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The artistic — technical and historical features
of jewelry art of the Qajars Period

Abstract: The artistic — technical features of jewelry art in the Qajar Period are investigated and
studied in the article. Reproductive material consisting of photos has been collected to comprehen-
sively bring the subject to the attention of the audience. The analysis of jewelry used by the shahs in
the same period is conducted. As well, the note on the examples of jewelry such as earrings, tiaras,
hanging decorations, aigrette, brooches etc. and their artistic and technical features are given. In-
novations brought to the Qajar jewelry and historical approach are also mentioned. The peak of the
study is associated with “aigrette” — headdress belonging to the rule of the Qajar, Nasiraddin Shah.

Keywords: Qajar, Jewelry, Nasiraddin shah, Aigrette, head ornament (decoration), gold, diamond.
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IOBenupHoe nckyccteo nepuoaa Kapxxapos

AnHoTtanus: B cTaTbe HccA€AOBaHBI XYAOXKECTBEHHO-TEXHUYECKUE YePThI OBEAUPHBIX H3ACAUI
anmoxu Kap>xapoB. AASI TOAHOTO OCMBICAEHYSI TEMBI OBIA COOPaH PeIPOAYKTHBHDIN GpOTOrpadiecKuil
MaTepHaA U IPOBEAEH aHAAM3 YKpalleHu#t ucroab3yempix [llaxamu B cBoe Bpemst. B ToM uncae mokasa-
HbI TaKUe 00PasIibl Kak CepbI', AUAAEMBI, CBUCAIOIUE YKPALIeHHsI, STPeT, OPOILIH U T. A. ¥ IIPHUBEAEHbI
UX XyAOXKeCTBEHHO-TeXHUYeCKIe 0COO0eHHOCTH. Taioke OTMedeH HCTOPUYECKHI IIOAXOA ¥ HHHOBAIIUH
IpUBeAeHHbIe K I0BeAUpHBIM uspeansM Kapxapos. ITuk nccaepoBaHUIT CBSI3aH HEIIOCPEACTBEHHO
C TOAOBHBIM YKpalIeHHeM «3rpeT>, mpucyummM npasurearo Kaaxapos Hacupeaaus maxy.

Karouessnie caoBa: Kapxap, oBeaupHble uspeans, Hacupepaut max, OrpeT, FoAOBHOe yKpallle-
HIe€, 30A0TO, OPHAAUAHT.
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The artistic — technical and historical features of jewelry art of the Qajars Period

CymecrBoBaBmee ¢ koHna XVIII ao Hauasa
XX Bexa (1796-1925) rocypapcrso Kapxapos si8-
ASIAOCb CHABHBIM F'OCYAQPCTBOM, YIIPaBASIEMBIM a3ep-
6aiiAKaHO-TIOPKCKOI AUHACTHEMN, 060CHOBABIIENCS]
B MpaHCKOM Terepane.

Kaxk MbI 3HaeM, B 1306pasUTeAbHOM HCKYCCTBE, IO-
Bopst «Kapsxapsi», MOApa3yMeBalOT BEAUKOAEIIHE, Be-
AVIMHIe, ABOPLIOBBII CTHAD X OPUTMHAABHOCTD. B aTOM
rocyaapcTBe COPMUPOBAACS TaK HA3bIBAEMbIM «KaA-
SKapPCKUM CTUAB>, KOTOPhIM OCTaBUA HEU3TAAANMBbIN
CAeA He TOABKO B ICTOPHH, HO U B MHUpe uckyccrsa. Kak
U B )KUBOIIVCH, KAAXKAPCKUF CTUAD ITPOSIBUACSI B OAHOM
U3 BUAOB A€KOPATUBHO-TIPUKAAAHOTO HCKYCCTBA — 00-
paboTKe XyAOXKECTBEHHOTO METAAAd — FOBEAMPHOM
Aeae. Tarke Kak B )KUBOITMCU B FOBEAMPHOM HCKYC-
crBe XIX Beka KapA>KapCKHI CTUAb UMEA XapaKTepHbIe
yepTHI (HApUMeD, IPHCYIIee AAS MUHUATIOPHOR XKH-
BOIIHCH 0CO00€ pelieHue H300paKeHHS YeAOBEYECKHX
uUryp B BeAUdeCTBEHHbIX, OOTaThIX 00pa3ax, C SCHBIMH
AVIITAMH, BBIPA3UTEABHO IIOAIEPKHYTHIMU YePHOM TY-
LIBIO TAQ3AMH U GOPOBSIMHU, ACKOPATUBHOCTBIO | T.11.).
FOBeAupHbIe U3A€AVS, CO3AQHHBIE B KAAXKAPCKOM CTH-
Ae, HOCHAKCD O0Aee BCero IPaBUBIINMY B Te BpeMeHa
xaHamu. Toraa AASI ITAXOB 1 AIOAEFT U3 BBICIIETO OO1Ite-
CTBa CO3AABAAKCH Pa3HbIe YKpaIlleHw s, 00paboTaHHbIe
AparoljeHHbIMH KaMHSIMU U MeTaAAamu. HekoTopbie
U3 HHUX CO3AABAAKICH TAAQHTAMBBIMU MACTEPAMHU AASI
YACTHBIX KOAAEKIIUI, APYTHE e — AASI IOAHOIIHHSI
B Aap. FIHTepecHO, 4TO ecAM B ApeBHIE BpeMeHa 1 B Ha-
JaAe CPeAHUX BEKOB IOBEAUPHBIE 00Pa3IIbl CO3AABAAKCH
B OCHOBHOM AASI )KEHIIJHH, TO B PACCMATPUBAeMBbII ITe-
PHOA OHH CTAAM M3TOTABAUBATHCS M AAS My>KduH. OT-
MeTHM, 4TO I0BEeAUpPHOe HCKyccTBO mepruoaa Kaaxapos
AOCTHIAO CBOETO pacIiBeTa B OABI IpaBaeHus Parx
Ann-maxa (com yceitnryay-xana; 1797-1834), My-
xammepa-axa (BHyk Qaraan-maxa Kapxapa; 1834—
1848) u Hacpeapnn-maxa (com Myxammen-maxa Kap-
xapa; 1848-1896). AAs KaA)KapCKOTO IOBEAUPHOTO
HCKYCCTBA XaPaKTePHBI M3ACAUST, THKPYCTHPOBAHHBIE
TaKHUMU AParorjeHHbIMI METAAAAMH, KaK 30A0TO H I1AQ-
THHA, ¥ HCKYCHO YKpaIlleHHbIe KAMHSIMHU — OpHAAHAH-
TaMU, H3yMPYAAMU, CArIQHPAMH, SKeMIy>KMHAMU, PyOu-
Hamut 1 6upro30it. C TOYKH 3peHUs CTHASL M TEXHHKH,
OHU M3TOTAaBAMBAAMCDH CYTy0O B KAAXKAPCKOM CTHAE,
U K&KAOE M3 HUX 00AQAQAO SIPKHM, BEAUYABBIM, Oora-
THIM U OAQTOPOAHBIM BHAOM.

OTAnvaromjeecs: BEAUKOAEIIHEM M OAAropoa-
CTBOM IoBeAnpHoOe uckycctBo XIX Beka 6oaee Bce-
IO U3BECTHO dTpeTaMu. ITPeT — 3TO TOAOBHOE YKpa-
IIeHHUe U3 IITUYbEro Iepbs, UTPalolee POAb KOPOHbI
U TIpeAHa3HAuYeHHOe KaK AAS SKeHIIUH, TaK U My>X-
9uH. rpeThl HOCHAH IIaXH. JTO yKpalleHHe pa3Me-
IIJAAM TI0 LEHTPY YaAMBI HAH KaKOTO-AUOO APYroro
TOAOBHOTO ybOpa; arpeTr OBIA HEOTHEMAEMOM 4a-
CTBIO IIASII B IIAXCKOM KocTioMe. ITo MaTrepuasbHO
1 XyAO>KeCTBEHHO IIeHHOCTH 3rpeTa MOXKHO ObIAO
OIIPEAEAUTD COITMAABHBIH CTATYC X035UHA. ApyrumMu
CAOBaMH, HACKOABKO AOPOTMMHU METAAAAMH 1 KAMHSI-
MU 06PabaTBIBAACS SIPeT, HACTOABKO BBICOKO Olje-
HHUBAAUCD ITOAOYKEHHE B 00IIecTBe, MaTepPHAAbHbIN
M COITMAABHBIN CTAaTyC ero XO3siMHa. TakuM OAHHM
I3 CAMbIX KPACHBBIX X HEOObIKHOBEHHBIX FOBEAPHBIX
00pasIioB, AOIIEALIETO AO HAIINX BpeMeH, SBASIeTCS
30A0TOM arpeT (KOpPOHA, IPUKpeNAsieMast IO TUITY
6yaaBKu) mpaBuTeAs rocyaapcrsa Kapsxapos B 19-m
Beke Hacupeppmn-maxa Kapxapa (1831-1896).
OTO 3arapOyHOEe rOAOBHOE yKpallleHHe IIOUCTHHE
TauT B cebe MHOTO TailH; SIBHO OTAUYAETCS OT APYTHUX
arpetoB XIX Beka. ITO OTAMYHE [IPOSIBASIET CeOsI KaK
B pOpMe U COACP>KAHMH, TAK U C TOYKU 3PEHHUS KOM-
TIO3UIIMOHHOTO pelleHus U CTUASL. MHe X0TeA0Ch 651
OCTaHOBUTbCA HA XYAOXKECTBEHHO-TeXHMYECKOM
aHaAM3e 9TOTO YHHKAABHOTO YKpalleHHs, KOTopoe
IIOABHTAO MeHsI 3aTPOHYTb HACTOSIIYIO TEeMY.

ITpunapsesxxamee Hacupepans-mmaxy Kapxapy
3TO IOBEAUPHOE U3AEAHEe OTAMYAETCS MTPeXAe BCero
cBoeil $OpPMOii B BUAE TIABAMHA M OPTpeTamu (Me-
AaaboHamu) ¢ 6uprosoit. Crepean ¢popma arpera
HAIlOMUHaeT 00pa3 MaBAMHA, YTO SBASIETCS OAHHM
U3 BApHAHTOB CTHAM3AIMU. B HIDKHeH JacTu crpa-
Ba U CA€Ba AAHbI QUI'YyPHI AbBOB, A PIAOM C HUMH —
M300paskeHHsI Meya M COAHeYHOro Ayda. MiMeHHO
3Ta A€TAAb CKPBIBAeT B ceOe HeCKOABKO 3HAYeHMI.
CxeMaTHyeckoe M300paXkKeHHe COAHI]A IIOKA3aHO
TaKUM 006pa3oM, 4TO OHO HAIIOMUHAET PaCKPBIThIE
XBOCTBI IIABAMHOB, pPa3MellleHHBIX C 00enX CTOpOH
roAOBHOTO yoopa. KoMmo3uijus u3 KOHKpeTHBIX PpU-
I'yp, CO3AQHHBIX COeAMHEeHNeM HECKOABKHX AeTaAel,
Ha TaKOM IOBEAMPHOM H3AEAMU MOTAAQ BO3HHKHYTb
TOABKO B BOOOpakeHHH I0BeAUpoB aroxu Kapxa-
poB. Ha BHyTpeHHel1 cTopoHe KOPOHBI apabCKu-
My GykBaMu HaHeceHa nurpaduyecKast HAAIIUC.

5



Section 1. Fine and applied arts and architecture

ITo-HameMy MHEHHUIO, 9TOT HIOAHC SIBASIETCS] PEAKHM
HOBIIIECTBOM B IOBEAUPHOM HCKYCCTBE T'OAOBHBIX
yKkpanteHuil. BooOime, AeB, COAHIIe U TABAUH — 9TO
06pa3bl, XapaKTepPHbIE AASL ©300PA3UTEABHOTO HC-
kyccrBa FOxxnoro Asepbaiipxana. Fix MOxXHO yBu-
AeTb Ha 00pasiiaX APYTHX BUAOB AEKOPATUBHO-IIPHU-
KAQAHOTO MICKYCCTBa (B KOBPOTKa4eCTBe, TOPEBTHKE,
kepamuke # Ap.). O6pas maBAMHA CHMBOAMBUPYET
BEYHOCTb M XHU3HDb (paiickas NTHUIA), A€B — CHAY,
BAQCTb U IIMU3M B HICAAMe.

M3zBectHO, uTo AnHacTusi Kapxxapos mo cBoe-
My BEPOHCIIOBEAAQHHUIO OBIAM IPHBEpP)KEHI[AMU LIU-
HTCKOTO HampaBAeHHs B ucaame. O6 3ToM cBHAe-
TEABbCTBYIOT H300pakeHHsI AbBA U MeYa, TaK KaK MbI
3HaeM, 4TO B Halllefl PeAUTHH, OCOOEHHO B IIHU3Me,
AeB 1 Me4 BOCIIeBAIOT Hamrero 1-ro nmama Xaspa-
ta Aan. IlpaBpa, med Fimama Aan «3yabduxap>
OBIA pasABOEHHBIM Ha KOHIJe, OAHAKO Ha yKpalle-
HUK $opMa Meda PacCMATPUBAETCS B 06001eHHOM
CMBICA€, 3TO — HETIOCPEACTBEHHBIH 3HAK, yKa3bIBa-
IOIIMFI HA NUMaMOB, 2 IMaMbl CBSI3aHbI C IIMH3MOM.
B 10 5xe BpeMsi Me4 — 9TO CMBOA IIPH3bIBa K O0pboe.
13 3TOro MOXXHO IIPUIATH K BBIBOAY, UTO B IIEPUOA
npasaernst Hacupepaun-maxa Kapsxapa B oBeanp-
HOe HUCKYCCTBO BIIEPBble OBIAM BHECEHBI PEAUTHO3-
Hble OCOOEHHOCTH, MEAKHMe AeMEHTbI, HOCSIIHe
PEAUTHO3HbIN IIOATEKCT, U IPUBHOCHUTCS CHHTE3
peauruu ¢ noautuxoit. Ecan obparum BHHMaHHe
Ha TpexuBeTHbI paar Kapsxapos (sesenbiit, 6eabi,
KPACHbII1), TO YBUAMM, 9TO Ha 6eA0i HoAOCe H306pa-
JKeH AepKaIuil B Aalle Med AeB, T03aAU KOTOPOTO
BUAHEIOTCS OAUKY COAHIIA. AOOABAEHHAS OBEAUPOM
Ha KOHIIbI KOPOHBI 9Ta A€TAAb B TO XK€ BPeMs SIBASI-
€TCsI IOAUTHYECKOH aMOAeMOit rocypapcrsa Kaaska-
poB. [ToanTHyeckast OpraHu3alisi TOTO EPUOAQ, KO-
HEYHO e, OTAnYaAach. M306paxenue Ha paare Toro
’Ke AbBa U Me4a 0003HAYAAH KaK [IPABUTEABCTBO, TaK
1 PEAHTHIO, 4 3TO B CBOIO OYePEAb OODBSICHIETCS TeM,
uto y KapxapoB peaurns He ObiAa B OTpBIBE OT TO-
CYAQpCTBa; M PEAUTHSI, H BAACTh BEAKICh B PABHOM
CTeIleHH ¥ OpraHu30BaHHO. [IpuBAeKkaeT BHUMAHIE
APYTas AeTaAb YKpAlIeHHs — 9AeMeHTbI (OAMH pac-
IIOAOXKEH II0 IIeHTPY, YeThIpe C IIPABOI CTOPOHBI, de-
ThIPe C AeBOM — YMEHBIIAIONUECS] OT IIeHTPa K KOH-
11aM), HAIIOMHHAIOIUE COAHEYHBIE AY9H M Iepbs
IIABAMHA, B IIeHTPAAbHOM YacTu KOpoHsl. CoaHIle

CUMBOAU3HPYET HOBYIO )KU3HDb, HOBOE HA4aA0. DTU
CHMBOAHYECKHE MeTAAAMYeCKHe OTBOABI IIPHKpe-
IIA€HBI K PACIIOAOXKEHHOM B IIeHTPe OYAABKHU KPYTAOL
¢popme 13 OUPIO3DI, HA KOHIje KAXKAOTO U3 OTBOAOB
Ha KAMHSIX OMPIO3bI METOAOM Pe3KU OBIAU CO3AAHDI
IOPTpeThL. ITH 9 MOPTPETOB ABASIOTCS IOPTPETAMU
HacupapAuH-11axa, KOTOpble ObIAK BHITPaBUPOBAHBI
Ha 6upiose. [TyTeM aHaAM32, MOXKHO IIPUATH K BBIBO-
AY, 4TO 9TH IIOPTPETHI HA TOAOBHOM yKpallleHUH YKa-
3BIBAIOT Ha TIOAAEPKKY HACTOSIIIIETO [IPAaBUTEABCTBA
nmenHo Hacupaaaun-maxa Kapxapa u ero aupep-
crBo. [ToMuMO 6HPIO3bI FOAOBHOE YKpallleHHEe TAKoKe
MHKPYCTHPOBAHO OPHAAMAHTAMU.

Co3AaHHBIN 0e3rpaHMYHON U COBEPLIEHHOM
aHTa3meil 9TOT IOBEAUPHBIN OOpaser] B HACTOS-
miee BpeMsi xpaHurcs B Terepane, HarmonaabHo#
cokposumHutie mpu LlenTpassnom 6anke HMpana.
VM3HayaABHO MeHS BIIEYATAMAQ PEIIPOAYKIIHS 9TOTO
arpeTa, HO YBUAEB BOOUUIO CPEAH IKCIIOHATOB €ro
opHuruHaA, s yausuaace. Hacrosimee yxpameHnue
II0 CBOMM pa3dMepaM OBIAO MeHbllle CBOEH Perpo-
AyKIuH, IprbAusuTeabHO Ha 9—-10 cm. A aT0, Hesyc-
AOBHO, YBEAMYHBAET XYAOXKECTBEHHO-9CTETHIECKYIO
IIeHHOCTDb 3TOTO I0BEAMPHOTO IIEAEBPA, IOCKOABKY
MacTep TaKyl0 CAOXKHYIO KOMITO3UIIUIO CO3AAA B Ma-
AeHDBKHX pa3Mepax, TpeOyIomux TeplieHue U BHU-
MaHMe. JTOT HIOAaHC HaM HaIIOMHHAeT O MUHHMA-
AU3Me... — BO3MOXXHO, BIIepBble MMEBLIUI MeCTO
B MICTOPHHU KAAXKAPCKOTO IOBEAUPHOTO HCKYCCTBA.

APYyruMu MHTepeCHBIMH HBACAMSIMH KaAXKap-
CKOTO IOBEAHPHOTO AeAd OBIAM AMAAeMaA, CepbrH,
O)kKepeAbe, ACKOPATHUBHASI IIOCYAA AASL APOMATHU3H-
POBaHHBIX )XHAKOCTEH, IIPSDKKA, KOPOHA U OyAaBKH
AASL YKpaIlleHuUsI, KOTOpble ObIAU MHKPYCTHPOBAHBI
30A0TOM, IIAQTUHOM, CepeOpoM, OpraAMaHTaMH, OH-
pro30ii, caripupoM, pybHHOM, OITAAOM, KOPYHAOM
U U3yMPYAOM. B KauecTBe mpumepa MOXXHO IpH-
BECTH CO3AAQHHYIO B TOABI IIpaBAeHust PaTaau-mra-
xa (1797-1934 roapt) pasmepoM B 4,6 cM cepsry
(XVIII Bek; MaTepuan: 30A0TO, 6upro3a), B pasmepe
6 cM 30A0TbIe cepbru ¢ amMaabio (XIX Bex), AaTHpY-
embii | moaosunoit XIX Beka kyaoH (MaTepuaa: 30-
AOTO, 9MaAb, PyOUH, KEMIYT ), K 30A0Tast AUAAEMA
¢ 6prUAAMAHTAMU U PyOHHAMHL.

CpeAu MacTepoB B IOBEAUPHOM A€A€ MOXKHO
Ha3BaTb uMeHa Mbparuma Meccuxuna u Mactepa
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The artistic — technical and historical features of jewelry art of the Qajars Period

«Taxu»na. K coxaseHmio, B UCTOPHHU KapAXKapCKO-
ro I0BEAUPHOIO A€Ad He COXPAHHAMCH UMeHa BCex
MacTepoB.

MOosxHO CKa3aTb, 9YTO BEAUKOACIHbIE JOBEAHPHBIE
uspeans nepuopa Kapxapos, npasupmux Ha mpo-
TSDKEHUM ABYX CTOATHH, YKPAIIalOT 3KCIIO3MIIUM
MHOTHUX My3eeB MUpa (B TOM urcae Dpmutaxa, My-
3es1 HICKyccTBa HapopoB Bocroka, HarpmonaabHoii co-
xposumumuie nmpu LenTpasbrom 6anke Mpana u Ap.).

SN X

PucyHok 4. HacupapanH wax Kagxap, 1 ero ronosHoe
yKpaweHue — arper. XIX B.

PucyHok 1. Bucs4oe ykpalueHue — KynoH. lNepeas nonoBmHa
LeBATHaALaToro Beka. Martepuan: 301070, amaib, pyouH,
xemuyr. Paamep: 6.3 cm

PucyHok 5. Brpeta HacupapamH-waxa Kagxapa (ronosHoe
yKpalueHune). 4-n 4eTBepTb AEBATHAALATOrO BEKa.
MaTtepwuan: 30n0T0, 6Upto3a, GpuUnanaHT

PucyHok 2. Cepbru. BocemHaauaThii BEK.
Matepwuan: 30n0T0, 6upto3a. Pasamep: 4.6 cm

PucyHok 3. Cepbru. 19-i1 Bek. PucyHok 6. TonoBHOE yKpallieHne arpeTka — CBOEBPEMEHHO
MaTtepwuan: 30n0T0, aManb. Paamep: 6 cm NpUKPerneHHoi kK kKopoHe «KnaHu» PaTx-Anu-Liaxa.
Havana XIX B.
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PucyHok 7. OrpeTtka. MaTepuan: 30/10T0, 6pUAIMaHThbI PucyHok 9. OrpeT. MaTtepuan: 3051010, cepebpo,
n 2 nsympyga. B nepmoa HacvpagouvH wax Kagxap OpunnunanTbl. NMepuog datanm waxa (1798-1834)
(1844-1896 rr.)

PucyHok 8. lnapema. Matepuan: 3010T10, pyouH Pucynok 10. Bpowsb. MaTepwman: 301070, NiaTuH,
1 6punnuanTel. NpasnexHne Parx-Ann-Lwaxa OpunnuaHT, n3ympya, pyouH, candwup n 6upiosa. XIX B.
(1797-1834rr.)
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Interaction of sound and picturein modern cinema space

Section 2. Film, TV and other screen arts
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Interaction of sound and picturein modern cinema space

Abstract: The article discusses the problems and evolution of interaction of sound and picture
in modern cinema space. The article analysing the influence of sound on the modern film and its

further development in cinema.

Keywords: film, cinema, sound, picture, cinema space, interaction of arts.
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B3aumopeincTBue 3ByKa U u3o0paxeHnsa B COBPeMEeHHOM
KuHemaTorpaduniyeckom npocTpaHCcTBe

AHHOTaI.II/IH: B craTpe PaccMaTpHBaIOTCA I'IP06AeMI)I H pa3BUTHE BSaHMOAeﬁCTBHﬂ 3ByKa U U30-

6pa)K6HI/UI B COBpEMEHHOM KI/IHeMaTOI‘Pa(l)I/I‘IeCKOM IIpOCTPAHCTBE. B craTpe AHAANSHPYETCA BAHUSTHHA

3ByKa Ha COBpEMEHHbIN PHADM H €r0 AAAbHeMIllee pPa3BUTHE B KHHeMaTorpade.

KaroueBbie cAOBa: KHHO, KUHeMaTOrpad, 3ByK, U300pakeHNe, KUHEMaTOrpaduiecKoe IIPOCTPaH-

CTBO, BSaHMOAefICTBHe HCKYCCTB.

ITosiBAeHUE 3ByKa B KMHeMaTorpade cTaAa BaX-
HBIM COOBITHEM B UCTOPHHU €TI0 3BOAIOLIUH, OTKPHIB
TeM CaMbIM HOBbI€ BO3MOXXHOCTH AASI Pa3BUTHS BbI-
Pa3UTEABHBIX CPEACTB U HOBOTO SI3bIKa KHMHO. Xy-
AO>KeCTBEHHAsI BRIPAa3UTEABHOCTD 3BYKa ITPUHECAQA
Ha 9KpaH CBOI0 COOCTBEHHYIO MHPOPMALUOHHYIO
crienuduKy, 060MASI MHOTHE APyTHe XyAOXKeCTBeH-
Hble HHCTPYMeHTapHH B KnHeMarorpade. 3ByK yc-
AOXKHHUA BOCIIPUSITHE U CO3AAHME KMHOACHT 3a CUeT
yBeAUYeHUs O0IIero KOAMIeCTBA IPEACTAaBAEHHOTO
MaTepHraAa C 9KpaHa. 3ByKoBOI Kunemarorpad obo-
raTHA CUCTeMY 9KPaHHOM BRIPa3UTEAbHOCTH HOBBIMH

CPeACTBaMH, UMesl B apCEHaAe AByXMEPHO€ dKPaH-
HOe U300pakeHNe U TPeXMEPHBII 3BYK, BO3ZHHUKAIO-
MM B IPOCTPAHCTBE KUHO3AAA.
Kunemarorpa¢ucTsl 1o-H0OBOMY CMOTAU BO3AEH-
CTBOBATb Ha 3PHUTEAS IIOCPEACTBOM HOBOM XYAOXKe-
CTBEHHO! BbIPa3UTEAPHOCTH B 00AACTH 3BYKOBOTO
pemenys pUAbMOB IIOCAE IOSIBACHUSA MHOTOKAHAAD-
HbIx cucteM 3Bykorepepadn (Dolby Stereo, Dolby
Digital 5.1, Dolby Digital-Surround EX 6.1) [3].
JKeaaHne 3apeCTBOBATD 3PUTEAS B IIPOIIeCCe, OTOH-
TH OT IIO3ULIMU CTOPOHHETO HAOAIOAATEAS, CAEAAB
€ro y4aCTHMKOM COOBITHIA, ABASIETCS BEAyIeN TeH-
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A€HIIMeN Pa3BUTHS KUHO. AAS MAKCUMaAbHOTO IpPH-
OAYDKEHHUS COOBITHIT Ha 9KPaHe K PEAAbHbIM, B IIPHU-
BBIYHOM YEAOBEKY IIPEACTABACHHH 00 OKpY’KaloIeM
Mupe, ObIA TPU3BaH 3BYK B KMHeMaTorpagd.

C camoro 3apoxAeHHs 3ByKOBOTO KHHO MOXKHO
HAOAIOAQTD HOIIBITKY IPUAATD 3BY4aHHUIO TAKOTO XKe
BIIEYATASIIONIETO BEAWYMsS, KAK U HU300PaKeHHUIO.
Craaa BO3MOXXHOM He TOABKO OTPaHKa 3KPAaHHOTO
AEHMCTBHUS MY3BIKOH, C IIOMOIIBIO Y€r0 CO3AABAAACh
3BYKOBO€ CXOACTBO, HO Ml HAAIOCTPAIINS ABYDKEHMI
JKU3HETIOAOOHBIMU 3BYKAMHU AASL OXKMBAEHHST KMHO
AMAAOTaMH ¥ My3bIKaAbHBIMU HOMEPaMH.

VMeHHO mepuop HEMOTO KMHO 3aA0XKHA OCHO-
Bbl 3ByKOBOI BBIPa3UTEABHOCTH. AIOAM B PaHHHX
KapTHHAX PasrOBapUBaAM (3pHTeAb HaOAIOAAA Ap-
TUKYASILIAIO), CKA3aHHOE TepPOSIMU [ePEAABAAOCD €
IIOMOIIBIO HAATIMCEN M TUTPOB C HCIIOAb30BaHUEM
PUPTOB PA3AMIHON BEAMYHMHBI, YTO AABAAO BO3-
MOXKHOCTb OTOOpPa’)KaTh CHAY FOAOCA M HMHTOHA-
IJMOHHYIO OKPACKy CKa3aHHOTO. BrmocaeacTsum, B
30Xy MHOTOKAaHAABHBIX CHCTEM 3BYKOIIEpeAAuH,
KHHEMaTOTpagUCThI CTPEeMSTCS IOBTOPUTD 3 PeKxT
3By4aHUs OpPKecTpa B 3puTeAbHOM 3aAe. IlompiTka
OTTeXHUYMBAHMS My3bIKAABHOTO 3BYYaHMS B KMHO
COCTOSIAACD ellle B PaHHEeH CTAAUM PasBUTHA «4yAd
XX Beka>», a 3apOXXKAeHHe 3ByKOBOIO KMHO CTAaAO
TOAYKOM AASl BHEADEHMS U 3BOAIOIIMM 3BYKO3aIlu-
CBIBAIOIIEHN Y 3BYKOBOCIIPOU3BOASAIIIEH allllapaTyphl.

besycaoBHO, mOKa MCIIOAB30OBAACS TOABKO OAMH
3BYKOBOM KaHaA, YaCTOTHBIA AMAIIa30H KOTOPOTIO
6b1A OorpaHudeH OkI1j, BBICOKME TOHA He AOCTUTAAU
yleit 3puTeAs. 9TO COCTABASIAO CyII[eCTBEHHYIO IIpe-
IPaAy AASI UCTIOAb30BaHMS ITYMOB U QOHOB: PAKTyPhI
C BHICOKOYACTOTHBIMU COCTABASIIOIIMMU B CIIEKTpe
3By4aAu He >kM3HeHHO. OTpaHMYeHHs AHArla3oHa
10 BBICOKMM 4aCTOTaM TaK>Ke MEIIAAO Pa3sAUYEHHIO
Y TIOHMMAHHMIO 3BYKOB, KOTOPbIe BO3HMKAAM OAHO-
BpeMeHHO. B 3HaunTeAbHOI cTeneHu ¢oHOBbIE Pak-
TYPBbI U ITyMbl KOHPAMKTOBAAHM C SI3BIKOM U A€AAAH
HEBO3MO>XHbIM OAHOBPEMEHHOE UX UCTIOAb30BaHHE
[3]. AocTrvkeHNs pa3AMIns Pa3HBIX 3BYKOBBIX KOM-
IIOHEHTOB OBIAO BO3MOXXHBIM IIPH YCAOBUH pas3He-
CEeHHs MX BO BpEMEHHU MAU BOCIIPOM3BEACHUS Yepe3
pasAMYHbIE IPOMKOTOBOPHUTEAU. JacTOTHBIN AMa-
I1a30H (OHOTPaMMBI ObIA P AHAIIA30HA PeyeBbIX
U MY3bIKaABHBIX CHTHAAOB, YTO IIOABOAMAO K MBICAM

O Pa3BUTHHU CHUCTEMBI IIePeAAuH 3BYKa, M CO3AABAAO
IPEATIOCBIAKH AASL YAYUIIEHUS M pa3BUTHH KaueCTBa
¢oHOrpamMMbl. ABYXKaHAABHBIN CTEPEO3BYK IIPHIIEA
Ha CMeHy CHCTeMe MOHOPOHHYECKOM IIepeAyuH 3BY-
Ka. Taxo#t mar pAaA BO3MOXHOCTD IlepeAaBaTh Ipo-
CTPaHCTBEHHbIE IIPEACTABAEHHUS MAaKCUMAABHO IIPH-
OAD>KeHHBIMH K CTeCTBEHHOMY BOCIIPHSITHIO 3BYKA.

IlepBas mHOIBITKA HCIIOAB30BAHUS IPOCTPAH-
CTBEHHOTO 3ByKa B KMHO 0Ob1Aa cpeaana B 1940 roay
Y. AucHeeM, KOTOPBIA CHSA AaHUMAITMOHHbINA PHABM
«®anTasusa>. Briepsrle 3ByK QU3UIECKH OKPYIKHA
3puTeAs, Pa3MECTHB €ro B IIPOCTPAHCTBE dKPaHHOM
ucropuu. MHTepec k cTepeopOHUN YTBEPAUACS C
HOsIBA€HHEM IMHPOKOPOPMaTHbIX KHHOPUABMOB B
cepepune 50-x ropos. Ilarp rpomMkorosoputesent
Pa3MeniaAoch 3a 9KPaHOM, a IIeCTOH, IPOMKOro-
BOpHUTEAb 3P PEeKTOB, HAXOAHACS B THIAOBOM YaCTHU
3pUTeABHOTO 3aAa. ITo3ke KOAMIeCTBO AMHAMUKOB
CO CTOPOHBI THIAA OBIAO YBEAUYEHO, YTO ITO3BOAUAO
KMHEMATOTpaguCTaM PEaAbHO «OKPY>KHUTb>» 3pUTe-
Aeit 3ByKoM (OTCIOAQ M HA3BAaHHUE THIAOBOTO KaHAAQ
(Surround)) [3,237-248]. BiepBbie mosiBHAACh BO3-
MO>KHOCTb TAHOPAaMHPOBATh 3BYK CA€BA HAIIPABO, 4TO
IIPUAABAAO PEAAM3M 1 CBOOOAY ABIDKEHIS HCTOUHUKY
3BYKa B KaApe, BBIBOAS €T0 AQXKe 3a ITPEAEABI 9KpaHa.

N3zobperenne P. Aoabu npodeccroHaspHOM CH-
CTeMbI ITyMOIIOAABAGHHS], YTO YAYYIIMAO COOTHOIIE-
HHUe CUTHAA/IITYM, IPEAOCTABHAO BO3MOYXXHOCTD 3PHU-
TEAIO YCABIIIATD H0Aee KadeCTBEHHBIH 3BYK. DTO AAAO
TOAYOK K CO3AQHHUIO COBEPIIEHHO HOBOM OPUTHHAAD-
HOI cHcTeMbI 3ByKorepepaur Dolby Stereo, B ocHoBe
KOTOPOM A€XKHT ONTHYECKasl 3aIHch 3Byka. Crepeo-
¢oHITIe KTt 3BYK B OOABIIIX KHHOTEATPax 0becrieqn-
BAACS TpeMsl AUHAMUKAMU 10 $POHTY; IPOMKOTOBO-
PpHUTEAN 4eTBepTOro KaHaAa 9P PeKTOB pa3MeNlaAUCh
IIO TIEPUMETPY 3PUTEABHOTO 3aAa. CaMble HU3KHE Ya-
CTOTbI B KAHAAAX OTAEASAMCD C IIOMOIIBIO PUABTPOB
IIOCTYTIAAM Ha HU3KOYaCTOTHBIN I'POMKOTOBOPHUTEAD.
ITosiBaenue cucremst Dolby Stereo mpuBeaa k cTaH-
Aaprusanuu kusorearpos (Dolby Stereo in Selected
theatres) AAS AOCTIDKeHHMS Ka4eCTBEHHOI 3BYKOIIepe-
AQUH aBTOPCKOM pOHOTPAMMBL

B 1992 ropy Dolby Laboratories mpeacrasiaa
HOBYIO CHCTeMy MHOTOKaHAABHOM ITepeAayH 3ByKa —
Dolby Digital B ¢prabme «Bosspamenue batmana»
(pexuccep T. Bepron). C To4KU 3peHNS BOCTIPHATHSL
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IPOCTPaHCTBEHHOTO 3ByKa cucrema Dolby Digital -
9TO OOABIIIO IIAT BIIEPEA IT0 CPABHEHHIO C ee IIPeA-
mecTBeHHuIed, cucremoir Dolby Stereo. ®pon-
TaAbHBIE KAHAABI CTAAM AO0COAIOTHO AMCKPETHBI,
bAaropaps 4eMy MOXKHO TOYHO AOKAAH30BATh 3BYK
«Ha 9KpaHe>. B ¢puapme «3Be3pHBIC BOMHBL: JIIH-
30a 1 — CxporTas yrposa» (pesxuccep Ax. Aykac)
c nomompio cucteMsl Dolby Digital-Surround EX
6.1. 6p1aa CO3AQHA IleAast KOHPUIYPALHs PeaAbHO-
CTH. JTa TEXHOAOTHSA IIPEAOCTABHAA CIIeI[HAAUCTAM
HOBBINI YPOBEHb TBOPYECKON CBOOOABI, (HABM
nprobpea HOBOe 3By4aHHe, OAAropapsi AOIIOAHU-
TEABHOMY KaHaAy 06beMHOrO 3ByKa. 3BYK ITOAyYa-
eT HCTHHHYIO 00BbeMHOCTb, A0DABUB TaKue HOBbIE
BIevaTAsomue 3¢ PeKTol, KakK, HATpUMep, CIieHbI C
360-rpapycHbIM TaHOpPaMUpPOBaHHeM 3ByKa [ 3, 237
248]. Pexxuccepbl TOAYIMAN BO3MOYXKHOCTD HCIIOAD-
30BaHMSI MOLIHOTO HabOpa MHCTPYMEHTOB TakoKe
6AAroAapsi MOSIBAGHHUIO KUHOTEATPOB C YAYYIIEHHON
CHCTeMOI 3ByKOBOTO IpeAcTaBAeHuUs. OnTuMu3arys
TBOPYECKOTO IMPOIIecca HOBBIMU TEXHOAOTHAMH I10-
3BOASIET 3ByKOPEXHUCCePY CIUTATD cebsi He MPOCTO
HHTEPIIPETaTOPOM, 2 KOMIIO3UTOPOM KHHO3BYKa.

Mcrnoap3ys npuembl, TeXHHYECKHe U aKyCTHIe-
CKMe CPEACTBA 3BYKOITHCH, 3ByKOPeXHCCep BBICTY-
IaeT B POAM COABTOPA HAM AQXKe MHTepIIpeTaTopa
HAEH peXHuccepa B XYAOXKECTBEHHOM TPAKTOBKE
obpasos kuHompoussepeHuil. OH opMupyeT Apa-
MaTyprudecku 060CHOBAHHbIE 3BYKOBbIE aKI€HTBI,
KOHTPAIIyHKTHI U300 paskeHNs], 3ByKOBOI ACHTMOTHS,
KOHCTPYHUpYeT 3ByKOBbIe MU3AHCIIeHbI, KOTOPbIe Ha-
CBII[eHbI IIPOCTPAHCTBOM, KOAOPHTOM M AUHAMUKOM
TPOMKOCTH, CO3AAeT 3BYKOBble KOHTPACTHl M Ha-
TIABIBBI, PAa3AMYHBIE BUABI AepOPMAIMH 3ByKOBOTO
MaTepHasa. KoHIjenus xyaoKecTBeHHOrO ¢prabMa
(ayAMOBU3YaAbHOTO MPOM3BEAEHUSL), 3aBICHUT OT pe-
IeHUH 3ByKOPeXXHCccepa: Ha KAKOM 3ByKOBOM IIAaHe
(6Au3KOM, AaABHEM, CpeAHEM, 061IeM) pa3MelieHbl
TOAOC, MY3bIKa MAH ITyMbI, HACKOABKO AAUHHOM 5IB-
ASIETCS I1ay3a, B KAKOM MOMEHT U B KaKOM IIOCAEAO-
BaTeAbHOCTH BBIXOAST Ha «aBAaHCIIEHY>» Pa3AUYHbIe
3A€MEHTBI NAPTUTYPhL. VIMEHHO OT 3TOro 3aBHCAT
3MOITMOHAABHO-COACPKATEAbHbIE AaKI[€HTBI PeXXIC-
cypsl duabma [ 1, 30].

ITopuepkyBast BaXKHOCTb M 3HAYUMOCTD AMHA-
MHYECKUX XapaKTePUCTHK 3Byka, A. ABOpPHHMYEHKO

IHIIeT: «3BYKOBas AUHAMUKA, 3ByKOBbIe KOHTpA-
CTbI, IOAOOHO KaK M CBETOTEHD B KMBOITHCH, MOXXET
CO3AaBaTh OOABIIOE IMOIIMOHAABHOE BO3AEHCTBYE,
BbI3BaTb OOpasHbIe U IPOCTPAHCTBEHHbIE ACCOLIU-
aru. 1TIupokast aMIIAUTYAQ 3BYYaHMsI, U3MEHEHIS
«HACTPOEHUI>» U «<CIIAAOB>, YTO CO3AaeT 3PPeKT
cTepeoOHUH, B3AUMOAEHCTBIE 3ByKOBBIX [IAQHOB,
AOOABASIIOT GUABMY IIPOCTPAHCTBEHHYIO MHOTOMep-
HOCTb> 2, 83 ]. [Ipu co3AQHIH 3BYKOBO# 9aCTH ayAH-
OBH3YaAbHOTO IIPOU3BEACHIUS PeaAU3yeTCst 6orarThlit
CIIEKTP XyAOXKeCTBEHHO-BBIPA3HUTEABHBIX CPEACTB U
BO3MOXXHOCTeHl COBpEMEeHHBIX TexHoAorui. Ilpu
3TOM CAEAYeT OTMETHUTD, YTO €TO ACHCTBHUS HEAb3S
CBOAUTD K KAKMM-TO KaHOHH3HPOBAHHBIM PpOpMY-
AaM HAHY JKeCTKUM IIPaBUAAM. B 3ByKo3pHTeAbHOM
06pa3HOCTH HAXOAMTCSI 9KBHBAACHT BUACHUS MUPa
M TBOPYECKOTO 3aMbICAQ, KOTOPBIA AOAXKEH COOT-
BETCTBOBaTh OOIen PEXMCCEPCKON KOHIEIIINU
npousBepeHrst. OTCIOAQA 1 MHOTOMEPHOCTDb GpOHO-
rpaduueCcKUX CTUAEH XYAOXKHUKOB-3BYKOPEXKHCCe-
POB, KOTOpbIe MOT'YT IIPUBA€Yb BHUMAHHE 3PUTEAS
0CO6BIM MHPOM 3BYKOB.

