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AHHomayus. CyTh Iy6JIMKyeMOTro

JKYPHaJIOM ITUKJIa 04ePKOB COCTOUT B TOM,
4TO IIPU MaKCUMaJIbHON KOMIIaKTHOCTH
H3JI0’KEeHUS B HEM 0OCYII[eCTBIIAETCS

CBOJHBIN 0030p OCHOBHBIX SIBJIEHUN
MUPOBOH XyI0>KeCTBEHHOM KYJIbTYPHI,
0XBAUeHHOMU B I1eJI0M KaK C TOUKHU 3peHUs
00IIeCTOPUYECKOro IIpoIiecca, Tak U

B OTHOIIIEHUH PasJIMYHBIX BU0OB TBOPUYeCTBA
(simTepaTypa, 1306pasuTeIbHOE UCKYCCTBO,
apXUTEKTypa, My3bIKa, TeaTp ¥ KUHO).

IIpu aTOM IIpeofoieBaeTCd IIPUBbIYHAL
pyOpHKanus 110 HalfOHAJIbHBIM IITKOJIaM

U pasfesieHHUe Ha OT[e/IbHbIe BUBI HCKYCCTBA
C IIPUCYIIIeN KaKIOMy U3 HUX >KaHPOBOM
crienUKanyel, 4To OTBedaeT II03SUTUBHBIM
TeHJeHIUIM IJ106aIn3anuy 1 obecrieunBaeT
[1eJIOCTHOE BUJIEHME XY07KeCTBEHHBIX
denoMeHOB. IIpefycMaTpUBaeTCs II09TAITHOE
paccMOTpeHUe CIeAYIOIUX XyA0>KeCTBeHHO-
HCTOPUYECKUX IIepUO0B: [JpeBHUN MUP,
AHTHUYHOCTSE, CpefHeBEeKOBLE, BospokaeHUe,
bapoxkko, IIpocBelieHre, PoMaHTHU3M,
IToctpomauTH3M, MogepH I, MogepH 11,
MopgepH III, IlocT™MOIepH U B KaueCTBe
II0C/IeCJIOBUSA — «30JI0TOM BeK PYCCKOM
XYI,07KeCTBEHHOU KYJIbTYPBI».

Abstract. The essence of the series

of essays published by the journal

is that with the maximum compactness

of the presentation it provides a summary
of the main phenomena of world artistic
culture, covered in general both from

the point of view of the overall historical
process and in relation to the various forms
of art (literature, fine arts, architecture,
music, theater and cinema).

At the same time, there is

a tendency to overcome

the customary categorization of national
schools and the division into separate forms
of art with the genre specification inherent
in each of them, which meets the positive
trends of globalization and provides a holistic
view of artistic phenomena. The following
artistic and historical periods are examined
in stages: the Ancient World, Antiquity,

the Middle Ages, the Renaissance,

the Baroque Era, the Enlightenment,
Romanticism, Post-Romanticism,

the First Modern Age I, the Second Modern Age,
the Third Modern Age, the Post-Modern Age,
and as an afterword — “The Golden age

of Russian Artistic Culture”.
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pyU BCel palfMOHAaJIU3UPOBAHHO-

CTH HBIHEIHero CyIleCTBOBaHU,

TeopUs U IIpaKTUKa PoMaHTH3Ma
KakK 3I0XU (XyZoKecTBeHHasg KyJbTypa
I1epBO I10JI0BUHEI XIX Beka) U pOMaHTU3-
Ma KakK TBOPYeCKOro MeTo/a (BHe KaKHUX-
Jaub60 BpeMeHHBIX paMOK) IIPOJOJIKAeT
OBITH aKTyaJIbHOM [JI1 HAYYHOTO OCMBIC-
JeHus. C Hau60JIbIIe aKTUBHOCTBIO 3TOT
IIpoliecc UAET B 06J1aCTH JIMTEepaTypoBe/e-
Hud [1; 2]. Hapsaay ¢ y3KocIleIfiaJIbHBIMU
UCCJIeI0OBAaTeIbCKUMU aclieKTamu [3; 4], Bcé
Yalre II0JJHUMAaITCSI BOIIPOCHl KOHTEKCTY-
aJIbHOI0 mopsgaka [5; 6; 7], mpuuéM Bpems
OT BpeMeHHU CTaBATCd 3K3UCTeHIHaIbHbIe
Ipo6JieMbl, BEIBOJAIIME B IIPOCTPAHCTBO
COBpeMeHHOTO0 6bITHA [8]. EXMHCTBEHHOE,
4ero vallie BCero HeJ0CTaéT B U3yYeHUU
XyL05KeCTBEHHOI'0 HacJIe us 31I10XHU PoMaH-
THU3Ma, — CUCTEMHO-KJIaCTEPHOI'0 0CBOEHUA
BCel CYMMEI e€ apTepaKTOB C TOUKU 3peHUsL
CMBICJIOBBIX CYIIJTHOCTEH, UeMy U II0CBsIIle-
Ha IpejjiaraeMasi CTaThs.

PoMaHTH3M — HMHTepecHeMNIas U bora-
TeMIlas I10 CBOMM pesyJbTaTaM UCTOpHUYe-
CKad 3I10Xa. ITUM CJI0BOM 0003HAYAIOT TaK-
Ke THUII Xy/105KeCTBEHHOT'0 MBIIIIJIEHUs, Me-
TOJI XyL0>KeCTBEHHOI'0 TBOPYeCTBa U, IIIH1pe,
— CKJIaJ, MUPOOIIYIeHUs1, 06pas >KU3HU.
Korza B 061X0/1e TOBOPAT O pPOMaHTHUYECKOM
HaType, TO 0OBIYHO II0pa3yMeBal0T YeJIo-
BeKa, KOTOPBIN TATOTeeT K BO3BBIIIIEHHOMY
CTPOIO UYBCTB U MBICJIEH, CKJIOHEH K CO3ep-
[JAHUI0 U MeuTaTeJbHOCTH, )KUBET CKOpee

UI'POU BooOpa’keHUs, YeM CO3HaHUEM Jlel-
CTBUTEJILHOTO II0PsA/IKa Bellei.

Kaxk THII Xy/10’KeCTBEHHOI'0 MBIIILJIEHUS
U MeTOoJ, XyJ0>XeCTBEeHHOI'0 TBOpPYeCTBa
POMaHTH3M CYILIeCTBOBAJI U IO TOM 3II0XH,
KOTOPOM OH Jjasl UMs, U II0cJIe Heé. JIoxa
JKe, 0 KOTOPOH HUJET peub, IIOJyYrsa 3TO
UM BO MHOTOM II0TOMY, UYTO UMEHHO TOT/a
OH OBLJI BIIEpBBIe 0CO3HAH U IIOJYYHUJI 3TO
CBOE Ha3BaHUe.

BoT mouemy 6yzeM pasiauyaTrb PoOMaH-
mu3m KaK COBEpIIeHHO OIIpelesIEHHYI0
3IIOXY U POMAHMU3IM KaK YHUBePCAJIUI0
(THII MBILIIEHUS, METOJ, TBOPYECTBA), KOTO-
pas MoXKeT OBITH OOHApy>KeHa B UCKYCCTBe
CaMBIX pasHBIX BpeMéEH. B 1esx pasiuue-
HU 3TUX [ABYX IIOHATH OYZ[eM YIIOTPeOIATh
CJIOBO C IIPOIIMCHOM U CTPOYHOM OYKB.

U e1ié ogHO He0OX0IMMOe II0SICHEHHE.
dmoxa PoMmaHTH3Ma SIBJISE€TCS OJHOM U3 CO-
CTaBHBIX yacTel KilacCryecKoM 3110XH, 060-
3HayaeMOM TaK BBUZy TOT0, YTO Ha eé IIpo-
TSOKeHUU BO MHOTHMX 06J1aCTSIX UCKYCCTBa
OBLIN OIIpe/iesieHbl KPUTEPUU U CO34aHBbI
9TaJIOHBI Jis1 6a30BBIX IIpeJCTaBJIEHUH
0 XyZO0’KeCTBEHHOM Kiaccuke. [ToaTomy
MBI COIIOCTaBJIAeM COCTOSTHUE 3TOM KJIaCCH-
KM pasJIUYHBIX UCTOPHUYECKUX IIePUO/I0B
C TeMH «MaTpULlJaMH» U CTepPeOTHIIaMH,
KOTOpBIe OBLIU BHIPaOOTaHEI B UCKYCCTBE
Kiaccuueckoy amoxu. M TOYHO Tak Xxe
POMaHTHYeCKHe BessHUs PasHBIX BpeMéH
MBI CTOJIb JKe eCTeCTBEHHO CpaBHHUBaeM
C TeM, YTO OBLJIO B IIOPY KJIaCCUYeCKOro
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pOMaHTHU3Ma, TO eCTh POMaHTHU3Ma 3II0XU
PomaHTH3MA.

OcTaéTcs OTMeTUTh BpeMeHHbie KoOop-
OUHATHL. B paMmkax Kilaccuueckou ammoxu
PoMmaHTHU3My IIpenirecTBoBasio IIpocse-
IeHue, a 3a PoMaHTHU3MOM II0CJIe0BaJl
I[ToctrpoMaHTH3M. CTaHOBJIEHHE 3I0XU
ITpocBellieHMsT HavaJI0Ch B cepeguHe XVIII
BeKa, U CBOK 3aBeplIawInyro ¢asy OHa
npoiwia Ha pybexxe XVIII u XIX croseTuit
(1790-1800-e roawr). Torma >Ke CKJIaabIBa-
JIaCh HOBas Xy[0>KeCTBeHHas CUCTeMa, KO-
TOpas BOIILJIA B UCTOPHIO II0J] Ha3BaHUEM
pomaHmusm. Bo Bcerl CBOEM IIOJIHOTE OHA
pasBuBasiach B IIepBO I10JI0BUHE XIX BeKa
— € 1810-x 110 1840-€ TOfkI.

ITo cripaBeIMBOCTH Ha3bIBasg 3TO Bpe-
Md 3110X0M PoMaHTHU3Ma, TeM He MeHee He-
00X0A¥MO UMETH B BU/Y, UTO POMaHTU3M
OBLI OIIpefiesIII0IINM, HO He eIMHCTBEH-
HBIM XY/I05KeCTBEHHBIM HallpaBJIeHUEM TeX
necaTuaeTHH. EMy COITyTCTBOBAJIH, C OJHOM
CTOPOHBI, peaJTUCTUUYeCKHe YCTpeMJIeHHU,
KOTOPBIM IIPECTOSJIO CTaTh [JIaBEHCTBYIO-
IIIUMHU B 3110Xy [locTpoMaHTH3Ma, a C gpy-
oy — TPaJUITUU KJIaCCUITU3Ma, YHACIe0-
BaHHEIE 0T 3110xXu [IpocBelieHud.

Tpaguiuu 3T IIOJIYYUJIHU B IIEPBOU
nosioBUHe XIX CTOJIeTHS IIJIOJLOTBOPHOE
pasBUTHe, IpeACTaBJsAd COO0M CBOEro
poza MOTy4yr CKaJly, COeSUHSIBIIYIO IIPO-
IIIJI0Oe W HACTOIIlee U BIIOJIHE OPraHHUYHO
BpacTaBLIyI0 B KyJbTypy PoMaHTH3Ma.
ITOT XY[I0’KeCTBEHHBIM MacCCHUB CO3/aBa-
JIX B OCHOBHOM Te, KTO IIPOIIIEJI C 3II0X0M
ITpocBelieHUsT HAYaJIbHYH YacTb CBOEro
TBOpPYeCcKOro nyTu. CaMble 3HaYUTeJIbHbIE
U3 Iof00HbBIX ¢pUryp — I'éte v beTx0BeH.

['staBHOe TBOpeHUe HozaHHa Boawbg-
2aHnza on I'éme (1749-1832) — Tparegus
«PaycT». OHa B paBHOU Mepe IIpPUHAJJIe-
>KUT U [IpocBeltieHNI0, 1 POMaHTHU3MY laXke
YHCTO XPOHOJIOTUYECKH, II0OCKOJIbKY paboTa
HAaJl HeYW COIIPOBOXKJaJia I103Ta IIpaKTHUye-
CKH BCIO )KU3HBb: IIOCJIeJHUE TPU JIeCaTHIe-
Tuda XVIII Beka (c 1771 rozia) ¥ mepBble TPU
necaruetud XIX (1o 1831). U iy Tk eé rias-
HOT0 reposi — 39TO IIYTh IIBITJIUBOTO, MBICJIS-
mrero esporerniia us XVIII B XIX crosieTue.

Takon daycT, «COpoerUpPOBaHHBIN»
B IaHHOe UCTOpPHUYeCKOe U3MepeHue, — ye-
JIOBEK CUJILHOT0, CMEJIOI'0 YMa, OJIUIleTBOpe-
HUe HeyTOMUMOM TATU K [I03HAaHUI0. Bobpas
B ce0d IyXOBHBIU OIBIT 3110XU IIpocBelie-
HUs, OH OKa3bIBaeTcd Iiepel, KOMILJIEKCOM
po6JieM, IOCTaBJIeHHBIX HOBBEIM BEKOM.
U TO, UTO OH IIpebhIBaeT KaK OBl HAa CTHIKE
BpeMéH, I103BOJIIeT eMy IIOHITHCSI K 00b-
€KTUBHOM, BBIBEPEHHOM MYPOCTHU B IIpef-
CTaBJIEHUSAX 0 MUpe U YesI0BeKe.

B yCiI0BUAX CJIOJKHOU, IIPOTUBOPEYU-
BOM peaJIbHOCTHU IIePBHIX fecaTuieTu XIX
CTOJIETHSA, KOIJla MHOTIOe IIOATaJIKHUBAaJIOo
POMAaHTHUKOB K BeCbMa MpauyHBIM OIleH-
KaM, ['éTe coxpaHs OITUMU3M, KOTOPBIH
KOpPHU CBOU uMeJI B 31ioxe IIpocBeleHus.
B pesysbTaTe MOJTHUX UCKAaHUU €ro repou
IIPUXOIUT K YOEKIAEHUI0, UTO CMBICII JKU3-
HU — B JIeIHUHU, B CJIy>KeHUU JIIO/IIM, B HEY-
TOMUMOM II03HAaHUU U HEYCTaHHOM [IBIDKe-
HUU Bllepén. K aToMy OH 106aBJIsieT 0OUeHb
Ba’KHYI0 UCTHUHY, BEIHOIIIEHHYIO B JOJITUX
pasaymbsax: «/Juwb mom O0OCMOUH JHCU3-
HU U c80600bl, // Kmo Kadxcobulli 0eHb 3a HUX
uoém Ha 6oti!»

TakoBa ¢popMysia UesI0BeyYeCKOro CylIe-
CTBOBAHU, KOTOPYIO CaM aBTOP paclieHU-
BaJI KaK «KOHEUHblil 861800 MyOpOCMuU 3eM-
HOUl».

Emé 6osiee HACTOMUYHUBO YyTBepKAasl
IIPOCBETUTEJBCKUU OIITUMHU3M B YCI0BU-
X HOBOTrO BeKa JIrodeuz eaH bemxoeeH
(1770-1827). KoMIIO3UTOpP, KOTOPBIN CBO-
UM TBOPUYECTBOM BO MHOI'OM IIOATOTOBHJI
posxneHue PomMmaHTH3Ma B My3bIKe U IIpeJi-
BOCXUTHJI IIPaKTUYeCKHU BCe UHIUBULY-
aJIbHbIe CTUJIU IIepBOM I0JIOBUHEI XIX BeKa
(ot Poccuny, Bebepa, lllybepTa 1 MeHAe b-
coHa no lllymaHa, [llorreHa, JIricta u BarHe-
pa), B CBOUX HauboJiee KPYIIHBIX IIPOU3Be-
IeHUAX IIePBBIX JeCATUIeTHUHN 3TOr0 BeKa
CaMBbIM peIluTeJIbHBIM 06pa3oM OTCTaH-
BaJI HEIIPEXOAIIYI0 3HAYUMOCTE H/iealoB
armoxu IIpocBelrieHusa. B JaHHOM OTHO-
IIeHUU 60Jiee BCEro BBIJIEJISIETCS €ro I10-
cienHss, AeBarass cumonus (1823) c eé
rPaHIHUO3HLIM, BCeUeJI0BeYeCKUM MacIlITa-
60M, C eé IIPU3BIBOM K eJUHEeHUI0 JIofel
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I0OPOM BOJIU. [IJIs1 IIOJTHOM SICHOCTH CBOET0
3aMbICJIa KOMIIO3UTOP BIIepBEIe B UCTOPUU
CUMPOHUYECKOI0 KaHpa BBOJAUT B UHAT
COJIMCTOB M XOp C TeKCTOM ofbl Illuimepa
«K pagocTu», rie KJIH4YeBOu aBisieTcs pa-
3a «O6GHUMUMECH, MUAAUOHBL...».

JTOT IPKO HOBAaTOPCKUU MOMEHT SIBJI€T-
Cs1 ONHUM M3 IIPHU3HAKOB POMaHTHYECKOIO
B /[leBATOU CUMOHUU — peyb UIET O IIPO-
IPaMMHOCTH B MYy3bIKe, YTO IBUJIOCH O0JIb-
IIIUM 3aBOeBaHUeM PoMaHTH3Ma.

PomaHTH4YecKOe Hayajo IIMPOKO IIPO-
HUKaeT B 00pasHyI0 TKaHb 3TOTO IIPOU3Be-
IeHUs U B JPYIUX CBOMX HIlOCTacAX. Eciu
obpaTuThcd g IIpuMepa K ero III yacrty,
TO UAYINHM OT 3110XHU IIpocBeleHus BeJu-
4aBO-BO3BBIIIEHHBIN 006pas MBICJIEN C UX
00 BbEeKTUBHBIM CKJIaJOM U BCe0OBEeMIII0-
111el II0JTHOTOU COeIUHSAETCA 3/eCh C Xapak-
TEePHEIM [JI1 POMAaHTHUKOB yCTpeMJIeHHEeM
K COKpOBEHHOMY, 60KeCTBEHHOMY, C BOCIIa-
peHHeM B BBICH HJeaJIbHOIO. U elré oquH
Ba’KHBIA IITpUX. MenuTaTUBHAA JIUPUKA
OblyIa IIIMPOKO IIpeficTaBIeHa U Y BeTxoBe-
Ha IIpe’KHUX JIeT, HO Tellepb OHAa BBHICTYIIA-
eT B IIeM3a’KHBIX TOHAX, a BOCCO3LaHHBIN
37leCb MOTHUB 4e/108eK HaeduHe ¢ npupodotl
CTaJl U3J/It06/IeHHBIM B POMaHTHYeCKOM HC-
KyccTBe.

I'éTe 1 beTX0BeH — IIpe[CTaBUTEIU He-
MeIKOM KYJILTYPBHI, Ilea1e us Ilpocselie-
HUdA B PomaHTH3M. Pasymeercs, 61HM3Kue
sIBJIEHUsI BOSHUKAJIH U B APYTHUX HAI[HO-
HaJIBHBIX XYI0’KeCTBEHHBIX IIIK0JIaX, B TOM
qucie B Poccuu. OTMeTUM [1Ba TaKUX aHa-
JIora.

[TepBriit U3 HUX — «HAcTopusa I'ocygap-
cTtBa Poccuiickoro», BeHel] TBOPUYECKOH
nesatenabHOCTU Hukoanass Kapam3und
(1766-1826). O paboTas HaJy KHUTOH B I1ep-
BEhle necaTuieTyd XIX Beka, HaunHasi ¢ 1803
roza ¥ A0 KOHIIA JKU3HU. ITOT I'PaHHO03-
HBIN 12-TOMHBIN TPY/ BBIPOC B IIOAIUHHBIN
JIUTePaATyPHO-UCTOPUUYECKHH MOHYMEHT,
HAIIUCAHHBIM BBICOKHM CJIOTOM, JAXOIHH
MHOTOCTOPOHHee U, KaK CIIpaBeJInBO OT-
MeyaroT, IIeKCIIUPOBCKOe 110 IyXy u3obpa-
J)KeHHe COOBITHH M XapaKTepoB PYCCKOH
JKHU3HU OT CAMBIX €€ HCTOKOB.

ApyToN aHasIor — Xy/I0’KeCTBEHHOe Ha-
cienue Heana Kpwlaoea (1769-1844), xo-
TOPBIX CBOMM TBOPUYECTBOM IIOBEJ UTOT
TpajULIMY He TOJIbKO PYCCKOH, HO, II0XKa-
JyYU, 1 MUPOBOU 6aCcHHU B 11ejioM (0T 330-
na 10 JlapoHTEeHA), CO3/1aB €é BepIIUHHbIE
00pasIibl — BepILIMHHBIE 110 KpaliHel Mepe
IJI. PyCCKOI'0 HaIlMOHAJIBHOIO CO3HAHUS.

[71y60KyI0 U 000CHOBAHHYIO OIIEHKY
caesaHHOro UM nasa H. T'orosb: «Bwlbpana
OH cebe hopmy 6acHU, 8CeMU NPEeHeOPeHCEH-
HYH0, KaK 8eUb Cmapyro, He200HYH 045 YNo-
mpe6./1eHUsL U noumu 0emcKyr uspyuky —
u 8 ceil bacHe ymes coenamuvbCst HAQPOOHbIM
NO3MOM. B KHU2e e20 8CeM eCmb YpOKU, 8CeM
cmeneHsim 8 20cydapcmee, Ha4UHAs om 2.1a-
8bl U 00 NOC/1e0He20 MPYNHCEHUKA».

BrizesiuM Besief 3a ['orosieM 1Ba BasKHeH-
X MOMeHTa. Korja oH rOBOpHUT: «...eCmb
YPOKU 8CeM CMeneHaM 8 20cyoapcmee» —
IoJpasyMeBaeTcs JUfaKTU4decKas, HpaBo-
yuuTesbHasd QYHKIIUA KPBIJIOBCKUX 6aceH,
U 3TO CYyTyb0 npoceemumebCKUll aKIeHT.
A Korjia 3By4HUT OLleHKa «yMea C0enamuvCs
HAPOOHBIM NOIMOM» — UMEETCS B BULY
I71y60KOoe IIPOHUKHOBEHME B HallMOHAab-
HBIH IyX, UTO KaK pas ObLIO 3aMeydaTellb-
HBIM J0CTH KEHHEM POMaHTHUYeCKOro HC-
KyCCTBa.

Kiaccuniusm mepBoi mos0oBUHBI XIX
BeKa, VX0 CBOUMU KOPHSAMH B 3II0XY
IIpocBelieHus1, HanboJIee OTYETIUBOE CTH-
JIeBOe BhIpakeHHUe II0JIyYUJI B apXUTEKTY-
pe U CKyJIbIIType. B 9TUX BHUaX UCKYCCTBA
OH IIPAKTHUYeCKH /10 CepeJUHBI CTOJIeTUS
(TO eCTh 10 3aBepIlIeHUs 3II0XU PoMaHTH3-
Ma) COXpaHsI BeAyIlyI0 POJib, IZje pOMaH-
THU3M (KaK XyZ[0’)KeCTBeHHOe HallpaBJeHue)
He TOJIbKO He CO3/aJI eMy CepbE3HOM KOHKY-
PEeHIINH, HO [Ja’Ke U He IIBITaJICS BBIIBUHYTh
4TO0-IM60 caMoCTOosgTeIbHOe. CTOJIb BHYIIIHU-
TeJIbHOE BIIUSTHUE KJIaCCULU3M YAEePKUBAJI
BBH/ly CBOeM CIIOCOOHOCTH BIIeYaTJISAIOLe
OT3BIBATHCS Ha Te SBJIEHUS, KOTOphIe Tpe-
60BaJIi TOP>KECTBEHHBIX, BeJINUaBO-BO3BEI-
LIEHHBIX Xy/10>KeCTBEHHBIX pellleHUN.

/111 Poccuu IJ1aBHBIM U3 TaKUX SIBJI€HUMN
6bl1a OTeyecTBeHHas BoMHaA 1812 ropa,
IIocje KOTOPOM BCeeBpoIleiicKas 3IoIes
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HaIl0JIeOHOBCKUX 3aBOeBaHUM 3aBepIlU-
JIaCh BCTYILIEHHEM PYCCKHUX BOMCK B Ila-
prK. Oco3HaHUE 3TOM BOMHEI KaK 3110XaJslb-
HOTO COOBITHSA B MCTOPHUHU Poccuu U BceH
EBpOIBI BEI3BAJIO €CTECTBEHHOE CTpeMJIe-
HUe IIPOCJIAaBUThH, YBEKOBEUUTH IIOIBUT Ha-
poza. ITo ciy4daro 1mobe/ibl pyCCKOTo OPY>KUS
B [leTepbypre u MoCKBe BO3/IBUTAJIUCh TPU-
yMbasbHBIEe BOPOTa, TPALUIIUA KOTOPBIX
BOCXO/IUT eIl K BpeMeHaM JpeBHEePHUMCKO-
ro 30[4ecTBa. Bo3gBuraiucy OHU B CTUJIE
amnup — 3TO IO3SHUKM BapHaHT KJaCCH-
II1M3Ma, B KOTOPOM aKI[eHTUPOBaJIUCh Yep-
THl BEeJIMYEeCTBEHHOCTH, TOP>KeCTBEHHOH
HMIIO3aHTHOCTHU W HepeaKo IIPUCYTCTBO-
BaJla BCAKOI0 pojia BoeHHas IMOieMaTHKa.

OnWH M3 TaKUX MOHYMeHTOB — Tpuym-
danbsHbIe BopoTa B Mockse (1834, Ha Ky-
TY30BCKOM IIPOCIIEKTe), IIOCTPOeHHEBIE I10
npoekTy Ocuna boeé (1784-1834), c ume-
HeM KOTOpPOI0 MBI BCKOpe BCTPETHUMCH

BHOBb. BBLIIIOJTHEHBI OHU B BHJe T'PaHIU-
03HOM NPOe3THOU apKU C TUIIUYHBIMU
IUIsL aMIlvpa TsKeJI0OBeCHBIMU GOpMaMU.
B cOOTBETCTBUU CO CBOEN MeMOpHUaJIbHOU
GyHKIIMelN COoOpy’KeHUe yKpallleHO aJljie-
TOPUYECKOM CKYJBIITYpOH, 6apesbedpamMu
U yBeHYaHO KoJjecHuIlenn CiaBbl (MeMo-
PHAJIBHBIN JEKOP CO3[aBald CKYJIBIITOPBI
H. Butasu u U. Tumodees).

MoOHYMEHTOM MOT CTaTh U XpaMm. IMeH-
HO TaK BOCIIpHUHHMaeTcqd KasaHCKHH CoO-
6op B IleTepOypre, siydiniasg pabota AHOpes
Boporntixuna (1759-1814). Kak He pas OyzeT
B II0CJIeYIOIEM, UAYIME OT aMIIUpa CTPo-
rasi TOp>KeCTBeHHOCTb, MAaCCUBHOCTE GOPM,
TUTAaHTCKUU MacliTab co4yeTarTCs C Yep-
TaMHd pPOMaHTH3aIlUU, KOTOpas COCTOUT
IIpe’kze BCero B OpUruHaJIbHOM IIPOCTPaH-
CTBEHHOM pellleHUH: BeJIMYeCTBeHHas KO-
JIOHHa/ja 06pasyeT II0JIYKPYTJIYIO ILI0Ia b
(. 1).

Ha. 1. KazaHckuil cobop (apxumekmop A. BOpOHUXUH).
1801-1811. Mpamop, eparHum, U38eCMHAK, MEeMAal.
Bvicoma 71,5 mempa.

Heesckuil npocnekm, Cankm-Ilemep6ype, Poccus

Il. 1. The Kazan Cathedral (Andrei Voronikhin, architect).
1801-1811. Marble, granite, limestone, metal.
Height 71.5 meters.

Nevsky Prospect, St. Petersburg, Russia



Epochs of World Artistic Culture

@ ICONL. 2022;(1)

[IprMeyaTeJbHa XPOHOJIOTUYECKas Je-
TaJIb, KOTOpas OyZeT oTMedeHa 4YyTh I103-
’Ke B OTHOLIEHUU ITaMiITHUKAa MUHUHY
U IloxapCcKoMy: X0Td XpaM HaydaJId CTPO-
uTh B 1801 roay, a 3aKOHYMUJIN He3a0JIr0
o OTeyecTBeHHOM BOMHEI 1812 rona, BIIO-
CJIeZICTBUU ero 06JIUK CTasI aCCOLUHUPOBATh-
cs ¢ 1106e0M PyCCKOTO OPYKUSL B OUTBE
¢ HalrectBreM HamosieoHa.

OcobeHHO eCcTeCTBEHHOU Takas «abep-
panusi» oKasaJach, KOIzia Iepez cobopom
YyCTaHOBUJIHN CTaTyu bapkiasg me ToJsim
U KyTy3oBa — II0JIKOBOZIIEB IIPOIIe/IIeH
BOMHBI. O6a mmaMsITHUKa co3fasan bopuc
Opaoeckuit (1796-1837).

ITamsaTauk M.H. KyTty3oBy (1832) naét
II0JIHOE IIpeficTaBJIeHHe O MaHepe CKYJIb-
nropa. ITopTpeTHOE CXO/CTBO IIPUCYTCTBY-
eT, HO TOJIbKO B CaMBbIX OOIIUX 4YepTax,
He COBIIaJjasi C 00JIMKOM peaJbHOI0 Qesb-
Mapilajga HU poCcTOM, HU OCaHKOU. Ciefo-
BaHUe TpeOOBaHUAM BO3BBIIIIEHHOTO KJIacC-
CUIIM3Ma 106y JUJI0 aBTOpa 1aTh COUeTaHUe
PYCCKOro BOEHHOI'0 MYH/JHpa C aHTUYHOH
TOTOM. 1, HaKOHeI], COIIpsyKeHHe Benuya-
BOM CTPOT'OCTHU C IBHOM repousanyet obpa-
3a TOBOPUT O pPOMaHTHUUYECKOMN IIPUIIOHATO-
CTH B €T0 TPaKTOBKe.

Korza B oTHOIIeHMH KasaHCKOro cobopa
TOBOPHUJIOCH O XPOHOJIOTUYECKOH «abeppa-
IUU», UMeJIachk B BUAY XY0’KeCTBeHHas
HHTYUIUS, KOTOpass MOJXKeT oIllepe’karThb
U IpeJBOCXUINATh peaJbHBIe COOBITHS.
B TakuX ciay4dasgx UCKYCCTBO HEpPeaKOo OIIU-
paeTcs Ha TO, YTO OOBIYHO OIIpeiesIsAI0T I10-
HATUEM a/1103Ul — KOTZA IIPOUCXOZAIIee
B COBpPeMEHHOCTH IlepefiaéTcs II0CPeCTBOM
ero COOTHEeCeHUs CO CXOLHBIMU paKTaMHU,
COOBITUAMH, 06pasaMU U CHKeTaMU IIpo-
IIJIOTO.

[IpuMep 1TOoAO06HOIO II0AX0/1a — HaMAT-
HUK Mununy H IToxapckoMy Ha KpacHoi
mIomaau B MockBe, caMoe BBIZAIOIeecs
co3nanue HeaHa Mdpmoca (1754-1835).
CkyJsbIITOp Hauvas paboTy Haj HUM B 1804
rofly — «IlIeCTOe» YyBCTBO IIOOYIUJIO €T0
B IIpe/iIBEpPUHU I'PIAYILETro KaTaK/JIu3Ma 06-
PaTUTHCA K COOBITHUSAM IBYXCOT/IETHEM /1aB-
HOCTH (I10JIbCKasi UHTepBeHIUd 1612 roza).
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U xorpa B 1818 rogy paboTta 6bL1a 3aKOHYe-
Ha, UCTOPUYECKUU MOTHUB ObLII BOCIIPUHSIT
KaK ITaMATHUK 106/1eCTH PyCCKOTO Hapo/a,
IIPOsIBJIEHHOH B BOIMHe ¢ apMueli Haroseo-
Ha (W1 2).

Ha. 2. ITamamHuk MuHuHy u IToxcapckomy
(apxumexmop H. Mapmoc). 1818.
Meow, epaHum.

Bvicoma 8,5 mempos
(ckyawbnmypHasa epynna — 4,5 mempa).
KpacHas naowads, Mockea, Poccus

IL 2. The Statue of Minin and Pozharsky
(I. Martos, architect). 1818.
Copper, granite.

Height — 8.5 meters
(group of sculptures — 4.5 meters).
Red Square, Moscow, Russia
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" omdaThb-TaKM HaXOLHUM 3/eCh COeIH-
HeHHe KJIACCHUIM3Ma C POMaHTUYEeCKUMHU
BessHUAMU. OT KylaccuiiusMa — 6J1aropog-
Hasi OTTOYEHHOCTh CKYJIBIITYPHOM IIJIaCTH-
KU, UJjea/IbHasi BO3BLIIIIEHHOCT 00pa3oB.
PoMaHTHU4YeCKHe BessHUS 3aBJISLIOT O cebe
B CBOOOHOM paccTaHOBKe QUTYpP U B BOC-
CO3laHHOM IIaTeTHUKe BBICOKOIO Ipax-
NAHCKOTO esIHUS — YKasys IIPOCTEPTOH
pyko¥ Ha Kpemsb (IIpU3BIB K CIIaCEHUIO
OTeuecTBa), MUHUH Bpy4daeT [loxapcko-
My MeY...

I'oBOpsA 0 KIaccCHUIIM3Me U CTHJIEe aMIIUp
KakK ero Hau6oJjiee MOHYMeHTaJILHOM Bapu-
aHTe, Mbl He CJIy4ailiHO obpaliiaeMcs K OTe-
YeCTBEHHOMY HCKYCCTBY — HMEHHO 37eCh
OHH [aJIM CaMble 3HAUYUTEJILHEIEe XY/I0Ke-
CTBEHHBIe pe3yJIbTaThl. 1 MIMeHHO Ha 0CHO-
Be KJIaCCUIIM3Ma U aMIIUpa B IIepBOU I10JI0-
BUHe XIX Beka 3aBepIiasoch GopMUpOBa-
HHe KJIaCCHYeCKOT0 00/IMKa 006eMX CTOJIUI]
Poccumn.

B IlepBOIIpeCcTOJIbHON B 3TOM OTHOIIIe-
HHH pellaroliee sHaYeHHe UMeJIa fesTellb-
HOCTb Ocuna boge, KOTOPHIH BO3IJIABJISAI
Komuccuro 015 eoccmaHogaeHust MocKebl
nocse noxcapa 1812 2o0a. IIpu ero yuactTuu
OplsIa peKOHCTpyHpoBaHa KpacHas 1wio-
manab (1815) ¥ co3iaHbI HOBbIE apXUTEKTYP-
Hble aHcaMb6J1ud BOKPYT Kpemuis. PelieHbl
OHU B CTHUJIe MOCKOBCKOIO aMIIKpa, KOTO-
PBIM, B OTJIMYHE OT IIOJAYEPKHYTOM CTPO-
TOCTH U BeJIMYUS apXUTEKTYPHBIX GopM
B IleTepOypre, TAroTesa K 60JbIIEN MATKO-
CTH U TeIIOTe OUepTaHUM.

Cpenu co3manuil boBe — 1 aHcamM6JIb Te-
aTpasIbHOM ILIOINALU ¢ BOIBIIMM TeaTpoM
(1824). 3TO OHO U3 JIYUIIIUX TeaTpaJIbHBIX
3gaHuit Mmupa. CoopykeHue BO BCEM OTBe-
4JaeT 06111eMy 06/IMKY MOCK8bl 6e/10KaAMEH-
HoU. B ero KoHQUTrypauu SpKo BhIfiejIeH
dacajm ¢ BellMUeCTBEHHOW KOJIOHHA0H
BOCBMHUCTOJIITHOTO IIOPTHUKA U C MeJHOU
KBaJIpUroil ANOJIZIOHA Haj (POHTOHOM
(1. 3). dTa YeTBHIPEXKOHHAS YIIPSXKKA,
yIpaBJiisieMasi 60roM, IIOKPOBUTeEJIEM HC-
KYCCTB, OTJIUTA II0 MOJieJH CKYJIbIITOpa
ITempa Kaodma (1805-1867), aBTopa 3Ha-
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MEHUTHIX KOHHBIX IPYIIII Ha AHUYKOBOM
MocTy B [leTepbypre.

[Tomo6HO Ocuny boBe B MOCKBe, CTOJIb
JKe OCHOBOIIOJIATaIoIIIMU BKJIAZ, IIPHHAJIe-
kut Kapay Poccu (1775-1849) B 3aBepiite-
HUe GOpMHUPOBaHUS KJIaCCUYECKOIo 00JIH-
Ka [TeTep6ypra. UCKIHOUUTEILHBIN pasMax
U BIIeYaTJIAI0Nas yoe U TeJILHOCTE ero I'pa-
IOCTPOUTEIbHOU MBICJIU II06Y>KaJIu COBpe-
MEeHHUKOB I'OBOPUTH, UTO OH POXK/EH, 1a0Obl
CTPOUTH roposa. OqUH U3 apXUTEKTYPHBIX
aHcaM0J1ei, CO3JaHHBIX UM B I[eHTpe Iopo-
Ia, — 1roiank MckyccTts ¢ Pycckum my-
3eeM (OBIBIIMU MHXaWJIOBCKUU IBOpeIl,
1825). Bcé 3maHue U 0CO6eHHO IJIaBHBIMU
¢aca ABJIAIOT COO0M KOHIIEHTPUPOBAHHOE
BBIpa’keHHUe JIyUIlIUX YepT PYCCKOIo ABOp-
II0BOTO0 30/14ecTBa: 6y1aropojgHas IIpocToTa
U1 BMeCTe C TeM BeJInyaBasi, TOp>KeCTBeHHas
IapagHoCThb.

Jpyrox sHaMeHUTBIN I1eTepOyprcKUit
aHcaMmb6uib Poccu — /IBopIiioBast ILIOLMIAAb
C HaXOAAIINUMCS Ha Hel I'/TaBHBIM IITa60M
(1829). I''taBHBIN IITab — I'PaHAMO3HOE CO-
Opy’KeHUe U3 IBYX 3[aHUM, COeJUHEHHBIX
apKoM U 00pasyIolUX II0JIYKPYKUe, KOTO-
poe o6HHUMaeT /[BOPIIOBYIO IJIOIAAbL Y-
roobpasHbIM H3ru6boM cBoero ¢acaza (3To
CO3BYYHO IIPOCTPAHCTBEHHOMY PeIIeHUI0
KasaHckoro cobopa). Apka IepeKkpbIBaeT
LeJIyI0 YJINILY, 6oraTo opopmMieHa 6poH30-
BOU CKYJIBIITYPO (BOeHHEIe aTpUOYTHL, QU-
I'ypbl BOMHOB U JIETAIIUX OOTUHBL BOWHEI)
U yBeHUYaHa TOP>KeCTBEHHOM KOJIeCHUIleH
CitaBBI — BCé 3TO MCIIOJIHEHO MOIIH, IPaH-
IUO03HOTO BeJIMYUA U 3BYUYUT KaK T'UMH II0-
6e/pbl.

B 11es10M TOp>KeCcTBeHHAas1 KOMIIO3UIUSA
apKH, B CO3JaHUU KOTOPOM IIPUHUMAJIHU
ydacTHe CKYJbITOPHI B. /[é MyT-MasuHOB-
ckuii 1 C. [IMMeHOB, 3alyMaHa ¥ BOCIIPUHU-
MaeTCcsd CUMBOJIOM repouku 1812 roza.

B o3HaMeHOBaHHe TOH >Xe I06ebl
Ha /[BOPIIOBOM IIJIOIaJM B KayecTBe eé
KOMIIO3HUITMOHHOTO IleHTpa Onlja ycTa-
HOBJIeHa AJIeKCaHJAPOBCKas KOJIOHHA
(1834), niu AjeKCaHIPOBCKUU CTOJII —
TaKoe Ha3BaHUe HaM U3BECTHO CO BpeMéH
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Ha. 3. F'ocydapcmeeHHblil akademuyeckuil Fobuwioli meamp Poccuu
(apxumexmop O. boege). 1824.
TeampaavHaa naouiads, Mockea, Poccus

IL 3. State Academic Bolshoi Theater of Russia
(Osip Bové, architect). 1824.
Teatral’naya ploshchad’ [Theater Square], Moscow, Russia
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IYIIKUHCKOTO CTHUXOTBOpPeHUus «IlaMsaT-
HUK». KosloHHa IIpefcTaBisieT cob60i Mo-
HOJIUT U3 TEMHO-KPAaCHOIO IrpaHUTa (Bec
0ko0J10 500 TOHH, BBICOTa 0K0JIO 50 METPOB),
Ha KOTOPOM YyCTaHOBJIEHa KOJIOCCAJIbHasA
6poH30Bag ¢uUrypa aHresa ¢ KpecroM (aB-
TOp GUTYpPHl — CKyJbIITOP Bopuc Opios-
ckuit). CospmaTeseM AJIeKCaHIPOBCKOU
KOJIOHHBI SIBJIIeTCS apXUTeKTop Ag2ycm
Mongpeppdn (Orroct Pukap ne MoHdeppaH,
1786-1858, 10 MPOUCXOKAEHUI0 QPAHILY3,
B Poccuu c 1816 ropa). ITo ero mpoexry
B 1818 roxy Havajsioch Bo3BeaeHUe Hcaa-
KHUeBCKOro cobopa B Iletep6ypre (ui. 4),
a B CO3/TaHUU eT0 OKOHUYATeJIbLHOT0 06/IMKa
IIPUHSJIN y4YacTHe apXUTEeKTOPbl AHApen
MuxamioB 1 Bacuiuiud CTtacoB, OTell BBI-
aolerocs XyAo0KeCTBEHHOI0 KpPUTHKA
BTOpOM ImosioBUHBI XIX Beka Biagumupa
Cracosa.

JTO rpaHAMO3HeNIIee 3JaHUe MOXKeT
BMECTHUTH 10 14 TBHICAY YesI0BeK, OHO U3 Cca-
MBIX BBICOKUX B EBpoIle coOpy’XeHUH I10-
mo6HOoro TUIa (BeIcoToU 60J1ee 100 MeTpPOB)
U 3aBepIIaeTcs OTPOMHBIM 30JI0UEHBIM KY-
I10JI0M. BHYTpHU XpaM B 060UJIMU yKpalleH
cKyabOTypo (M. Butdiy, A. JIorTaHOBCKUM
U IP.), MO3aUKOM, )KUBOIIUCHIO (B TOM YHCJIe
npuHapexaiei K. BproJoBy).

ITOT POCKOIIIHBIN ITAMATHHUK «30JI0TOT0
BeKa» Poccuu cTaJst mocjaeJHUM KPYITHBIM
COOpPY’KeHHeM KJIaCCUIl3Ma (B BapyuaHTe
II03JHEro aMIIiupa) U 3aKJIIYUTeJIbHBIM
aKKOpP/OM B CO3laHUU KJIACCHUYECKOIO
[TeTepbypra Kak KpacHUBeHIlIero ropoja
Mupa.

Kak mmpuniocs yoeguTsCda, TPagUIUY,
Uaylive M3 IIpefIIecTBYIOIEro BpeMe-
HU, ObLJIM BeCbMa 3HAYUMBI U HeEpPeIKO
BBICTYIIaJIM B OPraHUYHOM B3aKWMOJeMu-
CTBUM C POMAaHTHUYECKMMHU BeTHUIMMU.
[Ipu BCEM TOM COOGCTBEHHO POMAaHTU3M
B Ba)KHEUIIIUX CBOUX CTOPOHAaX BBICTYIIUII
Ha HUCTOPHUYECKYI0 apeHy B pe3KO0 BRIpa-
JKeHHOM IIPOTUBOCTOSIHUU U K KJIaCCUITU3-
MY, U K 3110Xe IIpocBellleHUd B I1eJI0OM.

OZHO M3 CaMBbIX CHJIbHBIX PAaCXOXKIeHU
COCTOSJIO B OTHOILIEHUH K MUPY AUHHOCMU.
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Eciu uckyccTBo anoxu IIpocselieHus UH-
TepecoBaJl B OCHOBHOM YeJIOBEK 8000uie
U B ero o6pHCcOBKe Ha IIepPBBHIM IIJIaH BbI-
IBUTaJI0Ch 00bEKTHUBHOE U O00I[e3Ha4U-
MO€e, TO pOMaHTHUYeCKOe UCKYCCTBO UCIIBI-
ThIBaeT 000CTPEHHOE BHUMaHUeE K UesI0Be-
Ky KOHKPETHOMY, C €r0 HeIIOBTOPUMBIMH
0COOEHHOCTSIMH, ¥ OTCI/Ja COOTBETCTBYIO-
1iee oOpaleHue K coepe UHOUBUIYA/TbHO-
cybsekmugHo2o. biarogapss 3TOMy MHUP
JIMYHOCTHU IIpe/ICTAaéT B OoraTeuIlel fera-
JIUSWUPOBAHHOCTH, B TOHYAUIIIEH IICUXO0JI0-
TU4YeCcKOM HI0aHCHUPOBKE, YTO IIPeKZe BCero
KacaJIoCh BOCCO3[JaHUs CJIOKHOM BHYTPeH-
Hel )KU3HU YesloBeKa.

BeisylaeMcs B CTUXOTBOpeHUe Joicop-
doica Baiipona ([>xopmx Hoan TopmoH
batipoH, 1788-1824) «Hy, uTo >!..» (1808).
JTO0 o6paleHre K BO3J/I00JIEHHOM, KOTOpas
BBIIIIJIa 3aMY>K 3a JPYTOTo (0O{UH K3 pacIIpo-
CTPaHEHHBIX MOTUBOB POMaHTHUYECKOM I10-
93UH, €T0 B YaCTHOCTHU IIMPOKO pa3BUBaJI
l'enpux l'eiiHe). Kakoe HeBepOATHOE IICUXO-
JIOTUUYeCKOe HallpsbKeHHe U HaCKOJIBKO I1a-
pafoKcaIbHbI PaKypChl COCTOSIHUSA! BHeI-
He — cJep>KaHHOCTb («H Hepe He dpocHem
HU 00UH!»); BHYTpeHHeE >Ke, B TOPJOU Ayllle
OTBEpPrHyTOro, — TparuyecKUM HaAJI0M
(«OmuasaHbA CNOKOUHBLU MPAK»).

B cTpeMJIeHUHU IIOCTUYB TJIyOUHBI TyIITH,
II0TaéHHOe U YCKOJIb3alolllee B €€ >KU3-
HU POMAaHTHUKU HepeJKO CTaJIKUBAJUCh
C OTPaHUUYEHHBIMU BO3MOKHOCTIMHU XY-
I0’)KECTBEHHOI'0 BBIpa)KeHUSI — TO, 0 YEM
pycckuii 1oaT Pédop Tromuee (1803-1873)
BBICKA3aJICs CO BCeM KAaTerOpUYHOCTHIO:
«MblC/1b U3PEUEeHHAS eCMb J0HCb».

BoT mouemMy cpefy UCKYyCCTB POMaHTH-
KU TaK BbIJIeJISIIU MY3BIKY. IpHcm Teodop
Amadeii I'opman (1776-1822) Ha3wIBaJ eé
«CAMBIM OUBHLIM UCKYCCMBOM HA ceeme»
U yTBepXXaaa: «My3blka — 0C0o0blil Mup,
CNOCO6HbBLI packpbvlmb neped 4es08eKOM
CMBbICA €20 uyscme u cmpacmetl, nocmue-
Hymb npupody 8ce20 3a2a00HH020 U HeBbl-
pasumozo».

«I[TocmuzHyms npupody 8ce2o 3a2adou-
HO020 U Hegblpa3umMo20» — JIJIs1 pPOMaHTHUKaA
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Hn. 4. Heaaxuesckuil cob6op (apxumexkmop O. MoHeppaH).
1818-1858. Mpamop, maaaxum, nopgup, 1a3ypum, caaHey, 6poH3a, 30,10mo.
Bvicoma 101 memp.

Hcaaxuesckas niouyads, Cankm-Ilemep6ype, Poccus

1L 4. St. Isaac’s Cathedral (O. Monferran, architect).
1818-1858. Marble, malachite, porphyry, lapis-lazuli, mudstone, bronze, gold.
Height — 101 meters.
St. Isaac’s Square, St. Petersburg, Russia
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0c00eHHO Ba)XHO U IIPUTATATeJbHO.
U To Heu3bsICHUMOE, IIepe] 4YeM 4acTo
OCTaHaBJIUBAJIUChL CJIOBO U KUCTh, OBLIO
IIOBJIACTHO MY3BIKE C €€ CIIOCOOHOCTBHIO
BO BCeH HeIoCpe[CTBEHHOCTHU U IIpoIlec-
CyaJIbHOCTH Ilepe/iaBaTh IPOUCXOAsAIee
B Aylie yesyioBeka. Ho U oHa, B CBOIO OUe-
penb, CTpeMuIach pPasgBUHYTH I'PAHUIIEI
LAaHHBIX el BO3MOYXHOCTeH II0CPe[CTBOM
aKTHUBHBIX KOHTAKTOB C [IPYyTUMU BUJaMU
HUCKYCCTBA, IIPEUMYILIeCTBEeHHO C JIUTepaTy-
POMH. ITO ITOBEJIO K 6YpHOMY paciiBeTy npo-
2PAMMHOU MY3bIKU. E€ TIPUHITUIIBI C 0COO0H
IOoCJae0BaTeJbHOCTHIO pa3BuBaj ¢paH-
IIY3CKUM KOMIIO3UTOp IKmOop Bbepauos
(TpaZHUIIMOHHOE PYCCKOEe HallMCaHUe UMe-
HU — T'ekTOp, 1803-1869). [IpUHIIUIIU-
aJIbHO Ba’KHBIU IIPOPHIB B Cepy poMaH-
TAYeCKOM IIPOrPaMMHOCTH OH COBEPIIIUII
B «daHTacTuueckon cuM¢poHun» (1830).
[ToMMMO 3aT0JIOBKOB K Ka>K/[01 U3 II9TH Ya-
CTeH, HaX0UM 31eCb Pa3BEPHYTHIN TEKCT,
KOTOPBIM B CKaTOM BH/Ie IlepegaéT Gpabyry
I1eJI0T0 poMaHa.

B HeMmasoli cTrenmeHu 6GJiarofapsi Ipo-
IPaMMHOCTHU IIPOUCXO/IUIIO KOJIOCCAIbHOE
oboraieHre My3bIKaJIbHOM BEIpa3UTeIbHO-
CTH, HalleJIeHHOM IIpesK/e BCero Ha UCKJII0-
UUTEJbHO UYTKYI0, AeTaJlu3UpPOBaHHYIO
O0OpPHCOBKY IIPOUCXOJAIIETO C JIMYHOCTHIO.
B 3TOM OTHOIIIEHUHU JOCTaTOYHO YCJIBIIIATh
HayvaJlo Tou xe «PaHTaCTUYeCKON cCUMGO-
HUW», TJe II09TUKA JUPUYECKOTO TOMJIe-
HUA YL IlepefaHa yepe3 QUINTPaHHYIo
3BYKOIIUCHL €€ COKPOBEHHBIX IBUKEHUU
B U3BICKAHHBIX I'pafaliusax IMOIIHOHAJIb-
HBIX OTTeHKOB. COCTOSIHUE IIPeIIOHOCUTCS
KaK HeuTO B BBICIIIEN CTelleHU U3MeHYU-
BOe, CIIOHTaHHO-HeIIpe/icKa3yeMoe, B TOM
qurcJie yepe3 Kallpu3Hble CABUTH TeMIla
OT IIOJITHOM 3aTOPMOKEHHOCTU K CTpeMU-
TeJIbHOMY JBH)KEHUIO.

U omgaTh-Taku balipoH OTKPBLI 14 PO-
MaHTHUYEeCKOr0 UCKYCCTBa TeEMY KOHPIUK-
ma AuUYHOCMu U cpedsl. B ero paHHEM CTU-
xoTBopeHuu «Korga 6 s mor...» (1807),
KakK B 3epHe, 3aJI0KeHO eflBa JIU He BCé
U3 TOTO, YTO 3aTeM PasolIOCh II0 MHOTUM
ero IpousBefeHUsIM. Pabbl U BeJIbMOXKHU,
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JIAKeU U JIbCTELbI U BCIOY JI0Kb — TaKUM
B CBOEM IIOJIHOM pasodyapoBaHUU HaXo-
ouT BallpoH coBpeMeHHOe ce6e 00IecTBO.
U y>Xe C IOHBIX JIET OUEBUAHOM VI HEro
cTajia Hen36e>XHOCTh paspblBa C 3TUM 00-
IIeCTBOM: «f MaA/10 JHCUN, HO Cepouy SCHO, //
Ymo Mup MHe HyHco, KaK Mupy s».

[Tocse balipoHa KOH(JIUKT JIUUYHOCTH
U cpefpl paspabaThIBajICs BO BCEBO3MOXK-
HBIX BapuaHTax. CaMble U3BeCTHBIE IIpe-
TBOPEHUS 3TOM TeMbl B PYCCKOM JUTepa-
Type — nbeca I'puboeznoBa «I'ope oT yma»
(1824), nymkuHcKkuil «EBreHuii OHeruH»
(1831) 1 pomaH JlepmoHTOBa «I'epoii HaIlIe-
ro BpeMmeHu» (1840).

B BHeHUU poMaHTHUKa OOJMK MUpa
U caMOr0 4JeJjioOBeKa HepeaKo IIpejicTaBasl
B CTOJIKHOBEHUM pPe3KUX KOHTPAacCTOB. Xpe-
CTOMaTHUUHO II0Ka3aTeJbHbIM B 3TOM OT-
HOIIIeHUH SIBJIIeTCs GOpTeIHaHHbIN ITUKII
Po6epma Illymana (1810-1856) «KapHa-
BaJy» (1835). B pesysbTaTe COBMeEIeHUA
00pasoB, HaXOJAIIUXCS B COBEPIIIEHHO pas-
HBIX IJIOCKOCTSX, CKJIa[bIBaeTCs IIécTpas
MoO3auKa >KHU3HHU, KaKOH! eé OIlyIiagl KOM-
O3UTOp. [/ HJIIOCTPAllUU Pe30HHO
IIPOCAyIIATh TPU COCeLHMe U3 NBafAllaTH
IIbec, COCTaBJILIIUX «KapHaBam», — 3TO
Ne 5 «3B3é6uii», Ne 6 «DopecTaH» U Ne 7
«KokeTka».

/lBe IepBble CBA3aHBl C IIPHUHIUIIN-
aJIbHO Ba)XHBIM 114 [llyMaHa MOMEHTOM.
OH He TOJIBKO 0CO3HaBaJl, HO U BCIYECKHU
KyJIbTUBUPOBAJ «pas3iiBOeHUe» COOCTBEH-
HOM HaTYPBI, OJIULeTBOPsIEMOe ABYMsI IIPU-
OyMaHHBIMU UM IIepCOHa>kaMU: IB3eOUU
— MeuTaTeJIbHO-COo3epIiaTeIbHOe Hayaslo
C COOTBETCTBYIOIIleN MIATKOU ILJIAaCTUYHO-
CTHI0 KOHTYpa U 3aTOPMOKeHHOCTBIO JIBU-
JKeHUs, a dopecTaH — He TOJILKO OYPHBIN
TeMIlepaMeHT U B3phlBUaTasi UMIIyJIbCUB-
HOCTB, HO B/100aBOK U pe3KUe Ilepeliajbl
cocTtossHUA. OObeJUHsIeT Ha3BaHHBIX I'epo-
€B CepbE&3HOCTh HAaCTPOEHUs, AyX IIOAYEp-
KHYTOMU II09TUYHOCTHU. 11 TeM 60J1ee OCTPBIM
KOHTPACTOM 3BYUYHUT TPEThS U3 ITUX IIbeC
C eé IPUYYJINBO-IIOPXAKIUM XapaKTe-
POM, C eé JIETKOBECHOCTBIO U 9KCTpaBaraHT-
HOCTBIO.
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Mup poMaHTHUYeCKO! JIMYHOCTH — 3TO
Iejiasl BCeJIeHHas, U €6 Ba)KHEUIIIYI0 «Ta-
JIAKTHKY» COCTaBJIAIa ciepa Aupusma.

CaMBIM HeIIOCpeACTBEHHBIM 06pa3oM
JIUPU3M OTPa3WICI Ha XapaKTepe XyIorKe-
CTBEHHOT'0 BBICKa3bIBaHUS — B3BOJIHOBAH-
HOTO, OUeHb UCKPEHHET0, IPOHUKHOBEHHO-
IO U IOBEPUTEJBHOI0, KOIJla BhIpakeHUe
JIUYHBIX YyBCTB U IIPU3HAHUS AYIIH BbI-
JIMBAJIUCh B HACTOSIIIMEe UCIIOBeU. Xapak-
TEPHO, UYTO O/IVH M3 POMaHOB TOTO BpeMe-
HU II0JIy4YUJI HasBaHUe «McroBeAb ChIHA
BeKa» — 3TO HauboJlee U3BECTHOe [IPOU3Be-
IeHue QpaHITy3CKOro Icaresisi Aabgdpéoda
de Mroccé (1810-1857).

PoMaHTHYeCKOe HCKYCCTBO OTKpPBIIO
COBEpIIIEHHO HeBeJOMbIE 10 TOTO BO3MOXK-
HOCTU OOII[eHUsd CO CBOEH ayAUuTOpUeN.
Tak, 3.T.A. T'ogpmaH HepeaKo obpaliaeTcs
K IIpeAiIIojIaraeMoMy YU TaTe I, HAIIPSIMYI0
aleJUIupys K ero SMOIIMOHAaJIbHOU OT3bIB-
UUBOCTH U )KU3HEHHOMY OIIBITY.

JIUpU3M AyIIH IIPOelMpoBajICd Ha BCE
U BCs, ¥ BCIOJly OH HaXO/UJI [IJIs Cebs KCTOY-
HUK. TaK¥M UCTOYHHUKOM ObLjIa /IJIs1 pOMaH-
THUKa U npupoda.

UyBCTBO IIPUPOJBLI 0COOGEHHO IIIUPOKO BO-
IIJIO B PYCCKYIO I1033U10. IlepBbIe IIPOHUK-
HOBeHHBbIe e€ 00passbl [jajl B CBOEM paHHEM
TBOp4YecTBe Bacuauil XKykoeckuii (1783-
1852). [ly1mia moaTa, ouapoBaHHas OKpy>Ka-
IOIIIMM MHUPOM, BhIpakaeT ce6si B HEXKHOU
IIeBYYeCTH CJI0Ta — BOT OTKY/IAa «€20 CMUX08
n/eHUmeAbvHasa ca1adocmo» (caosa Ilymku-
Ha), ¥ Haxo/ujIa OHa cebs B 3aBOpakKuBalo-
IIlel MeJIOIKe peyeBoro y3opa.

CosepriaeMasi mpuUpojia IIpo6yKiaJia
B JAyllle TyMaHHBIe TpPé3bl. B cO3By4YUU
C IIeli3a’keM B JiyIlle pOMaHTHKa BO3HUKA-
I0OT CaMble TOHKHE U He)XKHbIe JIMPUYeCKUe
u3nugHus. TakoBBl, K IIpUMepy, MHOTHe
CTpaHUIIbI paHHel 11033uu I'eHpuxa I'eiiHe
(1797-1856). Bcé sryuiiiee U3 ero FOHOIIIECKOMU
JIMPUKY BOOpasl B cebs1 BOKaIbHBIMN ITUKJI Po-
o6epma IllymaHa «JIF060BB mo3Ta» (1840).

KoHIIeHTpUpOBaHHOeE IIpe/iCTaBJIeHUe
006 0C06eHHOCTIX TAKOU COIIPUPOLHOM IMO-
[IMOHAJbHOCTHU MOKeT 1aTh OT/eIbHO B35-
TBHIA poMaHC «OpelIHuK» U3 JPyToro Iny-
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MaHOBCKOTI'0 ITMKJIa 107 Ha3BaHueM «Mup-
ThI» (MUPTHI — BEUHO3€eJIEHBIN KyCTapHUK,
OH CTaHOBHUTCS 3/1eCb CUHOHUMOM BeYHO
JKHBOTO 4yBCTBa). TeKCT poMaHca JaBaJl
KOMIIO3UTOPY BO3MOKHOCTBb PaCKpBITh Op-
TaHUYHOeE COIIpsDKeHUe I1el3a’kHoro obpa-
3a U POXK/AIOIIEeT0Cs U3 Hero JIMPUYeCcKoro
HaCTpPOeHUs BBICOKOM NyIIeBHOM OTpafbl
(«...0pewHUK NO0 OKHOM, NbIUUHDBLI U AYyWU-
cmulil, cmpyum npoxaady 8 0oM... I[[gemul
8 8emMeAX 2ycmulx Jienedym o /068U, € Aa-
CKOlUl CKA3KU Wenyym 0 cHacmue 2psoyusux
OHeli»). Ilogo6Hasgs My3bIKa IOJIHA MeY-
TaTeJIbHOCTU. [eCTBUTEJIBHO, JUPUUe-
CKHUM CTPOM POMaHTHUYECKOM AYIIHU YacTO
Haxoaua cebs B IIOJOOHBIX COCTOSHUSX.
«MeumaHus-2pé3vl» (OLUH U3 3ar0J0BKOB
«PaHTaCTUUECKOU cuMpoHUM» bepirosa)
II03BOJISLJIM IIOAHATHCSI Haf *KUTeHCKUMU
3aboTramy, Haf, OOBIIEHHBIM CYILleCTBOBA-
HUEM.

Butasg B «HebecHOU 6blUHe» (3TO
n3 IlynmkuHa), pOMaHTUK Hepenko IIpe-
OpIBajJl B TOMJIEHUH 110 Hfeany. OT6eck
Hjleajia MOT 03apsiTh U JKUBYIIlee Ha 3eMJIe,
0CO0EHHO >KeHCKUH JIUK. Tor/a I0IBJILJIOCh
TO, YTO BCTpeuaeM, K IpUMepPy, B CTUXOTBO-
peHuu Anexkcanodpa ITywkuna (1799-1837)
«5] TOMHI0 YyfHOE€ MITHOBEHEeE...» (Y cCaMo-
ro Imoa3Ta oHO Ha3pIBaeTcsa «K ***», 1825)
1 B OJHOMMEHHOM poMaHce Muxauaa
I'aunku (1804-1857). UMeHHO M2HOBEHbE,
KOI7la B peajlbHOM 4UesioBeKe MOTYT OOHa-
PYKUTBCA «HebeCHble uepmbul» U «2eHUll Yu-
Ccmotl Kpacomul».

«eHull Hucmoti Kpacomusl» — 3TO U3 TEX
KaTeropui, B KOTOPBIX 3asBJIsLjIa 0 cebe po-
MaHTH4YecKas Ka’k/ia ujeaJabHOro, 60Ke-
CTBEHHOTI0. B My3bIKe 3TO CTpeMJIeHHe CTa-
JIO OFHUM K3 CTUMYJIOB pacrseTta bel canto
(uTan. npexkpacHoe neHue). B cBo60gHOM
HUCTOJIKOBAaHUU — 3TO LIMPOKasg, IJIaCTUY-
Has KaHTHUJIeHa BOOOIIle, CBOEro poza «bec-
KOHeYHasl MeJIo/Ivsi», UTO MOIJIO KacaThCsd
U UHCTPYMEHTAJbHBIX >KaHPOB (TaKOBa,
cKakeM, ¢popTennmaHHas MeJsioguka Illore-
Ha). B 6osree y3KOM IIOHUMaHUU 3TO CJIOBO
OTHOCSAT K COOCTBEHHO BOKaJIbHOMY UCKYC-
CTBY U OIIpeJiesII0T UM KpacoTy pacleBa
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60JILIIIOTO AbIXaHUA (OAWH U3 00pasIiioB
— «Ave Maria» Illy6epTa, I7ie BOCCO34aHO
U OlIlyIlleHue 60KeCTBEHHOTIO0).

HaxoHerr, B caMOM IIPSIMOM CMBICJIE 3TO
sIBJIEHUe 0OBIYHO CBA3BIBAETCA C XYy[0XKe-
CTBEHHOM IIPaKTUKOU UTAIBIHCKOHU OIIEPHI
nepBOM T0JI0BUHEI XIX cTosteTus (PoccuHy,
besutuHy, J[OHUIETTH, I1037Ke Bepan).

JdTtasioHOM bel canto MO>XHO CUUTATh
KaBaTuHy HopMsbl 13 onepsl BuH4eHUo
Beaaunu (1801-1835) «Hopma» (1831).
3mech uepes MesIoC 6eCKpaliHero JAbIXaHUs
IepefaHo YIIOUTEeILHOE UYBCTBO KPaCoThI,
opu4yéM ocoboe, HU C UeM He CpaBHUMOe
Oo4yapoBaHMe BO3HUKaeT 6jarofaps Xapak-
Tepy CJIaZOoCTHOM MeslaHXOJIUU. IlepBbIe
CJIOBA 3TOM ciieHbl — «Casta Diva...» ([Kacta
ApiBa] «O, 602UHA...») IBUJIIUCH UMITYJIbCOM
BOILIOIIeHUS 00’KeCTBEHHO-U/IeaIbHOTO.

Hocrasbrug 1o HebecHOMY, 607KeCTBeH-
HOMY U OILllyIlleHUue HeCOBITOYHOCTU Meu-
TaHUM — OJHA U3 IJIYyOMHHBIX IIPUYUH
POMAaHTHUUYECKOU TIpyCTHU-TIevaau, IIpef-
CTaBJIEHHOU B [iHaliasoHe 0T MeJIaHXO0JIUU
U 3JIETUYHOCTU A0 Tparusma. Cpasy xe
cjelyeT OrOBOPUTHLCS: IPUUYNHOMN Tparu-
4eCKOro BOCHPULTHS KU3HU HepeJIKo CTa-
HOBUJIOCH He CTOJIBKO JIeMCTBUTEIbHOE I10-
JIOKeHUe Belllel, CKOJILKO CYObeKTUBHOe
OILIyIlleHHe IIPOUCXOIero. Jupudyeckas
HaTypa pOMaHTHKA C XapaKTePHBIM JIJI1 Heé
OCTPBIM IIepe’KUBaHMEM BCero 0T3bIBajIach
Ha OTpUIlaTeJIbHbIE BHEIITHUE U BHYTpPeH-
HUe UMIIYJIbChl HAILJIbIBaMU 00JIe3HEHHBIX
9MOIUU (TPEeBOKHOCTD, CMATEHME, PacTe-
PSHHOCTB, CTPaX, OTYasIHUE).

JTo HampshKeHUe BHYTPeHHeU KU3HU
U IIPU3BaH OBLI IIpesKze BCero IepefaBaTh
JKaHp poMaHmuueckou 6a11advl, IIpecras-
JIEHHOU KaK B 10331 U (K IIpUMepy, 6aIagbl
Bacunuga JKykoBckoro «JIromMuia», «CBeT-
JlaHa»), TaK U B MY3bIKe, I'7le 0COOeHHO BbIjle-
JIMJIOCH C/leJTaHHOE aBCTPUMCKUM KOMIIO3HU-
TOpoM PpaHuem Illyb6epmom (1797-1828).
B psize ero 6ajuiaj, HallMCaHHBIX [JISI TOJIO0-
ca ¢ popTennraHoO, HaXOIUM JIUXOPaZL0YHOE
6reHne IMOITUMH, )KyTKHe UppeabHble BU-
IleHUs, CTPeCCOBbIe CUTYyally U COCTOSHUSA
IOYIIIEBHOTO CPhIBA.
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[IpuMepoM BOILJIOIIEHUA NOA0OHOIO
IICUXO0JIOTUYECKOT0 TOHYyCa MOXKeT CJy-
KUTh Oastaza «JlecHod mapb» (1816,
Ha TeKcT U.B. I'éTe). O>keCTOUEHHBIIN HAIIOP
HeraTUBHBIX BO3eMCTBUM, BbIPA’KEHHBIN
yepes rpo3oBble HaKaThl GOpTEIIHMaHHOMN
$aKTypHI C € IIOYTH CYyLOPOKHBIM PUTMOM,
BBI3bIBaeT TParuueCcKyIo peakIiuio, pacKphl-
BaeMyH B IIOJIIOCaX Pe3sKUX KOHTPACTOB
po6KOro MepriaHug HafleXKbl, IIPU3PAUHO-
ro CBeTa U HEYMOJIMMO OOPYIIINBaIOIITUXCS
OGe/ICTBUIM.

UTOoOBI IOATBEPAUTH HAOJIIOIEHUS, Clie-
JIaHHbIe Ha MaTepHaJie JUTEPATYPhl U My-
3BIKH, 00paTUMCHd K BU3YaJIbHOMY PSAY.
Eciu B39Th, fonnyctuM, «IlopTpeT chiHa»
(1818), mpuHaieXxalliui KUCTU Bacuaus
TponunuHa (1776-1857), To, KaK U B JIF0601
IPYTOU IIOPTPETHOM paboTe 3TOTO MacTepa,
3aMeTHM CTpeMJIeHUe K )KUBOU, HeIloCpes-
CTBEHHOU XapaKTepUCTUKe H300parkae-
MOro. XyJO>KHUK IIOJJYEPKUBAET B 00JIMKe
IIOIPOCTKA YePTHl UCKPEHHOCTH, OTKPBITO-
CcTU. '0J10Ba HEIIPUHYKAEHHO [IOBEPHYTA,
POT cjerka IPUOTKPHIT, )KUBBIE, YMHbIE
IJ1a3a C UHTepecoM CMOTPAT Ha OKpYyrKaro-
i Mup. C TOUKH 3peHUsI OTKPBITOCTH Xa-
paKTepa IIpuMeyaTesbHa U TaKas JeTajb,
KaK IIIUPOKO paclaxHyThIi BOPOT. B KapTH-
He MHOTO COJIHIIa, OHa HallrcaHa B U3JIIO-
6/1eHHBIX TPOIIMHUHBIM 30JI0THUCTO-KEJI-
TBHIX TOHAX, UTO IIPUJAET IIOPTPETY 0COOYIO0
MSATKOCTh U TEIIOTY.

