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POBJIEMbI TEOPUU N NCTOPUU MV 3bIKU

AKTyanbHBIE IPOOIEMBI BBICIIIET0 My3bIKaIbHOTO oOpasoBanus. 2022. Ne 5 (67). C. 8-14.
Actual problems of high musical education. 2022. No 5 (67). P. 8-14.
Hayunast cratbst
YIK 78
DOI: 10.26086/NK.2022.67.5.002

K npobseme ncropuzma B onepe M. I1. Mycoprekoro «bopuc I'ogyHos».
Yactp 1: Conepaux n Cynust

3eiipac HaTaabst MuxaiijioBHA
Axkanemust xopoBoro uckycctsa umenu B. C. ITonosa, Mocksa, Poccust
E.mail: vanatal@mail.ru, ORCID: https://orcid.org/0000-0003-3205-8357

Annomauyus. ITonsTHE NCTOPU3MA KaK KaTETOPUH XyI0KECTBEHHOTO MBIIUIEHHS popMupoBasioch B XIX Beke B cBs-
31 ¢ OYypHBIM PacIBETOM HMCTOPUYECKUX HAayK W B3PHIBOM MHTEpeca K MCTOPHU B Pa3HBIX CiIOsiX obmiectBa. B mesye
KpPYTHEHIINX KOMIIO3UTOPOB, TBOPYECKH OCMBICIUBINNX MIPOIILIOE cCBOMX HapoxoB, M. I1. Mycoprckwuii 3aHIMaeT ocoboe
MECTO.

JIluteparypusimu uctokamu «bopuca T'omyHoBa» kommosutop HasBan «Mctoputo TocymapctBa Poccuiickoro»
H. M. Kapam3una u tparenuto A. C. IlymkuHa, NOCBSIEHHYIO TaMsITH OCHOBOIIOJIOKHHUKA HOBOI OTE4ECTBEHHON UCTO-
puorpadumu.

Otpaskasi B Xy/10’KeCTBEHHOH (hopme crucTemarusnpoBaHHoe Kapam3uHbIM ciuleTeHHe KOHQIUKTOB, [lymkun cMe-
I1aJ]T HICTOPUYECKOE BPEMsI, COSIUHSAI pealibHbIe ()aKThl ¢ BEIMBIIIJICHHBIMH, U3MEHSUT AeTaIu OHOTrpadui HCTOPUIECKUX
TIepcoHaXKel, co3aBai coouparensHble 00pa3sl. B cBoro ouepens Mycoprekuii, pyKOBOJACTBYSICH COOCTBEHHBIM IIOHUMa-
HHUEM CyTH COOBITHI M 3aKOHAMHU MY3BIKJILHOH JIpaMbl, MEHSUI MECTO JICHCTBHS WIIM 0OBEANHSIT CLICHBI, IPOUCXOIUBIIHE
B pa3Hoe BpeMsi, BBOJMJI AMH30/Ibl, OTCYTCTBYIOIIME B TpareuH, lepeoCcMbICIuBai o0pasbl nepconaxei. [Ipu sTom oH
OIIMpAaJICsl Ha CBHUAETENbCTBAa KapaM3nHa U qpyrue JOKyMEHTHI, YTO TIO3BOJIMIIO BBICBETUTH B ONEPE JpaMaTypruiaecKue
JWHUH, OTCYTCTBYIOIIHE MM TOJIFKO HAMEUCHHBIE B TPareIuH.

B nepBoii yacti pabOTHI IPOCIICKEHBI IBE JTMHUH NPOTHBOCTOSHUS NepcoHaxkel: T'ogyHoB — Illyiickuit kak TaliHBIN
MpeTeHAeHT Ha mpectod u [onyHoB — neronucer [IuMeH, Bepruamuii Cyq HaJl IPECTYIHBIM IJapeM U HEBOJIBHO OKa3bIBa-
IOLUICS ONHUM U3 3a4MHATENEeH CMYThI PyCCKOM.

Knioueswvie cnoesa: vicropusM, «bopuc I'onynos», Mycoprckuid, Ilymkun, Kapamsun

Jna yumupoeanus: 3etidac H. M. K mpo6neme rcropusma B orrepe M. I1. Mycoprckoro «bopuc I'omyroB». YacTs 1:
Conepuuk u Cynus // AxkmyanbHble npobiembl 8vlciie20 My3biKaabHo20 06pazosanus. 2022. Ne 5 (67). C. 8—14. http://doi.
org/10.26086/NK.2022.67.5.002.

PROBLEMS OF MUSIC THEORY AND HISTORY

Original article

On the problem of Historicism in the opera by M. P. Mussorgsky “Boris Godunov”.
Part 1: The Opponent and the Judge

Zeyfas Natalya M.
V. S. Popov Academy of Choral Art, Moscow, Russia
E.mail: vanatal@mail.ru, ORCID: https://orcid.org/0000-0003-3205-8357

Annotation. The concept of historicism as a category of artistic thinking was formed in the 19 century in connection
with the rapid flourishing of historical sciences and the explosion of interest in history in different strata of society. In the
galaxy of the greatest composers who have creatively comprehended the past of their peoples, M. P. Mussorgsky occupies
a special place.

The composer called the “History of the Russian State” by N. M. Karamzin and the tragedy of A. S. Pushkin, dedicat-
ed to the memory of the founder of the new Russian historiography, the literary origins of “Boris Godunov”.

Reflecting in an artistic form the interweaving of conflicts systematized by Karamzin, Pushkin shifted historical time,
connected real facts with fictional ones, changed the details of the biography of historical characters, created generalized
images. In turn, Mussorgsky, guided by his own understanding of the essence of events and the laws of musical drama,
changed the scene or combined scenes that took place at different times, introduced episodes that were absent in the trag-

© 3etichac H. M., 2022
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edy, rethought the characters' images. On doing so, he relied on Karamzin's testimonies and other documents, which made
it possible to highlight dramatic lines in the opera that were absent or only outlined in the tragedy.

In the first part of the article two lines of confrontation of the characters are traced: Godunov — Shuysky as a secret
pretender to the throne and Godunov — the chronicler Pimen, who is conducting a trial of the criminal tsar and unwittingly

turns out to be one of the instigators of the Russian stifles.

Keywords: historicism, “Boris Godunov”, Mussorgsky, Pushkin, Karamzin

For citation: Zeyfas N. M. On the problem of Historicism in the opera by M. P. Mussorgsky “Boris Godunov”. Part 1:
The Opponent and the Judge. Aktualnye problemy vysshego muzykalnogo obrazovaniya = Actual problems of high mu-
sical education. 2022;5(67); 814 (In Russ.). http://doi.org/10.26086/NK.2022.67.5.002.

HcToprueckas TeMaTika IpOYHO yTBEPANIACH B
onepe HauuHas ¢ «Koponaruu I[Tonmen» K. Monre-
Bepau. OgHako B XIX Beke B €€ TPAKTOBKE MPOU30-
1IeJ Ka4eCTBEHHBIM CIBUT, 00YCIOBICHHBIN OypHBIM
pacIBETOM HCTOPUYECKHX HayK M B3PHIBOM HHTE-
peca K UCTOPUHU B Pa3HBIX CIOAX OOIIECTBa, B TOM
YHUCIIEe Cpelld UcaTesie, IpaMaTyproB, XyJOXKHUKOB.
Hmenno B 310 BpeMsi (opMHPYETCsl OHSATHE HUCTO-
pU3Ma KaK KaTerOpUH XyJI0’)KECTBEHHOIO MBILLUICHMUS.
B nnesne kpynHeHIIMX KOMIIO3UTOPOB, TBOPUYECKU
OCMBICIIMBIIUX MPOLIJIOE CBOUX HapoaoB, M. I1. My-
COPICKHI 3aHMMaeT 0cob0e MECTO, UYTO MPHU3HAIOT
naxe ucropuku. Hanpumep, H. U. Koctomapos He
pa3 rosopui o «bopuce I'ogyHose»: «/la, BOT 3T0 Ha-
CTOSIIIAs pycCcKast HCTOpHs!»'.

