Onu
BO MHOTOM TMOJJICP>KUBAIOT HOBOE IOHU-
MaHHE€ TapMOHUH KOMIIO3UTOpA U JIaXe CO-
BPEMEHHOU rapMoHuH B LenoM. Ocmbiciie-
HUE MPOIECCOB, MPOUCXOSIINX Ha pyOexe
XIX—XX BEKOB, CTAHOBUTCS B3IJISAJOM HE
B IpOIILIOE, a B Oyaylee, KOTOPOE MPOJu-
BaeT CBET Ha SIBJICHUS, paHEe HE MOJIydyaB-
e o0bsACHEeHUs. B 3ToM ke psiay MOXKHO
YIOMSIHYTh M HEZIaBHEE UcclieioBaHne Opu-
taHckoro mpodeccopa Jx. J[>xoHcona, pac-
CMaTpPHUBAIOILIETO TBOPUYECTBO KOMIIO3UTOPA
CKBO3b INPU3MYy JaJIbHEHIIEr0 pa3BUTHUS
bpaHIy3cKoi My3bIKU. JIOTHKY MY3bIKaJb-
HOM sBomtonuu «mocie JleGroccu» aBTOp
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CTaBUT B KOHTEKCT JIMTEPATyphl, (HHUI0CO-
¢buu U KU300pa3UTENBHOIO HCKYCCTBA; Ha
3TOM (POHE MY3bIKa KOMIIO3UTOPA OKA3hIBa-
eTcs 00bSICHUMOM, CKOpEee, C MTO3UIINH HayY-
HBIX TEOpHUil BTOPOI MOIOBUHBI XX Beka’.

He noBropsis nmonoxeHnui, Kacarmmuxcs
OTJIETILHBIX 3JIEMEHTOB rapmonun Jlebroc-
CH, — OHU NPEJCTABIEHbI B TaKUX TpPYyax,
KaK, Hal[pUMEDP, PAHEE YIIOMSIHYTBIE TE3UCHI
aekiuit P. CioHMMCcKOM’ WM AMCCepTalus
3. Tmapemkunoii «O rapmonmu Jlebroc-
cu (k mpobieMe (PYHKIMOHATBHOCTH)»®, —
OCTAHOBHMCS Ha IJIABHBIX, HA HAI B3IJIS,
TEHJCHLMIX U SIBICHUSAX, UMEIOUIUX Oue-
BUHBIN cTHIIe00pa3yomuil xapakrep. OHu
OTHOCATCS, MPEXKIAE BCETr0, K TOM TpyIIIe
rapMOHHYECKUX OCOOEHHOCTEH, Kakue 00-
YCIJIOBJICHBl TOHAJIBHO-(QYHKIIMOHATHLHBIMH
(dakTopamu.

['apMOHUsI B 3HAYUTEIBHOM DPSAE COUYU-
HEHHUM KOMIIO3UTOpa 00Ja7aeT OYeBUIHOM
WHJUBHUIyaIbHON crneruuKon, OTMEUYEH-
HOM CTpeMJIEHUEM OCBOOOAMTHCS OT «Ha-
CUJIBCTBEHHO HE3BIOJIEMBIX TOHAJIBHOCTEM,
TaK HEYKIIFOKE 3arpOMOXKIAIOIINX MY3bI-
Ky»’. YK€ B OJIHOM W3 MEPBBIX COUMHCHUIN
— JUIJIOMHOW paboTre, MpeAcTaBICHHON
K OKOH4YaHMIO [laprokckoll KOHcepBaropuu
(aT0 ObUTM JUpUYecKHe clieHbl «bmynHbIN
CbIH»), — HECMOTps Ha MPHUHAJIC)KHOCTh
K TFapMOHHMM TO3JHETO0 poOMaHTU3Ma, /[le-
OOCCH YCHUJIEHHO HACBIIAET W paclIupsi-
€T TOHAJIbHYIO MAJIUTPY. DTO JAOCTUTAETCS
32 CUET IIUPOKOTO MPUMEHEHUS MaXo-
PO-MHUHOPHBIX CUCTEM, OocialneHust QyHK-
HAOHAIBHOCTH INyTEM AKTUBHU3ALMH €€
VHBEPCUM WM TPUBJICYEHUS MEIUAHTOBBIX
OTHOLLUEHUW, HCIOJIb30BAHUS JIUTEIIBHBIX
OM(YHKIIMOHATBLHBIX AKKOPJIOBBIX IMOCJIe-
JIOBATEJIbHOCTEM, 00OoralleHusi rapMOHHUYE-
CKUX BEPTUKAJICH HEAKKOPJIOBHIMM 3BYKa-
MHU. [Ipy 3TOM TOHAJIBHBIE LIEHTPBI KAKIOTO
13 HOMEPOB MTPOU3BEIAECHHUS OCTAKOTCS OIpe-
JIETIEHHBIMU, OTIOPHBIMU U YCTONYUBBIMH.
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B GonbmMHCTBE MOCIEIYIOMNX COYH-
HeHul JleOroccu TOHAJbHBIE NPUHIUIIBI
IIPETEPIEBAIOT 3HAYUTEIIbHbIE U3MEHEHMUS.
W neno He TONBKO B TOM, YTO TOHAJb-
HOCTh AaKTMBHO HAYMHAET COOTHOCHUTHCS
C MOIAJIbHOCTBIO, JOIYCKaeT NpHUMEHE-
HUE CTapUHHBIX U UCKYCCTBEHHBIX JIaJOB,
JOKQ30BBIX TapPMOHMM W HApPOYMTHIX MHO-
TO3BYYHBIX Napayjienu3moB. Peub unér o6
WCIIOJIb30BAHUN TOHAJIBHOCTHU KaK TaKOBOM:
OHa CTaHOBUTCS Oosiee THOKOH, AU depeH-
IUPOBAHHOM M M3OLIpEHHOU. B psme ciy-
yaeB (YHKLIMOHAJIBHBIA XapakTep rapMo-
HUYECKUX CBSA3EH OTCTyNaeT Ha JaJIbHUN
IUIaH WM BOBcE TepseT 3HaueHue. «Kiac-
CHYECKHI Bompoc “kakas (yHKUUs~ CTa-
HOBUTCSI HEKOPPEKTHBIM, OH HAIpaBJISIET
Halle BHUMaHUE B KaKylo-TO CTOPOHY, Ja-
JE€KYI0 OT CyLIHOCTH CaMOM TapMOHHMH. JTO
U €CThb CHUTyallus, KOIJla KOJIOPUCTUYECKUE
(GYHKIIMM TapMOHHMM YXe€ Pa3BUTHI J0CTa-
TOYHO TOJIHO, a TPAJAUIIMOHHBIN “PyHKIIHO-
HaJIbHBIN aHaIU3” BOOOIIE UX UTHOPHUPYET,
IIOCKOJIBKY OHH JIE)KaT COBCEM B MHOM W3-
Mepenun», — et 0. Xomomos!?,

Ornopa Ha TEOPUIO «COCTOSIHHS TOHAJIb-
HOCTU»'!, OOBSCHSIONIYIO BaKHEHIIINE 0CO-
OCHHOCTU BeIyIleld 3BYKOBBICOTHOW Op-
ranuzanuu pyoexxka XIX—XX BekoB, Kak
MIPE/ICTABISAETCS, IOMOXET HAWTU BEpHBIC
KJIIOYH K OOBSICHEHUIO 3HAUUTEIBLHOTO psiaa
TOHAJIbHO-TAPMOHUYECKUX COOBITUN B MYy-
3pike JleOroccu. He mepeckaswiBas 3TOM
TEOpUH, OTMETUM, YTO 3JIEMEHTHI Bcex 0e3
UCKIIFOUEHHUS JI€CSTH TOHAJBHBIX COCTOS-
HHM, ONUChIBa€MbIE XOJONOBBIM, IPUCYILH
3HAYUTEIBHON 9aCTH MY3BIKH (PpaHITy3CKO-
ro KOMIIO3UTOPA.

OOparuM BHUMaHHE U Ha CIIEAYIOLIHI
MOMeHT. B «llogBmkHOM KOHTpamyHKTe
ctporo nuceMa» C. TaHeeB, xapakTepusys
TOHAJIBHOCTh Ha norpannuse XIX—-XX Be-
KOB, TOBOPHUT O TOM, YTO «TOHAJIbHAs CUCTEMA
MOCTENEHHO pacHIMpsAiach U ynIyoOisiach
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pacrpoCTpaHEHUEM Kpyra TOHAJbHBIX rap-
MOHUH, BKJIIOYEHUEM B HETO BCE HOBBIX U
HOBBIX COYETAHUW M YCTAHOBJIIEHUEM TO-
HAJIBHBIX CBSI3€H ME¥K]ly TApPMOHUSMHU, IPU-
Ha/UIeKAIUMHA  OTHAJIEHHBIM  CTPOSIM»'2.
B npumenenun k TBopuectBy Jlebroccu BbI-
paXxeHue «OTAAIEHHBIE CTPON» MOYKHO pac-
CMaTpuBaTh MHOTO3HAYHO: 3TO U MpeObiBa-
HUE B OTNAJEHHBIX TOHAJIBHOCTSIX BBUIY
YacTOro MPUMEHEHUSI TEPEMEHHOCTH (QyHK-
Ui, TO3BOJSIONIEH 00pa30BBIBATH CBOU
JIOKaJbHBIE, TAK HA3bIBAEMbIE TOHAJIBHO OT-
Nan€éHHbIE 30HbI (Ipyaillnii npuMep ToMy —
CpEIHUM pa3zell nbechl «JIyHHBIN CBET» U3
«bepramacckoil CrouTbI»), 1 MHOKECTBEH-
HBIE «BCTaBKW», IEPEXOMIBI», CBOETO poOaa
«1ay3bi»"* B 00BIYHOM TOHAIBHO (YHKIIHO-
HAJIBHOM IIPOLIECCE U, HAKOHELI, OTJEIIbHbBIC
MIPOSIBIICHUS XPOMAaTH4YE€CKOM TOHAJIBHOCTH.

OtMeTuM, YTO MPUCYTCTBUE IEMEHTOB
XPOMAaTU4eCKOM TOHAJBHOCTH HE HOCHUT
y /Jebroccu cucteMarnyeckoro Xapakre-
pa. BkpamieHus: «<MHOpPOAHBIX» TAPMOHUU,
roJjiaraeM, B IOJABIISIONIEM OOJIBIIIMHCTBE
ciiy4aeB OOYCJIOBJIEHBI JKEJIAaHUEM CO31aTh
ocobOble 3ByKoBbIe A(dekThl. BBugy st1o-
ro KOMIIO3UTOP, KaK IPAaBHUIIO, NMPUMEHSET
CTAaBIIMK BIIOCJIECICTBUHA BEIYLIMM IPUH-
AN HOBOW 3BYKOBBICOTHOW IapaJIUTMBbl:
B YCJIOBHUSX JIBEHAJUATUCTYIIEHHOM TO-
HaJIbHOW TapMOHMH JOIYCKAIOTCsI aKKOPAbI
Ha Ka)XJI0M W3 JBEHAJILIATH CTYyNEHEH Xpo-
MaTHUY€CKOI TaMMBI.

CHoBa couutémcss Ha MHeHue lO. Xo-
JIOTIOBA, OTMEYAIOIIETO, YTO B ATOM CIIy4ae
MBI UMEEM JIEJI0 C HOBBIMH, 0OJIee CHUIIb-
HbIMH (PaKTOpaMU PACHIMPEHUS TOHAIBHO-
CTH: «...C OJHOM CTOPOHBI, 3/I€Chb MOXET
IPEpHIBATbCSI HUTh MPSIMON (PyHKIIMOHAb-
HOH CBSA3U C JOMUHHPYIOLIEH TOHUKOW, HO
C Ipyrol — MpoAOHKAETCS HENPEPHIBHO U
CTPOTrO KOHTpOJHpyeMasi JTUHUS (QYyHKIHO-
HAJIBHOTO KOHTPAacTa UMEHHO C OCHOBHOW
TOHUKOI» !¢, Bojee «IIUpOKHiA TUIaHy, Ha-
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npasisitomuii Jebroccu B CTOPOHY XpoMa-
TUYECKOTO NMPUTSHKEHUs], KaK pa3 00ycIoB-
JIeH 3HAYUTENbHBIM yTiTyOnenuem 3¢ dexra
rapMOHUYECKOM KpPAaCOYHOCTH, >KUBOIUC-
HOCTH, IIPY KOTOPOM UMEIOIUICS TPEKHUMI
apceHall FTApMOHUYECKUX CPEICTB OKa3aIcs
JUISL HETO HE10CTAaTOYHBIM.

B noxareepkneHHE CKa3aHHOMY IpUBE-
néM (hopTenrmaHHOE BCTYIUIEHUE K POMAHCY
«HynecHbIN BeYeEp».

Mpumep Ne 1 K. ebtocen.
PomaHc «YyaecHblit Beuep».

®opTennaHHoe BCTynneHue

Example No. 1 Claude Debussy.

Song Beau soir.
Introductory measures in the piano

Andante ma non troppo
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Kak cienyer u3 npumepa, Ipu O4€BUI-
HOM HPHUCYTCTBUU IJIABHOW TOHAJIBHOCTH
E dur, nBe rapMOHUM TPYIHO BIMCHIBAIOT-
cs1 (MM BOBCE HE BIMCHIBAIOTCS) B PaLycC
e€ (PyHKUMOHAIBLHOTO MOJISl. DTO FApMOHUN
TakToB 2 U 4. OgHAKO €Clu TakT 2, Mpe-
CTaBJSIIOUIMN  apIePKUPOBAaHHBIA  aKKOPJ
OT HOTBHI pe-6eKap, MOXKHO MPeIBAPUTEIHHO
MHTEPIPETUPOBATh KaK MMOOOYHYIO rapMo-
HUYECKYIO CyOJJOMUHAHTY, B3ATYIO OTHOMO-
MEHTHO, TO B TaKT€E 4 MOsABJIEHUE TOHAJIBHO-
ctu g moll (nocne E dur) pyHKIMOHATHHO
OOBSACHUTB 3aTPYAHUTENbHO. Tpe3Byuue
TPETbEUW ITOHWKECHHOM CTYIIEHH B MUHOD-
HOM HaKJIOHEHUH, BBEIEHHOE C OCTPBIM
nepeyeHbeM, o0ycioBiIuBaeT 3pPekT mo
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MEHBIIIEH Mepe HEOXKUIAHHOCTH BOCIIPHSI-
THSI.

IIpn Bcen pasHHLE 3THX OTAAIEHHBIX
rapMOHUIA, Ha TIEPBBIM B3IVISJ HE BCEraa
JIETKO 0OBSICHUMBIX, UX MOSIBJICHUE HE SIBIIS-
ercs ciy4aHbIM. MHOTHE OTBETHI HAXOAUM
HECKOJIBKO I03XKe€, B IPOLECcCe HAOIIOACHUS
HaJ JIOTUKOM JTaJbHENIIero pa3BUTHS.

Koy x moHumanuio moOo4YHOU CyO-
JIOMUHAHTHI MOJy4Ya€M B MOMEHT KYJIbMU-
HallMd pPOMAaHCa, KOTopas TMOABOAMT HAC
K A dur — TOHaNLHOCTH, TIIATEIHHO TOTO-
BSIIECHCSA, HO B KOHEUYHBIA MOMEHT TaK U HE
nosiistoeiics. (FO. Tronmua momoOGHOTO
polia SIBIEHUS XapaKTepu3yeT TEPMHUHOM
«PESKUCCHUPYIONIAsH TOHATBHOCTB'®). Kyiib-
MHUHALMOHHBIA D, HE paspemaercs B TOHHU-
Ky A dur, a B HapymieHue QyHKUUN mepe-
XOIUT B €€ CyOJOMHHAHTOBOE TPE3BYYHE,
JUIsiiieecst 4eThlpe TakTa nonapsa. To ecTb
pedb UAET O TOHAJIBHOCTH BTOPOTO IJIaHA,
KOTOpas «3asBIsIeT» O cebe yx e B Hayaie
Npou3BeIeHUs. JTO JAaET OCHOBAHUE TPaK-
TOBaTh (DyHKIIMU MIEPBBIX TAKTOB OIHOBpE-
MEHHO M Ha TOHUYECKOM, U Ha CyOIOMHU-
HaHTOBOM YypoBHsX. (ITogoGHbIe mpUMepHI
B TBopuecTBe JleOroccu HE eTMHUYHBI. )

Uto kacaeTcs TOHAIBLHOCTU g moll, TO
CMBICH €€ Kak IyOoKo Janékoil MUHOPHOM
KpacKu YTOUYHSETCS B CAMOM KOHIE MpO-
U3BEJICHUS, B 3aKIIOYUTENIbHON (QopTenu-
aHHOM mocTimoauu. B ycioBusax cxoxero
YeThIpEXTAKTa BMECTO g moll TaM 3By4HT
YBEJIMYEHHOE TPE3BYUYHE, TAKKE C Iepeye-
HBEM, B3SITOE OT 3BYyKa coib-Oekap. Takum
o0Opa3om, o0mIMii 3ByKOBO# TOJOC g, 00b-
SMHSIIONINI JIBE XapaKTepHbIC (YHKIIHH,
noq4EPKUBAET HUX 0C000€ KOJIOpUCTUYE-
ckoe 3HaueHue. JlaHHOoe CcyXJIeHHne COOTHO-
curca ¢ MHeHueM JI. J[psTYkOBOM, COMIACHO
KoTopomy «cucrema [lebroccu Gazupyercs
NPEUMYIIECTBEHHO HE Ha (PyHKIIMOHAb-
HBbIX TATOTEHUSIX, a Ha BBISBICHUM, COIO-
CTaBJICHUU PA3IMYHBIX KPACOK»'S.
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I'oBopst o rapmonun JleOroccu, 3arpo-
HEM €lE OJWH, KaK HM3HAYaJIbHO MOXET
MOKa3aTbCsl, YACTHBIM M HE3HAYMTEIIbHBIN
aCIEKT, CBS3aHHBIM C BaXKHBIM (DYHKIHO-
HaJIbHBIM TPUEMOM. BaxkHbIM XOTs OBI TO-
TOMY, YTO IPUEM ITOT UMEET B TBOPUECTBE
KOMIIO3UTOPAa BECbMa IIMPOKOE IPUMEHE-
Hue. Ero pasHoBekTOpHas TOHAJIbHO-(PYHK-
LHOHAJIbHAs HAITPABJIEHHOCTD TAK)KE MOKET
BBI3BaThb BONPOCHI M comHeHusA. Mmeercs
B BUJly KOJOPUCTUYECKOE COYETaHHUE, OC-
HOBAHHOE Ha WIPe JBYX pPa3JIMYHBIX IIO-
CJIEIOBATEILHO B3SITHIX CENTAKKOPIOB, KaK
IIPaBUJIO, B APIEKUPOBAHHOM BHUJE, YACTO
3By4allUX B OOPALICHUSIX.

Kpatkoe ynomunanue o6 3ToM npuéme
HaxoJuM B pabote JbsuKkoBOil. XapakTepu-
3ys Hayano «llocnenomyneHHoro orasixa
®daBHay, r71€ MPUMEHSETCS 0003HAYEHHBIN
MpUEM, aBTOP YCTAHABIMBAECT €0 HCTOKHU
B TBopuecTtBe P. Barnepa. «HemogsuxHo-
3aCTBIBLIIMI 00pa3 TOMHUTEIBHOTO KEJIAHUS
nepenaéTcs CHayaia JICHUBBIM BOCTOYHBIM
KOJIODUTOM XPOMAaTHYECKOTO (IIEHTOBOTO
HaurphIla, “MHULMATUBY KOTOPOTO MOJI-
XBaThIBAIOT BCIUIECKU JIBYX “‘pPOCKOIIHBIX
CTPYKTYPHO HWHBEPCHUOHHBIX aKKOPJOB...
accouuupyromuxcs ¢ HadanoMm ‘““Tpucra-
Ha” — JIEUTMOTUBOM TOMJICHUS: TOT K€ Ma-
JIbIA YMEHBIIEHHBIA U MaJIblii Ma)XOPHBIN
CEITAKKOP/bI, HO B3ATbIE OT OJHOTO 3BYKa,
AKICHTUPYIOT KaPTUHHO-KOJIOPUCTUYECKOE
HA4aJIO TEMbI TOMJICHUS U PUNTYIIAIOT Ha-
NPsDKEHHOCTh U OECKOHEUHYIO YCTPEeMIIEH-
HOCTh BarHEPOBCKO# Momenm»!’.

Kax Buaum, npriMedareabHbIMU TUIIOJIO-
THYECKUMU YepPTaMU OINHACHIBAEMBIX aKKOP-
JIOBBIX COIO30B SIBJISIETCS TO, UTO 00€ rapMo-
HUH UMEIOT B OCHOBE OJIMH CKPEIUISIOLIUN
3BYK; B HUX BCEIJIa IPUCYTCTBYIOT CTPYKTY-
PbI MAJI0ro BBOJHOIO U MAJIOTO MayKOPHOTO
CENTAKKOPJOB, HEPEJKO C CEKBEHTHBIM I10-
BTOPEHUEM U JIOTIOJIHUTEIBHOU KOJIOPUCTH-
KO B BHJIE 100ABOYHBIX TOHOB — KBAapThI
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WM ceKeTbl. OCOOEHHOCTh TAKUX 3BYYaHUM
MHOTOJIMKA: 3TO CO3/laHue 3peKTa rapmo-
HUYECKOW HEONPEAEIEHHOCTH, MIOBBIIICHHUE
U TOHWXXEHHE Tpaayca (PyHKIHOHAJIbHOU
HanpsOKEHHOCTH; Pa3HOBEKTOpHast (yHK-
LUOHAJIBHOCTD, IPUBOJALIAS B PsIJIE CoyYa-
€B K yTpare (yHKIIMOHAJIbHBIX CBS3EH.

Mpumep Ne 2 K. [lebtoccn. PomaHc «J1yHHBbIA cBETY.
®parmeHT
Example No.2  Claude Debussy. Song Clair de Lune.
Fragment
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[TepeunciieHHBIE TAPMOHHYECKHE OCO-
OCHHOCTH MMEIOT BEChbMa BaKHOE MPAKTH-
YeCcKoe 3HAYCHUE MU aHAIHM3e MPOU3BEIe-
Hui JleGroccu, 0COOCHHO eclii pedb UAET
0 BY30BCKOM KypC€ TapMOHUHU.

He cekper, 4T0 M3y4ceHUE CTyICHTaAMHU
TapPMOHHHM HMIIPECCUOHUCTOB COIPSIKEHO
C psiioM OOBEKTHBHBIX U CyOBEKTHBHBIX
TpyaHocTed. Cpenw TJAaBHBIX HA30BEM
WUHEPIMIO B MPEOAOJICHUN TOHAJIBHO-Tap-
MOHHMYECKOTO MBIIIJICHHS, CPOPMHUPOBaH-
HOTO B TIEPHOJ] OOYYEHHUS B MY3bIKATHHOM
yuriaie. [lomydeHHbIe paHee 3HAHUS
HampaBJeHbl MPEUMYIIECTBEHHO Ha TIO-
HUMaHHE KJIACCHKO-POMAHTHUYECKUX 3aKO-
HOMEPHOCTEH, 2 HOBOE OCMBICIICHUE POJIH
rapMOHUH, TOHAJIBHOCTH, (PYHKIIMOHAIb-
HOCTH, aKKOPJI000pa30BaHUs OKAa3bIBACTCS
HEJ0OCTATOYHO TOJTOTOBJICHHBIM U TPeOy-
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€T 3HAUUTEIBHOIO PAaCIIUPEHUs 3HAHUH.

Upe3BblyallHO BaKHOM CTAHOBUTCS aK-
TyaJlM3alusl acleKTa, CBSI3aHHOTO ¢ BO3pac-
TaHWEM POJIM HOBOI'O METO/A, — HA30BEM
€ro METOOM «rapMOHUYECKOIO MOHTa-
*a». MI3BeCTHO, 4TO BBIPAKECHUS «TEXHHUKA
MOHTaXa», «METOJI MOHTa)a» IIUPOKO UC-
MOJIB3YIOTCS MY3bIKOBEaMU B IPUMEHEHU U
K 001acTH My3bIKalibHON (popmbl B XX BEKe.
Ananmupysa cnenuduky ¢popmoodpazoBa-
Husa y Je6roccu, D. [leHncoB paccmarpu-
BaeT NPUMEHEHHE TEPMUHA C TOUKH 3PCHHUS
«“‘CKIIEHKN” OTHENBHO YCIBIIIAHHBIX ‘‘Kaf-
poB”»'%. B CcBA3M C TakMM OOBACHCHHEM
MIPEACTABISIETCA PABOMEPHBIM MEPEHOC
3HaYEHUS TEPMHUHA HAa 00JACTh TAPMOHUHU.
«CkJeliku TrapMOHUYECKHUX KaJpoB» Ha-
OIIOMAIOTCSI TTIOBCEMECTHO B MPOU3BEACHMU-
ax JleOroccu U HAXOIAT MpPsIMOE BOILIOLIE-
HUE B pUTME TAPMOHUYECKUX CMEH, TOUHEe
CKa3aTb, PUTME TapMOHHYECKHX CHCTEM,
MIPUMEHSIEMBIX KOMMIO3UTOPOM. (Y TOUHHM:
TOBOPUTCSI HE CTOJBKO O pUTME (PyHKIIHO-
HaJILHBIX OOHOBIICHUH B paMKaX OJTHOM Trap-
MOHUYECKOM CHCTEMBI, CKOJIBKO O CMEHax
CaMUX TapMOHUYECKHUX CHUCTEM, KOTOpbIE
B KaXJI0M npowusBereHnn Jlebroccu nuMeroT
COOCTBEHHBIE 3aKOHOMEPHOCTH. )

C onHOM CTOPOHBI, CMEHA CUCTEMBI MO-
XKEeT OBITh OOYCIOBIIEHA OCOOCHHOCTAMHU
dbopmooOpazoBanusi. Hanpumep, B mipento-
1K «3aToOHYBIIMIM coO0p» 3TO HAOIIOIAEeT-
Csl Ha YPOBHE KPYIHBIX Pa3esioB (OPMBI.
C npyroil CTOpOHBI, MEJIKHE TapMOHHUYE-
CKHE «KaJIpbD» MOTYT CTaTh KOHCTPYKTHB-
HBIM DJIEMEHTOM J1a’k€ BHYTPH OJTHOTO pas-
nena manoi Gopmsl. J[poOHBIE ClieTUICHMS,
MIpEACTaBICHHBIE B BHUAC YEpEabl MEIKUX
TEMaTHYECKUX CTPYKTYp, UMEIOUIUE OTIIU-
YUTEIbHbIE TAPMOHUYECKHUE XapaKTePUCTHU-
KM, CO3J1al0T 3(PPEKT HENpPEepbIBHOIO CBO-
001HOTO OOHOBJIEHUS, MPU STOM JIOTUYHO
B3aMMOJICHCTBYIONINE MEXIYy COOOM, Kak
OBl «IepeTeKaroIre» Ipyr B Apyra.
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Ha npumepe pomanca «Orpaj 6eckoHeu-
HBIN PsiJl...» — OT Ha4yajia CPEHEro pasena
U JI0 3aBEpPUICHUS MPOU3BEACHUS — MOXKHO
HaOIOIaTh PETYNSApPHBIE ABYTAKTOBBIC rap-
MOHHMYECKHE cerMeHTbl. OHHU TpeacTaB-
JSIOT TOHAJNBHO (PYHKIIMOHAJBHBIE CBSI3H,
NepCOHU(UKAITUIO JIByX Pa3JIMYHBIX CEIT-
aKKOP/IOB, UMEIOIIUX OOIIUH OCEBOU 3BYK,
LEJIOTOHOBBII MOJYC, OCIIE0BATEIIbBHOCTh
AKKOP/IOB, B3aMMOJICHCTBYIOIIUX IO MPHUH-
Uy (QyHKIIMOHAIBPHOM WHBEPCUH, HAKO-
Hell, KacKaJl OJHOPOJHBIX IMapalIeIbHBIX
HOHAKKOPJIOB, JIMMIEHHBIX (PYHKIIMOHATH-
HBIX CBsI3Ci”.

OOparuM BHUMaHUE HA LIEIOTOHOBOCTb,
MECTOIOJIOKEHHE KOTOPOU MPUXOAUTCS Ha
CepeIMHy TapMOHUYECKUX MOCICIOBAHUM.
B cBs13u ¢ 3TUM npencTaBisieTcs npruMeya-
TEIbHOU TOUKa 3PEHUS aMEPUKAHCKOTO MY-
3pikoBena Jlx. HoBaka, kOTOpBIM NpUAaET
MOBBIIIEHHOE CMBICIIOBOE 3HAUEHHUE 3TOMY
sBieHu0. B cratbe «lle0TOHOBOCTh Kak
pacliMpeHue TOHAJIbHOW TApMOHUU B MY-
3pIke JleOroccH: HEOOOlLCHEHHAs TEXHH-
Ka COCIWHCHUS» HCCIIENOBATEIb ITHIIET:
«Knon J[leOroccu wHcmonb30Bad  I€710TO-
HOBYIO IIKaJdy B MY3bIKE€ Pa3HbIX KaHPOB.
E€ nambonee TUNMMYHOE MPUMEHEHHE CO-
CTOSUIO B YEpPEIOBAHUH OTPHIBKOB II€JI0TO-
HOBOM MY3BIKH U TOHAJIBHOM, PACIIUPEHHO
TOHAJIBHOM M XPOMAaTHYECKOW MY3BIKH»?’.
I'maBHasi ycrtaHoBka ucciegoBanusi Hosa-
Ka HampaBJi€Ha Ha BbIABICHUE PA3JIMYHBIX
BapUAHTOB BBEACHUS IIEJIOTOHOBOCTH, TIPU-
MEHSIIOIIEHCS B KAUECTBE CBSI3YIONIETO 3BE-

HAa MEXIY Pa3IMYHbIMU 3BYKOBBICOTHBIMH
CHUCTEMaMU.

[TonBeném wmroru. 'apmonust Jlebroccu
MIpeICTaBIseT cOO0 MHOTOCOCTABHYIO CH-
CTEMHYIO OpTraHU3alUI0, KaXKIbIil AJIEMEHT
KOTOpOW uMeeT Oombliioe 3HaueHue. B eé
OCHOBE — OIIOPA Ha PAaCLIIMPEHHYIO TOHAJIb-
HOCTb, XapaKTEPU3YIOLIYIOCS MHOKECTBEH-
HBIMH CIoco0aMu W TpUEMaMH JaibHE-
IIEr0 yOAJECHUS] TOHAIBHBIX «TOPU30HTOBY.
HoBoBBeneHMs1 3arparuBarOT TakKHE II0-
HATHUS, KaK «LUEHTpaJibHasl TOHAJIBHOCTh U
nepudepus», «B3aUMOICHCTBUE TIJIaBHOU
TOHAJIbBHOCTH W TOHAJBHOCTH ‘‘BTOPOTO
miaHa’», «MHOTOMEPHOCTb TOHAJBbHBIX
COCTOSIHUI», «TOHHKAa W MOOOYHBIE (YHK-
uun». Kpome 3TOro, moBBIIIEHHYIO aKTYy-
aTbHOCTh MPUOOPETAIOT 0COOBIE MPUEMBI,
BBEJEHHBIE KOMIIO3UTOPOM, OCHOBAHHBIE HA
B3aMMOJICMICTBUH CENTAKKOPJAOB Pa3JIMYHON
TOHAJIbHO-(YHKIIMOHAJILHOM HaIllpaBJIeHHO-
CTH, a TAKXKE LIEJIOTOHOBBIA MOJYC, BBIIIOJI-
HSIIOIIHAN CBSI3YIOIIYIO POJIb B COCTMHEHUH
Pa3JIMYHBIX TUIOB 3ByKOBBICOTHOCTH.

Ha3BanHbie acnekTbl CTaHOBATCS IEp-
BOCTEIMEHHO 3HAYMMBIMH IIPU aHAIIA3E MPO-
m3Begennii K. JleGroccu. Ilomaraem, dto
MMEHHO 3TH aCIeKThl B UX CBOEOOPA3HBIX
KOMOMHAIUAX, OCYIIECTBISIEMbIX B YCIIOBHU-
X NMPUMEHEHUSI TEXHUKU «TapMOHHUYECKO-
0O MOHTaXa», SIBISIOTCA NPUOPUTETHBIMU
JUISl TOHUMAaHUS HE TOJIBKO 3BYKOBBICOTHOM
OpraHu3anuy, HO U B LEJIOM T'apMOHUYE-
CKOTO CTWJISI BBIJAIOMIETOCS (DPAHITy3CKOTO
KOMIIO3UTODA.
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Poccuitickas akaoemus my3viku umenu I Hecunwix,
2. Mockea, Poccus,
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Annomayusn. Poxnenue mxasunra (jazzing the classics) — IpakTUKH 1XKAa30BBIX MEpepabOTOK
aKaJIeMUYEeCKOM MY3BIKH — OTHOCHUTCS K TOMY JTally aMEPHKAHCKOW KYIBTYpPbI, KOTOPBIH
MOJTy4rJI Ha3BaHUE «3Pbl CBUHTa» (BTOpas nojoBuHa 1920-x — nepBas nonoBuHa 1940-x romos).
[lone omka3MpoBaHHONW B JAaHHOE BpPEMsI KIJIACCUKU COCTAaBWJIM 0Opaslbl HEOJHOPOIHOIO
XyJI0KECTBEHHOTO KauyeCTBa, OPOAMBIINE MHOTOUUCIICHHBIE TUCKYCCUH. [TTaBHBIM HX (OKYyCOM
crama TpaHchopmanus (QparMeHTOB aKaJIeMUYECKUX COYMHEHHH (IpEeMMyIIeCTBEHHO
POMaHTHYECKOTO CTWJISI M KAaHTWJICHHOW MPHUPONBI) B AICTPAIHBIC TECEHHO-TAHIEBAIHHBIC
KOMIIO3HIIMY, B PE3yJbTaTe YEro BBICOKAs KJIACCHKa TEpsla CTaTyC MY3BIKH Ui CEphE3HOTO
WCTIOJTHEHUS U CIIYIIAHUs, CTAHOBSICh MaTePHAIIOM «MY3BIKU JUIS HOT» ¥ TOBAPOM MY3bIKaJIEHOTO
Oom3Heca. Bmecte ¢ TeM oThenbHBIE 00pasibl jazzing the classics 3pbl CBUHTA MPEIBOCXHTHIN
MPUHIUIHAIBHBIE YePTHI CIEAYIONIETO dTarna B MCTOPUM JKA3WHTa, HA4YaBIIErocs Ha pyOexe
1950-1960-x rom0B, @ IMEHHO: MPHUBJICUCHIE MY3BbIKH OapOKKO M KJIACCHIIM3Ma, KOHIIEPTHBIA THUTI
WCTIOJTHEHUS], COXPAaHEHHE TIOJTHOTO TEKCTa OPUTHHAIA BO BTOPHYHOM TEKCTE.

HecmoTpst Ha UpOTy pacnpoCcTpaHeHHs, HKa3HHT-TIPAKTHKA JTOJITOE BPEMS OCTaBalaCh B TEHH
MCCIIEI0OBATEIbCKOTO BHUMAaHUA. MEX Iy TeM, IPKa3UHT MOXKET CTaTh MPEIMETOM MHOTOBEKTOPHOTO
W3yUYEHHSI — OT YACTHBIX TPUEMOB TEXHUKHU TPAHCKPHUIITOPCKUX MEPEPabOTOK A0 KPYITHBIX MPOOIEM
COLIMOKYJIBTYPHOTO XapakTepa. B mpencTaBieHHON cTarbe cAelaH aKIEHT Ha pacHIMpeHUH
JOKYMEHTaJIbHO-UCTOPUUECKONH 0a3bl. AHalIM3 MaTepHaloB aMEpUKaHCKOW nepuoauku 1920-—
1940-X TO1OB MO3BOJISIET BOCCO3/1aTh Peiibed CUTYaIMH Pro et contra, CJIOKHUBIICHCS B OTHOIICHUT
JDKa3WHTa 9pbl CBUHTA. HayuHas HOBHM3HA paOOTHI 3aKIIIOYAETCS BO BBEJICHUU B OTEUYECTBEHHOE
MY3BIKO3HAHUE KpyTa HCTOYHUKOB, Psijia IMEH U KOMITO3UINH, aKTyaTu3UPYIOIIUX PEACTABICHNE
0 (eHOMEHE /DKa3WHTa, a TaKKE€ B BBISBICHUH BIHMSHUS JDKA3UHT-TIPAKTHKU SPbl CBUHTA Ha
MOCHENYIOINE €€ ITAIIBL.

Cratbs moaroroBneHa ;s MexayHapoaHoil HayuHO# koH(pepeHnn « My3bIkadbHas HayKa B KOHTEKCTE
KyIBTypbl. My3bIKOBEIEHUE U BRI30BBI HH(POPMAIIMOHHOM 3TI0XM», cocTosBieiicss B PAM nvenu [ HecnHBIX
27-30 oxTs0ps 2020 roxa npu puHAHCOBOH nognepxke PODU, mpoekT Ne 20-012-22033.
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Swing Era’s Jazzing the Classics: Pro et Contra

Inga A. Presnyakova

Russian Gnesins’ Academy of Music, Moscow, Russia,
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Abstract. The birth of jazzing the classics — the practice of jazz transcriptions of classical music
— dates back to the Swing Era (from the second half of the 1920s to the first half of the 1940s). The
most pronounced trend in jazzing the classics of the era of Swing was the transformation of themes
from classical musical compositions (mostly, of a song-like romantic nature) into pop song and
dance compositions. The high classics were losing their status of music for serious performance
and listening, turning into “foot music” and a commodity for the music business. At the same
time, some of the musical samples from the era from the 1920s to the 1940s anticipated such
fundamental features of the practice of jazzing as a new stage in the history of jazz, which began
at the turn of the 1950s and the 1960s, namely: the involvement of baroque and classicist music,
concert types of performance, and the preservation of the entire music of the original composition
in the resultant music.

Despite its widespread distribution, jazzing the classics has long remained in the shadow of
research attention. Meanwhile, it can become the subject of a multi-vector study — from techniques
of transcription to major issues of a socio-cultural nature. The present article focuses its attention
on expanding the documentary and historical base. An analysis of materials from the American
periodicals from the 1920s to the 1940s makes it possible to recreate the pro et contra situation of
the Swing Era in relation to jazzing the classics. The scholarly originality of the article lies in the
expansion of the factual base associated with the history of jazzing the classics, the introduction
of previously unknown names, compositions, and other materials of the American periodicals of
the 1920s and 1930s into Russian musicology, and the identification of the influence of the jazzing
practice of Swing Era on its subsequent stages.

Keywords: jazz, jazzing, swing era, jazz arrangements, Chappie Willet, Jack Hylton

For citation: Presnyakova 1. A. Swing Era’s Jazzing the Classics: Pro et Contra. Problemy
muzykal'noj nauki / Music Scholarship. 2022. No. 4, pp. 76-86. (In Russ.)
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kasuHr (jazzing the classics)! —

MpaKTHUKa JI)Ka30BBIX MepepadboTok

KJIACCUYECKOM MY3BIKH — IIpel-
TaBJISIETCS BECbMa XapaKTEPHBIM IS
KynbTypel XX Beka ¢deHomeHoM. TecHo
COINPUKASICh C TAaKUMHU XYHO0KECTBEHHO-
3CTETUYECKUMH U KOMITO3UIIMOHHO-TEX-
HOJIOTUYECKUMU SIBICHUSIMHU, KaK «TPEThE
TEUEeHHE», «OapPOKKO-IKa3», «IIOCTMO-
JE€PH», IOJUCTUIUCTUKA», KUHTEPTEKCTY,
«KJIACCHUYECKHUI KPOCCOBEp», JIKA3UHT
JEMOHCTPUPYET CBOM HMHIAWBUAYAJIbHBIN
BekTop. IlepBeie o0Opasuwl jazzing the
classics oTHOcsTCs K Hawdany 1920-x ro-
JIOB M Ha TPOTSHKEHUHM Oojiee 4eM JIBYX
JNECATUIETHN COCTABISIOT HEMAIYIO YacTh
peneptyapa 3psl cBuHra’., Hagamo HoBoOro
JTana JpKas3uHra, (uarmMaHamMu KOTOPOTO
cranyT nua"uct JKak Jlycbe M BOKaJIbHBIN
ancam6imp SWINGLE SINGERS, npuxo-
autcst Ha pyoex 1950-1960-x ronos. Ce-
TOJHSA JIKA3UHT-TIPAKTHKA TPEeACTaBIcHA
NEeCATKAMU HCIOJHUTEIBCKUX IEepCOHA-
JWii, a B CIIUCKE aBTOPOB OPUTHMHAJIOB —
N. C. bax, /. Cxapnartu, BuBansau, ['eH-
nenb, [laxens0ens, Kynepen, Momnapt, bet-
xoBeH, [ly6epr, [llonen, Baruep, A. Pyoun-
mreiid, bpamc, Cen-Canc, /IBopxkak, ['pur,
Mycoprckuii, bopoaun, Pumckuii-Kopca-
koB, YaiikoBckuii, PaxmanunoB, IIpoko-
¢weB, Jledroccu, PaBens, Maccue, ne ®a-
absi, Manep, Caru.

[TpobneMbl Xyn0KeCTBEHHOTO Tepece-
YEHUsI KJIACCHYECKOTO MCKYCCTBa M JIKa-
3a HEOJIHOKPATHO TMOJHUMAJHUCh B OTEde-
CTBEHHOM U 3alaJHOM MY3bIKO3HAHHHU.
Jnda  pgeMOHCTpamuu Pa3sHOBEKTOPHOCTH
Hay4YHBIX TMOJIXOJ0B U3 pPsla HOBEUIIUX
OTE€YECTBEHHBIX MyOIMKalnii Ha30BEM cTa-
teu . Ipima [1], B. Pakoun®, T. babuu®,
JIuap Yxedy u T. llak [2], B. UyBunkuna
[3]. UccnenoBarenbckasi k€ aKTUBHOCTh
B OTHOIIEHWHU JXa3uHra kak B Poccum,
TaKk M 3a pyOEKOM JIOJITH€ TOAbl HAXOIU-
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nach (PaKTMYECKH Ha HYJIEBOM OTMETKE.
Jlo cux mop CyuecTBYIOT JIUIIb OTAEIbHBIC
paboThI, T JHKA3UHT UMEET TUTYIbHBIN
craryc. EaumHcTBEeHHBIM KpymHOpOpMaT-
HBIM HCCJIEIOBAHHEM Ha TEPPUTOPUM KH-
PUIIMYECKOTO MY3BIKOBEJCHHUS SIBISETCS
nuccepranus E. BopomaeBoii’, paccma-
TpuBaronieil JeHOMEH )Ka31HTa B aCMIEKTE
B3aUMOJECUCTBUS MY3BbIKH aKaJIEMUUYECKOU
TPaJUIUU U «TpeTbero 1uiactan’. [lpume-
poM «Maiioi (OpMbD» MOTYT CITYKUTh CTa-
teu B. UyBunkuna «Jazzing the classics:
BUepa, ceroans, B Oymymem»’ u A. Oro-
pomoBoit  «J[)Ka33uMHT: 3a W TPOTHB»®.
B mocnexneit cnemana MHorooOeraro-
mjas 3asBKa Ha aHaJIM3 Pa3IUYHBIX MHe-
HUW 1O MOBOAY JaHHOro (heHOMEeHa, pea-
JTU30BaHHAs!, OJIHAKO, JUIIh B OTHOIICHUHU
V. Capmxenta’. [IpuBogumeie B pabore
B3IIs116I MHBIX aBTOpPOB (E. OBunHHMKOBA,
. VYxoBa, C. dunHkenbcTaliHA) TpaHCIU-
PYIOT UAEH0 HEU30EKHOCTH Xy OKECTBEH-
HBIX KOHTAaKTOB JKa3a M aKaJeMHYECKOM
MY3bIKU. B 1aHHOU cuTyauuu npeacraBiis-
€TCsI MPOAYKTUBHBIM MPOJOJKUTH U3bICKA-
HUA B 0003HAYEHHOM 3aroJIOBKOM CTaTbU
A. OroponoBoii BEKTOpe, IpUBJIEKas Kpyr
WHBIX MHEHUH, a TAaK)K€ UCTOYHHUKU U MY-
3bIKaJIbHBIE 00pa3IIbl.

B wuccienoBaHusSX IOCIEOHErO Bpe-
MEHH IOJIy4alOT OCBEILIEHHUE pPa3IUyHbIE
YacTHBIC AaCHeKThl jazzing the classics.
«JI>xa3z3uHr-dyray HAaXOAUT  MECTO
B KJIACCH(UKAIMHU J[KA30BBIX (YT, Mpen-
noxxeHHou B. UyBunkunbsiM [4]. Mcropus
ka30BbIX TpaHchopmanuii Allegretto wu3
Cenpmoii cumdponun beTxoBeHa aHATU3H-
pyeTcsi aBTOpOM JaHHOM cTtarbu [5]. Psg
paboT MOCBAIIEH MEPCOHAIUSIM HCIIOTHU-
teneit. b. Creiiok, paccmarpuBasi TBOp-
yectBOo Y. Kopwua, yznenser BHUMaHUE €Tro
«IKA3UHTOBBIM IpoekTam»'’. A. [Tonumryk
aHaJIu3MpyeT JKa3oByro Bepcuto «lllen-
KyHunkay [1. HalkkOBCKOT0, BHINOJTHEHHY O
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J. DmmarToHoM B 1960 roay''. B crarbe
H. TI'yoxunoit «EBpormeiickas My3bIKaib-
Has KJIacCHKa B BOKaJbHOM TBOPYECTBE
O®pouka CuHHATpPB» MOAHUMAETCA BO-
IIPOC THUIIOJOTUU NECEHHBIX apaHXupo-
BOK U OMpENENSIETCS] METOJ UX CO3JaHus,
XapaKTepU3yeMbld  KaK  «KOMITUJIATHB-
HO-UHTEPIPETAIIMOHHAST  KOMITO3HIIUS» 2,
[Ipenmerom BHuManus U. IlpecHskoBoi
u E. Bommno sBasiercs cneruduka TpaHc-
kpuntopckoro merona XK. Jlycee's.

