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AHTUYHOCTH

(TpIcsTUuesIeTHE

o PoxxgecTtBa Xpucrona).
Ba3uc eBponencKoun KyjJabTyphl

0Oc06eHHOCTh ITyOJIUKYEMOTO KYPHAJIOM
IIHUKJIa 0OYEePKOB — B TOM, YTO IIpU
MaKCHUMaJIbHON KOMIIAKTHOCTH HU3JI0KEHHUS
OCYILIECTBJISIETCSA CBOJAHBINA 0030p OCHOBHBIX
SIBJIEHUU MUPOBOU Xy 0KEeCTBEHHOM!
KYJIbTYpPBI, OXBAUEHHOM B I1eJI0M KaK C TOUKU
3peHud 00IIeNCTOPUYECKOro IIpoIiecca,
TakK U B OTHOIIIEHUU PAa3JIMYHbBIX BUIOB
TBOpPYECTBa (JIUTepaTypa, U300pasuTeIbHOE
UCKYCCTBO, apXUTEKTYypa, My3bIKa, TeaTp U
KUHO). [Ipu 9TOM IIpeoioieBaeTcs IPUBhIYHAS
pyOpuKaIiig 1o HalfMOHAJILHBIM IIIKOJIaM U
paszesieHue Ha OT/eIbHBIE BUJBI HCKYCCTBA
C IIPUCYIIeH KaXKI0My U3 HUX KaHPOBOU
crieniupuUKaIiren, 4To 0OTBeUaeT ITI03UTUBHBIM
TeHJIeHIIUSIM I100aInu3aliuy 1 obecrieunBaeT
I1eJIOCTHOE BHIeHUE XY/10’KeCTBEHHBIX
deHoMeHOB. [IpeycMaTpUBaeTCs II03TAITHOE
paccMoTpeHue CIeAyIIIUX XyI0KeCTBEHHO-
UCTOPHUYECKUX IIePUOIO0B: /I[peBHUN MU,
AHTHUYHOCTSE, CpefHeBeKOBbLe, Bo3pokaeHue,
bapoxko, IIpocBelrieHre, POMaHTU3M,
IToctpomauTH3M, MozepH I, MozepH II,
MopgepH III, IlocTMOIepH U B KauecTBe
II0CJIECTIOBUS — «30JI0TOM BEK PYCCKOU
XYI,0’KeCTBEHHOU KYJIbTYPEI».

Antiquity

(A Millennium before

the Birth of Christ).

The Basis of European Culture

The peculiarity of the series of essays
published by the magazine 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 General
historical process, and in relation to various
types of creativity (literature, fine art,
architecture, music, theater and cinema).
At the same time, the usual categorization
of national schools and the division into
separate types of art with the genre
specification inherent in each of them
is overcome, which meets the positive trends
of globalization and provides a holistic view
of artistic phenomena. The following artistic
and historical periods are considered
in stages: the Ancient world, Antiquity,
the Middle Ages, the Renaissance, the
Baroque, the Enlightenment, Romanticism,
Postromanticism, Modern I, Modern II, Modern
III, Postmodern, and as an afterword —
«The Golden age of Russian artistic culture».
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POHOJIOTHYECKHEe TPaHUIBI AHTHY-

HOCTH TAKOBBI: C CAMBIX ITOCJIeHUX

BeKoB II TeIcgauesieTus 10 H. 3. II0
IepBhle BeKa I TeicauesieTud H. 3. (14 IIPO-
CTOTBI OPMEHTAIIMH: B OCHOBHOM — ThICSAYe-
Jaetue o PoxxgectBa Xpucrosa). Kacasice eé
IIPOCTPAHCTBEHHBIX KOOPAMUHAT, Yallle Bce-
ro UMeKT B BUJy UCKYCCTBO /[peBHel1 'pe-
uu U /[peBHero PuMma, HO 3T0 6b11a TOJIBKO
4acTh OO0JIBIIION XYA0KeCTBEHHOU KYJIBTY-
PBI, KOTOpast MHTEeHCHBHO Pa3BUBAJIACh U 3a
IIpejieslaMy Ha3BaHHBIX TEPPUTOPHUIL.

Ha BrpIXOle B AHTHYHOCTB, IIOKaJIyH,
BIIEpBEIe CO BCeH OTUYETIMBOCTBLIO IIPOCMa-
TpHUBaeTCd ABJIEHHE, KOTOpoe IIepuoauye-
CKHU Oy/ieT IIOBTOPSATHCS U B JaJlbHEHIIeM:
Ka’KI bl HOBBIM OO0JIBIIION BUTOK UCTOPHU-
YeCKOro pasBUTHUSA TOUKOM CBOEr0 OTCUYETA
HMeeT KaTacTpody WM, 110 KpaliHel Mepe,
«3aKaT» IIpeabIAyIel [TMBUIHU3AIIHH.

K rmpuMepy, B Xo/ie pacCMOTpeHHU /[peB-
Hero Mupa 0TMeYaJIUCh JOCTHKEeHU arei-
CKOM ITMBHJIM3aIlHUU, KOTOpas pasBUBasach
Ha OCTPOBax U I106eperkbe ITeliCKOro Mops
(aTo ocHOBHasg Tepputopus I'pertuu). U B
XII Beke 110 H. 3., KOTOPBIHA MOKHO CUUTATh
HayaJbHBIM NYHKTOM AHTHUYHOCTH, OHa
Obly1a paspyllleHa HaTUCKOM JJOPUMCKUX (ce-
BepOrpevecKux) IVIeMEH, HaXOAUBIIIUXCI Ha
ropasyo 6oJiee HU3SKOM YPOBHE pasBUTHUSL.

JlopuiicKoe 3aBOeBaHUe IIPUBEJIO K 00I1le-
MY YIIaJKy BO BCeX chepax )KU3HU. B uctopun
I'pery HACTYIIMJI II€PUOJ, IIOJYYHUBIIUHI
HasBaHUe MEéMHble 6eKa — OH IIPO0JIKaJI-
Cs1 IIOYTH ITATH CTOJIETUH (IIPUMEPHO [0 I10-
SIBJICHUSI TOMEPOBCKUX I103M). PagyMeeTcy,

3TO He OBLJIO paspyllleHHeM /10 CAMOI'0 OCHO-
BaHUd. UTO-TO OT IIpe’KHeHr ITUBUIN3aIUN
«BapBapbl» AHTUYHOCTU BOCIIPUHAIU. TeM
He MeHee MUP KakK Obl HAYWHAJIU CTPOUTH
3aHOBO.

JTO «CTPOUTEJIBCTBO» BO MHOIOM OCY-
I1eCTBJIAJIOCH 110 JIMHUM CO3UAAHUA 0YX08-
H020 )yHOamMeHmMa aHTUYHOU KYJIbTYPBI,
a 3aKJIaJbIBaJICI OH, IJIaABHLIM 00pasoM, B
C/1086CHOCMU, U COCTaBUJIH €r0 B IIePBYIO
odepenb peau2uo3Hbsle c800bl U HAUUOHA1b-
Hble 3NOCHL.

B MHaUM CI0KHUJINCEH IBA PEJIUTHO3HBIX
CBOJIA.

Bepnpl (B 11epeBo/ie 03HaYaeT 3HAHUE, TOU-
Hee — BBICIIIee, JYXOBHOE 3HAHUE) — CB4-
IIleHHble KHUTU WHAYHU3Ma KaK OCHOBHOM
pesuruu UHIMH.

Tpumiitaka (B repeBojie o3HadaeT Tpu
KOP3UHbL C8AUeHHBIX YCMAHO8./1eHUll; NaH-
HBIU CBOJL IeICTBUTEJIEHO COCTOUT U3 Mpéx
cobpaHUl TEKCTOB) — 3TO OYAAUMCKUU Ka-
HOH. By/iT113M BO3HUK B cepefiviHe I ThIcAYe-
JIeTHS 10 H. 3., IBUBIIIHUCH Haub0JIee paHHENU
W3 TPEX MUpO8blX pesuull (Hapsamy ¢ XpU-
CTHAaHCTBOM U HMCJIaMOM), ¥ 3aTeM I10JIyYUI
XOJKIeHHe BO MHOTHX CTpaHaX A3HUM.

B MHuu BpeMéH AHTUYHOCTHU OBLIU CO3-
JaHBI ¥ [IBa BEJIMKUX 3I10Ca — I109MBI «Ma-
xabxapara» u «PamasHa». O603HaueHHUE
«Maxabxapama» («Beauxkast bxapama») Bo3-
HUKJIO B pe3yJibTaTe COKpalleHUs II0JTHOTO
Has3BaHU («BeJIMKoe cKa3aHUe 0 II0TOMKaX
bxapaTtbl»). BXxapaTta — JpeBHeHHUNUCKOe
IJIeMs1, KOTOpOe [e¥CTBUTEIbHO CYIIeCTBO-
BaJsIo (opuIiasbHOe Ha3BaHUe COBpPeMeH-
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Hou MHauu — bxapar). «PamasHa» B iepe-
BOJle 03HayaerT «/[esaHus Pamul». Pama — J1e-
reH/IapHbIU Irepo UHINUMCKUX CKa3aHUM.

EBpelickuii Hapo/ BO BpeMeHa AHTUYHO-
CTH CO3JaJI [yXOBHOE TBOPEHHE, TAK MHOI'0
3HayuBIllee BIIOCIEICTBUU VI YesloBeye-
cTBa, — bu6uIo (0T Tped. KHU2U); TOUHEe,
eé IOXpUCTHUAHCKYI0 4YacThb — BeTrxui 3a-
BeT, coOpaHUe CBAILIEHHBIX KHUT Uy/laus-
Ma Kak peJIUTUU uyzees. I1o3Ke, BMecTe C
HoBbsIM 3aBeTOM, OH COCTaBUJI BUOIUI0 —
CesaieHHoe IIrcaHue XpUCTHAH.

BepoBaHUA IpeBHUX eBpeeB, 3aQUKCU-
poBaHHBIE B BeTXOM 3aBeTe, CTaJIU IIePBOM
MOHOMeucmu4eckol peauzuell, 1 3T0 ObLI
IIPUHIAIINAIBLHO Ba>KHBIM IIPOPEIB B OYyIy-
11ee, KOIZja UMeHHO MOHOTEUCTHYECKHUeE pe-
JIUTUU (XPUCTHUAHCTBO, UCJIaM) BBITECHUINA
I3bIYeCKUe KyJIbThI.

B [lpeBHel ['periu peJIMTMO3HOTO CBO/IA
KaK TaKOBOI'0 He BO3HHUKJIO (ero saMeHsI’
MHOTOYHUCIeHHbIe MUPOJIOTUYECKHe IIpe/ia-
HUS), HO 9TO 6bLJI0 KOMIIEHCUPOBAHO CO3/1a-
HHUeM HaIJMOHAJILHOIO 3I10Ca.

B nosmax I'omepa (BO3SMO>KHO, II0JTyMU-
¢uueckoe auno) «Mauaga» u «Oguccesi»
U 0c00eHHO B I10aMe I'ecuoda «TeoroHus»
(«ITpoucxoxjgeHue 60TOB») OCYIEeCTBJISA-
Jlach 3aBeplarolas repepaboTka JpeBHUX
MUGDOB, IIPUBOAUBIIIAA UX B CTPOMHYIO U
I1eJIOCTHYIO cucTeMy. [IpuyéMm cyTh U3Me-
HEHUU, KOTOPBIe IIPOU3OIILIH C YeJJ0BEKOM
B €ro ABM)KEHUU OT /I[peBHero Mupa K AH-
TUYHOCTH, HAlIllJIa 3/1eCh CBOé MeTadpopUye-
CKOe BBIpakeHHe B 3aMeHe CTapbIX 60TOB
HOBBIMHU.

Crapsle 60TU (TUTAHBI) OJIUIIETBOPSIIU
c000¥ MpayHble, CTUXUIHBIE CHJIbI 3eMJIA —
MUp, B KOTOPOM TOCIIOCTBOBAJJIU yXKac U
oUcrapMoHus. MoJsiofiple 60TH (OJIMMIIUM-
CKHUU IIaHTEOH BO IJIaBe C 3eBCOM), YCMU-
PUB TUTAaHOB U COPOCUB UX B 6e31HY 3eMJIU
(Taprap — apn), yCTaHOBUJIN B MUpE CUIY
3aKOHa, C03/1aJI1 HOBYIO KPacoTy, OCHOBaH-
HYI0 Ha IIOpsiKe U TapMOHUHU.

HasBaHHBIe I'peyecKue II03MbI HaIlHUCa-
HBI T'eK3aMeTPOM — OCHOBHBIM pasMepoM
IpeBHeIpevYeCcKOr 3IINYeCKOH I1033UH (IIIe-
CTUCTOITHBIN pasmep U3 17 cioros). OH Iie-

pefaér xapakTep TOpP>KeCTBEHHO-IIPUIIOJ-
HATOM pPeyd U BeJIMYaBO-BO3BBIIIIEHHBIN
IYX «CeJOU CTapUHBI».

Beppl, Tpunintaka, «Maxabxapara», «Pa-
MasiHa», Berxuit 3aBet, «Manama», «Omquc-
cesgd», «TeoroHUsI» — 3TO TOJIBKO CaMBbIe
U3BECTHbIE U3 MHOKeCTBA JINTEPATYPHBIX
IIaMATHUKOB, B KOTOPBIX IIPOUCXOJUIIO
yCTaHOBJIEHUE UCXOJHBIX HavaJl JyXOBHOTO
OBITHSI AHTUYHOCTH.

O603HauUeHUe AuUMepamypHsle NAMIMHU-
KU BIIOJIHE IIPaBOMEPHO U I10 OTHOIIIEHHUIO K
PEeJIMTUO3HBIM CBOJAM, TaK KaK OHU IIpef-
CTaBJISIIOT COO0M COOpaHUs TEKCTOB CAMOTO
PasIMYHOI0 IIPOUCXOKIAEHUs ¥ HasHauve-
HUS: IOMHUMO COOCTBEHHO KYJIbTOBEIX GOpM
(TMMHBI 60raM, MOJIUTBBLL, ITPOIIOBEIU, PUTY-
aJIbHbIe IIpeAIIUCaHUs, MaruuecKue 3aKJIu-
HaHUI), 3[IeCh BCTPEYAKTCI UCTOPUYECKUe
XPOHUKH, TepOUUYeCcKUe JIeTeH/Ibl, BOJIIIe0-
Hble CKas3KU, QOJIbKJIOPHBIE IIeCHU, 6HacHHU,
IPUTYU U T. [I., YTO IIpeBpalaa0 pejauru-
O03HBIM CBOJI B @HTOJIOTHIO BCETO, UeM KT
YeJI0BEK TOTO BpeMeHU.

Ho, kpoMe TOro0, ecjiv B3ITh ¥ CAMU KYJIb-
TOBBIE TEKCTHL, TO B psifie CclydaeB eCThb OC-
HOBAaHU paclieHUBaTh UX Kak IIpoM3Be/e-
HUS UCKYCCTBA B CUJIY IIPUCYILEN UM IPKOH
Xy 0’KeCTBEHHOM BbIpasUuTeJIbHOCTU. OTHO
U3 IIOATBEPIKAEHUN 3TOr0 HaX0IUM, K IIPU-
Mepy, B 150 mcaiamax Berxoro 3aBera, Ko-
TOpble 6UOJIeMCKas TpaJgUulius CBSI3bIBAeT
C UMeHeM JIeTeHIapPHOro Iiapsg-IieCHOIIeB-
na Jaeuda. He MeHee IpruMedaTeJbHEL B
9TOM OTHOIIIEHUU PeJIMIM03HbIe TUMHBI U3
WHIUNWCKUX Be.

PeJIMTH03HOE II0y4YeHMe MOTJIO 00JIeKaTh-
¢ B GOpMY CIO’KeTHOTO II0BeCTBOBaHUA. Tak
BO3HUKaJIX MHOTOUHUCJIeHHbIE «IYXOBHbIE
ucropun». OQUH U3 IPKUX 06pa3IoB HaxXo-
M B BetxoM 3aBeTe — «KHuTra OBa». 3TO
IpaMa >KHU3HU 4yesI0BeKa, II03HaBIIIero MHO-
r'0 He3aC/Iy>KeHHBIX CTpalaHUuM.

V0B — IIpaBeHUK, O6€CIIOPOYHBII UesIo-
BeK, YrogHbIN bory. KakeTcs, 3J1y IIpocTO
HeOTKy/Jla BOUTHU B ero >KU3Hb, HO HEBO3-
MO>KHOE IIPOUCXOAUT, U UCTOUHUKOM 3TOI0
CTaHOBUTCS caM bor, IIOCKOJILKY HU306pa-
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JKEHHBIN 31ech CaTaHa B JaHHOM Ciydae
He Bpar bora, a IIpOTUBHUK 4eJI0BEKa, ero
UCKYyCUTeIb U 00BUHUTeIb. OH HacTauBaeT
Ha TOM, uTo MoB uTuT bora He 6eCKOPHICT-
HO, YTO ero 06e3yIpevyHOoCTh IIPOUCTEeKAET U3
ero 6J1aroIoJay4dus.

UT06BI IOJIYyYUTH OTBET Ha CMYTHUBIINHN
ero BOIIPOC, SIXBe BhIZaeT MoBa Ha IILITKY
06BUHUTe0. 110B BBIIep)KMBaeT CTpalll-
Hble UCIIBITaHUs, JOKa3bIBaeT CII0OCOOHOCTh
yesioBeKa K 6eCKOPBICTHOM Bepe U Harpax-
IIEH 3a 3TO.

«KHura MoBa» I10Ka3bIBaeT HEOAHO3HAU-
HOCTB II0CTYJIaTOB BUOG/IUU U CTaBUT OIIpe-
IeJIEHHYIO IIpo6ieMy KacaTeJIbHO BCe3Ha-
Hudg bora: oH, BceBenymuii, He 3HaJ, Jel-
CTBUTEJIBHO JIU 60ro60s3HeH MOB U Kak
OH IIOBeZE&T cebs B UCIIBITAaHUAX. OJHAKO
B KOHEYHOM CUYéTe IIOYYUTEJIbHBINU CMBICII
9TOM «IYXOBHOU UCTOPUU» COCTOUT B CJIe-
oyroieM: 1a, [ocIriogb MOXKeT YyCOMHUTHCA U
6oJiee TOTO — OIIUOUTHCS, HO Bephb B Hero,
U Tebe paHO MU II03/JHO 00g3aTeIbHO BO3-
acres.

daHTa3usg TeX, KTO TBOPUJI OYyXOB8Hble
ucmopuu, 6blj1a IIOUCTUHE HeucuyepliaeMa.
OLeHUM, K IIpUMepYy, OpUTHHAIbHBIN CIO-
JKeTHBIN XO0J, C IIOMOIIIBK KOTOPOIO IIPO-
CJIaBJISIETCS PEJIUTUO3HOE OTIIEeJIbHUYECTBO
B OJJHOM U3 IIaMITHUKOB OYAHUNCKOIO CBO-
na TpunuTaka — Tak HasblBaeMble «CTpo-
b1 MOHAXUHB».

CrooKeT 37ieCb TaKOB: MOHaxXyWHe, UAYyIlel
B CBAIIEHHYIO POIIy, IIperpakgaeT IIyTh
IOHBIM BeTPEHUK, BIIOOUBIIUNICA B HEE U
IIBITAIOIUNCA COOJIa3HUTD €€ IIpeJiecTIMHU
MUPCKOM KU3HU.

Ha BoIIpoC MOHaXMHHU, YTO >Ke IIPUBJIe-
KaeT er0 B HeU, OH TOBOPHUT O eé 6ecriomob-
HBIX IJ1a3ax. OTIIeIbHULIA HAXOUT CIIOC00
OCTYAUTH JIOOOBHBIN IIBLJI IIOKJIOHHUKA,
paspyliasg CBOM 4Yaphbl COBEpPIIEeHHO HeO-
JKUZIJaHHBIM 00pa3oM — BEIpBaB cebe IJ1as.
BeTpeHUK MOJIUT O IIPOILeHUU, MOHaXUHS
yZanseTcs B CBOM IPUIOT, I/ie e€ IJ1a3 uyzec-
HBIM 00pa3oM BO3BpalljaeTcs Ha MecTo.

B ocHOBe cBOeU MaMATHUKU aHTUYHOU
CJIOBECHOCTH OBLIM HallesleHbl Ha TO, YTO-
OBI yUUTH UeJIOBeKa JIy4llleMy, yTBepKaaTh

uneu nobpa, IIpaBAbl U CIIpaBeAJIUBOCTH.
TaKOBEI [1eCATh 3aI10Be/lell, COCTaBJIIAIOIUX
KpaeyroJabHOe OCHOBaHNE HPaBCTBEHHOIO
roTeHIrana bubauu. Yto ke KacaeTcs IIpo-
POKOB, KHUTH KOTOPHIX IIOMeIeHb] B BeT-
XOM 3aBeTe, TO KaXK[IbIl U3 HUX — spKasd
JIMYHOCTD C HaIIPSOKEHHBIMU NyXOBHBIMU
UCKAaHUIMH, CO CBOUM IIOHUMaHUEeM KU3-
HU, KOTOpOe HepeaKo IIPOTUBOIIOCTABIISIeT-
Cs1 yCTaHOBJIEHUSIM BJIACTh IIpefieprKallivX.

T'oBOps 0 6a3UCHBIX NAMITHUKAX aHTUY-
HOU CJIOBECHOCTH, CJIe/lyeT IIPU3HATh, UTO
B HUX ObLJI 3aKJIFOUEH IIOJJIMHHBIN K/1ade3b
npemydpocmu. OHU HAIIOJTHEHBI BLICOKUMU
pasayMbsMU 0 )KU3HU, IIPUPOJIE, 6orax, ue-
JIOBEKe U B3aUMOCBSI3U 9TUX SIBJIeHUU. W3-
JIO’KEHBI 3THU PasfyMbs HepeaKo B popme
IIOYYUTeJIbHBIX IIPUTY.

V>Ke B Te [ajIéKve BpeMeHa MBIC/Ib 4e-
JloBeuyecKas IIpuObJIMyKaaach K HEKOU IIpe-
[leJIbHOM yepTe B IOCTH KeHUU Mupa. 1 yxe
TOTJa 3By4a/Ild MHOIOYUCJIEHHbIEe CEHTEeH-
[IUM O IIPU3PAYHOCTH yCIlexa ¥ 0 6peHHOCTU
JKU3HU — BIUIOTH /10 BCEIIPOHUKAIOIIETo
CKeIICHCA.

OpuH us npuMepoB — Kuura ExKkirecua-
cTa 13 BeTxoro 3aBeta (MHOTI/la YUTAKOT IK-
K./1esuacm, 4To B IlepeBo/ie 03HayaeT IIpono-
8eJHUK); COIJIaCHO IIpeJJaHUI), e€ aBTOPOM
cuuTtaetcsd 11apb CoioMOH. OH U3BSICHAETCS
KakK II03T — HUCTHUHHO XY[I0’KeCTBEHHBLIM
CJIOTOM, SIPKO, BIleuatJdwline. PeppeHom
ero pasMbIILJIEHUN 0 6€CCMBICIEHHOM «KO-
JIOBpaIl[eHUH» OBITUS CJIY>KUT CJI0BO cyema
(«cyema cyem u cé — cyema!»).

Jnuueckan cywHocms GyHIaMeHTAJb-
HBIX TaMATHUKOB aHTUYHOM CJI0BECHOCTH
HayuHaeTCcd C TOT0, YTO BCe OHU, KaK IIpaBU-
JIO, IPeJICTaBJ/ISIFOT COO0M MOHYMEHTAaJIbHbIE
coOpaHUs TEKCTOB Upe3BbIYaifHO 00JIBIIIOTO
06béMa. «CyIiepruraHToM» B JAHHOM OTHO-
IIeHUU gBJsieTcs «MaxabxapaTa»: oHa Co-
Iep>XuT 0kos10 100 000 ABYCTHUIIIUN U TEM
caMbIM 60JIee UeM B BOCEMb pas IIPeBhIIIaeT
«Nnuany» u «Oguccero» BMecTe B3AThIe — a
3TO, B CBOI0 OUYepe/b, «CYyIIePIIO9MBI».

ITomo6HBIe 00BEMBI BRIpACTaIHu 3a CUET
OTPOMHOTI0 YHCJIla eHMCTBYIIIUX JIUII, 6J1a-
rofiaps UCKJIIOUUTEIbHOU 00CTOATEIbHOCTH
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IIOBECTBOBAHUS, a TaKXXe BBUJAY II0/PO6-
HEUIIUX OIIUCAaHUM U MacChl OTCTYILJIEHUH
OT OCHOBHOM CI0’KETHOM KaHBBI, UTO JIOII0JI-
HSIeTCSI HEHCTOIIHUMBIM JHOOIIBITCTBOM K
JleTasIsIM.

Korga roBopaT 06 3amoce AHTUYHOCTH,
OOBIYHO ITPUCOETUHSIOT IITUTET 2ePOUHECKULL.
W 3T0 [erCcTBUTEJBHO TaK. [eporueckui
3II0C OIIpejiesIIeTCsl TEM, UTO JOCTOBEPHOe,
peasibHOe IlepeIieTaeTcsl ¢ HeBepOSITHbIMU
NPUKJIIYEeHUSIMU U YIUBUTEJIbHBIMU I10/1-
BUTaMM TepoeB, a n306pa’kaeMbI¥ MUp, I10-
MUMO JIFO/IeH, HaCeJsIsIoT 00TH, YXU, JeMOHBI,
HaJleJIéHHbIe HeOObIYaHBIM MOI'YIIIECTBOM.

Ho, MO>XeT OBITh, elllé BaKHee TO, UTO Te-
PONYeCKU 3110C AHTUYHOCTH — 3TO II0YTU
HelpeMeHHO 80UHCKUL 3T10C. OH 06BIYHO CO-
OTHECEH C COOBITUSIMH KaKOM-JIHM00 IIaMsT-
HOU BOMHBI OTAJIEHHOTO IIPOIILJIOTO.

PasymeeTcs, TepOMYECKHUU III0C B pas-
JIMYHBIX CBOUX 00Opasiiax nmpuobpeTas Bce-
BO3MO>KHbIE OTTeHKH. BOSHHKAJIU BeCbMa
cBOoeoOpa3Hble BapUaHTHI C PA3HOU CTelle-
HBI0 OTKJIOHEHUS OT «THUIIOBOM HOPMBI».
OuH M3 TaKUX BapUaHTOB HaXO0JUM B II0-
aMme «PamagHar. BHelllHe OHa IOCBAIlleHA
noaBuraM PaMbl, HO 0UeHb MHOTO€e 3/eCh
IepeMeIaeTcs B AUPUHECKYH0 IUIOCKOCTD U
B TOM YMCJIe HAChIIaeTCsd BHICOKOM I1093U-
el OIMCaHUMN IIPUPObI, KOTOPhIe Ype3BbI-
YaliHO Pa3BEéPHYTHL

HtaxK, [yXoBHBIN QyHAAMEHT AHTUYHO-
CTH 3aKJIaJbIBaJICA IJIaBHBIM 00pa3oM B pe-
JIMTUO3HBIX CBOJAX U HAITMOHAJIBHBIX 3II0-
caX U B OCHOBHOM Ha eé paHHHUX JjTalax. B
JIYUIIIUX ¥ HauboJlee 3SHAUUTEJIbHBIX CBOUX
IIPOSBJIEHUX 9TO ObLIa IIO/IIMHHAS KJIaCCH-
Ka. K 1iprMepy, roMepoBCKHe II03MBI Cpasy
JKe II0CJIe UX IT0SBJIEHHS CTaId BOCIIPHUHHU-
MaThCs B KaueCTBe BBICIIIEr0 Xy407KeCTBeH-
HOTI'0 3TaJIOHA.

3a mpegeslaMU pacCMOTPEHHOM BBIIIIe
CJIOBECHOCTH IIPHUHITUIIEI aHTUYHOM KJIac-
CHUKH C HAU60JIbIIIe OTYETIIUBOCTHIO IIpe/-
CTaJIH B IIPOU3BeIEHUSIX APUHCKOL Xy0odice-
CMBEHHOUl WKO01bl (KaK U3BEeCTHO, AQUHBI
UI'PaId BEAYIIYIO POJIb B peBHEIPeYeCcKoOM
HUCKYCCTBe BpeMEH ero pacirseta). CyTb 3TUX

10

IIPUHIIUIIOB COCTOSLIA B CJIEAYIOIIEM: BO-TIep-
BBIX, YTBepPKIaTh KPacoTy U JOCTOUHCTBO
4YesI0OBeKa KaK IIPeKpPacHOIO0 U COBEpIIeH-
HOT'0 TBOPEeHU IIPUPO/IbL, BCE COOTHOCUTS C
HUM U C ero IpoIopIiusaMU (TOI7ia BO3SHUK-
Jla 3cTeTHudeckas GpopmyJsa: 4YeJoBeK —
Mepa BCeX Belllel), U BO-BTOPBIX, YTBep-
KIaTh TaKHe KauecTBa, KaK SICHOCTh, ecTe-
CTBEHHOCTh, TApMOHUYHOCTb, 6J1aTOPOJICTBO
U BeJIMYAaBO-BO3BLIIIIEHHBIA XapaKTep.

HasBaHHbBIe NPUHITUIIEI HauboJIee OT-
YETJIUBO 3asIBUJIU 0 cebe B TPEX OCHOBHBIX
SIBJIEHUSIX JpeBHerpeyecKo KJIacCUKU: ap-
XUTEKTYpa, CKYJIbIITypa U Tpareaus.

B X0ze cTaHOBJIEHUS peBHeIpeyecKou
apxumexkmypsl HaCTOUUUBO IIpeojoJjeBa-
Jlach IIpUCYIasl IIOCTPOMKaM paHHeUu AH-
TUYHOCTH TSDKEJIOBECHOCTD 00ITIeM MacChl U
CypPOBOCTh OUepTaHUU. 3TaHUA CTAHOBATCS
BCEé 60Jiee JIETKUMMU, U3SITHBIMH.

Kak 13BeCcTHO, BeyIIIUM KOMIIOHEHTOM
AHTUYHOM apXUTEKTYPHI CTaI OpAep — ap-
XUTEKTypHas CUCTeMa CTOeYHO-0aJI04YHOU
KOHCTPYKITUU (OIIOPBI U IIepeKPHITU). ITO
TO, YTO OBLJIO 0CO3HAHO TOT/A U CTaJIO eJIBa
JIX He 00s3aTeJIbHBIM OCHOBAaHHEM BCETO
II0CJIeIYIOIIIero 30{4ecTBa.

BaskHeMIller COCTAaBHOM MIIOCTAChIO
TAHHOM CHUCTEMBI SIBJISLJIUCH THUIIBI KOJIOHH:
IlopuyecKas, HOHU4YeCcKasi, KOpuHPCKag —
IIpe/icTaBJIeHHAas I10C/Iel0BATEILHOCTE OT-
pa’kaeT HapacTaHUe CTelleHU YCI0KHEHUS
UX KOHQUTYpaIluX U HACBIIIeHUS JeKOPOM.

[s1aBeHCTBYIOIIIAd POJIb B IpeBHerpeyec-
KOM 30/1UecTBe IIpUHajIe)kaaa xpamy. OH
SBJISIJICSL He TOJIBKO CBATBIHEU (B Xpame
yCTaHaBJIUBaJIaCh CTaTysd 60>KeCTBa, ITIOKPO-
BUTeEJIA TOPO/ia), HO U CPelOTOUYMEM APYTUX
Ba)KHeUINUX QYHKIIUH: 3[eCh XpaHUIach
rocyapCTBeHHas KasHa U IIPOU3Be/leHUs
HUCKYCCTBA, a IUIOIIAb ITepe] XpaMoM ObLi1a
MeCTOM HapOJHbBIX COOPaHMIMI U IIPa3THECTB.

[IpUHIUIIMAIbHOE OT/INYMe aHTUYHOIO
XpaMa 0T O6yAyIIUX XPUCTUAHCKUX IlepK-
BeU COCTOSJIO B TOM, UTO KyJIbTOBBIE Ilepe-
MOHMH COBEPIaJIUCh IIepel XpaMoM, a ero
BHYTpeHHee IIPOCTPAHCTBO IIpeCTaBJIsLIO
c06011 Kak Obl TUTAaHTCKUM JIapers AJjs Xpa-
HeHUs CTaTyu 00>KeCcTBa U XPaMOBBIX CO-
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Ha. 1. IlapgeHoOH
(apxumexkmop Kanaukpam, npoekm HKmuHa).
447-438 22. 00 H. 3. AfpuHbl, IT'peyus

KpoBulll. BoT rmouemy Haubosiee Ba)KHOU B
aHTUYHOM XpaMe ObLjIa eT0 8HEeWHSASA CTOPO-
Ha, YTO II0JYEPKUBaI0Ch KOJIOHHAI0M (OHa
OIIOSIChIBAJIA XPaM CO BCEX CTOPOH), Y3OPHOMU
BepXHeU 4acThI0 3[[aHUS U CKYJILIITYPHBIM
yOpaHCTBOM.

OuH U3 IepBBIX KJIaCCHYeCKUX obpas-
oB — xpaM Iloceiigona B ITéctyme (rpe-
yecKas KOJIOHUA Ha tore Mrasuu). 3mech
elllé 3aMeTeH OTIIeYaTOK IIOCTPOeK paHHeHr
AHTHUYHOCTH: MaCCUBHBIE KOJIOHHEI, HeCY-
IIUe TSOKeJ0BECHYI BEepPXHIOK 4YacTh CO-
Opy>KeHus, U30bITOYHAs CUJla, CTUXUIHAL
MOIIlb ¥ HEKOTOpasi «IIPU3eMHUCTOCTh». Ho
KOHCTPYKTUBHO — 3TO y’Ke 3aKOHYEeHHBIH
THUII I'peyecKoro xpama. CoBepIlleHHO aHa-
JIOTUYHBIN IIPUMeED II000HOT0 COOPYKeHUS
BpeMéH paHHel KJIaCCUKU Ha TeppPUTOPHUU
camoi I'pertuu — xpam I'epecra B ApuHax.

V>Ke B TOT >Ke IIepUO/JI I'pedyecKue 30/[4ue
HayvaJu pellaTb BOIPOCH! YIIOPSAL0YEH-
HOCTH TOPOJICKOM 3aCTPOMKHU U 11eJI0CTHO-
I0 II0JIX0/la B CBOEU IpajlOCTPOUTEIbHOMN
npakTuke. MjurrocTpanueid Mo>KeT I1I0CIIY-
KUTh KOMILJIEKC OOIeCTBEHHBIX 3aHUuN
B OytMMIINH, KOTOpasi 6bl1a IIEHTPOM KYJIb-
Ta 3eBCa U MeCTOM IIpoBeieHUus OJIUMIINMI-
CKUX UTP.

JlaHHBIN KOMILIEKC TAET IIpe/iCTaBIeHHe
0 BBICOKOM MacCTepCTBe IIOCTPOEHUs apXU-
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TEeKTYPHOI0 aHCaMOJisd, OT/IHYaIOIerocs
IJIAHUPOBKOM paljOHAJILHOU U BMeCTe C
TeM JJOCTaTOYHO CBOOOJHOM, JKUBOIIMCHOM
(mpesioMiieHHe XapaKTepHOIO I aHTHUY-
HOM KyJBbTYpPhl OPraHUYHOIO eJUHCTBA
ratio u emotio).

IMOseMONl apXUTEKTYPHOU KJIaCCUKU
JpeBHel I'pertvu cTas 3HaMeHUTHIN Ilap-
deHoH (447-438 TOABI 710 H. 3., ApXUTEKTOPHI
Hxkmun u Kaaaukpam). BHelllHe 0H 6J11-
30K K Xpamy IToceiimoHa B IlecTyMe (TOT JKe
THUII MOHYMEHTA/JIbHOW KOHCTPYKIIUH, Ta
JKe II0JIHasl CHMMeTPUYHOCTB), OJHAKO IIPKU
BCEM CXOJICTBe OTJIMYaeTCsd CTPOMHOCTHIO,
JIETKOCTBI0, YCTPEMJIEHHOCTBIO BBBICH, IIPH-
4éM COXpaHssd BeJIMUYeCTBEHHOCTb. ITO TOT
Huzeas, K KOTOpoMy IIPUIIINA I'pedecKue 307-
4ue: CTPOTOCTh U KpUCTaIbHAas ICHOCTH IIPO-
IIOPIIUIL, UYBCTBO MepHhl, TapMOHUS, CIIOKOH-
Has ¥ BeJIMYaBO-TOP’KeCTBeHHAas KpacoTa.

[TapdpeHOH — I1TaBHOE COOpYyKeHUe adpu-
HCKOT0 AKpoIroyig. OHO BO3BBIIIAETCS Hal
AxporosieM I10J06HO TOMY, KaK caM AKpo-
II0JIb BO3BBINIAETCA HAJ TOPOLOM U €ro
OKpPeCTHOCTSIMU.

AKpOIIOJIU CYIIeCTBOBAJU U B APYIUX
IPeYeCcKUX ropojlax — TaK HasbIBaJIU HUX
YKPeIVIEHHYI0 4acTb, OOBIYHO PacCIIOJIO-
JKeHHYIO0 Ha X0JIMe (aKponoJ/ib B IIepeBo/Jie C
IrPevYecKoro gepxHull 20pod). AKpOIIOJIb CIIy-


https://ru.wikipedia.org/wiki/%D0%90%D1%80%D1%85%D0%B8%D1%82%D0%B5%D0%BA%D1%82%D0%BE%D1%80
https://ru.wikipedia.org/wiki/%D0%9A%D0%B0%D0%BB%D0%BB%D0%B8%D0%BA%D1%80%D0%B0%D1%82_(%D0%B0%D1%80%D1%85%D0%B8%D1%82%D0%B5%D0%BA%D1%82%D0%BE%D1%80)
https://ru.wikipedia.org/wiki/%D0%98%D0%BA%D1%82%D0%B8%D0%BD
https://ru.wikipedia.org/wiki/447_%D0%B3%D0%BE%D0%B4_%D0%B4%D0%BE_%D0%BD._%D1%8D.
https://ru.wikipedia.org/wiki/438_%D0%B4%D0%BE_%D0%BD._%D1%8D.
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JKHJI yOe)XKUIlleM Ha CcjIy4yall BOUHBL, 37eCh
HaXO0/WJIOCh CBATUJIUIIE C XpaMOM, I10CBS-
IIEHHBIM 00KeCTBY-IIOKPOBUTEJII0 TOPO/IA.

M3 rpeueckux akpomoJieli Haubojee
U3BeCTeH UMeHHO AKpomojb B ApHHAX
(mepBas mostoBUHa V BeKa 70 H. 3.). ITO aH-
caM0JIb XpaMOB U CTATy¥, KOTOPBIX Kak
Ha IIbeJlecTajie PacIoIoKUICT Ha KPyTou
CKaJle C IUIOCKOU BepIIWHOM. IitaHupoBKa
U CTPOUTEJIBLCTBO AKPOII0JId ObLIN BBIIIOJI-
HeHBI 110 eIUHOMY IJIaHY 1107 0O6IIUM PYKO-
BOJICTBOM dUIUd.

duduii (Havaso V Beka — OKoJio 432-
431 rozia 10 H. 9.) CUUTAETCA BeJIUYAUIIIUM
CKyJbITOPOM I'periuu. B ero TBopuecTBe
CKy/ibnmypa (KaK BeQyIuii )KaHp UCKYCCTBa
AHTHUYHOCTH) IIPOIILIa CBOX KYJIbMUHAIIUIO.

C umeneM PuUs U CBA3bIBAETCA IIPeXKe
BCero IIpeJiCTaBJIeHUE O 8blCOKOIU K/ACCUKe:
IIOJIHBIE KU3HEHHOU CHUJIBI BO3BHIIIIEHHBIE
yesi0BeUecKre 06pasbl, CIIOKOMHOEe BeJU-
4yye ayxa, IIpocjaBIeHUe TeJIeCHOM Kpaco-
THI YeJIOBeKa, 0T KOTOPOU HeOoTAeJMMa ero
HpaBCTBEHHad KpacorTa.

OTcroma — useaa BCeCTOPOHHE Pa3sBUTOM
JIMYHOCTH (UeJsIOBEeK CHUJIbHBIN U IIpeKpac-
HBIM KaK [yXOM, TaK U TeJIOM). XapaKTepHO,
4TO CO3laHHble duareM cTaTyd 60roB IIpo-
U3BOJUJIN Ha COBPEMEHHUKOB CUJIbHEMNIIee
BIleYyaT/IeHHWe UMEHHO BhIpa’keHHUeM YeJio-
BEUYHOCTH.

TakoBa MOHYMEHTAaJIbHO-TOP>KeCTBEH-
Has cTaTys cUAAnIero 3esca, KoTopas Ha-
XOauIach BHYTPU XpaMa 3eBca B OJTUMITUU.
OHa 6bLT1a BBIIIOJIHEHA U3 30J10Ta U CJIOHO-
BOM KOCTH. ITO caMas IIpOocjIaBJIeHHas pa-
6oTa PUAUSA — rpPeKU CUUTAIN e€ OTHUM U3
cemu Hyoec ceema.

YepTrl, KOTOPBIEe OTMEYAJIUCh B OTHO-
nieHUU QUAMEBCKOTO 3eBca, HaXO0AUM U B
COXpaHUBIIIEMCS CKYJIBLIITYPHOM U300paske-
HUU 3eBCa HEU3BECTHOI'0 MacTepa, KOTopoe
I10 MeCTY HaX0IK1 UMeHYI0T 3eBC u3 OTpH-
kosi (IV BeK 10 H. 3.).

31ech Bocco3aHa 3aKOHYeHHas1 [I0JIHOTa
>KM3HEHHBIX IIPOSIBIeHUN — B COeJUHEHUU
BeJINYaBOCTH, KJIaCCUUYeCKOro 6J1aropop-
CTBa U BMeCTe C TeM 6e3yCJIOBHOU peasib-
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HOCTH 00JIMKa (IIpH1 BCel ero TUITU3UPOBaH-
HOCTH). OTMeTHUM TaK’Ke 3alleqyaT/IEHHYIO
MYZAPOCTH U YeJIOBEUHOCTD IIepCOHa)Ka: ero
JIUII0 CBETUTCS BCEIIOHMMaHUEM U 00po-
TOM — TaKOBO BOILIOI[eHHEe aHTUYHOIO I'y-
MaHUu3Ma.

To ’xe cTpeMJieHHE K «0YeJI0BeUeHUI0»
HaXO/UM U B CKYJBIITYPHBIX 06pasax [Ipy-
rux 6oros. B cratye A¢unbl us ITupes (IV
BeK /10 H. 3.; [lupeld — mpuropon APuH)
IIpe/iCTaBJIeHbl aTPUOYTHl O0TMHU BOMHBI
U 1106e/1p1 (IIJIEM C IIBIIITHBIM CYyJITaHOM U
IIaHIIUPb, B KOTOPHIX 0HA, COIJIACHO MUY,
pOJMIach U3 IOJIOBEI 3€BCa).

Ho 3TO emé u 60ruHA MYAPOCTH, 3HA-
HUM — OTCIO/]a BeJIMUeCTBEHHOe 6J1aTopoJ-
CTBO 00JIMKa, KeCT oOpallleHus U paccyx-
IeHus. Y, HaKOHeIl, 3TO IIPOCTO >KeHIHMHA,
HO JKeHIIIMHA-00TUHS, YTO IIPEeII0HOCUTCS
yepe3 KpacoTy JIUIlA, Yyepe3 IIpeKpacHYIo
IJIACTUKY TeJla, yraZblBaeMorIo 3a CKIajKa-
MU OJlesIHUS, U Uepes3 rpaljiio JBUKEeHUS.
Bcé ckasaHHOe TOBOPUT O COeIMHEHUHU Tpa-
nuri dunua u [Ipakcureris.

Yto kacaetrca IIpakcumeansn Kak IIpef-
CTaBUTeJIA II03JHEeN KJIaCCUKU U apUHCKOMN
IIIKOJIBI BpeMéH eé BBICIIIer0 pacliBeTa, TO B
KauvecTBe oOpasiia MOXXHO Ha3BaTb A¢po-
JuTy U3 Apiia (cepenrHa IV Beka /10 H. 3.).
3[echb BeJIMKOJIEITHO IIpe/CTaBJIeHOo IJIaB-
HOe, YTO OTJIMYaJI0 UCKYCCTBO BBIZAIOIIle-
rocd CKyJBIITOpa: COBEPIIEHCTBO GOpM,
KpacoTa IIPOIIOPIUY, 1yX ICHOU U YUCTOM
TapMOHUY, a TaKyKe JIUPU3M, BbISABJIIEMbIH
yepes MATKOCTEL CBETOTEHEeBOM MO/IeTUPOB-
KU. CII0cO6GHOCTL MpaMopa co3/iaBaTh MAI-
KYI0 MepIIarollylo UIPy CBeTa U TeHU Obliia
BIIEpBBIE C TAKMM MacTepCTBOM pa3paboTa-
Ha UMeHHO IIpakcuTeseM.

JIUpU3M COCTOUT U B TOM, YTO B 0OJIHKe
9TOM OOTMHU JIFOOBY U KPACOTHI C IIpe/iesib-
HOU BBIPa3UTEJILHOCTBHIO IIOJAaHBI UepPThl
JKEHCTBEHHOCTH M I'PaIlfM03HOCTH, JOII0JI-
HseMble H3AIIeCTBOM, YTOHUEHHOCTBIO
obJyivKa (B TOM 4ucCJie — B KOHTYype yAJIU-
HEHHOU ¢Urypsl). U emé sgech 4yBCTBYeET-
Cs1 CO3HaHMe BJIACTH CBOUX 4ap (M3o6pake-
HUIO CBOMCTBEH Cllep>KaHHO-YYBCTBEHHBIN
aKIIeHT).
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Han. 2. Agpoduma (konust ¢ ymepssHHO20
opuz2uHanaa IIpakcumensy).
CepeduHa IV eexa do H. 3. [lapuoic, JTysp

[Tepexonss K M300pakeHHUI0 YesloBeKa
(XoTd passnuug B U306pakeHUU 60T0OB U
JII0[iei ObLJIM B aHTUYHOM UCKYCCTBE JOCTa-
TOYHO YCJIOBHBI U HOCUJIM CKOpee BHeIlTHUHN
XapakTep), HAYHEM C TOr0, UTO CUUTAJIOCH
TOI7Ia CAMBIM IIeHHBIM B UeJI0OBeKe: 100J1eCT-
HBIU IyX B TADMOHUYHO Pa3BUTOM TeJle.

Ty CTOPOHY IPKO BOILIOTUI IToaukaém
(BTOpas rmosioBMHA V BeKa 0 H. 3.). CBou pa-
60THI OH OCHOBBLIBAJI HA TOYHOM, IIO/IJINH-
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HO HayYHOM 3HaHUM aHaTOMUU. CaMas U3-
BecTHad U3 HUX — Jopudop (KormbeHocerr),
OJIUILIETBOPSIOIINI COO00 Hlea/IbHBIN 00pa3
MOJIOZIOTO BOMHA. [IpeBOCXOAHO IlepeaHa
MYCKYyJIaTypa CUJIBHOIO Tejla. ATJIeTUYeCcKoe
CJI0’KeHUe HHOIIHU II0AYEPKHYTO COIIOCTaB-
JIEHHEM YIIPYTUX BePTUKAIbHBIX JIMHUN HOT
C HaCHIIeHHBIMU TOPU30HTAIAMU IIeY U
MYCKYJIOB TPY/IH U IIpecca. 3a IIaCTUYeCKUM
COBEPIIEHCTBOM OQUIYpPHI, 3a eCTeCTBeH-
HOCTBI0 ¥ HEIIPUHY>KIEHHOCTHIO I103bI CTOUT
CIIOKOMHOE CO3HaHMe CBOEH CHJIBL.

BarkHeniIe 3ajjayeii, KOTOPYIO pellraau
IrpeyecKue CKYJIBbIITOPHI, OBIJIO U306pake-
HUe QUTYPHI B ABU>KEHUH, YTO IOCTUTAJIOCH
6s1aroaps BOIUIOIIEHUK AUHAMUKU JleU-
CTBUS, CBOOOJHOM M03bI, BEIPA3UTEIHLHOIO
»KecTa. OQUH U3 IIEPBBIX SIPKUX pPe3yJbTa-
TOB B 3TOM HaIlpaBjeHUU — cTaTys Ilocei-
JIOHA (MHOTZa CUMTAETCs, 4TO 3TO U300pa-
>KeHHe 3eBca). ITa OpoH30Basg CKYJIbIITypa
HalileHa B Mope 6JI1M3 MbIca APTEeMMCUOH,
e€ IIPUITHNCHIBAIOT A2erady (paboTas 0KOJI0
520-450 rT. 10 H. 3.).

KcraTu, nanHas paboTa [0Ka3bIBaeT, UTO
B U300pa’keHHUU 60T0B U JIIOJleM 3a4acTyo
OTCYTCTBOBAaJIU Jake popMajibHbIe pasjiu-
uus. PagyMeeTcs, 3TO 4eJIOBeK, HO YeJIOBEK
C U/leaIbHBIMH IPOIIOPIUSIMHA. BrieuaTsisieT
3aKOHYeHHas y0elUTeJIbHOCTh B MOJIeJIU-
poBKe GopM Tejia, UX KpeIlKasi ¥ MOITHAs
JIeTIKa.

['71aBHOE 7Ke COCTOUT B MaCTePCTBe Iiepe-
lau¥ IBIDKEHUS — TAaHHYIO CKYJIBIITYPY B
€€ HCXOMHOM COCTOSHHUH MO>KHO OBLIIO Ha-
3BaTh Tak: «IloceroH, MeUyIIIUNA KOIIbE»
(KOIIbE He COXPAaHUJIOCH). MBIIIIIBI MOTyUe-
I'0 TOpCa HalIpshKeHbl. PaccTaBieHHbIE, UYTh
COTHYTHIe HOTU IIPHU/IAI0T CTPEMUTEIEHOMY
mary GUrypsl yOopyrocTb. BesmkoJjieneH
IIMPOKHUM padMax HeCKOJIbKO YIIMHEHHBIX
PYK. Bcé moguépkuBaeT o6pas sHepruuHOro
U 11eJIeyCTPEMJIEHHOTO JesTHUS.

VckaHUS CKYJIBIITOPOB B ITOKa3e IBHKe-
HUS 3aBeplIuy MupoH (cepenrHa V Beka
0 H. 3.). OH fmaJys 06pasIbl pelreHus ITOu
Xy[07KeCTBEHHOM IIPO6JIEMEI Uepes CJIOXK-
HBIM paKypC U 4yepe3 BbISIBJIEHHE BEICIIIe-
ro MOMeHTa H300parkaeMoro JeHCTBUS.



Cultures of Ancient World

&J 2020, Ne 2

Ha. 3. Azenad. IloceiidoH. BpoH3a,
460-450 22. 00 H. 3.
HayuoHabHblil apxeoa02uvecKull Mmy3etl.
Agunwl, I'peyus

HawnboJiee mpocyaBjeHHas ero pabora —
Aucko60s1 (MeTaTesb IUCKA).

MacTtep mepepaJ 31ecb CaMbIM HaIpsd-
JKEHHBI MOMEHT [BM)KEHUs, COCTOSTHUE
MaKCUMaJIbHOU KOHIIeHTPalluU CUJI (T1epe-
XO0J1 0T 3aMaxa K OpOCKY), TO eCTh BOILJIOTHJL
KYJIbMUHAIITMOHHYIO TOUKY JIeHCTBHSI, UTO C
IIpe/ieIbHOM 3aKOHYEeHHOCTHIO PacKphbIBa-
eT IeJIeyCTPeMJIEHHOCTh U300pakKéHHOU
GUTYypHI ¥ CBOMCTBEHHYIO €1l II0JIHOTY KU3-
HEHHBIX CUJIL.

B momosiHeHMe TaHOPaMbl aHTUYHOI'O Bas-
HU KaK BeJyIllero BUja UCKyCcCTBa TOTO Bpe-
MeHU MOKHO OTMEeTUTD CJIeIyIoliye paboThI:

— cTaTys Laps IIpuob/rKaeT Hac K MHOTO-
YHCJIeHHBIM QUIypaM aTJIETOB, YTO BBIPOC-

JIO B PacCIIpOCTpaHEHHEe NI )KaHp JpeBHe-
I'PeYeCcKOM CKYJIBIITYPEL;

— B TOM ’Ke JINHWU H/jleajia IPevecKoro arT-
JleTH3Ma — «AIIOKCHOMeEH» Jlucunna,

- «KysauHsIii 60en» AnOAAOHUS TAET
IIpUMep IIPeBOCXOJHO aKIIeHTUPOBAHHOM
BBIPasuUTeJIbHOCTH CUJILHOIO, TPeHHPOBaH-
HOI'0 MY>KCKOI'O TeJIa;

— CKYJIBIITYpHAas rpynmna «bopusl» 11po-
IOJKAaeT «CIIOPTUBHYIO» TEMY C XapaKTep-
HBIM JIJI1 He€ TMHaMU3MOM U CTpeMJIeHHeM
K IIepefavue IBHKEHUS.

[lepexonist K KeHCKUM H300pa’keHUIM,
MO’KHO BBIJIeJIUTH CIeAYIOIIe CKYJIBIITYPHL:

— rojioBa AQpoAMTEI, BBEIIIOJHEHHAs B
MATKOM, INPUYECKOM HaKJIOHEHHH, YTO CBSI-
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3aHO C yKeJIJaHHEM BOIUIOTUTH Hjleasl YKUBOMN
>KeHCKOM KpacCoThI;

- 3HaMeHHUTaqd BeHepa Muiocckas Aze-
caHOpa TIpe/CTaBJgeT JUHUI BeJauda-
BO-BO3BBIIIIEHHBIX 00Pa30B;

— paboTsl, 10L00HbIE KOMIIOSUIIUU «JH-
peHa c Illtyrocom», cTaju JaléKUM HCTO-
KOM TeMbl MaTepUHCTBA B HCKYCCTBE U
mpeJlIecTBoBasu o6pasy boromarepu (Ma-
IoHHBI) CpelHEBEKOBbSI U B03poKIeHUsS
(B O00HBIX 0O6pasax Hen3MeHHO obpa-
1aeT Ha cebg BHUMaHUe MacTepcKas Iepe-
laya B MpaMope CKJIAJ0K OflesTHU, 3a KO-
TOPBIMU JIETKO YTaAbIBAIOTCSI JIMHUH TeJIa).

/11 TpeyeCKUX CKyJIbIITOPOB KaHp II0p-
TpeTa HaXO[IMJICS HEeCKOJbKO Ha mepude-
PHUU TBOPUYECKUX UHTEPECOB, XOTS IIPU Ke-
JIAHUU OHU BOCIIPOU3BOJUIIN O00JIUK CBOUX
COBPEMEHHUKOB 4Ype3BbIUaliHO BHIpa3u-
TeJIbHO. TaKUM, B YaCTHOCTH, 3allevyaTEéH
ITepuKJI — MOJIKOBOJEI] U 00IIeCTBeHHBIN
IesiTesIb, C UMeHeM KOTOPOTO CBSI3bIBAIOT «30-
JIOTOU BeK» UCTOpUU AQUH (V BEK 10 H. 3.).

[TosokeHHue M3MEHUJIOCh B PHUMCKOM
HUCKYCCTBe, I7le Mo00HbIe U3006pakeHUs
OBLIM B BBICIIEM CTelleHU BOCTpeOOBaHBI
U TIOSIBJISLJIUCH B 6€CUMCIEHHOM HU300MINU
U pasHooOpasuu. Yalie Bcero B KadecTBe
Mofiesiel U36upanch IIpeCTaBUTEIH I1a-
TPUITMAHCKON 3HATHU U, K YeCTHU PUMCKUX
MacTepoB, CJefyeT OTMeTUTh UX CTpeMJle-
HUe K IOTUEPKHYTOM peaJMCTUUHOCTH U30-
Opa’xeHUsl.

JT0 6bplIIa HECOMHEHHAas: MarucTpasib, HO
IIpU BCEM TOM IIPUCYTCTBOBAJU U J[OCTa-
TOYHO JaJIeKHue «OTKJIOHEeHUSI», KOTOphIe
00603HaUMM Ha JBYX Pe3K0 KOHTPACTHBIX
IIpuMepax:

— C OZHOM CTOPOHBL, HOPTPETHI AHTUHOS
KaK IpOJoJDKeHWe TPagUuIIUU IpedyecKou
KJIaCCUKU CO CBOMCTBEHHOU ey Healnsa-
IIHeN yeJ0BeueCcKoro obuka (AHTHUHOHM —
He0oObIYaliHO KpaCHUBBIN IOHOIIIA IIPU IBOPE
PUMCKHX UMIIEpaTOpPoB Havasia I Beka H. 3.,
ero NOpTPeTUPOBAJIN 6€CCUETHO);

- C IPyrom CTOpOHHI, 6rOCT Iferuansa
IOxynpa (I Bex H. 3., 6poH3a), IT0Ka3aTeslb-
HBIN TeM, UTO CTpeMJIeHHEe K JOCTOBEPHO-
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CTH JI0BeJIeHO 3/1eCh /10 IIpejiesia: IIopTpeT
pUMCKOro 6aHKHpa IIpaBAUB [0 6ecromiai-
HOCTH, TOYEH JI0 TPOTeCKOBOM XapaKTepHO-
CTH (II0YTHU T'UllepTpoPUpOBaHHA IIepe/a-
4Ja GpaKTypsl JIUIa, B TOM YMCJIE ero II0AUEp-
KHYTOM aCUMMeTPHUH).

T'oBOpA 0 BU3yaJIbHBIX BUIaX aHTUYHOI'O
HUCKYCCTBA, 00BIYHO B TEHU OCTAaBJILIOT TO,
4TO OTHOCHUTCS K JKHUBONHCHU. [[pUUMHOM
TOMY ABJIA€TCS eJUHCTBEHHOE: Ha 3TOT CUET
[10 Hac J0IILJIO Ype3BbIYaHO MaJIo, XOT4, I10
CBHU/JIeTe/JILCTBAM TOI'O BPeMeHH, IIaMATHU-
KOB II0/I00HOTO pojia CO3LaBajioCh OYeHb
MHOTO U JIy4lllvie U3 HUX IIPUBOJUIN COBpe-
MEHHUKOB B UCKJIHOUUTEIbHBIN BOCTOPT.

Oco6eHHO He II0Be3JI0 B JAHHOM OTHOIIIe-
HUU CTAaHKOBOM >KUBOIIUCH, IIOCKOJIBKY He
0CTaJIOCh HU eIMHOTO II0JI0THA, a BeJb B aH-
TUYHBIX TOpOJax, HauuHasi ¢ AQUH, Cyllle-
CTBOBAJIM TaK Ha3bIBaeMble ITMHAKOTEKH,
TO eCTh CaMble HacCTOAIle My3eMHEIe CO-
OpaHud. B KaKoM-TO CTeIIeHU OTMeYeHHOoe
OTCYTCTBHE BOCIIOJIHAKT COXpaHUBIIIHECT
MO3auKHU U QpecKH.

OuH U3 TakUxX papuTeToB — «OX0Ta Ha
JbBa». ITa Mo3auKa us Ilesutsl (['perus) B Us-
BECTHOM Mepe MOJKeT paccCMaTpUBATHCA KaK
IIPOEKIIH aT/IeTUYeCKOM JIMHUH, KOTOopas OT-
MeuaJlach B CKYJIBIIType. B JTaHHOM cJIy4ae I10-
KasbIBaeTcsd 106J1eCTh YeslIoBeKa, BCTYIIatoIle-
T'0 B CXBaTKYy C CUWJIbHBIM U OIIaCHBIM 3BepeM.

To HeMHoOrO€, YTO JOIILJIO [0 Hac, KPacHo-
PeYrBO CBHU/IETEILCTBYET: HE TOJILKO B apXU-
TeKTYype U CKYJIBIITYpe, HO TaK)Ke U B JKHUBO-
IIMCU aHTUYHbIe XYJ0>KHUKU JJOCTUTJIU BBICO-
Koro mMacrepcrBa. O pasHOHAIIPaBJIE€HHOCTHU
TBOPYECKHUX IIOMCKOB IIpeficTaBJIeHHue MOTYT
IaTh CJIelyIolire TpU 06pasiia CTeHOIIUCH:

— ceMeHHBIN mopTpeT (IleKapsb C )KeHOH,
¢pecka u3 ropoza Ilommien) — npumep Cyry-
60 peasMCTUYECKOI0 U300pakeHUs.

- royioBa Apkaauu (pparMeHT ¢ppecKu
u3 I'epkysaHyma, 60-e TOABI H. 3., KaK PUM-
CKasl KOITUA C KAPTHUHBI XyI0’KHUKA IIepraMm-
CKOM IIIKOJIBI BTOPOM IT0JIOBUHEI II Beka 110
H.3.) — JaéT IpuMep BBICOKOM pOMaHTUKU;

- «CaTHup U BaKkxaHKa» (ppecka 13 ropo-
Ia I[ToMmrren) — noposkaeHue BOJILHOM, IIPH-
4yJINBOM QpaHTa3UU.
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Hn. 4. [Tonem meHadwl u camupa. Ppecka
(ZJom JJuockypos, ITomneu). HayUOHAMbHDLI
apxeoso2udeckuil myseil. Heanosns, Hmaaus

CaMoOH BIleUaTJIAIONeN MJIIOCTpaIiue
NOCTOMHCTB aHTUYHOTO0 U300pasuTeJIbHO-
IO HUCKYCCTBA MOJXKeT CJIYKUTb 8d30NUCH,
KOTOpas Ilepeskuiia CBOU BBICIIIUM pacliBeT
HMEeHHO B /IpeBHel I'periuu.

IIpu aTOM IIpeXK[e BCero Hy>KHO OTMe-
TUTh KpPacoTy ¥ MHOTroo6pasue caMUx II0
cebe KepaMHUYeCKHUX COCYZ0B, KOTOPBIE HC-
KYCHO pacCIIUCBIBaJIUCh. Hy>KHO IIpU3HATh,
4TOo y>Ke TOrAa UX GOpMBI OBIIIN [0BEeeHbI
[I0 BBICIIIETO YPOBHS UCIIOJITHEHUS — OTTO-
YeHHEbIe, COBEePIIIeHHbIe, ICTUHHO KJIaCCH-
JecKHe.

Hepenko Ha Basax IIOMeIaJIHUCh BCeBO3-
MO’KHBIe CIO)KeTHbIe U300pakeHUs. BoT 1Ba
XapaKTepHBIX IIpUMepa:

- «C j1acToukom» (IIeJiMKa — POJ Baskl,

H. 3.), T7le TPU IIepCOHaKa >KUBO PearupyroT
Ha IIPUJIET JIaCTOYKH, YTO IIpe/iBelaeT Ha-
4aJjIo BECHBI;

- «/InoHHucC B j1aabe» (0xosio 530 roga 1o
H. 3.) — 371eCh II0pa’kaeT OTTOUYEHHOCThb PU-
CYHKa, ero I03TUYHOCTb U Ije/ipas ¢paHTa-
3Ud Macrepa.

TpeTbe 13 HanboJIee 3HAUNUTEILHBIX SIB-
JIEHUH JpeBHerpeyecKou Xy/[0’KeCTBeHHOMN
KJIaCCUKH — mpazedus. UMeHHO B I'periu
OBIJIO CO3JaHO TeaTpaJIbHOE HUCKYCCTBO B
ero COBpeMeHHOM IIOHMMaHUHU U TaM JKe
BO3HUKJIU IIepBbIe TeaTpaJIbHBIE COOPY-
JKeHU C JeKOpalMOHHBIM 0QOpMIIEHHEM,
KOCTIOMaMHU U He0OX0IUMOM MallIMHEepUE.

IIpexcraBiieHUs TOrJa yCTpawuBaIUCh

3HaMeHUTHIN MacTep EegipoHuil, VI BeK 0 II0/T OTKPHITHIM HeGOM, ITIPH €CTeCTBEHHOM
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ocBeleHuU. CkaMbU [JIs1 3pUTesIel pac-
I10J1araJiIuCch yCTyIlaMU Ha CKJIOHE X0JIMa,
OKaMMJIASA CLIeHUYeCKYI0 IJIOIA Ky CBOEro
poza 1mogkoBoM. OHO M3 XOPOIIO CoXpa-
HUBIIIUXCSA COOPYKEeHUH ITI000HO0T0 pofa —
TeaTp B dnuaaBpe (cepenuHa IV Beka 110
H. 3., apxuTeKTop IHoaukaem Maadwiuil).
JlaHHOe COOpy’KeHHe C HCKIHYHUTeb-
HBIM UYTHEM BIIMCAHO B CHUJIY3T II0JIOTOIO
CKJIOHA X0JIMa. I10 3TOMy CKJIOHY OIlyCKaeT-
cs1 60JIee IIOJIYCOTHU PAaCIIOJIOKEeHHBIX I10-
JIYKPY>KbeM KaMeHHBIX CKaMel, Ha KOTO-
PBIX MOTJIO pasMeCTHUThCA 0K0JI10 10 ThICAY
3pHUTeJIeH, YTO oIIpeziesiieT OUeHb O0IbIINe
pasMmepsl. B aTOM cocTosiyia 0CO6€HHOCTH
IpeBHerpeyeckoro Teatpa. OH 0/DKeH OBbLI
BMeIIaTh BCE B3POCJIOe HaceJIeHUe ropojia —
K IIpUMepY, CaMbIH 60/IbI110M TeaTp B ['peryu
CTPOMJICA B pacuére Ha 44 THICAYU YeJIOBeK.
MaTepuasioM COOCTBEHHO TeaTpaJbHOU
IpaMaTypruu yaille BCero CIy>KUJIN MUQHI,
TpaKTyeMble B COOTBETCTBUHU C UJIesIMU U CO-
CTOSTHMEM TOTJAlllHel COBPeMeHHOCTH.
«Omuyom mpazeduu» y>xe BO BpeMeHa AH-
TUYHOCTH HasbIBaJIU Jcxuaa (mepBas II0-
JIoBUHA V BeKa 10 H. 3.). He 0H O6BLT ITepBBIM
aBTOPOM Tpareauii, HO UMEHHO B ero TBOp-
YeCcTBe OlIpe/ie/InIach KJacCuyecKas CTPYK-
Typa 3TOro >kaHpa (0JHO U3 XapaKTepPHBIX
ero CO3/laHUM — «ATaMEeMHOH»).
[TpousBeeHUAM JCXUIa IIPUCYIL] CYPOBO-
MOHYMEHTaJIbHBIN XapaKTep, OH BePUT B
PasyMHOCTB IIPaBAIIUX MUPOM 00BEKTHB-
HBIX 3aKOHOB, B KOHEUHYVIO CIIpaBeJINBOCTh
IPOUCXOMAIIETO C JIIOABMHU U 60TaMU.
l'epoit Tpareguit Icxuiaa — HaTypa IIpo-
cTas, HO Morydas, BojsieBasd. OCO3HaB CTO-
AIYI0 IIepel HUM IleJIb KaK eJMHCTBEeHHO
He06X0/IMMYI0, OH BO BCEOPY>KUHU CBOUX
BO3MOXKHOCTe! yCTpeMJIsIeTCs K e€ TOCTH-
JKeHUI. OTCI0la — MOHOJIUTHAA I1eJIbHOCTD
U MOHYMEHTAaJIbHOCTBL 06pasa, HaJ|eJIEHHO-
0 HEeMHOTUMHM, HO BBIIIYKJILIMU YepTaMHU.
CuibHEBIe, IeJIBHBIE XapaKTephbl JCXUiIa
AT B CUTyaIlUU CTOJIKHOBEHUS MOIIHEIE
paspsbl [yXOBHOIO IIPOTUBOCTOSIHUS, I10-
PO’KZIast BLICOKOe KOHQIUKTHOe HallpsiKe-
Huye. EnBa iv He ryaBHas IpobJyieMa 3CXHU-
JIOBCKOTO Trepos: CO3HATeJbHBIH BHIOOD
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JKU3HEHHOU I1eJId U JINYHasl OTBETCTBEH-
HOCTb 3a IIPUHSATOE PeIlleHueE.