B cBoeil XymoxecTBeHHOH TpaKTOBKe oOpasa
1aps 1 ero anoxu Mycoprckuii onuparcs Ha JBa oc-
HOBHBIX MCTOYHMKA, YKA3aHHBIX HA TUTYJIbHBIX JIHU-
crax aBrorpada [1, c. 126], — onHOMMEHHYIO Tpare-
muto A. C. Ilymkuna (1826) u «Hcrtopuro ['ocynap-
ctBa Poccuiickoro» H. M. Kapam3una, kotopas co3-
nmaBanack ¢ 1804 1. mo koHIa xu3HU aBTopa (1826).
Kakx uzBectHo, IIyIIKuH MOCBATHII Tpareiuio — «c
OJIarOroBEHWEM M 0JIarOMapHOCTBIO» — «IParoIcH-
HOM s poccustH namsatu Huxomass MuxaiinoBu-
ya KapamsuHa», KOTOpBIH, IO €ro CI0BaM, OTKPBLI
OTEUECTBEHHYIO HCTOpHIO, kKak Komym06 Awmepu-
Ky [2,c.412]. HeiictBurensHo, Kapamsun co3nman
HUCTOPUYECKUI TPyl HOBOTO THUMA: OCHOBaHHBIN
HCKITIOUYMTENFHO Ha JOKYMEHTaxX M (haKkTaX, B3SATBHIX
U3 APEBHUX JICTOMHUCEH, HO MPHU 3TOM HU3JIOKEHHBIN
COBPEMEHHBIM PYCCKHUM JUTEPaTypHBIM S3BIKOM (O
HUM W3 CO3/IaTeNIel KOTOPOTO HA3bIBAIOT MTUCATENS) U
MPOHU3AHHBIN HCKPEHHUM TMEPEKUBAHUEM JpaMaTH-
yeckoit cynp0b1 Poccnu. OTcrofa HaYMHAETCS «30J10-
TOM BEK» OTEUECTBEHHON HCTOPHH, OITUCTATETHbHBIMHU
naMsTHUKaMu Kotoporo ctanu «bopuc I'onyHoB» 1
«XoBaHmuHay Mycoprckoro?.

HeorbemiieMbIM  KaueCTBOM  MCTOPUYECKOTO
uccnenoBanua KapaM3uH cuuTan OLIGHKY U CUCTe-
MaTHU3alMI0 OIMCBIBAEMBIX COOBITHI U nesuuii. Ou

ncain B ipenucioBun: «He 103Bossist cebe HUKaKoro
n300peTeHus], 1 UCKall BRIPOKEHUH B yMe CBOEM, a
MBICTIEH €AMHCTBEHHO B MaMATHUKAX; UCKAN AYIIH
W KU3HU B TICKOIIUX XapTHUAX; KeJaJl MpeNaHHOe
HaM BEKaMH COEIMHUTH B CHCTEMY, SICHYIO CTpOM-
HBIM COJIIDKEHHEM dacTed <...> XOTel peacTaBUTD
U XapakTep BPEMEHHU, U XapakTep JIETOMUCIIEB, HOO
OJTHO Ka3aJIOCh MHE HYXHBIM JJ1s Apyroro. Mcropuk
HE JIETONHCEIl: IOCIEAHNH CMOTPUT €AMHCTBEHHO Ha
BpeMsi, a MEPBbIIl — HAa CBOMCTBO U CBS3b JESHUU;
MOXET OIIMOUTHCS B pacHpeieeHu: MecCT, HO J10JI-
JKE€H BCEMY yKa3aTh cBoe MecTo» [3].

Uto0bI OTpa3uTh B XyIOXKECTBEHHOU (hopMe 3a-
neyaTiieHHoe U cucTeMaTu3upoBaHHoe KapaM3nHbiM
Tyroe CIUIETEHHE pEealTbHBIX HCTOPHYECKHUX COOBI-
TUH ¥ KOHPIUKTOB, [IyIIKUH OTKa3a1Ccs OT eAMHCTBA
BpPEMEHH M MECTa, 00s3aTeNIbHBIX JJIsl pacipocTpa-
HEHHOM Toraa B Poccuu KIIaCCUIIMCTCKOM Tpareauu.
[ToaT B3s11 32 0Opaser MEeKCITUPOBCKUE APaMbl, BbI-
CTPOCHHBIC U3 HEOOJNBIINX, TIOPOIl BHELIHE HE CBS-
3aHHBIX APYT C IPYTOM CLIEH, Pa3bITPHIBAIOIINXCS B
pasHoe BpeMs B pasHbIXx Mecrax. OOnekas «B apa-
Marudeckrue (HOpMBI OJJHY M3 CaMBIX JApaMaTHYHBIX
9IIOX HOBeHIet ncropum» [2, ¢. 461], oH, o cOO-
CTBEHHOMY IPH3HAHUIO, «Pa3BUBAID) HCTOPUICCKIE
XapakTepbl U coObITHA [2, ¢. 451], B yacTHOCTH cMe-
IIaJT MIIA CHKAMAJT HCTOPHYECKOE BpEMSI.

Tak mepBwle cuenbl Tparenuu (Kpemmeckue
nanatel U Kpacuas mromians®) garuposansl 20 des-
pans 1598 roga, To ecTh JHEM HaKaHYHE MacCOBOTO
1iecTBUsI ¢ MKoHaMH Biagumupckoit n Jlonckoit bo-
romarepu kK HoBopeBHMUbEMYy MOHACTBIPIO C LIETbIO
yroBoputh boprca npuHsaTs Beren. Cpasy mocie Ha-
POIHOM CLEHBI Y MOHACTBIPSI MBI CHOBA MONAJaeM B
Kpemnesckue nanarel, rae bopuc yxe naps. Perm-
kKa BOpOTBHIHCKOTO («HAMEIHIY») Bpone OBl YKa3bIBa-
er Ha fgaty 21 ¢eBpans®, Torma Kak mepBblid TOpXKe-
cTBeHHBIN Bhe3] [ogyHoBa B MOCKBY cocTosiics 26
(heBpas, a BEHYaHHE Ha IIAPCTBO — 1 CEHTSIOPSI.

[Tocne atoro Ilymkun nenaeT nmepepeiB B 5 JET,
JaTupys cueHy B keibe 1603 romom, XoTs comac-
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HOo Kapamizuny, pemieHue npuHITh UM JAUMHTPHS
I'puropwmii OTtpenbeB mpunsan He moke 1601-ro, a
Oexan n3 YynoBa MOHACTBIpS BMECTE C MHOKaMHU
Bapmaamom u Mucaunom B (heBpasie CIEIyIOMIETro
[3, c. 711]°. Takum 0Opa3oM B Tpareauy OTPAXKEHBI
[TOJIIPHBIE MOMEHTHI LIapCcTBHsl bopuca: BHyIIaBmiee
HaJEXKIBl Hayalo W KaracTpoduyeckuii koHen. B
ornnune ot Kapamsuna, Ilymkus — kak mosgHee u
Mycoprckuii — He NPUBOIAUT CBUAETEILCTB JHOOBU
Hapona k bopucy I'onyHOBY B mepBble JBa roja ero
npasneHus. OJHAKO MTO3T U KOMITO3UTOP MTOTHOCTHIO
COIIMJAPHBI C UCTOPUKOM, NIPU3HABasi HEUCKYITUMYIO
BHHY Laps B yOuiicTBe mapeBnya JAuMuTpusl.

[To mpumepy lllekcrmpa, Bamsrepa Ckorra u
Buxkropa I'toro IlymkuH BoCHoOJb30Bajics MpaBOM
XyJAOKHUKA COEAUHSATH peanbHble (PaKThl C BHIMBIII-
JICHHBIMH, U3MEHSTHh AeTanu Ouorpaduu wucTopu-
YECKHX IEpPCOHaXeH M co3JaBaTh COOMpAaTeNbHBIN
00pa3 BBIMBILIIICHHOTO repost. Hanbonee sipkuii mpu-
Mep — uHOK IlumeH, o xotopom, cam IlymikuH nu-
cai: «Xapakrep Ilumena He ectb Moe n300peTeHHE.
B Hem cobpait st 4epThl, MIICHUBLINE MEHS B HAIIUX
CTapbIX JETOMHCAX: MPOCTOAYIINE, YMUIHTEIbHAS
KpOTOCTb, HEYTO MIJAJEHYECKOE U BMECTE MYHpOE
<...> COBCPIICHHOC OTCYTCTBHE CYCTHOCTH, MpHU-
cTpactmsi» [2, ¢. 452].

B omepe Mycoprckoro HccienoBaresnnd Ompe-
JIEJIAI0T COOTHOILIEHHE aBTOPCKOTO U IYHIKMHCKOIO
Tekcta Kak 50 Ha 50 mporeHToB. DTO MPOTUKTOBA-
HO HE TOJBKO JIMYHBIM B3IVIIIOM Ha COOBITUS U MX
YYaCTHUKOB, HO U TpPEOOBAHUSIMH MY3BIKQIBHON
npaMatyprun. [Ipu Bcem HOBaTOpCTBE My3bIKaIbHAs
JpaMa JeJUTCs Ha KapTUHBI, KaX1as U3 KOTOPBIX pas-
BOPa4YMBAETCS B OTHOM MECTE, B TEUCHHE PEaTbHOIO
BpeMeHH. {1 3TOro KOMIO3UTOP 3a49acTyI0 MEHSET
MECTO ACHCTBUS MO CpaBHEHMIO ¢ Tpareaueu Ilym-
KHHA, 00bEANHSET CLEHBI, IPOUCXOIUBILHNE B pa3HOE
BpeMs B OTHOM MECTe, BBOJUT CIIEHBI WU ATTH30FbI,
BOBCE OTCYTCTBYIOIME B Tpareauu. Tak MOCTyNaan
AUOPETTHCTHI MHOTHX HCTOpHYecKuX omnep. OgHako,
B OTJIMYHE OT MIPEIIIECTBEHHUKOB M COBPEMEHHHKOB,
«TepeKpanBasg» JIUTEPATypHBIA HCTOYHHK, Mycopr-
CKUH omupaeTcd Ha cBuaerenbcTBa KapamsuHa u
JIpyTHe MUCTOPUYECKHE JOKYMEHTHI, 1a0bl BBISIBUTH
«CBOWCTBO U CBSI3b JCSHUI»®.