Co3zpaHMe KOHIJENITYaAbHOM MOAEAH 3ByKa PHAD-
Ma BAMSET Ha XapakTep 3ByKOBOI obpasHOCTH OY-
Ayiier ToAMPpOHMYECKON TKAaHU ayAHMOBU3yaAbHO-
ro IMPOM3BEACHMHS, IPEAOCTABASET AUHAMUYECKOe
€AMHCTBO MHOTOYHCAE€HHBIM 3BYKOBBIM 9A€MEHTAM.
CrpoeHue apXUTeKTOHHKU GHAbMA B 3HAUUTEABHOI
CTeIleHH OIIpeAeAsieT BO3MOXKHBIE IIOAXOADI U K 3BY-
KOBOI1 maauTpe. ITpu aTOM 3ByKOpeXuccep AOAKEeH
MBICAUTh He OTAEABHBIMH dAEMEHTAMU 3BYKOBOI
MapTUTYPhI (3ByKaMu), a IIEABIMH CTPYKTYPaMH, TAE
BCe HAXOAHMTCS B OIIPEACACHHOM IIPOCTPAHCTBEHHO-
BpeMeHHOM cooTHomeHuu [ 1, 31].

KoHmenius 3ByKOBOro pelreHus O3Ke BOIIAO-
II[AeTCSI B 3BYKOBYIO 9KCIIAMKAIIHIO, HAU IIAPTUTYPY,
4TO SIBASIETCSI HEOOXOAUMBIM AOKYMEHTOM AASI IIPO-
H3BOACTBA U OIIPEAEASIET BCIO IIOCAEAYIOIIYIO paboTy
Hap 3BYKOM. 3ByKOBO€ pellleHHue AOAXKHO OBITh TECHO
CBSI3aHO C APYTHMU KOMITOHEHTaMH IIPOU3BEACHUS,
IpeAyCMaTpUBaeT paboTy Hap 3BYKO3PUTEABHBIMU
obpasamu y>xe Ha CTaAM PabOTHI Hap CaMUM CIie-
HapueM. B mporiecce Takoit paboTs 06pasHoOe mpe-
CTaBAeHMe SIBASIETCSI B OIIPEAEACHHOM CTEeIIeHU AUIIb
abCTpaKTHBIM, @ Ha IPAKTHKE OHO AOAXHO OBITH pe-
AAM30BaHO, AOIIOAHEHO U CKOPPEKTUPOBAHO OTpa-
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JK€HHEM KOHKPETHOM CUTYalMU Ha Ch€MOYHOM IIAO-
IaAKe, B TOHAABHOM 3allMCH U IIepPe3allicy, a TakxKe
YIUTBIBATh XapaKTeP 3BYYaHH B KOHKPETHBIX aKyCTH-
9eCKUX H IICHXOAOTHYECKHX YCAOBHSAX. 3BYKOBas KOH-
LIeNIIUS MOXKET CyIeCTBEHHO U3MEHUTDHCS, HaITpUMep,
IIOA BAMSHMEM HallMCaHHOM KOMIIO3UTOPOM MY3BIKH.
TiateAbHBIF OTOOP 3ByKOBOM MHPOPMALIMH IIO3BOAS-
eT MICKAIOUHUTD BCe HEHY>KHOE, 3By4aTh AOAXKHO TOABKO
TO, YTO APAMATyPrHYecKH OIPABAAHHO, YTO 0boraIra-
eT copeprkanue npouspeaenns [ 1, 32].

HOBeMIIne

CoBpeMeHHass  3BYKOTEXHHKA,

KOMITPIOTEPHbIE ~ TEXHOAOTMU  IIPEAOCTABASIOT
PasHOCTOPOHHME BO3MOXKHOCTH B OpraHU3aIlMU U
TeXHHYeCKOM PUKCAIUH IPOCTPAHCTBEHHO-BPEMeH-
HBIX COOBITHIT 1 00€CIIeYMBAIOT MAKCHMAABHO TOY-
HOe BOCIIPOHM3BeAeHHe Ha 9KpaHe 3ByKO3PUTEAbHbIX
06pa3oB, KOTOpBIe BO3HUKAIOT B BOOOPAKEHUH CO3-
AaTeAsl Ha aTarie GOPMHUPOBAHMS KOHIIENITYaAbHOM
MOAEAH IIPOM3BEACHHA.

C TeueHHeM AeT CIIOCOODI HCIIOAb30BAHMUS 3BY-
Ka B KMHO IIpeTepIeAl 3HaYUTeAbHble H3MeHEeHHU .
VMeHHO 3ByKOBas HaIOAHEHHOCTb ¢pHAbMAa MOXKET
IIOMOYb OIIPEACAUTD BpeMsI CO3AaHMs KapTHHbL B
TedeHHUe TIepPBBIX TPeX AeCATHACTHUI UCTOPUU 3BY-
KOBOTO KHHO 3aIIMCH 3BYKOBBIX $OHOB ObIAM Oe3-
XKM3HEHHBIMH M ITO3TOMY 3aMeIJaAMCh My3BIKOM,
oHa pAoMmuHHpOBaAa. CeropHs e (GOHbBI U IIyMBbI
HAIIOAHEHbI «)KU3HbIO >, HIMEIOT PeaAbHbII TeMOp U
HECKOABKO BHIT€CHHAU MY3BIKY, XOTSI B COBpEMEeHHbBIX
¢rAPMAX HEKOTOPBIE CIIeHbI 03ByIMBAOTCS ITyMaMH,
HAAIOCTPHUPYIOTCS MY3bIKOM.

HMudopmanus o 3akapApoBOM IPOCTPAHCTBE U He-
IIOCPeACTBEHHO BOCTIPHHATAS MHPOPMAITHS CKAAADI-
BAeTCs B CO3HAHMU 3PUTEAS B [[EAOCTHYIO KAPTHHY,
C IOMOII[BIO AKYCTHIECKOTO $pOHA. 3aKaAPOBBIH 3BYK
HCIIOAB3YeTCsI, TAQBHBIM 00pa3oM, 4TOOBI IIepeAaTh
aTMocdepy MpoCTpaHCTBa pacckasa [3, 237-248].
AKTHBHOE 3aKappOBOe 3ByKOBOE IIPOCTPAHCTBO CTa-
BHT IlepeA 3pUTeAeM BOIPOC, 3a0CTPsis er0 BHUMA-
HIe Ha TOM, YTO IIPOUCXOAUT 32 KAAPOM - HA060poT
IIACCUBHOE IIPOCTPAHCTBO CO3AAET aTMOCdepy U 3a-
IIOAHSIET 3aKaAPOBYIO CPeAY.

OueHp NOIMYASIPHBIM B KMHO CTaA 9P PeKT 3BY-
JaHMs, KOTOPBI IIO3BOASIET HCTOYHUKY ABUTAThCS
B CBOOOAHOM HarpaBAeHHH. JeAoBeueckas IMaMSITh
YaCTO CO3AAET AMYHYIO KapTHHY COOBITHIL. 3ByK

06AapaeT CIIOCOOHOCTHIO BOCIIPOU3BOAUTD TEPPHU-
TOPHUIO KHHOIIOBECTBOBAHHSI, CO3AABasi KAPTUHKU B
CO3HAHUH 3PUTEAS], A U300paKeHUe [IPOBOLMPYeET
4eAOBEUeCKYIO TAMSTh Ha BOCIIPOU3BEACHUE 3BYKOB.
Harn cAyx onepupyeT 3ByKOBBIM CIIEKTPOM B P€aAb-
HOM BpeMeHH, a IIaMsITh II03BOASIET HECKOABKO Pa3
«IIPOKPYTHUTb> YCABIIIAHHOE C IIeABI0 HOAee AeTaADb-
HOTO PacIIO3HABaHMUS 3ByKOBOTrO 0bpasa.

Bo Bce BpeMeHa OCTaeTCs CyIjeCTBEHHOI IIPO-
bAeMa AraAora: M300pasKkeHMe U 3BYyK AOASKHBI ObITH
HACTOABKO OPTaHUYHO CBSI3aHBI C CYThHIO IIPOHCXO-
ASIIIIETO, YTOOBI y 3pUTEAS] He BOSHHKAO BOIIPOCa,
OTKYAQ 3By4YaT penAuKku. EcAu 3puTeAb BHAUT Ha
9KpaHe reposi, TO AOAKEH CABIIIATD BCE HIOAHCHI €T0
MHTOHAIMHU. Becbh 0OpasHbIil 3BYK CTPOTO CAeAyeT
3a UcTopuell pUAbMA, ET0 UHTPHUIOM U MOXKET OBITh
COBepIIeHHO HeOXKUAAHHBIM. C AMAAOTaMU HEAb3SI
paboTaTh, Kak CO 3BYKOBBIMH 3 PpeKTaMu, Hy>KHO CTa-
PaTbCst COXPAHUTD B HUX AMHAMUKY U Pa360pUHBOCTb.

ITorpyskast My3bIKY B 06'beM, OKPY>KaIOIIUFT 3pH-
TeAsl, MOXKHO YBEAHIUBATD ee POMKOCTD OeCKOHed-
HO, TaK KaK peub (ceMaHTUYecKas MHPOPMALIHs)
pasMelaeTcsi B IleHTpaAbHOM KaHaAae. CayxoBas
CHCTeMa 3pUTeAs CaMa HACTPAUBAETCsI HA BOCIIPHUSI-
THe IIOHATUINHOTO KOHTEHTA, a IepuePUIHbIN CAYX
BOCIIPMHMMAeT d9MOIIMOHAABHBIIA KOHTEHT My3bIKU. B
MOHO(OHUYECKHUI CHCTeMe C YBeAUYeHHeM peBep-
OepaliOHHOTO OT3BYKAa IIPOUCXOAUAO BAHMSHIE Ha
Pas3bopUMBOCTD peynr; B MHOTOKAHAABHBIX CHCTEMAX
BCe IIPOMCXOAUT IO-ApyroMy. EcAu yBeAYHTD rpoM-
KOCTb 3ByKa BO BCeX KQHAAAX, BKAIOYAsI I[eHTPAAb-
HBIH, 3ByKU OYAYT aBTOMATHYeCKHU [IPUTAYLIEHHbI B
CO3HAHHU 3PUTEAS], €CAH B IIeHTPAABHOM KaHaAe 60-
Aee BaXHas1 HHPOpMALUsL. DTOT AKTHBHBII IIPOLjece
AKYCTHIECKOTO COCPEAOTOUEHHUS CO3AAET UAAIO3HIO
TIOTPy>KeHUSI 3pUTEAS B CpeAy GHAbMA.

ITpu co3paHUM KMHO, OPKeCTPOBKA 3BYyKOB CTa-
HOBUTCS O4eHb BXHBIM y4acTKOM paboTst. HyxxHo
OBITH MAKCMAABHO OCTOPOXKHBIM CO 3BYKOBBIMH Ae-
TAASIMH, YTOODI «He YTOIIUTb> 3PUTEeAel B 3BYKaX, U,
BMeCTe C TeM, «He yTOIIUTb>» CAMH 3BYKOBBIE ACTAAU.
B cucreMax mpoCcTpaHCTBEHHOTO 3BYYaHUS MOXKHO
CO3AaBaTh OLIyIeHIe TAyOUHbI IIPOCTPAHCTBA pac-
CKa3a, paboTasi ¢ TAyOUHOI 3pPUTEABHOTO 32AQ, B Ta-
Kieé MOMEHTBI 0ObeMHbII 3BYK II03BOASIET TepOsIM
pUABMA «<ITyTeIIeCcTBOBATD IO 3aAY>.
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B ¢puabMax c MOHO3BYKOM He OBIAO HUKAKHX ITPO-
6AeM ¢ AOKAAU3AIIHel HCTOYHUKA 3BYKa AO TeX IO,
IIOKa OH ObIA TOKA3aH Ha dKpaHe. Tpapuriys paszme-
I[eHUsI TPOMKOTOBOPHTEAS 110 LIEHTPY C 9KPaHOM
copmupoBasach yxe pAaBHO. M ceropHs peus B
prabMax c 0OBEMHBIM 3BYKOM aAPeCyeTCsl OAU3KO
K IIEHTPY, AQXKe eCAM YeAOBEK, KOTOPbIM TOBOPHT,
HAXOAUTCS HECKOABKO B cTopoHe. CTepeo3Byk OT-
KPBIA B KHHO HOBbIE BO3MOXXHOCTHU AASl «3aKaApo-
BOTO> ACHCTBUSA. B coBpeMeHHOM KMHO 3allOAHEHHe
3aKaAPOBOIO IPOCTPAHCTBA Pa3AUYHBIMM 3ByKaMU
IIPEAIIOAATAeT OTCYTCTBUE IIOAAEPKKH BU3YaAbBHOTO
PS1AQ, IMEHHO 3aKaAPOBBIH 3ByK IOMOTaeT « COpUeH-
THUPOBATbCS B IPOCTPAHCTBe>» |3, 237-248].

®uABM C MOHO3BYKOM TPeOOBAA IIEPUOAMIECKO-
ro BOCIIPOU3BEAEHHUS KaApa OOIIero ImaaHa IOCAe
AKTUBHBIX II€pEeMEeIIeHHUI IepoeB 10 HEM3BECTHOM
MeCTHOCTH, YTOOBI IOATBEPAHUTH FeOrpaduIo pacio-
AOXKEHMS M TO3BOAUTD 3PUTEAI0 COPHEHTHPOBATHCS
B IPOCTPAHCTBe Kappa. B caydae co cTepeossykom,
BH3YaABHOM ITIOAAEPXKKOM MOXXHO IIOAHOCTBIO UAM
YaCTUYHO YCTYIIUTD, OH AAeT BCe HEOOXOANMOE AASI
IIPOCTPAHCTBEHHOMN opueHTanuu. CeropHs craso
BO3MO>XHO He TOABKO IIOKA3aTh MEPCIEeKTHUBY yAA-
AEHHOTO 3ByKa, HO U AATh Ye€TKO€e HallpaBACHHE ABH-
KeHHUsI 00peKTa, OIIPEAEAHB, TA€ OH HAXOAUTCSL.

CoBpemeHHbDIi 3ByK B KUHO B COCTOSHHH PaccKa-
3aTh MCTOPHIO, KOTOPasi BRIXOAUT 3a IIPEAEABI 9KPaHa.
O6DbeMHBII 3BYK YaCTO UCIIOAB3YeTCSI KHHEMATOrpa-
PrcTaMu AAS TIEPEXOAA U3 OAHOTO BPEMEHH B APYTOE,
YXOAQ B APYTYIO PEaABHOCTD HAM AASI TOTO, YTOOBI ITOA-
4epKHYTb 0CO00€ AIMOLIIOHAABHOE COCTOSIHIE T€POEB.

Ilepsrie cucTeMpl 3ByKOBOM IepeAAur He AaBa-
AV BO3MOXXHOCTH aBTOPaM TOYHO O3HUIJHOHUPOBATH
HCTOYHHUKH 3BYKOB IO CTOPOHAM, 32 CIIMHOM ¥ Ha
roaoBamu 3puTeAeit. TOABKO ¢ IPHIXOAOM 6OABIIOrO
3BYKa II0SBUAACh BO3MOXKHOCTD BBIXOAQ 9KPAaHHOIO
MPOCTPAHCTBa B 3puTeAbHbIi 3aA [3]. [locaepoBa-
TEAbHO KOMOMHUPYS pa3AHYHbIE TIAAHBI, PeXKHCCep
pacroAaraeT COBOKYITHOCTb BO3MOXKHBIX 3BYKO3-
PUTEABHBIX <«CABHTOB>» BHYTPH CaMHX IIAQHOB,

BPI3BAHHBIX  ITPOCTPAHCTBEHHO-AMHAMHNYE€CKHNMH

«KOH(AUKTAMU>»> MEXAY 3BYKOM M U300pasKkeHHEM.
HaaoxeHHe 3ByKOBOTO KOMIIOHEHTA Ha 3PUTEAbHBII
06pa3 ycHAMBAeT BBIPa3UTEABHOCTD I[€AOTO, OAHO-
BpeMEHHO BAHSIS Ha 3PUTEAS] AByMsI KAHAAAMU.

AOCTaTOYHO YaCTO LIYyMBI IPHOAMIKEHDI II0 BMe-
CTUMOCTH U CUMBOAHKE K CAOBECHBIM BbICKA3bIBa-
HHUSM. 3ByKOBOI MOHTa)X ITO3BOASIET COBMECTHUTD
BCXAUIIBIBAHUS U CMeX, TAHI|eBAABHYIO MY3BIKY U
PBIAQHHS, CO3AABAsl TEM CAaMbIM MHOXECTBO BBI-
pas3uTeAbHbIX 00pa3oB. [Ipu MOHTa)Ke pasAMYHbIX
3BYYaHHI BO3MOXKHBIE HAAOXKEHUS, YTO IIOMOraeT
He IIPOCTO $OPMAABHO CKPEIIUTD, HO U IT0 COAEPIKA-
HUIO CBSI3aThb pa3AndHbIe clieHbl. [1op aToi moaudo-
HHell CKPbIBAIOTCSI OTPOMHBIE APaMaTyprudeckue
BO3MOXXHOCTH KHHOHCKYCCTBA. 3aKOHOMEPHOCTH,
IPHUCYIHe My3bIKAABHOM TOAN( OHUH TUChMA, MO-
I'yT ObITP OTHECEHBI K KOMIIO3UIIMK (UABMA, TAE
Ka)XKAOe COOTHOIIEHHE dAeMEHTOB CyL]eCTBYeT B
ABYX H3MepEeHHUSX — TOPU3OHTAABHOM U BEPTUKAAD-
HOM (pa3BHUTHE BO BpeMEHH H OAHOBPEMEHHOCTD ).
K Tomy >xe n3sobpaskeHue 1 3ByK 06pasyior 0cobyro
MOAN(OHUIECKYIO CTPYKTYPY, A€ IAACTHIECKOe
HAYaAO CAMBAETCSI CO 3ByKOBBIM, CO3AABasI 3BYKO3-
PUTEABHYIO IepCIeKTUBY ¢puabMa. BusyaabHbIit
OIBIT BAMSIET U Ha OPMHUPOBAHME BOCIPUSTHUS:
OH YYHUT HAC yraAblBaTb TPU HU3MEPEHHUS B ABYX-
MepHOI1 KApTHHKe Ha 9KpaHe, COOTHOCS TPeXMep-
HYIO aKyCTHYECKYI0 <«KOIHIO» IPOCTPAHCTBA C
BHAMMBIM Ha 9KpaHe u3obpakenueM. Tak 6aaro-
Aapsi CIIOCOOHOCTH KOMITEHCHPOBATh OTCYTCTBHE
4yBCTBEHHO OINYTHUMOMN TAyOHHBI M300pakeHHUs
POXKAAETCS OIIyIieHHe ITPABAOIIOAOOHSI 9KPAHHOTO
mupa [3,237-248].

YMHOXXeHUe TIPUeMOB B3aUMOAENCTBUS 3ByKa
U U300pa’KeHUs] pacIIUpsieT PUTMUYHYIO U AHU-
HAMHYHYIO BBIPA3HUTEABHOCTb 9KPAHHON GOPMBI,
II09TOMY HEOOXOAUMO YAEASITh 0CO00€e BHUMAHUE
3BYKY B IleproA paboTsl Hap ¢puabMoM. Baammoc-
BSI3b AYAMOBM3YAaABHBIX (OPM OUYEBHAHA — 3BYK
popmupyer uzobpaxkeHne, Kak U B CBOI0 OUEPEAD,
n3o6paxxeHre pOpMUpPYeT 3BYK H PHCYeT 3ByKOBOE
IPOCTPAHCTBO.
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A matter of hearing — ear has always been gaining
aleading position in professional training of special
cadres in the system of musical-theoretical disci-
plines. In our time, in connection with happening
of big changes in social life of our society and due
to acquired great independence, Uzbekistan was in-
cluded into the world commonwealth, in the result
of which it has caused a formation of concept — a
new life. Adoption of Law about Education and
National program on training the cadres, has de-
fined actual matters requiring adoption of immedi-
ate decisions in the field of musical studies. One of
the important subjects in forming the modern musi-
cians is — ethnosolfegio, it forms musical knowledge,
skills and practical masteries, and on the basis of this,
it forms a creative person of musician possessing rich
and exactly developed musical ear ability.

Acquisition of independence of Uzbekistan has
opened a wide opportunities for deep learning an-
cient traditions and restoration of the deepest basis
of the national musical culture, that should serve
as a ground for our modern national arts. Tradi-
tional uzbek music, folklore and professional mu-
sic in oral traditions during XX-XXI centuries, has
become a special factor, forming national mind,
national idea in changing society. In the stages of

post-industrialization and globalization, uzbek clas-
sic music and traditional music culture with a new
form of function in social life, is becoming more
actual together with spiritual demands and so-
cial requirements. There is being developed a new
sound vocabulary of our time, so if we get wider a —
it plays an important role as a practical science in
formation of musical hearing (ear) ability of eth-
nosolfegio musician and generally musical audi-
ence in its great aesthetic level.

Efforts on creation of this ethnosolfegio type in
Uzbekistan have been noted since the early XX cen-
tury. It is known that, V. Uspensky has seriously en-
gaged with creation of solfegio on the basis of uzbek
material.

When addressing the historical documents of
musical culture of the XX century; it is necessary to
draw an attention to writings of two researcher-schol-
ars, ethnographers and pedagogues — V. Uspensky
and V. Belyaev. In 1920-1930 years, they had realized
an importance of training musical hearing ability of
Uzbek musicians on the basis of national inheritance
and had learned to play on Tanbur — national instru-
ment and continued on the same sphere. Writings of
such musician-scholars and pedagogues have an im-
portantmethodicsignificance in working out of styles,
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such as — melodic, tonal, rhythmic and timbre hear-
ing abilities, as well as intonation hearing ability in the
zone. It should be underlined that V. Uspensky was
not only theoretician, but also practitioner imple-
menting his scientific researches to educational pro-
cess. He taught theoretical sciences at musical school,
and had worked out courses, which could be named
as ethnosolfegio. His tutorial “Musical house” based
on uzbek note material is famous among others. In
addressing the writings of V. Uspensky and V. Bely-
aev, we may detect methodic pedagogic principles
and instructions being crucially actual in restoration
of national spiritual values possessing an important
practical significance now. Professor — Ilyos Akbarov
has mastered a complicated task, such as publishing
scientific heritage of V. Uspensky, memories of his
contemporaries and letters. V. Belyaev in his article
named “Way of labour and enthusiasm” especially
underlines significance of pedagogic activity of Us-
pensky, as follows: “Out of my several ideas, I may
say, that he had always been engaged with musical-
pedagogic activity, and spent most of his time with
training with students of Tashkent musical school
and national musical cadres. When he trained with
students of musical school, Viktor Aleksandrov-
ich has created several methodic tutorials. One of
them is — introduction into the range of theoretical
subjects of rhythmic dictations for Uzbeks. With this
course, Viktor Aleksandrovich could built a bridge
for uzbek children in order to pass from common
musical imaginations into classical (european) musi-
cal creative imaginations. This course is important in
training national uzbek musicians in the initial steps
of familiarization of them with theory of musical
art” [1, 89]. Actuality of aforesaid methodology of
Uspensky has not lost its significance in our modern
time, where we create ethnosolfegio courses directed
to development of musical ear of uzbek musicians on
the basis of national musical materials.
Familiarization with writings of V. Uspensky
and V. Belyaev, gives very interesting materials for
development of national musical ear of national mu-
sicians from methodic point of view. For instance,
Viktor Aleksandrovich in his letter written on Au-
gust 20, 1922, has given his interesting and perspec-
tive ideas about relation of sound and color, which

now provides syntes problem of musical art. He
writes: “Complication of research is in complexity
of physical-mathematic calculations of oscillation of
colored air parts, but it is not impossible matter...”.

In his letter written on July 29, 1929, Viktor Alek-
sandrovich has mentioned about his research includ-
ing his efforts on measuring tonalities in Bukhara
tanbur and measuring its sound range in cents as fol-
lows: “The First table given in millimeters is made
on your data. The second is made by me. Your mea-
surements are approximate (for example: the whole
length of string in yours is 975 mm, and total sum
of two halves is 972 mm). My calculations are based
on main tone of octave intervals in relation to (fa-
sol, fa-lya, fa-si-bemol, fa-do, fa-re, fa-mi and fa-fa),
calculations of relations among neighboring stages
are not inspected (sol-lya, lya-si, si-bemol-do, do-re,
re-mi, mi-fa)” [1,251].

In his letter written on August 2, 1929 Viktor
Aleksandrovich, has given his interesting opinions
about specification of tonal construction of tanbur
and its playing nature. He mentions his imagina-
tions about tanbur in his letters written to V. Belyaey,
these letters state a significance of his opinions about
working out of norms for development of musical
hearing (ear) ability and about the large opportuni-
ties of his musical instrument. He writes as follows:
“I would like to know how lowered notes are origi-
nate in tanbur”. Thus, Uspensky had tried to know
about intonation nature of tanbur, differing from
common 12 tonal system and to realize a tonation,
not tempered in uzbek traditional music.

Letters of V. Belyaev written to V. Uspensky, par-
ticularly, letters written on October 3, 1929 and No-
vember 9, 1929 deserve a special attention. There,
researcher-ethnographer states his opinions about
construction of sound range in uzbek national musi-
cal instruments and brings his tables, made on scien-
tific learning, measuring the instruments.

It is interesting that, Uspensky together with his
wide range of scientific opinions, reviews problems
for practical mastering of solfegio and development
ofintonation and rhythmic ear in uzbek musicians. In
his letter written on May 6, 1932, he writes: “now we
aim to write vocalizations for uzbek singers. It is very
complicated, but up to now I have not achieved any
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result. I am writing sound range of all materials from
the beginning, it is necessary but I am short of time”.
In hisletter written on May 7, 1932, V. Uspensky has
continued on the topic interesting for him: “It is re-
quired to exactly and sharply edit (mint) syncopes
performance of uzbek woman singers. Apploud-
ing slightly for 2 or S during performance whould
be very unforgettable. Listening could seem as easy
to you, and when good musicians read note paper for
S minutes and woman singer sings (to make solfe-
gio). You have many friends. If performance is in the
waltz temp, it could be performed faster” [1, 302].

Preliminary steps on origination and develop-
ment of ethnosolfegio course in Uzbekistan is di-
rectly related with names of Ilyos Akbarov and Ele-
na Romanovskaya. Textbook of E. Romanovskaya
named “Solfegio” [2] was published in 1940 in Tash-
kent. Later, from 70", this direction was endured
by I. H. Hamraev and E. M. Matsokins.

After Uzbekistan achieved independence, Uzbek
music became more interesting than before. For the
last 15 years — N. F. Rajabova, O. Ibrohimov, R. Yu-
nusov and S. K. Matyakubovs have conducted their
activity in the same direction.
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LUK1aX YKpanHCKOro komnoautopa Bukropa Crenypko

AHHOTaIH’Iﬂ: Ilo CTMOAEPHHCTCKOE KOMIIO3UTOPCKOE TBOPUECTBO ITPEACTABACHO IIHPOKUM CIIEK-

TPOM ITUTAT M AAAIO3MI KaK IIPHEMOB «ABOMHOTO KOAMPOBAHM>»>. DTH IIPHeMbl pAaCCMOTPEHBI Ha

OCHOBe aHaAM3a popTenHaHHbIX HUKAOB Bukropa Cremypxko.
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Mcnoap3oBaHue KOAOB, IIPOIIECCOB KOAUPOBa-
HHS U <ABOMHOIO KOAMPOBAHHS>»> B MY3bIKAABHOM
HCKYCCTBE YaCTO SBASIIOTCS B3aMMOAEHCTBYIOIIH-
MM, B3aMMOAOIIOAHSIOIUMH, B3aHMO3aBHUCHMBIMU
CeMUOTHYECKHMH CHCTEMAaMU B CO3AQHUH 00IIiero
XYAOXXeCTBeHHO-06pasHoro nporiecca. Hasaro kom-
IO3UTOPCKOTO ITyTH, KaK Y KAQCCHKOB, TaK M y ITOCT-
MOAEPHHUCTOB, JaCTO CBSI3aHO C 3aMMCTBOBAaHHEM
MY 3bIKAABHBIX KOAOB B Ha3BaHUIX, )KaHPAX, IpHeMax
nuchbMa OoAee M3BECTHBIX MACTEPOB HCTOPUH H CO-
BpeMeHHOCTH. Hanpumep, ykpauHCKuit KOMIIO3UTOP
Buxrop Cremypko HamnrcaA HeCKOABKO GpOpPTeIHaH-
HbIX MUHHATIOP C yKa3aHHEM ITOCBSIIeH I KOMITO3HU-
topam — M. Cxopuxky, C. IIpoxodsesy, A. [Ilocraxo-
BUYY — ¥ HEYKa3aHHBIMU ITUTATAMH 1 AAAIO3MSMU Ha
UX Ipou3BeAeHHs. Takas cuTyanms co3paeTcs Io-
TOMY, 4TO BOCIIPHATHE My3bIKU OIIMPAETCS He TOABKO
Ha MY3bIKAaAbHBINM OIIBIT CAyIIATEACH, HO M 3aBUCHT
OT UX 3CTETHYECKOTO M OOIIeKYABTYPHOTO YPOBHSL
S13bIK My3BIKAABHOTO HCKYCCTBA SIBASIETCSI a0CTPAKT-
HBIM U TIO9TOMY CAYIIATE@AH JaCTO CKAOHSIOTCS K
IIPEAMETHO-COAEP)KATEeAPHOMY, >KHUBOIIMCHOMY H
HAEMHO-KOHKPeTHOMY ero TOAKOBaHHI0. Bcrmomora-
TEABHOM B 9TOM €CTb, B YaCTHOCTH, IIPOTPAaMMHOCTb,
KOTOpast ObIBaeT yKasaHAa B HA3BAHUH HAU XKAHpe
NPOU3BEAEHHUS M CTAHOBUTCS AOIIOAHMTEAbHOM HH-
¢opmarueit k ero pekopuposanuio. Y B. Cremypxo
eCTb IIUKA pOPTENHAHHBIX MUHHATIOP II0A Ha3BaHU-
eM «Aaaro3un>, nocssamenHbii C. ITpoko¢nesy ¢
HeIoCPeACTBEeHHbIM HaMEKOM Ha ero TBOPYeCTBO.
Camo HasBaHHe IIMKAA BBI3BIBAET Y UCIIOAHUTEACH

CTpeMAeHHe OTBICKATh COOTBETCTBYIOIIKE aCCOIIHa-
ru ¢ mpousBepeHmsaME C. [Ipokonesa, uTo copma-
AQeT C TIePBbIM 3TAIIOM ITpoljecca kopuposanus. ITo
CAOBaM YKPAHHCKOTO KOMIIO3UTOPA, ITOT LIUKA ObIA
HAIHCaH B HeCKOAbKO rpuemoB. IlepBas nbeca riuk-
Aa — «CapkacTryeckoe » — MOSIBUAACH elIje BO BpeMs
y4e6bl KOMIIO3UTOPA B KoHCcepBaropuu (1973-1974
roa). Ioaxe (B Hadare 90-X TOAOB), KOMIIOZUTOP
AOTIMCAA TIOCAEAHHE ITbeChl 3TOTO MY3bIKAABHOTO
cbopuuka: «bor ckudos», «OparmkeBslil pai>,
«Mapm-rporeck>, «Koaeco popryssi». Bee npe-
CBI IIMKAQ UMEIOT IIPOTPaMMHbIe 3aTOAOBKH U II03TO-
My cpasy, He puberas K IOCACAYIOIeMY A€TaAbHO-
MY aHAAHU3Y IIbeC, AEAAUPYIOT K Pa3BUTOMY OIIBITY
BOCNpuUATHA IpousBeaeHui [ Ipokodnesa ncrnornu-
TEASMH, CAYIIATEeASIMU, My3bIKa AbHbIMU KPUTHKAMU.

Y>xe HaUMHAS OT HA3BAHUS [TePBON MUHHATIOPbI —
«Capkacruyeckoe>, BOSHHKAeT CMbICAOBAs IapaA-
Aeab ¢ HasBaHueM nukaa C. IIpoxodrena «Capkas-
Mbl» (1912-1914), op. 17 u3 matu mpec, KOTOPBLIL
MMeA IlepBOHavYaAbHOe HazBaHue « CapkacTuyeckue
IIbeChI>, HO IO COBETaM ApY3el KOMIIO3UTOP 3aMe-
HuA HazpaHue. Kak y Ilpoxodresa, Tak u y Cremyp-
KO, ICHXOAOTMYeCKIe MUHUATIOPbI He 00'beAUHEHBI
€AMHBIM 3aMBICAOM, HX IIPOTPAMMHOCTD CyO'beKTHUB-
HO 3aKOAMPOBAHA, XOTs B KAXKAOM CAy4Yae B My3bIKe
Cremypko accoIMaIiy CAyIIaTeAel HarpaBAEHbBI
HasBaHUeM IpousBeAeHHs. boAble Bcero ux oope-
AUHSIET IPHHIIMII AAAIO3HH, HEITOCPEACTBEHHOTO Ha-
MeKa Ha CpPeACTBA My3bIKAAbHOM BbIPa3UTEAbHOCTH
xommo3uTropoB XX Beka. B rexcrax C. IIpoxodnena
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OTCYTCTBYIOT Ha3BaHMs CapKa3MOB, HO OHM UMEIOT
peMapKH, B KOTOPBIX O4epUeHO COAEPKaHKe IIPOU3-
BepeHuil. [1oaTomy, HazBanma «CapkacTudeckoe>,
«Capxkasmbr», «CapkacTudeckue mpecbl>» Kak 'y C.
ITpoxodresa, Tak u y B. Ctemypxo, MoryT BrICTpO-
UTh ACCOLMATHBHBIA PSA Y PAAOBOTO CAyIIATEAS
TOABKO B PYCA€ OAHOTO M3 BUAOB CaTUPHYECKOIO
SI3BUTEAPHOTO Pa300AaueHUsT OIPEAEACHHOM AeTi-
CTBUTEAbHOCTH.

A BOT Apyrue Ha3BaHMS LJMKAA OTMedeHbl 60-
Aee CAOXHBIMHM ACCOIIMATUBHBIMHM CBSA3SIMH AAS
Pa3AMYHBIX KaT€rOPUM YYaCTHUKOB MY3bIKAaAbBHOM
koMMyHuKanuu. Ha mepsom MecTe mo-acTeTuyecku
3¢ PeKTUBHBIM aCCOITHAIISIM HAXOAUTCS « Opamke-
BBIN paii>». Y poAuTeAel YIeHUKOB MY3bIKaAbHOM
IIKOABI MUHHATIOPA ACCOLIUUPYETCSI C COOBITHAMU
YKpPauHCKOM opamxkeBon pesoaronuu 2004 ropa
(x0Ts mbeca 6pIAa HaMMCaHA TOPA3AO PAHbIIE), TO
€CTb BOCIIPHATHE IPOU3BEACHHS CAYIIATEASIMHU TaK
MAU MHa4de UCIOAb3YeT TOT KyAbTYPHO-UCTOpHYe-
CKHUI KOHTEKCT, KOTOPbII UM OADKaHIINil 1 60Aee
uspecteH. Ho «OpamxeBbit paii»> AAS KOMIIO3H-
topa B. Crenypxo u npodeccroHaAbHBIX My3bIKaH-
TOB-MCIIOAHUTEAEH, ¥ IIOATOTOBACHHBIX CAYIIATEACH,
HAChIIeH My3bIkaAbHbIME TeMamu orepsl C. Ilpo-
KodppeBa «AI0OOBb K TpeM alleAbCHHAM>» U COOT-
BETCTBYIOIUMU OOpasaMi OAHOMMEHHON CKa3KH
K. Tormmm. Tak, ABONCTBEHHOCTb KOAMPOBAHUS U
AEKOAMPOBAHUS AASL OTOM I'PYIIIbI HCIIOAHUTEAEH U
cAymateAeil 3¢ $peKTUBHO peaAbHO UCIIOAB3YeT IIpe-
ABIAYIHIE My3bIKAAbHBIE BIIEYaTACHHS U OTIPEACACH-
Hble MYy3bIKAAbHbIE <KOABI-IKOPSI>»> M3 APYTHX BUAOB
HCKYCCTBa.

Eme opna mpeca rukaa — «bor ckudos>» — o1-
ChIAQET CAYXOBOE IIPEACTaBACHHE B 1JapCTBO CKU(OB,
CKUPCKHUX O0XKECTB, OAULIETBOPSIBLINX IPUPOAHbIE
CTHXMHU U KOCMHUYeCKHe sBAeHus. Bpemennoe pac-
CTOSIHHE KOMIIO3UTOP IMOAYEPKUBAET IOAUPETUCTPO-
BOCTBIO KaK OAHMM U3 BAPUAHTOB ITOCTMOAEPHHCT-
CKOTO «II0AM> B My3bike XX Beka. KoHTpacT Mexay
BBICOKUM 1 HU3KUM PETrMCTPaMU IPEAOCTABASIET CAY-
IIIATEAIO YAUBHTEABHOE OIIyIeHHe, 6YATO IepeA HUM
BO3HMKAIOT CHMBOABI AHS M HOYH, CBETA U ThMBI, CHA
u nmpobyxaerus. B. Cremypko yAauHO IpHMeHseT
U OAHOBPEMEHHO COITOCTaBASIeT aKKOPADI, XapaKTe-
pu3yroLire BOUHCTBEHHYIO IIPUPOAY CKU(OB 1 6ora

BOFHBI CKHPOB Apeca. DPPeKT «ImoAn> obecredn-
BaeTCs U NpeXAeBPeMeHHBIM ITOKa30M KaXKAOTO U3
IIAACTOB OTAeAbHO. IlepBbie ABa aKKOpAQA TIbeCHI CO-
CTaBASIOT Qppasy, UTO SABASETCS OCHOBOM BCEro Ipo-
U3BEAEHISI 1 CBOeobpasHbiM koaoM Bora ckudos.

«bor ckudos» xommosuropa B. Cremypko BbI-
3BIBAET Y y4EHHKA aCCOLMALUK CO COOPHBIMU 00-
pasamu: si3prdeckux 6oros, 6ora CoaHna cku¢os,
BOeHHbIMHU o6paszamu, ApecoM (60r BOHHDL) U Ap.
ITpodeccroHaAbHBIM >ke My3bIKaHTaM XOPOIIO U3-
BecTHa « Ckudckasi crouta>» 1 Boobuje TeMa CKudpoB
B My3bike C. IIpoxo¢neBa, koTopas mpeacTaBaeHa
9HepPTUYHBIMHI PUTMAMH APEBHUX 0OPSIAOB.

Aast MuaMaTIOp «Mapm-rporeck» u «Koaeco
$opTyHBI> XapaKTepHBI ITOBbIIIEHHAs] POAb AeTa-
Aeil B MEAOAMKE ¥ TAPMOHUH, AAKOHU3M U apopH-
CTUYHOCTD BHIPAXKEHHIH: 3A€Ch <IIPHHITHII AAAIO3HH
OKAa3bIBAeTCs B TOHYAMIIUX CTUAMCTUYECKHX acCo-
IIMAIMSIX ¥ HEBBITOAHEHHbIX O0eIaHIIX Ha IPaHU
nuTaTe > (4, 147].

