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DRAWING IN CONTEMPORARY ART FAIRS: ARTISSIMA

Abstract. After a brief explanation of the changing role of drawing from preparatory tool to an

independent medium, this paper will demonstrate the growing role of drawing in recent years in the

contemporary art world within the context of Artissima which is one of the most important contem-

porary art fairs in Italy. The paper offers a brief account of the second edition of the Disegni Section.
The exhibition occurred in Turin, Italy, at the 25™ Artissima from November 2" to the 4™, 2018.
Keywords: Disegni Section; Artissima; Francesc Ruiz; Raymond Pettibon; Silvia Baechli; Wil-

liam Kentridge; drawing.

The gesture of a hand using a tool such as a piece
of a charcoal was perhaps the earliest manifestation
of one of the oldest mediums: drawing. From the
walls of prehistoric caves to ancient palaces, temples,
shrines and tombs to the walls of our modern mu-
seums and galleries, and finally to our computers,
tablets and cellphone screens — drawing, this ancient
medium, has always been with us. As an art form,
drawing has different functions. It can be used as a
preparatory instrument for other visual media, or it
can be presented as a finished work of art.

Giorgio Vasari (1511-1574), who is arguably the
father of art history, believed that drawing was the fa-
ther of all major arts, and it was necessary for every
artist to master drawing skills as the foundation for
painting, sculpture and architecture. His ideas and
theories on the importance of drawing gave birth to
the first art academy in Europe. Under his influence,
Cosimo I de’ Medici established L’Accademia delle
Arti del Disegno (the Academy of the Arts of Draw-

ing) in 1563 in Florence, Italy. From the Renaissance
until the beginning of modern art in the late 18005
in Europe, drawing played a mostly preparatory role
for other arts. At the beginning of Modernism, dur-
ing the 1870s and 18805, impressionist artists broke
away from the academic traditions of studio painting
and chose the en plein air approach to painting. There-
fore, they stopped making preparatory drawings and
painted directly on the canvas. Their approach freed
drawing from its traditional role as a preparatory tool
to become an independent medium.

In 1883, for the first time, George Seurat (1859
1891) displayed his drawing entitled Aman-Jean (Por-
trait of Edmond Frangois Aman-Jean), not as a prepara-
tory study but as a finished work in a public exhibition
at the Salon des Indepéndants in Paris. Jacob Bean
defined this piece as the ‘manifesto of the indepen-
dence of draughtsmanship’ (1964: 175). Since then,
artists have continued to express themselves through
the medium of drawing as they do with painting and
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sculpture. Contemporary art after the 1960s gave
artists absolute freedom to choose their media. Art-
ists began expressing their thoughts and ideas via a
wide range of media, from the traditional to new and
mixed media. Many artists chose the ancient medium
of drawing as their main or one of their main medi-
ums. While many artists continue to utilize traditional
materials and techniques to produce works on paper,
some contemporary artists choose to use digital and
technological tools to produce technological drawings
on screen, and others combine traditional and techno-
logical techniques to create animated drawings.
Today, nearly 450 years after Vasari founded
I’Accademia delle Arti del Disegno in Florence, whose
mission was to train young artists in drawing as the
foundation for painting, sculpture, and architecture,
many art schools, academies and universities around
the world offer undergraduate and graduate degree
courses focusing on drawing as an independent me-
dium. Many galleries, art fairs, and biennials are dedi-
cated to drawing and have successfully promoted this
medium in recent years. All this proves the growth in
popularity of drawing among contemporary artists
and its importance in the contemporary art world.
A great example is found in Italy’s most important
art fair, Artissima, which since 2017 has dedicated a
section to the art of drawing and has offered a new
prize entitled “The Refresh Irinox Prize’ within the
fair’s Disegni (drawings) Section. According to the
art fair’s official website, the prize ‘celebrates the artist
who most vividly conveys the expressive immediacy
of drawing in a contemporary way’ (2019: n.pag.).
In the first edition of the Disegni Section in 2017,
curated by Luis Silva and Joao Mourao, directors of
Kunsthalle Lissabon in Lisbon, Portugal, 26 galleries
(ten Italian and sixteen international galleries) pre-
sented the drawings of 26 artists. On 4 November
2017, the jury, composed of Claire Gilman, chief cu-
rator at The Drawing Center in New York; Katharine
Stout, deputy director of the Institute of Contempo-
rary Arts in London; and Irina Zucca Alessandrelli,
curator at the Ramo Collection in Milan, selected

David Haines, presented by the Upstream Gallery in
Amsterdam, as the winner.

The second edition of the Disegni Sectionin 2018
was again curated by Luis Silva and Joao Mourao, with
the participation of 22 galleries exhibiting the draw-
ings of 23 contemporary artists. The 2018 Refresh Iri-
nox Prize was awarded to Francesc Ruiz, presented by
the Garcia Galleria in Madrid. In 2019, for the third
consecutive year, Silva and Mourdo again curated
the Disegni Section of Artissima. The third edition
featured 21 galleries (eleven international and ten
Italian) presenting the drawings of 21 contemporary
artists. The international jury, consisting of Simon
Castets, director of the Swiss Institute in New York;
Krist Gruijthuijsen, director of the KW Berlin Insti-
tute of Contemporary Art; and Oleg G. Slyngstadli,
director of the Oslo Biennale, selected Sheroanawe
Hakihiiwe, presented by ABRA Gallery in Caracas, as
the winner of the 2019 Refresh Irinox Prize.

The fourth edition of the Disegni Section will
be curated by two female curators: Letizia Raga-
glia, an independent curator from Bolzano, Italy,
and Bettina Steinbriigge, director of Hamburg
Kunstverein. The 2020 Disegni Section will be
completely dedicated to female artists; the cura-
tors explain that ‘we wanted to take a deeper look
at the place occupied by women in drawing and to
explore multiple facets of this medium: abstract,
primitive, functional, urban, mixed media, surreal,
amazon-like, objective... drawings as microcosms
[that] allow an intimate insight into the artists’
world’ [3]. Artissima 2020 will take place in the
northern city of Turin from 4 to 8 November 2020.
The number of galleries and artists participating
will be announced soon on the art fair’s website.
The rest of the article offers a brief account of the
second edition of the Disegni Section in 2018 with
the aim of demonstrating the growing role of draw-
ing in recent years within the context of one of the
most important contemporary art fairs in Italy.

Disegni Section-Artissima, Turin, November
2" to the 4", 2018
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The 25" Edition of Artissima took place in Turin,
Italy, from November 2™ to the 4, 2018. The fair
contained 195 galleries from 35 countries around
the world. It exhibited the artwork of more than
1,000 artists divided into 8 different sections in-
cluding: Main Section, Dialogue, New Entries, Art
Spaces & Editions, Present Future, Back to the Fu-
ture, Disegni, and Sound. Drawing began playing a
more important role at Artissima in 2017, when the
Disegni Section was created and officially dedicated
to the artform. In 2018, the 2" edition of the Dis-
egni Section, curated by Luis Silva and Joao Mourio,
was composed of 22 galleries from 12 countries. It
displayed the drawings of 23 contemporary artists.

The Plan B Gallery presented the gestural and geo-
metric abstract drawings of Victor Ciato and the repre-
sentational pencil drawings of Ciprian Muresan. Mure-
san’s All Images from a Book’ series contained copies of
images taken from books and catalogues and that were
created during the Renaissance or by Baroque artists.
These pieces ignite an artistic and historical dialogue
between the artist, the viewer and the old masters.

Similarly to Ciprian Muresan, Marc Bauer and
Marcel Van Eeden also used images as the basis for
their drawings. In his pencil and coloured pencil
drawings, the Swiss artist Marc Bauer investigated
the themes of history and memory. Unlike Bauer,
who uses found images from family albums, books,
the Internet and films, Marcel van Eeden selects im-
ages for his pencil drawings from old newspapers,
magazines, history books and films from the early
1900s to 1965, which was the year of the artist’s
birth. These images are used to show how the world
looked before the artist was born.

Anne Koak’s comic-drawings were on display in
the Walden Gallery, while the Los Angeles-based
Steve Turner Gallery exhibited the drawings of Claire
Milbrath. Koak’s works demonstrated female sexual-
ity through the figures of nude women performing
daily activities, such as being pregnant, breast feeding,
walking in the park and dancing. Claire Milbrath, on
the other hand, questioned notions of muscularity

through her drawings of her invented character Poor
Gray, a rich, nervous, aimless, homosexual man.

The Disegni Section also included the drawings
of Enzo Cucchi, one of the Transavanguardia’s cham-
pions; the British Tuner Prize winner sculptor Tony
Cragg and younger artists, such as Jan Bajtlik and
Diego Perrone.

The watercolours of Nikita Alexeev and Alex-
andere Singh, the oil paintings done on canvas by
Bruno Pacheso, and the acrylic works done on paper
by Walter Robinson were among the Disegni Sec-
tion’s painted drawings. These paintings combined
fresh liquid colours, backgrounds left uncovered and
a sense of immediacy and spontaneity brings paint-
ings into the realm of drawing.

The work of Thomas Schiitte included 10 pieces
(all 5-colour silkscreens) printed on cardboard. The
portfolio was titled Fiir Aussen (For Exterior). These
drawings were originally done in preparation for
the artist’s sculptural projects. However, they were
also able to challenge the border between painting,
drawing and printmaking, and therefore should be
considered finished works of art in their own right.

The exhibit also displayed the sculptural draw-
ings of Carlos Nogueira. These were created with
materials such as wood, paper, charcoal and iron, and
they aimed to explore both natural and architectural
space. Joana Escoval’s brass, copper, gold and silver
works, on the other hand, dealt with the relation-
ship between the object and the pre-industrial era.
Her metal sculptures hung on the walls of the exhibit
and gave the impression of three-dimensional lines
on white paper.

The artist Massinissa Selmani created mixed me-
dia work through the use of found objects and im-
ages from media. These pieces used a juxtaposition
of diverse techniques in order to create work that
could be defined as both drawing and installation.
In Ignacio Uriarte’s installation titled Dynamic Di-
agonal Grid, paper was no longer just the medium
drawings are composed on, but rather it was the
drawing itself. Within the exhibit, folded paper was
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displayed on the walls in order to create the illusion
of geometrical line drawings.

Text played a significant role in the drawings of
Alice Attie and Raymond Pettibon. Alice Attie, for
instance, attempted to examine the boundaries be-
tween writing and drawing. She attempted to deter-
mine when they work best together and when one
becomes another. In Attie’s textual work, writing be-
came a way of drawing. In Raymond Pettibon’s work,
however, text and images were interdependent. By
combining handwritten text and images within his
drawings, Pettibon critiqued contemporary society
and attacked issues such as war and nationalism.

There are seven prizes each year presented dur-
ing the Artissima, and the Refresh Irinox Prize is giv-
en to an artist within the Disegni Section. In 2017,
it was awarded to David Haines. In 2018, the prize
was awarded by an international jury composed of
Naomi Beckwith, Fernanda Brenner and Sohrab
Mohebbi, to Francesc Ruiz, presented by the Gar-
cia Galleria in Madrid. He was awarded as the artist
with the most intriguing approach towards drawing.
In his comic-like ink drawings, done on both paper
and walls, Ruiz brought text and image together in
a contemporary manner. Presented by the Rafaella
Cortese gallery, the jury also awarded Silvia Bachli

an honourable mention for her constant experimen-
tation with drawing and its limitations.

In 2018, drawings at the Artissima were not only
presented within the Disegni Section. Many galler-
ies within other sections also presented drawings.
Within the fair’s Main Section, for example, the Lia
Rumma Gallery presented the drawings of William
Kentridge, the Lorcan O’Neill Gallery presented
the drawings of Pietro Ruffo, the Thomas Schulte
Gallery presented Michael Miiller’s drawings, the
Norma Mangione Gallery presented the sculptural
drawings of Francesco Barocco, the P420 Gallery
presented Riccardo Baruzzi’s drawings and the An-
tonio Colombo Gallery presented Erika Nordqvist’s
drawings.

The Artissima has been one of Italy’s most impor-
tant contemporary art fairs since its establishment in
Turin in 1994. It has also inspired the creation of other
art fairs in Turin. Today, Turin’s Contemporary Art
Week is composed of several art fairs, events and exhi-
bitions. It attracts many visitors to the city and allows
people to become involved with art. During my 2017
visit, I was amazed by even the taxi drivers’ analyses
and understanding of Turin’s art fairs and contempo-
rary art in general. For more information on this event
please visit: https://www.artissima.art/
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Abstract. This article deals with the scientific research on the formation of the genre of portrai-

ture in the painting of Uzbekistan, the topical issues raised in them. The author reviews the main

scientific approaches to the study of the topic, their results, and the existing problems in this area by

identifying the important aspects that researchers focus on. In this process, the scientific researches

of Uzbek and Russian art critics, as well as some foreign researchers on the subject are periodically

considered and generalized. The topical issues increased in them are estimated on the basis of the

main trends observed in the portrait genre. The article also examines the historical and cultural fac-

tors that affected the genesis of the genre of portraiture in the painting of Uzbekistan, their role in

the creative process.

Keywords: painting, genre, portrait, genesis, inheritance, avant-garde, formalism, decorativeism,

retrospective, realism, self-portrait.

The process of studying the portrait genre, its ar-
tistic features specific to different schools of painting,
demands a special approach. The formation of this
genre in the painting of Uzbekistan in the twentieth
century was complicated and unique. The portrait
of 1920-1930 has a specific character and stylistic
diversity. This process, which was the first period
in the emergence of the National School of Paint-
ing, revealed new trends related to national heritage
and the influence of Western art, and they were not
studied as a separate research topic. This situation
describes the need to re-analyze the extant problem
on the basis of interdisciplinary approaches, research
methods in modern art criticism, based on the char-
acteristics of the genre. First of all, it is necessary to
clarify the main scientific research on the subject,
the topical issues raised in them.

The painting of Uzbekistan has also gone through
a period of rapid formation along with young paint-
ingschools. It pointed resemblances and differences

on the other hand with the general artistic processes
observed in Latin America and the Balkans. This
uniqueness can also be seen in the regional context.
“The genesis of Central Asian painting was deter-
mined not by internal artistic processes, but by his-
torical and political factors” [5.1, 41]. The socialist
revolution that took place in Russia in 1917 marked
a turning point in the traditional way of life of the
peoples of the region that were part of the former
empire. These complex changes led to the process
of modernization, which led to the formation of a
new artistic consciousness in society, the formation
of portraits, one of the main genres of European art
culture, art forms, bench painting.

In any case how firmly and quickly the assimila-
tion of new types of creation happened, it was im-
possible to completely erase the religious and cul-
tural memory. The territory of Uzbekistan has played
an significant role as a socio-cultural center of the
Central Asian region, and since the second half of

7
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the XIX century, artists from Russia began to visit,
mainly in large cities such as Samarkand, Bukhara,
Tashkent. In the 20s of the last century, this pro-
cess intensified and a unique creative atmosphere
emerged. It should be noted that most of the artists
who came to Uzbekistan during this period were
avant-garde artists who took the lead in the early
years of the revolution and advocated formal experi-
ments. Despite the fact that each of them has indi-
vidual creative orientations, he was interested in the
rich cultural heritage of the peoples of the region. In
the early years of the cultural policy promoted by the
new system, along with the avant-garde trends, he
also advocated the reflection of the “national image”
in painting (A. Lunacharsky). The artists’ creative
research has been linked to national heritage, and
modern art trends have often been reinterpreted as
“oriental.” In the portrait genre, this was manifested
in the form of a portrait-type, reflecting the influence
of various traditions.

The role of national heritage in the formation of
the painting of Uzbekistan in the 1920s and 1930s was
noted by one of the first researchers who studied the
art of the region, V. Chepelev [24.1]. The researcher,
who has a deep observation of the decorative-orna-
mental traditions of Oriental art, admits that it is dif-
ficult to adapt the realistic expression of the human
image to creative criteria based on Islamic artistic
aesthetics. On the other hand, the national heritage
in the works of artists, principally in the works of the
portrait genre, confirms the influence of avant-garde
currents. “Decorative style, rich in new ideas, has be-
come the main path of development of Uzbek art”, “in
this environment, the impressionistic and romantic
interpretation of the Eastern world intersected macro
currents and even naturalism” [25.2, 39].

V. Chepelev, who took serious heed to the issue
of “the image of a new man” argued that the condi-
tional, formal features observed in the genre of por-
traiture were far from abstract, had an essential basis.
Researcher A. Artists in the Volkov brigade: O. Tan-
sigboev, A. Podkovirov, H. Karakhan classified his

research as “decorative realism” [25.3, 58]. We do
not confide that the researcher has deliberately tried
to connect them with social realism through this.
Nowadays, the process of re-examining archival ma-
terials, museum collections, generalized, impressive
portraits for instance, composite images shows that
artists are not limited to general typological quali-
ties. A significant part of them is based on the indi-
vidual image of specific individuals, life prototypes.
This, step by step, allows us to observe a number of
creative criteria that are vital for the genre of por-
traiture, the concept of “similarity”, the process of
working on nature. Here is another important point
to think: the years 1920-1930 - the period when
the genre of portraiture began to take shape. It took
some time and conditions for this process to lead to
the creation of “literal portraits” that fully meet the
requirements of the genre. For this reason, the wide-
spread use of generalized typological portraits in the
work of most artists should be taken as a condition
related to the natural, general creative world.

In subsequent studies examining issues of the
portrait genre, attitudes toward formation features
have changed crucial. The ideological pressure that
began to intensify in the 19305, the regulation of the
spheres of artistic creation, intensified the objections
to the existing forms of portraiture. Researchers such
as B. Nikiforov, B. Weimarn [8.1], M. Muntz [ 14.1]
were forced to view this period unilaterally as a “tran-
sitional stage” leading to socialist realism. In practice,
for artists who worked in groups such as “Masters of
the New East” (1926-1932), “ARIZO”(1929-1932),
“A. Volkov's Brigade” (1931-1932), the issue of cre-
ating a realistic portrait was not of primary impor-
tance. Unlike the artists at the center of the Union,
the painters of Central Asia created in a relatively
free environment from ideological pressure.

Although the abolition of creative associations
and groups that did not meet the requirements of
the system in 1932, the exhibition of Uzbek artists in
Moscow in 1934 showed that formal interpretations
continued to be used. This situation is observed
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in the genre of portraiture, decorative (A. Volkoy,
O. Tatevosyan, O. Tansigbaev, A.Podkovirov,
M. Kurzin, N. Karakhan, E. Koravay, B. Pestinsky
A. Siddigi), retrospective (A.Isupov, A. Nikolaev
(Master Momin), G. Nikitin, V. Markova), realist
and impressionistic (P. Benkov, V. Rozhdestvens-
kiy, M. Arinin, V. Ufimtsev, L. Abdullaev, A. Abdul-
laev, B. Hamdamiy, L. Nasriddinov) argues that ap-
proaches are not a transient feature, but the result of
individual creative tasks set by artists.

The main issue in assessing these creative ten-
dencies was that strict creative criteria founded on
the priority of socialist realism demanded a sharp
condemnation of existing portraiture forms as for-
malism. For instance, A.N. Volkov was criticized
not for idealizing the past and indifference to rev-
olutionary changes in society, but for portraying
Uzbek workers as “stupid-looking idiots” [24.1, 5].
A. Nikolaev, M. Kurzin, V. Markova, O. Tansigboev,
A. Portraiture by artists such as Podkovirov has also
received a same assessment.

Researchers did not try to classify and analyze
the specific trends observed in the formation of
the portrait genre for a long time. This problem is
considered in general terms, and the process of for-
mation is conditionally divided into two. In it: the
1920s were nited as a period of creative fragmenta-
tion, in which the formalism prevailed in the por-
trait, while the 1930s became the period in which
socialist realism began to take shape in the portrait.
Such an approach did not allow the study of existing
trends as a whole, taking into consideration specific
typological interpretations.

A. Umarov was one of the first to study the for-
mation and development of the portrait genre in Uz-
bekistan in a separate study [21.1]. The researcher
differentiates the creative process of 1920-1930 as
a phase that lasted until World War II. A. Based on
the lack of popular-ity of the portrait genre during
this period, A. Umarov analyzed the extant process
schematically, particu-larly chronologically. Never-
theless, unlike former re—searchers, A. Umarov gave

arelatively broad account of the general picture and
nature of the creative pro-cess. Researcher appreci-
ated the serious attention of A. Volkov, A. Nikolaev,
O. Tatevosyan to traditions and noted that their goal
was to find a unique form of national expression
through this. However, he believes that this aspira-
tion has alienated artists from contemporary issues
ofart [21.2, 57-58].

A. Umarov also paid attention to some spe-cific
problems related to the genesis of portraits. For in-
stance, the researcher found that the genre of self-
portrait was of special importance to artists dur-
ing this period of time. As the researcher noted,
the genre of self-portrait played an important role
especially in A. Volkov's creative research: “Every
important period in the artist’s work is noted by a
self-portrait, in which new approaches are tested,
strengthened, summarized” [21.3, 88]. Through
this, the researcher was able to partially expand the
scope of scientific points on the formation features
of the portrait genre.

It can be contemplated that since the 60s of the
last century, scientifically objective approaches to
the contemporary period have emerged. Two major
exhibitions were organized at the Museum of Orien-
tal Folk Artin Moscow: an exhibition of A. Volkov's
works in 1967 and an exhibition of paintings and
graphic works from the collection of the Karakalpak
Museum in 1968, increased interest in painting of
1920-1930 s. V. Rakitin, who saw the signs of the
"United Art School" in the works of Uzbek artists,
believed that "in their research they tried, depends
on different traditions that seemed close to the inner
essence of Eastern life [ 15.1,33]. The researcher dis-
tinguishes between the influence of Impressionism
and realism, which is evident in research in the por-
trait genre, and also clearly differentiates between
the orientalism typical of the 1920s and the style
of decorative interpretation associated with social
reality in the 1930s.

The issue of the assimilation of different tradi-
tions L. Zinger [12.1] also paid attention. Scientist
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A. Nikolaev’s “Portrait of an Uzbek young man” and
O. Tansigbaev noted that the Uzbek portrait had the
influence of the first Renaissance and Central Asian
miniature art, which, on the basis of the form of in-
terpretation, belonged to the “portrait-type” group.
L. Zinger received the predominance of typological
features in the portraits of this time as a separate
trend, and since the 1930s, he identified one of the
distinctive features of the work of Uzbek artists —
monumental-decorative [12.2, 183-184].

Issues in the portrait genre in the 70s and 80s of
the twentieth century R. Taktash [21.1], L. Rem-
pel [17.1], D. Saidova [18.1], T. Mahmudov [14.1]
studied it in different sections in his scientific works.
Among them are L. Rempel’s scientific research is
noteworthy. The author’s manuscript study “Portrait
and personality in the art of Central Asia” kept in the
archives of the Institute of Art History of the Academy
of Sciences of Uzbekistan treats the issue of portrai-
ture in a broad historical context, as a creative process
in Central Asian art from antiquity to the 80s.

L. Rempel also drew special attention to the
modern process in keeping with historical periods.
Taking into account of the formation and develop-
ment of the genre of portraiture in Uzbek painting
as a whole, the scientist tried to stylistically classify
the features that were generally considered “formal-
ism” in former studies, arguing that their inherent
decorativeness is inextricably linked with the tradi-
tions of Oriental art. The researcher, who divided
portrait painters into “orientalists” in the 1920s, also
noted the influence of early twentieth-century art.
According to him, in difference to European art,
the progress of portraiture in Uzbek painting is in
reverse order: from symbolism and cubofuturism
(the work of A. Volkov and V. Ufimtsev in the early
days) to expressive realism (P. Benkov) and thus
to heroic realism (V. Ufimtsev), then and raised to
socialist realism with a rich stylistics (R. Ahmedoyv,
A. Abdullaev, T. Oganesov, etc.) "and composed of
a retrospective direction [17.2].

It should be recognized that, although there are
serious endeavors to do so, they do not fully cover
the scope and nature of creative research. Research-
ers are often limited to evaluating a narrow range of
works. This was due not only to ideological factors,
but also to the fact that works of this period, espe-
cially works in the genre of portraits, were scattered
and left unexplored in the museum fund. This situ-
ation in Uzbek art criticism remained almost un-
changed until the 90s of the XX century.

In foreign art criticism, there is scientific research
that has studied the processes that took place in
painting in the 1920s and 1930, particularly the
role of avant-garde currents. However, they do not
directly study the genre of portraiture, its genesis in
the painting of Uzbekistan. Nevertheless, K. Gray
[1.2], V.Markov [3.1], J. Boult [1.1], A.Nakov
[4.1], his scientific research has helped to gain a
deeper understanding of some significant aspects
of the extant problem, such as the features associ-
ated with the “Uzbek avant-garde”, which promoted
the form of decorative portraits. In this regard, the
study of Russian art critics D. Sarabyanov [18.1], E.
Kovtun [12.1], E. Sidorina [19.1].

In contemporary Uzbek art criticism A. Hakimov
[23.1], N. Ahmedova [7.1], N. Abdullaev [26.1] ‘s
exploration has served to reconsider issues related to
the portrait genre. Particularly, it should be noted that
N. Akhmedova’s research has enucleated significant
issues related to the genesis of the portrait genre. The
researcher has extensively analyzed the importance
of creative processes in the painting of Uzbekistan in
1920-1930, the influence of national heritage and
artistic trends in Western art on the work of artists
during this period. N. Akhmedova was one of the
first to classify the main trends, focusing on the role
of avant-garde currents in this process. These scientific
results serve as a basis for the study of basic stylistic
approaches in the portrait genre.

Notwithstanding that new research is currently
being done on painting in the 1920s and 1930s, the
entire level of study of the extant problem is not satis-
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factorily. This aspect shows that there are a number of
unexplored aspects related to the formation features
of the portrait genre, in particular, a number of trends
that have not been thoroughly analyzed. The interna-
tional interest expressed in the painting of this period,
It should be marked that the exhibitions based on the
collection of the Museum of Art named after I. V. Sav-
itsky helps to introduce new creative materials into
the scientific community, but there are some arguable
issues that require serious observation. For instance,
there are cases when the works of portrait artists in
retrospective, impressionistic and realistic interpreta-
tions are included in the “Turkistan avant-garde”. Such
unscientific approaches create serious confusion in
the study of the problem. Given the current situation,
it is significant to reclassify the features of the forma-
tion of the genre of portraiture in the painting of Uz-
bekistan in 1920-1930.

In order to this, it is necessary to specify the art-
ists who created in the genre of portraiture, their
ways of research and the introduction of new cre-
ative materials in the scientific community. We
consider it would be right to focus on retrospective
portraits, which have become a synthesis of decora-
tive and classical traditions, reflecting the “man of
the new era.” The reason is that these works reflect
new interpretations of portraiture, which are related
to the main trends within the genre. In this process,
it is necessary to re-analyze the works related to the
traditions of realism and impressionism, which de-
termined the further development of the portrait
genre, as well as research in the genre of self-portrait
as a separate direction of a specific nature. We rely
on that this will aid to expand the existing scientific
understanding of the national art of portraiture, to
gain a deeper understanding of the role of this genre
in the processes that came to pass in painting.
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XOPOBOE TBOPYECTBO BAJIEHTUHA BUBUKA
B ACINEKTE 9BOJIIOLUUN OBPA3HOIO COAEP>XAHUA

AnnoTanus. PaccMoTpeHbI XOpOBbIe IPOU3BEACHHS BHIAAIONIEr0Csl YKPAauHCKOTO KOMIIO3UTOpA
BTOpO#1 moAoBHHbI XX cToAeTHs BasenTrHa Brbnka B acriekTe 9BOAIOIIUY X 0OPa3HOTO COAEPIKAHUSL.
Haaroit ocHOBe BriepBbIe peAAOKeHa IIePUOAU3ALHS, OTPAXKAION]As ATAIIBl TBOPYECKOTO CTAHOBACHHS
B. Bubuka B XOpoBOM XaHpe.

KaroueBbie caoBa: xopoBoe TBopuecTBo B. C. bubnxa, o6pazHoe copepkaHue, TeMAaTHKA XOPO-
BBIX IIPOM3BEACHHUH, IePHOAM3AIIH XOPOBOTO TBOPYECTBA.

AKTyaABHOCTD HCCAEAOBAHIHISI OIPEAEASIETCS  OOABIINX U KAMEPHBIX CUM(OHUI, KOHI[EPTOB AAS
HEOOXOAMMOCTBIO U3YYeHUS] TBOPYECTBA BBIAAKO-  PA3AUYHBIX HUHCTPYMEHTOB C OPKeCTPOM, Kamep-
IErocsi YKPauHCKOIO KOMIIO3HUTOpa BaAeHTHHa  HO-BOKAABHBIX M KAMEPHO-UHCTPYMEHTAABHBIX
Caspuua Bubuka (1940-2003). Ero HacAepVe M-  COUMHEHMI AAS Pa3AHYHBIX COCTABOB, OIIEPHbIX, Oa-
POKO M MHOTOIPAHHO: OH SIBASIETCSI aBTOPOM PSIA@  A€THBIX [IPOU3BEACHUI 1 A. B ncropuu yxpausckoit
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MY3bIKH BTOPO# ITOAOBHHBI XX BeKa KOMIIO3UTOPA
CIIPaBEAAMBO CUUTAIOT OAHUM M3 BEAYIIUX CUM$O-
HHICTOB. XOpoBoe TBOpuecTBO B. Bubuka — opHa u3
BaXKHBIX Cep ero TBOpYeCTBA — AO CHX ITOp He U3yde-
HO. Psip XOpOBBIX AP TUTYP KOMIIO3UTOPA eIle XKAY T
CBOEr0 MCIIOAHUTEABCKOTO BOIIAOIEHUS.
ITocraHoBKa npo6Aemb1. XOpOBbIe IIPOU3Be-
AEHUSI 3aHUMAIOT 0c060€e MeCTO B TBOPYECKOM Ha-
CACAMH KOMIIO3UTOPA. Bo-mepBhIx, oHM co3paroTcs
MPAKTHYECKH Ha MPOTSDKEHHH BCErO TBOPYECKOTO
mrytr (c 1970 o 1995 roapt). Bo-Bropbix, He camm-
KOM MHOTOYHCAEHHbBIE B KOAUYECTBEHHOM OTHOIIIe-
HUHU (10 IPOU3BEAECHHI — OT MUHUATIOP AO MacIITa6-
HBIX KOMITO3UIINH, a Takke onepa «ber>; B aTor
CITCOK He BOIIAQA OpaTopusi «PoarHa», HanrcaHHast
B CTYACHYECKHe TOABI), xopoBble counHenus B. bu-
OMKa MTOPA’KAIOT >KAaHPOBBIM U COAEPIKATEABHBIM
pasHoobpasueM, KOTOpoe IpeTepIieBaeT U3MeHe-
HUS Ha MPOTSDKEHUH TBOPYECKOTO ITyTH KOMITO3H-
TOPA, B pe3yAbTaTe Yero HaMe4aloTCs YCTOMYHBbIe
TeMaTHYeCKue AUHUH, POPMHUPYIOTCS OIPeACAeH-
Hble TBOpYeCKHe apXeTHUIIbI, CBSI3aHHbIE C MHPOBO3-
3peHYeCKUMH ITO3UITHSIMU KOMIIO3UTOPA H €I0 KOM-
MIO3UTOPCKHUM METOAOM. B cBsi3u ¢ aTHM BO3HUKaeT
HEeOOXOAMMOCTD TPOCACAUTH IBOAIOLIMIO 0OPa3HOTO
COAEP>KAHHS B XOPOBBIX POM3BEACHISX Ha PA3HBIX
3Tarax TBOPYECKOTO CTAHOBAEHHS KOMIIO3HTOPA,
BBISIBUTD B HHUX YePThl, paCKpbIBAlOImKe CIeltupuKy
KOMITO3UTOPCKOTO MbIIIACHHS, 5KaHPOBO-CTUAUCTH-
JeCKHe «HAXOAKH>, OIIPEACASIONTIe HHAUBUAYAAD-
HO-CTHAeBOe CBOoeoOpasue My3biku B. bubuxa.
AHaAM3 OCAEAHUX HCCACAOBAHUI U Iy OAUKA-
muii. O TBopuecTBe B. Bubuka HamrcaHo yxe AOCTa-
TOYHOE KOAMYeCTBE HCCAEAOBAHUI, OAHAKO XOPOBas
My3bIKa IIOAY4aAd B HHUX TOABKO CaMyI0 OOIIyIo xa-
PaKTepHCTUKY. B 1leHTpe BHUMaHUS HAXOASATCS APY-
rue cdephl ero KOMIIO3UTOPCKOM AeSITeABHOCTH. Tak,
HanboAee OCHOBATEABHBIMHU SIBASIIOTCSI PAOOTHI Xapb-
KOBCKHX MY3bIKOBeAOB: A. Musutosoit u . Vsa-
HOBOI, ITOCBSIIeHHbIe KaHPY HHCTPYMEHTAABHOTO
KOHI[ePTa, KAMEPHO-BOKAaABHOM My3bIKe U CHM{OHU-
4eCKOMY TBOPYECTBY KOMITO3UTOPA (oxBaThIBaIOT He

BCe mpoussepeHust B. Brbrka, a TOAbKO CO3AQHHBIE
A0 1991 ropa) [2; 3], a Taxoke pasBepHyTbIe CTaTbu
WM. 30A0TOBHIIKOM, OCBeIaoIen KOMITO3UTOP CKUI
myTh B. Bubuka B sxanpe cumdonun [1] u H. Oue-
PEeTOBCKOH, IIPOCAEXKHBAOIIe HAYaAO TBOPYECKOTO
CTaHOBAeHHS KoMrosuTopa [4]. B apyrux pa6orax
(OHH CO3HATEABHO He BKAIOYEHBI B CITHCOK UCIIOAD-
30BaHHBIX HCTOYHHMKOB) 3aTParuBaloTCsl BOPOCHI
NOAMPOHUYECKOTO MbIIIACHHUSI KOMIIO3UTOPA, ITPO-
6AeMI)I I/IHTePHPeTaHI/II/I ero COYMHEeHUH paSAI/I‘IHbIX
>KaHPOB, HEKOTOPbIe ITeAArOrHYecKre acrekTsl. Xo-
poBoe ke TBOpuecTBO B. Bubnka Ao cux nmop He cra-
AO IIPEAMETOM CHCTEMHOTO aHAAHU3A.

ITeAp cTaTbU — IPOCAGAUTH 3aKOHOMEPHOCTH
Pa3BHUTHS XOpOBOro TBopyecTsa B. bubuka c Toukn
3peHMUS IBOAIOLINK 0OPa3HOTO COAEPIKAHMS TPOH3Be-
A€HHI, CHCTeMAaTHU3UPOBaTh TeMATHYEeCKHe HAIPaB-
AEHMS B HUX U CIIOCOOBI MX BOIAOIEHHs, BbISIBUTD
3TaIIbI CTAHOBAEHHS XOPOBOT'0 KaHPa KOMIIO3UTOpA.

AASL AOCTIDKEHMS 1IeAM TPHUMEHEeHbI MEeTOABDI:
HCTOPUYECKHI — AAS PACCMOTPEHHS XOPOBOTO TBOP-
vecTBa B. Bubuka B KOHTeKCTe pa3BHUTHS OT€YeCTBEH-
HOM MY3bIKU BTOPOi1 TOAOBHMHBI XX B.; peHOMEHOAO-
TUYEeCKUI — CIIOCOOCTBYET OCMBICAEHHIO AUYHOCTH
KOMITIO3UTOpa-$pHAOCOPA U er0 XOPOBOIO HACACAUS
KaK BBIAAIOIIETOCS BKAAAQ B OT€UECTBEHHYIO My3bl-
KaAbHYIO KyABTYPY O3HA4€HHOTO IIEPHOAR; KAaHPOBO-
CeMaHTHYeCKUH — PAaCKPBIBAET B KAXKAOM OTACABHOM
IIPOHM3BEACHUH YHUKAABHOE XYAOXKECTBEHHOE COACP-
>KaHHUe, 00YCAOBAEHHOE KOMIIO3UTOPCKHUM MBIIIA€HHU-
€M, ero TBOPYeCKUM METOAOM; CPAaBHHTEABHOT'O aHa-
AM3a — AAS BBIIBACHHS 9TAIIOB TBOPYECKOH 9BOAIOLIUH
KOMITO3UTOPA B XOPOBOM >KaHpe.

Oco6eHHOCTBIO XOPOBO MY3BIKH SIBASIETCS €€
TeCHasI CBSI3b C BepOaAbHOIN OCHOBOM, AUTEpPaTyp-
HBIM TeKCTOM, KOTOPbII BO MHOTOM SIBASIETCSI CMBIC-
AOTIOPOKAQIOIIEel CHCTeMO U OTIpeAeAsieT 0bpasHoe
CoAepsKaHMe My3bIKAABHOTO IIPOU3BEACHUS B I[@AOM.
AeTaabHOE paccMOTpeHMe IpobAeMbl pabOTHI KOM-
IIO3UTOpPA CO CAOBECHBIM TEKCTOM HAXOAMTCS 3a
IpeAeAaMU AQHHOM CTaThH. B AaHHOM cAyyae Hac uH-
TepecyeT 00Iast TEMaTHKA, 3aMHTePeCOBABIIAsI KOM-
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MO3UTOPA IPU HAMUCAHUH XOPOBOH MY3BIKU, KPYT
00pa3oB, BOLIEALINI B XyAOXKECTBEHHYIO CTPYKTYPY
COYMHEHHUIT, 00IIIVe IPUHIIUITBI BOIIAOIIeHUS 00pa3-
HOCTH CPEACTBAMH XOPOBOT'O IIMChMA.

OTkppIBaeT criMcok XOpOBbIX counHeHui B. bu-
6uka «TpunTux> AAs x0pa a cappella Ha HapoAHbIe
TekcThl, op. 8 (1970). HecMoTps Ha To, 4TO pous-
BeAEHHEe CO3AQHO BCEro Yepe3 YeThIpe roAd II0CAe
OKOHYAHUSI KOHCEPBATOPHH, 3AeCh Y>Ke UyBCTBYeTCs
TBEpPAASL U YBEpPEeHHAs pyKa MacTepa. JTO HEYAUBU-
TEABHO, BeAb K 9TOMY BpeMeHH HAITHCAHbI TPU CHM-
$onuy, HUKA «24 npearoans 1 $yru Ars oprenua-
10> (op. 2, 1968), BokaabHbIit 1uKA «IlecHu oT4ero
AoMa» Aast 6aca u poprenuano (op. 3, 1968). Iep-
BBII OIIBIT PabOTHI B XOPOBOM >KaHpe AAst B. bubuxa
CBSI3aH C OCBOEHHEM HapOAHO-IIECEHHOTO MaTepPHaAQ.
Heap3st ckazarp, 4TO 9TO IIepBOe IIOTpy>KeHHe B AQH-
HYIO0 cpepy, BeAb yKe B CUMPOHUIECKMX COYMHEHMAX
KOMITO3UTOP aKTHUBHO IT€PEeOCMBICAUBAET POABKAOP-
Hble HAa9aAQ, BBOAS X B MHTOHAIIMOHHYIO CPeAy co0-
CTBeHHBIX counHenwit [cm.: 1]. Opnako obpamenue
K HAPOAHBIM HCTOKAM B XOPOBOM COYHHEHUH TOAHH-
MaeT KOMIIO3UTOpa Ha HOBBIN YPOBEHb UX OCMbICAE-
HUSI B pAMKaX COOCTBEHHO TBOPYECKOF CHCTEMBL

B ocHOBY mpoH3BeAEHHS ACTAY CTPOKH TPeX pyc-
CKUX HapoaHbIX meceH Kaayskckoit obaacTu: «Pano
COAHBIIIIKO BCE UTPAET... >, «OX, U AU AEBKH ... >
u «He mmoa cBet 3aps 3aHnManacs... ». CoeaAnHssA
pasposHeHHbIe TeKCTbl, B. Bubuk cospaer neaoct-
HOe IPOM3BEACHHUE, YACTU KOTOPOTO HEOTAEAUMEI
ApyT ot Apyra. Ero neaoctHOCTD 06ycAOBAeHa TIpe-
A€ BCETO APaMaTypru4ecKoi HAeeH.

I'xaBHOe cobbiTie «Tpunrnxa>» — BoriHa. OHa
paspyluaeT MUAAMOHbI YeAOBEYECKHUX CYAeD, IIpeA-
CTaBASISICH MCKOHHOHM Tparepueil 4eAaoBedyecTBa.
dabyaa taxosa: Vean Ceprend yXOAUT OT CBOeit
HeBecThl AHHYIIKH Aa CeMeHOBHBI Ha BOMHY U He
Bo3BpamaeTcs ¢ Hee. OTAeABHBIE HAPOAHbIE IIECHH
BBICTPAUBAIOTCS KOMIIO3UTOPOM B IjeIlb ApaMaTHJe-
CKHX COOBITHI KaK Ha TOITHMIECKOM, TaK U Ha My3bl-
KaABHOM ypoBHe. AI0OOBHasI TEeMaTHKA CBAaAeOHBIX
IIeCHOIIEHUT, IOAAHHAS B IIEPBOM YACTH B HICIIOA-

HEHHH >KeHCKOT'O XOPa, IIPOAOAKAETCSI BOCHHbIMU
TIeCHSIMH, IIOBECTBYIONIIMMU HCTOPUIO BAIOOACHHBIX
BO BTOpOit yacTu (My*CKoit X0p), 1 pasbusaercs
B IIOCAEAHEN 9acTH O HEACTBHE BOSCHHBIX ACHCTBUI
(TyTTHiHOE 3By4aHMe), 3aBepIIAIONIENCs TParkd-
HbBIM OAMHOKHM ITAQYEM TAABHOI I‘ePOI/IHI/I.

B npousBeaeHUH HAOAIOAQETCSI OPTAaHUYHOE CO-
eAHeHHe GOABKAOPHOM MHTOHAIIMU U COBPEeMeH-
HOTO MY3BIKAABHOTO sA3bIka. CompsbkeHHe HCKOHHO
HAPOAHBIX TIe€CEHHBIX CPEACTB BBIPA3HUTEABHOCTHU
(Taxux Kak, MEAOC, C €0 HAPOAHBIMU AAAAMH, TIPH-
3HAKaMH KOABIG@ABHOCTH, TAauel) U cyry6o mpo-
{eccroHaABHBIX CIIOCOOOB Pa3BUTHUS My3bIKAABHOTO
MaTepraAa MO3BOASIOT OTHECTH « TpunTux> K npo-
U3BEACHUSIM HeOPOABKAOPHOTO HAITPABACHHA.

Caeayromee xopoBoe counHeHue B.DBubuxa
«AyMa 0 AoBGy1Ie>» AASL CMEIIAHHOTO XOpa U 4e-
THIPEX COAMCTOB C MHCTPYMEHTAABHbIM aHCaMOAeM
(op. 13), Tarke HamMcaHO HA HApOAHbIE TEKCTbI
(1972). 3paech koMmosuTOp ObpamaeTcs K UHOM
$OABKAOPHOM cPepe — B OCHOBE My3bIKAAbBHOTO ITPO-
M3BEAEHISI AeT€HAQ O KapIIATCKOM OIpbliike AoBOY-
ute. [Tpecaeayst 6aarue 1eAr, CTAHOBSICh Ha 3aIUTY
YKPauHCKOTO HapOAQ, OH HAPYIIAeT TPH 3allOBEAH,
KOTOPBbIE TAACST: HeADb3sl 3aCMATPUBATHCS HA Uy KHX
JKEHIUH, [IPEAABATHCS IbSIHCTBY U YOUBATb AIOAEHL.
Hapyuras ati MOpaabHbIe ycToH, AOBOYLI Horubaer
CaM M AOBOAUT AO CMEPTH CBOIO AI0OUMYI0 A3BHHKY,
KOTOPasl TOIIUTCS OT TOPSL.

IToBecTByss 0 AoBOyIle, moaaBasi ero Imepco-
HAABHYIO HCTOPHUIO AI0OBU U rbeAr, KOMIIO3UTOP
BO TAABY YTAQ CTAaBHUT OTPHIIAHHE KPOBOIPOAUTHSL.
dpasza «KpOBb AIOACKASI HE BOAMIIQ, NPOAUBAMD He
200umcs> MPOHU3BIBAET BCe MY3BIKAABHOE IIPOU3-
BeACHHe, IPEeBPAIIAsCh B TAABHYIO HACIO.

B panHOM mpousBepeHnu B. Bubux aoemoHcTpH-
pyeT yxe 60Aee CBOOOAHDIN ITOAXOA K HCIIOAB30BA-
HHIO Hap OAHO-TIeCeHHBIX IPUHIIUIIOB: OH BOCCO3AAeT
HapOAHbIE apXeTHTIBI (KyKylIKa-TPeABECTHHIIA, AIO-
60Bb, COH, KDOBb — He BOAMI]2) CO3AABast B My3bIKaAb-
HOM NMapTUType KaueCTBO COBPEMEHHOI'O 3ByJaHHsL.
ITO sIpKOEe MOAOTHO, HATOAHEHHO HAPOAHO-TIeCeH-
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HBIMH HHTOHAIIUSIMH KapPIIATCKOTO (pOABKAOPA, IPO-
IIMTaHO HAP OAHBIM AYXOM, TaloKe OTHOCUTCS K IPYTI-
Ie MPOU3BEAEHHI He0POABKAOPHOTO HallPaBACHHSL.

Heo¢oabkaopusie mpousBepeHust B. bubuxa
oboraiieHbl HHAMBHAYAABHBIME CTHAEBBIMH YePTaMH
KOMITO3UTOpPA, KOTOPOMY CBOMCTBEHHO BBICKA3bIBa-
HYe COBPeMEeHHBIM MY3bIKaABHBIM s13b1KoM. Obpare-
HHe KOMIIO3UTOPA K ITeCEHHOMY (OABKAOPY H Iepe-
OCMbICAEHHE er0 B XOPOBBIX 00PabOTKax CBS3AHO CO
CTpeMAEHHEeM K OTPKEHHIO AyXa HAP OAHOH IICHXOAO-
U, U300 pasKeHNeM SPKUX KAPTUH HAPOAHOM XU3HU
u ObITa. TeKCThI IPOU3BEACHHIT OTAUYAIOTCS H300pa-
3UTEABHOM ACHCTBEHHOCTHIO, HAIIPAaBAEHHOM Ha OTO-
OpakeHMe ApaMaTyprudecKy BBICTPOEHHBIX COOBITHIL.

ITpubAU3UTEABHO B TOT IIEPUOA KOMIIO3UTOP Ha-
YHHAeT OCBAUBATh XOPOBOM >KaHP B OIIEPHOM TBOpYe-
crBe. Tak, HemmocpeACTBeHHO nepep «Aymoit o Ao-
BOyIIe>, OblAd OKOHYEHA IepBasi PeAAKLIUS OIleph
«Ber» (op. 12), B KOTOPO# AOCTaTOYHO GOAbIIAS
POAb OTBeAeHa XOPOBBIM HoMepaM. Bropas peaakipms
oTIepbI (op. 45) Aaruposasa 1981 ropom. Aocrosep-
HO HEeM3BEeCTHO, Kakve NIMEHHO IPaBKU OBIAY B Hee
BHECEHbI, HO, TI0 CBHAETEAbCTBY AOUepPH KOMIIO3UTOPA
Buxropuu Bubuk (B AmuHOit Gecepe C aBTOPOM AaH-
HOI1 CTATbH), OHM OBIAM He3HAUYUTEABHBL.

ITo HachIIEHHOCTH XOPOBBIMU HOMEPAMU 3Ty
oIlepy MOXXHO OTHECTH K pa3psiAy XOpOBbIX. XOp
B HeW BBIITOAHSET LIEABIH PsIA APaMaTypruvecKux
$YHKIMI: XOp ILIepPKOBHOCAY>KMTEACH U3 MepBOM
KapTHHbBI ¥ XOP TOPTOBIieB U3 TPeTbell OTHOCATCA
K TpyIirne $OHOBO-UAAIOCTPATUBHBIX XOPOB; HOAB-
IITY0 XOPOBYIO ClieHy TpeTbel KAPTHHBI MOXKHO CMe-
AO IIPUYHCAUTD K IPYIIIIE XOPOB ACHCTBEHHOTO THIIA,
KaK YYaCTBYIOIIETO B pa3BepPThIBAHUH COOBITHUI U BbI-
CTYHAIOIETO B Ka4eCTBE ACHCTBYIONIErO AUIIA; A XO-
POBBIE MOAUTBBI U TOCAEAHIOIO XOPOBYIO KOABIOEAD-
HYIO — K TPYIIIle BHYTPEHHE 9MOIJHOHAABHBIX XOPOB,
TA€ XOp HapeAsdeTcsl PyHKITHeH ICHXOAOTUIECKOTrO
H300pasKeHHs U IOAAETCS B KaueCTBe MOHOAOTA.

AxareAbHbIe XOPOBbIe MOAUTBBI, 3By4JalljHie B 3a-
BepIIEHNH KXKAOM U3 KApTUH, IPHOOpeTaoT ocoboe
3HaueHue. B Hux He ncmoab3oBaH TekcT mbechl M. bya-

raKkoBa: OHU CO3AAHBI HA KAHOHMYECKYe TeKCThL. Bru-
CaHHBIE B KAHBY OIIEPHOTO IIPOM3BEACHHS, 9TH XOPO-
Bble HOMepa MPUOOPETAIoT aBTOHOMHOCTb, CTOAbD
CBOEOOPA3HBIM CIIOCOOOM IIPE3EeHTYsI XKAHP AyXOBHOI
MUHHATIOPBI B XOPOBOM TBOpuecTBe B. bubrxa.
Hecmorps Ha TO, 4TO XOpHI B Onlepe M 110 PyHKIIH,
¥ IO CTUAMCTHKE AAACKHU OT PAHHUX XOPOBBIX COUHHE-
HHI1 HeOPOAPKAOPHOT'O HaIlpaBAeHHS, OTMETHM BCe
>Ke HEKOTOPYIO OOLIHOCTb MeXAY HUMHU B TOM, Ha-
CKOABKO TOHKO M MACTePCKU KOMITO3UTOP ITPOAOAXKA-
eT OCBAaMBaTh U ITEPEIIAABASTD B COOCTBEHHOM CTHAE
HApPOAHO-TIeCeHHble MHTOHAIMU. OHH O4eHb oItocpe-
AOBAHBI X HA CAYX IIOYTH He3aMeTHbI, HO OOHapy KuBa-
IOTCSL IIPH TIOAPOOHOM aHaAM3€ My3bIKAABHOTO TEKCTA.
B onepe «ber>, npoHusaHnHOM XOpOBBIM 3BY-
JaHHeM, OOHAPYKUBAETCs ellje OAHA 0COOEHHOCTH,
CBOMCTBEHHas] KaK XOPOBBIM IIPOU3BEACHHUSIM
B. bubuka, Tak u ero TBOpuecTBy B IjeaoM. Cpas-
HHUTEAbHbIN aHAAM3 TEKCTA IePBOUCTOYHHKA (opHO-
rMeHHas mmbeca M. EyAraKOBa) U OIlephl TIOKA3aA,
4To AAs B. Bubuka odeHp BasKHA IMATpUOTHYECKAS],
AQXKe IPOKAAHCTBeHHas TeMaruka. Tema PoanHBI
BO3BOAUTCS. KOMIIO3UTOPOM B PAHI TAQBHEHIIHX.
[Tepemnaerenue cypaeb repoes, UX AUYHbIE TPAreAUH,
OIpOMHbIE MACCOBBIE CLIeHBI B Ollepe — Bce paboTaeT
Ha 3Ty uAero. O4eHb OCTPO OHA MPOSIBASETCS IIPH CO-
IIOCTaBAEHUH KAPTUHbI Ty>KOUHBI, [IPEACTABAEHHOM
OIPOMHOM XOPOBOM CLIEHOHN TapaKaHbUX 6eros, rae
OecuncAeHHasi Macca SIMUI'PAHTOB CAMBAETCS B Oe3-
YMHOM KOHTPAITyHKTe YeAOBEYeCKUX CYAeO, i KOABI-
OeAbHOIT, KOTOPasi MOSIBASIETCS B CAMOM KOHIJe ITpo-
M3BEAEHMS U CBsI3aHA C pellleHueM BePHYThCS AOMOIL.
ViMeHHO 3TH BHyTpeHHHE TBOPYECKHE YCTAaHOB-
KU CPOPMHUPOBAAH ITOAXOA K AAABHEHIIeMY OCBOe-
HHIO XOpoBOro XaHpa B. bubukom. Taxk, yepes Tpu
road IOCAe OIepbl KOMITO3UTOP co3paeT IlsaTsp xo-
pos a cappella o pomany 0. bonpapesa «Iopsianit
cuer> (op. 19, 1975), ocHOBaHHOTO Ha COOBITHAX
Beanxoit OreuectBenHOM BoMHbL CIOXXeT HCTOPU-
JeCKOTO POMaHa, Ha IIePBBIM B3TASIA, IPEAOCTABASIA
0AAropQTHBIN MaTePHAA AASL CO3AQHUS ellje OAHOTO
onepHoro nmoaotHa. OpHako nposy 0. borpapesa
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KOMITO3UTOP MCTOAKOBAA ITO-APYTOMY, AMIIb ITyH-
KTHPHO HAMETHB AMHUIO TIOCAEAOBAHMS IIATH XOPO-
BBIX HOMEPOB, KOTOPbIe BBICTPAUBAIOTCS B YepeAy
aTMocepHO OKpamleHHbIX KapTuH. Kommosurop
npeHeOperaeT COOBITUIHOCTBIO AUTEPATYPHOTO
MepBOMCTOYHMKA, CMeIasi aKI[eHT B CO3AQHHH MY-
3BIKAABPHOTO PSIAQ B CTOPOHY H300pasUTEABHBIX 3¢-
¢exroB. TakuMm 06pa3oM, mpousBeaeHIe, OCHOBO
KOTOPOTO SIBASIETCSI TeMa BOEHHbBIX COOBITHI, TPAHC-
$opmMupyeTcst KOMIO3UTOPOM B MO3AHUKY SIPKHUX BITe-
YATASIOIIUX KAPTHH, 00beAUHEHHBIX MEXAY CO0051
TEMATHKOW U CIOXKeTHOU IIOCAEAOBAaTEAPHOCTHIO. Ee
MO>KHO IIPOCAEAHTD, AAB YCAOBHOE Ha3BaHHe KaXKAO-
My Xopy: «Aopora Ha ppoHT>, «IIpuBar>, «boii>,
«Tumuna» , < Caesbr».

TaxuM 06pa3soM, METOA «IIePeIAABKU> TeKCTa
U KAPTHHHOCTB KaK CIIOCO0O BOTIAOLIEHHSI COAEPYKAHIUS
B MY3BIKE TAK)Ke CTAHOBATCS COCTABASIIOIUMH TBOP-
4eCKOTO IoyepKa KOMIIO3UTOPA B XOPOBOM XKaHpe.

B oM ke 1975 roay 6b1au HaricaHbl «XOpoOBbIe
KapTHHBI>»> Ha cAoBa OcTana Bumau un Crenana Ba-
CHABYEHKO AAS CMEIIaHHOTO Xopa a cappella (op. 21).
Kaxk u B ILstru xopax a cappella no pomany 1O. Borpa-
PpeBa, 3AeCh KOMIIO3UTOP NepepOpMaATHPYeT IpO3au-
4eCKHUI TEKCT BEChbMA AAAEKHX IT0 0OPAZHOMY CKAAAY
U CTHAUCTHKE YKPAaHHCKHUX aBTOPOB B popMy «be-
AOTO CTHXA>, BBICTPAHUBAsl IIOITUYHBIN ITEM3aXKHBIN
TpUNTHX. B 3TOM Ij1IKA€ € 0CO60FT CHAOIT BCIIBIXUBAET
AMPHYECKOe AApOBaHHE KOMIIO3UTOpPA, ero yMeHHue
«3BYKOITHCATb CAOBOM>, IIOTPY>KaTbCsl B TAYOHHY
TOHYANIIUX HIOAHCOB PA3AMYHbBIX 9MOITMOHAABHBIX
COCTOSIHHMH. BricTpanBasi KOMITO3UITUIO TPHUIITHXA,
B. bubuk ycrnauBaeT HaMETHBLIYIOCS B €0 XOPO-
BBIX COUMHEHUSIX TEHAEHIIUIO K IeH3aKHOCTH, Kap-
TUHHOCTH. B IleHTpaAbHOM YacTH NMPOU3BEACHNUS —
«SIpMapxa> — KOMITIO3UTOP HaMepeHHO U3bIMAET U3
AVMHAMMYHOI'O, HACBIIIEHHOT'O APKOM HALIMOHAABHOM
XapakTepHOCTbIO pacckasda O. Bumau Bce pericTBeH-
Hble 9AEMEHTBI, 3aMeHs1 UX KOAOPUTHBIM 3By4aHHEM
«TyAa>» HapoAHOM ToAnbl. ObpaMaeHne IpMapoy-
HOTO MHOTOT'OAOCHSI yMUPOTBOP€EHHbIMHU Y TPEHHUM
1 HOYHBIM MEeN3a)KaMU KPalHUX YacTen (<<B/La20—

cro8usoc>> Ha caoBa O. Bummuu u «Houb cowra>
Ha caoBa C. BacuaraeHko) AEMOHCTpHUPYeT HHbIE,
IO CPaBHEHHUIO CO BTOPOM YaCThIO TPHUIITHXA, CIIO-
COOBI TOHYAIIIEN 3BYKOIHCH, COHOPUCTHIHOCTH,
KOTOpBbIe, HAYMHASI C PAaHHUX MHCTPYMEHTAABHBIX
COUYMHEHUH, IPOSIBASIIOTCS B My3bike B. Bubuka Ha
NPOTSDKEHUU BCETO TBOPYECKOTO ITy TH.

Takum 06paszom, xopossie Lukabl B. bubuka ITars
x0poB a cappella u «XopoBble KAPTUHBI>», PA3AUIHbIE
IO CBOET! TEMATHKe, BCe JKe OOHAPY>KUBAIOT CBSI3b I10
CII0COOY KOMITO3UTOPCKOTO BUAECHHUS AUTEPATYPHOI
IIEPBOOCHOBBI, ITO METOAY ITPe0bpa3oBaHs PpaKTie-
CKOTO MaTepHaAa B My3bIKAABHYIO HMITpeccHIo. B Hux
BHEIIHSISI COOBITUIHOCTD OTCTYIIAeT Ha BTOPO# IAQH
Y CTAaHOBHUTCSI AHIIb KQpPKACcOM, Ha OCHOBE KOTOPO-
rO BO3HUKAIOT IIOAAUHHO XYAOXKeCTBEHHbIE 0OPasbL.
«Iopsrunii cHer>» u «XopoBble KAPTUHBI> 3HAMEHY-
IOT IIOCTETIeHHBIH [TePeXO0A OT ACHCTBEHHOCTH K Ilepe-
Aade BHyTPEHHErO COCTOSIHUSL.

Oparopus «Aro6sumuii Te6s1, VAbsIHOB> (0myc
He yKasaw, HanucaHHas B 1977 roay, IpoAOAKaeT
TPAXXAAHCKYIO AMHHIO TBOPYeCTBa KOMIIO3HTOPA.
IToauepkHeM, 4TO ObpaleHHe K MOAOOHOM TeMe
OBIAO IIPOAMKTOBAHO OTHIOAb He KOHBIOHKTYPHBI-
MU COOOPasKEHHSIMH, A CTPEMACHHUEM AUPUIECKOTO
ocMbIcAeHUs 0bpasa Poaunsl. Takoit BHyTpeHHUI
HPaBCTBEHHO-3MOIIIOHAABHBII IIOCBHIA He ObIA 3aMe-
YeH MY3bIKaAbHON KPUTHUKOM COBETCKOI'O BpeMeH!U
[cm.: 4], KoTOpast yTBepKAaAa, 4TO B IpoU3BeAe-
Huu B. bubuka nokasax B. YAbsiHOB, B Aupuieckom
KAIOYe, KaK AFOOSIINIT ChIH cBoett MaTepu. OpaTopus
IIPeACTaBAsIeT cO0OOI CAOXKHOE MOAMPOHUYECKOEe
CIIAeTeHHMe Pa3HBIX JAEMEHTOB, OOpa3sHO-pApaMa-
TYPrU4ecKuX AMHUN U cdep: dAEMEeHT IOBeCTBO-
BAaTEABHOCTH, ONUCAHHS HCTOPUYECKUX COOBITHI
KPYIIHBIM IIAQHOM pelpe3eHTHPYeT JIHYEeCKYIo
cdepy, akTUBHASI AMHAMHUKA Pa3BUTHUSL PEBOAIOIIH-
OHHBIX COOBITHI — Fe€PONYECKYI0, ICUXOAOTU3M OC-
MBICAEHHUS CYABOBI CTpaHbI — HAOCOPCKYIO, a BO-
IAOIIEeHHE YyBCTBEHHOI'O aBTOPCKOTO OTHOLIEHHUS
K COOBITHSIM — AUPUYECKYI0. BBOASI B My3bIKAABHBII
tekcT pepper «O, Poccus, o, popHasi», cHabKas
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€ero pasHOOOPa3HBIMU OTTEHKAMHU C IIOMOIIBIO Pa3-
AUYHBIX BBIPA3UTEABHBIX CPeACTB, B. Bubuk cHosa
BBIBOAUT PoAMHY B 3HaYeHHe TAABHOTO IePCOHAXKA
KOHIICTIIIUH ITPOM3BeAeHHUs. B kyabMuHaIIUU YeTKo
IIPOCA@XHBAETCS UCTUHHAS APaMa ITPOU3BEACHHS:
BMeCTe C T0OeAHBIMHU PEBOAIOIIMOHHBIMI MapILIaMH,
IIOCA€ IIPUXOAQ K BAACTH OOABIIEBHKOB C X CYXH-
MU TOOEAHBIMU PeYeBKaMH, «BCXAMIIBIBAET>» Ha fff
XOpOBOI IAQY ¢ HAOATHBIM 3ByYaHHUEM YAAPHbIX,
AEMOHCTPHUPYSI Tpareauio cpepmusierocst. Ilo-
cAepHee obOpaleHue uTela «/AOporast Mosi... MH-
Al MOSL... AOOSIIUIL TebsI... », 3Bydalree Ha GpoHe
xopoBoro «o, Poccusi>», appecoBaHo Aaaeko He Ma-
tepu AeHuHa, a PopuHe, 0 cyabbe KOTOpOII IIeueTcst
komrnosutop. [IpuHuMas Bo BHUMaHUe 0COOEHHO-
CTH ApPaMaTypIuu IPOU3BEACHHUS, KOTOPBIE 3aKAO-
YAIOTCsl B KUHEMATOrpaduyecKoM OTOOpasKeHHUH pe-
BOAIOITMOHHBIX 9ITU30A0B, TOAAHHBIX KOMIIO3UTOPOM
B BUAE IHUTAT (PEBOAIOIIMOHHbIX TIECEH), UMEHHO
AMPHUKO-PHAOCOPCKOE HAYAAO IIPOSIBASETCS B Opa-
TOpHUH HanbOAee BBIPA3UTEABHO U ITOCAEAOBATEABHO.

Baxnerimum aTarom B pa3BUTHH XOPOBOT'O KaH-
pa B TBOpuecTBe B. bubuka siBasitorcs Illects xopoB
AASL CMeLIAHHOTO Xopa a cappella va cruxu I Taaas
«ITyctp 6yaer Tuxo Bcroay> (1981). 3aech Haxo-
AUT IIPOAOAKEHHME AMPHYECKAST AMHMS IeN33KHOM
KapTUHHOCTH, HaMedeHHas B 1975 roay. B atom npo-
usBepeHnn B. Bubux nper paavure. KommoHys mects
«TIef3aKe» B eAUHOE IeA0e, OH YTAYOASIeT UX I10-
HHUMaHUe: KaKABIM MEN3aK Terepb HAIIOAHEH MeTa-
PopUuecKUM CopepyKaHHEM, KOTOpOe OOBEeAUHSET
MO3TUYECKHE TeKCThI B KOHIIENTYAABHYIO )KU3HEHHYIO
punocoduro. [TocpeacTBoM MeTadpopudeckux 0606-
IM[eHU YacTH TPYIIHPYIOTCS MOMapHo. B mepsbpix
AByx («Becennee> u « Houroe> ) KOMIIO3UTOP BBOAUT
B MUP CBETABIX, TOAHBIX HAAXKADI AT FOHOCTH, KOTAQ
TummHa BOCIPUHUMAETCS AeTKOMBICAEHHO, KaK BO3-
MO>KHOCTbD IIPUAATHCS OeCIIeTHbIM POMAHTHYECKIM
pasaymbsm. Bo Bropoit mape xopos («Ilevaistoe>
u «Beuepree> ) Tummna npuobpeTaeT HeraTHBHbIN
OTTEHOK — OHa HeceT B cebe TAyOOKYIO OOAb U IPYCTb.
B nocaepnux («Csetaoe» u «Tuxoe» ) Tawke mpo-

HICXOAUT TIePeOCMbICACHHE XapaKTepa 9TOro oOpasa.
ITonsarue «TummHa>» BBIPACTaeT AO BEAMYHMHBI TAO-
6aapHOTO dPriaocopckoro s3Hauenus. [Ipouspepenne
HAIIOAHEHO CKBO3HbIMHM obpasamu Csera, Houn,
IOno0CTH, 3apu, beckpaitHocTu 1, KOHe4YHO ke, Tu-
bl TakuM 06pa3oM, ApaMaTyprusi LiUKAA pasBep-
THIBAETCSI OT CBETAON IIOAHOKPOBHO OeCIIeqHOCTH
IIepPBO#1 ITAPbI XOPOB Yepe3 MUpP HOAM U Mpaka BTO-
PO U YCITOKAUBAIOIIMe MHTOHAIIMH, BO3BPAIAfOIUe
K IIepBOHAYAABHBIM CBETABIM 06OpazaM, K Guaocod-
CKOMY ITepeOCMbICACHHUIO GpUHAAA.

Heob6xoAnMO moAYepKHYTH, 4YTO 0Opa3 THIIH-
HBI B XOPOBBIX ITPOU3BEACHHUSAX KOMIIO3UTOPA IIPH-
CYTCTBYeT IPaKTHIeCKH B KaxAoM orryce. Ho ecan
paHbIlle OH, IPEUMYIeCTBEHHO, UMEA CMBICAOBYIO
HArpysKy U300 pasHUTeAbHOTO XapaKTepa, TO OTHbIHE
HATIOAHSIETCS TAYOOKUM PUAOCOPCKUM COAEPIKAHH-
eM M CTAHOBHTCSI OAHUM U3 XYAOXKeCTBEHHBIX apXe-
THUIIOB TBOPYECTBA KOMIIO3UTOpA.

IIpumedaTeAbHO, YTO, BBICTpamBass PpHUAOCOP-
CKYIO KOHIIETIITHIO AAHHOTO IIUKAQ, KOMITIO3HTOP IIPO-
SIBASIET ITPUCYIYI0 eMy CUMPOHUYHOCTD MBIIIACHHS.
PykoBOACTBYsICh IPUHIIUIIAMU BbICIIETO PUAOCOP-
CKOTO 00001eHNs, OH CO3AAET «CUMPOHHIO» YiKe
Ha YPOBHE KOMIIOHOBKH ITO3THYECKUX CTPOK. DTOMN
KOHIIETIIINH OH IIOAYMHSET M MY3bIKaAbHO-BBIPA3H-
TEADbHDIN IIAACT.

Caeayromee xopoBoe mpousBeaeHue — «Oaa
OparTcTBy> AASI XOpa U OpraHa Ha caoBa M. Apaya
(op.43), coapannas B 1981 roay,— yHUKaABHO B CBO-
eM pope. DTa pasBepHyTas Qyra sIBASIETCS eAUH-
CTBEHHBIM XOPOBBbIM counHeHreM B. Bubuka B aToMm
»kaHpe. XOTs KOMIIO3UTOP, HAPSIAY C TAKMMH BbIAA-
fomuMucs purypamu, kak B. 3apepanxmit, I1. Xun-
aemurt, A.IllocTakoBuy, SBASETCS NPHU3HAHHBIM
MacTepoM noanponuu B Mysbike XX Beka. [ moan-
$OHUSA B TOM HAM HHOM BUAE IIPUCYTCTBYeT BO BCeX
€ro XOpOBBIX TPOU3BEACHHAX, BO MHOTOM OIIPEACASIS
criertu UKy KOMIIO3UTOPCKOTO MBIIIACHUS.

Bo16upast xBaAeOHBII SKaHpP OABL, KaK HeAb3sI 60-
A€€ TIOAXOASIIUI AASL BOCIIEBAaHUS aKTYaAbHOM B TO
BpeMs1 TeMbl 6parcTBa (B mepByto ouepeab, 6paTcTsa
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HApOAOB COBETCKOM CTPaHbI), KOMIIO3UTOP 32 3THMH
BHEILIHUMU aTPHOYTaMU CKPBIBAeT IIOAAMHHYO HAEIO
CBOEro COYMHEeHMA. Tak CAy4aAOCh HEOAHOKPATHO,
BeAb B. Brbuk, 6yayun 4ueAOBEKOM YeCTHBIM, AyXOB-
HO HepPaBHOAYIIIHBIM, TOHKO YyBCTBYIOIIIM BUOpaLjiu
U HACTPOEHHs 00IecTBa, OTKAMKAACS Ha HUX B CBO-
el 0cobeHHOM XyAOKeCTBeHHO! MaHepe. CHAbHBIH
pe3oHaHC BbI3BaAM nbeca M. byarakosa u poman
IO. borpapeBa «Iopsiumit cHer», IOBeCTByIOIIVE
O TParv4ecKUX COOBITHSX OT€YeCTBEHHON UCTOPUH
B pasHble ee meproabl. CBoeoOpasHasi peakIjys Ha pa-
3049apOBaHMe B OOABLIEBUCTCKON BAACTH yTaAbIBAET-
s B oparopun «Afo0simuit Te0st YAbSIHOB>, TA€ SIBHO
CABIIIEH «T'OAOC> KOMIIO3UTOPA, FOPSYO COCTPAAAIO-
Iero U MepeXXnuBaroiero o cyabbax Popunsr. B aTom
xe psipy cTouT u «Opa 6paTcTBy>, BOIAOLIAIOMAS
HCKpeHHee BOCXHUIIleHHe KOMIIO3UTOPa MOTyLIeCTBOM
HApOAHOTO €AMHEHHS], BEPY B €rO CHAY.

KomrosuTop He cay4aiiHo npuberaeT K HCIIOAB30-
BaHMIO HAUBBICHIEN OAMPOHNYECKON GOPMBI PyTH.
NaKOHUYHBI HCXOAHBIM TE€MaTH3M, OTMeYeHHBIN
AEKAAMAIIMOHHON <«)KUBOM PEYb0>»> C HECIEIIHbIM
MHTOHAIIMOHHBIM pa3BepThIBAHHEM, MeTPOPHUTMHU-
4eCKO¥ CBOOOAOI, COBpeMeHHbIM (B AAAOBOM M UH-
TOHAIIMOHHOM OTHOIIEHUH) MY3BIKAABHBIM <IIPOTO-
BapUBaHUEM> IT03TUYECKOM CTPOPbI, KOHLIEHTPAIIH
HOANPOHUIECKUX CPEACTB B paboTe C TeMOIt, OpUTH-
HAABHBIN HCIIOAHUTEABCKHI COCTAB (Xop C opraHOM) -
IIO3BOASIIOT PACKPBITh CAOXKHYIO B KOMIIO3UIJMOHHOM
Y CEeMaHTHYECKOM IIAQHE UAEIO0 IT093UU YKPAHHCKOTO
noara-mecrupecaTHuka Mpana Apava. Hacpimennas
noAupoHMIecKast PaKkTypa, CKAAABIBAIOMIASCS U3 CO-
JeTaHUsI XOPOBbIX FOAOCOB U OPraHHOIO TIAACTA, Ae-
MOHCTPHUPYeT 0COO€HHO TOHKO€ BOCIIPUSITHE KOM-
IIO3UTOPOM TEMOPOBOIT OKPACKH 3ByKOBOT'O IIOAOTHA.
CoHOPHO-KOAOPUCTHUYECKUH 9AeMEHT, KaK HEOTheM-
AeMasl COCTaBASIIOIAs AFOOOM XOPOBOM MAPTUTYPbI
KOMITO3UTOPA, B «Ope OpaTCTBY > CTAHOBHUTCS OAHOM
13 TAABHBIX CEMAHTHYECKUX PYHKIIMIL, XapaKTepHOM
Aast xoposoti moaudounu B. C. Bubuka B rieaom.

Tpu nocaepHNX XOpoBbIX pousBepeHus B. bu-
6¥Ka — KAaHTaTa AASL COTIPAHO, AETCKOTO XOpa 1 CHUM-

$OHMUECKOTO OpPKeCTpa Ha CTUXH AeTel «</AeTckue
IecHU> B NepBoi pepakiuu «Ham Hy>xen mup>
(op. 58, 1985), TToama (cumdonus) Ass opkecTpa
nxopaHa ctuxu A. C. Ilymxuna «IIpomanue» (op.
67, 1987) u koHuepT Ard x0pa a cappella Ha caoBa
[ Aitrn «Tumuna-npeaynpesxaenune>» (op. 110,
1995) MpeACTaBASIIOT TBOPEHHS 3PEAOTO MEePHOAR
XOpPOBOTrO TBOpYECTBa KOMIO3UTOpa. B Hux ma-
CTepPCTBO KOMIIO3UTOPA 0OpeTaeT LIeABHOCTD MBICAH
1 pOPMBI UCTUHHO PpUAOCOPCKOTrO MacIITabA.

KanTaTta «AeTcKkue meCHH>» Ha TEKCTbI CTH-
XOTBOPEHHIT, CO3AAHHBIX ACTbMU, SIBASIETCSI TAYOOKO
coAep>KaTeAbHBIM PUAOCOPCKHUM NMPOU3BEAECHHEM,
B KOTOPOM KOMIIO3UTOP PacKpbIBaeT HOBbIE CMBIC-
ABI, He 3aTparuBaeMble B 00Aee PaHHUX COYMHEHHUSX.

Ecan caepoBaTh BHeNTHeH AOTHKe MOCTPOEHHUS
IIPOM3BEACHUS, TO 3AeCh OYEBUAHO, UTO M3 Pa3pos3-
HEHHBIX AeTCKUX CTUXOTBOpeHuil B.Bubuk xon-
CTPYHpYeT 4eThIPeX4aCTHbIN IIUKA Ha TEMY «BpeMeH
roA2>»: OT BECEHHHX 00pa3oB 6ecIieuHOro AeTCTBa
U SIPKOTO A€Ta MOAOAOCTH K OCEHH C ee HEOAHO3HAY-
HOCTBIO M 3MMHEH YaCTH, TOABHUIAIOMIel K PHAOCOP-
CKHMM BBIBOAAM.

Ha camomM peae, copeprkaHue KAHTATHI IIPEACTaB-
ASIETCSI TAyOOKHMM 1 MHOTO3HAa4HbIM. [IpoBo3raarmae-
MBIH COTIPAaHOBBIM COAO TAABHBIH Bonpoc «O gem?>»
PacChIImaeTCss MHOTO3BYYHBIM «3X0M>: « (O vem uio-
poxu aucmoes? / O uem wenuem mpasa, o0Aaxa, He-
bec cunesa?/ O uem 36eHUM KOAOKOALMUK HA AEIHEM
wyey?/ O wem muwuna?/ O wem norom demu, sHumas
muwune?>. Ilo cyTu, B 9TOM MHOXXeCTBEHHOCTH
«AETCKHX> BOIIPOCOB 3BYyYHT H3BEYHBIN BOIIPOC
O CMBICA€ >KH3HH, YTO IIEPEBOAUT IIPOU3BEACHHE BO
«B3POCAYIO>» ITAOCKOCTH, ObecriednBasi $prAOCOP-
CKYIO HaIlPaBA€HHOCTD IIOUCKOB OTBETOB.

ABe yacTu KaHTars! B. Brubuka HamoAHeHsbI pa-
AOCTHBIMHU CBETABIMH OOpaszamu: IepBasi — Ipo-
HU3aHA Ma)XOPHBIM CHUSIHHUEM, COAHEYHBIM CBETOM,
BeCeHHUM 3BOHOM; BTopast (AeTHss) — MPOTHBOIO-
CTaBASIET ABa 0Opa3a: CIIOKOMHOTIO AyTa C ero 3aa-
XOM TPaB, ITHYbHM II€HHEeM, Pa3HOOOPa3HBIMU IIBe-
TaMH 1 3BOHOM ( «KOAOKOABYUKH 3BEHAT> ) U 06pa3
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OBICTPOrO JKypYaIero py4bs, KOTOPBII TAKKe 3Be-
HUT, BOCXBAASISL CBOIO CBOOOAY U 6ecriedHOCTh. DTH
06pa3pl OYeHb pasHble, HO OOBEAUHSET UX Oe3Ms-
TEXXHOCTb U SICHOCTb KPACOK.

O6paruM BHUMAH¥E, 4YTO B IOITHIECKOM TEKCTE,
BBIOPAaHHOM KOMIIO3UTOPOM, CHOBA IIPUCYTCTBYET
06pa3 TumunsL K Hemy obpaiijeH OAMH 13 BOIIPOCOB
«0 4eM?>» BCTYIHUTEABHOTO padpera. B «aernein>
K€ YaCTU OH TO HANIOAHSIET THULINHY OAArOAATHBIM
3BOHOM AyTa («THIIMHA 3BEHUT Hap AYTOM CPeAH
AeTa» ), TO OTTeHseT 6e3yAep>KHBII AeTHHUII TOPBIB
HACTyIIACHUEM THXOH HOYM: Telleph OHA HeCceT I10-
xoit («Takast TUIIMHA, TaKas SICHOCTb B AyLIE> ),
U [IPOHU3BIBAET BCIO MAPTUTYPY, 3BYUALIYIO HA PP,
A€ OHa IPOAOAKAET 3BEHETD, HO YK€ APYTHM 3BO-
HOM (<«9yTb CABIIIHBI 3BOH, XPYCTAABHBIN 3BOH> ).

OceHp 06HAPYKUBAET HEKYIO [ICHXOAOTHIECKYIO
PasABOEHHOCTD B IOHUMAHHH LUKAQ. TPaAULHOHHO
OCeHb HeceT B cefe 06pa3 IepexoAa B HOBbII IIEPHOA
JKU3HU — 9TO B3POCAEHHE, 3PEAOCTD, YeMY, B IIPHH-
IIMIIe, OTBEYAET TEKCT YaCTH: 3AeCh BUAMM CepeOpo
B BUCKaX YMYAPEHHOTO ONbITOM YeAoBeka (<«cepe-
6PSHOIO0 TOAKOBOIO TOBAECKHBAET peKa ), CKOpoe
TeYeHHe [IPOXKUTHIX AT CUMBOAMBUPYIOT CTPEMU-
TEABHO IPOOETaAIoINe «KUITydre 00AAKa>» H T.A.

Ho npucyrcrByioT B TEKCTe Takxe 0Opassl, OT-
CBIAQIOIIME K BOGHHOM TeMATHKe: Ha ff, B aKKOPAO-
BOM H3AOXKEHHH 3ByYaT CAOBA «TOPUT PasHOLIBe-
THEM 3EMAST>.

HTepecHYIO AeTaAb IPUBHOCUT Taioke $ppasa
«HaA 3apeBbIMU AYTaMU 3BYYHUT HAIlEB OKTSIOPS>.
EcAu IPeATIOAOXKHUTD, YTO OKTSIOPD 3A€Ch ACCOLIMHU-
pyercst ¢ OKTSOPbCKOM peBOAOLMET, IIPOU3BEAL-
HUe B [JeAOM OOpeTaeTr MHOM CMbICA. B TakoM cay-
Yae <IPasAHMYHO Pa3OAEThIN OCEHHHUI XOPOBOA >
yoKe BUAUTCS KaK IIPAa3AHIYHBIE [TAPAABL, A «Cepe-
OpsiHas IOAKOBa>» — CEPIT KAK CUMBOA TPYASIUXCSL.
Toraa ¥ XXypaBAM YAETAIOT U3 CBOUX THE3A B CBSI3U
C HEBBIHOCHMBIMU YCAOBHSIMU IIPHILNEALIEN BAACTH,
KOTOpPble KOMIIO3UTOP M OKpPELUBAET «OOAOTOM >
(«moKpyXHAKMCH OHH Hap 60AOTOM UTO6BI CHOBA
BEpPHYTbCS AOMOF> ).

B Taxoii cBA3M HACTyIIA€HUE 3HMBI SIBASIETCSI CBH-
AETEeAbCTBOM IPOIIEAIITHX AeT. A CHET «pacljBeyeH
PpaAyromn> papOCTH OKOHYAHHS IIPOLIAOM BAACTH,
«Ha IIOASI AOXKUTCSI>, CKPBIBast ObIAO€ II0A IOKPOBOM
AeT. IIpocThle AeTCKYe ITyTOYHbIe KPUYAAKH 3BydaT
M3AEBaTeAbCKHU, KaK BbicMenBaHue. HecayuaitHbiM
IIPY TaKOW TPAaKTOBKE CTAHOBUTCS U UMSI MAABUHKA,
Ha TIePBBIi B3TASIA, CAYYAiHO MOAOOpaHHOE pebeH-
KOM ITPH HAIIMCAaHUH CTUIIKA: <A HA CAHKAX 04eHb
A08k0/ ¢ 20pKu 8HU3 ckamuacs Boska>.

C mpuxoAOM 3UMbI BO30OHOBASIETCSI MaXKOp-
HOCTb MY3bIKAABHOTO M3AOXKEHHs, BHOBD ITOSIBAS-
IOTCSI CBeTAble 0Opa3bl 3BOHA, 3BYy4Yallero Teleph
B AETCKUX FOAOCaX, CHOBAa BO30OHOBASIETCS THIIM-
Ha — MMpHas THIIMHA!

IToama-cumponus «Ilpomanme> TarKe Co-
CTOUT M3 YeTbIpex yacTei. HasBanua yacreit nukaa
SIBASIFOTCSI CBO€OOPA3HBIMH «KAIOYaMHU > K 3AMBICAY
komrosuTopa: «Pasmpimaenue» (I 4.), «Meurpi»
(I4.), «Bupenus>» (I114.) u «IIpomanue» (IV4.).
ITpousBepeHIe HATOAHEHO TAKUMU CMBICAOOOpasa-
MH Kak PaTyM, KOTOPBIN MPEACTaBAEH KaK «CYAb-
6a>», «ITapxa», «xo0p gacoB>; Bpems, uzobpaxeH-
HO€ B <K MTHOBCHMAX >, «YaCaX>», KAHAX>>, KACTaAX>>
1, KOHEYHO, «BEYHOCTH>. CKBO3HBIMU CTAHOBSTCS
u 06passr Meuranwuit, besymus, JKuzuu u Cmepry,
o6pas Becos, motus [Tpomanusi.

ApaMaTyprusi COOpaHHBIX BOGAUHO TEKCTOB Ha
cel pa3 BBICTPAMBALTCS ITO IIPUHIUITY HApaCTaHHA Ha-
IIPSDKEHUS: OT CYMPaYyHbIX HACTPOEHMM ITEPBOM YaCTH
C MMPUCYIIMMH eHl IIOUCKaMH, CTPaXaMH HaABHTaOITe-
rocst 6e3yMmusi, HeCTepPIIIMOI MOHOTOHHOCTbIO OBITHS
yepe3 MUpP HepeaAN30BAHHBIX HECOBITOUHBIX MeYTa-
HUH BTOPOM U KaPTUHY AEMOHWYECKOM UI'PbI CO3HAHM
TpeTbeil K PUAOCOPCKOMY IIEPEOCMBICACHHIO PpHHAAA.

MysbikaAbHasI ApaMaTypTrusi Ipou3BeAeHus Gop-
MHpPYeT XapakTep opOpMAEHHS LeHTPAABHBIX HAEH
npousBepeHus — uaen Ipomanus, Pasmpimaenus,
poxoBoro 3HadeHusa Bpemenn. Bepymumu B moame-
CUMQOHUH CTAaHOBATCS TEMBI IPOTUBOCTOSIHUI: e-
poit — ®arym, JKusus — CmepTs, 06passr Bpemenn
u Beunoctu.
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MysbikaabHast ApaMaTyprus opopMAsieTcs pu
B3aUMOAEHCTBUH YeThIpeX HadaA: AMPUKO-MEAUTATHB-
HOT'0, APaMaTH4YeCKOI'0, KAPTHHHOTO U PUAOCOPCKOTO.
MeauTaTUBHASI AUPHKA SIBASIETCS TIPE€BAAMPYIOIUM
HA4aAOM U COCTABASIET OCHOBY MY3bIKAABHOTO pas3-
BuTHsA. [AaBHAs AMHIS, TOAYEPKHYTasi CMBICAOBBIMH
apKaMU MEXAY II€PBOM, BTOPOI1 U YeTBEPTOM YaCTIMHU,
0003HaYaeTCs KaK IICUXOAOTUYECKU-MEAMTATUBHASL.
AMHUS, TOATOTaBABaeMasi B KyAbMUHAIIMOHHBIX Pa3-
AEAAX IIEPBBIX ABYX YaCTEM U IIOAHOM MEPOM PeaAn30-
BaHHAas B TPeTbel, OXapaKTepH30BaHa KaK ApaMaTHJe-
ckast. PuA0COPHIHOCTD M KAPTUHHOCTD BBITOAHSIOT
$yHKIIUIO AOTIOAHEHH . AOMUHMPYIOLIeN CTAHOBUTCS
nepBasi AMHISL, BTOPas SIBASIETCS CKOpee OTTeHSIOIeH
U BHOCHT APaMaTHYHbIN KOHTPACT B CKOPOHBIE pasay-
MBI O CYIJHOCTH 4eAOBeuecKoro 6bitist. Obe AnHUN
HAXOASIT CBO@ AOTHYECKOe 3aBeplIeHHe B YeTBePTOH
vJacTu. Ee THxass KyAbMHHAIS SIBASIETCS OAHOBpe-
MEHHO U 3aBeplIeHHeM OCHOBHOH, IICHXOAOTMYeCKHU-
MEAUTATUBHOMN, AMHHY, U CBO€OOPA3HBIM OTBETOM
«3BOHOBOM>» KYyAbMUHAIIUN TPETher YaCTH, U Hau-
6oAee TOAHBIM BOIIAOLI€HHEM OCHOBHOM I'yMaHUCTH-
JeCKOM HACU TIPOU3BEACHIS — HACH TTePePOKACHHS
Jyepe3 TBOPYECTBO, B COOTBETCTBHY C OCHOBHBIM XYAO-
’KeCTBEHHBIM 3aAAHHEeM IIPOU3BEACHH S, HAIIMCAHHOTO
B MEMOPHAABHOM >KaHpe.

ITanuxupy — «THmmHaA-IpeAynpeskAeHHe >
MOXHO CMEAO Ha3BaTb BepIIMHON XOPOBOTO TBOP-
vecrBa B. Bubuxa. K xxaHpy AyXOBHO# My3BIKH 9TOT
XOPOBOM IJMKA OTCBIAQET aBTOPCKOE YKa3aHHe B Py-
KOIIMICHOM H3AQHUH — < IIPOCBETACHHAS ITAHUXHAA> .
IIpousBeaeHHE COCTOUT U3 AECATH AKATIEABHBIX XO-
POBBIX MHHUATIOP, B OCHOBE KOTOPBIX AEXKAT, OAHA-
KO, He KAHOHHYeCKHe IIepKOBHbIe TeKCThI, a CTUXH
COBpeMEHHUKA KOMIIO3UTOPA, OAHOTO U3 AHAEPOB
coBeTckoro aBaHrapaa 60—70-x ropoB XX cToae-
tust — lennaaus Aitru (1934-2006). TBopuecTso
I Aiiru mpepcTaBAsieT cO6051 OTKPOBEHHO AyXOBHOE
SIBAGHHE U PacKpbIBaeT TAYOUHY ero $HAOCOPCKUX
B3TASIAOB, B IIeHTPe KOTOPBIX AyITa yeaoBeka. Ouao-
codus M03Ta O4eHb OAM3KA MUPOBO33pPEHYECKUM
ycrpeMaensiM B. Bubuxka.

I_IeHTPaAI)HbIMI/I IIOHATUAMU <<peAI/II'I/II/I>> IMIaHUXU-
ADBI CTAHOBSTCS THINMHA C ee «IJeABHOCTBIO>, <ITOA-
HOTOI HEKOAeOHMOI CTOAb IIPOCTOM U SICHOM Kak
6Aaropats>. VIMeHHO THIIHHA CIOCOOHA TPUOAU3HUTD
K 60KecTBEeHHOMY ( «MOIi1 N36PAHHHK: 6OSPBIIIHIK —
P TTeHUH MOAYAIINF, KaK METPOHOM OOXKeCTBeH-
HBII1 HETPOHYTBIM > . «TBOS TUIIMHA COXPAHUTCS AASL
Bora» ). Onaecrs «<IIPEBBIBAHDB A [ paspsiaxa,
KyPCHUB, BBIAGACHHE TeKCTA XHPHBIM IIPUHAAAEXKAT
noaty.— A. B.] Heymep6Hb1it 06pas>, cymecTsyio-
Ui BHe BpeMeHH (<«He CymecTByeT — 6 bl A 0> ).
Omna u ectp boxxectBennoe. Illym, kak aHTHUIIOA TH-
LIIMHe, OTHOCUTCS K MUPY MHPCKOTO OBITHS («u cam
s IIy pIIAIUi >, «BCe MbI B MUpe mypmnM»). Ymu-
past, 4eAOBEK OCTABASIET MHP <« CAOBHO ITOKHHYThIH —
ocenu urym>. [Ipu atom 06pa3 Ayxa BOIAOLIEH Bce
e yepe3 3BOH.

[lpucym stoit «peaurun>» obpas Aymm («He
OYHCTHUTDCSI Ayllle MO€ 3bIObI0O ee M BOAHAMU He-
CABIITHBIME> ), IPEeACTaBAEHHBII B 0ObeAHEHUH CO
cayxom («c AYH.IOIO-CAYXOM»). COAMKeHME ee C « 13-
OpaHHUKOM-OOSIPBIITHUKOM MOAYAIIIMM >, IO3BOASIET
YBUAETD, KaK AyIlIa HAXOAHT ITOKOH B TUIIHHE.

Cobop y moaTa OTOXAECTBASIETCSI C Aecom,
rOAOCa KOTOPOTO B aKKOPAOBBIX 3BOHaX « CHsIHH-
eM OTIIOBCTBA CBETUTCA: Ta 6ecCKOHEeYHOCTHh bo-
ro-IIpasanecrBa» nmpososraamas Beanune bora.
CoraacHO AQHHOM TPaKTOBKe COOOp U 30A0TO —
3TO He METAAA, A <AYXH IIPEAKOB>, AOCTYIIHBIE
B 9TOM COOOpe, KOTOpbIe 3BEHST B A€CHOU THIIH
(«cuacTpe-Tumuna» ). Co60pHOCTH 3BOHDI, UX
«COOOpPHHUIT IIOTOK>», «BBICOKON MOAUTBE ITOA00-
HBIF>»> CTPYUTCH B «CTPYEHHE CTPONHOCTHU YMCTHIX
OCHH>».

bor, upe Bomaomenue naxopnm B « Cusaaun Ort-
1oBCTBa>», B 06pase CoaHna («POACTBEHHO 3psi-
mee!>», «<xxuBoe! — i He npepbIBaromjeecs: / eAMH-
CTBEHHO — SIPKO U CYIIe ... >, <CAOBHO He3puMoe!>,
«BCIOAY CIIOKOMHOE>, «HEKOMH AYIIOK €AUHCTBEH-
HOM>» <« CMI)ICA-COAHL[e» ; B UTOT€ IIPOSABASIETCAI
u B obpase Aymy, ee cBeTe («cBeTe caMmX 1[BETOB> ).
OroxaecTBasia nouarus Ayma u I'ocrops, B KoHIje
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MY3BbIKAABHOTO TIPOU3BEACHHUSI KOMIIO3UTOP IIOABO-
AT CAyTIaTeAsI K MBICAH O TOM, 4TO bor Bo BceM.