Bropas xaptuna [Iponora — clieHa kopoHauuu,
Kotopoii B Tpareauu [lymkuna vet. 3ato y Kapawm-
3MHa OIMCAaHbl MHOTOKPATHBIE MBIIIHBIE TOPKECTBA
o ciydar cHadana cornacuss bopuca l'omyHoBa
MIPUHATH BEHEIl, IOTOM IO TIOBOAY HECKOIBKHX €T
BBE3710B B MOCKBY 1 IPOYMX ITOATOTOBUTEIBHBIX Me-
pOIpUATHI BILIOTH A0 1 ceHTsOpsa. Jaxe marpuapx
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0J7arocIIoBIISIT HOBOTO LAps TPHIKABI — Clydaid Oec-
MpEeLEEeHTHBIH B pycckoil uctopun. ¥ Kapamsuna
Mycoprckuil B3s1 1 MHOTOKPaTHO MOBTOPSIEMBIE B
3TOM KapTUHE Bo3mIachl «/la 3mpascTByer <...> bo-
puc ®eomopoBuul» u «Cnasa!». OT HMyHIIKHHCKOTO
TEKCTa 3[ECh OCTAJICA JIMIIb CHJIBHO H3MEHEHHBIN
MoHoJor ['01yHOBa, 00pa3yroNNii KOHTPACTHYIO Ce-
pEeNNHY CIOXHOU TPEXJIaCTHOHN (POPMBL.

CnaBneHusi, WIECTBUA, KOJOKOJBHBIM mepes-
BOH — XapakTepHbIe aTpuOyThl PyCCKUX MCTOpHUYE-
CKHUX 1 JIIMYECKUX OTIep, HaunHas ¢ «Ku3HM 32 naps».
Bbonee toro, xop «CnaBa», OCHOBaHHBIN Ha TEME U3
coopuuka M. A. BanakupeBa, mpsiMO TIEPEKINKACT-
cs ¢ IIponorom «Kus3st Uropsi». Ho A. I1. boponun
PHUCYET BEIMYECTBEHHYIO KAPTUHY PYCCKOM apXauKH,
Torna Kak MycOprckuil BEICBEUMBAET MJIM HaMedaeT
B CIIEHE KOpPOHAIMU ApaMaTypruyeckue JUHUH H
KOH(JIMKTBI, KOTOPBIE B Tpareluu JIM0O OTCYTCTBY-
0T, 100 HE CTaHOBSTCS KIIOYEBBIMU. DTO, BO-TIEp-
BBIX, TPAaru4e€CKO€ OJAMHOYECTBO MPECTYIHOIO Laps
B MOMEHT JAOCTH)KEHUS 3aBETHOU LI€NH, BO-BTOPBIX,
pa3BuTHe 00pa3a MOJHEBOJILHOTO HApoAa, KOTOPBIH
B 00eunx kaptuHax [Ipomora rader u TuKyeT u3-1ox
NajKkyu npuctaBa. M HakoHel, 3TO NPOTUBOCTOSHHE
Bbopuca I'onyHnoBa u Bacunusa Ilyiickoro. Haunewm c
IIOCJIETHETO.

VY Ilymkuna B nepBoi cuene Tpareauu lyii-
CKHUH C TIpe3peHreM TOBOPUT O MPUTIA3aHUSAX Ha Ipe-
cton [omyHoBa, 0e3MepHO BO3BBINIEHHOTO lMBaHOM
I'po3HBIM BCEro JNMIIb 3a ABAALATH JIET 0 KOPOHa-
uu [3, c. 614]:

Kaxas gects ans Hac, 11st Bceit Pycu!

Buepamunit pab, tarapus’, 39T MamoTsr,®

34Th IIaja4ya u caM B AyuIe majiay,

Bosbmer Benen n 6apmbl MoHOMaxa...

W naxxe npeuiaraet «Hapoa UCKyCHO BOJTHOBATb).

3aro cpasy mocjie KOpOHAaIMM XUTPbIM Iapen-
BOpPELl, HAYYECHHbI I'OPHKUM OIBITOM AABHEH oma-
ne1 poxa lllylickux u codcTBeHHOM ccputku (1586—
1591), 3aTanBaercs, CTAHOBUTCSI BHEIITHE JIOSUTbHBIM
Bopucy. OH emie He TIIETET 3arOBOPOB, HE MEPEXO-
JUT Ha CTOpOHY JnMuTpus, He 3acTaBiseT u30paTh
cebs mapem — nocneaauM PropuxoBuyem Ha Poc-
cuiickoM mpecrosie’. Hampotus, eqBa MOIy4YHB OT
TaBpuiel [TymkuHa'® Bects 0 mosiBiernu B [osnbime
Camo3sBanna, [lylickuii CrienuT JTUIHO COOOITUTH €€
1apro, 1abbl OTBECTH OT ce0st TOAO3PEHHSI B 3ar0BO-
pe. g bopuca 3ta BecTh — yrposa €ro BjacT, HO
OJTHOBPEMEHHO U JIyY HaJIeK/Ibl: BE/Ib €CIM MaJTIOTKa
0 KaKOH-TO CITy4alHOCTH OCTAJICS B )KUBBIX, 3HAUUT,
apb HEBUHOBEH. BOT moueMy OH Tak NpPUCTPACTHO
nonpamuBaer Llyiickoro B cuene «llapckue nana-



TBI», YTpOXKasl 37eHiell Ka3Hblo 3a UCKa)KEHUE HC-
TUHBI 0 Trbenu Jumutpus'!. OmgHako 10 peaabHOTOo
npotuBocTosiHAA y Ilymkuna neno He noxomut. He
JIOBEpsis «YKJIOHYMBOMY, HO CMEJIOMY U JIyKaBOMY»
KHsI310, bopuc TeM He MeHee TochutaeT ero | sHBaps
1605 rona k Boiickam, cpaxkaBiuMcs ¢ CaMo3BaHLIEM
(0 ueM MBI y3HaeM U3 perIuKu pycckoro [IneHHuka
B crieHe «CeBck»). COOTBETCTBEHHO, B CIICHE CMEP-
tu bopuca lllyiickuii He y4acTBYeT, HO YMHUPAIOILIHA
Lapb COBETYET ChIHY M30paTh COBETHUKA

HanexxHoro, X0J0nHbIX, 3pebIX JIET,

JIrobumoro HapogoM — a B Oosipax

ITouteHHOTO MOPOIOH MK CIIaBOM —

Xots Hlyiickoro.

Coscem uHaue y Mycoprckoro. He pexnapu-
pyq Huuero BeiyX, Llylickuil mox ITUYMHON JIECTH
U CMHUpPEHHUS IIeJICHANpaBICHHO TOTOBUT TaJleHUEe
COIIEPHUKA, C KOTOPBIM €r0 HAaKPEeIKo cBs3aa «oec-
COBECTHas JDKHBOCTBY, 3aKyieiMeHHast KapaM3nHbIM
[3, c. 666—667]. Ilpu3HaB MPUYIMHONH CMEPTH Iape-
BAYa — BONPEKN EAMHONIACHBIM CBUIETEILCTBAM
ropoxkan Yrimya — camMoyOMiCTBO, KHSI3b «UYECTO-
TOOWBBIHN, JETKOMBICTICHHBIN, YMHBIM, 0e3 TpaBuil
nooponerenm» [3, ¢. 666], ¢ OMHOW CTOPOHBI, TTOTIAT
B Ka0aJbHYIO 3aBUCHUMOCTH OT [0fyHOBa, C Ipyroi
e — 00pes MopajbHYIO BiacTe Hajg HUM. [lo Bep-
cuu Mycoprckoro, Lllyiickuil uCIIONB3yeT ee CIIONHA.

B cuiene xopoHaIluu KHI3b BEICTYNAET JOBEPEH-
HBIM JINLIOM HOBOM30PaHHOTO Lapsi, IOJTHOMPABHBIM
pacHopsiANTENEM TOPIKECTBA.

Kon¢mukT HazpeBaeT B MEpBOi KapTHHE BTO-
poro neiictBus («Lapckue mamater»y y Ilymkuna),
xorna bopucy noknaneiBarot o roune u3 Ilomsmm u
Berpeue Llyiickoro ¢ onmansHbIME Oospamu. B Tpare-
IIUH 1Iapb, OT/IaB CPOYHBIE PACTIOPIKEHHSI, BCTPEYaeT
BXOJISILIIETO CIIOBaMHU:

MHe HY>KHO, KHS3b, C TOOOIO TOBOPHTH.