B aHrmos3pIuHONl HMCCIen0BaTEIbCKOM
TPaJUIMU TOCIEAHETO ACCATUIETUS TaK-
YK€ 3aMETEH POCT UHTEpeca K JaHHOU TeMe,
03HAaMEHOBAHHBIM aKIIEHTOM Ha IEpCOHa-
TusAX aparwkupoBIukoB: Y. Ywmery no-
cestiensl padorer k. Purrna'4, Jix. Xui-
ToHy — myoOnukanun J[. Mayap'®. 1 Bce xe
JI0 CHX TIOP BOIPOCHI, KOTOPHIE CTABUT TIe-
pen ucciaeaoBareNs MU, UCIOJIHUTEIAMU U
CIyLIATENsIMU JIPKa3UHT-TIPAKTUKA, UMEIOT
JIMCKYCCUOHHBINA XapaKTep.

Pro et contra B crIopax O JXKa3WHIC
COIIPOBOXKJIAIOT €ro0 C MOMEHTa pPOXKJIe-
Hus. Haubonee ocTpeiM siBIs€TCS BOIPOC
0 NPUHLIUINAIBHON BO3MOXKHOCTHU «OIKa-
3upoBaHus» Kiaaccuku. Kazamock Obl, cTO-
JIETHSISI UCTOPUSI STOTO SIBJICHUS CIYXUT
BECKMM apryMEHTOM B €ro nosb3y. OgHako
JKa30Bble 00pabOTKH KIACCHKHU JIOBOJIBLHO
YacTO BBI3BIBAIOT HEMPUSTHE, U B MEPBYIO
ouepeap — XpaHUTENIe Tpaauluil BICOKO-
T'0 UCKYCCTBa, highbrow-aynutopuu, mIpuH-
[UNMHUATBFHO HE JIOMYCKAIOIIeH BTOPXKEHUS
WHOPOJIHBIX D3JIEMEHTOB Ha TEPPUTOPHUIO
CBSILEHHOIO TEKCTa aKaJeMU4YeCKOro
My3BIKaJbHOTrO omyca. M ecim ncnosb3o-
BaHME MY3BIKH, K npumepy baxa, e€ nu-
TUpOBaHUE, ajanTanus Wik TpaHchop-
Malusl aKkaJeMHUYeCKUMH KOMIIO3UTOpaMH
(ot Jlucra, bepra u Bebepna no [Inutke,
['y6atimynnuaoii 1 EKHMOBCKOTO) B COOT-
BETCTBHUU CO 3BYKOBBIMU PEAJIUSIMU COBpE-
MEHHOCTU Ka)KyTCsl BO3MOXXKHBIMU BHYTPH
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OJTHOTO COLMOKYJIBTYPHOTO TOJIsl, TO BBI-
XOJ1 32 €T0 Mpeesbl BhI3bIBAaET 3P PeKT oT-
TOPKEHUS.

B paBHOW cTeneHM HENpUEMIIEMBIM
NpeacTaBisieTcs jazzing the classics n nis
MHOTMX NPHUBEPKEHIIEB JKa3a: UX OTILY-
ITMBAa€T MHTOHALMOHHOCTH KJIACCUYECKOTO
Marepuaia, MaclITaOHOCTh KPYyIHBIX JIXkKa-
3UHI-KOMIIO3UIHUNA. O0e CTOPOHBI MOIIIU
Obl mogmnucarbes noa MuenueM JI. dezepa:
«JI’)Ka3 HYXKJaeTrcsi B KJIacCUKe He O0Jib-
IIe, YeM KJIAaCCHKa HYKJaeTcs B JKaze»'s.
I Ilynnep, OCHOBOMOJIOKHUK «TPEThE-
ro TEYEHHUs», XapaKTEpHU30Bajl IMPAKTHKY
jazzing the classics pbl CBUHTa KaK «XKaJ-
KM€ W HauBHBbIE TNOMNBITKUM COEAUHEHUS
IBYX [KJIACCHYECKOIO U JKa30BOI0]| Ipo-
CTpaHCTB»'’.

OcTaBnsig B CTOPOHE paJHMKalbHBIE I0-
3ULUU aJECNTOB «YUCTOTHI CTHIISD», B3IVIA-
HEeM Ha (peHOMEH JDKa3uHTa C TMO3UIUN
TPAHCKPUNTOPCKOM mpakTuku. Pabora
C Yy)KUM MAaTepuajoM BEKaMH BEJIACh I10-
CPEICTBOM BapHanuii, o0OpabOTOK, apaH-
KUPOBOK, Napadpas, (aHTa3uil «Ha TEMY.
B 3TOM cMBICIE CIIOPBI O TPABOMOYHOCTH
JUKa3WHra aHAJIOTMYHBl JUCKYCCHAM 11O
MOBOJly TPAaHCKPUNTOPCKOTO TBOpUYECTBA
B 11es10M. [IpaBo Ha cymecTBOBaHME IKA30-
BBIX TPAHCKPUIILMN KIIACCUYECKON MY3BIKH
B COBPEMEHHOM KYJIBType MOXKET OBITh y3a-
KOHEHO TaKMM SBJIICHHEM, KaK WHTEPTEK-
CTyaJIbHOCTh: «OTHOILIEHHE OpWUTMHajla U
TPAHCKPUIILIUH SIBJISIETCS OTHOLLIEHUEM TEK-
CTOB, TO €CTh MPUMEPOM HHTEPTEKCTyallb-
HOTO B3auMmojeicTBus»'®. Tpanckpumrop-
CKO€ TBOPYECTBO MO3BOJISET MY3bIKAHTAM
IIEPEHECTH TEKCT NEPBOMCTOYHMKA U3
MPOILJIOT0 B HACTOSIIEE» U PEANTU30BaTh
TBOPYECKHN MOTEHLMAT B BHUIE « ‘U3BIE-
4yeHus ce0st” U3 roToBoro texcran'’. Eciun
JUKQ3UHT-TIPAKTUKA JAa€T TaKOW pe3yib-
TaT, 3TO CIIY>)KHUT BECKMM apryMEHTOM B €€
I0JIB3Y.
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OnHako HEOTHOPOIHOCTH XYI0KECTBEH-
HOTO KadyecTBa 00pa3IoB TpaHCHOPMUPO-
BAHHOW KJIACCHKH OCTABIJISIET IOBOJI IS
COMHEHHU TIPH BBIOOpPE TO3UIUU pro WIH
contra B CTIOpax O JHKa3uHTE.

Jazzing the classics, cTOb TOMYSPHBIHA
cpeau caymaresiell 3pbl CBUHIA, MOJBEP-
rajics pa3rpOMHONA KPUTHKE CO CTOPOHBI
pecchl U MpodhecCUOHATBHBIX MY3bIKaH-
TtoB. [lpuBénem psn npumepoB, oOHapy-
xeHHbIXx HaMu B The New York Times 20—
30-x rogoB XX Beka. Cpeau ra3eTHbBIX
3aronoBkoB — Composers protest jazzing
the classics (25 Hos6ps 1922 rona), Musical
clubs against jazzing of classics (6 qexadps
1927 roma), ‘Swinging’ Bach’s Music on
Radio Protested (27 oktsi6ps 1938 rona),
B TEKCTaX CTaTel — COUHBbIC BBIPAKEHUS:
the greatest outrage perpetrated by jazz
orchestras («camoe rpyboe Haapyrareib-
CTBO, COBEPIIICHHOE JKa30BbIMHU OPKECTpa-
Mu»)*°, music butcher’s dance arrangement
of a classical composition («TaHIieBaJIbHAs
apamKUPOBKAa  KIACCUYECKOW  KOMIIO3H-
IUA OT MY3BIKQIBHOTO MscHHKa»)?', high
musical crime («ykacHoe My3bIKaJbHOE
npectyruieHue»)*?, bastard combination
(«xoMmOuHanus-6acrapa»)®, unshamed
theft of “classical” tunes («6eccThIIHOE BO-
POBCTBO “KJIACCHYECKUX™ TeM» ).

[Tapmxckuii koppecnionaeHtT The New
York Times mnepenmaér 24 wHosiOps 1922
rojga: «Bompoc agantanuu Kiraccuyeckou
My3bIKH, Hanpumep, [ToxopoHHOTO Mapia
[lonena wim CanebHoro mapia u3 “Tan-
reizepa” A JKa3MHra MpPOJOJIKAET BbI-
3bIBaTh THEB NApHKCKHUX JIIOOUTENEeH My-
3bIKM U MY3BIKAHTOB, KOTOpPbIE OMUCHIBAIOT
€ro Kak “HacTosnuii ckanman »®. B cra-
The JIOHJOHCKOM Times, mepemneuaTaHHON
12 centss6pss 1926 roma B The New York
Times, nocesiménnoii I1. Yaittmeny, ckaza-
HO, YTO «MO3TH BCEX JKa3MEHOB, CIIOKECH-
HbIE BMECTE, He HanoJaHAT nuisany Moranna
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Itpayca»®®. V. CapmKeHT B NEPBOM W3-
nanuu kauru Jazz: Hot and Hybrid (1938)
TOBOPUT O «IIOPOYHOW IIPAKTHUKE» jazzing
the classics Kak «IPOSBIEHUU IIJIOXOTO MY-
3BIKAJILHOTO BKyca»?'.

[IpOoTUBHUKY )Ka3WHTA HE OTPAHUYNBA-
JUCh CJIOBECHOM mosieMukou. B mae 1925
roga Radio Broadcast myOnukyeT 3ameTKy
0 CyleOHOM HCKe, TIOJAHHOM YUUTEJIEM MYy-
3bIkH U3 CriokaHa O TpeOOBAaHUU BBITUIATHI
10 000 mommapoB 3a yiiepO, HaHECEHHBIN
O9H-TUIEPOM MECTHOT'O J[)Ka30BOTO OpKe-
cTpa. B ucke yrBepxaanock, 4To npakTUkKa
jazzing the classics ABISI€TCS yrpo30ou s
o0miecTBa: «myOnuKa MOITy4aeT MpeacTaB-
JIEHUE O KJIACCUYECKON MY3bIKE, U3BpAILEH-
HOE /10 TakoW CTENEHH, YTO JETH MOTYT
0oJbIlle HE 3aX0TE€Th MOJIY4YaTh MY3bIKaJlb-
HOe oOpaszoBanme»™. B Homepe The New
York Times ot 27 oktsa0pst 1938 roma pas-
MEIIeHO O(pUIIHaIbHOE O0palleHne npes3u-
nenta baxosckoro obmectBa Hero-J[>xepcu
A. JI. Ilennuca k ®@enepalibHOM KOMUCCUU
M0 CBSI3M C MPEAJIOKEHHEM BBECTH INTpa-
GBIl W JTUIIATH JHUIEH3WW PaJuOCTAHIINY,
TPAHCIHUPYIOMINE  JIKA3UHT-KOMIIO3UIUH.
Ho yxe 6 Host0pst 1938 rona B 3amuTy 1xa-
3WHTA BBIIIJIA OTBETHAS aHOHWMHAS CTAThs
Let Freedom Swing. IlpaBna, TaBHBIM ap-
TYMEHTOM aBTOpa ObUIO MPEA0CTEPEKEHHE
OT BBEJICHUS IIEH3YPbI U MPU3BIB COXPAHUTH
«TpakJJaHCKHE MpaBa» CBOOOJHON MpPecChl
U cBOOOIHOTO paao. O My3bIKaIbHBIX J10-
CTOMHCTBAX JDKa3WHTa PEeYb HE IIJ1a, U BPSII
JIK 3TO OBLIO CITYy4alHOCTHIO.

Tak kakoW >xe My3bIKe OBbLIM ajpe-
COBaHBI SIPKME HIUTETHl Ta3€THHIX pe-
neH3un? Uto B TO BpemMsi HMMEHOBAJOCh
jazzing the classics? Ceroans, korma d¢e-
HOMEH JIKa3MHra acCOLMMPYETCS C BBICO-
KOXY/I0’)KECTBEHHBIMU 00pa3liamu TBOpYE-
ctBa XK. Jlycbee u SWINGLE SINGERS,
JI. Umxuka u B. I'poxosckoro, O. Iuuepo
n O. JKaHrupoBa, TPYAHO NPEICTABUTH,
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yTo B 1920-1940-¢ roasl oH mpeacTaBisi
co0oill sBreHue WHOrO miuaHa. [laneko He
BCE, K ueMy ObLI MpUKJIEeH Jeiln jazzing,
UMEJ0 OTHOILIEHUE K «IOJJIMHHOMY [IKa-
3y». llomaBnstommii 00béM jazzing the
classics 3pbl CBUHTA — 3TO CKOpee MPaKTUKa
swinging the classics, HaX0oIAIIAsACS B pycC-
e sweet jazz — KOMMEPIUATU3UPOBAHHOTO,
MacCOBO-PA3BIEKATEILHOIO  OTBETBIICHUS
«Hacrosueroy» jukasa®’. Jlnme HeOonblIas
YacTh JIKA3WHT-TPAHCKPUIIIUN Jiexkana B
IJIOCKOCTH, AQHAJOTMYHOM aKaJgeMHUYeCKOM
KOHIIEPTHOU TpaJUIIMU, YTO, BIOPOYEM, HE
n30aBJIsII0 HU OT JKECTKOM peakIuu KpUTH-
KU, HU OT HEMPHSITHS YaCThIO ayTUTOPUH.

HaubGonee spkoil TeHneHuuend B mKa-
3UHIe Apbl CBUHTA CTajla TpaHchopmaius
TEM KJIACCUYECKHX COUYMHEHHI B 3CTpaj-
HbIE TI€CEHHO-TAHIIEBAJIbHBIE KOMIIO3U-
nuu. BriepBeie 3Ta ujaes Obliia peain30BaHa
B 1918 rogy B )xaHpe «My3bIKaJIbHOU KOMeE-
nuny»: B cnekrakie Oh, Look T. Kapponna
(H. Carroll) mpo3Byuasna Tema cpenHei ya-
ctu ®anrazumn-skcrpomrta lllonena B ka-
YeCTBE OCHOBBI IIECEHHOTO HOMepa Always
Chasing Rainbows*°. BeposTHO, 3TOT Jjer-
KO>KaHPOBBIN T€HE3UC OIpPEeAeNINI OCHOB-
HOE€ HampasieHue mkazuHra 1920-1940-x
TOJIOB.

IIpuMepsl OKa3MPOBAHHOM KIIACCUKU
MOXXHO HaWTHU B pemnepryape (paxTuyecku
BCEX BEAYHIMX ODHJIOB TOTO BpPEMEHU —
II. Yaitmena, T. dopcu, [Ix. Hopcw,
JI. KnunroHna, J[. Onnunrtona, B. I'epmana,
Jlx. Jlancopra, b. Kpocou, I'. Ixeiimca,
®. Mapruna, I. Munnepa, [Jx. Turaprena,
A. IIloy. MHOTHE M3 3THX KOJUIEKTUBOB pa-
OoTtanu B chepe KOMMEpPUECKOM TaHIICBaAIb-
HOW MY3bIKH, YYaCTBOBAJIM B IOy, TOCTa-
HOBKAaX MIO3UKJIOB, 3allCU KUHOMY3BIKH.
[lIo sToll mpuumMHE pemnepryap OpPKECTPOB
COCTaBIISJIM HE TOJBKO JXKAa30Bbl€, HO M
CTIPUMPABICHHBIC» JIKA30BBIMU UIUOMAMU
o0pa3upl TOMyJIAPHON pa3BieKaTeIbHOU
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My3bIkH. Kiaccuueckuii marepual, Iora-
Jlasi B HOBBIM KOHTEKCT, MOJIydasa o0lIeruyéH-
HOE ICTPaJHOE 3ByYaHHUE BKYIE C MOATEK-
CTOBKOM B XapakTepe HEXUTPOU JIMPUKH:
J11000Bb, HOUb, JIyHa. B 3TOM KiItou€e 3BYyYUT
xomriozutius Our Love (1939), ocHoBaHn-
Hasi Ha TTOOOYHOU TeMe yBepTIOphI-haHTa-
3un «Pomeo u [xynberra» YalkoBCKOrO,
c tekctoM b. bepune (B. Bernie), e€ ucmon-
HSJTU 3HAMEHHTHIE OXHJBI B COAPYKECTBE
¢ Bokamuctamu (1939, Gsuawer Ix. Jopcu
¢ BokamuctoM b. D6epnu; JI. Knunrona
¢ ®@. Cunarpoit; Jxx. Xunrona c I1. lemn).
B sTom psany ormernm necHro Moon Love
(1942, opkectp I. Munnepa ¢ P. D6epmnn)
KAaK BapuaHT TeMbl MeUICHHOW vactu IIs-
Toil cumponnn YaiikoBckoro. dtion E dur
[ITonena npo3sy4an B 1939 roay B Ilapu-
K€ B HCIoiIHeHUH Kabape-meBua T. Poccu
(T. Rossi), Bo3ponuBIIEro B OOHOBIEH-
HOM BapuaHte Iristesse M. MamubOpan?®!,
a TaKkKe C aHMIOS3BIYHOM TMOATEKCTOB-
kot B mcnonHenun C. Bpayna c GsHI0M
JIx. Xunrona. MI3BecTHa BOKaJbHAs BEPCUS
[Tononesa As dur (Ne 6) Illorena mox Ha3Ba-
HueM Till The End Of Time (1945) B ucnon-
nenuu [1. Komo (P. Como), a mo6ounas rema
III yactn PoprennanHoro xkoHuepra Ne 2
PaxmanuHoBa npeBparunack B niecHio Full
Moon And Empty Arms Cunarpsl. Kommo-
3UIMH TOJOOHOTO poza ObUIM BEChbMa MOITY-
nspHbl: My Reverie (Bepcus nbeckl Réverie
K. JleOroccu), HCIONHEHHAas OPKECTPOM
JI. KnunToHa, 3aHMMaa NepByI0 MO3ULIMIO
B uapte Billboard 1938 roga. He uckitoue-
HO, YTO CBOIO POJIb B TAKOM YCIIEXE ChIrpaj
Y TEKCT:

Our love

Is a dream, but in my reverie

I can see that this love was meant for me
Only a poor fool.

Never schooled in the whirlpool

Of romance could be so cruel

As you are to me.
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HyxHOo 151 OOBACHATH TOCIEACTBUS
noJOOHBIX TMEpPEeBOIUIOUICHUI Kilaccuye-
CKHMX TE€M B 3CTpajiHble nusarepsi? Bricokas
KJIACCHKA OKAa3bIBaJach B HECBOMCTBEHHOM
€l COLMOKYJIBTYPHOW HUUIE: TEPAsl CTATYC
MY3bIKH [JISl CEPbE3HOrO MCIOJIHEHUS U
CIyILIAHHsI, OHA CTAaHOBWJIACh MAaT€pUaIOM
«MY3BIKH JJI1 HOT», Ui (OHA, JIJIsl pa3BJie-
YEHHS U... TOBAPOM MY3bIKaJIBLHOTO OHM3HE-
ca.

Kommepueckyto BbITOLy SIPKO JI€MOH-
cTtpupyroT ¢aktel u3 crarbu JI. beprma-
Ha Swinging The Classics*: ymomsHyTas
BhItlie My Reverie Oblia poaaHa B KOJUYe-
ctBe 60see 230 000 HOTHBIX FK3EMILISIPOB U
288 000 rpam3anuceit; 17 000 opkecTpOBBIX
napTUTyp OBLIN KYIUIEHBI AKa30BbIMU O3H-
namu; ob6mas npubsuTh coctamia 75 000
J0JIIapoB. B 3akimroueHuu cratbu aBTop 3a-
Me4YaeT, 4To JHM big tune’s money-making
TIOJTONILTN K KOHITY, U XuT 1938 rona «rmy6o-
KO 3apbIT HA aMEPUKAHCKOM MY3bIKaJIbHOM
knaaouiey. Ho KpUTHK mpexaeBpeMeHHO
IIOXOPOHWJI JTy BEIlllb — €€ BOCKPEIICHUE
COCTOSJIOCHh B Pa3HBIX BApUAHTAX U MCHOJ-
HUTEJIbCKUX COCTaBax: HaMHu oOOHapyxe-
HO OKoJIO 40 pa3IUyHBIX BEPCHIl B TIEPUOL
¢ 1948 o 1977 ron, B KOHLIEPTHOM peENEPTY-
ape NepBOil UCIIOJIHUTENIbHUILIBI My Reverie
bu VYoitn (Bea Wain) mecHs aepxanach
Ha TPOTSHKEHUU ToilyBeka. UTo siBisieTcs
MPUYMHOW MHOTOJIETHEW TMOIMYJISIPHOCTH
My Reverie — XyJlOXE€CTBEHHbIE JOCTOUH-
CTBAa OpPUTHHAJIBHON Tembl [leOroccu wim
pe3ynbTrathl e€ nepepadbotku? Bpsia mu ecth
OJTHO3HAYHBIN OTBET HA 3TOT Bompoc. Bos-
MOYKHO, CEKpET JOJIr0JETUSI KPOETCS B Jia-
TEHTHOM OJIN30CTH TEMBbI aKaJeMHYECKOTO
NIEPBOMCTOYHUKA K CTPOIO MY3BIKHM HHOM
cheprl, B €€ MHOTOMEPHOM HWHTOHAI[MOH-
HOM IIOTEHIIMAJIE.

MpbIcnu 0 CKPBITBIX CBA35AX MEXKY KJac-
CUYECKOM MY3BIKOW MPOLIJIOrO U JHKa3oM
HEOJHOKPATHO BBICKA3bIBAJIUCh HCCIIENO-
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BaTeJSIMU, U HAJIMUNE UX — CUIIBHBIN apry-
MEHT B ITOJIB3Y JpKa3uHra. Hepenko orme-
yaeTcs TIyOWHHas OOIIHOCTH OapOKKO W
Jbkaza, emé yamie — baxa m mxkaza. Tak,
A. Ilykep BBICKa3bIBa€T MBICIH O OJU30-
CTH JiKazy OapO4yHBIX NMPUEMOB KOHIIEP-
TUPOBAHUS, TEMOPOBBIX MPOTHUBOIOCTAB-
JIGHWH, COpPEBHOBATEIILHOCTHU, BHUMAHUS
K HCIHOJHUTEIbCKOMY aKTy, BHUPTYO3-
HO-TeXHUYEeCKUM npuémam>. M. Benbdiie
MPOBOJUT Mapajuielid B METOAE UMIIPOBU-
3a1uH 1o nuppoBaHHOMY O6acy U JKa30BOU
uudposke**. T. Ilaperpajackas, aHaiu-
supys I[lpenronuto C dur baxa, roBopuT
O HAJIMYMH B HEW CKPBITOTO CBHHTA™. DTO
KaueCTBO 0OaxXOBCKOW MY3BIKH OTMEYaeT-
Csi MHOTMMHU MY3bIKAaHTAMH, CpeIUu KO-
topeix XK. Jlycee, JIu Konuu, Y. CBunri,
JIx. Kelk, B. [ poxoBckuit.

Bpsin nu cnydallHOCTBIO CTalno TO, YTO
CIeNYIOIINM d3Tan B HCTOPUM JIPKAa3WHTa
(1960—-1970-e roapl) ObLT HANpPAMYIO CBS-
3aH ¢ 0apokko-mkazoM. CUMOTOMATHYHO,
YTO €ro Hayajao MPUXOAUTCS Ha BpPEMs, KO-
TOpOE HUCCIENOBATENsIMU XapaKTepU3yeTCs
KaK BpeMs SMaHCUMNAIMH Jika3za oT (yHK-
LM, XapaKTEPHBIX JJI1 MAacCOBOM KYJIBTY-
por®.

Heob6xoquMo cka3aTh, 4TO Takue MpUH-
UUNUAJIbHbIE 4YepThl JkazuHra 1960
1970-x romoB, Kak oOpalieHUe K MY3bIKE
«bomee crapoi» m «bojee cephE3HONY,
YeM POMAHTUYECKHE TEMbl IECEHHOTO Xa-
paKkTepa, KOHIIEPTHBIA THUIl HCIOJHECHUS
JKa3UHT-KOMIIO3UIIMM U COXpaHeHue MpH
0JI’)Ka3MPOBAHUU MOJHOIO TEKCTA OpUTHHA-
Ja, UMEIOT KOPHHU B jazzing the classics 3pbl
ceuHra. OOpasmsl MoJ0OHOTO poja ObLTH
pEIKH, HO B HCTOPUYECKON MEpPCHEKTUBE
OKazaJMch Oojee 3HauuMbIMU. [lepBblii
OMBIT «OIKa3UPOBAHUS» OaXOBCKOH My-
3BIKH OBLT Mpou3BeaéH B 1937 roay: Tpuo,
cocrosiee u3 ckpunadeir C. I'pannemnnu,
O. Cayra u rurapucra /. Peiinxapara,
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UCIIOJIHIIIO cBOIO Bepcuto | vactu Konnep-
Ta IJis IByX CKPHUIIOK U CTPYHHOTO OpKe-
ctpa d moll (BWV 1043). Baumanus 3a-
CITy’KUBAET AeITEeNbHOCTh J[>keka XunToHa
(Jack Hylton) u Yannu Yunnera (Chappie
Willet) — >Tm mMeHa, BechbMa 3HAYUMEBIC
JUTSL JKQ3WHT-TIPAKTHKA 3Pbl CBUHTA, CII¢
HE YNOMHUHAIUCh B OTEUYECTBEHHOM MY-
3bIKO3HAHUHU. VX JKa3UHT-TPAHCKPUIILIUH
npeaHa3Hayaluch HE JJs TaHILYIOIIEH,
a JUIsl CIIylIarolen myOInKu, a Takxe Tpe-
0OBaJIM BUPTYO3HOTO HCIOJIHHUTEIHCKOTO
mactepctBa. Cpeau mnoka3aTelabHBIX pa-
00T Yumnera — JpKa3uHr-pepcuu | vactu
«IlareTnueckoi» coHarsl beTxoBeHa, co-
3manHou s opkectpa [[x. Jlancdopna,
u Ilpemtonuu cis moll Paxmanunona. Pa-
060Tbl Yuiuiera ObLIM OPUEHTHUPOBAHBI HA
npoeCCUOHANIBHYIO IUIAHKY HCIOJIHU-
TEJIbCTBA: CIPABUTHCS C UX TEXHHUUYCCKUMHM
CJIOHOCTSIMH OBLJIO HEBO3MOXHO 0€3 MHO-
rO4acOBBIX PENETULUNH M MY3bIKAHTCKOU
MIOJTOTOBKH akajeMuueckoro tuma. [Toka-
3aTeNIbHO, YTO MY3BIKAHT, MO3UIUOHUPYS
COOCTBEHHBIN TBOpPYECKHI cTaryc, nu30e-
raj y3Koro HaMMEHOBAHWS jazz arranger,
NpEeANnoYUTas MOAMUCHIBATH CBOU PAOOTHI
0osee 0OOBEMHBIM «TUTYIOM» arranger of
music?’.

[Ipentonguu PaxmanunoBa g moll u cis
moll B ucrionuenuu 0312 XMJITOHA MOKHO
XapakTepu3oBaTh kKak sound transcription,

MOCKOJIbKY B KayeCTBE IVIaBHOTO MpuUéma
TpaHC(OpMalUl OpPUTHMHAJIa HCIOJb3YeT-
csl TeMOp M CBSI3aHHBIE C HUM MapaMeTphl
(apTUKynSUMS, 3BYKOU3BJIEUECHHE M [Ip.).
CrpykTypa npenronuidl coxpaHseTcs IOoJ-
HOCTBIO — HM OJHA HOTAa OpPWUIMHAJIa HE
oka3biBaeTcst yrepsiHHou. [1ogoOHbIi moj-
XOJl BIIOCJIEJICTBUM MOXKHO OOHApy>KUTh
B TBOopuectBe SWINGLE SINGERS un
K. Jlycee, Ix. JIptouca u B. I'poxoBcko-
ro. IHTepecHslil IpUMeEp C TOYKHU 3PEHUS
BbIOOpa MaTepuana JUIsl JKa3uHra Ipej-
cTaBisieT 00paboTka XunaToHOM (par-
MeHTa onepsl «Maspa» M. CrpaBuHCKOTO,
npo3Byuasmias B 1931 rony B Paris Opera.
Ucnonnenue He umeno ycnexa. @panirys-
ckuil kputuk Ilbep Jlepya (Pierre Leroi)
Tak 000CHOBaJI MPUYMHY IpoBaya: «Cme-
HIEHUE XKAaHPOB BCETa MPUBOJIUT K IIOXO-
My pe3yibTaTy»>t,

HyXHO 1M roBOpUTh, YTO 3TOT TE3UC
JABHO TOTEPSUT aKTyaJbHOCTh U OBLI OIpO-
BEPrHYyT MHOTIOOOpPa3HBIMU IPOSBICHUIMU
CMELICHU pa3IMuyHOrO0 pojia B KYJbType
MOCJIEYIOMIETO0 BpeMEHHU. J[Ka3uHr-mpak-
THKAa DIIOXU CBMHIA, IEMOHCTPUPYs pa3HO-
POAHOCTH MOPOXKAEHHBIX €10 00pas3IloB, 3a-
AT cBOI 0COOBII BEKTOP B MY3bIKaJIbHOM
UCKYCCTBE mocieanero cronerus. 1, noxa-
JIy#, pacCTaBIATh BCE TOUKU HAJ I, )KECTKO
3aHMMAasl OIHY W3 MO3ULUI pro UM contra
B OTHOLICHWH JDKA3UHIa, €IIE PaHo.

O [pumeyaHua ©

1

Hponcxomneﬁne TEPMHUHA «HKA3UHI» BOCXOAHUT K AaHITIOA3BIYHOMY BBIPAXKCHHIO

jazzing the classics, 3aUKCUPOBAHHOMY Ha CTPAHHUIIAX aMEPUKAHCKOU mpecchl 20-X TOI0B
XX Beka. Pycckosi3pluHBIM aHANOT — «KA33UHT» — BO3HHMKAET JIMIIL OoJiee 4eM MOJIBeKa
cnyctss B KomMeHTapusx B. O3zepoBa k nepeBopHoMy u3faHuio KHUTH Y. CapmkeHrta «J[xaz»
(Capmxent V. [Ixa3: 'ene3nc. My3bIkanbHbIH A3bIK. DcTeTHKA. M.: My3bika, 1987. C. 234). [IBoitHoe
«3» B ero opdorpadun ompaBaaHO TOUYHON TpaHCIWUTEpaIUed CiioBa-MepBOUCTOYHMKA. OIHAKO
B PYCCKOSI3bIYHOM HANMCAHUU CIIOBA «J[Ka3» JABOWHAs COIVIACHAs OTCYTCTBYET, B COOTBETCTBUU
¢ ueM Haubosee aJeKBaTHBIM IPECTABIAECTCA HATMCAHUE «PKa3HHIY.
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2 XpOHOJIOTHYECKHE PaMKH 3Pbl CBUHTA YCIIOBHO MOXKHO OIpaHMYHThH cepenuHoit 1920-x —
cepenunori 1940-x rogos. B wactHocTH, B uccnenoBanuu JI. Kanu (Cugny L. Analysis of Jazz:
A Comprehensive Approach. University Press of Mississippi, 2019) mepmon 1924-1930
onpenensieTcs Kak pre-swing, nepuon 1930-1945 — kak swing.

> Paxoun B. A. Tpanchopmamusi opkectpoBku B Pamcogum Ha Temy [laranmaum Cepres
PaxmanuHOBa 1 ka30Bbie uAOMBI // [Tpobiembr My3bikanpHO#M Hayku / Music Scholarship. 2020.
No. 3. C. 219-230. DOI: 10.33779/2587-6341.2020.3.219-230

4 Babich T. Classical Crossover Style in the Integration Space of Contemporary Art // European
Science Review. 2019. No. 1-2, pp. 36-39.

> Bopomaesa E. [I)xa33inr sk hopma B3a€EMOJIiT akaJIeMiYHOTO Ta «TPETHOT0» TUIACTIB Yy JKas3i:
TIUC. ... KaHJ. MECTEIITBO3HABCTBA. Xapkis, 2009.

¢ E. BopomaeBoi MPHHAIICKUT TAKXKE sl cTarei, Marepualibl KOTOPHIX MO3/IHEE BOIILIA
B TeKCT auccepranuu. [1o 3Toil nmpuunHe qaHHbBIEe MyONIUKAIIMHA aBTOPAa HAMH HE YITOMHUHAIOTCH.

7 Yysunkuna B. C. Jazzing the classics: Buepa, ceromns, B Oyaymiem // [Ipobaembl cuHTe3a
B COBPEMEHHOH MY3BIKaJIbHON KYNBType: cO. TPYyAOB MEXIyHApOIHOW HAydYHOW KOH(EpEeHIH
11-15 anpenst 2019. T. 111/ mom o611. pex. A. B. Kpsinosoii. Poctos #//]: P K M. C. B. PaxmanuHoOBa,
2019. C. 406-412.

8 OropomoBa A. J[»a33uHr: 3a 1 NpoTUB // B MUpe HayKu U UCKYCCTBA: BOIPOCHI (DHITONIOTHH,
HCKYCCTBOBEJICHUS U KYJIBTYpPOJIOTHH: ¢0. CT. mo marepuanam X VII MexayHap. Hayd.-pakT. KOH.
Hoocubupck: CubAK, 2012. C. 70-74.

9 Capmxent VY. JIxka3s: ['enesnc. My3bIkaibHbIH 361K, DcTeTnKa. M.: My3bika, 1987.

10 Cremtok b. ®oprenunannsiii ka3 Yuk Kopua: CTHIMCTHYECKIE CHHTE3bI M «KKOHTIIOMEPATBI» //
[Tpob6aeMbl B3aMMOIEHCTBHSI HCKYCCTBA, MTEAarOT KK, TEOPUH U MPAKTHKH 00pa30BaHHs. XapbKOB:
XapbKOBCKHMM HallMOHaJIbHBIA yYHHUBepcUTeT UcKyccTB umenu U. I1. Komspesckoro, 2017. T. 46.
C.202-219.

" Tlonmumyk A. Jlxa3oBast unTeprnperanus My3siku [1. Y. YallkoBCKOTO B O3HEM TBOPUECTBE
. Dnnmmartona // Kymeryprast )ku3sb FOra Poccun. 2015. Ne 4 (59). C. 90-95.

2 Tyokuna H. EBpormeiickas My3blkaibHas KJIacCMKa B BOKAJIBHOM TBOpYecTBe DpirHKa
CuHatpsl (K BOIIPOCY O THITOJIOTHH aparKupoBoK) // [Tpobiembr my3bikansHON Hayku. 2010. No 2
(7). C. 41.

13 TIpecusxosa W., Bommio E. XKak Jlycee: crenuduka meTona TpaHchopMaIiy B JHKa3UHT -
tpanckpunuusix counnenuit . C. baxa // Yuénsie 3anmuckn PAM nmenu ['Hecunbix. 2020. Ne 4.
C. 65-73.

4 Wriggle J. Blue Rhythm Fantasy: Big Band Jazz Arranging in the Swing Era. University of
Illinois Press, 2016; Wriggle J. Jazzing the Classics: Race, Modernism, and the Career of Arranger
Chappie Willet // Journal of the Society for American Music. 2012. Vol. 6, Issue 2, pp. 175-209.
DOI: 10.1017/S175219631200003X

15 Mawer D. Jazzing a Classic: Hylton and Stravinsky’s Mavra at the Paris Opéra // Twentieth-
Century Music. No. 6/2. Cambridge University Press, 2011, pp. 155-182.

DOI: 10.1017/S1478572210000150

HecMotps Ha mosiBneHue ciosa Jazzing Ha obnoxke MmoHorpaduu T. Ipuananma (Greenland
Th. Jazzing: New York City’s Unseen Scene. University of Illinois Press, 2016), 3To u3nanue He
MMeeT OTHOIICHHUS K jazzing the classics. ABTOp HCTIONIB3YeT TaHHOE BBIPAKEHHUE B IIUPOKOM CMBICIIE
U1 0003HAYCHHUS «OIKA3MPOBAHHOCTH» COBPEMEHHON My3bIKANBHON KymbTypsl Hbio-Hopka.
Cwm. Takxe: Mawer D. French Music and Jazz in Conversation. Cambridge: Cambridge University
Press, 2014. 304 p.
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16 Feather L. Swinging the Classics // The New York Times. 1941. May 18. P. 5. 3necb u nanee
TIEPEBOJI BHITIOIHEH aBTOPOM CTaThH.

7 Iut. mo: Wriggle J. Blue Rhythm Fantasy: Big Band Jazz Arranging in the Swing Era.
University of Illinois Press, 2016. 320 p.

'8 Bopomun b. Uctopus Gpoprenuannoit tpanckpunuuu. M.: Jleka-BC, 2011. C. 53.

1 Tam xe. C. 52.

20 TMut. mo: Wurtzler S. Electric Sounds: Technological Change and the Rise of Corporate Mass
Media. New York: Columbia University Press, 2007. P. 200.

21 M. L. Jazzing the Classics // The New York Times. 1934. February 2. P. 16.

22 Swinging’ Bach’s Music on Radio Protested; FCC Is Urged to Bar ‘Jazzing’ of Classics //
The New York Times. 1938. October 27. P. 1.

2 Feather L. Op. cit. P. 5.

24 Pimsleur S. Jazzing the Classics // The New York Times. 1932. November 6. P. 8.

2 Composers protest jazzing the classics // The New York Times. 1922. November 25. P. 20.

26 British Music Critic Excoriates Jazz // The New York Times. 1926. September 12. P. 1.

27 Capmxkenrt Y. Ykas. cou. C. 33.

2 Ilut. mo: Wurtzler S. Op. cit. P. 200.

» 1o muenuto B. EpoxuHa, «mmpecTaBlieHHe O pKa3e KaKk O COCTABHOM YacTH MOMYJISPHOU
MY3BIKH TOCTIOACTBOBAJIO. .. B 30-x rofax. [1oj00HBII TOIX0/T TAUT B ceO€ OITACHOCTH HEIOCTATOYHO
YETKOTO Pa3rpaHUICHUS COOCTBEHHO JKa3a M KOMMEPUECKO JIETKOKAHPOBOM ACTPaIbI, TPOTYKITUS
KOTOPOW... OblJIa HE YeM MHBIM, Kak nceBaomkazom» (Capmkent Y. Ykas. cou. C. 8).

3 H. Cnionumckuii B cratrbe Our Jazzing, Their Jazzing, Reason Why, onyOIuKOBaHHON
B Boston Evening Transcript 20 anpenst 1929 roma, roBops o my3bike [leOroccu, 3amedaet:
«...pUTMBI p3ra ObUTH HACTONBKO paspyumTesbHbl it Doctor Gradus ad Parnassum, HackoJbko
necHs “Always Chasing Rainbows” usypomoBana ®anrtazuro-skcupomt lllomenay. Cwm.:
Slonimsky N. Our Jazzing, Their Jazzing, Reason Why. Writings On Music. Early Articles for the
Boston Evening Transcript. New York, London: Routledge, 2004. P. 52.

3! TlongpoOuee cm.: Mawer D. French Music and Jazz in Conversation. Cambridge: Cambridge
University Press, 2014. P. 177.

32 Bergman L. ‘Swinging’ The Classics // The New York Times. 1940. January 14. P. 9.

33 Iykep A. Bapounas Monelib B COBPEMEHHOM MAaccoBOM My3bike // ENMUHBIA MUP My3bIKH:
N36pannsie crarbu. Poctos w//1.: 3n-Bo PocToBckoii roc. koncepBaropuu, 2003. C. 360-372.

3* Benbde M. JIxa3 u bax — [lrok Morauu? Kayut Cebacthsin? // Jazz-kBajapar: 3JeKTPOH.
*KypH. 2000. Ne 9. URL: https://jazzquad.ru/index.pl?act=PRODUCT &i1d=458 (nara oOparieHus:
02.11.2022).

3% [laperpaackas T. Bax u maccoBas My3bIKajbHasi KyJIbTypa BTOpOW MOJOBUHBI XX Beka
// N. C. Bax, I. ®@. I'eanens, A. u 1. Cxkapnartu: npoOIeMbl U3y4eHUs] TBOPUYCCKOTO HACIICIHS:
0. crareii mo marepuanam koHpepeHuuu. M.: PAM umenu ['mecunsix, 2011. C. 244-250.

3¢ Capmxent VY. Ykas. cou. C. 12.

37 Wriggle J. Blue Rhythm Fantasy: Big Band Jazz Arranging in the Swing Era. University
of Illinois Press, 2016.

3% Mawer D. Jazzing a Classic... Op. cit. P. 155.
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Abstract. The article is focused on certain critical questions of the position of early Italian opera
in contemporary culture. For a long time both performers and scholars considered it as an outdated
genre meriting only historical interest. This state of affairs began to change in the 1970s, when a
series of facsimiles prepared by Garland Publishing revealed a certain number of published opera
scores and librettos. Over the past 50 years, three trends have emerged in the scholarly approach
to early Italian operas. The first is that of deconstruction of the prevailing and largely erroneous
stereotypes. The second is that of reconstruction, filling in the gaps of knowledge (compilation
of encyclopedias, catalogues, works on the history of opera, and monographs about composers).
The third is that of interpretation of the 17th- and 18th-century European musical and theatrical
heritage in the context of culture and style.

In this regard, a special position is held by the issue of performance interpretation. The
postmodern era has transformed the early opera from an antique rarity into a topical musical
and theatrical phenomenon. The dimension has opened up for directorial experiments aimed at
projecting this genre onto the topical problems of today, bringing it closer to the perception of the
mass of listeners — each and every one. The plotlines based on ancient myths and historical legends,
conventional comedic and farcical situations referring to the earliest literary specimens are easily
adapted to the realities of the modern theater: one convention becomes replaced by another, the
wigs and camisoles of the 18th-century singers are replaced by army camouflage. Most of these
productions provide interpretations not so much of the early opera as such, but particularly of us,
bringing our own existential fears and ambitions onto the stage, playing on our political sympathies
and antipathies. But there also exists an opposite side. It finds expression in the manner of singing
and instrumental playing which comes close to the norms of three and four centuries ago, i.e.,
historical performing practice, which in our conditions is perceived by everyone as exquisite,

5
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designed for the refined taste of the elite, and in this sense of the “aristocratic” listener, rather than
the general masses. Thus, in many cases there arises a combination, which is paradoxical in its
essence — an unreasonable duality. Interpretation of the essence of early Italian opera is becoming
acutely relevant as the path for this art to regain its previously lost artistic integrity.
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Annomayusn. B cTaTtbe pacCMOTPEHBI HEKOTOPBIE OCTPBIE TPOOIEMBI CYIIIECTBOBAaHHS CTAPUHHOM
UTAIIbIHCKON OIEPBI B COBPEMEHHOMU KyNbType. [losroe BpemMs oHa BOCIIPUHUMAJACh U YYEHBIMH,
Y UCIIOJHUTENISIMU KaK YaHpP, BbI3bIBAIOLIUN TOJILKO UCTOpUUECKU HHTepec. [lonoxenue Hayano
MeHATbea B 1970-e rofsl, Koraa cepust (pakcuMuiie, OATOTOBIEHHBIX K MEYaTH B U3JaTelbCTBE
«["apnanny», oTKpbUIa ps] MyOIMKALMK ONEPHBIX NapTUTYp U JuOpeTTo. 3a npouenmue 50 net
B HAyYHOM OCBOEHUH CTAPUHHBIX UTAJIBSHCKUX onep o003HAYMIMCh TpH TeHaeHuuu. [lepsas —
O0eKOHCMPYKYuUs CIOKUBIINXCSI 1 BO MHOT'OM OLIMOOYHBIX CTEPEOTHUIIOB, BTOPAsi — PEKOHCMPYKYU,
3aIl0JIHEHUE JIAKyH B 3HAHUM (CO37aHME SHIUKIIONEINH, KaTaJloroB, TPYAOB 0 UCTOPUH OINEpHI,
MOHOTpaduii 0 KOMIO3UTOPAX), TPEThs — UHMepnpemayus My3blKaabHO-T€aTPaIbHOTO HACTIEIUS
XVII-XVIII BeKOB B CTUJIEBOM U COLIMAIBHO-KYJIBTYPHOM KOHTEKCTAX.

Ocoboe MecTo 3aHMMaeT B JaHHOW CBS3UM MpoOJeMa HCHOJIHUTENbCKOW HHTEepHpeTaliH.
Ornoxa MOCTMOJEpHA MpeBpaTuia CTAPUHHYIO ONEPY U3 aHTUKBAPHOIO papUTETa B aKTyalIbHOE
My3bIKaJIbHO-T€aTpaJIbHOE siBJIEHHE. OJHOBPEMEHHO OTKPBLICS MPOCTOpP I PEXRHUCCEPCKUX
9KCIIEPUMEHTOB, IPU3BAHHBIX CIIPOELUPOBATH ATOT KAHP HA AKTYaJIbHbIE CETOIHSAIIHUE TPOOIEMBI,
NpUOTU3UB K BOCHPUATHIO MAacChl ciyliareneil — Bcex U kaxaoro. CroxeTsl MU(OIOrHyeckie u
JIETEeHJTAPHO-UCTOPUYECKUE, YCIOBHBIE KOMEIUHHO-(papcoBble, OTCHUIAIONIME K JApeBHEHIINM
o0pasiamM, JIETKO aJanTUPYIOTCA K PeajiusiM COBPEMEHHOIO TeaTrpa: OJHY YCIOBHOCTh CMEHMIIA
Ipyrasi, mapuku 1 kam3oisl Ha neBuax X VIII Beka — apmeiickuii kamyuisik. BonbIIMHCTBO TakuX
[IOCTaHOBOK MHTEPIIPETUPYET HE CTOIBKO CTAPYIO OIIEPY KAK TAKOBYO, CKOJIBKO HAC CAMUX, BBIBOIUT
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Ha CIICHY HaIlll COOCTBEHHBIC SK3MCTEHIIMAIBHBIC CTPAXH M aMOWIINHU, UTPACT HA TIOJIUTHICCKUX
cumMnaruax U antunatusx. CymecTByeT U MPOTUBOMOIOKHBIN mooc. OH 0003HaYeH MaHEepoi
NEHUS] U UHCTPYMEHTAJIBHOM UIPbl, TPUONMKEHHOW K HOpMaM TPEX-4EThIPEXBEKOBOM 1aBHOCTH,
TO €CTh UCTOPHYECKOW MCIOTHUTEILCKOW MPAKTHKOU (historic performance practice), KoTopas
B HalllUX YCJOBUSAX BOCIPHUHMMAETCS KaK M3bICKaHHAs, pacCUMTaHHAs Ha YTOHUYEHHBIM BKyC HE
MacCcOBOTI'0, HO 3JIUTAPHOTO U B ’TOM CMBICJIE «apUCTOKPATUYHOIO» ciayiaress. Bo MHOTHX ciryydasx
BO3HUKAET NapaJOKCAIbHOE 10 CBOEH CYTH COYETaHME, MaJI0 YEM OIpaB/aHHas JBOWCTBEHHOCTb.
HHuteprperanus XyI0)K€CTBEHHOM CyTHM CTapMHHOM MTAJIBSHCKOW ONEpbl CTAaHOBHUTCS OCTPO
aKTyaJIbHOM KaK IyTh K OOPETEHHIO 3TUM MCKYCCTBOM YTPAu€HHOMN Xy/I0)KECTBEHHOM 1IETbHOCTH.