3aro B mmkae «AeTckas My3bKa» IIpoxo-
¢peBa rpyrma 0o6pasoB U My3BIKAABHBIX CIIEH AO-
CTaTOYHO TIPOCTa AASl BOCIIPUATHUS AETBMH: 3TO
aKBapeAbHblE IeN3aKHble 3apHCOBKH («YTpo>,
«Beuep», «/AOXAb ¥ papyras ), CLIeHbI ACTCKHX HI'D
(«Mapm» , «I[1aTHaMKK> ), TaHI[eBaAbHbIE MbeCHI
(«Baabc», «TapaHTeAara» ), TOHKHE TICUXOAOTH-
YecKre MUHHATIOPHI ¢ nepexusannamu («Ckasou-
ka», «[lokasuue» ). Vx BocipusaTue He Tpebyer
CAHMIIIKOM CAOXHBIX accoranuit. Takum obpasom,
Aaxe u3 HazpaHui muHuatiop C. ITpoxonena u B.
Cremypxo BUAUM, YTO TBOPYECKHE IPEATIOYTEHHS U
aApecaThl My3bIKH KOMIIO3UTOpOB pasHbie. [uka C.
ITpoxodnesa HamucaH aAs aeTeit, a B. Cremypxo —
AASL CTApIIMX YYEHHKOB UAM CTYAeHTOB. Kpome Toro,
AAs TBopdeckod ¢panTasuu B. Cremypko 1fuTaTHRIM
CTHMYAOM OOABIIIe CTAAU 3CTETHYECKHU HACBIIIeHHbIE
o6passi oneprr C. ITpokodreBa «Ar060Bb K TpeM
areAbCHHAM>» U APYTHX IIPOU3BeACHHI Pa3HBIX XKaH-
POB, eAPO HAITOAHEHHBIX MUMIIPOBU3AIIMOHHOCTDIO
My3BIKAABHOTO MBIIIAEHHS 1 XyAOXKeCTBEHHO-00pas-
HOI CAOXKHOCTBIO. AAAIO3HH CTEITyPKOBCKOTO ITHK-
AQ TIPOTSHYAMCH K BepIIMHAM TBOPYECKON MaHephl
C. IlpoxodreBa ¢ ee Aep3KOil BHIPa3UTEABHOCTBHIO,
CME@AOCTBIO PACKOAMPOBAHHUS OCTPBIX ITOAEMHUYE-
CKUX 00pa3oB A0 CapKa3Ma U IIOCTMOAEPHHUCTCKOTO
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HepeurprIBaHus. 3AeCh <« ABOMICTBEHHOCTb KOAUPO-
BaHHUSA> COIMPOBOXAACTCS IMPOIIECCOM COTIOCTaBAe-
HIS 1 IIepeceyeHus My3bIKaAbHbIX MUPOB KOMIIO3H-
TOPOB Ha OCHOBE «COYETaHHEe PA3AUYHBIX KOAOB>
(P. Bapr).

TTpHHITUIT AAAIO3UH TAKOKe XapaKTepeH AAS APY-
roro 1ukaa munuariop B. Cremypko «Ilaprura>
(1983 rop), KOTOPBIA SBASETCS HOCBSANMEHUEM KOH-
cepBaTOpcKOM yuuTeAro Mupocaasy Cxopuky. Y
camoro M. CkopHKa B aKTHBe CeMb «IIAPTUT>»> AAS
Pa3AMYHBIX HCIIOAHUTEABCKUX cOCcTaBoB. [1o caoBam
CremypKo, XyA0OXKeCTBEHHO-00Pa3HbIi MHP 1 KOM-
MO3UIJMOHHOE ITOCTPOEHHE er0 aBTOPCKOTO ITHKAQ
6au3ku k poprenuannoit maprure M. Cxopuka. B
CBOIO OYepeAb, aAAIO3UMHOCTD Iukaa Ckopuka B
TOHYAHIINX HaMeKaX, 6e3 MPSMBIX [JUTHPOBAHUI
yKaspIBaeT Ha OOPa3HYIO U KYABTYpPHO-MHTOHAIIU-
OHHYIO IPUPOAY «AeTckoit myapiku>» Cepres I1po-
xodnepa. Ho y>xe no Haspanusam rukaa B. Cremmypko
(«Hepomeroe>, «TpeBoxxubie HabaTbI»>, «Ilevasn
aymn>, «Hapexxpa», «HebecHsie AaAI/I») MOXXeM
YBUAETD PasHMI[Yy MEXAY YIIOMSIHYTHIMHU IIUKAAMH,
He Kacasch AeTAAbHOTO MHTOHAIIMOHHO-TApMOHH-
4eCcKOro aHaAu3a ero Mysbiku. ObpaieHue K map-
TUTE KaK >KaHPY CTAapMHHOM MY3BIKU B MCKyCCTBe
6apOKKO M PaHHEro KAACCHIIM3MA AASL YKPAHHCKUX
KOMIIO3UTOPOB CTAaHOBUTCS 4eM-TO BPOAE BOCIIPO-
U3BEACHMS APYTOH 3TIOXH C ee KOAAMH->KaHPaMH.

Y Crenypxo epuHas TeMa AASL BApHAIHI OTCYT-
CTBYeT, HO eCTh OOIIHIT XapaKTep LIUKAA — CKOPOHBIe
Pa3MBILIAeHNSI, TAYyOOKIe U CUAbHBIE ITepeXXUBAHMS,
koTopbix HeT B nukae M. Cxopuka. OTkpbiBaeT
$opTrenuanHbi 1uKkA «IlapTuTa>» mpeca «Hepo-
neroe>, KOTOpas MMeeT UMIIPOBU3ALMOHHYIO IIPHU-
POAY, XOTsL CTPOTO BBITUCAHHYIO B HOTHOM TEKCTe.
Meaoaust HaUMHAETCS C HUCXOASIIEH MHTOHAITHH
pocbObl, KOTOpasi IIOCTENIEHHO IIOADMpaeTcs K
BepIIMHe, IPEOAOAEBAs MPEIATCTBHA U OTBOEBHI-
Basi HOBbIe IPOCTPAHCTBA. AOCTUTHYB aroresl, Me-
AOAMS TIOBTOPSIETCSI HA OKTABY BbIIIIE, YTBEPXKAASICH
Ha AOCTUI'HYTHIX KOMIIO3UIIMOHHBIX no3unusax. CBo-
60Aa MMIIPOBUBAIIMU 3AeCh CBSI3aHA C TEMATH3MOM
U CKBO3HBIM CIOKeTHBIM pa3ButueM. Kommnosurop
Ha3bIBaeT ITbeCy «HEAOTIeTOe>, TaK KaK OCTaBASeT
ee He3aKOHYEHHOM C OAECTSIIUM ITePEeXOAOM B AHe3-
Hyto TonaabHocTb (Des dur — E dur) u purmudassmv

wepepoBanueM (2/4 u 3/4), cospaBast adpPexT 1mo-
CTENIeHHOTO MCYe3HOBEHM .

O6passl cAepyIoIIeil MUHUATIOPHI [UKAA — « Tpe-
BO>KHbIE HA0AThI>»> — AAAIO3UITHO HAIIOMUHAIOT O TPa-
AHMIIUSX KOAOKOABHOCTHU B OPraHHOM My3bIKe, KOTO-
pble SIBASIIOTCS SPKUM TeMOPOBO-KOAOPUCTUYECKUAM
CPEACTBOM B HAPOAHOM MY3bIKAAbBHOM HCKYCCTBE C
HMHTOHAIMAMU npu3biBa. «Habar>» B coyeranue ¢
IPHUAATaTeAbHbIM «<TPEBOXKHBIM> IePeAAeT CHIHAA
06 yrpose, omacHoctu. Bor Tak y B. Cremypxko Ha-
6aT BBIIIOAHSIET APAMATYPIHYeCKYI0 GYHKIIUIO, KOTAQ
AKKOPAOBbBIE HAaKOTIA@HHS YCHAUBAIOT 3P PEKT HaIpsi-
JKEHUs, 2 UMUTAIIMOHHOE PaKTyPHO-TeMaTHYecKoe
Pa3BUTHE KOAOKOABHOM MI'PBI C TePeKAMYKAMH B pas-
HBIX PETHCTPAX CO3AAIOT IMOIIMOHAABHO-00pa3HbIit
PsIA BOAHEHUS, OTYASIHHS U OeCIIOKOMCTBA.

Caepyromas MmuHuariopa «Ileqaap Aymm> sBas-
eTCsl KOHTPACTHOM mpeAbIpAyIneit. OHa MeAUTaTHB-
Hasl, ee MEAOAUYECKHe KOHTYPBI 3By4aT Kak 6ecKo-
HeuHble AeHTOBHAHBIe AUHUU. 1o xaaccudukanuum
A. KupHapckoi — 9T0 KOMMYHUKATUBHBIN apXeTHII
MOHOAOIHYECKOro obmeHus B cTuae solo, koraa
Ayllla TOBOPHUT caMa C co00i1, MAU B MOAUTBe — ¢ bo-
’KeCTBOM. MOTOPHO-IAACTHYECKHE ACCOIMAIMHU ap-
XeTHIIA « MEAMTALUN > TATOTEIOT K HeyCTOMYUBOCTH,
MasTHUKOO6pasHOMY ABuKeHwmio [ 1, 82].

YeTBepTas mpeca nukaa — «Hapexpa>» — xak
OyATO codeTaeT HAOATHOCTD BTOPOI MUHHATIOPHI U
MEAOAUYHOCTD TPeTheH, CTAHOBSCh KYAbMUHALMEN
Bcero nukAa «Ilaprura>. Hakoner mocaeaHsis Mu-
HuaTiopa «HebecHble AaAM> SBASIETCS SIIHAOTOM,
KOTOPbIM CHHTE3MPyeT MHTOHAIJMOHHO-TApMOHH-
4eCKHil U 00pPa3HO-IMOLIMOHAABHBIN IAACTSL. [10a-
TOMY, IIOYTHU BeChb Oe3ruTaTHbIi TeKCT B. Cremypko
HACBIIIeH AAAIO3MAMM Ha IIPEABIAYIHE My3bIKaAb-
Hble TPAAULIMK C KopaMH-06pasamu (medasn, Tpe-
BOXXHBIX Ha0ATOB, OKMAQHUA-HAAEKADL), KOAAMU-
MHTOHAIMAMY (MeAMTAIUH, IPU3bIBA, IPOCHOBL),
KOTOpbIe 06PasyIOT My3bIKAABHYIO SI3BIKOBYIO UI'PY
(K. Auorap).

Aoruka mmporiecca «ABOMHOTO KOAUPOBaHMS > B
MY3bIKAABHOM HCKYCCTBE IIO CBOEH IMPUPOAE SBAS-
eTCs KOMIIAEKCHOM, HHTOHAITMOHHO-COAEPYKaTeAb-
HOJ1 U CBSI3aHHA C IOCAEAOBATEABHOI ITepepaboTKOI
MY3bIKaAbHBIX BriedaTaeHuH. IIpoucxopur aTo mo-
CPeACTBOM BKAIOYEHHS SMOLIMOHAABHOI, 00pa3HO1,
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ACCOLMATUBHOM ITaMATH, YCTAHOBACHUEM CBs3el
MEXAY MY3BIKOM, ee KYAbTYPHO-HCTOPHYECKHM
KOHTEKCTOM M MHAMBHUAYAABHO-TICHXOAOTHYECKHAM

OIIBITOM KOMIIO3UTOPA, CAYIIATeAs], HCTIOAHUTEAS],
4TO MBI U IPOCACAMAH Ha IIpHMepe GOPTeIHaHHbIX
mikaoB B. Cremypxo.
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Abstract: The Uzbek classical music forms: Bukhara Shashmaqom; Six and half maqoms and
Dutar maqoms Khoresm; Tashkent-Fergana maqom TUNES and two forms innovation were gener-
ated in Dushanbe and Tashkent: Tajik Shashmaqom and Uzbek Shashmaqom. This becomes pos-
sible to study the bases maqomat in this context after decoding “tanbur notations” created in the
last fourth 19-e centuries and coaepsxa writing the full volume aauthbIx Poles and halfs maqoms,
examples more democratic Dutar maqoms Khoresm, and so named “critical text” Bukhara Shash-

maqgom published in Berlin in music notation Ari Babakhanov.
Keywords: maqomat, classical music, Shashmaqom, tanbur notation, critical text, rhythm, in-

struments, theory, daromad, sarakhbor.

The term “maqomat” in the meaning of a liv-
ing genre system of classical music of the region
came into use in the late 20™ century. It was first
suggested as a scientific term for this meaning of
the genre system in our monograph “Maqomat”
published in the Uzbek language [1]. The follow-
ing five genre varieties of the maqomat historically
established in Central Asia are considered there:
the Bukhara Shashmaqom; Six and a half maqoms
and Dutar maqoms of Khoresm; Tashkent-Fergana
maqom melodies and two innovation forms origi-
nated in Dushanbe and Tashkent: the Tajik Shash-
maqom and the Uzbek Shashmaqom. It became
possible to study the basics of the maqomat in this

context after deciphering of the “tanbur notation”
created in the last quarter of the 19" century and
containing the records of the complete corpus of the
elite Six and a half maqoms, examples of the more
democratic Dutar maqoms of Khoresm [2], and of
the so-called “critical text” of the Bukhara Shash-
maqom published in Berlin in the musical notation
by Ari Babakhanov [3].

The word “maqomat” as a common expression,
not as a scientific notion with its certain bounds,
was also sporadically used before. As is known, the
term “maqom” in the meaning of a modus (mode -
parda) came into scientific use after the adoption
of a universal modal system “ilmi advar” — “a theory
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of circles”. It implies the universal (supradialectal)
and systematic (i.e. having a certain scientific ba-
sis) modal and rhythmic circles (modi): magoms
(parda) and usuls. As we know, a theoretical basis
of the “doctrine of circles” was developed by Safi-
uddin Urmavi (1216-1292). It reached its fullest
scientific and practical heyday in the works by Ab-
dulkadyr Maraghi (1354-1435) who spent the sec-
ond half of his life in Samarkand and Herat. As the
great Uzbek enlightener Abdurauf Fitrat (1887~
1938) had put it, this period was “the golden age”
of the classical poetry and music of the East, in-
cluding Central Asia.

After the break-up of the Temurids Empire in the
early 16" century, in Central Asia, Iran and Mongo-
lian India, this universal “theory of circles” began to
further develop as individual branches of classical
music styles. We can note such evidence of this lo-
calization process as certain weakening and sort of
fading into the background of the theoretical basis
and strengthening of practical, dialectal features in
the musical language such as mode, rhythm, com-
positional peculiarities as well as performing styles,
instruments and so on.

In this connection, not such prominent figures
as Safiuddin Urmavi and Abdulkadyr Maraghi are
moved to the forefront but a figure of the Master who
regards the canons of music not as an abstract theory
but as components of an established tradition. In his
time, Abdulkadyr Maraghi was called “sokhibi avor”,
i.e. “the lord of circles”. In his poem “Seven Planets”,
Alisher Navoi (1441-1501) described the image of
the great musician, theorist and virtuoso as follows:

In the science of circles and in the art of music,

All are my pupils and followers.

Here, “the science of circles” implies theory
and “the art of music” signifies practice. And in the
18" century dictionary “Giyasu=I=lugat’, the word
“ustod”“master” is interpreted as follows: “ustod” is
derived from the Old Persian word “ustavad” which
means “base”, “book”. And this book is not written
but it is “living”. So, the “Master” is a holder of the
tradition, “a living book” It is just in such an oral
form that the classic music traditions came down to
our observable living memory. And today it func-
tions as an unshakable tradition bearing century-old

streams of musical science and practice in their in-
separable unity.

Bukhara, being a successor to “the golden age”
of musical traditions of Samarkand and Herat, be-
comes one of the main generators of ideas of the
epoch of the “theory of circles” in the new histori-
co-social conditions. Figures of two remarkable
Ustods — scholars, musicians, masters, Nadjimiddin
Kavkabi (died in 1533) and Darvish Ali Changhi
(second half of the 16"~ early 17* cc.) entered the
historical arena. Kavkabi studied in Herat and was
under the direct influence of Abdurrahman Djami
(1414-1492). An ancestor of Darvish Alj, his grand-
father Abdulla Marvarid, was a well-known musician
of the circle of Navoi and Djami in Herat. So, the
roots of continual links between the musical tradi-
tions of Samarkand, Herat and Bukhara are evident.
In this stream of continual links between the great
traditions appeared new forms of Central Asian clas-
sical music that came down to us as an integral sys-
tem of the maqomat. And the Bukhara Shashmaqom
has naturally become its backbone.

In the tideway of oral tradition, it is difficult, prac-
tically impossible, to determine the lower boundary
of the origin of Shashmaqom as a musical phenom-
enon. However, it becomes evident that, in essence,
this is the same rational musical idea as «the theory
of circles>. This is the creation of some great mu-
sical theorist like Safiuddin Urmavi or Abdulkadyr
Maraghi. In all likelihood, this person was Nadjimid-
din Kavkabi who stood at the junction of the Herat
style of universalism and the Bukhara school of tra-
ditionalism. In his time, Darvish Ali compared the
role of Kavkabi in Bukhara with that of Maraghi in
Herat. The same idea runs like a red thread through
all the sources written by pupils and followers of Ka-
vkabi and Darvish Ali in the 19 century in Bukhara.
Later, A. A. Semyonov (1878-1957) tried to raise
the question of the internal logical links between
Shashmaqom and a similar many-part composition
by Kavkabi. However, his idea was misrepresented
and the scholar himself was accused of “immaturity”
of his “materialistic consciousness” But let us put
aside this quasiscientific debate and go back to facts.

The first written sources immediately related
to Shashmaqom are musical treatises and bayazes
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(poetic anthologies) created in the 19" century in
Bukhara. We have available seven manuscripts of this
kind that are stored in the stocks of the Institute of
Oriental Studies under the Academy of Sciences of
Uzbekistan (IVAN Uz.). The manuscript of an un-
known author dated 1847 which combines the func-
tions of a treatise and a poetic anthology is the earliest
of them. In the beginning we need to single out two
points from the content of these primary materials.

First is a definition of the general status of Shash-
magom as it was understood by its bearers. In this
respect it is noteworthy that at the very beginning of
some of the manuscripts the following phrase writ-
ten in red ink stands out as a title: “This is the Musical
Shashmaqom inherited from the most serene and vener-
able masters of the previous generations/ Shashmaqomu
Mycukuii a3 ycmodonu mymakadoum 8a a3u3oHu
mykappam mandacm, un acm’. Please note that the
phenomenon itselfis called Musical Shashmaqom,
not simply Shashmaqom. In the notions of that
time, the term “musikiy — music” had, first of all,
scientific meaning. Therefore, the words “music”
and “musical” denote an important feature indica-
tive of the scientific roots of this phenomenon. In
spoken language the prefix “musical” dropped out
and only a simplified form “Shashmaqom” has re-
mained. Therefore, the content of the phrase in the
manuscript gives reason to believe that the bearers
themselves took Shashmaqom as a given, a sacred
tradition inherited from the masters of the previous
generations, without any debate about its source, by
whom or where it was originated.

The second point is connected with the interpre-
tation of the essence of Shashmaqom as a musical
phenomenon. In this regard, there is an important
postscript in the colophon of the abovementioned
manuscript dated 1847 which reads: “The ful-
ly completed treatise on six daromads with their
nasrs”/ Tammam mamom wyd pucorau Shash dapomad
mava nasrxosu”. It is not unlikely that this was a real
title of the manuscript (?). This is quite in spirit of the
“oral theory” which had dominated in musical prac-
tice from the earliest times. For instance, the such-like,
i.e. of oral mode, treatise by Kavkabi is titled “On the
twelve maqoms”/” Aap 6opau dysosdax maqom”, while
the science-based treatise is designated as “The trea-

tise on music”/“Pucorau mycuxuii”. In any case, this
phrase contains an idea that gives the key to under-
standing of the essence of the modal system of the
musical corpus entitled “Shashmaqom”

The mode is the main organizing basis in maqoms.
In the traditional terminology its synonyms are “par-
da” and “maqom”. “Daromad” and “nasr” are the names
of the categories of “main” and “secondary” modes. In
written sources and in oral practice, the words “sara-
khbor” and “magom” are used as synonyms for “daro-
mad’”. In the latest Berlin edition of the Bukhara Shash-
maqom notated by Ari Babakhanov, its basic strata,
that is those without the zone of practical use “shuba-
cha’, are called “sarakhbors”. Until recently old musi-
cians in Bukhara used the expression “six sarakhbar”
as a synonym for the notion “Shashmaqom’ i. e six
maqoms’, which has acquired the universal meaning.
In practice, the word “daromad” is only used sporadi-
cally. It should be assumed that by its logical meaning
the word “daromad” (literally “beginning”, “entry”)
corresponds with what the ancient Greeks called “a
tetrachord of the main” which was in the lower part of
the scale used in practice. On this issue we read: “...
the lowest in real sounding section’, “the tetrachord
of the main’, was, perhaps, called so because the an-
cient Greeks regarded low-pitched sounds as the most
noble, “supreme” ethically while high-pitched sounds
were deemed low (“screechy”, “contemptible”) ethi-
cally. Hence, apparently, the low-pitched sounds are
treated as “main’, “principal” [4, 62].

In fact, Shashmaqom represents a multidimen-
sional musical system but it has two main param-
eters. One parameter, the mode, acts as a summing
basis. Another one, rhythm, is, on the contrary, a
factor of division. Parts of the maqom are divided
by rhythm. This regularity is quite clearly reflected in
written sources and in the names of the maqom’s
parts established in practice: Tasnifi Rost, Garduni
Busruk, Mukhammasi Ushshok, Talkini Chorgoh,
Chapandozi Bayot, Ufari Nafo and so on. The first of
them are the names of usuls and the second are the
names of mode formations.

The “theories of circles” and “Shashmaqom”
have different points of application. In its essence,
the “theory of circles” represents the theory of mode.
Shashmaqom, vice-versa, is an established in practice
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musical system which is first of all perceived as tradi-

and proportionality, alteration of even and odd num-

tion. However, the general principles of symmetry  bers underlie both of them.

References:

1. Matyakubov Otanazar. Maqomat. — Tashkent. — 2004.
2. Matyakubov O,, Boltayev R., Aminov X. Khorezmian tanbur notation. — Tashkent. - 2010.
3. Angelika Yung. Der Shashamakam aus Buchara. Beitrage zum Verstandnis der klassischen Musik Mit-

telasiens. — Berlin. — 2010.

4. Xoaomnos IO, Kupnaamna A., KropersuT.,, Appxosal., ITocmeaosaP., Ilenosa B. MysbixaabHO-

TeopeTHyeckue cucreMsl. — Mocksa, — 2006.

DOI: http://dx.doi.org/10.20534/EJA-16-3-24-32

Glivinsky Valery Victorovich,

Independent Researcher,

Senior Doctor of Musicology, New York, USA
E-mail: val@glivinski.com

Fedoseyev Ivan Sergeyevich,

St. Petersburg Conservatory,

Senior Doctor of Musicology, Department of Foreign Music

E-mail: ifedoseev@inbox.ru

The Creative Archetypes of the Classic Composers’ Schools

Abstract: The article identifies three creative archetypes represented in the Viennese and St. Pe-
tersburg classic composers’ schools: inventive (Haydn, Stravinsky), harmonic (Mozart, Prokofiev),
and conflictive (Beethoven, Shostakovich). The procedural-dynamic creative method of the Vien-
nese Classics is compared to the object-descriptive creative method of the St. Petersburg Classics.
The characteristics of Haydn, Mozart, Beethoven, Stravinsky, Prokofiev and Shostakovich reveal

their individually specific archetypal features.
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An analysis of the historical process by which
European music has developed, aimed at identify-
ing the main trends and rules of that process, re-
quires a significant degree of abstraction from in-
dividual facts. This departure from the specific is
compensated for by the ability to expose epochal
phenomena that are similar in meaning (and some-
times also in form) which have played a key role in
the history of music. Classic schools of composi-
tion, without a doubt, are one such phenomenon.
While the concept of the Viennese classic school
has become axiomatic in the music history field,

the idea of the St. Petersburg classic school is only
just beginning to come into scholarly use. In our
article The St. Petersburg Classic School: myth or re-
ality? we defined the combined creative legacy of
Stravinsky, Prokofiev and Shostakovich as a spe-
cial stage in the development of the St. Petersburg
school of composition, marked by unmistakable
features of classicity [3, 15] We listed the follow-
ing fundamental properties of the 20™ century St.
Petersburg classic school:

— Its primary ties to the Silver Age of Russian art
as the last decade of 19" century and first two or three
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decades of the 20th century, and with the mythological
complex surrounding the city of St. Petersburg;

— Its russkost’, or fundamental Russian-ness, aris-
ing from the perception of reality as a multipolar,
multilayered, multicultural continuum with con-
stantly changing properties;

— Its inherent phenomenon of acquired beauty,
in which a virtuosic command of the art form serves
as areliable foundation for superior artistic mastery.
[3,17-18].

Even a quick comparison between the Viennese
and St. Petersburg schools reveals several obvious
parallels. Both schools took shape in the biggest
cities of their times, European cultural centers.
Both Vienna and St. Petersburg were capitals of
authoritarian state systems: the Habsburgs’ Aus-
tro-Hungarian Empire and the Romanovs’ Rus-
sian Empire, to which the Soviet Union served as
legal successor. It is also curious to note that each of
these state entities was a multiethnic conglomerate.
Both schools were represented by composers who
exemplified three archetypes of creative individu-
ality, which we define as inventive (Haydn, Stravin-
sky), harmonic (Mozart, Prokofiev), and conflictive
(Beethoven, Shostakovich). The sequence in which
the carriers of these archetypes came on the his-
torical scene is remarkably consistent, as well: first
the inventive Haydn and Stravinsky, then the har-
monic Mozart and Prokofiev, and following them,
the conflictive Beethoven and Shostakovich. Even
lifespans are comparable within these schools, with
representatives of the inventive archetype living the
longest (Haydn lived 77 years, and Stravinsky 89),
and relatively short lives for the harmonic archetypes
(Mozart died at age 35 and Prokofiev at 62), with the
conflictive archetypes in the middle (Beethoven lived
to be 57 and Shostakovich to be 69).

Haydn, as a representative of the inventive arche-
type in the Viennese classic school, is remembered in
the history of European music for his role as the father
of motivic development, the symphony and quartet
genres. It was in Haydn's music that the revelation of
the motif in the theme, capable of forming the foun-
dation for intensive elaboration in the development
section of the form (primarily the sonata), made a
revolutionary contribution to the evolution of musi-

cal thinking as such. Thanks to this motivic technique,
the development section of the sonata form, in terms
of duration, dramatic significance, and structure of the
whole, came to be just as important as the exposition
section. For its part, the recapitulation ceased being
a literal repetition of the exposition and was trans-
formed into a zone where the original musical imag-
ery was enriched with new features. The ascending
three-stage musical development in Haydn’s works
became, in its way, the musical equivalent of the in-
dividualistic, activist mentality of European man of
the Enlightenment Period. Conceiving of the world
not as a given, but rather as the foundation for hu-
mankind’s transformative activities, helped lead to a
state of affairs in which, starting from Haydn, musical
development took on a spirally ascending, procedur-
ally dynamic character, achieving a new (symphonic)
quality. It was precisely this type of development,
which found its most consequential embodiment in
the works of the Austro-Germanic composers, that
became the benchmark for artistic expression in Eu-
ropean music in the second half of the 18th century
through the early 20" century.

Mozart, as the personification of the harmonic
archetype of the Viennese classic school, enhanced
Haydn’s discoveries with new aspects. Beauty, as
a genuinely perceived and experienced quality of
Mozart’s music, is based on the balance and equal
weight given to all elements in his musical imagery.
Using the procedural-dynamic method, Mozart fo-
cuses attention not on its progressiveness, but on
both its intermediate and final results. The develop-
ment sections of his sonata allegri, which are more
condensed than the expositions and recapitulations,
have their roots in partial replacement of the motivic
development with interval transformations inside a
relatively prolonged theme (at both its beginning
and its end; see the development sections of the
first parts of Mozart’s Symphony No. 25 in G minor
and Symphony No. 40 in G minor). The dualistic
(question-and-answer) nature of many of Mozart’s
original thematicideas stems from a marked contrast
between the elements that comprise them.

The conflictive nature of Beethoven’s creative
archetype, its heroic character based in dotted
rhythms and fourth intervallic domination, laid the
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groundwork for the structural expansion and func-
tional equivalence of the three major sections of the
sonata form, and for the general intensification of the
process of its dynamic explication. In some cases, for
example in the first part of his Symphony No. 3 in
E-flat major, the development section turns out to
be the most structurally elaborated, eventful and en-
riched section of sonata form, including new thematic
material. Musical development in Beethoven, marked
by high intensity and almost plot-like concreteness,
becomes the fundamental feature of his musical-imag-
ery thinking, penetrating even to the level of the initial
exposition of the main thematic ideas.

The individual interpretation of dynamic pro-
cedurality in Haydn, Mozart and Beethoven led to
their varying approaches to such a basic means of
artistic expression as contrast. Haydn’s inexhaust-
ible creative imagination in motivic development,
his ability to endow motif transformations with al-
most verbal concreteness, is based on the principle
of a derived contrast that forms through the gradual
accumulation of otherness. Mozart, on the other
hand, prefers the instantaneous contrast and com-
parison of images, in which he reveals the profound
theatricality of his creative thinking. For Beethoven,
contrast becomes a systemic element, influencing
all components of his musical language. It is for this
reason that the musical development process, in
Beethoven, takes on the unique property of a clearly
audible progressiveness, based on the step-by-step
discovery of the potential for imagery hidden in the
original thematic impulse.

The procedural-dynamic method of develop-
ment in the music of the members of the Viennese
classic school is one of the most striking examples of
how, in the realm of artistic consciousness, forms of
the philosophical comprehension of the world that
were similar in meaning had been anticipated. The so-
nata form, for the Viennese Classics, and their char-
acteristic procedural-dynamic type of thinking, were
early, anticipatory equivalents of Hegel’s philosophical
dialectic, at the basis of which were three laws:

— directed development (the negation of negation);

— unity and the struggle between contradictions;

— the transition from quantitative to qualitative
changes.

The three-phase structure of the sonata (exposi-
tion — development — recapitulation), its characteris-
tic spirally ascending (negation of the negation) and
developmental-dynamic (unity and the struggle be-
tween contradictions) process of intonational devel-
opment, having as its goal the achievement of a new
quality (the translation from quantitative changes to
qualitative ones), became the musical equivalent of
Hegel’s dialectical triad: thesis — antithesis — synthesis.
An analysis comparing and contrasting the combined
creative legacy of Haydn, Mozart and Beethoven
can itself be presented in the categories of Hegel's
dialectic. For instance, projecting the law of unity
and the struggle between contradictions onto the in-
dividual creative profiles of the Viennese Classics, it is
completely possible, with a liberal use of metaphor, to
associate Haydn’s inventiveness with his music’s essen-
tial unity, Mozart’s harmony with all of the contradic-
tions inherent to his creative world, and Beethoven’s
conflict with struggle as the element mentally dominat-
ing his artistic worldview.

The antithetical nature of the musical thinking,
which is intrinsic, to one extent or another, to each
of the Viennese Classics, is counterbalanced by the
synthetic tendencies that are largely characteristic
of each of them. Those tendencies take on the form
of classicity. The classicity of the music of Haydn,
Mozart and Beethoven stems from the specific na-
ture of the relationship between the rationality and
emotionality. Even with all the differences in their
musical imagery, all three exemplify the ideal bal-
ance between reason (ratio) and emotion (sensus),
a balance which is naturally possible when the ra-
tional principle clearlyleads. Curiously, the primacy
of ratio essentially differentiates Haydn, Mozart and
Beethoven from the Romanticists in 19" century Eu-
ropean music. The emotional prism through which
those artists characteristically viewed the world
found its concentrated expression in Schumann’s
widely quoted aphorism, “The mind errs, but the
emotions — never’. The tendency toward individual-
ization as the natural consequence of domination of
the sensus among the Romanticists stands in contrast
to the tendency toward typification rooted in the very
nature of the ratio, prevailing among the Viennese
Classics. In effect, the Viennese triumvirate laid the
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foundation, in terms of language, genre, and imagery,
for European music in the New Age. It is no coinci-
dence that Haydn, Mozart and Beethoven imprinted
the most highly-development instrumental form of
their time, the sonata-symphonic cycle, with the
four typical features of what M. Aranovsky calls the
main incarnations of the human being of their times:
active, thinking, playing, and social. The researcher
describes Homo agens (Active man), Homo sapiens
(Thinking man), Homo ludens (Playing man), Homo
communis (Communal man) as the component parts
of the humanistic concept of Man, embodied in the
sonata-symphonic cycle [ 1, 14-26].

In the Viennese Classics, the sonata-symphonic
method of musical composition organically combines
four others: variational, linear-contrapunctal, con-
certo, and improvisational. The structural and com-
positional preferences of each of these methods (the
sonata and symphony for the sonata-symphonic; the
cycle of variations for the variational; the fugue for the
linear-contrapunctal; the three-part concert form for
the concerto; the prelude for the improvisational) do
not prevent them from interacting in hybrid artistic
concepts. For instance, in Mozart’s Piano Sonata in
A major, and in Beethoven’s Piano Sonata in A-flat
major (Op. 26), the sonata allegro which had been
traditional for the first parts of the sonata form gives
way to variations. A similar structural and composi-
tional replacement, this time using the prelude, takes
place in the first part of Beethoven’s Piano Sonata, Op.
27 No. 2 in C-sharp minor. In Beethoven’s last five pi-
ano sonatas, the practice of the coexistence, exchange-
ability, and mutual penetration of various methods
of musical composition and, correspondingly, the
most typical compositional forms and schemes for
each of them, reaches its apogee. For instance, the first
part of his last Piano Sonata in C Minor, Op. 111, is
based on the combination of the sonata-symphonic
and linear-contrapunctal types of musical composi-
tion, and, accordingly, on the symbiosis of the struc-
tural and compositional schemes of the sonata and
the fugue. In the second part, Beethoven inserts into
the variation method of composition elements of
the improvisational, prelude style.

The widely varying hybrid combinations of differ-
ent methods of musical composition in Beethoven’s

works, symbolizing the culminating point in the de-
velopment of the procedural-dynamic type of think-
ing, is extremely indicative. They give witness to the
final ripening, in the musical language of the Vien-
nese classic school, of the property of intrinsic con-
ceptuality. Intrinsic musical conceptuality, defined
by B. Asafyev as symphonism, nevertheless does not
have the degree of specificity in imagery and mean-
ing that would allow it to encompass the whole the-
matic diversity of art. With its unlimited expressive
potential to build up the human emotional state,
intrinsic conceptuality needs help from the outside
when handling such universal ideas of human con-
sciousness as life, death, faith, hope, love, brother-
hood among men, and so on. The embodiment of
these ideas is carried out in conjunction with text
(secular and spiritual poetry, religious ritual texts,
and the Bible). An example of this sort of coopera-
tion is the realization of the idea of brotherhood
among men in the finale of Beethoven’s Ninth Sym-
phony, using the text from Schiller’s Ode to Joy. This
work in general, and its finale in particular, reveals
the tendency common to all the Viennese Classics
to enlarge the role of non-operatic works with text at
the culminating stages of their creative evolution. In
late works by Haydn, Mozart and Beethoven, univer-
sal ideas of human consciousness reside at the foun-
dation of large-scale vocal-symphonic concepts (the
oratorio, mass, and requiem). The artistic value of
these concepts, largely grounded in their use of ca-
nonical texts from the Christian liturgical tradition,
transports them to the absolute peaks of the creative
pathways of each of the three Viennese Classics.

In the work of the members of the St. Petersburg
classic school, the spirally ascending, procedural-dy-
namic type of thinking of the Viennese Classics, based
on their perception of the world as a unitary, organi-
cally developing substance, gives way to a polyphonic
perception of the universe as the accumulation of real-
ities that exist in parallel and interact with each other.
Due to historical circumstance, Haydn, Mozart and
Beethoven matured as artists and worked within the
framework of a single civilizational space defined as
European culture. The shaping of the St. Petersburg
Classics took place within the multicultural, multi-
civilizational society which St. Petersburg undoubt-
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edly was in the early 20" century. St. Petersburg’s
polyphonic, multicultural, and multi-civilizational
nature is characterized by not only the well-known
oppositions between Westernizers and Slavophiles
(the historical and philosophical aspect), and Russian
and Eastern (or more broadly, European and Asian,
the ethno-civilizational aspect), but also the opposi-
tion between rural and urban, or more broadly, the
communal-tribal versus the individualistic-capitalis-
tic (the sociological and worldview aspect). It seems
to us that the profound differences in the urban and
rural ways of life and thought, typical for Russian re-
ality in the late 19" and early 20* centuries, exerted
a decisive influence on the artistic formation of the
St. Petersburg Classics. Each of these composers
proposed his own method of harmonizing those two
ways of life and creative thinking. The world of imag-
ery that each of them created was influenced, in one
form or another, by the world views, perceptions, and
understandings of the Russian peasant community.

In the inventive Stravinsky, his “going to the
people” took the form of actual visits to the villages
of L'zi, Pechiski and Ustilug. Thanks to these visits,
Stravinsky, as a Petersburg intellectual down to
his very bone marrow, educated thoroughly in the
spirit of the Silver Age, was able to penetrate ex-
tremely deeply into the foundation of the commu-
nal peasant mentality. It is difficult to believe that
Stravinsky’s inimitable individuality was influenced
at all by such fundamental communal ethical postu-
lates as sobornost’ (a typically Russian ideal of spiri-
tual community), collectivism, doctrines of social
equality, and the requirement to subordinate indi-
vidual interests to the interests of community. At
the same time, the shapes of the artistic discovery of
the world which formed the aesthetic background of
the Russian peasant community, and the verbal and
musical creativity of people who worked the land,
in close contact with the earth and nature in gen-
eral, were the seams of gold that Stravinsky mined in
breaking through to a new artistic dimension. The
poetics of the art created by the Russian peasant
community served, for the first St. Petersburg Clas-
sic, as a foundation for working out a new artistic
method which we define, in contrast to the proce-
dural-dynamic method of the Vienna Classics, as the

object-descriptive method of the St. Petersburg classic
school.

To resort to an analogy, the procedural-dynamic
method can be likened to an intellectual conversa-
tion. Its participants, as they discuss the topic at
hand, introduce arguments for and against, find
points where their opinions coincide, and reach a
final compromise solution. In contrast, the object-
descriptive method more resembles the observation
of an externally existing object, during the process
of which the observer identifies the essential fea-
tures of that object, and tracks its behavior in the
time-space continuum. The artistic realization of the
object-descriptive method in the works of the mem-
bers of the St. Petersburg classic school is character-
ized by the principle of unity in diversity. The unified
artistic-exploratory strategy allows for an individu-
ally characteristic choice of objects for observation,
and for their specific, original interpretation. That
fact in large part defines the general position of the
artist with respect to the most important element of
the multicultural space of his time: the artistic and
esthetic world of the Russian peasant community.

For the inventive Stravinsky, the Russian peasant’s
communal artistic and esthetic world became the
object of many years of concentrated attention. The
composer was interested in not just the musical, but
also the verbal, ritual forms extant in that world. In
all of those forms he found fertile ground to rein-
vigorate the language and imagery of 20" century
music. At the same time, Stravinsky could not rec-
oncile himself to the way the peasant community’s
ethical postulates were twisted into the grotesque
parody that formed the foundation for the Soviet
state morality and mentality in the USSR. We must
not forget that Stravinsky, and Prokofiev and Shosta-
kovich as well, were first and foremost sons of St.
Petersburg, a unique cultural megapolis in the late
19" and early 20™ centuries, which gave the world
a stellar cast of great artists in practically all areas
of creativity. At first due to World War I, and later
as the result of various personal and artistic circum-
stances, Stravinsky left Russia for good. His visit to
Moscow and Leningrad in September and October
of 1962 marked a final nostalgic reconciliation in the
dramatic relationship between the senior St. Peters-
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burg Classic and his native city, and with his home
country, where he had been anathema for many
years (especially 1930-1950).