Tpaguudg Icxusia CBOE caMoe HelloCpes-
CTBEHHOE pas3BUTHe II0JIy4yUa B TBOpUYe-
cTBe Cogokaa (Tparepuu «Ilapp Iaum»,
«AHTHTOHA», «JJeKTpa»). OH coxpaHsdeT
MOHYMEHTaJIbHOCTh KOMIIO3UITUH U I1eJIb-
HOCTB XapaKTepoB (00JIMK eTo TepoeB TaKKe
CBO0O/IeH OT BCEro BTOPOCTEIIEHHOTO U CJIY-
YauHOr0), JOCTUras IpeeIbHOU sICHOCTH,
YETKOCTH U KOHIJEHTPUPOBAHHOCTH B pas-
BEPTHIBAHUU KOH(JIUKTA.

Ho, B cpaBHEHUU C IIpeIIeCTBEHHUKOM,
Codoxu mobuBaeTcs elfé 60JbIIel gpaMa-
TUYECKOU HaIPSIKEHHOCTHU, YCIO0KHSIET
IICUX0JIOTUYECKYI0 XapaKTepUCTUKY U BBO-
OIUT MOTUB HepaspelIuMOoro IpoTUBOpe-
Ui, COCTOSIIIETO B CIIEIYIOIIIEM:

— IpaMaTypr BEPUT B BeJIMUMeE YeJI0BEKA;
ero repoy — 4yesJI0BeK CUJIbHBIN IyX0M, Hey-
CTpAILIUMO UAYIIUN 10 KOHIIA;

— IIPEeBOCXOJICTBO CHJIBI, IIPOTUBOCTOS-
e eMy, MO>KeT 00peub ero Ha 6efCTBUS
U [la’ke IIpepBaTh ero >KU3Hb, HO He MOXKeT
OTBPATUTH €r0 0T 60PLOBI; OH TBEPIO YBe-
P€EH B IIPaBUJILHOCTU O HAXKbI U30PaHHOT0
IIyTU ¥ 6ep€T Ha cebs BCI0 0TBETCTBEHHOCTH
3a COBepIlIEHHBIE II0CTYIIKY;

— OJIHAaKO B MUpe CYIIleCTBYeT HEUTO He-
II03HABAaeMOe; YeJI0BeUeCKUe BO3MOKHOCTHU
OTpaHUYeHBbI Ilepe]] IUI[OM HeKHUX BBICIINX
cui1 (6oros), HO elllé ImeyajbHee OTPaHUYEH-
HOCTb YeJIOBeYeCKOr0 3HaHUs, U IIpeK[e
BCeT0 U3 HeBeJIeHUs IIPOUCTEKAal0T OIIHNOKHU
U CTpaJilaHusl.

ITociie fpeBHerpevecKOM KJIACCUKU HC-
KYCCTBY AHTUYHOCTHU IIPefCTOSJIO IIPOH-
TH elllé OHY I0J00HYI0 a3y — pumcKuil
KAaccuyusm. B iurepaTtype pUMCKUU Kiac-
CUIIM3M CBOE BBICIIIee BhIpaykeHMe 10Ty YT
B 11033UU Bepruiug u 'opariyd.

BeH1ioM TBopUecTBa Bepeuaus crasia 11o3-
Ma «JHeua». 06pasIioM /I Heé TI0CTY KL
artoc l'omepa. OHAKO B cpaBHeHMM ¢ [omMepoMm
MUp Bepruiig upesBeIryaiiHo pasaBUHYJICS U
YCJIOXKHIIICA. «JHEeHJa» YTHJIach KaK caMoe
II0JTHOE M 3aKOHUYEHHOe BhIpa’keHUe PUM-
CKOM KyJILTYpHL. Uepe3 IIOBeCTBOBaHUE O
cyabbe U IestHUSIX JIeTeHAapHOI0 POJoHa-
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JaJIbHUKA PUMJIAH JHes I103T PacKpbIBaJl
HU7ier0 MUpoZepkaBcTBa Puma.

Ecyiu Bepruiuii HacTasJIsl B IIO3HAHUU
U OCMBICJIEHUU MUpa, To I'opayuil yuua
II0BEeJJeHUI0 B MUpe. Ero KjiacCUIusM — B
KyJIbTe Mephl, paBHOBECHUS, 30JI0TOM cepe-
IUHBI (CaMO BEIpa’KeHHe 30/10mas cepeouHa
BOCXO0UT K 'opariuro). /L1t Hero 3To 03Hava-
JIo o6ery pasyMa HaJl, CTpacTsIMHU, IIopsaKa
HaJl XaoCoM.

Ero repo¥i — yMyApEéHHBIN )KU3HBIO Ue-
JIOBEK, KOTOPBIX BCE II03HAJI, HUUEMYy He
YAUBJISIETCS, CIIOKOMHO IIpUeMJIeT yAayu U
HEeB3T0/Ibl; OH 0TKa3aJICAd 0T HEIIOCUJILHOIO
U pagyeTrcs LOCTYIIHOMY, a AYIIEeBHOIO II0-
KOs 1 BHYTpPeHHeU CBOOOBI OCTUTAET I1y-
TEM YIIOPHOT'0 CAaMOCOBEPIIIEHCTBOBAHUS.

TakoBa Oblita oIlpefesdroliasg Ma2u-
cmpa/ib Xy[0KeCTBEHHOU KYJIbTYpPhl AH-
TUYHOCTH: OT 3IIOXU I'PEYEeCKOM KJIaCCUKU
K PUMCKOMY KJjaccuiiusMy. Ho aHTUYHasA
KJIaCCUKa MMeJIa U II000YHbIe OTBETBJIEHHUS.

OZHO M3 HUX CBSI3aHO C IMPUYeCKU-CMAT-
YEHHOM TPAaKTOBKOM 06pa3oB U BOOOIIIE C /1U-
puxotii. B CKyJIbIIType U3 BeJIMKUX MacTepoB
K TaKOM TPaKTOBKe 0CO6eHHO TAroTe 1 IIpak-
CUTeJIb, ¥ B II0/J060HOM MaHepe BBIIIOJHIAINUCh
B OOJIBIITMHCTBE CBOEM >KEHCKUe 00passbl.

JIupHU3M OTUETIUBO 3adBUJI O cebe B Ipe-
4eCKOM 11033UU. Eé UCTOK — TBOPYECTBO I10-
aTeccel Cango (BCcTpeuaeTcd U HallCaHUe
Cago), y KOTOPOH BIIepBBIe HalllJla CBOé
BBIpa’keHHe TPeIeTHOCTh YYBCTB U Ilepe-
JKUBaHUU JIUYHOCTU. [IpucyIinuii eé MaHe-
pe CBOOOIHBINM U IIOPBIBUCTHIN CTUX IIpef-
BOCXMIIIAJI HAIIIUX PYCCKUX I109TeCC — AHHY
AxmatoBy, Mapuny IiBetaeBy, besry AxMma-
OyJauHy. 1, B 0TJIMYKeE OT 3IIUYeCKOTrO0 reK-
3aMeTpa C ero CBepPXIIPOTHKEHHOM CTPOKOH,
OHa OIlepHUpyeT «JIeCeHKOM» KpaTKUX ¢pas.

[TosgHee BBIJeIUIACH JUpPUYECKas II0-
33ud AHAaKpeoHmMa, KOTOPBIM BBICTYIIUII
KakK IIeBell BUHA, JII0OBHU, BeCesbs, 3eMHbBIX
HaCJIa’KAeHUM, 4TO BIIOCJIeCTBUU BbI3Ba-
JIO Maccy Iofpa’kaHUuM, COCTaBUBIIIUX TakK
HasbIBaeMYI0 AHAKPeOHMuKy (B TOM YHUCIIe
B PYCCKOM I1033UH — OT baTIOIIIKOBA 10 paH-
Hero IlymmkuHa).
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CTHUXU IrpeyecKUX II03TOB OYeHb MY3HI-
KaJbHBI. OOBIACHIETCS 3TO U TEM, UTO B TO
BpeMsI CTUXO0CJI0KeHHe OBLJI0 HEOTPBIBHO OT
MY3BIKH — T€KCTBI JIN00 COUMHSINCH BMe-
CTe C MeJIogueH, JU60 eKIaMUpPOBAaIUCh
HapacIesB I10]] aKKOMIIaHEMEeHT KaKOT0-JI1-
00 UHCTPpYMeHTa — He CJIy4alHO TePMHH
JUPUKA TIPOUCXOAUT OT CJIOBA Jiupa (Ha3Ba-
HUe OJHOT0 U3 aHTUYHBIX MY3bIKaJIbHbBIX
HUHCTPYMEHTOB).

OT Bcel My3bIKU AHTUYHOCTH /10 Hac J10-
[1JI0 HEMHOTHUM 60JIee ecsaTKa MeJIOJUM, HO
U OHU CBUJIETEJIbCTBYIOT, UTO YK€ B Te Jia-
JIEKHe BpeMeHa JIF0/IU pacIioJiarajv TOHKOMU
U cBOe0OpasHOM My3bIKaJIbHOM KYJIbTYPOM.

3aBeplag JIMPUUECKYI0 JIUHUK aHTHUY-
HOT'0 MCKYCCTBa, Ha MCX0Jle AHTUYHOCTHU
IIOSIBJISIETCSI TPeUYECKUU pOMAaH, OCHOBHBIM
MOTHBOM KOTOpOTO Oblja I1033Ud I1epBOH
JI00BU (HauOOJIBIITY0 U3BECTHOCTH IIPHO6-
péi pomaH JIoHza «[JadHUC U X1051»).

Jlpyroe OoTBETBJIEHHE OT KJIAaCCUYECKOH!
MarvucTpanau OBLJIO CBI3aHO C aKIeHTOM
Ha sKcnpeccusHo-dpamamuueckux G¢opmax
XY[,07KeCTBEHHOTO BbICKa3bIBaHUS. JIMHUSA
3Ta 3apo/MJIach elllé BO BpeMeHa I103JHelr
ky1accuku (IV Bek /10 H. 3.), Korjia cTauao GUK-
CUPOBATHCS UYBCTBO OECIIOKOMCTBA, CHUJIb-
HOe 3MOIJMOHaJIbHOe HallpshyKeHue, KOrja
B HMCKYCCTBO BOIIIEJ IICHXO0JOTHU3M OCTPBIX
>KU3HEHHBIX KOHTPAaCTOB.

B KJ1accuueCcKOU Tparefiy 9TO Ha4aJyIoCh
C TBOpUYecTBa Jepunuda (TpagUITUOHHOE
HanucaHue — EBPUIIN]T), KOTOPHIN pacKphI-
BaJI MBICJIb 0 6€33aIlIUTHOCTU YesloBeKa Ile-
pexn, ciaensiM CaydaeM. M 9TO MOIJIO OBITH
Jacke C JIYYIIIUM K3 JIYUIINX, KaKUM OBbLI
repout Tpareguu «l'epaki», Te C IOJHOH
OTYETJIMBOCTHIO IIPeJ[CTaBJIeHbI XapaKTep-
HbIe JI9 IBPUIIHIA JUHAMHA3M JUajiora 1
IICUXO0JIOTU3M B PaCKPBITUH XapaKTePOB.

BblIie 6bLJIM paCCMOTPEHBI [IBa BEPILIUH-
HBIX SIBJIEHUS HUCKYCCTBA AHTUYHOCTHU —
IpeBHerpeveckasi KjJacCuKa U PUMCKHUU
KJIaccuIiusM. Ho MeXly HUMHU IIpoJieraeT
OUCTAHIIUSA B TPU CTOJIETHS, Ha IIPOTSKe-
HUH KOTOPBIX MCKYCCTBO BO MHOTOM pas-
BHUBAJIOCh B PyCJIe 3/LAUHUSMA.
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B mraHHOM c/Iy4yae HeJHIITHe HaIIOMHHUTb
COOTBETCTBYIOIIYI0 TePMHHOJIOTHYECKYIO
[IeII0UKY: J/11a0a — Ha3BaHUe I'peltu Ha
IrpevecKoM s3bIKe; 3/1/1UHbl — CaMOHa3Ba-
HHe I'PeKOB (rpeKaMu 3JIIMHOB Ha3bIBAJIU
PUMIIHE); 3AAUHCKULU — OTHOCSIITHUUICA K
I'peryumn.

B cBO1 ouepenb, 3ANUHUSM U INAUHU-
cmuuecKuii — 3TO TO, YTO OTHOCUTCS K 00-
IIIMPHBIM TePPUTOPHAM, KOTOPEIE KMCIILITA-
JIA IIpsIMO€e BO3[IeMCTBUE I'PeYecKOH KyJIb-
TYPHI II0C/Ie UX 3aBOeBaHUA AJIeKCAaHIPOM
MaxkegoHcKkuM. [TomuMo camoii 'peryy, B
3Ty KYJIbTYPHO-UCTOPUUYECKYIO 30HY BXOIH-
jau Erurier, [lepenusas Asus, CeBepHoe IIpu-
YyepHOMOpEe, CpemgHdasd A3Ug U HEKOTOpPhIe
Ipyrye peruoHsbl.

Kitaccuueckoe MCKYyCCTBO, OKa3aBIIIHCE B
KOHTEeKCTe 3JUIMHU3Ma, KakK ObI pa3/BauBa-
ercd. To, 4TO paHblile ObLIO IIPeCTaBIeHO
B eJWHCTBe (HallpuMep, YeJOBEeYHOCThb U
MOHYMEHTAaJIbHOCTB), paccjlauBaeTcs Ha OT-
IeJIbHbIe TUHUU. [IpuyéM IIporiecc aToT He
OB CIIeICTBHEM TOJIBKO UCTOPUYECKOU CU-
TyaIiuy. 1 caMo HCKYCCTBO IIPOJABHUTaIOCh K
TaKOMY pacCJI0eHUI0. UepThl 3JUIMHUCTHYe-
CKOI'0 Xy 0KeCTBEHHOI'0 MBIIIIJIEHUS IIpe/i-
BOCXHUIIAJIUCh B I03IHeM Kiaccuke (IV Bek
II0 H. 3.) ¥ Ja’Ke paHbIIIe.

Tak, elé Bo BTOpOH nmoioBuHe VI Beka
110 H. 3. OBLJI IIOCTPOEH XpaM ApPTeMHU/bI B
ddece (CTOUT IIOJUEPKHYTH, UYTO 3TO OJUH
U3 epeuecKux ropojioB Ha Iobepexse Ma-
20U A3uu). B To BpeMs Kak B camol ['pertuu
CTPOMJIM U3AIIHBIE XpaMbl, COpasMepHEbIe
4eJIOBEKY U CTPOrHe II0 eKOpYy, 3eCh, B/ia-
JIeKe OT Heé U I10] CUJILHBIM BO3/[eliICTBHEM
BOCTOYHOTO 30/14eCTBa, BO3BOJUIHCEH Xpa-
MBI O4eHb O0JIBIIUX PasMepPOoB U C POCKOIII-
HBIM YOPaHCTBOM.

/3 mo[T06HBIX COOPYKEHUI HanuOO0JIbIIIEeH
H3BECTHOCTBIO I10JIE30BaJICI UMEHHO XpaM
Aptemuzsbl B ddece. OH mmopa’kajl CBOUMHU
pasmepamu (6os1ee 100 METPOB B I/TUHY), Be-
JIMKOJIEITHEM, CJIOKHBIM PUTMOM KOJIOHH H
OBLI IIPUUYMCIIEH K CeMU Wydecam ceema.

JlaHHYT0 JIUHUIO B IV Beke 110 H. 3. IIPOJ0JI-
K1 MaB3oJsiedl B 'ammkapHace. To 6pL1a
yChIITaZbHUIIA MaBcosia (IIpaBUTeJIb OLHOMU
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U3 TeppUTOpUUN B Masioil A3uu) — OT ero
MMEHH U IIOIIJIO BIIOCJIeICTBUU Ha3BaHUe
Mae30/iell. ITa BeJIUUeCTBEeHHas IPOOHU-
I1a elré 6oJiee mopaskaja IpaHAM03HOCTBIO
MacIITab0B, IIBIITHOM TOPKECTBEHHOCTHIO
U 60raTCTBOM CKYJIBIITYPHOI'O yOpPaHCTBA.
U naHHOe coopyKeHMe ObLIIO B CBOE BpeMsl
IIPUYMCIIEHO K cemu vydecam ceema.

MMeHHO TaKOH BKYC K I'PAHAMO3HBIM
Macirabam, K a¢pdekTHOCTU GOPM, K IEKO-
PaTUBHOM IIBIIITHOCTH KaK pa3 U II0JIYYUJI
caMoe IIIMPOKOe XOXKAeHHe B 3II0XY 3JIJIH-
HH3Ma. ITO CKa3aJoCh B CTPOUTEJILCTBE
HOBBIX OIPOMHEIX T'OPOJIOB, B CO3JaHUH Be-
JIMKOJIEITHBIX IapaJHBbIX apXUTEeKTYPHBIX
aHcaMOJiel, a Tak’kKe B BO3BeJleHUU I'PaH-
IHUO03HBIX HH)KEeHEPHBIX COOPY KeHUM.

Cpeny HOBBIX I'OPOJOB KPYIIHEHIIUM
SABJIJIaCh AJleKcaHApuA (0OCHOBaHA AJIek-
caHapoMm MakemoHckuMm B Erurite B 332-331
rofiaxX 1o H. 3. ¥ II0JIy4YHJIa ero uMs). IlocTpo-
eHa OHa OpLra B JesbTe Huila Kak HOBasg
croJinIta Erurmra ¥ crasa 1ieHTpoM 3JIMHU-
CTHUYECKOI0 MCKyCCTBa (37eCh HaXOAUJINCh
My3el 1 6MOJIM0TeKa, Ie XPaHUIUCh COTHHU
TBHICAY PYKOIIMCHBIX CBUTKOB).

TaM >ke 6b1710 BO3Be/leHO HarboJiee IIpo-
CJIaBJIEHHOE U3 MH)KEHEePHBIX COOPYKeHUN
3I0XU 3IMHU3Ma — PapOccKu Masik.
OH cTos1 Ha ocTpoBe Papoc, KOTOPBINA OBLI
COeUHEH C TOpoioM 1aM60i. CoopyKeHMe
IrpaHAM03HOe, MOHYMEHTA/JIbHOe U BMeCTe
C TeM CTPOMHOe, 0UeHb IIeJIbHOe, YBeHUYaH-
Hoe cTaTyei [locerioHa.

OHO COCTOAJI0O U3 IIOMEIEHHBIX OTHA
Ha IpYTyIo, I10cjIef0BaTeJIbHO YMEHBIIIaB-
muxcsa 6amieH. Masgk JOCTHUraJ B BBICOTY
140 MeTpOB, yCTyIlas TOJIbKO ITUpaMu/je Xe-
oIICa, II03TOMY OTOHBb OBLJI BU/IEH 110 HOUYaM
Ha paccTossHuHd 1mouTHu 200 kM. Ero ucIoib-
30BaJIM U KaK BOEHHYIO KpeIlocThb. Takyke
CUUTAJICA OJHUM U3 cemu Hyodec ceema.

TaroreHue K TpaHAMO3HBIM MaclliTabaM
3aTPOHYJIO U CKYJILIITYPY. M OIATH-TaKH Ha-
YHMHAJIOCh 3TO eIllé BO BpeMeHa KJIaCCHUKH.
VKe BefyILUil eé IpefncraBUTe] b PUIUN
CO3/faJI HECKOJIbKO TMTaHTCKUX QUIYp — K
IIpUMePY, YIIOMHHAaBIIIAACA CTaTys CUAALIIe-
ro 3eBca UMeJia BEICOTY 14 MeTpPOB.
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B 31moxy 3JUIMHHM3Ma 3TO IIpHo6peTasio
Io/fyac yepThl TUIIePTPOGUPOBAHHOMU MO-
HYMEHTAaJIbHOCTU U HAIIJIO CBOE IIpeJeJb-
HOe BhIpa’keHHe B TaK Ha3bIBaeMbIX KOJIOC-
cax. CaMbIi1 3SHaMeHUTHIN U3 HUX — KoJsrocc
Pogocckuii.

Ha rpeyeckom octpoBe Pomoc 65110 100
KOJIOCCOB, U Cpefy HUX — OpOH30Bas CTa-
Tys 6ora cosHIla I'érroca BBICOTOM CBBIIIIE
30 meTpoB. OHa cTosyIa B raBaHU Pozoca
B KaueCTBe MasKa, Ilopakas ¢paHTacTHhde-
CKOM I'PaHANO03HOCThI0. CUHTasach OJHUM
U3 cemu vydec ceema (paspyllleHa B pe3yJib-
TaTe 3eMJIETPSCEeHUsT).

C 3aBoeBaHUAMU AJieKcaHapa MakeqoH-
CKOI'0 HayaIOCh aKTUBHOE paclpocTpaHe-
HUe aHTUYHOM KyJIbTYpPhl HA MHOTHE BOC-
TOYHBIe TeppuTOopuU. IIpuBeréM Ha 3TOT
CUET [Ba IpuMeyvaTeIbHBIX IIpUMepa.

— XpaM B ApMeHMHH (S3bIYeCKUM XpaM B
FapHUICKOU KperocTy, EpeBaH, I BeK H. 3.) —
CTporasi KpacoTa, BO BCEM CO3By4YHasd 06pas-
[jJaM aHTUYHOM apXUTEeKTYPHOU KJIACCUKY;

- ceaTuiauIne B Xopesme (Koit-KpoLi-
ran-Kauawm, nycTtelHg KeI3blIKyM, CpemHss
Asug, IV-III BeKa 110 H. 3.). IIpefcTaBieHHOE
B PEKOHCTPYKIIMH, OHO CO3LaéT BIleyaTie-
HUe II0pasuTeJIbHOM B CBOEM CTPOMHOCTH
U YpPaBHOBEIIIEHHOCTHU KOMIIO3UITHAH.

Jlo6aBUM K 3TOMY JIFOOOIIBITHEIE I1apaJl-
JIeJIA K TPeKO-PUMCKON AHTUYHOCTH, KOTO-
pble B 00MJIMM HaXOQUM B UCKycCTBe Iloz-
HebeCHOU.

- Besmmkast Kuraiickasi cTeHa CTpOMJIach
¢ IV 1o I Bex 10 H. 3. Ha CeBepHOU I'paHU-
e Kuras 1j1g 3alfUTel OT KOUeBHUKOB H,
KpOMe TOr0, 3allfHIlaja 10 OT IIeCKOB IIy-
cThIHU. OHa ObLIa IIPOJIOYKEHA 110 TOPHBIM
XpebTaM, CJIOBHO I'peGeHb, BPOCIIHUN B UX
KaMeHHYI0 IIOTh.

ITo BepXy CTeHBI IIPOXOJUT P 3yOII0B C
O60MHUIIaMU U BBEIMOIIeHa [0POora, I10 KOTO-
PO MOIJIH IIPOABUTATHCS KOJIOHHBI BOMCK.
Yepes xkaxkaple 100-150 MeTpoB coopyxKe-
HBI KBaZ[paTHEIe OAlllHHU, I/e KUJIa CTpaka
U OTKYZa I10/1aBaJIUCh CBETOBLIE CUTHAJILI B
cry4yae IOSIBJIEHUS HeIIpUATeJIs.

ITo MacurTaby, rpaHI03HOCTH, 3aTpaTaM
MaTepHaJIoB U TpyAa Benukasa Kuraiickas
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Ha. 5. duzypsl 80UHO8 n02peba/ibHO20
aHcam6.1a umnepamopa Luns ITuxyaHou.
246-210 22. 00 H. 3. CuaHb, Kumaii

CTeHa COIIOCTaBHMMa C eTUIIeTCKUMMU IIHpa-
MHUJIaMU: IIHUPUHA [0 8 MeTPOB, BHICOTA /10
10 meTpoOB, AytriHA cBHIITe 5000 KMJIOMETPOB.
Ecuir ObI IpeBHUE T'PeKU 3HaIU 06 3TOM CO-
OpY’KeHUH, OHU, 6€3 COMHEHU, IIPUYUCIIU-
Jiv OBl €T0 K Hydecam ceemad.

Jlpyroe rpaHAU03HOE TBOPEHUE, CO3/IaH-
HOe pyKaMU KHUTanCKUX MacTepoB, — Ilo-
rpe6ajbHbIN aHCAMOJIb O/THOTO U3 KUTau-
cKkux uMItepatopos (III Bek H. 3.). [IleCTUTHI-
CIYHOE KepaMUUeCKoe BOMCKO XpaHUTeJIer
MeMoOpHaJia, CoCTosIlee U3 QUTYP BOUHOB,
BBIIIOJIHEHHBIX B HAaTypaJbHYK BeJIUUYU-
HY, — MOHYMeHTaJIbHOe U BIleUaTJgoliee
3pesnuine. [IpuuéM KaKIbli B 3TUX 6€CKO-
HeYHBIX psgfjlaX BOUHOB IIOPTPEeTUPOBaH Co-
BepILIEHHO UHIVBU/IYaJIbHO.

U BHOBB 0 IIOCJIEZTHEM, PUMCKOM amane
AHTHUYHOCTU. BOCIIPUHSB Xy/105KeCTBEHHBIHN
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OIIBIT /IpeBHel I'peltvu U 3/IJIMHU3Ma, PUM-
CKOe MCKYCCTBO 3aHSJIO IJIaBEeHCTBYIOIIlee
II0JIO’KeHYe B aHTUYHOM MUpe IIPUMePHO
K cepenuHe I BeKa 10 H. 3.

PuM BrINTes1 U3 THMBI BapBapcTBa B VIII
CTOJIETHUH J10 H. 3., IIPOIIIEJI ITYTh OT MaJIeHb-
KOM KPeCThSTHCKOU OOIIUHBI 10 OTPOMHOM
MHUPOBOM IepKaBhl U CO3Jall KYJIbTYPY, KO-
TOpas, Haps/Ay C IpedyecKoi, Jierjia B OCHOBY
eBPOIIeNCKOU ITUBUIU3AIUN.

B cpaBHeHHU C IIO3TUYHBIM MHUPOBOC-
IpUATHEM I'PeKOB, pUMJIsgHe ObLIU OoJiee
TPe3BBIMM U IIparMaTUYHBIMU, I103TOMY
BeYIIIUM BHJIOM HCKYCCTBa CTajla Y HUX
apxumexkmypa, ¥ efBa JI1 He TOCIIOACTBYIO-
Ilee II0JIOKEHMe B Hell IIPHOoOpesu YTUIN-
TapHbIe IIOCTPOMKU: MOIIIEHBIE JOPOTH, MO-
CTBI, BOZOIIPOBO/IBI, TEPMBI (DUMCKHE OaHM),
KpBbIThIe PBIHKHU U T. II.

CkasaHHOe BOBCe He 03HA4YaJI0 HEKOH
OTPaHUYEHHOCTHU PHUMCKHUX 3044uX. OHU
IITUPOKO OITMPAJIMCh Ha OIIBIT I'pPeyecKou
KJIACCUKHU U, HAalIpUMep, BO3BOJA KYyJIbTO-
Bble 3/1aHUs, aKTUBHO OOHOBJISIJIM U YC-
JIOJKHSUIA TPaJUITMOHHBIE QOPMBI, a TAKKe
paspabaTsiBaji UX HOBble MOAUPUKAIIUU.
[IpekpacHbIM IPUMEPOM IIOJ0O0HOM UHUITU-
aTUBHOCTU MOXKeT CIYKUTh TaK HasbIBae-
Mblli Kpyribii xpam B Pume.

[TparMaTHU3M pUMJISH CKa3aJICsd, C OJHOMN
CTOPOHEI, B IIOAUYEPKHYTOM BHUMAaHUU K
KOMGQOPTHOCTH >XKHUJIHUIIA, a C JPYIrod — B
YHUGQUKAIIUU TOPOJICKOM 3aCTPOUKU.

O6pasoM I1epBOro poja MOXKeT II0CIIy-
JKUTh PeKOHCTPYKIIVS JOMa 60raToro pum-
JAHHHA B ropoge Ilommewn, rge o0co6bIid
aKIIeHT IIPOCTaBJIeH Ha 00YCTPOMCTBe UH-
Tepbepa. C 60JbIIMM BKYCOM paspaboTaH
BHYTPEHHUU O0OJIMK >KUJIUIIA — CTPOTUH,
HO TOP>KeCTBEHHO-UMIIO3aHTHBIM, OH JaéT
3aKOHUYeHHOe IIpe/icTaBJIeHHe 00 apUCTo-
KpaTHU4eCcKOM 00UXO[ie.

O6pase1; BTOPOro pojia — >KHJIOH JOM B
OcTuu (raBaHb /[peBHero PriMa), Tak Hasbl-
BaeMas MHCyJIa. ITO II0CTPOIKa COBepIIIeH-
HO OIlpe/ieIEHHOTO0 QYHKIITMOHAJILHOIO Ha-
3HaUeHUsI — KUPIUYHBIA MHOT03Ta’KHBIN
IJOM C KOMHaTaMU WA KBapTHPaMH JJIA
cllauu BHaéM, 3faHue 6e3 MasleHIIUX IIpe-
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TeH3UH Ha YTOo-JI100 ocobeHHoe (B ero cTaH-
JapTHOM O0JIMKe IIpOCMaTPUBAaIOTCSA YePTHI
COBPEMEHHOTO TUIIOBOI'O CTPOUTEJILCTBA).

BosBpamasace K KpyIIHBIM COOPYKEHUIM
UHKEHEPHOI'0 TUIIa, 3aMeTUM, YTO OT/esIb-
Hble U3 HUX COXPAHUINUCH U JIEUCTBYIOT [0
cux nop. Takos, K IIpUMepy, HaXOIAITANCS
Ha TeppUTopuu PpaHITUU aKkBeayK B Hume
(xoHer11 I BeKa 10 H. 9.) — O/1HA U3 KallUTaJIb-
HBIX PUMCKHUX IIOCTpPOeK (BbICOTA MOCTa
oyt 50 MeTpOB, ero BepXHUU SAPycC CIy-
JKHWJI B KaUeCTBe BO/I0BO/IA).

Xymo)xeCTBeHHas1 BBIPA3SUTEJIbHOCTH
UHYKEeHEePHON KOHCTPYKIIUU B IT0J06HBIX
COOPY’KeHUIX JocTUragack byaromaps op-
TaHUYHOM CBA3U C JaHAIIAaQTOM, a TakKKe
6s1arozaps IIPOIIOPIIUAM U 3aMedaTeJIbHOU
110 KpacoTe KJIaJiKe MaCCUBHBIX KBAaJpOB
(kBaZipaTHBIX OJIOKOB) 'paHUTA.

TasaHT U BOJII PUMCKHUX CTPOUTesIeN
IIpeBpalaliyd Kakjioe TaKoe COOpy’KeHue
B IOJJIMHHBIN INaMATHUK. [paHIMO3HBIN
pasMax Iof00HBIX ITOCTPOEK CIIYKUJI Uzjee
BeJIMYUS U MOI'yIllecTBa PUMCKOM JleprKaBhl.

TeMm 60Js1ee 9TOU 11eIU OTBEYAIU TPUYM-
¢dasbHBIe MOHYMEHTHI — apKU U KOJIOHHBI.
OHHU COOpY’KaJIUCh B UeCTh KaKOU-IHO0
BBI/IaI0Ielics 1106e bl PUMCKOTO OPY KU,
U Yyepes apKy B JeHb TpuyMda cjiegoBajia
TOp>KeCTBeHHas IIPOIleCcCus.

TsoKesloBeCHO-TIapagHbIN 00JIUK I10/100-
HBIX apXUTEKTYPHBIX MOHYMEHTOB XOpO-
110 WLIICTPUpPYeT TpuyMdaibHas apka
umiieparopa Tura (oxoJsio 70 roza 1o H. 3.).
B masiékoM OyayIeM Tpagulisg aHaJIOTHY-
HBIX MOHYMEHTOB BO3POAMIaCh BO MHOTUX
CTpaHax (B TOM uucJie B Poccuy, HauuHad C
OTeuecTBeHHOM BOWHBI 1812 roza).

Bo3BesmnyeHHUI0 PUMCKOM UMIIEPUH CIIY-
JKWUJIH U 00IIleCTBEeHHEIE COOpYKeHUs: $o-
PYMBL, TeaTpshl, ITUPKU. PopyM — GoJIbIIas
rapajHas IJIoIaAb C KOMILIEKCOM OKpY»Ka-
IOIUX €€ 00IIIeCTBEHHBIX 3TaHUU U MeMO-
PHAaJIbLHBIX COOPY>KEHUH, IIEHTP [eI0BON U
IIOJIMTUYECKOM JKU3HU Iropoja.

Oco60 MacIITabHOCThIO OTINYAJICT $O-
pyM TpassHa B PumMme, COOpPY>XEHHBIU IIpU
umineparope TpasiHe, KOTOPBIN 3aBepIIINI
IpeJleJIbHOe TepPUTOPHUAJIbHOE pacliupe-
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Ha. 6. Koausell. I ek H. 3. Pum, Hmaaus

HUe PUMCKOTO0 rocyapcraa. 3TOT aHCaMOJIb
BBIJIeJIs1eTCA He TOJIBKO POCKOIIIBI0 — OH SB-
JIsieTCsl U HanboJiee pa3sBUTHIM 110 apXUTEK-
TYPHOMY peIllIeHHUI0.

B ero cocraBe: TpuyMdasbHasg apKa 1 Ko-
JioHHa TpasHa, 601611101 ABOP (120x120 Me-
TPOB) C IIOPTUKaMH, IIOLIALE C ABYMS OU-
6/IM0TeKaMU — JIATUHCKOM U TPeYecKou; K
IUIOIIaN IIPUMBIKAJ PHIHOK C MOHYMEH-
TaJIbHBIMU TOPTrOBBIMU 3/IaHUSAMU.

CaMBIM 3HAUYUTEJBHBIM M3 TeaTpasb-
HO-ITUPKOBBIX COOpPYKeHUU cTtas Koausen
(IBex H. 3.). HbIHe OH HaXOUTCS B I10JIypas-
PYLLIEHHOM COCTOSIHUH, TaK KaK I10CJIe I1azie-
HUg PuMa fmosiroe BpeMs CIy>KUJI KaMeHO-
JIOMHEH JIJId JPYIUX II0OCTPOEK.

Ho TeM He MeHee COBEpPIIIEHHO OYEeBU/I-
HO, YTO 3TO OCOOBIM BHJ TeaTpaslbHOIO
3qaHusd — am@umeamp: apeHa B popme
OBaJILHOM 4Yallll, BOKPYT KOTOPOH yCTyIIa-
MU pacroJiarajJuch MecTa [Jjid 3pUTeJIeH,
YTO IIPEBOCXOHO CIY>KUJIO [JI yCTPOMCTBA
pasIMYHBIX 3pesull] (TpaBJIu 3Bepel, 60€B
IJIaUaTOPOB U IIPOY.).

dacapn Kosmsesa mpepncrTaBiisii cO60M
OTPOMHYIO TPEXBAPYCHYI0 apKazay c abco-
JIIOTHO BBIJIEpPKaHHBIM eJUHBbIM PUTMOM
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(240 apok TpeMs pgaMU OKpy’KaJd ape-
HY). 3TO OTPOMHOE COOpYy’KeHue (BBICOTOH
¢ 16-sTa’KHBIU ,OM) BMeIIaJI0 0KO0JIO 50 ThI-
¢4 3puTesiel. PasMepsl apeHsbl I103BOJISLIN
BBINIYCKaTh [0 TPEX ThICAY IIap IJIafuaTo-
poB ogHOBpeMeHHO. He ciyuyailHO Ha3Ba-
HUe Ko.su3zell IPOUCXOIUT OT JIATUHCKOIO
colosseus — 2poMadHblil, 1 OHO II0 JOCTOUH-
CTBY 0003HAUMJIO OJJHY W3 BEPIIINH PUMCKOMI
apXUTEKTYPHL.

Toi1 ke uzee Besimuusgd PUMCKOTo rocygap-
CTBA CIIYKUJI U NAPAoHblU CKY/IbNIMYPHbLU
nopmpem. KBUHT3CCeHIIHeN 0pUITHAaTBLHOIO
CTHJIA B JAHHOM JKaHpe CTaIu TOP>KeCTBeH-
Hble U300pa’keHUs UMIlepaTopa Agzycma.
Co BpeMeHeM ero UMs (JIaT. 8038/ AUHEHHDBLU
602camu) IpruOOpesIo 3HaUeHUe TUTYJIa UM-
reparopa (cp. B pyCCKOM JIEKCUKOHE ag2y-
cmetiwas 0co6a).

Bpemsd ero 1pasjieHUs (IIoCiIegHUeE Jie-
CATUJIETH 10 H. 3. U IIepBhIe IeCATUIeTHUA
H. 3.) CYUTAIOT «30JIOTHIM BEKOM» PUMCKOM
UCTOPHUU U KYJIbTYPbl — B YaCTHOCTH, TOI/Ia
Co3/laBaJId CBOU TBOPEHUs YIIOMUHAaBIIIHe-
CA BBIIIIEe I03THI Bepruuii u l'oparuii.

B kauecTBe 06pasiioB MOKHO COCJIaTh-
Cd Ha [IBe pasIMuHble MpaMOpHEIe CTaTyu
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Ha. 7. Cmamys Asecycma u3 Kym.
Mpawmop, I geK H. 3.
CaHkm-ITemep6ype, I'ocyoapcmeeHHblil
Ipmumadsic

ABryCTa, BBIJIepKaHHbIe B BO3BBIIIIEHHO-pe-
IIpe3eHTaTUBHOM poJie (B 060UX ciIydasdx B
0603HaUeHUH ITUX PabOT OTMEUYEHO MeCTO
HX HaXOJIKH).

- ABryct u3 Ilpuma IIopra (I Bek
H. 3.) — 3/leChb OH IIpeJiCTaBJIeH B TOpPJKe-
CTBEHHOM BOMHCKOM 06J1aueHUU, TO eCTh
B aKceccyapax UMIIepaTopa, ¥ BBICTYIIaeT
B JaHHOM CJIy4yae KaK HOCUTeJb HUJeH I0-
CYyZapCTBEHHOI'O BeJIMYUS, UeEMY OTBEYAIOT
4epThl UjeaInu3aliuy;

— ABrycr u3 Kym (I Bex H. 3.) — BOCCO3/iaH-
Has B MpaMope I10JyoOHa)KéHHasaA Qurypa
OJIAIleTBOpsAeT 06pas My/Aporo InpaBUTeJId,
yCTaHaBJIMBAIOIIEr0 TBEPABIN U CIIpaBe/JIv-
BBIM 3aKOH (4 3/leCh UMIIepaToOp U300pakéH
C COOTBETCTBYIOIIIMMHU aTPUOYTaMH).

[TocefHUM aKKOP/AOM PUMCKOTO KJlac-
CULIU3Ma B CKYJbIType MOXXHO CUHUTATh
NnaMATHHK HMIIepaTopy MapKy ABpeJInio
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(BTOpad mmosoBuHa Il BeKa H. 3.). ITa 6pPOH-
30Bas CTaTys — eJUHCTBEHHBIN U3BECTHBIN
HaM obpasel] KOHHOTO MOHYMeHTa BpeMEH
AHTHYHOCTH. CaMO 110 ce6e BOSHUKHOBe-
HUe KaHpa KOHHOU CTaTyH SIBJISLIIOCH OJI-
HUM U3 3aBeplIalIlUX OTKPBITUN pPUM-
CKOTO UCKYCCTBA — BIIOC/IE€[ICTBUU JaHHBIN
>KaHp 6y/ieT BO30OHOBJIEH TOJIBKO B 3II0XY
BospoxaeHus.

Ha ¢uHasbHOM 3Talle CBOEU 3BOJIIOIIUU
aHTUYHAas CKYJbIITYpa OTKpbIBaJa [JIs1 ce0s
OypHYIO IIaTeTHUKY, KUIIeHUe CTpacTel, I10-
BBIIIIEHHBIN TUHAMU3M, COCTOSHUS Tparu-
4ecKoro HajuyioMa. OTMeTUM HeCKOJbKO
PasHOILUIaHOBBIX 06Pa3I[0B II0L06HOI0 POAa.

B moprpete dunocoda (III-II Beka 10
H. 9.) IIopakaeT HeoOblyaliHasl OCTPOTa B
Iepesave 00JIMKa YeI0BeKa, HAaXOAAIEerocs
Ha I'paHU KaTacTPOQhl, B COCTOSTHUU CTPeC-
ca. IIpeBOCXO/IHO IlepefjlaHO KpaliHee 3MO-
[IUOHAJIbHOEe HaIlpshKeHUue, Tparudeckas
9KCIIPeCCHUsl.

Ainrape 3eBca B Ileprame (180 roz 1o
H. 3.; [Tepram — ropoz B Masyioyi A3uy, OJUH
U3 I[eHTPOB 3/UIMHUCTUYECKOI0 MUpPA) OII0-
siCaH TPaHIUO3HEBIM ropesibeQHbIM GPU30M,
rie u3obpakeHa 6UTBa 60TOB C TUTAHAMU
(I10 ogHOMY U3 IIeHTPaJIbHBIX MU(OB HUCTO-
pPHUU OJIMMIIMKCKOIO IIaHTeoHa). HecMoTps
Ha CUJIbHBIe II0BpeXeHus (BooObIe Xxapak-
TepHBIe [IJI1 COCTOSIHUSA aHTUYHOMN CKYJIBIITY-
PBbI), B U306 pa>keHUH XOPOIIIO OLIyTHM HeBe-
POSITHO CHJIBHBIN IpaMaTUYeCKUM HaKaJl.

CrookeT 3HAMEHHUTOH CKYJIBITYPHOH
Ipyniisl «JJaOKOOH M ero ChIHOBBS, IIOTH-
Oaromue B THCKaXx 3Mei» (0KoJs10 50 roga
10 H. 3.) B34T U3 MUPOB 0 TPOSHCKOU BOU-
He. [Tepead MOMeHT Tu6eJIy IIepCOHaKel:
O/fHa U3 3MeU BIIMBAeTCs B IPYb MJIAJIIIETO
CBbIHA, /ipyrasi — B 6e/ipo oTra. JIuma ucka-
JKeHBI CTpaZlaHueM, BCEé pacKphIBaeTcs Ha
60J1eBOM IIpejiesie U II0JIHO 6€3bICXOTHOCTH.
HaJuiio BesIMKoJIeITHOe 3HaHWe aHAaTOMUH,
HO y’>Ke HeT CTPOrOCTH KJIaCCHYeCKOIo HC-
KyCCTBa, YTO 3aMeTHO B TeaTpPaJbHBIX 3-
¢deKTax U B OTTEHKe MeJiopaMaTHh3Ma.

U1 BCé-Taku JOMHUHHUPYIOIIUM B aHTHY-
HOM HCKYCCTBE OCTaBaJICAd APYroi aKIIeHT,
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Ha. 8. Huke Camodpaxuiickas. Mpamop, ok. 190 2. 9o H. 3.
Jlyep. Ilapuoic, PpaHuyusn

KOTOPBIHM MO>KHO BBIPA3UTEL IIOHATHEM ON-
mumucmuyueckas opama.

Huke CamodpakuiicKkass — OJHO U3 ca-
MBIX 3aMeuaTe/IbHBIX TBOPEHUM 3JIIMHU-
CTHYEeCKOH 3I0XH C KOHIIeHTPHUPOBAHHBIM
BOILJIOII[eHHMEM TaKHX e€ KayeCcTB, KaK MoO-
HYMEHTAaJIbHOCTh, TUHAMU3M U I1aTeTHKA.
JTa craTyd ObLIa yCTaHOBJIEHA Ha OCTPOBE
CamMopdakus B 4eCTh I100ebI HAJl Bpake-
CKUM ¢J1oTOM. BOT 1mouemy eé BOLPY3UIHU
Ha BBICOKOM OTBECHOM CKaJie U BI06aBOK
Ha IIbejlecTajle B BH/JIe IlepefHel yacTu 60-
€BOr0 KopabJis.

[TocTaHOBKa QUIYPHI U TPAKTOBKA OJ[E€7K-
Il TAKOBA, UTO KaykeTcs, 6y To Huke BCTpe-
4JaeT HaIlOp peaIbHOIo BeTpa, KOTOPBIM pac-
KpBIBaeT €€ KPbLIbd M pasBeBaeT OJeXKAY.
Opexzma MMeeT B 00pasHO-IIJIaCTUYECKOMN
XapaKTepUCTHUKe OYeHb OO0JIBIIIOe 3Haye-

HYe — eé MHOTOYMCJIEHHBIe TpeIlellylie
CKJIAJKU 00pasyrT 6G0oraTeHIIyI >KUBO-
IIMCHYI0 TaMMy, YCUJIHUBasl JUHaMUKy U
YyBCTBO 3MOITMOHAJIbHOIO IoAbEMaA. Tomy
JKe CII0COOCTBYeT CI0KHOe BUHTO00pasHoe
IIOCTPOEHUE CTaTyU. B 11esioM aTa ¢urypa
SBJIsIeT COO0M MCKJIIOUUTEJIbHYIO YCTpeM-
JIEHHOCTh U TUTAaHU3M 06pasa.

B 3ak/iroueHuMe, U3 TOr0, YTO OOBIYHO
KOHCTaTUPYeTCsI B KauyeCTBe HCTOpUYe-
CKOM 3HAYUMOCTH UCKYCCTBA AHTUYHOCTH,
HaIllOMHUM OIIpeJe/IA0INYI0 OIleHKY. OHO
SIBHJIOCH 0a3MCOM eBPOIIEMCKOM KYJIbTY-
PBI, MHOTOKPATHO CJIY>KHJIO 06pasIioM I
IOZ[pakaHus, a B HEKOTOPBIX OTHOIIIEHUSIX
OBLII0O U OCTAETCS HeLOoCATaeMbIM C TOUKU
3peHUs Xy 0’KeCTBEHHOI'O0 COBEpPILIEeHCTBA
(B IIepByIO Oo4epelb 3TO KacaeTcs CKYJb-
ITYPHI).
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Vocal and Choral Symphonies
and Considerations

on Text Representation

in Music

The article examines the genres
of the vocal and the choral symphony
in connection with the author’s vocal
symphony Finland for soprano, tenor
and orchestra set to Evgeny Baratynsky’s poem
with the same title. It also discusses
the issue of expression of the literary text
in vocal music, as viewed by a number
of influential 19th and 20th century
composers, music theorists and artists.
Among the greatest examples of the vocal
symphony are Gustav Mahler’s Das Lied
von der Erde and Alexander von Zemlinsky’s
Lyrische Symphonie. These works combine
in an organic way the features
of the symphony and the song cycle.
The genre of the choral symphony started
with Beethoven’s Ninth Symphony
and includes such works as Mendelssohn’s
Second Symphony, Scriabin’s First
Symphony and Mahler’s Second, Third
and Eighth Symphonies. Both genres
exemplify composers’ attempts to combine
the most substantial genre of instrumental
music embodying the composers’
philosophical worldviews with that of vocal
music, which expresses the emotional content
of the literary texts set to music.
The issue of expressivity in music is further
elaborated in examinations of various
composers’ approaches to it. Wagner claimed
that the purpose of music was to express the
composers’ emotional experience
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BokaJIbHBIE H XOPOBbIE
cuM$OHHUHU U pasMBbIILIJICHUSA
0 IIpeZCcTaBJI€EHHH TEKCTa

B MY3BIKe

B cTaThe paccMaTPUBAIOTC YKaHPBI
BOKaJIbHOM U XOPOBOM CUMGOHUM B CBI3U
C HAIIMCaHHOM aBTOPOM CTAaThbU BOKaJIbHOM
cuMboHMeln «PUHIAHINA» I COIIPAHO,
TeHOpa U OpKecTpa Ha CTUXOTBOPEHUE
E. BapaTsiHckoro. Takoke 06Cy»KgaeTcs
npo6JsieMa BbIpa>KeHUs JIUTePaTypHOTIOo
TeKCTa B BOKaJIbHOM My3bIKe C TOUKU 3PeHUs
HECKOJIbKHUX 3HaAMEHHUTBHIX KOMIIO3UTOPOB,
TEOPETHKOB U XyI0KHUKOB XIX 1 XX BEeKOB.
Cpezu caMBIX U3BECTHBIX BOKaJIbHBIX
cUMOHUU CleflyeT YIIOMIHYTH [IeCHb
0 semse I'. Maznepa u JIupu4ueckyro CuM@OoHUIO
A. ¢oH IleMIUHCKOTO. ITU [BA COUNHEHUS
OpraHUYeCKH COUeTaloT YepThl CUMGOHUU U
BOKaJIbLHOTO ITUKJIA. JKaHp X0poBo# cuM$OHUU
C T0JI0CAaMHU BO3HUK HAaUYMHaA ¢ /leBATOH
cumpoHmU BeTxoBeHa. K HeMy 0THOCATCA
Bropas cumdoHMs MeHIeJIbCOHA, a TAKXKe
Bropasd, TpeThba 1 BocbMas cuMpoHUHU
Majtepa. O6a >kxaHpa IIpeiCTaBJISAI0T
CcTpeMJIeHHe KOMIIO3UTOPOB COYeTaTh CaMBIHA
3HAYUTEeJIbHBIN KaHP MHCTPYMEeHTaIbHOM!
MY3BIKH — CUM(OHUYECKU, — BbIpaKarolUi
MHPOB033peHHe KOMIIO3UTOPOB, C JKaHPOM
BOKaJIbHOTO IIHKJIa, IlepearoliuM
9MOIIMOHAJIBHOE COZeprKaHue IT0JI0KeHHBIX
Ha MY3BIKY JINTEPATYPHBIX TEKCTOB.
Borpoc BeIpasuTeIEHOCTH B My3bIKe flajiee
paccMaTpHUBaeTcd yepes CpaBHeHHe II0X0/10B
K HeMY pasHbIX KOMIIO3UTOPOB. Baruep
YTBEPXKAaJL, UTO I1eJIb MY3BbIKHA — BEIpasKeHHe
9MOIIMOHAJIBLHOIO OIIBITa KOMIIO3UTOPA
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and especially the literary texts set to music.
Stravinsky expressed the view that music

in its very essence is not meant to express
emotions. He called for an emotionally
detached approach to music and especially
to text settings in vocal music. Schoenberg
pointed towards a more introversive and
abstract approach to musical expression
and text setting in vocal music, renouncing
outward depiction for the sake of inner
expression. Similar attitudes to this position
were held by painter Wassily Kandinsky
and music theorist Theodor Adorno.

The author views Schoenberg’s approach

to be the most viable for 20th and early
21st century music.

KiroueBrble ciioBa:

vocal symphonies, choral symphonies,

the symphonic genre, expression in music,
Mahler, Zemlinsky, Wagner, Stravinsky,
Schoenberg, Kandinsky, Adorno.

U, B 0CO0eHHOCTH, BJJOXHOBJISIOIINX €r0
JIATePaTYPHBIX IIPOU3Be/IeHUM, IT0JI0KEHHBIX
Ha My3bIKy. CTpaBUHCKHUU CUUTAJI,

4TO MY3BIKa I10 CBOeH CyTH He IIpe/iHa3HayeHa
BBIpa’kaThb 4yBCTBa. OH IIPpU3bIBAJ K
9MOIMOHAJIBHO abCTParupoBaHHOMY IO/IXOLY
K My3bIKe 1 0CO6€HHO K BBIpaKeHUI0 B Hell
JIUTepaTypHOTro TeKcTa. IIIéHbepr ykassiBaa
Ha 060Jiee UHTPOBEPTHUBHYI U aOCTPaKTHYIO
MaHepy BBIPasUTEIbHOCTU B My3bIKE U
BBIpa’KeHUs B HEU JIUTePaTYPHBIX TEKCTOB,
KOI7/ia IIPOUCXO/IUT O0TKa3 OT BHEIIIHeH
1300pasUTEIbHOCTH B II0JIb3y IJIYyOMHHOTO
BbIpa)KeHUsL. [10106HbIe B3TJIAABI HA 3TOT
BOIIPOC HAOJIIOMAIOTCS Y XYTOXKHUKA

B. KaHIMHCKOT0 ¥ My3BIKaJILHOTO TeOpeTUKa
T. AMOpPHO. ABTOP CTaThbU CYUTAET IIOAXO[
[IIén6epra HarboJIee TeMCTBEHHBIM I
My3bIKH XX ¥ Havasia XXI BeKOB.

Keywords:

BOKaJIbHbIe CUM(OHUH, XOPOBbIe CUM(OHUH,
cuM(POHUYECKUN KaHP, BbIpa>KeHUe B MY3bIKe,
Mauiep, HemiinHCcKuUi, Baraep, CTpaBUHCKUH,
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I. Vocal Symphonies

The genre of the vocal symphony has a
brief but distinguished history during the last
two centuries. There has been a number of
important attempts to combine the forms of
large symphonic orchestral works with the
genre of a vocal composition. These attempts
include the genre of the vocal symphony as
well as near-related genres such as cantatas,
oratorios, other various types of religious
music, and standard symphonies which
include voices —soloists or choruses, in
either brief sections or entire movements.
Among the famous compositions written in
the genre of the vocal symphony, mention
must be made first of all of Gustav Mahler’s
Das Lied von der Erde, a six-movement
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work for alto, tenor and orchestra, as well
as Alexander von Zemlinsky’s Lyrische
Symphonie, a seven-movement composition
for soprano, baritone and orchestra. Works
written in nearly related forms include
cantatas for soloists, chorus and orchestra,
among which mention first of all must be
made of When Lilacs Last in the Dooryard
Bloom’d by Roger Sessions and Il Canto
Sospeso by Luigi Nono. Some of the works
include chamber ensembles, as opposed to
orchestras, yet carry a symphonic type of
development; among these one can name
Gradus ad Parnassum for soprano, large
chamber ensemble and electronic sounds by
Rolv Yttrehus, as well as A Winter’s Tale for
soprano and chamber ensemble by Charles
Wuorinen.
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II. Das Lied von der Erde
and Lyrische Symphonie

The two most famous compositions
which can be called vocal symphonies are
Gustav Mahler’s Das Lied von der Erde,
composed in 1908, and Alexander von
Zemlinsky’s Lyrische Symphonie, composed
in 1922. Both are characteristic for their
combination of the symphonic genre with
vocal genres, since they are large orchestral
compositions of symphonic scope and
symphonic development, to which a second
element is added, namely, the voice —which
usually pertains to rather distant and nearly
antipodal genres. The two elements placed
together form a heterogeneous type of
duality in these compositions, namely, the
antithesis of pure, “absolute” symphonic
thought and the “programmatic” vocal
writing which aims at describing literary
events taking place in the text to which
the music is set. In these two works, these
two contrasting elements of music, those of
instrumental and vocal development are
combined. Gustav Mahler’s Das Lied von
der Erde, written for two solo singers and
orchestra, is a setting of German translations
of six poems by ancient Chinese poets. There
are six separate movements, which are
contrasting in tempo and mood, each one
featuring a setting of one poem (or, in the
case of the last movement, of excerpts of two
poems). Though originally these poems were
not at all related to each other, Mahler chose
them out of many others and combined them
in a particular order to create a complete
literary and dramatic context for the whole
composition. In a sense, this arrangement
builds up into a unified narrative which
relates directly to Mahler’s own experience.
The tenor and alto sing as soloists alternately
with each other, each one predominating
through an entire movement before passing
the following movement to the other soloist.

Alexander von Zemlinsky’s Lyrische
Symphonie, likewise written for two soloists
and orchestra, is a musical setting to German
translations of poems by Indian poet
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Rabindranath Tagore. In Zemlinsky’s own
words, the work belongs to the tradition of
Mabhler’s Das Liedvon der Erde. Unlike Mahler,
who took the poems of several poets for his
composition, Zemlinsky chose the poetry of
one poet, providing a more unified literary
background to the composition. Whereas
Mahler achieved a synthesis of Chinese poetic
traditions and a European musical language
with a minimum of stylization of Chinese
music, Zemlinsky combined Indian poetry
with European musical traditions in a way
that implicated Indian music directly. Also,
unlike Das Lied von der Erde, the texts of the
poems in Zemlinsky’s work, though related
to each other in their style and overall mood,
do not create an impression of a narrative
or a story in the manner of Mahler’s work,
but form a compilation of sketches and
impressions of certain moods, which connect
to each other in a more remote manner.
The composition’s seven movements have
very contrasting tempi and moods and are
played one after the other without a break.
The individual movements are joined by
orchestral interludes, which gives the work
the form of alarge one-movement symphony
of compound form —following more along
the stylistic tradition of Schoenberg’s First
String Quartet and First Chamber Symphony.
Similar to Das Lied von der Erde, the Lyrische
Symphonie features the male and female
voices singing as soloists alternately with
each other, each soloist singing through an
entire movement, before the other soloist
takes on the following movement.

There is a direct connection between these
two works and my composition, Finland for
soprano, tenor and orchestra set to a poem
by Evgeny Baratynsky, which in its own
individual way follows the traditions of
both compositions. Unlike the two previous
works, Finland is a setting of one longer
poem which is comprised of six stanzas.
These stanzas provide the six sections which
make up the composition; these are played
one after another without interruption,
similarly to the Lyrische Symphonie.
I did not have to compile a narrative of six
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or seven unrelated poems, since in the one
poem I have chosen the narrative already
exists, as it was formed by the poet. As in the
two preceding works, Finland presents the
two soloists independently, alternating with
each other in each successive section, each
soloist singing through an entire section
before passing to the other soloist in the
following section. In two sections of Finland I
have provided for a sharp deviation from the
tradition of the previous two compositions
by inserting two duets at the end of the third
and sixth sections.

One other feature which distinguishes
Finland from the last two named works,
while Mahler’s work contains allusions
to Chinese music, and Zemlinsky’s music
alludes to Indian music, my composition
does not contain any direct references to
Russian or Finnish music, whether the folk
or the classical musical tradition, and does
not contain any national traits of the music
of these countries, except, perhaps, the
emotional breadth of the orchestral writing.
The title of my composition, Finland, gives
allusions to Sibelius’ Finlandia. Nevertheless,
the musical language of my composition
is rather remote from that of Sibelius and
does not contain any direct influence of the
latter, although some of the results which
I have achieved in the orchestration and
emotional flavor have unintentionally come
close to those of Sibelius’ music, especially
in the broad orchestral passages, which give
prominence either to the brass or to the
string instruments.

ITI. Symphonies with Voices
and Program music

Mahler’s Das Lied von den Erde and
Zemlinsky’s Lyrische Symphonie had a history
of precedents which led up to the formation
of the genre in which the two works are
written. There have been several cases of
added vocal lines to standard symphonies
from the 19th centuries onwards, the aim
of which was to strengthen and expand the
programmatic and literary elements of the
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symphonic genre and turn it from its standard
role, which it had in the 18th century, of a
large abstract genre based on an established
form and containing a number of contrasting
movements, as well as a number of diverse
themes and moods. This distinctive feature
helped turn the genre of the symphony
further in the direction of a near-literary
dramatic work which is meant to convey
messages of distinct contrasting moods and
to imply hidden philosophical messages
meant to be entrusted to the listener, so that
the latter would interpret them.

One of the first and most prominent
examples of adding the voice to the symphony
was Beethoven’s Ninth Symphony. In the
finale of this work sonata form which
was frequently used in fourth movements
of Classical symphonies made way for a
musical setting of Friedrich Schiller’s “Ode
to Joy” for chorus and orchestra, preceded
by a theatrical, almost programmatic
introduction, which features a conflict and
resolution of thematic material from the
symphony’s preceding movements. This
was a major innovation in the genre of the
symphony. It paved the way for further
attempts to add literary and programmatic
implications to the symphony. Wagner in
several of his books and essays, including
Opera and Drama and The Art Work of
the Future, claimed that after Beethoven’s
Ninth Symphony the symphonic form was
obsolete, and so was “absolute music.”
Wagner claimed that Beethoven with the
means of his setting of the “Ode to Joy” in
the Ninth Symphony had led the history of
the symphony to its logical and triumphant
conclusion and completion and opened the
doors to program music, which was the
“Music of the Future”; the latter music was
forever freed from the shackles of traditional
classical forms, especially the sonata form,
ad granted the privilege of wholeheartedly
conveying contrasting emotions to form
narrative events. According to Wagner, the
future of music was no longer in traditional
instrumental musical genres, but in large-
scale theatrical and operatic works which
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utilized voices and orchestra and did
not adhere in the least to any formal or
structural scheme. Other composers have
gone in that direction to a greater or lesser
extent, yet virtually none of them have
superseded Wagner in the programmatic
character of his music, which stemmed from
his revolutionary ideas of the new role of
music after Beethoven.

This is what Wagner writes in his large
essay The Art Work of the Future concerning
the future of music, the duty of which, he
claims, is to connect itself with two other
arts, namely, Dance and Poetry, to produce
the Gesamtkunstwerk, which is to be the
opera: “The Last Symphony of Beethoven
is the redemption of Music from out her
own particular element into the realm of
universal Art. It is the human Evangel of the
art of the Future. Beyond it no further step
is possible; for upon the perfect Art-work of
the Future alone can follow, the universal
Drama to which Beethoven has forged to us
the key... Thus has Music of herself fulfilled
what neither of the sacred arts had skill to do.
Each of these arts but eked out her own self-
centered emptiness by taking, and egoistic
borrowing; neither, therefore, had the skill to
be herself, and of herself of herself to weave
the girdle wherewith to link the whole. But
Tone, in that she was herself completely,
and moved amid her own unsullied element,
attained the force of the most heroic, most
loveworthy self-sacrifice, — of mastering, nay
of renouncing her own self, to reach of to her
sisters the hand of rescue” [8, pp. 126-127].

Among the more traditional composers,
one can cite Mendelssohn, who included
parts for chorus and soloists in the finale
of his Second Symphony, known as Der
Lobgesang, continuing Beethoven’s tradition
of conveying a more programmatic message
in his symphonies, adding the latter to the
more traditional symphonic form to which
he continued to adhere.

A more innovative approach to the
symphonic genre, closer to Wagner’s
position on operas, was taken by Franz
Liszt in his two symphonies inspired by
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literature, the Dante Symphony and the Faust
Symphony. Both works are symphonies in
name more than in their genre, since they
are primarily programmatic works, which
focus more on conveying emotions arising
from literary works rather than following
traditional symphonic forms. The Faust
Symphony retains the symphonic form
to a slightly greater degree, merging it
successfully with the depiction of literary
events. Both symphonies finish with codas,
which involve choruses and soloists. The
inclusion of musical text settings at the
end of both symphonies strengthens the
roles of the symphonies’ literary plots and
shows them as clearly dominating over the
purely instrumental, formal aspects of the
works. The Dante Symphony is based on
Dante’s Divine Comedy and consists of two
movements, which depict the three sections
of Dante’s work, namely, “Hell,” depicted
in the symphony’s first movement, and
“Purgatory” and “Paradise,” both depicted
in the symphony’s second movement.

The next important composer who
successfully combined the symphony with
the voice was Gustav Mahler. In four of
his symphonies, the Second, Third, Fourth
and Eighth, he included vocal lines to
the orchestral writing, strengthening the
programmatic character of these works. The
Second Symphony involves a soprano in the
fourth movement (singing a song from the
collection of Des Knaben Wunderhorn) and
then chorus and soloists in the final section
of the fifth movement, which depicts the
resurrection of the dead and their ultimate
transfiguration. The Third Symphony has
two vocal movements: the fourth movement,
in which the soprano sings a setting of a
text from Friedrich Nietzsche’s Also Sprach
Zarathustra, and the fifth movement,
which features a chorus singing a setting
of a humorous poem from the Des Knaben
Wunderhorn collection about a child’s vision
of heaven. The Eighth Symphony is Mahler’s
finest achievement in the domain of
symphony with vocal parts; it features vocal
settings in its entirety. Its first movement is
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a setting of a Medieval Latin hymn “Veni
Creator Spiritus,” the emotional spirit of
which organically merges with the formal
structure of Mahler’s extremely extended
interpretation of sonata form. The second
movement, which takes up about two thirds
of the entire symphony, is a setting of the
entire final scene of Goethe’s Faust, Part
II, taking place in heaven. The movement
combines in itself three movements of
the classical symphony —the Adagio, the
Scherzo and the Finale—into one long
continuous movement. The conjunction of
three movements merged into one, along
with the dramatic succession of emotional
moods, characters and events of the final
scene of Faust, forms one of the most
outstanding qualities of this symphony.
Finally, mention must be made of an
example of incorporating vocal writing
into an instrumental chamber work,
the aim of which is to strengthen the
latter’s programmatic character. Arnold
Schoenberg’s Second String Quartet in F#
Minor consists of four movements, two of
which, the third and the fourth, contain
soprano settings of two poems by German
Expressionist poet Stefan George, entitled,
respectively, “Litanei” [“Supplication”]
and “Entrickung” [“Awakening”]. The
poems of George and the vocal writing in
the quartet greatly enhance the emotional,
expressionistic qualities of the composition
and bring its programmatic qualities to the
foreground. After the lamenting the first
movement and the grotesque and morbidly
ironic second movement, the third movement
opens with the setting of the George poem
“Litanei” in an extremely intricate and
elaborate combination of a lamenting text
and highly emotional music. the text brings
out and emphasizes the emotional message
of the string quartet’s first three movements,
which until now could only be intimated by
the listener. The fourth movement provides
an emotional relief from the morbid mood
of the first three movements by depicting a
state of enlightenment and transfiguration,
as emphasized by the text of the poem,
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entitled “Entriuckung.” The text describes
the spiritual awakening of the poet to a
higher existence and the dissolution of his
previous state of anxiety. The music clearly
follows the mood conveyed by the poem by
depicting an exalted, enlightened emotional
state. It uses non-standard and innovative
textural means to do so; and it also provides
a landmark in Schoenberg’s musical legacy
as the first work of his to employ atonality.

IV. Considerations
on Text Representation in Music

The question of the validity of attaching
programmatic tags to purely musical
development has presented a lasting
controversy throughout the history of music,
and especially during the last two centuries,
staring from the advent of the Romantic era.
On the one hand, many musicians claimed
that the chief aim of music was to convey
emotion, either of a written text, with or
without its actual statement in the vocal line,
or of the composer’s personal emotional life
and strivings for the ideal. Other musicians
held the opposite view, stating that music
cannot really express any emotions, nor
depict any literary events. Igor Stravinsky
in his two books Autobiography and Poetics
of Music wrote that music by its very nature
cannot depict any emotions at all, since
music is merely a succession of notes,
scales, rhythms and other elements which
are constructed in a certain way in order to
produce a musical composition. This is what
Stravinsky writes in his Autobiography:
“I consider that music is, by its very nature,
essentially powerless to express anything at
all, whether a feeling, an attitude of mind,
a psychological mood, a phenomenon of
nature, etc. Expression has never been an
inherent property of music. that is by no
means the purpose of its existence. If, as is
nearly always the case, music appears to
express something, this is only an illusion
and not a reality... The phenomenon of
music is given to us with the sole purpose
of establishing an order in things, including
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and particularly, the coordination of
man and time. To be put into practice, its
indispensable and single requirement is
construction. Construction once completed,
this order has been attained, and there is
nothing more to be said... People will always
insist upon looking in music for something
that is not there. The main thing for them is
to know what the piece expresses, and what
the author had in mind when he composed
it. They never seem to understand that music
has an entity of its own apart from anything
it may suggest to them” [6, p. 38].