Knroueeswvie cnoesa: nranvsnckas onepa X VII-XVIII BekoB, My3bIKaabHbIN TEATP, 3TAIBI U3y4CHHUS
CTapUHHOH ONEpBI, peXKUCCEPCKaAsi HHTEPIIPETALUs paHHEN Ollepbl HA COBPEMEHHOM ClIeHE

Jna yumuposanus: Jyukep II. B., Cycunko U. Il. CrapunHas uTandbsHCKas omepa
B 1abupunTax [loctmonepna // [Ipobnemsr my3bikanbHoM Hayku / Music Scholarship. 2022. Ne 4.
C. 87-95. (Ha anrn. 513.) DOI: 10.56620/2782-3598.2022.4.087-095

bnazooaprnocmu: ViccnenoBanue BBINONHEHO Npu (MHAHCOBOM moanepkke Poccuiickoro
rocynapctBeHHoro HayyHoro ¢onaa (PIH®) u Poccuiickoro ¢donnma ¢yHIaMeHTaIbHBIX
uccienopanuii (PO®U) B pamkax Hayunbix npoektoB Ne 00-04-00145a «UranbsHckas omepa
XVIII Beka» (PTH®) u Ne 14-04-00206 «My3bikansHas Kyiasrypa Utanuu XVII Beka» (POOU).

throughout almost the entire 20th made it seem impossible to sing 18th

century was previously not presented  century bel canto arias at all.
in Russian musicology as a topic of scholarly There was also another, even more
research. With a few rare exceptions, it was  important reason: the significance of the
covered only in music textbooks on merely  early, primarily serious opera in the mass
a few pages. And even then, it consisted perception of performers, musicologists, and
for the most part of the usual clichés about music lovers was of purely historical nature,
“concerts in costumes” in opera seria and it was completely relegated to the past. We
the willfulness of the singers, sometimes are not referring to the stylistic shifts on the
containing annoying factual mistakes. boundaries of the respective stylistic eras,
Until the 1970s, scholars from outside whichresultedinthelossoftherelevanceofthe
of Russia, even when they did resort to artistic and aesthetic ideals of the musicians’
writing about the 300-to-400-year-old art predecessors. Another fact is striking: the
of the opera, did that rarely, turning their  two-centuries-old genre tradition, which had
attention almost exclusively to individual occupied the leading, “avant-garde” position
composers: Alessandro Scarlatti,’ Niccolo in European art, lost all of its artistic value
Jommelli,> Giovanni Paisiello,’ Giovanni even in the eyes of connoisseurs in the
Battista Pergolesi,' Domenico Cimarosa,” 19th century. Until the last third of the 20th
Alessandro Stradella.® Performances and century, early Italian opera never acquired its
recordings of early operas were just as rare ~ Mendelssohn, who would breathe new life
— in fact, presenting a sporadic occurrence. into the old musical scores.
The reasons are well-known today: a lack of It is difficult to find any analogy to this
publications, difficult access to manuscripts, extremely rare artistic situation in the other

The history of early Italian opera as well as the lost vocal techniques which
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eras or in the other arts. To sense the situation
even sharper, one canrecall, for example, the
construction of the lantern over the middle
cross of the Milan Cathedral in 1488—-1490.
Two geniuses of the Renaissance era,
Leonardo da Vinci and Donato Bramante,
were responsible for its design; however,
in order to preserve the uniform stylistic
appearance of the cathedral, it was decided
not to interfere with the Gothic proportions,
which were alien to the Renaissance. This
decision testifies of the aesthetic “tolerance”
and flexibility of the artistic tastes, which
our predecessors showed even in such
turning periods.

As it seems to us, the oblivion that
befell early Italian opera is associated
with a system of historical and theoretical
apprehensions ingrained in people’s minds
in the 19th and 20th centuries. According
to these apprehensions, the art of music
develops in stages, and each subsequent
stage raises it to new heights, absorbing
all the best from the previous stages and
inevitably discarding what are considered to
be the “vestiges”. The first part of this thesis
is indisputable; in contrast to it, it is difficult
to agree with the second one.

The theory of progress in art, criticized
by modern scholars continuously, held
out in music longer than anywhere else.
This can be explained by the fact that the
other arts survived the stages recognized
as classical at much earlier time. It is very
difficult to talk about any progress, for
example, in sculpture, having before one’s
eyes the heritage of the ancient Greeks or
Michelangelo, or in drama, knowing about
the ancient tragedians, Shakespeare, as
well as the Spanish and French drama of
the Golden Age. The classical stage in the
evolution of music came much later, only
after the middle of the 18th century. That
is exactly why, in the apprehension of
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music, the ideas about the steady progress
of society, its structure, its understanding of
the surrounding world, which originated in
the minds of the 18th century proponents
of the Enlightenment and subsequently
flourished in positivism and in the 19th
century evolutionist theories, turned out
to be so attractive for music theorists and
practitioners.

As an ample example, let us present a
quotation from Nikolai Rimsky-Korsakov’s
diary. This is what he wrote in March 1904
about the performance of Bach’s St John
Passion in the St. Petersburg Lutheran
Church:

“Beautiful music, but this music is of

a completely different age, and it is

impossible to listen to a whole oratorio

at the present time... I am convinced that
not only me, but everyone was bored,
and if they say that they have endured
pleasure, then they lie repeatedly. These
recitatives, similar to each other, these
chorales, ariasaccompaniedbytwooboes
or two flutes, these unfeasible choruses,
this incessant organ, this continuous and
perfect counterpoint, alternating with a
very imperfect harmony — all of this is
truly unbearable... The period of our
present music: free music, music with
playing and changing moods, music with
the use of all various technical means,
music which pours into different and
interesting forms, expressive music — it
began with Haydn and Mozart. Bach,

Handel, Palestrina, Lasso, etc. are

representatives of a perception of sound

already alien to us”.’

This statement by Rimsky-Korsakov
clearly outlines the modernist view of the
history of music. Along with Bach, Lasso,
Palestrina, he also mentioned Handel,
who had left a deep mark in the operatic
tradition (yet, Korsakov hardly realized this).
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However, he did not even mention any of the
luminaries of the early opera—neither Claudio
Monteverdi, Francesco Cavalli, Alessandro
Scarlatti, Giovanni Battista Pergolesi (they
are textbooks names now), nor the masters
who are less famous today, but who were
luminaries in those days, such as Leonardo
Vinci, Nicola Porpora, Leonardo Leo,
Johann Adolph Hasse, Niccoldo Jommelli,
nor even those who worked in Russia at
the imperial court in the second half of the
18th century — Tommaso Traetta, Baldassare
Galuppi, Giovanni Paisiello, Domenico
Cimarosa, or Giuseppe Sarti. It is absolutely
clear that Rimsky-Korsakov did not know
and could not know their music, because in
the minds of musicians of that time, it had
passed away irrevocably.

Changes came only in the 1970s and
1980s. It was at that time that we began
to study Italian opera, having received
the support of the Russian Foundation for
Humanities, the Russian Foundation for
Basic Research, the German and Austrian
Academic Exchange Services, and the
University of Naples.®

It may be no accident that the turning
point in relation to early opera concurred
with the beginning of the postmodern
era. Two years ago, the Russian Gnesins'
Academy of Music hosted a conference,
where one of the authors of the article
presented a report that summarized the path
taken by musicology over the past half a
century in its relation to early opera, and
highlighted the three quintessential stages.’

The first stage is the deconstruction of
stereotypes, which have become consolidated
in the assessments of early opera and are
In many respects erroneous. It was greatly
aided by the publication of musical scores
and librettos, which revealed an entirely
new figurative and sound world. That world
appeared to be much brighter, more diverse
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and sophisticated than it seemed to musicians
brought up on the ideals of the Wagnerian-
style psychological musical drama. A string
of publications was opened by the famous
series of facsimiles prepared by the US
publishing house Garland."’ The first ones to
settle down in the new world were not opera
producers or performers, but scholars. They
created opera encyclopedias and catalogues:
the four-volume Grove Dictionary of
Opera, the most comprehensive and
valuable commodity at the moment," the
encyclopedia of musical and theatrical works
by the German publishing house Piper,'
the catalogue of printed librettos of Italian
operas created before 1800'* — without which
it is hardly possible to imagine any process
of studying or production of operas today.
The second stage, designated as
reconstruction, involved filling in the blank
spots in our knowledge of early Italian
opera.'"* This work continues today in the
genres of Histories of Opera, monographs
about opera composers, opera guides, as
well as studies of staging and performing
practice.’> For example, of the utmost
interest are collections of articles devoted to
single operas, which pose various questions
that make it possible for us to see long-
known works in a new light. Among the
latest editions of this kind, it is worth noting
Mozart's La clemenza di Tito. A Reappraisal
(2018), where, in particular, the documents
and materials related to the history of this
operatic composition are examined, and
an article written by John Rice highlights
the context in which it was created — the
musical and theatrical culture at the court
of Emperor Leopold IL.'* Equally important
for the reconstruction of early opera is the
knowledge of how the theatrical business
was arranged: what were the premises,
the theatrical buildings intended for the
performance of operas in the 17th and
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18th centuries, [1] how opera troupes were
formed, and what were the singers in their
professional and ordinary lives. [2]

Finally, the stage that we are going
through today is directly related to the
challenges of interpretation — in terms of
both scholarship and performance. This
must include mastering a large array of
information accumulated on the history of
genres, and analytical work with objects of
the musical heritage, theoretical research,
and an adequate understanding of historical
terminology. For example, the role of the
[talian aria in the emergence of sonata form
presents one of the issues that allows us to
take a fresh look at both the compositional
processes in opera and the logic of the
development of musical shaping in the
music of the Classical Era. [3]

However, the main objective to which the
modern cultural situation instigates us is the
interpretation of the artistic essence of early
opera, the understanding of the reasons why
it became so relevant in the Postmodern Era
and what meanings it acquires today, when
the ideas of Metamodernism have asserted
themselves. We would like to point out
several ways of such interpretation.

The first way is to abandon the
Progressivist attitude in the assessment of
early opera and at the same time to develop
the ability to perceive within it the impulses
for the evolvement of the art of opera. There
is a profound reason for such a vivid rise
witnessed nowadays. First of all, it is in the
destruction of the modernist evolutionary
scheme, which has long been thought of
as uncontested and indisputable in the
perception of the art of opera. Somehow, it
turned out that the ideal operatic form, which
Wagner and Verdi, Puccini and Prokofiev
dreamed about in different ways, does not
have the parameters and the criteria that
could be universal for all times.
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The  famous video  productions
of Monteverdi’s operas by Nikolaus
Harnoncourt have sold almost millions of
copies, demonstrating the impressive impact
of the dramatic opera concept, perfectly
realized long before Dargomyzhsky,
Mussorgsky and Wagner created their
works. A detailed analysis of one of these
productions is given in Gregory Camp’s
article Staging Liquid Modern Communities
in Monteverdi's Orfeo. [4] Operas by Handel
and Vivaldi have become popular classics
and easily compete with such recognized
repertoire leaders as Mozart, Verdi and
Puccini. Vivaldi, who until recently was
considered a master of solely instrumental
music, now has 30 recorded surviving operas
(out of the 46 mentioned), many of them
available in more than one performance.
There are more and more commercial
recordings and festival productions of operas
by Vinci, Hasse, Jommelli, Traetta, and
opera seria by Pergolesi appearing. Perhaps,
the only unlucky composer (in this sense)
at present is Nicola Porpora — although,
apparently, it is still difficult to find vocalists
capable of singing in a tolerable manner
the arias he wrote for his famous students,
Farinelli and Caffarelli. Most of the modern
public has ceased to perceive the norms
developed by romantic and late romantic
music in the same way as Rimsky-Korsakov
did, that is, as a result of “the progress of
expressive means.” Exquisite orchestration,
rich and colorful harmonic texture, vocal
techniques “tooled” for large halls, musical
forms subordinated to intense dramatic
action — none of these aspects are present
in early opera. However, there existed other
keys to comprehending its merits, which are
perceived today as indisputable.

The second way is to understand the
status and role of early opera, primarily,
from Italy, in modern culture. For centuries,
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opera has retained its significance as a
kind of indicator of social stratification.
Opera is one of the few musical genres
that have been developing continuously
over four centuries, notwithstanding the
numerous sharp historical turns, such as the
French Revolution of 1789, the Bolshevik
Revolution of 1917 in Russia, the various
wars in Europe, particularly the two World
Wars. On the other hand, each such historical
turn led to a fundamental change in the
musical repertoire. The unenviable fate of
18th century Italian opera during the years
of its oblivion provides ample evidence of
this. However, this fate primarily affected
the serious genre; comic opera has remained
on the stage, albeit in rare occurrences.
For instance, of Rossini’s vast legacy, 1/
Barbiere di Siviglia, La Cenerentola and
only one grand opera Guillaume Tell, his last
oeuvre, written for its production Paris, has
gained a pass to the future. The tastes of the
new century easily accepted the “bourgeois
realism” of comic opera, while opera seria
unmistakably captured the conventional
world of aristocratic culture, which seemed
to be completely eradicated. Therefore, in
relation to the genre of serious opera, artistic
and aesthetic modernism was supplemented
by socio-historical “modernism,” which
rejected the class hierarchy.

This system of thoughts, tastes, and
moods prevailed for quite a long time, no less
than for an entire century. Even when there
were sprouts of interest in “pre-classical”
music, and in the early 20th century the
public keenly attended Wanda Landowska’s
harpsichord recitals, early opera remained
outside everyone’s attention, except for a
very narrow group of scholars.

So what happened in the last third of the
twentieth century? The Postmodern Era, on
the one hand, offered culture the relativistic
idea of consumer whateverism. It created
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conditions for the revival of early opera,
disclosing the space for experimentation:
directors project this genre onto the
pressing issues and play with the most acute
topics of the current agenda, bringing the
masses of listeners — each and every one
of them — closer to the perception. Indeed,
mythological and legendary-historical
plots, as well as conventional comedy-farce
storylines, referring to the earliest historical
patterns, are easily adapted to the realities
of modern theater: conventions are replaced
one by another, the wigs and camisoles of
the 18th century — by army camouflage. It is
quite clear that such renditions interpret not
so much the old opera as ourselves, bringing
our own existential fears and ambitions
onto the stage, and playing on our political
sympathies and antipathies.

There also exists an opposite pole.
It is indicated by singing and playing
on instruments in a manner close to the
norms of three or four centuries ago, that
is, by the historic performance practice;
in our conditions, such a manner is still
perceived as strangely refined, designed for
the exquisite taste of not mass audience,
but elitist and, in this sense, “aristocratic”
listeners. In many cases, an inherently
paradoxical combination arises: the
performance involves virtuoso vocalists,
the fidelity to every note of the musical
score, the replication of the early orchestral
instruments, and at the same time — an
extremism in the staging and performance,
which, however, is increasingly slipping
into stereotypes. Here is just one example:
the staging of Handel’s Giulio Cesare at the
2012 Salzburg Festival. On the one hand,
there is the aesthetic sound of the I/ Giardino
Armonico ensemble, the flawless singing
of Cecilia Bartoli and the countertenors
Andreas Scholl, Philippe Jaroussky and
Jochen Kowalski; on the other — the stage
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presents a shopworn military entourage,
conflicts in the Arab Middle East, Cleopatra
riding on a cruise missile, Caesar wearing
3D glasses, Ptolemy with a porn magazine
in his hands and, finally, a tank barrel
directed into the hall. The duality, which is
sharply visible in opera seria, is also present
in comic genres, albeit less distinctly. The

path of early opera through the labyrinth of
postmodernity has brought it to the stage, to
the pages of monographs and dissertations.
This fact can only be welcomed. Now
we must just wait and see whether it will
overcome the lures of mass art and regain its
artistic integrity. And what will be sacrificed
for this?
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Annomayusn. B vHTEPBBIO IETEpOYPrCKUii KOMIO3UTOP Asiekcanap XapbKOBCKUH, CIICITUATTUCT
II0 NIEKTPOHHOM MY3BIKE M OpPraHM3aTop KOHIIEPTOB IEKTPOHHBIX COYMHEHHH, pacCKa3bIBacT
0 COOCTBEHHOM MY3bIKaJIbHOM TBOPYECTBE, a TAKXKE€ MPEACTABISAET HCTOPUIO CTAHOBIICHUS U
pa3BuTUA 3MEKTpOHHON My3biku B [lerepOypre HaumHas ¢ 1970-x romoB. OH XapakTepusyer
MY3bIKaJIbHbIE IPOU3BEACHUS U TBOPYECKUM ITyTh OCHOBHBIX MATPOB NeTepOyprcKoil A1eKTPOHHON
My3bikn, Takux kak Cepreit benuMoB u Amnartonuit KoponéB, odepumBaeT My3bIKATBHYIO
nesitenibHOCTh Codbu JIleBkoBckol, Cetinanbl JlaBpoBoit u apyrux. Kpome Toro, BbICKa3bIBaeTCs
0 CBOEM YYacTHM B Pa3IMYHBIX MEPOIPUATHIX, MOCBALIEHHBIX COBPEMEHHOM MY3BIKE, B TOM
YHClie U AIEKTPOHHOMU, TakuX Kak pectuBasib «OT aBaHTrap/a J0 HAIIKUX JIHEN», padoTa HHCTUTYTA
«ITPO APTE» u ancamb6imst eNsemble, neKIIui MOCKOBCKOTO CIIELIUAJIMCTA IO AIEKTPOHHON MYy3bIKE
Annpes CmupHoBa. Be€ 310 npeacTapiseT 0UBIEHHYIO KaHBY B 00JJaCTH COBPEMEHHON MY3bIKU
[TerepOypra konua XX u Hagasna XXI Bekos.
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Alexander, it would be interesting for composer and studied for a year with Boris
our readers to learn about your musical Alexandrovich Arapov, then switched
activities and about how you started to musicology as my major field and
composing electronic music. completed my studies at the Conservatory

I was born in Leningrad in 1960. asamusicologist. However, I never stopped
I began my studies at the N. A. Rimsky- composing, and I chose particularly this
Korsakov College affiliated with the compositional technique for the theme of
Leningrad Conservatory (as a composer and ~ my musicological studies, which was quite
a musicologist), then entered the Leningrad  unusual and exotic for those times. But I shall
Conservatory. I began my studies as a tell about this a little later. Speaking about
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the Conservatory, the instruction there at
first was rather conventional and traditional,
and we almost never touched upon the
avant-garde trends in music, especially the
electronic domain, which is almost entirely
unavailable for us during those years. We
knew that in Moscow in the 1960s and 1970s
composers gathered around Evgeny Murzin
at the Moscow Studio of Electroacoustic
Music, which at that time was situated at the
Scriabin Museum, and composed music on
the ANS synthesizer. We, on the other hand,
drew all of our knowledge about electronic
music merely from a number of books and
articles written by prominent musicologists.

One particular book which was very
famous and popular at that time was
“Tehnika kompozitsii v muzyke XX
veka” [“Compositional Technique in 20th
Century Music”’] by Czech composer Ctirad
Kohoutek, which was published in Russian
translation in the mid-1970s, which all the
musicians knew practically by heart, and
the students studied it thoroughly from
beginning to end. Obviously, I also read
it carefully and discovered numerous rare
names and descriptions of compositional
techniques in it. From there I learned,
among other things, about the structural
element of Arnold Schoenberg’s twelve-
tone composition. From there I also learned
that there existed such a composer as lannis
Xenakis, the description of whose stochastic
technique at that time greatly mystified me.
But where could it be possible to listen to
such music? However, we did have the
course “Contemporary Music,” in which
I remember we listened to Messiaen. But
I do not remember listening to any electronic
music during those years. During the years
of studies at the music college, when
I studied Kohoutek from cover to cover out,
for the first time I realized that there existed
such music which is not written down
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in notes, but recorded directly on tape. I
learned about Pierre Schaeffer’s musique
concrete from the same book. After a few
years, while [ was completing my studies at
the Leningrad Conservatory, I was already
writing a diploma thesis about Xenakis —
the first work on the musical legacy of this
composer in our educational institution.

A great amount of influence was
exerted on me by Sergei Belimov, who was
virtually the only composer who worked
in the sphere of electronic music at that
time. My composition studies in his class
at the Rimsky-Korsakov Music College,
my attendance of his concerts with the
premieres of his compositions and my
regular communication with him impelled
me towards composing electronic music
(although, obviously, not only that). A great
amount of new music and new approaches
towards composition we, Belimov’s
students, learned from the listening sessions
which he organized and from the LP records
which he brought to class.

I myself began composing electronic
music as a student of the Conservatory in
the mid-1980s, making use of consumer
tape recorders. I showed my compositions
at the student organization which was
present at the conservatory that time,
where I brought my own tape recorders and
columns. Of course, these etudes were not
strictly electronic: to the best of my abilities,
I played the recorder and on the strings of the
piano, rustled paper, knocked on makeshift
materials, even recorded the wails of the
centrifugal machines (obviously, washing
machines) and, most importantly, brought
the microphones closer and farther and
superposed the created sounds on each
other. Sometimes this resulted in some
interesting effects. These compositions do
not exist anywhere, except on my tapes.
As I learned later, similar things were done
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by European and American experimenters
from the 1940s to the 1960s.

Then it turned out that a Kurzweil
synthesizer appeared in our milieu at
the Leningrad Composers’ Union. This
instrument was given by American composer
Joel Spiegelman. As I remember, this
took place in 1988, at a large international
contemporary music festival, when our city
was visited by Luigi Nono, John Cage and
other luminaries of avant-garde music. For
the first period of time the synthesizer stood
there unpacked, and then it was switched on
in some way and began to be used. During
those years, many contemporary music
festivals, including our eldest and most
important festival “St. Petersburg Spring,”
included small-scale chamber concerts right
in the halls near the recording laboratory,
where the electronic compositions created
on this synthesizer were sounded out.
However, as I remember, for the most part
they resembled applied cinema music: at this
stage the composers were simply mastering
their technique.

It is paradoxical, but, nevertheless, it
remains a fact: new musical influences were
brought into our country sometimes in the
forms of gifts of technical devices from
other countries. Our state of affairs at that
time was quite poor at that time, and we were
in no condition to buy any such instruments
as the Kurzweil by ourselves. But, whatever
the case was, the composers began acquiring
experience of composing electronic music.
I, myself, gradually accumulated knowledge
in this sphere. Following my early
experiments carried out with the help of
tape recorders, after my diploma thesis on
Xenakis (naturally, I familiarized myself with
his electronic music which was available at
that time — courtesy of the Conservatory’s
recording laboratory!), I acquired additional
experience for my mature works.
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Please tell us about your own music.
What kind of electronic compositions have
you written, and what electronic programs
do you use?

In my own music I have dealt with
montage technologies. This has been the
case from my student years and up to the
present day. I have worked with samples —
either creating them myself, or taking various
fragments from the sounds of whatever
there was and processed them by various
means, including applying the technique
of granular synthesis. I have never worked
with live-electronics, and I have absolutely
no inclination for working in that direction.
Among my electronic compositions, |
would like to highlight a few which I
consider to be the most representative.
First of all, I should mention my Tsifrovaya
sonata ‘“‘Vremena sutok” [Digital Sonata
“The Times of Day”], composed in 2003,
which consists of four movements, as is
proper for sonatas from the Classical and
Romantic periods. One of the movements
was even assembled in sonata form,
despite the fact that the composition was
written entirely by electronic means. It was
presented several times on various music
festivals. Next comes my composition Zmey
Kamlanna [The Serpent of Camlann]. This
piece includes a program note: “Camlann is
that place where, according to legend, the
final battle took place between the English
King Arthur and his nephew Mordred, which
was instigated by a case of misapprehension.”
Both armies were set up in line across from
each other, everybody was frightfully tense,
but negotiations were going on, and there was
a possibility for the uncle and the nephew
to come to an agreement with each other.
And everybody would have remained alive.
But an accidental occurrence happened:
one of the warriors drew out his sword
to slay a serpent crawling by in the grass,
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the army of the opposing side perceived the
weapon drawn out during the course of the
negotiation as a sign of treachery and deceit
— and the tragedy played out. Both armies
perished entirely on the Camlann field.
This serious dramatic piece was written in
2007. I think of these two pieces as the most
representative of everything 1 have ever
composed.

I also have a number of short humorous
electronic pieces in which I tried under the
guise of a joke to create something in the
vein of pure music. For example, one of my
pieces has a title, which carries a deliberate
mistake in it: “ArtisTSism” —this is a typo error
which I had seen somewhere and decided to
incorporate itinto the title of my composition,
to create a funny preannouncement and
then, correspondingly, to use it to the best
effect in the music. Its complete title is:
ARTISTSISM. Variativnye muzykal'nye
uzly [Artistry. Variable Musical Nodes]
(the second part of the title is also derived
from the speech of a sports commentator).
There is also the composition Nestroynye
khory [ Discordant Choirs], which consists of
three movements, which features the sounds
of Japanese flutes, then nightingales and then
people, and all of this singing happening in
various kinds of unhuman voices.

My latest completed work is my piece
...Es ist wie Gras, an electronic piece based
on the penitentiary church chant of the
Russian Orthodox Christian Old-Believers
living in Oregon, USA, recorded by Elena
Nikolayevna Razumovskaya. She was my
teacher of folk music in the music college, a
remarkable person, acollectorand researcher
of Russian folk music, who opened up for
us, her students, an unusually important and
diverse musical world. As I perceive it, this
sound world penetrated quite organically
into this particular electronic piece.
In fact, this work does not have any other

sounding material besides the sound of the
voices singing the folk penitentiary verse
(obviously, in a processed and complexly
mounted way).

Please tell us about Sergei Belimov,
about your studies with him and about his
electronic compositions. As I understood, he
exerted a considerable amount of influence
on you and the other composers who studied
with him.

Sergei Belimov lived a regrettably short
life: he was born in 1950 and died in 2011.
He is, indeed, one of the very first electronic
music composers in Leningrad. I studied with
him during the last three courses of the music
college. In his class there was a standard
procedure: to devote part of the studies to
examining the students’ compositions, while
resorting the rest of the time to listening
to various kinds of contemporary music,
including the most innovative, rare, and
what at that time was perceived to be the
most unusual. As part of the course he gave
us assignments — to prepare presentations on
the works of many contemporary composers.
This was all very beneficial for us and
brought in a lot of variety into our perception
of contemporary music.

At the time when I only discovering
the existence of electronic music, Belimov
was already working actively in this
sphere. His activities in the field of musical
composition were multifarious. He had the
three most important contacts in the sphere
of electronic music about which he told us.
In the early 1970s he made frequent trips to
Moscow where he worked with the famous
engineer Evgeny Murzin, composing music
on the ANS synthesizer. Then he worked
with Bulat Galeyev and his development
laboratory Prometey [ Prometheus]in Kazan.
A number of his pieces were composed
by him with the assistance of engineer
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Alexander Nesterov, who at that time was an
employee of the “Lennauchfilm” [Leningrad
Studio of Popular Science and Educational
Films] and built his own synthesizer, which
functioned on other principles rather than
the ANS synthesizer. I had the opportunity
to communicate with Nesterov only once
— in the mid-1980s, during the years when
that synthesizer was active to the utmost
degree. The unusual music composed on
it was used in tutorial films on scientific
themes. Many composers created music on
that synthesizer. Unfortunately, I, myself,
never saw it. Later on, when together with
composer Sofia Levkovskaya I hosted aradio
program titled Svobodny electron [The Free
Electron], Belimov took part in our shows
and recounted to us in great detail about his
interactions with these three masters of early
electronic music in the Soviet Union.

One of Belimov’s first significant
electronic compositions was his six-
minute fragment from his First Symphony
created on the ANS synthesizer. This
fragment appears close to the finale of the
symphony. As Belimov later told us, this
was the very first case when electronic
music sounded in the Grand Hall of the
Leningrad Philharmonic Society. For us,
young composers and musicologists at
that time, and especially for his students,
the world premiere of his First Symphony,
which took place in 1981, with the insertion
of that fragment of electronic music was
a very conspicuous event. Besides the
electronic fragment, the symphony included
singing in the style of folk music, and also
an immense bell was situated on the stage,
and the conductor was pulling at its tongue;
generally, that symphony demonstrated
not even a poly-stylistical, but a poly-
cultural musical mixture. This was a very
large-scale work, which was written when
Belimov was only 31 years old. All of this

was unusual and intriguing for us. During
the rehearsals of the symphony, Belimov
was reprimanded for “having enlaced the
entire Philharmonic Hall with wires.” He
brought special acoustic systems on a truck,
since for the sake of a quadro effect he had
need of four columns, so wires really had to
be interlaid across the entire hall.
Belimov’s next significant electronic
composition from that time is called 7
solntse v nochi [And the Sun at Night].
Composed for flute and magnetic tape, it
was created in Leningrad in 1985 by means
of Alexander Nesterov’s synthesizer, which
was set up at the “Lennauchfilm.” Four
years later, in 1989 at the artistic studio
bureau “Prometey” the composer created
a special new version for a hall built for
spatial music. As the composer described
it, the engineers who worked there had a
special object resembling a chess board or a
box with transplant seedlings, comprised of
twenty-four squares. Inside the cells there
were photo elements which it was necessary
to illuminate with a flashlight, as a result of
which various dynamics were turned on.
Upon a spatial translocation of sound there
occurred a sort of vestibular anomaly: any
person in the hall listening to the music
lost all sensation of upward or downward
direction. In 1993 Sergei moved to France,
where he lived for the last seventeen years of
his life. There he worked already on a UPIC
computer, which is a machine with a graphic
interface for drawing sound projected by
Xenakis. With the help of the UPIC in 1995
Belimov created his electronic composition
K inomu istochniku potoka |[Towards
A Different Source of the Flow] for soprano,
flute and magnetic tape, and then, in the
2000s, he wrote the trilogy Videniya Dante
[Dante’s Visions], which consists of three
movements, each of which featured its own
live solo instrumentalist playing together
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with the electronics. The first piece of this
trilogy, Ad [Hell], composed in 2001, was
for saxophone and magnetic tape; the second
composition Chistilishche [Purgatory],
which was created in 2005, had the cello
playing with the electronics, and the third
piece, Ray [Paradise], completed in 2006
was for flute and electronics.

Another notable composer of electronic
music in St. Petersburg, besides Belimov, is
Anatoly Korolyov. Please tell us about him
and his music?

Subsequently, already in the mid-1990s,
Anatoly Alexandrovich Korolyov began
working in the same cabinet where they had
placed the Kurzweil synthesizer. Presently
he is a professor of the St. Petersburg
Conservatory, where he teaches computer
information technologies to composers.
At first he assumed the modest position of
an engineer. During those years he began
composing electronic works which now I
already perceive as classics of electronic
music. At that time, I was especially
impressed by his composition which was
called Shalyapin.wav. The composer
received a commission to restore recordings
of baritone Feodor Shalyapin’s singing, but
he understood that they can also be made
into samples, which could be used in an
electronic piece. The latter he created out
of separate glissando sounds, as well as out
of interesting articulation-based fragments
appearing in recordings whether the great
baritone sang. As a result, in Korolyov’s
composition we hear  Shalyapin’s
recognizable voice, but at the same time,
obviously, what turns out is absolutely new
music created by the composer himself.
At the same time, there arises the strange
sensation of the presence of Shalyapin, who
in certain fragments sings simultaneously,
as if in choral fashion, in several voices.

Incidentally, this composition exists in
recording. Korolyov has created many
other original, interestingly well thought-
out electronic compositions. He has also
written other works, besides the electronic
music, but this falls outside of our present
subject.

Did you establish connections during
those years with electronic composers or
organizations promoting electronic music
in other cities, besides Leningrad? Indeed,
in the late 1980s in the Soviet Union there
appeared numerous interesting musical
societies and significant contemporary
music festivals, including those devoted to
electronic music.

At that time a new society appeared,
called VAKMiMI - Vsesoyuznaya
assotsiatsiya ~ kamernoy  muzyki 1
muzykal’noy informatiki [The All-Union
Association of Chamber Music and Musical
Informatics], which was organized by Mark
Rais in Tallinn. This society held a founding
congress, which I, myself, attended while
being a student. A remarkable programmer
went there together with me, Nikolai
Kirsanov, at that time also still a university
student (as far as I know, later he left St.
Petersburg). This was a very multifaceted
person, a polyglot and an amateur multi-
instrumentalist musician, while in the
sphere of computer programming he was
a highly professional specialist. Together
with him I created stochastic etudes on the
university computer, which was situated
on the basement of one of the buildings
of the new student university complex
on Martyshkino (while the second floor
hosted the operational hall with dozens of
terminals). So, together with him, I went to
Tallinn to the VAKMiMI congress, which
also featured electronic music concerts
as part of its program. They represented
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the entire Soviet Union. Composers from
various cities and republics of the country
gathered there, including, naturally, the
three Baltic republics, as well as guests
from Moscow. We all shared our ideas,
conceptions and technologies with each
other there. On the basis of the results of
this event, compilations of articles based on
electronic music and the festival’s concerts
were published. I remember a remarkable
situation, when the organizers of the concert
decided to organize a concert of Xenakis’
works. But they had no access to his
electronic compositions (today it is virtually
impossible to imagine such a state of affairs,
but back then that was how things stood),
so they found no better means of obtaining
them than to ask me in St. Petersburg to
record these compositions from studio tapes
from the Conservatory recording studio
onto bobbins (during the process of which
some of the works turned out to be cut into
fragments) and to send them as a package
by mail, and, after having received them,
they glued them back together and thereby
would be able to present the recordings on
the concerts. So some of the musical events
were organized by collecting the musical
material presented on it in such a half-
amateurish, half-underground fashion.

Please tell us about your subsequent
musical activities in the 1990s.

Later on, in the 1990s, I withdrew
from the main processes of contemporary
music, because I started my work on radio
“St. Petersburg” and on “Radio Russia —
St. Petersburg,” where I worked full-time
for about ten years. I liked this work very
much, everything was very interesting for
me, | found myself in a wonderful artistic
company, but I had much less time to
pay attention to my music. Besides my
journalistic, editorial and purely musical

aims which comprised my duties, there was
another attraction for me there: at that time
there was an active technical re-equipment
of the radio. I studied everything I could:
mounted patches of recordings on tapes
in various ways (both with scissors, in the
old-fashioned way, and on the lathe of an
electronic montage), and then processed
them through a computer. I became an
expert in all of these technical aspects.
So, when the next era began, and we were
all able to buy computers for ourselves,
even if they were not of the best quality,
in order to work with them and compose
electronic music at home, at that moment
a whole set of musicians, including me,
were already morally prepared for this.
Although, obviously, we did have to learn
some additional features.

I was helped a considerable amount by
friends: for example, electronic engineer
Sergei Koreshkov, flutist and performer
of early music (at that time he was also
a master of musical instruments and
concurrently a computer genius) Pavel
Andreyev. 1 also wrote numerous articles
which were published in a journal for
audiophiles AudioMagazin [AudioStore]
and in the publication of the philosophic
society Skripichny klyuch [Treble Clef],
while one article — about Xenakis — even
came out in the famous St. Petersburg-based
thick journal Zvezda [Star]. When I worked
on the radio, Sergei Belimov visited the
festival Tribune of Electroacoustic Music
in Amsterdam as an official representative
of the St. Petersburg radio. Because of
that, our radio received — and I myself was
given, since | worked there at that time —
an 1mmense amount of electroacoustic
music represented on that festival in 1996.
This was a very intriguing thing for all of
us, because it presented an area of music
culture which previously was completely
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unavailable for us, since, as you can fathom,
there was no internet available at that time.
And here all of a sudden this immense bulk
of materials ended up at my disposal with
a detailed description of how all this music
was created, with annotations written by the
composers themselves. I tried to listen to all
this music, as well as to demonstrate it at
my lectures and everywhere where it was
possible to show. Of course, first of all, they
were presented on the radio. [ was allowed to
open up a lengthy radio program — an hour’s
length! It was broadcast after midnight and
was called An Hour of New Music.

Later on, towards the late 1990s, the
Conservatory opened up a studio of new
informational and computer technologies,
and soon Anatoly Alexandrovich Korolyov
also started to work there, and after that Anton
Valeryevich Tanonov. They teach there, and
they have already raised several generations
of students. These include composers who
are capable of creating electronic music
considerably more professionally than we
were able to when we started our activities.
And maybe, more professionally than we
do even now.

When and how did you return to
composing electronic music, and on what
concerts and festivals did you demonstrate
it?

In the beginning of the decade of the
2000s I started experimenting with sounds
on a replenished computer (at that time,
buying a sound card was itself a rare event:
a decent sound card was frequently more
expensive than the computer itself), not
understanding clearly that 1 was really
composing an electronic piece. One day
I received a phone call from my friend,
St.  Petersburg-based composer Igor
Vorobyov, who organized and for many
years maintained the musical festival From

the Avant-Garde to the Present Day together
with our elder colleague and pedagogue
Igor Efimovich Rogalyov, and he said that
Rogalyov and he came up with the idea to
include electronic music into the concerts of
their festival. They invited me to participate
in their festival with my compositions. By
that time, I had not composed music for
already ten years and was just beginning to
return to that activity particularly by means
of electronics. It turned out that [ already had
ready pieces, and I ventured to demonstrate
them on the festival. As a result, my new
composition titled Tsifrovoy diptikh [ Digital
Diptych] was sounded out, of all places, at
the Small Philharmonic Hall. It was a little
strange to demonstrate my music in the hall
where from childhood I listened reverently
to great musicians. Nesterenko sang here,
Virsaladze and Krainev played here. It is
awe-inspiring to say this, but Shostakovich
himself took his bows here, and I remember
seeing him, when [ was 14 years old... And
here my electronic entity was heard — either
resounding or screeching... But this first
time it was a short diptych, and I ventured
toward it. And I was happy that in this hall
my piece was presented, which the audience
and the organizers not only listened to
carefully, but even accepted and approved
of. The following I presented on this
festival my aforementioned twenty-minute
electronic sonata Veemena sutok [The Times
of Day], which virtually presented tape
music created on a computer.

Who else was engaged in electronic
music? Did you have any contacts with them?

At about that same time Igor Vorobyov
and 1 established connections with a
very interesting group, which built a new
instrument — not a musical one, but an
instrument of visualization of sound, named
“chromotonal synthesizer.” The group
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which was headed by Doctor of Physical
and Mathematical Sciences Mikhail
Mefodyevich Nesterov, was working on a
project in a laboratory affiliated with the
St. Petersburg Institute for Informatics and
Automation of the Russian Academy of
Sciences (SPIIRAN. — 4. R.). Nesterov was
searching for musicians with whom it would
be possible to create musical and other types
of art works and present them to the public.
Even though Igor Vorobyov never composed
and still does not compose electronic music,
he, nonetheless, offered a few of his vocal
and instrumental compositions recorded
on tape to be used for these experiments.
In particular, some very intriguing light-
generated visual decorations were created
to his partly children’s ballet “Assol” based
on Alexander Grin’s novelette. [ also offered
this group my electronic pieces, to start with,
so that they could simply experiment with
them. For example, the selfsame Digital
Sonata was performed with a video sequence
created in real time by the chromotonal
synthesizer. Subsequently, I myself was
taught to change the adjustments on this
synthesizer, which by that time was realized
as a computer program: as a result, I created a
piece called Skazka kholodnoy zimy [A Cold
Winter Tale], which carried in it a reference
to Shakespeare’s play 4 Winter s Tale. This
piece was already especially conceived as
a synthetic composition, which meant that
I chose such samples on which this program
titled “chromotonal synthesizer” would
react in the most interesting manner in real
time, and which would provide the most
original and enthralling visual results.

During the course of many years you
organized electronic music concerts under
the auspices of the festival “From the Avant-
Garde to the Present Day.” Could you tell
us about them?

In 2005 Igor Rogalyov and Igor
Vorobyov suggested organizing electronic
music concerts as part of the festival
From the Avant-Garde to the Present
Day. First we had a probationary concert,
which took place immediately in the
Grand Hall of the Academy of Sciences on
University Embankment (thanks of Mikhail
Mefodyevich Nesterov and the chromotonal
synthesizer presented on that concert).
Then we began organizing concerts as the
Journalists’ Building on Nevsky Prospect,
where we held two or three events (thanks
to our colleagues among the journalists).
Later, all of this relocated into the hospitable
multimedia hall, which was also the cinema
hall of the Bobrinskys Palace on Galernaya
Street, where the Department of the Free
Arts and Sciences of the St. Petersburg State
University (formerly the Smolny Institute of
Free Arts and Sciences) was situated. There
we organized concerts for many years, and
in addition to the concerts, together with
composer Sofia Levkovskaya, we organized
a parallel project of radio programs in the
studio “Radio Russia — St. Petersburg.” We
hosted a radio program called Svobodnyy
electron [Free Electron], while the concerts
became sort of traveling face-to-face
meetings with the audience. Such concerts
occurred at least once a year, sometimes
two or three times annually. Thereby, we
had a rather large time span, into which we
could already fit in occasional retrospective
concerts, including concerts with the classics
of electronic music, and sometimes even
multimedia projects, such as, for instance,
Zbigniew Rybczinski’s audiovisual works.
We already started inviting composers from
other cities, including our Moscow-based
colleagues, such as, for instance, Feoor
Sofronov, who presented his compositions.
In our concerts we also presented works
by deceased Moscow-based composers,
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such as Albina Stefanou (Stoianova), who
composed electronic music while working
at the Theremin Center, the Moscow
Conservatory’s electronic studio in the
1990s, and in 1995 went to America to study
at Dartmouth College, as well as Alexander
Nemtin, who i1s most well-known for his
completion of Scriabin’s Prefatory Action,
who composed electronic music on the ANS
synthesizer in the 1960s.

I presume that your concerts included
electronic music not only by composers from
Moscow, but also those from St. Petersburg,
too.

Of course, we demonstrated electronic
music by contemporary composers from
St. Petersburg, as well as those from other
Russian cities. In particular, Anatoly
Korolyov at that time began to compose
very interesting works in the sphere of
live-electronics and to come up with ideas
that were phenomenally effective from the
point of view not only of music, but also of
visual effects. For example, he has a piece
incorporating a flashlight, the title of which
is Flashlight Music (connoting not only an
electric flashlight, but also a flash or spot of
light), an interactive electronic composition
where the composer himself, who is also
the performer, directed the live electronic
process by means of the light coming out
of a flashlight — this is a true example
of synthetic audiovisual art. During the
performance, the audience followed with its
eyes the spot of light moving on the screen,
as if spellbound. And, naturally, everybody
listened to the resultant sounds this motion
created. Another composition is Spektry
khimericheskikh elementov [The Specter
of Chimeric Elements], four multimedia
etudes, — a witty and amusingly elaborated
composition. We also cooperated with the
St. Petersburg-based composer Vladimir

Rannev, and a number of his compositions
was presented by us, which were very
interesting and unusual: Vladimir had
mastered certain computer technologies
in Germany earlier than anybody else did,
having worked at the Cologne electronic
studio. Presently, he is a composer of world
renown, having created several operas with
the use of multimedia technologies.

In time, we began to invite composers of
the younger generation — either Korolyov’s
students from the Conservatory, or young
composers who attended the courses of
Andrei Ivanovich Smirnov from Moscow.
The latter made trips to St. Petersburg and
conducted courses and practical sessions
at the PRO ARTE Institute at the Peter-
and-Paul Fortress. Among the young
participants, mention must be made of
composer and pianist Andrei Glazkov, as
well as composer Sergei Khismatov. Later
we were joined by composers Artur Zobnin
(who 1is also a wonderful violinist and the
director of the Molot Ensemble dedicated
to performing contemporary music) and
Yuri Akbalkan, the latter virtually thought
out and assembled the last two or three
programs of our concert. Yuri is very
knowledgeable in the sphere of electronic
music, a remarkable inventor and, generally
speaking, a person of great energy. At
the same time, among the composers
of the elder generation, we presented
those who were very seldom performed
in St. Petersburg, such as, for instance,
Alexander Tunik. The latter created some
curious works which included processing
of recordings of bird songs, after which I
turned his pieces into audiovisual opuses
by means of the chromotonal synthesizer.
Composer Alexander Berdyugin, who,
unfortunately, has passed away, also gave
us his compositions for our programs.
Naturally, we also presented in our concerts
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the music of Sergei Belimov, who sent out
to us his electronic phonograms from Paris.
A few years ago, the festival From the
Avant-Garde to the Present Day ceased to
exist, and with that our electronic music
concerts also came to an end.

In which other endeavors at organizing
contemporary music, especially electronic
music concerts did you participate during
those years?

Besides the festival From the Avant-
garde to the Present Day, my music was also
performed at the contemporary music festival
Sound Ways organized by St. Petersburg-
based composer Alexander Radvilovich.
In the beginning of the decade of the 2000s,
I also took part in an endeavor which was
very important for me. I have already
mentioned the musical programs of the
PRO ARTE Institute and Foundation which
was situated in the Peter-and-Paul Fortress
(the foundation exists up to the present day,
but it no longer has any musical programs).
An ensemble was formed under its auspices,
bearing the strange, but memorable name
eNsemble, directed by the St. Petersburg-
based composer Boris Filanovsky, the chief
conductor of which was Feodor Lednyov.
These two musicians began organizing
various contemporary music concerts —
both retrospective, featuring the music of
Anton Webern and other early 20th century
composers, and devoted to present-day
music, and also organizing competitions of
contemporary compositions, moreover, with
separate voting by a professional jury and by
the audience (a very instructive experience!)