OueBuAHO, uTO MOAXOA B. Brbnka Kk AyXoBHBIM
TEKCTaM B HayaA€ ero TBOPYECKOTro myTH (IUKA
MOAUTB B onepe «bBer>) u B 3peaoM TBOpueckoM
BO3pacTe, 0OHAPYKHMBaeT KOAOCCAABHYIO Pa3HHUILY,
KOTOpasi IIO3BOASIET YBUAETD ITyTh AyXOBHOTO BOC-
XOXKAEHHS KOMIIO3UTOPA AAMHOM >KU3Hb.

ITpoBeast aHaAU3 0OPA3HOTO COAEPIKAHUS XOPO-
BbIX pousBeAeHuit B. bubuka B acrexTe ero aBoAso-
IJUH, MOXXEM CAEAATDb PSIA BBIBOAOB, IIO3BOASIIONINX
CKBO3b IPU3MY XOPOBOTO >KaHPA YBHAETDb, KAKHM
006pa3zoM MPOUCXOAUAO CTAHOBAEHHE KOMIIO3UTO-
Pa KaK AMYHOCTH, Kak $OPMHUPOBAACS €ro TBOpYe-
CKHUIT METOA, KaKasi MPOOAEMATHKA, «O3By4eHHAs >
C IIOMOIITbIO0 XOPOBOTO 3ByYaHHs], BOAHOBAAA €ro Ha
Pa3HBIX dTallax TBOPYECKOH buorpadumu, kakue 06-
peTasa OpMbI BbIPAXKEHHU.

I’'AaBHBII BHIBOA KaCaeTCs TOTO, YTO B CBOMX ITPO-
usBepeHIsIX B. Bubuk mpeacTaeT Kak 4pe3BBIYANHO
YeCcTHasl ¥ TAyOOKO YyBCTBYIOIIAsI XyAOXKECTBEHHAS
AMYHOCTD, B TBOpPYECTBE KOTOPOH OTpePAeKCHpPOBa-
AMCh CaMble BaXKHbIe YeAOBeYeCKHe TeMbI U aKTYaAb-
Hble mpobAaeMbl. OH HCKpeHHe IIepeXUBaA O CyAbbe
PoaunHbI, cBOero Hapoaa M O4eHb CHABHO, IIPAaBAHBO
pearnpoBaa Ha IPa’kAAHCTBEHHbIE TeMbl, CO3BYYHbIE
ero BpemeHu. OTCI0AQ B €rO HACAGAMH TaK MHOTO
IPOU3BEAEHHI, CBSI3AHHbIX C CyAbOOHOCHBIMHU 1 TPa-
TUYeCKUMHE COOBITUSIMU HCTOPUH CTpaHbl B XX CTO-
aertun (onepa «Ber», ILatp xopoB a cappella o po-
Many lO. bonpapepa «Iopsuuit cHer>, oparopus
«Arbsamuit Tebs YAbSHOB>», KaHTaTa «/AeTckue
necuu> ). TpeBora o cyab6e Hapoaa IPOXOAHT Kpac-
HOM AMHUEH YK€ B PAHHUX COYMHEHHMIX («prm-
THX>, «AyMa 0 AoBOyIIe> ), TAe Yepe3 eAHHUIHbIE
IIepCOHAAU3UPOBAHHBIE COOBITHS YAAETCS BBIPA3HTh
IPOTECT IPOTHUB BOMHBI X KPOBOIIPOAUTHS KaK aHTHU-
HPaBCTBEHHbIX SIBACHHUM.

Xopossie mpousBeaeHnst B. bubuxa mepeparor
CHAY ero HCTHHHBIX nepesxuBanuil. Ho Bpems u cucre-
Ma, B KOTOPBIX )KHA KOMIIO3UTOP, 3aCTABASIAH €TO HC-
KaTb COOCTBEHHbIE ITyTU B PACKPBITHU IIOAHSTBIX TEM.

I'paskpaHCTBEHHOCTD B OHUMaHuK B. Bubrkom
HUKOTAQ He OblAa CBsI3aHA C KOHBIOHKTYPOI, C He0b-
XOAMMOCTBIO M TOTOBHOCTBIO IIPOCTO AQTh OTBET Ha
3arpocsl BpeMeHu. OHa mpuoOpeTaeT 0coObIT CMbICA
B €r0 TBOPYECTBE U BCETAA OKpalleHa AUYHOCTHbIM,
BHYTPEHHUM ITepeXXMBAHHEM, SIBASITCS OYeHb HCKPeH-
HUMU TAyOOKUMH PeaAU3AIIMSIMU AyIIEBHBIX PeaKIHIt
KOMIIO3UTOPA Ha HICTOPUYECKHe COOBITHS. MOXHO yT-
BePYKAATh, YTO BCe XOPOBbIe Mpou3BeaeHus B. bubxka,
TaK MAY MHaye CBS3aHHbIE C IPAXKAAHCKOM TEMATUKOM,
HAIpOYb AMIIIEHbI IIOKA3yIIHOTO Madoca, OHU IIPOHHU-
3aHbI AUPHYECKOIN HOTOH, IPOIIyIIeHbl Yepes IpH-
3My AUYHOCTHOTO COYYAaCTHSI U BBIAQIOT TAYOUHY ero
JyBCTBOBaHUSA U cocTpasanus. MIHAukatopom ncrus-
HOCTH MBICAE! U YyBCTBOBAHUH KOMITO3UTOPA BCETAQ
SIBASIETCSI €70 YHUKAAbHAS aBTOPCKAsl MHTOHAITHL.

Cpeau xopoBbix counHeHurt B. Bubrka Boiaeast-
I0TCS U TIPOU3BEACHUS] AUPUYIECKOTO HAaIlPaBACHHS.
IToAb3ysich XOpOBBIMH KPacKaMU, KOMIIO3HUTOP CO3-
AQeT HEIpPeB30MAEHHbIE MY3bIKaAbHbBIE IIEH3aXKH,
B KOTOPBIX SIPKO IPOSIBASIETCS AUPHYECKOe AAPO-
BaHMe KOMIIO3UTOPA, €ro yMeHHe <«3BYKOITUCATh
CAOBOM> (<<I'op;1q1/1ﬁ cHer>», «XopoBble KapTH-
HbI», «[lycTh 6yaeT THXO BCloay> ). B aTux 3ByKo-
BBIX «CHUMQOHMAX>, COTKAHHBIX U3 YEAOBEYECKUX
TeMOpoB, B. Bubuk pAeMoHCTpupyeT cmocoOHOCTSH
IIOTPY>KaThCsl B TAyOUHY TOHYANIINX HIOAHCOB pa3-
AVYHBIX 9MOIIMOHAABHBIX cocTOssHUI. KapTHHHOCTD
KaK CII0CO0 BOIAOLIEHUS COAEPXKAHMS B My3bIKe CTa-
HOBHUTCS COCTABASIIONIE TBOPYECKOTO II0YepKa KOM-
IIO3UTOPA B XOPOBOM KaHpe.

Hecmorpst Ha npeororndeckue «Taby> coBeT-
ckoit amoxu, B. Bubuky yAaA0Ch BOIIAOTHUTH B CBOUX
XOPOBBIX IIPOU3BEACHHUSIX AYyXOBHYIO TeMaTHKy. OHa
IIpeACTaBACHA IJUKAOM MOAHUTB U3 omepsl «ber>
(MMEeHHO LIMKAOM, PacCpeAOTOYEHHBIM TIO TEKCTY
OTIepbl) U XOPOBBIM KOHIIEPTOM-TIAHUXHUAO# «TH-
LIMHA-TIpeAyTpexAeHue>». Oba aTH mpou3BeAeHIs
CBHAETEABCTBYIOT O TAYOOKOI AyXOBHOCTH KOMIIO3H-
TOPa, BO3MOXXHO, TIJATEABHO CKPbIBA€MOM PEAUTH-
O3HOCTH, 1 AMOHCTPHPYIOT ITy Th €TI0 HEYKAOHHOT'O
AYXOBHOTO BOCXOXKAEHHSL.
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OTpeAbHOE MeCTO B XOpOBOM HacAaeauu B. bubu-
Ka 3aHUMAIOT TPOU3BEAeHUS PHAOCOPCKOTO CKAAAQ.
AaHHas rpymma npousBeAeHH BO3HUKAET Ha CThIKE
HECKOABKMX HAIIPABACHMH, TAE MEeM3aKHOCTD, Kap-
THHHOCTD COEAUHSIETCS C AMPU3MOM, HCKPEHHOCTBIO
" rAy6HH0171 IepeXKUBAaHMN KOMIIO3UTOPA, TPaHC-
AMPYeMBIX B IPOM3BEACHHUSX T'PaXAAHCTBEHHOTO
HanpaBAeHHUs. My3abIkaAbHbIE KaPTHHbBI ITPHPOABI
HAITOAHSIOTCSI MeTadpOPUIECKIM COACPKaHHEeM, KO-
TOpOe 00beANHSIET TOITHIECKHE TEKCTHI B KOHIIETI-
TYaAbHYIO )KU3HEHHYIO0 PHAOCOPHIO.

Bepmunoii aToit praocodpum ABASIETCS KOHLIEPT
Aastxopa a cappella Ha caoBa I Aitru « TumuHa-ipea-
yrpesxaeHHe ». Ero TekcT BCKpbIBaeT IMOHATHUS PUAO-
coCKOM KOHITEMIIUH KOMITIO3UTOPA, B IIeHTpe KOTOpOit
OAMH U3 YCTOMYUBBIX KyABTYPHBIX apXeTHIoB XX cTo-
Aetnst — Tummza, ITOT 06pas sSIBASIETCS LIeHTPAAb-
HbIM [IOHATHEM XOpOBOro TBopyectsa B. bubuxa. On
MIPUCYTCTBYeET IIOYTH B KAXAOM IpousBeaeHHH. Ero
MIOHMMAaHUe, HCTIOAb30BaHHEe B MY3bIKAAbHOM TEKCTe
U 3HaYeHMe IpeobpasyeTcs 1o Mepe TPAaHCPOPMAIIU
06pa3HOTro MbIIIAEHHSI KOMIIO3UTOPA, BO3BBILIASICH AO
YPOBHS HABBICIINX KaTeTOPHii /AyXOBHOTO.

ITopdepkHeM, YTO Ha MPOTSDKEHUU BCErO TBOP-
YeCKOTO ITyTH BEAYITUM AASl TBOPYECKOTO METOAQ
B. bu6uka B XOPOBBIX COYMHEHISIX SIBASIETCS CIIO-
CO0 «IIepernAaBKu> TEKCTOB, TAe KOMIIO3UTOP, BbIU-
A€HseT OTBeYalolljie ero KOHIIeMIUU $pparMeHThl,
a MHOTAQ AQXKe OTAEAbHbIE CAOBA M3 BHIOPAHHBIX UM
MePBOUCTOYHHKOB, CKAAABIBAET HX B «MO3AUKY >
COOCTBEHHOTO IIPOHM3BEACHHS.

HameueHHble TeMaTHYECKHE€ AUHUH [TO3BOASIIOT
IPEAAOKUTD YCAOBHYIO IIEPUOAMBALINIO, OTPAKAIO-
IIYIO TAIIbI TBOPYECKOiT aBoAoLHU B. Brbuka B xo-
POBOM XaHpe.

[epsbiit atan (<« Tpuntux>» 1 «Ayma... > ) —He-
o¢oabkaopHbIit. ObpaleHre KOMIO3UTOPA K ITeCeH-
HOMY QOABKAODY U IIePEOCMbBICACHHUE €TI0 B XOPOBBIX
00paboTKaX CBA3AHO CO CTPEMAEHHEM K OTPAXKEHHIO
AyXa HAPOAHOI IICHXOAOTUH, U300 pasKkeH1eM SIPKIX
KapPTUH HAPOAHOI JKU3HU U ObITa.

Bropo# aTam — mepexoanslit (TLars XOpOB a
cappella no pomany 0. Boupapesa «Topstauii caer>»
1 « XOpOBble KAPTUHDI>» ) HAMEHYIOT OCTETEeHHbII
IIEPEXO0A OT ACHICTBEHHOCTH K [IepeAdde BHY TPEHHe-
IO COCTOSIHHSL. BHEWH SIS COOBITHITHOCTD OTCTYIIaeT
Ha BTOPO IIAQH U CTAHOBUTCSI AMIIb KAPKACOM AASI
CO3AQHUSI TIOAAMHHO XYAOXKECTBEHHBIX 00pa3oB.

TpeTwuit aTam — [IeHTPAABHBII — CBS3AH C IPOU3-
BEACHHSMH T'PaXKAAHCTBeHHOM TeMaTuku («Ber>,
«A1o6smuit Te6s YAbsHOB>, «Opa 6parcTBy> ).

YeTBepThIil — BTOPOI IEPEXOAHBIM 3Tl (H_[eCTb
XOPOB AASI CMELIAHHOTO XOpa a cappella Ha cTuxu
I Taaas «ITycTb 6yaeT TUXO BCIOAY> ) — HAMeYaeT
ABIDKEHHE OT Ie3KHOCTH, KAPTUHHOCTH K PUAO-
codpcKuM 060061IeHISIM.

ITaThli1 9TAIl — TBOPYECKAS. 3PEAOCTD, AKKYMY-
AUPYET AOCTIDKEHMS BCEX IPEABIAYINVX ITaIlOB
(«AeTckue mecHU>, «Ilpomanne>, «TumuHa-
peAyTipeskAeHue> ). MacTepcTBO KOMIO3UTOPA 06-
peTaeT LIeAbPHOCTb MBICAU U pOPMbI UCTHHHO PUAO-
codckoro mMacmrraba.
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OCOBEHHOCTU AHCAMBJIEBOIo ANAJIOTA
B POPTENMUNAHHOM TPUO M. PABEJIHA

AnnoTanus. B cratbe paccmarpusaercs Qoprenuannoe Tpro M. PaBead ¢ mosunuii mposiBAeHIL
CTPYKTYPHBIX, APAMaTyPriU4ecKUX U aHCaMOAeBbIX 0cobeHHOCTe xaHpa. OOHApy>KHBaeMast MHOTO-
MepHOCTb QOPTEMHAHHOTO TPHUO BHIPA’KAETCS B YHUKAABHOM KOHCTPYKIJUH COYMHEHH I, KOTOPYIO Xa-
paKTepH3yeT UTPOBO TEMATU3M, OPKECTPAAPHOCTD GAKTYPBI, Pa3HOOOpa3HbIe AAAOTAPMOHIIECKIe
U UHCTPYMEHTAAbHbIe KPACKHU, BBIPA3UTEAbHAss PUTMOIIAACTHKA U Pa3AMYHBIE BUABI AaHCAMOAEBOTO
B3aMIMOAEMCTBHSI.

KaroueBble cA0Ba: GpopTenuaHHOe TPUO; XKAHP; AHCAMOAD € ydacTHeM GOpPTEeNUAHO; UHCTPY-
MEHTAABbHBIN AaAor; M. PaBeab.

B otanune ot K. Aebrocu, counHsBiiero kamep-
HO-UHCTPYMEHTAAbHbIE QHCAMOAU B AUAAOTE C TPa-
aunuest, M. PaBeab paspabaTsiBaa aTy 06AacTb Ha-
IJUOHAABHOTO MCKYCCTBA, YHACAEAOBAHHYIO UM OT
yaureas: — I Qope, 1op 3HAKOM COBpeMEHHOCTH.
Cpeau IaTH CO3AAHHBIX M B AAHHOM cdepe TBopUe-
CTBa OITyCOB HH OAUH He IIOBTOPSIET APYTOM B ITAAHE

UCIIOAHUTEAbCKOTO cocTaBa. MHTepec k kaHpOBOI
cpepe xamepHOro aHcam6Ast M. PaBeast He 651 BbI-
3BaH 0COOBIM TBOPYECKHM 3aAAHUEM BO3POXKAEHIUS
HAIIOHAABHBIX OIBITOB B 3TON 00AACTH, OTHOCS-
ITMXCS K AAAEKOMY ITPOIIAOMY, KaK 3TO IIPOUCXOAUAO
y K. Aebroccu, OH CTUMYAHpPOBAACSI BHYTPUCTHAE-
BOI IIOTPEOHOCTDIO B TAKOTO POAQ BHICKA3bIBAHUY,
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IposBUBIIeNcs B opkecTpoBKe M. PaBeas u ompea-
MeYeHHO B aHCAMOAEBbIX COUMHeHHsX, (Harmpumep,
cTpynHowm kBaprete F-dur [4]).

OpHNM 13 TakMX pousBeaeHuH sBasieTcsa Pop-
teruannoe Tpuo (1914 rop). B. CmupHoB cuuraer,
4TO XOTSI OHO 3aKaHYMBAAOCH BO BpeMsl BOMHDI, «<B
HeM OTCYTCTBYIOT MPAYHbIe, TATOCTHbIE HACTpOe-
HHSI, 2 eCTh CYPOBasi COCPEAOTOUEHHOCTD (O4eBUAHO,
MMeeTCs B BUAY TPeTbsl 4acTh, [Taccakaaps.— XK. A,
IIBIAKAS SKHBOCTD, KU3HEYTBepKAeHHe>. My3biko-
Bep 00BsICHseT Takoil xapakTep Tpuo Tem, 4To 00-
PyIIMBIIMECS BOEHHbIE UCTIBITaHUS (HATTOMHUM, 4TO
M. PaBeap AOOpOBOABLIEM yIleA Ha <1>p0HT), «<He
CAOMHAY KOMITO3UTOPA, €TI0 BepbI B KOHEUHYI0 Iobe-
Ay rymanusmas [ S, C. 307 ). Hanporus, B. XKaprosa
IpUMeHSeT 110 OTHONIEHHIO K HEMY JIIMTETBI «Apa-
MaTU4YHOE» M «dKcrpeccusHoe> |2, C. 308]. Kak
IPEeACTaBASIETCS, 9MOLIHOHAABHO-00Pa3HbIi MUP CO-
YUHEHHUS COCTABASIIOT MHOXKECTBEHHBIE KOHTPACTBI,
He AOITYCKAIOIllie OAHO3HAYHBIX ONpeAeAeHu . Tak,
32 HECKOABKO MEAQHXOAUYHOH, OTMeYeHHOH KPaTKO-
BpeMeHHbBIMH BCIIbIIIKAMU 9K3aAbTAIIUH, IIEPBOM Ya-
CTBIO CAGAYeT UI'POBasi BTOPast, CMeHseMasi MpauHOI
TpeTbel, KOTOpas IpueMoM attacca mepexOAUT B BO-
opyuieBAeHHbIH pruHaA. Hanboasimuit KOHTpacT, AO-
XOASIITUI AO QHTUTE3bI, IPHXOAUTCS HA CTBIK MEXAY
IIOCACAHUMU ABYMS YaCTSIMH, YTO HATOMHHAET O CTa-
PHHHO TaHI|eBaABHOM CIOUTE, TA€ IOAYEPKHBAAACH
AUCITO3HIIUSI CAMOTO MEAACHHOTO M CaMOT'O MOTOP-
HOTO HOMEPOB — CapabaHABI M XKUTH, TAKKe PacIio-
Aararonxcs K KoHIfy nukaa. Ha cxopcTBo ¢ crouton
yKasbIBaeT X MHOTOOOPa3HOCTb KaXKAO# yacTu Tpuo,
9TO He MCKAIOYAeT MX 3ByKOBOM, GpaKTypPHOM, AAAO-
BOI1, aHCaM6AeBOM AeTaau3anuy (MOAOGHAS CTPYK-
TYypa LJUKAQ XapaKTepPHa U AASL APYTHX COYMHEHMM
xommosuTopa [1]). PasaeAb! 1jukaa 06beAUHEHDI
MOHOTEMATU4YeCKOM HAeel, 3aA0KEeHHOW B HAYaAb-
Hol TeMe Modere, BCAGACTBHE 9€TO B HEM BO3HUKAIOT
IPU3HAKH GOPMBI BTOPOTO IAAHA: BAPUALJMOHHOM.
He menee BaXHBIM GaKTOPOM €AMHCTBA IJUKAQ CAY-
XKUT OTIOpa Ha 6ACKCKHUFt OABKAOP U MHOTOOOPa3HO
IPEACTaBACHHYIO TaHI[eBaABHOCTD. B cooTBeTCTBUM

C KAQCCHUKO-POMAHTHUYECKOM TPaAULIMEN BCE IIOA-
BYDKHBIE YaCTHU TATOTEIOT K d-moll u A-dur ¢ ToHaAb-
HBIM CABUTOM B MEAAEHHOI K fis-moll.

KaK UB APYI' X I/IHCTPYMeHTaAI)HI)IX COYHHEHUAIX
M. PaBeas;, B QopTennaHHOM TPHUO HUCKAIOYHTEAD-
HOM BBIPa3UTEABHOM POABIO HAACASIETCSI PUTMOIIAQ-
CTHYeCKasi OpPTaHHU3AIUS My3bIKAABHOTO TEMaTHU3Ma.
B BpIcTaBAGHHBIX pa3Mepax KpPalHUX YacTel 3aA0Ke-
Ha MeTpUYecKas IIepeMeHHOCTD, CO3AAIOIAs CIIel}-
HUPUIECKYIO aKIIEHTHOCTb, 10 IPUHIUITY TOAOO
OTPAXKAIOIIYIO PA3AUYHYI0 PUTMHYECKYIO TPYIIIH-
poBky. B Modere Taxt, paBubiit 8/8, passeseH Ha Tpu
TPYIIIBI C CHHKOIIAMU B IIEPBOI U TpeTbeil: 3+2+3,
OAHAKO a0COAIOTHASI CHMMETpPHS He BOSHHKAET U3-
3a Pa3sHOTO BOIIAOIUIEHMS MACH CHHKOIIMPOBAHMA.
B ¢punase ncnoassyrorcs pasmepst 5/4, 7/4 B xoto-
PBIX IIOCTOSIHHO IPOMCXOAMT aKI[eHTHas IleperpyIl-
mposka. O603HaYeHHbIe METPHYECKHUe YKA3aHS
PaCIPOCTPAHSIOTCS HA PUTM MY3bIKAABHOM GOPMBIL.
Ecau B Modere MpllAeHre BOCBMUTAKTaMH eII[e MO-
XKeT 00bsCHATHCS TsIroTeHreM M. PaBeast k crporum
CTPYKTYypaMm, TO B Anime $HHAAA COOTBETCTBHE Pa3-
Mepa CHHTAKTUYeCKUX eAMHHI] AeMOHCTPHPYETCS
OIepUpOBaHUEM ILITUTAKTaMu. Pasmep 7/4 BoicTas-
ASIETCS C IIEABIO IIPOAAUTD MEAOAHYECKOe pas3Bep-
THIBAHVE B Pa3BUBAIONINX CBSA3KAX U KyABMUHAITUSX.
IlepemeHHast aKIIeHTHOCTb B YCAOBUAX E€AMHOIO
pasmepa (3/4) mpucyma MOTOpHOit BTOPOit 4acTy,
rA€ OHAa IPHOOpeTaeT UrPOBYIO CEMAHTHKY, KOppe-
CIIOHAMPYIOIYIO CO CKePIIO3HBIM ITPOUCXOXKACHHEM
aToro paspeaa rukaa. Kpome Toro, M. Paseas npu-
OeraeT K IIpreMy IIOAUMETPHUH, KOTAQ B ABYX Pa3HBIX
mAacTax GakTypbl BBICTABASIIOTCS OAHOBPEMEHHO
3/4 1 4/2. Hanboaee crabuapHa B METPOpPUTMUAYE-
CKOM OTHOIIEHHH TPeTbsl YaCTh, KAaHP KOTOPOH —
MEAAEHHBIN TaHEeI[-IIeCTBHEe, OUEBUAHO, HCKAIOYaAA
BpPEMEHHYIO IIOABIDKHOCTD.

IlepBas wacts Tpuo (Modere, 8/8), Bompeku
TPAAMILIUH, AAAeKA U OT COHATHOHM POPMBI, U OT CO-
HATHOCTH KaK THIA MbImAeHus. OHa yKAAAbIBaeTCs
B TaK Ha3bIBaeMOe HeYeTHOe ABYXTeMHOE «MaAOe>
poHao 1o cxeme A-B-A-B-A(kopa).
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Tembl pUHAAAEXKAT €ATHOMY OOpa3HO-CMBIC-
AOBOMY PsIAY, HO KOHTPACTHPYIOT IO THITY ABIKe-
Hust. OcoO6blit 3BykoBoit apomar Modere Bo3HUKaeT
6Aaropapsi 0OpaleHHIo K CPeACTBAM MOAAABHOCTH.
OcHoBHast ero Tema (A) mepeArBaeTcs KpackaMu 30-
AMICKOTO, AOPHICKOro, ppUTrHiiCKOr0, HOHUICKOTO
AAAOB, a 00Iast CTpaTerusi TOHAABHOTO Pa3BUTHUS
yKaspIBaeT Ha HATYPaAbHbIA d-moll: cobCTBeHHO,
HAYMHAETCS IepBas YacTb TpHO ero TOHHMYECKUM
aKKOpAOM. B kyAbMuHaIIUM XKe TeMaTH3M CKAOHSI-
eTcs K ITeHTAaTOHHUKe. Aap0BOe copep>KaHHe BTOPO
Tembl (B) cocTaBAsieT MOYTH MAEAABHO BbIAEPIKAH-
Hasl «0eAOKAABHUIIIHASI» AMATOHUKA, AHIIb U3PEAKA
MOAKPAITMBaeMasi MA>KOPHBIM «Cis>.

OrkppiBaeT nepByio 4acth Tpuo ¢opremnmaso.
OHO TeMaTHYeCKH CaMOCTOSITEABHO M YACP)KUBAeT
POADb HOCUTEAS My3bIKAABHOM MbICAH HA IIPOTSDKEHUH
BCEro IepBOTO IEPHOAA U IIEPBOTO NPEAAOYKEHHS
BTOpOro. EMy 5ke IpUHAAAKUT «KYABMUHAIIMOHHOE
IPOBO3TAANIIEHHE> 1 TOCACAYIOIIHUI «OTKaT>. Besae
BBIACP)KUBAETCS AKKOPAOBasi GpaKkTypa, KOTopasi, Kak
1 00bI9HO y M. PaBeAst, CAYXUT yTOAILLIEHIEM MEAOAH-
4eCKOM AMHUH U CPEACTBOM CO3AQHHS AKyCTHIECKOTO
addexTa C TOMOIIBIO YePEAOBAHHA MUHOPHbBIX U Ma-
JKOPHBIX TPEe3BY4HI1 U BHEAPEHHEM POHUKH OOABIIIX
cexyHA. CTpyHHbIe BCTYIIAIOT BO BTOPOM IIPEAAOKeE-
HHU [IepBOTO IIEPHOAA U UTPAIOT C UHTEPBAAOM B ABe
OKTAaBBI, YTO CO3AAET BBIPA3UTEAbHBIM aKyCTHIeCKHIT
addexT «ImycToro> npocrpaHcraa. B meaopnueckom
OTHOIIEHHU BEAOMAsI UM AUHUSI AyOAUPYeT OAUH U3
CPeAHHX TOAOCOB QOPTEIHAHHbBIX aKKOPAOB. Koraa
TeMaTHJYeCKas HHUIMATHUBA IIEPEXOAUT K CTPYHHbIM,
MEeYXAY HUMH Pa3BOPaYMBaLTCs AHAAOT, B KOTOPOM HC-
XOAHAsI My3bIKAAbHASI MBICAb ITOAYJaeT BAPUAHTHOE U3-
Aoxerre. CMeHa Beay1ilero TeMbpa 3HaMeHyeT co00it
Y AKTHUBU3ALIUIO SKCIIPECCHH: ITOKA3aTEAbHO, 4TO Iep-
BOI1 [TIOAQET TOAOC BUOAOHYEAb. OKUBAEHUE, HAOAIO-
AaeMoe C HAa9aAOM BTOPOTO [TEPUOAQ, OOecIIiednBaeTcst
TaKKe YCKOPEeHHeM TeMIIa. 3AeChb BHOBb AUAHIPYET PO-
SIAB, @ CTPYHHbIE CO3AAI0T BUOpupyromuit oH. CAOXK-
HO OPTaHM30BAHHAS TKAHb CBSA3KU CMEHSeTCS TUXUMHU
AKKOPAAMH U OKTaBHBIMH CKAYKaMH GOPTEIHAHO, a Ad-

Aee MePHBIM XOAOM 4YeTBepTelt u peMapkoit Rallentier
3HAMEHYeTCsl OKOHYaHHe IIEPBOTO Pa3AeAd YaCTH.

IToxo#1 u cTaTrka paspesa B poocrurarorcs, momu-
MO 60Aee CAEPXKAHHOTO TEMITA, BHIACACHHOCTDIO Me-
AOAMYECKOTO HavyaAa (cxpnm(a, 3aTeM BUOAOHYEAD ),
Co3epljaTeAbHBIM 3By4YaHHEM BBICOKOTO perucrpa
¢oprenuano. Bropoe nposepeHMe TeMbl 03BY4€HO
posiAeM, Yy KOTOPOTO OHa ITOAyYaeT OoAree «TeM-
HYIO>» M TYCTYIO OKPACKY 3a CYeT IIOMelleHHs B Ma-
AYIO OKTaBy. My3bIKa CTAHOBHUTCSI HECKOABKO TaHH-
CTBEHHO, TOTOBSI HUCXOXXAeHHe HOBOT'O BapHaHTa
TEMBI OT «<d*»A0 «a'>, HHTOHUPYEMOTO CKPHIIKOM
Ha ¢OHe IMAPTUH POsIAs, OXBATHIBAOIIEH IIHPOKOe
IIPOCTPAHCTBO KAABUATYPBL

Yxe caMoe Ha4aAO pazpera A, BosBpamaromee
IIepBOHAYAABHYIO TeMY M HCXOAHBIN TEMII, OTMEYeHO
CyIIjeCTBEHHbIM IIepepacipeAeAeHIeM aHCAMOAEBBIX
¢ynxumit. [TapTua poprenuano pazpessieTcs Ha ABa
«sIpyca», OTOABHHYTBIX APYT OT APyTa Ha pa3Hble
KOHITbI KAQBHATYPhL. /AeBasi pyKa MMPOAOAYKAET OCTH-
HAaTHOe HAIOMHHAHHE B TAyOOKuX 6acax IepBOro
TAaKTa OCHOBHOM TeMbI, B TO BpeMs KaK IIpaBasi UrpaeT
OKypHbIe PUI'YpaIlU B BepxHeM peructpe. B nepe-
PBIBaX IIPOBEAEHHS OCTUHATHOMN PUIYPbI POSIAb HIC-
IIOAHSIET «ap(OBble» Iepebopsl, «Ipoberas> Io
BCEMY AMAIIa30HY, a CKPUIIKA B IIPO3PavYHbIX BEPXaXx,
U 9y Tb MO3KEe BUOAOHYEAD HHTOHUPYIOT UCXOAHYIO
¢pasy TeMbI A € IIOCAEAYIOLIUM CBOOOAHBIM MEAOAU-
YeCKHM pa3BepThiBaHHeM. Bo3HuKaeT OpHUrnHaAbHO
PELIEHHbIM AMAAOT, COYETAIOUIUI IIPUEMbI PEIIAMK
Y COBMECTHOT'0 HCIIOAHeHus. Bce omucanHoe mocTpo-
€HMe, C €r0 MEAOAMYIECKHUM U PUTMUYECKUM Ostinato,
HEU3MEHHBIMU «dis>» B 6acy, BBIAGP)KQaHHOCTBIO pp
BOCIIPUHHMAETCs] BAPHAHTOM IIepBOHAYAABHOT'O H3-
AOXKEHHS TeMaTusMa B paspese A. B MysbikaabHOM
TIIAAQCTHIKE MOSIBASIETCS TPeTleTHAsl B3BOAHOBAHHOCTD,
AMIpHYeCKast IKCIpeccusi MpUobpeTaeT GOABILIYIO Ha-
IIOAHSI€MOCTb, COXPAHSIA IIPH 9TOM BIIOAHE < UMITpec-
CHOHUCTUYECKON >, 3aTA€HHOM, «II0A CYPAHMHKY>
Y TA€-TO Ha YPOBHE HEYAOBHMBIX OILIYIIIEHHI.

Odopmaenne Broporo mepuopa paspesa A' Ha-
IIOMUHAeT «THXYI0>» KyAbMUHaIMIO paspeaa B. He-
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KOTOpOe TOPMO>KEeHHe IIOABOAUT K pasaeAy B, rae
TeMa Ha 9TOT pa3 MOPy4YeHa BUOAOHYEAH, UT'PAIOIIeH
Ha $pOHe YepeAyIOINXCsI OOABIINX U MAABIX, MAXKOP-
HbBIX 1 MUHOPHBIX CelITakkoppoB. OHa 6oaee He 110-
BTOPSIeTCS], U3AAraeTcs B BUAe PparMeHTa, CKopee
HAIIOMHHASICh, [IOCA€ YeTO HAUTPBIBACTCS B CPEAHHX
TOAOCAaX aKKOPAOB POsIASl, @ B BEPXHUX UMIIPOBU3HU-
PYIOTCSI IPOU3BOAHBIE MeAOAnYecKHue naen. Haxo-
Hel] OT TeMbI OCTAeTCs TOAbKO PUTMHYeCKas QUrypa,
OTCTyKHMBaeMasi AeBOH PYKOI MHAHNCTA B KOHTPOK-
TaBe, YePeAysICh C ABy3ByYHbIMH MOTHBAMU B IIPABOI.
Oo6mee perdendosi, C-dur y posiasi 1 BUOAOHYEAD
pizzicato 3aBepIIAOT 3TY U3bICKAHHYIO KapTHUHY.
Bropas wactb nukaa (Asser vif, a-moll) Hocur ue-
npusbraHoe ums - [Tantym. Kak sBcTByeT M3 mome-
I[eHHBIX B HOTaX KOMMEHTapUsl, CAOBOM < pantourm>
0003HAYAIOT PACIPOCTPAHEHHYIO BO PPaHITy3CKOM
pomanTHdeckor noasuu XIX Beka popmy nocrpo-
€HHS CTHXA, 3aMMCTBOBAHHYIO M3 MAaAalICKOM Bep-
cudukarnuu. B. CMUPHOB NPUBOAUT ee KOMIIO3H-
MOHHYI0 cxeMy: 12342542546, To ecTb BTOpOI
U YeTBEPTBI CTHXH KAXXAOHM CTPOPDBI CTAHOBSITCSA
IIEPBBIM U TPETHUM CTHUXAMM KaXKAOM CAEAYIOIEH
[S, C. 308]. Tpyaro ckasarp, uto mobyanao M. Pa-
BeAsl NPUCBOUTDH CKeprio3Hoi yactu Poprenuan-
HOTO TPHO TaKOe Ha3BaHHUE, [IOCKOAbKY aATOPUTM
JepeAOBaHMS MHOXECTBA Pa3AEAOB, COCTABASIIOIIUX
ee CTpOeHHe, He YKAAABIBACTCS B IIPUBEACHHYIO I10-
9TUYECKYIO CXeMy, CKOpee MPHUOAIKASICh K POHAO
c AByMs pedppeHamu. BoaMo)kHO, OTBeT 3aKAl04a-
eTcsi B oOpalleHNy K UTPOBOMY KOMOMHHIPOBAHHUIO
(cm. Taxoke [3]). TToaruyeckyto crpody HamoMuHa-
€T Pa3AEACHME STIM30A0B ABOMHOM TAKTOBOM Y€PTOM
U CMEHOM KAIOYeBBIX 3HaKOB. 1Has rpaHb UTPOBOTO
HayaAa [IPOSIBASIETCSI B 6@ CKOHEYHOM BapbUPOBAHUU
HCXOAHBIX MY3BIKAABHBIX HAEH, a TaK)Ke BO BTOPIKe-
HIIX HA <YY>KYI0> TEPPUTOPHIO MaTepPHaAa IIEPBO-
ro peppena. Aaxke B LIEGHTPAAbHOM OIIHM30A€, TAE
B MUP 3BYKOBO 9KCIIeHTPHKH HEOXXHUAAHHO BTOpra-
eTCsl IIeCeHHasl MEAOAUS MIUPOKOTO AbIXAaHHS, CKep-
IJO3HBIN 9AEMEHT He OTCYTCTBYeT, a AaAee IIPOUC-
XOAHT HAAOXKEHHE TeM IJeHTPAAbHOTO 1 YeTBEPTOTO

3THM30A0B, IIOCACAHUI U3 KOTOPBIX, B CBOIO OYePEeAb,
IIPEACTAeT BAPUAHTOM II€PBOTO.

OueBHAHO, IMEHHO UTPOBasl YCTAaHOBKA 00ycAO-
BHAQ OTXOA OT «OOAMTaTHOM> TPAKTOBKU AaHCAMOASI
BO BTOpoi yacTu Tpuo u npuBeAeHHe ero y49acTHUKOB
K MAPUTETHOCTU. VIHCTPYyMEHTBI TO 0OMEHUBAIOTCSI
poAeBbIMU QYHKIUSAMU B PaKTyPHON MOACAH < TeMa —
COIPOBOXKAQIOIIYE TOAOCA>>, TO BCTYIAIOT B KOHTPA-
Iy HKTHUYECKHUe CBSI3U, TO 0OPa3yIoT pa3AMYHbIE CMbIC-
AOBbIe TOPU3OHTBL YKe nepBasi «crpoda>» I[lanTyma
(pedpen A, a-moll) mopaskaer MHOroo6pasue UCIIOA-
HHUTEAbCKHX IIPHeMOB. B HauaAbHOM IpepAosKeHHH Be-
AeT GpopTemnraHo, TeMa KOTOPOTO U3AOXKEHA B < CTPYH-
HOM> BHA€, HalloMuHasi boapmoit aTioa no I Taranuan
(a-moll) ®. Aucta u «Mcaames> M. Barakupesa.
IIrpux staccato MOAKpeNAsieTcs TO4eYHBIMH aKKOP-
AaMU pizzicato CTPYHHbIX; pa3bpocaHHbIe [0 Pa3HbIM
AOASIM OHH BCTYIIAIOT B CBO€OOPA3HBII pPUTMUYECKUIT
KOHTPAIYHKT C POSIA€M, UTPAIOIIUM PAaBHBIMH BOCh-
MbIMH. B TO >ke BpeMsI BbICTaBAGHHbIE aKI]€HTBI CTAQ-
>KUBAIOT BO3HHUKAIOIIUI ITAPAAACAU3M, ACMOHCTPH-
Pysl COAMAAPHOCTDb ITAPTHEPCKOTO BBICKA3bIBAHUSL.
Bo Bropoit «cTpode» (pedpen B, Fis-dur) ammaya
MHCTPYMEHTOB MeHsieTcs. «Temaas»> poMaHTHYe-
CKasl TOHAABHOCTD, TOMHbIE <B3AOXH> CTPYHHBIX,
HOKTIOPHOBOE COITPOBOXAEHHE POPTEIHAHO, IITPUX
legato B IepBOM IEpPHOAE; MEAOAITIECKOE PACCAOEHNE
MY3bIKAABHOM TKAaHHU C COXpaHEeHHeM apIIeA)KHPOBaH-
HOTO $OHA BO BTOPOM CO3AQIOT AMPHIECKHUit 00pas.
TlepBbli aMU30A COEAMHSIET CKEPIIO3HOCTH (PpopTemn-
aHO) 1 AUPUKY (CKpHIIKa), TPHYeM B KaueCTBe KaHTHU-
AEHHOTO HaYaAa BHICTYIIAIOT MEAOAUIECKEE 0OOPOTHI,
«pacreBaolue> CIPSATaHHYIO B TOKKAaTHYIO MOTO-
puKy TeMy peppera A. Kax moxasbiBaer o61mas cxema
MY3BIKAaABHON pOPMBI, OYEPEAHOCTb KOMITO3HIIMOH-
HbIX COOBITHIT HECKOABKO HATIOMHHAET ITO3TUYECKHUIT
IIAHTYM IIPHeMOM ITOBTOPHOCTHU BTOPbIX peppeHOB
MEKAY HOBBIMH «CTPOKaMH>» (3MH30AaMHM).

IlenTpaabupiit amm3op ITanTyma ckaapbiBaeTcst
U3 ABYX IPOCTPAHCTBEHHO-BPEMEHHBIX U CEMaHTH-
veckux maaHoB. Qoprernmano urpaer B pasmepe 4/2,
KPYTIHBIMH AAUTEABHOCTSMH IIPOCTYIO IIeCEHHYIO
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TeMY B aKKOPAOBOI QaKType, a CKpHUIIKA B pa3Mepe
3/4 o6sIrpsiBaeT 060POTHI IEPBOro pedpeHa, coxpa-
HSLS1 IPHCYIIYIO el CKePLIO3HOCTS, staccatto, M BpeMs OT
BpeMeHH MTOAKpaIMBasi ee paaxoseramu. Bo BTopom
IPeAAOSKEHHH B COI03€ C BUOAOHYEADBIO OHA UTPAeT KO-
POTKHe MOTHUBBI, IMeloIe GOHUYEeCKOe HATIOAHEHHe,
a BO BTOPOM YaCTH IIeHTPAABHOT'O IIU30AA CMBIYKOBbIE
MHTOHMPYIOT dAeMeHTbI TeMbl A. IIprieM HaroxeHMA
PA3AMYHBIX My3bIKAABHBIX IPOCTPAHCTB UCIIOAB3YETCS
U AdAee B IIOCAeAHeM amm3oae. Takum 06pasom, aHcam-
GAeBbIe CPEACTBA ITO3BOASIIOT PEAAU30BATh YCTAHOBKY
Ha KOMOMHATOPHOCTB B BHAE CBOETO POAQ <« ABOIHOTO
KOHTPAITyHKTa>, 3aBA€HHOTO y>kKe BO BTOPOH 4acTH
aTOrO pedpeHa MpH ero IepBOM IOSBACHHUH.

Taxum 06pa3oM, CKBO3b TeMaTHYeCKHe KyHCT-
IITIOKH, ¥ BCEITOTAQIIAOIYI0 CKePIIO3HOCTD MOCAe-
AOBaTeAbHO IIPOPACTAET IIOAAMHHOE JyBCTBO, 4TO I10-
3BOASIET TOBOPHTD O IPOTPeCCUPYIOIeH AUPHU3AIIHH,
BBIAMBAIOIEHCS B SIPKYIO KyABMHHAIIUIO, COBITAAQAIO-
Y0 C AOCTIDKEHHEM MEAOAUH CTPYHHBIX BBICIIEH
TOYKU B MAKCHMAABHO BBICOKOH TECCHTYPe, IIOAAEP-
’KQaHHOJ aKKOPAAMHU U HUBKUMU Oacamu posias. B co-
BOKYITHOCTH BO3HHUKAIOIIHE IISITh AMHUHI (QaAKTyphI
OXBaTBIBAIOT €ABA AMl He BeCh BOZMOXKHBIHN AUAINa30H
3By4JaHMsI aHCaMOASL. B mocaepyromux «crpodax> BbI-
AeAMM paHee He BCTPeYAIOIUICS B aHAAUZUPYeMOM
ormyce npueM poprermanHoro glissando 1 ucoas3o-
BaHHe MHOTO3BYYHbIX BEPTHUKAACH POSIAS], BHOCSIIIIX
B ITAPTUTYPY HOBbIE KPACKH M IIPUAAIOITHX MY3bIKAAD-
HOMY 00pa3y TaMHCTBEHHbII KOAOPHT.

ITocae yBepeHHO B3ATOrO BCeM TPHO MAKOPHO-
O TPe3ByuHs], C DAECKOM 3aBEepIIAOIIErO YIOUTEAD-
Hyto urpy «Ilanryma, Tema [Taccaxaauu (Fres large,
fismoll) xaxeTcs 0cO6EHHO CyMpaYHOW, CAOBHO ITOCAE
SIPKOTO AHEBHOT'O CBETa MbI OKa3bIBaeMCs ITOA CYPO-
BBIMU MOHACTBIPCKUMHE cBopamu. CobopHbIe accou-
aI[FY BO3HUKAIOT C IIEPBBIX 3BYKOB TPeThell YaCTH ITHK-
A2, KOTOpbIe U3BAeKaeT GOPTEIHAHO B IYAKHX Oacax
OOABIIOF ¥ KOHTPOKTABBI, HATOMUHAOIINX O GOHHU-
Ke HIDKHETO perucTpa opraHa. AaHHOe BIleYaTACHHe
IIOAKPEIIASIETCS ACKeTUYHON MOHOAMEM B 9OAUNCKOM
fis, BBI3BIBASI CXOACTBO C 0€CKPACOYHBIM [PUIOPHAH-

CKMM XOPAaAOM; OYeHb MEAAEHHBIM TEeMIIOM, COOT-
BeTCTBYIOIIMM ABIDKEHHMIO PUTYaAbHOIO HIECTBHS;
TIPUTAYIIeHHOM AMHaMUKO# (pp ). OueBHAHO, 4TO 13-
OHpast AASI MEAUTATHBHOTO paspeaa PoprenuanHoro
TPHO XKaHP MACCAKAAMH, KOMIIO3UTOP BCEMH AOCTYII-
HBIMU CPEACTBAMH CTPEMUTCSI 0ObeKTHBUPOBATD 00-
pa3 ckopOH, MPHAATD eMy BHEAMYHOCTHBIE YePThL
W Bce >xe M. PaBeAb He 0CTaeTcs BCel]eAO B 'PaHUIIAX
3aAaHHOTO 0bpa3za. Berymaromast ¢ TeMOii BHOAOHYEAD
B KOHTPAITYHKTE C OAHOT'OAOCHOM AMHHMEMN POSIAS e1rle
IPOAOAKAET B3SThIN TOH BbICKa3bIBaHus. I lepexsarsl-
Balolllell MHUITMATUBY CKPHIIKE y>Ke peKOMEHAYeTCs
UI'PaTh expressif B TO BpeMs Kak GOPTEINAHO IIPOAOA-
>KaeT PpaBHOMEPHO OTMEPHBATh AOAM TaKTa.
ITpoBepeHHEM BapHaHTA TeMbI POSIAEM B II€PBBIX
TaKTaX cpepAMHHOM yacTu I laccakaauu HaunHaeTcs ee
IIOCTeTIeHHOE «OYeAOBednBaHue>. OHa Io- peskHe-
My pasMellieHa B 6aCOBOM KAIOYe, UTPAETCs 3aTaeH-
HO, Ha A€BO ITeAAAH, PP, OAHAKO, B 6aCOBOI AUHUH
OYepUHBAIOTCS 3BYKH TPe3By4us e-moll, a cam Meao-
AMYECKHI TOAOC TIOCAGAOBATEABHO «YTOAILJAETCS>,
BCAEACTBHE 4ero pOHUKA IPHoOpeTaeT 06eMHOCTb.
B paspacrannu akycrudeckoro mpocTpaHCcTBa y4a-
CTBYIOT U CTPYHHbIE, I IMEHHO MM IIOPY4YaeTCsl UH-
TOHHPOBAHHE TeMbl B KYAbBMHHAIIMOHHOM 30He B CO-
YeTaHWU C KOHTPAITyHKTOM B ITPOTHBOABIDKEHHH,
TIPUHAAAEKALIIM POSIAIO U <« KOAOKOABHBIX > 0HaCOBBIX
okTaB. KyAbMUHaIIMOHHAS 30Ha CKAQABIBACTCS U3 ABYX
BOAH, BTOpasi U3 KOTOPbIX HaunHaeTCst subito p u no-
CPEACTBOM MEAOAMYECKOTO Pa3BepThIBAHUSA AOCTH-
raet ff. 3aecp GpopTenuaHHasi BEPTHKAAD elre OoAee
YIIAOTHSIETCS 3a CYeT BHEAPSEMBIX TOHOB, ITpPHYEM
MEXAY POSIA€M U CMBIYKOBBIMHU 00pa3yeTcst ABOMHOM
KOHTPAITyHKT: TOPXKeCTBEHHOE HUCXOXKACHHUE B Opa-
TOPCKHe BOCKAMIIAHUSA IIOTIEPEMEHHO HCIIOAb3YIOT-
Cs1 yJaCTHHKaMH aHCaMOAsL. B perpuse ouepepHOCTD
BCTYIIACHHSI HHCTPYMEHTOB C TEMOM AaHA B HHBEP-
CHMH — CIIepBa €€ BeAeT CKPHUIIKA, 3aTeM BUOAOHYEADb
¥, HakoHell, ¢oprenuaHo. Tuxoe «IOCAeCAOBHE>
BHOBbD ITOPYYaeTCsl KAQBUIIHOMY HHCTPYMEHTY IIpU
IIOAHOM MOAYAHUH €TI0 IIAPTHEPOB, IIOATBEPKAAS €TI0
AOMUHHPYIOIIYIO POAb B coBMecTHOH urpe. Ilocaea-

28



FEATURES OF ENSEMBLE DIALOGUE IN THE PIANO TRIO OF M. RAVEL

Hsis PEIAMKA TakoKe IIPUHAAASKUT POSIAIO, BO3BpalIa-
IOIL[eMYCsl B 0aChl, 3aKPYTAsIs KapTHHY. B leaoM Takas
ApaMaTyprusi Co3paeT MOYTH BH3YaAbHbIM 3ddeKxT
MPHOAIDKEHNS U YAAACHIS IPOLIECCHIL

AnarornyHo TOMY Kak MoTopuKa [ lanTy™ma pesko
TOpMO3HAach cTaTuko I laccakaauy, TeMHbIe KpackH
TpeTbel YaCTH IJUKAA CMEHSIOTCS KUBOIMMCHOCTDIO
¢uHaAa. ToH eMy 3aAAI0T CTPYHHBIE, CO3AAIOIIHE aK-
BapeAbHBII, IePeANBAIOIIHUICS 06epTOHaMU $OH BO
BCTYTIMTEAbHBIX TaKTaX Anime (tremolo pABOTHBIMU
HOTaMH O4YeHb BHICOKOM BUOAOHYEAH M APIIEAKUO
$AAKOAETAMH CKPUTIKM). B raasHO# mapTuum co-
HaTHOM pOpMbI IapUT GOPTENUAHO, BeAylljee TEMy
U OCyllecTBAsIONIee ee pa3BuTHe. B Hel orcyTcTBy-
10T 0acoBble OIOPHI, TeMa MAPUT B CKPUIIUYHOM
KAIOYe, YTO, 0COOEHHO I10 CPaBHEHHUIO C KpaiiHe HU3-
KHMMHU 3ByKaMU MHCTpyMeHTa B KoHIle ITaccakaaun,
BOCIIPMHUMAETCS CTPEMHUTEAbHBIM IlepeHeceHHeM
U3 MPAYHbIX «TAYOHH> B HeOECHYIO BbICh, BHI3bIBAS
IIAeHAIPHbIe acconManuu. B passuBaromem pasaeae
TAQBHOM IMAPTHH, HAIIPOTUB, OHA AMIIb IIOCTEIIEHHO
3aBOEBbIBaeT 3ByKOBOE IPOCTPAHCTBO, TOAHMMASCh
U3 6ACOBOTO perucTpa B BBICOKHIL.

B 06mupHO#t CBA3YIOLIEl IAPTHU TAABHYIO TEMY
U ee BAPUAHT MCIOAHSIOT CTPYHHbBIE B COITIPOBOXKAE-
HUM CTPYSIMXCS QUIypaLUi posiAsL. YIAOTHHBIIASCS
65100 dakTypa paspexaercs, AudpdepeHIUPyYSICh HA
TPH IIAACTa: peAbed - CKPUIIKA, FAPMOHMYECKAs OII0-
pa (cBoero poaa basso continuo), aprieAXXUpOBaHHbII
¢oH. Baaropapst TakoMy pelireHHIO B TeMe OOHAKAETCSI
TaHI|eBAABHOCTD, PaHee CKpPbITasi 3ByKOBOM paccesH-
HOCTDBIO U OTCYTCTBUEM IIOAYEPKHYTBIX PUTMHYECKHX
aki1eHTOB. CBsI3Ka HETIOCPEACTBEHHO ITepeA 0O O0YHO
IapTHel HATOMUHAET Pa3BUBAIOIIYIO YaCTh TAAQBHOM
CTOM AMIIIb Pa3HMIIEH, YTO Terepb TeMaTudeckas QpyHK-
LS IIPUHAAAEKHT CTPYHHbIM, @ POSIAb Urpaet tremolo
ABOFHBIME HOTaMH 1 0acoBble cKauku. Takum obpa-
30M, TAABHAS U CBA3YIOUIAs MAPTUHU C TOYKH 3pEeHUs
TPAKTOBKH AaHCAMOASI IIPEACTABASIIOT COOOT «AyOAN >
CO CMEHOM POAEBBIX aMIIAya, IPUYEM 3TO He IIPOCTO
IlepecTaHOBKa T'OAOCOB, a aKTUBHOE BapUAHTHOE pas3-
BUTHE - TEMaTUYeCKOe, FTAPMOHMYECKOe, PaKkTypHOE.

Baecrsimee glissando posiast u BbIcokue Tpean
CMBIYKOBBIX, BO3HUKAIOIIE Ha IpebHe KpelleHAU-
PYIOIeH CBSI3KH, TIOABOAST K KYABMUHAIIUH, IIH-
KOM KOTOPO# CTaHOBUTCS IIPOBEAEHHEe MMOOOYHOI
tems! (Fis-dur). OHa 1jeAukom nopydeHa ¢poprenu-
aHO Ha $OHe HelpeKpalamuxcs tremolo cTpyH-
HBIX, BBICTYIAIOIUX 3A€Ch, KaK M IIPH U3AOKEHHU
TAAQBHOM, TeMOpPOBO-QOHUYECKOI KpPacKoi, pac-
IIBeYMBAIONIel 3ByYaHUe KAABUIITHOTO MHCTPYMeH-
Ta. TemMa moaaeTcss IOAHO3BYYHBIMH AKKOPAAMH
B 00eHx pyKax, HAET B OoAee CAEpP)KAHHOM TeMIIe,
9TO B COYETAHUM C AeKAAMAI[MOHHBIMU O0OpOTa-
MH, IpeobAaAaHIeM MOKOPHBIX TPe3BYUHIl CO3AQ-
eT aTMocdepy NPasAHUYHON TOP>KECTBEHHOCTH.
Apamaryprudeckas cBasp Ilaccakaamu u $unana,
IOAYepPKHYTas IIpUeMoM dttacca, HATOMUHACTCS BO
BCTyTIAeHUH paspaboTkir. Ho kpaiiHe HU3KuIT perucTp
(KOHTpOKTaBa), OAHOTOAOCHO€E H3AOXKEHHe, TPUO06-
peTaroljee HeCKOAbKO 3A0BEIIUI OTTEHOK, OTCHIAAIOT
K TeMe ITaccakaauu. HamoMuum, uto 06e HazBaHHbIE
TEeMBbI, TaK ke, Kak MOTUBHOe 3epHo I lanTy™ma mpous-
BOAHBI, OT MICXOAHO# My3BIKaABHON MbIcAU Modere.

M. PaBeAb BBICTparBaeT GOABLIYIO BOAHY Hapac-
TaHUSL OT pp AO fff ¢ HEOOABIIMMY OTCTYIIACHUSIMU
BHYTPH 9TON HEYKAOHHO KPEIeHAUPYIOLIEN CXEMBbI,
IpuYeM B KYAbMHHAIIHOHHOM 30He IIPOUCXOAUT Cpa-
1ieHre 06erx TeM PHUHAAQ, YTO SIBHO CBUACTEABCTBYET
06 oOpajeHIN KOMIIO3UTOPa K COHATHOMY IIPHHIUITY
pasBurTHsL. B aHCaMbAeBOM OTHOIIIEHIN BO3HUKAET PSIA
MUKPOCTaAMM, KOKAASL M3 KOTOPBIX OTMEYEHa CMEHOHN
uHCTpyMeHTOBKU. Ha nepBoii crapuy 3BydaHue cocpe-
AOTOYEHO B HU3KOM PETUCTPe, KaK ObI B IPOAOAKEHNE
uAeH BeTynaeHns. TemMaTusM GopTenuaHo aHAAOTHYEH
BTOPOM YaCTH TAABHOM IMAPTHUH, BAOAOHYEAD UTPAeT
IIHPOKHE apIIeAKHO, a CKpUIIKA — TpeAb. Ha Bropoit
CTaAMH OCHOBHASI TeMa B BapUAHTE UTPAETCSI BUOAOH-
YeAbIO, 3aTeM CKPHITIKON Ha pOHEe PUIypaIuil POSIALL
Ha tpeTtpeti crapun ¢opTenuanHas GpakTypa paccAau-
BaeTcs: ITpaBasi pyKa HCIIOAHSET HOBYIO TeMY C YepTaMU
MapIIeBOCTH, CATHAABHOCTH, a A€Basi — MEAOAUYECKYTO
AMHUIO U3 IIEPBOM CTAAMU U «KOAOKOABHBIE> 0ACHL.
KaHOHOM ¢ KOHTPAITYHKTOM POSIAS BBICTYIIAET CKPHII-
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Ka, 2 BHOAOHYEAD elIje O0Aee YIIAOTHSIET My3bIKAABHYIO
MaTepUIO U OKUBASIET ABIDKEHHE IIOCPeACTBOM IIHPO-
Kux apriepxuo. IIpu TakoM pacroaoxeHnH GpakTyp-
HbIX TIAQCTOB BO3HHKAET OPKeCTPAABHOCTD 3ByYaHUS,
4TO MOAKpeNAsieTcss 0pOpPMACHHEM BepIIHHBI AUHA-
MHMYeCKOM BOAHBL B cymHocTy, cama popTenuanHas
$akTypa MMeeT 3AeCh OpPKeCTPAAbHBII XapaKTep — KaK
10 MHOXXECTBY TOAOCOB, TaK U II0 00beMy 3ByJaHHSL
CrpyHHBIe ke AOOABASIIOT B PEIIeTHUIIOHHOM OKTaB-
HO-KBUHTOBOM 0stinato COOCTBEHHO OPKECTPOBYIO
TeMOPaABHOCTb, IIPHUCYIIYIO IPYIITe CMBIYKOBbIX.
AaApHerine COOBITUS PEIPU3bI B LIEAOM CO-
OTBETCTBYIOT MY3bIKAABHOMY CIOXKETY 9KCITO3UIIHU
C THUIUYHBIM AASI COHATHBIX PeIpU3 HOBBIM TOHAAD-
HBIM pesyAbTaToM nobounoit maptuu (D-dur), uay-
I[UI C TEM K€ 3aMEAAEHHMEM U B TOM K& OOAUKE, YTO
U B aKcrosunuu. OAHAKO B OTAMYHE OT IIePBOTO
paspeAa COHATHOM (pOPMBI, TA€ KYABMUHALIUSA IIAQ
Ha CITaA B OXKHAQHHUU Pa3pabOTKH, B 3aKAIOUUTEAD-
HOW ApaMaTypruieckoi ¢paze OHa OXBAThIBAET U CAe-
AYIOIIIUIH 9TaIl My3bIKAABHOTO IIPOIIeCCa — KOAY, TA€
BO3BpallaeTCs IepBOHAYAABHBIN TEMII, BOCIIPOU3BO-
AWTCS BBIITYIIIEHHBIH B peIIpH3e MaTepPHaA BTOPOMH
JaCTH TAABHOM ITAPTUH U C HOBBIM 3aMeAACHUEM —
TeMa MOOOYHOM, UCIIOAHSIEMAsT AKKOPAAMU POSIASL
Ha QpoHe Tpeaeit u tremolo crpynubix. Kak BuAmM,
reHepaAbHas KyAbMHHAIMA GpUHAAQ, AQ U, TIOXKAAYH,

BCETO IJUKAA IPUYpPOYEHa K KOHIy POU3BEACHHS,
ybexxAasi B mpeoAOAeHHH CKOpOHBIX cocTosiHuit [Tac-
CaKAAUH BO BCEOOBEMAIOIIYIO PaAOCTb.

Hrak, nepes HaMu — IOAAMHHO QOpTENHMAHHOE
TPHO, B KOTOPOM CTPYHHbIE, IIOAYAC HeCyIjue TeMa-
THYECKYIO $YHKIIHUIO, B OOABIIMHCTBE CAyYaeB AOTIOA-
HSIOT ¥ PAaCIiBEYUBAIOT «CAOBO>» posiast. Kaasurm-
HbII HHCTPYMEHT Ha4MHAeT BCe YeThIpe YaCTH ITUKAQ,
IIPUYEM ABAJKABI — B IIEPBOM U TPeTbel YacCTX, IPU
MOAYaHUH ero mapTHepoB. OH xe obecrieunBaeT Apa-
Maryprudeckuii 9 $exr quasinmrarsl I laccakaanm Bo
BcTymaeHnu paspaborku QPurnasa. Ipucymas emy mo-
AUXPOMHOCTD II03BOASIET CO3AATD HAAIO3UIO OPTaHHO-
CTH, KOAOKOABHOCTH, TUMHUYHOCTH. CKa3aHHOe He
O3HAYaeT, KaK MOXXHO OBIAO yOEeAUTHCSI B IpoLjecce
AHAAM3a, ITACCUBHOCTH AUOO MCKAIOUUTEABHO aKKOM-
HAaHMPYIOIIeN pOAU CMbIMKOBbIX. Ho nx cooTHOmeHMe
C MapTHel KAABUIIHOTO MHCTPYMEHTA, 3aCTaBAsIeT
BCIIOMHHUTD O B3aMMOAEHCTBUU COAMCTA Y aHCAMOASI-
OpKecTpa Ha 3ape CTaHOBA€HMS HOBOEBPOIIEHCKUX
MY3bIKaAbHbIX )KAaHPOB, B TOM YHCA€, KAMEPHO, KOH-
IIepTHOH U opKecTpoBoil. CoxpaHeHHe TaKoro poaad
reHeTUYeCKMX CBA3ell B popTenuanHoM Tpuo M. Pa-
BeAsl POAHAT AaHHOe courHeHue ¢ Ilepspim popre-
naHHbIM kBapTeToM [T Pope uTo, BO3MOXKHO, CHI'Ha-
AUBHPYeET O IPeeMCTBEHHbIX Y3aX, 00'beANHSIOIIIX
YUYMTeAS] U YI€HHKA B €AUHYIO TBOPYECKYIO LIKOAY.
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Abstract. The appeal of Ukrainian composers to the heritage of G. Skovoroda (1722-1794)
testifies to the renaissance of spirituality in choral art of the last third of the 20" — beginning of the
21*. centuries. The poetic revelations of the Ukrainian poet-philosopher of the 17* century found
a concentrated, polyphonic reflection in the Ukrainian choral art of the last third of the XX — be-
ginning of the XXI centuries. Disclosure of the cross-cutting theme of overcoming the apocalypse
unites monumental works, such as: a concert for the choir “Garden of Divine Songs” by Ivan Karabits
(1971), Choral Symphony “Know Yourself” by Alexander Shchetinsky (2001), which are based on
a creative rethinking of G. Skovoda’s philosophical and artistic heritage. Following the ideas and
ideals of the famous Ukrainian enlightener, I. Karabits and A. Shchetinsky seem to “cultivate” in
their monumental choral compositions that garden of self-knowledge, which device G. Skovoroda
bequeathed to his descendants.
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XOPOBOU CKOBOPOAMHOBCKUN ONNTUX:
MY3bIKAJIbHO-NMO3TUYECKAA CUMBOJIUKA
BOXXECTBEHHOIO CAA U NOTOMNA 3MEUHOIO

Annotammsi: ObpaieHne yKpaHCKUX KOMIIO3UTOPOB K HacAeauio I'puropus CKoBOpOABI
(1922-1794) cBEAETEABCTBYET O peHECAHCE AyXOBHOCTH B XOPOBOM HCKYCCTBE [IOCAEAHEN TPeTH
XX —Hayaaa XXI croaeruit. [TosTudeckue oTKpoBeHUs YKpPauHCKOTO 1moaTa-¢usocopa XVII Bexa
00peAu KOHIIEHTPUPOBAHHOE, IIOAUPOHUIECKOe OTOOpasKeHNe B YKPAHHCKOM XOPOBOM HCKYCCTBE
nocaeaHei Tpetu XX — Hadaaa XXI croaeruit. PackppiTie cCKBO3HOM TeMbl IIPEOAOAEHHMS allOKa-
AUIICHCA 00beAUHSIET MOHYMEHTAAbHbIE [IPOM3BeACHIS — KOHIIEPT AAst Xopa «Cap BoxecTBeHHBIX
necueit» Vaxa Kapa6uua (1971) n Xoposyio cumdonuro Asexcauppa [llernrackoro «Ysnaii ce6e»
(2001), HanucaHHbIe HA OCHOBE TBOPYECKOTO MEPEOCMBICACHHS PUAOCOPCKO-XYAOKECTBEHHOTO
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Hacaepwst [ CxoBopoabl. CAeayst 32 HA€SIMU U MA€aAAMU YKpanHCKoro npocserureasi, 1. Kapabur

u A. IlleTuHCKUI CAOBHO OBI « B3PAIHMBAIOT> B MOHYMEHTAABHBIX XOPOBBIX KOMITIO3HUIIMAX TOT «<CaA

CaMOIIO3HAHMUSI >, YTO ObIA co3paH [. CKOBOPOAOIL U 3aBellfaH ero MOTOMKAM.

KaroueBbie cAOBa: CKOBOPOAI/IHOBCKI/Iﬁ AHIITHX, XOPOBO€ TBOPIE€CTBO, YKPANHCKHNE KOMIIO3HTO-

pbl, cumBoAuKa, I CxoBopoaa.

PasBuTre TBOPYECKUX TPAAUIMI YKPAHHCKOTO
1moaTa-puaocoda, B XOPOBOM TBOPYECTBE KOMIIO-
3auTopoB nocaepHel Tpetu XX — Hayara XXI BekoB
IIPOSIBASIETCSI B BOCCO3AQHMU AMPHUIECKOTO Iepos
CKOBOPOAMHOBCKOTO THIIA — TBOPYECKOHM HATypBhI
YHHBEPCAABHOTO MacmTaba, 06beANHSIOIE B CBO-
eM AMYHOCTHOM IIOA€ MITOCTACH IMPOPOKa, IMpOCBe-
TUTeAs], Pur0CcoPa, M03TA, My3bIKAHTA. YCKOAb3HYB
U3 «ceTeil» OKPYXAIOIIero MUpa, CTPeMsCh OCBO-
OOAUTBCSL OT <IIPOKPYCTOBA AOXKa>» AOTM, TepOit
CKOBOPOAMHOBCKOT'O THIIA, 06pa3 KOTOPOTO BOIAO-
IeH B YKPAHHCKOM XOPOBO My3biKe pybesxxa XX —
XXI cToAeTHil, CTpeMHTCS K AOCTIDKEHHUIO BCede-
AOBEYECKOTO 3HAHMHS, IIPHOOIIEHUIO K AyXOBHOMY
YHUBEPCYMY C IJeAbIO CO3AAHHS < CPOAHOIO TPYAQ>,
3arevaTAeBINero IyTH moucka bora B cebe.

Xoposoit kounept WM. Kapabua «Cap 6oxe-
CTBEHHBIX ITeCeH>» AASl COAMICTOB, XOpa X CUM{OHU-
4eCKOTr0 OPKeCTpa OTpasHA I00HAelHyI0 aTMOCde-
Py OATOTOBKH K IIpa3pAHOBaHUIO 250-AeTHA CO AHA
poxaenus I. CkoBopoabl. B ocHoBy npoussepenus
IIOAOXKEHBI pParMeHThl OAHOMMEHHOTO II03THYeCKO-
IO ITMKAQ YKPauHCKOTIO I03Ta-pHA0COPa, B KOTOPOM
peAurnosHo-purocodckue
KOHIIEIIIIMH, MOPAAbHO-3THYECKHUE ITPEACTABACHHS

CKOHIIEHTPUPOBAHbI

U TIOAUTHYECKHE B3TASIABI aBTOpa. CKAOHSACH IIepea,
IPUPOAOI U YeAOBEYECKHM yMOM Kak boxxecTsen-
HBIMU TBOPEHMSIMHM, YKPaHMHCKUN PHAOCO-TIOST
BBIPA3UA HAEIO0 UX B3auMonpoHukHosenus. I. Cxo-
BOPOAQ TATOTEA K BHIPAKEHHIO PHAOCOPCKO-XYAO-
JKeCTBEHHbIX UAeH B IleCeHHON popMe, UTO CBUAE-
TEAbCTBYET O CBOMCTBEHHOM YKPAaMHCKOMY IIO3TY
BPOXXACHHOM MY3bIKAABHOCTH.
My3bIKaABHO-TIO3THIECKHE CMbICAO0Opa3bt Kon-
niepra M. Kapabuma noaaexar audpdepeHmnmarnuu Ha
Ase rpynmbl. K mepBoii u3 HUX CAeAyeT OTHECTH Te, YTO

BOCCO3AAI0T aTMOCdepy boxkecTBeHHOM HAMAAMH, KO
BTOPOM — IIPEACTaBACHHS O TPSAYIEM allOKAAHIICH-
ce. IIpuBepeHHasa AupdepeHIuanya My3bIKaAbHBIX
cMbIcA000pa3os KoHijepra 06ycAoBAeHa BHY TpeHHEN
IIPHUPOAOIL CKOBOPOAMHOBCKOTO «Capa.

«Cap 60xxecTBeHHBIX TeceH>» I. CKOBOPOABI 3a-
AYMaH B BHA€ CBO€0OPA3HOTO IIUKAA IIPUTY-UAUAAHIL.
VIAMAAMYHOCTS, IPHCYIIas IIeHTPAABHOMY XyAOXKe-
CTBEHHOMY Ipou3BeAeHuIo B Hacaepun I. CxoBopo-
ABI, OTOOpa)KaeT YePThl HAPOAHDIX IIPEACTABACHHI
06 yKpanHCKOM pae, ToA00HOM capy. IToaTnueckurt
TexcT, orobpanusii M. Kapabuuem aast Xoposoro
KOHIIepPTa, BOCCO3AAET KApPTHHY pasi C €r0 «3EAeHBI-
MU IIOASIMU >, < TPABUCTBIMU OeperaMu>, «Kydepsi-
BbIMH A€CAMH> U «YHCTHIMH IIOTOKaMH pek>. K uuc-
Ay MY3BIKAABHBIX CMBICAOOOPA30B PAliCKOM HAMAANH,
BonAonleHHbIX B KoHIIepTe, cAeAyeT OTHECTH IUTATy
U3 YKPauHCKO HapoAHo#t mecHu «IIleppuk> B 06-
pabotke H. Aeonrosuya. Beepennas M. Kapaburem
B 1 yacts Konuepra (Ha cA0Bax «AX I0AS, TIOAS 3e-
A€HBI» B APTHH COAUPYIONIETO TEHOPa) HHTOHEMA
«/\acTUBOYKa» M3 XOPOBOI 0OPabOTKU HAPOAHOM
TIeCHH OOpeTaeT 3HaUeHIe CUMBOAQ HEIIPeXOASIIeit
BecHbL TpeAu B MapTHAX AePEBSIHHbBIX AYyXOBbIX MH-
CTPYMEHTOB CUMBOAU3UPYIOT COAOBbHHbIE PYAAADI —
3BYKOBOJ «aTpUOYT>» paiickoro capa. besrakrossiit
(MIPOBHM3AIMOHHO-6aPOYHBI) THI H3AOKEHHS
B ripeAtoprH K KoHIiepTy cAOBHO 6bI BOCIIpOH3BOAHT
06pa3 BEYHOCTH, Hap KOTOPOI My3BIKAABHBII METP
KaK CUMBOA 3eMHOT'O BpeMeHH He BAACTeH.

B xypoxecTBenHoM KoHI[enmnu « Capa> I. Cko-
BOPOABI HMAMAAMYECKOMY HAyaAy IPOTHBOCTOST
pa3pyLINTeAbHBIE, AITOKAAUIICHYECKHe O0Opasbl,
rpossimue yHUYTOXeHHeM pas. Ecau MyspikasbHOE
BOIIAOIeHNe HAUAAMHY B XpOHOTOIIe XOPOBOTO KOH-
IlepTa perAaMeHTHPYeTCs >KaHPOBbIMHU I'PAaHUIIAMU
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IIeCHU-UAMAAUH, TO KOMIIO3UTOPCKOE 3alle9aTACHHE
AITOKAAMIICUYECKMX BUACHHUI CAOBHO OBl «BBIIIAE-
CKHBAETCSA> 32 MPEAEABI MY3bIKAABHO-TIO3THIECKOM
¢$opMbl, yrpoxkas pa3pyIMTh FapMOHHIO B IIPOTUBO-
CTOSIHHM XXMBOTBOPHOTO U Ir'ybuTeapHOrO. Bropske-
HUE aIIOKAAUIICHYECKUX BUACHUM CONPSDKEHO C KYAb-
MHUHALMOHHBIMU $pa3aMU B pa3BUTUHU MY3bIKAABHOM
ApaMaTypruu, KOHTPACTHPYIOIUMH O0XKeCTBEHHOM
«TAAAM> PAMCKUX MEeN3aXKeN.

TembpoBoe BOMAOIIeHME AMOKAAUIICUYECKHX
06pa3oB KOMITO3UTOP CBSI3BIBAET CO 3BYYHOCTHIO
opkectpa. B opkecrposoit maptuu . Kapabun
BOCIIPOM3BOAUT MY3BIKAABHBIN 00pa3 MHOTOAUKOM
CMepTH, yrpoKarolel MUpo3paHuio. MyspikaabHas
CHMBOAWKA aITOKAAHMIICHCAa HAXOAUT CBO€ BOIIAOIIE-
HU€ B MHTOHEMaX CMEPTOHOCHOI'O KAMYa, Pa3pyllu-
TEABHOTO BUXPSI, MOPSI, IOTAOIAIOIErO BCEACHHYIO,
passiel CTpeAbl, myleHHo BcapHnKkoM anokaAur-
cuca. K 9rcAy My3bIKaAPHBIX CHMBOAOB AITOKAAMII-
CHCa CA€AYeT OTHECTH BBOAUMYIO KOMIIO3UTOPOM
B KYAbMUHAI[MOHHbBIe «30HbI>» KoHIlepTa B KagecTBe
CBOEOOPa3HOr0 KOHTPAITYHKTA LIUTATY — TeMy beT-
XOBEHCKOH CYABOBL

MexAy My3bIKaAbHBIMU CMMBOAAMH pasi U aIlo-
kaauncuca B XoposoM Konnepre . Kapabuia
CYLIeCTBYIOT MHTOHAIIMOHHbIe cBs3u. Hampumep,
TaKOW MY3bIKAAbHO-IIOITUYECKUN CHMBOA AIOKa-
AMIICHCA, KaK pa3pyIIUTEAbHBIN BUXPb, IIPOUCXOAUT
B pe3yAbTaTe 0Opa3sHO-COAEPIKATEABHOM TpaHCOp-
Malliyi CMMBOAQ MAUAAMM — COAOBBHHOM PYAAABDI,
CUMBOAUBHUPYIOLEN 06pa3 pacuBeraromeit Bceaen-
HOM. My3bIKaAbHBIA TEeMATU3M AITOKAAUIICUIECKUX
BUAEHUI, BOSHUKHYB U3 <«HEAP> HMHTOHAITMOHHOTO
MIOTEHI[MAAQ, IPUCYIEro KapTUHAM pasl, IIOAyYaeT
HOBBII UMITYAbC Pa3BUTHUSA. NOCTUTHYB yIpOXKaro-
I[er0 BEAUYHS, AITOKAAUTICHYECKAsI MHTOHAITMOHHA S
CHMMBOAMKA TPO3UT Pa3pyLIeHHEM IIOPOAUBIIEMY €I0
MY3bIKAAPHOMY MUPY UAMAAMH. IIpuem nepeunTo-
HHPOBaHUS OOYCAAQBAMBAeT IlepeceMaHTU3ALIUIO
MY3bIKAABHOM CUMBOAUKH: MAMAAMYECKOE METaMOP-
¢usupyer B amokasuncuieckoe. Bsammonponuk-
HOBEHME ABYX OOpasHbIX MUPOB — HUAUAAMYIECKOTO

¥ ATIOKAAUTICHYECKOTO — B APAMaTypruu XopoBOro
KOHIIEPTa CBUAETEABCTBYET 00 aKTyaAU3AL[UH IIPH-
CyILIlero eMy MeToaa CUM(OHHM3MA, CKBO3HOTO CTa-
HOBAEHHS HHTOHAIIMOHHOM KOHI[EIIIHH.

HPI/IHL[I/IH I/IMHPOBI/ISaHI/IOHHOCTI/I XapaKTepeH
AASL pa3BUTHS 060ux 06pasHbIx MupoB KoHuepra —
HAMAANYECKOTO H aroKaAumcudeckoro. Mimmposusa-
IIMOHHOCTb KaK 4epTa, CBOMCTBEHHAS My3bIKAaAbHBIM
KapTHHaM pasi, HAIXOAUT CBO€ OTPaXKeHHe B HHCTPY-
MEHTAaAbHbIX HaI/II'pr]HaX (Sa,A,yM‘II/IBO-HaCTopaAb-
HbIe HaIleBbI B IIAPTUH COAUPYIOIIEH (bAeﬁTbI) , CUM-
BOAM3UPYIOLIUX IIACTYIIbIO 0OPA3HOCTD B KOHTEKCTE
receH-UAMAAMIL. OAHAKO, €CAM B KAPTHHAX Pasi UM-
IPOBU3ALMOHHOCTD He BHIXOAUT 32 IIPEAEABI ITeCeH-
MAMAAUI, TO B paHTA3HSIX HA TEMY AallOKAAUIICHCA OHA
6e30pexxHa, Kak Mope.

Pa3pymmnTesbHast MOIIb, CBOMCTBEHHAsI KapTH-
HaM aItOKAAUIICHYIECKUX BUACHMUI, OKA3bIBAETCS yC-
MHUPEHHOM M ITIOAYMHEHHOM CLIEHaM patiCKOM JKU3HH,
COTIPSDKEHHOM C IeCHIMU-UAUAAVSIMEL. B KadecTBe
BceobmIelt «apKu>, obpamasoieit XopoBoil KOH-
IIepPT, MPEACTAIOT HAYaAbHAS M 3AKAIOUUTEABHAS
IIeCHU-UAVAAMY, 3aIIeYaTAEBAIOININe KAPTHHBI PasL
My3bIKaABHO-II03THYeCKUE PpAHTAHU HA TeMy Oy1iry-
IOII[Ero AaIlOKAAMIICHCA OKA3BIBAIOTCS 3aKAIOUEHHBIMU
BHYTPHU pa3BOPAYHMBAIOLIETOCS ACHCTBIS, He IOTpe-
BOXKHB HepyiumMort rapMonuu Capa BoskecTBeHHBIX
neceH. KoHnenTpuyeckas Apamaryprust XopoBoro
koHuepta M. Kapabura, ieHTpoM KOTOPOIT SIBASIET-
Cs1 KapTHHA OYILIYIOIero MOpsi — OAHOTO M3 CUMBOAOB
AMIOKAAMIICHCA, YAEPXKUBAET B IPAHUIIAX CTPOTO O4ep-
YEHHOU «PaMbl>» KOHPAMKTHOE IIPOTHBOCTOSIHUE aAQ
U past B 60pb0e 32 4eAOBEYECKYIO AYILY.

CTOAKHOBEHHE HAMAANYECKOTO U AITOKAAUIICH-
geckoro B XoposoM konrepte M. Kapabuia mosso-
ASIET TPAKTOBATh XYAOKECTBEHHYIO TeMY COYNHEHMUS
B aCIIeKTe IPOTUBOCTOSHUS AOOPA U 3Aa, Past U aAQ,
apeHoi1 60pbOBI MEXAY KOTOPBIMU CTAaHOBUTCS Bcee-
AeHHasL.

Kax ormevaer aBrop A. KusiHoBckas «Cap 60-
JKeCTBeHHBIX IeceH>» V. Kapabury kak 6b1 HOABITO-
JKMA MCTOPHYECKYIO0 AVHHIO IIECTHAECSITHHIITBA,
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Section 2. Music

IPEACTABHA B COBEPIIEHHOM BHAE CTPEMAEHHUS YKpa-
HMHCKHX XyAOXXHHKOB — AUTEPATOPOB, XYAOKHUKOB,
MY3BbIKAaHTOB — IIOHSTb H OCMBICAUTD CBOE IIPOIIAOE,
U IIPH 9TOM AAANTHPOBATD €0 TYMAHUCTHYECKYIO
HITOCTACh, OOPATUTHCS K NCTOPUIECKUM U3bICKAHU-
SIM, 9TOOBI BBIPAOOTATh CTPATETHIO OYAYIIIETO, 32A0-
XKHUTDb €r0 AyXOBHbIM QYHAAMEHT B HOBOM BpeMeHH
[7.C.139]

Bep6aabHsrit Tekct Xoposoit cumporuu A. Ilfe-
THHCKOTO « Y3Hait ce6s>»> (2003 1.) ocHOBaH Ha ¢par-
MeHTaX PHUAOCOPCKUX TPAKTATOB IeHUs YKPAUHCKOTO
6apoKKO, CpeAr KOTOPbIX — pAnasor «Ilorom 3men-
HbII>; «Pa3roBop msaTH Iy THUKOB O HACTOSIEM CYa-
CTbhU B XKU3HU >, 10-i1 rmecue n3 «Capa boxxecTBennpix
IIeCeH> ; IIPUTUHU « YOOTOF 5KaBOPOHOK >, A TAKKe LH-
TaT 13 BrbAMu 1 TpyAOB aHTHYHBIX $pra0codos. B mo-
caepHeM purocodpckom npoussesernu IL CkoBopoabt
«Amanor. Hassanue ero — IloTon 3amMenHbIii> aBTOp
ITOABITOXKUA CBOM UA€H OHTOAOTHYECKOI'O, THOCEOAO-
TUYeCKOTO0, TUYECKOTO XapaKTepa.

ITocaepHee mpou3sBeAeHHE YKPAUHCKOTO PHAO-
coda HAMIAO HE TOABKO HEMOCPEACTBEHHOe, HO
U OIIOCPEACTBOBAHHOE BOIAOIIeHHEe B XOpOBOM
cuM¢onuu A. IITeTHHCKOTO: AMAAOT BXOAUT B CTPYK-
TYpPy ee >kaHpoBoi koHIenuy. Kak u B auTeparyp-
HOM IIepBOMCTOYHHKE, CIIOCOOOM CaMOIIO3HAHUS
B CuM¢oHuu siBasieTcs Anasor. OAHHM U3 ITposIBAe-
HUN AMAAOTMYECKOM IIPUPOABL, CBOMCTBEHHOM XO-
PpOBoOIt cuMOHHY, SBASIETCSI HAAMYHE B BepOaAbHOM
TEKCTe COYNHEHMUS TOTO «OyKeTa> sS3bIKOB, KOTOPbII
OTAMYAeT AMTepaTypHoe Hacaepue I. CkoBopoab!
B 11eAoM. B Tpyaax ¢uaocoda-noaTa crapoykpaun-
CKMI KHYDKHBIN S3bIK B3AaMMOAEHCTBYET C LIePKOB-
HOCAABSIHCKHM, ITUTAaThl HA ADeBHEIPeYeCKOM AOTIOA-
HSIOT U3pedeHns Ha AaTbiHU. OOBEANHSS B eAUHOE
MHOTOTOAOCHOE 1]€eAO€ PAa3AMYHbIE SI3BIKH, KOMIIO-
3UTOP CTPEMHACS] PACKPBITh Ty HACI0 <«COTAACHS
00>KeCTBEHHBIX CAOB>, UTO 3aA0K€HA B HACACAUU
YKPaHHCKOTO IIPOCBETUTEAS.

Bosaekas ¢pparmenTs1 TpypoB I. CkoBOpoabI B Xy-
AO>KeCTBeHHBIN KOHTeKCT CHMPOHUH, KOMIIO3UTOP
pacroAaraer Hx IO IIPUHIUITY CBOeOOPA3HOTO AMa-

AOTa, OCHOBAaHHOTO Ha aCCOITMATUBHOCTH, COITOCTaB-
A€HHU XYAOKeCTBEHHBIX CMBICAOB, IIPHHAAAEXKAIUX
Pa3HBIM HCTOPHYECKVM U HAIIMOHAABHBIM ITAACTAM
KYABTYPBI, CHHXPOHHO-AMAXPOHHO aKTYaAU3UPOBaH-
HBIX BO BPEMEHU-IIPOCTPAHCTBE My3bIKaAbHON KOM-
HO3ULUH. AMAAOT 0OpeTaeT CaKpaAbHOE 3HAYEHHe
B My3bIKAABHOM ApamMaTypruu Cum¢$poHHu: BCTpeda
geroBeka ¢ borom u BeeaeHHOIT cocobcTByeT BO3-
HUKHOBEHHIO TOTO IepecedyeHHs] AMYHOCTHBIX ITAQ-
HOB, 4TO, coraacHo A. Q. AoceBy, mpeacTaeT Kak Ipo-
spaerue uyAa («/AnarexTuxa Muda ).

Bricokuit ypoBeHb aBTOpepAEKCHH, CBONCTBEH-
HBIIl TBOpYeckoMy MbimAeHuio A. IlleTuHckoro,
oTpaxkeH B IIpepncaoBun x maprurype XopoBoi
cuM$OHHUH. 3AeCh COACPSKUTCS CIIHCOK TeX IPOU3Be-
Aenmit I CKOBOpPOABI, Ha OCHOBE KOTOPBIX «COTKa-
HO> OpPHUTHHAABHOE AUOpeTTO XOpOBOI CHMPOHNUH,
OCHOBAHHOE Ha «CIIAeTeHHH> PParMeHTOB PHUAO-
copcxux counHeHHi I. CKOBOPOABI M ITUTHPYEMBIX
uM ucrouynnkon. Konnemnmo Xoposo# cum$poHnU
IPOSICHSIOT pasMemnieHHble B [IpeancaoBuu aBTOp-
CKHe HAaCTAaBAEGHHUS OTHOCHUTEABHO XapaKTepa pac-
KPBITHS HACH CAMOIIO3HAHUS — IJeHTPAABHOM B CO-
yuneHuu A. IlleTunckoro.

CoBpeMeHHBII KOMIIO3UTOP IIPUOOIIHA K IIPO-
6aemaruke CHMQPOHUM CAMOMIO3HAHMS GUAOCOP-
ckyto koHnenuio I. CkoBOpoabI paspeAeHus Cylle-
IO Ha «TPH MUPbI>» : GOABIION, MAABIiT (MUKPOKOCM)
u cumpoandeckuit mup (Bubaus). B Cumponuu
HAIIAM OTPaKeHHe Takue Ppuaocodckue upen Ha-
POYHOTO MBICAUTEAS], KaK « MUCTHYECKOe YIIOAOOAe-
HHE COAHIIA — TAA3y U IAA3a — COAHIIY »; «COCYIIe-
CTBOBAHUS MAAYA M CMeXa, TOAOAQ U CBITOCTH, CBETA
Y TBMbI> ; « TUTAHUYECKHUI TONCK CMBICAQ Y€AOBEYE-
ckoro cymecrBoBanus, rae I CkoBopoaa kak mpe-
eMHHK [IAaTOHA BUAEA B TO3HAHHUU CBOETO « s> ITyTh
YeAOBeKa K CYacThIo» — o cAoBaM A. [I]eTuHckoro.

«CuMPpoHM CAOXKHAACH KAK OAHOYACTHASI KOM-
TIO3UIIYS, IMEIOIasi OIpeAeACHHbIe IIPU3HAKH COHAT-
HO#t popmbl. OHa AAUTCSI 6OAee TOAYYACca U SIBASETCSI
HEAeTKUM HH AASI NCTIOAHEHUS], HU AASI BOCTIPHSTHS —
1oA0OHO TBOpuecTBy camoro I. CKoBOpOAbI, Takxke
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TpeOyeT OT YNTATeAs] HEMAABIX MHTEAAEKTYAAbHBIX
¥ AyxoBHbIX ycuanit> [ 9, C. 3 . Konnenums Xoposoit
cuM$OHHU BOIIAOIIIEHA B OAHOYACTHOH KOMIIO3HUITHH,
B KOTOPOM IPOCMATPHUBAIOTCS YePTHI TPEXIACTHOTO
ITHKAQ C KOAOH. EAMHCTBO ITMKAMYHOCTH M OAHOYACT-
HOCTU (IMKAMYHOCTH B OAHOYACTHOCTH) COOBIIAIOT
X0opoBo¥ CMMPOHUH >KaHPOBbIE YEPTHI IOIMBI.
Kapruna coTBOpeHHs BTOPOTO M3 <Tpex MH-
poB> (TO ecTh, MAAOTO MHpPa) OTKPbIBAET OAHOYACT-
Hyto CumdoHmIo camonosHaHus. MHOecTBeHHbIe
IPOSIBACHUS AMAAOTA XapaKTePHU3YIOT 3Tall COTBOpe-
HHSI AyXOBHOTO MHPA, COIPSDKEHHOTO C YeAOBEKOM.
Ha ypoBHe Bep6aAbHOIT COCTaBASIIOLIE! AUAAOTHY-
HOCTb ITPOSIBASIETCS 3A€Ch HA OCHOBE HCITOAb30BAHMS
noAudpoHnYeckoro (eAMHOBPEMEHHOTO) COYeTaHHS
KAIOUEBbIX PENIAUK IIPOU3BEASHHS, 3aMMCTBOBAHHbIX
u3 KoncranTunonoasckoro CumBoaa Bepsr.
XyAO>KeCTBeHHas KOHIenus XOpOBOM CHM-
¢onmn A. IlleTnHCKOrOo OCHOBaHa Ha Pa3BUTHH
XapaKTepHOM AASL YKPAaHHCKOTO 6apoKKO maee 6e3-
HAYaAPHOCTH 1 6€CKOHEYHOCTH MUPO3AAHUS, HENC-
JyepIaeMOCTH ero nosHanus. [lop 3Hakom npusbiBa
K CAMOITO3HAHUIO, HEOTAEAIMOTO OCO3HAHMUs HecKo-
HeuHocTu Makpomupa (BoxkecTBeHHOTO TBOpeHuUs),
IIPOMCXOAUT Pa3BUTHE XOPOBOM ApaMarypruu CuM-
¢onum Hauara XXI Beka. XypoxKecTBEHHO-PUAOCOP-
CKasl KOHIeNIUs CMMPOHUHU OCHOBAaHA Ha YTBEPKAe-
HHUH UAEH CAMOIIO3HAHUS, BO3MOXKHOTO B pe3yAbTaTe
AOCTIDKEHHSI €AMHCTBA TPeX CKOBOPOAMHOBCKHX
«MBIPOB> — He0eCHOI0, 36 MHOT'0, CHMBOAHY€ECKOTO.
XPHUCTHAHCKON CHMBOAMKOM, COIOCTaBUMOM
CO CKOBOPOAMHOBCKUM CHMBOAUYECKUM <MBIPOM
BubAny>, HachlleH My3bIKAAbHO-CAOBECHBIN TEKCT
Xoposoit cumdponun. Bo BBeaernsx B CumdpoHnuro
¢parmenTax purocodpckux rpakrarax I. CkoBopoab
HabAIOAQETCS B3AaMOAEHCTBHE CHMBOAMKU POXKAe-
CTBEHCKOM, alTOKAAUTICUIECKOH, 6OrosIBACHYECKOM.
Bo BBepenHoM B CuM¢oHMIO pparMeHTe NMPUTIH
I CkoBOpOABI «YOOTHI 5KailBOPOK> ITPEACTABAEHA
POXKAECTBEHCKasl CUMBOAUKA: «BuaeAan Mbpl BHOBD
POXAEHHO OTpPOYa CBSITO, OAQKEHHO, BAAABIKY BCEM
Ham. Kist maaars1 uMeeT TOe, axX, BceOAKEHHO, 4aA0

IMapckoe?>». Bo ¢pparmenre pnasora «Iloron smu-
MHbIN> MIPOSIBASIETCS ATOKAAUTICHYECKasl CUMBOAH-
ka: «Ce exiaH AIOTBIN 6exuT, ce M pooctusaer! Ce
YeAIOCTb aACKY Ha MsA foTe pasepsaer! Iloraoruts
xo1eT. SIA0M KOKOIIeT BaCiAiCK AUBbIM, ACITHA, TTUT-
AuBbIi. AX, MHe rope!». C mpeopoAeHHeM amoka-
AUIICHYEeCKOTO BUACHHS CBsI3aHA OCHOBAaHHAs HA Pas-
BUTHHU < IITUIbeN CHMBOAUKH > ClieHa borosBaenus
u3 pnasora «Iloron smumubI>: «IAsgHD B ropy!
Yro-TO Hap T06010? AX, Boxxe Moit! Bioky Ae ntu-
bl He 6oiicsa! Ce Tebe He60 mOChIAAET BECTHUKH CO
3HAMEHISIMH, SIKO IIOTOII, ITOT'yOASIIOLIIIfT BCeACHHYIO,
He uMatb TeOe moBpeputu. O Maru Boxis!>.