In his book Poetics of Music, Stravinsky
gives a more moderate view, acknowledging
the presence of emotional associations in
music, but prescribing to them a role of
secondary importance: “I have no thought of
denying to inspiration the outstanding role
that has developed upon it in the generative
process we are studying; I simply maintain
that inspiration is in no way a prescribed
condition of the creative act, but rather
a manifestation that is chronologically
secondary.

...It is afterwards, and only afterwards,
that the emotional disturbance which is at the
root of inspiration may arise—an emotive
disturbance about which people talk so
indelicately by conferring upon it the meaning
that is shocking to us and that compromises
the term itself. Is it not clear that this emotion
is merely a reaction on the part of the creator
grappling with that unknown entity which is
still only the object of his creating and which
is to become a work of art? Step by step, link
by link it will be granted to him to discover
the work” [7, p. 50].

A very good example of a less emotional
approach to text setting is Stravinsky’s
Symphony of Psalms, a work in three
contrasting movements for chorus and
orchestra that features a setting of three
Psalms in Latin. Stravinsky himself pointed
out that the advantage of setting a text in
Latin, as opposed to a modern language, was
to have a more remote and less personal
approach to the text, so that the music
would not be pictorially descriptive of the

32

text or melodramatic, but would be more
independent of the text and conscious of its
own inherent form. As a result, Stravinsky’s
Symphony of Psalms contains a semantical
connection between the words and the
music, yet becomes successfully free from
excessive pictorialism and the word painting
inherent in the works of many late Romantic
composers. Other vocal works of Stravinsky,
including such works as Les Noces and
Mavra, contain many theatrical effects and
exoticism derived from Russian folk music.
rather than following the written text in their
format, they treat the text in an experimental
manner as a tool, frequently resorting to
linguistic experiments, such as change of
stress in a given word. Notwithstanding this
avoidance of a programmatic approach to
text setting, these compositions, as well as
other vocal works by Stravinsky succeed in
giving adequate musical representations of
the texts.

Still other musicians paved a middle
ground between these two opposite views
concerning text setting, those of Wagner and
Stravinsky. Theodor W. Adorno in his first
essay of his book Quasi una Fantasia, Essays
on Modern Music gave a very thorough
analysis of the practical role of music. he
acknowledged the emotional capabilities
of music, yet he claimed that, nevertheless,
music cannot be placed in a position of
clearly describing verbatim a written text
or an extra-musical entity in a way that
literature or the visual arts can. Adorno
pointed out that music has capabilities
of expressing more than words can ever
convey, including even deeper and subtler
emotions than can ever be accounted by the
spoken or written word, but still it can never
be placed on an identical level with a text.
This he acknowledged to be a deprivation
of music, while from a different angle he
claimed it to be an advantage. This is what
he writes: “Music aspires to be a language
without intention. But the demarcation line
between itself and the language of intentions
isnot absolute: we are not confronted by two
wholly separate realms. There is a dialectic
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at work. Music is permeated through and
through with intentionality... Music bereft
of all intentionality, the merely phenomenal
linking of sounds, would be an acoustic
parallel to the kaleidoscope. On the one
hand, as absolute intentionality it would
cease to be music and would effect a false
transformation into language. Intentions
are central to music, but only intermittently.
Music points to true language in the sense
that content is apparent to it, but does
so at the cost of unambiguous meaning,
which has migrated to the languages
of intentionality. And as though Music,
that most eloquent of all languages, nee-
ded consoling for the curse of ambiguity —
its mythical aspect, intentions are poured
into it. ‘Look how it constantly indicates
what it means and determines it.” But its
intentions also remain hidden” [1, pp. 2-3].

One of the most striking approaches to text
setting was elaborated by two authors in the
Expressionistic artistic almanac Der Blauer
Reiter, published in Berlin in 1912. The first of
these authors was Arnold Schoenberg, who
contributed to the almanac with an essay
entitled “Concerning Text Setting in Music”
(subsequently published in the collection
of Schoenberg’s articles, titled Style and
Idea). In this article Schoenberg cautions
against excessive outward expression of
the written text when setting it to music.
he writes that when a composer follows a
text too literally and depicts every word,
the music ceases to have an organic growth
and development of its own and breaks
the laws of musical syntax and coherence
when it follows the development of the text,
instead of its own. Distancing oneself from
the text and following the development of
the music itself, while grasping the main
idea or mood of the text, will develop a
deeper kind of inner expression of the text,
as opposed to a more superficial outward
depiction. Schoenberg wrote that when once
he composed a song on a given poem, he
was inspired by the mood of the poem’s first
few lines, after which he divorced himself
completely from the poem and continued
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to develop the musical material with which
he started the song, guiding himself merely
by some of the phonetic sounds of the poem
for greater structural coherence. Upon
finishing the song, Schoenberg claims that
he discovered for himself that he was much
more successful in grasping the inner mood
and spirit of the poem than if he had adhered
to the written text more literally.

“Ihad composed many of my songs straight
through to the end, without troubling myself
in the slightest about the continuation of the
poetic events, without even grasping them
in the ecstasy of composing, and that only
days later I thought of looking back to see
just what was the real poetic content of
my song. It then turned out, to my greatest
astonishment, that I had never done greater
justice to the poet, than when, guided by
my first direct contact with the sound of
the beginning, I divined everything that
obviously had to follow the first sound with
inevitability” [5, p. 144].

The second of the two mentioned
authors in the Der Blauer Reiter almanac
was the famous Russian abstract painter
Wassily Kandinsky. Kandinsky contributed
several articles to the almanac in which
he presented some of the most important
theoretical concepts of the newly emerging
Expressionist art. Kandinsky claimed that
the means of expression for the old art
and the new art were complete opposites.
The means of expression for traditional
art was literally depicting real objects and
describing emotions and dramatic events as
they happened or were supposed to happen.
The means of expression of new art was
shedding the literal material description
of events and following a more inward,
spiritual expression of objects or entities,
which, at first appearance, might entirely
contradict them in terms of literal depiction.
Nevertheless, this new form of expression
describes a given emotion or event more
thoroughly by grasping its spiritual essence.
The famous painter provided respective
formulas for the two trends of art, the
old and the new, which gave an adequate
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representation of their respective functions
of description of emotions or events. Thus,
the formula for the old type of artis: 1 +1=2,
while the characterization of the new form
of artis: 1 — 1 = 2. The formula for the new
form of art provides a very clear and concise
description of the means of expression in
the new form of art: by taking away from
the descriptive means of the outward,
superficial events of a narrative, the artist
contributes to the hidden, inner meaning of
the events and gives a deeper description of
emotions inherent in the work of art. This is
how some of the first foundations of the new
type of art and the new means of expression
were created.

This is what Kandinsky writes in his
article “On Stage Composition”: “The
nineteenth century is distinguished as a
period that lay far from inner creation. Its
concentration on material appearances
and on the material aspects of appearances
logically caused internal creative powers
to decline to the point of their virtual
disappearance...

The positive character of the spirit of
the timer could lead only to a point of
combination that was likewise positive.
People thought: two is more than one, and
they tried to strengthen each effect by
repeating it. With inner effects this may be
reversed, and often one is more than two.
In mathematics 1 + 1 = 2. In the soul it is
possible that1-1 = 2...

Wagner tried to intensify the means and
bring the work to a monumental height
by repeating one and the same external
movement in two concrete forms. His mistake
was to believe that he had a universal method
at his command. Actually, his method was
only one of a series of even more powerful
possibilities of monumental art....

The logical result of this is the limitation,
the one-dimensionality (impoverishment) of
forms and methods. Gradually they became
orthodox and each tiny change becomes
revolutionary...

Let us start on the basis of the internal. The
whole state of affairs changes fundamentally.
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Suddenly the external appearance of
each element vanishes, and its inner value
sounds fully.

Clearly, when the criterion of the inner
sound is applied, the outer action obviously
is not only unimportant, but also creates
harmful obscurity.

The external connection appears in its
proper value, i.e., setting up unnecessary
limits and weakening the inner effect.

Automatically the feeling of necessity of
internal unity is aroused. This is supported
and even caused by external irregularities.

It opens up the possibility for each
element to keep its own external life, even
if it contradicts the external life of another
element” [2, pp. 192-201].

In his second article, “The Question of
Form,” Kandinsky develops the idea further:
“The ‘artistic’ reduced to a minimum must
be considered as the most intensely effective
abstraction.

Footnote: The quantitative reduction of the
abstract therefore equals to the qualitative
intensification of the abstract. Here we touch
one of the most essential rules: the external
enlargement of a means of expression leads
under certain circumstances to the reduction
of its internal power. Here 2 + 1 is less than
2 —1... In short: true form is produced from
the combination of feeling and science” [3,
pp. 162-163].

Thisnew approach to expression in art was
shared by many composers and other artists
of the time. Schoenberg himself claimed
that his discovery of atonality helped him
disclose for himself a whole array of new
moods which had not been available or fit for
description in the traditional major-minor
system. This is especially well manifested in
his monodrama Erwartung for soprano and
large orchestra, set to a text about a woman
looking for herlover in the forest at night and
finding him dead. The woman goes through
a whole series of emotions, which the music
tries to describe dramatically by using its
new atonal language, since the emotions
described in the text are of too wide a variety
to be limited to major and minor.
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Further developments in the 20th century
have increased the technical capabilities of
music and with those, the means of arousing
an emotional response in the listeners
by ever-increasing varieties of new and
unusual techniques and sound effects. It
follows that there have been more varied
and contrasting approaches to text setting
and the relationship to the text, as well as
the opposition of attempting to describe the
written text in the music and concentrating
on the purely musical development in a
vocal musical composition, using the text
merely as a foundation. In the latter part
of the 20th century there has also been an
increased attention to the pure phonetic
capabilities of language, and written texts
have been treated as sound palettes which
connected with and complemented the
sound palettes of the music. Often composers
have exploited the approach by emphasizing
isolated syllables with their phonetic sound
possibilities, as opposed to paying attention
to complete works.

My view of the situation follows those
of Adorno and the two contributors to Der
Blaue Reiter, Schoenberg and Kandinsky,
which I feel are the closest to meeting the
aesthetic requirements of the late 20th and
early 21st century. Just as the beginning
of the 20th century gave us a totally new
outlook on harmony, as well as on formal
organization, many important composers
and music theorists today are continuing
to develop and enhance its evolution,
which stems from Classical and Romantic
harmony and form. Likewise, the approach
to the relationship of music and text cannot
remain within the aesthetic realm of the
19th century. The utopian ideas of Wagner
of turning music into a servant of the text
have a place in the historical evolution of
music, but cannot be followed literally
in the present day, as music has its own
development which cannot be reduced to
developing the verbal text. In contrast to
19th-century Romantic aesthetics, which
advocated an unrestrained outpouring of
a highly emotional musical syntax, 20th

35

century aesthetics demand considerably
more moderation of emotions, declining to
express the text “literally” and concentrating
on aspects of form and logical coherence,
not to mention new textural and timbral
possibilities. Just as there has evolved a more
abstract approach to text in literature and
to forms in painting and sculpture, the “old
type of expression,” which features literal
depiction of extra-musical subject matter,
as well as pictorialism, must give way to
a more abstract, ambiguous relationship
between textual meeting and the shape
of a completed work of art. Avoidance of
the literal, the pictorial, and the standard
accepted associations of expression of
emotions lead to a new syntactical type of
meaning virtually devoid of extra-musical
relationship. As Schoenberg writes: “There
are relatively few people who are capable
of understanding purely in terms of music,
what music has to say. The assumption
that a piece of music must summon up
images of one sort or another, and that
if those are absent the piece of music has
not been understood or is worthless, is as
widespread as only the false and banal
can be. Nobody expects such a thing from
any other art, but rather contents himself
with the effects of its material, although
in the other arts the material-subject, the
represented object, automatically presents
itself to the literal power of comprehension
of the intellectually mediocre. Since music
as such lacks a material-subject, some look
behind its effects for purely formal beauty,
other seek poetic procedures” [5, p. 141].

Stravinsky in his Poetics of Music comes to
a concise conclusion in regards to this subject:
“What is important for the lucid ordering of
the work —for its crystallization —is that
all the Dyonisian elements which set the
imagination of the artist in motion and make
the life-sap rise must be properly subjugated
before they intoxicate us, and must finally be
made to submit to the law: Apollo demands
it” [7, pp. 80-81].

Stravinsky’s anti-Romantic polemic,
though an important step in overcoming the
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excessively literal pictorialism in music, as
well as other arts in his time, has by now
been superseded. It has been said that had
Schoenberg, Stravinsky and other early 20th
century composers not discovered their
respective individual, innovative styles
which countered the Romantic movement,
then the many innovations and modes of
dramatic and pictorial expression found in
the musical compositions of Wagner, Mahler
and Richard Strauss would gradually have
degenerated into a superficial pictorialism,
and the entire Western classical musical
tradition would have sunk to the level of
movie music. Nevertheless, in the close of
the 20th century, as the danger of excessive
pictorialism in music has been overcome,
it is not necessary any more to distance
oneself entirely from attempting to tie the
semantic meaning of the music with that
of the text. It is as worthy and challenging
a task now as it was in previous periods
of musical history to probe the meaning
of the text and attempt to link it with the
structural and semantic possibilities of
one’s musical language in order to create
a meaningful musical composition which
combines text and music in order to create
an adequate emotional response In the
listeners, achieving a balance between
abstract form and representation of the
text can enhance the development of vocal
music. As Adorno writes in his previously
mentioned article: “Music is more than
intentionality, but the opposite is no less true:
there is no music which is wholly devoid of
expressive elements. In music even non-
expressiveness becomes expressive... Every
musical phenomenon points to something
beyond itself by reminding us of something,
contrasting itself with something or arousing
our expectations. The summation of such a
transcendence of particulars constitutes the
‘content’; it is what happens in music... Music
becomes meaningful the more perfectly it
defines itselfin this sense —and not because
its particular elements express something
symbolically. It is by distancing itself from

language that its resemblance to language
finds its fulfillment” [1, p. 6].

A viable approach for vocal music today
is one which successfully combines a sound,
complex form, following purely musical
laws, and a text setting that avoids the
dangers of literal representation: a more
distanced manner, following the maxims of
Kandinsky in his call for “new expression
in art.” Experiments in emphasizing a text’s
phonetical possibilities as a medium of sound,
as well as developments in combining voice
and electronic music have contributed to a
balance between the opposing approaches.
As Schoenberg writes in his article “Heart
and Brain in Music”: “Itis not the heart alone
which creates all that is beautiful, emotional,
pathetic, affectionate, and charming; nor is it
the brain alone which is able to produce the
well-constructed, the soundly organized, the
logical and the complicated. First, everything
of supreme value in art must show heart as
well as brain. Second, the real creative genius
has no difficulty in controlling his feelings
mentally; nor must the brain produce only
the dry and unappealing while concentrating
on correctness and logic” [4, p. 85].

Among those important 20th century
works which have successfully accomplished
the task of combining pure musical form
with a fair representation of the text one can
name Anton Webern’s cantata Die Augelicht,
as well as his two chamber cantatas, opus
29 and opus 31; Le Marteau sans Maitre for
soprano and chamber ensemble by Pierre
Boulez; Karlheinz Stockhausen’s Gesang der
Junglinge for electronic sounds, which uses
a processed recording of a boy singing a
Biblical text; Luigi Nono’s Il Canto Sospeso
for chorus and orchestra; Milton Babbitt’s
Philomel for voice and electronic sounds;
Rolv Yttrehus’ Gradus ad Parnassum for
chamber ensemble and electronic sounds
and Charles Wuorinen’s A Winter’ Tale. All
of these works have elaborate structural
schemes, but also do justice to serving the
text and to arousing emotional responses in
the listeners.
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Although my composition Finland stems
from the tradition of Mahler’s Das Lied von
der Erde and Zemlinsky’s Lyrische Symphonie
and has to a certain degree derived from
them an approach to Romantic discourse,
it also meets the need to connect with the
emotional mood of Evgeny Baratynsky’s
poem “Finland.” I have aimed at achieving
a less programmatic and more abstract
musical syntactical language, avoiding
literal depiction of the text and the emotional
mood conveyed in it by distancing myself

from overly direct pictorialism and trying to
achieve a type of expression corresponding
to Kandinsky’s concept of “new” and
“inner expression.” I have also paid close
attention to following purely musical laws of
development independent of the elaboration
of the subject matter of the poem. My aim
from this perspective has been to build a
complex and elaborate formal structure
both in the large-scale form and in the
smaller-scale thematic, motivic and serial
dimensions.
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Interview with Composer George Tsontakis

his interview for the journal ICONI,

taken by Dr. Edward Green, Professor

at the Manhattan School of Music, is
with one of the leading composers of the
United States, George Tsontakis. A professor
at Bard Conservatory of Music, he is the
recipient of numerous awards for his work,
including the prestigious Grawmeyer
Award for his Second Violin Concerto.
Professor Tsontakis’ work—nearly all of it
commissioned —is wide-ranging in terms
of genre, imaginative in its orchestrations,
and always strongly emotional. Included in
this interview are discussions of some of the
biographical background to a number of his
major pieces, including The Past, The Passion.
Among the subjects discussed is the meaning
of “concerto.” Several of his concertos and
concerto-like compositions are specifically
discussed in this interview, including Man
of Sorrows (piano), and Sonnets (English
Horn). The interview also touches upon
his relations with two important American
composers of earlier generation: George
Rochberg, and Roger Sessions—who had
been Tsontakis’ teacher of composition at
Julliard.

JTO0 HHTEPBLIO g )KypHana « MKOHW»
IOKTOp JaBapyk I'puH, nmpertogaBaTess oH-
fla 3CTEeTUYECKOro peajusMma B Horo-Hop-
Ke, nIpodeccop MaHXITTEHCKOU IIIKOJIBI
MY3BIKH, B35JI Y OJHOTO M3 BEAYIIIUX KOM-
nosuTopoB CHIA />kopzrka IloHTakuca.
ITIpodeccop bappoBckoii KoHcepBaTOpUU
MY3BIKH, OH SBJIIETCS JlaypeaToM IIpe-
MHUU U obsazaTesieM MHOTOYHCJIEHHBIX
Harpa, B TOM YHCJIe IIPeCTH)KHOM Harpa-
Ibpl Grawmeyer 3a BTopol KOHIlepT IJIs
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Photo 1. George Tsontakis
Photo Credit: Mel Rosenthal

CKPHUIIKHA C opKecTpoM. IIpodeccop IloH-
TaKWUC II0YTHU BCerja IIUIleT Ha 3aKas. Ero
paboThl pasHOOOpasHEI 10 KaHpaM, 06pas-
HBI B OPKeCTPOBKe U Bcerza HeoObIYaliHO
3MOIIMOHAJIbHEI. [1y6/IMKyeMoe HHTEePBbIO
IpezcraBiseT co00i 06CyKeHHUe HeKO-
TOPBIX 6HorpadryecKUx IPeAbICTOPUN K
PS4y ero rjIaBHBIX IIPOU3BeeHUMN, BKIIIO-
yag «[Ipomuioe», «CTpacThb», pacCy KAeHUsI
0 3HaUeHUHU >KaHpa KOHIlepTa Ha IIpuMe-
pe HeCKOJIbKHUX KOHIIePTOB KOMIIO3UTOPA
U OIleHKa KOHIlepTa KaK Ipou3BeieHUs. B
HHTEPBbIO 00CYKTAaF0TCI B TOM YHcJIe «Ye-
JIOBEK CKOpOM» (popTenriaHo) U «COHeThI»
(aHIJIMUCKUU POKOK). PasroBop Takxke
KOCHETCS er0 OTHOIIIEHUU C IBYMS U3BeCT-
HBIMU aMepPHUKAaHCKUMHU KOMIIO3UTOpPaMU
6osiee paHHero moxkoseHus: /PKopiKeMm
Poubeprom u PomxepoM CelrHCOM, KOTO-
pBIF OBLI yunuTeseM KomMmoo3unuu IoHTa-
Kuca B [DKyJIbspre.
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Edward Green: It may seem surprising
to begin an interview by suggesting readers
visit another interview with you, but that’s
what I'm about to do! —suggest that, at some
point, the readers of ICONI take a look at the
marvelous, wide-ranging, biographically
juicy, insightful, and extended interview
Frank Oteri gave for the site New Music Box.
Here’s the link:

https:/mmbx.newmusicusa.org/
george-tsontakis-getting-out-of-
my-introvertism/

WhatIwantto askis how you felt about the
title “Getting Out Of My Introvertism” —did
you feel it skewed the picture of who you
are as a person and as a composer? Or was
it solid insight? One reason I ask is that, as
I’'ve come to know your work, I notice that
your multi-movement pieces tend to start
with something either on the slow, or on
the “atmospheric” side—and you reach
faster, and strongly rhythmic music later.

Which does seem, in a general way, to
correspond to the title Frank Oteri gave. To
cite one example: Anasa, which ends with
a marvelous quasi-Chasidic Niggun, “Bir-
Zirk!” In arecording I heard, David Krakauer
plays it to a Fare-Thee-Well.

Anasa: III (Bir-Zink!)
https://www.youtube.com/
watch?v=EXuiRETOipo

And then there are many pieces that
move towards great outward energy —such
as Unforgettable, with its middle movement,
“Leapfrogging”, only to turn, for lack of a
better phrase, more “inward” in the third.
Or your Third Piano Quartet, which, with
its four movements, at first seems to take a
clear Baroque “Sonata da Chiesa” design —
Slow, Fast, Slow, Fast—yet in its last
minutes, concludes in a slower, more
thoughtful manner.

So—what are your impressions of all
this? Is this something of a trend in your

Photo 2. With David Krakauer, clarinet, and David Alan Miller, conductor, Albany Symphony
Photo Credit: George Tsontakis
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music? And if so, what do you think it means
in terms of your over-all artistic vision?

George Tsontakis: 1 don’t know where
they got “Getting Out Of My Introvertism” as
the title. If anything, I'm trying to stay IN my
Intorverism, so, no: it doesn’t really identify
me currently. Maybe they felt I was trying
to get out of it for their interview, which I
thought was quite good.

Yes, I guess that many of my works begin
with slower movements, as if to warm
up the piece a bit before pumping in the
adrenaline. But not all. It could be as simple
as my thinking that if I begin what is to be
a longer-form work, that is, 20 minutes or
more, I am thinking that starting with fast
music will be too much work and need too
many measures. So I may not write some
fast music until the work demands some
contrast for “relief” from slow or moderate.

Tying your two questions together I am
thinking that perhaps in any such work of
mine that starts slowly and softly and builds,
that it is the piece itself (if I may personify it)
that is working to get out of its introverted
shell, eventually opening up. But for that, I'll
have to ask those pieces sometimes —at least
the ones that remain on speaking terms.

Edward Green: 1 was very taken by
your recent orchestral work Sonnets, which
does seem to be, in all but title, a concerto
for English Horn. It’s out now on Naxos,
on an album of commissions by the Boston
Symphony, one of which is your lovely
and strikingly orchestrated piece. But 'm
not going to ask directly about its vivid
musical colors, though please feel free to
comment on that, if you like. What I'd like
most to know is how you approached the
idea of “setting” Shakespeare —yet without
using his words. To me, this is a fascinating
question of aesthetics. Prokofiev, in Romeo
and Juliet clearly gave amazing musical
justice to Shakespeare’s poetic drama,
but no words were quoted. Ellington (and
Strayhorn) attempted a kind of musical
justice to sonnet form, and to portraits of
four of Shakespeare’s major characters, in
the “Sonnets” in their album Such Sweet
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Thunder. (I like the Prokofiev a good deal
more, by the way.) They went so far as to
create melodies which followed the syllable
count, and the line count, of the standard
Shakespearean sonnet.

So my question is: What was your
approach? Some things in the way of general
appropriateness are clear enough: the
thoughtful and atmospheric setting of the
opening movement “When to the sessions
of sweet silent thought” (Sonnet 80). Also
the “time-keeping” beat that comes forth as
the second movement begins (Sonnet 12):
“When I do count the clock that tells the
time.” But I get the impression there is much
more happening in the music—a good deal
more thought you gave to how to be fair to
Shakespeare’s poetry while not quoting it
directly one bit. Can you fill us in about that?

Sonnets: II (Sonnet 12)
https://www.youtube.com/
watch?v=PrxOYBEISb0O

George Tsontakis: In response, I am first
thinking about something that Schoenberg
was said to have thought about his setting
of The Book of the Hanging Gardens, poems
by Stefan George. That is: that he composed
them less on the basis of the literal meaning
but more (to the effect of) “on the sound of
the poetry, the words alone.” And one might
keep in mind that I had composed my Four
Symphonic Quartets, based on TS Eliot’s
great poem (but without text), decades
before. Same deal.

With Sonnets, I absorbed the essence of the
poem that resonated for me personally and
then...letitrip! I am completing my Portraits
by El Greco (Book II) any day now. And so
it is with the paintings by Theotocopoulos
I chose to set. Poetry or image, either one is
re-projected from a personal angle and, no
doubt, from a distinct but limited vantage
point. In other words, I don’t think too much
about it; I feel and write, trusting that the
listener can always go to the source material
and fill in the blanks for themselves. It’s just
best for them not to look to me for all the
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answers, as some seem to do. I say, go find
your own interpretation.

Edward Green: One of your most
important works, in my opinion, is Man of
Sorrows from 2005, a very unique piano
concerto. It seems to me that the titles you
gave to the six movements can’t be read any
other way than as an attempt on your part
to come to grips with the meaning of the
drama of the life of Jesus. At the same time,
the references to Beethoven, technically and
otherwise, are everywhere to be heard.

Now, I don’t know if you know the book
A Musical Pilgrim’s Progress (1943) by
J. D. M. Rorke in which he traces his own
growth—as an amateur musician —in
terms of first appreciating Chopin, then
Bach, and finally Beethoven. But in that
book he very movingly relates Beethoven
and Christ. It seems to me, in your own way,
and strictly through the language of music,
you are doing something similar; were
motivated by something similar. Am I on to
something —or no?

George Tsontakis: You are in not only to
something, but to “the thing.” It’s important
to know that my conception of a piece often
includes the performer who asked for the
piece in the first place. For example, writing
my Second Quartet for the Emerson Quartet,
which was commissioned by the Chamber
Music Society of Lincoln Center in 1984, I
literally envisioned the “Emerson Fab Four”
walking onto the stage at Tully Hall, sitting
down —then playing. Playing what? Playing
something that suited them and something I
would feel excited hearing.

With MOS, it was the close personal
relationship I had developed with Stephen
Hough, who had recorded my Ghost
Variations and performed them in nearly
every prestigious concert hall in the world.
We are both open-minded and universal
Christians (I believe he would accept my
description; that is, more in the sense of
a Messaien or Teilhard de Chardin than
an Evangelical type.) Stephen is a convert
to Catholicism and a mystic, as far as I'm
concerned. And yes, Beethoven as a conduit
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who I believe reflected a similar spiritual
sense as Jesus, indirectly —although we
really don’t know what was going on in his
“introversion” since those types don’t always
spill the beans about their inner prompting.

I miss my good friend Christopher
Rouse and am always lifted by his brief but
affecting comment about my work penned
for my Four Symphonic Quartets CD— part
of it being: “...his profound spiritual impulse,
even when it does not purport to examine
spiritual matters. His work touches the heart
in a deep and personal way.” If a smidgeon of
that true for my own modest efforts, then a
hundredfold for Beethoven. The mechanics
within Man of Sorrows—the “Diabelli”
(diabolis) variation, “Muss Es Sein,” whole
tone scales, and the multiplicity of “Three-
ness” —are all related to the Man of Sorrows
idea. Many don’t get it, don’t want it or don’t
want to know about it but that’s what makes
the world so interesting.

Edward Green: Following through on
the last question, I don’t know how deep,
orthodox, or even existent your religious
convictions are. But it does seem you often
turn towards religious themes, sometimes
even to previously existing sacred music, to
help give form to your emotions and to your
musical expression. ’'m thinking of the 1987
piece —a surprising and wonderful thing,
in my estimation— The Past, The Passion. 1
gather it’s something of a portrait of your
father, or at least an attempt to give him a
musical memorial. And there, in the heart of
it, is the great “Passion Chorale” which plays
such a crucial role in Bach’s St. Matthew
Passion. Maybe the piece is too personal,
means too much to you, to ask you to
comment directly —that is, on the emotional
impetus that made for it, and how you gave
that depth of feeling the musical shape you
did. But if you could comment, I would be
grateful, and I imagine the readers of ICONI
would be, as well.

The Past, The Passion (“The Passion”)
https://www.youtube.com/watch?v=
LUt-t5FJHfO
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George Tsontakis: 1 actually had to grab
the liner notes from the St Paul Chamber
Orchestra CD on KOCH for recall on that 33
year old work. I should not have had too
since only a couple of years ago, I enlarged
the work from the original 14 player version
to full orchestra, as premiered by the
Albany Symphony. I recall that somehow,
the “herzlich tut mich verlangen” chorale
somehow entered into the work “along the
way” but am a bit cloudy on how my father
fitin—most likely due to my remembrances
in “The Past,” the antecedent of the work.

It happens that, in general, I try to “forget”
the last piece I wrote in order to “move on”
to the next, knowing full well that much
of that last work, along with the lot of the
works preceding it, will bleed through my
subconscious anyway. Similar to the way in
which I try to remember a dream I had upon
waking —by not “trying” to remember, but
instead, emptying my mind as completely as
I can. It seems to happen, that if the dream
was vivid and important enough, it will
bleed through and make itself present. As
far as my possibly being “religious,” there
have been manifestations that have aligned
for me in the past that have enhanced my
wonderment concerning otherworldly
phenomena. The best way to describe it is,
like one who is born with strong intuition,
or talent for something, I was born religious.
Simply put, while I acknowledge that in the
practical realm two plus two equals four, I
have had more interest in the mystical realm
where two plus two equals five. In my works
I often feel as though I am searching for
that extra “one”, to make the whole become
enhanced, enlarged and empowered, and
become a five.

Edward Green: As readers of this
series of composer interviews know, my
own perspective on music is grounded in
what I learned from the great American
philosopher Eli Siegel. One of the central
principles of Aesthetic Realism, the
education he founded, is this: “In reality
opposites are one; art shows this.” He also
explained —and the kindness and precision
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of this are revolutionary —how life and art
are truly related: “The resolution of conflict
in self is like the making one of opposites
in art.” Now, some composers are more
consciously philosophic about their work;
others, less. I don’t know the degree to
which you think about your own work—on
a technical level, too —in philosophic terms.
So, ’'m very interested in how, as you create
your music, you might perhaps be thinking
about the drama of opposites. Can you
comment on this?

George Tsontakis: 1 know what you’re
getting at, Ed. I'll try the best I can to give
you my view. Generally, I prefer to think
of the forces I would seek to utilize and
develop in a work or movement as not so
much absolutely opposing each other, but
as obliquely opposing —that is, setting up a
dialectic or, as is the traditional “Classical”
term, simply “contrasting.”

But a very special brand of contrasting
for sure, and therein lies the art: that is,
one’s ability to chose wisely, or find by
sheer luck a unique potential in those
seemingly unrelated ideas. (I think of George
Rochberg’s comment in his generous notes
to the recording of my 3rd and 4th quartets:
“...he has the ‘luck’ of having concrete musical
ideas that the ear can perceive and the mind
can hold in memory.”) Add to that, having
the luck or apt perception to find forces
(or musical ideas, for lack of a better term)
which are somehow wed and that lead
to an inevitable, tangential destiny. But:
Shhhhh!—the listener is not supposed to
know that—not at first.

String Quartet #3, Coraggio; mvt. 2
(“Misterioso”)
https://www.youtube.com/watch?v=
BjXTso1jON4

As the work then develops and those
forces begin to “play” and spin, the
expectation of their dramatic relationship
begins to be perceived in the listener. It is
all about how Expectation is built in—with
a capital E. That’s something I find so lacking
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in so much contemporary music. There are
myriads of fascinating gestures, hoards of
ingenious textures and stacks of startling
attacks, for example — but without the sense
of linear Expectation, frankly it bores me
to tear. And particularly when I sense the
composer trying desperately to be not just
modern, but original. 1 still maintain that
outside of our individual and often nuanced
additions to the repertoire, paltry few of us
are truly innovators and most of us mop up,
sometimes exquisitely, between revolutions.
Innovators come but a few times a century
(and they are usually French).

It is wholly true that I have always found
it necessary (again, I was born this way) to
travel two distinct, disparate but parallel
roads, in order to fulfill my personal destiny;
whether it be noticed or not. Within that
voyage (which I have enjoyed greatly, along
the way, as Cavafy’s “Ithaca” admonishes
us to do) composing has been only a part of
the whole, but perhaps the journey’s most
tangible achievement.

Edward Green: Continuing, a bit, with
the last question: you’ve written many
concerti. Some directly titled that, others in
all but name. And you won the prestigious
Grawemeyer Award for one of them, yes?

George Tsontakis: Yes, the Second Violin
Concerto. Steven Copes premiered it.

Edward Green: And if a concerto
symbolizes anything, it seems to me,
it has to be the drama of the self and
community —whether that community is
conceived of in terms of other people, or
nature. (My Piano Concertino, for example,
is basically designed along the lines of the
second possibility; my Sax Concerto, the
first.) It happens that the most important
book of philosophy published in our lifetime
has this drama of opposites in its very title:
Self and World by Eli Siegel —and it was
through studying this great work that I came
to realize how crucial these opposites are in
every concerto. So—have you had thoughts
along these lines? Of the inherent, or natural
symbolism of concerto form? I'd love to
know how you see it, since your concerti,
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in my estimation, are some of the very best
of recent decades. Including the marvelous
Third Violin Concerto you recently wrote for
Gary Levinson—a friend, by the way, we
have in common.

George Tsontakis: 1 try not to think too
much: burden myself about the past uses
of an idiom, although like my “dreams”
analysis, above, itis bound to creep in. To me,
the term “concerto” simply means a work
where, usually, one instrument is featured
above the rest and except for piano and
harp, that player stands up in front of the
orchestra. Like an architect, I am charged
to make the best use of the forces that I can
muster.

Violin Concerto #2, “Gioco” (“Games”)
https://www.youtube.com/
watch?v=1eOt15vdEns

Owing to the fact that each of the many
soloists I have composed such pieces for
requested the work from me and worked
personally to secure a commission for
it (great players like Levinson, Sheena,
Hough, Cho Liang Lin, Glennie, Copes and
others as great but perhaps lesser known)
the most important thing to me has been to
respond to them with a damn good piece
and with something outstanding for them
to play. After all, they chose me out of so
many possible composers! I must answer
in kind, as they are family: “my kind of
people.” Over several years, Rob Sheena,
the amazing English Horn principal of the
Boston Symphony complied a huge list of
terrific composers, internationally, after
Levine had offered him a BSO commission
for a concerto. His confidence in me out of
the blue (I had never heard of him) moved
me greatly and lifted my spirits. It was a part
of those spirits and more, which I felt I had
to give back. As it turns out, Shakespeare
helped deliver the goods!

To complete my answer to your question,
sometimes there’s a narrative involved,
sometimes the notion is more abstract.
Usually, my soloist does not play “the hero”


https://www.youtube.com/watch?v=leOt15vdEns
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Photo 3. With Steven Copes and conductor David Dzubay,
Jacobs School of Music, Indiana University
Photo Credit: Yoomi Paick

(or God forbid, showboat) but rather plays
a musician of heart who acknowledges the
fine musicians around him/her that are
sitting down. Engaging them —or even
enticing them —to be an integral part of the
musical landscape.

Edward Green: Your musical influences
practically “cover the waterfront.” I like that,
and respect it. I hear Messiaen, Bach, Ravel,
Beethoven —and so many others. Many
people think to be affected by other people
deeply is to lose one’s own individuality.
Obviously, you don’t. So, would you say
something about this? I ask because it
seems to me the more widely and deeply
one is stirred by the meaning of other
people —musically, for sure, but not just
limited to that —the stronger one is, and the
more free one is to see what it is one truly
feels for oneself. Do you agree? And while
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we are on the subject, since this interview
is for a Russian-based journal, could you
comment, along the way, on what Russian
composers have meant to you? And if you
want to include Russian thinkers, authors,
etc.—go right ahead.

George Tsontakis: As they say: “You are
what you eat.” And I would add that it’s the
healthier foods that make one strong. I don’t
know about Ravel; perhaps at times, when
my music rolls and flows a certain way with
ostinatos and the like. But I would replace him
with Debussy and conjecture that my strongest
linear heritage is Berg (by way of Schoenberg),
Beethoven, Debussy and Messaien, with an
occasional “local” tip from Ligeti—and then,
by way of all of them, back to Bach.

I think that of the 20th Century Russians,
the purest is Rachmaninoff, in the same
way that Tchaikovsky is the purest of the
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Russian Romantic composers. I “perceive” no
techniques of composing with Rachmaninoff
and Tchaikovsky, only pure melodic and
harmonic invention, as if the most obvious
layers are so damn good, who needs the
distraction of “impressive” compositional
craft? I prefer the wider color palette of
Prokofiev over Shostakovich, who is indeed
a great composer, but his constant darkened
brooding and what I feel his attempts to
manipulate me to brood along with him is
eventually, somewhat oppressive. When I
speak to audiences about him I relate that
“when Shostakovich hits a minor chord —
that’s the happy part!” Or alternately, I
describe his music as “minor and worse.” It’s
just a matter of taste and of temperament. I
also find his stringent rhythms and symphonic
movement intentions and shape very 19th
Century, but with more piquant dissonance.
It’s kind of new wine in old bottles, but yeah,
heis a master of hisidiom and reaches people.

I learned through Messiaen (who is
profound without the use of any minor
sonorities!) that deep pastilles and flowing
through the bar-line trumps the heavy
downbeat and darkened sonorities every time.

Edward Green: Now, a question, and it
may arise from my less than exhaustive sense
of your musical output. I don’t hear so much
influence in your music of the American
vernacular/pop tradition. Thatis,I don’t hear
much jazz, or rock-and-roll. Let alone “The
Great American Songbook” — Gershwin,
Berlin, Rodgers, etc. Is this true? Or, as
very likely is the case, is it just that I need a
broader sense of your output?

George Tsontakis: Hmmm, there are so
many passages of Rock “DNA,” especially
The Beatles, almost all of which I realized
after ’'ve composed a passage. Jazz is the
basis for the last movement of my trumpet
“concerto” True Colors as well as an extended
movement of Eclipse, not to mention much
of my Second Piano Quartet.

Eclipse (II) “Hyperactive”
https://www.youtube.com/
watch?v=B8kWCK rFa8
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Rochberg has referred to my identifiable
and memorable seminal material (fragments,
motifs, gestural phrases) as musical DNA. As
we know, a miniscule sample of DNA tells a
much larger story and is a remarkable thing
indeed. I find myself implanting snippets
of the DNA of other composers but most
often, too small a sample to be out and out
recognized — and usually I realize it after the
fact, as I mentioned. My thought is that they
are powerful and timeless “discoveries” that
I grow and embellish in another direction.
AndIuse them in the oddest of places, where
one would not suspect they are planted.

I’ll give you one small example since you
mention Richard Rodgers. The last utterance
of Sonnets, which comes after 24 minutes of
“Shakespeare” is a direct quote from “This
Nearly Was Mine” from South Pacific; the
English Horn intoning the last resolving
note all alone. To me, this summed up in a
tiny capsule, the essence of much of what the
Sonnets had to say.

Edward Green: That is an affecting thing
to know.

George Tsontakis: By the way, imbedded
in the second movement of my Clair de Lune
(ironically, since it’s an homage to Debussy)
are a few measures of Pierrot Lunaire —
verbatim —note for note and same
instruments (except muted horn intones
the vocal part; that’s a hint). I love the fact
that not one wiseguy musicologist nor critic,
who love pointing out obvious references,
has ever heard what was a true quote!

Edward Green: While your work is
unique, you probably have a sense of
“kindred spirits.” As I think all composers do.
So, who among recent composers (American
or otherwise) do you feel most sympatico
with? One person who came to my mind was
George Rochberg—who, I know, wrote the
really lively linear notes to the New World
Record CD which contains your Third and
Fouth String Quartets. Am I right about that?
And are there others you might mention?

George Tsontakis: Abstractly, Messiaen,
who [ was lucky to hear live in a concert with
his wife, Lorid, at Cornell. I think it was 1971
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Photo 4. Conducting the Bard Conservatory Orchestra
Photo Credit: Yumiko

or 72. I've already mentioned Chris Rouse
and I felt we were most certainly kindred
spirits. Musically, Chris on the larger than
life side of kindred and me a more nuanced
and subtly submerged side. David Del
Tredici and Corigliano as kind of peripheral
“heroes” since they cleared so much of the
brush blocking partial-tonality, so I was able
to return to “primary and secondary tonal
colors.” Ironically, not so much Rochberg
musically, but personally; he was another
hero and so great to me.

Above all, it was Sessions, who was my sole
“confidence” in the darker, less optimistic
moments along the way. I learned very early
that the only difference between a 22 year old
and a 77 year old was a physical one. Some
of his amazing and unexpected comments
he made to others “behind my back” (and
happily) came back to me and bolstered me
when I most needed it. One encouraging
comment by RS meant more to me than a
compendium of all the awards in the world.
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Edward Green: It strikes me that, taken as
a whole, you are more of an instrumentally-
oriented composer than vocal. It’s not that
you’ve avoided the voice entirely; hardly. But
I think of a person I admire very much, Duke
Ellington, who plainly was more at ease, and
felt more deeply at home with the greater
abstraction instrumental music provides
by its very nature. So many of his songs, as
I’'m sure you know, actually began as purely
instrumental pieces, to which (sometimes a
good deallater) words were added by another
person. Would you like to comment on this?
Both in a biographical sense, but also in a
wider, more philosophic sense? Because it
does seem to me the question of word-music
relations is a tremendously profound one, as
is the question brought up more obviously
by purely instrumental music: namely, What
Does Music Mean? Clearly, music to you is
hardly an exclusively, or even a primarily,
mathematically-abstract reality expressed
through sound. There are just too many
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verbal clues you give again and again in
your scores, emotional clues, to show you
feel music is a language of emotions. So—a
penny (or a million bucks) for your thoughts!

George Tsontakis: I'll take the million,
thank you! I actually composed quite a bit of
vocal music, in the form of choral — oratorio
when I was starting out, due in large part
to the fact that I was conducting choruses,
including the Metropolitan Greek Chorale,
which held an annual concert with
orchestra in Alice Tully Hall. The Chorale
commissioned several works from me,
almost every year, but they were unwieldy
piece, difficult, and difficult to have reprised,
and some were in Greek. My intended
doctoral “thesis” at Juilliard was an ambitious
“Dramatic Oratorio” that I composed with
Sessions—my only teacher, by choice,
during my four years at the school. The 75
minute work, Scenes from the Apocalypse,
was for a Greek “tragic chorus” (speaking
or chanting in Koine Greek), soloists, chorus
and orchestra.

At the post-premiere reception (of
Sessions’s Eighth Symphony with the
Syracuse Symphony) he introduced me as
one “composing a rather remarkable work
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on the Book of Revelation.” After Sessions
tried to get it performed at Juilliard, I
told him that the work would never get
performed. He insisted that it would but
I’m sure I was right. Around that time I was
reading Thomas Mann’s Dr. Faustus, but
got scared halfway through and likewise,
never completed a (most likely) two minute
passage which was to represent the great
battle in Heaven. Because Juilliard would
not produce it, I submitted a much shorter
work, also a cantata for chorus, narrator and
orchestra and biblical in nature, from the
Epistle of St. James. That work, as well, was
never performed.

Ironically enough, at the time of this
writing and after decades of no like idiom,
I am back to oratorio style, this time a
requiem for the Albany Symphony. I have
composed songs and short a capella choral
works in the interim, but I would say that,
in essence, I'm a “germination composer”
at heart--and the germ is usually a short
motif or gesture with a lot of the DNA that
Rochberg spoke of. In that sense, I'm with
Duke. In a talk or lecture I often bring up my
personal spiel on “Songs Without Words”
and often couple it with “the masses don’t
listen to music, maybe four percent listen
to music, the rest listen to song”, a marriage
of words and music (and where to so many,
the words are the meaning and the music,
the lubricant that the words flow with). But
no doubt, song is all of our favorite idiom
and have a powerful affect on our daily
lives.

At the same time I plead for children to be
exposed to pure music, at the propitious time
in life (as language is or languages are) —
in time for them to develop a cognitive
relationship with the abstraction made un-
abstract, through recognition of prolonged
repetition and variation. On the other hand,
knowing and loving so many songs, I rarely
remember the lyrics, except for the title
phrase and maybe the chorus.

As for analyzing further, I would just
say that I tend to protect my underlying
Philosophy of Music by not describing it in
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words, which might well ruin the necessary
tension beneath the surface —but in music.
For me, that’s the whole point. In other
words, I’d rather not let the cat out of the bag
since I am afraid that the cat might escape
and never been seen or heard from again.

Edward Green: Some composers, as
you know, seem on the whole to like their
pieces to culminate in a blazingly grand,
resounding manner. I’'ve notice (correct
me if I am wrong) that this is far from your
preferred way. It seems, in fact, rare for
you. You tend to conclude in a more open
or suggestive manner, most of the time.
Understated, even. So, am I right? And if
I’ve got this right, would you say this way of
ending pieces arises from a gut instinct? Or
does it come from a deliberate philosophic
decision on your part? Or—perhaps—a
combination of gut and deliberation?

George Tsontakis: 1 would suggest that
listeners first finish listening to all of the many
thousands of historical “Classical” pieces that
end with a predictable bang, and then do the
same for the 20th century pieces that end
similarly (many do not). Once that process
and listening assignment is fulfilled, they
should let me know if they still need more
works to end in that fashion. Along the way
of that listening, they may have encountered
works by Debussy and others, that are not
only the musical equivalent of the first non-
rhyming poetry —that is, free verse, but are
truly poetic and generous in allowing the
listener to feel when the piece ends.

By far, most of my works end in a “dot,
dot, dot” —as I have mentioned many times
in many places. That exit strategy allows
the memory of the listener to wander
back and forth into the piece that was just
experienced, instead of having a door of
finality slam in their faces (once again, my
dream remembrance reference).

Of course, many, especially those imbued
with Western Cultural patterns, almost
require such finality in the way they are
used to dessert following their meal. I
only don’t need it, I really don’t like it and
believe that the more open (I don’t want to
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say “unresolved”) endings are left, the more
mature, sophisticated and progressive they
seem. In fact, I can’t really say that I end a
piece; I leave a piece (and leave open what
to think next) to the listener’s imagination.

Edward Green: 1 know that over the years
you’ve written new works almost entirely in
response to definite commissions. Perhaps
you’ve already received a commission
spurred on by the impact of the pandemic
we’ve been enduring. But I did wonder: have
you had thoughts impelled by this global
crisis which are making for music in you?
Might we have a new composition because
of it, commission or no? This being such
an exceptional time for all of us, I thought
in this regard —in this creative sense —it
might prove an exception for you.

George Tsontakis: No, not at all, but to be
blatantly honest, if someone came up with
a lucrative commission for me to compose
a work in sympathy with the pandemic,
I would probably accept it and come up
with something akin to it. Or I would (like a
Method Actor) think of something from my
personal past which to me, conjured up the
most pathos I could muster. I tend to react to
traumatic events, especially universal ones,
quite a while after the circumstances are
happening, if at all. If so, then after a period
of reflection and processing. As it happens, I
am supposed to be writing a requiem at the
moment, which seems timely enough. But my
requiem has not been (in development and
creative percolation) this requiem of a global
nature. Perhaps my second requiem will be. I
remember a teacher mentioning that Schubert
wrote his saddest music when he was joyfully
happy and his happy stuff when he was in
sulking, if not approaching a moribund state.
I recently told a friend that I'd much rather be
working on an opera buffa than a requiem,
to balance the seesaw of (sadness and relief).

Edward Green: Thank you for this
engaging interview.

George Tsontakis: You are very welcome.
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9Tallbl 9BOJIIOIIUY, IIpo6IeMa r'yMaHU3Ma,
Xy[0’KeCTBEHHBIe KOHCTaHTBHL.

The Musical Oeuvres
of Dmitri Shostakovich

The first part of this lecture, dedicated
to the evolution of the composer’s creative
development (early music, the middle period,
the late music) was published in the first
issue of the journal “ICONI” for this year.
The conclusive part of the lecture, published
in this issue, is focused on the determining
philosophical “through” thoroughfares of
Shostakovich’s legacy (the issues of humanism
and artistic constants).
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IIpo6sieMa ryMaHH3Ma

B sBostroriuu TBOpUecTBa AMUTPUA [AMU-
TpHreBHYa IllocTakoBHYa Ba’KHO COCPELOTO-
YUTH BHUMaHHe Ha TeX CTOPOHAX ero Xy/o-
JKeCTBEHHOI0 HacJeaus, KOToOpble 0CTaBa-

50

JINCh HEM3MEeHHBIMU Ha BCEM IPOTSDKeHUHU
ero TBOpUecTBa. BakHelIIasi U3 3TUX CTO-
POH 6bLIa CBsI3aHa C KJII4eBOH 11 XX BeKa
npobsaemoil cymaHuma. XynoKeCTBeHHast
KOHIIEIIITUS KOMIIO3UTOPa OCTPUEM CBOHUM
OKasaJjlach HalleJleHa UMeHHO Ha 3Ty IIpo-
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6/1eMy — IIeHTpaJIbHYI0 U CaMyI0 00JILHYI0
IJISL IIPOIILJIOTO CTOJIETUS.

[Io mpepliecTBYIOIEMY H3JI0KEHUIO
MOJKHO CYIUTh, HACKOJIBKO 3HAUYUMBIM IS
U elfHO-00pasHoM cucTeMsl [locTakoBUYa
OBLII COUUYM, TO eCTh 00I11eCTBEHHOE ObITHE
OTZeJIbHO B3SITOM HAIlUU U YeJIOBeUeCTBa
B I1eJI0M, CaM YKJIAJ )KHU3HHU, eé IBIDKYIIUe
CUJIBI U YCTPeMJIEHUS. B UCTOPHUI0 UCKYC-
cTBa IllocTaKOBUY BOIIEJ IIperKje BCEro
KaK XyI0XKHUK-HCCIef0BaTesIb cormyMa XX
BeKa, HO MCCJIeJ0BaJl OH eTr0 He KaK HeKylo
abCTpaKTHYO0, CAMO/IOBJIEIOIIYIO TaHHOCTD,
a B COOTHECEHUH C YeJI0BEKOM. 11 B KOHeu-
HOM CYéTe UMEeHHO YeJIOBeK II0CTaBJIEH BO
rjaBy yrja Mys3weIKH [llocTakoBuYa. M mgiisa
HeTro0 3TO OBLJI YeJIOBeK, Ha JI0JII0 KOTOPOTO
BBIIIAJI0 MHO>KeCTBO UCIBITAaHUM: OH IIO-
CTOSIHHO OIIyIllaJl Ha cebe JaBjieHHUe OKpY-
»Karorero mupa. Cyzas 1o IpousBeleHUAM
KOMIIO3UTOPA, OH UCIIBITHIBAJ TOpsiyee Co-
4yBCTBHE K 3TOMY UeJIOBEKY U yMeJl Iiepe-
IlaTh COCTpaJiaHre K HeMY B CAMbIX IIPOHUK-
HOBEHHBIX TOHaX.

BOT KaK BOILIOIIIEHO 3TO B OHOM U3 /lecs-
TH XOPOBBIX I103M, I'/le, B YaCTHOCTH, BbIpa-
3UTeJIbHO IIOUEPKHYTEI CJI0Ba «Tepnu, mep-
nu, dopozas... Myacaticst, pOOHAS, MyHCalcs
u dcou». /la, IMEHHO TepIleHHe U MY>KeCTBO
IIOMOTaJIN 4YeJjIOBeKYy BhIZlep>KaTh BCE, YTO
BBIIIA/1aJI0 Ha ero LoJ110. 1 mpuMedaTesbHo,
4TO IJIyOOKO COUYBCTBEHHBIU TOH IlepeJjaH
B JAaHHOM CJIy4ae II0CpPefCTBOM XOPOBOTO
neHud a cappella.

Jecars I03M JJIA Xopa
Ne 4 «IIpu BcTpeue BO BpeMs
nepechbUIKH»
I'. CaHdnep (1.44)

CBoé cocTtpamaHue K yesoBeKy Ilocra-
KOBUY pacKphbIBajll U B BechbMa Crerupu-
YeCKHX paKypcax — depes QUIYPHI TaK
Has3bIBAEMOI'0 «MaJIEHBKOIO YeJjIOBEeKa» U
4yejioBeKa-masda. Tpaguiiug usoopakeHus
«MaJIeHBKOTO YesioBeKa», Uaylas B Pyc-
CKOM HCKYCCTBE OT I'Or0JIeBCKOT0 AKaKUd
AxkakumeBu4a bamMaukyHa (moBecThb «I11H-
HeJlb»), OOHapy>kuiack y IlloctakoBUYa K
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cepenyiHe 1940-X TOZ[0B, B YCIIOBUAX TSHKKUX
HEeB3I0J «ropsgueii» Besnkoir OTeuecTBeH-
HOM BOMHBI U «XOJIOJHOM BOMHBI» II€PBBIX
II0CJIEBOEHHBIX JIeT.

CBOé 3aKOHUEHHOe BhIpakeHHe 3Ta TeH-
JIeHIIUd I10J1yYrJla B BOKAJILHOM ITUKIIe « 3
eBpelCKOol HapOJHOM M033UM», T[ie 00pU-
COBAH MU «YHUNCEHHbIX U OCKOPONAEHHBLX»
— CJ1a0BIX, ITIOIIUPaeMBbIX JII0el. 3eCh, KaK
U B psfie IPYTUX IIPOU3BeIeHUN, KOMIIO3U-
TOp obpaiaeTcd K crielfudrUIecKOMN BhIpa-
3UTEJIbHOCTU €BPEelCKOM UHTOHAITUOHHO-
CTH, elllé B IOPeBOJIIOIIMOHHBIE BpeMeHa
CJIO’KUBIIIENICA B Cpefie oOuTaTesell eBpeu-
CKUX I'eTTO U pesepBaliyii (Tak Ha3bIBaeMas
yepTa 0Ce/lJIOCTH, CyIlleCTBOBaBIas B Poc-
CUMCKOU UMIIEPUHN).

AHAaJIOTUYHBIN MHTOHAITUOHHLIN QOHT,
[ITocTaKOBUY HepeaKOo BBOAUI U I 06-
PHUCOBKHU APYroro IepcoHaka — 4YeJsiOBe-
Ka-agrna C ero 3aBeJOMOM CMBICJIOBOM
I BOMCTBEHHOCTBLI0. BHeIlTHe 1repe; HaMH —
IIOUEPKHYTasd «KHU3HEHHas1 aKTUBHOCTbY,
HapouuTas 60IpOCTh U UyTh JIU He BeceJibe.
Ho 1oz 9TOM MacKOM CKPBIBAKTCS KIydasi
Hey/I0BJIETBOPEHHOCTh, TOCKA, AYIIIEBHOE
cTpagaHue. U mogo6HBIN «CMex CK803b C/é-
3bl» 3a4acCTYI0 BBIIIJIECKUBaeTCd B GOPMEI
TOPBKOTO, CTOHYIIEr0 BBIILJISICHIBAHUS B
CYIOPO’KHO-3a/IMXBATCKUX PUTMax Tpelia-
Ka — TpaJuLiys, UAYIast OT COOTBETCTBYIO-
111ero HoMepa U3 «IleceH U IJIICOK CMEPTHU»
MycOoprcKoro.

UestoBeK-I1asAl] — YaCTHBIN CIIydayd TOTO
XYI,07KeCTBEHHOI0 sIBJIEHU, KOTOPOe, MOX-
HO CKa3aTh, IIpecjeoBajIo TBopuecTso Illo-
crtakoBuya € 1930-X ro[0B U IIOYTHU /10 CaMO-
r'0 KOHIIA. SIBJIeHre 3TO MOKHO 0603HaUUTH
MeTaQoOpoHr «Ko./1eco Hu3Hu». YesoBeKa
3aTArvBaeT B BOPOHKY MeJbTellalle, IIy-
CTOIIOPO>KHEH cyeThl MUpa. OH, Kak OesiKa B
KoJiece, KPY>KHUTCS B 9TOM «K0/108paWleHUU»
(oIIATH rOroJieBCKOEe CJIOBO) — 3aJépraH-
HbIM, 3aMOTaHHBIM, MUAIITUUCS CJIOMS T'0JI0-
BY, IIOTOMY YTO MUUTCS, IIOIXJIECTHIBAS €rO0,
OKpy>KeHMe. [Io 0OMaHUYUBEIM OUepTaHUAM
TO MOTJIK OBITH quUASi-BeCEJIble CKepPIo, HO
CyTBI0 OKasblBajJach ropbKas MaeTa bOec-
CMBICJIEHHOI'0 )KU3HEHHOTO bera.
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JTOMY 3pSILIHOMY IIOTOKY KH3HU KOM-
II03UTOP BCerja IIPOTUBOIIOCTABIISLI JIUPU-
4eCKU-COKPOBEHHOE, UCKpeHHee (BHYTpeH-
HUU MUD YeJsIOBeKa), y>Ke 6e3 BCIKUX quasi.
U Torpma MysblKa CTaHOBHJIACH JUAJIOTOM O
MHUMBIX U ITOJJIMHHBIX [IEHHOCTIX YKU3HHU.

BeiyiraeMcs B 3TO IOJJIMHHOE, KaK OHO
IIpeJiCTaBJIeHO B JIMPUYECKUX CTpaHUIIax
IlepBOro CKpUIHMYHOIrO KOHIlEpTa, IJe
TaK XOpOIIIO OLIyTUMO cBoMcTBeHHOe Illo-
CTaKOBUYY HCKYCCTBO IIPOHUKHOBEHHBIX,
IIOUCTUHE «TOBOPSAIIUX» HHTOHAIIUN — HUC-
KYyCCTBO, YHacJIe[loBaHHOe 0T YalKOBCKOTO,
IPYrOro BeJIUKOT0 PYCCKOI0 KOMIIO3UTOpA.

KoHuepT a1 CKpUIIKH ¢ opKecTpoM Ne 1
IIT yacTh
. Oticmpax (1.29)

KOHTaKTHI UesioBeKa C OKpY>KarIIUM ero
MUPOM 06pUCOBaHbBI B My3bIKe [IlocTaKOBU-
4a BO BCeH IIIKaJie Ipajaliui: OT II0JIHOIO
eIUHEeHUs WUJIN XOTS ObI «MUPHOTO COCYIIle-
CTBOBAHUs» 10 IBHOI'O pasHopeuus (Heco-
BIIaJIeHUsI MTHTEPECOB) U KOJLJIM3UM pasiny-
HOM CTeIIeHU OCTPOTHI. B 1r060M cirydae ero
BCerja OT/IMYaJIO ICHOe IIOHUMaHue TOro,
4TO B )KU3HU YesI0BeKa 0UeHb MHOTOe 3aBU-
CUT OT BHEIITHUX 06CTOATEIbCTB.

JTO MOHUMAaHUe CO3peJ0 ¥ KOMIIO3UTO-
pa y>xe K Havasy 1930-X roioB U BIIepBEIE
BO BCel pesbeHOCTU IIPefiCTaIoO B OIepe
«KaTepuna H3MmaiiioBa». [IlocTakOBUY He-
COMHEHHO CUMIIaTU3UPYeT CBOeH repouHe,
Ha/lesiss eé CUIoN XapaKTepa U He’KHOCTBI0
oy, OH € TIIy60KUM COUYBCTBUEM CJIE€TUT
3a eé IOIBITKaMU IIOCTPOUTH CBOE CUaCThe
B IIPEOJI0JIEHUH TeX YCTaHOBJIEHUH, YCIIOB-
HOCTeH U 3aIIpeTOB, KOTOPBIMHU JKUBET OKPY-
>KeHMe. Ho 9T0O OKpy’KeHMe BCKOpe 3asiBJId-
eT 0 cebe, TUKTYS CBOIO BOJIKO, IIOTHUMASCh
HaJi UTHAWBUIYaJIbHOU CyAb001 paTalbHOMU
IJIBIOOM HEOTOJTUMMOM, TaBsIIel CHUIBI.

Jly11 KaTepUHBI I0JI0KEeHUE 0CI0KHIETCS
MyKaMU COBeCTH, 3alIITHAHHOU YOUUCTBA-
MU. Eé 11ocs1ie fHUM MOHOJIOT, 06HAKaKIIIUMI
rJIyOUHBI AYIIN Iepej SUSIIoeld 6e3THOM
TparuyecKoro KpyuieHus, — 3T0 6ecroras-
Has UCIIOBe/Ib caMoH cebe («B siecy, 8 camoll
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yauie ecmbs 03epo... H eoda 8 HéM uépHas,
KAaK MOSL CO8ECMb UEPHAS»).

O6paTyM BHUMaHUHe Ha KpaTKOe OpKe-
CTPOBOE BCTYILJIEHHE, KOTOPOe 3BYYHUT KaK
3HaK HEMHUHYeMOM KaTacTpPoQrl, CJIOBHO Ka-
paroiyii Med HeOTBPAaTUMOM CYALOEI (T1epe-
[laHO Yepes3 TUIIMYHBIN 1y1g [llocTakoBUYa
o6pas OyIyroIe Ha[UIMYHOU CTUXUHN).

«Karepuna H3maiisioBa»
ITociegHut MOHOJIOT KaTepuHBI
3. AHOpeesa (2.00)

Co3HaBas BCIO 3aBUCUMOCTB OT OKpYy»Ka-
IOI1er0 MUpa U IpHU3HaBas Hen30eKHOCTh
KOMIIPOMMCCOB pajy BBDKUBAHUI, Irepou
My3bIKH IllocTakoBHMYa TeM He MeHee IIbI-
TaeTCsA B Mepy CUJI COIIPOTUBIIATECS IKCIIaH-
CHUHM HeTaTUBHBIX BO3[[€HCTBUM, CTPEMUTCS
X0Ts 6Bl BHYTPEHHE BBLICTOSATH U cOepeyb
CBOE IYXOBHOE «S».

JTO IIPOTUBOCTOSIHME 3PHUMO BOCCO3/IaHO
B KyJibMuHaIuu [ vactu IlsaToi cuM$pOHUM.
IIpencTaBIeHHBIN 3[1eCh OJIECTAIIUH, BOUH-
CTBEHHO-HACTYyIIaTeJIbHBIN MapIll KOBAHOI'O
«cariora BJIaCTH» — KakK ObI pacaji ToTaIH-
TapusMa, I10-CBOeMY HUMII0O3aHTHBIMN, HO C
OTYETJIMBO BBIPAKEHHBIM XUIIHBIM, «KpPO-
BOJKaJHBIM» OTTEHKOM, IlepepacTarollui
3aTeM (B KOHIIe IIPUBOAMMOI0 GpparMeHTa) B
OJIAIIeTBOPEHUeE JKeJIe3HOM «IIIThI» CUJIOBO-
I'0 pe’KuMa, HaBUCAIOIell MpayHOoi TeHbIO
Ha/Jl BCEM U BCH.

Ho 3asgBJjieHO 3[jeCb U TO, YTO C KOJIOC-
CaJbHBIM BHYTPEHHUM HaIlps KeHHeM
CTPEMHUTCSI IPOTHUBOCTOATHL HATHUCKY 3JIa
6J1aropoICTBOM IIOMBICJIOB, BO3BBIIIIEHHBIM
CTpOeM UYBCTB (IaTeTHYeCKHe YHUCOHBI
CTPYHHBIX).

Cumonms Ne 5
I gyacTh
K. Konopawun (2.17)

IIpo6sieMa B3aMOOTHOIIIEHU YesI0BeKa
C OKpY>KaIIM er0 MUPOM IIprobpeJia [
TBOp4YecTBa IllocTakoBHMYa HAUOOJBIIYIO
ocTpoTy B 1960-e roarl, BeIpacTas B KOH-
GUIUKT pesKo I10JIIPU30BaHHbIX CYIITHOCTEMN.
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[TopTpeTHsanusa 4eyjioBeKa H3 0OoJjee
ob1iero 1raHa (4yesioBeK B0OOIIe) Iiepe-
MelllaeTcsd Telepb B Cyry00 JIMYHOCTHYIO
IIJIOCKOCTh. AKIIeHTUPOBaHHWe MHIAUBUY-
aJILHOTO Havajla HepeaKo OCYII[eCTBIAETCS
IIOCPE/ICTBOM SPKOI0 BBIJeJIeHUs TapTUU
cosiucTa (I1eBIla B BOKAJIbHO-CUMpOHUYeE-
CKUX IIPOU3BEIeHUAX WU MHCTPYMEHTa-
JIACTa B KOHIlepTax).

bysiaroposcTBYy M OLYXOTBOPEHHOCTH
COJILHOM NapTUU IIPOTHUBOIIOCTABJISAETCS
arpecCUBHOCTH tutti (3ByyaHue GOJIBIION
OPKeCTPOBOM MacChl), OJIUIIeTBOPSAIOIIETO
BHEIITHUM MUP — >KeCTOKUM U 6e3yCII0BHO
HeTaTUBHBIN. ET0 arpecCUBHOCTH KOMIIO-
3UTOpP YacTo IlepejaBaj Ha JaHHOM JTalle
yepes «aKKOP/bl OUThbsI» — PEXKyIIre, OTCe-
Kalolllye yapsl OpKecTpa fortissimo U c Ipe-
IleJIbHO YKECTKOM, Pe3KOM apTUKYJIALIEH.

Kpome TOro, B XapakTepHUCTHKe OKpY-
JKaIlero MUpa HeOJHOKPaTHO IIOLUYEp-
KMBaJIOCh HEUTO 3aBejOMO HU3MEHHOe,
ByJIbTapHOe, U BpeMeHaMU B ero 06/inube
OTYETJIUBO BBICBEUHMBAJIOCHL HAYyIEe OT
00BIBATEJILCKOM Cpefpbl (TO, YTO HAaXO/IUM B
TekcTe E. EBTYIIIEHKO, UCII0JIb30BAHHOM B
TpunaamaToit cuMmpoHuu: «MewaHcmeo —
MOU OOHOCUUK U CYObsL»).

Kaxk y>ke roBOpPHJIOCH BEIIIIE, BCE 3TO, I10-
JKaJsIy¥, BBICIIIETO CBOET0 HaKaJsa JOCTUIJIO
BO BTOpOM BHOJIOHYEJIBHOM KOHIIEpTe.
ECTb 371eChb U TO cCaMoe «OUTBE», UCXO/MIIlee
OT I'POXOYYILIEro tutti, B TOM YHUCJIE XJIEIy-
1I1Me ylapbl COOTBETCTBYIOIUX 3TOMY yZAap-
HBIX HHCTPYMEHTOB. M eCcTh 3[1eCck pasHys3-
JaHHas OpPrys ocaTaHeJIOr0 MeIJaHCTBa,
JIMYMHA KOTOPOTO BOCCO3JAéTCA IIOCpe[-
CTBOM ITUTHUPOBaHUA IIeCeHKU «ByOJIMKU»,
KOTOpas IOHaJo0ujach KOMIIOSUTOPY U
II0 TEKCTY, IJie KJI4YeBOM Qppasou sABJIAET-
¢ «Kynume 6y6.auku» KaK OJIUI[eTBOPEHHE
I[UHUYHOTO0 KOHQOpMU3Ma.