OTMEUYeHHYI MATKOCTh M TENJIOTY
KakK IIPOsIBJIEHUS JIUPHU3MaA 4acTO LOII0JI-
Hsyla 0oco6ass IPOHUKHOBEHHOCTh TOHA.
OHa MoOrJIa HakJaJblBaTh CBOI IleYaThb
ma>ke Ha obpasbl, Ka3ajgoch ObI, TaJEKHe
0T mMoL0OHOM HacTpoeHHOCTH. IIpexcra-
BUM cebe IIeKCIUPOBCKoro 'amiieTa, 3To-
ro UHTeJUJIeKTyaJjla, CHeZ[aeMOT0 HeO/[0/IU-
Mo peduiekcrel. [Iponwio aBa ¢ JUITHUM
CTOJIETHUSL CO BpeMeHHU IIOABJIeHUS [aH-
HOTO oOpasa, U ¢paHIy3CKUN XYI0KHUK
Joicén Jlenakpya (1798-1863) Boccosmaér
B Kpackax «CBoero» l'amsieta B 60JILITIOM
[IUKJIe WIFCTPaiuil K 3HaMeHUTOU Tpa-
requu (1834-1843). OgHa U3 HUX — «I'am-
jJetr u I'opanuo Ha kiuaao6ume» (1839),
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I7ie IIeKCIUPOBCKUM I'epoM CKOpee HaIlo-
MHHaeT PoMeo U IT01aéTcd KaK HeXXKHad,
BIleUaT/JIUTeJbHas HaTypa, I10JIHas1 obad-
HUS I0HOCTH, II03TUYHOCTH U II0UTH JKeH-
CTBEHHOH I'pallyu.

BrIllle TOBOPMJIOCH O TOM, UTO Ba>KHOM
HUII0CTAaChbI0 POMaHTHUYECKOI0 IUpHU3Ma CTa-
JIA «MeYTaHUA-TPE3LI». BOT IIoueMy Takoe
MeCTO B MCKYCCTBe 3aHsIa QUrypa Meura-
TeJisd. 9TO MOT OBITH U COOTBETCTBYIOIIIUM
00pa3oM BOCIIPUHATHIN 06JIMK BIIOJIHE pe-
aJIbHOTO 4yesioBeKa. Tak, Opecm KunpéHh-
ckuil (1782-1836) B «IlopTpetre B.A. Xy-
KOBCKOro» (1816) Bocco3gaéT 06JIMK CBOET0
pOBeCHHKa KakK I103Ta, BCellesIo IIpeOhIBalo-
I[[eTO0 B ILJIEHY TPE3 BOOOpa>keHMUs, pacKphI-
Bas IJIyO0KUM JIMPU3M €ro HaTypPHI.

U cpasy ke, Ha IIpUMepax U306pasuTeIb-
HOT'0 UCKYCCTBA, IIEPeUIEM K CIIeAYI0IeMy
SIBJICHUI0O POMaHTHYECKOr0 UCKYyCCTBAa, KO-
TOpOe OIIpe/esIIIoT IIOHATHEM 6alipOHU3M.

HaTypy 6aipOHHUYeCKOro TUIla XY0XK-
HUKU 00HApPY’KHUBaJIM U B PYCCKUX JIUIAX.
dpaHITy3CKUM XyL0)KHUK JKaH 0210 cm /Jo-
MUHUK 3H2p (1780-1867) B «IlopTpeTe rpa-
da H.A. I'ypeeBa» (1821) nmomaét Mozenb
Kak ObI JIOPZ0M (CJTOBHO HAIIOMHUHAS 0 JIOP-
Ie balipoHe), aKIIeHTHUPYS B HEU UYBCTBO
COOCTBEHHOTO JOCTOMHCTBA U CO3HaHUE
COOCTBEHHOM 3HAUMMOCTHU (He 6e3 HOTKHU
BBICOKOMepHs). Ho riraBHOE COCTOUT B TOM,
4TO 3TOMY KPYIIHOMY MacTepy oCTpoXapak-
TePHBIX IIOPTPETOB YAAJI0Ch IIPEBOCXOLHO
repefaTh FOPAYI0 OTUYYKAEHHOCTH U 60JIb-
III0e HallpsDKeHUe BHYTPEHHeN )KU3HU THU-
Iaka, 4emy I10-CBOeMY CJIY>KUT GOHOBBIH
IUIaH KapTUHBI (TaIEKKe Topbl ¥ 3aTeMHEH-
HOe Heb0).

U emé ogHa aHasiorusa K baipony. ITeep
Kan /Jlaeuod 0’AHoicé (1788-1856) OBLI
CKYJIBIITOPOM, OZHAaKO HaWOOJIBIIYIO K3-
BeCTHOCTh IIpHUOOpPES B KayeCcTBe Meja-
Jbepa. B u3bpaHHOM UM peIKOM >KaHpe
OH HCIIOJIHUJI CBBIIIE IIOJYTBICAYHU IIOP-
TPEeTHBIX Mejiajlel ¢ U300pakKeHUsIMU 3Ha-
MEHUTHIX JII0/IeX CBOEro BpeMeHHU. SIpKoi
MOJieJIbI0 6aMpOHMUYECKOr0 HaKJIOHEeHUS
craJs Aji1 Hero HamosieoH. MacTep IIpugasl
06JIMKY «I'eHUs BOUHBI» YepThl POMaHTHU-
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4eCKOM B3BUXPEeHHOCTU U MPaydyHOIO Jie-
MoHU3Ma. [IokasaHHBIN B TaKOM paKypce,
BeJIMKUU I10JIKOBO/IEl] BeCbMa HallOMUHAaeT
HaIIIU IIpe/ICTaBJIeH 0 He MeHee BeJIMKOM
ckpultaue IlaraHMHU, KOTOPOro GppaHIlys-
CKUU MeJla/Ibep TaKKe KM3Bas B MeTajljle
CO CBOMCTBEHHOM eMy OCTPOM MHAMBHU/Ya-
Jsarnuei obpasa.

MHoroe B 6alipoHHU3Me BeJIOo K OyHTap-
CKUM IIPOSIBJIEHUSM U MOTJIO BBIIMBATHCA
B PEBOJIIOIIMOHHO-TPaX{aHCKHE MOTUBBI.
B n306pasuTesIbHOM HCKYCCTBE UX Kaue-
CTBEHHO HOBYIO Xy/I0’KeCTBEHHYIO paspa-
60TKY OCYIIeCTBJISAI UCHaHCKUU IpadUK
U sKuBoIvcell PpaHcucko Xoce de I'olis
(1746-1828). IIo BIreuaTIeHUIM OT COOBI-
TUH PaHIy3CKOM MHTEePBEHIIUU OH IIU-
mieT B 1814 roxy xkapTuHy «PaccrpeJt mo-
BCTaHIeB». UHUCTO pPOMaHTUYECKUU CTPOH
9TOTO II0JIOTHA HaYMHAaeTCd C HCKJIIYU-
TeJbHOCTU H300pa>kEéHHOU CUTyaIlUU:
3JI0Bellle >KEJITHIU CBeT QOoHaps BhIPbIBAET
13 HOYHOW TeMHOTBHI IIPHYKATYIO K CKJIIOHY
X0JIMa I'PYIIy II0BCTAHIEB, HA KOTOPBIX
HaBeJleHbl PY>Kbs COJIIAT, TO €CTh PHUCY-
eTcs IIpe/ie/IbHO HaNPSHKEHHBIA MOMEHT
Iepej o4epeAHBIM 3aJII0M. ITO JOIIOIHS-
eTcsa Cyrybo poMaHTHUUYECKUM COIIpsiKe-
HUeM KOHTpPacToB. 'pynma II0BCTaHIEB
II0Ka3aHa B CBOO0OJHOM pasbpoce ¢uryp,
Jepe3 WHAWBHAYyaJbHbIE II03bl U JINILA,
U el IPOTHUBOIIOCTaBJIeHa CJIWTHAas, obe-
3JIMYeHHas IllepeHTra CcoJjaT. Bro6aBok
K TOMYy B o6pasax paccTpesrBaeMbIX BOC-
IIPOU3BOAUTCSA BCA raMMa BO3MOJXKHBIX
peaxkIiui Ha IIPOUCXOJdINee — OT CTpaxa,
OTYasTHUSA U IIOKOPHOCTHU [0 IIpe3peHusd,
rHeBa U HeHaBUCTU. lIpeiesibHOE 3a0CTpe-
HHe KOHTpacTa [JaHO B COIIOCTaBJIeHUU
yOUTOTO, JIeXKalllero B KPOBU € 6eCCUIBHO
PacIpoCTEPTHIMU PyKaMU, U KPeCTbsIHU-
Ha B Oesoil pyb6axe, BCKUHYBIIIETO PYKHU
— B ero ’KeCTe BbIpakeH IOpP/ABIY BBI30B
IlajladyaM, BeJiiyre HeCJIOMJIEHHOTO JIyXa,
U He CJIy4YallHO UMEeHHO 3TOT reporudecKui
06pas HaxOAUTCA B IJeHTpe II0JIOTHA.

CoBceM B MHOM paKypce, HO TaKXXe YU-
CTO pOMaHTHYECKOe HCTOJIKOBaHHe pe-
BOJIIOIITMOHHON TeMBl NaéT 3HaMeHUTas
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KapTuHa JaxceHa Jenakpya «CBobopga
Ha 6appukazgax» (1830). CTpacTHOe BOOAY-
IIeBJIeHHE 60JIBIII0N YeJI0BeYeCKOM MacChl,
OXBAa4YeHHOM eJIMHBIM IIOPBIBOM, 3aIleyar-
JIEHO B OYPHOM /IBM)KEHUH, HapacTarllleM
U3 IJIyOUHBI II0JIOTHA, B 9HEPTUYHOM PHUT-
Me B3/IbIMalOIXCd BBEPX PYK, cabesib, py-
Keu (WII. 5).

JTOT IIOPHIB U 3TO ABHUKEHUE KYJIbMHU-
HUPYIOT B ajyleTophvecKkon ¢urype CBo-
60/1b1, KOTOpPasi, BJIACTHBIM >KeCTOM IIOJ-
HIB 3HaMs, 30BET BOCCTaBIIUX BIIEPES.
B eé o6JiMKe IBCTBEHHBI UepPTHI, UAYIIIHE
OT IIpeJCTaBJIeHUN 06 aHTUYHOU KpacorTe,
U BMecCTe C TeM 3TO JKeHIITUHA ITIapUKCKUX
IpegMeCTU.

[TogoOHBIM CcUMOUMO3 pealbHOCTH
U BO3BBIIIEHHON CUMBOJIUKU IIPUCYTCTBY-
eT U B IPYTUX JleTa/IsIX KAPTUHEL. B omexne
MY>KYUHBI, KOTOPBIY HAIPSKEHHO BIJIA-
IObIBaeTcsa B JIUII0 CBOOOHI, IIOBTOPSIOTCA
I1BeTa 3HaMeHH PeBOJIIIIMOHHON PpaHITUn
(KpacHbI, 6esIbIi, CHHUM), a B ero I103e IIpOo-
YUTHIBAETCS TAKOM CMBICII: OH, KaK OJIHIe-
TBOpPeHUe CTPaHBbl, J0JDKeH ITOAHATHCSA C KO-
JIeH.

VHTe/UTUTeHTY B IIWINHPE, [I0Ka3aHHO-
My cJIeBa, /leslakpya IIPUAAJI CBOU YepPTHI,
U B 3TOM OIISITh-TaKH 3aJI0’K€H CUMBOJIU-
YeCKUU IIOATEKCT: XYAOKHUK M BOOOIIe
HCKYCCTBO — BMeCTe C BOCCTABIIIUM HApo-
IIOM...

HacKoJBbKO IIpefIIecTBYIOIIYI0 3II0-
Xy IIpocBellleHUsI MOXHO HUMeHOBAaThb
BpeMeHeM BoJsibTepa U BOJIBLTEPHSIHCTBA
(TO ecTh TOrO, UTO Pa3sBUBAaJIOCH IIOJ 3Ha-
KOM Hzeli BosbTepa), HaCTOJIBKO 3II0XY
PoMaHTH3Ma MO>KHO Ha3bIBaTb BpeMeHeM
BaiipoHa u 6aripoHusMa. 1o BO3erCTBU-
€M TBOPYECTBA, a B OIIpefleIEHHOM CTelle-
HU U II0J BJIUSHUEM >KU3HEHHOI'0 00JIMKa
balipoHa, BO3HUKJIO 00IlleCTBEHHOE YMO-
HaCTpoOeHUe U I1eji0e ABM)KEHUEe B PasHbIX
HaIlMOHAJIbHBIX JIUTEpATypax.

AHIJIUMCKHUN II03T OBIJI BJIACTUTEJIEM
oyM. ITo co6CcTBeHHOMY IIPU3HaHUIO AJIeK-
caHapa IlymmkuHa, MHOTOe Y Hero «0masbl-
gaemcsi umeHuem balipoHa”, 0T KOTOPOTO
OH «C yMa cxodu». A Muxaun /lepmoHmoe
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(1814-1841) y>Ke C OTPOYECKUX JIeT CO3Ha-
BaJI CBOE pozCTBO ¢ balipoHOM.

HcXOgHBIM IIYHKTOM 6alipoHU3Ma CTa-
JIO pasoyapoBaHUe B KHU3HU. lHaue 3TO
HUMEeHOBaJIKd CJIOBOM pa3y8epeHHOCMb.
U, mpubauxasich K 3aBepIIeHUI0 KU3-
HEHHOTIO IIyTH, /IepMOHmMOE co3ajl CBO-
ero poja Jie6eJUHYI0 I1eCHb OalfipOHU3Ma:
«H CKYy4HO U 2pyCMHO, U HEKOMY pPyKYy no-
dams // B MuHymy dywegHoll Heg3200bL... //
JKenaHwbs!l.. umo noawb3bl HANPACHO U 8eY-
HO Jcesnamys?.. // A 2006l npoxodam — ece
ayuwiue 200uwl! <...> // H #CU3Hb, KAK NOCMO-
MpUUb € X0/L0OHBIM BHUMAHbEM 80KPY2 —
// Takas nycmasa u esynas wymka...» Ilpu-
TOBOpP B OTHOIIIEHUH IIPUBBIYHOM JIJIs1 HAC
>KU3HU IIPOU3HOCHUTCS CIIOKOMHO, 6e3 Ma-
Jenmiero nadoca, ¥ TeM IIOUCTHUHE YOUN-
CTBeHHee 3BYUYUT KOHCTaTallisd HUKYEM-
HOCTH CYILIeCTBOBaHUS.

Hemnpusi3Hb POMAHTHUKOB K s3BaM
U IIyCTOTe peaIbHOTO CYIlleCTBOBAHU ObLIa
CTOJIb BeJIMKa, YTO OT pa3soyapoBaHHOCTHU
OHH JIETKO IIepeX0UIN K IIPOTECTY U sIpOC-
THOMY IIpOTHBJIeHUI. K mpuMepy, I'eHpux
T'eiine B cTUXO0TBOPeHUH «Anno 1829» («['of
1829»), c oTBpallleHreM HabJrrojasi, 9YTo BhI-
IeJIBIBAI0T «2/1a0KUe MYXHCHUHbL» U «2Aa0-
Kue JCeHUWUHbl» Ha «2Aa0KOM napkeme»,
O6YKBaJIbHO B3pbIBAETCH.

CTOJIb pe3Ko BBIpa’keHHOe HeIlpusTHe
TaK Has3blBaeMOM 0JIaTOIIPUCTOMHOMN KU3-
HU HecJI0 B cebe CUJIbHEUIIUN aHTUOYP-
’KyasHbIU mapoc. ITUM BO MHOTOM OIIpe-
JleJISLJICS MSITeXKHO-OYHTapCKUU IyX 6ampo-
Hu3Ma. Ilesib Takoro 6yHTapcTBa — cBo6oza
BO 4YTO OBl TO HU CTaJIO U JIIOO60M I[eHOH,
cBobo/a st cebst IMYHO U JISI TeX, KOTro
IIOIIHPAIOT.

Ocobas rpaHb 6alipoHHU3Ma ObLIa CBA3aHa
C IeMOHHWYeCKUM HadyasioM. I[IycTh TO 651710
HACKBO3b IIPEB3SITO U CyTy00 BpakaeOHO,
HO He OyJieM 3a0bIBaTh, UTO balipoHa B CBOé
BpeMs HasblBaJIM I1aBOM «CaTaHUHCKOU
IIIKOJIbI» II03TOB.

B pycckoii 1uTepaType aTa TeMa BIIep-
Bble 3asiBHJIa O cebe y MOJIOLOTO A/1eK-
caHdpa IIlywKuHa B CTUXOTBOPEHUU
«/leMmoH» (1823), re y>Ke BO BCel IIOJTHOTE
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Ha. 5. 3. leaakpya. «Ceob60da Ha bappuxkadax».
1830. Xoacm, macso. 260x325.
JIysp, Ilapuic, dparHuus

Il 5. Eugene Delacroix.
“Freedom at the Barricades.”
1830. Canvas, oil. 260x325 cm.

Louvre, Paris, France
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CJIOKHJIOCH TO SIIPO, U3 KOTOPOTI'O BIIOCJIE]-
CTBUU Pa30BLETCA 3aKOHUYEHHBIM ob6pas
JIEPMOHTOBCKOI0 /[eMOHa CO BCEMHU €ro
IIpHUBJIeKaTeJIbHBIMU U OTTAJIKHUBAIOIIUMU
JyepTaMHu.

CkasaHHOe IpUOJIM)KaeT K IIapagoKCcy
IBOMCTBEHHOCTH 6aMpPOHUUYECKON JINUHO-
CTH, K peHOMeHY eé IIpUTAraTeJbHOCTH,
HeCMOTpPs Ha sIBHBIEe HU3JePKKU (CKarkeM,
IIpe3peHue K «TOJIIIe» WU 3TUKA KU3He-
OTPHULIAHUA) U JarKe IIOPOKHU.

BcMoTpHuMCA € 9TOM TOUKHU 3PEeHUA B Yep-
THl JIEPMOHTOBCKOTrO IleyopuHa (poMaH
«l'epoii Hanrero BpemeHu», 1840), KaKuM
XapakTepusyeT ero B CBOEM IIOCJIeHEM
IIMCbMe K HeMy Bepa, efJMHCTBeHHad ero Ha-
CTOdAIlas IIPUBA3aHHOCTL. [IpuMeyaTesib-
HOe CJIOBO B 3a1uTy [TeyoprHa ckasas mep-
BBIM BBIJAIOIIUICA PYCCKUM JIUTEPATYPHBIHN
KpPUTHUK BuccapuoH BeauHcKuil, paHblile
OPYIUX OCMBICIHMBIINYN 3HAYUMOCTE TBOP-
yecTBa JlepMOHTOBA. B ci10Be 3TOM Gecrio-
I1aTHO 0O6HaXKeHa CyTh pasIMuUuU MeXIy
6afpOHUYECKON JIMYHOCTBHI0 U «OJiaro-
HpaBHBIM» 00BIBaTeJIEM: « “I20ucm, 3.100eil,
u3eepe, 6e3HpasCcmeeHHblll Uesn08eK!” — xo-
pOM 3akpuuam, modcem 6vlmb, cmpoaue
Mmopaaucmel... Bol npedaéme e2o anageme
He 3a nOpoKUu — 8 8ac ux 6o.ibwe, U 8 8ac
OHU UepHee U N030pHee, — HO 3a MYy CMenyto
80600y, c KOMOopoU OH 2080pum o Hux... /a,
8 IMOM He108eKe eCmb cuaa 0yxa u Mozay-
wecmaeo 801U, KOMOPbHLX 8 8AC HEM, 8 CAMbBILX
nopokax e20 npob.aéckusaem 4mo-mo eeau-
Koe».

«Cuna dyxa u mMo2yu,ecmeo 80/uU... Npo-
6.1éckugaem 4umo-mo ee/uKoe» — HeBO03-
MO>KHO He YCJBIIIaTh BCEro 3TOr0 BO MHO-
I'UX IIPOU3BeJIeHUSIX BEHI€PCKOro ITIMaHUCTa
U KoMmnosutopa Pepenua JTucma (1811-
1886), B TOM uucie B ero GopTeltiaHHOM
dtiofge da MHUHOP. 3/eCh IIpeJCcTaBJIeH
I1eJIbI KOMILJIEKC CYyTy60 pOMaHTHUYeCKUX
IIPOSIBJIEHUI: TOP/ie/INBasti MOIIb U TUTaHU-
YeCKHe YCUJINS YKU3HEeHHBIX IIPeoi0JIeHUN
Ha IIpejiesie HaIIpsOKEHUs, MITeKHO-TP030-
Bas I1aTeTUKa, B3BUXPEeHHbIE II0PbIBbI U JIU-
XopajiouyHas B30yI0pa*keHHOCTh, 9KCTaTH-
YeCcKre SMOIIMU U OTCBETHI IeMOHHUYECKOI0
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HayvaJia B XapaKTepHOM [J1d JIucTa IIpejoM-
JIeHUHU uepes «MeUCTO»...

MHoOrO0€e U3 TOro, 0 YéM IIIa peyb [0 CUX
110D, II03BOJISIET YTBEP>KAATh, UTO 3I10Xe Po-
MaHTH3Ma Oblla CBOMCTBEHHA IIOBBIIIEH-
Hasgd UHTEHCUBHOCTDH >KM3HEHHBIX ITPOSIB-
JieHu. [Io4TH CTOJIeTHe CITyCTA AJIeKCaHAP
BJIOK, pasMBIILIASA O IIPUPOIe POMaHTU3Ma,
0603HAUUJI 3TO KaK «CTpeMJIeHUEe >XUTh
yIeCATePEHHOM KU3HBIO».

Cria 4yBCTB U CWJIa XapaKTepoB — BOT
yepes UTOo IIpeXk[e BCero 3asBJIsLIO O cebe
DaHHOEe KauecTBO. OTJIMUUTeIbHOU UepToi
CBOEro BpeMeHHU QpaHITy3CKUU IIHcaTeslb
Cmenodaab (HacTodlllee UM AHpU Mapu
Betib, 1783-1842) cuuta «xcaxcdy Cu/lb-
HbLX wygcme». CTpacTh KaK CBOMCTBO Xapak-
Tepa OH CTaBWJI IIPEBBLIIIIE BCETO.

CTpacTy, BCellesio 3aXxBaThIBAIOII[He Ye-
JIOBEKa, IIOPOJAUIH KaHpP POMaHTUUYECKOU
IpaMbl, B KOTOPOY BCé JOBOAUTCH 10 Kpau-
HeU YepThl: eCJIU JII000Bb — TO, YTO Ha3bIBa-
eTCs, 10 TPO60BOI [OCKH, eCJIM OCKOpOJIeHHe
— TO Ay3J1b, €CJIA MIIJeHHe — TO [0 II0CJIe/I-
Hero IIpejiesia, X0Ts 3TO CTOUJIO OBl JKU3HU.
Tak o6cTouT fesio B fpaMax Bukmopa I'to26
(«9pHaHu», «Prou bia3» u np.). To xe Ha-
XOMM U B JIEPMOHTOBCKOM «Mackapaje»
(1835): cuibHAasd JIMYHOCTE B IIeHTPE, MeCTh,
71, CyMacIlleCTBHUeE.

Cuila 4yBCTB U CHJIa XapaKTepoB OIIpe-
IeJIsJIA B POMaHTHUYeCKOM HCKYCCTBe CO-
OTBETCTBYIOIIUI 9MOITMOHAJIbHBIN HaKall,
IIOBBIIIIEHHYI0 3KCIIPECCHUI0 U I1aTEeTHUKY,
6siaromapss KOTOpOU IepenaBajachk ocobas
IPUIOAHATOCTH COCTOSTHUIMA.

Eciix 06paTUTHCA A1 IIpUMepa K ITIOAY
710 MUHOP (0p. 25, Ne 12) 110/15CKOT0 KOMIIO-
suTopa Ppudepiika Illonena (1810-1849),
TO HalléM B HEM OJIMCTATEILHYI0 UJLIIO-
CTPAIMIO BCETo TOJIBKO YTO CKa3aHHOro. O6-
111as HACTPOEHHOCTh CyMpayHasi, HO I10 AyXy
cBOeMy I106eJOHOCHAs1, U OHa CTAHOBUTCS
OTpakeHHueM MOTy4ero B3JIETa YyeslOBeye-
CKUX CWJI, MOIIIY U TUTAaHU3MaA ipaMaTuye-
CKOM repOuKU. ABTOpCKas peMapka Molto
allegro, con fuoco (OueHb 6bICMPO, C 02HEM)
B KaKOU-TO CTEIIeHU COLEep>KUT yKasaHue
Ha TO, YTO COCTaBJIAEeT CyTh 3TOM MY3bIKHU:
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KUIIAIAas JIaBa 9HEPTUU )KU3HEHHBIX OUTB,
MATe)KHas1 6yps, IPO30BbIe HaKaThL.

VHTEeHCUBHOCTD )KU3HEHHBIX IIPOsBIIe-
HUU 3a4acTyo OblyIa CBsI3aHa C TAKUM CBOM-
CTBOM POMaHTHUYeCKOH HaTypHl, KaK Mak-
CHMaJIu3M yCTpeMJIeHUN.

Ecsii HavaTh ¢ COGCTBEHHO TBOPYECKO-
ro IpoIliecca, TO 3[eCh, II0KalyH, caMbIi
pasuTeJbHBIN IIpUMep — 3molies OHopé
de Baab3aka (1799-1850) «YenmoBeueckas
KOMeausI», BKJIKYAKINasg O0KOJIO COTHU
POMaHOB, II0BECTell U paccKa3oB, 00beu-
HEHHBIX OOIIIMM 3aMBICJIOM U MHOTHUMU
IIepCoOHa)kaMu, I1epexXodIliUMU U3 OJHOTO
IIpOU3Be/IeHUs B Ipyroe.

B Hel )XUBYT U [eNCTBYIOT JIIOJU BCeX
KJIACCOB U COCJIOBUM, BBIBE/IEHBI JIIOOBIE
YeJI0BeYeCKUe TUIILL, pasbIIPhIBAlOTCA OypHU
KaKHUX yIOHO CTpacTel, Tak uTo IucarTesb
UMeJI OCHOBAHUA CKasaTbhb: «f @biHOCUAN
8 ceoell 20.108e Ue10e 06u,ecmeo».

HckyccTBO POMaHTH3Ma BBIIBUHYJIO THII
reposi, KOTOPBIM JKaXKIeT JOOUTHCS B KU3HU
MaKCHUMyMa U II0TOMY HepeaKo IIeJIMKOM
oguuHAeT cebsa 3agyMaHHOMY. [Ipeness-
HOTO BBIpA’KeHUs 3Ta BCEIIOIVIONArInas
11eJIeyCTPEeMJIEHHOCTD JJOCTUTaeT B 06PHUCO-
BaHHOM JIUTEPATyPOH TUIIE YeJI0BeKa-XHIII-
HUKa. Habiroas 3a ero nmoBajgkaMmu, bajs-
3aK B poMaHe «EBrenusi I'panpé» (1833) mo-
naéTr-Ha 'paHje Kak GUTypy HesaypsiiHy1o,
Zla>ke BeJIMYeCTBEHHYIO B OBJIJ/ieBIIIel UM
JKackzie oboraleHus U B TOM MacCTepCTBe,
C KOTOPBIM 3TO ocylecTBiseTcs. Herapom
OH JJaéT eMy COOTBETCTBYIOIYI0 GaMUINI0
(grand — 60/1bIII0M, BEJTUKUT).

[Ipomo/pKasa pacCMOTpeHHe XapaKTepHOM
IJIs1 ICKYCCTBAa I1epBOM I10JI0BUHEI XIX Beka
WHTEHCUBHOCTH )KU3HEHHBIX IIPOSIBJIEHUH,
o6paTUMCA K TOM UX TpaHH, KOTOPYI0 MOX-
HO 0603HAYUTH IIOHATUEM POMAHMUHECKULL
anmysuasam. CJI0Ba JHMy3UasM, sHmysuacm,
aHmMy3suacmu4eckKull — 13 JIeKCUKOHa CaMUX
POMaHTHKOB (K IpuMepy, lopmaH uMeHyeT
9HTY3UaCTaMHU CBOUX JledTeJIbHBIX, TBOpYe-
CKHU MHUITMATHUBHEIX I'epOEeB).

1 poMaHTHK, KOTOPBIH TaK OCTPO YyB-
CTBOBAJI HECOBEPIIEHCTBO MHpa H Tpa-
THU3M KU3HH, B KaKHe-TO MOMEHTHI CBOET0

CYLLleCTBOBAHUS MOT UCIIBITHIBATH I10/14ac
HeBEPOsITHOE BOOAYIIIEeBJIeHUE, IIOBEM, TO-
peHUe. ITO COCTOTHUE PYCCKUM 1103T IIémp
Bsizemckuit (1792-1878) onpeesss CTpo-
KOH «H jcums moponumcs, u wy8Cmeosamb
cnewum» (CTUXOTBOpeHUe «IIepBhIii CHEr»,
1819).

Ecay BCymaTbCsl B XOPOIIIO 3HAKOMYIO
HaM My3bIKy VBepTIOpBI K ollepe Muxau-
aa I'nunku «PyciaH u JTrogmuaa» (1842),
TO B eé OCHOBHOM TeMaTH3Me IIpPe/ICTaéT
MaciuTabHbIN 06pas Poccuu, HaxopIencs
B OYpPHOM [BI)KeHUHM, KakK Obl Ha B3JIETe.
To, uto 3agymeiBa [1éTp Besmkuii crosie-
THe Hasa[, mmocjae OTeyeCTBEHHOM BOMHBI
1812 ropa craso peajJlbHOCTHH — CTpaHa
BO BCeyCJIBbIIIIaHMe 3asgBUJIa O cebe Ha MU-
poBO#1 apeHe. [JIMHKe IIPeBOCXOLHO y[a-
JIOCh IlepefjaTh 3TO «Jep>KaBHOe» OIlyllle-
HUe, 4TO CJeJIajI0 YBEPTIOPY 10 U3BECTHOU
CTelleHM BU3UTHOMN KapTO4YKou Poccuu.
U1 9yBCTBYyeTCs, UTO JeUCTBUE IIPOUCXOAUT
Ha I'PaHJHO3HBIX IIPOCTPAHCTBAaX (IIHPB,
IIPUBOJIbE, IIPOCTOPHI OTPOMHOM CTPaHBI).

HTaK, poMaHTHUYeCKUU 9HTY3HUa3M — 3TO
6opoe BO3OYyKAeHHUE, CTPAaCTHAas >KaKaa
IesITeJIbHOCTH, 3aXBaThIBAIOIIlee BOOYIIIEB-
JleHUe )KU3HEeHHOUN aKTUBHOCTH, OypJIsias
9Heprus, U36bITOK CUJI. CTOUT BCIIOMHUTH
OTPBIBOK M3 IIYIIKWHCKOM 1103MHI «IlosTa-
Ba» (1828), rae Bce mof00HbBIE OIYIIEHUS
II0/IAI0TCS B ClellupUUeCcKH 6aTaJbHOM
BapuaHTe: «H epaHya 60l, IToamasckuil
601! // B 02He, n0d 2padom pacKanéHHbIM, //
CmeHoll Jcu8or ompadxcéHHuM, // Had nao-
wum cmpoem cgexcuili cmpoil // IlImeiku
cmuikaem. <...> // IIlged, pycckuili — Kosiem,
pyoum, pexcem. // boli 6apabaHHblll, KAUKU,
CKpedicem, // Ipom nyuiek, monom, picaHwe,
CMOH, // U cmepmb U ad CO 8Cex CMOpOH».
Ecim BayMaThcsl, TO KapTHHA KpoBaBad,
HO 3TO IIpaBefHOe II060OUIIe, CBI3aHHOE
¢ 3amuToy OTtedecTBa. [IoTOoMy Tak 3BOH-
KO, C TAKUM 3a/I0pOM U BOOJYyIIIeBJIeHUEM
3BYUYMT IIYLIKUHCKUHN CTUX.

[Io-cBOEMY, C COBepIIEHHO O0COOBIM
«HepBOM» U HAIIOPOM IlepefaBajl dHep-
TUI0 BpeMeHU UTaJIbIHCKUN KOMIIO3UTOP
JbtcoakkiiHo PoccliHu (1792-1868). B ero
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TBOpPUYECTBe MHPOBas KOMHYeCcKasl orepa
IOCTUIJIA CBOUX BEPIIUH (BBICIIIEE 3aBO-
eBaHHe — «CeBHWJIBCKHU IUPIOJIBHUKY,
1816). To 6bLIN BEPIIWHEI KaK B OTHOIIIe-
HUU COOCTBEHHO KOMEJUMHOCTH, a TaKXKe
TeaTpaJIbHOCTH, MeJIOTUYeCKOT0 60raTCcTBa,
MEeTKOCTH U OCTPOYMHSI XapaKTepPUCTHUK,
TaK U B IUIaHe JUHAMH3Ma, KOTOPHIN BBLIU-
BaJICsI OYKBAJIbHO B «BYJIKaH» YKU3HEHHOTO
IBYDKEHUSI C er0 HEBEPOATHO yYalllé HHBIM
IIyJIbCOM.

OfHOM U3 MHOTOYUCIeHHBIX UJIJIFOCTPa-
ITUH 3TOTO0 MOYKeT CJIY>KUTh KBHHTETTHHO
(MaJIeHbKHUM KBUHTET, TO €CTh aHCaM0JIb
IJIS IISITU I1eBIIOB) U3 OIlephl «30JIyLIKa»
(1817). 3mech BCE THUIIMYHO [AJII BUPTYO3-
HeHIero myuchbMa KOMIIO3UTOpPa: HEOOHI-
yalHas >KUBOCTb U CTPEMUTEJIbHOCTD,
CIIpeccOBaHHas COOBITUMHOCTD U 3aXBaThl-
BawIlMe, Hey/lep>KUMble POCCHHUEBCKUE
crescendi (IMHaMH4YeCKHe HarHeTaHUS)
— He CJIy4aliHO KOMIIO3UTOpa UMeHOBaId
«TOCITOIUH crescendo».

Kak MO0>XHO OBIJIO IIOYYBCTBOBATh
B IIpeJIIeCTBYIOIIEM H3JI0KEHUH, POMaH-
TUYeCKUU 9HTY3Wa3M HepasphIBHO CBS-
3aH C HaCTPOEHHOCThHI He TOJIBKO CBeT-
JIOH, HO U OTKPBITO PaJOCTHONH. 3BYUYHOH
$opMOM BhIpaKeHUS PajlOCTH OBITHA CTajla
TaK Ha3blBaeMasd JIErkKas I1033Us, KOTopas
cjlaBUJIa ApPyKO0y, JIF060Bb, BUHO U IIPO-
noBesoBaia «QUI0COPUI0 CUOAPUTCTBAY.
B Poccuu pooHavYaJIbHUKOM 3TOT0 HaIpas-
JeHUs cTtajJ KoHcmanmuH bd mrowkoe
(1787-1855). OfHO U3 ero CTUXOTBOPEHUU
IIOJIyYUJIO OUeHb CUMIITOMAaTUYHOE Ha3Ba-
HUe: «Becésplii yac». B gpyrom («31mu3uii»,
1810; s.u3uill “iIu 3.4uU3UyM B CTAPUHY 3HA-
YMJIO pariCKoe MecCTo, 6J1a’KeHHBIN YTOJI0K)
HaxXO0JUM TaKHe CTPOKHU: «O, noKa 6ecyeHHa
maadocms // He ymuanacs cmpenotl, // Ieti
U3 yawu noHol padocms // H, caugas 2010¢
ceoll // B uac gevepHuil ¢ muxou sitomuetl, //
Cnaeb 6ecnedHOCmMb U 1H0608b!»

Tenepsr BepHEMCSI HEHAMOJITO K TOMY,
C yero Havasnu. Cuja XapakTepoB U CHUJIa
4yBCTB, pasyMeeTcs, Obljla CBOMCTBeHHA
U CaMUM TBOPIIAM Xy/I0’KeCTBEHHOM KYJIb-
TYpHI TeX jieT. 06 3ITOM M0>KHO CYIHUTh II0 CO-
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XpaHUBIIUMCI U3006pakeHUdIM. [[Jis 1osic-
HeHUs oOpaTUMCA K IBYM IIOpTpPeTaM, BhI-
IIOJTHEHHBIM JoiceHom Jleaakpya.

Ero B3BOJIHOBaHHOe, HAaIIpSKEHHOE
II0 TOHYCY HCKYCCTBO IOTpeboBajo KO-
PeHHBIX IIpeocbpasoBaHUU B caMO# OCHO-
Be TeXHUKHU >KUBOIIUCH. [lestaKpya BOILIE
B UCTOPUI0 KaK BBIAIOIIUNICI MacTep Ko-
JIOPUTA, U 3TO He CIy4alHO, II0CKOJIbKY
OH CO3HAaTeJbHO BBIABUHYJ IIp06JeMy
I1BeTa KakK IJIaBHOT'0 BbIPa3UTeJIbHOIO Cpefi-
cTBa. lIBeT nprobpeTaeT y Hero akTUBHOE
9MOIIMOHAJILHOE 3ByYaHUe (HepeaKo roBo-
PAT O CTPACTHOCTHU >KUBOIIHCHOIO S3bIKa
Jlenakpya).

JdTa sKcIpeccus KpacoOuHOTIO CJIOSL eCTh
U B «ABTomoptpere» (1837) — BMecTe
C 9HEePTrUYHbIM Ma3KOM OHa Kak pas U Iie-
pemaér cuiny xapakrepa. To ke CBOMCTBO
XYI0KHUK pacKphIBaeT U Uepes yTBep Kaa-
e€MbIY UM IIPUHITUII II0JTHOU CBOOO/IBI TBOP-
yecTBa.

C 9TOM TOYKH 3peHUs 3[eChb 0O6pamfanT
Ha cebg BHUMaHUe OJIUKU CBeTa, becrops-
IOYHO OpOIlIeHHBIe Ha BOJIOCH! (IIOJOOHO
KpallMHaM CeJUHBbI, KOTOPOM Ha caMOM
IeJsie He 6bLI0). [IOJOOHBIN IITPUX COZEP-
JKUT B cebe U 3JIeMeHT CBOEBOJIVS, Hellpe/I-
CKazyeMoOCTH, a KpoMe Toro (6isaromaps
HeOXKUJaHHOCTH, I1apaZj0KCaJIbHOCTH JaH-
HOTO IIpUéMa), OH BHOCUT B 3pUTeJIbLHOE
BOCIIPUSTHE KapTUHBI TOIIOJTHUTEJIbHOE
HalpsKeHUe.

Kak ¥ mucaTesiei-pOMaHTHUKOB, J>KeHa
Jleakpya BJIeKJIa K cebe CTUXUSA MY3BIKU
— OH He pas IIycaJI IIopTpeThl KOMIIO3UTO-
POB, IIPUYEM ITHCAJI C OUeHb CBOUM, CYyOBb-
eKTHUBHBIM BUleHHeM Mojiesin. Co3qaHHbIN
uM «Iloptpet Illontena» (1838) Bpsx, J1u co-
BIIa/laeT C IPUBBLIYHBIM /IJI HaC IIpefCcTaB-
JIeHHWEeM O BHEIITHOCTU I10JIbCKOT0 KOMIIO-
suTopa. Ilo Bceld BUAMMOCTH, XY 0KHUK
U He CTpeMMIICA K 6e3yCJI0BHOMY IIOPTpPeT-
HOMY CXO/ICTBY, EMY Ba>KHO OBLJIO PACKPBITH
IpaMaTHU4YeCKYI0 HalIpsHKEHHOCTD ero TBOP-
YeCKoro «si». BOT roueMy OH HCII0JIb3YeT 3a-
TEMHEHHYI0 ITIaJIUTPY, «BBITATUBAET» JIUII0
10 BepTUKAaJIY, II0IaéT er0 CTOJIb KPYIIHBIM
IIJIAHOM U BBOJUT pe3KHUe U3JIOMBI JIMHUU.



Epochs of World Artistic Culture

& ICONTI. 2022;(1)

CJI0BHO artesyIMpys K U3BeCTHOMY adpopus-
My «Tam, 20e KOHUArOmMcs €084, Ha4UUHaem-
€L MY3blKa», XyLO0KHUK CTPEMUTCS IIepe-
IaTh 6e3yCJI0BHYIO IIpUYacTHOCTS ITorieHa
K 3TOMy 0Cc060MYy, «becIIpeiIMeTHOMY» BULY
HCKYCCTBa 4yepe3 HEeSICHOCTH KOHTYPOB,
Kak 651 CyMOYPHYIO PacIyIbIBYaTOCTh GOHA,
IIO/IBMDKHBIE CBETOBBIE IIITHA M TPeIlely-
II11e MasKH.

Cuily XapakTepoB U CHJIy 3MOIIMH po-
MaHTHKU CTPEMUIIUCH 3a0CTPUTH BBeJIeHU-
€M UCKJIHYUTEeIbHON CUTyal[iy. CIO)KeTOM
KapTHUHBI QPaHITY3CKOro XyA0o>KHUKa Teo-
dopa >Kepuko (1791-1824) «ILimot “Meny-
3b1”» (1819) cTas JeMCTBUTEJIbHBIN (aKT:
«Menysa» — uMd ¢peraTa, KOTOPBIA 3aTO-
HyJI B 1816 ropny; jiroied, CIacIruxcs Ha ILIo-
Ty, ABeHaAaTh JHeH HOCHUJIO II0 OKeaHy,
IIpeskJe ueM OHU YBHJeJId Ha TOPU30HTE
rapyc KopabJisi, KOTOPBIY B3sLJI UX Ha OOPT.
JKepHuKo, CUUTAIOIUICI POLOHAYAIBHU-
KOM poMaHTH3Ma BO $paHIy3CKOUN KHUBO-
IIUCH, JaéT B 9TON KapTUHEe KOHI[eHTPUPO-
BaHHOe BbIpa’keHHe HOBOTIO XY/ 0’KeCTBEH-
HOTO CTUIA. OH 6epPET TOUKY 3peHHUs CBEPXY,
4TO II03BOJIIeT OXBAaTUThL B3IJIAIOM BCE
IIPOUCXOZAIIee Ha IIJIOTY, U OPraHU3yeT Co-
IIpsDKeHHe IIPOTUBOII0I0KHOCTEHN: CypoBas
IpaBpa (cTporasgt LOCTOBEPHOCTb HU300pa-
JKeHUs JlaJIbHel OT 3pUTess TPYIIIbI-IIU-
paMuzbl) U TeaTpajabHas IPUIOLHATOCTD
(kapTUHHBIN pa3bpoc GUIyp Ha IlepesHeM
IJIaHe I10JI0THA).

Wiy, [omycTuM, fuajeKTUKa IIpoOTHUBO-
peuuBoro IepersieTeHUs CMepTH (CUHeBa
TeJI YMHUPAKIINUX) U IIOPHIBA K )KU3HHU (Te,
KTO IIBITAalOTCA 0O0paTUTHL Ha cebs BHU-
MaHUe NaJIEKOTO IIapyCHUKAa), OTYasIHUSA
U MYy>XeCTBa. B3BOJIHOBaAaHHOCThL YYBCTB
oIpefessieT IOBBIIMIEHHYIO 3KCIIPECCHIO
U COOTBETCTBYIOIIYI0 TUHAMUKY KOMIIO3U-
[[UU C XapaKTepPHOM [JI1 Heé sHEePTUUYHOU
JIETIKOM 00 bEMOB U C HAIIPSOKEHHBIMU KOH-
TpacTaMu cBeTa U TeHU. CTOJIb JKe SIpKO po-
MaHTHUYeCKYyI0 TPaKTOBKY CHUJIbLHBIX CTpa-
CTel, MOPOJKAaeMbIX HCKINYUTeJIbHOU
CUTyal[ueu, HaX0AUM B XpeCTOMAaTUIMHOU
kaptuHe Kapaa Bproaadea (1799-1852)
«ITocnemuunt geHp ITommnen» (1833). 1 eé
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aBTOpP [0 U3BEeCTHOM CTeIeHU CTPeMUJI-
cad LaTh XY/0’KeCTBEHHYK PEKOHCTPYK-
I[UI0 peajIbHOTO COOBITHUA: B 79 rofy H.3.
BO BpeMsd U3Bep>KeHUd Be3yBus, COIIPOBO-
JK[IaBIIIerocs 3eMJyieTpsiCeHHUeM, II0rub ro-
pox IMommeun (mi. 6). XyZ0>KHUK IT0OBIBAJL
Ha ero packKoIKaXxX, U II0JIlyYeHHble TaM
BIleUaTJIeHUs MHOTOe JaJlu eMy B pabore
HaJ| 3TUM OI'POMHBIM I10 CBOUM pasMepam
II0JIOTHOM (B PycCKOM Mysee 0HO 3aHUMa-
eT I[eJIYIO CTeHY).

OOpallieHre K HCTOPUYECKOMY MaTepu-
aJIy II03BOJIUJIO IIOYEePKHYTh MBICJIb O He-
06XOIMOCTH COXPaHATH UYeJ0OBEYHOCTh
U 6JIaTOPO/ICTBO B CaMbIX KPUTUYECKUX 00-
CTOATesIbCTBaX. HecMOTps: HU Ha 4TO, IIpe-
KpacHBbI JIUI]a aHTUYHOTO THUIIA, BEJIUKO-
JIelTHA IJIaCTUKA TeJsl. BO3BBIIIEHHOCTE 06-
PasHOro CTPOs KAPTUHBI HECOMHEHHO HUIET
OT TpagUIUU KyiaccuisMa. Ho aTo pomas-
TU3UPOBAHHBIA KJIACCUIIU3M, U POMaHTH-
4yecKoe 3/iech IIpeBaIupyer.

Tak, BceMepHO IIOJAUYEPKHYT Tparuyve-
CKUU IMHAMU3M IIPOUCXOIAIIEr0: MeuyTCs
B CMSITEHUU U y>Kace JIOAU, pyliaTcd 3/1a-
HUs1, HU3BEPralTCs CO CBOUX IIbeleCTalIoB
craTyu. Ilagoc APpKUX, CUIBHBIX 3MOITUN
IpuobpeTaeT XapaKTepHbIH 111 PoMaHTHS-
Ma KapTUHHO-TeaTpaJbHBIN XapaKTep. ITO
Iepenaércsa pesKMMU KOHTpacTaMU CBeTa
U Mpaka (KpoBaBOe 3apeBO ByJKaHa, MOJI-
HUU B UepHOTe I'PO30BOro Heba), a TakxKe
OYKBaJIbHO FOPAIIIMMU KpacKaMU.

Cpasy ke IepeiiéM K IBJIEHUI0, KOTOpOoe
MO>XHO 0003HAa4YUTh KaK pOMaHTHUYeCKUHN
apTUCTU3M. ICTOKOM 3TOM JIMHUU B PYyCCKOMA
JKUBOIIMCU cJefyeT cuuTaTh «IlopTper
E.B. /laBbI10Ba», HallUCAaHHBLIN Opecmom
Kunpenckum B 1809 roxy. bpat sereHnap-
HOTO repos-naptusaHa OTeueCTBEHHOU
BoMHEI 1812 roga /JleHuca /laBbIfjoBa IIpes-
CTaBJIeH KakK OJIeCTAIUN I'ycapCKUu opu-
Ilep B HapsiAHOM BOEHHOM MYHAHUpe. ITO
rycap, 4To Has3blBaeTcs, [0 KOHYUKOB HOT-
Tel. BCé B HEM [JBIIIIUT OTBarou, ygajiblo,
6paBazoii. HerlpuHyXéHHOCTH 3QGeKTHOMN
1103561 U IIpeobJiajlaHre B KapTHUHe KpacHO-
r'0 I1BeTa TOBOPSAT 00 3NIMKYPENCKUX CKIIOH-
HOCTAX IIepCOHa’ka. JIeTKO IIpe/iII0I0KUTh,



FKOHIL 2022, No 1 @ JTOXU MUPOBOH XYI0)KECTBEHHOU KYIbTYPhI

Ha. 6. K. Bpronnos. «IlocaedHull deHb ITomneur.
1830-1833. Xoacm, macao. 456x651.
T'ocydapcmeeHnylil Pycckuil myseil, CaHkm-ITemep6ype, Poccus

IL 6. Karl Bryullov. “The Last Day of Pompeii.”
1830-1833. Canvas, oil. 456x651 cm.
State Russian Museum, St. Petersburg, Russia
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4TO OH JIMXOM TyJIdKa, Ayllla KOMIIaHUH,
BeCeJIbYaK U yMeeT HaCJIaAUThCA )KU3HBIO.
Ho 3aMeTHM, 4TO IpKOCTh 3THUX YepT OTTe-
HAETC I'PO30BBIM I1eii3akeM — He CTOJIbKO
[T 3a0CTPEHHOM IT0jauu 00pasa, CKOJIbKO
[T IIPUBHECEeHUS ITOATEKCTa IPSALYIIINX HC-
IIBITAaHUU IIpubsIMKaBllelicas OTeueCTBEH-
HOM BOMHEI, KOTJa, lepeppasupys I10CI0-
BUIY, MUHYET II0TeXH Yac U IIPUIET BpeMsa
LleJty.

HacKOJBbKO CUJIBHBIM OBIJIO TATOTE-
HHe K apTUCTUYECKOMY IIpeloHeCeHUI0
Hapy>KHOCTHU peaJbHOIO YeJI0OBeKa, IT0Ka-
spiBaeT «IlopTpet H.B. I'orossa» (Hauaso
1840-X Tro0B), BHIIIOJIHEHHBIN PEJopom
Moanepom.

Kak yIOMHHAaBIIUNICA BBIIIE IIOPTPET
ITonena xuctu /lesakpya He coBIIafaeT
C IIPUBBIYHLIM HAIIUM IIpefCcTaBJIeHUEM
06 06/IMKe KOMIIO3UTOpA, TaK U AaHHAas
KapTHHA JOCTaTOYHO /lajIeKa OT CTepPeoTHII-
HBIX U300pa’keHuH IvcaTesis, BHEITHOCTD
KOTOPOr0 OKAa3bhIBaeTCd 3[eCh JLOBOJIBHO
IPUYKpaIleHHOM.

Tem He MeHee paboTa HeCOMHEHHO
yoayHa, aKIeHTHUpPysd B JUYHOCTU [oro-
JIA He TOJIbKO YYBCTBO HOMOpA, KUBOCTH
U OCTPOTY yMa, HO U TOHKOCThb 4YepT, UX
HeIIOBTOpPUMOe cBoeobOpasue, a TakKxke
TO, YTO OH OTHIOJAb He Yy KAaJicsad 6jecka
U JIOCKA CBETCKOM >XW3HU. M3 mpuMeua-
TeJIbHBIX JleTaJIel Ha 3TOT CYET — IITHPOKUH
6JIMK cBeTa Ha TIaTeJbHO pacyéCaHHBIX
BOJIOCAX U UIMHHAs cepebpsiHasd Ileloyka.

KpynHeHImuM MacTepoM HOPTPETHO-
ro >kaHpa anoxu PomanTusma 6511 Kapa
Bbpronnoe, paboThl KOTOPOTO OTIMYAIOTCI
0COOBIM apTUCTUYECKUM IlapMoM. /[Be
U3 HUX TanyT IIpefcTaBJIeHHe O IIIHUPOoTe
aMILIUTYABl aClIeKTOB B IIPeTBOPEHUU
aTOU 0o6pasHoU rpaHu. «Iloprpet HecTo-
pa KykosabpHuKa» (1836) nsobparkaeT us-
BeCTHOTIO B CBOE BpeMs JIuTepaTopa, KoTo-
pBIH erié 6oJiee OBLT U3BECTEH KaK SIPKUMI
IIpefCcTaBUTeb I1eTepOoyprcKoil 60reMsel.
1 3TO CKBO3UT B KapTHUHe — IlepeJ HaMU
3aB3ATBIU JXXYUDP, IIETOJIb, «HeHa». Ho Xy-
LOKHUK OTMeYaeT y Hero U yM, UpOHUY-
HOCTB, 30PKYI0 HabJ/II0/1aTeJIbHOCTD, a TaK-
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’Ke HECOMHEeHHYVI0 O/1apéHHOCTb, UTO [la-
BaJIo eMy IIpaBo Ha JIpy>KO0y TaKUX e,
Kak ['ytmHKa ¥ caMm bprosioB. IIprHaaIexa-
muu kuctu K. bprossioBa «ABTOIIOpTpET»
(1848) BeuaTsiseT OpraHUYHBIM CHUHTeE-
30M TPYLHOCOEIMHHUMBIX Ka4yeCTB: OH Of-
HOBPEMEHHO U OJIUCTaTeJIbHBIN, U I1y60-
KO OlyXOTBOPEHHBIN. OyXOTBOPEHHOCTH
BbICBeUeHa HaIIPSHKEHHBIMU KOHTPAacTaMU
CBeTa U TeHU, II0AUEPKHYTa 9HEPTUYHBIMU
Ma3KaMH, TaK YTO He OCTaéTCd HUKAKUX
COMHEHUU: U300pakéH yesI0BeK O0JIbIITUX
4yBCTB, CUJILHOT'O yMa. BivcTaTeJbHBIN
apTUCTHU3M HCIIOJIHEHUS COIIpUKacaeTCs
371eChb C IBHBIM apTUCTOKPaTU3MOM, U 3TO
IIPOaKIeHTUPOBAHO TeM, UTO HM300paxe-
HUe IIOMeIeHO B OPUTHMHAJbHYI apKy
paMbl, a 6yaropogHasi 6JiefHOCTH JIHILA
ycuneHa GoHOM (4EpHBIM KOCTIOM, Kpac-
HOe KpecJI0), ¥ obpalaeT Ha ce6s1 BHUMaA-
HUe TOHKas, BbIpasuTeJabHasd pyKa XyL0xX-
HUKa.

Cyns 110 IIpoM3BeNeHUSIM MCKYCCTBA,
apUCTOKpPAaTU3M PYCCKOIO 0OIecTBa 006-
PéJs cBOU 3aKOHUYeHHbIe GOPMBI UMEHHO
B IIepBOi1 11010BUHe XIX BeKa, KOrja Beju-
KOJIEITHO ¥ MHOTOIIJIAHOBO pas3sBepHYJIOCH
BCE, YTO COCTaBJIAJIO CMBICII U CYTh KU3HU
«DOJIBIIIOTO CBETAaY.

UT0o6bl MOYYBCTBOBAThH 39Ty 3PEJIOCTh
U 3aKOHYEHHOCTbH, JOCTAaTOYHO B3IJITHYTH
Ha «IIoprper HaTtaspu HHKOJIaeBHBI
T'onuapoBoii» (1831). AKBapeJsib UCIIOJIHE-
Ha 6paToM Kapsa BprostoBa. AsiekcaHop
Bptronoe 661 U3BECTHBIM apXUTEKTOPOM
(1798-1877), u n3006pakéHHYK Ha 3TOM
IIOpTpeTe MOJXKHO CUMTATh 3@ BBICIIUHI
CTaHZApT BeJIMKOCBETCKOM KpacaBHUIIbI
IYIIKUHCKOIO BpeMeHU (BCKOpe OHa CTa-
HeT KeHOH I103Ta).

B chepe e uCcKyccTBa My3bIKaJILHOIO SIP-
KUM $aKTOM apTHUCTHU3Ma CTaJIO [IOsIBJIEHUE
GUI'ypBI pOMaHTUYECKOr0 BUPTyo03a. IMeH-
HO 3TUM U UMEHHO TOI'/la Ha4ajIoCh BBIIBU-
JKeHHe MY3BbIKaJbHOTO0 UCIIOJIHUTEJLCTBA
B KaueCTBe OT/e/JIbHOM U CIeIuaJIbHOU 06-
JIaCTH Xy[0>KeCTBEHHOI0 TBOPYECTBaA.

JTO KacasoCh IJIaBHBIM 06pasoM coepsrl
HHCTpyMeHTan3Ma (IIpe>ke BCero UCIoJ-



MKOHMU. 2022. Ne 1 @g

JMO0XU MUPOBOH XY07KECTBEHHOMN KYJILTYPHI

HeHMe Ha CKpUIIKe U GOpTeIraHo), a TakKe
OPKeCTPOBOTO JUPHIKUPOBAHMS, B KOTOPOM
KOPEeHHOU I1epeBOpoT IIPOU3BeH J. bepiu-
03 ¥ P. BarHep.

Y HUCTOKOB POMaHTHUYeCKOr0 UCIIOJIHHU-
TeJbCTBA CTOSJI UTAJbIHCKUMN CKpUIlay
U KoMo3utop Hukkono ITazanunu (1782—
1840). MHOrHMe CTOPOHBI CBOEM OIIIeJI0MJIS-
I0Ille BUPTYO03HOM MaHephl OH 3alleyaTJiell
B 24 Kampucax ajs cKpunku solo (1807).
[TaraHUHU CTPEMUJICA IIPOJLEMOHCTPUPO-
BAaTh B HUX OTPOMHBbIe BBIpasuTeJIbHbIE
BO3MOJKHOCTHU 3TOTO IIPeUMYIIeCTBEHHO
O/THOTOJIOCHOT'0 UHCTPYMEHTA.

Kampuc — T0 ’Ke, YTO KaIllpK3: 3STUM Ha-
3BaHHEM aBTOpP XOTeJI II0JYepPKHYThH CBO-
O04HBIU, IPUXOTJIUBLIN XapaKTep Ibec,
IIOPO¥ C YepTaMHU CBOEBOJILHOM BBIAYMKU
U IUKaHTHOCTHU. TakoBa 6blyIa U pa3HOBU/I-
HOCTBH KOHIIePTHOTO 3THO/a, KOTOPBIA BIIO-
CJIe[ICTBUH IIIUPOKO BOIIIEJI B IIPAKTUKY PO-
MaHTHUYeCKOr0 UCKYyCCTBa KaK KaHp «BBIC-
1LI1eTr0 IUJI0TaKa» (MMEITCS B BULY IIpeXK/e
BCero 3Tw/bI JIvcra u IllomeHa).

HauwmHag c [laraHUHY, BeLyIIIUM Kaue-
CTBOM POMaHTHYeCKOI'0 apTUCTU3Ma CTaHO-
BUTCS BUPTYO3HBIN 6j1eCK. BUPTYO3HOCTH
nozpasymeBasia 6e3ynpedyHoe BJlaJleHUe
TEeXHUKOM CBOET0 UCKYCCTBA, BBICIIIYIO CTe-
IIeHb MacTepcTBa. biieck — aTo IpeesbHas
OTTOUYEHHOCTH 3By4aHUs U TO 0C0O60e Kaue-
CTBO, KOTOPOe B IIMaHW3Me CTaJIkd 0003Ha-
4yaThb TEPMUHOM brillante (B 6yKBaJbHOM
epeBojie C UTAJL. OPUNAUAHMOBO).

BceBO3MOJKHEIe OTTEHKU paccMaTpUBa-
eMOI0 KauecTBa IIUPOKO IIpefCTaBJIeHBI
B HANMCaHHBIX 119 GOpPTENHAHO IIPOU3-
BefeHUsIX Ppudepuka IllonenHa. U emy
Jydllle, 4YeM KOMY-JIHU60 M3 KOMIIO3UTO-
POB, yasI0Ch BOIUIOTUTE TO, YTO SIBJISLIIOCH,
oJKaJIyy, BeICIIed GOpPMOU apTUCTU3IMA
— HMeeTCcd B BUIY AyX apUCTOKpaTHU3Ma.
C 3TO¥ TOUKHU 3peHUs CI'YCTKOM IIOIIeHOB-
CKOTO CTHUJII MOXKHO cuUTaTh PaHTa3H-
10-9KCIIPOMT J10-ihe3 MHHOP op. 66 (1834).
31ech OpraHUYHO COEeUHUIIOCH, Ka3aJI0Ch
651, TpyAHOCOEAUHUMOE. C OHOM CTOPOHBI,
CTpeMUuTeJbHAasd TaHIleBaJbHas IIJIaCTUKA
BaJIbCOBOT'O KPYy’KeHUs1 — JIeTKo, 6JiucTa-
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TeJbHO (TO caMoe brillante!), ¢ ouapoBa-
TeJIbHOM CBeTCKOM HEIIPUHYXAEHHOCTHIO
(B «KeMuyre» Ipaljio3HOro ITMaHUCTHYe-
CKOTO TYIIIé, TO eCTh CII0co6a IIPUKOCHO-
BeHUs K KJIaBUIlIaM QOpTeIllraHo) U Aeiu-
CTBUTEJILHO B XapakTepe 9KCIIpoMTa (Kak
ObI BOJILHOM MUMIIPOBU3AIIUH). A C APYTOHA
CTOPOHBI — BBICOKask OLYXOTBOPEHHOCTH,
II03TUYHOCTH, TOHKOCTh, U3BICKAHHOCTD
U B3BOJIHOBAHHBIM IIOPHIB (HAIIOMHHAas
0 IIPUBOJAUBIIIENCS CTPOKe U3 BszeMcKoro
«H Hcums moponumcs, U 4y8cmeosams cne-
wum»).

OTTOJIKHEMCS OT Ha3BaHUs 3TOrO IIPO-
usBegeHud llloneHa U 06paTUMCA K MUPY
¢aHTasuM, TaK MHOI'O 3HAUMBIIIEH I UC-
KyCCTBa I1epBOH IT0JI0BUHEI XIX Beka. /[Be
IIPUYUHBI BBI3BaJIU €€ pacliBeT: CBOMCTBEH-
Has pOMaHTHKaM IIBLJIKOCTh BOOOparkeHUs
U HeIIpUATHE OKPY KaBIllel UX KU3HU.

OTBepras, Kak UM Ka3aJIoCh, 0eCIIBETHYIO
U IIp03avueCcKyIo pealbHOCTh, OHU CTPEMU-
JIUCh KO BCEMY HEOOBIYHOMY U HeobbIyam-
HOMY. CKa’xeM, Bukmop I''o20 OTKpOBEHHO
IIpU3HaBaJICA, YTO CBOM poMaH «Cobop Ila-
prokckoit boromarepu» (1831) oH co3gaBall
KaK YHCTEUIINN IUIOM «8000padXiCeHUS, Ka-
npusa u gaHmasuu».

JlapoM 6e3yzep>KHOU paHTa3sUU Halessd-
I0TCS ¥ [IepPCOHAKU JINTEePaTYPHBIX IIPOU3-
BeJleHUN. SIpKUU IIpUMep IIperiofHeCceHUs
9TOr0 KauvecTBa B 0ypHOHHOU MeTaMoOp-
¢o3e — XiecTakoB U3 KoMenuu Hukoaasn
TI'ozoaa «PeBusop» (1836), B II0JIHOM Mepe
OIIpPaBABIBAIOIIUU (paMUIINIO, KOTOPYIO JaJl
eMy IIMcaTesb. Yero CTOAT €ro «pyJaabl»
repes IIPOBUHITHAILHOM I1yOJIMKOM B I1eH-
TpaJIbHOM aKTe I1bechl! B pacuéTre Ha Heoc-
BeJJOMJIEHHOCTB IIPOBUHITHMAJIOB X/IeCTaKOB
IIPUITHCBIBaET cebe camMble XOZ0BBIE Belllr
TOTZAlllHero TeaTpPaJIbHOIO pelepryapa:
nbeca bomapite «KeHutsb6a durapo», omne-
psl «PobepT-/IbsiBOI» Meliepbepa u «Hop-
Ma» beJUITUHH.

Ha BoJIHe poMaHTHYeCKON paHTa3uU
B IIepBOU mosioBUHe XIX BeKa BBICOKUM
pacnBeT Ilepe)kusa JeTcKas CKaska. Pac-
IIBeT 3TOT IIOATOTOBUJIH IIPOU3BeleHUS
F'opmaHa — GoJiee Bcero U3BecTHa CKasKa
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«IleJIKYyHUYHK», II0 KOTOPOX YaNKOBCKUU
CO3/1aJI BIIOC/IEICTBUU ONHOUMEHHBIN Oa-
JeT. IlouTu Tor/a JKe IOSIBUJIUCH «/leTcKue
H ceMeiliHble cKa3ku» (1814), cobpan-
Hble HeMeIIKUMHU QUI0JI0TaMU OpaThbIMU
I'pumm (SIko6, 1785-1863, 1 Buibreabm,
1786-1859). O6paboTKa GOJIHLKIOPHOrO Ma-
Tepuasa Oblya CAejlaHa MMH HaCTOJIBKO
HUCKYCHO, UTO COOPHUK CTaJI BBIAAOIIIHUMCSI
JIATepaTypPHBIM [TAMITHUKOM — 06 3TOM I'0-
BOPAT JII0O0OMY 3HAKOMEIe C [eTCTBa Ha3Ba-
HUA: «BOJIK U ceMepo KO3JIAT», «Xpabpblid
IIOPTHSKKa», «bpeMeHCKHe MYy3bIKaHThI»
UT. [

HeckoJIbKO I103/1Hee BBIIBUTaeTCs BeJIU-
KHUH JaTCKUM CKa30uHUK XaHc KpucmuaH
AHOdepcen (1805-1875). Bauskuii MUPY
HapOoJHOI0 TBOPYECTBAa, OH CTPEMUJICH OT-
KPBITH Yy/leCHOE, HeOXKUJaHHOe, I109THY-
HOe B OyZJHUUHBIX IIpeIMeTax U SIBJIeHUSX,
IIPOOYAUTE B AyIllaX 'yMaHHbIe UyBCTBA,
C MATKUM IOMOPOM II0Ka3aTh YeI0OBeUeCcKue
€71a60CTH U IIOPOKHU. B pasIUUYHBIX CBOUX
IPaHsaX 3TH yCTPeMJIEHUsI CaMOOYeBUIHBI
B TaKUX CKasKaX, KaK «CTOMKHUM OJIOBSH-
HBIN COJIIATHUK», «[afKUH YTEHOK», «Pyca-
JIOUKa», «CHe)KHas KopoJsieBa», «HoBoe 1w1a-
The KOPOJIsI».

Ocobyr cTpaHUIly B chepe cKasoy-
HO-QaHTaCTUYeCKOM 0OpasHOCTHU COCTaB-
JIAI0T MHOTOYUCJIeHHEIe CKepIio Peaukca
Mendenvcona (MeHzenbCOH-BapToabaH,
1809-1847). OHU POXAAIT B BOCIIPUATUU
pasHble acconmuanuu: MuUp ¢ei, aabdHoB
U IPYTUX CKa30YHBIX CYIIIECTB, aTMocdepa
NeTCKUX UIP U L1aJI0CTeH, OII09TU3UPOBAaH-
Hasi KpyroBepTh )KU3HHY, €€ IIEcTpasi CyTO0JIO-
Ka U 3abaBHas ToJyes. BriepBble 3TOT MUP
KOMIIO3UTOP OTKPBLI 71 ce0s1 B BOCEMHA/I-
IaTUJIeTHEeM BO3pacTe, KOIja 6yMcTaTesIb-
HO 1e6I0THUPOBaJI YBEPTIOPOU «COH B JIeT-
HIOIO HOYb» (1825).

MHOro0 JIeT CIIyCTd, CO3[aBasi MY3BIKY
K IIIEKCUPOBCKOM KOMEIHU TOI0 >Ke Ha3Ba-
HUS, OH JOIIOJTHUJI 3TO COUMHEHUE PAfoM
HOMEPOB, Cpey KOTOPHIX ecTh U CKepio
(1842), moaTBEpAUBIILIEE HEYBALAEMYIO CBe-
J)KeCTh TaKOro poja MeH[eJbCOHOBCKOM
$aHTasUUHOCTH C e€ IT0PXarollMU pUTMa-
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MU, 3aTeMJIUNBOU UTPOU CUHKOII (IIepe6UBHI
CUJIbHBIX U CJIa0BIX JTOJIEN TaKTa), C eé UC-
Kpslercsa QaKkTypour U pagy>KHbIMU Iiepe-
JIMBaMU COJIHEUHBIX OJIUKOB.

C MurpoM paHTa3UM YacTo COIIPUKACAIACh
U3061eHHasd pOMaHTUKaMU BCEBO3MOXK-
Hasl 9K30THUKa, KOTOPYI OHU OTKPHIBAJIU
B CBOéM IIOMCKe Uy[eCHOTO, CBepKaIoIlero
60raTCTBOM KpacoK MHUpa, IIPOTUBOCTOS-
111er0 CepbIM OYIHAM ITOBCEAHEBHOCTHU. JK-
30TUKOM B UX BOOOpa’keHUU CTaHOBUJIOCH
Lla’ke TO, YTO OHU HaXOU/IU Ha TEPPUTOPUU
BIIOJIHE ITUBUJIM30BaHHOU EBpormbl. Ha-
IIpUMeD, CeBepsiH MaHUJIU I0’KHbIe CTPaHbl
— Hrtanuga v UcniaHud. TOJIBKO YTO YIIO-
MSHYTBINA HeEMEITKUU KOMIIO3UTOP DeuKc
MeHiesIbCOH, aBTOp YeTBépTOoil cumdo-
HuH (1833), KoTOpyro OH Ha3Basx «TalbsaH-
CKOM», IIUIIIeT B OJHOM U3 IuceM: « imaaus
A8UNACL nepedo MHOU Makoil /1acKoeoll,
muxoti, padywHotl,  maKkum pa3uUmsim no-
8CH0O0Y MUPHBLIM 0080/1bCMBOM U 8ECE/1beM,
umo amo u onucams HE803MONCHO».