During one of the retreats of the PRO
ARTE Institute in Vyborg, we started
discussing with Boris Filanovsky the
prospects of organizing concerts and
courses devoted to electronic music. It was
particularly upon the initiative of Boris

that the Institute invited to St. Petersburg
the aforementioned Andrei Smirnov, a
great specialist in this sphere, the former
director of the Theremin Center affiliated
with the Moscow Conservatory, an author
of a number of books devoted to electronic
music, to read a course of lectures devoted
to new electronic technologies. This resulted
in a large cycle of lectures, which went on
for an entire year, featuring one lecture a
month, and I, myself, attended all of them
regularly. Smirnov also held practical
lectures for young composers, which were
attended by people with musical, as well
as those with technical, sound engineering
backgrounds. They included such interesting
future composers and experimenters as,
for example, Yuri Didevich and Sergei
Khismatov, who now represent the next
generation of electronic composers, who
are very active in this sphere.

Thus, a hotbed devoted to electronic
music was formed. The PRO ARTE Institute
obtained two Mackintosh computers, on
which the composers could master the
technology, compose music and mount
together patches of sound. Andrei Smirnov
gave advice, which programs could be used,
if the composers had Windows software
installed in their computers, and, generally,
gave a lot of valuable practical instruction.
In other words, there gradually appeared a
technical base, and we all received another
useful impetus for our subsequent work.

As I understand, the St. Petersburg-
based composer Sofia Levkovskaya took
an active part in the organization of many
of the concerts and festivals devoted
to contemporary, and, most notably, to
electronic music. Please tell us about her
own musical compositions?

Sofia Levkovskaya, who, unfortunately,
passed away at the height of her powers

107



Mpobnembl MysbikanbHoW Hayku / Music Scholarship. 2022. Ne 4

G/ﬁ\

in 2011 — and this became a shock to
everybody who was acquainted with her —
wrote different kinds of music, not all of
it was electronic. Her main direction was
that of instrumental theater. However, in
the sphere of electronics she composed a
number of highly individual and memorable
compositions. For example, I was literally
stunned by her piece Verdi. P.S., which was
createdbymeansofmontage of fragmentsofa
recording of Verdi’s Requiem. Of course, her
half-an-hour-long chamber opera Carmen.
PEREZAGRUZKA [Carmen. RECHARGE],
which features Sofia’s highly concentrated
dialogue with a certain very well-known
musical work. Here it would be appropriate
to mention her composition for electric
guitar and orchestra Das ist fantastisch, as
well as her piece Freid otdykhayet [Freud
Pales in Comparison] for string quartet,
percussion, video and electronics. Some of
these compositions, obviously, presume,
a certain amount of theatricality in their
conception. It must also be mentioned that
the electronic phonograms to these pieces,
taken separately, create an impression by
themselves, and have been demonstrated in
concert practice in this quality.

Have any concerts or other events
connected with electronic music been
organized at the St. Petersburg Composers’
Union?

At the St. Petersburg Composers’ Union
during a certain period of time there existed a
SectionforElectronic Musicand Multimedia,
whose participants were a group of highly
gifted composers. We, the organizers of
concerts at the PRO ARTE Institute and at
different festivals, were friendly with them
and exchanged compositions with them.
This Section included three musicians —
Svetlana Lavrova, Sofia Levkovskaya and
Elena Igotti (Antonenko). They put up their

own concerts and organized their festival
Vremya muzyki: Fin de siecle [The Time of
Music: Fin de Siecle], which was directed
by Svetlana Lavrova. I also participated to
a certain degree in this festival, as did my
colleagues who composed electronic music.
later Elena Igotti began organizing her
own concert programs, including thematic
ones, such as, for instance, 20th Century
French Composers: Vocal Music (Elena
is a professional singer), and some of the
programs were devoted to electronic music.
One especially memorable concert was
devoted to the works of Italian 20th century
composer Giacinto Scelsi, inthe organization
of which Elena was helped by a remarkable
artistic person — the sound engineer Dmitri
Yalkin; I gave an introductory speech at the
beginning of this concert. Dmitri Yalkin
and Elena Igotti together prepared many
intriguing concert programs, some of
which included Elena’s own compositions.
For some of which Dmitri set up for the
singer (who was also the composer and the
improviser) special technical devices and
props, which she herself directed during her
performances. In other words, she sang, and
her voice was elaborated by the computer
program in real time, and simultaneously
she directed these technical devices in an
intuitively comprehensible way. At our
concerts at the cinema hall on Galernaya
Street we were joined by the wonderful
sound engineer and musician Leonid
Levin. His participation included him
demonstrating his own multimedia poetical-
improvisational ~ compositions  created
with the participation of Olga Pavlova
(and as for the technical side, we could
not have organized a single concert at the
department without his assistance, — when
everything works ideally, you do not notice
the sound engineer at all, even though it is
his miraculous work which helps convey
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all the music to the audiences). I shall also
mention Gleb Rogozinsky, an exceptionally
interesting person from the St. Petersburg
State Bonch-Bruyevich University for
Telecommunications who composes
music combining serial technique and
electronics. In other words, on the one hand,
he makes use of a technique which had been
broadly applied in prior decades, which
in our time is considered to be somewhat
academic and outdated. But because
due to his main technical education, he
is in perfect command of the language
of programming, namely, the Csound
program, designated for a low-level
programming of sound (in this context,
“low” 1s not something bad, but rather
something good, since it involves complete
control of the quality of sound), he has
created some very intriguing compositions
with no less intriguing “scientific” PRO
ARTE titles (for example Podprostranstvo 4
[Subspace 4]. Incidentally, fanciful titles
can also be found in the titles of Alexei
Glazkov, stemming from the astronomical
nomenclature of various planets and stars.
It goes without saying, that each of these

Information about the author:

composers is possessed with a unique style
with its own references and implications.

If I could sum up my entire story, here
is the moral. At first, it is difficult for
everybody, everything is new and unusual,
since at a certain time in the past the access
to new technologies was hampered, and at
this stage, everybody always invents his own
approaches and the individual directions
for his search (or, as Mussorgsky would
have said, “fumbling”). But then — and this
greatly helps in life — if somebody gains
access to technology or knowledge which
is appropriate for creating something of
worth, or at least intriguing, then everybody
becomes happy with the opportunity of
showing each other the results, giving some
advice, and even allowing to give a try. And
as a result, an artistic milieu is created, in
which one can interact with other people.
But — do not forget this! — every person
continues to be different from everyone
else. Most likely, because there are many
possibilities in store. And the people who
join our sphere are hardly dull in character.

Thank you very much, Alexander, for
speaking to us!
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he problem of what a musical and the listener are seen as elements of one
composition contains in itself and communicative duality. Each element of this
how it is perceived by the listener duality may play the role of either subject or
holds a crucial position in musicology. In  object. The subjectness of a musical work is
order to find a solution, I have developed based inits innate conceptuality, its ability to
the concept of morphological analysis. Its  trigger emotional or mental associations at
techniques were used in [1; 2; 3; 4]. In the  various levels of specificity when perceived
morphological analysis the musical work by a listener. A discussion of the psycho-
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physiological bases of this phenomenon, or
the steps by which it developed to maturity
in European culture, is outside the bounds
of this article. Nevertheless, I will note that
innate conceptuality became an attribute
of music fairly late in the history of music,
only in the 18th century. It can solve an
array of terminological and methodological
problems connected with answering
questions about what makes music distinct
as an art form, and about its content-related
or linguistic aspects. [ will especially note the
relationship between this concept and Boris
Asafiev’s “symphonism.” Clearly, the latter
is a special case of the former (as is rhetoric
from the Baroque period, incidentally).
Also clear is that innate conceptuality is
more concrete and more grounded in the
real world, as a tool for identifying the
profound expressive foundations of music,
than is, for example, Ernst Kurth’s “energy,”
Aleksei Losev’s “number,” or Asafiev’s
“intonation.”

The subjectness of the listener’s
perception is most vividly on display in
terms of selectability. In assessing the
ability of a musical composition to express
most fully the aesthetic aspirations and
ideals of a particular time period, aural
perception (both the individual and the
collective) shapes a set of preferences for
selecting the names and artistic legacies of
past and present composers. The level of
innate conceptuality plays a decisive role
in this process. For example, in the second
half of the 18th and early 19th centuries, it
turns out to be the music of Haydn, Mozart,
Beethoven, and Rossini that remains
conceptually meaningful for the modern
listener. Less interest is shown in the
music of Gluck, Boccherini, or Paisiello.
The Baroque era is associated primarily
with Bach and Handel, while Vivaldi,
Scarlatti, Corelli, Couperin, and Rameau

have remained in the background. In the
20th century, the highest level of innate
conceptuality can be seen in the works of
Stravinsky, Prokofiev and Shostakovich. The
music of Scriabin, Rachmaninoff, Richard
Strauss, Mabhler, Puccini, Debussy, Ravel,
Orff, and Gershwin is of a comparable level.

Morphological analysis takes sound
construction as its main aim. This makes
possible a more flexible approach to
analyzing a musical text. It is purely
optional for a listener to have knowledge
of the concepts and terms describing
the arrangement of pitches, syntactic
structures, form patterns, or stylistic
and generic features in the music of any
particular historical period. In contrast,
the sound-constructive basis of music as
an art i1s a fundamental attribute, and as a
consequence, is always under the spotlight
in the listener’s consciousness. This means
that a description of the sound constructions
as a sum total of sounds, shaped by rhythm,
timbre, and tessitura in their horizontal
progressions and vertical combinations,
optimizes the perception of the musical
flow as a discrete, constructively organized,
and, in the end, innately conceptual
phenomenon. A morphological analysis
relies on sound constructions of various
scales, from simple consonance up to a
symphonic cycle. The specific features of
their sklad', their textural, temporal, timbral,
and dynamic organization transform them
into morphemes, for subsequent morphic
realization.

The morpheme, one of the cornerstones
of morphological analysis, can be defined
as a sound construction with a typical set
of characteristic features. Within the bounds
of its specific type, a morpheme triggers a
polysemic array of figurative and semantic
associations. This polysemy arises from
the expressive specifics of music as an art
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form and is regulated both from the “right”
and the “left.” Motion to the right, toward
a reduction of associative polysemy, lowers
the artistic value of the morpheme and
makes it easier to recognize. Motion to
the left creates a different sort of problem.
A significant expansion of the figurative
and associative fields exerts a fatal effect
on that innate conceptuality and reduces the
probability it will be appropriately perceived
aurally. The level of morphemic polysemy,
both figurative and semantic, is fairly
mobile and changeable. While it remains an
attributive property of a musical text, this
polysemy also lives its own life, relying in
large part on the specific features of music
perception in a particular historical era.

In my work over the past several
years, and also in this article, I refer to the
morphemes of:

— the environment, based on the
interaction of two or more sound sequences
uncoordinated in time, with a constructive
dissimilarity and dissociation of timbre
and tessitura that generates in the listener’s
associative perception an image of a kind of
space-time continuum;

— an event as a specific type of morpheme
of environment, including ostinato patterns
used for depiction simply of time passing;

— dissonance as a sound construction,
the constituent parts of which create friction
caused by dissonant intervals (minor
seconds, major sevenths and tritones);

— space, consisting of two elements:
a reverberating pedal-tone background
associated with endless distances, with a
melodic relief which pours over it to create
the impression of something visibly within
reach;

— motion, based on the contrasting
combination of two horizontal entities:
one manifested as regularity, the other as
irregularity;

— Janus as a sound construction with
features which preclude an unambiguous
interpretation, either in terms of modal and
harmonic organization, formal design and
compositional functionality, or, in the end,
in terms of the imagery and its meaning;

— disruption, created by the emergence
of material that abruptly differs from
the proceeding development in terms of
melody, mode, harmony, texture, timbre or
dynamics;

— a quadruple as a four-phase form
pattern which can be described as a—a—b—a;

— a jellyfish, which provides an
associative dynamic portrait of a form
based on a sequence of phases in which
the musical fabric alternately expands and
contracts.

The other cornerstone of morphological
analysis, the morph, transforms a
morpheme into the generic, stylistic “flesh
and blood” of a specific musical text, on
the basis of polymorphism, rather than
ordinary variability. What is the difference
between the former and the latter, and
why must we prefer the former? There
does not exist any uncrossable boundary
between polymorphism and variability. Both
concepts describe a plurality of forms in
which a particular object exists. However,
the invariant-variant duality is used, as a
rule, to describe a linear process, in which
the starting point, its structural (melodic,
rhythmic, textural) features, are a factor
of the recognizability in all subsequent
transformations.? The polymorphic object,
in contrast, exists as a potential plurality
of individualized forms. Their diversity is
unified by an initially provided constructive
prerequisite: the morpheme. The invariant and
variant are linked together by their structural
and syntactic similarity. The morpheme and
morph are connected in constructive and
content-related (innately conceptual) ways.
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The interaction between the morpheme
and the morph stems from the polymorphic
nature of music and is closely tied
to its temporal foundation. Temporal
deployment, governed by repetition
(whether exact or with variations), provides
morphological analysis with practically
unlimited potential. A flexible combination
of induction and deduction allows the
analysis to find typical innately-conceptual
sound constructions, in all the diversity of
their textural realizations, among musical
compositions of various eras and styles. A
comparison of these textural realizations
makes it possible for us to refine and, in
some cases, to correct the way we describe
their aesthetic value.

One bright example of the depth and
rapidity of morphic transformations in
Tchaikovsky’s music is the finale of his
First Piano Concerto. [S]’ Its main theme
presents a morphic realization of the
morpheme of the quadruple (see Example
No. 1).

Example No. 1 Pyotr Tchaikovsky.
First Piano Concerto.

Finale, mm. 5-8

The typical four-phase pattern of this
morpheme can be imagined as the sequence
a—a—b—a. Here, the ratio of sameness to
contrast is 3:1. The a phases are genetically
linked. They may vary with repetition.
Their recognizable similarity underlies the
cohesiveness of the structure as a whole.
The b phase provides melodic contrast. In
terms of rhythm, in most cases, it is identical
to the a phases. Morphic realizations of the

quadruple in Russian and Ukrainian folk
and professional music are diverse in form.
Some of them are only vaguely reminiscent
of the basic construction. Nevertheless, they
all have in common a four-phase pattern in
which, as a consequence, repetition prevails
over innovation. Asafiev’s formula i:m:t,
which traces its lineage to:

— the Aristotelian concept of the whole
as something with a beginning, middle and
end, and

— Hegel’s dialectical triad of thesis,
antithesis, and synthesis,
may be applied to the morpheme of the
quadruple if reconfigured to i.7:m:t, where
r represents the repetition of phases.

The morpheme of the quadruple in
the exposition of main theme of the finale
from Tchaikovsky’s First Piano Concerto,
which is based on the Ukrainian folk song
celebrating spring, Viydi, viydi, Ivanku, can
be described as the sequence a—a’—a’—a'.
The first link in the chain differs from the
next three. Nevertheless, this difference does
not reach the level of melodic independence
that would earn it the letter b. Repetition
dominates over innovation in tune with the
incantatory nature of folklore prototypes.
The prevalence of statics at the internal
constructive level is compensated for by
the active polymorphic development of the
construction as a whole.

In her monograph, Nadezhda Tumanina
describes the beginning of the third
movement as follows:

The folk song melody incorporates
both the laconic brevity characteristic
of ritual calendar songs and lyricality
[my bold print. — V. G.]... Tchaikovsky's
theme maintains the frequent repetition of
variants of one and the same motif, which
is characteristic of song structure in this
genre, but the lyrical features interweave
in a quaint way with the scherzo features,
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which is manifested in the sharpness of the
rhythm and its syncopated accents. The
harmony is colored by repeating variants
of the main motif [score example: measures
1—4 of the piano part. — V. G.]. This theme
is complemented by another theme in G-flat
major, restrained in the same manner as the
spring song, but performed tutti (while the
pianist plays the first one). This conveys the
impression that after the song is introduced
by several voices, the entire choir-like
texture loudly joins in.*

I have marked the fragments with which
I essentially disagree in bold. The lyricality
of ritual calendar songs is very much up
for debate. These songs are a component
of a syncretic, magical, incantatory,
extra-personal (or more precisely, supra-
personal) ritual act. The scherzo features
are even more questionable, since they
appeared, as we know, at a comparatively
late stage in the development of Western
European professional music. As a matter
of fact, Tchaikovsky introduces a series
of alterations to the original melody,
strengthening its plastic, kinetic foundation.
The first and most obvious alteration is the
expansion of the initial melodic leap from
a fifth to an octave. The periodic layering
of the original folk-music-derived melody
in thirds becomes constant, and is doubled
in octave in the piano parts for both hands.
To amplify the dancing effect, the first
beat of each measure is texturally similar
to a “bass-chord” pattern. The danger that
the repetition will become mechanized is
overcome by the melismatic stress on the
third beat. This fine textural detail conveys
the image of the entire specific gestural
personality.

The active polymorphic development
of the main theme in the third movement
takes place over five sections. The first two

present a double exposition, the first played
by the solo piano, and the second — by the
piano supported by expressive pizzicato
accompaniment in the strings. In the third
section, the plastic-kinetic repetition 1is
transformed into @ modular-developmental
continuation. In the parallel D-flat major, the
a link is unexpectedly mutated to a melodic
cadence, chromatically surrounding the
second scale degree. The obvious generic
reorientation to the sphere of lyrical songs
1s subsequently completed with a circular
melodic arabesque, which fades away as it
repeats.

We can describe the generic
metamorphosis of the morphic links in
the main theme of the fourth section using
the concept of “balletness” (baletnost' in
Russian). The effect of the “balletness”, or
the choreographic characteristic feature is
created by the polyrhythmic combination of
texturally contrasting parts in the solo piano
and the orchestra. While maintaining the 3/4
time signature, the rthythmic construction of
theballetic morph splits into two autonomous
layers. The chords in the strings, pulsing at
even intervals, create a two-beat rhythmic
grouping in which a beat equals the length
of three eighth notes, instead of two, within
the framework of the main three-beat grid.
Tchaikovsky does not stop with layering the
3/4 time signature over %s time signature.
Replacing the first melodic sound in every
link of the folk music prototype in the piano
with a pause weakens the downbeat while
also making possible an iambic stress on the
second beat, which creates a syncopation
inside the measure. Most centrally, the effect
of “balletness” is achieved by the mismatch
in time between the syncopated second
melodic quarter note in the piano and the
relatively strong second eight note in the
orchestral accompaniment (see Example
No. 2).
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Example No. 2 Pyotr Tchaikovsky.
First Piano Concerto.

Finale, mm. 29-32
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In a letter Sergei Taneyev wrote to
Tchaikovsky on March 18, 1878, he
lamented as follows:

The one shortcoming of this [i.e. Fourth.
— V. G.] symphony, with which I will never
reconcile myself, is that every section has
something that reminds one of ballet music
[my bold print. — V. G.]: the middle section
of the Andante, the trio in the Scherzo,
something like a march in the finale. When
1 listen to this symphony, I imagine, in spite
of myself, Miss Sobeshchanskaya or Gillert
11, which drives me to despair and prevents
me from enjoying the many lovely sections
of this symphony.®

The response from the great composer is
extremely interesting:

1 positively do not understand what you are
calling ballet music and why you cannot
reconcile yourself to it. By “ballet music,”
do you mean any type of merry melody with
a dancing rhythm? Because in that case,
you must refuse to reconcile yourself to most
of Beethoven's symphonies, in which these
are to be found at every turn. Do you mean
that the trio in my Scherzo was written in
the style of Minkus, Gerber, or Puni? I do
not feel it deserves that judgment. I really do
not at all understand how anyone can find
anything negative about ballet music! After
all, ballet music is not always insignificant;

some of it is good (think of Léo Delibes’
“Sylvia”). And when it is good, it does not
matter whether or not Sobeshchanskaya
dances to it, is that not so?°

The bone of contention between the
correspondents here was a crucial stylistic
feature of Tchaikovsky’s music: its gestural-
plastic foundation, which summons up
associations with ballet choreography. In
calling this trait “balletness,” I stress that
it is the historical forerunner of one of
the fundamental features of Stravinsky’s
musical language. Like his ingenious
predecessor, the senior member of the St.
Petersburg Classical School widely uses
gestural-plastic characteristics that recreate
the emotionally motivated movements of the
human body in his works. Curiously, several
of Stravinsky’s scores directly address
Tchaikovsky’s balletness, recreating (albeit,
not quoting) their characteristic features.
For example, in the main theme of the
second movement of the Dumbarton Oaks
concerto, completed in 1938, the melodic
configuration, one of hidden polyphony,
loses all similarity to the baroque, motor-
figurative type of textural deployment.
With a subdivision of the melodic line into
short two- and three-note trochaic motives,
and with an unhurried tempo, frequent
pauses, and detailed articulation, Stravinsky
submerges his baroque prototype in a
completely new gestural-plastic generic
environment. A direct analogy emerges with
the main theme of the first movement of the
Tchaikovsky’s Fourth Symphony, or more
precisely, with its metamorphosis, audible
in the winds in the concluding section
(measures 135-141). The sublimated and
refined balletness of this metamorphosis,
eliciting images of the flawless lines of
the Mariinsky Theatre’s corps de ballet,
can be appreciated as a forerunner of the
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main theme in the second movement of
Stravinsky’s Dumbarton Oaks.

In the final section of the main theme
from Tchaikovsky’s First Piano Concerto
finale, the Ukrainian spring song transforms
into a group folk dance. Tumanina’s opinion
that this is “another theme in G-flat major”
1s faulty. By using the intervallic inversion
of the initial link, the melodic alignment of
its three-time repetition, by constructing the
texture of the massive orchestral chordal
verticals, Tchaikovsky fundamentally
rethinks the generic basis of the folk music
prototype. Rising to the foreground, here,
is the rhythmic figure of a second type of
dance step as the basis for the swirling dance
motion.” The polymorphism of the main
theme in the finale at that point, described
by Tumanina the following way: “after
the song is introduced by several voices,
the whole choir loudly joins in,” must be
transferred to a completely different generic
environment: performances by groups of
solo dancers grow into one larger, collective
dance act.

The first well-developed analysis of the
“Introduction” to Stravinsky’s The Rite
of Spring was provided by Asafiev. His
definition of its form as the “process of
growth in the musical fabric” has become
axiomatic.® Irina Vershinina’s analysis of
the same fragment contains a multitude of
interesting observations and conclusions.
She stresses the special role of timbral
motifs:

Each new timbral motif grows out of the
previous one and provides a basis for the
next. A strongly-forged chain with thematic
elements for links takes shape, distinct
with structural clarity and connected with
common pitches. But, once it appears, every
subsequent thematic element is left to live on
in its original, unaltered form. The essence of
the musical structure in the “Introduction”

is the sequential placement of these timbral
motifs as they are born, motifs which move
the boundaries of the range of sound, as if
coming to fill a particular sonic expanse.’

Essentially, Vershinina elaborates on
Asafiev’s idea of growth, without referring
to it. Crucial to this elaboration is her
description of the growth of the orchestral
texture, its expanding density and volume.

From the point of view of morphological
analysis, the musical development in the
“Introduction” to Stravinsky’s The Rite of
Spring canbe seen as a step-by-step approach
to an externally existing object, permitting
one to perceive (see or hear) its details. The
object itself is polymorphic, i.e., similar to
an embryo, it contains within itself, from
the very beginning, every element it needs
for further development. The situation
is reminiscent of looking at a painting
from different distances and angles, or a
360-degree view (moving closer and further
away) of a statue, concluding with a return
to the starting point. The starting point of the
“Introduction,” the high-register bassoon
melody accompanied by the supporting line
in the horn, can be defined as a forest seen
from a distance, from where the sound of a
shepherd’s horn can be heard (see Example
No. 3).

Example No. 3 Igor Stravinsky. The Rite of Spring.

Introduction, mm. 1-3

Lonto J.so tempo rubato
colla parte
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The specific imagery 1 am suggesting
for the introductory three measures of the
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work 1s based on the morphic realization
of the morpheme of the environment.
Here, the experience of contemplating
the natural surroundings 1is translated
into a sound structure which recreates the
relationship of two dimensions: the internal
and the external. The first is bounded by
the limits of the human body, while the
borders of the second are laid at the limits
of visual perception. As the individual ego
dissolves into the infinitude of the natural
world, extending to the horizon, a person
is submerged in an emotional state that
we can define as dissociated tranquility.
This is a dissociation from the worry and
turmoil of everyday life, triggered by the
beauty of the outside world. In Stravinsky,
the dissociated tranquility appears in a
specifically “humanized” form. The sound
of the shepherd’s horn, as it is carried in,
becomes the point of departure from which
the form is deployed, similar to the step-
by-step approach to an object audible in the
distance.

In its formal aspect, the introductory
sound construction of The Rite of Spring
turns out to be a classic example of the
morphic realization of the quadruple
morpheme. Here, it can be described as
the sequence a—a—b—a. Aside from the
beginning of The Rite of Spring, we can
also identify the morphemic traits of the
a—a—b—a quadruple in the introductory
sections of The Firebird and Petrushka.

It is worth examining the initial three
measures of The Rite of Spring in two ways:

— as an ingenious example of
Stravinsky’s psychologically enriched
tone painting, reconceiving the romantic
paradigm for perceiving the surrounding
world in an object-descriptive way;

— as an extremely concentrated
manifestation of the polymorphism of the
composer’s creative thinking.

The dichotomy of the sound construction
at the beginning of the ballet reveals itself
n:

— its self-significant artistic value;

— its role as a resource for further
polymorphic development.

The self-significant artistic  value
is rooted in the melodic and rhythmic
reworking of the folk music source
material: The Lithuanian Wedding Song
no. 157 in Anton Juszkiewicz’s collection
Litauishe Volks-Weisen (Part I, Krakow,
1900). The result of this reworking is
a generic transformation (from song to
instrumental playacting). The bassoon
solo sounds like the playful, spontaneous
improvisation of a folk musician, marked
by a rhythmic quantitativeness and melodic
ornamentation. However, as Boulez’s
analysis has demonstrated, its spontaneity
is an illusion.' In actuality, it presents a
virtuosic amalgam of rhythmic symmetry,
parallelism, retrograde movement, and
structural repetitiveness. In terms of mode,
the initial melody of The Rite of Spring,
interacting with the horn line, reveals a
change at multiple levels. Together with the
melodic variations and the sense of rhythmic
improvisation, the modal variability adds
contemplative features to the cumulative
musical image.

The initial counterpoint between the
bassoon and the horn forms a polymorphic
intonational field, the elements of which, as
they develop and interact, recreate the step-
by-step approach and entry into the forest
from which the shepherd’s playing can be
heard. There are ten such elements in total.
Four of them are contained in the initial
melodic figure of the first measure:

1 — the trichord figure ¢*-b’-g’;

2 — the stepwise movement over the
minor triad (b'—g’—e’);

3 — the perfect fifth e’-b/;
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4 — the perfect fourth over a distance,
shaped by the lowest and concluding pitches
(e!-a’).

In the melodic figure of the second
measure, two new elements appear:

5 — the filling of the lower tetrachord of
the natural minor with the adjacent natural
seventh scale degree (&’ ¢*-b'-a'—g");

6 — the audible sequence c’—a’'-d’—a’.

The phased repetition of the initial
melodic figure in the first three measures
confirms that the echoes (over a distance)
of the repeating core tone a’ is the seventh
element (7). The horn line, by itself and in
combination with the bassoon line, adds
another three elements:

8 — the minor second c#—d’;

9 — the diminished-octave false relation
cH#'—c?;

10 — the barely-audible sequence of two
major sixths (d’—b' and c#—a’) at the end of
the third measure.

The first phase of the approach (from
the beginning to the first measure of reh. 3)
can be described as the stage in which the
structural integrity of the initial bassoon
solo is gradually blurred. Its second
appearance (measures 3—-6 of reh. 1),
unlike the first, does not contain the phased
repetition of the initial melodic figure.
The third appearance (measure 1 of reh.
3) is compressed down to the concluding
one and a half measures. In the lower
textural layer, elements 4 (the fourth)
and 8 (the minor second) blend into the
morph of chromatically parallel fourths.
Its descending and ascending movement,
interrupted by pedal stops, emphasizes
the improvisational nature of the musical
development. The process of approaching
frequently starts then stops at fermatas,
searching for its way in the right direction.

The morph of the chromatically parallel
fourths serves as the textural basis on which

both the fragments of the bassoon solo
and the new melodic figures that grow out
of its polymorphic elements are layered.
Especially indicative, in this sense, are
the bassoon and piccolo clarinet lines in
measures 1-3 of reh. 1. Using element 8
(the minor second), they transform it into
a descending sequence based on element 1
(the trichord). We can also classify the
English horn ostinato in reh. 2 as another
figure, changing the interval foundation of
element 1 (in this instance, major second
+ minor third). Wrapping up the first phase
are the final one and a half measures of
the introductory melody, accompanied
by descending chromatic lines in the bass
clarinets, polymorphically transforming
element 8 (the minor second). These lines
play an important role in the subsequent
development, as do intervallic mutations of
trichord figure.

The starting point of the second phase
is underlined with an accelerated tempo
(piu mosso). The sequence of contrasting
episodes symbolizes the entry into the
forest grove. In the first episode (measures
2—6 after reh. 3), the chromatic fourths in
the bassoons again go spiraling. With that
in the background, the horn continues
the rhythmic and melodic-melismatic
transformations to the morph of element 1
(major second + minor third). The dynamic
aspiration of the beginning episode makes it
possible to view it as a sort of retransition to
the music recreating the noises and voices
of the forest’s inhabitants (reh. 4 — measure
4 of reh. 6).

The sound-descriptive static quality of
the second episode is based on the use of
harmonic pedals of the horn and trills in
the clarinets and flutes. The atmosphere of
vibrating silence they create is permeated
with orchestral voices that imitate the
sounds of living nature. These include:
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— the rhythmically irregular repetitions
of the d# in the oboe at reh. 4 (element 7,
the repeating tone);

— the triad figure with a flickering e’—e#’
minor-major third scale degree in the oboe
at reh. 5 (elements 2, the triad, and 8, the
minor second);

— the “cooing” bass clarinet solo as a
hybrid of three elements: 7 (the repeating
tone), 10 (the reverse-melodic version of the
sequence of two sixths), and 3 (the fifth).

The other textural lines remain
acoustically in the background, and play an
enhancing role, thickening and expanding
the musical fabric. Nevertheless, there
are interesting details to be found in their
intonational relief, which are important in
terms of the form as a whole. For example,
the flute line in measures 1-2 of reh. 5 is
based primarily on elements 3 (the perfect
fifth) and 4 (the perfect fourth). Its purpose is
to expand the sound space by encompassing
the second and third octaves. Elements of
mirror-image symmetry are present in the
construction of this line. The sounds before
and after the pivotal tone d# at the start
of measure 2 of reh. 5 relate to each other
as rhythmically altered retrogrades (see
Example No. 4).

Example No. 4

Igor Stravinsky. The Rite of Spring.
Introduction, reh. 5

The piccolo clarinet line starting at reh.
4 is born out of melismatically embellished,
chromatically descending melodic motion
(a morph of element 8, the minor second),
which is used at the start of the second
phase in one of the bassoon lines. The
piccolo clarinet transforms this motion into
a melodic figure based on the compressed to
a major third (minor second + minor third)
and expanded to a tritone (major second
+ major third) morphs of element 1 (the
trichord). In the last repetition, the starting
major second e’—f# of the tritone mutation
is replaced by a minor second e’—e#. This
is the composer’s way of melodically
preparing for the flickering major-minor
third in the following oboe solo.

The contralto flute line at reh. 6 deserves
special attention. As amorph of element 5 (the
filling of the lower tetrachord of the natural
minor with the adjacent natural seventh step),
it mutates into the melodic figure, which can
be heard as a foretelling of the horn solo at
reh. 25 of The Augurs of Spring. Dances of
the Young Girls. Played in a relatively sparse
textural environment, it is clearly audible.
The horn pedal in the second episode can
be interpreted as an autonomous consonant
component of the musical fabric (the E major
second inversion at reh. 4). It transforms to
a sharply dissonant structure responding
adroitly to changes in the textural environment
(atreh.5). Layered ontop ofthe major-seventh
foundation 4#-a (the morph of element 9, the
diminished-octave false relation), there is a
third line, the melodic minor second f/—e’ that
constitutes yet another diminished-octave
false relation with the flickering tertian tone
of the oboe solo (see Example No. 4).

The intermediary role played by the
third phase (measures 5—-10 after reh. 6) is
emphasized by a change in texture. This
series of compact three-tone or four-tone
chords results from superposing two narrow-
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range melodic ostinatos over the circular,
spiraling line of chromatic-parallel fourths
(brought in for the third time). One of those
ostinatos (in the first flute) is the compressed
morph of element 5 (here, the filling-up of
the lower tetrachord of the natural minor
without the adjacent natural seventh step).
The distinguishing characteristic of the
second ostinato, in the English horn, is an
inner constructive repetition which brings
the tones of the minor second /—f#' in turns
(a morph of elements 7, repetition, and 8,
the minor second). In terms of imagery,
this fragment is similar to the beginning of
The Nightingale: probably, the motion of
clouds, or, perhaps the rustling of treetops.
From a gradually approaching point of view,
the third phase can be interpreted as a brief
halting point in the glade, providing the time
to cast a glance at the sky and the nature all
around. The similarity of these landscape
analogies stems from related approaches
to composition. The intervallic sequences
in the orchestral introduction to the opera
group around the repeated perfect fifth.
The compact three-tone or four-tone chords
of the ballet are layered periodically with
consonant D major/minor triads. Despite its
brevity, the third phase is handed over for
development. Its concluding four measures
demonstrate clear signs of rhythmic
retardation (duplets rather than triplets in
the flutes) (see Example No. 5).

Example No. 5 lgor Stravinsky. The Rite of Spring.

Introduction, mm. 5-10 after reh. 6

;;;;

Fl.

Fl. c-a.
@ beed e gha

The fourth phase takes wup the
developmental thread that appears in the
first episode of the second phase. The motion
deeper into the forest at reh. 7 is based on
an alternation between saturated and sparse
textural fragments (representing the forest
and the copse). Stravinsky recreates the tutti-
solo dialogue, originating in baroque music,
using the contrastbetween ten-line and three-
line constructions. In the saturated (ten-line)
constructions, there are eight pedals and
two-tone ostinatos that temporally prolong
the harmonic vertical entity consisting of
five degrees of the whole-tone scale from
f# with the added tone d# The dissonant
acoustic environment absorbs the oboe and
piccolo clarinet voices. Their intonational
profile is based on musical material which
previously sounded in both episodes of
the second phase. The oboe repeats, in
condensed form, the morph of element 7
(the repeating tone). Once again (for the
third time) piccolo clarinet plays a morph of
element 8 (the minor second). In the sparse
(three-line) construction, Stravinsky uses
two more elements from the second phase:
the initial segment of the English horn line
at reh. 3 (element 1, the trichord figure) and
the first measure of the contralto flute line at
reh. 6, foreboding the horn solo at reh. 25 of
The Augurs of Spring. Dances of the Young
Girls. The dialogue between the saturated
and sparse constructions is in an inverse
proportional relationship: the condensed
repetitions in the former lead to expanded
repetitions in the latter.

The second episode of the fourth phase
(reh. 8) is constructively monolithic. Its
underlying layer (one pedal and four two-
tone ostinatos) absorbs the melodically
individuated lines in the alto flute and
piccolo clarinet. Within that underlying
layer, the ostinato line in the bassoons,
a morph of element 6 (the sequence
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c>—a'-d’—a’) deserves special attention.
The alternation of major third and minor
third (d’-bb—c#—-bb) can be heard as a
vital step in the melodic preparation for the
ticking minor third — perfect fourth ostinato
(db'-bb—eb'-bb), which is one of the main
expressive means in The Augurs of Spring.
Dances of the Young Girls. The piccolo
clarinet line includes a three-time repetition
of the morph of element 8, the minor second
(its fourth appearance). In the alto flute, the
morph of element 5 (the filling of the lower
tetrachord of the natural minor with the
adjacent natural seventh step) repeatedly,
in a thythmically altered and constructively
expanded form, initiates a sequence that
extends into the initial episode of the fifth
phase, which is crossing through the forest
proper.

The beginning of the fifth phase
(measure 1 after reh. 9) contains a new
intonational element. The oboe solo can be
seen as one additional morph (along with
the chromatic-parallel fourths) of element 4.
Its initial melodic figure, paradoxically,
resembles the trochaic syncope, an Italian
Baroque musical mannerism, based on a
descending leap from the downbeat to a
syncopated note. The trochaic syncope
would also be incorporated in works from
the 1920s and 1930s, markedly influenced
by the stylistic features of the Baroque
era. In The Rite of Spring, its sounding
is continued in a melodic line primarily
built on fourths. This line serves as a kind
of constructive antipode, a horizontal
projection of the chromatic parallel fourths.
Aside from the new morph of the fourth, the
musical fabric of the first episode contains
its inverse imitation in the piccolo clarinet.
Serving as a third element is a rhythmically
changeable sequence (a morph of element
5, the filling of the lower tetrachord of the
natural minor with the adjacent natural

seventh step), which has its beginning at the
end of the fourth phase.

The second episode of the fifth phase
(reh. 10-11), a patch of forest which is
difficult to cross, is marked by the highest
level of textural density. Its psychologically
enriched tone painted statics are grounded
in the nine-measure pedal point of the cellos
and double-basses. The pitch foundation
of that pedal point is provided by a most
powerful dominant harmony, the major-
minor seventh chord from e! Its relations
with the ballet’s initial bassoon solo, marked
by a predominating A minor, and also with
the variable D major/minor in the third
intermediary phase are obvious. They point
in an unambiguous (though fairly veiled)
manner to the classical functional-harmonic
(T — S — D) foundation of the musical
development. Looking ahead, the resolution
of texturally and dissonantly complicated
layering of the dominant pedal not at
T (A minor), but rather at the 4-flat minor
of the concluding, sixth phase, can be seen
as a special type of interrupted cadence. Its
nonstandard quality, increasing the intensity
of formational energy which cannot find a
natural way out, leads to the appearance, at
the very end of the “Introduction,” of the
main thematic elements from the following
The Augurs of Spring. Dances of the Young
Girls.

The textural lines that weave through
the dominant pedal in the low strings play
various roles. For instance, the ostinatos in
the contrabassoon and the horns, inheriting
the tradition of the flickering major-minor
third in the oboe solo from the second
episode of the second phase, attempt to
make use of the minor second g—g# they
create to put in doubt whether the third
degree in the major-minor seventh chord
is indeed major. The lines in the English
horn, piccolo clarinet, and clarinet in
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A, reproducing the morphs which have
already been heard, gradually drown in the
growing volume of background, coloristic
counterpoints. In the last measures of reh.
11, there are as many as 15 of them. The
result of this is that the oboe horizontal
morph of element 4 (the fourth), which is
intonationally contoured and begins with
trochaic syncopation, can be heard in the
thickly saturated
sound texture thanks
to its doubling by the
piercing timbre of the
piccolo trumpet (see
Example No. 6). The
violas playing divisi
carry an important
role in shaping the
overall character
of the sound. Their
dual-layer glissandi
sul C, while playing
harmonics based on
their 2-8 overtones,
canbe interpreted as a

Example No. 6

indirectly to the border between rehearsal
marks 1 and 2 of the “Introduction” to The
Nightingale. The idea that the imagined
traveler is now inside the forest (inside
the object) is emphasized by one more
background contrapuntal line, which
recreates the “cooing” bass clarinet solo
from the landscape-imagery episode of the
second phase of the approach.

Igor Stravinsky. The Rite of Spring.
Introduction, reh. 11

new synthetic morph
combining element 2
(in this case, stepwise
movement along a
major triad) and the
characteristic modal
detail of element 5

(in this case, the low
Mixolydian seventh
degree of natural
major). In the sense
of both construction

and imagery, this

morph directly
follows the tradition

that hearkens back

to measure 14 of
the  “Introduction”
to The Firebird, and
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The sixth and final phase of the approach
heralds the moment the folk musician
playing his horn comes into view. Stravinsky
reproduces the original bassoon solo in a
structurally condensed form transposed a
minor second down. The absence of any
horn counterpoint here speaks for itself:
attention focuses exclusively on the source
of the sound, and not on anything else (see
Example No. 7).

Example No. 7 Igor Stravinsky. The Rite of Spring.
Introduction, mm. 1-5 of reh. 12

[ rempo 1 2. 3
...... oo bl B el e \f’%

The “Introduction” of the ballet can be
considered a manifesto for a new, object-
descriptive creative method, rejuvenating
the linguistic norms of European music.
Within  that method, the thematic
development peculiar to the classical and
romantic traditions becomes only one
individual case of polymorphic mutations
of the musical fabric. New compositional
techniques  arise:  figurative  hints,
intervallic forebodings, multilayer ostinato
complexity (instead of chordal or harmonic
condensation), structural analogues
(instead of intonational similarity), textural
and functional dialogic quality, and the
migration of elements between the sections.

The dynamic profile of the shape in the
“Introduction” to The Rite of Spring, based
on alternating phases of expansion and
contraction of the musical fabric, can be
likened to the way a jellyfish swims. Jellyfish
use cyclical changes to the shape of their
bell-like bodies to move forward. When the

bell contracts, water in front of the jellyfish
is sucked inside, propelling it forward. As a
rule, the expansion phase of the bell is longer
in duration than the contraction phase. The
jellyfish analogy more precisely describes
the cycle of expansion and contraction than
does Asafiev’s definition of “form as the
process of growth in the musical fabric:”

It is difficult to describe this type of form,
because here, the chief thing is motion, the
unceasing filling, branching, and inflating
or “contracting” of the fabric, and also its
retrenchment, in the inflow and outflow of
sounds (quantitatively, in terms of numbers
actually obtained, and not only through the
amplification or reduction in the power of
the sound). As if it is breathing, the fabric
fills with air and expands, then shrinks
to one or two lines <...> The form of the
introduction to The Rite of Spring is the
process of growth in the musical fabric
[my bold print. — V. G.]. This is achieved
by the filling and branching described
above..."!

Although in describing the process
of shaping, the author applies the
contrast between branching, inflating and
contracting, the definition of the form as a
“process of growth” includes only the first,
“branching and inflating” phase.

Forms based on the alternation of phases
of expansion and contraction can be seen
as the textural implementation (or morphs)
of the jellyfish morpheme. Underlying
this morpheme are the cyclical changes
to the sound construction. The process
is predicated on the growing role that
textural, timbral, and dynamic elements
of the musical fabric play in shaping
the form. The introductory sections of
The Firebird, Petrushka, and The Rite of
Spring are brilliant examples of jellyfish
morphs. Each of them is individually
characteristic in terms of subject, genre,
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and stylistics. At the same time, in all
three cases, the dynamic profile shapes
a gradual growth in the texture. The area
of the densest texture suddenly, with no
connecting ties or transitions, contracts
into the concluding section, which is based
on the material heard at the very beginning.
This section cannot be defined as a reprise
in the simple three-part form. This is, in
fact, the contraction phase. Its functional
role comes down to concentrating energy
for a new expansion. Resuming cycles
of expansion and contraction provide
the most natural form for modeling the
subconscious emotions which make up
the foundations of the figurative world in
Stravinsky’s music. The morpheme of the
jellyfish, its structural basis, and its specific
textural incarnations can be described as
the most vivid case of the Russian master’s
innovation in musical form shaping.
Stravinsky’s object-descriptive
polymorphism in the “Introduction” to
The Rite of Spring is what Schoenberg
did not want to hear, or was not able to
hear in Stravinsky’s music. He frequently
laments the absence of thematic material, in
Stravinsky, that would be capable of serving
as a foundation for developing variation.'?
These complaints point to Schoenberg’s
unfamiliarity with this unique solution to the

perennial problem of the Grundgestalt of a
musical work, a solution based on completely
different artistic and aesthetic preconditions.
I wish to point out that Stravinsky’s object-
descriptive  polymorphism appears in
The Rite of Spring a decade before the
Austrian  master’s first dodecaphonic
compositions. Today, nobody doubts that
The Rite of Spring, as well as several other
works by the Russian composer, are superior
— in terms of artistic mastery, influence on
worldwide musical processes, and, finally,
popularity among a large listening audience
— to any work by Schoenberg or other
composers of the past century.

Stravinsky’s artistic  discoveries,
continued and developed by Prokofiev
and Shostakovich, help us see the
St. Petersburg Classical School as a
central, key phenomenon in 20th century
music. We now must reconsider our overall
picture of that century and its artistic
achievements. The techno-centric and
Teutono-centric fetters that, up to now,
have hindered theoretical and historical
musicology must be discarded. The artistic
legacy of these three great St. Petersburg
composers, reproduced every day in the
auditory experience of the modern listener,
must finally be granted the description, and
appreciation, it deserves.

G~ Notes (@

' This Russian musical term refers to the structural logic of a musical fabric: [4, p. 151].

2 Stravinsky’s melodic themes as invariant pitch structures are analyzed in: Jarzgbska A.
Stravinsky: His Thoughts and Music. Berlin, Peter Lang, 2020, pp. 244-255.

3 The author of the article analyzes the relationship between the features of symphonic and

suite principles in Tchaikovsky’s piano concertos.

* See: Tumanina N. Tchaikovsky: The Path to Mastery. 1840—1877. Moscow: 1zd-vo Akademii

nauk SSSR, 1962. P. 357. (In Russ.)

> See: Tchaikovsky P., and Taneyev S. Letters. Moscow: Goskul'tprosvetizdat, 1951. P. 32.

(In Russ.)
¢ Ibid. P. 33.

125



Mpobnembl MysbikanbHoW Hayku / Music Scholarship. 2022. Ne 4
G/\S\

7 Characteristics of different types of dance steps are provided in: Popova T. The Foundations
of Russian Folk Music. Moscow: Muzyka, 1977. P. 84. (In Russ.)

8 See: Asafiev B. 4 Book of Stravinsky. 2nd Edition. Leningrad: Muzyka, 1977. P. 44. (In
Russ.)

? See: Vershinina 1. Stravinsky s Early Ballets. Moscow: Nauka, 1967. P. 154. (In Russ.)

19 Boulez P. Stocktaking from an Apprenticeship. Oxford: Clarendon Press, 1991, pp. 60—62.

" Asafiev B. Op. cit., pp. 43-44.