The harmonic Prokofiev, who was born and spent
his childhood in the Ukrainian village of Sontsovka,
regularly returned there during the summers up un-
til 1910. Prokofiev’s interest in the art of communal
peasant culture was never as systematic in nature as
Stravinsky’s was. His attention to Russian peasant
folklore traditions peaked while he was composing
his ballet Chout (1915-1916). While working on
that composition, the young Prokofiev demonstrat-
ed a unique trait: the ability to re-create, in his work,
the very essence of the artistic and the esthetic com-
munal peasant view of the world, without resorting
to direct melodic quotation or to other forms of
ethnographic authenticity. The almost two decades
which Prokofiev spent abroad (1918-1936) did not
signify, for him, a complete break with his native
country. What’s more, his ever-more-frequent trips
to the Soviet Union in the late 1920s prove that he
was gradually reaching an internal compromise in
favor of finally returning to the USSR in 1936. If
nothing else, the fact the Prokofiev left his Diary, the
most intimate part of his literary legacy, secure in a
safe in the USA (see the Foreword by Svyatoslav Pro-
kofiev to the Parisian publication of his father’s Dia-
ries [ 5, 11]) is evidence that the second St. Petersburg
Classic had made a full evaluation of the particular
social realities in the Soviet Union. The postulates of
socialist morality, which had absorbed the ethical val-
ues of the Russian peasant community, did not seem
to very much encumber Prokofiev. Enjoying the sta-
tus of a composer widely known in Europe, Prokofiev
pragmatically calculated that he would find the most
favorable conditions for his work in the USSR. This
calculation largely proved justified, as eloquently wit-
nessed by his creative output during his Soviet period
(1936-1953). Nevertheless, he could never remain
completely above the fray. The government system
for managing the arts in the USSR repeatedly inter-
fered in Prokofiev’s life and work.

The conflictive Shostakovich has a special place in
the St. Petersburg classic school due to the fact that,
having been born in St. Petersburg, he never in his life
made any intentional extended journeys into a com-

munal peasant environment. As a native Petersburg-
ian, Shostakovich had an ambivalent reaction to the
realities of the social order in the USSR, which was
significantly based on the communal peasant mental-
ity. Though he tolerated a great deal from the Soviet
political system, he was at the same time treated quite
kindly by it. Evidence of this can be found in his six
Stalin Prizes (including one at the international level),
a Lenin Prize, two RSFSR State Prizes, two Orders of
Lenin, the titles of People’s Artist of the USSR and
Hero of Socialist Labor, and his official recognition as
a Classic of Soviet music. As an ingenious artist doeth
according to his own internal rules, Shostakovich also
reacted, willingly or not, to impulses arising from the
outside and stimulating his creative feats. This is what
explains the conflict that is constantly palpable in his
work, sometimes smoldering, sometimes explod-
ing in blinding flames, all based in waxing and wan-
ing contradictions between the internal world of the
artist and the reality surrounding him on the outside.
This conflict, in the historical perspective, looks like
the source of the internal energy that fed his creative
process. The conflictive basis of Shostakovich’s cre-
ative sense of the world was grounded in the specific
way in which he used the object-descriptive method
of the St. Petersburg classic school. The reconstruc-
tion of images of external evil, the depiction of the
surrounding world as a fount of gathering danger, the
replication of profoundly concentrated and at times
tortured human reflection, the ambiguous interpre-
tation of the states of joy, merriment and happiness,
all place Shostakovich closer to the Austro-Germanic
musical expressionism of the early 20* century. How-
ever, this proximity does not in any way diminish the
essential difference in their creative positions. In all
manifestation of his conflictive nature, Shostakovich
remains a typically Russian composer, one of the stal-
warts of the St. Petersburg classic school, perceiving
and reflecting the surrounding world not in a proce-
dural-dynamic, but in an object-descriptive way.
The object-descriptive method of the St. Peters-
burg Classics finds its natural expression in psycho-
logically enriched tone painting [3, 461], thanks to
which the depiction of the chosen object includes
not just the characteristics of its spatial, kinetic,
and temporal properties, but also the emotional
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response that those properties invoke. Therefore,
the choice of object plays a definitive role both in
the shaping of the artistic profile of the individual
work (by all appearances, this circumstance is what
M. Aranovksy had in mind when he spoke of the
concept of the stylistic model of every single one of
Stravinsky’s works [1, 10]), and in the works of any
particular artist overall. The objective basis of psy-
chologically enriched tone painting for the inventive
Stravinsky, the harmonic Prokofiev and the conflictive
Shostakovich differs significantly, though not to the
exclusion of extremely meaningful correspondences
and parallels between them.

Thanks to the dialogic nature of Stravinsky’s cre-
ative personality (for more details, see: [2, 7-10]),
and his surprising ability to absorb new information
of different kinds, the range of his musical objects
turns out to be much broader than that of the other
two St. Petersburg Classics. The Russian fairy-tale
world, biblical tales, ancient Greek myths, paintings,
poems and literature (both original and folkloric),
canonical and non-canonical texts of Judaism, Or-
thodoxy, Catholicism, and Protestantism, archaic
rituals, festivals, card games, fireworks, the opera,
cantata, oratory, and instrumental genres of Euro-
pean music, individual composers’ styles, natural
phenomena, documentary film reels, architecture —
all of these fell within the range of musical objects
taken by the senior St. Petersburg Classic. The distin-
guishing features of Stravinsky’s object-descriptive
method include the presentation of the depicted
object in an original authorial context; an audibly
perceptible dialogue with the depicted object, in-
tended to expose its most characteristic features;
and the transformation of those features in accor-
dance with the individual authorial notion. Here,
the emotional component of the dialogue plays a
secondary role, surrendering primacy in a virtuosic
game with its (the object’s) spatial-temporal, genre-
kinetic, and structural-stylistic properties. The chief
musical tool for investigating the properties of the
object is its variational reproduction in the pro-
cess of which new remarkable variants, notably not
present in its originality, symbolize a gradual appro-
priation of the object, its entry into the author’s artis-
tic world. Considering the unique role of art objects

in Stravinsky’s music, his individual, original version
of the object-descriptive method may be character-
ized as the world through the prism of art.

Compared to Stravinsky, the object-descriptive
method of Prokofiev is based on a direct, joyous, op-
timistic perception of the world. Thus, Yu. Kholopov
defines the most characteristic tendency in Proko-
fiev’s work as “a striving to express the whole fullness
of life” [4, 201]. E. Ruch'evskaya believes that “Pro-
kofiev was a holy genius, a merry genius of Russian
music” [6, 83]. Alongside fairy tales, archaic rituals,
and the instrumental genres of European music (as in
Stravinsky), the Prokofiev often refers to Russian and
Western literature, and musically objectifies the forms
of intellectual reflection (Sarcasms, Op. 17; Things In
Themselves, Op. 4S; Pensées, Op. 62). The unique fea-
ture of composer’s objective world is his interest in the
surrounding reality as such (Visions fugitives, Op. 22),
and in the mental states of man (Four Pieces for Piano,
Op. 4). In Prokofiev, the dialogicity so characteristic
of Stravinsky gives way to a monologicity of artistic
thinking, intended to organically incorporate all mu-
tually interacting objects into a stylistically homoge-
neous environment. Prokofiev’s most striking revela-
tion of organic monologicity appears in his melodies.
With their pitch filling making them a typical product
of 20" century musical thinking, Prokofiev’s melo-
dies are nevertheless just as plastic, vocally organic,
structurally perfect, and uniquely inimitable as the
melodies of any other melodic genius (Rachmaninoff,
Tchaikovsky, Puccini, Verdi, Chopin, Schubert, and
Mozart). At the same time, Prokofiev’s psychologi-
cally enriched tone painting is at times so reminiscent
of portraiture or landscape painting that it reaches the
same level of specificity as a genuinely visual impres-
sion. Therefore, the artistic goal of Prokofiev’s object-
descriptive method can be defined aphoristically as
the world in all its variety.

Shostakovich’s world of objects is divided into
two categories: the reality of the external world
and the reality of the internal world, which inter-
act in a complex and sometimes conflictive way.
Shostakovich, like Stravinsky, is dialogical. But his
dialogicity is more mental and philosophical than
esthetic and stylistic. It is essentially extremely
eclectic. Strictly speaking, we are fully justified in
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considering all the St. Petersburg Classics to be
eclectic, i.e., combining various stylistic trends.
The reason is the very esthetic environment of
their St. Petersburg habitat, and its architecture, in
which the most diverse styles still coexist today:
from Italian baroque to the Stalinesque Empire
style of the mid-20" century. In Shostakovich, the
selection and combination of various stylistic ele-
ments plays a profoundly subordinate role, never
transforming into a self-contained artistic task. The
foundation of Shostakovich’s artistic method is
his internal “I,” acting as an inherent element of
the semantic and stylistic layer that is intrinsic to
his works. Through the prism of this layer, every-
thing that happens externally, in the real world of
events, is perceived and evaluated. It is precisely this
antithetical aspect of his worldview, based on the
dilemma of “myself versus the outside world,” that
explains the lasting ambivalence of his musical im-
agery. Only polar-opposite images turn out to be
unambiguous in their content: the evil existing out-
side us, most often personified by the genre-specific
semantics of the march, and the artistic “I” of the

composer, characterized by a wide range of states,
from concentrated and at times tortured reflection
up to enraged protest executed with oratorio levels
of pathos. Everything located between these two
poles is essentially ambivalent. This means that un-
disturbed calm is darkened with hidden tension,
merriment is full of a completely inexplicable sad-
ness, joy is surrounded by disappointment, a joke is
shot through with sarcasm, and a triumphant cel-
ebration bears the mark of inescapable tragedy. As a
result, in the psychologically enriched tone painting
of Shostakovich, the emotional component plays
a leading role and is always in the foreground. In
striving to maximize the specificity of those hold-
ing the dialogue in his music, the composer em-
ploys the technique of the musical “word,” using
his own initials DSCH, and citations both from the
works of others and his own previous works. In this
manner, Shostakovich lays down as the foundation
of his object-descriptive method the world through
the prism of my own “L.” The individual artistic pro-
files of Stravinsky, Prokofiev, and Shostakovich can
be summarized in form of following table 1.

Table 1. The individual artistic profiles

Stravinsky Prokofiev Shostakovich
inventiveness harmony conflictiveness
dialogicity monologicity antitheticalism

the world through the prism of art | the world in all its variety | the world through the prism of my own <I»
estheticism rationalism individualism

The last three entries here characterize, we feel,
the centerpiece of the internal artistic condition
guiding the creative process: estheticism in Stravin-
sky, rationalism in Prokofiev, and expressionistic in-
dividualism in Shostakovich.

Separated in both time and space, the Viennese
and St. Petersburg classic schools play a similar role in
the process of music history, aimed at creating three
benchmark strategies for the artistic assimilation of
the world. Accumulating the creative experience of
their predecessors, the inventive, harmonic and con-
flictive strategies shape a tripartite basis for the further

development of compositional creativity. Subsequent
generations perceive the experience of the classic
schools as an inspiring ideal, and as they strive to be-
come equal to it, their efforts lead to the inevitable
expansion of the esthetic territory of the musical arts.
The classic schools are like the beating of the human
heart, each contraction of which pours newblood into
the circulatory system of the music world. As it travels
the veins, this blood is enriched with new creative ex-
periences, and returns again to the heart for another
renewing beat. We do not yet know in whose work the
third beat of the musical heart will occur.

References:

1. Aranovsky, M. Symphonic requests. The problem of the symphonic genre in Soviet music, - 1960-1975.
Research notes. — Leningrad: Sovetskii kompozitor, — 1979.
2. Glivinsky, V. Late works of I F. Stravinsky. Research. — Donetsk: Donechchina, - 1995.

31



Section 3. Musical arts

3. Glivinsky, V. and I. Fedoseyev. The St. Petersburg Classic School: myth or reality?/in European Journal of
Arts, Ne 1. Vienna: “East West” Association for Advanced Studies and Higher Education GmbH, - 2016.
4. Kholopov, Yu. Notes on modern harmony. Research. - Moscow: Muzyka, — 1974.

“»

Prokofiev, S. Dairy — 1907-1933, — Pt. 1: — 1907-1918. - Paris: sprkfv, — 2002.

6. Ruchevskaya, E. Notes on Prokofiev’s Style/in E. A. Ruch'evskaya: Works of Various Years. Collected ar-
ticlesin 2 volumes. — Vol. 1: Articles. Notes. Memoirs/ St. Petersburg: Kompozitor Sankt-Peterburg, — 2011.

DOTI: http://dx.doi.org/10.20534/EJA-16-3-32-37

Karman Elena Vitalyevna,

Novosibirsk State Conservatoire named after M. 1. Glinka
Post-graduate student, Faculty of the Theory and Composition

E-mail: elenakrmn@yandex.ru

Socio-political, geographic and professional
contexts of creativity of the authors of the Anglican
anthems of the first third of the XVII century

Abstract: the article reveals the peculiarities of social and creative functioning of a large group of
English composers of the first third of the XVII century, who worked in the genre of Church vocal
music — anthem. The relationships between the position, place of work and genre aspects of their

heritage are being established.

Keywords: anthem, Anglican music, composer, cantor, organist.

The peculiarity of creativity of the generation
of English church composers of the first third of
the XVII century is specified by the socio-political
conditions during the rule of James I (1603-1625)
and then Charles I (1625-1649). On the one hand
the son of a catholic woman Mary Stuart — James I,
during whose rule a lot of Elizabeth’s servants kept
their positions, treated rather truly the Catholics, but
on the other hand contrary to their expectations he
didn’t support them and due to this fact he provoked
the organization of the frustrated Gunpowder Plot
which caused raise of hatred to the papacy and to the
Roman Church in general. Having understood that
the politically loaded directions in the church started
to influence the general development of the country
within the time James I considered that the result
of the desire of the Puritans to break with the con-
trol of the king’s power over the church would be its
destruction and he made a decision to expatriate
the Puritans from the country. The categorical deci-
sions in the church sphere were set off by the weak
political power of James I, the Parliament’s limited

activity and also the traits of character of a person be-
ing sensible to influences of different councilors, as
a result having drawn the country into unnecessary
wars and had disagreements with the Parliament.

Whereas, initially the contradiction between the
Anglican Church and the Puritans during the rule of
James I was not democratic, but sacral; it included
not only the aspiration of the Puritans to purify the
church from the ‘papistic’ rituals and garments, an
absolution ceremony, a custom to have godparents
after christening, to knee during a communion cer-
emony and others, but the requirement to simplify
the church chorus polyphony being a music and
technical base of anthems and music services.

At the same time James I being the church leader
and highly educated person speaking several foreign
languages including ancient Greek, a poet, an author
of a series of treatises, being in the track of Eliza-
beth I, encouraged development of philosophy, sci-
ence and culture. The king continued to support the
court image as a centre of the country music culture.
During the rule of James I there was a raise of the
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English music art with the development of lute, vir-
ginal and consort music. The English professional
music theatre with the genre of a mask in the centre
was formed. The whole pleiad of the outstanding
composers of high Anglican music appeared. The in-
fluence on the development of music art and to some
extent secularization of the church music was made
by the wife of James I — Anne of Denmark, a rep-
resentative of the Protestant Dynasty, later entered
Catholicism. The queen organized balls, theatre
performances, encouraged musicians and poets, in
general showing the brilliance of a court life.

The religious and political distempers weren't
stopped when Charles I became the ruler. On the one
hand he was devoted piously to the idea of High An-
glican Church, believed into the divine right to monar-
chical power, the episcopate and he aimed at creation
of the united Anglican Church, but on the other hand
hating and following after the Puritans he sympathized
more with the Catholicism that was also determined
by his marriage to the French king’s daughter. In ad-
dition to it in 1633 an Anti-Puritan William Laud
(1573-1645), who had started the fight with church
radicals using tough methods, became the Archbishop
of Canterbury. The civil war broken out in 1647 led to
the devastation inside the country and the king’s death
due to the accusation of the Parliament (1649).

Despite the negative relation towards the counter-
reformation ruler the court Anglican musicians ab-
sorbed the modern tendencies of secular music and
on the other hand they weren't indifferent to the pu-
ritanic appeals to the simplicity of church music. The
music and stylistic multidirectionality was also found
outin the anthem creativity developed actively owing
to encouragement of the official Anglican Church.

The process of creation and performance of an-
thems wasn’t stopped and was essential as A. Wil-
son-Dickson mentioned giving brief data about the
service in St. Paul’s Chapel in London. The royal
chapel was characterized by performance of three
anthems within the daily church service: an organ
solo was performed after the psalms during the
morning prayer, Te Deum and Benedictus (or jubi-
latio) were sung after the first and second sayings,
the first anthem was performed after the third short
prayer, the blessing was performed with the organ

solo again at the end of divine service. The anthem
was performed after the third prayer at the evening
service and Vespers was finished with singing of one
more anthem in contrast to Matins [1, 102].

The above mentioned processes were reflected in
the creative work of the main representatives of this
generation of church composers — Orlando Gib-
bons (1583-1625), Thomas Tomkins (1572-1656)
and Thomas Weelkes (1575-1623). This genera-
tion includes a lot of names known to us owing to
the saved intra-church documentation (settlement
books) and a series of collections of church music.

— «The Whole Booke of Psalmes: with their
Wonted Tunes, as they are song in Churches, com-
posed into foure parts: All which are so placed
that foure may sing, each one a seueral part in this
booke. Wherein the Church tunes are carefully cor-
rected, and thereunto added other short tunes vsu-
ally song in London ...Compiled by Sondry Au-
thors, etc. [With a dedication and preface by T. Est]
(This is a republication of the Psalms by William
Damon (d. 1591) - an Italian composer who prob-
ably came to England in the 1560s. From 1579 and
till the end of his life he was a musician at the court
of Elizabeth I. Damon was famous for simple four-
part chordal harmonizes — ‘church tunes’ for the
metric Psalms by Thomas Sternhold and John Hop-
kins firstly published as «The Psalmes of David in
English Meter> (London: John Day, 1579). In turn,
the base for the last edition was a book «The Whole
psalmes in four partes» («Day Psalter» ) published
by John Day in 1563 and often called as «Parsons
Psalter> due to the name of William Parsons who
created the majority of arrangements for this edition)
(London: Thomas East, 1592) (During the breaks
for monopoly Thomas East republished twelve
falsely dated issues which were kept back under their
original editions. In 1592 and 1594 East published
the harmonizes of the English metric Book of Psalms
(«The Whole Booke of Psalmes> ) with familiar mel-
odies. Then in 1621 Thomas Ravenscroft made the
corrected and supplemented edition «East’s Psalter>
which became known as «Ravenscroft’s Psalters ).

— «Tears and Lamentacions of a Sorrowfull
Soule>» (London: William Leighton, 1614);

— collections of songs by John Cooper «Funeral
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tears for the death of the Right Honorable the Earle
of Devonshire» (London: John Winted, 1606) and
«Song of Mourning: Bewailing the Untimaly Death
of Prince Henry>» (London: John Browne, 1613);

— «Sacred hymnes Of 3. 4. S and 6. parts
for voyces & vyols. Newly composed by Iohn Am-
ner Bachelor of Musique, master of the choristers
and organist of the cathedrall church of Ely» (Lon-
don: Edw: Allde, dwelling neere Christ-Church.
Cum priuilegio regali, 1615);

— collections by Richard Dering «Cantiones
sacrae» (Antwerp: Phalése, 1617) and «Cantiones
sacrae>» (Antwerp: Phalése, 1618);

— «'The Whole Booke of Psalmes» London:
Thomas Ravenscroft, 1621);

— «Songs of 3,4, § and 6 parts by Thomas Tom-
kins>» (London: Matthew Lownes, John Brovvne,
and Thomas Snodham, 1622);

— «First Book of Selected Church Musick>
(London: John Barnard, 1641);

The composers’ names are also mentioned in the
secular music resources such as:

~ «The Triumphs of Oriana» (London: Thomas
Morley, 1601);

— «The First Set of English Madrigals to 3, 4, S,
and 6 parts: apt both for Viols and Voices. With a
mourning song in memory of Prince Henry. Newly
composed by lohn Ward» (London: Thomas Snod-
ham, 1613);

— «A Musicall Banquet» (London: John Play-
ford 1651).

The composers of a more numerous group had
the same creative way beginning with singing in the
cathedral choir and then taking a position of an organ-
ist and/or church cantor in big cities such as London
(Westminster), Cambridge, Oxford, Canterbury and
provincial towns (Worcester, Rochester, Colchester,
Chester, Winchester, Norwich, Durham, Exeter) as
well. Such great amount of composers, organists and
choirmasters was caused by the necessity to provide
the musical positions with the personnel in the cathe-
drals within the whole territory of the country.

One of the biggest cathedrals of Europe of
the XVII century — St. Paul’s Cathedral in London,
was a place of work of such major and great people
as Thomas Ravenscroft (a chorister approximately

up to 1600, under Thomas Giles) and John Tomkins
(an organist since 1619) and also their colleagues
giving service in the cathedral later: a vicar-choral
William Cranford (till 1642), a vicar-choral Andri-
an Batten (till 1635), an almoner and Master of the
Choristers Martin Peerson (till 1642); later a com-
poser Randolph Jewett performed the duties of an
almoner (since 1660) and was appointed as Junior
Cardinal (1661-1666).

The largest cathedral centre of one of the districts
of London — Westminster Abbey, which can be vis-
ited only by Benedectines, was a place of service of
Andrian Batten as a lay vicar, Martin Peerson as a
sacrist and Orlando Gibbons as an organist (1623
1625); he was substituted at the position by (since
1625) Richard Portman and also Master of the Cho-
risters John Gibbs and a chorister and a composer
Daniel Taylor (1625-1643).

The southern district of London, Dulwich Col-
lege, was a workplace of an organist Benjamin Cosyn
(1622-1624) and he also took the position of an
organist and choirmaster of the Charterhouse - a
prestigious private school located in Surrey, a close
county to London.

The life and activity of a series of musicians
were closely connected with two major centers of
the academic education of England — Cambridge
and Oxford. George Marson (1598), Thomas Ra-
venscroft (1605), Orlando Gibbons (1606), Mi-
chel East (1606), John Tomkins (1608), Henry
Molle (1617), who also received the degree for the
second time after the Oxford one, and John Am-
ner (1640) studied successfully in Cambridge and
received the Bachelor’s Degree. Tomkins broth-
ers — John (1606-1624) and Giles (since 1624)
performed the duties of an organist, Thomas
Wilkinson (1587-1588) served as a senior lay in
the Queen’s College in Cambridge.

Francis Pilkington (1595), Richard Nicholson
(1596), Thomas Weelkes (1602 ), Thomas Tomkins
(1606), John Amner (1613), Robert Lugge (1638)
received the Bachelor’s Degree in Oxford, Richard
Nicholson became an informator choristarum (and
probably also an organist) in Magdalen College,
William Stonard became an organist and Master of
the Choristers in Christ Church Cathedral. Before
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taking the position of an organist a forty-two-year-
old Orlando Gibbons improved his qualification in
Oxford and received the Doctor’s Degree in Music
(1622).

In Ely Cathedral on the east of the County of
Cambridge the positions of an ‘informator chorista-
rum’ (1610-1641) and an organist were performed
by John Amner (later became a clergyman — diacon-
ate and vicarius (minor canon)) and an outstanding
church composer Michel East (1609-1614) was one
of the choristers during five years under the supervi-
sion of John Amner.

The organist and Master of the Choristers —
George Marson, future head of the Church of Mary
Magdalene (1607), and a minor canon and cathe-
dral chorister (1597-1604) John Ward who became
a «King’s Scholar» for three years (1604-1607)
served in the main Anglican temple of England —
Canterbury Cathedral.

A chorister Leonard Woodeson (1573-1577),
Andrian Batten (till 1608); organists Thomas Weelkes
(1598-1602), Thomas Holmes (since 1631), John
Holmes (1599-1622); an organist, master of the cho-
risters and lay vicar Randolph Jewett (1666-1675)
served in different positions and different time in
Winchester, a city of south Hampshire. John Holmes
(1613-1629) was Master of the Choristers and a
lay vicar, Giles Tomkins (since 1629) was an organist in
Salisbury Cathedral located in neighboring Wiltshire.

There is a series of other towns in England where
not so popular church composers served in local ca-
thedrals. A lay clerk Thomas Wilkinson (between
1575 and 1580), a cathedral organist (since 1622)
and Master of the Choristers (1629-1649) Richard
Gibbs served in the main town of the eastern Nor-
folk County — Norwich. John Wilbye was a personal
musician of the Kytson family (Hengarve Hall Man-
or) in neighboring Suffolk County. Thomas Weelkes
(1601/1602-1617) had the position of an organist
and an ‘informator choristarum’ in the southern part
of the country — Chichester (Sussex County), an or-
ganist John Heath (there is no data about the period
of service) served in Rochester (Kent County).

The towns on the west of England were also
provided with the church musicians. John Fido
was an organist of Hereford Cathedral (1591--

1592, 1593-1594/1595). There are documents of
different time periods in Chester Cathedral about
Randolph Jewett as an organist (1643-44/45) and
Francis Pilkington as a conduct (1602-1612) and
a minor canon (since 1612), he took holy orders
«full minister> (since 1614) and at last a precen-
tor or «chaunter» (since 1623). There is data that
Michel East was Master of Choristers in the Cathe-
dral Church for some time in Lichfield; but unfor-
tunately the period of his work wasn’t determined
exactly due to chronological characteristics.

The musicians, who also contributed signifi-
cantly in the development of church choir music,
worked in the remote northern centers of the coun-
try. For instance, Richard Hutchinson was a cathe-
dral chorister and then a cantor in Durham (1613-
1628). Henry Palmer, an organist, a music copyist,
a chorister and a choirmaster and an organist since
1627, a chorister Thomas Wilson (1627/1630), an
organist John Hutchinson (since 1634) served in
one of the biggest cities of England — York where its
famous and great cathedral is located.

An especially popular person was Randolph
Jewett, the only one who served in Irish Dublin
as an organist (1630-1643) and a choirmaster
(1644/1645-1649) in St. Patrick’s Cathedral, an
organist in Christ Church Cathedral (1630-1638).

A smaller group of composers is connected
with secular service at the court or work concern-
ing music in rich families. For instance, John Ward
(1589-1638) lived and worked as a private musician
at Sir Henry Fanshawe (Sir Henry Fanshawe — a poli-
tician, member of the Parliament at different time
from 1588 till 1597, remembrance of the exchequer’
receiving a title of knighthood after the coronation
of James 1.), a father of six sons and four daughters,
and his son Thomas. In addition to the fact that
Henry Fanshawe paid much attention to breeding
of horses, he was a great admirer of all Italian things
and he supported the art development and also mu-
sic education patronizing John Ward who devoted
a book of madrigals (1613) to him. Sir Henry died
unexpectedly at the age of forty-eight in Ware at the
beginning of March in1615-1616. His property
consisted of engravings, drawings, medals, cameos,
military armors, books and also musical instruments
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which major part was about to be transported from
his house in London to Ware Park and to be kept
there as relics. By all appearances Ward was a mu-
sic teacher of Fanshawe’s children. At the time of
Sir Thomas Fanshawe, who took the position of
the father — keeper of treasury, support of musi-
cal activity was dramatically decreased. Under his
supervision Ward was working as a deputy lawyer
within 1616 and 1621/1622 following the duties
of the private musician till May, 1638 in Warwick
Lane, next to St. Paul’s Cathedral. The rich collection
of instruments in Fanshawe Manor determines great
contribution into consort music by Ward (41 fanta-
sias, 8 In Nomine). Holding the service at the family
being Protestants due to religion the composer cre-
ated two cycles of liturgical music (‘First Service,,
‘Second Service’) and 20 anthems.

John Wilbye (christened in 1574-1638) known
as one of the first masters of an English madrigal (in
total for about 60 works published in two books of
1598 and 1609) and that is proved by significant
prevalence of madrigal compositions over other
genres. Since 1598 he started his service at the cath-
olic family — the Kytsons in Hengrave Hall Manor
(Suffolk County) which was owned by Elizabeth
Kytson. For about 30 years Wilbye had been liv-
ing there not only as a private musician, but also as
a respected servant receiving material wealth step
by step. In Hengrave Hall there was a special music
room. As on 1602 the Kytsons owned the collec-
tions of more than forty different instruments and
more than fifty music books. During his work in
the family Wilbye published two books of madri-
gals («The First Set of English Madrigals, 3—-6vv>,
London: Thomas Este, 1598; «The Second Set of
Madrigals, 3-6vv>» (London: Thomas Este alias
Snodham, for John Browne, 1609)). It was speci-
fied in the dedication to the first collection: from the
Kytsons’ town house in Austin Friars’ (Austin Fri-
ars —an ancient abbey of the brothers-hermits of the
order of St. Augustine in City founded in 1253 by
Humphrey V de Bohun, the 2™ Earl of Hereford. On
24 June 1550 Edward VI gave on the basis of his pat-
ent right an opportunity to the Protestant refugees
to set up their own parish on the base of the church
of the abbey which got the name of «Dutch Stranger

Church> for many years), where one more London
house — Kytsons” house was located and it can be a
proof of possible contacts of Wilbye with the music
audience of the capital.

Not far from Bury St. Edmunds there was Rush-
brooke Hall Manor where George Kirbye (1565-
1634) served as a music teacher of five daughters
of the owner — Member of the House of Commons
and uncompromising Puritan Sir Robert Jermyn
(1539-1614) and his wife Judith Blage. There were
two more sons in the family but the data about their
musical education wasn’t kept, it is possible that it
was not so important. Despite the religious zeal Kir-
bye created «The first set of English madrigalls to 4.
5. & 6.voyces. Made and newly published by George
Kirbye» (London: Thomas Este, 1597) and also
separate compositions — 6-vote madrigal (1601),
eight S-vote plays and eight 4-6-vote madrigals and
one pavane along with the motets (19 Psalms, 2 an-
thems, 3 sacred adaptations of four-vote madrigals).

Thus, a genre variety of creativity is determined
by the place of service and position of a performer.
Eighteen out of forty-five musicians being under our
research created with rare exception only Anglican
church music servicing in different cathedrals as or-
ganists and cantors. They include Andrian Batten,
John Amner, Richard Portman, Thomas Wilkinson,
Thomas Wilson, John Hutchinson, Randolph Jewett,
Leonard Woodeson, William Stonard and also less
prolific authors such as Henry Palmer, John Tom-
kins, John Fido, Richard Gibbs, John Heath, Richard
Hutchinson, George Marson, Henry Molle, Robert
Parsons, Daniel Taylor.

John Lugge, his son Robert and especially Rich-
ard Dering entering Catholicism left a great deal of
Latin sacred music along with a small amount of
Anglican compositions. The evident prevalence of
Anglican service compositions is mentioned in the
heritage of a theorist and publisher Thomas Raven-
scroft, a vicar William Cranford, an organist and a
cantor John Holmes. The equal significant contribu-
tion into the sphere of secular and sacred music was
made by Thomas Tomkins who created more than
100 anthems and also madrigals, over 50 clavier plays,
some original fantasias, pavanes and galliards for
consort of viols, and Michel East who is an author of
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7 volumes containing madrigals in Italian style, songs
for consort, anthems and fancies for consort of viols.
Among those who served as court musicians or
musicians in rich families there is a group of com-
posers and performers (virginalists, lutenists, per-
formers playing the viol) who created a rather big
amount of anthems as well as alot of images mainly
of secular instrumental music: Orlando Gibbons
(for about 40 anthems), Martin Peerson (more than
20 anthems), Thomas Ford (19 anthems). Having
left 35 anthems Thomas Weelkes contributed the
secular vocal sphere with four books of madrigals
containing together for about 100 samples.

The creative work of other musicians is repre-
sented by secular music and church compositions
are represented by service and/or 2-3 anthems:
John Wilbye, John Cooper, Benjamin Cosyn, Rob-
ert Johnson, George Kirbye, Thomas Lupo, Fran-
cis Pilkington, Giles Tomkins, Thomas Warwick.
Also including Richard Nicholson, who was a mu-
sic teacher in Oxford University and an author of
only two anthems.

This panorama shows an inseparable connec-
tion of socio-political, geographic and official fac-
tors with a relatively high degree of activity in cre-
ation of anthems.
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Thomas Augustine Arne (1710-1778) is a
great English theatre composer in his generation
who developed the national traditions in the con-
ditions of prevalence of the Italian opera at the
English stage and who is still not so well-known in
the Russian musicology. In Great Britain he is

considered to be an outstanding figure of the mu-
sic and theatre art and one of the main figures of
the history of the English music. He is an author of
about 100 stage works (30 operas and 12 masques
are among them), he collaborated with the lead-
ing London Theatres such as ‘Drury Lane’” and
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‘Covent Garden’ and he also worked due to the
orders of the Dublin Smoke Alley Theatre, thereby
contributed greatly into the history of the music
theatre of Ireland.

The great majority of Arne’s theatrical music
appeared to be lost, but the scores of some works
were saved wholly, the rest is going to exist as sepa-
rate items in vocal collections. Our attention is di-
rected to eight works made by the composer within
33 years and presenting a section of different genres
shown at the English stage of the XVIII century:
masques ‘Comus’ (1738), ‘Rule Britannia’ (1755),
‘Alfred’ (1740) and “The Fairy Prince’ (1771), op-
eras ‘Eliza’ (1754) and ‘Artaxerxes’ (1762), comic
opera “Thomas and Sally, or The Sailor’s Return’
(1760), pastiche ‘Love in a Village’ (1762). Due to
the studying of the history of their creation and stag-
ings we can suppose that the works were made at the
similar conditions (performing line-up, production
place) and kindred genre models — a masque and
an opera — up to the time of their making [2, 65].
However, while exploring them in more details
there are clear differences among the compositions
created on the basis of one genre model and increas-
ing due to the degree of complication from earlier to
later opuses, which are probably connected with the
evolution of the composer’s works. It is rather clear
on the basis of the analysis of the overtures.

The overtures to the theatrical productions were
made by Arne due to the different models without
attaching them to a separate genre of a work. Tak-
ing eight compositions under studying all overtures
there are going to be divided into three groups ac-
cording to the type of the composition model: Ital-
ian type, French (or French-Italian) type and one-
part sonata overture.

The Italian model includes the overtures of such
masques as ‘Alfred’” and “The Fairy Prince) opera seria
‘Artaxerxes. Its main characteristics are a three-part
form, tempo contrast of parts ‘fast-slow-fast’, active
type of music of the first part made on the basis of
sonata logics, restrained lyrics of the second part and
a dance final. Arne used this model during different
periods of his creative work and at different stages of
the history of the Italian overture. ‘Alfred’ is referred
to the period of the first success of the composer and

the period of the model stabilization. The flourishing
of the creative work of Arne (‘Artaxerxes’) coincides
with domination of the Italian overture at the Euro-
pean stage. The creation of “The Fairy Prince’ was
at the time of the composer’s creative maturity and
simultaneously exclusion of the model by one-part
sonata overture.

The overture to the masque ‘Alfred’ is made due
to the Italian model ‘fast-slow-fast’, its composition
characteristics are typical to the overture of such
type. The form is considered to be organized in a
complex way as each of three parts is represented
as a finished structure. The first part (Es-dur) is
written in the sonata form, i.e. having two themes
of non-contrasting content and being differentiated
due to the movement type; the second theme is held
for the first time in the key of dominant (B-dur),
appears in the development section and then in the
reprise it sounds in the main key (B-dur). The de-
velopment section is concentrated around the keys
of the close kindred — B-dur and g-moll. The sec-
ond part (c-moll) — Andante — represents a simple
three-part form with the middle of the developing
plan. At its end there is a small final part representing
some transfer between the parts where the main
key is going to be returned. The third part (Es-dur)
being a lively and impetuous final in the minuet
genre is created due to the complicated three-part
form with the shortened reprise and the developing
middle part, where the first part is a simple three-
part form with the modulation to the key of domi-
nant B-dur with further returning to the main one in
the middle section. In respect to the theme the parts
are rather traditional. The main character of the
theme of the first part is a heroic pathetic element
expressed in the dotted march rhythm, duple me-
tre, fast beat, impetuous movement of the sixteenth
rhythmic values being periodically ‘broken’ by syn-
copes (especially in the second theme). The second
part is a contrast to the first one not only due to the
beat, but also to the theme which is rather close due
to its content to the vocal music, it is full of trills and
grace notes and it is intricate due to the rhythm. The
minuet represents a sphere of the genre and dancing
theme being joyous and impetuous, the beat is get-
ting faster with the help of the change of 4/4 metre
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to 3/8 metre and constant pulsatile movement of the
sixteenth rhythmic values.

The overture to the opera ‘Artaxerxes’ is also
related to the Italian model, though the compos-
er deviates from the permanent correlation of the
tempos. The first part has an indication of Andan-
te, but with the themes of the cheerful type which
becomes solemn and exalted within the unhurried
movement. Such beginning of the overture is prob-
ably connected with the plot of the opera telling
about the royalty’s hard fortune and too fast tem-
po is inappropriate here. Due to the form the parts
are made analogically to the parts of the overture to
‘Alfred’: the first one is a sonata form with a rather
detailed development section, the second one is a
simple three-part form and the third one is a com-
plex three-part form with the contracted reprise.
The only thing which differentiates this overture is
considered to be continuity of its parts while per-
forming as in the score the last note or the conso-
nance of the previous part become the first ones in
the beginning of the next one. According to it an
attaca effect appears between the parts.

The French model is represented in the overtures
to the masques ‘Comus), ‘Rule Britannia’ and the
opera ‘Eliza’ According to our opinion it is explained
by the fact that at the year of creation of ‘Comus’
the French overture was the leading type, but in the
1750s (‘Eliza’ and ‘Rule Britannia’) this type of the
overture was restrained under the great influence of
Handel. The typical peculiarities of the French over-
ture are opposite to the Italian one: a tempo contrast
‘slow-fast-slow’, the main semantic accent is trans-
ferred to the second part generally being fugue. In
that case the first part is probably taken as the slow
entrance to the second one, and a slow coda usu-
ally balances the composition. As a variety there is a
four-part ‘French-Italian’ (Y.S. Bocharov) overture
[1, 188] which represents an overlay of the Italian
model onto the French one: instead of the slow coda
two sections such as slow and fast are introduced.
The peculiarities of the French model also include
an even metre and dotted rhythm of the first part,
perfection of the second polyphonic section.

The overture to the masque ‘Comus’ is made on
the basis of the French model having slight differenc-

es in some details. The tempo contrast is followed in-
accurately: the second and third parts are written at the
same allegro tempo, but the third part sounds more
regular due to the change of4/4 metre into 3/2 metre
and it can be regarded as relatively slow. The forms of
the parts and their interrelation are quite traditional:
the first part is a simple three-part form in the qua-
druple metre being compact due to the scope, but it is
supposed to perform it in the slow largo tempo; the
second part is a fast triple fugue for 4/4; the third
part is a complex three-part form. The theme of the
overture is very interesting. The whole composition is
held at the same key — D-dur. The music of the first
part clearly reminds slow solemn processions being
full of dotted rhythm forms and rare, but lively lead-
ing passages. The fugue of the second part is based on
the active theme in the form of the folk music-making
with the alternate development.

The overture to the opera ‘Eliza’ represents main-
ly that French-Italian variety (it is also connected
with the type of Italian sonata da chiesa) where four
parts are located according to the principle ‘slow-
fast-slow-fast’ Nevertheless it should be considered
as a branch of the French overture as the main mean-
ing here as well as in the previous case is based on
the second part — fugue, but the rest parts prob-
ably fulfill the function of balancing of the composi-
tion more than its conceptual ending. The first part
(F-dur) — Largo is written in the simple two-part
form modeling into the key of dominanta (C-dur)
in the second section. Due to the theme type it re-
minds slow solemn processions, moreover the score
composition corresponds to it — octet of string
and wind (French horns and oboes) groups. The
second part of the overture (F-dur) is a developed
four-voice fugue for two themes which main devel-
opment includes holding due to the keys of the rela-
tion in the first degree. The third part (to be exact,
section) is very small according to the scope — there
are only 9 bars. However, due to the Grave tempo of
4/2, large rhythmic values (half, whole and double-
whole notes) and modal contrast in relation to the
surrounding parts (f-moll) it is like an intermediate
link between the fast second part and the fourth
part in the medium tempo (but in comparison with
the third one which is fast enough). The fourth part
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(F-dur) is a minuet in a three-part form which serves
as a final genre.

The model of one-part sonata overture can be
found out in the comic opera “Thomas and Sally".
This type of the entrance part became popular in
theatrical works of the 1770-1780s removing
the Italian overture from the leading positions. How-
ever “Thomas and Sally’ was written in 1760 when
the Italian type of overture was the main one. It is
obvious that the composer anticipated the tendency
having made the overture significantly shorter and
given it mainly the function of the entrance prepar-
ing the performance, but not the music during which
people should take their seats in the hall and have
small talks. The overture is made analogically due to
the sonata parts of Italian overtures: presentation of
short themes where the second theme is derivative
from the main one, existence of the development
section where the main theme is developed in a key
way and then there is a production of the main and

second themes in the main key — D-dur. So not the
usage of the sonata form is rather unusual here, but
the fact that it becomes independent, short and am-
ple at the same time to fulfill the function mainly of
the entrance to the opera. At the end of the develop-
ment section there are two measures of the closing
type where the tempo becomes slow abruptly that
has to attract the spectators’ attention to the begin-
ning of the opera acting.