B TBOpUecTBe pyCCKUX XYA,0)KHUKOB CJI0-
JKUJIOCH I1eJI0e TeyeHUe, II0JyYUBIIIee COOT-
BETCTBYIOIIlee 0003HAUEHUE «UTAJIbSTHCKUMN
’KaHp». OTHa JaHb 3STOMY JKaHpPy ¥ paHHUU
Kapna Bpronnoe. B cBoer UTaJIbIHCKOH Cce-
PUH OH, IIOMUMO BCETO0 IIPOYEeTro, CTPEeMUJICT
II0Kas3aTh I0’KHYI0 IIPUPOAY B pasHoe Bpe-
Ms CYTOK (II006Has Hujiesd B 4YEM-TO IIpej-
BOCXMIIajIa UCKaHUSA UMIIPeCCUOHUCTOB).
OxHa U3 Takux paboT — «ATaabsIHCKUH
noJaeHb» (1827). IIoJIOTHO 9TO 3aCTaBJISIET
BCIIOMHUTH IIPUBOJAUBIIIHECS BEIIIe CJI0Ba
MeHesbcoHa 006 UTanuu («sackoeas, pa-
JYyWHAs... C MUPHBLIM 0080/16cmeom»). Kap-
THHA 3aJIUTa SIPKUM CBETOM, COJIHEUYHEIe
JIyYU IIPOHU3BIBAIOT JIUCTBY, COUHYIO BU-
HOT'PaJHYI0 KUCTh, OJIUKU CBETa CKOJIb3AT
II0 CMYIJIOU KO)Ke UTaJbgHKU. CaMa OHa
I10/laHa YyTh JIU He B pyOEHCOBCKUX TOHAX,
OJIUIIeTBOPSISI U300MIHe U ITI0JTHOKPOBHYIO
PazocCThb OBITUSL.

[TIopTpeTHBIe pabOTHl B paMKaX «HTa-
JIbSTHCKOTO >KaHpa» He B MeHbIIIeN cTelle-
HU TATOTeJIM K IIOAUYEPKHYTOU KOJIOPUT-
HocTu. IIpuHajexaimiad KUcTU Opecma
Kunpenckozo «HeanmoiMTaHCKas JeBOYKa
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c Iwiogamu» (1831), Kak U MHOTHe [pyrue
KapTHUHBL 3TOT0 BBIJAIOIIETOCSa XYLO0KHU-
Ka-pOMaHTHKa, obpalaeT Ha ce6d BHUMa-
HHe MHTEeHCHUBHOCTBHIO I[BETOBOIO CTPO4,
MaKCHUMaJIBHO SPKO IlepefaBasi >KI'y4yIO
KpacoTy I0OHOH FoyKaHKH. Tak >xe IpKo pyc-
CKHI MacTep IOLAaéT U eé KpPaCcOUYHBIN KO-
CTIOM, BBIfIeJIs B KaueCTBe 3K30TUYeCKOU
IeTajJu HeOOBIYHO IIOBA3aHHBIN IIJIATOK.
Bcé aTo 1mipencTaéT Ha GoOHE MOPCKOTO IIPO-
CTOpa C JaJIEKUM I1apyCcoM, YTO HaIllOMHHa-
eT JIEePMOHTOBCKOe «besieem napyc 0OuHo-
Kuti // B mymane mops 2osty6om!..»

Ho BepHémcsa B Poccuro, 4T0o6BI 06pa-
TUTHCA K ABJIEHUIO, KOTOPOE 10 U3BECTHOM
CTeIleHH IIPOTHBOCTOSIJI0O POMAaHTH3MY.
C TOYKH 3peHHs MeToJa XyA0’KeCTBeHHO-
0 TBOpPYeCTBa B TaKUX CIydasX 0OBIYHO
TOBOPAT O peajIMCTUYeCKOM HallpaBJIEeHUH,
KOTOpOe B I1epBoH 11osioBUHe XIX Beka pas-
BHUBAJIOCh HapAAy C IJIaBEHCTBYIOIIHUM PO-
MaHTHU3MOM.

HcKycCcTBO HTOAOOHOM OpHeHTaIUuUu
Uy>KIa/I0Ch UCKIIYHTE/IbHBIX XapaKTepoB
U CUTYyaIluH, CTPEMUJIOCH 3aIIleYaT/IeTh IIPH-
BBIYHOE, [IOBCEJHEBHOE B €ro eCTeCTBeH-
HBIX KOHTypax. YT0ObI KOHKPeTU3UPOBAaTh
CYyTh pasIMYHH, COIIOCTaBHUM [Ba IIOPTpe-
Ta IlyImkuHa — 06a BBIIIOJIHEHBI B OJHOM
U TOM >Ke 1827 roty 1 06a OTHOCATCS K YHC-
Jly HauboJiee U3BeCTHBIX IIPUKU3HEHHBIX
U300pa’keHUH 1103Ta.

ITopTpetr xuctTu Opecma KunpeHcKo20
(11. 7) BOCXUIIAaJI COBPEMEHHUKOB. Xy/10K-
HUK IIPUBHOCUT B U300pakeHHe OTTEHOK
MeuTaTeJbHOCTH: B30pP, YCTPeMJIEHHBIN
BJasb (6JIM3KO K TOMY, UTO KOIZa-TO eMy
TaK yJaJIoCh B IIOPTPeTe MOJIOL0ro JKyKOB-
CKOro0). 1 ri1aBHOe — aKI[eHTUPYeT poMaH-
THYECKYIO IIPUIIOAHATOCTE. 3[1eCh 1 TpaIu-
IIMOHHAs I103a I109TOB (PYKH, CKPeIéHHEIe
Ha TPpyAH), U TPaSUILIMOHHBIA aTpUOYT UX
HCcKyccTBa (CTaTyaTKa aHTUYHOU MY3HI
C JIUPOU B pyKax), U 4yepThl OAMPOHU3-
Ma, XOTS U CMATYEHHEIE (IIpU 3TOM CBOIO
CMBICJIOBYIO HAarpy3Ky HeCET TakKasd JeTallb,
Kak II0TJIaHACKUU IUIe[] Ha IIeye).

ITopTpet Bacuaus TponuHUHAa HAIITUCAaH
B ToM ke 1827 rozny, HO IIyIIIKUH KakeTCsa
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3ech cTaplie II0 BO3pacTy, YeJ0BeueCKH
6oJiee 3pesbIM U ITTyOOKKUM. B cpaBHeHUH
¢ paboTou KunpeHCKOro, B 3TOM H306pake-
HUU OIIYTUMO O0JIbIlle BHYTPeHHEM sHep-
TAH, OJTHAKO II03T JIEPXKUT eé B TBEPIBIX
paMKax MHTeJUIeKTyaJlbHOU JUCIIUILINHBI
(>KeCT COMKHYTHIX I1ajblleB PyKH). Hema-
JIOBa’KHA M TaKas IOAPOOHOCTE: IIyIIKUH
OJleT B IOMAIITHUM XasaT, TO eCTb CHUMa-
eTCs POMaHTHU3UPYIOIas IIPUIIOHATOCTD,
U BCE COCpeZ0TOYEHO Ha Ilepejayde CyTH,
CKOHIIEHTPUPOBAaHHOM B 00IIleM O00JIHKe
1103Ta, KOTOPBIM HAaXOAUTCSI B COCTOSTHUU
TOTOBHOCTHU K TBOPUYECKOMY JIeTHUIO.

C HauOOJIbIIIEeN HACTOMYUBOCTHIO U I1e-
JIeYCTPEeMJIEHHOCTBIO IIPUHITUIILL peasu-
CTUYECKOro II0[X0/ia YTBep>XAasl B pyc-
CKOM MCKYCCTBe 3TOTO BpeMeHU A.iek-
ceil BeneuuaHnoes (1780-1847), KOTOpPHIH
He TOJILKO JJI1 PYCCKOM, HO U 11 MUPO-
BOM JKUBOIIMCHU IIePBBIM II0-HACTOAIEMY
U MHOTOI'PAaHHO PacKpbLI KPeCThIHCKYIO
TeMy. CTpeMsaCh K MaKCUMaJILHOM IIpaB-
OUBOCTH, OH ITHCAJI C HATYPHI, B TOM YHCJIe
Ha OTKPBITOM BO3/1yXe (B IIPOTHUBOII0JIOXK-
HOCTb YCTaHOBKAaM AKaJIeMUHU XY,07KeCTB,
KoTopasl TpeboBaJia, YTOOBI XyLOKHUKHU
paboTasu TOJIBLKO B MacTepckoi). U caMma
ero IajJuTpa TAroreeT K 06 beKTUBHOCTHU
— B HeH Ipeo6JialaloT MATKHeE, CIIOKOM-
HBIe TOHA.

B obOmupHOM rajepee cos3fgaHHBIX Be-
HeIllMaHOBBIM THUIIaKell 0C06eHHO BBIpa-
3UTeJIbHBI 060pa3bl MOJIOABIX KPEeCThSIHOK.
B xapTuHe «/leByliKa B 1IiaTke» (1830-e)
OH SIBHO JII00yeTCs CBOeM MOJesIbIo, IIepe-
ZlaBasi OuapoBaHUe MOJIOJOCTH U KPaCOThI
yepe3 MacCTepCKyK OOPHUCOBKY MSITKOIO
PYMsHIIa, IIEJKOBHUCTBIX BOJIOC, TOJIY-
6M3HBI OOJIBIIUX IJIa3, IIpesIeCTH JIETKOHN
YJIBIOKH, TPOHYBIIIEN YepThl MUJIOBUHO-
ro yiirta. OueHb BakKHa U CJIeyIOIas fie-
TaJb: KPeCThIHCKUU IIJIaTOK HabpollleH
TakK, YTO CMOTPUTCA IparoleHHbIM y60-
pom.

OxHa U3 caMbIX TJIyOOKUX U IIPOHUKHO-
BEHHLBIX paboT Xy[0KHUKA — «/leByllIKa
¢ BacuiabKamMmu» (1830-e). Cupdaiias Kpe-
CTbsgHKa M300pakeHa Ha $OHe MPAUYHOTO
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Ha. 7. O. KunpeHckuil. «ITopmpem A.C. IlywKuHa».
1827. Xoncm, macno. 63x54.
T'ocyoapcmeenHas Tpembakosckas eanepes, Mockea, Poccus

IL 7. Orest Kipryensky. “The Portrait of Alexander S. Pushkin.”
1827. Canvas, oil. 63x54 cm.
State Tretyakov Gallery, Moscow, Russia
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CyMpaka TsDKEJI0ro Heba, YTO CUMBOJIU3HU-
pyeT BeuHOe HeHacThbe U 6eCIIpOCBETHOCTD
pyccKoM xusHU. )KeHcKasd ¢urypa BbIpac-
TaeT U3 3TOro GoHa, KaK «/1yu ceema 8 mem-
HOM uapcmee» (Tak H. /[o006poJir060B CKaXkeT
no3xe o KarepuHe us3 mbecebl A. OCTpPOB-
ckoro «I'posa»). [loguépkHyTa IIpepeabHas
CKPOMHOCTS eé 00JIMKa, B KOTOPOM HeT HU-
4ero BHeIITHero, I1okasHoro. Ha xosieHAX
y IeBYIIKH BOPOX II0JIEBBHIX IIBETOB — BOT
Ta KPOXOTHAaA TOJIMKA CBETJIOr0, II03TUYHO-
T0, UTO OTIIYII[eHO Ha eé [0JIk0.

U1 oHa, yToMIéHHast 6eCKOHEeUYHBIMU 3a-
6oTamy, 3a[yMUUBO YPOHUJIA PYKU Ha I1Be-
ThI — TepIleJInBasd, TUXasd, 6e3oTBeTHas. He
9TO JIM CaMOe COKPOBEHHOe U IJIyOHMHHOe
B HaType PYCCKOH KEeHIITUHEI?!

3aBepiiasg IIPOCMOTP «KapTUHHOU ra-
Jepeu» 3110Xu PomMaHTHU3Ma, 06paTUMCA
K IJIaBHOMY TPYyAy Asekcanopa HedHoO-
ea (1796-1858) «SIB1eHue Xpucra Hapo-
ay» (. 8). CrooKeT KapTUHBI IIPOUYUTHI-
BaeTcqd 6e3 TpyZha: mosgBiaeHHe Meccuu
repez JIOAbMHU, IPUHUMAKIIUMU Kpellie-
Hue B Bojax MoppaHa, korga MoaHH Kpe-
CTUTeJIb OOpalaeT B30PHI JH0Jel K IIPU-
6rokaromeMycsa Mucycy. OqHAKO 3a 3TUM
JIETKO BOCIIPHHUMAaeMBIM eBaHTIeJIbCKUM
CIO’KETOM CTOMT BBICOKas 0606IaroIas
unesd. MHOTOHaCeJIEHHOCTD II0JIOTHA OJIU-
eTBOpsieT co60M o6pas yesoBeUyeCcTBA
B I1eJIoM. 1 MBI BUJMM BCEBO3MOJKHEIE
peaxIvy Ha COOBITHE: OT OXKHUIaHUA UyZa
[0 CKeIlCHCa ¥ HaCMeIIKH, cTpaxa ¥ pac-
TepPsIHHOCTH, OT TOTOBHOCTH IIOBEPUTH
II0 II0JTHOTO PaBHOIYIIIHA.

['71aBHBIN BEKTOP 06PHCOBAHHOIO Jieii-
CTBa CBs3aH C IIPHU3BIBOM IIOJHATHCH
HaJ[ «CyeTOM CcyeT» OOBIYHOTO UesIOBeue-
CKOTI'0 CYIIleCTBOBAaHUA K >KU3HU 3HAYU-
TeJIbHOM, [YXOBHO HAIIOJIHEHHOM, JIJI YeTro
U OCYIIeCTBJISEeTCHd aKT OMOBEHUs, IIPHU-
3BaHHBIM OYUCTUTH QYIIIHU.

ITOT BBIJAIOIIUICA TaMITHUK PYCCKOH
JKUBOIIMCH, CBSA3aHHBINA C IJIYOMHHBIM
OCMBICJIEHUEeM OBITHUS M BBIIIOJHEHHBIN
B 00bEeKTHUBHO-CIep>KaHHOM MaHepe, Ha-
IeJIEH o0IeuesloBeYeCKUM 3BYYaHHEM,
4TO CTaAJI0 BOSMOXKHBIM OJiaroziapsi omope
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Ha BCEOXBaTHBIN XY/I0KeCTBEHHBIHN OIIBIT.
lelicTBUTeJIbHO, IBAHOB CHUHTe3UpYeT
3/1eCh IIPUHITUIIBI KJIaCCUI3Ma U 3aBOeBa-
HUS POMaHTHYeCKOr0 UCKYCCTBA, & TaKXKe
B U3BECTHOU Mepe IIpo3peBaeT TOPU30HTHI
CJIeIYIOIero MCTOPHUYECKOIO IIepruoja.

[leJ10 B TOM, UTO IIlepes HAMH — ILIO[,
IBaAaTUIeTHel paboThl, HayaTOU B 1837
U 3aKOHYEHHOU B 1857 rofy, To eCTh KOrzja eé
aBTOP y’Ke IIepelaryHyJj BO BTOPYIO II0JIOBU-
Hy XIX cTrosteTus. PasymeeTcs, Kak ObI KapTH-
Ha HU ObljIa BeJIMKa I10 pasMepaM (B TpeTbs-
KOBCKOH rajiepee B MOCKBe OHa 3aHHUMaeT
IIeJIyX0 CTeHY), Bps[ JIA TeHHaJIbHOMY XY-
[I0’KHUKY II0HaJ06MI0CH OBI CTOJILKO BpeMe-
HU 14 eé 3aBepleHus. OJHAKO BbICOYAU-
I1as1 0OTBETCTBEHHOCTH 110 OTHOIIIEHUIO K U3-
O6paHHOU TeMe II00yUJIa €r0 BBHIIIOJIHUTh
MHO>KeCTBO IIOATOTOBUTEJbHBIX 3THOZO0B.
JTIOABI 3TH 00JIaJaI0T CAMOCTOSATEIbHOM,
IIPUTOM 4Ype3BBIYAMHO OOJIBIIION Xy[0XKe-
CTBEHHOMU IIeHHOCTBI0. B34Th [UI1 IpuMepa
«'o10By MasipuuKa». OCTpoTa U pejbed-
HOCTBb PUCYHKA, TOHKAas ¥ TOYHAas I1BeTOBas
IaJIUTpPa, II03BOJIAI0IAd IlepeaTh HaTypy
BO BCeU eé >KU3HEHHO JJOCTOBEPHOCTH, 00e-
CIIeYIIN COBEPILIEHHO 6eCII0Of00HY0 BhIpa-
3UTEeJIbHOCTb.

Wnu ppyro# ston — «I'oroBa HoaHHa
KpecTureis», 11eHTpaJbHOI0 IIepCOHa-
’Ka KapTHHBI, BEIPAXKAIOIIero eé BeAyIIyIo
uzero. B ero o6iMKe BBIJleJIeHBI CYPOBBIH
aCKeTH3M U CUJIa YOerKeHUus — Ilepef HaMU
BJIOXHOBEHHBIN IIPOPOK, OJIUIIEeTBOPSIO-
IMUP cO60M HpaBCTBEHHBIU HUMIIEPATUB,
TO eCTh BEBICIIIEee BeJleHHe [ayXa. FIBAHOB
HUCKaJI B 3TOM JIMKe BO3MOJXXKHOCTH BBIpa-
JKeHUs BCeyesl0BeYeCKoro Hayvasa. IIporo-
THUIIBI [IJIs1 HETO U JUIS PYTUX IIepCOHa)Kek
CBOEro «Ha/JBpeMeHHOI0» II0JI0THA OH Ha-
11és1 B tasuy, rie IpoBés1 60 JIbIITYI0 4YaCTh
JKU3HU, U IIPOBEJI, KOHEYHO Ke, II0 IIpU-
YHUHEe CBOEro BHYTPEHHEro yCTpeMJIeHUs
K «B€YHBIM» BOIIPOCAM MHUPO3TaHUs.

3aBeplrasg pacCMOTpeHHe peauCTH-
YeCKUX YCTPeMJIEHUH, COCTABJIABIINUX OII-
IIO3UIUI0 K IJIaBEHCTBYIOII[EMY MaCCHUBY
POMaHTHUYeCKOIO0 HCKYCCTBa, 3aMeTHM,
YTO TATOTeHHe K 60jiee 00BbEKTUBHOMY
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Han. 8. A. HeaHos. «JeaeHue Xpucma Hapooy».
1837-1857. Xoacm, macao. 540x750.
TI'ocyoapcmeenHas Tpembakosckas eanepes, Mockea, Poccus

I1. 8. Alexander Ivanov
“The Appearance of Christ before the People”.
1837-1857. Canvas, oil. 540x750 cm.
State Tretyakov Gallery, Moscow, Russia
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JMO0XU MUPOBOH XY07KECTBEHHOMN KYJILTYPHI

U YpaBHOBEIIIEHHOMY B3IJIAAy Ha MUp 0Jia-
TrO/IaTHYIO /151 ce0s II0YBY HAaXOAWUJIO B Ha-
POSHOM KU3HU.

[Ipx 3TOM CUMIITOMaTHUYHO, YTO B IIep-
BOM mosioBUHe XIX Beka caM HapoJ Hayu-
HaeT BBIIBUTaTh TBOPIIOB UCKYCCTBa He-
IIOCpe[CTBEHHO U3 CBOeU cpennl. IIpexxne
BCero 3TO KacasoCh II03TOB.

Bo ®paHIu TakuM 1103TOM ObLI ITbep
2KaH Bepanoicé (1780-1857), TOBOPUBIIUUA
o0 cebe: «<Hapod — mos my3a. Moti 8Kyc u 1 —
Mbl U3 HAPOOHbBLX Macc». B. beauHckuil do-
6asusn Kk amomy: «HapoOdHwlil noam — mom,
KOmopoz2o 8ecb Hapoo 3Haem, Kak 3Haem
PpaHyus ceoezo bepaHice». BbIopaB caMblid
IOIYJISPHBIN U NOCTYIIHBIN JIIOIIM KaHpP
— IIeCHI0, OH IOIHSJI 3Ty QOJILKIOPHYIO
¢opMy Ha BBICOTY IIpodeCcCHOHaJIbHOI0
HucKyccTBa. Ero sr06MMBIN repoii — IIPOoCTO-
JIIOUH, U OT eT0 UMeHU bepaHXe c ILIe-
6eliCKOM IIPIMOTON U TEePIIKUM IOMOPOM
U3BACHAETCI Ha «3J100y IHsI», 4aCTO B OYH-
TapCKOM IIPOTUBOCTOSHUHU KO BJIACTh UMY-
IITUM.

B Poccuu TOro BpeMeHHU IIOJAJIMHHO Ha-
POIHBIM I103TOM ObLT Asekceil Koavuoe
(1809-1842). Kak u y BeHerinaHOBa, CyTh
ero TBOpYecTBa — II033US KPECTbIHCKOIO0
TpyAa " 6bITa. Ho ecsiv BeHeriuaHoB, 6yay-
YU XYJ0KHUKOM-MHTEJ/IJIUTeHTOM, IIPUIIIE]T
K 9TOM TeMe «H3BHe», TO KoJIbI[0B 3HAJ eé
«U3HYTPU» U BOCCO3JaBaJl MOTUBEI Jlepe-
BEHCKOU >KM3HU B COOTBETCTBYIOIUX el
¢$oIBbKIOPHBIX popmax. [1o cBOel II03THKe
OHU 4Ype3BBIYAMHO OJIM3KU K HAapPOJHBIM
IIPOTOTHUIIAM, U 3TO OJJHA U3 IIPUYUH, 110 KO-
TOPOY MHOTHUE eT0 CTUXU OBLIU I10JI07KEHEI
Ha MY3bIKy. EMy BIlepBBIe B PYCCKOH I103-
3UMU y[aJoCh IlepesaTh MUPOOIYIleHUe
KpecTbIHUHA, IIIUPOTY €ro HaTyphbl, TOCKY
110 BOJIE.

[Tog06HOe BOCIIpUHUMAaeTCsd KaK UCKOH-
HO HaIlMOHAJIbHOE: 3BYYHBIH CJIOT, KpaTKas
CTPOKa C yIIPYTUM PUTMOM, 6eJIbIi (6e3pud-
MEeHHBII) U 0UeHb pacleBHbINM CTUX. BOT I10-
yeMy ceslaHHOe KoJIbIT0BBIM CTaJjIo UCTO-
KOM OO0JIBIIION TPaJUITUU B 0TeUeCTBEHHOM!
cJoBecHocTH — HekpacoB, EceHuH, TBap-
ITOBCKHMU...
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[Tpu HeMaJIo¥ CBOEM 3HAYMMOCTH, «IIO-
93Ud peaJbHOCTU», 0 KOTOPOH IIlJIa Peyb,
HaxoJuIach, TeM He MeHee, Ha Ilepudepuu
HCKYCCTBAa I1epBOM IM0JIOBUHEI XIX Beka —
3aHATH Befyllre MO3UIIMH el IIPe/iCTOsIO0
BO BTOPOM IIOJIOBUHE CTOJIETHS, B 3IIOXY
I[TocTpomaHTH3Ma. A II0Ka IJIaBHOe, Maru-
CTpaJIbHOE HMCXOJHJIO M3 CBOMCTB pPOMAaH-
THYECKOM HATYPhl, U HATypa 3Ta BBIIBUHY-
Jia CBOE, TIIy60KO OpUTHHAJILHOE BHIEHUE
MUpa U 4yeJI0BeKa.

OHa U3 rpaHed 3TOTO BHIeHUS ObLia
CBsI3aHa C Ujeel )KU3HEHHOro nyTu. CBoé
KOHIIeHTPUPOBAaHHOE BBIpa’kKeHHe OHa
IIOJIly4uja B MY3BIKAaJbHOM HCKYCCTBe.
My3bIKa C €€ YHHKaJIbHBEIMHU BO3MO>KHOCTS-
MU 0600IIEHHOr0 IT0Ka3a ObITUMHBIX IIPO-
I1eCCOB BOCCO3/1aBaJjia B 3BYKaX HACTOSAIIYIO
II0BECTh 0 )KU3HHU C €€ 3a60TaMU, TpeBOJIHe-
HUSAMH, JpaMaTHYeCKHMMHU CTOJIKHOBEHU-
MU U peJKUMHU OCTPOBKAMH ITI0KO, TyIIIeB-
HoOM oTpazbl. [IpuMeyaTesIbHBIN BapUaHT
9TOM IIOBECTHU — [ABHJKEHHEe OJWHOKOIO
IIyTHHUKA CKBO3b MIJIY U TyMaHBLI KHU3HH,
BCEYaCHO I'Po3dlledl yaapaMHU CyAbObL. ITOT
BapHaHT HaCTOMYMUBee IPYIUX pa3pabaThl-
BasI dpaHuy Illy6epm, 1yis1 KOTOPOIO OUYeHb
CUMBOJIMYEH 3aroJI0BOK €ro BOKAaJbHOTIO
ITUKJIa «3SUMHUMI IIyTh» (1827), a XpecToMa-
TUMHBIM BOILJIOIeHHUEM I10106HOM 06pas-
HOCTH MOXXKHO cuuTaTh I yacTh BocbMoi
CMMGOHMH, U3BECTHOM II0J Ha3BaHHUEM
«HeokoHUYeHHAas».

Bcé, y yero ectb HavaJjio, HeU36eXHO
HMeeT U CBOE 3aBepllleHHe. ECTeCTBeHHO,
KacaJsoch 3TO M 3a110Xu PomaHTH3Ma. Eé uc-
XOJ, HAUMHAaJICA C caMopa3BeHUYaHud. IIpu-
4EéM IIPOXO/IMJI0 OHO B HECKOJIbKO BOJIH. Ka-
JKJ10€e IIOKOJIEHHe POMaHTHKOB Yallle BCEro
IIOBTOPSJIO IIPUMEPHO OJHY U TY 7K€ 3BOJIIO-
IIMOHHYIO KPUBYIO: OBICTPBIN B3JIET, SpKas
BCIIBIIIIKA POMaHTHYECKOM HaCTPOEHHOCTH,
a 3aTeM CIajJ U CBEPTHIBaHHE POMaHTHUYe-
CKHUX «IIpOrpaMM».

Tpamuityio 3Ty OTKPBLIO IIepBOe II0KO-
JIeHHe POMaHTHUKOB BO IJiaBe ¢ batlipoHom.
OH ymMmep B 1824 ropy, Korga srnoxe PomaH-
TH3Ma IIPeJICTOSAIO CYIIeCTBOBATH eIIlé 0KO-
JIO YeTBepTH BeKa. TeM He MeHee eé Jiuzep
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B IIOC/Ie{HUE TOZbI CBOEU YKU3HU BO MHOI'OM
OTXOAUT OT pOMaHTHU3Ma U TOH ero UIIoCTa-
CH, KOTOpasi IIOJIyYmriia UM 6atipoHU3M, pes-
KO OCy’KJjasi HallpaBJIEHHOCTb CBOEI0 TBOP-
JecTBa IpeXHUX JeT («f codelicmeosan
nopue obuiecmeeHHo20 8Kyca», — b6e3ica-
A0CMHO budyem oH cebs). B cBOEM moce/I-
HeM IIPOK3BeJIeHUH, CTUXOTBOPHOM pOMaHe
«JloH XyaH» (1824), baipoH OTKPOBEHHO
BBICMeNBaeT TaKyUe IIPU3HAaKU POMaHTU3-
Ma, KaK BOCTOP>KEHHOCTb U 3K3aJIbTallUs.
BOT ero 1HBIN Iepoi, BEIHYKEHHBIN I10-
KUHYTH lcliaHW10, TOPHKO IIJTa4YeT O CBOEU
IIePBOU «I1aCCUH» — U yrKe 3/1eCh JIETKO I10-
YyBCTBOBaTh HaCMEIIJIMNBYI0 UPOHUIO U SIB-
HOe CHIKeHUe obpasa. [lajbliie — 60JIbIIIe.
ITaTeTuKy obpaieHuil JloH JKyaHa K II0He-
BOJIe IIOKUHYTOM BO3/II00JIEHHOM I103T OYK-
BaJIbHO YHUYTOKaeT GU3UO0JIOTU3MOM €ro
peakIuii Ha MOPCKYI0 KauKy: «[IpoK.ismble
mosuku!l.. K mebe 83v18aro umeHem Ipomal»
// Ho npepgasa e2o ci08a mym... pgoma.

Ha 3aBepIaroiieM oTpesKe )KUSHEHHOMU
TpPaeKTOPUU K POMaHTHUKaM 4acTO IIPUXO0-
IIUJI0O CBOEr0 pojia OTpe3BJIeHUe, a C HUM
U yCIIOKOeHHe fyxa. Muxauna JlepmoHmos
B CTUXOTBOPeHUU «JIFOOMJI U 51 B OBLIbIE
rogsl...» (1841), mepeyucjauB OypHEIE PO-
MaHTHYeCKUe IIPUCTPaCTHU IPEXKHUX JIEeT,
yBepsieT (U 3TO TOBOPUT aBTOP «/leMOoHa»!):
«/It06a10 1 601bWe 200 om 200y, // Keaa-
HbAM MUPHBIM 0as npocmop, // [loympy
AICHY0 no2ody, // ITod geuep muxuil paszo-
8op...»

Tak HaUMHaJIOCh IIPOITaHue ¢ POMaHTH3-
MOM, KOTOPOe HepeaKO BbIMBAJIOCH B IIPU-
CTYIIbI HOCTaJIbIMH U TOPECTHBIN CTOH JYIIIH.

Benb yxopmia 3a11oxa, CTOJIb MHOT'O€e 00ellas-
11as ¥ rae Tak 0TpajHo 6BIJI0 IMYHOCTH CO
BCel eé Cy0'beKTUBHOM HaCTPOEHHOCTHI0, CO
BCeMHU e€ rpé3aMu U paHTasUIMU.

I'enpux I'eiiHe B 0HOM U3 CBOUX IIOCTIE]-
HUX OpousBeeHUN (1mosMa «BUMHHH »,
nocye 1851) ¢ TOCKOM BOCKJIUIIAeT: «Bepa
8 uydo! // I'de mul HblHe, // T'01y601U UBEMOK,
Koz20a-mo // Pacugemaswuil maxk poCKOUWHO
// B cepdue roHoM uesiogexkal»

TeMm He MeHee B cepenuHe XIX Beka Bcé
HacTosTeJIbHee 3asBJIsjIa 0 cebe MHas UCTO-
pHUecKas peaJbHOCTb U COOTBETCTBYIOIIAs
el cJIeIyIoIas a110xa, KOTOPYIo C JOCTaTOy-
HBIMU OCHOBaHUSIMU MMeHYHOT IlocTpo-
MaHTHU3MOM (TO eCThb, OYKBaJILHO — IIOCJIE
PoMaHTH3Ma). ITY JAHHOCTh IIPUXOIUIIOCH
IIPUHUMAaTh KaK Heusbe)XHOe U IIO[YHU-
HATHCA el.

B uncie IpKUX CBUJETEJILCTB HOCTAJb-
TUU [0 YXOJAIeMy BpeMeHU U BMecCTe
C TeM IIOJYUHEHUS HCTOPUYEeCKOU He-
ob6xogmuMocTH — orepa Puxapda BacHe-
pa (1813-1883) «TaHreizep» (1845).
B VBepTIOpE K Hell, BOOpaBIIIei B cebd oc-
HOBHBIE CMBICJIOBbIe MOTUBBI, B 00001IIEH-
HOU CUMQPOHUUYECKOU ¢opMe CTaBUTCA
npobsieMa CBOOOABI IUYHOCTU 6aUpOHU-
YeCKOIO THUIIa B €€ CTOJIKHOBEHUHU C BHe-
JINYHBIMU YCTaHOBJIEHUSIMHU, IIpHoOpeTa-
IOIIIMMH CTATyC BBICIIIET0 HPAaBCTBEHHOIO
UMIIlepaTHUBa.

B Xoze HanpsOKEHHEUIero IIoucKa, I1o-
CJIe My4YUTeJIbHBIX pedeKCUi U MeTaHUH
U3 KPaMHOCTU B KPaMHOCTb T'epoi CKJIO-
HseTCcd Ilepes; 3aKOHOM He00X0AUMOCTH —
TaKOB UTOT YBEPTIOPHI U OIIEPHI B I1€JIOM.

by
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Abstract. Igor Stravinsky towers as the most
prominent composer of the 20th century.
When asked on a television broadcast what
the Maestro believed to be the next direction
in music, Stravinsky claimed that it would
be microtonality. The author of the

article, who is a prominent specialist in
microtonality, proposes a microtonal
interpretation in performances

of Stravinsky’s musical compositions.

He substantiates the validity of such an
approach from Stravinsky’s particular
spelling of certain chromatic intervals in his
musical works, which clearly infer certain
intervals from the overtone series, as well
as the composer’s words pronounced in

his written texts. What Stravinsky had in
common with other musical geniuses of the
20th century and earlier times was the inner
hierarchical ordering of a constellation of
tonal relationships. However, each of these
composers had a completely different model
of idealized intonation constituted in their
respective minds. The author’s additional
experience with microtonality was his
thorough study of historical European

and non-European alternate tunings and
temperaments, as the result of which he

has been able to determine which of them
are appropriate for being employing in
performing music by composers from

past epochs, such as J.S. Bach, Mozart

AHHOMayus. Uirops CTpaBUHCKUU COXpaHSAET
TIO3UIHIO BeJIMYaMIIIero KOMIIO3UTOpa

XX Beka. Korzma ero ogqHa>kbl CIIPOCHJIH, UTO
MasCTpO CUYMTAET CJIeYIOIIUM HallpaBJIeHHueM
B My3bIKe, OH OTBeTUJL, UTO 3TO OYZeT
MHUKPOTOHAJIBLHOCTE. ABTOP CTaThbH, U3BECTHBIHA
CITEITMaJIUCT 110 MUKPOTOHAJIbHOCTH,
IpejJiaraeT MUKPOTOHOBYIO HHTEPIIPeTaIlHIo
B HCIIOJIHEHUSX MY3BbIKaJIbHBIX IIPOU3BEIeHUN
CtpaBUHCKOr0. OH 060CHOBBIBAET
IIPaBOMEPHOCTH ITOZ00HOI0 II0AX0/1a, CChLIAsACh
Ha 0cob0e HallucaHue KOMIIO3SUTOPOM
HEKOTOPBIX XPOMaTHYEeCKHUX MHTEPBAJIOB

B €r0 COYMHEeHUAX, ICHO IIpeIIoIararoiux
oIIpe/iesIEHHbIEe MHTepBaJIbl 06ePTOHOBOTO
pAna, a TaxoKe Ha BBICKa3bIBAHUSA KOMIIO3UTOPA,
OIlyOJIMKOBaHHBIE B er0 paboTax. UTo pOIHUT
CTpaBHUHCKOTO C IPYTUMH MY3bIKaJIbHBIMUA
reHuaMu XX Beka U 60Jiee paHHEIO BpeMeHY,
9TO BHYTPEeHHUH HepapXUYeCcKUH paclopsafok
COBOKYITHOCTH TOHAJILHBIX COOTHOIIIEHUI.
OfHaKO y Ka)K[0ro 13 KOMIIO3UTOPOB ObLIa
CBOsI COOCTBEHHAs1 MOJiesb UieaIu3UPOBaHHOMN
UHTOHAaIWH, CpOpMUpPOBaHHAA B UX yMaX.
JIOTIOTHUTEILHBIN OIIBIT aBTOPa B 00J1aCTH
MHUKPOTOHAJIBHOCTH COCTOUT B IOCKOHAJIBEHOM
H3y4YeHUH UM UCTOPHYECKUX eBPOIIeHCKUX

U HeeBPOIIeHMCKUX CTPOeB U TeMIlepaliui,

B pe3yJIbTaTe Yero OH CMOT OIIpe/le/INTh, KaKue
U3 HUX IOAXOIAT JJIS UCIIOJTHEHUS MY3bIKH
KOMIIO3UTOPOB IIPOIIE/IIINX 310X,

Takux Kak U.C. bax, MomapT 1 beTXoBeH.

© Johnny Reinhard, 2022
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and Beethoven. This provides additional
substantiation for microtonal interpretations
of performances of Stravinsky’s music.
Citing the northern Lithuanian folk music
tradition as expressed in the Sutartines,

as being close in its essence to the microtonal
interpretation of the great composer’s
oeuvres, the author presents the 128-note-
per-octave scale created by him for use

in his own musical compositions, based

on the extension of the overtone scale

to the eighth octave as a viable tuning

to apply to Stravinsky’s music.

Keywords:

Igor Stravinsky, overtone series,
higher harmonics, microtonality, bassoon,
pitch, 128-note-per-octave scale

ITO IPUBHOCHUT JOIIOJTHUTEIBHOE
060CHOBaHHWE MHUKPOTOHOBOH
HHTepIIpeTaruu My3biKe CTPaBUHCKOIO.
ITorryTHO ynnoMuHasa CyrapTHHEC
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TPaKTOBKEe MY3bIKH BEeJIMKOT0 KOMIIO3UTOPA,
aBTOP IIpefiCTaBJIsAeT CO3LaHHYI0 UM FaMMy
13 128 HOT B OKTaBY U UCII0JIL3YEMYIO

B €r0 COOCTBEHHOM My3bIKe, 0OCHOBaHHOM

Ha paclIipeHuH 06epTOHOBOIO psifa

[0 BOCBMOM OKTaBBI, KaK IIOAXOAAIUHN CTPOH
IJId IIpUMeHeHUs K My3bIiKe CTpaBUHCKOIO.
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eginning the bassoon as a teenager,
B it wasn’t long before I made the

acquaintance of the greatest composer
of the 20th Century through his music.
The Rite of Spring with its famous opening
bassoon solo was among my earliest classical
music icons. The Firebird Berceuse solo is
another bassoon solo worthy of mention.
Igor Stravinsky seemed to know how to
write for bassoon brilliantly.

When I have performed Stravinsky in
my professional life, I never felt especially
restricted to a “tuning system.” The notes
hollered and roared; they were not well
behaved and contrite. I played the parts very
much by ear to my section and to the winds
generally, as opposed to responding to an
intellectual decision determining which way
to pitch sharps as opposed to their respective
flats (e.g., C# vs. Db).
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But along the way I found other 20th
Century composers who vied for my
attention, individual musicians plucked out
of time, to include Harry Partch, Charles
Ives, and Johann Sebastian Bach. Something
each composer had in common, I came to
discover, was an inner hierarchical ordering
of a constellation of tonal relationships. Yet,
each of these composers had a completely
different model of idealized intonation
constituted in their respective minds.

Any organ tuning Johann Sebastian Bach
(1685-1750) was likely to use for his music
was tuned to a well tempered arrangement.
My book Bach and Tuning'! examines tuning
practices at the time of Bach and the great
likelihood that he was consistent with the
same tuning on organs, which today is
called Werckmeister III tuning (although at
the time it had no specific qualified name
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other than well temperament). The III
in its name is its actual position as third
in an order of six monochords etched
into a copperplate that was given with a
purchase of the 1691 publication of Andreas
Werckmeister’s Musicalische Temperatur.
In this temperament, Bach would have
different sentiments available in different
keys. There would be 39 different intervals
in this well temperament, no doubt invented
for keyboard improvisers to circumnavigate
the 24 major and minor keys.?

Charles Ives’s story is scandalous, with
then teenager Elliott Carter reporting 40
years after the fact that he saw with his own
eyes how Ives changed his dates, as well as
switching his chromatics. Carter reported
this to Beethoven biographer Maynard
Solomon, who spread the gossip to The New
York Times music critic Donal Henahan, that
Charles Ives “was a cheat” who nefariously
wanted to appear more dissonant in his
scores, so as to appear as if he foreshadowed
Europe in the new language of dissonance.?

Turns out the flats for Ives are intended to
be pitched sharper than the flats according
to the Pythagorean plan of intonation
he had in mind, such that reading his
revised notation properly demonstrates a
chromaticism of 24 notes or more through
the spiraling of pure fifths. New notes could
be gained by spiraling additional fifths. Ives
could imagine a personal model of idealized
intonation in his mind which might be called
extended Pythagorean tuning, and which
has available to it a unique microtonal
dimension of intervallic relationships.* This
intonation for the majority of Ives’s music is
in addition to notated quartertones, or even
eighthtones.

Igor Stravinsky would seem at first brush
to be a twelve-tone equal temperament
composer since he never said otherwise, and
he favored the piano since an early age. The
piano is after all the stereotypical 12-tone
equal temperament instrument, what with
its metal string inharmonicities, its blank
nodes where the felted hammer strikes, its
duplication and tripling of strings meant
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to be identical, and its countless calculated
countings of acoustical beatings by the
rushed piano tuners.

However, a closer look reveals that Igor
Stravinsky had a completely different model
of idealized intonation in his mind. It was
possible to deduce what his idealized tuning
would be for future performances of his
music, yes even the Rite of Spring. And of
course, Stravinsky might even suggest his
method to others for the future, but surely
after he had left the scene.

Stravinsky never spoke of his music as
12 equal divisions of the octave. And like
with Charles Ives, eight years his senior,
a microtonal dimension of musical intervals
appears in notation. Stravinsky indicated
a difference in meaning between a notated
Db and the notated C# found in close
proximity. They are not treated as identical
by any means, as seen in his voice leading,
and in player interpretations. For Ives, the C#
is higher in pitch than its chromatic neighbor
Db, quite the opposite view than that of
Stravinsky. How is this known? Through the
study of tuning, it is known that the use of
the overtone series as a source of knowledge
of interval relationships mathematically
measures the C# lower than Db by a distinct
difference, every time.

Igor Feodorovich Stravinsky (1882-
1971), by his own admission to his protégé
Robert Lawson Craft (1923-2015), as heard
in a televised interview of 1957, composed
mainly at the piano. To hear Igor Stravinsky
say it, “It was always about the piano,” and
his first career was as a pianist. Stravinsky
went on to discuss his need to feel the
vibrations of music tactilely as his primary
reason for playing the piano. My emphasis
on Stravinsky’s active relationship to the
physically felt vibrations on the piano is
because it is not in any way associated
with the concept of “equalness.” Stravinsky
simply admonished those listening to his
voice to follow his earnest advice, “You
have to touch the music, not only to hear it!”
Stravinsky followed that with a theatrical
demonstration, placing a pencil in his
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Photo 1. Igor Stravinsky
[photo © Boosey & Hawkes / Gene Fenn]

mouth, only to lightly touch the tip of his
pencil to the music stand of the piano, while
playing. Stravinsky continued by speaking
of his constant conducting around the world
as being critical to his need to be physically
connected to music vibration in his life.
Stravinsky’s early study of scales was
with a student of Rimsky-Korsakov, which
he repeatedly described in the Interview
with Craft as “very dull!” Stravinsky’s
disdain for harmony was reason enough
for Nikolai Rimsky-Korsakov (1844-1908) to
recommend that Igor Stravinsky not go on
to the conservatory. In contrast, Stravinsky
was rather in love with counterpoint. Even
in his serialism, Stravinsky felt the tonal pull
of his notes in his mind, if not always in what
his ears heard back.
Robert Craft: Do you think of the intervals
in your series as tonal intervals; that is, do
your intervals always exert tonal pull?
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Igor Stravinsky: The intervals of my
series are attracted by tonality; I compose
vertically and that is, in one sense at least,
to compose tonally.

When Craft specifically asked for
the Maestro’s definition of music, Igor
Stravinsky was fully prepared to be precise
and crisp conceptually. He replied, right on
cue: “Music is an organization of tones, an
act of human mind.”

Stravinsky then pointed readily to a quote
by philosopher Arthur Schopenhauer (1788-
1860), who he claimed was speaking about
music when Schopenhauer wrote about
that consciousness: “And the musical tones
inhabit, and form a universe of their own,
and with the human mind has created the
materials, introduced them to order.” ¢

Neither Ives nor Stravinsky could get past
the imagination phase, to transcend as Ives
intimated. Harry Partch was able to do so,
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and wrote a book, Genesis of a Music,” on
how he manifested the tuning specificities
of his original compositions. Partch’s system
of “monophonic fabric” was reduced to a
43-note scale. It was clearly a completely
different model of idealized intonation he
constituted in his mind, a model based on the
11th harmonic limit of the overtone series,
and its relative undertone series, in what is
called “11 limit just intonation.” With Partch
there is finally the ability for a composer to
hear original music compositions performed
successfully in their intended idealized
intonation.

In publishing a book chapter titled,
“Some Musical Questions” from Memories
and Commentaries, Robert Craft once
again prepared questions for the Maestro
to answer, for publication. This time,
Stravinsky advanced his ideas about pitch
in a rare and unique manner.

Robert Craft: Is any musical element still

susceptible to radical exploitation and

development?

Igor Stravinsky: Yes, pitch. I even risk

a prediction that pitch will comprise

the main difference between the ‘music

of the future’ and our music, and

I consider that the most important aspect

of electronic music is the fact that it can

manufacture pitch. Our mid-twentieth
century situation, in regard to pitch, might

perhaps be compared to that of the mid-

sixteenth century, when, after Willaert

and others had proven the necessity
of equal temperament, the great pitch
experiments began — Zarlino’s quarter-
tone instrument, Vicentino’s thirty-
nine-tones-to-the-octave archicembalo,
and others. These instruments failed, of
course, and the well-tempered clavier
was established (though at least three
hundred years before Bach), but our ears
are more ready for such experiments
now-mine are at any rate. I had been
watching the Kuramatengu play in Osaka
one afternoon recently and had become

accustomed to the Noh flute. Later in a

restaurant, I suddenly heard an ordinary
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flute playing ordinary (well tempered)

music. I was shocked, music apart —

I think I could keep the music apart

anyway — by the expressive poverty of

the tuning.?

Stravinsky’s prediction of future radical
advances in pitch was tongue in cheek, for
he was well aware of the contemporary
microtonal achievements by such 20th
century pioneers as Harry Partch, Ivan
Wyschnegradsky, Julian Carrillo, and Alois
Haba. But rather than acknowledge any
success to them, he preferred an answer
meant to supersede them. Admittedly, no
one previously had conceptualized straight
up harmonics in a public way in his lifetime,
who might have caught his attention. Harry
Partch was disqualified because he used
an undertone series to profoundly affect
the results. And Stravinsky did not himself
utilize electronics to hear back the higher
relationships of the overtone series. He could
only imagine them, perhaps with Lithuanian
folk music influence.

That Stravinsky chose “pitch,”
exclusively, as the musical element to
watch for the future for music matches
well my own musical investigations. Music
has indeed moved enormously through
new tuning systems and approaches. By
not mentioning his specific preferences,
as both Bach and Ives did not, Stravinsky
kept close to the vest his personal side
of music making. Personal, yet primary,
based on his microtonal response to
Robert Craft’s open-ended question. No
doubt hedging his bets, Stravinsky’s
prediction was already becoming a reality
in his lifetime. Stravinsky sought to give
a historical perspective to his predictions
about pitch: “Our mid-twentieth century
situation, in regard to pitch, might perhaps
be compared to that of the mid-sixteenth
century, when, after Willaert® and
others had proven the necessity of equal
temperament, the great pitch experiments
began — Zarlino’s quarter-tone instrument,
Vicentino’s thirty-nine-tones-to-the-octave
archicembalo, and others.”
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The second historical name that Stravinsky
drops in regard to pitch is Gioseffo Zarlino
(1570-1590), Nicola Vicentino’s teacher.
Zarlino was an ethnic Italian, the catalyst
for the beginning of the first non-Flemish
dynasty of Renaissance composers. Zarlino
was known to favor 2/7ths comma meantone,
as compared with the garden variety quarter-
comma meantone of the Flemish composers.
Most importantly, Zarlino acknowledged his
support for the use of equal temperament for
fretted instruments. I had been unfamiliar
with any specific quartertone instruments
devised by Zarlino. However, a simple Google
search will bring up “Zarlino’s quartertone
instrument.”*°

Nicola Vicentino (1511-1575) was
infamous in his lifetime as a microtonal
musician, someone who added smaller
relationships to the cultural pitch palette,
including his building two multi-keyed
keyboards. Vicentino positioned a dot above
a note to indicate a slight sharpening of
pitch, measured at less than a quartertone,
although thought of generically throughout
history as a quartertone simply for its
diminutive size. Stravinsky was incorrect
with his statement that Vicentino designed
a archicembalo with “39 tones to the octave”
as the instrument actually only had 36 keys
total, as did a second instrument built by
Vicentino." Although, most modern scholar
musicians interpret Vicentino’s music
through a 31-tone equal temperament
lens, a tuning invented and promulgated
by Christiaan Huygens in the Baroque era,
designed to serve as a circular quarter
comma meantone, Nicola Vicentino’s aim
was to rediscover the microtonal intonation
of the ancient Greeks.

Stravinsky was correct that these extra-
keyed instruments were one-offs, and
might be seen today only in museums, or
through recent reconstructions. Knowledge
of the well temperament of Bach was
understandably substituted with modern
equal temperament, even in Germany. Well
temperament offers different sentiments
in different keys, 39 different intervals per
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octave in Werckmeister III, while equal
temperament has identical keys and is as
such, redundant.

Stravinsky’s rude comment about
electronics is telling. By stressing that “the
most important aspect of electronic music
is the fact that it can manufacture pitch,”
one is both immediately drawn into the
wonder with which modern electronics and
computers have revolutionized music, along
with its intrinsic microtonal potentiality, but
also to Stravinsky’s paucity of electronic
works as somewhat anathema to his acoustic
based aesthetic.

Most exciting is Stravinsky’s rejoinder to
present day circumstances regarding new
adventures with pitch. “[B]ut our ears are
more ready for such experiments now —
mine are at any rate.” My life has certainly
improved my ear to the point that I work
in a tuning named 128 tuning. It is based
on a scale of the 128 notes found in the
eighth octave of the overtone series above
a single fundamental pitch, usually “A” for
its commonality for tuning instruments and
for the ease of naming by letters. After 15
years of work in making 128 music, there
are now several albums exclusively in 128
tuning, as well as new works by prominent
contemporary composers, internationally.

Stravinsky’s signals that he “is ready” for
pitch experimentation. Since his passing,
microtonal music has been in ascendency,
and it is possible now for anyone to purchase
the appropriate reasonably affordable
synthesizer to admit the new microtonal
vocabulary to the body of music. His
admission here that he, atleast, isready, hints
of the loneliness of his continual musical
journeys. When he was a student of Nikolai
Rimsky-Korsakov in St. Petersburg, Russia,
he was in a fertile environment, surrounded
by others eager to imagine intonationally
on a grand scale. Stravinsky’s music would
remain in conventional notation, but it
would permit a harmonics interpretation,
with a 128 tuning interpretation, possible by
the existence of a scale formed by the eighth
octave of the overtone series.
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Hermann von Helmholtz’s famous
book On the Sensation of Tone,'” expected
to have been in the personal library of
Charles Ives, demonstrated that modern
conventional notation allowed for three (3)
different interpretations of its symbology:
1. Conventional equal temperament
interpretation allows for a common
pitch for sharps and their nearest flats.
2. Meantone and just intonation
interpretation, wherein sharps are
pitched lower than their nearest flats. And
3. Pythagorean tuning interpretation in
which sharps are pitched higher than their
nearest flats. Charles Ives idealized #3, and
I propose that Igor Stravinsky idealized #2,
but to imagine higher harmonics than had
previously entered much of contemporary
theory, practice, or research.

When Stravinsky brought up his
observance of a Japanese Kuramatengu play
in the widely viewed television broadcast
interview, he wasn’t expecting his listening
audience to be familiar with that particular
type of musical presentation, with its
distinctive sounding Noh flute. Rather,
he was emphasizing that his prediction of
pitch was deeply anchored in world music,
and neither restricted to either the present
day, or to European culture. The world of
cultural microtonal music included, but
was not limited to, Dastgah (Iran), Magam
(Egypt, Turkey, Syria), Pelog & Slendro
(Indonesia), Higher Harmonics (Lithuania),
and Equiheptaphonic-7-tone equal
temperament (Thai, North Solomon Islands,
Puna of Panama).

Stravinsky then announces he has the
mental ability to strip the Japanese Noh
flute of all its cultural accoutrements, to the
exclusion of pitch expressivity, so that he
can compare them in his mind, one abstract
tuning to the next. Here we have evidence
of Stravinsky’s ability to abstractly retain
and compare two different flute traditions,
separated by the passing of several hours,
for their expressivity, all while mentally
removing other musical considerations.
Stravinsky’s last sentence is startling coming
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from a European composer, as he found
modern tuning left him wanting: “I was
shocked, music apart — I think I could keep
the music apart anyway — by the expressive
poverty of the tuning?3.”

As for the use of 128 tuning, found
ordered in the eighth octave of the overtone
series, I offer the following evidence for
its appropriateness. As Stravinsky used
chromatic notation it is only possible to be
taken literally with the acceptance of greater
than 12 notes in an octave, and considered
these intervals to be in his musical
vocabulary. Yet Stravinsky did use equal
temperament. 128 tuning provides for a
major third positioned in the overtone series
3 cents flat of equal temperament, a perfect
fourth tempered only 1 cent lower then an
idealized equal temperament interval, and
an exact tritone in equal temperament to
within a fraction of a single cent from a
harmonic.

The simple use of the tritone in equal
temperament, measured at less than a cent
in difference from the position of the 181st
harmonic, is comfortably within 128 tuning
which reaches to the 255th harmonic. As the
best representative of the harmonic series of
all the notes in 12-tone equal temperament,
the tuning Stravinsky expected to receive in
his performances, Stravinsky nevertheless
uses the tritone as a consonance in the
opening of the Rite of Spring. After an outline
of A minor in the unaccompanied bassoon
solo, the melody at last resolves to D# — the
tritone — as a comfortable and pleasant
consonance. A D# interpreted as a precise
180th harmonic is 10 cents flatter at 590
cents than the equal temperament Eb at 600
cents.

The interval that first alerted me to the
possibility of understanding Stravinsky
through a microtonal lens was his consonant
use of the tritone. The tritone, the result
of bisecting an octave, had been used by
other composers besides Stravinsky as a
consonance, certainly by jazz musicians who
modulate by tritones. Leonard Bernstein’s
West Side Story’s famous Maria melody
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has a tritone as its second interval, which
is always sung lovingly and without any
accent. Tritones, treated as a traditional
dissonance, are typically accented. “Maria”
is distinctive in its use of a consonant tritone
in a song.

Leonard Bernstein’s broadcast of his
Harvard Lectures titled The Unanswered
Question maintained that the piano was
representative of the overtone series,
with nary a mention of its classic equal
temperament (although he did mention
“theoretical” microtonal music more than
once). Bernstein spoke sparingly about
higher overtones, although he did argue for
the 19th harmonic (which he confused with
the 18th harmonic) as the basis for Western
music’s origin for the modern minor third.
The minor third is traditionally taught as
arriving from an undertone derivation.
In contradistinction, Bernstein properly
acknowledged that major and minor thirds
occur simultaneously in the overtone series,
with the minor third described as “sad”
precisely because it is so far away from the
fundamental when it first appears. The 19th
harmonic is only two cents shy of modern
equal temperament at 298 cents and is
represented well in 12 edo (equal divisions
of the octave) at 300 cents, especially when
vibrato is involved in playing the notes

The major third of equal temperament
is historically claimed as the fifth harmonic
tempered 14 cents sharp into a value of
400 cents, to which an orchestra with the
stature of the New York Philharmonic
tunes. 14 cents is quite a bit of stretching
for a harmonic to be tempered, so much so
that I question whether we indeed need to
look for a different source. As it happens, the
161st harmonic at 397 cents only needs to
be tempered sharp three cents. Despite the
newness of the number 161, this interval
makes much more sense as the true modern
source of the major third. (The 5th harmonic
is no doubt beautiful and useful for early
music, and for producing the 6/5 minor third
which was constructed by the utilization of
an undertone series.)
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The minor sixth is best represented by
the 203rd harmonic. Equal temperament’s
minor sixth is tempered two cents higher
in temperament. The major sixth is best
represented by the 215th harmonic, this time
tempered two cents lower in temperament.

The perfect fourth in equal temperament is
measured at 500 cents. Early music produced
the raison etre for its perfection as due to
its derivation in the undertone series, and
as the result of the subtraction of a perfect
fifth taken from an octave, leaving a historic
perfect fourth at 498 cents. However, the
171st harmonic is only a single cent sharper
than equal temperament at 501 cents, not
even noticeable to traditional listeners.

The major seventh is best represented by
the 121st harmonic at the end of the seventh
octave of the overtone series, and equal
temperament’s version has tempered it
sharp by 3 cents. Fundamentally, there are 5
out of 12 notes of 12-tone equal temperament
found as harmonics exclusively in the eighth
octave of the overtone series, and they
are already a part of contemporary music
practice. These are the major third, perfect
fourth, major sixth, minor sixth, and the
tritone. 128 tuning removes all traces of
temperament from contemporary music
and is meant as an advancement in music in
the spirit of Stravinsky’s emphasis on pitch.

The minor second is best represented by
the 17th harmonic in 128 tuning, placing it
five cents sharper than equal temperament.
(It would be one cent lower than a 271st
harmonic from a projected ninth octave of the
overtone series, but that entails a projected
256 tuning). My composition Asteroid Belt
for cello makes exclusive use of the virgin
notes of the ninth octave of the overtone
series.’ In 128 tuning the leading tone
semitone of G#-A has 14 different possible
intervals to choose from, as compared to the
lowest semitone of A-Bb, befitting its role as
a leading tone.

The minor seventh is best represented
in 128 tuning by the 57th harmonic at 1001
cents. (See a complete list of all 128 pitches in
an attachment at the end of this paper.) Equal
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temperament tempers the minor seventh
found in the overtone series flat by a single
cent. The major seventh is best represented
by the 121st harmonic which is measured
at 1103, only 3 cents tempered down to the
1000 cents of equal temperament.

Lastly, the major second is measured at
205 cents by virtue of the 9th harmonic and

may be notated by a B natural (or an H in
German). With the whole tone we have it
tempered the 5 cents flat.

Table 1 shows Igor Stravinsky’s scale in
higher harmonics (24 total notated pitches
used in his scores) wich I derived through
tuning to the 8th octave of the overtone
series (128).

Table 1. Igor Stravinsky’s Scale in Higher Harmonics

(24 Total Notated Pitches Used in His Scores)

Notated Pitch Cents Value Harmonic Interval Tempered to ET
A (ED) = 0 1 unison identical
Bbb = 13 129 sixteenthtone +13
A# = 92 135 small semitone +8
Bb (ED) = 105 17 semitone -5
Cb = 192 143 minor whole tone +8
BMH) (ED = 204 9 major 2nd -4
B# = 286 151 small minor third +14
C (ED) = 298 19 minor 3rd +2
C# (ET) = 397 161 major 3rd +3
Db = 408 81 Pythagorean ditone -8
Cx = 491 85 major “fourth” +9
D (ET) = 501 171 “perfect” 4th -1
D# = 590 45 D# tritone +10
Eb (ET) = 600 181 Eb tritone less than a cent off
Fb = 693 191 1/6th comma meantone 5th +7
E (ET) = 702 3 perfect 5th +2
E# = 790 101 small minor sixth +10
F (ED) = 798 203 minor sixth +2
F# (ET) = 898 215 major sixth +2
Gb = 906 27 Gb -6
Fx = 992 227 small minor seventh +8
G (ET) = 1001 57 minor 7th -1
G# (ET) = 1103 121 major 7th -3
Ab = 1110 243 big major 7th -10
Gx = 1193 255 pre-octave +7
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One piece of aural evidence is a miniature
bassoon duet by Igor Stravinsky titled Lied
Ohne Name (1918), published by Boosey
& Hawkes (1979). I first played the one-
page score in NYC, recording it with my
colleague, bassoonist Sara Schoenbeck.?
It has both the C# and the Db working tonally
as distinctive. (Incidentally, the C# used in
the performances used the 5th harmonic
instead of the 161st harmonic, making for
an even warmer performance.)

The evidence continues with a solo recital
I gave at the Nicolai Rimsky-Korsakov
Home Museum in St. Petersburg in 2012 at
the invitation of musicologist Lidia Ader
(see Il. 1). During the Sunday Recital, I asked

the full audience if I might be permitted
to perform Stravinsky’s Leid Ohne Name
(Song Without Name) for them twice, once
in conventional tuning, and once in 128
tuning. And with their eager approval,
I continued to everyone’s evident amazement
to demonstrate the “expressive” difference in
the music, this time with Russian bassoonist
Rezeda Gabdrakhmanova (see photo 1).
(I'had previously compiled a book of bassoon
fingerings in 128 tuning for the bassoon based
on an A = 440 and could pass this to other
bassoonists for study.) The comparison of
the two versions to the Russian concert goers
was clear, as was their obvious preference for
their collective 128 experience.

JOHNNY ,RRINHARD

REINHARD N
SCEESI/%T

REINHARD DUNE,
Cace 0°0”
SCELSI MAKNONGAN

STRAVINSKY LIED OHNE NAHME
(PREMIERE)

WOoHN EATON T. FOR J.R.

ZANZIBAR,'@HL“

EATON
VINSKY

¢ ECIé}ﬁN
>

3;

EYETOF NEWT

RIMSKkY-KORSAKOV MEMORIAL MUSEUM-APARTMENT
AT 28 ZAGORODNY PROSPECT

ST. PETERSBURG,
SUN OCTOBER 7,

ESTIVAL

RUSSIA
2012 6PM

MICROTONAL INNOVATIONS SPONSORED BY THE CENTER FOR NEW TECHNOLOGY IN THE ARTS "ART-PARKING"

OcT2(011:2 ST PETERSBURG, RUSSIA

WHWW.ARTPARKING.ORG
WITH SUPPORT OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION

Il 1. St. Petersburg Recital Poster
[designed by Ciardn O Meacair]
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Photo 1. Bassoonists Johnny Reinhard (the author)
and Rezeda Gabdrakhmanova
play Igor Stravinsky’s “Lied Ohne Nahme”
in higher harmonics at Rimsky-Korsakov Home Museum,
St. Petersburg, Russia
[photo credit: the author]
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I can indeed imagine all of the great
works of Stravinsky being performed in
the future within a microtonal dimension.
In fact, since writing a paper at Columbia
University, Phenomenology and its
Application to Microtonal Music, 1 believed
all music was “microtonal.” After all, I was
in the Ethnomusicology department of the
General School of Graduate Studies and
I would define microtonal music as if it
was a universal, except for 12-tone equal
temperament. After 40 years of directing
the American Festival of Microtonal
Music Inc. in New York City (since 1981), I
developed a definition of microtonal music
for the new virtual microtonal university
that started September 2021 on Zoom. This
definition permits me to see Igor Stravinsky
as a microtonalist in spirit even as he never
produced a piece of obvious microtonality

in his lifetime. And now I can confidently
state the following: all music is microtonal
music cross-culturally. Twelve-tone equal
temperament is, in itself, a microtonal
scale, only it enjoys exorbitant attention and
hegemonic power, so we focus on the other
tuning arrangements.

Of course, I recognize the liberties that a
talented modern orchestral musician may
take in order to acquire greater expression in
the playing of a piece of music, often starting
with instrumental tone. However, as with
the short Stravinsky bassoon duo Leid Ohne
Name previously demonstrated, Firebird and
the Rite of Spring would also benefit from
losing its tempering, the deliberate out-of-
tune-ness inflicted for an earlier historical
compromise, for the powerful justness of
128 tuning’s intonation (see Il. 2 and Il. 3,
and Table 2).

FagottoL.

Temypol . (Andante.)
a Solo

b

7

IL 2. “Berceuse” from Igor Stravinsky’s “Firebird” for bassoon

Left Hand

1bis, 1,2,3,4

e 10-12
e 13-14

9

5e 19,20,20a
6e15,22

7021
8 18,17,16

Right Hand

Il. 3. Bassoon Template
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Table 2. Bassoon Fingerings and Grippings for the Melody of Stravinsky’s “Berceuse”

FINGERING
No B-hole A key rim
17 13 7
9 5 18
Bb low F B
DEVIATIONS IN CENTS
+5 +8 -8 0 +5 +1 +5 0
NOTE NAMES
Bb Db Cb Eb Bb D Bb Eb
INTERVALS
303 216 308 705 406 396 495
CONTINUING MELODY:
3 A Kkey rim
6 7
No13 13 18 No 13
F E B F
+5 -2 -7 0 -8 0 +2 -2 -7 0 0
Bb F Fb Eb Cb Eb E F Fb Eb Eb
703 109 93 382 382 98 96 105 93 0

128 tuning allows for the simultaneity of
any and all ofits pitches, in any combinations,
to have the sensibility of being a single
chord. The greater counterpoint provided
by the added microtonal vocabulary
removes the dull identity-less harmonies
of conventional equal temperament that
Stravinsky found boring and dull. The full
Gestalt of an harmonics-rich tuning, on
top of the already established brilliance
of Stravinsky’s imaginative rhythms and
orchestration, further enriches the charms
of tonality.

Thanks to Richard Wagner,'® any other
composer to follow in his tradition, certainly
someone who sat at the piano to compose,
would find each note related to every other
note in a unified field theory for harmony
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using the tuning system of 12-tone equal
temperament.

Finally, it is the power of Slavic and
Baltic folk musics that provided the true
foundation needed to bring out his musical
ideas, although Stravinsky was known to
credit his dreams at night for his font of
creative ideas. It just so happens that there is
a particular Baltic folk music that is rich with
higher harmonics. Young Igor Stravinsky
likely picked up on the higher harmonic
microtonal music of Lithuanian folk music,
as he paid attention to these European roots
throughout his youth.

According to Lithuanian composer and
scholar Vytautas Germanavicius and his
recent July 3, 2021 Zoom presentation
titled: Identification of Microtonal Intervallic
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Relations in Lithuanian Vocal and Instrumental
Folk Music and their Application in Music
Composition (as part of the Salzburg, Austria
based Ekmelic Conference held virtually in
2021), folk music in his country may normally
reach the 31st harmonic in the polyphonic

popular North Lithuanian Sutartinés
(see Table 3). Using a Melodyne instrument,
Vytautas Germanavicius analyzed numerous
Lithuanian music types for their specific
harmonic identities, and generously shared
his data for this paper.

Table 3. Number of Harmonics Identified in Recorded Samples of 39 Sutartinés,
34 Monodies, 16 Horns, 7 Panpipes, 3 Kanklés (Stringed Instrument)

Harmonics: 1 3 5 7 9 11 13 17 19 21 23 25 27 29 31
Sutartinés: 39 2 3 1 1 1 8 4 2 1 1 5 13 1
Monodies: 34 4 2 2 5 2 3 5 6 1 2 7
Horns: 16 1 4 2 3 1 1 4 1 3
Panpipes: 7 1 1 1 2 1 1 1
Kanklés: 3 4 2

The lecture further discussed Lithuanian
wooden trumpets that are pre-tuned
to higher harmonic proportions. The
instruments are rather solid so that children
can readily play them, and they are an old
part of the Lithuanian culture. The concept,
as I understand it is that people learned to
sing these same higher harmonic instrument
relationships from the pre-tuned wind
instruments, only to expand upon them.
Germanavicius found higher harmonics
were the most common: “In this table you
can see the number of overtones with their
serial numbers that were detected and
calculated when analyzing the vocal and
instrumental music samples. I identified the
most common 9 overtones Nos. 29, 13, 21,
17,19, 25, 3, 11, and 5 (Bb+, G#+, —F, C#, Eb,
G#+, G, F+, E) and additionally 5 microtonal
overtones Nos. 29, 13, 21, 25, 11 (Bb+, G#+,
-F, G+, F+) in vocal music, as well as not so
frequently used overtones Nos. 7, 23, and 31
(-Bb, -G, B+). For instrumental music were
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identified 3 microtonal overtones Nos. 29,
21, and 13 (Bb+, E+, G#+). And for all samples
commonly used microtonal overtones are
Nos. 29, 21, and 13 (Bb+, E+, G#+).”"

Lithuanian folk song motifs and music
ideas posted from JusSka’s Anthology
correspond to Igor Stravinsky’s melodies in
The Rite of Spring as identified by prominent
contemporary musicologist Richard
Taruskin (1996) (see IL. 3).'8

Lithuanian musicologist Ruta Staneviciuté
has recently written about microtonal
music from a Lithuanian perspective. In the
published article Microtonal Music: From the
Baltic to the Adriatic and Beyond the Atlantic
Ruta Staneviciuté focuses on the greater
question of new pitches, not dissimilar to
that of Igor Stravinsky, and also with the
power of the Lithuanian folk tradition in
harmonics behind them.?