My3bIKaABHYIO >XU3Hb YKpPauHBI ITOCACAHEN
tper XX — Havaaa XXI Beka oTandaeT pasHoobpa-
3Me >KaHPOBbIX KOHIlenuil. Bo3poxkaenue Harmo-
HAABHOTO CO3HAHHUS B YKPAaMHCKOM MY3BIKAaABHOM
uckyccrBe pybexa XX — XXI BekoB cBsSI3aHO C BOC-
CTAaHOBAGHHMEM HAIlMOHAABHOM KapTHMHBI MHpPA Ha
OCHOBe OOpalleHHs K TPAAULHIM PHAOCOPCKO-XY-
AO>KECTBEHHOT'O HAaCAGAHS IIPOILIAOTO, B YACTHOCTH,
YKPaMHCKOTO 6apOKKO, IPEACTABAEHHOTO B HaCAe-
Auu ¢uaocoda, moata u MysbikanTa I. CkoBopoabl.

«Kapruna mupa - ato cnoco6 HayuHOrO MOA€-
AUPOBAHUS 00BEKTOB My3bIKAABHOM KYABTYPBI, 6Aa-
roAapsi KOTOPOMY B3aHMOOOYCAOBAEHHOCTD BHeIII-
Hell KOMMYHHKaruu (S3bIK / AOTOC) BHYTpEHHUM
COAEPIKaHHEM HCCAEAYEMOTO 00BeKTa IIOPOXKAAET
MeXaHM3M ero IOHMMAaHM Yepe3 OCO3HAHUe IjeH-
HOCTHOM ceMaHTHKH (IO KpUTEpUSIM MPeeMCTBEeH-
HOCTH, AyXOBHOCTH, BpEMEHH U TPOCTPAHCTBA) >
[8, C. 18]. O6pamenne coBpeMeHHBIX yKPAHHCKUX
KOMITO3UTOPOB K HacAeamio MbicauTeas XVII B. kak
BOIAOIIEHHIO HAIIMOHAABHOM HAEU OOYCAOBAEHO
CO3By4HEM ICTeTHIECKUX HAEAAOB YKPAUHCKOro Ha-
POKKO U IPOTHBOPEYHNBOIL IMIOXU pyOexa IepBoro
U BTOPOTO THICTYEAETHI.

HHTepec coBpeMeHHBIX YKPaMHCKHX KOMIIO-
3UTOPOB K CaKPaAbHON MOHOAUHU KaK AYXOBHOMY
KOAY HAaIlMOHAABHOM KYABTYPBI ITO3BOASIET CAEAATh
BBIBOA 00 aKTYaAM3aIjMK PEAMIMU KaK MCTOYHUKA
MY3bIKAABHOTO MCKYCCTBA, IIOUCKE ITyTeH AOCTIDKe-
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HUS TAPMOHUU C OKPY>KAIOIUM MUPOM. XapakTep
Pa3BUTHA CKOBOPOAMHOBCKHMX KOHLEINIMM B MO-
HYMEHTAAbHbIX XOPOBBIX IIPOU3BEACHUAX YKPaUH-
CKUX KOMIIO3UTOPOB IOCAeAHel TpeTu XX — HadaAa
XXI BeKOB CBUAETEABCTBYET O BOCTPeOOBAHHOCTH
BEYHBIX TeM — OOPBOBI MEXKAY AAOM H PaeM 32 AYIIY
9YEAOBEKa, CTPEMAECHHMS K CaMOIIO3HAHMIO, HEOT-
AE€AMMOTIO OT IIOCTH>KEHHUS CBOMCTB YHHMBEpCyMa.
VIAMAAVISE 1 QITOKAAUIICUC IPUOOpPETAIOT 3HaUYeHUe
CMBICAOBBIX «OIIOP> B PACKPBITHH COAEPXKaHUSA MO-
HYMEHTAAbHbIX XOPOBbIX ITPOU3BEACHHI.
YHMBepCaAbHBIM CBOMCTBOM MY3bIKAAbHBIX UH-
TepIpeTaluil CKOBOPOAMHOBCKUX KOHIIEIILIHI B MO-
HYMEHTAAbBHbIX XOPOBbIX IIPOM3BEACHUSAX ABASCTCS

TSATOTEHHE K TOTAABHOMY CHMBOAU3MY, IIPOSIBASIIO-
IeMycsl Ha BCeX YPOBHSX XYAOXKECTBEHHOI'O TEKCTa,
MHTOHAIIMOHHOMN APaMaTypruu. XOpoBble KOHIJeIl-
1M1, CO3AAHHbBIE HA OCHOBE CKOBOPOAUHOBCKHUX TBO-
peHuM, ABASIOTCS CHHTe30M QUAOCOPCKOro, peAu-
THO3HOTO U XYAOXKeCTBEHHOTO ITOCTIDKEHHUS MHpa.
I'puropuit CKkOBOpOAQ — reHHUIl YKPaHHCKOro Oa-
POKKO, IIPEACTAeT KaK Ta TBOpYECKasi AMIHOCTD, KO-
Topas cuMBoAusupyet IIpocseTuTeAbcTBO BCeykpa-
MHCKOTO MacIuTaba. B MOHyMeHTaABHBIX XOPOBBIX
npoussepenmsix V. Kapabuna u A. Illerurckoro Ha
TeKCThI I. CKOBOPOABI €AMHCTBO YKPaWHCKOTO Oa-
POKKO U IIPOCBETUTEAbCTBA HAIIIAO CBOE OTPaKeHHe
B KOHTEKCTe HOBeHIIero ykpaunckoro BosposxxaeHus.
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Abstract. The article discusses the piano work of an outstanding Chinese composer, pianist and
teacher Zhang Zhao. The huge scale of the musician’s activities is associated with the popularization
of his own piano heritage, reflecting the musical traditions of the composer’s homeland - southern
China. The factors that influenced the genesis of the piano style and the formation of the creative
personality of a Chinese composer are analyzed. The characteristic features of the synthesis of na-
tional and pitfalls of traditions in the piano works of Zhang Zhao are revealed on the example of the

concert “Ailao Rhapsody”, fantasies on the themes of the Beijing opera “Pi Huang”, concert pieces

» <«

“Chinese Piano Dream’, cycles “Three Songs of the Southern Foothills”, “Chinese Melodies” and etc.

Keywords: Zhang Zhao, Chinese piano music, synthesis of national and western elements, folk

traditions of southern China.

Composer, pianist, professor, member of the
Chinese Association of Musicians Zhang Zhao
(born in 1964) —today is one of the most famous fig-
ures of Chinese culture. Zhang Zhao is a recognized
and well-known composer in his country; however,
he is relatively unknown to the rest of the world, and
not only Russian-speaking, but also speaking West-
ern languages. To a large extent, this is due to a lack
of information related to the language barrier, which
is due to the very difficult task of translating the rel-
evant material from Chinese.

The creative heritage of Zhang Zhao includes sym-
phonic, piano compositions, works for Chinese tradi-
tional instruments, vocal, chamber, ballet music. The
interests of the Chinese and world globallevel, surpris-
ingly intersecting in his work, testify to the views of the
composer, open to everything significant in life and art.
On this basis, Zhang Zhao came to important conclu-
sions about the role of modern classical musical art in

the life of people in China and in the world.

Zhang Zhao is the author of many piano works,
among which are the “Ailao Rhapsody” piano con-
certo, a fantasy on the themes of the Beijing opera “Pi
Huang”, concert pieces The Chinese Piano Dream,
In the Farthest Place, the cycles “Three Songs of
the Southern Foothills”, “Piano adaptation of folk
songs”, “Chinese melodies” and others. Many piano
compositions by Zhang Zhao are known in China
and some other countries. They require the highest
pianist level from the performer.

Until 2010, the composer’s piano works were
published only in China, and therefore, in Western
countries, both musicians and music lovers were de-
nied the opportunity to get to know them. So, the
fantasy of “Pi Huang” was included in the collection
of works “Classical Chinese Piano Works”, which in-
cludes selected piano works created from 1913 to
2003, and published by Shanghai Publishing House.

In 2011, Germany’s largest music publisher,
Schott, published The Chinese Melodies by Zhang
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Zhao in his piano collection. Thus, the Schott Pub-
lishing House opened a window to the world in
Chinese folk music. Twenty arrangements of the
Chinese Melodies cycle were also very warmly re-
ceived by musicians from different countries. For
example, in 2013, one of the plays in the Jingpo Folk
Songs cycle was selected as a competitive entry at
the Royal Academy of Music in the UK for a piano
exam. Thus, Zhang Zhao became the first Chinese
composer, whose works became mandatory in a
European educational institution. The piano com-
positions of Zhang Zhao are widely represented by
the renowned Chinese pianist Lee Yundi on world
famous scenes, and are also recorded on the disc “Li
Yundi’s Red Piano Album”.

Studying the piano heritage of Zhang Zhao is
important to deepen the characterization of this
outstanding Chinese composer. The comprehen-
sion of the originality of his piano style contributes
to the identification of new aspects of the original-
ity of Chinese musical culture, which today has an
impact on Western European and American art. In
addition, the development of this topic provides the
basis for further theoretical generalization of some
issues of modern pianism, and also creates practical
prerequisites for updating the concert and pedagogi-
cal repertoire, which leads to the partial resolution of
one of the urgent needs in the field of performance
and pedagogy.

To understand the features of the piano style of
Zhang Zhao, it is important to study his creative path
not only as a composer, but also as a pianist. Zhang
Zhao, a native of the southern Chinese province of
Yunnan, belongs to the national minority I. For the first
time the composer presenting to the public his works
“The Swallow” and “Scherzo”. At eighteen, he pub-
lished his piano Scherzo in The Musical Composition.

In 1983, Zhang Zhao graduated from the piano
class at the Yunnan School of Arts, and in 1987, from
the music department of the Central University of
Nationalities, specializing in piano performance and
composition. In the 1990s, Zhang Zhao continued

his education at the Master’s program at the Beijing
Central Conservatory in the class of the outstand-
ing Chinese pianist Zhou Guangren. As a performer
and composer, Zhou Guangren has always encour-
aged her student’s desire to create his piano pieces.
Zhou Guangren repeatedly emphasized that Zhang
Zhao very vividly feels the influence of national art.
The teacher believed that her student will be able
to “transmit national cultural traditions through his
work. Therefore, you need to create as many piano
works as possible, reflecting the richness of Chinese
culture” [S, 34].

Already in 1996, Zhang Chao presented the pre-
miere of his concert “Ailao Rhapsody” in a concert
hallin Beijing, where he performed a solo piano part
with the Chinese Radio Symphony Orchestra (now
the Chinese Philharmonic Orchestra) under the di-
rection of Li Xin Kao and made an indelible impres-
sion on the audience. “Ailao Rhapsody”, written on
the basis of the composer’s childhood memories,
uses themes from the ancient Dashan song folklore
living in the mountains of Ailao in central Yunnan.

In 1998, Zhang Zhao graduated with honors.
Years of study in Beijing significantly influenced the
formation of the worldview of a young musician. In
addition to his mentor, Zhou Guangren, Zhang Zhao
also gratefully recalls the famous composer Guo
Wenjing, who lectured at the Central Conservatory
of Music during his studies. Guo Wenjing taught the
young musician a lot and helped him a lot. Also, a re-
nowned music theorist Wei Ting made alot of efforts
to promote creativity. Everyone who taught Jean Zhao
musical art and supported his undertakings played an
important role in the life of the composer.

The famous pianist Bao Wei first introduced
Zhang Zhao’s piano cycle “Three Songs of the South-
ern Foothills” on stage, which was later included in
the fourth edition of Selected Chinese Piano Works,
published by Folk Music Publishing House. This
composition also received the highest rating in Chi-
na —the Golden Bell Music Award, and also entered
the repertoire of many prominent pianists.
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From the point of view of the genre, the cycle
“Three Songs of the Southern Foothills” refers to the
piano suite; the musical material of the songs “Wen-
shan Dai”, “Honghe Tonglu” and “Lunan Sani” heard
by the author in southern Yunnan is used as proto-
types. Three pieces of the cycle - “Shang wa”, “Moon
in the Mountains” and “Mountain Fire”, based on
folk music of Yunnan province, have a bright nation-
al flavor. The basis of their musical language is free-
dom of expression, and whimsical rhythm, subtlety,
grace of melody, detailing of the figurative system, a
variety of timbre-instrumental characteristics.

From the point of view of musical form, the “Three
Songs of the Southern Foothills” uses the triadic prin-
ciple of compositional structure. The composition
of the three plays is organized by pace in sequence:
fast — slow — fast, where it is the slow, philosophical
part that becomes the core of the work. Such drama-
turgy is quite consistent with the traditional Western
musical structure. If you look at the structure of the
plays, you can see in “Shang wa” and “The Moon in the
Mountains” also a complex three-part form. Although
the play “Mount Yue” is written in two-part form, the
final coda can also be considered as an option that
implements a three-part structure.

In the early 20005, Zhang Zhao actively promot-
ed his works in Canada, Singapore, France, Germa-
ny, Spain, Italy and other countries. He participated
many times in large-scale cultural events, to which
he was invited to perform his works. Among such
events are the “Opening ceremony of the sixth and
seventh games of national minorities”, “The opening
ceremony of the tenth and eleventh games of Inner
Mongolia”, “The large-scale festival of Ulanchabu
in Inner Mongolia”, “The closing ceremony of the
Fourth Games of East Asia”, “The opening ceremo-
ny of the 11" championship World Junior Athletic
Federation” and others. The composer also received
awards from various cultural organizations in China
and Japan for his outstanding creative achievements.

In his next piano compositions, Zhang Zhao con-
tinued to develop the theme of his native land and

childhood memories. One of the most striking and
famous works of the composer was the fantasy “Pi
Huang’, created in 2007. The national originality of
this music lies in the fact that the composer embodied
the sound of the original material of the Beijing opera,
which facilitated the understanding of his composi-
tions by the audience and allowed his listeners to feel
involvement in their national roots. Fantasy is built
according to the dramatic principles of the Beijing op-
era, it contains well-known types of melodies - sipi
(funny, lively) and erhuang (sad, dramatic).

Various types of Chinese folklore found their re-
fraction in fantasy, including dance music, folk songs,
instrumental and musical-dramatic art, as well as
typed melodies assigned to the characters. The piano
texture of the play has a pronounced romantic orien-
tation, it also includes a variety of performing tech-
niques that reflect the sound specificity of Chinese
instruments. “Pi Huang” changes throughout the
play, it is necessary to have unique skills in playing
the piano, the ability to transform a musical text into
polyphonic thinking and embody this thinking in ac-
cordance with the capabilities of the instrument.

Thus, in “Pi Huang”, Zhang Zhao transforms the
tunes of the Beijing opera into a polyphonic texture,
represented by volumetric effective sound and dy-
namic richness of melodic lines. Sipi and Erhuang,
playing the main melodic role in the Beijing opera,
played a crucial role in revealing the musical content
and the embodiment of the artistic image of fantasy.

Fantasy was awarded the first prize at the Chi-
nese music competition “Palatino”, sponsored by
several Chinese conservatories, including the largest
Central Conservatory and the Tianjin Conservatory.
The name of the competition is associated with a
group of calligraphic fonts based on drawings by Ital-
ian masters of the Renaissance period. In the music
world of China, the fantasy of “Pi Huang” caused
a great resonance. She was ranked among Chinese
classical masterpieces. The play was recommended
as an educational material in piano training pro-
grams in China.

39



Section 2. Music

Jin Jinglan in his article “Growing Mood: An
Analysis of the Variations of the Young Composer
Zhang Zhao” [3] suggests that, based on the analy-
sis of the work of “Pi Huang”, “it becomes clear that
piece conceived as an application for a composition
competition, where the young author originally
planned to write all the work in accordance with
variation thinking. The content of the text does not
raise doubts about its variational nature. However,
in the variation genre it was difficult to realize the
scale of the project and unleash the potential of the
composer’s intent. Here, the large form of the Beijing
opera, which was appropriately transformed into a
form close to the western three-part sonata, was per-
fectly suited” 3, 33].

Fantasy “Pi Huang” became the most success-
ful piano piece created in the 21 century using ele-
ments of the Beijing opera. Its form and content are
based on rich Chinese traditions and incorporate
modern Western and Chinese creative techniques.
In terms of composition, Zhang Zhao borrowed a
style of motive from Western musical writing, but
the main tone of the motive is based on the penta-
tonic character of the Beijing opera. The harmony
structure is also based on the pentatonic mode.

Using various textured transformations, the
sound effects of the Beijing opera group were adapted
to the piano, which allowed giving familiar works a
rich and distinctive acoustic effect. In terms of form,
the most obvious feature was that Zhang Zhao used
Western three-part form, variational thinking and
the “synthetic” nature of Beijing opera, consisting
of performing arts of various genres. A multi-layered
musical structure has been formed, so all work from
the initial concept to the final form emphasizes the
characteristics of traditional Chinese music.

The language of music is easy to understand and
accessible to a wide audience. Trying to maximize
the contingent of listeners, Zhang Zhao in his works
did not use too many modern academic methods of
composition, did not put forward complex technical
concepts and did not write for the sake of advanced

composing techniques. The composer’s use of mod-
ern ideas about harmony and texture fully satisfies
the needs of the work and is acceptable for most
viewers, therefore “Pi Huang” has a wide audience
and is highly appreciated by an unprofessional audi-
ence. At the same time, the work is highly regarded
by professional musicians.

The next vivid composition of Zhang Zhao, re-
flecting the treasury of Chinese national traditions,
was a cycle of transcriptions folk songs for piano.
This collection includes processing songs created
from 2009 to 2013. The rich possibilities of the pi-
ano and the composer’s finds made the plays vivid
and expressive, opening up for the listener the rich
art world of Chinese song.

The composer Zhao Yuanren, who developed
the concert piece “Chinese Piano Dream,” created
exactly one hundred years after the creation of the
first piano piece, brought particular fame to the com-
poser. Since then, the era of the creation of Chinese
piano works began. A hundred years later, in 2013,
the dream of several generations of Chinese compos-
ers, creating music for a Western piano instrument,
came true. The “Chinese Piano Dream,” created by
Zhang Zhao and embodied on stage by the unsur-
passed young virtuoso pianist Yundi Li, has become
a true triumph of Chinese piano music.

Besides being a composer and pianist, Jean Zhao
is also a professor at the Central University for Na-
tionalities. Jean Zhao, who works in the field of
music creation, performance and training, not only
introduces his students to piano techniques. In the
learning process, he attaches greater importance to
the aspirations and aesthetic taste of students, and
also shares his aesthetic criteria and musical ideas.
Many of his students became successful composers.
Among these students are Qi Zhuqing, Xu Liang,
Ma Hui, Li Yongming, etc.

In addition to working on higher education,
Zhang Zhao also creates works for school students.
His essay “Children’s World” was included in the
textbook for elementary school students. The com-
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poser believes that Chinese authors rarely compose
children’s songs, and he hopes that he will be able to
contribute to the education of aspiring musicians.
Zhang Zhao is convinced that music is “not an ordi-
nary voice, but akind of special and extremely subtle
language system that conveys inner culture. Music
performs not only an entertaining function. It also
serves as a support for the human spirit, helps people
come to a state of happiness and enlightenment. This
is much more important, because entertainment
cannot last long, and happiness can. The beauty
of classical music lies in its ability to help people
achieve enlightenment and happiness” [1, 134].

Conclusions. The prominent Chinese composer
Zhang Zhao vividly embodied the national musical
traditions of South China in his piano works. Interest
in this musical material was formed by the childhood
impressions of the composer living in the area, as well
as the subsequent influence of many prominent Chi-
nese musicians who trained him at the Beijing Cen-
tral Conservatory. Most of the works of Zhang Zhao
are based on national melodies, they reflect the com-
poser’s love for life and nature. Many works have won
awards both at the composer’s homeland and abroad,
they are heard in many countries of the world.

The piano compositions of Zhang Zhao combine
unique national identity and the brightest original
pianism, which undoubtedly is of great research val-
ue. Of great importance in Chinese piano music at
the beginning of the 21* century is the piano fantasy
“Pi Huang”, which inherited and absorbed the best
achievements of many years of composition of Chi-
nese piano music, harmonious, rhythmic innova-

tions, textured techniques, improvisation, and much
more. Fantasy is based on the musical elements of
the Beijing opera, a pronounced romantic piano
style, has the characteristic technical techniques
inherent in Chinese piano music of recent decades.

Fantasy “Pi Huang” echoes two similar works
by the composer, which are also the masterpieces
of piano by Zhang Zhao, refracting the musical
traditions of South China. This is the piano cycle
“Three Songs of the Southern Hills” and the Con-
certo for Piano and Orchestra “Ailao Rhapsody”,
which have become the most representative piano
pieces by Zhang Zhao with national color. How-
ever, the aforementioned works of the composer
reflect the rich national musical world of South
China in different ways due to the search for musi-
cal innovations in the field of composer technique
in combination with composition methods and
ideas of modern Western music.

Ifin the fantasy “Pi Huang” developing two main
themes of the Beijing opera, the author shares his im-
pressions of life in the cultural environment of Yun-
nan, then in the series “Three Songs of the Southern
Foothills” he uses the material of folk songs heard in
southern Yunnan as prototypes.

Since the musical material is based on the folk-
lore of the Yunnan minority, the pentatonic scale is
the modal basis of the piano works of Zhang Zhao.
However, due to the use by the author of modern
musical techniques, quart harmony and irregular
rhythms, the musical language of the composer’s pi-
ano works is modern and unique, despite the wide-
spread use of traditional national musical elements.
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Abstract. The article defines the performance specifics of modern Chinese chamber-vocal com-
positions. Outstanding Chinese composers Tang Xiaolin and Luo Zhongrong, whose work has the
most innovative character, have been selected as key figures. It is proved that the performer of the
Chinese contemporary chamber-vocal repertoire must possess the entire arsenal of expressive means,

constantly work to improve his musical and theoretical level of education, constantly develop his

intellect, learning new things, developing in musical and personal terms.

Keywords: chamber vocal music, performance, Chinese contemporary music.

The twentieth century has become a new refer-
ence point in the development of Chinese musical
art. This was made possible thanks to the influence of
Western musical culture. Such dramatic changes were
made possible thanks to the emergence of higher mu-
sical educational institutions, the invitation to China
of foreign music teachers, composers, and performers,
the study abroad of young Chinese musicians.

According to musicologist Bai Ye, the integration
of Chinese musical culture into the world ensured
“an active dialogue of various cultures and type”
[1, 154]. As a result of such a synthesis, innova-
tive musical compositions began to arise that was
quite complicated for the performer. For example,
in chamber-vocal works by Chinese composers, spe-
cific performing difficulties are noted, both for the
vocal part and for the instrumental accompaniment.
It should be noted that the performance of modern
music is of great complexity for both vocalists and
instrumentalists.

The musicologist Tsai Jo Yu points out that the
concept of “Chinese contemporary music” is associ-
ated with specific names of figures of musical culture,

among which the prominent composer Tang Xiaolin
takes pride of place [ 6, 56]. His musical heritage serves
as an example of a combination of Western techniques
of modern musical composition with national Chi-
nese traditions, which became for Tang Xiaolin the
basis for the creativity and training of students.

The composition technology of Tang Xiaolin
combined the Chinese ethnic style with the meth-
ods of the Second Viennese School, “which gave his
music an elegant charm, adding his name to the an-
nals of Chinese classical music” [S, 70]. Since the
composer was a pupil of P. Hindemith, he actively
performed with his compositions in the USA, in his
work Tang Xiaolin gravitated to the neoclassical of
the twentieth century, tried to move away from the
influence of the traditional harmony of European
music. In the song art of the 19405s. Tan Xiaolin was
guided mainly by the mastery of the harmonic struc-
ture of P. Hindemith, his tonality structure, as well
as characteristic harmonic turns.

In the apt expression of Tsai Jo Yu, the “moder-
nity” of Tang Xiaolin’s music is expressed in “the
use of harmony, texture, and tonality in his works
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is more complex than that of his predecessors. To
diversify the music, the composer uses a characteris-
tic technique — multiple variations of tonality, which
actively forms the structure and gives form to a mu-
sical work. The second feature is the diversification
of the traditional structure of chords, which are in-
fluenced by the Chinese pentatonic modes” [6, 58].
Working with the musical material of Chinese folk
art, the composer very seriously and boldly showed
his determination in creating a new one, but at the
same time keeping the old.

The composer boldly used compositional tech-
niques of the twentieth century. Differentiating the
musical fabric of chamber-vocal composition into
instrumental and vocal parts, Tang Xiaolin com-
bined harmonies with the chromaticity of pentaton-
ic keys, experimenting with rhythm, and achieved
the required logical structure of the work. Such free
use of tempos, rhythms, melodies, and other expres-
sive means contributed to the complexity of the
content of a musical work, which, in turn, increases
the requirements for a vocal performer. The soloist
must possess a high level of vocal technique, good
breathing, smooth transitions from register to regis-
ter, various articulation techniques and strokes, and,
of course, an extraordinary performing intellect.

The performance of any chamber-vocal compo-
sition by Tang Xiaolin is a rather difficult task for
the vocalist, which, first of all, is connected with the
difficult conditions of tessitura in which the com-
poser puts the performer. Tessitura requires a certain
color of voice from the performer, which is directly
related to the embodiment of the artistic image of
each of the compositions. An important artistic role
is played by the timbre characteristic of the piano
accompaniment, as it is colorful and varied. In this
case, we can talk about the “harmonic timbre” not
as the paint of the sound of various instruments, but
as “the colorful harmonic harmonies that run into
certain sound associations” [3].

The piano part in the chamber vocal works of Tang
Xiaolin is outwardly simple, technically, and pianisti-

cally comfortable. On it lies an important semantic
load, since it performs the function of “arranging” the
phrases of the soloist. The timbre of the instrument
is transparent, crystalline clear, sonorous. The scale
of the composition is very condensed, concentrated,
solo fragments in the piano part are almost absent or
minimized, as the composer often refuses detailed in-
strumental introductions and conclusions.

The soloist is a very important emotional mood,
which he should “get” from the accompanist. To do
this, you must carefully listen to the unusual spe-
cific sound of dissonant chords, which cover a wide
register range of instrumental accompaniment. In
collaboration with the ensemble, the soloist’s voice
does not just rise above the sound of the piano, but
maintaining its dominant position, is woven into
the instrumental fabric, being its integral part. All
of the rich timbre shades listed above made it pos-
sible to designate as “modern Chinese sound” Tsai
Jo Yu, and call their author Tang Xiaolin “pioneer
and founder of «modern Chinese sound>, which
opened up new horizons for posterity inspired by
his valuable experience” [6, 59].

Among modern followers of Tang Xiaolin in
the field of application of modern composing tech-
niques in chamber vocal music, his student Luo
Zhongzhong occupies a worthy place. His chamber-
vocal compositions are distinguished by a vivid Chi-
nese flavor using the modern Western dodecaphonic
technique. It innovatively combines a 12-tone scale
with a pentatonic scale. For many of his vocal works,
the composer chooses the texts of ancient Chinese
poets. According to the musicologist and singer Wu
Hunyuan, the composer’s work is characterized by
a desire for “harmony of wisdom” His music “ex-
presses the ideas of humanism, various qualities of
a human character - joy, anger, sadness, happiness,
wisdom. The works of Luo Zhongzhong are based
on intelligence, rational thinking. His works contain
elements of innovation that the composer called
“new motives”, which in his work resemble sparkling

pearls that reflect the light of wisdom” [4, 136].
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Such a synthesis of national and modern requires
special efforts from the performer in the process of
translating the artistic image of the works of Luo
Zhongzhong. Thus, musicologist Yue Guang notes
that the serial technique, still not used in Chinese vo-
cal works, brought a significant artistic enrichment in
the lyrical interpretation of the work and significantly
expanded the imaginary boundaries of the space of
song art. But she also posed more difficult tasks for the
singer [7]. In this regard, the consideration of the per-
forming difficulties of chamber vocal music by Luo
Zhongzhong is a very important issue today.

The most important task of the performer of
modern chamber-vocal works of the composer is
the awareness of the artistic depths of the author’s
intention. The singer must be imbued with the po-
etic content of the text of the vocal work, embodied
in his character. In the process of singing, he must
convey the image of his hero of the work. The main
creative goal for the soloist and the instrumentalist
accompanying him is artistic creation in the field of
musical sound.

A new attitude to sound paint is because the
performer should be guided by the composer’s in-
stallation, which consists in the rejection of strong
feelings and emotions in a conceptual and intellec-
tual sphere. The appeal to the poetic text and singing
voice was connected with the composers’ desire to
more clearly convey to the listener their conceptual
intent, to reveal substantial ideas. The vocal part is
also subjected to rethinking, “interpreted in the con-
text of new expressive means not as the dominant
cantile figurative-semantic dominant, but as one of
the parts of the overall sonorous-texture whole” [2].
This imposes a kind of emotional detachment on the
performance, encourages the search for an exquisite
style, the desire for clarity, well-structured design.

The vocal part becomes one of the lines of the
dodecaphonic-serial texture of the work, acquiring an
“instrumental depersonalized character” (T. Bataga-
rova). Since the principles of performing modern
chamber-vocal compositions are based on instru-

mental intonational accuracy of singing, the vocalist
will have to abandon the usual methods of vocal sing-
ing sound, because Luo Zhongzhong’s voice line has
sharp jumps, dissonant intervals, and a change in dy-
namic nuances. The musicologist T. Batagarova notes
that “the radicalization of the novelty of the vocal part
is connected with the idea of the spontaneity of com-
poser creativity, with the expression of the intuitive
depth of the artistic and aesthetic space” [2].

The range of many songs of the composer is signif-
icantly expanded, which requires the singer to aban-
don the idea of belonging to a particular timbre, in
order to achieve instrumental clarity of sound. One of
the most difficult performing techniques is the moves
connecting the extreme sounds of the singing range
in climaxes. Another performing problem is the fre-
quent metric variability, which is directly related to
the reliance on the speech type of intonation of the
poetic text. The use of thythmic groups with various
rhythmic patterns is also characteristic. Their sharp
alternation greatly complicates the vocal part.

The piano part is distinguished by the pointil-
lism of the texture, a colorful variety, often chang-
ing combinations of harmonies in different registers.
It is quite technically complicated, has a sufficient
level of independence, requires the instrumentalist
to be able to subtly hear different layers of texture,
interacting with the vocals. This indicates that the
tasks assigned to both participants in the vocal-
instrumental ensemble require a high level of per-
formance technique and possession of expressive
means — metro rhythmic flexibility, dynamic and
articulatory mobility, register timbre diversity, and
perfect ensemble interaction.

All the above information confirms the fact that
interpreting chamber vocal music by Luo Zhong-
zhong is a difficult task for vocalists. The more ac-
curately and personally brighter the performance in-
terpretation reflects the composer’s intent, the more
convincing and aesthetically valuable the result is
presented to the audience. A successful interpre-
tation of chamber-vocal compositions written in a
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complex language, atonal, dodecaphonic, serial, and
other techniques, involves the singer introducing a
new style of performance to the aesthetics.

An actively tuned musical ear is a glorious “in-
strument” of the singer’s musical equipment. In this
regard, the vocational training of the vocalist should
be thorough and versatile and, in addition to excel-
lent, finely developed melodic-rhythmic and harmo-
nious hearing, include honed skills of ensemble per-
formance, possession of a variety of modern types of
performing technique.

Of great importance in the process of interpret-
ing the chamber-vocal composition is the perform-
er’s intellect and his artistic data, which determine
the ability to fully understand and embody modern
music, as well as its technical vocal abilities. The pro-
cess of working on an essay should be of a co-oper-
ative nature because the creation of vivid national
images unusual for Chinese music using the latest
means of expression requires innovative courage,
artistic maturity, developed performer intelligence,
and creative thinking.

The vocalist, who turns to chamber vocal compo-
sitions by Luo Zhongzhong, needs to remember that
it was important for the composer to create his own
unique sound world, reflected through the play of
musical and poetic series. In this case, the pentatonic
steps are closely interconnected, and the auxiliary
steps do not destroy them but form the pentatonic
scale. Thus, the serial technique used by Luo Zhong-

zhong in Chinese chamber vocal works brought sig-
nificant artistic enrichment to Chinese lyric songs
and significantly expanded the imaginary boundar-
ies of the space of national art. But their implementa-
tion poses a very difficult task for the singer.

The problem of the interaction of the ancient
Chinese literary text with modern musical means
of expression should be solved very sensitively and
delicately, so high demands can be made on the per-
former who has acting charisma, personal integrity,
highly developed intellect, breadth of creative inter-
ests and aesthetic taste, which contribute to reveal-
ing the fullness of interpretative possibilities and dis-
covering new perspectives on musical perception. It
is known that musicians-innovators and musicians-
intellectuals, creating their truly performing master-
pieces, significantly influenced the process of updat-
ing and updating the space of aesthetic values.

Conclusions. Summing up, it should be noted
that the modern Chinese performer of the national
chamber-vocal repertoire must own the entire ar-
senal of performing means, constantly work to im-
prove his musical and theoretical level of education,
listen and read a lot in order to develop his intellect.
Only by constantly learning new things, developing
as a musician and as a person, the singer will be able
to comprehend the complexity of modern art, find
the necessary performing means of expression in or-
der to create an integral artistic image of a musical
composition.
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Abstract. The article analyzes the folklore activity of M. Lysenko. It is proved that the study of

folk music significantly influenced the composer’s creativity. It has been found out that M. Lysenko’s

folklore activity had a positive effect on the establishment of Ukrainian professional theater as a

musical and dramatic one.
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Formulation of the problem. The leading place
in the formation of Ukrainian musical culture be-
longs to M. Lysenko — the founder and the most
prominent composer of Ukrainian opera, the creator
of alarge vocal and instrumental form of cantata and
artistic solo song, the founder of Ukrainian instru-
mental music. M. Lysenko deliberately researched
folk music and based on the peculiarities of its mel-
ody, rhythmics and harmonics, wrote most of his
works, starting a national trend in our music on the
basis of Ukrainian musical tradition and folk song.
The folklore activity of the artist has been the subject
of study by scholars [2], but there is still no thor-
ough elaboration on the influence of M. Lysenko’s
folklore activity on the formation of the Ukrainian
professional music and drama theater, which deter-
mined the relevance and choice of the research topic.

Analysis of recent research and publications.
The last decades have been marked by the increas-
ing attention of the public and researchers to the
life, creative work and social activity of Mykola Ly-
senko. During 1992-2012, more than 40 scientific-
practical and scientific-theoretical conferences took

place in Ukraine, where the figure of one of the most
prominent figures of Ukrainian culture of the late
XIX - early XX centuries, was covered not only from
the traditional and musicological point of view, but
also in the broad general cultural, historical, literary,
theatrical and even political aspects [, 10]. Impor-
tant material for the characterization of M. Lysenko’s
personality is his musical creativity, multifaceted
activities, as well as correspondence arranged by
R. Skorul’s’ka [4], memoirs about him in the order-
ing of R. Pylypchuk [6] and historical documents.

The purpose of the article is to find out how
M. Lysenko’s folklore activity affected the formation
of the Ukrainian Musical and Drama Theater.

Materials and methods. The materials of the
study were mainly the memories of M. Lysenko him-
self, people close to him, in particular M. Starytsky,
the director of musical and dramatic performances
production.

The study used general scientific methods of cog-
nition: analysis, synthesis, generalization, which al-
lowed to process a considerable amount of material,
to draw theoretical conclusions. The use of an inter-
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disciplinary approach made it possible to attract the
results of scientific research on the history of music,
the history of theater, art.

Results and Discussion. In the context of be-
coming a professional Ukrainian music and drama
theater, M. Lysenko is first mentioned as a com-
poser — author of music to 21 performances of the
so-called “luminary theater” and 10 operetta and
operas, covering virtually all the stage music genres
known at that time. However, his merit is to bring
the folk song to the professional stage and elevate it
to the level of high art.

M. Lysenko was an expert and connoisseur of
Ukrainian song, because he came from an ancient
Cossack family, which honored folk traditions, cer-
emonies, native words and native melody. His fa-
ther, Vitaliy Romanovych Lysenko, a colonel of the
Kirassyr Regiment, was engaged in ethnographic
research at the advanced age; sang Ukrainian songs
well, skillfully picking up the accompaniment for
the piano. The future composer heard folk songs in
the house of his grandmother Maria and grandfa-
ther Mykola Buliubashiv, in his uncles” Andrii Ro-
manovych and Alexandr Zakharovych Lysenkiv (the
latter played well on the bandura, and was fond of
Cossack antiquity and Ukrainian history) [4]. “... It
is safe to say,” Starytsky writes, “that the first sprouts
of national feeling were born in Lysenko under the
influence of his granny and in the rapprochement
with the performing with the people, and then they
appeared poetically when they met Olexandr Zakha-
rovych. Since then people’s mood began to penetrate
into the musical talent of Lysenko: firstly, he began
to record tunes of ancient songs and pick up their ac-
companiment, and secondly, he began to create “cos-
sachky” and perform them on the piano with such
brilliance and chic, in front of which the dulcimers
and the violin with the tambourine faded” [2, P. 61].
So, since then, Ukrainian folk motifs have become
the leading in M. Lysenko’s composing work.

In the person of M. Starytskyi, a second cousin,
M. Lysenko got a faithful fellow for whole life. It

is known that after the death of his mother, M. St-
arytskyi went to education in the Lysenko family.
Although the second cousins studied in different
cities (M. Starytskyi — in the Poltava Gymnasium,
M. Lysenko - in the Kyiv boarding house), they
spent their summer holidays together in the fam-
ily village of Lysenkiv, which, like every Ukrainian
village, was rich in folklore phenomena. “... We,-
remembers M. Starytskyi,— listened to folk songs.
<...>Iremember that some of the motifs which we
particularly liked Mykola notated and showed to his
granny who loved songs very much, and especially
native, folk ones” [2, P. 60].

M. Lysenko’s final national self-determination
took place at the age of 14, when they were staying
with Taras Shevchenko’s uncle Andriy Romanovych
together with M. Starytsky. The future composer
was fascinated by the musical sonority and power
of a simple folk word.

Since then, returning to study at the gymnasium,
M. Lysenko began to record folk songs not only for
the sake of aesthetic pleasure, but also because of the
awareness of the artistic and public value of such work.
The thought of studying and preserving Ukrainian
folklore was strengthened by P. Kulish’s work “Notes
on Southern Rus”, which he read together with M. St-
arytskyi, and later mentioned: “Ethnographic mate-
rial and the call for collecting folk treasures so ignited
Mykola that he started collecting and recording folk
songs. The case began, of course, from the Ukrainian
romances he drew from acquaintances of ladies, ladies
and clergymen’s wives, maidens or even maids, <...>
but among them there were also purely folk ones —
“Oy, misiatsiu, misiatchn’ku” (“Oh, moon”), “Voly re-
vut), vody ne p'iut” (“The oxen are roaring, they aren’t
drinking water”). The accompaniments to these songs
which were chosen by Lysenko were very beautiful
and virtuoso, though they may have sinned about the
rules of strict folk harmony, which he mastered after
the Conservatory” [2, P. 61].

And further, throughout his life M. Lysenko was
tirelessly engaged in folklore activities — searching,
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recording and musical processing of Ukrainian folk
songs. Undoubtedly, he did a tremendous amount of
work in collecting and publishing musical folklore,
promoting and studying folk art: he collected, edited
and processed a large number of Ukrainian folk writ-
ing material (more than 600 songs), and performed
a number of theoretical studies in the field of folk
music. So, having met with the famous Ukrainian
kobzar Ostap Veresay and having studied his rep-
ertoire, M. Lysenko wrote a scientific exploration
“Characteristics of musical features of Ukrainian
ballads and songs performed by O. Veresay”.

It should be noted that the composer was not only
interested in Ukrainian folklore. In 1873 M. Lysenko
made a trip to the Slavic lands (Galicia, Hutsul, Ser-
bia), during which he recorded Polish, Serbian, Croa-
tian, Moravian, Czech songs, which he then included
in his repertoire of choral concerts. So, later, organiz-
ing performances of amateur choirs led by him, M. Ly-
senko “has actively promoted the collected folklore
material, has revealed to listeners the artistic riches of
folk songs, has instilled love for it” [7, P. 49].

In the course of many years of folklore work
M. Lysenko developed a whole program of selec-
tion and processing of folk works. In his letters to
E. Kolessa, to the editorial board of the newspaper
“Zoria”, he called to record only “truly folk songs de-
void of anti-artistic elements” [ 1, P. 27]. These letters
testify to the composer’s wide awareness of the state
of folklore at that time and his professionalism in
working with folk songs. Thus, F. Kolessa devoted
his article “Folk direction in the works of Mykola Ly-
senko’, read at the evening in memory of M. Lysenko
in Lvivin 1912, “He devoted himself to the collect-
ing of folklore and collections of arrangements of
folk songs, only mentioning at the end of the pub-
lication other areas of creative activity of the artist.
Here is one of his conclusions: “Even if Lysenko did

not write anything more, with the same collections
and harmonizations of folk songs he completed the
work, which is simply epochal significance for the
development of Ukrainian music” (emphasis add-
ed.-N.K.)” [3, P. 106].

Finally, aware of the extraordinary artistic power
and beauty of folk art, his important role in the de-
velopment of professional music, M. Lysenko de-
voted his life to his study, and then, based on deep
knowledge of Ukrainian song, managed to elevate
it to a new qualitative level and make it indispens-
able part of not only professional musical, but also
theatrical art. In general, in the socio-cultural con-
ditions that prevailed in Ukraine in the second half
of the nineteenth century - in the early twentieth
century, the theater became almost the only pos-
sible place to convey the Ukrainian word and music
to the audience and listener. “Constant struggle for
national identity, cultural work, the desire to awaken
the spirit of the nation in the conditions of block-
ade and historical memory prompted M. Lysenko
to focus on theatrical and choral genres” [9, P. 28].
And the song became the basis for the formation of
the repertoire of professional Ukrainian musical and
dramatic theater, in which the prominent place was
occupied by works of various genres, based on folk
poetic sources: operas, operettas, vaudeville, musical
dramas, musical comedies and others. [8, p. 50-51].
And in this great merit belongs to M. Lysenko.

Conclusions. M. Lysenko’s musical work un-
folded in close connection with the development of
the national theater. Thanks to the composer’s folk-
lore activity — collecting, studying and creative use
of the huge treasures of national folk music, folklore,
dating back to his childhood - folk music became
an important component of the Ukrainian musical-
dramatic theater: it complemented the psychologi-
cal characters, provided plays with national color.
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XXAHPOBO-CTUWINCTUHECKASA MOAOAJIbHOCTb
POPTENMNAHHOIO KBAPTETA OP. 47 P. LLYMAHA

Annoranusa. B cratbe paccmarpusaerca Qoprenuannpiii kapreT P. Illymana xak omsiT mpe-
TBOpEHHE AAHHOTO XXKaHpa B 910Xy poMaHTH3Ma. HazpaHHOe npousBeAeHNe aHAAUBUPYETCA C TOUYKU
3pPeHMs CTHAEBBIX OCOOEHHOCTel KOMIIO3UTOPA, CTPYKTYPHO-APAMATyprudecKoro IAaHa, 0cobeH-
HOCTe! aHCaMOAEeBOTO ITMChMA, XaPAKTEePUSHPYIOIINX YHUKAABHOCTD AAHHOT'O COYMHEHHS B KAMepHO-
HUHCTPYMEHTAaAbHOM MYy3bIKE KAACCUKO-POMaHTHUYIECKOM STIOXH.

KaroueBbie caoBa: QoprenraHHbIN KBApTET; KAMEPHbINA AaHCAMOAD; )KaHP; aHCAMOAD C y4acTHeM
¢oprennano; P. Ilyman.

JKanp $poprenraHHOro KBapTeTa MIUPOKO IPEA-
CTaBAEH B TBOPYECTBE MHOTUX KOMIIO3UTOPOB Pa3-
AWYHBIX 110X, HAYHHAS OT KAACCHIIM3Ma (B.A. Mo-
LapT, (K. M. Beb6ep,
®. Lly6epr), spesoro (O. Menpeabcon, P. [lyman),

A.BerxoBeH), paHHEro

nospauero (V1. Bpamc) poMaHTH3MA U 3aKaHYHMBas
Mmy3pikoit XX-XXI Beka. Ero nomyaspHoCTb B KOM-
IIO3UTOPCKOM, MICIIOAHUTEABCKOM M CAYIIATeAbCKOM
cpeAe 0OBSICHSIETCS COYeTaHMEeM SIPKOI KOHIIEPTHOMN
peIpe3eHTaTUBHOCTH, OOYCAOBACHHON ydYacTHeM

52



GENRE-STYLISTIC MODALITY OF THE PIANO QUARTET OP. 47 R. SCHUMANN

Pa3HOTEeMOPOBBIX HHCTPYMEHTOB, C TOHKOCTBIO Ka-
MEepHOTO ITHCbMA, YTO ITO3BOASIET BOIIAOTHTD MHOTO-
MepHOe XYAOXKEeCTBEHHOE COAeP>KaHHUe.

HyxHOo oOTMeTHTH, 4YTO OCHOBOIIOAOXKHU-
KOM >XaHpa (OPTENMUAHHOTO KBAPTETA CUUTACTCS
B.A. MorapT - aBTOp ABYX €ro KAACCU4eCKHX 00-
pasyos: gmoll (KV 478) uNe 2 Es-dur (KV 493).Tlo
Muenmo uccaepopareaeit (M. Baasiii [ 1], H. Camoit-
aoBa [7]), B.A. MonapTy yAaAOCh CO3AATh 3TOT THIL
IPOH3BEACHIS], CHHTE3HPOBaB B HEM YePThI IIPeATLIIe-
CTBYIOIIUX XaHPOB: TPHO-COHATBI, CTPYHHOTO KBap-
TeTa U KAABHPHOTo KoHIuepTa. CaeayeT Takke yIo-
MSHYTb aHAAOTM4HbIEe OTbIThI /. beTxoBeHa, mepsbIit
U3 KOTOPBIX — POBECHHUK MOIApTOBCckux. Ocobyro
HOITYASPHOCTb OPTEIIMAHHBIN KBapTeT Improbpe-
TaeT B 3MIOXY POMAHTH3Ma KaK CIIOCOO BBIPAKEHMUS
AMYHOCTHO-UHAMBUAYAABHOTO, paHTA3UNHOTO (8],
HEIIOBTOPHMOTI'O MUPOOINYIeHHS XYAOXKHUKA, AO-
Ka3aTeAbCTBOM 4eMy cAy>kaT QoprenuaHHbIe KBap-
tersl K. M. Bebepa, ®. Menaeancona, P. IllymaHa,
M. bpamca. B oramume or TpexyacTHOH ¢$OpMbI
IIMKAQ, TPUCYIIeN KAACCUYeCKUM 00pas1jaM XaHpa,
4TO COAMKAET ero C APyTMMHU BUAAMH CTPYHHO-KAQ-
BupHbIx aHcaMmbAert XVIII Beka, B pOMaHTHYECKYIO
3IIOXY YCTAHOBHMAACD YeTHIPEX4aCTHASI KOMITO3UIIHS
(ao6aBasiercss Menyat nau Ckeplio), cKopee CBOit-
CTBEHHAs CTPYHHOMY KBapTeTy U cuMpoHun. Tem
CaMbIM CO3AAETCsI ITOYBA AASI PACIIMPEHHS COAEP-
JKQT€ABHOTO ITOASI IIPOU3BEAEHIS, OOABIIETO IPOSIB-
A€HHUS 0COOEHHOT0, XapaKTEPHOTO, CyOBeKTUBHOTO
[3]. Tunoaormyeckue NPUMETH POMAHTUIECKOTO
$OpTENHaHHOTO KBAPTETAa IIOAYYAIOT TAKOE HHAUBHU-
AYaAbHO-CTHAEBOE IIPeTBOPeHHe, KOTOPOe CBI3aHO
B 001jeCTBEHHOM CO3HAHUH C «00pa3oM> TOTO HAU
HMHOT'O KOMIIO3UTOPA.

OpuruHasbHOe aBTOpPCKOe pelleHrne pOpTeru-
aHHBINA KBapTeT MoAy4YaeT B uHTepnpeTanuu P. Ily-
MaHa. HartoMHIM, 4TO OTIpaBHOI TOYKOI B paboTe
KOMITO3UTOPa HapA KaMePHO-UHCTYPMEHTaAbHBIMU
aHcaMmbAsMu cTaA 1842 roa, 4TO MO3BOASIET UCCAE-
AoBareAsiM, B ToM uncae AxxoHy Aasepuo / John
Daverio [9] u A. JKuromupckomy [S], HazBath ero

«TOAOM KaMepHOM My3bIku>. B aT0 Bpems P. Illyman
numeT Tpu CTpyHHBIX KBapTeTa op. 41, QopTenuan-
HbIM KBUHTET Op. 44, DopTenuanHbIi KBapTeT op. 47
u «PaHTacTHYECKHE TIbeChI>»> AASL GOPTEIIHMAHHOTO
TpHO op. 88. EcAn mpeacTaBUTD aATOPUTM BO3HHKHO-
BeHUs KAMePHO-UHCTPYMEHTAABHBIX ITUKAOB B TBOP-
yecTBe KOMIIO3UTOPA, TO BHIPHCOBBIBAETCSI HHTEpeC-
HasI 3aKOHMEPHOCTD: B IIEPBOM «CEPUH> OBAAACHHE
AQHHBIX BUAOB COUYMHEHUI IPEANIOYTEHHE OTAAHO
KAAQCCHYECKUM >KaHPOBBIM 00pasliaM; HAIIPOTUB, BO
BTOpOit (HaunHas ¢ 1847 ropa) — KOAUMECTBO KAACCH-
JeCKUX ¥ POMAHTHYECKUX OITyCOB IIPUMEPHO OAMHA-
koBO. I loka3zareapHO, uTO « PaHTaCTHYECKHE ITHECHI >
AASL QOPTENUAHHOTO TPHO OBIAM HAIIMCAHBI B 1842-M
TOAY, @ OITyOAMKOBAHBI C IPUCBOEHHEM OITyCa AHIIb
B 1850-M roay. HazoBewm B aT011 cBsizu, momumo Qop-
TEIINAaHHDbIX TPHO nu CKPI/IHI/I‘-IHIJIX COHaT, JUKABI ITb€C
C HPOI' paMMHI)IMI/I HaAaNMEHOBAHHSIMU: < (DaHTaCTI/I‘-Ie-
CKHe IbeChI» AASl KAQpHeTa U pOpTeNHaHo op. 73,
Pomancer aast ro6ost u dopTenuano op. 94, «IIbecsr
B HAPOAHOM CTHAE> AASI BAOAOHYEAU U GpOpTeNHaHo
op. 101, «Cka3ouHble KapTHHBI» AAS AABTa U POp-
TermmaHo op. 113, «Cka3ouHble TOBECTBOBAHUS >
AASL aABTa, KAApHeTa U ¢popTenuano op. 132. Oue-
BHAHO, YTO 33 HCKAIOYEHHEM CTPYHHBIX KBapTETOB,
P. IITymaH mMOCAEAOBATEABHO TArOTEET K aHCAMOASIM
¢ ydactreM $popTenuaHo. AaHHOe HAOAIOAEHHE IOA-
TBEP>KAACTCSI ABIDKEHHEM aBTOPCKOM MBICAH OT OB-
AAAEHHS KaHPOM CTPYHHOTO KBapTeTa yepe3 ¢pop-
TeIIMAHHbIN KBUHTET K POPTEIIMAaHHOMY KBapTeTY,
KOTOPBII B AQHHOM KOHTEKCTe BOCIIPHHHMMAeTCs
CBOeOOpPa3HBIM HTOTOM KOMIIO3UTOPCKHIX HCKAHUM
B 9TO# obaactu. HampaniBaeTcs BBIBOA O TOM, YTO
B op. 47 P. IllyMaH HaXOAUT ONTHMAABHBIN OaAaHC
MEXAY TPYIIION CTPYHHbIX X pOPTEIHAHO, IIOCKOAD-
KY, C OAHOM CTOPOHBI, COCTaB GOPTENHUAHHOTO KBap-
TeTa II03BOASIET €My He OTKa3bIBaThCsI OT OOpeTeH it
Iepropa «OypH U HATHUCKa>», C APYTOM - COXPAHHUTb
KaMepPHOCTBD XKaHpPa KaK ero pOAOBOe CBOMCTBO.

OTO CTUMYAUPYeT HCCACAOBATEABCKYIO MBICAb Ha
CPaBHUTeAbHBIN aHaAM3 popTenuaHHbx KBunTeTa
u KBapTera kommosuropa. Ax. AaBepruo oTmedaer,
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YTO HECMOTPSI Ha HEOOABIIYIO BPEMEHHYIO AHCTaH-
IIHIO, Pa3AEASIIONIYI0 Ha3BaHHbIE COYMHEHUS], MEXAY
HUMH CYyLIeCTBYIOT 3HAUMTEAbHbIe CTHAEBbIE pa3-
Aanmans. IIpu cxoskeM 9KCTpaBepTHOM, «OyHHOM>
3ByYaHHUHU IepPBbIX YacTell OOOHMX IPOU3BEAECHHUIT,
B KBapTeTe 04eBHAHO TATOTeHHE K HHTIMHOCTH BbI-
CKa3bIBaHMUsI, KOTOPOTO aBTOP AOOMBAETCSI C ITOMO-
11bI0 60Aee SIKOHOMHOT'O HCITOAB30BAHIUSI CKPHUITKH KAK
HOCHUTEASI SIPKOTO COABHOTO TeMOpa, U IOBBILIeHIEM
BHHUMAHUS K 3BYYaHHUIO «TEIAOIO>» PErucTpa BUO-
AOHYEAH, UCTIOAHSIONIE MHOYKECTBO BBIPa3UTEAbHbIX
TeM BO BCeX YacTsX KBapTeTa (OCOGEHHO BbIACASIET-
s Ha4aABHOE COAO BHOAOHYeAH B Andante cantabile)
[9, C.260]. E. KapeAnHa, COMOCTaBASIS TUITbI Pa3BH-
Tust B cOHaTHbIX allegri KBaprera n Ksunrera, ykassr-
BaeT Ha MX Pa3HYIO IIAOCKOCTHOCTb: «<...> B KBap-
TeTe OHO IMPEACTABASETCSI PACKPBITHEM BHYTpPeHHeH
TAyOUHBI, O4epYEeHHOTO BO BCTYIIACHHUH 3BYYalllero
“noas”, a B KBunTete obiee ABIDKeHHE OXBaThIBAEeT
IIeCTPYI0 MO3aHKy 0OPa30B, CIIASHHbIX MEXAY COO0I
nAeei kommaeMenTapaocru» |6, C. 9].

A>x. AaBepHo aKkIleHTHpyeT BHUMaHUE Ha «He-
OKAACCHYECKOM TOHe>» BbICKa3bIBaHUs B Poprenu-
anHoM kBaprerte P. Illymana. «I'mmMHuueckoe> BCTy-
MA€HME ITIEPBOM YaCTH (Sostenuto assai), Tax xe, KaK
1 06pasHOCTDb ee ocHOBHOM yactu (Allegro ma non
troppo) HAIIOMHHAIOT HCCAepoBaTeAro CTpyHHBIN
kBapreT op.74 A. berxosena u ero QoprenmanHoe
Tpuo op.97. B pemenun P. Illymana Hauyatp PpuHaA
C «BOOAYLIEBAEHHOTO>» (yraTo My3BIKOBeA yCMa-
TpHUBaeT CBsA3b ¢ $puHaraMu CTPYHHBIX KBApPTETOB
A. Berxosena op.59 N2 3 u B. A. Monapra KV 387,
4TO He CAy4aiHO, MockoAbKy P. Illyman B mponecce
OBAAAEHHUS KaMepPHO-aHCaMOAEBbIM IMUCbMOM TIIa-
TEABHO U3yYaA IAPTUTYPbI HA3BAHHbIX OITYCOB, BUAS
B HUX 00Pa3IIbI AASI CO3AQHUS COOCTBEHHbIX COYHHe-
Hu# B 9ToM xaHpe. Ha moandonuunoctr Ounasa
ykasbiBaeT u E. Kapeanna, orMedast 4To «B cpas-
HeHnu ¢ KBunTeTOM, Maprurtypa KBaprera pAemoH-
CTpUpyeT 60Aee CMEADII B TEXHIYeCKOM OTHONIEHUH

ABTOPCKHUI 9KCIIEPUMEHT, 0COOEHHO B PUHAABHOM
gactu>» [6, C. 10].

HecMmoTps Ha ormedaemyro Ax. AaBepuo «He-
OKAACCHYHOCTb> TOHA BBICKA3bIBAHHS, ONOPY Ha
KAQCCHYeCKHe MOACAM )KaHpa, ITyMaHoBckui Qopre-
IIMAHHbINA KBAPTET COAEP>KUT BCe IIPUMETHI YHUKAAD-
HOTO CTHAS KOMIIO3UTOPA, CO3AAHHOTO B popTemnu-
aHHBIX courHeHusAX 1830-X ropOB U COXpaHSAIOIEro
AKTYaAbHOCTD BO BCEX ITOCACAYIOIIUX. DTO KaCaeTcst
ocobeHHOCTelT GpaKTypsl, TeMO- U OpMOOOpa3oBa-
HUsI, 00pa3HO-9MOIIMOHAABHOM Ay Pbl, HHTOHAIHOH-
HOTO cTpost U Tp. [2; 4]. Aaxe 6eraoro B3rasipa Ha
napturypy Poprenuannoro ksaprera P. IIlymana
AOCTATOYHO, YTOOBI 3AMETUTH OYEBUAHOE SKEAAHHE
aBTOpa u3baBuTCs oT poHOBOro Marepuaaa. [Toxa-
Ay¥l, AUIIIb B TPETbeH, MEAACHHOM YaCTH YEThIPEX-
JaCTHOTO IIMKAA OH HECKOABKO OTCTYIIAeT OT TaKo-
IO HaMEPEHHUS B CHAY H36paHH0171 JKaHPOBOM MOAEAH
- uncrpyMenTtaabHou Lied. ITopo6Hast aBTOpCKas
cTparerus obecrnedynBaeT MAKCHMAABHYIO CTEIIeHb
TEMATHYECKOM 3HAYUMOCTH AIOOOrO dAEMEeHTa aH-
caMbAeBO#t GaKTypBl, YTO IPUBOAUT K YIIAOTHEHHUIO
MY3bIKAABHOTO BPEMEHH, CAeACTBHEM 4Yero OKa-
3bIBAeTCSI HOBOE M3MepeHHe TeMIIOPAAbHOCTH: He
CKOPOCTHOE, XOTsI K CKepIIO, U pHHAA BBIACP>KAHBI
B OBICTPBIX TEMIIAX, 2 COOBITHITHOE.

B conarnom Allegro ma non troppo (opHako - alla
breve, Es-dur) B ApaMaTypru4eckoM MAAHe BBIAGAS-
IOTCSI M COIIOCTABASIIOTCSI ABe 0Opa3HO-CeMaHTHYe-
ckue cdephl: AMPHYECKasl U UIPOBast C OTTEHKAMHU
TaHIleBaAbHOCTH. [lepBast M3 HMX, OXBaThIBAIOI]AS
BECh PA3AEA TPEXYACTHOM PENPU3HOM TAABHOM ITap-
THUH, 9KCIIOHUPOBAHA B HETOPOIIAMBOM BCTYTIACHUH
(sostenuto assai), IIOCTPOEHHOM Ha TPEX BapUaHTaX
BOIIPOCHTEAbHBIX HHTOHAIIUH, ABE U3 KOTOPBIX I1O-
PYdeHbI CTPYHHOMY TPHO, TPETbs — OTKAUKY (HO He
oTBeTy) doprenuano. ITO MOTUBHbIE 3epHA, U3
KOTOPBIX BBIPACTAIOT obe rAaBHbIE TeMbI — C OT-
TeHKaMu UrpUBOCTH (HO C pemMapkoit sempre molto
sentimento), U NIMPOKO pacrieTast CTPYHHBIMU C Mep-
BEHCTBOM BHOAOHYeAU. Apyrasi 00pa3HO-CeMaHTH-
Jeckas cpepa 0ObeAHHSIET CBA3YIOLIYIO, IOOOYHYIO
U 3aKAIOUHTEABHYIO IAPTHUH, IIOCTPOEHHbIE Ha 00-
IeM TeMaTudeckoM Marepuase. Kaxpaast obpasHast
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30Ha obAapaeT BHYTPEeHHEN AOTHKOHN COOBITUMHOCTH
U COOTHOCHTCSI C APYTOH IO IIPUHITUITY KOHTPACTA,
HO He AOCTHUTAIOIero CTelneHH KOHPAUKTHOCTH,
B CHAY UX B3aUMOAOIIOAHMMOCTH KaK Pa3HBIX CTOPOH
HeKOeM IIeAOCTHOCTH.

B crpykrype nepsoit wactu nuxaa P. Illyman
IPUAEPXKUBAETCST CKOpee 001eyHKIIMOHAAPHOM
AOTHKH COHATHBIX allegro, HeXXeAU TPaAUIIMOHHOM
CHCTEMBI <IIPEAMETHBIX>, TeMATHYECKH OPOpPM-
AEHHDBIX TAABHOU M ITOOOYHOMN MApTHUM C TeMaTude-
CKH PacCpeAOTOYEHHBIMHU CBSI3YIONIEH U 3aKAIOYH-
TeAbHON. Ha npoTsxennu Bceit popMbl KOMIIO3UTOP
MBICAUT KOMIIAKTHBIMH CTPYKTYPaMHU C aKTHBHBIM
HCIIOAB30BAaHHEM TIPUHIIUIA CEeKBEHI[HPOBAHMUSA
Y TApMOHHUYECKHX CPEACTB. Takoe peleHue mo3Bo-
ASIET €My, C OAHO¥ CTOPOHBI, OBICTPO MEHSTD AUCIIO-
3HUIL[IY AaHCAMOAEBBIX TOAOCOB, C APYTOT, - YIIAOTHHTb
BpeMsi He TOABKO B aKTYPHOM, HO M B TOPU30HTAAD-
HO-TIPOLIeCCyaABHOM H3MepeHHHU. Pazpaborka oT-
KPBIBAeTCsI QHAAOTMYHO HAYaAy COHaTHOro allegro,
IIpUYeM CTPYHHbBIE HI'PAIOT IIOAHO3BYYHBIMHU aKKOP-
AAMH, a KOXKABIF HHCTPYMEHT HaAeA€H ABYXTOAOCH-
eM. B ocHOBHOM ee paspeae (Temn Allegro) cpasy ke
HarHeTaeTcsl FApMOHUYEeCKOe HalpsDKeHue (qeper-
BaHUe aKKOPAOB d-moll 1 yMeHBIIEeHHBIX CELITAKKOP-
AOB), HO Bech HIepBbII 9TAIl COOBITHI BOCIPUHIMA-
eTCsl KakK IpeoOpa3oBaHHAs TAABHAS IIAPTHS: OAHA
3a APYTO¥ IPOXOAAT ee TeMsl B d-moll, g-moll, a-moll,
h-moll v ip. Avib Bropasi CTapus pa3BUTHS COBIIA-
AQeT C TPAAUITMOHHBIMH ITPEACTAaBACHHSMH O IIPO-
Ijeccax, IPUCYIIUX I[eHTPAAbHBIM YaCTSIM COHATHbIX
$OpM: TOHAABHBIE YCTOU 3A€Ch CMEHSIOTCSI TaK OblI-
CTPO, 4TO OINyIjeHHe TOHUKAAbHOCTU HUBEAHPYeT-
cst. Permpusa B3AeTaeT Ha rpeOHe KyAbMUHALIUH, TAE
nepBasi TAaBHAs TeMa MOIITHO YTBEPXKAAETCS MHOTO-
3BYYHBIMU aKKOPAAMU BCETO aHCAMOASI B AMHAMUKE
ff- B mpoBepeHMe BTOPO# TAQBHOI TEMBI BPBHIBAIOTCS
CTPEeMHTEAbHBIMH B3A€TaMU CTPYHHBIE, YTO CO3AAET
uHTepecHblll poHnyeckuit adPext. He menee neo-
JKHAQHHBIM KQXKeTCSI CHAbHOE TOPMOXKEHHE ABIDKe-
HUS B KOHIJe PeIpU3bl, TA€ BeCh aHCAMOAD B HIOAHCE P
AOATO TSIHET 3BYKHU B IIOAOBUHHBIX U IIEABIX AAUTEAD-

HOCTSIX, [IOPOXXAQs BIIEYATACHHUE OCTAaHOBACHHOTI'O
BpeMeHH, 00pa3 raybokoro camonorpysxenus. OT-
BETOM CAY>KUT HOBasl TeMa, OTKPBIBAIOIIast Koy (pitt
agitato), MHOTOKPATHO IIPOXOAS B AY9TaX CTPYHHBIX,
¥I AMIIIb 3aT€M OHU )K€ HAIIOMUHAIOT BTOPYO TAQBHYIO
TeMy, @ <II0A 3aHABEC> — BCE BMECTE IIEPBYIO.

Ha ocHoBe anaausza conarsoro allegro ®opre-
nuanHoro ksaprera P.Illymana MOXHO caeAaThb
BBIBOA O IIPETBOPEHHU OCOOOM MOAEAU AMPHKO-
APaMaTH4YeCKOTO BBICKA3BIBAHUS, B KOTOPOM AO-
CTaTO4YHO 6e33a00THAS IKCITO3ULIUS C MAXKOPHBIM
TOHAABHBIM LIEHTPOM CMEHSIETCSI ICUXOAOTHYECKH
OCTPBIMH COOBITUSIMU Pa3pabOTKH, OTMEUEHHOM
IIOYTH TOTAABHOM XPOMATH3ALUeN 3BYKOBBICOT-
HOCTHU U TOTOBSIIEN B3PbIB-KaTaCTPOQy, He IOAY-
Yarollen peaAusaliuy, a pa3pemaeMon paAOCTHIM
BO3BpaeHreM pernpusbl. OAHAKO He U3)KUTHII BHY-
TPEHHHI KOHPAUKT HAIOMUHAET O cebe B «<IMU30Ae
OLielIeHeHUs» ¥ HOBOM TeMe, OTKPBIBAIOLIEN KOAY
(con anima); AvIb 3aTeM HaCTyTIaeT OTHOCHTEABHOE
paBHOBecue U 3akperenue Es-dur.

B ancambaeBoM muckMe coHaTHOro allegro Ha-
OAIOAQ€TCS PsIA 0COOEHHOCTET, OTAUYAIOIINX €TI0 OT
CAOXKUBIIMXCSI IPUEMOB B KAACCHYECKHX 0Opasnax.
ITepBast u3 HUX KacaeTCsl TPAKTOBKY HMapTUH $Op-
TenHraHo. YuuTsiBas, 4yTo KBapreT nucaacs P. Ily-
MaHOM B pacyere Ha IIMAHUCTHIECKOE MACTEPCTBO
Kaapsi, 65100 651 HeIIpaBOMEPHBIM OXXHAATH OT PO-
SIASL IOAHOTO PAaBHOIIPABUSL C IPYILION CTPYHHBIX.
U Bce >xe pOpTenHraHO AOBOABHO PEAKO COAUPYET
¥l COBEPIIEHO AULIEHO OCTPOEHHI KAACHIJIOHHOTO
Trma. B mpoBeAeHNH TAABHOM TEMBI OHO IIOAAEPIKHU-
BAeTCsI TPHO U AULIb B «OTBETAX> €r0 MAPTHsI IPHU-
obperaeTr XapakTep COAbHO-BUPTYO3HON MOTOPHKHL.
C Apyroit cTopoHbI, MapTHs GOPTENHAHO KpariHe
PEAKO CBOAUTCS K COMPOBOXAEHHIO (BTOpast TeMa
TAQBHOII TAPTHH), @ B pa3paboTKe GYHKIUU AeBOH
U IIPAaBOM PYKH Pa3A€A€HbI IO IPHUHIUITY <«MO-
THBHOe pa3BuTue — poH>». HeobbraHO TpakTOBaHA
I'pyr[na CTPYHHBIX. HOMI/IMO HPI/IBI)I‘-IHBIX AHUAAOTOB-
MIMUTALINI, OHA IIPEACTABAEHA B BIAE MHOTO3BYYHBIX
BEPTHKAAEH, IPEBPAIASICh U3 TPHO B KBAPTET U ALKE
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CeKCTeT. AOCTaTOYHO YaCTO HCIIOAB3YIOTCS OKTABHO-
YHUCOHHBIE Ay9TbI U TEPLIETHI, YTO B COBOKYIIHOCTH
C yMHOXXEHHEM PeaAbHOTI'O KOAYeCTBA TOHOB B Bep-
TUKAAH TIPUBOAUT K AMHAMUYECKOMY (aKyCTHYeCKO-
MY) paclIupeHHIo 3ByKOBO# MacChL.

Bricrpo nponocsameecs Scherzo (Molto vivace,
g-moll) NpoAOA’KaeT AMHHIO MEHAEAbCOHOBCKHX,
xots u caM P. IllymaH TArorea Kk «HOYHOM > TeMa-
Trke. DopMa 9TO YaCTH — TUINYHO LIyMAaHOBCKAsL:
C ABYMS Pa3HOTEMHBIMH U Pa3HOXapaKTEPHBIMH
Tpuo. PasaeAst A HarcaHsl B Ayxe perpetuum mobile
1 OCHOBAaHbI Ha UMHTAIIUAX I1O HPI/IHHI/IHY (byraTo.
I/IMI/ITaI_H/IOHHbIe HpHeMbI HPI/ICYH_H/I AI/IPI/IquKOMy
TpHO I, rAe cTpeTTHBIE HAAOXKEHHUSI FOAOCOB B ITap-
TUU QOPTENNAHO [TOAYEPKUBAIOTCS TO AABTOM, TO
BHOAOHYEABI0. C TOYKH 3peHUs] TeMaTu3Ma TPUO
I mpepcraBasieT cO6OM ABaXKABI IIPEACTABACHHBIN
KOHTPACT AMPUYECKOi MEAOAUHM U OTTOAOCKOB (y po-
SIAST) <ABSIBOABCKOTO HaBaXAEHHS >, TOCIIOACTBOBAB-
LIeT0 B IIEPBOM paspeAe Scherzo. JTa xxe 06pasHOCTD
poHuKaeT B TpHO I, rae oTAeAbHBIE TADMOHUY B TH-
IIUYHO LIYMAHOBCKOM PUTMHUYECKOM OQOPMAEHNH, -
CO3AQIOIEM BIIEYATACHHE OTCYTCTBUS METPUIECKON
CeTKH, - K TOMY XK€ YePeAYIOTCS B Pa3HbIX PEIUCTPAX,
BCAEACTBHE Yero UX pYHKIIMOHAABHbIE CBSI3U OKA3bl-
BAIOTCsI HECKOABKO OCAAOACHHBIMH, XOTS CTPYHHbIE
OTKAMKAIOTCSI MIMEHHO Ha CelTaKKopaax. B kpo-
LIEYHOM KOAe GpOPTENHaHO OAUHOKO HAIIOMHMHAET
IPyCTHYI0 MeAoAHYecKyto dpasy us Tpuo 1 (poco
ritardando).

ITocae cympaka Iyraromux BuAeHuil Scherzo
0COGEHHO NPUBETAUBOI, IO-AOMAIIHEMY «IOCTe-
MIPUMMHOM > KaXKeTCs TPeTbs 4acThb nukAa (B-dur).
3aech pAaer o cebe 3HATH KyABTYpa OHAepMariepa.
OAHAKO «AOMaIlTHAasAS» MHTOHAIMS AAAeKO He HC-
JepIbIBaeT coaepyxkanue aroro Andante cantabile.
Ero cmpicA moAnoOHMYEH U BMeIaeT B cebst Bce
OTTEHKH IOHATHS «HOCTAABIHS>. 3A€Ch U ITO3HA-
HUe HEyAOBUMOCTH CYACThSI, U MEYTHI O AYLIEBHOM
IIOKO€, U HEBO3MOXKHOCTD IIPEOAOAETb BHYTPEHHEEe
OAMHOYECTBO, ¥ )KEAAHHE BKYCUTD TEIIAO CEMENHOTO
ogara. O6 06pa3HO-9MOLMOHAABHOM <« CIIEKTPAAD-

HOCTH>» 9TOrO IAYOOKO MHTUMHOIO OTKPOBEHHS
TOBOPHT II0CAEAOBATEABHOCTD MY3BIKAABHBIX COOBI-
THUI U UX CONpsDKeHHOCTb. Andante cantabile Haun-
HAeTCs CAOBHO HHOTKYAA: ¢ DDVIIL > D° u dpaspy,
KOTOpast BIIOCAEACTBUY CTaHET KapaHCOBOM. Tema
BHOAOHYEAU B COIIPOBOXKACHHUH POSIASL X TOYEIHBIX
3BYKOB OCTaAbHBIX CTPYHHBIX [JEAUKOM BBIAEPIKAHA
B Ayxe OupepMaiiepa U IOYTH OaHAAbHA B IIPEACKa-
3yeMOCTH CBOEI'0 MEAOAMYECKOTO prucyHKa. OpHaKO
IIOCA€ CTPETTHO BCTYMAOIEH CKPHUIIKH C 9TOM XKe
TEMOI CMBICAOOOPA3 My3bIKM HAYHHAET II0CTEIIEHHO
ycAOKHATbCSI. CABHHYTAst B 00AACTh CyOAOMUHAH-
Tbhl AMHUA BHOAOHYECAHN AHMIIDb YaCTHUYHO HOBTOpﬁeT
BEAYIIYIO MEAOAMIO, KOHTPAIyHKTHPYsI efl. Tawoke
HAIIABIBOM BBOAVIMASI BAPHALIUSI YK AOCTATOYHO AQd-
AeKo yBoauT ot cruanctuxu Hausmusik. ITaprurypa
IPEACTAET B BUAE ITOAMPOHIIECKOTO CONPSDKEHUS
ABYX MEAOAUYECKUX ABIDKEHUI: CHHKOIMPOBAHHO-
roy ¢poprernrano c 060061jeHHBIM BOCIIPOU3BEACHH-
€M HCXOAHOM TeMBI — U TAK)Ke BOCIIPOU3BOASIIMMU
AUILIb ee KOHTYP $pa3 aAbTa, UIPAIOILETO B COOT-
BETCTBHHU C METpUYeCKON ceTkoil. Eme paapure ot
brpaepMariepa YBOAUT ABYXIACTHBIN CPEAHUI Pa3A€A
CAOXHOI TpexdacTHOI $popmsr Andante cantabile.
ToxaasHOCTD Ges-dur, pacreTast 4eTHIPEXTOAOCHAS
daKTypa ¢ BEAYIIM FOAOCOM CKPHIKH (TpH MOBTO-
peHuu - POPTENHaHO), BTOPTAIONIHecs MEAOAUYE-
CKHE A€TAaAU MY3bIKAABHOM TKAaHM POSIAS, KpPalHIs
YAQACHHOCTb HHTOHALIUI OT OBITOBBIX HCTOYHHUKOB —
TaKUM IpeAcTaer obpas, Boraomaromuit mup ITo-
ara. B penpuse Andante cantabile x Teme BUOAOHYIeAH
IPHCOEAMHSIETCS. OPHAMEHT CKPHIIKH, CHHKOIIUPO-
BAaHHAS BAPHALYSL M3bIMAETCS, ¥ Ha ee MeCTe BHOBb
COAUpPYeT BHOAOHYEAb Ha (POHE AOATUX IEAAAEN
AABTA M CKPHIIKH, YTO B COYETAHUM C HEU3MEHHBIM
TOHHUYEeCKUM 02COM BBI3bIBAeT B BOOOpaskeHUH 06pas3
BeyHOCTHU. C KOMITO3UI[IOHHOM TOYKH 3PEH¥SI — 9TO
koaa. Ho pasee B mepekanakax-pasaAyMbsix, OTChIAQ-
IOIUX K BOIIPOLIAHUSIM BCTYIIACHUSI [IEPBO YaCTH
LIMKAQ, [IPEABOCXHINACTCS HICXOAHAS TeMa PpUHAAQ.
I'To 3aKoHaM >KaHpa, YHACAEAOBAHHBIM OT COABHO-
ro (poprenmanHOro) KoHuepra, QpUHAA KBapTeTa
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P. IITymana npu3BaH MpOU3BECTH Ha IIyOAUKY Olle-
AOMASIIOIIee BriedaTaeHre. KoMnosuTop AeMoHCTpH-
pYyeT B HeM BUPTYO3HOE MaCTePCTBO BAAACHHS aHCAM-
OAEBBIM IIMCHMOM, a MCIIOAHUTEADbCKHUI
KOAAEKTUB — «TPAaHCIIeHAEHTHBIM> HCKYCCTBOM €ro
peaausanum. Bricokast CKopocTb ABIDKeHHSA (Vivace,
J = 152), U3AOKeHHMe MO MPEUMYIIECTBY MEAKUMU
AAUTEABHOCTSIMH, Pa3AUYHbIE BUABI MOTOPHUKH — B ITO-
AnPOHNYECKOH PaKType U YHUCOHAX, OBICTpbIE pe-
IIAMKY, OOMAMe PeNeTHLMOHHBIX QUTYP — BCe ITO
CO3AAET d9HePreTHYeCKHU BBICOKHI TOHYC MY3bIKAABHO-
TO 3BYYaHHSL.

Becpma HeoObryHa kommosunusi ¢uHasa. Ee
MO>KHO OIIPEAEAUTDb KaK COHATHYIO C GOABIINM IITH-
30AOM BMeCTO pa3pabOoTKH, YepTaMU POHAO-COHATBI,
IIMPOKO PA3BUTHIMH 3aKAIOUUTEABHBIMH MAPTUSMU
Pa3paboTOYHOrO THUIIA, KOAOH.

I'AaBHasI TAPTHUS MPEACTABASIET COOOM YeThIpex-
rOAOCHOe $yraTo, OCHOBaHHOe Ha obmux popmax
ABIDKEHHS], KOTOPOMY IIPEAIIeCTBYeT CBOEro poAd
TE3HC: BOIPOCHO-OTBETHOE IIOCTPOEHHE IO THITY
«SIAPO — Pa3BepThIBAHHE >, TEMATUIECKU TOATOTOB-
AGHHOE B ITIOCACAHUX TakTax Andante cantabile. DToT
’Ke Te3HC 3aMBIKAeT FAABHYIO 1 00e 3aKAIOUHTEABHbIE
napruu (B 9KCTIO3HIUU U penpnse). Meaopnyecku
eAocTHast TeMa B c-moll - B-dur (BuoaoHUeAb, 3aTeM
AyaT aAbTa U CKpI/IHKI/I) IIEPEBOAUT B ABYX9AEMEHT-
HYIO, TalOKe AUPUYECKYI0 TOOO0YHYI0 (B-dur), peA-
CTaBACHHYIO AMAAOTaMH-CTPeTTaMH (pOPTENHaHO
U QABTQ, AABTA U CKPUIIKHU H ITP. 3aMBIKAET II0OOYHbII
pasaeA cBsIsyromas TeMa. B pa3paborounoii 3akar04u-
TEABHOI MAPTHU MOANPOHUIECKH PA3BUBAIOTCS 002
dA€MEHTA TAABHOM TEeMBI, JACTO HCIIOAb3YeTCS CHH-
XPOHHAsI UTPA Pa3HOOOPA3HBIX BUPTYO3HBIX QHUIYP.
BocnpousseaeHne «Tesnca> 3aMbIKaeT SKCIIO3ULIUIO.

KouTpacTHblit a1130p Ha Mecte paspaboTku As-
dur Bech BBIAEP>KAH B POBHBIX AAUTEABHOCTSIX: BOCh-
MBIX 1 YeTBepTAX. [AaBHOe BbIpasuTeAbHOE CPEACTBO
TeMAaTH3Ma 3aKAI09AeTCs 3AeCh B COIIOCTABACHUH QUTY-
PAIIMOHHOIO U IMOCTYIIEHHOTO ABIDKeHHsI. OCHOBHOM
aHCaMOAEeBbII IIpHUeM — COBMECTHASI UTpa C AyOANPOB-

KaMH TOAOCOB M HX ITePeCTaHOBKAMH IO ITPHHITHITY
ABOITHOTO KOHTpAITyHKTa. B penpuse raaBHas nmapus
OITyIlleHa, B KOA€ BBIIMCAHO ABOMHOE (yraTo C co-
BMeCTHOM akcnosunuen. «ITocaepannm caoBom> du-
HAAQ CTAaHOBHTCS TeMA CBA3YIONIeH MapTHH, KOTOPas
3aMbIkaAa 06a MO6OYHBIX pasaea (SKCIO3ULMHU U Pe-
npnsm), 4TO IPHUAAET el CBOMCTBA peppeHHOCTH. 3a-
KAIOUMTEAbHbIe TaKThl B KAAQHCE 3aKPEeIASIIOT SIAPO
<KTe3uca>.

B saBepmenun anaamsa mrymaHosckoro Ksap-
TeTa - HEeCKOAbKO 3aMeYaHMi, KaCaIoIUXCs IpH-
BHECEHIH B KAHPOBYIO MOAEADb HOBBIX Kpacok. M3-
OpaB AASL CBOETO OITyCa MaXKOPHYIO TOHAABHOCTb,
KOMIIO3UTOP, TeM He MeHee, IIPUBHeC B COHaTHOe
allegro aupuxo-ppamarudeckue deptsl. B Hanboaee
HArAsIAHOM ¢popMe OHU MPOSIBUAKCH B pa3paboTke
U TAaKOM TUIIUYHOM AAS cuMdoHu3Ma A. berxosena
nprieMe, Kak COBITIAA€HHe HaYaAa PeTpPU3bl C KyABMH-
HaIye pa3paboTOYHbIX COOBITHUI, IPHYEM TAABHASI
TeMa II0AQeTCs B IIpeoOpa3oBaHHOM BHAe. B apa-
MaTypru4eckoM IAAHEe IJ@AOCTHOCTD KOHIJeIIITHH
AOCTHIaeTCcsi 6AAroAapsi CMBICAOBBIM apKaM MEXKAY
3THM30AAMH, OCHOBAHHBIMH Ha HICXOAHOM TeMe, pa3-
PabOTKOM, «CTOIM-KaAPOM> IepeA KOAOM 1 HOBBIM
MEAOAUYECKHM BbBICKA3bIBAHUEM B 3aKAIOUUTEAD-
HOM yacTu coHarHoro allegro. He oTxassiBasich oT
KoHIlepTHOM BupTyo3HocTH, P. Illyman abcoaroTHO
MIOAYMHSIET BCIO MOTOPHKY TeMAaTHYeCKOMY Haya-
Ay. Ampepckue no3unuu GopTenuaHo MOCTOSHHO
OCHaPI/IBaIOT CTPYHHbIe I/IHCTPYMeHTbI, B rpynne
KOTOPBIX CKPHIIKA IlepecTaeT ObITh IIEPBOM CPeAH
PaBHBIX, YCTyIas IIEPBEHCTBO TO BUOAOHYEAH, TO
AABTY, YTO MOXKHO PACLIEHUTh KaK AAAbHEHIIHH Iy Th
COBepLIeHCTBOBaHMs aHCaMbaeBoro mapurera. Ha-
KOHel], COCTaB HHCTPYMEHTOB aHCaMOAsI IIO3BOAUA
P. IlTymany cOXpaHUTb NPUCYILYIO ero GOopTenuaH-
HBIM ITpou3BeAeHUsIM 1830-x rop0B MHOTOMEpPHOCTD
My3bIKQABHOJ TKaHH, KOTOPAsi AASI HETO BCeraa Obiaa
4eM-TO OOABILINM, HEXKEAU IIOAMPOHMUS PA3HBIX IO-
AOCOB, a2 UIMEHHO — CIIOCOOOM BOIIAOIIEHMS «<KOH-
TPAITyHKTA XU3HU >, BOCIPUHATOMY UM, COTAACHO
M3BeCTHOMY BbICKa3biBaHMIO, OT JKan-Tloas.
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MODERN CHINESE ART SONG: GENRE SPECIFICITY

Abstract. There have been conditions of becoming and the content specificity of modern Chinese
art song as a genre kind of Chinese art song. It has been determined historical and cultural conditions
of becoming the modern Chinese art song, which was born after the end of the “cultural revolution”.
It was set forth some traditions (philosophical symbolism, melodism, lyricism, the principle of mu-
sical poetry, the psychologization of the content in the piano part, the national verbal language, the
laconicism of the expression of content, the formative principles, the principle of embodiment of
the “idea without words”, the unity of the features of Chinese poetic classicism and musical romanti-
cism) and innovations of modern Chinese art song (updating of the subject due to the reflection of
the historical processes of the last third of the 20" - the beginning of the 21* century, presented in

hidden symbolic reflection).

Keywords: modern Chinese art song, second golden age, genre kind, genre archetype, hidden

historical event, Chinese poetic classicism, musical romanticism.

One of the directions of development of modern
musicology sinology is connected to the develop-
ment of the genre structure of Chinese musical art.
The application of the fundamentals of genre theo-
ry to the study of Chinese art song provides for the
implementation, based on the application of the his-
torical approach of differentiating its genre structure,
establishing the properties of the genre archetype
and its internal genre kinds.

The genre of the Chinese art song covers a cen-
tury in the history of the musical culture of China,
namely: from the 1920s to the 2020s. Even in the
era of the “cultural revolution”, the development of
the forbidden genre at that time did not stop: the
composers created art songs secretly, they had some
hopes that high art would revive in the future. But
due to the fact that Chinese art songs of the era of
the “cultural revolution” were almost not kept, the
development of the genre is characterized by a break

in gradualness equal to ten years (1966-1976). The
genre of the Chinese art song from the last quarter of
the 20" century has acquired a new stage of develop-
ment, marked by becoming of a genre kind, namely:
the modern Chinese art song. This way, according to
Tsao Khe, the Chinese musicologists defined updat-
ed samples of the genre archetype that arose in the
second half of the 1970, after the end of the “cultur-
al revolution” [6]. Keeping traditions, the modern
Chinese art song has been enriched with new ideas,
images, themes, genre signs, structural patterns; its
semantic circle has expanded. But, along with some
innovations, the modern Chinese art song develops
the traditions of the genre archetype, acquiring the
meaning of its “sprout”

Studying the specifics of the genre of the mod-
ern Chinese art song, its genre semantics — a topical
task of modern musicology — involves some detrmi-
nation of historical and artistic prerequisites for its
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occurrence, developing periodization of develop-
ment, setting forth the levels of interaction between
traditions and innovations, the specifics of individ-
ual composer interpretations.

To discover the content of the research topic, it is
advisable to include the following research methods:
historical-contextual to identify the objective laws
of the birth of the modern Chinese art song and to
recognize the hidden meanings in it due to the artis-
tic response to those historical events and processes
that became the prerequisite for the birth of artis-
tic integrity; genre-typological — in order to specify
specific features inherent in it; decoding method to
disclose the meanings hidden in the artistic integrity.

The formation and development of the modern
Chinese art song occur in a line with the unified de-
velopment process of the Chinese chamber-vocal
lyrics, represented by the Chinese art song. The
processes of updating the modern Chinese art song
occur as a consequence of the development of the
magistral genre.

The Chinese art song as a whole is distinguished
by an evolutionary type of development. But after
the end of the “cultural revolution” (1966-1976),
when the creation of the Chinese art song was for-
bidden, a backtrack from the general evolutionary
line of development occurred in the development
of the genre. The revival of the genre in the second
half of the 1970 s happened spasmodically and led
to the birth of the modern Chinese art song and it
has been developing for 4S5 years. In the general his-
tory and periodization of the Chinese art song, the
modern Chinese art song appears as an integral and
regular stage in the historical development of a uni-
fied genre model.

In general, the stages of the centennial develop-
ment of the Chinese art song include: the evolution-
ary process from 1920 to 1965 —the “first golden age”
which is with an internal division into two stages in
1949 (the creation of the PRC), a break in gradual-
ness (the “cultural revolution” 1966-1976), a revo-
lutionary renewal, which happened in the second

half of the 19705 after the completion of the 10th
anniversary of the reign of the “gang of four” and
led to the birth of the modern kind of this genre, the
turther evolutionary development of the modern art
song for the “second golden age”, which has been
four and a half decades so far from the second half
of the 1970s. The period of birth and stabilization
of the Chinese art song (1920-1965) after a break
in gradualism (1966-1976) changed the process
of diversification of the genre. When the modern
Chinese art song appeared, the break in gradual-
ness which had taken place in connection with the
“cultural revolution” occured and the restoration of
cyclic development in the history of the genre arche-
type (the Chinese art song) become. The modern
Chinese art song is the most important achievement
of the “second golden age” in the development of the
genre prototype.

The modern art song organically combines tradi-
tion and innovation. It can be seen the genre tradi-
tions that have retained their significance in the life
of the modern Chinese art song include as follows:
philosophical symbolism, melody, lyricism, the prin-
ciple of musical poetry, the nature of the relation-
ship between vocal and piano parts (functions of the
psychologization of content, containment of leutin-
symbols are related to the piano parts), maintenance
of the basics national language, laconic expression of
content. The formative foundations that have been
kept in the modern art song include the two-part
form with the introduction and coda, the presence
of numerous piano solos (prelude, interlude, post-
lude), the main musical and poetic theme (as it was
observed by Tsao Khe [6, P. 52]) at the beginning
and at the end of the work, placed the climax at the
end of the work, where the main idea takes on the
final expression. The principle of philosophical and
artistic creativity of China, such as “free exchange
between the natural world and the world of culture”
is important and nowdays [3, P. 335]. The modern
Chinese art song also keeps such a tradition of the
genre archetype as the embodiment of “ideas with-
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out words” [6, P. 53] in piano solos of a musical po-
etic composition. The maintenance of the features
of the musical and poetic style of the genre arche-
type in the samples of the modern Chinese art song
proves the relevance and prospects of the linguistic
and formative properties produced 100 years ago.
Under the cover of “Chinese classicism” [1] in
the modern Chinese art song, it is hidden a true ro-
mantic nature which is the basis of the genre arche-
type. According to U Khun Yuan, “poetic classicism
became the basis of Chinese musical romanticism in
the 20™ century”, which took place in the genre of the
Chinese art song [5, P. 172]. The regularity which
was found by U Khun Yuan has retained its signifi-
cance in the modern Chinese art song in the 20"
centure. Indeed, the German Kunstlied Schubert-
Schumann model remains the genre prototype of
not only the Chinese art song that developed in the
1920, but also its modern genre kind. The romantic
type of worldview, embodied in classical forms for
the Chinese figurative system, acts as a common sty-
listic feature of the Chinese art song and its modern
genre kind. The analysis of samples of the modern
Chinese art song testifies that in the 21* century the
ideal of “eternally alive antiquity” [3, P. 335], which
is characteristic of the national art has been kept.
As for the innovations of the genre style of the
modern art song, they are, first of all, conditioned by
the development of a new ideological and thematic
complex. The traditional Chinese art song is based
first of all on the development of the theme of con-
templation of natural beauties which is classical for
national ancient poetry, and through its prism, the
poet’s soul was revealed. For the modern type of the
genre, comprehension of current events of the pres-
ent also occurs due to a specific “dialogue> with the
world. For example, during the Chinese revival that
began in the second half of the 1970's (after the end
of the “cultural revolution”), in 1976 the composer
Shan Dei, who has been defined as the “innovator
and classic” of national culture by Tsao Khe [6],
created the first samples of the modern Chinese art

song in a genre kind of the coloratura arias — “Spring
Breeze” and “Spring of Science Has Come.” In these
songs, acoording to Tsao Khe, the beginning of a
new era in the history of China after the end of the
“cultural revolution” is glorified due to the creation
of a joyful spring landscape as a symbol of national
revival [6].