Cosiupyroiasi BHOJIOHYEJIb IILITAeTCSa
IIPOTUBOCTOSATH 3TOMY 6ECHOBaHUIO, HO eé
CYZOPOKHO-CTpaajibuecKue TUPa bl TOHYT
B IIy4YMHe TOP>KECTBYIOII[eTo 3J1a, a CHUKa-
I0II[e-OIIa/laroIIre 3By4aHUs B KOHIIE KYJIb-
MHHAIMOHHOTO 3II130/{a TOBOPAT O SBHOM
IIOpa’keHWH B CJIUIIIKOM HepaBHOM CXBaTKe.
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KoHuepT aJ151 BHOJIOHYE/IH
¢ opxkecTpom Ne 2
III yacTh
B. ®eiicunr (2.03)

Xy,qo;xec*rBeHHme KOHCTAHTBI

PaccMoTpeHHas BbIllle IIpobjieMa ryma-
HU3Ma, OIlpe/iesisiBIlas OQHY U3 Marucrpa-
Jier TBop4yecTBa IllocTakoBUYa, 6bLIa B UKC-
Jie TIOCTOSTHHBIX COCTaBJILIIIUX ero Xy/o-
JKeCTBEeHHOT0 Mupa. OTTaJIKHUBasICh OT Heé
U I1epeXo/s K IPyIrUM KOHCTaHTaM MY3bIKU
BEeJIMKOr'0 KOMIIO3UTOPa, 00paTUMCH K IIpe-
TBOPEHHOM B €T0 HAaCJIeTUU MblCAUMEAbHOU
mamepuu. IIIocTaKOBUY BOIIEJT B aHHAJbI
MHUPOBOI'0 UCKYCCTBA KaK KPYIIHEHIIIUN XY-
LOKHUK-MBICIIUTEJIb. B 3TOM cpey KOMIIO-
3UTOPOB OH CPaBHUM, II0KaJIyU, TOJIBKO C
baxowm.

MHoOrue ero IIpousBeleHUs OTJINYal0TCs
UCKJIIUUTEJIbHOM HaCBIIeHHOCTHI0 MBIC-
JIbIO, OHA ITYJIbCUPYeT UHTEHCUBHO U MHO-
roo6pasHo, BO BCEOOBEMIIIOIEM CIIEKTpe
OTTEHKOB — OT COCpPeJ0TOYEeHHON MeJu-
Taluu GUI0COPCKOTO CKIaZa 0 HEIIPUTH-
3aTeJIbHOI'0 pasMBIIIJIEHUS 0 HAaCYIITHOM B
0OBIYHOM UeJI0BeYeCKOU KU3HU.

Ho B s11060M CBOEM IIPOSIBJIEHUU MBICJIb
y IllocTakoBHMYa BCerja HaIlOJIHEHA >XKU-
BBIM UyBCTBOM, ¥ B3aUMOCBSI3b 3TUX [IBYX
CYILITHOCTeH II0pOoKAaeT IIpuMedaTeIbHYI0
IUAJIeKTUKY: «yMHasl IMOLIUSA» U «3IMOIIU-
OHaJIbHO HaIlOJIHEHHas MbBICIL». OQUH U3
uccaenoBaTesiei TBopuecrsa lllocrakoBruua
CKasaJs 06 3TOM 0YeHb TOYHO U SIPKO: «Yys-
CMe0 UHMeANeKMyaausuposaHo u ymoHue-
HO, a MbICAb HaKa/siemest 00 makou cmene-
HU, YUMo CMAaHo8UMcsi OCMpPbIM nepexcusa-
Huem» (JI. MaseJib).

JdTa aMOIMOHAJIbHAasA HaIIPSKEHHOCTH
MeJUTaTUBHOIO IIOTOKa OyneT AJs Hac
CaMOOYeBUIHOM, KOTZa IIPO3BYUYUT Haya-
J10 BoceMoii cuM¢oHuu. E€ mmepBas TeMa
HUCIIOJIHEHA CTPACTHOU IaTeTUKU («HaKa-
JIEHHAs MBICJIb»), OHA B3bIBaeT K UeJloBe-
4eCKOMY pasyMmy, U ed IIpPUcyIia CTojJab Xa-
pakTepHas [JId II04,00HBIX BBICKa3bIBAHUM Y
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[IlocTakoBHUYA OUAN02UHHOCMb — aKTUBHOE
B3aMMO/IeVICTBUE [IBYX 3BYKOBBIX JIMHUMI
(TO, 4TO MBI Ha3bIBaeM KOHTPACTHOM I10JIU-
boHMeN), yCUIUBarollee HallpsKeHUe MBIC-
JIH U OIIpejiesgroliee eé 00bEMHOCTD.
ANlpecoBaHHOCTH 3TOM MBICJIU CTAHOBUT-
CA SICHOM C BCTYILIEHHMEM BTOPOU TEMBL: IIpe-
00pa3oBaHHBIN KOHTYP «TeMBbI HallleCTBUI»
U3 npeapiayieit, CeibMou cUMGOHUU TOBO-
PUT 0 TOM, UTO pas3AyMbs aBTOpa COOTHeCe-
HBI C TParu4eCKUMU COOBITUSIMU BOMHBL.

CuMm¢oHus Ne 8
I yacThb
K. KondpawuH (2.28)

To, 4TO MBI yCIBIIIAIHN CeYac, OTKPLIBA-
eT B BocbMOM cUM($OHMU 0/THO U3 OTPOMHBIX
3BYKOBBIX IIPOCTPAHCTB, IOCBAILIEHHBIX
HaIpPsKEHHBIM OCMBICJIEHUSIM IIPOMCXO-
JSIIero ¢ MUPOM M YeJI0BEKOM. B KpYIIHBIX
KOHIIEIIIMOHHBIX I10JI0THaX [IlocTakoBHUYa
(mpexxze Bcero B ero CUMGOHUAX) 0OBIUHO
BCSIKOMY JIeHICTBUIO WJIH COOBITHIO OTBeYaeT
MBICTIUTeJIbHAA peakusd. M B 9TOM 3aKOHO-
MEpPHOCTH, ¥ B TOM, KaK KOMIIO3UTOP JHa-
JIEKTUYHO BBICTpanBaeT IIPOIiecC pasBEp-
TBIBAaHUS MBICJIH, U B IJIyOHMHE 3TOM MBICIIA
KaK pa3 ¥ COCTOUT QUI0COPCKas CYIIIHOCTD
ero UCKyccTBa.

[Ipukacasich K ¢uia0coPCKOM MaTepuUU
My3bIKH IllocTakoBHUYa, OCO3HAEIIL He-
JIEIIOCTH TOTO, UTO HEpPeaKO IIPHUXOMUTCA
CJIBIIIATH B II0CJIeJHEe BpeMs 0 HeKOou 6es3-
LYXOBHOCTH HAIIIUX COOTeYeCTBEHHUKOB B
HelaBHeM IIpoIIoM. OHH 4allle BCero He
OBLIM IIPUYACTHBI K [YXOBHOCTH PeJIUTHO03-
HOI0 IJIAHA, HO BeJIb IYXOBHOCTH YesioBeye-
CKas OTHIOJb He CBOAUTCSA K HA00KHOCTH.

W BOo3HHKaeT COMHEHHE: II0OBEPHYB Ha
nopore XXI cToJIeTHUSA K PeJIUTHO3HOCTH,
cTasIo Ji Halte OTeuecTBO 60JIee JyXOBHBIM
B I1esioM? EC/IA CyQUTH 110 UCKYCCTBY, TO B
IIpesKHUe, «<KOMMYHHUCTHYEeCKHe», BpeMeHa
BHYTPEHHASI NyXOBHOCTH ObLJIa Ha IIOPS-
IOK BBIIlle, YeM HbIHe, — peyb UJET He 00
opUIIMaIbHOM UEe0JI0TUH, XOTSI U OHA BO
MHOI'OM IIPOBO3IJIalllajia Jy4iliee B yeJaoBe-
Ke (cM. IpUHATHIA B Havase 1960-X roroB

«MopaJbHBIH KOJEKC CTPOUTEII KOMMY-
HH3Ma» KaK MOJIepHU3UPOBAHHBIN Bapu-
aHT OHMOJIENICKUX 3aII0BeleN), a ©UMeeTCs B
BU/LY TO, UTO 7KHJIO B IyIIIax JIFOZEH.

MBI TOBOPHUM «B yIIIax JIFO/Ieti», II0CKOJIb-
Ky IIOHATHO, 4TO BOILIOIIEHHOe IITocTako-
BHUYEM I[apCTBO MBICJIH, IIAPCTBO BHICOKOTO
IlyXa C COOTBETCTBYHOIIUM 6JIarOpoJCTBOM
Xy/I0’KeCTBEHHOI'0 BhICKa3bIBaHUS BOBCE He
OBLIO TOJILKO €T0 JIMYHBIM I0CTOSTHUEM. XY-
I0>KHUK Ha TO U XYJ0’KHUK, 1a0bl YMETh B
SIPKOU 00pasHOU GopMe BBIPA3UTh TO, UTO
peasibHO IPUCYTCTBYET B )KU3HU €r0 COBpe-
MEeHHUKOB — B UX JIeTHUSX, YyBCTBaX, yMO-
HaCTPOEHUSIX.

U coBceM JipyToe [1eJ10, YTO JyXOBHOCTB, O
KOTOPOU UIET peub, yacTo Obl1a 06peMeHe-
Ha pPasfgyMbsIMH O TSAT0TaX U IIOTPSICEHUIX
IIPOIILIOTro BeKa. Korjia Mbl CTaIKUBaeMCs C
CyMpPa4vHOU U Jja’ke CKOPOHOM OKpaIlleHHO-
CThI0 Pas3yMUM, IPeTBOPEHHBIX B My3bIKe
[ITocTakoBUYa, 3TO HAIIOMUHAET HaM O I104-
TH Hen30e>KHOM CJIe/ICTBUH, COIIPOBOK/IA-
FOIIeM IJTyOOKHe OCMBICJIeHUS U 3aQUKCH-
POBaHHOM B OHUOJ/IEMICKOM H3pedeHUH: «Bo
MHO20U MyOpocmu MH020 neua/iu». To eCThb
IojipasyMeBaeTcs CJIelyrollee: KOIrja MbIC-
JISIIIUM YeJIOBeK IJIy60KO0 II03HAET MUP, OH
MIPUXOAUT K ITIOHUMAaHUI TOro, Kak MaJio
B HEM IIOJIMHHO CBETJIOr0 U 100pOro, Kak
HEeYCTPOeH OH [IJI1 YeJIOBeYeCKOro CUaCTh.

IIycTh HalloMUHaHUEM 00 3TOM IIOCIIY-
>KUT My3bIka TpHHAALIATOr0 KBapTeTa.

KsapTreT Ne 13
Keapmem umeHu bopoduHa (1.43)

ITpu ToM, uTO B My3bIKe IIlocTakoBHYa
HepeJKOo TOCIIOACTBYeT CyMpPayHbIi TOH U
MHOTO€ B Hell 00pallleHo K [paMaTUdeCKUM
U JlakKe TparuyeCKUM CTOPOHAM OBITHS,
eCThb BCe OCHOBaHUSI TOBOPUTH, UTO €€ I10
IIPEerMYIIeCTBY OT/INYaeT )KU3HEeYTBepIK/a-
IOIIIMM XapaKTep (B TOM 4YHCJjIe B BApHUaHTe
TOr0, 4TO € 1930-X ro/1oB I1OJIYYUIIO B COBET-
CKOM HCKYCCTBe 0003HauUeHUe «Onmumu-
cmuyveckas mpazedus»). TakoBa emié ogHa
rpaHb CBOMCTBEHHOM TBOPYECTBY KOMIIO3U-
TOpa IT'YMaHUCTUYECKON HallpaBJIeHHOCTH.
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PasyMmeeTcsl, BOSHUKaJIU U OTKJIOHEHUS
OT 3TOM Marucrpaju. Mo>KHO HasBaTh psf
IIpOU3BeJleHU, KOTOPbIe 3aBepIIIarTCs CBO-
€ro poZia BOIIPOCOM HMJIM MHOI'OTOYHEM, UTO
IepeiaBajio HEIIPOSICHEHHOCTh UCTOpUYe-
CKOM I1epCIIeKTUBBI WJIN IICUX0JIOTUYeCcKoe
COCTOSIHHe Ha I10pOore HeBeIOMBIX COOBITHM.

[TMKOM ITOZ00HBIX OTKJIOHEHUN MO>KHO
cuuTaTh YeThIpHAAIATYI0 CHMQOHUIO.
OHa IeJIJUKOM obpalljeHa K CUTyalUsIM
>KU3HEHHOTO0 UCX0/a ¥ ITIOABOIUT K paTain-
CTUYeCKOMY BBIBOJY, 3aQpUKCUPOBaHHOMY
B UCII0JIb30BAHHOM B KOHIIE II03TUYeCKOU
cTpode P.M. PuibKe.

BcesnacmHa cmepme.
OHa Ha cmpadice
U 8 CHACMbA UAc.
B Mmue gbicwieti #cu3HU OHA 8 HAcC cmpadcoem,
aHcueém u rHcaxcoem —
u naavem 8 Hac.
(ITepesod T. CunbmaH)

OfHakKo B IIOJABJIAIOIIEM UMCJE IIPO-
usBeneHunn IllocTakoBUUYa HEU3MEHHO
TOP>KEeCTBYeT Bepa B )KU3Hb — IIPU BCeX
IIPOTUBOPEYUAX U KOHQPIUKTAX pealbHOMN
NeHCTBUTEJIBbHOCTU. U B Xy[0KeCTBEHHOM
HacJeIuyd KOMIIO3UTOpPa CKOJILKO YTOLHO
CTPaHUILL OTKPBITO CBETJIOU MY3bIKU, HAIIOJI-
HEHHOU >KUBOU, HEII0CpeACTBEHHOMU pazo-
CTBI0, JOOPOAYIITHEIM I0OMOPOM, BECEJILEM.

ToJIbKO UTO 3ByUasIn HalIpsHKEHHO-CKOPO-
Hble MeguTanuu TpUHAAATOr0 KBapTeTa,
U TOT >Ke HCIIOJITHUTEJIbCKUM COCTaB KOM-
II03UTOP MOT HCII0JIL30BaTh B COBEPIIIEHHO
IIPOTHUBOIIOJIOKHOM 00pasHOM KJIKUYe —
HalpuMep, B IlepBoMm kBapTeTe. OH OBLI
HamnucaH B KoHIle 1930-X ro[0B U IlepefaéT
aTMocdepy 6J1aroeHCTBUS, CJIOBHO OBbI BHE
XapaKTepPHBIX U1 9TOTO AeCATUIeTUS COLIU-
aJIbHBIX IIOTPACEHUN U KOHPIUKTOB.

KBapreT Ne 1
IIT yacTh
Keapmem umeHu Tareega (0.58)

JTO BOCXUTUTEJILHOE B CBOEM JIETKOCTHU
1 He3aMyTHEHHOCTH pafy’KHOe CKepIio 6e3
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BCAKHX COMHEHHUM COOTHOCUTCA C T€M, UTO
MBI UMeHyeM CBeTJION pOMaHTUKOM. PoMaH-
THUYeCKHe HaCTPOeHUs BpeMs 0T BpeMeHH! I10-
certasy TBopuecTBO IllocTakoBuya. [Ipruém
II0PO¥ B UX BeCbMa 3a0CTPEHHOM BapHaHTe,
4T0 HauboJIee «IKCTpeMaIbHOe» BhIpaykeHue
I10JIy4aJI0 B MY3bIKAJIBHOM II03THKE paHHe-
IO, @ 3aTeM II03/{HEero IIepHO/I0B (JOCTaTOYHO
BCIIOMHHUTB €ro IIePBYIO o1epy «Hoc»).

TeM He MeHee B OCHOBe CBOeH OH OBLI
XYL0KHUKOM pPealMCTUYeCKOro CKaazga —
HaCKOJIBKO 3TO BOOOIIle IIPUIOKHUMO K MY-
3BIKaJIbHOMY HCKYCCTBY. ET0 OT/IMYaJI Tpes-
BBIl, 00beKTUBHBIA B3IJVIAJ Ha MUP, I
Hero XxapaKTepHO CTpeMJIeHHe K cOalaHCU-
POBaHHOI, YpaBHOBEIIIEHHOU cucTeMe 00-
pasos. 1 ri1aBHBIM IIpeJMeTOM ero TBopue-
CTBa BCerjia 0CTaBaJICd peajbHbIN YeJI0BeK
B peasIbHBIX )KU3HEeHHbIX 00CTOSATEILCTBAX.

TouHO Tak ke BpeMeHaMHu My3bIKa Illo-
CTaKOBMYA MOIJIa OBITh HAMEPEHHO aKJIac-
CUYHOM (OIIATH-TaKW IJIaBHBIM 00pasoMm
Ha paHHel dase TBOpUYeCTBa), HO IO CyTH
CBOEM OH BCerjia ocTaBaJICa KIacCUKoMm. U
He TOJILKO II0 YPOBHIO CBOEI'0 TBOPYECKOI0
IIOTeHI[HaJIa, He TOJBKO II0TOMY, YTO €ro
XyL0’KeCTBEHHOe HacJIeue TaBHO yyKe BOC-
IIPUHUMaAeTCsI KaK 0e3yCcJI0BHas KJIaCCHKa,
HO U II0TOMY, UTO €ro UCKYCCTBO U3HaYaJlb-
HO OBLJIO IIPOHM3aHO AYXOM U IIPUHITUIIAMU
TOTO XY 0’KeCTBEHHOI'0 MUPa, KOTOPBHIA MBI
HUMeHyeM BBICOKOM KJIaCCUKOM.

[Ipu aTOM IlpHMeyaTesIbHa TaKas JeTalb.
[ITocTakKOBHUY KaK KOJIOCCAJIbHBIM MacTep
HUCKYCCTBa 3ByKa yMeJI B My3bIKe BCE, B TOM
4qucJIe BOCIIPOU3BOAUTE KJIAaCCHYEeCKHe Ma-
Hep:l IIPeKHUX 310X — BOCIIPOU3BOAUTH
OPraHUYHO ¥ TBOPYECKH, TO €CTh COIJIacys
MO/I,eJI! IIPOIIJIOTO C COBPEeMEeHHOCTBIO U CO
CBOEM UHAWBUYAJIbHOCTHIO.

O6paTUMCd K OJJHOMY U3 00pasIioB TaK
Has3bpIBaeMOM IIONYJIAPHOM KJIaCCUKU —
3TO 6yzeT PoMaHC U3 MY3bIKU K QUIBMY
«OBOg». Ilepen, HAMU BeJIMKOJIEIIHOE HH-
cTpyMeHTaIbHOe bel canto. KpacoTa U 1ia-
CTHYHOCTBH MeJIOoCa CaMOI0 IIIMPOKOTIO bIXa-
HUA IOII0JIHEHA POCKOIIBI0 3BYKOBBIX Kpa-
COK, UTO TaK OTBeYaeT aype UTAJIbIHCKOU
JIeTHEeU HOYMU.
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« OBO/I»
PomaHc
3. XauamypsH (1.06)

Kitaccuyeckast 0CHOBA CIIY>KUJIa yTBEPXK-
NeHUI0 eIlé OJHOI0 Ba’KHOrO KaudecCTBa
TBOpuecTBa IllocTakoBHMYa — HMeeTCsd B
BHUJly ero Iipeo6Jsajarolle JeMOKpaTuye-
CKHUU XapakTep.

TosbKO M3penKa KOMIIO3UTOP BOCCO37a-
BaJI IOAUYEPKHYTO 3CTETU3UPOBAHHEIE CO-
CTOSTHUS, HUKOI/Ia He ObLJI CKJIOHEH K U3011]-
PEHHBIM H3BICKAM B MY3bIKe, OTHIOZb He
yBJIEKaJICd TeXHOJIOTHel aBaHTap/a, X0Ts C
yCIIeXOM MOT IIPOJAYIIMPOBaTh B JIHOOOM U3
9THUX HallpaBJIeHUH (OT/eIbHbIe IIPUMepPHI
pasHOro poja «HeJAeMOKPaTUYHOIO» MC-
KyccTBa: PeuntaTuB 13 BTOpPOro KBapreTa,
dyra Des-dur U3 24 npenrosui u ¢yr, Cepe-
Haza us [IaTHaAIaTOro KBapTeTa).

CiemoBaTeIbHO, OH IIPaKTUYECKU He allel-
JILPOBAJI K UHTeJUIeKTyaIbHOM 3JIUTe — afipe-
CaTOM ero My3bIKH ObliIa IIWpOKas CIylla-
TeJIbCKas ayauTopus. He caydaifHo 110 CTaTH-
CTHKE 3TO CAMBIHN UCIIOIHSIEMBII KOMIIO3UTOP
XX BeKa, IIPUYEM C O0JIBIITNM OTPHIBOM OT JIF0-
60ro U3 CBOMX KOJLJIET.

IIpu Bcell MHOTOMEPHOCTH U IJIyOHUHE
TBOpYeCTBa 3TOT [AeMOKpPATHU3M, MOYKET
OBIThH, KAK HUUYTO JPYyToe, IBCTBEHHO OTMe-
4JaJl IPUHAIEXKHOCTD IIlocTakoBUYa TOMY
o0pasy >KU3HHU, KOTOPBIX OB XapaKTepeH
[T Halllel CTpaHbl TeX JeCATUIeTUN. A OI-
HUM M3 KpaeyroJbHbIX 0CHOBaHUU TOIIalll-
Hell ToCyJapCTBEHHOU HJe0JIOTUU OBLIO
KaTeropruuyecKy BhIpakKeHHOe TpeboBaHUe,
4TOOBI UCKYCCTBO CIIYKUJIO He U30paHHBIM,
a [IIMPOKOMY Kpyry Jyroze, u [llocTakoBUY
B I[eJIOM IIO[I/IeP>KUBAJI 3Ty ITHUKY.

Tak 4TO ¥ B OTHOIIIEHUU JJeMOKpPaTH3-
Ma, ¥ II0 MHOTUM JIPYT'UM H3MepeHUusIM
«COBETCKOe» B PasHBIX ero UII0CTACIX He-
PenKOo SBJIAJIIOCH OIYTHMOMN IPHUMeTOM
My3bIKHU [llocTakoBUyYa. M ecsiu B Havasle
JIEKITUU TOBOPUJIOCH O TOM, YTO OH OBILI
CBIHOM CBOeM CTpaHbl, TO Tellepb MBI MO-
’KeM CKas3aTb B OTHOIIEHUH MHOIUX ero
IIPOU3BEeJeHUH, YTO OHU MOIJIU OBITH CO3-
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IaHBI TOJIBKO Ha Halllell 3eMJie 1 UMEeHHO
B COBETCKHUE BpeMeHa.

B KayecTBe IIpeBOCXOJHOr0 obpasia Je-
MOKpaTHU3Ma MU «COBETCKOI'0» CTHJISA MOX-
HO HAIlOMHUTL OJMH U3 «XHUTOB» HacJe-
nud lloctakoBuya — ero IIpa3gHUYHYIO
yBepTIOpY. 3/1eCh B 6e3yCJI0BHO II03UTUB-
HOM HaKJIOHEHUH II0JAI0TCSI TUIIMYHBIE
4epThl COOTBETCTBYIOIIETO JKU3HEOIIyIIle-
HUA: 60POCTh U CO3UATeIbHBIN IHTY3U-
asM «cmpoumeist ceema020 6yoyuie2o». [le-
JIaeTCs 3TO B IIPSIMOM OIIOpe Ha KJaccuye-
CKHe TpagUIU (0CO6eHHO OIIyTUMEI CBSI3U
C MY3BIKOM YaWKOBCKOI0), HO C IIpUBJIeYe-
HHeM 3BYKOBBIX peasiiii cepeJUHEBI XX BeKa
(rpoMoriacue U mapajHble YepThl II0CIeBO-
€HHOT'0 aMIIupa).

IIpasguuyHas yBepTopa
M. Ilnemnés (1.34)

«CoBeTckoe» B TBopuecTBe IllocTako-
BUYA, KaK OBl Mbl HU BOCIIPUHUMAJIHU II0-
NOOHYI0 KaTeropumwo, 3TO OBbLJIO U TO, YTO
BeIBOAMIIO [ITocTakOBHYa Ha YPOBEHb Ma-
TUCTpaIbHOM IIpobyieMaTUKU XX BeKa, I10-
CKOJIbKY, KaK 00 3TOM y>Ke TOBOPUJIOCH, B
nporwioM crosetun CoBeTckuu Coro3 Ha-
XOLUJICA Ha CaMOM OCTpHe IJI06aJbHBIX
HUCTOPUYECKHUX IIpoIteccoB. OTcroza oblre-
4YeJIOBeYeCKUU MaciiTab ero TBOpuecTBa U
Ta «BCEMUPHOCTHL», KOTOPYIO B CBOE BpeMs
JloCTOeBCKHM 0TMeYaJsl B OTHOIIeHUH ITyirr-
KuHa. BoT uto festaso IlloctakoBUYa OJHOM
U3 KJII0YeBBbIX GUTYP MUPOBOI'0 UCKYCCTBA.

HaBup OBcTpax MHUcaI 0 My3bIKe KOMIIO-
3uTopa: «OHa poicdaem makotl Jce 20paHull
omkAuk 8 moell dywe, kak mysvika baxa,
FemxoeeHa, Yalikoecko20». [IprCcOeIUHSAICH
K IT0/J06HOM OIleHKe U YYUTHIBas, YTO Ha3Ba-
HBI IMeHa II0/VIMHHO BeJIMKUX KOMIIO3HUTO-
POB, MOXKHO yTBepXX1aTh, 4yTo IllocTakoBUY
He IIPOCTO BBIJAIIUNCA KOMIIO3UTOP —
9TO €JHUHCTBEHHBIN BEJIMKHUH KOMIIOSHUTOP
XX Beka, Ha IIPOTSLKEHUHU II0yCTOJIeTHUSA
TBOPUBIIINHI I10 CAMOMY OO0JIBIIIOMY CUETY.

Besmmuyue IMlocTakoBHUYA COCTOUT U B TOM,
4TO0, C MAKCUMAaJIbHOMN IJTyOUMHOU HCCIeRys
IIPOTUBOPEYM U KOHQJIUKTHI CBOETO BpeMe-
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HU, Tlepe/jaBasi er0 UCKII0UUTeIbHbIH IpaMa-
TU3M U KaTaCTPOPUUHOCTDH, OH HCIIBITHIBA
HEOCTBHIBAIOIINY MHTepeC K )KU3HU U Hey-
CTaHHO HAIIOMHUHAJI 0 €€ HeYyHUUTOXKUMOCTH.
MHOroKpaTHO B CBOEN My3bIKe KOMIIO3U-
TOp pacKpbIBaj 0C060€e OIIyIleHUe IIPUTS-
raTeJIbHOU IIpeJieCcTU ObITUS, eT0 HeyBsi/iae-
MOH cBeXkeCTU. OTUETIIHBee BCEro 3TO IIpe-
cTaBajio B obpasax fercTBa. [yi1 mpuMepa
MO’KHO HasBaTh IlIpenroguro u ¢yry A dur
U3 3HAMEHUTOr0 IT0JIMPOHUYECKOI0 [TUKIIA,
I7le II0Ka3aTeJIeH y)Ke caM II0 ceGe BbIOOP
CBETOHOCHOM, JIy4ye3apHOU TOHAJIbHOCTH.

24 npemroguu U Gyru
IIpexroguss u pyra Ne 7
B. AwkeHa3su
(IIpemxroguss — 0.28, @yra — 0.30)

Ha mpoTsokeHUU BCel CBOeM >XKHU3HU
KOMIIO3UTOP BHOBb U BHOBB 0OOpalasucs K
obpasaM JeTcTBa. Bo3Bpamasucsa 1 IoToMy,
4TO B HUX C HAUOOJIbIIIEN eCTECTBEHHOCTHI0
yAaBaIoCh IlepeiaTh IIPeKJIOHEeHHe Iiepes,
4yn0M )KU3HU. [0BOpsL 06 3TOM, 06paTUMCS
K rocsieiHe, IlaTHaaaTon cuMmpoHuu llo-
CTaKOBMYa, KOTOpas II0/jBeJia UTOT ero ¢ou-
JIOCOQCKHUM pasgyMbsM O CaMOM TPYAHOM
BOIIpOCe OBITUS: )KU3Hb U CMepTh, UX IIPO-
TUBOCTOSIHME M B3aMMOCBs3b. ITa CUMO-
HUS He UMeeT aBTOPCKOW IIpOorpaMMbl, HO
CYThb BBIPa’KEHHOI'O B Hell BBUAY IIpe/ieJIb-
HOU 3pUMOCTH 00pa3oB IIPOUYUTHIBAETCS
JIETKO U OJTHO3HAYHO.

B I wacTy, cJ1I0BHO OBl BO3BpaIasich K
CBOEMY paHHeMY TBOPUYeCTBY, KOMIIOSUTOP
puCyeT Becéyyto, 6eCIIeUHyH «OIlepeTKy»
6e3lyMHOTO0, JIETKOBECHOTO CYII[eCTBOBa-
HUs. Pucyert ¢ 106pOAYIIIHBIM FOMOPOM, KakK
ObI KOHCTaTUPYsI, YTO U TAKOEe UMeeT IIpaBo
OBITH, U OHO UMeeT CBOM BKYC, CBOIO IIpU-
BJIEKaTeJIbHOCTD. XOTH 3/1eCh IIPOCIyIIINBa-
eTCd U Ta UPOHUS, C KOTOPOM KOIZia-TO B3U-
paJl Ha )KHU3Hb YesloBedyeCcKyro OMap Xausam.

Kmo mbl? — KyK/bl Ha HUMKaAx,

a KYKObUWUK Haul — He60ce800.
OH 6 6bobwoM banazaHe

€80€ npedcmas.ieHbe gedém.
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OH celiuac Ha Kogpe bblmus
Hac nonpsleams 3acmasum,
A nomom 8 ceoll CyHOyK
00HO020 3a Opy2um ybepéem.
(Ilepesod B. [lepacasuHa)

U crooxkeT cuMPOHUU pa3sBOpadyUBaeTCs
OYeHb CO3BYYHO U3PEeUYEHHOMY B 9TOM 3Ha-
MEHUTOM pybaH (UeTBEPOCTUIIINH).

ITociie ucxogHoOro «OH celldac Ha Kogpe
o6bimus Hac nonpsleams 3acmasum» CJjaeny-
eT IT yacTsb («A nomom 6 ceoii CcyHOyK 00HO20
3a dpy2um ybepém»). Ha IIOpOre CMepTU U
cama CMepThb.

BHauasie 1aétca yepefoBaHUe 3IIU30/[0B
CYPOBO-BHEJIMYHOIO0 X0paJjia JYXOBBIX U IIpe-
LCMepTHOM HCIIOBEIU BUOJIOHYEH Solo, a
3aTeM BO BCeX JleTaIAX PacKphbIBaeTcs IIpo-
[1eCC HeOTBPAaTUMOI0 KWU3HEHHOr0 HMCXO0/a
C «OTJIETOM AyIIU» (JaHHBIM MUCTHYECKUU
MOMeHT [[TocTakOBUY BOCCO3jaBaJl B CBOUX
II0CJIeTHUX IIPOU3BEIEHUSIX HEOTHOKPATHO).

U x satomy npucoeguHsercd 11l vacte —
TaK’Ke He pa3 BOSHUKAaBIIIUY B My3bIKe 103/
Hero [IloctakoBuya danse macabre (IL15ICKa
CMEPTH), «IIOTYCTOPOHHEE» CKEPIIO.

Ho B mIMpoko pasBépHyTOM QHUHAJIe CUM-
GOHUU KOMIIOSUTOP HAET 3HAYUTEJILHO
JlaJIbIlle TOTO, 0 YéM ropopus OMap XausaM.
OH BO3BpalllaeT II0BECTBOBaHUE B PYCJIO
KHU3HU. Beb 0Ha He IIpeKpaIraeTcsa ¢ KOH-
YUHOM KOT0-JIM00 OTHOTO, €€ II0TOK JIJTUTCS
6eckoHeuHO. OIHAKO Telleph (B OTIMYHE
oT [ yacTH) 9TO )KU3Hb OCMBICIIEHHAs, YMY-
IPEHHAsI OIILITOM U 3HAIOIIAs, UTO B JIt060e
MTHOBEHbBE e >XIyT IIPeBpaTHOCTU U BO3-
MO>KHOCTB KPYIIIeHUS.

JIJ1s1 SBCTBEHHOTO PaCKPBITUS 9TOU Uen
KOMIIO3UTOP BBOAUT 0COO0T0 poja «OIIO-
3HaBaTeJIbHbIEe 3HAKW», paCCUMTaHHLIE Ha
OIIpeleJIEHHYI0 OCBEJOMJIEHHOCTD CJIyIla-
TeJisl. 3[1eCh CIelyeT 3aMeTUTh, yTo IllocTa-
KOBUU IIMPOKO IIpHUberasl K «IocpesHuye-
CTBY» TaKHUX 3HAKOB.

Brlllle yIIOMHHAJIOCHh O TeMaTU3Me 6eT-
XOBEHCKOM «J/I[yHHOM» COHATHI B II0CJIEJHEM
npousBefeHuu lllocTakoBUYa — ero AJIbTO-
BOM COHATe, YTO 3HAMEHO0BAJIO YXOJ| B «<HOUYb
JKHU3HU». /10 9TOTr0 TOT Ke 6eTXOBEHCKUI Te-
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MaTHU3M MCII0JIb30BAJICd B 3aBeIlOMO BOEH-
HO-arpeccUBHOM MeTamMopdose B CefbMOM
cuMoHUU (cpesHuit paszesn I yacTu), 4ToO
IIPU3BAHO OBLIIO IOJUYEPKHYTh MBICIb: He-
MelIlKas KyJbTypa, IIepej KOTOPO MBI IIpe-
KJIOHsAeMCd, CJIy>KUJIa B ro/ibl Besmkoi OTe-
4YeCTBEHHOM Op/ie BapBapoOB-3aBOeBaTesIe!.

B BocemoMm kBaprTeTe [IIocTakoOBHUY BBEJI
MEJIOIUIO ITIeCHU «3aMy4YeH TsDKEJION HeBO-
Jleli» U eMy Hy’KHa Oblla He 3Ta PeBOJII0-
IIMOHHAs I1eCHA KaK TaKoBasd, a HayaJbHas
CTPOKa e€ TeKCTa — «3aMyUeH MANCENOLL He-
go.1ell». Tak OII0BeIaI0Ch 0 IMYHOU Cybbe
KOMIIO3UTOPA U Cy/IbOe MHOTHX JPYTUX B yC-
JIOBUSIX CTAJIMHCKOIO PerKUMa.

BosBpaiasces K IlaTHaamaTo cumdo-
HUU, HAXOIUM B €€ [ yaCTH [IUTaTy U3 OIIePhI
Poccunu «BunbsresnsMm Tesib», BBOLUMYIO
KaK sipKas IIpruMeTa JIErK0To, 6e33a060THOI0
U HapAAHOrO MacKapazja >KU3HH.

U, HaKOHell, B uHaje 3TOU CUMOOHUU
UCIIOJIb3YIOTCA elllé 1Ba II0/J00HBIX «0II03Ha-
BaTeJIbHBIX 3HaKa»: «JIEUTMOTUB CYJbObI»
u3 «Kosbria HUOeJTyHTOB» BarHepa — Kak
TO MPa4YHO-POKOBOE, UTO JJOBJIEET HaJ| YeJsIo-
BeUYeCKOM )KU3HbBI0, U «TeMa HallleCTBUS» U3
Cenpmoit cumdoHMU caMmoro IllocTakoBUYa,
KOTOpas BbIpacTaeT 37eCb B CUMBOJI KaTa-
CTPOPUUYHOCTHU OBITUS.

Ho BbBICOKasg MyApPOCTb aBTOpPa COCTOMUT
B TOM, YTO OH HAaCTOMYMBO HAIlOMHUHaeT
HaM 00 U3BeYHOU UCTUHe ObITHA. [IpHu Bcex

UCIIBITAaHUAX, YIPO3axX U 0e[[CTBULX )KU3Hb
HeYCTaHHO JBIDKETCS BIIEPE[, CIIaCUTeIb-
HO orubas pasHOIO poja IpPeIlsaSTCTBUA U
IIpeBpaTHOCTH. Eé He3aMuparoliee Teye-
HUe IlepejlaHO B OCHOBHOM TeMe ¢UHAaIA,
3ByYallleil KaK CBeTJIas 3JIETUs C YepTaMu
CepeHasl.

B U3AIIHOM II/TAaCTHKE U YAHUBUTEIbHOHU
06ad4TeJIbHOCTH 3TOM TeMBI 3aledaryeHa
MaHdIag IIPUTATaTeJbHOCTEh CYIeCTBO-
BaHUA. I cOBepIIeHHO 0COOBIM paKypc
TOTO Ke JaéTcd B KoJe CMMPOHUH, IZie Xpy-
CTAJILHO-3BEHAIIUH IIePeCcTyK yAapHBIX UH-
CTPYMEHTOB HAaIIOMHHAaeT 0 MJIaleHYeCKOM1
Iope, poXkjas HelepegaBaeMoe o4apoBa-
HHe YyIeCHOM CKasKHU JKHU3HHU.

Cerfuac MBI YC/BIIIIHUM 3aBeplleHue I10-
ciaerHet cumboHuu /IMUTpUA IMUTPHUEBU-
4ya [llocTakoBHUYa, U I1epe]; HAMHU IIPOCIe-
OYIOT «MOTHUB CYABLOBI», 3JIeTHUs-CepeHaza
JKHM3HH, BCTAIOI[He Ha eé IIyTH MepTBd-
II[e-X0JIOJHBIe aKKOP/ABI OllelIeHeHUs (BU-
TAIOIIUN HaJ )KU3HBIO IIPHU3PaK CMEpPTH),
a B IVIyXuX 6acax OTTOJIOCKU «TeMBbl Hallle-
CTBUsI», U 3aTeM — BOJIIIIeOHAasA 3BOHUYATOCTh
KOJBL.

CumMmdonus Ne 15
IV vacte
M. IITocmaxosu4 (3.32)
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My3bIKaJIbHBIA KOMIIBIOTEP
(Musical Computer)

HoBy!0 CTpaHUIy B BHIABJIEHUU
U IIpeJiCTaBJIeHUM BhIPasUTeJIbHBIX
BO3MOXXHOCTEH My3BbIKaJIbHOIO 3ByKa
OTKPBLTI KOMIIBIOTEP B POJIH MY3BIKAJIbLHOTO
HHCTPYMEHTa, WX «My3bIKaJIbHBIN
KOMIIbIOTEp». COBpeMEHHBIMU MY3bIKaHTaMHU
MIpeAIIPUHUMAIOTCS IIOIIBITKH CBSA3H
KOMIIOSHUIIUH C TeopHell HHPOpMaIiH,
00beMHeHMUs My3bIKaJIbHBIX IIapaMeTPOB
C aKyCTHUYeCKUMH, OCYII[eCTBIILETCS
uzes peryJIupyeMoro MHOTOMepHOTO
3BYKOBOTI'0 IIPOCTPAHCTBa, MHOTOYPOBHEBOM
KOMITO3UITMOHHOM MOJeJIN, IPUMeHUMOM
[JI TeHepaliiy 3BYKa C UCII0JIb30BaHUEM
4ETKO [ PepeHITUPOBaHHON MOLYIALIUH
IapaMeTpOB YaCTOTHOTO, AJIUTEIbHOCTHOIO
U JUHaAMUYeCKOIo YpoBHel. B taHHOM
JIEKIIUU aBTOP 00palaeTcs K OCHOBHBIM
jTalaM 3BOJIIOLIMY ITIOHATUS «My3bIKaJIbHBIN
KOMIIBIOTEP», OTpasKarolel H3MeHeHUs
3BYKOBOI'0 ¥ My3bIKaJIbHOTO MaTepHaJia B
XOJle pasBUTUSA IPAKTUKU KOMIIO3UIIUU U
MYSHIIUPOBaHUS; PacCMaTPHUBAIOTCI BOIIPOCH],
CBs3aHHBIE C 0COOEHHOCTIMU PasBUTHUA
KOMIIBIOTEPHOTIO CHHTE3a 3BYKa, ero OT/IN4re
OT 3JIEKTPOHHOI'O CUHTe3a; IIPOBOAUTCI
PeTPOCIIeKTUBHBIN aHaIU3 TeEXHUYeCKUX
U TeXHOJIOTUYECKHUX 3KCIIEPUMEHTOB
MY3bIKaHTOB BO B3aUMO/[€FICTBUH C
IIPOTrpaMMHUCTaMHU, KOTOPBIE CII0COOCTBOBAIN
PasBUTHIO My3bIKaJIbHOI0 KOMIIbIOTEPA KaK
MHOTOQYHKIIMOHAJIbHOIO0 HHCTPYMeHTa
My3bIKaHTa, BK/II0Uasi BOSMO>KHOCTH eI0
HCII0JIb30BaHUA KaK CpeficTBa 0OeclieyeHus
CUM(OHMUUYECKOU OpraHu3aIliii My3bIKHA
TI0CPeICTBOM CTepeoPpOHNYECKOTO
IIaHOPaMHUPOBaHUA 3BYKOBOM KapTUHBI
MY3BbIKaJIbHOTO IIPOCTPAHCTBA; 3aTparuBaeTCs
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Musical Computer

A new page in the manifestation and
demonstration of expressive means of musical
sound has been opened by the computer
as a musical instrument, or the “musical
computer.” Contemporary musicians have
endeavored at the attempts at connecting
composition with the theory of information,
the unification of musical and acoustic
parameters, having realized the idea of a
regulated poly-dimensional sound space, a
multilevel compositional model applied for
sound generation with the use of concisely
differentiated modulations of parameters of the
level of frequencies, durations and dynamics.
In the present lecture the author turns to the
main stages of the evolution of the concept of
“musical computer” reflecting the changes in
the sound and the musical material during the
course of the development of the practice of
composition and music-making; questions are
examined in connection with the particularities
of development of the computer synthesis of
sound; a retrospective analysis of technical
and technological experiments made by
musicians in their interactions with computer
technologists, who have enhanced the
development of the musical computer as a poly-
functional musical instrument, including the
capabilities of its use as a means of providing
the symphonic organization of music by means
of stereophonic panorama setting of musical
space; a broad range of issues is touched
upon in connection with the peculiarities of
musicians’ thinking and perception, including
the impediments to a consistent acquisition
of possibilities of the programmed musical
instrument existent in the sphere.



2020, Ne 2 %;

JlekTopcKasi TpHOYHAa. ABTOPCKUE KyPChl

IIUPOKUH KPYT IIpo6JieM, CBSI3aHHBIX C
0COO6EHHOCTSIMU MBIIIIJIEHUS U BOCIIPUSATUS
MY3BbIKaHTOB, BK/II0Uasi CYII[eCTBYIOIIIHE

B 9TOM 06JIaCTH IIPEMISITCTBUS Ha IIyTU

K II0CJIe[J0BaTEIbHOMY IIOCTHIKEHHIO
BO3MO’KHOCTEN IIPOrpaMMHUPyeMOro
MY3BIKaJIbHOT0 HHCTPYMEHTA.

KiroueBrble cioBa:

UHGOPMAIMOHHBIE TEXHOJIOTUU B MY3BIKE,
MY3bIKaJIbHO-KOMITLIOTEPHbIE TEXHOJIOTUH,
My3bIKaJbHble 3BYKH, MYy3bIKaJIbHBIN
KOMITBIOTEP, MY3bIKQJIbHBIN CHHTE3aTOpP,
My3BIKaJIbHOe 00pa3oBaHUe.

Keywords:

informational technologies in music, music-
computer technologies,

musical sounds, musical computer,

musical synthesizer, musical education.
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JIEKIIHIA Ne 3

H306pemeHue KypaHmos, WapMaHoK, My3blKA/AbHbIX WKAMY/0K,
OpKecmpuoHos, nameg@oH08 — HAUa10 NYMu K «KOMNbHOMepu3auuu»
MY3blKU. B uzzomogieHuu pasAuUuHblX My3blKAAbHbIX UHCMPYMEH-
mMog — HeymoMumoe CmpemJieHue He108e4ecKoll haHmasuu 006umsb-
Csl mem6po8020 pasHoobpasus 38yKa.

My3blKa1bHbLI KOoMNbIOMep — HO8bLIl
UHCMpyMeHm My3blKkaHma

3BECTHO, YTO HeJl0BepHe K UCIIO0JIb-

30BaHUI0 KOMIIBIOTEPHOU TEXHUKU

B MY3bIKe II0/I/Iep>KUBaI0Ch MHEHU-
€M O YyTh JIK He YOUKMCTBEHHOU e€ POJIH JIJIT
CyO'beKTUBHOI'0 XapaKTepa TBOPYeCTBa, ero
OYXOBHOCTU. ITO MHEHHE OCHOBBIBAeTCS
Ha YCTOMYHWBOM MHOI'OBEKOBOM 3a6JIyK[e-
HuM. OfHaKO TeXHUKA HUKOI7Ia He yorBaa
TBOPUYECTBO, HAIIPOTHUB, OHU Pa3BUBAJIUCH
B TeCHOU B3aHMMOCBS3HU: BCI eBpoOIlelicKas
My3bIKaJIbHas KyJIbTypa OCHOBaHAa Ha TeX-
HUKe My3bIKaJbHBIX HHCTPYMEHTOB. A ap-
XUTEKTypa? AKyCTHKa XpaMOB U KOHIIepPT-
HBIX 3aJI0B — 9TO TOT TeXHUYECKUU 6asuc,
6e3 KOTOPOro HEMBICJIMA BOKaJIbHasI U X0-
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poBas My3bIKa. Bce mejio — B KOJIMYeCTBe
4eJI0Be4YeCKOTO TeIlIa, IF0OBU U TPY/ia, BJIO-
JKEHHBIX B UHCTPYMEHT, B 3BYK, B MY3BIKY,
II03TOMY U «4YeJIOBEYHOCTh» KOMIIbIOTEpA
3aBHUCHUT OT TOT0, KaK YeJI0BeK OYZeT ero oc-
BauBaTh. KoMIIbIOTED SIBJIsIETCS CBOEOOpas-
HBIM 3epKasIOM YeJI0BeYeCKOI'0 MBIIIIIEHHS:
B HEM MOJKHO YBH/JIETH CaMOro ce6s1 KaK Obl
CO CTOPOHBI, HO I 3TOT0 ero Heo6X0AHUMO
OCBOUTB.

3a 6oJiee yeM 70-JIeTHUM IIePUOJ, IPUMe-
HEHUs B MYy3bIKaJbHOM TBOPUYECTBE U My-
3bIKaJIbHBIX MCCIIe/IOBAHUAX BHIUUCIUTEIIb-
HOM TeXHUKHU OHa 3BOJIIOIMOHUpOBAJIA.
[lepBOHa4YaJIbHO KOMIIBIOTEPHI 06J1azaan
CpPaBHUTEJILHO HeOOJIBIITNMU pecypcaMy —
MaJIOH I1aMATHI0, HEKOTOPOH «MeJJINTellb-
HOCTBHI0» (HU3KOU CKOPOCTHI 06paboTKHU
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nHbpopMaruu). TBOpUECTBO U HCCIeL0Ba-
HUA B TO BpeMd IIUJIM 110 IIyTH aHajaIusa U
CO3JaHUs HOBBIX HOTHBIX (MYy3bIKa/IbHBIX)
TeKCTOB. McciemoBaTe I U3ydau C II0MO-
1110 KOMIIBIOTEPA «IIpaBUJIa» KOMIIO3UITUH
U1 Ha 0CHOBe 3THX IIpaBUJI CO3/iaBaIid HOBbIE
Tpeku. Takue «COUYMHEHUs» He 006Jaaau
(1 He MoTJIM 00J1a71aTh) BEICOKUMU XY[07Ke-
CTBEHHBIMH KayeCTBaMU.

B 50-e rogpl XX Bexka B pa3/IMYHbBIX KOH-
[ax IIUBUJIM30BAHHOIO MUpa IIIN 3KCIIe-
PHUMEHTEI C 3JIEKTPOHHBIM CHHTE30M 3BYKa.
Kak yrxe yKaspIBajsIoCh, HauboJiee 3Ha4YU-
TeJIbHBIMU OBIJIM Pe3yJsbTaThl, JOCTUTHY-
ThIe P. Myrom'', /I. Bykua? B CIIIA u CTtygueit
9JIEKTPOHHOM MY3BIKH IIpH My3see-KBapTH-
pe A.H. Ckpsa6rHa® (BIIOC/IeACTBUN — IIPU
dupme «Mestonus») B CCCP, IRCAM Bo ©pan-
nuy, K. IllTokxayseHoM* B 'epmMaHUU.

OZHOBpPEMEHHO C 3TUM OCYILeCTBJISAIUCh
IIOIIBITKU YIIPaBJIE€HUS C IIOMOIIBI KOM-
IIbI0Tepa 3JIeKTPOHHBLIMU 3BYYaHUAMU U
COBEePIIEeHCTBOBAJIKNCE CaMU KOMIIbIOTEP-
HbIe CpeJiCTBa U UX BO3MOXKHOCTH. Paspaba-
TBHIBAJIUCh U TEXHOJIOTUH aBTOMaTUY€eCKOI0
aHa/IM3a ¥ CUHTe3a peuH, U peueBoe yIIpaB-
JIeHWe aBTOMAaTHUKOM, U aBTOMaTHU3all1s MH-
dopMaITOHHOM CIy>KOBI, OII03HAHUE TOBO-
PSLLIeTO 110 TOJIOCY, U alllapaTsl I JII0Ae
C pe4yeBbIMH, CIYXOBBIMHU U 3pUTEIHLHBIMU
HapyILIeHUIMH U MHOTO0€ IPYToe; IIPOBOII-
Cs aHAJIU3 U CUHTe3 JKUBBIX MY3bIKaJIbHBIX
3By4yaHUU. [IOHATHO, YTO CYyIlleCTBEHHBIE
pe3yabTaThl B IIepeUrCIeHHBIX 00J1aCTAX
MOIJIA OBITH JOCTUIHYTHI JIUIIL C IIpUMe-
HeHMeM 6oJiee aleKBaTHBIX [TUPPOBLIX Me-
TOJIOB aHa/IM3a YU CUHTe3a 3BYyKa.

I[To cyiiecTBY 4YesloBeK KakK Obl 0OCMAHO-
8U/l 36YyK08YH 80/IHY U TeIllepb MOXKeT eé
BUJIOU3MEHATH U MOJIEJIUPOBATEL €€ apXu-
TeKTypy, UCKaTh TJIYyOMHHBIE 3aKOHEI eé
cTpoeHUd. [71aBHOe IIPEeUMYIIeCTBO -
POBBIX CHUCTEM [JIs1 MYy3bIKaHTa-HCCJIeLo-
BaTeJIs1 — CIIOCOOHOCTh BOCIIPOU3BOJAUTH U
JIETKO MOJAUOUITUPOBATh «CHHTE3UPOBaH-

*  QR-kop 1. IMeHHOH yKa3aTeJlb:
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Hble» (MU 3allMCaHHbIe) U IIPOaHaIU3UPO-
BaHHBbIE «eCTeCTBEHHBIe» 3BY4YaHUd, a TaK-
JKe CII0COOHOCTH CO3/1aBaTh COBEPIIIEHHO
HOBBIE, OPUTHHAIbHBIE 3BYKOBBIE QOPMEI.
M.B. MaTTh103°> 1 /[K.P. ITupc® B cTraThe
«KOMIIbIOTEDP B POJIM MY3BIKAJIbLHOTO KH-
CTpyMeHTa» mnucanu: «KoMmmneroTepy mo-
CTAaTOYHO CreHEepHPOBAThH OIIPe/ieIEHHYIO0
I10C/Ie0BATEILHOCTE YU CeJI, YTOOBI IIPOUS3-
BeCTHU JII0O0M 3BYK, B TOM UMCJIe U TaKOH,
KaKOTO eIlé HUKTO He cJjblilaj. biarogaps
IITUPOKOMY CIIEKTPY BO3MOKHOCTEMN [TUpo-
BOM CUHTeE3 3BYKa y>Ke HaIllEJI CBOE MeCTO B
My3bIKe» [13, c. 82].

BoJjiee 0ueBUIHEIM IIpeICTaBIAETCA 3Ha-
YyeHHe MY3BIKAJbHOIO KOMIIBIOTepa KakK
UHCTPYMEHTa Ha IIPOMEXyTOYHOM 3Talle
paboThl KOMIIO3UTOPA HaJ, CO3LaHUueM My-
3BIKaJIbHOI'0 IIpousBefeHus1. KoMIiiosurop,
KaK IIPaBUJIO, I eMOHCTPAIUH CBOUX MY-
3bIKaJIbHBIX COUMHEHUM UMeeT He TOJIbKO
HalleyaTaHHYI0 [IapTUTYPY, HO U IUPpOoBOE
UCIIOJIHEHYE MY3bIKH, 3allCaHHOe Ha 11U }-
poOBOM HocHuTesb. TaKoe UCIIOJTHEHHEe — He
TOJIBKO HEKUH HUTOI BCEro IIpejIIecTBYIO-
IIIeT0 3Talla COYMHEHHUs, HaCTyHalIui
3HAUUTEJIbHO paHbllle, YeM B «peaIbHOU
>KU3HU», HO U 60JIbIIas IIOMOIIb IIPU pabo-
Te HaJl COUMHEHUEM.

OTMeTHM, 4YTO KOMIILIOTEPHEBIe UHCTPY-
MeHTHI MOKHO HaCTpauBaTh B JIIOO0U TeM-
Iepanuy. JKCIIeEPUMEHTHI C pasJIMYHbBIMU
BUJlaMH HaCTPOMKHU MOTIYT IIPUBECTH K
60Jiee IIMPOKOMY PacCIpOCTPaHEHUI0 MU-
KPOTOHOBOM MY3BIKM — OJHOTO U3 IIep-
CIIEKTUBHBIX HallpaBJIeHUH MY3bIKaJIbHOMN
KOMIIOSUIIUHU. HalllUMH cOBpeMeHHHUKa-
MU, KOMIIO3UTOPOM U TEOPETUKOM MY3HI-
k1 M.C. 3asuBagHBIM’ U MY3BLIKOBEIOM
I'.A. KoryTom® mpogesraHa 6oJibliiast sKcC-
IepuMeHTaJIbHas paboTa 110 BHIIBJIEHUIO
BBIpa3UTeJIbHBIX BO3MOKHOCTEM MUKPOTO-
HOBBIX CHCTeM, IIpe/ICTaBJIeHHBIX KaK IIpU-
MepaMHU U3 UCTOPUU MY3BIKH, TaK U OPUTH-
HaJIbHBIMU KOMIIO3UITUIMMU.
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Kak u3BeCTHO, MHOTHEe KOMIIO3UTOPBI,
rnoxdupass UHCTPYMEHTHl U COUYeTaHUS
MY3bIKAJbHBIX 00pa3oB (My3bIKaJIbHBIX
3BYKOB) /1711 BBIpa>KeHHUs CBOET0 Xy/0Ke-
CTBEHHOTO 3aMbICJIa, UCII0JIb30BaJIN BeCh-
Ma «HeCTaHJapTHbIe» 00pasiipl, TaKUe,
HalpuMep, Kak Habop cTaKaHOB UJIU aH-
caM0JIb HaKOBaJIeH, aHCcaMbJib Pyccosio® u
T. I1. COBEPIIIEHHO 0YeBU/THO, YTO U IIOHATHUS
MY3bIKaJbHOI'0 U HEMY3BIKAJIbHOTO 3BYKa
C TedeHHeM BpeMeHU TpaHchopMHUpOBa-
JIUCh, CMBICJI 9TUX IIOHATUU MeHseTCd Ha
IIPOTSIKEHUU UCTOPUUYECKON 3BOJIHOIIUN
caMOM NpPaKTUKU MY3HUIMPOBaHUSA. JTa
mpob6sieMa 6b1y1a IOAPOOHO pacCMOTpPeHa B
Halllell IIepBOM JIEKIIUU «APXUTEKTOHUKA
MY3bIKAJbHOI0 3ByKa» (cM. [4]). Tak, Ha-
IIpUMep, OJHUM U3 COIIYTCTBYIOIIUX pak-
TOPOB B U3MeHEHUU COZieprKaHUs II0OHATUSA
«MY3bIKaJIbHBIN 3BYK» IBUJIKMChH HOBBIE KOM-
II03UIIMOHHbIE QOPMBI U TEXHUKU. YUeHUK
A.J. IIocrakoBuua'®T.I. besioB!! ruiiieT: «/lyis
1Ipo¢decCroHaJIbLHOT0 KOMIIO3UTOPA MY3bI-
KasnbHbIN PC criocobeH cTaTh MHOTOQYHK-
I[TMOHAJILHBIM “CpeCTBOM IIPOU3BO/CTBA”.
Eci KOMIIO3UTOP TIaTeJIbHO IIPOLyMaJl
CBOI0 KOMIIO3UITHIO, TIOJTHOCTBIO CJIBIIIIUT
eé CBOMM BHYTPEHHUM CJIyXOM, TO B paboTe
HaJl 3BYKOBBIM eé BOIUIOLIleHHeM OH MOYKeT
o6orTUCEH 6e3 popTenraHo (II006HO TOMY,
KakK 3a IIMCbMEeHHBIM CTOJIOM ITHCaIU CBOU
naptutypsl I1.1. Yankosckuii u /I./0. Illo-
CTaKoBHY). <...> Ecix 661 CBUPH/IOB ChIrpaJl
CBOIO UMIIpOBU3aIv Ha MIDI-kiaBHaTy-
pe, TO Ha BBIXO/le OH II0JIY4YUJI ObI TOTOBBIN
HOTHBIN TEKCT 6e3 He0OXOAUMOCTHU B €T0
BpeMs paciIu$poBrIBaTh MAaTHUTOPOHHYIO
3anuch GOpPTENIUaHHOI0 UCIIOJTHEHUSI»A**
[2, c. 139]. OTMeTUM, UTO U 3JI€KTPOHHBIMN
MY3bIKaJIbHBINM UHCTPYMeHT (MU [14; 16])
— 3TO MyAbMUUHCMPYMEHM, OH 06.aada-
em mez2amemo6poe8oil NoAUPYHKUUOHANb-
Hocmbo (cM. ToApo6Hee JeKIUui «MysbI-
KaJIbHbIe CHHTe3aTophl» [4]), TO ecTs, II0
CYILLIeCTBY, SIBJISIETCS OJHOM 13 pasHOBU/IHO-

*k
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CTel IIpeJiCcTaBJIeHUs MY3bIKaJIbHOIO KOM-
IIbIOTepPa, BBIIIOJIHEHHON B yAO0OHOM [JIA
HCIIOJIHUTEJIA Ha CIleHe BUJe.
CoBpeMeHHBIMU MY3BIKaHTAMHU IIpeJ-
IIPUHUMAIOTCA IONBITKU CBSA3U KOMIIO-
3UIIUU C Teopued UHPOpMAIUU, 06 beu-
HeHUs My3bIKaJbHBIX IIapaMeTpPOB C aKy-
CTUYEeCKHMMH II0CPeJCTBOM CepHaJIbHOTIO
KOMOWHUPOBAHUS, OCYIeCTBJISAETCA Uies
peryJiupyeMoro MHOTOMEPHOIO 3BYKOBO-
ro IIPOCTPaHCTBA: TaKasg MHOTOypOBHeBas
KOMIIO3UIITMOHHAsA MOJieJb IIPUMEHUMaA,
HallpuMep, IJI1 3JIEKTPOHHOU reHepaliuu
3ByKa C HUCIO0JIb30BaHUEM UYETKO nudde-
PeHIIMPOBAaHHOM MOAYJIAIINU IIapaMeTpoB
4aCcTOTHOTO, JJIMTEJILHOCTHOTO U JUHAMU-
4eCKOro ypoBHS U T. 1. ([5; 17] u gp.).
HaxkoHer11, caM0 aKyCTHU4YeCKOe IIpOCTpaH-
CTBO (TO eCTh IIPOCTPAHCTBEHHOE PaCIIOJIO-
’KeHHe UCTOYHUKOB 3BYKa, MU «3BYKOBas
KapTHHa», Kak 00pasHo o603HavaeT 3BY-
Jaluil MUP MY3BIKAJIbHBIX 3BYKOB 3BY-
Kope>xuccép B. /luHOB'") CTaHOBUTCSI UH-
CTPYMEHTOM KOMIIO3UTOPA, UCIIOJTHUTEJIA,
OUPMJKEpa: OT IIepBBIX IIbeC C IlepeMelra-
IOIIIUMHUCA B aKyCTUYECKOM IIPOCTPaHCTBE
My3bIKaJbHBIMU UHCTpyMeHTaMu IIITOK-
Xay3eHa, cucTeMaMy [U$POBOM 06paboTKU
3ByKa — COCTaBHOM 4YaCThI0 OpPKeCcTpa B aH-
caMmbJie InterContemporain IIpy HCIIOJIHe-
HuU counHeHwud 1. Bynesa'* «OTBeT»® (cam
MasCTpPO JUPHIKHUPOBAJI TAKUM OPKECTPOM)
— J10 IIAPTUTYP 3JIEKTPOHHBIX COUMHEHUN
J. ApreMbeBa’®, BKJIIOYAKIEero BUPTyasb-
HOe IIPOCTPaHCTBEHHOe MOjieJIMpOBaHUe
3BYKa KaK He0OXOJUMBIU 3j1eMeHT 3By4da-
HUS MY3BIKQJIbHOIO IIPOU3BEeJeHUd, IJIA
HCIIOJTHEHUS KOTOPBIX HEOOXOIUM «OTKPHI-
TBHIN Bo3ayx» (OK.-M. JKapp'®) u «1iaHeTap-
HBIU Macirrab» A. Ilyccépal’. biarogaps Bos-
MO>KHOCTSIM COBPEMEHHBIX MY3bIKaJIbHBIX
KOMIIBIOTEPOB — MY3bIKaJIBbHBIX pabouyux
CTaHIIUN — MY3bIKA/TbHbIM UHCMPYMEH-
mom modHcem 8AUMbCA CAMO 38yK080€e
npocmpancmeo. C TeMOPOBOI CTOPOHOM
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3BYKa CBg3aHBbl, KaK M3BeCTHO, IIPOCTPaH-
CTBEHHbIe XapaKTEepPUCTHUKHU ero BOCIPO-
U3BeJleHUsl U 0TpakeHus (IoApoOHee CM.
B IIpeAbIayIlel JIEKITUH) — OT PacIlojIoykKe-
HUS UCTOYHUKOB 3ByKa B QU3HUUEeCKOM IIpPO-
CTpPaHCTBe 0 MOJEeJIUPOBaHUA aKyCTUKU
IOMeIleHUS.

AnmapaTHble, TeXHUYECKHE BO3MOX-
HOCTHU COBpPEMEHHBIX MY3bIKaJbHbIX KOM-
ObIOTEPOB, IIPe/ICTaBJIeHHBIX B ClleHHUYe-
CKOM MY3bIKaJbHOM HUCKYCCTBe, a TaKXe
UX [IpOrpaMMHOE COIIPOBOXK/EHUE CO3IaI0T
YCJIOBUSA [JI OCYIIleCTBIEHUS UleU, KOI/ia B
PO MY3bIKA/IbHO20 UHCMPYyMeHma Mo-
JKeT BBICTYIIaTh 38yKO80e NpOCMpaHCmaeo,
KOTOpOe MY3BIKAHT MMeeT BO3MOXKHOCTH
MOJIeJIUPOBAaTh C IIOMOIIIBI0 CBOEr0 MY3HbI-
KaJIbHOTO MHCTPYMEHTa. «B IIpocTpaHCcTBe
MO>KHO OECKOHEYHO BapbHUpPOBAThH Jarke
OJJUH 3BYK: II0-pasHOMY pasMelarsh, II0-
Irpy’kKaTh, 3a/lep>KUBaTh... [IOHITUe MY3HI-
KU HaCTOJIbKO paciuupsgetrcd! i MeHs
CaMbIM MOTYYHM CpPeJCTBOM MY3bIKH SIBJIS-
eTCs IIPOCTPaHCTBO. PaHbIlle KOMIIO3UTOPBI
He 3aJ[yMbIBAJIMCh O HEM, OHU 3aBUCEJIH OT
aKyCTHUKU 3aj1a. A er0 MOXXHO BBICTPOUTb,
3JIEKTPOHUKA J1ajla BO3MOKHOCTh» [1].

biaromapss yAUBUTEJIbHBIM, YHUKAJb-
HBIM BO3MO>KHOCTSIM MY3bIKaJIbHOTO KOM-
IbIOTEpPa COBpeMeHHbIEe MY3bIKaJIbHO-KOM-
nproTepHble TexHosoruu (MKT) [7; 12; 15]
MOTYT OBITh MCII0JIb30BaHBI KaK CPeJCTBO
CUMGOHUYECKON OpraHu3aliuu MY3bIKU B
obsracTu cTepeopOHUYECKOTO ITaHOpPaMU-
POBaHUA «3BYKOBOU KapPTUHBI» MY3bIKaJIb-
HOI'0 IPOCTPAaHCTBA.

KoMnbroTep MysbhIKaJIbHBIN: CTPAHUIIBI
UCTOPUU

Kak pasBuBajCsi KOMIIBIOTEPHBIA CHUH-
Te3 3BYKa, B UeM OTJIMYUe ITOTO IIpoIiecca
OT OOBIYHOTI0 3JIEKTPOHHOTO CUHTEe34a, KaKue
TeXHUYeCKHe U TeXHOJIOTUYeCKUe 9KCIIepU-
MEHTHI MY3bIKAaHTOB BO B3aUMO/IEICTBUU
C IIporpaMMHCTaMHU CIIOCOOCTBOBAIU pas-
BUTHIO MY3BIKaJbHOTO KOMIIbIOTEpa KakK
MHOTOQYHKITMOHAJbHOTO0 HWHCTPYMEHTAa
My3bIKaHTa? OTBeTHI Ha [I0CTaBJIeHHEBIE BO-
IIPOCHI HaM IIPECTOUT BBIICHUTH B JJaHHOM!
JIEKITUH.

BriepBhbIe CHHTE3 3BYKa C IIOMOII[BI0 KOM-
npoTepa 6b11 orcaH M. MaTbH030M U CO-
TpysHuKkaMu Bell Telephone Laboratory B
CIITA B 1961 rony. KOMIIBIOTEPHBIM CUHTE3
3BYKa BKJII0YaJI B ce6s1 OIIMcaHue BOJTHOBOM
$OpMBI 3BYKa KaK I10CJIe/l0BaTeIbHOCTU UU-
ceJI, IIpe/ICTaBJISAIINX COO0M MTHOBEHHEBIE
3HaYeHUs aMIUIUTY, BOJIHBI, U3MEePEeHHBIX
4yepes MaJIeHbKUe I10C/IejoBaTeIbHbIE IIPO-
Me>KyTKU BpeMeHU. CaMa I10 cebe 3ByKOBas
BOJIHA FeHepUpoOBaJach B IIporecce Iud-
po-aHasioroBoro Iipeo6pasoBaHus (ITAID), B
KOTOPOM CHavaJia Ifudpsrl Ipeobpa3oBhIBa-
JIUCH B 3JIEKTPUYECKUM CUTHAJ — IIPePbI-
BUCTBIN — II0C/Ie0BATeIbHOCTHU 3HAYEeHU
TOKA, & Ha CJIeAYIOIIeM JTalle IIPEePhIBUCTBIMN
CHUT'HAJI IIpeo6pasoBhIBaJICI COOCTBEHHO B
3BYKOBYI0 BOJIHY (IJIaBHYIO BOJIHOBYIO0 QOp-
My), WIH 3BYK.