Ho xaxxeTcst — THI caM IpUuIIeiI 3a 1CJI0M;

U BeICTyIIaTh X04Y TEOs criepsa.

B onepe TonyHOB sipocTHO HabOpackIBaeTCs Ha
BTailHe HEHaBUANMOTO COOOIIHUKA!

A, ipeciTaBHBIA BUTHS!

JloCTOMHBIN KOHOBOJ TOJITBI 0€3MO3ITION, <...>

[[aPCKOTO MPECTONIA CYIOCTaT,

Habl{ JDKEL, TPUXKIbI KISITBY PECTYNHUBIINMN,

XUTPBIH IUIIEMEp, JTbCTEL] TyKaBbIi,

MIPOCBUPHS TO]I IIIAMTKOI0 OOSIPCKOH,

0OMaHIINK, IUTYT!

lyiickuii, BUANMO, TPUBBIKIINNA K TTOTOOHBIM
B3pBIBaM SIPOCTH, CIIOKOHHO (Poco meno mosso)
npubmmkaercs Kk bopucy. BypHBI moMHHAHTOBBII
npeapkT K fis-moll paspemaercss B JI-MHHOpHOE

Actual problems of high musical education. 2022. N2 5 (67)

Tpe3Byuue nepen Bosmiacom «Llape!» (fp), mocie
gero JiedtMoTuB lllyckoro B 6e3MATEKHOM pp CO-
MIPOBOXKAAET «BECTH BAYKHBIC I LIAPCTBA TBOETOX.
Ho ocTynuB arakyromuil Nbul NMPOTUBHUKA, KHA3b
HCKYCHO «pPa3orpeBaeT» ero BOOOpaKeHHE M Heuu-
CTYIO COBECTb, YTOOBI CIIPOBOLIMPOBATH MIPUCTYIH 0€3-
YMUSL.

OO6men3BecTHO, 9TO TeMa Oe3ymmsi bopwuca,
TeHHanbHO pa3BuTasg MycoprckuM, y IlymkuHa He
nogHuMaercs. OJHAKO €€ UCTOKH JIETKO OTBICKAaTh B
crpokax Kapamsuna: «Hacrtano Bpems SIBHOW Ka3HU
IUIsL TOTO, KTO HE BEPUJ NPaBOCYANIO 00KECTBEHHO-
MY B 3€MHOM MHpE, HaIesCh, MOXKET ObITh, CMUPEH-
HBIM MOKasiHUEM CIIAaCTH CBOIO IylIy OT aja <...> Kak
Obl IEHCTBHEM CBEPXbECTECTBEHHBIM, TE€Hb Jumu-
TpHEBa BBIILIA U3 TPOOa, YTOOBI Y)KacoM MOpPa3UTh,
00e3yMHTh yOHWIIly M TPUBECTH B CMATEHHE BCIO
Poccutoy [3, ¢. 710].

B ornuuue or Tparenuu, B onepe Lapb Hac-
TopakuBaeTcs npu mnepBbix cioBax Illylickoro wu,
«MPUNOOHUMASACL, MPEBOJHCHO» CIIPALINBACT, YbUM
uMeneM onomumics Ha Pycs CamosBanen. JIbcTuBO
Ha4yaTblil 0TBET OOSpUHA MOCTENIEHHO JApamMaTHu3npy-
€TCsl TPUOJIBHBIM 0Stinato B HUKHEM PETUCTPE OpKe-
CTpa, U BOKaJIbHAS MapTHs, HECIIEIIHO MOAHUMASACH,
JIOCTHUTAET KyJIbMHHAIINN B IPOBEICHUN JICHTMOTHBA
yOMeHHOro napeBu4a Ha cioBax «JlumuTtpus Boc-
KpecHyBIIee ums!», 3actrapnstonmx bopuca «scko-
yumoy (y IlymkuHa 3TOH peMapKu HET).

B tekct pacckasa Illyiickoro o nocenieHuu Tpy-
nma MJIaJieHna B Ymude Mycoprckuii BBOOUT INTPU-
XM, TIPU3BAaHHBIE YCHUJINTh MYKH COBECTH (UygHAs
yAbIOKa Ha HEMOPOYHBIX YCTaxX HMOKOWHOIO, CITHT,
KaK B KOJIBIOENIbKE, KPETIKO C3KaB UTPYIIKY JETCKYIO).
[Toatomy bopuc npepbiBaeT pacckas HE «CHOKOUHOY,
kak y IlymknHa, a oT9assHHBIM KpUKOM «JlOBOJIBHO!»
Ha YBEJIMYEHHOM TPE3ByYHU — LIEHTPAJIBHOM O3Jie-
MEHTE JIEUTMOTHBA TAJUTIOLMHALUA.

yiickuit «yxooum, oenadvisascs Ha bopucay,
U CTAHOBUTCS CBHUJETENIEM UM K€ MOATOTOBIECHHOU
CLIEHbI TaJUTIOIIMHALINHI, KoTopol HeT y [lynikuna.

TeM He MeHee KHA3b MO-IPEKHEMY OCTaeT-
csl «IIpaBoi pykoi» bopuca, cOnpoBOXIaeT ero Ha
obenne B Cobope Bacunust brnaxennoro. Ilpu BbI-
xone u3 cobopa KOponussiii HamomuHaeT bopucy o
HE3aMOJIMMOM rpexe. B Tparenun 6naskeHHOTO OTro-
HSAIOT 0ogpe. Mycoprckuii ke BKIIaAbIBaeT UX ClIerka
WU3MEHEHHYIO peruKy B ycra Illyiickoro.

PasBs3ka HacTymaer B cueHe B IpaHOBUTOH
nanare. Kommnosurop coenuHsieT (M CYIIECTBEHHO
JOIIOJIHAET) 3AeCh (parMeHThl ABYX CLEH Tpare-
i — «Llapckast myma» (¢ ydactuem [larpuapxa)
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u «Mocksa. Ilapckue mamarel» (cMmepTs bopuca).
V IlymkuHa 3acenaHue TyMbl IPOUCXOAMT BCKOPE
nociie BTopkeHHUs Boiick CamosBanna B Poccuro (B
cepeauHe okTs0ps 1604), a ymupaer bopuc, kak u3-
BECTHO, B arpesie cieayoiero roaa. B omepe, Gmaro-
Jlapsi CKaTUIO BO BPEMEHH, 4pe36biualiHoe 3ace0anue
20¢y0apcmeeHHol OyMbl CO3bIBACTCS HA CIICIYIOIIee
YTPO IMOCJE CLUEHBl B TEPEME, TO €CTh JaTa CMEPTH
Bopuca kak Obl cABUTraeTcsl Ha MONroa Ha3al, Koraa
lyickuit 6611 eme B MockBe. DTO MO3BONSAET Mpe-
CTaBUTh CMEPTh bopurca pe3yiabTaroM TUIATEIBHO
MOJTOTOBJIEHHOTO CTOBOPA KOBAPHOIO KHS3S C MHO-
koM [Inmenom.

[y¥ickuii MOABISAETCS HA YPE3BBIYANHOM 3ace-
JAaHUU B MOMEHT, KOT1a BBIICHSETCS, YTO O€3 ero Io-
MOIIH «HEJIAJHO BBHIILJIO MHEHBE» O Mepax OOpbOBI
¢ JlxenmutpueM. M3BUHUBIIKCH 3a OMO3JaHUE, Y-
KaBbI KHS3b IIOBECTBYET 00 YBHIEGHHOM HAaKaHyHeE.
B pacckasze HCKYCHO CIUIETEHBI HECKOJIBKO CTaiuil
HapacTaHUsl HANPSHKEHHOCTH OT mopjieiiero «51
B INEJIOYKY CIy4alHO 3aISIHYI» OO0 NPEAKYJIbMH-
HaIMoOHHOTO «Bapyr mocuHem», MOACTErHBAEMOIO
BbIKpuKamu xopa («JDbxems! Jhxenrs, kHA3b!»). Te-
HUaJIbHasl Haxo/lka — nosiBieHue bopuca Ha compo-
BOXKIAEMbIX JEMTMOTHBOM TaJUTIOLMHALMM CIOBax
«ayp, uyp» y lllyiickoro, ¢ TeM e TEKCTOM U Ha
¢done Toro xe nerrmorusa. CoBHmazeHue pacckasa
U pPeasbHOCTH — HM3II00JICHHBINA TPUEM POMaHTHYe-
CKOM omepbl, HO MycCoprckuii npuaaeT eMy HeBeno-
MYIO IOCEJIE€ CHITY BBIPA3UTEIBHOCTH.