I am grateful to have had the opportunity
to have been quoted as a feature on just
that very question, the future of pitch, in
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IL. 3. Lithuanian folk songs from JuSka’s anthology
corresponding with Stravinsky’s melodies
in “The Rite of Spring” identified by Taruskin
[Source: Lithuanian folk songs from JuSka's anthology corresponding with... |
Download Scientific Diagram (researchgate.net)]

the Staneviciute article published by the
Lithuanian Music Centre: “Our ears are
expanding in correspondence with our
minds and appreciating finer degrees of
musical intervals is a natural consequence.
Hegemonic 12-tone equal temperament
was the opposite direction having reduced
our appreciation of intervallic specialness
in lieu of uniformity of irrationality.”
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“Eighth Octave of the Overtone Series
Tuning,” otherwise known as “128 tuning”
for its number of pitches in the scale is
ideal for its inclusion of 12-tone equal
temperament relationships. As indicated
in Robert Craft’s innocent question, 128
tuning is exactly the answer to the “radical
exploitation” of pitch for which Stravinsky
opined.
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~7Zf ATTACHMENT —5—

128 Notes of Eighth Octave Overtone Tuning

Harmonic Cents Name of interval
1 0 unison
129 13 sixteenthtone
65 27 eighthtone
131 40 smaller quartertone
33 53 quartertone
133 66 large quartertone
67 79 small semitone / 3-eighthtones
135 92 minor semitone
17 105 Bb, major semitone
137 118 large semitone
69 130 big semitone
139 143 small three quarters of a tone
35 155 large three quarters of a tone
141 167 diminished whole tone
71 180 small whole tone
143 192 minor whole tone
9 204 B, major whole tone
145 216 large whole tone
73 228 whole plus eighthtone
147 240 5ET diesis
37 251 five quarters of a tone
149 263 diminished minor third
75 275 low minor third
151 286 small minor third
19 298 minor third
153 309 low just minor third (referencing 316)
77 320 high just minor third (referencing 316)
155 331 large minor third
39 342 big minor third
157 354 neutral third
79 365 tiny major third
159 375 eighthtone flat major third
5 386 C#, just major third
161 397 ET major third
81 408 Pythagorean ditone
163 418 large Pythagorean ditone
41 429 Db
165 440 small quartertone sharp major third
83 450 quartertone sharp major third
167 460 tiny fourth
21 471 low fourth
169 481 minor fourth
85 491 major fourth
171 501 ET perfect fourth
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43 512 perfect fourth, D
173 522 fourth plus comma
87 532 fourth plus a fifthtone
175 541 fourth plus small quartertone
11 551 eleventh harmonic
177 561 tiny tritone
89 571 low tritone
179 581 minor tritone
45 590 D#
181 600 Eb, ET tritone
91 609 large tritone, Eb in tonal music
183 619 big tritone
23 628 eighthtone high tritone
185 638 quartertone and sixteenth flat dominant
93 647 quartertone flat dominant
187 656 tiny dominant
47 666 small dominant
189 675 eighthtone low dominant
95 684 irregular perfect fifth
191 693 sixth comma flat fifth
3 702 perfect fifth
193 711 poodle fifth
97 720 large fifth
195 729 howling dominant
49 738 sixthtone high dominant
197 746 three quartertones high perfect fifth
99 755 quartertone high perfect fifth
199 764 quartertone and 16th tone high fifth
25 773 quartertone and eighthtone high fifth
201 781 almost minor sixth
101 790 tiny minor sixth
203 798 ET minor sixth
51 807 minor sixth
205 815 just minor sixth
103 824 large minor sixth
207 832 big minor sixth
13 841 thirteenth harmonic
209 849 quartertone high minor sixth
105 857 quartertone plus minor sixth
211 865 almost major sixth
53 874 tiny major sixth
213 882 small major sixth
107 890 just major sixth
215 898 ET major sixth
27 906 major sixth
217 914 sixthtone high major sixth
109 922 eighthtone high major sixth
219 930 eighthtone and 16th tone high major sixth
35 938 large major sixth
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221 945 big major sixth
111 953 three quartertone sharp major sixth
223 961 small harmonic seventh
7 969 harmonic seventh
225 977 large harmonic seventh
113 984 tiny minor seventh
227 992 small minor seventh
57 999 G, minor seventh
229 1007 large minor seventh
115 1015 big minor seventh
231 1022 double perfect fourth
29 1030 eighthtone high major seventh
233 1037 eighth- and 16th tone high minor seventh
117 1044 three-eighths flat major seventh
235 1052 quartertone flat minor seventh
59 1059 tiny major seventh
237 1066 diminished major seventh
119 1074 eighthtone flat major seventh
239 1081 small major seventh
15 1088 major seventh
241 1095 large major seventh
121 1103 ET major seventh
243 1110 big major seventh
61 1117 Ab, large minor seventh
245 1124 eighthtone plus major seventh
123 1131 leading tone major seventh
247 1138 sharp leading tone major seventh
31 1145 hyper leading tone major seventh
249 1152 quartertone flat octave
125 1159 three-eighths flat octave
251 1166 eighthtone flat octave
63 1173 small octave
253 1180 comma flat octave
127 1186 dipped octave
255 1193 preoctave

~Zf NOTES 25—

1 Reinhard J. Bach and Tuning. Sources Memories and Commentaries, Doubleday & Co.,
and Studies in Music History from Antiquity Garden City, (1959) 2009, pp. 115-116.

to the Present. Vol. 47. Frankfurt am Main: 6 Schopenhauer A. The World as Will and
Peter Lang Verlag, 2016. 297 p. Representation, translated from the German by
2 Thid. E.F.]. Payne, in 2 Volumes. Dover Publications,

% Henahan D. “Did Ives Fiddle with the Truth?” New York, 1966. 694/1246 p.

The New York Times, February 27, 1996. 7 Partch H. Genesis of a Music: An Account of

4 See more: Johnny Reinhard. The Ives Universe. a Creative Work, Its Roots and its Fulfillments.
Academia.org, Lambert Press, 2004. 128 p. A DaCapo Paperback, Second Edition, New York
5 Craft R. “Some Musical Questions” from (1949) 1974. 544 p.
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8 Craft R. “Some Musical Questions” from
Memories and Commentaries, Doubleday & Co.,
Garden City, (1959) 2009. 154 p.

® Adrian Willaert (1490-1562) was the
prominent Flemish composer who was

part of a dynasty of Dutch speakers in the
Mediterranean, and who was preceded by
Dunstable, Binchois, Dufay, and Tinctoris.
Their revolution in tuning was through
meantone tuning, which followed the
Pythagorean tuning of spiraled fifths from

the Middle Ages. The obvious exception

was for fretted and strummed instruments
such as the lute. Willaert is credited with

a single composition that is said to have

been designed for equal temperament.
[Historical Temperaments, Intonation &
Singing (davidfriddle.com)] Adrian Willaert
confounded supporters of Pythagorean and Just
intonation with his four-voice piece ‘Quid non
ebrietas,” written in 1519. Willaert intentionally
wrote it so that performers would constantly
run into musical commas, each setting the
singers slightly off course. When sung in
Pythagorean tuning, the melody concludes with
a disastrous leap, slightly larger than a pure
octave. Just Intonation produces a final octave
leap too narrow. He designed the music to fail
with either system; rather, he espoused
aradical new tuning — what we today call equal
temperament.

10 See more: Denzil Wraight. Zarlino’s 24-Note
Harpsichord Built by Domenico da Pesaro, 1548.
URL: https://denzilwraight.com/24note.htm
(access date: 11/12/2021).

11 The scales of the two instruments are
identical, comprising thirty-six physical

keys that are organized into two keyboards,
each with three rows of keys. The Venetian
organ builder Vincenzo Colombo built these
instruments on Vicentino’s commission.

No historic specimen survives, but thanks

in part to diagrams and descriptions that
Vicentino published in I’antica musica and

in another document, Descrizione dell’
Arciorgano (1561), modern reconstructions
have been possible. See more:

Microtonal Keyboard Instruments in Early Modern
Europe | Sound & Science: Digital Histories.

URL: https://soundandscience.de/contributor-
essays/microtonal-keyboard-instruments-early-
modern-europe (access date: 13/12/2021).

12 Helmholtz H., von. On the Sensation of Tone.
Trans. by Ellis A. Dover Publications, Mineola,
NY, 2013. 608 p.

13 The italics for the word “tuning” in the quote
belong to either Stravinsky or the publisher.
They are not mine.

14 Asteroid Belt was premiered by cellist Dave
Eggar on September 5, 2021 on opening day

of Microtonal University over Zoom.

15 Tt has since been released as a video on the
AFMM channel on YouTube. See more: Igor
Stravinsky. Lied Ohne Name. URL:
https://www.youtube.com/watch?v=29LyoE77IyE
(access date: 09/12/2021).

16 “Wagner may have been Stravinsky’s béte
noire hut, like all great artists who came after
Wagner, Stravinsky benefitted from Wagner’s
model, even if he rejected his aesthetic.” See:
Broening J. A Violent Luxury: Robert Craft

and Igor Stravinsky. The New English Review.
March 2018. URL:
https://www.newenglishreview.org/articles/a-
violent-luxury-robert-craft-and-igor-stravinsky/
(access date: 11/25/2021).

17 Only a few days after the Lithuanian
harmonics lecture, composer scholar Ben Lunn
in Scotland sent me two YouTube videos, which
serve as great ambassadors to the rich treasure
of higher harmonic folk music. My thanks to
Ben Lunn for providing these links:
https://www.youtube.com/watch?v=]XPZYuU-xzU
(wooden trumpets) and
https://www.youtube.com/watch?v=zeEnhlRteiA
(a cappella voices).

18 See source:
https://www.researchgate.net/figure/Lithuanian-
folk-songs-from-Juskas-anthology-
corresponding-with-Stravinskys-melodies-
in_fig2_ 321821601 (access date: 11/30/2021).

19 Staneviciote R. Microtonal Music: From the
Baltic to the Adriatic and beyond the Atlantic.
Lithuanian Music Centre. URL:
https://www.mic.lt/en/discourses/lithuanian-
music-link/no-23-january-december-2020/ruta-
staneviciute-microtonal-music-from-baltic-to-
adriatic-and-beyond/ (access date: 12/22/2021).
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Abstract. The editorial board of the journal
ICONI is happy to present to our readers
an interview with Austrian bass-baritone
Rupert Bergmann, a talented, artistic
musician, brilliant performer of the classical
vocal repertoire, an ardent enthusiast

of contemporary vocal music, and a
participant of many contemporary music
concerts and festivals. Rupert Bergmann
was born in 1956 in Graz, studied at the
Graz Music Academy, then moved

to Vienna, where he has lived ever since.
He has performed in many concert and
opera venues in Austria and in other
countries of the world, where he has

sung premieres of works by composers
from many countries. He has frequently
instigated composers to write mini-mono-
operas for solo bass-baritone and small
chamber ensemble on Biblical plots, or on
comic librettos, from Aristophanes’ plays
to those by contemporary playwrights.
This interview was taken from the musician
in July 2021 at the festival Two Days and
Two Nights of New Music, where he sang
premieres of two new mini-mono-operas.

Keywords:

Austria, bass-baritone, vocal music,
opera, contemporary vocal music,
festival of contemporary music,
mini-mono-opera

AHHOmauyus. Pepaxkiug )xypHasia « MKOHW»
paza ImpefCcTaBUTh HAIIIMM UHMTaTeIIM
HHTEPBBI0 C aBCTPUHCKUM 6aCOM-0apUTOHOM
PymieproM beprmaHoM, SpKUM apTUCTUYHBIM
MY3BIKaHTOM, GJIMCTaTeIbHBIM UCIIOTHUTEeIeM
KJIaCCUYeCKOT0 BOKaJILHOI0 perepryapa

U PBSIHBIM 9HTY3HUaCTOM COBPEMEHHOU
BOKaJIbHOM MY3BIKH, Y4aCTHUKOM MHOTHUX
KOHIIEPTOB U dpecTUBAJIEU COBPEMEHHOM
My3BIKHY. PyriepT beprmaH popguiicd B 1956

rony B ropoje I'part, o6ygasics B My3bIKaJIbHOM
akazeMmud I'paria, saTeM Iiepeexas B BeHy,

I7ie C TeX IIOp U IIpokuBaeT. OH BBHICTYIIA

BO MHOI'MX KOHIIEPTHBIX U OIIEPHBIX 3aj1aX
ABCTpPHH U IPYTUX CTPAH MHPA, I1eJI IIpeMbepbl
COYMHEHUN MHOTMX KOMIIO3UTOPOB M3 PasHbIX
CTpaH. YacTo UHUIMUPOBAJI KOMIIOSUTOPOB

Ha COUMHEeHUe I HeTO0 MUHU-MOHO-0IIep

17151 6aca-6aprUTOHA U HEOOJIBIINX KaMePHBIX
aHcaM0Jielt Ha 6H6JIEMICKIe CIOYKeTHI JIN00

Ha KOMHYeCKHe JINOPETTO OT IIbEeC
ApucrodaHa 10 COBpeMeHHEIX aBTOPOB.
VHTepBbIO OBLIO B3ITO Y My3bIKaHTA B HI0JIE
2021 roza Ha ¢pecTuBalle «/lBa JHA ¥ Be HOUU
HOBOM MY3BIKH», T7le OH BBICTYyIIAJ

C IIpeMbepaMH [BYX HOBBIX MUHHU-MOHO-OIIED.

Karouesvle caosa:

ABcTpus, 6ac-6apyUTOH, BOKaJIbHAS MYy3bIKa,
oTiepa, COBpeMeHHasi BOKaJIbHasl My3bIKa,
decTUBAIL COBpeMeHHOM MY3bIKH,
MUHH-MOHO-0TIepa

© Anton A. Rovner, 2022
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Anton Rovner: Mr. Bergmann, could
you tell us when did you start your musical
activities, and where did you study?

Rupert Bergmann: I was born in
1965 in Graz, Austria. I grew up partly in
Munich, because my father worked there
as a scientist, but when I was ten years
old my family moved back to Graz, where
I studied at the Graz Gymnasium. When I
was a child, my parents wanted all their
children to receive a musical education
and to learn to play musical instruments.
I started by studying the recorder and
the flute, and then changed to the cello.
I also studied piano when Iwasin high school.
When I turned eighteen, I somehow started
being interested in singing. Before that
I only sang from time to time in a church as
a cantor soloist. Then, in 1985 I decided to
take the entrance exam to study at the Graz
Music Academy (now KUG — University of
Music and Performing Arts). I was accepted
and studied there for seven years with opera
singing as my major subject. I was very
happy, because I had the opportunity of
singing many of the works from the standard
opera repertoire, such as the three Mozart
operas written on Da Ponte’s librettos — the
Count in La Nozze de Figaro, Don Giovanni
in Don Giovanni and Gugliemo in Cosi fan
Tutti, as well as Kaspar in Weber’s Der
Freischiitz. 1 graduated from the academy
in 1992, receiving a degree of Master of Art.
Then time arrived for me to move away from
Graz, because it holds true that the place
where you study is never good for making
a career, and this took a couple of years. So

I decided to go to Vienna, and there at the
time there were musical activities taking
place — not only the big opera houses, but
also small opera companies which focused
on contemporary music, over a hundred of
them, performing in strange, not well-known
venues. This was my entrance to the musical
scene in Vienna in 1995 — to this “off opera
scene” there. I performed a considerable
amount of operas there, including the title
role in Alban Berg’s Wozzeck, Leonard
Bernstein’s Candide, The Second Mrs. Kong
and Last Supper by Harrison Birtwistle,
Mahagonny by Bertold Brecht and Kurt
Weill and The Rape of Lucretia by Benjamin
Britten Apart from that, I participated in
numerous world premieres of operas by
the many composers who lived in Vienna
at the time, such as Wolfram Wagner, Kurt
Schwertzig and Bernhard Lang, to indicate
a few names. There was one opera project
in which from seven to nine composers
were asked to write short operas, which
were then performed in a row. From this
idea I developed my own subsequent mini-
mono-opera projects which I initiated in
various other venues, including the festival
of contemporary music Two Days and Two
Nights of New Music in Odessa.

Anton Rovner: You have participated a
number of times at the contemporary music
festival “Two Days and Two Nights of New
Music” in Odessa and have sung a whole
set of short operas for one singer and small
chamber ensemble which last about 20-30
minutes, nevertheless, are saturated with a
sufficient emotional and theatrical content
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Photo 1. Rupert Bergmann performing in Werner Schulze’s
mini-mono-opera “Trygaios”
(Odessa, July 2021)
[photo credit: Rupert Bergmann]

to be compared to large-scale operas in
their breadth. Could you tell us about your
affiliation with this festival and about what
compositions you have performed there?
Rupert Bergmann: My connection with
this festival started also with the little “off-
opera” group ARBOS Musictheater in Austria
with which I had been affiliated and which
brought me to Odessa in 1997, to perform
at the festival the third time it was held. We
performed Das Konzert des Vogel by a group
of four composers from the Austrian province
of Carinthia. This marked the beginning of
my connection with this festival, and this is
when I made the acquaintance of Karmella
Tsepkolenko, the festival’s director, who is
herself a prominent composer in Ukraine.
I found the festival to be of exceptionally
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high quality and wished to continue my
connection with it. I was intrigued by Odessa
not only for artistic reasons, but also for
biographical reasons. My father, whom
I mentioned before, who was a scientist,
started connections with Eastern countries
in the 1970s, and we as a family sometimes
travelled with him to such countries as
Hungary and Bulgaria, and so we were
somewhat acquainted with the situation
of Eastern Europe beyond the Iron Curtain
before that particular decade. So coming
to Eastern Europe was something which
was not new to me, and I had the wish of
continuing the relations with this part of the
world. In 2000 I asked Karmella Tsepkolenko
to compose a few songs for me which I could
perform in a project in Austria, which she
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did, I performed them a number of times
there. In 2006 I established contact again with
Karmella and offered to participate in her
festival, so she invited me again to perform
at the festival in 2007. At that time, it was still
held not in the Philharmonic Society Hall,
where it has been held later, but in a large
hall for popular music on Richelieu Street,
before it was rebuilt as a shopping center.
There are a number of Ukrainian composers,
including Mikhaylo Shved, who composed
works for me to sing. So around that time the
idea of composing mini-mono-operas was
formed. After the festival I offered Karmella
to compose an opera or a work in the genre
of musical theater for me to sing.

Anton Rovner: Was it the opera “Heute
Abend Boris Godunow” (“Tonight Boris
Godunov”) which you performed at the
festival in April 2019 in such an impressive
theatrical manner? Could you tell us about
your participation in the creation and
subsequent performance of this opera?

Rupert Bergmann: Yes, it was particularly
this work that she composed. At that time,
we were looking around for a libretto for
the opera Karmella could write for me.
I'waslooking for something with biographical
connotations for me. Finally, we found a very
funny story about a singer who is sitting in
his dressing room in an opera theater waiting
for his entrance on stage in a production of
Mussorgsky’s Boris Godunov. The idea of the
story is that he is waiting to go on stage, but
as the time for him to come out arrives, he
discovers that his voice is gone, and he starts
to cough. He tries to recover his voice, but
is unsuccessful in doing so. So he decides to
try out the part of a different character from
the opera. This results in a very grotesque
situation, since it would never happen in real
life that a singer would decide the last minute
to sing the part of a different character.
He tries out the part of Shuysky, but then
changes his mind and find Shuysky’s role
to be bad, since he, the singer, wishes to be
the big star in the performance, while this
particular protagonist of the opera is a bad
character. Musing on what other character
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of Boris Godunov he could sing, he decides
next to sing the role of the fool, since this
protagonist is always appreciated by the
audiences. So he puts on the costume of the
fool, but in the last minute he decides that
he does not wish to make a fool of himself,
nor does he wish to have the stage director
fool him. At the end of the story he decides
not to sing in the opera production at all that
particular night and to go home and enjoy a
quiet evening with a roasted chicken in front
of the TV. The libretto was written by an
Austrian stage director Kristine Tornquist,
who actually also has directed for a long time
an opera company in Vienna, with which
I have also sung in a couple of productions.
My idea was to combine the opera composed
by Karmella with other works which also
reflect somehow those roles which I never
played on stage. I have never sung the part
of Boris in Boris Godunov, which I probably
could have done; I have never sung the part
of Bluebeard in Bartok’s opera Bluebeard’s
Castle; nor have I ever sung the part of
Papageno in Mozart’s opera The Magic
Flute. So new theatrical manifestations of
these three particular characters became the
theme of new operas presented during an
entire night. Two more operas were written
for me, one by Hungarian composer Samuel
Gryllus about a very strange, inner-reflecting
contemplation of Bluebeard from Bartok’s
Bluebeards Castle, and another one by well-
known Austrian composer Johanna Doderer,
who wrote a paraphrase of the character of
Papageno for me. I successfully presented
these three operatic works together in 2011
in Vienna in a run of 4 performances at the
Wiener Kammeroper in a co-production
with the Theater an der Wien — historic
opera house of Vienna where Fidelio and
Fledermaus had their world premieres.
I was happy that Karmella could come to
Vienna to attend this production, and the
other two composers were also present at
the performances. Unfortunately, it has not
been possible since that night to perform
the entire project of these three particular
operas together anywhere else again.
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Photo 2. Rupert Bergmann as Tevye in the Jerry Bock's musical
"Fiddler on the Roof", Mérbisch Festival, Austria, 2014
[photo credit: Rupert Bergmann]

The performance of these three works was
very demanding in terms of the technical
and the musical challenges, even though the
entire performance took up only one hour.
I performed Karmella’s opera a few times
after that, including in Odessa at the festival
Two Days and Two Nights of New Music in
April 2019, which you saw. The instrumental
part was performed by the Senza Sforzando
chamber ensemble, conducted by Oleksandr
Perepelytsia Jr.I have even performed it once
at the Lviv Opera House in Lviv, Ukraine,
and I remember the particularly lively and
exciting performance in Donetsk in 2013.
So the circumstances have developed that
I started coming to this festival every other
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year to perform — in 2012, 2014, 2016, 2018,
2019, and now in 2021. I think it makes
absolute sense for me to skip one year, since
it takes time to prepare adequately for a
performance of contemporary music. I am
also given financial support by the Austrian
Cultural Forum in Kiev, but they would not
agree to fund me every year.

Anton Rovner: Besides classical opera
and contemporary music, what other types
of vocal music have you performed? Are you
interested at all in the genres of operetta or
the musical?

Rupert Bergmann: I have been quite
involved in singing in operettas. Apart from
classical opera and contemporary music, it
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has been my main focus as a singer. During
the time I established connections with the
festival in Odessa in the late 1990s, I was
quite busy with performances of operettas,
of which T have sung a considerable amount.
I have sung in Johann Strauss’ Die Fledermaus
a number of times, including productions in
Vienna, in Tokyo, in Santiago, Chile, and a
number of other cities. I have performed in
Cark Millocker’s The Beggar Student, Franz
Lehar’s The Gypsy Baron, as well as a number
of lesser-known operettas by Lehar, such as,
for instance, Frasquita and Giuditta — there
are CD’s available of some of the productions
in which I have participated. I also sung Jerry
Bock’s Fiddler on the Roof in three different
productions.

Anton Rovner: Your performances of
contemporary operas are very theatrical in
their nature. Have you had any experience
in performing in dramatic theater, besides
opera? Or is your theatrical approach simply
part of the art and craft of being an opera
singer?

Rupert Bergmann: One important point
is that I had a very good music teacher at
the Music Academy in Graz. He continued
the East German theatrical traditions, and
he really taught his students the technique
of singing opera and the theatrical effects
inherent to them. In addition, from the
very beginning of my singing activities,
I was very interested in the process of
telling a story, and not limiting myself
merely to producing nice vocal sounds.
There have been a few occasions where
I brought in the narrative, theatrical element
into my performances, even at the expense of
the good sound — and I have been criticized
for this. Sometimes, it simply becomes
impossible to focus solely on refined bel
canto vocal sound for technical reasons —
because the singer is tensely conveying the
message of his or her role, or, otherwise, if
he or she becomes irritated by the lighting
on stage, or for countless other reasons.
I have always found it more interesting in
presenting my role as a singer on stage in
all of its combined aspects — the musical,

the narrative and the theatrical. This is why
I allow myself to do more acting on stage
than, maybe, I ought to, at times.

Anton Rovner: [ think that this is a very
justified approach for singers to convey the
message of the text in the music they are
singing. In an opera, just as in a song cycle,
the subject matter is just as important as the
music set to it.

Rupert Bergmann: I must also add,
that if I come to a country where people
understand neither German, nor English
— the two languages I sing most often in —
I think it should be very important to find the
theatrical means to convey the subject matter
to the audience in a way that transcends the
words to which the music is set, so that the
audience would understand the semantic
message of the musical composition even
without understanding the words.

Anton Rovner: Do you have any stylistic
preferences for the contemporary operatic
compositions written for you to sing? Do
you prefer a more avant-garde style, a more
traditional, romantic style, or something in
between? Have you performed any of the
vocal compositions by Schoenberg, Berg,
Boulez or Ligeti?

Rupert Bergmann: When I examine a
musical composition which I am considering
performing, I am more interested in what
this work has to tell, than what particular
style it is written in. It is possible to make
a great performance both theatrically and
musically, for example, with such an opera
as Alban Berg’s Wozzeck, in which I have
performed once, or with Bernstein’s Candide,
which is a tonal work, since both of them
are substantive compositions endowed with
both the philosophical messages of their
plotlines and the profound expressivity of
their musical means. So I do not have any
real preferences in terms of the style of the
music I perform in. if I speak more from the
singer’s perspective, tonal music is simply
easier to perform, because you can direct
it from the ear, and you do not need to
have so much contact with the conductor
in order to sound it out. In atonal music it
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Photo 3. Rupert Bergmann at the festival
of contemporary music
"Two Days and Two Nights of New Music". Odessa, 2021
[photo credit: Rupert Bergmann]

frequently becomes the case that it is not
possible to grasp it by ear, you have to count
the time to perform the rhythms right, and
it can be very distracting and difficult to
perform. But still, an atonal work can be a
great musical composition, endowed with
musical substance, expression and theatrical
qualities. So it is not appropriate for me to
answer this question directly.

Anton Rovner: This is probably the best
answer to such a question. Finally, I would
like to ask you; do you have any plans for the
near future in terms of performances.

Rupert Bergmann: For a couple of years
I have decided to have less performances in
terms of quantity. I am not so happy with
the present-day development of theater and
particularly music theater, at least in the
West, because it has become too ideological
in its approach. Presently I am working on
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a number of my own concert projects, as
well as singing church music, which I do
a considerable amount of. I am working
on continuing singing the opera Trygaios
composed by my Austrian composer and
friend Werner Schulze, which is a setting to
music of Aristophanes’ play Eirene. I plan to
perform it in September at the very fancy
castle Schloss Weitra in the North of Austria.
I still work with the theater with which
I came to perform in the festival in Odessa
in 1997, the ARBOS Musictheater. My next
performance with them will be next Sunday,
and I will perform a work titled Die Storung
[«[Tomexa»] by Russian composer Alexander
Radvilovich from St. Petersburg, set to the
text of a mini-play by Russian avant-garde
poet Daniil Kharms. This is a project which
involves mimetic motions made by actors,
some of whom are actually deaf and we
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will sing it in the original Russian. I have
many projects for next year partly because
many of them have been postponed as
the result of the COVID-19 pandemic.
I will do a project in Hannover with a
large assortment of composition, from
Haydn to contemporary composers at a
Jewish concert venue. I wish to come to the
festival in two years from now, in 2023, and
I am thinking of what compositions I would
like to perform. I would certainly like to
present once again a combination of two
mini-operas, one them serious, based
on Biblical themes, and the other one a
comedy. I think that this is a most satisfying
combination of oppositely contrasting
genres.

Anton Rovner: As I understand, you are
also active in singing church music. Could you
tell us about this?

Rupert Bergmann: Yes, I also sing church
music regularly. My parish is located in the
southern part of Vienna. It is a Franciscan
Pilgrimage Catholic church, and I am their
regular lector and cantor singing the solo
lines in the psalms that we sing from the
Psalm Book as a regular part of the liturgy.
Sometimes I also work as an organist there,
either accompanying my own singing, or
accompanying the parishioners for the mass.
Since I am closely connected with the church,
I am very interested in asking composers
to write mini-operas on Biblical texts. For
example, two years ago in the festival in
Odessalsangan operaby Bulgarian-Austrian
composer Tzveta-Dimitrova Moses, in which
I dressed myself in a costume resembling
Moses and held a staff, for this piece I also
was the librettist and wrote a monologue
after the Book of Exodus.
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Abstract. In this short essay the history
of a very little understood classical guitar
performance technique is analyzed

in an accessible but rigorous way.

This essay explores various sources

from the first books on the vihuela

of the European Renaissance, where

the technique was known as the dedillo,
passing through the well-known classics
of Romanticism such as Dionisio Aguado’s
until reaching the revolutionary

20th century with the relevant case

of William Foden, to the present day
with the innovation of Carlos Reyes

and his plectrodedo school.
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AHHOMAuus. B 3aToM KOPOTKOM 3CCe

UCTOPUSA MAJIOU3YUEeHHOU TEXHUKU UTPHI

Ha KJIaCCUYeCKOM ruTape oJBepraercs
CTPOTOMY aHaJIN3y, XOTS U OCYII[eCTBJIEHHOMY
CaMBIMU JOCTYIIHBEIMU CPeICTBaMHU.

JlaHHOe 3Ccce UCCIenyeT pPasInuHbIe
UCTOYHUKU, HAUUHAaA OT IIePBBIX KHUT

0 BUY3JIe eBPOIIEMCKOro Bo3poKaeHUs,

T/ie 9Ta TeXHHKa ObITa M3BeCTHA KaK JIeTHJLIO0
yepes 3HAMEHUTHIX KJIaCCUKOB POMaHTHU3Ma,
TaKuX Kak /[uoHucuo Aryazo, BIUIOTb

IO peBOJIIOITHOHHOrO XX BeKa C aKTyaJIbHbIM
npuMmepoM VuibsiMa PoieHa U [0 HaIlIUX JHEU
C MTHHOBaIIMOHHBIM ITo7xon0M KapJsioca Petieca
U ero ILIKOJIBI IVIEKTPOLEIO.

Karouesvle caoea:

IUIEKTPOJeZ0, KJIacCHYecKasi TUTapa,
Urpa Ha rurape, Jeiusio,
TeXHUKa UTPhI Ha BUyaJse, Sonido 13
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the world where the “classical guitar” is
taught base their pedagogical doctrine
on a guitar method from the 1950s named
Escuela Razonada de la Guitarra (Spanish
for: Reasoned School of Guitar) created
by Spanish guitarist Emilio Pujol. From
the time of the publication of that method
on, countless books, pamphlets, articles
and manuals have been published over
time, citing as an example the remarkable
methods of Scott Tennant, Abel Carlevaro
and many more. Almost all students and
teachers of this instrument are said to be
“followers of the Tarrega School” after the
teacher of Emilio Pujol; remarkable guitarist
and composer Francisco Tarrega. [1; 2]
These excellent books contain very similar
paradigms for playing the instrument and
start from the well-established fact that the
student should maintain as comfortable
a position as possible, seated and with the
guitar between his two legs. A foot-stool
or some other prosthetic accessory is used
to slightly raise the fretboard area of the
guitar diagonally and the guitar is played
in a plucked manner with the fingers of
the attacking hand labelled as: p (thumb),
i (index), m (middle), a (ring) and c (little);
opposing the fingers of the fretboard hand —
which serves to press the strings on different
frets to produce pitches — labelling them
as: s (thumb support), 1 (index), 2 (middle),
3 (ring), 4 (little or pinky). [3; 4]

P ractically all the musical institutions in
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..for Carlos Reyes, father of the plectrodedo.

Some of the guitar methods before and
after Pujol’s monumental work make brief
references to an extended technique — that
is, those auxiliary techniques that are not
part of the canon of conventional technique
— called dedillo. The technique per se
consists of making a pendular movement
with any of the five fingers of the attack
hand (this hand is, therefore, the one that
strikes the strings when plucking), but in
Renaissance era it was performed only with
the index finger of the plucking hand —
i — and was initially used to perform scalar
passages or figures that required, due to
their rhythmic nature, a certain rapid action
in their execution. By the 20th century, the
dedillo had reappered in functions to make
a kind of “sweep” in the chords, similar to
another technique called rasgueado, related
to the strumming of the Saxon — or steel-
string acoustic — guitar. [5]

At the risk of falling into historical
oversimplifications, I will proceed to
mention the evolutionary processes of the
guitar in very broad sense in this very brief
essay as follows:

— 16th Century C.E.: Gestation period;

— 1st Age. The Baroque Guitar;

— 2nd Age. The Romantic Guitar;

— 3rd Age. The Spanish Guitar;

— 4th Age. Modernism.

Let’s describe these periods.

16th Century C.E.: Gestation period.
The golden age of the vihuela, the direct
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ancestor of the guitar. Institutional
protection by the Spanish monarch Charles I,
at the time the emperor of the Holy Roman
Empire — as Charles V — and of immense
popularity among the then considered
luminaries of fame who were the so-called
Conquistadores. Publication of the methods
El Maestro by Luis de Mildn and El Delfin
by Luys de Narvaez, who dedicates to the
aforementioned monarch his very famous
piece Cancion del Emperador. [6]

1st Age. The Baroque Guitar.In 1596 the
first known guitar method was published
by Juan Carles Amat [7; 8], and by the 17th
century the Spanish composer Gaspar Sanz
— a student of Giovanni Granata — had
ensured the pinnacle of the instrument. [9]

2nd Age. The Romantic Guitar. In
vogue by exalted guitarist composers
such as Carcassi, Berlioz, Paganini, Sor,
Mertz, Giuliani and Carl Maria von Weber.
Composition of hundreds of works from
simple studies to large-scale works such as
Sonatas, Elegies, Overtures and Concertos.
Some years after Paganini’s death, Dionisio
Aguado’s remarkable method was written,
the first to include — albeit briefly — the
use of the little finger — ¢ — in the playing
hand. [10] Simultaneously, the seven-string
guitar is developed in Russia, Brazil and
Mexico. [11]

3rd Age. The Spanish Guitar. Emergence
of the modern Spanish or classical guitar
— also called Guitarra de Torres after the
luthier Antonio de Torres, — with Francisco
Tarrega as its pioneer, who instigated an
authentic renaissance of the instrument
with his pupil Emilio Pujol as his assistant.
The instrument reaches unprecedented
levels of popularity thanks to the enormous
diffusion made by the phonograph, the
radio and concerts of the Spanish performer
Andrés Segovia. [12]

Diverse composers such as Manuel M.
Ponce, Carlos Chavez, Joaquin Rodrigo,
Mario Castelnuovo-Tedesco, Manuel de
Falla, Darius Milhaud and Alexandre
Tansman wrote for the instrument, while
in South America a major contribution to
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the guitar repertoire occurs with the works
of notable guitarists/composers, such as
Agustin Barrios, Heitor Villa-Lobos, Julio
Sagregas and Domingo Prat (the latter
with his remarkable method that takes up
the advance made by Aguado, completely
incorporating the use of the c finger to the
technical canon). [13; 14]

The guitar also experiences the arrival
of microtonal or “alternative tuning”
composers who write for specially-designed
guitars, such as American composer Harry
Partch, Alois Haba from Czechoslovakia and
the Mexicans Augusto Novaro (creator of
the Natural System of Music theory), Julidan
Carrillo (creator of the Sonido 13 theory)
and his student Rafael Adame, who in
addition to creating microintervalic works
has, to his credit, the composition of many
guitar works such as the first concerto for
seven-string guitar and orchestra (called
“séptima”) of the 20th century in 1930. [15;
16; 17; 18; 19]

4th Age. Modernism. With the great
musical-aesthetic shake-up of the avant-
garde proclaimed at the beginning of the
20th century, but unleashed at the end of
World War II with the free access of the
civilian population to certain electronic
technologies previously reserved for the
military, musical figures began to emerge
whose discourse included the incessant
search for new timbres and musical forms.
This allowed the gradual return of the
dedillo, while a new generation of great
concert guitarists such as John Williams,
Alirio Diaz and Julian Bream continued the
work of popularizing the instrument with
extensive tours and recordings. For its part,
the electric guitar (a flagship instrument of
jazz and rock music) stands out in art music
with works by Karlheinz Stockhausen,
César Bolafios, Morton Feldman, Blas
Galindo, Steve Reich, Tristan Murail and
others, taking a parallel path — and still
rarely shared — with the Spanish guitar.
[20; 21; 22]

Composers such as Benjamin Britten, Toru
Takemitsu, Juan Blanco, Manuel Enriquez,
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Elliott Carter, Peter Maxwell Davies, Luciano
Berio, Hans Werner Henze and many
others wrote works for the modern Spanish
guitar; however, we find one of the most
revolutionary figures in the composition of
guitar works with the Cuban composer Leo
Brouwer with his key works Canticum and
the portentous La Espiral Eterna from 1970.
[23; 24]

Dedillo in the Renaissance

In the late 15th century, at the dawn of
the Spanish and Portuguese empires, an
ancient instrument of the viola family called
the vihuela became popular among the
noble class. After eight centuries of Islamic
rule in the Iberian Peninsula, the fervor of
the Reconquista culminated in 1492 with the
Capitulation of Granada, when the Muslim
emir Boabdil surrendered the castle of
the Alhambra to the Catholic monarchs,
generated all kinds of structural changes
in society. The monarchs implemented
the Holy Inquisition (making demands
for forced conversion to Christianity
of Jews and Muslims under penalty of
exile, or execution by means of the auto
da fe), funded enterprises to explore the
Mare Tenebrarum (the Atlantic Ocean) —
achieving the so-called “Discovery of the
Americas” — and supported the rise of the
vihuela, while encouraging their subjects
to reject the instruments of the Arabs so in
vogue until that time, such as the oud and
its Western cousin, the lute. [25; 26]

The vihuela was a six (and sometimes
seven) double-stringed instrument, and
there were two types:

— vihuela de mano — very similar to the
modern Spanish guitar;

— vihuela de arco — similar to the viola
da gamba.

The vihuela de mano was very popular
among the conquistadors. Famous sagas
such as that of Bernal Diaz del Castillo
mention a conquistador & vihuela player,
identified only as Ortiz, who worked closely
with conquistador Hernan Cortés and his

insurrectionist indigenous allies for the
collapse of the Excan Tlahtoloyan (the Aztec
Empire) which, being a major civilization
that rigorously observed music and dance
education in special schools called Cuicacalli,
they adapted to the European musical
tradition rather quickly. [27; 28]

It was around 1536 when the first vihuela
de mano method, called El Maestro by the
Iberian composer Luis de Milan, saw the
light of day. The way to play the instrument
according to this method and others that
followed, such as El Delfin by Luys de
Narvdez and Orphenica Lyra by Miguel de
Fuenllana, is in threefold:

1. Figueta. The figueta uses p and i. It is
subdivided into two styles:

— Figueta Castellana. When p is always
above i as it strilkes a string.

— Figueta Extranjera. When p falls
underneath i after the strike.

2. Dos Dedos. The use of i and m in
alternation and never in an individual
pendular way.

3. Dedillo. It is performed using i with
a pendulum movement, imitating the
plectrum of the ud. It was mainly taught for
redobles.

The redobles are virtuosic passages, such
as rapid figurations and scalar runs. In the
English translation of El Maestro, Canadian
professor Ralph Maier [29] designates
Fantasies 10 to 12 for the development of
this technique: “With redobles, which they
vulgarly say dedillo.”

In the translation of El Maestro by
Charles Jacobs, we note that there is a very
clear indication of which finger to use: “The
redobles of these three Fantasias are best
played with the index finger, as they were
composed to encourage agility of the fingers.”
[30]

Of the vihuela treatises, the one named
“Tres libros de musica en cifras” by Alonso
Mudarra requires special attention. In his
method, Mudarra favors a hybrid fingering:
“Dedillo is for the passages that are placed
from the first towards the sixth course, which
is from top to bottom, and two fingers for the
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ascending passages and cadences.” [31]
The Vihuela in Italy

After Spain and Portugal, the vihuela
enjoyed great popularity in Italy. Notable
composer and lutenist (and possibly vihuela
player) Francesco da Milano (also called
Il Divino, as was his fellow famed countryman
Michelangelo Bounarroti) wrote a book
entitled “Intavolatura de viola”. It contains
numerous pieces that might require the
use of the dedillo, but they are not as
varied in difficulty as those of his Iberian
counterparts. [32]

The End of the Vihuela Era

It was Miguel de Fuenllana who argued
that the dedillo should be an element to
avoid, since: “[the dedillo] implies a subtle
amount of noise produced when the fingernail
strikes the string.” [33; 34; 35]

Faced with this aesthetics, the dedillo
“went out of fashion” and a fusion of figueta
and dos dedos techniques was favored
by vihuelists, although not long after, the
popularity of the vihuela itself plummeted,
giving way to the rise of the guitar, an
ancient Ibero-Arabic instrument favored by
the lower classes of Iberian society.

The popularity of the Italian vihuela also
declined, giving way to the mandolin — a
plectrum instrument — which enjoyed a
considerable wealth of repertoire thanks to
the composer Antonio Lucio Vivaldi, while
the lute was developed mostly in North
European countries, with works by great
composers such as John Dowland and much
later Johann Sebastian Bach. [36]

The Dedillo on Guitar and Instruments
of Different Cultures

India. Of the two main classical music
traditions of India, itis the Hindustani that has
incorporated the sitar since the Middle Ages.
The sitar is played with a hybrid form of the
rasgueado and dedillo techniques, contrary
to its Carnatic relative, the veena, that is
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played without pendular movements of the
fingers; safe for the very rare occasion. [37]

Popularized in the West by virtuoso
sitar player Ravi Shankar in the 1960s, its
tuning and dedillo-based technique greatly
influenced and inspired guitarists from the
rock music world, such as George Harrison
[38] and Brian Jones, as well as Brazilian
classical guitarist Alexandre Atmarama.

Persia. At the same time in the Middle
Ages, the Persians incorporated the setar in
their music. The instrument is a type of lute
and is used in Iranian traditional music. Its
technique is based on the dedillo with i. [39]

Romani People. The Romani people,
following very ancient tradition, adopted
the guitar with their particular techniques
as part of their multinational culture.
There is the case of gypsy-jazz superstar
Django Reinhardt, who developed his own
technique due to an accident that seriously
compromised the movement of his left-
hand. But it was the Romani people from
Al-Andalus who developed a thinner guitar,
prone to emitting “brilliant” sounds to blend
with the Cante Jondo singing-style, giving rise
to the now world-famous flamenco guitar,
spawning virtuosi such as Carlos Montoya,
Sabicas and Paco de Lucia.

Of its many techniques, the so-called
alzapua, is the one which is closely related
to the dedillo. The alzapua is a mixture of
rasgueado and dedillo use with the p finger.
It consists of playing a single bass string with
a downstroke, then another downstroke to
play two or more strings to conclude with an
upstroke playing all strings formerly used.
It can be combined with the golpe — the
characteristic flamenco guitar percussion
over the guitar’s top done with m and a
fingers. [40]

The Americas. The same fate as the
Excan Tlahtoloyan befell the Tawantinsuyu
(the Inca Empire) at the hands of the
conquistadors of the Spanish crown
in alliance with insurgent indigenous
peoples, all under the command of Hernan
Cortés’ second uncle, Francisco Pizarro.
[41] Similarly to their Aztec cousins, the
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Inca practiced music with the highest
standards, having institutionalized it in
their Yachaywasi (houses of knowledge);
[42] hence, their descendants had great
disposition and facility to adapt to the
European music tradition. They created a
hybrid of the vihuela with the mandolin
called charango, traditionally made
(although nowadays prohibited for
ecological reasons) from the armadillo’s
shell. The charango is played with a
technique very similar to the dedillo, only
for the rasgueados, privileging the modern
technique of Tarrega’s school when playing
arpeggios. Today the charango has become
one of the most characteristic instruments
of the Andean region. [43]

In Latin America’s popular music, the
vihuela, the baroque guitar and other
European chordophones such as the
bandurria and the mandolin, have evolved
giving way to their descendants such as
the jaranas, the bandoldn, the requinto,
the Venezuelan cuatro, etc. Currently, the
Mexican vihuela is part of the world-famous
Mariachi ensembles. [44]

In North America, with the arrival of
Saxon immigrants transporting guitars that
would be converted into the modern Saxon
guitar or Steel-string acoustic guitar, an
infallible instrument in the folk, bluegrass
and country music of the United States
that although it is played with plectrum
or fingerstyle, it uses a technique imported
from the banjo called clawhammer (which
comes from the shape of the hand when
taking the hoe for agricultural work) where
a kind of “reverse” dedillo or alzapua is
required to keep the fast and complicated
dance rhythm that bluegrass music
requires. [45; 46]

Another banjo technique is the sostenuto;
which is the one-finger tremolo. [47] This
is the technique that would influence
American classical guitarist William Foden
to incorporate the banjo-tremolo technique
to his compositions. [48]

Portugal. Portugal, for its part,
developed its own guitar — the Portuguese
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guitar, whose technique is similar to that of
the vihuela, and in some redobles the use
of the dedillo is required. The Portuguese
guitar is part of the whole fado music
genre. [49]

Russia. The balalaika is a three-stringed,
triangular sound-board instrument that was
popular amongst the working class of Russian
society in the 17th century, and by the late
19th century it was already well developed.
The instrument’s major ambassador to the
world was Vassily Andreyev.

Pending their size and tuning, some
balalaikas can be played with a plectrum
or fingerstyle. When using fingerstyle,
its technique is very similar to that of the
Peruvian charango, as the dedillo motion to
play rapid tremolos comes from the wrist.
[50]

Outstanding Cases of the Dedillo
in the 20th Century

American guitarist William Foden
published his famed book Grand Method for
Guitar in 1921, in which he included some
chapters devoted to the tremolo and —
remarkably — of the dedillo. [51]

The case of Foden is of particular interest,
because he was pioneering in the field of
playing chords with the dedillo with i and
is the first documented guitar method to
develop the concept of the double dedillo
in non-adjacent strings. Decades later,
Brazilian guitarist Laurindo Almeida would
develop the concept of chord-playing with
the dedillo with p but the double dedillo
on non-adjacent strings would remain
unexplored until the 1970s. [52; 53]

When Emilio Pujol took the reins of the
Spanish guitar, he mentioned — albeit
tersely — the dedillo technique in his
edition of the Narvaez’s vihuela book, [54]
but it was with the arrival of the Avant-
Garde aesthetics to the guitar playing, [55]
that the way of playing the instrument was
restructured and even adapted to allow the
performance of new and old techniques
such as dedillo. The work Triptych to
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Segovia (1953) by Egyptian composer Halim
El-Dabh — a pioneer of electronic music —
asks the interpreter to play certain passages
with the dedillo as if imitating the plectrum
of the oud, while playing many different
percussive passages on the body of the
guitar, being a pioneering work in that field
too. [56; 57]

In the 1970’s, we have the cases of Stepan
Rak from Czechoslovakia, who worked on
a very singular tremolo that he baptized as
the Rak Tremolo, [58; 59] using the dedillo in
rapid circular movements mixing a rounded
rasgueado in passages of marked tremolo
performed with support from the wrist with
the p finger, Edgar Valcarcel from Peru who
wrote Flor de Sancayo III which contains a
virtuoso tremolo section with the dedillo in
p, while playing chords with the rest of the
fingers [60], Tellur from Tristan Murail of
France, which is a masterpiece of energetic
flow with different types of rasgueados and
dedillo [61], and Leo Brouwer from Cuba
with his work Acerca del cielo, el aire y la
sonrisa for guitar ensemble, where on a
fast tremolo passage he clearly states in the
score: “Play with plectrum if it is not possible
to do without It”. [62]

During the 1980s, sui generis virtuoso
Kazuhito Yamashita arrived from Japan;
thanks to his superb transcriptions and
recordings of works by Mussorgsky,
Dvorak and Stravinsky for solo guitar,
he would take the instrument to a whole
new level, although unfortunately due
to the lack of a body of doctrine and the
enormous difficulty of the aforementioned
transcriptions, this path has rarely been
explored and remains unsurpassed. The
American musicologist Matanya Ophee had
to repeatedly defend Yamashita’s proposal
against the attacks of traditionalist critics
who, while recognizing the guitarist’s
talent, were not entirely favorable in
judging his work. [63; 64; 65; 66]

At the same time, in the same 1980s
Mexican composer of Uruguayan origin
Hebert Vazquez wrote his monumental
work Elegia dedicating it to Mexican
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guitarist Gonzalo Salazar, marking a
milestone in guitar history since the work
— of choral structure — explicitly calls for
the constant use of the dedillo in tremolos at
extreme speed, neatly handling the change
of timbre at each musical moment, turning
the traditional dedillo into quasi “brushes”,
asking for its alternate execution from the
“nail” to the “fingertip”, etc. [67]

The New Millennium

In the new millennium we discover
interesting compositions and transcriptions
of the Quebecois guitarist Remi Boucher.
Boucher, unlike Yamashita, has written
almost all of his compositions and
transcriptions for personal use, as he has
not formally published any scores. His
coveted version of Rodrigo’s Concierto de
Aranjuez for solo guitar is his most famous
transcription as it is a work well known to
guitarists and the general public. In this
version, we notice a very frequent use of the
dedillo in redobles, similar to the use made
by the vihuelists of the Renaissance, the sole
difference being that Boucher is inclined to
use the p finger almost always in the scales
and the i for certain chords. His Fantaisie
Russe is, after his famous transcription,
his best-known work. Taking a popular
Russian theme, Boucher embellishes it with
redobles, arpeggios and harmonics, keeping
the p finger in dedillo motion throughout
the piece, culminating with a scalar contour
on a single string alla Yngwie marking a
spectacular ending. [68]

Brazilian guitarist Alexandre Atmarama
has developed a system he calls “imalt”.
In a similar fashion of Reyes’ plectrodedo,
Atmarama’s idea of a guitarist attacking the
strings with imalt is: “..to take advantage
of the opposite direction as well, using
the opening of the hand to carry out the
attack”. [69]

He has composed some prominent pieces
for it and has pursued actively its diffusion
in Brazil with major success.

Other guitarists such as Antonio
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Rioseco from Chile, Jorge Caballero from
Peru, Artyom Dervoed from Russia,
José Luis Fino from Argentina, Dimitris
Kotronakis from Greece and many more
have developed very similar techniques,
but with different names. Kotronakis has
called it the “pick technique”, obviating the
concept of imitation of the plectrum on the
mandolin or electric guitar, thus achieving
an extraordinary ability to perform rapid
figurations. [70]

The Plectrodedo: a New School
for the Spanish Guitar

The Plectrodedo School arises from the
mind of Venezuelan composer and guitarist
Carlos Reyes. [71] A colleague of the
renowned mandolinist Ivan Adler, Reyes
initially set out to be able to execute the
tremolo with the same speed and accuracy
that Adler achieved on the mandolin, but
without the use of the plectrum. While
Yamashita’s transcriptions invite the
multiple use of several fingers in the dedillo,
Reyes’ plectrodedo is the first guitar school
that bases the use of all five fingers in a
fingerstyle movement.

The advantages of the plectrodedo are:

- arounder sound, since the fingernail
and the fingertip allow to give a coloratura
of greater amplitude to the harmonics;

— the availability to use all the fingers of
the attacking hand with greater ease;

- avoiding the noise created with
artificial or metallic nails (such as those used
in the Portuguese guitar) which, although
functional on the steel string, is not entirely
favorable when playing the nylon or gut
strings of the Spanish guitar.

It is important to note that the
nomenclature used for the fingers remains
the same as that of the Tarrega School and it
must be remembered that for natural reasons
not all fingers have the same strength, so in
the Plectrodedo School, great importance is
paid to focus on a balanced and correct use
of each finger. Therefore, the plectrodedo is
divided into two branches:

74

— Simple. Which makes a particular
technical approach for a single finger.

— Compound. Which requires the five
fingers to interact and works for polyphony
and polyrhythms.

The Musical Compositions
of Carlos Reyes

In addition to his many compositions,
arrangements and transcriptions, Reyes’
didactic texts Sintesis provide us with the
necessary body of doctrine to enter the
world of the scholasticism of the plectrodedo
system per se. Some of them are of minimalist
resource (positive tributes to the titans of
that language, such as Philip Glass and Steve
Reich) where Reyes makes use of complex
dedillo interactions called scissors, playing
simultaneous melodies with opposite
pendular motion in each finger.

His work Profundidad also stands out,
because it has a tremolo that is played with
a, while m and p perform harmonics and
even chords, while playing a bass line with
the left hand alone. Reyes indicates that the
tremolo on a, is never to be lost throughout
the piece. This work is reminiscent of
Mussorgsky’s Sepulcrum Romanum and the
beginning of the 1st movement of Dvorak’s
Symphony No. 9, both transcribed for guitar
by Kazuhito Yamashita. [72]

The work Tribute to Van Halen by the
author of this essay, who is a follower of
Reyes’ plectrodedo, uses an interesting
resource colloquially called by the author
as the “parrot”, which consists of playing
the tremolo with p and i simultaneously
on non-adjacent strings (similar to Foden’s
double tremolo), but then moving them
up and down separately, which creates a
playability previously throught impossible.
It is the first quarter-tone guitar piece to use
these techniques. [73] Also, the work Havana
Soundscape: Street Parade by Canadian
electroacoustic composer Kristi Allik uses
extended dedillo passages resembling
plectrodedo so to explore the different
possibilities of the guitar. [74]
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The Prospects of the Plectrodedo

Just as Puyjol laid the basic foundations of
the modern Spanish guitar, we believe that
with this new paradigm the interpretative
capabilities of the Spanish guitar can be
increased to offer a new range of possibilities
to performers, transcribers, arrangers and
composers along with the recent different
concerns that already exist in augmenting the
technique for greater capabilities, such as to
reincorporate the usage of the thumb of the
fretboard hand more often. [75; 76]

The plectrodedo does not aspire to be
only a method of extended techniques. It
aspires to be the Guitar School of the 5th
age, since it is created with the appropriate
scientific and technical foundations for its
implementation in any musical institution

in the world, achieving a high rate of
acceptance comparable to the inflection
points experienced by the electric and steel-
string guitar worlds; the first in the 1980s
with the implementation of the “touch-style”
or polyphonic tapping technique proposed
by Soviet electric guitarist Enver Izmailov
and his American colleagues Jennifer Batten
[77] and Stanley Jordan, [78] and the second
with the inclusion of various percussion
techniques — with the aforementioned
work of Halim El-Dabh did as a preamble
— creating the Percussive Guitar school
since the 1990s, incorporating electric bass
guitar elements such as thumbing and slap.
[79] Perhaps the management of the three
schools — the plectrodedo, the touch-style
and the percussive guitar — together in one
entity are the image of the 5th age.
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Abstract. The perception of Azerbaijani
frets when performed on evenly
tempered instruments is based on

the property of human consciousness
to generalize different phenomena,
recognizing their common meaning.
Azerbaijani frets form a stable image
in consciousness, and the pitch of

the 12-step uniform temperament
completely determines the individuality
of the frets and their differentiation.
Acoustic measurements related to the
pitch intonation of Azerbaijani music
(both traditional and compositional),
with the study of their microintonation
schemes, as well as the timbre
characteristics of Azerbaijani folk
instruments have so far remained out
of the field of view of researchers and
have not been the subject of special
study. The article deals with issues
related to the intonation system

AHHOmMayus. BocripuaTue azepbaipKaHCKHUX
MY3bIKaJIbHBIX JIaJIOB IIPU UCIIOJTHUTEHCTBE
Ha paBHOMEPHO TeMIIepHPOBaHHBIX
HHCTPYMEHTaX OCHOBaHO Ha CBOMCTBe
4eJI0BeYeCKOro pasyma 06006111aTh
pasHoobOpasHble IBJIEHU, pacllo3HaBasi Uux
00IITUY CMBICI. A3epbaliP>KaHCKHUe JIaJTbl
$GOpPMUPYIOT B COSHAHUU YCTOMYUBBIN
00pas, a paBHOMEPHOCTH «IIIaTOB»
12-cTyneHYaTON TeMIlepaIriiy IIOJIHOCTHIO
olpezesgseT HHAWUBUYaJIbHOCTD JIaJ[0B

U ux fudpepeHIauio. AKyCTUUYECKHe
H3MepeHUs, CBsI3aHHbIe C UHTOHAITMOHHOMU
3BYKOBBICOTHOCTBI0 a3epbaiyKaHCKOU MYy3bIKH
(KaK TpaZUITMOHHOM, TaK U aBTOPCKO),

C U3yyeHHeM eé MUKPOHUHTOHAIMOHHBIX
CXeM, a TaKyKe TeMOPOBBIX XapaKTePHUCTHUK
asepbalipKaHCKUX HAPOJHBIX HHCTPYMEHTOB,
[I0 CHX IIOp OCTaBaJIMCh BHE I10JI 3peHUs
HuccaenoBaTesiel U He 6bUIN IIPpEAMeTOM
CIIeIaJIbHOIO U3y4eHUs. B cTaThe
paccMaTpHUBalOTCA BOIIPOCH], CBI3aHHEIE
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of Azerbaijani frets, with their existence
in contemporary musical culture, cites
the field of cognitive musicology, which
allows us to present the intonation
system of Azerbaijani frets in the

form of a cognitive structure, which

has significant prospects for their
implementation in the field

of contemporary musical research

with the involvement of music computer
technologies. A particularly important
aspect is associated with an adequate
representation of the range of problems
under consideration in the system

of contemporary musical education,
which is also possible and very
productive when using modern

music computer technologies.

Keywords:

the art of music, ethnomusicology,
synesthesia of the arts, fuzzy logic,
knowledge base, music computer
technologies

C MHTOHAITMOHHBIM CTPOeM asepbaipKaHCKHUX
JIAZIOB, C UX CYI[eCTBOBAHUEM B COBPEMEHHOMN
MY3BIKaJIbHOM KyJIBTYpe, IUTHUPYETCSI 001aCTh
KOTHUTHBHOTO MY3bIKOBE/IeHUS, KOTOpast
T103BOJIAET IIPeCTaBUTh HHTOHAITMOHHBIN
CTPOH asepbaMKaHCKHUX JIAIOB B BH/IE
KOTHUTUBHOM CTPYKTYPBI, UMeIoIllei
3HaUYUTeJIbHbIE IIEPCIIEKTUBEI UX peaalnu3aliu
B 00JI1aCTH COBPEMEHHBIX MYy3bIKaJIbHBIX
HCCJIeJOBAHUUY C IPHBJIEYUEHNEM MY3bIKaJIbHO-
KOMIIBIOTEPHBIX TEXHOJIOTUH. OCO6€HHO
Ba)KHBIU aCIIeKT CBA3aH C aZleKBaTHBIM
IpefcTaBJIeHrueM Kpyra pacCMaTpHUBaeMbIX
po6JieM B CHCTeMe COBPEMEHHOTO
MY3BIKaJIBHOT0 00pa3oBaHUs, YTO TaKyKe
BO3MO’KHO U BeCbMa IPOAYKTUBHO IIpU
HCII0JIE30BAaHUY COBPEMEHHBIX MY3bIKaJIbHO-
KOMITBIOTEPHBIX TEXHOJIOTHH.

Karouesvle caosa:

MY3BIKaJIbBHOE UCKYCCTBO, 3THOMY3BIKOJIOTHA,
CHHECTEe3Ud UCKYCCTB, HeUeTKas JIOTHKa,
0a3a sHaHUH, MY3BIKaJIbHO-KOMIIBIOTEPHBIE
TE€XHOJIOTHH
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he problems of musical modes of
Tdifferent nations, the relationship of

modality and tonality across historical
eras and cultures are always relevant for
musical scholarship. Azerbaijani modes,
genetically related to the musical systems
of the peoples of the East, occupy their
own noticeable place in the multicolored
palette of modal systems. Uzeyir Hajibeyli
(U. Gadzhibekov, U. Hajibeyov) the founder
of Azerbaijani composition school pointed
out that Azerbaijani modes in their richness
and diversity are worthy of great attention,
and their harmonious “living system” makes
it possible “to bring something new to the
common cause of the world musical art.” [1]

80

Uzeyir Hajibeyli figuratively wrote
that the musical culture of the people of
the Middle East reached its flourish in
14th century and had proudly raised as a
twelve-columned, six-towered “structure”
(dastghah) from the height of which one
could view all four cardinal directions: from
Andalusia to China and from Africa to the
Caucasus. Due to the socio-economic and
political changes that took place towards
the end of the 14th century, fatal cracks
appeared in this magnificent musical
“structure” which eventually led to the fact
that its columns and towers fell apart and
it collapsed. The peoples of the Middle East
used the valuable rubble of collapsed “palace
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of music” and along with their own “mode
building material” built their own “musical
temple” in the style specific to each nation.
[2] This valuable rubble served as the “mode
building material” for the construction of
a musical temple and of Azerbaijani music.

In modern musical culture, Azerbaijani
modes manifest themselves in both traditional
and European genres. Existing in their
simultaneity in the not-too-distant time space
as a living evolving system, they represent
a unique opportunity to explore the life of
these modes at various stages of development
and follow the evolution of musical thinking
from ancient oriental monody (mugham) to
contemporary composing practices.

The modal system of Azerbaijani traditional
music contains more than 80 modes involved
with the mugham — the chief genre of
Azerbaijani professional music of the oral
tradition. The scales of these modes and their
tuning are reflected in the scale of the tar, an
Azerbaijani folk instrument, with the octave
divided into 17 non-temperament tones. [3]

This tuning system is appropriate for
Azerbaijani professional folk music. It can be
described as an unequally tempered scale,
in which the semitones, tones and intervals
are available in several variants and differ
from the 12-degree equally tempered
one. In Azerbaijani traditional music the

920
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modes whose scales seem to be identical,
may differ in sounding and have different
names, since the mode and the key of the
mugham are determined in regard to the tar.
AsF. Chelebiyev noted, if the mugham changes
its place, i.e. the key, it will certainly acquire
anew name, because the key is crucial in the
Azerbaijani mugham. The same mugham
passage sounds differently in different keys.
Accordingly, the term “transposition” in
conventional meaning of this word cannot
be applied to mugham art. [4]

Fig. 1 shows the scale of the tar with frets
spaced according to the mugham system of
Azerbaijani traditional music (90, 24, 66,
104 cents) and the 12-tone equal temperament
scale.

On the other hand, when U. Hajibeyli
founded the modern theory of Azerbaijani
modes he distinguished only 7 main modes
to use them in the composers’ music. He gave
these modes the names of the most popular
Azerbaijani mughams: rast, shur, segah,
shushtar, chargah, bayati-shiraz, humayun,
and he adopted European notation and
twelve-tone equal temperament for the
scales of these modes. [2] For notation,
U. Hajibeyli chose the frets of a tar with the
tunings that are closest to 12-tone equal
temperament, while retaining the rest for
mugham performance [5] (Table 1).

1200 1200
1100
1000
900

800

600
500
400
300
200

100

Fig. 1. The 17-tone scale of an Azerbaijani tar and the 12-tone equal temperament scale
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Table 1. Notated and Non-Notated Frets of the Tar

Difference with the 12-tone equal

Cents Cents
ofl;flit:ar in the scale in the 12-tone temperam;r;tn_no tated
of the tar equal Notated frets
(mugham) frets
1 90 100 -10
2 180 200 +4 -20
3 204 200
4 270 300 -30
5 294 300
6 384 400 -16
7 408 400 +8
8 498 500 -2
9 588 600 -12
10 612 600 +12
11 702 700 +2
12 792 800 -8
13 882 900 -18
14 906 900 +6
15 996 1000 -4
16 1110 1100 +10
17 1200 1200 0

The zonal nature of musical hearing [6]
existing not only in performance, but also in
the perception of pitch, makes allowances for
minor deviations of pitch. When we compare
intervals of Azerbaijani modes with the
Garbuzov’s zones of melodic intervals, we
can see that all the intervals of Azerbaijani
modes including the mugham intervals (made
up of the mugham frets) are correlated with
the Garbuzov zones (Table 2). This means
that European notation, as well as 12-tone
equal temperament are both applicable to
Azerbaijani modes. [7]

The functional relationship of the degrees
of the modes are more informative than
their exact tuning, which usually provides
the fundamental basis for the study of
modal harmonies and their classification.
This conclusion allows to distinguish the
macro-intonational schemata of the modes
(related to the functional relationships)
and the micro-intonational schemata
(associated with the nuances of traditional
performance and in-zone intonations). These
are macrointonational schemata that allow

82

to recognize Azerbaijani modes in European
genres, which incorporate the 12-tone equal
temperament, while their micro-intonational
schemata preserve the authenticity tuning in
Azerbaijani traditional music.

Meanwhile comprehension of the modal
system of Eastern music is a difficult problem
for those musicians whose ear is trained only on
the basis of major and minor, in Eastern music
such musicians hear only some general oriental
intonations. The problem becomes doubly
complicated if the modes are represented
not only in the traditional but also in the
European genres — as frequently occurs in the
Azerbaijani musical culture. When analyzing
Hajibeyli’s opera Keroglu, Marina Frolova-
Walker is forced to admit: “What we hear is
the minor subdominant in a major key plus
the alternation of tonic major-minor, another
cliche of exoticism. While it is possible that a
native Azerbaijani might detect in national
characteristc features in Keroglu, Westerners
are unlikely to share this perception.” [8]

The rust, segah, chargah modes are to an
equal degree interpreted by the European
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Table 2. Intervals of the Azerbaijani Tar and the Garbuzov Zones

Difference with
Interval Size, cent  the 12-tone equal Garbuzov zones Murham
temperament

P8 0 0 All mughams
P4 498 -2 472-530 All mughams
P5 702 +2 672-730 All mughams
P7 996 -4 966-1024 All mughams
M2 204 +4 160-230 All mughams
m3 294 —6 272-330 All mughams
M6 906 +6 866-930 All mughams
mé6 792 -8 766-830 All mughams
M3 408 +8 372-430 All mughams
m2 90 -10 48-124 All mughams
M7 1110 +10 1066-1136 Rast
M7 1086 -14 1066-1136 All mughams
m2 114 +14 48-124 All mughams
M3 384 -16 372-430 Segah
mé6 816 +16 766-830 Rast
M6 882 -18 866-930 Segah
m3 318 +18 272-330 Segah, Shur
M2 180 -20 160-230 All mughams
m7 1020 +20 966-1024 Rast
P5 678 -22 672-730 Segah
P4 522 +22 472-530 not used
P4 474 -26 472-530 not used
P5 726 +26 672-730 not used
m7 972 -28 966-1024 not used
M2 228 +28 160-230 Cargah
m3 270 -30 272-330 Shur, Dugah
M6 930 +30 866-930 not used
m6 768 -32 766-830 not used
M3 432 +32 372-430 Shur
M7 1062 -38 1066-1136 not used

ear as major, while bayati-shiraz, shur,
shushtar, humayun — as minor. This presents
not only the individual problem of each
individual musician — one can see here the
global problem of understanding of other
cultures, the general problem of cognition,
the problem of methodology.

Ear training on the basis of major and
minor scales, triads and arpeggios has
developed resistant mode stereotypes,
provides a static a sense of modal structure
and ensures the confident recognition of
different modes. However, sophisticated
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patterns of major and minor do not form
the basis for understanding Azerbaijani
modal structures. The structure and logic of
Azerbaijani modes differ to a considerable
degree from the major-minor system, and
musicians who study Azerbaijani music
encounter many phenomena unfamiliar to
the European ear. [9]

In the major and minor scales the sense
of modality arises from the unilateral
sequential step-by-step motion from tonic to
tonic within a single octave, both upwards
and downwards.
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Unlike the major and the minor scales,
these scales have more than seven notes.
According to Uzeyir Hajibeyli’s theory, [2]
the modes in Azerbaijani music contain
from 8 (as in the shushtar mode), to 11 notes
(as in the chahargah mode).

The tonic of Azerbaijani modes is in the
middle of the scale. For example, segah
mode with tonic E [Ibid.]:

i

i i
P i ——( |
= }

3 d’k)

EER

Modes and scales in Azerbaijani folk
music are not based on the octave. One
and the same pitch in different octaves
assumes different positions and has
different functions. These functions can be
represented in the neighboring octaves by
different pitches, for example, b and b-flat!
in the rast mode with the tonic note C [Ibid.]:

The augmented second cannot be viewed as
the mode indicator, as it may occur in different
cases: either in independent modes or as a
result of the creation of chromatic scales.

One of the main features of the Azerbaijani
modes is that studying their scales is in
for their aural perception. The structure
of any of the Azerbaijani modes when it
sounds distinctly separately does not make
it possible to hear and fathom its individual
features. Cadences play an important role
in the task of distinguishing the particular
individual modes in Azerbaijani music.

Examples of the cadences for each of the
modes of the six main Azerbaijani modes
(rast, shur, segah, shushtar, chahargah and
bayati-shiraz) were provided by U. Hajibeyli
in his treatise The Principles of Azerbaijani
National Music. [Ibid.] Here is one example
of a full cadence in the rast mode with C as
the tonic:

The study of the Azerbaijani modes
traditionally involves discipline of modal
hearing by developing the students’
memories and enriching their vocabulary,
i.e. the accumulation of melodic modal
impressions and their fixation in the listener’s
consciousness. This is a long process, which
involves the assimilation of a sufficiently
large number of musical examples.

For the sake of studying Azerbaijani modes
and developing modal hearing on this basis,
the models for the seven chief modes have
been created, as incidated in the Practical
Guide. [5] The author of the guide provides a
set of short modal improvisations for the sake
of enhancing aural perception for the rast,
shur, segah, shushtar, chahargah, bayati-
shiraz the humayun modes (Example 1).

The mode models contain the necessary
and sufficient information required
for identifying the mode. These models
unify the most typical intonational and
metro-rhythmical features of each mode
(including the particular scale and the
various options of the cadences), thereby,
helping determine the mode in the musical
composition. They reflect the regularity of
the modes in Azerbaijani music; they are
concise, rhythmically defined and easily
remembered because of their emotional
coloring. On the basis of the mode models,
the Practical Digital Guide for the Study of
Azerbaijani Modes was also developed.

The mode models and musical examples
were recorded with the use of the Finale
multifunctional music notation program,
which makes it possible to input both the
music and the text and is supported by MIDI
keyboards. The recorded models and musical
examples may be saved both in the graphic
Aiff format and in the .mus format, which
makes it possible to listen to the musical text
(using standard notation). To determine the
mode of a musical example, it is sufficient
to choose from the group of models with the
corresponding tonic the particular one that
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Example 1

Models of the rast, shur, segah, shushtar, chahargah,
bayati-shiraz, and humayun modes
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is intonationally suitable for the analyzed
musical excerpt.

The guide consists of the following sections:
Introduction, Mode Models, Learning,
Testing, and Appendix.

The Introduction presents the theoretical
part which gives an idea about the
contemporary manifestation of Azerbaijani
modes, both in the European and in the
traditional local genres. This section
provides some insight into the modal system
in Azerbaijani music, its scales and tuning
present in traditional genres. The technique
of teaching the aural perception of the seven
chief Azerbaijani modes on the basis of
models is also proposed.

The Mode Models proposed are grouped
according to the principle of the same tonic
and are arranged in chromatic order from
each tone of the 12-note chromatic scale.
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With such a grouping present, it is easier
to distinguish the distinctive intonational
features of each mode, which also helps
determine the predominant mode in a piece
of music.

The section titled Learning presents
about 80 musical examples systematized
by the respective modes — rast, shur,
segah, shushtar, chargah, bayati-shiraz, and
humayun. Every example is accompanied by
a model in the relevant mode and tonality.
For the development of the musical ear, it
is recommended to sing and perform each
example accompanying it by the appropriate
mode model (see Examples 2 and 3).