In 1979, which also refers to the beginning of
the national revival, the modern Chinese art song
by Chan Io Kun “Spring Tale” where the words were
written by Jiang Kei Zhu appeared. In this song, ac-
cording to the observation of Shi Khunchan, in an
allegorical form “the problems of modern life are dis-
played, which is generally characteristic of Chinese
literature” [7, P. 238], while the “literal and meta-
phorical meaning, which are inherit to the composi-
tion, interact and mutually enrich.” Shi Khunchan,
analyzing the song of Chan Io Kun, rightly empha-
sized that the purpose of the literary text in the ana-
lyzed song s to “express and hide equally, name and
dedicate” [7, P. 239]. The modern Chinese art song
by Chan Io Kun in a fairy-tale style embodied the
real processes of social life renewal that took place in
the second half of the 1970 s in China. The method
of decoding a literary text allows determining the
events presented in a modern song in an allegorical
manner. This way, according to Shi Khunchan, the
reforms of Dan Siao Pin arose. Although the name
of the new leader of China in the poetic text of the
song is not proclaimed, his figure here is associated
with the image of a “wise man” that painted “fabu-
lous outlines of new cities” by the Sea of China. In
1979, when “spring woke up the Chinese wall’, the
people “went a new way. The spring atmosphere of
the modern Chinese art song corresponds to the vo-
cal part, reveals the “ecstatic condition of mind, sym-
bolizing the spring awakening of hopes” [7, P. 239].
Associations of the end of the era of the “cultural
revolution” and the beginning of a “new era” in the
history of China with the spring time of the year are
a characteristic feature of the modern Chinese art
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song of the late 1970, observed in the compositions
of Shan Dei and Chao Io Kun.

According to Tsao Khe, the end of the 1970s
in the history of national song culture acquires the
significance of a kind of “Chinese Ars nova, proto-
Renaissance, which precedes the beginning of the
“second golden age” [6, P. 34]. It was the time when
the “revival of the interrupted “chain” of continu-
ity in the history of the genre took place” [6, P. 38].
Full of hopes and enthusiasm, the national creative
upsurge led to the revival of the Chinese art song,
coinciding with the birth of its modern genre kind.
After the “leap” conducted in the late 1970, starting
in the 19805, the modern Chinese art song returned
to the mainstream of the gradual development of the
classical traditions of Chinese chamber-vocal lyrics:
renewal processes arose as the development of genre
traditions; innovations were due to the evolution-
ary process. The flip side of innovations was their
“mix” into the general genre channel of the Chinese
art song, whose “limits” expanded.

The features of the “second golden age” in the de-
velopment of the Chinese art song (according to Tsao
Khe, these are “innovativeness, deepening of emo-
tionality, the synthesis of national and European tra-
ditions, the formation of individual composer styles,
the intensification of development” [6, P. 38]) corre-
spond to genre innovations embodied in its modern
kind. So, the Chinese art song of the “second golden
age” developed in the form of its modern look.

Composers who work in the genre of the mod-
ern Chinese art song in the 21* century have not
given up a lot of professional experience in the field
of genre archetype, inheriting the voluminous art
fund of composer techniques produced during the
eighty-year period of the genre development in the
20™ century. The discovery of new creative oppor-
tunities interacts with a careful attitude to traditions
that continue to develop. Among the innovations of
the modern Chinese art song is the creation of re-
gional song styles and a unified “supranational” (all-
Chinese) style. One of those composers who laid the

foundations of the unity of regional and all-Chinese
styles in the modern Chinese art song is Shan Dei.
His method was continued by In Tsin, adding an
Indian musical dialect to the regional styles of the
modern Chinese art song.

Renewal in the modern 21%-century Chinese art
song are due to the solution of the creative task of
representing the “damned issues of our time”, also
proceeding outside the concrete definition of histor-
ical events. In the 21* century, the issues and topics
of relevance to song art remain largely hidden by a
solid layer of classical traditions, traditional imagery,
characteristic of the national lyrics of symbols and
generalizations. The principal genre feature of the
modern Chinese art song is the absence of a fun-
damental gap with the national musical and poetic
mentality, the veiled disclosure of topical issues,
the dialectic of individualization of the stylistic at-
tributes of composer interpretation and the obser-
vance of the traditions of the genre archetype. The
settled character of the disclosure of the typical se-
mantic images of the Chinese art song in its inherent
form-forming processes is also characteristic of the
modern Chinese art song.

In Tsin Qin (a year of birth is 1954), who is
called the “Chinese Schubert of the 21* Century”
in Chine, refers to composers whose work develops
the modern Chinese art song. Next to Chinese art
songs on a traditional theme due to the tendency
to sing the infinite depths of the mother’s soul
(“Mother’s Little Poetry”), love for the motherland
(“Motherland, I bless you forever”), disclosing the
content of a question that has no answer (“Do not
ask, why”), admiring nature (“The Original Autumn
Rain”, “Snow”, “Chinese Garden”), in the works of
In Tsin a significant role is played by military songs
(“The Soul of the Border Army”, “a Woman — Sol-
dier”, “In a new era”, “Unity”, “Laurels of a soldier”),
whose appearance is due to the composer response
to the realities of nowdays. From the year 2000 when
the composer began the “period of vigorous creativ-
ity”, the traditional artistic forms of national art have
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complemented topics generated by the realities of
modern life.

The expansion of classical themes which is the
main genre feature of the modern Chinese art song
acquires specifications in the compositions of In
Tsin. In Tsin devoted a vocal cycle “Pick up all your
love” (2002-2004) to the artistic understanding of
the events caused by the SARS epidemic. A feature
of the modern Chinese art song of the beginning of
the 21* century in the compositions of In Tsin is an
appeal to the significant topics of current interest,
problems oflife and death that arose before human-
ity at the beginning of the 21* century. So, in the
Chinese vocal art, the artistic situation is character-
istic of the world musical art and under it, accord-
ing to O. Roshchenko, non-artistic problems are
transformed into art ones [4]. It happened, in par-
ticular, with such tragedies of the Ukrainian world
as the Holodomor, the accident at the Chernobyl
nuclear power plant. The comprehension of these
tragedies gave rise to separate thematic directions
in the work of Ukrainian composers, when his-
torical specifics are solved in line with the eternal
themes of art [4]. Just as the Ukrainian rescuers
during the explosion at the nuclear power plant ne-
glected their own lives in order to curb the “peace-
ful atom”, Chinese doctors and medical workers,
united, showed dedication, courage, professional-
ism, often ignoring personal safety to save life and
health of patients.

The source of information about the predetermi-
nation of the In Tsin cycle of songs “Pick up all your
love” by the tragic events of SARS is the author’s com-
mentary accompanying them. So, the authorological
approach, introduced in musicology by I. Yu. Kon-
ovalova [2], shall help to set the historical prototype
of the modern Chinese art songs by the composer.

The composer’s interpretation of the theme of
the fight against SARS does not contain images di-
rectly caused by tragic events. In Tsin, along with the
poets Yui Yujtsian and Khan Wei, in the initial song

of the vocal cycle of the modern Chinese art songs
chose the way of observing traditions in interpreting
the genre. In the modern Chinese song of the begin-
ning of the 21* century, it can be felt the general law
of national art formulated by V. Aleksieiev about the
beginning of a New Age: “A Chinese writer even at
the beginning of the 20" century allegedly connect-
ed to the general historical chain of writers, starting
... with Confucius” [1, P. 204]. If this regularity is
directed to the song art of the early 20" century, it
shall be noted that composers of the 20" century
are joined the tradition of the Chinese art songs of
the 20™ century. As a result of the exclusion from
the contents of the song “Pick up all your love” the
features of historical concretization, there is also a
“macro concept’, “the interaction of miniature plans
and macro adoption,” according to U Khun Yuan,
appear as fundamental features of the genre which
is being studied [S]. A composer and a poet provide
advantages to the lyrical comprehension of the na-
tional universe in metaphorical and symbolic images
as a guarantee of future victory, without specifying
which event determines their appearance. It is the
approach to the reflection of historical events, ap-
proved in the Chinese art song on the day of its for-
mation, that determines its inherent more-temporal
meaningful dimension.

At the beginning of the 21* century, In Tsin de-
velops the tradition of the modern art song, which
is embedded in the compositions of Shan Dei and
Chan Io Kun. The songs dedicated to the end of the
“cultural revolution” era in the late 1970 s metaphori-
cally embodied the bright hopes of composers who
had been waiting for ten long years. Following the
genre traditions of the modern Chinese art song that
have been developing for over its 45-year develop-
ment, In Tsin comprehends the events of our time,
relying on rethought genre traditions. The dialectic
of traditions and innovations is distinguished the
genre specificity of the modern Chinese art song of
the composer’s creative heritage.
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Abstract. The article presents the results of musicological analysis of program piano compositions

of the outstanding Ukrainian contemporary composer Lesia Dychko. The objective of research is to

reveal the peculiarities of the texture of L. Dychko’s piano opuses, inspired by examples of architec-

tural art and frescoes for “Loire Castles” piano composition.

The texture is considered as an important style-forming factor of creativity and embodiment of

features of interpretive artistic thinking of the Ukrainian author. The specifics of practical implemen-

tation of subjective visual-spatial impressions and artistic associations in the textural and stylistic set

of the piano cycle are revealed.

Keywords: Ukrainian music, piano compositions by L. Dychko, artistic thinking, individual

style, musical texture.

Introduction. Lesia Dychko is one of the most
outstanding modern Ukrainian composers, a recog-
nized Creator of sound matter. The multi-genre art
work of the famous author of large-scale choral, in-
strumental, chamber-vocal and musical-stage opuses
demonstrates the diversity of her artistic and aes-
thetic landmarks and interpretive-creative thinking,
inherent in the artist of the early XXI century.

The artistic worlds of the artist’s work are
formed on the basis of the integration of national-
unique and spiritual-religious, philosophical-gen-
eralized and lyrical-poetic primitives, appeal to the
authentic-archaic and modern, legendary-histori-
cal and artistic (pictorial-architectural and musi-
cal) cultural layers. L. Dychko’s original musical
compositions are characterized by psychological
depth, bright colors and intonation versatility, and
broadly cover the image-thematic planes.

The appeal to the musical space of the Ukrai-
nian artist and understanding of the meaning of
her works through the analysis of their language

complex is an important task for modern musicol-
ogy. The solution to this problem will help to ap-
proach the understanding of creative processes in
contemporary music, reveal the conceptual foun-
dations, spiritual and ethical, artistic-aesthetic and
musical-technological aspects in the system of au-
thorial creativity.

One of the brightest areas of revealing Lesia
Dychko’s compositional individuality, a manifesta-
tion of her artistic consciousness and originality of
thinking is piano music, which is an integral part of
today’s concert-performing practice. This instru-
mental sphere, which is not dominant in the genre
palette of the Ukrainian master’s work (in compari-
son with the choral one), but is significant in terms
of expressive properties, reflects a wide range of in-
tellectual and artistic interests of the composer and
experimental searches for linguistic expression. The
piano compositions show the emotional inexhaust-
ibility and melodic talent of the composer, her tal-
ent to create original intonation images, to embody
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personal experience and integrative artistic, syner-
gistic vision of the picture of the world.

At the conceptual level, piano music reveals the
intermedia discourse of the master’s work, her onto-
logical attitude to inter-artistic relationships and mu-
sical interpretation of visual and color impressions
and artistic artifacts of national and world culture.
L. Dychko confirms this fact: “Music as architec-
ture is the basis that structures all my compositions.
These are two phenomena that turn into each other”
[7,314]. At the linguistic level, the experience of ac-
cumulated associations and the specifics of artistic
cross-sections are manifested in the intonation tex-
ture of piano opuses, their timbre-texture complex,
in particular the specific means of fixing of piano
performances in the piano text.

The review of modern research and publica-
tions shows that in the discourse of modern cultur-
ology and art history the work by L. Dychko is an
open and acutely relevant topic, which attracts scien-
tific thought with its artistic versatility and original-
ity of expression of the author’s self. (R. Havaliuk [ 1],
M. Hordiichuk [2], S. Hrytsa [3], L. Konovalova [ 5],
E. Pakhomova [8], L. Parkhomenko [9], M. Rudyk
[10; 11], L. Tarapata-Bilchenko [12], O. Shamonin
[13]), which appeal to the phenomenon of the art-
ist’s authorial individuality. Modern researchers study
personal and stylistic aspects of L. Dychko’s represen-
tation [3; 5; 8], synesthesia aspects of artistic thinking
[8] and intermediate determinants [ 13] of the Ukrai-
nian composer’s work, highlight the genre and style
features of certain works (mostly choral) and seman-
tic connections of her music [1; 2; 3; 8].

However, despite the presence of a significant ar-
ray of theoretical investigations devoted to the study
of L. Dychko’s work in general, the piano layer of the
composer’s music still remains understudied. Only
some musicological investigations are devoted to the
study of this sphere of realization of the author’s con-
sciousness of the Ukrainian composer. L. Tarapata-
Bilchenko covers the semantics of Lesia Dychko’s
piano cycle, called “Pysanka’, which is part of the

modern pedagogical repertoire. Based on the analy-
sis of the mentioned work, the researcher concludes
that her music “correlates with the mystically secret
art of Easter painting, voices national archetypes and
mental signs, through the symbolism of which the
essence of things is transmitted” [12, 122].

M. Rudyk appeals to Lesia Dychko’s piano opus-
es in her works due to the desire to reveal the prin-
ciples of cyclization in the works of Ukrainian artists
[10; 11]. The musicologist considers questions of
the embodiment of the signs of fresco painting in
the suite composition of the “Loire Castles” cycle
(10, 162].

In our opinion, the existing theoretical investiga-
tions do not cover the whole range of problematic
issues related to the world of piano music by Lesia
Dychko. Otherwise, the study of linguistic and ex-
pressive specifics of piano works of the luminary of
Ukrainian music — clear illustration of her artistic re-
flection, the scope of the author’s thought — now be-
comes significant in terms of understanding the evo-
lution of individual style —a special musical substance.

The poetics of L. Dychko’s piano compositions de-
serves attention, which is the most convincing proof
of the affinity of her music with the traditions of both
global and Ukrainian piano culture. An unsolved part
of the general problem is the immersion in the inter-
nallogic of artistic crystallization of L. Dychko’s piano
compoaitions, inspired by artifacts of architectural art,
in particular the frescoes for “Loire Castles” and “Al-
cazar... Bells of Aragon”. Coverage of the composer’s
idea of these works, the disclosure of their structural
and linguistic organization, means of instrumental
expression, etc. leaves a wide space for in-depth and
comprehensive analysis, which determines the rel-
evance of the proposed research.

Understanding the specifics of Lesia Dychko’s
piano compositions, as well as her piano opuses deter-
mines the appeal to the individual manifestations of
the composer’s authorial consciousness, concentrated
in the means of musical writing, the textural plane.
The objective of this article is to reveal the features
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of the piano texture of Lesia Dychko as an important
style-forming factor and to embody the features of
artistic thinking based on frescoes for “Loire Castles”.

Results. The textural aspect of the study of piano
art, which is the most important in the analysis of
musical works in general, plays a special role in com-
position and performance. A musician uses means of
the texture of the work to model the world, create
a musical-image fabric in the system of art — a spe-
cific secondary reality. The appeal to the samples of
L. Dychko’s piano compositions in the perspective
of understanding their linguistic semantics, the prin-
ciples of textural organization — an important com-
ponent and a vivid evidence of the artist’s authorial
style —acquires significant significance. The analysis
of amusical text provides opportunities to reveal the
peculiarities of the composer’s inner spiritual world,
to identify innovative features of her thinking and to
deeply understand the value constants of creativity
as an artistic analogue of her personality and expres-
sion of individual consciousness.

The question of the texture of L. Dychko’s com-
positions is considered on the example of piano
frescoes for “Castles of the Loire” (1994 ), which
focuses on the significant features of the Ukrainian
composer’s work.

The outstanding artist and thinker of the XX cen-
tury L. Stravinskyi said that “the work of the com-
poser embodies his feelings, expresses or symbolizes
them, although the composer does not do it con-
sciously..., each new piece of music is a new reality”
[4,272]. Realizing this truth leads to the analysis of
artistic artifact, which “is not an isolated singular-
ity”, and therefore requires comprehension in “all its
internal expression and significance, historical speci-
ficity”, with awareness of style — a specific “expres-
sion of artistic power of the work” [6, 219].

The choice of piano frescoes of “Loire Castles” as
an analytical material is determined by several fac-
tors. On the one hand, it is due to the uniqueness
of the concept of the work, inspired by samples of
architectural art, and the need to understand the

nature of the linguistic and stylistic embodiment
of visual-associative software. On the other hand,
it is due to the desire to highlight the specifics of
the textural organization of this opus and its role in
achieving artistic integrity in the piano cycles of the
artist in general.

The monumental cycle — “Loire Castles” is one
of the brightest examples of modern piano literature,
which is based on the integration of intonation-music
and visual-artistic artistic plans, covers various means
of typification of figurative content and embodies the
idea of interspecies artistic dialogue in the system
“music — architecture”. In this sense, “Loire Castles”
continues the main line of L. Dychko’s work, which
began in the 1980s with a piano cycle called “Im-
pressions” (1983 ), written under the influence of the
architectural and artistic works of Eastern countries —
Burma, Thailand, Egypt, India, and Japan [3].

The semantic vector of L. Dychko’s piano “Cas-
tles” is the awareness of cultural value and relevance
of artistic heritage, understanding of the spiritual es-
sence of the experience of the past, viewed through
the prism of modernity in order to emphasize the
continuity of times and preserve traditions.

The work is based on the suite cyclicity and unites
five contrasting plays (“Angers Castle”, “Chenonceau
Castle”, “Villandry Castle”, “Ene-les-Vieux Castle”,
and “Chambord Castle”), combined with the desire
to create musical image of the famous architectural
buildings of France.

The genre of fresco, chosen as the semantic basis
of the work, emphasizes the scale of the artistic con-
cept. Each fresco-partis full of bright architectural and
spatial associations and is a representation of the em-
bodiment of musical-visual artistic synergy. Presenta-
tion of different images in different parts, “located on
the principle of accumulation of impressions, provide
diversity and versatility of the cycle” [10, 163].

A composer interprets artistic impressions
through intonation generalization of imaginary
and musically reconstructed architectural imagery,
various visual and artistic plans, facades, individual
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reliefs and fragments of structures of the above
buildings. Sensitive and emotionally rich perception
of architectural masterpieces, attention to individual
elements in the process of their visual contempla-
tion, reflected in the detailed musical texture.

Programmatic figurative associations are embod-
ied in the piano text of the cycle’s plays in the form of
visual-graphic musical structures (variant melodic-
harmonic and melodic-rhythmic segments and col-
ored figurative-ornamental formations). The asso-
ciative series is emphasized by virtuoso chromatic
passages, anti-directional jump-like movements,
the use of a number of characteristic texture-per-
formance pianistic techniques (tremolo, martelato,
glissando, melismatics, etc.).

Construction of the form and texture of L. Dych-
ko’s piano frescoes has a special character and occurs
due to the technique of variant-variational unfold-
ing of the initially set, single and general image-the-
matic complex on a serial basis, which is maintained
throughout the cycle, acquiring new color and tim-
bre-register filling.

An important role in the musical integrity of the
piano work is played by the texture-harmonic com-
plex, which significantly strengthens the associative
connections and spatial effects and becomes a factor
in the concretization of artistic imagery.

The texture of L. Dychko’s piano frescoes gener-
ally embodies the virtuoso-concert pianistic style,
which combines liveliness and dynamics with the
plasticity and relief of the development of imagery
in the process of presenting musical thought. Even
a visually transparent piano texture sometimes ac-
quires a melodic richness through the use of small
counterpoint lines.

“Loire Castles” presents various musical compo-
sitions and types of textures: monoaction, hetero-
phonic, polyphonic, harmonic (choral, octave-chord
and homophonic-harmonic) and their mixed vari-
ants. The use of textured means in each issue of the
cycle is due to the semantic context and figurative
and expressive artistic task.

Signs of monoaction, monoaction-harmonic
and heterophonic texture are found at the begin-
ning of the composition (No. 1, 2) and in the final
part. Polyphonic texture is used mainly in large-scale
plays of “Loire Castles” (No. 3, 5) and is sometimes
synthesized with a harmonious presentation, requir-
ing the activation of musical and auditory represen-
tations, differentiated sound perception.

Visual-spatial (artistic-architectural) associa-
tions in L. Dychko’s piano cycle is created mainly by
the textural variability, multi-planeness and richness
of the author’s text. The use of an extended sound
range in the presentation of themes with all register
resources of the instrument (including the specif-
ics of the extreme registers) and the strengthening
of the role of timbre-phonic factors becomes essen-
tial. The formation of special phonic effects with the
practice of duplicating phrases at a considerable reg-
ister distance is noted in N¢ 3 (“Villandry Castle”).
The tendency to a wide range of sound, covering the
entire sound field of the instrument is observed in
almost all numbers of the cycle.

The octave-chord (No. 2 “Chenonceau Castle”)
and figurative types of texture (from the Latin figura-
re—to give shape or form, create, do) are of particular
importance in the plays of “Loire Castles”; they unite
several varieties: chord-figurative (on a harmonious
basis, No. 3 “Villandry Castle”), as well as melodic-
figurative, which are used in numerous variants and
mixed combinations. The figurative type of texture is
the main means of expression in cycles No. 1 (fourth
variation), 3 and 4 of “Loire Castles”

The basis of the harmonic-figurative movement
used by L. Dychko in Angers Castle” and “Villandry
Castle” are dissonant combinations, built on tritonic,
second-quarter intonations and other more complex
formations and individualized sequences correspond-
ing to the sound aesthetics of the XX century.

Significant dramatic activity is provided by the use
of heterophonic formations of the quarto and octave-
fifth type (chorale N 1 “Angers Castle”; c.21-23 N2 2
“Chenonceau Castle”), chords with side tones (sixth
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variation N 1, reprise N2 3 — “Villandry Castle”), so-
norous layers and clusters (N2 1; c. 6-11 N2 4 — “Ene-
les-Vieux Castle”), which become typical in the finals,
contributing to a distinct mellow sound.

A specific feature of the textural enrichment of
the cycle images and the reflection of the monu-
mentality of the fresco style of the work announced
by the composer in the genre title of the work is
the application of the principles of texture layer-
ing, the composers appeal in separate episodes to a
multi-layered exposition and three-line or four-line
fixation of the text (N2 1 “Angers Castle” - varia-
tions VI and VII; No. 4 “Ene-les-Vieux Castle” — c.
12-20, 54-63). This textural technique contributes
to the dynamization of imagery and the creation of
its spatial concept.

Developing musical imagery, the author uses var-
ious techniques of sound recording inherent in the
modern piano style, appeals to various types of pre-
sentation (octave-chord, polyphonic, heterophonic)
and lado-harmonic tokens.

The use of awide range of possibilities of dynamic
drama and pianistic performance-articulation means
in the fresco composition testifies to L. Dychko’s ap-
peal to the experience of romantic and post-roman-
tic piano traditions. The timbre specificity of the
instrument, interpreted in the aspect of orchestral
sound, from the achievement of three-dimensional
sound quality (with almost reproduction of tutti) is
a consequence of the reflection of F. Liszt’s pianistic
traditions in revealing piano colors.

The formation of a rich musical and coloristic
palette and the desire to bring the acoustic approach
of the piano sound to the orchestral one are deter-
mined by the conceptual orientation of the work
to the colorful and diverse musical disclosure of
visual-architectural associations. This creative task
is promoted by the composer’s involvement in a
large number of figurative and ornamental formulas
(melismatics), the creation of a multilayered texture
(with register-spatial polarization of the compo-
nents of the piano part).

The quasi-orchestral sound is observed in sepa-
rate fragments of the work, in which the composer
uses interval doublings and octave duplications in
the process of thematic development, covers all tex-
tured layers and their differentiation (with signifi-
cant register branching associated with divisi instru-
mental lines-voices).

The orchestral thinking of L. Dychko in the
texture of a multi-part piano opus is largely mani-
fested through the use of advanced counterpoint
techniques, techniques of imitation and echo po-
lyphony, which in the process of musical develop-
ment acquires communicative dialogue nature and
acquires a refined color background.

Conclusions. Summarizing the analytical essay
on the disclosure of the textural organization of the
piano cycle by L. Dychko, we came to the following
conclusions.

Frescoes for “Loire Castles” by L. Dychko are in-
tonation-semantic artistic integrity of integrative type,
formed on the basis of artistic associations and visual-
spatial impressions, which reveals the latest aspects of
the composer’s interpretation of architectural images.

This opus presents a modern type of instru-
mental (piano) thinking and the use of modernized
piano texture and a set of performing and pianistic
means. “Loire Castles” by L. Dychko demonstrates a
new level of embodiment of the concepts of cyclicity
and programmability and an example of a developed
musical composition, which is based on the logic of
variant-polyphonic and variational development,
melodic-harmonic connections and thematic remi-
niscences.

The features of L. Dychko’s piano thinking, con-
sidered on the basis of the study of the fresco texture
peculiarities, make it possible, on the one hand, to
consider the musical fabric of the work in terms of
continuation and enrichment of classical-romantic
and postromantic traditions of concert pianism of
musical art of late XX — early XXI century, charac-
terized by radical changes in musical language and
genre and style thinking.
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Analysis of the textural complex of “Loire Cas-
tles” by L. Dychko suggests that the representation
of the principles of modern style of thinking in Le-
sia Dychko’s piano compositions is the complica-
tion of musical vocabulary with cluster-sonorous
complexes, strengthening of the phonetic function
of texture, which is a consequence of the increasing
role of the color principle in music, special atten-
tion to timbre, coverage of the entire sound space
of the instrument and the use of the technique of
high-altitude register offsets and duplications. The
author appeals to different types of textured orga-
nization and maintains a balance between the con-
densed and sparse sound of the instrument, vertical
and horizontal.

Signs of the textured set of “Loire Castles”
frescoes by L. Dychko as attributive factors of her
piano style are:

1) reliance on serial and sonorous principles of
sound organization;

2) polyfunctionality and polymodality as the
basis for the formation of pitch space, expansion of

the harmonic complex using pentatonic and whole-
tone scales;

3) complication of the vertical by quarto-fifth
structures, polyachord chords, involvement of clus-
ter-sonorous layers, which play a coloristic role and
enhance the spatial-phonic effect in the embodi-
ment of monumental architectural images;

4) representation of a variety of types of textural
presentation based on heterophonic, polyphonic,
chord-harmonic, as well as variable-figurative and
polylayer organization of artistic texture (using
three-line fixation of the musical text);

S) the use of a number of specific means of ar-
tistic expression (with a combination of sonorics,
temporhythmics, pitch, timbre, as well as agogics,
dynamics and articulation);

6) involvement of a number of piano-perform-
ing means (wide register coverage of the keyboard
of the instrument, predominance of elements of
octave-chord technique, virtuoso passages and fig-
urative techniques), which are used in accordance
with the implementation of the most important
figurative and artistic tasks.
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KOMMNO3UTOPCKUA TEKCT MIO3UKIJIA:
«NEXT TO NORMAL» TOMA KUTTA

AnnoTanms. B craTbe pacKphIBalOTCsI 0COOEHHOCTH KOMITO3UIIMHU MIO3HKAQ «Next to normal>

T. KurTa, TPaKTOBKA COABHBIX U AHCAMOAEBBIX HOMEPOB MIO3HKAQ, GYHKIIUSI TeMAaTHIeCKUX apOK

(penpus), cTuarcTHYecKre 0CO6EHHOCTH MAPTHTYPDI, 2 TAK)KE POAb HHCTPYMEHTAABHBIX TeMOPOB

B BOTIAOIIEHNH «PAHTACTUIECKON CHephl>.

KaroueBbie CAOBa: MIO3HKA, OPOABEFICKHIT MIO3HKA, KOMIIO3UISL, My3bIKAABHASI APAMATyPIHsL.

bpoasetickuit Mio3uka B Hagase XXI Beka nepe-
JKUBaeT BO3PACTAIOIIYIO MOIYAIPHOCTD — €MY YAQ-
AOCH HaUTHU CBOErO 3PUTEAS U HEMCYEPIIaeMbIH HC-
TOYHHUK «TOTOBBIX> CIOXETOB — KaK COBPEMeHHbIH
xunemarorpad («Kpacorka» Bpaitana Aaamca,
2019; «ApsBoa HOocur Prada» Darona AsxoHa,
npeMbepa 3anaaHupoBana Ha 2021 I.), Tak u akape-
MHMYeCKHUI My3bIKaAbHBIN TeaTp («Ampa» JATOHA
Axomna, 2000). Ero MoxHO 06BHHATD B KOMMep-
IIUH, BO BCEIAHOCTH, B OTCYyTCTBUU OPUTHHAABHO-
CTHU ¥ TAyOHHBI, B AOAOHHOCTH, CTEPEOTHITHOCTH

My3bIKAABHOTO SI3bIKA, KOTOPBI MAAO M3MEHUACS
CO BpeMeH OANCTaTeABHBIX MIOZHKAOB J. A. Ya66epa
70-x ropoB. CAOBa KpUTHKH He 6eCIIOYBeHHBDI U 3BY-
4aT, KaK IPaBHAO, U3 YCT IPOPeCCUOHAAOB, OLleHH-
BAIOIIUX MIO3HKA KaK SIBAGHHe HCKYCCTBA, a He KaK
I0y-On3Heca, 4eM OHH COOCTBEHHO SBASIIOTCS. Tak,
C. Muaaep opdepKHBaeT, 4To MpoAlocepsl bpopsest
«<PEAKO TOTOBBI IIPUHSTH COBEPILIEHHO HOBOE LIOY >
[5], To ecTb MM mpome B3ATH TO, 9TO yrKe MOAIOHU-
AOCB ITyOAVIKe U OBIAO AIIPOOHPOBAHO HA Hell, YTOOBI
06€eCIeqnTdh IPOAABAEMOCTD OMAETOB U HAITOAHEH-
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HOCTb 3aAa. SIpKUM IpUMepOM TaKOTO ITOAXOAQ SIB-
astetcst «Kopoab Aes> (2019) 3. Axona, T. Paiica,
BO3HUKIIMHI «Ha BOAHE> IIOITyAPHOCTH PUMeENKa
OAHOMMEHHOTO MYABT(QHMAbMA U CTABIINI TPeTbel
BepCHel OAHOTO U TOro e ciokera. Ha aTrom ¢pone
MIO3HKABI C OPUTUHAABHBIM CIOXKETOM, IIPUMEpPOM
4eMy SIBASIETCS «3a IpeAeAaMu HOpMbI» / «Next
to normal» (2008) T. Kurra / Tom Kitt (my3bixa),
B. Vlopxu / Brian Yorkey (TexcT), AOBOABHO HEMHO-
TOYHCAEHHBI, TIOCKOABKY IPOAIOCEPHI OINACAIOTCA
PHCKOBATh MOTePeit MPUOBIATL

Ha ceropusmuum aeHb Mio3uka XXI Beka
U, B YaCTHOCTH, OPOABEHCKUI, HAXOAUT HEMHOTO
OTKAHMKA B My3bIKOBepdeckux paborax. Cpeau uc-
CAEAOBAHWI, ITOCBSIIIEHHDIX SIBAEHUIO MIO3MIKAQ, BbI-
aensrotcs auccepranuu E. Arapymenxko [ 1], M. Bo-
6posoit [2], A. CaxapoBoii [4], B KOTOPBIX SIBAEHUS
MIO3HMKAQ ¥ POK-OIIepPBI PAaCCMATPHUBAIOTCS C TOYKH
3peHHs «>KaHPOBbIX B3auMoaeitcTsuit»> (M. Bobpo-
Ba), «CHHTe3UPYIOMuUX TeHAeHImii> (E. AHApYyIIen-
Ko), B3aMMOAEVICTBUS <« KaHPOBO-CTHAEBBIX MOAEAEH
MacCOBOM M aKkapeMudeckod mysbiku» (A. Caxa-
posa). ITpu aTOM BHI6Op MaTepHaAa AMCCEpTaIUil
HAAIOCTPUPYET, UTO UCCACAOBATEAH IIPEATIOUUTAIOT
OCTaBaThCS B IIOA€ 3HAKOMOM MY3BbIKH, AQ>Ke TOBOPSI
o TeHpeHnusax XXI Bexa, 4To 06ycaoBAuBaeT 0bpa-
meHue K TBopuecTBy O. Aroiipa-Ya66epa (E. Appy-
menko, A. Caxaposa), H. Pri6rukosa (M. Bo6po-
Ba), AOTIOAHSEMOE 0630pPOM PabOT MeHee U3BeCTHBIX
KOMIIO3UTOPOB. OAHY M3 HEMHOTHX ITOTIBITOK BBIATH
3a IMPEeAEABI «30HBI KOMPOPTa>> HAAIOCTPHUPYET CTa-
Tbs1 O. IIpa3pHOBOI1, B KOTOPOH pacCMaTpPHUBACTCA
6poaserickuit Mro3uka XXI Beka [3]. MccaepoBa-
TeAb OOpalaeTcsi K TAKMM 00pasijaM Kak «Msl 1mo-
TpsiceM Bac>» ¢ My3bikoi Queen, «Aupa» J. AKOHa,
«3aas» C. IIBapua u Yunuu Xoablia, «Pycasouka>
A. Menkena u I'opapaa Ommena. OpHaKo B pe3yabTa-
Te aBTOP He IPUXOAUT K OTIIPEACACHHIO COOCTBEHHO
XKAaHPOBBIX M CTHAEBBIX TAPAMETPOB YKA3aHHBIX CO-
YHHEHUI, yKa3bIBas Ha UX oblIlee CTpeMAeHHe < IIPHU-
OAM3UTBCS K 3PUTEAI0 > 1 CAEAOBATb «<HAESIM COBpe-
MEHHOCTH>, @ TAK’)Ke MHOTOKPATHO aKIJeHTUPYeT Ha

BOCTPeOOBaHHOCTH, IPHOBIABHOCTH, «AOPOTOBH3HE
¥ KpacodHOCTH>» |3, 146] 6poaBeficKux CrieKTaKAet,
KOTOPBIE CTAAHM «BH3UTHOMN KapPTOUKOil aMepUKaH-
CKOTO TeaTpaAbHOTO MCKycCTBa>» |3, 145].

Bri6op mrosukaa «Next to normal>» 06ycaoBaeH
He TOABKO obpameHueM ero aBTopos — T. Kurra
1 B. FlopK# — K OpUTHHAABHOMY CIOKETY, HO H OT[eH-
KOIl HEKOTOPBIX KPUTUKOB — B YACTHOCTH, €0 CTa-
BAT Ha TIepPBOe MeCTO B cnucke SO AydIIMX MIO3U-
ka0B XXI Bexa BMecTe ¢ «IamuabroHOM>» (2015)
A.M. Mupanap! (Bropoe mecto) u «Kuuroit Mop-
moHOB>» (2011) T. TTapxepa, P. Aonesa u M. Croyna
(TpeTbe Mecto) [16].

Miosuxa «Next to Normal> Toma KurTa, mocras-
AeHHBII Ha 6popBerickoii ciieHe B 2008 roay, ocBeleH
B psiae penensuii [6; 8; 9; 10; 11; 12], «myTeBopu-
Teae» [13]. EcAu B peljeH3HAX, KaK PABHAO, AQETCS
3CTETUYeCKas! OLleHKA My3bIKAABHO-CLIEHUIECKOMY
LIeAOMY, He TIPEATIOAATAIONIAS. PA3BEPHYTOTO aHAAU-
33, B AMAIa30He OT XBaAeOHO-BOCTOPIKEHHBIX OT3bI-
BoB (C. Muanep [11]), ao comuenns (M. Ipeit [8])
1 oTkpbiToit kputrku (P. Maypep [10]), To B «ITyTe-
BopUTeAe> (OH MPEACTABASET CO6OI0 CEPHIO HeGOAD-
IIMX CTYAEHYECKUX AaHAAMTHIECKUX 3TIOAOB) PAaCKPbI-
BaeTCs MMPOKAasi MAAUTPA BOIIPOCOB OT CIOXKETa AO
MEAMIJMHCKHX AUArHO30B, HO IIPU 3TOM COOCTBEHHO
MY3bIKAABHASI COCTABASIIOINAS, KaK TIPABUAO, OCTAEeT-
Cs1 32 TIPeAeAaMH MHTEPecOB uccaepoBateaeil. Eaun-
CTBEHHOE MCKAIOYEHHE COCTABASIET Pa3BePHYTas CTa-
bst C. Muasepa [ 11], B KOTOpO# HapsAy C RHAAM30M
CIOKeTa M CIIEHUYECKOTO ACHCTBHS, PACKPBIBAIOTCS
¥ HEKOTOPbIE MY3bIKAAbHbIE ACTIEKTHI — KOHTPAITYHKT
KOMMEHTHUPYIOIETo XOpa U PasTOBOPHOTO AMAAOTA
B «Ilecuu o 3a6Bermm> (N2 20), aBTOP COIOCTABAS-
€T My3bIKAABHYIO APTUTYPY C «PHABMOM Y>KaCOB>
(«<horror movie> ) u «onepHO# MAPTUTYPOIL>», OAHA-
KO HE aPTyMEHTHUPYeT, 9eM UMEHHO 00YCAOBAEHO ero
BocnipusTue. B pesyabTaTe MMEHHO My3bIKa OKa3bIBa-
eTCs HauMeHee OCBEIIeHHbIM MY3bIKAABHBIM KOMITO-
HEHTOM AQHHOTO MIOBUKAQ, YTO AKTYaAU3YeT HeOHXO0-
AMMOCTD aHAAM3a KOMIIOBUTOPCKOTO TeKcTa «Next
to normal>. He B mocAeAHIO0 O4epeab MHTepecHas
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My3bIKAAbHAS] peaAM3aLIUsl COYHHEHNUSI 00yCAOBACHA
BBIOOPOM CIOXKETa C AOCTATOYHO CAOXKHBIMH IIEPCO-
HAKaMIL

Croxer «Next to Normal>» («3a mpeaeaamu Hop-
MbI> ), PACKPBIBA€T BHYTPEHHIOI0 KU3Hb THIIUIHBIX
atopeit XXI Beka, CTpapAAIoOIIUX OT Pa3HOOOPa3HbIX
IICUXUYeCKUX paccTporicTs. Tema 6e3ymris, Kak u3-
BECTHO, 0CO0a MPUTSTraTeAbHa AASL My3bIKAABHOTO
tearpa [7]. Tak, raaBHas repouns, Auana (Diana,
MEIIII0-COTIPAHO), TIOTPY>KEHHAs B ACTIPECCHIO, YKe
16 AeT mepexuBaeT cMepTb cBoero cbiHa. AsH (Dan,
TEHOP), ee MY, He B CHAAX PACCTaTbCS C KEHOH, UTO
BBIAQET B HEM «CO3aBHCUMOT0> [S], 1 TOXe mocre-
TIEHHO CXOAUT ¢ yMa (HauMHaeT cAbiaTh roaoc leit-
6a BN 37, «S ToT> ). Aous Hataau (Natalie, meryo-
COTIPaHO), SIBHO 06AeACHHAS BHUMAHHEM POAUTEAEH,
HHUKaK He MOXXeT M30aBUTbCS OT OLIYLIEHISI, YTO
yMepIuil chiH BaxkHee, uem oHa cama (N2 11, «Cy-
TIepMaABUHK U HEBHAMMAS AeBOUKa> ). B pesyabTare
OHA TeP3aeTCs IyBCTBOM BHHBI U ITBITAETCS AOKA3aTh
POAUTEASIM CBOIO HCKAIOYHTEABHOCTDb — UTPaeT Ha
doprenuano u maanupyet moctymnuth B Mean (N2 3,
«Bce ocTaabnoe» ). [Ipoo6pazom ee maphst — [enpw,
OUYEBUAHO, CTaAM XUIIIH 1960-X TOAOB € 032604eHHO-
CTBIO BOIIPOCAMU «TUOEAH ITAAHEThI>»> U AI0OOBBIO
K ACTKMM HapKOTHKaM (Ne 5, «HpeaneH prs TGS ).
O6pas Aokropa Mapasna (Dr. Madden), xotopo-
ro B IIyTKY Ha3BaAu pok-3Be3poit (N¢ 11a, «Aok-
Top Pok> ), ameAAHpyeT K GUTypaM «3A0BEIHX>
Bpaueit kunemarorpada (Haraau c cpaBuuBaer ero
c cookTropoM Mépdu us «IIpoaeras Hap THEZAOM KY-
kymiku> B Ne 162), MOCKOAbKY OH HazHayaeT AuaHe
anekTpomokoByto Teparmio (N2 15a, «E.C.T.»).

Oc060#1 «IPHUITPaBOIT> B ITOM CIOXETe, IPUAAI0-
Ieil eMy MUCTHYECKHI OTTEHOK, CTAHOBUTCS 06pa3
Teit6a (Gabe, TeHOp) — yMepIIero MaAbdHMKa, KOTO-
pblif sIBAsIeTCS AUaHe B BUAE IPU3PaKa (B 4eM MOXKHO
BHAETD OTCHIAKY K «IIpuspaky omeprr» J. Aroiipa-
Ya66epa), MOCTOSHHO C Hell 06IaeTcs], CTpeMsICh
AOKa3aTh, uTo oH xmB (N0 13, « 51 sxuB> ) U Aaxe
MAHHUITyAUPOBATb €10 (Ne 15, <Ectb MHpP> ), AOBOAS
TepOMHIO AO TIOTIBITKH camoy6uiicTa (N 15a).

HecMmorps Ha Tako# MpaYHbIH XapaKTep CIOKeTa,
My3bIKa IIPEUMYIIeCTBEHHO CBETAAS — B MIO3UKAE Ha-
OAI0AQETCSI CTpeMAeHHEe COAAAHCHPOBATh MAKOPHBIE
Y MUHOPHbIE TOHAABHOCTH, A TaK)Ke YPAaBHOBECUTD
POK-CayHA C TSDKEABIM 3BYYaHUEM TIHTAp AETKOMH
MHCTPYMEHTOBKO# (pOopTenuano, CTpyHHbIe, MAT-
KO 3Byvalue yaapHble). B pesyabrare BosHHKaeT
OIyIjeHHe ACTKOBECHOCTHU U AQXKe HEKOTOPOH Aer-
KOMBICAGHHOCTH My3BIKAAbHOT'O KOMIIOHEHTa, KOTO-
PBII BBICTYIIA€T KOHTPAITYHKTOM HAU AQXKe AUCCO-
HAHCOM K BepOaAbHOMY TEKCTY.

Taxk, I'ei16, npusbiBaromuit AvaHy MOrpy3UTbCS
B MHP, B KOTOPOM «OHH MOTYT OBITH CBOOOAHDI>,
MOeT HEeXHEeNyl Aupudeckyio mnectio (N 1S,
«EcTb Mup> ), KoTOpas 60AbIIIe HATIOMUHAET AKO-
60BHOe ITpU3HAHNUe, YeM 3A0Belllee cobaasHeHue. Pa-
AoctHbli D-dur mackupyet ropeus Hataau, koTopast
IyBCTBYeT cebst 6YKBAABHO «HEBHAUMOI>», B TEHU
CBOEro ymMepiiero opara (Ne 11, «CynepMaAbamk
M HeBUAMMAs AeBOUKa> ). B N¢ 34 «MoxeT 6bITh>
Haraau npusHaeTcsi, B TOM, 4TO TalHO KeAaAd CMep-
TH CBOEM MaTepy B CBeTAOM As-dur.

ITourn He mpeacTaBaeHa B My3bike «<Next to
normal» cpepa AeMCTBOBaHMS B HanboAee SIPKIX,
IIOBOPOTHBIX MOMeHTaX crokeTa. K mprmepy, ceancer
IIIOKOBOM TE€PANMH U CLIEHbI caM0y6HfICTBa OCTaIoT-
s «3a KAAPOM> MY3BIKAABHOTO ITOBECTBOBAHMS. MbI
y3HaeM 00 9THX COOBITHSIX U3 Pa3TOBOPHBIX AHAAOTOB
IepcoHaxel, obcyxparomux ux. Tak, Aokrop Maa-
AeH Ha3bIBaeT AQHHbIe /AMAHbI B TOCITUTAAE, KYAQ OblAQ
AOCTaBA€HA MAIIMEHTKA 1 OIMCHIBAET €€ COCTOSIHUE
(«MHOTOUMCAGHHDIE HOKeBble paHEHHs 3arLsICTHil
1 TPEATIAEYHIT> ), 06 SAEKTPOIIOKOBOIt TEPAMTUH MBI
y3HaeM U3 AaAora AdHa C BpadoM, KOTOPOMY Heo0-
XOAMMO COTAACHe Ha ee IIPOBEACHNE OT My>Ka \UaHbL

OpaHako, HeCMOTpsI Ha 0603HaYeHHbIE 0CObeH-
HOCTH, KOTOpBIE CAY>XaT HEABYCMBICAGHHBIM Ha-
IIOMMHAHUEM O TOM, YTO MIO3UKA, AAXKE €CAHM ITO
«pok Mi03uKA>» [ 13, 19], mpexxae Bcero — mpoaykT
MacCOBOM KYABTYPBI U LIOY-OHM3HecCa, MapTUTypa
MAAIOCTPHPYET MACTEPCTBO KOMIIO3UTOPA B IAAHE
KOMIIO3UIIMOHHO-APaMaTyprudeckux npruemos. He
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cayqariHo C. Muasep cpaBHHMBaeT MIO3HKA C OIep-
HOM IIAPTUTYPOM.

Kommnosunus «Next to Normal> IIPEACTaBASIET
cO6010 TPAAHIIMOHHYIO HOMEPHYIO CTPYKTYpy (2
AeficTBus, 39 HOMEPOB), C YepeAOBaHHEM BOKaAb-
HO-MHCTPYMEHTAABHBIX JIIM30A0B Pa3TOBOPHBIX
Aanasoros. CoAbHbBIE 3aMKHYTbIe BOKAAbHBIE HOMe-
Pa KOMIIO3UTOP HCIIOAB3YeT «AO3UPOBAHHO>, KaK
IIPABUAO, UHKPYCTHUPYS AMAAOTaMH, KaK, K IPHIMeEDPY,
B «Vpeasen Aas Te6s» (N2 S), KOTOpBIT OAHOBpe-
MEHHO BBICTyTIaeT COAbHOM XapakTepucTukoi [enpu
¥ packpbiBaer ero orHomenus ¢ Haraau (8 pAuasore),
3aKaHYMBAsACh PEMAUKOit coraacus (11. 95). Monoaor
Asna « 6b1a>» (N2 16) AOTIOAHSIETCS KOHTpAITyH-
KTHYeCKMMH perankamu leit6a (1. 37-42), koTo-
PbIit HE3pHMO HAOAIOAQET 32 OTLIOM U ITOATIEBAET eMY,
3a cueT 4ero oOpasyeTcsi «HEBUAUMBII AHAAOT>.
ITecns leitba, «Ecth Mup>» (N 15), B KOTOpOI! OH
IIPUTAAIIAET MATh B «IIPU3PAYHbIN MUP>>, BO BTOPOM
KyTIA€TE OTTEHseTCs KOMMEHTapUsIMH Bpada, KOTO-
PbIil OIUCBIBAET COCTOsIHME AUAHBI B OOABHHUIIE.

B oTamdme or My>XckuX nepcoHaxkei, y AuaHbI
u Hataau ectp «uucrpie» MoHoaoru. Tak, xapakre-
PHCTHKA FTAQBHOTO ACHICTBYIOIETO AUITA, AUAHBI ITpeA-
craBaeHa BNC S, « ] ckydaro mo ropam>, koTopas pac-
KpbIBaeT ee KaK YeAOBeKa, )KUBYIIETO «<IIPOUIABIM>,
B ITOCTOSIHHOM HOCTAAbIUH IIO HEMY, TOTAQ KaK pe-
AABHOCTD AASI HEe CBOAUTCS K OOAE3HH U TaOAETKAM.
C. Muaaep pasxe COTIOCTaBASIET 3TOT HOMeP C raMAe-
TOBCKHUM MOHOAOTOM, XOTSI ITO HAKAAY «CTpacTer>,
OH, 0e3yCAOBHO YCTYIIaeT LIEKCIIPOBCKOM ApaMe.
CA0XXHO Ha3BaTb MOHOAOTOM €T0 U C TOUKU 3PEeHHs
popmbl, mpeacTaBAsifOIell cOOON TPAAULIUOHHYIO
KyTAeTHYI0 (2 KyTAeTa) C AMHAMH3MPOBAHHBIM TPHU-
neBoM. BocreBaHue KpacoTsl rop 06ycAOBAMBaeT
AOMUHHMPOBaHME CTUAMCTHKU KAaHTPH B 9TOM ITIeCHE,
KOTOpasl OIYIIAeTCs He TOABKO B HHCTPYMEHTAAb-
HOM, HO ¥ B BOKAaAbHOM IIAPTUHU (0bumame popaaros,
TIpeAbeMOB B MEAOAHH). B 3aBepinenuu Mro3ukA 3By-
YUT elle OAUH MOHOAOT AMaHBbL.

O6pas Hataau Brepsble mpepcTaBaeH B NO 3,
«Bce ocraapHOE>, Hrparomeil Ha popTeNUaHO TeEMY

B AyXe MOIJAPTOBCKUX COHAT, TA€ OHA PAaCKpPbIBAeTCs
KaK TOHKO YyBCTBYIOIas My3bIKy HaTypa. B Apyrom
KAIOUYe OHa Ioka3aHa B N 11, « CynepMaAbumK 1 He-
BHAMMAs A€BOYKa>, KaK )KePTBa CEMEHHOMN APaMbl,
AOMAIOIIIe! ¥ ee COOCTBEHHYIO IICUXUKY.

AyaTOB B MIO3MKA€ He TaK MHOTO, KaK TPUO
HAY KBapPTETOB, YTO 00YCAOBAEHO HE3PUMBIM IIPH-
cyrctBueM leitba B OOABIIMHCTBE AUAAOTOB, IIpe-
Bpamaouux ux B Tpuo. OAUH 13 HEeMHOTUX 06pa3-
IJOB — Ay9T coraacus Auannl u AsHa (u. 36), «Kaxk
g Moraa 3a6bITh> (Ne 27).

Hanboaee nHTepecHbI B MIO3HKAE aHCaMOAe-
BbIe CIIeHBbI «Bcero aump eme opus pAeHb> (N2 2),
«Kro cymacmepmuii» (N2 4), «Bce 6yaeT xopomo>
(Ne7), «ITpumu pemenue / He pait MHe yracTb>
(N2 13), «@unaa: Cer>» (Ne 38). ITo opranusanuu
OHMU IPUOAIDKAIOTCS K POHAAABHBIM pOPMaM, B KOTO-
PBIX pOAb pedpeHa BBIITOAHSET MEAOAMYECKH SIPKHIL,
<LENASIONUN > MaTePHAA, IIOPYYaeMbI COABHOM
BOKAABHOM ITAPTHUH, @ POAD STIU30AOB — AySTHbIE, AU
AAOTMYeCKHe MAU Pa3roBOPHBbIE BCTAaBKH. 3aBeplla-
IOTCSI TAKHe CLIeHBI KaK TPABUAO KOAOH, 00 beAHHSIO-
IIUX BCeX epCcoHaxel. PeppeH MoxKeT UCTIOAHATHCA
OAHHUM H TeM ke ITepPCOHAXeM, KOTOPBIA < yIpPaBAs-
eT>» CIIeHUYecKOW cuTyanueil. TakoBa, K IpuMepy,
creHa ceanca rurmHosa (N2 13), KoTopyro MpOBOAHT
Hap Ananoi AOKTOp MaAASH — OH ITOeT OAMH B TOT
xe Kynaer «IIpumu pemenue» (1. 27; T. 49, T. 86,
1. 113), MOCA€ TOTO KaK MOTPY3HA MAIUEHTKY B COH.
Orot pedpen uepeayercs ¢ rorocamu (Auaroramu
Haraau u I'enpy, ¢ momsiTkamu Hartaau 6esycremnt-
HO CBITPaTh YTO-TO Ha PopTenuano (CKpbiTas apka
kN2 3)). Bropoii Tum pedpena — «TepexopsImuit» —
BBIPA)KAET MBICAB, OOIIIYIO AASI PAa3HBIX ACHCTBYIOIINX
auty. TakoB pedpeH crieHbl «Bcero aumb emje oAuH
AeHb>» (N2 2), KOTOpBIit TOOYepeAHO MOpydaeTcs
Auane (1.2; 29), Haraau (1. 53) u Asny (t. 93).

Cuena «Ayume, uem mpeskae> (N2 23) uaato-
CTPHUPYET HHOM MTOAXOA K pOpMe, YTO 06YCAOBAEHO
CTpeMAeHHEeM KOMIIO3UTOpa IIePeAaTh OINyIeHue
IIOCTENeHHOTO BO3BpallleH!s BOCTIOMUHAHUH K AHa-
He, KOTAQ el IOKa3bIBAIOT ceMelHble poTorpadum.

75



Section 2. Music

OHa pemnreHa B BUAe KOHTPACTHBIX Pa3ACAOB, B KaXK-
AOM H3 KOTOPBIX IIPOUCXOAHUT CABUT B HOBYIO TOHAAD-
Hoctb F-dur — B-dur — H-dur — G-dur, B To Bpems Kak
OOABIIMHCTBO CIjeH OAHOTOHAABHBI HAM COAEPIKaT
eAMHCTBEHHBIN TOHaAbHbIN mepeaom (NON2 13; 33).

B poau cBsI30K MeXAy KPYIIHBIMU CLIeHAMU He-
PEeAKO BBICTYTIAIOT AAKOHHYHbIe HOMepa, KaK K IIpHU-
Mepy Ne 11, « AokTop Pok>, mepea koTopbiM repco-
HA)XU 00CY)KAQIOT HOBOTO IcuxuaTpa Auansi; N2 13,
«XOpoIHil pe3yAbTaT>, TAe Ha pOHe HHCTPyMeH-
TAaABHON TApTUU AOKTOp MbdAAECH BeAeT AMAAOT
¢ APHOM 0 AeyeHNH AHAHBL

Cpear 0cOOBIX KOMITO3UIIMOHHO-APAaMaTyprude-
CKHX ITPHEMOB CAEAYyeT OTMETHTb PeMUHHCI|eHITHU
VAU, TOUHee, penpu3bl (reprise), Kak Ux 0603HAUYaeT
B IIAPTUTYPe KOMIIO3UTOP — 3TO JaCThb HOMEPOB U3
IIePBOTO AEHCTBHS, KOTOPbIe IIOBTOPSIIOTCS B KOHIIe
BTOpOTO, B 4acTHOCTU «Bce 6yaer xopomo» (N2 7
u N2 28), « S >xuB> (NQ 12 u Ne 31) «IIpumu permre-
Hue /He pait MHe yIacThb> (NQ 33), «HpeareH arg
Te6s> (N 35), «S Tor> (N 37). OHH BBHITOAHSIOT
Ba’KHbIe QYHKITHHU, HAAIOCTPHUPYSI HOBOE OTHOILIEHHE
K cobbrtisM (N2 28, 31) uam paspenieHue panee He-
saBepmenHoi cutyanuu (N2 35). TeM cambM po-
CTHUIaeTCs IICUXOAOTHU3AINSA U YCHACHHUE OLTYIIeHUs
IIPOIeCCyaAbHOCTH. Tak, B IepBOM AHICTBUH ClieHa
«Bce 6ypeT x0poI1IO>»> C MHOTOKpPAaTHBIM ITOBTOpe-
HHeM HavaAbHO! ppasbl B XapaKTepe 0XKHUBACHHOTO
¢$oxcTpOTa BOCTIPUHIMAETCs Kak CTpeMAeHHe AdHa
IpHUOOOAPHUTD CBOE CEMENCTBO U «MBICAUTD ITO3H-
TUBHO>. Bo BTOpOM — Ha cMeHy 60APOCTHU IPUXOAUT
OTYasIHUe, YTO IIOAYEePKHUBAET UCKAXKEHHAsI HHTepBa-
AuKa (AMCCOHAHCDI) M TOSIBAGHUE MOAYAALH U3 Des-
dur B MpaunsIit b-moll. B Takux ycAOBHSIX TOBTOpe-
HIe OAHOJ U TOJ XXe PEIIAUKH 3BYUUT KaK OpeAoBasi,
HAaBSI3YMBas HAES], CTAHOBSICD BBIPKEHIEM 0e3yMUsL.

B cBoto ouepeab, papocts [eitba (N2 12) ot ocos-
HaHM TOTO, 4TO AMaHa He MOXET ero 3a0bITb, IIPH-
YeM AOBOABHO KpoBOxkapHas (<« muratoch crpaxoM,
YTO MPSYETCs B TBOMX FAA3aX> ), CMEHSAETCS CTPAXOM
TOTO, 4TO ero 06pa3 MepKHeT AAs AuaHbI (KAacTepbt
B HayaAe, IeHHe BIOATOAOCA B N2 31). AHaAOTHYHO

pelaeTcsi 1 pa3Bsizka Ar060BHOM AnHNU [enpu 1 Ha-
TaAu. [eHpH mbITaeTCSI AOOUTHCS CEPHE3HOTO OTHO-
urenust Haraau, Ho OHa HeyMOANMa, He CUMTAET ero
pocroitabiM (N2 ). Bo Bropom peiictsuu (N2 35) mbt
IIOHUMAEeM, YTO AEBYIIKA OTBEPraeT OTHOIIEHHS I10-
TOMY, YTO OOUTCS TOBTOPEHMS IIPOU3OIIEALIETO B €€
ceMbe, OOUTCS COMTHU C yMa, KaK ee MaTb U «berarb
TOAOI1 110 YAHIIAM M HCTEKaTh KpOBbio> (TT. 32-37).

CruanucTideckre MapaMeTpbl MIO3MKA2 Toma
KuTTa packpsIBaroTcs yske B KOMIO3UTOPCKUX peMap-
KaX, IIPEATIOCHIAAEMBIX KXKAOMY HOMEPY, KOTOpbIe
MOTYT OIIPEAEASITb XapaKTep CayHAA — POK, KaHTPH,
nor, GpOAK, «KAy6HbIi rpyB> (club groove) nau myspi-
KAABHOTO 00pa3a, XapakTepa UCIIOAHEHHS — «AACKO-
Bo>» («tenderly> ), «anepriano» («with energy>),
«<KU3HEPaAOCTHO» («bouncy» ), «IpuspauHo, me-
qanbHO» («ghostly, sad> ), «akTHBHO>, «C ABUKe-
HHEM>» <APallBOBO> («driving> ), «IMITHOTHYHO>,
«3aBopaxuBarome» («hypnotic»), «HeCKOAbKO
MOKUpOBaHHO> («somewhat in shock> ), «HaBszuu-
Bo» (<«<hauntingly>). B HuX npocrymaer cTpemae-
HUe K SKaHPOBO-CTHAUCTHYECKOMY PasHOOOpPa3HIo,
OIpeAeAeHHbIN 9KAeKkTH3M. HecMoTpst Ha TO, 4TO 9T0
«pOoK MI03uKA>, T. KuTT He BhIXOAUT B cdhepy ocTpoit
9KCIIPECCHH, KOTOPAs XapaKTePHa AAS MHOTHX COBpe-
MEHHBIX CTHAEH, BOIAOIAOMINX 06pasbl OTYASHUS
1 ray60okoit penpeccuu (kak k mpumepy, doom metal),
C MIX MICIIOAB30BaHHEM 9KCTPEMAABHBIX TUIIOB BOKAAQ
(TpoyA, CKpMM) MAM MaKCHMAABHOTO UCK)KEHUSI TH-
TapHbIX TAPTHIL, OCTABASICh B AOBOABHO HMIAOAOHHBIX
CTHAMCTHYECKUX PAMKAX, YTO He ITO3BOASIIOT KOMIIO-
3UTOPY AOCTHYb SIPKOTO ADAMATH3MA.

YKa3aHHbIe KOMIIO3UTOPOM THIIbI CAYHAQ AUKTY-
0T BBIOOP TOTO MAM HHOTO aHCAMOASI MAM TeMOPOB
(neperpymeHHmﬁ HAM YHUCTBINA 3BYK rHTapr), pas-
HOO6pasHble ypapHble (AXeMbe, KOAOKOABYHKH,
BUOPadOH) CTPYHHDIE — COAMPYIOMAs CKPUITKA, KAK
IIPABHAO, CO3AAIOIASI KAHTPU-KOAOPUT, AU TPYIIIIA
CTPYHHBIX, pOPTEIHAHO.

Ocobyi0 poAb TeMOPBI UI'PAIOT B BOIAOIEHUH
«(paHTaCTHYECKOM > CPepbl MIO3UKAQ, CBA3aHHOM
c obpaszom I'efiba. Ero mosiBAeHue « MHUIIUUPYETCS>
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0COOBIM HHCTPYMEHTOM — MY3BIKAABHOI IIKATYAKO1,
KOTOPasi 0CTAAACh y AMAHbI KaK IIaMsTh 00 yMepIieM
pebenke. B saBepmenun Broporo aeiictsus (N2 27,
«Kax s Moraa 3a6biTh?> ) Mbl y3HaeM, 4TO 3Ty MKa-
TYAKY POAUTEAH «BKAIOYaAU>» MaAeHbKOMy leii0y,
OAHAKO 3BYYHT OHA 3aAOATO AO «OOBSICHEHUSI» —
yxe B N? 14, «Mue npucHuacs tanen». Illkaryaky
HMHUTHPYIOT CHHTE3aTOP C TEeMOPOM KOAOKOABYHKOB,
KOAOKOABIMKH, popTenuano. Bosspamenne «Tembr
MIKATYAKH > POUCXOAUT B N2 15 — oHa BpIcTymaer
CHMBOAOM IIPU3PaYHOTO, MAHAIIEIO MUPA, B KOTO-
PblIil CBOUM HEXXHBIM $pasblieToM MaHUT Auay [efi6.
OHa ke CAYXXUT «HAaIlOMHHaHHeM> 00 yMmepiieM
coe (N© 20, «ITecHs 3a6Benus> ), YCKOAB3A0IIEM
OT AHMaHBI TOCAE IAEKTPOIIOKOBOIt Teparuu (OHa
yTpaduBaeT psia BOCIIOMUHAHUIA). B AByx HOMepax
TeMOPBI KOAOKOABYMKOB M (pOPTEIIHAHO AOTIOAHS-
IOTCSI BAAbCOBOM Te€MOI, KOTOpasl PeaAn3yeT HACI0
MY3BIKH, 3ByYalljeH U3 MKATYAKH— B BUAE «CKepIj03-
HOro Baabca» (Jagged waltz) BN 14 uam «caoMan-
HOTO Baabca» (Broken waltz) cumBoamsupyomero
HCKa)KeHHOe BOCIIOMHUHAHHE O ChbIHE, KOTOpOe IOo-
CTeleHHO BO3Bpamaercsa K AuaHe, KOTAa OHAa OT-
KpbIBaeT MY3BbIKAABHYO MKATYAKY — B N@ 26, «My3bI-
KaAbHas mKaTyAka> (T. 13). B 9TOM MOXHO BHAETD
CBSI3b C A€HTMOTHUBHBIMHU NpUHIUIAMU. OAHAKO,
3A€Ch AITMOTHB He COITPOBOXKAAET IIPeAMET B Hada-
A€, a IOTOM y>ke QYHKIJHOHUPYET CAaMOCTOSTEABHO,
KaK 9T0 ObIAO, CKaxkeM, y P. Barnepa, a monagaay BbI-
CTyIaeT B CHMBOAMYECKOM 3HAYEHHH, a TIOTOM y>Ke
CBSI3BIBAETCS C KOHKPETHBIM ITPEAMETOM.

B pesyabrare MysbIKaAbHas IAPTUTYPa, KOTOpas,
o mHeHMIO P. Mapepa, CAy>XUT «AWYHBIM HaIlOMH-
HaHUe aBTOPY 00 00IIell TYIOCTH < ... > XaHpa MOII-
poka> [ 10], oxasbiBaeTCs 60raThIM HCTOYHUKOM Pa3-
HOOOPA3HbBIX NCCAEAOBATEABCKUX OTKPBITHUIH, TOABKO
YaCTb U3 KOTOPBIX ObIAQ OCBellleHa B AAQHHOI CTaTbe.

OHU He TOABKO CAY’KaT IIOATBEPIKAEHIEM KOMITO3H-
TOPCKOTO MacTepcTBa 1 uobperareasHocTu T. Kurra
B PAMKaX OrPAHMYEHHbIX CPEACTB, HO HAAIOCTPHUPYIOT
CBSI3b IIPUHIIUIIOB APAMATyPIHU U KOMIIO3HLIUY C M-
3BIKAABHBIM TEATPOM «CEPbE3HON MY3bIKH> :
 IIPEOAOAEHHE 3AMKHYTOCTH COABHBIX HOMe-
POB Yepe3 0ObeANHEHNE X AUAAOTAMU HAU
Ay9TaMH, 4TO COOOIaeT UM AUHAMU3M;
 COYeTaHHe KOHTPACTA U IIOBTOPHOCTHU B POH-
AQABHBIX KOMITO3HLIVSIX CLIEH, YTO IIPUAAET
MM L[EAOCTHOCTD U ITO3BOASIET KOMIIO3UTOPY
BBICTPaNBaTh AAUTEAbHbIE B3AMOAEHCTBI
Iep COHaXKew!;
¢ UHAUBHAYAABHBIN IIOAXOA K CTPYKTYpE Clie-
HBI, B COOTBETCTBHH C CHO’KETHBIM IIOBOPOTOM
(cuena ¢ «Bo3BpaleHueM MamMATH> AUaHbL);
« 0cobas poAb MOBTOpeHHUs HOMepOB (perpus),
KOTOpPble He TOABKO BBISIBASIIOT apOYHOCTD,
CKPEMNASIOIIYI0 KOMITO3UIIMIO MIO3HKAQ, HO
¥ CAY’KaT Pas3Bs3KOM paHee HepaspelIeHHBIX
CHTYaIUI, TOKA3bIBasl U3MEHEHUS B COCTOS-
HHU [TEPCOHAXA U er0 OTHOLIEHHsS K CUTYa-
LMY, YTO OOYCAOBAMBAET IICHXOAOTU3ALIUIO
My3bIKAABHOTO TEKCTA;
» obpameHHe K AeHATMOTHUBHON TeXHHKe —
y «mpuspaka» [efiba ecTp cBOil coOOCTBEH-
HbIl AeHTTeMOP (KOAOKOABYHMKH), KOTOPBIit
COIIPOBOXAQET CBSI3aHHbIE C €r0 IOSBACHHU-
€M U aKTUBHBIM AEICTBUEM CLIEHBI, CBOSI TEMa
(BaAbC) M peAMET — «My3bIKaAbHASI IIKATYA-
Ka>, CTAHOBSIIASICSI CUMBOAOM IIPU3PAYHOTO
MHUPA, KOTOPBII BA€YET YCTABIIYIO OT CTPAAA-
Hull Auany.

Bce 9TO IMOATBEPIXKAQET, YTO, HECMOTPSI HA KOM-
MEepPYECKYI0 IIPHPOAY, SIBACHHE OPOABENCKOTO MIO-
auxaa XXI, mpepcTaBasieT COO0I MHTEpeCHbI MaTe-
PHaA AAST AQABHETIIINX HCCAEAOBAHUIL.
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AnnoTanus. B AaHHOM MccAeAOBaHMS BHIAGACHBI aKTyaAbHbBIE AAS BPEMEHHU CO3AAHUS ITPOU3-
BEeAEHISI 9TIOXaAbHbIE M HAIIMOHAAbHBIE CTHAEBO-)KaHPOBbIe IPU3HAKH, CTABIIHe BOCTPeOOBAHHBIMU
B COBPEMEHHOCTH ITOCTMOAEPHA-TIOCTaBAHIAPA], OTMEYEHHOM Y€PTaMH HEOCUMBOAU3MA, YTO CACAAHO
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AKTyaAbeIﬁ CMBICA TpaAI/IHI/IOHaAPICTCKOﬁ CTH- AOI‘I/IBI/IPYIOH.Ieﬁ yCTaHOBKOfI BbIPQ)KEHMA B KYABTYP-
A€BOM IIO3HUIWH HACACAMA A. rAaSYHOBa 3aAaH THUIIO- HO-XyAOXKECTBEHHOM IIPOCTPAHCTBE COBPEMEHHOCTH,
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OTMeYEeHHOM B [IOCTaBaHTaPAHOM HEOCHMBOAHUCTCKOM

[em. 10, 99-134] cTHAeBOM packaape OMOPOIL Ha Te
«TpepadasreBCKye > IMPUHIUIILI, KOTOPbIe TUTAAN
eme B cepeprHe XIX cToAeTHS CUMBOAMCTCKHE OT-
kpbitus A. Poccertn, Y. Moppuca u ap. [S, 36-42].
B xoHTeKCTe AByBEKTOPHOM ITapapurMbl cTHAA XX CT.,
IPEACTABUBIIETO «KOHTPACTHYIO IIOANPOHHUIO> TPa-
AVILIMOHAAM3MA ¥ MOAEPHA/ ABaHIAPAQ, XYAOXKECTBEH-
HO-CaMO3HAYMMOM Y IIPUKAAAHOM MACC-KYABTYPHOM
cpep, mpoussepeHus A.IAasyHOBa BBIAEASIIOTCS
IPUHAAAKHOCTBIO K TPAAUITMOHAAUCTCKOMY KPBIAY
CTHAEBBIX Pa3ACACHUH, YTO He HCKAIOYAeT OTACABHBIX
IPOMOAEPHHUCTCKHX, 0COOEHHO ITPOCUMBOAUCTCKUX
BBIPa3UTEAbHBIX ACMOHCTPALIUH KaK PEaKIIMH Ha < AyX
BpeMeHH>» [4].

AHaAOTHYHBIE TPOSBACHUS HAaXOAMM Yy BEAU-
KHUX TIPEeACTaBHTeAel TpapurmoHaansma XX B.—
C. Paxmanunosa, C.Bapbepa, Ax.-K. MenorTtu
U AP., IOAOOHO TOMY KaK Y MOAEPHHUCTOB-aBaHIap-
AVMICTOB Ha0AIOAQE€MbI TIOCTOSIHHbIE CCBIAKH Ha OT-
AeAbHbBIe ITpHUeMbl My3bIKAAbHOM KAACHKU. B aTom
IIAQHEe MTOKa3aTeAbHAa 3HAYMMOCTD B MoaepHe XX B.
HeoKAaccunuaMa-Heobapokko . CrpaBuHCcKOro
u I1. XuHAEMHTa, Y KOTOPBIX 5KeCTKOCTD 9KCIIpec-
CUOHMCTCKO-TIPUMUTUBUCTCKUX PEMUHHUCIIEHIIHM
COEAMHEHA C AGMOHCTPAaTHBHbBIM IIUTHPOBaHHEM
KAACCHYeCKH-HOPMATHBHBIX KOMIIOHEHTOB.

doprennannbie KoHIEpTh A. Aa3yHOBa AOATO
OBIAY B 3a0BEHUH 110 UA€OAOTMYECKUM IIPUIHHAM
(BTopoﬁ KoHIepT nocesameH Huxoaar II u mo-
CTpOeH Ha Pa3BUTHH MEAOAUKH r'MMHa «boxke, raps
XpaHHU> ), HO 60Aee TI0 ICTeTHIECKIM: UX AHPUKO-
CO3epLATeAbHBIN TOHYC, POKACHHBIH CUMBOAHUCT-
CKOM OCTpaHeHHOCThI0 1910-X ropOB, COBepIIEHHO
He BIIMCBIBAACS B arpecCUBHO-AMHAMHMYECKHH Ha-
crpoit aBanrappa-1 («HoBas MoAoAekb>» 1920-x)
U aBaHrappa-2 (<<MOAOAe>KHa}I BOAHA>» 1960-x).
W TOABKO «HEOCHMBOAUCTCKHE» TEHAECHITUU ITOAU-
CTHAUCTHKH ITOCTaBaHArapAd/IIOCTMOAEPHA U HAE-
OAOTHYeCKHe MeTaMOP¢O3bl IIOCTIEPECTPOSYHBIX
3aBOK IIO3BOAMAM BO3POAHUTD K HCTIOAHHTEAbCKOM
XU3HU (BCTOMHUM acadbeBCKYI0 POPMYAY: «KHU3HD

MY3bIKAABHOTO IIPOU3BEACHUS — B ICITOAHEHHH ... >
[2,264]) Beauxue counnenus A. [AasyHOBa, CTOAD
MHOT'O CACAABIIErO AAS Pa3BUTHS BHICOKOTO HCKYC-
crBa B Ykpaute u B Opecce B 0COOEHHOCTH.

TeopuecTBo A.IAa3yHOBa HEOAHOKPATHO CTa-
HOBHAOCH IIPEAMETOM MY3bIKOBEAYECKOT'O OCMbICAE-
HHS, B TOM 4ncAe 9To kHuru M. Ianunoi, A. Kpro-
xoBa, HeMenkoe uspanme A.Toitou [4; 7; 14],
a TaioKe paspaboTku nmocaepHux et O. Baapumu-
posoi, H. Aazapenxo, B. Aeaexo [3; 8; 10] u Ap.
OAHAKO HUTAE IlepBoiit popTenHaHHbIA KOHLIEPT
He BBICTYIIAeT CPEAOTOYHEeM ITOKA3aTeAbHbIX CTOPOH
HACAEAMSI KOMITO3UTOPA U ero CBOe0OpasHoro Iua-
HHUCTHYECKOTO Aapa, B paboTax O. Baapumuposotii,
H. Aazapenxo He pukcupyeTcs KacaHHe MOAEpPHa
B 3alleYaTAHUHU «AyXa 3IIOXH> B COBOKYIIHOM Tpa-
AMILIMOHAAMCTCKOM IposiBAeHuU A. [AasyHoBa B Ka-
JecTBe aKTYaAbHOTO CAMUM COBMeIeHHeM 3THX CTH-
AVCTHYECKUX AaHTUTES.

ITeAbro AQHHOTO MCCACAOBAHMUS BBICTYTIAET BbI-
A€AeHHe aKTYaAbHBIX AASl BPEMEHH CO3AAHMS IIPO-
M3BEACHUS STIOXAABHBIX M HAI[MIOHAABHBIX CTHAEBO-
XKQHPOBBIX [IPU3HAKOB, CTABIINX BOCTPeOOBaHHBIMU
B COBPEMEHHOCTU ITOCTMOAEPHA-TIOCTABAHTIAPAQ,
OTMeYeHHOIT yepTamMu HeocumBoamsma |13, C. 99—
134]. 9To cAeAaHO C IjeAbI0 0603HAYEHHS MECTa KOM-
IIO3UTOPA B CTUAEBOM «ITOAM(OHHU-TETEPOPOHUH >
My3biku XX-XXI croseTnit, mockoAabky B XX B. Tpa-
AULIMOHAAVI3M M MOAEPH/aBaHrapA COCyIeCTBOBA-
AM, He CMENIMBAsICh, A TAKOKe B IMPUHITMITHAABHOM
OTYY>KACHHOCTH ITPOXOAHAH ITyTH XYAOXKECTBEHHO-
CaMO3HAYMMOM U MPHUKAAAHON MaCC-MYy3bIKAaAbHOM
cdep, OAHAKO «CTHPAHHE> ITUX IIPOTHBOIIOAOXK-
HOCTell o6HapyxuBaeTcs B epexope oT XX k XXI
CTOAeTHIO. MeTOAOAOTHYeCKYI0 OCHOBY COCTAaBASIET
HCTOpUYecKasi repMeHeBTHKA pabor B. Acadresa,
K. Kaccy, A. Aocesa [2; 6; 11], a Taxoke paspaboTku
aBTOPOB AQHHOTO o4epka [ 1; 13,99-134]. Hayunas
HOBH3HA PabOTHI — B IPEACTABUTEAbCTBE AKTYaABHO-
ro Aast 1910-X roAOB cMbICAQ ML CTPYKTYP MCCACAY-
eMOTO ITPOU3BEAEHHs], OCO3HABAEMBIX B AHAAOTHAIX,
OCyIIleCTBACHHBIX KOMIIO3UTOPOM U CKAAQABIBABIINX-
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Cs Ha YPOBHE MY3bIKAABHOM MHTYUIIMH, OTKPHITOM
K «30By BpEMEHH > .

Ilepsoiit poprenuannsni Konnepr A. [AasyHo-
Ba MMOPAXKaeT <ABOMHBIM CBEYEHHEM> €ro CTPYyK-
TYPHBIX aHAAOTUI. Bo-TepBbIX, ero packuamucras
ABYXYaCTHasl KOHCTPYKIUsSI 0OpasyeT CBOOOAHYIO
MapaAAeAb K IPAHAMO3HON ABYX4acTHOCTH Boch-
mon cumbonuu I. Maarepa, oAHOBpeMeHHO IpeA-
BOCXUIIAsl « CKATBIN > BapUaHT nepsoii B Kameproi
cum¢onuu op. 21 A. Bebepra. Ho ecaun Cumonus
I Maaepa 6b1Aa peaAbHBIM Ka4€CTBOM BO3AEHCTBS
Ha BooOpaxenue [Aa3yHosa (3a counHeHMSAMMU aB-
CTPHICKOTO NMOKAOHHHMKA TBopuecTBa 1. Haiikos-
CKOT0, @ Ha IOCA@AHEr0 AéMOHCTPAaTHBHO OIUPAACS
B CBOMX KOMITO3UIUAX HACAAHMK KyukusMa A. [aa-
3yHOB, B Poccun CAeAMAHM), TO counHenue A. Be-
6epHa 65140 B epcriektuBe. OAHAKO OPA3UTEABHO
COBIIaA€HMe KOHLenuu counHeHnun A. I'aasynosa
u A. BebepHa: y 0001X BO BTOPOI1 4aCTH UX IIPU3Be-
AeHMI1 cTouT Tema ¢ BapuanysMH, >KaHPOBBIN CMBICA
KOTOPOI COOTHOCHUTCS HEITIOCPEACTBEHHO C 00pas-
IJaMU paHHEHN COHAThI.

B paHHOM cAyyae ITOKa3aTeAbHO COBITAACHUE
(oHO 60A€E IBCTBEHHO obnapyxusaetcs y [AasyHo-
Ba) c maanoM Conarpt N¢ 7 u3 10-tu pannux Conar
. TaitpHa (KoTOpbIe He GBIAM OMyOAHKOBAHbI B Ha-
vase XX Beka). AaHHOE COBITAACHHUE yKaspIBaeT Ha
MPHUHIIUI MBICAUTEABHBIX YCTAaHOBOK POCCHUICKOTO
aBTOpa: K PaHHEKAACCHUIJUCTCKUM HCTOKAM COHa-
ThI, B KOTOPBIX TPaHb COHATBHI-CIOUTHI OBIAQ ITPO-
3paYyHOM M SIBHO COOTHOCHAACH C IL[€PKOBHOM CO-
HaTHOM mpoaykrueil. [TocaepHss orpaskpeHa 6biaa
OT ApPaMaTHYeCKUX aHTUTEe3, BOCTOP>KeCTBOBABIINX
BIIOCACACTBUH B COHATaX M KOHIIEPTaX, COYMHEH-
HBIX aBTOPaMH, AASI KOTOPBIX XPaM UCKYCCTBa OBIA
BBIIIIE CAKPAABHBIX IIEHHOCTEM IIepPKBH. CAaBUABHBIN
TUMHHYeCKUI TOHYC SIBHO Ipeobaapaer y [aasyHo-
Ba— M 9TO y>Ke He CYLIeCTBEHHO, OBIAO AN HETIOCPEA-
CTBEHHOe ObOpalieHre K paHHEBEHCKUM oOpasiam
COHATBI AU 9TO OOHAPY)KUA CAYX F€HHUSI, OCO3HABAB-
IIeTO CABUIH OT TeaTPAaAbHUX aHTHUTE3 K 9KCTaTH4e-
CKOM MOHOAOTHYHOCTHU XX, Beallleil K TBOPYECKIM

BeXaM BCTYTHUBIIEro B rnpasa Beka Hayuno-Texnuye-
CKOM PEBOAIOLUU.

B njeaom B KoH1epre mpeo6aapaeT TOT MpUHLUIT
«IIPEOAOACHHUS APaMaTH3Ma>, KOTOPBIN 3asBACH
6b1A «Cumponnuecknmu Bapuarusimu>» C. Opan-
Ka, B KOTOPHIX CKpbiTas mporpamma (®ypuu — Op-
deit) CKAAABIBAAACH B IPUHATHE BCebAAroit mporo-
Bepu KpacoTsl, oTpaskass mpoTOHeOKAacHdecKoe
BUAEHME MOHOAOTH3ALIMK AUAAOTA. A 3TO KaCaAOCh
u My3sl M. Bpamca, u M. Perepa, a Taxoke coobma-
AO BBICOKHMM 3MOIIMOHAABHBIN MO3UTHUB dKCTATHUKE
A. Cxpsibuna.

IToxaszareAbHa 9MOAeMaTHKA TOHAABHOCTH f-moll,
KOTOPAasi COCTaBHAQ <«TOYKY OTTAAKHUBAHUS>» AAS
A.TAazyHOBa M KOTOPAsl CONPSDKEHA C APAMaTU3MOM
«Appassionata» A. BerxoBena. OpHako He 3a6b1Ba-
eM 1 0 Cumponun pimeynomsayroro C. Opanka,
eAMHUYHOCTD 3asIBKH )KaHPOBOTO KayeCcTBa KOTOPOi
y KOMIIO3UTOPA BO3BpalljaeT IIepBOHAYAAbHBIH Iiep-
KOBHBI CMBICA 9TOH XaHpoBo# THoAoruu. B Cum-
¢onnn C. PpaHkKa, OCHOBHASI TOHAABHOCTb KOTO-
poit o603Havena HasarnueM (Cumonus d-moll),
nMeeTcs Taoke oropa Ha f-moll/F-dur B xauectBe
COCTABASIIOIITMX TOHUKAABHBIN KOMITAEKC ITAPAAACAD-
HO-OAHOMMEHHBIX TOHaAbHOCTe!. TeM caMbIM Ipea-
CTaBAEHO ITIepeOCMbICACHHE TOHAABHON CUMBOAMKH,
AQIoIIleil HOBbIE CMBICABI B KOHTEKCTEe PEAUTHO3HOIO
Bo3poxaeHus rpanu XIX u XX Bekos.

MonymeHTasbHast AByxdacTHOCTb KoHiepTa
A. I'rasyHOBa Takke AEMOHCTPHUPYET PaCIIuPUTEAD-
HOe ITOHMMaHHe TOHUKAABHOTO KOMIIAEKCA ITPOU3-
BeAeHUs], TOCKOABKY f-moll mpeacTaBaeH B eAHHCTBe
¢ mapaaseAbHO-0AHOUMeHHbIMHU F-dur — Des-dur/
cis-moll/E-dur. icmoAp30oBaHMEe CAOKHO-COCTaBHO-
IO IMOKa3aTeAs BbIIIEHA3BAaHHOI'O TOHUKAABHOTO 06-
PA30BAHUS CO3AAET «CKPBITYIO IIMKAMYHOCTD > II0-
amHoro tuna B Teme ¢ Bapuarusamu BTopoit yacry,
coBMemamoomen QyHKIUU CpeAHel 4acTu (I/I AdcKe
CpeAHHMX qaCTeﬁ) IIUKAQ — M PpHUHAAA. ToHaAbHBII
yposenb Des u cis, A u As npeacrasastior Temy u 8
u3 9-tu Bapuanuii, Torpa xax Bapuanmsa IX Boccra-
HaBAMBaeT TOHUKAABHOCTB F.
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Section 2. Music

YkazaHHble ~ MEAUAHTOBBIE  COOTHOIIEHHS
(f - Des/F) Tonaabusix nentpos I u Il yacreit Kon-
I[epTa CO3AAIOT ITOKA3aTEAbHBIE AASI STIOXH CHMBO-
AM3Ma <«CTepThle» IPHU3HAKU (YHKIIMOHAABHBIX
COOTHOIIEHHH, IIOCKOABKY, SIBASISI KOHTPACT AAAO-
BO-BbICOTHBIH, OAHOBPEMEHHO AGMOHCTPHUPYIOT BTS-
HYTOCTb 3THX TOHAABHO-AAAOBBIX B3aUMOAEHCTBHM
B KPYT PaCIIMPUTEABHO TPAKTYeMOH TOHUKAABHOCTH
OAHOHMMEHHO-TIAPAAAGABHO-OAHOTEPIJOBOTO KOM-
naekca, B AoaHHOM cayvae f/F-E/C/Des/cis-A/As.
I3 aTOTO CAeAyeT cAabasi BBIIBAEHHOCTh COHATHOTO
KOMITO3UILIMOHHOIO YAeHeHus | yacTu, «moraoie-
HHe>» ee CTpOQUYIHOCThIO-BAPUAHTHOCTHIO, a BO 11
YaCTH BRIMUCAaHHOCTD Temsl ¢ Bapuariusimu, rae 6aa-
rOAQpsi pa3HOBBICOTHBIM BBICTpauBaHUsAM Tembl 1 I-
IV, V-VI, VII-VIII u IX Bapuarmuii, co3paeTcs aAAo-
3Us1 K I09MHO-COHATHBIM ITPHHIJUIIAM H3AOXKEHHSI.

IToxasareabHO aBTOpCcKOe nepeaokeHre Konmep-
Ta AASI ABYX QOPTEITHAHO, YTO YKA3bIBAeT Ha KOMIIEH-
CaTMBHOCTD, HO He Ha COPEBHOBATEAbHYIO AAbTE€PHa-
TUBHOCTb QOPTENHUaHHON U OPKeCTPOBOM MapTHIL:
OYeBHAHA OTASIAKA Ha OApOYHYIO OOAUIaTHYIO KOH-
LiepTHYI0 KoMmosunuio. [IpudeM, Ha3BaHHbIN 00-
AWTATHBIH aKIIeHT B TPAaKTOBKe KOHIIEPTHOTO >KaHpa
aeaancs u pomantrkamu (cm.Konmeprot @. [llomnena,
®. MeHAeAbCOHA AASL CKPUIIKH M pOPTENHAHO, CKPH-
munbie Konteprst A. Boetana u T.5.), paboTasimmx
Ha IPaHU POMAHTH3M — OUAepMariep, 4TO UX OTAUYAAO
OT «HeucToBoro>» pomantusma ®. Aucra. Mx «obau-
FaTHOCTb> — OAIDKE K APAMATU3HPOBAHHOMY AUPU3MY
COIIOCTAaBAEHUI CYyOBEKTUBUPOBAHHOTO U OOBEKTH-
BHPOBAHHOTO €r0 IPOsIBACHHIL.

«O6auraraocts>» A. [AazyHOBa HHasl, OHa CO-
CTOSIAACh B PYCA€ HAAMHAUBHAYAABHOTO AUPHU3Ma,
3aBeNIaHHOTO AUPHKOH 1IepPKOBHBIX KOMIIO3UTOPOB
tuna A. BuBaabany, 1. C. Baxa: aTo — THnM3npoBaH-
Hasl AMPUKA, KOTOpas OPTaHUYHO BBIAMAACDH B AH-
PHKY BapHaHTHOTrO OOHapy>KeHHUs ruMHa «Dboxe,
Ljapsl XpaHu> B ero Bropom ¢poprenuannoMm KoH-
nepre. Tempr ero IlepBoro koHiepTa copepkar
MHOXXeCTBEHHbIe IPU3HAKH TeM-CHMBOAOB PeAH-
THO3HO-1]ePKOBHOTO IPOUCXOXAEHHS, HATIOAHEHBI

CKPBITOM MOAU(OHMEN, KOTOPas eCTh camMa 110 cebe
3HakK LlepkoBHOCTHU. M B aTOM — «nedarp» XX Beka,
TOP>KECTBO <« ACHMHAUBHAYAAU3HPOBAHHBIX > I1€PCO-
Haxelt 1. CTpaBHHCKOTO U «00BEKTUBHOM» AUPH-
ku C. IIpoxodnepa, «kocmuuecku-Beceaenckoro>
aupusma A. Ckpsbuna u O. Meccuana.

IlepBbIii KOHLIEPT AASL POPTENHAHO C OPKECTPOM
nocssmer A. TopoBckomy [ 14, 157], moabckomy nu-
AHUCTY, MUPOBOE TIPU3HaHHe KOTOPOTO OIPEACAH-
AO €r0 AMAEPCTBO B MHAHMCTUYECKOM Mupe BeHbr
B 1909-1914 rr. 10 6BIAQ AUHSI IPOCAAOHHOTO ITH-
AHM3Ma, HACAEAOBaBIIAs TPAAULIMK MKOABI M. I'ym-
MeAs, B pycae koTopo cpopmupoBaacs I. Herirays.
AaHHOe NOoCBsIIleHNe OPUEHTHPYET Ha CBSI3b C «AeT-
KUM> [IHMAHU3MOM, 30€raBIIero «ApaMaTUdecKUux
€AMHOOOPCTB> COAHMCTA F OPKECTPA B AyXe «COPEeB-
HOBaTEABHOCTH>» 3TOTr0 poaa y ®. Aucra.

Mcxoanas rema KoH1epTa, oHa 5ke raaBHas 1map-
THS COHATHBIX OTHOIIeHW# Kommosuru Allegro
moderato I yacTu, POXOAUT y OpKeCcTpa — i TOABKO
y OpKecTpa Ha IIPOTsDKeHHH Bcel aTo yacTu. Ilep-
BBIi1 ee II0Ka3 — B 6ACOBOM pPerucTpe, B yHUCOHHOM
gakType, 9TO ACCOITUUPYET C IPABOCAABHO-IIEPKOB-
HBIM ITIeBYECKHM KOAOPHTOM. TeMa aTa — KoAopHpo-
BAaHHbINM BapuaHT catabasis passus duriscuelus, To
€CTh HUCXOASIIASI TIOCAEAOBATEABHOCTD B <«<KECT-
KOM> XPOMATHUYeCKOM IPEAOMAEHHUH, YTO CUMBO-
ansupyer IlokasHue-PackasHue B CA€3HOM CTpa-
croreprieHuu. TeMbl, BbICTpOeHHbIe Ha catabasis,
MHOecTBeHHBI B XIX B., BO3MOXXHO, 9TO IapaAUT-
MaAbHBIHM IIOKAa3aTeAb MEAOAMKH POMAaHTHYECKOTO
croaeTrs. OAHAKO, B COEAMHEHUH C POMAHCOBO-apH-
O3HBIMM MHTOHAIIMAMM, OHU CO3AAI0T y Adk. Bepan.
P. Barnepa, II. YaiixoBckoro, JK. buze u mMHOrmx
APYTHX 0COO0Oro poAa MHAUBHUAYAAU3HPOBAHHBIE
IIPeAOMAEHHSI AAHHOTO L}epKOBHOTO 0bpasa.