Opnaxo rmaBHoM 1enbio [lyiickoro okaseiBaeT-
Csl HE MoCpaMJIeHHe 0e3yMHOTO, HO BCE €Il MOTy-
IIECTBEHHOTO I1aps, KOTOPBIN T'PO3UT YETBEPTOBATh
€ro 32 JDKUBYIO IPUCSTY 0 caMoyOuiicTBe JJuMHUTpHSL.
TailHbIl IPETEHAEHT Ha IPECTOJI BbI3bIBAET CBUJIETE-
7151, 4TOOBI NEPETIOJIHUTD Yallly MyK IPECTYIHOH CO-
BECTHU U JIOBEPIINTH Ha4yaToe B ciieHe B TepeMe. Co-
rmacHo Ilymkuny, I[lumMen ObIn JKMBBIM CBHIETEIIEM
youiictBa Jdumurtpus («llpuBen mens bor Bumers
3710€ JIeJI0, KPOBABbIM Ipex») M pacckazal 00 3ToM
OTtpernbeBy. Mycoprckuii He UCTIONB3YET €r0 paccKas
B CIICHE B Kellbe, HO YK€ 3leCh HaMeuaeT B o0pase
MHOKA YePTOUKH, UyKIble HIeaTbHOMY 00pasy JIeTo-
nucia, co3naHHoro IIylKkuHbIM.

OcymiecTBIseTCS. 3TO YUCTO MY3BIKAJIbHBIMHU
cpencrBamMu. Bo-mepBbix, umeHHo [lumen «Bpyua-
et» OTpenbeBy JIEUTMOTHB YOHEHHOTO LApeBH4a,
BIIEPBBIC MPOBOIUMBIA OPKECTPOM HA TMOCIETHEM
cinoBe pernku «OH ObUT ObI TBOM POBECHMK U LIap-
CTBOBaJD». B clieHe B KeJibe OKasiHHbIH [ pullika JIdilb
«TIPUMEPUBACTCA» K 3TOH TeMe (MUHOPHBIA BapUaHT
B OPKECTpE Ha MOCIEIHEM K€ ClloBe peruky «Hu-
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KTO HE CMEET M HAIlOMHUTH O XPeOUU HECUACTHOTO
MiasieHIa» ). Ho yke BO BCTYIUIEHHH KO BTOPOil Kap-
THHE TOT'O K€ ICUCTBUS PaCIIMPEHHBIN BapuaHT JIeH-
TMOTHBA CTAaHOBUTCS €I11€ U MY3BbIKaJIbHOW XapakTe-
puctuxoit CaMo3BaHIIa, KOTOPBIH PacopspKaeTes UM
[0 COOCTBEHHOMY YCMOTPEHHIO, o0palas To B JIf0-
00BHOE TIpU3HAHKE, TO B 00EBOI KIIUY.

He menee BaxHoe cpenctBo obauueHus [Tume-
Ha KaK BJIOXHOBHTENS PACCTPUTH — PETIIUKH MYXK-
CKOro Xopa 3a Kynucamu. PopMalbHO OTIAJICHHOE
MeHNe — 3BYKOBOM (DOH, €CTEeCTBEHHBINH IJIsI MO-
HacTeIps. Ho, o cyTu, Xop 3a Kyqucamu B CLEHE B
Kenbe (Kak BIIOCNIEICTBUM U B CIieHEe cMepTu bopu-
ca) — KOMMEHTapuu «OT aBTOpay, aHAJIOT XOopa aH-
TUYHOHN Tpareinu, KOTOPBIA MPENOCTEPEraeT repoeB
OT POKOBBIX NOCTYNKOB (HallOMHUM: B CaMOM Haua-
Jie TBOPYECKOTO IMyTH MyCOprckuii nmucai My3bIKy K
tpareqnu O3eposa «Daun B AduHax»)'?.

B crene B kenbe mepByro pemiuky Ipuropus
«Bce TOT ke COH» CONPOBOXKAAET XOP «MOHAX0E 3d
cyeHotiy co cioBaMu «Jlyx JDKeMyOpusl JTyKaBblid
OTKEHW». JTO SIBHOE NPENOCTEpEKEHUE: BeAb Ipe-
cnenyomuii OTpenseBa COH MPEABOCXHIIACT KPax
Camo3BaHia. MeHee 4eM depes rof 1ocie Bouape-
HUS Ha TPOHE, cracasich OT 3arOBOPILIMKOB, yXKe He-
HaBUAMMBII HAPOJOM BPEMEHIINK COPBETCS BHHU3 C
BBICOKOM OamrHu. Ero mpenanyT »kecTOKUM MyKawm, a
MOCJIe CMEPTH HAAPYTAIOTCS HaJl TPYTIOM.

Korna Ilumen 6marocnosmnsiet ['puropust, kak 061
YKpEIUIsisa ero B 0e3yMHOM HaMEpeHHUH, XOp 3a KyJlu-
camu onposepraet 31o 6marociosenue («boxe moii,
BCKYIO OCTaBWJI Ms!»). A mepen puHAIBHON periu-
koW ['puropust BBOIWTCS NMOKasHHAas MOJMTBA, Kak
OBl BO MCKyIJICHHE IPEX0B 000MX YYACTHUKOB 3TOU
KapTHUHBI U pPycCKoi cMyTHI B 11esioM («Ilommyit Hac,
Boxe»).

3aBepmMB cBOIO Jeronuch «bopuca mpecTy-
ruieHbeM Bormmromumy (y Ilymxkuaa «Celi moBecThiO
IUIauYeBHONY), [IuMeH sBisieTcs K napro, 4To0bl JIUY-
HO cBepuTh cyn Mcropun. Mycoprckuii BKnaabIBa-
€T B €ro ycTa U3MEHEHHBIN TeKCT pacckasa [larpu-
apxa O YyJeCHOM HCLEIICHUH CIIENOro IacTyxa Ha
Moruie napesuya Jumurpus.

B tpareanu 3TOT «pacckas B pacckaszey MpoauK-
TOBaH caMbIMH OmaruMu HamepeHusimMu. bopuc I'oxy-
HOB, BelyIIUH 3aceJaHie AyMBbl HE TOJIBKO B 3[paBOM
yMe, HO U C TIOJHBIM camMooOiagaHueM, Ipeaiaraet
00CyIUTh, Kak OIPOBEPTHYTH «KOBAPHBIE CIYXWH»,
pacnpocTpanseMble CaMO3BaHLIEM, U TPEAOCTaBIA-
et niepBoe cioBo [larpuapxy. s [larpuapxa uynec-
HO€E MPO3pEHNE MAcTyXa — CBHUJIETENBCTBO MOJINH-
HOCTH CBATBHIX MoIlel JAMMHUTpHS, a cIIe0BaTeNbHO,



JDKUBOCTH CIIyXOB O €T0 4yJecHOM cracenuu. L1lyii-
CKHI1 )K€ CTOUT B CTOPOHE U TOJBHKO 3aMETHUB CMSTE-
HUE Lapsi, BMEIINBAETCS, YTOOBI CIACTH HEJIOBKOE
MOJIOKEHHE.

HampotuB, B omepe oH mepBbIM OepeT CIOBO B
OTBET Ha oOpalleHne 1aps K TyMe U IpeasaraeT Bbl-
CIIyIIaTh CTapla, OKUIAIOMIETO y KPACHOTO KPBLIb-
na. B [luMeHe, KOTOPBIA «6X00um u ocmaHaeiuea-
emcsa, npucmanvho 2naos Ha bopucay, HET HUYETO
OT «TPOraTelIbHOTO AOOPOAYIIUS APEBHUX JIETOIHC-
ueB» [2, c. 452].

Bricnymas pacckas, mapb HE «omupaem Juyo
niamxom» M yXOomuT, kKak y IlymkuHa, a ¢ KpHKOM
«Oii! mymHo! mymHo! cBety!» «nadaem Oe3 uyecme
Ha pyxu 60sp». Takum 00pa3oM, BBIMBIIIJICHHBIN 110-
9TOM NEepPCOHaX Y MyCOprckoro CTaHOBUTCA Maja-
YOM [IapEyOHHITHL.

B ormepe, B omnuue ot Tparenuu, bopuc ymupa-
€T Ha CIICHE NOA MorpedaabHbIN 3BOH U IICHHE MYX-
CKOTO XOpa 3a Kynucamu. W TeKCThI XOpa OTHOCSTCS
K 00psiy morpeOeHwsl, a He K TAMHCTBY CXUMBI (I1e-
pel KOHYMHOHM pyCCKUe Lapy MOCTPUTAIIICh B MOHa-
xu [1, c. 368]). Ilocnennsas xe peruka xopa («Biky
MJIaJICHLIA YMHPAIOILa») — 3TO I'OJIOC CaMOH COBe-
cTH, Bce OoJiee TPOMKOE HAllOMUHAHKE O CTPALIHOM
rpexe. BeTynasi ¢ HUM B criop, Hapb «8CKaxugaemy,
HO TYT XK€ «X6amaemcs 3a cepoye u naoaem 8 Kpec-
70». BokanbHas mapTHsi IEpeXOIUT Ha OTPHIBUCTHIN
«2080pOK», a IOTOM U «Wi0nomy HaJl IOITOH may30i
(lunga). Ene cnBIIHBIM IIENOTOM TPOU3ZHOCHUTCS
u peminka 0osp «YcmHe». JIMIb OpKecTpoBOE MO-
CJIECIIOBUE PACIIUPEHHBIM BAPUAHTOM BTOPOTO JICHT-
MoTuBa bopuca'® kak Obl OTIIEBaeT rpelIHUKA U yII0-
KOEBaeT ero Iymry.