The experiments in musical composition on
therelease of artisticimagination, the new rules
for organizing the sound material and sound
forms, the new possibilities for creating sound,
the alternative forms of performance practice,
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Example 2
Overture to Uzeyir Hajibeyov’s opera “Koroglu”.
First Theme (D in the segah mode)

Moderato

Example 3
Overture to Uzeyir Hajibeyov’s opera “Koroglu”.
Coda (B-flat in the rast mode)

Maestoso
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the ratio of vocal-instrumental and computer
music, the eatures of studio work — all of these
present the characteristic manifestations of
musical culture at the turn of the 20th and
the 21st centuries which characterize the
general structure of the elements included in
the complex model of the semantic space of
music, its individual states and subsystems,
the functional dependence between the
components of the model, the presence of
elements of uncertainty in its structure and
concrete-figurative content, as well as the
reflection of the temporal parameters of
music based on the processes of simultaneity
(unification in simultaneity) occurring in
musical perception. “The multitude of sound
elements forming the musical fabric should
merge together into an integral sound and
musical form,” as Karlheinz Stockhausen
writes. [10] The multidimensional approach
to timbre has led to the use of the concepts of
“timbre space” and “motion in timbre space”
(Arnold Schoenberg). [11] The listening activity
becomes an integral component in such
music, since the fabric of the composition is
as improvisational as it could possibly be and
includes random elements. There is a constant
search for new paths in musical shaping.

These and many other circumstances have
been the prerequisite for the formation of a
complex field of knowledge and phenomena
(musical, informational, technological,
artistic, social, cultural, etc.), — namely,
musical computer technologies (MCT).

In 2002 the -educational and
methodological laboratory Music Computer
Technologies (EML Music Computer
Technologies) was established at the Herzen
Russian State Pedagogical University. EML
Music Computer Technologies is a developer
of a number of unique, promising areas at
the crossroads of culture, art, computer
science and information technology. The
circle of interests of EML employees includes
research on the problem of the interrelation
of natural, technical and humanitarian
sciences, the development of specialized
software for computer musical devices
and the use of this software in pedagogical
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processes in order to improve the system of
music education and upbringing.

Thus, the most promising areas of
application of musical computer technologies
in the further study and development of a
complex model for the semantic space of
music are:

— within the field of developing
mathematical research methods in
musicology — building an intellectual
system for cataloging and analyzing
music of the peoples of the world with the
extraction of musical knowledge in the
conditions of uncertainty, inaccuracy and
partial reliability of information, which,
in particular, is reflected in a number of
publications prepared jointly with a group
of scholars from Azerbaijan [12];

— development of info-communication
technologies and computing systems
(knowledge extraction, artificial intelligence
systems based on fuzzy sets systems, etc.) in
order to create a single, maximally complete
(and constantly replenished) and accessible
catalogue of examples of traditional music,
not only from various regions of Russia, but
also from various countries, which would
be convenient for scholarly research and
musical creativity;

— the creation of conditions based on
the use of musical computer technologies
(including a technological base) for
coordinating the activities of folklorist
musicologists and ethnomusicologists,
psychologists, musical acoustics and engineers
in the field of information technology in
music and cybernetic ethnomusicology;

— the creation of a melody identifier,
a virtual sampler, computer music training
programs, sequencers, software for the
professional activities of a musician based
on musical computer technologies;

— the development of a method for
constructing models of subject areas which
are difficult toformalize and the application
of the developed approach to create a model
of musical creativity based on the analysis
of musical texts, the cyclic structuring of
statistical data and structural analysis of
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statistical information, making it possible to
simulate the creation of texts which would
satisfy previously obtained or manually set
parameters;

— the development of a Russian software
network which would solve many problems:
the use of a Russian-made sampler for
musical and educational purposes, the
construction of a number of high-level
training programs based on it, as well as
professional work with arrangements.
Such a tool would expand, in particular, the
technical and artistic possibilities of teaching
children and adults, forming a universal
educational and technological model based
on the use of musical computer technologies;

— construction of a computer model
of musical artistic work, including the
synesthetic patterns of music, which allows
the analysis and synthesis of musical texts
based on the probabilistic parameters of
fragments of musical texts (the developed
approach can be used in other difficult-to-
formalize subject areas);

— creation of a hardware and software
complex based on the use of musical
computer technologies on the basis of
traditional Russian musical culture, music
of the peoples of Russia and the world;

— a serious and in-depth consideration
of issues related to the formation and
development of music informatics — a field
of knowledge that, on the one hand, studies
the specific features of musical activities with
the participation of computer technologies,
on the other hand, requires the interaction
of musicians and specialists in the field of
natural and technical sciences. It should be
noted that the experience of conducting (in
various forms) courses of musical informatics
for engineers, programmers, researchers
of natural science and technical profile, in
Russia and in other countries, convinces
that musical and theoretical knowledge is
necessary for the activities of these categories
of specialists in the field of computer science;

— development and research in the field
of music pedagogy and musicology, musical
informatics, computer modeling of musical
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artistic processes, timbre programming,
the performing arts and arrangements on
electronic musical instruments, artistry in
the field of computer music, mathematical
methods in musicology, etc. [13]

The scholars of the EML Music Computer
Technologies scholarly group are also
developing new approaches to organizing
the educational process and conducting
classes with a significant reliance on the use
of musical computer technologies (“Musical
Computer Technologies in the Digital Age
School”), which is implemented in the
following main areas: musical computer
technologies in professional music education
(asameansto expand creative opportunities);
musical computer technologies in general
education (as one of the means of teaching);
musical computer technologies as a means
of rehabilitating people with disabilities;
musical computer technologies as a new
direction in training specialists in the
humanities and technology profile; musical
computer technologies in the field of digital
arts; musical computer technologies in the
field of information technology in music,
psychoacoustics and musical acoustics,
musical and sound-timbral programming;
musical computer technologies and
sound design, sound production; musical
computer technologies and musical sound
engineering; musical computer technologies
and performance on electronic musical
instruments; musical computer technologies
and creative work in music with the use of
computers. Developments in these areas of
research have also contributed to:

— consolidation of the professional
community, unification of its leading artistic
forces in choosing ways to implementing
the spiritual and moral education of the
younger generation, taking into account all
the features of the socio-cultural process of
modern development of our society;

— assistance in the development of new
educational programs in the field of music
and, in general, art education, based on the
global capabilities of modern information
technologies;
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— development of existing state
educational standards and other new
scholarly and educational directions.

The synesthetic nature of musical thinking
creates prerequisites not only for expanding
and enriching the possibilities of music with
the participation of computer technologies,
but also for its entry into the sphere of other
arts (which is convincingly confirmed by the
practice of recent decades). It is significant,
for example, that based on the experience
of using the graphic method of composition
(“composing music through drawing”) with the
participation of computer technology, Iannis
Xenakis put forward the idea of educating
“broad-profile artists” (in essence, of a synthetic
type) endowed with fundamental knowledge
in various fields of the natural and technical
sciences (including computer science), as well
as in the field of the “theoretical history of the
music and the visual arts.” However, this is
a topic that requires a separate independent
study, due to the scale and complexity of its
problems (see, for example, [14]).

The approach to understanding the
musical-historical process as a diachronous-
synchronous continuum with the patterns of
rhythms of artistry characteristic of it, the
study of various processes using musical
computer technologies, as well as computer
technologies in general, has contributed

to the expansion of the structure and
enrichment of the diversity of properties of
the model. [15; 16]

Based on the above, it can be concluded
that the development of information
technologies makes further improvements
in the manifestations of the laws of such
interaction of music, mathematics, and
computer science, [17] but does not cancel
these laws themselves, the understanding
of which in their fundamental forms
remains indispensable. It must also be taken
into account that the “actually human”
component in this interaction is more stable
and does not evolve as rapidly as computer
hardware. Meanwhile, as is rightly noted
by many, “art itself, whether old or new, is
ultimately created for man and man.”

The field of computer science contains a
lot of possibilities that have not yet been used
(or used to a small extent) by music theory
and practice — both with the participation
of computer technologies and independently
of them.

The developments outlined in this article
are presented to its authors as a promising
addition to the previously formed provisions
and concepts in this area, which significantly
complement the structure and properties of
the complex model for the semantic space
of music.
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AHHOmMayus. PaboTa IocBsIieHa aHaIUu3y
COBPEeMEHHOI'0 COCTOSIHUS 06pa3oBaTeIbHON
CpeZipl ¥ HOBBIM KaueCcTBaM Ilejjarora-
My3BbIKaHTa, 06eClleuuBalOIIM eMy
aKTyaJIbHOCTD B IIeJlarOru4eCcKOM
npocrpaHcTBe. K TakuM KadecTBaM

MBI OTHOCUM MeJiyia- ¥ UTHTePaKTUBHOCTb.

B cTaTbe 060CHOBBIBAIOTCS 3TH IIOHATHS,
IIOAYEPKUBaeTCs 0OIITHOCTh CUCTEM U
MEeTO/I0B I10JTy4YeHHs HHYOPMaIlMOHHOM
KOMIIeTEHTHOCTH I1€/JaT0rOM-MY3bIKaHTOM
JIF060r0 YPOBHS 00pa3oBaHUsl. AHAJIU3UPYeTCs
COOCTBEHHBIH OIIBIT PaGOTHI aBTOPOB
HaCTOILer0 UCCIeJOBaHUS B CHCTEME
IOUCTaHIIMOHHOIO 06pa3oBaHus Moodle

u Moodle Music ¢ TOYUKH 3peHUs
aKTyaIM3aluy o6pa3oBaTeIbHbBIX
TeXHOJIOTUH. HOoBBIe TeXHOJIOTHHU BCe 6osiee

Abstract. This work is devoted to analysis
of the contemporary state of the
educational milieu and the new qualities
of the pedagogue-musician providing
relevance in the pedagogical space for him.
We relate media and interactivity to such
qualities. These conceptions are highlighted
in the article, and accentuation

is made of the commonality of systems

and methods of receiving informational
competence on the part of the pedagogue-
musician who received any level of
education. The authors of the present
research work analyze their own
experience in the system of distanced
education Moodle and Moodle Music from
the point of view of actualizing educational
technologies. The new technologies
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KoMIIbI0TepHBIe TeXHOJIOTUH B 06pa3oBaTeIbHOM cpejie

HHTETPUPYIOTCA B CUCTEMY TPASUIIMOHHOIO
obpasoBaHus. [loBeIIIIEHHE 06IIIeN KYJIbTYPEI
MeIruanHGOPMAaIllMOHHOI0 KOHTeHTa U
KOMMYHUKAITMX HOBOI'O THUIIA, CKOpeliliee
BKJIFOUEHUE B 3TOT IIPOLIeCC I1efaroro

BUIUTCI KaK UCTOYHUK TpaHCHopMariuu

U OIITUMH3AIH HOBOTO IIEHHOCTHO
OPHUEHTHUPOBAaHHOI0 KOHTEHTa, KOTOPBIHT
Heo6xouMOo GOpMHUPOBaTh IIPodeCcCHOHATBEHBIM
IefaroraM-MysblKkaHTaM. OTMeudaeTcs
HEBO3MOJKHOCTB IT0JTHOM 3aMeHBI JIMYHOTO
TIefarOTMYeCKOro OOIIeHUS C YIeHUKOM,

TeM 6oJIee JIJI1 My3bIKaHTOB, I7le TPaJUIIOHHO
IleslaeTcd YIIOp Ha MHAWBUAYaIbHbIE 3aHATHS.
Ho TaMm, r7je 3T0 BO3MO>KHO, Ba>KHO

He OTPHULIATh Peaiiu HAlllero BpeMeHU U
aKTHUBHO BKJIIOYaTHCA B OCBOEHIE COBPEMEHHBIX
HHOOPMAITMOHHBIX U MYy3bIKaJIbLHO-
KOMIILIOTEPHBIX TeXHOJIOIUH, afallTUPOBaTHCA
TI0[T COBpeMEeHHEIe peasiiy, [IOBRIIIATL YPOBEHb
MegranHOOPMaIlOHHOM KyJIbTYPHI KaK CBOH,
TaK U CBOell ayAUTOPUH, COKpAILlaTh pasphiB
MesKy MTHHOBAIMSIMU, OpPUeHTHPOBaHHBIMHU
Ha IIMPOKOE UCII0JIb30BaHUE HOBBIX
HHQOPMAaIMOHHEIX 00pa3oBaTe/IbHBIX
TEXHOJIOTUY, ¥ TPASUIIMOHHON My3bIKaJIbHOMN
IIelarOTUKOM.

HoBusHa paboTEI 3aKIF04aeTcss B 000CHOBAaHUH
TIOHATUY «Me[Ha- U UHTEPaKTUBHOCTE»

B OTHOIIIEHUH COBPEMEHHOMN My3bIKaJIbHO-
KOMIIbIOTEPHOM TBOPYECKOM 00pa3oBaTeIbHOM
Cpezpbl; YTOUHAETCS IIOHATHE «I1e[jaror-
MY3BIKaHT».

Karouesvle caosa:

Me1aaKTUBHOCTh, UHTEPaKTUBHOCTE,
efjaror-My3bIKaHT, My3bIKaJIbLHO-
KOMITBIOTEpPHBIE TeXHOJIOTHUH, MeJIhacpe/ia,
MeUarpaMoTHOCTh, MTHGOPMAITMOHHbIE
TexHoJioruu, Moodle, Moodle Music,
obpa3oBaTesibHas cpejla, HOBast
ob6pa3oBaTesibHAs TBOpUeCKas cpe/ia

integrate to a greater degree into the system
of traditional education. Upscaling the
overall culture of the media-informational
content and communication of a new type,
the swiftest inclusion of pedagogues into
this process is viewed as a source

of transformation and optimization

of a new value oriented content which

is necessary to be formed by professional
musicians. Mention is made of the
impossibility of the entire substitution

of the personal pedagogical communication
with the pupil, moreover, for musicians,
where the emphasis is traditionally made
on individual lessons. But, wherever

it is possible, it is important not to deny

the realities of our time and to become
involved in the mastery of contemporary
informational and computer-music
technologies, to adapt to contemporary
realities, to upscale their level of media-
informational culture and their auditorium,
to diminish the gap between innovations
based on broad usage of new informational
educational technologies, on the one hand,
and traditional music pedagogy, on the
other hand.

The novelty of the work is in the
substantiation of the concepts of “media
and interactivity” in relation to the modern
computer-musical artistic educational
milieu; specification is made of the concept
of the pedagogue-musician.

Keywords:

Media activity, interactivity,
pedagogue-musician, music technologies,
media environment, media literacy,
informational technologies,

Moodle, Moodle Music,

educational environment,

new educational creative environment
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BeedeHue. B coBpeMeHHON MY3bIKaJlb-
HO-KOMIIBIOTEPHOM TBOpPUYECKOM o6pasoBa-
TeJIbHOU cpefie 00s3aTeJIbHBIM YCIOBUEM
KOHKYPEeHTOCIIOCOOHOCTHU IIe/larora-Myssl-
KaHTa Ha pbhIHKe TPyZa ABJIsIeTCA ero UHQOP-
MallMOHHasi KOMIIeTeHTHOCTb. Meauarpa-
MOTHOCTb, MeIMaaKTUBHOCTb IIPU3HAIOTCA
OJJHUMHU U3 Ba)KHEUIIINX KayeCTB COBPeMeH-
HOTI'O 00111eCTBa, OT KOTOPBIX 3aBUCUT OIIpe-
LeJéHHasg cB060Ja KOMMYHHUIIUPOBaHUS.
«HauboJsiee MeguarpaMoTHbBIe — HauboJIee
CBOOO/IHEI, a CJIe[loBaTeJILHO U 60jee JPYIUX
Me[uaaKTUBHBL. OHU CIIOCOOHBI He TOJIBKO
IIpocMaTpUBaTh MHGOPMAIIUI0 B COLIAAJIb-
HBIX CeTsIX, CyIIaTh My3bIKY WJIN CKaYUBAaTh
GUIBMBL HO M CAMU CO3/laBaTh TeMaTHYeCKHUe
TPYIIIBI IS 06CY>KIeHUS HHTepeCyoIe X
1Ipo06JIeMBbl, OpraHU30BbIBATh MeAacOObITHS,
OKa3bIBaTh Uepe3 UHTepHeT-KOMMYHUKaITUU
IIOMOIIIb TeM, KTO B Hell HyKzaeTcs» [1]. My-
3BIKaJIbHO-KOMIIbIOTEpHAas TBOpUYecKas obpa-
30BaTeJIbHas Cpejla Ha COBpeMeHHOM JTalle
IpefCcTaBJsieT COO0M Ccpefy IIpeXk/ie BCero
BBICOKOTE€XHOJIOTUYHYI, OpPUeHTUPOBATHCS
B KOTOPOM [A0JDKEH JII000H IIefaror-Myssl-
KaHT. HoBbIe TeXHOJIOTUH B COBPeMEeHHOM Me-
LUAaIpOCTPaHCTBe BCE 6oJiee MHTETPUPYIOT-
Cs B CUCTeMy TPaJULIMOHHOTO 06pa3oBaHUs,
4T0 00YC/IOBJIMBAET aKTyaJIbHOCTE IIOJJHUMaA-
eMbIX B HaCTod1er pabore 11pobJieM.

IJesib cmambu: 0UepTUTE KPYT IIpo6JIeM Co-
BpPeMeHHOT0 MY3bIKaJbHO-IIejaroruyecKkoro
00pasoBaHUs C TOUKH 3peHUs BKIIOYEHU eTo
B COBpPEMEHHYI0 MY3bIKaJIbHO-KOMIIBIOTED-
HYI0 TBOPYECKYI0 06pa3oBaTeIbHYI0 Cpeny.

3adauu uccnedogaHusl: akKLeHTUPOBATh
BHUMaHUe Ha KJIHYeBbIX MOMEHTax B pabo-
Te Ileflarora-My3sbIKaHTa B MeJJHacpe/ie, HaMme-
TUTH IIYyTHU pellleHud IIpo6JieM, B TOM YHCJIE,
aHaJIU3UPys COOCTBEHHBIN Ie/jlaroruyeCcKum
OIIBIT.

HoesusHa pabomul 3aKI04aeTcs B 060CHO-
BaHUU IIOHATHUH «MeJHa- U UHTEPaKTUB-
HOCTb» B OTHOIIIEHUM COBPEMEHHOU MY3BI-
KaJIbHO-KOMIILIOTEPHOM TBOPYeCKOU obpa-
30BaTeJIbHOU Cpejbl; YTOYHAETCSI IIOHATHE
«I1e1aror-mMy3bsIKaHT».

BriepBrble IIpo6s1eMy U BOIIPOCHI TEPMHUHO-
JIOTUU «peHOMeHa MY3bIKaJIbHO-KOMIIBIOTEP-
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HBIX TeXHOJIOTUM KaK HOBOM obpasoBaTeJlb-
HOM TBOPYECKOU Cpebl» II0AHIa B CBOUX pa-
6orax 11.b. Top6yHOBa, BbIIeJIs11 KAK OCHOBHbIE
3JIeMEeHTHI MYy3bIKaJIbHBIM KOMIIBIOTEP, METO-
OUYEeCKYI0 CUCTEeMY U COIIHMAJIbHO-KYJIbTYpP-
HBIN QaKTOpP UHTEJVIEKTYaJIbHOIO0 U IMOIIU-
OHAJILHOI'O pasBUTHA JIMYHOCTH [2]. Fcos1b-
3oBaHue MKT B My3bIKaJIbHOM 06pa3oBaHUU
6BLI0 paccMOTpPeHO B paboTax B.B. besyHI0Ba
[3], U.M. KpacuwibHukoBa [4], U.b. T'op6yHO-
BOH [2; 5] u H.A. Beprep, H.A. SIIleHTKOBCKOH
[6], A.A. ToBopoBoi1 [7], A.M. BopoHosa [8],
H.H. IleTpoBoii [9], A. Kamepuca [10], C.B. Me-
3eHI1IeBOM [11; 12] v ip. U 10 CUX ITIOp HayYHEBIE
HCCJIeIOBaHUs PasBUBAIOTCI B 3TOM HaIIpas-
JIEHUU BMECTe C TpaHCopMallen caMUx
TeXHOJIOTHM, 0CBOEHHEM HX IleflarOraMU-My-
3bIKaHTaMU, HAYYHBIM ¥ MeTO/I0JIOTHYeCKHUM
OCMBICJIEHHMEM Hay4HO-IIearOrTMYecKoro co-
obmecTBa. Kacasch pasHBIX paKypcoB «Me-
IUa-», HeJlb3 He OTMETUTH IIPOTPECCUBHEIE
TPY/bI B 9TOU o6s1acTu A.B. YepHsIiosa [13].
B cuiy He 10 KOHIIA YCTOSABIIUXCA IIOHSA-
TUU, TIOJ «MeJra- U MHTePaKTUBHOCTHIO»
B paKypcCe HaIIleT0 UCC/IeLO0BaHUS IIpeJJia-
raetcs 0000IEHHO IOHUMaTh UHPOpMaIlH-
OHHYI0 IIpodeCcCHOHAJbHYI OTKPBITOCTh
U IPOrpaMMHO-TeXHUYECKYI TOTOBHOCTH
Iefarora-MysblKaHTa K B3aWMOJENUCTBUIO
B COBPeMEeHHOM MY3BbIKaJIbHO-KOMIIbIOTEP-
HOU TBOPUYECKOU 06pa3oBaTeJIbHOM Cpeie.
H3BecTHO, 4TO OoOpasoBaHHWe B Halllel
CTpaHe OPHUEHTHUPOBAHO Ha pasBUTHe MHO-
TOYPOBHEBOM CHUCTEMEIL. B CBSI3U C 3TUM II0-
SICHUM, UTO IIOHATHE «IIefaror-My3bIKaHT»
IIPUMEHSeTCd B CTaThbe B IIIUPOKOM CMBIC/Ie
— 3TO0 NPOPHeCCUOHANLHBLU MY3bIKAHM, 8bINO/-
HAarowuill nedazozuyeckue yHKUUU B CUCTEME,
YCJIOBHO HaskIBaeMol «J0 — 00 — Jlon.O —
CIIO — BO — JII0» (rme 10 — OOIIKOJILHOE
obpasoBaHue, 00 — ob1miee ob6pa3oBaHUe,
Jlor1.0 — [OIIOJIHUTEeIbHOE 00pa3oBaHUe Je-
Ter U B3pociblX, CIIO — cpegHee npodeccu-
OHaJIbHOe o6pa3oBaHue, BO — BrIcIIee 06pa-
30BaHUe, /II10 — 10IIOJITHUTEIbHOE IIPodeccu-
OHaJIbHOe obpasoBaHue). [Tof 9TOM cCCTEMOM
B COOTBETCTBHUH CO CTaThéM 10 PenmepaibHO-
ro 3akoHa Ne 273 ot 29 nmekabps 2012 rozga
«06 obpasoBaHUuU B Poccuiickoii defepariym»
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KoMIIbI0TepHBIe TeXHOJIOTUH B 06pa3oBaTeIbHOM cpejie

II0pasyMeBaroTCd CJAeAyIlre YPOBHU: 00-
Illee o6pasoBaHue, IIpopeccuoHaIbHOE 06pa-
30BaHUe, IOIIOJHUTEIbHOE 00pasoBaHUe.

BrimreykasaHHBIN IIIUPOKUIM 0XBAT YPOB-
Hel 00pasoBaHU Cy>KaeTCs B UCC/IelOBaHUU
OOIIIHOCTBI0 CUCTEM U METOZOB II0Jy4eHUs
UHGOPMAITMOHHOM KOMIIETEeHTHOCTH IIefia-
TrOrOM-MY3BIKaHTOM JIF0O0I'0 YPOBHS 00paso-
BaHMs, a TAK)Ke OTHOCUTE/IbHBIM €JHHCTBOM
MEeTOJHYEeCKHUX IOAXOA0B K IPHUMEHEHHUIO
B IIp0$eCCHOHAIBLHOM [edTeJIbHOCTH HHPOP-
MAaIlMOHHBIX ¥ MY3bIKaJIbHO-KOMIILIOTEPHBIX
TeXHOJIOI'HI, 0OCHOB Me/iHia- © MHTePaKTHUBHO-
CTH. IIpMeHeHHe MY3bIKaJIbHO-KOMIILIOTEP-
HBIX TeXHOJIOTUU B COBPEMEHHOM MY3bIKaJIb-
HOM 00pa3oBaTeJIbHOM IIPOCTPAHCTBE UMeeT
IIPOTHBOPEYUBBHIH, HO YCTOMYUBO IIPOTPECCHU-
pyroIui xapakrep. OcobeHHO ceilyac, B CO-
CTOSHHWM aKTHUBHOIO IIepexofa Ha AUCTaH-
IIMOHHBIE TeXHOJIOTUH B IIepHOJ, TaHAeMUU
U yoKe BBIHY)K/IeHHOI'0 aKTHUBHOI'O OCBOEHUS
UHQOPMAILIMOHHBIX U MY3bIKaJIbHO-KOMIIBIO-
TePHBIX TeXHOJIOTUH IleflaroraMU-My3bIKaH-
TaMH.

[TonmnTuka MuHOOpHayKu PP HaleseHa
Ha Iojfep KaHrue HHGOPMAILIMOHHOM OTKPBHI-
TOCTH 00pa30BaTeJILHOIO IIPOCTPAHCTBA, pas-
pabaTriBarTCAd 06s13aTeIbHBIE TPeOOBaHUA
K QYHKIIMOHHUPOBAHUIO 00pa3oBaTebHOMU
OpraHMu3alluy U eé KOHTeHTa B MHGOpMaIU-
OHHOM cpefie. MeriaaKTHUBHOCTD, HaIlIpUMep,
YUYUTBIBAETCS B PEHTHHIEe BY30B U UX PYKOBO-
Iutesel: « MBI IOAep;KUBaeM CTpeMJIeHUe
OIIpEeJle/IUTh U 3aKPelUTh B KOHIIEIIIUHN UH-
$OopMaIMOHHOTO0 B3aUMO/eHCTBUA TpeboBa-
HU K KaueCTBY MHGOPMAIUU U TOTOBBI IIPU-
HUMaTh y4JacTHe B pab0o4yux IpyInax I10 3To-
My BoIpocy» [14]. IIpyu 3TOM OLleHUBAaITCA
KauyeCTBO IIyOJIMKAI[UM, CBOEBPEeMEHHOCTh
M aKTyaJbHOCTb pPasMeEIEHHBLIX MaTepHa-
JIOB, YaCTOTa U PeryJapHOCTb IIyO/IMKAILlUM.
C 2013 roma mpoBogUTCs KOHKypc «ME/JHA-
aKTUBHOCTE BY30B Pd», cocTodluil U3 He-
CKOJILKUX VPOBHEU: BCepOCCUUCKUI KOHKYPC
«IIpecc-ciy>x6a Bysa», BCEPOCCUNUCKUN KOH-
KypcHBI# ITpoeKT « ME/IMAaKTUBHOCTE BY30B
P®» 1 MeXIyHaPOSHBIN KOHKYPCHBIN IIPOEKT
«1THGOPMAIIMOHHO OTKPBITHINA YHHUBEPCUTET.
YpoBeHb MeXXIyHapOSHBIMI».
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TpaHcIosupys 3TOT IIOCHLI Ha paboTy Iie-
Jarora-MysblKaHTa B OpraHM3aliiy JH60ro
06pa3oBaTeJILHOI0 YPOBHS, CTAHOBUTCS I10-
HATHO, YTO IT0A00Has Me/ifia- U UHTepaKTUB-
HOCTb He MOKeT 000UTUCH 6e3 ITOCTHKeHU N
B 00J1aCTH MYy3bIKaJIbHO-KOMIIBIOTEPHBIX TeX-
HOJIOTUY U B TOM 4ucje online-pefakTopos,
TO eCTh ayAuopeaKTOPOB U HOTHBIX peflakK-
TOPOB (HOTAaTOPOB), a TakKXe online-ceKBeH-
COpOB, IpOTpaMM B 06J1aCTH CayH[-AU3aMiHa,
BUPTYaJIbHOI0 [UGPOBOIO0 MY3BIKAJBLHOIO
HUHCTPYMeHTapusa U T. II. be3 HUX TPyAHO
IIpeACcTaBUTh COBPpeMeHHBIN ITUPPOBOI yueb-
HBIN KOHTEHT, 6e3 KOTOPOI0 y>Ke HEMBICJIMO
obydeHue. He cTOUT 3a0bIBAaTh O CTATUCTUKE:
«40% aBTOPOB TEKCTOB B IJI06aJILHOM CETH —
B BOo3pacTe oT 14 1o 25 jeT, a IepBbIA CBOU
OIIBIT B OCBOEHUM MIHTepHeTa [eTH I10JIy4YatoT
yKe B 3 rona. Kommranus Google o6HapooBa-
Jia 0T4éT “Mo6OuIBHEIN MHTepHeT B Poccun”
(2011 rox), B KOTOPOM IIpOaHaJIU3UPOBAH
PBHIHOK MOOMJILHBIX YCTPOMCTB U UX IIPOHUK-
HOBeHUe I10 pernoHaM Poccuu. CoobIraercs,
4TO B CTpaHe HaCYUTHIBAETCSI 0K0JI0 40 MJIH
IoJjib3oBaTes e MOOHJIBLHOro MHTepHeTa
U X YU CJIO IIPOoJKaeT pacTu. [letu ¢ 12 et
U BhILIe cocTaBIAT 30-40% 11oIb30BaTe e
MOOMIbHOM CBSI3U» [1]. [lyMaeTcs, 4To cefyac
3TH IIOKa3aTeJIU eIllé BEIIIIe.

M3 co6CTBEHHOIO OIIBITa paboThl B By3e
OTMETUM, UTO B II€PUOJ NUCTAHIIUOHHOTO
UJIU CMeIIaHHOI0 popMaToB 00yueHUd (KOTo-
pble IIPOOJDKAITCI U ceryac) CTaIu OYeHb
Ba’kHBbI HOBBIE pOPMBI O0OII[eHUS, IIOHATHBIE
MOJIOZEXH. /l0CTaTOYHO B3IVIIHYTH Ha popMa-
ThI, B KOTOPBIX IIpe/ijIaraeTcs IIpe/CcTaBiIsgTh
y4eOHBIN 1 yueOHO-MeTOUYeCKUI MaTepHrasl
B CHCTeMe IUCTaHITMOHHOTO 00yueHus (CA0)
Moodle: «popym», «4aT», «TUIIEPCCHLIIKA»,
«AHTePaKTUBHBIN KOHTEHT» U T. [I.

3aMeyeHO, UTO 4YeM Yallle IIPOSIBJILeT
aKTUBHOCTB IIeflaror, yeM pasHoobOpas3Hee
OH IpuUMeHseT GOPMBI AUCTAHIIUOHHOTO
00yJyeHUs1, BBIXO/II Ha «OOII[UU 93BIK» C 00-
y4arlMMUCs, TeM aKTUBHee U 0XOTHee yC-
BauWBaeTcsd MaTepuas. Takke JMYHasg IIpO-
deccuoHanbHasA aKTUBHOCTh, B TOM YHCIIe,
HalpuMep, B HauboJiee IOIYJIIPHBIX COIU-
aJIbHBIX CeTsIX, Ha IIepCOHa/IbHOM CarTe U T. IL.,
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IIOBBIIIAET aBTOPUTET I1e[jarora ¢ TOUKHU 3pe-
HUS eT0 IIPUOJIVDKEHUsT, HAX0XKeHUS 06111ero
A3bIKa ¢ o0yvyarimmucd. ColfiaabHbIe CeTH,
calThl (B TOM YHCJIE IIEPCOHAJIbHEIE), JJIeK-
TPOHHBIE JHEBHUKU U >KYpHasbl, CUCTEMBI
3JIEKTPOHHBIX 00pas3oBaTeJIbHBIX PeCcypcoB
CTaJIM HEOThEeMJIEMOM YaCThI0 Halllel >KHU3HH,
1103BOJIASI PaboTaTh C OOJIBIIUMHU II0TOKaAMU
nHbopmanuu. /1 IefaroroB-My3blKaHTOB
C 9TOM TOUKU 3peHUsI 0OTMeTHUM pecypc Moodle
Music. Ilegaror y>xe He 06Jy1ajaeT MOHOIIOJIH-
el Ha 3HaHU{, U aKTyaJbHBIMU CTAaHOBATCS
BOIIPOCHI HOBOIO $popMaTa 06yuyeHUd U Iiepe-
Jayu 3HaHUU. M3MeHWJICSa caM IJ106aJIbHbIN
UHOOPMAIIMOHHBIN YKJIaJl, U YeM BBIIIe Oy-
ZleT ypOBeHb HOBOM MeiManHPOPMaIlMOHHOM
KYJIbTYPBI, TEM BBIIIIe Oy/IeT U caM KOHTEHT.
U 3aBUCeTH OH 6y/leT B TOM YHCJIe OT CKOpeu-
111eT0 ¥ aKTUBHOI'0 BKJIFOUeHUd IpodeccroHa-
JIOB-IIeIarOTr0B, 6e3 pasMBIIIIEHUN 0 HYKHO-
CTU TaKOI'0 BKJIIOUEHUS.

MysbIKaJIbHOE TBOPUYECTBO U 06pa3oBaHUe
UMeIOT OOJIBIIIOMN IIOTEeHIIHMaJ U CBOU YHU-
KaJIbHbIe — MY3bIKaJIbHO-KOMIIbIOTEpPHbIE —
TeXHOJIOTUH, KOTOPHIe JIe>KaT B 0CHOBE HOBOM
Me[Ha- U UHTePaKTUBHOCTH, MeaTBOpyYe-
CTBe Ileflarora-MysblKkaHTa: «Co3uaTeslbHas
MeJUaaKTUBHOCTb, 6GJyiarofaps BHEIIHUM
U BHYTPEHHUM YCUJIUAM JIMYHOCTH, PacKphbl-
BaeTCs B MeJJUalesITeJIbHOCTU U MeIUaTBOP-
yecTBe. ITOT IIPOIleCcC He IPOUCXOAUT CaM
cobo, IIpous3BoJIbHO. Heo6xoiMa MOTHBa-
U4, KOTopas o6 y>KaaeT MOJIOZ0T0 Yel0BeKa
IIepEeUTH OT B I1eJIOM HU K YeMy He 00s3bIBa-
IOIIeM ITOTPeOUTeIbCKONM MeiaaKTUBHOCTH
K CUCTeMHOH JesaTeJIbHOCTU U TBOPYECTBY
B chepe Memua» [1].

JlOJDKHBI OBITH BBISIBJIEHBI HEOOXOIHUMEBIE
COBpeMeHHOMY I1e[larory-My3bIKaHTy 0011re
U YacTHBIe KOMIIeTEHIINU B chepe nHGOpMa-
IIUOHHBIX TeXHOJIOTUH, a UMEeHHO — KOMIIe-
TeHIIUH, CBI3aHHbIE C UCII0JIb30BAHUEM MY-
3bIKaHTAaMH MY3BIKaJIbHO-KOMIIBIOTEPHBIX
TeXHOJIOTUH, U paspaboTaHa apPeKTUBHASA
MeTO/IMKa pa3BUTUS UHGOPMaITMOHHOU KOM-
IIeTeHTHOCTHU. BakKHO ITOHUMaTh 3QPeKTUB-
HOCTh KakK IIOBBIIIIeHHWe YPOBHS MHPOpMa-
I[JMOHHOM KOMIIETEHTHOCTH, I103BOJISIOIIeH
CIIeIIMaJIMCTy HCII0JIb30BaTh (B TBOpUECTBE
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IIOTEHIIMaJ MY3bIKaJbHO-KOMIIBIOTEPHBIX
TeXHOJIOTUM caMOMy U 06y4yaThb 3TOMY [ApY-
T'UX MY3bBIKaHTOB. Heo6X0MMO aKTHUBHee
BHE/IPSTH IleflarToruyecKre 3KCIIepUMEHTHI,
IIPOBOJUMEBIE B YCIOBUSIX COBPEMEHHOMN BEHI-
COKOTEeXHOJIOTUYHOM, TBOPUYECKOU 06paso-
BaTeJbHOU Cpefpbl, BBISIBISAI U IIPUMEHSIS
Te IIeflarOrMyecKHre IPUHIIUIILI U TeXHO-
JIOTUH, KOTOpPbIe COOTBETCTBYIOT IIPUpPOJe
MY3bIKaJIbHO-KOMIIBIOTEPHBIX TEeXHOJIOTUH,
Haubosiee 3QpPeKTUBHO PopMUPYS He0b6XO0-
ouMble UHQOpPMAaIMOHHbIE KOMIIETEHIIUHU
CIIeI[HaINCTa COBPEMEHHOI'0 MY3bIKaJIbHOTO
o6pa3oBaHUs; BBIIIOJIHATE CTATUCTUYECKYIO
00paboTKy U, UCII0/Ib3Yd ApyTHe GOpMBI aHa-
JIi3a COOCTBEHHBIX IleflalOTMYeCKUX 3KCIIe-
PUMEHTOB B 3TOM HallpaBJIeHUH, 0600I11aTh
U IIPe/ICTaBJIATh HAyYHOMY U I1e/larOru4ecKo-
My COOOILeCTBY pe3yJIbTaThl UCCIEJ0BaHUM.
KoHeuHO, J0/DKHO O0GHOBJIATHCSA PecypcHoOe
obecrteueHue yueOHOIO IIpoIlecca, BKIHOYas
0OHOBJIEHHEe MaTepHaJIbHO-TeXHUYEeCKOU
6a3pl 00y4YeHUsA, KOPPEKTUBBI HOPMaTUBOB
y4éTa Harpy3KHU U OILIaTHI paboThI Ilefarora.

KoHeuHO, HUUTO He 3aMeHUT JIMYHOIO IIe-
[larOrU4YecKoro O6IeHUs C YUeHUKOM, TeM
60Jtee 1JI1 My3bIKaHTOB, I/le TPAJULIMOHHO Jie-
JIaeTCs YIIOp Ha UHAUBUAYAIbHBIA KOHTAKT.
OfHaKo HeJsb3s OTPUIIATh pealMy HaIllero
BpeMeHHU, He HY>KHO OTCTaBaTh U YIIOPCTBO-
BaThb B 0CBOEHUU COBPeMeHHBIX HHpOopMaIiu-
OHHBIX U MY3bIKaJIbHO-KOMIILIOTEPHBIX TeX-
HOJIOTUM, HE06XO0IMMO COKpallaTh pasphIB
MeJKly UHHOBaIlUIMU, OpUeHTUPOBaHHBIMU
Ha IIIUPOKOe UCII0JIb30BaHUEe HOBBIX UHPOP-
MAaIlMOHHBIX 00pa3oBaTeJIbHBIX TEXHOJIOTUH,
U TPagUIIMOHHOU MY3BIKaJIbHOU IIefaroru-
KoH. KaxmoMy mefarory-Mys3bIKaHTY (C yué-
TOM CIIeIUPUKU er0 MY3bIKaHTCKOU CIIeIiu-
aJIbHOCTH (IIperiofaBaTesib My3bIKaJIbHO-Te-
OpeTHYeCKUX AUCIIMILINH, IIpernojaBaTeslb
KOHKPETHOT0 UHCTPYMeHTa, BoKaja U IIp.)
He006X0UMO IIPOBeCTHU I cebs CTapTOBBIN
aHaJU3 CUTyalluH, CJI0KUBIIIeNCS B JaHHOM
HallpaBJIEHUU MY3bIKaJIbHOMN IIelarOTUKU
B CBSI3U C I0sIBJIeHHeM peHOMeHa My3bIKaJlb-
HO-KOMIILIOTEPHBIX TEXHOJIOTUM, UHPOopMa-
TU3al[Mell My3bIKaJbHOTO 006pa3oBaHUS,
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KoMIIbI0TepHBIe TeXHOJIOTUH B 06pa3oBaTeIbHOM cpejie

He00XO0MMOCTBIO IIOBBIIIEHHs COOCTBEHHOMN
MeJHa- U HHTepPaKTUBHOCTH. Ba’KHO KOppeK-
TUPOBaTh METOJUKY 00y4YeHHUsI MY3bIKAHTOB
PasJIMYHBIX CIIeIMaIbHOCTe Ha 6a3e My3bl-
Ka/IbHO-KOMITBIOTePHBIX, MHYOPMAIIHOHHBIX
TeXHOJIOTHUH, OCHOBBIBAasICh IJIaBHBIM 06pa3soM
Ha 3BPHUCTHYECKHUX MeTOAUKAX, aKTyaIHl3a-
[UH KOMMYHHUKAIIUH MEXKy IIpelojiaBaTe-
JIeM M 00y4YaIUMHUCA C IeJIbI0 aKTUBH3a-
UM UX IIOHATHUHOIO U 00pasHOIO0 MBIIII-
JIeHUs Ha OCHOBe y4Y€Ta IICUXO0JIOTMYeCKUX
0COO0eHHOCTel 06y4aeMBbIX I10 My3bIKaJIbHBIM
crenaJabHOCTAM. MTHHOBAIIUU B 00/1aCTH MY-
3BIKaJIbHOI'0 MCKYCCTBA, MY3bIKaJIbLHOIO BOC-
IIUTaHUA U 00pa3soBaHuUs, JOJDKHO OBIThH IIPU-
3BaHBI B TOM YHCJIE BCEMEPHO COZeHCTBOBATh
pasButuio MKT Kak BaKHeHIIIeMY yCJIOBHIO
B peOpMHPOBAaHUU COBPEMEHHOIO MY3BbI-
KaJIbHOTO 06pa3oBaHMUs, CII0CO6CTBOBATh HH-
TEeHCHMBHOMY Pa3BUTHIO U IIIPOKOMY PaCIIpPo-
CTpaHEeHHUI0 MHTEePaKTUBHBIX Cpe/ICTB 00y4e-
HUs1, aKTHBHEee BKJIIOYATh UCIIOJIHUTEIHECTBO
Ha M GPOBBIX My3bIKaJIbHBIX MHCTPYMEHTaX
B IlepeyeHb JUCIIUILIMH B CHCTEMe POCCHUM-
CKOI'0 My3BbIKaJILHOI'O 00pa3soBaHMA BCeX yKa-
3aHHBIX BBIIIE YPOBHEH. Beb 3TO, IOMHUMO
BCero IIpoYero, — eIré ¥ HOBLIM IIyTh K CepJ-
IJaM HallIKX, TAKUX HEII0X0KHUX Ha Hac, leTel.

TaxuM 06pasoM, Hapsay C TPaJUITUOHHBI-
MU I1elaTOTHYeCKUMHU TeXHOJIOTHSIMH HOBas
KOMMYHHUKaTUBHas ILIOIaAKa IIpodeccHo-
HaJIbHOT'O CO06IIlecTBa afallTUPYyeTCcsa K COo-
BpPEeMEeHHBIM 3allpocaM, pasBUTHI0 HHQOpPMa-
[JUOHHBIX U MY3BIKaJIbHO-KOMIIbIOTEPHBIX
TeXHOJIOTUH U TpebyeT BKIIOUEHUS IIefaro-
TMYeCcKOro MacTepcTBa HOBOIO THIIA, KOTO-
pBle MBI YCJIOBHO HasbIBaeM «MeJHa- U HH-
TePaKTUBHOCTB», 0beclieunBasi OTKPBITOCTH
HOBOT0 THUIIA M aKTyaJILHOCTE TPYy/a Ilefaro-
ra-MyselKaHTa. AKTUBHOCTb B Mejauacpeze
IIpeJCTaBIsAETCd Ba>KHEMIIIUM MCTOYHUKOM

PasBUTHU JIMYHOCTH (KaK Ilefjarora, Tak 1 06-
YUYaKIINXCs); 3Ta aKTUBHOCTb CTaHOBUTCS
4acThlo MeZiriaobpasoBaHus U TpeOyeT T0I10JI-
HUTeJIbHBIX 3HaHUU IIPU U3YyUYeHUU BCEX ero
BO3MO>KHOCTEM.

[Temarory-MysbsIKaHTy HeOOXOUMO CO3/a-
BaTh KayeCTBEHHBIM MeJuanHPOPMaIlOH-
HBIM KOHTEHT C COOTBETCTBYIOIIIMMHU 0600-
LIeHUSIMHU, BbIBOZAMU U ITIOHATUSMH, YIUTHCS
ero rpaMOTHO IPEeNOJHOCUTh, TPaHCIIOJIUPYS
CBOM ONBIT B TPAJUIIMOHHBIX Ileflaroruye-
CKUX TeXHOJIOTUAX, My3bIKaJIbHOM I1efjaroTu-
Ke B HOBYIO 00pa3oBaTesIbHYIO Cpefy B IIeJIaX
OIITUMM3AIlUU COBPEMEHHOI0 MY3bIKaJb-
HO-IIeJarOTHYeCKOro o6pasoBaHusd, IIpUMe-
HSITh MY3bIKaJIbHO-KOMIIbIOTEPHEIE TEXHOJIO-
T'U, BO3SMOKHOCTHU CUCTEM JUCTAHITMOHHOI'O
o0ydyeHUs, B TOM YHUCJIe IJII MY3bIKaHTOB
(HanpuMep, Moodle Music). Ba)xHO B TOM
quciae GOpMyJIHUPOBATH CBOU IIPeJIOKEeHUS
10 CUCTEMHOMY pPa3BUTHIO 00pa3oBaTeIbHbIX
CTaHZapTOB B 9TOM YaCTH, aHAJIU3UPOBATh
C 3TOU IeJIbI0 OCHOBHBIE IIeflaroTUyecKue
ycioBUug GOpMUPOBaHUSA UHGOPMAITUOHHBIX
KOMIIeTEeHITUHY OyAyIIero crieraarncTa-Mysbl-
KaHTa, pa3pabaTeIBaTh U IIpeCTaBIATh HO-
BYI0 METOJUYECKYI0 CUCTeMY GOPMUPOBaHUS
COBpPeMEeHHBIX 3HaHUH, U3JlaraTh OCHOBHBIE
PUHITUAIBI TPOEKTUPOBAaHUSA yUeOHO-MeTO-
IUYeCKOTIOo IIpoliecca HOBOIO THUIIA, OIIpee-
JIUTh 0COOGEHHOCTU IIOCTPOEHUs y4eOHOIO
Iporecca, B TOM YHCJIe C BBeJleHHueM HeJlu-
HeWHOU OpraHM3allly TaKoro IIpoIiecca.

TBOpUYeCcKUM HalpaBJIeHUSIM IIOATOTOB-
KU (00yudeHUs]) Ba>KHO BblIep>KaTh rpaMoT-
HBIM 6ajlaHC, He Tepsisi HHAWBUAYAJIbHOTO,
«KHBOT0 KOHTaKTa» C YY4eHUKaMH U B TO Ke
BpeMs He OTPUIIATh COBPeMEHHBIX peanil
U aJjalITUPOBAThCA B YCJI0BUAX GOPMHUPOBa-
HUS BBICOKOTEXHOJIOTUYHON UHOOPMAIUOH-
HOM 00pa3oBaTeIbHOM Cpefbl.
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AnHOomayus. CTaTbsl pacCMaTPUBaET
OCHOBHBIe aKTyaJIbHbIe IIP06IeMBI 3BYKa U,

B YaCTHOCTH, CayHATPeKa B COBPEMEHHBIX
BUfieourpax. OrpoMHas HOIYJIIPHOCTE 3TOT0
HOBOTI'0 ’)KaHPOBOI'O IJIACTa COBPEMEHHOM
MY3BIKaJIbHOU KYyJIbTYPEIL 3aCIIyKUBaeT
CEpPBE3HOr0 HAyYHOT'0 OCMBICJIEHUS. ABTOP
HasbIBaeT U OCBeIlaeT TaKye BayKHeUIe
pobJieMBl, KakK 00111He XapaKTepUCTUKHU
3BYKOBOT0 00JIMKA BUIEOUTPHI,
pasHoobpasHble MIYMbI U My3bIKaJIbHEIE
KOMITO3UITUH. MY3EIKY [IJIT UTPBI CeTOHS
[IUITYT 3HaMeHUTEIe aBTOPhI — TaKHe KaK
XaHnc Tummep, >xepemu Coyir, 'appu I'percon-
Yunbsamc, Akupa SImaoka, Hecrrep Krop.

B niociregHee BpeMsi My3bIKa B BUIEOUTPax
110 CBOUM XY[I0KECTBEHHBIM JOCTOMHCTBaAM
U BO3MOJKHOCTSIM CTaHOBHTCA OoJiee
BOCTPe6OBaHHOM IIIMPOKOM aygUTOPHEH,

4eM MY3bIKa KMHO. AKTyaJIbHBIM aBTOPY
pejicTaBJsIeTCs HabItoeHe 3a QYHKITUSIMA
MY3BIKH B BUJIEOUTPe — HUX CUCTEMA

C pasHo0OpasHBIMU CCHIJIKAMU Ha U3BECTHEIE
IIPOJLYKTEI OIIKICaHa B cTaThe. KpoMme ToroO,
II0CTaBJIeHA ¥ KPAaTKO OCBeIlleHa BaKHeMIas
npobiieMa TEOPETHYIECKOM, 9CTETUUeCKOU
XapaKTepUCTUKU aBTOPCKOM MY3BIKH,
IpaKTU4YeCKU He 3aTparuBaeMas

B COBpeMEeHHOM 3apy0e’KHOM U 0TeUeCTBEHHOM!
JuTeparype. Ui MIUTIOCTpaiy IT0L00H0M
II0OCTaHOBKH BOIIPOCA U3JI0KEeHBI CY/KIeHUs

0 MY3BIKQJIbHOM S3bIKe, CTHJIe, CTUJIMCTUKE

Abstract. The article examines the main
current issues of sound and, in particular,
soundtrack in the modern video games.
The immense popularity of this new genre
layer of modern musical culture deserves
serious scholarly understanding. So the
author names and highlights such important
issues as the general characteristic features
of sound image of video games, diverse
sounds and original musical compositions.
The music for the game is presently being
written by such famous composers as Hans
Zimmer, Jeremy Soul, Harry Gregson-
Williams, Akira Yamaoka, and Jesper Kyd.
Recently, music in video games has become
more in demand by a wide audience than
movie music, due to its artistic merit

and capabilities. The observation of the
functions of music in video games seems

to be relevant to the author — their system
with various links to well-known products is
described in the article. Moreover, the most
important issue of the theoretical, aesthetic
characteristic features of composers’
original music, which is practically not
touched upon in modern literature

in Russia and in other countries, is also
posed and briefly highlighted. To illustrate
such a formulation of the question, various
opinions about the musical language, style
and stylistic features are presented

by the illustrative example of the American

© VabsgHoBa C.10., 2022
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Ha II0KasaTeJbHOM IIpUMepe TBOpYecTBa
aMepHKaHCKOro komrosuropa Ilosa d9HTOHU
PoMmepo. HexoTopble BasKHEBIE CY>KIeHUS
BBICKAa3aHbI 0 COBEPIIIEHHO HOBOM popMate
KOMIIOSUTOPCKOM TEXHUKHU — HCII0JIb30BaHUU
crerraJbHBIX CETEBBIX OMOIHOTEK.
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CTOpHUS KOMIIBIOTePHBIX UTP Hayu-
HaJiach IIpuMepHO B 40-50-X rogax
IIPOIILJIOTO BeKa C pa3spaboTKU CaMBIX

IIPOCTBIX MAHUIYJAIIMM U BU3YaJIbHBIX

CUMYJIAIIUN. 3BYKOBOE€ COIIPOBOXK/JEHUE

II0SIBUJIOCH 3HAUYUTEJILHO I103)Ke U IIpef-

CTaBJILZIO COO0M KOPOTKUE ayLHOCUTHAJIBI,

IIOIIUCKHUBaHUeE U 3a0aBHOE «CTPEKOTaHUEY,

paszaBaBIiiecs U3 BCTPOEHHOTIO B UTPOBYIO

IIPUCTaBKy JUHaMUKa. B r1ociiegHee BpeMs

3BYK B BUJ[eOUIPaX JJOCTUT OTPOMHOIO IIPO-

rpecca, a 10 TeXHUYECKUM, Xy/I0’KeCTBEeH-

HBIM KayeCTBaM U BO3MOYKHOCTSAM [Jlake

«I1eperHaji» KuHeMaTtorpao.

Bupeourpa (aHri. video game) — Heo-
OBIKHOBEHHO IIOITYJIIPHOE CerofHs pasBiie-
YyeHHe y CaMOH pasIuYHOM BO3PACTHOH
ayIUTOPUH, 00BbEeJUHSIONee HEeCKOJIbKO
BUJIOB UCKYCCTBA — TeaTp, KUHO, MY3LIKY,
aHMMAaIIHIO, CIIOPT. BUeOUTPEI HEPEIKO CO3-
[al0TCd Ha OCHOBe QMIbLMOB, KHUT, U, HAO-
60pOT, — II0 CrO’KeTaM BUIEOUTP CHUMAIOT-
€1 KUHOQUIbMEI, ceprasbll. B HEKOTOPBIX
CTpaHax BHUEOUTPHI 0QUITHAIBLHO IIPU3HA-
HBI BUZIOM HUCKyccTBa: B 2006 Bo ®paHIy,
B 2008 B I'epmaHuy, B 2011 B CIIIA.

PaccMoTpeHHe 3TOro HOBOTO KyJIbTYPHO-
o IIacTa 3acjayKrBaeT BHUMaHUA UCCIIe-

IoBaTeJsIed B pa3/IMUHBIX acrekrax. Ocobast
POJIb B CO3JlaHUU YBJIEKaTeJIbHOTO MUpa BU-
IleOUTPHI IIPUHA/JIEKUT 3ByKOBOM KapTUHE.
My3bIKaJIbHOE COIIPOBOYKJ€HUE VI BHUJIE0-
UTP B Hallle BpeMsI 3alIUChIBAETCSI U3BECTHHI-
MU CUMQOHHUYECKMMU OpPKeCTpaMHy, a Iiep-
COHa)Ked 03BYYMBAIT 3HAMEHUTHIe aKTé-
PHI U II0I-3BE3bI. My3bIKaJIbHBIN KOHTEHT
BUJIEOUTPHI CO3AAI0T KOMIIO3UTOPHIL, IJIOTHO
COTPYAHUYAIOIIHE C ayJUOpefaKTOpaMHU KO-
MaH/bl pa3paboTyruKoB. CaMble BBICOKHE I'0-
HOpaphl 3a My3bIKy K BHJI[eOUTpaM IIpUBJIe-
KaloT K 3TOMY BU/Iy TBOPUYECTBA CEPHE3IHBIX
aBTOPOB — KYJIbTOBBIX KOMIIO3UTOPOB, Ta-
Kux Kak /Dxkepemu Coyu (Jeremy Soule), XaHc
[uMmMmep (Hans Zimmer), Tappu I'percon-
Yuibamc (Harry Gregson-Williams), OctuH
BunTtopu (Austin Wintory), cymepssesna
FosumuBynma Marvikia /»kakkuHo (Michael
Giacchino), Akupa SImaoka (Akira Yamaoka),
Hecmep Kroz, (Jesper Kyd).

B maHHOM cTaThe HNpeAIIPUHSTA ITOIBIT-
Ka OCBETUTh HEKOTOphbIe IIPO6JIeMbl 3BYKa
B BHUJIEOUTPe U €€ MY3BbIKaJIbHOTO COIpO-
BOXJeHUs. Jlake KpaTKOe HUX OIHCAaHUe
BBIIILIO OBbI AaJIeKO 3a PaMKH >KYPHAJIbHOM!
cTaTbU. I103TOMy pacCMOTpPEeHBI JIUIIb He-
CKOJIBKO PaKypCOB, Cpeid KOTOPBIX 00IIre
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CBeJleHUs 0 3BYKe, GOPMYJIHUPOBKA QYHK-
IIWI MY3BIKU B UTPe U CY>KIeHUA O eé I3bIKe,
CTHJIE, CTUJIMCTHKE IIPUBOATCS Ha II0Ka3a-
TeJIbHOM IIpYMepe aMepHKaHCKOI'0 KOMIIO-
surtopa Ilosra 3HTOHU PoMepo.

B coBpeMeHHOU JiuTepaType He CI0KU-
JIOCh eJVHOI0 MHEHUs 0 TPaKTOBKe II0Hf-
THUSA «MY3BbIKa BHJEOUIPBI». [J0CTAaTOYHO
CKasaTh, UTO HapsAy C HUM IIIUPOKO QUIY-
PUPYIOT TaKue ollpefesleHHs, KaK «My3bl-
KaJIbHOe COIIPOBOKAEHUE», «My3bIKaJIbHOE
odpopMIIeHMEe», «CAaYHATPeK»2. TBOpPUECTBO
COBpeMEeHHBIX 3apyO6e’KHBIX KOMIIOSUTOPOB
B KaHpe MY3BIKU K BUJIEOUTPE OCBEIeHO
B Hay4YHBIX UCCIEJ0BAHUAX BeCbMa CKPOM-
HO. YaCTHUYHO CBeJIeHUs MOKHO HAalTH B U3-
BeCTHOM aMepUKaHCKOH «ICTOPHUU MYy3bIKH
KoHIa XX BeKa» II0J pemakmueu P. Tapy-
CKMHa®. B oTeueCTBeHHOU HayKe >Ke KpaT-
KU 0630p IipejcTaByeH B KHUre P. Bpos-
Ko0* IToIIBITKY aHa/IM3a 3BYKOBOTO JH3aiiHa
U TEXHOJIOTUU «UI'POBOT0» ayAUO0 IIpeAIIpU-
HsUI A. /IeHUKUH®, KOTOPBIX IIOMUMO Xapak-
TEePUCTUKU CIIeIITUQUKU HUTPOBOTO 3BYKA
paspaboTan kKjaccupUKalUui QYHKIIUN
MY3BIKaJIbHOTO COIIPOBOXK€HUS B BU/IEOU-
rpe. Ho B 06111eM U I1eJI0M HCCJIe0BaTe/IN
KOHTEeHTa UHAYCTPUH BUEOUTP 00palllaloT
BHUMaHUe, B OCHOBHOM, He Ha CayHJATPeKH,
a Ha pasJIM4YHble ayAuo- U BUEOCIIeldd-
$eKThl MJIM UTPOBble TeXHOJIOTUU. Hanpu-
Mep, U3y4arTCd aKTyaJbHOCTb U POJIb IU-
3aliHa B MHIYCTPUU KOMIIBIOTEPHBIX UIPS,
Iporiecc pa3spaboTKU BULeOUTp’. ABTOPOB
y6JIMKAIU HHTePeCyI0T MECTO BUEOUTD
B JKHM3HM 4eJI0BeKa, OCMBICIIEHHE 3TallOB
pasBUTUA UTPOBOM UHAYCTPUHU, aHAIU3 €€
S3bIKa U MeCTa B COBpeMeHHOM Mupe?, sIB-
JIsIeTCS JIX BUZLEOUTPA «HACKYCCTBOM»?, KOM-
NBIOTEPHBIN AUCKYPC U3ydaeTcsa KaK pas-
HOBH/IHOCTBL JUCKYypCa B I1eJIOM U 0C060T0
IUCKypca coepbl KOMIIBIOTEPHBIX UTpLl.

JpyruMu ciaoBaMy, IpobseMaM QyHK-
UM MY3BIKU BUJEOUTP U OCOGEHHO eé Te-
OpeTUYeCKOM, 3CTeTUYEeCKON XapaKTepHu-
CTHKe B COBpeMEHHOM 0Te4eCTBEHHOM My-
3bIKO3HAHUU He y[essieTCs JO0CTaTOYHOIO
BHUMaHUs. B CeTH CBeJleHUA 0 My3bIKe UID
1 KOMIIO3UTOpax U Ja’ke pasdbop cayHATpe-

KOB K BH/IeOUTpaM Ha CalThI BBIK/IaJbIBAIOT
B OCHOBHOM T'elIMepEI, IIPOCTO BbICKA3bIBas
CBOé OTHOIIIeHMe K HUM. He o4yeHb CHILHO
BBIZIeJIIeTCI B 3TOM CMBICIIe U 3apy6eskHoe
Hay4yHOe 3HaHUe: paboT, IOCBSIIEHHBIX
npobseMe H3y4eHUS MY3bIKaJbHOU CO-
CTaBJIAIOIIIEN BUEOUTDP, HA 3aliajie YAUBU-
TeJIbHO MaJIo, HeCMOTPS Ha UX B OOJIBIIINH-
CTBE CBOEM «HMHOCTPaHHOE» IIPOU3BO/CTBO
U IIUPOKOe pacIpocTpaHeHUe, a TaKXKe
Ha TO, 4TO CayHATpPeK B HUX B II0C/IeJHee
BpeMsi CTaHOBUTCA IIPaKTUYECKH TAKUM JKe
3Ha4YMMBIM, KaK U BU/Ie0. ABTOPBI MHOCTPaH-
HBIX IIyOJIMKaIlui o6paljaloT BHUMaHUe
Ha [IOHUMaHWe MY3bIKU BUIEOUTP, OCBellas
eé aCIIeKThI U laBas KOHIIeNITya/IbHbIe Ufler
IU1d 6yyiero aHaausa [1], paccMaTpuBaroT
KyJIbTYpPHbIE U TEXHOJIOTUYECKHEe BO3MOXK-
HOCTH MY3BIKH KaK CpezCcTBa B3auMOJel-
CTBUS C KOMIILIOTePHBIMU UTrpamu [2; 3],
yleJIII0T BHUMaHYe B3aUMOCBSI3U MY3bIKH
U BUJIeOUT] C 60JIee IIIUPOKUM COLaIbHbIM
U KyJbTYPHBIM KOHTEKCTOM [4], 0TMeyuaroT,
4TO My3bIKa BHJIEOUTP IIpeTepliesia CO6-
CTBEHHBIN 0COOBIM HA60p CTUINCTUYECKUX
U QYHKIIMOHAJIbHBIX MeTaMOop$03, 0THOBpe-
MEeHHO 3aUMCTBYS U PeKOHTEeKCTYaIu3upys
6oJiee paHHMe MozeiH [5].

B BHeourpe cerofgHsi MO>KHO BBIJe-
JIUTH TPU OCHOBHBIX COCTaBJIAIOIIUX: CeM-
muH2', cetimneli'? U my3vika (CayHITPEKH,
HWJIM KOMITO3UIM)'®. HepeaKo 3BYK IIOA0U-
paetcs, o6pabaTeiBaeTCsI 1 MOHTHUPYeTCH
OT/IeJIbHO OT BUJle0Opsiia [JId II0CIeyole-
T'0 COBMellleHUd C BU3yaJIbHBIMU 06pasaMu.
CrookeT B UI'pax He UMeeT YETKOU I10C/Ie/0-
BaTeJIbHOCTHU U PasBUBAaeTCs B 3aBUCUMO-
CTH OT AeWCTBUM UTPOKA, B pe3yIbTaTe Ko-
TOPBIX BCé 3BYKOBOE COIIPOBOXKEHUE BOC-
IIPOM3BOAUTCA B PasJIMYHBIX COUeTaHUSAX.
[Tosib30BaTeIb MOKeT U3MeHSTh UJIU 3aMe-
HATH CO3JJaHHBIU B UIpe pa3paboTUynKaMU
3BYK Ha GpparMeHTHI COOCTBEHHOI'O COUNHe-
Hud. Harmpumep, Bugeourpa Twisted Metal 4
II03BOJISIET YAAJSITh 3BYKOBOM TpeK U 3a-
MEHSTh ero COOCTBEHHBIMU ¢pparMeHTaMU
¢ CD-pucka. A B Guitar Hero u SingStar 110J1b-
30BaTeJIb MOKET HUCIIOJIHATh KOMIIO3UIIUH
Ha aHaJI0TaX My3bIKaJIbHBIX MHCTPYMEHTOB
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WUJIU TIeTh C BUPTYaJIbHOMU CIieHEL. IIpu aTOM
IIporpaMMa «II0MOraeT», «peflaKTUPYsI» JII0-
OUTeJIbCKUe IIOIIbITKU.

T'oBOpPSA 0 3BYKe BHUIEOUTD B IIeJIOM, CJIe-
IyeT 3aMeTUTh, UTO QYHKIIHMU ero pasinuy-
HBI, U IIePeYUrCJIUTh UX IiesiecoobpasHee,
IIpeJCTaBUB B BUJle HEKOEU CUCTEMBL.

1. H306pa3umenvHasn (38yKoeoii Kom-
MeHmapuii eu3ya1bHo2o oobpa3sa)

3BYKOBOe COIIPOBOKeHMe BOILIOIIAaeT 06-
pas JIOKaIy, B KOTOPOM HaXOUTCSI UTPOK.
YacTo [1g ayguoXapaKTepUCTUKU BU3Ya-
JIM3UPOBAHHOIO 06pa3a IIPUPOABI HUCIIOJIb-
3YI0TCS pas/IMyHble eCTeCTBEHHBIE IITYMBI
— IIOPOX JIUCTHEB, UMPUKaHbE IITUL], 3BY-
KU [0XX[s, BeTpa. B urpe The Elder Scrolls V:
Skyrim Urpok Ha KopabJe YCIABIIIUT IIyM
MOps U KPUKHU 4daek, a B urpe Diablo, iepe-
MECTHUBIIIHUCH B 60JIBIIION TOPOJT, YJIOBUT 60
TOPOJICKUX YacOB M pasJIMYHbIe YIMYHEIE
LIIYMBI. 3BYKOM «IIpe/IBapsII0TCSI» COOBITUA:
Tak, B Fallout 3, mepegBUrasich 1o JIOKariu
IIyCTOIH, MO>KHO 110 U3SMEHEHUsIM B Xapak-
Tepe MY3BIKH JI0raflaThCsa O IIPUOIMDKEeHUN
Bpara, a B Resident Evil o npubimxkeHuun
IIPOTUBHUKA IIpeAyIpesKIalnT KPUKU He-
BUIUMBIX MOHCTPOB. B oHuayH-1mryrepax*4
Overwatch, Counter-Strike, HALO MHOIrOKpaT-
HO BO3HHUKAeT 3BYK Ilepe3apsafKU OpY KHUs.
B urpe Silent Hill 2 vctionb3yeTcs «H6esIblid
IITyM», KOTOPBIM OIIOBeIlaeT UI'POKa O IIpU-
6JIDKeHUH MOHCTPOB, a 3BYK CUPeHbI IIPU3EI-
BaeT OBITb BHUMATEJIbHBIM U OCTOPOKHBIM
IIpU Ilepexo/ie Topo/ia B HOUHOM pexxuM. [1o-
DOOHYI0 QYHKITHIO BBIIIOJIHSIIOT I'OJIOCOBBIE
OIIOBellleHUs — B cTpaTeruu Sim City UTPOK
B OJHOM YaCTH ropojia y3HaeT 0 COOBITUAX,
IIPOUCXOAIIMNX B IPYTUX palioHax.

2. 3gyKoean xapakmepucmuka nepco-
Hadica

B urpax xaHpos Survival horror?, action'®
U RPG (Role-Playing Game — poJjieBble UTPHI)
4acTo 3BydaT JIECMTMOTUBEI UJIH JIEUTTEMB],
XapaKTepU3YIoIlire OIIpele/IEHHOTrO0 I1epCco-
Ha)ka. B Buzieourpe F.E.A.R. 2 Project Origin
y AJIbLMBI €CTh JIEUTMOTUB, €€ 9MOITOHAIb-
HBIH IIOPTPET — MeJIOAUA NeTCKOMU MY3bI-
KaJIbHOU IIKaTYJIKU. B Silent Hill 2 KaXbli
IIepCOHa’K IIOSBJIAETCA HeIlpencKasyeMo

U MO’KeT OBITH HaCTPOEH KaK APY’>KeJF00HO,
TaK U Bpak[e6Ho, OT Uero ero jelTremMa BU-
nousMeHsieTcd. B cepuu urp Dark Souls ca-
VHATPEK 3BYYHUT TOJILKO BO BpeMs CXBaTKH
C MUQUYECKUMHU CYILleCTBaMHU.

Ba’KHBIM CpeJCTBOM B Ilepeznade obpa-
3a IlepcoHaka SgBJIAIOTCA TeMOp rosoca
U JUKIMA. B BUleonrpe kaHpa KBecT Grim
Fandango noH Komay TOBOPUT CIIOKOHMHBIM
TOHOM C CeBepOaMepUKaHCKUM aKI[eHTOM,
a CasbpBaziop — HJKHOAMepUKaHell — 60-
per 3a CrpaBe/IMBOCTh, OXapaKTepU30BaH
PUTMHUYHOM U 60poH feKiaManeld. Korma
IIePCOHAa’K HaXOUTCSA B OIIACHOCTU UJIU eMY
IIPeACTOUT CJI0’KHas 6UTBA, My3bIKa CTaHO-
BUTCA 60Jiee arpecCUBHON U JUHAMUYHOM,
C IleperiaZlaMy TeMIla U 3KCIIpecCHuel B Me-
JIOAUU U rapMoHud. Kak, HanpuMmep, B ¢ou-
HaJIbHOM Cpa’keHUHU CO 3JI06HBIM 60CCOM
B Bupeourpe Legend of Zelda: Ocarina of
Time. B BUZjleoUIpax MUCIIOJIB3YIOTCA 3BYKHU
IObIXaHUA U cepAleOreHs], MHTEHCUBHOCTD
KOTOPBIX 3aBUCUT OT HAIIPSLKEHHOCTU UT'PO-
BOU CUTYyaIlUU. ITOT IIPUEM UCII0JIb3yeTCs
B OOJIBIIIMHCTBE UT'P KaHPOB XOPPOpP, IIIyTep
U 9KIITH — HallpuMep, B urpe Dead Space.

