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Abstract. The monumental and decorative art in Odessa St. Panteleimon and St. Elias friaries,

Athos monastery farmsteads in the past, is considered in the article. Their connection with the

self-titled monasteries of Mount Athos in Greece is analyzed; subjects and stylistic features of the

decoration are revealed.
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Holy Mount Athos.

According to P. Florensky, name is the thinnest
flesh; it expresses a spiritual essence. It contains
a generalized universal experience; history itself
speaks in us and through us by means of the name
[1, 133]. Major Odessa Orthodox shrines: St. Pan-
teleimon, St. Elias cloisters and St. Andrew’s farm-
stead that are located in the station area of the city
are historically and spiritually connected with the
eponymous Athos (The Holy Mountain) monaster-
ies in Greece.

The needs of the pilgrimage necessitated the
construction of farmsteads of the Holy Mountain
Russian cloisters in the Russian and the Ottoman
empires cities [2, 18]. Port city Odessa was a con-
necting link between Israel, Palestine and Athos Or-
thodox centres in the second half of the XIX century
due to the peculiarities of its geographical location
[3, 78-81]. The farmsteads of Russian St.Pan-
teleimon Monastery on Mount Athos were built in
Constantinople, Thessaloniki, Moscow and Odessa.

The farmsteads of Prophet Elias skete founded on
the Holy Mount in 1757 by hieromonk Paisius (Ve-
lichkovsky) were erected in Constantinople, Odessa
and Taganrog [4, 118-120].

Odessa St. Panteleimon friary created in 1995
was founded in 1876 as a farmstead of the epony-
mous Russian cloister on Mount Athos. The stone
delivered from the Holy Mount to Odessa was used
for its construction. The ceremonial consecration of
the temple took place in 1896 S, 2-5]. During the
closing periods of the farmstead (1922-1943 and
1961-1991) the wall icon painting was wiped, plas-
tered or desecrated [2, 49]. The first Divine Liturgy
after the return of the shrine to Orthodox Church
was performed in 1991 [2, 50]. The restoration work
in the monastery started in 1993 [6, 3].

The architectural project of St. Panteleimon farm-
stead developed by N.N. Nikonov was completed
by L.FE. Prokopovich. The analogue of the exterior
design is St. Petersburg cathedral of the Savior on
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Spilled Blood (1883-1907) in which the motifs of
the XVI-XVII centuries’ Russian architecture were
used. St. Panteleimon farmstead construction is char-
acterised by a rare for Odessa pseudo-Russian styl-
ization that was used in the empire from the 1870
to express the national idea. Mosaic images of the
southern facade, which overlooks a busy city street,
form a kind of iconostasis. The depiction of the mon-
astery’s heavenly saint patron is located above the
central window of the second floor in the kokoshnik
pediment. The interior of the friary combines unique
for the Odessa region murals by Athos masters of the
late XIX century (in the narthex and on the stairwell
walls), paintings of the XX (predominantly in the
lower church) and the depictions of the beginning
of the XXI centuries (in the main temple).
Monumental images of the narthex and stairwell
walls were uncovered by restorers from Kharkov in
the 2010 under the layers of later repainting [7].
Ten murals illustrate the life and great martyrdom
of holy healer Panteleimon. The plot of the com-
position “The tsar orders to teach St. Panteleimon
the medical art” is based on the dialogue of the holy
younker with emperor Maximian. Panteleimon’s
pose conveys his meek and humble character. The
depiction of an arcade serves as the background. The
two-figure composition “Saint Panteleimon study-
ing the medical art from Euphrosynus” has a similar
scheme. Two types of the space formation are used
in the image: the realistic depiction of faces, figures,
draperies of clothes is combined with the depiction
of the table and the pedestal in the reverse perspec-
tive, which is characteristic for Byzantine icon paint-
ing. The mural composition with Panteleimon in the
centre, the righteous Evvula and the holy martyr Yer-
molaus of Nicomedia in front of him resembles the
iconography of Deisis. According to the canon, the
saint younker is dressed in the clothes of the Roman
Empire healers and holds attributes indicating his
medical service [8, 365]. A full length image of an
Angel writing text on an open scroll is noteworthy.
In the upper part the composition is supplemented

with a quote from the “Spiritual Charter” by rever-
end Joseph Volotsky. This image has an instructive
nature and reminds the incoming of the need for
special awe for church service.

The white marble wide steps of the staircase
lead to the main monastery temple located on the
third floor. Climbing them symbolizes the ascent to
Athos, which is especially important for those who
cannot get there personally. The usage of such archi-
tectural elements as a cornice with large denticles,
pilasters, semicircular and keel-shaped arches con-
tributes to the connection of the space with monu-
mental paintings. The scenes from the life of St. Ser-
gius of Radonezh and images of the holy founders
of Athos monastic residence are presented on the
walls of the first floor at the stairs base. Saints and
reverends depicted on the staircase walls of the sec-
ond floor are shown against the realistic landscape
background that is characteristic for painting of
the Catholic tradition. Selected saints become the
monastery parishioners’ accomplices and prayer as-
sistants in a symbolic (spiritual) ascent to Mount
Athos. The mountain is a symbol of proximity to
God. It reminds of the envisioned world axis, as
it rises above the level a person’s everyday life and
reaches the sphere of heaven [9, 59]. Icon-painted
hills with ledges (leshchadkas) are explained in a
similar way.

In the murals of the narthex and the stairwell
walls the icon-painting canon is connected with the
illusory nature of the academic style, which is typi-
cal for the XIX century art and is shown in the reli-
gious paintings by V. M. Vasnetsov and M. V. Nest-
erov [ 10; 23, 38]. Herewith the images are filled with
static contemplation that is inherent in icon paint-
ing. The monumental compositions are framed by
white mouldings, which resemble the design of ea-
sel paintings. The murals are characterized by matte
flickering of the paint layer halftones, purity and
grace of colour combinations, subtlety of a paint-
ing manner. The figures of saints are attached to the
light background with soft shading along the edges
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of forms that conveys an air environment sense. The
murals of the main temple created in 2010s stylisti-
cally correspond to the original paintings of Athos
monks. A harmonious unity of the monumental and
decorative design that refers to different times was
achieved.

St. Elias temple in Odessa is perceived as an ex-
pressive vertical against the surrounding buildings’
background and forms the silhouette of the station
area. St. Elias farmstead was founded in 1884. The
solemn consecration of the five-domed four-pillar
St. Elias church by L. F. Prokopovich project took
place in December 1896 [11,2]. In 1995 Elias parish
was transformed into a friary. The composition and
decorative elements of the temple are close to the
monuments of the late XIX century Neo-Byzantine
style. The architectural similarity of the monastery
in Odessa and the eponymous skete on Athos is ob-
served [ 12], which expresses their sacred unity. The
architectural composition of the church develops
in depth. A two-tier tent bell tower on the western
side stands out of the total volume, which corre-
sponds to Russian architecture of the XVII century.
The exterior contains typical Byzantine elements
such as arcade on columns and cubic capitals creat-
ing a sense of strength. The exterior of the western
facade has been decorated with the Byzantine style
mosaics in the last decade. In the lunette above the
entrance there is an image of St. Elias. On the right
side from the portal is the depiction of Christ the
Great Bishop, on the left — the mosaic icon of Our
Lady “The Abbess of Mount Athos”, the patroness
of monasticism.

The main temple of the friary is designed for
700 people and has three chapels; the central one
is consecrated in the name of the monastery saint
patron. Originally the main dome’s painting was
based on the composition “The Trinity of the New
Testament” by A. T. Markov from the Cathedral of
Christ the Savior in Moscow [13,2]. Over time the
image had been lost and recreated during the restora-
tion and painting of 2013-2014. The arches of the

central nave are decorated with paintings on Gospel
subjects. The compositions “Ascension” and “Resur-
rection of the Lord” on the eastern vault are based on
the paintings of the pendentives of Christ the Savior
Cathedral.

In the interior lunettes on the sides from the por-
tal there are two images of the Theotokos of Jerusa-
lem with the Baby in Her arms. The compositions
are distinguished by the red and blue colours of the
Virgin’s maphorion and the Baby figure position.
The artist managed to put into the heroes’ glances
the entire depth of the trial of the upcoming sacri-
ficial path. According to O. A. Tarasenko, psycholo-
gism was a hallmark of the late XIX and early XX
centuries’ church art of the individualism era. A
time-limited emotional states are not consistent with
goals of monumental art designed for durability like
the architecture itself with which it is interconnected
[10; 26, 42]. The lunette landscape compositions
“Jerusalem” and “The Source of the Virgin Mary in
Nazareth”, which can be rarely seen in temple deco-
ration, are placed under the Our Lady’s images. They
are the copies of V.D. Polenov’s etudes painted by
the artist in 1882 during a trip to the holy places.

V.M. Theodor, now known as an icon painter
and archimandrite Zinon, worked on the decora-
tion of the former Athos St. Elias farmstead [14, 3].
According to the evidence of the diocesan engineer
V. G. Borisov, the master created the images for the
side iconostases [15]. Since 2004 restoration and
repair work in the monastery have been carried out
actively. The images of Christ Pantocrator in the altar
and of the saints on the church walls were created.
During the restoration of 2014 the pylons and the
space around the western murals were decorated.
The nimbuses of the saints were covered with gilding
imitating a mosaic technique. A similar method is
found in the monumental works of art of the 1890's
by V.M. Vasnetsov (for example, in the Church of
the Nativity of John the Baptist on Presnya).

Assignificant part of the temple monumental deco-
ration is the ornamentation in the late Byzantine style.
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The tracery by Lev Dal in the Cathedral of Christ the
Savior was taken as a basis. Ornamental stripes frame
each image, choirs, pylons and other elements; to-
gether with the monumental icons they form a kind
of carved iconostases. The system of patterns merges
into unity with the murals and saturates the composi-
tion with the sophisticated interlacements. The wall
and ceiling paintings of St. Elias church were created
in the academic style without excessive detail, which
corresponds to the principles of monumental art.
Massive pillars in the form of double marble columns
with Corinthian capitals play a large decorative role
in the internal space formation. They are deprived of
a picturesque cover and form a kind of monolithic
pause among numerous interior details.
Conclusions. The connection of Odessa
St. Panteleimon and St. Elias friaries with the epon-
ymous Athos monasteries is caused by the historical
circumstances. It is expressed through the architec-
tural similarity of their cathedrals and the interior
design peculiarities. The monumental decoration
of St. Panteleimon and St. Elias cloisters is charac-
terized by polystylism, which corresponds to icon
painting of the farmsteads’ foundation times. In the
murals the principles of canonical iconography are

combined with such properties of academic easel
art works as illusory, illustrative, protuberant or or-
namental framing. The monumental depictions in
St. Panteleimon friary are the unique example of the
late XIX century church art by Athos masters for the
Odessa region. The location of St. Panteleimon and
St. Sergius of Radonezh life scenes depictions out-
side the liturgical space (on the narthex walls and at
the stairs base) contributed to the application of a
freer approach. The symbolic language of Byzantine
and ancient Russian icon painting was replaced by
academism in them. Pictorial motifs and composi-
tions of the Cathedral of Christ the Savior, etudes
by V.D. Polenov were used in St. Elias monastery
decoration. Approach to the spiritual reality is car-
ried out through the reproduction of sensually con-
vincing images of the material world. The interest to
mastering the Byzantine and Old Russian mosaic
heritage in churches’ decoration, especially exteri-
ors, has been increasing since the beginning of the
XXI century. The coexistence of the inherent spiri-
tual dominant of Byzantine depictive tradition with
academic direction based on the laws of the sensual
world is observed in the monumental decoration of
Odessa St. Panteleimon and St. Elias friaries.
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®. [TToreHa, KOHKYPCHOE, KOHIIepTHOE, HHTEPIIPeTaIlHsIIO.

Bonpoc 06 acTeTHecKnX KOHCTAaHTaX HCIIOA-
HHUTEABCKOTO MCKYCCTBA MMeeT AABHIOI HCTOPHIO
U3y4eHHs U OCMbICAeHMs. Hauwmmas, odeBmAHO,
¢ K. Mapruncena [3], yuéHble HepeAKO H36HparOT
Iy Th €T0 pellleHUs HA OCHOBE THIIOAOTH3AIIUH Cy0'b-
eKTOB MHTEepPIIPETAllMOHHON AesTeAbHOCTH. B pe-
3yAbTaTe CKAAQABIBAETCS AOCTATOYHO Pa3HOAMKAS
IIAHOPaMa KOHIIENTYaAbHbIX TOAOKEHHH U TePMUHO-
AOTHYECKHX OIPEACACHHUH, OTYACTH BAPbUPYIOIIHNX
APYT APYTa, OTYACTH ACMOHCTPHPYIOIIHX PA3AHYHbIE
«TOYKH 0030pa> IMpeAMeTa aHAAUTHIECKOTO OCBe-
menus. [Tomumo K. MaprunceHa, Ha30BEéM HMeHa
A.Paabena [6], A. Pabunosuya [ 7], B. Yunaesa [9]
u Ap. B oTHOCHTEABHO HepaBHee BpeMs B My3bIKaAb-
HOM HayKe ITOAYYHAO Pa3BUTHE HHOE HAlpaBACHHUE
IIOMCKA 9CTEeTUYECKUX KOHCTAHT UCITIOAHUTEABCKOTO
ucKkyccTBa. Ero cTopoHHUKY U pa3paboTYHKU HCXO-
AAT U3 00eKTUBHBIX ITPEATIOCHIAOK AASI BBISIBACHHS
HeKUX YHHBEPCAAUT, AQOLIUX BO3MOXKHOCTb 0600-
IeHHSI MY3BIKAABHO-HUCIIOAHUTEABCKOTO OIIBITA, €rO
«CTaBIIKX> GOPM, O YEM CUTHAAMBHPYET IIHPOKOe
pacrnpocTpaHeHHe B HCCAEAOBATEAbCKOM OOMXOAe
TAKUX CAOBECHBIX eAMHHUII, KAK «KAHOH >, <9TAAOH>,
«HOpMa», «obpasen» u np. Hanpumep, I1. Myasip
YIOTpeOASIeT MOHSITHE «CTHAEBOM KAaHOH>», HMesl
B BUAY, YCTOSIBIINECS «<CMBICAO-CTPYKTYPBI>, CAY-
JKAIllFe NCTOYHUKOM TeXHUKH <HIPBI ITO MOACAH>,
MAM «HTPBI IO 06pasiy>» (4, 16]. B crarbe, npu-
HapAeKalei mepy AByx aBTopos — B. Cymapoxosoit
u M. KOHOHOBO, TepMUHBI «KAaHOH>, <3TAAOH>,
«obpaser» AupPepeHIUPYIOTCs, 06pasys mapbl-
OIIO3UIIMH IO MPU3HAKY IPUHAAASKHOCTHU chepe
BUPTYaAbBHOTO A00 AHICTBHUTEABHOTO: IIPEACTABASI-
eMoe-peaAbHOe, HAeaAbHOe (a6COAIOTHOE) — dpaKTu-
geckoe [ 8, 30].

He pacmmpsia xpyr mpumepoB, AQIOIUX IIpeA-
CTaBA€HHE O Pa3HOOOPA3HU TOAKOBAHUH UCIIOAHH-
TEABCKUX YHUBEpPCaAUil (9CTETUMEeCKUX KOHCTAHT),
CAeAaeM BBIBOA O TOM, 4TO B HHX TaK HAHM MHaJe Ipo-

CMaTpPHUBAETCs CBA3b KAHOHA C OTIBITOM AQHHOT'O BUAQ
AESITEABHOCTH, OTOOPOM TeX IPEACTABAEHHUII O Hell,
KOTOpbIe 00eCIIeYnBaIOT e€ IJeAOCTHOCTD M CAMOAO-
CTaTOYHOCTb B MEHSIOI[eMCs IIPOCTPAHCTBEHHO-Bpe-
MEHHOM KOHTHHYyyMe. OTO IIPEACTaBACHHE BOHpaeT
B ce6s1 00IIIe3HAYNMBbIE HCIIOAHUTEABCKHE CTPATeriu
(Tepmun B. Aembsinkosa [2]), moppasymesatompue
B AQHHOM CAy4ae CIIOCOOBI peaAM3aIiuy OTHOIMIEHHS
«HHTEpPIPeTaTOp — IPOAYKT KOMIIO3UTOPCKOIO
TBOPYECTBa>; KadeCTBeHHbIe II0KAa3aTeAU IIMAHN3Ma;
CBOVICTBA CyObeKTa — MY3bIKAHTa; a TAlOKe UHCTPY-
MEeHTa AASL AOCTIDKEHHS HCKOMOT'O XYAOXKeCTBEHHOTO
pesyabrara. FHadye roBops, HCIIOAHUTEAbCKUI KaHOH
06paiéH OAHOBPeMEeHHO K CO3HAHMIO U K OBITHIO,
npAeaseH 1 MaTepuaseH. Ha ocHOBe M3AOXKeHHBIX TO-
AOXXEHHUH MPeAAATaeTCs CAeAyIomast AepUHHITHA Tep-
MUHA <«UCIIOAHMTEAbCKHI KAHOH >

McnoAHUTEABCKUI KAaHOH eCTb MCTOPUYECKH
BO3HHUKIIUI, OIIPeAeAEHHBIM 00pa3oM ¢popMasu3o-
BaHHbIN Pe3yAbTaT KOAAEKTUBHOTO U HHAUBUAYAAD-
HOTO OIIbITa, CAOXKUBIIErOCs B XOA€ AAHHOM IIpo-
$eccHOHAABHO-XYAOXKECTBEHHOM  AeSTEAbHOCTH.
dopmupoBaHre MCIOAHUTEABCKOTO KaHOHA OCY-
IIIeCTBASIETCS] HA OCHOBE HHHOBAIIMOHHbBIX OTKPBITHI
MacTepOB THAHU3MA, ABTOP CKUX CTUAEH BbIAQIOIIHX-
Csl TBOPYECKUX AMYHOCTeMH, TUPXKUPOBAHUS BO3HU-
KaIOMUX BCAEACTBHE 3TOTO AyXOBHO-3CT@THIECKHX
M COOCTBEHHO «I}eXOBBIX> LIEHHOCTE C IOCAEAYIO-
IIIMM HX 3aKpelAeHUEeM B 00IeCTBEHHOM CO3HAHHU
IIOCPEACTBOM HOPMAAM3YIOIIUX CBOMCTB IIKOABI,
a Takke KOMMYHHUKAaTHBHO-CAYIIATEAbCKOTO IIPO-
I1ecca, OAHOBPEMEHHO OTKAMKASCh Ha COIMAAbHbIN
3aKa3 ¥ pOpMUPYs ero.

ITockOABKY HCTIOAHHT@ABCKO@ MCKYCCTBO, B TOM
4rcAe GOPTEIMAHHOE, SIBASIET COOOI AMHAMUYECKYIO
CaMOPeryAMpYIOLIYIOCs CUCTEMY, KOHKpeTHbIe Kade-
CTBEHHbI€ XapaKTEPUCTHKHM KAaHOHA HCTOPUYECKU
U3MEeHYMBbL B cHAy aTOro, usyueHue HCIIOAHUTEAD-
CKMX KAaHOHOB BO BpPEMEHHOM ITPOEKI[MH MOXeT
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CIIOCOOCTBOBATh OCMBICAEHHIO CAMOT'O XOAQ Pa3BU-
THSI AAHHOM AATEAbHOCTH Ha IPOTSDKEHUH BCETo eé
CyliecTBOBaHHs. BMecTe ¢ TeM, cOraacHO HabArOAe-
HHAM MCCAEAOBATEAEH, IIPH BCE BUAUMOM AWHEM-
HOCTH HCTOPHYECKOTO ABIDKEHHSI HCIIOAHUTEABCKOTO
HCKYCCTBA, B HEM OOHApPY)KUBAETCs OIPEeACASHHBII
AATOPHTM, CBUACTEABCTBYIONIHI O €T0 IIMKAMYHOCTH.
MexaHu3M 06pa30BaHUs 9BOAIOLIMOHHBIX «BUTKOB>
COBpeMeHHbIe y4EHbIe YCMATPHUBAIOT B CAMOM 0011ieM
MAQHE B ACMICTBHUH OTIIO3ULIUU <« XYAOXKHUK>»> — <Ma-
crep>. CoraacHo I. MypaasH, akTyaAu3ariys MacTep-
CTBa, MIOHMMAEMOTO KaK BUPTYO3HOCTD, IIPHUITAAAET
Ha py0esXHble IePUOABI HICTOPUU KYABTYPBI, TO €CTh
«cTeik>» XVIII - XIX, XIX — XX, XX — XXI BekoB
[S,21]. Ha «Be4HOCTb> QaHTHHOMUH <« MBICAHTEAD>
— «IIMAHMCT > yKa3biBaeT Taioke B. YnHaes, oTmeyas
IIPY 9TOM aKTYaAM3AI[UI0O MACTEPCTBA — BUPTYO3HO-
cTu — B coBpeMeHHOM mupe [ 9, 23].

He mopAeXxuT cOMHEHHIO, YTO B HAIlU AHHU
«6yM> BUPTYO3HOCTH BO MHOTOM CITPOBOLIMPOBAH
KOHKYPCHOM NpaKTUKOM. Pa3MpImasg o e€ Bo3pen-
CTBUU Ha COCTOsSIHME MCIIOAHUTeAbCTBA, B. [opHo-
CTaeBa BBICKA3bIBAET MbICAb O TOM, YTO B YCAOBHSX
PaboTbI KOHKYPCHOTO XIOpH HanboAee 0ObeKTUBEH
KpUTepuil IPOPeCCHOHAABHON COCTOSTEABHOCTH
Y4YaCTHHKA MY3bIKAABHOTO COCTSI3aHHMS, B TO BpeMs,
KaK I10 IIOBOAY XYAOXKE€CTBEHHBIX AOCTOMHCTB OPH-
TMHAABHO-aBTOPCKOM MHTEPIIPETAINH 3asIBACHHDIX,
Jaije BCEro XOPOIIO HM3BECTHbIX, perepTyapHbIX
IIPOM3BEACHUI BO3MOXKHBI — M, KaK IIPABHAO, BO3HU-
KaroT — pasHoraacus [ 1, 18-19]. Kaxercs cummro-
MAaTHUYHBIM TOT BBI30B, KOTOPBII OPOCHAH 3aTIAAHBIM
MY3bIKaHTaM THAHHUCTHI a3HaTckux crpaH. C mc-
THUHHO BOCTOYHOM KOHIIEHTpaljuel BHUMAHUS OHU
AOOHBAIOTCST A0COAIOTHOM, 63 MaAeHIINX TIOTEPH,
TOYHOCTH B AOHECEHHH HCIIOAHUTEABCKOTO TEKCTA.
ITpruéM Bo MHOTHX CAy4asiX MACIITab UX AQPOBAHMUS
PacKpbIBaeTCs B IIOAHOM Mepe BO BpeMs KOHILIepT-
HOTO BBICTYTIACHUS, BHE CTPOIOrO «HAA30pa> B3bI-
CKaTeABHOT'0 XIOPH, B «>KUBOM> OOIeHHHU C ayAUTO-
pueit. Tem campIM, TpUBEAEHHAS BbIlle AaHTHHOMHUS
CIIOCOOHA HUBEAMPOBATHCS B IIPEAEAAX AUYHOCTH

KOHKPEeTHOTO My3bIKaHTa, [IOBOPAYHBAIOLIENCs, ITO-
AOOHO «ABYAHKOMY SIHYCy>, B CTOPOHY Pa3AUYHBIX
HCIIOAHUTEAbCKHUX IleAeH B 3aBUCUMOCTH OT aApeca
U 00CTOSITEABCTB UCIIOAHUTEABCKOTO aKkTa. Caepo-
BaTEABbHO, B 9TOM CAy4ae IIPOUCXOAUT CKpeIBaHue
ABYX KQHOHOB: YCAOBHO, KOHKYPCHO20 U KOHYEPMHO-
20. Caepyet Takke AOGABUTB, YTO B CUTYALIHHU [IOCT-
MOAEPHHCTCKUX TeHACHIIUI COBpeMeHHOH KYABTYPbI
U CO3AATEAH XYAOXKECTBEHHBIX apTeaKTOB, U IIy-
6AMKa 00AAAAIOT CBOMCTBOM «3CTETUYECKOTO MAIO-
paAu3Ma>, 4YTO MO3BOASIET IEePBBIM OCYIIeCTBHUTD
CBOOOAHBIN BbIOOP HCIIOAHHTEAbCKUX CTPATErHi,
a APYTHM — B PaBHOM Mepe HaCAQKAATbCS KaK «Ma-
CTepCTBOM>, TaK U «BAOXHOBeHHeM>. [Ipomaoe
CTOAETHE YaCTO UMEHYIOT «3IIOXOM CTHUAEH>; B Ka-
JeCcTBe aHAAOTHU MOXKHO CKa3aTb, UTO IIOCACAHSIS €TO
TPeTb — C «3aXOAOM> B HBIHEIIIHUH — €CTh «IIEPHOA
UCIIOAHUTEAbCKUX KAHOHOB>».

IT10A 0p. 10 C-dur N© 1 B HHTepIIPeTATOPCKOM
Bepcun Con Pxun Yo mpeacraér sspkum obpas-
IIOM KOHKYPCHO020 UCTIOAHEHHS], IIPOAEMOHCTPHUPO-
BanHoro Ha Koukypce @. [llonena B 2015 roay [14].
B Bo3pacTe 21 ropa KOHKYPCaHT IIPOSIBHA cebs1 Kak
MacTep MIONEeHKCT, OTMe4eHHbIH B pedyabrare Ilep-
BOM IpEMUEH.

B ucnoanenun C-dur’Horo OTiopa mpumeva-
TEeAbHO HaAMYHe SICHON TeXHUYECKOU «OTACAKHU>>,
a TaKoKe HACAABHOM CABIIIUMOCTH KQXKAOTO 9AMEHTa
¢axTypbl, 9TO A6COAIOTHO He MPETSITCTBYeT PACKpPhI-
THIO OOPa3HOM CYLIHOCTH MY3bIKAABHOI MaTepHUHL.
HubIMu cAOBaMH — BUPTYO3HOE HA4aAO He IpeBa-
AMPYeT HaA XYAOXKECTBEHHBIM COAEp>KaHHeM, OHH
B3aMMOAEVICTBYIOT APYT C APYTOM I10 IIPHUHITUITY KOM-
IAeMeHTapHOCTH. MHUKpO-aroruka, a mopo u Ao-
BOABHO-TaKM 3aMeTHOe rubato BecbMa OpraHUYHO
BIIMCBIBAIOTCS B PAMKH KOHKYPCHOTO BBICTYTIACHHS;
9MOIIMOHAABHAS TIepepada My3bIKAAbHO-ITO3THYE-
CKOI1 CyTH AQHHOII IIbeChl IIOPAXKaeT pasHOObpasu-
eM >KHMBBIX OTTEHKOB. My3bIKaHT, OTTAaAKUBASICh OT
rapMOHUYECKUX TSATOTEHUI 1 0COOEHHOCTE N AUHUH
6aca, AOOMBaeTCs yAUBUTEABHOM TEKy4eCTH BO ppa-
3aX ¥ KPeIKOH CIIeAeHHOCTH GpOPMBI B IIEAOM.
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B mporuBoBec KOHKYypCHOMH HHTepIIpeTaluu
PacCMOTpPEeHHOM MUHHATIOPBI 1IeAeCO00Opas3HO 06-
paTUTbCA K ayAHo3anucu «PeBoAronmoHHOr0>
Ir1iopa @. lllonena, crirpansoro Con xun Yo
B KaueCTBE OAHOI'O U3 «OHMCOB>» AAS BIIEYATASIOLIETO
3aBepIIeHHUs My3bIKaAbHOTO Bedepa [13].

AaHHas 3aIHCh MOXKET CAY>KHTDb HaTASIAHBIM ITPH-
MepOM SIPKOTO KOHYepmHo20 UCTIOAHeHus. Pasymeer-
Csl, CPAaBHHUTD IIPOYTEHHE I0KHOKOPENCKUM ITHAHH-
CTOM AQHHOTO JTIOAQ Ha KOHKYpCe 1 Ha KOHI[epTe He
IPEACTABASIETCSI BO3MOXKHBIM, TaK KaK B CBOOOAHOM
AOCTYIIe TTOKa YTO OTCYTCTBYIOT APYTHE 3aIICH, OA-
HAKO, [10 HallleMy MHEHHIO, 3AeCh IIPeACTaBAeHa 60-
Aee CBOOOAHAsI, AAKe «Aep3Kasi» TpakToBka CoH
Dxun Yo B cpaBHEHHMH C ero MHTepIpeTalUsIMU
Apyrux npousBepeHuil. Ilocae rpoma amaoprcmen-
TOB MHAHKUCT OYKBAABHO BPBIBAETCSI B MY3bIKAABHBIN
MaTepHuaA, yBAeKasi 32 COOOI CAyLIaTeAe i BEAS UX
B 9TOM IIOTOKe AO caMOoro KOHIja. C mepBbIX TAKTOB
MBI CABIIIMM TOYHOE BBIITOAHEHHE AaBTOPCKOM BOAH
B 00pa3HO-COAep)KaTeAPHOM ITAQHE: [THAHUCT UIpa-
eT C BHYTPeHHHM >XapoM (aBTOPCKa}I pemapka con
fuoco) ; 9HepTUYHbIe (T1.2,4 - energico), CTpacTHbIE,
anmaccuonatusie (1. 10 — appassionato) BockauIa-
HUS B IIAPTHH [IPABOM PYKHU 3BY4aT 9KCIIPECCHUBHO,
IIOPOM CO CAETKAa HAMEPEHHO YKOPOYEHHOM IIeCT-
HAAIIATOH B ITyHKTHpE, YTO MPUAAET My3bIKe CTpe-
MUTEABHBI U CTPACTHBI KOAOPHUT, HO IIPU dTOM
0e3 9MOIIIOHAABHBIX U 3BYKOBBIX IT€PeXAECTHIBA-
Hu# U aMPa3. Kak 1 B ApyTHUX cAydasx, mopaxkaer
TeKydasi U AAMHHAsI $PasupPOBKA IOXKHOKOPENCKOTO
My3bikaHTa. HecMoTpst Ha xapakTep My3bIKH, OH He
«PyOHUT> My3bIKAABHBII MATEPUAA AKIIEHTAMH, AAXKEe
ecan onu npearrcassl . [llomenom. Ot Mapku-
POBaHHbIE TOYKU AMIID OOO3HAYAIOTCSI B KA4eCTBE
MHTOHAIJMOHHBIX HOT U OOBEAUMHSIOTCS B HEYTO
boAbIIIee — TO, YTO CTPEMUTCS K KOHEYHOMY ITYHKTY
nasnauenus (Takrol 83-84 Ha fff). HemaroBaxubimM
paxropom B popmoobpazosaruu Asst Con Dxun Yo
SIBASIETCSI TAKOH ITapaMeTp, Kak AUHAMHKA. 3AeCh OHa
HOpa)kaeT CBOUM MHOT0OOpa3ueM, BeAb BO MHOTUX
MeCTaX IIOAbCKUY POMaHTHUK €€ He BbIIIUCBIBAA, U 11O

AOTHKe Belllefl OHa AOAKHA COXPaHATHCS B IIpeAeAax
f. BoaHOOOpasHOe 3aTyxaHue U KpeljeHANPOBaHIe
Y UCTIIOAHUTEAS] OCHOBAHO Ha TapPMOHUYECKUX TATO-
TEHUSIX U BeChbMa BBITYKAOM AMHUU 6aca, KOTopas,
B IJ€AOM, SBASIETCS ABYDKYIIIEN CHAOM AAST CLI€TIACHISI
KOMITO3UIJMOHHBIX OAOKOB.

IIpOoTHBONOAOKHBIM «<IIOAIOCOM> HCIIOAHU-
TeAbCKOH MyApOCTH, posiBAeHHON Con Pxun Yo
B BBIOOpe IIOIIEHOBCKOTO JTIOAQ 1 €T0 HHTepIIpeTa-
IIUM B Pa3HbIX YCAOBHMAX KOMMYHHUKALIUH, IPEACTA-
€T My3bIKaHTCKHM peHoMeH AAekces: CyaTaHOBa,
A€P3KO HapyUIAIOIero HUKeM He CaHKIIMOHHMPO-
BaHHbIe, HO HETAACHO YCTAaHOBAEHHbBIE «IIPaBHAQ
UTPbI» Ha TBOPYECKOM COCTSI3aHUU. B TakoM koH-
TEKCTe IjeAeCOOOpa3HBIM KaXKeTcsi obpaieHue
K BeCbMa IOMyASPHON MHTEePIPeTaluy MMAaHUCTOM
It1i0A2 Op. 10 N2 12 ¢-moll. Omymenus, Bo3HU-
Kalolllie IIOCAe 3HAKOMCTBA C HACTOSIIEeH Tpak-
TOBKOM,— KpailHe amOuBaAeHTHBL. C OAHOI cTO-
POHBI,— IMOpakaeT OypHasi SMAHCHUIIALIUS IMOLHI,
HEHCTOBasl 9KCIPECCUBHOCTD U BMeCTe C TeM BHP-
TYO3Hasl HIMITyAbCUBHOCTD, COEAUHEHHAsSI C THOKOM
«<pyDOaTHOCTBIO» HCIIOAHEHUS: CTHAMCTHYECKUE
4epThl, KOTOPbIe SBASIIOTCS «<TAQBHOM BH3UTHOM
KapTOYKOM>» 3TOrO MUAHUCTA,— CTAAO OBITH, IIPO-
CA€XHUBAETCS SIPKasi CAMOOBITHOCTD M TBOPYECKasI
MHAMBHAYAABHOCTD UCTIOAHHTEASL. C APyTOM CTOpO-
HbBI,— IIPHU BCEX Ha3BaHHbBIX KAa4eCTBAX, IPUCYIHUX,
anpUOPH, IPEACTABUTEASIM AKAACCHYECKUX TEHACH-
LM B My3bIKAAPHOM UCIIOAHUTEABCTBE — OOHApY-
JKHBAETCS PsIA 9epT, XapaKTePHbIX IMEHHO MITpaM
C KaHOHMYECKOM HaIlPaBA€HHOCTBIO TBOPYECKOTO
MbIIIAeHHS. B 4aCTHOCTH, OTMETHM TaKie BHEIIHIe
[IOKa3aTeAH, KaK aDCOAIOTHAS « HEITOKOA€OUMOCTD >
KOPITyCa HCIIOAHHMTEAS], a TAKKe CA€P’KaHHas acKe-
TUYHOCTD B IIAQHE ABIDKEHHUI PyKaMHU M IAAbIIeBOM
AMIIAUTYABL, 4TO, 6€3yCAOBHO, CBSI3bIBAET IMAHUCTA
C U3BECTHBIMU TBOPYECKUMH OOAMKAMU TAaKUX Be-
AMKUX My3biKaHTOB XX Beka, Kak V. ITapepeBckuii,
A. Py6HHH.IT€ﬁH, B. Ioposur u HekOTOpbIe ApyTHe.
Yo ke KacaeTcsl My3bIKAaAbHbBIX aCIIeKTOB — 3AeCh
CABIIIUTCS. XOPOIIHMM <«KAACCHYECKUIT» OaAaHC
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B IIAQHE BEPTHUKAABHOTO B3AaUMOAEHCTBHS TOAOCOB
B $aKType, TO €CTh yMEPEHHO MOIIHAs 3ByYHOCTb
6aca 6e3 CAMIIKOM CHABHOTO «IlepeOHBaHUSI> Me-
Aopmdeckoi AuHuH. KpoMe Toro, mokasaTeAbHO Ka-
JeCTBEHHOE, AOCTAaTOYHO IeByJee TYyIle, KOTOpoe
AEMOHCTPHPYeTCs ITyTEM B3SITUS TeX MAM MHBIX
9AEMEeHTOB HOTHOTO TeKCTa MOCPEACTBOM AOBOAD-
HO OBICTPOI TAaKTHABHOM aTaKH IPU OTCYTCTBUU
BHAMMBIX IIOIBITOK KaKOH-AMOO aMOpTH3ALUU
B PyKax AASL OOABIIIErO CMSITYeHUs 3ByKa. AAHHBIN
THUII 3ByKOU3BACUEHHS B KAKON-TO CTEIIeHU POAHHT
«AEMOHHYECKOTO> ITHAHUCTA C TAKUMH MacTepa-
v, kak M. [Taetnés u B. Amkenasu (pasymeercs,
CO CTUAMCTHYECKON TOYKH 3peHI/I}I). Yro xacaercs
MIPUCYIIeN eMy MOIHOM 9HEPreTUKH, TO OHa IIPO-
SIBASIETCSL, TIPEXKAE BCETro, B TEeMIIOPAAbHOM acCIIeKTe.
KoHIiepTHOe BBICTYIAGHHME KHUTAMCKO-aMepH-
KaHCKOTO My3bIKaHTa AaHT AaHra KaK HeAb3s Ay4lle
CBHUAETEABCTBYET O BO3POXKAEHHH Ha pybexe XX —
XXI croaernit BKyca K BUPTYO3HOMY MCIIOAHHTEAD-
cTBy. B 3aBepieHnH SIPKHUX KOHIJEPTHBIX IPOrpPaMM
OH 4aCTo urpaet «Ha 6uc» Itiopst O. [llomnena, yro
AQET eMy BO3MOXKHOCTD OAeCHYTb IMAaHUCTUYECKIM
MACTePCTBOM, a CAYIIATEASIM — ITOAYYUTD ICTETH-
JecKoe HACAAKAEHHEe OT COIPHKOCHOBEHUS C IIpe-
KpacHbIM. OAHAKO MHTEpIIpeTaluy, IIPHHAAAEXKA-
mue AaHr AaHry, IOpa)karoT He TOABKO IIOMCTHHE
TPaHCLIEHAEHTHOM MOTOPHMKOM Y KOAMYECTBOM HOT,
CHII'PAaHHBIX B CEKYHAY, HO ¥ BeCbMa OPUI'MHAABHBIMU
XyAOKeCTBEHHbIMU HAXOAKAMH, PACKPBIBAIOIIUMHI
BCIO ITAAUTPY IHAHUCTUYECKUX CPEACTB, HaIlpaB-
ACHHBIX HA HHTOHAIIMOHHO-3BYKOBOE BOIIAOI€HHe
aBTOPCKOTO HOTHOTO TeKCTa. AaHHOe CBOMCTBO UC-
IIOAHMTEAbCKOM MaHepbl AaHr AaHra nposBAsgeTcs
B €0 TPAKTOBKAaX INIOIIEHOBCKUX JTIOAOB Pa3HOTO
IIAQHA, HO OBITh MOXKET, C 0000 yOeAUTEAPHOCTDIO
— B TeX U3 HUX, KOTOPbIe IIPEAIIOAATAIOT eABA AUl He
B IIEPBYI0 OuepeAb be3yIpedHoe BAAAeHUE HHCTPY-
MEHTOM U ITMaHHCTHUYeCKUM anmapaTroM. K TakoBbM
OTHOCHTCSI CBITPAHHBIN MM <«Ha OUC>» B KOHIjEpTe,
cocrosBmumMcs 30 mapra 2001 ropa B Ilapmxckoi
¢urapmonuu ITiop op. 10 Ne § Ges-dur.

C mepBBIX TAKTOB MBI CABILIUM U BUAUM SIPKYIO
KOHL[epTHyIO MI/IHI/IaTIOPy, I/ICHOAHEHHYIO AaHI'
AQHTOM C 1jeABIO TIOPA3UTh ITYOANKY HEBEPOSTHOM
moTopukoit (Musical art | = 120) u ipu aTOM He
IPOCABITD «3afiljeM-6apabaHIMKOM >, TPeCAEAYIO-
IIMM AWIIb B Y3KOM CMBICA€ TeXHUYECKHE 3aAAUML.
IMToneHoBCcKas peMapka brillante BeimoAHsIeTCS TN~
AHUCTOM, 10 OOABIIEN YaCTH, 32 CUET BeChbMa acKe-
TUYHOTO MCIIOAB30BaHMA IepaAr. I10A0OHBIM 00-
pa3oM B IAPTUH [IPABOI PYKH AOCTUIAeTCsI 9P PexT
HEOOXOAUMOTO «6AeCKa» U KeMUyKHOM Urpsl (jeu
perle). [lepBblit 3BYK B ApTHU MPaBOil pYKH B TT. 1,
S uT.A. (KpaliHUX pa3A€Aax) UTPaeTCs UCTIOAHUTE-
A€M OCTPBIM aKI|eHTUPOBAaHHBIM YKOAOM (TAaBHAS
tema B Ges-dur). OcTaabHble e 3ByKH — Ha leggiero.
B HaYaAbHBIX ABYX TAaKTaX U aHAAOTHUYHDBIX MeCTaX
B AQABHEFLIEM KOHTPACT MEXAY f 1 «OTKAHKOM>»
Ha p IPaKTUYECKH He3aMeTeH, TaK KaK C AAHHOM
CKOPOCTBIO AOOUTHCSI TOAOOHOIO aKyCTHIECKOTO
SIBACHUSI TIPEACTABASIETCSI HE CTOABKO TPYAHBIM,
CKOABKO He OCTPO HEOOXOAMMBIM.

B cpepHeM anm3oae HanboAee MHTEPECHO IKCIIO-
HUPOBaHUE U 0CO0AsI APTUKYASILIMS AUHUU [IEPBOTO
TMaAblla B mapTun Aesoit pyku (1. 17-22). Takxke
IpYIMeYaTeAbHA HEKOTOPAsI TEATPAABHOCTD B <« BBI-
XBaTBIBAHHUHU » 6ACOB U3 POSIASI M HCIIOAB30BAHIIE AKY-
cTrdeckux HaxoAok (TT. 33-40). [Tpu mopxope K pe-
IpH3e MHTEPIPETATOP HOPASUTEABHO I'HOKO UTPaeT
C TeMIIOPAAbHOM cocTaBAsifomeil. CaM penpusHbIi
PasAeA U Kopa IpenopHocAarcsa AaHr AaHIoM B ero
IIPUBBIYHON BUPTYO3HO-aPTHCTUYECKOM MaHepe.

Ecau B TpakToBKe Aanr Aanra munuaropa Ges-
dur IPeACTAET II0A 3HAKOM PACKPHITHS BUPTYO3HOIO
CAQraeMoro XyAOXKeCTBEHHOM Pa3HOBHAHOCTH JKaH-
pa, To 110 Op. 10 N2 3 E-dur mopaércst MysbIKaH-
TOM ¢ MHBIX o3unuil. E€ Bei6op AAsl IpeseHTaIIMN
«Ha 6UC>» MOXKET IOKAa3aThCs HEOXKMAAHHBIM AAS
TaKOro OOIIENPU3HAHHOTO BUPTY03a Kak «IlepBsIit
manucT [TopHebecHOM>, TeM Goaee mocae dee-
PHYECKOTO BBICTYIIAEHUS C OpKecTpoM 31 siHBaps
2009 ropa B bepanncko#t puaapMOHUH, TOCKOABKY
9Ta MUHMATIOPA OTMEYeHA OYEBHAHON KOHIIENTY-
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AABHOM HAIIPAaBAEHHOCTBIO. TakoBOI OHA MpeACTaéT
U B UCIoOAHeHHH AaHr AaHra.

Hacrosmas unTepnperanus MOXXeT IO IIpaBy
Ha3bIBaThCs KBUHTICCEHIIMEN OAyXOTBOPEHHOCTH
 BMecTe ¢ TeM cBeTAoH nevaan (Hamommum, uro
«Tristesse>», Kak HEPEAKO HA3BIBAIOT 3TOT JTIOA,
B nepeBoAe ¢ GppaHITy3cKoro,— meyaab). OHa moaHa
TEIIAPIX AMPHUIECKUX I/IHTOHaHI/Iﬁ (633 BPITYPHbBIX
TpeyBeAMYeHHil), SKUBOTIUCHOCTH U KPAaCOYHOCTU
00pa3HOTO COAEPIKAHUS, HHTEPECHDIX B3AUMOAEH-
CTBHH MeXAY FApMOHHYECKUMU TATOTEHUSIMH, He-
O>KHMAAQHHBIX MCIIOAHUTEABCKHX PeIIeHUI B IIAaHe
arorUKHU M 9KCTIOHUPOBAHUSA TeX UAM UHBIX SA€MeH-
TOB My3bIKaABHOM PAKTYPBI, APAMaTH3Ma U OypHOI
BUPTYO3HOCTH U APYTHX aCIeKTOB MY3bIKAaAbHOM
BBIPA3UTEABHOCTH, YTO TNPHAAET IPOHU3BEAEHUIO
ocoboe ouapoBaHUe, a TAKXKe HEKHUI MArHeTHU3M,
3aCTaBASIIOIIMM CAyIIaTeAsl OCTaBaTbCs MOTPYXKEH-
HBIM B MY3bIKY OT IIEPBOTO U AO IIOCAEAHETO 3ByKa.
Kak 3amerna A. XoxmaH: «IInaHucT, Kak u Xyp0X-
HUK, AOAKEH UMeTb OeCKOHeYHOe KOAUYeCTBO Kpa-
COK B CBOel maauTpe <...> OH AOAXeH pucoBaTh
KapTHHBI TOCPEACTBOM IIPUKOCHOBEHHMS K KAABHA-
Type, TaK Xe, KaK U XYAOXKHUK U300paXkaeT UX Ha
xoacte» [11, 154]. B aToM naane uHTepnpeTanus
Aanr Aanra o4eHb IOKa3aTeAbHA, TaK KaK My3bl-

KaHT IIeAUKOM U IIOAHOCTDIO ITO3BOASIET CAYIIATEAIO
OKYHYTbCSI B OOPa3HYIO COCTaBASIOIIYIO MY3BIKH.
IIpumeuaTeAbHO, YTO AQHHYIO HHTEPIIPETAIIHIO He-
BO3MOJXKHO CIIPOTHO3HUPOBATh AUOO IIPEAYTaAaTh Te
MAM MHbIE UCTIOAHUTEAbCKHE PelIeHMs ITHAHUCTA.
TpakTOBKHU KUTANCKO-aMePUKAHCKOTO MacTepa ab-
COAIOTHO HeTIpeACKasyeMbl. AI0OOIBITEH TOT $aKT,
YTO MY3BIKAaHT B 9TOM CAyJae CACAyeT TOUKe 3peHHs
B. TopoBuma u KaxAbIil pa3 AI000e Ipou3BeAeHue
UrpaeT MHaue (Ora mpeca — TaxKe He MCKAIOUEHHE.
B cBO6OAHOM AOCTYIIE CYILIECTBYIOT TPH BapHaHTa
HCIIOAHEHHS My3bIKAHTOM AQHHOTO OTIOAQ, U IIpU
HAAMYHU 9ePT CTUAMCTUYECKOTO CXOACTBA, KasKADIN
Pa3 MUHHATIOPA 3BYYHT HO-APYI'OMY).

O606mas HabAIOAEHHSI Hap PAcCMOTpPEHHBI-
MH COBPEeMeHHBIMHU TPAKTOBKaMU OTIOAOB op. 10
®. [IlorreHa, OTMeTUM PAaBHOBECHOCTb KAACCHYe-
CKOM M aKAACCUYEeCKOM TEHAEHIIHM 10 OTHOIIIEHHUIO
K Pa3HbIM «MaTpPHUIlaM> HCIOAHHUTEAbCKOH IIpe-
senTanuu: ot caepoBanus uM (Con Ixun Yo) a0
npene6pexenus umu (A. Cyaranos). HeopHosHau-
HYIO IIO3UIUIO B 9TOM IAaHe 3aHMMaeT AaHr-/\aHr,
KOTOPBI B UTPe «Ha OHC> TO IOATBEPXKAAET CBOIO
peryTanuio IMHAHKHCTA-BUPTY03a, TO, HAIIPOTUB,
PacKpbIBaeT KOHI[ENITYaAbHBIN ITOTEHITHAA IIOIIe-
HOBCKHX JTIOAOB.
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KOHUEPT AJ19 POPTENMNAHO C OPKECTPOM
N2 1 «PAHTACTUYECKUN» UCAAKA AJIbBEHUCA:
KOMNO3UTOPCKMUA N UCNOJTHUTEJIbCKNW ACMNEKTbI

Kozda mot caywaem mysvicy Aavbenuca, mo neped Hamu
scmatom kapmunol Hcnanuu ¢ ee dpesHumu 20podamu
U KPENOCMMU, CYeHKU HAPOOHOU JHU3HU, KPACOHHbLE LUECBUS,
netizaxcu. Kaxcdoe couunenue komnoumopa — amo «pacckas>
HeAoBeKd, OeCKOHeHHO BAOOAEHHO20 8 CB010 CHIPAHY, 8 CB0Ti HAPOO.
H sma a10608b6 nomozara co3dasamv yousumesvHo sSpxue,

3pumeAvHo ocs3aemvle 06pasbl.
(M. Baiicbopd. Hcaax Aavbenuc) [1. C.310-311].

Annoranms. CTaTbs MOCBAIleHA U3YYeHUIO HE3ACAY>KEHHO PEAKO HCIIOAHSIEMOTO ITPOU3BEASHI
U. Axpbennca - Koruepra poas oprernmano ¢ opkectpo, a-moll. Lleas nccaepoBaHUs — BbIIBACHHE
CTHAEBBIX 0COOEHHOCTEN COUYMHEHHS B KOHTEKCTE Hal[MOHAABHBIX €BPOIENCKUX TPAAULIUI ITy TEM
oIpeAeAeHUs KOMIIO3UTOpcKoro Metopa M. AapbeHnca 1 CpaBHUTEAPHOTO AaHAAM3A MHTEPIIPeTaLUil
KOHIIepTa UCIIAHCKUMHU IMHaHHCTaMU.

KaroueBbie caoBa: TBopuecTBo M. Asbbennca, Renacimiento, HCIIaHCKHI (pOABKAOP, HHTEPIIpe-
Tanus, popTenuaHHmlil ctusb, M. Mectpe, 3. e I'ycman.
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KyasrypHoe pABmxenue Renacimiento 8 Mcnanum,
BpeMeHHbIe PaMKHM KOTOPOTO OXBAaThIBAIOT KOHeI]
XIX —Havaao XX CTOAETHH, CTAAO OAHUM U3 CaMbIM
SIPKUX B MICTOPHH HCITAHCKOTO MY3bIKAABHOTO HC-
KyccTBa. Ero ocHOBaTeAb, HCIIAHCKHIT KOMIIO3UTOP,
yuénpii, meparor Oeaune [Teapean (1841-1922),
OTBep>KeHHO paboTaA Hap OCBOeHHEM (OABKAOP-
HOTO HacAeams Mcnanuu, npuBAeKasi K 9TOMy MO-
AOAO€ TTOKOAeHHe My3bIKaHTOB: Fcaaka AabbeHuca
(1860-1909), Oupuke I'panapoca (1867-1916)
1 Maryanas ae ®anbto (1876-1946). B atoii Tpoiike
IpeacTaBUTeAel ucraHckoro Renacimiento V1. Aap-
OeHIC 3aHIMAA, II0 CAOBAM MHOTUX COBPEMEHHHKOB,
MO3UILIMIO HacTaBHUKA. «Hamr oter; AabOeruc,— yT-
BepxAaa X. TypuHa,— yka3aA HaM ITyTb, IIO KOTOPO-
MY MBI AOAXHBI HATH> [1ur. 1io: S. C. 173].

Coepa poprenuanHOi My3bIku cTara AAst . Aab-
beHrca HeOOBIKHOBEHHO OAM3KOI U POAHOTH, € pop-
TEIMAHO Y My3bIKaHTa ObIAa 0CO0as CBSI3b: elré OyAy-
YU YeTHIPEXAETHUM PeOEeHKOM, OH BHICTYIIUA B CBOEM
IIePBOM ITy OAIHOM KOHIIepTe, a yKe B 80-x — Hauaae
90-x roAOB HAXOAMACS Ha BepIIMHe MMaHUCTUYeCKOM
caaspl [ 1. C. 45-46]. ITbiakoe yBACUeHNE <«MHPOM>
$opTennaHHOro 3By4aHuUs HEIIPEPHIBHO BAOXHOBAS-
A0 M. AapbeHnca Ha cO3AQHIE HOBBIX IPOH3BEACHHI,
B pe3yABTaTe Yero OH COYMHUA OKOAO 46 popTenuaH-
HbIX o1ycoB (coraacHo nepeurto [a6puaas Aanaana
(Laplane Gabriel)) [ 1. C. 144], 60AbInoe KoAU4ECTBO
KOTOPBIX TeMaTHUYeCKHU CBS3aHbI C UCTTAHCKOM KYABTY-
poii. BMecTe c TeM, HAXOAUM HEMAAO TaKUX, KOTOpbIe
CBHAETEABCTBYIOT 00 HHTepece K )KaHpaM eBpoIIeHi-
CKOM TPaAMLIMM.

OpnnM u3 Takux sBasiercst Konnepr aas popre-
raHo ¢ opkecTpoM N 1 «Panracriyeckuii>, a-moll,
op. 78, cozpanHblil B 1887 ropy u mOCBSIEHHBIN
APYTY KOMIIO3UTOPA, HCITAHCKOMY ITHAaHHUCTY Xoce
Tparo (1857-1934). Ilpembepa npousseaeHus co-
crosiaach B Maapuae, 21 mapTa 1887 roaa; coaucr —
aBrop, aupukep — Tomac Bperon (Tomds Breton)
[7. C. 10]. VarepecHo, uTo obpaimenne K AAHHOMY
YKAHPY CTAAO IIEPBbIM U eAMHCTBEHHBIM B TBOpYECTBE
He TOABKO V. AabbeHuca, HO U BCeX MPeACTaBUTe-

Aeit Renacimiento. V1. Aapbennc B 1892 roay raxoke
HayaA nucath Bropoit koHuepT aas doprenmaHo
c opkectpoM, Es-dur, HO COuMHeHHe OCTaAOCH He-
okonuyeHHbM [7]. Beaea 3a V. Aabbenncom, npu-
OAM3UTEABHO B TOT K€ ITePHUOA BPEMEeHH, MOIBITKY
co3paTh GOPTENUAHHBIN KOHIIEPT AeAaA O. I'paHa-
AOC, IIpepBaB PaboTy MOCAe COYMHEHNS HECKOABKHX
crpanul]. CeropHs CymecTByeT 3aBepUI€HHAs BEPCUS
AQHHOTO IIPOM3BeAEHNS, OAAroAapsi COBpeMEHHOMY
MCIIAHCKOMY NHMAHUCTY, YIeHUKY AAUCHM Ae Aap-
POYYH, IIOCAGAOBATEAIO KATAAOHCKOH GOPTEHAHHOM
Tpaaurun O. I'panapoca — Meaanu Mecrpe. Opnako
ABTOPCKHe OPUIMHAABHbBIE «HAOPOCKU> ObIAU Ha-
CTOABKO MAAOOOBEMHBIE, YTO, ITO CYTH, COYHHEHHE
IpeACTaBAsieT o060t pabory M. MecTpe u He MOXeT
657D TpHmHCcano O. [paHapocy.

Qoprenuannsiit KoHepT M. AAbbeHuca, HecMo-
TPs HA €r0 YHHUKAABHOCTDb B KOHTEKCTE HCIIAaHCKOTO
MY3bIKAABHOTO HCKYCCTBA, B PAMKaX MHPOBOTO OKa-
3aACs BHE <IIOAS 3peHHS>» MHOTHX MY3bIKaHTOB
U My3bIkoBeAOB. Ha ceropHsmHuit AeHb CBeAeHUS
O AAHHOM COYMHEHHMH B CIIeIJHAABHON MY3bIKAAb-
HOW AUTepaType IpeACTaBACHBI BecbMa cKy1o. OHo
AOCTAaTOYHO PEAKO 3BYUYHT C KOHILIEPTHON 3CTPAADI
Y TIO9TOMY €Tr0 CAOKHO OTHECTH K pelepTyapHbIM
IIPOU3BEACHUSAM. YAQAOCh HAMTH AHMIIb OTACABHBIE
AyAMO3AIICH TaKUX ITMAHUCTOB Kak: DHpuKke [lepe-
ca ae I'ycmana, Meaanu Mectpe, Aabao Unkkoan-
uu, Peanurivt baromenTaas, Mureast baceasru. B mae
2009 ropa B boapmom 3aae MockoBCKOM KOHCep-
BaTOPUH ITHAHUCT YKPAUHCKOTO IPOUCXOXKACHHUS
Anppeit PesHUK oCyIIecTBUA C GOABIINM YCIIEXOM
Bcepoccuiickyto mpembepy Konnepra aasa popre-
m1aHo ¢ opkecTpoM M. Aapbennca B cobcTBeHHOM
PeAAKIINH, K KOTOPOH COYMHHUA GOPTENHAHHYIO Ka-
aennuio. B peBpase 2010 ropa AaHHOE counHeHMe
OBIAO MCIIOAHEHO UM BIIEPBbIe AASL YKPAHHCKOI ay-
autopuu (Cumdonmdeckuit opkecTp XapbKOBCKOI
TOCYAAPCTBEHHOM HAAPMOHUH, COAUCT — AHApelt
PesHuK, XyAOXKeCTBEHHBIN PyKOBOAUTEAD Y TAABHbIN
anpwkép — FOpuit Snuko) [3]. TTomumo yxasan-
HBIX ayAMO3aIHCel, YAAAOCh HAaNTHU MHPOPMAITUIO

16



CONCERTO FOR PIANO AND ORCHESTRA N 1“FANTASTICO” BY ISAAC ALBENIZ: COMPOSING AND PERFORMING ASPECTS

06 “MeBIINX MeCTO 18 KOHIJepTHBIX HCIIOAHEHHSIX
«@anTacTHYECKOrO> KOHIlepTa 3a mepuop ¢ 2008
110 2019 roabl B MUPOBOM MY3bIKAaABHOM ITPOCTPaH-
crBe (MoapaBus, Beaukobpuranusi, ApreHTHHa,
CHIA, Mexkcuka, I'penus, HIseinapus, Iloapmra,
Snouust, dcronus, Mraaus, Mcnanus, I'epMaHH;I)
[6], 4TO MO KOAMYECTBY 3HAYMTEABHO YCTYTIAET HC-
MIOAHEHHIO APYTHX POMAHTHUYECKHUX KOHIIEPTOB.

YeM 5xe 06ycAOBAEHA HEKOTOPASI HCIIOAHUTEAD-
CKasl <IPOXAAAHOCTB> IO OTHOIIEHHIO K ITOMY
counHeHmio? Kak BHAMM, OHO IIOIAAO B CBOeOOpas-
HBIM KICTOPUIECKUN <HU3AOM>, YTO B 3HAYUTEABHOM
Mepe OIIPEAEAHAO €TI0 CYAbOY: K MOMEHTY ITOSIBACHIS
AQHHOTO ITPOU3BEACHNUS B « COKPOBHIIHHIIE > €BPO-
IeFICKOTO UCKYCCTBA yxKe OANCTaAU GOpTenruaHHbIe
xoHuepTsl O. [llonena, ®©. Menaeabcona, P. Illyma-
Ha, O. Aucra, 1. bpamca, 3. I'pura, K. Cen-Canca,
I1. Yarikosckoro. M3BecTHO, YTO MCITAHCKUI MadCTPO
HMeA B perniepryape okoAo 15 ¢oprenuaHHbBIX KOH-
11epToB pasHbx aBTOpPoB [ 1 ]. O6pameHnue k AaHHOMY
XaHpY cTaAo AAs M. AabbeHnca cBoeobpasHoit pea-
AM3aIell HAKOTIAGHHOT'O XyAO)KeCTBEHHOI'O OIIBITa,
KOTOPBIi, 6e3yCAOBHO, OKa3aA BO3AENCTBYE Ha $pop-
MHPOBaHHe ero KOMIIO3UTOPCKOTO CTHAAL OTMeTHM,
YTO B YHCA€ OAMBKHX KOMIIO3UTOPY My3bIKAaHTOB OKa-
zaaucs I. Qope, IT. Aroka, A. pe Cesepak, O. Illoccos,
B. A DHAH, CUMITATH3UPOBAA OH U 3aPOXKAQIOIEMYCST
HanpaBAeHuI0 ¢ppaHkucToB [2]. Takum o6pasom,
OAHOM M3 BO3MO>KHBIX IIPUYMH BO3HUKAIOIEN quUAasi-
BTOPUYHOCTH AQHHOTO COYHHEHMsS IMPeACTaéT ba-
3UPYIOIAsCs Ha MAATPOpMe XOPOIIO YCBOEHHOM
MO3AHEPOMAHTHYECKOH TPAAUITMU XyAOXKECTBEHHAS
nosunust M. AabbeHnca, koTopast 06ycAOBHAA OTHe-
CeHHe ero KOHIlepTa B KOHTEKCTe PasBUTH XKaHpa
K IIPOU3BEACHHUSM BTOporo maaHa. OpHako «®PanTa-
CTHYEeCKHIT>» GOpTerraHHbIi KoHLepT V. AapOenuca
IPeACTAET CaMOOBITHBIM, OPHUTMHAABHBIM IIPOU3Be-
AeHHeM U AeMOHCTPHPYeT CIeITMPUKY XYAOKEeCTBEH-
HBIX IIOMCKOB KOMIIO3UTOPA, OCMBICACHHYIO CKBO3b
IIPU3MY ero pOPTEIHAHHOIO CTHASL

Hanomuum, uto aas . Aabbenuca u ero co-
BPEMEHHHUKOB IAABHOM 3apavyen OBIAO BOIAOILCHHUE

HAIJMOHAABHBIX TPAAMIUHA B IPOPECCHOHAABHOM
TBOpuecTBe. OHO MOApa3yMeBaeT IpUMeHeHHe OIIpe-
AEASHHBIX TBOPYECKHMX METOAOB, TAKHX Kak: 1) mps-
MOe I[UTUPOBaHUE MaTepHaAd; 2) 3aUMCTBOBAHHE
OTAEABHBIX COCTABASIIOIMX (MHTOHAIIMIT, MOTHBOB,
PHUTMOB, AQAOB, TIPHHIIUIIOB Pa3BUTHUS U T. A.) C TIO-
caepytommeit ux 06paboTKoit; 3) BBeAeHHE AaBTOPCKHUX
9AEMEeHTOB, KOTOpPbIe 110 OTHOIIEHHIO K POABKAOP-
HBIM SIBASIIOTCSI ITIPOU3BOAHO-POACTBeHHBIMU. Kaxkue
MIMEHHO MeTOABI Ob1AH 6Am3KH 1. AAbOeHuCY 1 TOAB-
30BaACS Al OH UIMU B CBOEM KOHIepTe? AAsl OTBeTa Ha
IIOCTaBA€HHBII BOIIPOC HEOOXOANMO OCYIL[eCTBUTb
AHAAW3 IPOU3BEACHHS Ha IIPeAMeT HaXOXKACHHS CBSI-
3eH C HalJMOHAAbHBIMM TPAAMIIUSMU M YCTAaHOBUTD
XapakTrep UX BoraomeHns. OTMeTHM, YTO BBeACHHE
HAIIMOHAABHBIX 9A€MEHTOB B My3bIKaAbHBII TEMATU3M
BAEUYET 32 COOOI Ppa3AMYHbIE, BAUSIONYE Ha KOMIIO-
3UTOPCKUI CTUAD U3MEHEHUs, 4TO B CBOIO OYepeAb
TpebyeT 0COO0T0 MCIIOAHUTEABCKOTO TIOAX0AQ. AAS
KOPPEKTHOTO «IIPOYTEHUS» UHTEPIPETHPYEMOTO
MaTepHaAa, IOMHMO <IIOTPY>KeHHUs > B cdepy H3yda-
€MOJ1 My3bIKH, BAXKHO TaK>Ke OIIPEAEAUTD OCOOEHHO-
CTU (pOPTENMAHHOTO CTHAS UCIIAHCKHX ITMAHUCTOB.
Ha pemenue aTux 3apau 6yAeT HallpaBAeH AAAbHETI-
I XOA UCCAEAOBAHMSI, MATEPUAAOM AASL KOTOPOTO
IIOCAY>KUAU: (pOPTEIIMAHHBIN KAABUP AAS 2-X $op-
TENMHUAHO U3OPAaHHOTO IIPOU3BEACHNS, A TAKXKE ABE
AyAMO3aIIMCH KOHIIEPTa, TA€ MAPTUIO GOPTEIHAHO
UCITOAHSIIOT UCITAaHCKYe MUAHUCTHL: nepBast — [Hor-
aaspckuit opkectp BBC, coauct — Meaann Mecrpe
/ Melani Mestre, puprxép — Maprun Bpa66usc /
Martyn Brabbins, 2012; Bropasti — Opkecrp Baaencuy,
coaucr — Jupuxe Ilepec pe I'yeman / Enrique Pérez
de Guzmdn, auprokép — Manyaab aabpydp / Manuel
Galduf, 1996. CoAuCTbI SIBASIFOTCSL ITPeeMHUKAMHY Pa3-
HbIX Tpaaunuii: M. MecTpe — 6apceAOHCKOM ITHAHU-
CTHYeCcKOM MKOABI (yauacs y A. oe Aappoudw, mpo-
AOAXKHA Y46y B AOHAOHE Y PYCCKOTO IIPEIIOAABATEAS
Cyaamursr APOHOBCKOfI), a 9. pe I'ycmas — Mappua-
ckoii (3aTem o6yuasmmiicst Bo Opaniuu y Maprepur
Aour u Marast Taapsipeppo — 6pasrao-$paHiry3ckoit
TIHAHUCTKH).
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«®aHTacTHYeCKHIT> KOHIIEPT IPEACTABASIET CO-
6ot TPAAUITMOHHBINA COHATHO-CUM( OHMIECKHI ITHKA,
cocTosmui U3 Tpex yacreil. B ocnose Temarusma I wa-
cmu— Allegro ma non troppo — AexxaT ABe sipKi1e HaljH-
OHAABHO-KOAOPHTHbIE TeMbl. TeMa rAaBHOM IapTHU
(8 OPKeCTPOBOM HpOBeAeHI/II/I) PUATMUYECKH UMEeT
IIpeeMCTBEHHbIE CBSI3U C MCIIAHCKUM TaHIleM fandango
U HeCeT Ha cebe IeyaThb IIyMAaHOBCKOTO CTHASL /\eXa-
1jee B OCHOBE TeMbI OIIeBaHHe-KPY>KeHHe KBUHTOBOTO
TOHA «€> IPUAAET €1 YePThl BAPUAHTHO-BaPHALIMOH-
HOT'O Pa3BUTHsl, OPTAHUYHO CBSA3aHHOTO C HAPOAHO-
IeceHHOM KyAbTypoi Mcranuu. 3aech Takoke Haxo-
AVIM CBSI3b C IIOIIEHOBCKOM MaHEPOM BbICKa3bIBaHU,
YTO BHIPAKAETCSI B CAAOHHOCTH, OOHAH BOAHOOOPas-
HBIX ITACCaXKeil, IMUTALIMK TPEAEH ABOMTHBIMU HOTaMH
B IIAPTUU COAUCTA, ¥ IIO3BOASIET TOBOPUTD O BAMAHHMH
Bupryosnuyectsa XIX Beka.

TemnoBoe pemneHre B OpKeCTPOBOM IIPOBeAe-
HUHU B ABYX UHTEPIIPETALMAX 3aMETHO OTAMYAETC.
Boaee 0AM3KOI K YKa3aHUIO aBTOPA SIBASIETCS IIep-
Basi: COTAACHO METPOHOMHOMY cTaHAapTy Allegro —
84-144 bpm, Temn HaxoAUTCS B mpepeaax 70-75
bpm u arorudecku 04eHb CBOOOAHBII, HEIIPEPHIBHO
MEHSETCs, CO3AaBasl IIOCTOSHHbBIE 3BYKOBbIE «IIPHU-
AMBBI-OTAUBBI>, YTO IPHAAET MY3bIKE >XMBOCTH,
a TeMe 0C000i1 BEAMYECTBEHHOCTH U CTEIIEHHOCTH.
Bo Bropoil uHTepmperanuu Temi 6bicTpee — 83
bpm, IIOYTH COOTBETCTBYET KpalHel MUHUMAAbHOM
rpanurie Allegro, TemMa 3ByuuT 60Aee CTpeMUTEAD-
HO U B TO K€ BpeMs OTAUYAETCS ACKAAMALIMOHHBIM
XapakTepoM. 3aAQaHHOTO OPKeCTPOM aroruyeckoro
IIPUHIIMIA IPUAEPKUBAIOTCA coarcThl: M. Mectpe
UrpaeT O4eHb CBOOOAHO, TeMa 3BYYUT MEUTATEABHO,
pacIieBHO, CAOBHO IIOApaskasi meHuIo, y O. Ae ['ycma-
Ha H3AOXKEeHHe MeTpUIecKu 6oAee POBHOE, B pedH-
TaTUBHOM MaHepe. I 10-pasHOMy OTHOCATCS COAMCTBI
U K qUAsi-IIOTIeHOBCKUM duryparsam: J. e L'yc-
MaH IIPUAEPIKMBAETCS COOTBETCTBYIOIEN MaHEPBDI,
Y HETO 9TO — A€TKHeE, «IapsAIue >, KOAOPUCTHIECKHE
I0CAeAOBaTeAbHOCTH, M. MecTpe MBICAUT UX OoAee
060c00AEHHO 1 CAMOCTOSITEABHO, KaK HelIpephIBHOE
pasBUTHE MEAOAUH. Taxoit MeAOAMYECKUI IIPUHITATT

TPaKTOBKHM (QaKTYyphbl POXKAAET ACCOIMALIMIO C Ha-
POAHOM IECEHHOM TPAAMIIUEN U MPUAAET AQHHOM
My3bIKe 0COO0I CMBICAOBO Ay OUHBL

Avipuko-MedTaTreAbHas TeMa OOGOYHO APTUH
(Andante) npoBopuTca y doprenuano solo, Hocut
HCIIAHCKHMM XapaKTep, YTO IMPOSABASETCS B MHTOHA-
IJUOHHOM CTPOEHHHM MEAOAWH, COYETAaHHM aroru-
4eCKU CBOOOAHOI, PaCIeBHO-PEYUTATUBHOM MEAO-
AMU-TIECHH B ITAPTUHU MPABOM PYKH U PUTMHYECKH
YCTOMYMBOM CHHKOIMPOBAaHHON OCHOBbBI B A€BOM.
M. MecTpe 3aeCh yAQAOCDH CO3AATh 00pa3 MPOTSDKHO-
ro, CBOOOAHOTO IIeHIsI, KOTOPOe TO 3aAeP>KUBAETCS],
CAOBHO «ITOBHCAasi>»>, TO BHOBb MATKO IIPOAOAXKAET
cBo€ pABrkeHHe. [ImanucT urpaer MEAOAMIO HaIoA-
HEHHBIM 3BYKOM, YA€ASIS IIPU 9TOM 0CO000e BHUMAHMe
CHHKOIIAM B aKKOMITAHEMEHTe, CO3AAETC o PeKT
HeIPepbIBHOTO MIOATAAKHBAHMUS K Pa3BUTHIO U 00B-
€MHasl 3ByKOBas OCHOBa AASl <IIOKOIIEN> IIPaBOM
pyxu. O. oe ['ycMaH ncrioassieT mo6o4yHyI0 TeMy Kak
MEAAEHHOE Pa3MBIIIACHHE ACKAAMAIJMOHHOIO Xa-
pakTepa. CHHKOIIMPOBaHHAsL OCHOBA B A€BOH pyKe
€ABa YAOBHMA, IMAHUCT CAOBHO «PACTYIIEBbIBAET >
XapaKTEPHBIN AASI CAHKOIIbI PUTMHYECKHMM UMITYABC,
IIOAYMHSSA BCE MEAOAUIECKOMY T'OAOCY.

B paspaboTxe BcTpedaeM THUIT GpaKTypPbI, IO3BOAS-
IOIUI ITPOBECTH AaHAAOTHIO CO IUIIKOBBIM IIPUEMOM
UTPBI Ha TUTApe: CUHKONMPOBAHHBIN PUTM € GOpII-
Aaramu. B aToM BUAUTCA BAMSAHME Ha KOMIIO3UTOP-
CKHMH CTHUADb MCIIAaHCKOM KyAbTYpbI. KIHTepecHo, uTO
K AQHHOMY IIPUEMY 0CO00€e BHUMAHUE YAEASIET TOAD-
ko M. Mecrpe, 4€TKO apTUKYAMPYs CHHKOIIbI, HC-
IIOAB3ysI MUHMMAABHYIO TIEAAAD ¥ COXPAHSLA ITPH 9TOM
AanHY ¢pas. O. Ae ['ycmaH ke IpHMeHSeT «IIOAHYI0>
IIOAAEPIKUBAIOIYIO TIEAAAD, COCPEAOTOYMBIIUCH HA
MEAOAMYIECKHUX ITOCAEAOBATEABHOCTSIX ABOMHBIMH HO-
TaMH B IPAaBOM PYKe, YTO ACAAET «TUTAPHBIN> IPUEM
€ABa YAOBHMBIM AASI CAYXOBOT'O BOCIIPUATHSL.

IT wacme — Reverie et scherzo («Meura u ckep-
1o >>) — HaNKCaHa B CAOXKHOM ABYXYacTHOH popMme.
I'lo xapakrepy Reverie — CBeTABIN, AMPUYECKHI U 9MO-
LIMOHAABHO CIIOKOMHBIN PA3AEA, IIOCTPOEHHBIN 10
IIPUHIIMITY AUAAOTa MEXAY OPKECTPOM M COAMCTOM,
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CO3AQIOIIUI aCCOIMAIIMU CO BTOpoi yacThio Pop-
TernuaHHoro KoHepTta J. I'pura. M. Mecrpe ucroa-
HSET AAHHBIN Pa3A€A BbIPA3UTEABHO, IOAHO3BYYHO,
pacreBHO, co3aaBast adppeKT HempepsiBHOTO legato,
B COABHBIX IIPOBEAEHIUSIX arOTMYeCKH OYeHb CBOOOA-
HO, J. pe I'ycMaH — B 60Aee yMepeHHOM TeMIIe, He-
CIIEIIHO, CAOBHO Pa3MbIIIASLS O IIPEKPACHON MeyTe.

Bropott paspea — Scherzo (Presto). Hecmotpst Ha
CTAKKATHBIN IITPHX, IpuéM martellato, crpemuresn-
Hble BOAHOOOpa3HbIe ITACCAXHU B IMApTUX PopTemnua-
HO, B HHTepnpeTanuu J. Ae I'ycMaHa, oTAnvaromeii-
Cs1 AOCTATOYHO MEAAEHHBIM TEMIIOM AASL cKep1io (76
bpm) U OOMABHOM IIeAAAM3ALIHEH, TEMA HE BOCIIpH-
HHMaeTCs Ha CAYX Kak cKeprjo-mrytka. OHa nmeer 60-
Aee POMaHTHU3MPOBaHHbIN XapaKTep U aCCOLIUUpPYeT-
cs1 co ckeprio O. MenpeabcoHa u3 yBepTiophl «CoH
B A€THIOIO HOUb>. CKepII03HOTO XapaKTepa My3bIKe
puaaéT M. MecTpe, UCIIOAHSIS €€ B IPHOAIDKEHHOM
K Presto remmne (90 bpm), c MUHMMAABHOI TIEAQADBIO
Y OYeHb AKTUBHOM AP TUKYASIIUEN ITacCaXKen.

IIT wacmv. QuHAA KOHIIEPTA HAIIMCAH B CAOXK-
HOM ABYX4aCTHOH popMme, 0O BEeAUHSIONEH ABA OT-
HOCHTEABHO CAMOCTOSITEABHBIX pasaesa. B mepsom
paspeAe TeMaTHYecKoe pa3BUTHE HOCHT Pparico-
AMYHBIN XapaKTep: YacTasl CMEHA TeMIIOB, TOHAAD-
HocTell, pakTypbl. [ToAOOHYIO «CIIOHTAaHHYIO Ba-
PHMAHTHOCTb CTPYKTYypbI»> A. PoMaHOBa HasbiBaeT
OITO3HABAaTEAbHOM Y€PTON UMIIPOBU3ALMU B CTHUAE
daamenxo [4, C. 169]. Bo Bropom paspeae (Allegro)
MOSIBASIETCS TeMa, HAIIOMHHAIONAs MeAAEHHBIHN
BaAbC. K KOHITY YacTu pa3BUTHe HAITPaBACHO HA UH-
TEeHCHUBHYIO AMHAMU3AIIMIO, IIAPTHS COAMCTA H30-
OHAyeT HACBIIIEHHOW TeXHUYeCKUMU TPYAHOCTSIMH
PaxTypo, YTO XapaKTePHO AASl KOHIIEPTHO-BUP-
TYO3HOTO cTHAS anoxu PomanTusma. ¥ M. Mecrpe
K BHPTYO3HOH (QaKkType OIpeAeAseTcs OCOObIi,
OTIpaBAQHHBIN ITOCTABACHHBIMHU XyAOXKeCTBEeHHbIMU
3apauaMH, IIOAXOA KO BpEMEHH, YTO BbIPa)KaeTCs He-
KOTOPBbIMHU TEMITOBBIMH pacIIMpeHusaMu. baaropaps
3TOMY BCe OKTaBHbIe U3A0XKEHUS 3By4aT KyAbMHHA-
IJMOHHO, BEAUYeCTBEHHO, IPA3AHIYHO, Pa3AMYHOTO
poaa urypanuu «IpousHOCATCA>»> OYeHb OTYETAU-

BO, 4aCTO C MUHHUMAAbBHBIM HPI/IBAe‘-IeHI/IeM IIeAaAH.
Y 9. ae I'ycmana, HanpoTuB, NepaAb MpHUMeHseT-
cs1 BO BCeX QUIypaIlMOHHBIX MOMEHTAX, CO3AaBast
«aXypHOoe>» 3By4yaHHe. B TeMIoBOM OTHOLIEHHH
COAUCT U30UpaeT AMHUIO IIOCTOSIHHOTO YCKOPEeHHS,
MAaCTepCKH AOCTHUTasl HEBEPOATHO peepUIHOro 3¢-
¢exra B kope. IToxxaayi, umenHo QuHaa, B CHAY
ero HeoOBIYAHON BUPTYO3HOCTH, MOXHO Ha3BaTh
«(paHTACTUIECKUM >,

BrimensAosxeHHBIN aHAAM3 AQHHOTO COYMHE-
HISI OOHAPY>KHA B HEM CBSI3H C HCIIAHCKUM (OAD-
KAOpOM: BBepeHHe I. AAbOEHHCOM aBTOPCKUX,
IIPOU3BOAHO-POACTBEHHBIX IO OTHOIIEHHIO K
$OABKAOPHBIM 9AeMeHTOB. OHH, OAYMHSSCH PO-
MaHTHUYECKMM IIPHHITUIIAM MY3bIKAaABHOTO pas-
BUTHS, HOCAT €I€ dIMU30ANYECKUN XapaKTep, IO
CPAaBHEHHIO CO MHOTHMU ITOCAEAYIOIIUMU ITPOHU3-
BeAeHUAMHU KoMmo3uTtopa. OAHAKO MOAYEpKHEM,
4TO 6Aaropapst 0OpaleHNIo K HAJHOHAABHOM Tpa-
AUIIUH, AAHHOE COUYMHEeHHe OTAUYAeTCs SPKHUM Te-
MaTH3MOM U OIPEAEAEHHO CTOUT B PSAY AYYIIHX
06pa3IjoB pOMaHTUYECKOTO KOHIIEPTHOTO CTHASL.

Heo6x0AUMO OTMETUTD, YTO MHTEPIIPETAIHOH-
Hble BePCHUU HUCTTAHCKUX ITHAHUCTOB OYeHb CHABHO
OTAMYAIOTCS, IIPH 3TOM KaXKAasl IIPEACTaBASIETCS
rapMOHHUYHOM U ybeauTeapHOI. M. MecTpe 6oaee
BHHUMATEABHO OTHOCHUTCS K IPOSIBAGHHSIM HAI[HO-
HAABHBIX 9AEMEHTOB: ITOAPAXKAET TIEHHUIO, YTO MPO-
SIBASIETCS B IIUPOTe (ppas, IeBydIeCTH TyIle U OYeHb
CBOOOAHOI aroruKe MEAOANYECKON AMHUH, YpaB-
HOBEIIEHHON OTYETAMBOM CHHKOIIMPYIOLIEH ITyAb-
canuel akkoMmmaHeMeHTa. IlmaHucr mpumensier
MHHHMAABHYIO ITEAAAb B XapPAKTePHBIX UCITAHCKOM
TaHIIEBAABHON TPAAUITMH PUTMHYECKHX JITU30AAX,
Pa3AMYHOTO poAd QUTYPALUAX, <IIPOrOBAPUBAS>
BCe MEAKHe AAMTEeAbHOCTH. B wmHTepnperanuu
M. MecTpe KOHIIEPT BbI3bIBa€T aCCOIL[MAIIMH C Ha-
ITMOHAABHOM KYABTYpOH. O. Ae I'ycMmaH, HanpoTus,
OCTa€TCs B PyCA€ POMAHTHYECKOTO BUPTYO3HO-UM-
IPOBU3ALMOHHOTO pOPTENUAHHOTO CTUASL, 0COOEH-
HO 9TO IPOSIBASIETCS B TIOAXOA€ K BUPTYO3HBIM $H-
TYPAIUsIM U eAAAU3AITUH. AETKUe, CTPeMHUTEAbHbIe
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[IACCAKH B COYETAHHUHU C [IOAAEPYKUBAIOLIEN U CO3-
AQrolieit HeOOXOAMMBII 3ByKOBOI 00BEM IIEAAABIO
HEIPOU3BOABHO BBI3bIBAIOT B CO3HAHUH 0OPA3bl 1I0-
ITEHOBCKUX MPOU3BEACHHI.

TaxuMm 06pa3oM, CTAHOBUTCSI OYEBHAHBIM, ITO
MIOAXOA K UCIIOAHEHHIO AQHHOTO COYMHEHUS MOXeT

OBITh KaK HAIJHOHAABHO-OPHEHTHPOBAHHbBIM, TaK
U TPAAUITMOHHBIM AASl POMAaHTHYECKOTO perepTya-
pa. ['AaBHO 3apaueit AASI HCTIOAHHTEAS IIPEACTABAS-
eTCsI TOUCK 000CHOBAHHO KOHIIEIIIUH, U, COOTBET-
CTBEHHO, CPEACTB AASL €8 PACKPBITHS B COOCTBEHHOM
HUCIIOAHCHHH.
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BOKAJIbHAA JINPUKA B. T'YBAPEHKO B ACIMNEKTE
NMPETBOPEHUA NO3TUYECKOU PUTMUKHU

AnnoTanms. PaccMaTpHBaroTCs BOKaAbHbIE ITMKABI AASI TOAOCA K GOPTENHAHO YKPAUHCKOTIO KOM-
nosuropa B. I'ybapeHKO ¢ TOUKH 3peHHs B3aUMOAEHCTBHS IIOTUYECKOTO U My3bIKAABHOTO PHTMA.
AaHHBII paKTOP SBASIETCS IOKA3aTeAeM OTHOIIEHHS aBTOPA K M30paHHBIM CTHXAM U OIpeAeAsieT
BBIOOP CTHAMCTUYECKUX CPEACTB. BeAyIuM IPUHITUIIOM BOKAAM3AIMU B €T0 POMAHCAX BBICTYIIAET
MeTpOPUTMHYECKHI1, KOTOPBIi, HAPSIAY C 0OPa3HbIM COAEP)KAHIEM, CBUAETEABCTBYET O CBSI3U C TPa-
AMITHEH.

KaroueBbie cAOBa: BoxasbHbIe IUKABI B. ['ybapeHKko, My3bIKa 1 CAOBO, TOTHYECKHE TPOIIB, Me-
TpPHUKa CTHXa, 00pa3 >KeHIUHBI B HCKYCCTBE.

Buraamit Cepreesuu ['y6apenxo (1934-2000)
— OAMH U3 BeAYIIUX YKPAaMHCKUX KOMIIO3UTOPOB
BTOPO¥ MOAOBUHBI XX BeKa, 3aCAY>KEHHBIH AeSITeAb
nckyccrs YCCP (1969), Hapoasblit apruct Ykpau-
ub1 (1993), o6aapaTear Mepasu umeru A. B. Anex-
canpposa (1975), aaypear npemun YCCP umenu
H.A. Octposckoro (1969) u TocyaapcrBeHHOM

npemuu umenu T.T. Illeuenko (1984). B nacaepun
KOMITO3UTOpPA ITPOU3BEACHHS Pa3HBIX )KAaHPOB — MY-
3bIKAABHO-TEaTpaAbHblE,  BOKAAbBHO-CUMQOHMYE-
CKHUe, OpPKeCTpPOBble, KAMEPHO-UHCTPyMEHTaAbHbIE
U KaMepHO-BOKaAbHbIe, XOpoBble. Cpeart aTOro pas-
HOOOpa3us Beayliee [TOAOXKEHHE 3aHUMAET OIepa,

CTaBIIIasl Ba’XHOM BEXOM B HCTOPHH YKPAHMHCKOI'O
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orepHoro uckyccrsa. FiMeHHO 3paech IPOMCXOANAO
CTaHOBA€HHE OCHOBHbIX YepT HHAMBHAYAABHOTO CTH-
s B. T'ybapeHKo, coBepIIeHCTBOBAAKCH IIPHEMBI €T0
KOMIIO3UTOpcKoM TexHukH. Ha aTom pone kamep-
HO-BOKAAbHAs My3bIKa, C OAHO CTOPOHBI, BOCIIPH-
HHMaeTCsl CBOeoOpasHoit AabopaTopHeii BOKAABHOTO
CTUASL, C APYTOM — MUPOM MHTUMHOM AMPHKH, CPEAO-
TOYMeM BHYTPEHHUX [IepeXXUBAHUIL, 0COOBIM CIIOCO-
60M camMOBBIpaKeHHs XYAOXKHHKA. He caydaitHo mou-
TH BCe BOKaAbHbIe IIUKABI B. ['ybapeHKko moayunau
MY3bIKOBEAYECKYI0 MHTepIIpeTaruio. B vacTHOCTH,
T. Kutjenko 06Hapy>X1UBaeT CBS3b C My3BIKAABHBIM
SI3PIKOM KOMITO3UTOPOB-HUMITPECCHOHUCTOB, Ha 4TO
yKa3bIBaeT YCAOXKHEHHE BePTUKAAH, TTAPAAAEAbHOE
ABIDKEHHE CeNITaKKOPAOB, TApMOHHYECKasl OCTHHAT-
HOCTb [4, c. 59-60]. H. I1lmMeaeBa roBopuUT 0 BAUS-
HUHU POMAHTH3Ma Ha 00Pa3HO-IMOLHOHAABHYIO Ce-
PY POMaHCOB, TIOCKOABKY OHU OTMEYeHBI IIOASIPHBIM
M3MeHeHHeM IICMXOAOTUYeCKHUX HaCTPOEeHHMI, HaChl-
II[eHHOCTBIO YyBCTB, CO3AAIOIIMMU «O00BEMHBIH XYAO-
JecTBeHHbI1 06pa3> [8, C. 166]. B BokasbHOM 1j11-
xae «LIBera u HacTpoenus>» («Bapsu Ta HacTpoi» )
(3aech 1 AaAee OPUTHHAABHBIE HA3BAHHS COYMHEHHU
IpY TIEPBOM YIIOMHUHAHUU IIPHUBOASITCS B CKOOKAX.
LluTrpoBaHue CTUXOB AQHO Ha SI3bIKe OPUTMHAAAQ,
YTO APryMEHTHPOBAHO MPOOAEMATHKOl CTaTbH).
M. C. Apad oTMedaeT OIpeAeAeHHBII 6aAaHC MEXAY
obpa3aMu aTIOXH POMAHTH3MA i COBpeMeHHbIM B. I'y-
bapeHKO repoeM, KOTOPbIil B IPOTUBOIIOAOXKHOCTD
POMAHTUYECKOMY HAEAAY ITBITAETCS H30€XKaTh OAUHO-
4eCTBa, YTO PHUBOAUT K CAOYKHOMY B3aUMOAEHCTBHUIO
«CaMOCTOSITEABHBIX ~XyAOXKECTBEHHBIX 00pas3oB
u cmbicaoB> |3, C. 75]. B TakoM KOHTeKCTe BO3HHU-
KaeT BIIeYaTACHHE, YTO KaMepHO-BOKAAbHASI AMPHKA
B. I'ybapeHKo MOAy4HAQ BCECTOPOHHEE PACCMOTpe-
Hue. OAHAKO BOIIPOCHI COOTHOIIEHHS TO3THYECKOTO
U My3bIKQABHOTO PUTMA, BAMSIHIS TIOCAEAHETO Ha 00-
pasHOe CoAepsKaHMe IIO3THIECKOTo IIePBOUCTOYHH-
Ka HE[IOCPEACTBEHHO B POMAHCe BCe ellje OCTAITCS
BHE HCCAEAOBATEAbCKOTO U3YUeHHs], XOTS SBASIOTCS
Ba>KHBIMU ITOKAa3aTeAsIMU OTHOIIEHHS KOMIIO3UTOPA
K M30paHHOMYy CTHXy. AaHHAs MPOOAEMATHKA TIOAY-

4HAQ MIUPOKYIO padpaboTky B Tpyaax B. BacuHoit-
Ipoccman [2] u E. Pyubesckoii [ 7], Teoputudeckue
TIOAOXKEHHSI KOTOPBIX COCTAaBUAM QpYHAAMEHT aHAAH-
30B BOKaAbHbIX counHeHwuit B. I'y6aperko.