Y A.IhasyHOBa Takas ITOCAAOBaTEAbHOCTD
IIPEACTABACHA B «YHCTOTE> THIIOAOTHU YHUCOHHO-
MEAOAUYECKON MOTOPHKH, C BHIACACHHEM <«IIOAT-
HOM > PI/ITMI/IKI/I HYHKTI/IPHI)IX pI/ITMI/I‘-IeCKI/IX q)I/II‘yp,
BOTIAOMIAIOIUX MY>KCKO€ HAYaAO MYy3bIKAABHOTO
BBIPXKEHUS. DTOT «MACKYAUHHBIH > 3apsiA TAQBHOM
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MApTUU COCTABASIET TUIIOAOTMYECKHI ITOKA3aTeAb
HayaAbHOM TeMbl coHaTrHOro Allegro — Ho yHHCOH-
HOCTb U HArPY>KeHHOCTD ITeAAAbHBIMH 3BY4YaHHIMH,
NOANQOHUBUPYIOIUME PAKTYPY, IHIIepOOAU3UPY-
IOT IIOKA3aTeAb TUIIOBO-1]€PKOBHOTO BbIPasKeHHS.

EcTp eme opAuH cUMBOA, KOTOPBIHN B aHAAU3AX
AQHHOTO COYMHEHUS He BBIAEACH: HAYaAbHBIN Ce-
KYHAOBBIF MOTHUB C «MAaAOCEKYHAOBBIM TPEHHEM >
1o BepTukasu (TT. 1,2 M T.A.), 4TO 3aCTaBASET OCTPO
CABIIIATh AQHHYIO CUMBOAMYeCKYyIo ¢urypy. M ato
cooTHoIIeHUe e-f-es, YTO HATIOMHUHAET LUTATY U3
CpPeAHeBeKOBOIO Kpyra My3bIKaABHBIX CHMBOAOB
mi-fa-mi (miseria-fames-miseria — «Hmmera-ro-
AOA-HHuImeTa» [9, 198-199], pedb HAET O CKYAO-
ctu Ayxa). OAHAKO OTMeUeHHas! «HETOYHOCTb>
uutuposanus (e-f-es, a He e-f-e) sHamMeHaTeAbHa:
MIOPOYHBIN KPYyT HapaoMAeH, nHeprus [lokasuus
BBOAUT B 3ak0oH. B opkecTpe moaaBaemasi TAaBHas
HApTHUS 3ByYUT CYPOBO U OAHOBpPEMEHHO 0OBek-
TUBHPOBAHHO, OHA BHE IIepCOHUPHKAIINU « POKa>
AN HUHDBIX POMaHTI/IquKI/IX < aHTpOHOMOP(l)HI)IX
AHMMHU3ALMI > 3aKoHa.

Bcrynaenne ¢poprenmaHo NpUBHOCUT THUMHH-
9JeCKyI0 HapsIAHOCTb B ITPEACTAaBA€HHE MaTepHaAd
TAQBHO ITAPTHUH, 3 CAABHAbHAS apIIeA’KUPOBAHHOCTD
$aKTyphl BbIAEASIET HEKOTOpOe IPUHITUIIHAABHOE
HU3MeHeHHe B MEAOAMKO-PAKTYPHOM KOMIIAEKCE.
D10 ocTanoBKa Ha es® (T. 11), 4T 3acTaBAsIeT YCABI-
IaTh OTIOPY HUXKHETO FOAOCa Ha c'/c?, BHICOTHOCTD
KOTOPOTO 0OpasyeT HA4YaAO CAEAYIOLIEro MOTHBA
(komer T. 11). A B pesyAbTaTe «IIPOYEPUUBAETCS>
¢urypa obpamennoro Kpecra e’ - £ — ¢* — des?®, yxa-
3pBast myTh Cracenns. Hanomunaem, 4To B mepuop
couMHeHus pousBepeHus B [leTepOyprckoit KoH-
CepBaTOPHH AKTUBU3UPOBAAOCH BHUMAHME K «60ro-
HCKAaTEeAbCBY >, K OMOAEIICKOT TEMATHKe, IPUBEALIIee
K IIOCTAaHOBKe CIleKTakAs «L]apb myaeeB> o MydeHH-
vecrse Mucyca Xpucra s 1912 1. [14, 106].

Asaxabt (TT. 11-12 1 13-14) mpoBopUTCs yKa-
3aHHBIN MOTHB-CHMBOA, OTKPbIBAIONTHI CTPACTHYIO
«TponoBeab>» poprenuannoro coao (. 11-30),
KOTOpOe 3aBepIIaeTCs] UCXOAHBIM MEAOAMYECKHM

MOTHBOM, AQIOIUM THUIIOBOe 3anedaTaeHue Kpecr-
Hoit durypst £ - e - g* — ¢! (r1. 29-30).

CaeAyrommuit aTarn 9KCIO3UI[UHN — IIeCeHHO-TUM-
HUYECKU TopaBaeMmas cBssyromas (1. 31-79),
IIPOCTPAaHHOCTb M3AOXKEHHSI KOTOPOHM COCTaBASIeT
TPAAUIIHIO KOHIIEPTHOM POPMBI, KaK ¥ TOHAAbHAS Xa-
PaKTepUCTHKA «IIePEBOAA> 3BYYAHHS U3 OCHOBHOM
B TOHAABHOCTD II0OOYHOM IAPTHUH, B AAHHOM CAydae
B opHOTep10BYIO K f-moll TonaasHOCTS E-dur. 910
CHOBa QOPTEIHAHHOE COAO, C OCTOPOXKHBIM IIOAKATO-
JeHHeM ITeAAAbHBIX 3ByKOB Y OPKecTpa (orT.49).

TemaTHyeckoe HallOAHEHHE CBS3YIOIeH — 9TO
OyKBaABHO «CBsI3bIBaHUE » MOTHBA catabasis opxe-
CTPOBOI TeMbl rTAaBHOM naptuu 1 ¢urypsl Kpecra
U3 <IPOMOBEAHUYECKON > TeMbl $OPTEIHUAHO: Me-
AOAMYECKHUH XOA, OTKPIBAIOIIUI TEMY (tT.33-34),
MIMeeT HUCXOASIIYIO AUHHIO catabasis (10 B AMIaTO-
HU3UPOBAHHOM BapnaHTe), TOTAQ KaK Pa3BUBAIO-
IIMi1 IePBYIO BOCXOASINUI MOTUB TT. 35-36 SIBHO
OpHeHTHPOBaH Ha anabasis, TO eCTb Ha CHMBOA
Ay, Bocxopsieit k He6y. A B COBOKyIHOCTH BbI-
PHCOBBIBAETCS «AOMaHHas>» QUIypa MeAOAHYe-
CKHX yCTOEeB, KOTOPasi, OISTh-TAKH, ACAAeT y3Ha-
BaeMbIM MeAopndecknit kaHoH Kpecra — cm.ycTon
> —f' —es’/ as® — g* (1. 33-36). 3aBepmaercs
CBSI3yIOIasi OPKECTPOBBIM pe3loMe — Ha AMATOHH-
3UPOBAHHOM BapHaHTe catabasis HauaAbHOI TeMbI
(TT. 74-79).

[Toboynast mapTHs, KaK OTMEYAAOCH BBIIIE,
B E-dur, 1 BHOBb BBIABHTaeTCsI popTenuaHHOE COAO
(opxecTp BcTymaer cmycrst 6 TaKTOB OT HadaAa
tems! (T. 86). A B OCHOBe ee — x0A anabasis, moa-
TOTOBACHHBI BTOPBIM MOTHBOM CBS3yIOIIel, HO
KOTOPBIN SIBASIETCSL CTPYKTYPHBIM oOOpaleHueM,
CMBICAOBO COTIpsDKeHHBIM ¢ TeMol IToxasHms kak
OCHOBbI BoO3BbImeHMS AyIIM, CHMBOAM3HpPYEeMOI
urypoit anabasis. Toabko B mpeaerax mo6oYHOM
aTa ¢purypa Bossbimenus npeacTaBAeHa TePLOBOM
IIOCA@AOBATEAbHOCTBIO HOHAKKOPAQ (h-dis-fis-a-cis,
cM. TT. 80-81), 4TO COOTHOCHT My3bIKY STOM TEMBI
C TEpPIJOBBIMH «IIeTIIMHU > Aupudeckux TeM O. [pura,
B YaCTHOCTH, C HOHAKKOPAOBOM ITOCACAOBATEABHO-
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CTBIO BCTYTIUTEABHOTO HHCTPYMEHTAABHOT'O MOTHBA
K ITecue Coasbseiir u3 mbec K pApame I F6ceHa.

3Aech BCIOMUHAETCS XapaKTePUCTUKA <« CTHAS
BeuepoB>» 1900-x, ormeyenHas M. CeBepssHUHBIM
(«...Becp 51 B uem-To HOpBeskckoM! Becb 51 B ueM-To
HCITAaHCKOM! ... ») B €r0 «OMy3bIKaACHHOM > CTH-
xe «YBepTiopa» («AHaHaChl B IIAMIIAHCKOM ... > )
(06 arom cmermaarso [12, 145]). Cumsoa mae-
AABHOM >XeHCTBEHHOCTH — 3T0 COABBeHI, a TeMa
nobouHo, AaBaemast Piu lento, B paxrype mecen-
HO-XOPAaABHOTO CKAapa U B ToHaapHOCTH E-dur,
CHMBOAU3UPOBABIIASl <« HAEAABHOE COCTOSHHE>
y pOMaHTHKOB (CM.06pas3bl UAEAABHBIX TePOHHb
Ax. Bepan, Axuabpa B «Puroaerro>, Asydena
B «Tpybaaype>», Aesaemona B «Orearo>, Ap.),
SIBHO OpPMEHTHPOBAHA Ha )KeHCTBEHHO-AUPHYECKOe
TUIoBoe npossaeHue. M npu aTom paBaemoe B Au-
Hamuke BocxoskaeHus Aymu (cM. HOAbEM MeAOAUM
W3 TIepBOil B YeTBEPTYIO OKTaBy B TT. §0-87).

TemnoBoe «crymenue» (Poco pitt mosso, ot
T. 113) NPUBHOCHT 3KCTAaTMYECKOE HATpPSKEHHE
B ITOAQYY HA3BaHHOTO oOpa3sa, 3akpemasieMoe Pit
mOosso 3aKkArouMTeAbHOI maptuu (1. 135), B 3aBep-
IIeHIe KOTOPOU TeMa MOOOYHOM 3BYy4UT y OpKecTpa
rMMHHYeCKU-AeKAapaTuBHO (TT. 151-155).

Ha rpebne moaseMa MOGOYHO-3aKAIOUHTEAD-
HOTO KOMIIAeKCAa — HaunMHaeTcs ¢asa pazpaborku
(Tempo I, T. 159): mepBas Tema raaBHOM MapTHy,
3By4alllasi y OPKeCTpa, HCXOAHBIM 3HAYUMbIM MOTHB
IOAAeT — B paKType OIOphl Ha HOHAKKOPA oT C, To
€CTb B IIPOAOA’KEHHE AMPHIECKOTO 9KCTa3a Moboy-
HOI. B paspaboTke B cOKpaljeHHOM BUAE ITOKA3aHBI
B OPKECTPOBOM H «CTAQ)KEHHOM> BUAE (OTCYTCTBY-
eT AMAAOTH3AIKs OPKECTP — COAUCT) TAABHAsI-CBSI-
3yIoliasi, 3aTeM 3aKAIOYUTEAbHAS U ITOOOYHAs — Oe3
TEMITOBBIX IIPOTHBOIIOCTABAHHUH, C BBIXOAOM Ha
cdepy As (0T T.223), mOCAE YeTo BBOAUTCS pernpusa
(oT T. 269, Meno mosso) — Ha CBA3yIONlel APTUL,
IIPEACTABASIEMOM OPKeCTPOM ITOA TUMHUYEKYIO ITac-
caxxHoCTb popTenuano. [IpeacTaBaeHHOE ONIHICaHKE
KOHCTAaTHPYeT MPUHLUIMUAABHYIO COAMDKEHHOCTb
Pa3paboTOYHOTrO U PEIPUHOTO IIPOBEACHHUIT TEM.

Buosb B As-dur mpeacraBaena no6ounas (pe-
IIpH3a He COAEPKUT < PelpU3HOro> KadecTBa yT-
BepP>KAEHUSI OCHOBHOTO TOHAABHOTO OPUEHTHpA),
B opkectpe (con moto, oT T. 285), B «MeXaHHKe»
KaHTOBO-XOPAAbHBIX IPOBEACHUM, ITPHBOAUMBIX
K 3aKkA0unTeAbHOI (o1 T. 301). A Ha ypoBHe penpu-
3b1-koAbl (0T T. 325, Tempo 1) nosiBAsieTcs nepsas
TeMa raaBHoi mapruu B f-moll, Ho Ha mepaau Des.
A pesromupyoomuM U OypHO ITOAXBATbIBAEMbIM
B IIACCa’kax GOPTENUaHO OKA3bIBAETCS BHOBD CBSI-
3yIOINas C ee AMATOHM3MPOBAHHBIM catabasis (Piu
mosso, oT T. 340). MITOroBbIM e OKa3bIBAaeTCs
(cm. TT. 358-359) BCe ke — MOTHB catabasis, AaH-
HBIN B BUAE HHCXOXKACHUS TOHHYECKHX aKKOPAOB
OT YeTBEPTOM AO MaAoi OKTaBbl: Maes Ilokasnus,
CMSATYeHHas yYaCcTHeM XKEeHCKOTO HA€AAbHOTO Hada-
A, BOCTOPXKECTBOBaAA (3aMeTUM, TOYHO TAKUMU XKe
aKKOPAAMH 3aBepIINTCS 1 BTOpas yacTh Konuepra).

Bropas yacTp npesblaer 06beM EPBOL, YeM
HAaIlOMHHAeT OTYETAMBO KOHCTPyKIjuio Bocpmoit
cumdonuu I. Maaepa. Tema BeICTpOeHa Ha MEAOAH-
YeCKOM MocAepoBaTeAbHOCTH anabasis, Kak 1 B Ha-
vaae ] yacTH, TeMa mpeacTaBAsieMa B OPKeCTpe, B €T0
HHU3KOM PEeTUCTPe, COOTHOCHMOM C MY>KCKUM ITeHH-
eM B ImpaBocaaBHOM xpame. TonaapHOCTH Des-dur
IIOATOTOBAeHA IpoBepeHHeM penpusbl Allegro
moderato B ocHoBHOM f-moll, Ho Ha mepaan Des.
ITpu oTMeveHHOCTH pasMepa B 3/8 purmudeckas
OCHOBA COACPKUT sIBHbIE IPU3HAKH TIepeMeHHOCTH
pasMepa, HAIIOMHHAIOIeH aKTyaAbHbIE AASI HA4aAQ
XX B. MCTIAHU3MBI MOAEPHA (CM.y BBIIIEIJUTHPOBAH-
Horo M. CeBepsiHnHa: «... Bech 51 B ueM-To HOpBeX-
ckom! Bech 51 B uem-To mcrmanckoM!> ). Ecan aas
PUTMMKU IIOITYASIPHBIX TOTAQ KPHOAMH IIOKA3aTeAb-
HbI IIOCAEAOBATEABHOCTH ddd ddd _l _I _I, TO
B Teme II wacTu moayvaem: J'-J J J T J ITpaBaa,
9TO KacaeTCsl TOABKO 1—14 TT. UBAOKEHUS TEMBI, I1O-
CKOABKY OT 15 T. TemMa 3By4UT B IPUBBIYHOM ABIDKE-
HUU Ha 3/8.

Bapunanmu I u II caepyroT mpenMyiecTBeHHO
B $OpTeNHaHHOM IAPTHH, COCTABASIA TPOABIDKEHHE
II0 PerucTpaM C OXBATOM AOCTATOYHO ITHPOKOIO
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o6beMa 3By4aHUS B CPABHEHHH C «0aCOBUTOCTBIO>
Temspr. Bapuanus III ormeuena xak «I'eponyeckas>,
AEMOHCTPHUPYSI PEIIAUKH OPKecTpa U GOpTerHaHo
B APaMaTH3HPOBAaHHOM AHMAAOTMYECKOM KAIOYE AH-
CTOBCKOM COpPEBHOBATEAbBHOCTH, ITPUYeM, C IpeBa-
AVPOBaHUEM K KOHITY ITbeCbl pOpTENHAHHOM! AP THH.
Bapuanus IV — « Aupuyeckasi» — BbIAGASET COANCTA,
B onpepeAeHHON aHasoruu K pakrype O. [Ilomena.
Tak mpocTymaer elje OAHa TBOpYeCKas IIAPAAACAD:
Kk «Kapnasaay> P. Illymana, ¢ BbIpeA€HHEM ITapHbIX
obpasos-antuTes B Bapuarmsx. 1 ecau I Bapuarus
IIPeACTaeT KaK «AMaTOHHYecKas>, a Il mo Hassa-
Hulo «Xpomaruyeckasi>; Il kak «Ieponyeckas>-
AucToBcKas, a IV « Aupuyeckas>-IIomneHUCTCKas,
V «HuTepmeniio>» B ayxe pakTypa . bpamca,a VI
«Quasi una fantasia”, >KaHp OBBII1 TUII KOTOPOIL COOT-
HOCHT C «/\yHHOI>» coHaToil A. berxoBeHa, Hako-
Herl, VII u VIII xax Masypxka u Ckep1jo, yTBepskaa-
IOIIIX 3HAKOBBIE >KaHPOBbIE IIOKA3aTeAU TBOPYECTBA
®. [MTomena u ®. Aucra.

Kak ormeuaAaoch BbIllle, TOHAABHO-BBICOTHOE
auddepennposanrie Bapuanuii IpUBHOCUT B UX
06pa3HOCTb 1 CTPYKTYPY HPH3HAKH IIO9IMHOTO «CXKa-
TOTO> ITHKAQ, BHIACASIS B KA4eCTBE PeIpU3bl KOMIIO-
3unyH B leaoM Bapuamo IX, kxotopas yreepxaaer
OCHOBHYIO TOHAABHOCTD B BApHUAHTEe OAHOMMEHHOTO
Maxkopa — B F-dur u ¢ nutuposanuem tem I yactu

(raaBHas maptus ot T. 416 B d, no6ouHas napTus ot
1. 423 B F). IIpu arom Bapuaruu I-VIII BoicTpoenst
B TeMOPaAbHO-OpraHU3ALMOHHOM YIIOAOOAEHHOCTH:
IepBEHCTBYeT GpOPTENHUAHHOE COAO C IIOCACAYIOIUM
«moaxBaToM>» opkecTpa. IX Bapuarmsa Boccranas-
AUBaeT TeMOPaAbHO-PAKTYPHYIO THIIOAOTHIO TeMsbl
Bapuarnuit — u Havaaa Koniepra: 6a3oBbiit 06pa3
IIPEACTaBAEH B OpKeCTpe, pOpTeNnuaHo obecrednBaeT
IACCAKHO-PUOPUTYPHYIO HAPSAHOCTD ITOKa3a TEM.

I'epMeHeBTHYECKHH aCIeKT MHTOHAITMOHHOIO
IIOAXOAQ TIO3BOAMA BBISIBUTD TAYOOKYIO OPUTHHAAD-
HOCTb A. I'rasynosa B ero Ilepsom popTenuanHOoM
KOHIIEPTe B €T0 IAPAAEAAH K «OOTOMCKATEABCKIM>
xe counnenusm . Maaepa (Bocbmas cumdonus),
K. Aebroccu («Myuenndecrso cs. CebacTrana» ),
A. Cxpsbuna (sbicTpausanue nocae 1911 r. Mucre-
pym) U Ap. A. TAa3yHOB yrayOua TeHAEHIMIO COAU-
JKEHMSI C AYyXOBHOM IIEPBOOCHOBOM KOHIIEPTHOTI'O
»KaHpa, Kak 3To HameuyeHo B TBopuecTse 1. Yarikos-
ckoro u peaausosaHo y C. Paxmanunosa. M xak ato
IPUIHATO B AyXOBHBIX MUCTEPHAABHBIX >KAHPAX,
KaHOHHMYECKeU-TUIIOBOe, IIepKOBHOE COYeTaeTcs
C 0OMXOAHO-6OBITOBBIM: SAEMEHTHI KAaCAaHHUS HOBEX-
CKMX-HCIAHCKUX TUIIOAOTHI B IPEACTABACHHU TeM-
obpasoB KoHrjepTa, B IpuHIIKIIe, pelIeHHBIX HA OC-
HOBE AyXOBHO-TUIIOAOTHYECKHX MOTHBOB.
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MY3bIKAJIbHOU LLEBYEHKUAHE (HA MATEPUAIJIE
NPOU3BEAEHNA HA TEKCTbI «0ABUAO0BbIX MCAJIMOB»)

AnnoTanus. B crarbe paccMOTpeHbI TPOU3BEASHNUS COBPEMEeHHBIX YKPAaHHCKMX KOMIIO3UTOPOB

Ha TeKCTBI M3 IIO9THIECKOTo ITUKAA « AaBUAOBHI ItcaaMbl» T. IIlepyerko. OcymiecTBAH KOMIIAPATHB-

HBII aHAAU3 IIPU3HAKOB CAKPAABHOTO B My3bIKaAbHOM U oaTudeckoi Illepuenkuane.

KaroueBplie cAOBa: IO3THKA CAKPAaAbHOTO, My3biKkaAbHas IlleBuenknaHa, «/AaBUAOBbI IICAAMBI>

T. IlleB4eHKO, yKpaMHCKHE KOMIIO3UTOPBL.

CakpaAbHOE — OAMH M3 TAABHBIX CMBICAOBBIX
IIeHTpOoB npuTsbkeHus B TBopyecTse T. IlleBuenxo.
T'AyOHHHOE BO3AEIICTBHE CAKPAABHOTO IIPOSIBASIET-
Cs1 B MHOTOOOPa3HOM HCIIOAB30BAHHU IIOITOM Pas-
AVYHBIX PEAUTHO3HBIX MOTUBOB, CIOXKeTOB, 00pa3os,
CUMBOAOB U CBHAETEABCTBYET O TAYOHMHHOM 3Hade-
Huu Cestmpensoro ITucanus B mupoBosapennn Ko6-
3apst. «LlurupoBanue Bubanu — xapakrepHas dep-

Ta, IPUCYIIasi AUTePaTyPHOMY SA3BIKY II09Ta, ApKas
0CO6eHHOCTD ero aBTopckoro cruasi>» 1, S1]. Bu-
OAeMiCKasi TEeMATHKA IPUCYTCTBYET BO MHOTIHX IIPO-
usBepeHusx nosta (Hampumep, mosmpl «Mapus»,
«Heodurpi>», «Iloppaxkanue 11 ncaamy>, «Ocus.
TraBa 14») , OAHAKO HarboAee IIOAHO U KOHIIEHTPH-
POBaHHO AyXOBHas cymHOCTb IIncanus BbIpake-
Ha B IIUKAE «/\aBHAOBBI NICaAMbI>» (TTO3THIECKOM
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IepeAOKeHUU HcaATan), BKkoropoM T. IlleBuenxo
CO3AAA BPICOKUM IMATETHYECKUI CTUAD HOBOT'O AUTE-
PaTypHOro YKPaHHCKOTO SI3bIKA.

AuHrBoCTHAUCTHYECKOE OPOpMAeHHEe cOOp-
HHUKa «/AaBHAOBBI IICAAMBI» HMEET KAIUYEeBOE
3HAYeHUe B BBIABACHUH CIIeIIUPHUKHU BOIAOIIEHHUS
CaKpaAbHOTO («cBsamenHOro>) B TBOpYECTBe
T. [Ilepuenko. Bepb, mo ompepeaenuto IO. I'pu-
TOpPYYyK, «IIO9THKA CAKPAABHOTO — CHCTEMa TBOP-
4eCKHUX IPUHIIUIIOB U XYAOXXECTBEHHBIX CPEACTB,
C IOMOIIbIO KOTOPHIX B AUTEPATYPHOM IIPOHU3Be-
A€HHH 00DeKTUBHPYIOTCS CAKPAAbHbIE CMBICABI>»
[4,75]. CakpaAbHOE MOKeT IPOSIBASTHCS Ha Pas-
HBIX YPOBHSX apPXHTEKTOHHKH AHTEPATypHOTO
IIPOU3BEAEHHS, B TOM YHCAe Yepe3 TEMATUKY, 00-
pasbl repoeB, CUCTeMY >KaHpPOB, MeTa$pOpHU3aIHIO,
peAI/II‘I/IOSHbIe KOHIIEIIThI U T.II.

TTousarne «moaTHKa>» OXBATHIBAET AOCTATOYHO
IIHPOKOe CeMaHTH4YecKoe ToAe. boabmuHCcTBO AH-
TepaTyPOBEAOB TOAKYIOT €ro Kak HayKy O CTPOeHHH
H CII0CO0AX OPTaHU3AL[IY AUTEPATYPHOTO IIPOU3Be-
AeHus. OTMETHM, YTO B MY3bIKOBEAEHHH CAOBOCO-
JeTaHHe <My3bIKaAbHAS ITO9TUKA>» B OAHHX CAyYa-
SIX POAHHUTCSI C AUTEPATypPOBEAYECKON TPAKTOBKOM
(H. I'yasannkas, T. Tecas, H. BeAnuenxko), B APY-
TUX,— TPAaHUYUT C MOHSITHEM <«KOMITO3UTOPCKHIA
ctuab>» (A. M. CaMOFAGHKO) HAH CBA3aHO C CeMaH-
tuxoit (B. HemkoBckas, A. TToaumyx).

B paHHOI cTaThbe MOA MO3TUKOM NMPOU3BEASHHS
MBI IIOAPa3yMeBaeM CHUCTeMy IPHHIIMIIOB ero Xy-
AOKeCTBEHHOI OpTaHU3aIMH. Tak, B IO3THKE IJUK-
Aa «/A\aBHUAOBBI icaAaMbl>» 1. IIleBueHKO BbhIpEASIEM
CAEAYIOIHe COCTaBASIOIHe: O0Mmast KOMIO3UIIHS
cOOpHHUKA, ApaMaTyprudeckre 0COOEHHOCTH, TAAB-
Hble 0OpasHble cPepbl, XapaKTepHbIe YePThI A3bIKA,
CTHAMCTHKA, BepCUUKAIHL.

Hecmorps Ha TO, 4TO TeMa peAUrno3Ho-PHAO-
codcxrx MOTHBOB B 11033uu Ko63apst HeOAHOKpaTHO
IIpHUBAEKAAQ BHUMAHHE AUTEPATYPOBEAOB, IIOITHKA
CaKpaAbHOTO B My3bikaabHOH IlleBuenknaHe sBAS-
eTCsI IPAKTHYeCKU HEHCCAEAOBAaHHOM 00AACTDIO, YTO
U OTIPEAEAHMAO aKTYaAbHOCTb AAHHOM CTaTbH.

ITeAbro pabOTHI SIBASIETCS OIHICAHUE CIIELUPUKU
IIPETBOPEHUs NPUHITUIIOB CTUXOCAOXKEHHUS M Ce-
MaHTHYECKHX OCOOEHHOCTE! CaKpaAbHOM MTOI3UU
T. IleB4eHKO B My3bIKe COBPEMEHHbIX YKPAUHCKUX
KOMITO3UTOPOB. Taicke OAHOM U3 3aAa4 CTATbH SIB-
AsIeTCS. CPaBHUTEAbHAsI XapaKTePHUCTHUKA ITO3THKH
CAaKpPAABHOTO B AUTEPATyPe U MY3bIKe B I[EAOM.

Hayynas HOBU3HA pabOTHI 3aKAIOYAETCS B TOM,
4TO OHA IIPEACTABASIET COOOI eAMHCTBEHHYIO Ha Ce-
TOAHSIIHHUM ACHD IIONBITKY AN epeHIIMpOBaHHOTO
paccMOTpeHus MPU3HAKOB cakpaAbHOTO B «IIcaa-
Mmax AaBupa» IlleBueHKO M B My3bIKe Ha TEKCTbI U3
AanHOTO 1MKAa. KpoMme aTOro, pe3yapraTsl Hammx
HAOAIOAEHHUI MOT'YT OBITh 9KCTPAIIOAMPOBAHbI Ha
APyTHe UCCAeAOBAHHS KOMIIO3UTOPCKOTO AyXOBHO-
r0 TBOPYECTBA.

HHuTepnpeTarius peAUrno3HbIX MOTHUBOB B IIO-
aTryeckoM TBopyecTBe T. [IleByeHko nHTEpecoBasa
MHOTHX YKPaUHCKHX AUTEPATypOBeAOB (Hampumep,
I". I'pabosuua, O. 3a6yxxo, 1. Aaunaenxo, T. Buasb-
ynHckyto, M. Oruenxo, H. Cayxaii, E. CBepcTioka
1 Ap.) O6pamas BHUMaHUe Ha KOHIIEHTPAIUIO TBOP-
geckoi Mpicau T. IlleBueHko B cdepe cakpasbHOTO,
HCCAEAOBATEAU IIOPAa3HOMY TOAKYIOT MHOTOOOpasue
CeMaHTHYECKHX KOHHOTAIIUH CAKPAaABHOTO B €ro
TBOpuecTBe. OAHH OOBSICHSIOT 3Ty 0COOEHHOCTb He
CTOABKO TEMATHYECKOM CBA3bI0 C brubAunen, CKOAbKO
< I'AY6I/IHHI)IMI/I CTPYKTYP&MI/I MBIIIIA€HHS I103Ta>»>
[3, 182], ApyrHe OTMeYaroT MPOMOBEAHUYECKHE
criocobroctu noa3uit T. IlleBueHKO, pEeAUTHO3HYIO
IIOAOIIAEKY M «KEePUTMaTHYEeCKHI> XapaKTep ero
IIO3TUYECKOM peun [9, 38]. Hexoropbie yyeHbie ak-
IIeHTUPYIOT BHIMaHNE Ha TOXAECTBEHHOCTH IOHSI-
THH «CAKPAABHOCTb> U «CBSTOCTb> B TBOPYECTBE
Ko63aps1. HakoHer; 60ABIIMHCTBO HCCAEAOBATEALH
cxopsiTcs Bo MHeHuH, 4To 1. IlleBueHko — ocHOBa-
TeAb AyXOBHOTO, 9TUYECKOTO HavyaAa B YKPaHHCKOM
AUTEpaType.

TepMuH «cakpaAbHOE> B IIepeBOAE C AATHHCKO-
IO SI3bIKA O3HAYAET <« ... CBAIIEHHBIH, CBITOM, TOT, 4TO
BBI3bIBaeT 6AArOroBeiiHOe yBaxeHHe...» S, 891].
Haunnas c XX Beka cakpaAbHOE BHIXOAUT 3a TIpeAe-
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ABI UCKAIOUHUTEABHO PEAMTHO3HOTO AMCKypca. Te-
nepb K CAKPAAbHBIM SIBAGHHUSM OTHOCST He TOABKO
PeAUTHO3HO-MUCTHYECKOe HAHM HPPaIlOHAABHOE
(KyAbT, PEAMTHO3HbIE [IEHHOCTH, AMMHOCTH U BelllH,
KOTOpbIe OBIAK TIOCBSIIIeHbI), HO U TO, 4YTO BOIIAOIIA-
eT BBICOKOAYXOBHbIE HAEH 1 00pa3bL.

ITo ompepeaenuio myspikoBepa C. Iluma, «...
CaKpaAbHAsl My3bIKa — Ta, YTO QYHKIIMOHHPYET
B ONPEACACHHOM KYABTYPHOM CpeAe KaK IOCBS-
meHHas bory (6oram, Ayxa), BBIPA’KAIOIasl PeAH-
THO3HbIe YYBCTBA, TANHCTBEHHO ACHCTBYIOIIAs Ha
JeAOBeKa, NMPeAHA3HAYeHHAs! AASl PEAUTHO3HOTO
PHUTyaAa U BBI3BIBAIOLIAsl OAArOTOBEHHOE YBaXKEHHE,
CBAIIIEHHOE IIOKAOHEHHE, 0053aTeAbHOE AAS HOCH-
TEACH AAHHOM PEAUTHO3HOM TPAAULIAH > [11, 59].
Kak ormeuaer O. 30cumM, B MeTadpOpHUIECKOM CMBIC-
A€ CaKpaAbHasl MY3bIKa He SIBASETCS COCTaBHOM
YJaCThIO PEAUTHO3HON KOMMYHHUKAIIUH, AeXKaIleH
B OCHOBE CaKPaAbHOI'O HCKYCCTBA, 3 HHTEPIIPETH-
pyeTcs KaK XyAOXKeCTBEeHHO-3CTeTHIeCKUl GpeHo-
MeH, IIOTOMY YTO OPHEeHTHPOBAaHA Ha KOHI[epTHOe
ucroaHenue |6, 103].

YunTpIBasi pa3HOCTOPOHHHE ACTIEKThI HCCACAO-
BAaHUS PEAUTHO3HBIX MOTHBOB B TBOpuecTse T. Illes-
YEeHKO M U3yYEHHOCTb CAKPAABHOTO B AUTEPaTypo-
BEAEHHH B II€AOM, PACCMOTPHUM TUIIUYHBIE YEPTHI
CTHAMICTHKH «CaKpyMa» B «/AaBUAOBBIX IICAAMAX>
T. IlleBueHKO U CITOCOOBI UX UHTEPIIPETALIU B MY-
3bIKe YKPAaMHCKUX KOMIIO3UTOPOB.

[Toatmyeckmit 1UKA «/AABUAOBBI IICAAMBI»
T. IlleBYeHKO COCTOUT U3 AECATH MOITHIECKHX IIepe-
AoxxeHHH [IcaaTHpy, B KOTOPBIX He TOABKO PacKpBhI-
BAIOTCSI AMYHbIE YYBCTBA U ITePEXXUBAHMUS ABTOPA, HO
U TIPOBOASITCS COBEPIIEHHO OYeBHAHbIE MTAPAAAEAH
MexAy 6ubaeiickoit ncropueit Mspauas u ucro-
pUYeCKUMH peaAnsMu YkpauHbl. C TOUKH 3peHus
B. Cyaumbl, «yMOAsIs O IPOIeHUY AMYHbIX IPeXOB
U CITACEHUU BCEX AIOAEH, MOIT HAITUCAA AAS CBOUX
COBpPeMEeHHHMKOB MOAHUTBBI, C KOTOPBIMH OHH MOTAU
61 06pamarscs k Bory> [10, 202].

3aMeTHM, 4YTO PEAMTHO3HBIN CTHAb TBOPYECTBa
T. HlepyeHKo MMeeT CBOHU crieripuIecKre IpU3Ha-

KU Ha BCeX SI3BIKOBBIX YPOBHSIX, OAHAKO Hanboaee
3HAYMMbBIMU SIBASIFOTCSL TeMATHYeCKUil (MOTHBBI,
TeMBI, CIOXeTbI) U AeKCUIeCKUi (MHOTOYHCACHHbIE
AeKCeMBI OMOAEIICKOTO COAEPIKAHIS, METPUYECKas
cneLu/Iq;HKa). Kpowme Toro, no muenuto IO. I'purop-
9yK, «CTHAUCTUYECKUM ‘MHAUKATOPOM CaKpaAb-
HOTO B AUTEPATYPHOM IPOU3BEACHHU SIBASITCS
Y MHOTOITAQHOBAsI MeTadpOPU3AIUI XYAOKECTBEH-
HOTO BhIpaXeHWs1» 4, 74 ). Hanpumep, Bep6aabHas
COCTaBASIIOIAsl OIEPhI-OPATOpPUH <BcmomuuTe,
OpaTus Mosi... » B. I'ybapenko HacpimeHa MeTado-
PHYECKUMH BBICKA3bIBAHISIMU, MHOTOYHCACHHBIMH
AMPHYECKUMH OTCTYNACHUAMH M PHAOCOPCKHMHU
Pa3MBIIIAEHISIMH, YTO IIPUBOAUT K IMOAUPOHUYE-
CKOMY HACAOEHUIO KOHTPACTHBIX COACP>KATEABHO-Te-
MaTHYeCKHX AUHU, PAa3AUYHBIX CMBICAOBBIX KOAOB,
CpeAU KOTOPBIX Beaylllee 3HAUCHHE IIPHHAAAEKHT
KoHIeniTocdepe cakpasbHOro. IToaTomy Ha Aekcu-
JeCKOM ypOBHe IIOKa3aTeAeM PEAUTHO3HOTO CTHAS
B TBOpyecTBe T. IIleBueHKO SIBASIIOTCS TaK Ha3bIBa-
eMble MapKUpOBaHHbIe caoBa. Hampumep, 6ubaeii-
CKYe HauMeHOBaHs, IfuTarsl u3 CsmenHoro ITuca-
HUsI, OMOAEU3MBI, ApXa3MBbl, I}epPKOBHOCAABSHI3MBbL

Yro Xe SBASETCS «IIOATBEP>KACHUEM BBIpaXKe-
HUS> CaKpyMa B My3bIKe?

ITo muenuto O. 30cuM, IPU3HAKOM CAaKPAABHOTO
B My3bIKQABHBIX IIPOU3BEACHIUSIX SIBASIETCS UX OOro-
CAy>KeOHasi QYHKIHS, TO €CTh BKAIOUEHHE B XPaMo-
BO€e IIPOCTPAHCTBO, TA€ IPOUCXOAUT PEAUTHO3HbIH
aKT KOMMYHHUKAIJUHM Y€AOBEKA C TPAaHCIIeHACHTHBIM
[6, 107]. OTAMYHTEABHBIM CBOCTBOM Cakpyma
B KOMITO3UTOPCKOM KBasuAuTyprudeckom («Ksa-
3MAUTYpPruYecKasi My3bIKa — HaIllMCaHa Ha KAaHOHU-
JeCKHe TeKCTbI, HO UMeeT KOHIIePTHOe Ha3HAuYeHue »
[6, 107]) TBOpuecTBe, c Touku 3penus O.3ocum,
MOXXHO Ha3BaTb U UCIIOAb30BaHMe KaHOHHUYECKHX
TEKCTOB,— B AAHHOM CAy4Yae, CTHXOTBOPHBIX Ilepe-
AoxxeHHi AaBuAOBBIX caaMoB T. IlleByeHko B pac-
CMaTpUBaeMbIX HaMH IIpousBepeHMx. Hanpumep,
«PoxpectBenckas boxxectsennas Awutyprusa»
A. Kosapenko, xoposbie KoHIepThl A.fIkoBuy-
ka u O.IloaeBoro, xoposrsie rukabl M. Ckopuka
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u B. JKypasuiikoro, onepa-oparopus «Bcrnomaure,
Oparus Mosi... » B. I'ybapenko u ap.

CakpaAbHasi CTHAMCTHKA <«/AAaBHAOBBIX IICAA-
MoB> T. IIleB4eHKO MPOSIBASIETCSI B TIOITHYECKOM
CHHTAaKCHCe, KaK IIPaBHAO, 3aUMCTBOBAHHOM U3
BETX03aBeTHbIX TeKCTOB. B yacTHOCTH, 9TO ymoTpe-
OAeHHUe SIUTETOB, HHBEPCHOHHOIO IIOPSIAKA CAOB,
IIPHEeMOB AaCHHAETOHA M IIOAMCUHAETOHA, PUTOPU-
YeCKHX BOIIPOCOB M BOCKAMIIAHUH, CPABHUTEABHBIX
060pOTOB.

C 1meAblo AMHAMHU3AIIMM ~ CTUXOTBOPEHUS
U, IOPOMH, YCHAEHHUS IMPOCHUTEAbHOH HHTOHAITUH
T. IIleB4yeHKO MOAB3yeTCsl NMPUEMOM ACHHAETOHA,
OTAMYHUTEABHBIM IPU3HAKOM KOTOPOTO SIBASIETCS
OTCYTCTBHE COI030B MEXAY OAHOPOAHBIMH YACHAMU
IPEAAOXKEHHS AASI TOAYEPKHBAHMS U KPATKOCTH BBI-
paxenus [8, 65].

3aMeTHM, YTO KOMIO3UTOPHI TOHKO IIPETBOPSIIOT
B My3bIKe CHHTaKCHYeCKHe IPUeMbl CTUXOTBOPEHUI
T. lleByenko. Tax, B. XKypasuiikuii B cpepasem pas-
aene niepsoit yactu (ITcarom 12) xopoBoro nuxaa
«ITcaaMbI AaBUAOBBI» AMHAMH3UPOBAHHOE IIO3THU-
yeCKOoe BbICKA3bIBaHHE C HCIIOAb30BAHHEM ACHHAE-
ToHa («Cracu MeHs, CTIacCH MO0 AYIITy> ) YCUAHBA-
eT B My3bIKAABHOM IIPOYTEHHHU C IOMOIIBIO YaCTOMN
cmenbt MeTpoputma (2/4, 6/8 u T.p.). Ilopo6HbII
npreM HabAropaaeM u B «IIcaame 12» M. Cropuxka,
TAe aKTHBHU3AIM My3BIKAABHON TKaHH, KPOMe H3-
MEHEHUSI METPOPHUTMA, COIIPOBOXKAAETCS HCIIOAD-
30BaHUEM PA3AUYHBIX CUETHBIX AOAEH AASI BOIIAO-
meHus 14-cA0roBoro ctuxa (4eTBepTHBIX, BOCMBIX
AAHMTeABHOCTEH). Bo BTOPOM YaCTH YIIOMSHYTOIO
nukaa B. XKypasurkoro (Icarom S3) mpuem acun-
AeTOHa Ha cAoBax «Moarocs, [ocoan, BHymm nm /
YCT MOMX rAQrOABI>» HAXOAUT CBO€ BOIAOIIEHHE 10~
CPEACTBOM HMUTALIUHU C KBAPTOBBIM BCTYIIACHUEM
FOAOCOB, YTO CIIOCOOCTBYeT AAMHAAPHOCTH, YIIAOT-
HEHHOCTH MY3bIKaAbHOM TKAHM.

Apyras nmoatudeckass GpuUrypa, HEOAHOKPATHO
npumeHsieMas B « AaBuAOBbIX Icaamax> T. IlleBuen-
KO,— IIOAUCHHAETOH,— CIIOCOOCTBYeT 3aMeAACHUIO
TOHA BBICKA3bIBaHMS, ero pacuaeHeHuro. 1o ompe-

AGAEHHIO AUTEPATYPOBEAYECKOTO CAOBAPS, «IIOAU-
cuHAeTOH (MHOTOCOIO3HE) — 9TO ¢urypa noaruye-
CKOM peyH, BHIIIOAHEHA TOBTOPSIOIUMUCS COI03aMHU
AASL YCHACHUS AUPHUYECKOH BBIPA3UTEABHOCTH HAH
MeAUTaTUBHOCTH> |8, 72]. [10CKOABKY 3TOT mpH-
eM HMeeT BeAylljee 3HaUeHHe B TeKCTax bubauwu, mo
MHEHUIO HCCAEAOBATEAEM, « UCIIOAb30BAHHUE IT0ITOM
MHOTOCOIO3UI CBUAETEABCTBYET O OOABLIOM BAMSI-
Hun CasmenHsoro Ilucanns Ha ero cTUXOTBOpPHBIE
TepeAoYKeHHs TICaAMOB> | 1, 54].

Yro ke KacaeTcs My3bIKAABHOTO BOIAOIIEHHUS
IIOAMICHHAETOHA, TO B IIEPBOM JACTH XOPOBOTO ITUKAQ
B. ’Kypasurxoro (Ha Texcr nepeaoxeHun IIcaama
12), Ha cAOBax « AOKH 6yAy MyduTh Aymry / i cepriem
6oairtu? / Aoku 6yae BOPOTr AIOTHIL / Ha MEHe AMBH-
THCB / 1 CMISTHCB! ... », KOMIIO3UTOP BOCIIPOU3BOAUT
ob1ee cOCTOSHYE 3aMEAACHHOCTH BbICKA3bIBAHUS
C TIOMOIINBIO TPEXKPAaTHOTO IIOBTOPEHUS OAHOIO
M TOT'O K€ MEAOAHNYECKOI0 MOTHBA (TPI/IXOPA — Te-
TanOpA) B Pa3AMYHBIX TOAOCAX Ha pOHE XOPOBOTO
mormorando. B cBoro ouepepar M. Cxopuk, uHTep-
IPETUPYSI ITOT PpParMeHT, IpUOeraeT K IOAUIIAACTO-
BOMY PaCCAOEHUIO MY3bIKAABHOM TKAHH.

Eme oAHUM CTHAUCTHYECKMM «HMHAMKATOPOM>
CaKpaABHOTO B II093UU SIBASIETCSI OOpalljeHHe K KaH-
paM IIepKOBHOM AHMTepaTyphl (MoAnTBa, mcaroM,
IIOCAQHUE, MUCTEPHS, <IIOAPKAHHE>, IIepeAOKe-
Hue). AuTeparypoBeAbl OTMEYAIOT, YTO BO MHOTHUX
npousBepeHusx T. [lleBueHKO IMEHHO MOAUTBA SIB-
ASIETCSI BEAYIITIM CTPYKTYPHBIM 9A€MEHTOM, OAHUM
U3 CPEACTB BBIPQXKEHMS ero PUAOCOPCKUX B3IAL-
AoB. ITokasareabHbiM 06pasrioMm IlleByeHKOBCKOI
MOAMTBEHHOM AUPHUKHU SBASETCS LIUKA «/AABHAOBBI
TIICAAMBI>, B KOTOPOM IIECTb CPEAU AECATU CTHXOB —
MOAHMTBeHHbIe 1o Xapaktepy (12,43, 52,53, 81,93).

TakuM 06pa3oM, My3bIKAABHBIH XKAHP SIBASIETCS
OAHMM M3 TAAQBHBIX PeIpPe3eHTAHTOB CaKPAAbHOIO
B My3biKe. KOMIIO3HTOpBI 4acTO 06pamiaroTcs K KOH-
IIepTHBIM XKaHPaM AYXOBHOI My3BIKH, KOTOPbIE CO-
AEP)KaT PUTYAAbBHYIO COCTABASIIOIYIO B KadecTBe
BeAyIein (mecca, opaTopus, peKBHEeM, AUTYPIHs,
MarHHcanaT). B xauecTBe nmpuMepa npuBeaeM orre-
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py-opatoputo «Bcnomuure, 6paTus Most... » B. I'y-
bapeHKo, KaHPOBbIe UCTOKH KOTOPOH, II0 MHEHHUIO
H. Kopoarok, Hapsiay ¢ mpeeMCTBEHHOCTBIO C aH-
TUYHOM TPareAren U IPUHIUIIAMU CPEAHEBEKOBOTO
PEeANTHO3HOTO TeaTpa, HMEeIOT reHeTHYeCKUe CBS3H
¢ maccuonamu [7, 171]. TlosTomy B counHenuw,
C OAHOI CTOPOHBI, IPUCYTCTBYIOT KOMITO3UI[UOH-
HO-)KaHPOBbIe MPU3HAKM aHTUYHOMN Tpareaun (Ha-
AMYHE TAaKMX PA3AEAOB KaK ITPOAOT, ITAPOA, IKCOA,
STHCOAMH, CTACHMBbI), C APYTOIl,— >KaHpa TACCHOHOB
(gepepoBanme penank pacckazdmka—Iloara c Apama-
TUYECKUMH COOBITUNHBIMU BHHSOAaMI/I).

Bmecre c TeM, cCakpaABHOCTD B HEAUTYPIUYECKOM
(KOHIIEpTHOM, CBETCKOM) MY3bIKAAbHOM MPOHU3BEAe-
HUU MOXKET IIOAYYaTh CBOE OTOOpaXKeHe Yepes Ipsi-
MO€ HAHM KOCBEHHOE HCIIOAb30BaHUE TaKUX XKAHPOB
(MAM MIX OTAEABHBIX 9A€MEHTOB ) KaK IICAAOM, MOAMT-
Ba, PUTYA, CTPACTH, KAaHT, OPTaHyM, MOTeT.

ITomMuMO 3TOro, MO3THKA CAKPAABHOTO IPOSIB-
ASIeTCSI He TOABKO Ha YPOBHe CTPYKTYPBbI, HO U B Ce-
MaHTHKe IpHMeHsieMbIX 06pa3oB. B wacTHOCTH,— 1O
MHuenuro H. Beanuenko,— B ucrioab3oBanny 6ubAeii-
CKHUX KOHIIEIITOB U 0OPa30B, CHIMBOAOB HAU MOAEAEH
AYXOBHOM AUYHOCTH: BOOPY>KeHHbIH BOHH, CHAIOIIee
CBETHAO, MAAOE AUTS, ITy TellIeCTBEHHUK, HAITPABASIO-
IUICS Y3KUM ITyTeM, Xpaum, Tae skuBeT CsToit Ayx,
BeTBHU BUHOTPAAHOM AO3BI U T.A. [2,112], uTo Taroke
orpaxaeTcs B 1oa3uu T. [Ilepuenko. 3SHaYUTEABHBIMU
B IIMKA€ « AABUAOBBI IICAAMBI> SBASIIOTCSI OMOAEHICKHIE
06pa3bl BOABL, B YaCTHOCTH «poc Epmonckux> Kak
cumBoaa ounmenus (Ilc. 132). LlentpasbHoe me-
CTO NPHHAAAEKUT, Ha HAIll B3TASIA, IPOTHBOIIOCTAB-
A€HMIO <ITPAaBEAHBIX> U «HEYeCTUBBIX>,— IO CYTH
9TO CKBO3HOI MAEMHBII BEKTOP COOPHHUKA,— & TAkKe
TECHO CBSI3AaHHOMY C HUM B COAEPKaTeAbHOM IIAQHE
xonyenty Bparos (Ilc. 12, 53). CymecrsenHOe 3Ha-
JeHHe IPUOOPETAIOT U HEKOTOPbIE APYTHE AyXOBHbIE
xoHtenTbl: Bosxpeit kapsi («sxo Bor HakasbiBaet He-
TIPaBbIX, IPaBbIM IOMoraeT> — I Ic. 149), coboproctu
(«Bocmoem yectnbM cobopom» —Ilc. 149), Aro6Bu
K GAM>KHEMY 1 K BparaM («<H Ha 3ABIX MOUX IIOCMOTPIO
He3ABIM CBOMM TAa3oM> — I1c. 53).

B xoposoit munMaTiope B.TumoxxuHCckoro
«ITcaaom 12> yrpoxaromuit 06pa3 Bpara, UMelo-
IUICS B TIO9TUYECKOM TEKCTe, B My3bIKe IIPOSIBASICT-
CsI C TIOMOIITBIO TeKCTOBOM MOAMPOHHH, 2 CeMaHTHYe-
CKHM Ba)KHAsl CHHTarMa «<B PYKH BPa>KbH> CTAHOBHUTCS
Bep6aAbH0171 COCTaBASIONIEH OCTUHATHOM PUIYPBHI.
KyabMuHanmoHHy10 $pasdy «/Aa He CKaXKeT XUTPbIH
Bpar» aBTOP BBIAEASIET C TIOMOINbIO MPUMEHEeHHs
ymenbmenHo# rammel H. A. Pumckoro-Kopcakosa,
B pe3yAbTaTe 4ero BOSHUKAIOT OCTPhIe IIOAHAAAOBbIE
cornocraBaeHust (AMCCOHMPYIONIHE TPEHHUs 3BYKOB
«gis>»—«as>» C 4eTBEPTUTOHOBbIM HAAOXKEHHEM B UX
OAHOBpEMEHHOM 3ByYaHHH).

B. I'yb6apenko B onepe-oparopuu «Bcnomuure,
Oparus Mosi...>» H300pakaeT Tparudeckue coobl-
tusi KoAnMBIIUHbI yepes3 Mpu3My CaKpaAbHBIX KOH-
IIeNITOB Ka3HH, KePTBONPUHOIIEHHUS U MTOKASTHHS,
KOTOpbIe NPETBOPSIOTCS Ha Pa3HbIX YPOBHSX — CO-
A€P>KaTeAbHO-CMBICAOBOM, KOMITIO3HIIMOHHOM, Te-
MaTH4eckoM (MHTOHAIMOHHOM, PHTMO-MOTHBHOM,
Tem6paabHOM). [ToA06HO aBTOpaM aHTHYHBIX TPare-
AUI, KOMIIO3UTOP, IPOBEAS CAYLIATEeAs] Yepe3 repe-
>KUBaHUeE YyBCTB y>Kaca M COCTPAAAHUS, 3aBepIlaeT
CBOe NpPOU3BeAEHHEe TAyOOKHM KaTapCHCOM, BOC-
IPUHUMAIOIIMMCS B KayeCTBe CHUMBOAA AYXOBHOT'O
OYMIIIEHUS U OOHOBACHUA.

Ha cTmancrudeckoM ypoBHe CaKpaAbHOCTD
B MY3BIKe MOXKET IPOSIBASITHCSI MHOTOOOPA3HO U He-
PeAKO CBsi3aHa ¢ oOpalljeHneM K CPEACTBaM U IIpH-
eMaM BBIPa3UTEeAbHOCTH MY3bIKH OTAAAEHHBIX JI0X
(Cpeanesexosbsi, Peneccanca, Bapokko), Takux kax
peneTUTaTUBHOCTb, MOHOAUYHOCTD, ATEMATUIYHOCTD
(MMHMMaAMCTCKAs TEXHUKA), HCIOAb30BAHUE PUTO-
pudeckux GpUryp, pa3HOro poAa IJUTAT, HHTOHAIU-
OHHBIX CPEACTB XPUCTHAHCKOM AYXOBHOM TPAAULIUH
(xopaAbHOIT GpaKTyphl, RHTHPOHHBIX U PECTIOHCOP-
HBIX IIPUHIIMIIOB K T.IL), 4TO AQeT CYyMMapHBbIi 3¢-
$EeKT CTAaTHIHOCTH U MEeAUTATHBHOCTH, BHYyTPeHHeMN
CAEP>KaHHOCTH U TAYOOKOI MOAUTBEHHOM COCPEAO-
ToueHHOCTH |6, 102 ].

OrMeTHM, 4TO HanbOAee PaCIPOCTPAHEHHBIM
IIPUHITUIIOM B PAaCCMATPHBAEMbIX KOMIIO3UTOPCKHX
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HMHTEPIIPeTAlUAX SBASETCS UCIIOAb30BaHME IICAA-
MOAMPOBAHUS, B YACTHOCTH B XOPOBBIX KOHIIEPTax
A. SIxoBuyka, O. IToaeBoro, kanTare «IIcaamer Aa-
BrAOBbI» O. iMametannosoit (IToxuao). B rpetpeit
vactu (ITcanom 149) xopoBsoro nukaa B. JKypasu-
KOTO IICAAMOAMPOBAHHE B IIAPTHU TEHOPOB HA CAO-
Bax «[Ipemoao6HbIe BO cAaBe M Ha THXUX AOXKAX>
BOCITPHMHUMAETCs Kak TOAOC IIPOPOKA-TICAAMOIIEBIja.
ITomumo TOTO, COBpeMeHHbIe YKPanHCKIe KOMIIO3U-
TOPBI 9ACTO MTOAB3YIOTCS SKCIPECCUBHBIM IIPUEMOM
peunTanuu 6e3 UKCUPOBAHHON 3ByKOBBICOTHOCTH,
4TO OepeT CBOM HCTOKH B KOO3apCKO-AUPHHUIIKOMN
Tpapuny. Hampumep, aTo cTuANCTHYeCKOE CpeA-
CTBO aKTUBHO MCIIOAb3YeT . ABIMKO B KyAbDMHUHAIIH-
OHHBIX pa3aeAax cBoeil xopoBoi cumdponuu «Illes-
YEeHKMHaHa>>.

Ba>xHpIM pakTOpOM BOMAOIIEHMS CAKPAABHOTO
B My3bIKe YKPAaUHCKUX aBTOPOB SBASIETCSI HCIIOAB30-
BaHMeE YeThIPEXTOAOCHOM XOPAAbHOM (PaKTyphl U TaK
HA3bIBA€MOT'0 KAHTOBOTO TPEXTOAOCHS], YTO KOCBEHHO
yKa3pIBaeT Ha AUTYPIUYECKyIO HAlIPaBACHHOCTDb My-
3piku. Hanprmep, Bo Bropoit yactu rjukaa B. JKypa-
sunkoro (ITc. 53) Ha caoBax «Bor MHe moMoraer>
HCTIOAB3YeTCSl «TepIi0Basi BTOpPa> B IAPTHH TEHOPOB
U «<CBOOOAHASI MeAOAUST»> ¥ 6acoB. XopaabHas dax-
Typa BBICTYTIAeT KAIOUEBBIM (paKTOPOM OPTaHU3ALUH
MY3bIKaAbHOM TKaHH B KPaTHUX Pa3A€AAX TPETher Ya-
cru (Ic. 53) xoposoro nukaa M. Ckopuxka.

OTAeABHO CAeAyeT CKa3aTh 00 HCIIOAHUTEABCKOM
COCTaBe PAaCCMOTPEHHBIX BOKAABHO-XOPOBBIX U BO-
KAaAbHO-UHCTPYMEHTAABHBIX IpousBeaeHuil. Kak
H3BECTHO, TeMOPOBbIi1 COCTAB [}epKOBHBIX IIPOU3Be-
AEHUIT B OOABLUINHCTBE CAy4aeB BOKAABHO-XOPOBOIL

HnTepecHo, 4TO Bce HCCAGAOBAaHHbIE HAMU OITYChI
coapanbl Aas Myskckoro (B H. Avicenko, B. XKypa-
Burkoro, M. CKopuKa) HAHM CMENIAHHOTO XOPOBOTO
COCTaBa C COAHBIMU MY’KCKUMH MapTHAMU (IIpOU3-
BepeHns . Pesyrikoro, A. flkoBuyka, O. IToaeBo-
ro, B. I'ybapenko, B. Tumosxuncskoro, A. ABIUKO).
MO>XHO MPEAITOAOXKHUTD, UYTO XapaKTePHOM YepTOH
AYXOBHOM MY3BIKH eCTb Clenupuka TeMOpOBOI
OKPACKHU MY>KCKUX TOAOCOB, 4TO €CTECTBEHHO aCCO-
LIMUPYIOTCS C IiepKOBHBIM IteHrneM. Kpowme toro, 6a-
COBBIM T'OAOC YaCTO MMeEeT CEeMAHTHYEeCKOe 3HAYeHHe
KaK rOAOC IIPOpOKa.

B 10 >xe BpeMs 4ncTOe TeMOPOBOE 3ByYaHHe AET-
CKHX TOAOCOB BOCITPMHHMAETCS KaK aHI'€AbCKOE ITeHHe
HeOOXXHUTeAeHl, IPUYeM BO3BBILIEHHOE <«PaNCKOe>
3By4aHMEe AETCKOTO XOpa 4acTO CBA3aHO C AOCTaTOY-
HO YCTOMYMBBIM PaKTyPHBIM pellleHHeM — KAHTOBbIM
TPEXTOAOCHEM. DTHM IPUEMOM TOHKO ITOAb3YeTCS
B. T'ybapenko B onepe-oparopuu «Bcmomuure, 6pa-
THS MOSI ... >, BOIIAOIIAsI, TAKMM 0OPa3oM, CKBO3HOM
KOHI[EIT «pasi OPaTCKOTrO eAUHCTBA>.

OrMeTnM, 4TO KAaMEPHOCTb XOPOBOI'O COCTaBa
CTAaHOBUTCSI AOIIOAHUTEABHOM OTAMYUTEABHOM KOH-
HOTAIIHel CAKPaABbHBIX 0OPa30B, IOCKOABKY CO3AAET
0COOBIIT AyXOBHO-UHTUMHBbII, HCITIOBEAAABHBIN TOH
BBICKA3bIBAaHUSL.

ITockoAbKy HamM aHAAMTHYECKHe HabArope-
HUsl OTHOCUTEABHO IIOITHKH CAKPAABHOTO B AM-
TepaType U My3bIKe BBIXOAST AAAEKO 3a IPEAEABI
paccMaTpuBaeMbIX IPOU3BEACHHIT U UMEIOT OoAee
YHHMBEpCaAbHbIHM XapaKTep, KPaTKO MOABITOXKHM BCe
BBILIEH3A0XKEHHOE B BUAE CPAaBHUTEABHO TaOAHIBI
(cm. Taba. 1).

Tabnuua 1.-MNoaTnka cakpanbHOro B MTepaType 1 My3blke

Anreparypa

My3spika

1 2

3

Kanpp1

IEPpEAOKEHHUE.

MoanTBa, IcaAOM, AyXOBHBIH CTHX,
IIOCAAHME, MUCTEPHS], <IIOAPAXKAHHUE > ,|CTH, MAaTHUPUKAT, AyXOBHbIHM KOHIIEpPT, KaHT.

Mecca, OpaTopH:d, pEKBHEM, AUTYPIH, CTpa-

AOHOAHI/ITeAbeIe JKaHpOBbIE KOHHOTAITHH:
IICAAOM, MOAHNTBAQ, IICCHOIICHNE, T'MMH,
OpraHyM, MOT€ET.

92



POETICS OF SACRED IN MODERN MUSICAL SHEVCHENKIANA (ON THE MATERIAL OF WORKS ON THE TEXTS OF “PSALMS OF DAVID")

1 2 3
KomnosunuonHo- | AuteparypHasi opMa MOAUTBBI; TexcToMy3bIKaAbHbIE GOPMBI,
CTPYKTypHbBIe CKBO3HOM ITAPAAAEAVI3M. 00yCAOBAEHHBIE HCIIOAb30BaHUEM /
NPHHIANIBI HOOOYHBIM BO3AEHCTBUEM KAHOHUYECKHX
HAU TIAPAAUTYPrUYeCKUX TeKCTOB
(mcaamMoaMpoBaHHe, aHTHPOHHbIE HAK
PECIOHCOPHbIe TIPUHIIUIIBL | T.IL. ).
Cruancruka AexcHuyeckne cpeACTBa Temaru3m. My3bIKaAbHO-HHTOHAIIHOHHbIE
ITutupoBanue brubanuy, 61bAeu3Mbl  |IpHEMBI
(ppaseorornsmbl), HePKOBHOCAABSA-  |LIUTaThI MAM AAAO3HH CPEAHEBEKOBBIX
HU3MbI, OKKa3HOHAAU3MbI, AUAAEKTH3- |My3bIKAABHBIX IPOU3BEACHUIT; PUTOPHYECKHE
MBI PEAUTHO3HAS AeKCHKA, AeKCHKA ~ |MHTOHAIJMOHHBIE $Urypsl onoxu PeHeccanca
AASL 0003HaYeHNUSI LIepKOBHOI aTpuly- |1 Bapokko; MHTOHAIMOHHbIE CPEACTBA
THKY, oOpamenus Kk Bory u T.1L. XPUCTHAHCKOM AyXOBHOM TPAAHLIUH
Cunrakcudeckue ocobeHHoCcTH (nanpumep, cexsenrus «Dies irae> ); aTema-
XyAOKeCTBEHHbIE OTPeAeACHH S (MU~ |TUIHOCTD.
TeThl); acunpeToH (6eccorosue), moan-|Pakrypa. ICIOAHATEAbCKHII COCTAB.
cuHAeTOH (MHOTOCOMO3KE); aHadopa; |Texnuka macpma
MHBEPCHOHHBI IIOPSIAOK CAOB; PUTO- | MOHOAMYHOCTD U3A0XKEHIIS; XOPAABHASI
pudecKre BOIPOCHL M BOCKAULAHYS; | PAKTypa; OAyXOTBOPEHHOE 3ByYaHMUE;
CpaBHHTEAbHbIE 060POTHL. BO3BbIIIEH- [MEAUTATHBHOCTD; MUHIMAAUCTCKASI TEXHHKA
HBIF TOH BBICKA3bIBAHIIS U T.IL IIMChMA; KAMEPHOCTb; XOP MAaABYHKOB;
MY>KCKOM XOp U T.IL.
CemaHTHKA Bubaeiickue uau napasumypeuteckue konyenmot ( «pacrisThe >, «CTPAAAHHE>, <KPECT>,
«cTpactu ), 06pass. (Casroit Tocrioab, Mateps Boxust, TpopoKw), cumeorst Ut Modeiu
dyxo06#oil Aurocmu (BOOPY>KeHHbIi BOMH, CHSIOIIEe CBETUAO, MAAOE AUTS).

BpiBoabl. OcCO6EHHOCTD IOITHKU CaKpyMa
B cOopHuKe «AaBHAOBBI IcaAMbl>» T. IleBueHKo 3a-
KAIOYAeTCsI He TOABKO B MICTIOAb30BAaHHUHU PEAUTHO3-
HOI1 TeMATHKH, HO U B 001IjeM MUPOOI[yIIleHUH CAMO-
ro Kob63apsi. Peaurrnosnas Aekcuka, ynmorpebasemast
II09TOM, CBAETEABCTBYET O er0O TAyOHHHOM 3HAaHUU
Csamennoro Ilucanus.

IToaTHKa CaKpaABHOTO B AMTEpaType M MY3bl-
Ke MPOSIBASIETCS. Ha PasHBIX yPOBHSX (XKAaHPOBOM,
CTPYKTYPHO-KOMITO3HIJHOHHOM, ~CeMaHTHYECKOM,
CHHTAaKCHYECKOM, AeKCHYECKOM, CTHAUCTHYECKOM).
B AuTeparype cakpaAbHasl CTUAMCTHKA IIPEXKAE BCe-
IO BBIPQXKAETCS B PEYH M CHHTAKCHUCE, B CBS3H C YeM
KOMIIO3UTOPCKHE HHTEPIPETAIH IUKAA «/AABUAOBBI
ncaAMbr> T. IIleB4eHKO OTAMYAIOTCSI AOCTATOYHBIM

PasHOOOpa3reM BOMAOIeHH CHHTAKCHYEeCKUX ITPUe-
MOB 110331H. CaMbIM FAQBHBIM B KBa3HAUTYPTrHYeCKOM
KOMITO3UTOPCKOM TBOPYECTBE CTAHOBHUTCS ICIIOAB30-
BaHHe PEAUTHO3HbIX TeKCTOB. Emje opAHMM cTHAMCTH-
4eCKUM [I0Ka3aTeAeM CAKPAABHOTO B II093UH U My3bIKe
SIBASIETCS OOpallleHIe aBTOPOB K >KaHPaM IIepKOBHO
AUTEPaTyPbl U My3bIKH, IOCKOABKY JKaHp — OAUH H3
BO)XHEMIINX HHCTPYMEHTOB BOIIAOIIEHHUSI CAaKpyMa.
He MeHee BayxHOe 3HaUeHMe TPHOOPETAET U CEMAHTH-
Ka MY3BIKAABHBIX 00Pa30B, B YaCTHOCTH OHbAeicKue
KOHIJENIThl, CUMBOABI, KOTOPbIe MOTYT ObITh BbIpa-
JKEHBI Pa3AMYHBIMH CIIOCOOAMH M IpHEeMaMH KOM-
TIO3UTOPCKOTO TMHUChMA (IICAAMOAMPOBaHME, MOHO-
AMYHOCTD, PUTOPUYECKHe HHTOHAI[HOHHbIE QUIYPBI
anoxu bapokko, xopasbHas ¢pakTypa, aHTHPOHHDIE
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NIPUHIMIBL U T.11. ). [T060YHBIM MPU3HAKOM TIPOSIBAE-  HO-XOPOBO#t COCTAB UCTIOAHHUTEAEH C IPEBAAUPOBa-

HII CAKPAAbPHOTO B MY3bIKE €CTb KaMeprIIjI BOKaAb- HHEM MYXXCKHX TeM6p0B.

10.

11
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BOKAJIbHbIE 3BYKOOBPA3bl B KOHLUEMNLUWU BOJIbLLUON
COHATbI N9 ®OPTEMUAHO N. YAUKOBCKOIo

Annoranust. CTaTbsi MOCBsIjeHa H3YYeHHUIO IPOOAeMBI BOKAABHOTO HMHTOHUPOBAHUS Ha
poprennano. Crerdpuka B3aUMOAEHCTBUS Pe4eBOro, HHCTPYMEHTAABHOTO U BOKAABHOTO HadaA
pacMaTpuBaeTCsl HA MaTepHaAe XXaHPOBOM CEMAaHTUKH BOKAABHBIX 3ByKOOOPa30B B KOMIIO3UTOPCKOM
tBopuecTBe II. YarikoBckoro. BpiABAeHa HMX B3aMMOCBA3b C HMHCTPYMEHTAAbHBIMH (OpPMaMH
B COHATHOM I[UKA€, KOTOPbII OTAMYAETCSI OT 3aIlAAHOEBPOIIEICKOrO MHBAPUAHTA HAIIMOHAABHBIM
CBOeoOpa3ueM )KaHPOBOH KOHIJENIUH U 0OPa3HOCTHIO.

KaroueBbIe CAOBa: BOKAABHBII 3ByKOOOpa3, MHTOHALMS, HHCTPYMEHTAAbBHOE [TeHUe, IIPHHIIHIT
cantabile, oprernmano.

ITocTranoBka HpO6AeMbI <IIOKOIIEro cbopTerma— H IIOIOIIETO I'OAOCa B HeAOCTHOﬁ KOHIEIIHKN MY3bI-

HO> SIBASIETCSI MHOTOACIIEKTHOM M OXBAaThIBAET IIIH- KaAbHOTO IIPOMU3BEACHI.

POKI/Iﬁ CIIEKTp HPOHBAEHI/Iﬁ, OTHOCAIIUXCA K 3CTE-
THUKE M ITO3THKE MY3bIKAAPHOI'O TBOPYECTBA. x
H3y4€eHHE CBA3aHO C KOHKPETHBIMH CTHASIMH (KaK
KOMITIO3UTOPCKHMH, TaK 1 I/ICHOAHI/ITeAbCKI/IMI/I) , Ts-
TOTCIOIIMMH K BOITAOII€HHWIO CHHTE3a SBYKOBOfI HUACH

CpeAlt AOCTaTOYHO GOABIIOrO KOAMYECTBA HC-
CA@AOBAHMUH, IOCBSIIEHHbIX GOPTEIHAHHON MY3bIKe,
MOXXHO BBIAGAUTD O0AACTH, KOTOPbIE HA CETOAHSII-
HUM ACHD SIBASIIOTCS HaMMeHee U3ydeHHBIMH. JTO,
B YaCTHOCTH, IIpoOAeMa, GOPMyAHpyeMas TEPMUHOM
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«Toomee poprenuaHo>. OcMbICACHHE I'PAHUI] TEP-
MHHA U SIBA€HUS, CTOSIIETO 32 HUM B PyccKoi pop-
TEeIMaHHOM KYABTYpPe, IPEACTABASET aKTYaAbHOCTD
TEeMbI CTaThH.

HM3yuenne ocHOB IIpeTBOpPeHMs Ha POPTENHAHO
BOKAABHOM MHTOHAITUM BBISIBASIET IIEABIN KOMITIAEKC
BOIIPOCOB, TPeOyIOmMUX pelleHus.. JTO, HApUMep,
$yHAAMEHTAABHASI COOTHECEHHOCTb BOKAABHOTO
Y MHCTPYMEHTAABHOTO Ha4aA B QOPTENHaHHOM HHTO-
HHPOBAHHH, OTIPEACACHHE TEXHOAOTHU AOCTIDKEHHS
BOKAABHOTO 3BYKOBOTO KauecTBa B (POPTENHAHHON
urpe. [locaepHee 03HaYaeT U MPAKTHIECKOE 3HAYEHHe
3asIBAGHHOM TeMbl, IOCKOABKY B METOAMKe (opTernu-
AHHOTO HCTIOAHHTEABCTBA <IIeHre Ha GOPTeIHaHo >
(T. Heitrays [6]), sBASeTCS OAHMM U3 KpHTEpUEB
CTHUABHOM UTpBl. Bompocsl, cBsizaHHbIe ¢ BOCIIPOH3Be-
AeHHeM BOKaAbHOTO HHTOHHPOBAHH Ha QOPTEIHAHO,
B IIOCACAHEe BpeMs HAYMHAIOT IIOAHMMATbCSI HA HOBOM
METOAMKO-TeopeTHudeckoM ypoBHe. OCHOBY 3aech
COCTaBASIFOT TPYABI IO MY3BIKAABHOM OpPraHOAOTHU
KaK OTHOCHUTEABHO HOBOM OTPAaCAH MY3BIKO3HAHMS
[3;4; 5], aTaroxe yoKe CTaBIIIHe KAACCHYEeCKUMHU Pabo-
THI 110 TeOPUH GOPTENHMAHHOTO UCIIOAHUTEABCTBA [6 .

ITeAb cTaThu — BBIABUTD CHEUPHKY U TUIIOAO-
rudecKkre 0COOeHHOCTH BOKAABHBIX 3ByKOOOPa3oB
B poprenuanHoM TBopdecTBe 11. HaiikoBckoro Ha
npuMepe boapmoit conars pAas popTenuano op. 37.

AocTIKeHre BOKAABHOTO I10 Ka4eCTBY 3BYKOO-
Opasa OCyILIeCTBASIETCS Yepe3 LIeAbINl KOMIIAEKC CO-
OTBETCTBYIOIUX IIPHEMOB, OTIPEACASIeMbIX IIOHSATH-
eM cantabile, koTopoe KoppecrioHaupyer c ritmico
KaK OTPaXeHHeM YAAPHO-KAABUIIHOHM ITPHPOABI
uHcrpymenTa. Qoprenuano BOupaeT B cebs TeM-
OpoBble Ka4eCTBa, CBOMICTBEHHbIE BOKAABHBIM U HH-
CTPYMEHTAaAbHBIM AHCAMOASIM, XOPY 1 OPKECTPY, OA-
HAKO peaAM3yeT 9TH KauecTBa yepes creljupuiecKkme
¢$opMBI 3ByKOU3BAEUEHHS U 3ByKOBeaeHH. B ocHOBe
Pa3BepPHYTBIX MEAOAUYEKHUX AUHUI U MOAMPOHUYE-
CKHX COYeTAHHUH AeXKAT BOKAAbHbIE HHTOHAILIUH Pa3-
HBIX NICTOKOB M CEMAHTHKH.

B My3bIKaAbHOM MHTOHAITMU CAUBAIOTCS BOCAUHO
ABa Ha4yaAa: C OAHOM CTOPOHbI, MEAOC X PUTMO-UHTO-

Hanus (MAYIIas OT pedr/AOrOCa U MPEOAOACHHS eé
BAUSHMIA B TAACTHKE BOKAABHBIX IPOOGPA30B), U «He-
Masi>»> UHTOHAIUS, UAYIIASL OT ITAACTHKU ABYDKEHMM
yeroseueckoro Teaa (B. Acapnes [1; 2]). B popre-
IIMAHHON MY3bIKe 3TH ABA POAQ MHTOHAITMOHHOIO
MBIIIAEHHSI [T0-0COO0MY COEAMHSIIOTCSI, BOTIAOIAs
gepe3 $pakTypy IPOCTPAHCTBEHHYIO KOHPUTYPaLIUIO
MY3bIKAABHOT'O TEMATH3Ma, €T0 «IIAOTh>» U CIIOCO0
MHpOYyBCTBOBaHMA. FIMeHHO yepe3 pakTypy, uepes
IIapaMeTpbl e€ BEPTHKAAU 1 TAYOHHBI, PaCKPbIBAIOT-
CsI CMBICABI pOPTENMAHHOTO HUHTOHUPOBAHUS B BUAE
THUIIOB MHOTOTOAOCHSI, K&>KADIN U3 KOTOPBIX COACP-
KUT pa3Hble IPeTBOPEHNS HAH TeMOPO-PaKTypHOTO
KOMIIA€KCA HHCTPYMEHTA, B KOTOPOM BeAyIIjasi POAb
IPUHAAAEXKUT TeMOPY Kak «TeAy>» My3bIKu. Dop-
TenraHHasl GaKTypa B My3bIKe ITPEACTAeT KaK KOM-
IIO3UTOPCKO-UCIIOAHUTEABCKUH PeHOMEH, B paMKax
KOTOPOTO BO3PACTAeT POAb 3ByKOBOTO KOMITOHEHTA,
PO’KAQEMOrO KaK HCIIOAHUTEABCKHI 3ByKOOOpas.
BricTymast B aTOM cMbICA€ KaK «CTpOEeHHe 3BydYa-
HHSI> MY3bIKAABHOTO IIPOU3BEAeHN s, POpTENHaHHAS
¢akTypa B KauecTBe CBOEro OCHOBHOTO KOMITOHEHTa
BEPTHKAAH HIMEET <TOAOC>» — MEAOAMIECKYIO AUHHIO,
UAY GaKTyPHBIN ITAACT PA3AUYHOTO HHTOHAIIIOHHOTO
COAEpIKaHMUs, HO 0003HAYAEMBII ITM TEPMUHOM I10
AHAAOTHH C UCKYCCTBOM IeHHSI.

B oprennannyro moaTuKy BOKaAbHAas MHTO-
HAIIMOHHOCTDb IIPOHUKAET B BHAE TPeX XKAHPOBBIX
HaJaA: AGKAAMAITMOHHOCTD, PeYUTATUBHOCTH, II0-
BECTBOBATEABHOCTU. B ceMaHTHYeCKOM acIiexTe,
nepsoe, (AeKAAMAIIMOHHOCTD ) O3HAYAET POHUKHO-
BeHMUe My3bIKU B Pedb, 3 BTOpoe (peduTaTUBHOCTD ) —
06paTHBIII [IPOLIeCC MPOHUKHOBEHHS PEYH B MY3BIKY
(E. Hazaitkusackuit). [I0BeCTBOBaT@ABHOCTD HAYaAO
B KBa3H-BOKAABHOM (OPTEIIHAHHOM MHTOHHPOBA-
HHH 03Ha4aeT MOHOAOTUYHOCTD, COABHOCTD, BHY TPHU
KOTOPO¥ IPUCYTCTBYET AAAOT KaK OCHOBA AI0OOTO
npoliecca KoHIeprupoBanus. Kpome Toro, mose-
CTBOBAaTEABHOCTD IIOPOXKAAET MPOrPAMMHOCTD, KaK
KOHKPEeTHO-CIOXKETHYI0, Ha 1 0000IeHHOrO THIIA.

B acreTHyeckoM cMbIcAe «IIeHHe Ha Goprenua-
HO> O3HA4aeT OTPa’keHHe aHTPOIIOI|eHTPUCTCKOM
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HAeH 4YeAOBeKa, KaK IleHTpa MUpo3paHus. Bes akape-
MHYecKasl My3bIKa, HauMHas oT ee ucTokoB B XII Beke,
B CBOEH 3CTETHKE COAEPXKAaAa KaK BeAyIIHH BO3BbI-
IIEHHbIH CTHAb, HAYILIUI OT XPUCTHAHCKON COOOp-
HOCTHU M PeaAM3yeMblil Yepe3 MepeHOC BOKAABHOM
crienfu$UKU Ha MHCTPYMeHTAaAbHYIO0 cepy. Teauc
«ToAoC —3T0 yeaoBek> (E. HazaikuiHCKi1) acTpa-
MIOAMPYeTCSI U Ha MHCTPYMEHTHI, KOTOpPbIe Takxke
BBICTYTIAIOT B 9TOM PYHKIIUH U PeNpe3eHTHPYIOT
00111eCTBEHHOTO YeAOBEKA, OTPAXKAEMOTO B 3epKaAe
TOM UAU UHOU SIIOXH.

B ocnoBe neByuer urpbl Ha $OPTENUAHO ASKUT
OPTaHUYHBIN CIIAAB IleABHOCTH U rubxocTu. Ilepsoe
O3HaYaeT PeaAU3aIIHIO IPEACTABACHHBIX B KOMITO3H-
TOPCKOM TEKCTEe «CKPENASIOIUX> MOMEHTOB B Me-
AOAMYECKOM U PaKTypHOM opraHusanuu. Bropoe
peaAmnsyeTcs B MAACTHKE HCIIOAHUTEAbCKUX ABIDKe-
HUI1, B KOTOPBIX HEOOXOAUMO U30€XKATh «3KIMOB>»
U MU3AUIIHETO HAIPSDKEHMS, 00eCIIeduTh CBOOOAY MO-
TOPHUKH HUCTIOAHUTEABCKOTO aIllapaTta, BKAIOYasi BeCh
KOMIIAEKC PabOThI TeAa UCIIOAHUTeAS. [AaBHOe Ha-
npaBAeHHe ¢poprenranHoro reopdecrsa [1. Haiikos-
CKOTO CBSI3aHO C CO3AAHMEM HallMOHAABHON My3bIKU
AASI 9TOTO MHCTpyMeHTa. PopTenuaHHble Ipou3Be-
AeHns I1. YalikoBCKOro OOABIIEN 4acThIO MHAHHU-
CTUYHBI: B HUX IPOSIBASIETCS] TOHKOE KOMITO3UTOP-
CKOe CABIIIAHUE PA3HBIX PETUCTPOB POSIASL, BAAACHHE
$oprenuaHHOM PaKTypOH, BHyTPU KOTOPOH HapaB-
He C APYI‘I/IMI/I, TUIITNYHO PIHCTPYMeHTaAbHOfI HPI/I-
PoABL. «OXUBAIOT>» B0KAAbLHbIE 36YK000pA3bL, POXK-
A€HHBbIE Ha OCHOBE BBIPA3HUTEABHBIX TeM-MEAOAMI
U MEAOAM3UPOBaHHOM ¢akTypsl. lapmoHMueckas
KPaCOYHOCTD 3By4YaHHI HHCTPYMEHTA aAANITHPOBAHA
K HAIlTMOHAABHOM MEAOAMKE, COCTABASIS C HEM OAHO
CTHAMCTHYECKOE I[EAOE.

IIperBopeHne BOKaAbHOW MHTOHAIIMM HA HH-
CTPyMeHTe — IIPOLIeCC CAOXKHBIN U HEOAHO3HAYHBI.
Peub maeT, BO-IIepBBIX, 0 MHOr000Opasuu ¢opm camo-
ro BOKAaAbHO-PeYeBOr0 HHTOHHPOBAHUS, KOTOpbIe
He SIBASIFOTCSI BO MHOTHX CAy4asix COOCTBEHHO IeHH-
eM. Becb aTOT KOMIIAEKC peueBbIX HA9aA AOCTATOYHO
IIAPOKO MPEACTABACH B My3bIKE AAST MEAOAUYECKHX

MHCTPYMEHTOB — CTPYHHBIX U AyXOBbIX. EcAr >ke peun
UAET O MHOTOTOAOCHBIX FAPMOHHYECKHUX UHCTPY-
MEHTaXx, IIOAOOHBIX KAABUPY UAU OPTaHy, TO 3A€Ch
FOCIIOACTBYeT IIPHHIIUII 0ObeAHEHHS 10 BEPTUKAAU
TaKHUX KOMITOHEHTOB, KAK MEAOANYECKHE AUHUH HAK
raactsl. OHE MOTYT OBITH Kak AuddepeHIupoBaH-
HBIMH 110 QYHKIIMAM U AGAUTDHCS Ha BEAyIIHE U CO-
IIPOBOXKAQIOIIME, TaK U HeAupPpepeHIIMPOBaHHbI-
MH, PaBHOIIOTEHIIMAABHBIMH (M. Tu [11]). Taxyto
0COOEHHOCTb HHCTPYMEHTAABHOTO HHTOHHPOBAHHS
nmoaMeuaeT 1 E. HazalikHCKHI, BRIAEASIS B HEM < KO-
IIMPOBAaHUe>» He COOCTBEHHO peueBOil HHTOHALIUH,
4 MHTOHALIMK «PacreToro Tekcta» | S, 160]. Bmecre
C TeM, «PacIeTblil TeKCT> (MMeeTCs B BUAY BOKaAb-
Hasl My3bIKa C TEKCTOBOM OCHOBOM, MAU BOKaAns)
BHYTPH Ce0s COAEPXKUT reHeTHIeCK IIePBUYHbIe CTH-
AVCTHYeCKHe HAaKAOHEHHS, OIIPEAeASIONINe B KOHed-
HOM HTOTe CyMMY BOKAAbHbIX UHTOHAI[UH, KOTOpPbIE,
B CBOIO OYepPEeAb, AAANTUPYIOTCS B MHCTPYMEHTAAD-
HOM 3BYYaHHUH IIOA STUAON «06pasa> KOHKPETHOTO
MHCTPYMEHTA.

Kak B BOKaAbHOM, TaKk U B HHCTPYMEHTAaABHOM
MHTOHHUPOBAHMH, BHIAEASIIOTCS] TPH XKAaHPOBBIX Ha-
KAOHEHHS — AeKAAMAIJHOHHOCTD, PEYUTATHBHOCTD,
IIOBECTBOBATEABHOCTb. XapaKTepu3ys IlepBoe Hu3
HUX — AeKAAMAI[MOHHOCTD, CA€AyeT OTMEeTHUTb He
OAHO3HAYHOCTb TOAKOBAHHUS CAMOTO 3TOTO TePMH-
Ha, ITOA KOTOPBIM, C OAHOM CTOPOHBI, IOHUMAeTCs
At060€ BOKaAbHOE (HAU «KBa3MBOKAABHOE>, TIPEA-
CTaBAGHHO€ UHCTPYMEHTAAbHO) HHTOHUPOBaHHE
(C. Cxpebkos [8]),a c Apyroit — AMmIb My3bIKaAbHasI
CTHUAMICTHKA, HAYIITast B CBOMX HICTOKAX OT MEAOAEKAQ-
Mallvy — YTeHHUs HapaclleB AUTePaTypPHOIO TeKCTa.
Ilop peunTanueit HOHUMaeTCsS HEUYTO IIPOTHUBOIIO-
AOXKHOE A€KAAMAITHH, ITPHYeM, KaK B 9CTeTUIECKOM
CMBICA€, TaK U TI0 MY3bIKAABHOM cTHAUCTHKe. Ecan
AeKAaMaIlHsl OCHOBBIBAETCS Ha «BHECEHHH MY3bIKU
B peub (B MEAOAEKAAMAIIUU AQKe B IPSIMOM CMBIC-
A€)>, TO «PEUHTAIIHs Ke, HA06OPOT, eCTh BHEAPEHUEe
pedeBoro OTTeHKa B ucioAHeHue> [ S5, 160]. O6a atu
CTUAUCTAYECKHE HAKAOHEHHUSI OTHOCSITCSI He TOABKO
K BOKAABHOM My3bIKe, HO U K UHCTPYMEHTAAbBHOH,
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B ToM umcae, K poprermmannoi (E. Hazaitkunckuit
HAXOAUT MPOSIBACHHE AeKAAMAITHOHHOCTHU B « Taii-
He> (op. 57 N¢ 4) us mecToi TeTpaAr « AMpHYeCcKUX
mbec>» J. [pura, a 06pasLoM pednTaTUBHOCTHU CYH-
Taet ero ke «Apuerty> (op. 12 N2 1) us nepsoit
Terpapu [ S, 161]).

TpeTbuM >XaHPOBBIM HAKAOHEHUEM, PEaAH3Y-
eMbIM B MY3bIKe, IIpU4eM, He TOABKO B BOKAAbHOH,
HO M B HHCTPYMEHTAAbBHOMH, BBICTYIIAeT IIOBECTBO-
BaTeAbHOCTD. E€ reHeTHuecKor OCHOBOM SIBASIETCSI
3TI0C — 3MHKA B MIMPOKOM IMOHHUMAHHUHU 3TOTO IIO-
HSTHS, KaK POAOBOM KaTeTOPHH XyAOXKeCTBEHHOI'O
MBIIIA€HYS], BBIACACHHOM €Il[€ B apUCTOTEAEBCKOM
TPHAAe «dIOC-AMPHKa-ApaMa>». C TOYKU 3peHus
IIPeTBOPEHHUS dIHUYECKOTO HavyaAd MCCAEAOBATEAH
OTMEYaIOT TaKHe KauecTBa, KaK: 1) reHeTHIeCKue
KOPHU B CHHKPeTHYEeCKHX AUTepaTypHO-TIeCeHHbIX
KaHpaX STTMYECKOTO HAKAOHEHHS; 2) 0CobYI0 HareB-
HOCTb [TIOBECTBOBATEABHOM peyH, € Pa3MepeHHOCTD,
MOHOAOTHUYHOCTb, @ TAKXKe OTOOpaXKeHHe B MOHOAOTE
AMAAOTHYECKOit pedr; 3) 6OraTCTBO U Pa3HOO6pasue
$OPM My3bIKaABHOTO BOTIAOIIEHHS SMTMYecKOoro (To-
BECTBOBATEABbHOT0) HavaAa B My3bIKE — OT BOKAAbHOI
6arrapabt A0 cuMdoHMIecKoi ToaMmsl [ 5, 161]. OTpa-
JKeHHe 9TUX TPeX )KaHPOBBIX HAKAOHEHHH B popTe-
[IMAHHOM UHCPYMEHMAAbHO-6UJ0BOM CIUAE IMEET
pasHoobpasHbie pOPMBI U OCYIECTBASIETCS Yepes
KOMIIACKC IIPHEMOB KOMITO3UTOPCKOM U UCTIOAHH-
TeAbCKOM TeXHUKMU.

AAS ICTIOAHUTEAS] TOHUMAHUEe KOMIIO3UTOPCKO-
IO TEKCTA SIBASIETCSI HEOOXOAMMOII CTYIIEHBIO CO3AQ-
HUS CBOe KoHIenmuu counHenus. [Tockoabky Hac
HHTepecyeT HHCTPYMEHTapH «IIoromero gopre-
IIMAHO>, 00PATUMCS K HHTOHAIIMOHHO-APAMaTypri-
4eCKOMY aHaAu3y BoAbIIo# coHaThI, B ApaMaTypruu
KOTOPO MPUCYTCTBYIOT AMPHYeCKHUe TeMbl. Borapum
3aKOHOMEPHbIE CBSI3U MEXAY >KaHPOBOI CeMaHTH-
KOI1 TeM COHATHOM APaMaTypPruu U GoprmenuanHoim
NOMEHYUAAOM K PACKPLIMUI0 00pa3a <nowuyezo He-
A0BEKA>>.

I gacTp BoAbmoit cOHAaThI XapakTepHa B3au-
MOAEHCTBHEM U NPOTHUBOMIOCTABACHHEM ABYX KOH-

TPaCTHBIX o6pa3Hb1x cdep, ACHICTBEHHO-9HEPTUIHOMN
u purocodcko-saermdeckoit. MIHToHAIMOHHO-00-
PasHBIN KOHTPACT 3aA0XKEH B ABYX TeMaTHYeCKHX
aaemenrax raaHoit maptuu (I' IT). AeficTBenHo-
9HEepruiHasl SKCIpeccus BhIpa)KeHa B 9AEMEHTe a:
MOIIJHbIE aKKOPABI ([j‘) B TECHOM PaCIIOAOXKEHHU,
HacbllleHHas ¢akTypa, ¢paHdapHble MHTOHALUU
U OCTPBIN IIyHKTUPHBIM PUTM OIPEAEASIOT TOPKe-
CTBEHHBIN M AUKYIOIIMI XapakTep. AaAbHeliee pas-
BUTHE TeMAaTHIeCKOTO IAEMEHTA IPOUCXOAHNT 3a CUeT
peobpa3oBaHist HAYAABHOM IIyHKTHPHOI HHTOHA-
ITUH U TIOCTYIIEHHOTO HUCXOASIIEr0 CeKyHAOBOTO
ABIDKEHHSI K OCHOBHOMY TOHY (G), 06pasyst BOAHO-
Bble HaPACTaHMS, IPUBOASIINE K KYAbMUHAIJMOHHOM
Touke. PasBepHyTOE MapiIeBoe ABHKEHHE CMEHsIeT-
csl TeMOi un poco rubato (anement b).