IIpumeuanus

CeugerensctBa B. B. CracoBa B «buorpaduye-
CKOM o4epke» o MycoprckoM u muckMe K A. A. To-
neHuieBy-KyTy30By mnpuBeJeHbl B MacIiTaOHOM
uccinenoanuu E. M. Jleamosa u H. . Terepunoii
[1,c. 126].

2 Kak ormeuaror JleBamoB u Terepuna, «y My-
COPCKOT0 — KaK HU y KOI'O APYroro U3 €ro pyccKux
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KOJIIET-MY3bIKAHTOB — KPYT OOIIEHHSI C COBPEMEH-
HBIMU €My NPO(EeCCHOHATIBHBIMA HUCTOPUKAMHU ObLI
HEOOBIKHOBEHHO IIUPOK» [1, c. 79].

3 Tak massBanacek a0 1661 . CobopHas muromamb
Kpemnsa. bynymas Kpachas miomans BO BpeMeHa
npasieHuss bopuca lT'onyHoBa mmeHoBanachk «lIlo-
xkapy», wm «Ilomoe mectox [4, c. 591].

4 Kotopyro BCKOpe YCTaHOBST mpasgHukoM bopu-

coBa BolapeHus [3, c. 686].
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> Kapam3uH yTBepKIaeT, YTO HUMEHHO [O0myHOB

MEPBBIM «0OHAPOIOBA HCTOPHIO OeTIierna IyI0BCKO-
r'o BMECTE C JOIPOCAaMM» €r0 COOOIIHUKOB U cemall
3TO, 4yBCTBYSI HEBO3MOXKHOCTB CKPBITh €TO SIBJICHUE
ot Poccun u 60sich MOITYaHWEM YCHUIINTH BpEIHBIC
tonku» [3, c. 720]. IlymkuH u Mycoprckuii 3aum-
CTBYIOT y MCTOPHKa OTACJIbHBIC JeTalau Onorpaduu
n ommcaHue BHemHocTH [puropms OtpenbeBa, a
takke purypsr Mucania u Bapmaama. CormacHo Ka-
pam3uny, Bapinaam mosaHee packasjicsi U CBUAETENb-
cTBOBall 00 oOmane OTpenbeBa, HO €ro OTHPABUIH
K oTiy MapuHbl, many MHHIIKY, KOTOPBIH Opocui
Oeryoro MHOKa B TIOPBEMY [3, ¢. 718].

6 COBOKYMHOCTh KOHKPETHBIX MPHUMEPOB HCIIONb-
30BaHMsl Mycoprckum marepuaioB u3 «Mcropum»
Kapamsuna otpaxeHa B lcTopuko-aurepaTypHBIX
KOMMEHTApUAX K U3JaHUIO IEpBOM peaakuuu «bopu-
ca ['onynoBa» B IlomHOM akazeMuueckoM coOpaHUU
counHeHu# kommosuropa [1, c. 74].

7 Bepcusi 0 MPOUCXOXKACHUU poma [OAyHOBBIX OT
Tarapckoro Myp3el Yera, mpuexasiiero Ha Pych B
1330 roxy, Bo BpemeHna MBana Kanutel, cerogss mpu-
3HaHa HEJOCTOBEPHOW, XOTsA B 3moxy KapamsuHa u
[lymkwuaa Obi1a OOMIENPU3HAHHON (KITOTOMOK MYp-
3p» y Kapamsuna [3, c. 680]).

8 B 1571 rony bopuc sxenuics va Mapuu ['puro-
preBHEe CkyparoBoii-benbckoil, modyepu MamtoThl
CkyparoBa — OJHOTO U3 PYKOBOAWTENEH ONPHUYHU-
HBI, TIPOCIIABUBIIETOCS CBOEH KECTOKOCTBIO.

? Bce 3TH COOBITHSI OTpPa)KCHbl B HAIHMCAHHBIX
[Mymkunaemv 30 saBaps 1829 1. «Habpockax [Ipenu-
ciosus K "bopucy l'ogynoBy"» [2, ¢. 457—460].

10 B Tex xe «Habpockax» MOAT HPOCIEKHBACT
JJbHEUIINK IIyTh CBOETO JAJEKOrO IpEJKa IOCIE
TOrO, Kak «oH M llnemieeB ¢ HeCIbIXaHHOU Aep30-
cTbi0 obecmeunm ycnex CamoszBaHua». [aBpmia
[1yImK1H — «OAMH U3 CeMU HauyalbHHUKOB, 3aIHUIIaB-
mmx» MockBy B 1612 rony, B 1616-m oH 3acemaet
B Jyme «psnom ¢ Kozpbmoit MUHHHBIMY, a B Ha4a-
Jie CIIEAYIOIIETo Tofa OKa3bIBaeTCsl «Ccpeau BHIOOp-
HBIX JIIOAEH, BEHUYABIINX Ha LApcTBO PomMaHOBBIX»
[2, c. 460].

1" B 1591 romy, Bckope mocie Bo3Bpatenus lyii-
CKOro u3 ccbulkd, bopuc mocnan ero B Ymuu aJis
paccienoBaHus 0OCTOATENILCTB 3TOTO Jefa.

1200 aT0it paboTe U 0 MPeTBOPEHUH B orepe My-
COPICKOTO pa3iMYHBIX >KaHPOB JIpPEBHErPEUECKON
JpamMaTypruy U ApaMaTyprudecKux NpHUeMoB aHTHY-
HOro Tearpa noAapoOHo numyT JleBames u Terepuna
[1, c. 168-185].

3 OH BrepBbIe TPOBOIUTCS OPKECTpOoM B Peunra-
tuBe bopuca u3 Cuensl B TepeMe Ha cioBax «Ha-

13



AKTyasbHbIe TTPO0JIEMBI BBICIIIETO MY3bIKa/IbHOTO 06pa3oBaHust. 2022. Ne 5 (67)

MIPACHO MHE KYJIECHUKH CYJIST» U Pa3BUBAETCS B Clie-
nyromei 3a PeanraruBom Apun.
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Annomayusn. Ctarbs MOCBAIlleHa BOKaIbHOMY 1Ky bopuca I'eneneBa «Beuepuuit monet», cozmannomy B 2001
rony. [TpousBenenue Hanucano Ha ctuxu nosra Urops MpreHbeBa, K M033UH KOTOPOTO KOMIIO3UTOP UCHBITHIBANl HEMAJIBIN
HMHTEpEC U K KOTOPOMY He pa3 oOpamiaics B cBoeM TBopuecTse. Kak u ctuxu MpTenseBa, nuki [eneneBa BIMckBaeTCs B
CHUTYAIIHIO COI-apTa, XapaKTEPHYIO ISl TOCTCOBETCKOTO MEPHO/Ia OTEYECTBEHHOH KYIBTYPHI.

Bosuukmmii eme B 1970-e roapl, a paciBETIINI B TOABI «IIEPECTPOHKU», COL-apT BT COOOH OOBITpHIBAHUE Xa-
PaKTEepPHBIX 00Pa3IOB COBETCKOM nKkoHOTpaduu. [IepBUUHOM MOIENIBIO IS HETO SBIISJICS COLPEaTn3M — O(PUIIAATbHBIH
CTHJIb COBETCKOM 3MOXH. B crarbe packpbiBaeTcs crielM(pUUECKHE OTIMYMS COL-apTa OT COLpealn3Ma: UPOHUIECKUI
B3IVIS1I B3aMEH B3IVIAJa CEPhE3HOTO, YCTAHOBKA Ha MHTEPIIPETANIO MOAEIHN ¥ NPUHIMUII AXAJIOTa B3aMEH MOHOJIOTHYE-
CKOTO BBICKa3bIBaHUS. 3aTparuBaeTCs TAKKe BOIPOC XPOHOJIOTHYECKUX PAMOK COI-apTa: XOTS €T0 YePThI 3aMETHBI Y)KE Y
nozzanero IllocrakoBuya («AHTU(GOPMATUCTHUECKUH paek», BOKAIBHBIN LMK U3 XKypHasa «Kpokonumny), KylIbMHHAIN-
OHHBIMH B ero pa3Butuu ctaimu 1990 roasr.

B crarse mpuBOAATCS MPHMEPHI MY3bIKAIBHOTO COI-apTa, CPEAN KOTOPBIX HEMAJO€ MECTO 3aHMMAIOT BOKAJIbHBIC
LUKJIBI HA CTUXH OTEYECTBEHHBIX ITO3TOB-TIOCTMOACPHNCTOB. Cpenn HuX — U «Bedepunii moner» b. I'enenesa. ABTOp
KacaeTcs TaKHX MPUMET JIJAHHOTO OITyca, KaK TEXHHKA «PEAn-MEeHI0B» U IUTHPOBAHHUE, UTPa C COBETCKUMH KYJIBTYpPHBIMU
mupamu, Mud o HalikoBCKOM, KaHPOBBIE TPOOOPA3HI MECEH.