B 60ABIIMHCTBe CAy4aeB OCHOBOW BOKAABHBIX
OITyCOB KOMIIO3UTOPA CTAHOBSTCS MPOU3BEACHHS
yKpanHcKux 1moaros — A,. ITaBabraxo, B. Cocropsr,
H. ®. Apava, u pycckux — M. Yrxuna, O. Kpusu-
Ha. [Ix 06pa3HO-CMBICAOBOII PsiA CBUAETEABCTBYET
O AEHCTBUU IPHHIMIIA «CTaOMABHOE — MOOHAB-
HOe>, TAe NepBOe — CBS3aHO C AOMHHHPOBaHHEM
AUPUKH, @ BTOPO€ — C ee Pa3ZHOOOpasHbIMU BapUaH-
TaMU: [TeH3XKHBIM, AF0OOBHBIM, YPOAHUCTHIECKUM,
IIPO3auYHO-TIOBCeAHEBHBIM. B nukaax «13 moasun
Hocuda Yrxuna» («Is moesii Mocuma Yrxina> )
AASI CPEAHETO TOAOCA C CAMPOHHIECKUM OPKeCTPOM
(1962) AMPUYHOCTD OTCTYTIAET Ha BTOPOIi [AQH, OT-
KpBIBasI Iy Th APAMaTHYEeCKIM, CKOPOHBIM 0bpasam;
B «IIBerax u HacTpoeHusx> Ha caoBa M. O. Apaua
AAst 6aca B compoBoskaenuu poprenuano (1965)
TOCIIOACTBYeT AIOOOBHAsI AMPHKA, AOIOAHEHHAs
BAOXHOBEHHBIMHU O00OpasaMu IPUPOABL U IAeMeHTa-
MU ypOaHUCTUYECKUX SIBACHHUIT; B « ABYX pOMaHCaxX>»
Ha caoBa O. KpuBuHA AAS MEIIIO-CONPAHO B CO-
nposokaennu poprenuano (1966) mpucyrcrsy-
IOT IICUXOAOTUYeCKHEe MOTHBBI, TIOCKOABKY CTHUXU
BOIIAOMIAIOT IPOTUBOIIOAOKHBIE 9MOIJMOHAABHBIE
cocrosiHus; B «IIpoTsanu raponm> (<<HPOCT}II‘HI/I
AOAOHI» ) Ha ctuxu B. Coctopbl Aast TeHOpa U $pop-
termano (1977) raaBeHCTBYIOIee MECTO 3aHUMAET
06pa3 BO3AIOOAEHHOIT, TepPeAAHHBII Yepe3 MeH3ax;
«Ocennne conets» («OciHHi cOoHeTH> ) Ha CAO-
Ba A. ITaBABINKO AASL GApUTOHA B CONPOBOXKAEHUH
doprennano (1983) copepskar 06pasbl PUPOADL,
AOTIOAHEHHBIE OBITOBBIMHU SIBACHUSIMU.

ITonuMaHne KaMepHO-BOKAABHOIO >KaHpa Kak
cdepbl AMPUKH 0OYCAOBHAO KOMIIO3UTOPCKHUI BBI-
6op cruxos. B vactHOCTH, B 10331 Bana Oepopo-
Buya Apaya (1936-2018), cTHAD KOTOPOTO OTMEYeH
COIpsDKEHHEM TPAAUIIMH U SIBAEHHH COBPeMeHHO-
ro MHpPA C ero HayYHO-TeXHHYECKHM IIPOTpeccoM,
BHuMaHue B. ['ybapenxo npusaex cooprux «ITop-
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coaHyx>. KoMmosuTtop 6Geper yeTsipe CTUXOTBO-
PpeHuUs, B Ha3BaHMUAX KOTOPBIX PUIYpPUPYET XKaHP
C AOTIOAHUTEABHBIM XapaKTePUCTHIECKUM ITPUAAra-
TeAbHBIM. TaK, 0CHOBOI BOKaABHOTO ITUKAA «][BeTa
H HAaCTPOEHMS> CTAAH < ®uaAkoBbIi 9TIOA >, «Hou-
HOM 3TIOA>, «/AebeAnHDIN oTIoA> U « COAHEYHBIN
aTIoA>. BMecTe ¢ TeM, B HaIME@HOBAaHUAX POMaHCOB
B. I'ybapeHKO OCTaBASIET TOABKO IIPHAAraTeAbHBIE,
CAOBO «3TIOA> OH BBIBOAUT B ITIOA3AaTOAOBOK KO BCe-
MY IJMKAY — «JeTbIpe BOKaAbHBIX 3TI0AQ>, YCHAMBAS
neu3a’kHble MOTUBBI.

CBoeo6Opa3HOIl rpaBUTALMEll TOHKUM AHpHYe-
CKUM obpa3aM B H30paHHBIX KOMIIO3UTOPOM CTHU-
XaX CTAaHOBSITCS IIPO3andecKue, ObITOBBIE SIBACHUS.
OTH <TIOBCEAHEBHOCTH > He BCTYIIAIOT B KOHPAUKT
C HeXXHBIMHU 4yBCTBaMH, HA000pOT, H0Aee SIPKO OT-
TeHsI0T uX. [ 103T Kak 6yATO HIIleT pOMaHTHKY B IIPO-
CTBIX BeIlJaX M ACUCTBUAX: <[ npo carocaps 3 cmyaaum
00AUMHAM / NOYSMKOBAHUM AACIOBUHHAM, / i PO
mpitini i menai piarku / y cnimuiaiii tiozo pyyi>». Bax-
HOM COCTABASIIOIEeN CEMAaHTUKU CTUXOB CTAHOBHUTCS
TeMa AI00BU. Tak, epBBIil 9TIOA OTPaKaeT HEXKHOCTb
9yBCTB AUPHUYECKOTO Ieposi K XKeHe, TEIAOTY UX OT-
HOLIEHU! Y OXKUAAHKME HOBOM XKU3HH, BTOPOM — He-
00y3AQHHYIO CTPACTh K 0OOABCTUTEABHOM, TEMITe-
PaMeHTHOM XXeHIUHe. AASI CO3AQHIUS TAKOTO 0Opasa
IIO3T BBIOMPAET sIpKHe TPOIIbl, KOTOpPbIe, OAHOBpe-
MEeHHO, BOTIAOLIAIOT IIOPTPeT BO3AI0OAeHHOT: «Tu
cnexu Hacmpiti. Tu nycmeas naaoua. / B mob6i 3a6.y-
kamu, a nomim ne susimu. / Tu npucmpacmi dukoi 20p-
da kpyua, / 3 axoi kudamucs Hecamosumums. O6pa3s
JKEHII[MHbI B TPETheM 9TIOAE BHOCUT SIPKHH KOHTPACT
— 9TO AACKOBas, IeAOMYAPEHHas AeBYIIKA, KOTOPYIO
aBTOp cpaBHUBAET C AeOeakoil. C 9TO TOUKY 3peHus,
KOMITO3UTOP MPOAOAKAET CAOXKUBIIYIOCS TPAAULIHIO
B TBOpPYECTBE II0O3TOB, XyAO’KHHKOB, MYy3bIKAaHTOB
IIPOILIAOTO ¥ COBpEMEHHOCTH. B oTanune ot panra-
3UMHOM IIPUPOABI MHOTHX XYAOXXECTBEHHBIX UAEH,
XKEHCKHUI 00pa3 B UCKyCCTBE MMeeT CBOMM IIPOTO-
TUIIOM PEAAbHYIO AMYHOCTD, MY3Y, CAY>KUBIIYIO HC-
TOYHUKOM BAOXHOBeHus [6]. Ha dpone rocnopcrsa
JKEHCKOTO noprpeTa ¢puaocoPckas TeMaTHUKA IO-

caepHel JacTu «<IIBeToB M HacTpOeHuUi» BHIBOAUT
coAepyKaHHe IIMKAQ 32 IPEAEABI AFDOOBHOM AMPHKH,
YTO He MeIaeT aBTOPY COXPAHUTh CBOE HelpeB30i-
AeHHOe MacTepCTBO Nen3axucra. baaroaaps aromy,
3aKAIOUYHTEAbHbIN POMAHC BOCIPHHUMAETCS SIIHAO-
roM Bcett kommosuriuu. Hebe3piHTepecHo, 4TO Hafl-
AenHbIi1 B. I'y6apeHko npuem npeaBocxuiaer $u-
AOCOQCKO-3THYeCKHEe pUHAABHBIE Pe3IoMe TIO3AHIX
BOKaABHBIX ITUKAOB A, IIlocTakosuya [ 1, C. 35].
OaHMM 13 HanboAee TOKA3aTEABHbIX B TAAHE KOM-
ITO3UTOPCKUX MPEAIIOYTEHUN SIBASIETCS BOKAABHBIN
kA <IIpoTsHu AapoHU> 0p. 26 Ha cTuxu BAaapu-
mupa Hukoaaesuua Cocropnt (1898-1965), auprka
KOTOPOTO «6bIAa TAYOOKO CO3By4Ha 1 6An3Ka Bura-
anto ['y6apenko> [8, C. 164]. B oramuue ot npous-
BeaeHmi M. O. Apada, o copep>KaHUIO TPEACTABAS-
IOLIUX CBOEOOPa3HOe «aCCOPTU» U3 YCTOMYHUBBIX
MIO9TUYECKUX MOTHBOB U IIOBCEAHEBHBIX SIBACHUH,
cruxu B. Cocropsl oTMedeHBI 06pa3HO-IMOILHO-
HaAbHBIM epAnHCTBOM. [Ipu aTOM Temaruka ero mo-
33UU pa3sHOOOpPA3HA U KOAEOAETCS OT peakiiuu Ha
PEBOAIOLIIOHHBIE COOBITHS AO TAyOOKON MHTUMHOM
AVPHKH. AAS TIITUYACTHOTO IMKAA «IIpoTsHu Aap0-
Hu> B. ['y6apeHko BbIOMpaeT cTuXy U3 PasHbIX cOOp-
HUKOB, HAITFICAHHbIE B Pa3HOE BpeMsi, OAHAKO, 00B-
eAVMHEHHbIe AF0OOBHOM TEMaTUKOM, AOIIOAHEHHOM
KapTUHAMU IPUPOADBL AASI CO3AAHHS AMPUYECKOTO
CIOKeTa KOMIIO3UTOP BBICTPAUBAeT CTUXOTBOPEHUS
B OIIPEAEACHHOM IIOCAEAOBATeABHOCTH. PasHopeun-
BOCTb 3aPOKAQIOIIETocs Al0GOBHOTO ayBCcTBa (<«
BeTpa cripomry...» / «S BiTpa cnuramo...>», N° 1)
CMeHsIeTCsI MeMAIUMHA BOCIIOMHHAHHAMH O BO3AIO-
OAEHHOI, OTIOCPEAOBAHO OTPAKEHHBIMU B AOTOPAIO-
mux kpackax ocenu («OceHHHI cap, TeOPTHH MeYaAb
6arpoBas...» / «OciHHIN cap, JKOP)KUH Ievasb Oa-
rpsHa...», N2 2). Hacrpoenue nocaeayromero cru-
XOTBOPEHHA (<<Hp0T;1HH AAAOHH...> / «IIpocTarau
AOAOHI ... >, N2 3) BO3pOKAQET AIOGOBHbIE UyBCTBa,
HAITOAHEHHbIe CTPeMAEHHEM CHUCKATh PacIIOAOKe-
HHe ITPeAMeTa BO3AbIXaHHA. V1 BHOBb 9MOIIOHaABHOE
COCTOSTHHE MEHSIeTCS B CBOEOOPA3HOM «CTHXOTBOpe-
HuH-u3BHHeHNUU > (<« CAOBHO OCEHHHE Ay THHDI ... »
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/ «HeMOB OCiHHE IABYTHHHS ... >, N2 4), B KOTOpOM
MepeXXUBAHUS AMPHIECKOTO TIeposl YCHAHMBAIOTCSA
oceHHUMH MoTHBaMH. CopepskaHHe ITOCACAHEro
cruxa («3aMeAa HeXXHbIE IIBETHI 3UMA... » / «3aMeAa
HDKHI KBITH 3UMa... >, N2 §) CBA3aHO C pa3MbllIAeHHU-
SIMH O CKOPOTEYHOCTH SKU3HH, HEU30eXXHOCTH CMep-
TH B BeYHOM Kpyrosopore 6prtrst. [Ipuem pruaocod-
CKOTO pe3ioMe B KOHIje KOMITO3ULINH IIepeOpachiBaeT
apKy K «L]BeTaM 1 HACTpOEHUAM >, BHICTYTIAsl OAHOM
U3 IIPUMeT KOMIIO3UTOPCKOTro cTHALL. Fcxoas us aTo-
ro, CAOXKHO coraacutbcs ¢ MmuenneM H. ITIMeaeBoit
06 OTCYTCTBHMM B 9TOM LIMKAE EAMHOM CHOXK€THOM AH-
auu 8, C. 166].

Kaxk n3BecTHO, BOKAABHBIN IIUKA CGOPMHUPOBAA-
Csl B ABYX Pa3HOBUAHOCTSX. I1epBbIil U3 HUX «AH-
pHdecKuii>, OepyIuil HaYaA0 B POMAHTHIECKOM
TPAAHIIMY, BTOPOM — «XapaKTePHbIH >, B KOTOPOM
«<TAQBHOE — 001IIeCTBEHHAS TEMA, U ANYHOE OOBIMHO
BBICTYIIaeT KaK OAHO U3 YaCTHBIX [IPOSIBAEHHII 0011e-
ro» [§, C.280]. Bce Boxaabnbie nuxabt B. Ty6apen-
KO B OOABIIETl CTENIeHH TATOTEIOT K IePBOMY THIIY.
B «IIpoTsiHu AapOHH>» 3TO 3asiBAsIeT O cebe B Ha-
AWMU AMPUYECKUX ITepCOHAXeT, 00pa3a IPUPOABI
KaK 3epKaAa BHYTPEHHETO MHpPa YeAOBeKa, eAUHOTO
KOMIIAEKCA MY3BIKAABHO-SI3bIKOBBIX CPeACTB. B 11e-
AOM, TBOpYECKAsI IIO3UIIHSI KOMIIO3UTOPA OTIPEACAS-
eT CXOACTBO BHeEIIHE Pa3AMYHBIX [0 COAEPIKAHUIO
BOKAABHBIX IIUKAOB. OHO TpOsIBASIETCS B BBIOOpE
CTUXOB AMPHYECKOTO >XAHPA, H300HAYIONINX AO-
6OBHBIMU MOTHBAaMH, 00pa3aMu IIPUPOABL, 0COOEHHO
OCEeHH, B TPAKTOBKE 3aKAIOUUTEABHOTO POMAHCa KaK
¢uHaAQ BCeil KOMITO3UITH, CXOAHBIX IIPUHITUIIAX BO-
KaAM3aITMY IIO9TUYECKOTo TeKCTa. baaropaps aromy
KaMepPHO-BOKAAbHbIN CTHAb KOMIIO3UTOPA OTAUYAET-
st 0c0001 CIIASTHHOCTBIO, YTO TIO3BOASIET TOBOPUTb
O BO3HHMKHOBEHUU Ha OCHOBE OTAEABHBIX OITyCOB
CBOE0OPA3HOr0 MaKPOLIUKAA.

C oroit Touku 3penust «OceHHHe COHeTBI>»> He
SIBASIFOTCSI HICKAIOUEHHEeM, XOTSI HEKOTOPbIe HCCACAO-
BaTeAM OTMEYAIOT 3AeCh «HOBBIM paKypC MHPOBOC-
npustus Buraaus Iy6apenko> [9, C. 80]. Ocnosy
IJUKAQ COCTABHMAM 4YeTbIpe coHeTa Amutpus Ilas-

ABIUKO U3 cOOpHUKA « COHETHI IOAOABCKO OCEHU >
(«Comnern moaiabcpkoi oceni» ). HecmoTps Ha To,
4TO CTHUXOTBOPEHMs, IOMUMO OOpa3oB IIPUPOADI,
COAEpYKAT OIHCAHHE TSDKEAOTO 3eMAEAEAbYECKOTo
TPYAQ U PAAOCTD OT €TO Pe3yAbTaTOB, ApAMaTHYECKHUe
U AQKe Tparuyeckre MOTHBbI, AMPHUYeCKUe IeH3aKu
3A€Ch, KaK U B APYTHX KAHPAX, TECHO B3AUMOCBSI3aHbI
C YeAOBEKOM M ero AyXOBHBIM MupoM. Cpean psipa
«CoOHeTOB MOAOABCKOIN OCEHH> KOMIIO3UTOP BBI-
OHpaeT Te IPOU3BEAEHNS, HA3BAHUS KOTOPBIX HEIO-
CPEACTBEHHO CBSI3aHBI C IPUPOAHBIMU SBACHISMHU:
«ITpospaunoctb> («IIposopictb», No 1), «Ocenp»
(<<OCiHb>>, Ne 2), «Connie» (<<COHLI€>>, Ne 3) Ta
«Tumuna» («Tuma», N 4). OHu OTAMYAIOTCS Ypes3-
BBIYAMHOM MEAOAMYHOCTDIO U APKUMHU TPOIIaMH, CO3-
AQIOIIMMH IIPOCTPAHCTBEHHDIN 9 P eKT, BbI3bIBAOLIU-
MU CEHCOpPHBI€e OLfyIeHHs. 3aMeTHM, 4TO II0AOOHbIE
Ha3BaHHS CTUXOB BAUSIOT HEe TOABKO Ha KX CMBICA,
9KCIIPECCUBHYIO OKPACKy, HO U IOOYXXAQIOT K IIPH-
MEHEHHIO OIPeACACHHOTO KOMIIAEKCA BHIPa3UTEAb-
HBIX CPEACTB. /A\AS IOATBEPXKAEHHUS CKa3aHHOTI'O ITPO-
BEAECM ITAPAAACAU MEXAY ITPOU3BEACHHSAMHU PA3HBIX
noaroB: «Cymepkamu>» M. bynuna, «Tymanom>
IL. Toramnsr 1 «IIpospaunocTsio>» A. IlaBabraxo.
BaxupIM MprIeMOM AAS BCeX IIPOU3BEACHHUH CTaHO-
BUTCS aAAMTEPAIHs, KOTOPas 3a CYeT 3BYYaHUs IIPO-
Oy>kAaeT ompepeAeHHbIe acconyanuy. B 6yHuHCKOM
CTHXe YaCTO HUCITOAB3YIOTCS TAyXHe COTAACHBIE C, K, Y,
M, 1 COHOPHBIN M, BHOCSII[HE OIyIjeHHe ITyMa, HesC-
HOW KapTHUHBI, ToAyTeHei. B « Tymane> I1. Toramne
OAaropapsi 3ByKaM p U 4 BO3HUKaeT 00pa3 3A0BeILero,
TAWHCTBEHHOTO SIBACHUS PHUPOADL B mepsoii cTpo-
¢e «IIpospaunocTr> A.IlaBABIMKO OTKa3bIBaeTCs
OT COTAACHOM p, CBSI3AHHOM C aKTHBHOCTBIO, TBEPAO-
CTBIO, 3aTO OYKBHI , A, H, M, AOIOAHEHHBIE TAACHBI-
MU 4, 10, i, i, CMAT4al0T GOHMU3M, BBI3BIBAIOT YYBCTBO
TETIAOTBI, HeXKHOCTH, BAOXHOBA@HHOCTH. B Apyrux
CTpOdax CTUXOTBOPEHMUS, HA0OOPOT, BBOASITCS p 1 3,
CIIOCOOCTBYIOIIYE ITOSBACHUIO 3BOHKOCTH, KaK OYATO
IO OTKPBITOMY IPOCTPAHCTBY C AETKOCTBIO Pa3HO-
CATCS1 3ByKHU OKPY’KAIOIIET0 MUPA — «OpUHSIMb <... >
AaHu>, «038eHums nueHuys>. OTCIOAQ BIleYaTACHHE
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IIPO3PAYHOCTH, 3aIBACHHOM B Ha3BaHUU IIPOU3BeAe-
HIS. APyTHMH CAOBAaMU, TIOET CTPEMHUTCS CO3AATD KaK
MOXXHO 0OAee BUAVIMBII, OILIyTUMBII ITeH3aX, IpH-
MeHsIsl SIpKUe TPOIIbI, CPEAH KOTOPBIX CpaBHEHHe
(«Cmoimy, ax mamu> ), meradpopa («nid narvyamu
8axckoi 6oponu> ), amuTeT («cmuaAi>», <HAHU3AHI>,
«Aazidna i uucma> ).

B mpoTuBOBec 60ABIIOMY KOAUYECTBY OOpa3HbIX
mapaAaeAeti, popma 1 MeTpuka u3bpanHsix B. I'yba-
PEHKO CTHXOB AOCTATOYHO PasHOOOpa3Ha, YTO CBU-
AETeAbCTBYeT 00 yMEeHHU KOMIIO3UTOPA BOMIAOTHTb
B MY3bIKAaABHOM TEKCTe AI00YI0 TOITHIECKYIO CTPYK-
Typy. Hanpumep, cruxorsopenus B. Cocropnr u3s
BOKAABHOTO ITUKAA «IIpOTSHHI AApOHM> HaIIMCaHbI
KAACCHYeCKMMH pasMepamu, (3Aech BCTPeYaroTcs de-
ThIpéxcTonHbIi amPpubpaxuit (N2 1), mecTUCTOMHbII
xopeit (N 3), MATHCTONH DI U YeTHIPEXCTOMHBIHN M6
(N2 2 11 N 4 COOTBETCTBEHHO), TPEXCTOIHBII aHATIeCT
(N2 5).) XOTSI B HEKOTOPBIX CAYYASIX [I03T OTXOAHT OT
3apaHHOMN cxeMbl. CTporyro, ycTosBIIyIOCs $opMy
umeroT 1 coHeTsl . ITaBabruko. B mporusosec aromy
npousBepeHus M. Apada co3pAaHbI BepAHOPOM, O 4eM
CBUAETEABCTBYIOT OTXOA OT TOUHOM pUPMBI, U3MEHe-
HUe KOAMYEeCTBA CAOTOB B CTPOKe, HepaBHOMEpHOe
pacmpepeAeHHe YAQPHBIX CAOTOB.

Hes3supas Ha pasandus MeXAy CTHXaMU II09TOB
B CTUA€BOM U CTHAMCTHYECKOM ITAQHAX, KOMIIO3UTOP
IIPUMEHSIeT CXOXKHMI ITOAXOA K BOTIAONIEHHIO CTH-
XOTBOPHOM PUTMHUKH — OCHOBOM AASI OOABIIMHCTBA
POMAHCOB CTAaHOBHUTCS METPOPHUTMHYECKHI CIIO-
€00 BOKAAM3ALUK IIO3TUYECKHX IEPBOUCTOYHHKOB.
B «IIBerax u HaCTpOeHUIX>» MPe0bAAAAET PABHO-
MepHOe ABIDKEHHE AAUTEABHOCTE C YeTKHUMH aK-
ILleHTaMH Ha OCHOBe OMHapHO purMuki. I Ipu aTom
B. I'yb6apeHKo IIpUAepIKUBAETCS M CMBICAOBBIX aKI|€H-
TOB C IIOMOIIbIO KBAAUTATUBHOTO IIPHHIIUIIA: Yalle
BCEro 9TO MHPOKUI BOCXOASIUH X0A Meaoauu. I Tpu-
MepOM CAY>KHT IiepBasi cTpoda u3 «Puaskooro»
3TIOAQ, B BOKAABHOM AMHUH KOTOPOTO IPUCYTCTBYIOT
Aorudeckue onopst: «LJi crosa npo nabumi mpamBAi
/' y eeuipni np CHneni CYminku, / npo 36or0xcene TA-
nywum CHIzom / simpsne piskyBAme noBI Tpa>. Xotst

B rukAe «IIpoTsiHu aapoHu> B. I'ybaperxko mpume-
HSIeT pasAMYHBIE CIIOCOOBI BOKAAM3AIIMH, KOXKABIH
U3 KOTOPBIX CIIOCOOCTBYET BBIPAXKEHUH CEMAHTUKH
CTUXa, OCHOBOM AASI pUTMa BOKaAbHOM MEAOAMH CTa-
HOBUTCS IMO3THYecKkuil MeTp. B pomance «Ocennmit
cap» (N22) BaKHBIM MpPHEMOM SIBASIETCSI PaBHO-
MepHOe H3MeHeHHe YAAPHBIX U 6e3yAQPHBIX CAOTOB
ISITUCTOIHOTO 5IMOA, ABIDKEHIE [IPeHMYIeCTBEHHO
JeTBepPTSIMH, C IIOMOII[bI0 KOTOPHIX BOCCO3AAETCS Te-
JeHHe BpeMeHH, He IMEeIOII[ero BO3BPaTa, a TeMIIOBOe
ob6osnauenue Sostenuto, dolente ycuausaer omryie-
HHe TOCKHM, IedaAu. B nrore, MeTpopurmmyeckuii
IpUHLUI BoKaAu3anuu y B.I'yb6apeHKo mo3BoAs-
eT BBIIBUTD HE TOABKO €ro OTHOLIeHHE K CTUXY, HO
U IepepaTs 0bpasHoe cBOeobOpasue MOITHIECKOTO
IIepPBOMCTOYHUKA. ABTOpPCKasl IO3HIUS OCTAeTcs
HEU3MEHHOM U IPU o6pameHnH K YCTOMYMBbIM CTHU-
XoTBOpHBIM cTpyKTypam. He caygaitno H. IlImeaeBa
OTHOCHT >KaHp COHeTa K pOopMaM, KOTOPhIE «AOCTa-
TOYHO TSDKEAO TIOAAAETCSI My3bIKAABHOM “TpaHcOp-
marun”>» [9, C. 81]. [Ipu 3TOM B yCAOBHAX COXpa-
HeHUs BepbaAbHOI oCHOBBI cTux0B B. ['ybapenko
YAQeTCS MY3bIKAABHBIMU CPEACTBAMU BOIIAOTHUTD
BCe HIOAHCBI, U3MEHEHHsI HACTPOEHNs, IIOAYEPKHYTh
CMBICAOBBIE IIEHTPBL

bepexnoe oTHOIIEHNEe K CTUXaM MPOSIBASIETCS
U B MICIIOAb30BAHUHU APYTHX CPEACTB BOKAAM3AIIUU
IIO9TUYECKOTO TEKCTA, BeAb M3MEHeHHEe PUTMUKHU
CAY>KUT KOMIIO3UTOPY CIIOCOOOM 0OAee TOYHOTO
BOCIIPOM3BEAEHHUSI MX OMOIIMOHAABHON IAAUTPBIL.
Hanpumep, Baxxaoe mecto B «lIBerax u HacTpoe-
HUSAX> 3aHUMaeT BCrpeunsiil putM (tepmun E. Py-
9pEeBCKONA). Ilpu aTom pacmeBbl, XapaKTepHbIE AAS
AQHHOTO IIpHeMa, IIOYTH OTCYTCTBYIOT. F3smMeHeHMe
’Ke MKTOB IIPOMCXOAHT 3a CUeT YBeAMYEeHUs aKIjeH-
TOB OOAee KPYITHOM AAUTEABHOCTHIO0. B «HounoMm>»
3TIOAE IIOUTHU BCE CAOTH CTPOKH « Tu cnexu Hacmpiii.
Tu nycmeas nawo4a> MOAYIAIOT YAAPEHUS, YTO MOA-
YepKuBaeT 00pa3 POKOBOI XKEHII[HHBI, <MAaTUI0>» ee
BAansiHusL. Hanboaee akTHBHO BCTPEUHbIN PUTM HC-
noAb3yeTcs B mocaepHeM, <« CoaHeuHOM>, 9TIOAE:
HavyaAbHbIE Pppasbl KAKAON CTPOKU BTOPOM CTPOPBI
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YCHAMBAIOTCS YAAPEHMAMHM, MOAYEpKUBas CeMaH-
TUYECKYI0 BECOMOCTb CKa3aHHOI'O U BHYTPEHHIOIO
pudmy: «Ocw conye sipu>, «Ocb corye mipu>, «Oco
coHye cmymiy>, «XKopcmoxa mydpicmo>.

AaHHOe cpeACTBO rocrnoAcTByeT B IiKAe «IIpo-
TSIHU AQAOHHU>. 3AeCh MIPOMCXOAUT 3HAYUTEAbHOE
(MHOTAQ AQKE TOTAABHOE) YBeAUdEHUe KOAMYECTBA
HKTOBBIX MecT. Jaie Bcero KaXxAbIil CAOT KOMIIO3HU-
TOP MPOTATMBAET KPYIMHON AAMTEABHOCTDIO, IIPH-
AaBasi CKa3aHHOMY 00beMHOCTb, IBIIIHOCTb, 3HAYH-
MOCTb. TakuM CIT0COOOM YCHAUBAETCSI TIOCAEAHSIS
CTpOYKa IepBOro poMaHca — <1 simep, i mope, i coHye
Mo84amy!>, u BTopas ueTBepTOro — «Moi dymku...
SK CHU... >. 3aMEeTHM, YTO B AQHHOM OITyCe BCTped-
HBII PUTM HE TOABKO UIPAeT Ba)XKHYIO POAb AAS
aKI[eHTUPOBAHMS OTACABHBIX CAOB, ¢ppa3, HO U BbI-
IIOAHSET ONPEASACHHYIO APAMaTypPrudecKyro pyHK-
IJUIO: BCEMU YAAPHBIMHM CAOTaMHU IOAYE€PKHMBAETCS
BBIPXKEHHE «HPOCMsieHU 00AOHI>, AMeIOIee CTaTyC
CMBICAOBOTO IJ€HTPa, KaK AASI KOHKPETHOTO POMaH-
ca, Tak U Bcero nukaa. FHpIM pacnpocTpaneHHbIM
IPUHIUIIOM BOKAAM3AIIMKM B 9TOM IIPOM3BEACHUU
SIBASIETCSI KOMOMHALNS HECKOABKHX IpreMoB. Ha-
IIpuMep, BaXKHOE 3HaYeHHEe CEeMAaHTHYeCKOM IAAHe
MMeeT YCHACHHEe HEKOTOPBIX BhIPAXKEHHI AOTIOAHH-
TEABHBIMU aKIeHTaMH (32 CUeT KPYTHbIX AAUTEAD-
HOCTefl) Ha poHe CTAOUAPHOTO METPUYECKOI ABIKe-
must: «<PUAAE AYHA >, «9 COHLIA cnuTAKO >, <4
y IIICHI xoTIB 3bEpecTH>», «3AMEAA HDKHI
KBITH 3uMA>. FIHOTAQ BCTpeYaeTcs CTPOKH, CTH-
XOTBOPHYIO CXeMY KOTOPbIX KOMIIO3UTOP 3aMeHsIeT
COOCTBEHHBIM pUTMUYeCKUM pucyHkoM. Hampumep,
B IIepBOM pOMAaHCe HayaAbHas CTPOKA KAXKAOH CTpO-
do1 (32 HCKATOUEHMEM MOCAEAHET) 06pasyeT cAeay-
IOIIYI0 PUTMUYECKYIO POPMYAY:

LL_o_LL__T__ /L

Tak, BpIp€AsIeTCS IIePBOHAYAABHOE MeCTOUMe-
HUe <>, IOAYepKHBas ANHOCTHbIE IIepeXXUBaHNE,
BOAHEHHE AMPHYeCcKOro repos. B meaom xxe Haaosxe-
HHe ABYAOABHOCTH MY3bIKAABHOT'O M TP€XAOABHOCTH
MIO3TUYECKOTO PUTMOB IIPUBOASAT K ITOSIBACHHIO dAe-
MEHTA TaHI|eBaAbHOCTH, UrpuBOCcTH. Kak BuAHO, Ha

obmeM PpoHe BOKAABHBIN HUKA «[IpOTSHI AapAOHM>
HanboAee Pa3HOOOPA3HbIN B [TAAHE BOIAOLIEHISI
IO9TUYECKON PUTMUKH. Bo3MOXHO, 9TO CBs3aHO
C MIMPOKUM SMOITMOHAABHBIM CIIEKTPOM €ro CTH-
XOB, C Pa3AMYHBIMH OTTEHKAMH IICHXOAOTHYECKOTO
COCTOSIHUSI, YTO TIOATBEPXKAQET CIIOCOOHOCTDH KOM-
IIO3UTOPA OXBATBIBATDh HE TOABKO I[eAO€, HO M ACTAAH.

B «Ocennux conerax» B. I'ybapenko ucroas-
3yeT AMaMeTPAAbHO IIPOTHUBOIIOAOXKHBIE CPEACTBA.
C OAHOI CTOPOHBI, yBeAUYEHUE YAAPHBIX CAOTOB
3a CYeT KAHTHUAEHBI IOMOTAeT YCHAUTb CMBICAOBBIE
akrieHThl. B «IIpo3pauHocTr> BBIAEASIIOTCS CAO-
Ba U BBIPAXKEHUS, CO3AAIOIINE CMBICAOBOM KapKac
IPOM3BEAEHNS, TIepeAalolIye OIyIeHuUs CBeTa, SC-
HOCTHU: «<MAMU>, <HUCMA>, <OHUHA>, <IK HAMU-
CIMO>, <KMOPEe>, <AUHE NICHA>, <30A0MUCA> «<Be-
cera dimeopa>, «HecmpumHa» u Apyrue. C Apyroi
CTOPOHBI, yMeHbIIeHHE I03THIECKUX YAAPEHU BbI-
CTyIIaeT He MeHee BBIPa3UTeAbHBIM cpeacTBoM. [Ipu
3TOM OCTaBIIHECS B BOKAABHOM ITAPTUH aKI[eHTHI,
KOTOpBIe IT0 MHEHHIO KOMIIO3UTOPA SIBASIFOTCSI 60-
Aee BeCOMbIMH, He MEHSIOT CBO€ MeCTOIIOAOKeHHe
OTHOCHUTEABHO CTHXA. B pesyabTaTe mop06HOrO OT-
XOAQ OT CXeMbI IO3THIECKOTO Pa3Mepa AOCTHIALTCS
6AM30CTb K )KMBO pUTMUKe AeKaamupoBaus. [Ipu-
MEpOM CAY>KaT CTPOKH U3 poMaHca «OceHb>»: « Ak
noxopusca I — nexaii 60HA / y mene nepeAAE ceoro
naT¥Ypy, / 0o CE6e ynodobumsv, IK J)KOHA>. Tax,
062 3TH ITOAXOAQ OKA3BIBAIOTCSI B3AMOCBSI3aHBI, 10~
CKOABKY yMeHbllIeHHe KOAUYeCTBa UKTOB elje Ooaee
BBIAEASIET aKIleHTHpyeMble Gppasbl.

Kak npaBuao, mpreMbl BONAOIEHHS MTO3THYE-
CKOI1 MeTpUKHU B poMaHcax B. ['ybapenko aeficTBy-
IOT B KOMIIAGKCE C APYTHMH MY3bIKAAbHO-SI3bIKOBBI-
MH CPEeACTBaMH: H3MeHeHHeM (aKTypbl, AMHAMUKH,
B HEKOTOPBIX CAy4asix TeMia. OHU CIIOCOOCTBYIOT
APaMaTyprudeckoMy Pa3BUTHUIO, CBUACTEABCTBYIOT
O CMeHe Pa3AeAOB U OOAee MEAKHX ITOCTPOEHH
— ¢pas u Boipaxkenuil. Hampumep, B «Coanme>
(«Ocennue comnerpi») Ha QoHe mpeobrapAHUS
OAHOOOPa3HOI PaKTypbl B MOMEHTbI YCUAEHHS OT-
AEABHBIX CAOB B GOPTENHAHHON MAPTUU BBOAUTCS
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HHOI 9A€MEeHT — raMMOO0OpasHoe ABI)KeHHe B BOC-
XOASIIEM HallpaBA€HUH, KOTOPO€ HAIIOMHUHAET MH-
CTPyMeHTaAbHOE BCTYIIA€HME, BOCCO3AAtoNIee 0Opa3
SIPKMX COAHEYHbIX Aydeil. B mepBoii moAoBuHe BTO-
poit ctpodst s «Hounoro» atiopa («Llsera u Ha-
CTpOeHuUSI» ), TA€ PaKTUUECKH BCE CAOTH YCHAMBAIOT-
CS1 AKLIeHTaMH, aPIIEAKHO IIECTHAALIATHIMH B TAPTHH
$opTenuaHo CMEHAIOTCS IPOTAHY THIMH aKKOPAAMU
(11eAbIe MAM ABE 3aAMTOBaHbIE TleAble HOTHI). Baaro-
AApsl 9TOMY BHUMAaHHE CAyIIATEeAsl COCPEAOTaYnBa-
€TCSl Ha BOKAAbHOM AMHHM, IIPOU3HOCUMOM CAOBeE.
Boab1oe 3HaYeHMe TOAOOHBII ITpHUeM UMeeT B KyAb-
MHHAIJHOHHBIX 30HaX poMaHCOB. B «Ocenn>» u «Tu-
mune» («OceHHHe COHETBI») OHU BBICTPOEHBI
CXOXHM 00pa3oM: yBeAHdeHHe aKI[eHTUPOBAHHBIX
CAOTOB COIIPSDKEHO C YCHA€HHEM AMHAMUKH M MOIII-
HOM aKKOpAOBOIt ¢pakTypoit. Takum obpasom, npu-
€Mbl BOKAAM3AI[UU UI'PAOT BAXKHYIO POAb HE TOABKO
B YaCTHBIX CAyYasiX IOAYEPKUBAHMUSA CEMAaHTUIECKUX
€AUHMI], HO 1 B APaMaTyPIHH II€AOTO.
OrnpeaeAeHHDIN IPUHITUII YAEPXKUBAETCS U B OT-
HOIIEHMH 11e3yp. ABTOP BBOAUT IIay3bl MEKAY CTPO-
$aMu, CTpOKaMH, a UHOTAQ B OTACABHBIX BBIpaXke-
HUAX, YCUAMBAs SMOLIMOHAABHOCTD BbICKa3bIBaHMS,
co3paBasl peAbePpHYI0 MEAOAMYHYIO AMHUIO. Jame
BCEro AEHCTBYeT MPHEeM CYMMHPOBAHMS IO CACAY-
IOIeN CXeMe: IepBasi CTPOKa Pa3AeAseTCs May30M
IIOIIOAAM, BTOpasl — PEACTaBAEHA LIEAOCTHO, a Tpe-
ThsI U YeTBePTast — CAUBAIOTCS BOeAHHO. [ToA06HbIM

00pa3oM IOCTpoeHa IepBasi U TPeThbsi CTpodbl « Du-
aAKOBOTO> U nepBasi « Houxoro» atiop0B. B Apyrux
CAyYasiX KOAMIECTBO 11e3yP HAU YBEAMYUBAETCS, Pas-
AeAsIsl TEKCT Ha HeOOABIIINe BBIPKEHIIST, UAM yMeHb-
LIIAeTCsI, A THOIAQ M BOBCE OTCYTCTBYeT. 36 panHble
XYAOYKECTBEHHbIE IIPUHIIHIIBI IIO3BOASIIOT KOMIIO3H-
TOPY, He HTHOPUPYS ACTAAET, IPUAAIOIIIX KAKAOMY
13 00pa3Ij0B HEIIOBTOPUMOTO 3By4YaHMsI, THOKO BO-
IIAOTUTD CMBICA CTUXOB, NX BaKHbIE CEMaHTHUYECKHe
€AHHUITBI.

BoiBoapl. IIpu cospanuu pomancos Buraaui
I'ybGapeHKO TIATeAbHO IIOAXOAUT K IIOUCKY CTHXOB,
BBIOMPAst TOABKO Te, KOTOpbIe OKa3bIBAIOTCS CO3BYY-
HBIMU €r0 BHYyTPEHHEMY COCTOSIHUIO. B cuay aToro
KOMIIO3UTOP ITOYTH BCETAQ OCTABASIET II09THYIECKHI
TEKCT 6e3 M3MEHEHUl, HCIIOAB3YEeT MeTPUYeCKUIT
IPHMHIIMI BOKAAU3ALMHI, KOTOPBII 3a4aCTyI0 BBIPa-
JKAETCsI C IOMOIBI0 PABHOMEPHOTO PUTMHYECKOTO
ABIDKeHUs. VIHble NpHeMbl BOIAOIIEHUS CIIOCO0-
CTBYIOT OCBeIlleHHIO HanboAee BaXXKHBIX 0OpasHoO-
CMBICAOBBIX EAUHHI] B TeKCTe. B oTAmume or Apy-
I'UX KOMIIO3UTOPOB, KOTOPbIe AOCTATOYHO BOABHO
IIOAXOASIT K HHTepIIpeTanuu cTuxos, B. 'ybaperxko
BOCIIPUHUMAET UX KaK 3aKOHYEHHOE [IPOU3BEACHHEe
HCKYCCTBA, HeuTO KOHCcTaHTHOe. OH He U3MeHseT
TEKCTOBYIO OCHOBY, a CTapaeTcs IPOYyBCTBOBATb,
IIePEeXUTb IMOLIMOHAABHOE COCTOSIHUE ITPOU3BeAe-
HUSI, TOABKO AOTIOAHSIS €T0 COOCTBEHHBIMH OLIyIIe-
HUAMU, HOqueHHbIMI/I HPI/I BOCHPHﬂTHH.
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Abstract. The paper covers the principles of virtuosity transformation under the conditions of a
pianist’s limited performance framework. Opus 135 is a unique example of virtuosity implementa-
tion, one of the first samples of genre synthesis (an etude and a descriptive suite). The cycle expands
ideas about the romantic semantics of concert etudes and, besides its technical tasks, it carries the
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BUPTYO3HOCTb KAK CTUJIEOBPA3YIOLLNN DAKTOP
B NO3AHEM TBOPYECTBE K. CEH-CAHCA: HA MATEPUAIJE
«LUECTU 3TIOA0B ANA JIEBON PYKU» OP. 135

AnnoTanus. B crarbe paccMOTpeHBI CTHAEBbIe IIPUHIIUIIBI BUPTYO3HOCTH B YCAOBHSX OI'PaHH-
JeHHs UCITIOAHUTeAbCcKOTo anapaTa nuanucTa. Omyc 135 K. Cen-Canca sBASeTCS YHUKAABHBIM IIPU-
MepOM BOTAOIIeHHUS BAPTYO3HOCTH, OAHUM H3 IIePBBIX 06Pa3Lj0B )KAaHPOBOTO CHHTe3a (3TI0AA M IPO-
rpamMMHO crouThl). LIMKA pacmupsieT MpeACTaBAEHUS O POMAHTHYECKOH CeMaHTUKE KOHL|EPTHOTO
9TIOAQ U COAEPIKHT, TOMUMO TeXHUYECKHX 3aA24, XYAOKECTBEHHYIO HAEH0 CTUAM3ALUH (COOTBETCTBHS
KaHPOBO-CTHAEBBIM MOAEASIM MY3bIKH eBPOIEICKOro 6apoKKo).

KaroueBbie cAOBa: BUPTYO3HOCTD, OPTEIHAHHOE HUCKYCCTBO, Mo3pHee TBopuecTBO K. Cen-
CaHca, 3TIOABI AASI A€BOIL PYKH, CTUAM3ALIMS MY3BIKAABHOTO 6apOKKO.

ITocraHoBKa Npo6AeMBI. B ncTOpHY My3bIKaAb-  MCKYCCTBA MMIIPOBUSALIMU B SIIOXY GAPOKKO K Ae-

HOTO MCIIOAHUTEABCTBA 3anaAHoM EBpornpl moHMMa-  MOHCTpalUU «MeXaHHUYeCKOH > CHOPOBKHU HCIIOA-
HUE MOHATHUS «BUPTYO3HOCTb>» M3MEHSAOCh — OT  HHUTEAS B IPEOAOACHUHU TEXHHUYECKUX TPYAHOCTEM.
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OTaAOHOM B KOXKAOH U3 HCTOPUYECKHX STIOX SBASIA-
Cs1 CHHTe3 TeXHHYEeCKHX U XYAOXKEeCTBEHHBIX 3aAad.
BupTyosnocts B popTennaHHOM UCKYCCTBE — 9TO
Ka4ecmeo CmuAsl My3BIKAABHOTO ITPOH3BEASHMS,
B KOTOPOM OTPa’X€HO B3aMMOAEHCTBUE CAOXHB-
IIUXCS XKAHPOBO-CTUAUCTHYECKHX IIPUEMOB IHCh-
Ma KOMIIO3UTOPA M TeXHHYECKUX BO3MOXKHOCTEMH
MHCTPYMEHTA.

Ecau obparutnscs x ppaHIysckoit ¢poprenuaH-
HOM IIKOA€, TO €€ SAPYAHIIUM IIPEACTAaBUTEAEM BI10-
xu koHra XIX — magaaa XX BekoB siBasgercs Kamuab
Cen-Canc. Ero 80-aAeTHsS HCITOAHUTEABCKAS Kapbe-
Pa ¥ OrpOMHOE KOAUYEeCTBO pOPTENHUAHHBIX OITyCOB
— YHHKAABHBIM CAy4Yan CpeArd KOMIIO3UTOPOB-IIH-
aHKMCTOB! A TBOPYECTBO B IJeAOM OTMeYeHO B3aH-
MOAEHCTBHEM 00I1eeBPOIeNCKOr0 HCTOPUIECKOTO
HACACAMS 1 HHAMBHAYAABHOTO MBIIIASHHS (B cTH-
A€BOI AMIIAUTYAE OT POMAHTH3MA A0 HEOHAPOKKO
M HeoKAaccuaMa XX Beka).

3ameTum, uro 9TI0ABI K. Cen-Camnca eme He cra-
AM TIPEAMETOM CITeIJHAABHOTO BHHUMAHHS TEOPHUH
$opTenraHHOro UCIIOAHUTEABCTBA. YAEASSE BHIMA-
HHe >KaHpy aTioad B TBopyecTBe P. [Hlonena, P. Au-
cra, C. Paxmanunosa, A. CkpsiOuHa, My3bIKOBEADI
ocraBasior counHeHns K. Cen-Canca Ha nepude-
PpHU COBpeMEeHHOM MHTEePIIPETOAOTUH, CAOBHO OT-
KaapIBasi PPaHITy3CKOMY MAcTepy B IPU3HAHUH €r0
CTaTyca KpyIHEHIIEro BUPTYy03a pOMAHTHUYECKOM
amoxu. MexAy TeM, Ha ero 3TIOAbI PAaBHSIAKCH CO3AQ-
TEAH 9TOTO >KaHPa ITOCAEAYIOIIIX TOKOASHHI (B TOM
YHCA€, B COUMHEHU X AASL AeBOU pyKH).

AxmyaivHocmy membl CTaTb 0OYCAOBAEHA He-
AooreHKO# (AM60 MOAHBIM OTCYTCTBHEM OIeHKH)
tBOpueckoro Hacaeans K. Cen-Canca B 60ApmnH-
CTBe HAyYHbIX KOHIIEIIIUH, KOTOpbIe IOCBSIIeHbI
HCTOPUKO-TUITOAOTHYECKHM ITPOIleccaM 3allapHO-
eBpOIEeNCKON My3bIKH. YUUTBIBASI TBOPYECKUH OIIBIT
K. Cen-Canuca, nccaepoBaTeAb CTHAECBOM CHCTEMBI
XX BeKa IIepe0CMbICAUT €r0 POAb B OPMHUPOBaHUH
My3bIKAaABHOT'O HEOKAACCHI[H3MA 1 HEOOAPOKKO.

ITeAb cTaThl — pacCCMOTPETH IIPUHIIUIIBI TPAHC-
$opMar pOMAHTHYECKON BUPTYO3HOCTH B YC-

AOBHUSIX CTHAM3AIMU GAPOKKO M OTPaHHYEHHS BO3-
MO>KHOCTe# HCIIOAHUTEABHOTO aIlllapaTa MHAHUCTA
(McrioAHeHMeM AeBOH pyKoit).

MeTOABI NCCAEAOBAHHS 0A3UPYIOTCS HA B3AHMO-
AEFICTBHUHU KaHPOBOI'O, CTAAEBOTO U UCIIOAHHUTEAD-
CKOTO THMIIOB aHAAH3A.

AHaAM3 IOCA€AHHX MyOAMKAIHMil IO TeMe.
B noseitmux uccaeposanmsx O. Mypru [9], H. Yeen-
ko [16] paccmoTpeH (eHOMEH BHUPTYO3HOCTH
B aCIIeKTe UCTOPHYECKOTO Pa3BUTHS U BAMSIHUS Ha
HCIIOAHUTEABCKOE 1 KOMIIO3UTOPCKOE TBOPYECTBO.
Ocobennocru popremuannoro cruas K. Cen-Canca
nccaepoBanbl B Tpypax H. Kamkapamoson [S],
A. Bypeas [1], S. T. Ratner [12], D. Gooley [4], op-
HAKO Ha3BaHHbIE y4eHbIe He BHIACASIOT HOBATOPCKHUIT
nopxop K. Cen-Canca kx TpancopManiuu BUPTYO3-
HOCTHU B YCAOBHUSIX CTHAM3ALIMU GAPOKKO U OTpaHH-
YeHUsI BOBMOXKHOCTEH UCIIOAHUTEABHOTO aIlIiapaTa
nuanucra. B wactnocty, O. Ellis [2] npeacrasaser
rapMOHMYECKHUH U CTPYKTYPHBIH aHaAm3 omryca 138,
OAHAKO OTKa3bIBAET eMY B XyAOKECTBEHHOCTH, He OT-
HOCSI 9TIOABI K BUPTYO3HO-KOHI[€PTHOMY THITY.

H3Ar0:xeHHe OCHOBHOTO TeKcTa. Ha mpoTsike-
Huu XIX Beka $ppaHIfy3cKkue KOMIIO3UTOPBI Obpaia-
AVWICD K HAITUCAHUIO (OPTENHUAHHBIX IPOU3BEACHHIT
AAsiAeBoM pyku: Hanipumep, Ilapab BaaenTin Aabkan
«®anTasus» (Charies Valentin Alkan “Fantaisie”),
op.76 (1838-1840), Aremanppe [opua «Cepenapa:
3TIOA AASL AeBO#L pyku> (Alexandre Goria “Sérénade:
Etude pour la main gauche”), op. 9 (1860), Teoaop
Aax «/ABeHaAIIaTh CIIEITHAABHBIX 9TIOAOB AASI AEBOM
pyxu» (Théodore Lack “Douze etudes spéciales pour
la main gauche”), op. 75 (1882). OaHo¥ u3 oueBua-
HbIX TIPUYUH [OSIBACHHS 9TUX [IPOU3BEACHHI OBIAO
CO3AQHHE pelepTyapa AAsL Pa3BUTHS TEXHUIECKOM
CHOPOBKHM AeBO¥ pyku nuaHucTa. OAHAKO He TOABKO
3TO IOOY>KAAAO KOMIIO3UTOPOB OTAABATH A€BOI PyKe
POAD COAUCTA: APYTOF IIPHYHHOM SIBASETCSI CTPOEHMe
1 BO3MOXHOCTH poprenrano. [ 1o muennio A. [opoB-
CKOTO, «... 6AQropapsi MOAHOTE HIDKHETO PerucTpa,
AeBasl pyKa C AeTKOCTBIO CIIOCOOHA CO3AABaTh TOH
OoAee IpOMKHIL, HO MeHBIIEI YAAQPHOCTHU 3ByKa —
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AOCTIDKEHHE KOANYECTBA M KaueCTBa C MUHIMYMOM
YCHAMM > [3,299].

3amerum, 4To 1 B Hadase XX Beka cozpanue Gpop-
TENHAHHBIX IIPOU3BEACHUN AASL ACBOM PYKH TAKXKe
6b1A0 pacrpocTpaHeHHbIM siBAeHHeM. ConraeMcst Ha
IIpUMepbl COYMHEHUI TOABKO 0AHOTO — 1910 ropa:
IToap-Cuabsa I'epapp «ABeHapnaTs $poprenuas-
HBIX 3TIOAOB AASL AeBoil pyku>» (Paul-Silva Herard
“Douze études pianistiques pour la main gauche”), op.
103; Cyon Xenneccu «MuTpoaykius, 12 Bapuariuit
1 Qyra TOABKO AAS AeBOI pyku>» (Swan Hennessey
“Introduction, 12 variations et fugue, pour la maine
gauche seule”); Ucupop Ouannn «ABa aTiopa AAs
AeBoit pyku 1o Menpeabcony u [Maranunu» (Isidor
Philipp “Deux études pour la maine gauche seule d apres
Mendelssohn et Paganini”) [10].

OT1MeueHHbIe pAKTHI HAIMCAHUS COYMHEHHI AAST
A€BOY PYKH MOYKHO TPAKTOBATD KaK NpOsiéAeHUE MeH-
deryuu, IPUYUHBI KOTOPOI (B 9aCTHOCTH, CO3AAHHE
GOABIIOrO perepTyapa AASL A€BOI PYKH U IIHPOTHL
’AHPOBOTO KPYTa) CBSI3aHbl HE TOABKO C MacTep-
CTBOM HCIIOAHUTEAS], HO U C AUYHBIMH OOCTOSITEAD-
CTBaMU. BOABIIMHCTBO IpoU3BeAeH T ObIAY CO3AQ-
HbI Ha 3aKa3 AASI [IMAHVCTOB, Y KOTOPBIX IIPaBasi pyKa
6bIAQ TPaBMUPOBAHA UAU OTCYTCTBOBaAa. He crasa
HCKAIOYEHHEeM M HCTOPUS OsIBAeHUs Ha cBeT «I1le-
CTH 3TIOAOB AAS A€BOII pyku» («B KoHIe sHBaps
1912 ropaa Kapoauna ae Cepp obparuaach Kk Hemy
[K. Cen-Cancy] ¢ mpocb60i HalmkcaTh MbeChl AAS
A€BO PYKH, TaK KaK [IPaBa eé pykKa IIOCA€ OIepaLuK
6p1Aa 0OpeyeHa Ha poAroe besperictsue. Cen-Canc
OTO3BAACSI OBICTPO Ha IIPHU3BIB CBOEN IOAPYTHU U YIKe
29 ¢eBpans Boicaaa et HlecTs popTenuaHHbIX 3TIO-
AOB AAd aeBoit pyku (op. 135)>») [7, 250] op. 135
K. Cen-Canca: oHu cospansl 1o 3akady Kapoanss
ae Cepp (Moutunu-Pemopu) (Ppaniysckas nua-
HuCcTKa BoIcTynaAa BMecTe ¢ K. Cen-CancoMm B ayaTe
u 6b1Aa er0 6AU3KUM ApyroM. Eit mocssimeHs! Takke
«ITasicka cmepri> op. 40 u «CBapebHbII TUpOT >
op. 76) [13, 61] u eit mocpsmensL. AAs coBepIIeH-
crBoBaHue MoTopuku AeBoii pyku K. Cen-Canc BbI-
OpaA >KaHP TIOAQ, IIOCKOABKY OH IIPH3BAH CAYXKHUTb

Pa3BUTHUIO HCIIOAHHTEAbCKOHN TEXHUKHU ITHAHHUCTA.
C TouKu 3peHHs XYAOXKeCTBEHHOCTH B 9TOM OITyce
IIOCTAaBA€HA 3aAd4a BOCIHUTAHMS HCTOPHYECKOTO
CAyXa Ha CTHAM3AIUIO CTAPUHHBIX SKAaHPOB eIOXU
0apOKKO, aKTyaAbHAs ¥ AASL OPTEIIMAHHOTO HCKYC-
crBa XX Beka.

IITecTp 3TIOAOB 0ObEAMHEHBI 3aMBICAOM CIOUTHOM
APaMaTypIrHy, Ha YTO YKA3bIBAIOT UX IIPOrPaMMHbIe
Ha3BaHMA. OAHAKO TaKOM IMIPU3HAK CTAPUHHOMN CIOH-
TBI, KAK EAMHCTBO TOHAABHOCTH BCeX HOMEPOB ITHKAQ,
K. Cen-Canc tpakryer 60aee cBobopHo. ITpu ocHOB-
Ho#1 ToHaAbHOCTH G-dur N 3 Moto Perpetuo Hanncan
B ToHaabHOCTH E-dur (Masxopuas VI crymenn), N¢ 4
Bourée — B mapaaseabHoM muHOpe (g-moll), a Ne S
Elégie — B TOHAABHOCTH, HAaXOASIIENCS B TPUTOHOBOM
cooTHOmeHuH ¢ 0cHOBHO# (Des-dur).

Bri60p skaHpa MPEAIOANH SIBASIETCS] TUITMYHBIM
anst K. Cen-CaHca ApaMaTypruyeckuM pelieHHeM
nocTpoeHus nukaa. He sBasercs mckaroueHmeMm
u AaHHBIA omyc. Kommosunusa npearoaun (CA0>1<-
Has AByXYacTHasl PENpU3Has) MMeeT MHOTO 061ero
¢ Prélude us 6oaee parnero op. 72. K. Cen-Canuc cru-
Au3yeT 6apOoYHyI0 GpOpMy: IepHOA TUIIA pa3BepPThIBA-
HUSI CMEeHsIeT Pa3BUBAIONINI Pa3AeA, 00 beAHSIONIHIT
TOHAABHYIO PEIPH3Y C BAPbHPOBAHHUEM TeMaTH3Ma.

C ToYkHM 3peHHs BUPTYO3HOCTH, IPeACKasye-
Moit B poprenmanHbix counHeHnsax K. Cen-Canca,
Prélude mpepmnoaaraer macrepckoe BAapeHue u-
IypaMoOHHOM TeXHUKOU. B ocHOBe TemarusMa ObI-
CTPBIi ITACCAXK TPHALATBBTOPBIMHU AAUTEABHOCTSIMH,
oxBaThIBatoIeil 6oaee AByX okTaB. OAHAKO CAOX-
HOCTD 9TIOAQ 3aKAIOYAETCS HE B TEXHUYECKOM AOB-
KOCTH, a B Ilepepade 3ByKOBOTO 0Opa3a KAaBeCHHA
— ambaemsI 6apokko. Aast aToro K. Cen-Canc ykazaa
PEKOMEHAALIUH IO ITEAAAU3AIIUY, IITPUXU H ACTAAD-
Hble MCIIOAHHTeAbCKHe IpHueMbl. CMbICAOBAsI Ha-
IPy3Ka 9TIOAQ 3aBUCHT OT MACTePCTBA AP TUKYASIITN
HCIIOAHUTEAS], 6€3 KOTOPOro IIPeKPACHBII CBETABI
06pas Prélude 6yper yTpadeH.

Ne 2 Alla Fuga noaTBep>KAQeT aBTOPCKYIO yCTa-
HOBKY Ha CTHAM3ALUIO MY3bIKU Oapokko. Mcrmoas-
30BaHHe QYT SABASETCS OAHOM U3 ocobeHHOCTeN
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APaMaTyprUy IUKAOB KOHI[€PTHO-BUPTYO3HbIX
atiopoB K. Cen-Canca ($yru f-moll i As-dur op. S2,
dyra es-moll op. 111). Aeaaem BoiBoa, uto K. Cen-
CaHc OTHOCHUTCS K JKaHPY $YTH, KaK K 00sI3aTeAb-
HOMY YIIPKHEHHIO, KOTOPHIM MHAHKUCT 00s13aH BAA-
AeTb PaAH COBEPIIEHCTBOBAHMA MacTepcTBa. Takoe
IIPEATIOAOXKEHHE TT03BOASIeT ITPOBECTH MAPAAACAD
c WM. C. baxoMm, KOTOPBII CO3AABaA HHBEHIIUU K GyTU
HMEHHO C OTOM 11€AbIO.

HecMoTpst Ha orpaHUYeHUS] HCTIOAHUTEABCKOTO
anmaparta IMHaHKCTa, KOMIO3HUIUS GYTU COACPIKUT
BCe CTPYKTYpHE 3aKOHBI UMUTALIMOHHOM IOAU(O-
HHUY. B wacTHOCTH, TeMa IpepcTaBAeHa B obpaire-
HHUH 1 HECKOABKHX CTPeTTHBIX poBeaeHusx. OHa
COAEP>KHUT B CBEPHYTOM BHAE TPU KOMITAEKCA UCTIOA-
HHUTEAbCKOY BBIPA3UTEAPHOCTHU: aKI|eHTUPOBAHHBIH
KBapTOBBIN XOA Y€TBEPTHBIX AAUTEABHOCTEN; legato
IIECTHAAIIAThIX; SHEPTUYHbIE staccalo BOCHMBIX.
BupryosHoit 3apauer 9TIOAQ SIBASIETCSI COXpaHEHHe
U BOCIIPOU3BEACHUE ABYX Pa3AMYHBIX HHTOHAIIHI-
06pa3oB 1 BAPHAHTOB UX KOMOMHALIUIT OAHOM PYKOIL.

Caepyrommii 3TI0A C IPOrpPaMHBIM Ha3BaHHEM
Moto Perpetuo («Beunoe aABIKeHMe>» ) OTHOCUTCS
K YHCAY HeperAaMeHTHPOBAHHbIX (BCTaBHMX) HOMe-
poB crouTbl. Kommosuriys, uMmeronas IpH3HaKH IIe-
pHOAQ EAMHOTO ITOCTPOEHMS M ITPOCTOM TPEXIACTHOM
$OpMBI, CO3AAeT 3aMeTHbIN OOpa3HbII KOHTPACT.
B TemarmaMe codeTaeTcsi KOAOPHUT KAABECHHHOTO
3BY4aHUS M PaKTYPHO-TAPMOHHYECKOTO «(Aepa
POMaHTHYECKO My3bIKH IIepBo¥ MoA0BHHBI XIX Beka
(c IIPO3PAYHBIMH MEAOAMYECKUMH QUIyPALUAMH,
C XPOMaTI/I?,MaMI/I " BHE3aITHbIMHN MOAYMHHHMH) .

CaepyeT oOpaTuTh BHUMAHIE Ha aBTOPCKHUE pe-
MAapKH, YKa3bIBaloIlye Ha NCIIOAHUTEAbCKHE 3aAQUH,
HEOOXOAMMBIE AASI AAEKBATHOT'O BOIIAOIIEHUS 3aMbIC-
Aa: «Doux et tranquille — sans vitesse et trés également >
(MArKo 1 CIIOKO#HO — He6BICTPO U OAMHAKOBO). Bhipa-
xeHue «Sans pédale> yka3piBaeT Ha HEOOXOAUMOCTD
HCIIOAHEHISI [TPOU3BEAEHIS OT HadaAa AO KOHIfA Oe3
HCTIOAb30BaHUA AeMIIQEPHOM IeAaAr. AAHHBI 3TIOA
IIPEACTABASIET COOOM TOT TUII BAPTYO3HOCTH, AASI KO-
TOPOTO He BaXKHBI CKOPOCTb U 'POMKOCTD 3ByYaHUS,

a Take PpaKTypHbIe POPMYABL, 0OYCAOBACHHbIE CBSI-
3bI0 C KOHKPETHBIMU BUAAMH T€XHHUKH. 3AeCh YIUTBI-
BaeTCsI MACTEPCTBO TYIIIE, CAYXOBOM KOHTPOAb 0be-
PTOHOBOTO HaNOAHEHHs 3ByKa (KauecTBO TeMbpa).
OTO MHEHHe IIOATBEPYKAAIOT CAOBA ABCTPAAMIICKOTO
nuanucra [lupca Aeitna (Piers Lane): «...6b1A0 651
Aerde Urparb ObICTpee, HO B 3TOM U 3aKAIOYAETCS BBI-
30B> [ 8]. DTI0A MOXHO CIMTATh OTpAKEHHEM 0CO60i
textuku legato K. Cen-Carca, 0 KOTOpOi1 BCIIOMHHA-
et ero ydeHuK M. Quannm B crarbe « Cen-Canc — nmua-
HWCT ¥ OpranucT> | 11] ABTOp numer, 4ro B Bospacre
70 AeT KOMIIO3UTOP OBIA elllé OOABIIIM BHPTYO30M,
C «TMOKOM> APTUKYASLIMEN M <IIPEKPAaCHbIM Aera-
TO>, KOTOPBIM CPeAH BUPTYO30B Hadyara XX Beka
OOABIIIE HUKTO He 00AAAAA.

B cooTBeTCTBUY C IPUHIIUIIOM KOHTPACTA B Apa-
MaTypruu CEOUTBI HocAe criokorcTsus Moto Perpetuo
cAepAyeT oHepruuHblil TaHer; N 4 Bourée — Han6o-
Aee SIPKUI HOMep CIOHMTBI, YTO IOATBEP)KAAETCS
ucropuent e€ ncrnoaHenus. Ilpu >xus3Hu xommnosu-
TOpa TOABKO 3Ta Mbeca (13 Bcero omyca!) BXoAHA
B KOHIIepTHbIe IPOrpPaMMBbI IMAHUCTOB-COBPEMeH-
HUKOB. 22 Mast 1913 B 3aae ['eorpaduyeckoro obime-
crBa (B [Tapwxe) Bourée ucnioanua dayapa Pucaep
[6, 1062]. 20 suBaps 1921 B My3bIKaABHOM 3aAe
«Elmwood>» (Byddaao, mrar Hero-Mopk) Bourée
ucrioanna A. Kopro [6,268].

Kpaiinue paspeAbl aTIOAQ SIBASIOTCS IPHMEPOM
MCKYCHOM >KaHpOBOM cTuam3anu. Kaxaas peTaap
TeMaTH3Ma COOTBETCTBYeT IAACTHUKE CTAPHHHOTO
paHIIy3CKOTO TaHIA, 3a0BITOrO HA LIEABIN BEK: Xa-
PaKTepHbIH 3aTaKT HadyaAa ¢ppas, AByXAOABHBIN pas-
Mep alla breve, yeTkast cUMMeTpUYHASL CTPYKTYpa
TPeXJacTHOI GOPMBI, U AdXKe AAAO-TapMOHHS (He-
tunmanas aag K. Cen-Canca). Ocoboe BHUMaHMe
obpamraer gakTypa: IPO3PavHOCTh, PETUCTPOBO-
LITPHXOBOE Pa3HOOOpasHe, CO3AAIOT HAAIO3HIO ABY-
PYYHOTO MCIIOAHEHHS Ha KAQBECHHE.

CpeaHmit pasaeA ITbeChl COACPXKHT CPOAHBIN ¢ N 3
Moto Perpetuo Tun «THxoii» BUPTYy03HOCTH (m0o4TH
BECh PasAEA AOAKEH 3BY4YaTh B pamkax pp). OaHako
B AAHHOM CAyYae AOITyCKAeTCsI HCIIOAb30BAHHE AEMII-
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¢$eprO meparnt. CAOKHOCTD HCIIOAHUTEABCKOM 33Aa-
91 COCTOMT B AP PepeHIHaIIMY €AUHOTO 3ByJalllero
MOTOKa BOCBMBIX AAMTEABHOCTEN Ha MEAOAUYHYIO
AVHMIO ¥ TOHHYECKOTO OPTaHHOTIO ITyHKTa Ha TOHe .

Nes§ Elégie HapyllaeT IPHHIWII CTUAU3ALIUK
OapOYHBIX MOAEAEN MY3ULUPOBAHUS H OTPaXKaeT
TUITINHO POMAHTHYECKUH CTHAD. KpaitHue pasaeAbr
TPEX4acTHOHN GOPMBI BOIAOIAIOT AOCTATOYHO PeA-
kuit B TBopuectBe K. Cen-Canca o6pa3 ckop6HOI
AMPHKH. DTO eAMHCTBEHHAs YacTb IUKAQ, 3ByYaHHUe
KOTOPO CO3AQ€T HAAIO3UIO ABYXPY4YHOTO HCIIOAHE-
HIS Ha COBPeMEHHOM POsiAe, B IPOTHBOBEC 00pasaw,
MMUTHPYIOITMM KAaBecuH. Kommosurop ncrmoasayer
IIMPOKHUeE apTieAKOBAHHbIE aKKOPADI (11X aMOHTYC AO-
CTHTaeT KBUHTACI[MMBI) U HACHIIIIEHHYO TOATOAOCKA-
mu paxrypy. TemaTnsm cpepHero paspesa Elégie HACBI-
ImeH TUITMYHbIMK BI/IPTYOBHI)IMI/I AAEMEHTaMU JIIOXH
POMaHTH3Ma: OKTABbI, APIIEAXKHO, ITACCAKU ABOHHDI-
MH HOTaMH U AdKe HPI/IeM <<I/II'pI)I B TPH pYKI/I», He-
CMOTPsI Ha OTPaHUYeHHe HCIIOAHUTEABCKOTO aIlapaTa.

Aas 3aBepmenus nukaa K. Cen-Canc ucroas-
3yeT >KaHp >KHUI'H, KOTOPBIN BO3BpAIlaeT CAyIIaTeAs
M3 POMaHTHYECKOTO KpyTa Elégie K TPAAMLIMOHHOMY
¢uHaAy cTapuHHOM CIOUTHL. Tema aTioaa N¢ 6 umeer
XapaKTepHble MPU3HAKH UTAAbSHCKOM SKUTH, TIOAY-
YUBIIe 00IeeBPOIECKYIO IOIMYASPHOCTD B TBOP-
gecTBe KoMno3uTopos KoH1a XVII-nagasa XVIII BB.
(nanmpumep, B croutax JK.-®. Pamo). Cxpunuunas
BepCHs )KaHPA OTAMYAETCSI AOMHHUPOBAHHEM T'OMO-
$OHHOTO H3AOXKEHH S, TPHOABHBIM PUTMOM M MHOTO-
obpasueM PpUrypawuii, 4T0 B GOAbIIEN CTEIIEHH [IOA-
XOAHT AASL NCITOAHEHUS OAHOM PYKOM, YeM HEMEIIKHI
BapHaHT C 9AeMEHTaMU UMUTALIMOHHOM IIOAUPOHHUU.

PaccMarpuBas BomaoIeHre BUPTYO3HOCTHU B MH-
TOHALIMOHHOM CTpyKType Giglie, MOXHO MPOBECTH
napaaseas ¢ Prélude. B o6oux aTI0A2X OCHOBOJ 5IB-
ASIFOTCSI Pa3AMYHBIE BHADBI apIIEAXKHO: B IIEPBOM —
M3AOXKeHUe IPSIMOe 1 B OCHOBHOM KOPOTKOE, B I1O-
CAGAHEM — AOMAHHOE U IIPeUMYI[eCTBEHHO AAMHHOE.
Koaa sxuru oTpakaeT HACI0 IIPeAeAbHON CKOPOCTHU
ABIDKEHHSI C ITOMOIIBIO BUPTYO3HOTO TeMaTHU3Ma:
IIOABEM OT g OOABIION OKTABBI AO d° U OOpATHBI

crryck B ray60okue 6achl (g KOHTPOKTABbI) B YCAOBHSX
IITpHXa sempre staccato, TeMIia prestissimo u AMVHaMU-
veckoii 3ByanoCTH (OT p K pp).

PesyapTaThl HccaepoBaHus. B appamaryprumn
nukaa K. Cen-CaHc UcIIOAb30BaA MOAEAD HOBOIL C1O-
UMbl, MAKCUMAABHO IIPUOADKEHHYIO K AYXY YUCTOM
mysbiku (Mbicab O. Cokonosa [15]). OaHako Mb
CYHTAEM, YTO OCHOBOM CTHAM3BAIIMH AASI KOMITO3H-
TOpA MOCAY>KHAQ MOAEAb CTAPUHHOM CIOUTHI PppaH-
ITy3CKUX KAQBECHHHCTOB: OPTaHUYHOE EAUHEeHHe
IPOrPaMMHOCTH U TaHI|€BAABHOCTH YKa3bIBaeT Ha
CO3HATEABHYIO YCTAaHOBKY ¢paHIfy3ckoro Macrepa
K BO3POXXACHHIO B MHBIX KYABTYPHbIX YCAOBHSX Ha-
IIMOHAABHOH Tpaaurmu. [ToMumo KoHTpacTa TaHIe-
BAABHBIX 0OpPa30B B CIOMTe OOHAPYKUBAIOTCS MPH-
€Mbl CTUAM3ALMM APYTMX THUIIOB MY3HIUPOBaHUS,
TUMUYHBIX AASL CAAOHHOM KyABTYpbl XIX B. (2aeru-
YeCKUH, MOTopHo-BHpTyosmﬂﬁ).

ITo HameMy MHEHMIO, CTHUAM3AIIMS SIBASIETCS OC-
HOBHOM 3apaveit naTeprpeTaruu omyca 135 K. Cen-
Canca. Ecan paccMaTpuBaTh CIOUTY C 9TOH TOYKU
3peHHs, TO B €8 APaMaTyPrHU BRIAGASIFOTCS ABA <Ma-
ABIX 1UKAQ>. [TepBoit — “Prélude” u “Moto Perpetuo>
— COAEPXKUT MeHee sIpKHe IIPU3HAKU CTHAU3ALIMY Oa-
POKKO, X 00pa3bl OAKe K POMAHTHYECKON CTHAH-
CTHKE; MeXXAY HUIMH — $yTa, KOHTPACTHAS ITO THITY U3-
AOYKeHUSI M CTUAM3ALINU. BTOPOI ITOAITMKA COCTOUT U3
MCKYCHO CTHAM30BaHHbIX 6apodHbIX TaHIes (6yppe
11 )KHT'a), MEXAY KOTOPBIMH BEPIIMHHO# BO3BBIIIAETCS
CKOpOHAs AUPUKA POMAHTUYECKO JAETHIL

Msoroob6pasue >kaHpPOBO-CTHAEBBIX IIPOOOpa-
30B CIOUTBI IIPEAOIIPEACASIET U KaUueCTBO BUPTYO3HO-
CTH, KOTOPYIO IPEACTABASIIOT AB€ OCHOBHBIE IPYIIIIBL.
ITepBasi — OTHOCHTCS K 3TIOAAM, B KOTOPBIX Hanb0Aee
3aMeTHA CTHAHM3ALKS 9II0XU 6apokKo. croaHnTeAs-
CKHe 3aAa4H, TpeOyroune BAAACHUS APTUKYASIIIIEH
B IIeASIX UMHUTAIIUU KAQBECHUHHOTO 3BYYaHHS,— 9TO
mTpHUxoBas AupPepennyany ( ABa Pa3AMYHBIX THIIA
OAHOBPEMEHHO B OAHOIL PyKe) U PaKkTypHas «06b-
eKTHBalUs» BUPTYO3HOCTH (MTACCAXH, APTIEAXKHO).

BTopas rpymnmna BUPTYO3HbBIX 9A€MEHTOB OTpa-
>KaeT BO3MOXXHOCTU COBPEMEHHOT0 GOpPTEeIHaHO
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B aCIIeKTe HCKYCCTBA ITeAAAU3AIIUH, TYIIIe, YCUACH-
HOTO CAYXOBOTO KOHTPOAS. 3AeCh IpeobAapaoT
¢axTypHbBIEe OPMYABI POMAHTUIECKOH BUPTYO3HO-
CTH (HOAan(aHI/Ie UTpe «<B TPU PYKH>, aKKOPAOBas
TeXHHUKA, ABOMHbBIE HOTHI).

BriBoabl. «IllecTp 5TIOAOB AASI A€BOH PYKH>
K. Cen-CaHca sBASIIOTCS peAKHM 00pas3IioM >KaH-
POBOrO CHHTEe3a 3TIOAA U IPOrPAMMHOM CIOUTBI
U YHHUKAABHBIM IIPHMMEPOM BHPTYO3HOCTH (me-
CMOTPsI HA OTHOCHUTEABHO HECAOXKHYIO AASL TTOA-
TOTOBAEHHOTO NHAHKCTA Q)aKTypy). IIpoanaau-
3UpoBaHHBIA Op. 135 pacmupseT cAoXKUBIIMeCS
IpPEeACTAaBAEHHS O IPAHHUIIAX )KAaHPOBOM CEMAHTUKH
KOHIIEPTHOT'O 3TIOAQ, TPAAUIIMOHHO HaIleACHHOT'O
Ha ABe HCTIOAHHTEAbCKHE 3aAAYH: PeaAU3aIINI0 KOM-
IMAEKCA TEXHUYECKUX CAOXKHOCTEN U BOIIAOIIEHUE
IporpaMMHOro 3ambicAa. Kommosurop akryasusu-
PYeT CBepx3aAauy AAsI IIMAHUCTA, KOTOPHIH bepeTcs

3a MHTePIIPETAI[UIO 3TOTO IPOU3BEACHHS — CrilAe-
80€ coomeemcmeue 3By9aHNs OPUTHHAAA XKAaHPOBOM
MOAEAU MHCTPYMEHTAABHOW CIOUTHI 9IIOXHU HapOK-
ko. Tax B mo3pHmit mepuop tBopyecTBa K. Cen-
CaHC IpeABOCXHTHA METOA CTUAM3AIIUU, KOTOPbIN
IIOAYYHUT CBOE Pa3BUTHE B KOMIIO3UTOPCKOM IIPaK-
THKe nepBoy TpeTu XX Beka.

IlepcneKTHBOM AQAbHENINIErO Pa3BHTHS TEMBI
SIBASI®TCSI U3y4eHHe BAUSHUS KPYITHBIX U MAABIX ITH-
kA0B AAs popTrenmaHo K. Cen-Canca Ha My3bIKaAb-
HyI0 KyAbTypy Ppannmm XX Beka, B JaCTHOCTH, Ha
ctuab M. PaBeas u K. Aebroccu B Mx HEOKAACCH-
ITUCTCKUX omrycaX. CIyCTs IOABEKAa My3bIKOBEABI
onpepeasT kadectBo cruamsanuii K. Cen-Canca
yoKe KaK «Heobapokko>. Kakas us unreprperarmit
— B AeQUHHULINSIX HEOKAACHIIU3MA AU HEOHOAPOKKO
— 60Aee BepHas B UICTOPUKO-KYABTYPHOM AUCKYPCe,
IIPEACTOUT AOKA3aTh.
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Abstract. The manifestations of the “classical” piano attitudes in the performing arts of the 21*
century are examined. The conclusion is drawn that modern pianism, due to its orientation towards
music of past eras, inevitably refers to the “classical image of the piano”, which is manifested in the
desire for a short-voiced, transparent sound of the instrument. This, in particular, leads to the reinto-
nation of works of romantic tradition, which are enriched through the use of “classical” performing
means. The necessity of rethinking the classical pianoforte etudes, the status of which in the modern
world is changing from “instructive, educational repertoire” to “concert”, reflecting the latest trends in
musical art, is substantiated. It was established that this process of “change of emphasis” was launched
due to the strengthening of neotendencies in art of the early twentieth century.
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AKTYAJNIUSALUUNSA «<KJTACCUYHECKOIO OBPA3A ®OPTEINWUAHO»
B TBOPYHECTBE COBPEMEHHbIX MTMAHUCTOB

AnHOTanus. PaccMOTpeHsI IPOSIBAEHNS «KAACCHYECKUX >» YCTAHOBOK MTPbI HA pOPTEIHAHO B HIC-
roAHnTeAbCKOM HcKyccTBe XXI Beka. CAeAaH BHIBOA O TOM, YTO COBPEMEHHBDIH [THAHU3M BCAEACTBHE
OpHEHTALINH Ha My3BIKY ITPOIIABIX 3II0X HEU30EXHO 00palIaeTcsi K «KAACCHIeCKOMy 00pasy poprTe-
IIMAHO >, YTO [IPOSIBASIETCS B CTPEMAEHHH K KPATKO3BYYHOMY, [IPO3PAYHOMY 3BYYaHUIO HHCTPYMEHTA.
OTO, B YaCTHOCTH, IPUBOAUT H K IIEPEMHTOHUPOBAHUIO IIPOU3BEACHHUI POMAHTHIECKOM TPAAULIAH,
KOTOpbIe 000TaIAI0TCs GAATOAAPS UCIIOAB30BAHMIO «KAACCHYECKUX> UCIIOAHUTEABCKHUX CPEACTB.
O6ocHOBaHAa HEOOXOAUMOCTB ITePEOCMBICACHHSI $OPTEIMAHHBIX ITFOAOB KAACCHIECKOH SIIOXH, CTa-
TYC KOTOPBIX B COBPEMEHHOM MHP€e MEHSIETCSI C « HHCTPYKTHBHOTO, y9€OHOTO periepryapa Ha «KOH-
LIePTHBII>, OTOOPAKAIOIIHIL IIOCAEAHIE TEHACHIIIH MY3bIKAABHOTO UCKYCCTBA. YCTAaHOBAEHO, YTO
9TOT IIPOLIECC «CMEHBI AKIIEHTOB> OBIA 3aITyIIieH OAATOAAPS YCHASHHUIO HEOTEHAEHIIHI B HCKYCCTBE
HayaAa XX Beka.
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KaroueBbie cAOBa: «3ByKOBOI 00pa3 $OpTENUAHO >, HCIIOAHUTEAbCKUI CTUAB, KOMIIO3UTOP CKHI

CTHUADb, TEXHHKaA.

ITocranoBka npo6aemsl. Icropus yesoBeue-
CTBa pa3sBUBAETCS 11O CIIUPAAH, U B HE3aBUCHMOCTHU
OT TOTO, HACKOABKO CO3HATEABHO MBI A€AAE€M ITOT
BBIOOP, Yepe3 OIpeAeACHHBIN BpeMeHHOM HHTEPBAA
BO3BPAIIAIOTCSL KYABTYPHBIE IIATTEPHBI, KOTOPbIE
OIPeAEASIAM MCKYCCTBO IIPOIIABIX 9IOX. Tak, ce-
TOAHSL, TIOAOOHO cuTyaruu HagaAa XX Beka, MbI Ha-
OAIOAAEM aKTYaAM3AIMI0 KAACCHYECKOTO HACACAUS
B $OPTEIMAaHHOM HCKYCCTBE, YTO OTPAXKAETCS, B TOM
4HCAe, I B CMEHe «3BYKOBOI'O 00pa3a MHCTPyMEHTa>.
B KOHIIEPTHBIX IPOrPaMMaX BBIAAIOIIMXCS IIHMAHHU-
CTOB ITOSIBASIIOTCSI IIPOM3BEACHUS], paHee BOCIIPUHU-
MaeMble OOABIIMHCTBOM MY3bIKAABHOTO COO0IIecTBa
AHIIb KaK 9acTb yue6HOrOo penepTyapa. M, kak u cTo
AeT Ha3aa, 9T aKTYAAM3AIIUs KAACCUYEeCKOTO HaCAe-
AVSI IOCTETIeHHO, HO HATASIAHO MEeHSIeT BCIO CTPYK-
TYpy QOPTENHaHHOTO HCKYCCTBA, BO3AEHCTBYs Ha
KOMITO3UTOPCKO€E M UCIIOAHHUTEABCKOE TBOPYECTBO,
a TaKoKe M Ha CAYIIATEAbCKUE IPEANOYTEHHS. DTO
00ycAQBAMBAET AKTYAAU3AIIUIO U3YUEeHHST MEXaHHU3-
MOB IIOCTENEeHHOTO 3aMeIeHIs] <« UHTOHAIIMOHHOTO
caoBaps snoxu>» (B. Acadpes) yepes KoppexiHio
CPEACTB MY3BIKAABHOM BBIPA3UTEABHOCTH.

AHaAM3 IOCA€AHHX HCCACAOBAHHI H ITy OAMKa-
muit. [TorsaTre «3BykoBOro obpasa» $poprenuano
HMeeT AOCTATOYHO AAMHHYIO HCTOPHUIO HAYYHOTO II0-
CTIDKeHUS, bepyIIyIo HAYaAO B METOAMYECKHX PeKO-
MEeHAAIMSIX KAQBeCHHHCTOB, KOTOpPbIe YKa3bIBAAH Ha
B3aHMOOOYCAOBACHHOCTb OPTAaHOAOTUH HHCTPYMeH-
Ta ¥ My3bIKAABHO-PEUeBbIX PECYPCOB UCIIOAHHTEAS.
OTobpaskeHMe 9TOM TEOPHU MOXKHO HAHMTH B TPYAAX
MHOTHX QOpTeNHaHHbIX [IEAATOTOB 1 HCIIOAHUTEAET,
HO KaK XyAOXKeCTBEHHO-MEeTOAMYeCKasl IIeAOCTHOCTD
TPeXYAeH <« HHCTPYMEHT-UCIIOAHUTEAb-CTHAD>,
651 BrepBble ouepueH B kHurax K. Mapruncena
[7]. AaabHeimue pa3pabOTKU IPUBEAH K TIOSIBAE-
HUIO TePMHHA «3BYKOBOM 00pa3 MHCTpyMeHTa»
(xoumermuu A. Komaenpa [S] u A. Takkeas [2]),
BBUSIBAGHUIO 3HaYeHMsI 00pa3a HHCTPyMeHTa B CH-

cTeMe UHAMBHAYAAbHOTO HCIIOAHHUTEABCKOTO CTHAS
(U. Cyxaenxo [14]) n aHaAn3y noHATHS «3BYKOBOI
06pa3 MHCTpyMeHTa>» KaK KYABTYPOAOTUYECKOTO
konnenra (H. Pabyxa [11]).

ITeAb cTaThbu — BHIABUTD BAMSHHME «KAACCHYe-
CKOTO 3ByKOBOTO 00pasa GOpTernraHo > Ha CTHAEBbIE
TeHACHIIMM COBPEMEHHOI'0 TMAHU3Ma.