OAeMeHT a4 B AAAbHEHIIeM IOAYYHT pa3BUTHE
B ceasyromeit mapruu (C IT), B paspaboTke, 06pasys
HOBYyI0 TeMy (B QYHKIUM 3TH30A2 B g-moll, cayxa-
IIYI0 IIPEAUKTOM K penpnse), U B KOA€e. DAeMeHT b —
A€KAAMAITMOHHO-PeYUTATUBHOTIO ITAAHA — BhIPa)KaeT
AUPHKO-CO3epIjaTeAbHYIO cpepy U BHOCUT KOPEeHHOH
KOHTPACT: IPOUCXOAUT CMEHA AAAO-TOHAABHOCTHU
(G- g), XKaHpa (Mapm-peanaTnB), 4TO TIOAYEPKH-
BaeTCs UMIIPOBU3ALMOHHOM MaHEPOM U3AOKEHHS,
IIMPOKHM BOKAABHBIM OKTABHBIM CKAa4KOM B MEAO-
AHH C IIOCAEAYIOIIMM FaMMOOOPa3HbIM 3aITOAHEHIEM
MEAKUMU TPUALIATh BTOPIMH AAUTEABHOCTSIMH; IIpe-
PBIBICTOCTDHIO aKKOMITAHEMEHTA; CMEHOM QaKTyPhI
(aKKOpAOBa}I - r0Mo<])0HHo-rapM0anec1<a;1). Aau-
TeAbHOE pa3BUTHe MaTeTudeckoro aremenTa ' I1 (b)
IIOCTPOEHO Ha BOAHOBBIX ITOABEMAX M CIapax. Aas
HEero XapaKTepeH CHHTe3 HMMIIPOBU3AIMOHHOCTU
U APaMaTH3Ma B PEYHTATUBHBIX Ppasax, KOTOpbIE
3aBepIIAIOTCs PeNPU3HBIM MTOSIBACHHEM MAapIIeBOro
aAeMeHTa a B ToHaAbHOCTH G-dur. O6a Temarnye-
ckue aremenTa I' I1 TpancdopmupyroTcs u B3aumo-
AEHMCTBYIOT Ha MPOTSDKEHMH BCEH YacCTH.

Kparkas C IT (1. 58-68) ocHoBaHa Ha OCTH-
HATHOM ITOBTOPEHHH U YePEAOBAHUU PUTMHYECKO-
ro KBapTOBOI'O MOTHMBA C IIYHKTUPHOW UHTOHALIMEN
I' I1 B 6acy u B BepxHeM roaoce. B mporecce passu-
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THUS TEMATH3Ma IIPOMCXOAUT TOHAABHAS MOAYASIITHS
(G- g-gis—e) n>kanposas TpaHcdopmarys. Bravase
KBapTOBbI MOTUB UMEET MAPLIEBbIN, YTBEPAUTEAD-
HBII XapaKTep, IPU AAAbHEHNIIEM MOAYAUPOBAHUU 3TH
HHTOHAIIMU 0OpeTaoT H0Aee HAIIPSDKEHHYIO, TPEBOXK-
HYIO OKPAacKy, mpubAmxkasich k xapakrepy I1T1.

KonTpacr — ¢puaocodcko-asermyeckast Apama-
Typruyeckasi AMHUS — HA4MHAEeTCsS BO BTOPOM A€KAa-
MAalJMOHHO-PeYUTAaTUBHOM dAeMeHTe ' I 1. (@) m mpo-
poaxaercs B mobounoit mapruu (I111). XKaro6mbrit
XapakTep TeMbl IOAYePKHBAETCS HACTOMYMBBIMHU
MIOBTOPEHMSIMH CEKYHAOBBIX MHTOHAIIMM BO BCEX
naacrax ¢axrypsr ITo sxaupy IT IT npubamxaercs
K IIeCHe-poMaHCy. BHe3zanHo BTOpraeTcs koHTpacr-
HbIZ oOcHOBHOM TeMe [T I1 myHKTHpHDIH 29AeMeHT a U3
I' Il B TpanCPOpMHPOBAHHOM BUAE, B AAAbHEHIIeM
Pa3BUTHM COYETAsICh KOHTPAIyHKTHO CO 2-M dAe-
merToM I IT (b): OKTaBHBI B3AET M HUCXOASAIIEE
raMMoo6pasHoe 3anoaHenue. Perrpusa IT IT auna-
MHU3UPOBaHa: TAIIMYHO TPHOABHOE COIIPOBOXXAEHHE
dAETUYEeCKOro obpasa MpHAAeT TeMe B3BOAHOBAH-
HBIH, TPEIIeTHHIN XapaKTep.

CaMOCTOSITeAbHYIO AUHHUIO MY3bIKAABHON Apa-
MaTypTUu IepBOH YacTH IpeAcTaBAsieT TeMa Dies
irae. BnepBple ee MHTOHAIIUHM BO3HUKAIOT B CPEAHEM
pasaene ITIT (7982 TT.) 1 yTBEPXKAAIOTCS B 3aKAIO-
uuteabHO# aptuu (3 IT: TT. 96-106). Tema 3Byuut
B OKTaBHOM YABOEHHMH, OKyTbIBaeMasl TPHOASIMHU
COTNIPOBOXXAEHUS, C OIIOPOM Ha TOHMYECKHI OpTaH-
HbII IyHKT B 6acy. Dies irae orpaxkaeT 06pa3 poka
KaK OO'beKTMBHOTO HayaAa, BAUSIONIETO Ha YXU3Hb
reposi BHe 3aBUCHMOCTH OT €rO IIOCTYIIKOB. DTO
IIOATBEPXKAAETCS HAaCTOMYMBbIM, AKLIEHTUPOBAHHBIM
3ByYaHMeM 9AeMeHTOB TeMbl B Kope (TT. 290-301) Ha
ff B xoHTpamyHKTe ¢ MapmeBsiM aaemerToM I IT. Pac-
CTaBUB OOpPa3HO-CMBICAOBBIE AKI[€HTBI APaMaTyp-
THY IIePBOM YaCTH, MOXKHO IIPOCAGAUTD AUHAMUKY
CTaHOBAEHMS AMYHOCTH repos. Ecau BHagase — aTo
YEAOBEK A€M CTBEHHbII, BHYTPEHHUI MUP KOTOPOTO
IIUTAETCS AKTUBHO-3HEePIrUiiHble U PUAOCOPCKO-dAL-
IM49eCKMMH HHTEHIJUSAMH, TO BTOpXKeHUe TeMbl «Dies
irae» B KOA€ IIOBOPAYMBAET CyAbOY reposi B HHOM

HanpaBaeHuu. O0pa3 ueA08exd, CO2AACHO KOHYeNyuY
I1. Yaiikoscko20, 0ka3vi8aemcs yeAuKom noosAacms-
HbIM 00CMOSMEALCINBAM BHEUIHEZ0 MUPA.

IT vacTh BoAbIIOM COHATBI — AMpUYECKHUI LIEHTP
IIMKAQ — B HWHTOHAIIMOHHO-TEMATUYECKOM OTHO-
IIeHHH MHOTOIIAQHOBA. OJTO BBIPAXXEHO, IIPexKAe
BCEro, B CMeIIaHHOM KOMIIO3UIIMOHHOM CTPYKTY-
pe (coueTanue cAOXKHOM TPEXIACTHO! PETPUBHOI
dopmbI 1 pOHAO), a TaxKe B TeMaTH4YeCKOM IpeeM-
cTBeHHOCTH | yacTu u B ’KaHPOBOM cUMBoOAUKe. Tum
KOMIIO3UIIUU AAA€K OT TUIIMYHO POMAHTHUYECKOM
MOHOAOTMYHOCTH U MHTpPaBepTHOCTH. Iepoit xu-
BeT OAHOBPEMEHHO B ABYX MHPaX — 0ObeKTHBHOM,
CBETAOM U CyO'BeKTHBHOM, MEAAHXOAUYECKOM. ABe
IPOTUBOIIOAOXKHbIE 0Opa3Hble CPepbl, 3aA0XKEHHBIE
B COHATHOM allegro, IPOAOAXKAIOT CBOE pasBUTHE
B anpudeckoit II vactu. Puaocopcko-aaerndeckas
AVIHHS TIPETBOPSIETCS B CEMaHTUKE TPAaypHOro Ie-
CTBHS], IPEACTAaBAEHHOI'O OCHOBHOM TeMo¥. B nnTo-
HAIJMOHHO-)XaHPOBOM OTHOIIEHUU MOKHO IIPOBECTH
napaaaeau ¢ [ vactero. Jro:

— aKKOpAOBasi paKTypa, HaAW4Me ITyHKTUPHO-
IO PUTMA B MEAOAMHU COAMDKAIOT OCHOBHYIO TeMy I
9acTHU C 9AeMeHTOM a4 I yacT — ¢ OAHOM CTOPOHBDI,
u ¢ ITT1 ] vactu — c Apyroit (Ha 94TO yKa3bIBaKOT 06-
Iasi TOHAABHOCTD e-moll 1 Bocxoasiue MHTOHALUK-
<B3AOXH > ) H

— IIMPOKUMN OKTaBHBIM CKAYOK B MEAOAUU (Haqa-
AO BTOPOTO IIPeAAOXKeHU 0CHOBHOM TeMbl Il yacry,
8 T.) — cBs3b ¢ aAeMeHTOM b 13 ] 4acTH COHATEL

MO3KHO IPOCAEGAUTD TAK>Ke )KaHPOBbIE ITapaAAe-
AU: ACTICTBEHHO-9HEPIHIHBIN 00pa3, BhIPsKeHHbIN
B | wactu cemanTukoit Mapura, Bo II yactu mpeo6-
pasyeTcsi B TpaypHoe Iectsre. TakuM o6paszom, Ha
IIPOTSDKEHUH BCEM BTOPOM YaCTU B OCHOBHOM TeMe
IIPOUCXOAMT HAHPOBAS Nepecemanmu3ayus:

— TpaypHOe wecmaue (XOpaAbHa}I pakTypa, Mea-
AEHHBIN TEMII, IIYHKTUPHBIA PUTM, ITaCCAaKAAbHbIN
6ac — ceMaHTUYECKUe 3HAKU 06HeKTUBHOTO MHUPA)
(TT. 1-16);

— OdexAamayusi. — YABOEHHE MEAOAUM B OK-
TaBy Ha (QOHe IyAbCUPYIOIIUX TPUOAEH, THII
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aKKOMITaHeMeHTa (C 2AeMeHTaMH IeCeHHOCTH — IO~
BTOpPEHME HaYaAbHOM IIOII€BKH, ITYHKTUPHBIM PUTM,
CKauKy 6e3 3aIOAHeHHS) ;

— ncaimodus + IepepoKAeHNe AeKAAMAIIMOH-
HOI MeAoAuH (M3AOXKEHHAS B TpeTbell OKTaBe, Ha
$oHe TPHOABHBIX QUIypaLMil COIPOBOXACHHS,
IICAAMOAYSI KOXKABIF pa3 BOSHUKAET Ha «TpebHe>
AVHAMHUYeCKOH BOAHDI; XapaKTePHU3yeTCs TP OKUM
AMATIA30HOM MEXAY KPaiHHMU TOAOCAMH, «<IIPO-
3payHOi > QaKTypOM COMPOBOXXAEHHS U BO3BbIIIEH-
HbIM XapakTepoM) (TT. 89-107).

KonTpacTHbIE 31TH30ABI POHAO (L’iestesso tempo b
u Moderato con animazione ¢ ) IIPOAOAYKAIOT ACHCTBEH-
HO-9HepruiHyo AnHuio I vactu. Obe TeMbl UMEIOT
>KaHPOBO-TaHIIEBAABHYIO OCHOBY (CI/IHKOHI/IPOBaH-
HBIA PUTM, IIPEPHIBUCTOCTb MEAOAMYECKON AMHUM,
ITyAbCHPYIONIHE PUTMIYeCKHe aKKOPABL). (TT. 17-27).
B 3akArounTeAbHOM IIPOBEAEHUH OCHOBHASI TEMA U3-
AOXKeHa Ha pOHe ITyHKTHPHBIX HHTOHALI ATIHU30A2 b,
4TO cOAIDKAeT ee ¢ MapireBbM aaeMeHTOM I' I mepBoit
vacru (tT. 122-132). Ocobblit HHTEpeC peACTaBAseT
KOAQ, COYETAIOMIAST 9AEMEHTHI OCHOBHOI TEMbI M TEM-
3IIH30A0B, 0OHAPYIKMBAsI TEM CaMBIM 9KCTPABEPTHYIO
IICUXOAOTHIO AMPHUYECKOTO TepOsl.

Cxkepuio (III 9acTh) B ApaMaTypPIuu LIUKAA SBASI-
eTcs cBsAsyromuM 3seHoM MexxAy 11 u IV vactamu. Ha
3TO yKa3bIBaeT OTCYTCTBHE KOHTPACTHOTO TeMaTH3-
Ma (ToKKaTHas ¢$akTypa, HaChIIeHHASI TOATOAOCKAMH
1 MMUTALTMOHHbIMN nepequaMI/I, HEe UBMEHETCA Ha
MPOTSDKEHUU BCel 9acTH). DMOIMOHAABHAS aTMOC-
¢epa HarmoAHeHa 0Opa3aMu OBITHICTBYIOLIEI peaAb-
HOCTH, BbIPOKeHHOM Ha OCHOBE TeMII0-PUTMHYECKHX,
AMHAMUYeCKHX, GaKTypHO-TeEMOPOBBIX CPEACTB.

B apamaryprun ®@mHasa npeobaasaer obbex-
TUBHasl, ACHICTBEHHO-OHEPIUiHaA cPepa, IPOHUKAs
B AMpHYecKHe TeMbl. MOXHO IPOCAEAUTD IIpeeM-
CTBEHHOCTD HaYaAbHBIX MHTOHAI[HH cpHHaAa C ImepBon
9acThi0: MOIIHbIe PpaHPapHbIe AKKOPABI H3AOXKEHBI
B aaemeHTe a M3 [' I1 I wactu B cpepsxaHHOM Mapime-
BOM ABIDKEHHH, TOTAA KaK B peppeHe UHAAA OHHU XKe
IPHOOPETAIOT CTPEMHUTEABHbIM, IIOAETHBII XapaKTep.
B poHA006pa3HO KOMITO3ULINK PUHAAA YEPEAYIOT-

Cs1 IPOTHBOIIOAOXKHbBIE 00pa3pl. Jmm3op b coueraer
ABe KOHTPACTHbIE TeMbl: MOTOPHO-TaHIIEBAABHYIO
(TT. 33-63), OCHOBaHHYI0 Ha MHOTOKPATHOM TIOBTO-
PEHUN HUCXOAAIIEH MEAOANYECKON MHTOHAIIUU IIPH
HeIrpephIBHOM aKKOPAOBOM ABHKEHHH BOCBMBIMU Ha
staccato u meceHHo-Aupuyeckyio (TT. 64-105), mpo-
BEACHHYIO B CPEAHHX FOAOCAX B OKTAaBHOM YABOEHHUH
Ha QOHE BHIACP’KAHHOTO «BOABIHOYHOTO> (pOHA.

Avpryeckoil KyAbMUHAIlell B ApaMaTypTHUH
¢uHAAQ ABASIETCS AGKAAMAIIMOHHAS TeMa 3IIH30AA
c (1. 139-238). Meaopus, IpOBeAEHHAS B TPEX
rOAOCAaX, MOIIHbIE, HACBII[eHHbIe AaKKOPABI COIIPO-
BOXKACHUS U IYHKTUPHBIA PUTM OIIPEACASIIOT I1aTe-
THYeCKUI XapakTep aToro obpasa. Tema mpoxoaut
TPHU CTAAMH PA3BUTHUS, 00pacTast paKTypPHBIMHU IIOA-
rOAOCKaMHU BO BTOPOM IIPOBEACHHH M YABAUBasCh
B OKTaBy B TpeTbeM. MO)XHO IIpOBeCTH MapaAAeAH
mexAy Temoit Dies irae (3 T1 us I 4.) u rumuude-
CKOM TeMO¥ prHaAa. AHAAOTHYHO Kope [ yacTu, rae
B KOHTPAITyHKTe Ha UHTOHanusAx «Dies irae», yT-
BEPXXAAETCS PAAOCTDb OBITHS, B KOAe PHHAAA TAKKe
SBY‘-II/IT THUMH JKU3HH.

BpiBoAbI. BokaAbHBII 3ByKOOOpa3 B HHCTPYyMeH-
TAABHBIX )KaHPaX UMeeT 1104 CO00i TAyOOoKMe UcTo-
PHUKO-CTHAEBbIe KOPHH, BHITEKAIOIIHE U3 IIPUPOADI
MY3bIKM KaK MCKyCCTBA MHTOHHPYEMOTO CMBICAA.
B nporjecce aBoArOIIMM MY3bIKAABHOTO MBIIIACHHS
BOKAaAbHOE U MHCTPYMEHTAAbHOE HAYaAO CAOXKHO
U Pa3HOOOPa3HO B3aUMOAEHCTBOBAAH, ITOTIepeMeH-
HO 3aHHMMAAU BeAylive TIO3HUIIUH B ITPAKTUKE My3H-
nupoBanus. OTpaXkeHneM 3THX IIPOILIECCOB CTAAO
HCKYCCTBO POPTENMAHHOMN HIPHI, TAC «3BYKOBOM
06pa3>» MHCTPyMeHTAa BBICTYIAeT KaK YHHUBEPCAAD-
HBIF He TOABKO B ITAQHE BOCIIPOHM3BEACHHUS Ha POsi-
Ae KauecTB aHcambas uam opkectpa (. Aucr), Ho
U BOCCO3AQHUSI BOKAABHO-PEUeBOT0 M «4HUCTOTO>
MHCTPYMEHTAABHOTO HAYaA.

Ha ypoBHe ApaMaTyprum jukAa pacKpbIBaeTcst
AMAAEKTHKA 06BEKTUBHOTO (CKepIIo KaK MOTOPHO-
urpoBast popma 6bITHS) U Cy6HEKTHBHOTO — BOKAAD-
Hble 3ByKOOOpa3bl KAHTHMAEHHOTO THIIA B CIEIH-
4eCcKH pOpTeNMaHHOM BOMAOI€HUH.
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CoHaTHOCTD OCTaeTCsl KOHCTPYKTHUBHOM AOTHU-
KO, Ha OCHOBE KOTOPOH PaCKPBIBAIOTCS BOKAAbHbIE
3ByKOO6pasbl, HampaBAeHHbIe He Ha cebs (Tum po-
MaHTUYECKOTO CO3HAHMs),  BOBHE — HA 06HEeKTHB-
HBIN MHUp. ApaMaTyprudecku BeCOMbIM $paKTOPOM
CTAQHOBUTCSI IpeobAapaHIe CBETAON, BHEAMYHOM
cpeprr. M1 paxe Haamdme aaeMeHTOB TeMbl Dies
irae B cokppiToM BuAe B I1 ITu B 3 II. B I wacTu He
OOHAPY>KUBAET ee «IOTYCTOPOHHEeN» CeMaHTUKH
B KOHIIEIIINH I]eAOTO, IIOCKOABKY U B Koae I wacry,
U B QUHAAC YTBEPXKAACTCS MHAS TeMA — TUMH SKU3HU.
Tax BO3HMKAIOT OCHOBAHH K OHTOAOTHYECKOM TPaK-

ToBKe My3biku I1. HaiikoBckoro, mpeacTaBAeHHOM
B COHaTHOM OITyCe B OPUTMHAABHOM BapHaHTe, KaK
IpeABOCXUIIleHNe OYAyIINX CUMPOHUYECKHUX U Tea-
TPaAbHBIX KOHLIEIILIMHI (HaanMep, onepa «HMoaan-
Ta» uau 6aner «IlfeAkyHunx> ).

AocTiKeHne BOKAaABHOTO II0 Ka4eCTBY 3BYKO-
obpasa B HHCTPYMEHTAaABHOM U3AOXKEHHUH — 3324
HCIIOAHHTEAEH, peasnsyeMasl depe3 I[eAbIH KOM-
IIAEKC COOTBETCTBYIOIUX IPUEMOB, OIpeAeAse-
MbIX IOHsITUEM cantabile, KOTOpOe KOppecIIOHAU-
PYeT c ritmico KaK OTpakeHHeM YAAPHO-KAABULIHOMN
IPUPOABI HHCTPYMEHTA.
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«FOTUYECKAS CUMDOHUSA» B. XABEPIAJIA
B KOHTEKCTE TPAAULIUA AHTTTUACKON TOTUKMU

Annoranusa. CraTbsl IOCBSIEHA MCCAGAOBAHHMIO AYXOBHO-CMBICAOBOM U HMHTOHAIIMOHHO-

Apamaryprudeckor cnenuuku «loTrmyeckoin cumponnn> b. XaBepraaa, paccMoTpeHHOI B pycae

TPaAULUI AHTAUNCKOM TOTUYECKOM KYABTYPbI M €€ AyXOBHBIX OCHOBaHMIA.

KaroueBbie cAOBa: roTHKa, aHTAMMNCKas TroTuka, «<lormdeckas cumponusa>»> b. Xasepraaa,

Te Deum.

B coBpeMeHHOM T'yMaHUTAPHOM MBICAH aKTya-
AeH uHTepec K KyAbType CpeAHeBeKOBbsI, YTO 00-
YCAOBAEHO YpEe3BbIYaiHO BHICOKHMM II€HHOCTHBIM
U CMBICAOBBIM ITOTEHIIMAAOM AAQHHOM amoxu. Ms3-
yueHHe ¢peHOMeHa FOTHKH, KakK cTHAsl CpeaHeBe-
KOBbsI, PACKPBIBAET CAOXKHYIO U IIPOTHBOPEYHBYIO
KapTHHY OOpbObI MHEHMI, M3MEHEHWiIl BKyCOB
U B3TASIAOB, B KOTOPBIX KaK B KaIIA€ BOABI OTpPa3-
HAVICh ABIDKEHMSI 001IeCTBEHHOM, GPUAOCOPCKOI
U 9CTeTUYEeCKON MBICAU Pa3HbIX 3110X. [T0A06HbII
HMHTepec K Ha3BAaHHOMY XyAOXXeCTBEHHOMY CTHAIO
CBSI3aH C TeM OOCTOSTEAbCTBOM, YTO FOTHKA IIy-

CTHAQ TAyOOKHE KOPHH B €BPOIIEHCKON XYAOXKe-
CTBeHHOM KyAbType. OHa TOCTOSHHO HalIOMHHAAQ
U POAOAXKAET HAIIOMUHATD O ce0e CaMHM CBOMM
IPUCYTCTBHEM — MHOTOYMCACHHBIMU IAMATHUKAMHU
TOTUYECKOTO UCKYCCTBA U aPXMTEKTYPhl, PacCesH-
HBIMH I10 BCell TeppuTopuu 3amapHoi u LleHTpaas-
HoM EBpombl. IoTnyeckas KyAbTypa — anorei Bbl-
cokoro CpepAHEBEKOBbS — IPOSIBUAACH OTHIOAD He
TOABKO B apXUTEKTYpPE€, KaK 3TO MHOTAQA ITOAATaIOT,
CBSI3BbIBAasI TOTUYECKUM CTHUAD C 30pdecTBoM XII —
XV BekoB, HO 3aXBaTHAA COOOI BCIO COBOKYIIHOCTb
HEPa3AEACHHBIX TOTAQ APYT OT APYTa UCKYCCTB: OT
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MAAQCTHKHY U )KUBOIHCH — A0 $pOpMbI mpuPTos, 60-
FOCAY>KeOHO-TIeBYeCKOTO UCKYCCTBA M AUTYPTHIA-
HO-MHUCTEePUAAbHBIX TPEACTABACHUI.

Co sropoit morosunsr XVIII — XX BexoB moa
BAMSTHHEM TOTHKH CO3AA€TCSI MHOXECTBO apXHTeK-
TYPHBIX, AUTE€PATYPHBIX 1 My3bIKAABHBIX IIEAEBPOB.
B aT0 Bpems MHTEHCHBHO M3y4YalOTCs AMATHUKH
CpeAHeBeKOBOM AMTepaTypsl, praocoPuH, pecras-
PHUPYIOTCS 1 AOCTPAUBAIOTCS BEAUKHE FOTHYECKHe
XpaMsl, B TOM 4ricAe cobop B Kéabhe. AkTyaabHOCTD
BBIOOpA TeMbI AQHHOI CTAaThH, KaK U 3aTPOHYTAs
B ITpOIiecce ee OCBelleHHs IPobAeMaTHKa, 00yCAOB-
A€HBI OTCYTCTBHEM B COBPEMEHHBIX HCCACAOBAHHUIX
IIEAOCTHOTO CMCTEMHOTO aHAAM3a OCOOeHHOCTel
BAMSTHHSI TOTHKH, KaK CTHASI CP@AHEBEKOBOI'O HCKYC-
CTBa, Ha TBOpYecTBO KomnosuTtopos XIX — XX Be-
KOB, B YaCTHOCTH Ha TBOpYecKoe Hacaepue Bpaitana
Xaseprasa (1876-1972), aBasromierocst aBTopoM
CaMOT0 MaCIITaOHOTO B UCTOPHHU €BPOIIEICKOM My-
3pik HoBOro BpeMeH# BOKaAbHO-CUM(OHHYECKOTO
IIPOU3BEAEHHS, KOTOpOe CaM KOMIIO3UTOP OIpeAe-
AMA KaK «JoTudeckas cuMpoHMS>.

Pyccxosisprunast 6ubanorpadus o TBOpUeCTBe
Ha3BaHHOTO aBTOPA KaK TaKoBas oTCyTcTByeT. CBe-
AEHISI O TBOPYECKOM ITyTH KOMITIO3UTOpPA IIPEACTaB-
A€HbI TAQBHBIM 00pa3oM B HHTEpPHET-HMCTOYHHKAX
[1; 17]. Boaee o6mupHy0 HHGOPMALIHIO O Aes-
TeAbHOCTH b. XaBeprasa HaXOAMM B aHTAOSI3BIYHBIX
MOHoOrpaduueckux u3panusx [ 14; 16], a rawoke Ha
CTpaHMIJaX CalTa, MOCBAIEHHOIO AaHAAU3Y TBOpYe-
CKOTO HACA€AMS KOMITIO3UTOPA U MCITIOAHUTEAbCKOM
MHTepIpeTaluy €0 COYMHEeHUH, B TOM YHCAe U Hau-
6oAee U3BeCTHOrO ero ormyca — «[oTiyeckoi cum-
dornm» [18]. Crenuduka TBOPYECKOTO HACAEAHS
b. XaBepraaa, mposiBAsIBIIErO CyIeCTBEHHbIN HHTe-
PeC K CpeAHEeBEKOBOM HCTOPUU U AYXOBHOM KYABTYpe
AHTAUY ¥ IPUYACTHOTO K Hell Ha ypOBHe IJepKOBHO-
IO TIeBYero, OPTAaHUCTA, A IO3AHEee U KOMIIO3UTOPA,
obycAaBAMBaeT TakoKe 0bpaleHne U K 060061eHIsIM
CTHAEBBIX Ka4€CTB TOTHIECKOTO UCKYCCTBA (B TOM
YHUCAE B €r0 aHTAUMCKOMN I/ICHOCTaCI/I), IIPEACTaBAEH-
HBIX B HccaepoBaHmax B. Tsoxeaosa [12], E. Poren-

bepra [9], B koAAeKTHBHO MoHorpa¢uu «loTuka.
Apxurekrypa. Cxyapnrypa. JKusommce> [3].

IleHHBIM B KOHTEKCTe IPOOAEMATHKU IIpeA-
CTaBACHHOM CTaTbU TaKXXe SABASIETCS IMAHOpaMHOe
uccaeposanue B. JKapkoBoit «AecsTh B3TAIAOB Ha
HCTOPHIO 3alTAAHOEBPOIIeNCKON My3bIKH. TailHBI
u sxeAanus Homo Musicus> [S], B oAHOM 13 pasaeros
KOTOPOTIO aBTOP IIPEACTaBASET IIAPAAACAU MEXKAY 3a-
MBICAOM $PAHIFy3CKOTO FOTUYECKOTo cOO0pa U IeB-
yeckon npakrukon IIkoasr Horp-Aam. Anasoruy-
HOTO POAQ 3AAQYH PEAAUBYIOTCSI ABTOPAMU COOPHHKA
«HcTopudeckust aTaac cpeAHEeBEKOBOM My3bIKH >
[6], BBLIBASIFOIIMMU AYXOBHO-3CTETUYECKYIO H Xy-
AOKEeCTBEHHYIO IJeAOCTHOCTb KYAbTYpbI CpeaHeBe-
KOBbsI U €e MY3bIKaAbHON cocTaBAsromert. Tem He
MeHee, BOIIPOC O BAUSHUU TOTHYECKOM KyABTYPbI Ha
MHPOBO33pEHHE U 9TUKO-CTHAEBbIE MIO3UIIUUA KOM-
no3uTOpoB XX CT., B TOM YHCA€ M AHTAUMCKUX, BCE
JKe TIOKA OCTAeTCsl OTKPBITHIM M, COOTBETCTBEHHO,
HY’XA2eTCsl B 0000IeHNsIX HCKYyCCTBOBEAYECKOTO
U HCTOPUKO-KYABTYPOAOTHYECKOTO MOPSIAKA.

ITeAp paboThI — BbISIBACHHE TIOITHKO-MHTOHA-
IIMOHHOM YHUKaAbHOCTHU «[oTHyeckon cumdponum >
b. XaBepraaa B pycae AyXOBHO-CTHAEBBIX yCTAHOBOK
HCKYCCTBA FOTUKU B €70 AaHTAMMCKOM unocracu. Me-
TOAOAOTHYECKOI 623011 PabOTHI SIBASIETCS KYABTYP-
HO-MCTOPUYECKHI IIOAXOA B MY3bIKO3HAHHH, IIpe-
eMcTBeHHbIN OT b. AcadpeBa u ero mocaepoBareser,
a TaxkKe MeXAMCIUIAMHAPHBINA U KOHTEKCTYaAbHO-
AHAAMTHUYECKUI METOADI, TO3BOASIIONIHE B COBOKYTI-
HOCTHU 0003HAYUTD KAHPOBO-CTHAEBYIO U AyXOBHO-
CMBICAOBYIO YHUKAAbHOCTb Ha3BaHHON CUMPOHUHU
b. XaBepraaa B KOHTeKCTe aKTyaAU3allMU UACH FOTH-
YECKOr'0 MCKYCCTBA B €BPOIENCKOM KYABTYp€ IepBOM
IMOAOBHUHBI XX CTOAETHS.

CpepHeBeKOBOe HCKYCCTBO HMMeeT ITOHMCTHHE
YHHKAABHYIO CYABOY B ICTOPHUH €BPOIIEICKOM KYAb-
TYPBbl, IOCKOAbKY Ha IPOTSDKEHHH AOCTATOYHO AOA-
rOro BpeMeHH OHO ObIAO AMOO BHE ITOAS BHUMAHUS
HCCAEAOBATEAEH, ANOO CTAHOBHAOCH 0OBEKTOM AO-
CTaTOYHO >KeCTKOM KPUTHKH, OCTaBasICh B TeYeHHUE
MHOI'MX CTOAETHH «3aKPhITOM KHUTOM > AASI MHOTHX
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nokoaeHuil. «OtBeprayrast B CpeAHEBEKOBbe aH-
TUYHASI UA€sl CYLeCTBOBAHUS IPAHUL] BUAUMOTO
MHUpa CBITPAAQ “3AYIO IIYTKY C KyABTYPHBIM HacAe-
AueM camoro CpeAHeBeKOBbsI: OHO “BBIIIAAO U3 ITOAS
HHTEPECOB CAEAYIOIIUX TOKOACHUI 1 “TIOTEPSIAOCE .
O6mpexToM crienmasbHOro u3ydeHus CpepHre Beka
CTaHOBATCS TOABKO CO BTOpO# moAoBHHbI XIX Beka>
U OLIEHHMBAIOTCS KAK «3II0Xa reHe3uca pOopM 3armaa-
HOTO UCKyccTBa> S, 85].

CkazaHHOe COOTHOCHMO, IIPEKAE BCEro, C Ay-
XOBHO-9CTETHYECKUMH ITO3ULIMSIME POMAHTHKOB
(B.Ttoro, llarobpuan, ®.Illaerean, Ax. Péckun
¥ Ap. ), HCTIBITbIBABIIMX BCAKMUI Pa3 TAy60KOe moTpsi-
CeHMUe IIPU BUAE TOTHIeCKuX cobopos. Obo3HaueH-
HOe «000CTpeHHOe POMAHTHYECKOE BOCIIPUSITHE
AYXOBHOTO U TPAHCLIEHAEHTHOT'O XapaKTepa 061mup-
HBIX, yCTPEMAEHHBIX BBBICH [POCTPAHCTB FOTHIECKO-
ro co60pa COXPaHUAOCH M A0 HamKXx AHeit» [ 10, 7].
CkazaHHOe AOCTaTOYHO 3aKOHOMEPHO, IIOCKOABKY
9CTETUYECKHEe TIPHHIMIIBI CPEAHEBEKOBOIO UCKYC-
CTBA — €r0 CHHTEeTHYHOCTD, LleAOCTHOCTH, YHUBEP-
CaABHOCTD, 6a3UpYIOIIHeCs] Ha BceoOIet AyXOBHOM
HA€e, <AYIIH TOTHYECKOI PACCYAOUYHASI IPOIMACTh>
(O. ManaeabInTaM) — BCe 3TO B COBOKYITHOCTH OP-
FAHIYHO COOTHOCHAOCH U C AyXOBHBIMHU yCTpPEMAE-
HUSIMU XYAOYKECTBEHHOM KYABTYPBI ABYX IIOCAEAHHX
CTOAETHI, Hal[eACHHBIMU Ha IIOMCKH HMAECAABHOTO
MHUpA — [JEABHOTO U IIEPBO3AAHHOIO, 06AAAAIOLIETO
HEKUM COKPOBEHHbIM CMBICAOM.

OaHo 13 Hanboaee EMKUX 0600IIEHHIT CYLIHO-
CTH CPEeAHEBEKOBON IOTHUKH HAXOAUM Y PYCCKOTO
uctopuka u Kyaprypoaora IL. M. bunuaan. Ilo ero
MHEHUIO, «PYKOBOASIEN TEHAEHLIMEN CpeAHeBe-
KOBBsSI KaK KyABTYPHOTO ITePHOAQ MOXKHO IIPH3HATH
TArOTEHHUE K YHUBEPCAABHOCTH, IIOHUMAsI ITOA 9TUM
CTpeMAeHHe, CKa3bIBaoleecss BO BCEM — B HayKe,
XYAOYKECTBEHHOM AUTEPAType, B U300pasUTEABHOM
HCKYCCTBE — OCBOUTb MUP B LI€AOM, ITOHSTD €ro KaK
HEKOTOPO€e BCEEAMHCTBO <...> OHIIMKAOIIEANY-
HOCTb — 3aKOH CpeAHeBeKOBOro Tsopyecrna. [o-
THYECKUI COOOP CO CBOUMU COTHSIMU ¥ THICSIAMU
craryit, 6apeabeOB U PUCYHKOB, H300pasKaIOIIIX

BCIO 3eMHYIO JKU3HDb C ee OYAHHYHBIMHU 3a60TaMu
¥l [IOBCEAHEBHBIMU TPYAAMH < ... > BCIO HCTOPHIO de-
AoBeuecTBa OT rpexomapenust Ao Crpamnoro Cyaa,
SIBASIETCS BEAMKOM SHIJUKAOIIeArer, “Bubauneit poas
HErpaMOTHBIX >» [LUT. To: 7.

BceoxBaTHOCTbh TOTHKH, €€ IIPOCBETUTEAbCKAS
$YHKI[US ¥ HPaBCTBEHHDIH 3apsip, OOpalleHHOCTD
B MHUP, CIIOCOOHOCTD IPEBPATUTh «HHTHUMHeTIIIee
MOAYaHHE HHAUBHMAYAAbHOM MHMCTUYECKOM AYIIM
B OpraH BCEAEHCKOTO €AMHOMBICAUS U €AUHOYYB-
cTBUs> [Bsiaecaas VBanoB| [7], 6b1am 6AmM3kH ca-
MBIM PA3AMYHBIM AESITEASIM AUTEPATYPHI U UCKYCCTBA
XIX - XX cToaeTHil, a TaKKe HAIAU OTOOpaXkeHHe
B Pa3AMYHBIX HAIIMOHAABHBIX LIIKOAAX — HEMELIKOT,
$paHITy3CKOM U aHTAMFICKOM.

AHrAus 6bIAQ OAHHM U3 IIEPBbIX TOCYAAPCTB, 3a-
MMCTBOBABIIHX IPUHIIUIIBI TOTHIECKOM apXUTEKTY-
po1 Opanrun Bo Bropoit norosune XII Bexa. Co-
IIEPHUYECTBO MEXAY STHMH ABYMsSI TOCYAQPCTBAMHU
3aMEeTHO CKa3aAOCh Ha Pa3BUTHUM AHTAMMCKOM IO-
THYECKOM apXUTEKTYPHI: C CAMOTO HadaAa aHTAUM-
CKHe 30A4ure U30paAr He3aBUCHMBII ITy Th, COXPAHS
TPAAUIIOHHBIE AHTAO-HOPMAHACKHE CTPOUTEAbHbIE
MeTOABI, CGOPMUPOBABIIHECS B XOAE PAa3BUTHS aH-
TAOCAKCOHCKOM apxuTeKTyphl X — XI BeKoB, a Tak-
e apxuteKTypsl HopMaHAUH, C KOTOPOIT XXUTEAU
DpuTaHCKHUX OCTPOBOB ITO3HAKOMHANCH, HAYUHAS
¢ 1066 roaa.

ITAaHBI QHTAMIICKHX TOTUYECKUX COOOPOB, B OC-
HOBHOM, COCTOSIAM IPAaKTHYeCKH U3 OAHHUX IIpsi-
MOYTOABHHUKOB. BOABIIO#, IPOCTOPHBII TPaHCENT
IIepeceKaA 3AAHIe TOCePeANHE, CHAPYXKU TO CPEAO-
KpecTue 6b1A0 yBeHYaHO GanrHeit. Caaboe pa3BuTue
AHTAUFICKIX TOPOAOB IIPHUBEAO K TOMY, YTO TOTHYe-
CKHUI1 cOOOp CTaA He TOPOACKUM, @ MOHACTBIPCKUM
XpaMOM, Oprﬂ(eHHbIM AyI'aMI/I U ITOASIMU (CM. 06
aToM 6oaee moppobHo:) [12, 427]. dTum o6bscHs-
eTCsl ero MPOTSDKEHHOCTH B IIMPHUHY B OTAUYHE OT
paHITy3CKUX TOTHIECKUX COOOPOB, KOTOPbIE OBIAH
yCTpeMAeHbI BBbICh. AHTAUICKAsI TOTHYECKasl ApXU-
TEKTypa OTAMIAAACHh TOPA3ZA0 60ABIINM HOraTCTBOM
AEKOPaTUBHBIX $OPM U G0ABIIEN YTOHIEHHOCTDIO
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B IIOAXOAE K ACTAASIM U MaTepHaAaM, yeM PppaHIlys-
CKasl. AHTAMIICKHE 30A4He CTAaBHAU TIepeA coboi1 He
CTOABKO TeXHHYECKHE, CKOABKO dCTETHUYECKHE 3aAa-
4H, CTPeMsICh Pa3paboTaTh Kak MOXXHO 6oAee Ipu-
BAEKATEAbHBIN AEKOP CTeH, CBOAOB U OKOH, OIIpeAe-
AVBIIMX TUIIOAOTHYECKIE Ka4eCTBA TaK Ha3bIBAEMOM
«YKpalleHHOM>» TOTUKH, Ppenpe3eHTHPOBaHHOMN
B TOM YHCA€ U B apXHTEKType 3HaAMeHHTOro Aud-
duaackoro cobopa [12,430].

ITouTn Bce KpyIHbIe aHTAMFICKHE XPaMbl CO3AA-
BAAKCb, KaK ITPABUAO, B HECKOABKO JTAIlOB, U B XOA€
CTPOUTEABCTBA UX IIAAHBI JACTO IPeTepIIeBaAU CY-
IjeCTBeHHbIe BUAOU3MeHeHUs. XpaM CTPOHAH B Te-
JeHHe AOCTATOYHO AOATOTO BpeMeHH, B COTAACHH CO
CTapOM aHTAOCAKCOHCKOM TPAAULIUE 06s13aTeAbHO-
rO COXpaHeHHs JACTH IIPEXXHET0 3AAHUS, TOCKOABKY
CYUTAAOCH, YTO AyH4lile AOOABASITH HECKOABKO HOBBIX
YacTem, Y4eM CHOCUTD BEAUKYH0 CTAPUHHYIO IIOCTPOM-
Ky 1 Ha ee MecTe HauMHaTh BCe 3aHOBO. B pesyabra-
Te BO MHOTHX TOTHYECKHMX XpaMaxX AHTAUH MOXXHO
OOHAPYXUTh PpparMeHTbl, OTHOCSIINECS K PAa3AHY-
HBIM 9I10XaM, IIOAOOHO TOMY, KaK B MY3BIKaABHBIX
AHAAOTaX TOTHKH, B YaCTHOCTH, B «loTmueckoit
cumponun> b. Xapeprasa 6yAeT OCAEAOBATEABHO
OCYIIIeCTBAEH CHHTe3 MY3bIKAABHOTO S3bIKA U SKaH-
POBBIX GOPM Pa3AMYHbIX JTIOX.

IToxasareAbHO, 4TO HENOCPEACTBEHHBIM HC-
TOYHHKOM BAOXHOBEHHS AAS KOMITIO3UTOPA CTAAH
ero BIeYaTAeHHUs OT moceieHus cobopa Ilpecss-
tort AeBbl Mapun u Cssitoro Yepa B Auuduase
(rpa(l)CTBo CTacbcpopAmnp). OH U3BeCTeH KaK OAMH
U3 OAMCTaTEABHBIX OOpa3IiOB AHTAUFICKOM TOTHUKU
Bropoi nososunbl XIII ct. Hagaao cTpoureapcTBa
Anapuapckoro cobopa parupyercst 1195 ropom.
AAnTeAbHAsI ICTOPUS BO3BeAEHNUS OblAa 3aBepIleHa
K 1340 roay. Ha teppuropun cobopa 3axopoHeHsI
MmHorue ernrckonsl KosenTpu u Anudrasa, B ToMm
grcae U Yep AMdPUAACKHIT — ACTEHAAPHBIN ITPaBO-
CAABHBIH aHrAMitcKkmit cBaToi VII Bexa [em.: 13].

B 40-e roapr XVIII Bexa B AHTAUM YTBEPXKAAETCS
HEOTOTHKA, BO3POXKAABIIAS B ApXUTEKTYpe CpeAHe-
BeKOBbIe TpaAuIuy. TeM He MeHee, O4eBHAHbIM SIB-

ASIETCS TaKke M TOT QAKT, YTO B AAHHOM pervoHe
roTHYeCKas TPAAMIIUA U €€ AyXOBHbIE OCHOBaHMS pak-
THUYECKH HUKOTAQ He IPePbIBAAUCDH, AUIIb Ha BpeMs
YCTYIIUB MECTO HOBALIUSIM PEHECCAHCHOM KYABTYPBL
OAHO U3 TPUYKH BO3POXKACHISI aHTAMICKOHM TOTUKHI
B koHI1e XVIII Bexa cTaAM MOMCKY HAlIMOHAABHOTO ap-
XUTEKTYPHOI'O CTHAS M Pa30YapOBAHME aHTAHUKCKOMN
HUHTEAAEKTYAABHOM U XYAOKECTBEHHOM JAUTHI B UAE-
aAax ¢ppaHify3ckoi peBoatoru 1789-1793 ropos.

[To3pHee HeoroTnka 6biAd «OQHI[HIAABHO> IIPH-
3HaHA HAaIlMOHAABHBIM CTHAeM Bukropuanckon An-
TAMH, KOTAQ ITOCA€ Pa3pYIIHTEABHOTO ITOXKapa 3AAHHe
Bpuranckoro mapaamenra B 1834 roay 6s1a0 mopy-
JeHO BOCCTAaHOBHUTD HU3BECTHOMY 3HATOKY U SHTY3H-
acty HeoroTukd, O. Ilbroaxuny. Bo3BepASHHDBIN UM
B coppyxecTBe ¢ Yapabsom bappu HoBbiit BectmMun-
CTEPCKMM ABOpPEI] CTaA BUSUTHOM KapTOYKOM AQHHO-
ro cruas. Fimenno B BukTopuanckyro anoxy, koropas
SIBASIETCSI IEPUOAOM BBICOKOTO PacIiBeTa 9KOHOMMKH,
COIIMAABHOM SKU3HH, KYABTYPbI, Bputanckas nmmepus
KaK B METPOIIOAMH, TaK M B KOAOHHSX BeAa OTPOMHOE
0 pasMaxy U (yHKIMOHAABHOMY PasHOOOpa3Uio
CTPOUTEABCTBO B HEOTOTUYECKOM CTHAE, TIAOAAMHU
KOTOPOTO CTAAM TaKue O0Ien3BeCTHBIE COOPY>KEeHNS,
Kak «bur ban>, Tayapckuit MocT u Ap.

Heororuyueckas apxuTekTypa IPOAOAXKHAA CBOE
passurHe i Ha pybexxe XIX — XX Bekos. B ato Bpems
HAEAABI POMAHTHYECKOTO NCTOPU3MA He YTPAUYHBAIOT
CBOEH aKTYaAbHOCTH, OTPa’KasCh TeNepb B HAIIPaB-
A€HHU CTHUAEBBIX [TOKa3aTeAell HEOPOMAHTHU3MA, IIPH-
IIEeALIIero Ha CMeHy IIO3AHeMY POMaHTH3My BTOPOM
noaosuHbl XIX Beka. Ha ocHoBe aToro opurusasb-
HOTO CUMOM03a IOSIBASIETCS] HOBBII XXaHp — FOTHYe-
ckuit poman (anr. The Gothic novel) uam, kak ero
JaCTO UMEHYIOT — POMaH «<Y>KaCOB U TallH>, OCHO-
BOIIOAOKHHUKOM KOTOPOTO SABAsieTCSI XOpac YOAIIOA.
H3BecTHO, YTO OAHMM U3 UCTOYHUKOB €r0 AUTepa-
TYPHOTO BAOXHOBEHHSI CTAAd UMEHHO aHTAMICKas
rOTHYeCKas apXUTeKTypa.

O6o3HaueHHbIe  >KAHPOBO-CTHUAEBBIE  HCKa-
HHS aHTAUMMCKON KYABTYPBI BO BTOPOM IIOAOBHHE
XIX cToAeTHs 03HAMEHOBAAUCDH TaKXKe IPOIIeCCaMU
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<«aQHTAHUMCKOTO MY3bIKAABHOTO BO3P O3KACHUSA >, UTO-
rOM KOTOPBIX CTAAO IOSIBA€HHE COOCTBEHHO aHTAUT-
CKOM KOMITO3UTOPCKOM HMKOABbL Ee sapxkumu mpea-
craBuTeAsMH sBAsIOTCS P. Boan-YuabsimMc, 3. Oarap,
I XoacTt, mospHee b. bpurren, a Taxoke b. XaBepraa,
KOTOPBIN CBOM MHTEPeC K TOTHKE BOIIAOTHA, KaK yKe
YKa3bIBaAOCh paHee, B TPaHAMO3HOM cuMporun Ne 1,
BOIIIEAIIEH B HICTOPHIO AAHHOTO >KaHpa Kak «loru-
gecKas».

AoArnii XK3HeHHBIN 1 TBOpYecKkui Iy Th b. Xasep-
rana (1876-1972) o3HameHOBaH MOSIBACHUEM BHY-
IIMTEABHOTO TBOPYECKOTO HACAEAHS], OXBATHIBAIOIETO
TATD OTiep, B 4ucAe KoTopbix «Paycr> (1956), «Ara-
memHOH» (1957) u «Typanaor> (1951), uncrpy-
MeHTaAbHbIe KOHIIepThI ¥ 32 cuMponuu. TBopueckuit
CTHAB AQHHOTO aBTOPA SIBASIET COOO0 OPUTUHAABHBIH
CUMOMO3 My3bIKAABHOTO POMAHTH3MA U AaHTAUFICKOM
HaI[MOHAABHOM AYXOBHOM MY3bIKAABHOM TPAAUIIUH,
K KOTOPOH KOMITO3UTOP OKA3aACs MPHYACTHBIM, Ha-
YMHAS C ACTCKUX ACT U KaK IJ€PKOBHbIN II€BYMH, ¥ KaK
opranucr [1]. M3Becten ¢axr yyactus 11-aeTHero
b. XaBepraaa B kayecTBe XOpUCTa B MY3bIKAABHBIX
TOP)KeCTBaX IIO CAy4Yar0 IpaspHoBaHus S0-aeTus
IIpaBA€HUS KOPOAeBbl Bukropuu, KoTopble mpoxo-
AVAU OILITH-TaKU B KadpeAPAABHOM cobope Amdadpua-
Ad. KyAbMHHAIIMOHHBIM MOMEHTOM MY3bIKAABHOTO
IIPA3AHMKA CTAAO MCIIOAHEHHE BOKAAbHO-XOPOBOM
kommosunuu Te Deum npunma Aasbepra, uTo mpo-
U3BeAO Ha OyAyIero KOMIIO3UTOpa OIPOMHOE BIle-
JaTAeHHe, KOTOPOe TI03AHee CKXKETCsI M B 3aMbICAe
ero «loTuueckoit cumporuu> (cM. 06 aToM Goree
noapo6mo:) [15, 168].

«Tormyeckas cumdonus> (Cumdonns N 1) ss-
ASIETCSI OAHUM M3 CaMbIX 3HaUMMbIX counHeHuii b. Xa-
Bepraaa, Hap KOTOpbIM OH paboraa ¢ 1919 mo 1927
roabL. KommosuTop mocsTra cBoe counnenue Puxap-
Ay HItpaycy, KOTOpbIi B IMCbMEHHOM IOATBE PXKACHUH
HA3BaA ee «<IPeKPacHbIM mepaeBpom» |15, 167].

Hrax, nCTOYHUKOM BAOXHOBEHUS ITPH CO3AQHUU
AQHHOTO IIPOM3BEACHNUS CTaAd aHTAUICKAs TOTHYe-
CKasl apXUTEKTYpPa U COITyTCTBYIOIIHI el KOMIIAEKC
HAeH U AyXOBHBIX YCTaHOBOK. I1o MHeHMIO HCccae-

AoBaTteaeit TBopuecTBa b. XaBeprasa, roTmyeckuit
dA€MEHT B BOOOPaKeHUH KOMITO3UTOPA OKA3bIBAACS
COOTHOCHMBIM He TOABKO C KOHKPETHBIM COOPYKe-
HMEM, HO U C BUACHHEM T'OTHYECKOM SIIOXH B [IEAOM
«(mpumepno ¢ 1150 mo 1500 rr.), KOTOpast mpea-
CTaBAsieT COOOI OrpOMHOE (mouTn HeOTpaHHYeH-
HOE) pacuIpeHue XyAOXKeCTBEHHOTO M MHTeAAEeK-
TYaABHOTO Pa3BUTHS YeAOBEYECTBA, HO OCOOEHHO
IIPOSIBASIETCS B APXUTEKTYpPe BEAUKHX eBPOIeHCKUX
cobopoB>. ['paHAno3HbII MaciITab XOpoBoOro ¢u-
Hara «[oTmyeckoit cumdonumn>, HanMcaHUe KOTO-
POTO 3aHIAO HECKOABKO A€T, <Ka’KeTCsI IIOIBITKOM
BBI3BaTb MACIITAOHOCTb U ACTAAM3ALIUIO ATOM ApXH-
TeKTYPBbI B 3Byke>» [17].

Ee o6pasijom aast b. XaBepraaa craa IMeHHO CO-
6op B Auuduape. BocmoMuHaHUS A€TCTBA BO MHO-
rOM OIIPEAEAHMAU H 3AMBICEA AAHHOTO I'PAHANO3HOTO
IIPOM3BEACHUS, IOAOBHHA U3 KOTOPOTO IPEACTaBAS-
eT c060¥1 XOPOBYI0 KOMITO3UIIMIO Ha TEKCT XBaA€OHO-
ro rumHa AMBpocust Meanoaanckoro «Te Deum>.
Briepsoie cum¢oHuMs 6blaa peacTaBaeHa B 1928 roay
Ha MEXXAYHapPOAHOM KOHKYpPCe, yCTPOeHHOM 3BYKO-
3anuceiBatomiei $pupmoit Columbia Gramophone
Company k 100-aetuio co pus cmeptu . Ily6epra
U, B pe3yAbTaTe, 3aHsAQ BTOPOE MeCTO.

MacmTabHOCTh ¥ 9HIIMKAOIIEAMYHOCTD, CBOM-
CTBEHHbIe HCKYCCTBY FOTHKH, CKa3aAMCh M Ha >KaH-
poBOIl cTOpoHe npousBepeHus. b. Xasepraa cun-
Te3upoBaA B «[oTuyeckor cuM$OHNM > IA€MEHTHI
ornepsl, ciM$OHMH, KaHTaThl, oparopun. Co3pasast
CBOe IIPOM3BEAECHNE, OH ONMPAACS KaK Ha KAACCHYe-
CKHe, TaK ¥ HAd HOBAaTOP CKHe IPUHIIUIIbI KOMIIO3UIINU
I10 AHAAOTHH C 0603HAYEHHOM BhIIIE AHTAUICKOM I'O-
THUYECKOHN TPAAULIKEN, B COOTBETCTBUU C KOTOPOM
IIPU BO3BEACHHHU XPaMa BCETAA COXPAHSIAMCDH YacTU
IpeXXHeN MOCTPOMKU, CUMBOAUBHPYS TEM CaMbIM
CHHTE3 CTApOTO M HOBOT'O, X OPTaHUYHOE EAHCTBO.

CuM¢oHMA BKAIOYAET 6 YacTei, U3 KOTOPBIX Iep-
Bble TPH YaCTH IIPEACTABASIIOT COOOM MHCTPYMEHTAAD-
HbIE PA3AEADI, A 3AKAIOUYHTEAbHbIE — TPAHAHO3HYIO XO-
POBYIO KOMITO3HIIMIO Ha TEKCT 'MMHA « Te Deum>.
I'mranTckuM Macmrabam «loTnyeckoit cuMPOHUI>
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COOTBETCTBYeT M HCIIOAHHUTEAbCKHII COCTaB ITPOU3-
BEACHHS], BKAIOYAIOIUI (PaKTUIECKH YeThIpe CMe-
IIAHHBIX XOPa, ATCKUI XOP, YeThIPe COANCTA, OPTaH,
ruranTckuit opkectp (0koao 200 YeA0Bek), UTO BbI3bI-
BaeT OIpeAeAeHHbIe AaHAAOTHHY He TOABKO C MOHYMEH-
TaAbHBIMHM CUM(OHNYECKUMH NToAoTHaMu A. berxo-
BeHa, A. Bpykuepa, o npesxae Bcero I Masepa (8-
cuMOHHS), XOTS MacITabHO counnenue b. XaBeraa
3HAYUTEABHO HX IIPEBbINIAeT.

«YHUBEpCaAU3M>» U «IHIIUKAOTIeAU3M> «loTH-
gyeckol cuM$ponnn > b. Xapeprasa mposBAsIOTCS He
TOABKO B ee MacIITabax v MpOTsHKEHHOCTH, HO M Ha
MHBIX €€ YPOBHSIX — )XAHPOBO-CTUAEBOM, HHTOHAIU-
OHHOM, AYyXOBHO-00Opa3sHOM U cMBICAOBOM. I Ipesxae
Bcero, b. XaBepraa aneaaupyeT K TUIIOAOTHH >KaHpPa
cuMmponmnH, koropas B XX Beke, mo caoBam A. A. Bu-
HOTPaAOBOM-YepHseBOI, «0CTaBasCh BbICOYAKIIEH
U COoBepIIeHHeMmen ¢opmoli KoHIenuu Yearoseka
u Mupa, pukcupyer raobaabHbIe H3MeHEHUs], IPO-
HCXOASIIUe C YeAOBeKOM 1 MupomM>. IIpu aTom kak
aBTOp XX CT. KOMIIO3UTOP aKTYaAH3UPYeT B CBOEM
COYMHEHHUH TaKHe TIO0Ka3aTeAbHble AAST CUM(OHUHI
YKa3aHHOTO MePHOAA KaueCcTBa, KAK « COHOPUCTHY-
HOCTb>» (MpeobAasaromuil ciocob 3ByKoopraHusa-
LUK ), <MEAUTATUBHOCTD > KaK rAyOHMHHAS IpOLjecCy-
AABHOCTD, «MHTE€PTEKCTYAABHOCTDb> KaK AUAAOT HAU
AQ)Ke TIOAUAOT Pa3HBIX BUAOB KYABTYp> [2, 1645 ].

O603Ha4YeHHbIE TUTIOAOIMYECKUE Ka4eCTBA CUM-
$OHMU BOIAOIIAIOTCS ABTOPOM B ITHPOKOM CIIeK-
Tpe HHTOHAIMOHHOTO MaTepHaAd U ero GpaKTypHOH
MIOAQYHY, OXBATBIBAIOIENl MOHOAMIO, aHTHU(OHHBIH
U PeCIOHCOPHBIN IPHUHIUIIBI H3AOXKEHHS, IICAA-
MOAMPOBaHHe ( ayxe «Mimmponepuii»> Ax. Ila-
AeCTpI/IHbI), COYeTaeMBbIX C ITMPOKO TPAKTOBAHHOM
TOHAABHOCTBIO, TMOAUTOHAABHOCTPIO U T.A. KaK
«3HaKaMH> MY3BbIKAABHOTO MbImAeHHs XX cToAe-
Tus. MccaepOBaTeAH CCHIAQIOTCS B AQHHOM CAyYae
TAIOKe M Ha «3dKAEKTHKY>» KaK IIOKa3aTeAbHOe Ka-
9ecTBO cTHAS My3biku b. XaBepraaa, B pamkax ko-
TOPOT'O COCEACTBYIOT «CpPeAHEBEKOBBII POOYPAOH,
TPAAMLIUN PeHEeCCAHCHOM MMOAN(OHHH, B TOM YHCAE
OpHeHTHPOBaHHbIE HA TPAAUIIMY TBOpYecTBa Taa-

AWICa, BIIAOTb AO KAACTEPHON aKKOPAOBOI T€XHUKHU
XX Bexa» [17].

IToa06HOrO poaa BCEOXBATHOCTD, <«3IHIIUKAO-
MMEAMYHOCTb> IMOKA3aTEAbHbBI U AASI TEKCTOBOM OC-
HOBBI 3-X 3aKAIOUMTEAbHBIX yacTeil «loruyeckon
CUMOHUU >, B KOTOPBIX, KaK YKa3bIBAAOCH BBIIIE,
KOMITO3UTOP 0OpamiaeTcsi K IOAHOMY TeKCTY I'MMHA
AmBpocus Meanoaanckoro «Te Deum>, co3pan-
HoMy eine B koHIe IV ct. OH BkAtouaeT B ce6s1 29
CTHXOB M COACP)KUT BOXHEHINNE apXeTUITNYeCKHe
MOTHBBI BCET'O XpUCTHAHCKOTO BepOydeHHs — hepap-
XU 3€MHBIX 1 He6eCHbIX CHA, np}leIe ITUTaThbl U3
meccot («[ropusi» u «CaHKTyC> ), aleAAUpOBaHUe
k Cpsroi Tpowurie, k MOTHBaM XpUCTHAHCKOTO UCKY-
raeHus, K 06pasy bora-Cyauu, k MoTuBam CypHOTO
AHs1, KOTOpbIe IPOHU3BIBAIOT BCe HOrOCAOBHE XPH-
CTHAHCTBA, yBeHYAHHOE 0OPa3aMU XBaAbI-CAABOCAO-
BUs [cM. 06 aTOM GOAee ToaApobHO: 11].

Obpaienne K AAHHOMY TUMHUYECKOMY TEKCTY
BBUIBASIET TakoKe alleAAMPOBaHHE KOMIIO3HTOPA
K TpapunusaM « HepasaeAeHHOM IlepKBH >, IIOCKOAD-
Ky Te Deum Ha npoTsDKeHHH MHOTHX CTOAETHH Cy-
1IleCTBOBAHMS XPUCTUAHCTBA, T0A0OHO Alleluia, 06-
eAMHSIeT IPaKTU4IecKku Bce koHPeccuu. OTMeTnm,
9TO MOAOOHOTO POAQ AYXOBHAsI HAIPAaBA€HHOCTD
TBOPYECTBA KOMIIO3MTOPA OKA3bIBAETCS COTrAACO-
BaHHOHM U C AYyXOBHO-PEAMI'MO3HBIMH HCKAHHSIMU
npepcraBuTeseit « OKCPOPACKOTro ABIDKEHHS >, Ubs
AesiTeAbHOCTD Ha pybOesxe XIX—XX BekoB Obira He-
IIOCPEACTBEHHO HallpaBA€HA Ha IIOMCKHU FeHe3HCa Ay-
XOBHOTO eAMHEHH aHTAMICKOM Harjuu (CM. 06 aToM
6oaee moapobHo:) [8,267-280].

BceaeHcko-rUMHIYECKUI aAMAYHHBIM XapaKTep
«Jornyeckont cumdponun> b. Xapeprasa raxoke Ao-
IIOAHSIETCSI TOITUYECKHIM MUTPAPOM K 3aKAIOUHU-
TeAbHOMY X0py — Te Deum, ocHOBO# KOTOpOTO 1O-
CAYXXHMAH CTPOKH 13 QUHAABHOM cIjeHbl «Paycra>
W.B.Tere — «Wer immer strebend sich bemiiht,
den konnen wir erlésen» — «Tor, kTO Bceraa B My-
KaX MAET K I[€AM, MOXKET OBITh CIIACEH HAMH>. JTH
CAOBa IIOIOTCSI XOPOM QHT€AOB, HECYILIUX beccMepT-
Hy10 Ayiry Qaycra K HeOy, CHMBOAM3UPYS TeM CaMbIM
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CTOAB [TOKA3ATEABHYIO KaK AASI 6€CCMEPTHOM II09MBI
M. B. I'€Te, Tak 1 AASI AU TOTHYECKOM aPXUTEKTYPBhI
YCTPEMAEHHOCTH YeAOBeKa K Boicuremy.

Taxum 06pa3om, rOTHKA BO BCeM PasHOOOpasuu
ee XyAOXKECTBEHHDIX IIPOsBACHHU#t (apXUTEKTyPHBIX,
AWTEPATYPHBIX, My3bIKAABHBIX U XYAOXKECTBEHHO-II0-
STUYECKHX) U MX TIPOAOHTAIIUI B KYABTYPE OCAEAY-
FOLIVIX 910X BCETAA TaK MAU HHAYE CHMBOAM3HUPOBAAQ
TSATY K AyXOBHOMY YHUBEPCAAU3MY, SHIIUKAOIIEAY-
HOCTH, HTOI'OM KOTOPBIX CTAHOBUACSI ITyTh K ITOCTHU-
sxeHmio CakpaabHoro. Ee «xypoxecTBeHHbI 00pas,
BOIIPeKH OOBIACHHBIM [IPEACTABACHUSIM, BHIPAXKAET
He MaTeMaTHYeCKUIl pacyeT U PALJMOHAABHYIO KOH-
CTPYKIJHIO, & HPPALUOHAABHYIO MUCTUYECKYIO TAT'Y
AYIIH K HEBEAOMOMY, 3aTAAOYHOMY < ... > M 9Ta Aep3-
KasI MeYTa PeaAbHO OLIy TUMO BOIIAOIIEHA B MATEPU-

aAabHOM, ocs13aemoit popme! Kamens 3a kamHeM, Bce
BbIlle U BbllIe — MeTapHU3UKa AyXOBHOTO IIOPbIBa,
AEP30CTH M, OAHOBPEMEHHO, XPUCTHAHCKOTO CMU-
PEeHUs, COEAUHEHMS] MEYThl M PEaAbHOCTH> |4].
O603HaueHHbIE KAY€CTBA ITOTO UCKYCCTBA HAXOAST
3anevyaraeHue U B «[ornyeckon cumponun> b. Xa-
BepraAa BCEACHCKO-MHMCTEPHUAABHBIN 3aMbICEA KOTO-
po¥, cOpMUPOBAHHBIN Ha IIepeceYeHHH AyXOBHO-
IIE€BYE€CKOM TMMHUYECKOM TPAAULIUY XPUCTHAHCKOTO
caaBaenns Te Deum u cumb103a poMaHTHYECKOTO
CMMQOHHU3MA C AAAO-TAPMOHMYIECKUMH OTKPHITHAMU
Havaaa XX CT. (pacmnpeHHaﬂ TOHAABHOCTbD, TIOAH-
TOHAABHOCTb ), OKa3bIBAETCSI COOTHOCHMBIM C TAY-
OMHHBIMU AyXOBHO-PEAUTHO3HBIMU CAKPAAbBHBIMH
TPAAULIMSIMU COOCTBEHHO AQHTAMICKOM KYABTYPBHI
U €€ XpPUCTHAHCKMMH CBSTBHIHAMH.
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LAN LAN VIRTUOSE. EXPERIENCE
IN COMPARATIVE ANALYSIS

Abstract. The article analyzes performance of the famous Chinese pianist Lang Lang. The focus is

on the virtuoso component of the individual performing style of the pianist. A comparative analysis

is used as a basic principle of style research.

Comparative analysis is considered in terms of its interaction with musical interpretation. Two

main forms of comparative analysis are singled out: linear (a uniform musical phenomenon is com-

pared) and generative (this musical phenomenon is considered in comparison with the nearest

genealogical component).

As aresult of comparing performances of Lang Lang with performing performances of V. Horow-

itz, E. Kissin and Yun Di, a number of components of virtuosity in the musical performing style of

Lang Lang have been identified.

Keywords: Lang Lang, musical performing style, comparative analysis.

The concerts of the famous Chinese pianist Lang
Lang are constantly attracting the attention of the
public, music journalists and professional musicians.
One feature of his creative is his individual musical
performing style. This article will focus on some of
his major qualities.

Lang Lang is currently 38 years old (Lang Lang
was born on June 14, 1982, in the People’s Republic
of China in Shenyang City, Liaoning Province) and
his performing style is still evolving. At the same
time, his “stylistic core” is already well established
and, in general terms, quite easily defined. The prob-
lem, however, arises in the choice of ways to explore
this core or, no less importantly, ways of research
immersion in its internal properties.

Research of musical style features is possible in
two ways: on a creative material of the composer and
on a creative material of the performer musician. To
comprehend the style of the work of a composer,
two interacting levels are distinguished. These, on

the one hand, are individual styles, first of all those
composers who have strong distinctive features. On
the other hand, it is typological style directions of
creativity of a composer (national, historical styles,
conditional style features of the artistic direction,
school, etc.).

In the “stylistic analysis of creativity of a com-
poser” it is possible to start from wider and the gen-
eral stylistic phenomenon and then, on this basis,
to pass to comprehension of the stylistic features,
characteristic for the creative person. It is possible,
however, to start at the opposite point of research
thoughts: from individual to the general. In this re-
gard, we pay attention to the following definition by
E. V. Nazaykinsky: “A person manifested in sounds
of music is what style in musicis” [4, p.18]. Relying
on this definition, an important impetus in the study
of the musical style of any semantic volume is the
creative “Ego” of the composer, that is, the individual
style of the composer.
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In the study of musical and performing style ratio
“general - individual” looks different. Here the sty-
listic “Ego” of the creator of a live musical tone, that
is, the individual style of the performer musician, is
given less attention than the typological features of
the performing style. Sometimes the focus is on the
type of performer musician, sometimes the type of
performer thinking or the type of performer musi-
cian style.

Typological classifications of creativity of musi-
cians-performers, which belong to C. Martienssen
[2], D. Rabinovich [5], O. Katrich [1], V. Chinaev
[9] and a number of other researchers, have gained
wide popularity. They are an important contribution
to the study of the specifics of contemporary musical
and performing art. The virtuoso type of performer
musician that interests us stands out in the perform-
ing concept of D. Rabinovich. The features of this
type are revealed from different points of view. At
the same time, it is noted that “... among various per-
forming types, only the virtuoso type, perhaps, due to
its vivid outline, flashy, self-evident and, so to speak,
unambiguous character has been examined so far,
but, alas still insufficiently” [S, P. 38]. In the opin-
ion of Rabinovich, the virtuoso type often performs
in interaction and even in symbiosis with other per-
forming types he has defined: emotional, rational and
intellectual. This is also true for Lang Lang, the per-
forming style of which, on the one hand, contains the
typical for the virtuoso pianist aspiration to “impress
before you can express”. On the other hand, it interacts
with the desire of the pianist to “express themselves”
very emotionally, and this is indicative of the emo-
tional type of performer musician [S, P. 38].

To analyze the individual style of a performer
musician it is not enough to consider only the near-
est performance type, especially in terms of theoreti-
cal abstraction. Given the properties of the type, we
must feel the unique artistic thinking of the artist.
Reliable markers to detect the individuality of the
performer musician style, the output of the internal
procedure of performer musician thinking for per-

ception “from the outside” is performer musician
style. It can be identified by comparing the perfor-
mance of a selected piece of music or its fragment by
different musicians.

Opportunities for comparative analysis of per-
forming styles have been greatly enhanced in the era
of the Internet and computer technology. The main
advantages are: a) the qualitative recording of the
process of musical performance, including not only
audio, but also video information; b) the possibility
of multiple playback of recorded by any method of
performance of a musical composition; c) the emer-
gence of the possibility to use the huge Internet au-
dio and video libraries of those records.

In Ukrainian musicology, a comparative analy-
sis of musical performance is given in the thesis of
K.V. Timofeeva [7]. The objective of the thesis is
to characterize this analysis as a method of musi-
cal interpretation. By comparing the musical inter-
pretations of piano pieces by P.I. Tchaikovsky and
S.V. Rachmaninoff, the author comes to conclusions
on typological differences. The level of the individ-
ual performing style of the pianist is not considered
in this work.

The individual style level is reflected in the con-
cept of “style of musical creativity” proposed by
V. Moskalenko. It is defined as “the peculiarity of the
worldview and musical thinking of the creative indi-
vidual, which is implemented by a system of musical
and verbal resources of composition, interpretation
and performance of a musical piece” 3, P. 232].

It is worth noting that this definition refers to
the music-making individual. More specifically, the
focus is given to the style direction in promotion of
musical thought. The purpose of promotion is the
implementation of a musical piece, the primary prac-
tical foundation — the “system of musical and verbal
resources’. This system is based on the complex of
musical and tonal performances formed as a result of
the previous musical and tonal experience and fixed
by memory, which the author calls “musical and ton-
al models”. These are not only musical sounds, but
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also the plastic energy of the performing apparatus
used to produce these sounds.

As far as musical creativity is concerned, this def-
inition is a universal one. It characterizes the creative
work of both a composer and a musician, as well as
the creative process of any musician, interpreting a
piece of music. We use this term for a comparative
analysis of performing musician style.

One can find an example of comparative musi-
cal performing analysis in PhD thesis of Xu Bo “The
piano performance phenomenon in China at the
boundary of XX — XXI centuries” [6, P. 149]. The
author compares the performances of Evgeny Kissin
and Lang Lang in the virtuoso paraphrase “Fleder-
maus” by Alfred Griinfeld based on a waltz theme
from J. Strauss’ “The Bat”.

It is known that an effective comparative analy-
sis requires some kind of common ground between
the compared objects. In this case, both perform-
ers represent a single trend of development of mu-
sic and performing art. E. Kissin was born in 1971,
Lang Lang —in 1982. Both pianists have remarkable
performing styles, brilliant piano technique and
their repertoire includes romantic music, as well as
virtuoso music.

The objects for comparison are selected for a
specific purpose. When comparing performances,
Xu Bo pays special attention to the expressiveness of

the vocal and verbal intonation [ 6, P. 118]. It is noted
that “... Kissin distinctly recites, “sings” all the small
motives both in the passages of the introduction and
in the main part, Lang Lang flies past them in the
bravado of virtuoso passages. He also adopts a cor-
responding tempo: prestissimo in comparison with a
rather moderate fast movement of Kissin” [6, P. 119].

The main and fundamental difference of these per-
formances is seen by the researcher in relation to the
genre and style nature of the paraphrase of A. Griin-
feld. In the brilliance of virtuoso passages E. Kissin
retains the genre roots of the Viennese waltz, from
which, in the deep sense, this paraphrase grew. Lang
Lang, on the other hand, focuses mainly on the genre
of the virtuoso paraphrase. From our point of view,
the virtuoso factor in his performance is as if “brought
out” Here one can even talk about A. Griinfeld “para-
phrase on paraphrase” or “fantasy on fantasy”.

The sheet music in the above comparisons is a
stable component, and the performing interpreta-
tions are variable “participants” in the creative im-
plementation of the sheet music project. However,
guided by the sheet music, the researcher at the same
time presents its sound. And it is formed by auditory
means. As a result, at least to a minimum, the audi-
tory image is filled with personal auditory values.

The logic of this comparison can be presented
as follows:

The sheet music and its auditory representation by the researcher

"

First performance *

» Second performance

Figure 1.

The purpose of the comparison here is to find
out what is special about each of the selected per-
formance decisions. The logical uniformity is of
fundamental importance in this comparison. In the
example given, all parts of the figure correspond to
the level of the musical work. Considering these
circumstances, let us call this type of comparative
analysis linear.

Comparisons of performer versions can be nar-
rower and more directed. The purpose may be, for
example, the area of performer’s reading of musical
tempo, performing organization of musical compo-
sition, musical dramaturgy of a piece, etc. But it is
possible to move to a higher generalization level and
compare, for example, individual musical perform-
ing styles.
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For example, it would be useful to compare the
musical and creative parameters of Lang Lang style
with the style of his contemporary, the outstanding
Chinese pianist Yun Di. Both pianists were born in
1982, the original technical development of their
pianist style took place in China. Later on, their
piano skills has gained international acclaim. The
performances of these pianists look technically per-
fectand even brilliant. Both pianists, as well as many
other Chinese pianists of this generation, are clearly
romantic, and this is reflected in their repertoire. At
the same time, the performing styles of Lang Lang
and Yun Di appear to be contrasting.

One can see this by comparing performances of
Piano Concerto No. 1 of Chopin by these pianists.
Lang Lang plays in Wiesbaden, BBC Symphony Or-
chestra under Lawrence Foster. Yun Di performed
the same piece in the final round of the International
Chopin Piano Competition together with the War-
saw Philharmonic Orchestra under Kazimierz Kord.

Lang Lang feels the attention of an enthusiastic
public who empathises with him the spontaneity of
the creation of the performing intonation, and, in
the appropriate fragments, the pleasure of owning
the technical feats. This is the distinguishing feature
of Lang Lang’s understanding of the phenomenon
of virtuosity. In Yun Di’s virtuoso approach, we hear
the opposite. Psychologically, he focuses on the
poetry and naturalness of the tonal reading of the
piece and, more generally, the style of Chopin. Yun

Di seems to give the audience a poetic Chopin tone.
In his virtuosity, there is almost no desire to surprise.
With a subtle sense of the poetic nature of Chopin’s
musical tone, Yun Di retains control over the flow of
emotions in his performance. This is consistent with
the style of the composer. “Chopin rarely allowed
his music to become uninhibited, naked emotions,”
notes V. A. Zuckerman [8, P. 126].

Let us turn to the possibilities of another type of
comparative style analysis, which we call generative.

The generative comparative analysis compares a
genealogical component of musical style formation
and a specific derivative. The purpose of generative
comparative analysis is to identify style innovation,
artistic freshness and originality in a derivative of the
style process.

Musical and aesthetic direction can be com-
pared and in this way the musical style (typological
or individual), the individual style of the composer
with the features of its performance, the preceding
composing or performing styles with subsequent
composing or performing styles, etc. For example,
in his thesis Xu Bo talks about the influence on the
style of Chinese pianists of the features of Chinese
hieroglyphic language [6, p.127-128]. Here the ge-
nealogical component is the Chinese national nature
of verbal speech, and the specific features of the per-
forming delivery of Chinese pianists.

The logic of generative comparative analysis can
be presented as follows:

Generalized
representation of Derivative
the original N styvle
style phenomenon
phenomenon

Figure 2.

It is known that every musical and stylistic
phenomenon can have its origins and even its
fore-origins. This feature is indicative both for the
composer’s work and for the work of the performer

musician. Exposing the style dominance of the per-
forming style, researchers pay attention to cases of
special kinship style aspirations of the composer
and the performer. This is how pairs are formed:
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J.S.Bach - G. Gould, S.Feinberg — A. Scriabin,
S. Prokofiev - S. Richter. Continuing our compari-
son of Lang Lang’s and Yun Di’s performing styles,
itis suggested that among the outstanding romantic
pianists Lang Lang is closest to F. Liszt (Lang Lang
recalls his first vivid childhood musical impression —
the performance of F. Liszt’s Hungarian Rhapsody
No. 2 by V. Horowitz, which he heard at Cat Concer-
to in Tom and Jerry cartoon), while Yun Di is closer
to the style of F. Chopin (Yun Di won the Warsaw
International Piano Competition of F. Chopin).

Lang Lang’s concert performances are charac-
terized by communicating with the public in visible
gestures produced by the spectacular movements of
the pianist’s hands. This is indicative of the particu-
larly difficult to perform virtuoso moments that of-
ten occur at the end of a piano concerto. Here we see
a kind of revival of our ideas about concert commu-
nication with the audience of F. Liszt or N. Paganini.
We were not present at their concerts, but we do re-
construct the visible features of their performance in
our minds, relying on the author’s character of the
music. Lang Lang performs works by F. Liszt with
visible pleasure. However, the heroic pathos that is
present in his works in overcoming pianistic difficul-
ties in Lang Lang’s performance is largely offset.

A frequent comparison between Lang Lang and
Vladimir Horowitz leads to observations that relate
to a period in historical style that is closer to ours.
Like Lang Lang, V. Horowitz loves to play in the
presence of the audience, feeling the accompanying
subtle emotional movements of his musical thought
the reaction of the audience. Like Lang Lang, he en-
joys recording his performances with visible plea-
sure. The essential difference is that the performing

image of the Chinese pianist is now already associ-
ated with the image of the hero of a popular show.

Lang Lang’s performance process is often comple-
mented by a distinctive facial expression, a movement
of the eyes that demonstrates the spontaneous sur-
prise of the beauty of the musical image. This is not a
flaw, but an expressive technique associated with the
nature of Lang Lang’s individual performing style.

In his performance, Lang Lang enjoys the beauty
of each musical event, the sequence of which in his
performance forms an almost visible musical pic-
ture. It should be remembered that most of the in-
strumental pieces by Chinese composers are related
to non-musical programmes. We come to the con-
clusion that in “scenic” interpretations of Lan Lan’s
musical intonation one can clearly hear Chinese na-
tional roots.

Conclusion. Modern creativity of Chinese pia-
nists in the social-psychological sense corresponds
to the eternal aspiration of the Chinese nation to
master the best achievements of human culture. At
the same time, it confirms the tendency to see and
hear the world “in its own way”. Both of these vec-
tors in interaction form the substantive core of Lang
Lang’s individual musical performance style.

The comparative analysis used to explore indi-
vidual musical performance styles is infinitely broad.
The effectiveness of its use depends on the choice
of objects to be compared. Both types of compara-
tive analysis of musical performance style - “linear”
and “generative” — perform in interaction. The com-
parative analysis of musical and performing style is
always directed towards specification of the investi-
gated object. In this regard, such an analysis is always
open to new knowledgeable operations.
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CNELUUNDUKA NCNOJTHUTEJIbCKOU MHTEPNPETALUNA
XOPOBOMW ONEPbI A CAPPELLA (HA MPUMEPE
«<ATPAHCKUX UT'P» U. LLUAMO)

Annortanmsa. Vsyyenne cnennduky HMCIIOAHUTEAbCKON HMHTEPIPeTal[uy XOPOBOM OIephl a
cappella moTpe6oBaA0 paccMOTpeHHUS COCTABASIIOIINX AQAHHOTO JKaHpa — oreps! U xopa. Ha ocHose
IIOAOJXKEHUFT AKATIEABHOTO XOPOBOTO 1 OIIEPHO-XOPOBOTO UCIIOAHUTEAbCTBA BbIIBAEHBI OCOOEHHOCTU
HCIIOAHUTEAbCKON TPAKTOBKH XOpOBOIt omeps! a cappella, B vacTHOCTH ompeaeseHa poAb XOpMeit-
CTepa KaK XyAOXKeCTBEHHOT'O PYKOBOAHUTEAS IIOCTAHOBKH, 0003HAYeHbI BUABI aHCAaMOAel, KOTOpbIe
aKTYaAM3UPYIOTCS B My3bIKaAbHO-CLIeHMYEeCKUX COYMHEHHSIX AAHHOTO JKaHpa. B pesyabrare aHaansa
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TIepBOil YKPanHCKO# XopoBoii onepsl a cappella «SIrpanckue urpor» W. [llamo (1978) ycranosae-

HBI CBONCTBA ee )KaHPOBOfI IMapaArUIMbl; BbIIBACHO, UTO XOPOBasi ApaMaTypIrus SIBASIETCA OAHHM H3

OCHOBHBIX (I)aKTOPOB PaCKpbITH XyAO)KECTBGHHOﬁ HAE€HN COYMHEHH, a APaMaTypPIruieCcKasi poAb XOpa

CBsI3aHA C HOHIIEpCOHMUKALIMEN ACHCTBYIOIMIMX AMIL] OTIEPHL.

KaroueBbie cAOBa: MCIIOAHUTEAbCKAS HWHTEpIIpETans, OIIEPHO-XOPOBOE NCIIOAHUTEABCTBO, XO-

poBas omepa a cappella.

BBeaenne

Koner 70-x — Hagyaao 80-x ropoB XX CT. B yKpauH-
CKOI1 My3bIKe O3HAMEHOBAAUCH ITOSIBA€HEM HOBOTO
’KaHPOBOTO BUAA — XOPOBOI1 oriepsl a cappella. Axry-
AAM3AIMs )KaHPa XOPOBOI omepsl a cappella B TBOp-
vecre U. Illamo («Srpanckue urpoi» ), E. Cran-
xoBmya («Koraa nserer manopotHux> ), A. Abraxo
(«30n0TOCAOB>», «PosxkaecTBEHCKOE AEHCTBO> ),
A. TaBpuaer; («30A0TOi1 KaMEHb IOCEEM ... > ) OTpa-
’KaeT TPAKTOBKY XOPOBOTO HayaAa KaK BOXKHENIIIETro
KOMITOHEHTA OIIEPHOTO 1]€AOT0, KOTOPbIl He06X0-
AMMO PacCMaTPHBATh U KaK IIPOL}eCC MHTOHAIIMOH-
HO-APaMaTH4eCKOTro pasBUTHSL. VIcrmoAHHTeAbCKasT
TPaKTOBKA XOPOBOI1 omepsl a cappella ¢ Heobxoau-
MOCTBIO TpeOyeT U3ydeHNUs COCTABASIONINX AAHHOTO
KaHpa — oIIepsI U Xopa. [ karo4eBbIM XKaHPOM 3AeCh
SIBASIETCSI OTIePa, OCHOBAHHASI «HA CHHTE3€ CAOBA,
CIIeHUMECKOTO AENCTBHS U My3biku>» | 1,20]. Fimen-
HO MY3bIKa, Kak moadepkusaeT FO. Keaapm, «cTa-
HOBMTCSI OCHOBHBIM HOCUTEAEM M ABIDKYILI€N CHAOM
AevictBust> [ 1,20]. EcAn B OmepHbIX COYMHEHHUSIX 3a-
AeMICTBOBaH CUMPOHUIECKUI OPKECTP, TO B XOPOBOM
omepe a cappella, coorsercTBeHHO — HeT. IToaTomy,
IIOMHMO BOIIPOCOB OIIEPHO-XOPOBOTO UCIIOAHUTEAD-
CTBA, BO3HHMKAeT HEOOXOAMMOCTb PaCCMOTPEHMUS
po6AeM HCIIOAHUTEABCKOM TPAKTOBKH XOPOBOTO
counHenus a cappella. CrieHndeckoe BOIAOLIeHUE
XOPOBBIX oIIep a cappella — siBAeHUe KpaiiHe pepKoe
B yKPaMHCKOI KyAbType. Bo3HIKAa mapasokcaabHast
cuTyanus, Koraa Hoparopckue counHenus M. Illamo,
E. CranxoBuua, A. Abruxo, A. IaBpuaer; an60 A0 cux
IOp He TIOCTaBAEHBI Ha TEATPAABHOII CIieHe, KaK Ha-
npumep «Srpanckue urpsi» M. Illamo, an6o mno-
AYYMAYM AUIIb €AUHHWYHbIE CLIeHUYeCKHe BepCHU.
AKTyaAbHOCTb HCCAEAOBAHISI 00yCAOBAEHA HEOOXO-

AMMOCTBIO U3YYeHHUs CIIeUPUKU HCTIOAHUTEAbCKOM
HHTepIIpeTALUK XOPOBBIX omep a cappella aast ocy-
IITeCTBAEHHS TOCTAaHOBOK MY3bIKAABHO-CIIeHHYeCKUX
TBOPEHUM 3TOTO XKaHpa.

MeTtoap1

AAs BbIIBAEHHS CIelIMPUKH UCIIOAHUTEAbCKOM
TPAKTOBKM XOPOBOI1 oIepsl a cappella 6p1au mpu-
MEHEHBI CAeAYIOUINe MEeTOABI MCCACAOBAHHUS: Me-
TOA KOMITAPATHBHOTO aHAAM3a, KOTOPBIH ITO3BOAUA
CPaBHHUTD aKalleAbHO@ XOPOBOe U OIlepHO-XOpOBOe
HCTIOAHUTEABCTBO; TPUHIIMIT HCTOPU3MaA, BBEACH-
HBII AASL PACCMOTPEHHUS HCTOPHU CO3AAHMUS OTIePhI
H. [Ilamo; >KaHPOBBIN AaHAAHU3, IIPUMEHEHHBIN AAS
YTOYHEHHS >KaHpa My3bIKaAbHO-CIIEHHYEeCKOTO CO-
YuHeHHUs «SITpaHckue Urphl>; ”HTOHAIIMOHHO-APa-
MaTypru4ecKuil U CTPYKTYPHO-PYHKIIMOHAABHBIH
BUABI QHAAU3a, HEOOXOAUMBIE AASI CO3AQHUS HCIIOA-
HHUTEAbCKOM MHTepIpeTalliy U3y4aeMbIX HOMEPOB
orepsl «ITpaHCKHe UT'PBI>.

[TpobaeMaTHKa AQHHOTO MCCAEAOBAHUS COAEP-
XKHUT 3HAYUTEAbHYIO HAyJHYIO HOBHM3HY, TaK Kak He
SIBASIAACH TIPEAMETOM HM3y4YeHHs HU B OTeJeCTBeH-
HOI, HU B 3apYO€XXHOM MCCAEAOBATEAbCKON AUTE-
parype. Tem He MeHee, B HCCAEAOBATEAbCKOM KOH-
TEKCTe 3aAeHCTBOBAHBI ITOAOXKEHHS AKAIIeAbHOTO
¥ OTIEPHO-XOPOBOTO HCIIOAHUTEAbCTBA, U3AOKEHHbIE
B Tpyaax B. JKusosa [2] n H. Beanx-3oaoTapesoit
[3], ncrioab3oBambI cBeAeHMS 06 HCTOPHY CO3AQHMS
oneproro tBopenns U. Mlamo [4].

PesyabTaTni

Pe3yAbTaTBl MCCAEAOBAHHUS OOYCAOBAEHBI BBI-
SIBACHHEM CIeIUPUKM HCIIOAHHTEAbCKON HH-
TepIIpeTalui XOPOBO omepsl a cappella. dTomy
CIIOCOOCTBOBAAO H3y4eHHe BOIIPOCOB AKAMIEABHOTO
XOPOBOTO U OIIEPHO-XOPOBOTO MCIIOAHUTEABCTBA,
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aHAAM3 MY3BIKAABHO-CLieHudecKoro opusa M. Illamo
«Srpanckue urpsr>. Crienin$rka HCIOAHUTEABCKOM
TPAKTOBKU XOPOBbIX OIIEPHbIX COYMHEHHUI d cappella
COCTOMT B BbIIBACHUHU POAU XOpMeHCTepa, KOTOPBIi
CTaHOBMTCS TBOPYECKHM PYKOBOAUTEAEM ITOCTAaHOB-
KU B COIO3€ C PEXHCCepPOM, DaAeTMeIICTEPOM U Xy-
AOXHHKOM; BXHOE 3HaYeHHe PUOOPETaIOT TaKue
BHABI aHCAaMOAS KaK BOKAAbHbBINM, HHTOHALIMOHHBIN,
TeM6pom>n71, AVKITUOHHBIN, pUTMUYECKUH, METPO-
PHUTMHYECKUH, AMHAMUYECKUI, HO OTCYTCTBYET aH-
CaMOAb MEXAY XOpPOM U OPKECTPOM; XOPOM, OpKe-
CTPOM U COAUCTAMH.

B pesyabrare anaAu3a X0poBoii omepsl d cappella
«Srpanckue urper»> M. IllaMo BbIACHEHO, YTO KOA-
AeKTUBHBII 00pa3 — HAPOA — HAXOAUTCS B PA3AMYHbIX
CUTYAIUSIX BeCEHHUX, AeTHUX 1 CBAA€OHBIX 00PSIAOB,
a Apamarypruyeckue QpyHKIIMH XOpa CBS3aHbI C HOH-
nepcoHuPHKaIMen AeHCTBYIOMMX AL oniepbl. Xop
SIBASIETCSI HOCHTeAeM QYHKIUI 00psiaa KaK TAKOBOTO,
U [IPOBEAEHIE KKAOTO ITOCAEAYIOIIEr0 0O PSIAOBOTO
AefiCTBa IPUOAIDKAET K PACKPBITHIO XYAOXKECTBEH-
HOM UAEHU OTIEPHOTO LIEAOTO.