ITepBOHAYaJILHO OBITOBAJIO MHEHHE, UTO
KOMIIbIOTepHasi KOMIIO3UIIM, TaK Ke KaK
U 3JIeKTPOHHAas MY3bIKa, — 3TO He HOBBIU
CTHJIb, HOBOE XYy/I0’KeCTBEHHOe sBJIEHUE,
«HOBasg My3bIKaJIbHas 3CTeTUKa» (TepMUH
IMMAaHUCTA, YUEHOTO, I1e/iarora, UCII0JTHUTe-
JIsI MY3bIKH Ha HOBBIX 3JIEKTPOHHBIX MY3bl-
KaJIbHBIX HHCTpyMeHTax K.A. [TaTypsaHa’®), a
BCEeTO JIUIIb TeXHOJIOTHS, [I0CKOJIbKY JIr00as
MY3BIKa, OT TPaJUIIMOHHOM 10 COBEPIIIEHHO
HOBOM, MOKeT OBITH 03By4eHa C IIOMOIIbI0
TaKUX MallIuH. [IocTelleHHO KOMIIbIOTepHAas
KOMIIO3HUIINS U CUHTEe3 3BYKa CTAaHOBATCA
B3aWMO/IOIIOTHAIOIIIMMY IIPOIlecCaMHt, TaK
KakK IIepBBhIA M3 HUX IVIABHO II0JBOAUI KO
BTOpoMy. KoMII03uTOp MOKeT BhIOpaTh Ba-
PHAHTEHI UCII0JIb30BaHUs KOMIIBIOTEPA: OH
MOJKeT BOCIIOJIb30BaThCSI UM TOJIBKO JIJIS
pacrieyaTeIBaHUSA HOT, MOKET I1€PeJI0KUTH
MIapTUTYPY [JI1 3JIEKTPOHHOIO 3By4aHUd C
IIOMOIIbI0 Habopa IIporpaMm JiJIsd CUHTe3a
3BYKa, MOXKeT HCII0JIb30BaTh KOMIIBLIOTED
Kak 6a3y JJaHHBIX JIJI1 CBOEr0 TBOPUYECTBA U
T. Ii. HO caMBbIM IJIaBHBIM /IJIs1 KOMIIO3UTOPA,
paboTaroiiero ¢ My3blKaJabHBIM KOMIIBIO-
TePOM KaK MHCTPYMEHTOM MY3BIKaJIbHOIO
TBOPYECTBA, ABJIdeTCd He AyOJHMpoBaHUe
WU MOAUQUKAIIUSA C €r0 IIOMOIbI0 H3-
BEeCTHBIX CTHJIEH, a IIONCK HOBBIX CII0COO0B
BBIpa’KeHUs MY3bIKaJIbHBIX U/lel, KOTOPhIe
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BO3MOJKHBI TOJILKO IIOCPEICTBOM JaHHOTO
UHCTPYMEHTa — MY3bIKaJIbHOI'O KOMIIBIOTe-
pa — U SABJIAIOTCA YHUKaJIBHBIM pe3yJsbTa-
TOM B3aUMO/[eICTBUSA MYy3bIKaHTa X HOBOI'O
MY3BIKaJIbHOTO HUHCTPYMEHTA.

OfHaKO CyIIecTBOBAJIU U IIPOJOJIKAa-
IOT eIllé CYyIecTBOBaTh U Tellephb IIpeIrsdT-
CTBUS Ha IIyTH CO3JaHUS KOMIBITEPHBIX
KoMIo3unuu. OfHa 4acTh U3 HUX CBg3aHa
C pasBUTHEM CIIEITUAJIbHBIX S3BIKOB IIPO-
rpaMMUPOBaHU U CpeJ YPOBHSA KOHEYHOI'0
I10JIb30BaTeJIsl, YIO0OHBIX JIJIsI MY3bIKaHTOB.
CpaBHUTEJILHO JAaBHO CTaJI0 IOHATHO, UTO
MY3bIKaHTHl HYKJAITCSA B CIlel[MaJbHOM
«sI3BIKEe OOIIeHUsI» C KOMIIbIOTEPOM, OIIepPHU-
PYIOLIIUM MY3BIKaJIbHOM HUJIN KBa3sUMY3HI-
KaJIbHOM TePMHUHOJIOTHEN, IIPOLelypaMHy,
IOHSATHBIMU MY3BIKAHTY, B «SI3bIKe», CHa0-
KEHHOM OHOJJIHMOTEKaMU, COZep KaluMu
TOTOBBIE IIOAIIPOrPaMMBI, OIIHCHIBAKOIIIHE
Te WJIU UHble MYy3blKaJbHble 3QGeKThl U
SIBJIEHUS.

B masbHeuUIeM BO3HUKJIIO «pasfesleHue
TpyZa», IPU KOTOPOM CIIEITHAJIUCTHI BBI-
paboTasu IIPOMEXXYTOUHBIA «SI3BIK» [JIS
00IIleHHsI My3bIKaHTa C KOMIILIOTepPOM, Te-
IIepsb yrKe C MY3blKAAbHLIM KOMNLHOMepoMm,
C MHUPOM 3BYKOB, C 6a301 MY3bIKaJbHBIX
NaHHBIX, He TPeOYIIUX HUKAKOU CIIeIU-
aJIbHOH II0ITOTOBKHY, KPOMe MY3bIKaJIbHOH,
IJIsT My3BbIKaHTAa-HUCCIe[0BaTe s, KOMIIO3U-
TOpa, Ilefarora.

MO>XHO CUUTaTh, YTO B OCHOBHOM 3Ta
TPYAHOCTE IIPe00JIeHa.

Jlpyras yacTh IIpo6sieM cBsi3aHa C 0CO6eH-
HOCTSIMU MBIIIJIEHUS U BOCIIPUATHS MY3bI-
KaHTOB, IIPEISITCTBYIIIUMU I10CTHXKEHUI0
BCeX BO3MOJKHOCTEU npozpammupyemo-
20 MY3BIKaJIbHOTO HHCTPYMeHTa. IlepBrIe
MKT-KOMITIOSHITUU CO3JaBaJIUCh B TECHOM
B3aUMO/IEICTBUM KOMIIO3UTOPOB U MarTe-
MaTUKOB. Ha paHHeM 3Tale IIpUMeHSJICS
TaK Ha3bIBaeMbIH «IIaKeTHBIU pekuM». OH
3aKJIK0YAJICA B 3aIlyCKe IIpOrpaMMBbI, BBOJie
NaHHBIX, [I0JIyYeHUU pe3yIbTaTOB U UX II0-
CJIeIyIOIllel olleHKe. BiUATE Ha [TUHAMUKY
IpoIiecca My3bIKaJbHOI0 Pa3sBUTUA KOM-
II03UTOP He Mor. KpoMe TOTrO, IIpU HUCIIOJIb-
30BaHUU «I1aKETHOTO pe)XKuMa» CO3TaHUs
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aJITOPUTMHUYECKON KOMIIO3UIIUU eMy IIpU-
XOJIUJIOCH OBITH elllé ¥ [IPOTPaMMUCTOM, UTO
3HAUUTEJIbHO OTPaHUYMBAaJI0 BO3MOYKHOCTH
TBOPYECKOI'0 BBIPa’kKeHUsI KOMIIO3UTOPA.
Tak, ogHa 13 HauboJIee paHHUX KOMIIO3HU-
UM, CO3/JaHHBIX C UCII0JIb30BAaHUEM KOM-
npTepa, — crouTa «mmmak» (“Illiac Suit
for String Quartet”) 1 CTpyHHOI'O KBap-
TeTa (1957) — gBUJIACH TBOPEHUEM [IBYX
aMepHuKaHIeB: Komrosurtopa JI. Xusuiepal®
1 MaTeMmaTtuka JI. AtizekcoHa?. [Iporpamma
IpejcTaBJslia c060M Habop U3 YeThIpex
MO/yJIeli, B KOTOPHIX C IIOMOIIILI0 TeHepaTo-
pa cy4dalHBIX YHCes BRIOUPAJIKCh 3alIpo-
IrpaMMUpOBaHHbIE 3apaHee My3bIKaJIbHbIe
3JIEMEHTHI, TaKHe KaK BBICOTa TOHA, PUTM,
OJUHaMUKa pasBUTUA MeJIOJUYECKOHN JIU-
HUU. 3aTeM OHU OTOHpPAJINCh C IIOMOIILI0
3aIIporpaMMUPOBAHHEIX JKe IIpaBUJI KOM-
IIO3UIIUU (1 BCE 3TO OCYIIECTBJIAIOCH Ha
6ase pa3spaboTaHHOI My3BIKAHTOM U MaTe-
MaTHUKOM KOMIIbIOTEPHOU IIPOIPaMMEBI).
/IBe Ipyrue KOMIIbIOTepHbIe MY3bIKaJIb-
Hble KOMIIO3UIIUH, OUYeHb pasHble II0 TeX-
HOJIOTMY PaboThl C HUMH, OBIJIM CO3aHBbI
. Kcenakucom?'—ST/10-1,080262 (B 1962 T.),
k. Kevimpxkem?? u XusiepoM — « HPSCHD»¢
B 1968 rozy. O6a 9TUX IIPOU3BeJeHUS UJLIIO-
CTPUPOBAJIX [Ba PasHBIX II0X0Ja K KOM-
IIBIOTEPHOM KOMIIO3UIIUH, a TaKXKe SIpKO
BBISIBUJIU JIpyIrUe, 60jIee II03HMe II0AX0/bI
K CO3[IaHUI0 MY3bIKa/JIbHBIX IIPOU3BEeHUM
C IIOMOIIIbI0 KoMIIbIoTepa. ST/10-1, 080262 —
oJHa u3 psanga paboT KceHakuca, HallMcaH-
Hasi KOMIIO3UTOPOM /I KOMIIbIOTEpA CHU-
crembl IBM 7090 B 1961 roay, peasinsoBaH-
Has UM Ha 0CHOBe IIpOrpaMMBl, CO3/{aHHOM
Ha 6ase g3bIKa IIporpaMMUpoBaHud «Dop-
TpaH», U IIpefHasHaueHHas [JIg OCYILeCT-
BJIEHUS €T0 TBOPYECKUX HUJIeH C IIOMOIIbI0
MY3BIKaJIBHOI0 KOMIIbIOTepa. HeCKOJIbKU-
MU rofilaMu paHbllie KceHakuc co3gan My-
3bIKaJIbHYI0 KOMIIO3UIINI0, Ha3BaHHYI0 UM
«Achorripsis» («kAXOpPHUIICUC» — I10 IIEPEBOAY
Koroyreka* «BbpoleHHOe 3X0»), IIpA HallU-
CaHUM KOTOPOM OH HCII0JIb30BaJl METO/bI
MaTeMaTU4eCKOM CTaTUCTUKU U paclipeze-
JieHue IlyaccoHa 1 oIIpe/ie/IeHUs BEICOTHI
TOHA, JJIUTEJILHOCTU 3BY4YaHUs, HHCTPYK-
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[UH [JI1 IIPOUTPHIBAHUA U HCIIOJTHEHUS
MY3bIKaJIbHBIX 3JIEMEHTOB C IIOMOIIIBIO0 pas-
JIMYHBIX MHCTPYMEHTOB CBOEM MY3bIKAJIb-
HOM NapTUTYPHL. KceHaKuC 1epejesblBal
HX C IIOMOIIBI0 KOMIILIOTEpa, IIeperume-
HOBBIBAJI UX, B TO K€ BpeMs Co3JaBaJl pPsf
IPYIUX, II0X0XKUX KoMIto3urui. «HPSCHD»
COCTOUT U3 IAPTUTYP HeoIllpeeseHHOU
IIPOJOJDKUTEJIBHOCTU 3BYYaHUSA [JI1 HC-
IIOJIHEHHUS OT OJHOIO 10 CeMH KJIaBeCHHOB
OT OJTHOM 10 IIATUAECATH OJHOMN BapHUallui
samucu. /lig o3syurBaHusg « HPSCHD» kKoM-
II03UTOPHI paspaboTalu TPU BUA KOMIIBIO-
TePHBIX IIPOTPaMM, CBSI3AHHBIX MeXKy CO-
6011. /IJ19 IepBOM U3 HUX, HAIIMCAHHOM I
COJIO Ha KJIaBeCHHe, OCHOBOM IIOCIYKHUJIA
urpa B My3bIKaJIbHble KocTU (Musical Dice
Game), ontcaHHas MorniapTom® B « PYyKOBOJ-
CTBe, KaK COYUHATH MEHYITHI, BaJIbCHL...»":
I10CJIelOBaTeJIbHOCTh TAKTOB BBIOMpPAaJach
C IIOMOIIbI0 OpocaHus KOCTeMH, a 3aTeM Mo-
IUGUIIPOBasIach C IIOMOIbI0 KOMIIBIOTED-
HOM IIPOTrpaMMBbl, COCTaBJIeHHOM Ha OCHOBE
IPUHITUAIIOB, U3JI0KEeHHEBIX B KHure Ilepe-
MeH, COCTaBJIeHHON KUTAMCKUM OpPaKyJIOM
Ching I. Bropast yacTh IporpaMMBbI reHepU-
poBaJia IITHAECAT OJHY 3BYKOBYIO JJOPOXKKY
3aIlMCH Ha IUIeHKY. OHH IIpeCcTaB/IsAIH CO-
6011 MOHO3aII1CH MUKPOTOHOBBIX MEJIOUH,
CO3/IaHHBIX B cTHIe MorapTa. TpeThd IIpo-
rpaMma IpejicTaBJisijla CO00M HHCTPYKITUIO
JJISL ICIIOJTHUTEJIS.

XujIep IpofoJ/DKaI pa3BUBaTh TEXHUKY
KOMIIO3HUITHOHHOTIO IIPOrpaMMHUpPOBaHUA
IJI1 TOTO, UYTOOBI 3aBEPIIUTH ABYX4aCOBOU
IIUKJI COUMHEHHM, Ha3sBaHHBIU UM «AJITO-
PUTMEIL I», «AJITOPUTMEI II», «AJITOPUTMEI
III» (Algorithms I, Algorithms II, Algorithms
III). My3bIKaHTBI CTPEMUJIUCE IIOHATEH BO3-
MOJKHOCTH HOBBIX TeXHOJIOTHH B OpraHH-
3aly MY3BIKaJIBHOTO MaTepHasa ¥ TBOP-
YyecKoro mporiecca. IlosgHee, B 1980-e roael,
9TH MOIILITKU SIBUJIMCH OCHOBOM JJIS CO3/1a-
HUA JUI1 MY3BIKAaHTOB IIPO$eCCHOHAIbHBIX
IIPOrpaMMHEIX CPEeJICTB, II03BOJISIOIHUX CY-
II1eCTBEHHO YIIPOCTUTH TBOPYECKYI0 paboTy
KOMIIO3UTOpA C IIOMOIIbI0 KOMIIBIOTEpPA.

Ha paHHeM 3Talle OBLJI0 U3BECTHO TPU
OCHOBHBIX TEXHOJIOTMH 3BYKOBOI'0 KOMIIbIO-
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TePHOT0 CUHTe3a, OJHaKO JIUIIb ITUPPo-aHa-
JIOTOBO€e (1 — 06paTHO — aHAJIOTOBO-ITUG-
poBoe) mpeobpa3oBaHUe IIPe[CTABJILIO
peasbHBIM UHTepeC U II0JIYYUIIO CBOE TeX-
HUYeCKoe pasBUTHe. [[pyTHe, MeHee U3BeCT-
HbIe U MeHee BOCTpe60BaHHbIe TEXHOJIOTUHU
3BYKOBOTO CHHTe3a ObLJIU KCII0JIb30BaHBbI,
HallpuMep, IIPU CO3JaHUU KOMIIbIOTepHOMU
kaHTaThl (Computer Cantata) JI. Xuiepom
u P. betikepoM B 1963 roxy u «Sonoriferous
Loops» I'. BproHOM® B 1965 roay'.

HNHTepec K KOMIIBIOTEPHON KOMIIO3UIIAU
HEeYKJIOHHO Bo3pactaJj. Hanpuwmep, I.'M. Ké-
HUT?, TUPeKTOp UHCTUTYTa aKyCTUKU YTpex-
TCKOI0 yHUBepcuTeTa B Hunepaanaax (rmocie
pPsAfja HeyJauHbIX IIOMBITOK Ha IIPOTHKeHUNU
HeCKOJIbKHUX JIeT) HallKcaJl HOBOe KOMIIbIO-
TepHOe My3bIKaJIbHOe COUrHeHUe «CerMeH-
ThI 99-105» (1982) 11 CKpUIKU U GopTenu-
aHo. TecHO cBsI3aHHBIMU € paboTaMu KéHura
OBLIM TeOpeTUYeCKHe KCCIeJ0OBaHUS U UH-
TeHCHUBHO IIyOJIMKYIOIIHECS TPY/bI, II0CBS-
IIIEHHbIE MOJeJIIM MY3bIKaJIbHBIX KOMIIO3U-
UM, paspaboTaHHBIM aMepUKaHCKUM KOM-
riosutopoM O. Jlacke?. /[pyroil aMepUuKaHell,
Y. JM3, HalucaJ HeCKOJIbKO COYMHEHUN
1711 popTenraHo MIM HebGOJIbIIIOr0 aHCaM-
6J151, KOTOpBIe ObLIM MeHee CTOXaCTHUYHBIE,
4JeM IIpe[bIAyIINe, U HOCUIU 60Jlee [eTep-
MUHUPOBaHHBIH, 4eM O60JIbIIIMHCTBO IIPe/bl-
OyIIUX KOMIIO3UIlui, xapakrep. K. bapioy?®
CO3/aJI BBIUTPABIIYI0 IIPEMUI0 KOMIIO3UIHI0
«Cogluatobusisletmesi» (1978), koTopyxo 0H
IIpeJiCTaBUJI B IBYX BapHaHTaxX — JJIs1 KCII0JI-
HeHUs Ha GOpTeIINaHO U «B 3aIIUCH».

JApyruM He MeHee Ba>KHBIM IIPUMepPOM
KOMIILIOTEPHOU MY3BIKAJIbHOM KOMIIO3HU-
WU IBUIaCch My3bIKa JI. OctuHa? «Phantas-
magoria: Fantasies of Ives’ Universe Sympho-
ny» («®@aHTasuu o0 “BcesieHCKOU CUMGOHUN”
AriB3a») (1977). 3Ta KOMITIO3UITHS CUJILHO 3a-
BHCeJIa OT paHHUX KOMIIBIOTEPHBIX KOMIIO-
suruiu Y. AriB3a®’ u HanboJiee BayKHBIX ero
COYMHEHUH, B KOTOPBIX OH UCII0JIb30BaJl
pasiuyHble coyeTaHUS U3 45 CiIy4alHBIX
HabpOCKOB U $parMeHTOB OT II0CIeJHEN U
Hanbosiee aMOUITMO3HOM KOMIIO3UIIUH, KO-
TOPYI0 OH OCTaBUJI B BH/Je IIECTPOro cobpa-
HUA QparMeHTOB.
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I'paHUIa MeXXy KOMIIO3UIEN U 3BYKO-
BBIM CHHTE30M CTaHOBUJIACh BCE MeHee U
MeHee YETKOM, 60J1ee IIpO3pavyHOU, 110 Mepe
TOTO KaK TeXHOJIOTHMH 3BYKOBOTO CHHTEe3a
YCJIOKHSJINCE, 3BYKOBOM CUHTE3 CTAHOBUJI-
cs1 60J1ee UCKYCHBIM [1eJIOM (TBOPYECKUM sIB-
JleHreM). Y KOMIIO3UTOPOB II0SIBUJIACH BO3-
MO’KHOCTB 9KCIIEPUMEHTHUPOBATEL C KOMIIO-
SUIIMOHHBIMU CTPYKTypaMH, TeXHUKaMH,
KOTOpble CTaHOBUJINCHL 60Jiee He3aBUCHU-
MBIMH OT TPaJUIIMIOHHOIO0 MY3BIKAJIbHOIO
CUHTaKCHCa. SIpKUM IIPUMEepPOM 3TOMY OBLIa
KOMIIO3UIMA «Androgeny», co3faHHas Ka-
HaJCKUM KoMmIo3utopoM b. Tpyakcom*® B
1978 romy. «KOMIIBIOTEPEI II€PBEIX ITI0KO-
JIeHHUH He 006J1a7]aJI CIIOCOOHOCTBIO CHUHTE-
3UpOBaTh MY3BLIKY B peaJlbHOM MacliTabe
BpeMeHun»'.

CosaHue «3JIEKTPOHHBIX 3BYKOB» C II0-
MOIIBI0 [TUPPOBBIX TEXHOJIOTUH OBICTPO BbI-
TEeCHsL/IU TeHepaTopPkl, aHAJIOTOBbIe CHHTe3a-
TOPBI ¥ IpyIHe ayAHu0-yCTPOMCTBA, KOTOPhIe
IITMPOKO UCII0JIb30BaIM KOMIIO3UTOPBEI, CO3-
JaBaBIIIMe 3JIeKTPOHHYIO MY3BIKY. «M3BecT-
HO, YTO KOMIIBIOTEPHBIE TEeXHOJIOTHHU CIIO-
COOCTBOBAJIU POJKIEHUIO HOBBIX CTHUJIEBBIX
HallpaBJIeHUH U IIIKOJI B My3bIKaJIbHOM HC-
KyCCTBe: 0T MH)KeHepHO-MaTeMaTUYeCKHUX
(KceHakwuc), 3/1eKTPOHHO-KOMITBIOTEPHOTO
MoHTa)ka (IIITokxayseH) — K JledTeJIbHO-
CTH 3HaMeHuTOoro uHcturyra MPKAM c ero
pasHooOpasueM MoJiesiel 3JIeKTPOHHO-aKy-
CTUYECKOT0 MY3UIIUPOBAHUA»C.

OTMeTHM, UTO KOMIIO3UIIUA U CHUHTE3
3BYKOB, KaK CTAHOBUTCA SICHBIM U3 IIpef-
BapUTeJIbHO M3JI0)KeHHOI'0 MaTepuasia, —
B3aMMOCBSI3aHHBIE IIPOIECCHI, IIOCKOJIBKY
IepBoe II00y>KaeT BTOPOe ¥ BTOPOE, B CBOIO
ouepe[ b, BJIUAET Ha IIepBoe.

IIo cpaBHEHHUIO C 3JIEKTPOHHBIMU MY-
3BIKaJILHBIMU CHHTe3aTOpaMH, IIHUPOKO
pacnpocTpaHeHHBIMH B 1960-1970-x ro-
JlaxX IPOIIJIOr0 CTOJIeTUS, B KOTOPBIX 3JIeK-
TPOHHBIE ITWKJIBI IIPeACTaBJISAIN COO0M
crreriipuUyecKue reHepaTopsl BOJIH, CUCTe-
MBI MY3BbIKaJIbHOM KOMIIOSUIIUU Ha OCHO-
Be KOMIILIOTEPHBIX TEXHOJIOTUH «0Kasa-
JIUCBh CIIOCOOHBI» K IIpe/ICTaBJIEHUI0 psza
GYHKIIMU B BUJle OIIMCAHUA CIleIHalbHBIX
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BBIUUCJIUTENbHBIX MPOIenyp — IIoCJe-
IOBaTeJIbHOCTEM, WIHU aseopummos. Ilofx
aJIrTOPUTMOM B CaMOM IITUPOKOM CMBICJIE
IIOHMMAaeTCsl CTPOTO OIIpejiesieHHas I10cie-
LOBaTeJbHOCTh AeWCTBUMN, IIPUBOAAIIAS
K MCKOMOMY pes3yJabTaTy. AJITOPUTM, Ha-
IIUCAaHHBIA KOMIIO3UTOPOM WJIH IIPOrpaM-
MUCTOM, IIpefCTaBJsieT CO60M II0CIeI0Ba-
TeJIbHOCTh KOMaHJ], COXpaHEHHBIX B ITUDPO-
BOU cpefie, KOTOpas 3aTeM «3arpy’KaeTcs»
B KOMOBIOTEDP. (3aMeTHUM, YTO eCJIM KOMIIO-
3UTOP TPAJUIIMOHHO ITHUIIET IapTUTYPY,
CcoZepr>Kalllyl 3alUCh BCeX cHenudpuye-
CKUX «3BYKOBBIX SIBJIEHUW», BKIIIOUEHHBIX
B JIAaHHYI MY3bIKAJbHYI KOMIIO3HUITHIO,
TO 3Ta IMAapPTUTYypa TOXKe IIPe/ICTaBJIsIET CO-
60M I10C/Ie0BATEIbHOCTh MEeNCTBUN HJIU
«IIPOrpaMMy» IJIsI UCIIOJTHUTeJS.) MCII0/Ib-
30BaHUe aJITOPUTMOB B IIpOIlecce CO3/LaHUs
MY3bIKaJIbHOM KOMITO3UIIUY IIPUBEJIO K BO3-
HUKHOBEHUIO IIOHATHUS «aJITOPUTMUYeCcKasi
MY3BIKa».

CoBepIIeHHO OYeBUAHBIM SBJISIETCS
TOT $aKT, YTO C CaMBIX PaHHUX IIOIIBITOK
yCIleX B3aUMOIeMCTBUA KOMIIO3UTOpa U
KOMIIbIOTEpA IIOJTHOCTHI0 3aBUCHUT OT IJIy-
OUHBI OCMBICJIEHUS TBOPYECKOM 3a/ayM.
JTOT IpoIllecc IpexarojgaraeT TBOpYeCcKoe
IepeoCMbICIeHe KOMIIO3UTOPOM, CBOEro
poZa IepeBoj 00pasHO-CoLep KaTeJIbHOI0
CMBICJIa U3 OHOM CUCTEMBI MY3bIKAJIbHO-5-
3BIKOBBIX CPeZCTB B Ipyryro. KomMmosumus,
B YaCTHOCTH, MOKET OCYIIIECTBIATHCSI KaK
CBOOOIHOE «KOHBEPTUPOBAHME» MY3bIKaJIb-
HBIX UJ[efl pa3/IMYHbIX KYJIbTYP, aHAJIOTHY-
HO cuTyanuy, onucaHHou I'. T'ecce’!, u gB-
JIsIeTCs CBOEro poja 3KCIIePTHOM CUCTEMOMY,
TpeOyIoIller 0T KOMIIO3UTOPa, KpOMe BCET0
IIpoYero, riy00KMX 3HAHUM II0 UCTOPUU
KYJIbTYPBI, 3HAHUU B 06J1aCTHU Pa3IMUHbBIX
MY3BbIKaJbHO-TEOPeTUUYECKUX CUCTEM U
MHOTOTO JIPYTOrO.

Kak ycTpoeHa KOMIIbIOTEpPHAs IIpOrpaM-
Ma, IIOpOoXKAaroIas My3bsIKy? Kak B caMBbIX
06IIIMX YepTaxX IPOUCXOIUT CUHTe3UpPOBa-
HUe KOMIIO3UIIUU HAa MY3bIKaJIbHOM KOM-
nbloTepe? HomHwlit mekcm (nocaedoea-
me/abHOCMb HOM U a2o2u4eckux o603Ha-
YyeHuil) — 3TO, KaK U3BeCTHO, a/120pumm
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uau npozpamma oeticmeuil 041 My3bl-
KaHma. /17151 TOro 4T06bI CHHTE3HUPOBATh MY-
3BIKY C IIOMOIIIBI0 MY3bIKaJIbHOI'0 KOMIIBIO-
Tepa, He06X0AMMO TaK)Ke UMeThb aJITOPUTM
WU KOMIIBIOTEPHYIO IIporpaMMmy. OnuiineM
KpaTKo 3TOT IIporecc. laTYuK CaIydyarlHbIX
4yuicesl — 3aKOIUPOBaHHBIX HOT — IIpeJjjiara-
eT O/IHY HOTY 3a Apyroy. Kakaas U3 HUX Kak
OBl IIpoITyCKaeTcs Yyepes GQUIbTP, KOTOPBIM
CIAY>KUT Habop 3alporpaMMUpPOBAaHHBIX
IIpaBUJI KOMIIO3UITUY (MK 6a3a TaHHBIX U
cBOeo6pasHas aKCIlepTHas cucreMa). Eciu
HOTa YJOBJIETBOpPsSeT 3TOMYy Habopy, OHa
IIOMeIIlaeTcsl B HOTHYIO CTPOKY, eCJIM HeT —
0oTOpackIBaeTCs, a BMeCTO Heé IIpe/iylaraeTcs
opyras. U Tak 1jo TeX I10p, I10Ka He 6y/eT I10-
JlydeHa OKOHYaTeJIbHasl KOMIIO3UIIU, KO-
TOPYI0 MO>KHO OTIleyaTaTh Ha OyMare MIud
BOCIIPOU3BECTHU B 3BYKe. ITO OOIIIUM IIPUH-
IIUII, UCII0JIb3yeMBIN BO BCeX IIporpaMMmax,
«COUYMHSAIIIUX» MY3bIKy Ha KOMIIBIOTEpE, a
Tak>Ke BO BCeX KOMIIbIOTEPHBIX «MOJesIIX
TBOp4YecTBa». PasjnuarTcsd IIPOrpaMMbl
HabopoM IIpaBUI — QUIBTPOM, KOTOPBIA
omnpegesnseT 3¢PeKTUBHOCTh MOJeNu U
KauyecTBO Pe3yJbTaToB. «HOTHBIN CIIMCOK
— 3TO KOMIIbIOTEpPHasi UHCTPYKIUS, OIIpe-
ZleJIgIoIas I10 CyIeCTBY Ty MHQOpPMAIUIO,
KOTOPYI0 COOOIaX0T MY3BIKaHTy HOTHL. B
3TOM CIIMCKe YKa3aHO, KaKas HOTa JJ0JDKHA
OBITH ChITPAaHA K Ha KAKOM UHCTPYMEHTE, eé
IIPOJ0JKUTEILHOCTD, BBICOTA ¥ TPOMKOCTB.
CIIMCOK 4aCTO BKJIFOYaeT JOII0JTHUTEIbHYIO
UHbOPMAaIIHIO, OIIPesesIgoIy0 TeMOp 1H-
cTpyMeHTa. HOTHBIe CIIMCKYU, KOHEYHO, He
II0X0’KH Ha OOBIYHBIe My3bIKaJbHbIE I1ap-
TUTYPBL. OHU COCTOAT U3 OYKB U UMCe,
UHTepIpeTUPyeMbIX KOMIILIOTEPOM KakK
BXOJHble [TaHHBIe [JI1 CHUHTE3UPYIIIUX
BBIOOPOYHBIE 3HaAUEHUS «MHCTPYMEHTOBY,
KOTOpPBIE B CBOIO 0Uepe/lb COCTOSIT U3 COOT-
BeTCTBYIOIIIUM 00pa3soM COeJUHEeHHBIX Te-
HepaTopoB»!. «O6pa3oM» «<HOTHOTO CITUCKa»
CerofiHs MO>KHO CUHUTAaTh, HAIIpUMep, event
list MM CIIMCOK COOBITUM JIF0601 IIpOoTrpaMm-
MbI-ceKBeHcopa (cMm. [10]).

Kak B caMbIX 00ITUX UyepTax CTPOUIACH
paboTa KOMIIO3UTOpPa C KOMIILIOTEPOM?
KOMIIO3UTOpP MOT OCYIeCTBJIATH 3aIlUCh,
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pefaKIiuIo, IIPOCIyIIIUBaHMe U ITleyaTh I1ap-
TUTYPHI C IIOMOIIbI0 KOMIIbIOTepa. KoMmrio-
3UTOP CO3aBaJjl 0OCHOBHBIE TEMBI U II0pyYall
KOMIIBIOTEPY HEKOTOpPhIe THUIIOBBIE aJIro-
PUTMBI pasBUTHA: TPAHCIIO3UITUY, UMHUTA-
[TWY, MeJIOIUYeCKoe pasBUTHe, BApbUPOBa-
HUe U T. II. Aleopumm yKasblBaeT Ha THUII
TpaHchopMaIuy, UX IrJIyOUHY, JUHAMUKY,
II0CJIel0BaTeJIbHOCTh U 00bEM co3JaBae-
MBIX QparMeHTOB. IIOCKOJIBKY aJrOPUTM
— 3TO 3aKOH, II0 KOTOPOMY KaKoe-1Hu60
LIleJICTBUe pasJjiaraeTcs Ha IIPOCTeHIlHe I10-
cleoBaTeJIbHBIE OIlepaliuy, TO COBepIIeH-
HO OYeBU/IHO, UTO KOHEUHBIN pe3yJbTarT 3a-
BUCHUT OT TOTO, KaK 3TO IIpaBUJIO COCTaBJIe-
HO aBTOpoOM. IloslydyeHHass TaKUM 00pasoM
IapTUTypa pefaKTHUpoBaacb KOMIIO3UTO-
POM, 4OBOAUJIACH 10 KOHEUHOIO pe3yib-
TaTa «Bpy4YHylo». MHOIrZa IIpHU 3TOM CHOBA
HUCII0JIb30BAIUCh HEKOTOPEIE A/120PUMMObL:
IIpe/ICTaBUTh ITapTUU, BCTaBUTh WJIH HC-
KJIIOUUTH pparMeHT, CO3aTh HOBBIM U T. II.
B 3TOM Ciryyae My3bIKaJIbHBIM KOMIIBIOTED
II0MOraJl MTHOBEHHO OILIeHUTBH, HalIpUMeDp,
CBS3b TeMaTHU3Ma U IIpejrosiaraeMou ¢op-
MBI. OIleHUB I10JIyYeHHbIN pe3yabTaT, KOM-
IIO3UTOP pefaKTUPOBAJI yKe He TapTUTYpY,
a a/120pummbl, KOTOpbIEe II03BOJIUIU €€ Co-
31aTh. C UX IIOMOIIBIO OH II0JIy4asl HOBYIO
BEPCUI0 IIapTUTYPHI — U TaK Jjajiee, BIIOTh
[10 TI0JIy4eHMs >KeJIaeMOTo0 pesyJbTaTta. bu-
6/IM0TeKa TaKUX aJrOPUTMOB U CIIOCOO0B
yIIpaBJIeHUs UMHU OT COUMHEHUs K COUMHe-
HUIO IIOIIOJIHSIACh U COCTaBJIsIa UHAVUBU-
IyaJbHBIN A3BIK JAHHOTO KOMIIO3UTOPA.

KoMI103UTOPEI UMeJIH BO3MOKHOCTB CO3-
LaBaTb CBOU COOCTBEHHBbIe YHUKAaJIbHEIE
«AHCTPYMEHTHI» Ha HaydaJbHOU CTagUuU
BBIIIOJIHEHUS IIPOrpaMMbl, KOMOUHUPYS
reHepaTopsl, OJIOKM IIpOrpaMMBbl CUHTE3a
3BYKOB, — CBOEr'0 pofia, KOMIIbIOTEPHEIE MO-
JleJIU 3JIEKTPOHHBIX YCTPOUCTB, IPUMEHIB-
IIMXCS B aHAJIOTOBBIX CHHTe3aTOpax I1epBo-
I'0 IIOKOJIeHUs. «'eHepaTopsI IIpe/ICTaB/IAI0T
co60M IoAIIpOorpaMMBbl, YHCIEHHbIE BXO/bI
U BBIXOZbI KOTOPBIX COEJUHSAITCI pas3Iny-
HBIMU CII0CO6aMM»".

OfHa M3 JIYYIIUX II0A400HBIX IIPOrpaMM
6pL1a paspaboraHa b. Bepkoy®* B Macca-
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4yceTCKOM MHCTUTYTe TEeXHOJIOTUH B 70-X
rojiaX IIPOIILJIOTO BeKa. KOMIIO3UTOPHI OT-
MeyaJiu, YTOo IIpU paboTe ¢ My3bIKaJIbHbIM
KOMIILIOTEPOM HEH3MEPHUMO IIOBBIIIAEeT-
Cd YyPOBEHBb aBTOPCKOI'0 CAMOKOHTPOJIA:
BO3MO>KHOCTHU HaWTU paKTypHBIe, TeMa-
TUYeCKHe, ApaMaTypruyecKkue HecoBep-
IIIeHCTBa WX IIPOCYETHI. PaboTa ¢ KOM-
NBITEPOM JUCIIUIIIMHUPYET MBIIIJIEHHUE
U pasBuUBaeT GpaHTa3UI0, OPUEHTUPYSA Ha
IIOCTOSHHBIM ITOUCK: «f] cUUTalo, YTO KaX-
IOBIM KOMIIO3UTOP JOJDKEH clesaTh XOTSA
OBl OHO-IBA COUMHEHUS B 3JIeKTPOHHOM
cryaun» (3.B. lenrcoB* [11]). OmHaKo HO-
BBIH CII0C06 COUMHEHU II0CTaBUJI U COBEp-
IIIEHHO WHBIE 3aJayy Iiepef Ipodeccuo-
HaJIbHBIM KOMIIO3UTOPOM: II0TPe60BaIHUCh
CY’>KIeHUs JPYyIroro ypoBHs, YTOOBI KOMIIO-
3UTOP He MOI 0Ka3aThCs BO BJIACTU TeXHU-
YeCKUX MAaHUIYJIAIINUMN, COIYTCTBYIOIIIUX
TBOPYECKOMY IIPOIleCcCy C ydacTHeM MY3bI-
KaJIbHOTO KOMIIbI0Tepa. «HoBBIe cpeficTBa
U3MEHSI0T MeTOJ|; HOBble MeTO/Jbl M3Me-
HAIOT OIIBIT U IIepe’KUBaHue. A HOBBIE IIe-
PeXUBaHUS U OIIBIT U3SMEHSIOT YesIOBeKa»
(K. IlTTokxayseH).

I[Iportecc co3paHus 3JIeKTPOHHBIX 3BYKOB
C IIOMOIIILI0 ITUPPOBBIX TEXHOJIOTHUM 0UEHb
OBICTPO CTaJI 3aMellaTh COO0M OCIIUJLIATO-
PBL, CHHTE3aTOPHI U APYyTHe ayJAUOUHCTPY-
MEHTHI U IBUJICA CBOeOOpasHbIM CTaH/ap-
TOM /IJ11 KOMIIO3UITUU B 00JIaCTH 3J1eEKTPOH-
HOM My3BIKH. He TOJIbKO ITUPOBOM CUHTE3
3BYKa, ero IIporpaMMHpOBaHUeE U 3JIeKTPOH-
Hasl KOMIIO3UIIUS CTau IIPUOPUTETHBIMU
HallpaBJIeHUSIMH B MY3bIKe, HO U HUHJAY-
CTpHsA 3BYKO3aIlUCHU IlepeobopyzoBaiach
C JOJITOUTPAIOIIUX ayAHUOTEeXHOJOTUM Ha
UG POBYIO 3aIIHCh, CO3/iaBast JOTIOTHUTE Ib-
HBIe «IIPOCTPaHCTBa» I TBOpUYecTBa. I[{ud-
po-aHasoroBoe IipeobpasoBaHue — I[AII,
wiu digital-to-analog conversion, u obpar-
HBIU IIpOIiecC — aHaJIo0roBO-ITUGPOBOE IIpe-
obpasoBanue (AIII), niu analog-to-digital
conversion, CTAaHOBATCS CTAHAAPTHBIMH JIJI
TEeXHUKHU KOMIILIOTEPHOTO CUHTe3a 3BYKa.

Jpyro#, IUPOKO HCIIOJIb3yeMBIH as-
20pumm CHUHTe3a 3JIeKTPOHHOIO 3BYKa,
peanusyemoro c rnomoinbo MKT, 6511 co3-
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JlaH Ha OCHOBe IIPUHITUIIA YaCTOTHOU MO-
LyJIayy, paspab0oTaHHOIO U OIIMCAHHOIO
k. YoyruHroM** B 1973 rony B CTaHbOpPI-
CKOM yHHUBepcureTe. B atu roasl FM-cuH-
Te3 CTAHOBUTCSI OCHOBHBIM 3JIEKTPOHHBIM
HCTOYHHUKOM MY3bIKaJIbHOTO TeMbpa.

HanmoMHUM, UTO MOZYJIAITHEN B CUCTeMax
3BYKOBOI'O CUHTe3a Ha3bIBaeTCs U3MeHeHue
B pesyJibTaTe BO3/IeMCTBUS KaKOI'0-IH60
YCTPOMCTBA Ha BXOAHBIE ITapaMeTphl IpyTo-
ro yCTPOMCTBA. (ITO IIOHATHE He UMeeT HU-
4yero 00IIero C IOHATHEM MOAYJIAIINN — CMe-
HOW TOHAJIbHOCTH B My3bIKe. ECJIN IIpoBecTH
rapaJjuiesib C My3bIKaJbHBIM UHCTPYMeH-
TOM, TO MbI OOBIYHO MOJYJIMPYEM CHUI'HAJI
(3BYK) I10 YacTOTe, HA)KUMas Ty UJIN UHYI0
KJIaBUIIy Ha KJaBUaType, a TPOMKOCTb —
aMILIUTYLy 3BYYaHUSI — CHUJION yJapa IIo
KJIaBHIIIe.)

MopyJIanys IIIUPOKO IIPpUMeHsIeTcs KaK
B pa3/IMYHBIX TEXHOJIOTUSAX CUHTe3a 3BYKa,
TaK U B 38yKOMEeMOpPANbHOM NPO2paAMMU-
posaHuu, 06J1aCTb KOTOPOTO OrpaHUYeHa
TOJILKO YesJIOBeueCcKoU paHTasueur U BO3-
MO>KHOCTSIMM allllapaTHBIX U IIporpaMM-
HBIX Cpe/cTB. [I[prMeHeHVe MOAYJISIINH [T
3BYKOBOI'0 CUHTe3a I103BOJIIeT II0JIyYUTh B
CIIeKTpe CHHTe3UPyeMOI0 3ByKa 00JIbIlIOe
KOJINYeCTBO COCTaBJIAIOIINX, IIPUYEM CTPO-
I'0 3aJlaHHBIX, HEOOXOJUMBIX 3HaUEeHUN.

HecMoTps Ha TO, YTO C IIOMOIIBIO AM-
NAUMYOHOU MOJYAAUUU MOKHO II0JIydaTh
OUYeHb CJI0KHBIe (boraThle 10 3BYyYaHUIO)
CIIEKTPBI, UMHU JOCTATOYHO CJIO’KHO YIIpaB-
JIATh. ITO 0OGCTOATENILCTBO CUJIBHO OTpa-
HUYMUBaeT 06J1aCTh IIPUMeHeHUsI aMILIU-
TYAHO-MOJAYJISIIITUOHHOTO CHUHTe3a 3BYKa,
a 3BYK, II0JIyYeHHBIN TOJBKO C IIOMOIIBLIO
IIAHHOTO c1r1oco6a, JIeTKO y3HATH I10 0C060MY
«3BeHAIeMY» OTTEHKY (IPU3BYKY). BMecTe
C TeM MeTO/l aMILIUTYAHOU MOAYJIAIINU KaK
IOIIOJIHUTEJILHBIN 3JIeMeHT IIPUMeHsIeTCsS
LOCTAaTOYHO YacTO, ero HCI0JIb30BaHUe
B CJIOKHBIX CHCTeMaX CHUHTe3a SBJIIeTCs
Upe3BBIYaMHO I10JIe3HBIM.

YacToTHAasA MOAYJIALIUA «0OBIYHO BBI3HI-
BaeT acCoIMallyI0 C IIMPOKO IIpUMeHsIe-
MBIM B pafiiOTeXHUKEe MeTO/I0OM Ilepefaqyu
HHGOpMAIUU IIYyTEM MOJYJIHUPOBAHUS».
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MeTon 4aCTOTHOM MOAYJISAIIUU I103BOJISIET
U3 MUHUMAaJIbHOTO YHCJIa CUHYCOUIAJIb-
HBIX TeHepaToOpPOB IIOJYYUTh OUeHb CJI0K-
HBIe CIIEKTPBI, COCTOSIIME U3 JIF000T0 KOJIH-
yecTBa KOMIIOHEHT, U I1apaMeTpaMU 3THUX
CIIEKTPOB JIOCTATOYHO JIETKO YIIPaBJIATH.
(BcrioMHUM, UTO B MY3BbIKaJIbHOM CHUHTE3e
4aCcTOo 0OKa3bIBaeTCs I10JIe3HBIM BMECTO IIPO-
GUId 3ByKa UMeTh JIeJI0 C eT0 CIIeKTPOM, TO
ecTb ®ypre-o6pasom. [leproguyuecKu 3ByK
uMeeT JUCKPETHBIU CIIEKTP.)

MeTot 4aCTOTHOM MOZYJIAITUU JIET B OC-
HOBY I1eJIOTO IIOKOJIEHUS CUHTEe3aTOPOB
¢upMmsbl «Yamaha». «IIpocToTa 3TOM TEXHO-
JIOTHU I103BOJIVJIA CO3/1aTh KJIAaCC HEeOPOTIUX
HHCTPYMEHTOB C IIPOCTHIM UHTepdericoM, 3a-
BOEBAaBIIIUX OO0JIBIIYI0 IOIIYJIIPHOCTD Cpeu
He TOJIbKO IIpo$eCcCrOHaI0B, HO U JIF0OUTe-
J1e’ My3bIKU. C FM- i UM-CHMHTe3aTOpOB U
Hayvasiachb UCTOPUA IIIUPOKOT0 IIPUMeHEeHU
3JIEKTPOHHBIX UHCTPYMEHTOB B MacCOBOM
My3BbIKaJIbHOM oOpasoBaHuu» (.M. Kpa-
CHJILHUKOB® [12, c. 7]). BriocjiencTBUM Ha
ocHOBe UM-cHHTe3a ObLJIH CO3/TaHbI MOJeIN
MHOI'MIX CHHTe3aTOPOB. ITOT BUJ 3BYKOBOI'0
CHHTe3a II03BOJIIeT OBICTPO CO3/laBaTh He-
00X0iIMBble 3BYKU U TUOKO U3MEeHITh UX B
mporiecce paboTsl ¢ HUMU. TakuM 06pasom,
B Havasie 1980-X ro0B IIOSIBUJIOCH O0JIBIIIOE
KOJINYeCTBO 3JIEKTPOHHBIX UHCTPYMEHTOB,
paboTarinux Ha ocHOoBe FM-cuHTe3a. OHU
OBLIM HEOPOTUMM 110 IleHe ¥ UMeJIH IITUPO-
KU CIIeKTP MY3bIKaJIbHBIX BOSMOKHOCTEM.

OTMeTHUM, 4YTO METOJ aJJUTUBHOI'O CUH-
Te3a ¥ FM-cHHTe3 ObLIU [IePBBIMU TEXHOJIO0-
TUSIMU 3BYKOBOTO CHHTe3a JIJIs1 BOCIIPOU3Be-
[IeHUs MYy3bIKaJIbHBIX 3BYKOB IIPU IIOMOIIIU
KoMIIbIoTepa. [IpuMeHsII0TCI OHU U ceryac,
HO B YCOBepIIIEHCTBOBAaHHOM MeTOZie 0TOopa.

VHCTPYMEHTHI CJIeyIOIero IOKOJIeHUs
— BoJytHOTabsiuHble (Wave Table v WT)
CUHTE3aTOPbl — MOJKHO OXapaKTepH30-
BaTh KaK OZHOCTOPOHHUE CaMILIepbl. OHU
II03BOJISIOT U3BJIEKATh U3 CBOEU ITaMATH U
CBOOOIHO MaHUITYJIUPOBATh OOJIBIIUM KO-
JINYEeCTBOM BBICOKOKQUeCTBEeHHBIX I'0JIOCOB,
KOTOpEIe CO3/laHbl HA OCHOBEe OITUPPOBKU
3ByYaHUs PasIMYHbBIX aKyCTUYECKUX, 3JIeK-
TPOHHBIX MY3bIKaJbHBIX HHCTPYMEHTOB U
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1ryMoB. WT-CHHTe3 OCHOBaH Ha HCII0JIb30Ba-
HUM 3apaHee CO3aHHbIX 3BYKOBBIX 00pa3o0B,
UHPOpPMAITU 0 KOTOPBIX COJIeP>KUTCS B BOJI-
HOBBIX TabsmIiax. PaKTUUeCKH 3TO IIPOILeCC
TaKOM ’Ke, KaK U CUHTe3 C HCII0Ib30BaHUEM
CIMILIOB.

B 11esioM MOXHO OTMETHUTH, UTO II0SIB-
JIeHHe MY3BIKaJIbHBIX KOMIIBIOTEPOB U
o6pIicTpoe pasButue MKT cylecTBEeHHBIM
06pasoM IOBJIUSIO Ha pa3paboTKy HOBBIX
MeTOJUK CHHTe3a 3ByKa W 3HAYUTEJbHO
pacIIMpPHIIO HAIIK IIpefiCTaBJIeHUs 0 TeMOpe
MY3BbIKaJIBHOIO 3BYyKa. SIpKo# JeMOHCTpa-
IIMer TOro, KaKk MO>XHO aHaJIM3UPOBaTh U
CUHTe3UpOBaTh 3BYK HEOOXOAUMOI0 KOM-
II03UTOPY TeM6pa, MOKeT II0CIIYy>KUTh pabo-
Ta, BBIIIOJIHEHHA4 ellle B 1965 roxy B pupme
Bell Laboratories ¢ppaHITy3CKUM KOMIIO3U-
TopoM U ¢usukoM JK.-K. Pucce®. MaTTbI03
U [T¥pc OIMUCHIBAIOT BCe HIOAHCHI U JIeTaIu
CHHTe3a 3BYKOB Ha IIpMepe MeJHBIX IyXO-
BBIX HUHCTpyMeHTOBX. B cBoei paboTe Pucce
ceioBaJl MeTOAMKe, KOTOPYI0 Has3bIBAIOT
aHaJIM30M IIYTEM CHUHTe3a. B paMKax 3Toi
MeTOAWKU CHavajla aHaJIUu3UupyeTcsd 3BYK,
4acTo C IIOMOIIIbI0 KOMIIbIOTepa. 3BYK pas-
61BaeTCd Ha OT/eJIbHbIe YaCTOTHbIE KOM-
IIOHEHTBI, U OIIpeiessieTcss OTUbaroIas JyIs
Ka’K/[01 KOMIIOHEHTBI .

PasBUTHE KOMIILIOTEePHBIX TEXHOJIOTHUH B
MY3BbIKe CYII[eCTBEHHBIM 00pa3oM II0BJIHSIO
Ha TaK Has3bIBaeMBIU «I'padUUeCKUi» CIIO0-
co6 co3gaHud 3ByKa. [Iporjecc cuHTe3a 3ByKa
II0CPeCTBOM er0 «pPHUCOBAHUSA» — O3BYYHU-
BaHU4 IIpeIBapUTeIbHO CO3/LJaHHOrO rpadu-
4eCcKoro obpasa 3ByKa — OIIMCHIBaeT My3bI-
KaHT ¥ u3obperatess JI.C. TepmeH*’ B KHUTe
«dU3HUKa U My3bIKaJIbHOE UCKycCTBO»M. Hc-
I10JIb30BaHMe rpadUyecKoro BBOZa 1 BbIBO-
Jla My3bIKaJIbHOM MHPOpMAIUU, 0COOEHHO
MY3BIKaJIbHOM HOTAIWH [6], ITOJTy4YHIIO 3HA-
4UTeJbHOe PasBUTHE, B YaCTHOCTH, 6J1aro-
naps onbiTaM M. MaThroca B Bell Telephone
Laboratories, JI. CMuty* B CTa3H$OpACKOM
yHUBepcuTeTe U Y. bakcToHy*® B TOpOHTO.

3HauuTeJIbHOE Pa3sBUTHE B 3TO Ke BpeMs
I10JIy4al0T TBOpPYECKHE UCCIeJOBAaHUA B 00-
JIaCTH paboTHI C 3JIeKTPOHHBIM 3BYKOM KakK
CO CpeACTBOM M TeXHHUKOM KOMIIO3HUIIUH.
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Taxk, HarlpuMep, OTMedaJsIcs BO3paCTaroIui
HHTepec K aHaJOTOBO-IIUPPOBOMY IIpe-
06pa3oBaHUI KAaK K KOMIIO3UITLUOHHOMY
MY3bIKaJIbHOMY UHCTPYMeHTyY. Y. Jlomx*,
KOMIIO3UTOP M3 My3bIKaJIbHOIO KoJUIezKa
B BpykiinHe, co3fasi, UCIIOJIb3ys JTaHHYIO
TeXHOJIOTHIO, PSJ IapTUTYP, Cpefu KOTO-
prix «Cascando» (1978), «Any Resemblance
Is Purely Coincidental» («Bcsikoe cXocTBO —
qucTas cJaydarHoCcThb») (1980) u ap.

Kiaccuueckas CTyausa KOHKPETHOH MY-
3bIKH, co3aHHad I1. [lleppepom*! B [Taprke
(PpaHnMsg) U Bo3rJaBiasieMas B Hadase 70-X
rozoB ®. betisreM*?, o6opyzayercs UpoBoit
TeXHUKOU. OCHOBHOe HalIpaBJIeHHUe paspa-
O0TOK U HCCJIeJlOBAHUU B 3TOM CTyqUM OBLIO0
CBSI3aHO C PasJIMYHBIMU MaHUITYJISAITUSAMU C
peasbHbIMU 3BYKaMHU.

Heo6xX01¥MO OTMETUTH TaK)Ke COBep-
IIIeHHO MHYI0 MOJeJIb 3BYKOBOIO CUHTe3a,
paspaboTaHHYIO BIlepBhle B 1971 rogy Xui-
JgepoM u II. PyrcomM®: 0HH 3aliporpamMMu-
poBasiu nuddpepeHIIUATIBLHEIE YPaBHEHUS,
OIIKCHIBAKOII[Fe BUOPAIMOHHbIE IIPOIleCChI
TaKUX 00bEKTOB, KaK CTpyHa, MeM0OpaHa,
IIJIACTHUHBI U Tpyba. ITa TEXHOJIOTUS, He-
CMOTPS Ha TO, YTO UMeJla OUeBUHBIE CJI0XK-
HOCTH MaTeMaTH4eCKOIo XapakTepa — Uy
KOMIIO3UTOpPA U IIPOTPaMMUCTa YXOLUJIO
MHOTO BpeMeHHU [JI1 ee peayid3aliuU, —
IIpUBJIEKJIa 3HAUUTeIbHOe BHUMaHUe U 3a-
HHTEepeCOBaHHOCTH TeM, YTO My3bIKaJIbHas
KOMIIO3UIIYS, [I0JIy4eHHasi TAKUM 06pasoM,
He 3aBHCeJIa HU OT aHAJIOTOBBIX alrapar-
HBIX CpPeJCTB, HU OT aKyCTUYeCKUX 0COOeH-
HOCTeW BOCIIPOM3Be[eHUS 3BYKa.

JApyruM Ba>KHeHIIIUM HallpaBJIeHUEM,
OIIpefieIMBIIIUM pasBUTHE MY3bIKaJIbHOIO
koMmneroTepa ¥ MKT B 11es10M, CTajIo CO-
3/laHMe CIlelMaJIu3UpPOBaHHbIX IIUYPOBBIX
MalluH — IUPPOBBIX UCIIOJHUTEIbCKUX
MY3bIKaJIbHBIX UHCTPYMEHTOB, OCHOBAH-
HBIX Ha MUKPOIIPOIIeCCOPHOU TeXHUKeE U
IpefiHa3sHaUYeHHBIX VI BBICTYILJIEHUN B
KOHIIepTHBIX 3aj1aX. be3ycJI0BHO, pasBUTHE
TAaKOI'0 PO/ia MY3bIKaJIbHBIX KOMIIBIOTEPOB
OBLJI0O OYeHBb OBICTPHIM, TaK KaK OHO CTa-
HOBHWJIOCh HEBEPOSITHO IIIMPOKO BOCTPe6O-
BaHHBIM B CaMbIX pas3JIMYHBIX 00J1aCTX,
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BKJIIOUasg obpasoBaHue. HeKoTopkle U3 Ta-
KUX UHCTPYMEHTOB OBIJIN CO3JaHbl CIIEITH-
aJIbHO [JIs peajii3alluU BhIPa3sUTEJbHBIX
CPe/iCTB, HeOOXOAUMBIX B KOHKPETHBIX
KoMITO3UIIUAX. Takoi, Halpumep, OblIa
SalMarConstruction, cosganHas C. MapTu-
paHo* B 1970 roay. BOJIBIIUHCTBO TaKUX
MY3BbIKaJIbHBIX UCIIOJTHUTEIECKUX KOMIIBIO-
TePHBIX UHCTPYMEHTOB OBLJIO IIpefHa3Haue-
HO JI/Is1 3aMeHBI aHAJIOTOBBIX CHHTE3aTOPOB,
I103TOMY OHHU OBIJIN CHa6KeHbl YCII0BHBIMU
KJIaBuaTypaMu. OGHUM U3 CaMBIX PAaHHUX
TaKUX UHCTPYMEHTOB ObLI Egg — CcHUHTe3a-
TOP, CO3MaHHBIN M. MaHTU® B VHUBepCcUTe-
Te ropoga Opxyca B [laHuu. Synclavier 6s11
IIpeficTaBJIeH I1037Ke, OH cofiep>Kasl Iudpo-
BOoe 000pys0BaHHWE U OPUIHHAJIBHOE IIPO-
IrpaMMHoOe o6ecrieyeHue. 3aTeM, B 1980-x ro-
Iiax, 6pL1 paspaboTaH MGPOBOM IKBUBAJIEHT
cuHTesaTopa Myra (cosgaHHOro B 1960-X).

B riocsiegHee BpeMs IIOJTYYUIIN IIIUPOKOe
pasBUTHE HOBBIEe TEXHOJIOTUU CO3JaHUSA
MY3bIKaJIbHOI'O 3ByKa MeTOZOM TaK Ha3bl-
BaeMoro ¢pr3uYeCcKoro MojieIMpoBaHusd. OH
OCHOBBIBAETCd Ha UCII0JIb30BAHUU MaTeMa-
TUYeCKUX MOJieJsiel, OIIUCHIBAIOIUX (Bep-
Hee, MOJeJIUPYIOIINX GU3UUecKHU) 06paso-
BaHHe MY3BIKAJbHBIX 3BYKOB B pPeayIbHBIX
My3BbIKaJbHBIX MHCTPYMeHTaxX. /Ijig reHe-
panyu 3ByKa (4acTo B peKHMe peabHOIo
BPeMeHM) UCII0JIb3YI0TCI MaTeMaTUUecKue
MoOZeJIM GU3NUYECKHUX BOJIHOBBIX IIpOIlec-
COB, XapaKTepHBLIX /I 3BYKOOOpa3soBaHUsI
peaJibHBIX HHCTPYMEHTOB, Pe3yIbTaThl KO-
TOPBIX, BhIpakeHHbIe B [TUGPOBOM KO/IE,
TPaHCIUPYIOTCA B 3BYKOBOM CHUTHAaJ IIPU
IIOMOIIM U (PO-aHaAJIOrOBOro IIpeobpaso-
BaTeJis (LTAID).

MeToabl pU3UYECKOTO MOJIEIUPOBAHUSA
II03BOJIAIOT BJIMATH Ha CaMble «TOHKHE» C
MY3BIKaJbHOM TOUYKU 3PEHUs 3JIeMeHTHI
3BYKa U TeM CaMbIM CYIIleCTBEHHO U3MEeHATH
ero XapakKTepUCTUKH, BKIKOYasd KOHKpeT-
HBIe CII0COOBI U YCJIOBUS U3BJIeUeHU 3BYKa,
YUUTHIBas XapaKTePUCTUKU OKPY Karollen
cpezbl, aKyCTHUKY IIOMeIlleHUH, CyIlleCTBeH-
Hble 3JIeMeHThI TeMOPOBOM OKpaCKHU U [Ip.

CBoicTBO QU3NUECKUX MOJeser Haubo-
Jlee aleKBaTHO OTOoOpakaTh 0COOEHHOCTH
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peasbHBIX UHCTPYMEHTOB — €r0 OCHOBHOE
IIPeUMYIIeCTBO 110 CPAaBHEHUIO C OCTaJIb-
HbIMU. OTHAKO MeTOof, GU3UUYECKOTO Moje-
JIMPOBaHUSA O4YeHb TPYAOEMKUU U TpebyeT
IJIyDOKUX 3HAHUU B 00JIaCTU aKyCTUYECKUX
0Cc06eHHOCTe! CTPOeHUS U 3ByKOU3BJIeUEeHUS
KOHKPETHBIX MHCTPYMEHTOB, & TaK)Ke 3HaHUS
MEeTO/[0B UX MaTeMaTH4eCKOr0 OITUCaHU.

OTMeTHM, UTO IIOMUMO IIePeUrCIeHHBIX
paHee c110co60B co3/1aHUA (CUHTe3a) 3BYKa,
eCTb 0COOBIH CII0CO0, He UMeIOIIUM [IPaKTH-
YeCKW HUKaKHUX OTPaHUYeHUU — 3TO CO6-
CTBEHHO IIpOrpaMMHpOBaHNe MYy3bIKaJlb-
HOTO 3ByKa. /laHHBIHN CII0CO6 CO3/laHUS MY-
3bIKaJIbHBIX 3BYKOB II0JIy4aeT B II0C/IeJHee
BpeMs LIMPOKOe pacIpocTpaHeHWe Cpegu
MY3BIKaHTOB, TaK KaK B UX pacCIIOpsLKeHUN
HMEITCS IIPOorpaMMBI (MX YHCJI0 U Kade-
CTBO, a TakXe yA06CTBO UCIIOJIb30BaHUSI
HEYKJIOHHO BO3pacTaeT) aJIlfTOPUTMHUYECKOMN
KOMIIO3UIIUHU 3BYKa C YOOHBIM I10JIb30Ba-
TeJIbCKUM HHTepdericoM — 3TO IIporpaM-
MHUpPOBaHHE MY3bIKU WU 3BYKOBEIX SIBJIe-
HUU. [IpyuHIUI paboTHl TAKOr0 poja IIpo-
IPaMMHBIX CpeJl, CHa0KEHHBIX Y0O0HBIM
«MY3bIKaJIbHBIM» HUHTepQecoM, Jierye I1o-
HATH MY3BIKaHTY, €J1ab60 3HAKOMOMY C IIpO-
IrpaMMHpPOBaHHUEM, UeM IIPOrPaMMHUCTY, He
3HAKOMOMY C MYy3bIKOM.

B manbHereM 6p11H paspaboTaHbl IIPO-
rpaMMsbl «C-Sound», Max/MSP — 3T0 S3BIK
aJITOPUTMUYECKOI0 MY3BIKaJbHOIO IIPO-
IrpaMMUPOBaHMs, CO3/LaHHBIN [IJIs1 OITMCAaHUS
CBOMCTB 3JIEKTPOHHBIX «UHCTPYMEHTOB»
(3J7IEKTPOHHOTO «OpKecTpa») U I0cJeL0Ba-
TeJIbHOCTH 3BYKOB, HCIIOJHSIEMBIX 3TUM
«OpKeCcTpOM», UX I1apaMeTpoB (CBOEro poja
«IIAPTUTYPEI»). 3alIcaHHas TaKUM 06pasoM
My3bIKaJbHasi KOMIIO3UIIUS MOJKET OBITH
IIPOCJIyIIaHa C IIOMOIIBIO0 JII000M 3BYKOBOC-
IIPOU3BOJAIIEN IIpOrpaMMbl. BO3MOXXHOCTH
TAKOT0 PO/ia MY3blKA/IbHO20 NPO2PAMMUPO-
8AHUSL OTPAHUUYMBAIOTCA JIUIIL TOJIBKO MY-
3BIKAJIbHBIM 3aMBICJIOM KOMITO3UTOpaY.

KoMIibl0oTepHOE MOZeJHpOBaHUe 3Jle-
MEHTOB MY3bIKaJIbHOT'0 TBOPYECTBA

B 1960-e roAbl IOJYy4YUII pPa3BUTHE eIlé
OJIVH Ba>KHEMIITUY aclleKT CO3aHUs MY3bI-
KaJIbHOU KOMIIO3UITUH — MOJIeJIMPpOBaHUe

72

3JIEMEHTOB MY3BLIKaJbHOTO TBOPYECTBA.
[IpucyIe TBOPYECTBY 3aKOHOMEPHOCTHU
MBIIJIEHUSA Y BOCIIPUATHS CTaIU U3ydaTh C
HCII0/Ib30BaHHUEM METOZ0B MO/Ie/TUPOBaHUA
Ha IBM (11epBoHaYaJIbHO — B paMKaxX CO3/a-
HUS CUCTEM HUCKYCCTBEHHOI'O MHTEJJIEKTA).

OcHOBHasA 3ajadya MOJeJHPOBAHUA
TBOPYECTBA COCTOUT B BBIABJIEHUU U QOP-
MaJIA3aIiiy TeX OOIIUX 3aKOHOMEPHOCTEH,
KOTOpbIEe YeJsIOBEeK UCII0JIb3yeT HeOCO3HaH-
HO, UHTYUTUBHO. THTYUITUA OIUpaeTcsd Ha
00BEeKTHUBHO CYILeCTBYIOII[HE, XOT elllé He
oOHapy’KeHHbIe 3aKOHOMEPHOCTH, U MOJie-
JIMPOBaHUe Ha KOMIIbIOTepe, IBJIAACH MOIII-
HBIM MeTO/IOM II03HaHUs, CII0COOCTBYET II0-
CTHDKEHHUIO IIyOMHHBIX, HEOCO3HAHHBIX 3a-
KOHOMEPHOCTEeHN MBIIIJIEHUS U TBOPYECTBA.

O6CcyXeHHe 3TOM UHTepPeCHOM U BeCbMa
HEeOHO3Ha4YHOU IIp06JIeMbl HAUHEM C 06pa-
meHud K uMmeHHu P.X. 3apunosa* (CCCP), Ko-
TOPBIN 3aHUMaAJICI MaIlIMHHBIM MOZeJIUPO-
BaHMeM TBOPUYECKHUX IIPOIecCcoB B 006J1aCTH
MY3BIKH ¥ KOTOPOTIO II0 IIPaBy MO’KHO CYH-
TaTh IIE€PBOIIPOXO/IIEM 9TOI0 HallpaBJIeHHUs.
Pe3yybTaTel, IIOJIly4eHHBIe 3apHUIIOBBHIM,
HOCAT QyHAaMeHTaJbHBIN XapaKTep U J10
CHX IIOp IIPUBJIEKAIOT IIIHPOKOEe BHUMaHUe
YUEHBIX U MY3bIKAQHTOB B Halllel CTpaHe U
3a pybesxoM. «IleJib 9KCIIEPUMEHTOB I10 MO-
[eJIMPOBAaHUI0 MY3bIKaJIbHBIX KOMIIO3UITUHA
Ha MallliHe — He 3aMeHa KOMIIO3UTOopa
MAalllUHON U He CO3laHHe MY3bIKaJIbHBIX
IIe/leBPOB, U Jla’ke He COUMHEHUEe MY3HI-
KaJIbHBIX IIPOU3BEeHUH, IIpeTeHYIOIHUX
Ha “XyJ0>KeCTBeHHYI0” 3HAYMMOCTE. Moe-
JIMpOBaHMUe — 3TO OJ{UH U3 IIePCIIEKTUBHBIX
MeTO/[0B 00 beKTUBHOIO <...> UCCIeJOBAHUA
TBOPYECTBa, METO/ IIOATBEePKAEeHUs ITHUIIO0-
Te3 0 “CKPBITHIX” 3aKOHOMEPHOCTIX U HUH-
TYUIIHH, “ceKpeTax” MeJOSJUYHOCTH U “I0-
XOTYUBOCTH” MY3bIKaJIbHBIX COUMHEHU»°.