H3A0)xeHHE OCHOBHOTO MaTepHaaAa. [13o6pe-
TeHne poprenuano B koHIe XVIII Beka — aTo nepe-
AOMHBIY MOMEHT B UCTOPUHU MY3bIKAABHOM KYABTY PbI
EBporst. BeAb IMEHHO 3TOMY HHCTPYMEHTY ObIAO
CY>KAEHO CTaTh CBOEOOPA3HOI TOYKOM ITepecedeH s
PO eCCHOHAABHOMN 1 AIOOUTEABCKOM IPAKTUK MY-
sunupoBanus (06ecredrs My3bIKaHTaM-AIOOUTEAIM
BO3MOYXHOCTD MCIIOAHEHH I OITYASIPHBIX IPOM3BEAL-
HUI Pa3HbIX )KAHPOB) U TBOPYECKOM AabopaTopHeit
MHOTMX KOMIIO3UTOPOB. 110aTOMy MOXXHO yTBepiK-
AaTb, YTO UCTOPHUS POPTENHAHHOIO UCKYCCTBA OTPa-
’KaeT GOABIIMHCTBO CYITHOCTHBIX U3MeHEHHU, IIPO-
U3OLIEAIINX B My3bIKAABHOM KYABTYpe 3a TOCACAHHE
ABecTHU AeT. 32 9TO BpeMsI 3ByKOBOI 00pa3 MHOTHX
UHCTPYMEHTOB IpeTepIieA KApAUHAAbHbIE H3MeHe-
HHS, 2 HEKOTOpble UHCTPYMEHTBI M BOBCE BBIIIAU U3
ynoTpebaenms. QoprenuanHOe e My3ULPOBaHUE,
KOTOPOe SIBASIETCSI 00513aTeAbHBIM B IIOATOTOBKE AIO-
60ro nMpo¢ecCHOHAABHOTO MY3BIKAHTA, HA ITePBbIi
B3IASIA KQXKETCSI OAHOM M3 CaMbIX KOHCepBaTHBHBIX
obAacTeit aKaAeMHIeCKOTO UCKYCCTBA.

BeposaTHO, MMeHHO B CBSA3U C TaKMM CTaTyCOM
PopTenuano, NOABASETCA IOHATHE THAHM3Ma, KOTO-
poe, akTH4IeCcKH, He UMeeT AaHAAOTa B APYTHX cpepax
UHCTPYMEHTAABHOTO TBOpYeCTBa. AaHHOE MOHATHE
OTpa’kaeT CreuPHKy OTHOUIEHUH B CHCTEME My3bI-
KAHT-UCIIOAHUTEAb — HHCTPYMEHT, BKAIOYasI B Ce0s1
KaK TeXHOAOTO-TIeAArOTUYeCKUM, TaK M JCTeTHYe-
ckuit acrekTsl. QakTHIECKH peub AT 00 «obpase
UHCTPyMeHTa»: «IIuaHu3M mpeacTaeT Kak MeTa-
CHCTeMa, COCTOSMAs U3 MHOIMX B3aMMOCBSI3aHHBIX
noacucTeM (Mx 06pasyioT IPUEMBL, TEXHUKA TPl HA
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dopTenuano, CTHAD; THITBI HCTIOAHUTEABCTBA, BUABI
MY3bIKAaABHOM KYABTYPBI; IIKOABL; MACTEPCTBO; apTH-
cTusM; uckyccrso)> |13, C. 4]. BaxHo Takske, 4To
CaMo MOHSITHE MUAHM3MA UCCAEAOBATEAN CUHTAIOT
TaKMM, KOTOPOE MOXKET CTaTh «KPUTEPHEM THIIOAO-
ruu GOPTENHAHHOTO UCTIOAHUTEABCTBA < ... > Ty TeM
HCCAEAOBAHMS B3aUMOAENCTBUS HCTOPHKO-HAIUO-
HAABHOTO, TUIIOAOTHYECKOTO U aBTOPCKOTO, HHAU-
BUAYaAbHO-AUMHOCTHBIX HAYaA B CTHAEBOM CMbICAE
» [22, C. 3]. To ecr,
MO>KHO YTBEP)KAATb, 4YTO CTHAUCTHYECKHE YCTAHOB-

$opTenraHHON My3bIKH ...

KU KQXKAOH 3TIOXH HAXOAAT OTPa’keHHe B IIMAHH3Me
CBOETO BpPeMEHH, CHHTe3UPYs AOCTIDKEHHS ITPEeAbI-
AYIIUX 3TIOX Y aKTyaAbHbIE TEHAEHIIUH.

Tak, mapamMeTpbl «KAaCCHIECKOro obpasa popre-
IIHAHO > OIIPEACAUAU KAABUPHbIE TPAAUILIUH, CYIIe-
CTBEHHO ITOBAMSB Ha pOPMUPOBAHHUE AKYCTHIECKUX
HAEAAO0B dTI0XH KAaaccunuaMa. M c Tex mop, HecmoTps
Ha eCTeCTBEHHYIO CMEHY 9ITOXaAbHbIX 3CTeTUYeCKHIX
YCTaHOBOK, «KAACCHYeCKHUi 06pa3 poprennuano>
ocraercs 6a30BbIM 9AEMEHTOM METACHCTEMBI ITHA-
HH3Ma, 0OBEAUHSISI MHOXECTBO <«3BYKOBBIX 00pa-
30B>». JTO pasHOOOpa3ue OMpeAeAsIeTCSI HECKOAb-
KUMH paKTOpaMH, IIePBBIA U3 KOTOPHIX — IIPUPOAQA
HHCTPYMEHTa, yAAPHOCTb KOTOPOTO (COTAACHO 3By-
KOU3BAEUEHHIO) MOCTOSIHHO BCTYTIAET B CIIOP C IO-
IIBITKOM BOCIIPOM3BEACHHS BOKAABHOTO TOAOCOBE-
A€HHS, 9TO AQeT MHHHMYM ABa BO3MOXKHBIX ITyTH
TPaKTOBKHM ¢opTenuaHo. Tak, My3bIKaHTBHI, IIeAb
KOTOPBIX MAKCUMAABHO IIPUOAU3UTD 3ByYaHHe K BO-
KAABHOMY HAAAY, CTPEMATCS IPEOAOAETh KPATKO-
3By4HOCTb GpOPTENHUaHO, UCTIOAb3Ys IIeAAAbHBIE 3-
¢exThI 1 bOTaThIl apceHaA TylIe. Apyrue, Ha060poT,
OTHOCAT ero K yAapHbiM uHcrpymenTam (B. Baprox),
HHOTAQ BOOOIIe OTKA3bIBAsICh OT 3ByKOBBICOTHOCTH
(Ax. Keiipx).

Bropoit ¢paxrop, 06ycAOBUBLINIT pacIIpeHHe
IIAAUTPHI «3BYKOBBIX 00pa3oB GOPTEIHAHO>» — ITO
MMOCTeNeHHOe U3MEeHEHHUE AITOXaAbHBIX CTUAEH, 1, CO-
OTBETCTBEHHO, HAKOIIACHHE IPUCYITUX UM CPEACTB
BbIpasuTeAbHOCTH. McTopnuecku copmMupoBasuch
KAACCHUYeCKHH, POMAaHTUYECKHI, IMIIPeCCHOHUCTH-

YeCKHUM, HEOKAACCHYECKUM, aBaHTapAHbBIN (n ApY-
THe) CTUAEBBIE TIOAXOABI K TPaKTOBKe pOpTENraHo.
KaxApIil M3 HUX OTpaXKaeT OIPeAeACHHBIE 3CTeTH-
JecKHe HOPMBbI, OTpa’kaeMble B TapaMeTpax KOMIIO-
3UTOPCKOM U UCIIOAHUTEAbCKOM TexHUKHU. Ha Ham
B3TAsIA, HabOOAee II0Ka3aTeAbHBIM IIPHIMEPOM ITOTO
SIBASIETCSI XKaHpP POPTENUaHHOTO 3TIOAQ, BIIEPBbIE
NIOSIBUBIIHICS KaK OTBET Ha CTAHOBAGHUE BUPTYO3-
HOTO CTHASI B HCIIOAHUTEAbCTBe Ha pybesxe XVIII-
XIX BekoB (TO ecTb OAHOBPEMEHHO C MOSIBACHUEM
dopTrenuano). XOTs MOATOTOBKA MY3bIKAHTA-HUCTIOA-
HUTEAS] HHKOTAQ He 00XOAMAACh 6e3 yIpaKHeHHI,
Pa3sBUBAIONINX MOTOPHUKY. 3aMeJaTeAbHas My3bIKa
KOMIIO3UTOPOB 3IIOXU 0APOKKO, BOCIIPUHUMaeMast
CEeropHs KaK XyAOXKeCTBEHHBIN GeHOMeH, aBTOPaMHU
JaCTO MBICAMAACDH KAK «IIPOCTOE YIIPasKHEHHE> .
Kax y>xe 65100 0TMeueHO Bblille, OpTeNHUAHHOE
HCKYCCTBO, IIPHIIEALIIee HAa CMEHY 3IIOXU KAABeCH-
HHUCTOB, MHOT'O IIEPEHSAO OT IIPEAIIeCTBEHHUKOB.
ITOMYy CIIOCOOCTBOBAAO TO, YTO IPOLIECC TPAHC-
(bOPMaHI/II/I KAAQBHUIITHBIX I/IHCTPYMEHTOB IIIeA AOCTa-
TOYHO MEAACHHO U A0 cepeanHbl XIX Beka opre-
IMAHO OGBIAO OATDKE K KAABHPY, 4eM K COBPEeMEHHOMY
BOCIIPUSTHIO BO3MOXXHOCTEH 9TOro HHCTPYyMEeHTA.
Hamnpumep, BeHckoe $opTennaHo, AAsL KOTOPOTo
micaa B. Monapt, 06AapaA0 A€TKOM MeXaHHKOM
U TIPO3PavHbIM 3BY4aHHEM, YTO BIIOAHE COOTBET-
CTBOBAAO 3CTETHIECKHM CTAaHAAPTAM TOTO BpeMeHHU:
«... B OTAMYHE OT AeKH COBPeMEHHOTO popTenua-
HO, YTO AA€T AAUTEAbHbIN, TPOMKUI 3BYK, BEHCKasl
AeKa AQeT Cpasy SIPKHUil 3BYK, KOTOPBIi OAHAKO ObI-
CTPO r'aCHET; 3TO OAHA U3 TAABHBIX OCOOEHHOCTeH
BEHCKOTO (OPTEIHAHO, YTO IIO3BOASIET BHIITIOAHSTD
MEAKYIO apTUKYASIIUIO M HAaCTOsIUe CGOPIIAHAO>
[4, C. 174]. BmecTe ¢ TeM, 9Ta AETKOCTb 3By4YaHMS
OTBevaAa TPeOOBaHUSAM He BCeX MY3BIKAHTOB, MHO-
Tve IPEATOYUTAAN HHCTPYMEHT AOHAOHCKON KOH-
CTPYKIIUH, HAACACHHDIH He TOABKO MOIIJHBIM, ITeBY-
YUM 3ByYaHHEM, HO U 6oAee TAOTHOM MeXaHUKOMN
3ByKou3BAedeHHs: «Ilockoapky B AHrAmm panee
PaCIpOCTPAHUANCH ITyOANYHbIE KOHIIEPTHI, Ha KO-
TOPBIX IIMAHUCTAM IPUXOAHUAOCD BBICTYIIATD B 6OAB-
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IIHMX 32AaX, IMEHHO 3AeCh BO3HHUKAQ TOTPEOHOCTb
B MHCTPYMEHTAX C IPOYHOM KOHCTPYKIUH < ... > AH-
TAMICKHEe HHCTPYMEHTbI XapaKTepU30BaAH ITOAHBI,
HIeBYYHI, AOATHII 3BYK, HO  KAABHATYPa, TpeboBasa
ray6okoro yaapa» [4, C. 175].

HecMmoTps Ha pasHHIly KOHCTPYKIHH (1, COOT-
BETCTBEHHO, OTIPEACACHHYIO Pa3HUITy 3BYKOU3BAe-
YeHHs) TUX UHCTPYMEHTOB, B HUX OBIAO U HEYTO
obiiee, a UIMEHHO — KAACCHYeCKHe YCTAHOBKM Ha
SICHOE, MPO3pavyHOe 3By4YaHHe U YeTKOe pacIpeae-
AeHYe QYHKITMH (aKTYPHBIX IAACTOB. DTH YCTa-
HOBKHM 06YCAOBHAM MpHeMbl UTPhI (COCpeAOTOUeH-
HOCTb Ha TAABIIEBOM TeXHHKe) U POPMUPOBAHHE
«<KAaccHYecKux> (aKTYpHBIX POPMYA, CTaBUIMX
CBOEOOPa3HBIM KATaAOTOM (OPTEIIUAHHBIX ITIOAOB
TOTO BPEMEHH U AO CETOAHSIIHETO AHS IIHMPOKO HC-
IIOAB3YeMbIX B TIOATOTOBKE ITHAaHUCTOB. DTO TIOADI
U. Kpamepa («Boabinas npakTudeckas ¢popremnu-
anHas mkoaa» 1815 rop), M. Kaementu («ITyTh
k ITapracy>, 1817-1826 TOABI) U MHOTHX ApyTHX
kommo3utopos. Ho Hanboabiree pacipocTpanenue
noayunan npoussepenns K. Yepuu. zsectHbie Bo
BCeM MHpe YIPaXKHEeHHs] KOMIIO3UTOPa AAIOT Oora-
THIM MaT€PHAA AASI OBAAAEHHS BCEMH BHAAMU KAACCH-
YyecKou (l)OpTeHHaHHOI:I TEeXHUKU: paSAI/I‘IHbIe THUIIbI
raMM, apIeA’KHU0, MOPACHTBI, GOPIIAATH, TPEAH U AP.
M1, Xx0T$1, aBTOP TaKKe YACAUA BHIMAHIe 1 HanOoAee
XapakTepHbIM popMyraM GOpTENHAHHON PaKTypbl
nepBoi moaosuHbl XIX Beka (TeM, KOTOpbIe BCTpe-
JaroTcsl B mpousBeaeHuax A. berxosena, . Men-
aeabcoHa, O.Illonena, P.Illymana u . Awucra),
aTropab K. YepHu — aT0 sipkoe oTpajkeHHe HIMEHHO
KAACCHYECKOTO IIPEACTABACHHA O GpOPTEIHAHO.

K coxaseHnro, 60ABIIMHCTBO My3bIKQaHTOB BOC-
npuHuMaeT 3TI0Ab! K. YepHH TOABKO Kak HHCTPYK-
TUBHbIE, HallpaBACHHbIE Ha yCOBepIIeHCTBOBaHHE
MAABIIEBOI TEXHUKH, 3a0bIBast O TOM, YTO KOHEYHOI
ieabto 06yuens K. YepHu canTas oBAaAeHE BHICO-
KHM MY3BbIKAABHBIM MaCTEPCTBOM, UTO IIPEATIOAAraeT
BAAAEHHE BCEM aPCEHAAOM BBIPA3UTEAbHbIX HCIIOAHH-
TEAbCKUX CPEACTB, BeAb, ITO €r0 MHEHHIO, HCTIOAHU-
TeAb AOAKEH 0OAAAATH «ITOAHOM 3aKOHYEHHOCTDIO

HWCIIOAHEHUS (BI/IPTYOSHOCTI»IO), TO eCTb BeANYaIen
HATPEHUPOBAHHOCTBIO IIAABIIEB BO BCEX TPYAHOCTSIX,
BO BCEX TOHAABHOCTSIX M BOOOIIIE BO BCEM, YTO HY>KHO
AASL XOPOIIETO, IPHATHOTO 1 U3SITHOTO UCITIOAHEHHS,
100 AydIlIie HAIIK 3aMBICABI OCTAIOTCS OeCIIAOAHBI-
MH, €CAH IIAABIIBI He B COCTOSIHUHM ITePEAAThb UX C AeT-
KOCTBIO M YBePEHHOCTDIO HACTOSIIETO XYAOXKHUKA >
[1, C. 83]. iMeHHO MO3TOMY KAACCHYECKAs TEXHUKA
CTaAa OCHOBOW BOCIHTAHHSA MY3bIKAHTOB-POMaH-
THKOB, KOTOpPbIE, He CMOTPSI Ha TO, 4TO MX XyAOXKe-
CTBEHHbIE YCTAaHOBKH OBIAU HAIIPABAEHBI OTIPEACAHAH
CMeHy «3BYKOBOTO 00pasa ¢opTenuano>. ITOT Ipo-
I1eCC MPOTEKAA ITOCTEIIEHHO M MOXKHO COTAACHTbCS
C TEMHU HCCAEAOBATeASIMU GOPTEIIHAHHOTO HCKYCCTBA,
KOTOPBIE BUAST, YTO €ro UCTOKH A€XKAT B UCKyCCTBE
YMEepeHHBIX POMAHTHKOB, KOTOPBIe BBICTYTIAAU KaK
IpeABECTHHUKY aKTyaAU3ALUH KAACCHIECKOM 9CTEeTH-
KU ¥ B KOHEYHOM HTOTe, HEOTEHAEHI[UI.

OAHMM U3 Pe3yABTaTOB BO3AEHCTBHS HEOCTHACH
nepBoi MOAOBUHBI XX BeKa CTaAd aKTyaAH3alLus
KAAQCCUYECKOTO HACAEAHS, 4, CAeAOBATEABHO, U «KAAC-
CHYeCKOTO0 3ByKOBOTO 00pa3a» HHCTPYMEHTA, C IIPH-
cymieil eMy 0eClleAQABHOCTBIO, SICHOCTBIO TYIIe
Y BOKHOCTBIO PaKTOPa MaAbIieBOM akTUBHOCTH. OA-
HHM HX PEe3yABTaTOB BO3ACHCTBHS HEOKAACCUIECKHX
yCTaHOBOK Ha poprenuanHoe uckyccrso K. Maprusn-
CeH CUUTAA «yCHAEHHEe BOAU K AMHEAPHOM SICHOCTH,
K PUTMUYECKOM KUBOCTH U PACYACHEHHOCTH> |7,
C. 128]. VnTepecHO Take MHEHHE UCAAHACKOTO
xoMnosuropa u pupwkepa M. Aeridca, koTopniii cpe-
AU TIPH3HAKOB « HEOKAACCHYECKO > HHTePIIPeTAI[HH
Ha3bIBAA «4YeTKYI0 CMeHy ¢popTe U MHAHO, aKTHUBHOE
CTaKKaTO, yMeHHe TepeAaTb MOAMPOHUIYHOCTD MY-
3BIKAABHOI TKAQHH, CTPOTO€, HeBUOpAaTHOE 3By4YaHUe,
ApKuUe aKIeHTbl, yeTkuit purm> |6, C. 33].

Koneuno, cMeHa «3BykoBOro obpasa poprermnu-
aHO> TIOBAMSAQ U Ha pelepTyapHble IpeANouTe-
HUS UCIIOAHUTeAel. B mporpaMmax BeIparomuxcs
IIHAHUCTOB IOSBASIFOTCSI HE TOABKO K 9TOMY IOYTH
He MCTIOAHSIeMbIe B KOHTlepTax coHats U. TaiiaHa,
HO u npousBepeHnss M. KaemenTn, A. Ckapaartu
u, HakoHeIl, npousBepeHns K. Yepuu. C Teuennem
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BpeMeHH, 9Ta TeHACHI TOABKO ycuauBaercs. ITo-
aTOoMYy, Koraa Mapk-Anape AMAeH — BCeMUPHO IIPH-
3HAHHBIN MacTep COBPEMEHHOro $pOpPTEIHAHHOIO
HCKYCCTBA (HHTepnpeTauHH IMHAHMCTA KaK KAACCH-
4eCKUX NMPOU3BEAEHHH, TaK 1 MAAOU3BECTHBIX IIPO-
usBepaeHnit XIX-XXI BekoB IOpaXkaroT CBOOOAOIT
U TAYOHHO IPOYTEH s, HOBU3HOM U HEBEPOSTHBIM
HCIIOAb30BaHHEM BCEX PeCypCoB q>opTermaHo), HC-
HOAHsIeT Ha 6uc aTI0A N2 4 3 «HckyccrBa 6eraoctu
naablieB> K. YepHu, 9T0 He BBI3bIBaeT YAUBACHHSL.
IIpuBaexkaer BHUMaHKMe TOT (aKT, YTO B pyKax
MAaCTepOB CIIeHbI XPeCTOMATHHHBIE IIbeChl U3 YYeHU-
94eCKOTO perepryapa IOAYJAIOT «BTOPYIO KU3HD>,
3By4aT HEO)KUAAHHO HHTepecHO. B aToM cMbIcAe BHU-
MaHM 3aCAy>KuBaeT IMKA M. AmaeHa «12 aTrop0B
BO BCeX MUHOPHBIX TOHAABHOCTSIX>, KOTOPBIN BO3-
HUK KaK [TOApaXkaHue «12 aTiopaM B MUHOPHBIX TO-
HAABHOCTSIX> ¢paHIfy3ckoro komnosutopa Ilapas
AxpkaHna, orry6ankoBaHHbIX B 1857 roay. Kanapckwuit
MY3BIKaHT noadepkuBaeT: «III. AApkaH — paseko He
IIPOXOAHAs QUIypa B UCTOPHU MY3BIKH < ... > QUry-
pa, KOTOpast 3aCAY>KHUBAeT TOTO, YTOOBI OTHOCHAUCDH
K Hefl ¢ 60AbIIMM BHUMaHHeM> | 17]. Takoe BHEMa-
Hue M. AMAeHa K AMHOCTH KOMIIO3UTOPA SIBASIETCSA
CBO€OOpPa3HBIM IIOATBEPXKACHHEM LIUPOKO H3BECTHO-
ro BoickaspiBauusa ®. Aucra, yro numenno I11. Aabkan
obaapaer Ay4qiiei GOpTeNHaHHON TeXHUKOHN CpeAr
BCeX IIMAaHHCTOB-COBPEMEHHUKOB. YKe K ABaAIlaTH-
IISITUAETHEMY BO3PACTy KOMITO3UTOP IIPOCAABHACS
KaK BHUPTYo03, criocobOusiit comepuudars ¢ . Illo-
neHoM 1 Q. Auctom. BeposTHO, IMeHHO 3TOT BUp-
TYO3HBII1 KOMITOHEHT CTHASI My3bIKaHTa OOYCAOBUA
ero BHMMaHMe K COBEPIIEHCTBY MCIIOAHHTEAbCKOM
TeXHUKH, KOTOpOe B TBOPYECKOM HACACAUH KOMIIO-
3UTOpa PEaAM30BaAOCD Yepe3 KaHp aTioAa. Berymas
B puasor c III. AapkanoM, M. AMaeH mpepaaraer
COOCTBEHHDII B3IASIA HA HCKYCCTBO POPTENUAHHOM
Ur'PBI, KOMOUHUPYS PpaKkTypHbIe GOPMYABI KAACCHYe-
CKOTO M poMaHTHYecKoro nepuopa. Murepecno, uto
IOAOOHOE COMOCTaBAEHHEe MbI BCTpeYaeM B TBOpUe-
CTBe ellje OAHOTO SIPKOTO IIPEACTABUTEAS] «KAACCHYe-
CKHX> TEHACHIHI COBpeMEeHHOTO GOpPTeIIMaHHOIO

HCITIOAHUTEABCTBA, MOAOAOTO PPaHITy3CKOTO ITHAHU-
cra JKana-®pepeprxa Hiobypske.

Hame BHMMaHue NpuBAEK TOT PaKT, YTO MMAHUCT
caeAan 3anmuch Bcex SO 9TIOAOB AAsL POpTENHAHO
«HcxyccrBo 6eraoctu maasiies>» op. 740 K. Yepuy,
a taxoke aTI0A0B D. ITlonena op. 10 u op. 2S. Tax, Ha-
IprUMep, CPaBHUM HCIIOAHEHHe ITHAaHUCTOM 9TIOAOB
Ne 21 K. Yepuu u N2 24 @. Illonena. ITopuepxuaenm, uTo
3TH IIpUMePHI OBIAU BBIOPAHBI He cAydaitHo. [Tpoana-
AU3UPOBAB HOTHBIN TEKCT, BUAMIM, UTO STIOABI UMEIOT
IIOAOOHOE PaKTypHOe H3AOXKEHMe, Tpebyromiee Ie-
By4yell MaHEpbl peYHr APIIEAXKUPOBAHHBIX IMaCCaXKern
(ABI/DKYH.II/IXC}I Jyepes3 BCe PerucTphl HHCprMeHTa)
Y XapaKTepHOM TeXHUKH 3ByKou3BAeueHHs. QakTuye-
CKH, TIepeA HaMH TOYKa IlepecedeHHs ABYX «3BYKOBbIX
06pa3oB> $OPTENHAHO, PACXOKAEHHE KOTOPIX BOC-
IPUHUMAETCS TOABKO Ha CAYX, UTO AQeT HHTepIIpeTa-
TOPY OCHOBAHMS AASI U3MEHEHHS CTHAEBBIX AOMHHAHT.

Tak, ucrioanenne @. Hio6ypike 3axBaTpiBaeT Tex-
HUYHOCTDIO, AeTKOCTBIO Y YEeTKOCTBIO apPTUKYASIIH-
OHHOTO anmnapara. HecMoTps Ha sicHOCTD pOou3HO-
IIeHNs, XapaKTepPHYIO AASL HHCTPYKTHUBHBIX OITyCOB,
B 9TIOAAX ITHAHKCT IIOAYEPKHBAET CKPBITYIO IOAUPO-
HUIO, OYATO MpUAEp)KUBas IEPBYI0 HOTY MacCaxert
(aToT adPeKT pocTHraeTcsi OAATOAAPS MAABLIEBOM
IIeAQAN M MACTEPCTBA HIOB.HCI/IPOBKI/I). HecmoTrps Ha
TO, 4TO BO BCex aTiopax O. IllomeHa HanpaBAeHHOCTD
TeXHHKHU OMUPAETCs HA POMAHTHYeCKHe KAHOHBI (T1H-
AHUCTUYECKasl BAPTYO3HOCTD, PACTSHYThIe aKKOPADI,
IPBDKKH, IIHPOKHIT OXBAT peI'I/ICTpOB), ®. Hrobypaxe
cTapaeTcsi He OTOPOCHTS, 2, HAOOOPOT, COXPaHUTD
BCe Ay4IIHe YePThI KAACCHYECKOH IKOABI — TOHKYIO
TIIAABIIEBYIO UTPY, AOTHYECKYIO A€TAAU3AIIMIO 3By4a-
med GpakTypbl, peasbHOE (a He mepaAbHOR) AeraTo
U T.A., HUKOTAQ He JXepPTBYS 9TUMH YepTaMU paAU
AexkopaTuBHbIX 9¢pPexToB. IloaToMy, MOXKHO mpea-
IIOAOXKHTB, UTO I10 3aMBICAY UCIIOAHUTEAS], 002 9TIOA-
HBIX IJUKAQ TPAKTYIOTCS KaK IIPUHAAAEXKAITHE K OAH-
HAKOBOM 3CTeTHKe, YTO, BIIPOYEM, COOTBETCTBYeT
o6meeBponeﬁCKOﬁ TEHACHIIUU I1€PeO0CMbICACHHS
tBopuecTBa Q. [lloneHa B CTOPOHY HHTEAACKTYAAU-
3aI[MM M OTKA3a OT U3AMIIHEN CEHTUMEHTAABHOCTH.
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IToapITOXHBasI, MOXKEM CAEAATh BBIBOA O TOM,
YTO «KAACCHYECKHI 3ByKOBOI 00pa3 GpoprernnaHo »
CYILIECTBEHHO BAUSET HAa Pa3BUTHE COBPEMEHHOTO
$opTennaHHOro NCKYCCTBA, AKTYaAU3UPYSICh Ha PYy-
6exe XIX-XX n XX-XXI BeKoB, 4TO 00YCAOBAMBAET
M3MEHEHHE KaK UCTIOAHMTEABHOI'O pernepryapa, Tak
U CTHAEBBIX IPUHIUIIOB ero TpakToBku. [ToaTomy
COBpEMeHHbIE IMAaHUCThI TIOPAXKAIOT CAYLIATEACH He-
O>KHMAAHHBIMU aKyCTUYECKMMH U CEMaHTHYECKUMH
HaXOAKaMH B TOM YHCA€ ¥ B MHCTPYKTUBHOM popTe-

IIHAHHOM AHuTepaType. BaXKHOCTb «Kaaccuueckoro
obpaza ¢opTernraHo>» B Pa3BUTHH COBPEMEHHOTO
IIHAHU3MA TIOATBEPXKAAETCS elje U TeM, YTO, HeCMO-
TPsl HA PAaCXOXXAEHHEe CTHACBBIX AOMUHAHT TBOpYe-
CTBQ, IIOYTU BCe COBPEeMEHHbIe ITMAHUCTBI UMEIOT
B peniepTyapHoM cricke mpousBepennsa X VIII - mep-
BoM MoAoBUHBI XIX BekoB, 06AaAasl, CAEAOBATEABHO,
KOPITYCOM CITeIfuPUIeCKHX UCTIOAHUTEAbCKUX IIPH-
emoB. IloaToMmy, mpoliecc pAnasora ¢ UCKYCCTBOM
Kaaccuriama 6ypeT IpoAOAXKATBCS.
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“NATIONAL AIRS” TOMACA MYPA B MY3bIKAJIbHON
BEHEULWAHE TrEPMAHUU XIX BEKA

AHHOTaI.II/UI. B crarpe paccMaTpuBaETCA IIpoLecc (l)OpMI/IPOBaHI/ISI <BC€HCIJMAHCKOI'O TEKCTa>»>

B KaMepHO-BOKaAbHOM My3bike Iepmannu XIX Beka. B xauecTBe MaTeprasa nccaepAOBaHMA 3aAeH-

crytorcs lied I. Dccepa, @. Menpeapcon-Xensean, M. Bproaas, 3. Meitep-XeabMyHAQ, CO3AQHHBIE

B pa3Hble T'OAbI Ha OAMH NoaTHYeckuit TekcT T. Mypa.

KAroueBbie cAOBa: «BeHELMAHCKUI TeKCT>, lied, T. Myp, I. Occep, ®. MenpeabcoH-XeH3eAb,

M. Bproaas, O. Meiiep-XeAbMyHA,

Ornomenve k Beneryu kak OAHOMY M3 CaMBIX
MO3THYHO-KHBOIKCHBIX TOPOAOB MUPA IIPOYHO YT-
BEPAUAOCD B XYAOXKECTBEHHOM TBOPYECKOM ITPAKTHKE.
B MHOTOYHCACHHBIX AUTEPATyPHbBIX COYMHEHHSAX IO-
POA IIPeACTaeT MHOTOIPaHHbBIM U IPOTHUBOPEYHBBIM,
OyAydIH M300pasKeH: TO CKBO3b IIPU3MY CAMSHUS Ae-
AOBHTOCTH U poMaHTHKH («BeHermanckuit kymery»
B. Illekcriupa), TO MPOCTPAHCTBOM BEYHOTO KapHa-
BaAa M LIEHTPOM IPOCBeieHus (Ibechl BeHEIMAHIIEB
K. Tomu, K. ToAbAOHH), TO MECTOM TaiftHBIX 3aTOBO-

poB, MpaunbIxX pacripas (aApama B. [toro «AHpXeA0
[TapyaHcKuii>» ), TO MeuTOi, 3eMHbIM paeM («Bene-
1raHcKast Houb>» M. Ko3aoBa, «EBrenuit Onerus>
A. Ilymkun n T.A.). Ho Bceraa Beners — ocoboe me-
CTO, B KOTOPOM BEYHOCTD, CTAPHHA, TECHO IIeperiAe-
TeHHI C J0HOCTHIO (AX. Baripos, I1.B.Tere, A. Ille-
Hbe, A. Miocce, A. ArryxtuH, A. Matikos, ®. Trorues,
%8 Bpoackwuit u Ap.). KatoueBbimM ocTaercst u MOTUB
Mazuveckoti Kpacomoi TOPOAQ, XOTS M MEHSBUIMICS
TOA BAMSIHHEM SCTETHK (HApUMep, ACKAAQHCa, C ero
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0cobbIM OTHOIIeHHeM K cMepTH — I. ANAHHYHIIIO
«ITaams», T. Maun «Cwmepts B Benenuu» ), Ho He
yTpaTuBmui cBoeil akTyasbHOCTH U B XXI Beke.

BaxHbIM AOTIOAHEHHEM K Pa3BUTHIO AUTEPATyP-
HO-TIO9THUYECKOH BEeHEeITHAHBI CTAAA U XYAOXKECTBEH-
Hasl Ty OAUIICTHKA — 3CCe, OUePKH, [Ty TeBbIe 3aMeTKU
BBIAQIOIIIMXCS TIPEACTABUTeAeH poMaHTH3Ma. Takoe
pasHOOOpa3ue MaTepuaAa, Pa3AUYHOTO IO XKAHPO-
BOMY, CTHAEBOMY pelLIeHHI0, HO 0OBEANHEHHOrO
Iepe>XMBaHHEeM MHCTHYECKOTO OYapOBaHUS IOpo-
A2, CIIOCOOCTBOBAAO POPMUPOBAHUIO B HCKYCCTBE
«BEHEIJUAHCKOTO TeKCTa> [0 AHAAOTUH C TEPMHHOM
B. Tonoposa [ S] man «ropoackoro muda>» Beneruu
[3;4; 7].

HHTepecHO, 4TO B My3bIKOBEACHUU AAHHAS TeMa
He TTOAYYHAQ 3aKOHYEHHOTO BBIPXKEHHS B BUAE Ca-
MOCTOSITEABHOT'O HCCA€AOBAHUS, UTO IIOATBEPXKAQET
ee aKTyaAbHOCTD, IIPOBOLIMPYS HA U3y4eHHE MY3bl-
KAaAbHOM BEeHEIHaHbl M, KOHKPETHO, HHCTPYMEHTOB
BOIIAOIIEHHSI COOTBETCTBYIONIEN TeMbl B My3BIKe.
IfeAb AQHHOI CTaTbU 3AKAIOYAETCS B PACKPBITUU
0CcobOeHHOCTell TPaKTOBKU obpas3a Benenuu B xa-
MEpPHO-BOKAABHOM My3bIKe HEMEIJKUX KOMIIO3UTO-
pos XIX Bexa.

CospateaeM apxerunuyeckoro obpasza Hra-
AWM B HEMEI[KOH XyAOXKeCTBEHHOM! TPAAULIUU IIPH-
3HaH . B. I'ete. ABaxxabI mocetus Mraauro (B 1786
1 1790 ropax), OH BOIAOTHA CBOM HAOAIOACHHS
B «MTasbsHckoM myTemectsun> (1813-1817) [1]
1 «Jnurpammax> (1790) [2], cTaBmmx Aas MHOTHX
ITOKOAEHUI €r0 COOTeYeCTBEHHUKOB HAaCTOABHBIMU
kuuramu. Paccysxaenns M. B. Tete 06 uraabsHcKO#
ApXHUTEKTYpe, )XMBOIIMCHOM KOAOPUTE UTAAbSHCKUX
TOPOAOB, TeATPAABHBIX ITPEACTABACHHSAX, HAIJHOHAAD-
HBIX TPAAULIMSX U XapakTepe, pOPMUPOBAAH Y OYAY-
IUX Iy TeIIeCTBeHHUKOB U3 ['epMaHuy, KaK B IleAOM
U Yy POMAHTHYECKON MOAOAEXKH, IPeAOLIyIIeHHe
Wraanu, 0oaTH3npys 1 MHPOAOTH3HPYsI ee 00pas3
3aAOATO AO BCTPEUH C peaAbHOM ACHICTBUTEABHOCTBIO.

OrtaAeAbHBIE CTPAHUIIBI IOCBATHA ITOST U Bene-
run. M oyeBHAHO, 4TO MPUBOAMIMOE UM OIKCaHHE
IIOAAMHHOTO IIeHHUSI BEHEIJHAHCKHUX TOHAOABEPOB, KO-

Topoe yxe Bo BpeMeHa M. B. Iete cuntasocs pepko-
CTBIO, UCYE3AIOIeH TPAAUITHEH, IIOCAYXKHAO HMITyAb-
coM K mosiBAeHUI0 QoprenuaHHbix Venetianisches
Gondellied ®. MenpeapcoHa-BapToAbAY, peleHHbIX
B AyXe MATKONM MEAAHXOAHMH, TOHKO ITOAMEYeHHOM
HNMEHHO I10O3TOM.

YuuTbIBasi AQHHBIN PAKT, 3aKOHOMEPHBIM OBIAO
IIPEATIOAOXKHUTD, YTO NUMeHHO 1oa3us M. B. I'ere mo-
AYYHT pa3paboTKy B KAMEPHO-BOKAABHOM MY3bIKe
HeMeI[KUX KOMITO3UTOpOB. OAHAKO, HEIPpeABUAECH-
HBIM PEKOPACMEHOM IO YUCAY «OMY3bIKAACHHBIX>
cTuxoB o Benernuu craa anramvannsa Tomac Myp,
06O0OLIMBIIHIT B CBOMX IIO3THIECKIX MUHUATIOPAX
OCHOBHbIE MOTHUBBI, CBsI3aHHbIE C 0OpPa3oOM 3TOTO
ropoaa: MOpe-HOYb-TOHAOAQ-AIOOOBHOE IIPHUKAIO-
YyeHHe-CBUAAHUE,

denomeH BocTpebOBaHHOCTH TBOpUYecTBa To-
maca Mypa / Thomas Moore (1779-1852) xowm-
IIO3UTOPCKOF MPAKTUKOIN MOXET OBITh 0OBICHEH
PSAAOM IpUYHH. Bo-mepBbIX, 9TO yBA€YEHHOCTD aB-
Topa HallMOHAaAbHbIMHU (bOAbKAOpHI)IMI/I MOTHUBaMHU
¥, B YaCTHOCTH, Pa3paboTKa HPAAHACKO TEMBI, AO
TOM ITOPBI MAAOM3BECTHOM €BPOMENCKOM MOJ3UHU.
Bo-BTOpPBIX,— OAN3KOE 3HAKOMCTBO C 9IMATAXXHBIM
A>x. baitpoHOM, pe3yAbTaTOM 4ero cTaAa CO3AaHHas
T. MypoMm 6uorpadus Beanxoro moara. Haxoner,
IIPOCTOTA, U3SIIEeCTBO, IPAIJUO3HOCTD U My3bIKAAD-
HOCTb €r0 IIO3THYECKON MY3bl, BAOXHOBASIBIIIEH HE
OAHO ITOKOAEHHe My3bIKAHTOB. B 06meit caoxHO-
ctu 122 ero TekcTa ObIAM UCIIOAB30BAHBI AAS 168
BOKAABHBIX KOMITO3UITUM. B MX 41CcAO BXOAST 1 TaK
Ha3bIBaeMble «BeHeI[UAHCKUe APUH > U3 MHOTOTOM-
Ho antororuu National Airs, 0co6eHHO MOAIOOHB-
Iyecs HeMeIlkuM KomnosuTopaMm. He mperenays
Ha KaTeTOPUYHOCTD BBIBOAOB, YKaXKeM, UTO C ITOA-
HOM yBEPEHHOCTHIO MOXXHO TOBOPUTH 00 aKTUBHOI
TBOPYECKOI arpobariiy B KOMIIO3UTOPCKOH IIpaK-
tuke ['epmannn B XIX Beke Tpex «BeHeIIMAHCKHX >
cruxorBopenu# T. Mypa:

«  "Oh, come to me when daylight sets” / “O komm

zu mir, wenn durch die Nacht” / «O, nmpupu xo
MHe, KOTA2 HaCTynuT Houb» (National Airs,
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volume I, 1818; mepeBop Ha HeMeLKHil — M-
Manyaab [eitbean, koner 1830-xropos) [16];

«  “Row gently here” / “Leis’ rudern hier, mein
Gondolier!” | «I'pebu uexueit, moit Tonpo-
avep!>» (National Airs, volume III, 1822;
nepeBoA Ha Hemenkuil — Pepannanp Ppeit-
aurpart, 1840) [14];

« “When through the Piazzetta...” / “Wenn
durch die Piazetta...” / «Kozda uepes ITvs-
yemmy... > (National Airs, volume IV, 1822;
nepeBoA Ha Hemenkuit — Pepannanp Opeii-
aurpart, 1840) [15].

K nepeBopaM Ha HeMELKHUIT SI3bIK OKA3aAKCH IIPH-
YaCTHBI ABA BBIAQIOIMXCS IIEPEBOAIHKA, IIO9ThI-POMAH-
THKY, OAM3KIE APY3bst OMMaHyaAb [eitbeas / Emanuel
von Geibel (1815-1884) [8] u ®epannanp Opeitan-
rpar / Ferdinand Freiligrath (1810-1876) [6; 11].

Han6oabinee 4ncA0 My3bIKaAbHBIX BOIAOLIeE-
HUT — 60oAaee 40! — MOAYYHAO TEpBOe CTHUXOTBO-
penue u3 aroro crucka. Hadaao 6bIA0 OAOKEHO
“Gondellied” Johanna Kinkel B 1838 roay (N2 3 us
0p. 8), BEpOATHO B CBA3U C IIepBOit MyOANKaIIeil He-
Merikoro repesoaa J. eitbeast. K aromy sxe meproay
1840-X roAOB OTHOCSTCSI ellje 0estMb MIPOU3BEAe-
uuil: “Gondoliera” Pypoasda dayapaa Taast / Rudolf
Eduard Thiele (op.7,N¢ 1, 1839); “Gondellied” ®pu-
Apuxa Buasreasma Kroxena / Friedrich Wilhelm
Kiicken (op. 30, 1840); “Gondellied” ®annu Men-
AeabcoH-Xenseab / Fanny Mendelssohn-Hensel
(Ne 6 uz op. 1, 1841); “Gondoliera” Kapaa Asrycra
Kepna / Carl August Kern (N 3 u3 op. 4, 1845);
“Gondoliera” Moranna Bennecaasa Kaaausoas: /
Johann Wenzeslaus Kalliwoda (N 1 u3 op. 139, 1845);
“Gondoliera” Codu Bopep / Sophie Bohrer (op.7);
“Gondoliera” Ayn IllaorT™ana / Louis Schlottmann
(N2 2 us op. 1, 1847); “Gondoliera” Kapaa lenpuxa
Peitnexe / Karl Heinrich Carsten Reinecke (N 2 u3
op. 18, 1847/48); “Gondoliera” Tenpuxa Jccepa
/ Heinrich Esser (N2 1 u3 op. 29, 1849). Ouepunana
YCTaHOBUBIIIASICS B TEYEHUE ASCSTHAETHS TPAAULIHSL
ABYX BAPHAHTOB Ha3BaHUi1 poMancos — “Gondoliera”
u “Gondellied’, mopaep>xuBaeMast IOCAEAYIOIUMU

apropamu. HeAb3s mpo¥itu 1 MUMO PpakTa aKTUBHOTO
YYacTHs B TBOPYECKUX IPOLECCAX XKEHIIH-KOMIIO-
3UTOPOB. TOABKO B 9TOM CIIMCKE IIPEACTABAECHO TPU
umenu — Johanna Kinkel, Fanny Mendelssohn-Hensel,
Sophie Bohrer.

OmnpepeseHHasT H30BITOYHOCTD PaspabOTKH
AQHHOTO CTHXOTBOPEHHUS B CTOAb HEBEAUKHUII CPOK,
BEPOSITHO, CTaAQ IPUYUHON BPEMEHHOTO OXAXKAE-
HUS MHTepeca K HeMy CO CTOPOHBI KOMIIO3UTOPOB.
OTO MOATBEPIKAAETCS OCTENIEHHBIM COKpaIleHIeM
YHCAQ POMAHCOB B IIOCAEAYIOIIHE ABA A€CSTUAETHS.
B 1850-e roab! 6bIAM HAIIMCAHBI 1516 MHHUATIOP:
“Gondoliera” iozepa Moaxumma Padéa / Joachim
Raff (Ne S us op. 51, 1849-50); “Gondoliera” YOu-
yca Otro Ipumma / Julius Otto Grimm (N2 Suz op. 1,
1853); “Gondoliera” Al. Kern (N2 2 u3 op. 2, 1855);
“Schifferlied” IllapaorTtst Bayep / Charlotte Bauer
(Ne 3 us op. 6, 1857); “Gondoliera” Po6epra Im-
mepuxa / Robert Emmerich (N2 1 us op. 7, 1858).
B 1860-e roast ToAbKO déa pomanca: “Gondoliera”
Oayapaa au Xaprora / Edouard de Hartog (N° 2 u3
op.39,1861) u “Serenade” Tenpu Iupcona / Henry
Hugo Pierson (1864).

HoBbi1 Bcraeck HHTepeca K AAHHOMY II09THYe-
CKOMY TEKCTY IIPHUXOAUTCS HA IOCAEAHIOIO Y€TBEPTh
XIX Beka, koraa mumercs 6oaee 20 KaMepHO-BOKAAD-
HbIX MUHUATIOP: “Gondoliera” ®paria Puca / Franz
Ries (N2 3us op. 11,1872); “Gondoliera” Kapaa Mau-
ca / Carl Machts (N2 3us op. 29, 1874); “Gondoliera”
Tepmana Hropu6epra / Hermann Niirnberg (op.
116, 1875); “Gondoliera” dvuas Hysepka / Emil
Nauwerk (N2 2 u3 op. 2, 1876); “Gondoliera” Puaap,
Kasiitamuxean / Richard Kleinmichel (N2 6 us op.
29, 1876); “Gondoliera” Orro SIpuna / Otto Jaritz
(1876); “O komm zu mir” Kapaa INoawmra / Carl
Pohlig (N2 3 u3 op. 2, 1879); “Gondoliera” Xaitapu-
xa Moan6e / Heinrich Molbe (N2 6 u3 op. 4, 1879);
“Gondoliera” Dpucra YUnaepepa / Ernst Tschiderer
(1883); “Gondoliera” Teopra Puiikena / Georg
Rijken (N22 us op. 4, 1885); “Gondoliera” Cese-
puna Baprepecesmua / Severin Warteresiewicz (N2 2
us op. 10, 1889); “Gondellied ” Vlozepa Crpunpko
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/ Josef Stritzko (N2 2 u3 op. 1, 1890); “Gondoliera”
Ttourepa Bapreas / Giinther Bartel (N¢ 1 u3 op. 18,
1884); “Gondoliera” Kapaa Kpaaaa / Karl Krall
(Ne 1 us op. 2, 1886); “Gondoliera” Dpuxa Meiiep-
Xeabmynpa / Erik Meyer-Helmund (N2 1 u3 op. 71,
1888); “Gondoliera” Virnara Bproaas / Ignaz Briill
(N2 4 u3 op. 62, 1891); “Gondoliera” Aaexcuca Xoa-
aanpepa / Alexis Holldnder (N2 1 u3 op. 43, 1892);
“Gondoliera” Aropsura Bpronca / |. Ludwig Bruhns
(1896); “Gondoliera” Tlerepa Tacrta / Peter Gast
(Ne 3 u3 0p. 9, 1900); “O komm zu mir, wenn durch
die Nacht” Esrenus Totan6a / Eugen Gottlieb (N2 S
u3 op. 2, 1900).

OTAEABHYIO IPYIIILY COCTABASIOT IIPOM3BEACHNS,
npeAHa3HaueHHbIe AAs Xopa: “Gondoliera” Kaaps
IMlyman / Clara Schumann (N2 3 u3 Drei gemischte
Chdre, 1848); “Gondoliera” T'ycrasa Xacce / Gustav
Hasse (N2 6 u3 op. 10, Sechs Gesdinge fiir gemischten
Chor, 1875).

He MeHee HacBILIEHHON OKa3aAOCh U CyAbOa
TpeTbell «BeHeLMaHCKou apun>» T. Mypa “When
through the Piazzetta...”. B HemerxoM mepeBope
®. Opeiiaurpara (“Wenn durch die Piazetta...”)
3TO CTUXOTBOPEHHE AETAO B OCHOBY 14 BOKaAbHBIX
KOMITIO3HIIHI, CPEAU KOTOPBIX Bblparomuecs lied
P. ITlymana u O. MenaeabcoHa-BapToabaH, a Takoke
IPAKTUYECKY HEM3BECTHBIE HA CETOAHSIIHUI ACHb
K. Aexxepa, A. ®ecky, X. ITupcona, P. pon I'epuxke,
A. Uencena, ®. Cubmana, D. Mariepa-XeAbMyHAQ,
A. bynrepra, P. Qucxoapda, JK.K.Tassra. Pamxu
CTaTb¥ He MO3BOASIIOT PACKPHITh U36PAHHYIO TEMy
BO BCEOXBATHOCTHU MY3bIKAABHOTO MaTepraaa. Ilo-
9TOMY COCPEAOTOYHMM BHHUMAaHME Ha 4eThIpEX lied,
HAIMCAHHBIX HA TEKCT «BEHELMAHCKOTO> CTHXOT-
Bopenust T. Mypa“Oh, come to me when daylight sets”
/ “O komm zu mir, wenn durch die Nacht” [16].

“Gondoliera” Tenpuxa Dccepa / Heinrich Esser
(1818-1872) — nepBbiit pomanc u3 op. 29 “3 Lieder
von E. Geibel”, HanncaHHbBIX AAsI TOAOCA B COIIPOBO-
>KAEHUU GOPTENMAHO C BAOAOHYEABIO AU AYXOBBIM
uncrpymenroMm [ 10]. Brepsbie 6b1a omy6ankoBan
B 1849 roay.

MysbikasbHasg ¢opMa B AAHHOM POMaHCe IjeAH-
KOM TIOAYMHSETCS MOoaTH4Yeckor. IIpuHnum Tpex-
KparHoro nosroperus crpodst ‘O komm zu mir...”
B YepeAOBAHUU CO CTPO(PaMU-IIMH30AAMU < OT3bIBA-
eTcsi>» U B My3blkaabHOI cTpykType ABACAC Coda.
IToaHOE COOTBETCTBHE POHAO OTYACTH HAPYIIAeTCs
HEM3MEHHOCTBIO PaKTYpPhl U METPO-PUTMUIECKOTO
PHCYHKa B IAPTUU GOPTENMAHHOTO COIPOBOXKACHI
Ha IIPOTSDKEHHH BCETrO POMAHCA: apIeAXKHO (mecr-
HAAITATHIMHU) U pUTMHIYecKast UIyPaIfHs aKKOPAAMU.

®oprenuannoe Berynaenue (1-14T.) ocHoBano
Ha BBIPAa3UTEAbHOM TeMe, IIeCeHHOM IO IIPUPOAE, YTO
OTPa’keHO B ee CTPYKType C THIIUYHBIM AAS TIECHU
nopropenueM npuresa: a (2+4)+b (4)+b (4). [pu-
3HAKH 0apKapOABI IIOATBEPKAEHBI 3HAYUMOCTHIO 3a-
TaKTa MpH OOLIeM TPEXCAOXKHOM pa3Mepe MOTHBA
(AaKTHAD): BO 2-M, 6-M 1 10-M TaKTaX 3aTaKT U 061Ias
HAIPaBACHHOCTDb ABIDKEHHS K CHABHOM AOAe Iiepe-
AQIOT OIITyIIjeHHe TOAYKA BECAOM H TIOCAEAYIOIIEro
CKOABKEHMSI AOAKH IIO BOAHOM TAaAU. 3aCAy>KHBa-
eT BHMMAaHMSI MHTOHAIIMOHHAS CAMOCTOSATEABHOCTD
TeMbI BCTYIIACHHS, BBICTYTIAIONIeH Ha PaBHBIX C OC-
HOBHOM TeMOM pOMaHCa B BOKaAbHOM mapTuu. OT un-
CTPYMEHTAABHOM TeMbI BCTYTIAHHUS IIPOU3BOAHBI BO-
KaAbHBIE TeMBI IIEPBOTO (B) u BTOPOTO (C) ammsopa
pomanca. [Topoo6Hast mapuTeTHOCTD POPTEIHAHHOMN
¥ BOKAABHOW [TAPTHI, BBIPA3UTEAbHBIX II0 0OpasHOMY
Y TeMaTHYeCKOMY HaITOAHEHHUIO, CTAHOBUTCS] OTAMYH-
TEAbHOM 4ePTOM AAHHOTO POMAHCa B IIEAOM.

A uau pedpen (15-30 1.) npeacraBasiet co6oit
IIPOCTOM IIEPHOA M3 ABYX IPEAAOKEHMH (8+8),
opHOTOHAABHBIN (As-dur), IIOBTOPHOT'O CTPOEHHUSI.
CootBercrByer noarudeckum crpodam: “O komm
zu mir...” u “Dann schwebt mit...”. B cpaBHeHnu
C APYTMIMHU aBTOpaMH (I/I bproaas, O. MenaeAbcoOH-
Xensean, J. Meitep-Xeapmynp), I. Dccep «cabl-
IIUT> II03THYECKHe CTPOKH pedpeHa Kak Ooaee
AAUTEABHBIE MY3bIKAABHbBIE CTPYKTYpPBI: TO, YTO
Y APYTHX siBAsieTCSI Pa3ol, yKAAABIBAIOIEHCS B 4-X
takt (Hanpumep, y ®anHu MeHAEABCOH), Y Hero
IpeACTaeT 8-TaKTOBBIM IpearoKeHHeM. [TopoOHas
HECIIeIIHOCTDb Pa3BepPThIBAHUSA MEAOANH pedpeHa,
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KaK ¥ AOMUHHpYIOIee B Hell ABIDKEHHe IT0 3ByKaM
TOHHMYECKOTO KBAPTCEKCTAKKOPAQ, «BCKPBIBAIOT >
HaIMOHAABHYIO IIPUPOAY HEMELIKOM Lied.

MHTepecHO, YTO B paMKaX CaMUX IPEAAOXKEHUI
KOMIIO3UTOP TIPeAAaraeT O4eHb HMHTepPecHOe CO-
OTHOIIeHHe MacmTaboB ¢ppas: 4+2+2. IIpu aTom
B BOKAABHO! ITAPTUH TeMa 3aHUMAaeT 6 TaKTOB BMe-
cTO oxupaeMbix 8-mu. B pesyabrare maprusa pop-
TEIIMAHO CAOBHO <AOTOBApHBAeT> HEAOCTAOIIHe
2 TaKTa, BOCCTAaHABAMBAsI TAPMOHUYHOCTb pOPMBI
1jeaoro. FIHTOHAITMOHHO TH 2 TaKTa «POAOM> U3
Templ Berymaenus (cp.: 21-22 u 9-10 T.; 29-30
u 13-14 TakTh COOTBeTCTBeHHO). Takoe TOHKOe
B3aHMOAEICTBUE Ha YPOBHE MOTHBOB, TeM6pPOB (ro-
AOCa Ml HHCTPYMEHTA) YCHAMBAET EAMHCTBO 11€AOTO,
a TaKoKe MOAYEPKUBALT 3HAYUMOCTD POPTEITHAHHOTO
COIIPOBOXKAEHUS, O CAMOCTOSITEABHOCTH KOTOPOTO
y>Ke OBIAO 3asIBA€HO BO BCTYIIA€HUH, €0 COIOAYH-
HEHHOCTH C IIAPTHEN BOKAAA.

B (1snu300, “Die Luft ist weich wie Liebesscherz...”
31-40 T.) OT™MeueH OTKAOHEHHEeM B TOHAABHOCTb D
(Es-dur). ITpocroit mepuop 10 taktos (4+6). Xapak-
Tep 60Aee AMHAMUYHBIN B CPaBHEHUH C pedPpeHOoM,
4TO OTPaXKAeT COAep>KaHHe CTPOPBI, B KOTOPOH pac-
CKa3bIBAETCSI O BeCeAbe, IPOCHIIAOIEMCs CO 3ByKa-
MU AIOTHU. YCTAaHABAUBAETCS ABIDKEHUE BOCHMbBIMU
B I[POTUBOBEC AOATHIM AAUTEABHOCTSIM HadaAa, boAee
aKTHBHO 3aAeHCTBYeTCs ITyHKTUPHbIA PUTM, MEAO-
AW HachIIIaeTcsl ckaykamu. Pacmupenue Broporo
IIPEAAOKEHHS B MY3bIKe CBS3aHO C ITOBTOpPEHHEM
crpoxu “Mit in die Lust hinein” . C Bo3BpaieHuem
noatudeckoro peppena ‘O komm zu mir...”
BpalllaeTcs U My3bIKaAbHbIN pedpen (A, 41-56 T.),
a6COAIOTHO MAEHTUYHBII IIEPBOMY IIPOBEAEHHIO.

BO3-

C (57-82 t.) — BrOpoit anu30p, Hanb6OAEE Mac-
IITAOHbIN, TaK KaK OXBAaTbIBA€T TPU MOITHIECKUX
crpodbl Hx copeprkanue 04eHb pOMaHTHYHO: HOYHOM
Me3a) CAMBAETCsl C HACTPOEHHEM repoeB; THIINHA
He0eC 1 BOAHOI TAAAM 9MOLIIOHAABHO FApMOHHUPYIOT
C TUXUMHU A€BUYBUMU OApKapOAAMH, IIOBECTBYIOLINMH
0 caapocTH 3eMHOM AI06BU. ABe cTpodsl (Des-dur)
BBIPXKEHBI HEKBAAPATHBIMH IPEAAOXKEHUSMH II0-

BTOPHOM CTPYKTYPbl, C 9AeMEHTaMH BapbHPOBAHMUSL:
“Das ist fiir Liebende die Stund’, Liebchen, wie ich und
du; Liebchen, wieichund du” (3+2+2), u “So friedlich
blaut des Himmels Rund, Es schlift das Meer in Ruh.
Es schliift das Meer in Ruh” (eue opuH ceMUTaKT,
cooTBeTcTBeHHO). [ToKa3aTeAbHO, YTO KOMIIO3HTOP
npuberaeT K MOBTOPY MOSTHYECKUX CTPOK (TTOCAeA-
HIHe B K&KAOI U3 CTPOQ, BHIACACHDI KUPHDBIM) B [IEASX
YPaBHOBEIINBAHIS KOMIIO3ULIHIN.

Tpersst crpoda anmsopa “Und wie es schlift, da
sagt der Blick...” B b-moll pemraeTcst kak mocaepoBa-
TeAbHOCTD Tpex $ppa3 B BOKaAbHO# maptun (4+4+3).
B MHTOHAIIMOHHOM OTHONIEHHH 3A€Ch OOBEAMHEHBI
060pOTHI Kak pedpeHa (BOCXOAAMAs KBAPTA, B MEAO-
AMKe — a6PUC 3ByKOB rApMOHUYECKUX QYHKIIUIN), TAK
¥ BCTYTIAeHUS (XOA Ha OKTaBY C MOCAEAYIONIMM 3a-
noAHeHHeM). BO3BpaT BOCHMBIX U ITyHKTUPHOTO PUT-
Ma OTCBIAAET K My3bIKe [1epBOro anusopa. C Touku
3peHUsI FAPMOHUHY STIU30A IPEACTABASIET OTKAOHEHHE
B cdepy S aast As-dur. ITpu aTOM Hekast CTabHABHOCTD
AOCTHIAETCsl 32 CYET UCIIOAb30BAHMUSI OPIaHHBIX ITYH-
KTOB Ha des, b, ¢, npurnMaromux o poas T, 10 D B 3a-
BUCHMOCTH OT MOAYASILIIOHHBIX IIPOLIECCOB.

Coda (99-109 T., o MacmTa6HO-TEeMaTHIeCKOM
crpyxrype 4+7) “O komm zu mir, O komm...”" . Aas
KOADBI KOMIIO3UTOP IOBTOPSIET HAYAABHYIO CTPOKY
pedpeHa, a B My3bIKe HAXOAUT HOBbIE FAPMOHUYECKHE
KPACKH, BBOASL OTKAOHEHHUE B AAAEKHE TOHAABHOCTH
Ces-dur u Ges-dur. Ho uepes aasrepuposanmbiit [V°
As-dur Bo3BpaiaeTcsi B OCHOBHYIO TOHAABHOCTb.

B 1jeAOM caeAyeT OTMETUTD MHTEPECHOE B CBOEM
PasHOO6pa3iy TOHAABHOE U FAPMOHUYECKOE pellle-
Hue poMaHca. OYeBUAEH AOTHYECKH BHICTPOEHHBI
TOHAABHBIN [IAQH, OTPAKAIOILIMI KAACCHKO-POMAH-
THYeckoe Mpiniaenue aBropa: A — As-dur (I, T) - B -
Es-dur (V, D) - A — As-dur (I, T) — C — Des-dur (IV,
S)—A — As-dur (I, T) — Coda (S, T). Hean3s He oT-
METHTb IHUPOKOE MCIIOAb30BAHNE AABTEPHPOBAHHbBIX
CEIITAKKOPAOB, OTKAOHEHHI B AAACKHE TOHAABHOCTH,
B TOM 4HCAe U 9HrapMoHudeckue (kopa). ITpu BbI-
AEPYKAHHOCTH OAHOTO GaKTYPHOIO PHCYHKA MMEH-
HO FapMOHUYECKOE Pa3BUTHE CTAHOBUTCS BEAYIIIM
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¢$akTOpoM BHYTpEHHE!N AMHAMUKH, BHIACASIS MHUHHA-
TIOPY CPEAU APYTUX 00OPA3LIOB HA AaHAAOTHYHBII TEKCT.
YuursiBasi $paKT, CylIeCTBOBAHHUS K TOMY BpeMeHH 60-
Aee AeCSTKA POMAHCOB Ha «BeHEeITMaHCKHe> TeKCThI
T. Mypa (P. Tuab, @. Krokes, P. Tyman, ©. Menpean-
con-Xenseab, K. Aexxep, . Menpeabcon-baproaban,
K. Kepn, WM. Kaaausoaa, A. IllaorT™maH, K. Peitneke,
A. ®ecka), MOKHO KOHCTaTHPOBaTh, 4T0 X. Dccep AO-
CTOIHO ITPOAOAXKHA Pa3paboOTKy AAHHOI TEMBIL.

Gondellied ®anaun MenpeabcoH-XeH3eab /
Fanny Mendelssohn-Hensel (N 6 us op. 1, Sechs
Lieder, 1841) namucaHa B KyTIA€THO-CTPOHUECKOit
dopme: A A [12]. PoHpaABHYIO CTPYKTYpPY CTHXa
KOMITO3UTOP «BCTPAUBAeT> B 2 KYIAETa, KaXKADIH
13 KOTOPBIX pelleH KaK IpocTas 3-X4acTHas $pop-
Ma C KOAOH: aba, Tae @ — TIpeAAOXKeHHe U3 ABYX
$pas, SABASIOMUXCS ABYMs 3BEHDBSMHU CeKBEHIUH.
b - cepepuHHOE TIpeAAOKEHHE, TAK)Ke IOBTOPHOTO
crpoenus (4+4), B opnonmensom munope (a-moll).
D yHKIHS HEYCTOMYMBOCTHU IIOAYEPKHYTA OPTaHHBIM
myHkToM Ha D B mapTuu conpooxkaenus. HMurepec-
Hast AeTaab! To, YTO 3TO He CAaMOCTOSITEABHBIH pas-
AeA, Kak HanpuMep y X. Dccepa, IOATBEP>KAAETCSA
ITIOMUMO MY3bIKaAbHbIX 0cobeHHOCTeN 1 peAaKIuen
IIO9TUYECKOTO TEKCTA: IIOCAE IIePBOH CTPOPBI CTOUT
He TOYKa, a 3arsaTas. Taioke 3arsrpie IpUCYTCTBYIOT
mepea IepexoAOM K pelpu3e, YTO yKa3bIBaeT, YTO
3TO BCe-TaKH MPEAAOKEHHs, a He IIEPUOABI KaK 3a-
KOHYEHHbIe CTPYKTYPHL. FI3aMeHeHus B TyHKTyaIuu
MOAYEPKHBAIOT XapaKTep CKBO3HOIO Pa3BUTHS, He-
IPePBIBHOTO TeYEHHsI My3bIKAaABHON MBICAHL. YKaXKeM
Ha PSIA APYTHX IIpe0Opa3oBaHuil IO3TUYECKOTO IIep-
BOUCTOYHUKA:

e B TeKCTe IIeCHU IIPOU3BOAUTCS 3aMeHa CTPO-
KU U PSIAQ CAOB BO BTOPOM KYTIAETE PAAU CO-
XpaHeHHs My3bIKAAbHOTO PUTMA;

e HAAOXKEHHe IPHHIMIA PeIpH3HOCTH Ha
POHAAABHYIO CTPYKTYPY CTHXa IIPUBOAUT BO
BTOPOM KyTIAeTe K QYHKIJHOHAABHBIM HeCO-
OTBETCTBHUSIM ITOITUYECKOTO U MY3bIKAABHO-
ro pspos (B cruxax: Das ist fiir cel'ge Liebdie
Stund’ ... — axcnosunms, O komm zu mir, wenn

durch die Nacht... - penpusa. B My3pixe — 9Kc-
TIO3HIIHS U PENPU3a UACHTHYIHDL);

+  POAB KOABI B 0OOUX KyTIA€TaX BBIIIOAHSET II0-
BTOpeHHe 3aKAIOUHTEABHON CTPOKHU MOCAEA-
et moaTrueckoit crpodsi (Dann schwebt mit
uns in Mondespracht... ). B mysbike o HacTy-
IIA€HUH KOABI CBAETEAbCTBYET IIpepPBaHHBII
KaAQHC C OTKAOHEHHEM B [TAPAAAEABHBIN fis-
moll, a B MEAOAMYECKON AMHUU BOKAABHOMN
[APTUU — HUCXOASIee ITOCTYIIeHHOe ABH-
>KeHUe, CAOBHO ypaBHOBEIIUBAOL]ee CKAYKU
B MEAOAHH B IIPEALIECTBYIOIIUX Ppasax.

B nreaom, mecusa @. MenpeAbcoH-XeH3eAb HOCUT

HE MEAAHXOANYHDBIN XapaKTep, CTOAb TPAAUIIMOHHbIA
AAsL QOpTeNHaHHbIX ITbeC ee Opara, a PaAOCTHO-BOC-
Top>KeHHbIH, cpoaHu «IlocBsmenmo> P. Illymana.
O6 9TOM CBHAETEABCTBYIOT U H30paHHASI TOHAABHOCTb
A-dur, ycTpeMAeHHbI XapaKTep MEAOAVKH BOKAABHOM
IIAPTHH, CAOBHO B3AETAIOII[el I10 3ByKaM TOHHYECKOTO
KBapTCEKCTAKKOPAQ, IIHPOKFIE OKTABHbIE CKAYKH, Tap-
MOHMYeCKHe GUTYPALIUH B COIIPOBOXXAEHHUH 110 3BYKaM
rapMoHndeckux QpyHkImit. CO3AAeTCsI OLIyIIIeHHe, YTO
B AaHHO# Gondellied oMuMO MPU3HAKOB XXaHPa 6ap-
xapoast (pazmep 6/, puTModopmyAa Haca C TUITIIHOIN
OCTaHOBKOM Ha BTOPOM AoA€) IIPUCYTCTBYIOT ¥ Y€PTHI
BeceHHell necHu, HEPEAKOI B TBOPYECTBE IIPEACTABHTe-
A€M ABCTPO-HEMEIIKON TPAAMLIMH, C IIPUCYIIUMU e
YCTPEMAEHHOCTBIO ABIDKEHMS], OOIIell AMHAMUKOL,
KOTOpbIE PEAAU3YIOTCS B MAPTHU POPTEIUAHO Yepe3
¢urypanmu mecTHaplaThIMU. BaxkHO mopuepkHyTD,
YTO CPEACTBA MY3BIKAABHOTO BBIPAXKEHIIS, 3AAEHCTBO-
BAaHHbIE B 9TOM POMAHCe, TOAOOPAHbI KOMIIO3UTOPOM
MHAUBUAYAABHO AASL AAHHOTO CAy4asi, OTPKasi ero
CyObeKTHBHOE BOCIIPHATHE ITOITHYECKOTO TEKCTA.
IToAOGHBIN BBIBOA MO3BOASIET CAEAATH 3HAKOMCTBO
¢ Apyrumu niecHsiMu Oanan MeHAeAbCOH-XeH3eAb.
PasAn4HbIe IO TEMATHKE, TO3TUYECKUM UCTOYHUKAM,
OHHU [OPAXKAIOT Pa3HOOOpa3HeM MOAXOAOB KaK B T1Ad-
He YKQaHPOBOTO, HHTOHAIIMOHHOT'O, TaK U PaKTyPHOTO
PpellIeHys], CBUAETEABCTBYIOIETO He TOABKO O BHICOKOI
My3BIKAABHOM OAQPEHHOCTH HX aBTOPA, HO U IyTKOM
OTHOIIEHHH K T03THYeckoMy cAoBy. Hanboaee 6Au3-
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KO¥ IO pelneHHI0 K paccMarpusaeMoit Gondellied
oxasbiBaercst “Bergeslust” / C padocmuto 6 2opwt (Tak
e HarucanHas B A-dur!). Hao6oport, necus “Italien”
/ Umaaus, kazasocs 6b1, poacrBentast Gondellied no
00'bEKTY BAOXHOBEHYIS], BOIIAOLIeHA COBEPIIEHHO HHbI-
MU CPEACTBAMH — KaK KOHIIEPTHAsI apUs B AyXe OAeCTsI-
II[eTO BAABCA.

Condoliera Vrnana bproaas / Ignaz Briill
(N2 4 op. 62, Fiint Lieder, 1891) Bo MHOTOM 6AU3K2
Gondellied ©. MenaeabcoH-XeH3eAb II0 MY3bIKAAD-
HO-TIO3THYeCKOi cTpyKType [9]. 3pech Taroke ABa
kymaera (AA), pelieHHBIX B TPOCTO#t 3-X YaCTHOM
dopme (aba). Kpaitnue pasaeast kymnaera (a) — mpea-
AoXxeHHe 13 ABYX ¢ppa3 (4+4) OBTOPHOTO CTPOeHHMS,
moayaupytomero turna (T->D us As-dur B Es-dur).

Cepeauna (b) — ABa IpeAAOKeHUs], B KOTOPBIX
IIPOAOASKAOTCSI IIPOLIECChl FAPMOHUYECKUX IIPe06-
Ppa3oBaHUM — OTKAOHEHH, PACLIBEYEHHBIX IIPOXOAS-
IMMH TapMOHUSMH, aAbTepalLiuel cTyneHe. B aeit-
CTBUTEAPHOCTH, UX MOXXHO PacCMAaTPHUBATh ABYMSI
3BEHDbSIMU CEKBEHIINM, TA€ B [IEPBOM AQHO OTKAOHE-
Hue B b-moll, a Bo BropoM — Bo3Bpar B As-dur. Mopy-
ASILIMS OCYIIECTBASIETCS YePe3 II0CAEAOBATEABHOCTb
aaprepupoBantoit S u D: B Es-dur VI;S:H 7*5 -V -
I (b-moll); IV, 1V, *3 -V (As-dur).

Penpusa — TOYHOe MOBTOpEHME HadaAa B My-
3BIKAAPHOM OTHOIIEHHHU. UTO KacaeTcs TEKCTa, TO,
Kak U B caydae ¢ necHeit O. MenaeabcoH-Xeab3ep
B IIEPBOM KyIIA€TEe My3bIKAABHAS PEIPH3a COBIIAAA-
€T U C PeIIPU30H IIO3TUIECKOM, TOTAA KAaK BO BTOPOM
9Ta 3aKOHOMEPHOCTH HAPYLIAETCS, U POAb PEIIPHU3bL
urpaer noarudeckuit peppet “O komm zu mir, wenn
durch die Nacht”. Mexay TeM, OTCYTCTBYeT PEAAKTY-
pa CTUXOTBOPHOI'O TEKCTA, KOTOPYIO MOXKHO OBIAO
HabAIOAATD y APYTHX aBTOPOB (IIOBTOpeHHe CTPOK,
M3MeHeHUe CAOB, 3HAKOB IMYHKTYalun). DTO CO3AQ-
eT OlIyIIeHHe HAPOYMUTO YIPOIEHHOM IIeCEHHOM
¢opmn1 B mecHe K. bproaas, popmbi-cxembl, CAOB-
HO OYMILNEHHOM OT BCSKUX M3AHIIECTB. B Meaoauke
OIYLIAIOTCS Y€PTHI TAHI[EBAABHOCTH, [IOAYEPKIBAE-
Mble PUTMUYECKHU ITYABCUPYIOIIUM XapaKTEPOM CO-
IIPOBOXXAEHUSL

Gondoliera Jpuxa Maitepa-Xeasmynpa / Erik
Meyer-Helmund (N2 1 us op. 71, Drei Lieder, 1888)
TAaKXKe MOXKeT OBITh OTHECEeHA K YHCAY 3a0BbITHIX Ha
CeropHsIIHuA AeHb poManThdeckux lied [13]. K co-
JKAACHHIO, He YAAAOCh Pa3AOOBITh OPHTHHAA HOT
AASITOAOCA C pOPTEIMAHO, HA OCHOBAaHHU KOTOPOTO
OBIAO 6BI BOBMOXKHBIM IIPOAHAAU3HPOBATb PaboTy
KOMITO3UTOpa ¢ TekcToM. Ho Aaske MHCTpyMeH-
TAABHbIIA BAPUAHT ITO3BOASIET CACAATD PSIA BBIBOAOB.
B BbI6Ope TOHAABHOCTH KOMIIO3UTOP OTXOAHUT OT
HanboAee pacrpocrpaHeHHbIX A-dur u As-dut, 06-
pamasich k Des-dur, 3a KOTOPBIM TaKoKe 3aKpeIMAACh
CeMaHTHKA TOHAABHOCTHU AIOOBH, BOCTOP>KEHHOTO
BbIpakeHUs1 9yBCTB. PopMma usbupaercs 3-x yacTHast
(ABAI), C TIOAYEPKHYTO KOHTPACTHOM CepeAUHON,
HanucaHHOoM B A-dur, ToHaAbHOCTH VI MOHKEHHOM
crynenu. CBo60Aa M KPaCOYHOCTb TOHAABHO-TAp-
MOHHYECKHUX COIOCTAaBACHHM, aAbTEPALUi, CBUAE-
TEAbCTBYET O IIPHHAAASKHOCTH POMaHCa K ITO3AHe-
POMaHTHYECKOMY CTHAIO IIOCAGAHHUX AECSTHACTHIH
XIX Bexa. OT™MeTuM poAb S cdepbl B MOAYASIIMOH-
HpIX nponeccax. Hampumep, ABe ¢ppaspl nmepsoro
npeasokenus (a, 3-10 T.; 4+4) NpeACTaBASIOT ABa
3BeHa cekBeHUUU B Des-dur u es-moll. 9T0 TOHaAD-
HO€e COOTHOIIEHHE COXPAHIETCS X BO BTOPOM IIPeA-
AOKEHUH, TAe ACFICTBYeT TOT >Ke IIPUHIIUII CeKBeH-
nuposanus (b, 11-22 1.; 4+7). B cpeanem pasaene
(23-35 T.) AOTHKY TOHAABHOTO Pa3BUTHS MOXHO
npeacTaBuTh B A-dur xak: I — II° ~II-VII° —II° /7
~V-IV® /"7_I-1I ~-DD? ~K-I. OueBupso mpeo6-
Aapanme centakkopaos II u IV crymeHneii, B TOM
YHCAE U AABTEPUPOBAHHBIX, UTO IIPUAAET OTTEHOK
IPSTHOCTH, CAAAOCTHOCTH My3bIKe poMaHca. Abpuc
CeNTAKKOPAA IPOCAEKHBAETCS U B MHTOHAIIMOH-
HOM PHCYHKe OOABIIHMHCTBA MOTHBOB. YUHMTBIBAsI
KOMIIAEKC 3aAeHCTBOBAHHBIX IPHEMOB, B TOM YHCAE
Yl AMHAMHYECKOTO IIPOQHASI P OM3BEACHHSI, TOCTPO-
€HHOTIO I10 HpI/IHI_[I/IHy I-IepeA,OBElHI/ISI <BOAH>»> Hapac-
TAHUS U CIIAAQ, MOXKHO CAEAATh BBIBOA, YTO CTUXOT-
Bopenue T. Mypa B My3bIKaAbHO! HHTEPIIPeTAIIIH
3. Maitepa-XeAbMyHAQ IPHOOpeTaeT XapaKTep IUM-
HUYeCKOTO IIPOCAABAEHUS AIOOBU.
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Buo1600dv1. ITopABOASI UTOT aHAAM3A YeTHIPEX PO- e MEAOAMKA, C B80CX00SUUM ABVDKEHHEM I10
MaHCOB Ha OAMH TEKCT, OTMETHM HAaAW4YHe OOIMX 3BykaM rapmoHudeckux ¢pynxnuit. [Ipakru-
4epT, TO3BOASIONINX FOBOPUTh O GOPMHUPOBAHHUHU YeCKU UACHTUYHBIMU SBASIOTCS HadaAbHbBIE
B HEMEILIKOI KaMepHO-BOKaAbHOM My3bike XIX Beka o6opotsr B Gondolierlieder ®. MenpeabcoH-
HEKOEero 3TAaAOHA BOIIAOIIEHUS <«BEHEIIMAHCKOMN Xenseas, I. Sccep u M. Bproaas, ocHoBaHHbIE
TeMbl>». K TaKOBBIM OTHOCSTCS: Ha TOHMYECKOM KBAapTCEKCTAKKOpAE ( V-I -

II-III-V):
Fanny Hensel, 6 Lieder op. 1. Ne6, Gondellied
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npeobAapaHNe AUPUYECKU-BOCTOPXKEHHOTO
xapakTepa (B MPOTHBOBEC MEAAHXOAUH POp-
termmanabx Gondolierlieder . MenaeabcoHa)
U BCAGACTBUE 3TOTO IPEAIOYTEHHUS MaXKOP-
HOM cdepbl, HEPEAKO C TOHAABHBIM IIEHTPOM
A (O. Menpeabcon-Xenseab, I. 3ccep), An60
As (1. Bproaab);

IpY BCeX MHTOHAIJMOHHO-PUTMHYECKHX OT-
AVYHSIX, BOSHHKAIOININX B IIPOLjecce Pa3BUTH,
o0Ieil TeHAEHIIME! BBICTYIIAET <ypPaBHO-
BEIIeHHOCTb> MOCTPOEHHUS MEAOAMYECKOM
BOAHBI KaK CMEHBI BOCXOASIIIIETO ABMKEHUS
HHUCXOASIIIINM;

B Tpex mecHsx u3 detbipex (O. MeHAeAbCOH-
Xenseab, J. Maitep-XeabmyHnp, V1. Bproaan)
COXPaHEeHBI YKaHPOBbIe IIPU3HAKK HapPKapPOADI
B BHAE TPAAUIIMOHHOTO AAS Hee YMepeHHO
IIOABIDKHOTO TeMIIa, pasMepa ¢/s Tuma dax-
Typbl C I'apMOHI/I‘-IeCKI/IMI/I (l)I/II' ypaLII/IHMI/I,
nepeparomero ABwkeHue Boabl Ilpu aTom
KQ)KADIN 3 KOMIIO3UTOPOB CTPEMHTCS K UH-
AUBHAYAAU3AIMU PaKTypHOTO <«IIAOAOHA»
Jepe3 0COOEHHOCTH PUTMUYECKOTO PellIeH s,
BKAIOUEHHS APYTMX (PaKTYPHbBIX dAeMEHTOB
(akkopAOB, puTMIYecKoi Ppuryparmn). Boab-
IIe APYTHX OTKAOHSIETCSI OT OOLIENPHHATOM
MopeAr ! Dccep, ICTIOAB3YIOIUI pasMep 3/4,
AKKOPAOBBIH CKAAA B COIIPOBOXKACHHY;
HMHTEPECHO BHAETb IIOUTHU TOYHOE COBIIA-
AeHue B BbiOOpe PakTyphl A GOpTeIHaH-

HOTO CONPOBOXAEHHS B poMaHcax . Dccep
1 U. Bproaab (cM. My3bikaAbHbIE IPUMEPDI),
YTO MOKET OBITb OTYACTH OOBICHEHO OAM3-
KUM BpeMeHeM CO3AAHHS ABYX COYMHEHHIH
(1888 1 1891 roapr).

OueBHAHO, 4TO MEXAY BCEMU YeTBIPbMS BO-
KaABHBIMH MHHHUATIOpPAMH 0OAbIIIE CXOACTBA, 4TO
IPeAOIIPEAEAEHO KaHPOM 6apKapOABI, AUKTYIOIIUM
cBou ycaoBust. Ho nmpucyTcTByroT u pasamdus, mo-
pOXXAaeMble HHAMBUAYAABHBIM CTHAEM KQXKAOTO H3
Komio3uTopoB. Hanboaee siBHO 1x AeMOHCTpHpYeT
My3bIKaAbHasI popMa, u3bHpaeMasi KaKABIM aBTO-
POM B COOTBETCTBUH C €IO AMYHBIMHU OINYIeHUSIMU
POHAQABHOM CTPYKTYPbI IIO3THYECKOTO ITePBOMC-
TOYHMKA: KyIAeTHO-cTpodrdeckas y O. Menaean-
coH-XeH3seab, M. bproaast; TpexdactHas y O. Mait-
ep-XeabMyHAQ; poHAO ¥ I Occepa. Crpemaernem
KOMIIO3UTOPOB AOCTUTHYTb MaKCUMAABHOM MY3BbI-
KAaABHOCTHU CTHXa IIPOAUKTOBAHbI XOTS M He3HAYHU-
TEAbHbIE, HO UMEIOI1I€ MECTO BMEIIATEAbCTBA B CTH-
XOTBOPHBII TEKCT — 3aMeHA CAOB, 3HAKOB ITyHKTYalluH,
IIOBTOP CTPOK. Pe3yAbTaToM CTaHOBUTCS BO3HUKAIO-
11ast B paMKax 00uyeli TeMBI, 3AAQHHOI 00HUM IIO3TH-
4eCKMM UCTOYHUKOM, pasHOOOpasHask MAAUTPA OT-
TEHKOB AMPUYECKOTO: OT BHyTPEHHe FapMOHUYHOTO
MOHOAOT2, B KOTOPOM ITepeXXUBaHKe AI0OBH U Kpa-
COTBI IIPUPOADBI CAUTO BOEAUHO (T. 3ccep), Jepes pa-
AOCTDb U BOOAYIIEBACHHE (q). MenpaeabcoH-XeH3€eAb,
U. Bproaab), K BOCTOPYKeHHOCTH TMMHIYECKOH TTec-
nu (3. Maitep-XeabMyHa).

References:

Gete I. V. Ital'yanskoe puteshestvie. URL: https://librebook.me/italienische reise/voll/4

Gete I. V. Epigrammy. — Veneciya 1790. URL: http://getevelchel.ru/?cnt=24

Mednis N. E. Veneciya v russkoj literature.— Novosibirsk: 1zd-vo Novosib. un-ta., 1999.

Mednis N. E. Poetika i semiotika russkoj literatury. URL: https://culture.wikireading.ru/65265
Toporov V.N. Peterburg i «Peterburgskij tekst russkoj literatury> // Mif. Ritual. Simvol. Obraz: Issle-
dovaniya v oblasti mifopoeticheskogo: Izbrannoe.— M.: Izdatel'skaya gruppa «Progress>» — «Kul'tura>,
1995.- S.259-367.
Ferdinand Frejligrat // Literatura Zapadnoj Evropy 19 veka. URL: http://19v-euro-lit.niv.ru/19v-euro-
lit/istoriya-nemeckoj-literatury/ferdinand-frejligrat.htm

51



Section 2. Musical art

7. Fomina L. Venecianskie motivy v russkoj poezii XIX veka // Literatura,— N2 13(709), 2008-07. URL:
https://lit.1sept.ru/index.php?year=2008&num=13

8. A Library of the World’s Best Literature — Ancient and Modern — Vol. XV (Forty-Five Volumes); Folk-
Song-Geibel (1896).— New York, CosimoClassics, 2008.- P. 6248-6249.

9. Brill I. Gondoliera // Fiint Lieder fiir eine Singstimme mit Begleitung des Pianoforte, 1891. — Wien:
Julius Engelmann.

10. Esser H. Gondoliera // 3 Lieder von E. Geibel fiir eine Singstimme mit Pianoforte und Hérn oder Vio-
loncell. — Paris, Maison Schott.— P. 2-S.

11. Ferdinand Freiligrath. URL: https://www.britannica.com/biography/Ferdinand-Freiligrath

12. Mendelssohn-Hensel F. Gondellied // Sechs Lieder fiir eine Stimme mit Begleitung des Pianoforte.—
Berlin: Ed. Bote&G. Bock.— P. 19-21.

13. Meyer-Helmund E. Gondoliera // Drei Lieder fiir 1 Singstimme mit Pianoforte. 1888.

14. Moore T. The Works of Thomas Moore. Volume IV: Irish melodies. National airs, — No. III. Paris: printed
by A.— Belin. 1823.— 269 p.

15. Moore T. The Works of Thomas Moore. Volume IV: Irish melodies. National airs, — No. IV. Paris: printed
by A. Belin. 1823.- 281 p.

16. The Poetical Works of Thomas Moore.— Vol. II. Leipzig: B. Tauchnitz jun. 1842.— 266 p.

52



FOLK SONGS AND THEIR MEANINGS IN UPBRINGING OF YOUTH GENERATION

https://doi.org/10.29013/EJA-20-1-53-57
Malikova Dilbar Mirsagdievna,

Dotsent, State Institute of Arts and Culture of Uzbekistan

E-mail: ahongir.80@mail.ru

FOLK SONGS AND THEIR MEANINGS IN
UPBRINGING OF YOUTH GENERATION

Abstract. In the present article is spoken about the rising the educational influence of folk songs,
which were worked up and were enriched with modern colors by composers. Uzbek composers have
been discussing the methods and tools used by the capella genre, as well as the factors promoting

the spirituality of the Uzbek young folk music.
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HAPOAHbIE NECHU U UX SHAYEHMUE
B BOCIMUTAHUN MOJ10A40ro noKoJIEHNA

Annoranms. B crarbe nsydeHsl 1 IPOAHAAUZHPOBAHBI HAPOAHBIE IIECHU 00paboTaHHbIE y30eK-

CKHMMH KOMITO3UTOPaMHU KaK XaHp a capella, HaITMCaHHBIX AASL XOpa O60I'aH.IéHHbIM " COBpEMEHHbIM

KOAOPHUTOM. PaCCManI/IBaeTCH 0COOeHHOCTH HAaITMOHAAbHOTI'O UCIIOAHCHHA HPOI/I3B€A€HI/Iﬁ, 3HaQ4YCHHE

HapOAHDBIX ITIECEH B AYXOBHOM Pa3BUTHH 1 BOCIIMTAHHHN MOAOAOI'O IIOKOAE€HH .

Karouessbie caoBa: a capella, aap, MOHOAMS, rapMOHUS, PaKTypPa, TOANPOHNSL, KAHOH, aHTU(OH,

MMMTALs, MEAU3M, MOPAEHT, GOPIIAAT, AUPHDKED, XOPMEHCTEp.