12 For more on this, see: Schoenberg’s Program Notes and Musical Analyses. Schoenberg in
Words. Vol. 5. Oxford: Oxford University Press, 2017. P. 91.
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Annomayusn. Ctarbs nocBsllieHa MpodiieMe n3ydeHus onepHoro Teopuectna Tan /lyHna B cBete
Teopuu nephopmatuBHOCTU. Ha mpumepe paHHero counHeHus «JleBsSTh HAallEBOBY UCCIIEOBAHbI
W3MEHEHUS, TPOU3OLIE/IIINE B ONIEPHOM XKaHpe Mo Bo3AeicTBUEM nepdopMaHca Kak HOBOTO THIa
CHEeKTakJs. B mpousBeneHun HaMeueHbl XapaKTepHbIE U AJISl APYTUX MY3bIKaJbHO-TEaTpaJbHBIX
OIyCOB KOMIIO3UTOpa XyJOXXECTBEHHBIE YCTAaHOBKH: crenuduyeckas padboTa ¢ MOITHUYECKUM
TEKCTOM, HaIlpaBJICHHAsl Ha pa3pylICHHUE JIUHEHHOU JOTHKHU CIOKETa U MPUYUHHO-CIIEICTBEHHBIX
CBSI3€ii; BOKaJM3alusi, OCHOBAaHHAs HAa COEIMHEHUU TEXHUK UTAIbSHCKOrO omnepHoro bel canto
U KHUTaWCKOTO TPAIUIMOHHOTO qupai; CUHTE3 MY3bIKH, aOCTPAKTHOTO MOSTHYECKOrO TEKCTa U
JBUKEHUIA, )KECTOB, HATIOJIHEHHBIX CUMBOIUKOM.

ABTOpBI CTaTbU MPHUXO/IAT K BHIBOAY, YTO TPAKTOBKA >KaHpa, MPE/ICTaBIeHHas B «/leBATH HareBax»
Tan [lyHa, BBIXOOWT JajeKo 3a Mpeleibl aKkaIeMHUeCKOM TpaaullMi pEenpe3eHTAllMd OMEpHhI.
B mnosTudyeckoM TekcTe JUOPETTO KOMIO3UTOP HAMEPEHHO pPa3MbIBACT 3aJI0KEHHBIE
B IIEPBOMCTOYHUKE CMBICIIBI, YTO JOCTUTAETCS IOCPEACTBOM HApYIICHUS JIOTUKU TOBECTBOBAHMUS,
AKIIEHTUPOBAHUEM MY3BIKaJIbHOCTH B 3BYYaHHH CJIOB B yIIepO WX KOMMYHUKATUBHOW (DYyHKIUH.
B npamarypruu, mocTpoeHHOW C OMOpOM Ha METON KOoJlaa M IMPH OTCYTCTBUU CIOKETHOM
¢alymbl, KyIbMUHAIMU U CHAJbl MPOUCXOASAT CHOHTAHHO. My3blka 00JaJaeT CyITeCTUBHBIMU
CBOMCTBaMH, HEOOXOMUMBIMU [UIsl co3laHusi 3¢dekra MMMEpPCHH M BKYyNE C IMOITHYECKUM
TEKCTOM M clieHorpadueil He mpeaycMaTpuBaeT Nepeaady KaKuX-JTHM00 KOHKPETHBIX 3HAauYeHUH.
B npousBenenun cneuuduueckum oOpa3zoM TpakTyercs poiib 3puteieil. [locnennue 3aHMMaOT
MO3UIMI0 AKTUBHBIX YYAaCTHUKOB COOBITUH, a HE MACCUBHBIX HaOIonaTenel, UCHBITHIBAIOT
JUMHUHAJIBHOE COCTOSTHUE, BBIXOZOM U3 KOTOPOTO CTAHOBUTCS CAMOCTOATEIbHOE KOHCTPYUPOBAHUE
CMBICJIOB NTPOU3BE/ICHUS.
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Tan Jlyna // IIpoGnemsl My3bikanbHOM Hayku / Music Scholarship. 2022. Ne 4. C. 127-135.

DOI: 10.56620/2782-3598.2022.4.127-135

© Kuceesa E. B., Kucees B. 10., 2022

127



Mpobnembl MysbikanbHoW Hayku / Music Scholarship. 2022. Ne 4
G/\f\

brazooapuocmu: ViccnenoBanue BBITIONHEHO Tipu (prHAHCOBOM Tomiepkke Poccuiickoro dorma
¢bynnamenTanbHbeix uccaenoBanuii (PODU) B pamkax nayunoro npoekrta Ne 20-012-00366—A
«IlepdopmaruBHbIe (HOPMBI MY3BIKATBHOTO UCKYCCTBA KaK ()EHOMEH COBPEMEHHOW KYJIBETYPBI».

Gys>~ Musical Theater —©

Original article

Interpretation of Genre in Tan Dun’s Opera Nine Songs

Elena V. Kiseyeva', Vasily Yu. Kiseyev?

L. 2Rostov State S. V. Rachmaninoff Conservatory
'Academy of Architecture and Fine Arts, Southern Federal University,
Rostov-on-Don, Russia
le.v.kiseeva@mail.ru, https://orcid.org/0000-0002-8403-6144
Zstudiocons@mail.ru, https://orcid.org/0000-0002-1730-353X

Abstract. The article is devoted to the issue of studying Tan Dun’s music in light of the theory
of performativity. By the example of the composer’s early composition Nine Songs the changes
which have appeared in the genre of opera under the impact of live art performance as a new type of
theatrical performance. The composition has designed artistic precepts which are also characteristic
for other musical-theatrical oeuvres by the composer: specific work with the poetic text directed at
destroying the linear logic of the subject and the cause and effect connections; vocalization based
on connecting the techniques of the Italian operatic bel canto and the traditional Chinese qupai;
a synthesis of music, an abstract poetic text and motions, gestures permeated with symbolism.

The authors of the article come to the conclusion that the interpretation of the genre presented
in Tan Dun’s Nine Songs goes far beyond the boundaries of academic traditions of representation of
opera. In the poetic text of the libretto the composer deliberately dilutes the meanings encumbered
in the primary source, which is achieved by means of infringement of the logic of narration, by
accentuating the musicality in the sound of words detrimentally for their communicative function.
In the dramaturgy, built with a reliance on the collage method and with an absence of a storyline
narrative, the culminations and falls occur spontaneously. The music is endowed with suggestive
traits indispensable for creation of an effect of emergence and together with the poetic text and the
scenography does not call for conveying any concrete meanings. In this composition the role of
the audience is interpreted specifically. The latter assumes the position of active participants of the
events, rather than passive observers, and experience a liminal state, the departure from which is
connected with an independent construction of the composition’s meanings.

Keywords: live art performance, newest opera, Tan Dun’s operatic works
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BopuectBO Tan Jlyma — spkoe u

YHHUKAJIbHOE SIBIICHUE MHUPOBOM Xy-

JOKECTBEHHOM KYNBTYphl pyOexa
XX-XXI BexkoB. O mnpu3HaHUM HOBALUU
KOMIIO3UTOpa MpO(EeCCUOHANBHBIM CO-
OOIIIECTBOM CBHJIECTEILCTBYIOT MPECTHX-
HBIC HArpajabl, CPeId KOTOPHIX IPEMHH
Grawemeyer Award for Music Composition
(1998), Musical America Composer of the
Year (2003), Musikpreis der Stadt Duisburg
(2005), Bach Prize of the Free and Hanseatic
City of Hamburg (2011), Ilpemuss umeHu
. Wocrakouua (2012), Grammy Award
for Best Score Soundtrack for Visual Media,
Academy Award for Best Original Score
(2013). Ero mpowusBeeHHUS BBIMYCKAIOTCS
KpyNHbIMU u3narensctBamu (Hal Leonard,
Schirmer) 1 3ByKO3aMChIBAIOIIMMU KOMTIA-
Husamu (Composers Recordings, Deutsche
Grammophon, Koch International Classics,
Sony Classical), 3BydyaT Ha 3HAMEHHUTBIX
TeaTpaJIbHBIX TUIOMIANKaX W (HeCTUBAIIAX,
cpenu KOTOpbeIXx MapumHckuil Teatp, Me-
TpomnonuTeH-onepa, Jlnonckas omnepa, Can-
Topu-xoiu1, loruraHnackas HalMOHAIBHAS
orepa, BeHckas rocymapcTBeHHasl orepa,
XopBaTCKUI HAllMOHAJIbHBIN TeaTp B 3arpe-
Oe, TearpanbHble U MY3bIKaJbHbIE (ECTH-
Banu B Mockse, DnunOypre, Bene, Pume,
Jlonnone, [1apuxe.

Onepnoe TBopuecTBO Tan JlyHa Ha 1aH-
HBII MOMCHT BKJIFOUAET IISITh MPOH3BEIC-
Huil — «JleBats HameBoB» (1989), «Map-
ko Ilomo» (1995), «IluonoBas Gecemka»
(1998), «Yaii: 3epkano aymm» (2002),
«IlepBerit mummneparop» (2006), B KaxI0M
U3 KOTOPBIX TPEACTaBICHA OPUTHHAIIbHAS
TPAKTOBKA OMNEPHOTO >KaHpa. XapaKTepH-
3ysl My3bIKaJIbHO-TEaTpajibHbIe MPOU3BEIC-
Hua Tan JlyHa, McciieqoBaTelld OTMEYarOT
WX TPUHAJUICKHOCTh K 3CTETUKE IMOCTMO-
JIEpHHU3Ma, CTaBsl BO IVIaBy yIila IIUTHUPOBA-
HUE, JTUAJOTHYHOCTh, MO3aMYHOCTH (CM.
00 aToMm: [1]), TMOO OTHOCAT UX K «HOBOU

BOJIHE» aBaHrapja, oOpalas BHUMaHHE Ha
HAJIMYUE B MApTUTypax CIUIaBa SJIEMEHTOB
KHUTacKkoro (oJybKIOpa, WHIUNHCKOW, TH-
OETCKON TpaJMIIMOHHON MY3BIKH U CIIOCO-
00B pabOTBHI CO 3BYKOM, a TaKXe CO3IaHHE
KOMITO3UIINH, XapaKTepHBIX ISl aBaHTap/a
[2, c. 24-30], mub0 aHANM3UPYIOT TBOpUE-
CTBO KOMITO3UTOPA C TOUKH 3PCHHSI BIUSIHUS
Ha HEro TPaJULMi KUTAWCKOW HAllMOHAIb-
HOM KynbTyphl (cM. 006 stom: [3; 4]). On-
Hako onepsl TaH /[yHa HEBO3MOXHO aacK-
BaTHO OCMBICITUTh U HHTEPIIPETHPOBATH O€3
MOHUMAHUSI SCTETUKU U Teopuu mnepdop-
MaHca. Ero BkitodeHHE B TPOHM3BEACHUS
CIOCOOCTBYET TOSIBICHUIO OPUTHHAIHHOM,
pacuiateiBaroniel akaJgeMHYeCKUue YCTOU
TPaKTOBKH KaHpa.

Ha mpoTspkeHun MOCIeAHUX JecsTHIIe-
TUW MPOUCXOIUT Tpolecc GOPMUPOBAHUS
W pa3BUTUA Teopuu MephOpMaTUBHOCTH,
OCHOBY JUISI KOTOPOH 3aJOKWIN PabOTHI
tearpoBenoB P. Illexuepa!, X.-T. Jlema-
Ha’, D. ®umep-Jluxre’. Ilpemnoxennoe
YMMU TIOHUMaHKe nepdopmanca Kak GopMbl
CTIEKTAKJIsI, OTMPAIONIETOCS HA TPUHITUATIBI
NOCTIpaMaTUYeCcKOro TeaTpa, OKa3aloch
YHUBEPCAIBHBIM W TMPUMEHUMBIM B TOM
yyclie B 00JaCTH My3bIKaJIbHOTO TeaTpa.

Baxneiimmmu  0COOGHHOCTAMH  TIEp-
dopmanca sBisitoTcs  ocolast  PyHKIUSA
3puUTeNsl, Ipeanoaraonas ero coyyacTtie
B XYIO)KECTBEHHBIX COOBITHSX, a TaKXKe
CBsI3b nepdopmanca ¢ putyanom. Ha mpo-
TSDKEHUU IEHCTBUS, TOMOOHO TOMY, KaK 3TO
IPOUCXOJIUT B pUTYyase, 3pUTEIU-YUaCTHH-
KU TIOTPY>KAIOTCSl B JIUMHUHAIBHOE COCTOSI-
HUE, MOAPA3yMEBAIOLIEE CYIIECTBOBAHHE
B «IPOMEXYTKE MEXIy TOJOKECHHUIMH,
OpeANnUCaHHBIMU 3aKOHOM, OObIYaeM, yc-
JOBHOCTSAMHM, LepeMoHnuanmom»?’. Tlepe-
KUBaHUE JIMMUHAJIBHOCTH CIOCOOCTBYET
OoOpeTeHHI0 HOBOTO ONBITa, HWMEIOLIETO
CUMBOJIMYECKYIO HAJICTPONKY, TO3BOJISIET
onpoOoOBaTh MHYIO MaHEpPy MOBEACHUS U
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00BbEIMHUTBCA B cO00IIECTBO (HOApoOHEE
00 aToMm cMm.: [5, c. 79-81])).

B xauectBe spkoro mnpumMepa BOILIO-
HIEHUs CIeKTakis-nepopmManca B orep-
HOM TBopuecTBe Tan JlyHa paccMoTpum
«/leBsATH HANEBOBY» — €ro PaHHIOI PadoTYy,
CO3JJaHHYIO Ha OCHOBE JIPEBHUX KUTAUCKUX
TEKCTOB U HMMEIOLIYIO0 SIPKO BBIPAKCHHYIO
puTyanbHyro ocHoBy. Hecmotrps Ha aBTOp-
CKOe 0003HaYEHUE «OIepay, MPOU3BEACHHE
CJI0HO COOTHECTH C aKaJeMHYECKUM IIO-
HUMAaHHUEM JKaHpa. B cuily HallMOHAJIbHOTO
XapakTepa My3bIKU U CIIeHOTpaduu, a TakK-
e Onaroapsi CHHKpETHU3My MY3bIKH, CJIOBa
Y TaHIIa OHO BBI3BIBAET ACCOLMALIUU C Tpa-
JULIMOHHOM MEKUHCKOM orepor. Ho kaHo-
HBI M 3TOTO >KaHpa He COOJIOEHbI, TaK Kak
B PAacCMarpuBacMOM OIyCE€ OTCYTCTBYIOT
y3HaBaE€MbIE aMILIya, KOCTIOMBI, IBUKEHMS,
CTHJIU TIEHUS.

Kommnosutop obOpamaercs K OJHO-
umEénno nmosme Ilroit FOans, Tpakrys eé
OpUTMHAJIBHBIM 00pa3oM. JIuTeparypHsblii
NIEPBOUCTOYHUK COCTOUT U3 OAWHHAALATH
CTUXOTBOPEHUH, NEBATH U3 KOTOPBIX IIO-
CBAIICHBI OO0XECTBaM’, TPHHAJIC)KAIIUM
K MU(OIOTHH 3apOXKIAIOIIETOCS 1a0CU3Ma
B IOKHOM LiapcTBe Uy, 4TO W ONpenesniio
Ha3BaHMUE MOAMBbI. /[Ba mocneqHux npous-
BEJICHUS SIBJISIOTCS THMHOM U MOJIUTBO®.
B nostuueckoM 1uKiIe NpUCYTCTBYET ClO-
JKE€THasl KaHBa, CBA3aHHAs C ONpENENIEH-
HBIM IIOBECTBOBAHMEM, BKJIOUYAIOLIUM
JUTEpaTypHble TOPTPETHI C SPKUM U IO-
JIPOOHBIM OMUCAHUEM KPACOTHI BHEIIHETO
00nuka OOTOB U MX CJIIOKHOTO BHYTpPEHHE-
0 MHpa, HAMOJIHEHHOIO 3MOLMOHAJbHBI-
MU TepexuBaHusMU. Tak, O6osee MoJIoBH-
Hbl CTUXOTBOPEHMH conepikar J00OBHBIE
MOTUBBI. OHU NPOHU3BIBAIOT TEKCTHI, IMO-
cBsménubie [opHOMY AyXy — OOKECTBEH-
HOW KpacaBHUIle, CETYIOLIEW Ha OJUHOYE-
CTBO ¥ TOCKY O BO3JIIOOJIEHHOM; JIFOOAIIUM
cynpyram locnoguny u locnoxke peku

CsiH, TpU3bIBAIOIIMM JpYr Apyra; BeJH-
kosenHbIM Jla Ceimuny u llao Ceimuny,
0 BCTpEUYE ¢ KOTOPBIMU MEUTAET I'epoi; Be-
TpeHoMmy 6ory X»3-00, CTpaHCTBYIOILLIEMY B
CONPOBOXKICHUU IOHBIX JE€B U 3a0bIBIIEMY
0 cBoeil mpexHel MrooBu. Mccnenoarenu
MIPEAIIONAraoT, 4TO JIMPUYECKUN TE€PO, OT
Ybero JIMla NPOUCXOAUT 0OpallleHue K 1y-
XaM NPUPObI, SBIISIETCS LIAMAHOM. XapakK-
T€p MX B3aUMOOTHOLIEHUW NpencTaBI€H
B BHJC JIIOOOBHEIX CBS3€H, 4TO OBLIO TH-
MMAYHBIM SIBICHUEM 1S IIeproza nepexoaa
OT IIaMaHU3Ma K Ja0CU3MY’.

Cornacuo 3ambiciny Tan JlynHa, mau-
OpeTTo omephl COCTABISET MHOTOS3BIKO-
BYI0 KOHCTPYKILHIO, pa3pylIalonlyro JIu-
HEMHOCTh IIOBECTBOBAHUS, 3aJI0KEHHYIO
B I103Me. DTOMY CIIOCOOCTBYIOT TAKUE MPH-
€MbI, KaK COeIMHEHUE TEKCTOB Ha Pa3HBIX
A3bIKax (QHIIIUICKOM, KHUTANCKOM Tpaiu-
LIUOHHOM WM B TPAHCIUTEPAUUU MUHBUHB),
pa3MmeleHre BBIOPAHHBIX B CBOOOJHOM
MOpPSIAKE CTPOK, KpaTKuxX ¢pas, cIoBOCO-
YETAaHWUW, OTJEIBHBIX CIOB U J1aKe€ CJIIOrOB
u poHeM u3 mepBoucToyHuKa. B Tabnuue 1
MPUBEJCHO CpPaBHEHHUE TEKCTOB JIMOpET-
TO U3 cleHbl «JlyX BOABI» W JEXKallero
B €r0 OCHOBE (parMeHTa IMOIMBI, MOCBS-
MIEHHOTO MOBENUTEI0 pek X3-00. U3 nan-
HOTO IpUME€pa BHUJHO, YTO KOMIIO3UTOP
MPOLMTUPOBAN JIMIIb HIECTYIO, CEIbMYIO
M 4acTb BOCbMOW CTPOK CTUXOTBOPEHHS,
CBOOOJIHO TIEpeMexasi UX ¢ a0CTPAKTHBIMU
CJIOTaMH TaKuM 00pa3oM, 4TOOBI CO3/1aTh
aJUTIO3MI0 Ha JIPEBHUI TEKCT M MperocTa-
BUTHh 3PUTENISIM OIpEAeIEHHYI0 CBOOOIY
MHTEpIpPETALNH.

Kommo3unust onepsl COCTOMT M3 OJ-
HOTO aKTa, pa3lel€HHOr0 Ha JIEBATh pa3-
JIeJIOB-CIIEH, B KOTOPBIX YACTUYHO COOJIIO-
JaeTcsd TMOPSIOK pa3MELIEHUs] TEKCTOB
[IEPBOMCTOYHHKA M BMECTE C TEM Hapy-
IaeTCcsl HUX CHOKETHas Joruka. l[lepsbii
(«Connue u myHa») u AeBAThIN («Kpyru»)
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Tabnuua 1. Onepa «[leBaTb HanesoBy. CueHa «[yx Boabl». CpaBHeHWE TEKCTOB NMOPETTO 1 NepBOUCTOYHMKA

Table 1. Opera Nine Songs. Scene “Water Spirit.” Comparison of the texts of the libretto and the original source

TexeT J1MOpeTTO

OpurnHaabHBIA TEKCT
no3Mmsl ol FOans

Texct nmosmbl Lioit FOans
B nepesone A. l'urosnua®

JAyx Boasbl

Chorus:
— Har

— Tsei
-Yi

— Tsei

2 Voices:
— Spirit does what Shi down in water?
— Ride white turtle Shi chase wen fish.

Chorus:
— Har

— Tsei
-Yi

— Tsei

2 Voices:

— With woman wander Shi on river
island.

— Rushing water Shi soon come down.

Chorus:
—Oh
—Oh
—Ch

JLEK - F1H
54gifes JUI, XGRS B

PR AT, BN S B
HFROSIWUYE, 0oy

HAsES K, M2 5.

flghlR o ek, HIHSERE.

RATNZKA? FeEE DB,

S i, Wlig oK.

TRFDHRAT, ERND .

SRR S UM =R 7

IloBenuTe10 pex

A rynsito ¢ TOOOH,
JIeBSTh PeK 51 C TOOOO MPOE3IKAL0.

ITogsimMaercs BeTep,
B3apimast cBUpenbie BOITHBI.

Ham Bozma KOJIECHUIICIO CITY)KUT
U notocel — 0angaxuHoM,

JBa npakoHa — B ynpsiKKe
U nBa — mo 60KaM MPOILIBIBAIOT.

Ha Ky»sHb1yHB IOTHUMASICH,
I'msggum MBI B Janékue Jaim,

U Butaer ayia
B HEOOBATHO MIMPOKOM TIPOCTOPE.

CKopo coHIe 3aiET,
A s1 BcE 3a0bIBar0 BEpHYThCs! —

JIumb y manmpHeTo Oepera
MpIciu OT CHa POOYIATCS.

Hyx! ITanatel TBOM
Yemry€it cepeOprCTON MTOKPHITHI,

TBoi1 nBOpeIl — U3 KEMUYKHUH,
Bopota — U3 pakoBHH KpacHBIX.

O, 3auem, [ToBenurens,
JKuBémp THI B BOAE MMOCTOSHHO, —

OceiaB yepernaxy,
JleTaromux peIO TOTOHSEH?

Bnons moryueit pexu
A rynsto, Bnageika, ¢ To60oro,

Ha xunsmme Boabl
Ispxy st B HEBOJIBHOM CMSITEHBE.

Ho Tb1, pyku cioxus,
Jlanmeko Ha BOCTOK YIUTBIBACIIb,

U no roxHOTO Oepera.
Crnenyto 51 3a TOOO¥O.
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pazienbl MPENCTaBIAIOT COOOM MpUBET-
CTBHE TIJIaBHOTO OOXKECTBAa W MPOIIAHHE
¢ HuM; BOo BTOopoM («Peka»), TpeTbem
(«Bomnswiit nyx»), uetBéprom («IloBenu-
T >KU3HW»), NATOM («DX0 BIaIN»),
mecTtoM («3armeHue») u cenbmMom («B ro-
pax») MpeACTaBIEHbI JHIIb a0CTPaKTHbIE
JUHTBUCTUYECKHE OOOPOTHI, COYETAHUS
CJIOB U CJIOTOB, B KOTOPBIX CKPBIT HAMEK Ha
CTUXOTBOPEHUS, HATIOJIHEHHBIE JTI000BHOM
TEMATUKOM.

Kommosutop Bcsiuecku MOmuEpPKUBAET
MY3BIKQIBHYIO TIPUPOLY CJIOBA, a B OT/IEIb-
HBIX MOMEHTAaxX 3BYKOBBIE 3(PEKThl CTaHO-
BATCA YacTbIO MY3bIKAJbHOW MHapTUTYPHI.
Hanpumep, B Tekct auOpeTTo ceapbMmoit
cueHsl «B ropax» BKIIOYEH (pparMeHT Ha
KHTaMCKOM s3BIKE, caM IT0 cebe 00agaro-
WA ONPENEIIEHHON MY3bIKAJIBHOCTBIO, U
(dparMeHT, MNPEACTABIAIONINN COUYeTaHHE
conmacHbIX 3BYKOB (LD, T, P, bd, dI, KZ), na
OCHOBE KOTOPBIX POXKIAAETCS UMITPOBUZUPO-
BAHHBIN CAyHJICKEHII.

B napamaryprum omepel OTCYTCTBY-
10T JTUHEWHOCTh M TIOBECTBOBATEIHLHOCT,
YeMy CMOCOOCTBYET OpUTHMHAJIbHAsI TPaK-
TOBKA MEPCOHAXEH — OHU JIMIICHBI UMEH
U MHAWUBUyATbHBIX XapakTepoB. B cBoro
ouepellb, U MY3bIKAJIbHOE pPa3BUTHE HE
CIOCOOCTBYET COETMHEHUIO CIIEH U pasjie-
JIOB TIOTOMY, YTO JUHAMUYECKHE MPOIIeC-
Chl, CBSI3aHHBIC C YEPEAOBAaHUEM KYyJIbMH-
HallMW ¥ CIaJI0B, MPOUCXOASIT BHYTPU HUX
U HE PaACIpOCTPAHSAIOTCS Ha JIOTHKY MY-
3BIKAJILHOM ApamMaTypruu B 1eaom. CMbIc-
JIOBO€ HAIlOJIHEHUE BOKAaJIbHBIX MapTHUH
TaKXe BBIXOAUT 32 PAMKHU aKaJ[eMHYECKOU
Tpaaunuu. B mpousBeaeHun copaepkarcs
HeOoJIbIlIMEe COJIbHBIE U aHCaMOJIeBbIe pa3-
Jenbl CBOOOHOTO CTPOEHUS, B KOTOPBIX
KOMIIO3UTOP TPUMEHUJI WHTOHAIMHM PEUH
Pa3JIMYHBIX KUTAMUCKUX JUAJIEKTOB, COEIU-
HUB UX C JCKJIaMallleil IEeKMHCKOU OTepHl.
B pesynbrare cnoxuicss cBoeoOpa3HbIN

UCIIOJIHUTEIBCKUNA CTUJIb, OallaHCUpPYIO-
M MEXTy aKaJeMUYeCKUM IIEHUEM, KPH-
KOM U peyuTalueil, rae BOKaJbHbIe MapTUH
OMHUPAIOTCS HA OTHOCHUTEJIbHBIE 3BYKOBBIC
pPacCTOSHUSA MEXAY OTAECTbHBIMH (DUKCH-
POBaHHBIMU BBICOTAMHM TOHA OJHOTO WU
HECKOJBKHUX TOJIOCOB.

Jis o0o3HaYeHHs] TaKUX MY3bIKaJlb-
HBIX 3Q(PEKTOB KOMIIO3UTOP BBOAUT aBTOP-
CKYIO HOTAIIMIO, OOBSICHSSA €€ CIEAYIOIUM
obOpazom: «S ucmonb30Baji MATh JIMHUA H
paccTosiHusl Mexay HuMH. IIpocTtpaHcTBO
MEXAY JIMHUSIMH OTPa’kaeT He KOHKPETHYIO
3BYKOBBICOTHOCTb, & JMAIIa30H royioca, TAe
BEPXHHME M HWKHUE JIMHUM O3HAYaloT Ipa-
HUIIBI TIEBYECKOTO JuamnazoHa. B mpousse-
JICHUU IPUMEHEHO Tpaduueckoe 0Toopaxe-
HUE B IPEeJeNIax TOPU30HTAIN U BEPTUKAIIH,
€IMHUIIAMH U3MEPEHUS BPEMEHH SIBIISIOTCS
cexyHab’. PacmudpoBka u rpaduyeckoe
MOSICHEHUE 0COOEHHOCTEN HOTAIlMH JIaHbI B
MPEIUCIOBUM K NapTutype «/learu Hamne-
BOB»'°,

[IpumeuarenbHa TPAaKTOBKA OPKECTPO-
Bor mapruu. Tan JlyH, ciemys ApeBHEH
KUTACKON KJaccupUKaluu, OObEeIUHUI
WHCTPYMEHTBI B TPYIIBl B COOTBETCTBUU
C MarepHaioM MX U3TOTOBIIEHUS U TEM ca-
MBIM TPEJICTAaBUI BO3MOKHOCTH CMEIICHHUS
TeMOpPOB B paMKax KaXJoWh M3 HHUX. Tak,
B IpYIIIy MHCTPYMEHTOB M3 O0amOyka BXO-
AT 4eHr, Habop OpyckoB, 0aMOyKOBbIE
GIyielThl; B Ipyniy U3 MIETKAa — CTPYHHBIC
[IMIKOBBIE WHCTPYMEHTHI THWMA, IJyHHAs
UUTpa, TYLUHb; U3 MeTaljla — KUTalCKue
TapesKku, TPyObl, TaM-TaM, OOJBIIOHN, Ma-
JIBIIA ¥ IEKMHCKUH ToHTH, BHOpadoH. Koxa-
Hble MHCTPYMEHTBHI BKJIIOYAIOT HECKOJBKO
KUTalcKuX OapabaHOB M TOM-TOM; Jepe-
BSHHBIEC — KOHTpa(arot, COHy, MapumMoOy; Ke-
pamuueckue — TpyObl, TIIMHSHBIC TOPIIKH,
Ha0o0p J1yH. DYHKLIKS OPKECTpa NpeumMy1ie-
CTBEHHO Kojopuctudeckas. OH IpuU3BaH,
C OJJHOM CTOPOHBI, CO3/1aTh HAIIMOHAJIbHBIN
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XapakTep 3By4YaHUs U, C JPYroH, YCUJIHTbH
MEAUTATUBHOCTH MY3bIKH.

Oco0bIii HHTEpEC C TOYKU 3PEHUs 3asIB-
JIEHHOW MPOOJIEMaTUKX BbI3bIBAET PUTYaJIb-
HBIM Xapakrep «/leBsatu HaneBoBy». M3Bect-
HO, 4YTO JIUTEpPaTypHbIH IEPBOUCTOYHUK
OIepbl — ATO MOATUYECKUNA LUK, COTJIACHO
VCTOPUYECKUM CBEICHUAM, CO3JaHHBIN JUIs
COIIPOBOXKJCHHS 00psi/ia KEPTBOIPHHOIIIE-
Hust Hapoaa crpanbl Uy''. M. HMcavyeHkoBa
oOpalaeT BHUMaHHUE Ha TO, YTO CTPYKTypa
HEKOTOPBIX CTUXOTBOPEHUH U3 1103MBI L{roi
IOans TOYHO COOTHOCHUTCS € MOCIIENOBa-
TEIbHOCTBIO JIEHCTBUM IIAMAaHCKOIO PUTY-
ajna, B YaCTHOCTH, «OIHICBIBAET MTOATOTOBKY
K €r0 COBEPILEHNI0, MOMEHT HUCXOXKICHHUS
ayxa W “mpollaHue” mamaHa ¢ JyXom»!'Z,
[IpuBeaém kpaTkoe ONKUCaHHUE IIAMAHCKOTO
o6psna B Bepcuu Lot FOans: «Haunnaercs
o0psiz ¢ sxepTBONpUHOLIEHU: “bepy s rop-
TEH3UU U OJIarOBOHBS TOTOBIIIO, BUHO TOJI-
HOILLY S ¥ COYC, NPUIPABIECHHBIN nepLeMm,
U 00Jako mapa Haj >KEepPTBEHHBIM MSCOM
kiayourcs”. Ilepeuuncnsrorcs  arpuOyThl,
UCIIOJIb3yeMbIE€ I LIaMaHCKOro KamJa-
HUS: M€Y C SIIMOBOM PYKOSITKOM, IparoLcH-
Hble KaMHH, Oejiasl [IMHOBKA, Ha KOTOPYIO
JOJDKHBI HU30MTU IyXH. ABTOpP SABISIETCS
IJIaBHBIM JICHCTBYIOIIMM JIMLIOM pUTYyala,
3a1a€t ero putM: ‘“‘bamOykoBOI masoukon
Obt0 B OapabaH OCTOPOXHO, M MEIJICHHOM
MY3bIKE BTOPUT CIIOKOMHOE TEHbE, U C Tie-
HBEM CJIMBAIOTCS 3ByKH CBUPEJIEH U TYCIIEH.
TaHIyIOT KyJ€CHULBI — BCE B JPArOLIEHHBIX
omexaax”»h.

Tan [lyn nmaér ompeneneHue CBOEMY
NPOU3BENCHUIO «ONEPA-KEPTBOIMPHUHOLIE-
HHUE», a U3 TEKCTOB M0AMbI Hanbosee Moa-
pOOHO HMTHUPYET JHMIIL MEPBOEC U OIUH-
HAJLaTO€ CTUXOTBOPEHUS, TO €CTh Te€, TJe
ONMCBIBAIOTCSI KOHKPETHBIE PUTYaJIbHBIC
nercteus. KoMmosuTop paccykzgaer o 3a-
MBICJIE OTIEpHI cienyroumm oopasom: «Ha-
IIMCAHHBIE VIS UCIIOJIHEHU C TAHILIEM, MY-

3BIKOM W APAMaTUYECKUM JICUCTBUEM, OHHU
[“/leBsATh HANEBOB™’| HAMOJIHEHBI KPACOTOM
IpPUPOABLl U TAMHCTBOM IIIAMAHCKOTO PUTY-
ana. 9To CO3BYYHO MOUM OUIYILIEHUSM, KO-
TOpbI€ OBLIM YacTbIO KU3HU B OTAAJIEHHOM
CEJIbCKOM PaiioHe, TJE S BRIpOCH '+,

Baxwno, yto Tan /[yH He TOJIBKO pa3Bo-
pauMBaeT Ha ClIEHE BOOOpakaeMblil PUTY-
an. B mpousBeneHuU JaHa OpUTHHAJIbHAS
TPAaKTOBKa MapTUH JUpUKEpa: OH OyK-
BaJIbHO PYKOBOJAMUT COOBITUSIMU, BBITIOJHSS
GYHKIMIO IIaMaHa W MpUranias 3purenen
CTaTh COyYaCTHUKAMU. «JleBATh HAIEBOBY
OTKPBIBAIOTCS. M 3aBEPIIAIOTCS COJBHOMN
napTuerd Iupukeépa, BKIIIOYAKOLIECH IUIa-
CTUYECKHE JBIDKCHHS U JIeKJIaMalluIo.
Komnosutop co3maér mnephopMaruBHYIO
CUTyallMl0, HaXoJsIChb B KOTOPOMl 3pUTEIHN
HEBOJIbHO TOAKIIIOYAIOTCS K HEKOEMY pH-
TyaJbHOMY JICHCTBY.

Takum o0Opa3oM, TpakTOBKa OIEPHO-
ro kaHpa B «J/leBATH HameBax» BBIXOAUT
3a TpeAesbl aKaJeMHYEeCKOW TpaJulli,
0 4éM CBUJETEIBCTBYIOT 0COOCHHOCTH TIO-
CTPOCHHUS JIMOPETTO, MY3bIKaJIbHO-/Ipama-
TyprU4e€CcKue 3aKOHOMEPHOCTH, TPAKTOBKA
napTuu JUpUKEPa, CIOCOOBI MOCTPOCHUS
BOKAJIbHBIX U OPKECTPOBBIX mapTuil. KoH-
LEMIUs paccMaTpUBaeMON OMephl Mpe-
IoJIaraeT IMOTrpYyKeHUEe 3puTenerd B ca-
KpaJIbHYI0 HJICI0 OOMICHUS C JTaOCCKUMH
00XxecTBaMU U NMPHUOOILIEHUS K PEIMTHU03-
HO-(PUIO0COPCKOMY YUEHHUIO, C UEM CBs3a-
HO W OOpallleHre KOMIIO3UTOpa K HOBOWM
dbopme crhekTakyisi — K CIEeKTaKIo-Tep-
¢dbopmancy. IlocpenctBoM co3maHust ce-
MaHTUYECKOW MayTUHBI U UTPBI CO CMBIC-
JJaMH KOMITIO3UTOP BOBJIEKAET 3pUTENICH B
IIPOIIECC CaMOCTOSITEJIBHOTO BBICTpanBa-
HHSL CMBICIIOBOTO Toyist. IIpencraBiieHHbIN
B omepe crnocod HUCMOIb30BaHUS B JCH-
CTBUM JJIEMEHTOB pUTyaJla CO3AET OLIy-
LIEHHE MTPUYACTHOCTU K XY 0’KECTBEHHBIM
coObITHSIM. Pa3pyliieHue ycCTOsBIIETOCS
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COOTHOICHUA MCKAY HUCIIOIHUTCIAMU H MMOHUMAaHHUs COOBITHI CHOCO6CTBYIOT I10-
3pUTCIIIMHU, OTCYTCTBHUC CIOKETHOM (1)3,- SABJICHUIKO  COCTOAHHA  JIMMHUHAJIBHOCTH,
6y.IIBI U HCBO3MOXKHOCTb OJHO3HA4YHOI'O MCHTAJIbBHOTO KpU3HUCa.
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MaccoBas KynbTypa 3noxu metamogepHa
B cBeTe ¢hunocodpum noctmogepHmama
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Annomayus. MaccoBas KynbTypa SIBISICTCS BXKHSUITUM (DEHOMEHOM 001ecTBa, 6€3 KOTOPOTO
CJIOHO MPEACTaBUTh peaabHOCTh X X Beka. Dmoxa nmocTMoiepHa MmoBjiausiia Ha KaueCTBO MaCCOBOM
KyJIBTYypsl MeTamozepHa. s moHuMaHus €€ HOBBIX XapaKTEPUCTHK M (OPM CyIIECTBOBAHUS
BaXHO 0003HAYHTH CBS3H C (pritocodueli mocTMonepHusma. Llens maHHO# cTaTbu — UCCIENOBaTh
PU30MATUYECKYIO0 MOJEIH KyJIbTYPhl PHI0CO(UN MOCTMOICPHU3MA U BBISIBUTH B HEW OCHOBAHUS
TpaHc(hopMaMi MacCOBOH KyJBTYpPHl B ATIIOXY MeTaMoJepHa. ABTOp CHCTEMAaTU3UPYET OLEHKH
MaccoBoi KyabsTypsl X X1 Beka, onpenenser e€ 0coOOSHHOCTH B ITapaiurMe KyJIbTypbl METaMOJIEPHA,
HCIIOJIB3Ys pU30Ma-aHaAJIN3 B KQUECTBE HAyYHOTO MOJIX0/1a.

Ha ocHOBe OCMEBICIICHHSI pU30MAaTHUECKONW MOJENN KYJIBTYPHI B PHIIOCO(UU TOCTMOJCpHU3MA
cleNlaH BBIBOA: C(OPMYIHPOBAHHBIE TOCTMOICPHHUCTCKON (miIocopueil wuuen IeIeHTpaIH,
MHOKE€CTBEHHOCTH, ILIIOPAJIbHOCTU BO MHOTOM OOBSICHSIIOT HOBBIE XapaKTEPUCTUKH MacCOBOM
KyapTypbl. OHa MOXET paccMaTpuBaThCS KaK OTKpbITas cUcTeMa, oOsajarouiasi KpeaTuBHBIM
MOTEHLIMAJIOM CaMOOPTraHU3allMK U B PA3IMYHBIX COLMOKYIBTYPHBIX CUCTEMax IpuoOpeTaromias
HOBBbIE CBOMCTBa. [IpoTHBOpEuMBBIE OLICHKM COBPEMEHHOM MaccoBOM KyabTypel B XXI Beke
MO3BOJIAIOT BBIIBUTH KaK HEraTWBHbIE €€ XapaKTEepUCTUKM (pa3BiEKaTENbHBIM XapakTep,
KOMMEpLHUaIN3alysl, CO3/1aHUE BUPTYaJbHOM pEaJbHOCTH, MAaHUMYJSIMS CO3HAHUEM, YIpo3a
HAIlMOHAJILHOU KYJIbTYpE U JIp.), TaK U IO3UTHUBHBIE (I€MOKPATUYHOCTb, I0CTYITHOCTh, MACCOBOCTh
u 1p.). [lpumenenue koHienTta pu3oMbl B Ka4eCTBE METOAA MOMOTaeT M3Y4YUTh OCOOEHHOCTH
MacCOBOW KYJBTYpBI, PACKPBITh HOBBIE TpaHU (heHOMEHA SIMOXHM MeTaMozaepHa. TpaHcdopmarus
MacCOBOH KYJIbTYPBbI BbIpa3uiach B CHHTE3UPOBAHUU KYJIbTYPhI SIUTAPHON U MacCOBOM, UCKYCCTBA
1 OOBIIEHHOCTH, PEAJIbHOTO U UEAIBHOTO.

Knioueevie cnosa: wmaccoBas KyinbTypa, KyJlIbTypa TIIOBCEIHEBHOCTH, (rtocodus
MIOCTMOZIEPHU3MA, TOCTMOJIEPH, METaMOJIEPH, pU30Ma-aHaJIn3, pU30MaTHUECKasi MOJIENb KYJIbTYpPbl

Jlna yumuposanus: 1apésa H. A. MaccoBas KyJIbTypa TI0XH METaMOJIEpPHA B cBeTe (pritocoduu
noctmonepuusma // Ilpobiemsr Mmy3bikanbHOM Hayky / Music Scholarship. 2022. Ne 4. C. 136-146.
DOI: 10.56620/2782-3598.2022.4.136-146
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Mass Culture of the Postmodern Epoch
in Light of the Philosophy of Postmodernism

Nadezhda A. Tsareva

Far Eastern State Technical Fisheries University, Vladivostok, Russia,
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Abstract. Mass culture presents the most important phenomenon of society without which
it becomes difficult to perceive the realities of the 21st century. The postmodern era has exerted
influence on the qualities of the mass culture of the metamodern age. In order to understand its new
characteristic features and forms of existence it is important to indicate the connection with the
philosophy of postmodernism. The aim of the present article is to research the rhizomatic model of
culture of philosophy of postmodernism and to reveal in it the bases of the transformation of mass
culture in the metamodern epoch. The author systematizes the evaluations of 21st century mass
culture, defines its peculiarities in the paradigm of the culture of the metamodern age with the use
of rhizome-analysis as a scholarly approach.

On the basis of comprehension of the rhizomatic model of culture in the philosophy of
postmodernism the conclusion is arrived at: the ideas of decentration, multiplicity and plurality
explain in many ways the new characteristic features of mass culture. It may be examined as
an open system endowed with the creative potential of self-organization and acquiring new
features in various sociocultural systems. The contradictory evaluations of contemporary mass
culture in the 21st century make it possible to reveal both its negative (its entertaining character,
commercialization, creation of virtual reality, manipulation of consciousness, a threat to national
culture, etc.) and its positive characteristic features (its democratic quality, accessibility, mass
character, etc.). Application of the concept of the rhizome as a method makes it possible to study
the particularities of mass culture, to open up new verges of the phenomenon of the metamodern
epoch. The transformation of mass culture expressed in synthesizing the elite and mass cultures, art
and mundanity, the real and the ideal.

Keywords: mass culture, culture of mundanity, philosophy of postmodernism, postmodern,
metamodern, rhizoma-analysis, rhizomatic model of culture

For citation: Tsareva N. A. Mass Culture of the Postmodern Epoch in Light of the Philosophy
of Postmodernism. Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 4, pp. 136—146.
(In Russ.) DOI: 10.56620/2782-3598.2022.4.136-146

MOXy MOJIepHa, HaunHas ¢ 70-X ro- MaTUKH CO3Jal0T [o0aibHOE OOLIECTBO
0B XX BEKa, CMEHSET 3I0Xa [IOCT- € YHUBEPCAJIbHBIMU KOMMYHHUKALUSAMM.
MozepHa. [lepexon k nocTuHAycTpu- B HacTosAmMiA Nepruox TEXHOIOIMYECKOE, T10-
albHOMY OOLIECTBY, HAay4yHas PEBOJIOLUSA  JIUTHYECKOE, COLUAIBHOE Pa3BUTUE 00YCIIO-
B cepe MHUKpPOMHpA, F€HETUKHU, MH(POpP-  BHIO HOBYIO CTAIMIO Pa3BUTHUs OOIIecTBa —
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smoxy MetamoepHa'. [Ipoucxomur u cMeHa
KyJIbTYpHOU mapaaurmel [1]. B Hacrosumii
MEePUOJI MUP CYLIECTBYET B CUTYallUd POCTA
uHpopmanroHHoro B3anmosnenctaus. Coe-
pa CMMH, corcereil, MHTEpHETA SABISAETCS
OnmaromaTHOW TOYBOM MJIsi TIPOABMXKCHUS
MaccoBOM KyJbTypbl, (QopMUpYIOLIEH CO-
3HAaHUE U MHUPOBO33PEHUE YEJIOBEKA. JBO-
JIOLMIO O0IIecTBa U KyJbTYpHl €€ B ce-
pennne XX Beka [. Makito3H CBSI3bIBAI CO
cpelcTBaMu KOMMYyHUKaluu. @unocod mo-
jaraji, 4To ayIMOBH3yalibHAs KyJIbTypa, KO-
TOpas IpHUIJIa Ha CMEHY KHI)KHOM, co3/a-
Jla UHYK0 MaccoByro Kyubrypy. B XXI Beke
BCJICZICTBUE M3MEHEHUN COIMOKYJIBTYPHOI
cutyanuu ()EHOMEH MacCOBOW KYJIBTYpHI U
TEHJICHIIUM €€ Pa3BUTHUS HYXKIAIOTCA B HO-
BOM OCMBICIICHHH.

[TonsaTe «maccoBasi KyJabTypa» MOSIBU-
aock B 1940-e ronpl. Oka3aBmuecs B aMe-
PUKAHCKOW SMHUrpanuy  MpeACTaBUTENIU
Opankdyprckoil mkonsl M. Xopkxaiimep,
T. Anopno, I. Mapkyse, 3. ®pomMm u apy-
rue HaONofaIu SIBJICHUS KYJIBTYPhI U Qop-
MbI €€ TPaHCISIUHU, CO3/IaHHbIE TEXHOJIO-
rudyeckuM mnporpeccom. MHayctpuanbHOe
00LIECTBO, CTaHJIAPTU3UPOBAHHBIE (POPMBI
XKU3HU TOPOJUIN MACCOBYIO KYIBTYpY.
Kputuka ¢unocopamu coBpeMEHHBIX UM
SIBJICHUI OTpa3uiach y>K€ B ONPEIEICHUSIX.
T. AnopHO Ha3bIBall MacCOBYIO KYIBTYpY
B CBSI3U C YIPO30# JYXOBHOCTH «HU30BOI»,
«OynsBapHoOi»; I. Mapkyse — «addupma-
TUBHOW KyJIBTYpOil», KOTOpast, MoJo0HO pe-
JIUTHUH, CO3AET BUPTyaIbHBIN MUD, 3aMEHSI-
IOLUNA peasbHOCTh Wuto3usaMu. [Ipu atom
JOMHHUPYET KPUTUUYECKOE OTHOIIECHHUE
K KYJIBTYpe CTaHJapTU3aIluH, 00e3TMInBa-
HUsl, (HOPMUPYIOIIEH «OTHOMEPHOTO YeJo-
Beka» (I. Mapkyse).