Kniouesvie cnosa: bopuc I'enenes, «BedepHuii mosier, BOKAIbHBIHA UK, COL-APT, KYJIbTYPHbIE MU(BI

Jlna yumuposanus: Jlesas T. H. «Bedepunii nonery», nim My3bIKaIbHBIC JIUKH COI-apTa // AkmyanvHsle npodiemol
sbicUie20 My3bIKanbHo2o obpazosanus. 2022. Ne 5 (67). C. 15-19. http://doi.org/10.26086/NK.2022.67.5.003.

Original article

“Evening flight”, or musical faces of Sots Art

Levaya Tamara N.
Glinka Nizhny Novgorod State Conservatoire, Nizhny Novgorod, Russia
E.mail: levgez@mail.ru, ORCID: https://orcid.org/0000-0002-1871-0444

Annotation. The article is devoted to Boris Getselev's vocal cycle “Evening Flight”, created in 2001. The work was
written to the verses of the poet Igor Irtenev, to whose poetry the composer had considerable interest and to whom he re-
peatedly turned in his work. Like Irteniev's poems, Getselev's cycle fits into the situation of Sots Art, characteristic of the
post-Soviet period of Russian culture.

Originating back in the 1970s and flourishing during the years of “perestroika”, Sots Art was a play on typical ex-
amples of Soviet iconography. The primary model for him was socialist realism, the official style of the Soviet era. The
article reveals the specific differences between Sots Art and Socialist Realism: an ironic look instead of a serious look, an
attitude towards the interpretation of the model and the principle of dialogue instead of a monologue statement. The issue
of the chronological framework of Sots Art is also touched upon: although its features are already noticeable in the late
Shostakovich (“Anti-Formalist Paradise”, a vocal cycle from the magazine “Crocodile”), the 1990s became the climax in
its development.

The article provides examples of musical Sots Art, among which a considerable place is occupied by vocal cycles
based on poems by Russian postmodernist poets. Among them — and “Evening flight” B. Getselev. The author touches
upon such signs of this opus as the technique of “ready-mades” and quoting, playing with Soviet cultural myths, the myth
of Tchaikovsky, genre prototypes of songs.

Keywords: Boris Getselev, “Evening Flight”, vocal cycle, Sots Art, cultural myths

For citation: Levaya T. N. “Evening flight”, or musical faces of Sots Art. Aktualnye problemy vysshego muzykalno-
go obrazovaniya = Actual problems of high musical education. 2022;5(67); 15-19 (In Russ.). http://doi.org/10.26086/
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Cpenu HEMaNoro ymucia BOKaJIbHBIX IIUKIOB bo-
puca l'eneneBa «Bedeprwmii momet» (2001) Bhimens-
€TCsl U KaK IIPUMEp COTPYIHHUYECTBA KOMIIO3UTOPA C
nostoM Mropem MpTeHbeBBIM, H KaK XapaKTEPHBINA
o0pasel] My3BIKQJIBHOTO COL-apTa.
3TH ABE OCOOEHHOCTH IPOM3BEICHUSI TECHO CBsI3a-
HBI MEXIY CO0OH, MOCKOJBKY «IO3T-MPaBIopyO»,
OJ00HO PYTHM NPEACTABUTENAM OTEYECTBEHHOTO
MIO3THYECKOT0 OCTMOAEPHA, BECbMa CKIIOHEH ObUI K
COLI-APTOBCKUM UT'PaM.

Co0cTBeHHO,

HanomuuMm, uto BO3HUKIINK B 1970-¢ roapl, a
HOMHHHUPOBABIINKA Ce0sl B AIOXY «IIEPECTPOUKN» U
«TIIACHOCTW», COI-apT SBWJI COOOW apTUCTHYECKOES
OOBITPBIBAHME XaPAKTEPHBIX 00pPa3IlOB COBETCKOU
nkoHorpaduu. [lepBuyHON MOAENBIO IS HETO CTaj
colpeain3M — O(pHUIIMANTBHBI  CTHIL  COBETCKOM
SIIOXH, MPEEMCTBEHHOE POJICTBO C KOTOPBHIM BUIIHO
HEBOOPY>KEHHBIM IM1a3oM. Ho u paznuuust Toxe oye-
BHUJIHBI: COI-apT TakK e OTIMYAJICS OT COlLlpeann3Ma,
KaK WHTEPIPETHPYIONINI CTHIh — OT CTHJIS aBTO-
HOMHOTO, KaK HPOHHUYECKUN B3I — OT B3DVISAA
CEpPBhE3HOT0, a JWaior — OT MoOHojora. B mpotu-
BOBEC «HCTOPHYECKH KOHKPETHOMY» COI[PEATH3IMY
COLI-apT K TOMY K€ UMEET TeHACHLMIO K BpeMEHHOU
JIeTOKAIMU3all — U BOT YK€ 3TOT TEPMHUH MOX-
HO BCTPETHUTHh B paboTax, MOCBAMICHHBIX aBaHTAPIY
1920-x ronoB (B. PoxxHoBckmit). OcTaBUB B CTOpOHE
OJIO0OHYH0 TEPMUHOJIOTHYSCKYIO abeppariuio, oTMe-
TAM BCE K€ OUEBHIIHYIO OJHM30CTH COI-APTOBCKOMY
BapuaHTy nosnHero lllocrakoBuua, ¢ ero «Kpoko-
JWIBCKAM» IIMKIOM U «AHTA()OPMATHCTUICCKUM
paiikom». ATaku Ha «COBETCKUH CTHIIBY MPENIPUHH-
MaJnch, TAKUM 00pa3oM, emie B 1960-e rombl, XOTs
Y MOINIA OBITh CPaBHUMBI TOTJ[A Pa3Be 4TO C «pPyd-
HOM OoMOOIi aHapxucTa» (CIoBa, YNMOTpeOJICHHbIE
OJTHAX /bl PAIIMOBCKUM KPUTHKOM IO MOBOAY OIEPHI
«Hoc»).

Uto kacaeTcsi BEpXHEUW I'paHUIbl paccMaTpUBa-
€MOr0 SIBJICHUS, TO OHA TaKX€ JOBOJBHO PACILIbIB-
yara. Jlerdue 0003HaYUTh KyJIbMUHAIIMOHHYIO (a3y B
€ro pa3BHUTHH, KOTOpas mpumniack Ha 1990-e romsr.
IIpu 3TOM Hepeako paclMpsics BPEMEHHOM OXBar
OINMKCHIBAEMBIX COOBITHIA. Tak, OJHMM W3 BapuaH-
TOB OOHOBJICHHOTO JHUTEPATypHOTO colapTa KpH-
ik counn «lloxonenme "II"» B. IlemeBmna, rme
pa3pabaTbiBaiach HE CTOJILKO KJIacCUYECKas COBET-
CKasg HMKOHOTpadus, CKOJBKO YIBTPACOBPEMEHHBIE,
MIOCTCOBETCKHUE PEAIUHU. JTOT MPUMEP MOXKHO [0-
nonauth omepor JI. JlecstaukoBa — B. Copokuna
«Jletu Pozenrtanss» (2005), BTopas KapTuHa KOTOPOM
pasBepthiBaeTcs B 1993 rony B MockBe Ha ruioma-
Iu Tpex Bok3aioB. [lociaenHuii mpumep TOBOPUT O

16

TOM, YTO JIa)Ke Ha MOpOre HOBOTO CTOJIETHS COL-apT
eule He cran ByepamiHUM JHeM. Iloromy u Make
Opaii, HeOE3bI3BECTHRIN aBTOP «A30YKH COBpEMEH-
HOTO MCKYCCTBa», BKJIIOYMJI €T0 B pa3ps]l aKTyallb-
HOTO TBOpuecTBa. «Com-apT AEKOHCTPYHUPYET A3BIK
BJIACTH, — YUTAaEM 3/1€Ch, — B 3TOM CMBICJIE OH
ONM30K TpaJAWIUK MOJIUTHYECKOTO aHEKI0Ta — IO-
TOMY Tak ® JI0OuM. J[o cHX TOp, MEXIy MPOYUMY
[1, c. 210] (cpaBHUM C MaNOANMIETUTHON XapaKTepH-
CTHKOW B TOH e «a30yke» colpeann3Ma: «...Ha MOU
BKYC, TaK 3TO MPOCTO T'aJIOCTh TaKasl 3C3CIPOBCKa,
IIpECHas, JDKUBAs U Be3AeCyllasi, KaK BCE HaBsI3bIBac-
Moe "cBbIlIe" — YTO-TO THIIA MAHHOU Kamiu <...> 0e3
KOTOpPOH, OTHAKO, HE OBLIO OBI, K IPUMEPY, COII-apTay
[1, c.210]).