B My3bIKe 0CO6€HHO OILIYyTUMO IIPOSIBJIA-
eTCcs UHTYUTHUBHA [[esITeIbHOCTh Kak IIpU
COYMHEHMH, TaK U IIPU €€ IIPOCIYIIIUBAHUH.
Jlarke JIFOOMTEIM MY3BIKH YaCTO COUMHSAIOT
«IIpaBUJIbHBIe» MEJIOJUU, He 3Had HU MY-
3bIKaJIbHOU I'PaMOThI, HU IIPaBUJI IIOCTPO-
€HUsI MY3BIKAJbHBIX COUYMHEHUN, — IIO
UHTYUIIUY, OCHOBAaHHOM Ha OIILITE, KOTO-
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PBIM TaK)Ke HEOCO3HAHHO IIpuobpeTaeTcs
IIpU MPOCAYLIMBAaHUU MY3bIKH. IMEHHO
3[leChb U IIPOSIBJISIETCS SIBJIEHUE IlepeHoca
WHBapUaHTHBIX MYy3bIKaJIbHBIX CTPYKTYP.
BcriomHUuM, uyto rosopui C.C. IIpokopbes?’
0 IIpoIlecce COYMHEHUS MY3bIKU: «MBbI Ha-
YMHaeM MeJIOAUIO0 C KaKOM-JIN60 HOTHI. /I1
BTOPOM HOTHI MBI MO’KEM BBIOpATh JIFOOYIO
U3 TeX, KOTOpHIe Jie)KaT B IIpefieslaX OKTa-
BBl BBepX U OKTaBhl BHU3. OKTaBa BBEPX
uMeeT 12 HOT, ¥ CTOJILKO >Ke UMeeT OKTa-
Ba BHU3. ECJIM K 9TOMY MBI IIpUOaBUM elllé
Ty ’Ke HOTY, C KOTOPOX MBI Havyau (160 B
MeJIOAVU MBI MO>KeM IIOBTOPSITh OJHY HOTY
IiBa pasa), TO B HallleM pacIoOpsDKeHUH I
BTOPOM HOTHI MeJIOAUU OyZIeT yrKe 25 Bapu-
aHTOB, a Il TpeThel — 25 YMHOKeHHbIe Ha
25, TO eCThb 625 BapuaHTOB» .

F'oBOps 0 IpaKTUYeCKUX pes3yjbTaTax
IIpU COYUHEHUU IpodPecCUOHAIbHONU MY-
3BIKH, 3/1eCh MBI KOCHEMCS TOJILKO OJJHOTO
13 MHOTHUX — MeTo/la YCJIOBHO Ha3BaHHOTO
«MeTO/I0M 3ar0TOBOK» (TepMuH P.X. 3apurio-
Ba). [Ipy COUMHEHUN MY3bIKM HeTpaJuIU-
OHHOM CTPYKTYPBHI II0JIy4YeHHbIe MalllUHHbIe
BapUaHTHI pa3JIMYHBIX MYy3bIKaJIbHBIX Qpar-
MEHTOB TPeOyIT 0T60pa, KOTOPHIU IIPOBO-
IUTCS KOMIIO3SUTOPOM — HauboJIee yiauHble
COUMHEHUS OH BKJIKOYaeT B CBOU IIPOU3Be-
neHusd. /ig KaXKaoro gparMeHTa 3aroTOBKHU
IOJKHBI YA0BJIETBOPATH OIpezelé HHbIM
YCI0BUAM, IIPEAYCMOTPEHHBIM B IIPOrpaM-
Me. TakuM 06pa3oM, MallllHa UCII0JIb3yeTCs
IJIS1 IIPETBOPEHUS B JKU3Hb HJIeX KOMIIO3U-
Topa. Tako¥ crioco6 counHeHUs paspaboTall
¢paHIysckuil komosurop f. KceHakuc, 1
B MY3bIKe HeTPaJUIIOHHOI0 HallpaBJIeHUs
9Ta Hjiesl OKasajach IJIOLOTBOPHOM, OHA
HalllJla CBOe IIPOJ0JIKeHUe B TBOPYECTBe
I1. Bap60*, P. Py>xkuuku?’, JI. ActBarjaTpsiHa®.
KoMmIibroTep 37€Ch OCYIIeCTBIISAET CJI0KHBIN
pPacyéT CTPYKTYpPhl Ha OCHOBe IIPUHITUIIOB
MaTeMaTHU4eCKOU BepOoATHOCTH, popMaJlb-
HOM JIOTUKH, TEOPUH I'PYIIIL

[lepe60op BO3MOXXHBIX BapUaHTOB (H,
celoBaTeJbHO, UX COUYMHEHUe, BHU/I0U3-
MeHeHUe) 3aHUMaeT OOJIbIIIOE MeCTO B
pasJMYHBIX BUJAaX UCKyCCTBa. MBICJIBL O
IIpuMeHeHUU IBM [ co3faHUs 3aroTo-
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BOK B TBOpPYECTBe He pa3 BHICKa3bIBaJach
y4€HBIMU. Kak oTMeuas B CBOUX paboTax
P.X. 3apunoB®, usyyeHue MHTYUTUBHBIX,
IJIyOMHHBIX IIPOIIeCCOB MBIIILJIEHUS B Hay4-
HOM XY/ 0’KeCTBEHHOM TBOPYECTBE JaBHO
IIpUBJIeKaeT YUYEHBIX. OZHUM K3 METO/I0B
HCCIeJ0BaHUS TaKUX IIPOIIeCCOB SIBJISETCS
MOJle/IMpOBaHue. B kayecTBe IIpuMepa aB-
TOp IIPUBOAUT BoclioMuHaHue H.B. boro-
CJIOBCKOTO0! 0 TOM, YTO B Ilepefiaye, I10CBS-
IeHHOU 40-71eTUI0 KUHOQUIbMa «/IBa 6011-
I1a», KOMIIO3UTOP paccKasasl, Kak [ repost
¢uIbMa — OfleCCUTa — OH COYMHSA CTaB-
IIIYIO IIOITYJIIPHOU ItecHI0 «IllasaH/bl, 10JI-
Hble Kedpar». UTOOBI HAIIUCATh MEJIOUI0
B BeCE&JIOM O/IeCCKOM CTHJIEe, B CTYIHIO IIPU-
IJIaCHUJIM KOPEHHBIX 0/1eCCUTOB. « Bce OHU
IBa THA I1eJI Hallepeboil BCeBO3MOJKHEIEe
TUIIMYHO OJleCCKHe IIeCHU». B pesyibTaTe
TAKOI'0 «IIOTPY’KEHHUsI» B OZIeCCKHe MeJIOLUU
KOMIIO3UTOp, COeJUHUB XapaKTepHbIe 000-
POTHI ¥ UHTOHAIWHY, HaIlKcal HOBYIO I1ec-
HI0. OUeBU/IHO, UTO Uepe3 «IIOTPYyKeHUe»
KOMIIO3UTOP MOXKeT KaK 6bI pOpMUPOBATH
WHTOHAIIMOHHYI MOJeJb JI1 COUMHEHU
MY3BbIKH OIIpeeIEHHOT0 CTUId. Takoro
poZia MojesMpOBaHUe SIBJISeTCSI TBOpYe-
CKUM IIpUEMOM, PaCIpPOCTPAaHEHHBIM B
KOMIIO3UTOPCKOM IIpaKTHKe (HallpuMep, B
«AparoHckou xote» M.U. I'muuku®, «HUTta-
JILIHCKOM Kanpuuauuo» [1.1. YaliKoBCKOTO).
ITopoXkaeHre MeJOAUN M3 Kpyra MHTO-
HaIlUi, OCHOBAaHHOE Ha IICUXO0JIOTUYeCKUX
KpUTepUsix oToopa (1o crerneHu 61aro3Byyd-
HOCTU WU KPacoThl U Jp.), OTpakaeT IIpo-
I1eCC COYMHEHUS MeJIOJUH YeJ0BEKOM,
I103BOJIASI BBIABUTH MeXaHU3M UCII0Jb30-
BaHUs TeX WU UHBIX UHTOHAIIUU B TBOP-
JecTBe KOMII03UTOpa. IIo06HO TBOpUYeCKOM
ZedTeJIbHOCTH KOMIIO3UTOPA, aJITOPUTM I10-
POKIEeHU MeJIOAUM IIPU «IIOIPY>KEeHUN» B
TUIIMYHOE MHO>KeCTBO MeJIOJUU MOJKeT 3a-
TeM Ilepe/iaTh COUUHSIEeMOMN MeJIoAH Heo6-
XOAMMYI0 HHTOHAITMOHHYIO OKPACKy. 3TOT
IIPOILeCC sIBJISETCSA CBOETO0 PO/ia IKCIIepTHOM
CHUCTeMOM. PegysibTaTOM 6y/ieT HOBask KOM-
II03UIU, HaCHII[eHHAasd UHTOHAIIUIMU U3
9TUX MeJIOAWH, II0f06HAas UM I10 CTHJII0, HO
OTJIMYAIOIIasACA 110 JPYIrUM IlapaMeTpaM.
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My3BIKaJIbHBIN KOMIIBIOTEDP CTAHOBUTCA
IIOMOIITHUKOM KOMIIO3UTOpPA IIPY BBIIIOIHE-
HUY PYTUHHOM YacTH ero paborsl. Tax, A1
BOILJIOII[eHUSI BOOOpakaeMoro KOMIIO3UTO-
poM obpasa MesI0qUHU HEOOXOIUM O0TOO0P U3
IIaMATH YesloBeKa KOHKPETHBIX My3bIKaJlb-
HBIX CPesCTB, KOTOPBIX MOJKeT 0Ka3aThCs
HeJ0CTaTOYHO /I peau3aliii TBOPYECKO-
ro 3aMbIciia. IIojo6HOe IIPOUCXOAUT U B Jles-
TeJIbHOCTH I1039Ta, U HAy4YHOI'0 pab0THUKA, U
nsobperaTessl. B aTOM ciryyae MoKeT OBITH
I10JIe3eH KOMIIBIOTEeP C ero peHoOMeHaIbHEI-
MU BBIUYHCIUTEIBHBIMHU BO3SMOKHOCTSAMHU K
BBIIIOJITHEHUIO TaKUX OIlepaljuii, KOTOphIe
[0 HeJJaBHero BpeMeHHU CUYUTAIUCh IIPUOPH-
TeTOM YeJIOBeKa, Ha/leJIEHHOT0 UHTYUITHE!.

OTMeTHM, UTO CO3JaH1e aBTOMAaTUYECKUX
KOMITIO3UITAH — 3TO BOIIPOC, KOTOPBIN MHTe-
pecoBaJl He TOJIBKO YUY€HBIX. OH ObLI Upes-
BBIYAMHO IIPUBJIEKATEeIbHBIM U V1T MHOTUX
BeJIMKHUX KOMIIO3UTOPOBR.

Kaxk y>xe oTMeuasoch, B XVIII Beke 6bL1a
IIIUPOKO pacIpocTpaHeHa Urpa C Urpaib-
HBIMHU KOCTSIMU U He TOJIbKO B JIFOOUTeJIb-
CKHUX Kpyrax, HO ¥ CpeJu KOMIIO3UTOPOB.
Ero 3aHUMaJIMCh U TaKHe BCEMUPHO U3BeCT-
Hble My3BbIKaHThL, Kak @.9. bax®3, W. Tamga®,
I.®. l'ergens™ u ap. Tak, B 1757 rony Kup-
H6eprepoM®® 6610 OITyOJIMKOBAaHO «PYKOBO/I-
CTBO K COUMHEHUIO I10JIOHE30B ¥ MEHYITOB C
IIOMOIIIBI0 UTPaIbHBIX KOCTek». MHOTHe I1y-
OJIMKaIlMU TaKOIr'o Po/ia CBA3aHbI C UMeHeM
MorapTa, KOTOPOTO Ype3BbIYaliHO IIPUBJIe-
KaJIu II0/I00HbIe UHTeJIEKTyaIbHbIE T'0JI0-
BOJIOMKH. [10 CBHUeTE/ILCTBY COBpEeMEeHHU-
KOB, OH TaKUM METOZO0M COYMHHJ MHOIO
MEHYITOB, POH/I0, BaJIbCOB U T. II. IIpy 3TOM
Iopa’kaeT He TO, 4To MorapT BecbMa 00-
CTOATEJILHO U3y4aeT U HUCCIelyeT BO3MOXK-
HOCTH «aBTOMaTHYECKHX» KOMIIO3UIIUN
[3], kak, BupoueM, U latigH, KupHGeprep,
®.3. bax 1 gp. MomapT IbITaacd CO3LaBaTh
MY3BIKY C IIOMOIIBI0 UI'PaJbHBIX KOCTeH,
4TO MUMeJIO BIIOJIHE OIIpe/ieIEHHBIN CMBICII,
CII0COOCTBYSI 9KOHOMUHU TBOPYECKOM 3HEP-
ruu. B 1793 rogy 651710 U3jaHO IIPUIIUCHIBA-
emoe Monapty «PyKOBO/ICTBO, KaK IIPH II0-
MOIIM ABYX UI'PaJbHBIX KOCTEH COUYMHATH
BaJILCHl B JIIOOOM KOJIMYeCTBe, He HUMes

HU MaJIeHIlero IIpe/CcTaBJIeHNs 0 My3bIKe
U KOMIIO3ULUK». O IIOIYJISPHOCTH I10/100-
HBIX METOJ0B TOBOPST UX MHOTOYUCJIEH-
Hble IlepersjaHus B II0CIeAYIOIHe TO/bL.
MysblKasbHas urpa Momapra — 3TO JIET-
Kas CUCTeMa i1 COUMHEeHUA 6eCKOHEeYHO-
ro KOJIMYeCTBa BaJbCOB, POH/I0, MEHYITOB
U T. II., KOTOpad J0IlyCcKajla MHOTHe MUJLIN-
OHBI KOMOMHaIUM 6e3 IIoBTOpeHUs. Bee mo-
JTOGHBIE CITI0COOBI C HEOOJIBIITUMU U3MEeHEeHU-
SIMU CBOJATCS K CJIeYIOII[eMY, OIIMCAHHOMY
KupHGeprepoM 11 COUMHEHUs MEHYITOB.
ViMeeTcs cocTaBjIeHHAas: aBTOPOM PYKOBOJ-
CTBa TabJIUIIQ, IIPe/ICTaBIIAIOIN A COOOM HOT-
HBIU IIaH C IIeCTHI0 IlepeHyMepOBaHHbIMU
KOJIOHKaMH (I10 4K CJTy pas/IMYHbIX AP Ha
IpaHsaX KOCTHU) U C BOCEMBIO CTPOKaMHU (110
YHCJIY TAKTOB MY3bIKaJIbHOM IIbECHI)S.

CoTpyfHUKaMU y4eOHO-MeTOLHuUeCKOMN
JabopaTopuu «My3bIKaJIbHO-KOMIIBIOTEP-
Hble TEeXHOJIOTUN» POCCHUIICKOTO Trocymap-
CTBEHHOTO IIe/larOTHYeCKOro yHUBepCcuTe-
Ta uM. A.W. T'epriena I'.I'. besioBeIM, A.B. T'o-
pesbueHKO’” 1 .B. Top6yHOBOM GBLI CO3/1aH
ubpoBoM 06pasoBaTe bHBIN pecypc (IIOP)
«My3bIKa B IIUGPOBOM IIPOCTPAHCTBE», B
KOTOPOM, B YaCTHOCTH, IIpe/iCTaBJIeHa pas-
paboTaHHas aBTOpaMH My3bIKaJIbHas UIpa,
Io706Has1 OIINChIBaeMOU B «PYKOBO/ICTBE...»
B.A. Monjapra. B sagaHuu 110, Ha3BaHUEM
«My3bIKaJIbHasg KOMOMHATOPUKa» C IIOMO-
IIIbI0 MY3bIKaJbHOI0 KOMIIBIOTEPA MOKHO
rnopaHTasupoBaTh B lyXe MOILIaPTOBCKOM
UTPBHL, B X0/ie KOTOPOM HY>KHO 6pocaTh I1apy
UIpaJIbHBIX KyOUKOB. B COOTBETCTBUH C I10-
JIyYeHHBIMHU YMCJIaMHU PacCTaBIISAIOTCI My-
3bIKaJIbHBIE IByTaKThl, COUMHEHHBIE HAMU.
CyThb TaHHOM UIPHI 3aKJII0UaeTCd B 3aI10JI-
HeHWUU BOCbMHUTAKTa FTOTOBbIMU OJHOTAKTO-
BBIMM CEMILIaMHU, YTOOBI BOSHUK 3By4Jalllui
BaJIbCOBBIN I1epHOJ, Ka>K/AbIN pa3 ¢ HOBBIM
yepesoBaHUeEM 3TUX 3JIeMeHTOB! (3Ta My-
3bIKaJIbHas Urpa IipejcTaBjieHa B EnuHOMN
KOJIJIEKITUM ITUPPOBBIX 00pasoBaTeJIbHBIX
pecypcoB MuHuHCcTepcTBa 06pasoBaHUs U
Hayku P®). lobaBUM K CKasaHHOMY, UTO
KOMIIbIOTEpHas peasusanusl IIporpaMMbl
6p1a ocymiectBieHa C.B. Yu6UpéBBIM™ u
A.A. BornaHOBBIM®®.
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3aMeTHM, YTO Ha HavaJIbHOM 3Talle HC-
I10JIb30BaHUSI KOMIILIOTEPHBIX TeXHOJIOIHUH
B MY3BIKe I Ka)KI0U KOHKPeTHOM MY3bI-
KaJIbHOM 3a/la4yM B IIpoliecce COo3aHus Heoo-
XOIUMBIX OTTEHKOB 3By4aHUs TeMOpa U [U-
HaMUKU ero pasBUTHs TPeb0BaoCh pasHoe
obopy/oBaHue, pasjMuHOe, IIOPON aBTOP-
CKoOe, CO3laHHOe UI1 JaHHOI0 BapHaHTa MC-
I10JIb30BaHU, [IPOTPaMMHOe 0becIieueHHue.
Bcé aTo orpaHHUYMBaIO0 TBOPUYECKHUM IIPOIIECC,
3aCTaBJISUIO IIPOdeCcCUOHAIbHBIX MY3bIKaH-
TOB I10JIb30BaThC UMEIOIIHMMCSA B HaJTUYHUH
CTPOI0 OrpaHUYeHHBIM Ha60POM TeMOPOB.
BricTpoe pasButue MKT o6ecrieunsio pas-
paboTKy ¥ BHeJJpeHe B TBOPUYECKUU U 0bpa-
30BaTeJIbHBIN IIpOIlecCc GOJIBIIOrO KOoJInYe-
CTBa PasHOOOpa3HOro IIpodeccuoHaJILHOIO
MY3BIKaJIbHOT'O IIPOIPaMMHOT0 00eCIIeueHNUs,
CIIOCOGHOT0 MOJIe/IMPOBAaTh pasIMUHEIe JJjIe-
MEHTBI My3bIKaJIbHOTO TBOpUecTBa. I1o cyTH,
BCe 3TU IIPOrpaMMbl — OY/Ib TO CEKBEHCOD,
ayJuopesakTop, IIporpaMMa-KoOHCTPYKTOP
UJIU IIPOrpaMMEl I CBeJeHUs WU MacTe-
PHUHIa — IIPU3BaHbI M00eAUPO8AMb Te WA
HUHBIE 3/IeMeHTHI My3bIKaJIbHOI'0 TBOPYECTBaA.
9TO MOOYKIaIo U faBao BO3SMOKHOCTD
YUYEHBIM U My3bIKaHTaM Pas3IUYHbIX CIIeI[U-
aJIbHOCTeM II0CTUTraTh TAUHCTBA IJIyOUH MY-
3BIKaJIbHO-TBOPYECKOI'0 IIpoIjecca BO BCEM
ero MHOroo6pasuu, BKJIIOYas IIPUHITUIIE
BOCIIPUATHS MY3bIKaJbHONM MHOOpPMaIUU
4Jesi0BeKOM. 06 3TOM IIporjecce IUIIEeT BhI-
Jaroluicad ¢paHIy3CKUN KOMIIO3UTOP U
apxuTtekTop . KceHakKuC B IIpeICI0BUU K
CBOEU OCHOBHOM MY3BbIKaJIbHO-TBOPUYECKOM
paboTe «PopmasrsoBaHHas My3bIKa»'.
Bosibimiasg paboTa B JaHHOM HallpaBJIeHUH
B Poccuu ObLIa IIpoBefileHa COTPYIHUKaMU
CKB «IIpomeTeii» 1101 pyKoBOZACTBOM b.M.
l'aseeBa® B Kasanu u B CaHKT-IleTepOypr-
CKOM YHHUBepCUTeTe aBHAIpubopocTpoe-
HUA 110J pyKoBoACcTBOM M.C. 3ayiMBaHOrO.
PaboTsl I'ajsleeBa U ero COTPyAHUKOB B [jaH-
HOM HaIIpaBJIEHHH IIOCBAIIEHEI BOIIPOCaM
Ipeobpa3oBaHUs rpapUUYeCKUX CTPYKTYpP B
Mys3bIKaJIbHBIe (Mesioguueckue)'. B paborax
3a/IMBaJHOTO OTPAXKEeHEI Pe3yJILTaThI HCCIIe-
IOBaHUM, 3aTparuBaroIUX IIPo6IeMbI MoJie-
JIMPOBAHUA CEMaHTHY€ECKOr0 IIPOCTPaHCTBa
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MY3BIKH, BHIPaO0TKU OIITUMAaJIbLHOTO UCCJIe-
IOBaHUS JIJI1 XapaKTEePUCTUKU PasIMUHbIX
aCIIeKTOB JIOTUKU MY3bIKaJbHOU KOMIIO3U-
MU (IIpeo6pasoBaHus MY3bIKaJIbHBIX TeM,
TUIIOBBIe CTPYKTYPHI MHOTOTOJIOCUS U AP.),
BBIPab0TKM OCHOB MOJ[eJIMPOBaHUS MY3bl-
KaJIbHBIX CHHEeCTe3Uu".

Pas3suuyHble acleKThl BOIIPOCOB MY3BI-
KaJIbHOM JIOTUKU U MOJIeJIMPOBaHUS My-
3BIKU pacCMOTPEeHBl B HCCJIeLOBaHUSAX
C.C. Ckpe6KoBa®, KOTOPBIA CUCTEMHO 0606-
IIIUJI My3bIKaJIbHO-UCTOPHUYeCKHUH IIPOIiecc,
U paborax C.A. duinatoBa-bekmaHa®, mpu-
MEHUBIIIETO MaTeMaTU4YeCKHe MeTO bl MO-
[leJIMPOBaHMUA K aHAIN3y U QOPMUPOBAHUIO
9KCIIepPHMeHTaJIbHBIX MY3bIKaJIbHBIX KOM-
TIO3UITHIA.

B VMJI «My3bIKaJIbHO-KOMIIBIOTEP-
Hble TexHosioruu» PITIYV uMm. A.W. 'eprieHa
C.B. YubupéBrIiM paspabaThiBaeTcs TeMa
«HMccienoBaHre MaTeMaTH4YeCKUX MoJe-
Jieli, pa3paboTKa aJIrOpUTMOB U UHTepel-
ca IMPOrpaMMHOTO KOMILJIeKca 06paboTKu
3BYKOBBIX ¢parMeHTOB B popmaTe MIDI»,
IIOCBSIIEHHAs MOZeJIMPOBAaHUIO 3JIEMEHTOB
MY3bIKaJIbHOTO TBOpUYeCcTBa. ABTOp paspa-
60Tasl KOHIENITyaJbHYI0 UJ[e10, COCTaBJIg-
IOIIy}0 OCHOBY CHCTeMBbl UCKYCCTBEHHOIO
WHTeJIJIeKTa B IIpoliecce co3JaHus mpodec-
CHOHAJILHON MY3bIKaJIbHOM KOMIIO3UIIUH,
daxkTUUeCcKH, — KUOepHETUUEeCKYI0 CUCTe-
MY 3JIEKTPOHHOI'O BUPTYaJIbHOI0 KOMIIO3HU-
TOpAa, YIIPaBJIIeMyI0 My3bIKaHTOMX.

[Ipucymiye TBOPYeCTBY 3aKOHOMEPHO-
CTU MBIIJIEHUS U BOCIIPUATHUS HU3y4aloT-
Cs1 CeTOAHSI MeTO/laMHU MOJe/IMPOBaHMUs Ha
KOMIIbIOTEepe B paMKax IIpo6JeMbl UCKYC-
CTBEHHOTO0 UHTeJIeKTa. OCHOBHAs 3ajayda
MOJleJIUPOBaHUS TBOpPYECTBa COCTOUT B
BBISIBJIEHUY U QopMain3aiiy TeX 0OIUX
3aKOHOMEPHOCTEeH, KOTOpble UesIOBeK HC-
I10JIb3yeT HeOCO3HAHHO, UHTYUTUBHO. be3-
YCJIOBHO, IIPU MOZeJIMPOBaHUM BO3SHUKAeT
MHOTO CJIOKHOCTeH, TPyLHOCTeH, 3TO 06-
CTOSITeJILCTBO IIPUBEJIO K TOMY, UTO MY3bI-
KaHTBI-UCCJIeI0OBATEIH IIEPEeIlIN OT UieUn
MOJIeJIMPOBaHU TPALUITUOHHOU MY3BIKU
K HJlee CUHTe3UpPOBaHU MY3bIKU HOBBIX, B
TOM 4YHCJIe HeTPaJUIIMOHHBIX CTPYKTYP.
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O TepMHHOJIOTHYECKOM
cJIOBape «HHTEe/LIEKTYyaIbHBIX»
HallpaBJIeHUM POK-MY3bIKH

CTaThbs IIOCBsIIleHA B3aUMOJEHCTBUI0 U
COOTHOIIIEHUIO TaKUX IIOHATHH, KaK apT-pPOK
U IIPOTPECCUB-POK B TEPMUHOJIOTHYECKOM
CI0Bape POK-My3bIKK. O6a OHU OIIMCHIBAIOT
LOCTaTOYHO HEOZHOPOAHOE CTHUIEBOE
HalpasJieHHe POK-MY3bIKH, XapaKTepHbIMHU
0CO06EHHOCTIMM KOTOPOI'0 CTAHOBATCI
pacirpeHre KOMILIEKCa KOMIIO3UITHOHHO-
BBIpasUTeJIbHBIX CPEACTB, JHaJIOT C APYTUMU
BHU/IaMHU MY3bIKaJIbHOM KYJIbTYPBI, IIpeKe
BCero aKaJeMHUUeCcKOoH («KIacCuuecKomn»),
HHTeJUIEKTYaJInu3aliud CofeprKaHus,
HUCII0JIb30BaHMe HOBATOPCKUX 3BYKOBBIX
TeXHOJIOTUH. II0IBUBIIIKCEH B aMepUKaHCKOMU
U O6pUTAHCKOM poK-IIpecce B KoHITe 1960-

X TOJI0B, TEPMHHEI CO BpeMeHeM MeHsIIN
3HaueHMUe, a TpaHUIlA MeXXTy HUMH
IIpoJoJIKajla 0CTaBaThCA PasMBITOM.

ABTOp cTaThu IIOAPOOHO paccMaTpUBaeT
HUCTOPHIO BOSHUKHOBEHMS, ObITOBAaHUSL U
CMBIC/IOHATIOJIHEHUS IIOHATUH «apT-POK»

U «IIPOTPeCCUB-POK» B 3apy0OesKHOU U
0TeueCTBEHHOU JIUuTepaType, YTOUHIET UX
3HaueHMe, 00palaeTcs K COIyTCTBYIOIIIUM
CTUJIEBBIM OIIpefie/IeHUsAM. /lestaeTcs BBIBOJ,
0 O0JIee yHUBepCaJIbHOM U 00061Iar0IeM
3HAUeHUHU TePMUHA «IIPOTPECCUB-POK»,
KOTOPBIA Ha COBpeMeHHOM 3Talle MOKHO
IIOHUMATh KaK OOIIMPHBIN «CTUIEBOU
KOHIJIOMepPaT», «CYMMY» MHOTOUMCIIEHHBIX
pasHoBUIHOCTeH. X 06111eit
XapaKTepUCTUKOU IBJIIeTCI HAIIPaBJIeHHOCTh
Ha CHUHTe3, YCI0)KHeHHe BhIPasUuTeIbHBIX
CpeziCTB, BBIXOZ, 3a IIpefesIbl IIPUBBIYHBIX
TPaHHUIl POK-MY3BIKH.

79

Concerning the Question

of the Terminological
Dictionary of the “Intellectual”
Directions of Rock Music

The article is devoted to the interaction
and correlation of such concepts as art rock
and progressive rock in the terminological
vocabulary of rock music. They both describe
a rather unordinary stylistic direction of
rock music which both turns to academic
“classical” music and at the same time expands
the compositional expressive means of rock
music aimed at synthesis and experiment. The
terms “art rock” and “progressive rock” (just
as the musical trend itself) appeared in the
British and American press in the late 1960s,
however the boundaries between them have
remained rather vague. The author of the
article examines the history of the emergence,
existence and signification of the terms “art
rock” and “progressive rock” in the musical
literature of Russia and other countries,
specifies their meanings, and also turns to the
appropriate terminology, styles and genres.
The conclusion is arrived at about a more
universal and generalizing meaning of the
concept of “progressive rock,” which may be
comprehended as a “stylistic conglomerate,”
the “sum” of numerous stylistic varieties, the
general characteristic features of which is
the directedness towards stylistic synthesis,

a complexification of expressive means and
musical form, as well as the overcoming of the
customary boundaries of rock music.
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E1mé pa3 00 «apTe» U «IpOrpeccuBe»

OIIPOCHI TEPMUHOJIOTUH U IIOHATUWHO-

I'0 CJI0Bapsl POK-MY3BIKH IIPO0JDKAI0T

0CTaBaThCd aKTya/IbHBIMU U CeTO/IHSL.
06 3TOM CBHUIETEJILCTBYIOT HOBBIE HCCIIE0-
BaHU{ Ha IaHHYIO TeMy, HallpuMep, HeflaB-
HO BBIIIe/IIast cTaThs B. CeipoBa «[IoHATUN-
HO-TEPMHUHOJIOTUUECKHE aCIeKThl poKa»
[25]. laHHBIN MHTEpeC 00YCIOBJIEH TEM, UTO
3HaueHMHe HeKOTOPBIX TEPMUHOB, OTHOCSCH
K 006J1acTH «CcaMOHa3BaHUW» POK-MY3BIKH,
IIPOJI0JKAeT 0CTaBaTHCsI OMOHUMUUYHBIM,
HeJI0CTaTOYHO IIPOSICHEHHBIM WJIU Ke Me-
HfeTCs C TedyeHHEM BpeMeHHU. ABTOPOM
BOIIPOCHI CTHUJIEBOM TEPMUHOJIOTUN TaKXXe
yoKe paccMaTpuBaauch [20, 21]. OgHaAKO K
TaKUM CTUJIEBBIM OIIpefiesIeHUSAM, KaK «apT-
POK» U «IIPOTPECCUB-POK», CTOUT BEPHYTHCSI
elé pas, IIOCKOJIbKY 10 CUX II0P OCTAaéTCs
OTKPBITHIM BOIIPOC UX IpaHUIl. «bopbbar
JAaHHBIX TEPMUHOB B 3apy0eKHOU POK-JIU-
TepaType Iu1a Ha IIpoTsoKkeHuu 1970-1980-x
TOJI0B, XOTS 3alla{Hble UCTOYHUKU I10CTIe]l-
HUX JIeT JeMOHCTPUPYIOT HOBBIE IIO/IXO-
Ibl K sIBJIEHUIO, IIpefjiaras pacliipeHHYI0
TPaKTOBKY TepMHHA «IIPOTrPeCCUB-POK». B
O0Te4yeCTBEHHOU JINTepaType O POK-MY3bl-
Ke, Ha aHa/JIU3 KOTOPOH B CTaThbe CHeJlaH
0COOBIM aKI[eHT, XPOHOJIOTUYEeCKasd CMeHa
TEPMHHOB «apT-» U «IIPOIPECCUB-POK» B
1980-1990-e roxsl BO MHOTOM Oblya 00y-
CJIOBJIEHA HEPaBHOMEPHOCTBHIO Pa3BUTUA Y
Hac My3bIKaJIbLHOI'O HAIIpaBJIeHUs, KOTOpOe
OHU onrchIBaIn. TakuM 06pasoM, IiesIb CTa-
ThbU — IIPOCJIEAUTH JUHAMUKY yKa3aHHBIX
CTUJIEBBIX OIIpefieJIeHUN B 3apy0OesKHOU
U 0TeYeCTBEHHOU JIuTepaType, YTOUHUTH
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IpaHUIIBl OIIpefiesIeHUM, BHIABUThL 0COOEeH-
HOCTH UX COBPEMEHHOM TPaKTOBKH.

11 Havasia cieyeT CKasaTh HEeCKOJIBKO
CJIOB 0 CaMOM MY3BbIKaJIbHOM SBJIEHUH, I10-
poIuBIlIeM aHHBIe TepMUHBL. Ha py6exe
1960-1970-x roz{0B IIPOTECTHOE MUPOIIOHU-
MaHHe W pajuKaJIbHOe OTPUIlaHHe KYJIb-
TYPHOTO IIPOIIJIOTO YCTYIIMJIO B POK-MY3BIKe
MeCTO HHTepecy K KJIaCCHYeCKOMY HUCKYC-
cTBY. IlepBEIe OIIBITHI TBOPYECKOT0 B3aUMO-
IeCTBUS 0OHAPY>KUBAIOTCA B 1966-1967 ro-
Iax B TBop4yecTBe The Beatles 1 HEKOTOPBIX
IPYTHUX KOJIJIEKTUBOB. B 1966-69-X rogax B
bputanuu ¢opMUpOBaHUeE IIPOTPeCCUB-PO-
Ka He ObJI0 OJHOMOMEHTHBIM (TBOPYECTBO
rpyan The Wilde Flowers, Vanilla Fudge,
The Gods, Greatest Show On Earth, panHHUX
Moody Blues coueTasio yepThI ICUXO/EIUK-,
II0II-, IIpOrpeccuB-pokKa). Ha pyb6eske cieny-
IOII[eTO0 J[eCATHU/IeTHU Hayaslo CKJIaJbIBaTh-
Cd U I1eJI0e pOK-HallpaBjleHMe, B KOTOPOM
obpallieHre K MUPY «BBICOKOTO UCKYCCTBa»
IIPUHAJIO CTaTyC OCHOBHOTIO XY/05KeCTBEH-
HO-CTHJIEBOTO IIpHUéMa. ITO B IIEPBYIO OYe-
pens 6putaHckue rpynmsl — The Nice, Pro-
col Harum, Emerson, Lake & Palmer (ELP),
King Crimson, Genesis, Yes, Gentle Giant,
Van Der Graaf Generator u npyrue. [[Jis1 HUX
aKaJieMHUYeCcKoe UCKYCCTBO B IITUPOKOM JU-
arnasoHe oT PeHeccaHca U 6apOKKO [0 po-
MaHTH3Ma U aBaHrap/a CcTa0 UICTOYHUKOM
TBOPYECKUX UJIed U BIOXHOBEHUs, a TAKXKe
COOCTBEHHO MY3BIKaJIbHOIO MaTepHaJa,
KOTOPBIN POKEPHI CTPEMUMJINCE JOHECTH 10
IITUPOKOY MOJIOZEKHOU ayJUTOPUH.

C Ipyrou CTOpPOHBI, CBOSI BeTBb apTH-
3anuu [26, c. 43] pasBuBajsach B CIIIA —
HaIlpuMep, HU3BeCTHBIM aMepUKaHCKUU
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npoprocep dui Ciekrop, paspabaTsiBasi B
1960-x mpuHIuik! the wall of sound («cTeHa
3ByKa», HHOTIa — «aMEePUKaHCKUI 3BYK»),
BJIOXHOBJISIJICS 3By4YaHHeM BarHepOBCKOTO
OpKecTpa, paclIupsijl COCTaB PUTM-H-0JII0-
30BOTO 03HIa 3a CUET AYXOBOM CEKIUH,
KJIaBUIIIHBIX UHCTPYMEHTOB (OH IIPOJIOCH-
poBas U aJbb0Mbl GPUTAHCKUX apTUCTOB,
B ToM umcJie Let It Be rpyninel The Beatles).
Bpaitan Yuiicos, Juziep U Ipojtocep IpyIl-
el The Beach Boys, ucriosiHsABIIEH ITOHaYa-
JIy HelIpUTs3aTeJIbHbIe IIECHU B CTUJIE CEPQ,
I0C/IeJ0BaTeJIbHO BBOJWI B €é 3By4YaHUe
«KJIaCCU4YeCKHe» 3JIeMeHTHI. IKCIIepUMeH-
TajbHas crieHa Horo-lMopka, chopMHpOBaB-
11asicsa BOKPYT XYZA0’KHUKa JHAU YOpXoJIa,
OpHeHTHUpPOBaJach Ha aBaHTap/l, [IOMCK Heo-
OBIYHBIX 3BY4YaHUH, IICUXO/eJINI0; HEOObIU-
HBIM MUKCT pas3HbIX HalIpaBJIEHUH C aKI|eH-
TOM Ha BUPTYO3HOCTb U 3BYKOBOM 3IlaTak
IIpeJcTaBUJI TUTapUCT PpsHK 3arrma B Je-
6r0THOM asibbome Freak Out cBOe IpyIIIbl
The Mothers of Invention (1966).

Jlajieko He Bcerja obpallieHue K «KJIaCCH-
Ke» II0/ipa3dyMeBaJIo HeIl0Cpe[ICTBEHHO pas-
JIMYHBIe BUBI 00pab0TOK, IIUTUPOBAHUA U
cTunu3sanuu. CyIlecTBEHHYI0 POJIb UTPajio
IJIyOMHHOe BIUSHUE Ha YPOBHE MY3bIKaJlb-
HO-BBIPa3UTeJbLHBIX CPeJCTB, GOPMBI U CO-
Iep>KaHus. ITO IIPOABUIOCH B OOpallleHUH
K pa3JIMYHBIM JKaHpaM aKaZleMUYeCKOU My-
3BIKH, pacCIINpeHUH TeMOpPOBOM IaJIUTPhI
(3a CUET CUHTe3aTOPOB, OPKECTPOBBIX HUH-
CTPYMEHTOB U I1eJIbIX CUMPOHUYECKUX CO-
CTaBOB), B IOBBIIIIEHHOM BHUMaHUU K BUp-
TYO3HO-UCIIOJITHUTEJIbCKON CTOpPOHe, CO3-
DaHUU KPYITHOMACIITaOHbIX KOMIIO3UITUU
(KOHIIeIITyaJIbHbIX aJIb60MOB), UCII0JIb30-
BaHUU CJIO’KHBIX PUTMUYECKUX, TapMOHU-
YeCKUX, MeJIOJUYeCKUX CTPYKTYP. TeKCThI
IeceH IOJHUMAJU CepbE3Hble IIP0OJIEeMBbI
COBPeMEeHHOCTH HJIH, HAaIIpOTUB, YBOJAU-
JIA B chephl IICUXO/eINUYECKUX I'PE3, 4acTo
HOCHUJIM CHOppeaJJMCTUYeCKHUN XapakTep.
Takuie $opMBI pOK-MY3BIKH HEPEJKO Ha3bl-
BaJIU UHTeJJIEKTYaJIbHBIMU, X0TS Hapsay C
«BO3BBIIIIEHHOCTHI0» U HAIIPaBJIEHHOCTHIO
Ha «pa3yMHOe BOCIIPHUSITHE» B HUX COXpaHs-
JIMCh U 6a30Bble CBOMCTBA pOKa: OTpOMHas
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POJIbL pUTMa U TeMOpa, UCIIOJTHUTEIHCKOIO
«paiBa», 3MOIIMOHAJIbHO-4YyBCTBEHHOTO
BO3/IeMICTBUS Ha CIIyIIaTeIs.

g onmucaHUs IIOLOOHBIX SBJIEHUU B
OpUTaHCKOM U aMepUKaHCKOM JIuTepaType
IIOIBUJIVICH [IBA CTUJIEBBIX OIIpe/le/IeHUs —
«ITPOTPECCUB-POK» U «apT-Pok». Ob6a Tep-
MHHa 0003HavaJIy, I10 CYTH, OJHO U TO K€,
XOTS UMEJIU pasHble OTTEHKHU. «APT-POK»
(oT aHrJI. art — UCKycCTBO, MaCTepPCTBO; Xy-
I0’KeCTBEHHBIN) — IIOHATHE, BO3HUKIIIEE B
KoHIIe 1960-X TOZ[0B B 6pUTaHCKOM IIpecce,
XOTS TOYHOE «MeCTO U BpeMsi» ero II0sBJIe-
HUs cefyac yCTaHOBUTH CJIOXKHO. Cl10Baphb
Merriam-Webster 0THOCUT ero mepBoe yIIo-
TpebsieHHe K 1968 roxy [40]. TepMuH 10/-
YEPKUBAaET CBSA3b POKa C «KJIACCUKOM», ero
«Xy[0KeCTBEHHOCTh», CTpEMJIEHUE YCIIOXK-
HUTb [IPUBBIYHBIE GOPMBI U MY3bIKAJIbHYIO
JIEKCHUKY. OffHa U3 TEOPHUM IIPOUCXOXKIEHUSA
IIOHATHA «aPT-POK» CBA3aHa C TeM, YTO MHO-
T'Yie UCIIOJIHABIIINE eT0 MY3bIKaHTHI (Hallpu-
Mep, yuyacTHUKU Pink Floyd) 6111 cTyeH-
TaMH XY/J0KeCTBEeHHBIX KoJule/mkel (art
schools). XoTs, pasymeeTcs, faaeko He Bce
BOCIIMTAaHHUKU TaKUX YUeOHBIX 3aBe/leHUN
UI'paid apT-poK (CTOUTH Ha3BaTh, HAIIPU-
Mep, The Rolling Stones, Kinks u fp.). Tepmun
IIPOHUK U B 3a0KeaHCKUH POK-JIEKCUKOH. B
rioccapuu The Rolling Stone Record Guide
(1979) ipu omrcaHUU apT-poOKa OTMedasach
«BBICOKas cepbeé3HOoCTh» (high seriousness)
MY3BIKH, «I'pPaHUYalIas ¢ IIOMIIe3HOCTBIO U
IIPEeTEeHIIM03HOCTLIO», a TaK)Ke 3aUMCTBO-
BaHue [IPUEMOB U CPe/ICTB U3 eBPOIIeHCKOMN
KJIAaCCUKH U aBaHrap/a [45]. Cpenu mpezcra-
BUTeJIe apT-poKa cJI0Bapb HasbkIBaeT Ta-
KX UcIIosiHUTe e, Kak ELP, King Crimson,
Roxy Music, bpaitad 1Ho, UTO ompepessieT
JOCTaTOYHO IITUPOKHUM ITOAX0] K SIBJIEHUIO.
HekoTopsle U3 yKasaHHBIX apTUCTOB (ROXY
Music) urpaau ckopee MATKUN «COPUCTU-
[IUPOBaHHBIN» IIOII-POK C OOJIBIIION POJIBIO
BHU3yaJIbHOM COCTAaBJIAIOIEN B 0OpMIIEeHUUN
IUIACTUHOK, APYyTHe Ke — IJIIM-POK/3JIeK-
TPOHHBIM 9MOUeHT (bpaiiaH 11HO).

OnpepeseHue «IporpeccuB» (0T aHIJIL.
progressive — IIPOrpeCcCUBHBIN, Ilepero-
BOM, II0CTyIIaTeJIbHBIN) II0SBUJIOCH B IIOIIY-
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JIIPHOM MY3BIKe 3aJI0JIT0 [I0 POKa — eIllE BO
BTOpOM ImosioBUHe 1940-X ero BBEJI B aMe-
PUKaHCKUU [PKa30BBIN JIEKCUKOH [pKa3o-
BBIU IIMaHUCT, apaH>KUPOBIIUK, 09HTUIED
CraH KeHTOH. OH IIpUMeHMNJI TEPMHUH «IIPO-
IpecCUB-IyKas» IJIs1 OIHCAaHUS 3BYYaHUSA
COO6CTBEHHOI'0 OpKeCcTpa, KOTOpoe Xapakx-
TePU30BaJIOCh HACHIIIEHHBIMU, MOIITHEIMU
apaHXUpPOBKaMH, YCIO0KHEHHBIMU IapMo-
HUsAMU [14]. B cepeguHe 1950-X TEpMUH CTaJl
HUCI0JIb30BaThC KaK CUHOHUM IIOHATUSA
«MOJIepH-IPKa3» (TO eCTh BCeX COBPeMEeHHBIX
Ha TOT MOMEHT HallpaBJIEeHUM [[)Ka3a, B IIPO-
THUBOBeC TPAJUIIMOHHOMY JPKa3dy), a 3aTeM
IIpaKTUYeCKU BBIIIeJ U3 yIIoTpebseHus. B
POK-JIEKCUKOHE TEPMUH «IIPOTPECCUB-POK»
nogBuiICcd Ha pybexke 1960-1970-x rozgos
(Io3’ke cTaso0 4yaCcTo BCTpeyaThCd COKpa-
IleHUe «IIPOT-pokK»). CalT 0 6pUTAHCKOM
poke Ministry of Rock oTHOCUT ero mmepBoe
HCIoJsIb30BaHUe K 1967 rony [41]; KpyIIHBII
MeXXIyHapOoaHBIHN pecypc ProgArchives [42],
TIOCBAIIEHHEBIN IPOTPECCUB-POKY, CChLIaEeT-
Cs Ha aHHOTAIIVI0 K aJIb00MYy aHTJIUNCKOHN
rpynmnsl Election 1968 roga (0fHOMMEHHO-
My), I'Zle CJI0BOCOYeTaHUe progressive rock
OBLI0 IIPUMEHEHO [JIs1 OIIMCaHUS U3bICKaH-
HBIX apaH’>XUPOBOK 3TOM, B CYII[HOCTH,
$0JIK-pOKOBOM I'pyIIIbl. McciemoBaTesb J1-
BapA MakaH IpUBOAUT paKTUUeCKH aHaJIO-
TUYHBIA IpuMep — liner notes Ha 00JI0KKe
IeOTHOro ajspbomMa OPUTAHCKON I'PYIIIBI
Caravan (1969), orMmeuass o6H/IHe HecTaH-
NapTHBIX My3bIKaJbHBIX PasMepoB, U30III-
PEHHBLIX TapMOHUM, CMEH TEMIIOB U JUHA-
MUKH U BOOOIIE «II0UYTH CHUMPOHUYECKYIO
CJIO’KHOCTb» TBOPYECTBA 3TOM TPYIIILI, B
OTJINYME OT «OTPAHUUYEHHBIX YCIIOBHOCTEMN »
IOII-MY3BIKH [38, . 26].

B 1970 ropy BoIIILIO A Progressive Rock
Portfolio amepukaHckoro aBTopa Kena Maxk-
K3JIMpa, B KOTOPOM HOBBIM TEPMUH OBLJI BbI-
HeCeH yJKe B 3arjlaBue, XOTs BpsJ JIU peub
IIJIa UMEHHO O IIPOTPeCCUB-POKe KakK O CTH-
Jle — CKOpee BCero, 3TO U3faHue IIpe/icTaB-
JIS1JI0 CO60M GQOTOKHMUTY (K COXKaIeHUI0, OHa
Obl1a M3/laHa CTOJIb MaJbIM TUPa’koM, 4TO
ceryac HaWTH e€ Ja’ke Ha calTaX aMepu-
KaHCKHUX OMOJJIMOTEK IIPpaKTUYeCKHU HeBO3-
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MO>KHO) [38]. BiiusTe IbHbIN aMepUKaHCKUMI
POK-KpUTHUK JlecTep BaHr3, MycaBIIUN [
>KypHaJioB Rolling Stone u Creem, B HauaJie
1970-X UCII0/Ib30BaJI TEPMUH «IIPOTPECCUB-
HBIN POK» /11 0003HaUEeHU 11eJI0T0 CIIeKTpa
HapOoKJaBIIUXCS CTHUJIEH, OT pKas-poKa /10
TaK Ha3bIBa€MOT0 «H0>KHOT0 pOKa», KasKIbIH
U3 KOTOPBIX BBIZIEJIMJICSI BCKOPE B CAMOCTO-
ATeJIbHOE CTUJIeBOe HallpaBJIeHHEe CO CBOU-
MU XapaKTepHBIMU uepTaMHu. Ilo3ke BaH-
I'3 IIPUMEHSJI IIOHATUE «IIPOTPECCUBHBIN»
MMEHHO 110 OTHOIIIEHUIO K POK-IBJIEHUSAM,
CBA3aHHBIM C KJIACCUYECKON MY3BIKOH,
HalpuMep, K TBopuecTBy ELP [32]. B yxe
yIoMsAHyTOM ryioccapud The Rolling Stone
Record Guide TepMHH «IIPOIPeCcCUB-POK»
pasbACHAICA CIeyIOIUM 00pa3soM: «PoOK,
OPHUEeHTHUPOBAHHELIN Ha eBPOIIEMCKUM KJIac-
CUYEeCKUU MeTOJ[ MU TeXHOJIOTHUYeCKUe
9KCIIEPUMEHTHI, HHOI/Ia OIIUCHIBAETCA KaK
IIPOTPECCUBHBIM, XOT €C/IM OH IIPOTpeccH-
BeH, To JIuTia Puuapa' — ato MoHa JIusa»
[45, c. 618]. [Ipu 9TOM B UM CJIE IIPE/ICTaBUTe-
JIey HallpaBJIeHUs Ha3bIBAJIUCh IIPaKTUYe-
CKH Te yKe caMble IPYIIIEL, UTO U [IJI1 apT-po-
ka — King Crimson, ELP, Roxy Music, Yes,
HEeKOTOphIe U3 HauboJiee U3BECTHHIX HEOPU-
TaHCKUX rpymil (Focus, Tangerine Dream).
MO>KHO IIPUHTH K BBIBOJY, YTO IIOHAYa-
JIy TEPMUH «IIPOI'PECCUBHBIN» He UMeJI TOU-
HOM CTHUJIEBOM TPAKTOBKU M O3HA4Yas BCE
HOBOE, HEOOBIUHOe, «BIIEPENCMOTpPAIIEe»
B POK-My3bIKe. Ba)KHBIMU II0KasaTeJIsIMU
«IIPOTPEeCCUBHOCTU» OBLJIM HEKOMMepye-
CKOe OTHOIIIEHUe K UCKYCCTBY, 9KCIIEpUMEH-
TaJIbHOCTh, aBaHTapAHOCTh, aKIIeHT Ha CBO-
60/ie TBOPUYECTBA, Pa3phIB C II0II-MY3bIKO;
3a4acTyr — IalluPUCTCKas HUe0JIOTHU,
T'YMaHUCTUYECKOE COJeprKaHue, IIPOoTecT.
ITo Takoe OCMBICJIEHHE IIPOIPeCcCUB-POKa
II0IIa/1aJI He TOJILKO POK-SIBJIEHUs, Koppe-
CIIOHVPYIOI[HEe C IIUPOKUMHU IlJIaCTaMU
XyI0>KeCTBEHHOMN KYJIbTYpPbl, HO 1 MHOTHE
Ipyrue, CKakeM, «IIPOPBIBHBIE» B TEXHOJIO-
TAYeCKOM, CO/ieprKaTeIbHOM, UeosIoruye-
CKOM OTHOIIIeHUHU. B KauecTBe CHHOHHUMOB
HUCII0JIb30BAJIUCh TaKKe TEPMHUHBI «CUM-
$0-pOK», «KJIACCUK-POK», «0APOKKO-POK»,
«3KCIIepUMEHTAJIbHBIN POK». B KaKIoM U3
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HUX II0{UepKUBaJIMUCh 0COOBIe KauecTBa
— «CUM(QOHUYHOCTHL» 3By4YaHUs, CO3jaBa-
eMas C IIOMOIIbI0 KaK CUHTe3aTOPOB, TaK
U COOCTBEHHO OPKECTPOB, aKyCTHUYeCKUX
HUHCTPYMEHTOB; TATOTeHHE K KPYIIHBIM
¢opMaM, CKBO3HOMY PasBUTHIO, CBA3b C
MY3BbIKOM KJIacCHUIlM3Ma MU 6apOKKO; HO-
BaTOPCTBO, pacllIMpeHHe IPaHUL] POK-MY-
3BIKHM, HEOOBIYHOCTh 3By4YaHUA. TepMUH
«KJIACCUK-POK» (classic rock) cerogHs yartie
IIPpHUMEHSeTCd B 3HaYeHHUHU «POK “KJIaCCH-
YeCKOTro” IIepHuoa pasBUTHUA POK-MY3BIKH»
(1960-1970-e rompl). Hamuio Heollpeies1eH-
HOCTb, PasMBITOCTh I'PaHUI] MHOTUX IIOHS-
THUU, 0 UEM eIll€ IIOUET peyb Jajiee.
O6palaeT Ha ce6s1 BHUMaHHUEe U TOT
$axT, YTO OTHOILIEHME )KYPHAIUCTOB U My-
3bIKaJIbHBIX KPUTUKOB K «HMHTeJlJIEKTyaslb-
HBIM» SIBJIEHUSIM B POKe ObLIIO HaCMeIllIu-
BBIM, @ HHOTI/Ia ¥ IOCTaTOYHO pe3KUM. Tax,
B aMepUKaHCKOM cripaBouHuKe The Rolling
Stone Illustrated History of Rock & Roll (1976)
[PKOH POKyaJlsI B cTaThbe «ApPT-pPoOK» eKO0
KPUTHUKOBAJI JaHHOE HallpaBJIeHHE 33 Upes-
MEPHYIO YCI0KHEHHOCTD, IKJIEKTUYHOCTD,
«HAINBII[eHHOCTh», OTPBIB OT «peajiui»
POK-MY3BIKH, UMEHYs apT-pOK «PaKOBOM
OIIyXOJIbI0, C KOTOPOM Hazo GecrolrazHo
6opoThCs» [44, c. 322-325]. Bei6op aMepu-
KaHCKHM CIIeIaJIuCcTOM UMeHHO TepMUHA
«apT-POK», BEPOSITHO, 611 06y CIIOBJIEH OpU-
TAHCKUM IIPOUCXOXKIeHUEeM OOJIBIITMHCTBA
IPYIII JAaHHOTO TeYeHUs, a TAKXKe TeM, UTO
caMm /[>xkoH Pokyasut B 1970-e crieriuainsu-
pOBaJICA Ha eBPOIIEMCKOM KYJIbTYype U IIU-
casa gy New York Times 0630pHI IIO aka-
oeMUYecKoi Mysbike [35]. Bupumo, cToJIb
IIMPOKO06Pa3s0oBaHHOMY MY3bIKaJIbHOMY
KPUTUKY IIOIIBITKY apT-poOKa alleJIINpoBaTh
K aKaJleMHU4YeCKOMY HMCKYCCTBY Ka3alHChb
IIPUMUTUBHBIMU U 00peUYéHHBIMU Ha IIPO-
BaJsI. MO’KHO 3aMeTHUTh, YTO POKY3JIJIOBCKAs
TpaKTOBKa apT-poKa BecbMa IIIUPOKa — OHa
BKJIIOUAeT KaK TPaJUIIIOHHO OTHOCUMEBIE K
9TOMY CTHJIIO eBPOIIeMCKHe IPYIIIb], obpa-
Iarlyecs K KJIacCUYeCKOMY HacJeIuo
(ELP, Moody Blues, Yes), Tak U IpeiCcTaBU-
TeJIell HBbI0-MOPKCKOI'0 aHzerpayHzia, TBOp-
4eCTBO KOTOPBIX XapaKTepHU3yeTCs aBTOPOM
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KaK apT-IPUMUTUBU3M «C IIpeTeH3uel Ha
Xyno>kecTBeHHOCTb» (The Velvet Under-
ground, ITatrtu CMmuT). TepMUH «IIporpec-
CUBHBIVM» TaK’Ke HUCII0JIbL3YeTCd B CTaTbe B
KauecTBe CHHOHHUMA apT-pPoKa.

ITo mHeHU0 KeBrHa X0iM-Xa/[COHA, IJIaB-
HOT0 peJjlaKkTopa COOpHUKA Hay4YHBIX CTaTel
Progressive Rock Reconsidered (2002), Ha-
CMEIIUIMBO-IIPOXJIaIHOE OTHOIIIeHHe KPUTH-
KOB 1970-X TOZ10B K IIPOrpeCcCUBHOMY (B IIU-
POKOM CMBICJIE) POKY BO MHOTOM OBLIO BBI-
3BaHO COIlHMaJIbHBIMU IIpHUYMHAaMU [43, c. 21].
OfHa U3 HUX — B TOM, UTO OOJIBIIIMHCTBO
JINJIePOB ¥ MY3BIKAaHTOB IIPOIPECCUB-POKO-
BBIX I'PYIII OBLIM BBIXOAIIAMU U3 CpeJHero
KJacca, [OCTaTOYHO obeclleueHHBIMH «be-
JIBIMU BOPOTHHUYKaMM» C BBICIIIUM 00pas3o-
BaHMUeM (371ecb X0sIM-XaICOH OIIMpaeTCsa Ha
ucciaenoBaHue ¢ 3. MakaHa [38]), Torga Kak
POK IpPerMYII[eCTBEHHO pacCMaTpPUBaJICA
KaK «My3blKa pabodero ksjaccar. /leMOH-
CTpaTHUBHAs «UI'Pa B KJIACCUKY», TATOTeHUE
K BHUPTYO3HOCTU U II0Ka3y TeXHUYECKOU
OCHAIlEHHOCTH, COOCTBEHHO, ¥ BBHI3BIBAJIU
YIIPEKU B CHOOHU3Me, IIPETEHITMO03HOCTH, «Ca-
MOUH/YJIBIeHITUN» (JIIDOHUMOE CJI0BO MHOTHUX
POK-KPUTHKOB, 03Hayamlllee CHUCXOAUTEIb-
HOe OTHOIIIeHMeE K 3aUTPLIBAHUIO C «BBICOKUM
HCKYCCTBOM»), OTPEIBE OT «KOPHEU» POK-MY-
3BIKU. OTKAa3 0T 3TUX «KOPHeW» («IIpa’kaHpbl»
POK-MY3BIKH — 0JI¥03, pPUTM-H-0J1103, pOK-H-
POJLI) paclieHUuBAaJICA efBa JIM He Kak IIpe-
nareabCTBO. O6 3TOM B cTaThe Progressive
Rock and the Inversion of Values, Boriiefiiei
B YKa3aHHBIN COOpHUK, nullteT />koH I[Ileii-
HO6ayM [43, c. 21-42]. ABTOp paccMaTpUBaeT
IIPOTPECCUB-POK C IIO3UITUN Xy/I0>KeCTBEH-
HOU IIeHHOCTH, KOTOpble B POK-MY3BIKe
MEHSI0TCS — «BBICOKOE UCKYCCTBO», C KOTO-
PBIM acCCOIMUPYETCs IIPOrPeCcCUB, B POK-CO-
ob1recTBe IOpHIlaeTCsd KaK OyprKyasHoe,
TOTZa KaK «HU3KO0e UCKYCCTBO», UCKYCCTBO
Macc, HaIIpOTUB, BO3HOCUTCS Ha IIbefiecTall
W, COOTBETCTBEHHO, CTAHOBUTCS HauboJlee
3Ha4yUMBIM. OTMeTHUM, OJHaKO, YTO I10700-
Has II03UIIU TO0CTAaTOYHO IIPOTUBOPEUMBA,
Be/lb «XOPOIIO 3a0bIThle» IIeHHOCTH BHI-
COKOI'0 MCKYCCTBa OBLIM BCKOPE IIPUHSATHI
HeMaJION 4acTbI0 POK-CO06IIecTBa, 0 YéM
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TOBOPUT 3HAUYUTEJbHBIN KOMMepUYeCKUN
yCIiex TaKux rpymit, Kak ELP, Yes, Pink Floyd
B 1970-e rogpl. K TOMY >Xe fajieko He Bce
IIPOTPECCUB-POKePEI ObLIN 06ecIieYyeHHBIMU
6yp>xya — HanpuMep, Kut ImepcoH (ELP)
IIPOUCXOWJI U3 CEMbU BeCbMa Cpe/iHero 110-
CTaTKa ¥ C paHHel I0HOCTHU 3apabaThIBaj Ha
JKU3Hb KOHIlepTaMu [31].

MeI He CTaBUJIH cebe IleJIbLI0O paccMo-
TpeTh BCe TPAaKTOBKU MHTEPECYIOIIUX Hac
TEPMUHOB B 3apy0EKHBIX POK-IHIIUKIIOIIe-
OUAX pasHBIX JIeT. /[JIs1 Hac Ba)kKHa TpaHC-
dopmManvgd TOHATUS «IIPOTPEeCCUBHBIN
POK», IIPOU3OIIIe/iIIasd HayrHas CO BTOPOX
IIOJIOBUHEI 1990-X — KakK pa3 B TO BpeMd,
KOIZla sgiBJIeHHe II0JIYYUJIO BTOPYIO ’KU3HbB
II0CJIe OTHOCUTEJILHOIO 3aTHUIIbS (TPYIIIIBI
Spock’s Beard, The Flower Kings, paciiset
IIpOor-MeTa/UIMYeCKUX HallpaBJIeHUN). Bos-
POKIeHue IIPOTrpecCUB-pPOKa IIOBJIEKJIO 3a
co00M U IIepeOoCMBICIeHHe TePMUHOJIOTHUH,
IIOAXO0M0B K sABJeHUI0. Ha py6exe 1990-
2000-x romoB, a Takke B IIOCJeXyIOI[He
TO/IbI BBIIIIEJI I1eJIbIM PAN UCTOPHUUYECKUX U
aHaJIMTUYECKUX TPYZAOB II0 IIPOIPEeCCUB-PO-
Ky (cpenu Hux: [34, 36, 37, 38, 43]). B HUX
IIPOrPeCcCUB-POK paccMaTpUBaeTCcs UMeH-
HO KaK 000611arIiee CTU/JIeBOe IIOHSITHE.
HeciyiygaliHO TepMUH BBIHECEH B Ha3BaHUe
I10/1aBJIAIOIIEr0 60JIBIIIMHCTBA 3TUX PaboT.
Tak, BO BCTYIIUTEJILHOU CTaThe, IIpeiBapsi-
I0IIed y>Ke YIIOMSIHYTBHIM COOPHUK Hayd-
HBIX paboT Progressive Rock Reconsidered,
K. XosmM-Xa/1COH TOBOPHUT O IIPOrPeCcCUB-POKe
KakK 0 CTuje, KOTOPBIM CO3HATEJIbHO CTpe-
MUTCA K YCIIOKHEeHUIO [43, ¢. 9]. C ToMOIIIbI0
9TOTO0 ITOHATHUSA OIMCHIBAKTCA KaK GOPMBI
poxka 1960-1970-x, TATOTEBIIIHE K JUAJIOTY C
KJIaCCUKOU (TO eCTh TO, UTO TPaJUITUOHHO
IIOHMMAaJIOCh II0J; apT-POKOM), TaK U MHO-
JKeCTBO JPYIUX PasHOBUIHOCTEH, II0SBUB-
IIIUXCSI B pe3yJbTaTe ero TBOPYECKOIo 006-
IIeHUs C APYTUMHU BUIAMU MY3bIKaJIbHOU
KyJbTYpPHI (QOJIILKIIOPOM, XKa3oM, aKaje-
MHUUYECKHUM aBaHTap[oM, MeTajlJIoM, Jiake
TeXHO- U II0II-MY3BIKOM). OTMeTHUM, UTO yKe
«KJIACCUYECKUM» apT-pok 1970-x oTsimyascs
6oJIbIIIUM pasHoobpasueM GOpM U CTUIU-
CTHYECKUX «OTTeHKOB». COBpeMEHHBIN Ke

IIPOTPECCHUB IIPeJICTaBJIsIeT COOOM IeTYI0 CeTh
HaIllpaBJIeHUN — OT «yMePEeHHO-IIPOIPeCCHUB-
HBIX», CBSI3aHHBIX C U3/IF00JIEHHOM pOKepaMU
My3bIKOU XVII-XVIII cTosteTui, 10 pajuKaib-
HO aBaHTapAHbBIX, «MeTaJJINYeCKUX», JIeK-
TPOHHBIX, QOJIK-, [HKa3-OpHeHTUPOBAHHBIX U
npouux. PazobpaThbcsad B HUX ObIBaeT IIOPOH
O4eHb HeIIpocTo. C 9STUM, BEepPOATHO, CBI3aHO
o6mIHe pa3HO0OpasHBIX CyOTeUeHUH, 0Tpa-
>KaeMBbIX B COBpeMEeHHBIX OHJIalH-CIIPaBOY-
HUKaxX B BUJie MHOTOYPOBHEeBOM HepapxXu-
4eCKOU KapTHUHBI, UTO POXKAAeT IIpobyieMy
rurnepkiaccupukanm. TakuM I10IX00M,
HaIpuMep, oTanvaeTcs calT ProgArchives
[42], KOTOPBINL MHOTHE II0JIb30BATEIN CUU-
TAlOT HauboJjiee aBTOPUTETHBHIM U II0JIHBIM
PeCcypcoM II0 IIPOrpecCUB-POKY.

[Ipu 3TOM TEPMHUH «apT-POK» IIOCTEIIEeH-
HO YXOJUT B IIPOIIJIOE U yIOTpeObJisieTcs
cerogHsl b0 111 0603HaYEeHUsI UCTOPU-
YeCKHd «paHHUX» GOPM IIPOTPeccUBa, 60
TeX (He3aBUCHUMO OT IIepHoja), B KOTOPBIX
B HaubOJIbIIIEN CTelleHU BBHISIBJIEHA CBS3b
HMEHHO C MY3BIKOM IIPOIIJIOro, C KJIACCHU-
YeCKUM UCKYCCTBOM [26]. «TsoKésbie» («Me-
TaJUIM4YeCKUe»), aBaHTapAHble, [)Ka3oBo- U
$OJIK-OpUeHTUPOBaHHbIe PasHOBULHOCTH
CrO/Ia yoKe He BXOJIT.

OgHaKO, HECMOTPS Ha HeMaJjoe KOJIH-
4eCcTBO COBPeMEHHOMU JIMTepaTyphl, 06Ha-
PYKUTh HEeKOe «HeaIbHOe» OIIpe/ieleHue
IIPOrPeCcCUB-POKa JTOBOJIBHO CJIOKHO. Tak,
U3BECTHBIN HCCIeloBaTeJ b HallpaBJIeHUS
dxBapn Maxkas, ubto pabory Rocking The
Classics. English Progressive Rock and the
Counterculture (1997) oTinyaeT ra1y60KUMN
B3IJISI/] Ha IBJIEHUE, He TaéT e QUHUITUNA HU
IIPOTPECCUB-POKA, HU OTe/IbHBIX CTUJIEBBIX
«IIOATEPMUHOB» (KOTOPBIMH, BIIpOYEM, OH
He 0000 U ntosib3yeTcs) [38]. UéTkoro ompe-
IleJIEHUSI He COJIePoKUTCS U B TpyZie XerapTu
U Xosumnyasia Beyond and Before: Progres-
sive Rock since the 1960s (2011) [34], mpu
BCEM 60raTCTBe ero OIMCaTeIbHOU YacTH.
BupuMmo, Aj11 aBTOPOB BOIIpOC 0603Haue-
HUU OCTPO He CTOUT — YUTATEJSIM U TaK
IIOHATHO, 0 KaKOM SIBJIEHUHU UJIET Peub (BO-
00111e, HAJIMUMe TaKUX «TalHbIX 3HAHUMN»
XapaKTepHO I POK-JIUTepaTypshl). CauT
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«[IpOorApXuBEI», IIpU BCEU TOTOIIHOCTHA U
UHGGOPMATUBHOCTH, IIPUBOAUT TOCTATOYHO
pasMbITOe orpeneseHue: «[IporpeccuB-pok
(4acTo UCIIOJIL3YITCS COKpallleHUs — IIpoT
HWJIU IIPOT-pPOK) — GopMa pOK-MYy3BIKH, KO-
Topasi BO3HHUKJIA B KOHIIe 1960-Xx — HavasIe
1970-X KaK 4aCTb 6PUTAHCKOTO (B OCHOBHOM)
POKa, CTPeMUBIIIEr0Cs IIOSHATh POK-MY3HbI-
Ky Ha HOBBIU YPOBEHb XYI0>KECTBEHHOU
LOCTOBEPHOCTU. TepMUH «apT-POK» YACTO
HUCIIOJIb30BaJICd KaK CHHOHUM IIporpec-
CHUB-POKa, HO, HECMOTPS Ha CXOJACTBO 3TUX
IBYX ’KaHPOB, OHU He UIeHTUYHbI» [42] (Ha
TO, UTO B 3allaHOM JINTepaType TePMUH
«KaHp» 4aCTO UCHOJIb3yeTCd B 3HAYeHUU
CTHUJIA U 9Ta «HEIPaBUJIBHOCTb» 4acTo 6e3
pedJiieKcUM KaJIbKUPYeTCs 0TedeCTBeHHEI-
MU U3JJaHUSIMMU, CO3/laBas IIyTaHUILY, 00-
paiaeT BHUMaHue B. CeIpoB [25, c. 149]). A
Creden JIamb6 B kHure Citizens of Hope and
Glory (2013) ccpuiaeTcs Ha feUHUITUIO U3
The New Rolling Stone Encyclopedia of Rock
and Roll, koTopast 3By4UT CIeAyIOIIUM 00-
pasoM: «IIporpeccuB-pok o603HauvaeT pop-
MY POK-MY3BIKH, B KOTOPOH 3JIEKTPUUYECKUE
HHCTPYMEHTHI U POK-TPYIIILI 00 beJUHAOT-
Cs C eBPOIEeMCKUMU KJIaCCHUYeCKUMHU MO-
TUBaMU U OPKEeCTPOBKAaMH, B TUIIMYHBIX
cay4dasax GopMUpYA IIPOTHKEHHBIE, 3aMBbIC-
JIOBaThle, MHOTOYACTHEIE CIOUTBI» [36, C. 7].
Takyro ¢opMyJIMPOBKY MOKHO ObLIO OBI OT-
HeCTH U K apT-POKY...