Mysbika SIBASIETCSI XYAOXKECTBEHHBIM U 00pa-
30BaTEAbHBIM BHUAOM HCKYCCTBA. Y KaXKAOTO HC-
KyCCTBa MMEeTCSI CBOM S3BIK: KUBOIIMCH TOBOPUT
C AIOABMH IIPH TIOMOIU KPAaCOK, IIBETOB M AMHUH,
AWTEpaTypa — IIpH IIOMOIIM CAOBA, 2 My3bIKa — C ITO-
MOIIbIO 3ByKOB. B MUp My3bIku 4eAoBek MOrpysxa-
eTcsi ¢ AeTcTBa. My3bika OKa3biBaeT OOABIIOE BAU-
sAHUe Ha yeaoBeKa. OHa yYUT He TOABKO CAYIIATh,
HO U CABIIIATh, HE TOABKO CMOTPETh, HO U BHAETb,
a BUAS U CABIIIA, YyBCTBOBaTh. HeBo3moxHO ro-
BOPHTDb O AyXOBHOM COBepIIeHCTBe 6e3 pasBUTHs
9yBCTBAa KpacoThl. My3bika SBASETCS OAHUM H3

MOIIJHBIX CPEACTB GOPMHUPOBAHMS U BOCIIUTAHUSA
9TUX TOHKHUX YyBCTB.

bes My3pIKkaAbHOTO MCKyCCTBa HEADB3sI TOBOPHTD
U AOCTHYb AyXOBHOT'O COBEpIIEHCTBA AUYHOCTH...
HcnoAnsiemple HapOAHBIE TIECHH OTHOCSIIMECS Ka-
KUM AMOO HAITMU MAM HAPOAHOCTH, OHU BCETAQ OT-
PaXaIoT B ceOe caMble BO3BbIIIEHHbIE, AOOpPbIE U 13-
SNHbIE OLIYIIEHHUS YYBCTB ... (1, 140].

Hapoanas necHs — opHa u3 ApeBHeHImuX ¢opm
MY3BIKaAbHO-CAOBECHOTO TBOpuecTBa. OHa sBAsIeT-
cs1 HanboAee pacipoCTPaHEHHBIM BUAOM BOKAABHOM
HapoAHON My3biku. Hapopnas mecHs oTpaxkaer
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XapakTep KaXXAOTO HAPOAQ, OOBIYAH, UCTOPUIECKIe
COOBITHSI, OTAMYAETCS CBOEOOpa3IeM KaHPOBOTO CO-
A€P>KaHUs, My3bIKAABHOTO SI3bIKA, CTPYKTYPBbL

HapoaHyto mecHio oTtandaeT 6OraTrcTBO >KaH-
POB, Pa3AHYHBIX IO MPOUCXOXKAEHHIO, XapaKTepy
U QpYHKIIUU B HAPOAHOF SKU3HU: C OBITOM, TPYAOBOI
AESITEABHOCTDIO: XKaTBEHHbIe, 0OPSIAOBBIE, COIPO-
BOXKAQIOII[HE 3eMAEACAbYECKIE 1 CeMelHbIe OOPSIABL
U IPa3AHECTBA, CBaAeOHbIe, UTPOBbIe KAAEHAAPHBIE.
Kak oTmeuaror aBTOpBI KHUTH “MyCcHKa Tapuxu :
“Y36eKcKuit My3bIKAABHBII POABKAOP SIBASIETCSI He-
OTbEMAMMOM YaCThIO YCTHOTO HAPOAHOTO XyAOXKe-
CTBEHHOTO TBOpYecTBa. OHO IPOSIBASIETCS II0 COAEP-
JKAQaHUIO U 3HAYEHUU B paSAI/I‘-IHI)IX (POpMaX 1 BHAAX.
B cBs13u ¢ aTMM Ha NPOTSKEHUU BeKOB CPOPMUPO-
BaBIIHeECs] HAPOAHbIE IIECHH U MEAOAMH OT IIOKOAe-
HUS K IOKOAEHMIO IIEPEAABAAKCDH YCTHOM TPaAMLIEHN
ABASISCh Ge3MepHbIM HacaepueM” [2, 49].

Hapoanas mecHs pa3BuBasach Ha MPOTSDKEHUU
TBHICSIYEACTUH, CTaAd XYAOXKECTBEHHBIM, KYABTYp-
HBIM U AYXOBHBIM AOCTOSIHHEM Ka)XXAOTO HapOAQ.
HeBOo3MOXXHO INpPeACTaBUTb HAPOAHbIE T'YASHHS,
MPa3AHHKY, CBapeOHbIe BedepHHKU 6e3 HapOAHOI
necuu. Kak yTBepxaaeT HapOAHBIN Xapu3 Y3bexu-
crana Opoamupso Cadapos B crarse: “HapopHas
MY3bIKa 3aPOAHMAACH B Pe3yAbTaTe MaTePHAABHBIX
U AYXOBHBIX IIOTPeOHOCTel YeAOBeKa, er0 OTHOIIe-
HUU C BHEIIHEHN CPEAOH M APDYTUMH AI0AbMU. B Heit
OTPAXKAIOTCS BHYTPEeHHee HACTpOeHHe, AyXOBHOE
MHPOBO33peHHe, HAACKADI U YCTPEMACHHS AIOALH.
Omu coueTaroT B cebe 0OAHMK HAIIMU U HAPOAHOCTEH,
eé 00Ab, MUPOBO33peHHe U MBILIACHUS AIOAEH, KOTO-
pble SBASIIOTCS ee co3upareasmu” 3, 38].

Hapoanas necHa kak appeKTUBHOE CPEACTBA UC-
KyCCTBa ITOMOTAaeT HACAAKAATHCS KPACOTOM IIPUPO-
ABIL, BOCIIPUHIMATb IIPOUCXOASIIUE COOBITHS OKpPY-
JKAIOIIeN CPEADL.

O snaueHuu HapopHoit tecuu Y. Kyp6anosa B Ha-
y4HOI cTarbe mumier: “C 0COOeHHBIM BOAHEHHEM
BOCIIEBAIOTCS XKU3Hb TPYAOBOTO HAPOAQ, €T0 MEUTHI
U YasHUS B CAMOM MACCOBOM >KaHpe PpOABKAOpPA —
HApOAHBIX ITeCHSX. B HUX eCcTh He TOABKO BBICOKHE

4yBCTBA, YUCTAsI AF0OOBb, BEPHOCTH, OpATCKast APYK-
6a, HO U SIPKO OTPaKEHBI TSDKEAbIE YCAOBUSI XKU3HU
¥ [lepeXuBaHus deroBeka” [4, 58].

HapoaHble IeCHH BCerAa IPHUBAEKAAM KOMIIO-
3UTOPOB U AUPYKEPOB-xopMericTepoB. ObpaboTka
KOKAOTO POABKAOPA TpehOBaAa OT KOMIIO3UTOPOB,
XOPMEFCTEPOB TIATEABHOTO U3YJEeHNUS U ACAMKATHO-
ro nopxoaa. B popmuposanue u pasBuTHN MHOTOTO-
AOCHO¥ My3bIKU 3Ha4YeHIe HAPOAHBIX IleceH be3Mep-
HO. XOpOBO€ MCKYCCTBO — OAHA U3 CaMbIX APEBHHX
¥ 60raThIx 06AACTEl MY3BIKAABHOTO HCKYCCTBA.

“XopoBasi meByeckasi KyAbTypa Y30eKucTaHa
IIPOIIAQ HEAOATMH HO BECbMa CAOXKHBIM ITyTh pa3BU-
THSL OT OAHOTOAOCHS AO KPYIIHBIX MHOIOTOAOCHBIX
counHeHuil. XOpoBOe MeHNe CIIOCOOCTBYeT pa3Bu-
THIO 00LjedeAOBEeYeCKIX [IEHHOCTEN, HOPM IIOBeAe-
HUSI, 9CTETUIECKUX B3TASIAOB, BOCIIUTAHHUIO IIPABUAD-
HOTO TOHUMAHHS IPEKPACHOTO B ACHCTBUTEABHOCTH
¥ IOTPeOHOCTH YYaCTBOBATH B IIPOLIECCAX CO3HAA-
HUSI IPEKPACHOTO B HCKYCCTBE U XKU3HH, Pa3BUBAET
XYAOXKE€CTBEHHDIN BKYC ACTEM, MOAOAEKH pacCIIUupseT
u 06oramaeT ux My3bIKaAbHbIA yposens” [ S, 20].

O6paboTka HAPOAHDIX IIECEH SIBASIETCS 3aXBa-
THIBAIOIIENl U He3aBUCHUMON cdepoil TBOPYECTBa,
C IIOMOIIBIO KOTOPO# MOXKHO IIPOAEMOHCTPUPOBATH
YHHKaAbHbIE OCOOEHHOCTH HAPOAHOI ITECHU U pac-
KPBITh €€ AyXOBHO-My3bIKaAbHOE MblmaeHue. Oc-
HOBHOW 3aAa4eil 0OpabOTKY SBASETCSI yMEHHE Pas-
AVMHBIMU CPEACTBAMH BbIPA3HUTEABHOCTH PACKPbITH
CBO€OOPA3HYI0 0OPAZHOCTD COAEPYKAHUS HAP OAHBIX
IIeCeH, €€ HAITMOHAABHBIN KOAOPHT.

OAHUM U3 IEPBBIX KOMIIO3UTOPOB, KOTOPBIiL
06paTHACS K CpeAHe-a3UaTCKIM Hap OAHBIM IT€CHSIM
OBIA BEAVIKHIL, U3BECTHBIN Y30eKCKHIT KOMIIO3UTOP
MyraBaxkua Bypxanos. MM 65140 06paboTano MHO-
IO Pa3sAMYHbIX HAPOAHBIX ITECEH AASI XOPA A KAIIEAAQ,
TaKHX, Kak y36exckas HapoaHas miecus “Epaapum”
(“TanoBap”), “T¥saa xusra” (“Tamwxu Kopabor”),
KapaKaAMaKcKasi HApoAHas mecHs “buburya’, yi-
rypckas HapoaHast ecHs “Caripa’, TaAXKUKCKHe Ha-
poaHble necHu “3apparyA” u “Capu xyxu 6asaHp.
Xopolee 3HaHHE XOPa, IPEKPACHOE BAAAEHIE KOM-
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MO3UTOPCKOI TEXHUKOM, yMEHHUe “CABILIATh XOp  —
BCE 9TO CAeAaAa XOpoBble 0obpaborku Bypxanosa
obpasuamMy, cBOe0OPa3HBIMU ITAAOHAMHU B 00AACTH
XOPOBOIT My3bIKH 6e3 COnpoBoxAeHMs. Bee ero 06-
PabOTKH OTAMYAIOTCS BBICOKFIMU XYAOYKECTBEHHBIMU
kadecTBamu. Kommosurop HaureA mpréMs1 MHOTOro-
AOCHOM 00pabOTKU HAPOAHBIX MEAOAHIL ITO3BOASIIO-
1€ COXPAHUTD UX HALIMOHAABHBII XapaKTep.

Kommozurop Cabup babaes u TasaHTAUBBIE XOP-
MercTepa Takue Kak: bateip Ymuaxanos, [llepmar
Epwmaros, Asxypa Illykypos, Esrenuit Heuaes, Hau-
pa IlapadueBa cTaAM ero MOCAEAOBATEASIMU U AO-
OHANCH OOABIINX YCIIEXOB B 06pabOTKaX HAPOAHBIX
IIeCEH AASI XOpa €3 COIPOBOXKAEHIISL.

Hapoanbie necuu o6paboTanusie Cabup babdae-
BbIM “Yaman nupa’, “Sau-san’, “Taapup’, “Tanosop”
U “OHAM CeHAEK~ AO CHX ITOP COCTABASIIOT YacTb pe-
nepryapa npopeCcCHOHAABHBIX U YIeOHBIX KOAAEK-
TBOB Pecrybanku.

BakHYI0 pOAb CBI'paA B 9TOM HAIPaBA€HHUU
3HATOK XOPOBOTO HCKYCCTBA TAQBHBIN AMPIDKEP
U xopMericTep “3acAy’>keHHOTO XOPOBOIO KOAAEK-
tuBa Pecrry6anku” Bareip Ymupsxanos. Fim 6140
06paboOTaHO COTHU pa3HOXAPAKTEPHBIX OPHUTHU-
HAABHBIX HAPOAHBIX ITeCeH TaKHUX Kak: “MAnaaa ép’
“Kopacou’, “Jamanparyn’, “Kuanuasama’, “Aamap’,
“Cen yamaHHHUHT I'yAn 6yacanr’, “OAaMada aHop’,
“Tanbapu” 1 pasAMdHbBIE CPeAHEA3UATCKUe HAPOA-
Hble recHH. Ero orpoMHbBIM TBOPYECKUM AOCTIDKE-
HUeM SIBASIeTCSI 0OpaleHIH K IPO¢deCCHOHAABHOM
KAaccudeckoit Mysbike Kak “IllammakoM” u Tpapu-
IMOHHDBIM MecHaM TakuM Kak “Cerox” (razeabXyp-
mupa), “Goprox” (raseabr Oypkara), “Capaxbopu
HaBo” (razeap Xaduza) 06paboTaHHbIM AL XOPa
a KaIeAAa C HOBBIMU OPUTHHAABHBIMU KPACKAMIL.
OAHHUM U3 BEAYINUX CIIELIHAAUCTOB Y36EeKCKOM XO-
posoit My3siku mpopeccop E. Heuaes, um 6b140
06paboTaHO MHOXeCTBO HapOAHBIX mmeceH Cpea-
Her Asum u Kaszaxcrana: “Hamanranausr oamacu’
“Kurug”, “Hasyrym”, “Usipaiiasirum’, “Bubmkan’,
“buaane’, “Jammonu cuéxu ty’, “MaBxu >KOHOH
Me3aHap , “ANTBHIM careM KaaaM Kac', “ToAkbin’.

Ha ceropHsimHmit AéHb TAOAOTBOPHO 1 HEYCTaH-
HO IIPOAOAXKAET 3Ty AMHMIO podeccop Tocyaapc-
BenHou Koncepsaropuu Ys6ekucrana Haupa Illa-
padueBa. LI3BecTHBI IO BCell CTpaHe U AAAEKO 32
eé TpeAeAAMU HapOAHBIE MecHH: “Y36eKucToH Ta-
ponaaapu’, “Caripu 60f”, “Oi1, Ho3aHuH', “Xopasm
HaBOAApH , “Xasua’, “Oi Mexpubonum’, “Tacapayx,
“Mycraxsop’, “‘Aeriau-€”.

O6parenne Kk meceHHOMY GOABKAOPY HAPOAOB
CpeaHeit A3un, Kak ¥ K ADOOMY APYTOMY, OTKPbIBAeT
LIMPOKKE BOZMOXHOCTH OOAee TAyOOKOTO OCBOEHHUS
CaMOOBITHOM KYABTYPbI PerHOHa, $OPMUPOBABLIET
CBOY HEIIOBTOPHMbIE YePTHI Ha IPOTSDKEHUHI MHOTHX
BekoB. OOpaboTKa HAPOAHOI IecHU TpebyeT 060-
CTPEHHOM Yy TKOCTH M TOHKOTO BKYCa B BOCIIPUATHH
AAAOBO-MHTOHALIMOHHON CTOPOHBI HALIHOHAABHOTO
MeAOCa, IPOHUKHOBEHUSI B MEAOAUKO-XKAaHPOBYIO
IIPUPOAY HalleBa, [JelIKOTO YAABAMBAHMUS OeCKOHed-
HOTO MHOTroo6pasusi KpacOYHBIX COOTBETCTBUI
PHUTMOB, TeMOPOB U CO3BY4HI, 0OOTalAONIINX Ce-
MaHTHKY XOPOIIO 3HAKOMBIX U AIOOUMBIX HAPOAOM
HareBOB. B XOpOBOM MHOTOrOAOCHH U3BECTHBIE Me-
AOAUH, TaK MAU HHAYe, HACBIIAIOTCSI HOBOM KPacoy-
HOCTBIO 1 9HEeprUell KOAAeKTHBHOTO 3MOLIMOHAAD-
HOTO IIepeXXUBAHUs CoAeprKaHus mecHu. O6paboTka
HapOAHOI ITIeCHU, MOHOAMMHOM I10 CBO€M IIPUPOAE,
IIpUBHECEH!e B Hee HOBBIX PaKTyPHO-aKyCTHIECKUX
9AEMEeHTOB, TpeOyeT TIjaTeAbHOTO 0TOOPa BBIPA3H-
TEABHBIX CPEACTB Ha OCHOBE IAyOOKOTO M3y4eHHUs
M QHAAM3A HAPOAHOM My3bIKH. IIpu aTOM caeayer
YYUTBIBAaTh Psip GAaKTOPOB, TAaKUX KaK crenuduka
AAAOBOIL CTPYKTYPbI, METPOPUTMUKA U POPMOO-
OpasoBaHue, XapaKTepHble NHTOHAI[HOHHbIE OCO-
OeHHOCTH MEAOAHH, A TAKOKe HAI[MOHAABHAS MaHepa
BOCIIPOHM3BEAEHIS TOTO AU MHOTO YKaHPa HAP OAHOI
My3bIKU. B Hay4HOM cTaTbe O CTPOEHHHU Y30eKCKOM
HapOAHOI1 mecHu B. Barpipmun orMevaeT: “Y3bex-
CKasi HAPOAHASI [TeCHSI OTAUYAETCSI ABIDKEHHEM MEAO-
AHH TIO CTYTIEHSIM, KOTOPasi XapaKTePHBIM 06pa3oM
YCHAUBAIOTCSI MEAOAMYECKAsT HAITPSDKEHHOCTD 3BY-
Ka, PACIIOAOXKHUBIINCh OT CHABHBIX AOAEH K CAQOBIM,
TaK M OT CAAObIX K CUABHBIM. HabAroparoTCS CKauky,
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KOTAQ BBICOKHE 3BYKH [IEPEXOAST K HIDKHUM 3ByKaM.
ITocae 3TOroO CKauKU BBEPX OPAUHAPHO CAEAYET I10-
CTeIeHHbIH crap MeaoauH (<«3amoAHeHue> ). B Ha-
POAHBIX ITECHSIX KaK OOABLIOTO M MAAOTO MacIITaba
BcTpedaercst Ayax — Pa3BuToe 3aKOHYEHHOE MEAO-
AMYECKO€e IIOCTPOEHHUE [IPEAHA3HAYAMOINECS] KYAb-
MuHarmed necan” [6, 10].

OrpakeHre HAIJMOHAABHOTO KOAOPHTA B XOPOBO
(axType SIBASETCS OAHOJ U3 BXHEHIINX 3aAa4 IIPU
CO3AQHHMU MHOTOTOAOCHOM 06paborku. Henpemen-
HbIM, 00513aT€ABHOM YCAOBUSIM SIBASIETCS COXPAHEHHS
HAIJIOHAABHOTO MEAOCA B He U3MEHEHHOM BUAE C IIPU-
CYIMMU TOABKO AQHHOM MEAOAMH XapPaKTEPHBIMHU HH-
TOHAIIMOHHO-MEAOAMYECKIMU U PUTMIIECKUMU AETa-
asimut. TToAOOHAST OpraHU3aIyst CTHASL COBPEMEHHOM
XOPOBOJ My3bIKH BHIPOCAQ U3 HCTOPHIECKHX IIPEA-
IIOCBIAOK, 32A0XKEHHBIX U Pa3BUBIINXCSI B HAPOAHOM
1 Ipo¢$ecCHOHAABHOM UCKycCTBe. B 3aBucrMocTu ot
XapaKTepa MEAOAUIL, KAaHPA, COAEPIKAHSI [IECHHU CAe-
AyeT IPUMEHSITb TAKHE XOPOBbIE IIPUEMBI U CPEACTBA,
KOTOPbIE HCXOASIT U3 CBOEOOPasisl e€ AAAO — MHTOHA-
IIMOHHOTO U METPOPUTMHYECKOTO CTPOECHUSL.

ITpu 06paboTKe HAPOAHDIX IIECEH KOMITO3UTOPA-
MU U1 XOpMeHCTePAMU 9aCTO UCIIOAb30BAAKCH CaMble
PasHOOOpa3HbIe BUABI XOPOBOI paKTyphl: FAPMOHHU-
JecKasi, MOAMPpOHHNYIecKas, FOMOPOHHAS C MEAOAU-
3UPOBAHHBIM 6aCOM, IIOATOAOCOYHASI, YHUCOHHASL
ITpu BbIOOpe CKAAAQ IHICBMA HEIIOCPEACTBEHHO
YYUTBIBAANCH OOPA3HO — II09THIECKUE COAEPIKAHIS
KOHKPETHOM IIeCHH. B CBSI3U ¢ 9TUM BO3HUKAET He-
06XOAMMOCTD IPUMEHEHHUS OTIPEACACHHbIX IPHEMOB
U BBIPA3UTEABHBIX CPEACTB U300Pa3UTEABHOIO Xa-
paKTepa, >KaHPOBO-HUAAIOCTPATHBHOTO IIMCHMA.

YepThl IIPOKOF IIPOrPAMMHOCTH IIPOSIBASIFOTCS
OCOOEHHO YEeTKO B TEX CAYYasiX, KOTAQ B MHOTOTOAO-
CHU UCIIOAB3YETCS Pa3AUYHBIE CPEACTBO BHIPA3UTEAD-
HOCTH, BOCCO3AQIOTCS SIpKHe 00pa3HO-00001eHHbIE
KapTHHbI XKaHPOBO-OBITOBBIX CIIEH M 3aPUCOBOK.
KoMIosuTopbl AOCTUIAK 3TOMY 11O CPEACTBAM HC-
IIOAB30BAHISIM B XOP€ OIIPEACACHHBIX IIPUEMOB, IMHU-
TUPYIOLIXX 3ByYaHUsI HIPbI HA AOFIPE, AyTape, KapHae,
Haropa U MHOI'ux APYI'I/IX Hap OAHBIX I/IHCprMeHTaX,

OpITyIONMX Y HApOoAOB BocToka. Takue npuemst 060-
TaIfaloT XOPOBYIO PaKTyPy HEOOBIMHBIMU KPACKAMH
IIOAYEPKHUBasl TEM CaMbIM €€ HapOAHbIM, HalJMOHAAD-
HBIN KOAOPHT, BbI3bIBasl Y CAYLIATEAEH 3pUTEAbHbBIE
acconuanuy u npeacrasaenus. Ilpu cozpanue xo-
POBOI1 GaKType MPOSIBASIL H300PA3UTEABHOCTD B €€
A€TAAUM3ALIH, KOMIIO3UTOPBI CTPEMHAUCDH B LIEAOM
K MUHHATIOpHOH popMme. Mcrmoap3oBasu B 06paboT-
KaxX AUIIb Te IPHeMbI, KOTOpbIe ObI He TOABKO He Ha-
PYIIAAU KPACOTY CAMOOBITHOM CBEXXECTH OPUTHHAAQ,
a, Ha060pOT, oboramaAu eé 3By4aHIsE HOBBIMU Kpa-
CKaMH, OPTaHIYHO CAUBASICH C TPAAULIMOHHBIM MEAO-
COM, IIOMOTAAY COXPAHSITh HAIIMOHAABHBII XapaKTep
My3bIKH, €€ AAAOBYIO 1 METPUYECKYIO CTPYKTYPY He
HCKaXXasl [IEPBOUCTOYHHKA.

Crour oTMeTuTh O€3MEPHBII TPYA HAPOAHOTO
apTHCcTa Y306eKHcTaHa, AUpIDKepa U KOMIO3UTOpa
[lepmata EpmaroBa, XyA0kecTBEHHOTO PYKOBOAU-
TeAsI AETCKOTO X0opa “ByabyAua’, KOTOpBIi aparHKu-
POBaA MHOXECTBO AETCKMX HAPOAHBIX ITECEH AAS
XOPOBBIX KOAAeKTHBOB. M3 Hux: “Boituevax’, “Hur-
TUr'YA, “Aoaaua’, “By ryaman co3’, ““Kamaaaru Tua-
AO” M MHOTHE APYTHe.

HcnoAHeHme 9THX [TeCEH BCETAQ ABASIETCS OAHHM
3 BOKHEHIINX KOMIIOHEHTOB B AyXOBHO-HPaBCTBEH-
HOM BOCITUTAHHHU 1 HEOTEMAEMON JACTHIO y4eOHO-
BOCIIUTATEABHOTO IIPOLieCca. YTBEPXKAASI O 3HAUEHHN
AeTCKMX HapOAHBIX ecHsX mpo¢eccop Payd Kappr-
poB B KHHre “Mys3bIKaAbHAsI IIEAQTOTHKA IIHIIET:
“AeTcKurl meceHHbIN POABKAOP — TO KYABTYpHOE
AOCTOSIHUE, TIPOIIeAlllee Yepe3 BeKa, OTMAU(OBAH-
HOe 1 BoOpaBlilee B ce0sl BCIO KPaCOTY U eCTeCTBEH-
HYIO IIPUPOAY MY3BIKAABHO-OBITOBBIX TPAAULIMIL
O PeKTUBHOCTD U HEOOXOAUMOCTD OCBOEHUS ITO-
ro 6eCIjeHHOTO My3BIKAABHOTO MaTe€PHaAd ACTbMH
SABASIETCS OAHOM M3 Ba)KHENIINMX 3aAa4 My3bIKAAbHOM
neparoruxu” [7,49].

PoAb XOpOBOro MKycCTBa B BOCIIUTAHUK MOAO-
AOTO TTOKOAEHHUSI OIIPEAEASIETCSI He TOABKO TeM, YTO
OHO 006AaAaeT BeCbMa MOIJHBIMU BbIPA3UTEABHBIMU
CPeACTBaMU HO U CTIOCOOHO AOCTABASITh CAYILIATEASIM
BBICOKOE 3CTETHYECKOE HACAAKAECHHE.
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O6061mast BpIlIe CKa3aHHbIE MBICAU U PACCYKAe-
HUS 10 06pabOoTKe HAPOAHBIX ITeCEH MOXKHO CKa3aTh
caeayomee. HapopHble mecHu Bceraa siBASIOTCS He-
OTHEMAEMOM YaCTHIO YeAOBEYECTBO, TAK KAK OHHU BOC-
IIUTHIBAIOT U HALIPABASIIOT MOAOAEKD Ha IIPABUABHBII
Iy Th, Y4YaT UX K AOOpPOTe, AT0OBH, YBaXKeHHUE K CTap-
IeMy [TIOKOAEHUIO, COCTpasaHue, coayBcraue. Ha-

POAHAsI My3bIKa F HAPOAHASI [TECHSI AOAXHA CIIOCO0-
CTBOBATb Pa3BUTHIO M CTAHOBACHHUIO ANYHOCTH, BCEX
ee AYXOBHbBIX U (U3MIECKHX CHA, CIIOCOOHOCTeI;
BECTU KaXXAOTO K HOBOMY MHPOOITYIIIeHHI0, MUPO-
BO33PEeHHUI0, OCHOBAHHOMY Ha IPU3HAHHUU Obmiede-
AOBEYECKHUX IIeHHOCTe! B KayecTBe MIPHOPHUTETHBIX
B KM3HM.
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Abstract. The article is devoted to the role of the Spanish theme in the works of the prominent
Polish composer, pianist, conductor and teacher Moritz Moskowski (1854-1925). The author of
the article has made a review of “Spanish Dances” op. 12 and op. 65, Spanish album op. 21, Spanish
Capriccio op. 37, “Guitare” op. 45, the opera “Boabdil, der letzte Maurenkonig” op. 49, transcription
for piano “Gypsy song” from the opera “Carmen” by J. Bizet. The study proves that M. Moszkowski
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the Spanish composers — the founders of the national school I. Albenis and E. Granados — were just
starting their music path.
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UCIMNAHCKASYA TEMA B TBOPYHECTBE M. MOLLUKOBCKOIO

Annoranuda. CTaTbs OCBSIEHA POAU HCITAHCKOM TeMbI B TBOPYECTBE BBIAAIOIETOCs IOAbCKOTO
KOMITO3UTOPA, MMaHKCTa, AUpUIKepa u eaarora Mopuna Momkosckoro (1854-1925). Paccmarpu-
BaroTcs ero «lcmanckue TaHIbI>» op. 12 1 op. 65, Mcmanckuit aabbom op. 21, Mcranckoe Kanpuaauo
op. 37, «I'urapa> op. 45, onepa «b0abanab, mocaepHni kopoab MaBpoB>» op. 49, poprenuanHas
TpaHckpunus «IlecHs mpiranku> u3 onepsl «Kapmen» JK. buse. AokaspiBaercs, yro M. Mom-
KOBCKHUI CA€AAA BECOMBIM BKAAA B Pa3BUTHE MCIIAHCKOM (pOPTENMAHHON MY3bIKU PAKTUYECKHU B TO
BpeMs1, KOTAQ UCIIAHCKYe KOMIIO3UTOPBI — OCHOBATeAU HAlIMOHAABHOI MmKOoAbI M. Aapbenuc u J. [pa-
HAAOC — TOABKO HAYMHAAH CBOIO ACSITEABHOCTb.

KaroueBbie caoBa: M. MoIIKOBCKHMIA, HCITAHCKASI TEMATHKA, PAAMEHKO, OpTeNHaHHAS MUHHATIOPA.

Bo Bropoit moroBune XIX — Hawase XX Bexka  bByayuum Brixoaniem Hosoit Akapemun Mysbiku B bep-
3HAYUTEABHOE MECTO B MCTOPHHM 3aHMMaeT TBopue-  AmHe Teopopa Kyasaka u HermocpeacTBeHHO ero yde-
CTBO [TOABCKOTO IIMAHUCTA, AUPIDKEPA, KOMIIO3UTOPA  HUKOM, M. MOMKOBCKHUIT ObIA OUEHD ITOITYASIPHBIM
u neparora Mopuna Momxosckoro (1854-1925).  kommosuropoM cBoero Bpemen. Ero kommosutop-
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CKOe HaCAeAVe OYeHb MHOTOTPaHHO, OHO OXBaThIBaeT
OrpOMHO€ KOAMYEeCTBO MHHHUATIOP AASl pOpTeIHaHo,
CKPHITIKY, BUOAOHYEAH, TIPOU3BEACHHS AASL CUM$O-
HUYECKOTO OpPKeCTpa, KOHIIEPTHI AASL COAUPYIOITHX
HMHCTPYMEHTOB C OPKeCTPOM, IIeCHH, TPAaHCKPHIIIIUH
U 1apa¢pasbl, ITIOABI PA3AMYHOM TSDKECTH, A TAKKe
HOBaTOPCKyIo «IIIkoAa ABOMHBIX HOT>, KOTOPYIO
M. MomKOBCKHI1 IPOMIOTaHAUPOBAA B CBOEH IeAa-
rOrMYeCKOM AESITEABHOCTHU. Bce oHM 6bIAM OYeHb u3-
BeCTHBIMH B CBO€ BpeMsl, 1 UMEAU OTPOMHBIH yCIIeX.

Cpeau 60aee uem 200 $popTenuaHHbIX IPOU3-
BEAEHHH KOMIIO3UTOPA BBIACASETCS 3HAUUTEAbHAS
I'PYHHEI CI)OPTEHI/IaHHI)IX MI/IHI/IaTIOp, HpeACTaBAHIO'
IMX Pa3AMYHbIE «HAIlMOHAAbHbIE» KYABTYpHI. KIx
MOXXHO YCAOBHO Ha3BaThb ITbeCaMHU-KAPTUHKAMU
mupa: ciouta «Co Bcero Mmupa> op. 23 ¢ mpecaMu
Poccus, I'epmanus, [Toabma, Mraaus, Benrpus B ye-
ThIpe PyKH, KOTOpbIe OH aPaHXXHPOBAA TAKKe AASL Op-
kecTpa; Benrepckwuii tanen op. 11; Hemerkue ranmpn
op. 25; Utaapsanuckas meaopns op. 38; Iloabckue Ha-
poaHbIe TaHIbI op. SS; Poccuiickue TaHImI Op. 68;
Heanoanrtanckas necua op. 83; a Takke Takue MH-
HuaTIOpHI Kak Gondoliera op. 41, Trois Morceaux
poetiques op. 42 (Romanse, Siciliano, Momento
giojoso) nocssimeHHble MTaaun.

Ho Hanb6oAablee KOAMYECTBO B 3TOI ITAHOpaMe
3aHHMAIOT ITbECHI C UCITAHCKOM TeMaTUKO: «craH-
CKHe TaHIbI» op. 12, boaepo aas ckpunku c opke-
crpom op. 16, Mcmanckwuit aabbom op. 21, Mcman-
ckui1 Kanpuc op. 37, mpeca I'mrapa c op.4S, onepa
«Boabanap, mocaepanuit kopoab MaBpos> op. 49
U TPAHCKPUIIIUS Ha TeMbl u3 omnepbl «Kapmen»
JK. Buse. Yem nMeHHO 6blAa BBI3BaHA 3aHHTEPECO-
BaHHOCTD K My3bike FIcraHMH MOABCHKOTO KOMITO-
3UTOpA — IPEACTABUTEAS ABCTPO-HEMEIIKOH IITKOADI,
OTBETUTb OAHO3HAYHO HeAb3st. M. MomkoBckuit
HHUKOTAQ He ITOCeNaA CTPAHy My3bIKa KOTOPOH TaK
€ro IIPUBAEKAAA.

CaepyeT OTMeTHUTD, YTO UCIIAHCKAsI My3bIKa B TO
BpeMs B EBporte 65142 MaAo uzBecTHa. MOXKHO TIpe-
IIOAOXHTbD, 4TO AAsl M. MomxkoBckoro nepsoe 3Ha-
KOMCTBO C Hell IIPOU3OIIAO 3a TOABI 00yueHs B AKa-

AeMHUH My3bIKe y IMaHHUCTa, KOMIIO3UTOPA U [TeAATrOTa
Teopopa Kyasaka. B ero xommnosuropckom Hacaeanu
IPUCYTCTBYIOT TPAHCKPHUIIIIUH X POMAHChI HA HeMeT}-
KIe, ICIIAHCKYe U pyccKie MeAoArH. Taioke obiieHue
M. MOIKOBCKOTO C UCITAHCKUM CKPHITa4eM U KOMIIO-
auropoM [Tab6ao pe Capacare He MOTAO He OTPa3UTHCSI
Ha B3TASIAAX MOAOAOTO ITOABCHKOTO My3bIKaHTa. B Te-
JeHHe BCel )KU3HU OH OOPAIAACS K TAHIIEBAABHBIM
MeAOAMAM PpAAMEHKO, C X 9apyIOIUMH PUTMAMH, He-
IIOBTOPHUMbIMH, TEPIIKMMH FAPMOHHUSMU U KOHTPACT-
HBIMU IIPOTHUBOIIOCTABACHUSIMU.

B auccepranuu ®epranaseca Muappupa, mo-
CBSIIIEeHHOM MCIIAHCKOMY KOMITO3UTOPY M IHaHH-
cry Xoakud Hun Kacreasanoc ects cBepeHMs1, YTO
M. Momxosckuii ¢ 1902 ropa sBASIACS IpenoaaBa-
TeAeM X0aKMHa, KOTOPbIH « CIIeITHAAU3HPOBAACS Ha
IOHMMaHHUH MCIIAHCKOM MY3bIKH Yepe3 3TAAOH Ca-
AOHHOM! BUPTYO3HOCTH > [4, 3]. Taxoke cpeAu yde-
HUKOB M. MOIIKOBCKOTO ObIA MCITAHCKUI ITHAHMKCT,
xoMmosutop u puprkep Xoaxkus Typuna Ilepec.

Kowmmnosurop Brepsbie o6paruacs k My3ssike Hc-
maxuu B 1876 roay, xoraa emy 65140 22 ropa. OH Ha-
nucaA popTenraHHbIN IUKA «kcnanckue TaHIbI»>
op. 12, cocrosmuit u3 natu nvec. Ilponssepenue
OBIAO HAITHCAHO AASL UCIIOAHEHIHSI B YeThIpe PyKH
¥ IIOCBSII[eHO ero 6pary Aaekcanapy MorkoBcko-
My. CaM KOMIIO3UTOP CYMTAA TAHI[BI OAHHM U3 IPO-
U3BEAEHHH, KOTOpOe BIIepBble IIPHUHECAO €My H3-
BECTHOCTD B My3bIKaAbHOM Mupe. M. MomxoBckuit
He UCTIOAb30BAaA OPUTHHAABHbIE HAPOAHbBIE MEAOAUH,
ero co6CTBeHHbIE TeMbl ObIAU IIPOHUKHYTHI CAMO-
OBITHBIM UCIIAHCKUM KOAOPUTOM.

«Hcnanckue TaHnb» op. 12 MeAn OrpoMHBIN
ycIex y mybOAUKH, IO MOMYASIPHOCTH He YCTyIas
«CaaBsaHckuM TaHIaM> A. ABopKaka u «Benrep-
CKUM TaHIaM» . bpamca. fpxue 3axurareapHble
PUTMBI, 9A€TAaHTHASI MEAOAYSI, OAeCTSIINe [TACCAXKH,
U3SII[HAST MEAU3MATHKA, KPACOYHOCTb TEMOPAABHOTO
Y TApPMOHHYECKOTO SI3bIKa TIOKOPSIAU CEPALIA CAYIIIA-
TeAer. borarsiil accorpaTUBHBIMU O6Pa3HbIMI/I mna-
passeassMu GOPTEIIMAHHBIN IIUKA He TIPOCTO IIPeA-
CTaBASIA HECOMHEHHBIN HHTepeC AAS IMAHKUCTOB, HO
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U OTKPbIA HOBBIE BO3MOXKHOCTH AASI Pa3BUTHS TBOP-
4eCKON (paHTA3UU HCIIOAHUTEAS, H, KK CACACTBHE,
oboraria HOBBIMHU KadeCcTBaMU (GOpTeHaHHO-HUC-
HOAHHMTEAbCKOE UCKYCCTBO CBOEI'O BPeMeHH.
ITocae mybaukanuu «lcmanckue —TaHIbI»
M. MOIIKOBCKOTO AOATOe BpeMsi ObIAK BOCTpebo-
BaHHBIMU B peliepTyape, a MX HOTHbIE U3AQHUS II0-
CTOSIHHO pacKyIaAucs. [Inanucrmdeckoe ya06cTBO
Y 3aIIOMUHAIOIIASICS MEAOAUKA CIIOCOOCTBOBAaAA UX
IIHPOKOMY pacrpocTpaHeHuro. [Ibecsr ObiAu U3AQ-
HBI AASL PA3AMYHBIX COCTABOB U B MHOTOYHCACHHBIX
APAH)KMPOBKAX: B YETHIPE PYKH, AASI ABYX POSIACH, AAST
KaMepHBIX aHCAaMOA€T 1 CAAOHHOTO opKecTpa. «Hc-
IIAHCKUE TAHIIBI>»> AASL QOPTEIHAHO B ABe PYKHU IIPHU-
Hapaexxar Aavbepry Yaspuxy / Albert Ulrich / Ka-
taaor Kapaa Caitmona / Carl Simon / nepeuncaser
006pabOTKY AAST OAMHHAALIATH Pa3AHMYHBIX COCTABOB.
ITocae «HMcnanckux Tanues> op. 12 M. Mom-
KOBCBHKHI IIPOAOAXKHA CO3AABATD IIPOU3BEACHUS HIC-
MMAHCKOM TEMAaTUKHU B TAKOU MTOCAEAOBATEABHOCTH:
B 1878 ropy — boaepo aAst cKkpUITKH € OpKeCTPOM Op.
16 (BoAepo AASL CKpUTIKHU € OpKecTpOM op. 16 65140
ucnoareo ITabao pe Capacare ¢ bepaunckum ¢u-
AApPMOHHMYECKMM opkecTpoM 28 siHBaps 1889 roaa),
3areM B 1879 ropy 6514 u3pan McriaHckuit aAb6oM op.
21 / Album espagnol / B ueTsIpe pyku AAs popTemn-
aHO, COCTOSIIIUI U3 YeThIPeX HEeIPOT PAMMHBIX ITbeC.
Taroke Kak TaHIbI Op. 12, OHU IPHOOPEAU OMyASIp-
HOCTD U OBIAM U3AQHBI AASI PA3AMYHBIX COCTABOB.
«IIlyTo4Ho-6aAaraHHbII XapaKTep BUPTYO3HO-
cru MomxkoBckoro>» |1, 68] npoaosxaeT Vcman-
ckuit kanpuc op. 37 (188S), koTopsiit 06pea caaBy
6Aaropapsi NCIIOAHEHHIO €TO YYeHHKA, BBIAAIOIEro-
CS MMAHKUCTA I;Iosecl)a T'odpmana. ITpousseaenue mno-
CTPOEHO Ha peleTHIIMOHHO! TeXHHKE, eI0 CKepIj03-
HO-MI'POBYIO CTHXHUIO IIOAYEPKUBAIOT KOHTPACTHbIE
AMHaMHUYecKue NpoTuBonocraBaeHus. Ilopo6HO
ckpunu4HbIM Karnpucam H. Ilaranman KoMnosuTo-
POM IIpeACTaBAEHA ITbeca, AEMOHCTPHPYIOIIasl Bep-
IIUHY BUPTYO3HOTO MCKYCCTBA: UCIIOAB3YIOTCS He
TOABKO XapaKTePHbIE AASL HCIIAHCKOM MY3bIKaAbHOM
KYABTYPBI PUTMBI, HO ¥ TpeOyIoIie 6OABIION aAb-

I1eBO OCHAI[eHHOCTU MYy3bIKaAbHbIE TIPHUeMbl, KaK
HaIlpUMep, peneTULMA U ABOXHbIE HOTHI U T. A,

B 1888 roay 6piaa HamumcaHa QOpTemHaHHAs
nbeca «ImTapa», Bomepmas B IIMKA MHUHHATIOP
op. 45. AparmXUpPOBKa AASL CKPUIIKHM U POPTEIIHAHO
U ee IepBoe ncrnoaHeHue npuHapaesxxuT I1. Capaca-
Te. AerKOCTD 1 IIOAET HAAEASIIOT 3T MY3BIKY OCOOBIM
OYapOBaHHUEM, YTO AOCTUTAETCS C IOMOIIBIO AMHA-
MHYeCKUX IPaAALIUH, KOTOPBIE He BBIXOAST IIPH 9TOM
3a mmpeaeAbl p — mp. M. MOIKOBCKUi CO3Aa€T 3BY-
KOBOI 00pa3 NCIIAHCKOTO HAPOAHOTO HHCTPYMEHTA
TUTAapa, UCIOAB3YS 9P PeKTHYI0 PUTMO-UHTOHAIIH-
OHHYIO GpOPMYAy PaHAAHTO, ITOAYEPKUBASI 0Opas-
HBIN KOHTPACT: CKEPIIO3HOCTb M APAaMaTHYECKYIO
9KCITPECCHUBHOCTb. B monckax HOBOro, OpraHuYHOro
Pa3BUTHSI HALIMOHAABHO-CAMOOBITHOTO MY3BIKAAD-
HOT'O MaTepHaAa, KOMIIO3UTOP OO palllaeT BHUMAHUE
Ha BApUAIMOHHOCTb U UMIIPOBHU3ALMOHHOCTD, Tpe-
OYIOIIX CBO€OOPA3HBIX IPHEMOB HUCIIOAB30BAHIS
PopTenruaHHOMN TeXHUKH.

B TOM ke ToAy KOMITIO3UTOP HayaA IMAOAOTBOP-
HyI0 paboTy Hap CBOeil IepBON U eAMHCTBEHHOM
omepoit «boabanab, mocaepHHIT KOPOAb MaBpoB>
op. 49. AubpeTTO TPeXaKTHOM OIepbl IPUHAAAEKUT
Kapay BurtkoBcbkomy, Apyry aeTcTBa M. Momkos-
CKOTO, TP CTUXOTBOPEHHUSI KOTOPOTO OH ITOAOXKHA
Ha MY3BIKY CO3AaB BOKAABHBIH ITUKA Op. 26. Omepa
OCHOBaHA Ha PEAAbHBIX UCTOPUYECKUX COOBITHSIX
u onichiBaeT ucropuio Myxammepa XII A6y A6aaa-
AQaX, TOCAGAHETO aMUpa I'paHaAbl, KOTOPBIi B3OIIEA
Ha npecToA B 1482 roay. IIpembepa onepsl cocTo-
saach B bepannckoMm onepHoM TeaTpe 21 ampead
1892 xax 100-11 cnekTakab ce3oHa. M. MOIIKOBCKO-
MY HEOAHOKPATHO alIAOAMPOBAAHM Ha CIIeHe, a IOCAe
BTOPOTO AGHCTBHS OH TPHKADBI BRIXOAHUA TIEpeA 3a-
HaBecoM. boabanab Taioke 6bIA chirpan B MioHxeHe
B ce30HbI 1892 1 1893 ropos, B Ilpare, B bypanemre,
Kenurc6epre, B Iletepbypre 8 Mapuntckom Teatpe
u Hbm-ﬂopxe.

M. MOMKOBCKMI apaHXXHPOBAaA HEKOTOpPbIe
MEAOAMH U3 CBOEH omephl Aast popTenuano. B gacr-
HOCTH, O4Y€eHb IOMYASIPHOM ObiAa «MaaareHbsi» /
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Malaguena / — oAHa U3 TPAAULIOHHBIX ITeCeH $Aa-
MEHKO U «MaBpUTaHCKUI MapuI>»> B YeThIpe PyKH.
BriocaeacTBHH, KOrpAa HHTEpeC K OIlepe HavyaA OCAa-
OeBaTh, MOXKHO OBIAO YCABIIIATH AMIND OTAEAbHbIE
OaAeTHBIe HOMEpAa M APAHXXHPOBKH, CO3AAHHbIE
M. MOMKOBCKMM AASl BBICTYTIIACHHI ITMAHMCTOB
U CAAOHHBIX OPKeCTPOB.

Oxoao 1900 ropa mosBasrorcst «Hosbre Mc-
IIAHCKHUE TaHIBI>»> Op. 65 AASL POPTENUAHO B YETHI-
pe pyku. B IIHKA BXOASIT TPH IIbeChbl, IOCACAHSS —
«XabaHepa» — ObIAQ BIIOCAEACTBHH APAHXUPOBaHa
M. MomKOBCKMM AASL OpKecTpa. B cBoem nucpme
k l'enpu XuHpHKCEHY KOMIIO3UTOP OTMEYaA: «<...>
“HoBble HCIIAaHCKHE TaHIbI HE BKAIOYAIOT B cebs
HapOAHbBIE MEAOANH, A IOAHOCTBIO SIBASIFOTCSI MOEH
MHTEAAEKTYaAbHOM cO6CTBEeHHOCTBIO> [ 1,312 ]. Op-
HAKO 0p.6S He MMeA TAaKOTO YCIIeXa M OCTAACS B TEHH
CAaBbI OOAe PaHHUX COYMHEHHIL. B TOM 3Ke mucbMe
ITOAHBIN ITEPEXUBAHUI KOMIIO3UTOP C HEAOYMEHH-
eM ITCaA O « HOBBIX MCITAHCKHUX TaHIIAX » : «KaXKeT-
Cs1, HOBbIe COYMHEHHSI OCTAAHUCh AO CHX ITOpP He AO-
CTATOYHO IIOITYASIPHBIMU, OTKPOBEHHO TOBOPS UTO
MeHSI AeFICTBUTEABHO OCKOPOASIET, TaK KaK 51 CYUTAIO
UX Ay4llle, 4eM IIepBble, KaK s TaloKe cyuTaro u “Mc-
MMAHCKUHI aAbOOM”~ 3HAUUTEABHO LieHHee YyeM TaHIbI
op. 12» [1, 312]. Komnosurop 6b1a oropues, pas-
MBIIIASIL O cBOeM TBopuecTBe. OH HEOAHOKPATHO
OTMEYaA, 9TO «<...> CyAbOA My3bIKAABHBIX IIPOU3-
BeAeHMIT MHOTAQ HenpepacKasyemas [ 1, 312].

B macaeprn M. MOIIKOBCKOrO 3HAYMTEABHOE Me-
CTO 3aHMMAIOT IIbeChl-apaHKUpOBKH. OAHA U3 HUX,
«ITecns npiranku> u3 onepsl «Kapmen» JK. buse,
6p1a2 u3paHa B 1906 ropy B uspaTeabctBe FOanms Xaii-
Hayepa / Julius Hainauer / Bo Bponaase. Counne-
HHe aBTOP IOCBSTHA H3BeCTHOMY aBCTPHUICKOMY ITU-
anucry Mopur PozenTasto, mepBoMy HCIIOAHUTEAIO
Tpa"cTKpunuuu. M. MomkoBckuit AeMOHCTpUpPYeT
3BYKOKPACOYHYIO U300peTaTeABHOCTD U TBOPYECKHUIT
MOTEHIHAA, 0ObEAUHIB B OAHOM KOMITO3HI[UH MY-
3piky Seguidilla u pIranckyio nectio, B mporecce
BapPMAHTHOTO Pa3BUTHUA MPETBOPseT IPHEeMbl UH-
CTPYMEHTAaABHOTO HAPOAHOTO HCIIOAHHUTEABCTBA,

oboraiasi BBIpa3uTeAbHbIe BO3MOXHOCTU popTe-
rrano. KoMmo3uTop Takke HUCIIOAb3yeT TeMOpOBbIe
pecypchl HHCTPYMEHTa B IOMCKaX OPKeCTPOBOTO
3ByYaHUI.

BriBoabl. AHaAu3KpyYs QpopTenraHHbIe IPOU3-
BepeHHsT M. MOIKOBCKOTO MCITAHCKONW TEeMaTHKH,
HAAO OTMETUTD UX Ype3BblUaiiHOe MHAHUCTHIECKOe
yAOOCTBO. DTa My3bIKa IPUBAEKAET SPKOU 00pas3-
HOCTDBIO, OHa OXBATBIBET LI€ABIH CIIEKTP HACTPOEeHHI
— OT MEYTaTEAbHOM, AMPUYECKOM U TPALlMO3HOM,
IIPOHUKHYTON MCKPEHHOCTDBIO BHICKA3bIBAHHSI, BHHU-
MaHUeM K AyIIeBHBIM COCTOSIHHSM U BHYTPEeHHEMY
MHUPY YEAOBEKA; AO SIPKOM U CMEAOM, BTATHUBAIOLIEH
B $aHTACTUYECKHII KPYTOBOPOT 3a5KUTATEAbHbIX HC-
IIAHCKUX PUTMOB.

M. MomKOBCKUIT BHEC 3HAYMTEABHBIN BKAAA
B CTAHOBAEHHE HCIIAHCKOTO MY3BIKAABHOTO, B TOM
qrcAe, 1 GpOPTEIMAHHOTO HCKyccTBA. Takum 06-
Pa3doM, MO>XKHO KOHCTaTHpOBaTh, M. MOMKOBCKHIA
CAEAAA BECOMBIH BKAAA B Pa3BUTHE HCIIAHCKOM $pop-
TeIMaHHOM My3bIKU IIPAKTHYECKU B TO BpeMsi, KOTAQ
HCITAHCKHE KOMIIO3UTOPbI — OCHOBATEAU HAIIHOHAAD-
Ho#t mKoAst M. Aapbenrc u 3. I'paHapoc TOABKO Ha-
YMHAAU CBOIO A€SITEABHOCTh. B CBOMX COYMHEHUSIX
MCITIAHCKOM TeMAaTHUKH KOMITO3UTOP BOIIAOIAET Ha-
IIMOHAAPHOE HAYaAO IIOCPEACTBOM OOOTralieHHsI
$aKTypHBIX, KPACOYHBIX U BBIPAZUTEABHBIX BO3-
MOXXHOCTel HHCTpyMeHTa. [ InanucT, ncnoAHsomui
npousBeaeHrss M. MoIKOBCKOTO AOAKeH 00AATh
SIPKOM TAABLIEBOY TEXHUKOM M aPTUCTU3MOM, 1yB-
CTBOBATh HAAAHC MEXAY CTPACTBIO U UHTEAAEKTOM,
TeMIIePAaMEeHTOM U CAEPKAaHHOCTBIO.

B TeyeHne MHOTHX AT IPOU3BEACHNS KOMITO3H-
TOpa OBIAU 3a0BITHI, TPAKTUYECKU He HCIIOAHSATCH,
Fl TOABKO B IIOCAEAHIE FOABI HAOAIOAQETCSI BO3POXKAE-
HHUe HHTepeca K ero TeopyectBy. Mysbika M. Momi-
KOBCKOTO IPUBAEKAeT COBPEMEeHHBIX MY3bIKaHTOB
ITUPOKUM CIIEKTPOM POMAHTHYECKUX ITMAaHUCTHYe-
CKUX CPEACTB, MMITPOBH3AIIMOHHOCTbBIO, OIUPAIO-
IasICSl HA TPAAMIIHY OAECTSIIEro MHAHUCTUYECKOTO
CTUAA UCITOAHEHUSI C pOMaHTI/I‘-IeCKI/I I/IMHYAIJCI/IBHIJIM
HM3MEHEeHNEeM d3MOIMOHAABHBIX COCTOSIHUM. JTO AAeT
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COBpEMEHHOMY HCIIOAHUTEAIO CBOMCTBEHHOE PO-  AAIONIErocs My3bIKAHTA Ha CO3AaHME MHOTHX 3aMeda-
MaHTHKaM OIIyIlleHHe TPAHCIIeHAEHTAABHOCTH, IIpe-  TeAbHBIX OPTENHUAHHBIX TPOU3BEACHHIH, TPOHUKHY-
HMYIIecTBa Hap OOBIMHBIM CAyIIaTeAeM. BOBMOXHO,  THIX SIPKOCTbIO, 9MOLIMOHAABHOCTDIO, HEOObIYAHOM
HMMEHHO [T09TOMY UCIIAHCKAs TeMa BAOXHOBASIAA BBI-  9HEPTHEH 1 TeMIIepPaMeHTOM.
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XXAHPOBASl OCHOBA TPAHCKPUILUN M.-A.
AMNEHA (HA NPUMEPE ETUDE NO.1: TRIPLE ETUDE
(AFTER CHOPIN) U TICO-TICO NO FUBA)

Annoranus. Crarpsi IOCBSIlEHA PACCMOTPEHMIO CHeNUPUKH HHTEpIpeTAliMH >KaHpa
TPAHCKPHUIILIUU B KOMIIO3UTOPCKOM TBOpuecTBe M.-A. AMAeHa. BbISBASIOTCS KOMIIO3UIIMOHHBIE
MEeTOADBI PabOThI ¢ M30MpaeMbIM TeMAaTUYECKUM MaTepraAoM. ITpocaexxuBaeTcs UX B3aMMOCBS3b
C 9CTeTUYeCKMMHU IPUHIIUIIAMU IOCTMOAEPHHU3MA.

KaroueBbie caoBa: TPaHCKPHIINNSL, J)KaHP, KOMIIO3UTOPCKasl HHTEPIIPETALMS, 9CTETHKA IIOCTMO-

A€pHHU3Ma, )KaHpOBasl OCHOBA.

CuTyanus B coBpeMeHHOM MY3bIKaAbHOM KYABTY-
p€ HallOMHMHAET MeCTPhIN KAaAEHAOCKOII, B KOTOPOM
B3aUMOAEHCTBHE Pa3AUYHBIX IAEMEHTOB, OAHAKO, He
IPUBOAKT K MX OAHOOOPA3HIO U YHIYTOXEHUIO B 00-
11eft Macce, a HHOOOPOT AAeT IPEACTABACHHE O TOM,
KaK 9T MHAUBUAYAAbHO O4Y€pPYEHHbIE DAEMEHTBI
B3aMOAEHCTBYIOT B Pa3AMYHBIX KOHTeKCTax. Takas
CUTyalusl MPOAMKTOBAHA TOCIIOACTBOM 3CTE€THKH

IIOCTMOAEPHU3MA, OTAUYUTEABHOM YePTON KOTOPOH
SIBASIETCSI IPOHUYHbIN [TAIOPAAU3M, OO paleHe K 00-
pasIiaM IPOMLIABIX STI0X, B3AUMOAEHCTBHUE Pa3AMYHbIX
UCTOPHUYECKUX U KyABTYPHBIX TPAAULIUIL.

O01m1e TEHAEHIIMN 9TOTO SIBAEHHS PACCMOTPEHBI
MHOTUMH aBTOPaMH, BKAIOYAst PHAOCOPCKO-ICTETH-
geckue Tpyabl O. Asxeitmucona [1], M. dyxo [6],
H. Manbkosckoii [ 2 . B oTHOmeHu# My3bkaAbHOTO
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MCKYCCTBa, 310 HccaepoBanus M. Pa6osa [4], A. Py-
»uHCKo¥ [3].

B My3bpIKaABHOM HCKYCCTBE HAEH ITOCTMOACPHH3-
Ma HaXOAST BOIIAOIIEHHE B OIIbITE IIEPE0CMbICACHHS
IIPOM3BEACHHI, CO3AAHHBIX B IIPOIIAbIE CTOAETHS,
U BBeACHNE HX B COBpeMeHHbIe KOMIIO3HIIUH ITyTeM
IIUTHPOBAHMS, AAAIO3UH, PA3ANYHOIO KaHPOBO-CTHU-
A€BOTO Npeobpa3oBaHus. SIpKuM IpuMepoM 3apeit-
CTBOBAHHS «Yy>KOTO> TeMAaTHYECKOTO MaTepHaAa
AASL CO3AQHMSI HOBOTO IPOHM3BEAEHHS IPEACTaeT
YKAHP TPAHCKPHUIIIIH, KOTOPBIH B IIOCAEAHEEe BpeMs
obpeTaeT 0cOOYIO MOIMYASIPHOCTD Y KOHI|ePTHPYIO-
IUX MY3bIKAaHTOB, CO3AABasl BO3MOXKHOCTD ITPOAE-
MOHCTPHPOBATH KaK BUPTYO3HOE HCIIOAHUTEABCKOE
MAaCTepCTBO, TaK ¥ KOMIIO3UTOPCKHI TAAQHT.

OTMeTnM, 4TO BO3pOXKACHHE HHTEpeca K TPAAU-
IJUM >KaHPa TPaHCKPUIIIIUHK HadaAoch B 80-e — 90-e
TOABI IIPOIIAOTO CTOAETHS U, B OTIPEACACHHOM Mepe,
OBIAO CBSI3aHO C HOBOI BOAHO! BUPTYO3HOCTH B HC-
MOAHMTEAbCKOM UCKYCCTBE M CTPeMACHHEM COYeTaTh
B OAHOM AHMIle QYHKITUH KOMIIO3UTOPA M UCIIOAHH-
TeAst. IIpuMepom ToMy cAy»aT M3BeCTHBIE CBOEMH
cAOXKHOCTBIO TpaHckpunuuu B. Toposuna, A. Lind-
po1, M. I1aeTHeBa, A. Boaopocs. B oreuecTBenHoM
MY3bIKe BKAAA B Pa3BUTHE AQHHOM TPAAMIIUU BHEC
C. IOmxkeBHy, YbH IPOU3BEACHHS B 9TOM >KaHpe
IIOAB3YIOTCS IIOITYAsIpPHOCTBIO. B cBoett crarpe H. Pa-
Oyxa yKa3bIBaeT: « ... Bce co3paHHBIE UM COUYMHEHIS
aTOro >XaHpa 6b1an ommy6baukosassl B 90 rr. XX B. BO
DpaHIMH, TAE TAKOKE BBIIIEA B CBET AUCK C UX aBTOP-
CKMMH UHTepHpeTausaMu» [ S, c. 41].

Cpean coBpeMeHHbIX HCIIOAHUTEACH-KOMIIO3H-
TOPOB BbIpeAsdeTcsl TBopuecTBo Mapka AHppe AMae-
Ha (Marc-André Hamelin) (1961 r.p.) — kaHaackoro
IIHAHUCTA-BUPTYO03a, IOAYYUBIIETO MUPOBYIO CAABY.
Ero ncnoanuTeabckoe 1 KOMIIO3UTOPCKOE MacTep-
CTBO SIBASIETCS SIPKMM OTpa’keHHeM COBPEeMeHHBIX
KyABTYPHO-3CTETHYECKIX TEHACHIIUH, IPUBAEKas
TeM CaMbIM BHHMMaHHe IIMPOKOMN ayAUTOPHH CAY-
maTeAer M UCIIOAHUTeAen (o 4YeM CBHAETEAbCTBYET
KOAMYECTBO IIPOCMOTPOB Ha IOIYASIPHOM HHTEp-
ner-pecypce Youtube). B konmeprHoM peneprya-

pe M.-A. AMAeHa NpeACTaBA€HA MIMPOKas MAAUTPA
IIPOUBBEACHHM Pa3AMYHBIX OIIOX M CTHAEH, HauuHa s
C paHHEKAACHYeCKOi My3bIKH (COHATa AASL KAQBHpA
A-dur K. ®.3. Baxa) u 3aKkaHuMBas COYHMHEHUSIMH
coBpemenHbIx komnosutopos (A. ITpesoct, A. Opu-
craits, A. Baitccen6epr, A. Byabsu u ap.). B mpo-
rPaMMbl CBOUX BBICTYIIA€HHM MY3BIKAaHT aKTHBHO
BKAIOYAeT 1 COOCTBEHHbIe COYMHEHNUS, KOTOPBIE OT-
MeueHbl peHOMEHAABHON BUPTYO3HOCTBIO U KOM-
IO3ULUOHHOM CaMOOBITHOCTBIO. B ero TBOpueckoM
HACAEAMH 3HAYUTEAbHOE MECTO OTBOAMTCS JKaHpaM
BapHaliui, TPAHCKPUIILMA U IJUKAAM MHMHHUATIOP.
Haub6oaee uzBecTHbIe U3 ero omycoB — «Variations
on a Theme of Paganini», «Toccata on «L homme
armé»», «12 Etudes in all the Minor keys», «The
Minute Waltz, in Seconds>» 1 0pAHO U3 counHeHMI
AASI MexaHHIYecKoro ¢popreruano — «Circus gallop>.

IleAap cTaThbu — BBIABUTD CHEIMPHUKY KOMIIO3U-
TOPCKOTO BOIAOIIEHUS KaHPA TPAHCKPHUIIIIUHI, KO-
TOPbIA B TBOpYecTBe M.-A. AMAeHa npeTeprieBaeT
IIepeOCMBICACHHE.

Cunresupys tpaaunuu A. Iopockoro u @. by-
30HH, KaHAACKMI KOMIIO3UTOP AEMOHCTPHpPYeT
OPUI'MHAABHBII IIOAXOA K U30MPaeMOMY AASI TPAHC-
Kpunmuu MaTepuasy. OAHHM H3 ITOKa3aTeAbHBIX
npuMepoB siBAsieTcs TpoiiHoi aTiop 1o O. [Iomeny
(Etude No.1: Triple Etude (after Chopin) 1992)
a-moll u3 nukaa «Twelve Etudes in all the Minor
keys>. B koMMeHTapuu K 9TOMY 9TIOAY KOMIIO3UTOP
YKa3bIBaeT, UYTO UAESI COEAMHUTD TPH AS-MUHOPHBIX
atiopa @. [HTonena npunapaexasa A. fopoBckomy,
KOTOPBIN XOTEA CO3AATh KOHTPAITYHKTHIECKYI0 KOM-
OMHALMIO IIOMEHOBCKUX 3TI0OAOB op. 10/2, op. 25/4,
u op. 25/11. M-A. Amaen oTmedaet: <5 moay4ana
OTPOMHOE YAOBOABCTBHE OT HAIMICAaHHUS 9TOM He-
OOABIION MbEChl, 0COOEHHO MOCAE TOTO, KaK IIOHSIA,
4TO IepBble BOCEMb TAKTOB TAK XOPOIIO COYETAIOTCS
APYT € ApyroM> - (mepesoa moit — H. P.)» [7, P. iii].

AeticTBuTeAbHO, TpH a-moll'HbIx 9TIOAQ HIMEIOT
MHOTO O0II[ero Mpy KaXXyIjeMcsi KOMITIO3UIJHOHHOM
U TapMOHHYECKOM pa3anyuu. M.-A. AMaeH He cTa-
paeTcs CTepeTb Pa3AMYMs, YTO UMEIOTCS B AQHHBIX
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9TIOAAX, @ KOMOMHHPYeET UX TAaKHM 00pa3oM, 4YTOObI
B OITPEeAEACHHBIN MOMEHT B « TpoiHOM aTIoAe > OKa-
3BIBAACSI BEAYIIUM KAKOH-AMOO0 U3 HUX. DTy KOMIIO-
3UITHOHHYIO UACI0 OH IIOAYEPKUBACT AASI HCIIOAHH-
Teaeit: «CaMo cob0it pa3yMeeTcsl, YTO 3TOT ITIOA
AOAXKEH OBITh CBITPAH C IPEAEABHOM apTHKYASIIH-
OHHOM SICHOCTBIO: Pa3AUYHBIE dIAEMEHTBI KaXKAOTO
3TIOAA BCEIAQ AOAKHBI OBITh KaK MOXKHO 6oAee OT-
JeTAUBO Pa3AMYUMBI, AAXKe €CAU OHH OTOABHHYThI Ha
sapHumit iaan>» — (mepesop moit — H. P.)» [7, P. iii].

Yrobbl sicHee MOHSTDH CHENUPUKY B3aUMOAEH-
CTBHSI IIOTIEHOBCKUX 9TIOAOB, 0OPAaTUMCS K paccMo-
TPEHHIO 001Iero MAAHa CTPOeHHs « TpONHOro aTI0-
Aa» M.-A. AMaeHa. Bo Bcex Tpex atiopax @. Illonena
B IIeAOM COXPAHSIeTCsl OAMHAKOBa s KOMITO3UIJHOHHAS
CXeMa — 9TO TPeX4acTHas penpusHas popma c boaee
HAM MeHee Pa3BepHyThIM 3akatoueHreM. Kanaackuit
KOMITO3UTOP TaKXKe CAeAyeT el IIpU KOMOUHUPOBa-
HHH IIOTIeHOBCKHX TIOAOB. I lepBbIit pasaes oxBarhl-
BaeT TT. 1-19 unpepcTaBasieT coboit IIEPHOA U3 TPEX
IIPeAAOKEHHI IOBTOPHOTO CTPOEHUS C pacIiupe-
aueM (TT. 17-18) u pAomoaHeHHMeM-CBA3KOi (T. 19).
CepearHa — TOHAABHO HEYCTOMYMBAs, KaK U B 9TIO-
Aax @. Illonena, (HaunHaerca c T 20 m A0 7. 30), a TT.
31-36 — aTo mpeAbIKT K penpuse (TT. 37), KoTopas
SIBASIETCS TIEPHOAOM M3 ABYX IPEAAOXKEHUI (BTO-
poe HaunHaetcs ¢ T. 45). 3aBepmaercs «TpoitHoit
3TI0A > 3aKAIOYeHHeM (TT. 52-58), B KOTOpOM Mmpea-
CTaBA€H MaTePHaA TPEX dTIOAOB C IPEBAAUPOBAHUEM
TeMaTu3Ma 3Tiopa N2 16.

Bo Bcex Tpex IONeHOBCKHUX 9TIOAAX 9KCITO3HIIUS
IPEACTaBASIET COOOM IIEPUOA U3 TPEX IIPEAAOXKEHHUT],
HO B KQ)XAOM OTACABHOM CAy4ae OHHM MMEIOT CBOU
ocobennoctu. Hanboaee pa3BepHy TSIl U pa3HOO-
OpasHblil B TOHAABHOM ITAQHE ITEPHOA B 3TIOAe N2 23.
OaHaxo M.-A. AMAeH 6epéT 13 Hero TOAKO Ha4aAb-
HBI MOTHUB, KOTOPbIX Ha IIPOTSDKEHUHU IIEPBOTO pas-
A€Aa U CEPeAMHBI M ITPEACTAET B KadeCTBe AeHITMOTH-
Ba. Apyroe 3auMCTBOBaHHe U3 AAHHOT'O 3TIOAQ — 9TO
BBEAEGHHE aHAAOTUYHOI'O B MHTOHAITMOHHOM ITAQHE
nepexoaa K penpuse (TT. 33-34 — BepxHuil roa0c),
U ApKuil QaKTypPHbIA CETMEHT — CEKCTOAbHbIE QUTY-

panyy IeCTHAALIATHIMU, BO3HUKAIOIIHE B perpuse
TpoitHOro 3TIOAR.

B cTpyxTypHOM OTHOIEHNH B « TpoitHOM 3TI0-
Ae> M.-A. AMAeH OpHeHTHPYeTCs Ha 9TIOABI N2 2
u N 16. Hanpumep, B 9KCIIO3HMIIUY, XOTS M OTAQ-
eTcs npepnouyTeHye aToAaM N2 2 u N© 23, Ho KOH-
CTPYKTHUBHOM OCHOBOM KaK 3TOM YaCTH, TaK U BCE
KOMITO3MITUU SIBASIETCS oTIOA N2 16, Tak Kak 13 Bcex
TPEeX 3TIOAOB OH OAYDKE IT0 KOAUYEeCTBY TAKTOB (anst
cpaBHeHHsI: 65 TakTOB — JTI0A N© 16 1 58 TakTOB —
It1iop M.-A AMAeHa) ¥ 001eMy, i FApMOHHYECKOMY
TIAQHY. (B 06oux aTIOAAX €CTD CBsI3Ka-TIEpeXoA K ce-
PeAMHe, CBS3KA-TIPEABIKT K pelpu3e U AOTIOAHEHHe
B KOHI[E nponsseAeHwI). Eme opHMM mOATBEpsKAe-
HHEM MOXXeT CAYXKHTDb U HETIOCPEACTBEHHO pelpu3a
«'TpoiiHOro 3TI0AQ>, B KOTOPOI CO BTOPOM ITOAOBH-
uol (1. 44) SIPKO TPOCAEXHMBAETCS TEMATHU3M 3TIOAQ
Ne 16 (0B M3AaraeTcs B OCHOBHOM B CpeAHeM roaoce
Y TOABKO B 3aKAIOYHTEABHBIX TAKTaX BHOBb IIePexo-
AUT B IIAPTHIO 6ACOBOTO roAOCa); 3aBeplIeHHe (TT.
57-58) B rapMOHUYECKOM OTHONIEHUH AHAAOTUIHO
IIOTIEHOBCKOMY OPHUTHHAAY.

Opranusanus $akTypsl «TpoiHOro aTopa>,
OTAMYAETCS TEM, UYTO KaXXAbI 13 oTI0A0B . ITlome-
Ha MIMeeT SIPKO ouepyeHHble y3HaBaeMble pOPMyYADI,
KOTOPbIE ITOYTH BCe BpeMsI HCIIOAB3YIOTCSI B pa3ANY-
HbIX KOMOMHALMSX M ITepecTaHOBKaX. Takum 00-
Pa3oM, TAABHBIM CPEACTBOM B3aUMOAEHCTBHUS TPex
3TIOAOB SBASIETCA TPOMHOM KOHTPAITYHKT, a IIPHH-
IJUIIBl KOMIIO3MIIMH, MCIIOAb3yeMble 3paech M.-A.
AMAEHOM, OTCBIAAIOT K INPaKTHUKe COYMHEHMS Ha
cantus firmus. IToATBEp>KACHHEM CAYXHUT CIIOCO6
HCIIOAB30BaHMS TeMaTHYECKOrO MaTepHaAa, KOTO-
PBIF KAQACTCSI B OCHOBY ITPOM3BEAEHIS U ITPAKTHIe-
CKU He 3aMeTeH B 00111el 3ByKOBOI ITAAUTPE, OAHAKO
HMMEHHO OH OIIpeAeAseT CTPYKTypy Leaoro. M.-A.
AMAeH 3aAeFICTBYeT B CBOEM 3TIOAE CIIOCOO COun-
HEHU, alllIeAUPYIOIUH K CpeAHeBeKOBBIM MOTeTaM
XIII - XIV BB. (coepunsis MexAy co60il Tpu pasHo-
06pa3HBIX My3bIKAABHBIX MaTePHaAl) U AOGaBAsET
K 9TOMY IIMPOKOE HCIIOAb30BAaHHE KOHTPAITyHKTa,
KOTOPBIH, B CBOIO OYepPeAb, CBSI3aH C MY3bIKAABHOM
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tpapunueir XVII — nepsoit moaosunsl XVIII Bexos.
ITpu 9TOM AQHHbIE IPHHIIUIIBI KOMIIO3ULIUK COBMeE-
IAIOTCS € 0OpasLiaMy SIIOXY POMAHTH3MA U FapMO-
HUel TBOp4ecKOM MIpakTuku XX Beka.

Taxum o6pazom, M.-A. AmaeH B « TpoiiHoM aTr0-
Ae> AEMOHCTPHPYeT KOMIIO3UTOPCKYIO HHTEPIIPeTa-
LIMIO KaHPA B COYETAHUH C HCIIOAHUTEABCKON BUPTY-
03HOCTbI0. JKaHp TpaHCKPHUIILUK paccMaTpUBAETCS
Y KaK MHCTPYKTUBHBIM, TOMOTAIOIIUI CBOEH TPYAHO-
CTBIO OOACIYUTD UCIIOAHUTEAIO OCBOEHHE UCXOAHOTO
MaTepHasa (Kak 9T0 HABAIOAAAOCH B TPAHCKPHUIIIIHSX
®. Bysonu [IprmMepoM TakuX HHCTPYKTHUBHBIX TPAHC-
KPHIILHI MOTYT IIOCAY>KHUTb Pa3AMYHBIE YIIPKHE-
Hust, KOTOpbIMU O. By30HH COIPOBOXAAA IIPEAIOANHT
u ¢yru B cBoeit pepaxru XTK K. C. Baxa), u xax
KOHIIepPTHAst 06paboTKa, B KOTOPOIl AeMOHCTPHPY-
€TCsI MACTEPCTBO BAAAEHYSI MHCTPYMEHTOM U KOMIIO-
3UTOPCKas u306peTareAbHOCTD (4TO MPUCYIIe TPaHC-
kpurusm A. ToAoBckoro).

BropsiM mpuMepoM HHTepIpPEeTALMU ITOrO
XKaHpa KaHAACKUM KOMITO3UTOPOM SIBASIETCS TPaHC-
KPUIILVSL HA MIKPOKO M3BECTHYIO MECHIO Opa3uAb-
CKOro KoMIo3uTopa 3ekuHbs Ae Abpey «Tico-tico
no fubd>. Cospannas B 1917 roay, oHa He Tepsier
CBOETI [IPUTSATATEABHOCTH U B HAIIIU AHU, IIOATBEPIK-
AEHHEM 4eMy CAY>KaT MHOXKECTBO TPAHCKPHIILIHI
u obpaborox. Obpamasich K 3Toi Meaoauu, M.-A.
AMAeH BHOCUT B Hee CBOH KOPPEKTHUBbI, COXPAHSIS
IIPY 9TOM OCHOBHBIE XapaKTepHble 4epThl. KoMmmosu-
TOp paKTHUeCcKU 6e3 M3MeHEeHHU OCTaBAsIET OOIHIiT
KOMIIO3UIIOHHBI IIAQH IIeCHU: HeOOAbIIOe BCTY-
IIAeHHE, YepeAOBaHIe 3aIIeBOB U PHUIeBOB. B ocHOB-
HOIl TeMe MaTepHaA HCIOAB30BaH 0e3 CyljecTBeH-
HbIX M3MEHEHHIT: TaloKe KK M B TeMe [IPOUIPHILIA,
MOAYEPKUBAETCS MIPUCYIAst AATHHOAMEPUKAHCKOM
My3BIKe PUTMHKA C OIEPEXAIOMUMU AOAIO aKI[eH-
Tamu, (B TAQBHOI TeMe 9TOT aKIEHT MPHUMAAET Ha
YeTBEPTYIO BOCBMYIO B KKAOM TaKTe IIPH pasMepe
2/2, co3paBasi TUIIHYHYIO pUTMOGOPMYAy 3+3+2,
PeaAU30BaHHYIO BOCbMBIMU AAMTEABHOCTSIMH), CO-
XpaHsIeTCsl MHTepBaAMKa. AaAbHellllee pa3BUTHE
TEMBI y)Ke OTAMYAeTCsl OT opuruHaaa. [Ipu nosrop-

HOM IIPOBEACHHU 3aIleBa YCAOXKHSETCSI TApMOHHS,
a aKIIeHT ITOAYEPKUBACTCS HE TOABKO METPOPHTMH-
4eCKH, HO U C TIOMOIIbIO BBEACHMHS B TAPTHIO 00enx
PYK aKKOPAOB Ha 4eTBEPTYIO BOCHBMYIO, HUMEIOIINX
B CBOEM COCTaBe HeaKKOpAoBbIe 3ByKu. IIpu mosTop-
HOM SBY‘-IaHI/II/I I/IHCTPYMeHTaAbHOI'O HPOHFPbILLIa
(TT. 53-68) MEAOAHS B BEPXHHMX TOAOCAX PACCAAM-
BAeTCsI 3a CUeT AyOAUPYIONINX MOATOAOCKOB. [Tocae
aroro M.-A. AMAeH AOOABASIET A€CATD TAKTOB, KOTO-
pble OTCYTCTBYIOT B ITIeCHE U €€ HHCTPYMEeHTAAbHbBIX
o6paborkax (TT. 69-78). AOMUHAHTOBbII OpTaHHBII
ITYHKT CO3AA€T AAAIO3HIO TI0 CBOeMY PaKTypHOMY
pellIeHnIo Ha MPEeABIKT K perpuse «Kammaneaavr>
®. Aucra (TT. 73-74), a TeMaTuYecKuil MaTepHaA
B TT. 75—78 — Ha HayaAbHbIE CEeKyHAOBbI€ HHTOHA-
uuu u3 baratean «K Damse>» A. Ban BerxoseHa.
OTa CBs3Ka IIEPEXOAUT B PeIpPH3Y, TAe KOHTpAITyH-
KTHYeCKU 00be AUHSIOTCS TeMbI « Tico-tico no fubd>
B IIAPTUU A€BOH PYKH U BUAOM3MEHEeHHas TeMa JTIO-
Aa op. 10 Ne 2 ®. [ITornena. B peayabTare, kaaccuye-
CKHe TeMbI ITOIIAAAIOT B HHOE KAaHPOBOE U 9CTeTH-
JecKoe ITOA€, @ AAHHAS TPAHCKPHITIIHS OKa3bIBACTCS
o6pauerH01?1 KAK K ayAUTOPHUU IIeHUTEAEH KAACCHUKH,
TaK U AIOOUTEeAel IOIYASIPHOM MY3BIKH, YTO TAKXKe
CBSI3aHHO C IIOCTMOAEPHUCTCKOM Tpapunuent. [Ipu
3TOM IIOKA3aTEeABHBIM IIPEACTAET TOT PAKT, YTO ITIOA
Ne 2 zapeiicTByercss M.-A. AMA€HOM B AByX BUPTYO3-
HbIX IPOU3BEAECHISIX, TPUOOpeTast 3HaUeHIe CUMBO-
Ad U3bICKAHHOM POMAHTUYECKOM TPAaHCIIEHACHTHOMN
BUPTYO3HOCTH (B MCITOAHMTEABCKOI CpeAe OH CuH-
TaeTCs OAHMM U3 CAOKHBIX B Hacaeanu @. ITlomena).
B 3akArounTeABHOM IPOBEACHHUU OCHOBHAsI TeMa
(TT. 127-142) npuobpeTaeT BUPTYO3HDII pazMax,
OAHAKO He 3a CYeT AMHAMHUKH, KOTOPasl Ha IIPOTsDKe-
HUY BCeHl IIbeChI He BBIXOAUT 32 PAMKH #if, @ TaKoKe
APYTHX BBIPa3HUTEABHBIX CpeAcTB. OueBHAHO, YTO
KOMITO3UTOP CTPEMHACS MAaKCHMAABHO 3aByaAHUpPO-
BaTb TeXHUYECKYIO CTOPOHY ITbeChl, U IIPEMOAHECTH
ee KaK AeTKYIO My3bIKAABHYIO «0e3AeAyLIKy>.
ITocaepAHUM IITPUXOM, KOTOPBIN BHOCHT KaHAA-
CKHH MY3bIKaHT, IIPEACTAeT KOAQ, KOTOpas OTCYyT-
CTByeT B APYTHX BapHaHTax necHu. OHa BO3HHKa-
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eT 6Aaropapsi UCIIOAB30BAHHIO MTOANPOHUIECKOTO
npueMa oOpaleHus: U3MeHEeHHs MEAOAUKO-UHTep-
BaABHOT'O M3AO0XKEHHS HAYAABHOTO MOTHBA B IIEPBOM
IIPEeAAOYKEHHH TAABHOM TeMBI ITPH 3aKAIOYHTEABHOM
mpoBeAeHUH. Bo BropoM npepAosKeHnH BOCCTaHaB-
AVBAETCs IEPBOHAYAABHBIN MEAOAUYECKHI PUCYHOK
MoTuBa. B urore B mpece «Tico-tico no fubd» M.-
A. AMaeH 00BeAUHSIET TPU3HAKU TPAHCKPUIILIHU
Ha MOIYASPHYIO IIECHIO M TPAAUITMU KAACCHYECKHX
JKaHPOB, TPAKTyeT MPOHU3BEACHHE B BUPTYO3HOM
cTuAe, 6An3KkoM K uHTeprperanusaM A. [opoBckoro,
obpamasich Mpu 9TOM K Pa3AUYHOM CAYILIATEAbCKOM
AyAUTOPHH.

MO>XHO CAeAaTh BBIBOA O TOM, YTO OCOOEHHO-
CTDIO HHTEPIIPeTAILIUH KaHPa TPAHCKPHUIILIUU B KOM-
MO3UTOPCKOM TBOpuecTBe M.-A. AMAeHa sABAseTCA
oboramieHye XaHpOBO# 0CHOBbL. OAHO U TO Xe cO-
YHHEeHHEe MOXXHO PACCMAaTPHUBATh B ABYX paKypcax
B 3aBUCHMOCTH OT TOTO, KAKMMH OYAYT KaHPOBBIE
opuenTupsl. Hanpumep, B «TpoitHoM aTIoAe> M.-
A. AMAeH 049eBUAHBI )KaHPOBbIe IPU3HAKH KOHIIEPT-
HOU 00pabOTKH U, B TOXe BpeMsI HHCTPYKTUBHOM

IIbeChl, IPU3BAaHHOM PEOAOACTD TEXHUYECKHE TPYA-
HOCTH ITyTeM HX YCAOKHEHUS (xakx B TPAHCKPHUIILUAX
A. TopoBckoro o atropam O. HloneHa).

B mpece ««Tico-tico no fubd>» Takas aABoiicTBeH-
HOCTb ITPOCAEKHMBACTCS B TOM, UTO 9TO OAHOBPEMEHHO
Y TPAHCKPHIIHS Ha MOMYASIPHYIO MEAOAMIO, U KAAC-
CHYeCKYIO My3BIKY, TaK KaK BBEACHHDIH B Hee JTIOA
op. 10 Ne 2 @. [TToreHa cpeAr MUAHUCTOB CIUTALTCS
OAHHMM U3 CHMBOAOB TEXHHUYECKOM CAOXKHOCTH U HC-
IIOAHUTEABCKOTO MacTepcTBa. B o6aacTu xomMmosuuu-
OHHO crIelTMPUKH ABe TpaHcKpummu M.-A. AMaena
AEMOHCTPHPYIOT 3aAeICTBOBAHHOCTb He TOABKO CO-
BpeMeHHbIX (B obaacTH rapMOHnH), HO U CTAPHHHbIX
CII0COO0B KOMITO3UTOPCKOTO IIHChMA (TexHMKa KOM-
Ho3uLMH Ha cantus firmus, noAnpoHnYecKue mpu-
eMbl, TaKKe KaK oOpaleHre TeMbI U HCIIOAb30BaHUE
KOHTpaHyHKTa). B cBOI0 0uepeAb Kak pa3 obpaiieHue
K APEBHHM IIAACTaM MY3bIKAABHON KYABTYPBI IIPEA-
CTaeT OTpa’keHHeM COBPEMEeHHBIX KYABTYPHBIX TeH-
AEHIIHI, CBS3aHHBIX C UAESIMU 3CTETHKHU ITOCTMOACP-
HH3Ma, a TakoKe AUAAOTA KYABTYP, KOTOPbIe CTUPAIOT
HCTOpHYECKHEe U BpeMeHHbIe IPaHHUITbL.
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“L'ELESIR D’ AMORE” GAETANO DONIZETTI

Abstrac. The article is dedicated to the great creation of the grand composer of all time, Gaetano

Donizetti, the opera “Elixir of Love.” The composer created this opera in two weeks, and he himself

could not think that the “Elixir of Love” would live forever and turn into a “diamond” in the world

of opera art. His creation has been, is and will be heard for many centuries on the stages of world

opera houses in Europe and Asia. The article provides a summary of the opera through the eyes of

the author of the article.

Keywords: Keywords: Teatro della Canobbiana; Lelesir damore; Le philtre; Naples, The bel

canto operas of Donizetti.

I am very enthusiastic and charismatic about
Donizetti’s magnificent opera “The Elixir of Love,”
as the entire human essence is revealed in this opera.
This opera is so impressive for a person, after listening
to it one can not remain indifferent without a positive
shock. There are quite a lot of comic operas, but this
opera differs from them in its truthfulness and in
revealing one hundred percent of the characters of its
heroes. Fascinating Music seems to take us to heaven,
helping to soar in the clouds and dream dreams.
Uncon ditionally Donizetti was able to convey the
beauty and grace that were originally conceived by
him. This opera has already survived a sufficient line
of life and with certainty I can say that it will live for
many more centuries, and maybe for eternity.

Created in just two weeks and delivered in Milan
in 1832, the lyrical and comic opera G. Donizetti’s
“Love Potion” had a stunning success. An entertain-
ing and witty story telling about the relationship of
a couple in love; Melodic, light and elegant music —
the main components, thanks to which this opera is
one of the most popular to this day.

The legend of a magical love potion that moved
from the poem of Gottfried of Strasbourg “Tristan
and Isolde” to the comedy of the French playwright

E. Scribe, based on which Donizetti’s opera was writ-
ten, receives an unexpected parody of interpretation.
And this opens new meanings. It turns out that it’s
not a “miracle drink”, but people themselves are able
to fill each other with the elixir of good and love.

Figure 1.

Feelings embracing the characters of Donizetti’s
opera are eternal, like life itself: sympathy, coquetry,
rivalry, jealousy. Therefore, the situation of the “Love
Potion” could occur both on the Venetian carnival
several centuries ago, and in a modern town.
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“L"ELESIR D" AMORE” GAETANO DONIZETTI

Opera in two acts by Gaetano Donizetti on a li-
bretto (in Italian) by Felice Romani.
Characters:
ADINA, rich girl (soprano)
NEMORINO, a young peasant (tenor)
BELKORE, Sergeant (baritone)
DULKAMARA, the doctor-charlatan (bass)
Jannetta, a peasant girl (soprano)
The time of action: XIX century.
Venue: Italy.
First performance: Milan, “Teatro della Canob-
biana”, May 12, 1832.
Donizetti gave the opera literally dozens. Accord-
ing to the latest calculations, made by Gianandrea

Gavazzeni in his new Italian biography of the com-
poser, there were seventy of them altogether, and the
“Love Potion” was the fortieth. The composer was
only thirty-four years old when he wrote it. One of
Donizetti’s letters, quoted by Gavaceni, gives an idea
of how quickly he worked. Addressing his librettist,
he wrote: “I must write an opera in two weeks. I give
you your work for a week. But remember: we have
a German prima donna, a tenor who stutters, buffo
with a voice like a goat, and a useless French bass.
With all this you can glorify yourself™

And indeed, both became famous — both a com-
poser and a librettist. And the tenor game is indeed

written for the hero who stutters!