Auckyccns

OAHOI1 U3 IIeHTPaABHBIX MPOOAEM B TEOPHH
XOPOBOTO HCIIOAHUTEABCTBA SIBASIETCSI Mpobae-
Ma uHTeprperanui. OHa PaKTUIECKU COAEPIKHUT
B cebe BCe acIIeKTHI XOPOBOT'O UCKYCCTBA — OT AU-
PHXEPCKOrO MacCTepCTBa XOpMeHCTepa, BOKAAD-
HO-Te€XHUYECKON OCHAIJeHHOCTH XOPOBOTO KOA-
AEKTHBAa AO IIOHMMAHMS XYAOKE€CTBEHHOM HAEH,
TPAAHULIMI MIKOABI, IICHXOAOTUU AUYHOCTH PYKO-
BopuTeAas xopa. MicnoaHuTeAbcKOe MCKYCCTBO, IO
MHeHuIO E. ['ypeHKo, «sABAsIeTCS BTOPUYHOH, OT-
HOCHUTEABHO CaMOCTOSTEABHOMN XYAOXKECTBEHHOM
A€SITeAPHOCTBIO, TBOpPYECKass CTOPOHAa KOTOpOM
IPOSBASIETCS B pOpMe XYAOXKEeCTBEHHON HHTepIIpe-
taguu>» [ S, C. 109]. Cneunduueckue ocobenHo-
CTH XOpOBOro ucnoaHureabcrsa B. JKusos ompe-
A€ASIET CAeAYIOIIUM 06pa3oM: «a) YeAOBeueCKHUi
daxTop<...>; 6) CHHTeTHYeCKHil Xapakrep (cBs3b
CO CAOBOM); B) cnenudrKa HHCTPyMeHTa (aeno-
BEUECKHUI FOAOC); T') KOAACKTHBHHI XapakTep; A)

HAAUYUE AUPYDKEPA, KOTOPBI SIBASIETCSI TBOpYE-
CKHMM TIOCPEAHHKOM MEXAY aBTOpPOM (aBTOpamHu)
¥ [IeBLJAMHU, KOTOPbIe HEIIOCPEACTBEHHO BAVSIOT
Ha caymareaeii» [2, C. 20]. Ecan ucnoanureas-
COAMCT, COTBOPSISI COBEPIIEHHBIN XYAOXKECTBEH-
HbIIT 00pas, paboTaeT cO CBOMM HHCTPYMEHTOM —
TOAOCOM, CKPHIIKOH, POSIAEM U T.A., TO AUPIKEDPY
X0pa HEOOXOAUMO 0OOCHOBATb M AOHECTU CBOIO
TPAKTOBKY COYNHEHHSI XOPOBOMY KOAAEKTHBY, TA€
KQXKABII APTUCT XOpa 00AaA2€eT TBOPYECKON HHAU-
BHAYaABHOCTBIO. OAHOM M3 3aAa4 PYKOBOAHUTEAS
XOpa SIBASIETCSI < AOCTI)KEHHME OCMbBICAEHHOTO ¥IC-
IIOAHEHUS], IPOHUKHOBEHHUS B XYAOKECTBEHHBII 3a-
MbIceA KommosuTopa» (6, C. 192]. Ho mapaaaean-
HO C pellleHreM TBOPYECKUX 3aAa4 BAXKHO paboTaTh
HaA MHTOHAIMEN B MIMPOKOM IIOHHMAHUU 9TOTO
TEPMHHA, AOCTUIATh AMHAMHYECKIO Pa3HOOOpa-
3Us1, aHCAaMOAEBOTO MCIIOAHEHUS, BBIPA3UTEABHOTO
CAOBA, BBICTPanUBaTh GOPMY COUNHEHVIS], ITOAUMHSSL
JacTHbIe KyAbMHUHAITNH reHepaabHOM. KpoMme Toro,
IIepeA XOpPMeFICTEPOM B IIPOLIECCE PeIIeTHIIMOHHOM
PaboThI BOSHUKAIOT IPOOAEMBI IICHXOAOTHIECKOTO
Xapakrepa, He TOBOPS y)Ke 06 OpraHU3aLHOHHBIX.

ITporecc «CO3AQHUS M BOIIAOIEHUS XYAOXKe-
CTBEHHOTrO 00Opa3a B XOPOBOM HCIIOAHHTEAbCTBE
MMeeT <..> CAeAyIolllee CXeMaTH4ecKoe H3obpa-
JKeHHe: KOMIIO3UTOP — [O3T — AUPIDKEP — XOPOBOI
KOAAEKTHUB — caymareab> |6, C. 192]. BesycaosHo,
PYKOBOAUTEAD XOPa AOAKEH OBITH AUAEPOM, YMETD
MOAYMHHUTD CBOEM UCTIOAHMTEABCKOM BOAE KOAAEK-
THB, YOEAUTh TPAKTOBKOM UCIIOAHSIEMOTO COYHHE-
Hust. Varepnperarus, ormedaer H. Kopsixaaosa,
«3aBHCHUT OT TAAAQHTA M MACTEpPCTBA APTHCTA, SIp-
KOCTH €T0 MHAUBHAYAABHOCTH, MACMHON U YEAO-
BEYeCKOil 3peAOCTH, KyABTYPHL U T.A.»> |7, C. 164].
TpaxTOBKa, 10 MHEHUIO HCCAEAOBATEAS], MOXKET OBITH
MaAOMHTEPECHOM U3-32 TOTO, YTO AUYHOCTD, B AQH-
HOM CAydYae AUPIDKEpP XOpa, He SIBASETCSI 3PEAOH
B MHTEAAEKTYAABHOM U MY3BIKAHTCKOM OTHOLIEHUH
MAU IIOTOMY, YTO, K IIPUMEPY, PyKOBOAUTEAD XOPa
OIPaHUYMBAETCS BOIAOLEHUEM TPAAULMOHHOMN
MHTEPIIPeTaLUH.
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VHBapraHTHAsI IPUPOAA AKATIEABHOTO XOPOBOT'O
HCIIOAHUTEABCTBA BbI3BAHA TeM, YTO My3BIKAABHOE
IPOU3BEAEHIE XKUBET OeCKOHEYHOM XKU3HBIO B KOH-
KPETHBIX MCIIOAHUTeAbCKUX peaawsx. H. Kopsixa-
AOBa ToAdepKuBaeT: «HermoaHoTa HOTHpOBaHUs
SIBASIETCSI OTPaKEHHEM CBOVICTB CaMOI MY3BIKH C ee
30HHOM NPHUPOAOH. 3OHHOCTD XapaKTepPHU3yeT Pellu-
TEABHO BCE CTOPOHBI, BKAIOYAsI 3ByKOBBIE KOOPAU-
Hathl... (AaKe Ha MHCTpyMeHTaX GUKCUPOBAHHOTO
cTpost, HanpuMep, $OPTENNAHO, IIUAHKUCT IIPEOAO-
AeBaeT 3Ty QUKCHPOBAHHOCTD) <...> CPEACTBAMH
arorMKU U AMHAMHUKH>,— OTMeYaeT MCCAEAOBATEADb
[7, C. 165]. DTo HabAIOACHHE HCCAEAOBATEAS KaK
HEAB3SI Ay4llle OTPAXKAET CYILHOCTb XOPOBOT'O UCIIOA-
HUTeAbCTBA a cappella. VIMeHHO B akarieAbHOR My3bI-
Ke XopMericTep 06AapaeT 60AbIIelt CBOOOAOT C TOUKU
3PEHHsI TEMII, arOTMKH, AMHAMIIECKHX HIOAHCOB, Iie-
3yp, B COOTBETCTBHY C pacmnudpOBKOI HOTHOTO TeK-
CTa KOMIIO3UTOpPA ¥ IOHUMAHUS €T0 PEMAPOK.

OaHa 13 BOKHEHIINX IPaHel IPobAeMbl HHTEp-
[IpeTaIy XOPOBOTO COYMHEHMUs a cappella Moxxer
6bITh 0603HaYEeHA KaK IIPOLIECC CTAHOBAEHMS HCIIOA-
HHUTEABCKOTO 3aMbICAQ, B COBEPIIEHCTBE KOTOPOTO
XOpMeNCTep AOAXKEH YOEAUTb XOPOBOM KOAAEKTHB,
4TOOBI B pe3yAbTaTe BOSHUKAO TBOPYECKOE EAUHE-
HIe AUPIDKEPA U XOPa B HEIIOBTOPUMOM PEAABHOCTH
XyAOXKeCTBEeHHOro ucroAHeHus. Ho or 3ampicaa A0
€ro BOTIAOI[eHHS HCTIOAHUTEAD (MCTIOAHUTEAH) TIPO-
XOAAT TOpo# AoATHH 1y Th B. JKupos [2] 0603Hauma
HECKOABKO 9TAIIOB HCIIOAHUTEABCKOTO QHAAU3A, CPe-
AU KOTOPBIX: QHAAU3 JIIOXU CO3AAHMSI COYMHEHNUS,
CTHAUCTUYECKUX OCOOEHHOCTEN TBOPYECTBA KOM-
[O3UTOPA U [T0ITA, UCIIOAHUTEABCKHUX CPEACTB BBI-
Pa3UTEABHOCTH; My3bIKAABHO-TEOPETHIECKHUI, BO-
KaAPHO-XOPOBOM, KOMITAPATUBHBIN BUABI aHAAM33;
AUPIDKEPCKHE 3aAQUH B PEIIeTULIMOHHOM IIPOLiecce
Y KOHI|EPTHOM HUCIIOAHEHHUH.

Yro KacaeTcsi HCIIOAHUTEABCKOHM TPaKTOBKU
XOpoBO#1 omepsl a cappella, To XypokecTBEeHHOE
PYKOBOACTBO IIOCTQaHOBOYHBIM IIPOLIECCOM MY3bI-
KaABHO-CLIEHHYEeCKOTO COYMHEHUSI TaKOIO KaHpa
OYAET OCYIECTBASITh He AUPIDKEpP, a XOpMercTep

B COAPYXKECTBe C pexHccepoM, HareTMencTepoM
U XYAOKHUKOM. CO-ITOCTAaHOBIUKAM CIIEKTAKAS
HEOOXOAMMO BBIPAOOTATh EAUHYIO KOHIEIIIIHIO, CO-
TAACOBATh BCe CIIOPHBIE BOIPOCHI M IPUATH K KOH-
CEHCYCY, YTO SIBUTCS 3aA0TOM YCIIEITHOH IpeMbepbl
U AAAbHEMIEeN CLIEHNYECKOM JKM3HHU OIIEPHOIO TBO-
penust. CrieHHYecKoe peleHue pexxuccepa sSBASeTCs
Ba>KHbIM, TaK KaK OT 9TOTO BO MHOT'OM 3aBHCHT Kaye-
CTBO 3BYYaHHUS XOPOBOT'O KOAAEKTHBA, AOHECEHHE AO
CAYIIaTeAeH MOITHIECKOTO TEeKCTA, pellleHHe UCIIOA-
HUTEABCKUX TPOOAEM, CBSI3AHHBIX C TAKUMHU BUAAMHU
AHCaMOAS KaK BOKAaAbHBIN, UHTOHALIMOHHBIMN, TEMIIO-
BbIF, pUTMHUYECKUI, AMHAMUYECKUI, AUKI[MOHHbIM.
CreHnueckue 3apaHNs, KOTOPbIEe PeXUCCepP-TI0CTa-
HOBIIUK CTAaBHUT IIepeA apTUCTAMH XOpa, He BCETAQ
CITOCOOCTBYIOT CO3AAHHUIO TEMOPOBOTO aHCAMOAS,
KOTOPBINl 0bpeTaeT 0cob0e 3HAUEHNE B XOPOBBIX
onepax a cappella.

DBe3ycAoBHO, BasKeH KOHTAKT XOpMeHCTepa-1o-
CTAaHOBIIMKA C 0aAETMENCTEPOM U XYAOXKHHUKOM.
BeAb KOCTIOMBI, CO3AAHHbIE XYAOXKHHKOM-ITOCTAHOB-
IVIKOM, ¥ BAPUAHTHI «CIIeHHYEeCKUX ABIDKEHUI>,
IpeAAOSKEHHbIE OaAeTMECTEPOM CIIEKTAKAS, AOAXK-
HbI CIIOCOOCTBOBATb COTBOPEHHIO APTUCTAMU XOpa
Pa3AMYHBIX 0OPa30B, He CO3AABASI IIPH ATOM IPobAEM
MCTIOAHUTEABCKOTO XapakTepa (Hampumep, HeyA0-
HbIe, MEIAOITHE ABUTATHCS 1O CI[eHE KOCTIOMbI AT
reHue B GHICTPOM TEMIIE C TaHIIeBAAbHbIMH T1a).

Ompepeasist oepHO-XOPOBO€ UCIIOAHHTEAbCTBO
KaK «CHHTETUYECKUI BUA MCIIOAHHUTEABCTBA, COYE-
TAIOIHMI HHTEPIIPETAIIHIO XYAOXKECTBEHHOTO COAEP-
XKaHUSI XOPOBOH COCTABASIOI[EH OIEPHOTO IJeAOTO
C APaMaTHUYeCKUM AeHCTBHEM B IIpOIiecce OIePHOTro
cnextakas> [ 3, C. 42], H. Beank-3oaoTapesa moa-
JepKHBaAa 3HAUEHHE XOPa B CO3AAHUU BOKAABHO-OP-
KeCTPOBOTO CIieHH4ecKoro obpasia. TeM He MeHee,
3TO OIIpPeAeAeHHE MOXKET OBITh aKTYAABHO U AAS XO-
POBOIL omepsl a cappella, yauTbIBast CHHTE3 «XOPO-
BOM COCTaBASIONIEHN > C XOopeorpaduer, crieHorpa-
uelt, BU3yaAn3aluen XyAOXKeCTBEHHOIO pelleH s
CIIeKTaKAS XyAOKHUKOM. Crierjduka ornepHoO-Xopo-
BOT'O HMCIIOAHUTEABCTBA, I10 MHEHUIO HCCAEAOBATE-
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ASl, COCTOUT B: OTHOCUTEABHOM CaMOCTOSITEABHOCTH
OIIEpPHOTO XOPMeNCTepa KACATEABHO MHTEPIIpeTa-
IIMH XOPOBOTO $aKTOPa, TAK KAK HCIIOAHUTEABCKASI
BEpPCHsI XOPOBBIX CLIEH AOAKHO OBITH OPraHUYHO
«IIPOIUCAHHOM > B OOLIYIO MHTEPIIPETALHIO OTep-
HOTO LJEAOT0, KOTOPAsl OCYLIeCTBASIETCS TBOPYECKUM
COI030M AUPIDKEPA, PEXICCEPA, XYAOXKHHKA U XOP-
MeFICTepa; HAAUYMH TaK Ha3bIBAEMOIO «IIPUHIIMIIA
kpymHoro mrpuxa» (no B. SIpycroBckomy) B uc-
IIOAHEHHH XOPOBBIX CLIEH OIIepPbl, «T€aTPAABHOTO
CTHASI», KOTOPBIl IPEAYCMATPHUBAET <«YETKYIO,
SICHYIO ¥ HECKOABKO IIOAYEPKHYTYIO IIOAQLY My3bl-
KaABHOTO MaTepuara» |8, c. 268-269]; B uckaro-
YUTEABHOM 3HAYEHUU TAaKUX BUAOB aHCAMOAS, «KaK
PUTMHIYECKUI aHCAMOAB, aHCAMOAD MeXAY XOPOM
U OPKECTPOM, AHCAMOAD MEXAY XOPOM, OPKECTPOM
u coancToM (coaucramu), u60 B Orepe MeHue Xopa
TIPaKTHYECKH BCeraa (32 MCKAIOYeHHMeM HeGOABIINX
anu30p08B a cappella u xoposbix oniep a cappella) co-
IIPOBOXKAQETCSI OPKECTPOM, TO €CTh XOP U OPKECTP
IIOCTOSIHHO B3aMMOAEFICTBYIOT; HAAMYIUY APaMaTH-
9eCKOTO TAAAHTA Y APTUCTOB OIIEPHOTO XOPa, KOTO-
pble AOAKHBI OPIaHMYHO BXKHBATHCSI B Pa3AMYHbBIE
06pasbl repoeBs, KOTOPBIE SBASIFOTCSI [IPEACTaBHTe-
ASIMHA PaSHbIX COIMaAbHBIX I'pyHH nu I/ICTOPI/I‘-IeCKI/IX
9II0X; UCIIOAHEHHHU OIIEPHBIM XOPOBBIM KOAAEKTH-
BOM XOPOBBIX CLjeH OIIEpPHOIO L}€AOTO HaHu3yCTh>»
[3, c. 40-41].

U3 nepeuns crienuduaecKux 4epT OEPHO-XOPO-
BOT'O UCITOAHUTEABCTBA AASI OIIPEACAECHHST OCOOEH-
HOCTe!l MCIIOAHEHUSI XOPOBBIX OIEPHbIX COYHHE-
HUIL g cappella BaXHO, 9TO B poLjecce HAXOKAEHHS
HCIIOAHUTEABCKOM TPAKTOBKM XOPOBOM OIIEPHI d
cappella poab XopMericTepa-IIOCTAHOBIIMKA CTAaHO-
BUTCsI OOA€€e 3HAYUMOI B COAPYIKECTBE C PEKHCCe-
poM, bareTMmericTepoM U XYAOKHUKOM. UTO KacaeTcst
«MpUHIUMA KpynHOTo mrpuxa» (o B. SIpycros-
CKOMY), TO 3TO TIOAOXEHHE OTHOCHUTCS 6OAbIIe
K MacmTabubiM moaoTHaM Ax. Bepau, P. Baruepa,
H. Apicenxo, M. Mycoprckoro, XoTsi B HeKOTOPBIX U3
xopoBbIx onep a cappella (x mpumepy, B oabk-onepe
E. CrankoBuua «Koraa niserer r[anopo'anK») UAU

B OTAEABHBIX HOMepax «frpanckux urp> M. Illamo
(Ne 6 «ITpocpimaiics, rpom!», N2 21 «CaaBHAbHO-
BeAMYAAbHAS>» ) STOT MPHHIIUI MOXKET ObITh 3aAeii-
crBoBaH. OTHOCHUTEABHO OCOGEHHOCTEN IOAAYU
My3bIKAABHOTO MaTepHaAa B OIIEPE, TO STOT BHIBOA
AKTyaA€H U AASI XOPOBBIX MY3bIKaAbHO-CLIEHIYE CKHX
TBOpeHuil a cappella.

H. Beanx-3o0a0TapeBa CIIpaBeAAUBO UCKAIOYAET
BCE BUABI aHCAMOAS, KacaloIrecs B3aUMOAEHCTBHSI
XOpa, COAMCTOB U OPKeCTpa B XOPOBBIX OIEpax d
cappella. B counHeHusix aToro sxaHpa 6oabliee 3Ha-
YeHHe MPUOOPETAIT TaKhe BHABI AHCAMOAST Kak
BOKAABHBII, UHTOHAIMOHHBII, TeMOPOBBI, AUKIfH-
OHHBIN, pPUTMUYECKHUI, METPOPUTMUIECKHUI, AMHA-
MUYeCKUH.

ABa IIOCAEAHUX IIOAOYKEHHSI UCCAEAOBATEAS — Ha-
AWYMEe AaKTEPCKUX CIIOCOOHOCTEN Y apTHCTOB XOpa
¥l ICIIOAHEHHE MY3bIKAABHO-CLIeHIYe CKHX IIPOHU3Be-
AEHUI HAU3YCTb — SIBASIIOTCS. 0€3YCAOBHBIMU M AASI
XOPOBBIX o1iep a cappella.

VmeHHO 9TH crenuduIecKre OCOOEHHOCTH
Ml CTAAU <KaMHEeM IIPETKHOBEHUSI» AAS CLIEHHYe-
CKOT'O BOIIAOILEHUSI XOPOBBIX omep a cappella. Beap
VICTIOAHEHVE COYMHEHHI AAHHOTO JKaHPa IPEACTAB-
ASIET CAOSKHOCTH KaK AASI OTIEPHOT'O XOPa, KOTOPBII
IPaKTUYECKU BCETAQ B3AUMOAENCTBYET C OPKECTPOM
¥ He UMeeT IPAKTHKHU IIeHUs 0e3 COMPOBOXKAEHIUS
B TEYEHUH AAUTEABHOI'O BPEMEHH, TaK U AASI XOPO-
BBIX KOAAEKTUBOB (yYeOHDBIX, KAMEPHDIX, KaTleAA ),
XOPHCTHI KOTOPHIX HE UMEIOT OIIbITA YYACTHS B My-
3BIKAABHO-CLIEHUYECKOM AEFICTBUM, B CO3AQHUHU Pas-
AWYHBIX 00pa3oB, K IpUMepy B onepe «SITpaHckue
UIPBI>» — MOAOTHABIIMKYL, SKHULIBI-BSI3A ABIILIBL, PY-
CaAKH, COOCTBEHHO HApPOA. 3AeCh HEOOBIYATHO BaX-
HO He TOABKO CA€AOBATb ABTOPCKHUM peMapKaMm, HO
¥ HAXOAUTH KpeaTUBHbIE PELIeHNs CLIeHHYeCKOTO BO-
IIAOIIeHYIs], TAK KaK aPTHCThI XOPa IPAKTUYECKH BCe
BpeMsI HaXOASTCS Ha CIleHe, HCKAIOYasl Te HOMepa,
rA€ KOMIIO3UTOP CO3HATEABHO UCIIOAB3YET SKEHCKHI
FIAUL MY)KCKOY COCTaB AASL CO3AQHMSI, COOTBETCTBEH-
HO 00pa30B AeBYIIEK HA « \eBUYHIKE > UAU My>XIHH
BO BpeMst 06M0OAOTa « MOAOTHABIIMKY>. B akameAn-
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HOM XOPOBOM OIlepe BeAb HET COAbHBIX apMH, AY3-
TOB, aHCAMOA€#1, OpKeCTPOBbIX aHTPaKTOB. [ nHOTAQ
HeT BpeMeHH AASl CMeHbI KOCTIOMOB B COOTBETCTBHH
C PasBUTHEM ONEPHOTO AeicTBUs (IOcAe HOMepa
< AoxAuK> — «Pycaabhas» ). [ToaToMy Heobx0AMM
TBOPYECKHMH KOHTAKT XOpMeHcTepa U pexuccepa,
IIOHMMAHHEe TOTO, YTO B Pa3AMYHBIX HOMEpPAX OIlep-
HOTO I1€AOTO, HAITMCAHHBIX AASI CMEIIAHHOTO XOpa,
MOXKeT ObITh 3aAFICTBOBAH He BeCh COCTAaB XOPOBOTO
KOAAEKTHBA, TaK KaK YaCTb aPTUCTOB AOAXKHA OyAeT
TOTOBHUTDHCS K CACAYIOIEMY SIIHU30AY MY3bIKAABHO-
CLIeHIYeCKOro TBOpeHus a cappella.

Maest co3paHIS MY3bIKAABHO-TEATPAABHOTO CO-
YMHEHUS BO3HHUKAQ, o BocnomuHaHusM I. [1lamo,
3aAOATO AO HAITHCAHUS OIepPhl, BO BpeMs IMOe3A0K IO
CeAaM AASI TIOMCKOB HOBBIX (OABKAOPHBIX OOPa3IiOB.
B mamsaru . [lamo B Teuennu 30 AeT ocTaBaAcs mo-
PA3HUBIIHIT €ro KYIIAAbCKUI OOpsiA, YBUASHHBINA Ha
pexe SITpaHb, KOTOPBIM U CTAA OIPEACASIIOIIIM AAS
JKaHPOBOM COCTABASIIOIIEN MY3bIKAAbHO-CLI€HUYE-
ckoro counHeHus: « Kpacora MeAoAmit, IAQCTHIHOCTD
Y Marm4eckasi IPUBAEKATEAbHOCTD ABIDKEHHI TaHITyI0-
mHx GyKBaABHO 320KTAM MOe BOOOpakeHue. Bor Toraa
U 32XOTEAOCh CO3AATD LIEABHOE OOPSIAOBOE AECTBO,
<...>AA CIJeHHYecKoro Boraomenus> (4, C. 79].

Apamaryprudeckre QyHKIIMU XOPa OTPAKAIOT
KaK COAEPKAaTeAbHYIO CTOPOHY OIIePHOM IIeAOCTHO-
CTH, TaK U ee )KAaHPOBYIO CYIIHOCTb. B pasamuHbIX
HCCACAOBAHIX XKAHP MY3bIKAABHO-CIIeHHYEeCKOTO
topenus U. [llamo «Srpanckue urpsi>» (1978)
ompeaeAsoT Kak oabk-omepy [9], xop-omepy
[10], xoposyto onepy a cappella [4], a B u3panHOM
B 1981 r. kaaBupe — Kak « XOpOBbIe CIIeHbI U3 HAaPOA-
HoM xu3Hu> | 11]. Oneproe counnenue Y. IlTamo
nmeeT HoMepHyto cTpykTypy (30 HoMepos). C oa-
HOM CTOPOHBI, HOMEpHas CTPYKTypa IMOAYePKUBa-
eT OIePHYIO IPUPOAY COUMHEHUS, C APYTOH — ITPO-
CAXHUBAETCS CBA3b C NMPHUHIMIIAMH ITOCTPOEHHS
«omnepHo-x0poBoii ctoutsi>» |3, C. 37], B xoTOpO#I
BOXXHYIO POAb MMeeT IPHHIUI KoHTpacta. Oue-
BUAHO HaAW4YMe TPeX KOHIIEHTPHUPOBAHHBIX CIOHT,
COOTBETCTBEHHO BECEHHEMN, AeTHEel U CBapAeOHOM.

TaxuM 00pa3oM, My3BIKAABHO-CLIEHHYECKOe CO-
ynHenue M. IIlamo mpeacTaBasier coboil cBOeo-
Opa3HBIi XKAHPOBbII CHHTE3 OIephl U CIOUTHL UTo
KacaeTCs TPAKTOBKU KOMIIO3UITHOHHBIX IIPOIIECCOB
M XKaHPOOOPa30BaHIsl, TO OYEBHAHO HAAUYHE TPEX
JacTell, KOTOpbIe MOT'YT ObITh TPAKTOBAHbI KAK TPU
OllepHbIe KAPTUHbI U 0003HAYEHBI, COOTBETCTBEHHO
«Becenmsa», copeprxaimas ceMb 0OPsIAOBBIX IIeCeH
BecenHero rukAa (NeNe 2-10), «AeTHsA> — IATh
06psAOBbIX TieceH AeTHero rukaa (NeNe 11-21)
U TpeThbs — cBapebHas (mecTb 06PIAOBBIX MeceH,
NeNe 22-29). Bmecre ¢ Tem, B counrenuu . Illamo
IPUCYTCTBYeT LIUKAUYHOCTD KaK IPHHIIUII IOCTPO-
€HMS MY3bIKAaAbHO-CIIEHUYeCKOTO IJeAOTO.

KoMmnosurop MHOro paboTaa B HOMCKaX AUTEpa-
TYPHO OCHOBbI COYMHEHMSI, HO B UTOTe OOPATHACS
k 103ty B. FOxumMoBuyy, Tak Kak XOTeA BOTIAOIIEHHUS
B CTUXOTBOPHOH GOpMe eAUHON AMHHMU APaMaTyp-
rMYeCKOrO Pa3BepThIBAHUS XOPOBOW omepbl [4].
B. FOxuMoBHY «HAIKCaA AUOPETTO U TEKCTHI XOPOB
COTAAQCHO paspabOTaHHOMY yXKe APaMaTHIeCKOMY
naany> [4], kpome N0 15 «Kymaabckas I1» (caoBa
HaPOAHbIe). M. I'puaMmmuH, oTMe4Yasi OpraHMYHOE
CAMSIHUE MY3BIKHU H TeKCTa, TOAYEPKHBAA, YTO HMEeH-
HO mmoaTuyeckue TekcTsl B. KOxrMoBHYa BAOXHOBU-
Aau M. IIlaMo Ha co3paHME 3TOTO 3aXBaThIBAIONETO
omepHoro aeiictsa [12].

YkpauHcKass HapoApHasl IeCeHHOCTb ITPOHH-
3bIBaeT XOPOBYIO OIlepy, BOCEMHAAIIATh HOMEpPOB
KOTOPON OCHOBAaHBI Ha BECHSHKAX, PYCAAbHBIX,
KYIIAAbCKHX, >XHUBHBIX, CBapeOHbIX mecusx. Ho,
CTPeMsICh K CO3AQHUIO ONEPHOTO IIOAOTHA, a He 00-
PSAOBOTO AEHICTBA, KOMIIO3UTOP PSIAOM C ITeCHSIMU
KaAEHAQPHO-OOPSIAOBOTO IIMKAQ HCIIOAB3YeT AM-
puyeckye, TaHIleBaAbHbIe, CAaBUABbHBIE. [Ipu aToM,
Kak nopdepkuBaer 1. HeBeHuanas, B omepe HeT HU
OAHOTO $OABKAOPHOTO 0Opasiia, kpoMme Pppassl U3
YKPauHCKOH HapOAHOM necHH «TaMm, rae Srpanp>.
Ho HanmoHaAbHbIe KOPHU OLIyTUMBI OAQroAapst Uc-
IIOAB30BaHMIO AAAOB HAP OAHO MY3BIKH, IPUHIIUIIOB
HAPOAHOTO MHOTOTOAOCHS], AAAOBO II€PEMEeHHOCTH,
PUTMUYECKOM H30IIPEeHHOCTH. AKAIIeAbHOCTD OTIe-
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PbI KaK HEeAb3sI AyUllle OTBeYaeT ee 0OpPasHOMY COAep-
JKaHMIO, TAK KaK TEKCThI, HarrcanHbie B. KOxumoBu-
4eM, OAM3KHY II0 AyXy HApOAHOII 1moasuu. EauneHue
MY3BIKH H CAOBA CO3AQ€T TaK HEOOXOAMMBIH AAS
MY3bIKAAbHO-CIJeHIYeCKOTO COYMHEeHHS AMHAMH3M
ASUCTBUS (npn OTCYCTBHH CIOKeTA B IPUBBIYHOM I1O-
HUMAHUM) U CIIOCOOCTBYeT HeOOBIYANTHOM [jeABHO-
cru xop-omepst. Co3paBasi XOpoByto omepy a cappella
KOMITO3UTOP IPEAIIOAATAA CO3AATh COUYHMHEHHE, TAC
KOAAEKTUBHBII 00pa3 — HApOA — HAXOAUTCSI B Pa3AHY-
HBIX CUTYaL[UsIX BECEHHUX, ACTHHX U CBAAeOHBIX 00-
PSAOB, KOTOpBIE Yallle BCEro MPOBOAMAKCDH OCEHbIO,
nocae cbopa yposkast. M. Illamo co3HaTeAbHO He uc-
HOAB3yeT 3uMHHe 00psipbL. Ero nHTepecoBasu TeMsr
BO3POXKAEHHUS IIPHPOABI, €e PacIBeT 1 CBapAbba Kak
HaYaAO HOBOTI'O 9Tarla B )KU3HU YeAoBeka. Mcrmoanu-
TEABCKHUI COCTAB MY3bIKaABHO-CLIEHIIECKOTO 0pus’a
M. IITamo u30paA CAEAYIOI[HIL: KBAPTET COAUCTOB
u xop a cappella. Takum 06pasom, XOpoBasi Apama-
TYPTHUS SIBUAACh OAHUM U3 OCHOBHBIX CPEACTB BO-
IAOIEeHHS XYAOXKECTBEHHOTO COAEPKAHUS OIepBL.
Apamaryprudeckasi poAb Xopa CBsI3aHa C HOH-
nepcoHupUKaLuen ACHCTBYIOMIMX AHL] ONEPbI, TaK
KaK MMEHHO XOp SIBASeTCS HOCHTeAeM QyHKITHI
0o6psiaa Kak TaKoBOTO. APTHUCTBI XOpa CO3AQIOT
B «STpanckux urpax> M. Illamo pasaudtsie obpa-
3bI: PYCAAOK; A€BYIIEK, FAAQIONTHX Ha BEHKAX; MOAO-
THABIUKOB; KHULI-BSI3AABIIUIL; COOCTBEHHO HAPOAQ.
Kpowme Toro, y xopa B 91Ol Omepe ects u uzobpa-
suTeAbHble QpyHKIMH, Harpumep, B NON2 6 (packaTsr
rp0Ma), 7 (AOKAMK). ITpoBeaeHHE KaXKAOTO ITOCAL-
AYIOILIETO OOPSIAOBOTO A€FICTBa MPHOAMDKAET K pac-
KPBITHIO XyAOXKEeCTBEHHOH HAEH OIIEPHOTO IIeAOTO.
B cooTBeTcTBUU C 3aKOHAMU aApOYHOM ApaMa-
Typrun N© 1 — «3ameB>» u N 30 — «3aKAl04nTEAD-
Hasi» UMEIOT B OCHOBe OOIJHOCTb My3bIKAABHOTO
T€MaTH3Ma, KOTOPBIM CTaHEeT HHTOHALTMOHHOM OC-
HOBOI1 omepHOro neaoro. Msbpanue pas aHaAu3a
B KayecTBe IpruMepa UCIIOAHUTEAbCKOHN TPaKTOBKH
Ne 1 «Srpanckux urp> M. Illamo cBsizaHO € Bax-
HOM POABIO AAHHOT'O HOMepa B ApaMaTyprHH OIIephl,
a paccmoTpenue NC 2 AaHO KaK OAMH M3 BAPHAHTOB

XOPMEHNCTEPCKO-PEXUCCEPCKON UCIIOAHUTEAbCKOM
MOAEAM.

Ne 1- «3anes» (Es-dur, Ilupoxo, ¢ HacTpoe-
HUEM) SBASETCS 3a4UHOM, KOTOPBI OTKPBIBAET 00-
PSAAOBOE AEFICTBO [11, c. 3-5]. HacpmeHHOCTD 3By-
YaHUS CMEIIAaHHOTO XOPa, UMIIPOBHU3ALIMOHHOCTD,
XapaKTepHasl AASL HAPOAHBIX OOPa3IjoB, IepeMeH-
HOCTb pa3MepOB, IPUMeHeHHas] KOMIIO3UTOPOM AASI
CO3AaHMSA HeNIPePhIBHOCTH Pa3BUTHUS My3bIKAABHOTO
MaTepHaAa CIIOCOOCTBYIOT CO3AAHHIO KAPTHUHbI Ha-
poaHoro npaspHuka. FiMeHHO B aTOM HOMepe BOcC-
TOP>KEHHO 3BYYHT TeMa AIOOBH, KOTOpAs SBHTCS
AETMOTHBOM BCEIr0 COYMHEHMS, CBUAETEAbCTBOM
IpYMeHeHHs] KOMIIO3UTOPOM MeTOAQ CUMPOHU3MA.
VmeHHO AI060Bb BO BCEX ee IIPOSIBACHHUSIX U SIBAACH
ApaMaTyprudeckruM CTep>KHeM OIIePHOTO AeHCTBa.
IToaToMy B COYMHEHUH TPOCAEKHBALTCS ITAPAAACAD:
BeceHHee 00psIAOBOE AEHICTBO — BO3POXKAEHHUE TIPH-
POADL, 3apOXKAEHIE XXU3HHU, AI0OBH, AeTHee — pacL{BeT
IIPUPOABL U AIOOBH, a AaAee — CBapeOHBIe TIeCHHU KaK
CYACTAMBBIN UTOT, U B TO K€ BpeMsI HaYaAO HOBOTO
aTama B KU3HU YeAoBeka. DyHKuuH cBOe0oOpasHbIX
IIPOAOTA M SIIHAOTA BBIIIOAHSIOT, COOTBETCTBEHHO,
«3ameB>» N? 1 u «3axarounTesabHas> N2 30.

Bocxoasimast umcrast KBapTa b-es cocTaBAsieT
OCHOBY HAauaAbHOTO IIOCTpOeHHs omepbl. Boaraac
«Ier!>, xapakTepHbIN AASL YKPAaUHCKUX HapOAHBIX
IIeCeH, 3BYYNT Ha KBapTe-<«3aKAMYKe>» U HeceT B cebe
BECEHHIOI0 CEMAHTHKY, HACI0 BO3POXAEHHS IIPH-
poabl. Ha ¢poHe KBapTaKKOpAOB ostinato MeAOAHs
«Pa3BeTBASIETCS», IIPEBPAIasCh B IAPAAACAbHbIE
TPe3By4Hs, KOTOpble Ha BO3PACTAIONIel AMHAMUKe
B ABIDKEHHH I10 CEKYHAAX CO3AAIOT ONlyIleHue IpuU-
OAKaroIerocs mpaspHuka. Baxxnoe sHadeHue npu-
obperaeT peMapKa KOMIT03UTOpa: «Ha nporspkeruu
30-60 cexyHA B Pa3sAMYHBIX PUTMHUYECKUX IIOCAe-
AOBATEABHOCTSIX, KOTOPbIe TIOAHOCTDBIO 3aBUCSIT OT
UCIIOAHUTEACH, NX XyAOXKECTBEHHOT'O BOCIIPUSTHUS
COYHMHEHHS,— IeIIOTOM HAH BCAYX IIPOrOBapHBaTh
CAOBa (HpGAAO)KeHI/I}I), IIOCTENEHHO 3aThXasi: «MbI
xuBeM 3pech Ha Sltpane...» [11, C. 4]. [Ipume-
1151 aaeatopuky, M. Illamo ucmoap3yer «cTabuAb-
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HYIO> 3aIlUCh, YTO B KAKOH-TO Mepe OrpaHHYHBaeT
XapAKTEPHBIA AASL OTOM KOMITO3UTOPCKOM TEXHUKHU
IPUHIUII CAyYalHOCTH. ApaMaTyprudeckasi poAb
XOpa — HApOAQ — YIACHUK COOBITHI, @ pyHKImsI NO 1 —
Popmoobpasyromas. CBA3YIOLIYI0 $YHKIHIO ITOAY-
vaer xopoBoit Bokaaus [ 11, C. 5], koTopsrit 3ByqnT
BO BpeMs 3aKpbITHA 3aHaBeCa B COOTBETCTBHH C pe-
MapKOM KOMIIO3UTOpa.

ITocTenenHoe 3aTHXaHHE XOPA <IIPOAOAXKAET >
XOpOBOA >KeHCKOTo xopa — N2 2 «MapuHOHbKa>»
(e-moll, He ouenpb 6picTpo, xopoBoaom). Komro-
3UTOP TpeAlloAaraA ucnoanenue N2 2 attacca, o 4em
CBHAETEABCTBYET ero peMapKa Ha TAaKTOBOM yepTe
N¢ 1: «I3-3a TakTa BCTYNAIOT COMPAHO M AABTHI CO
CAeAyIoIIero HoMepa . AAs BOTIAOIIEHHS aBTOPCKO-
rO BUACHHS BO3MOXXHbI ABAa BAPHUAHTA UCIIOAHEHUS:
3—4 apTUCTKM XOpa Ha TOCACAHUX TAKTaX BOKAAH3a,
Ha I1ay3e MOSIBASIIOTCS Ha CIieHe, 03BY4MBas IIepPBYI0
¢pasy xKeHCKOTo XOpoBOoAA « MapHHOHBKa >, K KOTO-
PBIM ITOCTENIEHHO IIPUCOCAUHSIOTCS COTIPAHO U AAb-
TBL. A PyTOM CBSI3aH CO CBETOBBIM pellleHHneM, KOTAQ
C TIOMOIITbIO TOYEYHOT'O OCBEIeHHsI CBETOBOM AyY
«<BbIXBAaTbIBaeT > rpynny JKCHIWMH, HAYMHAIOIITNX XO-
poBoa. [TosiBaeHne opHOTEpIIOBOTO MHHOPA B «Ma-
punonbke> (mocae Es-dur 8 N2 1 — e-moll) Brocur
HOBYIO KPacKy, KOTOpasi BMecCTe ¢ TeMOpaMu >KeH-
CKHX TOAOCOB CO3AAeT AUPUYeCKHui xapakTep. Me-
AOAMYECKHIT 060pOT h-a-g, HAYMHAIOIUNA XOPOBOA,
OAHMIETBOPsIET BpallleHHe IO KPYTY, YTO BbIBASIET
Maruo Kpyra Kak B TeMaTHU3Me, TaK 1 B CLIEHUYEeCKOM
AericTBUHU. MacTepcTBO KOMIIO3UTOPA IIPOSIBASIETCS

B CO3AQHIU MEAOAUH, OAUBKOI IO AyXY K HAPOAHOM,
TaK KaK [epeMeHHast Aap0BocTh e-moll — G-dur, 3a-
KAIOYEHHAsI B 9TOM TPUXOPAOBOM IOIEBKE, XapakK-
TE€pPHa AASl YKPAaUHCKOM HaPOAHOM IMECEHHOCTH.

3akAroueHne

V3y4eHre BOIPOCOB XOPOBOI'O U OIIEPHO-XOPO-
BOT'O MCIIOAHMTEAbCTBA ITIO3BOAMAO BBIABHUTD CIIEI]-
UPUKY HUCIIOAHUTEABCKON HMHTEPIIPETALH XOPO-
BBIX OIIEPHBIX COYMHEHU d cappella: xopmerictep
CTAaHOBUTCSL XYAOYKECTBEHHBIM PYKOBOAUTEAEM
IIOCTAHOBKH, €TI0 PelIeHNsI OIIPEACASIIOT BbIOOP HC-
IIOAHUTEABCKOM BEPCHU TOTO MAU HHOTO HOMeEpA,
MICTIOAHUTEABCKO HHTEPIIPeTALK XOPOBOM OIIEPBI
a cappella B 11eAOM; AOCTIDKEHYE Pa3AUYHBIX BUAOB
XOpPOBOTO aHCAMOAS: HHTOHALIMOHHOTO, TeMOPOBO-
ro, AUKIJHOHHOT'O, PUTMHY€CKOT0, METPOPUTMHYE-
CKOTO, AMHAMUYECKOTO TpebyeT B3aUMOAEHCTBUS
XOpMeFiCTepa, pexxuccepa U baseTMencrepa AAS
HAXOXKACHUS CLIEHMYIECKUX MOAEAEH, KOTOpbIe OBl
PaCKpBIBAAU 3aMbICEA KOMIIO3UTOPA; [TOCTAHOBKA
XOPOBOII OIEPSI a cappella BO3MOXHA TOABKO XOPO-
BBIM KOAAEKTHBOM, B COCTaBe KOTOPOTO IeBIJbI-aK-
Tepbl, COYETAIOL[IEe AKTEPCKOE AAQPOBAHKE C IIeBYe-
CKUM MACTePCTBOM, UMEIOLIHe OIIBIT KaK CO3AAHMUS
Pa3AMYHBIX XYAOKECTBEHHBIX 0OPa30B B OIlepe, TaK
¥l ICITOAHEHUS MACIITAOHBIX COYMHEHUI d cappella.

IepBast ykpauHCKasi XopoBas omepa a cappella
«Srpanckue urper» . Illamo 3HaMeHYyeT mosBAe-
HYe HOBOI'O >XaHPOBOIO BHAQ, aKTYaAU3ALUs KO-
Toporo npoucxopur B rBopuectse E. CrankoBuya,
A. Apraxo, B. 3ybuikoro, A. T'aBpuaer.
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XXAHPOBO-CTUJIEBbBIE NPEANOYTEHUA HACNEOUA
J1. BETXOBEHA U &. JIUCTA B PEMNEPTYAPE YKPAUHCKUX
NMMAAHUCTOB MUPOBOIO YPOBHA OT XIX HA XXI CTOJIETUE

AnnoTanus. B pcaHHO# paboTe AaHO 0OHOBAeHHE MaTePUAAOB GOPTEMHAHHOTO HCIIOAHUTEABCTBA
C BBIIBAGHHEM B HEM CTHAEBOTO HaCAeAOBaHMA IHMaHu3Ma /. BaH beTxoBeHa B CBS3U C HCKyCCTBOM
C. Puxrepa, B. TopoBu1ia 1 HeKOTOPBIX HHBIX BBIAQIOIIUXCS My3bIKAHTOB, KOTOPBIX II0 HAGOAOTHYE-
CKMM ¥ $OPMaABHO-TEPPUTOPHUAABHBIM KPUTEPUAM UTHOPUPOBAAM B TPUYACTHOCTHU K YKPAaUHCKOM
KYABTYpP€ U HCKYCCTBY.

KaroueBbie cAOBa: XaHP, CTHAD B My3bIKe, 0e TXOBEHHAHCTBO, MOLIAPTHAHCTBO B pOPTEIIHAHHOM
UIpe, CTUAEBAS IAPAAUIMA B My3bIKE, IIMAaHU3M.

AXTyaAbHOCTD 3asBACHHOM TeMbl OIpPEACAeHA
BOCTPeOOBAaHHOCTBIO MAaTEPHAAOB OTHOCHTEABHO
HallMOHAABPHOM MCTOPUH YKPaMHBI KaK FOCYAAPCTBa,
YTBEPXKAQIOIETOCS B CTAaTyCe CaMOCTOSITEAbBHOCTH
U KyABTYPHO CAaMO3HAYUMOTO eAUHCTBA. Pa3paboTku
TUIIOAOTHMYECKUX aTTeCTalluil IPUMEHUTEABHO K CO-

AEPXXAHHUIO TBOPYECKOH AESATEABHOCTH apTUCTOB,
IPEACTABASIIONIMX YKPaHHY B MHPOBOM PAaCKAAAe,
COCTaBASIIOT He TOABKO TOHYC KyABTYPHOT'O IIPeCTH-
>Ka HaIlMH, HO SIBASIIOTCSI PYKOBOACTBOM AASI AQAb-
HeJIIIero PasBUTHS HAIMOHAABHOTO IMPUOOpeTeHNsI
Y BOCIIUTATEABHOM T'OCYAAPCTBEHHOM ASTEAbHOCTH.
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Onucanus TBOPYeCKOI GUOrpadur OTAEABHbIX APTH-
CTOB IMIMPOKO MPEACTABACHO KaK B CIIPABOYHOM, TaK
¥ B CTIEIMAABHO# AuTeparype (CM., HapHMep, MHOTO-
4YHCAHHbIE MaTePHAABI, HA KOTOPBIE OCYIIeCTBACHDI
CCBIAKM B AAHHOM HccAepoBanuH [ 3; S; 12 1 ap.]).
OAHAKO CAOXKHMAACH TEHAEHI[US IO UA€OAOTHYE-
CKHUM COOOpaKeHUSIM PA3HOTO THUIIA OTAYYaTh OHO-
rpa¢uy M3BECTHBIX APTUCTOB OT YKPAWHbI, XOTA
TEHACHI[UH KYABTYPHBIX MEPOIIPUSATHUI ITOCAEAHUX
AeCSTHACTHUH IIOKA3aAU HeIIPAaBUABHOCTD M HeCIpa-
BEAAMBOCTD TAaKOTO IOAX0A2. Tak, o6peA MexXAy-
HapOAHBIN pe3oHaHC KOHKypc uMeHu B. [oposuia
B KueBe, ncxoAsl M3 YKOPeHEHHOCTH IIKOABI M 3HA-
YUMOCTH PaHHET0, HO PeIalolero aTamna ¢opMupo-
BaHMA ero TBOPYECKON AUMHOCTH UMEHHO Ha 3eMAe
Hamrero OTevecTBa. ITO e KaCaeTCs AESITEABHOCTH
IIPEACTaBUTEAEH KYABTYPBI M3 APYTHX obAacrei,
C. Audaps, K. Masesuda, H. Bepasiea, M. boitayka
U «60itaykucToB>, C. IBAHOBCKOTO, TBOPYECTBO KO-
TOPBIX OBIAO OCMBICAEHO B HEOTPBIBHOCTH OT KYAb-
TYPHBIX IPHOOpeTeHNU T YKPAHHBI B TIOCAEAHUE TOABL
LTeAbto AQHHOI PabOTHI SIBASIETCSI OOHOBACHME
MAaTepUaAOB 110 pOPTEITHAHHOMY HCIIOAHUTEABCTBY
C BbISIBAEHUEM B HEM CTHAEBOI'O HACAEAOBAHUS ITH-
anu3Ma /. BaH beTxoBeHa B CBS3M C HCKYyCCTBOM
C. Puxtepa, B. TopoBuria 1 HeKOTOPBIX HHBIX BBIAQ-
FOIITMXCS] My3bIKAHTOB, KOTOPBIX ITO HA€OAOTHYECKUM
U $OpPMaAbHO-TEPPUTOPHAABHBIM KPUTEPUSM UIHO-
PUPOBAAU B IPUYACTHOCTHU K YKPAaHHCKOH KYABTYpe
U UCKYCCTBY. MeTOAOAOTHYEeCKON OCHOBOM TaKOT'O
IIOAXOAQ BBICTYTIAIOT KYABTYPOAOTHYYECKHI U CITe-
IITMAABHO TepPMeHeBTHYECKUI aclleKT HHTOHAIMOH-
HOM TeOPHHU UCKYCCTBOBEACHN IKOAbI b. AcadpeBa
C BBIXOAAQMH Ha ITO3UI[UH MY3bIKAABHOM KYABTYPOAO-
run E. Mapkosoit [4; 6]. Hayunas HoBusHa uccae-
AOBaHUS OTIpeAeAsieTcs: 1) OPUrHHAABHBIM TOAKOBA-
HUeM AMCTHAHCKMX o3unuii nuanusma B. loposuna
u C. Puxrepa B KOHTEKCTe OCBOEHHS IMH 9AEMEHTOB
IIPOTHUBOIIOAOKHOTO NMUAHUCTUYECKOTO CTUAEBOTO
HaIpaBAeHHS B BUA€ IIPHHIUIIOB MI'PBI, KOTOpbIE
ucxopar ot B. Monapra — @. [llonena — A. Ckpsibu-
Ha; 2) CUCTeMaTu3alueil MaTepPHAAOB OTHOCUTEAD-

HO CYIIHOCTHOCTH AASI COBOKYIIHOH 6uorpadumu
C. PuxTepa KyAbTYpPHO-XYAAOXKECTBEHHBIX OCHOBA-
HHI, TOAy4YeHHBIX B Opecce Kak ropoae YKpauHbL.
HckarounTeabHOE BAMSIHME HAa OTEYeCTBEHHYIO
PoprenuaHHyI0 KyAbTypy nraHusMa /. berxosena
U IIPOAOHTATOPA UAEH er0 OPKeCTPAAbHOTO MHAHM3-
Ma @. Ancra ompepeseHO HEITOCPEACTBEHHOM IpeeM-
CTBEHHOCTBIO CTHAS 9TOTO POAA UT'PbI AAS IPEACTABH-
TeAet YKpPauHCKOM (pOpTeNHaHHOM MKOABL Peub npet
00 HCXOA€ XYAOXKeCTBEHHO-00Pa30BaTeABHBIX YCTAHO-
BOK BeAymux reparoros LlenTpaapHoii, BocTounoit
u IOxuoit Ykpaunst ot Ilerypbypra, rae paboraa
T. Aemeturxmit, yuenuk K. Yepau u «BHyK>» 110 HcC-
MMOAHUTEAbCKOM AMHUM . BerxoBena. Takas Hacaea-
CTBEHHOCTDb O0SI3bIBaAQ TOPAUTCS «MACKYAMHHBIM>
THUIIOM IHAHUCTHIECKOTO BHIPAKEHMsI, TeM H0Aee 4TO
Kues nmea B cBOeM pacHopspKeHHH IMAEMSHHHHKA
u mocaepoBaTeast O. Aucra C. IBanoBckoro.
ABTOPUTETHOCTb GETXOBEHCKON AUHUM, KaK 9TO
IIOKA3aAM COOBITHS IO BHIXOAY Ha MUPOBOE IIPOCTPAH-
crBo C. PuxTepa, MOAKpEIAsAACh OTIOPO Ha MY3BIKY
M. C. baxa, koTopasi mepBOii CTOUT B perepTyapHOM
IepevyHe BEAMKOIO IIMAHKCTA, a 32 HUM Ha3bIBaeT-
Cs1 BeCb KOMIIO3UTOPCKHUH psia BeHckor mKoabl, oT
1. Taiiana A0 A. BerxoBea, He muHys B. Monapra.
Ho raxue xapakrepucTuku urpbl Puxrepa Kak «TIay-
6MHA M MAacCIITAOHOCTDb KOHIIEIIUM>, «HCKAIOYH-
TeAbHAsI CHAAQ BOAEBOTO M SMOITMOHAABHOI'O BAMSHIS
Ha cAymareAein»> |9, 465], 4TO sBASETCS TOYHBIM
nu CHpaBeAAI/IBbIM B OIIMCAaHUUN I/II'pr T€HHUAADbHOTI'O
IIHAHHUCTA,— YKa3bIBAIOT UMEHHO Ha «HEMEIKyI0>»
TeaTPaAM3HPOBAHHYIO MAHEPY AMHAMHKO-PaKTypHO
KOHTPACTHOM MI'PbI, KOTOPasi CBEPIIAAaCh C OIIOPOH
Ha 0eTXOBEeHCKHUIT POPTEHAHHBIN CHMPOHH3M.
ITocaepnuit, 6€3yCAOBHO, IIOATOTOBUAM U €TO
BEAUKUeE IPEAIIeCTBeHHUKY, HO IPU3HAKH «Mac-
IITAOHOCTH > KOHLIEIIUAN U «CHAA BOAEBOTO 1 9MO-
IIMOHAABHOTO BAUSHHS> HE IOKA3aTEAbHBI AAS
I'atipna, y MonjapTa He COCTaBASIIOT CIIeUPHKU €ro
BBIPA3UTEABHOCTH, CHAA MY3bIKH 3THX ABYX IIOCACA-
HHUX — B MIHHOM. A BBISIBA€HHbIE IIPU3HAKH BBIPA3H-
TeAbAbHOU crtocobHOocTH C. Puxrepa, 6e3ycA0BHO,
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CPacTaAuCh ¢ 6ETXOBEHCKOI AUPOIA, C CYPOBOM pH-
TOPUKOM M HAAAMYHOCTHOM AMPUKOM KaHTOBbIX I10
temarusMy CoHar aBTOpa « Appassionata>, COOTHO-
CHMBIX 3 alI0$e030M HeTXOBEHCKOI KAHTOBOCTH, 11O
B. Acadwesy, B punane Aessitoit cumbonun [4,287].

M3 xapakTepHCTUKH CrellUPUKH BBIPA3UTEAb-
HocTu urpsl C. PuxTepa sIcCHO, 4TO Ha3dBaHHAs 9MO-
IJMOHAABHASI CTPACHOCTDb U BOA€Basl BHIIBAGHHOCTD
He eCTb pellaollee AAS 3ByJaHUS IIPU3BEACHHI
M. C. baxa, mocaepHHe OH IOAaBaA «depes berxo-
BeHa> — IBHO BAOXHOBASISICh «0axuaHcTBOM>» Tpua-
IJaTb BTOPOJ COHATHI M IOAOOHBIX eif TPOU3BEAEHHUIL.
bax cymecTtBoBaa aAast Puxtepa B Morydeit «npoop-
FaHHOM> II0AAYEe, B OOraTcTBe TEMIIOBO-AMHAMUYE-
ckux KOHTpacToB. Ho Bce atu paxkypcsr «baxuan-
CTBA ITO-POMAHTHYECKH >, He KacasCh OaXUaHCKUX
e AnHui A. I1THa6eAst, KOTOPBINA yTOTOBASIA KAABHP-
HO-CAaAOHHOE IPOYTEeHNe HaCAeAHs /\eHIIIUICKOTo
KAaHTOPA, aKTyaAU3HpOBaHHOe B cepepuHe XX B.
B urpe . I'yappa ¢ HACTOMYMBBIMU CCPIAKAMH Ha Ha-
3BaHHOTI'O aBCTPHUICKOTO ITMAHKCTA 1 IIEAATOTa.

M rtawxe «Imo-6eTxOBeHCKH>» Hrpaa Puxtep
u O. IlloneHa, 1jeAMKOM HTHOPUPYSI <AETKOCTH-IIO-
AETHOCTDb>» HCKYCCTBA IIOCAEAHErO; B IepedHe pe-
HepTyapHbIX IPEATIOYTEHHI B KOPOTKUX OIMCAHIIX
MIMS1 TIOABCKOTO TeHHS! OTCYTCTBYeT [9, c. 465 ], xots
Puxtep urpaa ®. ITlonena — urpaa, Kak Bce 4TO OH
03BY4MBaA — APTHCTUYECKHU Oesympedno. B 6oaee pe-
TAAU3UPOBAHHOM H3AOXKEHHU OTHOCHTEABHO pUXTe-
POBCKOTO MaCTepPCTBAa OTMEYAETCs], YTO MePBBIH COAb-
bl koHuepT 18-aernuit Puxrep (1934) chirpas us
npousseaenuit [llonena [ 8, 668 ], xors To BhICTyTIAC-
Hue B Opecce MPOIIAO He3aMedeHHbIM. SICHO TOABKO,
4TO B MOAXOAE K ncrioaHeHuto Illornena Puxrep siBHO
opueHTHpoBaAcs Ha . AncTa, KOTOPBIF IPUBHOCHA
«beTx0OBeHHaHy>» B IIOMEHOBCKUI MUP U KOTOpast
He ObIAQ IY>KAOH AASI TIOCAEAHETO, HO CYIeCTBOBAAQ
B KOHTEKCTE €r0 CAAOHHOTO ITHAHU3MA.

Hecpasuennpnit apructusm C. Puxrepa mo-
3BOASIA €My OXBaTBIBaTh PasHOOOpasHeHIuil pe-
nepryap, B KOTOPOM CYI[eCTBOBAAM B KadyeCTBe HC-
IIOAHUTEABCOKIO OOBeKTa U IIPOU3BEACHHS SIBHO

CAAOHHOTO IMMAHUCTHIECKOro THIa —3To U A. Ckps-
oun, u K. Ae6roccu. M urpaa ux — 3axBarsIBarollle,
OAHAKO «IIepPeBOASI>»> HX BBIPA3UTEABHOCTDb B Tea-
TPaAM3UPOBAHHbIE H3MepeHHs 0eTXOBEHUAHCKO-AH-
CTOBCKOI'O IIMAHU3MA, C TIOAYEPKHYTOM KAHTUACHOM
B MEAACHHOM TeMIIe, C IIUPOKHUM IIOAb30BAHUEM ITe-
AQABIO, C HOA‘-IepKHYTI)IMI/I AVMHaMHU4Y€CKHUMHU U TEMIIO-
BBIMU KOHTPacTaMu (IIOCA€AHEE — C OTIPeAEACHHOI
mneproqmeﬁ!). A 970 BCe — IpUMeThI OeTXOBEHH-
AHCTBA-AMCTHAHCTBA, X0Ta PuxTep crermasbHO co-
CTBEHHO AMCTOBCKHI perepTyap He KyAbTUBHPOBAA.

HssectHo, uTo Asst C. Puxrepa penepryapHbIit
$aKTOp IIeAPO HACHIIIAACS IPOU3BEACHUSIMH aBTO-
pos XX B., B ToM uncae aro C. Paxmanunos, b. bap-
Tok, I1. Xunpemut, A. Bepr, K. Illumanosckuii, Ap.,
U CpeAr HUX 0COO00eHHOe MeCTO NMPHUHAAAEKUT
xommosunusaM C. IIpoko¢nesa. IlokazaTesen nnre-
pec x XunpeMuty u bepry, Ho MuHys oTKpOBeHHO
caaoHHYI0 My3bIKy A. Illen6epra u A. BebepHa, TeM
6oaem O. Catu 1 APyTHX 0OPa3IIOB «IPOTOMUHUMA-
AWCTCKOM>» MY3bIKH. My3bIKa co3epliaHHs U IIPHH-
IIUITHAABHOM CTaTUKU — He 00pasyeT CrerudpuKu
C. Puxtepa. 11 B 9TOM nAaHe IOKa3aTeAbHA HI'PA UM
A. Cxpsibuna: C. PuxTep sIBHO «TeaTpaAU3HpyeT>
ero NnpeACTaBA€HHe, BHOCS KOHTPACTBI U AUHAMUYe-
ckue («<mpaBopy4YHbIe>» ) pasrpaHMYMBaHus PaKTy-
PBbl, HETIOKA3aTEAbHbIE AASI CAAOHHOM «KOHTPAaCTHOHN
OAUPOHHU > CKPSIOMHOBCKOTO THIIA.

Tak, B onucannu ucnoanenns Puxrepom Ilpe-
Atoanu Ne 2 op. 11 A. Ckpsibuna B kHure A. AHApPO-
COBOM KOHCTaTupyercs: «B mpeacraBaenun Ilpe-
Atopnu CxpsibuHa PuxrepoM o6HapyKHUBaeTCs ero
sIBHAsI YCTAaHOBKA Ha ‘HATYPAaAbHOCTDb TeaTpaAn3a-
LMK : 9acThI 9 PeKThI IPUOATDKEHHOCTH U YAAACH-
HOCTH, UI'Pa C YaCThIMH cMeHaMH TemrioB. Cpeau
Bcex uHTepnperanui [ Ipeatopun urpa Puxrepa oka-
3BIBAE€TCSI OTMEYEHHOMN H0Aee MEAACHHBIM TEMIIOM
U B HAUOOABIIIE! Mepe HACBIIeHHON KOHTPAaCTaMH
nepaAusanu> |2, 254].

IIpoxomMMeHTHpPyeM: UMEHHO MeAAEHHbIE TeM-
IIbI SABASIFOTCA HEBO3MOXXHBIMU I10 PaSHbIM HPI/I‘-II/I-
HaM B caroHHOM urpe, a C. Puxrep upessbruaitHoO
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AOPOXKHA COIIOCTABACHHSIMU <« CBEPXMEAAEHHBIX>
U «CBEPXOBICTPHIX> HCIIOAHUTEABCKUX ITOAQY.
AaHHBIT o630p CAEAQH C OAHOM LIEABIO: TIOAYEP-
KHYTb OPHUTHHAABHOCTb-HEIIOBTOPUMOCTD, BBICOKO
0CO3HaBaeMYIO KOHIJeMI[HOHHOCTb MbimAeHus C. Pux-
Tepa, KOTOpasi MMeAd OOABIIIOe BAMSHME Ha MY3bI-
KaAbHYI0 Ykpauny 1 Oaeccy B YaCTHOCTH, TOCKOABKY
My3BIKAHTBI XOPOIIO OBIAU OCBEAOMAEHBI C HAYAAOM
6uorpaduu C. Puxrepa, ¢ poxaeruem T. Puxrepa
B JKuTomupe, Ha 3eMAe, TOAAPHBIIEH ITIEPBBI B3AOX
u b. Asrommzckomy, u B. Kocenko, u M. Poibunkor,
Ybsl ACSITEABHOCTb UMEAA TaKOM BBICOKMI CMBICA AASI
Oaeccrr 1 IOra, HaxoAsICh Ha IepeceyeHHH F0XKHOCAA-
BSIHCKOTO Mupa U L]eHTpaAbHOH YKpauHbL
KacareapHo crapTa Puxrepa, To moMHMO Henpu-
M3HAHUA TYT BbICTyTIAeHUS B 1934 I. (Hepe3oHaHCHbII
koHIepT 1934 1. YaCTUYHO MMeA COLMAAbHBIN TTOA-
TEKCT, HeMaAO3Ha4uMbIil y 1930-Tb1e ropasr,— B Opec-
Ce XOPOIIIO 3HAAM O ABOPSIHCKOM CTaTycCe POAUTEeAel
PuxTepa, MOTOMKaM KOTOPBIX AO BOFHBI ObIA 3aKPHIT
BXOA B BbICIIee yue6HOe 3aBeaeHue ), 6blaa emme paboTa
B OrniepHOM Tearpe, KOTOPAsI IPHAAAA IIUAHKCTY IIO-
HHMAaHUe KOAAET-MY3BbIKAHTOB, A OTCIOAQ — CHABI AAS
po¢eCcCHOHAABHOTO <IIPOphIBa> B Mockse.
OTtHOCHuTeABHO Tparmdeckux cobsrruii ¢ T. Pux-
TepPOM, TO My4eHUYECTBO OTI}A, KOTOPBII, II0 MAaTePH-
aram B. CmupHOBa, moansaTsix u3 apxusos KI'b [10,
20], 6yKBaAbHO «3aCAOHHA> COBOI1 CbIHA, KOTOPOMY
YIPOXKAAO YHHUYTOXKEHHE IO ACAY «MOHAPXUYECKON
MOAOAEKH> (B UHCAE KOTOPBIX GbIA Ka3HEH MAEMSH-
HuK QUAATOBA U AD.),— TO B KyAbmypHoii aype 20poda,
B KOTOPOM CBUPEIIO, Kapas 3a « TpeTHii ropop ume-
PHUI>, PACTIPABASIANCD C «OBIBIIMMI >, MydeHUYeCKHIT
opeoA Hap ceMbel PuxrepoB peras HeOPHUIIMAABHO,
HO OBITHUITHO peaAbHO KpaiiHe IPHBAEKATEABHbIM ap-
THUCTUYECKH-XYAOXKECTBEHHOE BEAUYHE «<3EeMASKA>»>
II0 MeCTy O0y4eHHs U ApTUCTUYECKOTO BBIXOAQ.
AQHHBII 9KCKYPC CACAAH PAAU KyAbypHO-Oeii-
cmeenHozo onpedesenus asmopumema C. Puxmepa
ors ucnoanumervcmea Yipaunvt u Odeccot ocobeH-
HO, KOTOPBIi 10 $OPMAABHBIM KPUTEPHSIM He MOXKET
CYMTATBCS B PYHKIIUH «BAMSIOET0> Ha Gpoprenu-

AHHYIO CyTb MECT CBOETO ATCTBA U FOHOCTH. OpHa-
KO MY3bIKOBEAYECKH-TIEAATOTHYEeCKOe HEeTIPU3HAHNE
BansgHus C. PuxTepa He MOXXeT IPUHUMATbBCS C IIO-
3UITUN rAy60an71me171 KyAbmypHOUl 3HAYUMOCTH AHY-
HOCTHOTO TBOpueckoro noasura C. Puxrepa, koTo-
past BAOXHOBASIAQ, CTAHOBHAACDh 00pa31joM, HaKOHeI]
CBOUM y0eXXAeHHBIM 1 FeHUAABHO ITOAABAEMbIM OeT-
XOBEHHAHCTBOM ITOATBEPXKAAAA IMOAEMAMULHOCY
e20 puzypot 0rs my3vikavtoti Odeccor.

Tax popMupyeTCcs TAABHBIH TE3UC OTHOCUTEABHO
PUXTEpPOBCKOM IMMAHUCTHKU: om Baxa npou3sooHo
0emx0BeHUAHCINBO, YCUAEHO CUMPOHU3AY e 36y HaAHUS,
paspabomannoti O. Aucmom u mpancnoHuposaHHom Ha
0bwupHetiuuil penepmyap, <BISATUBAIOLIUIT> B KPYT
0eTXOBEeHHAHCTBA-AUCTHAHCTBA [IPOTUBOIIOAOXKHBIE
ero AMYHOCTHOH TBOPYECKOM IapapUrMe UIPOBbIe
nprobperenust. Tem caMbIM 6eTXOBEHCKHIL perepTy-
ap U [IMAHUCTHYeCKast 0eTXOBeHNAHA KaK TBOPYECKHUIT
OPHEHTHP HCIIOAHUTEAbCKOH M IIeAATOTHYYeCKOM
AESITEAPHOCTH 0COOEHHO BAOXHOBHA MY3BIKAABHYIO
Yxpauny u Opeccy, yeMy B HEMAAOH CTeIleHH CIIO-
COOCTBOBAAM MY3BIKAHTBI U3 <« PYCCKHX-YKPAHHCKUX
HeMI[eB>, OAeCTAIIIMHU IIPEACTABUTEASIMUA KOTOPBIX
craau Teopua u ocobenno Cpsirocaas Puxrepsr.

Tparuueckue cobbiTust 6uorpapuu Teodraa
u CBsiTocaaBa PUXTepoB HAAOATO OTBPATHUAH M CAMO-
IO BEAMKOTO ITHAHKCTA, 1 My3bIKOBEAOB, IIHCABIIIX
TBOPYeCKO-Onorpadpudeckre XapakTepUCTUKU €ro
AESITeABHOCTH, OT aKI[eHTyaIlUi OAeCCKOTO IIEPHOAA
ero popmupoBanus. OAHAKO AUCTaHIHS BpeMeHHU CO-
AEVICTBYeT HApPYLIEHUIO 3TOTO Taby, IOCKOABKO ChIH
T. PuxTtepa, yuusmerocst B Bene, Ho popusmerocs
Y BOCIIUTAHHOTO B YKpauHe, U POCCUNCKON ABOPSIH-
ki A. MockaaeBo#t, 06pa30BaHHOI U B BbICIIEH Mepe
MY3bIKAABHO TOATOTOBAEHHOI! (CM.MaTepHaAbl BOCTIO-
muHanuit T. MaatokoBoit-CHAOpeHKO, ObIBILel OAH3-
KUM 4eAOBEKOM K cembe Puxrepos [7, 237-246]),
KOTOpBIE AAAM CBOEMY HACAEAHHUKY CAABSHCKOE KHSI-
xeckoe umsa Cearocaasa (a AOMa HEXXHO Ha3bIBAAU
«CBeTuK> ),— OpPraHMYHO BOOPAA YCAOBHS KYABTY-
po1 Opeccol kak TpeTbero ropopa MMIepuu B Hadase
XX cToAeTHA M COXPaHABIIEH 9TOT BBICOKHIH TOCYAAp-
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CTBEHHBI! ITOKA3aTeAb B Cdpepe KYABTYPBI U My3bIKAAD-
HbIX OTHOIIEHHH BMAOTb A0 1939 roaa (cM.mMarepuaant
crareit E. Mapkosoit u A. Cmupsosoit [7, 17]).

Kak pas aABopsiHCKHiT cTaTyc ceMbu Puxrepos,
M 9TO y>Ke OTMeYaAO0Ch BhIlIe, oTpe3aa B Opaecce BO3-
MOXHOCTb noctynaenHs C. Puxrepa B koHcepBaTo-
PHIO Kak BbICIIee yueOHOe 3aBeAeHHUe, IOCKOABKY
A0 1942 1. peticTBOBaAO PeBoArolei 3assBAEHHOE
IIPAaBUAO He AOITYCKAaTh IIOTOMKOB ABOPSIH B BBICIIIHE
y4e6OHble 3aBepeHus1 cTpanbl. CaaBa bory, 6bian Best-
KOTO POAY UCKAIOYEHHS], TOCKOABKY M OTIpeAeACHHAS
JacTb 60AbIIeBH3Ma CYOPMUPOBAHA OBIAA AKTUBHO-
CTBIO ITPEACTABUTEACH ITOTO IPUBHAETHPOBAHHOTO
cocaoBust crapoit Poccun. Y tem 6Aarum mckaro-
dyeHeM 60b1A0 oTHOmeHKe B Mockse k I. Heriray-
3y, TakoKe ypOXKeHIa YKpauHbl, KOTOPBIA COCTaBUA
B MockBe UMsl, 9TO TIO3BOAMAO €My TBOPYECKH YCBbI-
HOBUTH C. PuxTepa u B IepBbIil 5Ke TOA Iepee3pd
B Mocksy nocaepnero (1937), To ects B Boopyxe-
Hun B Opeccce cGOpMHPOBAHHOTO GOPTEITHAHHOTO
MAacCTepCTBa, BbIBECTH Ha aKTUBHYIO UIpy U Ha Bce-
COIO3HBIM KOHKYPC KaK Aaypeara IMepBON IpeMUH
(1945), Tem cambiM Ccpasdy MOCTaBUTb B IEPEHTY
BeAYIIHX TMAHUCTOB CTPAHBI U MHpa.

O6pamjaeM BHHMaHHE HAa TOT ITOKA3aTEABHBIH
MOMeHT, 4To MaHepa urpsl C. Puxrepa 1 ero MOckoB-
ckoro pykosopuTeas I. Hefiraysa aoocrarouno pesko
Pa3AMYAANCD: Y IIEPBOrO OpaA Bepx TeaTPaAU30BaH-
HBIN CUM(OHUYECKUI <<npopy6nHmTeI71HOBc1<HfI>>,
B IIEAOM, AMCTHAHCKUN OPKECTPAAbHBIN IIPUHIIMIIL,
torpa kak y I Hefiraysa oueBUAHO IIpHHATHE CAAOH-
HOCTU. /\AQHHbBII MOMEHT IIOATBEPXKAAYIOT CBHAE-
TeAbCTBa Urpbl BocnuranHukoB . Hefraysa B Opec-
ce, mpopeccopos A. ['unszbypr u M. Cyxomannosa.
A. Tusbypr mopuepkuBaAa, o BOCIIOMUHAHHSIM CBOHX
KOAAET, 4TO e B acupanType y Hefiraysa mpumaoch
«IIOAHOCTBIO TIepPeyYUBATHCS> TOCAE TTIOATOTOBKH
B Kaacce M. CTapKoBO¥i, ObIBIIElT TOYUTATEABHHIIEN
«MAaCKyAMHHOTO> AMCTOBCKOTO IIMAHU3MA.

I Ao xoHIs cBOHX AHelt mpogeccop [uH36ypr urpa-
Ad — M ITPAAQ Ha TIOAHSTOM KUCTH, YTO HCKAIOYAAO CH-
AOBOH <YAAp OT ITA€YA>>, He AOITyCKasl PACCTaBACHHBIX

AOKTEH, BCETAA B «AACKOBOM-TIPUBETAMBOM > MaHepe
IPETIOAHOCS AQ’Ke OTKPOBEHHO TParudecKHre-ApaMa-
THYeCKHe KOMITO3UITMHU. TeM caMbIM AeMOHCTpUpPOBa-
AACh CAAOHHASI YCTAHOBKA OOPA3HOCTU 1 BOCIIPHUSATHS
My3bIKH, KOTOpast AAsi Aroamuasl HaymMoBHBI 6b1aa
IIPEAMETOM UCKPEeHHET AIOOBH U yBA€UEHMSI.

Boaee cpep>xaHHO 9TH CAaAOHHBIE YEPTHI AEMOH-
crpuposaa B ceoeil urpe M. CyxoMAnHOB, TakoKe BbI-
nyckHuk I Heliraysa nmo acnupasrype, XoTs npomu-
AeHHBII UM Kaacc podeccopa M. M. Pribuikoit mpu
00ydyeHHNU B KOHCEPBAaTOPHHU He TPeOOBaA KAKOH-TO
KapAMHAABHOI KOPPEKITUH 110 OTHOIIEHHIO K ITPO-
CAAOHHBIM ITO3HUIIHSM €TI0 MOCKOBCKOTO TBOPYECKOTO
pyxoBoauteast. Cama Pri6uiikasi, Gyaydu BbITYCKHU-
nen B. Ilyxaabckoro mo My3pIKaAbHOMY YIHAMITY
B Kuese u A. Ecunosoit no Ilerep6yprckoit koH-
CepBaTOpPHUH, NMesl HeIIOCPEACTBeHHbIe KOHTAKThI
¢ A. Pepynxum B Kuese u B. fIBopckum B Mockse,
B CBOMX I1€AAQrOTHYeCKUX IPHUHIIUIIAX AEMOHCTPHPO-
BaAd CAAOHHYIO CACP’KaHHOCTD U CO3€PLIaTeAbHOCTD,
IIPY TOM 4TO YMEHUS MTAABLIeBOM TeXHUKH «IIepAe>
CTAaAO HAU3HAYUTEAbHEHIIINM OTAUYHEM IIPHHAAAEK-
HOCTH K ee ImKoAe. Bce atu yepThl 3apuKkcupoBaHbl
B CTaTbe BBITYCKHUIIBI KAacca PribuIKoit mpodecco-
pa B.H. Kysuxosoii [7, 158-162].

CasoHHas ycTaHOBKA CPOPMUPOBAAA 3HAMEHH-
TOe HeHMray30BCKOe AMAAKTUYECKH-dCTeTHIeCKOe
«XalaHAO>, KOTOPOe ITOAYEPKHBAAO ITOYBEHHOCTD
KAQBHPHO-IJUIKOBON KYABTYPbI 3BYKOM3BAEYEHUS
Ha QOpPTENnaHo, OPraHUYHO MPHUCYIIero GppaHIfys-
CKOMY TIHaHU3MY, CAAOHHOMY IIO CyTHU 3CTETUKO-HAL-
oAornyyeckux npeanoyrenuil. Ho aTor sxe caaoHHbII
IPUHLUI — B BeHCKOM mKoae M. ['ymmens, koTopas
npeAcTaBasiaa mKkoAy B. Momapra u A. Casabepm.
W xots B ocHOBY Texnuku u I. Hefiraysa, u C. Puxre-
P2 [IOAOXKeEH OBIAB TAK HA3bIBAEMBIH «IIPABOPYUHbII >,
HEMELIKMH TeaTPAAU3OBAHHbBIN ITMAHU3M, PsIA ITOKa-
3aTeABHBIX HHTEPIPETAIJHOHHbIX U IIeAATOTUYeCKHX
TIO3ULINI YKA3bIBAAH Y 0OOHX Ha CBSI3b C GPAHI[y3CKOIT
Y BEHCKOI IIKOAAMH, 6e3yCAOBHO, 60Aee BbIpaXKeH-
HYIO Y IIePBOTO 1 <OTOABHHYTYIO> B BBIPa3HTEAbHbIX
BO3MOXKHOCTSIX Y BTOPOTO.
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BerxoBenckue CoHaTbl 00pa3oBaAu CTepKeHb
pemnepryapa C. Puxrepa, KoTpoMy mpucya ocoboro
POAQ <« pUXTEPOBCKHUI > CHHTE3 HEMELIKOMH, TeaTPaAb-
HO-TIPOAMCTOBCKOM, ¥ CAAOHHO, FeHeTH4IeCKH ppaH-
ITy3CKOM, IIKOA ITMaHu3Ma. I locaepHs, Kak OTMeYeHO
BblIIIE, CYIJHOCTHO KOPPerupoBasa $pOpTerHaHHYIO
cruarctuky urpsl 1. Hefiraysa, opHako y Puxrepa
0003HAYEHHBII CUHTE3 IIPHHSA CIIEHAABHbIN APTH-
CTHYECKHH TIOBOPOT: COCPEAOTOYEHHE KA4eCTB Ca-
AOHHO-(PaHITy3CKOM KAQBUPHOCTH B MCIIOAHEHHH
K. Aebroccu, oryactu C.IIpoxodseBa, Toraa kax
B urpe 6erxoBeHcknx COHAT MMAHKUCT-APTUCT BHIABH-
TaA crienuaAbHo (1 rnnep6om3np013az\) OpKeCTpaAb-
HO-HEMELKM IIPOAMCTOBCKUM AyX UCTIOAHEHUSI.

U Bce xe: B AAHHOI pabOTe aKI|eHTUPYeTCs Kaca-
TEABHOCTb HCKyccTBa PrxTepa caAOHHBIX yIIoAOOAe-
HUP PPaHI[y3CKOM IIKOABI, ITPU 6a30BOCTH AMCTHAH-
CKOTO-pyOHHIITENHOBCKOrO IHaHu3Ma. ¥ moromy
obpaijaeM BHUMaHUe Ha BbiAeAeHUe PUxTepoM aAst
CBOErO penepTryapa He TOAbKH «OpPKeCTPAAbHBIX>
6erxoBeHckux ConaT NON© 21, 23 1 ApyTHX, HO U Ha
YMHUAEHHOE SBHO UCTIOAHeHHe A\eBATOMN COHATbl, KO-
TOpasi AOATO HTHOPHPOBAAACh B Ka4eCTBE «<HECOOT-
HOCHMOCTH > C Ha3BaHHBIMHM OPKECTPAAbHO BBICTPO-
€HHbIMU IIeACBPAMH.

Taxoit mopxop C. PuxTepa cocTaBHA OYeBHAHBII
OPHMEHTHUP AASl MHOTHX MUAHUCTOB OAecChl, KOTO-
pble TOPAUAKCH CKPSIOMHOBCKUM BAUSHIEM Ha MY-
3bIKAABHBIN MUP ropopa. 1 60Aee TOro: CAAOHHBIN
KPeH SIBHO ITPe00AAAAA B THAHUCTUYECKOM KPeAO
O. I'maeAbca, XOTs B TepPUOA BOCXOXKAEHUS U pabo-
ThI 3HAMEHHMTOTO IIMAHKUCTA HEAb3S OBIAO BBIABUTATh
XapaKTePUCTUKY CAAOHHOCTH OTHOCHUTEABHO €ro
UTPbl, 160 3TO BOCIPUHUMAAOCH KaK CHIDKAIONIUI
npusHak. OAHAKO pa3paboTKU MOCAEAHHX AECSTH-
AeTHH, B TOM 4HCAe ocyIecTBAeHHbIe B Opecckoi
MY3bIKaAbHOI akapgemuu [ 1; 3; 11], a, raaBHOe, BO3-
PpOXXAeHHe 3TOTO NMPUHLUIIA B MPAKTHKe MY3HUIU-
POBaHMA U KOHIIEPTHOIO ITPeACTaBAEHM IIPOU3Be-
A€HHI1, CBUAETEAbCTBYIOT O PEeHEeCCaHCe CAAOHHOM
KYABTYPBI B IOCTMOAEPHHUCTCKOM H, B IIEAOM, COBpe-
MEHHOM HCKYCCTBe.

B arom ke KyABTYpPHO-MEHTAABHOM CMBICAE
KpaiHe 3HAYUMOH QUrypoi aaa Ykpauns! u Kuepa
IpexkAe Bcero cTasa nuanucTuka B. Toposuia, xo-
TOpasl pa3BepHyAach BHe YKpauHbl. OpHAKO cTapT
B Kuepe (6aecTsime 3aKOHYMA KOHCEpPBATOPHIO
y 17 aet!), 6esycaoBroe npusHanue B CoBeTcKoit
Yxpanne u B CCCP cocraBuan aypy BBICOKOTO
AOBEpHS H BOCTOPTa ero 3a0KeaHCKHMMHU AOCTIKe-
HUSIMH, YTO PEAAbHO KYABTYPHO MMEAHM HaM3Ha-
YUTeAbHeHIee BAMSHIE Ha My3bIKaHTCKHE KPYTH,
APTUCTUYECKU-TICUXOAOTHYECKH 4aCTO HoAee TAy-
boKue, 4eM Te, KOTOPbIe BBICTPOHAKCH HEIIOCPEA-
CTBEHHBIM OOIIeHUEM.

Cpeau penepTyapHbIX peaniouTeHuit Joposu-
11a 6€3yCAOBHO ITpeobAaAaIolIiee TOAOXKEHUE 3aHSIAH
npoussepeHns O. AricTa — BoobIIje AUCTOBCKHI <« CH-
AOBOI>» MHAHU3M C IpeobAapaHIEM TaK 3BAHHOM
«KpymHOI1>» (OKTaBHOM) Texuuku. 1 X0Ts B pernep-
Tyape IopoBHIa cylecTBeHHBIM OBIA U IIOIIEHOB-
CKHUI1 BKAAA, HCIIOAHEHHUE dTOM MY3bIKU SIBHO ITOAYH-
HSAOCDh AMCTHAHCKOMY npuHnmiy. FiMenHo B aToM
TOHE XapaKTepuayercs TUll nManucTuku B. [oposu-
Ija: «... Macmrab ero apTHCTHYECKO OAAPEHHOCTH
U CHAAQ BAMSHUSA HA CAyIIaTEACH COITOCTABASEMBI
C AUCTOBCKUMHU (KPUTHKA TTOCTOSIHHO CPaBHHBaeT
Toposurna ¢ ®. Auctom). Urpa Toposuna npusae-
KaeT 6AeCTsIIel TeXHUKOM (OKTaBHO U ITAABIIEBON),
6yprIM TEMHePaMeHTOM, CTUXUMHBIM AVMHAMHWYHDbIM
HarmopoM. BmecTe ¢ TeM ero NCIIOAHEHHUIO IPUCYIIU
POMaHTHYCKAsl BAOXHOBEHHOCTD, TO9TUYECKAs U3bI-
CKaHHOCTb, CBO€06Pa3HOCTb TPAKTOBKA ... » [ 5, 11].

I'. Koras, aBTOp BHIIEIIPUBEACHHOTO OIHCAHMS,
IIOYEMY-TO IPOTUBOIOCTABASIET <AMCTHAHCTBO>
TopoBuia 1 «pOMaHTHYECKYIO BAOXHOBEHHOCTD>,
XOTS IO CYTH 9TO CHHOHUMUYHO. M AaabIne B aTOM
npepcraBaeHnH [opoBuria umeeTcs He4TO, 4TO Tpe-
6yeT yTouHenusl. Pedb upeT o BbICOKOII O1jeHKe (1 3T0
COBEpIIEHHO CIPABEAAUBO! ) HCTIOAHEHHH IPPOU3BeE-
Aernit @. Mlonena, ero Conarer b-moll 1 Masypok,
«Kaprunox c BbicTaBku>»> M. Mycoprckoro, CoHaTbI
Ne 9 A. CxpsibuHa, a Taioxe poprenmannoro Konrep-
ta N 3 C. PaxMaHHMHOBA, IO TOBOAY KOTOPOTO HMe-
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ercs perarka: «ero (foposuria—A. I11.) ucnoansue
3-ro KOHI]epPTa He YCTYTAAO aBTOPCKOMY > [S,12].

/1 B XyAOXKeCTBEHHOM CMBICAE 3TO, 0€3yCAOBHO,
Tak. OAHAKO AeTaAbHOE CpaBHeHHe HCIOoAHeHus Jo-
posuiia 1 PaxmannHOBa (ocymeCTBAeHHoe B KHHUTE
A. AHAPOCOBOI CO CCBIAKAMH Ha MaTepPHAABI PaOOThI
npekpacHoro muanucta Lsn Yena [ 12, . 270-271])
MIOKA3bIBAET, YTO CTHAUCTHKA HCIIOAHeHHs [opoBsuiia
u PaxMaHMHOBa cymecTBeHHO pacxopsrcs. Ocoben-
HO 9TO KacaeTcs mopayr puHaAa ero Konnepra, B xo-
TOPOM CKOPOCTb ABIDKeHHU S PaxMaHHHOBA, OTMeYeHa,
10 HabAroAeHISIM A. AHAPOCOBOI, KaCaHHEM OTKPO-
BEHHOH CAAOHHOCTH, YHACACAOBAHHOM OT TPeHaXa
H. 3Bepesa [3,261], BBIBOAS Ha TeMITOBbIE TTOKA3aTe-
AU, HEAOCTYTIHbIE HHBIM BUPTYO3aM-HUCITIOAHUTEASIM.

Peup naAeT O MAABIIEBOM ITOABMPKHOCTH, BO3MOXK-
HOM TOABKO IPH «PaXMAaHHHOBCKOM> ITOAOYKEHHH
PYKH Ha KAABHATYpe, C MIPUIIOAHAITOMN KUCTDIO, 4TO
COOTBETCTBYeT IIOIIEHOBCKOMY ITOHMMAaHHIO <«IIO-
AeTHBIX> YMEHHI — M KOTOPBIX HEAOCTaBaAO AWCTY,
HECPaBHEHHO 60AEM CHABHOTO B KPYIIHOM OKTaBHOM
Texuuke (ero MOPAXKAIOIIe MAPTEASTO TIOYTH ITOAQ-
BASIIOIIIE ACFICTBOBAAM HA CAYIIIATEAEH — a 3TO IIPUEM,
HEAOITyCTHMBbIH B CAAOHHOM XapakTepe BprB.)KeHI/I}I).
OxraBHasi TeXHHKa OblAA TTOpasuTeAbHOI y [opoBuIIa.
OpaHaxko maAbIieBasi MIOABIDKHOCTD — YCTYIIAAQ PaXMa-
HHHOBCKOW, U1 9TO He «yHIDKEHHE > XapPaKTePUCTHKH
BEAMKOTO HCIIOAHUTEAS, HO YTOYHEHHEe HMEHHO AU-
CTHAHCKOTO TOHYCA er0 OAAPEHHOCTH U BbIOOpa.

3HaMeHUTbIe TOPOBHIIEBCKHE «ITAOCKHE > MaAb-
ITbI BO3MO>KHBI TOABKO IIPH <« HU3KOH » KHCTH, YTO Ad-
BaAO 6e3MepHbIe BO3MOXKHOCTH «TAyOOKOT0> 3ByKa
U OKTaBHBIX «IIOTOKOB>, HO MHUHYSI IIPOCAAOHHOE
«XaIlaHAO>, PO KOTOPOe TaK HACTOMYUBO PaccKa-
3piBaA BocnuTaHHuKaM I. Herirays.

Bce cxazaHHOe 103BOAsIET KOHCTATUPOBATb UC-
KAIOUHUTEABHOCTD BBIIBACHMS AMCTHAHCTBA B ITHA-
HusMe B. Joposuna — u B kueBckoi GpopTenraHHON
IIKOAe B IjeAoM. M 10 — 6e3ycoBHast 3acayra B. ITy-
XaAbCKOTO-TIEAATOTa, Y KoToporo yuuacs B. Toposury
u BoimeA B KueBe Ha cBoit OAecTamui CTapT U KOTO-
PBIit caM He OBIA TAKUM JKECTKUM «AUCTHAHI[EM>,

0 YeM CBUAETEAbCTBYeT BOCIIUTAHUE UM APYTHUX ITH-
auucToB, M. Perbunkoii B yunaume B yactHocTu. Ho
IIPOEKIIN AUCTHAHCTBA MMeAA IPUHIJUITHAABHBINA
xapakTep AAs Kuesa, ¢ oco3HaHMeM My3bIKaAbHBI-
MU KpyTraMU TOPOAA CEMENHBIX CBS3€M C CEMbEM Cy-
npyru . Aucra K. IBanOBCcKO#-BuTrenmreiis, o uem
y>Ke CTIOMHHAAOCH B TEKCTe U3AOXKEHUS.

AucTnaHCKy0 (QOpPTENHAHHYIO IIPOrpaMMy
oaunersopsia B Kuese I H. Bekaemumres, yueba
xoToporo y B. Caponosa u y ®@. bysonu paBasa
Oy TUMBIUI KPEH K UI'Pe «TAYOOKUM 3BYKOM>, TO
€CTb B aKAAEMU3UPOBAHHOHN < POSABHOM > CUCTEME,
KOTOpasi BOMAOIIaAd 6€TXOBEHHAHCKUE CTHMYADI
U IIEANKOM OTB€YaAd BO3MOXXHOCTSIM OPKeCTpPaAb-
Horo mermaseHus @. Aucra.

Kak Bupum, B otamune ot C. PuxTepa, AAst KOTO-
POTro penepTyapHbIH IOKa3aTeAb IO IIPOM3BEASHUSM
N.C. baxau A. berxoBeHa cTaA TOYKOM OTCYETA €TO
CBepIlIeHNU ], a lepBoe obpallleHIe K MOIeHOBCKO-
MY penepTyapy OKa3aAoCh HEYAAYHbIM (MI/IHY}I oT-
MedeHHbIe COIMaAbHbIE NPeIITCTBH Ha ITyTH Pux-
Tepa-IIMAHUCTA, O KOTOPHIX HEABY3HAYHO CKa3aHO
BBIIIIe, ICKAIOYUTEABHOE aKIIeHTHPOBAHHUE « CAABSIH-
CKOTO>» KpeHa perepTyapa He OIIPaBAAAO cebs B cO-
BOKYTHO 6rorpaduu apructa),— B. Toposu1 yeTko
IIeA B POMAHTUYECKH-AUCTHAHCKOM HAIIPAaBACHHU.

BriBopbl. CkasaHHOE CBHUAETEABCTBYET TO, UTO
AesiTeAbHOCTBIO B. [opoBuIja peaAr30BbIBaAACh «<AU-
CTHAHCKasi beTXOBeHHaHa>», KoTopas camuM O. Au-
CTOM OIIPaBABIBaAACh cChiAkaMu Ha A. beTxoBena, Ha
CUMQPOHUYHOCTD PopTenuanHoro mpimaenus. M ato
CTaAO OTAMYUTEABHOM YepToi My3bIkaabHOTO KueBa.
Toraa xak Opecca, KoTopasi IMeAa BMeCTO KOHCep-
Baropuu B 1920-Tpie My3pIkaAbHO-ApaMaTHYeCKUI
HMHCTUTYT uMeHH A. BeTX0oBeHa, BRIABUHYAQ Oaxu-
AHCTBO-0€TXOBEHHAHCTBO HEIIOCPEACTBEHHO B UTpe
C. Puxtepa. boaee Toro, mompiTka roHOro Puxrepa
B IIePBOM CBOEM COAbHOM KoHIlepTe 1934 1. «BOC-
IPUTHBUTHCS > TAKOMY CTHAEBOMY ITPEAHA3HAYCHHIO
BBIOOPOM IIOMIEHOBCKOTO pernepryapa (4To mmeAo
CKPBITBIA <«aHTHCOBETCKUI> 3HAK AAS 6bIBIIETO
«Tperberoropoaa HMnepHn») CTaAa HEOPTaHUYHOM
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AASI BEAUKOTO APTHCTA, IIOCKOABKY BESIHHS «AyXa Bpe-
MEHH> B AOKAABHOCTH PETHOHAABHOTO OIIPEAEACHHS
KYABTYpbI YiparHbl B Opecce yKa3bIBaAU HHOE.