[To>xaJsryi1, HauboJIbIIIe ITIOJTHOTOM OTJIU-
JaeTCs UCCiIeloBaHMe IPYIIIILI aBTOPOB 1107,
pykoBozacTtBoM KeBrHa XoM-XaJicoHa, KO-
TOPBIHN BO BCTYIIUTEJILHOU CTaThe, KaK yoKe
TOBOPWJIOCH, MHOTOCTOPOHHE paccMaTpUBa-
eT pasJIM4yHble IIPU3HAKU U UCTOPUUYECKHe
$OpPMBI IIPOTPeCCUB-POKA. ABTOP IIPUXOAUT
K BBIBOZY O TOM, UTO IIPOTPECCUB-POK — 3TO
«IIOIIBITKA 00 beJUHUTH POK-PUTMEI C OIIpe-
IeJIEHHBIMU aclleKTaMU CTUJIL aKajieMuye-
CKOM MY3BIKH (art music), eciv TOBOPUTE O
TapMOHUH, METPUYECKOM CJI0KHOCTH U pac-
IIUPeHUU GOPMBI», IIPUUYEM «BO BCEX ITUX
Tpéx chepax He 06513aTEJILHO JIOJKHBI IIPU-
CYTCTBOBATh “KJIaCCUYECKMe BIUIHUA » [43,
c. 11]. Takum o6pasom, OyKBaIbHas CBI3b C
«KJIACCUKOM» B BUJle TUTAT, 06paboTOK U
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CTUJIN3AIIUH B IIPOTPECCUB-POKE MOYKET OT-
CYTCTBOBaTh; peub UJET CKOpee O IIPUHIU-
Ile yCJIOKHeHUs, 00HOBJIEHUsSI MY3bIKaJlb-
HO-BBIPA3UTEJILHBIX CPEJCTB, YTO OJIM3KO U
HalIlIUM IIpe/iCTaBJIeHUAM O IIPOTPeCcCUB-PoO-
Ke. BiiisiHUe akaJeMHU4eCKON MY3BIKH MO-
JKeT IIPUCYTCTBOBATh IOJCITY/IHO, Ha TJIy-
OMHHOM YypOBHE TAaKHUX BBIPa3sUTEJBHBIX
CpeJCTB, KaK rapMOHUA (0TX0/ OT 6JIF030BO-
r'0JIaZja B CTOPOHY KJIaCCUYeCKOU QYHKITHO-
HaJIbHOCTH, CpeJHeBEeKOBOU MOJIa/IbHOCTH,
COBpPEMEHHBIX JIaJIOBBIX CHUCTEM), PUTM U
MeTp (IlepeMeHHBIe, HepaBHOMepPHOAaK-
[IeHTHBIE CTPYKTYPHI), TeMOp (paciiupeHue
UHCTPYMEHTAaJIbHOM ITaJIUTPHI), a TAKKe B
obstactu popMoobOpasoBaHUs (CTpeMIeHHe
K KPYIIHOHA dopMe, TUKIUYHOCTH).

E1mé ogyH Ba’KHBIN TEPMUH, — «apTH3a-
IYsI» — I10 OTHOIIIEHUIO K POKY HCII0JIb3yeT
B. CpIpoB [26, c. 43]. ApTHU3aIIHI0 MOXKHO II0-
HHUMaTh KaK IIPoIlecc yCI0KHeHUs, obora-
IIIeHUsI CUCTeMBbI BEIpa3sUTeJIbHBIX CPE/ICTB,
CTpeMJIEHHUs POKa K BBICOKOXY/I0KeCTBeH-
HBIM cdepam, UTO, OJHAKO, He BCerja BO-
IIolaeTcs B opMax COOCTBEHHO apT- U
IIPOTPecCcUB-poKa. PaccMOTpUM Telephb, Kak
pasBHUBasaCh 0TeYeCTBEHHAs BETBL «IIPO-
IPECCUBHOTO» IBMJKEHMY, a TaK)Ke Kak Co-
OTBETCTBYIOIIYE IIOHATHUS IIPUMEHSIUCH B
Hallleu JuTeparype.

IIporpeccuB-pok B Poccun: 0co0blii MyTh

YV Hac BO BCEM ObLI CBOM, 0COOBIN IIYTh.
B 1960-e rompl 6UT-My3bIKa (Kak TOTja Ha-
3bIBaJIM y HaC paHHUe GopMEI poka) B CCCP
4yBCTBOBaJja Cebs JOBOJIBHO BOJBIOTHO:
Ha BOJIHE HACTYIIMBIIEN «OTTeIleJIM» OHa
MorJla 3By4YaTh Ha TaHI[aX U CTyAeHYe-
CKHUX BeUepHHKaX, IIyCTh €€ U He IIyCKaIHu
B KOHIIEPTHBIE 3aJIbI U CTYJHUH I'PaM3alltuCH.
B 1970-e mesiaroTcs IIOIBITKU — U Hebe3y-
CIIeIITHbIe — «OQUITUATU3UPOBATh», JIeTH-
TUMHU3HUPOBATE U «IIPUPYYUTH» 3TOT HOBBIH
IIJIACT MOJIOZE>KHOM KYJIbTYPHI C IIOMOIIIBI0
BHUA (BOKaJIbHO-UHCTPYMEHTAJbHBIX aH-
caMbiieli — «0QUIIMAJIbHBIX» aHAaJI0I0B
pOK-rpy1m). Ha IpoTsDKeHUH ieCATUIeTUI
YCHJIMBAJIOCh U HAKaJISJIOCH IIPOTHBOpEYLe
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MeJXX/y paspelléHHOM MUMUKPHUPYIOIIen
10, «OUT-O0UT» 3CTPaAlON U HellpUTJa’kKeH-
HBIM, CaMOJiesiTe/IbHO-He3aBUCUMEIM, yiKe
HHOM pas BOBCe He TaHIleBaJbHLIM, a Ha-
IIpaBJIeHHBIM Ha aKTUBHOE CJAyIlIaHHe U
OCMBICJIEHHE POKOM.

l'ofpl aKTUBHOTO HellpusHaHUg B 1970-e
U IIPSAMBIX 3aIIPeTOB B 3II0XY «IIO3JHETO 3a-
CTOsI» CMEHAITCA OYPHBIM BBIILJIECKOM POKa
Ha aBaHCIeHY B IIePHOJ IIePeCTPOHKHU. POK
«pasperéH», ¥ OH, I10CJIe HeI0JIT0r0 IIeproia
9 pOPUH 110 ITOMY II0BOY, UCIILITHIBAET He-
KOTOPYIO pacTepssHHOCTh. 1990-e robl — pac-
nan CCCP, paspbIB MHOTOCTOPOHHUX CBSI3EH,
KOTOpBIe, KaK U BO BCeX chepax KyJbTYyphl
U JKHU3HH, CYI[eCTBOBAIH U B POK-MY3EIKe;
IIOMCK 0TeYeCTBEHHBIM POKOM CBOET0 MecTa
B HOBOU peanbHOCTU. 2000-e — «BCTpauBa-
HUe» B MUD 1I0y-OM3Heca U, B TO JKe BpeMs,
HOBBIA — CO3HATeJIbHBIA — YXOJ B «IIOZIIO-
Jibe». CeroHsI POCCUMCKUMI POK (He IIyTaTh C
PYCCKHM POKOM U POKOM Ha PYCCKOM S3bIKE)
COXpaHseT CBO «IIPOTECTHYIO» HOTY, IIyCTh
U 3aTHaHHYIO IJIy60K0 BHYTPb, HO B I1€JIOM
pasBHUBaeTCsa KaK OJHO K3 HaIllpaBJeHUH
IOITYJIIPHOM MY3BIKH, UCII0JIB3YS IIPHU 9TOM
IIIUPOKUM apceHas $opM, BEIpasUTeJIbHBIX
CPeACTB U CTU/IMCTUYECKUX IIPUEMOB.

I[IpUHATO CYUUTATH, UYTO MYy3bIKAJIbHAsA
CTOPOHA B 0TeYeCTBEHHOM pOKe He urpasua
Ba’KHOU POJIH, a TaK Ha3bIBaeMbIN PYCCKUM
POK — CBOe0oOpasHoe sIBJIeHUe, CI0KHUBIIIe-
ecd B 1970-1980-e rogbl Ha OCHOBE COBMe-
IIIeHUs aHIJI0aMePUKaHCKOM pUTM-H-06JII0-
30BOM/OUT-TPAJUILIUU U 0COOEHHOCTEH poc-
CUMCKOU MacCcoBOM M 0ap[0BCKOM IIE€CHHU,
pomaHca, GoIbKIOpa, — OPHUEeHTHUPOBAJICA
B IIEPBYIO O4Yepeab Ha TeKCTHI (AJeKcaHap
bamraués, SIlHka /JlaruneBa, «300IapK»,
«Kuno», «IAT», «Anuca», «<Hoab», «3BYKHU
My», «TesieBu3op» 4 ap.). OqHaKO U y Hac
OBLI CBOM KPYTr MY3BIKaHTOB, Yel TBOpUe-
CKHUU ITOMCK IIpOTeKaJI 3a IIpejieslaMU KOH-
IjenTa «poK — 3TO 6YHT», 06palasch mpe-
JKJie BCET0 K Xy/I05KeCTBEeHHO-3CTeTUYECKHUM
BO3MO’KHOCTSIM POK-MY3BIKH. PaccMaTpu-
BaeMoOe HaMU sIBJIeHHe — O0TeYeCTBEeHHBIN
IIPOrPeCCHUB-POK — K PYCCKOMY POKY MMeeT
OTHOIIIeHHe JOBOJILHO OTHZa/IEHHOE BBUIY
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WHOM >KaHPOBO-CTHUJIEBOM OCHOBHI (3ariaj-
HOeBpOIIleyicKasa KJIaCcCHKa, pKas, eBpoIlei-
CKHUM $OJIBKIIOP), XOTSI U B HEM MOIYT IIpe-
TBOPATHCS HAITUOHAIBLHBIE MOJIEJIH, IIPeXK/ie
BCETO JIaI0BO-MeJIofuuecKue. BripoyeMm, U
OIIpe/IeIEHHBIX CBA3€M OTPHUIIATH HeJIb3d,
Bellb BCE >Ke 3TU sBJIEHUS Pa3BUBaJIUCh
Ha O/THOM TepPUTOPUH, B 00IIlel KyJIbTYp-
HO-COITHMa/IbHOM CUTYaIlUHU.

B KauecTBe CBOe0OpPasHOIro «IIpoToap-
Ta» B 0TeYeCTBEHHOM IIONYIIPHOU MY3bIKe
1960-1970-x ro;0B MO’KHO paccMaTpUBaThb
TBOPYeCTBO AjieKcaHzpa I'paJicKoro U ero
«CKOMOpPOXO0B» (B HEM HEKOTOPEIE UCCIIeN0-
BaTeJ/IA yCMaTPUBAIOT UCTOKHU IIPAKTUYECKHU
BCeX CTHJIE 0Te4YeCTBEHHOI0 POKa), IICUXO-
IleJiiyecKue IIoUCKU «AkBapuyMa» 1970-X,
[DKa3-pOKOBEBIE IKCIIEPUMEHTHI «ApceHasia,
OT/ZeJIbHBIe HAaXOAKHU B TBopuecTBe BHA
(«Apuainb», «IlecHsIpBI») U IpodecCruoHab-
HBIX 3CTPaJHBIX KOMIIO3UTOPOB (JaBuz Tyx-
MAaHOB). 3aJaHHble UMU CTUJIEBBIE «UMITYJIb-
ChI» IIOJIYUYWUJIU JaJIbHeUIllee pasBUTHE B
0TeYyeCTBEHHOM IIPOrpecCUB-poKe. B KoHIle
1970-x — HayaJie 1990-X 3TO TaKUe IPYIIIILI,
Kak «BuCcoOKocHOe JjieTo», «COHaHC», «ABTO-
rpad», «Juanorr, «[OpU3oHT», «/[PKYHIJIN»,
«ITom-MmexaHuKa», «MTHIEKC-398», «BexKiIu-
BBIM 0TKa3», «/[0 Maskop», «JIyHHBIN [Ibepo»,
KOJIJIEKTHUBBEI IIPUOAITUNCKOTO U CpeiHea-
3MaTCKOr0 poKa U QBIOKHA (HBIHE OTHOCH-
I1Mecd y>Ke K CaMOCTOSATeILHBIM C Ie0II0JIH-
TUYEeCKOUN TOUKU 3peHUs BeTBSIM PasBUTUSA).
Ka>kI1bIii M3 HUX IT0Ka3bIBaeT COOCTBEHHBIH
OpPUIHMHAJIBHBIN [IPUMep B3aUMOZeNCTBUI C
aKaJeMHUYeCKON MY3BbIKaJIbHOU KYJIbTYPOX
OT CpeZHeBEKOBbs U 6APOKKO /10 aBaHTap/a;
[JIs1 HEKOTOPBIX OIIpe/eIAI0IIM CTaHOBUT-
¢ obpallleHHe K 3THUKe, IIPOC/IeKUBAETCA
U BJIMSIHHE PYCCKOM KJIACCHUKH, COBETCKOM
MacCOBOM IIECHM, YTO IIPUAAET HaIllleMy
IIPOIPeCcCUB-pPOKY OO0JIBIIIOE CBOeoOpasue.
CeroziHs K 9TUM Ha3BaHUAM IIpUOaBIISAIOTCSA
MMeHa COBpeMEeHHBIX POCCUMCKUX KOJLIEK-
TuBOB: lamthemorning, Roz Vitalis, Azazello,
Kostarev Group, Happy55, Eternal Wander-
ers... IX TBopuecKue UCKaHUs OTIUYar0TCs
BBICOKHUM XY/I0)KeCTBEHHBIM YPOBHEM, TATO-
TeHHeM K CTUJIeBOMY JUaJIOTy C aKaJeMU-
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YeCKOH KYJIbTYPOU, OLYXOTBOPEHHOCTHIO,
1y6nHoM. TakuM 06pasoM, MBI MOXKEM pac-
CMOTPETh 0TeUYEeCTBEHHOE «IIPOrPeCCUBHOE»
IBIDKeHMeE KaK pasBUBAaroIleecs ssBJIeHHe CO
CBOMMHU 0COOEHHOCTSIMHU, XapaKTepHBIMU
yepTaMH, KOHIeNITyaJbHOM GJIM30CTHI0 U
OTJIMUUSMU OT 3apy0Oe’KHbIX KOJLJIeT.

«APT» H «IIPOTPECCHB» B 0T€YECTBEHHOMH
JINTEpaType 0 PpOK-My3bIKe

Kak usBecTHO, MTHPOPMAIIUU O POK-MY-
3bIKe B 1960-Xx — mepBo# mmosioBuHe 1970-
X rogoB B CCCP 6»1y10 KpaliHe MaJio. boJb-
IIIUHCTBO OQUITHMAJIBbHBIX 0TeUeCTBEHHBIX
nybaukanmu 1960-1970-x romoB 0 3araji-
HOH POK-MY3bIKe B «JIUTepaTypHOU rase-
Te», «KoMCOMOJIBCKOM IIpaB/e», «COBETCKOM
KyJbType» U APYTUX OpraHax IedyaTyu Ho-
CUJIO HUJIe0JIOTU3UPOBaHHO-II0JIeMHUYeCKUIA
XapakTep, 10 O0JIbIIIeN YacTHU C HeraTUB-
HBIM U 06/IMUUTeJIbHBIM OTTEHKOM. HoBoe
My3bIKaJIbHOE SBJIEHHWE HepeaKo KIenMU-
JIOCh KaK 06e3bIJlelfHOe U 0/lypMaHUBaKIIee
CO3HaHWe MOJIOLEKU. IIpU 3TOM [JIs1 CaMOT0
COBETCKOI0 I0HOIIIeCTBa BayKHeUIIIee 3Haye-
HUe UMeJIH KPYIIUITEI IPaBAUBOU HHPOpPMa-
1Y (HasBaHU4A IPYIIIL, I1eceH, GparMeHThl
TEKCTOB), pacChIIIaHHbIE B TaHHBIX CTaThIX.
B Hamu 3aauv He BXOIUT UX HOAPOOHBIN
aHaJIN3 — OTChLJIAEM UUTaTesd K Colep-
’KaTesbHBIM paboram O. PageiruHou [17],
0. CuHeoKoOro [22] ¥ JpyrUM UCTOYHUKAM,
aHaJIU3UPYIOIUM IyOJIUKAIIUU O POK-MY-
3bIKe B COBETCKOM I1eYyaTH.

OfHaKo ecsH 0 3apy06e’KHOM POKe MOXKHO
OBLJIO Y3HATh XOTh UTO-TO (1ake U3 «pyra-
TeJbHBIX» CTaTel, He TOBOPA y>Ke 0 TaKUX
HCTOYHHKAX, KaK paauo «['o1oc AMEpUKH»,
«bu-6u-cr» U 06JI0KKU IIPUBO3HBIX ILjIa-
CTUHOK), TO B OTHOIIIEHUH 0TeYeCTBEHHOT0
pOKa 10 OIpe/ieIEHHOTO BpeMeHU IapuJl
HOJHBIM BakKyyM. C TeueHHeM BpeMeHU
3Ty JIaKyHY 3aKpBLJI CaMH3/aT, a II0JIYYUB-
IIUe XOXKJeHUe MarHUT0aJab00MBbl pelu-
JIK TIp06JIeMy pacIpoCcTpaHeHUs 3allHCemn.
[lepBBIe PYKOIIUCHBIE U3JaHUS [IOIBUJINUCH
Ha IIOCTCOBETCKOM IIPOCTPAHCTBE eIlé B
KoHIle 1960-x. OHaKO JHUIIb C BHIXOAOM B

1977 roxy JIeHUHTPAJCKOTO KypHasa «PoK-
CH» B POK-IIpecce HayaJia IJIAaHOMEPHO OC-
BelllaThCs OTeueCTBeHHas POK-TpaguIlus
[7, 22]. HauuHag ¢ pybesxa 1970-1980-x 06
0TeueCTBEHHBIX pOKepaxX HauYUHaeT II0HeM-
HOT'Y IIMCaTh U opuUIaJIbHas IIpecca, I10-
HayvaJsly TakyKe B II0JIEMUUYECKOM JUCKYypCe,
4TO OBLJIO eCTeCTBEHHBIM /IS [IePeX0HOI0
aTara o6IeCTBeHHOM )KU3HU TOI'0 IIepHOo/a.

C xoH1ia 1970-x HE06X0IUMOCTb OCMBIC-
JIeHUsI HOBOTO SBJIEHUS — POK-MY3BIKU
— CTaJia IIOHITHA U B Hay4YHO-aKaJleMuye-
CKUX, KOMIIO3UTOPCKUX Kpyrax, TeM 6oJjiee
4TO IIpaKTHKa B TAaHHOM CJIy4yae Oblia BIle-
penu TeopuH (II0SIBJIeHHE 0TeUeCTBEHHBIX
pOK-oIIep, My3BIKU C 3JIeMeHTaMU poKa B
CIIeKTAaKIIX U QUIbMaX, AesITeJIbHOCTh
BUA, poxeHUe TaK Ha3bIBaeMOTI'0 TPETHETo
HallpaBJIeHUs, OTPasUBIIero CTpeMJyeHue
0TeUeCTBEHHBIX KOMIIO3UTOPOB K CUHTE3Y
aKaJleMUYeCKOM U MacCOBOM MY3BIKH [31]).
ITogxonbl POCCUMCKUX HCCIefoBaTesed K
U3YUYeHUI0 POK- U IOI-KYJIbTYPHI C MY3HI-
KOBeUeCKUX, QUI0JIOTUYEeCKUX, KYJIbTY-
POJIOTUYECKUX, COLIUOJOTHYEeCKUX II03U-
ITUU pacKPBITHI B CTaThsAX B. 'aBpuKoBa [2],
. )KypkoBoi1 [4]. HaM >Xe HHTepeCcHO IIpo-
CJIeIUTH II0SIBJIEHUE U UCII0JIb30BaHUE Tep-
MUHOB «apT-» U «[IPOI'PECCUB-POK», a TAKKE
caMy pellpe3eHTallHuI0 JaHHBIX SIBJI€HUMN B
0TeuYeCTBEHHOU IIOIYJIAPHON U Hay4YHOU
JiaTeparype.

Jlo xoH1a 1970-X B POCCHUIMCKOU IIpec-
Ceé U MY3BIKOBEJUeCKUX TPY[AaX IIOIBITKU
KaK-TO TepMHHOJIOTUYECKU OIIpeJeIuTh,
«3aIIPpOTOKOJIMPOBATh» YCI0KHEHHBIE QOp-
MBI POK-MY3BIKU OBLIIUM eJUHUYHBIMU. Of-
HUMHU U3 IIePBLIX II03UTUBHO-aHaJIUTUYe-
CKUH ITHUCKYPC B OTHOIIEHUU ITOITYJIIPHOM
U POK-MY3BIKH 3a/1aJIU ITyOJIUKAaIlU U3BECT-
HOTO /PKa30BOI'0 KPUTHKA U KCCJIeloBaTe I
Jleonupa IlepeBepseBa (1930-2006). B cra-
The «O HelIpepBIBHOCTU MY3BIKW», BBIIIIE-
ey B )XypHaJsie «PoBecHUK» B 1976 ronay,
BEPOSITHO, BIIEPBEIE B 0T€YECTBEHHOM IIpec-
ce B aHAJIMTUYECKOM KJIF0Ue paccMaTpUBa-
JIUCH 3CTeTUYeCKHe IIPUHITUIILL poKa [11].
B maHHOM my6yiMKaniuy, IOMUMO 00Ie
XapaKTepUCTUKU pasBUTHUA POK-H-POJLIA U
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POK-MY3BIKH OT cepeuHBI 1950-X K cepeny-
He 1970-X, pacKpbIBaIOTCA pasIMYHEbIE ITyTH
B3aMMO/IeMCTBUS POKA U KJIaCCUYECKOH My-
3BIKH, B TOM UHCJIe Ha IIpuMepe «KapTHUHOK
C BBICTaBKH» B HUCIIOJIHEHUHU Ipynnsl ELP,
apar>xrpoBoK baxa y New York Rock & Roll
Ensemble. /lj1g X onyrcaHus IIPUMeHSIeTCs
TEePMHUH «KJIACCUK-POK». M, YTO caMoe BarK-
HOe, [leJlaeTCsd BBIBOJ, O HEIIPEePBIBHOCTHU
PpasBUTUA MY3bIKaJIbHOI'O UCKYCCTBA, «BIIH-
CaHHOCTH» POKa B 00IIHe IIPOIeCChl MY3bI-
KaJIbHOM KyJbTyphl XX BeKa. ITa JHUHUA
OpL1a Iposio/DKeHa B craThe JI. [lepeBepseBa
«OT [pKasa K pOK-My3bIKe», BOILIe/IIIel B Ka-
yecTBe II0CJIeC/IOBUA K TPeThbeMy U3JaHUI0
KHUTH B. KoHeH «IlyTU aMepuKaHCKON My-
3BIKU» [12].

I[IoHATUUHEIN amnmapaT B TOT IIEPUO[
TOJIBKO ¢opMmupoBasica. Hapsgany c Tep-
MHHaMHU «POK-H-POJIJI», «POK-MY3BbIKa»,
«IIOII-MYy3BbIKa», «IIOIIyJIdpHas MYy3bIKa»
(IpUMeHSIBINIUXCI B OCHOBHOM K 3amaj-
HBIM SBJIEHUSM) [UIA XapaKTePUCTUKHU OT-
€4eCTBEHHOMN POK-MY3BIKHU IIpejlaraauch
6oJ1ee HeUTpaJbHbIe: OUT, UJIU Ke OUT-0UT,
Mepcu6but (oT Mersey beat — Tak Ha3bIBaJIU
TPYIIIIBI U3 CTOAIIETO Ha peKe Mepcu JIusep-
IIyJIs1, COBEPIIIMBIIIKME BO BTOPOM II0JIOBHHE
1960-xX «OpUTAHCKOE BTOpP>KEHUE» B MUPO-
BYI0 IIOII-KYJIBTYPY). Tak, B COOpHUKe cTaTel
1977 ropa «Ilon-My3bIKa. B3I/aipl 1 MHEHHSI»
IOJ pefakimei 3. PpagKuHOM — QaKTHUUe-
CKU IIepBOM 0TeUYeCTBEHHOM Hay4YHOU IIy-
OJIMKaIUU 0 POK-MY3bIKe — MY3BIKOBE/JbI U
KOMIIO3UTOPHI, IIOMUMO OOIIlen/Ie0I0TUYe-
CKOM U XYy/I0’KeCTBEHHOU OIleHKU SBJIeHU,
MHOI'0 BHUMaHU4 YeJIUIN U TEPMUHOJIOTUHA
[15]. B ctatbe A. Coxopa «BUT wiu He OUT?»
[15, c. 4-16] 6UT (puTMHUecKas CTPYKTypa
POK-MY3BIKH) TPaKTyeTCs KaK HauboJiee IIH-
POKUI U HEeUTPaJIbHBINA TEPMUH, UMEIIIIUN
’KaHPOBYIO IIPUPOAY U GpaKTHUYeCKU PaBHO-
3HAUHBIN TEPMUHY «POK-My3bIKa». B cTaThbe
I0. ®epkenbmaHa «M3 HCTOPUU CTUJISI» POK
paccMaTpuUBaeTCcsa KakK CTHUJIEBOe IIOHATHE,
CyMMa pas/IMYHbIX pasHOBUJHOCTeHN, UMelo-
IUX OOIIIYI0 PUTMO-UHTOHAIIMOHHYIO0 OCHOBY
[15, c. 17-32]. /i1 orricaHus IIPUMepOB B3a-
UMOJIEVCTBUA POKa C aKaJleMUYeCKOM My3bI-
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KOM (MCIIOJIHEHHUE POK-IIPOU3BEeHUN CUM-
$OHNYECKUMU OpKeCTpaMH, UCII0Ib30BaHMUE
CTapUHHBIX MY3bIKAJIbHBIX HHCTPYMEHTOB,
IIpUMeHeHNe aBaHTapAUCTCKUX IIPUEMOB)
YIIOTPeO6IsIeTCS TEPMUH «0apOKKO-POK».

[TIOHATHUA «apT-» UIU «IIPOTPECCUB-POK»,
Kak cjefyeT U3 M3y4eHHOU JIUTepaTypel, B
1970-e rogpl y HaC IpPaKTUYECKH He IIpUMe-
HSJIUCh, XOTS CJIOBO «IIpOrpeccus» (C yna-
peHueM Ha IIOCJIeJHeM CJIOTre), II0 CBUJe-
TeJIbCTBY YYaCTHUKOB COOBITUN (AJleKcel
Kosos, [IMUTpUil YX0B), 3By4aso B yCT-
HOM 0O0MXOJHOM CJI0Bape I10 OTHOIIIEHUIO K
IoKasy. [Ipu 9TOM TepMUHBI «KJIaCCUK-POK»,
«pOJIK-POK», «XapPA-POK» U «XeBU-MeTaJl»
yoKe TOSIBJIIJIMCE B 0OTeUYeCTBEHHOM IIpecce
[11, 24 u gp.]. B ogHOM U3 IIEPBBLIX COBET-
CKHUX KHUT II0 pOKy — «POK-My3bIKa BUepa
u ceropHs» O. deodanoBa (1978) — maérea
IIOIIBITKA CTUJIEBOM U TEPMUHOJIOTUYECKOH
IudpepeHIHAIUM, OJHAKO apTOBO-IIPO-
IrpecCUBHas CTe3sd He 3aTparuBaetcs (Bep-
Hee, TEPMUH «IIPOTPECCUBHBIN» paccMma-
TPUBAETCSA KaK aHaJIOT TsHKEJIOro PoKa, YTo
XapakTepHO U JJI1 HEKOTOPBIX APYIUX IIy-
osmkarui) [30, c. 108].

B 1979 rony B pybpuke «3ByKOBas [0-
po>xka» raseTsl « MOCKOBCKHM KOMCOMO-
JIell» BBIXOAUT CcTaThsd A. Tpourikoro «KoJi-
JIEKTUB U3 3a3epKasbs» [28], ToCBAIIIEHHAsA
OpPUTAHCKOM IIporpeccus-rpyIine Genesis.
31ech BIlepBbIe YIIOTPeOJIsieTCs ITOHATHE
«IIPOTPECCUBHBIA POK» B 3HAUEHUU «IJIy-
O0KUU, YCI0KHEHHBIN, CUHTEe3UPYIOIUNI
3JIeMeHTHI MY3bIKH PAa3HBIX 3II0X» (MMEI0T-
c B BUJY POK, KJIaCCHUKa, CpeJHeBeKoBas
My3bIKa, CTapOaHIIMICKas 6aiazia, HOBBIM
9JIEKTPOHHBIN [»Ka3). OQHaKO JajibHeu-
II1er0 pa3bsiCHeHUd IIOHATUA He IIPOUCXO-
IUT, U OCHOBHAs YacTh TeKCTa II0CBAIIeHa
TBOPYECKO-UCTOPUYECKOMY IIYTH TPYIIIIBI.
HHTepecHO, YTO B JAPYTUX NYyOJIUKAIIUAX
1980-x 0 Genesis (KypHaJbl «MysbIKaIbHaA
JKU3Hb», «POBECHUK») — IIapa0KCaJIbHBIM
0o6pas3oM, OJHOHM K3 CaMBIX IIOIIYJIIPHBIX
OPUTAHCKUX IIPOTPeCcCUB-POKOBHIX I'PYIIII
B CCCP — cTuJjIeBble TePMUHBI BOOOIIE He
HaxonaaT nmpuMeHeHus. Pink Floyd u Procol
Harum XapakKTepHU3yITCSI KaK «HHTeJlJIeK-
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TyaJIbHBIN POK». A. TPOUIIKUM II0JUEPKUBA-
eT BBICOKYIO TeXHUYEeCKYI0 OCHAIlléHHOCTh
U IIOMIIe3HOCTh 3By4YaHUsI MHOTHX POK-TPYIIIL
C IIOMOIIbI0 TEPMHHA «TeXHO-POK». CTaThs
«bJIecK U pyTHHAa TeXHO-pOKa» U3 JKypHaJia
«My3bIKaJIbHas )KU3Hb» COLEP>KUT J0CTa-
TOYHO HeJIeCTHBIe I1accaku B agpec King
Crimson, Genesis, Yes, yBJIeKaBIIINUXCS, 110
MHEHUIO0 aBTOpPa, «TUTaHTOMaHUeN» U «Ca-
MO/IOBJIEIOIIeNl BUPTYO3HOCTHI0» — B 3TOM
MOJKHO BHUJIeTH IIPOJIOJDKEHUE 3allaJHbIX
TPagUIIUi MY3BIKaJIbHONU KPUTUKU [27].
«IIporpecCUBHBIM» (MJIM «UHTeJIJIEKTyaslb-
HBIM») POKOM HasbIBalOT KPUTHUKHU TBOpYe-
CTBO OTeUeCTBEHHOM POK-TPYIIILI «ABTO-
rpad» y>Ke B IIePBBIX )KYpPHaJIbHBIX I1yOJIU-
KaIlusax 06 3TOM KOJLIEKTHBe [3].

OpHako ropasyo 6oJiee IJIOTHO B CJIOBape
O0TeYeCTBeHHbIX )KYPHAIUCTOB U CJIyllaTe-
JIe 060CHOBAaJIOCh IIOHATHE «apT-POK». /IMU-
TPUU YXOB — U3BECTHBIU MYy3bIKaJIbHBIN Te-
OpeTUK U KPUTHUK, paJUOBeAyIIUN, 3HATOK
poKa, /pKasa, ¢osbKIOpa U aBaHrapjia —
CTaJI TeM «IIPOBOJHUKOM», C YbeH II0Jauu
OHO BOIIUIO U 3aKPeIIUJIOCh B PYCCKOSI3bIYU-
HOU pOK-IUTepaType. B Ha3BaHUU CTaTbU
«AHCaMb6s1b “3JII1” ¥ IPOo6JIEMBI apT-pPOKa»,
OIIyOJIMKOBaHHOM B JKypHaJsie «Kiyb U xy-
IO’KeCTBeHHAs caMoJeITeJIbHOCTE» B 1980
TOJy, OHO OBLJIO UCII0JIb30BaHO KaK «0QHUITH-
aJIbHBIN» CTUJIEBOM TepMUH [29]. [Touemy
HMEHHO «apT-poK»? B paclopsoKeHUH Iie-
Pe0BOr0 My3bIKaJIbLHOI'O KPUTHUKA KMEJIOCh
yoKe YIIOMSIHYTOe aMepUKaHCKOe U3jaHue
The Rolling Stone Record Guide c riroccapu-
eM, I7ie pPasbACHIINCH TEPMUHBI «apT-POK»
U «IIpOrpeccUB-pok». [IpearnoureHue ObLI0
OTZ,aHO IIepBOMY U3 HUX KaK 60Jiee KpaTKo-
My ¥ oTpakarmwluiemMy cBg3b ELP ¢ Kiaccu-
YeCKHUM HacjegueM: B cTaTke /I. YXoBa apT-
POK OIIpe/iesIsiyICd KaK CTHUJIb, OOIIIM 3HaMe-
HaTeJIeM KOTOPOI'0 CTaJI0 «HUCII0JIb30BaHUe
$OpPM U CTPYKTYpP KJIaCCHUUYECKOU MY3BIKU
U B HEKOTOPOM CTeIleHU 3aUMCTBOBaHUe y
KOMIIO3UTOPOB-KJIaCCUKOB TeMaTHUYeCKOI'0
MaTepuasar [29, c. 30]. Toit )Ke TEpMUHOJIO-
Uy («apT-poK», «CUMO-POK») IIPULIEPIKU-
BaeTCsd B CBOUX CTAaTbsAX MY3BIKOBEZ, U MY-
3bIKAJIbHBIN KPUTUK ApKagui [TeTpos [13].
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B caMHM3[1aTOBCKOM pOK-IIpecce TepMUH
apT-pPOoK, I10 BCe BUAUMOCTH, BIIEPBEIE I10-
aBisieTcsa B 1985 rony B )XypHase «POKCH»,
I7le OH IIPO3ByYaJl U3 YCT JIA/iepa IPYIIIIbI
«/lxyHriin» Aunpes OtpsickuHa [10]. B 11e-
JIOM, aHaJIu3 «IIOAII0JIbHON» 0TeYeCTBeH-
HOM pOK-IIpecchl KoHIa 1970-Xx — mepBoOH
110/10BUHBI 1980-X (OKypHaJsIbl «POKCH», «3ep-
KaJo», «YXo», «YpyuauT», «CBepaI0BCKOe
poK-0603peHUe» U Ip.) IOKA3BIBAET, UYTO
CTpeMJIeHU K pasrpaHUYeHUI0 OT/IeJIbHBIX
CTUJIEBBIX HAIlpaBJIeHUU B UX IIy6JIUKa-
USAX He CyIeCTBOBaJIo. THTepeckl oTeve-
CTBEHHOI'0 caMH3/aTa cocpefoTayuBaIuCh
B 0OCHOBHOM Ha TBOpYeCTBe IPYIIIL PyCCKOT0
POKa, 4TO BIIOJIHE eCTeCTBeHHO. BO3SMO>XHO,
YKOPEHEeHUI0 UMeHHO TepMUHa «apT-POoK»
KaK OCHOBOIIOJIATalOIIEero JJIg OTeueCTBeH-
HOU TpaJIIUU CII0CO6CTBOBAJIA U [J0CTATOY-
Has JOCTYIIHOCTb OPUTaHCKOU POK-IIPeCcChl
U pajuoBellaHUus, 0COOEHHO B IIOCTIIEpe-
CTpOoeyHbIU Iepuof, («Pok-1moceBbI» CeBBI
Hosropopuesa Ha paguo BBC u nip.).

VIMeHHO apT-poK, a He IIPOTPecCUB CTal
TeMOM CIIeITHaIbHOI'0 pasjeJsa B BBIIIE]-
et B 1990-M sHIUKIIONIEAUH «POK-MY3bIKa
B CCCP» [18]. B pok-aHIIUKJIOIIEAUU A. Al-
Ba3sgHa «Pok 1955/1991» ecTh OTIeJIbHEIE 3a-
MeTKHU U 00 apT-poKe, U 0 IPOrPecCUB-pPokKe,
IIPUYEM IIePBOe IIOHATHE pacCMaTpPUBaeTCs
KaK CyTy060 CTHUIeBOE, BTOPOEe — KaK 00beIu-
HSAIOIIee PasIUYHBIX HUCIIOJHUTeJIeH, «Ube
TBOPYECTBO paclIUpsieT paMKH pokKa, 3a-
CTaBJISIET €T0 Pa3BUBAThHCS, IBUTAaThCS BIIe-
Péxn»; IpU 3TOM aBTOP KOHCTaTUPYeT, UTO «B
Hallle BpeMsi? Ha3BaTh 4YTO-IN00 “IIporpec-
CUBHBIM POKOM” 4Ype3BBIYAWHO TPYLHO»
[1, c. 342]. B «9HITUKJIOIIEAUU POK-MY3BbIKU»
(1992) u3BeCTHOTO KypHaJIUCTa U UCCIIe/0-
BaTeJId POK-MY3BbIKH BuTasriss MeHbIITHKOBAa
CIIeITUaJIbHOI0 CTUJIEBOTO CJIOBApPS HET, HO
TEPMUH apT-POK UCIIOIb3YeTCSI B CTATHIX O
rpyIiax aToro HampasiieHus (ELP u T. 1) [9];
3TO Ke IIOHATHEe QUTrypUpyeT B «POK-6JI0K-
HoTe» Ajiekcest Kypb6aHoBcKoOro [6].

BoJIbIITYIO POJIb B «3a3eMJIEHUN» TePMU-
Ha B PYCCKOSI3BIYHOM Cpejie ChIrpasia yrKe
paccMaTpuBaBIIasicsa OCTPOLUCKYCCHUOH-
Hasl CTaThbsl aMepPUKaHCKOI0 >KypHaIucTa
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/P’KkoHa Pokyasia «ApT-poK» K3 CIIpaBOY-
HukKa The Rolling Stone Illustrated History
of Rock & Roll, riepeBoz, KOTOPOM OBLI OIIY-
6JIMKOBaH B POCCUICKOM )KypHaJle «JK30TH-
Ka» 3a 1992 ropg [19]. HecMoTps Ha I10J1eMUY-
HOCTb U KPUTHUYECKUHU II0IXO0/] K SIBJIEHUIO,
KaK UCTOYHUK MHOOPMAIIUU CTaThs OblIa
BeCcbMa I10JIe3Ha.

B Hay4YyHOM JIeKCHKOHe TepMHUH «apT-
POK» 3aKpeIlsieT HUKeropocKas UCCIef0-
BaTeJIbCKad I1KoJs1a. Cpasy gBe TUIIJIOMHEBIE
paboThI, IOATOTOBJIEHHBIE K 3alI[UTe B ['opb-
KOBCKOM (HbIHe HM)Keropo/cKoii) KOHCep-
BaToOpHUH B cepeguHe 1980-X, JeKIapHUPYIOT
JaHHBIN TePMUH KaK 0CHOBOIIO/IATQFOIIIMI:
«ApT-pok» H. Ky3HeI10Bo! U «Xy0’KeCTBeH-
Has 3BOJIIOIMS I'PYINBI Yes U IIP0oO6JIeMBbl
apT-poka» C. KopHuioBa (yuacTHHKA IPYII-
bl «[OpU30HT»). APpT-POKOBOM «IIapaJUr-
MBI» U B JaJIbHEUIIIeM IIPUePKUBaI0TCI
pOCCHUICKUe YUYéHBIe, ITUIIYIIHe O POK-MY-
3bIKe, — A. ITykep, B. CbIpoB, aBTOp JaHHOH
nybIMKaIuy B JUILIOMHOM (1995) u ruccep-
TalMOHHOM (1999) paboTax.

CripaBel/IMBOCTH pajil OTMETUM, UTO U
TEPMUH «IIPOTPECCUB-POK» HUCII0IH30BAJIC
B 0TeYeCTBEHHOM pPOK-JIeKCUKOHe. [[oMHUMO
y>Ke Ha3BaHHBIX BHIIIIE CJIydaeB, HA30BEM U
npyrue. B HoBocuOHMpPCKOM YHUBEpPCUTETE
y>Ke B KoHIle 1960-x (!) mesasnuch 1IepBbIe
IIaru K CO3JaHUI0 OOIIMPHOU POK-IHIIU-
KJIOIIE[IUH, PacCIIpOCTPaHABIINECS B Mallly-
HOITMCHBIX U QoTokonuax. E€ aBTop Huko-
Jan CJIBIHBKO IIepelrpaBJsil CBOU TPYALL B
MockBy, rae B 1984 rony Ipou3BOSUINCE
IIOIILITKY BBIITYCTUTH IHITUKJIOIIEUIO Ca-
MHU3AaTOM. B TOM 4umcIIe, 110 CBUETEILCTBY
aBToOpa, y>Ke ObLIU co3gaHbl ToMa «IIpor-
POK», «/[’Ka3-poK» U «bpHUT-POK» — TaKHUM
obpasoM, B IlepBoM mosioBuHe 1980-X B oTe-
4eCTBEHHOM TEPMUHOJIOTUHU HaUMHAET IIPO-
6UBATHCA U IIPOIPECCUB-POKOBBLIN BEKTOP.
HblHe u3bpaHHble CTaTbU U3 JIeTeHJapHOM!
«CHUOUPCKOM IHITUKIIOIIeJUM» OIIyOJIMKOBA-
HBI Ha caiiTe Agharta [23].

TepMUH «IIPOTPeCcCUBHBIN POK», KaK U B
3apy0e)XHOM pOK-IUuTepaType, pacCMaTpU-
BaJICd y HAC B OCHOBHOM C TOYKH 3peHUSA
«IIPOJIBUJKEHHUSA» POK-MY3BIKM B HOBBIE,
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Hel3BeJlaHHbIe IIpeXxae chepsl (TO ecTh B
CBOEM H3HAYaJILHOM CMBICIe). 3 3TUX II0-
3ULUH, BePOSITHO, UCXOAUJ MYy3bIKaJIbHBIN
KPUTHUK B. MeHBIITUKOB, Ha3bIBasi CBOX BTO-
PYI0 KHUTY «IHITUKJIOIIEAUeN IIPOTpeCcCUB-
HOTO poKa» (1996) [8] 1 BEIHOCS Ha 00JI0KKY
CTHUJIEBBIE «3TUKeTKH» Art Rock, Progres-
sive, Doom, Hard, Thrash (rmocieguue tTpu
He UMeIOT OTHOIIIEHUS K IIPOIrPeCCUBHOMY
POKY KaK CTHJIIO, IIpUHAajIe)ka K 00J1acTHh
TSOKEJIOT0 pOKa U «MeTajlsla», TO eCTh K
4ucly Hanubojiee KOHCEPBAaTUBHBIX, MaJIo
IIO/ITAI0IIXCS U3SMEeHEeHUIM CTUJIEeBbIX Ha-
IIpaBJIeHUM). ITa IO3UIMA B. MeHbIIIUKOBA
BbI3BaJla BO3pa’keHUs yuTaTesel, TeM He
MeHee BBICOKO OIIeHUBIIUX TPYZ, «apXUBa-
puyca» pOK-My3bIKU; BIIOCJIENCTBUU U CaM
aBTOpP YTOUYHMUJI CBOé MHEHNE B BUPTyab-
HOM «CIIpaBOYHUKE IIPOTPECCUBHOIO POKa
U IIpoToIporpeccusa» [16].

PyKOBOAUTEb AyKas-poK-aHCaMbJIs1 «Ap-
ceHasI» Asekceit Ko3j10B, UTrpaBIIUM 3a
CBOIO TBOPYECKYIO )KU3Hb MY3BIKY B CAMBIX
PasHBIX CTHJISAX, aBTOP MHOTOYMCIeHHBIX
IeyaTHBIX paboT — Kak aBTobuorpapuye-
CKUX, TaK U TeOpeTHYeCKUX — TpPaKTyeT
TEPMHUH «IIPOTPECCUBHBIN» B IIePBYIO OUe-
pesb B Ue0JIOTUYeCKO-CoAeprKaTeJIbHOM
cMmbiciie. B KkHUTre «POK-My3bIKa: UCTOKU
U pasBuTHe» A. K03/I0B OIIHMCHIBaeT IIPO-
I'PECCUB-POK KaK «HOBBIN THUII OTHOIIIEHUS
K POK-MY3bIKe, KaK OBl U/I€0JIOTUI0», YTOU-
Hss, 4YTO B KOHIIe 1960-X «I10gBIeHUe IIPO-
IrpecCcUB-poKa 03HaMEeHO0BaJIO HaCTyILJIeHHe
KaueCTBEHHO HOBOI'O IIepUo/ia B PasBUTHUU
MOJIOZEKHOM KYJIbTYPhI», IPU3HAKOM Yero
CTaJI OTXOJ[ OT YBeCeJUTEeJIbHOCTH U pas-
BJIEKaTeJIbHOCTH [5, c. 37]. IIporpeccus, 110
MHeHHI0 A. Ko3J10Ba, He TOJILKO pa3gBUTaeT
IpaHUIlbl POKa, HO U IIO3UITUOHUPYeET cebs
KaK sIBJIeHHe «HeIlpozaloleecs», HEKOM-
MepuecKoe (KakK, COGCTBEHHO, U B Ji»Kase).
[ToHsaTHe Xe «apT-pok» B paborax A. Kos-
JIOBA MCIIOJIb3yeTCd KaK Cyrybo CTHUJIEBOE,
HMelolllee OTHOIIIEHHEe K OCBOEHHUIO pOKe-
pPaMH KJIaCCU4YeCKOTro HacIe us.

BIM3KON II03UIIUU NpPUIepKUBaeTCsd
B. CeipoB [25, 26], KOTOpBINI paccMaTpu-
BaeT apm KakK HeKOe S[po, TAroTerllee
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K Tpajuliuu (KjIacCU4eCKOM My3bIKe, 0a-
POKKO), npoz2peccus — KaK HOBATOPCKOe,
«BIIEPEICMOTpSIIIlee» Hadaslo, CBSI3aHHOE C
COBPeMEeHHBIMHU HallpaBJIeHUSIMHU, HOBBI-
MU IIpUEMaMU U TEXHOJIOTUSIMHU. MOXKHO,
pasBuBasg 3Ty MBIC/b, IIpeCTaBUThL IIPO-
I'pecCcuB KaK pacxojdInuecs 0T apTa JIy4u
(IIOpOM BOBCE He CBsI3aHHBIE HU C «KJIACCU-
KOM», HU C apTOM UM OTHOCHIIIHEeC K IPYTUM
CTUJIAM — IICUXOJeJIUU, KpayTy, LIOMJIIO,
CIIEMC-POKY, aBaHTrapAy U T. .). [Io MHeHUI0
HCCIIeoBaTesIsd, apT-pPoOK — CTHUJIEBOE IT0HSA-
THe, IIPOTPECCUB — CKOpee SA3BIKOBOe [24].
Takasd Touka 3peHUs, 6e3yCII0BHO, UMeeT
I10/1 COO0M OCHOBAHUS U MOXKET SIBJIATHCS
OCHOBOM Kitaccupukanmu. K Tomy xe, Kax
IIOATBEPIKAaeT caM HCCIe0BaTelb, 1aj1eKo
He BCerja MO>KHO TOYHO pasfeIUTh apT U
IIPOTPEeCCUB — HepeJKO OHU IlepeKpelrBa-
I0TCS B TBOpUYeCTBe OSHOM U TOM jKe I'PyIl-
IIBI, €CJIA He IIPOU3Be/IeHUs.

Taxum o6pas3oM, B OTJIMUME OT 3apyOex-
HOU TpaJullvy, ITJe clielfiaabHasi pOK-Tep-
MUHOJIOTHS aKTUBHO pOPMHpPOBAJIaCh Ha
pyo6exxe 1960-1970-X romoB U e, B OTCYT-
CTBHUE «eJMUHCTBA MHEHWUs», IIlJIa CBOEO-
6pasHas 60pb06a IIOHATUM, Y HaC UCII0JIb30-
BaHMe pacCMOTPEHHBIX TEPMHUHOB UMeeT B
O0JIBIIIe Mepe XPOHOJIOTUYECKYIO JIOTUKY.
B rcrouyHukax 1980-X rofoB JOMUHUPYET
TePMHUH «apT-poK», B 60Jiee IIO3JHUX OH
IIOCTEIIEHHO 3aMeHSeTCsI «IIPOrpPecCUB-
POKOM» C COXpaHeHHeM «apT-poKar» KakK
CTUJIEBOTO TepMHHa. C pacpocTpaHeHU-
eM IHTepHeTa U BJIUAHUEM TaKUX aBTO-
PUTETHBIX CAaMUTOB, KakK progressiverock.
com (B JaHHBIM MOMEHT HeaKTUBEH), Prog-
archives.com [42] ¥ IpyTUX, IOHATHE «IIPO-
I'PeCCUB-POK» IIOCTEIIEHHO CTAaHOBUTCS
OOMHMHUPYIOIIYM. HaM 0HO TO>XKe BUIUTCA
6oJiee yHUBepCaJIbHBIM U MHOTO3HAYHBIM,
IIOAXOAITUM JIJIg XapaKTepUCTUKU sIBJIe-
HUS B I1eJIOM (0COOEHHO B ILJIaHE CJIOXK-
HOCTH CTHJIEBOTO KOMILIeKkca). IToaToMy
OHO MOJKeT MCIIOJIb30BaThCAd B KayecCTBe
0600111a1011[er0 TepMHUHA [JIg OIIMCaHUA
HHTepecylIlero Hac CTU/Id POK-MY3BIKH,
OUHAaMHYHO pas3BUBAaBIIEIroCcs C KOHIA
1960-X TOIOB I10 HAIIIK THH.

91

B TO ’Ke BpeMs MBI J0/DKHEI YUYUTBIBATh
CrienfiGUKy OBITOBAHUS Yy HAC KaK TePMU-
HOJIOTHH, TaK U CaMOro MYy3bIKaJIbHO-CTH-
JIeBOTO gBJIeHHA. Hiesd XpOHOJOTHYeCcKo-
0 U CTUJIEBOTO pa3fesjieHHusd Ha «apT» U
«IIPOTPeccUuB» B CJydyae C 0TeUYeCTBEHHOH
POK-MY3BIKOM He KaKeTCsd HeJOTUUYHOMH.
Benb rpaHuIa, IIpoJieramwias yepes pyoesx
1980-1990-x roz10B, COBEPILIIEHHO OYEeBUHA
U OTpa’kaeT He TOJIbKO CTHUJIEBOM, HO U reo-
IIOJINTUYECKUH I1epesIoOM B 0Te4eCTBEHHOM
poxe. MATKUM, TATOTEIINUN K «KJIacCuue-
CKOMY» 3ByYaHHI0 apT-poK 1970-1980-x cme-
HseTCs B 0TeYeCTBEHHOU POK-TPaJUIINU 60-
Jiee U3OILIPEHHEIM, YTsOKeJIEHHO-aBaHTap/I-
HBIM IIPOTPeCCHUB-POKOM Hauasia 1990-x u B
ocobeHHoCcTH 2000-X TO0B. IIpK 3TOM MHO-
rue oTevyecTBeHHBIe IpymIrbl 1960-1970-x
6bLIH (1 0CTAI0TCS) IIPOrPECCUBHBIMU UMEH-
HO B paHHEeM, U3HavaJILHOM 3HaUYeHUHU Tep-
MUHAa, HeCMOTPS HU Ha KaKHe CJI0KHOCTH, a
BO MHOTOM U B pe3yJibTaTe 60pbOBI C HUMU.
TepMHHOJIOTUA U TPAHUIIBI Pa3/INYHBIX Ha-
IIpaBJIEHUH B POK-MY3BIKeE eIl HY K/Iat0TCs
B laJIbHEHIIeM yTOUYHEeHHUH.

B 3akiroueHHe 1mocrapaemcs AaThb CoO-
CTBEHHBIE OIIpejiesIeHUs TePMUHOB «apT-»
U «IIPOTPECCHB-POK», OCHOBLIBASICH Ha CO-
BpeMeHHBIX TeH/[eHIIHUIX B UX TPAaKTOBKaX.

Apm-pok — IIpexJe BCero CTHJIeBOe
ompejejieHHe: UMeeTCs B BULY «XyL0XKe-
CTBEHHOCTE» SIBJICHHS, €0 HeII0CpeCTBEeH-
Hasi CBA3b C «BBICOKHM» HUCKYCCTBOM. ApT-
POK — CHHTE3 pOKa 1 3/IeMEeHTOB aKa/JeMH-
4yeCcKOM My3bIKHU. [I[pU3HaKU 3TOr0 CHHTe3a:
IIpHUBJIeYeHHe IIPUEMOB U CPeJCTB U3 00J1a-
CTH eBPOIIEMCKOM aKaJleMUYeCKOM MY3bIKH,
obpalieHue K e€ popmaM, )KaHpaM, CTHUJISAM,
JIaJI0OBO-TApPMOHUYECKUM MOJesIAM (Jaseko
He BCeryla B BH/je [IUTaT, 00pab0oTOK, CTUJIN-
3aIyi); paclrpeHre 3ByKOBOM TAJIUTPEI 3a
CUET aKyCTHUYEeCKHUX, OPKEeCTPOBLIX, CHHTe-
3aTOpPHO-«paHTa3UUHBIX» TeMOpPOB. MOTYT
IIPHUCYTCTBOBATEh TaKyKe BJIMAHUSA [Kasa,
HaIlMOHAJIBLHBIX MY3bIKaJIbHBIX KYJILTYP.

ITpoepeccus-pok (IIpoOr-pox, UIH Farke
IIPOCTO IIPOT) B IMUPOKOM 3HAYEeHUU —
«CTHWIEBOM KOHIJIOMepaT», «CyMMa» MHO-
TOYHCJIEHHBIX CTHJIEBBIX Pa3HOBHUAHO-
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CTeil, 001Iell XapaKTepHUCTHKOM KOTOPHIX
SIBJIIE€TCSI HallpaBJIeHHOCTh Ha CTHJIEBOM
CHHTE3, YCJI0KHeHHe BbIpa3suTe/JIbHBIX
Cpe/iCTB U My3BIKa/IbHO pOPMBI, HCII0JIb-
30BaHHEe HOBAaTOPCKHX 3BYKOBBIX T€XHO-
JIOTUH, UHTeJJIEKTyaJIu3HPOBAaHHOCTH
cogep>kaHus. [IporpeccUB-poK — OJUH U3
«OOJIBIITUX CTUJIeN» POK-MY3BIKHU (Hapszay C
XapJ-pPOKOM, MeTaJlJIOM, IICUX0/[e/INYeCKUM
POKOM, IIOII-POKOM, «aJIbTePHATUBOM», UH-
IU-POKOM U JPYTUMHU CTHUJISIMU POKa, CyIile-
CTBYIOILIIMMH CErOHS B OHOBPEMEHHOCTH).
B mporpeccuB-poK Kak CTUJIeBOM KOHIJIO-
MepaT BXOJUT MHOKeCTBO CTUJIEBBIX pas-
HOBHUJHOCTEN OT cUM(}O-pPOKa, aBaHT-POKA,
KeHTepOepHUICKOTO pOKa, KpayT-poKa, cob-
CTBEHHO apT-poKa B er0o «CeMUJeCITHUYe-
CKOM» IIOHMMAaHUU [0 HeOoIIpOrpeccusa,
IIporpeccuB-MeTasa, IporpeccuB-$oJIKa,
MeJIOAVK-POKa U Jlake II0CT-poKa. B yskoMm
3HaUeHUHU IIPOTPeCCUB-POK — TBOPYECKUN
MeTO/[I, II0/ipasyMeBalOIUil CTpeMJIeHue
K CTUJIEBOMY CHUHTe3y U paclIUpeHUI0 ap-
CeHaJla BhIpa3UTeJIbHBIX Cpe/CcTB (630K
apT-poKy). TepMUH «IIPOTrpeccCUB» MOKET

YIIOTPeO6JIATHCS U B BHUJle CBOeoOpa3HOU
IIPUCTaBKU K PasJIU4YHBIM APYTUM CTHJIe-
BBIM OIIpefieJIeHHUSIM B 00J1aCTU IIOIYJISIp-
HOU MY3BIKU: IIPOTPecCUB-PbI0KH, IIPO-
IpPeccuB-MeTaJl, IPOrPeccuB-QOJIK, ITPOrpec-
CUB-XayC U TaK Jjajee.

BropoueM, cerojfHsd O4eBUAHO, YTO JBU-
>KeHUS BIIEPEJ, «yJIydIlleHHs B IIpoIlecce
pa3sBUTHUSI» B CAMOM NPOrPecCHUB-POKe B
OOJIBIIIMHCTBE CJIydyaeB yyKe He IIPOUCXO-
outT. HaobopoT, UAéT BO3BpaT K IIpeabIay-
IIINM 3I10XaM «KJIaCCHYeCKOIro» IIPOTpeccu-
Ba (pPeTpo-TeHIeHITUH), TPOUCXOUT OIIpe-
NleJIEHHAsI CTaTHaIIUsl HaUIeHHBIX CPeZCTB
U OIpUéMOB, HapaboTKa mITaMIoB. Tem He
MeHee SIPJIbIK «IIPOrPeCCUB-POK» 3aKPEeIHI-
Cs1 B COBpeMEHHBIX MeKTyHaPOIHBIX KJIac-
cupuKaTopax KaK TUIIOBOU 0600Iar0IUA
TepMHUH. OH IIOHUMaeTcs KaK YHUBepCasb-
HOe, MHOTO3HAYHOe, U, YTO HeMaJIOBa>KHO,
6oJsiee coBpeMeHHOe, YeM apT-pOK, IIOHSI-
THe, a eT0 UCII0JIb30BaHUe IIPe/ICTaBIIIeTCI
000CHOBaHHBIM U y/I0OHBIM IPU OTTUCAHUU
JAaHHOTO MHTepeCHeMNIIero siBJIeHUsL.

~f— " IPUMEYAHUA © ~A>—

v Jluta Puuapp (Little Richard, HacTosIiee uMs
Puuapy VaitH [leHHUMaH) — OWH U3 IIEPBBIX
aMepHUKaHCKUX KCIIOJHUTeIeN pOK-H-POoJLIa.
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Mesiogust GopMbI
M IPOCTPaAHCTBa: My3bIKa KaK
HCTOYHUK BJOXHOBEHUS

CTaThbs IOCBSAIIIeHa TBOPUYECTBY
6aIIKUPCKOTO CKYJIbIITOPa PyciaHa
HurMatysuiiHa, 0JHOTO U3 BeAYIIIUX MacTePOB
COBPEMEHHOT0 U306Pa3UTeIHFHOTO UCKYCCTBA
pecIry6IuKU. POICTBO Xy/I0>KeCTBEHHO-
BBIPa3UTEIbHBIX CPEJICTB MY3bIKU U
ILIACTUYECKUX BUJIOB UCKYCCTBA, UX
9KCIIPeCcCHBHOE HAYaJIo0 CTAHOBSITCS 60Jiee
OUYeBUIHBIMU IIPU COIIOCTABIEHUH MY3bIKU
U abCTPaKTHOTO UCKYCCTBA B IIpoIfecce
POKIeHUS Xy/[0’KeCTBeHHOT0 06pa3a. ABTOPHI
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The Melody of Form
and Space: Music as a Source
of Inspiration

The article is devoted to the artistic legacy
of Bashkir sculptor Ruslan Nigmatullin, one
of the leading masters of contemporary visual
arts in the republic. The relatedness of artistic
expressive means of music with those in the
plastic arts, their expressive elements become
more apparent in the comparison of music and
abstract art in the process of generation of the
artistic image. The authors examine the artist’s
oeuvres in the context of the particularity of
sculpture as a peculiar art which requires from
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paccMaTpUBalOT TBOPYECTBO XYL0KHUKA

B KOHTEKCTEe 0COOEHHOCTEN CKYJIBIITYPhI KaK
crenGUUIECKOro BUA UCKYCCTBA, TPeOYIOIero
OT 3pUTeJIs 3HAaHUA 3aKOHOB XY/[0KeCTBEHHOI'0
$opMooOpa3oBaHUI U IOHUMaHUS UX I3bIKa,
OCHOBAHHOI'0 Ha TaKUX 3jleMeHTaX, Kak Macca
U IPOCTPAHCTBO. B cTaThe naércsa aHaaus paboT
XYIO>KHUKA, BBIIIOJIHEHHBIX B KaMHe, MeTaJlle,
JlepeBe, a UX UCTOUYHUK CaM XYTOKHUK
CBs3BbIBaeT C My3bIKOH. PyciiaH HurMmaTysiiing
Ha IIPOTSDKEHUHU CBOET0 TBOPYECKOIo IIyTH
CO37jaeT CKYJIBIITYpPHbIe KOMIIOSUITUH B Pa3HbIX
HallpaBJIeHUIX: pealnsM, eKopaTUBHas
IJIaCTHKa, abcTpaknys. TBopUueckue paboThI
MacTepa, 110 MHEHHUI0 aBTOPOB CTaTbH,
00'beIMHsIeT BHYTPEHHSII 00pasHas uzest:
IJI Ha TBOPEHMUS CKYJIBIITOPA, MOYKHO
OTMETUTH IIPUCYIIYI0 UM CO3ePIIaTeIbHOCTD,
OTBJIEUEHHOCTDH U YHUCTOE 3ByYaHUe —
IIPUPOJHOe, STHUUYECKOe, MHOT/A IIeCEHHOE,
YCUJIMBAlOIlee UX POLCTBO C MY3BIKOM.
XyI0KHUK CUMTaeT OFHUM M3 UICTOUHUKOB
BJOXHOBEHUS JpeBHIe MeJIOIUN A3UH,
HMeIOIIHe 001111e KOPHU C 3THUUECKON
MY3BIKOM OaIIKup, Ka3ax0B, TYBUHIIEB.
ABTOpBI IIPOBOJIAT aHAJIOTHUI0 MeXKIy UX
HapOJHBLIMU IIeCHAMM ¥ UHCTPYMEHTaIbHBIMU
HaUTPHIIaMH, KOTOPBIM IIPUCYIL, TOYHBIH,
BBIBEPEHHBIN pPUTMHUUECKUNI CTPOH,

U paboTaMHU XyJ0KHHUKA, er0 CII0COOHOCTHIO

K CO3JjaHUI0 HOBOM HOPMBI, YaCTO TaKOH Ke
abCTpaKTHOM, KaK MeJIOIHUS, C KOTOPOH OHa
aCCOLIUMPYeTCs.

KiroueBrle cjaoBa:

PUTMUUeCKHUI CTPOM, Xy[L0>KeCTBeHHas popma,
3THHUYECKasl My3bIKa, abCTpaKTHOe UCKYCCTBO,
Xyl0KeCTBeHHOe BOCIIPUATHE, CUHeCTe3HUs.

the viewer the knowledge of the laws of artistic
form-generation and an understanding of their
language, based on such elements as mass and
space. The article presents an analysis of the
artist’s works made of stone, metal or wood,
while the artist himself sees their source as
being connected with music. During the course
of his entire artistic path Ruslan Nigmatullin
has created sculptures in different directions:
realism, decorative plastic and abstract art. The
master’s art works, according to the authors of
the article, are all unified by an inner figurative
idea: when looking at the sculptor’s works it

is possible to observe their inherent qualities:
contemplation, abstraction and pure sound

— natural, ethnic and sometimes purely song-
related, enhancing their relatedness to music.
The artist considers one of the sources of his
inspiration to be the historical Asian melodies,
which share common roots with the ethnic
music of the Bashkirs, Kazakhs and Tuvans. The
authors provide an analogy between the folk
songs of these peoples and their instrumental
tunes, the latter being marked with a concise,
measured rhythmic structure, and the artist’s
works, his ability to create new forms,
frequently just as abstract as the melodies with
which it is associated.

Keywords:

rhythmic structure, artistic form, ethnic music,
abstract art, artistic perception, synesthesia.
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KyJIBIITyPa — 0COOBIN BHUJl UCKYCCTBA,
CJI0>KHBIH JIJISI BOCIIPUSATHS 110 CpaBHe-
HUIO C )KUBOIIUCHIO UJIU I'PpaUKOMH, C
KOTOPBIMU 3pUTeJIb CTAJIKUBaeTCs, KaK IIpa-
BUWJIO, 3HAYUTEJBHO 4Yallle U KOTOphle Ka-
JKyTCs 60JIee NOCTYIIHBIMU U IIOHATHBIMU.
BocrpusiTue CKyJIBIITYPHI, KaK U JIFOO0T0
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IPYTOTO U3 IIJIaCTUYEeCKUX UCKYCCTB, TpeOy-
€T OT 3pUTeJIs OIIpe/[eIEHHOM ITOATOTOBKH,
HO 3/IeCh He06X0JUMO eIlfé U pa3BUTOE IIPo-
CTpPaHCTBEHHOE MBIIIIEHHe, YYBCTBO $op-
MBI ¥ ITPOTIOPIINI, IOHUMAaHUe eé s3bIKa.
SI3BIK CKYJIBITYPHl OCHOBAH Ha TaKUX
3JleMeHTaX, KaK Macca U IIPOCTPaHCTBO,
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KOTOpBIe B paboTax COBPeMEHHBIX XYI0XK-
HUKOB IIO[BEPrarTCsd BCeBO3MOXXHBIM
TpaHchopMaIsgM B 3aBUCUMOCTHU OT TBOP-
YeCKOoro 3aMbIciia. Takue cpeficTBa BEIpasu-
TeJIbHOCTH, KaK 00bEM, UI'pa CBETOTEHU U
I1BeT, 06peTarT HOBOe 3By4YaHUe B COBpe-
MEHHOM CKYJbIType. B aTOM psAfy MOXKHO
HasBaTb (paKTypy II0BEPXHOCTH, 0COOEHHO-
CTH MaTepHajioB — JlepeBa, MeTaJlla, KaMH4,
CTeKJ1a, 6eToOHa WU IJIaCTUKA, KX 00pasHbIi
IIOTEeHITHAL.