B coBpeMeHHON HayyHOW JUTEpaType
BBICTPAUBACTCs] CMHOHUMUYHBIN PO IO-
HATHUN: «MaccoBasi KyJlbTypa», «pa3BlieKa-
TEJILHOE UCKYCCTBOY, KIIOMYJSPHAs KyJIbTY-

pa», «KMEIMAKYJIbTypa», «KyJIbTypa 10CyTra
u J1p. Paznuums cymecTByrOT U B comepiKa-
HUU TIOHSTHS «MaccoBasi KyJiabTypa». B ca-
MOM IIMPOKOM CMBICJIE KYJIBTYPY, OTBEYAO-
HIyIO 3alpocaM OOJNBIION YacTh OOIIecTBa
U JOCTYyNHYI Onarogaps WH(OpMalUOH-
HBIM TEXHOJIOTHSM, Ha3bIBalOT MAaCCOBOM.
MHoroob6pasue TpPaKTOBOK JePUHUIIUHA
00yCJIOBJIEHO DPA3IMYaIOIIMMUCA MOAXOAA-
MM K IOHUMAaHUIO €€ CYITHOCTH [2, c. 443].

B HayuHOl nuTeparype BTOPOU IOJIO-
BUHBI XX BEKa aHANIUTHKA ()eHOMEHA Mac-
COBOM KYJIBTYpBI IPEACTABICHA IIMPOKO:
. benn, 3. lunnc, O. llnenrnep, X. Opre-
ra-u-lI'accert, 3. ®pomm u ap. B oredecTBeH-
HOW Hayke 3TMM IpoOiieMaM MOCBSIIAIN
ceou paborel A. Koctuna, K. Paznoros,
I'. Knabe u n1p. O630p oxo/10B K NOHATHIO
«MaccoBas KyJbTypa» IpeACTaBIIeH B pabo-
te B. Typkunoii u E. AHTOHOBO#. ABTOPBI
BBIICIISIOT 3Talbl B Pa3BUTHUU IIpE/ICTaBIIe-
HAWA O KyJBType, pacCMaTpHUBAaKOT Pl €€
neduauui. Hambonee peneBaHTHOM st
aHaJIM3a MacCOBOM KyJBTYpPBI B 3IIOXY METa-
MoJiepHa MpeAcTaBisieTcs: (GOpMyIUpOBKa
1. CMONKMHON KaK «IOJs, IJe OIpeness-
I0TCS, 3aKPEIUISIIOTCS U IEPEOnpenestoT-
Csl 3HAUEHHUS, CMBICIIbI, MPOHU3BIBAIOIINE
KHU3Hb OOBIYHOTO uesoBeKa... KynbeTypa
€CTh CMOCO0 >KU3HU, COBOKYIHOCThH IIO-
BCE/THEBHBIX MIPAKTUK".

Pa3nuyHble acreKTbl MacCOBOM KYJBTY-
pbl XXI Beka npeacTaBiaeHsl B psiie myOomu-
Karui. E. TumkuHa ucciaeayer B3auMOOTHO-
IICHHUSI MAaCCOBOM U DJIMTAPHOM KyNbTYphI';
I'. JIuTBuHLIEBaA, aHAIU3UPYSL COBPEMEHHYIO
MacCOBYIO KYJBTYpY, MPUXOIUT K BBIBOLY
0 IIOCTENIEHHOM CTUPaHUM TPaHMI] C NIATAP-
HOW’; O BIHMSIHUU M3MEHEHHUH B JAYXOBHOU
cepe oOmiecTBa Ha MAacCOBYIO KYJIBTYPY
pasmbinuiset C. [lerposa [3].

CBs13b (peHOMEHA MACCOBOU KYJIBTYpHI U
¢dunocodun mocTMoiepHU3Ma OCBEIIICHA HE
TaK IIUPOKO. TeM He MEHee UCCIIEOBaHUE
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MaccoBOW KyJbTypbl B KOHTEKCTE (puiio-
copur TOCTMOJIEPHU3MA MPEACTABICHO
B paborax E. Uennnze® (ocBenaroTcs oco-
OEHHOCTH MaccoBOM KynbTypbl XXI Beka),
T. AdanacbeBoit’ (aHATM3UPYIOTCS HHTE-
rpUpyIollias U aJlaliTUBHAsE POJIb MaCCOBOIO
UCKYCCTBa B MH(OPMAIMOHHOM MPOCTpaH-
CTBE B 3MOXY MOCTMO/IEPHA).

N xoTd B 3M0OXy METaMoOAEpHa COXpa-
HSIFOTCSI OCHOBHBIE YEPThI KYJIBTYPbI MOXH
MIOCTMO/IEpPHA KOHIIA IIPOIJIOr0 BEKa, BaX-
HO IOHATh M3MEHEHMUS KauyecTBa, COCTOS-
HUS U 3HAUEHUs JJIs YeJloBeKa U 001ecTBa
MaccoBoi KynbTyphl B XXI Beke, uTo 00y-
CJIOBJIMBAET AKTYaJIbHOCTb JAHHOI'O HCCJIE-
noBanusi. OcoObIii MHTEPEC MPEACTABISIET
pu3zomMartuyeckas MOZAeNb KyJIbTyphl B ¢u-
Jocopuu MOCTMOJIEPHHU3MA, KOTOpas Co-
JIEPXKUT B cebe TeopeTuyeckoe 000CHOBA-
HUE TpaHCPOpPMAIUU MACCOBOU KYJBTYpPHI
3M0XU METaMOJEPHA M I03BOJISET MPOTHO-
3UpOBaTh TEHJECHIUU €€ pa3BUTHS.

Hayuynas HoOBHM3HAa HacTOSIIEH CTaTbH
3aKJIF0YAeTC B MPUMEHEHUU pU30Ma-aHa-
Ju3a B Tpolecce M3ydeHus TpaHchopma-
MK MaccoBor KynbTypbl XXI Beka, BbIsB-
JIEHUsI OCHOBAaHUM ISl U3MEHEHUS KaueCTB
U (hopM MaccOBOW KyJIBTYpbI SIIOXH MeETa-
MOJIEpHa B PU30MATUYECKON MOJETHU KYib-
Typsl K. Jlenésza u ®@. I'BarTapu.

Llens cTaThu — BBIIBUTH TEOPETHUECKOE
o0ocHOBaHHE TpaHChHOpPMAIIUU MaCCOBOM
KYJIBTYpBI B 310Xy METaMOZEpHA B pU30Ma-
TUYECKOM MOAENU KyJabTyphl (uiocodun
noctMoaepHu3ma. Cucremarusanusi Mpo-
TUBOPEYMBBIX OLEHOK COBPEMEHHOW Mac-
COBOM KYJIBTYpbl B COBPEMEHHBIA IIEPUOL
CHOCOOCTBYET PEHIEHUI0 OCHOBHBIX 3a/1a4
UCCJIE0OBAHUS — II0Ka3aTh IMPUCYTCTBYIO-
M€ B PU30MATUYECKOM MOJENH KYJbTY-
Pl XapakTEPUCTHUKH MacCCOBOM KYJIbTYpbI
ANOXM METAaMOAEpPHAa M PACKPBITh HOBBIE
CMBICIIBI U Kau€CTBO MACCOBOM KYJIBTYpPBI
B [1apaJiurMe KyJapTypbl MeTaMoiepHa. Bax-

HO CHCTEMaTH3HpOBaTh IPEACTABICHUS
0 KadecTBe (peHOMEHa MacCOBOH KYJIBTYPBI
SMOXU METaMOJICPHA M MPOAHAIN3UPOBATH
e¢ aMOMBaJICHTHOE 3HAUCHHE IS YEeJIOBEKa
n obmectna B XXI Beke. [Ipu 3Tom npakTu-
YyecKass 3HAYMMOCTh CBSI3aHA C IMOHMMaHHM-
€M 3HA4YCHUS] MACCOBOW KYIBTYPHI B )KU3HU
cyObekTa M oOmiecTBa. 3HaHHWE CYITHOCTHU
MacCOBOM KYJBTYPbl IMOMOXET YEJIOBEKY
M30eXKaTh MaHUITYJISIIIUU CO3HAHUEM, aKTHU-
BU3UPOBATH MPOLIECC CAMOPA3BUTHSL.

Pusomatuyeckas Moaenb KynbTypbl
NOCTMOAEPHU3Ma

Teopetuku mocTMoaepHU3Ma — (PuiIo-
co(ckoro HampapieHHUs] MOCIENHEH TpeTu
XX Beka — K. bonpuiisp, XK.-®. JInorap,
K. Hdenés, @. I'sarrapu u ap., omrymas u3-
MEHEHUE KyJIbTYPHOW MapaJurMbl, OCyLle-
CTBIIIM peQUIEeKCUIO0 JIeHCTBUTEIBHOCTH.
OpHMMH U3 OCHOBHBIX MJEH CTallu JeleH-
TpaJM3alusl, aHTUPALMOHAIN3M, aHTUIOT-
MaTHU3M, IUIIOPATIU3M.

K. lenés m @. I'Barrapu B pe3ylibra-
T€ aHaJIu3a COBPEMEHHON UM KYJBTYpHI
CO3JQJIM PU30MATUYECKYIO MOJEIb KyJlb-
Typbl, OTIMYAIOLIYIOCS OT JIMHEWHOM MO-
nenu. Ouiocodsl BACIUIN J1Ba IEPHOAA
B UCTOpHUU KynbTypsbl. [lepBblii nepuon Tpa-
JTULIHAOHHOU KYJIBTYPBI — «OCEIION», «Tep-
PUTOPHUATBHON» — TO KJIACCUUYECKasl KyJIb-
Typa, B OCHOBE KOTOPOH JIEKUT IPHUHIUI
muMmecuca. llogpaxkanue «eaMHOMY Kak
CyObeKTy WM O0BEKTY, €CTECTBEHHOW MM
DYXOBHOM CYIIHOCTH Kak o0pa3zy Mupan»®,
OTPaXEHUE PEAIBHOCTH CTAHOBUTCS OCBIO,
BOKpPYT' KOTOPOW NPOUCXOAMT JUHAMHUKA
MHOT000pa3HbIX siBIeHuH. MckyccTBO 3TO-
To TIeproja mogo0HO Kaiubke, pororpadum.
OTO KHM)KHAsl KyJbTypa C TOCIOACTBOM
JOTMKU W uaeu aerepMuHusma. O6pasom
KJIACCUUYECKOM KYyJBTYpBI BBICTYHAET JIepe-
BO, IJIE€ BCE €ro AJIEMEHThl UMEIOT F€HETH-
YECKYIO CBSI3b.
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Kynerypy konma XX Beka duiiocodsr
Ha3bIBAIOT «KOYEBOW», MOCKOJIbKY B JMHA-
MUKE CBOETO PAa3BUTHUS OHA «JIETEPPUTOPH-
3UPYET», pa3pyILIacT OCHOBAHUS «OCEIIION»
TPaJULMOHHON KyIbTypbl. B KkoHUenuuu
KYJIBTYPHOU JTUHAMHKHU («KYIBTYPHOTO HO-
Manu3may) Jenés m I'BarTtapu mporHosu-
pyloT e€¢ TpaHcopmaluio. YTUIUTapHOE
UCKYCCTBO, CTaHIAapTHU3UPOBaHHbIE (OPMBI
CYLLIECTBOBAaHUS, HOPMbI OOIIECTBEHHOIO
nparmMaryus3ma, Co3J4aBacéMble TpPaJULMOH-
HOW KyJIbTYpod, OyayT 3aMEHEHbl HOBOMU
«KYyJBTYPOU KOPHEBUILA.

Onronorus [lené€3a, orpunaromas ymo-
PANOYEHHOCTh OMNIMO3MIMI KaK OCHOBaHUE
OBITHS, AaJ1a TOTYOK JIJIsl HOCTPOEHUSI HOBOM
MOJZIENIN KyJbTyphl. TOJIBKO MHOTOYMCIIEH-
HbI€ pa3iuyus, CyIIeCTByIoIIUe Oe3 eau-
HOTO IIEHTpa, Pa3HOOOpPa3HO B3auMOJEH-
CTBYIOLIME IPYT C APYTOM, CTPYKTYPUPYIOT
mup. B pabore «Puzomax (1976) [ené3 u
I'BaTTapu OOBACHSIOT CBOE MpeACTaBICHNE
0 MpoIEeccax AEUCTBUTEIBHOCTH C IOMO-
b0 MeTaQOPBI PU30MBI — KOpHEBHIIA. OT-
POCTKH, OOETH, BOJIOCKM KOPHEBMILA pa3-
HOOOpa3Hbl U AMHAMUYHBI. OHU TOCTOSIHHO
OTMHPAIOT, OTPACTAIOT U B3aUMOJAECHCTBYIOT
CO BCEM, YTO BOKpYT HUX. PeanbHOCTb, Kak
KOpHEBHILIE (pU30Ma), BTOpraercs B pas-
HbIE HBOJIIOLIMOHHBIE LIETIOUYKH U o0pasyer
«TIONIEPEYHBIE CBS3M» MEXIY «IUBEPreHT-
HBIMW» JIMHUSIMHU pa3BUTHs. Pu3oma umeet
paznuuHble GOPMBI, OHA PACTET «Pa3oM BO
BCE€ CTOPOHBID», OHAa a0COIOTHO HEJIMHEWHA
U TOTOMY MPAKTUYECKH HEYHUUYTOXKHMA.
Hu omHa u3 CTpyKTyp pU3OMBI «HE HUMEET
MIpUOpUTETA NIEpe Apyroi». [ eHeTnueckas
OCb B pU30ME OTCYTCTBYET, Y HE€ HET Haya-
Jla ¥ KOHLIA, HET BHYTPEHHETO U BHEUIHETO,
OHA PACTET U3 CEPEANHBI M BBIXOJUT 3a IIpe-
nensl neHTpa. «Puzoma nocTosHHO compsi-
raeT CEMUOTUYECKHE 3BEHbsSI, OPTAHU3ALINIO
BJIACTH, OOCTOSITENBCTBA, OTChHUIAIOLIUE
K UCKYCCTBY U HayKe, 00IIeCTBEHHOW OOPh-

6e. CeMHOTHYECKOE 3BEHO MOJO0HO KIIyO-
HIO, BOMpAIOIIEeMy camble pa3HOOOpa3HbIe
aQHTH — HE TOJIbKO JIMHTBHUCTUYECKHUE, XKe-
CTyaJIbHbIE€, MBICIUTENIbHBIE: HET S3bIKa
B ce0e, YHUBEPCAIbHOIO S3bIKa, €CTh CO-
PEBHOBaHUE AMAJIOrOB, Hapeyuil, kapro-
HOB, CIIEITHAIILHBIX S3bIKOB...»" .

MHuoroo6pa3ue ¢opm ObITHS U Oe3rpa-
HUYHOCTb PU30MBI [TO3BOJISIIOT MPEICTABUTh
e€ KaK CaMOCTOSATEIbHO CYUIECTBYIOIIYIO
cucteMy. OCHOBHBIMU XapaKTEPUCTUKAMHU
PU30MaTUYECKON KYJIBTYpPhl IOCTMOZEP-
Ha KaK CHCTEMbI SIBJISIIOTCS TakXKe HEIH-
HEWHOCTh, IUTIOPAJIbHOCTh, OTKPBITOCTD,
JNEUEHTPUPOBAaHHOCTh. [loHATHE pU30MBI
B IIMPOKOM CMBICJIE OXBAThIBAET BCIO JEH-
CTBUTENIBHOCTh. YENOBEK, KyJbTypa, MU
puzoMaTuyHbl. PazHOpOgHBIE COCTaBIsAIO-
IIME€ PU30MBbI HEPA3PHIBHO CBS3aHbI; B3a-
MMOJICHCTBYS MEXIy COOOW, OHU OpraHu-
3yIOT MPOCTPAHCTBO MHUpPA KaK OTKPBITYIO
CUCTEMY, COMNPSTAIIYIOCS C JIpyrUMH
cucreMamu. CrenoBaTelbHO, KYyJbTypa
B JI0Xy TOCTMOZEpHa, 001aaasi KpeaTuB-
HBIM ITOTEHIMAJIOM CaMOPa3BUTHS U CaMo-
OpraHu3aluu, CBOOOJHO pa3BUBAETCH, U
JUHAMHUKA 3TOTO MPOLIECCa 3aBUCUT OT KOH-
TaKTOB C IPyTUMH CUCTEMaMHU.

Takum 006pa3oM, MOCTMOJEPHU3M OTPHU-
[[a€T OJIHOCTOPOHHIOIO TPAKTOBKY OBITHS U
KYJIBTYpPbl U TIPEAJIaraeT MOJIENb KyJIbTypbl
KaK CHUCTEMBI, I7Ie MHOXXECTBEHHBIE U PaB-
HOIIPaBHBIE AJIEMEHTHI COCYIIECTBYIOT BHE
CTPYKTYPHBIX U U€PAPXUUECKUX CBS3EH.

[IpuHUUN OEeUeHTpalMu U UACH TUTIO-
pajau3Ma OTPa3suIMCh HA OTHOLUIEHUH NOCT-
MOJIEpHU3MA K MaccoBOM KyibType. He-
00X0AMMO TOAYEPKHYTh, UYTO HMEHHO
¢ ¢uinocopun MOCTMOJEPHHU3MA HAYMHA-
eTcsd OTKa3 OT pPaJNKaJIbHO HEraTUBHOIO
OTHOILIEHUS K MaccoBOW KynbType. besyc-
JIOBHO, (GUI0CO(DBI B CBOUX Pa3MBIIIICHUSIX
TOBOPST O IMYCTHIX 00pa3zax, CUMYISKpax,
BUPTYAJIbHOM PEaTbHOCTU KakK MPOIYyKTax
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MaccoBOW KyNIbTYphel. TeM He MeHee Mo-
JIEPHUCTCKAsi KPUTHUKA MAacCCOBOM KyJbTYpbI
B IIOCTMOJEPHM3ME CMEHSETCS Ha TOJe-
paHTHOE OTHOLIEHHE KaK K ()eHOMEHY, UMe-
IOILIEMY [IPaBO Ha CYIIECTBOBAHUE.
IIpexxnme Bcero mnOCTMOAEPHUCTCKAsS
uJess MHOXECTBEHHOCTH U pa3zHOOOpasus
CTHpaja TPaHMIBI MEXKIY TPAAUIIMOHHOMN
KyJIbTYpOH M MaccoBOH, OOBIICHHBIM U
BBICOKMM. Pedexcuss MaccoBoil KynbTy-
pbl B IOCTMOJIEPHU3ME BBIPAXKaJIaCh B €r0
BHUMATEJIbHOM OTHOILIEHUHM K MOBCE/IHEB-
HOMY OBITHIO YeJIOBEKa, KOTOPHIH BO BCEX
chepax CBOEro CymieCTBOBaHUS HMEET
paBo Ha BBIOOpP. UenoBedyeckast SK3UCTEH-
Ys MHOTOrpaHHa, 3MIMUPHYECKOE CyIlle-
CTBOBAHHUE U BHICOKHE MOMBICIIBI B OBITHH
YeJIOBEKa CO3Jal0T €ro YHUKAJIBHOCTb.
C TOYKM 3peHMs] NOCTMOJEpPHU3MA, Mac-
coBas KyJbTypa HeoOXoauma OOIIECTRY.
I[Toctmonepuusm, o mHenuto M. Illase-
JIEBOW, BHEPBBIE NPEACTAaBUI KYIBTYPY,
B TOM 4YHCJIE U MAacCOBYIO0, KaK KYJIbTypy
MIOBCE/IHEBHOCTU: «HE TOJILKO MPOU3BELE-
HUSI UCKYCCTBa», HO M CIOCOOBI 0COOO0TO
«JIyXOBHOT'O MIOTpeOieHus, 1 00pa3 *KU3HH,
u s3eIk» ', dunocodusi mocTMoaepHU3MA
[I0-HOBOMY OLIEHMBA€T MAacCOBYIO KYJlb-
Typy: HET BBICOKOTO, CPEIHEr0, HHU3KOrO,
€CTh Pa3HOO0Pa3HOCTh, AUHAMHYHOCTbH U
B3aMMOCBSI3b PA3JUYHBIX THUIIOB KYJIBTYP.
ITo cnoBam E. Yennaze, «nocTMOAEpHU3MY
OKa3aJHiCh OMM3KH POJOBBIE YEPThI MACCO-
BOH KYJIBTYpBI: ITIOPATIU3M, MO3aU4YHOCTbD,
IIpU3HAHUE TIOBCEIHEBHOCTH, JOBEPHUE
K HauBHOW npodanHocTu. MaccoBas Kyib-
Typa (opmupoBajiiach Kak CHMITOM Ha-
pacTaHusi TOCTMOAECPHUCTCKUX TEHJICH-
1[MiA, HO U caMa OHa 0Ka3ajach OJHUM W3
“IOBEpPEHHBIX JIUI” TTOCTMOICPHU3Ma» ' !.
[ToctmonepHu3M 00OCHOBaJI TMPOTHO3
Ha JJAJbHEUIIYI0 TEXHU3AIUIO )KU3HU, KOM-
NBIOTEPU3ALMI0 TPOCTPAHCTBA, KOTOPHIE
CTaHyT OCHOBAaHMEM JUIsl aKTUBHOM JWHa-
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MUK pa3sutusa CMMU, a 3HauuT, 1 Macco-
BOW KYJIBTYPBI.

U3 storo cunenyer, uto ¢unocodus
MOCTMOZICPHHU3Ma Jajia OCHOBaHMSI HOBO-
ro MOHMMAaHMSI MAacCOBOM KyJbTYpbl M OT-
HOLIEHMS K HeW. Puzomarnueckass monesnb
KYJIBTYPbI COJIEPKUT OCHOBHBIE MOJIOKECHUS
CUHEPIrUMHOM KOHLIENIIMU CaMOPa3BUBAIO-
mxcs cucreM. CuHepruiiHasi Mozielib MUupa
MPEACTABIISIET €T0 B BUE CETH, IJIe BCE pa3-
HOOOpa3HbI€ U MHOKECTBEHHbIE 3JIEMEHTHI
NepeIvieTeHbl U B3aUMOJEHCTBYIOT. B pyc-
Jie 3TOM KOHIIENIIMU MaccoBas KyJabTypa
npeAcTaéT Kak CHUCTEeMa, CaMOpa3BHUBAlO-
asicss U B3aMMOJEUCTBYIOLIAA C JAPYTUMHU
cuctemamu ooOmecTBa. CleaoBaTeIIbLHO,
B CBSI3U C M3MEHEHHEM COIMOKYIBTYPHOM
NENCTBUTENBHOCTU TPOUCXOIUT TpaHCcop-
MallMsl KaueCTB MacCOBOM KYJIBbTYphl SIIOXHU
MmetamozaepHa. Mogens Jlenésa u I'Bartapu
000CHOBBIBaJIa HOBBIE KaueCTBa MacCCOBOM
KyJIBTYPBI OyyIiel STI0XH MEeTaMOIepHa.

MaccoBas KyJnbTypa 3noxu
nocTMoaepHa n metamogepHa

CouuanbHasi 1eHCTBUTEIBHOCTh U Pa3-
BUTHE MenuanHaycTpun Hadaima XXI Beka
00yCJIOBUJIM BBICOKYIO KYJIBTYPHYIO IHHA-
Muky. B undopmanmonnyro smoxy ¢op-
MHUpPYETCSl HOBas DSJEKTPOHHAas KyJbTypa,
UHTEpHET-KyabTypa. B onenke JI. baeson,
CUCTEMa DJIEKTPOHHOM KYJIBTYphl Mpea-
cTaéT Kak «ocobas cepa nesTeIBLHOCTH
YeNoBeKa, CBA3aHHAas C CO3AaHUEM IHPpo-
BbIX OOBEKTOB M ()EHOMEHOB, CHUMYIISLIMMA
00BEKTOB ‘“KMBOIN™ KYJIBTYPhl, BUPTyasb-
HBIX MPOCTPAHCTB, NPOLIECCOB U SBICHUIN»
[4, c. 86].

B xynpTypHOI nmapaaurme 3moxu Mera-
MoziepHa (OPMHUPYIOTCS HOBbIE KauecTBa
MaccoBOW KyJIbTyphl. brarogapsi koMIibro-
Tepu3aluuu U HUGPOBU3ALUU CPEACTBA Mac-
COBOM HH(OpPMAIIMH CTUPAIOT IPAHULIBI Bpe-
MEHHU U IpOocTpaHCcTBa. MaccoBas KyabTypa
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B ayIMOBHU3yaJIbHBIX (OpMax TMpeasaraet
YEJIOBEKY HEIOCTYIHBIE MPEXKIE BO3MOXK-
HOCTU: I[IO3HAHHUE KYJIBTYPhl Pa3IUYHBIX
BpeMEH U HApOJIOB, CYIIIECTBOBAHUE B pa3-
JUYHBIX 00pa3ax, CHILHOE SMOIIMOHATIEHOE
MepeKUBaAHUE.

MeHsIeTCI M OTHONIICHHE K MAacCOBOM
kyneType. B XX Beke npeobnagana e€ kpu-
THKA: pa3laBajiCh YNPEKU B TOM, YTO OHA
JieNaeT JIIoIe €IMHOOOpPa3HBIMU, CO3IAET
«MaccoBOIro YejoBeKka». [ B HacTosiee
BpeMs MPOJOJDKAIOT HACTauBaTh Ha JIOMHU-
HUPOBAaHUU OTPHULATEIBHBIX CTOPOH Mac-
coBori Kynbrypel. M. IlerpoB oTmeuaer:
«HeraruBHasi olleHKa MacCOBOW KYJIBTYPbI
MMMaHEHTHa oOOILIecTBy MoTpedurenei,
X BKycam U xenaHusiM. CTpyKTypa u co-
Jep>KaHUEe MacCOBOM KYyJBTYphI 0OIIEecTBa
MOTpeOuTENIel NEeTEPMUHUPOBAHA M3MEHE-
HUSIMH, TPOUCXOIAIIMMH B CaMOW Macce.
CeroaAamiasas Macca — 3T0 coueTaHue “0e3-
JAYHBIX JI0JEeH, 00bEeIMHEHHBIX €IMHOM
CHUCTEMOM IIEHHOCTEH M OOLIMM BKYyCOM
noTpeOIieMOl MPOAYKIIMU: MOJBI, pa3-
BJICYCHH, 00pa30B, HHPOPMALIUU U T. IL.»
[2, c. 447].

MOXXHO TIEpEUYUCTUTh Psifi HETaTUBHBIX
XapaKTEPUCTUK, KOTOPBIMU «HATPAXKIAIOT»
MacCOBYIO KYJIBTYpY:

— KYJBTYPUHIYCTpHUSI, Mpeasiararomnias
CTaHJAPTU3UPOBAHHBIC O0pa3bl U MOJEIH
MOBEJICHUS, WMEET pa3BJICKATEIbHBIN Xa-
pakTep;

— CO3[aHUE€ BUPTYyaJIbHOTO MPOCTPAH-
CTBa, WJUTO30PHBIX 00PA30B;

— JIBOMCTBEHHBIN XapakTep OULyIICHUN
— COUETaHME BUHBI 32 TPATy BPEMEHHU U T1O-
TEHIIMaJia U YyBCTBA YJIOBOJILCTBUS,

— MAHUIYJIAIUSA CO3HAHWEM, HaBsI3bIBa-
HUE OmpeIeNEHHbIX MOTPEOHOCTEH, Koraa
YEeJIOBEK JIUIIIACTCS SCTETHIECCKOM CBOOOIBIL,
CBO0OOIBI BBIOODA;

— yrpo3a HaIMOHAJIbHOW  KYJIBTYPE,
MacCHUB MPOU3BEIACHUN HEBBICOKOTO Kaue-

CTBa, YNpOIIEHHbIE (OPMBI B HCKYCCTBE,
3aCWIIbE PEMEMKOB;

— KOMMEPYECKHI XapakTep.

ITo muenuro A. KocTtuHO#, MaccoBoit
KYJIBTYpOH SIBJISIETCS «IPOU3BOJICTBO OIpe-
JeJIEHHOTO THIA CO3HAHUSA — MACCHUBHOIO
¥ HETBOPYECKOTO, OPUEHTAIUsi HA BKYCHI
U TOTPEeOHOCTH “‘CpellHero uenoBeka’, Uc-
nonb3oBanue CMMU kak BaXHEHIIEro KaHa-
Ja pacmpocTpaHeHusi U notpedieHus 6e3-
JTYXOBHBIX IICHHOCTCH» 2,

Kak crnoxHoe siBeHHe MaccoBasi KyJb-
Typa BCerja OIEHUBAIACh HEOAHO3HAYHO.
W mapsiny ¢ KpUTHKON Ha3bIBAIMCH TaKHE
MOJIOKUTEIbHBIE €€ YepThl, KaK Macco-
BOCTb, JOCTYIHOCTb, AEMOKPATUYHOCTb,
aKTyallbHOCTh (TMpOM3BENEHUE CO3/1aéTcs
KaK OTBET Ha 3ampoc o0ImecTBa). DMOIH-
OHAJIBHO pa3rpykasi, MOMYISIPHOE MPOU3-
BEJICHUE MOMOTaeT OCYUIECTBUThH pejaKca-
LIMI0, CHSITh CTPECC.

Heobxonumo mog4epkHyThb, UYTO TEH-
JEHLIUS OTMEeYaTh IMOJOXKHUTEIbHbIE Ka-
YeCTBAa MACCOBOW KYJIBTypbl HAuMHAETCS
¢ punocoduu nocrmoaepunsma. M B Hacto-
SIIIUA TIEPUOJ] OTHOIIICHHUE UCCIIeoBaTene
K MAacCOBOM KYJIBTyp€ 3II0XH METaMoOJepHa
CYILIECTBEHHO U3MEHUIIOCH.

B pycie nocTMOnepHUCTCKUX TTPEACTaB-
JICHUH KyJIbTypa MOHUMAETCS KaK OTKPBITast
CHUCTEMa, B KOTOPOW YEJIIOBEK HaXOJIUTCS
B TECHOM B3aMMOCBSI3H C OKPYKAIOIIUM MHU-
poM. ColMOKyNbTypHasi CUTyalusi MEHsEeT-
Csl, U MPOUCXOMAST LICHHOCTHBIE U3MEHEHMUS
SIBJICHUM IOEHUCTBUTEIBLHOCTH. MeHsaeTcs
KaK cama mMaccoBas KyJbTypa, TaK U OTHO-
meHue K Heil. CrenyeT Has3BaTh ClIEAYyIO-
[IUEe XapaKTEPUCTUKH MACCOBOM KYJIBTYpPbI
AMOXHM METaMOJepHa.

1. B o0mectBe WHTEPHET-KYIBTYPHI,
corceted U 1UGPOBON Cpenbl MaccoBas
KyJbTypa COLMAIU3UPYET U HHTETPUPYET
WHJMBHUJIOB B COBpeMEeHHOM mupe. Dopmu-
pyeTcst HoBasi iU poBasi KylIbTypa, BHYTpU
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KOTOPOM pa3BUBAIOTCS HMHTEPAKTHUBHBIC
CBSI3U, MEXCOLMaJIbHbIE (POPMBbI KOMMYHH-
Karuu [4, c. 85].

2. ®unocodusi MoOCTMOAEPHUZMA YKa-
3aJla Ha IPOLECC B3aUMHOTO MEPEIIETEHUS
SIIMTAPHON U MaccoBOM KyabTyp — auddy-
3ur0 KynbTypel. B XXI Beke 3ta TeHneH-
1Sl CTAHOBUTCS PEAIbHOCTBIO. CTHparoTCs
pa3iauuus MEXKIY BBICOKMM M HHU3KHUM HC-
KyCCTBOM. BaKHbIM (akTopoM pa3BUTHS
nporecca cOMMKEHUs SBISIETCA JOMUHUPO-
BaHUE B IIPOCTPAHCTBE COBPEMEHHOM KYIlb-
Typbl MyJbTUMEIUUHBIX KaHAJIOB, CETEBBIX
pecypcoB u IiargpopM. MeauakyneTypa
00bEUHSET BCE BU[BI ayAMOBU3YaJIHLHOTO
TBOPYECTBA, OHA «aKTyaJU3UPYyeT IOLU-
POBOI JIMTEpAaTypHBIA TEKCT, CTUpas rpa-
HUIBI MEKY JUTAPHON U MacCOBOM KyJlb-
TYpOM, HO MPH 3TOM OOy Aast B MACCOBOU
ayIUTOPUU MHTEPEC K 3CTETUYECKOMY OC-
BOCHMIO JIEUCTBUTEIBLHOCTUY [5, c. 31].

3. B ueHTpe BHUMaHUS DIUTAPHOU U
MacCOBOM KyJBTYpbl OKa3bIBaeTcsi Obl-
THE 4eJIOBEeKa BO BCEM pa3HOOOpa3uu ero
dopm u conepkanus: «MaccoBasi KyabTypa
OpeacTaéT JAaHHOCTBIO CEroJHSAIIHEN 00-
IIECTBEHHOW JKMU3HM, PENPE3CHTUPYET €€,
HO OHA K€ BBIPAYKAET W HAINPABIEHHOCTH
K OyaylmieMy — B YacTHOCTH, ypaBHHBa-
HUE WU B3aUMOINPOHUKHOBEHUE MACCOBBIX
U 3JUTApHBIX (OpM, pacraj UX paHrOBOTO
nopsJiKa, HapacTaHue Iopaiu3ma. Takue
TEHJCHIIMU CBUACTEIBCTBYIOT O HACTYILIE-
HUU HOBOW KYJIBTYPHOM 3II0XH, YEPTHI KO-
TOpOil “‘mporisiAbIBalOT” BO Bcex cdepax
KUZHI» 3,

A. ®nuep paccMmarpuBaeT (peHoMEH
MacCOBOMW KyJIbTypbl KAK OCHOBaHUE HOBOU
KYJBTYPBI, «OOBIICHHON KYyJIBTYpBD», KYJb-
TYpbl TIOBCeIHEBHOCTU'Y. MaccoBasi Kyiib-
Typa OTKAa3bIBAECTCS OT HEPAPXUUECKOTO
NOAXO0AA K COCTABIIAIONIUM ObITHE YeTIOBE-
Ka. [IpoucxoauT accuMumsinus KyiabTypHBIX
neHHocteil. M1 oOblIeHHO-TIOBCEAHEBHOE

CyIIECTBOBAHHE YEJIOBEKAa CTaHOBUTCS
peaIMEeTOM UCKyccTBa. MaccoBasi KyibTy-
pa cOmDKaeT MCKYCCTBO U OOBIIEHHOCTD,
opranmsyetr oObIIeHHOe co3HaHue: «Me-
TaMOJIEpH BOCIPUHUMAET MHUP U KYJIbTYpYy
KaK OJIMH OOIINN MOTOK CMBICIIOB, IIOTOMY
BO3HUKACT MOTPEOHOCTh HE TOJIBKO IOITY-
YyaTh KOHTEHT — HO U MEpPEeXUBaTh €ro Kak
ombIT»'®, BocTpeOOBaHHOCTH BEILEH, MOIBI,
€lIbl, a TaKXKe CTWJIb, 00pa3 >KU3HH H T. JI.
(bopMUPYIOTCST Yepe3 TPAHCISIUI0 Macco-
BOM KyJIBTYpOH.

4. HaOmronaeTcst crjiaB peajbHOCTH U
XyJI0’)KECTBEHHOTO TBOpPYECTBA B IMPOU3BE-
JEHUAX MaccoBOM KyabTyphl. [I0 MHeHHIO
uccienoBarenei, s He€ XapakTepHa ap-
THU3aLMS — TEPEBOA B XYI0KECTBEHHYIO
chepy TMOIUTUYECKUX, IKOHOMHUYECKHX,
colMaabHBIX coObITHH [6, c. 82]. [Ipoun3Be-
JICHUS] MACCOBOM KYJIBTYpbl KOMIIEHCUPYIOT
OTCYTCTBHE MO3UTHBHOIO B PEAJIbHOCTH,
nepeopMaTHpPyIOT COOBITHS 1O KeJa-
HUIO YeJIOBEKA. BUpTyanbHbIN U peaabHbIN
MUPBI CBOEOOPA3HO COECAMHSAIOTCS B MPOU3-
BEJCHUU W CO3JAI0T WLIIO3UIO0 HICAbHO-
r0. BO3MOXXHOCTH Takoro CHHTE3a CBs3aHa
C mpolueccaMu IU(poBU3aLUU B cdepe
KYJBTYPBI: CO3MAETCST «TUOPUIHOE» HUCKYC-
CTBO, COSIMHSAIONIEE TEXHOJIOTUN 1 TBOPYE-
CKYIO JESTEeIbHOCTh, TJi€ TEXHOJOTUU MO-
TYT UMETh ONPEAETSIONIee s TBOPUECTBA
3Ha4yeHwue [7, c. 69].

Takum oOGpazom, oueBUHAS TpaHCPOP-
MaIisi MacCcoBOM KyJIBTYpbl OOYCJIOBJIECHA
COLIMOKYJIETYPHBIMH M3MEHEHHUsMU. B 00-
HIeCTBE MOTpeOIeHUs] MaccoBasi KyJIbTypa
npeacTaér Kak KyJabTypa IOBCEIHEBHOU
*u3HU. bonbiioit MmaccuB e€ mpoaykTa 00-
YCIIOBJIEH Pa3HOOOpa3HBIMU CPEACTBAMHU
KOMMYHHMKAIIUH, COLCETIMHU U UH(OpMAaIH-
OHHBIMH KaHaJIaMU. OJTH XapaKTEPUCTUKU
MacCOBOW KyJbTYpbl TMO3BOJIAT €W JUHa-
MUYHO Pa3BUBAThbCA U OBITH BOCTpeOOBaH-
HOM IS BCErO YEJI0BEUECTBaA.
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Nrak, MeToibl aHamu3a U CHHTE3a, 0030p
Y CHCTEMAaTU3allusl HAyYHOW JIUTEpPaTypHl,
MIPUMEHEHUE KOHLENTA PU30MBI IO3BOJIUIH
U3Y4YUTh OCOOEHHOCTH MAacCOBOHM KYJBTY-
PBI IIOXHM METAMOJEPHA, €€ TECHYIO CBA3b
¢ punocodueit mocTMozepHU3MA U TIPUBE-
JM K CJIEAYIOIIUM BBIBOJIAM:

— pu3oMarTHyecKass MOZAENb KyJIbTypbl
Na€T OCHOBaHMS paccMaTpuBaTb MacCOBYIO
KYJBTYpY KaK OTKpPBITYIO CUCTEMY, 001a1ato-
I1y0 KPEaTUBHBIM IIOTCHIIMAJIOM CaMoopra-
Hu3aluu. B pasnnyHbIX COLMOKYIBTYPHBIX
CHCTEMaxX MaccoBas KyJbTypa IpHOOpeTaeT
HOBBIC XapaKTEPUCTUKU U CBOMCTBA;

— CHCTEMaTu3alldsg  IPOTUBOPEUMBBIX
OLICHOK COBPEMEHHOM MaCcCOBOM KYJIBTYPbI
B XXI Beke 1m03BOJIsET Ha3BaTh KaK HEraTUB-
HBIE €€ XapaKTEePUCTUKH (pa3BiIeKaTEIbHbIN
XapakTep, KOMMEpPLHAIU3ALHNS, CO3AAHHE
BUPTYaJbHOW pPEaJbHOCTH, MAHMITYJISALUS
CO3HAHHUEM, YIpO3a HALIMOHAJIBbHOU KYJIbTY-
pe u ap.), TaK ¥ MO3UTUBHBIE (AEMOKpaTHY-
HOCTb, IOCTYITHOCTb, MaCCOBOCTb U Jp.);

— TOCTMOJAEPHU3M OTKa3zaJici OT Of-
HO3HAYHOM KPUTHKM MACCOBOM KYJIBTY-
pbl 1 000CHOBaJN TEHJAEHUUU €€ pa3BUTHS
B IpagyumeM croneruu. Tpancopmanus
MacCOBOM KyJIBTYphI 3IIOXM MeETaMoOJEpHa
BBIPA3WJIACh B CUHTE3MPOBAHUU KYJIBTYPBI

AJINTApHOM M MACCOBOM, UCKYCCTBA U OOBI-
JICHHOCTH, PEAIBHOTO U UJEATIBHOTO.

MaccoBast KynbTypa SIBJISIETCSI BaXKHEH-
mUM (EeHOMEHOM o0IIecTBa, 6e3 KOTOpo-
ro CIOXHO ce0e MpPEICTaBUTh PEATbHOCTh
XXI Beka. Kynbrypa smoxu moctmojaepHa
MOBJIMSIJIA HA KAY€CTBA MaCCOBOM KYJIBTYPbI
MeramoziepHa. PuzomMarnueckuii 1moaxon
K MIOHUMAaHUIO0 MacCOBOW KYJIBTYpbI IIO3BO-
JWJT PACKPBITh HOBBIE TPaHU ATOTO (heHO-
meHa. ChopMynrpoBaHHBIC TOCTMOICPHU-
CTCKOU (unmocodueil uaen ACIHCHTpAIUH,
MHO>KECTBEHHOCTH, IUJIIOPAJIbHOCTH BO
MHOTOM OOBSICHSIIOT €€ HOBBIC XapaKTepH-
CTUKH. PaccMOTpeHHBIE OCHOBHBIE Kadye-
CTBa W TEHJCHIIMU PAa3BUTHUS IO3BOJIAIOT
TOBOPHUTH O TOM, YTO MacCOBasl KyJIbTypa
COXpaHSIET BBICOKYIO CTEICHb BIUSHUS Ha
OOIIIECTBEHHOE U JIMYHOE CO3HAHUE, U ITO
BJIIMSTHUE UMEET aMOMBaJICHTHBIA XapaKTep.

Pa3Butne Hayku ¥ TEXHUKH, CO3TaHUE U
pacnpocTpaHeHue Oojee KaueCTBEHHBIX U
Pa3HOOOPA3HBIX KOMMYHUKATUBHBIX TEXHO-
JIOTUM KaK OCHOBBI TUHAMHYHOTO Pa3BUTHS
MacCOBOM KYJBTYPbl BBI3BIBAIOT HEOOXO-
JTUMOCTh pe(IeKkcuu MaccoBON KyIbTyphI
B HM3MEHHBIIEMCS Mupe. Pa3mbinuieHus
0 TEHACHIUAX €€ pa3BUTHUS NPEICTABIIAIOT-
Csl aKTyaJIbHBIMHU U 3BPUCTUYHBIMH.
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Axkapgemunyeckoe MYy3blKaJIbHO€ UCKYCCTBO
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Annomauyun. B cratbe oTMedaeTcs MOBBIIIEHUE B HAIlle BpeMsi MHTEpeca K OCMBICICHHIO
HCKYCCTBOBEUECKUX MOHITHH «aKaJeMHUeCKOe HMCKYCCTBO», «aKaJeMu3aluus» H Jp.. Haércs
HECKOJIbKO OINpefiesieHud U QopMynupyeTcs WX HayuyHas oueHka. [Ipemmaraercss aBTOpCKas
KOHLICTILUSI aKaJleMU3allii MY3bIKaJIbHOIO UCKYCCTBA M TECHO CBA3aHHOTO C HUM 00pa3oBaHMUS:
JEMOHCTPUPYIOTCS M OOOCHOBBIBAIOTCS HOBBIEC AC(HUHUIIMKM HAa3BAaHHBIX MOHATUIN, HAMEYAIOTCS
METOAOJOTMYECKHE  MOAXOMbl,  OINPENENSAIOTCS  KOHTYPhl ~OCHOBHBIX  3aKOHOMEpPHOCTEH
(necunkperuzarys, yHupuKaius, eCTECTBEHHBI 0TOOD ) M TCHICHIINH (TO3UTHBHBIX U HETAaTUBHBIX ),
BBIJICJISIFOTCSL TUTIBI (€CTECTBEHHAss U WMCKYCCTBEHHAs), BUBI (TI0OaNbHAs M WHAMBUAYAJIbHASA),
TEXHOJIOTUH (OTUYKIECHHE, TPaBUTALINS, COIIMANIN3AIIN ) aKaIEMU3alli1 HCKYCCTBAa M 00pa30BaHus,
BBISIBJISIFOTCSI CYLITHOCTb M TapaJurMbl (DOJIbKIIOpA U aKaIeMUYECKOTO HCKYCCTBA, pa3padarbiBaeTcs
MOJeNb aKaaeMu3aluu. Takke aroTcsl ONMpEeseHHs HOBBIM MOHSATHUSM: «I10CTaKaJeMHUYeCKUI
CUH/IPOM», «IECUHKPETH3ALUN), «OTUYXKACHUE», «couuanuzauus» U Jap. OCHOBHbIE BBIBOJbI
UCCIJIEJIOBAHUS COCPEAOTOYEHbl BOKPYT TEpPCHEKTUB M3y4YeHUs TMPOILIECCOB aKaJeMHU3alUuu
MY3BIKaJIbHOTO MCKYCCTBa, MMOCKOJIBKY OTKPBIThIE aBTOPOM KakK MO3UTHUBHBIE, TAK U HETaTHBHBIE
TEHACHIMU (Cpelr KOTOPHIX BaKHEUIIUMH SIBJISIOTCS CHIKEHHE KOMMYHHMKATHBHOM (DyHKIUU
COBPEMEHHOT0 UCKYCCTBa, JIEIEMOKpaTH3alisl 1 HUBEJIMPOBAaHUE HAIIMOHAJIbHBIX 0COOCHHOCTEN
TBOpPYECTBA), CIOCOOHBI CYIIECTBEHHO MOBIUATH Ha ero Oyayllee, a 3HAUuT, UX PeryJupoBaHUE
MOYKET CTaTh HHCTPYMEHTOM (hOPMHUPOBAHUS ATOTO OyAyIIETO.