3. Co30aHue IMOUUOHAALHO20 MOHY-
ca onpedeséHHO20 INU300a Uzpsvl

3ByyaHHe B YaCTH 3IHU30/0B Ba’XHO
IJI1 3MOITMOHAJbHBIX peakKIUil Ha Clo-
KeT. B urpe Civilization B MUpHOe BpeMs
3By4YaT YMHUPOTBOPEHHEIE I1aCTOPAJIbHEBIE
KOMIIO3UITUH, BO BpeMs 00bsIBJIEHUs BOU-
HBI OHU 6oJiee MpayHble. SIpKasi, IMOIIHO-
HaJIbHO IIpUIlogHATasA GOJbKIOPHAsA TeMa
B BUzieourpe The Witcher 3: Wild Hunt co-
IIPOBOXKAAaeT ropox HoBurpaz. A y JpeBHero
3a0poIlIeHHOr0 ropoza BapaHoB JIOK MyUH-
He — TOCKJIMBAas U IlevasibHas JIMpHUYecKast
MeJiofud. B OUTBax sipKas, IIpU3bIBHAs MY-
3bIKa 33/{aéT TeMII UIPOBBLIM JIeMCTBUSAM.
B sanm3ofax ckayek U orpabJyieHUU B UIpe
Red Dead Redemption II tTuHaMHU4YHBIe KOM-
IIO3UIIUU B CTHUJIe KAHTPH CO34AKT aTMOC-
depy U AyX BecTepHa, /lUKoro 3araja.

dNU30AbI IIPOTYJIKHU II0 JIOKAIIUU, AJIU-
TeJIbHBIE 3aJlaHUsl COIIPOBOXKAArwTca $o-
HOBOM MY3BLIKOM, HEpeIKO B JKaHpe 3MOU-
eHT!” (3aUacTyro e€ Ha3bIBalT «pOHOBOI»).
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OHa Iorpy’kaeT B UI'Py, HO He IIpUBJIeKaeT
K cebe cIelfaJbHOTO0 BHUMaHUS. B yiecax
Bugeourpsl World of Warcraft am6ueHT-
My3bIKa 33/1aéT CIIOKOMHOEe MeJUTaTUB-
HOe HaCTpOeHUe, a B BUfieourpe «Crajkep»
(>kaHpa Xoppop/i1yTep) B JIOKAIUU 3a6po-
11eHHOHU YepHOoObLILCKOM AJC aMOUEHT I10-
Ipy’kaeT B COCTOSIHMe 3aCTBLIIOCTH, 3a0BITO-
CTH, OCTAHOBKHU X07la BpeMeHHU.

B coBpeMeHHBIX Urpax paspaboTUYUKU
npuberarT K KaT-cijeHaM!®. B 1momo6HOM
«BpesKe» B HayaJle 4acTo II0SABJIAEeTCS IJIaB-
Hasl JlerTTeMa (0Ha MOJKeT 3By4aTh U B []aJlb-
HeWIeM), 3ailaBasi TOHYC Ha BCIO UTPY, a 3a-
BepIIamIas COIPOBOXKAAET 3aKIHUUTE Ib-
HYIO0 BU/Ie03aCTaBKy WU TUTPHI, IlepefjaBas
OLLyIIleHHe KOHIIA IIyTH, IT00e/bI.

4. KommeHmapuii KOHKpemHozo coobl-
mus

MysbIKaJIbHble XapaKTePUCTUKU COOBI-
THUU IIOJUEPKUBAIOT JOCTUXKEHUS: OTKPbI-
THe HOBOM TEPPUTOPUH, HaX0K[eHHe IIpe-
MeTa JIUId 3a/laHus, YCIIelTHOe BbIIIOJTHEHUE
MUCCHUH, OTKPBITHE HOBOI'O YPOBHJ, I100€e/a.
B cepuu urp Heroes of Might & Magic («['epou
Meua U Maruu») HeCKOJIbKO TaKUX «MY3bI-
KaJIbHBIX KOMMEHTapHeB»: I1obesja — TeMa
TOp>KeCTBeHHAas; IIPOUTPHIIIT — THeTYyIas
U CKOpOHas; MOTUB KapThI-3araJJK1 3By4UT
HaIIpsOKEHHO W TPeBOXKHO. B BUeourpe
Grand Theft Auto IPpOX0OXKAeHUEe MHUCCUU
COIIPOBOKaeTCd KOPOTKOM KOMIIO3UITHMEN
B CTHJIE XUII-XOII; [I0JIy4eHre HOBOI'O YPOB-
H4 B BUjeourpe Fallout 4 o0popMIeHO BOUH-
CTBEHHOM TeMOU y MeJHBIX ¢ bapabaHHOMI
npo6rro. B urpe The Elder Scrolls V: Skyrim
IIPU JOCTUKEHUU HOBOI'O YPOBHS 3BYUUT
OTPBIBOK M3 IJIaBHOM TeMBbl 3TOM UTPHI —
KPUKU MY>KYUH-BOMHOB. B urpe Rise of the
Tomb Raider IpUCYTCTBYET 3arajlouHas Me-
JIOIUSI OTKPBITHS TPOOHUIIBI, UCIIOIHSIeMast
BOKAJIMCTKOM Ha $OHe 3ByUyaHUs bapabaH-
HBIX PUTMOB.

5. Kommepueckas (peknamuas) yHK-
uus

Bri60p My3bIKaJIbHBIX TPEKOB pefak-
TOpaMu NOpPOX O0O0yCJIOBJIEeH BCeoOllei
U3BECTHOCTbI0 KOMIIOSUIITMY Ha MOMEHT
BBIXOJ]Ja UIPHI. Yallle BCero II0II-My3bIKa

UCII0JIB3YeTCd B UTpax YKaHpa aBTOMOOUIIb-
HBIX apKaJ: HallpuMep, B IIONIYJIAPHOH Io-
HOYHOM cepum Bupeourp Need for Speed
u Grand Theft Auto 1Ipu mIoe3zKe 110 TOPOAY
B Pajyio 3By4aT KOMIIO3UIIUU HU3BECTHBIX
HUCIIOJTHUTeJIEH.

3avacTyr BUEOPOJIUKH U3 UTP CTaHO-
BSATCA IIOIYJIAPHBIMUA U BBIIIOJIHAKT POJIb
peKJIaMbl: IIEPCOHAKU U CIO’KeTHI UCII0JIb-
3yI0TCd B MapKeTUHIOBBIX I[eJIIX — TakK
BUJIEOUTPHI BJIUAKT Ha UHAYCTPUIO KUHO
U BHUJI€O0, IIOII-MY3BIKHU. II0 Cro)KeTaM UIPHI
CHUMAIOT QUIILMBI: CepUs KUHOJIEHT «O0u-
TeJsib 371a» (Resident Evil), «Jlapa KpodT —
pacxuTtuTeabHUIIA rpobHUI» (Tomb Raider),
«[IpuHL, I[Tepcun», «IlocmegHsas ¢paHTasUsA»
(Final Fantasy). Wnu >xe, Ha060poOT, 3a OC-
HOBY BUJI€OUTPHI 6€PETCS IIOITYIAPHBIN KU-
HOQMJIbM, HallpuMep «3BE3IHbIe BOUHEI»,
«MaTtpuIia», «BjracTesIMH KoJel» U JIp.

6. KpeamugHas fyHKUUA

JTO caMad IIpuBJIeKaTeJabHasd QYHKITUA
BUJIEOUTPOBOT0 3BYKOBOI'0 COIIPOBOXKIEHUSA
— II0JIb30BaTeJb MOYKET U3MEHATH 3Byda-
HHe cayHATpeKa. Harpumep, B Urpe KaH-
pa iatdopmep Braid UTPOK MOXKeT YIIPaB-
JATH TedyeHHeM BpeMeHH, obpallas ero
BCIIATH. [IpH TaKOM [IeMICTBUU MY3bIKaJIb-
HOe COIIPOBOK/IeHHEe 3BYUYUT «B 06paTHOM
IIepeMOTKe».

Cy1recTByeT Tak)Ke OTHEJBHBIN >KaHpP
BUJIEOUTP — MY3BIKaJIbHBIE. B HEM MY3HI-
KaJIbHas COCTaBJIAIOasl CTaBUTCA BO IJIa-
BY YIJIa, @ OT UTPOKOB TpebyeTcs HaIuuue
YyBCTBA PUTMa. B OCHOBHOM 3TO TaHIIBI
HUJIU UCIIOJIHEHHE TPYIIIION MY3bIKaJIbHBIX
KOMIIO3UIIMM. K TaKUM HUTrpaM OTHOCATCH,
K IIpuMepy, TaHIleBaJbHasA apkaza Just
Dance vy putMm-urpa DJMax Respect. 3a-
Iladya UIPOKa — B COOTBETCTBUU C TEM,
4UTO JeMOHCTPUPYeTCd Ha IKpaHe, HaXKU-
MaTh OIIpeJie/IEHHbIe KHOIIKU MU BBIIIOJI-
HATH TaHIleBaJbHbBIE NBIDKEHU. B ciydae
TOYHOIO IIOIIaJlaHUs B PUTM U YCIIeIl-
HOI'0 IIPOXO’KJAeHUS HaYHUCIAITCI OUYKH.
A B HEKOTOPBIX UTpax I10JIb30BATEJI0 /13-
€TCs BO3MOYKHOCTE CAMOMY HCIIOJHATE MY-
3BIKY, II0YYBCTBOBATh Cebd B POJIU 3CTPaj-
HOU cynepsBes3abl. Rocksmith 2014 ropa
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I103BOJIAeT IOAKJIIOUYUTE K UTPOBOU IIpH-
CTaBKe HaCTOSIIYIO 3JIEKTPOTUTAPY U «CO3-
laBaTh KOMIIO3UIIUH» BMECTE CO 3ByUallei
«BHYTPHU UTPHI» GOHOTPaAaMMOM.

B caMBIX pa3HBIX I10 XapaKTepy KOMMEH-
Tapusdx paspaboTUMKU HEPeaKO IIUTUPYIOT
OpHUTHMHAJBHEBIE KJIAaCCHYeCKHe IIpOou3Be-
neHus. Tak, B IIepBOM YaCTHU CEPUU HUIP
Earthworm Jim 3By4YHT 4acThb IIpOU3Bejie-
Hud M. Mycoprckoro «Hodb Ha JIBICOM TOpe»,
a BO BTOPOM YaCTH 3TOM UIPHI HA OJHOM
U3 yPOBHEN — IlepBas 4acTh «JIyHHOM COHa-
ThI» JI. BeTX0BeHa, KOTOPYI0 MOKHO YCJIBI-
I1aTh TAK)Ke B IIEPBOM YaCTU UTPEI Resident
Evil (pj11 TOTO YTOOBI OTKPHITH CEKPETHYIO
IBepb, HY>KHO CBI'paTh Ha GOPTEIIMAHO OT-
PBIBOK COHaThI). B urpe Dragon Slayer 3By-
4yuT oauH u3 CiaBgHCKUX TaHIEeB A. /[Bop-
»Kaka. B The Evil Within M0XHO yCJIBIIIATh
«JlyrHsb1U cBeT» K. [lebroccu. B urpe Far Cry 3
B3JIETa BEPTOJIETA U CTpeJibba IIPOUCXOAAT
Ha ¢oHe «IlosiéTa BaJbKUpUli» P. BarHepa.
Bcro urpy Lemmings connpoBo>kaaeT KanoH
pe maxxop U. [Taxenn6essi. B urpe BioShock
Infinite 3ByuuT Lacrimosa U3 peKkBHeMa
B.A. Mormapra.

B camoM 06111eM IJ1aHe MO>KHO TOBOPUTh
0 IBYX KOHIIEIITya/JIbHBIX II0/IX0[aX K 3BY-
KOBOMY i3aMiHy BU/IeOUTPHI. Kak 1 Ha miep-
BBIX IIOpax, AU3alHephl CerofHs HUCIIOJIb-
3YIOT 3BYKOBOU KOMMEHTApPUM, CO3qaHUe
3BYKOBOro ¢OHa, 3ByKOBOIO JIaHZAIIapTa
KOMOMHUPOBaHUEM peasbHBIX 3BYYaHUH
OKpPY’>KaIoIl[ero MUpa € IIOMOIIbI0 KOMIIBIO-
TepPHBIX TeXHOJIOTUN. Ho B mupoyaniiem
apceHasie UMEHHO MY3bIKaJIbHBIX PellleHUHN
BUJIEOUTPBI MOKHO BBIJIEJIUTH, BO-IIEPBBHIX,
COo3/laHHe MY3BIKAJBbHOI0 COIIPOBOXK/e-
HUSA YU OPUTMHAJIBbHOM aBTOPCKOM MY3BIKH,
CIIeITaJIbHO aJipeCOBAaHHBIX KOHKPETHOM
UIpe, KOHKPETHON cepuu (MHOTHe IIOILy-
JIIpHBIE UTPHI CeTOAHS «MHOTOCEPUNHBI»),
a BO-BTOPBIX, UCII0JIb30BaHHUE KOMIIO3UTO-
paMH CllelidaJbHBIX OMOJIHMOTEK 3BYKOB,
0 4éM Oy/ieT CKa3aHO HIDKe.

B nipeptipuHATOM 0630pe QYHKITUI 3BY-
KOBOI'0 00OJIMKa MHOKeCTBa UT'pP He QUTY-
puUpoBajia XapaKTepUCTUKa MY3BIKH, eé
3bIKa, CTUJIA, MHAUBUYAJIbHOCTH KOMIIO-

3UTOpa — 3TO 3acay>KMBaeT MacIITabHO-
I0 TeOpeTHUUYeCKOoro Tpyzna. Ho 3saTpoHyTH
9THU BOIIPOCHI IIPeJCTaBJISAETCSI YMeCTHBIM
Y1 He0OXOAUMBIM, U [IJI 3TOI'0 MBI BbIOpaIn
TBOPYECTBO aMePUKAHCKOI0 KOMIIO3UTOpa
u ntuaHucra ITosia Pomepo (Paul Romero)?.

PoMepo muIlleT My3bIKy B aKajeMuue-
CKHX ’KaHpaxX, HO MHUPOBYI0 H3BECTHOCTH
3aBOeBaJI CBOMMU CayHATpPeKaMU K KHHO-
¢rbMaM ¥ 0c06€HHO MY3bIKOU JIJIs1 BUJIE0-
urp, paboras ¢ komnanusMmu Ubisoft, Sony,
New World Computing. Ero ocHOBHEIE pa-
OOTHI: cayHATPEKU K cepuu urp Heroes of
Might and Magic (I—VII yacTtu), K urpam
EverQuest, Neverwinter Nights, Creature
Quest, My3bIKa K KOPOTKOMETPaKHOMY
¢unbmy L.A. Vampire. T1aBHBIM TBOpYe-
CKMM 3TaIlOM [IJIMHOM B IBaJI1aTh JIEeT CTajla
paboTa Haj cayHATpeKaMU K CEpUU BUJE0-
urp Heroes of Might and Magic*® — sta My-
3BbIKa CJieJslajla KOMIIO3UTOpA IIOYJISIPHBIM
Ha BCeX KOHTUHEHTaX.

[Iph co3gaHUU KOMIIOSUIIUM K CepuU
BUAeoUrp «I'epon Meya U Maruu» Pomepo
IofipakaeT CaMbIM PasHbBIM CTHJIEBBIM MO-
nesaM. i cayHATpeKa K pakiiuy «3aMOK
BapBapoOB» OH, UYTOOBI IPU/IATH MY3bIKe Yep-
ThI «CTaPHUHBI», BBIOUPAaeT CTPEMUTEILHYIO
TOKKaTHYI0 TeMy, CTUJIN3Ys e€ II0f, IIpeJIto-
nuto d moll us I toma «XTK» U.C. baxa; 1o-
6J1eCTHBIX phIJapeil XapaKTepu3yeT H3bI-
CKaHHOUM 6apo4yHOM asuteMaH[0U. Bo BTO-
POM YacTH UIphl KOMIIO3UTOP 06palaeTcs
K BOKaJIbHBIM pOopMaM B CTHJIE IT03JHETO
POMaHTH3Ma, UMEIOIIUM CXO/CTBO C apHs-
MU U3 orrep P. BarHepa. CayHATpeK K Qpak-
MU «3aMOK HEKpPOMaHTOB» IIpe/iCTaBJIsIeT
Cc060M B3BOJIHOBAHHYIO OIIEPHYI0 apHUIio
6aca Ha TeKCT U3 GuuI0coPCKOro Tpakrara
®. Hunre «Tak rosopus 3aparycrpar.
/L7151 BU3yaJIbHOro o6pasa ¢paxiuu «Hekpo-
nosuc» B urpe Heroes of Might and Magic
IIT Tlos1 PoMmepo obpaliaeTcss K Ha4yaJIbHOMU
MeJIONYeCcKOU dpase cekBeHIMU Dies irae
B 3HaUeHUU «OO0IleIIpU3HAaHHOIO» 06pasa
CMepPTH — KaK HaKasaHUsd, Kaphl 3a Ipex.
W BOOXHOBJIAETCA IIPOU3BEeeHUIMU «ILsc-
Ka cMepTy» ®. JIrcta ¥ cuMPOHUYECKOH I10-
aMou C. PaxMaHUHOBA «OCTPOB MEPTBBIX».
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Pomepo caM oTMeyaeT, YTO MY3BIKa
[TIpoko¢dreBa u Il yacth «CUMPOHUUYECKUX
TaHIleB» PaxMaHWHOBA OKa3aju 00JbII0e
BJIMSHNE Ha cayHATpeK ropoza B III vacTu.
[ co3maHusA o6pasa CHe)XHOU OalllHy,
B KOTOpPOHM Kpy’Kach IaZal0T CHEXUHKU
U B Ka)KJ[0M [leTaJIu [IAPUT yX BOJIIEOCTBA,
ero BJOXHOBMJI Basbc u3 6asera C. IIpoko-
¢beBa «30JIyIIIKa» C ero BOIIPOIIAIIIUMHU
CEeKYH/IOBBIMU MHTOHAITUSAMU U II0JIETHOMN
Mesiopvie. CayHATpeK K IJIaBHOMY MeHI0
V 4acTu HaIllMCaH B CTHUJIE II03JHEr0 pOMaH-
THU3Ma (KaK ¥ My3bIKaJIbHOE COIIPOBOXKIe-
HUEe KO BTOPOM UIPe Cepuu) — MHOL00HO
3aK/IIOUNUTeJIbHOM yacTu pekBuema Libera
me, YTO HAaIIOMHUHAaeT HaM O II0C/IeHeH Ja-
ctu «PexkBuema» /K. Bepau.

B III yacTU cepuH KOMIIO3UTOpP o6parra-
eTCsl K CTUJIMCTHUKE HapOIHOM MY3bIKU: TeEMa
¢paxyuu «OIUI0T» OCHOBaHA Ha apMSIHCKUX
HapOJHBIX MeJIOJUAX, & KOMIIO3UIIUH, CO-
IIPOBOJKAAIOIUE CpakeHUs, UMUTUPYIOT
appUKaHCKUe U I0KHOaMepUKaHCKUe pPU-
TyaJIbHble HaurphIy. Tema ¢ppakiuu «Jlec-
HOM COr03» U3 V 4aCTH OTpakaeT CTUIHUCTHU-
YecKHe 0CO0eHHOCTH TYPeIIKO MY3bIKHU.

Tema ¢paximu «I[uTagesnb», IO CJI0BaM
aBTOpa, OblJIa BJOXHOBJIEHA OJJHOM M3 aMe-
PHUKaHCKUX OJIF03-KOMITO3UITUM KOHITA 60-X
TOZ0B. ITO OZfHA U3 eT0 JIFOOUMBIX II0II-IIeCeH
bepra bakapaka u3 ¢uiabMa «/loJiMHa Ky-
KoJ1» 1960-X rof1oB, 0Ha BJOXHOBMIAa PoMepo
Ha MOTHBBI BOKaJIbHOU ITapTHUH U 6JIF030BEIE
OPKeCTPOBBIE IIePeXO/Ibl MeXKY YaCTSIAMHU.

HapopHble CTUJINCTUUYECKHE 0COOeH-
HOCTH IIPOSBJIAITCA He TOJbKO B TeMaX
¢pakmuii, HO U IIPU II0CEI[eHUH UTPOKOM
IIOCTPOEK U JIOKAITUX Ha KapTe IIPUKIYe-
HUH. B «CBATUIUIIE» TEPOM MOYKET YKPHITh-
Cs OT Bpa’KeCKHUX BOMCK Ha 3HAUUTEJIbHOe
KOJIMYEeCTBO BpeMeHHU, YTO II0TpeboBasIo
OTJeJIbHOTO MY3BIKAJbHOIO ¢parMeHTa.
B mipeppIayIiux yacTax 3TOT 00beKT Hallo-
MHHaJI XpUCTHAHCKHU XpaM, B IIpoIecce
JKe CO3aHus cayHATpeKa K VI gacTu ce-
puu ITos Pomepo 1 Po6 KuHr?! roJsiarajauch
Ha [u3aliHepCKUe KOHIIeIIT-apThl, COJep-
JKalye aJleMeHTHI UcKyccTBa Kuras u Arro-
HuU. «Hazo [651710] 4TO-TO B fyxXe /[>KaKoMO

[TyyurHY, — 1osicHszeT Pomepo, — 11 “CBg-
TUJMUINA” 1 CO3HATeJbHO OTTAJIKUBAJICA
OT ero ujem».

CMO[eJITUPOBAHHBIL B COBpPEMEHHOM
dopMaTe — Ha KOMIIbIOTepe — HabpOCOK
OH /111 60JIbIIIel BEIPa3UTeJIbHOCTHU YKpa-
IaeT MHCTPYMeHTaJbHBIMU TeMOpaMu.
KcraTu, MMEHHO 3TO M II03BOJISIET BIIO-
CJIeICTBUU KOMILJIEKTOBATh IIPOTpPaMMBbI
IJI1 KOHIIEPTHBIX 3aJI0B, Tje caM MaaCTpo
HCIOJHAET [O0CTAaTOYHO pasBEPHYTEHIE
dparmMeHTHl pOopTeIIMaHHOU ImapTUMU. Tak
yepe3 My3BIKY BHU/IEOUIPHI OH peaid3yeT
CBOIO MeUTy — OBITH ITMaHUCTOM.

CayHarpek «'epoeB Meya ¥ Maruu» sB-
JIsIeTCsI KBUHTICCEHITMEeM BCeX TBOPYECKUX
uckaHuui ITosa PoMepo Ha IPOTEKEHUU
IBajIaTH JIeT CO3/LaHUA MY3bIKH K TaHHOM
cepuu urp. Komrrosurop rpuberaet K camo-
IIUTUPOBAHUIO U OTKPBITOMY CMeEIIIeHHIO
CTUJIEH, YTO SIBJIAETCSI «BUSUTHOU KapTOU-
KOH» ero TBopuecTBa. My3bIKa B KaXK[0H
cueHe VII yactu «I'epoeB» pasHooOpasHa
10 CTUJIEBBIM IIO[Ipa*KaHUAM: OT KeJIbTCKO-
ro ¢poJyIbKIOpa ¥ apabCKUX MOTHUBOB 10 Pax-
MaHMHOBA U IIpokodneBa.

B pacriopspKkeHHUH COBpeMeHHOT0 KOMIIO-
3UTOpa — BCé MUPOBOE HacIe1ue MY3bIKH.
[Tos1 PoMepo HCIIO/Ib3yeT KaHPOBO-CTUJIe-
Bble MOJIeJIM PasJIUYHBIX 310X, UX OCHOB-
Hble y3HaBaeMble IIPU3HAKH, CO3JaBas
IIOJIUCTUJIIMCTUYECKHE, IIOJHUCTUJIbHEIE
KOMIIO3UIIWHU. W ompesesiuTh, KaKoe KOH-
KpeTHOe IIpou3Be/ieHre KaKOro MMeHHO aB-
TOpa II0CIY>KUJI0 eMy 06pasIioM B pellleHU!
JAHHOIO 3ITM307a, COBCEM HeCJI0KHO (0 UéM
OH CaM U COO00IIjaeT B MHTEPBBIO U PasIvy-
HBIX KOMMEHTapHusiX).

B 2022 rogy TakoM IIOAXOM K MY3BIKE
Ka’keTcs IIPUBLIYHBIM U He HOBBIM. CMe-
IIeHWe CTUJIeH IIPOMCXOLUT B PpPasHBIX
cdepax UCKyCcCTBA: KUHO, )KUBOIIUCH, aHU-
Mallysg, apxXuTekTtypa, Mozma. CoyeraHue
PasHBIX UCTOPUYECKUX UCTOYHUKOB — 3TO
TO, KaK BBITJIAAUT CeroHsA KyJIbTypa B Iie-
JIoM. 11 B chepe My3BIKH 3TO TAK)Ke aKTyalb-
HO: KOMIIO3UTOPEI BEIOHMPAKOT Te Cpe/icTBa
U CTUJIEBBIEe MOZEe/JH, KOTOPhIe CUUTAIOT
y6euTeIbHBIMU [JI1 CBOMX IIPOU3Be[eHUI.
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My3bIKaJIbHOE COIIPOBOXKIEHUE BUEO-
UIPHL, HaJlL KOTOPBIM YacTOo paboTarT BHI-
Jarlrecss My3bIKaHTBI-IIPOdeCCHOHAIBI,
COCTaBJIsAET, Ha HaIl B3IJIAJ, CYIeCTBEeH-
HYI0 YaCTh UCTOPUU MY3BIKH HaIlIUX JHEMN.
U 3ByKOBOM MUP BUJIEOUTPHI, U TBOPUYECTBO
B 9TOM 06J1aCTU U3BECTHBIX COBPEMEHHBIX
KOMIIOSUTOPOB, U KOHKPEeTHBIE KyJIbTOBEIE
¢Urypel, ¥ BeCbMa pasHOOOpasHble My3bI-
KaJIbHBbIe pellleHUd 3aCIyKUBalT TeOpeTH-
YeCKOIo UccilefoBaHud. be3ycioBHO, ouep-
YeHHBIMH 3/leCh paKypcaMu IIpobieMaTHKa
He UCYepIIbIBAeTCH.

Oco06bIM HHTepeC IIpecTaBIsgeT IIpobJie-
Ma caMOl TeXHUKHU COUYMHEHUd CayHATpe-
KOB: CEeTOJHSA IIOUTHU BCA MY3bIKa K BHJIE0
CO3aéTCs C IIOMOIIBI0 CaMBIX Pa3JIUYHBIX
TaK Ha3bIBaeMbIX OMOJIMOTEK 3BYKOB, B TOM
4quciie ¥ IIPOCTO CIMILIOB*. M yacTo OHa
OIIMpaeTcsa ¥ Ha MY3BIKY, YoKe KOIZ[a-TO KeM-
TO HaIllMCaHHYI0. POMepo TO’Ke HUCII0JIL30-
BaJI TaK Ha3bIBaeMylo KeJbTCKYI OMOJIHO-
TeKy?4, HO OfHa K/1bl IIpU3HaJICs: «OHa 6bL1a
HaCTOJIBKO XOPOIIIa, YTO K Hel 06paljaamch
KOMIIO3UTOpPBI Bcero Mupa. Ho! OTHBEIHe
1 60JIb11Ie He Oy/1y I0JIb30BaThCsA 61bIHOTe-
KaMH, II0TOMY YTO B UTOT'e MO MY3bIKa 3BY-
YUT TAK ’Ke, KaK U Y JIpyrux. B pesysbTare
HUKTO He MOKeT Ha3BaTh ce6s1 eé aBTOpoM,

IIOCKOJIBKY MBI BCe IIPOCTO I10JIb30BAaIUChH
OITHOM U TOM >Ke 6UOJIMOTEKOM»%.

He MeHee Ba)KHOe HallpaBJIeHUe — UC-
II0JIHUTEJIbCKOe, Kacalrollleecss 0OHOBJIEHUS
KOHIIEPTHOM IIPaKTHUKHU CIIelaIbHBIMU I1e-
peJIoKeHUSIMU MY3BIKU BUZIEOUTP, KOTOpas
YCIIeIITHO KOHKYPHUPYeT CerofHs He TOJIbKO
¢ cuMOHUEM, HO U C y>Ke He BBI3hIBAIOIIIUMU
YAUBJIEHU IIpOrpaMMaMU, COCTaBJIEHHBIMU
U3 MY3BIKH K KUHOQUIbMaM. CeTeBhIe pe-
CYpPCHI B IIOCJIefHMEe TObl aKTUBHO JIeMOH-
CTPUPYIOT IIIMPOKOe pasBUTHe KOMIIO3UTOP-
CKOM [1eITeJIbHOCTH, CBI3aHHOU C BUIEOU-
rpaMu. U ecyiv IOSIBUBIIASICS BO BpeMeHa UX
3apoxneHus MoHorpadus B. KoneH «TeaTp
U cCUMOHU» I0Ka3bIBajla IIPOUCXOKIEeHIe
CUMOHUHU U3 TeaTpa?, To B HAIIIU THU O0U-
JIvie OPKeCTPOBbIX IIPOU3BE/IeHIM ITI03BOJIIET
PacIIUPUTh JaHHBINA Te3UC U YTBepKAaTh,
4TO COBpeMeHHble CUMPOHUU — 3TO UTOT
PasBUTHS KUHO- U TeMIM-UHyCTpUU. Bo BCg-
KOM CJIy4dae, IIOJJOOHBIN IIOIXO0/ — TO €CTh
obHapy)KeHHe U [I0Kas3aTeJbCTBO CaMOM
HeIIOCPeCTBEHHOM CBSA3U MeXKIy MY3bIKOMI
KOHIIEPTUPYIOLIUX UCIIOJTHUTEIEN U ayAro-
KOMIIO3UIIUSIMY, CO3[JaHHBIMU CIIE[IUaIbHO
Il BUJIEOUTP, — HEeCOMHEHHO, BBITJIATUT
BeCbMa I1ePCIIeKTUBHBIM IS [IPOJ{0JDKEHUS
U3y4YeHUs 3TOU TeMBL.

~7) - NPUMEYAHHUSA - >—

! Hanpumep, cepus QuiIbMOB «OOHUTeIIb 371a»,
CHATAad 110 crieHaputo [los1a AHIEPCOHa, ABJISIETCA
KHHOaanTauer cepuu KOMIIbIOTEPHBIX UTP
Resident Evil komnanuu Capcom.

2 Caynprpek (aHrJ. soundtrack, pasr.

— 3BYKOBAad JOPO’KKa) My3bIKaJIbHOE
COIIPOBOKIEHHE KaKOro-Inbo MaTeprania,
HarnpuMep, ¢IIbMa, MIO3UKJIA, Tejlellepejayuy,
BUJIEOUTPHI, KHUTH. A TaKKe MY3bIKaJIbHBIN
aIb60M, CofeprKallii KOMIIO3UITUY U3 JaHHOTO
MY3BIKaJILHOTIO COIIPOBOKAeHY. VI3Ha4YaIbHO
TIPOX3BOAUTEIMU KMHOWH/Y CTPHH BBIITyCKaIN
aJIb60MBI, COZleprKalliye IIeCHH, 3Bydallfre

B ¢rutbMe. Takue amb00MbI Ha3bIBaJIUCh

KaK «My3bIKa U3 OPUTHHAILHOM 3BYKOBOM
IOPOKKH KMHOKapTUHED». [I03/1Hee Ha3BaHUE
TaKUX aJIb00MOB COKPATHJIOCH JI0 IIPOCTOTO

«CayHATPEK».

3 Cwm. 06 sToM: Taruskin R. Music in the Late
Twentieth Century: The Oxford History

of Western Music. Oxford: Oxford University
Press, 2006. 610 p.

* CM. 06 atoM: bpoBko P. My3bIka B BUIeOUTpax.
OnBIT XapaKTEPUCTUKU U aHAJIU3a.

LAP Lambert Academic Publishing, 2011. 96 c.
5 Cwm. 06 3TOM: /leHUKHUH A.A. 3ByKOBOM
IOU3alH B BUAeourpax. TexHooruu
«HATPOBOIO» ayAMO I HEIIPOTPAaMMUCTOB. M.:
AMK IIpecc, 2012. 696 c.

¢ TlompobHee 06 aToM cM.: KysemuHa A.C.,
Kopenikas E. A. BoszelicTBHe Ha UT'POKa
KOMIIBIOTEPHOM UTPHI CpeicTBAMU Au3ariHa //
[ITKoJIa yHUBEPCUTETCKON HAyKU: ITapajurma
pasButus. 2020. Ne 2 (36), c. 126-129.

7 TloppobHee 06 aToM cM.: Typ6uHoB A./JL.
Oc06eHHOCTH 3TAIIOB pa3paboTKU BULEOUTP
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/| THGOPMaITHOHHO-KOMIILIOTEPHBIE
TEXHOJIOTUH B 9KOHOMHKE, 00pa30BaHUU U
conuasIbHOU coepe. 2021. 3 (33), c. 97-102.

8 Tlogpo6Hee 06 3TOM CM.: BeTymmHckui A.C.
Hrpogpom. UTo HYKHO 3HATH O BUJEOUTPAX U
HUTPOBOI KyJbType. MockBa: Bom6opa, 2021.
272 c.

® Tlogpo6Hee 06 3ToM cMm.: [lapuHHas C.B.
KoMibroTepHas Urpa — UCKYCCTBO? //
I'ymanuTapHbI¥ TpakTaT. 2020. Ne 83. C. 17-21.
10 TTogpobHee 06 aToM cM.: UcaeBa JLA.,
KomiesieBa A.B. Buasl guickypca B cdepe
KOMIIBLIOTEPHBIX UTp // BrojlyieTeHb
TyMaHUTApPHBIX UCCIeL0BaHUN

B MeXXIUCIIUILIMHADHOM HayYHOM
npocrpaHcTBe. 2021. Ne 1. C. 11-17.

11 CeTTHHT (aHIJIL Setting — «IIOMeIlleHHe,
obcTaHOBKa») — cpefia, B KOTOPOU IIPOUCXOTUT
IeliCTBUE BUEOUTPHL; MeCTO, BpeMs U YCIIOBUS
e CTBUS.

12 TeriMIuied (aHTJI. gameplay) — Habop
IeMiCTBUI, UTPOBOM IIPOIIeCcC, B3aUMOIeUCTBUE
HUTPOKA C UTPOBBIM MUPOM.

13 Tlogpobuee cM.: Taruskin R. Music in the
Late Twentieth Century: The Oxford History
of Western Music. Oxford History of Music.
Oxford: Oxford University Press, 2006. 610 p.

14 TlyTep (auru. Shooter) — >KaHp
KOMIIBIOTEPHBIX UT'P, B KOTOPHIX UTPOBOM
IIPOIleCcC OCHOBBIBAETCS Ha CpayKeHUSIX C
HCII0JIb30BaHUEM OTHECTPEJIbHOT0 HMJIN
JIF000TO APYTOTO OPY>KUSL. B OHJIaMH-TITyTepax
UTPOKU BCTYIIAIOT B IIEPECTPEJIKY APYT C
IPYroM, HaXO[sACh Ha OHOM CepBepe.

15 Survival horror — >kaHp KOMITbIOTEPHBIX
HIP, JJI1 KOTOPOTO XapaKTePHBIMHU SIBJISTHOTCS
yIIOp Ha BBKUBAHUE UTPOBOTO IIepCOHAXKa U
HarHeTaHUe aTMocdepsl CTpaxa U TPeBOI'H,
0 00HO JIUTepaType U QuiIbMaM y>KacoB.

16 Action (B IepeBO/ie C aHIJL. — «JIEUCTBUE»),
Wy 60eBUK (10 aHAJIOTUH ¢ KUHOKaHPOM)

— ’KaHp KOMIIBIOTEPHEIX UT'P, B KOTOPOM
ZleJlaeTcs yIIop Ha sKCILUTyaTalui GU3NIeCKHUX
BO3MO’KHOCTEH UTPOKa, B TOM UHCJIE
KOOpAWHAITHY IJIa3 U PYK U CKOPOCTH peaKIIuu.
17 IMOUEHT — CTUJIb 3JIeKTPOHHOUN MY3BIKH,
OCHOBaHHBIN Ha MOJYJISAITASIX 3BYKOBOTO
TeMbpa. IMOHEHT YacTo XapaKTepU3yIOT

Kak aTMocdepHOe, 06BOJIAaKHUBAIOIIIEE,
HEeHaBA3YUBOe, GOHOBOE 3ByUYaHUe.

18 Kar-cijeHa (Bpe3aHHas CIleHa, ClleHKa) —
3IIM30/[f B KOMIIBIOTEPHOM UTrpe, 00BITHO

C IpephIBaHUEM TelMILIes], B KOTOPOM UTI'POK
cs1a60 1K BooOIIe HUKAK He MOKeT BIIHSTD
Ha IIPOUCXOJAIIEe COOBITHS.

19 TTos1 9uTOHU PoMepo (1965, KamupopHus,
CIIIA) o6y4aJsica KOMOO3UITNH B Puamenshuy,

3aTeM B JIoH0He U ITapHKCKOM
KOHCepBaTOPHUU. BEICTyIIaI KaK THaHUCT

B KOHIIEPTHBIX 3aJ1aX MUPOBOIO YPOBHS.
Pomepo ucriosHsgeT Ha posijie IIapTHH
COJIMPYIOIINX HHCTPYMEHTOB B OPKeCTPOBBIX
TPAHCKPUIIUAX MY3bIKU KUHO U BULEOUTP

¢ opkectpoM CAGMO (Cinema and Game
Music Orchestra). C HUM PoMepo aKTUBHO
racTpoJIIpyeT, B 4aCTHOCTH, B Poccuy,

I/ie ero XOPOIIIo 3HAI0T U JII00AT.

20 CokpaiiénHo Heroes, uiu HoMM; B
poccuiickux u3gaHugx — «['epou Meya u
Maruu», UK Ipocto «I'epom». Cepusa GpaHTE3U
B JKaHpe IOIIaTOBOM CTpaTeryuu C 3jJleMeHTaMU
RPG Ha TaHHBINI MOMEHT BKJIIOYaeT CEMb
OCHOBHBIX YaCTen.

2 Po6 KuHr (p. 1970, Jloc-AHmKeIeC) —
aMepUKaHCKUU KOMIIO3UTOP, CO3LATeNb
(BMmecTe ¢ coaBTopoM ITostoM PoMepo)
cayHATpeKa K cepusaM urp Might and Magic

u Heroes of Might and Magic. OH SIBJIIeTCS
BJIaflesIbIleM 3BYKO3AIIMCHIBAIOIIe KOMIIAHUHU
Green Street Studios.

22 CM.: «JTO Ke Ballla My3bIKa».

Kommnosutop «I'epoeB» 0 pyCCKUX — 3TOHU3Me
U JIUIIIeHUU UTPOBOMY HeBUHHOCTHU. URL:
https://4pda.to/2018/09/10/353435/

(maTa obparmtenus: 20.12.2021).

23 BUOJIMOTEKH CIMILIIOB IIPEeCTaBIISIOT
0060 OTMHOYHYIO 3alIUCh KaXKI 0!
apTUKYJIAIINH KaXKI0¥ HOTHI, U3BJIeKaeMOU
HHCTPYMEHTOM WJIH TPYIIIION UHCTPYMEHTOB
Ha pPasJIMYHbIX YPOBHIX HHTEHCUBHOCTH.
ITogasigroiiee 60JIBIIUHCTBO COBPeMeHHEIX
MY3bIKaJIbHBIX OMOJTNOTEK HE COAEPKUT
TOTOBBIX MeJIOJUYEeCKUX, TADMOHHUYECKUX,
PUTMHYECKHUX OTPBIBKOB. I109TOMY My3bIKa
BUJIEOUTP MO’KeT OIUPATHCSI KaK Ha yKe
KeM-TO HallMCaHHYIO0, TaK U Ha 3By4aHUe
IrPaHyJIIPHO 3alIMCAaHHBIX KOHKPETHBIX
HHCTPYMEHTOB. HO CyTh KOMIIO3UTOPCKOTO
peMeciia OT 3TOr0 He U3MEHMJIACh.

24 B maHHOM CJIy4ae pedb UMET 0 OuOInoTeKe
C IpeJ3alCaHHbIMU My3bIKaJIbHBIMU
dparMeHTaMy, a He OT/eJIbHBIMHA HOTaMU/
apTuxkyanuaMu. Ho ceifuac Takux 6M6IHOTEK
MEeHBIIINHCTBO, ¥ OHU PeJKO IPUMeHSI0TCI
nnpodeccuoHaTbHBIMU KOMIIO3UTOPaMH.

% CM.: «I'epor Meua 1 Maruu: Kak
CO3JjaBajiach My3bIKa JJIs1 UTPEI?» UHTEepBbIO
ITosia Pomepo. URL:
https://www.youtube.com/watch?v=elWCA5Io4nk
(maTa obparmtenus: 21.12.2021).

% TlogpobHee cM.: KoHeH B./l>kx. TeaTp

U cuM$oHUA. PoJsib oriepsl B GOPMUPOBAHUU
KJIacCU4YecKol cuMpoHMU. M.: Myssika, 1968.
351c.
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AHHOmauyus. HasBaHue «KEiThie 3BE3IbI»
TI0JIyYHJI e3KeTOJHBIN IIP0oeKT CaHKT-
ITeTepOyprckoM prapMOHUU, ITOCBIAIIIEHHBIN
Me>XyHapoIHOMY JHIO (27 gHBaps) IaMAaTH
JKepTB X0JIOKOCTA. 3a II1eCTh JIET CBOET0
cyiiecTBoBaHUs (¢ 2016 rozja) OH 3agBUI

0 cebe KakK sIpKoe KyJIbTYpHOe sIBJIeHHe,
IIpeJicTaBJIEHHOEe XyN0KeCTBeHHBIM

CJIOBOM U BBICOKOM MY3BIKOH. MCII0/Ib3ys
aHAJIUTUYECKUI MeTO[l, aBTOP CTaTbH
aHaJIM3UpPyeT IIPOrpaMMEbI KOHIIEPTOB,

B KOTOPBIX IBHO 0003HAUUJINChH IBE
COCTAaBJIAIOIIIME: IUTEPATYPHO-MY3bIKaJIbHAasA
KOMIIO3UIUA C JOKYMEeHTAaJIbLHBIMU HJIU
XyI0’KeCTBEHHBIMU BepbaIbHbIMU TeKCTaMH,
BO3BpPaIalOIMMH K CTPaHUIIAM UCTOPUHU
X0JI0KOCTAa, ¥ OT/ie/IbHEIE IIPOU3BEleHUS

111 CHM(QOHHUYECKOT0 OpKecTpa

(Tax>Ke € XOpOM, COJIMCTaMM), BBIABJISAIOIILE
TPagULIMU eBPeMiCKOU MY3bIKaJIbHOMI
KyJsbTypsl (Mcaaka IlIBaprja, Makca bpyxa,
Amvutpus lloctakoBuya, MeunciaBa
BaiiH6epra, JleoHu1a [ecATHUKOBA U Ip.),

a Tak>Ke HHEIe OITYCHI, PaCKphIBaoIIlHe
IyxoBHYI0 TeMy (T'uu Kanuesu, Anbdpena
[ITHUTKe). BEICOKUY YPOBEHb KOHIIEPTOB

Abstract. The title “Yellow Stars” was
given to the annual project of the

St. Petersburg Philharmonic Society
devoted to the International Day of

the Memory of the Victims of the
Holocaust (January 27). During the six
years of its existence (since 2016) it

has asserted itself as a bright cultural
phenomenon presented by the artistic
word and high-quality music. Applying
the analytical method, the author of

the article analyzes concert programs

in which two components have been
apparently indicated: the literary-musical
composition with documentary or artistic
verbal texts which return us to the pages
of the history of the Holocaust, including
separate compositions for symphony
orchestra (and those with chorus and solo
vocalists) which disclose the traditions

of Jewish musical culture (Isaac Schwartz,
Max Bruch, Dmitri Shostakovich,
Mechislav Weinberg, Leonid Desyatnikov,
etc.), as well as other works which reveal
the spiritual theme (Giya Kancheli, Alfred
Schnittke). A high-quality level of concerts

© [ByxxuyibHasg U.®., 2022
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006€eCIIeuynIi CBOUM MacCTepPCTBOM

pesxuccép npoekra Basepuii aseHzieeB

U ero UCIIOJTHUTeIUN: AKaZleMHUdeCKUN
CUM$OHMYECKUU OPKeCTp GUIapMOHUN
(muprxép BaaguMup AJIBTIIYJIEDP) U COJIUCTHL
ITostmHa OceTHHCKas, MakcuM BeHrepos,
HOsmman Musikuc, Uinbs I'maauH, Cepreit
HaxapskoB u 1ip.

Karouesvle cnosa:

MeMOpHa/Ir3aIiud X0JIOKOCTa B MY3EBIKE,
XynoKeCTBEHHAas1 U [OKYMEHTaJIbHad
JATepaTypa 0 X0JIOKOCTe, IUTepaTypHO-
My3bIKaJIbHBIE IIPOEKTEI, eBpelicKas
MYy3BIKaJIbHaA KyJIbTYypa

has been provided by the mastery

of Valery Galendeyev, the producer

of the project, and by his performers:

the Academic Symphony Orchestra of the
Philharmonic Society (Vladimir Altshuler,
conductor) and solo performers Polina
Osetinskaya, Maxim Vengerov, Julian
Milkis, Ilya Gindin, Sergei Nakaryakov, etc.

Keywords:

memorialization of the Holocaust
in music, artistic and documentary
literature about Holocaust,
literary-musical projects,

Jewish musical culture
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allluBKa B BU/JIe )KEJITOU II1eCTUKO-

HEeYHOU 3Be3/bl (TaK Has3blBaeMasd

JlaTa) UMeeT B COBPeMEeHHOM ITH-
BUJIM30BAaHHOM MHUpe OJJHO3HAYHYI0 TPaK-
TOBKY — 3TO 3HaK IIaMATH 0 X0JIOKOCTe,
3HaK IIpoTeCcTa IIPOTUB HaCUJINA HaJ, JINY-
HOCThI0. [Ioflo6Has HallIUBKa pasMepoM
CJIaJIOHB, 3aKpeIlJIEHHAas Ha OJle)K/ie B 30He
cepjlia, cTajia «3HaKOM I1030pa», KOTOPBIA
110 3aKOHOZaTeJbCTBY psfia CTpaH B pas-
HbIe UCTOPHUYECKHe IIePHUO/ILI BEIHY K eHBI
OBIJIM HOCUTH B 00IIleCTBEHHBIX MecTaxX
eBpeu KaK 3HaK OTJIMYUA OT APYIUX JIo-
neu'. CJI0’KHO IIOBEPUTH B TO, UTO AU3aNH
3TOro 3HakKa B HUIJie — aBrycre 1941 roza
ob6cyxpmascsa B TpeTbeM pelixe Ha caMOM
BBICOKOM YpOBHe (JIMYHO A. ['HTJepoM,
1. T'e66e1bCOM) C I[eJIbI0 06JIeTYeHHs pa-
60THl aH3aTLIPYIIII U OXpaHbl KOHIIA-
repeii. B bepiuHe Ha ¢abpuke ¢iaros

Geitel & Co 3a cuhTaHHBIE JHU OBLIIM Ha-
ImevyaTaHbl Ha JJIMHHBIX PyJIOHaX TKaHU
U yIIaKOBaHBI B TSDKEJBle THOKU OKOJIO
MUJIJIMOHA JKEJITHIX IIeCTUKOHEYHBIX
3BE3]1 C YEPHOM OKAHTOBKOM U HaAIIUCHIO
10 IIeHTPY Judenstern?. Ilocjie OKOHYAHUSA
BOWHBI, YHeCIIed KU3Hb IIOYUTHU IIeCTU
MUJIJIMOHOB eBpeeB EBPOIILI, II0IBUBIIIE-
eca Ha biamkHeM BocToke B 1948 rony
rocygapcrso M3pauab BeIOpaso B Kaue-
CTBe CBOero HallMOHaJIbHOI0 CUMBOJIA TY
JKe IIIeCTUKOHEUYHYI0 3Be3/ly, HO B CUHEM
IIBeTe, KaK 3HAK CTOMKOCTH yXa U CHUJIBI
BOJIH.

O MmeMopuaH3anMH X0JI0KOCTa
B mepuoj XosI0KOCTa Ha TePPUTOPUHU

CCCP OBLJIO YHUUTOXKEHO II0YTHU 2,7 MUJI-
JIUOHOB eBpeeB. /loiroe BpeMs IIaMiTh
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0 X0JIOKOCTe XpaHU/IU He Hay4yHbIe HccJie-
IOBaHUs UCTOPUKOB U 9KCIIOHATHI MY3€€B,
a eJUHWYHELIe IIaMATHUKH B MecTaX pac-
CTpPeJIOB, TeTTO, KOHIlIarepem, JOKyMeH-
TaJbHO-XyJ0’KeCTBEHHAas JIUTeparypa,
KHWHO, My3bIKa (CM. 06 3TOM, HallpuMep:
[1; 2; 3; 4 u gp.]). llecTuKOHeuYHas 3Be3/a
KaK 3HaK I1aMATH 0 X0JIOKOCTe perke Bce-
ro HallOMHHaJIa 0 ce6e B MY3BIKAJIbHBIX
npousBefeHUdaXx. MeuuciaB BaiiHGepr
(1919, BapmraBa — 1996, MockBa) B olre-
pe «Ilaccakupka» (1968), IOCBAILEHHOMN
)KeprBaM OcBeHIIMMa, B 3-H KapTUHEe
(«B 6bapake») cyMeJi JIUIIL B OQHOU dpase
IeBYIIKU-Y3HUIILI 0OYePTUTH CMBICJI IIPU-
IMUTONM Ha eé oJeXkJae HaIIUBKHU: «Her,
Maprta, HeT... SI yMpy. I — eBpetika. U sTa
3Be3Jla Ha MHe — CTPAIlIHBIA 3HAK CMep-
Tu»3. Toabko 10 masa 2000 ropga, CIycTs
65 J1eT mocjie OKOH4YaHUA BTopoit MUPOBOM
BOUHEI, B bosbimoM 3ajsie CaHKT-IleTep-
o6yprckoit ¢puyapmoHnuu nMmenu /l. Illocra-
KOBHYA COCTOsJIaCh IIpeMbepa IIpou3Be/ie-
HU, Ha3BaHHe KOTOPOIO OIIPe/e/IUIN 3TU
IBa ciI0oBa — «KEéJIThle 3BE3bI». IM cTaJI
KoH1epT 11 opkecTpa HMcaaka IIBapiia
(1923-2009), npeMbepy KOTOPOTO OCYIIe-
CTBUJI AKaJleMHUYeCKUU CUMPOHUYECKUU
opkecTp CaHKT-IleTepOyprckoi puaapmo-
HUU (IUprKEép BiraguMup AJIBTINYJIEP).
ITocse cMepTH KOMIIO3UTOpPA Ha3BaHUeE
«7KésrThie 3BE3/bI» CTAJIM HOCUTH HECKOJIb-
KO eKeroJHBIX KOHIIEPTHBIX IIPOTPaMM,
IIOCBAIEHHBIX MeXXAyHapoLHOMY [IHIO
IaMATH KepTB XoJioKocTa. Cperu HUX —
npoekT CaHKT-IleTepObyprckout ¢puaapmo-
HUM, HavaThIA B 2016 roxy 110 UHUIMATU-
Be BauyecsaBa 3uyb6epboppa, mpoarocepa
U aBTOpa UJeH, IIOJIYYUBIIIEeH IIOLLePXKKY
IupexTopa ¢uapmMoHuu HMibu Yepkaco-
Ba. 3a I1eCTh JIET CYII[eCTBOBAHU IIPOEKTa
BBICTPOMJIACH €T0 KOHIIeIIIUs: My3bIKalb-
HO-JIUTepaTypHas IIporpaMMa MacTepoB
HMCKYCCTBa, IIPUIJIALIAIOININX Ha BCTpeuy
JIIOJIel pasHBIX BepPOUCIIOBEJaHUU U JKe-
JIAXOIUX OTAATH JaHb IIaMATH HEBUHHBIM
JKepTBaM XO0JIOKOCTa, YeH Irelles pasBesiH
110 1moyigM U oBparaM IlosbIy, YKpauHEL,
Bemapycu, Poccuy, [IpubasTUKU U JPYTUM

MeCTaM MacCCOBBIX YHUUTOKEHUH eBpees®.
M3HayasibHO COOPMHUPOBABIIUNCA KOJI-
JIeKTUB — Basepuii l'aseHzeeB (Xymorxe-
CTBEHHBIN PYKOBOJUTEJIb, PeKUCCED),
Bragumup Anbrinysep (mupmxép), Kce-
HUs PanmoropT (Xyzo>KeCTBEHHOe CJI0BO),
ITosmmHa OceTuHcKasa (poprenuanHo), I'aed
PUIBIITUHCKUM U [leHUC Ko1ocoB (Xyz0K-
HUKHU II0 CBeTY) — 3aJjaJI BLICOKYIO CTapTO-
BYIO IJIAHKY €KerofTHOMY MepOIIpULTHIO,
a ero JocrorHasg QUHaHCOBas IO EPiK-
Ka® I103BOJIMJIA IIPUIJIAIIATE AJI Y4aCTUA
B KOHIIepPTHBIX IIpOrpaMMax JIYYIIIHUX MY3bl-
KaHTOB MHpa C «POCCUNCKUMU» KOPHIMU:
ckpuaya MakcuMa BeHrepoBa, KiapHe-
THCTOB Osmmana Mukuca v Uibio I'uHIu-
Ha, Tpybaua Cepresg HakapskoBa, aJbTH-
cta Makcuma PricaHOBa, BUOJIOHYEJIHUCTA
Anexkcesa CrajJiepa, a TaK)Xe POCCUMCKUX
BokasicToB OJuiecro IleTpoBy, AHacTacHuro
Kasaruny, EkatepuHy CepreeBy, MapuHy
bagukuny, Ceprea CeMuUIkypa, AMuTpus
Bopomaesa, ckpuitauky EjeHy PeBuu.
[IpoaHa/IM3upyeM KOHTEHT KOHIIepTHOM
IIporpaMMBI IIPOEKTa, aKIeHTHUPYS CIIefy-
IOII[Me IIO3ULUHU: JIUTepaTypPHO-My3bIKalb-
HBIH OJIOK, B KOTOPOM MY3bIKa OPTaHUYHO
BIIMCHIBAETCS B U30paHHBIN JIUTEpaTyPHbBIN
TEKCT, U KPYITHbIe HHCTPYMeHTaIbHBIE OIIy-
Chl OIIpeeIEHHOM TeMaTHKH, IIPe/iCTaB-
JIEHHbIe pasHBIMU JKaHpaMHU C yyacTUeM
CUMGOHUYECKOI'0 OPKeCTpa.

JluTepaTypHO-My3bIKaJIbHBIH 6JI0K
npoexra «Kéarpie 3Bé3bI»

JluTepaTypHBIM 4ApPOM IIPOTpaMMBEI
npoekTa «KeTesie 3BE3bI» BBICTYIIAIOT
¢parMeHTHI U3 IIPOU3BEeHUM, CTABIIUX
3HaKOM ITaMATH 0 XoJIoKocTe. TBopUecku
nogobpaHHas My3blKa B )KMUBOM HCIIOJI-
HeHUH, BIlJIeTaeMas B KaHBY XyJoKe-
CTBEHHOI'0 YTeHUs, 3a0CTPseT Ha IMOIHU-
OHAaJILHOM YPOBHE CMBIC/IOBEIE MOMEHTEI
BepbaJbHBIX TEKCTOB, JeKJIaMHUPyeMBIX
aKTpHUCAMHU.

OTIIpaBHOM TOYKOM CTaJ KOHIlepT 2016
rojia, Iy KOTOpPOro ObLIM U36paHbl dpar-
MeHTHI pOMaHa-3Ioneu «KusHs u cygboar’

112



MKOHMU. 2022. Ne 1 @g

MysbIKaJIbHBIA MeMOpHAI

(1950-1959) Bacuinusa I'poccmana (1905-
1964), IIOCBAIEHHOI0 MaTepPU IIUCcaTesIs, I10-
rubiieit B reTTo bepauueBa Ipu MaccoOBOM
paccrpesie eBpeeB. B ucrosHeHnH KceHHH
PaImonopr co CIieHsl 3By4YaIu OT/Ae/IbLHBIe
CTPaHUIIbl KHUIH, II0OBECTBYIOIIHE O COOBI-
THUAX CTaJIMHTPALCKOM OUTBEL, 0 CyAbbax
PasHBIX JIIOZeH, He IIePe’KUBIINX U I1epe-
JKUBIIIHUX BOHHY. '0JI0C MaTepHu B IIMCbMe
U3 IIPOIIJIOTO, afpeCOBAHHOM CBHIHY, BUK-
Topy IlITpyM™my, ocTaéTca OJHUM U3 IIOTPS-
CaIIIMUX JIUPUYECKUX HCIIOBeJell poMaHa.
B xaHBY II0BECTBOBaHW OPraHMYHO BIIHCA-
auck YakoHa U.C. baxa, aKCIIpeCCHUBHO UC-
nosHeHHas M. BenrepossIM?, II vacTs KoH-
epTa Ne 2 119 popTenIaHO C OPKECTPOM
F dur op. 102 [. llocTakoBHUYa, B KOTOPOM
cosiposasia II. OceTHHCKas.

B xoHIepTe 2018 roga B HUCIOJHEHUH
K. PammoImopT IIpo3By4YaId OTPEIBKH H3 Me-
Myapos rosuta”ana Iaysia ['tacepa (p. 1947)
«TaHnyriiasg B AymBuie» (2017), o ero
HaWJJeHHON eBPeUCKOU ceMbe, KOPHIX,
6o U 60pbbe. XyZoXKeCTBEHHOE CJI0BO
yepe0BaIoCh C TIaTeJbHO IT0400paHHOM
my3bikol U.C. baxa u A. bararoBa (ucmoJ-
Hmiaa II. OcetuHckas), M. I'JIMHKY (MCIIOJI-
Hula apoucrtka Anuca CafuKoBa).

B xoHIIepTHYIO nporpaMMmy 2020 rona
BOIIIM pparMeHThl U3 KHUTHU «BpyT» (1963)
YeIlICKOIo ITHcaTesisd, ydaCTHUKa Bropoiu
MHUPOBOM BOUHEI JIroAgBUra AIIKeHasu
(1921-1986). He ocTaBasoCch COMHEHUU
B TOM, UTO pacckasaHHble K. Panmonopt
UCTOpPUU Ileproga X0JI0K0OCTa 0 cobaubeM
cep/lie OBYapKH I10 KJIUYKe bpyT CIIogBUT-
JIA 3pHTeJIell BEePHYTHCA K KHUTe. ITHHUYe-
CKUU KOJIOPUT eé ¢pparMeHTaM, 03ByUYeH-
HBIM B IIPOEKTe, C CAaMOr0 HayaJia KOHIlepTa
3amaJ kBapTeT «KiresMmepaTta PHOpeHTHHA»
(UTanus), Ipeajlo>KUBIIUY ITyO6JIUKE B Tpa-
TUITMOHHOM KM CIIOJIHUTEILCKON MaHepe UM-
IIPOBU3AIUU HAa TeMBbl XaCUJCKUX TaHIIEB,
HUI'YHOB, BO3BPaTHUBIIIHE B KOJIOPUTHBIE €B-
pericKkre KBapTaJIbl TOPOIOB IIPeBOEHHOI0
Iepuoja.

Vkpamrenuem kKoHIlepra 2021 roga cra-
JU npouuTaHHble K. PalmoIopT CTHXH
y3HUIBI OCBeHIIMMa, HOOeJIeBCKOIOo Jiay-

peata, moateccel Hestu 3akc (1891-1970).
He Haxopdlmasg BbIpakeHHe B CJI0BaX,
CBUTBIX B II03TUYECKUIN KOKOH, )KU3Hb y3-
HUKOB 338 KOJIFOUeH IIPOBOJIOKOH... CTUXHU
H. 3akc 3By4aJyikd Kak ToJI0C U3 IIPOIILIOTrO,
I1epe’KUTOr0 MHOTOKPaTHO U IIpUo6peTIIe-
ro BHeBpeMeHHOe 3By4yaHue B MeTadopax.
AKKOMIIaHEMEHTOM K HHUM, CBS3YIOIIUM
IIOCTPOEHUS OT/e/IbHBIX 3ITU30/I0B, 3ByUdasia
rnosobpaHHas U MacTePCKU UCIIOJTHEeHHas
I1. OceTuHCKOU «pOHOBass» GpopTenraHHas
My3bIKa B YMepeHHO-Me/lJIeHHBIX TeMIIax:
TO B IPUIJIYIIIeHHOU AUHAMUKe, TO ObI0II[ast
KOJIOKOJIOM Habara. IIpoJsioroM IIpoeKkTa
crasia «MosuTBa» op. 33 411 CKPUIIKH COJIO
COBpPEMEHHOT0 MY3bIKaHTa MHOTOIPaHHBIX
TaJaHTOB Jlepsl Ayaspb6ax (p. 1973, Yens-
OMHCK). 3ByKH IIbeChl B MHTepIIpeTaliuu
14-1eTHeN CKpUIlIaYKU AHHBI 3UJIL6EpOoop
IepeHecsau ciaymiatened K CreHe Iliaua
B Hepycannme.

B xoH1epTe 2022 roga XyL0o>KeCTBEHHOeE
c10BO 6bLI0 oTHaHO EsmzaBeTe BosipcKOM,
IIpOJeKJIaMUpOBaBIllel 0TAeIbHble GaKThI
cBugeTesbcTBa B. TpoccmaHa «TpebinH-
CKUH afi» (1945), TeKCT KOTOPOTO CTaJ OJI-
HHUM U3 J0KyMeHTOB HIOpHOeprckoro mpo-
recca. OTpBIBKU M3 KHUT'U 3By4Yau B JU-
asiore ¢ IIPOHUKHOBEHHOM UTPON TOHKOTO
KaMepHOro My3bIKaHTa COBPEMEHHOCTH
A. CrajJiepa, UCIIOJIHUBIIIETO COJIBHO OT-
IleJIbHBIe YaCTHU U3 IIPOU3BeleHUH 11 BU-
osonuesu U.C. baxa, II. Xungemura, M. Bai-
Hb6epra®.

OCO6BIM OTKpPOBEHUEM CTaJId 03By4YeH-
Hble UysiraH XaMaTOBOM OTPHIBKU U3 KHU-
rd «1 310 BCé mpaBla» [eBOUYKU-eBpeUKU
Mamu PosibHuKkanTe (1927, Kimannena —
2016, CaukT-IleTep6ypr) B KoHIlepTe 2017
rozma’®. B mepuon Besrkoi OTeyeCTBEHHOM
BOMHEI 14-J1eTHSA Mallla He BeJjia JHEBHUK,
a 3ayuyuBajia Hau3yCTh TEKCThI O CTpalll-
HBIX 3[I130/laX, CBU/eTeIeM KOTOPbhIX OblIa
B BHJIBHIOCCKOM reTTO, B KOHIIIarepsix
OItpacgenxo¢ (mox Puronn) u UITyTTXO0O);
I10CJIe BOMHBI 110 TaMSTHU OHa 3aIlucasia Ux
B TPEX TOJICTBHIX TeTpalaxX. MUp JHeBHUKA
Ha UaulIlle, B KOTOPOM II0POCTOK CIUIIIKOM
OBICTPO CTAHOBUJICS B3POCJIBIM, II03BOJIMII
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TBOPUYECKOH KOMaH[e IIpoeKTa IIpeJJIo-
JKUTH B KauecTBe My3BbIKAJIBLHOTIO yajIora
OTJeJIbHBIE IIbeChl U3 «/[eTCKOT0 albooMa»
I1.1. YaikoBcKoro B ucnosHeHuu II. Oce-
THHCKOU. A 9-JIETHUU CKPUIIAY-BHUPTYO3
AsnexkcaHzap Kynurikuii ceirpas «JlereHay»
I'. BeHsIBCKOTO B IaMSITh 0 MaJIeHbKOM Opa-
THuKe M. PoJIbHUKaNTe, II0TUOIIeM B ITeTTO
BuiibHIOCAa BMeCTe ¢ MaMOM U CeCTPEHKOMH.
He mepe>xuBIiuM X0JI0KOCT JeTSAM II0CBH-
II[AeTCH....

CoTHH NIpOM3BeJeHUN KOMIIO3UTOPOB
pasHBIX cTpaH! cTasu MeMopuaausaluen
Tpareguy X0JI0KOCTa, HO B IIpoekTe «KeJr-
Thle 3BE3/bI» 3ByUaT eJUHUYHEBIe. Cpenu
HUX Ha3BaHHBIU BhIllle KoH1tepT U. [I1Bap1ia,
UCIIOJIHEHHBIN B IBYX ce30Hax (2016 1 2021
roasl), KamepHasg cuMpOHUA 11 CTPYHHO-
ro opkecrtpa op. 110-A Amutpusa IlocTako-
BHYa (1906-1975). IlocimemHuit OIIyC — 3TO
BBINIOJTHEHHOE Pynosisdom bapiitaem mepe-
Jo>KeHue CTpyHHOro KBapTeTa Ne 8 ¢ moll
op. 110 «IlamgaTu >KepTB ¢arnmusma U BOU-
HBI» (1960), IATUYACTHOIO ITUKJIA, IIPOHU-
3aHHOI0 aBTOPCKUMH TeMaMHU-IIUTaTaMH
U3 IpaMaTH4YeCKUX COUMHEHUH, C y3HaBa-
eMou TeMor-MoHorpammoi DS(Es)CH, ko-
TOpas 3BYYHUT IIayeM B IIOJIUPOHUYECKUX
KpauHuX yacTax (I u V), BiieTaeTcsa B OCT-
poZpaMaTHUecKoe U )KyTKOBaTO-IIpHU3payd-
Hoe fericTBUe ABYX cKeprio (II u IV vactn).
Ha nuke xysbMuHanuu Il 4acTH B ITIapTUHU
IIepBBIX CKPHUIIOK B YCJIOBUAX O0jiee OBI-
CTPOTO0 TeMIIa I104BJIIeTCS TeMa OTHEHHOTI0
¢pelisexca, uraTa U3 ¢puHasa doprenu-
aHHOro TpHO Ne 2 e moll op. 67 (1944). Tak
IycaJs 0 HEM My3bIKoBe MaHa1up SIKy060B:
«B KOHTeKCTe 6eCKOHEeYHOCTH [BUKeHU
IyXa TparusM 3By4YaHUs eBPeMCKOro TaH-
I1a BOCIIPUHHMMAaeTCA KaK BhIpaskeHHe HeH
BeuHocTtH. BeuHocTH beITHA. BeUHOCTH HU-
KeM ¥ HU4eM Heo[0JTMMOM Bosy K )KU3HU ! »12

IIpousBeeHUsA KOHIIEPTHOMI
IporpamMMsl, CTaBIINEe MapKepoM
eBpeiCcKoM KyJIbTypPhI

3BYKOBOM CayHJ, eBpenCKOU KYJIbTY-
PBI, YHUYTOXXEHHOU B IIepHUOJ X0JI0KOCTa,

110 MHEHUIO OpraHu3aTOPOB IIpoeKTa «KeéJr-
Thle 3BE3[Ibl», OJDKEH OBLI CTaTh OIIpefie-
JIIIOIIIUM B BBIOOpE MMM KOHIIEPTHOM IIPO-
rpamMMEel. IlocTaB/IeHHOM 3aZjaye OHU CJIefy-
I0T B Ka’KZI0M KOHIIepTe.

MapKepoM eBpeiiCKOU KyJILTYPHI B OIIpe-
IeJIEHHOM Mepe gBJIdeTCs IIPOU3BeJleHue
Maxkca bpyxa (1838, KéipH — 1920, bepiuH)
IJI1 BUOJIOHUeJIU U opKecTpa Kol Nidrei
op. 47 (1881), ocHOBaHHOe Ha BapuaIugax
IBYX JIUTYPIrUYECKUX TeM, BOCKPEIIIaroIixX
CHHaroraJbHble MOJIUTBBI BeUepHeH CIIyXK-
651 B oM Kuryp. Ha I1epBEbIii B3I/, B BUP-
TYO3HOHM TexHUKe ¢aHTasuil bpyxa-mpo-
TeCTaHTa eBpelMCKHe TeMbl IIPaKTUYeCKHU
yTpaTUIU CBOY HavaJIbHBIN BUJ, HO UMeH-
HO COJIMCT-UCIIOJIHUTEJb CBOUM 3KCIIpec-
CHBHBIM UHTOHUPOBAHUEM MOKeT B II0JI-
HOM Mepe 3aCTaBUTh TpelleTaTh CAyIIaTesIsd,
KaK 3TO IIPOMCXOJUT, HAalIpUMep, B ciIy4dae
C BHOJIOHYeJIMCTOM Muineir MancKuM'.
Apaxuo M. bpyxa 1mosiygaeT CBOX0 BTOPYIO
JKU3HB B BHU/JIe Pas/IMUHBIX II€peJIOKeHUH:
TakK, B paMKax KoHIlepTa «’KEIThie 3BE3bI»
2016 rota IPOHUKHOBEHHA 0 APOKU UTpa
Tpy6aya Cepres HakapsskoBa yIiofo6uiach
3BYYaHUIO eBpeMrCcKoro Imodapa, CIOBHO
IIPOHUKAIOIIEro CKBO3b BpeMeHa.