SI3BIK 3TOT0 BHU/Ia UCKYCCTBA CTPOUTCI Ha
BHYTpPeHHeH CTPYKType co3zaBaeMoi Gpop-
MBI, & TaK)Xe Ha cIiocobax eé B3auMozeiu-
CTBUA C OKPY’KalOIUM IIPOCTPaHCTBOM. B
JIYUIIIUX IIPOU3BEIeHUSIX CKYJIBIITYPHI GOP-
Ma U IIPOCTPaHCTBO IIpHoOpeTaroT MeTadu-
3UYEeCKUU CMBICI U IlepefaloT JABM)KeHUe
MBICJI U YyBCTBa.

Brelnlykilasg IIOBEPXHOCTL JEeMOHCTPHUPY-
eT aKTUBHOe >KM3HEeHHOe Hayaso, HeKyI0
BHYTPEHHIOI0 CUJTy. BOTHyTas II0BEPXHOCTh,
HaIpPOTUB, aCCOLUUPYETCI CO BTOPKEHUEM
IIPOCTPAHCTBA B CKYJBIITYPHYI Maccy, eé
paspyuieHue. [IJ10cKHe ITOBEPXHOCTH Jar0T
IIpeJicTaBJIeHHUe 0 >KECTKOCTH MaTepuala,
ero HeBOCIIPUMMYUBOCTU K U3MEHEHUIM,
CTaTUYHOCTH. TpaJUIIMOHHEIE IIpeCTaBIIe-
HUA 00 00bEMe, IIPOCTPAHCTBE, popMe, IIPO-
IIOpPIIUAX, CBeTe, I1BeTe, GpaKType 3a4acTyIo
II0/[BEPraroTCcsa KapAUHAJIbHOMY IIepecCMOTPY
U UCII0JIB3YITCA B HOBOM KOHTEKCTe.

IIph 3TOM CKYJIBITYPY — U COBpeMeH-
HYI0, ¥ KJIaCCUYEeCKYI0 — HepPeIKO CBA3bIBa-
IOT C My3BIKOM, Ha3bIBast 3aCTHIBIIIEN MeJIO-
nueni. CpaBHeHUE 3TO He CJIy4allHO: pUTM U
TapMOHH{, Ha KOTOPBIX OCHOBaHa MY3bIKa,
Ial0T YHUBepCaJIbHBIN K04 K IOHUMaHUI0
XY[07KeCTBEHHOM pOpPMBI U IIPOCTPAHCTBA
B U300pasnUTeJbHBIX BUJaX UCKycCTBa. 110
MHeHUI0 B.J. /leByIIKOro, My3blKa He pac-
rojiaraeT MexaHu3sMaMU TPaHCIUPOBaHUSA
OPU3HAKOB IMOIIUM, HO IlepesaTh CJIOXK-
HbIe 3MOIIMOHAaJIbHbIEe COCTOSTHUS BO3MOXK-
HO OJ1arojiapss UCTOPUYECKU CIIOKUBIIIEH-
Cs CUCTeMe MY3BbIKaJbHBIX 9KBUBAJIEHTOB
IIPU3HAKOB 3MOILIUU: pPe3KUM TEMIIOBBIM
KOHTpacTaM, IOJUTapMOHHUHU, XECTKUM
CeNTaKKOPAHBIM 3By4YaHUsM [4, c. 20].

99

My3bIKa U CKYJIBIITYpa CBSI3aHbI JPYT C
IPYTOM M CO3BYYHBI ApyT Ipyry. MysbIKa
HeBUJUMA, a CKyJbIITypa 6e3MoJIBHA, HO
IIPY 3TOM MO>KHO «YBHJIeTb» MY3BIKY U «yC-
JIBIIIATH» CKYJIBIITYPY.

Pycsian HurmaTy/uInH! Ha IIPOTSODKEHUH
CBOEro TBOPUYECKOIo IIyTHU paboTaeT B pas-
HBIX HaIlpaBJIEHUAX: 3TO U IIPOU3BEeHUS,
CO3[laHHbIe B peaINCTUYeCKUX Tpajullu-
X, U leKOpaTUBHAas IIJIaCTUKA — CTUJIH-
30BaHHble MUDOJIOTUYECKUE IIePCOHaXKH,
IIOJUYEPKHYTO OpHaMeHTalIbHble, HaBesH-
Hble 3ITHUYEeCKUMU MOTUBaMU, U popMasb-
Hasg IJIaCTHKA, MHOIZIa OpHaMeHTasIbHas,
WHOTIla MUHUMAJINUCTUYeCcKasd, IIpefeIbHO
JIaKOHWYHas. XyA0KHUK IJIOZ0TBOPHO pa-
6oTaeT B TaKUX MaTepuasax, KaKk KaMeHb
(rpaHUT, MpamMmop, 6asaabT), 6POH3a, IepeBo,
OTJaBas IIpeJIIouTeHrue KaMHI0, KOTOPBIA
60JIbIIIe IPYTUX COOTBETCTBYET ero IJIacTH-
4eCKOMY MBIIIJIEHUI0.

Pa6oThl MacTepa, pasJlu4yHble 110 TeMa-
THUKe U CTUJIUCTUKe, 00beJUHAeT HEeUTO 06-
Ilee: BHeIIIHe 3TO CTPOTOCTh JIMHUM, KYJIbTY-
pa paboTel ¢ MaTepHaIoM, U3SIECTBO IIPO-
ropiuii. Ho ecTh HeKass BHYTPeHHSAA Ujies,
obpasHas, II03BOJIAI0IAS OIIPeIe/IUTh PYKY
MacTepa — Ta camasi «My3bIKa», MeJIOJHS,
KOTOPYIO MOKHO «yBUJleThb». [J151719 Ha pa-
60THI CKYJIBIITOPA, MO)KHO OTMETUTH IIPU-
CYII[y}0 UM CO3epliaTeJbHOCTh, OTBJIEUEH-
HOCTb Y YHCTOE 3By4aHHe — IIPUPOJHOE,
9THHUYEeCKOe, MHOI7Ia [IeCeHHOe, MHOTI[a UH-
TOHAIIMOHHO eJjle YJIOBUMOe, HO, 6e3yCJI0B-
HO, YCUJIUBAOIIlee UX POACTBO C MY3BIKOM.
My3bIKa KpaCHOM HUTHIO IIPOXOJUT Yepes
BC& TBOPUYECTBO XY 0’KHUKA, 0TPakasiCh
KaK B HazBaHUIX paboT («Mesroguu pyban»,
«CTerIHOM MOTUB», «IIleHTaToOHUKa»), TaK U
B UX KOMIIO3UIIMOHHOM pellleHUH, [IeBy4YeM
pUTMe, IUHAMUYHON OpraHU3aliiu CKYJIb-
NTypHOM GOpMEI [1; 8].

O6pa3HbIl CTPOM paboT, UX CTUIUCTHYE-
CKOe pellleHHe II0Ka3bIBaeT IBHOe BJIMSHUE
apxauKu, appUKaHCKOM! CKYJIbIITYPBI, 9THU-
YeCKUX TIOPKCKUX Tpagului. balkupckue
MOTHUBBI, IIPUPO/Ia, TeMa CTeIIN IIOACIIYLHO
YyBCTBYIOTCS [ja’ke B abCTPaKTHBIX paboTax.
ABTOp oIlpaeTcs Ha MY3BIKY «...QOJIBKIIOP-
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HOTIO CJIOF: OTpa’keHHe KapTHUH IIPUPOJBI
Ypasa 1 6BITOBBIX CIIeH HapOJHOM JKU3HH,
BO MHOI'OM UHTYUTHBHOE UCII0JIb30BaHUE
JlaJla, OpHaMEeHTHUKHU U [APYTUX IIPU3HAKOB
MY3BIKaJIbHOTO SI3bIKa» [3].

[Ipu 3TOM caM aBTOp CUMUTAET OJHUM U3
UCTOYHUKOB BIOXHOBEHUS [PeBHIOI0 MY3bl-
Ky A3UM, 9THUYECKYI0 MYy3bIKY OallIKUp, Ka-
3aX0B TYBHHIIEB, UMEIOIIYIO0 00IIHe KOPHU.
/lpeBHUe UHCTPYMEHTHI, 3BYKHU, U3BJIeKae-
MEble U3 HUX, — IUIaBHbIE, IIOCTPOEHHEbIE Ha
IIPOCTENIINX 3aKOHAaX TapMOHUH, OJIU3KHe
K 3BYYaHHUIO IIPUPOJSHOM CTUXUU — CO3-
al0T 0coboe HacTpoeHUe, HAIIOMUHAKT O
BEYHOCTH, CTEIIHBIX BeTpax, IIIlyMe JlepeBb-
eB. ITHUUYECKON MY3bIKe IIPUCYIL, TOUHBIH,
BBIBEPEHHBIN CTOJIETUSIMU PUTMUYECKUN
CTPOM, JAIIIUH XYJO0KHUKY BHYTPEHHUN
HUMIIYJIbC K CO3/JaHUI0 HOBOM GpOPMBL, 4acTo
TaKOM Ke abCTpaKTHOM, KaK MY3bIKa, C KO-
TOPOM OHA aCCOLIUUPYETCH.

/lpeBHEN MY3BIKOM CTEIIHBIX HAPOJ0B —
Kas3axXCKoM, 6allIKUPCKOM — HaBesiHbI 00pasbl
MHoOTrUX pabor P. HurmarysimnHa. MysbIKa,
IJ11 KOTOPOM XapaKTepPHO OTCYTCTBHE YIIO-
PALOYEHHOM CTPYKTYPHIL, I7le HeT Kaccuue-
CKOM GpOpPMBIL, IIpHUCYIIel IpodeCcCHOHAIBLHO-
MY MCKYCCTBY, KaK HeJIb3s JIy4llle OTBeYaeT
XapakTepy abCTpaKTHBIX Pab0T XyZ0>KHUKA,
He IIOJUMHSAIOIIUXCS CJI0KUBIIIUMCS KOMIIO-
3UITMOHHBIM KaHOHAaM B CHJIY 0COOEHHOCTeN
TapMOHHYECKOI0 JIaJla ¥ HHTOHALUM.

B3auMopieficTBHe HCKYCCTB, YCHUJIEHHE
BIleYaTJIeHUd OT OJHOTO BH/ia HUCKYCCTBA
yepe3 obpalljeHUe K APYyroMy — CHUHeCTe-
34U — 4YacTo IIOMOraeT 3PHUTEJII0 JIydYllle
IIOHATH XY[0’KHUKA, IIOYYBCTBOBATH H/IEI0
IIpOU3BeleHUsA, NaéT 3IMOIMOHAJIbHBIN
KJIIOY K eé IIOHMMaHUI. MuMeTHyecKas
IpyIIia IIPU3HAKOB IMOIIUI MY3bIKaJIbHBIX
9KBHBAJIEHTOB IIPOCMATPUBAETCS C CAMUMU
IIpU3HaKaMU 3MOIUH [7]. CaMbIMU MOIIIHBI-
MU KOMIIOHEHTaMU MUMeTUUYeCKOM chephl
SIBJIAIOTCS TEMIIOBBIE, TPOMKOCTHEBIE U ppa-
3UPOBOYHLBIE CPE/ICTBA MY3BIKH, KOTOPBIE
CylIaTesIb IIOCTUTaeT 3a CYET 06IeXy/o-
>KeCTBEHHOTO OIIbITa [6].

CuHecTe3HUsd KakK IIPOIleCcC BOCIPUATHUA
BCJIE[ICTBHUE BO3HUKHOBEHUs Pa3IMYHBIX

accorianii — IpeporaTrBa 3puTessi. MHO-
rve JIIJU UMeKT BO3MOKHOCTb He TOJIBKO
CJIBINIATH 3BYKH, HO U «BHAETH» HX H, CO-
OTBETCTBEHHO, HA000POT, — CBA3BIBATH C
oInpe e IéHHOM MY3BIKOHN yBUAeHHOe. Ho
CHHeCTe3HsI MO>KeT BK/IKYAaThCI H IPH
Co3JaHUU OOpa3a B BOOOpa>KeHUM Xy 05K-
HHKa, a My3bIKa, 10331 MOI'YT pacIlMpPpHUTh
IIOTOK CO3HAHU 32 CYET HEO)KHAHHBIX ac-
COITMAaTUBHBIX CBA3eH. OTIMUNTeIbHAs 0CO-
6eHHOCTBb MY3BIKU B TOM, UTO 3TO BpeMeHHOe
HUCKYCCTBO, CKYJIBIITYpa — IIPOCTPaHCTBEH-
Hoe. [IposiBJIeHMe BpeMeHH U IIPOCTPaHCTBa
B 000MX BHJAX UCKYCCTBA OTMeyaJl ellé
B. KaiHCKMH B cBoel pabote «Touka U JIu-
HU Ha IUIOCKOCTH» [2, ¢. 153].

Po/ICTBO BBIpa3UTEIbHBIX CPe/ICTB — JIU-
HUMY, 11BeTa, HAIIPSDKEHUs, pUTMa — C I3bI-
KOM MY3BIKH I103B0JIIET TOBOPUTH O My3bIKe
$OopMBI, KOTOpasi BO3HUKaeT B TBOPUYECTBe
Pyciana HurmaTyJuivHa Ha CaMbIX paHHUX
Iopax ero IpodpecCHOHAIBbHOIO IIyTH, B Ha-
yaJsie 2000-X. 3a ImpoIlie/Iie 18a JecaTUuie-
THUS MOXKHO IIPOCJIEJUTh, KAK MEHSAIOTCS eT0
TBOPYECKHE IIPUOPUTETHI U IIPEATIOUTEHUS,
XapaxTep ero pabot. [lepBble 13 HUX BBIIIOJI-
HeHbl B pPeaJIUCTUUECKOU MaHepe U OTMe-
4YeHBbl UHTEepPecoOM K BOCTOYHOM TeMaTHKe,
9THUYECKOMY IIOPTpPETY.

B 3pesioM TBOpYecTBe 3aMeTEH pacTy-
UM WHTepecC K TIOPKCKUM OpHaMeHTallb-
HBIM MOTHBAaM, CUMBOJIMKe U MU(QOJIOTHH,
IIPU 9TOM XYZ0’KHUK He IIpuberaet K IIps-
MOMY 3aMMCTBOBaHHUIO, a €T0 CKYJbIITYPbI
o6peTarwT COBpeMeHHOe 3By4YyaHHUe. ITO
0C00eHHO 3aMeTHO B TaKHUX paborax, KakK
«AmHa» (W 1).

O6paireHue K IOPTPETY U QUType ITHU-
YeCKHUX IIepCOHaKel, He CTAaHOBUTCS IIPU
9TOM OCHOBHOM I1eJIbI0 XYZ,05KHUKA, Oepex-
HO IIepe/lalolllero BCe HI0AHCHI, TPelleTHbIe
IBIDKEHU YeJI0BeYeCKOM Y1y, HO, TeM He
MeHee, HHOT/]a BbI3bIBas acCOIUAIUU C He-
KUMU apXeTUIlaMH, IpeBHUMHU obpasaMy,
0’KUBAKIIUMHU B €ro I10/[COSHaHUH.

JlekopaTUBHas IJIaCTUKA B TBOpPUYeCTBe
XyIO’KHUKA CBsI3aHa TakKe ¢ MUPOJIOTHEH,
IIPerMYIleCTBEHHO TIOPKCKOM, BOCTOYHOM.
OpHaMeHTaJIbHOCTh, YCJIOBHOCTH U HEKOTO-
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Ha. 1. P. HuemamyanauH. «AwuHa».
2014. I'parum. 220x120%60.
CobcmeeHHOCMb asmopa

pasi INIOCKOCTHOCTh U300pakeHUs 0bJierda-
IOT BOCIIPUSTHE 3TUX Pab0T, BHIIIOJTHEHHBIX
B OpoH3e U AepeBe. KaxKyiasacs JETKOCThb
YyBCTBEHHOI'0 00pasa CKYJIbIITYPHI POSHUT
UX C JeKOpPaTUBHO-IPUKJIAAHBIM HCKYC-
CTBOM, HO OTHECTHU K HEMY 3TH pab0ThI OBLII0
6BI OIIMO0YHBIM. /leKOPAaTUBHO-TIPUKJIA/-
HOe HCKYCCTBO CTaBHUT IeJIbI0 JeKOPaTHUB-
HOCTb, CO3/laHUe «KPaCHUBOTO IIpegMeTar,
OCHOBHOU QYHKIIHEN KOTOPOTO SBJISETCS
yKpallleHHe UHTepbepa. AHAIU3 yKe TaKUX
pabort, kak «Kapa ropra» (11.2), ToKasbiBa-
€T, UTO XY/[0’)KHUK He OTpaHUUYMBaETCs CO3-
IaHueM CTHUJIM30BaHHOU QOpPMEI, II0Uep-
KHyTasl YCJIOBHOCTb KOTOPOM He [IOJKHA
BBOJUTH B 3a6sry>KaeHue. CMbICJI paboThI,
II0 YTBEP)XJeHUI0 aBTOpa, — B Ilepejaye
«BHYTpPeHHEH TMHaMUKHU U CBOOOMBI», SIB-
JIIIOIIIUXCS CJIe/ICTBUEM TeHeTUYeCKOU Ia-
MATH [1, c. 34].

O6e paboThl OTMEYeHBI JIUPUYHOCTHIO,
TOHKOU Ilepe/laueil OTTEHKOB YyBCTBA U Ha-
CTPOEHU 3a CYUET HI0AHCOB IVIACTUYECKOTO
ga3bIKa. [Ipy 3TOM B HUX IIPOCJIEKUBAETCA
OIlpe/ie/IEHHBIN ITOATEKCT, YBOIAIIHUMN 3pU-
TeJIs1 OT YUCTO 3CTeTUYECKOr0 BIieyaT/IeHUs
U HallpaBJIEeHHBIN Ha CO3jaHUe IIepCOHab-
HOro Muda.

Hna. 2. P. HuemamyanuH. «Kapa ropea».
2015. ITnacmuueckasa macca. 180x50x40.
CobcmeeHHOCMb asmopa
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JI.C. BeiroTrckuui B cBoel «IIcuxosoruu
HCKyCCTBa» IHCaJ, CChLIasgCh Ha b. Xpucrtu-
aHceHa: «Pa3ByieKaTh Hallll YyBCTBa He CO-
CTaBJIIeT KOHEYHOH I1eJIH XY/[05KeCTBEHHOI0
3aMbICJIa. ['JTaBHOE B My3BIKe — 3TO HeCJIBIIII-
HOe, B IVIaCTUYECKOM HUCKYCCTBEe — HeBU/U-
Moe U HeocsszaeMoe» [1, ¢. 73]. PaboTeI 3TOTO
IIUKJIa 00 beUHSAET JIJUPUUHOEe Havyaslo, 6JIu-
30CTh K IIeCEHHOMY >KaHpY, UTO IIPOSABJIAETCS
B IIaBHOCTH, pPUTMUYHOCTH JIMHUH, II0BTO-
pax ¢OpMBI ¥ MATKUX U3rubax. JJuHug — rub-
Kasi ¥ yIIpyras — JaéT OIIyIlleHHe BeIpakeH-
HOM My3BIKaJIbHOCTH; COTJIaCHO KaHAMHCKO-
My, XapaKTep JIMHUU COOTBETCTBYET BBICOTE
3BYKa pas/IMYHbIX UHCTPYMEHTOB [2, c. 153].
HawnboJiee II0JIHO JIMHUSA aCCOLAUPYETCS CO
3By4YaHHeM MY3bIKH TOI7Ia, KOIZ[a XYA0KHUK
MaKCAMaIbHO UCII0JIb3yeT eé THOKOCTh U Ha-
npsbKeHue GopMBI B abCTpPaKTHBIX paboTax,
B OCHOBE KOTOPBIX JIEKUT AUHAMUYHOE Op-
HaMeHTaJIbHOe KOMIIO3UIITMOHHOE PellleHHe.
My3bIKa BBI3BIBAeT y UesloBeKa IMOIIUU 3a
CYéT CIlellMaJbHBIX CPeJCTB My3bIKaJIbHOMN
BBIPa3UTEIbHOCTH.

K popmasbHOM, 6ecripeIMeTHOM IIaCTHKe
CKYJIBIITOP OOpalljaeTcsd y>Ke Ha paHHeM 3Ta-
IIe TBOpYeCTBa, UHTepeC K Hell OH COXPaHUII
U IIPUYMHOJKIJI 38 TO/IbI Pa60THI KaK B MOHY-
MEHTAaJIbHOM, TaK U B CTAHKOBOU CKYJIBIITYPE.

PaboTHI, BEIIIOJIHEHHEIE B aOCTPaKTHOM Ma-
Hepe, MOKHO € 60JIBIIION [J0JIel YCI0BHOCTH
paszesnuTh Ha 60J1ee leKopaTUBHbIE IIPOU3Be-
IleHUs OpHaMeHTa/ILHOTO IIJIaHa ¥ Ha CTPOTo
¢opmasibHbBIe, TaAKOHUYHBIE, CO3JaHHbIe Ha
CTPOroi reoMeTpUU GOPMBI U IIPOCTPAHCTBA.

«06y1auHBIF MOCT» — JIETKas BO3yIITHAs
paboTa, IIpUpoHOe Hayaso 3/[eCh Ilepepac-
TaeT B OpHaMeHTaJIbHOe, CO3/iaBas JUHAMUY-
HYI0 UIpy GOpPMBI U IIPOCTPAHCTBA, IIPOHUKA-
IOIUX APYT B IPYyTa U UTPAIOIIUX OSUHAKOBO
Ba’XHYIO POJIb B KOMIIO3UITUHU (WII. 3).

biuskasg K Hed 110 06pasHOMY CTPOIO U
MaTepHally «3UMHA IleCHsI» BHOBB obpaliia-
eTcs K MUGOJIOTUYeCKOMY 006pa3y KOHs, yep-
ThI U TPUBAa KOTOPOTO e/IBa YJIOBUMEI (WL 4).

Pa6oTty «CTeIrrHOM MOTUB» OTJIMYaeT 06pa-
IleHHe K BOCTOYHBIM MeJIOJUAM, THOPKCKO-
My OpHaMeHTY, KOTOPBIH, OfHAKO, YTpa4yHu-
BaeT 3/leCb CTaTUYHOCTD, 0KUBas ¥ obpeTas
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2017. Mpamop. 130%x13%40.
CobcmeeHHOCMb agmopa

Ha. 4. P. HuemamyaauH. «SUMHSAS NECHSL».
2018. Mpamop, eparum. 40x40x15.
CobcmeeHHOCMb asmopa
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Ha. 5. P. HuemamyaauH. «CmenHoil Momue».
2016. I'parum, memann, akpusa. 150x70x40.
CobcmeeHHOCMb asmopa

COOGCTBEHHYIO )KM3Hb 3a CYET 3aMBICJIOBA-
TOT'0 PUTMHUUYECKOTO CTPOSI, aCCOLIUUPYSICH C
MY3bIKaJIbHON GOPMOH, Xy 0KECTBEHHBIM
CTpOeM CTelIHBIX U3BagHUM (WII. 5).

KauecTBO IIOBEPXHOCTH, IIBET KaMH,
cyIerka IT00JIEKIIIUIM OT BpeMeHH, B3bIBAKOT K
BEUHOCTH, K 3ByKaM [JpeBHUX MeJIO[UH, MO-
HOTOHHBIX, II0X0’KUX Ha 3By4aHUe CTeIlH.

«TaHel» — BepTUKaJIbHasi KOMIIO3UIUA,
€€ OTJIMUAIT JIETKOCTh U U3AIIeCTBO, CU-
JIy3T IIPUYYJIMBO U3rubaeTcs, Iepeceka-
eTCsl C IIPOCTPaHCTBOM CJIOKHOM GOPMBI U
IOIIOJIHAEeTCS IIBETOM, BBHI3BIBAs y 3PUTeEISA
BIleUaTIeHUe HeYyJI0OBUMOTIO ABY)KEeHUs, ac-
COLTUHUPYSCH C IlepeIlIeTaI0IIUMHUCT MeXIy
co60M purypamu, TpaHCPOPMHUPOBAHHBIMH
U IlepepaboTaHHBIMU B I10/1061e QJIEHTEI CO
MHO>KeCTBOM IIyCTOT (HJI. 6).

B pa6oTax IocjeHUX JIeT HapsAay C Jie-
KOPATUBHOCTHIO IIPOCIEKUBAETCS CTPeMIIe-

Han. 6. P. HuemamyanauH. «Taneu».
2017. MopéHulii 0y6, akpus, epaHum. 120x15x15.
CobcmeeHHOCMb asmopa

HUe K 6ojiee cep>KaHHBIM pHUTMaM, I1eb-
HOCTH KOMIIO3UITUM; OHU JAKOHUYHBI U
OTJIMYAI0TCS CUMBOJIMYHOCTBI0 U 60JIbITIe
YCJIOBHOCTHI0. [ITaBHOE My3bIKaJIbHOE JIBU-
>KeHHe CMeHsleTcs 3/[eCh YETKUM pUTMUYe-
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Ha. 7. P. HuemamyanauH. «KpacHoe u 4épHoe».
2014. I'parum, memann, akpua. 146x40x40.
CobcmeeHHOCMb asmopa

CKHUM CTPOeM, IIepeXOsIIUM B peUUTaTUB.
TakoBa, HarpuMep, paboTta «KpacHoe 1 uép-
HOe» — 3HAKOBasi, CHMBOJINYHAas, BbI3bIBa-
I0IIasi B BOCIPUSTHUH COCTOSTHHE YCTOWUH-
BOT'0 paBHOBECUS, HO JIUIIIEHHAS IIPA 3TOM
CTaTUKHU (UL 7).

B xommosumuu «IleHTaTOHHUKa» (K. 8)
BepXHsdd 4acThb BBIIIOJIHEHA U3 IIOJIHUPO-
BaHHOI'0 YEPHOI0 IpaHUTAa, a HUKHASI —
U3 OXPUCTOTO, TEILJIOro, He06paboTaHHOIO
PEeYHOro KaMH$ C COXpaHeHHeM IPUPOTHOMU
¢axTypsl. Bepx paboTel — >KUBOU U PUT-
MUYHBIN. My3bIKaJIbHBIN 006pas, mepeaH-

Ha. 8. P. HuemamyAaauH. «IleHmamoHuKka».
2017. I'paHum, kameHs. 150x50%40.
CobcmeeHHOCMb asmopa

HBIU Uepe3 OpHaMeHTaIbHYI0 a0CTPaKIIUIo,
yCUJIMBAeTCd 3a CUET KOHTpacra c rpybo-
BaTOU, «HeIIPaBUJIbHOM» HUKHEU YaCThI0
KOMIIO3UITUH.

«PoKIieHYe 3ByKa» — paboTa, HaBestHHas
apxanudecKod CHMBOJIMKOM, obJyafaroias
OJJHOBPEMEHHO IIPOCTON U CJI0XKHOU Qop-
MOH (uJ1. 9).

OmyieHre rapMOHUH, IOTUYHOM 3aBep-
MIEHHOCTU KOMIIO3UITUH, MY3bIKaJIbHOCTH,
«IIeByYeCTb» JIMHUMN YCHUJIUBAITCI Kaye-
CTBOM 00pabOTKU IIOBEPXHOCTH, TOBEEH-
HBIM JI0 COBepIIIeHCTBA. MieasnbHas reoMe-
Tpugd GOPMBI, OTIIOJIMPOBaHHBIA MpaMop,
IPaHUT WU 6POH3a, IIPOTUBOIIOCTABJIEH-
Hble MATKOM JleJIMKaTHOM NIIINPOBKe, IIPU-
POZHOM MaTOBOCTU KaMHS UJIN TeIIOTe fie-
peBa, pOXKIaroT OIIyIlleHHe MY3bIKU.

bpuUTaHCKOMY HCTOPHUKY HCKYyCCTBa
XIX Beka YourTepy IlaTepy IIpHHAaIJIEKUT
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IIOCTPOEHHAas Ha pUTMaX U TapMOHUH, OHa
COCTOUT U3 9KBUBAJIEHTHBIX aKKOPZaM 3Jie-
MEHTOB — IIPOCTPAHCTBEHHBIX U MaTepU-
aJIbHBIX. 3a/laya MacTepa — HaIlOJHUTH eé
cofiepyKaHUeM, BIOXHYTh )KU3Hb B HOBYIO
CTPYKTYPY, YTO MBI U BUIUM B Ka’K/I0H pa-
6ote Pyciiana HurmaTyJsinHa, IpsSsMOM WU
IIO/ICITYJTHOM TEMOM KOTOPBIX SIBJISAETCA MY-
3bIKa. My3bIKa IIPUPOJHOMN CTUXHUU — BETpa,
, ; 3eMJIH, BOZIbI; My3blKa MaTepraJia — KaMHs,
S : JlepeBa, MeTaJlyla; My3bIKa MU}a, JIereHb],
I peBHEeN UCTOPHUH...

Ha. 9. P. HuemamyaauH. «PojcdeHue 38yKa».
2019. I'parum. 40x30%30.
CobcmeeHHOCMb asmopa ’§

yTBEp)KJeHUe, UTO BCE HCKYCCTBO CTpe-
MUTCS K TOMY, UTOOBI CTaTh MY3BIKOH [9],
U CKYJIBIITypa He SIBJISeTCS UCKIYeHUEM:

)~ NPUMEYAHHUA 7~~~

1 HurMmaTtyJsutuH PyciiaH PayuieBud, CKyJIBIITOP. ['0CyfapCTBEHHBIN CTUIIEHAMAT MUHHUCTEPCTBA
KyJBbTYpHI PO (2013, 2014). JlaypeaT ['ocyZapcTBeHHOU peCcITyOJITMKaHCKOM MOJIOIEYKHOM IIPEMUH
uwM. I1I. Ba6uua (2010). Poguscs 17 saBapsa 1979 roza B cesie Vuastsl VuagamrHCKoro parioHna BACCP.
JKuset u paboTaert B I. Yde. OKOHUMI YPHUMCKYIO0 TOCYLAPCTBEHHYI0 aKaleMHUI0 UCKYCCTB M.
3arupa Mcmaruiosa, CKyJIbITYPHOE OTZe/IeHre paKyIbTeTa N300pasUTeIbHBIX UCKYCCTB
(2006). Ysren Corosa xymoXkHUKOB PP ¢ 2011 roga. C 2004 rojia — y4aCTHHUK pecllyOIMKaHCKHX,
perroHaJ bHBIX, MeKPeTHOHAIbHOMU, BCEPOCCUMCKUX, MeXKIYHAaPOLHOM BHICTAaBOK.

C 2006 rofa — y4aCTHUK BCEPOCCUUCKUX U MEXK/YHAPOIHBIX CUMIIO3UYMOB U $pecTUBaIeN
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YaHUYyHBECKOM ITapKe MUPOBOM CKYJABIITYpEI B KuTtae (2010; 2015), MesXayHapo HOIO
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At Home in the World — Mup KakK COOCTBEHHBIN 10M —
the Architecture and Life apXUTeKTypa M >)KU3Hb

of Frank Lloyd Wright* dpsuka Jlnonga Parita™*

This article shows how the enduring
admiration people have for the architecture of
Frank Lloyd Wright (1867-1959) is explained
by this principle of Aesthetic Realism, stated
by the founder of this philosophy, the great
American poet and critic, Eli Siegel: “All beauty
is a making one of opposites, and the making
one of opposites is what we are going after in
ourselves.”

Scholars have written of Wright’s

contradictions: his charm and his arrogance, the

warmth of his interior designs and his coldness
to persons near to him. The authors show that
like people everywhere, Wright was trying in
his life to put together opposites in himself,
including the same opposites he was able to
compose magnificently in his best architectural
work: most particularly, the opposites of inside
and outside, “the snug and exterior.” Two early

examples discussed are his 1893 Gale House and

the Heurtley House of 1902.
Wright’s love of nature led to his concept of

organic architecture: buildings inspired by, and

at one with, their environment. A masterful
example discussed in detail is his 1935 house
design Fallingwater, built dramatically above
a waterfall. The authors also show how two
works from very different points in Wright’s
long career — the 1904 Unity Temple, and the

*  This article is adapted from the author’s popular talk series
Architecture and You. Mr. Romeo and Mr. Laurin are grateful to
continue their study of Aesthetic Realism in professional classes

taught by Chairman of Education Ellen Reiss.

B maHHOM cTaThe Hellpexodlree
BOCXHUIIIeHHE JII0/[ell apXUTEeKTYPoH PpsHKa
Jliorina Parita (1867-1959) o6'bsicHAETCS
IIPHUHITUIIOM 3CTeTUYEeCKOI0 peaalnusMa,
cOpMYTUPOBAHHBIM €TI0 OCHOBAaTEJIEM,
BeJIMKUM aMepPUKaHCKHUM II09TOM K
KPUTHUKOM Jiu CuresieM: «Bcs kpacoTa — 3TO
CO3ZaHKe IIPOTUBOIIOIOXKHOCTEH, a CO3LaHue
IIPOTHUBOIIOJIOXKHOCTEI — 3TO TO, K UeMY MBI
CTPEeMHUMCS B CAMUX cebe».

YuéHble IHCcaIN 0 IPOTUBOPEYUBOM HaType
PaiiTa: ero o6assHUU U BEICOKOMEDPHH,
TeIJIOTE eT0 HHTePhepPOB U er0 X0JIOAHOCTH
K OJIMSKHUM JIFOSIM. ABTOPBI IIOKa3bIBAIOT:
KakK U BCE BOKPYT, PaliT B CBOel JKU3HU
MIBITAJICA 00 BbeUHUTE IIPOTHUBOIIOIOKHOCTH,
BKJIIOYAs U Te, KOTOPBIe CMOT BEJIMKOJIETIHO
CKOMIIOHOBATh B CBOMX JIYUIIIHUX
APXUTEKTYPHBIX TBOPEHUAX: B UaCTHOCTH,
IIPOTHUBOIIOJIOXKHOCTH BHYTPEHHET0

U BHEIITHETO, «yI0Ta U 3KCTepbepar.
O6Cy>xIar0TCsd [Ba paHHUX IIPUMepa: ero
Tetin-xayc (1893) u Xeptau-xayc (1902).
JIro60Bb PaliTa K IIPUpPO/ie IIPHBeJIa ero K
KOHIIEIIIIUN OpTaHUYeCKOM apXUTEKTYPHI:
3laHUM, BI,OXHOBJIEHHBIX OKPY KaIOIIleH
CpefioN U CIUTHIX C Helo. SIpKUH IIpuMep,
KOTOPBIN IOAPOOHO 06CYyKIaeTcs, —
BO3BBIIIAIOIIHUICA HaJ BOLOIIaZ0M [OM

**  JTa CTaThd — aflallTallks IIOIYJIAPHOM CepUHM aBTOPCKHUX
6ecesi «<APXUTEKTypa U ThI». I-H PoMeo U I-H JlaypeH BBIpakaloT
6/1ar0ZJlapHOCTh 3a BO3MOXKHOCTBH IIPOZOJIKEHHS H3ydeHHUs
3CTeTUYECKOIro peajarsMa B IIpopeccHOHaJIbHBIX KjaccaX II0J

PYKOBOZCTBOM JJ11eH Pucc.
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Guggenheim Museum, completed in 1960 — are
opportunities for people to know ourselves
better now. The explanation lies in the beautiful
way each structure puts opposites together.

Keywords:

Frank Lloyd Wright, Architecture, Biography,
Aesthetic Realism, Eli Siegel, Beauty, Love,
Fallingwater, Solomon R. Guggenheim Museum.

Fallingwater, rrocTpoeHHBIN B 1935 rofy.
ABTOPBI TaK)Ke II0Ka3bIBalOT, YTO IBE

paboThI U3 pasHBIX 3TAIIOB AJIUTEIHbHON
Kapbepsl Paiita — XpaMm ExguHcTBa (1904) u
Myseii I'yrreHxaliMa, 3aBepIlIéHHLIN B 1960
TOZly, — AT JIFO/IIM BO3MO>KHOCTD JIy4Ille
03HATh cebsd. OO BACHEHHE KPOETCI B €T0
BOCXUTHUTEJIbHOM YMEHUH HaXOQUTh CII0COOBI
00beJMHEHYS IPOTUBOII0JIOKHOCTEN B OHOU

CTPYKTYpe.
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I'yrrenxamnMma.
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Frank Lloyd Wright

“His is the one name recognized even by
people who know nothing about architecture,”
writes Regina Cole in a recent article on
Forbes.com. “Though he died in 1959, Wright
is still the architect who is referenced more
than any other, living or dead. ... [His] stature
only grows” [1]. Why is this true? We believe
the enduring popularity of America’s greatest
architect and the large meaning his life and
work have for people today are explained by
Aesthetic Realism, the philosophy founded by
the eminent poet and critic Eli Siegel.

Aesthetic Realism is based on a principle
that provides the means of looking at art
and life, and their relation, which is new,
practical, and which revolutionized our
lives and our work as architects. “All beauty
is a making one of opposites,” stated Mr.
Siegel, “and the making one of opposites is
what we are going after in ourselves” [11,
p- 7]1. We have seen this principle is true
about, definitively explains, the work of
Frank Lloyd Wright, and it also provides
fresh insight into Wright’s questions as an
individual yet representative self, a person
who was hoping to make sense of opposites

in himself which he succeeded in composing,
often magnificently, in his designs.

We begin with the biggest opposites
people are dealing with all the time...

Self and World, Personal and Impersonal

In Self and World, An Explanation of
Aesthetic Realism, Eli Siegel writes:

We all of us start with a here, ever so
snug and ever so immediate. And this here is
surrounded strangely, endlessly, by a there. We
are always meeting this there: in other words,
we are always meeting what is not ourselves,
and we have to do something about it. We
have to be ourselves, and give to this great and
diversified there, which is not ourselves, what
it deserves. This means we have to be personal
and impersonal, snug and exterior. [12, p. 91]

We think what has affected many people
about the buildings of Frank Lloyd Wright
has to do with the way he puts together these
opposites: the snug and exterior, inside and
outside. He writes of how he came to feel
the outer wall of a house should not just be
“the side of a box” but should help “to bring
the outside world into the house and let the
inside of the house go outside.” [16, p. 166]
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Fig. 1. Fallingwater, glass meeting wall
[public domain — Historic American Building Survey]

(See fig. 1) And in his own first home built
in Oak Park, Illinois, he even allowed a tree
to grow within the house and through the
roof, in spite of the consequences, which
included more of the outside coming in than
one would want!

One of the techniques Wright used was
to make the transition from the outside to
the inside of his buildings very dramatic. For
instance, in his Unity Temple, after you walk
from the low, dark entrance passageway, you
are surprised and thrilled by the bright and
spacious sanctuary within. (See figures 8 &
9) And in his design known as Fallingwater,
perhaps the most famous residence of the

20th century, the “personal and impersonal,
snug and exterior” are brought together in
another way: the living room has both a cozy
fireplace and a broad expanse of glass above
built-in seating, providing expansive views
of its beautiful surroundings. (See fig. 19)
Now these architectural elements have
been written about a great deal, but we’re
saying something new: that Frank Lloyd
Wright was dealing, in all of his designs, with
a problem had by everyone. “The inner life
of a person is deeply about whether one likes
oneself or not,” wrote Eli Siegel [12, p. 232],
and he showed that true self-esteem comes
from honestly trying to like the outside world
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and “give to this great and diversified there,
which is not ourselves, what it deserves.”
We feel that Wright’s inward debates and
self-questioning were deeper than any of
his biographers recognized, and so was his
desire to like the world and give it new,
expressive form in his architecture.

We can see Wright dealing with these
opposites of the snug and exterior in his
earliest works: the homes he designed for
his Oak Park neighborhood, many of which
can still be seen there. In the 1890s, when
most homes were tall and often heavily
ornamented in the popular Victorian style,
Wright was among a group of Midwest
designers that came to be known as the
Prairie School of Architecture because their
work was influenced by the low, horizontal
line of the American prairie. These architects
include Joseph Silsbee and Louis Sullivan,
with whom Wright apprenticed.

Walking through Oak Park today is like
walking through a Frank Lloyd Wright
museum, and it’s an opportunity to see how his
thinking progressed from rather traditional
looking houses that were largely focused
inward, to ones that are increasingly open
and more horizontal. An example of the first
is the Walter Gale House of 1893, designed
while he was still working for Louis Sullivan.
(See fig. 2) While it has a conventional,
steeply sloped gable roof, you can see him
experimenting with simple, strong geometry.
For instance, he takes individual square
windows and joins them together to create a
continuous horizontal band.

The Heurtley House was built nine years
later, in 1902, and we can see how far Wright
has come from the Gale House. (See fig. 3) The
dark band of windows now extends across
the entire facade, making the roof —which
is no longer a high gable but a low-profile
hip roof with broad overhangs —seem to
hover effortlessly above, and the horizontal
emphasis is continued by that low front wall
and even the brick coursing.

Wrightwasatremendous energy, designing
not only homes, but also book covers, murals,
textiles, furniture, stained glass windows! His

designs, which are more popular than ever,
were inspired by the beauty of nature he saw
growing up in Wisconsin —the prairie, the
sumac and hollyhock plants. His geometric
abstractions of these forms show how deeply
he was affected by the world around him,
and he took it in and made it part of himself,
so that these designs are recognized today as
distinctly his.

Wright’s love and respect for nature
led him to develop his concept of organic
architecture —epitomized by Fallingwater,
which we will discuss later — of designing
buildings as if they grew from the earth. He
wanted them to work together with, not take
over, their surroundings. He once wrote:
“Each material has its own message, its own
song.” Wood, for instance, should never be
“encased in an armor of paint” [7, p. 485].

Meanwhile, recognizing and respecting
the value of other people, Wright found
more difficult. He seldom admitted learning
anything from other architects and wrote
disparagingly, “The Parthenon is an
architectural fraud,” and “the domes used
by Michelangelo and Christopher Wren are
all false as hell” [2, p. 302].

Arrogant statements like these —and
sadly, he made many of them —show his
unsureness. His flamboyance has been
romanticized and recent biographies by
Brendon Gill and Ada Louise Huxtable
catalog his dishonesty and injustice to
other architects. Yet with all the writing
about him, what he was going after has not
been understood. He was trying to answer
a question that Aesthetic Realism sees as
crucial in the life of every person who has
ever lived, that is...

Is the World to be Respected or Scorned?

He was born Frank Lincoln Wright in
1867 in the farming town of Richland Center,
Wisconsin, the son of William Wright,
an accomplished musician, lawyer, and
preacher, and Anna Lloyd Jones, a teacher
who had studied the ideas of German
educator Friedrich Froebel.
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Fig. 2. Walter Gale House [Teemu008, wikimedia]

Fig. 3. Arthur B. Heurtley House [Aude, wikimedia]
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In his autobiography Wright says that the
geometric shapes of the Froebel building
blocks he played with as a child were always
in his mind whenever he designed. He wrote
of listening to his father playing Beethoven
or reciting Edgar Allan Poe’s “The Raven.”
This shows a respect and affection for his
father. But he also wrote this, showing there
was trouble in the Wright household, and as
he often did, he refers to himself in the third
person, as the “son”:

After their son was born something
happened between the mother and father. ...
Anna’s extraordinary devotion to the child
disconcerted the father. ... The boy, she said,
was to build beautiful buildings. ... Before he
was born, she said she intended him to be an
Architect [16, p. 31].

To say that his mother’s “extraordinary
devotion to the child disconcerted the father,”
is to make something that was a cause of
resentment and pain, mild and patronizing.
Did young Frank respect his mother for her
“extraordinary devotion”? Did he feel he
deserved it? In his book Many Masks: A Life
of Frank Lloyd Wright, Brendan Gill points
out that Wright’s autobiography “glorified
mother and son and tended to diminish the
father” [5, p. 26].

The desire to get a false importance
for oneself by diminishing another
person — whether near to us or a
stranger —is, Aesthetic Realism explains,
contempt, and as the Wright household
shows, it’s terrifically hurtful. When Wright
was 18 his father divorced his mother and
left their home. Even before the divorce,
however, Wright had a tendency to retreat
into a world of his own. Author Harvey
Einbinder writes: “He preferred spending
hours in his attic room. A vertical hand-
painted sign on the door outside announced
SANCTUM SANCTORUM accompanied by a
stern warning: KEEP OUT” [2, p. 14].

Like many young men, I, Anthony Romeo,
also had a sanctuary. Mine was in the
basement of our Long Island home, and I
maintained it long after my parent’s divorce
when I was 12. Some years later in an

Aesthetic Realism consultation,' I was asked
whether I used the arguments between my
mother and father to justify my feeling that
the world was mean and didn’t amount
to much. I said I had, and my consultants
explained:

Most people don’t see the world as too
friendly a place, but Aesthetic Realism says
the structure of reality can be seen in such a
way that a person can like himself and also
like the world. ...Your interest in architecture
comes from a desire to see that the world has
a structure that makes sense.

Studying the meaning of this changed
my life deeply. I believe Frank Lloyd Wright
felt — however wunconsciously — that
architecture stood for a world that made
sense. As artist, his purpose was to respect
and enhance rather than denigrate. We see
this in the home he designed in 1893 for
the publisher William Winslow in River
Forest, Illinois. (See fig. 4) It honors the
exterior —with a foliage motif carved into
the dark green stone, relating the house to
the neighboring trees; and it also honors the
interior — with that snug hearth or fireplace,
framed by a colonnade and located at the
center of the house, something that became a
hallmark of his residential designs.(See fig. 5)

Art & Life in the Wright Home

In 1889, Wright married Catherine Lee
Tobin, and soon designed and built the Oak
Park home where they would live for the
next 20 years, with —eventually — their
six children. He opened his architectural
practice here too, and the home became a
laboratory where he experimented. (See fig.
6) Its small library is built entirely on the
plan of an octagon, with a roof —square
in plan—projecting out over the corner
windows. This is where he met clients and
reviewed plans, spreading out the drawings
on a table on which light shines from the
windows above.

The playroom —which was also used for
entertaining—was a barrel-vaulted space
flanked by long, low window seats scaled
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Fig. 4. Winslow House, foliage motif (top)
[public domain — Historic American Building Survey]

Fig. 5. Winslow House, hearth
[public domain — Historic American Building Survey]
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Fig. 6. F.L. Wright Home & Studio [wikimedia]

for children. But, like many fathers, Wright
found it easier to provide a beautiful home
for his children than to understand them.
And they, like many children who feel
their fathers are remote, were not always
content to stay in the playroom. His son
John described how they interrupted their
father’s business calls, broke the custom
designed furniture, found a hidden stairway
to the balcony of Wright’s studio, and threw
things over the railings on his visitors. In his
autobiography Wright asks:

Is it a quality? Fatherhood? If so, I seemed
born without it. And yet a building was a child.
I have had the father-feeling, I am sure, when
coming back after a long time to one of my
buildings. That must be the true feeling of
fatherhood. But I never had it for my children
[16, p. 135].

He is courageous in saying this, but
it troubled him. There was also trouble
between Frank and his wife, Catherine.
His autobiography continues, again in
the third person: “Young husband more
interested in the house than in his young
bride, so the young wife said to him again
and again” [16, p. 131].

One of the things that makes for pain in
marriage is that we don’t see the person
we’re close to in a way that’s both personal
and impersonal; we see her or him just
personally —as belonging to us, and we
think we know all about them. We also
can see a spouse with a cool impersonality.
When Wright looked at the sumac plant, he
saw it as having the mystery and meaning of
the world. He did not see his wife that way.
Although he designed lovely dresses for her,
with patterns that echoed the stained glass
of their home, he wasn’t eager to search
within the rooms of her mind —to use a
metaphor that Robert Browning, the poet,
used in relation to his wife, Elizabeth Barrett
Browning.

In an Aesthetic Realism lesson? I, Anthony
Romeo, was privileged to have with Mr. Siegel
in 1978, he asked me what a woman and a
building have in common.Isaid I didn’t know.
“They both have depth and dimension,” Mr.
Siegel said, and he encouraged me to want to
know a woman’s mind. This made possible
my marriage to Karen Van Outryve, who is
a poet, an Aesthetic Realism consultant, and
my dear wife of 38 years.
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Fig. 7. Unity Temple [Brian Crawford, wikimedia]

Inside & Outside

These opposites are as important as any in W i
the life and work of Frank Lloyd Wright. While L : }
designing Unity Temple in 1904, Wright said
he “discovered something tremendously
important”: What was it? That the reality of a
building does not consist in the walls and the
roof of that structure, but in the space in here
to be lived in— there was the reality.?

The reality of a building, just like the
reality of everything else, is both inside and
outside. But the exterior of Unity Temple is
purposefully made less dramatic, and many
architectural critics of the time criticized it as
unfit for a house of worship, saying it looked
more like a Mayan fortress. (See fig 7) In his
catalog of Wright’s buildings, William Allin
Storrer explains: “With its exposed pebble
surface, the Unity monolith introduced
reinforced-concrete construction to America
on a grand scale. Its use was dictated in part
by the need to keep costs of the structure
low” [13]. The exterior does seem austere,
with its thick monolithic concrete walls, but

the ochre color of the stone aggregate Wright  Fig. 8. Unity Temple, view from passageway to
used has the concrete seem warmer. sanctuary [James Caulfield]
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Fig. 9. Unity Temple, sanctuary [James Caulfield]

What makes Unity Temple most distinctive
though, is how the beauty of the interior
unfolds as you enter. First, you go through
the entry and a series of narrow passageways
made purposely low and dark. Walking
further you are forced to make a few right
angle turns. (see fig. 8) Then, in sudden
contrast to this constricted space you enter
the sanctuary, which is bathed in warm
sunlight from a large central skylight and
perimeter clerestory windows, reconnecting
us once again with the outdoors. Sitting in the
pews within this relatively small structure,
you have an amazing sense of grandeur,
spaciousness at one with warmth and
intimacy. You are both “snug and exterior.”

In Frank Lloyd Wright, as in most people,
there was a fight between what he showed
outwardly and what he felt inside. This is
one of the reasons that Brendan Gill titled
his biography Many Masks. Wright needed
to know that the depths of himself could be
at one with space and brightness as is true of
Unity Temple and many of his best designs.

Continuity and Change in an Iconic New
York Building

For the rest of his 91 years, Frank Wright
went on to design many more works of great
originality and variety: from the still modern-
looking 1908 Robie House in Chicago
(see fig. 10); to the S. C. Johnson Wax
Building in Racine, Wisconsin, whose office
interior is as beautiful today as when it was
built in 1938 —including the original Wright-
designed desks (see fig. 11); from the Marin
County Civic Center in California, completed
after his death in 1960; to the campus plan
and several buildings he designed in the
1950s for Florida Southern College in
Lakeville, Florida; from Taliesin West, his
winter home and studio built in the Arizona
desert in 1937 (see fig. 12); to what he called
Usonian homes —beautifully designed yet
affordable middle-class residences — that
inspired Usonia, a housing development in
Pleasantville, NY.
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Fig. 10. Robie House [Sailko, wikimedia]

Fig. 11. Johnson Wax Building interior
[Carol M. Highsmith, wikimedia]
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Fig. 12. Taliesin West [Greg O’Beirne, wikimedia]

Bemsogsesosouoom@

Fig. 13. Solomon R. Guggenheim Museum
[Ajay Suresh, wikimedia]

Inthelate 1940s, Wright was commissioned Paintings, Wright conceived perhaps the
by a New York City art collector to create a closest thing to a non-objective building.
museum for his important collection of 20th Lacking straight walls, right angles, even flat
century abstract art. For the Guggenheim floors in the main gallery, its design is based
Museum — originally known as the Solomon on the form of a spiral. (See fig. 13)

R. Guggenheim Collection of Non-Objective
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Fig. 14. Guggenheim Museum rotunda & dome
[VillageHero, wikipedia]

This project—which occupied Wright
for the rest of his life—proved to be one
of his most controversial designs. It was
criticized by some for the audacious curves
of its exterior that were seen as an affront
to its dignified 5th Avenue neighbors, for
its unusual way of displaying paintings,
and even for competing with the art that
Wright was commissioned to show to its
best advantage. But the building is also
loved, including as an inspirational space
for artists who, in recent years, have created
installation art works specifically for it.

The building’s mid-block entrance on
Fifth Avenue is surprisingly inconspicuous,
and once inside visitors pass through a
low, rather small glass lobby, that evokes
a temporary feeling of tightness and
compression —related to Unity Temple —as
a dramatic contrast to the main, huge,
glowing space which explodes into view.
(See fig. 14)

15. Guggenheim Museum, view across
rotunda, structural ribs
[Antony-22, wikipedia]

Straight ahead, on the east side of this great
circular room bathed in sunlight from a low-
domed skylight nearly 100 feet above, we are
enticed to ascend a ramp. This ramp leads to
the works of art, located along the perimeter
wall that—Ilike the ramp—winds higher
and higher toward the light. So the ramp
serves as both circulation for museumgoers
and as the main display space for the art.
Opposites central to the museum’s design are
continuity and discontinuity, which Eli Siegel
writes about in his landmark 15 Questions:
“Is Beauty The Making One of Opposites?”:

Is there to be found in every work of art
a certain progression, a certain indissoluble
presence of relation, a design which makes for
continuity?—and is there to be found, also, the
discreteness, the individuality, the brokenness
of things: the principle of discontinuity ?*

Wright himself described the Guggenheim
as, “...one great space on a single continuous
floor. The eye encounters no abrupt change,
but is gently led and treated as if at the edge
of a shore watching an unbreaking wave

. one floor flowing into another instead
of the usual superimposition of stratified
layers.” [4] But there is discontinuity too, as
the twelve concrete ribs that rise from the
ground to support the ramps and skylight
above, also serve to divide the circular
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Fig. 16. Fallingwater (Edgar Kaufmann House)
[aroundtheworldl.com]

walls into smaller segments, creating mini-
galleries that encourage visitors to pause
and ponder. (See fig. 15)

Then there is the simultaneous continuous-
discontinuous experience that’s unique to

the Guggenheim: as you study one painting,
you can turn around and look across the
vast open space to see on the opposite wall a
painting you may have admired ten minutes
earlier, or on the level above that one, get a
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preview of paintings you haven’t yet seen.
This establishes a sense of continuity — of
exciting, often surprising relation —between
the different works in our mind’s eye.

This always makes for a thrill and it has
great usefulness for ourselves. For as much
as we can like the sureness and regularity
of continuity in our lives—such as having a
cup of coffee every morning or making the
8:30 bus everyday—we can also get into a
routine that’s boring and closes our minds
to what’s discontinuous with that routine,
and very possibly something wonderful that
we can miss: the morning song of a bird, the
colorful print of a woman’s dress on that
crowded bus. The Guggenheim encourages
us to be fair to what’s before us, but also not
to miss its relation to what else is around us.

Fallingwater: At Home in the World

We take a closer look now at Fallingwater,
the house Frank Lloyd Wright designed
for Edgar J. Kaufmann in 1935. Critic Clay
Lancaster describes it as—and listen
for all the opposites he points to: “a rare
compositional perfection of harmonious
contrasts. ... The building is so well suited to
the setting that it becomes an integral part
of it. The shapes that make up the Kaufmann
house are simple yet complex, sturdy yet light
as air, studied yet casual, well defined yet
intangible, and functional though somewhat
elusive and unreal.” [8] (See fig. 16)

Architectural historian Bruno Zevi called
it “one of the greatest monuments created
by human genius” [17, p. 10]. Every year
thousands of people from all over the world
journey to see and experience it. They come
away deeply stirred, and the reason, we
think, is explained by Eli Siegel in a section
of his Outline of Aesthetic Realism titled, “The
world is friendlier than you know”:

Trying to like the world on an honest basis
is the most useful activity of a person. Unless
one likes the world, one doesn’t like oneself,
and the chief reason the world is friendly is
that it is the oneness of opposites which we
like when we see a beautiful thing [10].

Fallingwater —through the many ways
it puts reality’s opposites together —has a
person like the world more, feel a sense of
being truly at home in the world.

In 1932 Edgar Kaufmann, owner of a
department store in Pittsburgh, purchased
1,600 acres of rural property 100 miles
southeast of the city, in Bear Run PA, as
a vacation site for his family and store
employees. He and his wife Lillian loved this
rocky, heavily wooded land that had a scenic
waterfall at its heart. They came to spend
more time in a modest cabin built near the
falls, and soon decided to build a permanent
summer home.

At this time their son Edgar Jr. was
working as an apprentice to Frank Lloyd
Wright. He encouraged his parents to ask
the famous architect to design their new
home, and a visit to the site was arranged
in December 1934. As frequently occurred,
walking the land inspired Wright. He once
wrote: “[I]n the stony bone-work of the Earth,
the principles that shaped stone as it lies,
or as it rises and remains to be sculptured,
by winds and tide —there sleep forms and
styles enough for all the ages, for all of man”
[3, p- 33]. After the trip he wrote in a letter
to Edgar Kaufmann Sr., “The visit to the
waterfall in the woods stays with me and a
domicile has taken vague shape in my mind
to the music of the stream™®.

Incredibly, the design remained in his
mind until the very day a few months later
when Kaufmann surprised Wright with a
phone call saying he had flown to Wisconsin,
where the architect’s office was located, and
would be there in a couple of hours to see
how the design of his house was progressing.
After the call, Wright calmly sat at his
drafting table —surrounded by anxious
associates and apprentices—and proceeded
to draw floor plans and sketches of a house
that amazingly ended up changing very
little in its final conception. The Pittsburgh
businessman had pictured his home as facing
the waterfall. Imagine his astonishment
when he saw Wright’s sketch showing
the house seeming to hover precariously
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above the falls. Kaufmann knew of Wright’s
reputation for being innovative, eccentric,
headstrong, but this?!

The very idea of building over a waterfall
CAN be questioned. Is it respectful of nature
or competitive with it? Could the architect
have designed a house facing the falls that
would have been just as beautiful? These
ARE valid questions. But we think Wright’s
purpose also had validity. “E.J.,” he told
Kaufmann, “I want you do live with the
waterfall, not just to look at it, but for it to
become an integral part of your lives”s.

A House that Does What We Want to Do

In Eli Siegel’s preface to his book Hot
Afternoons Have Been in Montana: Poems, he
wrote: “[T]he very self of a thing is its relations,
its having-to-do-with other things. Whatever
is in the world, whatever person, has meaning
because it or he has to do with the whole
universe: immeasurable and crowded reality
[9, p. xi]. This idea is of great importance
to people everywhere, because Aesthetic
Realism explains that the outside world is the
other half of ourselves, and our happiness
and well-being depend on how much we
want to know and welcome our relation
to other people and things. The success of
Fallingwater is that this is what we feel: a
building with strong, unique identity because
it is at one with what is around it. We once
suffered —as most people have —because we
saw the outside world as too different from
ourselves, as an interference to be fought or
managed or gone away from.

The inaccuracy and hurtfulness of this
way of seeing is something that I, Anthony
Romeo, learned about in the lesson I spoke of
earlier. At one point Eli Siegel asked me: “Do
you believe your questions are distinguished
and pretty much alone?” Yes, I answered.
This feeling, which many people have, is
painful, but we can also cherish it because
we use it to feel important, distinguished.
Mr. Siegel continued with depth and kind
humor: “Can you name one question no one
else has?” AR: “My question about anger.” ES:

“No one else has that? That’s old stuff. Seneca
wrote an essay on anger, De Ira, in the time
of Nero, first century A.D. or so. There are
a few statements in the Bible. What can get
you most angry?” AR: “Usually it’s when I
don’t get my way.” ES: “My, that makes you
distinctive! Who ever got angry because he
got his own way?”

As we wrote earlier, the desire to see
ourselves as unrelated to others and better
than them is a form of contempt. People
secretly feel their contempt is what makes
them distinguished, special, unique, but
we’ve learned contempt is the most common,
unoriginal thing; it makes our lives dull and
unhappy.

We see Fallingwater as a criticism of
the contempt that thrives on separation
and hates relation. We think one large —if
unconscious—reason people love this house
is because it gives them hope for their lives:
it shows self and world, inside and outside,
and other opposites can work together. This
can be seen in many details: for instance, the
way a flight of stairs gracefully joins the living
room to the stream beneath it (see fig. 17); the
way a trellis anchors the house to a natural
rock cliff and at the same time jauntily yields
to the natural growth of a tree. (See fig. 18)
Doesn’t this say: my purpose doesn’t have
to fight with yours, oh World? —we can be
friendly to each other! Are stream and living
room, trellis and tree more themselves; do
they have greater meaning through their
relation to each other? Do we want to feel
that the world adds to us and we add to it,
just as Fallingwater and Bear Run add to
each other?

The Opposites Are the Means

Wright saw the world as friendly at Bear Run,
and nature’s opposites were the basis of this
feeling, which he translated into architecture.
About his design approach, he said:

There in a beautiful forest was a solid, high-
rock ledge rising beside a waterfall and the
natural thing seemed to be to cantilever the
house from that rock bank over the waterfall.”
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Fig. 18. Fallingwater, trellis & tree [wikimedia]
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Fig. 19. Fallingwater, hearth
(foreground) & window wall (rear) [wikimedia]
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Fig 20. Fallingwater, corner window
[Jenna Michieli, flicker public domain]
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Cantilevers are beams supported at one
end only, with the other end extending
outward, horizontally into space. “Wright
saw the cantilever as a profoundly natural
principle,” writes Donald Hoffman in his
book on Fallingwater, “as in the outstretched
arm, or the tree branch growing from the
trunk” [6, p. 18]. The cantilevers here, built
of steel-reinforced concrete poured in place
and extending far out over the falls, were
so extreme, engineers said he was crazy,
and contractors balked at removing their
temporary supports. But they were removed
and the cantilevered terraces held.

Yet awesome as the cantilevers are, they
would not have been truly successful if they
appeared too heavy to the eye. They would
look like they should fall; they would lack
the necessary grace. One might think Wright
would have used wood for the cantilevers—a
relatively light yet strong natural material.
But Wright wanted his building to capture
the essence of the jutting rocks: a very heavy
material that nonetheless can have a form
that simultaneously makes for a sense of
lightness. He wanted strength and grace to be
more powerfully one. The success of concrete
has to do with its quality of plasticity: even
though it is a massive material, concrete
can be given a form that makes for a greater
sense of lightness. At Fallingwater this form
is a smooth-surfaced rectilinear shape with
rounded edges and painted a creamy ochre
to make it appear even lighter.

Rising from the rock ledge is a solid,
vertical stack of stone quarried from nearby.
This stack or core is, in effect, a man-made
extension of the rock ledge. Wright then has
the horizontal living volumes and terraces
extend outward in different orthogonal
directions from the core. They imitate the rock
ledges, seeming to float in space even as they
are solid, heavy. At the same time, the living
volumes and terraces step down the hillside
in a way that’s related to the movement of
water over the rocks below. (See fig. 16)

The meaning these opposite directions —
vertical and horizontal —have for our lives
is described by Eli Siegel in “The Aesthetic

Method in Self Conflict”—a chapter from
Self and World:

The vertical line is a symbol to the
unconscious of the self alone; the horizontal,
of the self going out. Were the vertical line
to become one with the horizontal line,
narrowness, width, and height would exist
at once [12, p. 118].

This explains what one feels observing
Fallingwater rise toward the sky and spread
outward at once as if to embrace the universe.
Isn’t this what we hope to feel, an awareness
of our individuality even as we reach out to
all that out there?

I, Dale Laurin, was once like that vertical
line Mr. Siegel described, someone who felt
very much alone and was interested in little
besides architecture. But after beginning
to study Aesthetic Realism, I met a young
woman, Barbara Buehler, who was a city
planner. In an Aesthetic Realism lesson I
was greatly fortunate to have with Eli Siegel,
he asked me this crucial question: “Do you
think if you saw the depths of yourself, you’d
be rather close to the depths of a woman?”
To my delight I came to see it was true. Like
me, Barbara was also trying to put opposites
together such as outside and inside —what
she showed and what she felt within. I soon
fell in love with her and wanted to spend
the rest of my life with her—and since our
marriage in 1980, I happily have.

The World Comes Inside

Many people see home as a haven from
a world they see as different or unfriendly.
Fallingwater is kind because even as it
satisfies a person’s desire —as we wrote in
the beginning —to be snug and secure, it also
impels us toward the exterior, to feel at one
with the outside world.

For instance, as he did in other homes
we’ve discussed, Wright made a huge stone
fireplace the central focus of Fallingwater’s
living room. Yet even in this cozy spot, the
hearth yields to a boulder that juts right up
through the stone floor. Left in place at the
suggestion of Kaufman, this was the family’s
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favorite rock where they had picnicked for
years. (See fig. 19) And in several details,
Wright makes the separation between outside
and inside almost indiscernible —with the
way, for instance, 1) that full length band of
glass above the built-in seating has it seem
there’s no wall there at all; 2) the corners of
rooms, usually closed, have windows that
open out to frame unobstructed vistas (see
fig. 20); and 3) a charming circular moss
garden is divided in half by a window so that
it’s indoors and outdoors at once.

Perhaps the most thrilling detail is the
way smooth glass meets rough stone directly,
without the customary vertical window
framing-piece, allowing the wall to continue
uninterrupted from inside to outside. (See
fig. 1) This makes for a feeling of sheer
exhilaration, expressed in these lines of Walt
Whitman that Frank Lloyd Wright cared for:

O to realize space!

The plenteousness of all, that there are no
bounds,

\.,O/\

NOTES

To emerge, and be of the sky, of the sun
and moon and flying clouds, as one with
them... [15].

Twenty-five years before he first visited
Bear Run, Wright said:

Beauty, in its essence, is for us as
mysterious as life. ... When we perceive a thing
to be beautiful, it is because we instinctively
recognize the rightness of the thing. This
means that we have revealed to us a glimpse
of something essentially of the fibre of our own
nature. ...and we have a vision of harmonies
not understood today, though perhaps to be
tomorrow [14, p. 53].

What is it a beautiful thing has, that
is also “of the fibre of our own nature”?
The answer to this question is in the great
Aesthetic Realism principle —stated by Eli
Siegel —that we have been illustrating, “All
beauty is a making one of opposites, and the
making one of opposites is what we are going
after in ourselves” [11, p. 7].

f‘\_@J

' “In consultations, a person’s individual life questions are understood and explained, through the
principles of Aesthetic Realism. People find that the matters which confuse them most are made
sense of at last, with cultural width, immediacy, and satisfying logic. Consultations may be had in
person at the Aesthetic Realism Foundation in New York City or via telephone throughout America
and abroad.” From: Aesthetic Realism Foundation Mission Statement & Description.

2“In 1941, [Eli Siegel] began to give individual Aesthetic Realism lessons to men, women, and
children. ...“The resolution of conflict in self,” [he] taught, “is like the making one of opposites in
art.” [H]e encouraged his students to see their own lives in relation to matters of culture: to other
people in history, to poetry. ...The subjects of lessons were ... matters the person having the lesson
asked about and wanted to understand..., for example, love, friendship, work, family. ... [A]s a
person studied ethics, looked freshly at his or her own self-criticism, that person’s life changed
profoundly and happily for the better.” Edward Green, Ph.D., “Eli Siegel. A Google Knol.”

https://aestheticrealism.org/knol-on-eli-siegel/

$Ken Burns, Frank Lloyd Wright (1998) (film: documentary, biography, history).
* Eli Siegel, “Is Beauty the Making One of Opposites?” originally published by the Terrain Gallery in
1955 and reprinted in the Journal of Aesthetics and Art Criticism the same year.

SFrank Lloyd Wright to the Kaufmanns, ca 1935.
SFrank Lloyd Wright to the Kaufmanns, ca 1935.

"Frank Lloyd Wright, Hugh Downs interview, 1952. (Aired on NBC’s Wisdom, May 17, 1953.)
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