Figure 2. Ukraine. Lviv opera house

Action I

Scene 1. The action takes place in an Italian village
around the time when the opera was written, that is, in
the thirties of the XIX century. The heroine, Adina, is
arich young woman who owns several farms. On one
of them, and unfolding events of the opera. The choir
of friends of Adina sings just at the moment when the
curtain rises and the opera begins. Friends of Adina
sing a charming room, the leading voice in which be-

longs to Adina’s close friend, Giannette. Meanwhile,
Nemorino, unrequitedly in love with Adina, sings of
her love for her in the tender aria of Quanto e bella,
quanto e sara (“How beautiful, how graceful”) [6].

As for Adina, at that time she is reading to her
friends a novel about Tristan and Isolde. It tells how
his characters fell in love with the magic elixir, and
Nemorino, arguing as if with himself, is burning with
the desire to get such a magical drink [7].
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The sounds of the drum are heard — the soldiers
under the command of Sergeant Belklor enter the
village. Attention brave warrior Belklor immediately
attracts Adin, and he rather vigorously expounds her
proposal to marry him. The girl easily, but coquett-
ishly rejects it. Now, when all the others diverge,
her poor attentions, Nemorino, pester her with
her courtship. In a long duet, Adina sends off and
Nemorino (to the city to the sick uncle), who fed
her with pathetic expressions of his love (“Chiedi
all’aura lusinghiera” — “Ask for a light breeze”). Scene
2 takes us to the village square [6]. All the villagers
poured out here — they are excited by the appear-
ance in their lands of a richly dressed person. This is
Dr. Dulkamar, and he is represented by the famous
comic aria “Udite, udite, O rustici” (“Hear, hear,
about the settlers”). He is a doctor-charlatan and
besides he trades all sorts of things. And what does
he have for sale? Of course, the magic elixir. Drink
it — and you will become irresistible in love! Almost
all are lining up to the doctor for a drink, which also
costs so cheaply. But the suspicious Nemorino wants
exactly the drink that “sparked on Isolde.” He gets it
... for a much greater price (Nemorino parted with
the last gold coin). Of course, this is exactly the same
bottle as all the others — that is, a bottle of an ordi-
nary Bordeaux. But Nemorino takes a fair amount
ofit, gets drunk and, now confident in himself, quite
unceremoniously turns to Adina. This new and un-
expected attitude affects the girl’s self-esteem, and
she immediately, spitefully Nemorino, concurs with
Sergeant Belcore, rival Nemorino, to marry him.

Poor Nemorino! Dulcamara, after all, told him to
take the elixir in twenty-four hours, but Adina had
already promised to marry Belkor the same evening,
as an order was issued the next morning to the ser-
geant to march. Everyone is invited to the wedding,
and Nemorino begs — in vain — to postpone it for at
least a day. With this concert number (the quartet
with the chorus “Adina credimi, te ne scongiuro” —
“Adina, believe me, I beg you”), the first action of the
opera is completed [6].

Action II

Scene 1. begins with events that take place a
tew hours after what happened in the first act. All
the villagers gathered in the garden of the house
of Adina to help her prepare everything neces-
sary to celebrate her wedding with Sergeant Bel-
kor. Dr. Dulcamara plays the main role: together
with Adina, he sings barcarol - a charming duet,
beginning with the words: “I am rich, and you are
charming”. When informed of the arrival of a no-
tary, the bewildered enamored Nemorino consults
with Dr. Dulcamara about his unpleasant situation
[4]. Naturally, the charlatan encourages him to buy
from him one more bottle of elixir — one that this
time will give a result in half an hour. Unfortunate-
ly, Nemorino has no more money. As a result, when
the doctor leaves him, he turns to his rival, Sergeant
Belcore, for advice. He recommends that he enroll
in the army, because in this case he will get twenty
scuds — this is the payment for every recruit. In an
amusing duo an agreement is reached, and Nemo-
rino gets his reward.

Scene 2. As it should be in the world of musical
comedy, everything turns best in the final scene of
the opera, which takes place on the same evening.
We learn — from the chorus of chatty girls — that
Nemorino has just become the owner of the uncle’s
inheritance. Nemorino does not know anything
about this yet, and when he appears — now more
self-confident than before, because of the second
dose of “elixir” drunk — all the girls fall in love with
him immediately. He behaves as if he were not im-
pressed by his attention, not even by the attention
of his beloved Adina; And she, in turn, is now very
upset by this turn of things. Dr. Dulcamara, seeing
the chance to get a new client, offers Adina her elix-
ir. In a charming duet, she explains that she herself
has an elixir that is better than him, namely a set of
various female tricks [6].

At this moment Nemorino, being alone, sings his
most famous aria in this opera — “Una furtiva lag-
rima” (“I saw tears of my beloved”).
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Figure 3. USA, New York. Metropoliten opera

He sees how unhappy Adina is, and in this her
aria claims that she would gladly die, if only she was
happy. Nevertheless, when Adina approaches him,
he demonstrates his indifference to her. And even
when she gives him his recruit’s receipt, which he has
bought from Belkor, he does not relent. In the end,
she can not restrain herself any longer and admits
that she loves him. Their duet ends with a passionate
outpouring of feelings,— of course, they are happy.
And now the opera is rapidly moving towards its
end. Belcore perceives these news philosophically:
there are many other things worthy of conquest by
abrave soldier, he says. Everyone knows that Nemo-
rino became the owner of the inheritance. And the
good old Dr. Dulkamara is sincerely convinced and
convinces others that the happiness of lovers is the
result of the action of his chemical experiments, that
is, the invented elixir. The opera ends with everyone
buying themselves a bottle of this “Love Potion” [9].

Henry W. Simon (translated by A. Maikapar) In
this comic opera, there are only two from the legs
to the head of the buffoon character: Belcore and
Dulcamar. The firstis a caricature of a gallant soldier,
and the second — a doctor-charlatan. As for the main
characters, Nemorino and Adina, he belongs to the

category of timid and sensitive young men, pensive
and amorous, while she, although she loves to flirt
and portray the inaccessibility, deep in her heart a
girl is simple, in love: her completely feminine char-
acter, Cute slyness can not but cause a smile. And
around everything breathes a rural atmosphere,
which is further strengthened by the orchestra. Set-
tlers live as if in a different world, but in fact they
understand life no worse than Dulkamar, and being
able to take advantage of the event, seemingly in-
different to everything [3]. The ingenuous and shy
Nemorino will be able to conquer the heart of the
“farmer” with his gentle, touching devotion, and not
thanks to the bottle of Bordeaux. But since in this
world everything always turns out for the better,
then charlatans appear just in time [7].

The opera had such a hearty welcome that sur-
prised Donizetti himself, not suggesting that he com-
posed a masterpiece in two weeks. This speed seems
incredible, although the author haslong foresightedly
kept a song about the romance, which was to be the
crown number of the opera, “I saw the tears of my
beloved”; Some critics find that it does not harmo-
nize well with the general style of the “Love Potion”.
Very tender and passionate, languid and affectionate,
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like serenade, the aria is introduced by the bassoon
melody accompanied by pizzicato strings and a batch
of harp (an instrument that Donizetti saw as a sym-
bol of innocence, as in “Lucia”) [5]. A clear and clear
motive, clearly referring to Bellini (great rival!), Is
conducted by a bow, as if forgotten about time. In the
middle, the aria modulates in C major in the words
“Cielo! Si pud morire” and for several beats it is in-
terrupted by the sound of clarinet and bassoon. Too
exalted for Nemorino? Or too tearful? The librettist
Romani did not want to hear about putting this aria
on, adding the appropriate words to the mouth of
“this village simpleton who breeds pathetic whining
where everything should be a holiday and a merry-
making.” But Donizetti still forced him to write poetry,
because with all due respect to the mind and good
taste of Romani, the great bergamaster in the theater
knew something and knew exactly what the audi-
ence needed, especially when the opera was coming
to an end and should leave a decisive, unforgettable
impression. Romance really becomes a “sublimation
of Nemorino’s love, thanks to the deeply expressed
romantic flour of happiness,” writes Celletti.
Musically and dramatically, this is the best coun-
terbalance to Dulcamara’s fanfare, which did not ap-
pear to solve burning heart problems, but only to
awaken a sensuality that has fallen asleep. His idiocy,
in the spirit of some of Rossini’s characters, provides

ample opportunities for comic bass, for onomatopoe-
ias and puns, which are stopped only when this hero
joins, in particularly significant places, the melodic
and rhythmic lines of the orchestra; The final aria of
Dulcamara (“Cosi chiaro e come il sole”, “So, it is clear
as a day”), which has a three-part form of gay rural
dance, sums up his charlatan humor. The type of this
rogue is so successfully found that it communicates
the internal dynamism to all the action, introducing
into it the squabbling, excitement, languid passions,
living and touching-human images of the peasants,
forcing the cheeks to glow with good wine (either it
rolls or the expected tear). Technically, the opera gives
the impression of a complete lack of calculation, un-
certainty and difficulty, an impression of the magnifi-
cent skill and boundless conviction of the composer
in the accuracy of the presentation [S]. At the same
time, the depth and persuasiveness of melodies, like
the fine art advanced for this era of orchestration, al-
lows listeners to easily catch the essence of each char-
acter and the development of intrigue.

G. Markesi (in translation E. Greceanii)

This opera is one of the tops of Donizetti’s work.
Rich with beautiful melodies, dynamic, it continues
to captivate listeners for more than 150 years, and
such a masterpiece by the composer as the romance
of Nemorino Una furtiva lagrima (2 action) is in-
cluded in the gold fund of opera classics.

Figure 4. Uzbekistan, Tashkent. Alisher Navoi State Academic Bolshoi Theatre
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In Russia, the first performance of the opera took
place in 1841 in St. Petersburg, in 1844, as part of the
Italian troupe, the main parties were performed by
Viardo-Garcia and Tamburini. The Nemorino Party
is included in the repertoire of the leading singers.

Among the modern productions are perfor-
mances at the Glyndebourne Festival (1961, direc-
tor Zeffirelli, soloists Freni, Alva), at the Metropoli-
tan Opera (1991, soloists Battle, Pavarotti).

I have been living in sunny Uzbekistan since
birth. World culture and art are developing day by

day in this country. Naturally, including the opera
genre. Opera operas were created and continue to be
created, which are successfully performed not only
in Uzbekistan, but also abroad. Our people from
ancient times with great love and warmth belonged
to the world classical opera. Our ancestors grew up
learning Italian, German, Russian, French opera.
Opera “Lelesir damore” has found a kind of house
in the heart of the Uzbek nation. We do not cease to
admire her. And our growing generation, T hope will
appreciate such a pearl of the Italian opera.
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THE GREAT UZBEK OPERA “BURAN”

Abstract. This article discusses about the bright moments of the awakening of the Uzbek opera.

As an example, one of the notable and significant for the Uzbek opera art is discussed and considered

— the opera Buran Ashrafi and Vasilenko. The reader can easily penetrate into the deep essence of the

opera, as well as get acquainted with the special harmonization and other nuances of the Uzbek opera.
Keywords: “Buran’, M. Ashrafi, S. Vasilenko, Uzbek Musical Theater, Nargul, doyra, gyjak, «Leili

and Majnun», «Farhad and Shirin».

Uzbek opera “Buran”. A new opera by M. Ashrafi
and S. Vasilenko was staged in the Uzbek Order-bear-
ing Musical Theater. According to the prophecies of
some critics, the new opera was supposed to fail, but
fortunately the opera was an outstanding success. The
authors of “Buran” were scolded for libretto, for music,
and for allegedly moving away from the principles of
nationality. There were critics who claimed that the op-
era Buran has nothing to do with Uzbek art, and that
its musical quality is generally low.Getting closer to the
opera, I realized all the foolishness of such conversa-
tions. The reason for them, in my opinion, is the fear of
innovation and a tendency to old, obsolete traditions.
The Uzbek opera has achieved great success. Only five
to six years ago, the orchestra in the Uzbek Musical
Theater, which was played by ear, consisted of ancient
oriental instruments, ranging from ancient trumpet-
karnays and ending with reed-flute. The orchestra
performed in unison popular folk tunes. The peculiari-
ties of playing individual instruments — double notes,
thirds and Gyjak’s flakolets, trellis, permanent organ
point of the dutar, and the constant tonality of karn
created the impression of a kind of harmony and po-
lyphony. This colorful orchestra accompanied singers
who sang melodies of popular folk songs, used as insert
numbers in performances.

Figure 1. M. Ashrafi
I must say that such musical performances were

good in due time. The performances of «Leili and
Majnun>, «Farhad and Shirin» made an unforget-
table impression on me. But still, in order for the
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Uzbek musical art to move forward, it was neces-
sary to fundamentally change the methods of com-
posers’ work on the creation of a national opera.
Good luck didn’t come right away. Composers who
worked on new Europeanized versions of the first
Uzbek operas lacked in-depth knowledge of Uzbek
folklore and knowledge of the peculiarities of the
Uzbek folk orchestra. The authors of “Gulsara” and
“Farhad and Shirin” approached the re-creation of
these musical performances fully armed with Eu-
ropean technology. But with this European sonor-
ity, they somewhat upset the balance between the
original national melody and its processing; there
was a leveling of sonority, the melody in some
places lost its brightness. Listeners, accustomed
to a one-voice performance, did not immediately
catch familiar folk melodies in a variety of colors
of the polyphonic palette, in the sounds of a Eu-
ropean orchestra. Having paid the main attention
to harmonization and orchestration, the authors
of «Gulsara» and «Farhad and Shirin» did not
touch on the form of the opera performance, which
essentially did not change, as before, representing
not a developed type of big opera, but a combina-
tion of famous folk songs. Such a simplified form
was undoubtedly determined by the youth and im-
maturity of the performing apparatus of the Uzbek
Musical Theater in the early stages of its develop-
ment. A more perfect opera form required a differ-
ent musical development, and this was taken into
account by Ashrafi and Vasilenko. The construc-
tion of the opera Buran is fundamentally different
from the compositions «Farhad and Shirin» and
«Gyulsara>. Its basis is not separate, alternating
songs, but the free use of the characteristic intona-
tions of the Uzbek national color, which enabled
the authors to create an opera national in music
and developing according to the principles of an
international opera form. The authors of most na-
tional operas written in recent years, accompanied
by a symphony or folk orchestra, are found in the
opera as separate episodes.

Figure 2. S. Vasilenko

The Uzbek opera Buran adheres, unfortunately,
to a well-known standard. This is expressed, firstly, in
the fact that national melodies are most often taken
in their pure form, “quote”, without their organic de-
velopment; secondly, the fact that these melodies are
harmonized for the most part in a kind of “universal”
abstract style that does not always correspond to the
nature of national music. The success of the opera
Vasilenko and Ashrafi is due to the fact that they man-
aged to violate the standard that was outlined in the
pale of the first national operas.

M. Ashrafi in 1916, the tsarist government an-
nounced the mobilization of the indigenous popu-
lation of Central Asia. In response to art, popular
uprisings broke out. Many tales and songs about the
bloody reprisal of the royal satraps with the rebels
are now sung by singers and storytellers of the Cen-
tral Asian republics. These events formed the basis
of the opera Buran (libretto by Yashen Nugmanov).
The farmer, ruined by the bays, Buran marries his son
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Dzhuru on the girl Nargul. At the height of the wed-
ding, bailiffs read the royal decree on mobilization.
The Bayes do not want to send their sons to war, try-
ing to hire the sons of the poor in return. Jura must
go to war for his father’s debts. But Nargul redeems
Jura, giving the bays his necklace. The discontent of
the people is growing. Farmers do not want to obey
the royal decree. At their head is Buran. Fleeing from
the punitive detachment, farmers go to the moun-
tains, leaving women and children in the village. The
officer of the punitive detachment, not finding Buran
in the village, is mocking Narpol and her father. Rus-
sian soldier kills an angry executioner. Nargul, un-
able to bear dishonor, loses her mind and she runs
to the mountains, to Jura. Russian workers join the
rebels. When the gallows are already prepared in the
village and the captive farmers are put on their heads,
the Buran squad brings salvation to the condemned,
which brings salvation to the condemned. The new
that Ashrafi and Vasilenko contributed to the opera
Buran immediately catches the eye [2].

The opera begins with a duet of Jura and Nargul.
Until now, unison singing prevailed in Uzbek operas;
duets were sung on the same text. Duzet Nargul and
Jura is already built on the model of European opera
ensembles, where each character sings his own mel-
ody, each to his own text! Although the melodies of
both members of the duet are different, each of them
is based on elements of the same folk song [2]. The
translation of the opera into Russian (by Yu. Danziger
and D. Dolev) was done primitively, naively and anti-
artistic; the Russian text can only be approached as
a bad interlinear. To make it easier for Uzbek artists
to perform their unusual form, the composers dupli-
cated their parts in the orchestra. This principle of du-
plicating voices with individual instruments has been
carried out in opera everywhere where performance
difficulties are encountered. The principle of “leitmo-
tivity” in the opera “Buran” is applied very sparingly.
Each character has his own musical characteristic,
which is a group of melodies of the same character or
combined in one trick (for example, to draw a musi-

cal image of Amin aksakal is characterized by octave
moves). An exception is the characteristic of Nargul.
Her theme is a real keynote. This theme sounds in an
overture, serves as an introduction to the third pic-
ture of the opera, then repeats in its entirety, like the
aria of Nargul; it also built the scene of the craziness
of Nargul (in the mountains, in the 4™ picture). Her
echoes are heard in the last appearance of Nargul in
the Sth picture. Nargul's theme is essentially a heavily
revised folk song. Only the first three measures of the
melody remained from the song; everything else was
written by composers, in compliance with the laws of
classical Uzbek music. The groans of Nargul against
the backdrop of stony strings are extremely expressive.

The groans of Nargul against the backdrop of
stony strings are extremely expressive. There are a
lot of such purely graphic moments in the opera. In
the opera Buran, polyphonic episodes of an almost
strict style are repeatedly found. Such, for example,
is the 11-voice final choir. The most successful seems
to be the puffy choir in the 4% picture (a scene in
the mountains). This rebel choir sounds sternly and
menacingly, driven to the limit of despair and ready
to fight. For the musical image of a single rush of
rebellious masses, the fugue was an exceptionally
successful form. The construction of the classical
form can be schematically depicted as follows: the
first part of the work is built on the tonic of the fret,
constantly returning to the first step of the fret. Then
the melody is transferred to the quart and tonic is
already the quart of the fret; by the end of this part,
a return to the first step of a new fret is necessary.
Then again a return to the tonic, the melody rises an
octave and a return to the tonic [1].

Again in the theme that characterizes Nargul,
the individual elements of the song are reduced to
a minimum. The first six measures are built on a sta-
ble tonic of re (in this case, the fret “Cargoch”). The
next stretch is only two bars, with a steady quart of
salt. In Uzbek unison music, this segment should
have been many times longer, but the authors set
forth the whole Nargul song in G minor.
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The time required for the quart to remain in
the listener’s memory was reduced, and this made
it possible to reduce this part to two measures,
without disturbing the equilibrium of the classical
form. In the 9%, 10™ 11* and 12" measures we have
a traditional return to the tonic of the fret. In the
last segment of the melody, the fifth and octave de-
velopment of the melody is combined. Again, this
became possible only thanks to European harmo-
nization. Stable A (quint) of the 13" and 14" mea-
sures is supported by a D minor; at the same time,
in the 12 measure, the melody rises an octave. This
change of two segments partially violates the clas-
sical form, but thanks to harmonization, in which
one chord creates a stable tonality and thus replaces
a long melodic construction, it is achieved that the
whole Nargul theme sounds like a truly folk classical
melody. This does not interfere with her movement
in the last bars down, and not up, as in the classical
samples, one of the great innovations introduced by
Ashrafi and Vasilenko into Uzbek music [1].

One of the best scenes of the opera, reading the
royal decree on mobilization. Here, the composers
faced very great difficulties, if only because a simi-
lar dramatic construction was used in the reading
scene of the manifesto in the opera “Quiet Flows
the Don” by I. Dzerzhinsky. In Buran, the decree is
also read against the backdrop of the choir, but the
authors found a new resolution to this topic. If in
the “Quiet Flows the Don” the choir accompanying
the reading of the royal manifesto is imbued with
the intonations of a groan, crying, then a similar
choir from the “Buran” reflects a whole gamut of
folk moods. The chorus begins with pianissimo
bass, gradually, while reading the decree, all voices
are included. Crescendo achieves such strength and
power that the voice of the reader is lost in this out-
burst of popular anger. So begins the uprising of de-
hkans. In Uzbek folk music there is one characteris-
tic method of polyphony of rhythms 3, P. 63-71].
Very often 4-beat melody is accompanied by 3-beat
and 6-beat rhythms. This rhythmic polyphony is

clearly manifested in the solo performances of tam-
bourines (doyrachi). One of the tambourines ac-
companies another, performing only one, more or
less complex rhythm throughout the performance
[3,P.85-103].

Another performer (soloist) changes rhythms all
the time either passing directly from one to another,
or resorting to special rhythmic transitions to distant
rhythms called “Chakhr”. This technique of rhyth-
mic polyphony is also used in the opera Buran. The
main part of the 2" picture (wedding) is built on it.
In this example, three metric sizes are connected:
(choir melody), (orchestral accompaniment, with
the rhythmic support of the doira).

Here we are also dealing with a folk theme re-
vised by composers. Without changing the melodic
and rhythmic pattern of the melody, they transferred
it to major, superimposing other rhythmic and me-
lodic elements on it. In addition, the composers
complemented the melody with the middle part
(solo Kumush-oh) [3, P. 85-103].

The sharp interruptions in rhythm and melody,
even more emphasized in the production of the Uz-
bek theater by the wonderful dance of Mukaram
Khanum Turgunbaeva, leave an indelible impres-
sion. In the wedding scene, we meet another new
technique of polyphony, namely the polyphony of
the dance. The fact is that each of the many rhythms
of Central Asia has its own choreographic embodi-
ment. In Central Asian classical choreography, there
are movements that come from imitating the move-
ments of animals, fluttering flowers, hunters hunting
down game (for example, moving the head to the
right and left without tilting), etc.

Each movement has its own specific rthythm.
When several different rhythms sound simultane-
ously, it becomes possible to translate this rhythmic
polyphony into a dance. In the opera “Buran’, in the
wedding picture, the scene is divided in half: on the
left side, the half representing the male dancing bachi
(boy-dancer); on the right female side, the girls and
the bride’s girlfriend Kumush-oi dance.
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Each group of dancers embodies in dance only
one particular line rhythms developing in an or-
chestra. So, for example, girls dance to the rhythms
that the Uzbek instrument of the soot knocks out;
Bachi dancing accompanied by zurna and karnay.
Mukaram-khanum to the rhythms of the choir,
doira and his song. Everything as a whole creates an
extraordinary sight. This interesting technique of
dance-rhythmic polyphony undoubtedly deserves
the attention of the masters of Soviet ballet. There
are very successful directorial finds in the produc-
tion of the opera. Such, for example, is the final
scene of the opera. Mother — the old Zibi-Nisa weeps
over the corpses of the deceased Jura and Nargul;
its tragic groans coincide with the very culmination
of the victorious anthem of the rebel farmers. This
combination of opposing feelings — the triumph of
victory and the boundless despair of the mother
— makes an amazing impression. The artist Fatima
Borukhova with her wonderful play perfectly em-
phasizes the director’s intention. Her song is full of
deep sorrow. People’s Artist of the USSR Halima

Nasyrova perfectly holds the tragic role of Nargul.
This role allows her to fully deploy her huge talent.
The entire cast involved in the play “Buran’, striking a
deep, soulful game. Unfortunately, not all opera art-
ists possess direct experience. The playing methods
of the Uzbek artists therefore deserve special study.
The creative community of two talented composers
proved fruitful. The first-class composer technique
S.N. Vasilenko, his sense of form, the colorfulness of
the orchestration, were enriched by the melodic tal-
ent of Mukhtar Ashrafi, his magnificent knowledge
of folklore, the richest national rhythms, and instinc-
tive understanding of the features folk harmony and
polyphony. As a result, a beautiful opera was created.
I attribute this opera from a scientific point of view
to the very best and well-created operas throughout
Central Asia. In the opera “Buran” there are all the
canons by which the operas of Western countries
were created, but at the same time we can hear and
teel the zest that is characteristic only of the great
Uzbek culture. Uzbek flavor, Uzbek soul and melis-
matic.
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OMEPA OJ191 BETEW IOPU4A LUEBYEHKO
«KOPOJ1b APO3A0BOPO/A»: XAPAKTEPHbIE
YEPTbl MY3bIKAJIbHON APAMATYPIMU

AnHoTtanms. Lleap paboTbl — OIpeAEAUTD XapaKTepHble YepThl My3bIKAABHOM ApPaMaTypruu
omnepsl Aas Aeteit FO. IleBuenko «Kopoab Apo3p060poA> B COOTBETCTBYIOLIME CPEACTBA BBIpa-
3UTEABHOCTH. MeTOAOAOIHS NCCACAOBAHK OCHOBaHA Ha KOMIIAEKCHOM aHAAM3€ YKa3aHHOM OIePhIL.
Hayunast HOBU3HA pabOTHI 3aKAIOYAETCSI B TOM, UTO BIIEPBbIE OCYIECTBAEH AHAAU3 OLIEPDI AASI AeTell
«Kopoas Apo3po6opop>, Ha OCHOBe KOTOPOTO OIpeAeAeHbI XapaKTepHbIe YePThl APAMATYPIUH
IIPOM3BEACHMS.

KaroueBble cAOBa: AeTCKas olepa, yKpauHCKas AeTCKas orepa, onepa aas aeredt, JOpuit Iles-
9YEeHKO, My3bIKaAbHASI APaMaTypPIus, OIlepHas ApaMaTyprusl.

AKTYyaAbHOCTD TeMbI 00yCAOBACHA OTCYTCTBHEM MeTop0AOTHS, KOTOPAsl HCIIOAB3YETCSl My3bIKO-
HCCAEAOBAHMM, B KOTOPBIX OCYLIECTBASIACS MY3bl-  BEAAMH AAS U3YYEHMS KAACCUYECKOM MHOTOAKTHOM
KOBEAYECKUI aHAAU3 OIIEP AASL AETE€M COBPEMEHHBIX  OIEPbI M €€ COBPEMEHHBIX PA3HOBUAHOCTEM, MOXKET
YKPAUHCKUX KOMIIO3UTOPOB. OBITH pacIpOCTpaHeHa U HAa AaHAAU3 My3bIKAABHO-
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TeaTPAAbHBIX IIPOU3BEACHHUH, IpeAHa3HAYeHHBIX
IOHBIM CAYLIATeASIM. DTO OOYCAOBAEHO TeM, UTO Ae-
XKaIue B e€ OCHOBe IIPHUHITUIIBI APAMaTypruu 1 $pop-
MOOOPa30BaHMUs, CXOXKHU C KAACCHIECKON «B3pOC-
AOH > OIIEPOM.

TBopyecTBy H3BECTHOTO COBPEMEHHOTO YKPaUH-
ckoro kommnosuTopa IOpus IlleBuenko nocsmeHs!
MHOTOYHCAEHHbIE CTATbU B e PHOAMYECKUX H3AAHHU-
sx. Buumanune nccaepoBareaeit k onepe «Kopoasp
Apo3A060poA> OrpaHMYUBAETCS HECKOABKHMHU
HMHTEPBBIO C KOMIIO3HUTOpPOM. PasBepHyTOro wmc-
CA€AOBAHMS ITPOM3BEACHHUS HA AAHHBIN MOMEHT He
CYILIeCTBYeT, YTO ONPEACASeT aKTYaAbHOCTD H Iep-
CIIeKTUBHOCTb AQHHOM PabOThL

M3BecTHDBIM COBpEeMEHHBIN YKPaMHCKUI KOM-
nosurop IO. [llesuenko (poa. B 1953 1.) Ha mpo-
TSDKEHHH BCETO CBOETO TBOPYECKOTO ITyTH CO3AAET
MY3bIKaAbHbIE TPOU3BEACHH S, KOTOPBIe CTABATCS Ha
CIjeHaX KaK OTe4eCTBEHHBIX TaK U 3apy0exXHBIX Tea-
TpoB. OH SIBASIeTCS aBTOPOM MHOXKECTBA IIPOU3BeAe-
HUI, CPeA KOTOPBIX OaAeTbl, KaHTaTa AASI AETCKOTO
XOpa, My3bIKa K OOABIIOMY KOAMYECTBY CIIEKTAaKAEH,
XYAOKeCTBEHHBIX PHABMOB U MyABTQUABMOB, IIPEA-
Ha3HAYeHHbIX ACTSM U IOHOIIECTBY.

Ckaska 6parpeB I'pumm «Kopoas Apospo6o-
POA> MOAYYHAQ ITHPOKOE PACIpOCTPaHeHHe B KU-
Houckyccrse. Bo Bropoi moarosune XX — Havaae
XXI B. oHa 6bIA2 HEOAHOKPATHO 3KPAaHU3UPOBAHA.
Ha Teaeaxpanbl BblAn HeMellkKe, QPaHITy3CKue, Ye-
XOCAOBAIIKHe, ATOHCKUE XYAOXKEeCTBEHHbIE U MyAbTH-
IAMKAITHOHHBIE QHUABMBI, AQSKE CePHAABI, CO3AAHHbIE
10 MOTHBAM H3BECTHOT'O CKa309HOTO IIPOU3BEACHHSL.

B yxpanHcko# TeaTpaAbHOM My3bIKe OIlepa AAS
aereii IO. IllepyeHKko cTara MepBbHIM MY3bIKAABHBIM
IIPOM3BeAeHNEeM, HAITMCAaHHbIM Ha CIOXKeT 9TOM CKas3-
k. [TosiBAeHYe OmepsI OBIAO eCTeCTBEHHO IOATOTOB-
ACHO aKTHUBHBIM COTPYAHHYECTBOM KOMIIO3HTOpPA
¢ Kueckum axapemudeckuM MoAOABIM TeaTpoMm.
B 2009 r. IO. IlleBueHKO OBIAO IIPEAAOXKEHO HAIIH-
caTb My3BIKYy K APAMaTHYECKOMY CIEKTAKAIO AAS
AeTell IO Ibece U3BECTHOTO COBPEMEHHOTO aBTOpPa
Boraana Creabmaxa. OTa CTUXOTBOpPHAs Ibeca Ha

YKPAaUHCKOM SI3bIKe SIBASIETCS IIePeCKa3oM CKa3KU
6parbeB [pumm «Kopoab Aposaobopoa» [2].

IIpeMbepa ApaMaTHYECKOTO CIIEKTAKASI C MY3bl-
KaAbHbIMH HOMepamu «KamnpusHas Ar0608b Apo3-
Aobopoaa» (pexuccep FOans Macaak) ¢ My3bikoit
IO. IlTeByenxo cocrosiaack B 2009 r. ITa MOCTaHOB-
Ka ITOAYYHAQ ABe IpeMuu «KueBckoil mekropasu>
— KaK Ay4YIIasi AeTCKasl IIOCTAaHOBKA, 3 KOMIIO3UTOP
— IIpU3 «3a AYYIIYI0 OPUTHHAABHYIO MY3BIKY K CITIEK-
TAKAIO>. YK€ AEBSITh AT MOCTAHOBKA HE CXOAUT
O CIeHBI Tearpa. Taioke 9TOT CIEKTAaKAb CTAaBHAU
B TeaTpPax Pa3sAMYHBIX TOPOAOB YKPaUHbI, B YaCTHO-
ctu Yepkaccax u Kporusnunkom (Kuposorpaae).

ITo3xe y KOMIIO3UTOPA BOSHUKAQ UAESI HAIIKCA-
HHS OTIePBI AASL A€Tell HA OCHOBE MY3bIKU K CITeKTa-
KA10. Takast BOBMOXKHOCTb IIPEACTABUAACH OAATOAAPST
KueBckoMy MyHUIIMITAABHOMY aKaA€MHUYECKOMY Te-
aTpy omepsl U 6areTa AAS AeTell U IoHommecTBa. Pa-
60Ta Hap CO3AQHHEM AUOPETTO U IIAPTUTYPHI OLEPbI
AAMAACH TIOYTH ABa ToA2. B mapruType onepsr «Ko-
poAb Apo3p060pOA> KOMIIOBUTOP HCIIOAB30BAA
¢parMeHTHI CBOEH My3BIKM K crekTakapo 2009r.,
COEAMHUB HX C HOBBIM TeMaTH4eCKHM MaTePHAAOM.

IIpembepa omepsr past aeTeit «Kopoab Apos-
A06OpoA>» cocTosiaach 26 okTsa6ps 2018 r. B Ku-
eBCKOM MYHHUITUIIAABHOM aKaAeMHYECKOM TeaTpe
omepsl U 6areTa AAsL AeTelt U loHOImecTBa. Co3pa-
Teau criektakas (Aupuwkep-nocranosmuk — C. To-
Ay6HMunit, pexxuccep-nmocraHoBmuk — A. Topo-
PIOK, XyAOXKHHUK-TmocTaHOBmWMK — /. Haropnas,
XopMencTep-nocTaHoBuK — A. MacAeHHHKOBa,
6arermeiicrep-nocranosmuk — C. Kon u Ap.) 6bian
II0-HACTOsIIeMy yBAe4eHbI onepoil. OT KapTHUHBI
K KapTHHE BO3PACTaA M HHTEPEC 3pUTEAEH, YTO OT-
Pa3HAOCH B HACTOsAIEM ycrexe. AMHaMUYHOe pas-
BUTHE AEVCTBHS, CBEXECTb U MEAOANYECKOE 00-
raTCTBO MY3BIKH, €€ OOIIMIT CBETABII TOH U XXHBOM
pI/ITMI/I‘-IHbII;I <<HYAbC>>, IICUXOAOTNNYEeCKH TOYHbIE
¥ SIPKO KOHTPACTHBIE XaPaKTEPUCTUKU ACHCTBYIO-
ITMX AW} — 9TH NPEUMyIIeCTBa OIephl ObIAU Ode-
BUAHBI M IPHBAEKAU K Hell BHIMaHUE MY3bIKaAbHO-
TeaTPaABHOM 00IIeCTBEHHOCTH.
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B 2019 r. criekTakab ObIA HarpaKA€H IpeMueit
«Kuesckas Ilexropaab>» B HOMHHAIMU «3a AyIIINI
AeTCKMM crieKTakAb>»> 2018 ropa. Taxke oH 6bIA 1O-
Ka3aH Ha OTKPBITHU IIEPBOTO ACTCKOTO OIEPHOIO
open air KIDS OPERAFEST B EBpomne, koTopbIit
cocrosiacs B paMkax Il mesxaynapoanoro ¢pecrusa-
A1 OPERAFEST TULCHYN-2019 nmop oTKpHITBIM
He60M B mapke Apopria IToTonkux B r. Tyasuns Bun-
HunKo# obaacty (4 mons 2019 T.).

OrnepHoe AMOPETTO MOYTH TOYHO BOCIPOU3BO-
AWUT AUTEPaTypHBIA MepBOUCTOYHHUK. CKa304HBIN
cioxer ornepsl «Kopoab Apo3so60poa> moBecTsy-
et o kanpusHoi [IPunnjecce, koropas oTkaspiBasa
BceM xennxaM (Ipad XKupad, Bapon Bapan, Kussb
Kapacs), xecToko BbicMenBas uX. Aaxke 6Aaropoa-
Hb1it Kopoab Apo3p060poa MOAy4HA OT AeBYIIKH
XKECTOKHUI OTKA3: «BOT OOPOAQ, KaK KAIOB ¥ APO3AQ.
Apospobopoa! Xa-xa-xa» [4,41]. Crapsiit Kopoas,
OKOHYATEABHO YTPATHB HAAEKAY HAHTH AOUKE KeHH-
Xa, CHAOM OTAQA €€ 3aMY>K 3a IIepPBOTr0 BCTPEYHOTO
Humero (nepeopetsiit Kopoab Apo3ao60poa, Ko-
TOPBII OYATO CAYYAiTHO 3aTASIHYA B 3amox). Humuit
3aCTaBHA JKeHY pabOTaTh — [IAeCTH KOP3UHBI, ACIIHTb
TOPIIKY, HO Y He€ HUYero He IoAy4aAoch. ITockoapky
usbaroBanHas [IpuHIlecca HUYEro He yMeAa AeAaTh
XOPOIIO, My>X YCTPOUA €€ B KOPOAEBCKHUI 3aMOK
nocyaomorikoit. Tam oHa cobupasa 06beakH B Ma-
A€HDBKHII TOPIIOK, YTOObI TOY>KUHATh. OAHAXKADBI BO
ABOpIie TOTOBHAUCDH K CBaAbOe KOPOASI, U AeBYILKe
3aXOTeAOCh B3TASIHYTb Ha Ipa3pHuK. Kopoab Apos-
A0OOPOA, KOTOPOMY OHA KOTAA-TO AAAd TAKOE CMelll-
Hoe npossuie, npuraacua I Ipunneccy Ha ranen. Bo
BpeMs TaHIIA U3 e€ KAPMAHOB ITOCHITAAKICD YePeIKH
c 06beAKaMHL, U BCe CTAAU HaA HeH IPOMKO CMeSIThCSL.
Kopoas Apo3p060po mpru3HAACS eff, YTO OH U eCTh
HUIIUIA-My3bIKAHT, @ BCE 9TO CAEAAA AASI TOTO, YTOOBI
IIOKa3aTh ef1, Kak 0OABHO PaHSAT yHIDKEHHS U OCKOP-
OAeHMs. 3aKkaHYMBAeTCsl OIepa IPa3sAHOBAHHEM
cBapbOBI Apospobopopa u KopoaeBHsr.

V36 paHHbIi KOMITO3UTOPOM CIOXET UMeeT SIPKO
BBIPOKEHHYIO AMAAKTHUYECKYI0 HAIpaBAEHHOCTD,
KOTOPasl TIOCACAOBATEABHO ITPOXOAUT OT HA4aAa AO

KOHIIA OTIePbI — OHA PaCKpPbIBAET TEMY OTBETCTBEHHO-
cTH YeAoBeka 3a cBou nmoctymku. O6pas [Tpurieccsr
YUIHT IOHBIX 3PUTEAEH, YTO TOPABIHS, BBICOKOMepHe
¥l TIeCAABUE — HETaTUBHBIE KAUeCTBA, U CTPEMACHHe
UX TIPEOAOAETb HEOOXOAUMO KKAOMY YEAOBEKY.
OcMmpbIcAeHME STOM TAABHOM MBICAM ITOMOKET FOHBIM
3PHUTEASIM 3aAyMaThCs HaA CBOUM IIOBEACHHEM, YTO-
ObI M30€KaTh HEIPABHABHBIX IIOCTYIIKOB.

B o6pase Kopoas, KOTOPBIi IOAYYHA OT HaA-
MeHHo#1 [TpuHneccs npossuie Apo3s060poa, Bo-
IAOIE€HHBIH THUIIAX MYAPOTO YeAOBeKa, KOTOPbIN
IIPAaBUABHBIMU METOAAMHU OOpeTCs 3a CBOe CYacTbhe.
Moaopoit Kopoab MOHHMaeT, 4TO HA€AABHBIX ATOACH
He ObIBaeT, HO IIPH Pa3yMHOM ITOAXOAE MOXHO IIPO-
AeMOHCTPHPOBATh YEAOBEKY IO HEAOCTATKHU B TeX
HAHN NHDBIX J)KN3HEHHbIX CI/ITyaHI’IﬂX.

Ornepa cKAaABIBaeTCS U3 ABYX AeHCTBUI, KOTO-
pble IMEIOT HOMEepPHYIO CTpyKTypy. IlepBoe cocrout
u3 13 Homepos, BTOpoe — 17. KommosuTop ncrmoan-
3yeT IPeHMYyIeCTBEHHO TPAAUIIMOHHBIE OIIepPHbIe
$OopMBI — apuH, IeCHH, AHCAMOAU Pa3AUYHBIX CO-
cTaBoB, XOpbl. OAHAKO CIIeHHYEeCKOe AeHCTBUE pa3-
BOPAYMBAETCS TAKUM 0OPa3OM, YTO B HOABIIMHCTBE
CBOEM OHO IPUOAIDKAETCSI K CKBO3HOMY A€HCTBUIO.
CaepyeT OTMETUTD, 4YTO KOMIIO3UTOP ITOKA3bIBAET
OoAblIMe MacIITAOBI AKTOB U CLIeH B HadaAe OIIepBI,
a MaKCHMaAbHasl KOHIIEHTPAIUs ACHCTBHS COAEP-
XKHUTCS B KOHI[e. DTO 00YCAOBAEHO 0COOEHHOCTAMU
IICHXOAOTHH BOCIIPHSTHS CLIeHHYeCKOTO IIPOH3BeAe-
HUA FOHBIMU SPHTeAﬂMI/I.

CroxxeTHble QYHKIUH U BOKAABHBIE TOAOCA ACH-
CTBYIOI[UX AHI] PACIPEACASIIOTCS CAEAYIOIUM 00-
pazoM: raaBHbIe — APO3AOOOPOA, MOAOAOTT KOPOAB
COCeAHero KopoAeBcTBa — bapuroH, IIpuHuecca - co-
1paHo; BropocrenenHble — Kopoas — 6ac, ®asoput-
Ka — MeIIo-conpano, Munucrp — TeHop, CasimeH-
HHK — TEHOP, ABa MAABYHKA CAYTU — COIIPAHO, AABT,
Tpu CTpaxkHHKa — TeHOP, 6apHuTOH, 6ac. Y4acTHUKU
MACCOBBIX CIIeH — IPUABOPHBIE — APTUCTHI XOPa, Ipe-
TenAenTb! Ha pyky [Ipunneccst (Tpad JKupad, Bapon
Bapan, Kussb Kapacs ), cura Aposao60popa, cayry,
pr6aqn, «<KOP3HHDI>»; «BEHUKN>> — APTHUCTDI OaAera.
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BriBoabr. Omepa «Kopoab Apospobopop>,
6e3yCAOBHO, SIBASIETCSI COBPEMEHHBIM CLIEHIYeCKIM
IIPOM3BEACHHEM, YTO OIIPEAEASIETCS] He TOABKO aK-
TYaABHOCTBIO TEMBI, PACKPBITOM CPEACTBAMH OIIEPbI
AAst peteil. TpeOOBaHHUSIM COBpEMEHHOTO My3bIKAAb-
HO Tearpa COOTBETCTBYET U €€ MY3BIKAABHBII S3BIK.
BHyTpu mpousBeaeHUsT BCTpedaeTcsi CBOOOAHAs
B3aMMOAEHCTBYE PA3HOXKAHPOBBIX 9A€MEHTOB, TAKHX
KaK, My3bIKaAbHast KoMeArs (psMble My3bIKaAbHO-
o6pa3sHble aHAAOTUM ), KAACCHYeCKas orepeTTa (Ky-
TIAETHBIE OTIePETOUHbIE CTPYKTYPbL) U MIO3UKA (TH-
TIMYHbIE MEAOAUYECKUE H PUTMUYECKUE POPMYADL).
CuM6103 TPAAHILMOHHBIX OIIEPHBIX GOPM C COBpe-
MeHHbIMU MHTOHALMAMH (<«UyAacus» ), HO3BOAsIET
OTMETUTb TEHACHI[HIO COAYDKEHHUS OIIEPhI C COBpe-
MeHHO acTpapoil. Takum o6paszoM, 6aaropapsi yaau-
HOMY COYETAHUIO HOBATOPCKOTO ¥ TPAAULIMOHHOTO,
npoussepenue 0. IIleBueHKO BIIOAHE AOCTYIIHO AASL
BOCIIPUSITUS ACTCKON QyAUTOPHEHL.

Ha nepBblii B3rasga B HOMEPHOM CTPYKTYpe Kax-
AOTO H3 ABYX AEHICTBHII IIPE0OAAAAIOT TPAAULIMOH-
Hble onepHble OPMBbI (apPHH, Ay3TbI, XOPBI U T.A.).
OAHaKO KOMITO3UTOP, YTOOBI N30€XKaTh OCTAHOBKH
AeHCTBHSL, CIIOCOOHON OCAAOUTD eé HampsDKeHHe,
HEOAHOKPATHO IPHMEHSET IPUEM attaca, 00beAr-
HSISL OTAEABHBIE HOMEPA B [IEAOCTHBIE CLIEHbI, IIPO-
HU3aHHBIE €AVHBIM TBOPYECKUM 3aMbICAOM. Takoe
COYETaHHUEe [IPUBOAUT K OPraHUYECKOMY €AUHCTBY
CLIEHIYeCKOTO ¥ My3bIKAABHOTO Pa3BUTHSI.

OAHHMM U3 Ba>KHBIX KOMIIOHEHTOB B CO3AAHUH
APaMaTypru4ecKOro €AMHCTBA OIEpPbl SIBASETCS
cucTeMa A€MTMOTHMBOB. BOAbBIIAs 9acTh AeHTTEM
cBsidaHa ¢ ob6pazoM Apo3pob6opoaa, OAHAKO Cy-

I[eCTBEHHOE 3HaYeHHe UMeeT TeMa Al 6Bu. Takke,
0oAbIIOe 3HAYeHUE B OIlepe MMEeI0T HHTOHAI[HOH-
HbI€ «apKHU> — IIOBTOPbI «HA PACCTOSAHUHN >, C I1O-
MOII[bI0 KOTOPBIX OIlepa «<IIPOIIMUBAETCSI> EAUH-
creHHbIMH MHTOHamuAMH (<«Ilecus Humero»
BIA. 11 «Yypacua» so II A).

XopoBble CIjeHbI SBASIETCSI HEOTbeMAEMOH CO-
CTaBASIIOIIIE OTIePHI, UTO SIBASIETCSI CBUACTEABCTBOM
UX BOKHOCTH B pa3BUTHUH AericTBUA. Bce oHm cBs-
3aHBI C COABHBIMHU 3IIU30AAMH, IIPEUMYIeCTBEHHO
COMPOBOXAQAIOT, AW HAYMHAIOT MAM 3aBepIIAIOT
COABHBIE CIIeHBI MAH aHCaMOAeBbIe. XOpOBBbIe CLIeHbI
CIIOCOOCTBYIOT pa3BepTHIBAHUIO OCHOBHBIX COOBITHUI
OIIephl U SBASIETCS OPraHUYECKUM KOMIIOHEHTOM
ApaMaTypruu.

baaer ucmoabrsyercs ckopee B KauecTBe Op-
HAMEHTAABHOTO dAeMeHTa. HeMHOrouncAeHHbIe
TaHIeBaAbHbIe aMH30AbI (N2 18), KOTOpBIE UrpatoT
yHKIHIO HHTepMeAUH, 6€3yCAOBHO, YKPACHAH CIIEK-
TaKAb, CAEAAB ero 60Aee 3pEAUIITHBIM U KPACOYHBIM.
CTOHUT OTMETHUTB, YTO TaHEL], HECOMHEHHO, SIBASIETCS
«AeHT>KaHPOM> Bcel onepsl. TaHIjeBaAbHAS PUTMH-
Ka, IpOHHU3bIBatoIas mapturypy «Kopoas Apospo-
6opoaa, pacIIupeHHas PUTMCEKIIUS B OPKECTPe,
IIOAYEPKUBAIOT AMHAMHUKY MY3BbIKaAbHO-CI[€eHUYeCKO-
o AGHCTBHUSL. HpasAHHquIﬁ Mapil, TOP>KeCTBEHHbBIN
IIOAOHE3 1 AMPHYECKHH BAAbC — BOT KaHPbI, KOTOPbIe
CO3AAIOT aTMOCPePy ABOPIIOB M XYDKHHBI HUIIHX.

Taxum obpazoMm, «Kopoar Apospobopoa>
IO. IlleBuenxo B HacTOsIIEee BPeMS SBASETCS OAHIM
U3 IPUMEPOB COBPEMEHHOM YKPaUHCKOM OIIePhI AASL
Aeteit. OHa CBHAETEABCTBYET O HOBBIX IIEPCIIEKTHBAX
PasBUTHA XKaHpa B yKpauHcKkoi Myspike XXI B.
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From ancient times art and literature have
served the spiritual world of people. As we know,
the art of music has a great influence on the spiritual
maturity of the human being and young generation.
Our people has a rich cultural heritage. If we look
back at history, we can see that the way of life of
our master artists and their exemplary behavior has
always been a school of instruction for the new gen-
eration. Lately, because of the disappearance of the
master-student tradition, or the fact that everyone
is acting on their own, in the behavior of some of
our singers, in the culture of dressing, the manner of
speaking one can notice the flaws in songs that are
obvious and alien to our national identity. Today,
despite the fact that our dear President Mirziyoev,
created great opportunities and conditions for cre-
ativity, it is a pity that some of the singers are not
using these chances properly and there are cases of
abuse instead of feeling responsibility, some of the
singers make themselves appear on social media,
the fact that they exhibit different pictures and even
disseminate what they eat.

Let us first look at the history of traditional per-
forming songs and then the present day events.

The traditional song performing has a long his-
tory. Ancient written sources and archaeological
findings on the history of music culture of the Cen-
tral Asian peoples testify to the remarkable develop-
ment of music performance. The fact that the writ-
ten sources of the last millennium of Central Asian
people have reached us today is a vivid example of
musical heritage being carefully preserved from gen-
eration to generation, from teacher to student [1].
The efforts of Abu Nasr Muhammad al-Farabi to
study the musical legacy that has come down to us
from the distant past have been invaluable. Al-Farabi
paid great attention to the performance and analysis
of ancient music. He created the science of music
theory as a result of researches. Pamphlets such as
“Kitabul al-kabr” (The Big Book of Music), “Kil-
amu elephant-music” (The Book of Music Styles),
“Kitabul-Musiqiy” (The Book of Music) are directly
devoted to the analysis of music [2].

Abu Ali Ibn Sina was one of the scholars who
continued the tradition of Al-Farabi. His books
“Kitabush-shifa” (Book about healing), “Donish-
noma” (Knowledge book), “Risolatun fi ilmil Mu-
sigiy” (‘The Treatise on Music Science) focus on
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music science, performing styles, analysis of existing
songs and music.

In the history of music culture of the IX-X cen-
turies, the great scholar of Central Asia Abu Abdul-
lah Muhammad ibn Yusuf al-Katib al-Khorezmi paid
attention to the analysis of samples of folk singing in
the part of the encyclopedia Mafatihul-ulum (The
Key of Science) that is devoted music theory.

The later scholars — Safauddin Abdul-Mumin,
Mamud bin Masud al-Sherazi (XIV Abdulkadir
Maraghi (author of pamphlets, “Jamiul alkhan”
“Magqasidul alkhan”), Al Husseini, Abdurahman
Jomiy (XV) and many scholars of music science
further developed in their treatises [7].

Folk songs play an invaluable role in the creation
of the theory of music. Central Asian scientists of
music art have been involved in analytical discussions
about problems in song performing within melodies
and compiled brochures devoted to music art.

The spiritual experiences of the people in the
past, joy, merriment, sorrow — sadness, misery — cre-
ated and perfected songs that are examples of folk-
lore. Examples of the different performance lines in
the song [8] — household songs, poems, songs of
lyrical and romantic character, ritual songs, labor
songs, songs and children’s songs caused the creation
of traditional folklore songs [9]. It has been gaining
great value through centuries.

But today, when good manners and behaviour are
not the primary one, any skillful performance and any
talent will be secondary. Artists are people who are
always in public. They are followed by young people,
especially by their standards of living. Each of their
actions is done in public and copied. It is not a mistake
to say that some singers have recently forgotten about
the responsibility. Too vulgar clothes of the singers
in public, inability to behave in wedding luxury, lack
of communication culture, self-esteem, ignore those
around them are all about pride and arrogance.

The reason, we did not hesitate to tell the fact
above, is bitter, but the truth, and the cause that
young people entering the art world are following

no longer the quote artists in the sense, and we want
youngsters to step into the creative process follow-
ing the example of the real heroes of our time. It is
not a secret that observance of ethical manners by
singers, widespread promotion of meaningful songs
in wedding parties, the question of self-control, envi-
ronmental and public manners, reading, that is, liter-
acy, and the shallowness of songs and video clips of
singers, complexity, irrelevant words and the artistic
lowliness of the clips and some other topical issues
now adorn the viewer to some extent. It is not wrong
to say that our policy in music and song performing
today has been a little disruptive.

So who do you think inspire them? At times, you
might think that the guys we once thought to be a
national standard and who were men of character,
brave, strong, or, like, Otabek, who shone in their faces,
stayed in the past. Maybe you are wondering if I have
any sympathy with the cold-hearted young men who
adorn such immoral acts. After appearing three or four
times on a stage, they go on the big screen and try to
teach this great nation with thousands years of expe-
rience how to live, even encouraging applause. Well,
how do they dare to do this? Of course, most of people
get angry with this and can’t stand this anymore.

The treasure of our song performing art is very
rich. I think that composers and singers should cre-
ate new songs in harmony with classical melodies in
order not to lose our centuries-old musical heritage.
There is always a great demand for a good song. Dur-
ing the years of independence national music and
song performing art has developed. The main ways
of Uzbek classical music [ 11] are the following. And
these trends are the Uzbek national status and have
helped to further develop the art of maqom [10]
(genre of performing uzbek classical songs):

~ Yalla (songs created by maqom genre);
Heavy songs (type of classical song);
“Shashmaqom” of Bukhara;

Magom of Khorezm;

Fergana-Tashkent styles
maqom [4].

of performing
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Even today, the tender feelings in the hearts of
listeners are appealing, and many are admired by the
audience.

The style and character of the melody develops
into the classical genre of the song. “Ayrulmasun ”
(Don'’t let to be left) the classic song popular with
famous Mukimi’s poem has become a favorite. The
vitality of Mukimi’s poems is in their high artistic,
profound ideology and attractiveness:

Friends, don’t let anyone to be left alone;

Don't let the gracious beauty leave me abun-
doned [S].

Creating a good song is definitely a skill, but hav-
ing your own interpretation of the song, especially
the accurate and fluent pronunciation of the words
in the classical songs, is not enough to justify the vo-
cal range and the knowledge and hard work. Talent
is a divine blessing given to man from the Creator.
It takes sharp intelligence and opportunity to direct
that power in the right way.

In particular, the song industry of the Uzbek
people is deeply entrenched. Each line of songs told
by our forefathers and grandmothers, which have
been passed down from generation to generation,
embodies our immortal history, priceless spiritual-
ity, national values and beautiful traditions.

The heavy songs are based on medieval rituals
and labor songs, the development of classical po-
etry and singing culture, the traditional reading of
classical ghazals. In his past, along with romantic
lyrical ghazals [12], it was also sang didactic (ex-
hortation), imaginative poems. Later these songs
started to be sang with poems of Lutfi, Navoi,
Mashrab, Amiriy, Hazini, Mukimi, Furkat, Zawqiy,
Miskin and others. In the 20" century, modern Uz-
bek poets (Habibiy, Sabir Abdulla, Chustiy, Utkir

Rashid, Erkin Vahidov and others) poems began
also to be used [3].

Written in aruz (the style of poems in poetry), this
ghazel gives the audience an excitement, a variety of
spiritual experiences, and has led to the widespread
popularity of poetic works through the genre of great
songs. Itis a true fact that musicality is one of the most
important qualities of poetry. That’s why when we say
abigsong or a song, people imagine music plays, how-
ever, the plays themselves are independent art and ex-
press the most delicate feelings of the human heart.

The ghazals played a huge role and served a great
sense to our people and the songs they played, es-
pecially the big songs impressed people deeply.
Because in these songs, the word “breathes” in the
same style as the song. The poem and the melody are
so intertwined that they become like listening to a
poem when you listen to the music itself.

The classical song according to its meaning is
divided into:

Philosophical;

Romantic;
Didactic;
Religious;

— Modern.

It is true that such classical songs as Shash-
maqom, Buzruk, Rost, Dugoh, Segoh, Bayot, Iraq
created by our people admire the world-famous song

performing representatives of art and deeply impress
everyone who enjoys it. Each one of them is filled
with the uniqueness of human suffering and joy.
Songs, melodies, languages, religions, and nationali-
ties share everyone a feeling of peace and inspiration.
It cleanses the hearts from the dust and encourages
them to do good deeds. These are the real and evi-
dent qualities and power of our national songs [6].
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CTPATErmn UCNOJIHUTEJIbCKOIO MNPO4YTEHUA
TOKATTbI A>KOBAHHU NUKKUN B KOHTEKCTE NPOBJIEM
MHTEPMNPETALMUU KJIABUPHON MY3blKU PAHHEIO BAPOKKO

AnnoTanms. Ha ocHOBe akTyaAbHBIX TEHASHIIHI COBPEMEHHOTO HCTOPHYECKH HHPOPMHPOBaH-
HOTO HCIIOAHHTEABCTBA, C OIIOPOI HA METOAMYECKUI MaTepraA 6apOYHbIX ABTOPOB apryMeHTHPO-
BaHBI CIIOCOObI CTHAUCTHYECKH KOPPEKTHOTO 1 XYAOXK€CTBEHHO AOCTOBEPHOT'O IIPOYTEHHUS TOKKATHI
AxoBanuu [TUKKE — OAHOTO U3 HabOOAee PAHHUX U IPKUX IPUMEPOB COYNHEHMUI TAK Ha3bIBAEMOT'O
«($aHTa3UINHOIO CTHASI>»> €BPOIeNCKOM KAABUPHOM MYy3bIKH d110xu bapokko.

KaroueBbie cA0Ba: adpPexT, ALCCOHAHC, KAABHPHASI My3bIKa paHHero 6apoxko, Stylus Phantasticus,
TOKKaTa, A)koBaHHY [IMKKY, NCIIOAHUTEABCKASI TPAKTHKA 6apOKKO, Askeporamo Ppeckobarpam.

ITpu BceM >KaHPOBO-CTHAEBOM PAa3HOOOpasMH  PUYECKH HMHPOPMHPOBAHHOTO HCIOAHUTEABCTBA
KAQBHPHOM My3bIKH BapOKKO, IPEACTaBUTEAN HCTO- YK€ AAUTEAbHOE BpeMsl BCe C GOABLIUM HHTEpPeCcOM
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OTHOCATCS K COYMHEHHUSAM TaK Ha3blBaeMOIo «¢aH-
Ta3UIHOTO CTUASI>. CAOXKHOCTD M BMECTe C TeM IIpU-
BAeKaTeAbHOCTD Stylus Phantasticus xpoeTcsi B ero
SIPKOM MMIIPOBHM3ALIMOHHON Npupoae, apPpeKkTrpo-
BaHHOCTU M AMHAMHYHOCTH, @ KpPOME TOTO — 9CKH3-
HOM HOTAIlMH, alleAAUPYIOIel K HeKUM KOHBEHIU-
OHAABHBIM IO3UIUAM, 10 YMOAYAHMIO TIOHSATHBIM
aBTOPY U HCIIOAHHUTEAIO STIOXH, HO II0 OOABIIEH YaCTH
HEeAOCTYTIHbIM AASI COBPEMEHHOI'O HHTEepIIpeTaTopa,
TO eCTb TPeOYIOIUM CIIeIJMAAbHBIX 3HAHUI U COOT-
BeTCTBYIOIeH IPAKTUKH BAAA€HHS HHCTPYMEHTOM.
B cBsi3u ¢ 4eM akTyaAu3upyeTcs mpobaeMa CTUAU-
CTUYECKH KOPPEKTHOM, M, CAEAOBATEABHO, XYAOXKe-
CTBEHHO AOCTOBEPHOM MHTEPIIpeTallui KAABUPHBIX
counHeHul paHHero bapokxo. IloaTBepxaeHnEeM
0003HAYeHHOM TEHAEHIIUHU CAY>KHT 00BeMHBII KOp-
ITyC KCCAGAOBAHHUH KaK TEOPETHUKOB, TaK U KOHLIEPT-
HBIX NPAKTUKOB — IPU3HAHHBIX MACTEPOB €BpPO-
NeICKOM BeTBU UCTOPUYECKU HHPOPMUPOBAHHOIO
UCTIOAHHTeAbCTBAa. OAHAKO e, HeCMOTPSI Ha 3HAYH-
TEABHBIN OIIBIT OCMBICACHUS UHTEPIIPEeTALMOHHBIX
IIOAXOAOB K IPOYTEHHIO TEKCTOB «(PaHTA3UINHOIO
CTHASI>»>, OCTA€TCSI AOCTATOYHO MHOT'O HEM3BECTHBIX
(mpexe BCero yKpanHCKMM KAABECHHHICTAM) COYH-
HEHUH, MPEACTAaBASIOIHNX 3HAYMTEABHbI HHTEPEC
B 3allaAHOEBPOIENCKOHN IIPAaKTHKE U UCTOPUHU U3-
y4eHHUSI CBOOOAHOTO CTHASL

Ocoboro BHUMaHHUS B 9TOHM CBSI3U 3aCAYXKH-
BaeT TBOpYeCTBO BeHelnuaHna AskoBaHHU IInkku
(1571/22 — 1643) — opraHucTa, AFOTHHCTA U KAQ-
BECHHHCTA, OKA3aBIIero 3HaYUTEeAbHOE BAUSIHUE Ha
PaSBI/ITI/Ie MaAbIX U KPYHHI)IX I/IHCTPYMEHTaAbeIX
¢$opM, TOAbKO POPMHUPOBABIIUXCS B TBOPYECTBE €I0
COBpEMEHHHMKOB, HallpUMep, COHAThl 1 UHCTPYMEeH-
TaAbHOM KaHIIOHBL [ IpumedaTeapno, uto Adk. [Inkku
OBIA €AUHCTBEHHBIM BeHEIIMAHCKUM aBTOPOM CBOETO
BpeMeHH, COYMHABIIMM TaHI[€BAAbHYIO MY3bIKY AAS
KAaBeCHHa.

YBbI, 0 )xu3Hu U TBOpuecTBe AX. [Inkxu nudop-
MaIuH 9pe3BblYaiiHO MaAo. C yBepeHHOCTHIO MOXK-
HO YTBEPXAATb, YTO IIEPCOHOI OH OBIA U3BECTHOT],
TaK KaK B 00pase AIOTHHCTA 3alleYaTAeH Ha THUTYAb-

HOM AxCTe yuebOHuKa TaHneB «Nobilta di Dame>
®ab6purmo Kaposa (ok. 1600 ropa). AomopaunHo
HEU3BECTHO, KTO OBIAU YUUTEAS KOMIIO3UTOPA U KaK
Pa3BOPAYMBAAOCDH €r0 MPOPeCCHOHAABHOE CTAaHOB-
Aenme. Tak, coraAacHO CKYAHBIM paKTOAOTHYECKUM
AaHHBIM, B BeHertmaHckoM Canra-Mapus-Iaopuosa-
Aeu-®papu ¢ 1615 mo 1623 rop Asx. ITukku 3anHu-
MaA AOAKHOCTb OPTaHHUCTA, IIOAOOHO TOMY, KaK A0
Hero 3aHuMaA AsxkoBanHuU [abpuean B Ckyora-Au-
Can-Pokxko (Scuola di San Rocco). A B koHKYpCe
Ha AOAYKHOCTb BTOPOTO OPTaHHCTa B OOABIIOM CO-
6ope Csitoro Mapka B 1624 roay ero o6omurea Asxo-
BaHHHU [IpeTpo Bepru. OTAeAbHBIE paspo3HeHHbBIE
YIIOMUHAHHUA O AesiTeAbHOCTH Aok. [ Tukku Haxoaum
BO «BBeaennn» kx nepsomy Tomy «BepasknHasb-
noit kuuru Guriynabsama» (1894), rae cocrasu-
Tean Ax. Menitaenp u B. CkBaiip yka3pIBaroT, 4ToO
COTAACHO apXUBHBIM AOKyMeHTaM Ax. [Tukku 651A
oprauuctoM B Chiesa Della Casa Grande u, Beposit-
HO, yueHuKoM Asxeporamo ®peckobaavpm [4, 11].
ITocKOABKY Ha AQHHBIF MOMEHT 9TO eAUHCTBEHHOE
yrmoMuHaHue 06 yuenudecrse Ax. ITukku, oHO HO-
CUT BeChbMa IIPUOAMBUTEABHbIN XapaKTep, BIIPOYEM,
B MY3BIKAABHOM MBIIIA€HUU KOMIIO3UTOPA SIBHO ITPO-
CA€XUBACTCSI BAUSIHHE UTAABSIHCKOTO MacTepa.

M3 HacAeAVsI KOMIIO3UTOPA COXPAHUAOCH AUIID
He3HayuTeAbHast 4acTh. K 60ABIIOMY COXXaAeHUIO
My3bIKa BeHeIHaHI}a COBCEeM He HCIIOAHSeTCS B YKpa-
VIHE, 3 COYMHEHUS, MEXXAY TeM, BHIIIOAHEHBDI B SIPKOM
y3HaBaeMOJ MaHepe, TIOAHbI yAUBHTEABHO OOTAThIX,
IIOPOM 9KCIEHTPUYHBIX QPUIypalluii U TapMOHHYe-
CKHX HAXOAOK, B IIEAOM CBOFICTBEHHBIX CBOOOAHOMY
ctuaro. baanm Bunopron ykaseisaer, uto Apk. ITnx-
KU SIBASIETCSI aBTOpOM cOOpHHKa 12 TaHI[eB AAS KAQ-
BHpa, BKAOYaromero Passemezzo Antico, Saltarello
u Polacha, ABa BeHrepckux TaHIja M HeMEILKYIO
Todesca [3, 45]. Kpome TOro, coxpaHMAHCH IECT
ero Passamezzo, ITOAbCKHII TaHeIl U APYTHE COYHHe-
HUS AASI KAQBECHHA — CTUAMICTHYECKH YAUBHTEAbHbIE
¥ Ype3BBIYATHO TeMIIepaMeHTHBbIE.

CpeaH AOIIEAIIINX AO HAC TEKCTOB OCOOEHHO IpH-
MeyaTeAbHA IMITPOBH3aliMOHHas TOKKaTa, U3AaHHAS
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B «Bépasxunasvnoit kuure Ouriyusbsama» (The
Fitzwilliam Virginal Book: in 2 vol. / ed. J. A. Fuller
Maitland, W.B. Squire.— London [etc]: Dover
publication inc.: Breitkopf&Hartel, 1894-1899.—
2 vol (uro, 0e3yCAOBHO, ITPELIeAEHT — UTAABSHCKASI
TOKKATa B COOpHHKE aHTAMICKON KAQBUPHOM My3bl-
KU €ABa AU MOTAQ IIPETEHAOBATh 3aHITb CKOABKO-
HHOYAD AOCTOIHOE MeCTO; IPUYHHBI CUTYALIUH AO
CHX ITOp HeU3BECTHDI, MHOTHE HCCACAOBATEAH, CPEAU
HHX U3BECTHEMIINHI MY3bIKOBEA U IPAKTHUK, 3HATOK
bapounoit My3piku A. CHAbOHrep BBICKA3bIBAIOT
yAHBAeHUE caMoMy dakTy). Apyroe yrmoMuHaHue
0 ToKKare HaxoAuM B pabote I1I. Ban per Boppena
«HcToKM aHTAMIICKOM KAQBUPHOM MY 3bIKH > (1912),
TAe COUMHEHHIO AQHA CACAYIOIAsl XapaKTePUCTHUKA:
«Toxkara Asx. ITuxku siBasteT co6011 06pasduK aae-
TaHTHOCTH, ITO-UTAABSTHCKU COBEPIIEHHA U C TOYKH
3peHHUs U3AOXKEHHUS, 1 TI0 AyXy> [ 5, 196].

TouHast paTa CO3AAHMSI TOKKATHI HEHU3BECTHA.
OAHaKo >ke OHa SIBHO BBIITIOAHEHA B CTHA€ PaHHUX
OapOYHbIX MACTEpPOB, 3A€Ch YraAbIBAeTCSl MaHepa
ApxoBanHU [abpreAn 1 APyTHX IIpeACTaBUTEAEH Be-
HEITMAaHCKOM IOAMPOHMYECKOM MIKOABI, OAHAKO Aer-
KO 3aMeTHTh U 4epThl Stylus Phantasticus — BUpTy03-
HOCTbD, 9¢PpEKTHOCTS, IPKOCTH, KpaiiHe HEOOBIYHbIE
U CMeAble TAapMOHMY, IPH3BAHHbIE IPUBECTU B ABU-
JKeHHe 9yBCTBa cAymareas. KommosuTtopy yaaercs
A€TKO IePEeKAI0YaTh MOAYCHI M perucTphl apdekTu-
posanHocTH. Kak oTMeuaer Pobepr Axya: «<...>
ero [ Ax. ITuxku — H. ®.] opHaMeHTarus cTOAb 9Kc-
TpaBaraHTHasl, YTO, IIOXKAAYH, He NMeeT aHAAOTOB
B AMTEpaType CBoero BpeMenu> [3,251].

Cob6cTBeHHO, KaHP TOKKATbl, K KOTOPOMY 00-
pamaercsa Axx. ITukku, eABa Al MOXXHO CYUUTATh HO-
BBIM B CMbBICA€ KOMITO3HUITUH HAH CO CTHAUCTHYECKOM
ToukH 3peHns1, Kaayaro Mepyao 1 HealmOAUTAHIIbI
yoKe IIHCAaAM KAQBUPHbIE TOKKATbI. PeBOAIOIIMOHHBII
dAeMeHT HOBHU3HBI )KaHpPa B CBOE BpeMs 0003HAYHAO
IPeANCAOBHE, KOTOpOe BriepBble Askepoaamo Ope-
cko6aabau (1583-1643) mpeATIOChIAAET MY3bIKAAD-
HOM yacTu counHeHms. Kak u camo nmpoBosraarme-
Hue: «Primieramente non dee questo modo di sonar

star soggetto a Battuta>», 4TO AOCAOBHO O3HayaerT,
4YTO CTHAD UI'PBI AOAXKEH He IIOAAABATHCS YAAPHOCTH
(nau TakTycy, TO €CTb peryASpHOCTH MeTPUIECKOH
IIyAbCAIIUH B YCAOBHUSIX 0€CTAKTOBOI HOTALIUH « daH-
Ta3UIHOTO CTHAS>» ), KaK 9TO TIPOMCXOAUT B MaAPH-
raAax, rAe TAKUM 00pa3oM 00AerdaeTcs apTUKYASIINSL
COOTBETCTBEHHO AP PeKTy UAM CMBICAY IOITUIECKO-
ro caoBa [3]. Manepa, o kotopoii roopur Ax. Ope-
cKkoOaAbAM,— 3HaMeHUTas seconda prattica Kaayano
MonTeBepaH, MOApPa3yMeBaBIIasl, YTO CAOBO AOAXK-
HO BOIIAOIIATHCS B HEKYIO MY3BIKAABHYIO aMbAeMy,
aﬂetto, KOTOpasl IPHU AOAXKHON MHTEPIIPETALMH BbI-
30BeT y CAyIIaTeAst HeobxoauMsiit adpdekt. He moa-
AQBaTbCs YyAAPY B AAHHOM CAyYae O3Ha4aeT CAEAOBATh
TeKy4eMy U3MeHEeHMIO A PeKTOB, AOTHKE ABDKEHHS
MEAOAUYECKHX, B TOM YHCA€ PUTOPHYECKUX QUTYP
Y CMEHbI TAPMOHHI.

N aas Ax. Opeckobanban, u aast Ax. [Tux-
KM IIPOTOTHUIIOM SIBHAACh BeHEIJMaHCKasl TOKKAaTa
(Toxkara Anppea Fa6pHeAH), CoCToOsIIasl U3 Ha-
JaABHOIO aKKOpPAAQ M IacCa)kell BOCbMBIMHM HAH
IIeCTHAAIIATBIMH, TIePEXOASIUMH U3 TAPTHUH OAHON
PYKHU B APYI'yI0, KOTOpbIe 4YepeAyIOTCsS C KOHTpa-
IyHKTHYeCKUMH paspesamu. Opnako y Ax. ITnx-
KM CTPOTHe Pa3AeAbl HEBEAUKH, B TO BpeMs Kak
amu3oas! B Stylus Phantasticus o6pemusie. Tap-
MOHHYECKAsl AOTMKA TOKKAThI ell}é He COAEPXKUT
YETKOM TOHAABHOM HAIIPABAEHHOCTH, HO BIIOAHE
MO>eT CpaBHUTBCS ¢ si3bikoM Kapao Askesyaappo
u Axepoaamo Opeckobaappu. PaxrypHsble pere-
HHS 3aAEHMCTBYIOT IMUPOKUN AMAIla30H IIPUEMOB
KAQBHPHOI TIPUPOABI (a TOUHee, «KAABECHHHOM >,
IUIIKOBOM, TOAPa3yMeBalolell 3ByKOBOH IAen P,
KOTOPBIN AOCTUTAeTCsl 3ByKOBBIM CMENIeHHEM, pe-
Bep6epaune171 OTAEABHBIX CprH), IIO3BOASIOINIEHN
BOIIAOTUTDb «MaAPHTAaABHYIO>» MaHepy uyepepoBa-
HHSl METPO-PUTMUYECKU CBOGOAHBIX MH30A0B (Kak
IIPABUAO, TIACCAKEN HAa OCHOBE BBIAEPXKAHHOTO Haca
MAM aKKOPAQ) U CTPOTO OPTaHM30BaHHbIX SMH30-
AOB KOHTDAITyHKTH4ECKOTO MUChbMa (aKKOpAOBas
¢aKTypa MAM MMUTAIIMOHHBIE PAa3AEABI, TAE TOAOCA
IIOCTOSTHHO HAaXOASATCS B ABIDKCHUH).
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bBaecrsmue BUpTyo3HbIe ITaCCa’KU TOKKATHI 3a-
AEHCTBYIOT KaK HYDKHHMH, CPEAHMH, TaK U BEPXHUM
PerUCTpHI; MUPOKHUE MPBDKKHU, ITYHKTHPDI U AOMa-
HbIE pI/ITMbI C BBIIIMCAHHbIM CaMUM KOMHOSI/ITOPOM
accelerando (ApobaeHMe AAUTEABHOCTEH B TACCAXKAX
u OPHaMeHTHKe) HAKAIIAMBAIOT d9HEPIUIO U CO3AAIOT
addexr crescendo, coueTasich ¢ MHOroobpasuem Avic-
COHAHCOB U YTOHYEHHOM XpOMaTHUKOM. B aTOM cMbIC-
Ae coraacumcs ¢ 3amedanueM O. YuaesorTn — pepak-
TOpa-COCTABUTEASI COOPHHKA KAABHPHBIX COUMHEHHI
Aox. IInkky, oTMeYaroluM, YTO KOMIIO3UTOP «He
MeHee CMeA B ITOMCKaX HOBBIX addekTos, yem Kaa-
yAuo MoHTeBepAH, <...> AASL yXa AGBATHAAIIATOTO
CTOAETHSI OHU OKa3BIBAIOTCSI HEOOBIYANHO IIPHIYA-
AVMBBIMH ¥ 9KCIIeHTPHYHbIMU> |3]. Bo Bcem aToMm,
6e3yCAOBHO, IIPOSIBASIIOTCS YePThI PA3BUBAIOIIETOCS
«($aHTa3UIHOTO CTUAS> C MPUCYIEN eMy UMITYAb-
CUBHOCTDIO U METPOPUTMUYECKOHN CBOOOAOIL.

AASI ICTIOAHUTEABCKOTO OCMBICAEHHUS] TOKKATBI
I1eAeCO00Pa3HO BOCIIOAB30BATHCS PEKOMEHAALIMSIMU
Axx. Opeckobaapar k cOopHHKY ero Tokkart, rae oH
IPU3bIBAET HCIIOAHHTEAS B IIEPBYIO OUePeAb «HaUTH
BepHbIi apPpeKT> Iepep COOCTBEHHO UCIIOAHEHUEM;
a TaKKe BAapbUPOBATh TEMIT «B MAAPUTAABHOM Ma-
Hepe>, YTOOBI IIPUAATh PeAbePHOCTD PPasHPOBKU
OerApIM ITacca’kaM U IIPEABOCXHUINATD KAASHIINH, Ha-
KOHel], 0003HAYUTD TAKTUKY OPHAMEHTALINH COTAAC-
HO PUTOPUYECKUM PUTypaM.

Omnpepeserne ToHa U adpPeKxTa Ype3BLIYANHO
Ba)KHBI MOMEHT, TeM 6OAe€e, YTO B OTAUYME OT UAEH
A.lJapAnHO, «BTOpasi MPAKTUKA> MAAPHTAAMCTOB
IOApa3yMeBaAa cMeHy apPeKTOB B IPEAEAAX OAHOTO
counHeHus. Tak, B caydae Ax. ITuxku mocrossHHOE
JepeAOBaHME Ma’KOpa M MHHOPA IIOATBEPXKAAeT HO-
BaIlMIO TeKy4decTH apPeKTOB. A TOTOMY CAEAYFOLIHIA
3TaIl — BBISIBAGHHE TAPMOHHYECKOrO KapKaca KOM-
O3ULIUH, TO €CTb BbIIBACHHE AUCCOHAHCOB U tactus
(nyAbcauHH), KOTOpbIe HEOOXOAMMO pPeAeBAHTHO
COOTHECTH MEXAY CO0O0I, MaMATYsI O TOM, YTO rap-
MOHHMSI OIIPEAeAsIeT APaMaTypPTHUIO, PeryAITOpPOM
KOTOpOI B My3bike Bapokko siBasteTcst 6ac (basso
continuo).

K npumepy, nepsast ppasa TOKKATHI, C IIUPOKUM
AvarasoHoM (aKTypbl, OCHOBaHA Ha bacy «pe>
(aKCrO3UIIMA TOHA pe MUHOP), 3aTeM 3BYK <«<AS>
(mepBas TOYKa MHTOHAIIMOHHOTO HA3HAYEHHS), Ad-
Aee «COAb>» (TOTOBSANIMIT HANPsKEHKE PUTOPHYe-
CKO¥ GUTYphI B IapTuu Tpasoii pyku). CoobpasHo
0Aaro3By4usl HAM HaKaAd FAPMOHUHU HCIIOAHHUTEAD
obpaiaeTcs ¢ My3bIKaABHBIM BpeMeHeM — HaMepeH-
HO ITPE3eHTYsI CAYIIATeAI0 AMCCOHAHC, 3aAepKaHHe
HAU TPEAb, AQIOIUE AMCCOHAHC, ALOO arorn4ecKu
«1poberasi> OT y>Ke YCABIIIAHHON FAPMOHHHU K HO-
BOMY 1 HEO’)KHAQHHOMY 3BYKOBOMY IIOBOPOTY.

IlepBbIii aKKOPA TOKKATBI K TOMY K€ — PEeAKHI
BapHaHT BBIITUCAHHOTO aKKOPAA CAMHM KOMITO3HTO-
pom. CoBpeMeHHasI TEHACHITHS KAABeCHHUCTOB pas-
OUBaTh AKKOPABI BBEPX 3A€Ch HEYMECTHA, IIOCKOABKY
€CTb HECKOABKO UTAABSHCKUX TOKKAT CEMHAAIIATOTO
BeKa, OTKPBIBAIOIIMXCS BbINMCAHHBIMA KOMITO3HTO-
pamu apriepAxuo BHH3: Tokkara Axx. IInkxy, a Taxoke
ABe Tokkarbl Tpabaun (Toccata Seconda aast ape,
1615 u Toccata seconda, 1603). B mepsom TaxTe
€CTb CMBICA CHIIPaTh KOPOTKO ITOCACAHIOIO HOTY
B 6acy «pe> IPaBOM PyKOI, YTOOBI BCe apIIEAXKHO pe
MUHOPa 3By4aAO KaK OAMH aKKOPA, TAKUM 06pazoM
BTOPOI TaKT OYAET «CHABHBIM>; CAEAYIOIIHII TTac-
Cax — tirata Hy>XHO MCIIOAHUTD KaK MOXXHO CKOpee,
IIOMHS O TOM, YTO (bnrypa tirata — cTpeaa (AA}I 3TO-
IO UCIIOAb3yeM MTO3UIIMOHHYIO alllIAUKATYPY: YeThI-
pe HOTBI B OAHOM MO3HIINH, pacipesessieM QUrypy
MEXAY PyKaMH — AeBasi-TIpaBasi-NpaBasl, Tak CTPeAd
«<B3AC€TAET> K TOHY <ASI>»> U AAACE <ITAAACT> ITYH-
KTHPaMH, YTOOBI CITyCTUBIIUCH CHOBA «B3AETETb>
HaBePX M OCTAaHOBHTbCS Ha AOMHHAHTOBOM TOHE).

Coser Ax. Ppeckob6aabAM HCIIOAHSATDH TOKKATY
B MaHepe MaApPHUraAd — TO MeAAeHHee, TO ObICTpee,
«HEPEeTyAsIPHO>, TO eCTh COOOPa3HO rapMOHHY,
aﬁ‘etti, HAIPABACHMIO MEAOAMYECKOTO ABMDKEHHS,
peaAusyeM B IEPBYIO OYepeAb CPeACTBAMH apTH-
Kyasiun. HeoOX0AUMYIO 3A€Ch «pasTOBOPHYIO>
APTUKYASILIUIO AJeT HCIIOAb30BaHHME CTAapPHUHHOMN
annAuKaTypsl. OTAEAPHO OTMeTUM IpobAeMy Op-
HaMeHTAllUU Ha IpuMepe Tpeaeit. Tak, B KapaHcax

92



PERFORMING STRATEGIES FOR TOCCATA BY GIOVANNI PICCHI IN THE CONTEXT OF INTERPRETATION PROBLEMS OF EARLY BAROQUE KEYBOARD MUSIC

CAeAyeT HCIIOAHSTb TPeAb CBOOOAHO, a He CTPOTO
CAeAysI HOTAILIUH, IPUEMOM PUTMUYECKOTO PACKPy-
YMBAHMS, [IOCTEIIEHHbIM HAKOIAEHHEM 3BYKOBOM
U METPHYECKOM 9HEPIHH, 3aBepuIasi AOOaBACHUEM
HECKOABKHX AOTIOAHUTEABHBIX 000pOTOB. B Takux
HETPUBUAABHBIX AETAASIX PACKPBIBAETCS PUTOPH-
YeCKHIl CTHAb U aKTYaAH3HPYeTCs] PeKOMEHAALIUS
Asx. DpeckobasbAll «He OCTAaBAATH KAABECHH ITy-
CTBIM>» B CMBICA€ 3By4YHOCTH.

Hakomnen, uzsmuas popmyanponka Asx. Ope-
ckobaabpu «Non senza fatga si giunge al fine>,
yBepsIoIasi, YTO «He 6e3 TPyAa MOXHO AOCTHYD
KOHIJa>» MOXeT OBITh peaAn3oBaHa B (pUHAABHOM
KyAbBMHMHAIJMOHHOM 9IIN30A€ TOKKAThl BeCbMa pas-
BEPHYTHIM KPY>KeHHeM QUI'YPALHil, IIepPeAaBaeMbIX
U3 OAHOM PYKH B APYT'YIO. 3aAepKaHHe OCTUHATHOTO
6aca Ha IPOTSDKEHUH CEMH TaKTOB TPeOyeT YCHANIL,
TeXHHYEeCKasl CAOKHOCTb MOMEHTA OIIPeAeAsIeTCs
PA3AMYHBIMU TUIIAMU PUTMOB, HEOOXOAUMOCTBIO
APTUKYASILIUY U PA3AEACHUS HA OTAEABHBIE QUTYPBHI,

B 3aBUCHMOCTH OT HUX PUTOPUYECKOTO 3HAYeHMs,
APaMaTypTUH PacCTAHOBKH aKIleHTOB. BecbMma akc-
LleHTPUYHBIM H300peTeHneM Ax. [Tukku mpeacras-
ASIeTCSI 3AeCh COYeTaHHe AOMHHAHTOBOM rapMOHHUH
Ha OCHOBE TOHHYECKOH B TeYeHHUe IIOAyTOPA TAKTOB.
HexoTopble HCITOAHUTEAN ONPAaBAQHO MOBTOPSIIOT
B A€BOM PYKE OCHOBHOM TOH AAS IMOAYEPKHUBAHUS
TEPIIKOCTH FapMOHUH, OyAOpaKallleil BOCIPHITHE
CAyIIaTeAs] HEKOTOPOM 9KCTPaBaraHTHOCTBIO.

IlpuBepeHHDIE BbINIE HCIIOAHHUTEAbBCKHE PEKO-
MeHAQLUH, 6e3yCAOBHO, SIBASIFOTCS TIOIIBITKOM IIep-
BOTO IPUOAMKEHHS K CTHAMCTHYECKH AOCTOBEp-
HOMY ITPOYTEHMIO KAABUPHOMI My3bIkH AXK. [Inkku,
OIIpeAeAsisi OCHOBHYIO HHTePIIPeTAlJMOHHYIO CTpa-
TErur0: IIOHNMaHHUEe I/IMHPOBI/IBaHI/IOHHOﬁ HPI/IPOAbI
«($aHTa3UITHOTO CTHASI»> 6a3UpyeTCsi Ha IOHUMAHUN
HEOOXOAMMOCTH 3BYKOBOTO, APTHKYASILIHOHHOTO
¥ arOTMYeCKOTr0 Pa3HOOOPa3HsL, OIIPeAEAIeMOTrO Ye-
peAOBaHMEM 3aA0XKEHHBIN B My3bIKAABHBIX CTPYKTY-
pax TekcTa apPpeKTax U KOHTpaCTax.
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SPECIFICITY OF THE STAGE INTERPRETATION OF
OPERA CHARACTERS’ BY J. KAUFMANN

Abstract. Based on the performances with J. Kaufmann, the main principles of his performing

style have been formulated, which allows the singer to create vivid and unforgettable stage images.

Among such features there are: an appeal to different genres of operas, which demonstrates the actors’
wide cast and outstanding abilities of the singer; intellectualism, which is a prime feature of J. Kaufmann's
performing style; the system of vocal means of expression, which allow the singer to model different facets of
known images (economy of performing means, conducting of the cantilena, the role of the rhythmic

component in the vocal score, the ability to tune his voice in different vocal ensembles, brilliant p,

pp, ppp and mezzo voce, the brightness of forte, and subtle diminuendo).

Keywords: performing style, J. Kaufmann, interpretation, stage image.

Jonas Kaufmann is a world-class singer. To date,
he is on the rise of his career and his work includes
opera roles and chamber programs from the com-
positions by R. Wagner, J. Verdi, ]. Massne, J. Puc-
cini, R. Strauss, F. Schubert, J. Bizet, J. Paisiello,
F. Busoni, G. Berlioz, and C. Gounod. The master
has been the hero of a large number of public mate-
rials; there are text and video interviews in Italian,
German, English, and French. The most interesting
and informative are the materials of the official site
[9], of the book by Thomas Voigt called “Meinen
die wirklich mich” [10], which contains many inter-
views and memoirs of prominent musicians of to-
day about working with the singer, and interviews to
various mass media [ 1; 2].]. Kaufmann’s performing
style is the subject of research by the author of this
article, which is reflected in publications [8; 11]. The
purpose of this study is to formulate the main fea-
tures ofJ. Kaufmann’s interpretation of opera images
in terms of the parameters of his performing style.

Analysing the method of Kaufmann's work with
the author’s musical text, it should be noted that his
interpretation is always individual and recognizable.
The basis of this is the special role of the rhythm

(it has a specific acuity caused by all kinds of dis-
turbances of a uniform course, which causes a pow-
erful influence on the listeners); respectful attitude
towards the text of the compositions performed,
without any liberties and exaggerated agogic de-
viations, text things or, conversely, adding text, and
fioritures.