Thomas Arne worked in the sphere of theatre
music in its different genres. The part of his composi-
tions was dictated by the orders of the management
of the theatres with which he collaborated, some
compositions were made by the composer being in
the artistic union with the librettist who made the
composer be interested in him or with the libretto in-
spired him. But we can suppose that the liberty of
his creative work involved not only the choice of the
genre of the composition, but the choice of the type
of the overture and its specific structural realization.
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YKpanHCKN KaMepPHO-UHCTPYMEHTaJIbHbIA aHCaMOJib:
XXaHpoBble mMeTamMmop@do3bl HA CcTbiKe XX — XXI BekoB

AHHOTaI.II/Iﬂ: B cTatpe OCYIIECTBASIETCS aHAAN3 aHCaMOAEBBIX COCTABOB C IDE€ABIO HCCACAOBAHUA

TpaHCPOPMALIUI )KAaHPOBBIX MOAEAEH KaMEPHO-UHCTPYMEHTAABHOM MY3bIKH YKPaHHCKMX KOMITO3H-

TopoB KoHIja XX — Havara XXI BekoB.

KaroueBbie cAOBa: YKpaHHCKAsl KAMEPHO-UHCTPYMEHTAAbHASI My3bIK2, aHCAMOAEBbIN HHCTPY-

MECHT aPI/IfI, JKaHpPOBbIE€ MOAEAN KaMEPHO-UHCTPYMEHTAABHOT'O chaM6Aﬂ, Me}K}KaHpOBbII;I AHQAAOT.

AKTyaAbHOCTDH TeMbI HCCA€AOBaHHsA. B xpo-
HOAOTHM >XaHPOBO-CTHAEBOM 3BOAIOLIUH, Pa3BU-
THE My3bIKAAbHOTO MCKyCCTBa KoHIja XX — Hada-
Aa XXI BekoB oTMedaeTCs OCOOBIM CTpEMAEHHEM
KOMITO3UTOPOB K CHelluprIeCcKOMy THITy CHHEPTHH
TPAAMLIMI ¥ HOBALIMM BO B3aMMOAEMCTBHM «CTa-
PBIX> M «HOBBIX> >KaHPOBbIX, CTHAEBBIX, pOpPMO-
06pasyIoIHX, XyAOXKeCTBEHHO-3HAKOBBIX CHCTEM,
«TAe OOraTCTBO CTHAEBOTrO M YXAaHPOBOTO CHHTe-
33, CTpeMACHHUe K eAMHOM FapMOHUH OKPaIlHBAIOT
HanboAee IIAOAOTBOPHbIE MOUCKU CAOXKHOTO CMbIC-
Aa B KOXYIIUXCS HECOBMECTHMbBIMHU, HO BHyTPEHHe
6AM3KHMX 06BEKTAX MY3bIKAABHOTO MUpa>» [3, 178].
B TBOpUecTBe COBpeMeHHBIX YKPAHMHCKUX KOMIIO-
3UTOPOB MPOIiecC IepecedeHus TPAAULIUI 1 HOBa-
UM MPOCAEKUBAETCS Ha YPOBHE TPaHCPOpPMaIHK
JKaHPOBbIX MOAEAEH KaMepHO-HHCTPYMEHTAABHOTO
aHCaMOASI, HCCA@AOBAaHME KOTOPBIX SIBASIETCS AKTY-
AABHBIM AASL COBPEMEHHOI'O MY3bIKOBEACHHS.

AHaAM3 IOCACAHUX HCCACAOBAHHM U IMyOAH-
Kanuit. TeopeTnyeckuil acIieKT pa3paboTku mpo-
6AeMaTHKHU KaMEPHOTO aHCAaMOAS KaK KaHpPa 1 KYAb-
TYpHOTO ¢eHOMEeHa IPEACTABAEH B UCCAGAOBAHMAX
yKkpanHckux My3bikoBeAoB M. IToabckoit u A. Ilo-
B3yH. CpeAu paboT, rae OCyIecTBASETCSI PacCcMO-
TpeHHe XAaHPOBBIX MOAEAEH KaMepHO-UHCTPyMEH-
TaAbHbIX IPOM3BEACHHUI YKPAaHHCKUX KOMIIO3UTOPOB
B MCTOPUKO-CTHAEBBIX, TEXHUKO-KOMITO3UIIMOHHbIX
aCIeKTax YKaHPOOOPA3OBAHKUS U UCITOAHUTEAbCKHX
npobAeM HX OCMBICAGHHUS, OTMETUM HCCAEAOBa-
mus: IL AoBrans (5kaHpOBO-CTHMAEBasl AMHAMU-

Ka KaMepHO-MHCTPYMEHTAABHON CIOMTH XX B.),
T. OmeabdeHKO (5KaHp COHATBI AAS CKPUITIKHU U $OP-
TenmaHo B TBopuecTBe 70-90-x rT. XX B.), B. AHApH-
esckoit, T. Carocap (MCTOPHKO-CTHAEBAS TAPAAUIMA
Pa3BUTHS AaHCAMOAEBbIX )KAHPOB, B YACTHOCTH, JKaH-
Pa KaMepHO-MHCTPYMEHTAABHOM COHAThI AbBOBCKUX
KOMII03UTOpOB), A. 3umbl (5KaHpP GOpPTENHaHHOTO
KBHMHTETa B TBOPYECTBE OAECCKUX KOMIIO3HTOPOB),
E. MapijeHKOBCKOI1 (KaMepHO-UHCTPYMEHTaAbHOE
TBOpuecTBO B. AsTomunckoro), I XKyk (kamepnas
My3bIKa C y9acTueM BUOAOHYeAU B. Bapsunckoro),
H. Aukoii (yKpanHCKHil KaMepHO-MHCTPYMEHTAAD-
b1 aHcam6Ab 60-80-x rr. XX B.), Y. Epruesa (>xan-
POBO-CTHAEBbIE TAPAMETPbl KAMEPHO-OasIHHOM My-
3BIKU YKPaUHbI) U AD.

ITeAbI0 AQHHOI CTAaTBU SBASIETCS OCYIeCTBAL-
HUe aHAAM3a AaHCAMOAEBBIX COCTABOB U BbISIBACHIE
MHHOBAIIUH B TPaHCPOPMAIIHAX KAHPOBBIX MOAEACH
KaMepHO-UHCTPYMEHTAAbHOM MY3BIKH YKPAHHCKUX
KOMIT03UTOpOB KoHIja XX — Havaaa XXI Bekos.

H3AokeHne 0CHOBHOTO MaTepHaaa. Ha co-
BPeMeHHOM OJTale TIIpOIlecChl YHHMBEPCAAM3a-
ITMM BBIPA3HUTEABHBIX BO3MOXXHOCTEH MY3BIKAAb-
HOTO HappaTHBa

nproOpeTaoT  AaAbHerIIee

TBOPYECKO-KOHIIENITyaAbHOE  Pa3BUTHE, BAUS-
olfee Ha oboramjeHHe >AHPOBO-CTHAEBOTO CO-
A€pKaHHS MY3bIKAABHOM KYABTYPbI U MCKYCCTBA.
B TBOpYecTBe yKpaMHCKHMX KOMIIO3UTOPOB IIPO-
UCXOAUT TpaHCPOpMalMs >KAHPOBBIX MOAEAeH
KaMepHO-UHCTPYMEHTAABHOTO aHCaMOASI, ITyTeM

0OHOBAEHUS HCTOPHUYIECKUN CAOXKHMBIIHXCA J)KAaHPOB
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KaMepHO-MHCTPYMEHTAABHON MY3BbIKH, B 4aCTHO-
CTH, BO3POXKAEHHS CTAPUHHBIX SKaHPOB C TO3UITHIA
coBpeMeHHOI cTHANCTUKU. HabAropaeTcst TeHAH-
LYl [IOBBIIEHHST BHUMAHUS K MOHOTEMOPOBBIM Ka-
MePHO-HHCTPYMEHTAAbHBIM aHCAMOASIM, KOTOpPbIe
OYepYeHbI:

— KOHCTAHTHBIMH JXaHPaMH (3A€Ch U B AAAbHEI-
IeM OIHpaeMcs Ha TEPMUHOAOTHIO U KAACCHPHKaA-
IIMI0 CHCTeMBbI aHCaMbAeBbIx skaHpOB M. IToabckoit
[4,424-435]) — Hanpumep, $popTenraHHbI, CKPU-
NUYHbIN, BHOAOHYEABHBIH AyaThl (Anmu-conama
«Paszo60p co spemenem> B. Pynuaka, 1993; «Hoxk-
mwopn> A. Camopaesost, 1996; <«Ipasumayuu>
A. 3arafixesuy, 2002 );

— KOHCTaHTHO-BapHaHTHBIMH )KaHPaMU — Qaeii-
toBoe Tpuo («Euel..» C. 3axutsko, 1999), kBaprer
xaapHetoB («Hckyccmeo Hemvix 38yk06>, B. Pyrya-
Ka, 1997);

— PEeASTUBHO-KOHCTAHTHBIMH XXaHPAMH — AAb-
TOBBIH Ay9T («Memamopgbosbt 1> A.Camopae-
Boi, 1997), ayaT darota u poprenmano (Conama
«Terra Incognita> B.T'y6b1, 1998);

— PeAATHBHBIMU XKaHPaMU — (AEHTOBBIN AyST
(«<Ayarv-Ayam> Ne 8 K. Llenkoaenxo, 2003) u Ap.

TpaAULOHHBIM SIBASIETCS OOpalleHe YKpauH-
CKUX KOMITO3UTOPOB K TeMOPOBO-OAHOPOAHBIM HAU
CMeIIaHHbIM IT0 aKyCTHYECKOM CTPYKType KOHCTAHT-
HbIM aHCAaMOAEBBIM XXaHPaM, B YaCTHOCTH: CKPUIINY-
HO#t conare (Hampumep, «Post Scriptum> B. Cuab-
BecTpoBa, 1990), Buoaonueabnoit conare (Conama
AASL BUOAOHYeAU U ¢popTrenuano A. TomaeHOBOH,
2002), ayaTy daeirtst u apdsi («Auadema ¥O. To-
meabckoi, 2001), GopTenuaHHOMY M CTPYHHOMY
Tpuo («Mysvika poiwezo secas, 1992; «Cmupennas
nacmopav>, 1996, E. CrankoBu4a), cTpyHHOMY
xBaprery («Consequences> A. Kpacorosa, 1999).

C Apyroil CTOpOHBI, HAOAIOAAETCSI HHTepec
K JXAaHPOBBIM HOBOBBEACHHSM, ITyTeM BKAIOYe-
HHS B My3BbIKAABHYIO IIPAaKTHKY HOBBIX COYETaHHIH
HHCTPYMEHTOB, OOpa3yIOIHX, TaK Ha3bIBaeMBbIe,
CBOOOAHO-BapHAHTHbIE AaHCAMOAEBbIe )KaHPBL. DTOT
IpOIleCC PeaAU3yeTCs ITO AByM HallpaBACHHUSIM: IIep-
BOE 3aKAIOYAETCs B CO3AAHNHU KOMITO3HLIUM AASI HETH-
IIMYHBIX MOHOTEMOPOBBIX COCTABOB, HAIIPHMEP, AAS
3-x Buoaonueaett ( «Ritual Actions> A. CamopaeBoi,
2010), 4-x Buoaonuereir («Keapmem-pexsuem>

B. Aapunxosa, 1989), 3-x xonTpabacos (<«From
Corner to Corner> K.Ilenxoaenxo, 1995), 4-x
koHTpabacoB  («Bazameau» A.TomaeHOBOH,
2008), S-tu rutap, S-Tu BuosoHdeei («3epxaro
dywu>, «Diagram> C. AsapoBoii, 06a HaIlHCaHbI
B 1999), 8-Mu Buosonueneit («Batrada> na memy
Beatles B. 3y6urkoro, 1999) ut. .

Bropoe HanpaBAeHHe, MPeACTaBACHO KOMITO3H-
IIMSIMU TeMOPOBO-OAHOPOAHOTO HAH CMEIIAHHOTO
COCTaBa, A€ MCIIOAb3YeTCs] HeTPAAUITMOHHBIN AAS
KAACCHUYeCKHUX aHCAMOAEBBIX TUIIOB HHCTPYMEHTAPHIT
(HapOAHBII1, 9K30TUYECKHUIA, AXKA3OBbIM, IAEKTPOMY-
3bIKaABbHBII). B vacTHOCTH, Ha cThIKe XX — XXI Be-
KOB aKTHBHO HHTETPUPYeTCS B aKapeMHYecKoe
>KQaHPOBO€ U HMHCTPYMEHTAAbHOE IIPOCTPAHCTBO
KaMepHOM My3bIKM 0asH. ODTOMy CIIOCOOCTByeT
IOsIBA@HHE B aKTHBE YKPaHHCKHUX KOMIIO3UTOPOB
3HAYUTEABHOTO KOAUYECTBA OPUIMHAABHOIO penep-
Tyapa AASL Ay9TOB: CKPHIKH U 6asHa (Hanmpumep,
«Ave Maria Stella> B. Aapuuxosa 1995-1998), 6a-
sua u poprenuano («Om Panuesru k [arruaro>
B. 3y6unkoro, 1998), 6asna u kaaprera («Asoe
... [Taparreavro ... Omodesvro?> A. IlleTunckoro,
1996-1998), 6asna u darora («Deo Volentum>
A. Tomaenosoti, 2004), TPUO AASL GasiHA, CKPHIIKU
u rutapsl («Sans I'Eloignement de la Terre» A. 3a-
raiikeBud, 1994), a TakKe B APYTUX aHCAMOAEBBIX
TpYIIIaxX OT KBapTeTa A0 oKTeTa. [Topo6HOE sxaHpo-
BOe pa3HooOpasue, o MueHuto . Epruesa, siBasteT-
Cs1 IPSIMBIM CBUAETEABCTBOM TOTO $AKTa, YTO «IIPO-
IleCC CTAHOBA€HMS YKPAUHCKUX KaMePHO-0asTHHbIX
JAHPOB IIPUHUMAET yCTONYMBBIN XapakTep> 2, 12].

MuTepecHb! MpuMephl COYETAaHMS YKPAHHCKOM
6anAypsl u 6asHa («<Auadema» No 3 10. Tomenn-
ckoit, 2010), BBeAeHHE TYIyABCKON APBIMOBI B aH-
cambAe ¢ KAQpHETOM, 6ac-KAApHETOM U GOPTEIUAHO
(< Opazmenmor> B. Dpoasix, 1998), a TaxoKe HCIIOAD-
30BaHHe 9K30TUYECKUX AASl OT€YECTBEHHOTIO MY3bl-
KaABHOTO IIPOCTPAHCTBA dTHUIECKUX HHCTPYMEH-
TOB HAPOAOB MHpa, HalIpUMep, AMTOBCKUX KaHKA€Ca
u 6up6bune (K. Maiipen6epr-Topoposa «A TRE>,
2012), mexcukanckont mapumbsi (A. [lleTunckuit
«Masamuux>, 2002), apMIHCKUX KaHyHa U AYAyKa
(C. Asaposa «On Tuesdays>, 2007).

VIHTeHCUBHO BBOAUTCS B KaMepHO-HHCTPY-
MEHTaAbHbIe TPOM3BEACHUS OAMH U3 OCHOBHBIX
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MHCTPYMEHTOB AJKa30BOM U 3CTPAAHON MY3bI-
K1 — cakcopoH (BO BCeX pasHOBHAHOCTSIX: Sax-
s/a/t/bar/bass) B xommnosunusax A.Kosapenko
(Ksapmem aas 4-x cakcoponos, 1990), C. ITuaro-
tukoBa («Hnmpuzus A cakcoPOHa-aAbTa U Gast-
Ha, 2002), B. Pynuaka («Ocanna — MY3bIKAHMam,
KOMOpbIxX Hetm ¢ HAMU ... YoKe U eufe> AASL 2-X CAKCO-
$oHoB, nepxyccuu u oprenuano, 1997), A. FOpu-
noit («Waterdreams> aast Tpom60oHa, mepkyccuy,
cakcopoHHUCTa-UMIpoBu3aropa u muma, 2001),
A. Iletunckoro («Pas de Quatre> aas cakcodoHa,
TPOMOOHA, IEPKYCCHH U TUTaphl, 1999).

HabaropaeTcst MHTepec K TUITHYHO OPKeCTPOBbIM
HHCTPYMEHTaM, KOTOpPble AOCTATOYHO PEAKO HAU
HHMKOTAQ He HCIIOAb30BAAUCh B KaMePHO-HHCTPY-
MEHTAAbHOM My3bIKe, CPEAM HUX: aHTAMMCKUM POXKOK
(B. Aapunxos «Cepenada 3or0moii ocenu>, 1996),
yenecra (A. Camopaesa «Once upon a time>, 2005),
apda (A. Tomaenosa «Tyman. Odecca>, 2014), an-
taBphl 1 kcuaoPpoH (C. 3axutbro «Eugel..», 1998),
su6padon (B. [Toresas «Mucmepus>, 1998). Io-
CTEIIeHHO BO3POXKAAIOTCS CTAPUHHbIE HHCTPYMEH-
Thl, B T.4. IPAKTUYECKH BbIIIEALIHE U3 YIIOTpebAe-
HuA: BUOAa Aa Tamba (A. CamopaeBa «3abbimuie
manyst II», 1998), xaasecun (A. Illerunckuit
«Humpocnexyus >, 1996), cTexasHHAS rapMOHHUKa
(B. Aapuukos «De profundis clamavi>, 1993), 6a-
cerropu (C. Asaposa «Funk Island>, 2003), duc-
rapmonwus (A. Herunckuit «Ay4 Hadexcdvi>, 1992).

OTMeTUM OTAEAbHBIE CAYYaU HCIIOAb30BAHMS
OpraHa B KaMepHO-UHCTPYMEHTAAbHBIX AHCAMOASIX
B AOBOABHO HEOXXMAAHHBIX COUETAaHMUSIX C TPyOOH,
nepxyccueit (K. Llenkoaenko «Ayatv-Ayam>»> Ne 3,
1993; «Hounoti npegepanc — Hapa 6 kapmot N° 3>,
1991), cakcodponom («Troix dans la ville>> A. Camo-
Aaesoit, 2012), rpombonom («Kaeiinodvi> B. Ty6wr,
1997) 1 ApyTMMH HHCTPYMEHTAMH.

OAHMM U3 OTAMYMTEABHBIX  IIPH3HAKOB
COBPEMEHHOCTH SIBASIETCSI HCIIOAb30BaHHe HOBefi-
INX IPHEMOB <«KOHCTPYHPOBAaHUSI» KaMEPHO-
HMHCTPYMEHTAAbHBIX KoMrosunuil. ITpu atom Bos-
HUKAeT <«CAOXKHOE, BBIPA3UTEABHOE IIPOCTPAHCTBO,
$opMUpYIOIIHeCs C IOMOMIBIO My3bIKAABHBIX TEXHUK,
COBpeMeHHbIX TeXHIYECKHX CPEACTB, KOTOPbIE BAUSIOT
Ha >KaHPOBYIO OCHOBY IpousBeaeHusi> | 1,121]. Cpeau
HanbOAee XapaKTePHBIX [IPHMEPOB, AIPOOALIHst KOMIIO-

3UTOPAMH 3AEKTPOMY3bIKAABHOTO HHCTPYMEHTApHs,
B YACTHOCTH, CUHTe3aTOpa B aHCAMOAEBOM COUETAHHU
C TpaAMMOHHbIMU HHCTpyMeHTamu («Konyepmmas
nveca» A. Kozapenko, 1990), coueranue ayanosanucu
¥ aKycTUdeckoro 3Bydanus («Sounds from the Yellow
Planet» C. Asaposoii, 2006), a TaKKe SKCIIEPUMEHTbI
¢ MarHuTHOI1 TiaeHKo# (<«ITocmarodus> B. ByaaHosa,
2000) u “xuBoit” aaexkrponukoit («Topos Uranios>
A.¥Opuno#, 2001). [Toao6HBIE TBOpYeCKHe IKCIIe-
PHMEHTBI 0 PACHIMPEHHIO TeMOPAABHOIO, KOAOPH-
CTHUYECKOTO CIIeKTPa 3BYKOBOTO IIOTOKA SBASIIOTCS
YHUKAABHBIMU 1 MHHOBAIJMOHHBIMU C TOYKHU 3peHHUs
OTKPBITHUS AAAbHEHIIIHX ITePCIIeKTHB YKPAUHCKOTO Ka-
MEepPHO-UHCTPYMEHTAABHOTO HCKYCCTBA.

B BpIBOAQX OTMETHM, YTO AHAAU3 UHCTPYMEH-
TAABHBIX COCTABOB U )KAaHPOBBIX IIAPAMETPOB IIPO-
U3BEACHUH YKPAaHHCKOTO KaMePHO-UHCTPYMEHTAAD-
HOro McKyccTBa koHIa XX — Havaaa XXI BekoB
ObHapy)XUBaeT IPUOPUTETHI UCIIOAB30OBAHUS IIH-
POKOTO >KQaHPOBOT'O AMAlla30HA MOHOTeMOpOBUX,
TeMOPOBO-OAHOPOAHBIX, CMELIAHHBIX AHCAMOAEBBIX
cocraBoB. B mporiecce TpaHcPopMariuu xKaHpPOBBIX
MOA€eAeil KAMePHO-UHCTPYMEHTAABHOTO aHCAMOAS
HAOAIOAQIOTCS ABe TeHAeHIUH. C OAHOI CTOPOHBI,
obpaireH1e K HICTOPHUYECKU CAOXKUBIIIMCS KaHPaM
KaMePHO-MHCTPYMEHTAABHOM My3bIKH (KOHCTaHT-
HBIM, KOHCTAaHTHO-BAPHAHTHBIM, PEASTUBHO-KOH-
CTaHTHBIM, PEASTHBHbBIM), UX BO3POXXACHHE HAH
PEKOHCTPYKIIUSA C HO3UIIMH BHIPA3UTEAbHBIX BO3MOX-
HOCTel COBPeMEHHOMN CTUAMCTUKH. A C APYTOil —
HHTepec K XaHPOBBIM HOBOBBEAEHHUSIM, OboraieHie
My3bIKAABHOM IIPAKTUKH CBOOOAHO-BaPUAHTHBIMU
JKAHPaMH, ITyTeM COYETaHHS TPAAULMOHHOTO (aKa-
AEMHYECKOT0) U HETPAAMIIMOHHOTO (HApOAHOTO,
5K30TUYECKOTO, AXKA30BOTO) HHCTPYMEHTapH
B aHCaMOAe, BBEACHHUS] CTAPHUHHBIX UHCTPYMEHTOB
B >KaHPBI HOBO! MY3bIKU (MCIIOAB3OBaHHE TPAAU-
ITMOHHBIX U IIOMCK HOBBIX 3BYKOBBIX BOZMOXKHOCTEM
CTapVHHBIX HHCTPYMEHTOB), COEAUHEHHS aKy CTHYe-
CKOTO M 3AeKTPOMY3BIKAABHOTO MHCTPYMEHTAPHS,
HICIIOAb30BaHM TEXHOAOTHI HCKYCCTBA. AaHHbIE I10-
AOKEHHUSI AeMOHCTPHPYIOT TATOTeHHE YKPaHHCKOMN
KOMITO3UTOPCKOI IKOABI K MEXOKaHPOBOMY AHAAOTY
B CHHEPTUHU TPAAULIMI U HOBAIUI, C IEABIO YTBEPXK-
AEHIHS AKaAeMHIIeCKUX TPAAUIIMI U UX OOHOBACHHUS
Ha COBpeMeHHOM ITOCTMOAEPHOM JTarle.
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Abstract: Main problem, create such methods of teaching to play on public instrument, in

which existed motion from account of the general directivity to particularity of the education

to play on separate group and family instrument. Only on base of such methods, differentiating

different stages of the education (initial, average, high) in system of the training, possible forecast

her (its) high quality.

Keywords: methods, toolbox, composer, study.

Need of the further improvement of the methods
of the teaching puts before teacher of the problem of
the reinforcement Bocniurareasnoit dug education,
address to modern method of the teaching.

The Area of the study uzbek public music in-
strument disposes extensive scholastic-methodical
and methodical literature. Such ocnamQuuocrs is
caused first of all that that sphere uzbek public in-
strument pertains to priority directions of the music
formation and therefore she as specific local sphere
of the science requires the systematic development
a vital problems. The Other reason so rich presence
of the literature is connected with broad range the
most national toolbox, each type from which re-
quires the methodical comprehension..

At present in music educational institutions,
including, in HIGH SCHOOL, lead preparation
on 14 types instrument. Under suppressing dug the

literature scholastic-methodical and methodical di-
rectivity, available arsenal possible conditionally to
divide into several varieties, as follows:

— a general work;

— a making the schools for learning to play on
public instrument;

— awork, denoted methods to organizations or-
chestra, ensembles;

— areader books for development of the intona-
tions and technology, as that: collections etude, ex-
ercises, gammas, arpeggo;

—a repertory collections for different instru-
ment;

— an article, essays, monographs and others in
which prevails the methodical nature of the study
toolbox.

For long years formed and methods of teach-
ing. Alongside with reconstruction and improve-
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ment public instrument, which, as is well known,
began in the first half HH age, and as effect of this
process — a making the new varieties and family in-
strument, are actively developed and such aspects,
as production of the new technical methods of the
play, 3BykousBaeuenus, are formed in principal new
ucnoanuTeabcke skills and traditions.

Transition from auditory method of the mas-
tering by instrument and usyctasiM by way to
3ayuuBaHus tunes to play on note has in the same
way required the drudgery on creation and selecting
the scholastic repertoire, decryption unique sample
music heritage, making the schools of the play on
different public instrument.

Exactly in this direction was winnowed and lead
work on creation methodical and didactic base of
the education uncTpymenrasucros-populist. For
60 years of existence of the pulpit public instru-
ment to State conservatory Uzbekistan her (its)
teacher is written row fundamental allowance, not
forfeited importances and today. In this list person
mentionings deserves first of all book «Instrumen-
tovedenie>» A.I Petrosyanca. Being visible figure of
the music culture Uzbekistan, he contribute; cause
big contribution to development ncoanureasckoro
art on peKoHCTHpYpHpOBaHHbIX public instrument.
Exactly so he in its opus has spared this question em-
phases and, in particular, has scientifically motivated
the categorization of the main groups public instru-
ment, has described the family of these groups, way
to their designs, technical and artistic possibilities.

Its urgency saves and allowance B. F. Gienko «In-
strumentovka> for orchestra public instrument. No-
table that author spares emphases to question of the
correlation timbre in ancambaeBoM of 3By4aHuu or-
chestra, group combination instrument with account
their Tem6poBoit colourations that in final count tells
on production new MCIOAHUTEABCKUX acceptance.
In allowance, supplied music example and fragment
from scores composer different epoches, are charac-
terized not only separate orchestral groups, but also
are given practical advices on the most efficient their
use. Given publication, released in Uzbekistan, is a
first methodical work of such sort. Noting her (its)
scientifically-methodical value, moazepxaQm that
she is oriented as on teacher, student and yyamuxcs

educational institutions, so and on composer and
professional-performers moreover not only work-
ing in Uzbekistan, but also for his (its) limit.

The Most activity of the authors-specialist is on
public instrument of the conservatories possible to
establish with begin 1950-h years. The Scholastic
process was enriched school of the play for differ-
ent uzbek public instrument (aofipa, Haii, py6a6,
KAIITapCKUil py6ab, AyTap, YaHI, THANKAK, [HAXKAK-
alto, afghanistani py6a6), republished you different
years, but in the same way allowance on organiza-
tions and work with orchestra public instrument.
This process lasts and on ceit day.

Thereby, practically methodical central was de-
signed for moayBexoBoii period existence of the pul-
pit to learning on the main uzbek public instrument.
The base requirements ed In school for initial 3Bena
education. As follows: possession by questions to
designs instrument, production ucroAHUTEABCKOTO
device and study of the varied technical possibili-
ties 3BykousBaedenmust. For practical mastering of this
array methodical recommendation, usually schools
of the play on that or other instrument started to in-
clude the certain volume of the music material, con-
sisting of technical exercises, scholastic etude and
artistic product.

But if initial section of the music formation
was in good time supported by methodical base,
that at the average section in this direction were felt
real difficulties. The Insufficient amount of the music
material has required at the most short periods to fill
this gap. Consequently, possible consider that to be-
ginning 1990-years was a mortgaged primary base of
the music formation on profession rcroanuTEABCTB
on public instrument.

According to modern xBaAu¢uKarOHHO}1 to fea-
ture, student of the music HIGH SCHOOL must get
extensive general, special and professional knowledg-
es. Herewith follows to take into account that majority
graduate link its professional life with pedagogical ac-
tivity. In other words, appeared need of serious prepa-
ration future specialist on psychologies, mesaroruxe,
methods, mastering by knowledges of the broad circle
for expansion of the general outlook.

The development o6merunosoit became For
present-day day of one of the actual problems
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ucnoanuTeabcTsa and quotient of the methods, di-
rected on learning the musician, on the one hand, on
base dug pedagogical experience, but on the other
hand, taking into account individual particularities
of each musician.

In this sense possible with regret to establish
that on given moment in course methods of teach-
ing to play on public instrument, in particular, in
published article and allowance on uzbek pub-
lic instrument, exists the limited approach since
all recommendations are basically reduced to stat-
ing the play on instrument and study of the tech-
nical methods 3Byxoussaeuenus. Herewith from
sphere of attention of the authors completely fall
out the problems scholastic-Bocniurareasnoro of
the nature, which form the specialist as harmo-
nious developed personality. Other word in pro-
cess of the education must be used and the other
spheres, as follows: questions of the pedagogical
ethics and morals, way of the stimulation to activa-
tions searching for efficient forms of the education
with use didactic acceptance, naTepakTHBHBIX Of
the forms of the contact, as well as building of the
process of the education with account spiritual-
IIPOCBETUTEABCKOI to directivities.

Not pazpaboransocts such complex methods in
HIGH SCHOOL already begins tells on quality of
the learning the student-performer, including on
profile of pedagogical preparation.

At present notion of the methods most often is
used in three importances:

— a methods as theoretical course, as scholastic
discipline in HIGH SCHOOL;

—a methods as collection of the forms, meth-
ods and receiving the functioning (working) the
teacher i.e. as technology to professional practical
activity;

—a methods as pedagogical science, having, on
the one hand, features, inherent any science in gen-
eral and, with another, — a specific objects of the
study, conditioned as essence most subject, so and
fetter of the mastering im. At determination of the
notion «methods» it is necessary to come from col-
lection main subjective and objective factor of the
education. The Methods s on base of the study of
the most efficient methods practical persons educa-

tion and their theoretical motivation and generaliza-
tions in process ncuxoaoro-pedagogical studies.

Objective formed two function different meth-
odses — general and private (special). The General
methods concern with the study of the regularities and
particularities of the process of the whole education,
private develops and realizes such problems, as ways
and the forms of the education, which lead to sensi-
bly quick mastering student corresponding to specific
knowledges and skill in one or another professions.

The Main stage of the further improvement
methods of teaching to play on public instrument
possible to consider following:

1. The Deep study modern general and music
neparorux, psychologies and didacticses, allowing
come to theoretical generalization and conclusion
on production of the main positions methods of
teaching to play on public instrument.

2. The Study and generalization of the positive
experience of the teaching, giving efficient result in
practical person of the education optimum methodi-
cal facility in correlation with positions and installa-
tion quotient methodses.

3. The Critical analysis of the different methodi-
cal schools and directions past and persisting for the
reason discovery progressive trend, which possible
was successfully use in modern education and devel-
opment of the student.

Exactly on these base, is thought, possible work
out scientifically-motivated and confirmed by expe-
rience of the work, methodical positions and con-
cepts, which in practical person of the education give
positive result with minimum expenses of time and
optimum effort training and training.

Following on worded above stage, possible real-
ize the main problem, dictated by time and modern
requirements that is to say, create such methods of
teaching to play on public instrument, in which ex-
isted motion from account of the general directivity
to particularity of the education to play on separate
group and family instrument. Only on base of such
methods, differentiating different stages of the edu-
cation (initial, average, high) in system of the train-
ing, possible forecast her (its) high quality.

The Important stage of the improvement of prep-
aration specialist must become making the stable
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scholastic programs for music schools art, music col-
leges, music academic lycee and HIGH SCHOOL,
in which must be exactly certain parameters of
the volume of the knowledges and skill, difficulties
of the scholastic repertoire, excluding duplication on
miscellaneous stage education. The Programs must
provide the growing an ucrmoanuteansckoit cultures
from azos of the production, masterings elementary
receiving the play before BoicoxoxypaoKecTBeHHOTO
performances of the complex product. The Gradual
complication of the scholastic tasks, understand-
ing to their importance teacher And training is a
powerful stimulus when learning. Work must turn

round On base of the new programs on making the
methods, answerring modern requirements. This, in
turn, will allow to define the key positions methods
of teaching to play on public instrument, motivate
their scientific value.

Only presence of the united methods, calculated to
unceasing system of the formation, will help the teach-
er all section to obtain to receivership, avoid the error
and costs of the education, raise pe3yApTaTHBHOCTB its
activity that, certainly, will positively tell and on qual-
ity of preparing the performers on public instrument,
and at a rate of teaching on profession in the field of
HCIIOAHUTEABCTBA on public instrument.
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KaroueBbie caoBa: PoAbKAOP, KOMITO3UTOP, KOMIIO3UTOPCKHIT POABKAOPU3M, OCBOEHHE POAD-

KAOPA, My3bIKaAbHOE MBINIAEHUE, BOCTOK — 3aIlaA, y30eKCKast My3bIKa.

ITosiBA€HME HOBBIX MY3BIKOBEAJECKUX PaKyp-
COB «BEYHOI>» IMPOOAEMBI POABKAOP-KOMIIOZUTOP
Ha IIpHMepe aHaAM3a MCKOHHO-HAIMOHAABHOTO KOM-
nosuropa M. IT. Mycoprckoro 65140 B KakO¥-TO Mepe
npepornpepeseHo. OAMH U3 KPYTIHENITHX AaHAANTHKOB
HasBaHHOU mpobaembl M. 1. 3emrjoBckuit cTaA ee
raamaraeM ceropHs. boaee Toro, uccaepoBareabckue
HAEHM YYEHOTO O KOMIIO3UTOPCKOM (POABKAOPH3ME
BO MHOTI'OM BHECAH SICHOCTb B Ka3aA0Ch ObI Hepaspelu-
MYIO AUHAMVKY, B YaCTHOCTH, B Y30eKucrane 06 ycr-
HOCTH U CHELUPUIHOCTH IPETBOPEHHS Y30eKCKOro
MY3BIKAABHOTO OABKAOPA U €€ KOHTPIPOOAEMBI —
IMCHbMEHHOCTH U YaCTO — AAAEKOCTH KOMIIO3UTOP-
CKOTO TBOPYECTBA OT UCTUHHOTO Y30€KCKOro HAI[HO-
HAABHOT'O My3bIKAaABHOTO HCKYCCTBA.

«Meaocdpepa Mycoprckoro — ero Heu3BecTHast
poauna>» — cTarbs V. 3eM1j0BcKoro, OIry6ANKOBaH-
Has Ha CTPaHMIIAX Cepbe3HeMIIero HayYHOTO U3AAHMS
«My3bIKaAbHAS aKAAEMUS >, TOCBSIIIIEHA <« OCMBICAL-
HHIO aKTYaAbHbIX 33Aa4 M METOAOAOTHYECKUX IIOTEH-
IIMaAOB COBPEMEHHOM IyMAaHUTAPHON HayKu> [ 1].

B My3bIikaAbHOM $OABKAOPE CBOM THIT MBIIIAC-
HUS ¥ OH COXPaHSeTCs, ero ayTeHTHYHOe «<AMI[0>
B KOMITIO3UTOPCKOM POABKAOPH3ME — 3TO MHOM THUII
MBIIIACHUS, U OH AMCKPETHO 3BOAIOLMOHUPYET, I10-
CTOSIHHO HaXOASICh B ABHDKEHHM.

MyspikasbHas npess — uaes Ha I atane ocBoenus
$oAbKAOpA M TIOAHOE OTCYTCTBHE TEXHUKHU M ITHCbMa,
T. K. OABKAOP YCTHBII, 3aTeM COOCTBEHHO IIPHBeAe-
HHe K MHOT'OTOAOCHIO, K IIAPTUTYPe, K HOBOMY THITY
UCIIOAHEHUS, ABYDKEHH S 110 MHOIMM IIAOCKOCTSIM, T. €.
eCcTeCTBeHHA CMeHa THIIOB MbIIAeHM. XOTs, Ha Halll
B3TASIA OIIMOOYHO MHEHME O CMeHe, 3TO HeBO3MOXX-
HO. TOT, KTO 3HaTOK M MY3BIKQaHT «YCTHOTO> THIIA,
OH TaK U OCTAACH <YCTHHKOM>, «ITMCbMEHHHMKH >
IPUIIAY U3BHE CO CBOMM TUIIOM MBIIIACHUS, U 3TO
A€AeHHe TaK U OCTAAOCh, KaK ABe ITapaAA€AbHBIE TIAO-
CKOCTH, KOTOpbIe HUKOTAQ He TIePeceKyTcs U OyAyT
TaKOBBIMHU BCErAa. /Aa, MOXHO yCMaTpHUBaTh B MOHO-
AWMU IIOTEHIIMAAbHbIE IIPACBOMCTBA.

ITpomeanme ceMb-BOCEMb AECATKOB A€T ITOKa3a-
AH, 9TO B3AUMHOTO COAVDKEHHS STHX ITAPAAAABHBIX
IIAOCKOCTell He HAOAIOAQIOTCSI: YCTHOE OCTAeTCsI yCT-

HBIM, TUCbMeHHOe (KOMIIO3UTOPCKOE) TaK e COXpa-
HSeT CBOM ITO3UIIMHU. Be3ycAOBHO, HHTepeceH 1 BaKeH,
a TaloKe MOXKET BOMTH B MY3bIKOBEAYECKHUIT OOHUXOA
Tepmun M. 3emuosckoro [1] o KoMIosutopckom
poAbKAOpU3MeE, KOTOPBII HAYAACS IMEHHO C CAMBIX
IIepBBIX 00pasnoB 06paboTk PoAPKAOpA KOMIIO-
3UTOPaMU-TIPOPEeCCHOHAAAMU B HAIllel CTPaHe, U Te
IlyTH, 110 KOTOPbIM Pa3BHBAAACH Y30eKHCTAaHCKAs
KOMITO3UTOPCKAst My3bIKa, BO BCeil ee YKaHPOBOII I1a-
AUTPE OT IIPOCTHIX 0OPAOOTOK A0 KPYIIHBIX KaHPOB
(omeps1, cumporun). OHY, B NPUHLUIIE, B TEXHOAO-
TU4eCKOM acIieKTe Te Jke. Peub MAET O IIUTHPOBAHUH
B HAYAABHOH CTAAUH, Pa3BUTHU IJUTHPOBAHHBIX TeK-
CTOB 10 KOMITO3UTOPCKUM IIPHeMaM C COXpaHeHUeM
MHTOHALMOHHBIX IIAPAMETPOB U COYMHEHHU CO0-
CTBEHHBIX aBTOPCKHX T€M B HAIJIOHAABHOM CTHAe.
Hab6aropasace 9BOAIOLMS IIPETBOPEHMS OOPA3LIOB
MY3bIKaABHOTO $OABKAOPA, a 10 b. B. Acadbesy, aBo-
AIOLIVISI TIPHEMOB IePEUHTOHUPOBAHUS IIUTHPYEeMbIX
MEAOAUIT AU AQXKe DOAee MEAKUX CTPYKTYp, Pppas,
MHTOHAIIHI, PUTMHYECKUX TOCTpoeHu. B cBoeii cTa-
Tbe . 3emijoBckumii, roBopuT 0 MeAocdepe, HO IpH-
MEHHMO K y30€eKHCTaHCKOM KOMITO3UIIMOHHOMN MYy-
3bIKe MOXXHO TOBOPHTD 1 0 puTMOcdepe, rapocepe
M T.A.— T.€. BCE 5Ke O TUIIAX ITePeHHTOHHPOBAHIS
B KOMIIO3UTOPCKOM (OABKAOpU3MeE B Y30eKucTaHe
U AF0OOM APYTOM, HO 9TOT ITyThb — OH 00s3aTeAeH
AasiBeex [1].

AHaAUBHUPYS [Ty TH BBEACHHS My3bIKAABHOTO QOAD-
KAOpA B TKaHb, BepHee OPTaHU3M IIPOU3BEACHHS TOTO
MAM MTHOTO KOMITO3UTOPA MBI, ITO CYIIleCTBY AUIIb Ha-
OAIOAQEM BO3MOXKHBIE ITYTH COAYDKEHUS ITOCTOSHHO
AEHICTBYIOIEro ¥ HEU3MEHHOT'O THIIA HAIIMOHAABHO
My3bIKAABHOTO MBIIIAEHHUS U AKTUBHO-MOOUABHOTO
THIIA KOMITO3UTOPCKOTO MBIIIACHUS, & TAKOKe BbITe-
KAIOIIUe U3 HeTO IIPHeMbl TeXHHUKH U T. IT.