Knwuesvle cnoea: axanemMuyeckoe MY3bIKaJbHOE  HCKYCCTBO,  aKaJleMu3alus,
MOCTaKaIeMUYECKUN CUHAPOM
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Abstract. The article observes the present-day increase of interest in the comprehension of the
conceptions, related to art studies, such as “academic art,” “academization,” etc.: several definitions are
provided and their scholarly evaluation is formulated. The authorial conception of the academization
of the art of music and the education which is closely connected with it is given: new definitions
of the indicated conceptions are demonstrated and substantiated, methodological approaches are
contemplated, the contours of the main regular occurrences (such as desyncretization, unification
and natural selection) and tendencies (positive and negative), allocations are made of various types
(the natural and the artificial), perspectives (the global and the individual) and technologies
(subtraction, gravitation, socialization) of academization of art and education, the substance and
paradigms of folklore and academic art are disclosed, a model of academization is elaborated.
Definitions are also given of new conceptions: “post-academic syndrome,” ‘“desyncretization,”
“subtraction,” “socialization,” etc. The main conclusions of this research are concentrated around
the prospects of studying the processes of academization of the art of music, since both the positive
and the negative tendencies discovered by the author (the most important of which are the reduction
of the communicative function of contemporary art, the dedemocratization and the leveling of
the national traits of art) ae capable of influencing its future substantially, which means that their
regulation may become the instrument of formation of this future.

Keywords: art of academic music, academization, post-academic syndrome
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O BpEMEHHU BBIXO/Ia B CBET CTaThbU
«K Bompocy 006 akamemu3me, aka-
JNEMU3alUd U aKaJeMUYECKOM MC-

KyCCTBE», OIyOJUKOBAHHOM aBTOPOM 3THUX

ctpok B 2008 romy, 3aME€THO MOBBICHJICA

MHTEPEC K OCMBICIECHUIO U ONPEIEIICHUIO

MOHATHI, 0003HAYEHHBIX B €€ Ha3BaHHM.

W 510 HE ciyyaifHO: HCKITIOUUTENEHO CI0KHO

OIPEAETUTh CYIIHOCTh IIOOAILHBIX, MHOTO-

IpaHHbIX U HEOOBATHBIX 10 MaciTadam ¢e-

HoMeHOB! Ho pa3BuTHE HCKYyCCTBOBEICHHS

KaK HaykKd O€30roBOpPOYHO TPeOyeT COBeEp-
IIICHCTBOBAHUSI IOHATUIHOTO arapara.

Kak ormeueHo B Ha3BaHHOI CcTaThe, CI0-
BO «aKaJIeMHs» W TPOU3BOIHBIC OT HETO
TIOHATHUS «aKaJAEMH3M», «aKaJleMU3aIUI,
«aKaJIeMHYECKOE UCKYCCTBO»  JOBOJBHO
9acTO UCTIOIB3YIOTCS B IPAKTHYECKOM O0H-
XOJIe ¥ HAyYHOM 3HAHHWH, CPEJIU CIICIIHAIIHU-
CTOB B 00JIacTU UCKycCTBO3HaHUS. OHAKO
WCTOJIKOBAHUE WX CONEP)KAHMSI B HAYYHOU
U CHPaBOYHOH JIMTEpaType OTIHYACTCS
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HEOTHOPOIHOCTHIO U IPOTUBOPEUUBOCTHIO'.
To ecTh 3T MOHATHSA HE UMEIOT HE TOJBKO
OJTHO3HAYHOTO JIEHOTaTa, HO U CPOPMHPO-
BaBIIMXCS A DUHUIUH.

Tak, mon akageMu3aMen 3a4acTyro IO-
HUMAIOT JIOCTHKEHHE HEKOEro BBICOKOTO
YPOBHSI pa3BHTHS HCKYCCTBa’, IpeBparlle-
HUE B HOpPMY, 0Opaszel] U OCHOBY XyIOXe-
CTBEHHOH IIIKOJIBI, KAaKOT0-JIMOO KOHKPETHO-
VICTOPUYECKOTO HAIPABJICHUS B HCKYCCTBE®
a0 TMpoIEecC MPUOOPETEHUs] My3bIKallb-
HBIM HHCTPYMEHTOM HEOOXOIUMBIX KayeCTB
aKaJIeMUYECKOro HCKyccTBa  (pemepryap,
npodeCCUOHATLHOE HCIIONHUTENBCTBO, Mpe-
nonaBanue)* [1], mpeoOpa3oBaHHe KOHCEp-
BaToOpuil B Hay4yHO-HCCIENOBATEIbCKUE Y-
pexaeHus [2], TPOHUKHOBEHHUE TOMYJISIPHOM
MY3bIKH B CHCTEMY BBICIIIEr0 00pa3zoBaHus 3]
WK B cCUM(OHUYECKYIO MY3bIKY [4], a Takxke
JaKe TOJyYEeHUE CTaryca akaJeMHYECKOro
YUPEXKJIEHUS U TO, KaK TPAJIULUOHHBIE MPO-
(deccun HaxXOAT CBOM ITyTh B YHUBEPCUTETHI.
KoHeuHO, KOpeHb 3TUX TEPMUHOB HAIPSIMYIO
HAIpaBJIAeT HAaC K y4eOHBIM 3aBEICHUSIM, HO
B JJAHHOM CJIy4ae MEHSIOTCS MeCTaMH MpH-
YHMHA U CJEJCTBUE, TIOCKOJIbKY cucteMa o0y-
YEHHUs camMa €CThb CJIEACTBUE aKaJIEMUUECKUX
NPOLIECCOB B HCKYCCTBE, & HE MX MPUUYMHA
(xoTs1, 6e3yCII0BHO, cUcTeMa OOy4YEeHUs aKTH-
BU3UPYET aKaJIEMUUECKUE IPOLIECCHI).

Emé cnoxhHee C onpeneseHUEM IOHS-
TUH «aKaJeMUYEeCKOe MY3bIKaJbHOE UC-
KyCCTBO» M «akKaJeMHuYeCcKas MY3bIKa».
B oredecTBEeHHOM NpaKTHUKE, KPOME Ha-
MIUX OTPEACTCHHA’, YIad0Ch HAWTH JIUIIb
onHy aepuauuuio B KoHuenuu pazButus
KOHILIEPTHOW AESITEIbHOCTU B O0JIaCTH aKa-
JIeMU4YeCKor My3bIku B Pocculickon Dene-
paiuu Ha nepuon a0 2025 roma, KoTopas
onpezenseT akaJeMUYECKYI0 MY3bIKY Kak
«COBOKYNHOCTb ~ MY3BIKaJIbHBIX JKaHPOB
npo(eCCHOHATBHOTO MY3BbIKAJILHOTO  HC-
KyCCTBa NMHCbMEHHOW TpaJMLIMH, BO3HUK-
IIMX U Pa3BUBAIOIINXCS HA OCHOBE YHUBEP-

CaJbHOW CHCTEMBI MY3BIKAJILHOTO SI3bIKa,
BOUMparoiel B ce0sl Tpaaulliy BCEX HaIHO-
HAJIbHBIX IIKOJ U SIBJISIIOLLIENCS JOCTOSHUEM
MUPOBOH MY3bIKaJIbHON KYJIBTYpPBD).
Hecmotpst Ha 10, 4TO JaHHOE OMNpe/ieNieHrne
JTaHO HE B HAYYHOM TPAKTaTe, a B PABUTEIIb-
CTBEHHOM JIOKYMEHTE, HY>KHO OT/aTh JOJIXK-
HOE€ aBTOpaM — OHM BIIOJIHE TPAMOTHO cop-
MYJTUPOBAIH AC(PUHUIIUIO TAHHOTO MOHATHS,
JOCTAaTOYHO MNPUOIU3UBIIUCH K CYIIHOCTH
sBienus. Crenyer Jnuiib oOpaTuTh BHUMA-
HUE Ha JIBA OOCTOSATEIILCTBA: aKaJeMUYeCKast
cUCTEMa MY3bIKAJIbHOIO S3bIKa SIBJISIETCS
HE YHHUBEpPCAIbHOW, a YHU(PHUIIMPOBAHHOMN
(TIOCKOJIBKY aKKyMYJIMPOBAaHUE Pa3TMYHBIX
TpaJuLMi B €IUHYIO CHCTEMY — 3TO IIPOLIECC
YHU(HUKAIIMN), XOTS caMa aKaJeMHU4yecKas
MYy3bIKa — IEWCTBUTENILHO HAPaBICHUE YHU-
BEpCaJbHOE; KpOME TOIO, HCIOJIb30BAHHUE
TEPMUHA «MPO(ECCHOHANBHOE» B JaHHOM
OIIPENEIIEHNH HE COBCEM KOPPEKTHO, TaK KaK
9TO TNOHATHE COLMAJIBHOE, JIEMOHCTPUPYIO-
1iee OTHOILIEHHE K podeccuu, a My3bIKa He
MOXKET MPUHAIIEKATH TOJIBKO MPodheccuoHa-
JaM, OHa yHHMBEpcaJibHa (BCIIOMHUM TpHay
b. AcadneBa: KOMIO3UTOP — HUCIIOIHUTEND
— CJIylIaTesNb) U MoToMy 0e3 €€ BOCIPUSATHUS
00IIIECTBOM HEKU3HECTIOCOOHA.
CBoeoOpa3Hyl0 TpPaKTOBKY HOHSATHS
MOXHO HaWTH B MHTEpHETE: «AKajgemMuye-
CKasi My3bIKa (CepbEe3nas My3biKa, C8EeMCKasl,
npogheccuoHanbHas) — My3bIKa, HaXOMsIIa-
scs B OTHOIICHHWU MPEEMCTBEHHOCTH Tpe-
’&J1e Bcero K chopmupoBasimmMcs B EBporie
B XVII-XIX Bekax My3bIKaJIbHbIM KaHpaM 1
dhopmam (omepa, cumpoHUS, COHATa U T. 11.),
MEJIOAMYECKUM U TApMOHUYECKUM PUHIIN-
MaM ¥ HHCTPYMEHTAJILHOMY COCTaBy»'.
WnrepecHoe ocMmeicienne  (heHomeHa
aKaJIEeMUYECKOTO MY3bIKQJIbHOTO HCKYCCTBa
JIEMOHCTPUPYET KUTAUCKUM YUEHBIA YUxdIH
Jlynbunab B cratbe 2014 roma «Axaaemu-
Yyeckasi My3blKa U KyJbTypHasl MsrKas cuja
— Takxke O (OpMaJbHBIX XapaKTEPUCTHKAX
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aKaJIeMI9IeCKor My3bIKi»®. [1o ero MHEHHIO,
BRKHEUIIMMHU  XapaKTEPUCTHKAMM  aKaJie-
MHYECKOTO MCKYCCTBa SIBJISIIOTCS HOPMATHB-
HOCTh, CHCTEMHOCTh U HAay4YHOCTb, & TaKKe
TUNIU3alus U yHUBepcain3auus. Kpome Toro,
OH 3aMETWJI, YTO aKaJeMH3M U3MEHUJI 3ara/l-
HOE XYJI0’KECTBEHHOE 00pa30BaHUE C MOAEIH
MacTepcKoi (COBMECTHOE TBOPUECTBO MacTe-
pa ¥ y4YeHHKa), Ha aKaJIEeMUYECKYIO MOJEIb
oOy4eHus1 B Kjlacce. IDTO U Jienaer e€ Oornee
(hopMaM30BaHHOM, CUCTEMAaTU3UPOBAHHON U
Hay4HOMH, 4eM Koria-mmoo mpexne’.

JIOTIOTHUTENBHYO CJI0KHOCTB OTIpe/iee-
HUS NHTEPECYIOIINX HAC MTOHATHUM IpeCTaB-
JSI€T MHOTOTPAaHHOCTh CaMOI'0 HCKYCCTBA!
€ro JIeMCTBUTEIHHO MOXKHO paccMarpuBaTh
U KaK COBOKYIHOCTb MY3BIKAJIbHBIX IPOM3-
BEJICHUW, U KAaK BUJ XYIOKCCTBEHHOMU Jie-
SITETLHOCTH, U KaK aKCUOJIOTMUYECKYIO0 WU
KOMMYHUKaTUBHYIO CUCTEMY, U KaK IIPOLECC,
U MH. 1p. B mobom cimyuae MHOTOOOpasue
MOJIXO/IOB K MY3bIKAJIbHOMY HMCKYCCTBY C€-
TOHS TEpEecTajgo IPUHOCUTH OLLyTHUMbIE
pesyabrarel. Iloromy aBTOp 3THX CTpPOK
B OCHOBY HCCIIEIOBAaHUSI TOJOXKWI METO
MOJIEIIMPOBAHUS: JIBHJKEHUE MY3bIKAJIBHOTO
HCKYCCTBA OT 3apOKJICHUS 10 CETOIHSALIHETO
€r0 YCJIIOBHOT'O COCTOSIHMSI — 3TO PEaJIbHbIN,
HaO0AaeMbli MHOTUMHU TTOKOJICHUSIMH MY-
3bIKAHTOB M YUYEHBIX MPOLIECC, HO Mbl U3y4a-
€M ero a0CTPaKTHYIO MOJIENb (TEOPETHUECKHU
BBIJICTICHHYIO 3BOJIIOIIUIO OT CHHKPETHYHOTO
¢doBpKIOpa K COBPEMEHHOMY TOJIHIIAPAIUT -
MaJbHOMY YHHUBEPCAIbHOMY aKaJIEMUYECKO-
My TBOPYECTBY), B OCHOBE KOTOpPOU JieKaT
WU3MEHEHUS MY3bIKAJIbHOTO MBIIIJIEHUS, S3bI-
Ka ¥ TBOpYECTBA yesioBeuecTBa. To ecTh 3TOT
aOCTpaKTHBIN MIPOLIECC IBUXKEHUS HCKYCCTBA
OT HMCTOKOB K OyayIieMy Mbl U Ha3bIBaeM
aKajieMu3aiuei, 00yCIOBIEHHON ABOJIOIH-
OHHBIMH 3aKOHOMEPHOCTSIMU M TOPOXK]Iae-
MBIMH UIMH TEHICHIUSIMHU.

Takum oOpazoMm, yoexaaemcs, 4To aka-
JIeMU3aIMs €CTh HE YTO MHOE, KaK dBOJIO-

I[1s1 MY3bIKaJIbHOTO MCKYCCTBA U, COOTBET-
CTBEHHO, NpH €€ H3y4YeHUH HEOOXOAMMO
PYKOBOJICTBOBAThCSI 3BOJIOLMOHHBIMU 3a-
KOHOMEPHOCTSIMU, KOTOPBIMH, C JIETKOU
pyku I. Cnencepa u Y. JlapBuHa, npu3HaHbl
Hepa3pbIBHbIE BCTPEUHBIEC MPOILIECCHl MHTE-
rpauuu U quddepeHmanium, a IBIKYyIIeH
CUJION — €CTECTBEHHBIN 0TOOD.

OnHaKo MOCKOJIbKY ABUKEHHE HCKYC-
CTBa €CTh PE3YJIbTAT IBOJIOIMH MY3bIKaJIb-
HOTO MBIIUICHUSI M fA3BIKA, YTO yXKe OBLIO
OTMEYEHO BBIIIE, TO HE0OX0IUMO chopMy-
JMPOBaTh OCOOEHHOCTH 3BOJIOIMM B 3TOM
chepe. K Hum otHOCcarca muddepennma-
1ust (KOTopasi MPOSIBIISIETCS KaK JIeCHHKpPE-
TU3alMs MBIIUJIEHUS, TO €CTh pa3pyllieHue
CUHKpeTH3Ma (DONBKIOPHOTO MBIITUICHUS,
BBIICJICHNE B HEM COCTABIAIONIUX S3bI-
Ka U TBOPYECTBA, K MPUMEPY, KOHKPETHBIX
XYJ0KECTBEHHO-BBIPA3UTEIILHBIX CPEJICTB
— TemMOpa, IMHAMUKH, JaJIOB, IITPUXOB H
T. 1.) ¥ UHTerpanus (Kak yHu(UKamus, To
€CTh INpHBEJICHHE UX K E€IWHOW CHCTEME,
dbopme, enuHOOOpa3uio). Takum oOpazom,
HBOJIIOIIMOHHBIE 3aKOHOMEPHOCTH TMO3BO-
JSIOT TPEJCTAaBUTh aKaJIeMHU3alUI0 KAk
TpoIecc mpeodpa3oBaHUs CHHKPETHIHOTO
MHOKECTBA 3THUYECKHUX KYJIbTYp B YHU(U-
IUPOBAaHHOE MHOT000pa3ne akaeMHUIecKo-
TO UCKYCCTBA, WIH, APYTUMHU CIIOBAMH, Pa3-
PO3HEHHOTO MPOCTPAHCTBa (HOIBKIOPHBIX
KYJIBTYp B €IMHYIO CUCTEMY UCKYCCTBA.

CyImHOCTh M3ydaeMbIX (PEHOMEHOB OT-
KPBIBAETCS MPU UX CPABHUTEIHLHOM aHAJIM3E:
B OCHOBE (DOJIBKJIIOPHOTO TBOPYECTBA JIEKHUT
CTpEeMJICHHE K KOMMYHHKAIIUH, aKaJeMH-
YECKOTO — IOWMCK XYI0KECTBEHHO-ICTETH-
yeckoro wuaeana. OTcroga CKiIajbIBaeTCs
AeQUHUIMS  aKaJeMUIECKOTO HCKYCCTBA:
TO, YTO Ha TMPAKTUKE MBI HA3bIBACM «aKa-
JIEMUUYECKOE UCKYCCTBOY, €CTh II00AJIbHBIMA
TUIACT KYyJIBTYpPbl, OCHOBaHHBIN Ha €IUHCTBE
0c000T0 TBOPYECKOTO METO/IA — CTPEMIICHUN
K Xy/JI0)KE€CTBEHHO-3CTETHUECKOMY Uealy —
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U MHOroo0pasuu yHU(PHUIHUPOBAHHBIX XY-
JO)KECTBCHHBIX ~ CTHJICH, BBIPA3UTEIBHBIX
CPEJICTB, J)KaHPOB M (OpPM. A TIOHATHE «aKa-
JEMUYECKOE  MY3BIKaJbHOE  HCKYCCTBO»
B KOHTEKCTE PEIICHUS MMOCTABICHHBIX TPO-
0JIeM ClieyeT TPaKTOBAaTh KaK YHUBEPCAJIb-
HOC HaMpaBlICHHE B MY3bIKAJILHOM TBOPYE-
CTBE, HCIIONB3YIOIIee YHUPHUIIMPOBAHHBIN
MHTOHAI[MOHHBIN S3BIK, CIIOCOOHKIH € ITOMO-
IO 0COOBIX XYI0XKECTBCHHO-BBIPA3UTEITb-
HBIX CPEACTB M OCMBICIICHHBIX SMOIIMOHAb-
HO-YyBCTBEHHBIX MHTOHAIIMH BOIUIONIATH U
TPaHCIHPOBATH XyI0KECTBCHHBIE 00Pa3HI.
W 3mech HacTymaeT BpeMms sl camo-
KpuTHKH. PaHee MHOroumcieHHeie (op-
MYJTMPOBKH TIOHSATHS «aKaJIEMUYCCKOE MY-
3BIKAJIbHOE MCKYCCTBO» aBTOP 3aKaHUMBAJI
CJIOBAMH: «...3alleuaTiieBaTh, BOCIPOHM3BO-
IUTh W TPAaHCIUPOBATh AHTPOINOCOIHAITH-
Hble OTHOIICHUs»'?. CrennanabHO paspa-
0OTaHHOE B HECKOJBKUX CTAaThX IMOHITHE
«aHTPOIOCONUAIBHBIC OTHOIICHHS»'' 03-
HAyaeT OHMOIMOHATBHYI0 W/WINA PpaIuo-
HQJIBHYIO  TCUXHYECKYIO JCSITEIbHOCTh
YeloBeKa M COIMyMa, HAINPaBJICHHYIO Ha
XyI0)KECTBEHHO-ICTETUYECKOE  OCBOCHHE
mupa'?, OHAKO CeromHs HeoOXOAMMO MPH-
3HaTh, YTO BOIUIONICHHUE B UCKYCCTBE OTHO-
IICHUH — 3TO CKOPEEe Ta CYIIHOCTh, KOTOpast
JISKUT B OCHOBE MJI€aJIbHOTO HCKYCCTBA BO-
o6imre. To ecTh aBTOp MPEYBEINYHI 3HAYC-
HHE YETOBEYECKOM JIMIHOCTH KaK CyObeKTa
BOCIIMTAHUS UCKYCCTBOM. AKaJIeMHUYECKOC
MCKYCCTBO, TIOCKOJIBKY €r0 BEIyIIHM TBOP-
YECKUM METOZIOM (YHTali — CYIIHOCTHIO)
SIBJISICTCSI CTPEMJICHHUE K XYIO0XKECTBCHHO-
ACTETUYECKOMY HJeally — TOBOpSl WHAdYe,
K CO3/IaHUIO COBEPIIICHHOTO OIyca, — Oonee
BCEr0 HAIIeJICHO HE Ha ()OPMHPOBAHUE Ye-
JIOBEUECKUX WM OOIIECTBEHHBIX OTHOIIIE-
HUI (3TO CKOpee MpeporaTuBa MeJaroruku
Y TICUXOJIOTHH), @ Ha BOILJIOIICHHUE XYI0XKE-
CTBEHHBIX 00pa3oB. [loaToMy B HOBOH pe-
JaKIMU Je)UHUIMN «aKaJIeMUYECKOe MY-
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3bIKAJIbHOM UCKYCCTBOY» MPUILIOCH C/IENIATh
COOTBETCTBYIOIIYIO KOPPEKTYPY.

Cpa3zy mociie omnpenenaeHusl CyIIHOCTH
(doIBKIIOpa U aKaJIEMUYECKOTO MCKYCCTBA,
a TakXe 3aKOHOMEPHOCTEW akaJeMHU3alUU
ObuTH C(HOPMYITMPOBAHBI BEIYyILIUE TEHICH-
[IUH, TAKHE KaK:

— B pe3yJIbTaTe JIE€CHUHKPETHU3AIUU MY-
3bIKAJIbHOTO MBILIUIEHUS U fA3bIKA B HCTO-
PUU UCKYCCTBA IPOUCXOIUIIO TOCTENEHHOE
OTKPBITHE HOBBIX M HOBBIX XYJOKECTBEH-
HO-BBIPA3UTEIbHBIX CPEACTB (TeMOp, IU-
HaMUKa, IITPUXH U T. I1.) ¥ UHBIX CIOCOOOB
BOIUIOUIEHUS] XYJOXKECTBEHHBIX 00pa30B
B MY3bIKaJIbHBIX IPOU3BEICHUSIX;

— HMHTETPAaTUBHBIE  3aKOHOMEPHOCTHU
CTUMYJIMPOBAIM YHU(PUKAIUIO (B XOJ€E CO-
LUaIW3allud) HMHTOHALMMN, JAJAOBBIX CH-
CTeM, >XKaHPOB, (OPM U TBOPUYECKUX Me-
TOAOB, DCTETHYECKHX M XYIO0KECTBEHHBIX
napagurM, obecriednBas T€M CaMbIM CTa-
HOBJICHHE U Pa3BUTHE YHU(PHUIIMPOBAHHOTO
MY3bIKaJIbHOTO $13bIKA YEJIOBEUECTBA;

— BCTPEUYHBIE IPOLIECCH JIECUHKpe-
TU3alMUd U YHU(UKALIUKM HHULHUUPOBAIH
Nepexo;, OT HETEMIEPUPOBAHHOTO JUATO-
HUYECKOTO K TEMIIEPUPOBAHHOMY XpoMa-
TUYECKOMY 3BYKOPSAY, OT YCTHOM K IHUCh-
MEHHOI CHCTEME XpaHEHUs U Iepenaqyu
My3bIKaJdbHOW MH(OpPMALUU U, KaK Cle.-
CTBHE, MPOUCXOAMJIO pPACIIMPEHUE 00paz-
HBIX, HMHTOHALMOHHBIX, CTHJIMNCTUYECKHX
cthep, yrmybreHue U yCI0KHEHUE CollepKa-
HUS ¥ (POPM UCTIOTHSIEMBIX TPOU3BEICHUIA;

— CO3JaBajiCi  YCOBEPIIEHCTBOBAaH-
HbIl MHCTPYMEHTApUi, YIOBJIETBOPSBIIUN
TpeOOBaHMUSIM XpOMAaTHU3aLUU, TEMOPOBBIX
MPEJCTABICHUI COIIMOATHUYECKON OOIIHO-
CTH Y, OTHOBPEMEHHO, YHU(DUIIUPOBAHHOTO
A3bIKa aKaJIeMUYECKOTI'0 UCKYCCTBa,

— BCE 3TO B KOHEYHOM CYETE IMPUBEIO
K BBIXOJy B TBOPUECTBE 32 PAMKH BHIPKECHHUS
Y3KOTO Kpyra 3THOMY3BIKQJIbHOM JeHCTBU-
TETLHOCTU M KOHIIGHTPAIMU Ha COLHAIbHO
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00yCIJIOBJIECHHOM  WHJWBUAYaJIbHO-THYHOCT-
HOM BOCHPUSTHUA Pa3HOOOPa3HBIX SIBICHUIA
JIEUCTBUTENBHOCTH, a TaKkke K (hOpMHUpPOBa-
HUIO YHU(PUIUPOBAHHBIX HOPM U IIPUHIIMIIOB
MY3bIKJIbHOT'O MCKYCCTBA B KaUECTBE ICTETH-
YECKHX U XyJIO)KECTBEHHBIX Mapaurm'.

B camom Hauane uccnenoBaHus npoiec-
COB aKaJieMH3allui UCKYCCTBa Oblila 3ameye-
Ha e€ SPKO BBIPAKCHHAs aMOUBAJIEHTHOCTD,
MO3TOMY CIIEAYIOIIMM IIaroM CTaJl MOMCK
HEraTUBHBIX TEHJICHIIUWA, U OHHU JICHCTBU-
TENFHO ObUIM HaWIEHBI. ABTOpP OTKpPBITHS
Ha3BaJl UX «I10CTAaKaJAEMUYECKUN CUHAPOM,
TO €CTh HETaTWBHbIE TEHJACHIUH, SIBIISIO-
LIMeCs] pe3yJabTaTOM BEYHOTO MMMAaHEHTHO-
TO MPOTHUBOCTOSIHUS (EAMHCTBA U OOPHOBI)
NPOTUBOMNOJIOKHOCTEN:  JI€CHUHKpETH3AINH
u yHubukanuu. BaxHeileii HeraruBHOM
TEH/ICHLIUEN aKaJeMu3aluu SBISETCs Iep-
MaHEHTHOE OciabJIeHne KOMMYHHUKATUBHOU
GyHKIMK UcKyccTBa. B ycnoBusx ¢osbkio-
pa, Tie UCKYCCTBO 3apOXkAajoCh, KOMMYHU-
Kalus SIBJSUIach €ro BeayImiel (QyHKIIMEH.
Onnako akageMu3aiysi, 0cOOEHHO Ha JTare
JOMUHUPOBAHHUSA MHCbMEHHOW TpaJuLuy,
pajvKagbHO M3MEHWIA Mapajurmy My-
3BIKQJIBHOTO HUCKYCCTBA C KOMMYHHUKAIUH
K IIpUOpUTETY omyca. «Macia B OroHb» J0-
0aBUJIM TUTIONBI [IMBWJIM3ALUMU — Pa3IUYHbIC
MOCTOSIHHO COBEPIICHCTBYIOIINECS 3BYKO-
BbI€ HOCHUTEJH, JOCTUIILIUE TAKOTO YPOBHS
pa3BUTHS, IPU KOTOPOM KOMMYHHUKaIUs CTa-
HOBUTCSI YCIIOBHOM, BUPTYaJIbHOM: TpaHHIIA
MIPECTABIIIEMOTO HUCKYCCTBA MEXAY TBOp-
LIOM OIyca U CIyllareieM JOCTHUIIA TaKuX
pa3MepoB, YTO MPAKTUYECKH MepecTala Cy-
niectBoBarh. OHAKO My3bIKAaJIbHOE HCKYC-
cTBO 0e3 ciymarens, 0e3 KOMMYHHUKaIUH
— 3TO HOHCEHC, YTO TPO3UT HEOOPaTUMbIMU
MIOCJIEICTBUSIMHU.

OcnabneHre KOMMYHUKaTUBHOM (yHK-
UM HampsMylo BeA€T K (opmanuzaiuu
TBOPYECKOIO IPOLECCa, OTXOAY OT OTeye-
CTBEHHBIX TPAAULMNA MPUOPUTETA XYIIOXKE-

CTBEHHOCTH B MCKYCCTBE M 00y4deHUu Oyiry-
X MY3bIKAHTOB, a TAKXKE K TEHACHIUSAM
TUNMW3ALMN, CTAHJIAPTU3ALMK, MBIIIICHUIO
mramnaMi. OcoOEHHO ATH TEHACHIIMM aK-
TUBU3HUPYIOTCA B YCIOBUAX KOHKYPCOMAaHUHU.

Hewmasnbie yrposbl KHW3HECIIOCOOHOCTH
aKaJIEMUYECKOTO HCKYCCTBA HECET TEH-
JNEHIUS eeMOKpaTU3alyy, WIA JIATapU-
3allMd, TO €CTh IMPEBPAIICHUE HCKYCCTBA
B JIUTAPHOE: I0Ka3aHO, YTO UCKYCCTBO MO-
YKET HE TOJBKO POKIATHCS KAaK JIUTAPHOE,
HO W B PE3yJIbTaTe ACAECMOKpPATU3AILINM CTa-
HOBHUTBCS TAKOBBIM.

Hakonen, akagemuszanusi mopoxxaacT He-
TaTUBHYIO TEH/CHIIMIO OCIA0JICHUS UMMY-
HUTETa MPOTHB TNIOOAIHM3AIMU, TO €CTh TPO-
3UT MOTEPEH HAMOHAIBHOM WICHTUYHOCTH
rckycctBa. CeromHs «IoCTaKaJIeMAYECKAN
CUHIPOM» BBIJICJIEH TEOPETUYECKH, HO, K CO-
KaJICHUIO, (DAKTONOTHSI MOCTOSIHHO TIOTIOJI-
HsieTcsl uH(OpMAIMel, MOATBEPKAAIOIICH
CYLIECTBOBAHME HETraTUBHBIX TEHJEHIUN U
HX BJIIMSHUE Ha )KU3HECTIOCOOHOCTH aKaIEMH-
YECKOr0 MY3bIKAJIBHOTO UCKYCCTBA B LIEJIOM.

[Tocne onpeneneHus 3aKOHOMEPHOCTEN
aKaJeMHu3allui U TeHJCHIUN (ITO3UTUBHBIX
Y HETaTUBHBIX) Pa3BUTHUS aKaJEMUYECKOTO
MY3BIKaJIbHOTO UCKYCCTBA OTKPBITHS MOCHI-
MaJiich KaK M3 pora M300uius. bbutk BbI-
JICJICHBI THUIIBI aKaJgeMU3allMd. €CTCCTBEH-
Has U UCKyccTBeHHas [5]. Otnuyarorcst oHu
TEM, YTO B INEPBOM JECUCTBYET €CTECTBEH-
HBII 0TOOp: UcaIbHBIN 00pa3el, K KOTOpo-
MY CTPEMSITCA aKaJEMHUECKUIN XyT0KHUK U
COIIMYM, MPEACTABISACTCS JIMIIb BUPTYyaJlb-
HO B WHJUBUIYabHOM W OOIIECTBEHHOM
CO3HaHWHU, a TIPU HUCKYCCTBEHHOM akaje-
MH3AIA 00paser] yXe CyIIEeCTBYeT JIMOO
CyLIECTBOBAJ B MPOLIJIOM H TBOPYECKUU
MpoLECC MPEeBpallaeTCsi M3 KpPEaTUBHOTO
B penpoAyKTUBHBIN. [[puMepbl HCKYCCTBEH-
HOM aKaJeMHu3allid Mbl HaXOIUM B HCTO-
pUHY HUCKYCCTBAa — K TPUMEPY, aKaJIeMHU3ALIHS
PYCCKOTO HApOJIHOTO HWHCTPYMEHTAJIbHOTO
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uckycctBa XX cronerus (cm.: [2]), aesite-
JU KOTOPOTO CTPEMUIIUCH JOCTHYL YpPOB-
HSl aKaJeMHYECKOTO HCKYCCTBa, WJIH TaK
Ha3bIBaeMblil AKaJeMu3M, MPOILBETABIINN
B HM300pa3uTEILHOM HCKycCTBE EBpOIIbI
XVI-XIX BekoB, o0OxapakTepU30BaHHbIN
C. OxeroBbIM KakK aKaJeMHY€CKOe HalpaB-
JIEHWEe B HMCKYCCTBE, JOTMaTHYECKH CIIEI0-
BaBIlIEe CIOKUBIIMMCS KaHOHAM HCKYCCTBa
AHTHUYHOCTH U 3110x1 Bo3poxaenus'* u mp.
HckyccTBeHHass akajaeMu3alius B JaHHOM
Cllydae TPENICTaBISIETCS KaK MEHee TMpej-
MOYTUTEIIBHBIN THIT PAa3BUTHS, TTOCKOJIBKY
3 ()EKTUBHOCTh €ro MaJlo MPOJYKTHUBHA,
a TOSIBJICHHE TTOCTaKaIeMUYECKOTO CHHIPO-
Ma B HEM — HauboJiee BEPOSITHO.

[To3xe ObLTH BBIJEICHBI TNIOOANBHAS U
WHJWBHIyaJbHAas BUIbI aKkajgeMu3anuu [6].
[TepBast oxBaThIBaCT 3HAYMTEIHLHBIC MACCHI
HapoJa, TEPPUTOPUU U BCETZIa TPOIOTIKU-
TeJIbHA 10 BPEMEHH, BTOpas — HAMPOTHUB,
KpPaTKOCpPOYHA ¥ MHANBHUAyaTbHA B TTOJHOM
CMBICJIE TOTO clioBa. JIF0Ooi yenoBek, Iie-
JICHANIPaBJICHHO OOyJaronTuiics MY3bIKe,
MPOXOIUT B PAa3BUTHU CBOETO CO3HAHHUS
STarbl, XapakTEpHbIE JIJIs TI0O0AILHON aKa-
JIEMU3AIMH, TOJIBKO B 60JIee OrpaHUuYEHHOE
Bpemsi. OCHOBaHHUEM JJISI TAKOTO Pojia CBsi-
3W CIIY)KUT YTBEPXKIACHHUE Psijia TICUXOJIOTOB
0 B3aMMOOOYCIIOBJICHHOCTH Pa3BUTHS CO-
3HaHWS B OHTOTeHe3e U (unorenese. [1oa-
TOMY, YCJIOBHO TOBOPS, COACPYKAHUE U Me-
TOJIbI OOyYEHHUSI B MY3BIKAIBHBIX YUEOHBIX
3aBeIeHUAX (PaKTUYECKH HAMpaBICHBbI Ha
TO, YTOOBI MBIIIJICHUE U JACATCIHLHOCTh 00-
YYaroerocsi yCKOpeHHO B MUHHUATIOPE T0-
BTOPSUJIO MYTh TIIOOATLHON aKaJeMU3aluH.
[Tpu >TOM MHIUBHIyaTbHAS aKaEMHU3AIIHS
MPaKTUYECKH BCETa HMCKYCCTBEHHAsl, YTO
3acTaBIsIeT OOPaTUTh MPUCTAIHHOE BHUMA-
HUE Ha CONIEP)KAHUE ¥ METOAMKU OO0yICHHUS
MY3BIKaJIbHOMY UCKYCCTBY.

OnHOW W3 TOCIETHWX WHHOBAIIMI
B TCOPUU aKaJIeMH3AIlMH HCKYCCTBa CTaJia

pa3paboTKa TEeXHOJOTHHM M3y4yaeMoro mpo-
necca. Ilox TexHonmorusMM akajaeMu3aluu
HaMU MIOHUMAETCSl COBOKYTHOCTh TPUEMOB,
CII0cO000B, METOJIOB, MEXaHU3MOB U TEXHHK
aKaJIEMUYECKUX MPOIECCOB, 00ECIIEUNBaIO-
11asi IPOTHO3UPYEMBIE pe3ynbTaThl. B xoze
UCCIIEOBAHUS  BBIJICIECHBl TEXHOJIOTHH,
C ITOMOLBIO KOTOPBIX 32aKOHOMEPHOCTH aKa-
JIEMU3allUY MTPOKIIAJIBIBAIOT 10POry K Oymy-
1eMy MCcKyccTBa. K HUM B IIepBYIO ouepenb
OTHOCATCS OTUYYXJEHHE, TpaBUTALMS H
couuanuzanusi. C MoMOIIbIO Pa3HOBUIHO-
CTEU MEPBOU — XyI0)KECTBEHHBIX MYyTallUH,
MoauduKanuii, Tpanchopmaimii, KCIpo-
MpHali U aKKyJIbTypaluu — JEeMOHCTPH-
PYIOTCSl pa3IMYHbIE CTEIEHH H3MEHEHUI
MIPEIMETOB WM SIBJIEHUM UCKYCCTBa, a TaK-
e CIOCOObI 3TUX U3MEHEHUI: BHYTPEHHUM
(HacnenCTBEHHBIN ) MJIU BHEIITHUH (BIUSHUE
cpenpl). I'paButanys B CTPYKType TEXHO-
JIOTUH BBINOJIHAET (QYHKIUIO TPOTUBOJECH-
CTBUSL OTUYXKJICHUIO U TEM CaMbIM pEIIaeT
PaBHOBECHYIO 3ajady, MOCKOJIbKY OHa 00e-
CIEYMBAET MHTErPALMOHHBIE TMPOLECCHI.
Hakonern, couuanusaiusi, BepBbie npume-
HsieMas HaMH B OTPBIBE OT YEJIOBEKA K XY/10-
KECTBEHHBIM SIBJICHUSIM, MOKA3bIBAET, KaK
peanu3yercs eCTeCTBEHHBINH 0TOOP.
OcCHOBHBIE BBIBOJIBI UCCIIEJOBAHMS aKa-
JEMUYECKOTO MY3BIKaJIBHOIO HCKYCCTBa
HampaBJieHbl Ha TMEPCIEKTUBbBI U3YyUYECHUS
IIPOLECCOB aKaJEMU3alUU, TIOCKOJIbKY OT-
KPBIThIE aBTOPOM KaK [TO3UTUBHBIE, TAK U He-
raTUBHbIE TEH/ICHLIUH, a TAK)KE TUIIbI, BUJIBI
Y TEXHOJIOTUU CIIOCOOHBI CYIIECTBEHHO MO-
BIUATH Ha €ro Oyayllee, a 3HauuT, UX pe-
TYJIMUPOBaHUE MOXKET CTaTh UHCTPYMEHTOM
(dbopmupoBanus 3Toro oyayuiero. syuenue
MIPOIIECCOB aKaJEeMHU3AIMN UCKYCCTBA OBLIO
HAuaTo C MCKYCCTBOBEIYECKHUX TO3MUIUA,
OJTHAKO BCKOPE CTAJIO SICHO, YTO PEIIUTH pe-
aJbHbIE POOJIEMBI HCKYCCTBAa HEBO3MOKHO
0e3 CBs3M C MENarorukoid My3bIKaJbHOTO
oOpazoBanusi. [lockobKy HCKYCCTBO Kak
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(hopMa 0OIIECTBEHHOTO CO3HAHUS HEYNIPAB-  «YIPABJICHUS», PETYIUPOBaHUS OymaylIero
J5IeMO B MPUHIIMIIE, CUCTEMA MY3bIKaJIbHO-  COBPEMEHHOTO aKaJIeMHUECKOTO UCKYCCTBA.
ro 00pa30BaHUs KaK COIMAIBHBIA HHCTUTYT U B 3TOM — HempexoAsiias 3HaYUMMOCTh UC-
CTAHOBUTCS €IMHCTBEHHBIM HHCTPYMEHTOM  CJIEIOBaHUSI MPOLIECCOB aKaJeMHU3aI1H.
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' Cm. 00 stom: Bapnamos [I. M. Ontonorust uckyccra: M30pannsie crarbu 2000-2010 rr.
M.: Kommnosutop, 2011. C 67.

2 Cwm.: Bacumbe O. II. K Bompocy 00 akagemmsanuu OasitHa // AKTyallbHbIE HPOOIEMBI
UCTOPHH, TCOPUU U METOAMKH COBPEMEHHOTO MY3BIKaJILHOTO CKYCCTBA U 00pa3oBaHus: ¢0. Hayy.
Tp. OI'MU. Brim. 4. OpenOypr: OI' MU um. JI. u M. Poctponosuueit, OI'Y, 2008. C. 152—156.

3 Cwm.: Axkamemmsm // Arslonga: ciioBapb. URL: http://new.arslonga.ru/data/slovar/slovar_r.php
(mara obpamenus: 11.10.2022).

* TlogpoGuee 00 3tom cMm.: ['aneeB B. P. CymiHocTb, cTpyKTypa U GYHKIMH aKaJIeMHUYECKOTO
UCIIOJTHUTENBCKOTO HcKyccTBa // OOpa3oBanue 1 Hayka B Poccuu u 3a pyoexxom. 2020. Ne 3. C. 120.

> Cwm.: Bapnamos JI. M. Yka3. cou. C. 72, 193, 255; Bapnamos JI. U. Axagemusanus u
MOCTaKaJIeMUYECKUI CUHAPOM B MY3BIKAIBHOM HCKYCCTBE M 00pa3oBaHUM: MOHOTpauuecKuil
coopHuk crareit. M3a. 2-e, non. Caparos: CI'K um. JI. B. Co6unona, 2021. C. 12, 149, 173.

6 Cwm.: Konriemniust pa3BUTHsI KOHIIEPTHOM JEATEIBHOCTH B 00JACTH aKaJeMHUYCCKOW MYy3BbIKH
B Poccuiickoii @enepanun Ha niepuon 10 2025 roma // Pacnopsokenue IlpaButenbctBa PO
ot 24 Hos6pst 2015 roma Ne 2395-p. C. 1-2.

7 Akanemuueckas My3bika // Bukuneaus. CBoOOIHAS SHITUKIIOTIC IS,

URL: https://ru.wikipedia.org/wiki/Akanemudeckas my3bika (1ata oopamenus: 11.10.2022).

8 Uon JlynbuHb. AKasieMHuecKas My3bIKa M KyJIbTYpHas MATKast CHJIa — TaKkKe 0 (POpMaIbHBIX
XapaKTepUCTHUKAX akajeMuyeckoil My3biku // MccnenoBanue tuberckoro uckyccrsa. 2014. Ne 2.
C.4-8. [FRW. “FBeIRE R 5 AL Ty - MR EBEIRE IR B SR AE[T]. PH ek 2R T 7T,
2014.2°5. 554-871.]

9 Cwm.: Oxeros C. . CroBapb pycckoro si3bika / o pea. H. 0. IlIBenosoii. 23-¢ uz., ucmp.
M.: Pycckuii si3b1k, 1991. C. 27.

10°Cm.: Bapnamos JI. Y. Akagemuszaius v nmocrakajaeMudeckuii cuaapom... C. 12, 149, 173;
Bapnamos /I. . Onronorus uckyccrsa... C. 72, 193, 255.

" Bapnamos /JI. Y. Outonorus uckyccrsa... C. 102—112.

12 Tam xe. C. 105.

13 Bapaamos /1. Y. AkageMu3zaiius v mocrakageMuueckuii cuaapom. .. C. 32-33.

4 Oxeros C. U. Cnosaps pycckoro s3bika... C. 27.

Gy~ CNUCOK UCTOYHUKOB ¥

1. I'puropbeB A. @. DBoro1Hs OASTHHOTO UCITOJIHUTEBCTBA B UCTOPUUYECKOM PETPOCIIEKTHUBE:
ot nmmnpoBu3anuu Kk akagemusanuu // KANT Social Sciences & Humanities Series. 2021. Ne 1.
C. 75-89. DOI: 10.24923/2305-8757.2021.5.8

2. Johansson K., Georgii-Hemming E. Processes of Academisation in Higher Music
Education: The Case of Sweden // British Journal of Music Education. 2020. Vol. 38, Issue 2,
pp- 173—186. DOI: 10.1017/S0265051720000339

154



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 4
(0

3. Dyndahl P, Karlsen S., Nielsen S. G., Skérberg O. The Academisation of Popular Music in
Higher Music Education: the Case of Norway // Music Education Research. 2017. Vol. 19, No. 4,
pp. 43-454. DOI: 10.1080/14613808.2016.1204280

4. Ban b. «Akagemuzanus» cakco)OHa: TeHE3HMC, OCHOBHBIC BEXH M aKTyallbHbIC TCHICHIHH
// PHILHARMONICA. International Music Journal. 2021. Ne 6. C. 39-50.

DOI: 10.7256/2453-613X.2021.6.35933

5. Bapmamo /[I. U. Ilpomecc akageMu3aluu pPyCCKOTO HAPOAHOTO WHCTPYMEHTAIBHOTO

uckyccrsa // [Ipobnemsl Mmy3bikanbHOM HaykH / Music Scholarship. 2019. Ne 2. C. 29-37.
DOI: 10.17674/1997-0854.2019.2.029-037
6. Bapmamos J[. . Akagemu3anus JTHYHOCTH B MY3BIKaJbHOM oOpa3zoBanuu // W3Bectus

Caparosckoro yauBepcurera. Hosas cepust. Cepust: @umnocodust. [lcuxomnorus. [lemxaroruka. 2020.
T. 20, Bemm. 4. C. 454-457. DOI: 10.18500/1819-7671-2020-20-4-454-457

Ungpopmayus 06 asmope:

J. 1. BapaamMoB — JOKTOp MCKYCCTBOBEACHHUS, JOKTOP MENArOorM4ecKux Hayk, mpodeccop,
3aBenyrommii Kadeapoil MCTOpUM W TEOPHH HCIOIHUTEIBCKOTO HCKYCCTBA U MY3BIKAIBHOMN
NIE€JarOTUKHU.

G~ References (©

1. Grigoriev A. F. Evolution of Bayan Performance in Historical Retrospective: from
Improvisation to Academization. KANT Social Sciences & Humanities Series. 2021. No. 1,
pp. 75-89. (In Russ.) DOI: 10.24923/2305-8757.2021.5.8

2. Johansson K., Georgii-Hemming E. Processes of Academisation in Higher Music Education:
The Case of Sweden. British Journal of Music Education. 2020. Vol. 38, Issue 2, pp. 173—186.
DOI: 10.1017/S0265051720000339

3. Dyndahl P, Karlsen S., Nielsen S. G., Skarberg O. The Academisation of Popular Music in
Higher Music Education: the Case of Norway. Music Education Research. 2017. Vol. 19, No. 4,
pp. 43-454. DOI: 10.1080/14613808.2016.1204280

4. Wang B. “Academization” of the Saxophone: Genesis, Main Milestones and Current Trends.
PHILHARMONICA. International Music Journal. 2021. No. 6, pp. 39-50. (In Russ.)