ITpu 9TOM CIIeLUAABHO OAYEPKHUBAEM AUCTHAH-
ckue xe oBopors! Mbimaenus C. Puxrepa, kxoraa
oH Kacaacst umerHo TpakroBku . [TloneHa, xoraa
OH AEMOHCTPHPOBAA «THIIEPTEATPAABHOCTD> B BBI-
CTYIIAEHHSX, MAKCHMAABHO «PACCTABASIS» TEMITbI,—
IpHieM, 3aIpelieHHbII B CAAOHHOM THIle Urpsl. Bee
CKa3aHHOE AEMOHCTPYeET TO 0coboe IepenseTeHre
6eTXOBEHCKUX-0aXMaHCKUX U COOCTBEHHO AUCTH-
AHCKHUX 3aBETOB, KOTOPbIe HIMEAH MECTO B YKpauHe
B TBOPYECTBE MUPOBO 3HAYMMBIX [IHAHUCTOB, MO-
IY4YMil CTapT KOTOPBIX 3A€Ch BOXKHO YYUTHIBAb HE
TOABKO MCXOASL U3 AOOPOCOBECTHOCTH PUKCUPOBA-
HUSL 9TAIlOB MX TBOPYECKUX OHOrpaduil, HO UCXOAS

U3 [IPABAbI KYABTYPHOT'O OBITHSI TOPOAOB YKpPauHbI,
KOTOPBII B CHAY OOBEKTHBHBIX HCTOPUIECKHUX 00-
CTOSATEABCTB B HauaAe XX CTOAETHS 3aAaBAAU BCe-
rOCYAQPCTBEHHBIN XYAOXKECTBEHHBIN Ky PC.

U $paxTOM KyABTYPHOTO ObITHS YKPAUHBI SIBASIET-
Cs1 TAyOOKOe IIPU3HAHNE YKA3aHHbBIX 3B€3A MHUPOBOTO
¢oprenuannoro ropusonra, C. Puxrepa u B. Iopo-
BHIIQ, B KAUeCTBe BEAYIIHX QUHYpP IMHAHUCTHIECKON
KyABTYpbI Hamero OTedecTBa — KaK IPOBOAHHKOB
beTxOBeHHAHCTBA POPTEIIMAHHOTO UCKycCTBA B XX B.
VIMeHHO 3T MMeHa 3aA0XKHAM OCHOBaHHUA beTXoBe-
HHUAHCKOM COCTaBASIIOLIEN MUPOBOM MY3bIKaAbHOM
IIAPAAMTMBI, UTO UMEAO HCKAIOUHUTEAbHOE 3HAUeHHe
AAsL GOPTEeNMAHHOM KyABTYPbI Halllel 3eMAH, KOTOpast
OIIpeACAHAA APTUCTHIECKYIO0 KOHKPETHKY BOTIAOIIe-
HHS1 COOTBETCTBYIOIUX CTHAEBbIX OCHOBAHMIL.
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CHINESE SMALL PIANO SONATA: PERIODS OF
HISTORICAL AND ARTISTIC DEVELOPMENT

Abstract. The Chinese Small Piano Sonata was formed in the 1940 s and developed by the end
of the twentieth century. The Small sonata as the author’s genre name in the piano music of China

is a miniature circular formation with its peculiarity, conciseness of expression, simplicity of texture.
Having passed S periods of development (1940-1947; 1950's - first half of 1960s; second half of
1960s—1970s; 19805s; 1990s) with its characteristic signs of interruption cycle, the Small Chinese
piano sonata is deactivated, yielding to the “grand” genre.

Keywords: Chinese Small Piano Sonata, author’s genre name, period, historical and artistic
development, sonatas, European genre arch\etype.

The Chinese small piano sonata as a perma-
nent “author’s genre name” (as it was defined by
Ye. V. Nazaikinskyi [4]) and as an internal genre
kind in the structure of China musical culture has
retained its significance for 60 years, namely: from
the 19405 to the end of the 20" century. The de-
velopment of a small piano sonata has influenced
to the formation and improvement of the national
genre features of the Chinese sonata for piano. If,
according to V. Bobrovskyi, the respect of European
composers of the 20" century to sonatina (or small
sonata) was determined by their passion to neoclas-
sicism, at the same time in China the spread of this
genre is due to other artistic tasks, and the most sig-
nificant ones are the creation, first of all, of the proto-
types of a “big” sonata and, secondly, the creation of
artistic samples for the development of the national
children’s repertoire.

The Chinese small piano sonata has become a
kind of genre which is a basis to form and create the
foundations of composer and, subsequently, per-
forming interpretation of the national sonata. In a

small form, for the composers of China who formed
the sound image of the “Chinese piano’), it was more
convenient to learn the compositional and substan-
tive foundations of the conceptual European genre
and adapt them to the specifics of the national mu-
sical culture. The small Chinese piano sonata had
not only artistic, but also experimental functions of
crystallizing the genre features of the national so-
nata, namely: its laconic, brief analogue, a model of
a large, expanded sonata and sonata-cyclical form.
In Chinese musical culture, the small piano so-
nata was not the second in importance. It is signifi-
cant that the Chinese composers of the last decade
in the history of Old China and the first years of the
history of the People’s Republic of China paid atten-
tion not so much to Sonatina, but to a small sonata,
looking for ways to embody the concept and form of
the genre in small form. The spread of the Chinese
small piano sonata in the pianistic culture of China is
due to it concerns the specifics of the national tradi-
tion of worldview (passion toward miniaturization
of the art form, which can reflect the horizon of the
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universe as the basis of national artistic thinking).
The Chinese small piano sonata appeared in a genre
where there is the interaction of macro- and micro-
worlds which are inherent to the Chinese artistic
thinking in general.

The features of the development of the Chinese
small piano sonata are due to both purely artistic
and general laws of the historical development of
the country in the middle and second half of the
20" century. In connection with the tragic pages in
the history of China, numerous Chinese small piano
sonatas were not maintained: unpublished samples
of the genre were lost or destroyed during the “cul-
tural revolution”, because the sonata was included
in the list of forbidden pieces of art which were not
fused to the development of exclusively national
traditions. Some of the small sonatas are only men-
tioned in the corresponding catalogs on the history
of national culture. The forced exclusion of the small
piano sonatas from the history of the piano culture
of China as well as the prohibition of their creation,
makes it impossible to objectively examine the genre
from the point of view of its evolution. For example,
the musical notes of the Chinese piano little sonatas
of the first half of the 1960s are completely absent.
From the small piano sonatas destroyed during the
“cultural revolution’, only a few mentions in refer-
ence books have maintained. From the second half
of the 1960 to the end of the 19705, the small piano
sonata stopped developing. Only in the 1980s the
Chinese small piano sonata was renewed. The 1980's
played a double role in the history of the Chinese
small piano sonata: it was not only a period of the re-
vival of the genre, but also a gradual transition to the
completion of its history throughout the 1990s. If in
the 1960-1970s, crossing out the small piano sonata
from the genre system of the pianistic culture of China
had the violent nature, but in the 1980-1990s, judg-
ing by the minimization of composer appeals to this
genre subspecies, it deactivated in the context of the
China music culture. In the 19905, the latest samples
of the genre of the small piano sonatas in the musi-

cal culture of China were created and they became a
symbol of the completion of its history. At the end of
the 20" century, the Chinese small piano sonata was
unable to convey the volume of ideas and problems
experienced by the reviving country after the end of
the era of the “great Helmsman”. The role of the small
sonata as an experimental genre, where the national
principles of the interpretation of the European genre
tradition in eastern culture were produced, came to
the end: the genre foundations of the Chinese piano
sonata were formed. Since then, it was the big sonata
that conveyed those topics and ideas that worried the
country at the end of the 20" and beginning of the
21* centuries. The place of the Chinese small piano
sonata, beginning in the 1980's, was taken by the “big”
piano sonata in national culture.

So, the whole picture of the development of the
Chinese small piano sonata today can be set only frag-
mentarily. There are certain “gaps” in the development
of the Chinese small piano sonata, which are impos-
sible to fill today, due to the historical development
of the country’sideology and art, due to the objective
lack of a full picture of the relevant artistic samples. In
the process of studying the genre representatives of
the Chinese small piano sonata, certain assumptions
objectively arise due to the uniqueness of its historical
development. The samples of the Chinese small piano
sonata which were maintained due to the time are the
subject of analysis in this study.

In the history of the development of the Chinese
small piano sonata, based on the characteristics of
the development of the country and its art, such pe-
riods have been specified.

The first period of development of the Chinese
small piano sonata covers the last years in the history
of musical culture of Old China (1940-1947). In
this transitional period, on the eve of the formation
of the PRC (the year 1949), the birth of a small pia-
no sonata happened, which found its development
in the pianistic culture of New China.

If the first sample of the Chinese piano sonata
was created in 1939 by the composer Ma Si Tson,
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then the birth of the Chinese small piano sonata is
associated with the next (1940) year. Then there
appeared samples of the small piano sonatas by
Chzhan Ven Ye (op. 31) and Tsian Venia. Unfortu-
nately, the small sonata of Chzhan Ven Ye (op. 31),
which is considered historically as the first sample
of this genre, was not maintained in musical form.
Another fate waited for the programmatic content
of the small sonata Tszian Venia — a masterpiece of
the early Chinese piano music. The three parts of
the small sonata by Tszian Venia have got poetic
programmatic names — “Midnight”, “Light shadow”
and “Catch from Taoyuan”, corresponding to the
honed national worldview. Contemplation, due to
program sonatism, determines the significance of
the slow pace, the expressiveness of melodic lines,
the elegance of harmony, the specifics of the inter-
action of European and national traditions. Tszian
Venia allegedly “enveloped” the traditional features
of the Chinese national musical culture (that is, the
national “intonation image of the world” peculiar to
it, according to Yu. Chekan [5]) as a kind of “cloak”
of genre and formative features of a musical genre of
Western origin. The European tradition acquires the
significance of the outer layer of the small piano so-
nata of Tszian Venia, while the national Chinese tra-
dition acquires the significance of the inner. It is the
type of interaction between national and European
which has become decisive for the development of
the genre in the piano culture of China.

In 1946 Din Shan De (1911-1995) joined the
composing of the Chinese small piano sonata (in E-
dur) and with his composer work the next develop-
ment period is connected. Having received a profes-
sional musical education at the Shanghai National
Music Institute (in the future, the National Music
Academy of China), Din Shan De improved his skills
in Germany (in particular, with the composer Fran-
kel, 1942) and France (with A. Onehher, 1947),
having mastered bases of European composer art of
the first half of the 20™ century. A Composer-pianist
Din Shan De performed a media function, linking

various periods in the history of piano national cul-
ture in general and Chinese small sonata, as well as
national musical traditions and artistic innovations
of European art of the mid-20" century. And the
small piano sonata by Lo Chzhunchzhun (1947)
completes the first period of the development of the
genre and it is the end of the history of Old China.
The little sonata of Lo Chzhunchzhun does not have
a program component: its semantics are determined
by intonational content. The following composi-
tional version of the European genre archetype is
observed in the work: the 1* part (Allegro scher-
zando) represents the hypostasis homo ludens, the
2" (Andantino) — homo sapiens, the 3 (Presto) —
homo agens (definition presented according to the
concept of M. Aranovskyi [1]).

This small sonata is characterized by the assimila-
tion of varieties of the sonata form and the semantic
structure of the three parts of the sonata cycle. The
first part is written in sonata form with a developed
exposition and reprise and a miniature development
based on the development of thematic elements of
the main party. This interpretation of the formation of
the first part brings it closer to the “form of sonatina”
(according to V.M. Bobrovskyi [2]). The sonata form
of the third part allocates approximately equal sizes of
its sections. In the 1st iycemmr of the development,
the intonems of the main and side parties are ocoun-
terpoint held; epy section 2 is based on the motiva-
tional deconstruction of the theme of a side party, the
imitation of which is gradually being compacted. The
repriza exceeds the exposure in volume, acquiring the
characteristics of a second development.

The laconic second part (Andantino) is based on
the figurative and thematic contrast of the contem-
plative 1 and 3" sections and the agitated middle
(Poco animato). The second part distributes two
samples of the sonata form in the small sonata of Lo
Chzhunchzhun.

The 2" period of the development of the Chi-
nese small piano sonata concerns the 1950s — the
first half of the 1860 s (the first 1S years in the history
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of New China). The 2™ period in the development of
the genre is its heyday. It was the time when the larg-
est number of small sonatas in the history of Chinese
piano music was created, various composer interpre-
tations of the genre were developed, the activity of
creative searches was not limited only by the limits
of this kind of genre, but also embraced the whole
sonata genre.

Historically, the first sample of the Chinese small
piano sonata of the 2™ development period was
created in 1950 by Liu Shu An (1905-1985). The
tempo drama of the three-part small piano sonata
by Liu Shu An (the 1" part is Allegro, the 2" part is
Andante cantabile, the 3 part is Allegro vivace) is
fully consistent with the European tradition of con-
trasting tempo comparisons Fast — Slow — Fast. The
transparency of the texture, the brightness of the the-
matic evidence: the work is designed for children’s
performance.

Two small sonatas by Tszian Ven created in 1952,
only one of which - the program one (“Happy Child-
hood”) was printed, continue the development of
the genre during the 19505s. The program sonata by
Tszian Ven is the program software sample in the
history of the Chinese piano sonata and its inner-
genre kind based on the development of children’s
themes. This fact means that the process of attracting
children who were performers and heroes of a piano
piece of art to the professional music education is
the characteristic of the early years of New China.

The result of the generalization of national and
European traditions in the works of Din Shan De,
who was a founder of the national pianistic culture
of New China, is a small piano sonata “Children’s”
(1953). The S-part work has an atmosphere of joy-
ful carefreeness, embodied festive, dance and game
paintings of the children’s world of China. The pic-
ture makes it possible to identify features of a suite
cycle in the work. Each of the parts of the Children’s
Sonatine has a program name: 1 - “Happy Holiday”;
2 — “Butterfly” (“Catch the butterfly”), 3 — “Chil-
dren’s games” (“Jumping the rope”), 4 - “Hide and

seek”; S — “Dance Celebration”). Considering the
programmatic content of the parts of the cycle,
such observations shall be made. The 1st and Sth
parts form a kind of “festive” outer circle, which fa-
cilitates the formation of arched dramaturgy in the
structure of the small sonata, as well as the forma-
tion of a dispersed two-part cycle. Concerning the
middle parts [2; 3; 4], reflecting the atmosphere of
children’s games, they appear as akind of inner small
cycle, embodying the image of a child playing.

The compositional plan of a small piano sonata
allows considering it as an interaction of two cycles,
namely: dispersed one (1 and S chch), forming an
“external” semantic circle, and internal one, which
combines the three central parts. The playing con-
tent of the central parts of the small sonata is as if
“shrouded” by the atmosphere of the holiday. The
outer circle as akind of “frame” of a miniature sonata
cycle frames the images of children’s play. Din Shan
De reproduced in a small sonata the features of the
peculiarly interpreted sonata-cyclic form.

A tempo, constructive, formative logic of the
small sonata of the Chinese composer-pianist is pe-
culiar, its inherent sonata-cyclic form (according to
V. Bobrovskyi [3]). The works are inherent some
fast-paced varieties characterizing the restlessness
of children’s nature. Only the 1st part of the small
sonata is composed at a quiet pace (Moderato deli-
cato), while the next parts are composed at a fast
pace (the 2™ part is Presto leggiero, the 3" part is
Allegretto grazioso, the 4" part is Scherzando, the
Sth part is Vivace energico). The first part appears
not as much as the figuratively-substantive cen-
ter of the sonata cycle, but as an introduction to it
(prelude). The bearers of the drama center here are
three middle parts, namely: various embodiment of
scherzo/scherzando. Evidence of the imitation of
the European genre tradition in the interpretation
of the genre arises, in particular, the following fact:
the author’s remarks (tempo, agogical, formative,
emotional) are made in Italian, the program names
of the parts are presented in Chinese. Bilingualism
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is a characteristic feature of the national piano so-
nata as a whole. Turning to the typical features of the
European piano texture (prelude, polyphonic, ho-
mophonic-harmonious), Dean Shan De combines
it with the features of the national musical language
(pentatonic series). The children’s sonata by Din
Shan De is an example of sonata programmability,
the effectiveness of the synthesis of European and
national traditions in the Chinese small piano sonata
of the second half of the 20* century.

The second two-part small sonata Lo Chz-
hunchzhun appeared 7 years after the 1* one, in a
different historical era in the development of China
(1954). Lo Chzhunchzhun is one of those Chinese
composers who transferred the genre of the small so-
nata to the musical culture of New China. The origi-
nal structure and concept of the second sonata Lo
Chzhunchzhun. The 1* part is composed in a sonata
form without development (in the form of a sona-
tina, with the characteristics of the European small
sonata), the 2 part —in the genre form of the theme
with variations and coda. This is the first known ex-
ample of introducing a variation form into a small
piano sonata.

Two samples of the small piano sonata genre
composed in 1957 are known and created by Wan
Lizan and Si Huan. The small sonata by Si Huan is
based on landscape programming: the 1* part is
“Under the Sunlight”, the 2™ part is “After the Rain’,
the 3" part is “Dance in the Mountains”. The 2" pe-
riod of the development of the Chinese small piano
sonata is completed by Yan Yunchzhen (1959). It
was printed one day, but unfortunately, it remains in-
accessible for analysis in modern scientific thought.

The third developmental period of the Chi-
nese small piano sonata covers the 1960s — 1970ss.
During this period, the direction of development of
the genre radically changed. In the first half of the
1960 s the development of the genre subset of the so-
nata took place. Four samples of the genre are known
and were created in the first half of the 1960s: the
Small sonata “May Song” by Ho Tsurong (1960),

Children’s Sonata Huang Huwei (1962), the Small
sonata Huang Huwei (1962), the Small sonata Yan
Litsyn (1965). But all of them were lost during the
“cultural revolution” in 1966-1976, which stopped
the development of a small piano sonata in China
until the end of the 1970 s. The Chinese small piano
sonata in its evolution has interrupted cycle of his-
torical development.

In the 1980s, the fourth period began in the
history of the development of the Chinese small
piano sonata when the genre was revived. Two sam-
ples of the Chinese small piano sonata of the 1980s
are known: the first one was created by Van Lipin
in 1981 (in 3 parts), the second appeared in 1988
in the creative heritage of Din Shan De (op. 52, in
3 parts). Since the 1980 s the process of updating the
non-programmed kind of the Chinese small piano
sonata has started.

In the 1990ss the fifth final period in the develop-
ment of the Chinese small piano sonata took place. In
the second half of the 1990 s the last two samples of the
small Chinese piano sonata were created. In 1996 Shi
Chzhi Bin composed a one-part small sonata (1996),
Chu Vanhua (a pianist composer) composed a 3-part
small sonata (1999), with a characteristic dedication:
“For children today who will become good people to-
morrow.” The final of the last small sonata in the his-
tory of Chinese piano music is characterized by genre
programming (Alla Dance).

The general periodization of the development of
the century of piano solo music of Chinese compos-
ers [ 6] in this study has acquired a certain specifica-
tion due to the specifics of the development of the
small piano sonata genre. Firstly, here is cut the 1st
period of the development of solo piano music last-
ing from 1913 to 1948. The duration of the 1st period
of development of the Chinese small piano sonata is
limited to 1940-1947 when the first samples of the
genre were created. But the limits of the 2™ period
in the development of solo piano music of Chinese
composers and the development of the genre of the
Chinese small piano sonata almost completely coin-
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cide (1949-1965 —in the first case, 1950-1965 —in
the second one).

Regarding the further evolution of Chinese solo
piano music, the periods of development of the Chi-
nese small piano sonata are somewhat adjusted. The
encyclopedic publication distinguishes two periods
of development — 1966-1976 (it coincides with the
era of the “cultural revolution”) and 1977-2013
(covers the entire following process of evolution of
the solo piano music of Chinese composers), the de-
velopment of the small piano sonata genre, accord-
ing to the author of the study, requires accentuation
of other time limits. The lack of samples of the small
piano sonata genre in Chinese music until the end of
the 1970 stipulated the need to single out the 15*
anniversary from the second half of the 1960 s to the
end of the 1970s as the third period.

A further revival of the genre made it possible
to single out the period of the 1980s as a separate
fourth period in the development of a small piano
sonata. Finally, the completion of the history of the
genre in the 1990 s conditioned the need to interpret
of the last 10 years of the 20™ century as an inde-
pendent (the fifth) period of its development. The
fourth and fifth periods of the development of the
Chinese small piano sonata would be “inscribed” in
the evolutionary process of the solo piano music of
Chinese composers from 1977 to 2013.

The Chinese small piano sonata arises as an early
genre variety of the Chinese piano sonata, formed
in the 1940 s (before the beginning of the history of
New China) and developed until the end of the 20*
century. The small sonata in Chinese piano music,
as the author’s genre name, acts as a miniature cy-
clic formation with characteristic formative features
(a large-scale indicator), and its parts acquire the
value of contrasting piano pieces, chamberness, laco-
nicism of expression, and simplicity of texture. The
small sonata in Chinese piano music has a mobile
cyclic structure: the presence of one-, two-, three-,
and five-part samples testifies the composers’ free
attitude to the interpretation of the European genre
archetype.

A small Chinese piano sonata, having passed
through S periods of development (1940-1947; the
1950 s — the first half of the 1960 s; the second half of
the 1960s - 1970s; the 19805s; 1990s), having per-
formed the function of an analogue of a large form,
filed in a laconic version, completed its history. The
Chinese small piano sonata, having performed its
function of forming the foundations of the genre, has
lost its relevance and ceased its development, giving
way to a big sonata. The fact of the 20-year break in
the 60-year history of the small Chinese piano so-
nata determined the definition of the development
of the genre as an interrupted cycle.
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POJ1b NECEHHbIX XXAHPOB XVI-XVII BEKOB
B NICTOPUN HEAMNMOJIMTAHCKOM NECHU

AnnoTtanus. B crarpe aHaAM3HPYIOTCSI 00Pa3I{bl UTAABSHCKUX ITeceHHbIX XaHpoB X VI-XVII Be-
KOB — BHAAQHEAAQ U KQaHIJOHETTA, B Ka4eCTBe AABHUX IPEAIIeCTBEHHUKOB HEAIlIOAUTAHCKOM IIeCHH,
MTOAYYMBIIEH MPU3HAHKUE KaK CAMOCTOSATEABHOTO XXaHPa KOMITIO3UTOPCKOro TBopyecTBa ¢ 1830-x
ropoB. PaccMaTpuBaroTcs copepikaHue, 00pa3Hast COCTABASIIONIAS ITeCEeH, 0COOEHHOCTH X My3bIKaAb-
HO-KOMITO3UIIMOHHOTO pelleHHs. YKa3aHbl THIIOAOTHYIeCKHe YePThl HealIOAUTAHCKOM IIeCHH, CPOPMU-
poBaBIuecs eme B 310Xy PeHeccaHca 1 coxpaHeHHbIe Ha ITPOTSDKEHUH ee MHOTOBEKOBOM HCTOPHUH.

KaroueBspie caoBa: Canzone Napolitana, BuaraHeaAa, KaHIJOHETTa, MaKpoxaHp, Xanti Yaca,
Accordone, Renata Fusco.

Canzone Napolitana ussecTHast 60ABIIUHCTBY — HOB. MeXAY TeM, YXOASl KOPHSIMHU B OOraTefnryo
KaK HEaNoOAMTAHCKasl IeCHS IPEeACTaeT SBAE€HHU-  HAPOAHYIO KyABTYPY HEallOAMTAaHCKOTO PervoHa,
eM, HICTUHHAs CyThb KOTOPOTO CKpPbITA 3aB€COM M3  JTOT >KaHP BO3HMK 3aA0ATO AO CBOEro oQpUIjHaAb-
IPOYHO YKOPEHUBIIMXCS MY3BIKAABHBIX INTaM-  HOro mpusHaHus B 1830-M roay, koraa 6sia opra-
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HHM30BaH (eCTHUBAAb-KOHKYPC HEAIIOAUTAHCKOM AU-
pudeckoit mecHu B [TbeAUrpOTTA, YTO P OBOAUTCSI
Ao cux op. Camo ke Ha3BaHue canzone napolitana,
KaK XXaHPOBOE UMSI AASI BOKAABHOM MUHHATIOPBI Ha
HEAIlIOAMTAaHCKOM SI3bIKE, BXOAUT B €BPOIIENCKUM
MY3bIKAaAbHBIM CAOBaph, HauuHas ¢ 1537 ropa, xor-
Aa B Heamoae nspaercst mepBslil COOPHIK aHOHHM-
ubix Canzone villanesche alia napolitana. Otot paxr,
C OIIOPOI1 HAa ABTOPUTETHbIE HHOCTPAHHbIE UCTOY-
HUKH, IPUBOAUT B CBoeM uccaepoBanuu E. beaym
[1]. BaxkHO! NpEACTaBASIETCS MBICAb aBTOpPa 06
OTCYTCTBUH IPOTHBOPEUUsT MEXKAY TePMHHAMU
Buaranecka u Canzone Napolitana. Peds uper 06
OAHOM U TOM >Ke >KaHpe — BUAAQHECKe UAM BHAAQ-
HeAAe (c 1555 roAa), AOCAOBHO — APEBEHCKOM Iec-
He, IEpPBOHAYAABHO POAUBINENCst nMeHHO B Heamo-
Ae, a 3aTeM pacpocTpaHuBLIerics o Beei Mraanu
BO BCEBO3MOXKHBIX BapHaHTaX U AUAAEKTaX (F0XK-
Hbl1 peruoH — villanesche alia napolitana; mapyana
/ canzona alia padoana, Benenuana / canzona alia
veneziana, 6epramacka / bergamasca, pomanecxa /
romanesca, cauuauana / siciliana). B ycaosusx 6yp-
HOTO IIPOIlecca XXaHPOBOT'O CAMOOIIPEAEAEHNS, BO3-
HUKHOBEHHUSI HOBBIX Pa3HOBUAHOCTEM, TEPMHHO-
AOTHYeCKasl TyTaHUIA OblAa Hen30exxHOM. AoAroe
BpeMsl BUAAQHEAAQ, canzona napolitana, canzonette
SIBASIAMICh CHHOHHMMAaMH, [TAPAAAEABHO HCIIOAB3YSICh
B My3bIKaAbHOM npakruke XVI Beka. Co BpeMmeHeM
HX pa3AUYMe CTAAO ONIPEAEASITHCS OOABIIEN «IIPO-
CTOBATOCTBIO> OAHUX (BUAAQHEAABI) H, HAO60POT,
YCAOXKHEHHOCTBIO APYTUX — KAHI[OHBI U KaHIJOHET-
ThI, Y€1 MY3bIKAAbPHO-TIO3TUYECKUI CTHAD MCIIBITAA
CHABHOE BO3AEHCTBHE MAAPUTAAQ, YTO IO3BOAUAO
UM «BCTPOUTHCS>» B APAMATYPIHUIO TeaTPAABHbIX
criextakaeit. CyMMUpysl BbIlIeCKa3aHHOE, OTMe-
THM, 4TO UCCAEAOBATEAU IIOAYEPKHUBAIOT 3HAYEHIE
BHAAQHEAABI KAK MAaKPOJKaHPa BCEM IeCEHHOM KYAb-
Typst EBpomnt [1, 21], conocTaBuMoro ¢ «paseko
VAYIIEe M TUXOil peBoAtonuen>» |6, 4.

ITponeccrr opMUpOBaHKSA «II€CEHHOM KapThI>
EBporsl 3aCTaBASIIOT 60A€e BHUMATEABHO IIPHCMO-
TpeTbca K nepuopy XVI-XVII BekoB, Kak Karode-

BOMY B HCTOPHH HEAITOAUTAHCKOH ITIeCHH, KOTOPast
IpeTepIieB MHOTHE U3MEHEHUs, OTKPUCTAAAM3YeTCS
B 0COOBII )KaHPOBBII BUA, 1 ¢ 1830-X TOAOB HauHeT
HOBYIO UCTOPHIO CBOETO BCEMHPHOTO IPU3HAHUS.
DOABIIMHCTBO CTApUHHBIX 00Pa3Ij0B BO3BPAIEHbI
U3 3a0BeHs OAATOAAPS YCHAUSM BBIAQIOIIUXCS MY-
3BIKAaHTOB — UCCAEAOBATEACH Ay TEeHTUYHOMN MY3bIKH
HearmoAUTAHCKOro perroHa. Jto Pobept ae Crmo-
He 1 ero ¢poax-rpynma Nuova Compagnia di Canto
Popolare, ancambaeir Xanti Yaca, Accordone, neBuos
Pino De Vittorio, Renata Fusco. IIpepcTaBAeHHDIN B UX
TBOpYeCTBe OeCLieHHbIN MY3bIKAABHbIN MaTePUAA CO-
AEPXKHUT AASL HICCAEAOBATEAH MHOXKECTBO 3arapOK:
HAYMHAsl OT IePeBOAA TEKCTa C HeallOAUTAHCKOTO
SI3bIKA, Yyepe3 IepPUIIeTUH CUMBOAUKHU IIO3THYECKO-
IO COAEP>KAHHS, AO OCO3HAHHS IIEAOCTHOCTH BCel
MY3bIKaAbHON KomIo3uruu. OcTaHOBUMCS Ha He-
KOTOPBIX U3 HHX.

Buaaaneana «Vurria ca fosse ciaola>, parupoBas-
Hast XVI BeKOM, OAUH M3 MHOTHX IIPUMEPOB BAOX-
HOBEHHbIX HEalTOAUTAHCKUX ITeCeH, OPUIHHAAbHAS
HOTHAsI 3aIIUCh KOTOPBIX, K COXKAaAeHHUI0, ANOO Ha-
BCErAa yTpadeHa, AUOO CKphITA B 3aIIACHUKAX KOTO-TO
U3 KoarekiuoHepoB. [TocaepHee ynomuHaHue 0 cy-
I[eCTBOBAHUH AAHHBIX HOT OTHOCHTCSA K 1974 roay,
KOTAQ KOMITO3UIIXS OBIAQ BOCCTAHOBAEHA 110 CTAPbIM
ucxopnukam Pobeprom ae Cumone u ero Nuova
Compagnia di Canto Popolare, ycrieBmux BbIrpaBu-
POBaTbh OPUTUHAABHYIO IAPTUTYPY AO ee UCYEe3HO-
BeHHS M PACIOAATAIONIMMH aBTOPCKMMU ITpaBaMU
Ha Hee. OpHaKo, 1o Mpicau Ppanvecko mury, cos-
AQBIIIETO HAa OCHOBE OPUI'MHAAQA CBOIO BEPCHUIO XOPO-
BO¥ aparKUpOBKY « Vurria ca fosse ciaola>, Goak-
non rpymma Nuova Compagnia di Canto Popolare
(NCCP) Moraa AOCTaTOYHO CBOGOAHO OTHOCHUTBCS
K MY3BIKAABPHOMY OPUTHHAAY, BHOCSI KOPPEKTHBBI
B FAPMOHU3AIIUIO MEAOAUHL.

TexcToBast CTOpOHA COYMHEHMSI CYIECTBYeT
B pa3HbIX BapuaHTaX. OAMH M3 HHX IIPEATIOAOXKU-
TEABHO IPUHAAAEKHUT YAHYHOMY meBLy Giuseppe
Storace, sIKOOBI CKpPBIBAaBIIEMYCsI TIOA IICEBAOHU-
moMm Felippo Sgruttendio, mOCKOABKY 9TOT TeKCT
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purypupyer B VII pasaeae «La tiorba a taccone de
Felippo Sgruttendio de Scafato>. 910 6ypaeckHbIit
cOOpHUK IeceH, U3AaHHbIN B 1646 roay B Hearo-
A€, Ha TUTYA KOTOPOro 6b1A0 BeiHeceHOo umst Felippo
Sgruttendio. boAee moAHBIX cBeAeHHI B OTHOLIEHUH
aBTOpa COOPHUKA HE COAEPXKUT AQXKE IHIIMKAOIIE-
aust Treccani, IpU3HAHHBIA ABTOPUTET B BOIIPOCAX
6uorpaduu BHIAAIOIIUXCS UTaAbsHUEB [7]. W3-
BECTHO AUIIIb, YTO COOPHHK BO3HHK KaK [TAPOAKS Ha
«La lira» G.B. Marino / Axxambartuctsl Mapuzo
(1614); 3pech durypupyer u 06pas Bo3A06AeHHO
Sgruttendio, MO3TUYECKUM IIPOTOTUIIOM KOTOPOM
BbIcTymaeT Aaypa us coHeroB Ilerpapku, cama xe
cuTyanus 6Aaropapsi CpeACTBaM IapPOAUPOBAHUS
noAy4yaer Komudeckoe mpoureHune. C BeAUKUM
COBEPIIEHCTBOM HHTEPIIPETUPYIOTCS B COOpHU-
Ke U A0OOBHBIe cTuxu MapuHucToB XVII Beka.
Hmenno adpdexT cHIDKEHUSI 00pa3oB, 0COOEHHO
B KOHTEKCTe AF0OOBHOTO BbICKa3bIBaHM S, ObIA ITOKa-
3aTEABHBIM AAsI BUAAaHeA XV BeKa, 4TO AOCTAAOCh
UM B HACAEACTBO OT KQpHABAABHBIX [TECEH — UX He-
IIOCPeACTBEHHBIX IpeAecTBeHHUKOB | 1, 8]. Oa-
HAKO, B aHaAM3upyeMoM obpasne «Vurria ca fosse
ciaola» Aaxe MaAble HAMEKM Ha IIAPOAUPOBAHME
orcyTcTBy0T. CTHXM B TOHE MATKOM IPyCTH IO-
BECTBYIOT O XeAAHHHU BAIOGAeHHOTO (—HOit) CTaTh
nTuteit (raAkoit) U AeTeTh MO MePBOMY 30BY K OKHY
ero Bo3A106AeHHO#t (~HOT0), 4TO6bI IPUHeCTU MpuU-
3HaHME B AIOOBH, HO OTKa3e OBITH 3aIEePTHIM IIPH
9TOM B KAETKE.

Ham yaaAOCh BBUICHUTD, YTO AQHHBIA TEKCT
6514 mo3anMcTBOBaH Giuseppe Storace AAsL CBOETO
c6opuuka u3 X axaoru Asxkambarructsr bazuae /
Giambattista Basile (1635). DTo mo3BOAHAO CAe-
AQTb PsIA 3aKAlO9eHUM. Bo-mepBbix, ynmoMsaHyThI
COOPHMK MOKHO pacCMaTpHBaTh CBOEOOpAsHOM
XpecToMaTHel [IeCEHHO-TOITHIECKOTO pereprya-
pa Giuseppe Storace (Felippo Sgruttendio), koTopsrit
He TOABKO HHTEPIIPETUPOBAA TEMBI, 0OPa3bl U TEK-
CTBI CTUXOB M3BECTHbIX aBTOPOB, HO ¥ BKAIOYAA I10-
AIOOUBIIHECS TEKCTHI, OCTABASISL B HEIIPHUKOCHOBEH-
HOCTH UX OPUIHHaA. BO-BTOPBIX, aHAAU3UPYeEMBIil

obpasel — CBHAETEABCTBO COYETAHUS PA3HBIX IO
BpPEMEHHU CO3AAHUS MY3BIKH U ITO33UU: MEAOAHS —
6oAee paHHUIT 0Opasel] TBOPYECTBA, AATUPOBAHA
XVI BexoM; paccMaTpHuBaeMblil BAPUAHT TEKCTa —
nepsoii TpeTbio XVII croaerns. B-tperpux, moa-
YepKHYTO AUPUYECKUI XapaKTep My3bIKH U TEKCTA,
a TaKoKe roA BBIXOAQ ITOITHYECKOTO COOPHHUKA I10-
3BOASIIOT yTBEPXKAATh, YTO Iepep HaMu obOpaser]
He IIPOCTO BHMAAQHEAABIl, HO y>Xe KAHIJOHeTTbI,
IIOCKOABKY IO yTBepxkaeHMIo E. beaym, x xonIry
XVI Bexa Ha mepecedeHHH <TpyOoBaToii>, boree
IIPOCTOM BUAAQHEAABI U BBICOKOTO CTHASI MAaAPHTa-
A2 BO3HHKAeT HOBBIN JKaHP-THOPHA — KAaHIJOHETTa
(1, 8].

HHTepecHO CpaBHHUTD ABa BapHaHTAa FApMOHH-
3aIMK 9TOM BUAAAHEAADI / KAHIJOHETTHI: [TeYaTHBIM,
noaroroBaeHHbIN Opanvecko Illnura, u B ucmoa-
nenun Renata Fusco / Penatst Oycko (Voice) u ee
mysbikanToB Lorenzo Micheli (Theorbo / Teop6a),
Matteo Mela (Baroque Guitar / 6apounas rurapa),
Massimo Lonardi (Archlute / apxuatorns) [4]. Xa-
paKTep MY3BIKM 3TOM IeCHH AMPHYECKH-MHHOP-
HBIH, C OTTEHKOM MeAaHxoAuu. Popma — KymaeTHasl.
CrpyKTypa KaXXAOTO KYIIAETA — TPAAUITOHHAS AAS
AQHHOTO >KaHpa — MOBTOP KaxAoH ctpodri AA BB -
Meaopns moAuepKHYTa IMPOCTA, YTO MPHAAET BCeH
KOMITO3HIIUHM OCOOEHHOe OYapOBaHIe, C XapaKTep-
HbIM AASL MHOTHX HEAIIOAMTAHCKHX II€CE€H HHCXO-
ASIIUM ABIDKeHHMeM oT V crynenu k I-ii. MAarkocrb
U TIAQBHOCTb MHTOHAIIMOHHOMY pPa3BepThIBAHUIO
IpUAAET oblilee ABIDKEHHE «TEePLIOBbIMHU IIATAMU>
C IIOCAEAYIOIIM 3a[IOAHEHHeM 00pasyromuxcs He-
OOABIIINX CKAYKOB.

Bapuant Qpanuecko Ilnmurum mnpepcTaBaser
co60¥1 XopoByto mapTuTypy Ha 3 roaoca (Canto —
Tenore — Basso), B KOTOPOit aBTOP apaHXKHPOBKH, 1O
ero AUYHOMY IIPU3HAHHIO, BOCCO3AAET BO3MOXKHBIIN
CIIoco6 rapMOHM3AIMH, TUIHYHBIA AAs X V] Beka.
Ecan cpaBHUTD 3TOT 3-XTOAOCHBIN BApUAHT C COAb-
HbIM B ucrioaHeHuH PenaTsr Pycko, To okaxkeTcs, 4To
rapMoHu3aIHs nepsbix cTpod (AA) y My3bIKaHTOB
IPaKTHYeCKH HACHTHYHA:
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111 1 TaKT 2 TaKT 3 TaKT 4 TaKT StakT
1

7 IV (g-moll’ ) - VI

. I (d-moll) | VII(C-dur® ) - VI (B-dur’ ) (B-duri) IV-V |1
a

()] 1 TaKT 2 TaKT 3 TaKT 4 TaKT StakT
y

; I (d-moll) | VIL(C-dur’) - V1 (B-dur’) | VI (B-dur’*) -1 (F-dur’) | V-V 1|V
o

Oranyus cs3ansl ¢ 3 TakroM. Ho B rieaom, oue-
BHAHO AOMHHHpPOBaHue S cdepbl, Kak U BbIPa3H-
TeAbHOE conocTaBaenue rapmonuii I (d-moll) u VI
(B-dur) cryneneit.

Pasamurie B rapMOHMYECKOM PelIeHUH BTOPHIX
crpod (BB 1) 6oAee ouyTUMO:

6 TaxT 7 TaKT 8 TakT 9rtakt | 10Takr | 11 TakT | 12 TaKT | 13 TaKT | 14 TaKT
i1
V|| .
o oqe_1 | VII-II -1 VII oy | V-1 -1V VI- V-1
- -1 VII-V
(moll)
r C-Es-
a | Es-d C-Es (F-d) g||c Es-d F_d d-g |B-C-a| A-d
()] 6 TakT 7 TaKT 8 TakT 9rakr | 10Takr | 11 TakTr | 12 TakTr | 13 TakT | 14 TaKT
y | IV-1II I II"-1 (dur) v | | IV | IV-III | II"-1III I-VI VI-V V-1
C I-VII VI-
K (IV _ I) VI V=D> I || I=IV | TIV-III
0 g-F Es-c D-dur gllg g-F Es-F d-B B-A A-d

®. ITInura CABIIIUT TAPMOHUIO 3TUX CTPOP KaK
IIOCA@AOBATEAPHOCTD TPE3BY4HIl Ha PSAOTIOAOXKEH-
HBIX CTYIeHsX, HA4YMHAas ABIDKeHHe OT II" «Hearo-
AMTaHCKOM>» rapMoHHH. Bos3Hukaromee nepedeHne
es 1 e, KaK pacCpeAOTOYeHHOe II0 BCeil cTpode, Tak
U CKOHIIEHTPUPOBaHHOE B 7-M U 11-M TakTax, eme
boAee IOAUEPKUBAET HECKOABKO <«BapBapPCKHUIT>»/
CTapUHHBIN XapakTep My3biku. Haamume mapaa-
ACAbHBIX KBUHT 3aCTaBAsIeT BCIIOMHHMTb O paHHHX
obpasIax 9TOro kaHpa, KOraa HAPOUHTO BCTABASIe-
Mble TTapaAAeAM3Mbl IMUTHPOBAAH, XOTSI M AOYXKHO,
HApOAHYIO MaHepy My3HLIUPOBaHHSL.

I'apmonuzarmsa B BapuanTe P. Oycko, Ha Ham
B3IASIA, [IPEACTABASIETCSI MEHee «AOCKYTHOI>», 6oAee
IIEABHOI, 2 3HAYHUT U OOAee OPTAaHMIHOM, 6AarOAApsI

MeHbIIeMy KOAMYeCTBY 3aAeHCTBOBAHHBIX IapMo-
HUYECKUX <IIATeH>, OTCYTCTBHUIO IepedeHbs U3-3a
oTkasa ot conocraBaenus Es-dur u C-dur, a Taxoxe
BBIPA3HTEABHOI POAH TIAATaAbHBIX 060poToB (F —
d- B B 11-13 raxrax). Ilo cymecTBy B AAHHO! HH-
TepIIpeTalu FApMOHUYECKOe pa3BuTHe B 6—8,5 Tak-
Tax IMOBTOPsIeT TApMOHHIECKH mporecc 1 cTpodsr
(1-3 raxrer), Toabko OT IV cTynenu, BpemeHHO Ge-
py1eit Ha ce6s poAb TOHUKH. MIAeHTHYHOCTD TaKoKe
criocobcryet neapHocTi. CoHAamKaer obe rapmo-
Husanuu ¢akT ucrnoabzosanus II Huskom crynenu,
«HEAIIOAUTAHCKOM>» FApMOHUH. 3aMeTHM, 4TO 06a
BapHaHTa XyAOXKeCTBEHHO CaMOIIeHHbI, BOCCO3AaBas
B MY3BIKAABHBIX AETAAAX KYABTYPY CTAPHHHOM BO-
KaAbHOM TPAAUILIUNL.
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He meHee nHTEpecHas MpeACTaeT UCTOPHUS H APY-
roit Canzone Napolitana, BecbMa IOITYASIPHOR, CYASL ITO
ee PacIpOCTPAHEHHOCTH B HHTEpHeTe B Pa3HBIX HC-
HoAHeHSIX — «Stu pettu € fattu cimbalu damuri>. Cy-
I[eCTByeT OHA B ABYX BAPHAHTAX, PA3ANYHBIX ITO TEK-
CTY, ¥, COOTBETCTBEHHO, COACPKAHMUIO, XOTS U B PaMKaX
€AMHOM AMPHYeCcKO HarrpaBAeHHOCTH. OAMH BapHaHT
TIPEACTaBAEH B NCTIOAHeHuH aHcambas Xanti Yaca [8].
Apyroit —aucam6ast Accordone / Guido Morini / Marco
Beasley c yaacruem Pino De Vittorio [9].

B ucnoanenuu Xanti Yaca necus 6oaee ayTeH-
THYHA, TaK KaK 3BYYUT C TEKCTOM aHOHHUMHOTI'O aB-
TOPA, IpeAtoAoXkuTeAbHO Hadasa X VII Bexa. Obpas
HU3MY4eHHOTO CTPaAAHUEM BAIOOAEHHOTO IIPEACTAeT
B CPaBHEHHH C My3bIKAAbHBIM HHCTPYMEHTOM — YeM-
6aA0, OTAEABHbIE 9A€MEHTBI KOTOPOTO YIIOAOOASIOTCSE
YaCTSIM TeAQ U AYILIH TepOosi: KOPIyC 4eMbaA0 — IPYAB,
JyBCTBHTEAbHbIE KAABHIIN — YyBCTBA, IIAQY CTPYHbI —
B3AOXU U 6OAH, KeAe3Hble HAKOHEYHUKH — SI3BbI, MO-
AoTouxu — Mpican. Cepatie caMo 1o cebe mpeacTaer
po30BbIM KaaBecuHOM. CBOe¥l CyAbOO#t repoit Ha-
3bIBaeT XKEHIUHY, PAAYIONIYIOCS €r0 YMHpAIoUeMy
nenuto. Ha mepBblit B3rasia, H306paxkeHre AI060B-
HOM MYKH BIIOAHE YKAAQABIBA€TCS B eBPOIEHCKYIO
MO3TUYECKYIO TPAAULIUIO OAATOPOAHOTO, BHICOKOTO
ctrasd. OAHAKO MPHHAAAEKHOCTD 3TOrO MaTepHaAl
$OABKAOPY F0XKHO-UTAABSHCKOTO, CUITHAUICKO-Hea-
IIOAUTAHCKOTO PeTHOHA, 3aCTABASIET BUAETD B TEKCTe
6oAee CKpBITBIE CMBICABL. HeoXXHAQHHBIM AOTIOAHE-
HHeM K IIOHUMAHHUIO TaKOTO POAQ HEAlTOAUTAHCKOM
II033UH, TA€ OIHMCAHKS MOPS YePEAYIOTCSI C A0OOB-
HBIMH IIPU3HAHUSAMU U BOCIIeBaHHEM KPaCOTBI BO3-
AIOOAEHHOT, CTAHOBSITCSI Pa3MbIIIAEHUsT JPHECTO
Ae Mapruro / De Martino Ernesto. B cBoeit kuure
«3emas ckopbu> / La terra del rimorso [S] on BbI-
CKa3bIBaeT HHTEPECHYIO MBICAb O IIPHHAAASKHOCTHU
MOAOOHBIX AUTEPATYPHBIX 00Pa3I0B K My3bIKAABHO-
MIAQCTHUYECKOH TPAAUIIUHI TAPAHTU3MA.

AASL pasbsCHEHUSI CyTH sIBAGHHs OOpaTHMCs
K CAOBapsIM, IPEHMyIIeCTBEHHO IO IICUXOAOTHH,
IIOCKOABKY tarantism mpuoOpeA 3HadeHHe CIIELH-
AABHOTO TEPMHHA, XapaKTepU3YIOIIero OcCOoObIi

BHA [ICUXUYECKOTO PACCTPONCTBA, «HAOAIOAABIIIe-
rocs B CpeAHEBEKOBbe U XapaKTepU30BaBLIETOCs
MEAAHXOAWEH, CTYIIOPOM H <...> HEMPEOAOAMMbIM
>KeAQHHEM TaHIIeBaTb. JTO CAOBO IIPOUCXOAHT OT
OIIMOOYHOTO PaHHEro yOeXXAeHUs, YTO ITO pac-
CTPOMCTBO BBI3BIBAAOCH YKYCOM ITayKa TapaHTyAa >
[2]. [ToagepxuBaeTcss MAaCCOBO-3MUAEMUYECKHUIT Xa-
paKTep AQHHOTO COCTOSIHHSI, HAOAIOAQBIIETOCS «B
Toasanauu u 3amapuoit Tepmanuu (XIV-XV BB.)
u B Uraamu (XVI-XVII BB.) B BUAE OYEHb IIPOAOA-
JKUTEABHbIX, AO U3HYPEHHUS H CyAOPOT, TAHL|EB> [ 3 ].
Taxoke 0HO U3BeCTHO IOA UMeHeM Iasacku Cs. Burra.

IlcuxuaTp, NMCHUXOAOT, MY3BIKAHT H COIJHOAOT,
Opuecto Ae MapTtuso B 1959 roay ormpasuacs
B HayuHyl0 oKcrmepunuio B CaAaeHTO, 4TOOBI u3-
YYHUTH 3arapO4HOE SIBACHME tarantism U CBA3aHHbIN
C HUM PUTYaA UCIIEACHUS OT YKyca MHPHIECKOTO
«taranta>, TapaHTYyAQ, YTO BO3HHUK B AITyAMH MHOTO
BeKOB Ha3aA. Bo BcTymaeHnu K KHUTe aBTOP MUIIET
O HAYYHOM LIEAH CBOEH ITOE3AKH, HallpaBAGHHOM Ha
obHapy>KkeH¥e 1 H3ydeHre BO3MOXXHOM CBSI3H MEXAY
TapaHTU3MOM (Kak TOPOXAEHHUS CPEAHEBEKOBbsl)
U OpPTUACTHYECKUMHU OOpSIAAMH APEBHEro MHUPa,
B YaCTHOCTH, PUTYaAaMU CMEPTH U MAAYa. DTH T'H-
II0Te3bl, TIOATBEPAUBIINECS BIIOCAEACTBUH, OBIAH
OCHOBaHbI HA IOHUMAHHUY YHUKAABHOCTH I0KHOTO
PervoHa, «BBIIAAABIIETO> U3 IIEAPHOM KapTHHBI
XpUCTHAHCKON MTaAum B CHAY COXpaHHMBIIMXCS
3A€Ch CO BpeMeH aHTUYHOCTH APEBHHUX SI3bI9eCKUX
BepOBaHMI U PUTYAAOB. ABTOP MMOAYEPKHBALT, YTO
CAOXXHO TOBOPHUTb AQKe O €AMHON PEeAHTHO3HO-
HCTOPHUYECKOM KOHIIeNII[UH B OTHOIIeHUH Kk Taaumu,
TaK KaK Ha l0Te ObIAM CHABHBI SI3bI9€CKUe BepOBAHILS,
M XPUCTUAHCKAS [IMBUAM3aIUA (ee HacaXAATeAIMu
OBIAM BO MHOTOM He3yUThl, Hadasure ¢ 1561 ropa
CBOIO MHCCHOHEPCKYIO A€ATeABHOCTb B HaMeCTHH-
yectBe Heamoas1, pacnpocTpaHuB cBOU KOAAGAXKH
B A6py1un, Amyanu, Heamoae, Cnuymym) CTOAKHY-
AACh C OTIpeACACHHBIM COIIPOTHUBAEHHEM B IIPOIjec-
ce pacimmpeHus cBOUX o6brdaes. [To oTHOmEHHIO
K 9THM OOAACTSIM He3yHTBI AQXKe HCIIOAB30BAAH
Bhipakenne «Uraspsuckas Uupusa» (mo amano-
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MU C KYABTYPHOM OTCTaAOCTbIO AHKapeﬁ). Omno
POAHAOCH CIIOHTAaHHO, HO 3aKPEIIHAOCH AASI 0003Ha-
yeHHs 9Tou yactu Mtaaum.

CoraacHO TapaHTU3MY MEXAY ITayKOM (TapaH-
TOI1) U ero JKEePTBOM (TapaHTaTOﬁ) YCTaHABAMBAAACh
CBsI3b, <IIOCKOABKY 5IA, CTUMYAUPYEMBIN MY3bIKOH,
moOy>XKA2eT YeAOBeKa TaHI[eBAaTh TIOCPEACTBOM He-
IPepPBIBHOTO BO30Y>KAEHHUS MBIIIIL], OH AEAQET TO JKe
CaMoe C TApaHTOM > [Tam xe]. IToaToMy Mo MHEHHIO
A€KapeM U MY3bIKaHTOB M3ACYHUTh YEAOBEKA OT YKY-
Ca MOTAQ AMIIb Ta KOHKPETHasl MEAOAMS, TAPMOHHS,
KOTOpbIe CIIOCOOHA BO3AEHICTBOBATD 1 HA TAPAHTYAAQ,
3aCTaBASISL €70 ABUTATbCS. JTU MUPHUIECKHE TIPEeA-
CTaBACHMS BBIAMAKCD B I[€AYIO My3bIKAaAbHO-TIAACTH-
94eCKyI0 CHCTeMY, IPeAIIOAAraomyo AudppepeHu-
POBAHHDIN IMOAXOA K HCIIOAb30OBAaHUIO MHTOHALUM],
pYTMa, TapMOHUM, MHCTPYMEHTApHs, ABHKEHUIM,
B 3aBMCHMOCTH OT THIIA IayKa (ero IIPUHAAAEIKHO-
CTH K Teorpadpuieckor AOKallMH, IIBeTa, paSMepa).
B moasumn MOTHB SIAOBUTOrO yKyca TpaHCPOPMUPO-
BAACS B TeMy OTPaBASIOIe AI0OBH, CBS3BIBAIOIIEN
AIOOOBHHKOB HAIIOAOOHME TApaHTHI U TAPAHTATO, HC-
LJeA€HHEM OT KOTOPOM MOXET CTaTh My3bIKa (orcropa
yIIoAOOAeHIE TeAd MY3BIKAABHOMY HHCprMeHTy)
Anb60 mMope (BOAA KaK CHMBOA M MECTO OUHIEHUS,
HEPEAKO Yepe3 CaMOyOHiICTBO/ yTormeHHe).

Bosspamasch k aHAAM3HPyeMO¥ IIeCHE B MCIIOA-
Henuu Xanti Yaca, HeOOXOAMMO yIUTHIBATh AQHHBII
KOHTEKCT, IIOCKOABKY 3TO OOBSICHSIET 1 0COOEHHOCTH
MY3BIKaABHOTO perieHus. IlecenHas koMnosuius
CKAQABIBAETCS M3 ABYX 4aCTeH — BOKAaAbHOM (3 Ky-
TA€Ta) U PaBHOM eff Mo MacmTaby cyry6o UHCTpY-
MeHTaAbHOH. Bo BTOpO¥ YacTu AefiCTByeT NPUHIIMII
KOHTpAaCTa: yMEPEHHbIN (pparMeHT, MPeACTaBASIO-
MM BapbUPOBaHHUE AMPUYIECKOM MEAOAUHU (Bapn-
aHTa OCHOBHOM TeMbI TIeCHH) CMEHSEeTCS OpICTpOI
TapaHTeAror. CMeHa KaHTHAGHHO-AMPHYECKOTO
AQHCAHTHBIM, Pa3pelleHNe B TaHIle AMYHON APaMbI
reposi BOCIPUHUMAETCS 3aKOHOMEPHBIM B CBETE OXa-
PaKTepHU30BaHHBIX MUPHYECKHX YCTAHOBOK.

B cpaBHenuu ¢ aTMM BapHaHTOM IIECHS B HCIIOA-
Henun ancambas Accordone [9] BocnpuHMMaeTcs

ob6pasriom 6oaee ro3pHero BpeMeHy. C aHOHUMHbIM
BapHaHTOM ee 06 beArHsIoT HasBauue (Stu pettu é fattu
cimbalu d'amuri), a Taxxe ocHoBHas Meaoaus. Co-
BEpIIEHHO HOBBIM SIBASIETCSI TEKCT, TOBECTBYIOIIHIT
0 AI0OBH reposi K ImpekpacHoit Mapuu, Aouepu MOpsIKa.
ApaMaTrdecKui SAeMeHT, AOMUHUPYIOIIHIA B IIPEAbI-
AylLieM BapUaHTe, 3AeCb OTCYTCTBYeT. OAHAKO yIIOMU-
HAHUe B COCEAHUX CTPOKAX KPACOTBI MOPSI M KPACOTHI
BO3AI0OAEHHOI YKa3bIBaeT Ha IPHHAAAEKHOCTD AQH-
HOJ1 ITeCHU HEaIOAMUTAHCKOMY PETHOHY C IIPUCYIIU-
MU AASL HETO BAYUTHHMAMHN TapaHTI/ISMa, OININCaHHbIMHN
Bbite. [ lepeHOC akIleHTa C AUMHBIX CTpaAaHuil (Bapu-
anT Xanti Yaca) Ha BOCXUIIIeHHe KPacOTOM AeBYILIKH,
BYeCTb KOTOPOJ BAIOOAEHHBII TOTOB IIOCAAUTD AIleAb-
CHHOBO€, AUMOHHOE ¥l MAHAQPHHOBOE AepeBbsl, YKa-
3bIBaeT He [IPOCTO Ha HHTEPIIPETALHIO YKe U3BECTHOMN
IIeCEHHOM TeMBI, HO Ha PO>KAEHHE IO CYIeCTBY HOBOM
necHU. JTO OOBsICHsIET, IOYeMy GUIypPHUPYIOLIAst Ha
aucke Accordone «Stu pettu é fattu cimbalu damuri>
(C HOBBIM TEKCTOM) TaK>Ke BCTPEYAeTCsl U [IOA APYTUM
HaszBaHueM « Tu bella» B ucnoanenun Pino De Vittorio.
«Stu pettu é fattu cimbalu damuri> B mopage Accordone
BBITASIAUT U 60A€e MOHOCTUAUCTUYHOIM: B Hell HeT HU
Pa3BEPHYTHIX MHCTPYMEHTAABHBIX ITOCTAFOAMI, HU
COEAVHEHMSI B PAMKAX OAHOM KOMIIO3HIIMH ITECHU
¥l TaHIIA, KaK 910 6b1A0 y Xanti Yaca; rapMoHmdecKoe
pelleHre TakKe IOAHOCTBIO YKAAABIBAETCSI B PAMKHU
KAQCCHUKO-POMAHTHUYECKON (YHKIOHAABHON CHUCTe-
MbI, TOTAQ Kak y Xanti Yaca onjymjaeTcs: BAUSHHE MO-
AQABHOCTH U3-32 pOHUIECKHU SIPKOTO MOAYAUPOBAHUSI
¥I3 MUHOPHOJ TOHHKHU B MUHOPHYO TOHAABHOCTb BbI-
coxort III crymenwu: a-moll - cis-moll, c mocaeayromum
Bo3BparoM uepes Il crymnens B ToHuKy. B meaom rap-
MOHMYECKasl I[JelIOYKa BBITAIAUT Tak: D>t — D->III -
Dt (1-3 ¢pasbr); B 4 Gppase MPOMCXOAUT MOAYASIIUS
B MUHOPHYIO TOHAaAbHOCTb III BbicOKOM cTymeHwu,
ee 3aKperseHue yepe3 cobcrsennsre S u D: D>t —
D-II#moll (=1 - IV -V -1 cis-moll). TTocaeayrompuit
BO3BpAT K HAYaABHOM TOHAABHOCTH da-moll ocymect-
BASIETCSI Uepe3 ITapaAAeAbHOE ABIDKEHHE MUHOPHBIX
TPe3BY4Hil — perPe3eHTaHTOB TOHAABHOCTEI: Cis-1oll
(11#) - h-moll (IT) — a-moll (1). Bosuuxaromee B pe-
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3yAbTaTe TAKOTO IapMOHHYECKOTO XOAAQ ABIDKEHHE
IIAPAAACABHBIMU KBUHTAMH 3BYYUT COBEPIIEHHO ap-
XauyHO ¥ GOHUYECKH CBEXO, UHAUPUITPYS AAHHBII
My3BIKAABHbIN MATePUAA KaK paHHeOapOUHBIH.
BpiBoABI. 3HAKOMCTBO C paHHHMH OOpasamu
Canzone Napolitana XVI-XVII BekoB OTKpbIBaeT
nepea HCCAGAOBATEASIMU YAUBUTEABHBIH U BO-MHOTOM
HEeHM3BECTHBIN IMHMPOKOMY KPYTY My3BIKAHTOB MHP
HearoAUTaHCKoM receHHOCTH. He Oyayun mpeacra-
BUTEAEM IOKHO-UTAABSHCKOTO PErroOHa, a 3HAYHT
U HOCHTEAEM KYABTYPHOTO KOAQ IIMPEeHeNCKOro I10-
AYOCTpPOBa, OBIBAaeT BeCbMa CAOYKHO PEIIIaTh UCCACAO-
BaTeAbCKHUE 3aAA4H, CBSI3aHHBIE C AAHHOM TeMOi. B To
JKe BpeMs, 3HaUUTeAbHasl BpeMeHHasl M 9THUYeCKas
AVICTAHIIS MEXAY UCCAEAOBATEACM U HCCACAYEMBIM
AQeT BO3MOXKHOCTb ITOAYAC OLIyTUTb HoAee OCTPO Te
XyAOXKeCTBEHHbIE IIPOIIeCChl, KOTOPbIE AASI KOPEHHBIX
IIPEACTABUTEAEH SIBASIOTCSI AABHO ITPHBBIYHBIMIL
M3yyeHrne CTapHMHHOTO IIeCEHHOTO MaTepHaAa
MIO3BOASIET YCTAaHOBUTDb IPEEMCTBEHHOCTb MEXAY
SIBAHHSIMU, Pa3ACA€HHBIMH HECKOABKHMH CTOAETH-

SIMU — BUAAQHEAAAMH, KAHIJOHAMH, KaHIIOHeTTaMU
XVI Bexa u canzone napolitana poMaHTHIeCKOH 3110~
xu (B. Beaaunu, I. AOHUIIETTH), a TAKKe «30AOTBIM
BekoM> >kaHpa (tBopuectso T. Korrpay, A. AeHia,
. ae Kypruc). B 4acTHOCTH, CTaHOBUTCS IOHSTHO
Ta KBUHTICCEHLIMS AMPUYECKOTO BbICKA3bIBAHMs, KO-
TOpPasi BHIACASET HEANMOAMTAHCKYIO MECHIO U3 PsAA
IIOITyASIPHBIX ITeCEeHHBIX XXaHpoB. IIpu BceM pasHo-
06pa3uu CIOXKETHBIX MOTHBOB — Iy TAMBBIE CLIEHKH,
IIAPOAMH, ITECHU TOPTOBLIEB ¥ PEMECACHHUKOB, TaHI[e-
BaAbHAsI CTUXMS TAPAHTEAADI — AFOOOBHAs TeMa BCETAQ
OCTaBaAaCh BeAyllel B 9TOM BHAe TBopuecTsa. IIpo-
CAaBAeHHe BO3AIOOAEHHOM, IIPH3HAHUE B YyBCTBAX,
MOHOAOT CTPAAQIOILETO CEPALIR, HEPEAKO C MEAOAPA-
MAaTHJYeCKHM OTTEeHKOM pa3BopaunBarorcs B Canzone
Napolitana B Hepa3pBIBHOM CBSI3U € KPACOTOM IIPUPO-
ABI 9TOTO Kpasl, MOPCKHM IefizaxkeM. B coBoxynHocTH
C KaHTUAEHOH, COYHOCTHIO TaPMOHMYECKUX KPAaCOK
3TO COPMHUPOBAAO TOT AETKOY3HABAEMBbIi OOAUK He-
AIIOAMTAHCKOM IECHM, KOTOPhI OHA COXPAaHHAA Ha
IIPOTSDKEHUU CBOEH MHOTOBEKOBOM HCTOPHM.
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In order to develop a truly creative person, it is
first necessary to immerse him in a creative environ-
ment and spirit. Exercises, sketches, role-seeking,
creative interactions with the coach, everything
should be not just dry, school-specific, but lively
and fun. Watching performances, movies, attending
creative art exhibitions, music concerts, and talking
about, analyzing, and summarizing everything will
definitely complement and enrich the creative envi-
ronment created.

The main advantage of the teaching method is
that the work on the stage work is carried out in logi-
cal steps, in sequence. For a more complete picture
it can be considered as follows. The whole process
of activity can be conditionally divided into S stag-
es or periods: emergence, cultivation, purification,
bleaching, complete possession.

So, let’s talk about the first stage. The specif-
ics of this phase should be carefully discussed and
prepared. It is necessary to determine the ground

for the free flight of creative imagination, to define
the boundaries, to create an environment for the
emergence of original ideas. The inner creation of
the image must be in place, not wherever it was put.
Particular attention should be paid to the fact that
the chosen route is wide enough for a creative flight.
Adherence to these current requirements will give
you the opportunity to achieve seemingly uncon-
trollable fantasies, personal dreams and unexpected
gifts of imagination. In this case, coaching changes
should be made very carefully and only if there are
significant deviations in achieving the set goals. And
sometimes there are tactical motivations that inspire
and motivate the creative person.

It would be better to continue the search, discov-
ery, preparation, staging, and study of the film image
while performing the sketches, for any reason or op-
portunity! Otherwise, all efforts will be ineffective.

The second stage-cultivation (upbringing). In
performing the primary character, the actor needs
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to be helped to expand his or her perception of the
character. This work is carried out in the process of
searching for the work. In this process, it is also pos-
sible to work with temporary etudes, bringing them
closer to the plays. When searching for works, it is also
possible to be freer at first, but less specific to the text
of the work. Significantly, the action of the work and
the attitude towards the performers involved in the
work must be balancedIn choosing the actions and
attitudes of the work, special attention should be paid
to the relevance of the chosen original idea, its char-
acter, its ability to express itself. The coach constantly
helps to develop the idea, to create it to the fullest. At
the same time, the coach often has to put the student
in a variety of creative situations. The rate at which
a student is placed in this position depends directly
on the student’s potential and the activity of the cre-
ative process. In the process of cultivating the role, the
search for different adaptations begins. These adapta-
tions, or, in the words of K. Stanislavsky, “tricks, bind
the relationship between the partners involved in the
process of the work more strongly and clearly” To ex-
pand the concept of adaptation, they are the features
that accurately correspond to the idea of the work, the
unexpected but correct interpretation of these ideas.
Adaptations that are inconsistent with the idea of the
work must be freed as soon as possible, otherwise the
study of these disproportionate adaptations will result
in their attachment to the work.

No suggestions or recommendations are made
regarding adaptations. On the contrary, it is neces-
sary to direct the students to the correct adaptations.
You just have to be more discriminating with the help
you render toward other people. There should be no
such effects as coercion in developmental trainingY-
ou just have to be more discriminating with the help
you render toward other people. There should be no
such effects as coercion in developmental training.

Then step 3, the sorting stage comes. At this
stage, not only the removal of redundant data, but
also the sequential arrangement of the composition
of the whole role, performance and stage image.

At this point, the director’s full potential counts
the minutes at the beginning of the imaginary hour,
and then the seconds and moments of the stage time
begin to count. In this process, the main, secondary
and minor aspects are considered, and each aspect is
given a separate time. All accents and highlights will
be put in place. One is brightened and the other is
turned off for a while. Some are more refined, while
others are shortened. Templars are determined and
the rest of the work is done accordingly. In the final
part of the arrangement, the play is usually ready,
the roles are arranged, and the overall look of the
play is defined.

This is followed by 4 stages of activity, processing
and bleaching. At this stage, all parts, especially small
details, are perfected, processed and refined.

Search for missing art piece and details. The actor
must have enough time to do this. It also takes time
for the performer to master, process and consolidate
all the arranged and arranged pieces of art. It is in this
process that the actor needs external support. Even if
an actor is not very well prepared, it is impossible to
avoid mistakes and small flaws. In this case, the per-
former needs a strong and “reputable” image. At the
same time, it is important that the “reputable” image
of the performer is flawless. The coach, in turn, must
be both a keen critic and a tough and demanding
person. General opinions and acknowledgments are
best expressed in the course of the actors’ work be-
fore appearing in front of an audience.

The fifth stage is complete mastery: this category
includes repetition, basic, decisive preparatory work.
In these works, the performers must feel the roles
they are playing in the pieces or performances and
perform the role with a sufficient understanding of
the essence of the role. These are the basis for mak-
ing external corrections, mainly expressed in words
and execution rates.

From the very beginning of the educational pro-
cess, we strive to instill in students a love for their
future careers. At the bottom of these thoughts it is
laid a passion for work. Usually, fiery love is formed
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in the early years of adolescence, adolescence or
college. Most of them are those who have entered
the university and felt great interest and love. There
are even a lot of people who have been working
in puppet theaters for two or three years, stepping
into higher education and dreaming of theatri-
cal art. The time allotted is short, only 4 years. It

takes time and a lot of hard work on the part of the
coaches to make sure that the profession they have
acquired becomes a lifelong passion and that they
teel a burning love for it. Only when such a deep
love, strengthened by knowledge and skills, can be
formed can a feeling of high spiritual satisfaction
be felt.
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The Court Masques in England were expensive
musical and theatrical performances at the royal
court. The Masques successfully combined music,
dance, poetry, scenery, pantomime, spectacular cos-
tumes, part of which were masks that hide the face.
This required professional and well-coordinated
work of poets, librettists, decorators, illuminators,
artists, designers, and stage mechanics. Usually, the
Masque was put on the stage of the royal palace
once (its re-presentation was possible only when
the masque was a fantastic success with members
of the royal family and courtiers of the royal court).

The cost of each performance averaged 1,000 to
2,000 pounds. The texts of the court Masques were
mainly associated with the plots of ancient mythology.
The main characters were virtuous. Good conquered
evil, justice triumphed. Women did not have the right

to perform on stage in the royal palace, but during the
reign of the Stuarts, Queen Anne of Denmark and her
maids of honor, and later Queen Henrietta Maria not
only performed on stage, but also played the main
roles in the performances of the Masques. As a rule,
the roles were dumb, a mask covered the woman’s face.
However, the very presence of a woman on the stage
challenged the royal court, raising the status of women
in the patriarchal society of England [1].

Foreign ambassadors were invited to the
Masques, then the Masque acquired the status of “in-
ternational’) the status of the Masque then increased.

The Masque has a complex pedigree. The history
of the appearance of the court Masque dates back to
the celebration of the pagan rite of Saturnalia and Yule,
as well as in the early period of the Tudors (during
the reign of Henry VIII, a group of masked courtiers
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performed a series of dances and then retired), and
owed their heyday to Kings James I and Charles I Stu-
art, court poet and playwright B. Johnson, architect-
designer 1. Jones, composers N. Lanier, T. Campion,
A. Ferrabosco, G. Laws, and other less known com-
posers, poets, artists, designers, and choreographers.

The Court Masque of the reign of the kings of the
Stuarts had specific characteristics. It was B. John-
son and I. Jones who transformed the Masque into
a complex musical and artistic form, their coopera-
tion, based on the unity of views, remained produc-
tive for several decades. Not all productions of the
Masques turned out to be successful, some of the
performances were criticized and censured both
from the side of the royal court, and from the au-
dience present, who made unpleasant judgments
about this or that performance. However, individual
setbacks did not discredit the Masques genre itself.

The English court masque has many similarities
with the continental court art: French ballet, Italian
intermezzo and masquerade. Other types of court
entertainment in England in the first half of the sev-
enteenth century actually ceased to develop, as if
frozen in time [2, 428-438].

The Court Masque of the times of the Stuarts
successfully combined the theatrical part and the
socio-hierarchical ritual, which was also inherent in
the Tudor Masque. The dramaturgy of the Masques
of the beginning of the XVIIth century became more
complicated. The Masque of the Stuart dynasty in-
cluded Anti-Masque (a false Masque that performs
the main part of the Masque), an introductory theat-
rical monologue, well-rehearsed dances, sometimes
supplemented by songs or choir performances, in-
strumental music and a final dance (English revel),
which the actors performed together with the audi-
ence in the visual the hall. The final dance marked a
victory over the vices and the assertion of the power
of the King. The “Antimasque” (in the late Masque,
the Anti-Masque could be more than one) was a
contrasting prelude or exposure to the Masque itself.
The court kings who participated in the Masques

were not professional actors, they rarely spoke and
sang on stage, but with pleasure participated in danc-
es that they rehearsed for months. On the contrary,
the actors involved in Anti-Masque were profes-
sional actors [ 3, 64-67].

Conventionally, Masques could be divided into
regular seasonal performances — Christmas, Masques
of the Twelfth Night (the twelfth night in England is
the twelfth night from the Christmas holiday, which
was celebrated on Epiphany night, on the night of
January 5-6), as well as Masques written for special
occasions: weddings, baptisms, or the celebration
of the coming of age of royal children. Unlike many
Shakespearean plays, Masques cannot be ranked as
dramatic theatrical performances. B. Johnson called
the Masques “the property of the great kings” [4,252].
The masques revealed the magnanimity and “great-
ness” of the monarch, and often had a philosophical-
symbolic and triumphantly apotheotic character. The
main function of the Masque is to glorify the King,
exaltation of his virtues, nobility, perfection, embel-
lishment of his merits. The King and Queen took their
place in the center of the hall [S]. The hall of the White
Palace Royal Palace was turned into an absolutely vis-
ible symbol of royal power: only one place in the royal
hall - the king’s seat —was ideal [S]. Even the arrange-
ment of chairs in the hall at the royal court demon-
strated the hierarchy of the monarchical system.

Queen Anne of Denmark, Prince Heinrich Freder-
ick Stewart, Queen Henrietta Maria Stewart, the eldest
daughter of King of England and Scotland Charles I,
and Charles I himself were passionate admirers of the
Masques. The father of Charles I, King James I did not
directly participate in the court Masques, but was the
main investor in royal performances [1].

Inigo Jones (1573-1652) - one of the most fa-
mous architects of the late Renaissance of England.
Buildings constructed or reconstructed according to
the sketches of I. Jones can be found in London to-
day. This is the royal house in Greenwich — Queen’s
House. The building had many innovative design
features that made it similar to the Medici villa in
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Poggio a Cayano, located near Florence. Of interest
is the work of I. Jones in Somerset House, where the
main attention was paid to the construction of the
Catholic chapel from 1630 to 1638, in the palace of
St. James, Covent Garden and St. Paul’s Cathedral.
The works of I. Jones in the architectural style are
similar to the works of the Italian late Renaissance
architect Andrea Palladio, as well as one of the last
outstanding architects of the Italian Renaissance, a
student of Andrea Palladio, Vincenzo Scamozzi [ 6].

The influence and reputation of I. Jones prompt-
ed many English architects to imitate the architec-
tural style of I. Jones.

Most of the scenery (more than 470) and cos-
tumes in the court Masques were also considered
the creation of Inigo Jones. Many of the preserved
drawings and sketches of 1. Jones were kept in one
of the most luxurious English estates — Chatsworth
House, the seat of the Duke of Devonshire. Famous
English researchers S. Orgel and R. Strong in their
works presented copies of all preserved sketches of
stage costumes, which numbered in the hundreds,
and whose designer was L. Jones [S].

Inigo Jones visited Italy twice, spoke fluent Ital-
ian, adopted extensive Italian experience in design-
ing stage constructions, studied in detail the specific
Italian features of stage costumes, and repeatedly
examined the ancient ruins. Scientists, artists, ar-
chaeologists of that time showed a special interest in
the excavations, sculptures and artworks of ancient
Greece and Rome. In turn, numerous archaeologi-
cal discoveries led to a fascination with the ancient
world, where the main characters were the gods from
the Greek and Roman pantheon [6].

The Italians mixed elements of a self-sufficient
antique style with its nobility, a sense of integrity,
a color scheme with modern motifs, using them in
theatrical productions of court entertainments and
famous masquerades. So, between the costumes
of the famous court artist, theatrical architect and
stage designer Bernardo Buontalenti and the ancient
Greek costumes, the similarity is obvious.

The invention of promising scenery is attributed
to the Italian artist Bramante. The promising scenery
that I. Jones used in Masques, the purpose of which
was to deceive the viewer with the illusion of a spa-
tial landscape, can be considered as a synthesis of
ancient and modern, in the majority of Italian art.

I. Jones made his first trip to Italy at the end of
the XVIth century. The second time, I. Jones returns
to Italy in 1613. In all likelihood, the impressions
that I. Jones received during his last trip were so im-
pressive that throughout the trip he makes notes on
costume design, drapery, stage lighting, setting deco-
rations, which is valuable historical information for
the history of scenography in whole.

In the notes of I. Jones dated January 21, 1614,
you can read the following: “The folds of fabric
should come down from the belt and are distributed
unevenly. The folds should be more in the middle
than on the sides ...” [6, 152].

In 1605, I. Jones was first involved as a decorator
and costume designer in the production of “Masque
of Darkness”, staged by B. Johnson’s libretto on the
stage of the Royal White Hall. The scenery and stage
effects that the audience saw on stage were akin to
the effect of an exploding bomb.

In the period from 1605 to 1610, I. Jones was under
the special protection and patronage of Queen Anne
of Denmark, who especially favored his work. From
1605 to 1613, he worked as a leading designer of sets
and costumes at the royal court of James I, and later
King Charles I, who ascended the throne in 1625 [7].

In August 1642, King Charles I Stuart declared
war on his parliament, marking the beginning of a
civil war. I. Jones was declared a criminal, fined 1,000
pounds and was forced to leave London. He died ten
years later in June 1652 at Somerset House. L. Jones
faithfully served the royal Stuart house for 30 years.

It is interesting to consider the creative innova-
tions of I. Jones as an example of two representations
of Masques.

“The Masque of Queens” was staged on the
stage of the Royal Palace on February 2, 1609 at
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White Hall. The Masques script, as well as the
scenario “Masques of Darkness” was proposed by
Queen Anne of Denmark to the poet and playwright
B. Johnson. The Queen directly participated in the
performance, playing the role of the Queen of the
Ocean along with other court ladies. I. Jones made
a lot of efforts to make Queen Anne of Denmark
looking the most advantageous and effective. Anne
Denmark dress with lace and embroidery, imitating
the effect of foam, seemed like a real river. The cos-
tumes, made according to I. Jones” sketches, were
light, comfortable, not limiting movements, magnifi-
cent in quality and tailoring, and they were a kind of
hybrid of the Renaissance-classical style.

“The Masque of Queens”, was timed to coincide
with the Christmas holiday, but was postponed for
a month due to the conflict that erupted between
foreign ambassadors. Ben Johnson, who presented
the libretto of “The Masque of Queens” noted that
the main idea of the Masque lies in the plane of
the struggle between good and evil. The Masque
was two-part in form with a sufficiently volumi-
nous Anti-Masque preceding the main part. Anti-
Masque began with the dance of witches. B. John-
son suggested using rat skins or rat heads made of
fur and thrown over the heads and shoulders of
actresses. “Some had rats on their heads, others on
their shoulders” [8, 229].

At the end of Anti-Masque, the witches disap-
peared from the scene, their disappearance was
masked by smoke and the movement of the scen-
ery. The Twelve Queens, each in her own different
costume, according to the idea of B. Johnson, had to
dance three dances. The last song was written by Al-
fonso Ferrabosco, Jr., an English composer and cel-
list of Italian descent. With the first sounds of musi-
cal accompaniment in the final song, the actors went
down from the stage to the audience to connect with
them in a common dance [8].

Masque “The Tempe Restored” was painted by
Aurelian Townsend in 1632 during the reign of King
Charles I. Inigo Jones was the designer of the Masque.

The Venetian ambassador present at the premiere
described the Masque as “luxurious, executed with
an amazingly rich decoration’, although it is docu-
mented that about £800 was spent on the Tempe
Restored Masque. The Masque is marked by French
influence, which can be attributed to the increas-
ing authority of Queen Henrietta Maria, daughter
of King Henry IV of France, and the susceptibility
of Inigo Jones to this [9, 138-142]. The Masque
echoes the content of one of the first ballet perfor-
mances of the Queen’s Comedy Ballet (“Balet de la
reyne”), which was staged on the stage of the Royal
Palace in Paris in 1581 by the royal choreographer
Balthazar de Beaujoisuille. The music for the dance
performance was created by Lambert de Beaulieu
and J. Salmon, built on the verses of Jacques Paten.
The costume prototype of Queen Henrietta Maria
was the costume from the ballet “Balet de la reyne”.
The costume for Henrietta Maria Stuart with curled
feathers on a skirt, sleeves and a headdress were well
recognized, as it corresponds to the most character-
istic manner of the French designer D. Rabel - such
feathers are his creative signature [9, 138-142].

Costumes for musicians were made in the style
of Daniel Rabel, a French painter, engraver, drafts-
man and designer, of the Renaissance. The album of
almost a hundred drawings preserved in the collec-
tions of the Louvre shows not only their aesthetic
charm, but also a high degree of individuality, re-
flected in the style and manner of drawings of the
famous designer.

I. Jones could get copies of these drawings
through diplomatic channels, it is also known that he
requested copies of projects from Florence through
the Minister of Tuscany [10].

Such an amazing interweaving of facts and the
relationship of the Masque with the French ballet
tradition, involves the Queen’s personal interven-
tion in the script of the court Masque. This fact in
itself is quite explainable: Queen Henrietta Maria
was brought up on the French traditions and culture
of her great country.
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L. Jones was not the only designer who borrowed
creative ideas in France. Many copies of the works of
D. Rabel were supposedly distributed in other Euro-
pean royal courts, for example, the works of D. Rabel
influenced the famous court ballets in Turin.

The Masques of the reign of King CharlesI are
characterized by a surge of interest in French culture,
where the role of Queen Henrietta Maria was deci-
sive. However, the cooperation of I. Jones with Queen
Henrietta Maria is in no way impossible between the
employer and the subordinate. Nothing was created
“by order” or “by the highest commission” [ 10].

The talent of I. Jones protected him from such in-
appropriate interference in his personal life. I. Jones
had a long and independently expressed interest in
French art, and the Queen’s request could only be-
come an occasion for new searches and studies that
promoted his work as a designer in all possible aspects.

Conclusions. The great English architect
I. Jones, a follower of the teachings of Plato, believed
that architecture embodies perfect geometric or nu-

merical forms and reflects the harmonious structure
of the cosmos.

Being the leading designer and decorator in the
productions of the Court Masque in England, Inigo
Jones favored luxury and, at the same time, the con-
venience of stage costumes, impressed the audience
with mechanical innovations and rigorous classical
designs that were subordinate to metric discipline.

The Court Masque in England of the first half
of the XVII* century is the embodiment of the idea
of the aesthetic completeness of the ancient theater
through the prism of modernity, taking into account
English national traditions, elements of the French
court ballet and Italian masquerade.

The plays of the Masques included elements
of tragedy, comedy, satire and went well with cos-
tumes and decorations in the “antique style” cre-
ated by I. Jones. The English court Masque was not
a complete representative format of the ancient
theater, but thanks to the innovations of I. Jones,
it confidently moved in this direction.
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Activities Sofya Mikhailovna Krukovskaya — a
famous museum worker in Uzbekistan in the 1950-
60 years was associated with the State Museum of
Fine Arts of Uzbekistan.

She was born on February 27, 1896 [1] in St. Pe-
tersburg in a working-class family. Her father is
Mikhail Antonovich Krukovsky (1865-1936) — chil-
dren’s writer, geographer and ethnographer. After the
October Revolution in 1917, he became a museum
worker. Mother — Krukovskaya (Bure) Sofya Karlo-
vna (1863-1943), in her youth she worked as an edi-
tor of the magazine «Tosapum» (“Comrade”), then
as a translator, geography teacher; in Soviet times, a
library worker. After arriving in Tashkent, she was in
charge of the library named after M. Gorky:.

From 1916 to 1917 I attended two courses at
the Higher Women’s Courses. Secondary educa-
tion S.M. Krukovskaya received at the Tver City
Women’s Eight-Class Commercial School, which
she graduated in 1915 with honors. From 1916 to
1917 she attended two courses at the Higher Wom-
en’s Courses of Girye at the Faculty of History and
Philology in Moscow. In 1918, she attended short-
term courses in extracurricular education at the
University of Shanyavsky in Moscow. In 1950, she
graduated from the Institute of Marxism-Leninism
in Tashkent. In 1953, she graduated externally from
the Department of Art Studies at the Department of
History of Samarkand State University.
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S.M.Krukovskaya. Tashkent. 1959 year.
Central State Archive of Uzbekistan.
R-2665, Inventory 3, case 15.

She began her career in 1916 in the All-Russian
Zemstvo Union in Moscow and Kiev as a counter

and bookkeeper. From 1918 to 1926 she worked as
the head of the district library in the Ufa province
(city Ufa); Librarianship instructor in the Ufa city
department of public education; the head of the li-
brary section of the Ufa City Department of pub-
lic education; Librarianship instructor in the Ufa
Department of Political enlightenment of the Ufa
Province; chief of the Aksakov State Russian Library
in Bashkiria.

In 1926, after a divorce from her husband, she
came to Tashkent to her mother, where at that mo-
ment she lived with her brothers. The first years in
Tashkent she worked in the city’s mass libraries:
Uzbek cotton (1927-1928), named after Profintern
(1928), Tashtram (1929).

In 1930 she moved to the State Public Library,
where she worked until 1938, occupying succes-
sively the posts of extradition librarian, department
head, head of the issuing and storage department,
head of the mass department, and a bibliographer.
At the same time, she gave lectures on reference and
bibliographic work at library courses in Tashkent.

In December 1938, Sofya Mikhailovna was
transferred to the scientific library of the State
Museum of Fine Arts of Uzbekistan as a librarian.
A year later, for her initiative in social-production
work and the advancement of scientific and biblio-
graphic work, she declared gratitude with entry in
the work book, after which she was transferred to
the position of senior research fellow, while simul-
taneously entrusting her with scientific work in the
graphics room.

In June 1941, S. M. Krukovskaya went on a sci-
entific mission to Moscow and St. Petersburg. In
August, after returning, and, in connection with the
reduction of staff, he leaves his job. She has to work
in various institutions of Tashkent. For example,
from September 1941 to April 1942 he worked as a
librarian at the Kafanov Club, etc.

Since 1943 he is a senior lecturer at the Samar-
kand State University. He reads special courses “In-
troduction to the Study of Art,” Book Art " Furni-
ture and Costume Styles “at the Department of Art
History of Samarkand State University and conducts
museum practices (1945-48).

In April 1945 S.M. Krukovskaya returned to
the State Museum of Fine Arts of Uzbekistan to her
previous job, to the scientific library. A month later
(in May), he was transferred to the position of de-
partment head, with the assignment of the duties of
scientific secretary. In April 1951, he was temporar-
ily transferred to the post of deputy director of the
museum for science, while retaining the position of
head of the department [2]. In June 1952, she began
to perform her direct duties.

In 1966, S.M. Krukovskaya retired, devoting
herself to literary criticism [3].
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She dedicated the most fruitful stage of her life
to the museum. Heading the department, published
a number of brochures on the work of famous art-
ists [4].

She began to study the folk arts and crafts of Uz-
bekistan after being appointed deputy director for
science. Then she had a chance to coordinate the
work of all the scientific departments of the muse-
um, including the department of applied art of Uz-
bekistan. Therefore, this period is considered to be
an important stage of its activity for us.

Among her popular science works in this direc-
tion, the popular science book “Meetings with Ko-
kand”, published in Tashkent in 1977, is of interest.

The manuscript of the book is now stored in the
funds of the Central Archives of the Republic of Uz-
bekistan. and, of course, differs from the published
version, as the latter was published with many ab-
breviations. The handwritten version described in
detail of detail of her trip to Kokand, a meeting with
folk artists and other important events. Materials of
applied art are presented in the fifth chapter of the
publication, where the main “hero” is the grandfa-
ther Dustmatov.

In other newspaper articles, she analyzes the
state of some types of folk art of those years. For
example, in the article “Exhibition of Artistic Por-
celain’, it is reported that an exhibition of the Sa-
markand ceramics master L. S. Turkevich was held
at the State Museum of Fine Arts of Uzbekistan
(1953), the works of which were made accord-
ing to her sketches at the Dmitrievsky Porcelain
Factory. “The main merit of the artist is the desire
to create samples of national porcelain, for which she
makes extensive use of the heritage of Uzbek folk art
<...> Turkevich collects his patterns in wall paint-
ings, in the art of ganch carving, and in household
art — ceramics, copper stamping, embroideries. The
great taste and tact in the use of various ornamental
motifs of Uzbek folk art, their creative processing are
characterized by the works of Turkevich” the author
writes [S].

In another article published in collaboration
with L. Pritsa in 1959. “About our porcelain and our
ceramics’, the authors announce the opening of an-
other exhibition at the State Museum of Fine Arts of
Uzbekistan,— Tashkent ceramics and porcelain,—
the work of masters of the ceramic department of
the Republican Art College named after P. P. Benkov,
ceramic artel named after P. Baranov and Tashkent
porcelain factory. Listing the positive aspects of the
exhibition, the authors note some errors: “You can’t
object to cobalt — the most noble color in china” — the
article says. In combination with a white background
and a gold outline, it gives the dishes a touch of elegance.
But the increased and prevailing interest in it prevents
the artists of the plant from looking for other color
combinations in which no less successful solutions are
possible, as evidenced by the products of Samarkand
artist S. Rakova <... > We also think that the porcelain
factory overloads cobalt products with ornaments. The
ornament should be simpler, stricter, laconic” [6].

This article also addresses some theoretical
questions. For example, the authors note that in the
ornamental repertoire of porcelain products of the
Tashkent factory, new, previously unknown pictorial
motifs appear — portraits ofleaders, public figures and
shock workers: “There are plot motifs on the dishes of the
Tashkent porcelain factory. So, for the anniversary of poet
Furkat (1858-1909), the factory made a set consisting
of a dish, a vase, a teapot, a bowl for soups ("kosa") and
a bowl for tea ("piyola”) decorated with portraits of the
writer. <...> it is impossible not to note the inexpressiveness
of the portrait resembling a bad photograph. <..> plant
artists need to find a better way to translate photographic
material into the language of graphic lines” [6].

It can be assumed that such an experimental
search for masters in porcelain formed the basis for
their colleagues in the workshop — masters in ceram-
ics of the Artel named after Baranov. Confirmation
can be found in the “Ceramics of Uzbekistan” collec-
tion of the State Museum of Fine Arts of Uzbekistan.
The museum in different years, - in three batches,
received the production of the Artel.
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The first time in 1949 the museum received eight
items: four — samples of household ceramics, the
rest — architectural majolica; for the second time
in 1957, fifteen household ceramics were brought;
for the third time in 1958, thirteen objects were
received, of which seven new modern motifs are
found.

They include — portraits of specific person, im-
ages of architectural monuments characteristic of
easel painting, which is understandable, “contem-
porary themes”, as a new phenomenon in the figu-
rative nature of the then traditional decorative and
applied art, first formed in porcelain, then stepped
over into ceramics.

Inadditiontoscientificactivity, SofyaMikhailovna
took an active part in the cultural and public life of
the republic. Repeatedly traveled to various regions
of Uzbekistan on a business trip. Before workers in
factories; in the clubs of state farms and collective
farms for workers, she read lectures on the history of
domestic and world art, on the creativity of leading
artists and craftsmen.

Among the archival documents, in the muse-
um’s personal fund, we found a manuscript of her

speech in the Union of Artists of Uzbekistan on
the topic “About criticism and critics” (unfortu-
nately, we couldn’t establish a date). In presenting
her thoughts, she pays the attention of those pres-
ent to such important issues — the issue of train-
ing critics in the fine arts: “I consider it absolutely
fair staging the question about the role of criticism,
for the critic, as an advanced and cultured person,
as he should be, sees further and understands deeper
than the <... > artist, <... > and the critic must have
professional literacy ...”" [7].

Summarizing, we note that the articles and notes
of S. M. Krukovskaya on decorative and applied art
of Uzbekistan, and on museum work in general, al-
though not much, but give a real picture of the mu-
seumification of monuments of material culture of
Uzbekistan in those years. In publications of small
volume, she boldly analyzes the creative process,
and, noting the shortcomings, gives methodologi-
cal recommendations for their elimination. Her
other publications also help modern scholars better
understand the historical picture of the practice of
the State Museum of Fine Arts of Uzbekistan in the
period 1930-60.
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