«DuUrypa BBARIOIIEro KOMIO3UTOPA (XyAOKHH-
Ka, [IMCATeAS], RPTHUCTA) B HALIMOHAABHOM KyABType
3aHMMaeT COBepUIeHHO ocoboe MecTo. 1o cokpo-
BEHHO! CYTH TBOPYECTBA OH HAXOAUTCSI OAHOBpe-
MEHHO BHYTPU KYABTYPBI M BHE ee... 4epe3 CBOoe
BUAEHHE U CABIIIAHNE XYAOKHUK 0003HAYaeT HeBU-
AUMBbIe 1 HECABIIIMMBIE paHee TOPU30HTBI M BLIBOAHT
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KYABTYPY Ha HOBbIE PyOeXu>, — TaK OIpeAeAsieT
mecro kommnosutopa U. 3emuoscxuit [1].

Kpemnkue AyxoBHbIE CBS3U aBTOPOB MY3bIKH C Ha-
IJMOHAABHOM MY3bIKAaAbHOM POABKAOPHOI OCHOBOH,
IIOMHO>XeHHbIe Ha 9TH CaMble IIPHeMbl KOMIIO3UTOP-
CKOY TEXHOAOTHH U TA€ «XYAOXKHHUK CaM cebe 3aKOH>
110 A. ITymkuHy, CTaHOBSITCS TAABHBIMU B OTPaOOTKe
KOMIIO3UTOPCKOTO POABKAOPU3MA, B KOHITE KOHIIOB,
B CO3AQHMHU ACHCTBHTEABHO HACTOSIIEro IPOU3BeAe-
HHSI My3bIKAaABHOTO HCKYCCTBA.

Becp myTp pas3BuTHs, HaIpuUMep, y30eKCKOM
omepsl, y36ekckoil cumponnn (AOCTaTO4HO Ha-
nomuuTb onepy C. IOpakosa «IIpopeaxn Marica-
psi» nan cumponnu M. Tapxxuesa, T. Kypbanosa,
H. [mscoBa u Ap.) — 3TO HEMOCPEACTBEHHAs HA-
AIOCTpPALUS U KOHCTATAIUS 9TOM MBICAM.

Bupnbiit pruarocod XX Beka M. Mamappamsuau
IHCAA: «... Y KQKAOTO XYAOXKHHKA €CTb YHUKAAD-
HOe BUAGHHME MHUpa, HOCsIee HHAUBHAYAAbHbIHN
aKI[eHT... XyAOXKHHUKAMH POXAQIOTCSI AIOAH, 6OAB-
Hble OCTPhIM YYBCTBOM PEaAbHOCTH, TOM, KOTOpas
HU Ha YTO He ITOX0Xa... ». [Ipopoaxas aTy MbICAB,
HeOOXOAMMO IIOAYEPKHYTh TO, 9TO Y30E€KUCTAHCKHE,
HMMEHHO KOMIIO3UTOPbI Y30eKICTaHa, B YHCAe KOTO-
PBIX €CTh IIPEACTAaBUTEAN XYAOXKHHKOB Pa3AMYHBIX
HAI[MOHAABHOCTEH, 2 3HAYMUT U UMEIOII[Ie CBOU POA-
HbIe MYy3bIKaAbHO-(OABKAOPHBIE HCTOKH, TIOBECTBY-
IOT C UX IOMOIIIbIO 06 OKpY>KaIoIeil HX PeaAbHOCTH
U AEAQIOT 9TO C IIOMOIIBI0 COBPEMEHHBIX 00IIeMu-
POBBIX TeXHOAOTHYECKHX ITpreMoB. Bo BceM aToM
IIAOAOTBOPHOM IIPOIlecCe «OCBOEHUS YYXKOTo KaK
aTpubyTa KOXKAON HAIIMOHAABHOM KYABTYpPbI» [ 1]
AHCTBYeT U )KUBET 3aKOH BBDKUBAHHUS MEAOCEPHL.

OH nopdepkyBaeT BXXKHOCTD COCYIIeCTBOBAHMS
TPeX HACHTUYHOCTEH — TPeX POAHH B TBOPYECTBO
KaXA0r0 KomrosuTopa [1].

ITouemy MMeHHO celdac, B Halle BpeMsl, BO3HHK-
AO HEOAHO3HAYHOE COOTHOIIEHHE M HeIPOCTOoe CO-
CyIIIeCTBOBaHHE HECKOABKUX POAMH — MaAOHM, TAe
poauacs, 60abimoit — OTedecTBa U «HEU3BECTHOM
poauHbI»> (6YAyIIEro BUACHHS TBOPYECTBA KOMIIO-
3MTOPa, KOTOPOE eCTh 3Aech 1 ceityac)? [Touemy?
HeBeposATHO pacHIMpUAMCH IPaHMIBI HE TOABKO
AASL OAHOTO XYAOXKHHKA, BBIPOCAM B KOAMYECTBE

ero BO3MOXKHOCTU KOHTAKTOB — HEIIOCPEeACTBEH-
HO — AMYHOCTHBIE U OIIOCPEAOBAHHBIE, 0COOEHHO
B CBSI3H C 0OMAMEM TeXHUYECKUX BO3MOXXHOCTEH —
CPEACTB — HHTEPHET, AHCKH ...

ITpuyem «Boabiras poprHa» cBsi3aHa C OrpoM-
HbBIM «<IIOA€M> BOCIIUTABIIEI ANYHOCTb KYABTYPBI
BO BCEX ee BHAAX, B TOM UHCA€ HAIJHOHAABHBIX TPa-
AMIIHIL, 00Pa30BaHMUs, CPEAD, & « HEU3BECTHAS POAU-
Ha>» AQKe MOXKET UMeTh KOHKPETHKY, <OIIPEACAEH-
HyI0 cTpaHy> [ 1], a ckopee u cpeay. Appecar paxe
He MOXKET OBITh OTIpeAeAeH IPUOAUZUTEABHO, TAK KaK
IIPOILieCC Pa3sBUTHUS TEXHUYECKUX CPEACTB He HMeeT
TPaHHI], 2 AyXOBHOE Ha9aAO KaK pa3 IMOYTH BCETAQ
IIOCTOSIHHO MAHM €TI0 MOXKHO OBIAO OBI IIPeACKa3aTh
XOTb B KaKOH-TO Mepe.

DoAPKAOPHOE HAYAAO BHAYAAE AEHICTBOBAAO KaK
TAQBHASI OIIPEAEASIIONIasi CTPYKTYpa, 3TO ObIAa OC-
HOBHAsI HA€sI, KOTOPasi POKAAAA pOPMY COUNHEHHUSI.
Tereps >xe M3BECTHDIN KOMIIO3UTOP-3KCIIEPUMEH-
TaTop, auprxep ¢paniys IIbep Byaes Bockauriaer:
«IToAucTHAMICTHIKA — TEXHHKA, IIOAHATAS HA YPO-
BeHb MAeH> ... (Tam ke c. 1). T. e. HeBepOATHO criae-
TeHHEe UAEH TeXHHUYECKON C MACHHO HAIlMOHAABHOM
AAAO-, PUTMO-, UHTOHAIIMOHHO-OIIPeAeAeHHOCTeH
U BBIAGAUTD AOMUHAHTY B 9TOM COOTHOIIEHHU
He CTOAb BXKHO, TAQBHOE — XYAOXKECTBEHHBbII pe-
syapTaT — Ero BeamdectBo coumnenmue. M ecau
Ha HAYaABHOM 3Talle IPeBAAMPOBaAd POABKAOPHAS
HAESI-CMBICA, HA COBpEMEHHOM JTalle IPUOPHTETHI
CeMaHTH4YeCKON (pOAPKAOPHOM COCTABASIIOIEH U e€
TEXHUYECKOM, BepHEee, TEXHOAOTHYECKOM CTOPO-
HbI — CTPYKTYPBI CPABHSAUCE.

CaoBoM, mpobaeMa ¢$OABKAOP-KOMIIOSUTOP
3 YACTHOI ITPOOAEMbI B TBOPYECTBE KAXKAOTO KOM-
II03UTOPA IPHOOpeAa UHbIe IIPHOPHUTETDI, TA€ BO-
IPOCHI <YXKOTO> H «CBOEr0> YaCTO MOTYT OBITH
HCTOAKOBAHBI KQUeCTBEHHO WHBIMH U MEHSTbCS
cBonMu MectaMu. ITporjecc pa3BUTHS My3bIKaAb-
HOM KYABTYPbI Ka)KAOTO HapOAQ YPE3BbIYaiHO MO-
6uaeH. B coBpeMeHHOM TeMIIOPUTMe HallleH XXU3HU
Ka3aA0Ch ObI BeuHasi mpobHAeMa GpOABKAOP-KOMIIO-
3UTOp ObOpeAa MHbIe YePThI U CEMAHTHKY, HA YTO
0e3yCAOBHO He 0OpaTUTh BHUMaHKE HEBO3MOXKHO
1 6oAee TOro oIMO60YHO.
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Abstract: The role of national musical instrument chang over the practice and originality
of sound during playing it. The resemblance of stringed instruments in the Eastern culture.
The development of, theoretical and practical progress of them. In Uzbek, Tajik, Uighur
civilizations — chang, cheng; In Iranian, Indian, Turkish, Azerbaijani civilization — santur; In
Bury, the Mongolian — yochin; In China — shanzu, yochin (yangin) and resemblance instruments

of such national instruments:

o forms the basis of the standard instruments of the trapezoid shaped box;

« glory of control devices which is wired up and the top cover on a bench inside;

« sing to the implementation of the instruments using a pair of arrows;

« musical aspects and features in common propensity to percussion stringed instruments group,

to decrease toward the top of the long strings.

And the modern instruments of the past location of devices on a bench inside the sound line

systems and components (minor) differences, adapt to each national musical tones and originality.

The importance of many stringed instruments in national music culture, solo or accompaniment

playing it, equality implementation principles, achievements and shortcomings.

Keywords: traditional performing, fine art, multistring instruments, santur, kanun, Oriental

countries, string — percussion instruments, writing source.

Musical instruments are the product of the tra-
ditions of the material and spiritual heritage devel-
oped over the centuries of music thinking. Different
century of musical instruments created in the land
of social changes at different times were reflected in
the pages of literary and fine arts. Especially the ex-
istence of multistring instruments being complex in
terms of construction and performance style are the
proof of the high human intelligence.

Development of simple stringed instruments has
led to creation of multistring instruments that as sanj,
shalyok (salyok), andaruy, egri, chang, chiltor are harp

like instruments with strings between two frame;

~ yatugan, anqo (anqa), mugna, qanun (qolun),
shaxrud, mi'azafa, santur are instruments in which
the resonator box is the basis and strings are placed
over the top.

The performance style of these instruments var-
ies depending on the requirements of the period. Ini-
tially, these instruments were sounded with fingers
and then by mediator made of various materials, tal-
ented performers of their own time experienced to
practice in complex combination method (palms of
the hands, and at the same time playing with media-
tor) of execution. The appearance of lively and noisy
music was the cause for the music sounds to sound
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more sonorous. At the same time, the development
of anew method of sound production (execution of
musical instrument by using sticks) in music prac-
tice is not likely to be a sup rise.

A certain period of “shepherd” blowing has
emerged as the only performance style, especially
as the method used to hear melodies can be ex-
pected. Fine art Shepherd playing with multi-
stringed instruments, sufficient information about
the sources of these instruments and the lack of
clear evidence of it. For example, the medieval
scholar al-Sheraziy the Seleucid period (BC. 312
64y.y.) musical instruments classification, the san-
tur musical language:

1. Percussion instruments — kus (big drum),
tabira, tablak, jaros (charos), doyra, nagara, gong, da-
roy, daff, doul,, jom (motionless bell), dumbak, sanj,
tabira etc.

2. Stringed instruments — ud, chang, kanun, dar,
vin, vinkanor, nayi tanbur, santur (dulcimer), rebab (ra-
bab), gijjak, shushak, tambur, nokus, rud, shamoma etc.

3. Wind instruments — karnay, sunray, nay, du-
nay, burgu, koshnay, nayi anbon etc. [3].

Nowadays, santur string — percussion instru-
ments, but this is a musical form that time, its perfor-
mance possibility unknown to us. However, Salivate
state in the same period in Mesopotamia, Central
Asia, taking into account that it is countries such
as Iran and Afghanistan santur music can serve as
a basis to say that the Orient countries. Later, san-
tur appearance of fiction it shows the application in
the same period. For example, Ahmad ibn Kavus
Domg’aniy Manuchehriy (XI), santur although a few
have mentioned, its shape, spoke about the singing.
Poet enumerate instrumentalists name along with
the list, who played the santur nokus, tanbur, flute.

XIV-XVII centuries, medieval scholar Dervish
Ali Changi his musical treatise by sophisticated in-
struments of Turkish ambassadors in Bukhara it’s all
the luxury and since that time has provided informa-
tion about not meeting these instruments. Santur ap-
pearance, performance style still remain a mystery.

A. S. Famintsin information provided by these in-
struments will clarify a little bit. According to it, in
his last campaigns of the Crusaders (1096-1219)
met with a number of Orient musical instruments.

They are used today in Egypt, the traditional arab in-
struments santur (pisantir). This instrument consists
of three triangle-shaped wooden boxes, metal strings
stretching the ears and on the left side of the box us-
ing a pair of wand struck the harp playing” [4].

Data musical form three corners, it reminds us
of the kanun in Egypt and the Arab nation, and per-
formance style of play, santur producing sound in-
struments using wand. Perhaps the appearance of
the instruments sound like outdated in different
ways, depending on the method of moving pictures
(during playing mediator kanun, even the shep-
herd was shot chiming santur). This situation can
be seen in the sato and tanbur, instruments (which
form a homogeneous musical chickpeas was execut-
ed “tanbur”, referred to as the deficit was executed
Castle).

A string-percussion instruments in the same pe-
riod, the Chinese chang is present Ibn Zayla (XI), “A
book full of music”. Classify he musical instruments,
strings — percussion instruments group, the exam-
ple shows the chinese chang:

1) string, fret pizzicatos instruments ud and tanbur;

2) string instruments, unfret sound by the differ-
ence between long and short strings sanj and shah-
rud etc;

3) string instruments, unfret sound by the dif-
ference between string and support defined by the
reduction or extension of the instruments by means
of a bench anko etc;

4) string instruments, hammer, struck with wand
chinese chang [2].

In fact, ifapplied to Chinese sources, Sima Tsyan
historical reference works, previous Jung-string per-
cussion instrument called the names of the musicians
who play it. There is also the name of the founder of
the Han dynasty, including Ayu Ban. I-1I centuries,
“chju string — percussion instruments,” Sho-ven as
dictionaries, Tan Dynasty (618-907) during the pe-
riod mentioned in this musical orchestra included in
the ranks of the palace [1].

Historically, this period Bactria China and In-
dia over the last convoy of international trade and
cultural ties through the animated played an im-
portant role. Perhaps, as a result of this relationship
long before santur instruments available to go into

51



Section 3. Musical arts

the Chinese magnanimous, chju, yansin, yonchin, as
yochin starts playing the national title. The root of
the word ‘yan, a Chinese foreign, overseas means
Western countries are also the evidence.

Based on the latest research and resources, we can
say that the process of string and percussion instru-
ments popular at least since the sixteenth century.
Development has created in their various forms for
forms, the abundance of musical chords; the pres-
ence of a wooden bench inside the box cover over
the top of the musical device is always preserved.

Relations between the countries in various (po-
litical, diplomatic, cultural), of the gifts bestowed
upon a change in their appearance, and as a result
will be the development of the western and eastern
countries with different names. Uzbek, Tajik, Uighur
people, chang, chyong’; Iran, India, Turkey, Azerbai-
jan — santur; Burying and Mongolia — yochin;
China — chang, shanzu, yonchin etc. Despite this
related instruments belonging to various nations,
their national and mutual commonality:

« Forms the basis of the criterion of instruments
towards the top of the trapezoid-shaped box and a
long string of decreasing;

« Glory of control devices — there are going to
wire up and cover the top of the bench;

« Sing and play instruments using a pair of arrows;

« Musical aspects and features in common —
string — percussion instruments group.

However, each nation has its own national lan-
guage, a dialect related to this musical instrument
or as individual components, orderly-sound system,
the location of the bench, playing different styles.
This is a musical adaptation of national tunes and
similarities.

Today, string — percussion instruments en-
sembles and orchestras or constant as well as devel-
opment. In particular, the Uzbek national musical
performance as a wide range of options, in which
dust is not only tunes, but also large samples of
classic works of world classical composers for the
dust created by the execution of the works. Par
string — percussion instruments always develop-
ment, the creation of new performance style of
execution, melodies improvement, has led to the
development of the performing arts of the peoples
of the Orient.
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Abstract: In article studied the technique of women’s clothing and regional difference and re-
vealed the differences between regions. Thus, the author gives a conclusion that the national clothes
of Uzbek female at the general basis were not uniform. Areas of various forms laid on each other
in such way that it is possible to allocate six historical and cultural complexes: Fergana-Tashkent,
Bukhara-Samarkand, Kashkadarya-Surkhandarya and Khorezm. This existence of some types of
finishing of dresses, distinctions in ways of wrapping of scarfs, distinctions in jewelry and in cer-
emonial clothes, etc.
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Buabl y30€KCKOM )XeHCKON oaeXabl —
$PYHKUNOHANIbHLIA U 3CTETUYECKUMN Noaxoabl B
nx packpoe v nsrotoeneHumn (XiX—XX )

Annoranms: B crarbe paccMaTpuBaeTCs TeXHUKA IIOKPOSI XKEHCKOM OAEXKADI U pETHOHAABHOE OT-
AUYYe, PACKPBIBAIOTCSI OTAMYHS MeXAY peroHaMu. TakuM 06pasoM, aBTOP IIPUXOAUT K BBIBOAY, UTO
HAIIMOHAABHAS OAEXKAQ XKEHIIMH-y30edeK IpHU 0b1ieit OCHOBe He OblAa eAUHOM. ApeaAbl Pa3AMYHbIX
¢opM AOXKATCSI APYT Ha APYTa TAKUM 0OPa30M, YTO MOXKHO BBIAEAHTb LIECTh HCTOPUKO-KYABTYPHBIX
KOMIIAEKCOB: (epraHO-TaIIKeHTCKUH, OyXapCKuFl, CAMapKAHACKUH, KAIIKAaAAPbUHCKHUI, CypPXaHAQ-
PBUHCKHI U XOPe3MCKHIL. DTO HaAU4YMe HEKOTOPhIX BUAOB OTAEAKH ITAATheB, PA3AUYHUS B CIIOCOOAx
TOBSI3bIBAHISI TAATKOB, PA3AMYHS B KPAIIIEHHSIX, B OOPSIAOBOI OAEKAE U T.A.

KaroueBble cAOBa: KEHCKAsI OAKAQ, IOBEAHPHbIE YKpAIIeHM!s, IIOKPOii, TOAOBHOM yOOp, HaIH-
OHAAbHAs OAEXKAQ.

B XX B. AQTbsI AeBYIIEK 1 MOAOADBIX JKEHIIIMH B KOBBIX TKaHel, a 0cOOeHHO HapsiAHbIe — U3 bapXxaTa,
KMIIAAKAX IMUAN B OCHOBHOM U3 IITAIEAbHBIX M IIEA-  IIAPYM M MPOYMX TKAHEM C 6aecTsmelt HUTKOM. B
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rOPOAAX XXEHIIMHBI IPEATIOYHUTAAH ITUTh HApSAHbIE
IIAQTbsI U3 AOPOTHX PabPUYHBIX TKAHEH — Kpel-
ACIIMHOB, HOBBIX MOAHBIX ITEAKOBBIX TKaHEM, AAS
3MMbl — W3 WeEPCTSHBIX (HApUMep, U3 y30pYaro-
IO KalleMHpa); AAS AeTHUX IIOBCEAHEBHBIX IIAATHEB
TIPEAIOYUTAAH CUTIIbI, 0CO6EHHO BOCTOUHBIE (apab-
CKUe, HHAHﬁCKHe). V3 MecTHBIX TKaHe! IIPeAIIOYHTA-
AH aTAaC. MOAOAbIe XKEeHIIMHbI YIIOTPeOASAU SpKue
TKAHH C KPYIHBIMHU IIBeTAMU HAU B MEAKHI PUCYHOK,
a Taxoke OAHOTOHHbIE. [[AQThs JKeHITUH CPEAHHX AT
U TIO>KUABIX OBIAM OOBIYHO OOAee CKPOMHBIX, YMe-
peHHbIx TOHOB. B X0ope3me nomyasipHO#t 6b1aa TYP-
KMEHCKAsI XAOITYATOOyMaKHAsI TKAHb dAd4d B MeA-
KYI0 KAETKY KPaCHO-CHHETO 1]BeTa, a TAK’ke MeCTHas
TKaHb B 60Aee KPYIIHYIO KPaCHO-PO30BYIO KAETKY 10
6eaomy ¢ony. B nepoit moaosune XX Bexa B Xo-
pasMe OBIAU MIHPOKO PACIIPOCTPAHEHBI 3aBO3UMbIE
u3 QepraHcKoil AOAMHBI IIEAKOBbIE TKAHU C a6po-
BBIM Y30pPOM, 2 TAK)Ke AellleBble HAOMBHbIE PYCCKIe
CUTIIbI, IMUTHpPOBaBIINe PpepraHcKie U OyxapcKie
TKaHU C AaHAAOTHYHBIM y3opoM. IIlupuna MaTepun
HHKOTAQ CyIIeCTBEHHO He BAMSAA Ha mokpoit. Cran
TYHUKOOOPA3HBIX [IAATbeB KPOUAH KK U3 ITOAHBIX,
TaK 1 HEIIOAHBIX TOYHE! KyCTapHbIX 1 $paOpPHIHbIX
TKaHefl, He 00pallasi BHUMAHUS Ha PAIIOPT, KOTO-
PbI¥ CTaAM YYUTBIBATh IPH PACKpO€ TOABKO CO 2-1
moAoBHHBI XX B.

B 1920-1930-x ropax B XK€HCKHUX IAATbAX IIPO-
H30IIAK OoAbIIHe H3MeHeHus. [IpesxxHue KpyIHbIe
9AEMEHTDI — CTaH, OOKOBUHA, IIOABL, PyKaB Pa3ApoO-
6uanch Ha 6oaee MeakHe AeTaar. CTaH O AMHUHA
IIA€YA PA3AGAMACS HA CTIMHKY U Iepep, KOTOpbIe 3a-
TeM ellle PACKPAHBAAUCH Ha HOAee MeAKIe 9AeMEHTBI,
604KH, IIOAOYKH, KOKeTKH, KAUHbsL. ITossBuBIIHECS
eme B koHIle XIX B. mAaThs HOBOTO IOKPOS KyKpak
0ypma TIPOYHO 3aHSAM MECTO B )KEHCKOM rapAepo-
6e. OHu OBIAK C pa3pe3HBIM [TA€YOM, OTPE3HOM KO-
KEeTKOH, pyKaBaMH, BUIMTHIMU B BBIPE3HYIO IIPOKMY,
¢ oTAOXHBIM BOpoTHHKOM [ 1]. EcAu panbine usme-
HeHUs B pacoOHaX KaCAaAHCh B OCHOBHOM TOABKO pas3-
MepOB U BUAOB BOPOTA, TO [IAAThsI HA KOKETKe OBIAK
yKe OAEXKAOHN IPHHITUIIMAABHO APYTOrO IOKpOS.
OTOT HOBBIN BHA IAAThsI CAOXKHACS TIOA BAMSHHEM
KOCTIOMA Ka3aHCKMX Tarap. Takue maarbs IOSBU-
AWCh CHAYaAd B TOPOAAX U IIPUTOPOAHBIX KHIIAAKAX,
no3pzHee — B KPYIIHBIX, a 3aTeM U B OTAAAEHHBIX

kumaakax. O Bce 60AbIIeM MPOHUKHOBEHUH dAe-
MEHTOB eBpoIIeiickoro rnokpos B 1930-roabr Mox-
HO CYAMTD II0 OAHOMY M3 IIAQThEB, XPaHSAIIEMYCs B
I'MUYs AH PYs [2].

[Taatpe mprobpereHo B 1977 roay y >KuTeAb-
Hunpl I. Tamkenta M. Qarsueson. OHO ciMTO M3
6eaoro pabpuuHoro meaka. [lepep u crmHKa 1jeAb-
HOKpOEHbIe, OT OeApa K HUM BCTABACHbBI OBAAbHbIE
KAUHbS, pacmupstomuecs kau3y. [locepeanne me-
peAa U CITMHKH OTAE€AOYHOM CTPOYKOM 0Opa3oBaH
MbIcuK. CTpOYKa BBIIIOAHEHA C U3HAHKH, 0Opasys
3amUIbL. AAMHHBINA PyKaB OAHOILIOBHBIM, COOpaH Ha
PE3HUHKY, CHU3Y OTA€AAH CTPOYKOM, TAaKOM Ke, KaK
y TaAuH. BOpOTHHMK OTAOXXHOM, BIIUT B TOPAOBUHY
C AMI|EBOM CTOPOHBI IAQThsI, LIOB OOMETaH Py4HOM
cTexxkon. Paspes BopoTa OTAeAQH KaHTOM, 3aBA3KU
B BUAE ABYX IIHYPOYKOB C KPYTABIMH KOHIIAMH, U3
6€eAOTO M CBETAO-3EACHOTO LIAKA.

B XIX u Hau. XX BB. pyKaBa ObIAU 3HAYUTEAD-
HO AAMHHEE PYKU U Ha HHUX, HA YPOBHE KUCTH, Ae-
AAQAU TIOTIepeYHbIe Paspesbl 400YK, CAY KUBIIHE AAS
IIPOAEBAHMUS PYKHU BO BpeMsi AOMAIIHel paboTsl; B
TIPa3AHUYHbIX XKEHCKUX pyDaxax moIepeyHsble pazpe-
3Bl yKpAIIAAH BBIIIMBKOM, KOTOPasi OOBIYHO IPHUIO-
TOBASIAACh OTA€ABHO M B TOTOBOM BHA€ HAIIKMBAAACh
II0OBePX pyKaBa. B 60Aee IMO3AHHUX IAATHSIX Pa3pe3oB
YK€ HE AEAAAH, HO Ha 3TOM MECT€ AEAAAACH BBIIIKB-
Ka B BUAE ABYX IIAPAaAAEAbHBIX, OKPY>KEHHbBIX MEAKHM
OPHAMEHTOM Y€PHbIX TOAOC, COXPAaHUBLIKX IIPEXKHEE
HasBaHue. [1aaThst ObIAM HIDKe KOAEH, HO He AOXOAU-
AM AO CEPEAUHBI HKP.

IToxpoi cTos9ero BOpOTHUKA B )KEHCKHUX IIAA-
TbSIX OBIA IIPOCTHIM: MATEPUAA CKAAABIBAAM ITOIIOAAM,
IOCEepPEArHE, HA AMHHH IIA€Y, ACAAACS TOPU3OHTAAD-
HBIN pa3pes, K KOTOPOMY NPHUIIUBAACS CTOSYUMN BO-
potHuk. MHOrAa 1o KpasiM BepTUKAaABHOIO pa3pesa
HAIIMBAAM IIUPOKKUE IIOAOCHI U3 TKAHU APYIOI'O I1Be-
Ta. BHayaae XX B. mAaThsl ¢ BOpOTHUKOM-CTOMKOM
CTaHOBATCS IOBCEMECTHBIMU. MOAOADbIE SKEeHIIUHBI
AO POXAeHIUS pebeHKa HOCHAU IAAThSI CO CTOSTIUM
BOPOTHUKOM — 1Apnapa, OTAEAAHHbIM 3yOLjaMu B
BHUA€ MHOXXECTBA TPEYIOABHHUKOB OCTPHEM BBEpX
UAM ITAUCCUPOBKOM. Pa3HOBUAHOCTBIO CTOSYETO BO-
porHrKa B Byxape sIBASIACS BOPOTHHUK, OOIIMTHII
II0 Kpato 060PKOIt nap-nap, a MOTOMY Ha3bIBABIIIHII-
cs kasokuu nap-nap. I1aares ¢ TakuM BOpOTOM Ipe-
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HMyI]eCTBEHHO HCIIOAB30BAAY B KaUeCTBe HIDKHETO
TIAQTbHsI, KOTAQ HOCHAHM HeCKOABKO ITAATheB, KOTOPbIe
HAaAeBAAH OAHO Ha Apyroe. B aTux maarbsix 60Ab-
IIOe BHHMAHHE YAEASAH O(POPMAEHHIO OOOPKH.
Yamie Bcero AeAaAr OOBIMHBIN CTOSIUMN BOPOTHUK,
B BEPXHMI Kpail KOTOPOTO BIIMBAAM 0OOPOUKY, 3a-
AOXEHHYIO B BUAE CKAAAOK. CKAQAKH MOTAM OBITH
ABoitHbpIMU. FIHOTAQ BECh BOPOTHHK 3aKAAABIBAACS B
MEAKYIO CKAAAKY M IIPOCTPAYMBAACS Ha MAIIHHE TaK,
4TO OCTABAACS AMIIb IPOCTPOYEHHBIM Kpail, IUpPH-
Ho#1 B 1-1,5 cM., KOTOpBIiT 1 06pa3oBbiBaA 060pKy. B
CamapkaHAe MAAThS CO CTOSYUM BOPOTHHUKOM TaKKe
BOIIIAM B )KEHCKHUH KOCTIOM U AMIIb B KOCTIOME CaMbIX
CTapBIX )KeHIIUH COXPAHIAKCD MAATDS C BEPTHKAAD-
HbIM padpe3oM Bopora. [To ¢popme BopoTa 06s14HO
Ha3bIBAAOCH U Bce mmaathe. B 1920-x — 1930-x ropax
HApsIAY CO CTOSIYMMH BOPOTHHMKAMU ITOSIBUAUCD OT-
AO>KHbIE BOPOTHHKH C 320CTPEHHBIMHU UAM OKPYTABI-
MU KOHIIaMHU. EAUHCTBEHHBIM YKpaIlleHHeM XeHCKUX
raaTheB B XOpe3Me ObIAA TOACTASI, TOAIJUHON B 1 cM
Kpy4eHasi THIIa BEePEBKU TeCbMa, KOTOPYIO IIPHIIU-
BAaAH K BbIpe3y ropaoBuHbL. OHa 6blAa B OCHOBHOM
4epHOTO I1BeTa, HO 0POPMASIAACD II0-PA3HOMY, Yallje
HMeAa BHU3Y IIeTA€00pasHyIo pOpMy, B HECKOABKHX
MeCTax IepeXBadeHHYI0 OEABIMH IIEAKOBBIMH HUT-
KaMH, a Ha CThIKE COEAMHSIAACH B IIBIIIHYIO 6aXxpoMy.

ITpu 061meit HAMETHBIIEHCS B OOABLINX FOPOAAX
Y36eKuCTaHa TPAAHIIAN HCTIOAb30BAHHUS MYHUCAKA YoKe
K HadaAy XX Beka B KagecTBe TPAyPHOI OACKABI, B He-
KOTOPBIX TOPOAAX OH AOBOABHO AOATO ITPOAOAXKAA CO-
XPaHATHCS U KaK BBIXOAHAS YAUYHAS BEPXHSA OAGKAQ.
B Camapxanpe myHucaku x Hadasy XX B., IIOAIIOSICaH-
Hble KyIIaKOM, CTAAM HOCUTDb B KaueCTBe CIIeIHaAb-
HOMU TpaypHOH opeXABL. OAHAKO MHOTHE YKeHII[UHBI
CTapIIero MOKOAeHNs HapeBaAu mypcak (6e3 Kymaka),
HAsL Ha cBaAbOY mam B rocti. I lepexoa k paboTe 110 BbI-
KpO¥IKe IIOBA€K 32 CO0011 u3MeHeHHe pacoHa MypcaKa.
BmecTo cobOpaHHbBIX B COOPKU MAU CKAAAKH OOKOBBIX
CTOPOH CTaAM KPOUTD IIEPEAHHE TIOAKH ITO BHIKPOIKe
KA@II ¥ BCTABASITh KAMHBSL.

Apyro#t xaaaT kaimaua ObIA HpHOOpeTeH B
ampeae 1965 ropa B I'mxayBane Byxapckoit 06-
aactu. Kaamaua cmnra u3 GabpudHOI MIEAKOBOM
TKaHU TEMHO-AMAOBOTO LIBeTa, IupuHOou 40-42 cm.
IToakAaAKa M3 CUTIIA KPACHOTO IIBETa C y30pOM dati-
JuAu, 3 MUHAAAET. BopTa MOAUIMTHI napsy3om U3

abpoBoro adpaca (pasBOABI MAAMHOBOTO, 6€A0TO U
JEATOTO IIBETOB C ToAy6bMu npoxknakamu). Kpas
XaAaTa OOIIUTHI TeCbMO #aibma. [Tokpoit Tpapunu-
OHHBIN: CTaH U3 OAHOM LIeAbHOM ITOAOCHI, IBOB Ha
TIACYAX HeT.

Eme oauMH MmyHucak mnpuobpeTeH y >KuTe-
A Xazaparckoro paitoHa Xope3MCKO#l obaactu
O.B.Xoxuesa B 1985 roay [3. C. 119]. Ou curur us
IIEAKOBOJ TKaHU C aOpOBBIM y30pOM B BUAe 06000-
M08, TpeOHel U APYTUX pacTUTeABHBIX $opM. LIBeTa
— KeATbIH, prOAeTOBbIH, OeAblit, 6opAoBsIiL IIpo-
CTeraH Ha BaTe MalIMHHOM cTpodkoi. IToakaaaka
U3 CHTIA C KPACHBIM GOHOM U Y30POM U3 MEAKHX
6eabIx ArcTo4koB. ITokpoit TyHHKOOOpasHbiil. CTaH
U3 1]eAbHOTO IIOAOTHHIIA, IEPErHyTOro B IAevax. Py-
KaB 1]eAbHOKPOEHbIH, IIPSIMOI, Cy>KeHbli K kicTu. 1o
6oxam BIIMTHI OOKOBHHEI C pa3pe3oM BHuU3Y. [lepea-
HMI1 pa3pes ¢ y3KUM KAMHOM. MyHucax ¢ ©I3HAHKH 10
Kpalo 00IIHT napeyzomus Apyroit Tkauu. C AuIieBoit
CTOPOHBI OTA@AQH TEChMOM YAAbMA-HULK U3 KPAC-
HOro meaka. AauHa obmas — 135 cM, AAMHA pyKa-
Ba — 49 cM. OAMH U3 TAIIKEHTCKHUX MYpPCaKo06 HA9aA0
XX Beka XpaHUTCS B My3ee IPUKAAAHOTO HCKYCCTBa
Ys6exucrana. On cuut B TanikeHTe, U3 KyCTapHOTO
meaxa. [[lutbe pyunoe [3. C. 119].

HeBecTb! 1 MOAOABIE KEHIITUHBI AOAUHBI 3apad-
IIaHA TTOBSA3BIBAAM TOAOBY ABYMS MAM TpeMs IIAAT-
KaMH, BepXHUM — BBIIHUTHIM. CBOM MeCTHBIE OTAHU-
49U ¥ Ha3BaHHS UMEAU TOAOBHbIE YOOPHI KEeHIIUH
Kamkapappunckoro u CypxaHAQpbHHCKOTO 0a3H-
COB. AeBUYHIT TOAOBHOM yOOp Kdcasa y KapAyKOB
Hlypunnckoro paitoHa 6bITOBaA BIIAOTH A0 1930-x
rOAOB, H3peAKa BcTpedaacs eme B 1980-e roppr. Ka-
€464 U3TOTOBASIAACD M3 KAPTOHA: HECKOABKO CKAEEH-
HBIX AUCTOB OyMaru AUOO CTapoil MaTEPHU B BUAE
IIMAMHAPA 00ePTHIBAAUCD IEAKOBBIM MAH IIPOCTHIM
IIAATKOM KPACHOTO 1 6OPAOBOTO I1BeTa, KOHIBI KOTO-
POTro 3aBA3BIBAAMCDH, A MAKYIIKA OCTABAAACh OTKPHI-
toit. Ha A060ByI0 YacTb MOMeIaANCh pa3AUYHbIE
I0BeAUpHBIe yKpameHus. I1op06HbIi yoop B mpo-
IIAOM MMeACS y KUTeAell okpecTHocTel Byxapspl, a
TaKKe y36eKOB AeABTHI AMyAQpbH. Beiummrsiit y3o-
POM IIAQTOK Kandox KpOUAU U3 6eAoit, 6OpAOBOT,
PO30BOM U JXEATOM TKAHH, Kpast KOTOPOX OTAEABI-
BaAu baxpomoit covuk. KandonHakuppiBaAcs Ha ro-
AOBY U CBOOOAHO CITyCKaACs Ha I'pyAb u maeun. Ero
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HocuAu AeBymky Kaccanckoro pafioHa A0 3amydxe-
CTBA, a )KEHIIIMHbI — IIOBEPX FOAOBHOTO ybopa 1ui0x
6ow. Kandon 6eA0ro nBeTa HOCHAM IIOCAE BBIXOAQ
samy> 40 aHeit (uuaas). BHOBD ero HapeBaAM AMIIb
B CAy4ae CMePTH OAMBKHX POACTBEHHHKOB U He CHU-
MaAWY B Te4eHHe road. AeBYIIKYM HOCUAY KandoH 60p-
AOBOTO 1]BETa, BBIIIUTHII IIPOCTHIM Y30POM.

B nayaae XX B. B paitone Camapkanpa 1 byxapsr
B Ka4eCTBe JKeHCKOTO FOAOBHOTO yOOpa, HOCHMOTO
BCeMH >KeHIUHAMH, 33 MCKAIOYeHHEeM CTapyX, ObiAa
IIMPOKO PACIpPOCTpaHeHa TioOeTeflka, KOTOPYIO
HOCHAHM T10A mAaTkoM. Haumnasg ¢ 1920-x ropos,
TI0OOeTeKM Ha4aAl HOCHTD B Y30eKucTaHe IIOBCe-
MecTHO. [TepBoe BpeMs TyAbIO TIOOeTeKU KPOUAK
KPYTAOH, IPOCTPAYMBAAU CTPOUKAMH, HAYIIUMHU OT
Kpasi K IIeHTPY KpeCT-HAKPeCT TaK, YTO 0Opa3oBbIBa-
AHCh 8 CEKTOPOB, KKABII U3 KOTOPBIX, B CBOIO OYe-
PeAb, 3aCTPaYMBAACS BIIMCAHHBIMU OAUH B APYTOM
TPeyrOAbHHKAMH. MeXXAy CTpOYKaMHU BCTABASIAUCD
CKpy4eHHbIe XXI'yTUKH U3 BaThl — nuAma, baaropapsi
yeMy TIOOeTeNKY IIPHOOPETAAU CAETKAa KOHIIECKYIO
popmy. B 1920-x ropax Tr06eTeKY MIUAU U3 HEAO-
POroro caTWHA HAU CHTI]A, HO B OOTaThIX CeMbsX
BCTPEYAANCh 1 30AOTOLIBENHbIE TIOOeTeHKHU. 3aTeM
KPyTAbIe TIOOeTEeNKI HAYaAU AeAATh HOAee TTAOCKH-
MU U TBEPABIMU. AOCTUTAAOCH ITO TEM, UTO MEKAY
BEPXOM M IIOAKAAAKOR TYABU CTAAU ITPOKAAABIBATD
B HECKOABKO CAO€B OyMary, Bce 9TO BMeCTe IIPOIIU-
BAAH CTPOYKAMH, B IIPOMEXYTKAX MEXAY KOTOPBIMU
BCTABASIAM TOHKHE XTIy TUKH U3 OyMaru.