JlyXOM eBperCKOU TPagUIIHOHHOHN KYJIb-
Typsl IpoHU3aHa CuMdonbeTTa Ne 1 op. 41
(1948) 0JIBCKO-COBETCKOr0 KOMIIO3UTOPA
M. BariH6epra, 4bs ceMbsl IOTUGOJIa B IIepU-
o[ X0JIOKOCTa. ITHOCIYX OYAyIllero KOMIIO-
3UTOp GOPMHUPOBAJICI B €BPEeMCKOU cpefe
npenBoeHHOM [10oJIbIIIH, U COBEPIIIEHHO Op-
TaHUYHO B €ro I0CJIeAYIoIe COUMHEeHUA
BOIILJIM 3JIEMEHTHI CHHArOTraJIbHOTO IIeHMUH,
3a’KuraTesibHble Kjle3MepCcKue MeaoAuu’
(cMm. 06 aToMm, Hanmpumep: [5]). C 6oab110H
OTBETCTBEHHOCTBbIO OpKecTp IleTepbypr-
CKOM QUIAapMOHHUHU OTHECCSI K IIOATOTOB-
Ke CUMQOHBETTHI, HAIIMCAHHOUN B IIePUO/[
BCIIBIIIKY aHTUCEMUTHU3Ma U C 0003Ha-
YeHHBIM aBTOPOM IIOCBsIleHUueM «/Ipyx6e
HapozoB CCCP». YUeThkIp€X4yacTHOE IIPOU3-
BeJleHHUe 4yThb 60siee 20 MUHYT 3By4YaHUs
OUPIDKEP opKecTpa B. AnbTirysep cpas-
HWJI ¢ mapTuTypamMu B. Momapra, HasBaJj
ero rJIy0OKUM I10 COZlePrKaHUIO U CJI0KHBIM
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B TeXHUYECKOM OTHOIIIEHHUH: IITUPOKasi pac-
cajZika OpKecTpa, OCJ0KHAKINAA Hleallb-
HOe COBIIaJleHHUe 3BYyYaHUSA OPKeCTPOBBIX
TPYIIII, HEBEPOSITHO TeXHHUYHAd HapTHUA
TPOMOOHOB B QUHaJIe IIPOU3BE/IeHU, TPO-
raTeJbHOE COJIO BaJITOPHEI, a TaK)Ke Hallu-
CaHHOE B JIYUIIUX TPASUITHAIX KJIe3MEePCKUX
UMIIPOBU3AIIUH COJIO KJIApHETa, KOTopoe
HUCIIOJIHUJI IIPUIJIAIIEHHBIA KIapHeTHCT,
COJIUCT Ipyniibl «Jo6paHoub» Wabg THMH-
OIUHY. BO3SM0’XHO, B OyAyIIIMX KOHI[epTax
MBI YCJIBIIIUM B MCIIOJTHEHUH OpKecTpa Qu-
JIaApMOHUHU U Jipyrue cuMboHuu M. BaiiH-
6epra, IPOHUKHYThIE eBpeliCKUMU HHTOHA-
[UAMH U pacKphIBaroIye TeMy X0JI0KOCTa:
Ne 13, 16, 2176,

B TpéxyacTHOM KoHIlepTe /I KIe3Mep-
CKOI'0 KJIapHeTa ¢ opKecTpoM Biiaga Map-
rysauca (rmporpamma 2022 rozma), rjie Takxe
conupoBag UW. TMHAUH, 00beIUHUINCH
HUCIIOJIHEHHBIe B HAPOJHOM MaHepe KOJIO-
PUTHBIE eBpeliCKHUe MeJIOJUU B yXe OyII-
rapa, JOHMHBI U COBpeMeHHOe OpKeCcTpoBoe
3By4aHUe (B OPKeCTp BBe/[eHBbI 3JIeKTPOIH-
Tapa, ylapHas yCTaHOBKa). IIpousBefieHue
OpPraHMYHO BIIKCAJIOCh BO BTOPOE OT[eJIe-
HUe KOHIIePTHOM IIPOrpaMMBL, IIPOI0JIKUB
BOKaJIbHBIN ITUKII /. IllocTakoBuUa «H3 eB-
PerCcKOM HapOIHOM 11033UM». O6IIeU3BeCT-
Ha 3HauuMas PoJIb eBPeHUCKOM TeMEI B My-
3bIKe KoMIlosuTopa. Hebe3zocHOBaTeIbLHO
TaKoe BHUMaHUe OBLJIO BBI3BAHO U JIpy>Ke-
CKHUM OKpYy>KeHHeM KOMIIO3UTOpa — eBpe-
SIMU-MY3bIKaHTaMHU, Cpeqyu KOTOPBIX OBLI
u M. BaitHGepr, B opefieJIEHHOU Mepe II0-
BJIMSBIIIMY Ha POXKJ€HHEe BOKAJIBHOIO I[HK-
J1a «M3 eBpeiiCcKo HapOLHOU I1033UU» 7.

YHUUYTOXEHHBIN X0/I0KOCTOM MHUP alllKe-
HAa3CKOU TPaJUIIMOHHOU KYJILTYPHI, 6€3 KO-
TOPOT0 HEMBICIUMO ObITHe Ofjecchl HayaJsla
XX Beka, 0KuBaeT B QUIbMe peKUcCEépa
AnexcaHzpa 3eJbJ0BHYa Ha TeMBI IILEChI
Hcaaka babens «3akaT» (1990). My3bIKy
K HeMY, IIOJIYYHBIITYIO Yy Th I1037Ke CAMOCTO-
ATeJIbHOe 3ByYaHHe B BUJIe CIOUTEI «JCKHU-
3Bl K 3aKaTy», HaIrucas JleoHus /leCATHUKOB
(p. 1955, XapwskoB). B kounepte 2019 roga
OHa IIpO3BydYasa B OPKEeCTPOBOM BEPCHHU.
PUTMBI TaHTO ¥ COYHEBIE KJIe3MEPCKHe MeJIo-

WY, MHOTOUMCJIEHHBIN [TUTaTHBIU MaTepU-
aJI CIOUTHI 00beTHHSIET BHICOKOE ¥ HHU3KOE,
Tparuyeckoe U KOMUYeCKU-TPOTECKHOE, /1a-
PUT CIyIIaTe0 Ha/le)KAy U CBeT B 3aKJIIO-
yuTeabHOM yacTH (IX yacThb «JIF000BB»).

ITpou3BegeHNsA KOHIIEPTHOM MPOrPaMMBbl,
packpbIBarolIye BeUHble TeMbI
4YeJI0Be4eCcKOoro ObITHd,

3HAYNMOCTH 4YeJI0Be4YeCKOH >KU3HHU

HMIMeHHO B TAKOM KOHTEKCTe IIPOUYHTHIBA-
I0TCA U30paHHEbIe I IIpoeKTa OIycel ['u
Kanuesnu u Anbdpena [IHUTKe. Tak, KoH-
1epT i GopTerraHo U CTPYHHOIO OpKe-
cTpa (1979) A. ITHuTKe (1934-1998) mogHU-
MaeT CYILIIHOCTHYIO JIII KOMIIO3UTOpa TeEMY
¢aycTraHcTBa'®, KOTOpass pacKpbiBaeTcCs
cpencTBaMU AogeKapOHUU, ITOJTHUCTUIIU-
CTHUKH, «HOBOM IIPOCTOTHI», BOILJIOIIAACh
B OPHUTHHAJBHO PEIIEéHHOH BapHallMOH-
HOU popMe, — OT BapHallul K TeMe-Kpezo.
Ha nyTu repos (ero cobupaTeJbHBIA 06-
pas cocpef0TOUEH B IIAPTHU POSLIA B TPEX
JleTTeMax HaydaJla IIpOM3BeJleHus) — pa-
3ouapoBaHUe, OTpelIéHHO-0e3pa3IuyHoe
OTHOIIIeHHe K >XM3HU, IIPU3BIBEI OCTAaHO-
BUTHCA B 0€33aKOHUU U J0OPOBOJIBHBIN
oTKa3s oT bora, yXoZ B MUp MaTepHaJIbHBIMH.
Bompoc 06 0co3HaHUU CBOETO I1aZileHUs TaK
U OCTaéTCd OTKPBITHIM: KapTHHA paspy-
IIIEHHOI'0 MHpPa, B KOTOPOM VIieJiesia JIHUIIb
TOpPCTKa OCKOJIKOB IIpeKHeH >KU3HHU...
[Ipunag K TakoMy GUHANY C MHOTOTOUYHEM,
A. IITHUTKe IIpemoCcTaBJIsIeT CJYIIIATEeJII0
IIPOCTOP [JIs1 JOMBICIMBAHUSA KOHIIEIIIIHH
KoHiiepTa.

['71y60KUM CMBICJIOM IIPOHU3aHO U TBOP-
yecTBO . KaHuesnu (1935-2017), K My3bIKe
KOTOpPOro B IIpoeKTe «KéThle 3BE3IBI»
obpamjaJuch He eAUHOXABI. KoHIlepT
2017 roga oTKpeLIN «HOUYHEBIE MOJIMTBBI»
I KJIapHeTa, CTPYHHOI'0 OpKecTpa U Mar-
HUTOPOHA U3 uKIa «KusHb 6e3 Poxze-
CTBa», COBIIABIIIETO 110 BpeMeHH HallTUCaHUs
C BOEHHBIMHU COOBITUAMHU B ['pysum 1990-x
rosoB. «KoHeuHO Xe, CTpaiaHUs U HeB3IO-
IibI, OOPYIIIMBIIIKECS Ha MO HapoJ, He MOI-
JIX OCTaBUTh MEHs PAaBHOAYIIHBIM <...>
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OfHaKo IIPsIMO CBA3BIBATH <...> IIPOU3BE/Ie-
HUA C TOTHAIIHUMU COOBITUAMMU <...> BPS[
JIA CTOUT. <...> Sl X0TeJI 6B IIUCATH MY3BIKY
“HaJCOOBITUNHYI”», — TOBOPHWJI B OHOM
u3 uHTepBbIO [. KaHueau®. IIpOHUKHOBEH-
HBIH rosioc Macrepa 03By4YUJI OyIMCTaTe Ib-
HBIU KJIapHeTUCT I0smmaH MUJIKUC, UCII0JI-
HHUTeJIbCKOe TBOPYeCTBO KOTOPOT0 KapaH-
HaJIbHO M3MEHMJIOCh OJiarofaps BCTpeue
C KOMIIO3UTOPOM H II0C/IeIOBABIIIEN JPYK-
6e, IIoapuBIlIell 3aMedaTe/IbHbIE KIapHe-
TOBBIe onrychl I'. KaHuean?.

Co3BY4YHBIM IIPOEKTY «KEJThIe 3BE3/AbI»
crasia U1 CuMmpoHuveckas nosma I. Kanue-
J11 «CTUKC» 11 a/1bTa, 60JIBIIIOT0 KOHIIEPT-
HOI'0 XO0pa U CUM(QOHHUYECKOI0 OpKecTpa,
IIpOo3ByYaBIllas B QUIapPMOHUU B sSHBape
2018 roza. B pertensuu H. CTapony61ieBoit
YyTaeM [IPOHUKHOBEHHEIE CJI0BA O IIPOU3-
BeleHUH: «KaH4YesI BMeCTe CO CBOMM [Ipy-
oM, 3HaMeHHUTBIM peskuccépom P. Ctypya,
cobpasl MO3auKy 3By4Yall[UX CJI0B: UMEH
VIIeAIINX Apy3eii, MOJIUTBEHHBIX GOpMYUI,

Ha3BaHUH CBAIEHHBIX MecT. M 9Ty Mo3au-
KY II0JIOKUJI Ha MY3BIKY. “X0p IIpUKacaeTcs
KO BCeBEIIITHEeMY”, — roBOpUT KaHuesu. Op-
KeCcTp — M3 Hallero Mupa. ¥ Mesxay HUMH
IIPOTAHYT, KaK MOCT, aJIbTOBBIA CMBIUYOK»2!,

Kaxxgpiii KoHIlepT IIpoekTa «KEThIe
3Bé3zpl» B CaHKT-IleTep6ypre — 3TO COOHI-
THe, 9XOM OTJarollieecd B cepAliax He TOJIb-
KO cJyIaTesied, HaXOAAIIUXCI HeIlocpe-
CTBEHHO B 3aJie, HO U MUJIJIMOHOB JIIOJeH,
IIoJIy4aroIlnyM 6GJiarogapsl OHJIaWH-TpaHC-
JAIIUIM 3CTeTHYecKoe Hacaa)KaeHHUe
OT BEeJIMYUA BBICOKOI'0 MCKYCCTBAa, CTaBIIIe-
ro 3HAaKOM ITaMATH O CTPaIIHOM TpareJIuu
XX BeKa, KoTopas 6pocuia BbI30B IIUBUJIH-
3aruu. Ha crieHe QuiapMOHUHY BBICTYIIAOT
HUCIIOJTHUTEIH PasHbBIX HaIlMOHAJIbHOCTEH,
CBOMM TBOPYECTBOM OHHU YTBEpPXAAIT
BO3MO>KHOCTb MY3BIKAJIbHOI'0 HUCKYCCTBA,
Xy0>KeCTBEHHOI'0 CJI0OBA CTaTh MOIIHBIM
IIPOTHUBO/IECTBUEM 3JIy B PA3/IMYHBIX €Tr0
IIPOSIBJIEHUSX, yTBePKIeHHeM MUpa U 3Ha-
YHMMOCTH YeJI0BeYeCKO! KU3HHU.

~7Zf_ MPUMEYAHHA - 25—

! HallmuBKYy B BUJE KEJITOM IIeCTUKOHEUHOHN
3Be3/ibl eBper HOCHIIU B MTaniuu

(pexoMeH AWM 110 OfjeXK/e eBpeeB B 1215 roxy
ITamel PuMmckoro MHHOKeHTH I1I), B AHTJIMH

(c 1275 roga, tepro/ia IpaBJeHUd ayapaa

I), B TepMaHUU U Ha OKKYIIMPOBAaHHBIX €10
TeppuTopuiX (ripeskze Bcero Iosbiu u CCCP)
BO BpeMs BTopoli MUpPOBOI BOMHEBL. CM. 06
atoM: baac /I. «<EBpelickas 3Be3zia», 3Ta «Keuarasd
3almiaTa Ha YpoBHe cep/iiia» / IlepeBoji C HEM.

U npenucios. JI. KoMuccapeHKo // 3aMeTKH 110
eBpelicKou ucropud. 2019. Ne 5-6(216).

URL: https://z.berkovich-
zametki.com/y2019/nomer5_6/komissarenko/
(maTa obpartenus: 15.01.2022).).

2 TlompobHee 06 sToM cM.: Baac /I. «EBpetickas
3Be3fia», 9Ta «KEJTad 3ariaTa Ha ypoBHe
cepaa» / IlepeBof, C HEM. U IIPeIUCIIOB.

JI. KoMuccapeHKO // 3aMeTKHU I10 eBpeliCKOon
ucropui. 2019. Ne 5-6(216).

URL: https://z.berkovich-
zametki.com/y2019/nomer5_6/komissarenko/
(maTa obpartenus: 15.01.2022).

3 CM.: M. BatiH6epr. «Ilaccakupkanr.

3 kapTuHa «bapak» // Omlepa B IBYX [eHCTBUIX,

BOCBMM KapTHUHAX C 3rtusioromM. Op. 97.
JlubpeTTo A. MenBezeBa U 10. JlyKuHa 110
OTHOMMEHHO 11oBeCTH 30pbU [I0CMBIIII.
ITocBsaieHue: «IIaMITH )KepTB OCBEHITMA».
KiaBup. M.: CoB. KomMmosurop, 1977.
C.101-102.

4 B cBOell IepBOU pefakiuu KoHiepT
BKJIIOYAJI 11IeCTh YacTei (Iapajiiesb

C CIMBOJIOM 3Be3[ibl /laBHU/ia), BO BTOPOM
IIpou3BefieHHe CTaJI0 CEeMUYaCTHBIM

(cuMmBoOJI MeHOpPEI). O IIpOU3BeleHUM CM.: [6].

> Bupmeosanuch IIPoeKTOB «KE/IThIe 3Be3IbI»
B CaHkT-IleTep6ypre (AKageMUueCKUNU
cuMoHUUeCcKUM opKecTp CaHKT-
ITeTepOyprcKoU GprapMOHUU; TUPHDKED
Biaagumup AJbTIHIYJIED).

URL: https://musicedufund.ru/yell (12.12.2021).
ITogpo6Hee 06 aToM cM.: B IleTepbypre
COCTOUTCA KOHIEPT «KéThle 3Be3nl» //
EBpetickue HoBoCTH IleTepbypra. 18.01.2021.
URL: https://news.jeps.ru/novosti/v-peterburge-
sostoitsya-konczert-zheltyie-zvezdyi-2021.html
(maTa obpatenud: 22.01.22).

¢ Ha HayaJIbHOM 3Talle CIIOHCOpPaMHU IIpoeKTa
BBICTYIIMIN POHT ITOAIeP/KKU MY3BIKAJIBHOTO
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obpasoBaHus U CaHKT-IleTepbyprckas
buIapMoHus, 1103’Ke K HUM IIPUCOEeJUHUIINCH
HapTHEPEI — ['eHepasIbHOE KOHCYJILCTBO
I'epmanuu B CaHkT-IleTep6ypre, EBpetickas
pesurrosHaga obmHa CaHKT-IleTepbypra
«EBa», EBpelickoe areHTCTBO «COXHYT»,
BiraroTBOpUTENIbLHBIN QOHT, «/[PKOMHT»,

Jom eBperickoit KyabTypsl ECO/, Poccuiickuit
eBpeMcKull KoHrpecc (mHpopMarud 1mo: URL:
https://www.visit-petersburg.ru/ru/news/6054/)
(maTa obparmtenusd: 19.01.2022).

7 PomaH-s1I01Ies ObLJI OTBEPTHYT COBETCKOM
IeyaTrsio U U3BAT opraHaMu KI'b. Uynom
COXpaHEHHBIN 9K3eMILIAP BIIEPBLIE
onyosimkoBasy B IIBetitapuu B 1980 roxay,

a sateM U B Poccuu B 1988 ropy.

8 Yakona U.C. baxa, V yacTh U3 [JapTUTEI
LI CKPUIIKU c0J10 Ne 2 d moll BWV 1004,

B MeMOpHaJIru3aliu X0J0K0CTa CcTajla
3HAKOBBIM OIIyCOM. E& UCIIOIHSeT Ha
KOHIIepTe 11 KoMeHjaHTa OCBeHIIMMa
TJIaBHBIN repoi omepsl «Ilaccakupka» M.
Barin6epra ckpunad-ysHuK TazeyIi

(6 xapTHMHA) BMeCTO 3aKa3aHHOT0 HAIMCTOM
BaJibca (cM. Buzeo: URL:
https://www.youtube.com/watch?v=Nf3_oflaHCk,
1:06:11). YaxoHa U.C. baxa B UCIIOJTHEHUHU

M. BeHrepoBa 0bly1a BKIIOUYEHA B IIPOEKT
«X0JI0KOCT: MeMOpHaJIbHast My3bIKa

B Aymsurie» (. Kpakos), B paMKaxX KOTOPOTO
B 6apakax OBIBIIIEr0 KOHIIareps — MecTe
pasMerleHud y3SHUKOB OCBeHITMa-bupkeHay
— 3a3ByuaJjia My3bIKa KOMIIO3UTOPOB

PasHBIX a110X. Bropad 13 4-X IIporpamm,

r7ie ¥ 6pLIa UCIIOJIHeHa YaKoHa, ITOCBSIeHa
IIaMsATH MY3bIKaHTOB, Y3HUKOB KOHIIareps.
Cpeny HUX — AHHTa Jlackep, KoTOpas
Iepe>xuiia X0JOKOCT U cTajla OFHOM!

M3 OCHOBAaTeJIbLHUI] 3SHAMEHUTOTO
AHTJIMHCKOI0 KaMepHOI'0 OpKecTpa, Muiiesab
AccaaJi, eTUHCTBEHHBIN BHI>KUBIITHMA

U3 CBOel CeMbH, SMUTPUPOBaBIIUi B CIIIA 1
OCHOBABIIIMY TaM TaHI[eBaJIbHBIN KOJIJIEKTUB
(mHbOpMarud no: JpyxuiabHag U.®. Tema
X0JIOKOCTa B aKaJleMHUUeCKOM MYy3BIKe.
I'poguo: I'pl'y, 2016. C. 109-110).

® B MHTepPBLIO, IPO3BYUYABIIIEM B aHTPaKTe
KOHIIepTa, A. CTajijiep pacckasal o mombope
HM MaTepHaJia I10cJIe IIpouTeHus pparMeHTOB
u3 KHUry B. I'poccMmaHa. «... S mipItaacs

B MOMEHTEHI I1ay3hl (UTeHUS TeKCTa

E. Bogpckoii) yCIIbIIIaTh, KaKas Jo/DKHA
3By4aThb MY3bIKa, IIPOYYBCTBOBATH 3TOT
BO3[yX, Ty aTM0oCdepy, TO OHHOYECTBO,

3TOT y’Kac, 3TOT CTpax, 3Ty 6aHAJIBHOCTh
371a». B kauecTBe 06paMJIeHUSI BUOJIOHYEJIUCT
BBIOpaJ My3bIKy U.C. Baxa (IIpesroguio 1

Capabanny us Croutsl d moll BWV 1008),
CTaBIIYI OJIUIIeTBOPeHUEM TeX I[eHHOCTEH,
TeX COCTOSHUM, y KOTOPBIX HeT KOHTeKCTa

U BpeMeHH ObITH. /IBa IPyTUX aBTOpa, —
JKHUBBIE CBUIETEIH 310 eTHUM. My3bIKa
CoHAaTHI /11 BUOJIOHYEJIU COJIO Op. 25

(I, IIT vacTtm) (1922) I1. XuHAEMUTA,
IIOCTPaJaBIIero OT HaIlk3Ma U BEIHYKIEeHHOTO
IIOKWHYTH CBOK POAUHY B 1930-e roxel,

— 3KCIIPEeCCUBHO-3a0CTPEHHAS, Ha ITUKe
aMmonuu. Mysbika M. Baiinb6epra (CoHata

IIJIs BUOJIOHYEH coJio Ne 1 op. 72 (1960),
nocssIaerca M. PoctponnoBuuy, I yacrs,
Adagio) — 3T0 THEeBHUKOBAas 3alIlUCh,
IIPOHUKHOBEHHBIY MOHOJIOT YeJI0BEKa,
IIOTEPSBIIIET0 B IIePHUO/ X0JI0KOCTa BCIO

CBOIO CEMBIO.

10 TIocsie OKOHYaHMS BOMHEL M. PosIbHUKaUTe
CTaJIa U3BeCTHBIM ITyOJIUITHCTOM, aBTOPOM
IIPOM3BeJIeHUI Ha PYyCCKOM, JIUTOBCKOM,
unpuiie, ¢ 1955 roga rposkuBaJsia B JIeHUHTpaje.
Bcro cBOI0 ITyOJIMITUCTUYECKYIO eITeTbHOCTD
HaIlpaBWIa Ha IPOTHUBOJENCTBIE
aHTHUCEeMUTHU3MY U KceHodpoouu. Kaura

«U BCé 9T0 OBLII0» OIyOJIMKOBaHA U
IepeBefieHa Ha 18 A35IKOB MUpa.

URL: https://military.wikireading.ru/44692?
(maTa obparmtenus: 22.01.2022).

1 Cpemu aBTOpOB — M. BattHb6epr, I'. ®pup,

. KpuBunxui, C. bepuHckuii, M. BpoHHep
(Poccus); I. KinebaHoB, E. CTaHKOBHUY
(Vkpauna); JI. AbesroBuy, I'. BarHep,

3. TerpMaHy, O. Ilograiickas (besapycs).

12 TTut. 11o: SIky60B M. /IBa TpHO

A. [. llloctakoBuya // IMUTpUi IMUTpHUEeBUY
IIlocTakoBM4. HoBOE coOpaHue COUMHEHUHN.
T. 98. Tpuo Ne 1 cou. 8, Tpuo Ne 2 cou. 67
[[TapTHTypa ¢ IPUI0KeHUEM IapTHI CKPUIIKHU
¥ BHOJIOHUYe H] / O61iasd pefi. 1 OSICHUT.

cT. M. SIky6oBa. M.: DSCH, 2006. C. 109.

13 Makc bpyx. Kol Nidrei. VictiostHUTeIH:
CuMopoHMYeCKHU OpKecTp PpaHKPypTCKOTO
pazuo, nupmxeép ITaaso SIpBy, CIIA;
BHOJIOHYeJIb — Muiria MatcKui.

3anuck 27.04.2018.
URL:-https://www.youtube.com/
watch?v=XGzOozXt4ek (maTa obpalieHus:
12.01.2022).

14 Cm. 06 sTom: /IByxuibHas U. .

dau TeipMaHT 1 MeurciiaB BaltHOepr:
nepekpecTkHu cyzeb // Beciii BIAM:
HaBYKOBAa-T3apaThIYHEI yacoIric. 2020. Ne 36.
C. 13-21. URL: http://rep.bgam.by:808/
xmlui/bitstream/handle/123123123/2122/
Dvuzhil%27naja.pdf?sequence=2&isAllowed=y
(maTa obparmtenus: 15.01.2022).

15 CBepmeHUA 110: BraguMup AJbTINYJIED:
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s§ ICONTI. 2022;(1)

«$1 oIleHUBAalo CBOEe UCIIOJIHEHMe 110 TOMU
0TZa4de, KOTOPYIO IosIy4yaro» // EBpeiickue
HoBOCTHU IleTepbypra. 29.01.2020. URL:
https://news.jeps.ru/mneniya/konczert-zheltyie-
zvezdyi-vladimir-altshuler-intervyu.html
(maTa obparmtenus: 18.01.2022).

16 M. Battab6epr. Cumdponus Ne 13 op. 115. s
CUMQOHUUYECKOI0 OpKecTpa. B ofHOM YyacTH.
«[TamaTu MaTepu» (1976); CumpoHUa Ne 16
op. 131. /l;1s1 60J1b1I0T0 CUM$OHUYECKOTO
opKecTpa. B ogHOI yacTu. «IlaMaTH MaTepu»
(1981); Cumdonwmd Ne 21 «Kagur» op. 152.
JJ1s1 contpaHo ¥ 60JIBIIOrO OpKecTpa. «IlaMaTu
norubmmx B Baprmasckom retro» (1991).

17 Cm. moapobHee: By KubHad 1..
HekoTopsIe aclieKTH COTPYLHUYECTBA

M. Baitub6epra u /. lloctakoBuya //
MartepuaJsisl 15 MexxayHap. esKerofHON KOHO.
o uygauke. B 2 4. 4. 2. M., 2008. C. 503-512.

18 TIogpo6Hee 06 aToM cM.: BaptaHoB C.A.

Anbopern ITHUTKe — TBOpeL ¥ GpuIocodp

/| Anbdpeny [ITHUTKe IIOCBAIIIAETCS: U3
cobpaHuii «IlITHUTKe-1IeHTpa» / MOCK. TOC. ©UH-T
My3bIKH UM. A. [ITHUTKe. M.: KOMIT03UTOD,
2003. Beim. 3. C. 126-148.

1 Tug KaHuesu B fuasiorax ¢ Hatanbei
3etridac / pen. Osbra I'yceBa. M.: My3bika, 2005.
C. 367.

20 pyx6a ABYX My3BIKaHTOB CTaja
OTIIPAaBHOM TOYKOU JOKYMEHTAJIbHOIO
¢mnbMa «I'mst Kaguesn: “SI He JTr0011
kiapHeT”» (KaHaza, pesxuccép O. AHTUMOHY,
2019). ITogpobHee o0 puabMe cm.: URL:
http://www.gazettco.com/v-nyu-jorke-
predstavili-kancheli-project-koncert-muzyki-gii-
kancheli-i-dokumentalnyj-film-o-nem/

(maTa obparmtenus: 13.01.2022).

A TTut. 110: IIpoeKT «KéaThle 3Be3IbI».

URL: https://musicedufund.ru/yell

(maTa obparmtenus: 15.01.2022).
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My3bIKaJIbHas1i UHTOHAIUA: Musical Intonation:
3cTeTUYeCKHe U HCTOPHUKO- Aesthetic and Historical-

KyJbTypoJsiorudyeckue acnektsl Culturological Aspects
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AHHOMayus. /ise mpenpIayIue JeKIIuu Abstract. The two previous lectures

U3 [UKJIa «My3bIKaJIbHas HHTOHAIIUS» from the cycle “Musical Intonation”
OBLIU IIOCBAIEHBI IIOHATUI0 MY3bIKaJIbHOU were devoted to the concept of musical
UHTOHAIINY, eé 3BYKOBLIM OUepTaHUAM, intonation, its sound contours, semantics,
CEMaHTUKe, ’)KaHPOBBIM U CTUJIEBBIM genre-related and stylistic traits. The third
cBoricTBaM. TpeThs, 3akarounTesbHag JeKiug  and final lecture suggests concentrating
IpezJjaraeT COCpeJ0TOYUTh BHUMaHMe Ha our attention on the two sides of

IBYX CTOPOHAaX MHTOHAIIUU — e€ 3CTeTUYeCKUX intonation - its aesthetic particularities
0COOEHHOCTHIX U ipaMaTyprudeckKux and dramaturgical features, as well as its
CBOMCTBAX, a TAK)Ke — Ha e€ CyIleCTBOBaHUU existence in the historical-culturological
B HUCTOPUKO-KYJIbTYPOJIOTMYECKOM KOHTEKCTE. context. The aesthetical side of intonation
JcTeTUUeCcKas CTOPOHA UHTOHAIIUU is disclosed by means of applying
packKpheIBaeTCs IIOCPEeACTBOM IIpUMEHEHUS the apparatus of aesthetical categories
arrapara 3CTeTUYeCKUX KaTerOpuu (the dichotomy of beautiful vs. ugly, etc.,
(muxoToMud IIpeKpacHoe/6e306pasHoOe the Aristotelian triad). The study

U [Ip., apUCTOTeJIeBCKad TpHuaja). s of intonational dramaturgy finds
U3y4YeHUsd UHTOHAIIMOHHOU fpaMaTypruu the teaching about rhetorical disposition
IPOAYKTUBHBIMU OKa3bIBalOTCId YUeHUE (the logical phases of unfolding the

0 PUTOPUYECKOU IUCIIO3UITUU (JIOTUYECKUX process) and the typology of the

¢dasax pasBépThIBaHU IIpOIlecca) intonational-dramaturgic models to be

U TUII0JIOTUS UHTOHAIIMOHHO- productive. The theory of “intonational
IpaMaTyprUUecKUX Mofeseil. PaccMOTpeHMI0 vocabulary” and “intonational crises” put
9BOJIIOIIUY UHTOHAIUU B 3epKaJjle UCTOPUU forward by Boris Asafiev is conducive
MY3BIKU IIOMOTaeT BBIIBUHYTas towards examination of the evolution of
B.B. AcadpbeBbIM TeOpUsI «MHTOHAITUOHHOTO0 intonation in the mirror reflection of music
CJI0Baps» U «MHTOHAITUOHHBIX KPU3UCOB». history. The multiangle analysis of musical
MHOropakypCHBIY aHaIu3 My3bIKaJlbHONU intonation as an intrinsically valuable
WHTOHAIIMM KaK CaMOIleHHOr0 MUKpPOKocMoca, microcosm combined with a large-scale
COBMEIIEHHBIN ¢ MaCIITabHBIM 0XBATOM scope of its historical-culturological

eé UCTOPUKO-KYJIbTYPOJIOTHYECKOI0 OBITHS, existence presents a complex, yet

— CJIO’KHBIU, HO IIEPCIIeKTUBHBIU Iy Th perspective path of its knowledge.

€€ II03HaHUs.

© Kasanrtiesa JIIL., 2022
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JcTeTH4YeCcKHe CBOMCTBA
MYS3bIKaJIbHOM HHTOHALIUHU

Kak u3BeCTHO, 3CTeTHYeCKOe Haydajo
IIPUCYILe [1eJIOCTHOMY IIPOM3BeleHUI0 UC-
KyCCTBa, X0TS B ero ¢opMUpOBaHUeEe BHO-
CAT CBOIO JIEIITY U OT/eJIbHbIE COCTaBJIA-
o1Me onyca. HocuressiMu IIpeKpacHOro,
OOIIyCTHUM, MOTYT OBITH IIPOIIOPIIMOHAJIb-
Hasl KOHCTPYKIIUS (TO eCTh CTPYKTYpHOe
COBEPIIEHCTBO KOMIIO3UIIMM), JIOTUYHOE
pasBépThIBaHUEe MY3bIKaJIbHONU MBICIH
(3aKOHOMepPHOCTE IIpoItecca popMoobpaso-
BaHUs), aKyCTUYECKOe COBEPIIIEHCTBO 3ByKa
(Co3ByYMs) WU CPELCTB MY3bIKaJILHOM BBI-
pasUTeJbHOCTH (IIpUSATHAsA KaHTUJIEeHHas
MeJIOiVsl, KOHCOHAHTHO-«be3ynpeyHas»
rapMOHUs, BUPTY03HOe II0JIUPOHUUYECKOe
CIIETEHHE T0JI0COB, TeMOpoBas Cla’keH-
HOCTb, I1€1eC0060pa3sHOCTb PErrucTpPOBOTO
pelieHus, KOMQOPTHBIN [JIs CJAyIIaTesIsd
OUHaMU4ecKul mpo¢uis). HageseHa scre-
TUYECKUMHU CBOMCTBAMHU M My3bIKaJbHas
UHTOHAIsl — HauMeHbIIasi CMBICJI0BAs
eVHUIla My3bIKaJIbHOIO CO/leprKaHUs.

/17151 TOr0 YTOOBI yCTaHOBUTD, KAKOBO 9CTe-
THUUYeCKOoe CBoeoOpasye My3bIKaJbHON UH-
TOHAIUY, IIPOAYKTUBHO BOCII0JIb30BAThHCS
OIIBITOM 3CTEeTUKH, BbIIBUBIIIEN U OYEPTUB-
IIIe} 3CTeTUYeCKHUe KaTerOpUU: JUXOTOMUU
IIpeKpacHoe (I10JI0KUTeJbHas1 IIeHHOCTD) /
6e306pasHoe (0TTaJIKUBAIOIIlee, YPOIJIUBOE),

Tparuyeckoe (ocTpas KOJJIM3US, COIIPOBO-
JKIaroIascs KepTBOU, IPUBOAAIIAd K I'H-
6eIi Ba)KHBIX YeJIOBEUYeCKHUX I[eHHOCTeN)
/| xoMuUueckoe (BCKphIBamlllee AVCTaHIU-
POBaHHOCTH peaJIbHOU >KU3HU OT Hjeasa),
BO3BBIIIIEHHOE (BOCTOPKEHHOe IIpUOJIVDKe-
HUe K 60’KeCTBEeHHOMY) / HU3MeHHOe (Hera-
TUBHOE, HUYTOKHOE B peaJlbHOM OBITUH),
rapMOHHUYHOe (BHYTPEeHHe COIJIaCOBaHHOE
11es10€e) / XaoTU4YHOe (paccoracoBaHHOCTh
3JIEMEHTOB), TeporUYecKoe (feicTBue, 0bJIa-
TOPOKEHHOe II0BUIOM) / TPYCIUBOE (MeJI-
KOe, JKaJIKoe, IIpe3peHHOe), II03TUYeCKOoe
(BIOXHOBEHHO-OAYXOTBOPEHHOE) / IPO3au-
yeckoe (6BITOBO IIPU3EMJIEHHOE), IJIyO0KOe
(KOpeHHO€e, 0CHOBaTeJIbHOE) / IIOBEPXHOCT-
HOe (JIETKOBEeCHOE), PeIKOCTHOe / 6aHab-
Hoe, 3¢ppeKTHOe /| HEeIIPUMETHOe, a TaKXKe
apUCTOTeJIEBCKYI0 TPHUAZy «3II0C — Apama
— JIMpUKa». PsJ| acTeTUUeCKUX KaueCcTB MO-
I'YT IIOIIOJIHUTh ¥ HEKOTOpble OJUHOYHEIe
KaTeropuu: TporaTesjbHOe, y>KacHOe, Be-
JINUeCTBEHHOe, TPaHIM03HOe, HUHTepeCHOoe
(HeoOBIYHOE, Hellpe/CKa3dyeMO pPasBEépThI-
BaeMoe), IIpUYyAJINBO€e, OCTPOYMHOE U T. [,

Kpy1miHas screTrdecKast KaTeropus 1ud-
depeHIUpyeTCSa Ha psf 601ee TOHKUX Ipa-
IDaIuy: IIpeKpacHoe peaslnu3yeTcsl B TAKUX
ero BapHaHTaX, KaK yIIopsi/JoueHHOe, Opra-
HHM30BaHHOE, CUMMEeTPHUYHOe, IIPOIIOPIIY-
OHaJIbHOEe, U3LIIHOe, IIpeJIeCTHOe, 0Uapo-
BaTeJIbHOE, POCKOIITHOEe, BOCXUTUTEIBHOE,
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YTOHYEHHOE, I'Pall03HOe, COBEPIIEHHOE,
HJeajJibHOe, MeUuTaTeJIbHOe, Ilesiecoobpas-
HOe, YyBCTBEHHO-KPaCHUBOe, YIUBUTEILHOE,
6e33a00THOE, 6e3MATe’KHOe; KOMHUYeCKoe —
KaK I0MOp, IIIyTKa, CaTUpa, ITIapoLus, Kapu-
KaTypa, capKasM (I3BUTeIbHAas HaCMeIllKa),
I'POTECK, IIIap>K, OypsIecK, UpoHU (IBYCMBIC-
JIeHHas1, IPUTBOPHAs yCMeIllKa), Iar (HeJre-
II0CTh); HU3MEHHOe — KaK II0/iJIoe, FaZiKoe,
Mep3Koe, I1o1uIoe. KpyIrHble scTeTUYeCcKue
KaTeropuu U MHO>KeCTBEeHHBbIE UX OTTeHKH
CKJIaJIbIBAIOTCS B MOIIIHBIM pecypc 3CTeTH-
YeCKUX KauveCTB, JOCTYIITHBIN MeJIbYyanlllen
CeMaHTHUYeCKOH eJUHUIle — HUHTOHAIIUU.
Ta WU UHagd 3CTeTHUUYeCKas MOIaJib-
HOCTb MOJKeT OBITh ITOKa3aHa B IIPOM3Be-
IleHUU KaK TaKoBas, OJHAKO 3CTeTUYeCKHe
CBOMCTBA OCTpee IIPOSIBJILIOT Ce6s1 IIpU KOH-
TPaCcTUPOBAaHUU UHTOHAIIUM, B CUTYallUHU
HUX cpaBHeHUs. Ha IIpakTHKe 00s13aTeJIbHO
TpeOyeT KOHTPaCTUPOBAaHUA OTPHUIlATEIb-
HOe — OHO TOJIBKO TOrZa CTaHOBHUTCS Ta-
KOBBIM, KOI/Ia eMy IIPOTHUBOIIOCTABJIAETCA
I10JIOJKUTeIbHOe. K04 K BOILJIOIIEHUIO aH-
TUTe3 HallIu PUMCKUNA-KopcakoB B COIIO-
CTaBJIEHUU XapaKTEePUCTUK PyCUYeH U Ta-
Tap B «Ceue 1mpu KepsxeHIie», [llocTakoBUY
B [ yactu CeppbMoOM CUMGOHUM.
HTalbIHCKUU KOMIIOSUTOP Anbdperno
Kasesyia HCII0/IB30BaJI TaKyH BO3MOXK-
HOCTH B ¢popTenruaHHOM IiuKiIe «KoHTpa-
CTBI» (1916-1918). B mepBOM IIbece ITUKIIA,
«Grazioso (Jaub routeHus lloneny)», jer-
KO Y3HAIOTCA IIIOIIEHOBCKHE WHTOHAIIUH.
BMecTe ¢ TeM OHU M3Ha4YaJIbHO TpaHCOp-
MHUPOBaHBI: eCIU MeJIOAUYECKH, CTPYKTYp-
HO (ZByTaKTOBas IIePUOLUYHOCTH), pak-
TYPHO U QYHKIIMOHAJIbHO-TAPMOHUYECKHU
OHU e/lBa He «JOKYMeHTaJIbHO» III0IIeHOB-
CKHe (HarpalruBarTCsa acCoIHalluu CHava-
JIa c IIpesroyie A dur, 3aTeM C MasypKaMH),
TO aKKOPZ0BO-TapMOHHUYeCKasi JUCCOHAHT-
HOCTBH Cpasy BBIJAET BTOPUYHOCTH MY3BI-
KaJIbHOU TeMbl (mpumMep 1, cMm. [Ipuiioxe-
HYe). MATKO oIeTarolye quasi-IoieHoB-
CKYI0 MY3BIKAJIbHYI MBICJIb JHMCCOHAHCHIL,
B KOTOpBIe JIFI0O0BHO BCJIYIIIUBAETCS aBTOP,
IIPUAIOT €M ITIMKaHTHOCTD, YTOHYEHHOCTb.
[TouyBCTBOBAB Irparii03HYI0 U3BICKAHHOCTD

LIIOIIEHOBCKOM MYy3BIKH, Kasesta pakTuye-
CKHU 3a0CTPUJI ITU €€ KauecTBa COBpeMeH-
HBIM eMY SI3bIKOM.

[IpryKpauBarwIUi KHTOHAIHUIO-IIPO-
TOTHII «HA>KUM» KOPPEKTUPYeTCSI KOHTEK-
CTOM BCero IIUKJIa, CIeyIolas IIbeca KOTo-
poro, Antigrazioso, — 06pasHBII aHTHUIIO
1nepBoii. OCTPO I'POTECKOBO OCMBICJIEHBI
3[eChb XpOMaTHUKa C HAPOYUTO >KECTKUMU
OUCCOHAHTHBIMU CO3BYYUSIMHU, CTPYKTYP-
HOe HeIIOCTOSSHCTBO, MOOMJIBHOCTEL Qakx-
TYPBI, METPOPUTMA, JTUHAMUKH, PETUCTPA,
a TakKe LITPUX Staccato (mpuMep 2). B cpas-
HEHMHU C 9TOX B3BUHYEHHOCTHI0 post factum
YTOYHSIETCS KOJIOPUT UHTOHAITUU IIepBOU
IIbeChl — II03TU3UPYIOIUH, UleaTU3UPYIO-
MU,

VHTOHAIIMOHHOTO KOHTpAacTa SBHO
He XBaTaeT B IIIyMaHOBCKOM «KapHaBase»
op. 9, 0CHOBHAasA 'YMaHUCTHUYeCKas ujes Ko-
TOPOTO, II0 3aMBICJIy aBTOPA, AOJDKHA OblIa
BOIUIOTUTLCA B $HHase. Meylogus CTapyuH-
HOI'0 HEeMEeIIKOr0 IIYyTOYHOIO0 CeMEeMHOIO
TaHIa GrofSvater, Ha KOTOPYI0 0COO0 yII0BaJI
[IlyMaH, II0 CIIpaBeAJUBOMY 3aMedyaHUI0
B.A. IlykkepMaHa, He CTajia UeMHOU aH-
TUTe30U TpuyMbaIbHOU TeMe JaBU/ICO0H-
IJIepoB, CUMBOJIOM Bpakge6Hoi Illymany
HUJIe0JIOTUH, U JasKe MOKeT BOCIIPUHUMATh-
Cs Kak IlapaZHoe IlleCTBUe IIIyMaHOBCKUX
eIMHOMBIIIJIEHHUKOB [1, c. 426]. 31ech HeT
CMBICJIOBOTO ¥ KaHPOBO-CTUJIEBOIO BOJ0-
paszesia MeXXy MHTOHaIUsAMHU, IIpU3BaH-
HOI'0 XapaKTepusoBaTh aHTaroHUCTHUYe-
CKHe CHJIBI, & IIOTOMY HeT SIPKO BBIpa’keH-
HOT'0 OTPUIIATEJIbHOT0 U II0JI0XKUTEJIHLHOTO
I10JIF0COB. /lo6aBUM, YTO U Jpyrue ciaydau
anesurAnuy IlllymMaHa K IlaTprapXajabHOMY
TaHIy Grofivater B puHase rukia «baboy-
KU» Op. 2 U nbece «3umMa II» u3 «Aibb6oMa
IJIs FOHOIIeCTBa» Op. 68 JIMIIIeHbl CeMaH-
TUKU OCMeSHUs U HelIpUATUSA apXau4yHOU
TaHIleBaJIbHOM Mo/iesIx. [IosTOMy IIPOTHUBO-
peyrie IyOIUITUCTHYECKH OCTPOH IIporpam-
Mbl «KapHaBajsa» ¥ 3CTeTUYECKUX YepT
HUHTOHAITMOHHOIO CTPOS IIPOU3BeleHUs
HacTpauBaIT Ha IIOUCK WHBIX 00 bICHEHUN
XY[07KeCTBEHHOM KOHIIEIIIIUU IIPOU3Be/ie-
HUS, OTJIMYHOU OT 06IeIIPUHATOMN.
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Tak ’ke, KaK 1 ’)KaHPOBO-CTHJIEBBIE, 3CTe-
TUYeCKHe CBOMCTBA OOpallleHbl K OIIBITY
ciayiiarteads. OQHAKO eCJIH >KaHPOBO-CTHU-
JIeBble IIPU3HAaKHU J0CTaTOYHO KOHKPETHBHI
U B TBOPYECKOM IIPAKTHKE JOBOJIBLHO YCTOM-
YUBBI BIUIOTH JI0 TOTO, YTO KPHUCTALIU3YIOT-
¢ B GOpMyJIbI-3HAKU COOTBETCTBYIOIIET0
JKaHpa WX CTHJIA, TO 3CTeTUYeCKHe CBOM-
CTBa B 3HAUYHTEJLHOM CTEIIeHH KOHMEK-
CMya/tbHbl, 3aBUCUMEL OT BCeX JIPYTUX CTO-
POH TeMaTHYeCKOro MaTepuaJsa, IIpexie
BCEro — OT ero YKaHPOBO-CTUJIEBOU IIPHUHA/I-
JIe;KHOCTH. IIprMepoM 3aBHCHUMOCTH 3CTe-
TUYECKHUX CBOHCTB OT KOHTEKCTa MOXKeT
IIOCIYKUTH IIeCHs B TBOPUYECTBE aBCTPUU-
CKHUX KOMITIO3UTOPOB XIX Beka. B My3bIke
[ly6epra, lllymaHa, Bosbda ImmecHd KOH-
[IeHTpUpPYyeT BaKHEHIIIMe 3CTeTHYeCKHue
ujeasssl POMaHTHUKOB, pacrojaraeT K CBO-
060JHOMY CaMOBBIpa’KeHUI0 XY 0KHHUKA,
CKJIOHSET K JOBEPUTEJIbHOMY, HCKPEeHHEMY
OOIIleHHI0 aBTOpa C ayAUTOpPHEN. A BOT Te
’Ke MTHTOHAITUU B CUMOHUYECKON My3bIKe
MaJtepa HepeAKO 06peTal0T I'POTECKHBIE
ouepTaHUsA, CTAaHOBICH IIPOBOJHUKOM KO-
MHYeCKOro HayvaJa.

CkasaHHOe CBHJETEeJLCTBYeT O TOM,
YTO KOMIIO3HUTOP YIIpaBJIgeT 3CTeTHYeCKH-
MH CBOMCTBAMH MHTOHAIIHH, YTO OH B CO-
CTOSTHUHU I10JIaTh €€ 1107 HY>KHBIM eMY YIJIOM
3peHus. [yig aToro TpebyeTcs TIaTeIbHas
IpopaboTKa CpefiCcTB MY3bIKaJIbHOM BbIpa-
3UTEJIbHOCTH, B UeM 0COOEHHO HY>K/aeTCs
3aMMCTBOBAaHHBIM MaTepuas. Tak, ILId-
coBasg Mesionusa «KamMapHUHCKOM» IIpU 3a-
MeJJIeHUH IBHKeHUsI, COOTBETCTBYIOIIeH
rapMOHH3aIlMU U OPKeCTPOBKe IIepepo-
ouiachk B artopeo3HO-TepOruYeCcKU Maplil
B yBepTHOpe K onepe «IIéTp Besmukuin» I'pe-
TpH. TaHIleBaJIbHAasA TeMa K3 BCTYIIEHUS
K «PurosierTo» Bepy HpOHHUYECKHU IIepe-
OCMEBIC/IeHa XHUHJIEeMUTOM IIOCPeICTBOM
IlepeHeceHUs B HU3KUM PerucTp B IIbece
«KomMmapHbBIM cOH. PurosierTo» us ¢opre-
IIHUaHHOIO ITUKJIa «Houblo». B mmpesrogun
op. 34 Ne 6 [ITocTakoBHUYa IIpeyBeJINUeHHOMU
MaTeTUKOM MHTOHAIIUHU (CKauKaMU, T1CCO-
HaHTHBIMU CO3BYYUAMH, OpaBypPHBIMH II1ac-
ca’kaMH, IIOCTOTHHBIM MapKaTHPOBAHU-

€M) B MHOTO3HAaYUTeJIbHON TOHAJIBHOCTHU
hmollMacTepcKu TapoAUpyeTCcs HecaakeH-
HBIN OpKecTp, 6e3yCIIelIHO IBITa0IUNCA
CIIPABUTBLCSA C TOP>KECTBEHHBLIM MaplileM
(mpumep 3). B [lepBoii cuMmpoHuu IITHUTKE
U3MeHeHUEM MeJIOJUKO-TapMOHUYECKUX
OCHOB JIOCTUTraeTCs I'POTEeCKOBO-CHUKA-
I0lllee MCKa’keHHe TeMbl IIOIIeHOBCKOIO
TpaypHOro Mapiia, eé HU3BeJeHHUe [0 IIa-
POAUIHO-YIMYHOI'0 UCIIOJIHEHUS [yXOBbIM
OPKeCTpPOM.

He cienyeT 0XXHAaTh OT MY3bIKaJb-
HOUW MHTOHAIIUU €€ 3CTeTHUYEeCKOU OTHO-
3HAYHOCTHU U NIPSIMOJIMHENHOCTU. 3/1eCh,
KaKk U B CeMaHTHUYeCKOM, >KaHpPOBOM
U CTHUJIEBOM paKypcax, MOKeT JIeMiCTBOBATh
IIPUHITUII MHO203HaAWHOcmu. TOHKas HI0aH-
CUPOBKa OTTEHKOB 3CTeTUYECKOI0 Kaye-
CTBA, €r0 PasMbITOCTh, IBOMCTBEHHOCTS, €r0
II0CTeIIeHHOe YCHUJIeHH e UJIU HUBEJIUPOBKA
B MHTOHAI[MOHHOM IIpollecce — BIIOJIHE
HOpMAaTHUBHBIE gBJIeHUd. /la U KakK 000M-
TUCh 6e3 0OJJHOBPEMEeHHOI'0 B3aUMO/0II0JI-
HAIOIIETr0 eIMHeHUs IIPeKPacHOoro (IIpocTo-
IO, ICHOTO0, eCTeCTBEHHOI'0, COBEPILIEHHOTO)
U BO3BBIIIIEHHOTO (6J1arofapsi X0Ja04HOBa-
TOMY TeMOpy ¢JieliThl) B U3BeCTHOU «Me-
gJopun» U3 «Opdesa U IBpUAUKU» [JIr0Ka,
Tparu4yecKOoro W BO3BBIIIEHHOIO (M3-3a
«UHCTPYMEHTAaJbHBIX», OTCTPAaHEHHBIX
0T «KHBOIO» YeJIOBeKa 4YepT MeJIOJHU-
K1) — B apuu AsnbTa Ne 47 Erbarme dich
(«CocTpapmaro Tebe») us «Crpacreii mo Mart-
¢ero» Baxa, Tparuueckoro (Irada) u Ipe-
KpacHOro (COorpeTroro TeIIOM >XeHCKOIO
rosoca) — B apuo30 MaTepHd U3 KaHTa-
Thl «AslekcaHzp HeBckuii» IIpokodneBa;
6e3 1mocyie0BaTeJIbHOTO YIJIybJIeHUs Tpa-
ruyeckoro B IIpesroguu e moll op. 11 Ne 4
CxpsibuHa; 6e3 MOJTHMEHOCHBIX KpaTKOBpe-
MeHHBIX BCIIBIIIIeK KOMUYEeCKOI'0 B psfie My-
3bIKaJIbHBIX 00pa30B l'atigHa?

Kak M»I y6erxaeMcs, BEIsIBJIEHHE 3CTe-
TUYEeCKUX CBOWCTB MHTOHAIIUU YpPE3BHI-
YyalilHO Ba’KHO: uepe3 HUX oboraiaercd
eé ceMaHTUKa. [Ipu 1moMoIu HajeJlIeHUsS
UHTOHAIIUU 3CTeTHUYECKUMHU CBOMCTBaMU
B HEM pacCTaBJIAIOTCS OLleHOYHBIe aKI[eHThI
U 3aKJIaZpIBaeTcsd QyHAaMeHT BOIUIOIeHUSA
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aBTOPCKOI'0 OTHOIIIEHUs Ha 60J1ee BEICOKUX
— 00pasHo-Xy[0’)KECTBEHHOM U HUJIeHHO-
KOHIIEeNITyaJIbHOM — YPOBHSX COZleprKaHUs.

/ipaMmaTypruyeckue CBOMCTBa

PaHee MbI TII[aTeJIbHO, OY/ITO 10 MUKPO-
CKOIIOM «PacCMOTpeJIU» pasHble CTOPOHEI
MY3bIKQJILHOM MHTOHAIIUU — e€é ceMaHTU-
YeCKUH, )KaHPOBBIN, CTUJIEBOH, 3CTeTHUYe-
CKHUU IIOTeHITWaJI — U TeM CaMbIM 0UePTUIN
eé 06/tuK. OgHAKO UYTOOBI IPHUOOPECTH CBOIO
IIOAJIUHHYI0 3HAUUMOCTD JJId CAyIIaTess,
BOUTHU B CUCTEMY XyA0>KeCTBEHHBIX 00pa-
30B MY3BIKaJIbHOT'O IIPOU3BeeHUs, UHTO-
Halys JoJ/DKHA OBITh BIIMCAaHa B IIpOIlecC
pasBepThHIBAaHUS MY3bIKAJbHOTO IIEeJIOTO.
ITporjecc mocTerieHHOro CTAaHOBJIEHU U B3a-
UMOJIEVICTBUS XYy/A0KeCTBEHHBIX 00pa3oB
COCTaBJIsIET MY3BIKaJIbHYIO ApaMaTypruio,
IIpoliecC CTaHOBJIEHUS U B3aUMOIEUCTBUS
MY3bIKaJbHBIX HHTOHAIIUU — UHTOHAIIU-
OHHYI0 IpaMaTyprui0. BKiItouéHHas B Hero
UHTOHAIIWS peausyeT CBOU JApaMaTypru-
YyeCKUe CBOMCTBA, 0O0HapyXHUBAIOIHeECs
IIPU PasBUTUHU UHTOHAIIMU U COOTHECEHUU
UHTOHAIIUU APYT ¢ Apyrom. CiiexoBaTeslb-
HO, ApaMaTypruyeCKUM acleKT aHaausa
IepeMeliaeT akIieHT C CaMOJ0CTaTOYHOMU
UHTOHAITUU Ha CIIOCOOBI eé caMOpa3BUTHUA
WJIU B3aUMOOTHOIIIEeHHe HHTOHAIIUM.

[IpITasiCh IIOHATH IIOBEIEHUECKHUE CBOM-
CTBa WHTOHAIIUU B JpaMaTypruyecKoM
pasBopoTe XyI0KeCTBEHHOU MBICIU, BOC-
II0JIb3yeMCSI IBYMS MeTOJ0JIOTUUYeCKUMU
IIO/ICIIOPbAMHU. IlepBoe U3 HUX 3aKJ/II0YaeT
B cebe yueHue 0 My3blKAAbHOIL pumo-
puke, opMUpoOBaBIlleecs MY3bIKaJlbHOU
Haykou XVII-XVIII BekoB (M. MepceHH,
A. Kupxep, . MaTtTesoH, U.1. KBaHir). B ero
paMKax BbI3peJsia Hjiesd 0 «pUTOPUYECKON
TUCIIO3UIIUN» — I10CJIe[0BaTeJIbHOCTU $as,
KOTOpPbIe IPOXOAUT MY3bIKAJIbHO-TEMATH-
YeCKHUH IIpoIiecc.

MysbIKaslbHasg pUTOPUKA He BbIpaboTa-
Jla eJUHOM TeOpUU OUCIIO3UIIUU MaTepU-
ajia, KOJIM4eCTBO U Ha3BaHUA ApaMaTyp-
TMYeCKUX eJUHUI] B pPasHbIX YUeHUIX Ba-
prupytorcs. Haubosiee pacnpocTpaHéHHas

MOJieJIb IIPOJBIIKEHUSI NHTOHAITMOHHOTO
MaTepHaJia BKJIIO4Yasa B cebsl ciefyrolue
sTtansl (mo M. MaTtTe3oHy [2]): exordium
(«BCTyILIEHME U Ha4yaIo MeJIOAUH, ITie OJI-
HOBPEMEHHO [O0JIKHBI OBITh II0Ka3aHBbI
IeJib ¥ OOIIHH 3aMbICesi»), narratio («co-
ob11eHMe, pacckas, I7ie U3JI0KeHa TO4YKa
3peHMs Ha IIpe/ICTOsIIee U ero CBOMCTBa»),
propositio (0CHOBHOe U3JI0’KeHHe — «KpaT-
KOe cofepKaHUe MU Iejb 3BYKOBOM
peun»), confutatio (paspelieHre Bo3pake-
HUH, «B MeJIOJUH MOKeT ObITH BhIpakKeHO
Yepes3 CBSI3KU WJIH BBeJIeHHe U OIIpOBEPIKe-
HUe 4y’KepOoAHbIX 3JIEMEHTOB»), confirmatio
(3akperuieHue coobiieHus), peroratio (3a-
KJIIDUeHUe 3BYKOBOU peyun).

[Toka>keM HWHTOHAIIMOHHO-ApaMaTyp-
TUYeCKYI0 YIIOPS0YeHHOCTh Ha IIpUMepe
IByXroJyiocHou nHBeHIMHU d moll 1.C. baxa.

HauasnbHble 4 TaKTa IIbeChl C OJHOTO-
JIOCHBIM, a 3aTeM 0oJiee IJIOTHBIM H3JI0-
’KeHrueM UHTOHAIJMOHHOIO s7pa, CKopee
BCero, 06 befUHAT c06010 dasnl exordio
U narratio (mpuMep 4). C 5 TakTa UgeT AJIU-
TeJIbHOe U3JIOJKeHUe (proposition) ¢ 06CTos-
TeJIbHBIM II0Ka30M I10JIMPpOHUYECKOU TeMBI
B pasHBIX JaJ0TOHAJBHBIX «OJeTHUIX».
Ha 1. 38-43 nIpHUXOAUTCS OIIPOBEpPrKeHUEe
(confutatio) ¢ BeIpasuTeJIbHBIMU MEJIOAU-
YeCKHMH MHTOHAIIUAMHU B HHDKHEM (T. 38),
a 3aTeM BepxHeM (T. 42-43) rosocax, IIOJ-
BO/IIllee K OCHOBHOM TOHAJILHOCTH (IIpHU-
Mep 5). lajiee cieyIOT BO3BpaT OCHOBHOM
TeMBbl B IJIaBHOU TOHAJILHOCTU B T. 44-48
(confirmatio) 1 KajaHCOBO€e 3aKJIOYeHUE
(peroration).

BapuaTUBHOCTL PUTOPHUYECKOM [HC-
IIO3UIIUU IIPOSIBJISIETCS He TOJIBKO B TOM,
4TO B TBOPYECKOM IIPAaKTHKe II0JBEPraroT-
Cs1 IIepeCMOTPY U KOJIMYECTBO ipaMaTypru-
4eCcKHUX ¢as, U UX CyIIHOCTh. BapruaTUBHO
TaxKe opopmiieHHe ITUX pa3 (BOSMOKHBI,
HaIlpuMep, CIUIHUA pas, UX JUCIIPOIIOPIIH-
OHAJIbHOCTh). I3MeHUMBO U UX COOTHeCe-
HUe C YaCTAMM KOMIIO3UIIUHU (COBIIa/leHUA
¢daspl U 4yacTH, paclpocTpaHeHUue OJHOU
¢$asbl Ha HeCKOJILKO YacTel WiIr, Ha060poT,
OXBaT OJJHOM YacCThIO [IBYX JpamMaTypruye-
ckux ¢as). TeM He MeHee pUTOpUYeCcKas
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IUCIIO3UIINA II03BOJIsI/Ia OPraHM30BaTh UH-
TOHAIIMOHHBIN IIpOoIlecc, HalpaBdsd JBU-
’KeHHe MBICJIH I10 00IIeIOTUYEeCKON KaHBe
«UMIIYJILC — PasBUTHE — 3aBepIIeHHe»,
U TaKUM 00pasoM — IIOLUUHUTH ero 06-
IITYM 3aKOHAaM JIOTHKH.

[ToMUMO PUTOPHUUYECKOU TPaeKTOPUHU
«II0BeJIeHUsI» MY3BIKaJIbHON WHTOHAIIUH,
K HeMy IIPUMEeHHM U JPYrox HHCTPYMEHT
II03HAHUSI — MUNO0/A02USt UHMOHAUUOHHOLL
dpamamypeuu. 31eCcb TOXKe HaKOILIeH He-
MaJblfi OIBIT. OOIeM3BeCTHBIMU [TaBHO
CTaJIkd IIOBTOP, BapHaIlMOHHOCTh, BapH-
aHTHOCTb, TpaHCGOpMaI¥sd UHTOHAIIUU.
Kpowme Toro, B.B. AcapbeB yKasay Ha UH-
TOHAIIMOHHBLIN KOHQJIUKT U UHTOHAIIU-
OHHO€e CKBO3HOe nericTBue. B.H. XosommoBa
Ha3pIBaeT COIIPsSOKeHHe, TOUHBIN II0BTOP,
U3MEeHEHHBIN II0BTOP (BapHUAaIMOHHOCTS,
BapHUaHTHOCTB, TPaHCHOPMAIIHIO, IIOJIH-
¢oHHUYeCKOe pasBUTHE), MOTUBHYIO pas-
paboTKy, IIPOU3BOLHOCTb, TeEMaTHUYeCKoe
cuenyieHue; JILA. Masejlb — peIpHU3H-
poBaHHe U CBOOOJHOe pasBepTHIBAHUE;
B.B. IIpOTOIIOIIOB — MHTOHAITUOHHOE IIPO-
pacTaHue (BapbHUpOBaHHUE IIPOJO/KEHUN
OJHOTO0O WHTOHAIIMOHHOIO fg1pa), TeMa-
TUYeCKOe pasBEépThHIBaHHUE, pa3paboTKy,
IIPOU3BOJHEIN KOHTPACT, COIIOCTaBJIEHHE;
B.II. Bo6pOBCKUII — pa3BUTHE U pPasBép-
ThIBaHUe, II0Jpasesdrlnuecs Ha BULL,
B.M. fIpyCTOBCKMN — HHTOHAIMOHHOE
IIpor3pacTaHue (CoBIlazarlee ¢ acapbes-
CKUM «CKBO3HBIM JleHiICTBHUEM»), BTOpXKe-
HUe, IIPOTUBOIIOCTABJIEHHE, PE3KYI0 CMe-
HY MHTOHAIIMOHHBIX IIJIAHOB, B3AUMOIIPO-
HUKHOBEHHEe KOHTPACTHBIX MHTOHAIIUMH,
O.B. CoK0JI10B — pacxo’KieHue C TOKAeCTBOM
U CBeJleHHe K TOXKAecTBY; B.A. IlykkepMaH
— CKBO3HYI0 BapuaHTHOCTE; 10.H. TrosmmH —
IIPOJIOJDKEHHOE pasBUTHE U T. [I.

PasymeeTcs, mécTpoe pasHopeuue HY-
JKIjaeTcsl B HeKou yHUPUKauu. HeCKOJIbKO
yIpolas ¥ YKPYIHAsI KapTHHY, «CHUMasi»
CUHOHUMUYHOCTE B HAMMEHOBAaHUH IIO-
X0XKHUX U JTa’kKe COBIIQJAIOIUX MHTOHAIIU-
OHHBIX (eHOMEHOB, IIpeAIIPUMEM CJIENYIO-
ILIIYI0 CHCTEMAaTH3AaIlHI0 [paMaTyPruuecKux
Mojfesed. B 11eJIoM OHHU TPYIITHUPYIOTCSA

Ha MOJeJId, BOSHUKAOIIUe IIPYU CTaHOBJIe-
HUU OJHOM WHTOHAIIUU U — 00pasyroIu-
ecs IIpU B3aMMOJENCTBUU [IBYX UJIU He-
CKOJILKUX WHTOHaIuu. Kakgasa us rpynn
BKJIOYaeT B ce6s1 pa3HOBUAHOCTU.

CTaHOBJIEeHHE e0UHCMEeHHOlU WUHTOHA-
UM MOJKHO YCJIOBHO [eTaJHU3UpPOBATh
Ha TaKye BUJbL, KaK II0BTOP, BApbUpPOBaHUE
U TpaHChopMaIius.

IToemop — mipocTeuIias Mojesib. HemHoO-
rOYMCJIEHHbIE IIOBTOPHI YOeIUTeIbHEI B Ha-
JaJbHBIX Pasax moKasa MHTOHAIIUU. MHO-
rOKpaTHBIe JKe, CUCTEMHEIe ostinat’Hble BO3-
0OHOBJIEHUS [1eICTBEHHBI JIJIS1 JOCTH KEHUS
BIIeyaTJeHUsI HaCTOMYUBOCTH, HaCTyIla-
TeJIbHOCTU, HeOTBPaTUMOCTH (31130 Ha-
mectBus U3 VII cumponuu lloctakoBuua),
IpaMaTu3aliu (B COHaTHBIX pa3paboTKax),
MeJUTUPOBaHUs, IIPOCTPaIiuH (CIieHa 6e3y-
mud JIT00KH, IIOCTOSTHHO TBepadlei «Her,
TO He Bacuiék» us omnepsl «CeMéH KoTko»
[IpokopbeBa, 6€CKOHEUHO II0BTOpsSIeMoOe
xX0opoBoe «ITuTH, MUTU» B ClleHe Opeia YMU-
parolero KHa3s1 AHpes U3 oIlepsl «BoiiHa
U Mup» [Ipokopresa).

BapvuposaHue (M3MeHEHHBIX IIOBTOD)
— IIHpoYauImuM o6pas3oM pacrpocTpa-
HEHHas [IpaKTUKa I10CTylaTeJIbHOIO IIPo-
OBUKEHUS MY3blKaJIbHOW WHTOHAIIUU.
CoxpaHeHUe OJHUX CTOPOH WHTOHAIIUU
U OJHOBPEMEHHOe U3MeHeHUe IPYTUX TauT
B ce0e 60JIBIIION ITOTEHITHAJ BHIpasuTeb-
HBIX BO3MO>XHOCTEMN.

Tparncpopmauyus (metamopdosa) — cy-
LIeCTBEHHOe IIpeobpa3oBaHue MHTOHAIINH,
3aTparuBarolliee eé ceMaHTHUYeCKOe spo.
[Tox TpaHCPOpMAILUIO IIOAIIALAOT MHTO-
HaIlMOHHOE «BbIBeJleHUe» TEMBbI II000YHOM!
HapTUU COHAaTHOU GOPMBI U3 TEeMBHI IJIaB-
HOM MapTHUH IIPU IIOMOIIU IIPOU3BOJLHOTO
KOHTpacTUPOBaHU4 (TpaJUIIs, yCTaHOBUB-
I1asiCs y BEHCKUX KJIACCUKOB), MOHOTEMA-
TUYeCKHe IIPOIlecChl 06pa3soBaHUS HOBBIX
TeM (TpuyMdasbHO-MaplileBoe 3By4YaHUe
ObIBIIIE} II0OHaYaly TPeleTHO-TUPUYeCKON
TeMBbI II060YHOU IapTUU B penpuse «IIpe-
JIIOA0B» JIKuCcTa, 3KCTaTUYHO-allopeos3Hoe
— UHTUMHO-JIUPUYECKUX TeM B IlepBoli
u Tpetbeit 6asuiagax [lorieHa, rPOTECKOBOE
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HCKaKeHUe TeMbl BO3JII00JIeHHOU B QpUHa-
Je «daHTacTUYecKor cuMboHUun» bepiro-
3a). Cepb€3HOe U3MeHeHHe CEeMaHTUYeCKOMU
OCHOBBI MHTOHAITUU HepeaKo o6opayuBa-
eTCs aHaJIUTHYeCKOM IIPo6I1eMO: CUUTATh
JIU IIPOUCXOJSIIIee 3BOJIIOIMEN OJHOM U TOU
’Ke MHTOHAIlUU WIU >Ke KOHCTaTHUpPOBAaTh
BBI3peBaHUe HOBOU.

B3aumopgenicTBue 08yX HUJIHA HECKO/lb-
KuX UHTOHAIIUU NaéT ciaeAyrollivie BUJbI.
B 3aBUCHMOCTHY OT MeHbIIIeN WU 60JIbIIIel
CTelleHU OTJIMYUSA UHTOHAIUN nuddepeH-
[IUPYIOTCA UX COIIOCTaBJIeHUe WU IIPOTH-
BOIIOCTaBJyieHUe. Conocmas/ieHue — CocCy-
I1eCTBOBaHUE [BYX WM HECKOJbKHUX [0-
BOJIBHO IIOX0’KHUX HHTOHAIIUMU (TakKue
OTHOIIIEHUS YCTaHaBJIUBAIOTCS, HaIIpUMep,
MeXX/ly TeMaMU B IIbecaX, IIOCTPOeHHBIX
B IIPOCTHIX $OopMax), B TO BpeMs1 KaK npomu-
gonocmae./ieHue — COCyIlleCTBOBaHUe KOH-
TPaCTHBIX MHTOHAIUU (CKaXkeM, IIpU BHY-
TPUKOHTPACTHOM CTPOEHUU TeM IJIaBHBIX
IIapTUH B COHATHBIX allegri BeHCKUX KJlac-
CHUKOB).

Eciiv B3TJISHYTH Ha B3aUMOJ[eICTBYE UH-
TOHAIIUH C TOUKH 3peHUs IIPOCTPAHCTBEH-
HO-BpeMEeHHBIX 00CTOSITeNbCTB, TO IIPOPU-
CYHOTCSI TOPU3OHTAJIbHOE, BepTUKAJIbHOE
U [UuaroHaJIbHOe (4epefoBaHME) UX pac-
IoJIoKeHue. I'Opu3oHmMa/ibHoe BBITJISATUAT
KaK JIMHeMHoe II0CjIeJOBaHue MHTOHAIU-
OHHBIX COOBITUU B UX ITOTOKe. [TocTynaTesib-
HOe, JIOTUYHOe IIPO/IBMYKeHNe 0T OJHOM UH-
TOHAIIUU K IPYro¥ IIpOrpaMMHUpPYIOT COO0I0
IIepHOo/; HeIIOBTOPHOIO cTpoeHus («Hop-
BeXXCKHU TaHell» A dur op. Ne 2 ¥ poMaHC
«B yesHe» I'pura, poMaHC «ByafibIko THEN
MoOUX» JJaproMBIXKCKOI0), IIpocTast popMma
(atrog E dur op. 10 Ne 3 IllomeHa, «IlecHs
6e3 cioB» Ne 6 g moll MeHziesIbCOHa, apusd
OHeruHa «Korma OblI >KH3HBb JOMAaIllHUM
KPYTOM...» U3 onepbl «EBreHUN OHETHUH»
YalKOBCKOTr0), CJI0KHasA popmMa (0CO6eHHO
C TPHUO), ostinat’Hble U CJI0KHbIe BapHUalliu,
¢dyra Ha IBe U HECKOJILKO TeM, [IUKINYe-
ckasg ¢opMa. OTKpHITa [IJIs1 COIIOCTaBJIeHUMN
U 0C0O6EHHO IIPOTHUBOIIOCTAaBJIEHUUN HUHTO-
HaIlu¥l coHaTHas1 popMa — K HUM pacIio-
Jlaral0T MHOTOTeMHasl mapTus (rjiaBHas

naptus ¢uHasa TpeTbero GpopTrervaHHO-
ro KoHIlepTa d moll PaxMaHMHOBA), CMeHa
IIapTHUH B 3KCIIO3UITUU WUJIU pellpuse (KOH-
TpacTHOe I10CJIeloBaHMe TeM IJIaBHOM U I10-
O004YHOM IMapTUH U Jajsiee 6eCKOHTPaCTHOE
— II000YHOM U 3aKJIHYUTEJIbHOUN ITIapTUN
B VBepTiOpe K «CeBUJIBLCKOMY ITUPIOJIbHU-
Ky» PoccuHN).