The singer’s voice timbre is dramatic, overtone-
rich in the chest register, and bright in the high reg-
ister (sometimes it is defined as a baritone dramatic
tenor or tenore di grande voce). We should note
the lightness and at the same time the complete-
ness of sounding of the voice on the piano, tender-
ness, softness — in the mezzo voce, the brightness
and shine — on the forte; the use of falsetto and
morendo in the upper titles (which is considered
to be more of a feature of tenors of a lyric type and
gives a generally dramatic vocal role of J. Kaufmann
special colours, which is reflected in various inter-
pretations); a smooth transition from the chest
register to the throat and smooth voice throughout
the range (which is why the singer’s feature in the
sound creation is cantilena) are also typical. On the
whole, J. Kaufmann’s performance style can be de-

94



SPECIFICITY OF THE STAGE INTERPRETATION OF OPERA CHARACTERS by J. Kaufmann

scribed both as close to the romantic one and with
the predominance of the “intellectual type” of the
performer, which is reflected on his interpretation
of different parties. Let us turn to the analysis of the
most prominent images from the operas by G. Puc-
cini, G. Verdi and R. Wagner.

The part of Mario Cavaradossi from the Pucci-
ni’s opera “Tosca” is a high profile in J. Kaufmann’s
repertoire. As he mentions in one of the interviews,
“to make the real image of Cavaradossi you have to
embody the tree lines: 1) an artist, 2) a man in love,
3) a revolutionary. But it’s all written in the com-
poser’s score, and all you have to do is to pay atten-
tion to the interpretation of the musical material
and make it precisely” [4]. By the way, the singer’s
favorite episode in this play is the scene with Scarpia
(“Vittoria!”) from the second act. In the bounds of
this article we will base on two different records of
“Tosca”: the early version — Bayerische Staadsoper,
Miinchen (July 10, 2010), and the latter — Vienna
Opera (April 16,2016). On the first record The First
aria (“Recordita armonia”) is characterized by quite
wide manner of singing; the soloist wisely reckons
all the phrases, and embodies a very rich dynamic
gradation. It is interesting, that at the end of the aria
the singer makes his voice sound similar to the tim-
bre of clarinet, which enters continuing the vocal
part’s melodic line. In that way J. Kaufmann demon-
strates brilliant knowledge of symphonic orchestra’s
instruments properties, and orienting perfectly in
the score, he takes the opportunity to make a subtle
react to the orchestra’s instrumental balance. The
aria “E Lucevan le stele” from the third act begins
deep pianissimo, cues are performed barely audible.
The singer creates profound contrast between the
phrases. We can classify three lines of Cavardossi’s
image embodying in accordance with play’s progress
by acts: in the first act it’s an artist, so there is a lot
oflyricism and meditativeness; in the second act it’s
a revolutionary, because there’s tense and despera-
tion in it, which are becoming apparent in duets and
ensemble scenes; and in the third act — it’s a man,

who has fallen in love, because the unsurpassed aria
sounds exactly in the finale, and it’s musical structure
contains the quintessence of the play’s dramatic ef-
fect, at the same time with the lyrical element. It is
significant that in the latter performance Kaufmann
makes the tempo more slower, and precisely divides
the durations. As a result, a listener gets an impres-
sion that the hero is trying to stop time, to “snap-
shot” the exact moment, when he’s entirely, with all
his sense organs feeling life. Whereas on the 2010
record Kaufmann’s Cavaradossi embodies a great
weight of suffering and despondence in this musi-
cal material.

Among Verdi’s characters the most interesting
are Othello, Don Carlos, Manrico and Radames.

Otello. Otello’s part contains a great amount of
technical difficulties, and at the same time the em-
bodying of this character demands a high level of
scene acting from soloist. Main Italian soloists and
musicologists define a common tendency of young
singers, who have ambitious approach to creative
work — they all venture to play Otello at the begin-
ning of their careers. For example, Reina Vincenza, a
retired tenor, emphasizes the necessary existence of
a huge performing experience for the role of Otello,
and he indicates the fact that a lot of young singers
traumatized their vocal cords and ruined their voices
while performing Otello with alack of practice. Vin-
cenza himself started to perform this role after the
20 years of a singer’s career [S]. So it is no wonder
that the whole opera world mentioned J. Kaufmann’s
courage, who dared to make such labor-intensive
step at a quite early stage of his career. But there were
alot more of astonishments when the young singer
brilliantly coped with the task, since there are ele-
ments in the part of Otello which require doubtless
maturity. Italian musicologist Gianluigi Mattinetti
considers Kaufmann’s interpretation the best of all
previous tenors, since his interpretation is “flexible”
(that rare feature is common to Kaufmann’s — he’s
a very flexible, mobile interpreter). Very little ten-
ors have this property. As J. Kaufmann points: “The

95



Section 2. Musical art

great toughness is to sing quietly. While singing qui-
etly you have to deliver inner tension, deepness of
feelings, inner struggle” [S]. The singer can rapidly
“switch” the coloring of his voice from lyrical to dra-
matic, vary its timbre and quality. In particular the
role of Otello needs such power, that’s not necessary
for any other character.

Don Carlos (Ital. Don Carlo). From the very start
let’s pay special attention to this character’s versatil-
ity. In the first act he’s a cheerful young man, hon-
est, frank, and replete with hopes for future. In the
second act the hero’s temper changes. The series of
tragic events lead him to desperation and apathy. So
this has to be subtly represented. J. Kaufmann has
the ability to saturate his voice with low overtones,
but at the same time he can make it sound bright-
ly — clear, with abundance and preponderance of
high overtones. The plot of the “Don Carlos” opera
contains a wide spectrum of components that exclu-
sively inherent in Italian plays: love story, political
conflicts, misunderstanding inside family, civil and
humanistic ideals, father — son relations. Vocal parts
in this opera contain brightly performed technical
and expressive components. The role of Don Carlos
demands “mobility” (which J. Kaufmann definitely
has). Carlo Maria Cella (Pressprecher Teatro La
Scala) says: “Singing has to flow naturally. That’s so
called Italian phrasing — the technique, which could
be mastered only by person who’s more than fluent
in Italian, whose mother tongue is Italian. Jonas is a
tenor, by whom it’s not noticeable that his mother
tongue isn’t Italian. That’s even more important than
voice virtuosity — to possess the specificity which
Italians call “italianita”. In this sense Jonas is fantas-
tic, second to none” [S].

Alfred from “Traviata”. Modern staging’s some-
times demand very difficult conditions of perform-
ing. For example, to sing while lying on a back
(ascene with car repairing). Or a singer has to squat
on his heels; in such posture human’s diaphragm is
in compressed state, and it’s becoming impossible to
use proper breathing technique. But such conditions

affect neither the singer’s voice presentation quality
nor articulation. One of these stagings is 2007 “Tra-
viata” conducted by Sylvio Camberling, National
Opera, Paris (Violetta Valeri’s part — by Christina
Schaefer). The staging is realized in a very modern
way. J. Kaufmann’s personage Alfred embodies the
lyricism’s ideal. The singer pays attention to each
note in the score, especially that’s emphasized in
the duet from the first act. The second act — Alfred’s
scene; the performer shows a wide cantilena style
singing, sometimes switching to recitative. He suc-
cessfully uses the technique “speed up — slow down’,
makes accelerations, creates the effect of intensity,
rush; this concerns the durations and the dynamics,
then —a sudden “collapse” — a tiny pause after which
the increase of dynamics and tempo begin with a
quiet nuance. The intensity is created through cer-
tain articulation means. In general, there is a contrast
in articulation: the alternation of soft and hard be-
ginnings of sound.

One more significant feature of J. Kaufmann’s
style is his tendency to make long durations even
longer (overdoing: this especially applied to notes
with dots). Then he “compensates” the “borrowed”
time with swifter performing of short durations or
ornamentation. The duet from the fourth act — ac-
tive, filled with passion. The tempo is quite lively,
and the rhythm has a feel of sharpness. In duet
“Parigi, o cara” — the performers sing in slow tempo,
Kaufmann sings with deep voice timbre. The singer
describes: “Voice is the only instrument which must
represent the whole score, must imitate different or-
chestral instruments. Besides that, a singer must feel
the mechanism “accelerate — break”, and also each
bar could be interpreted as rubato. There must be a
wide possibility of freedom in interpretation for an
opera singer” [S].

Generally, one of the important features of
Kaufmann’s performing style is his tendency to slow
tempos. The same “accelerate — break” technique is
used by the soloist on high fermata notes. He holds
a note on forced sound for a long time, but then he
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interrupts it. This always happens suddenly —alistener
doesn’t have an opportunity to get ready for this mo-
ment or to forecast it. Holding a pause after a forced
sounding strengthens the dramatic effect even more.
As if silence continues to “sound” after such “brake”

Radames (Radameés) from the “Aida” opera. This
personage contains several lines / tempers, too. Ra-
dames is a compound of a man in love and a war-
rior. The most expressive is the scene of Aida and
Radamas in the fourth act “La fatal pietra”, in which
Kaufmann delivers a sorrowful feel with great profes-
sionalism. His voice in timbre and dynamical aspects
successfully sorts with the string group’s chords and
with the group of woodwinds in lower register. In
the episode in which the tenor’s part is doubling
with the clarinets’ melodic line, the performer tunes
his voice to the clarinet timbre. At the end, when the
orchestra’s facture is clear, Kaufmann reaches a pro-
found, heartfelt, nonetheless quiet sounding of his
voice. There are also noticeable “terrain” crescendo
and diminuendo, which are performed by the singer
with wide dynamic range. The soloist shows brilliant
knowledge of orchestral instruments’ properties to
tune his voice to their timbres. Also a master of an
opera stage must orientate in scores to successfully
and promptly react to musical events which happen
in instruments’ parts. Voice must emphasize this
unity with orchestral instruments. This also helps
in characters’ tempers interpretation.

Manrico from the “Troubadour” (Ital. Il Trovatore)
opera. Manrico’s image is worked in details by the
composer. This is achieved by the choice of orches-
tral instruments, which accompany this hero, and
also with the help of tempos, dynamics, strokes,
rhythm, and other expressive means. As the soloist
mentions, he “must play a killer, but for an interpre-
tation of this image a performer must realize himself
and with all means, psychologically, show the rea-
son of this murder. At the time Manrico’s hero must
demonstrate love to life and optimism” [S].

Parsifal from “Parsifal” by R. Wagner. Parsifal’s
part is an inexhaustible source for interpretations.

Colossal potential lies in it, and from soloists it
demands further addressing to this image, its revi-
sion and searching of its hidden sides. ]. Kaufmann
took this role after having an experience of playing
“the lesser” characters in Wagner’s operas — Walter
(“Tannhiuser”), and Lohengrin. The first act finale
becomes an important phase of the opera. In the
Munich Opera Theater recording (June 28,2018)
performing Wagner’s orchestral score the conduc-
tor Kirill Petrenko demonstrates an extraordinary
subtle interpretation; he pays special attention to
contrasts, to continuous dynamic nuances’ change.
In his last opera Wagner tried to develop and con-
centrate the literature source’s content. Wagner’s
narrative’s main theme is the loss of humanism ide-
als. In addition to this conception the opera con-
tains the idea of brotherhood, and Wagner “empha-
sizes the people’s spiritual kindred, appealing to the
generalizing symbol of the Last Supper ritual which
appears in the end of the Act1” [3, C. 247]. The
second dominating theme is the soul’s sufferings,
which arise in human’s mind after a sinful deed (the
images of Amfortas and Kundry). At the time of
the play Parsifal produces colossal moral labor of
the inner rebirth, according to O. Filipov,- from a
naive young man who had accidentally come to the
Grail's place to a strong and resolute man who's able
to change the world for better by destroying the
evil and torment. Kundry’s kiss becomes an impor-
tant stimulus for Parsifal’s complete knowing of the
world’s problems. In the main hero’s image Wagner
carefully draws moral activity. The main conclusion
considering those things which were mastered by
Parsifal —is the “wise mercy”, the understanding of
the other’s grief [3, c. 247-249].

The Parsifal and Kundry’s duet from the second
act is put together by two sections, divided by Kun-
dry’s kiss. The second section (which goes after the
kiss scene) begins with Parsifal’s exclamation. We'd
like to pay special attention that in the end of the
duet the composer uses an uncommon psychologi-
cal technique: in contrast to traditional duet scenes
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Parsifal and Kundry can’t agree in moral and ethical
intentions.

Scene 1 from the second act is filled with lyricism
and softness. So, in some episodes Parsifal’s image
has the features of mystery. The hero dives into the
secrets of his own soul asking himself: “Who am I?
From where did I come here?” One more question
is about his past. But generally J. Kaufmann insists
that Parsifal’s image is the heroic one. It’s necessary
to mention that as in “Parsifal’s” musical material all
thematic lines open very slowly so is on stage — in
many scenes actors’ moves are comparable to the
slow-motion effect. This, of course, complicates the
characters’ embodying on stage.

The special concentration occurs in the third act.
The focusing here is made mostly on tonal colourings,
legato, phrasings. These expressive means prevail here
even over the vocal techniques which relate to the he-
roic line (loudness, thick timbre). The soloist shows
the masterful use of lower register. Performing in Ger-
man (the original language) is also exerts influence
the play’s nature. Articulation in German language
has “solid attack” — all syllables are pronounced not
together, but separately. Therefore “smooth” vocaliza-
tion is somewhat complicated. J. Kaufmann says: “In
the “Parsifal” opera the most difficult things are the
phrasing and the organic connection of phrases, espe-
cially when phrases are large. Some of them are last for
four to five minutes! Moreover, being on stage for a
long time demands colossal energy consumption” [6].

In the scene “Karfreitagszauber” (“The miracle
of the Last Supper”) J. Kaufmann practically doesn’t
force his voice, performing the whole material in the
piano nuance. The scene “Nur eine Waffe taug”, as
the soloist says, “has to be performed not sadly but
sincerely to express how naive is Parsifal at the cer-
tain moment. That’s because before this moment he
hadn’t formulated the questions about his past, ori-
gin, and his former name. But that’s not the reason
to insonify the hero with a lot of power in voice” [ 7].

It is significant that Parsifal’s companion Kun-
dry (performed by Nina Stemme) is also making her

search of the self. The general ideas of humanism and
existentialism are embodied in her. Kundry’s part
contains episodes of shout, cry, and lament which
are performed without any fixed sound pitch. The
opera’s climax occurs in the scene “Amfortas, die
Wunde” in the second act. Nevertheless, all of the
composer’s demands are fulfilled by the soloist. In
the final scene he extensively expands fermata notes,
the feel of sorrow reigns.

Siegmund from Die Walkiire ('The Valkyrie). Com-
pletely different image is demonstrated by “The
Valkyrie” opera’s hero Siegmund. He has a lot more
heroism. This is also dictated by the musical material
which is saturated with dotted rhythm and frequent
melodic movement to high notes. “The Valkyrie”
opera is the lyrical and philosophical centre of the
tetralogy, and in psychological sense it’s the most
tensioned in “The Ring of the Nibelung” (Der Ring
des Nibelungen) cycle. The tragic conflict of “The
Valkyrie” is made by three themes: love, hero’s feat
of arms and the death of Sigmund for love, and also
Wotan’s sacrifice with the refusal to fight against
evil. In the scene of Siegmund and Sieglinde’s duet
there are two important lines — the coexisting love
and heroism. The singer has to connect these two
features during the whole performing of his part.
J. Kaufmann brilliantly performs this task flexibly
“switching” between the dramatic and the lyrical
singing manners. The great psychological tension is
illustrated in the scene of Siegmund’s death in the
fight with Hunding.

Act 1 scene 3 - precisely draws heroic features
of the hero’s temper. The following is the duet with
Sieglinde. The two sing in wide manner slowly pass-
ing from one sound to the other. In one of the inter-
views J. Kaufmann reveals some secrets concerning
Siegmund’s part performing. For this occasion he
mastered the specific technique that is new to him,
but which “opened the whole new world”.

Conclusions of the study. Thus, having exam-
ined the embodiment of the images of the operas
by J. Puccini, J. Verdi and R. Wagner by one of the
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outstanding singers of the present, J. Kaufmann, we
can formulate the following conclusions regarding
the main features of his interpretation.

1. The appeal to different genres of operas, which
demonstrates the actors’ wide cast and the outstand-
ing ability of the singer. In the article, we touched on
only a few performances, but they also demonstrated
the huge amplitude of the opera characters that this
singer can embody.

2. Intellectualism is a prime feature of J. Kaufmann’s
performing style, which is reflected in all performanc-
es without exception, which allows the singer to reach
new colours and semantic depths in the disclosure of
images.

3. The system of vocal expressive means that allow
the singer to simulate different faces of known images.
All the analysed performances reflect the main fea-
tures of J. Kaufmann’s style: economy of performing
means, cantilena, the role of the rhythmic compo-
nent in the vocal score, the ability to tune his voice
in different vocal ensembles, brilliant p, pp, ppp and
mezzo voce, the brightness of forte, and subtle di-
minuendo.

All of the above allows the singer to create vivid
and unforgettable stage images that are in general
different from the usual interpretations and which
have already been included into the top performanc-
es of the world opera classics.
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AHHOTaI.II/Iﬂ. I/ICCAe,A,OBaHI/Ie HaIIpaBA€HO Ha paCcCMOTpEHHE BSaHMOAefICTBI/IH XOpaAa u (l)YI‘I/I

B AYXOBHbIX KaHTaTaXx H.C. baxa 4yepe3 IPU3MYy CPaBHUTEADHOT'O aHaAM3a IIPHUHITUIIOB IIPHMEHEHH

XOPaAbHOTO IIEPBOMCTOYHUKA B CHIEIUPUIECKUX YCAOBUAX KPYITHOM IIMKANYECKON BOKAAbHO-HH-

CTPYMEHTaAbHOM (pOPMBL.

KaroueBbre cA0OBa: X0paa, xopaabHast Ppyra, xoposas ¢yra, kaurarsi M. C. Baxa, cantus firmus.

Xopaa u xopoBas ¢pyra NpOIIAU MHOTOBEKOBOM
HUCTOPUYECKUM ITyTh Pa3BUTHS, OAHAKO U3ydeHHe
XOpaAa KaK MaTepHaAa, OCHOBOIIOAATAIOMWIETO AAS
COACPYKAHMS HCIIOAB3YIOLIeN ero XopoBoi ¢yru
1 00yCAABAMBAIOIIETO CIIejHKY My3bIKAABHO-BBI-
PasUTEABHBIX CPEACTB AAS IEPEAAYM OCHOBHOTO 3a-
MBICAQ, TpeOyeT TIaTEeABHOTO U3y YeHHS.

C TOYKHM 3peHuUs MPUHIUIIOB «BHEAPEHHUS > XO-
PaAa B XOPOBYIO GYTy MOXKHO OOHAPYKUTD CACAYIO-
e HanboAee 4acTO BCTPEYAIOIUecs] KOMITO3UIIU-
OHHbIE THUIIbI:

1) MoTeTHast pOpMa, XapaKTepPU3YIOMIASCS TI0-
CAeAOBATeAbHBIM QYTHPOBAHHBIM Pa3BUTHEM 000-
COOAEHHBIX pepMaTaMH TEKCTOBBIX CTPOK OAHOTIO-
AOCHOTO XOpaAbHOTO nepBoucTroyHrka. Hanpumep,
kaHTarbl baxa N 80, 101 u aApyrue.

2) dyra Ha CAMOCTOATEABHYIO TEMY C XOPAAOM
B BHAE IIPOAOHTMPOBAHHOTI'O U3A0XKEHHUS KPYITHbIMH
aauTeabHOCTsIMU (cantus firmus), Ipu 9TOM HareB
He IPUHMMAeT HellOCPEACTBEHHOIO yYacTus B ca-
MoM ¢yTe, OTCTPaHAACh OT UMUTAIIMOHHOTO Pas3-
ButHs (kanTarst N 3,25, 116 u Ap.);
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3) dyra c XOpaAOM, BBITIOAHSIOMUM QYHKITHIO
CaMOCTOSITEAbBHOM TeMbI;

4) dyra c xopasom B BuAe cantus firmus, B ko-
TOPOM $yTHPOBAHHOE Pa3BUTHE IMOAYIAIOT TOABKO
HavaAbHas Pppasa);

S) dyra Ha HE3aBUCHMYIO TeMY, He HMEIOIIY0 YeT-
KHX [apaAAeAeii ¢ TeMaTuamoM xopaaa [6, C. 245].

6) dyra, B KOTOPOil XOpaA HAXOAHTCS B OPKe-
CTPOBOM IIAPTHU.

B acmexTe ApamMaTypruyeckoi pOAU HUCIIOAb30-
BaHMS XOPaAa HCCAGAOBATEAU PA3AMYAIOT: KOHKAIO-
3uBHbuil (B 3AKATOUHTEABHOM YaCTH KAHTAThI XOpaA
3BYUUT B 4eTHIPEXTOAOCHOM rapMOHHU3AIINH, TIOABO-
ASL CAyIIATeA€H!, TAKUM 00pa3oM, K OCHOBHO MbICAI/I)
W nerempamusHoiii (XopaA UCTIOAb3YeTCS Ha TIPOTS-
JKeHUH BCEro IPOU3BEACHHUS U IMeeT CKBO3HOE pa3-
Burue). E. Bepdennuxosa [2, C. 63].

Kaxxaas xanrara . baxa mo-cBoeMy yHukaAbHa
Y HeTIOBTOPHMa C TOYKHY 3PeHHs] IPUMeHEeHHs B Hel
XOPAABHOTO IIEPBOUCTOYHHUKA, & TAKKe 00pasyrolei-
Csl B pe3yAbTaTe 3TOTO MCIIOAb3OBAHHS MHAUBHUAY-
aabHOM QopMbl $yru. XopaA BCTPedaeTcs B Pa3HbIX
JaCTSIX IPOU3BEASHHS M MOXET 3By4YaTb y Pa3And-
HBIX MCIIOAHUTEAbCKUX TPYIII: B OpPKecTpe, B pas-
HBIX [IAPTHSIX XOPA, Y COAUCTOB. Borpoc Macmrab6os
BAMSIHMSA XOPaAa Ha CTpoeHue QpyTH, ee BHyTPEHHHe
CTPYKTYpHbIe 3aKOHOMEPHOCTH, YIUTBIBAsI UCIIOA-
HHUTEAbCKUE BO3MOXXHOCTHU XOPa B IIeAOM, B AQHHOM
paboTe paccMOTpeH Ha IpUMepe AYXOBHbIX, B 4aCT-
HOCTH XOpaAbHbIX, kaHTat M. C. baxa BWV 14, BWV
25,BWV 101, BWV 106, BWV 121, BWV 140.

O6pas1oM MOTETHOI XOPaABHOM (yTHU SIBASIET-
csi mepBas 4acTb KaHTaThl BWV N 101 «Nimm von
uns Herr, du treuer Gott>. BcTynuteAbHbII XOPOBOIt
$parMeHT AEMOHCTPUPYeT BeCbMa PacIpOCTPaHeH-
HBIH TUII CTPOEHHS, B KOTOPOM XOPaA IIPUCYTCTBYeT
B ITapTHUH compaHo. I [poBeaeHNsM HameBa IO OTAEAD-
HBIM TeKCTOBBIM $ppas3aM IPEeAIIeCTBYIOT UMUTALU-
OHHbIe TOHUKO-AOMHUHAHTOBbIE BCTYTIA€HHUS B BOCXO-
ASIIIIeM TIOPSIAKE, COAEPIKalllFie MHTOHAITMY XOPaAa,
IIpHYeM C TeKCTOM IepBOUCTOYHUKA. B pesyabraTe
IIpOBeAeHHe XOPAABHOT'O TePBOMCTOYHHUKA, KOTOpOe

BCTYIIAeT B IOCAGAHIOIO OYepPeAb, BOCIIPHHUMALTCS
KaK BCTyIAeHHe TeMbl ¢yru B yBeanmdeHuu. [Ipuem,
MIPEABAPSIOIUI AAAbHENIIee ITOSIBACHHE XOpaAa
(0 KOTOpPOM y>ke TOBOPHAOCH BBIIIE), MOXKHO CUH-
TaTh IPEAUMUTALINEH, IIOCKOABKY KaJKABIN pa3 TeMa
MMUTALIUH, TIepeA BCTYIIAGHUeM COOTBEeTCTBYIOITei
¢paspl XOpaAa, CTPOUTCS HA MHTOHAIHMAX U MOTHUBAX
AaAbHeMIIe XOpaAbHOM MeAoAuH. OAHAKO XOPaA OT-
AWYAeTCSI OT ITPEABIAYIIETO 3BYYaHNs, YTO IIOAIE PKH-
BAeTCsI METPOPUTMUYECKIM H3AOKEHUEM: €CAH IIpe-
ABIAYIIHIE TAPTHH 3By4aAU IIOAOBUHHBIMH B pa3Mepe
alla breve, To xopaa — IleABIMU AAUTEABHOCTSIMIL

Kanrara copepKuT B cebe 3HaYUTEABHOE KOAH-
YeCTBO COIPOBOXKAQIOIIETO HMHCTPYMEHTAABHOTO
MaTepHaAa, OPKeCTP BBIIIOAHSET B Pyre COCAUHH-
TEABHYIO QYHKIINIO, 00BEAUHSISI BCE PA3AEABI B OAHO
rieaoe. XopoBasi IIAPTHS 3aHUMAET BeAylee MecTo,
ee 3ByJaHHe YABOCHO OpPKeCTPOBbIMU HHCTPyMeHTa-
MU, HAIIPHMeP, MEAOAMIO C cantus firmus B conpaHo
MIOAACPKUBAeT PAEHTA.

ITepBast 9acTh KQaHTaThI AOCTATOYHO MACIITA0-
Hasl, OHa HanucaHa B ToHaAbHOCTH d-moll. Cocront
U3 OPKEeCTPOBOIO BCTYIACHHUS U 3aKAIOUEHHS], CO3-
AQIOIITHMX apKy MeXAy HAYaAOM M OKOHYAHHEM BCei
YaCTH, U n1eCcTH OCHOBHbIX pazperos (d-(F-a)-(a-d)-
(d-a)-(D-F)-d) B cooTBeTcTBUM O cTPOamMu XOpa-
Aa. OpxecTpOBbIe OTBITPBIIIN BMECTE C YePeAYIOITH-
MHCSI C HUMH XOPOBBIMH $ParMeHTaMH, COCTABASIIOT
$opMy pOHAO, B KOTOPOH XOpPOBbIE IPOBEAEHHS
C PaCIIOAO>KEHHBIM B [TAPTUH COIPAHO cantus firmus,
SIBASIFOTCS 3TIN30AAMH, A TIOBTOPSIIOIHECs OPKeCTPO-
Bble pparMeHThl — pePppeHOM.

B nepsom HoMepe kantarst BWV 140 «Wachet
auf, ruft uns die Stimme>, B OTAN4LE OT IIPEABIAY-
I}ero KOMIIO3UITMOHHOT'O TUIIA, MOTETHAs PAa3HOBUA-
HOCTb XOPaAbHOH $yTHU UMEeT APYroe BOIIAOIeHHe
— BMeCTO NPeAUMUTALINH, IIPEAIeCTBYIOIIeN BCTY-
IIAEHHIO XOPaAd, KOMIIO3UTOP BBOAHUT ITOCTHMUTA-
ITHI0, KOTOPAsi HAYMHAETCS KAKAON CTPOKOM XOPaAb-
HOTO IIeCHOIIEHNU S B COTIPAHO (B BuAg cantus firmus).
TaxuM 06pa3oM, 9Ta 4aCTh KAHTATHI SIBASIETCSI MO-
TeTHOM (Qyroi Ha XOpaA M COCTOMT U3 ABEHAAIIATH
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dparmenTos (4To 06YCAOBAEHO CTPYKTYpOIl XOpa-
A2), MIMEIOIHX CACAYIOIee TOHAABHOE COOTHOIIe-
HHe:
(Es-B) — (B-B) — (B-Es) - (Es-B) - (B-B) - (B-
Es) — (B-Es) — (Es-Es) — (c) — (Es-As) — (As-Es)
— (Es-Es)

OTkppIBaeTCsl KaHTaTa OPKeCTPOBBIM BCTYIIAE-
HHEM B ITyHKTUPHOM H3AOKEHUH CTPYHHbIX, BO3BBI-
IIeHHOTO XapaKTepa, KOTOPbIH HACTPAUBALT CAyIIa-
TeAeH Ha IPUITOAHATHIN o6pa3. C IIEPBOM K€ MUHYThI
3By4aHUs XOpa 3By4HT x0paa «Wachet auf, ruft uns
die Stimme» («Boccranpre! 30BeT Hac ToAOC> ).
I'raBeHCTBYyIOIEe PpaKTypHOE IIOAOXKEHHE XOPaAd, Ha
¢$oHe KOTOPOro IMPOUCXOAUT AKTHBHASI UMHUTAI[HOH-
HO-TIOAN(OHIYECKAsI Pa3pabOTKa XOPOBBIX FOAOCOB,
YTBEPXKAQET €ro ONOPHYIO — apPXUTEKTOHHUYECKYIO
— KOMIIO3HMIJMOHHO-CMBICAOBYIO QYHKIIHIO B ¢yTe.
Kparkas sakarounreabHast ppasa xopasa «Alleluja»
TaKoKe TIOAYYaeT Pa3BepHyToe GpyrupoBaHHOE BOIAO-
IeHYe U TAKKM 00pa3soM CIIOCOOCTBYeT yKPYITHEHHIO
¢$opmbL. XOpaA paBHOMEPHO 3BYy4YHT Ha MPOTSHKEHUU
BCero HoMepa B MapTHH compaHo. EaAuHcTBeHHOE HC-
KAIOUeHHe 13 OOIIero MpaBHAa COCTABASIET CEPEANHA
IIEPBOTO Pa3AE€Ad, TAE HaIleB IOSIBASIETCS C OTIO3AAHHEM
Ha IIITHAALIATh TAKTOB, YTO AAeT BOBMOXKHOCTD TpeM
KOMMEHTHPYIOIIMM F'OAOCaM ITPOBECTH TeMY PyTH.

Kanrara BWV 2§ «Es ist nichts Gesundes an
meinem Leibe> 110 CTpyKType OTAMYAETCs OT pac-
CMOTpEeHHBIX paHee 06pa3uoB. B Hell, Kak u B Apy-
THX, B OCHOBE AEXKUT XOPaA, KOTOPBIH 3BYIHUT
B KOHIJe KAaHTaTbhl B TOMOQOHHO-TAPMOHUYECKOM
usroxeHnu. OAHAKO, eCAM paHee MBI HAaOAIOAQAU
IIpOBeAeHNe HalleBa, PACCPeAOTOYEHHOE B COOTBET-
CTBHH C 3aKOHYEHHBIMH CTPYKTYPHO-T€KCTOBBIMU
¢parMeHTaMu, B XOPOBOM CAO€, B TAPTUH COIPAHO
(xamrarpi N¢ 101, 140), TO AAHHOE TIPOM3BEACHHUE Ae-
MOHCTPHPYET TAaKOX KOMITO3UITMOHHBIM THII, FAE XO-
PaA 3By4HT 110 pparMeHTaM B OPKeCTPOBOM ITAPTHH.
OTAMYHMTEABHON YepTON AAHHOM KAHTATBI SIBASETCS
HCIIOAB30BaHHE ABYX Pa3AMYHBIX XOPAAOB, TA€ OAMH
3BYYUT B IIAPTHU OPKECTPA,  BTOPOU 110 TPAAUIIHU
3aBepllaeT MPOU3BEACHHE.

Xopaa «Befiehl du deine Wege> B opkecrpe:

Xopaa «Ich will alle meine Tage>, 3aBepimato-
UM KQHTaTYy:

Ich will al - le

mei -ne Ta - ge ruh - men dei - ne star = ke Hand

XOopaAbl, COBEpIIEHHO Pa3AMYHbIE B My3bIKaAb-
HO-COAEP>KaTeAbHOM IIAAHe, TeM He MeHee, AOTIOAHS-
I0T APYT APYTa II0 CMBICAY. XOTS XOpOBbIe IApTHH He
COAEPIKAT XOPaAa, HO er0 MHTOHAIIUH SIBHO OIIyIIa-
10TCs1. XOp UCIIOAHSET ABOMHYIO QYyTy C pa3A€AbHOM
OKCIIO3HUIIHEN TEM.

MuTOHaLUH XOpaAa 3By4YaT B OPKeCTPOBOM Map-
TUH TOMOQOHHOIO CKAAAA C IEPBOTO TaKTa KaHTa-
Tol. O3BydeHa nepBas cTpoda Xopara B IpepeAax
JeThIpeX TAKTOB, YTO HeCeT B cebe Takke QYHKIIUIO
BCTYIIA€HHSI, TIOCA€ Yero IOSIBASIIOTCSI 0bOe TeMbl
$yru B mapTHUU CONIpaHO U aAbTa. Bropas u Tpe-
Ths CTPOda XOpaAa 3By4uT Ha poHe Pyru B Xope.
3aBepInaeT mepBbIii HOMep KaHTaThl COBMeCTHas
pernpusa AByx TeM ¢yru Ha GOHe XOpaAa B OpKe-
CTPOBOM IapPTHUH.

TakuM 00pa3oM, AAHHASI KAHTATa IIPEACTABASIET
cob0it Gpyry Ha CAMOCTOSITEABHYIO T€MY, TA€ XOPaA
HAXOAUTCS 32 IIPeAeAaMU COOCTBEHHO $yTH, B AQH-
HOM CAy4ae B OpKecTpe.

KanTara H. C. Baxa Ne 14 «Wiir Gott nicht mit
uns diese Zeit> cOCTOWUT U3 IIATH YacTell, HauboAee
3HAYMMBIMU U3 KOTOPBIX SBASIOTCS KPAHIE Pa3ACABI,
KOTOPBIe MEeXAY COOOI TeCHO CBSI3aHBI: PUHAABHAS
YACTh SBASIETCS FTaPMOHM3ALMEN IIPOTECTAaHTCKOM Me-
AOAUH, a TIepBast YaCTh [IPEACTABASIET COOOM CAOXKHYIO
MMUTAIIMOHHYIO 0OPabOTKY TOTO 5Ke XOPAaABHOTO Ha-
nesa. [lepoucrounux umeer Gopmy bar: a+b (2+2)
a+b (242) + c (6 TakTOB), KOTOPOI1 COOTBETCTBYET
KOMITO3UITHS GHHAAQ, BBIAGPXKAHHOTO IIEAMKOM B aK-
KopAoBO1 dpakType. OCHOBHOIM TOHAABHOCTBIO SIB-
asietcst g-moll, OAHAKO TOHAABHBIN IMAQH HACBIIIEH
OTKAOHEHMSMHU B POACTBEHHbIE TOHAABHOCTH, B 4aCT-
HOCTH B ITAPAAAEABHBIN MAXOP, IIPOCBETASIOIIHI 00-
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1M CKOPOHBIE KOAOPHUT. CTPYKTypa XOpaAa ACAUTCS
Ha CeMb 3IIM30A0B, COOTBETCTBYIOIIUX CEeMHU CTPOKAM
MO3THYECKOTO TeKCTA U 9TOT IPHHIIHII ACKUT B OCHO-
Be CTPOEHHsI IIepBOH YacTH KaHTaThI. Kajkaast xopaab-
Hasl CTPOKa IIPEACTABASIET COOOI ABYTAKT, B PE3yAb-
TaTe MACIITA0BI XOPaAd OXBATBIBAIOT 14 TaKTOB, YTO
00yCcAaBAMBAET AAKOHUYHOCTD QHHAAQ U YTBEPKAAET
OCHOBHYIO MBICAb — ITPEOAOAEHHE CTPAAAHUI B CO-
MHEeHHUH 1 mpocaaBaeHue [ocnopa.

MacmTabpl  mepBOMl  YACTH  3HAYUTEABHBI
(217 TaKTOB), 4TO He B IOCAEAHIOIO OYePEAD CBA3AHO
¢ TpaHCcPOpMaIHell XKaHpa XOpaAa B XOPOBYIO pyTy.
Kpowme Toro, copep>kaHue KaHTAThI CBSI3aHO C IPO-
THUBOIIOCTaBACHHEM, C OAHOM CTOPOHBI, CTPEMAEHHS
gyeaoBeka k bory, Ero seanumnto, Ero samure, c Apy-
rOif,— 4YeAOBEYEeCKOTrO YHIDKEHHS U CTPaxa B CTec-
HeHHbIX 00CTOATeABCTBAX. Bce aTO 06ycAaaBAMBaeT
BBIOOP 0CO00T1, AOCTATOYHO PEAKOI AASI XOPAABHBIX
obpaborox popms! uusepcuonHoit ¢pyru. H. bean-
4yeHKO paccMmarpuBaer npumeHenue H. C. Bbaxom
MHBEPCUOHHON (OPMBI B XOPaAbHON ¢yre Kak
«IIpHeM YCAOKHEHHSI 9KCTIOHHPOBAHUS, HO B YCAO-
BISIX OAHOTEMHOCTH, OAQropapsi HHBEPCHH TEMbI>»
[1, C. 21], cospatomuit 3pPeKT ABYXTEMHOCTH.
BosmosxHO, nMeHHO aTa $opMa, KaK HUKAKASL APY-
rasi, CHOCOOHa IIepeAATh ABONCTBEHHOCTD YeAOBeYe-

CKOM IIPUPOABL: AyX pBeTcs K bory, a ayma ynbiBaer

U cTpapaet. M3 ceMy My3bIKaAbHO-TEKCTOBBIX CTPOK
xopaaa bax xomnonyer cemb pasperoB pyry, 3aBep-
IIIa€MbIX Pa3BEPHYTON KOAOH, B KOTOPBIX TEMAaTHU3M
AMTYPrUY€CKOTO HaIleBa IePeOCMbICAUBACTCS U MH-
AHMBHAYAAU3HPYETCSA B MHTOHAITMOHHOM (cxaukwu, Ko-
AopnpoBaHne), METPOPUTMHUYECKOM (cMena MeTpa,
IlepeakIieHTUPOBKA, CMeleHe CHABHBIX U CAAOBIX
AOA€H XOPAABHOTO nepBOHCTquHKa) aCIeKTax.
OCO6eHHOCTBIO CTPOEHHMST KaK KaXKAOTO U3 pas-
A€AOB, TaK ¥ QYTHU B LIEAOM, SIBASIETCS: HCIIOAb30BaHKE
B KOHTPAITyHKTUYECKOM COYE€TaHMH OCHOBHOTO M MH-
BEPCHOHHOT'O BAPHAHTOB TEMbI-MEAOAUH, OHHU 9aCTO
IPOBOASATCS C MeTPUYECKMM cMelleHreM, A depen-
LIMPYsl XOPOBbIe MMAPTHU B COCTaBe Pa3HOOOPA3HBIX
nap. KaxxaoMy 13 mpoBeAeHuUI IPeAIIeCTBYeT 9KCIIO-
3HILMS, BKAIOYAKOIIAS KaK MPSMOM, TaK U MHBEPCHOH-
HbIF BAPUAHT Te€MbI AAHHOTO pparMeHTa XOpaAa, 3T
IIPOBEACHMS OPTAaHM30BaHbI B BUAE TEMO-OTBETHOM
CTPYKTypblL. B paHHOM cAyuae, B KauecTBe BTOpOM
TEeMBbI BBICTYTIaeT OOpallleHHbI BAPUAHT OCHOBHOIL
Taxoke crierjr$uaecKoit 0COOEHHOCTHIO KOMITO3ULIUH
9TON (yTH ABASETCS OTCYTCTBUE MHTEPMEAUH, 9TO
IPHOAIDKAET ee K KaHPY prdepKapa (HBA}IIOH.IeMYC}I,
KaK M3BECTHO, HEIIOCPEACTBEHHBIM ITPEAIIECTBEHHU-
KOM >KaHpa ¢yTu). AAs pasHOO6Pa3Usl TOHAABHOTO
IIAQHA KOMIIO3UTOP AOITYCKAEeT PsIA OTCTYIIACHUM OT
TOHAABHOT'O ABYDKEHHSI OCHOBHOI'O XOPaAa.

ToHanbHbIN NNaH

Pazaea A B
Oun.xopaa g-c c-B >c
1s gacTp g-c c-d N

B xopoBoit ¢yre mepBoil 4acTU HAOAIOAAETCS
npeobAapaHe MUHOPA, HECMOTPSI HA IIEPBOUCTOY-
HUK, YTO HEYyAUBUTEABHO, TaK KaK COAEPKaHHe TeK-
CTa TpebyeT COOTBETCTBYIOI el rapMOHUH. B cBOIO

IlepBas yacTp

Ecau 6 He Bor 6b1A ¢ HaMU B cre BpeMs —
Tak pa pever M3pauab,

Ecau 6 He Bor 6b1A ¢ HaMU B cre BpeMs —
To mb1 (coBceM) ymaau 6 Ayxom,
T'opcrka xxaakas,

C D E F, G
>B F-g >d B-g-G
>d F-c >B B-c-g-G

ouepeAb IIOCAGAHHM HOMEP 3BYYHT C APYTHM IIO-
CBIAOM (6AaI‘OAapHOCTb u HpOCAaBAeHI/Ie) , 4eM BbI-
3BaHO IpeobAaAaHUE MAXKOPHOTO AAAQ.

TlocaepHss gacTh

XBaaa u baaropapuocrs bory!
OH He momycTHA,

Y106 MOrA0THAA HaC UX MACTh
Kax niruija n36aBaseTcs oT ceTy,
Tak yCKOAB3AIOT AyIIM HAIIH:
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OT cTOABKHX IIpe3upaeMast 4eAOBEKOM,
Bcex, BoccTaromux npoTus Hac

B opxecTpe B mapTUM NepBbIX U BTOPBIX ro60eB
XOpaAbHAsI MEAOAVS 3BYUHUT IIPH 9TOM B yBeAUYEHUH
B OCHOBHOM Buae (Kak cantus firmus).

XopaasHas kautata N¢ 121 «Christum wir sollen
loben schon> nHamucana B 1724 ropy AAs BTOPOToO
Po>xaecTBEeHCKOro AHA Ha OCHOBe r'MMHAa MapTuHa

Christum wir sollen loben schon,
Der reinen Magd Marien Sohn,
So weit die liebe Sonne leucht
Und an aller Welt Ende reicht.

B nepsom HOMepe aBTOp UCITOAB3YeT ApXaudHbIH
IpueM IIOCTeNeHHOTO METPOPUTMHUIECKOTO yCKope-
HM, aCCOITMUPYIOIIMICS C BEYHBIM ABIDKEHHEM JKU3-
HH (3ByYaT IOAOBHHHBIE, 3aTeM YeTBEepPTHbIE M HAKO-
Her] BocbMble). Pyra, KOTOpas COAEPIKUTCS B IEPBOM
HOMepe, HalliCaHa Ha MEAOAHIO XOPaAa, 3ByYallero
B mapTuu conpaso. Pyra cocrout us yeTpipex pas-
A€AOB, B COOTBETCTBHHM ¢ ¢pparMeHTaMH Hamesa. Ilo
kaaccuukanmuu H. CumakoBoil, AaHHAs KOMITO3H-
ISl OTHOCUTCS K TPETheMY THITY, TOCKOABKY XOpaA
SIBASIETCS TeMOM AAS GyTU U MOAMPOHUYECKHU Pas-
BHBAETCS TOABKO ero QpparMeHr.

AyxoBHas kantara N2 106 «Gottes Zeit ist die
allerbeste Zeie», Taxxe m3BecTHass Kak «Actus
tragicus>, 6p1aa HamucaHa B 1707 roay u siBAsieTcst
IIOMUHAABHOM, TIOBOA K €€ CO3AAHUIO HeU3BeCTEH.
bBax Hammcaa TeKCT K 9TOM KaHTaTe, B KOTOPOM CTpaxy
CMepTH IPOTUBOIIOCTABAEHO PAAOCTHOE OXKHAAHHE
BcTpeur co cBouM CracureAeM, 4TO U OIIpeAeAsieT
00pa3sHO-BBIPA3UTEAPHOE EAHHCTBO COAEPIKaHUS
npousBeAeHus B leaoM. Kanrara cocrour us yersr-
pexyacTei, TpuyeM IepBas U3 HUX COACPXKUT PyTaTo,
a B IIOCAEAHIOIO BeHYaeT TOp)KeCTBeHHas ¢pyra. JTa
KaHTaTa OAHA M3 HEMHOTHX, He UMeloljas B CBOeM
3aKAIOUEHUH TPAAUIIMOHHOTO XOpaAa B TOMOJOHHO-
rapMOHMYECKOM U3AOKeHUH. KyAbMUHAII¥ KAaHTAThI

PacTropraacp ceTb, X MBI OCBOOOAMAKCE.
Ce, moMoIIh HaIlra

B umenu ['ocrmoptewm,

(TBopua u) Bora He6a u 3eMAH.

Arorepa. B xaHTaTe TeKCT XOpaAa HMCIOAb30BaH Ya-
CTUYHO: B IIEPBOM HOMepe IepBas CTpoda, a B I0-
cAepAHeM — BocbMast cTpoda. Obe JacTu HAYHMHAIOTCS
C BOCXBaAeHUs1 XPUCTa, POXKACHHBIM OT YHCTOM AeBbl
¥ TOAOOHBIM COAHITY, KOTOPOE MIOAHMMAETCSI AO TIpe-
AeAOB Mupa 1 Ha Beka 3aHuMaeT C06010 BCIO 3eMAIO.

XpucTa BOCCAABUM HBIHE,

Coia Mapuy, Yucroit Aesbi!
A068u OH CoaHIleM BCé OCHsABaeT
1 BCE KOHIIbI 36MAH OObEMAET.

HalKCaHa B BUAE SPKOM ABYXT'OAOCHOM QYT Ha Me-
Aopmio xopaaa «In dich hab ich gehoftet>, mpuuem
ero TeKCT MOAHOCTbIO u3MeHeH. Pyra oTKphIBaeTCs
He6OABIIMM BCTyTACHHEM (4eThIPbMS KOPOTKUMH
XOpOBbIMHU $ppa3aMu B roMOPOHHO-TAPMOHUIECKOM
BHAE), IIOCAE YeTO BCTyIaeT gyra, KOTOpasi UMeeT
€AMHBIN TEKCT BO BCeX MAPTHUSAX AO KOHIIA IIPOU3BeAe-
Hust: «Durch Jesum Christum, Amen>» — «upe3 Hu-
cyca Xpucra. AMuHb>. O6e TeMbI BCe BpeMs 3By4aT
BMeCTe ¥ HeCMOTPs Ha TO, YTO BTOPasl HAYMHALTCS
II03Ke, 3aBepIIAIOT CBOe 3ByYaHUe BMecTe. Takum
06pa3oM, AAHHYIO YTy MOXKHO OTHECTH K TAKOMY
THITY, B KOTOPOM XOPaA He HMeeT YeTKUX ITapasseAeit
C TeMaTHU3MOM.

BriBoabl. MTak, co CTpyKTypHO-KOMIIO3H-
ITMOHHON TOYKHM 3pEHHUs B AYXOBHBIX KaHTaTax
M. C. Baxa MO>XXHO HabOAIOAATh AOCTATOYHO PasHO-
obpasHoe HCIIOAb30BaHHE POPM XOPOBOI Pyru:
dyra Ha opny Temy (N2 140), ABoiiHas yra, c pas-
AeAbHBIM (NeNC 25) MAM COBMECTHBIM SKCIIOHH-
pOBaHMEM TeM, HMUTAIIMOHHO-TIOAUPOHHYECKOE
U3A0KEHHEe XOPOBOM TeMbl, KOTOpOe He Ilepexo-
aut B opmy ¢yru (Ne 101), unBepcuonnas dyra
(N2 14), ¢yra, pasBuBaiomas TOAbKO HaYaAbHYIO
dpasy xopasa (N2 121), dpyra Ha BUAOUZMEHEHHYIO
meroputo xopaaa (N2 106). He mMeHee unTepecHo
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IIPOCAEAUTD 32 TOHKO AUPPepeHIIupOBaHHOM PO-
ABIO OpKeCTpa B KAHTATax, KOTOPasi MOXKET OBITh
KaK CBSI3YIOIIel HAH IIOAASPKUBAIONIEH, TaK U rAa-
BEHCTBYyIOLIell. BrriBAeHO 6e3ycAOBHOE AOMUHHPO-

BaHMe XOpaAa M ero BAUSHUE Ha TOAUPOHUIECKYIO
$opmy XopoBO# Ppyru 4yepes My3bIKaAbHO-BbIPA3H-
TEAbHBIE CPEACTBA, BePOAAbHBIN TEKCT, OPKECTPO-

BYI0 QaKTypy.
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BOKAJIbHbI UCNOJIHUTEJIbCKUN CTUJIb
B YCJIOBUSAX MNOBAJIU3ALUU

AHHOTaIII/Iﬂ. B crarpe AHAANBHPYETCA BAMSTHHE IIPOILIECCOB I‘AO63.AI/133.I_II/II/I Ha BOKAABHBIN UCIIOAHUTEAD-

ckuit cTuab. Ha npumepe popmMupoBaHust U pa3BUTHS GpEeHOMEHA «KHUTANCKOe OEAPKAHTO>» IIPOCAEKeHA

TpaHC(l)OpMaI_II/Iﬂ HanlIOHAAbBHOTO ITapaMeTpa UCIIOAHUTEABCKOI'O CTHASL.

KAaroueBbie CAOBa: MCIIOAHHUTEAbCKHIA CTHAD, I‘AO6aAI/13aI_II/Iﬂ, BOKaAbHAsA KYAbTYpa.

Bort y>xe 60Aee cTa AeT Ha pa3BUTHE MY3bIKAAD-
HOTO UCKYCCTBA M YeAOBEYECKOM KYABTYPBI B IIEAOM
OTPOMHO€ BAMSHHE OKa3bIBAIOT IIPOLIECCHI TAO-
6aauzanuu. HayuHo-TexHudyeckuil mporpecc, yp-
baHu3anust obIIeCcTBa, AKTHBHOE HCIIOAB30BaHHUE
3AEKTPOHHBIX CPEACTB Iepepadr HHPOpMaLUU He
IIPOCTO PacCIIMPHUAU Hallle IPEACTaBACHHE O TBOP-
9EeCKOM HACACAMM MHBIX CTpPaH, OHU IOBAMSIAU Ha
CyljecTBEHHOE HCTOHYEHHE TeX paHee He3bI0AeMbIX
IPaHHI], KOTOPbIE YeTKO OYePYUBAAU KYABTYpPHbBIE
IaTTePHBI IPEACTaBUTeAeH pasHbIX HapopoB. Hame-
peHIe pacuaThIBaHUE YCTOEB, OTKA3 OT AX06OIT pe-
rAaMeHTalUK UCKYCCTBA (B My3bIKe 3TO IPOSIBUAOCH
B pa3pyIIeHUU KAACCHYECKMX AAAOBOM M )KaHPOBOM
CHCTeM, I1ePe0CMBICAEHHHU 3ByKOU300Pa3UTEAbHbIX
BO3MOXXHOCTE! MHOTMX HHCTPYMEHTOB U YeAOBeYe-
CKOTO FOAOCA U T.IL.), CTPEMAEHHE K OCMBICACHHIO

U TNPUCBOEHHUIO XYAOXKECTBEHHOIO OIIbITa WHBIX
CTPaH ¥ HAPOAHOCTEH IIPUBEAO K TOMY, YTO MACHTH-
¢uxanyg apTedakra 0 NPHUHIUITY «CBON-TY>KOM >
CTaAa 3aTPYAHEHHOM, A UHOTAQ — HEBO3MOXKHOM.

OueBuAHO, YTO COBpeMeHHasl CUTYalus He BO3-
HUKAA CITOHTAHHO, 2 CTAAA PE3YABTATOM AAMTEABHOTO
Pa3BUTHA COLIMAABHbIX, 9KOHOMUYECKUX U KYABTYP-
HBIX ITPOLIECCOB, HCTOKU KOTOPBIX YYEHbIE HAXOASAT
B AVHAMM3AIIMU Hay4YHO-TEXHUYECKOIO MPOrpecca,
HavaBIerics Ha pybexe XIX — XX BexkoB. OTo Bpems
OTAMYAETCSI X TAOOAABHBIMU H3MEHEHHSIMU B cpepe
HCKYCCTBa, 00yCAOBAEHHBIMHU AKTHBHBIM 3aHMCTBO-
BaHUEM KYABTYPHOTI'O OIIbITA APYTUX CTPaH.

Bropast «BoAHa» rAOGAAM3AIIMY, HAYAAO KO-
TOPOM IPUHATO CBA3bIBATh C OKOHYaHUeM BTopoi
MHPOBOM BOMHBI, IIPEKAE BCEI'0, XapaKTePU3YeTCs
AKTMBHBIM PacCIIMpeHreM HHPOPMALMOHHOTO IIPO-
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CTPAHCTBA, KYABTYPHBIMH OOMEHAMH 1 TBOPYECKOM
aMurpanuein. JT0, B KOHEYHOM HTOTre, IPHBEAO
K CYIIleCTBEHHOM KOPPEKI[UH COLIMAABHOTO 3aIpo-
Ca Ha KOHKPEeTHBIE BHADI HCKYCCTBA. MOXHO CMeAO
YTBEPXKAQATD, YTO B COBPEMEHHOM MUpe 0e3yCAOBHBI-
MU AUAEPAMU SIBASIFOTCSI BU3YaABHOE H My3bIKaABHOE
UcKyccTBa. IIpudeM CTaTyc MOCAEAHETO B peaAwsX
CETOAHSIIHETO AHS MHOTHE MCCAEAOBATEAN OOBsIC-
HSIOT UMEHHO BAUSHHUEM FAOOAAM3ALMH: «3HauU-
MOCTb My3BIKH B COBpeMEeHHOI KYABTYpe 00ycAOBAe-
Ha ra00aAn3aliueil MeXXKYAbTYPHBIX CBsI3el, a TAKKe
Oe3rpaHNYHBIMU TeXHUYECKIMH BO3MOXXHOCTSIMU
TPAHCASILIUK My3bIKAABHBIX IPOM3BEACHUH <...>
B Hame BpeMst XKUTEAb AI0OOJ CTPaHBI M KOHTHHEH-
Ta OYKBAABHO ITOTPY>KeH B My3bIKAABHYIO cpeay. [ Tpu
9TOM OH HMeeT BO3MOXKHOCTD 00paIaThCsi Kak K My-
3BIKE POAHOM KYABTYPbI, TaK 1 K MTHOHAIIMOHAABHBIM
My3BIKAABHBIM [IEHHOCTSIM: K My3bIKE Pa3HbIX CTHUACH
¥l )KaHPOB, BpeMeHHU 1 HapoaoB> [ 1, C. 3].
AKTUBHOE BHEAPEHIE PA3AMYHOIO POAQ MHHOBA-
LIMOHHBIX TEXHOAOTHI1 B POCTPAHCTBO My3bIKAAb-
HOT'O MCKYCCTBA CYILeCTBEHHO MU3MEHHAO CYLHOCT-
HbIE HPI/IH]_H/IHbI €0 OHTOAOI'MU. B KOMHOSI/ITOPCKOM
TBOPYECTBE IIKAAA ITUX U3MEHEHHI [IPOCTUPAETCS OT
IPOCTOTO UCIIOAB30BAHFSI KOMIIBIOTEPHBIX IIPOIPaMM
HPI/I HalmMCaHUUu MYBIJIKI/I AO HPI/IMeHeHI/Iﬂ CHeuI/I¢I/I‘-Ie'
CKHX 9AeKTPOHHBIX HHCTPYMEHTOB U AQKe — A0 OTKa3a
OT UCIIOAHUTEASI Kak TakoBoro. CAymiateAd, B CBOIO
OYepeAb, IIOAYIHAY YHUKAABHYIO BO3MOXKHOCTb MHO-
FOKPATHOTO IPOCAYIIMBAHUS OCOOEHHO MMOAIOOHB-
INMXCSL 3AMMCEN U BUPTYAABHOIO <IIPUCYTCTBUS»
B 3HAMEHUTHIX KOHIIEPTHbIX 33AaX BO BpeMsI IIPSIMBIX
Tpancasuuil. Ho Hanboaee xapAMHAABHbBIE H3MEHe-
HUSI, Ha HAII B3TASIA, IPOM3OLIAM UIMEHHO B cdpepe
HCIIOAHUTEAbCKOTo HcKyccTBa. Ha 210 obpaiaan
BHUMAaHUE He TOABKO BBIAAIOLINECS MY3BIKOBEABI
(manpumep, I Koran u H. Kopbixasosa), Ho u camu
MY3bIKaHTbI (AOCTATOYHO BCIOMHHTD O 3HAMEHUTOM
cratbe . I'yappa «IlepcriexTuBhr 3By1<03am/1cy1>>).
He yray6asisicp ceityac B mpo6AeMbI 9AeKTPOH-
HOTO OBITOBAHUS MY3BIKH — CIIELIUPUKH ee 3aIUCH
U THPQXUPOBAHMS — 0OpaTUM BHUMAaHMe HA HHOM

ACIIEKT BAMSHUA FAOOAAM3ALIMH HAa UCTIOAHUTEABCKOE
HCKYCCTBO — TPAaHCPOPMAITHIO OAHOTO M3 BasKHeH-
IIMX ITaPaMeTPOB, 00YCAABAUBAIOIIUX CITELUPUKY
HCIIOAHHTEABCKOI'O CTHASL. Peub HAET O IMoCTeIeH-
HOM HUBEAHPOBAHUH PaKTOpa HAIMOHAABHOTO.

M3BecTHO, YTO MHAMBUAYAABHBIN CTHAD KaXKAO-
ro My3bIKaHTa BO MHOTOM OIIPEAEASIeTCS BAMSHH-
eM HAIJMOHAABHOTO CTHASl M CTHAEBBIX YCTAHOBOK
KOHKPETHOM MCIIOAHMTEAbCKOM IIKOABIL. Ocobenno
Ba’KHO 9TO AASI BOKAABHOTO HCKYCCTBA, HEPa3PHIBHO
CBS3aHHOI'O C HALIMOHAABHOM SA3bIKOBOM IIPUPOAOH.
W ecant mpuHATD TOT $aKT, YTO SA3BIKOBbIE CHCTEMBI
HAIPsIMYIO BO3AEHCTBYIOT Ha BCe CErMEHTHI MBIIIIAe-
HUS YeroBeKa (B TOM UHCAe, U Ha ero MY3bIKaAbHOE
MBIIIACHHE ), TO HEOOXOANMO IIPU3HATD, YTO COBpe-
MeHHasl IIPaKTHKA UCITIOAHEHHS BOKAABHOM MY3bIKH
Ha sI3bIKe OPHTHHAAA He MOXeT He BAMATb Ha pop-
MHPOBaHHe UHAUBUAYAABHOTO BOKAABHOTO HCIIOA-
HUTEABCKOTO CTHASL.

OrMmeTHM, YTO MOHATHE «UHAUBHAYAABHBIH BO-
KAAbBHBIN UCIIOAHUTEAbCKHMI CTHAb> B CIICLIHAAU3H-
POBAHHOI AUTEPATYPe Pa3paboTaHO HEAOCTATOYHO
II0 CpaBHEHHUIO, HAIIpUMep, C paboTaMu B o6AacTH
IIMAHMU3MA, TAe CYIIeCTByeT HeCKOAbKO KAACCUH-
KaITUi MHAMBHAYAABHOTO CTHAS. B coBpemeHHBIX
HCCACAOBAHUAX UCTIOAHUTEABCKOTO MCKYCCTBA 9TU
KAACCHHUKAI[UH OKA3bIBAIOTCS PAaBHO 3aAHCTBOBAH-
HBIMH, 0AQropapst aKIjeHTUPOBAHUIO 6A30BBIX Mapa-
METPOB, OIIPeAEASIOIUX GOPMUPOBAHUE U Pa3BU-
THE UHAUBUAYAABHOTO CTHASL. TaKOBBIMU SBASIIOTCS:

— OIOpa Ha KOHIIEMIMIO eAMHCTBA U OOPbObI
AVOHHCHUICKOTO U allIOAAOHHYECKOTO HAYaA B KyAb-
Type — kaaccuukanuu B. A Dupu, A. MapruHceHa,
O. Karpuy;

— areAAMpOBaHUE K CIIeHHMYeCKOMY BOIIAOIIe-
HHIO 3aMbICAQ UCITOAHUTEAS], 2 UMEHHO — K CBepXIje-
AH, KOTOPYIO IIOAOOHO aKTePy HCIIOAHUTEAb CTABUT
epep coboro — tunosorus A. Pabunosuya;

— y4eT BO3PACTHBIX OCOOEHHOCTEN U XKU3HEeH-
HBIX 0OCTOSTEABCTB KQXKAOTO KOHKPETHOTO HCIIOA-
HuTeAs — Kaaccudukanuu b. fsopckoro u H. Ca-
BHUIIKOM;
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— BBIABACHHE AOMUHAHTHBIX ITapPaMeTPOB CTHU-
Asl, OIIPEAEASIIOIIMX XapaKTep HMCIIOAHUTEAbCKOTO
BbICKa3bIBaHUs — paboTsl M. CyxaeHko.

B nccaepoBanusx 5ke, MOCBSAIEHHBIX U3Y4YEHHIO
BOIIPOCOB Pa3BUTHA BOKAABHOTO HMCKYCCTBA, peyb,
Jalrie BCEro, AT O 00Aee KPYITHBIX CTHAEBBIX TAACTAX:
CTHAE 3TIOXM UAM HAIIMOHAABHOM CTHAE, PaKTHIeCKH,
0 mKoAax meHust: «Kaxxpas M3 HallMOHAABHBIX IIKOA
IIeHMA XapaKTepU3yeTCsl CBOUM CTUAEM UCTIOAHEHHS,
MaHepOH 3BYKOBEAEHHS U XapaKTepPOM I1eBYECKOro
3ByKa. HarproHaAbHbIE MIKOABI ITEHMs KaK CTUAMCTH-
JeCKHe HalPaBACHHUS CKAAABIBAAUCH OAHOBPEMEHHO
C BO3HMKHOBEHHEM HaIJMIOHAABHBIX KOMIIO3UTOPCKUX
IIKOA, BBIABUTABIIMX IIepeA MeBLlaMU OIpeACAeHHbIe
XYAOXKeCTBEHHO-UCITIOAHUTEABCKHE — TpeOOBaHMUS.
B HanmonaAbHOM MaHepe MeHUs HAXOAAT OTpaskeHHe
HCIIOAHUTEABCKHE TPAAUILIIH, OCOOEHHOCTH SI3BIKA,
TeMIIEpPaMEeHT, XapaKTep M Ap. KadeCcTBa, TUIIMYHbIE
AASL AQHHOI HaIJHOHAABHOCTH> [4].

CeropHs caMOM 3HAYMMOM AAS BOKAABHOTO YC-
KyCCTBa SIBASIETCSI UTAAbSIHCKAS IIKOAQ, <IIPHCBau-
BaHHe>» KOTOPOI BO MHOTMX CTPaHaX HEMHHYEMO
BeAET K IIepeOCMBICACHHUIO HAITMOHAABHBIX TPAAUITHH
IIeHHs, HAIIPSIMYIO CBS3aHHBIX CO CIIEITM(PUKOM A3bI-
Ka, BAMSIIOLIEH Ha 0COOeHHOCTH pOpPMUPOBAHUSI 3BY-
Ka, ero IPOU3HOIIEHUS 1 AaKe TeMOpa. B aToM maa-
He IT0Ka3aTeAbHOM IIPEACTAeT HCTOPHS CTAHOBACHHUSA
aKaAeMIYeCKOM IMKOABI BOKAAbHOTIO Ienus B Kurae,
ee MHTerpanysa B MUPOBYIO CUCTEMY Ha IPOTHKEHUU
XX croAeTus.

ITpexxpe Bcero, HEOOXOAMMO CKa3aTb O TOM,
yro XX BeK — 9TO BaXKHBIN oTan passutus Kuras,
CBSI3aHHBIN C «OTKPBITHEM KYABTYPHbIX I'PAaHHUI]>,
OCO3HAHHBIM HHTEPECOM K AOCTIDKEHHAM eBpOIeH-
CKOTO MHUpa (B TOM uHCAE, U B cdepe BOKaABHOTO HUC-
KyCCTBa). K 50-Mm ropaM, MHOTHE KMTANCKUE TIEBLIbI
y>ke UMEAHM AMYHBIN OIIBIT OCMbBICACHUS 3aITaAHbBIX
TpapuLuii neHus. ITocae 06yueHst B HHOCTPaHHBIX
KOHCePBaTOpPHUAX OHU BO3BPAIJAAMCh Ha POAHUHY.
Mx MaHepa nmeHus yA\uUBAsIAQ, a THOTAQ U BO3MYIIJaAd
COOTEeYeCTBEHHHMKOB, HO Mpoliecc TpaHchopMaLuu
HAI[HOHAABHBIX TPAAULIUI Y>Ke HEBO3ZMOXKHO OBIAO

OCTAaHOBUTb. XOTS OCBOEHME KMTANCKUMH IIeBIIaMU
MHBIX NPUHITUIIOB BOKAABHOTO HCIIOAHHUTEABCTBA
U CIIPOBOIIMPOBAAO Pa3pPhIB TPUAADI « KOMIIO3UTOP-
HCIIOAHUTEADb-CAYIIATeAb>. KOMIIO3HUTOphI popAoA-
XKaAU PabOTaTh B TPAAULIMOHHON MaHepe (maHpm
Y MHTOHAIIMOHHOE pellleHHe BOKAAbHBIX IIPOH3BeAe-
HUI1), CAyIIATeAH IO-TIPeXKHEMY IPEATIOYUTAAN CAbI-
IIaTh XOPOIIO 3HAKOMYIO My3bIKy. OAHAKO MHOTHe
BOKAAMCTbHI HACTAUBAAM Ha HEOOXOAMMOCTH OCMBIC-
AeHUsI 3apY0eXKHOTO OIIbITA, B YACTHOCTH, TPAAULINL,
Aexxamux B ocHoBe bel canto. Hysxen 6b1a xommpo-
MUCC, AOCTIDKEHIE KOTOPOTO CTAAO BO3MOXKHO OAa-
ropaps KyAbTypHO# HHTerpanuu. C oAHOH CTOPOHBI,
eBpOIelfiCKie My3bIKAaHTBI — PppaHITy3CKHe, HeMell-
KHe, pycckue npuedxaau B Kurait u paboraau xax
npemnopaBareAn. C Apyroi,— KUTarCKye My3bIKaHTbI
Ye3)KaAU YYUTHCS 3a TPAHUITY, 2 BEPHYBIIHCh AOMO,
CO3AaBaAM aBTOPCKHE IIKOABI IIEHHS], OCHOBAHHbIE Ha
€BPOIENCKUX TPAAULIMSX.

Takoi x0A cOOBITHI MOTHBHUPOBAA MHOTOAET-
HIOI0 HAYYHO-ITyOAUIIUCTHYECKYIO AMCKYCCHIO,
HAYaAO KOTOPOM MOAOKHAA crarhsi «I[Ipobaema
MHOCTPAHHOTIO roaoca> pekropa Illanxaiickoi KOH-
cepBaropuu X9 AIOUTHHA, OITyOAUKOBAHHASI B HIOHE
1949 ropa. B aroi crarbe Xa AIOATHH OTMETHUA HU3-
KO€ KaueCTBO OTe€YECTBEHHBIX BOKAAMCTOB 1 B 9TOM
CBSI3M — HEOOXOAMMOCTD OCBOEHHS OITbITa MHBIX
crpaH. Ero mpoTuBHIKH, HA060POT, yKa3bIBaAH Ha
YTPO3bI AASI COXpaHEHHUs HAIJMOHAABHBIX TPAAUITUH
1 Ha HETIP@OAOAUMOCTD SI3BIKOBBIX PA3AMYMIA C TOYKH
3peHus pe30HaHCa U AUKIIUH.

3aMeTuM, YTO BHICKa3aHHbIE COMHEHMS U 3aMeYa-
HUSI IPEACTAIOT BIIOAHE 00O0CHOBAHHBIMH, BeAb $o-
HeTHYeCKHe 0COOEHHOCTH KUTAMCKOTO A3bIKA CTAAR
omnpeAeAsomuM GpakTopoM B pOpMHPOBAHMH HAITH-
OHAABHOTO BOKAABHOTO CTHAS. B ueM ke OHU 3aKAIO-
qaroTcsi? Bo-nepBhix, B HeM HET 3BOHKHMX COTAACHBIX.
OTO AUIIAET 3By4aHHe CAOB TBEPAOCTHU H YIIPYTOCTH.
I'Ayxue 5xe coraacHble C MPHABIXaHHEM AOTIOAHSIOT
TIIeHYe IIUIAIUM IPU3BYKOM. Bo-BTOpBIX, 0TUéTAN-
BO omymaeTcs 9pPeKT OT Ha3aAMpOBaHHbIX PpHHAa-
Aeil. 3BYK, HAIIPaBAEHHBII B 00AACTb HOCOBBIX I1a3YX,
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0CO6€eHHO B BepXHUX PETUCTPAX, OKPALINBAET TeMOP
roAOcCa B «KOIIaybu> TOHA. B-TpeTbux, B mpomuecce
ocBauBaHMs Tpapunuii bel canto kuraiickumu resua-
MH, CyIIeCTBEHHYIO POAb UI'PAeT Pa3AHYHe S3bIKOB:
MHTOHAIIMOHHOTO (HTAABSHCKOTO) M TOHAABHOTO
(xuraiickoro). CTpoenue KUTafCKOTO cAOTa TpebyeT
MaKCHMaAbHO YE€TKOTO U SICHOTO IIPOU3HOUICHHS], OT
KOTOPOTO 3aBUCHT CMbICA CAOBA. DTO AEAAET TPYA-
HbIM IeHHe Aerato. Hanboaee spko, Aa5xe HECKOABKO
IIpeyBeAnYeHO, 3TO IIpe3eHTyeT MpakTuka «[lexun-
CKO1 oniepbI>». B uTaAbsIHCKOM >Xe s13bIKe HHTOHAIIH-
OHHBII A0PHC CBSI3aH CO CTPYKTY POt IPEAAOSKEHHS,
4TO GOpPMHUPYET XapaKTePHBII BOAHOOOPA3HBIH pU-
CYHOK MEAOAUH, OPMHUPYSI IIPOOAEMBI AOATOTO AbI-
XaHHS ¥ TIOA€THOCTH 3BYKa.

OueBHAHO, YTO IMEHHO SA3bIKOBOM PaKTOP B AQH-
HOM CAy4ae He TOABKO CTaBHA TIOA COMHEHHe CaMy
BO3MOXXHOCTb CO3AQHHS HAIIMOHAABHOTO €BpOIIe-
CKH-OPUEHTHPOBAHHOTO BOKAABHOTO CTHAS, HO M —
4TO H0AEe BOXKHO — YKAa3bIBAA HA BO3HHUKAIOIIYIO Ha-
CYILIHYIO HOTPeOHOCTD B COXPaHEHUH CAMOOBITHOM
I€BYECKOM TPAAULIUU.

Kpome Toro, HauaAbHbIH 3Tan $OPMHUPOBAHHS
AKAAEMUYECKOM KUTAMCKOM BOKAABHOM IIIKOABI BbI-
SIBUA TIPOOEABI B OCMBICAEHUM ICTETHKU eBpOIIeti-
CKOTO HCKYCCTBAa IeHHUS, MPoOAeMy ITOHUMAHUS
XYAOKECTBEHHOTO CMBICAA IIPOU3BEACHHUI 3aIlaA-
HBIX aBTOPOB CAMHMH MY3bIKAHTAMH U HEIIOATO-
TOBAGHHOCTDb CAYIIATEAbCKOM ayAMTOPHH. 3AeCh
HeOOXOAMMO CKa3aTb O BBIAAIOLIerCs neButie Dxoy
Csi0sHD — KATOUEBOM UType B CTAHOBACHHMH aKa-
AEMHYECKOTO BOKAABHOTO MCIOAHUTEABCTBA B Ku-
Tae. My3sbIikaabHOe 0Opa3oBaHUe MEBUIIA TIOAYIHA
B Pycckoit koHcepBaTopuu nmern C. PaxmaHnHOBa
B [Tapmxe (Le conservatoire russe de Paris Serge-
Rachmaninoff). Bepuysmuch Ha poauty, ona npe-
nmopaBaAa cHavaAa B Iun MyryaHbckoit rocypap-
CTBEHHOM KOHCepBaTopuH, a 3aTeM B IIlanxaiickom
rOCyAQpPCTBEHHOM MY3bIKaAbHOM HHCTHUTYyTe. Kak
BOKAABHBIN 1eAaror xoy Cs0sSHb BOCIIHTAAQ IIEAYIO
IAESIAY BBIAQIOIIUXCS TAAQHTOB. 32 IIOUTH CEMbAECST
AeT paboThI y Hee 06y4aA0OCh OTPOMHOE KOAUYECTBO

CTYA€HTOB, B TOM uncAe u Asgo IllanbioH, OAUH K3
CaMBIX M3BECTHBIX KMTANCKHUX II€BIIOB, BHICTYIIAO-
MM Ha MEXAYHAPOAHDIX OIEPHBIX CII€HAX M IOAY-
YHBIIUH IIEPBYIO IPEMHIO Ha MEKAYHApOAHOM KOH-
Kypce OIlepHbIX IeBL0B «Onepaauns> (Operalia),
ocHoBa"HHOM I Taacupo AomuHro.

B cBoeit meparormdeckoii npaktuke broy CsosHb
Pa3BHBaAa HOBbIE IIPUHITUITBI KUTAHCKOTO BOKAABHO-
IO UCKYCCTBA, HACTAUBas Ha IIPIMEHEHUH OeAbKAHTO
AQ>Ke B MTHTePIIPeTAI[H KATAHCKUX HAPOAHBIX ITeCeH.
OHa cTpeMHAACD K TOMY, YTOOBI TEHHUIO ee YIeHHKOB
OBIAH IIPUCYIIH KPACOTA K IIPOCTOTA UCIIOAHEHHS], YTO
BO3MOXKHO ITPH SICHOM M YHCTOM 3ByKOBepeHHUH. Bce
9TH IMpUHIMIEI yieHUkH Dxoy CsosHb nepeparoT
CAGAYIOIUM ITOKOACHHSAM KHUTAMCKHUX ITeBIIOB.

Bropoii aTan popmupoBaHya HalJMOHAABHOM BO-
KaABHOH IIIKOABI OITPEAEASIETCS CO3AAHHEM CHCTeMBI
€BPOIIEHMCKOM ITOAIOTOBKY KMTANCKUX BOKAAMCTOB,
a TaKKe MHMPOKHUM Pa3BUTHEM KOHKYPCHOIO ABH-
keHusl. OTMETHM, YTO B OTAMYHE OT APYTHX CTPaH,
Aast KuTast TpapAULIMOHHBIM SIBASIETCSI OObeANHEHUE
B PaMKaX OAHOTO KOHKYPCa HeCKOABKHX THIIOB ITe-
HHS: aKaAeMHYEeCKOT0, 3CTPAAHOTO M HAPOAHOTO.

CoBpeMeHHBI 3TaIl PA3BUTHS HAIIMOHAABHOM
BOKaAbHON mKkoAbl Kuras ompeaeaserca dakro-
poM KyabTypHO murpanuu. HoBas renepanus
KHTalCKUX NeBIJOB OPUEeHTHPOBaHa Ha 3amag C Ije-
ABIO OCBOEHHSI 3aIIAAHOTO OIIBITA U €r0 BHEAPEHHS
B POAHYIO KYABTYpy. Takue ucroaHuTeAn Kak Aso
ITanpron, M ITnnse, Xpro Xe He TOADKO BHICTYTIAIOT
B AYYIIHX OIIePHBIX TeaTpax EBpoIbl, HO 1 BOCIIUTHI-
BalOT MOAOADIX IIEBIJOB 10 CUCTEMe OEAbKAHTO.

DeHOMEH KUTANCKOrO BOKAABHOTO HCKYCCTBA BbI-
3bIBaeT MHTEPEC MHOTHX y4eHHbIX, [I09TOMY paboT Ha
3Ty TEMY CETOAHS AOCTaTO4HO MHOTO. Cpean nmero-
1eicst ”HPOPMAIIUH, B YACTHOCTH, B PYCCKOSI3bIYHOM
CerMeHTe HHTePHeT-IPOCTPAaHCTBA, AOBOABHO YaCTO
IIOIIAAQETCsI BRIPOKEHHE «KUTANCKOe GEABKAHTO>.
Yro o3HaYaeT AaHHOE ONpeAeAeHHe, HACKOABKO OHO
sABAseTcs BepHbIM? Ha Hamn B3rasip, ero cTouT noHu-
MaTb MeTapOPUIECKH: HET KAKOTO-TO OTAEABHOTO,
CaMOOBITHOIO KUTAMCKOro 6eabkaHTo. EcTh Texnuka
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IIeHUs], YCIeIIHO HCII0Ab3yeMasi Bo BceM Mupe 1 B Ku-
Tae Toke. BMecTe ¢ TeM, MOXXHO CMeAO TOBOPHTD
0 QpeHOMeHe «KHUTANCKOro OEABKAHTO>, KOTAA IIPO-
I1eCChI TAODAAMBAIIMU HACTOABKO OOBEAHHSIOT XYAO-
JKECTBEHHOE HaCAeAMe Pa3HbIX HAPOAOB, YTO CTaHO-
BUTCSl HEBO3MOXKHBIM OIIPEACAMTDH HAITMOHAABHYIO
IIPUHAAAEKHOCTD MY3bIKAHTA-UCIIOAHUTeAs. Pedp
HAET O IIOAHOM IIOTPY>KEHUH B UHYIO KyABTYpy — ee
MY3BIKY, SI3BIK, TPAAHLIUH. DTO BO3MOXKHO TOABKO ITPH
OIPOMHOI MHOTOBEKTOPHOI paboTe GOABIIOro KO-
AMYECTBA My3bIKAaHTOB-TIEAATOTOB M HCIIOAHUTEACH.
CaepoBaTeABHO, peHOMEH «KUTAFCKOTO OEABKAHTO>
3aKAIOYAETCS B IOCTPOEHHH CAOXKHO pPa3BeTBACHHOM
CHCTEMBI BOKAABHOTO OOy4eHIs], IPEATIOAATAIOIIETO
BOCIIMTaHHE Ha HAllMOHAABHOM ITOYBE C yYeTOM CIIel]-
UPUKHU A3BIKOBOM M TOAOCOBOM IIPHPOABI YHUBEP-
CAABHBIX IIE€BIJOB, COOTBETCTBYIOUIMX €BPOIEHCKUM
TPaAMLIMAM, B YACTHOCTU 3HAMEHUTOMN UTAAbSHCKOM
BOKAABHOI IIKOAE, YTO 0becreynBaeT NX KOHKypPEHT-
HBIM IIOTEHI[MAA Ha AYYIIHX MUPOBbIX CII€HaX.
OTMeTHM, 4TO BOXXHBIM MOMEHTOM TYT €CTb 0CO3-
HaHYe GUHAPHOTO 3HaYeHUsI GPaKTOpa FTA0OAAU3ALIHIL
Co 3HaKOM IIAIOC — 3TO OTKPBITHE KYABTYPHBIX Ipa-
HMI], BO3MOXXHOCTb aA€KBaTHOTO OOIIeHMUS C IpeA-
CTaBUTEASIMH HHBIX KYABTYP, BO3MOXXHOCTb OBITH
BKAIOYEHHBIMU B OOIIIEMUPOBOIT IIPOLIECC Pa3BUTHS
MY3bIKAaABHOT'O HCKyccTBa. Ho ecTpb 1 3Hak MuHyca —
3TO BOIPOC COXPaHEHMs HAIlMOHAABHBIX TPAAMIIUH,

BeAb X COBMeIjeHre B BOKAABHOM TBOPYECTBe OKa-
3bIBAETCSI HeBO3MOXKHBIM. TakuM 006pa3oM, BO3HHKAeT
po6AaeMa BbIOOPA, TPU KOTOPOIT OAHA KYABTYPa, Tpa-
AMITHS, IIKOAQ, MaHepa IeHHs — BBITECHSET APYTYIO,
HAIIMOHAABHOE OOPeTCs C MHOHAIJOHAABHBIM.

ITo cyTH, MBI TPUXOAUM K BHIBOAY O TOM, YTO IIOA
BAMSHHEM TAOOAAM3AIIMH [IOMEHSIAACh OAHA U3 06a30-
BbIX QYHKIUI CTHAS. EcAm paHble HalmoOHAAbBHBIN
CTHAB 6bIA GPAKTOPOM pasAeAeHIs, pa3AYEHHSI CBOe-
I'O ¥ 9y>KOT0, TO TeTIePb, OH TIOMEHSIA IOAIOCHOCTD, BbI-
CTyTIasi OAHUM U3 BR)KHBIX IIAPAMETPOB MY3bIKAAbHOM
KOMMYHHKALIH, 00beAUHEHUSI Pa3AYHbIX KYABTYP.

BoiBopbI: CeropHs BAMSHIE HAI[TUOHAABHbBIX HC-
TOKOB B HCKYCCTBe IIOCTeNeHHO ocaabeBaeT. Eau-
HbIIl BEKTOP TAOOAAM3anuu YHUPHLUPYET MUPO-
BYIO KyABTYPY, HUBEAHPYsI HALJUOHAAbHbIE I'PAHHUIIDI
U CO3AaBasi eAMHOE MY3bIKAAbHO-UHPOPMATHBHOE
KOMMYHHKAIIMOHHOE IPOCTpaHCcTBO. CTaHOBAEHHE
KUTANCKOM BOKAAbHOM IITKOABI OXBaTbIBaeT HECKOAbD-
KO 3TaloB. YHUKAABHBIM T'€HOKOA HAI[MOHAABHOM
KyAbTYpbI KuTas, oTcTymnas Ha BTOpOi IIAQH, CO3AQeT
OCHOBY AAS1 pOPMUPOBaHUsA peHOMEHA «KHTaNCKO-
ro 6eAbPKAHTO>, peaAU3ysICh B TeMOPAABHOM MaAH-
Tpe UCTIOAHUTEeAeH-TIeBII0B. MHOTHe My3bIKaHTBI CO-
3HATeAbHO IIePeHHMAIOT TPAAUIIMU APYTHX HAPOAOB,
4TO, 6€3yCAOBHO, CYLIeCTBEHHO MEHSET UX CUCTEMY
My3bIKAaABHO-PEUeBBIX PeCypcoB, oboraias ux Bbl-
Pa3UTEAbHBIN IIOTEHIUAA.
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Annoranmsa. B crarbe packppiBaroTCsa MyTH TpaHCPOPMALMHU >KaHpa BO Bropoi cumdponnu

B. CI/IAbBeCTPOBa. HOBaIJ;I/IOHHOCTI) IIO3THUKH 3TOI'O OITyCa BbIIBASIETCA Y€PE3 OTKA3 OT aHTPOIIO-
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Iocmanoska npobaemvt. CuMdpoHIIECKOE TBOPUE-
ctBo BaaenTuna CHAbBeCcTpOBa SABASIETCS YAUBUTEAD-
HbIM peHOMEeHOM, IIPUHMMAsI BO BHUMAHIe OoAee yeM
IIOAYBEKOBYIO HCTOPHIO IIOCTOSHHOM 9BOAIOLIUH, ITAQ-
CTHYHOCTH U MOOHABHOCTHU TBOPYECKOTO CO3HAHIS
IpY HECOMHEHHOM Y3HaBaeéMOCTH aBTOPCKOTO CTHASL.
ODTO KOMIIO3UTOP, KOTOPBII BCErAQ MBICAHT outside the
box. Ero pannue cumponnu — cemuocdepa, obaasa-
IOIasi MCKAIOUUTEABHBIM IOTEHIIMAAOM AASL CMBIC-
AOTBOPYECTBA MCCAGAOBATEAbCKUX MHTEPIPeTAIUH,
IIOCKOABKY OTKpPbIBaeT HOBOE U3MepeHHe B yKPaHH-
cxoM cuMmdonusme. B yactnocty, Bropas cumponus

B. CuabBecTpoBa, Kak M ApyTHe ero IMPOU3BeACHIS
nepuopa 1960-x — 1970-x IT., HOSIBUAACH BHE AOTHKH
XOAAQ HCTOPHH He TOABKO YKPaUHCKOTO, HO U €BpOIIeH-
ckoro cuMdpoHnusma. Ee cMeA0CTb M MCKpEeHHOCTD HU-
KaK He YBSA3bIBAAUCH C TOTAAUTAPHON YHUPUKAIHEH
COIIpeaAn3Ma M <« HApOAHOCTH >, IIAPUBIIHX B My3bIKe
TOTO BpeMeHHU. ABaHTapAHbIE COYMHEHNUsS KOMIIO3H-
TOpa IPOTHBSTCS <«IIO3UTHBHCTCKON 60oApOCTH>
OOABIIOr0 HappaTHBa KAACCHYECKOH CHMQOHUH,
IIPETEHAYIOIIEN Ha OOBEeKTUBHBIN U €AMHCTBEHHO
IIPABUABHBII B3TAsIA Ha MuUp. [AyOuHHas TpaHcdop-
Malusl XaHPOBOIO MHBAPUAHTa CHMPOHMU B 3TOM
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oryce ObIAa OOYCAOBAEHA He TOABKO COLIMOKYABTYP-
HBIMH (paKTOpaMH (xoTs, 6esycaoBHO, B 60-70-€ IT.
XX Bexka B CCCP nHoBelme TeXHUKH KOMIIO3HUIIUN
BOCTIPMHHMAAMCh Kak aMOAeMaTHKa cBO6oAbI). Ee
IPUYMHA ASKHUT TAy0XKe — B UMMaHEHTHBIX ITPOLiec-
cax «BHyTpeHHeill peun>» Asropa (M. Baxtun), or-
PaKaIoII[asi OHTOAOTHYECKYIO IIPOOAEMY AUXOTOMHU
«S1 — Apyroii>, «4eA0oBeK — ObITHE >

C mo3uITMHN CEerOAHSIIHETrO AHS, My3bIKaAbHAs
kpacorta Bropoit cumponun B. CuabsecTposa B 3Ha-
YUTEAPHON Mepe IPeOAOAEAd MHEPIIHIO, CAOKUB-
IIYIOCSI B KOTIO3UTOPCKOM IIPAKTUKE, «OOHAKMAA>»
OHTO-COHOAOTHYECKHH IeHe3UC XaHpa U, B CBI3HU
C 9TUM,— CIIOPOBOLIPOBaAa OOHOBAEHHE 3aKOHOB
My3bIKaAbHOTO TBOpyecTBa. CuMPOHMI — 3TO He
TOABKO PE3YAbTAaT TBOPYECKOTO aKTa CO3AAHUS HU-
CMOoti My3bIKH (Berxoses, Maaep, Harixosckup, Io-
CTaKOBUY), HO ¥ MAHU(ECTAIMS OHTOAOTUYECKHX OC-
HOBAHHI )KaHPA, IMMaHEHTHbBIX aBTOPCKOMY CTHAIO.
IIpouutnpyem ABTOpa: «f omyckaro BTOpU4HbIe,
OYeHb Ba)KHbIe BTOPUYHBIE IPU3HAKH MY3BIKH, 5 UX
KaK ObI 0CAAOASIIO — AASI TOTO, YTOOBI YCHAUTD II€p-
BHYHBIE, OHTOAOTHYecKue> |1, 68].