B Tamxente m QepraHckoil AOAMHE HOCHAM
MHOTOIIBETHbIE TIOOETEeHKH, CIIAOLIb BBILIUTHIE
IIIBOM UpOKU. BBIIMBAAY KYCTHKH C IIBIIIHBIMU I{BET-
KaMH, 3eAeHbIMH U CHHUMH ITUYKAMU Ha BETKAX —
CUMBOAOM cyacTbsl. B Mapruaane cuHIOIO NTHUITY
Ha3bIBaAU OyA0yA Hycxa — COAOBell. B y3op unoraa
BHOCHAM HAAIIUCH — <«IIHPOKOpAap>, «Papro-
Ha TOHI OTTYH4Ya>, )KeHCKHe HMeHa. TiobeTefiku
HHOTAQ He BBIIIMBAAHM, TAK KAK OOBIYHO MOBEPX HHUX
HAKHADBIBAAU TOAOBHOM mAaToK. HapsaueiMu crpe-
MUAKCh CAEAATb TOABKO OKOABIIIH, UX YKPAIIaAU
TeCbMOI1 Ulep03d, BBIIUTON TAMOYPHBIM IIBOM, OPHa-
MEHT U [JBETOBO€ pelleHre ObIAM Pa3HOOOPa3HBIMU
[4. C. 169 - 176]. I3roTOBASAUCD TaK>Ke HapSIAHbIE
JeThIpeXTPaHHbIe TIOOETENKU U3 CBETAOM IApYH,
KPaCHBBIX OPHAMEHTHPOBAHHBIX TKaHel. JTOT BHA

TiobeTeek xapakrepeH At Byxapsr u Xopesma. ITo-
CA€ IPaXAQHCKOM BOIHBI MacTepa, paborasinue B
apTeAsX, UCTIOAb30BAAU B OCHOBHOM MeAb HAU 3a-
HHUMAAKCD IIEPEAEAKOR CTAPBIX 30AOTBIX U Cepebpsi-
HbIx Bemei. K 1920-1930-m roaam u3 Bcero pas-
HOOOpasusi CTapbIX pOpPM IOBEAHPHBIX yKpAIIeHHI
COXPAHHAHNCH AHIIb HabOOAee IIPOCThIE, HEOOABIIO-
ro pasMepa, HeOpOCKUe, CKPOMHBIe H3AeAns. B aTu
AECATHACTHUS MACTepPa ACAAAU ApeBHeHmux ¢gopm
OpacAeTbl CO 3MEMHBIMU TOAOBKAMH Ha He3aMKHY-
ThIX KOHIIaX (apTeab «MexHarkam>», Byxapa, 1937
I.) HAM AMTBIE GPACAETbI C MOTHBOM mypyHo B XuBe
(1937 1.), ceppru xaixa B TamxeHTe.

ITocae Bropoit mupoBoit BoiHbI 1941-194S rr.
Macrepa Byxapor u TamkeHTa pa3pabarbiBaAu BApHaH-
TbI HAPSIAHBIX 30A0TBIX Ceper C pyOUHOM H KeMUIyTOM:
byxapckue ucupaa-6apz mpex muros — B TEXHHKe 60C-
ma c peabePHO-00BeMHON MOAEAUPOBKOI; PO3ETTHI U3
pyOHHa B OKPy KeHUH XeMUY>KHH 1 30AOThIX IIIAPUKOB
3epHH, C TOABECKAMU XAAAKY NO4AHOK MAM Oe3 HUX;
peabepHO-OpHAMEHTHPOBAHHOTIO AUCTHKA C SKeMJy-
JKMHAMH U TAA3KOM py6buHa; yxopua (Gyxapckue) c
OAHUM KPYIIHBIM PyOUHOM B II€HTpE€, B OKPY>KeHHU
SKEMIY>KHH; 30A0TOT0 00pyda ¢ OyCHHAMH U3 AdAQ,
OeprAAa, 30A0Ta, YePEAYIOIIMXCS C SKeMUIY>KUHAMIL.
JKeHIMHBI cpeAHero Bo3pacTa HOCUAM CEpPBIH Ce X0-
ax (TpU POAMHKY MAM TPH TISITHBIKA) B BUAE PUTYD-
HO¥ ITAQCTHHKH C AByMSI HAU TPeMs KeMJIy>KHHAMH B
rHe3AaX, obpasyromumu TpUANCTHUK. Hap mepaamu
IIOMEIAAM OAMH IIPSIMOYTOABHOM (pOPMBI H3YMPYA,.
Ay4amuM MacTepoM BceX BapHAHTOB OyXapCKuX ce-
per cunTascs 1oBeaup ycro Kacumprxan Mupakos,
TamKkeHTCkUX — AnmoH [adapos. Itu ceppru HOCH-
A B 1940-50-60-e roas1 3. C. 172]. TamkeHTcKue
I0BEAUPHI [IOMEIAAN OBAABHBII PYOUH, OKPY KEHHBIIT
XKEMUIyTOM TaKOH e (pOPMBI 30A0TYIO TIAACTUHKY C
HaTlassHHBIMU CBEPXY MHHUATIOPHBIMU I1BETOYKAMHU.

B apTeadx ocHOBHBIMU MaTePHAAAMH CAY>KUAH
MeADb, AATyHb, AAIOMUHHI U cTekao. Koraa B onmcas-
HBIX BBIIIE THUIAX OYXapCKHUX M TAIIKEHTCKUX Ceper
PyOUH 1 XXeMYyT 3aMEeHUAU CTEKAOM, 30A0TO H Cepe-
6po — MeABIO, TO, eCTeCTBEHHO, YIIPOCTHAKCH popMa
U AGKOD, Bellli ITPeBPaaAUCh B peMeCAeHHbIe T10-
aeaku [1; 3].

Macrepa ropopos Pepranckoit AOAUHBI BBIACADI-
BAaAM pas3Hble BAPUAHTDI CEPer-AyHHUI] ofi 3upak, ¢u-
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T'ypHbIE HAH B BUAE IIPOCTOTO KOABI]A, TAAAKHE HAH C
IPaBHPOBAHHBIMH Y30PaMH; CepbI'i MUHAAAEBUAHOM
popMbI c KAMHEM HAH CTeKAOM-BCTaBKOI B 0OpaMAe-
HMU CIIMPAAH; CEPBIHU C IIOABECKAMH-HOXKAMH, KOTO-
pble H3TOTOBASIAKCH JOBEAMPAMU MHOTHX TOPOAOB Y3-
6exucrana. [IpoAOAKaAM BBIAEABIBATD CepPbIH Kaleap
6ardok. B oramdue ot crapsix GopM, PUANTPAHHBIH
y30p Y HUX ObIA MeHee BbIPasUTeAeH, KaK U BKpariAe-
HUsl Pa3HOLBETHBIX KamHeil (py6uHa u 6uUpro3bl).
B Xopesme, HapsiAy ¢ APyTHMH MECTHBIMH BUAAMH,
CTAaAM AeAaTb cepbru B opMe apabek. BpacaeTsr us
30A0Ta U cepebpa HAM I030A04€HHOTO METAAAQ B OC-
HOBHOM ACAAAM HE3aMKHYTOM, TAACTHHYATON pOPMBIL.
IToBepXHOCTD ITOKPBIBAAM HETAYOOKMM IPaBUPOBAH-
HBIM MAH PE3HBIM Y30POM PaCTUTEABHOTO XapaKTepa.
BripeabiBaan 1 axypHsle Opacaersl. B opopmaennun
yoKe He OBIAO MHTEPeCHbIX XyAOYKeCTBEHHbIX HAXOAOK,
OCHOBHOM aKII€HT ACAAAH HA «MACCe> 30A0Ta.

B 1989 roay sxcneannueit 'MIYs AH PYs y
aHpmkaHckoro Macrepa H. KapumoBsa 6b1au npu-
obperensl cepbrukawizap-6asdox u 6pacaer (1950
r.). Cepbru cepe6psisbie, kproukoBbie.OCHOBa cae-
AaHa U3 cepebpsiHOIL 15-KOIeeyHO MOHETHI, YeKaH-
xa 1916 r. (Poccus). K MoHeTe npumassbl MeAkue
mapuky. BHU3Y ¢ MoMOIIbIo KoAedeK IPUKPeTACHbI
4 IOABECKHU B BHAE CITHPAAEBUAHOTO CTEPIKHS C Ay-
THIMM IIAPUKAMH U TPO3ABIO CIIAsSHHBIX HIMIIEeYeK,
IPUKPENASHHBIX K KaXKAOMY IIapHKYy. ApyTrHe cepb-
THU Kauizap 6aA00k 3TOTO e MACTePa30AOThIE B BUAE
CBEpXy — @XXyPHOM IIAACTHHKH B popMe I[BeTOYKa
C pyOHHOBBIM T'Aa3KOM B II€HTpe, IPUKPENACHHOMN K
TOHKOMY, H30THYTOMY OCHOBAHHIO; CHU3Y — AYTO-
06pa3HO¥t KOMITO3UIIUY U3 CIIASTHHBIX APYT C APYTOM

IIUIIEYEK C AKYPHBIMH IIBETOYKAMH, B ABE M3 KOTO-
PBIX BCTaBAEHBI TAA3KH OMpIo3bl. Bpacaer buraky-
3YKHECOMKHYTbIN, U3TOTOBAEH U3 Hep KaBelollen
CTaAM, GUIyPHBINA, pPOMOOBUAHDIN, C BOAHUCTBIMH
OYepTaHUSAMH, ITMPUHA CpepHer yactu — 3,5 cm. B
LIeHTPe YeKaHKa 4-X AeTIeCTKOBOI'O IIBETKA, C AyJaMH.
KoHIIp! OKpyTAbIe, C H300pakeHHEM MHOTOACIIECT-
KOBOTO IJBETKA, KPasi 0OPAMASIIOT IIOAOCKH JelIyii-
4aTOTro y30pa ¢ Toukoi B ssyerikax. [Ipoporsxasocs
U3rOTOBAEHHE 30AOTBIX ¥ IIO30A0YEHHBIX IEPCTHEN
C KPYIHBIM IpaHeHbIM pyOuHOM. OHHU IIOAYYHAU
mupokoe pacnpocrpanenue B 1940-1960-x ropax.
M3roToBAsiAM MX C MUTKOM-TIAACTHHKOH, C TPaBH-
POBaHHBIM PACTUTEABHBIM y30poM. Ilepcrennp cmo-
TPeACS MOHOAUTHBIM, «MaCCHBHbBIM>, IIPOCTHIM H
AOCTAaTOYHO SPKUM.

Byxapckue oxxepeAbss B OCHOBHOM AEAAAM XKeM-
Jy>KHbIe M KopaasoBble. HeckoApko HU30K nepexsa-
THIBAAHM Q)XyPHBIMH 30AOTBHIMHU HAU CepeOpsHbIMU
nopBeckamu 1 6ycamu kamaama (caoeHoe, caou-
croe). Kamiama nMeAr SAAUIICOMAHYIO UAY cdepu-
9eCKyI0 GOpPMY C TOPAbIIIKAMH 1 BeHYMKAMH U3 3ep-
HU C 00erx cTOpoH. Pasaeasis oxxepeabe 110 AAMHE Ha
boAee MeAKHe OTPe3KH, KAMAAMA CO3AABAAH «CBO-
eoOpa3Hble MacIITAOHbIe YACHEHSI X KOAOPUCTHYe-
ckue purmbl» [S. C. 174]. Heckoabko HU30K 6yc B
LIEHTPe COEAUHSAU IIEHTPAaAbHOM ITIOABECKOM ypma, B
dopMe IUAMHAPUYECKOTO TyMOpa. Ypma u kamaad-
Ma BBITIOAHSIAMICh B TEXHUKe PUAUTPAHHU, UX TOBEpX-
HOCTb HM€AQ BUA AXXYPHOI POMOMIECKON CeTOUKH,
YKpallleHHON MUHHATIOPHBIMU OASIIIKAMHE C 3epHbIO
B IjeHTpe. OCOObIM U3SIIECTBOM OTAUYAAKCH H3AE-
ans ycro K. Mupaxkosa.
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B pacnpocrpanenun xyaprypnl Kutas pasexo
3a ero InpeAeAaMU 3HAYUTEAbHYIO POAb ChITPaAd KH-
TalCKasl SMUIPallKs, HCTOPUs KOTOPOM HaCUMThHIBA-
er 60aee 2000 aer. ITo orjeHKam pasHBIX 9KCIIEPTOB,
YHUCACHHOCTb dTHUYECKUX KMTAMI[eB, TPOXKUBAIOIUX
B HaCTOsiIjee BpeMs Ha ISITH KOHTUHEHTAX, COCTaBAS-
eT 6oaee oT 40 A0 200 MAH. YeAOBEK 1 OHU IIPEeACTaB-
ASIIOT KPYITHEHMIIYIO B MUPE AMACIIOPY [1, C. 167; 2,
C.4]. Auacriopa o6beAUHsIeT dTHUYECKUX KUTANIIEB
Y KX IOTOMKOB, IIOCTOSIHHO ITPO>KMBAIONIKX 32 TIpeae-
AAMU POAUHBI U IMEIOIINX 3apy0exKHOe FPAKAAHCTBO
(xyays0), a Taxoke rpaxaan KHP, BpemenHo mpo-
JKMBAIOIIMX 33 TPaHHUIle (xya%caub). Bce xxuBymue
32 PyOEKOM KUTAMIIbI OIPEAEASIOTCS BBIPRKEHHEM
44206a0 (cooTeyeCTBEHHMKH 3a rpaHHueﬁ).

HpeAaHI/IH O KMTAaNCKOW 3MHUIpPallMU 6epyT
cBoe HayaAro BO BpeMeHa pAuHactuu Illan. Mimen-
HO TOTAQ KUTais! (B ApeBHUe BpeMeHa Ha3bIBae-
MBIe <TaHBI[bI> ) HA9aAH nepeceAeHue 3a TpaHUILy.
Ha 3axare punactuu Ilan, xorpa mpousomao Tak
Ha3bIBaeMoOe «IIAaHCKOe BbIMUPaHHUE >, MHOXXeCTBO
BOEHHBIX U I'PAXKAAHCKUX IIepelPpaBUANCH Ha BOC-
TOK Yepe3 Mope, cracasich 6ercrsom. ITo MHeHuUIO
y4eHBIX, HEKOTOpasi 4acTb UX oceAa B IOxHom

Awmepuxe [§, C. 41].

Omurpanyst OblAa XapakTePHA B AAABHEMIIIEM AAS
KXAOM AMHacTHH. IToBOAOM AAS paccTaBaHMS C PoO-
AVHOM CAY>KHAH TSDKEAOE MaTepPHAABHOE IIOAOXKEHHEe
U OTCYTCTBHe PaboTbl, BOFHA, paspyxa, TOHEHUS
II0 TIOAMTHYECKHUM HAU PEAUTMO3HBIM IIPHUYMHAM,
TOPrOBASL U ITOAy4YeHHe obpa3oBanus. Hampumep,
B 9II0XY AMHACTUH LIMHb KUTANCKUI « CYyXOITyTHBIN
BeAunkuit meAKOBBIN ITyTh> y>Ke MpoAeraa 1mo Es-
poIIe, U AQKE AOXOAHA AO CesepHoit u BocTounoit
Adpuky, a «MOPCKOM IEAKOBBIH ITyTh> Ha BOCTO-
Ke coepnHsIA fnoHuto u Bce crpansl IOro-Bocrou-
HOM A3UH, 4TO ITO3BOAMAO HEKOTOPHIM TOPrOBIjaM
OCTaTbCsI TaM Ha IPOXKUBAHKE Ha AAUTEABHOE BpeMsL.

OaHako HacTosIas SMUTpaIMsl KUTaMIeB B ee
HMCTUHHOM 3Ha4Y€HNH HAYMHAETCS C ATIOXH AUHACTHH
Tar u Cyn (618-1270 rr.). B a10 Bpems B kuTaii-
CKOM pe0AAABHOM 006LIeCTBE TOBAPHOE XO3SHCTBO
OBIAO AOCTATOYHO PA3BHUTHIM, B TO BpeMs KaK IOro-
BOCTOYHBINl PernoH A3HM BCe elle 3HAYUTEAbHO
OTCTaBaA, B CBSI3H C YeM HEMAAO KUTAHCKUX TOP-
rOBILIEB IIPUE3XKAAO0 TYAA 3aHUMAThC KOMMEpIUeH.
IToMuMoO TOro, MHOTHME KMTAHIIbI IOKUAAAU POAUHY
M3-3a BOEHHOM CMYTbl, XapaKTEPHOM AAS AQHHOM
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aroxu. TakuM 006pa3oM, YaCTh TOPTOBLIEB U OexeH-
IIbl, OCEBIIME Ha TEPPUTOPHUU TAKMX COBPEMEHHbIX
crpan IOro-Bocrounoi Asun kak Maponesus, Cun-
ramyp, Maaarisus, Boetnam, Tanaana, Quannmnumsl,
CTaAY OCHOBHOM COCTABASIIONIEN KUTAMCKOM IMUIPa-
uuu anox Tau Cyn [4, C. 112].

C snoxu fOanb a0 anoxu 1un (1271-1840 rr.),
YHCAO KMTAMIIEB, BRIE3XKAIOIIHMX 32 IIPEAEAbI CTPaHBI,
IIOCTOSIHHO YBEAMYMBAAOCh. B aT0 Bpems yacTh peru-
oHa IOro-Bocrounoit A3uu crasa KOAOHHMEH 3aITaAHBIX
CTPaH MAM IT€PEBAAOYHBIM PETHOHOM Ha ITyTH TOPrOB-
An. KoAoHMHM 0ueHb Hy>KAQAUCD B KUTAFICKOH AeIIIeBOI
paboueil CHAe U U3AEAUSIX PYYHOTO TPYAR, UTO IIPH-
BAEKAO ellle 0OAbIlle KUTANCKIX TOPTOBLIEB U Pa3o-
PHUBIIMXCS KPECTDSIH, PhIOAKOB 1 peMeCAeHHUKOB.

C cepeAuHbI 3110XH AMHACTHH MUH AO BpeMeHU
OIMYMHBIX BOMH, B Te4€HHE TPEXCOT AT YHUCAO AXO-
A€, IepPeceAsIONUXCs 33 IPaHUIly, CTPEMUTEABHO
POCAO, YTO CAEAAAO 3TO BpeMs BaXKHOM dIIOXOM OMHU-
Ipaljuy KUTaKIleB 3a rpanully. B Tom uucae, B me-
PHOA <BEYHOH PAAOCTH>» B 9IIOXY AMHACTUH MuH
(1405-1433 rr.) KuTAiaMK 6BIAM COBEPUIEHBI TaK
HasplBaeMble «CeMb IIyTemecTBuil LioH Xa>. baa-
FOAApSI 9THM ITy TellIeCTBUSIM, OXBaTHIBAIOIIAM O0Aee
30 crpan u pernoHoB Asuu 1 AQpUKH, OBIAM HaAQ-
JKEHBI TOPTOBbIe U AUTIAOMATUYECKHE CBA3U MEXAY
KuTaeM u cTpaHaMM 3TUX PErHOHOB, YTO CO3AAAO
Ay4IIHe YCAOBHA AASL KUTAMCKUX TOPTOBLIEB M OMH-
I'PaHTOB, BbI€3)KAIOIUX 32 IPaHMILY.

B aT0 Bpems TOprosipl, pasopuBIIMecs peMec-
ACHHUKU U KPeCTbsIHe IIepeCeAsIOTCS Ha IOCTOSHHO®
MeCTO >KHTeAbCTBA B OCHOBHOM B cTpaHbl IOxHOTrO0
Mopsi. B Havaae sanoxu punactun LlvH kuTaiiml, npo-
JKUBAIOIHe B IpoBUHIMH Dxa13sH B MecTeuke LIuH-
TSH, CTAHOBSATCS IIE€PBOM KUTAMCKOM MAAOYUCAEHHOM
HApOAHOCTBIO, IPEACTABUTEAN KOTOPOM Ha4aAHU OC-
BauBatb EBpory. CymecTByioT 3amucu 06 amurpa-
LMY KMTANI1[€B-TOPrOBLIEB HAa €BPOIENCKUI MaTEePHK.
B 9acTHOCTH, €CTh AOKYMEHTDI, CBUAETEAbCTBYIOIIHE
0 TOM, 9TO KUTAMIIbI U3 MecTeuka L [uHTsaH npueskxasu
B Cankr-TleTep6ypr 1 B MUHCK AASI TOPTOBAM H3A€-
AusIMH pe3b6bl 1o kamuio [ 3, C. 46 ].

Bpema ¢ Havara omoOXM ONMYMHBIX BOMH
B 1840 roay Ao Hauaaa XX Beka CTaAO BpeMeHeM
KYAbMUHAIMH ITMPOKOMACIITAOHOM IMUT AL Xya-
11510. B 9T0 BpeMs He TOABKO BO3POCAO YHCAO XyaIlsio,

BbIE3XKAIONIMX 34 IPaHMITY, HO U U3MEHHACS KPYT UX
CIIeITMAABHOCTEH, pacIIMPHAACh reorpadus UX pac-
IPOCTPAaHEHHs], OAHAKO, TOPECTH M IeYaAH Xyal|sa0
CTAAHM HeOBIBAABIMU.

CymecTBeHHas aKTUBHU3aIMsI KUTANCKON 9MH-
rpanuu B 9TO BpeMs OpiAa 0OYCAOBAE€HA KaK BHY-
TPEeHHMMH, TaK U BHENIHMMH IpHYMHaMu. B aTo
BpeMs B Kurae 4nmcaeHHOCTb HaceAeHMs Hempe-
PBIBHO YBEAMYMBAAACD, HACEACHHE HAXOAHAOCDH IIOA
ITHETOM CBHUPEION O3KCIIAYaTaTOPCKOM ITOAMTHKH
$eopAaAPHOTO TOCYAAPCTBA, MHOCTPAHHBIM KaIlH-
TaA M TOBaphl mpuimaAu B Kutait — Bce aTo mpuBeAo
B YIIAAOK KUTalCKOe TPAAUIIMOHHOE HaTypaAbHOE
XO35MCTBO, KPeCTbsIHE AMIIMANCH 3eMAH, peMeCAeH-
HUKY 00aHKPOTHAKMCh, OMHUTPALIUS 32 TPAHHUIY CTaAQ
€AMHCTBEHHBIM BHIXOAOM AASI OCAAOAEHHUS AeMOTpa-
puueckoro Kpusmca, TaKUM 00pasom, Obiaa cpop-
MHPOBaHa MOIIHAs ABMDKYIAs CHAQ MMI'PALMOH-
HOro ABIKeHHUs.. OCOOEHHO SIPKO TPOSIBUAKCH 3TU
IPUYMHBI B ABYX [IPOBUHIUSX, KOTOpbIe HanboAee
PaHO U B HAMOOABIIIElT CTEIIEHN IIOABEPTAUCH IIPSIMOI
arpeccuy BTOP)KeHHS KalluTaAM3Ma U3-3a TPaHMIIbL:
aTo nposuHImu ['yasays u QynzsHs.

He mMenee 3HauMTEeAbHYIO POAD B IIpOLIeCCE YCHAL-
HYSI KUTANCKOY SMUTPALIMM 3TOTO IIEPHUOAQA CHITPAAT
¥ BHeIIHUe PaKTOPbL 3apyOeXKHBIN UMIEPHAAN3M
pasBepHyA IPOCTHOE 9KOHOMUYECKOe [opaboleHne
KOAOHUM, €BPOIEHCKAas IIPOMbIIIAECHHAS PEBOAIOLIHA
CPOYHO HY>XAQAACh B AeleBOi paboueit cuae. VmeH-
HO I109TOMY GOABIIAS YACTh KUTAMCKOTO HACeACHHUS
6512 mposana B EBporry, AMepuky, ABcTpaauio u pe-
ruoH IOro-Bocrounoit Asun. Beixym paboueit cuabt
(a pakTuyecku, pabcTBo), KOTOpOE GepeT cBoe Ha-
gaao B KoHIle XVIII B. 1 AOCTUTAO KyAbMUHAITOH-
HOT0 MOMeHTa B cepeprHe XIX B., CTaA B 3TO BpeMs
OCHOBHOI pOPMOI KHTAMCKOHN aMuUrpanuu. Takum
06pa3oM, 110 IpUYKHE IPOMBIIIACHHOM PEBOAIOIIIN
U CBS3aHHOTIO C He! BO3POCIIEro CIpoca Ha Aelle-
BYIO pabOdyIO CHAY, MHOTHe KUTAHIIbl HABCETAQ TIe-
peceanauch B AMepuxy, Epomy, IOro-Bocrounyo
Asmio u Apyrue crpanst mupa [2, C. 7].

Haynnas c cepeaunnt XIX B. craa Hapamu-
BaTh TeMIbl pasBuTusa pernoH IOro-Bocrounoit
A3zum, 4TO IPHUBEAO K elile OOAbIIe IOTPebHOCTH
B paboueit cuae us Kuras. B atu roast FOro-Boc-
TOYHAsl A3Hs MO-IPEKHEMY OCTA€TCS PEerHOHOM
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COCpPeAOTOYEHHUsI KUTAaNCKON aMUrpanuu. B aro sxe
BpeMs 110 Mepe HHTEHCHBHBIX Pa3paboTOK 30A0THIX
npunckos B Kaanpopumu u aopyrux mrarax CIIIA,
a TaKKe CTPOUTEAbCTBA XKEAE3HBIX AOPOT, KUTACKHe
paboune HaunHatoT amMurpuposars B CIITA u Kana-
AY, IOTIOAHSS PSIABI 30AOTOMCKATEACH U CTPOUTEACH.
Kax BupuM, morpe6HOCTD B pabouert crae B CBSI3H
C OCBOEHHEM KOAOHHI KalTUTAAUCTUYECKUMHU TOCy-
AAPCTBaMH CTaAd OCHOBHBIM (GpaKTOPOM IpUBAEUe-
HHS KUTANIEB 3a [PAHUILY.

ITo mepe pa3BUTHS BOEHHBIX ACHCTBUIL BO Bpe-
ms [TepBoit MupoBoit Boiabt (19141918 rt.), me-
cTeyko 1MHTSIH npoBuHIMK KAII35H HAIpaBUAO
MHOXXECTBO CBOUX PA0OYMX AASI YUACTHS B <«pa-
6oueit apMun> KuTaiiIes 3a pybexxom. ITocae Bo-
FIHBI AeMOOHAM30BaHHbIE BOMHBI OCEAU B €BpOIIeH-
CKMX TOPOAAX, TIOIIOAHMB y>Ke CYIeCTBYIOI[YIO TaM
HeOOABIIYI0 KUTANCKYIO AACIIOPY, OCHOBY KOTOPOI
COCTaBASIAM yeXaBIlUe ellfe B 310Xy CPeAHeBEeKOBbs
TOPTOBIIeB U peMecAeHHuKOB. K HUM mpucoepAnHu-
aucp npubsBmire B EBpony B xoxne XIX — Hau.
XX B. kuTarickue paboure u3 Mecteuyka LIuHTIH.
Kak ormeuaror uccaepoBareau, 1920 —30-e rr. 66141
Ba>KHBIM IIEPUOAOM dMUTpaLuy XuTeser LInHTsH:
9HCAO IIPOXKMBAIOIIHUX B 3T0 BpeMs B EBpomne xyariso
u3 LunTsan poocturaer 25000 weaosek [ 3, C. 54].

Tax 6bIA 3aA0KeH PyHAAMEHT HOBON HCTOPHUU
xyanso B Espone. B nepuoa 1840-1949 rr. o Bce-
My MUPY OBIAO BBIKYIIACHO OKOAO 7 MAH. KUTAFCKHX
pabounx, TakuM 06pa3oM, 6pIAA 3AA0KEHA CTPYKTY-

Pa CEerOAHSAIIHEro pacpOCTPaHeHHs 10 BCeMY MUPY
KUTaNCKMX Xyalis10. B aToT mepuop uncao xyansio po-
CTHraAo 6osee 12 MAH. YeAOBeK.

OuepeAHO! BUTOK KUTANCKOM amurpanun (BTO-
pas moaosuHa XX B.) 6bIA BbI3BAH Cepbe3HBIMH BHY-
TPEHHUMH INPUYMHAMH, CPEAH KOTOPBIX CACAyeT
Ha3BaTh SnoHcko-KuTaiickyro BOIHY, peBOAIOLIUIO
B Kurae u yrBepxaenne Kuratickoit Hapoanoit
Pecrrybauku. Pernpecciy MHTEAAUTEHITMH B TOABI
KyABTYPHOM PEBOAIOLIMU TaKXKe IMOBAUSAU HA MH-
TEHCHUBHOCTD Iporiecca amurparnuu. K npeacrasu-
TEASIM KUTalCKOY MHTEAAUTEHITUH, TI0 TEM UAU HHBIM
INpUYMHAM MOKUHYBIIMM POAMHY U IIOCEAMBIIMXCS
IIOCTOSIHHO MAM BPEMEHHO B cTpaHax Eppomnsl nau
AMepuku BpeMeHHO, K KOHITy XX B. IprOaBHAOCDH
3HAYUTEABHOE KOAUYECTBO CTYACHTOB, BhI€3)KAIOIIMX
AASL IOAYYeHIS 00 Pa30BAHUSL, U CIIELHAAMCTOB, IIPU-
TAQIIEHHbIX 3apY0eXXHBIMU GHPMaMH.

TaxuM 06pa3oM, HCTOPHSI KUTAMCKON IMUTPa-
IIMM, BbI3BaHHAS KaK BHEIIHUMH, TaK U BHyTPEHHH-
MU IIPUYUHAMH, PACIAAAETCS HA HECKOABKO 3TAIIOB:

¢ 1060—1027 IT. AO H. 3.: TOABI 3aP O>KACHUS;

¢ 618-1217 rr.: 9Tall CTAHOBAEHUSI;

o 1217-1840: sTam akTUBU3AIUH;

+ 1840 — may. XX B.: 9Tan opMUPOBaHM KUTAM-
CKOM AMACIIOPbI;

o Hau. XX — cep. XX CT.: 3Tall KOAUYECTBEHHOI'O
U Ka4eCTBEHHOI'O POCTa AUACIIOPHI;

o cep. XX B. — 10 H. Bp.: HOBEHIIMI 3Tall KATaH-
CKOM SMMTPaLIH.
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aBToOpa: npodbnema nccnenoBaHus

AnnoTanmsa: B paHHOI cTaThe BriepBble BBOAATCS B KYABTYPOAOTHYECKHIA M MY3bIKOBEAUeCKHUH
AUCKypc HeuspaHHble MeMyapsl B. B. ITyxaabckoro «3anucku o Moeit )Xu3HU>». AaeTcs ToApoOHOe
OIMCaHHUe ITOTO L}eHHOTO HCTOYHUKOBeAUeCKOro o6bekTa. Bocmomunanus B. B. ITyxaabckoro o aeT-
CKUX 1 FOHOIIECKUX FOAAX, UMesI XapaKTep aBTOOHUOrpadru, TO3BOASIIOT IIPOCACAUTD OIIPEAEASIOIITe
AASL CTAHOBAEHHSI aBTOPA KaK MY3BbIKAHTa (pAKTOPBI M COOBITHSL.

KaroueBble cAOBa: MeMyapHOe HaCA€AUE, CTAHOBACHHE UACHTHYHOCTH AMIHOCTH, KOHIIETIT AeT-
CTBa, PeTPOCIEKTUBHOCTD, PaKTOrpaPpUIHOCTD, UCTIOBEAAABHOCTb.

B KyABTYPHO-XyAOXKECTBEHHYIO XKH3Hb BTOPOH  HBIN AeATeAb, co3paTeab KueBckoil popTennaHHONR
noAoBuHbI XIX — nepsoi Tpetr XX BekoB B.B. Ily-  1mKoAbIL, 0CHOBOIIOAOXXHMK TPO(ECCHOHAABHOTO MY-
xanbckuit (1848-1933) Boulea Kak MMAHKCT, IEAATOT,  3bIKAABHOTO O6pazoBanus B Ykpaune. OH OCTaBHA
KOMITO3UTOP, ITyOAHULIUCT, My3bIKAAPHO-O0IIIECTBEH-  [TOTOMKaM MeMyapHOe HaCAeAlle — BOCIIOMUHAHUS
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«3aImuCcKy 0 MOeM KU3HU >, KOTOPbIe A0 CUX IIOp
OCTaIOTCsI HEOITyOAMKOBAHHBIMIL

O6paireHre K MEMyapHOMY HACAEAHIO BBIAQIO-
II[erocsi [IeAArora U IMMAHKCTA UMeeT 0coboe 3Hade-
H1e. C 0AHO CTOPOHDI, 3TOT AUYHOCTHBIM MaTepUaA
II03BOASIET 3AIIOAHUTD TeOPETUYECKHI IPOOeA B My-
3bIKOBEAEHHH, CBSI3AHHBII C OCBeljeHHeM IIPOOAeMBI
M3y4YeHUs AeTCKO-IoHomeckoro Bo3pacTa B. B. ITy-
XaAbCKOTO B acIleKTe ero >KU3HeTBOPYeCTBa, Aydile
HIOHATb AYXOBHBIM MUP My3bIKaHTa. C Apyroi — Me-
Myapsl B. B. ITyxaabckoro BbICTYTaIOT Kak HCTOYHUK
MHPOPMAIIUH O KyABTYpPe, UCTOPUH, UA€OAOTHH JII0-
xu. Kpome Toro, 6aaropapst «3amuckamM> Mbl MOXKeM
IIPOCAEAMTD BCE 3TAIbl IIOAYYEHHS MY3bIKAABHOTO
obpasoBanus B XIX Beke Ha IpuMepe CTAHOBAEHISI
B. B. IlyxaAbckoro Kak My3bIKaHTa.

Mewmyapsi B. B. ITyxaabckoro — peAKOCTHBII aB-
TOOHOrpaduIecKuit AOKyMeHT. AASI aHAAH32 MeMya-
POB HEOOXOAUM BBIBEPEHHDIN 1 YETKHUIT HCCAEAOBA-
TeAbCKHUI1 nHCTpyMeHTapuit. Hamu 6yAyT nprmMeHeHst
001iHe TIOAXOABI U ITPHEMbI B KOHTeKCTe brorpadu-
9eCKOTO METOAQ, XapaKTePHBIe AASI U3ydeHHMs TTHCh-
MEHHbIX UCTOYHHKOB. C UX MOMOIIBI0 MOXKHO IIPO-
AHAAMBHPOBATb OOCTOSITEABCTBA ITPOHMCXOXKAEHIS
MICTOYHMKA, COOTHOIIEHHe «06mero>» (Kak AeTomuch
STIOXH) U «YACTHOTO> (Kak GopMa caMONO3HAHUS),
criefupUKy BpeMeHHU U IIPOCTPAHCTBA, 3CTETHKO-XY-
AO>KECTBEHHBII ITOTEHIMAA UCTOYHUKA, 0COOEHHO-
CTH CTHAS QBTOPA, IIPUHIIMIIBI OTOOPA KU3HEHHOTO
MaTepHaAa, IOHATb KOHIeMUI0 AnYHOCTH. Kpome
TOTO, AASL DOA€e AeTAABHOTO H3yYeHHS MEMyapOB MbI
HCIIOAB3YeM U CIIeI[IaAbHbIE METOADI, TaKHe KaK IICH-
XOaHAAMTHYECKHH U COIIMAABHO-TICUXOAOTHYECKHI.

Taxkum 06pa3oM, IieAb CTATbH — 6nepsbie IPO-
AHAAMBMPOBATDb U BBECTU B HAYYHBIN AUCKYPC MEMy-
aperI B. B. ITyxaabckoro «3anucku o MOei XXU3HH>,
OCO3HaB CIIelUPUKY UX CTPYKTYPHI, >)KaHPOBOE CBO-
eoOpasue, CTHAD aBTOpA.

MewmypHble cOYMHEHHS, KaK K CAMO CAOBO «Me-
Myapbi» (0T ¢ppaHi]. mémoires — BOCMOMUHAHUS),
pacrpoctpanuauch o Espomne XVII — XVIII Bexos
u3 Opannun. B HUX BliepBble aKI[eHTUPYeTCs CO0-
CTBEHHOE Y4aCTHe aBTOPa B OIHChIBAEMbIX COOBITHU-
ax. OAHMM M3 CaMbIX U3BECTHBIX PPAHITy3CKHX Me-
MyapucToB 6b1A reprior Ayu ae PyBpya Cen-Cumon
(1675-175S), aBTOp MHOTOTOMHO# XpOHHUKH CO6BI-

THI1 1 HFHTPUT BEPCAAbCKOTO ABOPA B IIOCAEAHHE TOADI
npaBAeHns AtopoBrka X1V 1 amoxu pereHTCTBa.

Caeayer ormeTuts, uto B. B. ITyxaabckuit 6b1a
4Ype3BbIYAliHO HHTEPeCHBIM pacckazdukoM. Ero sp-
KUe, SMOIJHOHAAbHbIE PACCKa3bl, IeperoAHeHHbIe
HEO)KMAAQHHBIMH 3IIH30AAMH, HE OCTABASAU PaBHO-
AYIIHBIMU CAYIIATEAEH: APY3€eH, YI€HUKOB, KOAAET
Y 3HAKOMBIX. DTH PacCKa3bl MOXKHO pacCMaTpUBATh
AQ>Xe KaK YCTHbIE MeMyapbl. YUeHHKH HaCTauBaAU
Ha UX QUKCAIMHU, XOT@AH CAEAATh X AOCTYITHBIMU
AAsL 60A€ee IIMPOKOI AyAUTOPHUH, YOKAAAH «O0OHa-
POAOBATD> BOCIIOMUHAHHSI, YTOOBI BIIMCATh 3HAKO-
BYIO AMHOCTDb CBOETO YYUTEAS] B UCTOPHIECKUI KOH-
TeKCT. B kpaTkoM IpeArcAOBUM K MeMyapaM aBTOp
OTMeYaeT: «HCIOAHSIO HACTOSITeAbHbIE IMPOCHOBI
MOUX ApY3eH, eAAIOIIHX 03HAKOMUTBCS C MOUMH
NepeXHBaHMAMU U APTHCTHUYECKMMH BCTpedyaMu
6oaee TOAPOOHO, YeM TO MOXHO OBIAO ITEPeAaBATH
YCTHBIMU PaCcCKa3aMHM, JaCTO Ka3aBIIMMHECS MOUM
APY3bsSIM UHTepecHbIMU> |6, 1].

B mocaepnue roap! sxusan (1932-1933), 8 Ku-
ese, B.B. Ilyxaabckuil ycriea HamucaTb OAUH TOM
CBOMX BOCIIOMHHAHUH «3aIIMCKU O MOEH XKU3HU > :
OT POXKAEHHS AO HadaAa oOy4deHus B [TerepOyprekoit
KOHCEepPBAaTOPHH. DTa PyKOIMCh COCTOUT U3 ABYX Ya-
creit [ 6; 7], KaXKAas M3 KOTOPBIX COAEPXKHUT COOTBET-
crBeHHO 208 1 129 MaMMHONMCHBIX CTPAHUI] TEKCTA.
HsaoxeHHbIM Ha aTHX 337 CTpaHMI[AX MEMYapHbIi
TEKCT SIBASIETCS HeINpephIBHBIM, HepasAeACHHBIM
Ha TAABbI MAM TTaparpadsl.

YauBuTeAbHO, HO cBou BocnomuHanuA B. B. I1y-
XaAbCKHI BOCCTAHABAMBAA M HAAUKTOBBIBAA ITO ITAMsI-
TH. [TaMATh MOXXHO paccMaTpUBATh KaK XpaHHAHUIIE
(coxpaHeHue) 3HaHWI, P 3TOM OCYIECTBASETCS
0T6Op COOBITHUI U SIBACHUI, IIEPEKUBAEMBIX, YBU-
AEHHBIX U IPOYYBCTBOBAHHbIX; HAM KaK IIPOIjecc
(peKoHCTpPYKIMS, MPUTIOMUHAHKE ), KOTOPBIil PO-
HICXOAMT BO BpeMs HalMCaHus TekcTa. besycaosHo,
PaccKa3bIBasi O YeM-TO IEPEXUTOM, aBTOP IepexKHBa-
eT 3To BHOBb. AAst BocmiomuHanuii B. B. ITyxaabcko-
IO XapaKTepHBI YeTKOe COOAIOAEHNE HCTOPHIECKOM
paBAbl, $aKTOrpaPpUIHOCTD, PETPOCIIEKTUBHOCTD,
OAHAKO OH He HCKAIOYaeT BO3MOXXHOCTH HEKOTOPHIX
IIOTPELIHOCTef B XPOHOAOTUH pacckasa: «Heobxo-
AUMO 3aMeTHUTh, YTO XPOHOAOTHYECKOTO MOPsAKA
S IPUAEPXKUBATHCSL OYAy AUIIb II0 Mepe BO3MOX-
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HOCTH, TaK KaKk AHeBHHMKA HHUKOTAQ He IIHCaA; pac-
CKa3bl 6YAYT BECTHCb TOABKO ITO IIAMSITH, MOTYIIHe
BCTPETHUTbHCS B TOAAX HETOYHOCTHU He AOAKHBI MHE
OBITb IIOCTAaBAEHBI B BHHY. ByAy yaoBAeTBOpeH
BIIOAHE, €CAH OIIHCAHMS ObITA CTAPOTO BPEMEHH, AUIL]
U COOBITUI OYAYT HACTOABKO SIPKH, UTO AAAYT SICHOE
U IIPAaBAUBOE IIOHATHE O TOM, YTO MHE CAy4aAOCh
CABIIIATD, BUACTD U IIEPEXXUBATh 34 MUHYBIINE TOABI
Moel xu3Hu> | 6, 1]. Takum 06pazoM, cocTaBAss 3a-
mucky, B. B. ITyxaabckuii BeA pacckasbl, TO €CTb CBOU
MBICAM OH M3AaraA TOMY, KTO HX 3aITCBIBAA, A 3HAYUT,
IIPOKMCXOAMAO OOIIleHME, A He «KaOUHEeTHOe>» QUK-
CHpOBaHIe HaeAUHe C OyMaroi 1 BOCIIOMHUHAHHSIMIL.