BepmukaabHoe pacIiosio)KeHue 03HayaeT
OJJHOBpPeMeHHOe (B 60JIbIIIeH CTelIeHU IIpo-
CTPaHCTBEHHOe, UeM BpeMeHHOe) UX coe-
ouHeHHe. TaKkoBOe BO3HUKAaeT B COHATHBIX
paspaboTkax (B IepBoOii yacTu GpopTeIraH-
HoM CoHATEI Op. 2 Ne 2 beTXOBeHa MOTUBEI
U3 TeMBbl IJIaBHOM IIapTHUM IIPOaKKOMIIa-
HUPOBaHbI QUIYpPaLUIMHU U3 TeMbI I1000Y-
HOM IIapTHUH), IIPHU COBMECTHOM 3By4YaHUU
aBTOHOMHBIX MY3BbIKaJbHBIX TeM B CHUH-
TeTUYECKHUX pelnpusax U KoJaX COHATHBIX
KOMIIO3UITUM, B MHOTOTEMHBIX BapHaIlUaX
U MHOTOTEMHBIX Qpyrax, B OIlepHBIX CIleHaX
(arHcamb6sb U3 I kKapTUHBI «EBreHus1 OHeTH-
Ha» YalKOBCKOIO C OJJHOBPeMEHHLIM CO-
BMellleHHeM apr03HOM MHTOHAIIUU AyITa
TaTbgaHBI ¥ OJIBTH € TEKCTOM «CIIBIXaJIH JIb
BBI» — U peUUTaTUBHOM «BBI OBLJTH MOJIOIBI
TOrJa» B fuaJsiore JlapuHou v HaHn).

JAua2oHa/ibHoe pacIloIo’KeHHe BEICTpan-
BaeTcs IIPU IIOCTOSITHHBIX ITepeKII0YeHUAX
U3 OJHOM MHTOHAIIMOHHOU cdepsl B Ipy-
I'yI0, TO eCTh YepeloBaHUU. )KECTKO BRIZEp-
JKHUBaeMBblIll IIPUHITUII IIepeXo/ia 0T OJHOM
UHTOHAIIUU K IPYroi IIpakKTU4YecKUd 06be-
OUHSeT U JIHHeHOoe (BapbUPOBaHHOE) IIPO-
IBYDKeHIE MBIC/I, ¥ KaK OBl ero paclierwie-
HHe Ha [IBa O[{THOBPEMEHHO TeKYIIUX UHTO-
HaIMOHHBIX ITI0TOKA. Ero 6yKBeHHas cxeMa:
aba b a®b?a®b’®urT. i SIpKui obpaseis
yepeoBaHUA [IBYX KOHTPACTHBIX HHTOHA-
IIUH, CUCTeMAaTHYeCKH IIepeKJII0YaroIero
CIylIaTess U3 OJHOIO IIaHA B APYIroM, —
npeca Ne 6 U3 «Ilo)KeJaTeBIIUX CTPaHUI»
H. MsckoBckoro.

MuHHaTIOpa OTKPBIBAETCS IKCIIO3UIIH-
el IByX OUeHb KOHTPACTHBIX MHTOHAIUM.
B 11iepBOM U3 HUX — 3BOHKOM, pUTMUYECKHU
HEepBO3HOH, TPOMOIJIACHOM, XpOMaTHYeCKHU
OCTpOM, 6e3ylep>KHO CTPEMUTEJIbHOU —
CJIBIIIIATCSA MapKaTUPOBaHHbIE TPEBOKHbBIE

126



MKOHMU. 2022. Ne 1 @g

JlekTOpcKast TpubyHa

«Tpy6HBIE» CUTHAJIBI-IIPU3BIBEL. /lpyrasd,
IIpe3eHTyIOIas pasbpocaHHble 110 Kpau-
HUM perucTpam IIpPUIIyIIEHHEIe 3aTOPMO-
JKeHHble MUHOPHBIE TPe3BY4Hs, HaJleJleHa
CEMaHTHUKOM TaUHCTBEHHOCTHU U BBDKHU/A-
TeJIbHOCTH. OHA AUCTaHIIUpPOBaHa OT IIep-
BOM U IIPOCTPAHCTBEHHO (BBIILIBIBAET OTKY-
Ila-TO M3JajieKa), U BpeMeHHO — IIPOTUBO-
CTOUT I1apOCHOCTH COBPEMEHHOCTH CBOEU
apXan4vyHOMU CTaTyapHOCTBIO (IIpUMeD 6).

B TpéxKpaTHOM IIPOTHUBOIIOCTaBJIeHUU
UHTOHAIIMOHHLBIX chep a U b pasBEépTHIBa-
eTcs KOJIJIU3Us, B KOTOPOH IlepBast UHTO-
HallMoOHHAas cdepa BOCIPOU3BOJUTCI He-
H3MEHHO II10 IIPUHIIUITY II0BTOpa. Bropasa
JKe, BapbUPYICh, paspacraercs, IIpU 3TOM
OHa IIPOXOJUT TaKHe CTaJUuU CBOEH 3BO-
JIIOITUY, KaK >KaHPOBOe CaMOoOoIIpe/ie/IeHue
(ackeTHUYHOE XOpaJIbHOe IIeHUe BO BTOPOM
IIPOBeJIeHUH) U oboraleHrue XpoOMaTHUKOM!
C 30HaMH II0JIMTOHAJIbHOCTH (B 3aBeplla-
I0IlleM 3By4aHUU). [IOCKOJILKY aKI[eHTU-
pOBaHHasA XpOMaTHUYHOCTD IBHO IIepelia
B Heé U3 IIepBOM MHTOHAIIMU, MOXXKHO KOH-
CTaTHUPOBATh, UTO QHTUIIOABI COTU3UIUCE.
BOT TOJIBEKO iep3Koe, IIIYMHOe, KPUKJIUBOE
OCTAaHOBUJIOCH Ha IIpejiesie MCXOJSHOH IIa-
¢oCHOCTH, a apXauyHOe 0Ka3aJIoCh IT0aT-
JIMBO K PasBUTHIO (BApbUPOBAaHUIO U TPAHC-
$OpMHUPOBAHUIO), TO eCTh — 60Jiee JKU3He-
CIIOCOOGHO. B MHTOHAIIMOHHOMU [paMaTypruu
IIbeCHI IBHO IIpOCMaTpHUBaeTCsa 3CTeTHYe-
CKOe Kpe/io KOMIIO3UTOPa, yTBep KaaeMoe
U IPYTUMHU ero oIlycaMH, — OTKPBITOCTH
K HOBall¥sIM IIPU COXpPaHEeHUU Tpajullui
IIPOIILJIOTO.

[ToMuUMO IIpUBENEHHOIO IIpUMepa, ABY-
IIJIAHOBO MHTOHAIIMOHHO-JpaMaTypruyue-
CKOe pelleHHe BcTymieHUs K «EBreHHIO
OHeruHy» (TpeleTHbIe CEKBEHIIHUU II0CTO-
SIHHO IIpepBIBaI0OTCI HEYMOJIUMBIMU «POKO-
BBIMU» KaJlaHCOBBIMHU 060pOTaMM) U Haya-
J1a IV xapTuHs! «[ITuKOBOM faMbl» YalKOB-
CKOI'0, OPKeCTPOBOro Hayasa I KapTUHEI
IV geticTBUA (B clleHe y co6opa Bacuiausg
Byla)kKeHHOT0 MHTOHAIlUU «HACTOPOXKEH-
HOTO O’KUJaHUsI» YepeaylTCcsa CO «3BOHOM
KOJIOKOJIa», & 3aTeM I10C/Iel0BaTeJILHO U O/
HOBpPEMEHHO COIIOCTaBJILITCS C «KaJob-

HBIM CTOHOM»). /liaroHa/IbHO HallpaBJjIeH-
Has TpaeKTOPHUs HepeaKo BhIepP KUBaeTCsa
B IBOMHBIX Bapyaluax (Hanpumep, y l'aiz-
Ha, B cleHe CBajse6HOro 06psifa U3 OIepsl
«CHerypouka» Pumckoro-Kopcakosa). OHa
0CO0EeHHO II0JIIO6UJIaCh KOMIIO3UTOpaM
XX BeKa. 37iecb COIIOCTaBJIEeHUIO (IIPOTHU-
BOIIOCTaBJIEHHIO) II0/IBEpraeTcs MaTepuall
B BBICIIIEY CTeIIeHU JUCTaHIIUPOBaHHbINA —
OTJIMYAOIIUICA CBOM CTU/IEBOM OKPACKOM.
HarpuMep, B Iibece-riopTpere «JIrogMuia»
JleHricoBa u3 1uKJIa «CUIysThl» Oj1d GJieit-
ThHl YepeayITCSd IIUTUPOBAHHbIE MOTHUBBI
U3 IJIMHKUHCKOW apuu JIIOAMUIIBI U COO-
CTBEHHOM MY3BIKM HAlllero COBPeMeHHU-
Ka, 4TO II0[fUepKUBaeT UTPUBOCTH KaK OJHY
U3 Ba)KHEUIIIUX I'paHel TepOrHU.

CirengyrIUU KPUTEpUU aHaIM3a B3a-
UMOJIeVICTBUSA MHTOHAIIUU — HUX QYHK-
IIJUOHAaJbHAas1 3HAYUMOCTB, CTeIleHb HX
Ba’XHOCTHU. Mcxons U3 Hero, caenyeT yzo-
CTOBEPUTHLCA B pABHO3ZHAYHOCMU UJIUA He-
pPAasHO3HAYHOCMU UHTOHAITMOHHBIX cep.
ITocsiemoBaHKe paBHOLIEHHBIX WHTOHAIIUMN
— XOPOIII0 U3BeCTHAas CHOUTHAs TPaJUIIU.
CoBMecCTHOe, I1apasileIbHOe TeueHHe PaB-
HO3HAYHBIX MHTOHAIIMOHHBIX IIJIACTOB He-
pezxo 6bIBaeT HeOOXOUMBIM /IS PellleHUs
OIIEpHBIX CIleH (cyZbOOHOCHBIM KBapTeT
us III gevicTBU4A onepsl «PurosierTo» Bepay,
cOKyCUpOBAaBIINH IIpefaTebCTBO I'epIio-
ra, aauproBaHue MajaieHbl, CTpajaHue
JoKUIbABI U THEB PurosieTTo; perpusa Tep-
meta u3 III gerictBusa «KapmeHn» Buse c Be-
ceJio I1e0evyIMMH IbITaHKaMK U 0CO3Ha-
IOIIeM POKOBOE IIpeloCTepeskeHHe IJIaBHOM
repoOHHeN; ClleHa CBaTOBCTBA U3 «CeMéHa
KoTko» [IpokodreBa ¢ 0OJHOBpEMEHHO pas-
BOPAYMBAIOIIEMCSa B IBYX IIPOCTPAHCTBaX
CIOKeTHUKOM). /lMaroHajbHbIe IlepeMelre-
HUJ 110 PaBHO3HAYHBIM MHTOHAITMOHHBIM
IJIacTaM MBI yoKe pacCMOTpesiu Kak Jpa-
MaTYPTUYEeCKYI MOJesb «YepeJoBaHUe».
A BOT Ha [MaroHaJJbHOM TPaeKTOPUU UH-
TOHAITMOHHOTO IIpoIlecca IIpH HepaBHOILIEH-
HOCTH IJIAHOB OCTAaHOBUMCS U BBIZEIUM
3/1eCh YeThIpe ApaMaTyprudyecKue MOJeIn:
BTOp>KeHHUe, pelpusa U peMUHUCIIEHIHY,
JIEMTUHTOHAIUS.
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HHmoHayuoHHOe emopiwceHue — BHe3all-
HoOe II0sABJIeHUe B Oe3paszesIbHO Ilapslei
UHTOHAIIUOHHOM Cpejie 4y>KepoJgHOIo eu
MmaTepuasna. OHO HapyllaeT eCTeCTBeH-
HO-JIOTUYHOEe [JABHJ)KeHHEe MBICIIH, CJI0BHO
B3JIaMbIBaeT GOpMy USHYTPHU U «MeIllaeT»
el 3aBepIIUTh HaMeUeHHYI0 CTPYKTYpY.
[Tog06HOe IIPOUCXOAUT B MOHOJIOTE, IIpe-
pBIBaIOIleM MOTOPHUKY IIperofuu ¢ moll us
I roma WTK baxa, B r;1aBHOM napTui I yac-
TU «AIIIIaCCHOHATHI» beTX0BeHa B MOMEHT
pesKoro o6pylleHus IIIKBaJja IlecTHaAlla-
TBIX, B CepeHe III0IIeHOBCKOro HOKTIOpHa
¢ moll op. 48 Ne 1 ¢ HEO’)KUJAHHBIM I10SIBJIE-
HHEeM B 30He KaJlaHCUPOBaHUS YIporKaro-
IIUX XPOMaTHYECKHUX TPHUOJIEH II1eCTHaIIa-
TBIMH, B KOHIIe IIPOHU3aHHOI'0 JIACKOBLIM
CoJIHeuHBIM cBeTOM HokTropHa H dur op. 32
Ne 1 ITlorreHa ¢ «HeIIpeABUIEHHBIMU» «PO-
KOBBIMH» UMIIepaTUBaMHU U TParuyeCKUMHU
perIMKaMu IIOKOPHOIO JIMPHUYECKOIo re-
pos, a TaxkKe B ¢pasax caBura (csoma) B II0-
OOYHBIX ITAPTUAX KJIaCCUUYECKUX COHAaTHBIX
allegri.

Penpusa u pemuHucyeHyuss — B0300HOB-
JIeHUe paHee 3ByYaBIlleld HHTOHAIUU. X
passuuud CBeleM B CIIeIVIOIYI0 TaOIULLy:

Ha peMHUHHUCIIEHIIMH JIEKHUT IIedaThb
0Cc0060r0 CMBIC/IA, BOSHUKAIOIIET0 B COOT-
HeCeHUHU HACTOMILEero C IIpoiuuIeIM. Ilcuxo-
JIOTHYECKHUMH CHUTYaIlUIMH, B KOTOPHIX Te-
PpOH MBICJIEHHO BO3BpaIljaeTcsa B IIPOIILIOE,
HU300MIIYIOT OIlepHL. B IpecMepTHOM apyuu
us omnepsl I'ntmHku MBaH CycaHHWH BCIIO-
MHHaeT O CBOUX OJIM3KHUX, B CBI3U C UEM
3ByYaT UX My3bIKaJIbHBEIE TEMEL. B I1epBoM
akTe «TpaBuaTsl» BuosieTTa yMaet 06 AJlb-
¢pefe, UeM 00'bSICHIETCS IIPOBEIEHHE TEMBI
ero JIT0O0BHOrO Ipu3HaHUs. B VI kapTrHe
«EBreHus OHeruHa» y BJIO6JIEHHOTO OHe-
TYMHa I105BJIgeTC My3bIKaJIbHas TeMa, 3BY-
yaBlllag y BIOOJIEHHOM TaThgaHEI B CIjeHe
nucbMma us II KapTHUHEI OIIePEL.

Hepenku BO300HOBJIEHUS UCXOLHOUI
TeMBI B KOHIIe BapHaIlOHHOTIO IIPOM3Be/ie-
Hus. K HuM npubersiv beTxoBeH B puHaie
Tpunmatoit poprenuaHHOM COHATHI, ['pUr
B ¢popTenaHHOU «basuiazme», IIpokodpreB
B TpeTbell yacTu TpeThbero popTrernraHHO-
ro KoHIepTa, KyraBuuioc B «/[3YyKUUCKUX
Bapuanusax». He MeHee paclpocTpaHeHbl
PEMUHHUCIIEHIIMY TeM Hava/IbHBIX YacTeH
B ¢uHasax cMMGOHUM WU KoHIepTa ([e-
BaATass CUMQOoHUS berxoBeHa, CHUMPOHUA

Taoaumna 1. Pasmmyusa Me)Xay penpu3oii 1 peMUHHCHeHIu el
Table 1. Differences between Reprise and Reminiscence

Penpusa

II0CJIeI0BATeIFHOE, IIPOCTPAaHHOE
odopMIIeHHEe MY3BIKAJIbHOM TEMBI

B0300HOBJIEHHE OCHOBHOM TEMEI

3aBepIlleHIe eCTeCTBEHHOT0 X0/a
COOBITHUH

IIOBTOP KaK IIOATBEp)KAeHHE
IIPUOPUTETHOH POJIH JAaHHOH HHTOHAITUH

COOTBETCTBHE JIOTUKE
MY3BIKaJIbHOM GOPMEI

XapakTepHa I THCTPyMeHTaJIbHOU
MY3BIKH

PeMuHHCIIEeHIIUS

«KOHCIIEKTHBHO»-KpaTKO€ HallOMHHaHHE
My3bIKaJIBHOﬁ TeMBbI

B0300HOBJIEHHE JTI000M TEeMBI

OCTaHOBKA WJIH YXO[] B CTOPOHY,
MOTHBHUPOBAaHHEIE 0CO60H CHUTyaIryen
— yYaIre BOCIIOMHHAaHUEM

HEIIOATOTOBJIEHHBINA IIOBTOD
KaK HapyIlieHrue OCHOBHOI'O
HHTOHAITMOHHOTIO II0OTOKa

COOTBETCTBHE JIOTUKe MY3bIKaJIbHOU
IpaMaTypTruu

XapaKTepHa JjIs1 OTlephbl ¥ IIPOrpaMMHOM
WHCTPYMEHTaIbHON My3bIKU
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d moll dpanka, YerBéprag cUMGOHUI
YarikoBckoro, CumdpoHusa ¢ moll TaHeeBa,
CuMmdonHud Ne 3 CkpsabuHa, CumboHUs Ne 7
[Ipoxo¢preBa, CumpoHmu Ne 7 u 8 IllocTako-
BHUYA).

JIelimuHmMoHayUOHHOCMb — PaccpesoTo-
YeHUe 110 0IIyCy MOTUBHBIX MOAUUKAIIU
OMHOM U TOM >Ke MHTOHAIUU. JIEMTHUHTO-
Hanya o6sazaeT BRICOKOM KOHIIEHTPUPO-
BAaHHOCTBIO M TOCTATOYHOM YCTOMUYUBO-
CTBhIO CMBICJIA, XOTS U He 4Uy’K/Ja CMBICJIO-
BBIM MeTaMoOp¢o3aM, OTKIMKAKIIUMCA
Ha KOHTeKCTHBIe cUTyalluu. Kiaccuue-
CKHe 00pasIibl IeUTUHTOHAIIMOHHOCTH CO-
IepsxatTcd B onepax (Bepau, HaliKOBCKOTO,
Pumckoro-KopcakoBa, [IpokodreBa) u 6a-
JeTax (HalKOBCKOIO). BIlosiHe BeposTHaA
OHA U B JPyroil My3blKe — KaMepHOH BO-
KaJbHOM (B poMaHcax «MBbI CUZesIH C TO-
6011» HallKOBCKOTO U «I K1y Teb6s1» Paxma-
HUHOBA) U UHCTPYMEeHTaJIbHOH (B IIgTOM
cuMboHUU BeTxoBeHa, CUMOHUAX Ne 4
U 5 u «MaHopene» YarikoBckoro, «PaHn-
TaCTUYeCKONM CUMGOOHUU» U «l'apoJbje
B UTtanuun» Bepanosa, [llecTtoit cuMpoHUU
Maustepa).

AHasIM3upysd UHTOHAIIMOHHYIO paMa-
TYPTrHI0, HEOOXOIUMO YCTaHOBUTH, BO UMS
4yero usbupaeTcs WU CO BpeMeHeM MeHsd-
eTcd MHTOHAIIMOHHO-paMaTypruyecKas
Mozesib. IIOUCK 0TBeTa Ha 3TOT BOIIPOC II0-
Ka’KeT, YTO, HalIpuMep, BTOPUYHOeE IIpoBe-
IieHue TeMbl B KOHIle «['oabnbepr-seapua-
uii» baxa CMMBOJIU3UPYeET CO60X0 BO3BpaT
K UCXOHOM TOYKe KpyTa, [IepBOIIPUYUHE
OBITHS, ¥ YTBEPIKAAeT eJUHCTBO ¥ 3aMKHY-
TOCTh MHpa — 6apoYHOe BU/ieHHe OBITUS.
PeMUHUCIIEHIINSI UCXOLHOU TeMEI B KoJie
¢oprennmaHHOM «basnansl» g moll Tpura
elé 6oJsiee ycyrybssgeT TpareJUWHBIN pe-
3yJIbTAaT BapbUPOBAaHUSA — KaTacTpopu-
JecKyl rubesib TeMbl. Helpursasareib-
Has JiMpuYecKas TeMa I10604YHON IapTHUHU
u3 1epBoi yactu Cumponuu ¢ moll Taue-
eBa BO30OHOBJIIETCS B QUHaJe 3KCIIpec-
CUBHO, antopeo3HO, IoMoras yIBepAUTh
OTBOEBaBIIYI0 [IePBEHCTBO y JApaMaTHhye-
CKOTO HavaJia CBeT/IYI0 OITUMHUCTUYECKYIO
obpasHyo cepy. TpéxKpaTHOe 3ByUaHUe

MaTepuasia BCTYILJIEHHUS B IIepBOM 4a-
cTu «IlaTeTuyecKkoM» coHaTHl beTX0oBeHa,
BCIOJly IIpeAlllecTBYIOIllee TeMe IJIaBHOM
IIapTHUH, IIOPOJKAaeT MOIIOJHUTEJBbHEIE,
COIIYTCTBYIOIIYie OCHOBHBIM, COHATHBIE OT-
HOIIIeHUsS KOHTPACTHBIX 06pa3oB — nadoc-
HO-TParuyeckoro (BCTyILUIEHHE) ¥ reponye-
CKU-/lesdTeJIbHOTO (IJIaBHAasi, CBA3YIOIIAd,
nmo6oyHad U 3aKJIOYUTeJbHasg IapTHUH,
BMeCTe B34ThIe).

O60061IIM TO, YTO II0/ICKa3bIBaeT ApaMa-
TYPTrUYeCcKHUi II0AX0/ K My3bIKaJIbHON HH-
TOHAIIUU.

HMHTOHAIMOHHAad ipaMaTyprus eCcTh IIpo-
I1eCC CTaHOBJIEHUS U B3aUMOIeUCTBUS MY-
3BIKaJIbHBIX MHTOHAIIUM. /IJ1 eé U3y4eHUs
IIPOAYKTUBHLI yYeHHEe O PUTOPUYECKOH
OUCIIO3UITUU (JIOTUYeCKUX ¢pasax pasBéPTHI-
BaHUs IIpoIlecca) ¥ TUIIOJIOrUs HHTOHAIH-
OHHO-/IpaMaTypru4yecKux Mozeseit. IIpu cu-
cTeMaTH3aluu Mojlesie KaK 6a30Bble HAMU
OIIpejiesIeHbI [IBe IPYIIIILL: 00 beIUHAIOIIE
GOpPMEI «II0BeeHUsI» OJHOM MHTOHAITUU
(moBTOp, BapbUpOBaHUe, TpaHCHOpPMAIIHis)
U GOpMBI B3aUMOJeMICTBUS ABYX WU He-
CKOJIbKUX MHTOHAIUKU. Bo BTOpOM IrpyIie
BBIJIEJIUJIACH COIIOCTaBJIEHUE U IIPOTHBO-
II0CTaBJIeHHE, a TaK)Ke TOPU30HTaJIbHOe
(JimHelHOe, II0CIe0BaTeJIbHOE) IIPO/BU-
JKeHUe, BepTHUKaJIbHOe (KOHTPAIlyHKTUPY-
I0Illee) CHHTe3HUpOBaHUe U JUaroHajJbHOe
IepeKkyJYeHne (UepefoBaHUe) U, KpoMe
TOTO, B3AUMOOTHOIIIEHUI PaBHO3HAaYHBIX
U HEpaBHO3HAaYHbIX UHTOHAITUU (B IOCJIE]-
HeM cJIy4yae pacCMOTpPeHBI BTOPKeHHUe, pe-
IIpH3a, PEMUHUCLIEHITUS, JEUTUHTOHALIHA).
M36paHHble KOMIIO3SUTOPOM UHTOHAIIMOH-
HO-/IpaMaTypruvecKre MOJeJIN U UX CMeHbI
OIIpe/le/IEHHBIM 00pasoM BIIMCHIBAIOT HH-
TOHAIIUIO B IIPOIeCcC pa3sBépPThIBaHUA Xy/I0-
’KeCTBEHHOM MBIC/IA ¥ BHOCAT CBOXO JIEIITY
B CEMaHTUKY UHTOHAIIUU.

My3bIKa/JTbHasi HHTOHAIUSA
KaK HCTOPHUKO-KYJIbTYPOJI0TrHYeCcKHi
deHomeH

MYSBIKaJIBHaH HHTOHAIIUsA — HalUMEHb-
IIIHM CMBICJIOBOM 3JIeEMEHT MY3BIKaJIBEHOTI'O
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colep>KaHUSd — CYIIeCTBYeT He TOJIBKO
Kak TakoBad (06s1aiaro1as KOMILIEKCOM ce-
MaHTHUYeCKUX, )KaHPOBBIX, CTUJIEBBIX, ICTe-
TUYeCKUX CBOMCTB) U KaK 3BeHO IIpoliecca
pasBEéPTHIBAHUSA MY3bIKaJIbHON MBICIIU XY-
0’KeCTBEHHOTO ITpou3BeieHUs (06s1amato-
masgd ApaMaTypruyecKUMU CBOMCTBaMH),
HO U B 60J1ee IIUPOKOM — UCTOPHUKO-KYJIb-
TYPOJIOTUYEeCKOM KOHTEKCTe.

Bompoc 0 GBITUH MY3bIKaJIbHOU HH-
TOHAaIlUU B OOIeCTBEHHOM CO3HaHUU
06CTOSITeJIbHO H3y4aJl BBIAAIOIIUICA
OTeueCTBeHHBIU yuéHbIN b.B. Acadnes.
CBOU UJled OH U3JIOXKUJI B UCCIeL0BaHUU
«Mys3bIKasnbHag ¢opMa Kak mporecc» [3].
Kak moJsiaran Acadbes, OBITYyHOIIVIE B MY-
3bIKe MHTOHAIIUU, OTPHIBASICH OT IIOPO-
OUBIIUX UX IIPOU3BeJleHUH, KaK Obl IIpe-
BPAIIAl0TCI B «CJIOBa» U 06pasyrT CBOETO
POZa «<UHMOHAUUOHHDBLI C108aPb». YUEHBIN
YIIOTPeOJISI U CHHOHUMUYHBIE «CJIOBAPIO»
TePMUHBI, TaKHe KaK «CyMMa MY3BIKH,
IIPOYHO OCeBIIas B 00IeCTBEHHOM CO3Ha-
HHUU U 3MOLUSAX COBPEMEHHHUKOB», «OBITY-
IOIMHUM 3allac MHTOHAIIU», « MHTOHAIIU-
OHHBIE OTJIOKEHHUA», «3BYKO-CMBICJIOBEIE
HaKOIUIeHU», < AHTOHAIIMOHHBIN KaIlTuTal
3II0XU», «3BYKO-CJI0BApPb», « HHTOHAIIMOH-
HBIU CTPOM CBOETO BpeMeHU», <k UTHTOHAIU-
OHHBIU GOH/».

POpPMUPYIOIIHNIICA HA TOM UJIHU MHOH CTa-
OIUM UCTOPUUYECKOMN 3BOJIKIUU MY3BIKH,
«CJIOBapb» «MOTI OBl OBITH CIIPABOYHUKOM
110 U3JII00JIEHHBIM COJleprKaTebHeUIIuM
3BYKOCOUYETaHUSIM TOU HUJIU MHOU ITMIOXU»,
— TFOBOPUJI YUE€HBIN [TaM XKe, C. 267]. 3ame-
THUM: B «CJIOBape» 00 beJUHSAIOTCA He YUCTO
3BYKOBbIe KOMILIEKCH], 8 UHTOHAIMOHHELIE
(CMBIC/IOBBIE) € IUHUIILI, KOTOPbIE, HAIIO0-
Oue CJI0B, UMEIOT CBOU CIIEKTPhI 3HAUEHUH.

«Kaxxzgast cTagus 9BOJIIOIIUU MY3BIKH,
— nucan AcapreB, — obiaaeT IIPUCY-
e el My3blKaJIbHOU MHTOHAI[MOHHOM
CUCTEeMOU U HeIlpepHIBHO IIOIIOJIHSAEMBIM
yepes3 BCE HOBOE ¥ HOBOE BOCIIPUATHE MY-
3bIKAJIbHBIX IBJIEHUH YCTHBIM, XpaHUMBIM
B )KMBOMU ITaMITU COBPeMeHHUKOB-CJIyIIIa-
TeJIed CBOero pojia My3blKa/1bHO-UHMOHA-
UUOHHbIM C/108APEM, COLEep>KaHUEe KOTO-

poro riyboKo BiHsgeT Ha 00Ille3HaUUMEIe
BKYChl, UX U3MeHEeHUs, Ha BOCIPUATHUE
U OIleHKY BHOBb BO3HUKAIOIUX UCIIOJI-
HseMBIX MY3bIKaJBbHBIX IIPOU3BeJeHUN
U Ha IIpUCTpacTHhe K TeM WJIW UHBIM UH-
TOHAIUIM» [4, c. 127].

[IlpuruMas uperw AcadbeBa, HYKHO
TOJIBKO YYUTBIBATh TO, UTO €X0 0003Haye-
Ha HeKad 00111as1 3aKOHOMEPHOCTh MY3bIKHU
U 4TO HACTOLIIUM CJI0Bapb B TOM 3Haye-
HUU 3TOT'0 IOHATUS, KOTOPBIM II0JIb3YIOT-
¢ QUIIOJIOTH, B MY3BIKE COCTaBUTBL BPSL
Ju ypacred. [IpenaTcTBUeM Bcerja OCTaéT-
Cs1 IIPUPOIHA 11 MY3bIKU BapUaTUBHOCTh
UHTOHAIIUU — WU3MEHUYMBOCTb U €€ CMBIC-
Jia (II0JIMCEMaHTHUYHOCTE), U eé 3BYKOBO-
ro opopmiieHUs (IOJIUMOPPHOCTH) Aarke
B IIpefiesiaX OT/EJbHO B3SITOIO IIPOM3Be-
neHus. II0aTOMy B CTPOIOM CMBICJIE CJI0OBa
MY3BbIKaJIbHO-MHTOHAIIMOHHBINA «CJI0BAPb»
111 HaC — JIUIIbL MeTadgopa. TeM He MeHee
Ujesi 0 KOHIJIOMepalUusaX MY3bIKaJbHbBIX
«peveHUM» TaeT IVIOLOTBOPHBIN MMITYJIbC
K UCTOPHUKO-KYJIbTYPOJIOTUYECKOMY B3IJIA-
Iy Ha MY3BIKY.

BrickazaHHas Aca@beBBIM MBIC/Ib II0JIY-
4yuIa IIKMPOKOe pacIlpocTpaHeHue U pasBU-
THe B 0TeYeCTBEHHOM MY3bIKO3HAHUU. BOT
JIUIIbL HEKOTOPbIe BEKTOPHI 3TOIO [BHIKe-
HUsA. OJUH U3 HUX BCKPbLII BOSMOXHOCTHU
$GOPMHUPOBAHUS «CJIOBAPSA» HE TOJIBKO B TOT
UJIU UHOU IIepHO0J BpeMeHH, HO U B JKaHpe.
3mecs GOPMUPYIOTCI U aKKYMYJIHUPYIOTCA
CBOU CMBICJIOBO YCTOMYUBBIE >KaHPOBbIE
MojiesId. VX IIPUCYTCTBHE Ha «TePPUTOPHUH»
HOBOTO MY3BIKAJBbHOIO OIlyca Has3BaHO
A.A. AnpmBaHromM «ob6obueHuem
yepes dicaHp». THTOHAIUA-HOCUTEJIb OIIpe-
IeJIEHHOM »KaHPOBOCTH He TOJIbKO 0003Ha-
4JaeT C000X0 HEKUH IJIaCT MY3BIKH, HO U C I10-
MOIIIBI0 aCCOIali aKTUBU3UPYET CMBbIC-
JIOBO€ II0JIe COOTBETCTBYIOIETO >KaHpa.
Tak, uspicCkaHHasA raJaHTHOCTHL MEHy3Ta
IIPpOCBeYMBAaeT CKBO3b MHOTHE MYy3bIKaJlb-
Hble TeMbI MorapTa, fiedTeJIbHOM 9Hepruei
PEBOJIIOIIMOHHOM MapIlleBOM [TIeCHHU IIPOHU-
3aHO HeMaJIo COUMHeHU beTX0BeHa, CBeT-
JIa TPYCTH PYCCKOI0 3JIETUYECKOT0 pOMaHca
pasiuTa I10 orrycaM ['JIMHKH, UCKPEeHHOCTh
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9MOIIMOHAJIILHOTO IIepeKUBaHUSA BXOLUT
B TBOpeHUs (0c0OOeHHO oIepHble) YalKOB-
CKOTO0 BMeCTe C IIpUMeTaMU T'OPO/ICKOTO JIU-
pudeckoro poMaHca. [IoBozoM 0600111eHUSA
yepes3 )KaHpP CTAHOBATCS Y)KaHPOBBIE MOJIeJIN
Maplila, TaHIja, [IeCHHU, XopaJsa, IpUu4YUTa-
HUA U T. [I.

Ecyi ipu 060611leHUN Uepes3 sKaHpP UH-
TOHAIIMOHHBIE IIPU3HAKHU ’>KaHpa pacce-
SHBI 110 IIPOU3BeIeHUI0 UJIU COBOKYIIHO-
CTU IIPOU3BEJEeHUN, TO B «Mu2pupyrouet
UHMOHAUUOHHOU opmyae» JL.H. lllarimy-
XaMeTOBOM OHM II0JIy4aroT 6oJiee YéTKUe
3BYKOBBIe ouepTaHuda. OmpeneséHHOCTh
B 0QOpMJIEHHUHM U YCTOMYUBOCTH CeMaHTH-
YeCKOI0 sApa HHTOHAIIUU IT03BOJIMJIN HC-
CJIeloBaTesI0 BBIIEJIUTEH IPYIIIBI QOPMYIL:
3BYKOBBIe CUTHaJIbl, peyeBkble, IIJIaCTUYe-
CKHe, My3bIKaJIbHO-UHCTPYMeHTaJbHbIe,
OBITOBBIE, My3bIKaJIbHO-PUTOPUYECKHe QU-
rypsl [5; 6]. CBOOOLHO ITepeMellasich B IIpO-
CTPaHCTBe MY3bIKH, MHTOHAIIUU-CTEPEOTH-
IIbI PACCTaBJIANT Ba)KHbIE OIIOPHbIE TOUKHU
IJIs CJIyIaTeJIs.

[ToMUMO >KaHPOBOTO, O00O3HAYMJICA
Tak)Ke CTUJIEBOM BEKTOpP, II0 KOTOPOMY
IBUDKETCS MY3bIKOBeUuecKasi MbICJIb, IIbI-
TAIOIAasACsI 0CO3HATh MY3BIKAJIBLHYI0O UHTO-
HaIlUI0 B UCTOPUKO-KYJIbTYPOJIOTHYECKOM
IIPOCTPAaHCTBE. B coBpeMeHHOIN MYy3bIKe
CIIOCOOHOCTH IIPUBHOCUTEL OIIpe/ieIEHHOe
CMBICJIOBOE I10JIe 0OHapY KUIach U y CTUIIe-
BBIX IIPU3HAKOB MHTOHAIINH, YTO IT0OJIyYUIIO
HasBaHUe «0000WeHUA Uepe3 cmuab» (Tep-
MuH JI.C. leHrHON). IMeHHO TaK B IapTH-
Typy Oajeta «AHHa KapeHuHa» IllegpuHa
C MY3BIKOM YallKOBCKOT'0 BXO/AT 3TUYECKUE
HUJeasibl TyLIeBHOM YUCTOTHI U OTKPBITO-
CTH; B ollepe «IleHa qHel» [leHUCOBa Tparu-
4eCKOM 0e3BICXOJHOCTHU IIPOTUBOCTOUT He-
yéMHas )KU3HeyTBep KAarolas CUiIa, UCX0-
IdIast U3 yIIOMHUHAaeMOH B JIMTEPaTypHOM
IIePBOUCTOYHUKE OIlepPhbl (OHOUMEHHOM
poMaHe boprca BuaHa) 1)Ka30BOH MY3BIKH
Jlr0Ka JJLIMHITOHA.

biaromaps 06061ieHUI0 Yyepe3 CTUJIb
CTaHOBSTCS JOCTHKUMBI HEKOTOPbIE TBOP-
yeCcKHe I1esId. Xy[05KeCTBEHHO yoequTeIb-
HBI aJUII03UHU Yy>KOM MY3BIKH, CKJIabIBa-

I0IIyecss B CBOero pojia MY3bIKaJbHBIN
IIOPTpPeT B IIbeCaX-IIOCBAIIeHUSAX («Ha-
ITyIIEIBaHKe» TeM orepsl «KapMmeH» B Tpuo
111 BUOJIOHYEJIH, CKPUIIKU U QOPTEIIHaHO
«Ilamaru X. buse» W. bapgaHaIlIBUJIU,
KaJIeUJOCKOII MHTOHAIIUM M3 KallpHUCOB
JIeTeHZapHOr0 CKpHIlaya U KOMIIO3UTO-
pa B nbece A Paganini [JI1 CKPUIIKH COJIO
A. IlTHuTKe, IpUypouyeHHOUN K 200-JIeTHUIO0
CO THA POXKIEeHUs BEeJIMKOr0 MY3BIKAHTA)
WA «CHIDKAIOIMX» MY3BIKaJbHBIX IITap-
’Kax " catupax («Paék», «CeMHHapUCT»,
«Kosén», «Kimaccuk» M. Mycoprckoro, «AH-
TUPOPMaIUCTUYECKUN paéK» U «30JI0TOH
Bek» /I. IllocTakoBUYa).

CTuiieBble HaKOIIEHUS KYJIbTYPHI IIPO-
CBEUYMUBAIOT B OT/EJILHO B3ITOM MYy3bIKa/lb-
HOM OIlyCe U eé MHTOHaAIUU. OHU IIPUTH-
ITMBalT K ce6e My3bIKaJIbHYI0 HHTOHAIIUIO
U BOBJIEKAKT eé B pasHOOOpasHbIe IIPO-
CTPaHCTBA KyJIbTYPHI, I7ie OHa HAIIOJIHIeTCS
CMBICJIOBBIMUY BUOPAITUAMU U 0TOI€CKaMU,
o6oraliaeTcss KOppeKTUPYIIHMMU CMBICJIO-
BBIMH UMIIYJIbCAMHU, BCTYIIA€T B CMBICJIO-
BBle IIepeKJINYKU C IPYITUMHU apTepaKTaMy,
TO eCTh IIOIPY’KaeTcs B HellpeKpalllaroIui-
Cs1 IIPOIIeCC TBOPEHUS CMBICIIA.

«CoBapb», Kak oTMeuaeT AcapbeB, —
He IIPOCTO CyMMa yII0Tpe6/1seMbIX HHTOHA-
IIUOHHBIX 060pa3oBaHUM, a AUHaMUUYecKas,
pasBHUBAaOIAsACI CUCTeMa, KOOPAUHUPYIO-
I1asicsi C UCTOPUKO-COITHAJIBbHBIMHU YCJIO-
BUSIMHU pasBUTHUA 00IecTBa. VisMeHeHUs
9THUX YCJIIOBHUM CKa3BIBAIOTCSI U HA «KHU3-
HHW» UHTOHAIIMOHHOIO «CJI0Bapsi»: 3BOJIIO-
IIMOHUPYS, OH CO BpeMeHeM oOpeTaeT OT-
HOCHUTeJIbHO CTabUJIBLHBIN XapakTep. Bcé
3TO, OJHAKO, IPUBOJUT K HEH30eKHbIM
«MHTOHAIIMOHHBIM KpHu3ucaM». Kpusuc,
TO eCTh IIOTPeOHOCTH B OTMHUPaHUU HU3-
JKUBIIUX ce6d MHTOHAIIUN U 060TallleHUuU
HOBBIMH, 00YCJIOBJIMBAETCS HU YeM UHBIM,
KaK «60pb0O0M 3a HOBBIM CMBICII MY3bIKH»,
Belyllled K «IPKOMY TBOPYeCKOMY sBJIe-
HUI0, 0000611a0ieMy 3aBOeBaHUIO» [3,
c. 235].

MHTOHAIITMOHHBLIM KPU3UC — 3ITO IIe-
peJIOMHBINI MOMEHT B IIpOIlecce pas3BHU-
THA. ECTeCTBEHHO JOIIyCTUTh, YTO K HEMY
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(a 3aTeM K ero IIpeoj0JIeHUI0) IIPUXOJUT
9BOJIIOIIUA He TOJIBKO 3I10XaJbHOI'0 Mac-
mraba, HO U Jpyrue 3BOJIIOIMOHHBIE IIPO-
1eccol. J[eiCTBUTeJIbHO, 00 acapbeBCKUX
«UHMOHAUUOHHBIX Kpu3ucax» 3acTaBjsgeT
BCIIOMHUTB, HAIIpUMep, CTAHOBJIEHHE KOM-
IIO3UTOPCKOTO CTUJIL. YOeIUTeIbHO aHaJIU-
supyet 3TOT peHOMeH M.K. MUXanioB.

ComocTaBUB 4YeThIpe BHEIIHE OYeHb
II0X0KHe JIUpUYecKHre TeMbl (JKCIIpoMTa
®. [IlybepTa Ges dur op. 90 Ne 3, HoKkTIopHa
®. JIucra Ne 3, memieHHOM yacTu COHATEHI
JI. BaH beTx0oBeHa Ne 8 1 HayaJIa ero ske «JIyH-
HOi» COHATHI), UCCJIeloBaTe/Ib 0OHAPYKHUI,
4T0, 6yy4yd pOMaHTUYeCKHUMH I10 CyTH, JIU-
pu4YecKue BbICKa3bIBaHUA beTXxoBeHa BCE
’Ke He 6e30TOBOPOYHO POMaHTHUHEL. B UX
MeJIOAYKeE elllé He yTBePAUI0CH I'OCII0/ICTBO
III crymeHu j1afja, MHOTOKpaTHOE II0BTOpe-
HUe KOTOPOH (IIperuMyIIleCTBEHHO B Ma’kKo-
pe) Ype3BBHIYAMHO XapaKTepHO I B/IOX-
HOBEHHO-POMAaHTHUYECKUX JIUPUYECKUX
U3JIUSHUHN, B TOM YHCJle — JJI9 aHaJIHU3HU-
pyeMsIx TeM Illy6epra u Jlucra [7]. TeMm ca-
MBIM YUYEHBIN yKasaJl Ha 0GOPMIISIOIIIUICS
B MHTOHAITUOHHOM cJjoBape beTXoBeHa
«KPU3UCHBIN» 3Tall, IIepexof; OT CJI0KUB-
II1erocs THUIIA MBIIIEHUSA K HapoXKAarole-
Mycs. ITogo6HOoe IIPOUCXOAUT B TBOPUECKOM
JKU3HU U [PYTUX aBTOPOB: KJIACCHUKO-PO-
MaHTHYeCcKoe 6asaHcupoBaHue y Illybep-
Ta U [JIMHKY, IIpoIaHue ¢ POMaHTU3MOM
U «MOJYyJIUPOBaHMUe» B 9KCIIPECCUOHU3M —
y P. IllTpayca.

Brixop, 6iiarogaps AcapbeBy U ero Io-
ceoBaTesIsIM, Ha IJ100aJIbHBIM YPOBEHb
0630pa MHTOHAIIUX M HMHTOHAI[MOHHBIX
IIPOIIeCCOB OTKPBIBAeT HOBbIE BO3MOKHO-
CTH II03HAHUS WHTOHAIIUU KaK HUCTOPU-
KO-KYJIbTYPOJIOTHYECKOr0 peHOMeHa. ITU

BO3MO>XHOCTHA OCO3HaHBbl U IIPOAYKTUB-
HO peaJIM30BaHbl B HAaYYHOMN KOHIIEIIIIUHU
ucmopuu My3wvlKU KaK 360/0UUU UHMOHA-
yuu. Ilpoucxopdinee B My3bIKe, YyBUZEHHOE
CKBO3b [IPU3MY MeJIbYaHIllero CMbICJIOBOTO
KOMIIOHEHTA, IT0Ka3aHo B Tpyaax B.H. XoJio-
nosoi1 [8] 1 A.O. Kyapsirosa [9]. 3 HUX cTa-
HOBUTCSA ITIOHATHBIM, UYTO CMEHSAIOIIMe OfHa
OPYTIVIO 3II0XU — 6apoyHasi, KlacCcuueckas,
poMaHTHU4YecKas, 31oxa XX BeKa — «03BY-
4uBaJIu» pasHble UJleU, pasHble «Co/ieprKa-
TeJIbHBIEe IapaJUIMbl». B KaXKAyl0 310Xy
IIPOUCXOSUT U3MeHEeHUEe B COOTHOIIEHUU
«TPEéX KUTOB» MY3BIKAJIBLHOTIO COZEpIKaHUA
— 9MOIINH, U3006pa3UTEILHOCTU U CUMBO-
JIUKU: B 0APOKKO OHU HaXOJATCAd B TapMoO-
HUY, B KJIaCCHUKe Ha «aBaHCIIeHY» BBIXOUT
9MOIYs, B pOMaHTHU3Me JOMUHUpPOBaHUeE
9MOIIMHU COIIPOBOXKAaeTCs yMaJIeHHUeM CUM-
BOJIMKY, B XX BeKe IIpeobaaHreM CHMBO-
JIMKU yYMaJIsieTCs U300pasUuTeIbHOCTh.

JlymaeTcs, CKa3aHHOIO BIIOJIHE [OCTa-
TOYHO, YTOOBI YSICHUTH, UTO MY3BbIKaJIb-
Hasg MHTOHAIIUA )KUBET UHTeHCUBHEUIIIeHn
JKU3HBIO He TOJILKO B MY3bIKaJbHOM IIPO-
U3BeJleHUH, HO U B 6e3rpaHUYHOM UCTOPU-
KO-KYJIbTYPOJIOTHYECKOM IIPOCTPAHCTBE.
3mech OHa TaxkKe TUHAMHUYHA U «JlesTellb-
Ha»: KPUCTAJUIU3YyeTCd B XPaHUMYIO KYJIb-
Typo¥ popMyJry, 0GHOBJISIETCS, UHTETPUPY-
eTcs C APYTMMHU MHTOHAIIUIMH, IIOTPysKa-
eTCsd B peKy 3a0BeHUA U «peaHUMUPYeTCsI»
B HOBBIX UCTOPHUYECKUX 00CTOSATEILCTBAX
(B «Heo»-cTuIgX). CKpynysésHoe (6yATo
«C JIYIIOM B pyKaXx») pacCMaTpuUBaHUE MY-
3bIKaJIbHOM MHTOHAIIUU KaK CAaMOILIeHHOI'0
MHUKPOKOCMOCA, YCUJIeHHOe MacIITaOHbIM
0XBAaTOM e€ UCTOPUKO-KYJILTYPOJIOTUYECKO-
r0o OBITHS, — JOJITUU, TPYLHBIN, HO IIepCIIeK-
TUBHBIU ITyTH €€ II03HaHU4.

5
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~Z5 MOPUIOXKEHHUE - >—

HoTHbIe npruMephI

ITpumep Ne 1
A. Kazenna. «<Konmpacmol» 044 fopmenuaro. Grazioso

Example No. 1
Alfredo Casella. “Contrasts” for piano. Grazioso

Andantino molto moderato.

IIpumep Ne 2
A. Kazenna. «<KoHmpacmswl» 045 fopmenuaHo. Antigrazioso

Example No. 2
Alfredo Casella. “Contrasts” for piano. Antigrazioso

Allegro vivace e grottesco.
s
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IIpumep Ne 3
A. IlTocmaxosuY. IIpearodus op. 34 Ne 6

Example No. 3
Dmitri Shostakovich. Prelude op. 34 No. 6

A £ £ o £ o o ! h
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i i — - ~ T
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IIpumep Ne 4

H.C. Bax. /JlgyxeoaocHas uHgeHuus d moll, Havao

Example No. 4
J.S. Bach. Two-part invention in D minor, beginning

A — ol

|
i
;
E
b

IIpumep Ne 5
H.C. Bax. /lgyxeonocHas uHeeHyusa d moll, m. 3842

Example No. 5
J.S. Bach. Two-part invention in D minor, b. 38—42

AN
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IIpumep Ne 6
H. Msackoeckuil. «IIoxceamesgwue cmpaHuybl» op. 31 Ne 6

Example No. 6
Nikolai Myaskovsky. “Yellowed Pages” op. 31 No. 6

Vivo
~ _trillo
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MeTonuueckoe II0co6He agpecoBaHO
IIperofiaBaTessIM TUTaphl B MJIA/IIHAX KJIac-
B. E-'OXarHsoS caxX MeTCKHX MY3BIKaJbHBIX IIKOJ. B €ero

OCHOBE — XOPOIIIO U3BECTHHIE I1elaroram
OBYYEHME p A

1l HAYUHAIOLLINX
it TMTAPUCTOB

IIbechl (IlepesIoyKeHUs1) AJIs TUTaphl, KOTO-
phle Pa3bUpParOTCsi aBTOPOM C IIPUMEHEHHU-
€M MeTo/la CeMaHTUYeCKOT0 aHaJIn3a.

MeToz, OCHOBaHHBIM Ha OIIpejie/IeHUU
K U pacmudpoBKe MY3BIKaJLHBIX QUTYD,
006JIa/IATOIITUX OOIITHM JIJISI MHOKECTBA TeK-
CTOB CMBICJIOM, TI03BOJISIET TJIy60KO ITPOHU-
KaTb B COjlepKaHUe IIPOH3BeeHUs], YUUT
IPaMOTHO aHAJIU3UPOBATh U UHTEPIIPETH-
POBATh MYy3bIKaJIbHBIN CIOKET.

[Tocobue He OrPaHUYMUBAETCS aHATHU30M
IIbec. ABTOpP TaK)Ke IpejjiaraeT HarJIsf-
HYH0 KjIacCUUKAIIMI0 MHOXKECTBa CeMaH-
THYECKUX QUTYP IIACTUUECKOI0, peueBOoro

Cemanmuyeckull aHanu3

Baaguvup EumoBud OXOTHHKOB
O6yueHue HaUUHArWUX 2UMapucmos.

CemaHmuueckuil aHaaus, meopus H HHCTPYMEHTAJIbHOTO ITPOHCXOXKIEHUS,
U npakmuxa. YTO IIOMOYKET IT1eJJaroraM 1 yUeHHUKaM B [JaIb-
CII6.: Komnosumop * Cankm-IlemepGype, HeMIIe caMoCTOsITeILHOM paGoTe HaJl pas-
2021. 120 c. HOOGPAa3HBIM TUTAPHBIM PeIepTyapoM.
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VHUuBepcuTeTcKas 6U6Iu0TeKa

[ H.BECKPOBHAR

WNBIATBHOE
UCTTONHATENBCTBO

ﬂPU[lEEIZVP.J]hHD-JlMHAMHQEEKVIW ACTEKT

y

N

BbeckpoBHasa I'.H. My3vikabHOe
UCNO/THUMEeALCME0: NPOUECCYa/IbHO-
JduHamuyeckuili acnexkm. Cankm-ITemep6ype:
JlaHy : IlnaHema My3sviku, 2022. 204 c.

Kuura TanuHBl BecKpoBHON «My3EBI-
KaJIbHOEe HCIIOJHUTEJbCTBO: IIPOIleccy-
aJIbHO-TVMHAMUYEeCKUM aclleKT» — IIepBoe
OTe4yeCTBeHHOE H3JaHHUe, I'fe 00beKTOM
CIIeIIHAJIbHOI0 MCCIeOBAHU CTaja IIPO-
eccyajJbHasgs CTOPOHA MY3BIKaJbHOTO
HCIIOJIHUTEJIbCTBA. B KHHIe ITOCTpoeHa
TeopeTHYecKass MOJeJb HHTepIIpeTaliy-
OHHOTO IIpoIiecca, BHYTPeHHAA JTUHaMUKa
KOTOPOT0 paccMaTpHUBAaETCsI CKBO3b IIPU3MY
B3aUMO/IeFICTBHUA IIpeJHAMEePEeHHOI0 U He-
IpegHaMepeHHOro Havajl. PyHKITHOHHUPO-
BaHHe 3THUX HavaJl He3pHUMO OIIpejesseT
pasyHbIe GOPMBI IIPOTeKaHUSA UHTepIIpe-
TaI[MOHHOTO IIpoIiecca U BAPUAHTHOCTE €T0
pe3yabTaToB. IIpefIo’KeHbl IICHXO0JIOTHYe-
CKHe YCTaHOBKH, BJIUSAIOIHE Ha COOTHOIIIe-
HUe IIpeJHaMepeHHbIX U UMIIPOBU3aIlHOH-
HBIX 3JIEMEHTOB B BOILJIOII[aeMOM 3BYKOBOM
obpase.

O xuure l'atuHbI becKkpoBHOM
«My3bIKaJIbHOE
HCIIOJIHUTEJ/JIbCTBO:
npoieccyajabHO-
TUHAMHAYECKHH acCIIeKT»

Nsnanue I'atHBI HUKOIa€BHEI beCKpOB-
HOU, IIpodeccopa Kapeapsl ClIEIUaIbHOIO0
¢opTennraHO ACTpaxaHCKOU IroCcyapCTBeH-
HOM KOHCePBaTOPHH, IIOCBAIIEHO H3yye-
HHUIO OJHOIO M3 CJIOKHEHIIHNX acCIIeKTOB
LeATeJbHOCTH MY3BIKaHTa — IIPOIIeccy-
aJIbHO-AUHAMUYECKON CTOPOHE UCIIO0JI-
HUTeJILCTBA. COCPelOTOUEeHHOCTh Ha HeH
IIpejIioaraeT He TOJIbKO COOCTBEHHEIE ITy-
6JIMYHBIe BBICTYIUIEHU, 00eclieunBaloIye

HeIloCpe/ICTBeHHOe HabOJIIofleHue 3a 3TUM
YCKOJIH3aKIINM OT CAaMOTO B3bICKaTeJIHHO-
ro caymaresns ¢eHOMEHOM, HO U IIPUCYT-
CTBHe Ha KOHIlepTaX KOJLJIeT U YUeHUKOB.
Be3ycs0BHO, HYKeH U OIBIT pedJeKCcuy,
C He06XOIMMOCTBI0 TPEBYIOITHH 0T HcciIe-
noBaTeJid abCTparupoBaHUs OT BCETO BHEIII-
HeTO, UTO 3aTPy/HsIeT IOrPy’>KeHHe B CBOEé
JIMYHOCTHOE IIPOCTPAHCTRBO.

YMeHMe BeCTHU IHAJIOT C KOMIIO3UTOPOM,
peasn3yeMbIii II0CPeICTBOM HOTHOIO TeK-
CTa, B UTOTe BHIXOJUT 3a PaMKHU JIOKaJIb-
HOT0 KOMMYHHUKAaTHUBHOI0 akTa. OHO II0-
JIyyaeT IIPOJOJKEHME Ha YPOBHE IIefiaro-
TUUeCKON PUTOPUKH, KOTJa My3bIKaJIbHasi
peub cMeHsieTcsl Bep6abHBIM AUCKYPCOM,
I10/1 3HAKOM KOTOPOT'0 ITPOUCXOAUT B3aUMO-
InelicTBUe HaCTaBHUKA U ero I0/[0IIeUHOTO.

© Bosikosa IlI.C., 2022

139



University Library

& ICONTI. 2022;(1)

B uTOre ceMHUOTHUYECKHUU IIepeBO] HeBep-
6as1bHOro (My3bIKaJbHOI0) B BepbasibHOe
(csioBecHOeE) ¥ 06paTHO, HOAAEP>KUBAEMBIA
HUHTepecoM 006euxX CTOPOH, obecrieyrBaeT
IIPOHUKHOBEHME B CBATasA CBATHIX — TBOP-
4eCKyIo J1abopaToOpHI0 MacTepa.

3HaMeHaTeJIbHO, UTO «ITyTEBKY B )KU3Hb»
pacKpeIBaeMOM B U3laHUU TEMBI Jajl aBTO-
PUTETHBIN CIIeIIHaJINCT B 06J1acTU $popTe-
IIUaHHOTO HUCIIOJIHUTEJIbCTBA U Ilefaro-
TUKU AJIeKCaHAp MUTpUEeBUY AJIEKCEeeB,
yell yuebHUK «McTopusa GopTEeIUaHHOIO
HUCKYCCTBa» CIY>XKUT HAaCTOJIBHOM KHUIOH
IJIsI MHOTUX ITIOKOJIEHUY KOHCEPBaTOPIIEB.
NMeHHO OH B 1984 roxy pekoMeHI0BaJjl
pyxoIuch I'. BeCKpoBHOM 1107 Ha3BaHUEM
«O B3aUMOJeMCTBUHU IIpeHaMepeHHOro
U UMIIPOBU3allIOHHOIO HavaJj B TBOpYe-
CTBe MY3BIKaHTAa-UCIIOJHUTEeJIS» IJIs IIy-
6smkanuu. Coycra 26 jset, B 2010 roxy,
TeMa IIpolleccyaJbHO-TUHAMUYECKOTIO
aclieKTa MY3BIKaJbHOIO HCIIOJHUTEJIb-
CTBa IIOJIyYHJia CBOE pasBUTHE B KaH[U-
JaTCKOM puccepranuu «Mys3bIKaJbHOeE
HUCIIOJIHUTEJILCTBO: IIPOIlecCyaJbHO-IUHa-
MUYeCKUH aclleKT», BEIIIOJTHEHHOH I10[L pY-
KOBOJICTBOM JOKTOpa HUCKYCCTBOBeeHU,
npodeccopa Jrogmuisl I1aBiaoBHEI KasaH-
11eBOM!.

To, 4TO [UCcepTAallMOHHOE HCCIe/0Ba-
HUe OBLJIO 3alllUIleHO B cTeHaxX CapaToB-
CKOM TOoCyJapCTBEHHOM KOHCepBaTOPUU
um. JI. CobuHOBa, BUJUTCA BeCcbMa CHUM-
BOJIMYHBIM. /leJI0 B TOM, UTO B YHCJIe IIe-
naroroB 'asmuHbl HUKOJIaeBHBI, CBETJION
aMATH KOTOPBIX aBTOP IIOCBAIIAET CBOIO
paboTy, — 3MMaHyUJ AJIeKCAHAPOBUY
MoHac3oH (1927-2010) u Cemén CosroMo-

HOoBUY benpunkui (1908-1993). BcTpeua
¢ IpogdeccopoM MOHAC30HOM COCTOSLIaCh
B KasaHCKOM rocyapcTBeHHOM KOHCepBa-
Topuu UM. H. )KuraHosa, rze npoxoauia
yueba I'. beckpoBHOU. IIo pyKOBOACTBOM
Ke BeHpuiikoro — npogeccopa CapaTos-
CKOM KOHCEepBAaTOPHUM — aBTOP OKOHYMJIA
aCIIUPaHTYpYy.

TBopueckasa feaTeJbHOCTE I'. becKpoB-
HOU BBICTpauBaeTCsd B OIIOpe Ha IIpernoja-
BaHUe, UCIIOJTHUTEJILCTBO U HAYYHO-HCCIIe-
I0BaTeJIbCKYI0 paboTy, 4TO o6ecriedyruBaeT
KOMIUIEKCHOE pacCMOTpeHHe IIpoIiecca uc-
II0JIHUTeIbCTBA. [locieHUM «aHaJIUu3Upy-
eTCs1 CO CTOPOHBI BHYTPHUIIPOLIECCHBIX SIBJIe-
HUM, a UMEHHO KaK OH QYHKIIMOHUPYeET (TO
eCcThb Kak OH “paboTaeT”)» (c. 12). IIpu sToM
OCHOBHBIM HCCJIE0BaTEeJIECKUM METO0M,
II0CPeACTBOM KOTOPOTLO OCYILeCTBJISIETCSA
HHTepeCyIUil aBTopa IIPoIiecc, BBICTY-
I1aeT CUCTEeMHO-CTPYKTYPHBIM.

[ToMUMO TaKHX TPaSUIIMOHHBIX [JI1 Ha-
YYHOI'O >KaHpa pas/esoB, Kak BeeneHue,
3akiroueHue u bubsmorpadus, usgaHue
BKJIIOUAeT B Ce0s YeThIpe IJIaBbl:

1. IIporeccyaspHasgs JUHaMHKa MY3bI-
KaJILHOTO HCIIOJIHUTeJIbCTBA KaK IIpeaMeT
Hay4HOI0 aHa/JIM3a.

2. CTpyKTypa HWHTepHpeTaluoOHHOTIO
IIpoIiecca.

3. IlpegHaMepeHHOe U HellpefHaMepeH-
HOe HayaJla KaK MCTOYHHUK BapHaHTHOIO
pasBepTBIBAHUSA HHTEPIPETAI[MOHHOTIO
IIpoIiecca.

4. YcTaHOBOYHAS PETryJIALIMS COOTHOIIIe-
HUS IIpeJJHaMepeHHBIX U UMIIPOBU3aIU-
OHHBIX 3JIEMEHTOB B HHTePIIPeTalJMOHHOM
IIpoIiecce.

1 B paMKax Hay4HOM IIKOJIBI IIpodeccopa JI. KasaHIieBoi UccaefoBaHue I'. BeCKpOBHOM OTBeUaeT OHOMY
U3 MacIITabHBIX TEMaTUUeCKUX 6JI0KOB — MY3BbIKaJILHOMY COZlepyKaHHI0 KaK QeHOMEeHY.
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VHUuBepcuTeTcKas 6U6Iu0TeKa

B 11es1o0M ussiaraeMblii MaTepHall IIpej-
CTaBJsgeT COO0M aBTOPCKYI KOHIIEIITUI0
OJHOTO M3 pas/esioB IIOKa eIlfé He CJIO-
JKUBIIIEHCSI Ha CEeTOMHAIIHUN IeHb B CBO-
el I1eJIOCTHOCTU meopuu My3blKa1bHO20
ucno/siHumeibcmea. 3HaMmeHaTeJIbHO, UTo,
IIOMHMO aHaJIUTUKH, 0C060€e MeCTO B aBTOP-
CKOM TeKCTe 3aHUMAaloT CBU/IeTeILCTBA Ta-
KHX MacTepoB CIieHEbl, Kak: . JIuct, ®. Ilo-
ey, ®. bysonuy, H. IlepesibMaH, 3. '1iieskc,
B. Copponurikuyi, B. JlaHmoscka, C. Puxrep
U MH. [Ip.

HecMoTps Ha TO, YTO CHCTeMa apTyMeH-
Talnuy, 00yCJ0BJIUBAKIEN IIpaBOMeEp-
HOCTh aBTOPCKOM KOHIIEIIIIUU CO3TaéTCs
Ha OCHOBe TPyAOB ¢uirocodpoB, YUEHBIX-
39CTETUKOB, KYJIbTYPOJOTOB, MY3bIKOBe-
OB, IICUX0JIOT OB, I1eIarOTOB-MY3bIKaHTOB,
CTUJIb U3JIOKEHUS OTJIMYaeTCd IIpo3payd-
HOCTBIO, ICHOCTBIO ¥ OTCYTCTBUEM HeolIpe-
IeJIEHHOCTH.

B xauecTBe IpuMepa IIpUBELEM BBLICKA-
3bIBaHMe, alollee BO3MOKHOCTD II0JIYYUTh
IIpe/iCTaBJIeHUE O JIETKOCTHU U U3AIIHOCTU
HAy4YHOIro CTWd aBTopa. Ha cTpaHUIlax
KHUTU HAXOJUM CJIeflyllllee CpaBHEHUeE:
«He ciiyyaltHO U3BeCTHBINM aBUaKOHCTPYK-
Top A. TymoJieB mpepocTeperagl — ecjau
CaMOJIET BCé BpeMs COBepPIIeHCTBOBATh,
TO OH He B3JIeTUT. [I0 aHaJIOTHUU C BHIIIe-
CKa3aHHBIM, eCJIM CO3HAHME UCIIOJTHUTEeIS
CKOBAaHO CBEPXI0CTaTOYHOM IIpefyCTaHOB-
JIEHHOCTBIO, TO, BBIpakasiCh 00pasHo, Kpbl-
JIbS TOXKe He pacrpasarcs» (c. 177).

O6palrass BHUMaHMe Ha OCHOBHBIE HUJIe1
paspaboraHHOM U o6ocHOBaHHOU I'. Bec-
KPOBHOU KOHIIEIIIUN BHYTPEHHEHN CTPYK-
TYphl HHTepIIpeTal[MOHHOTIO IIpoIllecca,
3aMeTHM BCJeJ 3a aBTOPOM, YTO «KOM-
IIOHEHTHBINM COCTaB IPEeACTaBJAKT JBa
CJIOKHBIX B3aUMO/IeMCTBYIOIIUX I1JIaCTa,
06pasyrIuxX HeJleITUMbIN TUHAMUYEeCKUN
KOMIUIEKC: IIpefHaMepeHHOe U HeIpe[-
HaMepeHHOe HayaJsia. HempepgHaMepeH-
HOe HavaJIo BKJIWYaeT B cebd ABa BUIA
3JIEMEeHTOB: CeMaHTU4YeCKUl (MUMIIPOBU-
3aI[MOHHBIN) U aceMaHTUUYeCKUH (XaoTH-
yeckuii)» (c. 181). [lToMrMO paccMOTpeHUs
KOMIIOHEHTOB I1eJIOCTHOTO IIpoIlecca ¢ TOY-

KU 3peHUs UX Ba)KHEUIIIUX CBOMCTB, aBTO-
POM BBISBJIEHBI U OXapaKTepU30BaHbl UX
$YyHKIIUH, BBICTpOEHA HMepapXus II0 CTe-
IIeHU QYHKIMOHAJIbHOM 3HAYMMOCTH —
IIpeBaJIMpylolliee IIpefHaMepeHHOoe Hava-
JIO JIOIIOJIHSAeTCS HWMIIPOBU3aIllMOHHBIMU
U KOPPEeKTUPYeTCs AeCTPYKTUBHBIMHU «Xa-
OTHUYECKHUMM» 3JIeMeHTaMHU, OKa3bIBAIOII[U-
MU HeraTUBHOeE BJIMSHUE Ha XO0J IIporiecca
(c. 181).

O6pa1eHue K IIpoIleccyaJIbHOMY I10/1X0-
Iy IIpeJCTaéT He TOJIBKO «OJfHUM M3 HOBBIX
nyTer paclIupeHus <...> 3HaAaHUHN O MY3bI-
KaJIbHO-KUCIIOJTHUTEJILCKOH J1eITeJIbHOCTH.
OH C110c06CTBYET paCCMOTPEHUI0 aKTa 00'b-
eKTHUBAIWH C JUHAMHUYeCKUX II03UIIUH, I10-
3BOJIAeT OTPasUTh HAIIOJIHEHHYIO JIBHKe-
HHEeM BHYTPEHHIOI0 ““KU3HbL” UHTepIIpeTa-
IIMOHHOTIO IIpoIlecca, JMHAMHUKY Ilepexofa
OT 3aMBICJIa K 3ByYallleMy pe3yJybTaTy, OT-
KpbIBasg MeXaHU3M BbIIBJIeHUd IIpeobpaso-
BaHUM B “olpeMeuYeHHOM” My3bIKaJIbHOM
obpase» (c. 181).

KHHra Mo>XeT paccMaTpUBaTbCAd U
Kak y4yeOHOe I10co6ure; 0Ha OHOBPEeMEHHO
IIpUBJIeKaTeJIbHA KaK [JJIsI KOHIepTUPYIO-
X HUCIIOJIHUTeJIel (He3aBUCHUMO OT HUX
IIPUBEPKeHHOCTH TOMY WJINU WHOMY HUH-
CTPYMEHTY), IlelaroroB-IIpaKTUKOB, TaK
U 1711 MOJIOJBIX MY3bIKaHTOB, CTPeMSIIIHX-
Cd OCBOMTH IIOHpaBHUBIIIEeCSI UM MYS3EI-
KaJIbHOe TBOpeHUe. He MeHee 3HaUUMBIM
IpuobpeTeHUeM pelieH3uUpyemas pabora
CTaHeT U [JId YYE€HBIX-UCKYCCTBOBEOB
(My3BIKOBE/I0B), 3aHMMAIOIIIMXCSA BOIIpOCa-
MU HUHTepIIpeTaliuu U peuHTepIIpeTaluy,
CIIeliMPpUKOM TBOPUYECKOIO IIpoliecca, ycra-
HOBKaMHU CO3HAHU4.

ITosxmaa CraHuc/IaBOBHA BoJikoBa,
IIOKTOP UCKYCCTBOBeleHUs, IIpodeccop

e D
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