AKXTYaABHOCTD IIpeAAAraeMOM TeMbl IIPOAUKTO-
BaHA, BO-TIEPBbIX, HOBU3HOU MblUIAEHUS MOAOAOTO
aBTOPA, HAYIIETO «IPOTHB T€YeHHUsS> B IIOHUMAHUU
>KaHpoBOM Tpapunmuu. Hecaydaiino 6orartas My3bI-
KOBeAdecKast MbICAb 0 TBopuecTBe B. CuabBecTpoBa
IIOPAa3UTEABHO MAaAO BeaaeT o ¢peHomeHe Bropoii
cuMPoHMU. BO-BTOPBIX, My3bIKOBEACHHE M CETOAHS
He OYeHb TIOATOTOBAEHO (C TOUKHU 3PEHHUS METOAOAO-
I'MM) K aHAAM3Y 3TOTO COYMHEHHS KaK aKAACCHECKOTO
obpasia sxanpa. OcymecTBaeHHbIf aHaau3 Cumdo-
HUu NO 2 IpepAAaraeT KoHUMUBHYH0 MOJeAb HOHUMAHUS
npou3sedeHus Kax anoAo2uu 38y1auje2o npocmpancmead.

IleAb cTaTbu — MPEAAOKUTD MY3bIKOBEAYECKYIO
MHTepIpeTallMio IMO3TUKH Bropoin cumdonun
B. CuabBecTpoBa B acneKkTe «pacIIupeHus> CaMo-
CO3HAHMS My3bIKOBEACHNS ITyTeM OTAAACHHUS OT aH-
TPOTIOAOTMYIECKOTO AMCKypCa.

Hosetiwue uccaedosanus no meme. My3pikoBepde-
CKas «CHAbBECTPHAHA> HACUUTBIBAET AOBOABHO AAH-

TeabHyt0 (C Hayaaa 1980-X IT.) UCTOpUIO, OXBATbIBAS
LIMPOKUIL KPYT IIPOOAEM U CO3AABSI MOIHOE CHAOBOE
TIOA€ B HayKe. 3HAUMMBbI BKAAA B H3y4deHHe CUM(OHH-
weckort My3biku B. CrapBecTpoBa 6b1A OCyIIjecCTBACH
E. 3unbkenuu. IIpesxae Bcero, OoTMeTHM 11€AOCTHBIH
aHaAu3 koHuennuii Yerseproi u ILaron cumponus,
KOMITO3HIIMOHHO-APAaMaTyprudeckue M CTHAEBbIe
0COOEHHOCTH KOTOPBIX OBIAM IPOAHAAUZUPOBAHBI
B KOHTEKCTe AOTUKH 9BOAIOIIMHU YKPAUHCKOTO cUMPO-
rusMa [7]. Monorpadus C. ITaanmmn [10] Tawke
SIBASIETCSI OTIIPABHOI TOUKOM AASI ATOOOIT CTpaTeriu
usy4yeHns My3biku B. CuabBecTposa. B Helt nccaepoBa-
TEAbHUIIEN CKPYITYAE3HO ITPEACTABACH 0630p ¢pakroB
TBOpPYECKOH Ororpaduy, MpruBeAeHa ePUOAH3ALIIS,
CHUCTEMATU3ALMS U KPaTKHMM aHAAU3 IIPOU3BEACHUH,
BKAIOYasi Bropyio cum¢onuro. B. 3apeparkuit onpe-
AeasieT poab CruMornH NC 2 $OpMYAHpPOBKOM «OT-
KpbITasl allOAOTHsI aBaHTapAa>» |6, 41S5], Boiaeasts
CpeAM IPHHITUIIOB ee KOMITO3HITUH «KBAHTO-MOTHB-
HbII CUHTAKCHC, BOIAOINIAIONTHI UALI0 IIPAKTUKH CBO-
OOAHO# COHOPUKH M KOHTHHYAABHO-3BOAIOL[IOHHOM
dopmbr>» [6, 417]. CamO6BITHYIO KOHIIETIIMIO aHa-
Ausa spicTpausaet O. Muxaiiaosa [ 9], mpeaaarast wuc-
IIOAB30BaTh 0A30BYI0 «METACTPYKTYPY BOAHBI» IIPH
aHaAM3e APaMaTypruu Beex (B TOM urcae u Bropoit)
cM$OHHUI KOMITO3UTOPA. AKTYaAH3HPYeTCS SMUMO-
Ao2uveckas kornennus cumpornu T. Bunorpaposoit-
Yepmusesoii [3], koTopas He aHaausupyer Bropyro
cumdonmio B. CuabBecTpoBa, OAHAKO yKa3bIBaeT Ha
Apyrue obpasipl XkaHpa KoHIa XX Beka, B KOTOPBIX
COHOPHOCTD BBICTYIIA€T OCHOBHBIM HOCHTEAEM XYAO-
>KeCTBEHHOH UAEH, A KOHIIETIIIUS 3ByKa IIPeACTaBACHA
B OOHQXEHHOM BHA€, AKKYMYAHPYsI CEMaHTHIeCKUe
IOTeHIIUU CUMOHUH, KOTOPbIE MOTAH OBI ITPOSIBUTH-
Cs1 Ha YPOBHE CTPYKTYPbl, CHHTAKCHCA, BEPTHKAAH.
Memoduvt uccaedosanusi. CAOXKHOCTb TAPTUTYPBL
BTopoi cumponny, penpeseHTHPyIOLIeH aBaHTapA-
HBII TePHOA TBOPYECTBA KOMIIO3UTOPA, 00YCAOBHAQ
HEOOXOAUMOCTD MEXAUCIIUIIAUHAPHON CHHEepPIUH
B ITPOIlecce OCMbBICACHUS CIIeIUPUKU COUMHEHMS.
OTcropa HcCAeAOBATEABCKHI BRIOOP, B IIEPBYIO OUe-
PeAb, TAKHMX METOAOB, KaK OHTO-COHOAOTHYECKHI
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(H. Pa6yxa), 5xaHpPOBO-CTUAUCTHYECKHI U CEMUO-
THUYeCKUH, B3aMMOAEHCTBUE KOTOPHIX PacKphIBaeT
KOTHHTHBHBIH IIOAXOA B TepMeHeBTHKe TBOPYeCTBa
B. CuabBectpoBa. Ham mHTepecen myTh «sacrae
scientie> IIOCA€AOBATEABHOIO <« CHATHSA>»> ByaAeH
CMBICAQ, TPUHIUITHAABHON HEBO3ZMOXKHOCTH €AUH-
CTBEHHO IIPABUABHOT'O ITPOYTEHNS, HEKOI bepesxHOo-
CTH B OTKPBITHH UCTUHBL. MBI CTaAKMBaeMcsl B 9TOM
cMM(OHUH C HOBOM BCEA€HHOM, BO MHOTOM SIBASIIO-
mietics terra nova AASI ICCAGAOBATEAS], TIO3TOMY C rep-
MEHEeBTHYECKOH TaKTHYHOCTBIO U OCTOPOXKHOCTDHIO
HEeOOXOAUMO «PACCIPOCUTD>» U «BbICAYIIATD > TOT
HEeBEAOMbII TeKCT, PaAysCh ero Y3HaBaHHIO.
Hzroscenue ocnosrozo mamepuara. Bropyro cum-
donmto (1965) MOKHO O TIPaBy cuuTaTh HauboAee
IIOKA3aTeAbHOM AAS paHHero cTuas B. CuabBecTposa.
OHa s1BAsIeTCSI BOIIAOIIIEHHEM aBaHTapPAHO TIO3THKH,
MAKCHMAABHOTO PACKpeIONeH s TBOPSIIEro CO3Ha-
HHSI OT YCAOBHOCTE!N aKaAEMHIeCKOH CPeABl, OT AAB-
A€HHSI CAOXKHBIIETOCs JKaHPOBOTO KOAQ, IIpepAarast
CBOOOAY BBIPXKEHUSI TAy OMHHBIX OHTOAOTMYECKUX OC-
HOBaHHI My3bIKH B ee abcoaroTHOM Bupe. CBOOOAA BO-
MAOIIIEHHUS BHYTPEHHErO aBTOPCKOTO BHICKA3bIBAHMS
IPOSIBASIETCSI HA BCEX YPOBHSX CHCTEMBI — M Ha YPOBHe
YACTHBIX MOMEHTOB, BKAIOYAsI BLIOOP KOMITO3UTOPCKUX
TEXHHK, 1 HA yPOBHE KOMITO3HI[HOHHOTO I1€AOTO, M Ha
YPOBHE XyAOXKeCTBEHHO HACH IIPOU3BEACHUSL.
3ByKoBo# Mup Bropoit cumpormu 0TKpbIA 26CO-
AIOTHO HOBbIE TOPU3OHTHI 1 OOHAKHUA KPH3HC KAAC-
CHKO-pOMaHTHYECKOH TPaAULIUH >KaHpa. M ceropns
3HAKOMCTBO C MIAPTUTYPOH PACIIHPSIET CAOXKHBIIHE-
Cs1 B My3BbIKOBEACHHH IIPEACTABACHUS O QYHKITHOHH-
POBaHHMY HHBApUAHTAa CUMPOHUH B HOBBIX 3CTETHKO-
KyABTYPHBIX yCAOBHAX. Ha Ham B3rasia, ”MEeHHO aTOT
OITyC SIBASIETCS] BXKHEHIITHM KAIOYOM K IIOHMMaHHIO
9BOAIOLIUH XYAOXKeCTBeHHOTo MbimaeHus B. Cuap-
BecTpoBa. OAHAKO peub UAET He O OYHTApCKOM Ayxe
IIECTUAECSTHUKOB, @ 06 0COO0M MUPOBHAECHUH,
O BHYTpEeHHEHN cBobope U O COBEPIIEHHO HOBOM AASL
cuM$OHUM 0OPAZHOCTH, FEHUAABHO BOIIAOLIEHHOM
Bo Bropoit cumdponun. ITOT oImyc — cBoero poaa
Touka 6udypkranuu. C 0OAHOI CTOPOHBI, 9TO OTCHIAKA

K AOKAQCCHITMCTUYECKOMY IIOHUMAHUIO CUMPOHHUU
Kak co3Byuus (rp. symphonia, ur. sinfonia — «co3sy-
qre> ), OAYEPKHUBAIOIee CAMOLIEHHOCTD 3Bydalle-
ro 6sITHsL. B cuMOHMIX, K KOTOPHIM IPUMEHIMA
aTHMOAOTMYecKas (TOUHee, OHTO-COHOAOIMYeCKasl)
KOHIIETIIIHs], CAMOLIEHHBIM SIBASIETCSI HEITOCPEACTBEH-
HO aKT 0-3ByYHMBAHUS OBITHSI, OHTOAOTUH 3ByKa.
C ApYroil CTOPOHBI — 3TO «IIMCBMO> B Oyaylee,
BeAb APaMaTyprus HCCAEAYeMOTO IIPOU3BEACHHS
rAyOOKO OTAMYHA OT UMEIOIIUXCSI UCTOPHIECKUX TH-
IIOB AOTUKY CUM{OHU3MA 1 BOTIAOIIIAET COBEPUIEHHO
HOBYIO PeaAbHOCTDb YEAOBEKA KOCMUYECKOM JPbI.
Bropas cumdponus cozpana B 1965 1. Aast cTpyH-
HBIX, PACHTHI, POPTENHAHO U PACIIMPEHHOMN I'PyTI-
IIbl YAAPHBIX HHCTPYyMeHTOB. OHa Ipo3ByYaAa IIOA
pykoBopcTBoM . Baakkosa B anpeae 1968 1. ¢ op-
KeCTpoM /AeHHHTPAACKON GHAAPMOHUU TIPU COAELH-
creuu A. Illocrakosuya. M3pareapcTBo «Mysuuna
Ykpaina» omy6aukosaao maprutypy [11] coycrs
AECSITh AeT II0CAe TIPEeMbepbl, YTO CTAAO AOBOABHO
CMEABIM IITATOM AASI U3AQT€AbCKOH MPAKTUKH IIOXU
3aCTOs. DTO OAHOYACTHAas KOMIIO3HIIMS, KOTOpas
«IIPOBO3TAAIIIAAA CMEHY BCETO KOMIIAEKCA TPAAH-
IIMOHHO-CUM(OHUYECKUX CPEACTB $popMOobpaso-
Bauus» [6, 415]. CymHOCTb aHPOBOIl MOITUKU
Bropoit cuMpoHNN COCTaBASIET CBOOOAHO TPAKTO-
BaHHAs COHOPHOCTb B KOHTPAITYHKTE C aA€aTOPH-
KO U ITyaHTUAMCTUYECKOM TEXHUKOM. ApaMaTyprus
Bropoit cum$poHNN TOCTpOEHA TAKUM 06Pa3oM, YTO
IIPH ITOTIBITKE ee IeAOCTHOTO AaHAAM3a HICCAGAOBATEAD
IIOHAYAAY YyBCTBYeT cebsi TOAOOHO AANCe, AeTsIIelt
CKBO3b KPOAUYBIO HOPY: 3A€Ch COBEpIIEeHHO He 3a
4TO yXBaTUTbCs. OAHAKO, HECKOABKO CMEHHB HCCAe-
AOBATEAbCKHIT MOAYC, AOBEPHUBIIHCH CYOBEKTHBHO-
MY CAYXOBOMY OIIbITY M IIPUMEHSSI CeMUOTHIECKHUH
Y FepMeHeBTUYECKHIT TIOAXOABIL, MOXKHO IIOAOOpaTh
«KAIOY> K IOHMMaHHMIO KOHIIETIIIUH 9TOM CUM(POHHH.
PaccMoTpuM IOCAGAOBATEABHO Te CYLTHOCTHBIE
XapaKTePHCTHKH, KOTOPbIE AAIOT IIPaBO ACKAAPUPO-
BaTbh HOBAIITMOHHOCTb CHMPOHUH B CTOAD MIHPOKOM
IpeACTaBACHHU. TeMII SBAsIeTCS BAXKHEHIINM CeMaH-
THUYECKUM ITI0Ka3aTeAeM B CUMPOHUH, A TakoKe Tpa-
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AUITIOHHO OH CBSI3BIBAeTCS C BOCIIPHATHEM BPeMeHH
HCTIOAHHUTEAST; KaK ITPAaBHAO, IMeeT OTHOCHTEABHYIO
Ka4eCTBEHHYIO XapaKTePUCTUKY (xaaccraeckmit pu-
Mep — CBsI3b C TEMIIOM CepALIeOHeHNS 1 HHTEPIIPeTH-
PpOBaHHe HCITIOAHUTEABCKOTO TEMIIA B 3ABUCUMOCTH OT
nero). Oanaxo Bo Bropoit Cumormu B. Cuabsectpo-
Ba OTCYTCTBYIOT OOII€TIPUHATBIE OTHOCUTEABHBIE TEM-
noBble AepuHMIIMU. HOTHPIN TeKCT mOoAeAeH Ha cer-
MEHTBbI C yKa3aHHeM TOYHOTO BPeMeHH B A0COAIOTHBIX
eAMHHUIAX HCIIOAHEHHS KOXAOTO U3 HUX (B «O6mux
3aMeYaHuUsIX K UCTIOAHeHu0> [ 11, 2] aBrop mpeaaa-
raeT Takue GpparMeHTHI 3By4alllero TEKCTa IOA 00Imeit
AUTOY Ha3bIBaTh «yCAOBHBIM TaKTOM> ). AGCOAIOTH-
3anust BpeMeHu CUMQOHUH He AaeT MaHeBPa AAS BbI-
paKeHHs CyOBEKTUBHOTO BpeMeHH UHTEPIIPETaTopa,
YIUTBHIBAIOIIETO IePCOHAABHBIN XpoHOTOIL. OTHOCH-
TEABHOMY 3A€Ch IIPOTUBOIIOCTABASIETCS] d0COAIOTHOE,
cybpeKkTUBHOMY — 00beKTHBHOE. KaXKABIi yCAOBHBI
TAaKT UMeeT CBOe BpeMsI HCIIOAHEHHS B CeKyHAAX: Ha-
npumep, 1-i Taxr — 13", 2-11 - 6", 3-i1 - 7" etc. Kak ocy-
IeCTBASIETCS Ha IIPAKTHKE TAaKOM XpoHOMeTpax? Be-
POSITHO, 3a ITApaMeTPOM BpeMeHH AUPIDKEP BBIHYKACH
CAEAWTB, KaK 32 OTAGABHO ITApTHel, YTOObI COOTBET-
CTBOBATb YKa3aHMAM MApTUTYPbL VcroanuTeAro pea-
IIHCBIBAETCS YCTAaHOBHUTD HA CBOE YCMOTPEeHHEe PUTM
AUPIDKEPCKHX JKECTOB, HCXOASL M3 OOLIell AAUTEAD-
HOCTH YCAOBHOTO TakTa. OTCYTCTBHE TPAaAUITHOHHOM
METPOPUTMHYECKON CUCTEMBI ACKAAPUPYET 3HAKOBbIA
IPHHIMIL: aBTOP BBIPHIBAETCS U3 TPAAULMOHHOM Iapa-
AWTMBI My3bIKaAbHOM rpaMMaruky. Ha yposre meTpa
Y TeMITa MbIIIA€HHE KOMIIO3UTOPA BBIIBASIETCS B AO-
MHHHPOBaHUHU HOBOT'O THUIIA CHMPOHUYECKOTO IIPO-
CTPAHCTBA, HOBOTO TUIIA APAMaTyPIUH, POXKACHHOTO
HOBBIM IIOHMMaHHeM Teposi. MeTp U TeMIT AOAXKHBI
OBITH IIPSIMO CBSI3aHBI C MUKPOKOCMOM (aHTponoc0M),
COpa3MepHbI ABIXaHHIO, CEPALIEOHEHHUIO, PUTMY IIara
geroBeka. B moatrke Bropoi cumponmnu cosnaTeabHO
u30eraeTcst 3Ta CBsI3b, YTOOBI BBIPBATHCS U3 ITAE€HA aH-
TpononeHTpusMa. Kommosurop rosopur ceoemy cay-
IIATEAIO — He HIITH 3AeCh YeAOBEKA, 3A€Ch HeT «MepbI
Bcex Belei>. Haire BHMManMe Kak HabAropaTeAs Ha-
IIPaBAEHO Ha UHOIl 0OBEKT — IIPOCTPAHCTBO 3BYKA BHE

ero MHTepIIpeTaruu yeAoBekoM. I Ipupoaa monumaer-
Cs1 He KaK COCTaBHAsI AMXOTOMUH <IIPHPOAA — KYABTY-
pa>, a B aOCOAIOTHOM 3HAYEHHH — KaK ITePBOMPUINHA
¥l IIEPBOHAYAAO — de natura sonores, HeIIO3HAHHBII 6e3-
rpaumyHbIi Kocmoc. 1 Ha 3To yKa3bIBatoT He TOABKO
MeTp, TeMII, HO U APyTHe MeXaHU3MbI MY3bIKAaAbHOM
NOSTUKH. TaK, aKTyaAU3HUPyeTCsl U CaMa 0p2aHu3ayus
8pemeruy. MeTpOPHUTM BbIBASET SHEPTHIO B My3bIKe, €€
HOTeHIMaA K pa3BuTHio. B. CrabBecTpOB 5ke BBIXOAUT
Ha 0COObIIT MeTa-ypOBeHb BpeMeHHO! OpPraHU3aLIHIL
HorHoe mmchMo NpeaCTaBACHO BHE KAACCHYECKHX
PUTMHUYECKUX CTPYKTYP, 3ByKOBBICOTHOCTD (KPOMe
CAy4aeB ITPUMEHEeHHS aAeaToann) 0603Havaercs ro-
AOBKaMH HOT. Bcrpeyarorcst n o6parHsle cAydau, B KO-
TOPBIX YKa3bIBAETCSI AUIITb CXeMATUYHO OPTaHU30BaH-
Has rpadpuyecKas pUTMHYECKasl yCAOBHASI MOAEAD, TIO
KOTOPOI HEOOXOAMMO UTIPaTh 3BYKHU IIPOU3BOABHOM
BBICOTBI B YKa3aHHOM perucrpe. Boxops Ha yposeHb
0600111eHNIT, SHEPTHS ABIDKEHHS U CTPEeMAEHHUE BIle-
PeA — 9TO TO, YeT0 KOMITO3UTOP U3beraer B ApaMaryp-
run. Mcroap3oBaHue CTpaTeruy 0TKa3a OT KAACCHYe-
CKOMl METPOPUTMMYECKON CHCTEMbl CEMAHTHYECKU
CBSI3aHO C IOSTUKOM Bropoit cumdponun, cropons-
I[eHICsl COPa3MEPHOCTH C YeAOBEKOM M HAIIPaBACHO
Ha [IOCTeIIeHHOEe OTCAAUBAHIE, OCBOOOXKAEHME 3ByKa
OT HAIIAACTOBAHUH YeAOBEYECKOT0 IIOHUMAHHS, CTpe-
MsIChb K «bare sound>, 3ByKy-Kak-Iiprpoae B OTAMYME
OT 3BYKa-KaK-KYAbTYPBL

B. CuabBecTpoB HCIIOAB3YeT HECKOABKO THIIOB
KAACTepOB B KauecTBe sepmukaiu. Tak, B mapTuu
PoprennaHo — PUKCUPOBAHHBIN U YAAPOM AAAOHH,
a B IAPTUH CTPYHHBIX COBEPIIEHHO OCOOBII KAACTEP
— AASIIIUNCS, KOHTUHYAAbHBIN, KOTOPBIN pOXAAeT
COHOPHBII MAACT $pakTypsl Takue 0OpasiisI BHIIIN-
CaHHOTO TOPHU3OHTAABHO KAACTEpPa BCTPEYArOTCS
B CuM{OHUHU B MAPTHH CTPYHHBIX HEOAHOKPATHO
(. 7,9, 1S, em.: [11; 10, 13, 21]). Tak, 11,10 [11,
14-17] - 3TO mpHMep MOCTENEHHOTO BKAKOYe-
HUS TOAOCOB B KAACTep, IIePeX0A OAHOTO KAAcTepa
B ApyTOi (sToT mporiecc AAMTCA 43 cek., COTAACHO
TEKCTy naanTypr). B Takux padmuxcs KaacTepax
IPOSIBASIETCS] «TOPU3OHTAABHOCTD > MblmAeHus. [To
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caoBaM B. CuabBecTpoBa, «3TO TO, YTO CBA3AHO C ITe-
AQASIMH B OpPKeCTpe, Kak ObI 3By4alrjast OCHOBa. < ... >
OTHU rapMOHHH — €CAH Yy Th-9yTh U3MEHHTDb PaKypC
~ CTaHOBATCA MpocTpaHcTBoM> [ 1,107 ]. Takoe uc-
IIOAb30BaHNE KOHTHHYAABHOTO KAACTEpA alleAANPY-
€T, C OAHOM CTOPOHBI, K MAKCUMAABHOM ITOAM(OHHU3A-
ITUH TKAHH, KOTAQ KQXKABIF 3BYK KAACTepa MbICAUTCS
KaK OTAEGAbHAsi MEAOAMYECKasl AMHUSA, a C APYTOH
CTOPOHBI — K COHOPHOCTH, KOTOpasi BOSHUKAET U3-
3a [IPOLIeCCYaAbHOCTH 1 TEMOPOBOI OAHOPOAHOCTH
3TOr0 KAACTEPHOT'O CAOS Y CTPYHHBIX.

daxTypa Bropoit cumpoHnu cospaercs myreM
B3aMMOAENCTBUS Tpex maactoB. O6 OAHOM U3 HUX
YIIOMSIHYTO BBIIIE — 3TO COHOPHOE NPOCHPAHCINBO
CMPYHHBLX (AASIIMXCS, C TOCTENEeHHBIM MOAKAIOUE-
HYeM/ BBIKAIOYEHHEM IOAOCOB, IIEPEXOASIIUX OAUH
B APYTOM, <« PaCTBOPSIONIMXCS> BO BpeMeHI/I). Cae-
AYIOIIUI TTAACT — B3aUMOACHCTBHE APTUM QAEHTDI,
popTenuaHo 1 yAAPHBIX, KOTOPOE B HOABIION Mepe
OCYIIeCTBASIETCS B TEXHHKe ITyaHTHAU3MA. OT™MeTHM
3Aecb HeCOMHeHHOe BAansiHue A. BebepHa Ha acreTn-
Ky B. CuabBecTpoBa. Hakonerr, TpeTHit KOMIIOHEHT
— 9TO c110co6 paboThI CO 3BYKOM, UCIIOAb30BAHUE
HETUITNYHBIX IJ_ITPI/IXOB: I/II'pr 3a HOACTaBKOIjI, Tpe-
HUS 110 CTPYHaM KOCTSIHBIM I'Pe0elIkoM, YAQPOB 10
IIeperopoAKaM pOsIAs, UTPa Ha CTPYHAX BHYTPH $pop-
Tenmano (Takue IIPHEeMbI OTA€ABHO OTOBAPHBAIOTCS
aBTOPOM B YCAOBHBIX 0003HAYEeHHSX K naanType).
CoueTaHue TaKUX 3ByYHOCTEN CO3AAET YAUBUTEAD-
HO cTepeopoHHYecKylo (QakTypy. AcCOIMaTHB-
HO-CEMAHTHUYeCKUI aHAAU3 TAaKOTO THUIA PaKTyphI
00yCAOBAEH ITOITHKOM 38y4aUfe20 MAKPOKOCMA: Pe-
LIAIOIYIO POAB IIPUOOpeETaeT membp KaK BbIPA3HUTEAD
HeKoell «cobpTuitHocTn>» Crumponun. Bunmanue
K TeMOpy — 9T0 BaxkHas yepra cumpoHu3ma B. Crab-
BECTPOBa, KOTOpasi ObIAa CTHACOOPA3YIOLIEH U AAS
ero yuureas b. Aarommunckoro. Opnaxo y B. Cuasp-
BECTPOBA, B YCAOBIIX «AePHUIIUTA> KAACCHIECKHIX
CPeACTB BHIPa3UTEABHOCTH, TeMOP CTAaHOBUTCS OCO-
6eHHO aKkTyaAeH. B cuTyariuu, Koraa CAynaTeAbCkoe
BOCIIPHSITHE He MOXKET CAEAOBATb MEAOAUH, He OIIfy-
IaeT IPaHUIIbI YOPMBI, HET <IIOACKA30K>»> PYHKIIU-

OHAABHOTO CUHTe3a, TeM6p (Kak u pakrypa) mpu-
obpeTaeT BO3AeHICTBHE OYeHb O0AbIION crabl. Ho
M CEMAHTUYECKYIO Y3HaBaeMOCTh TeMOPa KOMIIO3H-
TOP TAKKe CTAAXKHBAET, BBOAS HOBEHIINE CIIOCOObI
3BYKOM3BAEYEHUs, KOTOpble NPU3BaHbI K U3MEHe-
HHIO, <«yTOHBIIEHHUIO >, YCOBEPIIEHCTBOBAHHIO CAY-
maTeAbckoro BocnpusTus. B. CuabsecTpoB cAOBHO
IIPHU3BIBAET K yousAeHUt0 epe) peHOMeHOM TeMbpa.

TeMbI B KAACCYECKOM €€ TOHUMaHHH (KaK mpo-
TUBOTOCTaBAeHUS peabed-PoH) Mbl He cAbimuM. Her
4eAOBeKa, COOTBETCTBEHHO, HET TeMbl, KOTOpas TaK
MAM MHAYe AlIeAAUPYeT K CAOSKUBIIEMYCsI HHTOHAITHU-
OHHOMY CAOBApIO MY3bIKAABHOM KYABTYPbI, IIO3TO-
My ee TPYAHO OOHapyxuTb Bo Bropoit cumdpoHum.
OAHAKO CAeAyeT «OITO3HATh>» KOMIIAEKC 3BydYaInei
nHpopmanuu. TeMOpOBbIe KOHTPAITYHKTBI, COHOP-
Hble COYeTAHMS U ITyaHTHAUCTHIECKHE «BCITBIIIKH >
3ByKa SBASIOT HOBBIN Tun TeMaru3Ma. Hasosem ero,
BocAep B. bobposckomy, paccpedomouentvim, 1mo-
CKOABKY QYHKIIUS TeMbl AOCOAIOTHA B CeMaHTHYe-
CKOM ITPOCTPAHCTBe IPOU3BEACHUS.

IIpocaeAuTD MPOIIECCYaABHOCTD APAaMaTypPTUU
B ee QpyHKI[MOHAABHOM MoHUMaHuu (i: m: t), ocHo-
BaHHOM Ha IIPUHIIMIIAX TOHAABHO-TEMATUIECKOTO
CHMHTaKCHCa TIOYTU HeBO3MOXKHO, TIOCKOABKY paccpe-
AOTOYEHHBIN TEMaTH3M TPYAHO ITOAAAETCS aHAAU3Y
B KaTeropusax ABrkeHMs. 11 He MypapeHO: Beab Bce
CPeACTBa My3bIKaAbHOM BBIPAa3UTEAbHOCTH, O KOTO-
PBIX IIAQ peyb BBIIIE, IPEAITOAATAIOT HAXOXKACHHE
B ITAOCKOCTH MHOM ITAPAaAUTMbl, UHCTUHKTUBHOTO
XKEAQHUS « Pa3ABHHYTD> I'PAHUIIBI TOTO, YTO TPAAH-
ITHOHHO TTOHHUMAETCs IT0A CEMAHTUKOHN CUM(OHUH.
IIpepsaraem Bocnoab3oBaTbcs noustueM k. Ma-
LIMEBCKOTO KoHmonayus [8], Auxoromudecku cs-
3aHHBIM C KaTeropei nHToHanuu. Ecau BepHyThCA
K 9THMOHY, HHTOHAIIUS €CTb COIPSDKEHHE MEXAY
TOHAMH, 3ByKaMH, aKTyaAU3HPYIOIljee BpeMeHHOH
¢akrop, paxrop mpoueccyasbHbii. KonTOHALNMS SXe
(con-ton — «co(smecme)-TOH> ) aKTyaAUBHpPYET IPO-
CTPAHCTBEHHbII IapaMeTp, 00BEAUHSIS PACCPeAO-
To4eHHbIe 3BykH. PeHOMeH KOHTOHAL[UH SABASETCS
CBOET0 POAQ «3aLIUTHBIM MEXaHU3MOM >, 0bepera-
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fomuM 6a30BbIit mocTyAaT b. AcadppeBa 0 TOM, 4TO
MY3BIKa — 9TO UCKYCCTBO HHTOHUPYEMOTO CMBICAQ.
160 volens nolens y caymareas ecTs xeAaHue Me-
Aopndeckoro Havaaa. [Iponurupyem C. JKmxeka:
«...MBI TI0YeMy-TO Ha4YMHAeM YyBCTBOBATb CeOs
o6ManyThIMU. OTKYAQ B3SIACS 9TOT TOPU30HT OXHU-
AQHUM, KOTOPHIN YCUAMBAET OIIYIIeHHe TOro, YTO
MEAOAMH He XxBaTaeT?>» [S]. MBI HIeM M >KaXXaeM
CO-eAIHEHUSI 3BYKOB, Mbl «BCKOPMBIIIN>» TEOPUH
HMHTOHAIINH, HAIlle YXO IOMHHUT, YTO0 eCTh UCKYCCTBO
HHTOHHpYeMOro cMmbicaa. CaymaTeato 3s6Ko0 6e3
BCEro TOTO, Ha YTO OIMPAETCS KAACCHYECKHI aHAAU3
MY3BIKH, OIYIasi AUIIb PA3PeKEHHOCTD, BCIIBIIIKH
«CBEPXHOBBIX>» U HeBepbaAusupyeMoe uHPpa-

KpaCHoe MOAYaHHE <<‘-IeprIX Ablp» — Hays. %1 I10-
3TOMY Ha IIepPBBIH ITAQH BBIABUTAETCS OILTyIeHUe
IIPOCTPAHCTBA, A HE BPEMEHU: «3AeCh IPOCTPaH-
CTBO — BCe, HOO BpeMs yKe He OKUBASIET TAMSITb>
[2,20]. D10 eAMHCTBEHHOE, 9TO SICHO TPOYHTHIBA-
eTCsl IIPU OTCYTCTBUH APYTHx 3HaKoB. OcaabaeHue
dakropa BpeMeHH (CTaTUYHAS MPOCTPaHCTBEHHAS
APAMaTyprusi) CO3BYYHO MOMCKaM MeTadH3UKHU
XX Beka: «... Mbl B pUAOCOPCKOM IepCreKTHBe
HHUKOTAQ OKOHYATEABHO He 3HaeM, CYIeCTBYIOT AU
peHOMeHBI BpeMeHU U eCTh AU BOOOIIe BpeMsi BHe
JeAOBeYeCKOTo CO3HaHMuA>» |4, 58]. IIpocrpancTBo
SIBASIETCSI TeM MapKepoM, KOTOPBIN YKa3bIBaeT Ha
KOHTOHATHUBHYIO ApaMarypruio CuM¢PoHHH.
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Mpumep 1. B. CunbBecTpoB. CumpoHmnsa N2 2, umppa 22 [11, 27]

B aApamaryprum Bropoii cum$ponmy npucyTCTBY-
eT aAAIO3MA K QYHKIJMOHAABHOCTH i: m: f, HAMEK Ha

CTPYKTYpy Ha ypOBHe TeKcTa. Tak, B mapTUType ecTb
aBTOpCKHe yKasaHus LUQp, 6Aaropapst KOTOPHIM
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ACHO pasAMuMMBbI 6cmynierue (YCAOBHBI TakT 13>
Ao 1. 1) m ko0da, KOTOpPasi HAYMHAETCS TIOCAE IPAaHA-
naysbt (c 1. 23). 3aBeplieHue OCHOBHOTO Pa3peAd
cumdonuu — TakT 20> (1. 22) mpUMeyaTeAeH TeM,
4TO 3A€Ch EAUHMYHO BCTPEYAeTC sl CEeMAHTHKA IIOBTO-
Pa Ha ypOBHe TeKCTa. ABTOp IPEATIHChIBAET UI'PATH
TPyMIIy HOT B paMKe, TOBTOPsI ee HECKOABKO pa3
B Teuenue 20 cex. (ITpumep 1):

TakyX MOBTOPSIEMBIX «TEMbI>» YeTBIPe — COAO
Paeiimol (HOTI/IPOBaHO 3ByKOBBICOTHO B Te€XHUKe
IIyaHTHAU3MA, HO 0e3 pUTMHYEeCKHX yKasaHnﬁ),
napTus ydapHeix (3amucaHa KOMOMHUPOBAHHO —
AMTaBPBI — 3ByKOBBICOTHAS HOTAIHsl, KOAOKOABYH-
KU U BUOpadOH — aAeaTOpHIEeCKH, COTAACHO Tpa-
$rueckoit MOAEAH), HapTUs popmenuano (Hrpa o
IeperopoAkKaM BHYTpU GOPTENHAHO C aTOHAABHOM
HMMIIPOBH3alMell Ha CTPYHAX BHYTPU UHCTPYMeH-
Ta) U CMPYHHBLX (ToraspHas aAeaToOpHKa: UTPa 3a
IMOACTAaBKOM COTAACHO MOAEAH, 3aT€M — aTOHAAbHAS
I/IMHPOBI/ISaHI/I}I). BrinmcanHbIe MOAEAY BU3YaABHO
HAIIOMHUHAIOT CTpeTTo B ¢pyre. Kaxkpas rpymnma HOT
B paMke AAuTCs 3». HecMoTpst Ha TO, 4TO AMHAMU-
4eCKH 3By4aHHe IPeHMYIIeCTBeHHO B 30He piano,
6Aaropapsi 9TUM IMOBTOPaM Ii. 22 BOCIIPUHUMAET-
csl KaKk cBoero poaa KyabmuHanms. Ho He Takoro
THUIIA, KOTOPasi OCHOBAaHA Ha MPOQHAe BOAHBI U IIOA-
TOTOBA€HA IIPEABIAYIIUM Pa3BUTHEM, a, CKOpee, KaK
CEMaHTHYECKU «OCsi3aeMasi> AUIIb 32 CUYET OTIUCAH-
HBIX BbIIle TPEXCeKyHAHBIX CETOB M HUKAK He CBS-
3aHHas C MPeAbIAYII e AOTUKOM ABMKeHMs. MHTO-
HALIMOHHO — I10 OOABIIEN YaCTH, Mbl HMEEM AEAO
C aA€aTOPHUKOH, IIO3TOMY KaXKABIN Pa3 CABIIIUM He-
CKOABKO HHbI€ «KBAaHTO-MOTHBHbIE>» IIOCTPOEHUS
U CAyX He MHTePIPEeTHPYeT UX KaK IIOBTOPSIOIH-
ecsl, XOTs U 9yBCTBYeT U3MEHeHHEe <IIAOTHOCTH>
$axTypsl.

Ha xoHTpacTe c 3aBepuieHreM OCHOBHOH Ya-
cry, xopa (11.23) BOCIIPMHMMAETCS COBCEM HHade.
ToTaabHast HIMITPOBU3AIUS HATYPAAbHBIMHU PAAKO-
AeTaMU CTPYHHBIX (HapTI/I}I Ka)XAOTO HHCTPYMEHTA
BBIITIICAHA OTAGABHO!) — B COYETAHUH C UTPOM Ha
CTPyHaX BHYTPH OPTENHAHO Ha IEAAAH U ITyaHTH-

AWMCTHYECKUM MepLiaHHeM pianissimo GAeNThI U yAap-
HBIX — POKAQET yHUKaAbHOe 3Bydanue ([Ipumep 2):
3amMeTHM, YTO 3aBepIIeHHe KOABI AeMOHCTPUPY-
eT yAMBUTEAbHbIE aKyCTUYEeCKHe COBITAACHHS C 3aITH-
CAaHHBIM B OTKPHITOM KOCMOCE 3ByKOM. JTO IIPOEKT
HACA (NASA Sounds from Across the Solar System)
HavaAa 2000-X roAOB, KOTOPBIN COCTOSIA B MHTEpIIpe-
THPOBAHUH B 3ByKOBbIE BOAHBI 3aITHCAaHHBIX B OTKPBI-
TOM KOCMOCe 9A€KTPOMArHUTHBIX BOAH, oOpairas
6e3amoaBue BceAeHHOT B «My3bIKy cdhep>. Mexay
HaITMCaHUEM CI/IM(l)OHI/II/I U 3THM IIPOEKTOM — Pa3HHU-
1a B moaBeka! HecoMHeHHO reHnaabHOE npedcAbI-
IIaHHe KOMITO3UTOPa, KOTOPOe BBIAUAOCH B aBTOP-
CKO€ OIIPEeACACHHE <KOCMUYECKUe Nacmopaiu> 1o
OTHOIIEHUIO K ABAHTAPAHBIM COUMHEHUSIM PaHHEro
nepruopd. CUMBOAMYHBIM SIBASIETCS M 3HAK OeCKOHed-
HOCTH Hap 3aBepHIAIOIUI Mpou3BeAeHHe $pepMaToi
— KaK BBIXOA U3 KOOPAMHAT «4EAOBEYEeCKOTO> Bpe-
MeHH, 160, mo caoBam I Y. TymbpexTa, «... AToAsIM
CAOXKHO TIPEACTABUTD GpeHOMEHbI 6e3 HadaAa i OKOH-
vanus. Hamre co3HaHue He clocoOHO Ha 9TO H3-32
6a30BOM TEMIIOPAABHOI CTPYKTYPbI» [4, 58].
Buisodvi. Bropast cuMmpoHmMs peACTaBASIET 0CO-
Ob1i1 TUIT CUMOHU3MA, A UIMEHHO: ee CeMAHTUYeCKHUH
MOAYC MBI OIIpeaeAsieM KoHuerrroM Musica Mundana.
BecxoMITpoMICCHBIN BRIXOA 32 paMKH MEMHCTPUMA
aKaAeMUYeCKOM TPAAULIUH OKA3AACS BeChMa yOeAU-
TeAbHbIM. E€ pojkaeHMe He TOABKO He 0CTaAach Map-
TMHAaAbHbIM CO6I)ITI/IEM MYBbIKaAbHOfI HCTOPHH, HO
CIIOCOOCTBOBAAO M3MEHEHHUIO ITyTell pa3BUTHS XKaH-
Pa B YKPauHCKOI My3bIKe OoCAeAHel TpeTu XX Beka.
9TO0 counHeHHe — MaHU(ECT 3By4alllero YHUBEepPCYy-
Ma, My3bIKI KaK 00beKTHBHOM AyXOBHOI PEaABHOCTH,
a )KaHpOBasl SKCIAMKAIIMS OTCHIAAET K STUMOHY «CO-
3Byunsi>. OTCI0AQ IPOCTPAHCTBEHHOCTb CUMOHH-
4eCKoi pOPMbI, alpOLeCCYaAbHOCTD U, PaKTUYECKH,
Pa3pbIB C aHTPOIIOAOIMYECKOM KOHIIEIIIUEeN XKaHpa
(M. Apanosckuit). O6pamenme K CMMPOHUU KaK aHa-
AOTY MY3BIKAABHOT'O KOCMOCA — MUPOBOMY C0-38Y4110
— BbI3BAaHO UMMaHEHTHOM TATON Y€AOBEYECTBA K PAAO-
CTH BCAYIIUBAHMS, OCO3HAHHIO 3ByKa KaK IJleHHOCTHOM
KaTeTOPHH, OYHIEHHO OT AF0OOI TPEAB3STOCTHL.
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Mpumep 2. B. CunbeectpoB. Cumdonuna N2 2, koga, umndppa 23 [11, 28]
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Bropas cumdonus B. CuabBecTpoBa cTaBUT
BOIIPOC O Hay4HOM 9MIATHH AAS OCO3HAHHUA ee
MHAKOBOCTU U IPOBOLUPYET MY3bIKOBEACHHE
K KOTHUTUBHON «PEeBHU3HH>» METOAOAOTHYECKUX

CTBEHHO CTPYKTYPHO-CEMHUOTHUYECKON MOAEAU
1 HECOOTBETCTBHIO JKAaHPOBOMY MHBAPUAHTY OAa-
TONPUATCTBYET cBoboae KOMIIO3UTOPCKON HH-
TepIpeTalluy U MPUTAAIaeT K AAAbHEHIIEN mep-

rpanur. 'AyOUHHBIN aHAAM3 TEKCTa MPOU3BEAE-  COHAAU3ALUH OHTO-COHOAOTUYECKON KOHIJeIIIUU

HUS BBUAY HESIBHOM, HEBBIYAEHAEMOMN Hemocpes-  CUMPOHUMU.
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A LOOK AT THE REGIONAL SEASONAL FOLKLORE
AND THEIR ORIGIN. THE ROLE AND IMPORTANCE OF
FOLKLORE IN THE DEVELOPMENT OF DANCE ART

Abstract. This article discusses the development of folklore traditions and their causes, and the
importance of art in the development of our art today. There are thousands of regional folk songs

and dances in our country that tell us that they have been studied and are being studied to this day.

Keywords: Folklore, folk science, nationality, songs, dances, sayings, seasonal songs, ceremonies,

holidays, weddings.

There is no nation that does not celebrate holidays
with different relationships. Each nation has its own
customs, celebrations and rituals. Ancient national
holidays and ceremonies are like living history that
goes from mouth to mouth and itis a tradition that as
if one wishes health, abundance, prosperity and cel-
ebration of an important date in one’ life. There are
seasonal, social and family ceremonies. Every holiday,
every ritual in the life of the people, seasons of a cer-
tain period have a meaning that represents a specific
theme. Existing seasonal folklore samples still play a
special role.Seasonal and ceremonial songs are among
the most ancient examples of Uzbek folklore. The atti-
tude of our nation to the ancient cultural heritage and
values is clearly reflected in the seasonal ceremonies
and songs. Seasonal rituals consist of poetic compo-
sitions such as controversy, responsiveness in terms
of artistic structure and this structure is particularly
important as examples of word art [1].

Mahmoud Kashghari’s “Devonu Lugatit turk”
book shows that the history of folk songs about sea-
sons and ceremonies dates back to ancient times. As
we know, people have made accurate calculations of

time based on events that take place in nature and
natural disasters. That is why special attention was
paid to natural events. Because of these natural phe-
nomena, seasonal references, songs and dances were
created because of the references to the worship of
rain, water, wind, sun, fire, and these beliefs. Seasonal
songs and dances, religious beliefs, historical events,
national ceremonies are the essence of national holi-
days [2]. Consequently, depending on the seasonal
rituals and word-by-passage, it is possible to give an
idea of the national peculiarities of the area where
the rituals and ceremonies are held. For example,
if there are twelve provinces and one autonomous
republic in the country, we also divide the ceremo-
nies and rituals in the regions. We summarize the
Andijan, Namangan, and Ferghana regions and call
them the Valley, and we call the area “Oasis”, except
for the great capital Tashkent [3]. We have a special
emphasis on folklore in the field of folklore, with
seasonal ceremonies belonging to the “Valley” and
“Oasis” and songs, dances and poems [4].

For example, as we all know, at national holiday
parties, in fairy tales or on television, there is no one
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who does not know about the “Sust Hotin” (Lazy
woman) ceremony. It is one of the oldest and most
popular examples of the seasonal folklore. The “Lazy
woman” is a rain-calling ceremony, that is usually
held in spring. Folklore researchers found that the
rituals were widespread in certain regions of Sur-
khandarya and Kashkadarya regions. According to
some sources, even the habit of rain-calling is praised
in the ancient Avesto, in this ceremony people wor-
ship the god of the celestial waters whose name is
Tishtriya. In areas where agriculture was developed,
timely rainfall was of the utmost importance. The
drought was a great disaster for the people who were
farming. That is why people invented the seasonal
“The lazy woman” ceremony [ 5]. Interestingly, many
people in the areas celebrating this ceremony say
that dozens of examples of rain poured down the
week after “The lazy woman” ceremony. That is why
the people have been carefully prepared for such cer-
emonies and have become accustomed to observing
every action. The song “The lazy woman” begins:

Sust xotin, suzma xotin, ( Woman, lazy woman, )

Kulankasi maydon xotin! (Fat woman!)

Yongir yogdir xul bulsin (Let it rain, let all get wet)

Yeru jahon kul bulsin. (Let the whole world be a lake.)

“Choy momo” is one of the seasonal specific cer-
emonies [ S]. The song samples for the “Choy Momo”
ceremony are also remarkable for their antiquity. The
“Choy momo” ceremony will be held to stop the ever-
growing storm that damages the farmer’s crop. This
ceremony is not as widespread in the regions of Uz-
bekistan as “The lazy woman”. Scholars of folklore say
that the ceremony of “Choymomo” is held more often
in Sayram district of Shymkent. In the “Choymomo”
ceremony, it mainly creates the situation where the
wind is applied to stop. The following song will be
played at the “Choymomo” ceremony:

Choy, choy, choymomo

Choy momosi ulibdi, (Choymomo is dead,)

Ugli yetim qolibdi, (Her son remained as an orphan,)

Bosa-bosa beringlar. (Continue slowly.)

Bosilib qolsin bu shamol, (Let this wind be suppressed,)

Uga-uga beringlar, (Give it to her,)

Ugilib qolsin quv shamol, (Hail the breeze,)

Obloo, oblo-hu,

The wind calling ceremony is also one of the tra-
ditions of our ancestors. About this ceremony the
folklorist B. Kh. Sarimsokov insists that only one
song was saved till today.

The series of mythological representations of
the Uzbek people related to the wind cult relating
to the religious views of the matriarchal period is
called “yallimomo” or “yalala momo”, and the patri-
archal period forms a belief system about the naked
father. Folks’ opinions about them have been part
of the Uzbeks of the Lower Zarafshan oasis in the
ritual of wind stopping. “Yalli momo” is one of the
characters in Turkic people mythology and is more
ancient than “Choymomo”. Because it contains a pe-
culiar form of sacrifice to the owners of the wind —
the puppet making and burial.

In other words, seasonal songs such as “Raincall’,
“Windcall’, “Stop the wind” prove the proves that
the profession of agriculture still exists among our
people, and that our people have a great respect for
the values of ancestors. [6] Respect for the inheri-
tance of ancestors is an approvement that we have a
sure hope for the future of our people. Such seasonal
rituals are still being studied today, and new and old,
unpopular species are being discovered by our folk
scholars. This will further expand the range of folk-
lore samples. They will enrich our cultural treasures.

Uzbek dance art is based on national charm, dig-
nity, humility and originality. Dancing is expressed in
rhythmic body movements similar to music. Danc-
ing is present in different cultures and is played as a
form of expression of emotions, social connections
or for entertainment.

There are different types of folk dances in differ-
ent parts of the country. They can be categorized as
follows:

1. Khorezm folk dances.

2. Surkhan folk dances.

3. Folk dances of Tashkent and Ferghana.
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4. Bukhara folk dances.

Khorezm folk dances — mostly in harmony with
the songs being sung in the direction of khalfa.
Khorezm folk songs are performed by performing
dances that are unique to it. The soft and bell-like
sound of the khalfas combined with the delicate
and playful melody of the bowl revealed a unique
melody. They are princesses of festivals, girls” gath-
erings and women’s parties, adding joy to the wed-
dings and celebrations, and creating good feelings
in the hearts through playful songs, delicate dances,
charming songs. There are also Khorezmian dances
based on such games as “The strong sand” and “Get
the coin”. The Khorezmian dance art, which has been
developed mainly on the basis of folklore, nowadays
is gaining popularity not only in our country, but
also around the world. Although women singers in
Khorezm are called “khalfa’, they are not limited by
singing. They are well versed in many types of khalfa
art. In particular, they have been involved in dance.
At the beginning of the 20th century well-known
khalfa artists, known in Khorezm, sang only among
women and won the respect of the people [7].

Surkhan folklore songs and dances — Surkhan-
darya is an ethnofolchloric territory, preserving ele-
ments of ancient culture of the Kushans’ Bacteria.
The history and culture of the Turkic and Iranian
peoples are intertwined in this oasis. This is also re-
flected in folk art. In Surkhandarya art, customs and
material culture there is an intersection between the
ancient Sogdian, Turkic and Eastern Iranian people.
It is reflected in traditions and customs, folk genres
and their performance, music and dance.

Many folk songs, dances, harps, mourns, and mu-
sical instruments are connected with folk customs.
Specific song genres such as songs, songs, lapars,
yalla and songs are also common. The unique ethnic
composition of the oasis influenced some types and
genres of musical folklore [8]. In many districts and
in some villages, ceremonial and labor songs play a
major role. In their wedding ceremonies, the music
is played by the accompaniment of the trumpet and

the doira, and the solo dancing of the same music.
Some districts have their own songs and genres [9].

Jahr songs are those which were created with
intense emotional agony. These songs glorify the
power of nature, the mythical creatures. The songs
performed at various gatherings, such as “Jahr” and
“Sadr”, are sung with great excitement. It is possible
to see the worship in the dances. Stretching his arms
out toward the sky and regularly tapping his feet to
the ground, this is exactly what Surkhon dances
show. People who attend the ceremonies never know
what fatigue is. But the force that goes in the Surkhan
dances proves the opposite.

Celebrations in some districts of Surkhandarya
are held with the help of a chankovuz or a doira. And
among the Surkhon folk dance, “Changovuz” is very
popular. Bakhshi’s poems play an important role
in wedding ceremonies. Men and women dances,
which are composed of Surkhan dance movements,
are also of particular interest. Boysun dances are
especially common [10]. Especially attractive are
female dances such as “Koshik dance” and “Kayrok
dance” (dances performed with special stones and
instruments). Men dances like “Sarbozcha”, “Sword
dance” are distinguished by their fighting character.
The theme of the colorful genre of Surkhandarya
epic folklore is unique with its wide range of visual
possibilities and ways of performing. The oasis is
distinguished by the fact that epic folk art has its
own local style. Ancient songs and dances are not
only memorable. They are also included in the rep-
ertoire of the folk ensembles “Shalola”, “Baysun” and
“Kungrad”, and children folklore ensemble “Kuralai”
Songs and dances are the reflection of the worldview
and spirituality of their dreams and hopes, the life
and everyday social living style of people. Currently,
the region’s ensembles are doing a great job of pre-
serving the national singing and dance traditions of
the Republic, especially Surkhandarya folklore.

Folk dances of Tashkent and Ferghana — Folk
songs and dances of Tashkent and Ferghana are
mainly the combination of yalla and lapar. Methods
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for performing the songs “Jamalagi tillo kizgina” and
“Yalla jonim, yalla” in Tashkent and Ferghana are de-
veloped. Folklore of Tashkent and Ferghana will im-
prove their knowledge by performing dances unique

to it. In Fergana, women of folklore ensembles, such
as “Omon Yor’, “Kokand Yor-Yor”, founded by Ra-
himahonim Mazohidova, still preserve songs and
dances in Fergana [7].
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Music is a miracle associated with theology. Of
course The harmony is the natural that man has set
the secrets of nature and life. Because the harmony
opens the mind of the people heals the sick body of
the society and heals thr heart. Because the musi-
cian speaks of the puritiy of the divine and strength-
ens the body of man and society. Hijron (assumed
name is the poet) the melody that heals the soul of
the people is a melody that has a lot of mystery and
sicerity. Music plays an important role in art educa-
tion. There are many students who are doing rease-
arch in this area today and there are many teachers
who teach them. The higher education system is the
most important part of the learning process and the
teaching profession needs to have a great deal of ex-
perience and skills. However still there a lot of prob-
lems in this area need to be explored and need to

be more importantly a wider use of new approaches
and techniques. As for pedagoges they must use new
methods. To increase effectiveness of the transfer of
students interest in music they must taking into ac-
count the followings.

In this process teachers should focus on practical
exercose students listening. As a community singing
features such as rhythmic daring of music their abil-
ity to interrupt is even more about music literacy in
theoratical lessons.

The concept is one of contemporary and classical
music. Ineractive method or advances pedagogical
technolies which one is the better for teaching cultural
music. There are several approaches that can be used
in one lesson and the methods must use as a comple-
ment each other. The effectivness of pedagogical tech-
nologies is provided by the organization of musical
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education on the basis of a well known purpose as
well as by the appropriate form and methods.Includ-
ing technical means for demonstrating computer
and other musical instrument styles practical lessons
the best practices of leading teachers of pedagogical
and psychological tools. A new system for evaluating
non traditioanal forms of lessons such as pedagogical
technologies. The most important criteria for detem-
ining the efficency of the sound adjustment.Exercses
are performed before the bird can be moved. At the
same time achieve pure clear sound adjustment and
not to tire readers. Inside of the note there will be
a letters and it will be sing as a musical way. Read-
ers sing and the prounciatian of the development of
such manuals is also supported. As a help of the close
rhymes and strippes children can set up their voice
exercises. From it they know breath clearly. The way
of how to clear breathe we recommend blowing the
ball and from it they know breathe technice.Students
should go for a sing song during a volume setting ex-
ercises. At first the song and the authors of the text are
briefly presented in the interview. Conversation helps
students to develop a holistic understanding of the
topic and develop the ability to expreas themselves.
It is not enough to have a superficial acquantance
with the basic rules of practise in the development of
music a through and profound study of this subject.
As folk culters grow so does the folk art. This gives
the composers greater access to the richness of their
songs.It has been teaching high school students to
impove the effectiveness of music lesson.It is advis-
able to use interdisciplinary techiniques especially
computer technology from time to time to listen to
the music and video recordings. Criteria for measur-
ing the efectivness of pedagogical technologies used
in music education. State standarts and curricula are
developed on the basis of content. The observation of
memory along with the skills and they have acquired
isa ﬁgurative representation of memeory consolida-
tion. To create creative independent thinking artistic
initiative and requirments for developing such musi-
cal tastes.The main way to achieve a certain amount

of efficiency in time technological approach to the or-
ganisation of music lessons is recognized. Whatever
the area of teaching as a teacher is through this well
known schedule studentsshould be organized accord-
ing to their understanding.

According to the new topic it divides into 3
groups. 1. Group I know. With these types of students
itis necessary to reduce the nation of ownership with
more new information and in thr process combine
the old information with new useful information. 2.
I want to know. It is appropriate to work with the 2
group of students to provide a simpler but less accu-
rate information. 3. I found out. Such students should
be given as many homework as possible.Also my fa-
vorite activitay for music students os to be community
singer.It is popular among genres of music plays an
important role in students musical tastes and aesthet-
ics.The combination of music and accompaniment of
music is what brings the students together. Asna team
its advisable to perform sound tuning before singing
so as to enhance student voice quality while perfom-
ing. Such as exercises should be done prima inverted
and quintile. The use of voice tuning exercises from
our national tones is also of great use. The collective
singing is inextricably linked to the vocal horror sing-
ing skills and the hormonious sound of the musical
instruments consist of breathing sound and it is for-
mation. In thier process it is advisable for students to
control the relaxation of the skull and the lower jaw
while keeping the body free of shoulder and shoulder
muscles. Exercises in groups encourage students to
intract and collaborate.It is necessary to provide con-
venience for students in any process. Todays students
are very progressive and inquistive. In every aspect of
the field the educator should broaden the magnetic
field of knowledge for himself and involve many stu-
dents around the field of knowledge so that they do
not waste thier time walkimg around bad ideas and
free times. Only then will be able to contribute to the
prosperity of our country with our little profession.
Nowadays are in the hands if the youth. We are peda-
gogics must control that orocess. We have a huge re-
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sponsibility and justify the trust we have in our indus-
tries. Educating talented students in music education
we need to extend the lives of our natioanal musicians.

The musical drama is a peculiar genre which
turns up with affords of playwrights, poets, com-
posers, musicians, dancers, and many other charac-
ters. As an example of Uzbek musical drama we can
list H. Niyazi’'s “Maysara’s Case”, Zafari’s “Halima’
Hurshid’s “Layli and Majnun’, S. Abdulla’s “Tahir
and Zuhra”.

Many moments of actor’s creativity in a musi-
cal performance are predetermined by the music.
The ability to listen to music and turn the logic of
emotions into it is one of the hallmarks of a musical
theater actor.

At the birth of performances based on a musical
drama, the composer writes music for that particular
performance. Musical solutions to stage events are
composed by the composer. After that the musical
part of the performance is prepared. They work with
the conductor, the concertmaster, the choirmaster,
and the orchestra. Work on the partition will con-
tinue with the role-playing musicians.

That is, the actors memorize arias, duet, chorus
and choir and prepare their performance with a con-
certmaster and orchestra. Music is an integral part of
musical theater. The music is valued along with the
acting as the idea, work, genre, composition, scene
and character of the work become clear, the musical
solution of the diploma play is shaped. It is cleared
out where, how and when the sound of the music
fragments will be played. Each piece is provided with
the role, character, artistic role of the scene decision,
and reveals the artistic form needed in the play. It
is the music that resonates with the realities of the
stage, the music that makes the reality even more
accessible and transparent. For example, someone is
drowning and some are trying to save it. Polyphon-
ic, versatile and meaningful music that unveils the
struggles of tragic death and its rescue. It is also a
musical distraction, depending on the nature of the
event, to make it more effective.

Music is so powerful that it instantly captures
both the heart and the mind. Another peculiarity
of the power of music is that it draws the attention
of all people to goodness and beauty. When we add
the magic of acting skills to the power of this music,
we can safely say that the power of magical miracle
comes into play. This powerful force can soften the
hearts of anyone. The musical theme of the play is a
dramatic work and a creative leap in the performance
of the play. The melody is dictated by the tone, di-
rection, tempo, rhythm of the instrument used, and
the movements of the tune. The theme of the work
is mainly expressed by the emotional exhilaration of
the work through the performances of the secret in-
ner and emotionally explicit external life.

In contrast to other theaters in Uzbek musical
drama theatre, the composer presents his or her
work through notes, depending on the events and
actors in the play. We call the composer’s work “Aria”.
If this aria cannot be expressed through the words of
the heroes in the play, both inside and out, the music
will be formed by the help of the music. Perform-
ing a combination of words and melodies will have
a different effect. Therefore, it would be appropri-
ate to bring together “Vocal” and “Scenic Speech”
subjects to co-ordinate the “acting skills” in training
future actors of musical drama theaters. Vocal art is
one of the oldest forms of musical art, with the art
of conveying the ideological and creative content of
music through the use of singing, with lessons being
taught to achieve the right and pure performance of
students. The role of the future actor is chosen based
on the sound range.

Vocal science has a profound effect not only on
the actor’s aria performance, but also on his speech
in every speech, and if the actor does not properly
breathe in the process of moving from a cheerful
image to another, he may suffocate his voice. It is
possible to study the sound of breathing correctly
and vocal training in vocal science. Let’s take a closer
look at the concept of “Aria”, which we mentioned
earlier. Aria is not a specific expression of opera or
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traditional performance. It is not an exaggeration to
say that it is a mixture of both directions. The genre
of musical drama theater is a unique genre for Asian
people and especially for us. It is not an exaggera-
tion to say that the arias in this genre, which is ap-
peared first and foremost in Azerbaijan, and then in
our country arose in the harmony of national vocal
art and opera.

Another feature of the “vocal” phenomenon is that
it is possible to ensure that not only an actor but also
awhole collective voice can be played. In the musical
dramas, the chorus is played by the chorus, which is
now an integral part of the musical play and musical
playwriting. During the musical performance, arias,
duet, trio, quartet, quintet music are created, depend-
ing on the ideological content of the work and the
hero’s character. Chorus should also be considered as
one of the actors. The chorus performed as a whole
team can create a unique atmosphere for the work.

It is also important to say that one of the big-
gest problems in musical drama theaters today is
bad voice actors. True, that this young actor has a
very good acting ability, but what if he has little voice
abilities. Or, on the contrary, his high acting skills

are unbearable. Both of the above cases cannot jus-
tify each other. The disciplines of “acting” and “Vo-
cal” are interrelated and necessary. This was the case
from the time the first musical drama theaters were
created, and it should be so in future. The Musical
Drama Actor must also be highly skilled in acting
and singing. Unless today’s young actors can thrill
the hearts with their acting skills and the sound of
their voices as our great mentors: L. Sarimsakova,
X. Nosirova, R. Hamraev, M. Gafurov, Y. Hatamova,
N. Alieva it is inevitable that some of them will be
forgotten very soon.

In summary, the two aforementioned disciplines
must be interdependent. It is advisable to teach both
disciplines in groups and individually three times a
week in educational institutions. If today’s practice
reaches its strength tomorrow, it will be easier to
learn another new topic. As we bring up future musi-
cal drama theater actors, we should at the same time
provide them with a solid knowledge of each subject
and not let future generations repeat their mistakes.
I think that the future of our country, like any other
sphere, depends on art. Theater is a place of educa-
tion and spirituality.
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NMCTOKU NPODECCUOHAJIbHOU PEXXUCCYPbl Y3BEKUCTAHA

Annoranus. CraTbs IOCBsIIeHa HCTOPUU IIPOPECCUOHAABHOM PEXXUCCYPhI Y30eKHcTaHa, KO-
TOpasi COCTaBAsIeT HEOThEMAEMYIO YaCTh TeHe3Hca MUPOBOTO ClieHndecKoro uckyccrsa. [lo ucrune,
HeOLIeHUM BKAQA OCHOBATeAs IPO¢$eCCHOHAABHOM PeXXUCCYphl Y30ekucTaHa MaHHOHA YiIrypa, KO-

TOPbeI BBIXOAMT 34 paMKH HaLIHOHaAbHOfI TeanaAbHOfI IITKOABI.

KaroueBbie caoBa: KYAPTOBbBIE O6pHAbI, HaIlMOHAAbHbBIE TPAAUIINH, TEATPAAN3OBAHHDIE 3pEANIIA,

CpeAHEA3NaTCKHE ITAMATHUKH, XYAOXKECTBEHHO-3CTETUIECKA KYABTYPA.

Y36eKkcKkoe CIieHnIeCcKOe UCKYyCCTBO OTAMYAET-
cst 6OTraTCTBOM HAIJMOHAABHBIX TPAAULHI, POpPM
1 (eHOMEHOB, OTPAKAIIIUX Pa3AUYHbIE IIOXH
Pa3BUTHA XYAOXKECTBEHHOM KyAbTYpbl. Mamaakan
PaxMaHOB B CBO€I KHUTE « Y30eKCKUI Tearp C ApeB-
HeWINX BpeMeH A0 17 ropa», roBopsi 06 ucTokax
CHHKPEeTHYeCKOTO XapaKTepa TeaTPaAbHOIO MCKYC-
cTBa Y3bekucraHa, mopuepkuBaA: «CpepHeasuar-
CKYe MaMsTHUKU ApXandeCcKOro H300pasuTeAbHOTO
HCKyCCTBa IOMOTAIOT HaM IIOHATH IPOIIeCcC 3apOXK-
A€HMSI CAaMBIX IIPOCTBIX 9AEMEHTOB OYAyILero Tea-
TPaABHOTO UCKycCTBax» [ S, 141].

EcrecTBeHHO, YTO AIOAM B MACKaX JXMBOTHBIX A€-
AAAM 9TO He AASI TIPOCTOTO MOAPKAHHUS HAU BO3MOXK-
HOCTH NIPUOAUBUTDCS K SKUBOTHOMY BO BpeMsI OXOTBI
— B 9TOM ITPOSIBASIAACh OAHA U3 IePBOHAYAABHBIX pOPM
«TIEPEBOIIAOIIEHHS> . OTU OXOTHHYBH ITASICKH, BCEBO3-
MO>KHBIE 3aKAMHAHUSI SIBAGHUI IIPHPOADL, OOXKeCTB,
00eBble UTPBI U ACFICTBA, KOAAEKTHBHBIE [IECHOIIEHNS,
TIOCAY>KHAH Pa3BUTHIO 9AeMEHTOB UMIIPOBHU3AIMH, KO-
TOpbI€, XOTS U B 3a4aTOYHOM COCTOSIHUH, pOPMHUPYIOT
CBSI3b C OYAYILIMM T€aTPAAbHBIM HCKYCCTBOM.

«Kax m3BecTHO, Ha TePpPUTOPUH ApEBHEro
U CPeAHeBEeKOBOTO Y30eKucTaHa OBIAM IIHPOKO
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PaCIpOCTpaHeHs! TAaHIBI B 300MOPPHBIX MACKAX
U APyTHe YBECEAEHHS], A 3aTEM 9THU BUABI IIPEACTAB-
A€HUVSI IIepPELIAU U B PelepTyap TPAAULMOHHOTO
yabekckoro Tearpa» [S, 142].

C pasBuTHEM UCTOPUM CTAAM BO3HUKATH HOBBIE
KyAbTOBBIe 00psipAbL. K mpumepy, kyapr AnoHuca,
CBA3aHHBIN C YMHUPAIOLIeN M BOCKpeCcarolen npu-
poaoii. Koneuno, B CpeaHeit A3UH 3TOT NPa3AHHUK
MOT Ha3BIBAThCSI U IIO-APYTOMY, HO CyTb BOCKpe-
CEHMsI IPUPOABI OCTAETCSI CMBICAOM 9TOTO KYAbTA
u 3pech. OOBIYHO OH YCTPAUBAACS OCEHBIO U BeC-
HOJ U COIIPOBOXKAQACS [TECHSIMH, TAHI]AMH, UTPAMU.
B TpaAUIIMOHHOM Tearpe Macxapabo30B-KU3UKIM
CTaBHANCh KOMHYECKHE IIbeCH, M300paxkarome
OXOTY, Pa3AUYHbIE TPYAOBBIE IIPOLIECChI, AOMALI-
Hee M CEAbCKOE XO3SICTBO, peMécaa U T.1I. Tax xe
CTaBHMAUCH CLIEHKH U3 HAPOAHOM XXU3HHU, 0TOOpa-
xaromue ObIT, CBaabOy, BpadeBaHHe, OoOyueHHe,
TOPrOBAIO, IPABOCYAME U T.II. BoAbIIOe BHIMaHMe
B TeaTpe Macxapab030B yAEASIAOCH BBIPA3HTEABHBIM
CPeACTBaM U TeXHHKE UCIIOAHEHUS. AKTEP AOAKEH
OBIA 3HATH IPUEMBI B [IeCHe, B aKPOOATHIECKUX Te-
AOABIDKEHUSIX, TaHI[€BATh, UMIIPOBU3UPOBATH, TAK
KaK 3pUTEAU CTAHOBUAMCH YIACTHUKAMH IIPEACTAB-
A€HUS U CIOKET IPUOOPETaA KOAOPUT TOTO MECTa,
TA€ IIAO UTPHILE.

TeaTpaAbHO-3peAUIHOE HCKYCCTBO MIMeEET He-
CKOABKO Pa3HOBHAHOCTEN pOPM U BHAOB HAPOAHOM
KYABTYPBL:

1 - TearpaAM30BaHHbIE 3PEAUIIA MACXapab0o30B
U KU3UKYY;

2 — CIIOPTUBHO-LIUPKOBBIE 3peAuIia Aap603oB
(xanaToxoalieB), Mararaxuu (akpo6aToB), HaftpaHr-
60308 (kAOYHOB), apcyHrapos (BOAIIE6HUKOB), Ky3-
6ysimaun (pOKYCHUKOB) U AP.

3 — creKTakAM Kyrupuok60308 (KyKOABHUKOB)
U AD.

Ha reppuropun Y3bexucraHa UCKycCTBO Mac-
Xapab030B-KU3HMKIHU [TOAPA3AEASIETCS HA ABA [JKAQ
— OOABIIOF M MaABIi. «XaTapAU yHUH>» OTHOCHTCS
K 60AbIIOMY IjHKAY. B QpepraHe oHM MMEHOBAAKCH
Kak «Kwuunx macxapabosunank> u «Karra macxa-

pabosunank>, B Xopeame — «TykBa» u «Xarapan
YUUH>» W.T.IL

«Y30eKckuil TeaTp SBAsieT CO0Oi ¢$peHOMeH,
YHHKAABHBIA AASI COBPEMEHHOro Mupa. Takast yHu-
KAABHOCTB, C OAHOJ CTOPOHBI, 00BSICHSIETCSI 0COOEH-
HOCTsIMU pasBuTus. C APYTOil CTOPOHBI, CETOAHS
HAAMIO HeOBIBAAO TPENeTHOE OTHOLIEHHE K AyXOB-
HOMy Hacaepmio» [ 3, 18].

ITTeA OKCK CBOETO ITyTH, He IIOXOXKHIL HA OpMy
eBPOIIEHCKOro Tearpa. Aasee IPEACTABUTEAN MECT-
noit unreasurennuu (Bex6yau, @urpar, Xamsa,
Vitryp u Ap.), @ TaKKe FacTPOAU TaTApPCKUX, a3ep-
6afAKAHCKIX, PyCCKHX TEATPOB IOMOTAU CO3AQHHIO
HOBOTO TeaTpa U HOBOY APAMaTyPIHU AASL IIPOCBe-
LIIeHNs] HAPOAQ U €IO AAABHENIIET0 CaMOPa3BUTHSL.
Bex6yau — mepBblit IpodeCCHOHAABHBII APaMaTypr
TaK CKasaA o Tearpe: «<Tearp — He WrpylIKa U He
KAOYHaAQ. B kaxxaoM Tearpe ecTb IpONKUCHbIE U He-
IpomnucHble npasraa. Ho raaBHbIM ocTaércst OAHO
— CAy)XeHHe 3puTeAto» [4, 14-15].

APKaAMACKOE ABIDKEHME B CTPAHE U ero MepBbI
aBrop — Maxmya — Xoaxa Bexbyau (nbeca «<Ort-
ney6wuiiija» BriepBble 6biaa mocTaBAeHa B 1911 1.)
— 4eAOBEK 10 TOMy BpeMeHH O4eHb 00pa30BaHHbI,
MHOTO paboTaBIIMIT HA XXYPHAAUCTCKOM IIOIIPHUIILE.
“Tearp — a10 ueHTp Bocnuranus (4, 16], umenHo
II09TOMY, BUUTHIBASICH B IIbeCy «OTLeyOuiia» u eit
II0AOOHbIE, TOHUMAEIIIb, YTO AASI AXKAAUACKHX APaMa-
TYPrOB TeaTp He SIBASIACS pOPMOI XYAOXKECTBEHHOTO
TBOp4ecTBa. OH ObIA CPEACTBOM IIPOCBELIEHNS U PY-
OPOM HAEH, CIOCO60M AOHECEHHS A0 MHOTHX (HO He
EAMHMIT) TeX AU MHbIX BHIBOAOB M 3aKAIOUEHHIT MO-
paabHOrO xapakrepa. He cAy4ailHO, i B IIe9aTHbIX
OT3bIBAX TOT'O BPEMEHH Ha II0CTAHOBKHU AJKAAUACKHX
IIbeC He TOBOPUTHCSI O XYAOYKECTBEHHbIX KauyeCTBAX
MCIIOAHeHMs. MBI MOYKEM Y3HATh U3 9TUX OT3BIBOB,
0 4eM IIbeCa U CIEKTAKADb, 9YTO CKa3aHO B HUX, HO He
0 TOM, KaK COAEPIKaHHe I1beC BOIAOIIAAOCH Ha CIIEHE.
MesxAy TeM, KOTAQ TeaTp AEAAET IIePBbIe LIArH, ero
AIlOAOTETOB, IIPOIIATAHANCTOB 005I3aT€ABHO AOAYKEH
BOAHOBATh BOIIPOC O CHAE MOAOAOIO T€ATPa, O CTe-
IIeHHU €TI0 YMEeHUsI, 00 YPOBHE, YK€ AOCTUTHYTOM HM.
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Ot 4yero cToAb IIOAPOOGHO MBI TOBOPHM O AXKa-
AUACKOM TeaTpe, O SIBAGHUU OYeHb AAA€KOM OT Ha-
CTOSIIIIeTO BpeMeHHU. AASI TOrO YTOObI Ha KOHKPETHOM
IpuMepe U3 HCTOPUH HHTEPeCYIOLlero Hac y3bex-
CKOTO TeaTpa MMOATBEPAKTD; PEXKUCCYpa Kak 0coboe
HCKYCCTBO, 00yCAaBAMBAIOIIee pOXAeHHe elre 60-
Aee 06BeMHOTO MCKYCCTBA TOTO e [TAQHA — TO eCThb
BCETO CITEKTAKAsI, BCETO CLIeHUYeCKOTrO TBOPYECTBa,
TA€ IIPOU3BEACHHE UMEET CAOKHbBIN CUHTETHYECKHMMI
XapakTep — 9Ta PeXHUCCYypa, HEOOXOAUMO BKAIOYASI
B Ce0s1 IIEAATOTHKY, Ubsl [jeAb COCTOUT B BOCIIUTAHUU
B aKTepe IMOAAUHHOTO XYAOXKHUKA, MOXKET BO3HHK-
HYTb TOABKO B CBSI3H XYAOXKECTBEHHO-9TETHIECKUMU
IpHUHIUIAMU. TO eCTh, TOABKO TOTAQ, KOTAQ LIeAH pa-
6O0TBI, TBOpYECTBA Ha CLieHe AOCTHUIAIOTCS He ITyTeM
AOTHYECKUX AOKA3ATEABCTB, 2 CPEACTBAMU U CIIOCO-
GaMu HCKyCCTBA.

BoT nmoyemy MbI 06s13aHBI CKa3aTh, YTO OCHOBOIIO-
AOXHHKOM Y36€KCKOTO Tearpa HoBOro THra (1 3Aech
He MMeeT 3HadeHHe KAaKOro — AIOOMTEAbCKOIO MAM
NpOQeCCUOHAABHOTO; CYTh He B THIIE), TO €CTb Tea-
Tpa KaK UCKYCCTBA, KaK BHAQ XYAOXKECTBEHHOTO TBOP-
JyecTBa sABAAACA Mannon Yuryp. Emy npeacrosiao
YUUTb CBOUX IIEPBbIX AKTEPOB MACTEPCTBY B HOBOM
HCKYCCTBE, TAK KaK ITepeA aKTepaMy BO3HUKAQ TeTlepb
3aAada He BBICTYIIATh CO CLIEHbI C peYaMi — MOPAAH-
3aLMsSIMU Ha TEMbI MOPAAH, 2 UT'PaTh HA CLieHe.

Yitiryp ObIA IIEpPBBIM AesiTeAeM HOBOTO y30ek-
CKOTO CLeHUYeCKOTO UCKYCCTBA, IIOHSBIIMM MHOTO-
QYHKIIMOHAABHBII XapaKTep TeaTpa, 0COOEHHOCTH
B HEM MaCTepCTBa, KOeMy U YYUTb HAAO 0C060, IpH-
AMYECTBYIOLIMMU eMy CIIocobamu. YHTyp ¢ AeTCTBa
HabAIOAQA UTPY, 00bIYaN, IOBEAEHIE AKTEPOB y30ek-
CKOT'O TeaTpa yCTHOM TPAAMILIMHY, «KaK I'yOKa BITH-
THIBAA B Ce0sl HICKYCCTBO MMITPOBU3ALIUH, MOAHHe-
HOCHYIO PeaKIJHIO, )KeCThI K MUMHUKY HAaI[HOHAABHOTO
TeaTpa» — IHIIET UCCAEAOBATEADb JKH3HU U TBOpUe-
crBa Yitrypa 3. Micmanaos [ 1, 48].

Yitryp — 970 Mbl 3HaeM,— OBICTPO IIOAXBATBIBAA TO,
YTO MOTAO OBITh IIOA€3HBIM €MY B TBOPUECKOH paboTe.
Ho oH ocTpo 4yBcTBOBaA CKYyAOCTD CBOETO Ipodeccu-
OHAABHOTO 00Pa30BaHMsL. 3HAHHUSI O MHOTHX BOXKHBIX

BEIIlaX y HeTO ObIAY BCe-TaKU OTPBIBOYHDI, He CHCTEMa-
TU3HPOBaHbL BOT moueMy oH »aXAaA yIUThCS.
Hacrosamyio mxoay MaHHOH Yiryp mpomiea
B y30€KCKOM TeaTpaAbHOMN CTYAUH, OTKPbITOM B Mo-
ckBe B 1924 roay. Ho atomy co6piTHIO IIpealecTBo-
BaA PsIA STIU30AOB, CBUAETEABCTBYIOIMUX O KPYTIHBIX
HAUYMHAHUSIX B Pa3BUTHU B Y30eKHCTaHe TeaTpaAb-
HOTO AeAa. «Ormopa TeaTpaAbHOrO MCKYCCTBA Ha
AydIIHe TPAAMLIUH, TIOUCKY BO3BpAllleHUs Ha ClieHY
aTHOTpaduu, POABKAOPA, HAIIMOHAABHOTO OBITa,
Pa3HOOOPa3HBIX PUTYAAOB — OAHO M3 CAMbIX 3aMeT-
HBIX HAaIIPaBA€HHI COBPEMEHHOM CIeHbl, IIPOsIBUB-
Ieecs B CIEKTaKASIX TeaTpoB Y3bexucrana» [3,20].
M3BecTHO, 4TO Cpear psiaa BOIIPOCOB PA3BUTHS
TeaTPaAbHOTO AEAA BOIIPOC O TBOPYECKHUX KaApaXx,
0 IpodeCCHOHAABHOM 0OPa30BAaHUUUX (1, BIIEPBYIO
o4yepeAb, aKTePOB) Ype3BBIYANHO 3200THA TeX, KTO
PYKOBOAMA HCKycCTBOM. I IpaBUTEABCTBO TOCTOSIHHO
uckaao pemenue. Hanpumep, Ha 3acepaHnu Koaae-
ruu Komuccnn Hapkommnpocca B ssuBape 1920 roaa
obcyxpaacst Bompoc «O Kypcax MHCTPYKTOpPOB
MYCYABMAHCKOTO TeaTpa> U OBIAO pellIeHO «BbIpa-
60TaTh MOAOXKEHHE O MyCYAbBMAaHCKUX HHCTPYKTOP-
CKHX Kypcax>. 3aTeM IAAHHPOBAAOCh «OTKPBITHE
TPeXMeCSYHbIX KyPCOB CIIeHUYeCKOTO HCKYCCTBA AAS
caproBckux (To ectb y36exckux — M.P.) akrepos,
MMEIOIUX IIEABIO X YMEAO A€PKAaThCs Ha CIjeHe.
AHaAuzupys nporecc o6ydeHus y306eKCKHX CTy-
AHWIIIeB B 9TOM, HHTepecyIolleM Hac acleKTe, MbI
ecTecTBeHHO BbipeaseM M. Viirypa. M He TOABKO
IIOTOMY, YTO OH — BBIAQIOIIMICS y36e1<c1<1/11?1 pexuc-
cep, a A0 SO-XTOAOB caMblii TPOQeCCHOHAABHBIN, HO
elrle ¥ IIOTOMY, UTO B 9TH A@CSITHACTHUS HUKTO TeCHee
€ero He COEAMHSIA ITOCTAHOBOYHYIO PaboTy C meparo-
ruxoii. OCHOBBI €ro IMeparoTMKH, KaK Mbl BUAEAH,
3aKAAABIBAAKICH 3aA0ATO AO CTYAUIHOTO OOY4YeHHsL.
B cTyaun oHa mOAy4rAa GOABIION CTHMYA U ITOAHS-
AACh Ha CAGAYIOIIYIO CTYTIeHb OPMHPOBAHUS.
«Bomnpoch u3yyeHns yeA0Be4eCcKOro Ayxa 1 pac-
KpPbITHE €TO CyTH — BA)KHAS 3aAa4a CLIEHMYeCKOT'o HC-
KyccrBa. FiMenHo nmoaromy S0-60-e roasr XX Beka
OTMeYeHbl HOBBIMH OOpaljeHHsSIMH K CHCTeMe
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Cranncaasckoro u ero MeropaM. Pexxuccépsr T. Xoa-  sxareasmu mouckos M. Yitrypa u E. Bo6oasxaHoBa>
xaeB, A. [MH36Ypr SIBHAMCh AOCTOMHBIMH TIPOAOA- [ 2, 6].
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Abstract. Today, Vincent Van Gogh is universally renowned as an artistic genius. As widespread
as this acceptance has been, however, Van Gogh never lived to observe his own fame. During his

time, he struggled to make a living through his art. Building on work that other scholars have done to

explore the social and artistic barriers that denied him acceptance in his own day, this study follows
a phenomenological method to explain why Van Gogh'’s paintings were initially rejected but became
increasingly recognized and praised over time. Vincent Van Gogh’s posthumous fame demonstrates
the artistic struggle and complications of evaluating artistic value. This paper recognizes and com-
pares the differences in critical reception of Van Gogh’s art, outlining current trends and portrayals
of the artist’s career while underlining the artist’s long-lasting legacy and what it helps convey about

the always-shifting art scene.

Keywords: posthumous fame, Vincent Van Gogh, Impressionism, Starry Night, critical reception.

Today, Vincent Van Gogh is universally re-
nowned as an artistic genius. After radically trans-
forming the world with The Starry Night and Sunflow-
ers, Van Gogh has become one of the most respected
and widely appreciated artists of our time. However,
hidden behind all of this fame is the short and tur-
bulent life of a failed artist. Van Gogh struggled to
make a living with his artistic career. Along with this,
he suffered from mental illness, which triggered him
to end his own life in 1890. Because his artistic style
grew in popularity shortly after his death, Van Gogh
never experienced his own fame. Now, everyone has
either heard of or seen Van Gogh’s art. This paper
will explore the reasons and factors behind the dras-
tic changes in the critical reception of Vincent Van

Gogh'’s artworks and use this to explore the changes
in our artistic preferences and choices.

During his lifetime, Van Gogh was considered
a failed artist with an unfulfilled artistic career. Al-
though he produced a substantial body of work,
his paintings were sold as scraps for S cents at a
local Flea Market. He only sold one painting for
400 francs four months before he died in 1890
(Yu[13,219]). To understand the lack of apprecia-
tion for Van Gogh’s work, the first critical reviews
on Van Gogh are instrumental. In 1888, two years
prior Van Gogh’s death, Gustave Kahn, a French lit-
erary theorist and art critic, published the first lines
about Van Gogh’s work, writing, “Mr. Van Gogh
vigorously paints broad landscapes, without very
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great care for the value or exactness of the tones. A
multicolored multitude of books evolves towards a
tapestry; such a motif, although suitable for a study,
cannot afford the pretext for a painting” (Heinich
et. Al [4]). The style he describes is one that is rep-
resentative of the Neo-Impressionism movement
that thrived in the late 19th century. In his review,
Kahn pays attention to the techniques utilized by
Van Gogh, describing them in a very ambivalent
manner. In Kahn’s estimation, the limitation and
indeed the failure of Van Gogh’s work stem from
what will become one of its most highly prized at-
tributes, namely, its lack of distinct lines. Simulta-
neously, Kahn objects to Van Gogh’s choice of sub-
ject. Although suitable for a study, he says, Kahn
does not believe that Van Gogh paints objects,
people, or situations that are worthy of painting’s
high praise. As shown by Kahn’s perspective, it was
likely difficult for the public to accept Van Gogh'’s
impressionist artistic style. Prior to Van Gogh’s
time, Impressionism had already been founded by
a group of painters. This art scene was characterized
by visible brush strokes and an open composition
that highlighted subject matter that was crucial to
the human experience. However, Van Gogh ex-
plored his own aesthetic ideas and incorporated
them into Impressionism, focusing on “thought”
and emotional expression. Because of the radical
break that they set in motion, works like Picasso’s
were easier to comprehend and accept. Van Gogh’s
brush strokes were not only demonstrations of im-
pressionistic artistic values but also his emotions.
In The Glory of Van Gogh: An Anthropology of Ad-
miration, Nathalie Heinich underlines that the lack
of appreciation for Van Gogh’s works stems from in-
comprehension. For instance, in the book Souvenirs
d'un Marchand de Tableaux, Ambroise Vollard, one
of the most important art dealers in French contem-
porary art, depicts a story where an art lover was
drawn to Van Gogh’s Field of Red Poppies but ended
up purchasing a work by Detaille for his daughter’s
dowry instead. Vollard writes in his book about an

enraged art dealer who was angered by the “nerve of
some people” who had wanted to buy Joseph Bail’s
Cook by offering the dealer “a canvas by someone
called Van Gogh, alandscape with, in the sky, a mul-
ticolored moon which looked like a spider’s web”
(Heinich [4]). At that time, Van Gogh’s art had only
succeeded in generating laughter if not anger. Very
tew people loved and praised Van Gogh as Vollard
emphasizes the reservations on Van Gogh’s work
through presenting the words of other well-known
artists, “It was even worse for Van Gogh [than for
Cézanne]: the boldest could not manage to stom-
ach his painting. How could anyone be surprised
by the general public’s resistance, the most liber-
ated of artists, like Renoir and Cézanne, could be
seen, one reproaching Van Gogh for his ‘exoticism,
the other telling him: ‘Quite honestly, your paint-
ing is mad!” (Heinich et. al [4]). Many people did
not understand Van Gogh’s work and were likely
swayed by the commentary of influential artists
who did not see the value in Van Gogh’s pieces.
However, contrary to what the angered art dealer
thought about the landscape with the spider-web-
like moon, in the contemporary world, this painting
by Van Gogh (The Starry Night) is one of the most
well-known and celebrated masterpieces, capturing
Van Gogh'’s powerfully emotional style. The Starry
Night is an oil painting depicting the landscape of a
small town at night. Strong bold brushstrokes dance
across the painting, in which colors and tones help
define the form and movement of the night scene. A
large glowing crescent moon hangs on the top right
corner of the painting, surrounded by glowing orbs
(the stars) and chromatic blue swirls (the blowing
wind). The stars light up the night sky, moving with
the rolling blue mountains that roil below. Beneath
the captivating night sky, Van Gogh illustrates a vil-
lage. The lines form small cottages and the delicate
steeple of a church. Light shines through the win-
dows of the houses, creating a cozy and welcom-
ing feeling amidst the turbulence of the night sky.
Towering in the foreground of the painting are two

134



THE SHIFT IN CRITICAL RECEPTION ON VINCENT VAN GOGH'S ARTWORK AND HIS POSTHUMOUS FAME

cypress trees that are formed by dark intertwining
brushstrokes with branches reaching up towards the
night sky. The obscure painting captures a scenery
that is not entirely accurate, informed by both Van
Gogh’s observations and his imagination.