DOI: 10.7256/2453-613X.2021.6.35933

5. Varlamov D. I. The Process of Academization of the Art of Russian Folk Instrumental
Music. Problemy muzykal'noj nauki / Music Scholarship. 2019. No. 2, pp. 29-37. (In Russ.)

DOI: 10.17674/1997-0854.2019.2.029-037

6. Varlamov D. 1. Academization of an Individual in Musical Education. /zv. Saratov Univ.
(N. S.), Ser. Philosophy. Psychology. Pedagogy. 2020. Vol. 20, Issue 4, pp. 454-457. (In Russ.)
DOI: 10.18500/1819-7671-2020-20-4-454-457

Information about the author:

Dmitri I. Varlamov — Dr.Sci. (Arts), Dr.Sci. (Pedagogy), Professor, Head of the Department
of History and Theory of Performing Arts and Music Pedagogy.

IToctymmta B pemakiuto / Received: 21.11.2022
Ono6pena mocne penensupoBanus / Revised: 14.12.2022
[IpunsTa k mybnukanuu / Accepted: 16.12.2022

{\_/

155



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 4
Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 4
Q\x\B C\/JJQ

ISSN 2782-3598 (Online), ISSN 2782-358X (Print)

Gys>~. CoBpeMeHHOe obpa3oBaHue o¥°
U My3blKaribHasa Hayka

Hayunas cratbs
VJIK 786.2 (cOOG)

DOI: 10.56620/2782-3598.2022.4.156-166

«O 4yém nen 396NUK»: Nnpupoaa B HappaTuBee
aetckoro dooprenmaHHoro anb6oma Hukonaa CugenbHUKoBa

Enena Anexcanaposna llledona

Jluneyxuii cocyoapcmeenHblll nedazo2uieckuil yHugepcumem
umenu I1. II. Ceménosa-Tsan-Illanckozo,
2. Jluneyx, Poccus,
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Annomayua. B cratbe paccMarpuBaeTcs creur@uka BOIUIOIIEHUS 00pa3oB MPHUPOABI Ha
Marepuaiue JieTckoro (oprenuanHoro ansboma «O uém men 316muk» Hukonas CuaenbHUKOBa
(1930-1992). O6pa3 npupoas! SBASETCS OAHUM U3 JOMUHUPYIOIIUX B TBOPUYECTBE KOMIIO3UTOPA.
B HapparuBe HaXoIAT OTpakKEHUE NEN3aX, PACTUTENIBHBIN U )KUBOTHBIN MU, IIOTOJIHBIE SBJICHUS,
BOJIa, HeOeCcHbIe CcBeTWJIA. AHAllM3 MUHHMATIOP MO3BOJSET YBUAETh HEOAHO3HAYHOCTh 00Pa30B,
a TAK)Ke BBISBIISIET SMOLIMOHAIBHO-TICUXO0JI0TMYECKYI0 3HAYMMOCTb, KOTOpasi IPOSIBIISIETCA B [IbECAX.
ABTOD Jien1aeT BBIBOJ O TOM, UTO 00pa3 MpUpO/Ibl B HAppaTUBE KOMIIO3UTOPA IIPECTABICH HA YPOBHE
MY3bIKaJIbHO-BBIPA3UTEIbHBIX CPEACTB — jKaHPa, 3BYKOM300pa3UTEILHOCTH U T€ATPAIbHOCTH, YTO
co31aéT onpeAeaéHHOE HACTPOECHUE U CIOCOOCTBYET paCIIMPEHNIO KOHIIEPTHOTO U TEAArOrMYECKOTo

penepryapa.
Knrwoueswvie cnosa: Huxonait CunienbHUKOB, albOoM, 00pa3, pupoja, HappaTuB
na yumuposanua: Uedona E. A. «O uém nen 3s1061uKk»: IpupoJa B HAppaTUBE JETCKOTO

¢doprenuanHoro ansboma Hukonas CunensHukosa // [IpobneMbl My3bikaabHOM Hayku / Music
Scholarship. 2022. Ne 4. C. 156—-166. DOI: 10.56620/2782-3598.2022.4.156-166

© Iledora E. A., 2022

156



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 4
(0

6ys~ Modern Education and Music Scholarship —©

Original article

What the Finch Sang About: Nature in the Narrative
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Abstract. The article examines the specificity of manifestation of the images of nature on the
material of children’s piano album What the Finch Sang About by Nikolai Sidelnikov (1930-
1992). The image of nature is own of the predominant features in the composer’s musical output.
In the narrative such aspects as landscapes, the vegetative and animal worlds, weather conditions,
water, and the heavenly hosts are reflected. An analysis of the miniatures makes it possible to see
the ambiguousness of the image, and also reveals the emotional-psychological significance which
reveals itself in the pieces. The author comes up with the conclusion that the image of nature
in the composer’s narrative is presented on the level of the musical-expressive means — genre,
figurativeness and theatricality, which creates a particular mood and is conducive for expansion of

the concert and pedagogical repertoire.

Keywords: Nikolai Sidelnikov, album, image, nature, narrative

For citation: Shefova E. A. What the Finch Sang About: Nature in the Narrative of Nikolai
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IIyCTS JEBATH JIET CO JHSA CMEPTHU BbI-
JAIOILIETOCS] PyCCKOTO0 KOMIIO3UTOpA
Huxomags Huxomaesuua CuneapHU-

xoBa (1930-1992) xypHan «My3bIKaJlbHas

aKaJeMMs» MO TPAIULHUHM TOCBATHI €MY

«BEHOK» co cnoBamu: «IIponnér Bpewms,

U TI0 MEpe HAKOIUICHHs 3HAHUHM MbI OyneM

BO3BPAILATHCS K €r0 HACJIEINI0, CTOJIb ené

c1a00 U3y4eHHOMY, YTOOBI IO JOCTOMHCTBY

3aKpPENUTh €r0 B UCTOPUU PYCCKOU MY3bI-

KaJIbBHOW KYJIBTYPBI BTOPOM ITOJIOBHHBI XX

crosetusp». C TOro BpEMEHU MPOILLIO JBA-

11aTh JIET, @ HACJIeIUe KOMIIO3UTOpa BCE elé

OCTaETCs «CTOJb €lE c1ab0 U3yUYEHHBIMY.

MHoOrouuciieHHbIE CTaTbl W PEUEH3UU

JI. bakmu!, P. Jlenenéna®, 1. Hecthena’,
K. Ymanckoro?, I Xaiimosckoro’, C. SIko-
BEHKO® M JIp. B OOJIBIIMHCTBE CBOEM HallU-
CaHbI «II0 CIy4aroy». TBOPUECTBO U aBTOP-
CKUU CTWJIb PAaCCMOTPEHBI B €AUHCTBEHHOU
moHorpaduu I". I'puropsesoit’ (1986). Ha-
YYHBIE CTAThU MOCIICTHUX JIET MOCBSIICHBI
B OCHOBHOM OTJEIBHBIM TPOWU3BEICHUSIM
(cm., k mpumepy: [1-4]).

BriOpanHnblii B KauecTBe Marepuaia
CTaTbl JAETCKUU (QopTenuaHHbld alibOoM
«O ué™m men 3s16muk» (1971) HuKorma He
OBLT MpEeIMETOM ucclienoBaHusA. ToJIbKO
TPH MbECHI U3 JIBaJILIaTH MsTH — « Bopobeit u
ayxa. T, « CIbIIly MEeCHIO Ha POJUMOM
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cropoHre. [laccakanesa» u «/lanéxne 3BE3-
nel. [Ipentonus» — paccCMOTpPEHBI B MOHO-
rpa¢uu T. FOpoBoii®, rne aBTop cooOmiaer
naHHble Ouorpaduu U TBOpUYECTBA KOMIIO-
3UTOpa, OCBEIAET HEKOTOPbIe OCOOEHHO-
CTH CTHJISI, a TaK)Ke oOpariaercs K UCIo-
HUTEIbCKOMY U MIEIarOrMueCcKOMY aHaIu3y
MIPOU3BEICHUN.

AnpO0M ¢opTenuaHHBIX MbEC AN Jie-
Tell BIIEPBbIE YBHJEN CBET B MOCKOBCKOM
m3narenbctBe «Mysbsika» B 1974 ropy.
C Tex mop OH HM pa3y HE NEPEU3JaBAJICS.
HexkoTtopbie mbechl 1HUKIa paccpenoToye-
HBI 110 Pa3HbIM IEIaroruuyecKuM H3J1aHH-
M. Buaumo, 3T0 M SBWIOCH NPUUYUHOU
3a0BEHUs, TOTOMY UTO 110 OTJAEIbHBIM IbeE-
caM TPYAHO CYJIUTh O LEJIOCTHOCTH aJb0o-
Ma, MIOHATh €r0 CTUJIUCTUKY. Mexay Tem
Jake OeTIIoro 3HaKOMCTBA C MTPOU3BEACHH-
€M JIOCTaTOYHO, YTOOBI YCIBIIIATh KPACOTY
HOBOI'O 3BYKOBOT'O MHUpa, YJIOBUTb OPUIH-
HaJIbHOCTh aBTOPCKOI'O NOYEpKa, 0COOEH-
HYIO TPaKTOBKY IPOTPAMMHOCTH U TOHSTh
cnenuPuKy coeAuHEeHUs OONBIIOTO CTHIIS
C KaMepHbIM, pPa3BEPHYTOIO IOJOTHA —
C YTOHYEHHBIM SIIU30/10M.

Oto BrTOpoil mocie «CaBBYIIKUHOMN
¢neittey (1966) anbOoM, MOCBAMEHHBIN
netsiM. Ecnu onucanHble B IEpBOM anb0o-
Me COOBITHSI BO MHOTOM B3SThI U3 KU3HU U
MPOTPAaMMHO TOYHBI, TO «3S0JHK» CIIOXK-
Hee M0 00pa3HbIM U TEXHUYECKHUM 3a/1a4aM.
Hampumep, xomMmno3uTop, OIHUM H3 Mep-
BBIX B JIETCKOM MY3bIKE, MpEIaraeT Xyao-
KECTBEHHBIM METOJ] MOCTENEHHOIo0 OXBa-
Ta TPEXCTPOYHOU MAPTUTYPhI, HAMEPEHHO
YCIOXKHSIET MY3bIKAJIIbHBIA SI3BIK C LIEJIbEO
MpPUOOIIEHUS] AETe K COBPEMEHHBIM, IO-
POl HEOKUJJAHHBIM BBIPA3UTENIBHBIM CPE/I-
CTBaM, 3aKJIaJIbIBA€T MHTYUTUBHOE IOHU-
MaHHe («4yBCTBO KaHPa») TOTO, KaK HY>KHO
UCIIOJHSATH MPOU3BEJEHUE, YTOOBI epeaaThb
HaMEPEHMsI KOMIIO3UTOpA, TEKCT OIIpe-
nenéHHoro aHpa. He cimydaitHO mnbecsl

B IIMKJIC HAJICJICHbl IBOWHBIMU Ha3BaHUS-
MH: «YTOHYN B Jiecy 3akar. iHrepmerno»,
«lan€xkue 3BE3mb1. [lpemronusy, «Jluxou
Hae3AHUK. TapaHTenay.

OOpatumcst K OOIUM MPUHITUTIAM TI0-
cTpoeHus: aipboma. Ha mepBwiii B3MIA]
NBaJLATh MATh NbEC MPEACTABISIIOT HE3a-
TEHUIMBBIE CIOKETHbIE KapTUHKU. OIHAKoO
3aMbICe] KOMIIO3UTOpa HaMHOIO IIIyOxe.
B 0CHOBE KOHCTPYKIIMU JIEKAT MPUPOJIHBIE
PUTMBI: CMEHA BpeMEH rojia, AHS U HOYH, HO-
MUHAIMHU JIBIKYIIEHCS BOJIbI, BO3YIITHBIX
Macc U HeOecHbIX Ten. Ha aToit nukinye-
CKOM IIPOCTPAHCTBEHHO-BPEMEHHOU MOJE-
JIY, TIOBTOPSIIOLIEH BEYHYIO CMEHY IPHUPOJ-
HbIX LHKJIOB, 3aJI0KEHO IIPEACTaBICHUE
0 TOM, 4TO BCE BO3BPAILACTCs HA KPYT'H CBOSL.
Bunumo, mostomy anb00M OTKpbIBaeTCs
«oceHHel» Tmbecko «Bopobedt u nyxa.
OTIOI», CJIETKa «KacaeTcsh» BECHBI U JIeTa —
«lan€éxue 3831561 [Ipemonusy, «Becénbii
netHU gAeHb. [lomynmdpHas mneceHka» —
1 BO3BpalllaeTcs K oceHHeMY «KypaBIUHO-
My kinunHy. Kozne». B Tom, uto B anbbome HeT
3UMHUX 3apUCOBOK, BHUJIUTCS ONpPENEIEH-
HBI cMbIci. «He MepTBel u He KUBOM — /
CHoM BOJIIIEOHBIM O4ApPOBAH...» — TaK MH-
met @. TrorueB nipo 3umuui Jiec. [Ipupona
yke ymepia (0CceHb) U emé He BOCKpecia
(BecHa), 3TO ecTb BpeMsi, KOTOpoe ¢ Oe3yc-
JIOBHOW OYEBHUIHOCTHIO OOHApYXUBaeTCs
B JKU3HU OKPYXKAIOIIEH 1eCTBUTEIbHOCTH.
Bo03M0XXHO, CBOWCTBEHHBIE 3MME MOTHBBI
BpaxaeoHoct («To, kak 3Bepb, OHa 3aBO-
et»), uabepHaibHocTh («TyT K nomaasim
KocMaThii Bpar / KyBBIpKHETCSI C TOKIOHOM
B HOTW), MPOTUBOCTOSIHUS uenoBeky («Ilo-
CMOTpH: BOH, BOH urpaet, / Jlyer, mitoer Ha
MEHSI») HE HalUIM OTKJIMKAa B TBOPYECKOM
Hamepennn H. CunenbHUKOBA.

[TosTn3anus npupoasl MPOSBUIACH Ye-
pe3 OIpelesIEHHbIE CTUIEBBIE PELICHUS —
TPOTATEJIbHbIE HA3BaHUs, AJUIFO3UH, 3BYKO-
0o0pa3HbIii CTPOM, 3BYKOMHUCHBIC MPUEMBI,
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dakTypy, TapMOHHIO, Mealb, IITPUXOBYIO
Y apTUKYJISLUOHHYIO AJIATPY.

Kak u OOJNBIIMHCTBO KOMIIO3UTOPOB
— co3pgareneil gerckux anmpoomo, H. Cu-
JeJIbHUKOB TPHUACPKUBAJICSI MPUHIUNA
IPOrpaMMHOCTH B  MY3BIKaJbHOM IIpO-
u3BeleHuU. JI. bakmm nporpamMmMHOCTB
Ha3Baja CYIIHOCTHBIM CBOMCTBOM MBbIII-
JICHUs, «IBWXKYILNEW IPYKUHOU MY3BIKK»
H. CunensuukoBa’. Hanpumep, B pa3roBo-
pe ¢ I. ['puropbeBoil My3bIKaHT BbICKA3aJI
UJICI0 O TOM, YTO «JIH00asi My3bIKa BCerna
IIPOTPaMMHA; €CIU XK€ OHa “IOsICHEHa”
aBTOPOM, TO 3TO eulé¢ Oosnee crnocoOCTBY-
€T TOYHOCTH BOCHPHUATHS 3ambicia»'’.
XapakTepHble I MPOrPAaMMHON MY3BIKH
KOMIIO3UTOPa BBIPA3UTEIIbHBIE CPEACTBA —
XKAHPOBOCTH, 3BYKOM300pa3UTENbHOCTh U
TeaTpajlbHOCTh — BMECTE U MO OTAEIbHO-
CTH TNpejcTaBieHbl B abOome. [Tockonbky
TE€Ma CTaThbH 3asBJICHA KaK IPUPOJA B Hap-
paTuBe KOMIIO3UTOpPA, TO OCTAHOBHUMCS Ha
0003HaYEHHBIX MOMEHTAX.

PaccmoTpum, kak 00pa3sl PUPOIBI ITPO-
SBIIAIOTCS yepe3 kaHp. Hanuuue B anboome
YUCTO MHCTPYKTUBHOIO MaTepHalia caMo 1o
cebe mpuIaéT MUKITY «IIKOJIBHBIN» Xapak-
Tep: «Bopobeit u myxa. Itiony, «[amuoHok
YUUTCS JIETAaTh. JTIOA», «ball MOJIOIBIX Ty-
cAT. Otrony», «IlacTyX roHUT cTago. DTHOI.
Kpome Toro, Bce xuBble CyliecTBa B ajb-
OoMe MOKa3zaHbl Yepe3 3T, U Ha3BaHHBIC
nbechl 00NAaJal0T €ro YCTOMYUBBIMU KaH-
POBBIMH TIpU3HAKaMu — (PaKTypHO-IWHA-
MUYECKUMH CTEPEOTUTIAMU, TEXHUYECKUMHU
dboprenuaHHbEIMU (HOPMYITAMHU.

OTkprIBaeT UK MUHHaTIOpa «Bopo-
Oeli u myxxa. Otioa». Bece Habmroganu, kak
KyIarTcs B JIyke BOpoObu. [[BHkeHUs
UX OAHOOOpa3HbI, a MOTOMY MpeacKasy-
eMbl. OTUM OOBACHSAETCS MEJIOANYECKOE
OCTHHATO, NATUIANbLIEBAS TO3ULHUSI U
yepenoBaHUe IITPUXOB legato M staccato
(mpumep Ne 1).

Mpumep Ne 1 H. CnaenbHuKoB.
«Bopoben v nyxa. dTiog»
Example No. 1 Nikolai Sidelnikov.

The Sparrow and a Puddle. Etude

- UXHBJEHHO

2 ?;-,\,- cfPE frenfa. o
=

heit e [ P e

Piano P
.
(%z t
g apptf mﬁpﬁgﬁéﬁ‘&@%
. N Ny e N Y
—_—

ITockonpKy Uil «BOOHBIX IPOLENYP»
BOpPOObM HCIONB3YIOT JIIOOYI0 MENKYIO
JTyXy, TO CTAHOBUTCS TOHATHO, MOYEMY
KOMIIO3UTOp OOpaTwiics K KiacTepy, KOTO-
pBIM CO31a€T TapMOHUYECKUN KpPaCOYHBIN
doH, «BoAsTHOE MATHO». UTO €mé xapakTe-
pusyer BopoObsi? KoHeuHO, umpukaHbe —
¢uHanbHOE «aHpUK» (TIpumMep Ne 2).

Mpumep Ne 2 «Bopoben v nyxa. ITiogy»
Example No. 2 The Sparrow and a Puddle. Etude
W T Li‘:-}\ 1 E{.qﬂ; —
E . 53
S i S
0~

[IpuHIun cnexyromeld Nbecbl U3 pas-
pslla «OPHUTOJOTHYECKONW» OOpa3HOCTH
«l"aT4oHOK y4uTCs JeTaTh. DTIOA» — IO-
CTENEHHOE NpHOaBIeHUE MO OAHOW HOTE
BO BCEX UYETHIPEX Trojiocax, Ie BTOPOM u
TPETUH UMHUTHUPYIOT LIArd TaJIku. JTO 1e-
penaérca mapajjeabHbIMM TaMMOOOpas-
HBIMU JBWKEHUSMHU B TEPLHUIO BOCHMBIMU
HOTaMHu non staccato [5, c. 135]. IIpu atom
MEPBBIM M YETBEPTHIA TrojI0Ca KOMUPYIOT
«OblolIue ABUKEHUS» KPBUIBIIIKAMHU IO
3ByKaMm AakKKopJla YE€TBEPTHBIMHU JJIUTEIb-
HOCTSIMU Staccato (npumep Ne 3).
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Mpumep Ne 3 «lanyoHOK yuuTCAa NeTath. ITa»
Example No. 3 A Jackdaw Learns to Fly. Etude
Ymepenno o I ‘I i _
ESESSES S Ssess =R
yd ﬂ

sl rfpfef et fofet rfeferss
uyTh ?blc’ltpée.

I S N L-—.‘_!_.’
=T ‘-'.'Li._:.' -'-L.-L‘. FESES S s=saSs
fereed e O 2ee. DI

HuTepecHo npocneauTs paboTy KOMIIO-
3UTOpa CO BPEMEHEM, KOTOPOE€ BBIPAKEHO
TpeMsi MapameTpamMu — 3pUTEIbHBIM (pe-
MapKH «4yThb OBICTpee», «emE ObICTpeey,
«Bc€ 6onee u 6osee yObICTpsis», «OBICTPOY,
«emé€ OBICTpee», «OYEeHb OBICTPO»), CKO-
POCTBIO ABMKEHHUS (TEMIIOM) U MEJIOIUEH.
B BepxHeM roroce «pa3ber» Ha HOTax ¢’ u
d’ ¢ MOCTIeTYONIMM OXBAaTOM JIHAITa30Ha OK-
TaBbI BCTyNaeT B KOH(MIHMKT C TOBTOPSOIIH-
MUCSI HOTAMH B CPEIHHX TOJI0CaX, KOTOPBIC
co31aroT A3 (HEKT «KHEYKITIOKECTH» (TIpuUMep
Ne 4). CrpeMuTenbHOro «B31€ETa» HE MOIY-
9aeTCs, MOCKOIBKY METIOHSI «TOTIETCS) Ha
3ByKax ¢ U ¢’, nenasi OOJbIIOE YCKOPEHHE
Ha crescendo, BIUIOTh JIO CAMOTO OKOHYa-
HUS THECHI. TaK My3BIKATbHYI0 UMHTAILIUIO
neuxeHuit ramyonka H. CujenbHUKOB 1O-
MBITAJICSL CO3/aTh MO MPHHLHUITY YCKOpPEH-
HOI KuHeMarorpaduyeckoil MpoeKLUH.

Mpumep Ne 4 «[lan4oHoK yuuTcs netatb. ATOAY,
T. 28-31

Example No. 4 A Jackdaw Learns fo Fly. Etude,
mm. 28-31

B meece «Ilactyx ronutr crago. OTiom»
HCIIONIb30BAaHUE «JIByX KJIABUATYp» CTAJIO
OCHOBHBIM npuémom. Ero 3amaHHocTh J0-
CTaTOYHO OYEBH/HA: HAUMHAs C TPETHETO
TaKTa MPUCYTCTBYET MEIOAUYECKOE MTPOTH-
BOMOCTABJICHUE YEPHBIX M OCNBIX KIaBHILI
— MEHTAaTOHUKH U (ppuruiickoro naga (mpu-
Mep Ne 5).

Mpumep Ne 5 «IMacTyx roHnT cTago. ATy

Example No.5  The Shepherd Drives the Herd. Etude
Ymepento

,M-ht’ - i

== BB 3 2t B S R T R A i

C Takra 19 B quHHH 0Oaca MHOSIBISETCS
BBIJIEP>)KAHHBIN 3BYK €S, BO3MOXHO, UMUTHU-
PYIOIIUNA MPOTSKHBIA KpUK Obika. OH pe3o-
HUPYET C HOTOM e’ B MEIOUUECKOM ToJI0Ce,
HO 3BYYHUT Ha yauBiieHue msrko. OOpasys
WHTEpBaJl YHICIUMBI, 3all0JTHEHHBIN 00ep-
TOHAMH, BCE BMECTE OHHU CO3/Ial0T 3BYKOBOM
IIyM CTaja, TOHUMOTO ¢ nacrourmia (mpu-
Mmep Ne 6).

Mpumep Ne 6 «MacTyx roHnT cTago. ATgy,
T. 15-24
Example No.6  The Shepherd Drives the Herd. Etude,
mm. 15-24
2#: ===
(R =

B e e e e e ]
EaE L 3 3
L.\

IToMUMO YHMCTBIX, CEMAPUPOBAHHBIX OT
[IPU3HAKOB OCTAJIBHBIX >KAaHPOBBIX BUIOB,
OTPOMHBIM MHTEPEC NMPEACTABIISIOT IIPUME-
PBI BHYTPUBHI0BOTO B3aUMOJICHCTBUS JKaH-
POB, TO €CTh IOJIUKAHPOBOCTE.
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Paccmorpum nbecy «Crbly mecHro Ha
pomumoint cropone. ITaccakanbs». [IpusHa-
KM I1aCCaKaJlbl KOMIIO3UTOP IPETBOPSET
CBOOO/IHO, MOYTH «IO-PYCCKH»: MPOBOAUT
mecTb NoNupOHUYECKUX Bapualui Ha
OCTMHATHYI0O TEMYy B BEPXHEM pEruUCTpE,
IIOJINTOHAJIBHOCTh KOTOPBIX BBIPAXKAeT OT-
HIOb HE «TOPKECTBEHHO-TPATUYECKUI»,
a CKopee IeYalabHbIM Xapakrep. TUIMYHON
JUIS TTACCKAJIBH TPEXIOJBHOCTH KOMIIO3HU-
TOpP NPOTHUBOIIOCTABIISIET YEPELOBAHUE MeE-
poB 6/4 u 7/4 (mpumep Ne 7).

Mpumep Ne 7 «CrblLwy NecHo Ha POQMMON CTOPOHE.
Maccakanbs»
Example No. 7 | Hear the Song on My Native Land.
Passacaglia
He GHCTPO, B AyXe Haurphiwa —
P Ty oy e PP S e
e T
. P
PYREESUDE . Y7 NP SUN. * ¥+ SES—
S e L e L
zd _ ' ;
= S0 SE e 4}{ T 5:5”3,,' Gt

Uem 00bsICHSAETCS TAKOE€ HEOOBIYHOE YKaH-
poBoe coueranue? llepBoHavyanbHOE 3Ha-
YEHHE IacCaKalby — IECHS, 3aTeM — TaHell,
a B XVII Beke — HHCTpyMEHTaJIbHAS IIbECA.
Becp 3TOT KaHpOBBIM COCTaB MO-Pa3HOMY
NPOSIBIISIETCS. B Mbece, a (PaHIly3CKUE JIUTH
«3aJ]aI0T» HACTPOEHHUE: HAYUHAIOTCS OT HOTBI
U YXOIST B HUKY/A, COEIMHSIS 3BYKH C THILU-
HoM. 3BykoBas armocepa H. CunenbHuko-
Ba OpPraHUYHO COEIMHWIIA PYCCKOE Hayallo
C MPHU3HAKaMH UMIIPECCUOHUCTUYECKON CTH-
JUCTUKH.

[Ipumeuarenbuo, uto H. CupenbHu-
KOB, 10 TPAJULIUU IE€TCKUX aJIbOOMOB, HC-
MIOJIB3YET B HA3BAHUSX NMbEC JUMHUHYTHUBBI
(pyde€k, BeTepokK), mpaBaa, B ajdbOoMax,
Hanpumep, C. FOdeposa nnu A. Kombiio-
Ba YMEHBIIUTENIbHO-JIaCKaTeIbHbIE CY(]-

(UKCHI TPUMEHSUIHCh TMPEUMYIIECTBEH-
HO K JKaHpaM — TaBOTHK, MCHYITHK WIIH
BanbcuK. Ho B «3s10m1Kke» mpUCyTCTBYIOT
napajoKcalabHbIe KaHPOBBIE CHUMOHO3BI,
KoTOpble, o MHeHuto JI. bakmu, o6bsc-
HSIIOTCS TPOTPAMMHOM «KOHKPETHOW TO-
HATHHHOCTHIO MbITIUICHUs» . T1o MHEHUIO
A. Coxopa, My3bIKke 60Jiee BCEro JOCTYITHO
n300pakeHne caMO3BydYallluX U OJTHOBpE-
MEHHO JBIKYIIUXCS 00beKTOB'2. OCHOBY
obpaza «B monsx Berepok. CoHaTuHa-
3TION» COCTABISET MOTOPHO-JIBUTATENb-
HBIi KOMIIOHEHT — pPa3HOHAIPABIICHHBIC
raMMooOpa3Hble KJIHILE U apIeIKUpOBaH-
Hple ¢urypauuu. I'paduka 3anucu mnbe-
Chl (Ha OJHOM CTPOKE) OTChUIAET K Mara-
HUHHUEBCKO-JTUCTOBCKONH  (opTenuaHHOU
¢dakrype (mpumep Ne 8). Kaxnas noBas
(paza pacmupsiercs Ha OAHY CTYyIEHb
BHU3 U BBepX. Bropoii maccax ¢ takra 13
— SBHBIA HaMEK Ha MMIPOBU3ALMOHHOE
Hayaso.

Mpumep Ne 8
Example No. 8

«B nonsix Betepok. CoHaTuHa-aTIOL»
The Wind in the Fields. Sonatina-Etude

BHiCTPO, Aerko
4 9

N300pa3uTenbHOCTh B MY3bIKE MPOSIB-
asieT cebst B ABYX acnekrax: B rpagude-
CKOM 3amucu U B 3By4yaHuH. Paccmorpum
MpUMEPBl  MCIOJIb30BAaHUSA MY3bIKaJbHbIX

SKBUBAJIEHTOB  CPEACTB  HM300pa’keHUI
B mbece «XKanoOwl onuHOKON UBONTH. Me-
noaus». OOGpa3 NTHUIBI UMEET 0C000€ 3Ha-
YeHHue B HUCTOPUHM JETCKOro ¢oprenuaH-
HOTrO anbboma. JlocTaTOYHO BCIIOMHUTH
nbechl «Kykymka» A. Mnbunckoro, «Cono-
Bei» u «l'agkuit yrénok» C. bBopTkeBuua,
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«ITecns xaBoponka» II. YaiikoBckoro.
H. CunenbHUKOB HE MHPOCTO BOCHPOU3-
BOJUT NTUYbE IIEHUE, & CTPEMHUTCS BBI-
3BaTh OUIYIIEHUS M acCOLUMALNH, CBS-
3aHHbIE C ycIHblIaHHbIM (mpumep Ne 9).

Mpumep Ne 9 «Xanobel oguHoKoM MBOMIH.
Menogus»

Example No. 9 Laments of the Lonely Oriole.
Melody

te
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" P y/4 mlp<>(——=<
& ==

C 3TuM cBf3aHa pacllMpEeHHas TPAKTOBKA
ToHaJNbHOCTU. [loCKONIBKY mpencraBieH
o0Opa3 NTulbl, — BUAUMO, 3aMKHYTOH Jia-
JIOBOM CHCTEMBI MOXKET U HE ObITh. BMme-
CTO TOHAJBHOCTU MMEETCSI ONOPHBIN 3BYK
e, a ¢ 11 takra B 6acy nosiBisercsa OypAoH
a — e. Pa3noxxeHHble TapMOHUYECKHUE KOM-
IJIEKCHl MEJIOJUYECKOTO TO0JI0Ca COCTO-
AT U3 TPE3BYYMi, CENT- U HOHAKKOPHOB.
[To Bcemy BHAHO, YTO KOMIIO3UTOpP CTpe-
MWJICS IPUAATh MEJIOAUN MAaKCUMAaJbHYIO
UMIIPOBU3aLMOHHOCTb, CO31aThb WJLIIO-
3UI0 [ACTOPAJIBHOIO HAWIPhIIIA Ha JIOHE
npupoasl. s 3TOro 3aaeicTBOBAaHBI BCE
BBIPA3UTEIbHBIE CPEACTBA: W3BICKAHHBIN
PUTMUYECKUNA PUCYHOK, T'apMOHMYECKUE
COIIOCTABJICHUsI TPE3BYYMH U CENTAKKOP-
J0B, TOHKas nuHamMuka. [IpumeuarensHo,
yto H. CunenbHUKOB Kak OyITO HaMEKaeT
Ha 0apOYHOE «3XO0» W CBA3AHHYIO C 3TUM
npuéMoM nuddepeHurnanno IUIaHOB H
cinoéB (¢akTtypbl. DYyHKIUS «3X0» MpPOs-
BWIACh KaK B BOCXOJSILEM IIOCTEIIEHHOM
HMCUYE3HOBCHUN, WCTAaWBAHUU W 3BYKOBOU

JIeMaTepuann3aluu, Tak 1 B HUCXOAIEM:
noHeOeCHbIM (NTUYHMI) MUP COEIMHUIICA
C MaTepuaJibHO OCA3aEMOM KpacoTo Mupa
3eMHOoro. Ha mnpotrsokeHun TpEX TaKTOB
3By4YaHUE IOCTENEHHO «yracaet» (mf —
mp — p — pp), IPH 3TOM TeMaTU4ecKue Qpu-
TYpbl TPAKTYIOTCSl IOCTAaTOYHO CBOOOIHO,
B Ka)XXJO0M MOKHO HaWTH H3MEHCHHSI Ha
YPOBHE MHTEPBAIMKU, PUTMUKH WU Trap-
MOHUU. [[nHamu4eckuii GOoH «momaepKu-
BAE€TCSA» MHOTOYUCICHHBIMU OCTaHOBKa-
MU.

@akTypa VYIUIOTHAETCS KJIACTEPHBIMU
3ByyaHUsMU. Tak €IMHCTBO MPOCTpaH-
CTBEHHO-BPEMEHHOTO KOHTHHYyMa JOCTH-
raeTcsa depe3 auddepeHIHanuo CiIoéB
dakTypbl, €€ IUIOTHOCTH, JHHAMHYECKUX
HioaHcoB (mpumep Ne 10).

Mpumep Ne 10 «Xanobbl 041HOKOW UBOMTH.
Menopus», T. 18-20
Laments of the Lonely Oriole.

Melody, mm. 18-20

Example No. 10

o f Fe, T

LA ? e

P of 4 mp
A A

Bricoka ponb 3ByKOM300pa3uTEIbHO-
CTH, TMPOJUKTOBAHHOM TEaTPaibHOCTHIO
3ambIciia. TeaTpalbHOCTh, MPOHUKAS B WH-
CTPYMEHTAJIbHYIO MY3bIKY, IPUBOJIUT K pO-
AKICHUIO HOBBIX KaHPOB: «OCEeHHUN BETep.
OnHouacTHast coHaTa-kKanpuauuoy, «Hou-
Hble MIOpoXu Jieca. HokTiopH-UHTEpMEl-
o», «B nonax Berepok. CoHATUHA-ITIONY,
«Cabl ctaporo mnpyna. Ckazka». OcrtaHo-
BHUMCSI Ha MTOCJIEeTHEN TThece.

HccnenoBarenu TBOpUECTBA KOMIIO3U-
Topa momu€pkuBaroT, uto CHIETbHUKOBA
BJIEKJIO K «“KpacoyHoMy, Oymopaxarie-
My, CTUXMIHOMY”, UTPOBOMY M €/Ba JIH
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HE KapHaBaJbHOMY»'’, «ero oOpasHoe
MBIILJIEHHE TPeIeIbHO KOHKPETHO, MOYTH
TearpaibHO»'?. CKIOHHOCTh K TeaTpaiu-
3aIiy — OHA M3 COCTABIISIIOIINX MBIIIJIe-
HUS KOMIIO3UTOpA, KOTOpas MpOsSBUIACH
B HECKOJIBKHX IUIOCKOCTSIX: B IEPCOHUDHU-
Kallid TeMaTUYECKUX XapaKTePUCTHUK, Te-
aTpaJIbHOM YCIIOBHOCTH M XapaKTEPUCTUY-
HOCTH JKaHpa.

TeaTpanbHOCTH B MY3BIKE NI JETEH —
SIBJIEHUE JOCTAaTOYHO €CTECTBEHHOE U B Ha-
el TPaKTOBKE MOJPa3yMEBAET CXOXKECThb
XyHI0K€CTBEHHO-BBIPA3UTEIBHBIX TPUEMOB
TeaTpa v My3bIkH. [loo0Has Touka 3peHus
UMEET MPaBo Ha CyIIECTBOBAHHE, [TOCKOJIb-
Ky MY3BIKaJIbHO-TIO3TUYECKUN CHUHTE3 U
MHTETpanusi UCKYCCTB ObLIM MPHUCYIIN Kak
MHOTHM XyIO)KHHUKaM, I103TaM U My3bIKaH-
TaM XX CTOJETHs, TaK U aBTOPCKOMY CTH-
a0 H. CunenpnuxoBa’>. B 0000mEéHHOM
BUJIE XYIIOKECTBEHHO-TE€ATPAJIbHBIC MPHE-
MBI UCXOMST U3 CIOXKETa, 00pa3HOil Xxapak-
TEPUCTUYHOCTH, KOHTPACTA U YCIIOBHOCTH.

MHuorocnoiiHast ycinoxHEHHas (akTy-
pa, HallOMUHAIOMIAs OPKECTPOBYIO MapPTH-
Typy, Menoau3M, (pa3supoBKa MIUPOKOTO
JbIXaHUs, TeMOpaIbHO TITyOOKOE 3BydaHue
Oaca, 3ByKOMMHTANHs, pa3BEPHyTast Bep-
THUKaJIb aKKOPJIOBOTO 3By4aHHUs 00pa3yroT
B Ha3BaHHOM aJlbOOME CHUCTEMY TeaTpalib-
HBIX aTpuOyTOB. PaccMoTpum BapuaHTHI
oOpallieHruss KOMIIO3UTOpa K MY3bIKallb-
HO-TeaTpalbHBIM NpuUEMaM Ha HIpHUMeEpe
neecbl «CHbI craporo mpyna. Ckazkay.
[Ieece MOxHO OBLIO OBI JaTh Ha3BAaHUE
«Cka3ka-octuHaro». HyXHO OTMeETHUTb,
YTO KOMIIO3UTOpP OOpaTwics K JaHHO-
My THITy MY3BIKH ISl TIepefadyd OZHOTO
JUINTEIBHOTO  COCTOSIHUS, TOTPY>KEHUs
B HETO M PacTBOPEHUS B HEM (JI0CTATOYHO
BCIIOMHHUTH UCTOpHUUYECKOE POPMUPOBAHUE
CTPYKTYpPbl OCTMHATO B KOHTEKCTE O0Ops-
JIOB U PUTYaJIOB, 00YCIIOBJICHHBIX TPUHITH-
TIOM TTOBTOPHOCTH PUTMHYECKUX, HHTOHA-

LMOHHBIX KoMILIekcoB). Kpome atoro, npu
ocabJeHuH J1a10BOH (PYyHKIHOHAJIBHOCTH
OCTHUHATO ycuiuBaeTcs. B mbece MOXHO
0003HAaYUTh TPH TOHAJIBHOCTU: B BEPXHEM
ronoce — Ges, B cpennem — C u B 6acOBOM
— H. HapaBHe ¢ Menoaueun posib TeMaruye-
CKOT'O PENpE3EHTAHTA BBINOJHAET TEMIIO-
put™ (mmpumep Ne 11).

Mpumep Ne 11
Example No. 11

«CHbl cTaporo npyaa. Ckaska»
Dreams of the Old Pond. Fairy Tale

Menaento

simile

IlockonbKy YCIOBHO INIaBHBIM TIepou
IbECHl — CTapbId MpYyH, TO CIEIYET OCTa-
HOBUTBCSI Ha «BOJHOM» KOMILIEKCE, KOTO-
PBI B KOMIIO3UTOPCKOMU IpakTUKe XX BEKa
MIPE/ICTaBIIEH B BECbMA IIIMPOKOM Kpyre My-
3bIKAJIbHBIX IMpoM3BeneHui. 3a obpazamu
BOJIHOT'O 3€pKaJla 3aKpEIISIOTCS S3bIKOBBIE
XApaKTEPUCTUKU, HEPEOKO OOOTraméHHbIE
nonudonnveckumu npuémamu. H. Cunens-
HUKOB BBIpaOOTal CBOMl KOMIUIEKC B H30-
Opak€eHUW BOJHOM DNIaJu: OCTUHATHOCTH
(dhakTypsl, TeMOpPOBbIE MEPEKIUYKUA, ME/I-
JIEHHBII TEMII, ByaJupyolas rneaaib, Kia-
CTEPHBIE (IIATHAY.

HayanpHblii IIECTUTAKT IOCTPOCH
B BHJI€ KaHOHA. JlaJibHeWIIne OqMHHAAATh
TaKTOB MY3bIKaJIbHOTO Pa3BUTHsI MPEICTaB-
JISIFOT IEPBOHAYANIBHBIN MOTHUB, TOCTENIEHHO
pacnajaroIuiics Ha OTeIbHbIE HHTOHALUU
(«1Ipyzn 3achIaeT).

B My3bike nbecbl 0OHapyKUBaeTCs TeC-
Hasl CBS3b Ipa()MKU HOTHOTO TEKCTa C IH-
AHUCTUYECKHUM MBIILIEHUEM. DTO BHJIHO
Ha TMpUMEpE HUCIOJb30BaHUS IJIsl 3alKCH
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(doprenuaHHON MY3BIKM TPEThEH CTPOKH,
KOTOpast MOsIBUIIACh B Ibecax aipooma «O0-
Jaka MisIByT Ha 3anan. [Ipentonus», «9xo.
[Nonudounyeckas nbecay, «Bocxonut coi-
HblKo. [lecHsa-rumu», «Hounsle mopo-
xu. HoxrtropH-untepmenno». Hampumep,
B «O0nakax» MOSABIEHUE TPETHEH CTPOKU
BBI3BAHO YTUIMTAPHBIMU COOOpPaKEHUSIMU:
JIBE PYKH UT'PAIOT B BEDXHEM U CPEIHEM pe-
TUCTpax, a 0ac moaaepKuBaeTcs «HoHOM»

[InaHncTHYECKOE MUCBMO TPEX CTPO-
yek nbechbl «CHbI cTaporo npynaa. Ckazka»
JEMOHCTPUPYET YAMBHUTEIBHOE pPa3HO-
oOpa3ue «(POHOBBIX CTPYKTYp», a IJaB-
HOE€, CaMOCTOSTEIbHOCTh (MHTOHALU-
OHHYIO, PUTMHMYECKYIO, IUHAMHYECKYIO,
TOHAJBHYIO!) 3BYKOBBIX KOMIIJIEKCOB, 3a-
HUMAIOIUX BCE MPOCTPAHCTBO KJIABHATY-
pl (mpumep Ne 14).

(mpumep Ne 12). Mpumep Ne 14 «CHbl cTaporo npyaa. Ckaskay,
T.7-9
Mpumep Ne 12 «O6naka nnbiByT Ha 3anag.  Example No. 14 Dreams of the Old Pond. Fairy Tale,
Mpenioaus» mm. 7-9
Example No. 12 The Clouds Float to the West.
Prelude
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B npyrux neecax, B yactHoctu B «Hou-
HBIX II0opoxax jeca. HokTopHe-nHTepM™MEn-
1[0», [PUYMHBI, BBI3BABIINE [OSBICHUE
TpeTbel CTPOKH, MHblE. OHA CTAaHOBUTCS
MPU3HAKOM HOBOM (HOpPMBI THAHUCTHUYE-
CKOI'O MBIIUIEHUSI — HE TOJIBKO BEPXHUU U
HIKHUM, HO U CPETHUM PETUCTP, B KOTOPOM
AMUTHUPYETCA MEJIOAMsA, BBIACIEH B HOTax
(mpumep Ne 13).
Mpumep Ne 13 «HouHble Lwopoxu. HoKTIOpH-

WHTepMeLLo», T. 59-63

Example No. 13 Night Rustles. Nocturne-Intermezzo,

mm. 59-63
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Yy ** B Simite

Uto kacaercs mepanvd, TO B CBOE Bpe-
Mms K. JleGroccu cTonkHyncst ¢ mpooiaemoit
3amuCcH TOYHOTO 3Bydanus. He Haias nmop-
Xomsamiero crocoba e€ o0o3HaueHHus, OH
00bEIMHUIT HECKOJIBKO MPHUHIIMIIOB — CIIO-
BECHBIN, 0003HaueHus P unu Ped u peanb-
HOT'O 3By4aHUs.

Korna B maptutype H. CupenbHukoBa
BUJIUIIIb OJHOBPEMEHHO «(PaHIy3CKUE»
JIUTH, KOPOTKHE JIUTH MEXIYy TaKTaMHu
(BOOOIIIE HE MPUIIETAIONTUE K HOTaM) U MPO-
CTO 00O3HAYCHHE IIE€IAJIH, TO ITOHUMACIIh,
HACKOJIbKO BKHO OBLIO KOMITIO3UTOPY CO-
3/1aTh «IPABWIBHOE», «HYXHOE» 3ByYa-
Hue. B Ha3BaHHOM KOMIUIEKCE BO3HHUKAIOT
3BYKOBBIE TSTHA, «Pa3MbIThIE» 3BYYHOCTH,
Ha 4TO, KCTAaTH, YKa3bIBAIOT TUHAMUYECKUE
0003HaYCHHUS, 30HA 3ByYaHHSI KOTOPHIX Ha-
YUHAETCS OT Mp U JOXOAUT 0 HEPEaTbHOTO

ppp (npumep Ne 15).
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Mpumep Ne 15 «CHbl ctaporo npyaa. Ckaska», ¢ TE€aTpaJIbHOCTE — BMECTE U IO OTHEIIb-
T10-12 gocru cosmanm atMocdepy, YHUTAPHYIO

Example No. 15 Dreams of the Old Pond. Fairy Tale,  nng Bcero ann6oma, B KOTOPOM BOILIO-
mm.10-12 rpjace wpmes moGOBaHMS  IPHUPOZOIL.

£ == == OTO €IWHCTBO 3aMbIClIa PACKPBIBAETCS

R j)’k B NEH3aKHBIX MHHHATIOPax, OOpa3sHBIX

e et | reefzoer 7
I - - u‘@ﬁ&é@mﬁ ==E=s XapaKTCPUCTHUKAX XKMBOU MPUPOABI, IhC-
"—;‘;tyﬁ?i:‘ i o P

Cax-HaCTpOoeHusAX. B3auMooTHOUIEHUA

JJIEMEHTOB BCE€U MY3bIKaJIbHOW TKAHU Ha-

CTOJIBKO yOEIUTENbHbl U JIOTMYHBI, YTO

WTtak, OCHOBHBIE JIEMEHTHI IPOIPAMM-  MO3BOJSAIOT HMCIOJHUTEN IPOHUKHYTH
HOCTH — KaHp, 3BYKOM300pa3UTEIbHOCTh B MOATEKCT MY3BIKH.

= =
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