YdeHHKH My3bIKAHTA COOHMPAACH H3AATh OTPbIB-
KU U3 ero MeMyapoB [4], o6bvemom B 100 MamuHo-
IHCHBIX M 7 PYKOIMCHBIX cTpanull. Ha tutyapHOM
CTpaHHIIe 3TOTO AOKYMEHTa yKa3aHO, YTO MaTepHaA
K medaru noarorosuaa I1. M. fposas; mopobpaa,
OTPEAAKTHPOBAA, CAEAAA 3aMEYAHHUS M Pa3AEAHA
OTPBIBKM Ha TAABBI, AaB uM HaspaHus, [. M. Korag;
BCTYTIUTEAbHOE CAOBO HamucaA A. A. AABIIBAHT.

Kcrary, I M. Koras u A. A. AabuiBasr pabotasu
C MAIIMHOIVCHBIM TeKCTOM «3aIlFCOK>, OCYIIeCT-
BASISI BCE MCTIPAaBACHMSA OT PyKU. MOXHO IpeATioAo-
XKWTB, 4T0 uMeHHO [ Toanna MuxaiiaoBHa SpoBas nmoa-
roToBHAA MOAHBIA (337 CTPaHWI]) MAIIMHOMMCHBINA
TEKCT «3anucok o Moe#t xu3Hu> B. B. ITyxaabckoro.

O IL M. fIposoit u B.B.IlyxaabckoMm, Kues-
CKHX Y4YHUTEASX H3BECTHOHM INHMaHMCTKHU-TIEAArora
A. A. Kaprieku-ApToO0A€BCKOI, YUTaEM B BOCIIO-
MuHaHUAX o Hell B.I. Anppromenko. «I'oaoBa kpy-
SKHATCSI OT OOMAMS BCErO, YTO OBIAO B KM3HH M YTO
XOTeAOCh OBl IepepaTh ocraromuMmcs. Bor ckopo
YMpY, ¥ HUKTO He 3aITHIIeT HocAeAHHe ToAbI [ Tyxaas-
ckoro... Bce AeTcTBO, Bech ImeTepOyprcKuil HEPUOA
XKHM3HU — y>Ke HU C KeM He ITOCeTHIIb B BOCIIOMH-
HAHUAX, HUKOTO He OCTAAOCh B JKUBBIX>», — C IO-
peunio pasmeimasieT A. A. ApTo6oaeBcKas; B TO xe
Bpems AHApIomeHKo B.I. cokpymaercs: «Iloanna
MuxariroBHa fIpoBasi, mepBast yYuTeAbHHIIA My3bIKH
(A. A. ApTO60OAEBCKOIT) — HEy>KeAH OHA He 3aCAy-
’KHAA TAMATH OT CBOMX IHTOMITeB?>» [13].

K coxaaenuro, Bocmomunanms B. B. ITyxaabcko-
r0 OCTAAUCh HEOITyOAMKOBAHHBIMU HU B IIOAHOM,
HHU B cOKpameHHOM Bupe. Hammcansl onu Ha pyc-
CKOM 3bIKe, Ha YKPAaMHCKUHM HHKOTAQ He IepeBo-

auanch. Ha ceropns obe wacTu BOCIOMUHAHMIL
B.B. IlyxaAabckoro u OTpBIBKM M3 HUX XPaHATCS
B [ocypapcTBennom pome-mysee 1. . HaiikoBcko-
ro B Kauty, He60ABIIOM TOPOAKE, PACIIOAOKEHHOM
MexxAy Mocksoit u Cankr-Iletep6yprom. 3pech, BAa-
A¥L OT TOPOACKOH CyeTBl, 3a ABa TOAQ AO CMepPTH IToce-
AuAcs Bbipatomurics kommnosuTop I1. M. Harikosckuit
(1840-1893). My3bIKaHT apeHAOBaA HEGOABIION AOM
y mupoBoro cyabu B. Caxaposa. Briocaeactsuu 6par
KOMITO3UTOPa MOAECT BBIKYTIMA 3TOT AOM, KOTOPBIi
B 1894 ropy 6514 mpeo6bpasoBaH B MEMOPHAA ITAMSITH
I1. 1. Yarikosckoro. Ilucpma, pykomucH, aBTorpa-
b, apxXUBbI My3bIKAABHBIX AeSITEACH, Belllt, BCe, 4TO
KaKMM-TO 00pasoM nmeao oTHourenue k [Terpy Masu-
Ty, HAYAAM COOMPATh B 9TOM, OAHOM 13 ITepBbIx B Poc-
CUMICKOM MMIIEPUH, MY3bIKaAbHO-MEMOPHUAABHOM
mysee [12]. Beposrno, «3anucku o Moeit XU3HI>
B. B. IIyxaAbcKOTro II03TOMY U IIOIIAAH CIOAQ.

CaepoBareapHo, memyapsi B. B. ITyxaabckoro xak
COCTaBASIIONIasl KyABTYPHOTO IIPOCTPAHCTBA SMOXU
TPeOYIOT AAABHENIIIETO U3yYeHNUs], PellleHUs BOIIPO-
COB, KOTOpPbIE AO CHX IIOP OCTAIOTCSI OTKPHITBIMH.

Kak mpaBraAo, MeMyaphl UITYTCS Ha PaccTos-
HHU B HECKOABKO AeCSITUAETHUI OT PeaAbHBIX COOBI-
THI1, KOTOpbIe 306paxkatoTcs. [lepBoe Bocmomu-
Hauue B. B. ITyxaapckoro o cebe, cBsi3aHHOE C €ro
BIIEYaTACHISIMU B BO3pAcTe TOAOBAAOTO peOeHKa,
IIMCAAOCh Ha PacCTOSHUH 84 AeT, IOCAEAHSS 3a-
IIMCh B MEMyapax o cebe, ABAALIATUABYXAETHEM, —
Ha paccTosiHuu 62 AeT. Bapocasrit B. B. ITyxaabckmit
B «3aMcKax> TAyOOKO U UCKPEeHHe OCBelllaeT CBOU
A@TCTBO U IOHOCTb.

3amucku B. B. ITyxaapckoro mMeroT «Xxapak-
Tep aBro6uorpadum> [6, 1]. Onu cocpepoToueHDI
Ha AUYHOCTH aBTOPA M Ha COOBITHSIX U AIOASIX, KOTO-
PBIX eMy IIPUIIAOCH BCTPETHTD B CBOEH KU3HH.

OTMeTnM, 9TO UCTOKH aBTOOHOrpaduu u 6uo-
rpaduu AOCTHUTAIOT BpeMeH aHTHIHOCTH, OAHAKO Ha-
y4HOe H3ydeHHe aBToOHnorpaduueckoro u buorpa-
¢uyeckoro nucbMa HaurHaeTcs ToAabko ¢ XIX Beka,
KOTAA K aTuM mpobaemam obpartuaucsy P. Cayry,
I11. O. Cenr-Bes u ap. (cm. [10]).

[TousTre «aBrobHOrpadusi> NMeeT pa3AnIHbIE
AedunnIu. ABTOOHOrpadus — 9TO «OTpaKeHUE
MPOIIAOH U HacTosimel xu3Hu apTopa>» (JK. Tioc-
AOP®); PETPOCIIEKTUBHDLI1 PACCKA3 PEAABHOTO YeA0-
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Beka 06 ncropuu cpoeit xxusuu (D. Aexen); AuHaMu-
YecKoe EAMHCTBO TPEX COCTABASIIONKX: autos (cam),
bios (>kusHs ), n grapho (mumy) (A. Oaxn); aBTo6H-
orpa¢usi BBICTYIIAeT KaK AUTePATY PHbII KaHp, FAAB-
HBIM repoeM KOTOporo (B AUTEPaTyPHOM CMBICAE)
sBastieTcs cam aBTop (cm. [1, 10-11]). Ykpaunckas
uccaepoBaresbHunia A. I. PeBa paeT Takoe ompeaeae-
HIe 9TOro MOHSTHS: «ABTOOHOrpadus — Aurepa-
TYPHBII JKaHP, TA€ AQETCSI OIIMCAHUe COOCTBEHHOM
JKU3HH Ha OCHOBAHUH BOCIIOMUHAHHI. ABTOOHO-
rpaduu 4aCTO CONPUKACAIOTCS U B3AUMOAEHICTBYIOT
C MeMyapaMu, KOTAQ aBTOP OT pacckasa o cebe mepe-
KAIOYAeTCsI Ha PAcCKa3 O COBPeMEHHHUKAX M O COOBI-
THUSIX, CBUAETEAEM KOTOPHIX OH 6b1a>» [ 8, 465 ].

HTax, B aBTOOHOrpaduut aBTOP AUYHO PACCKA3bl-
BaeT 00 MCTOpUM CBOEM XU3HH. A 6uorpaduio, mo-
CAe TIIATEABHO IIPOBEAEHHOTO Ouorpaduueckoro
HCCAEAOBAHUSI, CO3AAIOT 61Orpadbl, UCTOPUKU UAK
HCCAEAOBATEAH, TO €CTD 9TO ACAAET APYTOM YeAOBEK.
Buansnit komnosutop C. C. ITpokodnes, cospapas
CBOIO aBTOOMOTrpaduIo, TaK U3AOXKHUA IIPHIUHEI ee
HanmcaHuws: «Crout Au mmucars 6uorpaduio o cebe,
Aa eme panHHYI0? KoHeuHo, He crout. I'ope Anmb
B TOM, YTO He HAIUIIY s, HAIIUIIYT APYTHe U, BEPO-
ATHO, HarryTaloT. HamyTaror camMpiM A06pocoBecr-
HbIM 06pasoM. Ecan Tak MOXXHO BBIPasHTBCS: AO-
OpPOCOBECTHO HABPYT; TO €CTh He3 AypHOM MBICAH,
a II0 HeAOCTATKy CBEAEHHIT, HA OCHOBAaHHM AOTHYe-
CKHX IPEATIOCHIAOK> [ S, 7].

ABTO6HOrpaduUs, KOTOPYIO IULIET B3POCABIH Ye-
AOBEK O CBOUX AeTCKUX F'OAAX, IIO3BOASIET IIPOCACAUTD
$aKTOpPBI M COOBITHS, OMPeAEASIONIIe CTAHOBACHHE
AUYHOCTH: OCOOBIN MUP A€TCKOM AYIIIH, BOCIIUTAHHUE,
XOA AMYHOCTHOTO Pa3BUTHUS, IIPO(PECCHOHAABHOTO
¢$opmuposanus. FiMeHHO B BOCHOMUHAHHUAX ACTCTBA
AUYHOCTD TPOOYKAQeT B cebe TO «ecTeCTBEHHOe
cocrosiHue cobcTBeHHOro “I), B KOTOpOM BHeIIHME
KYABTYPHbIE $AKTOPHI elle He OTpakeHbl» [3, 92].
O AeTCKUX ropax Kak HHUIIMAABHOM (ase B KU3HU
AVYHOCTH IIMCAA U PYCCKMH XYAOXKE€CTBEHHbBIN KPH-
kK C. K. MakoBckuii: «AeTckue BOCIIOMUHAHMS —
caMble HeM3raapuMbie. MOXHO CKa3aTh, AHS He ITPOii-
AET U 9acy, YTOOBI He IIOMEePEIIHAOCh KaKoe-HUOYAD
BIleyaTAeHHe AeTCTBA. [TycTb OTPBHIBOYHbI, TYMaHHBI,
CTepPTBbI BpeMeHeM 9TH BIIEYaTACHHUS], OHU TAYOOKO
Bpe3aHbI B CepAlle, BCIIABIBAIOT HAA ITyYHHOM IIPO-

IIIAOTO CHOBA U CHOBA U IIePEeXXUBAIOTCS BCETO Yallle,
OCOBEHHO K CTApOCTH, KaK AaAeKoe 6AKeHCTBO (T10-
TEPSIHHBII Pafi, TAe “KQKAO€ AUTSI AO HEKOTOPOII CTe-
TIeHH TeHUit, U KAl rernit — auts” (1o A. Illo-
neHrayspy)) ...» u pAaree: «Besobaaunoe aercTBo
He 00Ut YAeA, M AQKe OT CYACTABOTO — OCTAIOTCS
M AeTCKHe CTPaXH, U ACTCKIe OOHABI U Pa3d04apoBa-
HUSI, HO BeAb U3BECTHO: XOpOIllee Aydllle IIOMHHT-
Cs1, HeXKeAH TIAOXO€, Ha OOABIIOM OTAAACHUH IIOYTH
¥ He BHAATh IIAOXOTO... B ACTCTBe Xopollee — 0e3-
YCAOBHee, B ATCTBe CO3HAHMEM YIIPaBASieT He pac-
CYAOK, 2 BOOOparkeHHe, ACHICTBUTEABHOCTb CABAETCS
C BOAIIEOHOI NPe0OPasKEHHOCTDIO; HHbIE AETCKHUE
BOCIIOMUHAHHS B TeUeHHe BCel )KMU3HH MasTIaT TeHs-
MH KaKON-TO CTPaHbI 4yAec ... > [2, 10].

OO6bIYHO paccKa3 0 ACTCTBE OTPAHUIUBAETCS TOAD-
KO PAAOM POPMAABHBIX cOOBITHI (pOsKAeHUE, 06-
y4eHHte, yIaCTHe B ACTCKHX COODOIIecTBaX, COOBITHS
obmeit ceMeitHOM XHU3HH U T.A.). B.B. [Tyxaabckuit
TIIOHMMAeT, YTO Ha AeTCKUX FOAAX — IPOEKITHs Beelt
XU3HU YeAoBeka. OH O4eHb IIOAPOOHO OICHIBAET
CBOH AeTCKMe IIPHUBBIYKH, IIOCTYIIKH, IIPUKAIOYEHNS,
(aHTa3MM, CTPAXH, COMHEHIS, PA3MbIIIACHHUS, TATOTe-
HUe K My3bIKe, )KeAaHIe CAMOCTOSITEABHO PeIlaTh CBOU
AETCKHe IPOOAEeMBI, OBITh He3aBUCUMBIM. BAaprmup
BstyecAaBOBUY HAaYMHAET MeMYaphl C BOCIIOMHHAHHI
0 CBOEM AETCTBe, Pa3AEASIS BATASIABI YUEHbIX, 4TO MeH-
HO B paHHeM BO3pacTe GOPMUPYETCS XapaKTep YeA0-
BeKa, ero HPaBCTBEHHbIe IIPHUHIJUIIBL, YTO CYABOY de-
AOB€Ka OIPEAEASIIOT YepPThl, BOCIIUTAHHbIE C ACTCTBA.

CymecTByeT obIepacpocTpaHeHHOe MHEHUe,
4TO AeTH HAUYMHAIOT IOMHUTb Ce0sI CPAaBHUTEABHO
II03AHO, IPUMEPHO C 2-AeTHETO BO3PACTa, a BCe, UTO
CAYYHAOCH AO TOTO, SIBASIETCSI IIAOAOM PACCKa30B
CTApIINX, PACCKA30B, YCBOEHHDIX AETHMU BIIOCAEA-
CTBHU U IPHHSTHIX HMH 32 COOCTBEHHbIE ITepeXXH-
BaHM. B. B. Ilyxaabckuii c 5TUM MHeHHEM He COTAa-
mraAcsi. OH ObIA yBepeH, 4TO IIOMHUT ce6st B BO3pacTe
He OoAee ropa. B «3amuckax> aBTOp BCIIOMUHaeT,
4TO BHAEA PPYKTOBBII Cap, AEPEBO, IIOA KOTOPBIM
€r'o IIOAOKHAQ HSHs, He60, CABIIIAA IiebeTaHue IITHI]
M MHOTAQ JKY>OKaHHe Hah TOAOBOI KAaKOTO-TO Hace-
KOMOTO, II0-BUAUMOMY, 0cbL. OH 4yBCTBOBaA, GYATO
CO BCeM 9TUM OBbIA 3HAKOM U, KaK B3POCABIT, IOHUMAA
Bce, uTo BuAeA. Cpear Bceit oTOM 0AaropaTH — OH,
npoGymAammHﬁc,q 1 HAXOASIIMMCS Ha IyTH K Ca-
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MoMy cebe. Takum 6bIAO IIEPBOE MUPOBOCIPHUSITHE
cosepnareabHoro yma B.B.Ilyxaabckoro. Mrak,
B «3amucKax> MPOCAEKHMBACTCS OYeHb paHHee 0CO3-
HaHUe My3bIKAaHTOM COOCTBeHHOTO «fI>». C meaeHoK
OH YyBCTBOBAaA CBOe 0c0bOe HazHaueHHUe. 3aMeTHM,
4TO B MKOHOTpadHU MHOTAQ MU300paKAIOT pebeH-
ka Mucyca co 3peabIM, Kak y B3pOCAOTO JEAOBEKa,
BbIPQ)KEHHEM AHUIIA, C BBICOKUM AOOM, UTO SIBASIETCSI
CHIMBOAOM MYAPOCTH.

AefiCTBUTeAbHO, HEKOTOPBIE AIOAH COXPaHSIOT
BOCITOMMHAHUS 06 O4eHb PaHHEM ITePHOAE AETCTBA.
Aeonappo a2 Burun moMHMA ce6st MAaAeHIIEM (un-
TepPIPEeTAINIO AUYHOCTH XYAOXKHUKA HAXOAUM B U3-
BecTHOM acce 3. Ppeiipa 0 AeoHapAO Ad Bumun).

IToBbImeHHYI0 AOCTYIIHOCTD B Halllel ITaMATH
HMEIOT 9MOLIMOHAABHO BaXKHbIE COOBITHSI, HAIIPHU-
Mep, mepee3abl. AAd ISTHaALlaTHAeTHero Baaau-
Mupa, nepeexasurero u3 Muncka B IletepOypr,
KOHTPACT IIPHPOABI, ITOTOABI U AQHAIIAPTOB ObIA
pasuTeAbHbIM. besycaoBHO, kKAuMaTo-reorpaduye-
CKMIT paKTOP BAMSIA HA HACTPOEHHE U CAMOYYBCTBHE
yA3BUMOro moppocTKa. Cepblil, TYMaHHbIN, XOAOA-
HBIM, OAMHOKHM, I'PYCTHbIM, CBIPOX — 3THU IOHATHS
IIOCTOSIHHO MEePeKAUKAIOTCS C AyIIeBHBIM COCTOSI-
HueM B. B. Ilyxaabckoro Ha nepBpIX Mopax XKU3HU
B ITetep6ypre. K Tomy ke B Meramoarice BOSHHKAAK
JacThle TOXKAPHI B Pe3yAbTaTe ITOAXKOI'OB, 3 BO BpeMs
HABOAHEHHI TOpPOA C OTHs IomapaA B Bopy. Kak Toas-
KO ypoBeHb BOABI B HeBe mepexoarA KpUTHIECKYTO
4epry, ¢ [lerpomaBaoBCKOIt KPEIIOCTH OAMH 3a APY-
TUM CAeAOBaAu BbicTpeabl. Kasapmel, Ha Teppuro-
PHH KOTOPBIX XKHAA ceMbsi [ Tyxaabckux, HAXOAUAKICH
Hepareko oT [leTpomaBAOBCKOi KPeNOCTH, OITOMY
CIIPSITATBCSI OT 3BYKOB BBICTPEAOB He ObIAO HUKAKOM
BO3MOXKHOCTH: «BBICTPEABI Pa3AABAAUCh B HaIllei
KBapTHpe 0COOEHHO I'YAKO, U C Bedepa, KaK 1 HOUbIO,
He AaBaAd ycHyTb. OTCUHTBIBaellb, OBIBAAO, BOPO-
4asiCh B TIOCTEAH, 3TU YAAPHI U He MOXKEIITb TOAABUTD
B ce0e YyBCTBO TPEBOI'H, CAYIIASI 9TH CUTHAABI 00-
mecTBeHHOro 6eAcTBrsl. COBOKYIIHOCTD BCEX ITHX
cO6BITHIL ... HCTEp3aAa MOM HepBbI>» |6, 159-160].
Kpowme toro, myts B. B. Ilyxaabckoro B ruMHa3uio
OBIA AOATHIM M MHOTAQ OYeHb OIacHbIM. MoOCTOB
B [TeTepOypre He XBaTaAO, HaIIAABHBIE MOCTBI B OYp-
HYIO [IOTOAY CHHMAAH, M TOTAQ COOOIIeHHe MEeXAY
beperamu mpekpamaaocs. Ha Apyroit 6eper Baaau-

MHUP MOT AOOPATbCSI TOABKO SIAMKOM, YTO BO BpeMs
AGAOXOAQ YTPOXKAAO €ro KU3HU. «Bce aTo sABAsSAOCH
KAKOM-TO KATOPXKHOM PabOTO, IPUBOAUBLIEH MEHSI
B COCTOSIHME KPaMHeN YCTaAOCTH >, — IPU3HAETCS
B. B. ITyxaabckuii B «3amuckax>» [6, 161].

Kpome Toro, HeyA0BACTBOPEHHOCTD HACTOSIIUM
M MBICAH O HEOIIPeACACHHOM OYAyIIieM ITOAABASIAU
Baapumupa. Apy3bsi, BUASL B HEM CIIOCOOHOTO My3bl-
KAHTA, HACTAUBAAM HA TOM, YTOOBI €T0 OTAAAM YUUTD-
cst B [TeTepbyprckyto koHcepBaTopuio, HO Boaoast
IIOAACPKUBAA TOUKY 3PEHHS OTIa, KOTOPBI TOTO-
BHA ChIHA K BOEHHO Kapbepe. [IpoTuBopeuns 6p1au
B TOHMMAHHHU CMbICAQ KU3HETBOPYECTBA, IPU3BAHMSA
XYAOXKHHKA, eT0 CBOOOABI U TIPaBa Ha He3aBHCHMBII
06pa3 KU3HU, OHU MyIHAH IOHOILY.

CnAvH Kak Hepa3pbhIBHOE COYeTaHKe QUIHIeCcKO-
I'O U AyIIeBHOT'O HEAOMOTAHH, a TAkoKe OCTOSHHAS
06€eCIIOKOEHHOCTD 10 ITOBOAY OYAYILIEro HaCTOABKO
YCHAMAMCB, YTO OAHXKADBI HOUbIO HEBepOSITHOE Oue-
HIe CepAlla BceAuAo Boaoae MbICAD O CKOPOF CMEpTH.
OH pemua, 4YT0 eAMHCTBEHHBDII BBIXOA — OPOCHTBCS
B BoAbI HeBbl AAs BeuHoOrO ycnokoenus. Kpaitass
YCTaAOCTb, HEITPUCIIOCOOAEHHOCTD K XKM3HHU B Me-
rarloA¥ce, SMOLMOHAABHAS YA3BUMOCTD, OAMHOYe-
CTBO, TOCKA, HOCTAABI'HA 10 IIPOLIAOMY, IO A@TCTBY,
II0 TOMY XPYIIKOMY 00pa3y BpeMeHH, KOTOPbIit «0e3-
BO3BPATHO YHeCCs B 0@ CKOHEYHOCTh> , IPHBEAH IIOA-
POCTKa K OTHasIHHIO U 6e3picxopHOoCTH. OH Iepesxua
cocTosiHUe, 0AM3KOe K CyuIay. K13 aToro cocTostHus
B. B. ITyxaAbckuil BblieA, OTHICKAB CMBICAOOOpasyro-
IITHie CTUMYABI K XKU3HH, OCHOBY KOTOPBIX COCTaBASIAQ
BCEeCTOPOHHSIA PeaAH3allks CBOEro TBOPYECKOro II0-
teHnuasa. ObmeHe ¢ meTepOyprcKoil MOAOAEKBIO
B KOPHE U3MEHUAO XU3Hb 1 YCTPEMAEHHS OyAyIIero
IMAHUCTA-BUPTY03a. Kpyr My3bIKaAbHBIX 3HAKOMCTB
IIOCTeIIeHHO Ha4aA PacIIUpAThCA. XaHAPA, COIPOBO-
XKAQBIIASICS [TOAYAC OMeHHEM U TpeIleTaHHeM CepA-
I1a, IPeCAGAOBAAA ero elje ceMHaAIaTh AeT. Ho oHa
He ObIAA OYeHb MYYHTEABHOM, A HOCHAA CKOpee Xa-
PaKTep «HMAMAAMYECKOM TOCKHU>.

[ToTpe6HOCTD IePECHAUTD, IIPEOAOAETb HEAO-
CTaTKA U TNPOOAEMBI, KOTOpBle OBIAM IPUCYINH
B. B. ITyxaAbcKOMY M CAYYaAUCD B €TI0 JKM3HH B AET-
CKO-IOHOIIECKOM BO3PacTe, 0Ka3aAach ABIDKyIIei
CHAOI1 B 60pb0e 3a ycrex B Iporjecce paboTsI II0 BO-
IAOIIeHHI0 cBoer cymHocTh. IOHbI Baaamvup
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BsiqecAaBOBHY yBEpEHHO PeIlaA CBOHM IICUXOAOTH-
JeCKHe IIPOOAEeMBI, He PACCKA3bIBasi O HUX AAXe CBO-
HM POAUTEASIM, YTOOBI He TPeBOXKUTD UX. [IpeoposeB
HepBHOE HalpsDKeHMe, OH KaK ObI 0OHOBASIACS, CTa-
HOBHIACSI CHABHEE, CMeA€ee, OBIA CTIOCOOHBIM PUCKO-
BaTbh, YAOBAETBOPSITH CBOH aMOUIHU U 4eCTOAIOOUE,
YKPEIIASIAUCH €TI0 CHAA AyXa H BOASI, TAKHe HEOOXOAU-
Mble TIPU AOCTIDKEHUH IIeAU, — TaK 3aPOXKAAAHCD Ka-
decTBa AuAepa. IIcuxoaorndeckoe HampsbKeHuUe TIpe-
BPAIJAAOCh B KATAAM3ATOP PA3BUTHSI, MHOTOKPATHO
YKpeTIASS KpeaTHBHBII ITIOTEHIIMAA U IIPUBOAS K BHY-
TpeHHeMy [lepeyCTPONCTBY XapaKTepa My3bIKaHTA.
B «3amuckax>» MPOCAEKUBAIOTCS IePBUYHBIE
HMITYABCBI, CIIOCOOCTBOBABIIINE PA3BUTHIO IIPUPOA-
HbIX criocobnocreit B. B. ITyxaasckoro u ompepe-
AUBIIHeE oA ero 6yayimeit AesteabHOCTU. OH UrpaA
Ha $pOpPTENUaHO, CKPHIIKE, OPTaHe, TArOTeA K UIpe
Ha Tpybe. OAHOI U3 ero AeTCKUX paHTa3Uil OBIAO
u3obpaxatb coboi ropopckoit opkectp. Urobst
IIOAYYUTD OMBIT CLIEHUYECKON U UCIIOAHUTEAbCKOM
npaktuk, B. B. ITyxaabckuii, BIAOTD AO IOCTYIIAE-
Hus B [leTepOyprckyio KoOHCepBaTOPHIO, IIPOIIEA
CAeAyIOLIUe JTaIlbl: AOMAIIHee My3HIIMPOBAHUE,
TAHIIBI, TeaTPaAbHbIe IOCTAHOBKH, Beuepa 1 GaAbl
(B wactHOCTH, B AoMe ITyXaAbcKux), 4acTHbIE yIH-
TeAs], )KUBOe OOIeHHe C H3BeCTHBIMH MY3bIKAHTAMU,
My3bIKaAbHbIe 00bepuHeHst [letepbypra, B KoTO-
PBIX OCYLIEeCTBASIAACH COLIMAABHASI MHTETPALIUsl HH-
TEeAAUTeHIIHH, OOLIeHHe [10 MHTepecaM C TBOPYeCKOi
Moaoaexblo. [Iporiaennsrit B. B. ITyxaabckum Heaer-
KU1 IIyTh MY3bIKAABHOTO OOYYeHsI IOATBEPXKAAET
HeOoOXOAMMOCTb pOPMUPOBAHISI CUCTEMBI Ipodec-
CHOHAABHOTO MY3BIKAABHOTO UCIIOAHUTEAbCTBA.
Coraacuo B.E. Xaauszesy, pycckomy AuTepary-
POBeAY 1 KyABTYPOAOTY, BpeMsi B MeMyapax BOCIIPO-
H3BOAUTCSI M H300pakaeTcss MHOTOOOPA3HBIMH U TAY-
60KO 3HAYMMBIMH BpeMEHHBIMH IPEACTABACHHSIMU:
6uorpaduueckuit 06pas Bpemenu (AETCTBO, IOHOCTB,
3PeAOCTB, CTAPOCTB ) ; ACTOPHYECKHUi1 06pa3s BpemeHN
(xapaKkTepucTUKM M3MEHEHHUHT 3MOX U TOKOAEHHUI,
KPYIIHBIX COOBITHI B )KM3HHU O6IIeCTBa); KOCMUYe-
cKuil 06pa3 BpeMeHHU (IPeACTaBACHHE O BEYHOCTH
¥ BCEACHCKOI HICTOPUH); CYTOYHbIN 06pa3 BpeMeHu
(AeHDb U HOYD, YTPO U Beuep), a TAKKE MPEACTaBAE-
HUS O ABIDKEHHH U HEITOABIDKHOCTH, O COOTHECEH-
HOCTH IPOLIAOTO, HacTosuIero, 6yaymero (cm. [9]).

B Bocnomunanusx B.B. ITyxaasckoro mpeo6-
AapaeT buorpaduueckuit 06pas BpeMeHu. AefCcTBHU-
TEABHO, XXUBOW, HAOAIOAATEABHBIN YM BEAUKOTO Aesi-
TeAsI CXBAThIBaA M 000011aA BCeBO3MOXKHBIE PAKTHI
M COOBITHSI ACTCKHX U IOHOIIeCKHX AeT. Ero TouHas,
0e3yKOpU3HEHHO paboTaroIIast IAMSITD 3alledaTAe-
Aa MHOTOe€, 4TO 060raTUB HAIIHU 3HAHUS O AETCTBE
U IOHOCTH MY3bIKaHTA, YCKOAB3HYAO OT BHHMAHUS
ApyTHx HabAroAaTeAelt. BaxxHoit ocobeHHOCTDIO Me-
MYapoOB BBICTYIAIOT HIKPOTA K PA3HOCTOPOHHOCTD
MHTEPEeCOB MX aBTOPA, IPUBUBABIINXCS C PAHHETO
AETCTBa, 6AATOAAPSI YeMy «3amucKu>»> npuobpera-
IOT 3HaYeHHEe, KOTOPOE BBIXOAUT AAAEKO 32 IIPEAEABI
COOCTBEHHO MY3bIKAABHOI KYABTYPBL

Ha ocnoBanuu Bocnomunanuii B.B. Ilyxaas-
CKOTO MO>XHO IIPOBECTH CACAYIOIIYIO ITePHOAU3a-
ITHIO €ro >KU3HH, COOTBETCTBYIOIYI0 BO3PACTHBIM
¥ MHPOBO33PEHYECKHM BeXaM, 3TallaM AUYHOCTHOTO
U IpoeCcCHOHAABHOTO GOPMUPOBAHNUA:

— MuHCKui iepuoa (1848-1863);

— [eTepOyPrCKuUil IEPUOA: TPEAKOHCEPBATOPCKHIL
(1863-1869) u xoncepsaropckuii (1869-1876);

— kueBckuit mepuop, (1876-1933).

IToBecTBOBaHMe o cBoeit xxu3Hu B. B. ITyxaan-
CKMIl OPraHM30BaA TaKUM OOpa3oM, YTOOBI OHO
He OBIAO AHIIb HOCHTEAEM TEMATUYeCKOM HHPOPMa-
ITMH, 2 IMEAO TaK)Ke 3CTETUYeCKYIO TPHBAEKATEAD-
HOCTbD, 4TOOBI CaMa MaHepa [TOBECTBOBAHUS CTAaAA
COAEPYKAaTeAbHOM. SI3bIK «3aluCcOK> AbETCSI AeTKO
U CBOOOAHO, yOEAUTEABHO U 03 TIfeCAaBHsL. JTO
HEIOCPEACTBEHHBINM, OTKPOBEHHBIN PasroBop C 4u-
TaTeAeM. B kaxxpoit Pppase yeTko BbIpaXkeHa MbICAD,
3ayacTyio u He opHa. Camble pasAmyHble (aKThI
B. B. Ilyxaabckuii mepepaeT AOCTOBEPHO U YECTHO,
aBTOpCKOe «SI>» packpbiBaeT Ha GyMare IIOAHOCTBIO,
AO KOHIIa, HECMOTPS Ha BO3MOXXHOCTD IIPOYTEHHUs
TEKCTa IOCTOPOHHUM AUIIOM.

B mccaepoBaTeAbCKON TPaAMIIUM CyIIeCTBYIOT
Pa3HOTAACHS IIPU ONPEAEACHHH SKaHPOBbIX I'PAHUI]
MeMmyapoB. OAHU BOCTIOMHHAHUS TATOTEIOT K O4Yep-
KY HAM HOBEAA€,  APYTHe BBICTYIIAIOT KaK OOABIION
ammyeckuii skaHp. B XIX Beke ckaapbIBaeTCs TEHAEH-
11 K HAITHCAHUIO OOIIMPHBIX MeMYapHbIX TeKCTOB,
OHH B3aHMOAEHCTBYIOT C OCHOBHBIM IIPO3auyeCKUM
XKaHPOM TOTO BpeMeHU — poMaHoM. I IpuBeaeM BbI-
CKa3bIBaHMA AUTepaTypoBeaa . AoceBa B IPeANCAO-
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BUH K ITyOAUKAIIMY BOCIIOMUHAHHI [IMCATEAS] U APa-
marypra E. IlIsapua: «Ato60oe [60oabmoe mo o6bemy]
MeMyapHOe IIPOU3BEACHHE — 3TO POMaH, B KOTOPOM
B KadecTBe MaTepHaAa HCIIOAb30BaHbI He PUKTUBHbIE,
a peaabHble cobbrts>» (cm. [11]). ITpu nepsom 3Ha-
koMcTBe ¢ MeMyapamu B. B. Ilyxaabckoro unrateab
MO>KeT BOCIIPHHMMATD HX KaK II03HABATEAbHbIH, yBAC-
KaTeAbHbII pOMaH, CI0’KeT KOTOPOro HAaChIIIeH Ppa3Ho-
06pa3sHBIMH COOBITHSIMU U3 KU3HU OAHOTO YeAOBeKa
B MIX BpeMeHHOH IT0CAEAOBATEABHOCTH, XapaKTepH3y-
€TCsI AKTUBHOM AMHAMUKOM Pa3BUTHsI COOBITHIL, BOC-
IPOM3BOAS OTIPEAEACHHBIH TepHOA HCTOPHUHL.

Bocniomunanus B. B. Ilyxaabckoro «3ammcku
0 MOe¥ XXM3HU > SBASIOTCS] OAHMM U3 CAMbIX IJeHHbIX
IepBOMCTOYHHKOB HCTOPHH MY3BIKAABHOM KYABTY-
pa1 Poccurickon nmnepun 50-70-x roaos XIX Beka.
B HUX OH PeTPOCIIEKTHBHO OIIMChIBAeT COOBITHS,
OBIT U MPUBBIYKY < IIPOBUHIJHAABHBIX> U «CTOAHY-
HBIX>»> Atopeil cepeanbl XIX Beka. HeobGpruarino
IPUBAEKATEABHOM BHIPHCOBBIBAETCS B «3aMUCKaX>
AWYHOCTD aBTOPA, TOTAQ ellje JOHOTO MY3bIKaHTA.

B.B. Ilyxaabckuil BOCIPOU3BOAUT KOHIIEPT-
HYIO, My3bIKAABHYIO M OOIIEKyABTYPHOIO XXHM3Hb
[Terepbypra B ropsl $OPMHpPOBAHMS TaAAHTA
IT. Y. YafikoBCKOro 1 0COOEHHO B IIEPHOA €ro 00-
yuenus B [lerep6yprckoit koncepsaropun (1862~
1865). Ormernm, uTo B Te ropst B. B. ITyxaabckuit
emte He 6b1A 3HaKOM ¢ I1. . YarikoBckum, HO B $po-
KyCe HHTEePeCOB 000HX ITpeoOAaAAA MY3BIKA U MY-
3bIKAAbHbIE IBA€HUS CTOAMITBL.

Mewmyapsr B. B. Ilyxaabckoro — opAHOBpeMeHHO
U MICTOPUYECKUI AOKYMEHT, U AOKYMEHT AUYHOCT-
HbIH. BakHPIMU OKa3BIBAIOTCS HE TOABKO HCTOPHYE-

CKHI1 IIEPHOA/ 310X, OMUCHIBAEMbIE COOBITHS HAH
AIOAH, HO M1 ”HAUBHAYAABHOCTD CAMOTO aBTOPA, €T
MOpaAbHBIE KaueCTBa, YCTAHOBKA Ha MCKPEHHOCTb
1 00beKTUBHOCTD. Ero BoCIloMuHaHMS HOCST Xa-
PaKkTep CaMOMCIIOBEAH-PA3MBIIIACHUS, PEAAU3YIOT
CTpeMAEHHeE IIOAEAUTHCS CAMbIM COKPOBEHHBIM. AAsI
My3bIKaHTa MEMyapbl CTAAU CPEACTBOM CaMOOCO3Ha-
HUS, TIO3BOAMAU [TePEOCMBICAUTD CBOIO CYABOY, CBOE
npeAHa3HadeHre. VICTOKM cOOCTBEHHON HHAUBUAY-
AABHOCTH OH MCKAA B AeTCKHX ropax. Hocraaprus
B BocniomuHaHuAX BB. ITyxaabckoro BeimoAHseT 3a-
ITUTHYIO0 QYHKIMIO MAMATH 110 YAEPKAHHUIO YCKOAD-
3arommero ObITa ero AeTCTBa.

Mrak, memyaphl «3amucKu O MOEH >XM3HU>
B.B. ITyxaAbcKOro co4eTaroT B cebe NCTOPUIHOCTb
M AOKYMEHTAABHOCTD C CYOBEeKTUBHOCTBIO, IICUXO-
AOTH3MOM M HUCTIOBEAAABHOCTDIO. M3yuenue Heomy-
OAMKOBAaHHBIX MEMYapOB MY3BIKAHTA ITO3BOASIET
IPOBECTH PEeKOHCTPYKIHIO )XM3HEHHBIX IIePHUIIeTHI
M TBOPYECKUX ITOUCKOB Oyaymiero ocHoBaTeAs Ku-
€BCKOM QpOpTEeNHaHHOMN IIKOAbI, IIPOAHAAU3HPOBATh
$opMHMpOBaHHE XYAOXKECTBEHHDIX, ICTETHYECKUX
¥ MHPOBO33PEeHYEeCKHX OCHOB, BRIBECTH HCCACAOBAHHE
HA HOBBIN YPOBEHb OCMBICACHUS CIIeIIMPHKH UHAU-
BUAyasbHOTO cTaHoBAeHUs B. B. ITyxaabckoro. baa-
ropaps MEMYapHbIM TEKCTaM MOYKHO IIPOCAEAUTD CO-
IIMOKYABTYPHBIE YCAOBHSL, IIOCAY>KUBIINE PACKPBITHIO
IIPUPOAHOM My3bIKAABHOM OAAPEHHOCTH My 3bIKAHTA.

ITocae co3panms MeMyaphl CTAHOBATCSA UCTOY-
HHUKOM IIOCAEAYIOIUX HCCAEAOBAHUM, TO €CTh IPO-
AOAXKAIOT CBOXO XKM3HD B CUCTeMe Hay4YHbIX 3HAHUH,
BBICTYIAIOT CBA3YIOIIMM 3B€HOM MEXAY ITPOLIABIM
1 OYAYIIMIM B IjeITH HeIIPEePBIBHOTO IIPEAAHHSL.
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