Van Gogh painted the piece in 1889 during his
12-month stay at the Saint Paul de Mausole asylum
near Saint-Rémy, France. This was several months
after Van Gogh had severed a part of his own ear
with a razor — a clear sign that he was mentally un-
stable. During his stay, he painted in despair. As an
artist who enjoyed working from observation, the
isolation of the asylum limited his work to studies
of subjects around him. However, this did not con-
strain him from continuing to explore his expres-
sive art style. Van Gogh was not allowed to paint in
his bedroom so he painted the scene from memory
or possibly from sketches, using his imagination to
create the small village that did not exist (Zelazko
[14]). He employed his same artistic style but felt
ambivalent about the piece. Eventually, Van Gogh
considered the finished The Starry Night a failure.

Van Gogh'’s paintings were rejected by his con-
temporaries, partly because he lacked the required
personal skills to ingratiate himself into artistic cir-
cles. His unconventional behavior and incompat-
ible social skills emerged from his childhood ex-
periences. Van Gogh was born in Holland in 1853.
Speculation regarding his birth proposes that he
may have been conceived to replace another child
named Vincent who was stillborn a year prior. Van
Gogh’s sister described his behavior as “intensely
serious and uncommunicative and [he] walked
around clumsily and in a daze, with his head hung
low... Not only were his little sisters and brothers
like strangers to him, he was a stranger to himself”
(Butterfield 1998). Psychoanalytic studies discov-
ered a connection between Van Gogh’s odd behav-
ior as a child to his later mental illnesses and ulti-
mate suicide. It is likely that the death of the child he
“replaced” overshadowed his childhood experience
(Yu[13,222]). Due to his strange mannerisms, Van

Gogh was socially isolated. His paintings also re-
flect his odd personality as his works often include
repulsive and dark subject matters. For instance, in
a painting portraying a farmer attempting to clear
wheat in an abundant field, Van Gogh wished to
convey more about the worker and “sees in him the
image of death, in the sense that humanity might be
the wheat he is reaping ... but there’s nothing sad in
this death” (Yu [13,224]). Van Gogh attempted to
approach humanity and God in an unusual way that
was not accepted by the community. In his own day,
people viewed his paintings as insults towards the
church and the Netherlands, although this was not
his intention. He was abandoned by the art commu-
nity, by the church, and by female companions be-
cause of his unorthodox behaviors, incompetence,
and lack of social skills. All of these failures in Van
Gogh’s social life had a substantial effect on the re-
ception of Van Gogh’s artworks. People refused to
understand or take time to observe anything that
Van Gogh painted because they viewed Van Gogh
as an isolated madman. Publicly understanding Van
Gogh’s art leads to self-disgrace and fear of being
shamed or judged by others. Because Van Gogh was
a social outcast, his work was devalued and there-
fore unappreciated.

The posthumous fame of Van Gogh says a lot
about the true value of Van Gogh’s career as an art-
ist. Not only was his artwork recuperated; addition-
ally, his life was itself viewed as the embodiment
of artistic vocation. Van Gogh was an unorthodox
artist with a difficult-to-understand personality. It is
inspiring to consider how Van Gogh never stopped
painting even though his work was unappreciated
and unwanted. His life story is captured through his
artwork, which was understood and appreciated
only after he took his own life. The emotions con-
veyed through every single one of his brushstrokes
pushed forward another era of artistic development.
Vincent Van Gogh shaped the art world with the way
he was able to transform people’s views on his art-
work and him as an artist.
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The Starry Night was one of Van Gogh’s last works.
A year after completing it, he committed suicide. In
1941, the Museum of Modern Art (MoMA ) in New
York City purchased The Starry Night from a private
collector, when the piece was not well-known. But
since the exhibiting of the work, it has become Van
Gogh’s most famous work and one of the most iconic
art pieces of all of art history. With his posthumous
fame, he has become aloved and highly established
artist because of his unique art style and emotional
backstory. Now we see the heavy commercialization
of Van Gogh’s works, from being printed on cloth-
ing, shoes, mugs, electronic cases, rugs, etc. Vincent
Van Gogh's work can be seen everywhere, generating
the concern that whether Van Gogh has become a
pop-culture cliché and if this is an insult to the human
struggle in his original works.

In 2017, an animated feature movie of the artist
called Loving Vincent was released. The film consists
entirely of animated oil paintings that imitate Van
Gogh’s artistic style. Some argue that the movie is
trite and misleading, including false and made-up
information and fictionalized accounts of the artist.
Secondly, critics find the film unappealing because
of its gimmick technique that overlooks Van Gogh’s
artistic development. Jonathan Jones, a journalist for
The Guardian, writes that Van Gogh did not paint in
the simplistic “Van Gogh style” the film follows. His
art was always evolving and his art was reborn every
time he stood before an empty canvas. Jones argues
that the film turned Van Gogh’s artistic struggle into
a clichéd style that makes the viewer lose touch with
the true power of Van Gogh’s art. Furthermore, Jones
writes that “Van Gogh has been so comprehensively
assimilated into modern culture that he needs to be-
come less, not more, popular.” He believes that we
need to look further into the man’s true story, behind

his myths, and spend time observing his real paint-
ings. Jones reinforces that Loving Vincent is just “an
even more nebulous pop version of Vincent to feed
our laziness.”

It is interesting to note the complete change in
our perception of Van Gogh’s art, transforming him
from an unappreciated artist to one that is massively
commercialized to the point where people suggest
that he needs to become “less popular” The sig-
nificant changes in the viewers’ critical reception of
Van Gogh portray the constantly shifting art scene
and our perpetually changing definitions of “good”
art. In the art world, it is easy to be criticized or dis-
missed because of the difficulty that comes with ac-
cepting the “new.” When something unprecedented
occurs or arises, responses are always divided. The
trajectory of Van Gogh's story demonstrates the
human propensity to accept and praise the famil-
iar and reject the anomalous. But when something
receives wide approval, popular opinion can, in ef-
tect, outpace critical appreciation, to the point that
acceptance itself can become the measure of great-
ness. Vincent Van Gogh’s posthumous fame dem-
onstrates the artistic struggle and complications of
evaluating artistic value. His posthumous fame can
be explained by several personal factors, but its roots
are in our habitual and difficult-to- assimilate human
tendencies. It is difficult to find a life story as unique
as Van Gogh’s. Now, people are more accepting of
new art forms and approaches. Society is becoming
more progressive, allowing for the creative minds
of writers, artists, inventors to be freed and flourish.
Because of Vincent Van Gogh, we have learned to ap-
preciate unorthodox art and be empathetic towards
the struggles of creators. As the art scene continues
to twist and turn in new directions, his art and legacy
will forever cast an imposing shadow.
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The purpose of an image of a flowering plant is
an expression of the divine and the perfect. The im-
age of a lily, lotus (variant — Nymphéas, water lilies)
is among the principal ones in visual arts. “Just as
the future lotus leaves are hidden in the seed of this
plant, the archetypal forms of an infinite number of
things rested in the bosom of the Eternal One,” writes
E.P. Blavatsky [4, 77]. Being a universal symbol, the
lotus is fundamental in Buddhism. In Taoism, the im-
mortal maiden He Xiangu is portrayed with a lotus
of “open heartedness” [16, 263-266]. In Christian
iconography, an analogue of a lotus is a lily — a sym-
bol of the purity of the Virgin Mary. Its deptiction is
inextricably present in the plot of the Annunciation
(Botticelli, Leonardo da Vinci). To the theme of the
flower is also devoted Yuan Zhonglan’s treatise, “The
Book of Flowers” (late 16th century) [9, 88-93], as
well as books by modern Chinese scholars [2; 3].

When studying the topic that we selected, it was
especially important to use the comparative method,
which allows us to compare and contrast the works
of art of Europe and China from different time peri-

ods on related topics, and to identify the general and
the particular. The artistic/stylistic and iconological
methods are also used.

In the European model of the Renaissance cul-
ture, the primacy of man in nature was affirmed (for
example, Giovanni Pico della Mirandola “Speech on
the dignity of man”), which found expression in the
system of types and genres of fine art. In times of
environmental and social crisis, a person seeks sal-
vation in nature, which affects the relationship be-
tween genres. In the painting of the second half of
the 19th — early 20th centuries, the landscape, and
the flower motif associated with it, are becoming
increasingly important. It is significant that Claude
Monet's series of paintings “Nymphéas” (Water Lil-
ies) (Musee de I'Orangerie) was donated to France
the day after the signing of the Armistice in World
War I, on November 11, 1918.

The contemplation of nature, with the aim of
merging with it, is traditional for Chinese art, which
is based on Taoism, Buddhism, Confucianism. Man
connects with eternal nature, feeling themselves to

138



THE IMAGE OF LOTUS AND LILY IN THE ART OF CHINA AND EUROPE

be its constituent particle. Thus, he finds harmony,
strength, beauty. From these positions, we con-
sider the motif of lotus and lily. The system of the
universe is recorded in the ancient Chinese canon
“I Ching” (“Book of Changes”). In the introduction
to the book “The Anthology of Taoist Philosophy”
[9], translators V. V. Malyavin and B. B. Vinogrodsky
call Taoism the center of Chinese culture, in which
the harmony of the Great Void is realized. Sinolo-
gists claim that the word “Tao” belongs not only to
Taoism, but to the whole of Chinese philosophy. Ac-
cording to scientists, the world and man in Taoism
are indissoluble as a microcosm and a macrocosm;
the world is the “transformed One,” the fruit of the
Tao metamorphosis. The main theme of the meta-
morphoses of being finds embodiment in the image
of a flower, in particular, a lotus.

Understanding the flower symbolism in Europe-
an culture is aided by Johann Goethe’s philosophi-
cal poem “Metamorphosis of Plants” (1798). One
can observe the parallels between of the poetic in-
sights of the German poet and the symbolism of the
flower in China, where the plant goes through the
stages of growth and is associated with the universe.
For example, a flower when viewed from above has
a rounded shape and symbolizes the sky. In com-
prehending the aesthetic issues of painting in old
China, the works of E. V. Zavadskaya are important,
in which approaches to typological comparisons of
the painting of China and Europe are outlined. The
scientist notes the connection between the work of
the Impressionists, Post-Impressionists and Fauvists
with the theory and practice of Chan art. In Chinese
culture, the Tao (path) is the natural movement of
man along with nature. The peculiarity of painting
is the transfer of ideas through the form, technique
and energy of “qi”. The artist and the first art theorist
of China, Se He (5% century), in the treatise “Notes
on the classification of old painting” outlined the “Six
Principles of Painting” (22 H] 7% ), without which
itis impossible to create works of high art. First: “The
sound of the spirit, the movement of life” (translated

by S. Kochetova) [ 10, 64-65]. The second half of the
thesis is an explanation of the first part. E. V. Zavad-
skaya gives a more accurate translation of the text
“Guhua Pinlu”: “The inspired rhythm of the living
movement. Qiyun Shandong.” The scientist calls the
concept of gi the most important component of the
first law — spirit, base, substance [6, 304].

Artists of the Bunjinga movement (painting of
literati, educated people), through depictions of na-
ture and through colors, sought to express the spiri-
tual essence of the world. The picturesque complete-
ness of the gong-bi style was contrasted with the
immediacy of the expressive se-i manner (expres-
sion of essence). The freedom of creative expression
is maximally manifested in the masterpieces of Xu
Wei (1521-1593) and Shi Tao (1642-1707). In the
20" century, this trend is most expressed in the art of
Qi Baishi (1864-1957).]. Rowley writes that artists
from the upper echelons of society worked in the
technique of monochrome painting, they attributed
the color to “low-lying data of experience”, believing
that if there is ink in the picture, all five colors will
be present in it ” [14, 279]. In the “Tao Twilight”
study, V.V. Malyavin specifically points out that
“symbolism itself presupposes the economy of ex-
pressive means, it marks an act of self-concealment
and therefore is in itself a secret and a power” [ 8,25].
N.A. Prakhov recalled that, showing a series of shell
drawings, in which the illusion of mother-of-pearl
was transmitted by a combination of different shapes
and planes, Vrubel claimed that only with black and
white can color be conveyed: “I'm sure that future
artists will completely abandon paints, will paint
with Italian pencil and charcoal, and the public will
eventually learn to see colors in these drawings, as
I now cansee” [S,222].

The content of the works of the artist, poet and
calligrapher Zhu Da (1626-1705) combines the
perception of the world of Taoists and Chan Bud-
dhists, where the goal was to experience the state of
enlightenment. The famous scroll “Flowers along the
river” (1697, Tianjin Museum, China) was created
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by the artist at the age of 72 years. In a metaphori-
cal form, the master tells about his life. Horizontal
scrolls (47 x 1.292.5 cm) suggest a developed plot-
based narrative. On the middle plane of the scrollis a
river. Compositionally and symbolically, it connects
the different seasons and the cycles of human life.
Thus, Zhu Da conveys the idea of the unity of man
and nature, which is traditional for Chinese culture.
Aview of the river is shown through the lotuses pre-
sented in the foreground. A broken lotus stalk sym-
bolizes a broken spirit. Zhu Da likes to depict not
beautiful open flowers, but unbroken buds on bent
stems. It can be supposed that this is connected to
the dramaturgy of the life of the prince, who had to
hide in a Buddhist monastery from childhood. The
dramatic life of the artist is reflected in the expressive
nature of his art. The image of flowers made it possi-
ble to allegorically convey the oppressed state of the
people of China, captured by the Manchu people.

At 54, Zhu Da experienced a mental crisis that
forced him to leave the monastery. At the beginning
the scroll depicts lotuses on stems, represented in
the same style with hieroglyphs that precede a picto-
rial narrative of life. The soft outlines of large leaves
create an expressive contrast to the linear certainty
of the stems. The linear and tonal range conveys the
spatial infinity of the monumental mountainous
landscape, in which the lotuses represent a kind of
semantic and compositional portals. The biography
of the artist is revealed: from spring-youth to old age,
expressed in a rotten willow on a snowy landscape.
Zhu Da combined calligraphy, poetry and painting.
Figurative and artistic analysis shows that in his com-
position lies a deep meaning. The eternal movement
of life in the dramaturgy of the “great threshold” is
presented: the encounter of the inevitable withering
and the potentiality of a new birth. “There is beauty
in everything, but not everyone is allowed to see it,”
Confucius said.

The minimalism of expressive means in Qi Bai-
shi’s composition [1] “Lotus and Dragonfly” (1953)
causes allusions to the paintings of the Qianfodong

(Dunhuang) cave temple (7"-8" centuries) and
at the same time resembles willow branches in the
“Nenuphars” gallery of Claude Monet’s Orangeries.
In common is the linear-rhythmic representation
of water. Depicted by fine lines, the free graphic of
horizontal and unsteady waves, which occupy the
main space of the leaf, is balanced by the vertical-
ity of the lotus stem with a ripened seed box. The
natural organics of the rich in tone stem is achieved
through mastery in the use of the “dry” brush. The
lively character of the swift brush of cursive writing
penetrating the space of a column of hieroglyphs
corresponds to the mood of a sensitive vibration of
the movement of wind and water, to the state of a
faded lotus, which only recently was full of juice and
huge, ready to create new life. A dragonfly touched
the lotus box underlined with cinnabar with thin legs
for a moment. The life time of insects is even more
mobile than a brief moment of flowering of flowers.
By mass, the upper part is “heavier” than the lower
one, which, coupled with the asymmetry of the com-
position, corresponds to the expression of the idea of
dynamics. The red seal of the author balances the top
and bottom of the leaf, in which dense elements and
the vertical of the lotus are not indicated and which,
like a weightless dragonfly, hovers in the space of an
infinite world. Everything testifies to the dynamics,
to the transformation of life in its cycle. In China,
dragonfly symbolizes “immortality, plenty of leisure,
joy and summer” [ 16, 400].

In the dominant of organic, natural principle, the
quality of modernism is manifested. This stylistic
trend was preceded by the work of the Pre-Rapha-
elites. In the picture of John William Waterhouse
“Hylas and the Nymphs” (1896) from the Manches-
ter Art Gallery, one can see a peculiar pictorial and
poetic metaphor for girls-mermaids-lilies. Nymphs
are deities of nature. According to the Greek myth,
falling in love with Hercules, the nymph suffered
from unrequited love and the gods turned her into
a flower. The Latin name for the flowers Nymphéas
comes from the Greek “nymph”.
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Claude Monet’s “Nenuphars” cycle was intro-
duced at Orangerie in 1927. Mural paintings, which
were called “large decorations”, are exhibited in the
concave space of two oval halls. The sky on the panel is
replaced by a mirror of water reflecting it. Like Zhu Da,
Monet suffered the fate of an outcast not understood
by his contemporaries during the period of formation
of his talent. The timeless loss of his beloved Camille
(1879), the death of his second wife (1911), the First
World War and the death of his son Jean (1914), the
youngest son Michelle being drafted into the army —
showed the tragedy of the reality of death and, at the
same time, the desire to transfer the energy of vital-
ism. The creation of a flowering garden — Paradise in
Giverny, with reservoirs of lilies of all possible variet-
ies, gave possibility and creative forces to overcome
the mental crisis. In the words of John Rewald, Monet
“finally abandoned the form and in the shapeless fabric
of the finest nuances tried to keep only a miracle of
the light” [13,310]. The refusal of the “inviolability of
integral volumes” affirmed in academism [ 11, 103] has
an analogy with W1 Xing painting, where the image is
shown within the natural movement of the flow of life.

In the letters of Levitan and Claude Monet a
close emotional state is expressed, caused by the de-
sire to create a picturesque canvas on the theme of
pond plants. The motif is embodied in the image of
the Nenuphars. In a letter to A.P. Chekhov, Levitan
writes: “Could it be more tragic, than to feel the end-
less beauty of the environment, to notice the hidden
secret, to see God in everything and not die, aware
of own powerlessness, to express these great feelings”
[12, 197]. A related mood when creating a pictur-
esque image was experienced by Claude Monet. In a
letter to G. Geflroy from Giverny on June 22, 1890,
the creator of impressionism reports: “I again took
up the impossible: water with grass that fluctuates in
its depths. When you look, it’s a wonderful sight, but
you can go crazy when you try to paint it. But after all,
I always tackle such things” [11, 98].

The painting by I.1. Levitan (1860-1900) “Ne-
nuphars” (water lilies) (1895, 95 x 128 cm) from the

Astrakhan Picture Gallery, was painted in the estate
of Gorka, Tver Province. In a letter to A.P. Chek-
hov on the 9" of August, 1895, the artist says: “Iam
representing a subject that can be missed. I painting
blooming lilies that are already reaching the end”
[7, 54]. The words “reaching the end” mean “die.”
In the canvas “Nenuphars”, a bottomless gloom of
a swampy water reservoir is transmitted, on the sur-
face of which snow-white heads of floating lilies are
shown in a free natural rhythm. Leaves and flowers
are realistically accurately painted from nature. The
technique of tonal oil painting allows Levitan to con-
vey the materiality of each leaf in the natural cycle
of the movement of life: from fresh bright greenery
to its flaming red dampening and final annihilation.
Decay is shown in the brown spots of a yellow leaf. A
related motive can be seen on the small square of Ma
Sintsu’s album sheet “The Bird on the Lotus” (12%
century), which also represents the scene of the eter-
nal movement of life in the dramaturgy of the “great
threshold”: a meeting of the inevitable withering and
potentiality of a new birth. The composition of the
Chinese artist of the Middle Ages lacks the reflexion
manifested in the picture of the European painter.
Chinese masters created their works from
memory. Levitan, like Claude Monet, worked on
an open-air sketch for a painting. The horizon line
is absent because Levitan painted Nenuphars sit-
ting in a boat and looking down at water lilies. The
underwater world mysteriously shines through the
frozen still surface. The radiance of small white lilies
is conveyed by contrast with the dull dark tone of
a swampy pond. In the upper part of the panel pic-
ture, cold reflections of the blue of the steely sky are
visible. In painting technology, Levitan inherits the
techniques of Italian Baroque. From the second half
of the 16" century, artists painted over dark priming
color. Lights were registered with white. The feeling
of shadow was created due to layering oflight colors.
Dark shadows were painted with a special transpar-
ent glaze paint in various variations. According to
the researchers of the painting technology of the
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old masters: “The pasty, colorful mass of lead white
was laid out under the shading in bright areas in a
high-lightened tone, which in combination with the
dark grounding created an exaggerated-volumetric
impression, which was then softened by the finishing
of glazes” [17, 107].

The painting “Nenuphars” manifests a change in
the individual style of Levitan from the sketchy form
of the chamber landscape to the decorativeness of a
picture-panel. In a contrasting arrangement of white
flowers against a dark background, in the linear pat-
tern of algae, a combination of academic tradition
and Modern is manifested. There is a contradic-
tion between the academic manner of a detailed
study, a thorough pictorial analysis of the motive in
the preparatory sketch and the desire, as noted by
D. V. Sarabyanov, for a study as an independent art
form which makes it possible to “directly express the
life of the subject in its momentary state.” According
to the scientist, a “study” helped to get away from the
literary plot [ 15, 172].

Conclusions. For impressionism, the method
of working in the open air is fundamental. Like Chi-
nese painters, European artists strive to show life in
its natural movement. When comparing the image
of lotuses in the works of Xu Wei (1521-1593) and
Claude Monet’s Nenuphars in the Orangerie Mu-
seum, one can notice a lot in common. The space
is spiritualized. The horizon disappears and clouds

float in the pond. Water merges with the sky in a
magical union. Monet does not depict the objective
world, but creates a picturesque fabric in which lilies
are perceived as a part of an environment filled with
the purity of flowers. His expressive means are color
and light. Every moment the lighting changes and
with it — the color harmony. The fragmentary form of
the composition, manifested in the works of impres-
sionism and modern, is akin to the interpretation of
space in the fine arts of China.

Unlike Levitan, Monet, in the main motive of his
work (water lilies), dissolves the object (flowers) in a
light-air space, depriving them of material “tangible
value” (Burnson’s term). Monet’s painting-decora-
tions evoke memories not only of the huge windows
of the mirror hall of the Versailles palace, from which
aview into an ideal garden was opened. They have an
indirect connection with the panoramas of Chinese
landscapes, where the viewer-artist is in the center
of the immense space of the world — the Tao.

In the “flowers and birds” genre of China, the
world is presented holistically, in endless change. In
the European painting of the mid-19* - early 20*
centuries, the Renaissance humanistic self-affirma-
tion of man is rejected. The aspiration of harmony
with nature is manifested in the image of flowers. In
the motif of the flower, as a visualization of spiritual
reality, one can see the interconnection of the fine
arts of China and Europe.
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Annoranms. B paHHOI cTaTbe pa3paboTaHbI BOIIPOCHI HAYYHOIO TBOPYECTBO M OOBEKTUBHOTO

MBIIIIAEHH B IIOATOTOBKE TBOPYECKHX AH‘IHOCTCFI, TBOP‘ICCKHfI IIponecc HaydHOe TBOPIECTBO, Me-

TOAOAOT'H HAYYHOI'O TBOPYECTBO, AAHDBI CBEACHH 06 06H.[I/IX ITpaBHAAX 06’beKTI/IBHO—HpaBI/IAbHOI'O

MDbIIITACHH .

KaroueBblie cAOBa: TBOPYECTBO, HICKYyCCTBO, TBOPYECKHMII ITpOIecc.

B cooTBeTcTBHM € 3aKOHAMH O pepOpPMHPOBa-
HUI B CTPYKType oOpa3oBaHus B Pecrrybanke 3Ha-
YUTEAbHOE MECTO 3aHMMAeT HCIIOAb30BaHHUE B IIPO-
riecce pOpM HAyIHOTO TBOPYECTBO U OOBEKTHBHOTO
MBIIIAEHHS B pOPMUPOBAHIU TBOPYECKUX CIIOCO0-
HOCTEN MOAOAEXH.

Tsopuecrso. ITonATHE TBOPUECTBO B ITMPOKOM
CMbICAe HECET ¢ CO00I AKTUBHOE, KOHKPETHOE BAH-
sHMe o6bexTa (Bes OKPY>KaloIlasi CpeAd MAHU BBIAE-
AeHHas OTAGABbHAS YacTh) K CyObexTy (KOHKPETHaﬂ
AMYHOCTb, COIJAAbHBIE CAOHU ObIecTBa). B mporec-
Ce BAUSIHUS CYO'BEKT U3MEHSIET CBOI0 OKPYIKAIOIIYIO
CpeAy, CO3AQET MAM U300peTaeT AO IIOPBI He BHAU-
MoOe, He 3aMeYaHHbIe, He U3yYeHHbIe U3YMUTEAbHbIE

¥l [IPUBAEKATEAbHbIE HOBIIECTBA. B TeueHnu TBOP-
YECKOro IIPOLIeCCa ANYHOCTD U3MEHSIET MUP U cebsl,
B KauecTBe TBOPLIA M IIepBOOTKpbiBaTeAs [ 1, 82].
TBOpYecKast aKTUBHOCTb CyO'beKTa HEIIPEPHIBHO
M3MEHSIETCSI, Pa3BUBAETCs], [IOMOIAeT IPOTUBOCTO-
SIHUIO AOCTOMHO OTBeYaTh Ha IPHU3BIBBI K Oopbbe
Cy6beKTOM 60raThiM BHy TpeHHUM KOHPAUKTOM. Ta-
KasI CMOCOOHOCTD TBOPYECKOTO IPOLIecca, 0COOeHHO
SIPKO TIPOSIBASIETCS B ITPOLieCCe HAyYHOTO TO3HAHUSL.
Bce Hay4yHBlE MCCA€AOBAHMS, METOABI, ITOAXOABI,
GOpMBI, CPeACTBA UMEIOT CBOE HayYHOE 3HAYEHMeE.
PoAb COBpeMEHHOTO He KAACCHYeCKOTO (KBaHTa-
PEeaANCTUYECKOTO) IPEAMETa HAXOAUT CBOE OTO6Pa-
>KEHHE ¥ B HAyYHOM TBOPYECTBE CO3AATEAS] YYEHOTO,
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U B HAy4HBIX O0IecTBaX — AAOOPATOPHSIX, HHCTH-
TYTax, B MCIbITATEABHBIM [IOAMTOHAX U B HAYYHbIX
TBOPYECTBaA.

HayuHoe TBOp4ecTBO — 9TO pa3BUTHE HAYYHOTO
3HAHUSL, IPUOOpeTeH e HOBBIX HAYYHbBIX 3HAHUI U UX
HCIIOAb30BaHMe, Hay4YHble 3HAHHS B HOBBIX 3aKOHAX
U 3aKOHOAQTEABCTBAX, HOBbIE HAy4HBbIE ITPUHIIHIIBL
U TEOPHH, AKTUBHBIE U CBSI3AHHbIE C BBIXOAOM B pa3-
AUYHBIE CPephl ACSITEABHOCTH YeAOBEKa, BOCCO3A-
TEeABHASI 1 OCBEAOMAEHHAS ACSTEABHOCTD | S, 6].

MeTop0AOTHYECKOE HAyYHOE TBOPYECTBO — €r0
IPEAMET 3TO IIOCTOSIHHBIIA KOHTPOAD YMA M HAYIHYIO
AESITEABHOCTb MCCAEAOBATEAS M Ha OCHOBE 00Ie-
$HAOCOBCKHUX, OOIIle HAIIMOHAABHBIX U CIIEI[HAABHO
pa3pabOTaHHBIX METOAOB YMEHHE HAIIPABASTD AAS
MOAyYeHUs] HOBBIX HayYHbIX 3HAHHIA, a TakoKe O CO-
CTOSIHUY MIPUHIJUIIOB HAYYHBIX 3HAHWI, COBPEMEH-
Hoe praocodckoe obyuenue [ 5, 7].

LTeAb 0 METOAOAOTUYECKOTO IIPEAMETA SIBASIETCS
HayYHO TBOpYeCKasi OCHOBa AASI ero pa3BuTsL. O65-
eKT UTPaeT METOAOAOTHYECKYIO POAb AAS TOAYYEHUSI
HOBBIX 3HAHUI HCIIOAB3Ys B Ka4eCTBE OPYAUS TIOA-
AVIHHBIX 3HAHUH, CBOMCTBOM, $OPMOI1, IAEMEHTOM
HAy4YHOTO METOAQ. YdeHble C IIOMOIIbIO HAyYHOM
METOAOAOTHEN OOBSICHSIOT MOAYYeHHBIE 3HAHIL,
Pa3bECHSIOT B TOM YHCA€ BHEAPSIIOT Ha IPaKTHKe:
B TEXHHKY, TEXHOAOTHIO, IPAKTHIECKUE UCCAEAOBA-
Hus U ApyrHe [2, 149].

3HaHue 0611epHAOCOBCKHX, OOILIeHAIMOHAAD-
HbBIX METOAOB: QHAAU3 U CHHTE3, HHAYKIVSI H ACAYK-
111151, a0 CTPAKI[IOHU3M, BBIXOA U3 A0CTPAKIIMOHU3MA
K KOHKPeTH3AI[UH U IAOA HAyIHOM AESITEABHOCTH
MHOI'MX IIOKOACHHUY YYEHDIX.

B ropsl He3aBHCHMOCTHU yAeAsieTCs 0OAbLIOe
BHMMAaHHe UCIIOAb30BAHUIO B IIpoOIjecce 00ydeHus
00beKTUBHOE MBIIIAEHHE U OOYYeHUIO CTYAEHTOB
B Ka4eCTBe MeXIIpeAMeTHOI porpammsl. [Totomy
4TO OHA IIOAHOCTBIO COOTBETCTBYET HAIIPABACHISIM
AE€MOKPaTU4eCKOro 001IecTBO U B KaueCTBe YHHU-
BEPCAABPHOIO COOPHUKA HAIIPABAEHHI B y4eOHOM
mopxope. Takoit MoAxoA IIHUPOKO M3AOXEH B pa-
6orax (mpoussepenusx) XK. Ctuas, K. Mepeauc

n Y. Ternas. OHUM CUMTAIOTCSA OCHOBOIIOAOYKHHKA-
MH 3TOTO HaIlpaBAEHHUSI.

W Tak, 4TO Takoe OOBEKTUBHOE MBIIIAEHUE?
M3HavyaAbHO, €CAU MbI O3HAKOMHMCS C CYIIHOCTDIO
IIOHSTHSI CAOBO OOBEKTHBHO 3TO- POCT KYABTYp-
HOM M COITMAABHOM CYITHOCTHU YeAOBeKa, CPopMH-
pOBaHHOfI MHOTI'OA€CTHUM JXKU3HEHHDBIM OIIBITOM 4e-
AOBEUYECTBO, CAYXKHUT AASI 3HAaHHI 3aKOHOB U ITPABUA
1 ocHoBaTeAbHbIM. OH 0TOOpaXkaeT OCHOBaTeAbHOE
JeAOBeYeCKOe MBIIIAEHHE, IOPSIAOK, SICHOCTD, 6e3-
YKOPHU3HEHHOCTb.

O6beKTUBHOE pa3MbILIACHHE — PA3BUTHE YYB-
CTBa KPUTHUYECKOTO B3TASIAQ HA HTOT'Y COOCTBEHHOTO
Y IY>KOTO MbIIIACHHS.

OTH KauyeCTBa MBIIIACHUI UMEIOT OOABIIOE 3Ha-
yeHue B chepe pa60T YeAOBEKa pas3HOM HAyYHOU
U TIpakTHUYecKon aesAreapbHocTu. Kak wm3BecTHO
y4IUTeAsI TPeOYIOT OT YYEHUKOB YTOOBI y HUX MbIC-
AN 6bIAI/I YETKHNMH, SICHbIMU, KOHKPeTHbIMI/I, UToru
obocHoBaHHbIMU. MIcx0ast u3 aToro. 3yuenue 06b-
eKTHBHOTO MbIIIAEHHS IOMOTAIOT B €)KeAHEBHBIX pa-
6orax [4, 56].

YauTeAst AOAXKHBI TAYOOKO 3HATh CBOM ITPEAMET,
B TOM YHCA€ BAAAETh OODEKTHBHOM PeueBOI AESITEAD-
HOCTbIO, YMEHHUIO IIePeAATh Y4eOHbII MAaTEPUAA YETKO,
IIOCAEAOBATEABHO, 0e3 U3bsiH, 0O0CHOBAHHO U yBe-
PEHHO U3BACHATD CBOU 3aKAIOUEHUS], IIPETIOAHOCUTD
KOHKPETHBIMU AOKA3aTEABTBAMHU, TaKUM OOpasoM
BHYIIAS B Pa3yM CTYAEHTaM AOCTHTAIOT CBOEH LIeAML.

YMeHue MPaBHABHOMY MCIIOAB30BAHUIO 00D-
eKTUBHBIX HOPM, HallpaBAeHUIT B y4eOHO-BOCIIUTA-
TEABHOM IIpOLiecce, 3HaTh AOKa3yeMble OOBEKTHB-
Hble CTPOHBI, ObecIiedeHrle OCHOBATEABHOI PeUbio
y4YHTeAeH IIOMOTaeT PACKPhITh IIPOTHUBOIIOAOXKHbIE
CTOPOHBI MBICACH CTYACHTOB.

MpimaeHne — 9TO COBOKYITHOCTb MbICAH, KO-
TOpasi COCTOUT Ha OCHOBE BHYTPH CBSI3aHHbIX MbIC-
Aeft. Ho 3TO COBOKYITHOCTb COCTOUT M3 OTAEABHBIX
Jacreit B popMe 0OBEKTUBHOTO 3aKAIOUeHUS. AAS
AOKAa3aTeAbCTBA ITPABUABHOCTH APYTHUX MBICAEH,
yKa30B, IIpHUAaraeMple yKa3aHHsl Ha3bIBAIOTCS 00b-
eKTUBHBIMU OCHOBaMHM.
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B mpupoae 4eAOBeK SIBASETCSI Pa3yMHBIM CY-
mecTBOM. Ero cO3HaTeAbHOCTD OIpeAeAsieT pasyM
U MpluiseHre. HeBO3MOXKHO IpeACTaBUTh YeAOBeKa
6e3 pasdyma, pasyMma 6e3 ueaoBexa. MblIlIAeHUe HMeeT
CBOU $pOPMBI, IPaBUAQ, 3aKOHBL. OObEKTHBHOE MBIII-
A€HHE He OTheMAEMbIe CBOFICTBA, ONPEAEAEHHOCTD,
KOHKPETHOCTb, 0€3KOMIIPOMUCHOCTb U OCHOBATEAb-
HOCTb. DTH CBOVCTBA OTOOPAKAIOTCS Yepe3 00beK-
THBHBII [IPEAMET UMEIOIINX YeThIPe OOLINX 3aKOHA.
OTO 3aKOH U3MEHYHBOCTH, 3aKOH IIPOTHBOCTOSIHILS,
3aKOH MCKAIOYEHHUS U 3aKOH AOCTAaTOYHOM OCHOBBI.
OTH 3aKOHBI Ha3bIBaIOTCS: «O61ue 3aKOHbI 06beK-
TUBHOTO MPAaBUABHOTO MbIIIAEHUS> [ S, 8-9].

OO11e 3aKOHbI IIPABHABHOTO MBIIIAECHHS AQIOT
BO3MOXKHOCTb YCOBEPIIEHCTBOBAHUIO HEKOTOPBIX
Tpe6OBaHUII TP [IPABUABHOM U 00'bEKTHBHOM MBIILI-
ASHUH KOKAOTO 4eAoBeka. IIpu cobaropeHNM aTHX
TpebOoBaHUIT 0becrednBaeTCs IPABUABHOE IIOHSTHE,
KOHKPETHOE, AOCKOHAAbHOE, 0e3KOMIPOMHCHOE
1 060cHOBaHHOe MbimAeHue. Ho, o Hammm B3ras-
AAQM 3TH 3aKOHBI IIOAHOCTDIO He 00XBaTBIBAIOT 0OBEM
nporecca 06beKTHUBHOTO IIPABUABHOTO MBIIIAECHHSI.

ITepBoe, NCXOASI U3 PACCMOTPEHHBIX AUTEPATY-
pax 0 3aKOHaX 00'beKTUBHO-IIPABUABHBIX MBIIIACHUIL,
obliee MOAOXKEHHE ITHX 3aKOHOB « TpeboBaTeAbHasI
CBSI3b ME)KAY MBIIIACHHUSMU > MOXHO YBHAETD pac-
CY’)KAEHMSI CBSI3aHHBIE MEXAY c000#t TpeboBaHMs
9TUX 3aKOHOB. MOXHO YBHAETbH, YTO CYIeCTBYeT
paccy>kAeHUs CBSI3aHHBIM MeXAy co60it TpeboBa-
HUSIM 32KOHOB. 1] 9TO TOBOPUT O TOM, 4TO 3aKOHBI
He VIMEIOT CHABI IIPU HAAUYMU OAHOM MBICAU HAU
OAHOIO IOHATHS, HET BAXKHEHNIIUX YCAOBUH AASL CY-
I[[eCTBOBAHMSI 9THX 3aKOHOB. Aaske IIPU EAUHOM H3-
AOXXE€HHUHU MOXXHO AOITYCTHTD OIIUOKY.

Bropoe, Ba>xHO€e CBOVICTBO MBIIIAEHHUS €T0 CBS3b
C A3BIKOM ... obecIieyeHre AOCTHIKEHHIO I[eAH, 3Ha-
HUe PeaAbHOCTH SI3bIKA M MBICAM, B3aMOOTHOIIIE-
HUSI C ADYTHMH AIOABMH, OKa3bIBaTh BAUSHEE Ha
00BeKTHBHBIE PEAABHOCTH, OOAYMBIBATb KAXKAYIO
pabory, pasyMHOe BOIAOIEHHME €ro HUCTOpUYe-
CKOe Ba)KHOE CBOWCTBO IIPUCYIIEE YeAOBEYECTBY.
VIcx0As 13 9TOTO, MBI MOYKEM YBHAETH ObecIiedeHre

B3aMMOCBS3U MBIIIACHUS U SI3bIKa, OAHO M3 OCHOB-
HbIX TPeOOBaHUI IIPABHABHOTO MBIIIAEHUSI, HO He
OAHOTO U3 OOIIMX IPaBUA 0OBEKTHBHOTO IIPABHAD-
HOTO Pa3MBIIIAEHUS He IIOKa3bIBaeT B3aUMOCBSI3b
MBIIIAEHUS U SA3BIKA.

Tperbe, «SI3bIK SBASIETCS CPEACTBOM MbIIIAE-
HUs, OKa3bIBaeT BAMSHUE Ha MblmAeHHe. Omuboku
MBILIAEHUSI OTPAXKAIOTCS B KaUeCTBE OIIMOOK B SI3bI-
Ke, @ B CBOIO OY€PEeAb, U3BSIHBI B SI3bIKE IIPUBOAST
K omMOKaM MbIAeHHMS. V13-3a 3TOro, HCCACAOBAHUSA
M3y4eHNs 9THX B3AUMOCBSI3€l, B IOHSTHU OObEKTHB-
HOT'O MBIIIIA€CHHA OY€HDb BA>XKHBI>>.

YerBéproe, mpu OOLIMX OMMCAHMSIX 3aKOHOB
IIPaBHABHOTO MBIIIAEHUS BBICKA3bIBAIOTCS, YTO TH
3aKOHbI 00€CIIEYNBAIOT «SICHOCTb, KOHKPETHOCTH,
0e3KOMIIPOMUCTHOCTh X 0OOCHOBAHHOCTD ¥ MBbIIII-
Aenust. PaccMapeBasi O OTA€ABHOCTH BCE 3aKOHBI
B HUX IIOKA3bIBA€TCS 3aKOH U3MEHYMBOCTHU «KaXKAAS
MBICAB, 006CyXA€HHE AOAKHO OBITh KOHKPETHBIM, 5IC-
HbIM>, B 3AKOHAX IIPOTHUBOCTOSIHUS U UCKAIOYEHIUS
«IIpepoTBpaleHre IPOTUBOIIOAOXKHBIX MBICAEI >,
a B 3aKOHE AOCTaTOYHOM OCHOBBI «KaXAasl MBICAD,
PasAyMbs, 0OCY>KA€HHS AOAXKHBI OBITb ITPABAUBbI-
MU U IIPAaBAOIIOAOOHBIMH, AOAXKHA 0OO0CHOBBIBATHCS
C IIOMOIIIBIO MBICAEH >

I[TsToe, Tpe6GoBaHMs OOIIUX 3aKOHOB 0O'BEKTHUB-
HOTO IIPAaBUABHOTO MBIIIACHUS IPUBOAUT B IOPSIAOK
CBOWICTBA IIpUHaAAeXamue Tekcry. Hanpumep: mo
3aKOHY U3MEHYHBOCTH; B OIIPEACAEHHOM IIPOLiecce
06CYXAEHUSI KOKAOE TIOHSTHE, AOAKHO COXPAHSTh
OAHOMBICAEHHOCTbD; [0 OTHOLIEHHIO K IIPEAMETY,
B OAHO BPeMsl, OAMHAKOBOE OTHOIIEHYE 1 IIPOTUBO-
pedrBble AOMBICABL HE MOT'YT ObITh OAHOBPEMEHHO
IIPaBAOIT; [10 3aKOHY UCKAIOUHTEABHOCTH; K OAHOMY
IIPEAMETY OAMHAKOBBIE BHICKA3bIBAHMSI, CKa3aHHbIE
IIPOTHBOIIOAOXKHBIE MBICAH, TO IIEPBOE IIPABAQ, BTO-
poe 06s13aTeAbHO OIMOKA, & TPEThEro He AQHO; IO
3aKOHY AOCTATOYHBIX OCHOB; IIPABAMBOCTD KQXKAOM
MBICAM, M3HAYAABHO AOKA3aHHAsI IIPABAA AOAXKHA
OBITH AOKa3aHa U 0OOCHOBAHA APYTON OAHOM MBIC-
Abto. VI3 Bcero aToro, MOXKHO OIIPEAEAUTD, YTO He
OAHO U3 HHX IIOAHOCTBIO HE MOXKET Pa3bsiCHUTD,
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AHAAM3HUPOBATh TEKCT, He CTABUTDb TPeOOBaHMUs CO-
XpaHeHH [JeAOCTHOCTH TeKCTa.

[lecToe, mpu BbIIBAEHUH HapyIlIeHHil TpeboBa-
HUU OAHOTO M3 3aKOHOB B KAKOM AMO0 Te3HUCe, TE3UC
otkaonsercs. Ecan, k kakoMy Anbo Tesucy mpea-
SIBASIFOT HapyIlIeHHe OAHO U3 TPeOOBaHMUI 3aKOHOB,
HO TE3KC He OTKAOHSIETCS, TO CYUTAETCS, YTO OBIAO
COOAIOAEHHUE APYTOMY 3aKOHY.

CeabMOe, <110 TPeOOBaHMSIM HEKOTOPBIX ABTOPOB,
ecAr 6e3IPeKOCAOBHO COOAIOAATD 3aKOH H3MEHUUBO-
CTH, MBILIAEHIE TepsieT CBOe TBOpuecTBO>. CobArose-

HIe TOABKO 9TOTO 3aKOHA He AOAXEH A OCHDII CMBICA,
¥ ITyTY Pa3bsICHEHNUIT, HO OHU CYILeCTBYIOT. B aTOoM cay-
gae OYAYT COOAIOAEHBI APyTHE O0IIeCTBEHHbIE 3aKOYBI
0011}eCTBEHHOTO IIPABUABHOTO MBIIIACHIS.

Ilpu dopMupoBaHMH TBOPYECKUX AMYHOCTEHN
Hay4HasI AeSITEAPHOCTDb M OCHOBBI HAyYHO-METOAQ-
AOTHYECKOTO OOBEKTUBHOTO MBIIIACHMS SIBASETCS
IOHSTUSL — ANYHOCTD, TBOPYECTBO, TBOPYECKAsI Ae-
SITEeABHOCTD, OOBEKTUBHOCTD MBICAH, IIPABHABHOE
MBIIIAEHHUE 1 [IPABHABHOE U3AOXKEeHHe MbICAU. B aToit
cdepe Hy>KHO BeCTH Hay4HbIe HCCAEAOBAHIIL
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The concept of the bibliography, information about
its origin, the subject of the bibliography is equipped
with the knowledge of the book, its secrets, the
selection of information, and its delivery to the reader.

When bibliography is translated literally, the
Bible means “book”, grapho — “write” — and it was
first used in ancient Greece.

Bibliographical science is a subject that studies
and produces bibliography theory, history, method-
ology and organization technology. It requires learn-
ing and research taking into account the specifics of
a particular area of knowledge simultaneously, sepa-
rate types and aspects bibliographic processes and
activities from theoretical, historical, methodologi-
cal and organizational points of view.

Private bibliographic research is involved in this.
The term of bibliographical study appeared in West-
ern Europe in the eighteenth century. In the 1970,
it gained a clear scientific explanation. It has 4 struc-
tural divisions: theory, history, methodology, orga-
nizational department.

Bibliography theory explores the nature and so-
cial significance of bibliography, develops scientific

concepts and system of comprehension, develops the
methodological basis of scientific analysis of modern
bibliographic practice, analyzes the interaction of bib-
liography and bibliographic disciplines with informa-
tion activities and information science, librarianship,
its interrelation with book work and book studies.
Bibliography history — examines its regularities and
tendencies. The history of bibliography is studied in
connection with the history of societies, the history of
politics, the economic, cultural and spiritual life of the
society. Bibliography technology - the ability to pro-
cess information resources, bibliographic products.

It participates in the development of technologi-
cal complexes that ensure the collection, organiza-
tion, storage, processing, search, conclusion, duplica-
tion, transmission and dissemination of information.
Bibliography methodology is closely related to the
theory, history, technology, practice of bibliography.
Itis a collection of targeted methods and techniques
for preparing and delivering bibliographic informa-
tion to consumers.

Organization of bibliography serves to enable
the full satisfaction of society’s demand for informa-
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tion, establishment of library and information cen-
ters in the country, creation, planning, coordination
of bibliographic service systems, the organization of
labor on a scientific basis.

The importance of the bibliography is that at
any given stage, the development of society will
not come true without cultural and spiritual help,
humankind always needs spiritual knowledge, to
be aware of the world, to get knowledge, under-
standing life in order to realize its identity. Biblio-
graphic products are the secondary documents that
promptly and expeditiously inform people about
the goodness, the spiritual nourishment literature
providing knowledge about the environment, events
and incidents, their pure essence, content, purpose,
socio-political events, their purpose and profit.The
importance of bibliographies structured in different
directions is as follows:

1. The bibliography tells about the history and
development of our cultural heritage, informs on
development of books and publishing;

2. It introduces the main purpose of the litera-
ture, its main issues and problems;

3. Provides new information for the reader;

4. Recommends to readers the necessary litera-
ture for reading;

S. Helps the reader in the selection of literature;

6. Recommends useful literature;

7. It gives impetus to active participation in the
life of society, success in certain areas;

8. It provides the basis for change in one’s per-
sonal life;

9. Educates the reader about the culture of read-
ing and culture of working with information;

10. It will be an important source for research
work and studying history;

Bibliographic information is a data about the
play. Unlike other types of information, bibliograph-
ic information is a complex social phenomenon,
involving specialist bibliographers in its creation,
transmission, distribution to different consumers,
depending on their age, profession, specialty, inter-

est, purpose, and level of training. The main thing
is that bibliographic information is a study about
documents or secondary information that is neces-
sary to understand and use. The main social function
of bibliographic information is to meet the needs of
society or individual consumers for a wide variety of
information. Information is derived from the Latin
word “ informatio”, which means an explanation and
informs about something or some issue.

Currently, the forms of collecting and trans-
mitting bibliographic information are as follows:
from the simplest information messages to the bib-
liographic manuals in complex traditional forms of
printing, depending on their structure and level of
coverage and, as well as till a database in electronic
form. Bibliographic message is an element of bib-
liographic and basic information about a part of a
document or group of documents presented in a
particular order, either oral or written.

Libraries can handle any event, incident, political
and social news, problems and their solutions. In this
way, it provides quick guidance about best practices,
inventions, discoveries and works. Especially, timely
delivering of bibliographic messages that serve the
needs of organizations and institutions that need
urgent information, but have no opportunities for
that, helps firstly to increase production efficiency,
secondly, to provide collaboration and, thirdly, at-
tract sponsors to assist in the operation of libraries.

Bibliographic writing is an element of biblio-
graphic information and official information about
the content and meaning of the document for the
purpose of bibliographic search, it usually consist of
several elements that have specific value, function,
and designed to provide accurate information.

Bibliographic writing is used for the develop-
ment of various bibliographic manuals, for the or-
ganization of library catalogs and other purposes.
Bibliographic notes also provide annotation and
abstract. Annotation, as a rule, provides a brief de-
scription of the content, essence, form and other fea-
tures of the document and completes, defines the
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bibliographic description. According to its social
significance and function it may be informative and
advisory in nature.

Annotation information reveals ambiguity in the
title, gives information about the author, the con-
tent, genre and other features of the work that are
not reflected in the bibliographic description. Such
annotations are submitted to official, scientific, pro-
duction, reference editions and range from a few
words to one or two sentences. Recommendation
annotations are used to inform the reader about
the document, its importance and features, its sig-
nificance and to provide an overview its role in the
literature that is closest to it, and to attract reader’s
attention. Annotation consists of recommendations
and advice of educational value and is larger in size
than data annotation. They are mainly used for the
disclosure of scientific, popular, fiction, children’s
literature, and mass media publications. According
to the method of description of primary documents
there are general and analytical annotation. General
annotations highlight the contents of the document,
whereas an analytical or private annotation provides
information about a part of a document (for exam-
ple, a chapter, a paragraph, a separate article).

Annotation can be monographical or grouped
according to the number of documents submitted.

Monograph annotation reveals the content and
features of a single document, and group (summa-
ry) provides information about several documents
close to each other. Occasionally, several works by
the same author, several works of the same genre, a
play of a certain type may be related to other works
that are to some extent annotated.

There are also explanatory, descriptive and ab-
stract annotations based on the volume and consis-
tency of information. There is a general and analyti-
cal annotation based on the method of description
of the primary documents. The explanatory annota-
tion consists of a few words or sentences that define
the title of the document. As well as illustration re-
veals key issues or problems in a document, and an-

swers the question “What does the document say?”
Referential annotation answers the question “What
kind of information is contained in the document?”

Bibliographic activity is the field of activity to
meet the demand and needs of consumers for bib-
liographic information, its content is the process of
preparing and delivering bibliographic information
to consumers on demand and interest. Preparation
of bibliographic information is a process of biblio-
graphic identification, bibliographic search, biblio-
graphic processing, bibliographic selection, bib-
liographic grouping and all this process is called as
bibliography. The process of delivering bibliographic
information to a consumer through certain means
and methods is called bibliographic service. This in-
cludes and means the organization of bibliographic
information and bibliographic service, bibliographic
information and information education. All process-
es of bibliographic activity are interdependent and
complementary. At present, they are all important in
the primary processing of information, efficient and
multiple use of the results obtained, and the use of
automated technology.

The object of bibliography is the document or
part of it. The process of bibliographic information
processing is a set of processes with a number of
specific features and means, methods, and conclu-
sions that is the only technological and creative pro-
cess based on analytical and synthetic processing.
Simultaneously this process collects and evaluates
the necessary information, summarizes the infor-
mation obtained, transmits the information in the
intended purpose and form. Simultaneously this
process collects and evaluates the necessary infor-
mation, summarizes the information obtained, and
transmits the information in the intended purpose
and form. Bibliographic identification is the process
ofidentifying documents as bibliographic objects by
the established criteria. Bibliographic selection — to
extract documents from the selected materials in ac-
cordance with subsequent bibliographic processing.
At the same time, the scientific significance of the

150



TASKS AND CONTENT OF BIBLIOGRAPHICWORKS

document, its completeness, objectivity and compli-
ance with the bibliographic information are taken
into account. Bibliographic search is an information
search based on bibliographic data. It is targeted,
thematic, identifiable, factual and other, based on the
knowledge of modern information resources, biblio-
graphic manuals, databases and information banks,
and is based on a scientifically sound program.

The overall bibliographic search program cre-
ates a specific logical chain that focuses on purpose
and achievement of scientific results. Bibliographic
processing — set of processes for displaying biblio-
graphic record in traditional library catalogs, card
indexes, bibliographic indexes, manuals and mod-
ern electronic catalogs. Bibliographic processing
is the creation of a bibliographic description, the
identification of bibliographic elements, the forma-
tion of a descriptive head, indexing, annotation or
abstracting, and the transfer of other elements, the
purpose of the document is to select, study, read, re-
view, access additional material, use the information
about the work, and prepare output data to provide
critical information about the process of reviewing
critical articles and convey them to the consumer.
The annotation will cover the title, topic, key issues
of the author’s coverage, illustrate the main events
and issues that will be highlighted, the main pecu-
liarities of the work are different from other works
on the same subject. In annotation of educational,
reference and popular publications it is possible to
name only the names of the sections, without giv-
ing the full contents of the sections. When submit-
ting the material it is necessary to indicate how it is
explained, whether it is short or complete, popular
or scientific, lively, interesting or, conversely, dry,
and the artistic style. In showing the purpose of the
reading group much attention is paid to the role of
the work in scientific, educational, production and
independent learning. Information on fiction, poly-
graphic and editorial publishing consists of the num-
ber of illustrations, their content, importance, draw-
ings, and artistic designs. In addition, the annotation

should include information about the search engine
and the book’s bibliographies.

Annotation is a responsible process and is car-
ried out in stages:

1. Analysis of the text of the work;

2. Study of additional sources;

3. Collecting data describing the nature of the
work;

4. Artistic editing and registration of annotation.

Analysis of the text of the work. The type of work
(separate, collection, part of a multi-volume edition,
column section) is defined to which issue, problem,
topic or area of knowledge it is dedicated. The em-
phasis is on the structure of the publication and the
grouping of the material. Determining how material
is presented or interpreted can help identify a group
of readers. The analysis uses prefixes, introductory
remarks, notes, and additional critical material.

Explore additional sources. Works on the topic,
reviews, critical articles, biographical materials, his-
tory and science are found and researched with the
help of relevant reference publications and biblio-
graphic manuals.

Data collection. In the annotation of works, the
author provides autobiographical information about
the author’s scientific and artistic value for the pres-
ent. In the annotation of contemporary works, it is
given a fair and objective assessment, and it is not
necessary to rely on the author’s own imagination
or impression.

Sometimes it is brought the author’s opinion, in
some annotations the critic’s opinion, the partici-
pant of the event or incident, the author’s memory.

When making literary editing or annotation, it
is important to extract the most basic information.
In order to attract the reader’s attention, the most
interesting facts in the recommendation annotation
should be provided. One should avoid repeating bib-
liographic information such as “The book is very
interesting ...” or “The book is interesting” and du-
plication of bibliographic information. The abstract
is the analytic synthetic analysis of the information
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contained in the primary document. It is necessary ~ The text of the abstract is distinguished by its accura-
to distinguish the essential facts from the document  cy, fluency andlogic, it cannot contain secondary in-
— the baseline, factual data, conclusions and results.  formation — criticism, evidence, proof or examples.
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Although the cinema art is one of the fruit of
the last period of modern human intellection, this
miracle has been known since the ancient time of
human life and existed since then. However it hap-
pened in thoughts and dreams before, not in the
tape as today. As the periods have passed, ability of
intellection turned the thoughts and the dreams into
reality, actuality — the art. Cinema art has enriched
the life, it has enriched not only the real life, but also
the thoughts and dreams of a human being.

In 1895, Parisian Auguste and Louis Lumiere
brothers founded the cinematography — “magic art
world” having created the first movie in the Universe
via the apparatus invented by themselves [2,45-46].

Cinematography developed intensely and be-
came an independent art with own individual abili-
ties simultaneously covering literature (drama), the-
atre, painting, music and other forms of art. The more
the other types of art influenced cinematography’s
formation, the more cinematography contributed to
those art types” development. Cinematography had
to be renewed constantly and needed reformations

continuously during its over hundred year historical
period, as the first rule of the technical progress is to
aspire towards perfection regularly.

Today nations and countries are judged by their
lifestyle and living conditions as well as those na-
tions’ culture, education, science, literature and
cinema art. In this regard, cinema art has a unique
role in strengthening the both internal and external
prestige of a nation.

Cinematography being able to attract millions
of people’s attention at the same time provided its
own superiority over literature and theatre in the
period of ideological struggle as well as it became
as an important and serious form of art.The states-
men introduced and established “CENSORSHIP”
considering that particular ideas could be promoted
through the cinematography, herewith people might
be diverted affecting by negatively oriented people’s
purposes and it can endanger nation’s interests.

Charles Potier created the program on prevent-
ing from possible problems, “The topics opposing
the religious views ought to be prohibited; love for
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Motherland should not be restricted; historical facts
should not be distorted; describing passionate feel-
ings and criminal processes should not be exceeded
the limit.” Introduction of democracy in Western
Europe in the beginning of the 20th century had an
influence on literature and cinema directly. As anew
type of art, cinematography pays more attention to
the conceptions which are considered as the bases
of democracy such as defending human rights, ap-
preciating the private ownership, providing the su-
premacy of the law, promoting freedom of expres-
sion and so forth [3,94].

Cinematography appeared in Turkestan in the
beginning of the 20" century and some conclusions
can be summarized overviewing the attitude to cin-
ematography over the periods. Before the October
Coup cinema art was only entertaining show for
people, but from 1918 (after the Revolution) politi-
cal events made the cinema as a reliable information
sources. All the entertaining and recreational places,
attractions and cinematography were under the con-
trol of the government of the Soviet Union. In 1920's
“Uzbek state film” called “trest” was situated in the
Eshonqul mosque in Tashkent [1, 10].

Appointing the place for the film exactly in the
holy praying place of Muslims was one of the com-
munist atheism indicators. Perhaps the Soviet gov-
ernment wanted to remove Uzbek nation’s thousand
year old spiritual values from our life by putting the
new cultural art against them. Who knows...

Sulaymon Khojaev, one of the pioneer filmmak-
ers of cinema art in the 20’s-30’s of the 20th century,
was blamed for nationalism for his movie named
“Tong oldida” (Before the morning) and was shot
together with Abdulla Kadiriy and others. However,
Uzbek cinema art did not stop developing. After The
World War IT new works were restricted force fully
by the Centre to be shown on the screens in “Uzbek-
film” It lasted for 5-6 years up to 1952. Despite this,
Uzbek cinema gathered the strength for the future
development. It came to the level to be able to cre-
ate the film on international cooperation such “Ali

Baba and forty thieves”. The films as “Alisher Navaiy”,
“Nasreddin in Bukhara” (Nasriddin Buxoroda), “Ta-
hir and Zukhra” (Tohir va Zuhra), “Bygone days”
(O’tgan kunlar), “Abu Rayhan Al-Biruni” (Abu Ray-
hon Beruni), “Naughty boy” (Shum bola) are con-
sidered to be the real masterpieces [4, 10].

The development is really quick nowadays. Ide-
ological struggles have already outrun fiery wars.
Art, literature, and cinema are attempting not to lag
behind other developments based on own internal
principles indeed... The films are being created
claiming to foresee the events to be happened “TO-
MORROW?” in fantasy genres. But ISYS, scourge of
extremism, abnormal natural disasters are bringing
in newer preventions to normal life... I guess there
should be great advisers — “film and theatre” for the
youth in order to motivate them to aspire to future,
overcome the preventions and problems.

It should be admitted that there are good films
conquering the world audience. Unfortunately, they
are very few in number.

Itis no use waiting for Shakespeare, Chekhov to be
born again, there is no use expecting epic films to be
written by Leo Tolstoy, Dostoevsky, Chingiz Aytma-
tovand Tahir Malik ... A unique character was created
in the novel “Don Quixote” by Cervantes, there was
no other character different from that one in literature.
Transition period of knights’ era was the main topic of
the literature. Both historical and modern sides can be
seen in this work. Cervantes laughs at knights. Why?
Because knights time has already passed. The charac-
ter lagged behind the times, he has to face a new era.
But he is still living with the old era in his thoughts.

What about now... Where is the world directing
own path? Where should it be started from?! What is
the historical situation like?! Systems are changing....
For example, some various jokes, funny sayings are
appearing about communism, Stalin, Brezhnev, Gor-
bachev are being criticized. Who thought that there
would be satire works about Lenin ever?! People are
laughing at them now. Because their time has already
passed. A group of politicians are demanding to re-
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move Lenin’s Mausoleum from the Kremlin. But, Pu-
tin did not allow to relocate the grave and said, “We
cannot do that. Because Lenin was a wise politician
in his own period. It is our history.” Perhaps they are
mistaken. Time will tell everything later.

Faust of Goethe, a philosophical character sells
his own future, own life to the demon Mephistoph-
eles. He says to a demon, “Take them and show me
the real happy life for a minute!” This scholar person
advises and teaches other people how to live happy
life, but he does not understand what happiness is.
He wants to be happy. Actually each person comes
to the world to be happy. Goethe created a new char-
acter in his tragic play [5, 20].

The task of the film is to explain what real happi-
ness means, isn'tit?! Does having an own hand mean
happiness for the person who does not have a hand?
Or having children means happiness for the woman
who has no child?! What does happiness mean?
What is happiness for president?! Is it prosperity of
nation or peace of his country?! As Siegfried Kracau-
er says, ... film means describing the reality around
us and creating new one..”

After all, we have to create the films which cover
those above mentioned, we have to create characters
in films....

Bernardo Bertolucci states, “People come to the
Cinema to share the same dream...”

There should be real personal image — characters
in films. Who creates that? Filmmakers cannot com-
pose or extemporize a screenplay by himself. Their
work must be based on something. Who can create
and write about those characters? Writers create and
writers write. If a writer is strong, he or she can cre-
ate very strong, unique, original characters. Today it
is difficult to understand some writers’ idea. There
is not a genius idea. If there is not a good idea and
motif, it is no use of expecting either good novel or
film. Each moment of the film must sound interest-
ing for spectators.

A spectator should be made to stay completely
absorbed in watching film both at the cinema and

in front of T'V. The things out of the film such as
pop-corn, economic crisis, school, university, work
and anything except the film must be made to be
forgotten and the audience must be kept engaged.
In cinema art’s history there are a lot of films own-
ing unique meaning and idea, having wonderful pic-
tures, descriptions, impressive decorations where
superstar actors and actresses have starred. But
watching these kinds of films can be boring and the
theme and events of the film is easy to be forgotten.
On the contrary, very low-budget films as “Bicycle
thieves” of Vittorio De Sica and “Rome, open city” of
Roberto Rosselliniare still being watched with plea-
sure. Because, the events of each moment of these
films make the spectator got interested in further
processes. If you are watching these films for the sec-
ond, third, fourth and even fifth time, you still will
feel for the unemployed man who had his bicycle
stolen and trying to find it or you will sympathize the
priest who is hiding the weapons in order to defend
his students against the fascists.

Fresh graduated screenwriters say, “Only unprin-
cipled films can be interesting for no purpose. They
are just nonsense. But we must not cheat and trick
our spectators, we have to shoot the meaningful and
strongly formed films.” Nobody is against shooting
meaningful films. But make them not be boring!

How about the film “Intolerance: Love’s Struggle
Throughout the Ages” by David Wark Griffith, the
famous American filmmaker? Is it meaningful? Yes,
it is. Is it boring? No, it is not. Griffith did not get
ashamed of shooting film which sounded interesting
for himself. The success of a film does not depend on
the genre so much. Any genre is possible. It can be
a thriller, action, art house, melodrama, comedy or
fantasy. Providing that watching the film is interest-
ing now, even in 100 years it will remain interesting.
If the film cannot attract the audience, even though
it is given a hundred Oscar Awards, it will be for-
gotten the following year. Do you remember how
the thunder was in the “Brokeback Mountain”? It is
an art house inspirational film. But who is missing
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and watching this film now? Do you often watch it?
No! It has a reason. A film has to hook the audience.
If each moment of the film a spectator cannot help
waiting the event to be happened next, it is real suc-
cess. This can be called BRICOLAGE or PERIP-
ETEIA. It does not matter. The main point is that
spectator should start breathing together with the
character of film.

In 1943, the film “Chapaev” was shot by Vasilev
brothers. 74 years have passed but why hasn’t it lost
own attractiveness until now? Stalin had watched
this film for 38 times!

No doubt, not every writer can be as Chingiz Ay-
tmatov or not every film can be made as the screen-
play “Quiet Flows the Don”. Chingiz Aytmatov be-
came well-known worldwide not only through his
novels, but the films which had been created based
on his works also made him a famous writer over

the world. 20 million copies of his books were pub-
lished whereas the films based on his works were
watched by several hundred million spectators.
Watch the Italian film based on Dostoevsky’s short
story “White Nights”, it is a genuine film.

When I think about those things above men-
tioned, Uzbek cinema experiencing transition pe-
riod has a lot of tasks to be accomplished. We have
both successes and some failures. Above all, our state
is giving us many opportunities to improve our cin-
ematography and our state is providing required
conditions for Uzbek film to be of world standards.
I believe opportunities such as new buildings and
pavilions, shooting locations in big areas, modern
filming techniques, reformations on educating the
young generation based on international experi-
ences, the fund allotted to the filmmaking will give
positive results soon.
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Animated film is a built-up sequence of static
frames that create the illusion of movement during
projection. This movement is not in physical reality,
and it appears due to the creation of a new image in
the virtual world of projection [7.12]. According to
doctor of art criticism N. G. Krivuly, the space of an
animated film is a special world where the boundar-
ies of the possible and impossible are erased. Ani-
mation creates the conditions for various forms of
interaction [1, 35]. One of the types of art that can
quickly effect the minds and hearts of the younger
generation, arouse good feelings in them and enrich
their spiritual world nowadays is the art of anima-
tion. The originality and entertainment factor of Uz-
bek animation, being created based on the themes of
the national literature, fairy tales and other samples
of the oral folk art, lies in the fact that through visual
means and forms it takes on the spiritual, aesthetic
and educational significance.

Creating cartoons is an exciting process in which
computer technology becomes an assistant. They
allow not only to create modern cartoons, but also
provide new opportunities for the implementation
of other creative ideas [2, 13].

In the art of modern animation, the Uzbek spe-
cialists and filmmakers turned to historical themes,
appearances and deeds of our great ancestors, giving

them a new incarnation according to the national
ideology. The principle of educating the younger
generation in the spirit of national ideas based on
the instructive examples, taken from the history of
our nation, has took on the new interpretation.
Every year more and more attention is given to the
production of the animated films based on the Uzbek
folk tales and poems, classical literature and the works
of Uzbek writers. The latest animation technology was
used to create them. Since 2010, such animated mov-
ies as “Farhad and Shirin”, “The Lion and the Carpen-
ter” adaptation of the poems by Alisher Navoi, “Three
Comrades”, “Spitamen’, “The Liar and the Truthful’,
“Semurg — the Bird of Happiness” based of different
historical events, legends and Uzbek folk tales have
been released. Among the animated films based on
the works of the great thinker — Alisher Navoi — that
have been produced starting from the second half of
the 1990s by the director M. Makhmudov, for exam-
ple, a film based on the poem “Sabayi Sayor” (“The
Seven Planets”) of the famous “Khamsa” Makhmu-
dov studies carefully the literary source prior to start
production of the animation film. He wrote a script
for “Bakhrom and Dilorom” jointly with A. Fainberg.
The script in condensed form reflects the content of
the poem. The film embodies a unique charm and ap-

peal of the poetry by Alisher Navoi.
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Itis quite a daunting task to transmit via video im-
ages the deep philosophical idea of the poem by Navoi,
the beauty of his couplets, which can be compared to
the gems. Being fully aware of this, M. Makhmudov,
began an adaptation of the poem “The Seven Planets”
starting from its first part — “Bakhrom and Dilorom’,
which connects the seven stories that constitute its
content. Another poem that makes a part of “Hamsa”
by Alisher Navoi — “Farhad and Shirin” — was brought
to the animated screen by director N. Tulyakhodjaev
(2010), who in collaboration with the screenwriter
E. Khasanova and the artist A. Gvardin used the ex-
isting experience in creation of this animation film.
In this film as well, a deep sense of the love poem has
found its perfect incarnation.

A master of his craft, M. Makhmudov is tireless-
ly seeking the new ways to express the meaningful
ideas in his works, therefore he turned to the poem
“The Amazement of the immaculates” (“Hayrat ul-
Abror”) from the quintuple poem. In collaboration
with R. Djabbarov, M. Makhmudov has written a
screenplay on the basis of the poetic legend about
a lying carpenter — “The Lion and the Carpenter”
(2010, artist S. Silka). M. Makhmudov took part in
filmmaking also as a director. The deep meaning of
the poem has acquired a bright poetic expression at
the animation screen. The main idea of the film, topi-
cal at all times, is that “a human being should always
be truthful”, which adds an enormous educational
value to it.

In addition to the adaptations of the works of
the national classics, the maitres of animation appeal
to the foreign classics. Just so, the artist and direc-
tor — M. Makhmudov has created the animated film
“A Happy Prince” (1992) based on the scenario by
N. Tulyakhodjaev, in which he touched the theme
of human feelings, revealing the spiritual world of a
human being. A statue of the Prince mounted in the
town square stands as the main character.

Animation artists, working on characters, loca-
tions or props for guidance, can draw them either
manually or using computer programs, or using a

combined method [8.40]. As N. Kurkova wrote, for
artistic creativity, such characteristics of a creative
personality are necessary as imaginative thinking,
imagination, emotional lability, a sense of empathy,
and creative abilities (a set of personality traits that
ensure the novelty and originality of the result of
creative activity) [9, 235]. The eyes of the statue
are made of precious stones and the body of golden
petals. The final of this film is tragic. The viewer un-
derstands that a symbol of the courageous person,
willing to give his life for others, is a swallow. The
film is attractive due to its psychological content,
revealing the depth of the human soul. Intended for
the adult audience, this film encourages the specta-
tors to think about the meaning of life, the essence
and purpose of human existence. In 1993, the film
was awarded by the Griffin Award of the Association
of the Cinematographers of Uzbekistan.

Among the young artists of the animated films
based on the classic works, the following films
should be noted — “The Nightingale” (written and
directed by M. Makhmudov, the artist M. Karabayev,
1999), “Come and have potluck with us” (script
writer M. Makhmudov, director and artist Dmitry
Vlasov, 2004). In “The Nightingale”, M. Makhmu-
dov approached the classic genre of the fairy tale by
Hans Christian Andersen. The idea of this film can
be summed up in the words “the beauty will save the
world” A true beauty is the naturalness and purity of
thoughts. This thought permeated the events in the
film. The music that accompanies this film, empha-
sizes the divine nature of the idea that unfolds on the
screen through such descriptive means as metaphor,
grotesque and hyperbole [5, 206].

The ability to transfer inner feelings and emotions
through the paper doils in animation, M. Makhmu-
dov first showed in his film “A Happy Prince”, and
then in “The Nightingale” it was reassured. This is a
specific typological similarity of the two pictures. In
1999, the movie “The Nightingale” was awarded the
first prize “Golden Fish” at the International Festival
of Children’s Animation Cinema held in Moscow.
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In the animated fairy tale “Come and have pot-
luck with us” (screenplay by M. Makhmudov, direc-
tor and artist D. Vlasov, 2004) used the technique of
replacement, which resulted in the the modern inter-
pretation of the fairy tale by H. H. Andersen “What-
ever aman does, it is perfect”. The authors of the film,
keeping the original idea of the writer, changed the
scene, moving it on the Uzbek soil. Thus, the market
in the tale was replaced by the Eastern bazaar, which
is full of the items like the national embroidery and
embossing on metal.

Such works by M. Makhmudov like “Bakhrom
and Dilorom” (1996), “Shadman, the Athlete”
(2008), “The Fortune-Teller Against Her Will”
(2009) are copyrighted as the Uzbek animation films.

Attention to the text and the artistic metaphors
of director and animation artist - M. Makhmudov
has grown with the development of the anima-
tion art. With the intensification of dialogues and
their transformation into a driving force, attention
to the visual expression of thoughts and ideas has
increased. At the same time, active use of rhetori-
cal means can be observed in the children’s films,
and visual trend in the films for grownups. In the
animated films, where more attention is paid to the
visual imagery, there is a tendency to philosophical
generalization through symbols.

The motion phrases of individual objects or
characters are drawn on sheets of transparent film
(celluloid and other similar materials) that are su-
perimposed on glass located above the image of the
background or the characters’ environment [3, 9].
Modern animation has long ceased to be an enter-
taining form of art, today it addresses the most press-
ing problems of our time, touches on the broadest
range of political, social, moral and ethical issues of
our time [6,239].

President of the Republic of Uzbekistan
Sh. Mirziyoev noted that the great attention paid to
the development of this art in Uzbekistan. According
to President’s Decree on August 7, 2017 “On mea-
sures for further development of national cinema-

tography”, it is possible to understand the creation
of animation films by 15 in 2018 and by 50 in 2022.
This decision requires more serious responsibility
than representatives of the industry.

The human imagination is international in its
essence, and animation, like no other art capable of
speaking in this language: image and movement — the
oldest forms of human expression — underlie the art
of animation, so it is easily perceived by people of any
nationality and color. Possessing unlimited possibili-
ties for the most daring fantasies, animation can re-
vive forgotten legends and folk heroes, bringing them
closer to modernity and new generations [ 10, 4].

Modern animation the work represents an amaz-
ing symbiosis of all possible kinds, art and techno-
logical innovations. It is a high concentration of ar-
tisticimages and achievements of science, operating
at the level of archetypes, simulacra, symbols and
collective unconscious, in a single merging stream
that broadcasts various ideas to the subconscious
of the viewer, influencing with a high degree of ef-
ficiency on his psyche [11, 3]. Modern art practice
demonstrates new forms of animation. In this con-
text, the role of continual and synchronous determi-
nations in a wide field of relations with previously
formed and functioning art forms, models and ani-
mation systems is becoming increasingly important
[12, 3]. Modern volumetric animation has unique
possibilities of visualizing the non-physical sphere:
the world of memories, dreams, miracles, processes
of the spiritual life [13, 18].

Animation is a magical technology that makes
inanimate objects move. For animation, the main
thing is to create actions and effects that are impos-
sible in reality. Only in this fairy-tale world can you
fly, change shape, recreate yourself. The animation
of the objects looks magical. It is amazing how small
grains of sand themselves can form into a sand castle
or a pencil, suddenly, without any influence, begins
to display bizarre images on paper [4, 8].

Special effects are used to create pictures, im-
ages, events and incidents for the current animated
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screen. For example, various cataclysms in nature,
fantastic fantasy characters, imaginary events, in-
cidents and movements. As well as computer ani-
mation and visual effects for animators in the cre-
ation of animated films, the desire to qualify for
the use of new modern techniques will ensure the
further development of the industry. The first full-
length film 2D (two-dimensional) “The Pearl of the
Sun (2017) based on computer technology in our
country, as well as the first 3D (three-dimensional)
2010 but also in creation of films, such as “Wise’s
adventure” (2014), “Tortoise” (2016), “Dog”
(2016), “The youngest brave” (2017). Nowadays
it is necessary to create modern films at the level
of modern requirements.

In the development of this sphere in modern sci-
ence in Uzbekistan, one should pay attention to the
following actual problems:

— increasing general and specialized subjects by
70-80% according to the program of foreign sub-
jects in the curriculum developed for this area of
study in science process and organization of train-
ing sessions on main subject;

— involvement of specialists in the field of sci-
ence to the leading universities and studios of for-
eign countries during the internship so that they can
acquire modern knowledge in the production pro-
cess (Russian animation — All Union State Cinema-
tography University, Sankt-Peterburg State Univer-
Pilot”, “Cristmas
Films”, “Animacord”, “Wizart”, American animation
—JMS Academy, SAE Institute UK, Bath Spa Univer-
sity, “Pixar”, “Walt Disney”, “Sony Pictures”, “Dream
Works”, “Blue Sky”, “Warner Bros”. “Animation’, Ital-
ian animation — RUFA, NABA, UCSC, “Rainbow”,
“BRB International’, Japanian animation — TUAA,
KSU, “Studio Ghibli” and other studies); as well as
modern practices demonstrate new forms of anima-

» «

sity, “Soyuzmultfilm”, “Melnitsa’,

tion. From this point of view, the importance of con-
tinuing and synchronous identification with previ-

ously established and functioning art forms, models
and animation systems is increasingly important.

— organization of master classes with training
of advenced specialists in foreign countries for the
academic year (about programs 3D and 4Cinema);

— writing scenarios for the children with inter-
esting events, dynamics, descriptive heroes charac-
teristic, and rich writing animation language; as well
as in the process writing scenarios, taking into ac-
count the moral needs, desires, interests and young
aspects of children (small, medium and large);

— creating an excellent, modern animation im-
ages that will keep young people in the memory of
animated films, bringing to the young generation
the values and traditions of our people on the basis
of universal principles, their outlook and actions, to
present children the modern fairy tale;

— creating traditional and contemporary music
based on national heritage that is compatible with
multiplicative films;

— formation of voice skills and attracting profes-
sional actors for film characters to be created;

— students will be able to participate in “short
films” contests of world-class students with their
creative works;

— creation of animation series themes in various
genres;

— to enhance the artistic, audiovisual and qual-
ity of the created cartoons, film screening and dis-
cussion of animated films regularly with participa-
tion of film critics, to evaluate the shortcomings and
achievements in films and to develop appropriate
recommendations.

It is important to emphasize that as a result of
solving the aforementioned problems, the Uzbek
animation art is interpreted in a modern science and
in new ideas. In addition to the created of films based
on national heritage using the latest programs, to en-
hance the interest of young people in this field and to
contribute to the development of animation science.
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Abstract. The origins of folk of boiko’s dance are substantiated. Historical and ethnographic
factors that influenced the formation of the choreographic culture of the Prykarpattya fighters were
revealed. It is substantiated art problem, which on the generalization of experience, enrichment of the
Ukrainian choreographic culture with the achievements of national boiko’s dance in the Carpathian
region of the late XX — beginning of the XXI in scientific works is not covered. The methodology of
research of the boiko’s dance has been determined. The trends of folklore boiko’s dance development
have been determined. The importance of customs and rituals for the development of boiko’s dance
has been proved. The main tendencies of the development of the boiko’s dance as an integral part of
the study of Ukrainian dance as a whole and the peculiarities of the formation of the choreographic
traditions of the fights are determined.

Keywords: choreography, folklore dance, boiko’s dance, folk-dance, authenticity.

Music and folk dance customs are an integral
part of boiko’s dance. Reflecting the temperament
and mentality of the Prykarpattya fighters, it has pre-
served the basis of the choreographic inheritance of
its ancestors to this day.

Many domestic scientists have been engaged in
researching the origins of choreographic productions
and using elements of folk dance as their primary basis.

In particular, A. Buduzova [1] explored ele-
ments of folk dance and its semantics, K. Vasylenko
[2] described dance and instrumental collectives as
a component of folk-art festival, V. Vasyak [3] ana-

lyzed the use of folklore-ethnographic sources in the
Ukrainian stage choreography, V. Verhovynets [4]
defined the role of dance traditions in the patriotic
upbringing of young people, described the synthesis
ofarts as a factor in the formation of the aesthetic at-
titude of the future choreographer teacher analyzed
art folklore choreography, investigated the problems
of studying virtuoso male movements in Ukrainian
folk-dance, M. Marusyk [7] studied the influence
of Ukrainian music-choreographic traditions on
the musical and motor development of older pre-
schoolers.
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Folklore Ukrainian dance was established and
developed during the times of Kiev’s Rus, incorpo-
rating lexical, local, local, structural and composi-
tional features, music of the areas where he lived,
manners and a form of performance that distin-
guishes him among the eponymous Russian and
Belarussian dances.

K. Vasylenko in her book states: “Folk dance has
its primary, primary source. When it comes to the
culture of a particular people, one has to take into ac-
count not only his immediate cultural achievements,
but also the legacy he inherited from his ethnic pre-
decessors, from which the people themselves were
formed. It concerns the culture of all peoples of the
world” [2, P. 9]. The choreography of fights is no
exception, as it takes as its primary the folklore dance
of the Ukrainian people, modifying it to meet the
needs of contemporary audiences.

Folk-stage dance in contemporary choreograph-
ic art is presented in two variants. The first variant
(referring to the famous Ukrainian folk dance art-
ists E. Zaitsevand K. Vasylenko) is a dance that con-
tains the creativity of the people, while preserving its
national features, authentic features of its technical
performance and expressiveness, which are empha-
sized and improved by modern ballet dancers. The
second option — the dance retains unique features
of folk choreography, which are combined with new
modern styles and techniques, a special vision of the
ballet master. It is a so-called stylized dance.

Folk dance is a kind of folk dance creativity cre-
ated by an ethnos, spread in everyday life, which
reflects ethnic features, choreographic language,
plastic expressiveness of an ethnic or ethnic group,
which manifest in character, coordination of move-
ments, in the musical-rhythmic and metrical struc-
ture of dance, the manner of its implementation. The
origins of folk dance are almost always associated
with the countryside, although it can also be per-
formed in cities.

Folk dance is the result of collective creativity.
Moving from performer to performer, from genera-

tion to generation, from one locality to another, he
enriches himself, reaching in some cases a high level
of artistic skill, virtuoso technology. Each nation has
its own dance traditions, plastic language, special
coordination of movements, techniques of corre-
lation of movement with music. In the melody of
each dance, its plastic patterns, paints embody all the
wisdom, all the wealth of imagination, beauty and
originality of folk art. This is a wonderful, inexhaust-
ible treasure trove where modern dance creators will
draw and will draw their material. Only by loving,
understanding and knowing folk art can one use it
and bring it benefit.

Boyko’s authentic dance has changed throughout
history, but it is worth noting that today folk dances
live only on stage and are not widespread among the
population, which threatens their “oblivion”. That is
why we urgently need to research and promote them.

Important importance in the study of boiko’s
music and dance on the basis of folklore was made
by R. Garasymchuk.

According to N. Marusyk, R. Garasymchuk’s
activities (1900-1976) characterize him as a mul-
tidisciplinary researcher-enthusiast of folk art-eth-
nographer, ethnologist, musicologist, ethno-chore-
ographer, museum worker [7, P. 165].

Already as a student of the university, Roman
Garasymchuk began to study the Boikivshchyna and
specifically the authentic dance of Boiko. According
to the researcher, he made his first field expedition to
this region from April 19 to June 15, 1931, and his
second — from February 12 to June 7, 1933. He was
inspired by these studies by Professor Adam Fisher
of Lviv University, who also contributed to the ex-
pedition.

Basically R. Garasymchuk paid attention to the
boiko and hutsul dances. In the monograph of R. Ger-
asymchuk [S; 6], more than 60 dances from different
districts of Boykivshchyna and Hutsulschyna were
certified and described, as well as 287 tunes, edited by
F. Kolessa. The book also has a wealth of background
material (geography of the distribution of individual
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tanks, diagrams, graphic tables depicting dance moves
and steps). The scientist used the dance recording
system of the German ethnographer-choreographer
R. Zoder, who used to design dance figures and move-
ments in upper and lower Latin letters.

Considering the peculiarity of the choreographic
art of Boykivshchyna, Roman Gerasymchuk pro-
posed his classification of folk tanks, dividing them
into the following dance groups:

1) kolomykovy (the oldest, most recent, illustra-
tive);

2) Cossacks (including the most recent and il-
lustrative ones);

3) Kolomyko-Cossack and their newest variants
in Halych and Bukovyna Hutsulschyna;

4) rituals;

S) marching;

6) borrowed (with elements of Romanian vo-
cabulary);

7) the latest (eg shimmy, foxtrot).

Close to him were the provisions of the essay
“Robber Dance on the Podgall and its place among
the warlike dances of the Slavs in general and be-
tween the Basque Pyrenees” by Professor Frantiszk
Pospiszil, proclaimed at the Second Congress of
Slavic Geographers and Ethnographers and Poland
in 1927. He emphasized the importance of film for
processing folk dances, emphasizing that this is the
only way of research in Slavic ethnography [S].

R. Garasymchuk made an interesting comment
on almost all the dances, which is based on a de-
tailed study of local choreographic folklore, cited a
large bibliography of ethnographic and folkloristic
studies of domestic and foreign scholars and collec-
tors of choreographic folklore. His work, according
to A. Nagachevsky, absorbed the results of intensive
field research. He continued his work on expeditions
to the villages of Boykivshchyna in 1930-1932 in
1950-1952, when this territory was already part of
the Soviet Union.

Roman Garasymchuk reworked and expanded
his early research into a Ph.D. thesis, which he called

“The Development of Folk Choreographic Art of
the Soviet Carpathian Mountains.” After consider-
ing various contextual interpretations of dance, he
carefully describes each specific dance and its local
variations. He further gives a general description of
both the structural and lexical evolution, and the
musical peculiarities of dance, the dance repertoire
of this region.

Roman Harasymchuk divided the material col-
lected during the field research into two types. The
first is to record your own observations, movies,
photos. The second is dances recorded by specific
locals. The same dances were recorded not only in
one particular area, but also throughout the studied
Boikivshchyna. This allowed the author to find out
the differences in their construction, nature of per-
formance and dance steps. Dance music was simi-
larly recorded. In addition, the monograph contains:
“a chronological list of the boiko’s dances, indicat-
ing the specific locality where they were recorded
and the time (year) when they appeared in the ter-
ritory; 78 tables showing the steps of boiko’s dance;
26 maps showing the villages and names of the cho-
reographic works that existed there; 64 illustrations
(pictures and graphic sketches) depicting the execu-
tion of dance figures and individual steps; 9 tables
with symbols of dance movements and integral com-
positions indicating the areas in which the particular
composition existed; 63 lyrics to dances, with refer-
ence to where and from whom they were recorded;
a table showing the number of dances recorded in
each specific boiko settlement; a list of dances that
exist in the area, indicating it; a table explaining the
dance tunes, indicating the names and names of the
persons from whom they were subscribed, and what
instrument or instruments the person owns (total
249 points); 287 tunes for boiko dances; explana-
tions of conditional symbols and abbreviations
(103 items); bibliography (184 items)” [12, P. 165].

Thus, Garasymchuk’s main achievements are
studies of authentic dance, conducted on the basis
of analysis of the works of ethnographers, ethnolo-
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gists, historians, musicologists, literary critics, who
were engaged in the study of settlements, everyday
life, the Polonynian economy, consumer, song and
choreographic culture of the supernatural contri-
bution to the development of authentic choreo-
graphic art.

In general, this study focuses on the authentic
dance and music of Ukrainians, who have long been
held in the collective memory of the people and are

now an important factor in preserving and restoring
national consciousness. The research made it pos-
sible to: find out the true current situation of tra-
ditional Hutsul dance culture; to consider cultural,
historical and religious outlook that significantly
influenced the development and functioning of the
Hutsul dance traditions; to find out ways to develop
authentic dance by Roman Garasymchuk, who was
involved in the research of boiko’s dance.
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