KakoBbl sxe ObUTH MTPOSIBIICHHS COLl-apTa B MY3bl-
ke? OueBUIHO, BCE K€ MEHEE CHUCTEMHBLIMU M MHO-
TOYHUCIICHHBIMH, YE€M B JIUTEpaType U N300pa3uTeib-
HOM HckyccTBe. Kak pesonHo ormeuana E. Jluan-
CKasl, «CTacUTeNIbHasi HeBepOaTbHOCTD B CBOE BpEeMs
o0eperana My3bIKy OT MapTUHAJIBHBIX OTHOILEHHUH C
UACONIOTHEH, a IOTOMY M pedIIeKCHs MPOsBUIIACH HE
CTOJNL OYEBUAHO» [2, c. 66]. Ho TOT ke aBTOp, YyOe-
JUTENBHO BKJIIOYAsl COL-apT B ITOCTMOJECPHHUCTCKYIO
CUTYaIMIO, pACCMaTPUBAET CKBO3b ATY IIPU3MY TaKHE
3HAYUTENIbHBIE SBICHUS, KaK orepa «KusHb ¢ uouo-
mom» A. lllautke — B. EpodeeBa — . Kabakora [3].
Cyzst o 3ToMy U psAy IpYrHX NPUMEPOB, INIABHBIM
KaTaJIn3aTOpOM  OTE4YeCTBEHHOIO
HampaBJIeHUs OKa3aJICsl TIOCTCOBETCKUH MOIYC 4yB-
CTBOBaHUS, KPUTHKO-HOCTAJIBIUYEKOE BOCIPUSITHE

COII-apTOBCKOI'O

HEJABHEH OTEUYECTBEHHONW MCTOPHUM. YIOMSHYTBIE
1990-e rompl cTanmu B 3TOM CMBICTIE OCOOCHHO YpO-
JKalHBIMM.

«Cumgponuuecxue A. Huxonaesa
(1996), ocHOBaHHBIC HA UMHUTAIIMA MHOTOOOPa3HbIX
00pa3LoB OTEYECTBEHHOTO MACCKYJIbTa — OT TIe-
CEH BPEMEH TIpakJIaHCKOW BOWHBI O COBPEMEHHOMU
IOTICBl, — PELICH3EHThl CPABHUJIU C KUHOApaMaryp-
THYECKUM IIOBECTBOBaHUEM, CBOETO POAa CayH I-Tpe-

SMI00bLY

KOM «BOJIHYIOIIEH JICHTHI O MPEBPATHOCTSIX CyAbOBI
HAaIlero oTredecTBay. IIbeca yKpanmHCKOrO KOMITO3H-
Topa B. I'oHuapeHko «Mul cmpounu KOMMYHUSM...»
Ul ABYX TpyO, (opTrenuaHo M cTpyHHBIX ObLIa 3a-
JyMaHa W KaK «CTHIM3ALUSI-PEKOHCTPYKIUS Mpo-
nuIoro <...>, U OHOBPEMEHHO KaK OTXOIHAsl EMYy»
[4, c. 20]. P. lllenpun BKITIOUIII B UK « Poccutickux
domoepaguiiy (1994) mHomep mon HazBanneM «Cra-
JIMH-KOKTEWIIbY, TAE€ B €IUHOM 3BYKOBOM BOJOBO-
pOTEe BCIIIBIBAIOT IMIAPKUPOBAHHBIE TMMHBI, CTOHBI
JKEPTB, TPECKOTHS MaparoB, Menoansa poManca «Oun
yepHble»... MHTepecHa TpeThs yacTh «Poccuiickux



¢dororpadmii» — cTpyHHast Tokkata «TapakaHbl IO
Mockse». Tyt yx aBTOp OTChLIANCS K COBPEMEH-
HbIM Ipobnemam: «CerogHsi TapakaHel — OelCTBHE
MOCKBBI, — UUTaEM B €ro MPOTpaMMHOM IIpeu-
cnoBuu. — X He OepyT HHMKakue HOBeWIme "aH-
tucpenctea”. TapakaHbl )KUBYT CBOCH COOCTBEHHOM
OypHOH KHU3HBIO, HE CUUTASCH C JTIOACKUM HACEIICHH-
eM MockBe» [5, ¢. 14]. (TpymHO cka3aTh, HACKOIBKO
YCIICIIHO pelaeTcs HelHe B ropoae MockBe Tapaka-
HBS TIPOOJIEMa, HO KaK CaKpaMEHTAIbHBIA IEPCOHAX
POCCHICKO-COBETCKOTO KOMMYHAJIBHOTO OBITa Tapa-
KaH ObLT MH(OJIOTH3UPOBaH elie Bo BpeMeHa Jlocto-
€BCKOT0 ¥ 009pUYTOB...)

[lepeuncneHasle TpUMEPHI OTHOCITCA K JKaHPY
MPOrpaMMHON HHCTPYMEHTAIbHOU MY3bIKH. Mex-
Iy TeM CHJIbHEHIIMM HMMITYJIbCOM K COIL-APTOBCKUM
WrpaM CIYXHWJIO TPHUBIEKAEMOE H O3BYUHBAEMOE
€1060. 311eCh yKe BO3HUKAIN COUNHEHUS UHBIX, CUH-
TETUYECKHUX >KaHPOB, MOPOM JOCTATOUYHO HKCTpaBa-
ra"THbIe 10 3aMbICcTy. CIIOBO MOIVIO CIYXHUTh B HAX
acCcOLMaTHBHBIM HAMEKOM Ha IEPEKINYKY 310X (KakK,
HanpuMmep, B KaHTare B. Tapuomonbsckoro «bpy-
KauHckul mocm, uiu Moe omkpvimue Amepuxu» Ha
TeKCThl B. MaskoBCKOro) MM BBICTYNAaTh B CIICLH-
(udeckn AeBaTbBUPOBAHHOM BHE, NPEBPALIAsiCh B
UTPYy «IIyCTOTIOPO)KHUMHU CMBICTIaMu» («3uma ces-
wennasy, «emu Poszenmansay J1. JlecsatankoBa). B
CBSI3H C TMOCJIETHUM OITyCOM YMECTHO IPUBECTH Clle-
Jyrolliee BbICKa3biBaHUEe JlecsaTHukoBa: «Jia meHs
Kak KOMIIO3UTOPa HHTEPECHEE BCETO MCIIOIb30BaHHUE
CoOpOKHHBIM TUTEpATYPHBIX "peau-MeinaoB": cutya-
LWH, CTHJIEBBIX KIUIIIE, B OCHOBHOM CBA3aHHBIX C JIU-
TepaTypol cTaJmHCKOro nepuona. M B aTom cmeicie
OH MHE, KOHEYHO, Ype3BhIUaiiHO OIU30K» [6, . 17].

BosBpamiasce k mpobieme clioBa, 3aMETHM, YTO
Hanbojee peBHOCTHYIO NPUBEPKEHHOCTh CIIOBECHO-
My KOMITIOHEHTY J€MOHCTPHUPOBAIN aBTOPHI BOKAJIb-
HBIX TPOM3BENEHUI, OpaBIINe 32 OCHOBY IOITHYE-
cKkue o0paslbl OTeyecTBEHHOro cou-apra. [lampma
MEPBEHCTBA B BEIOOPE TEKCTOB MPHUHAAJIECKAIIA 31€Ch,
HecoMHeHHO, [I. [Ipurosy u 1. UprenseBy. 1Ipuros-
CKHUI LIMKJI O «MIJIMLAHEPE» Aajl OCHOBY BOKaJIBHON
terpaau Cepres bepunckoro «Creswt cepanvouye-
ckou Oywuy, Haucanuoit B 1990 romy. JIroOombIT-
HO, 4TO (UTypa «MUIIMLAHEPa», PABHO KaK U ApYyTrHe
«MacKu» COBETCKOTO OBITa, MPOAOKANIN 3aHUMATh
KOMIIO3UTOPCKOE BOOOpaXkeHWe W B Oosee IM031-
HUE ToJipl, IproOpeTas, npasaa, 6onee SBCTBEHHBIN
HOCTQJIbIMUECKUA OTTEHOK — TaKOB, K IIPHUMEDpY,
«I pycmusiii paex» Mapka bynormmaukosa (2015). Uro
xe kacaercs M. MprenbeBa, To Oyaydu HE TOJNBKO
«TIO3TOM-TIPaBAOPYOOM», HO TOHKHM, HPOHHUYHBIM

Actual problems of high musical education. 2022. N2 5 (67)

JUPUKOM, OH CTaJl JJIi COBPEMEHHBIX MY3bIKAaHTOB
MpUOJIM3UTENBHO TeM Xe, keM st lllocTakoBuya sB-
nsiacst Cama YepHsblid.

HeynuBurenen B 3ToM cmbicie uHTepec Kk Up-
TeHbeBy bopuca leneneBa — xommosurtopa, Hase-
JIEHHOTO OCTPBIM COLIMAIBHO-TPAXKIAHCKUM YyThEM
U OJHOBPEMEHHO HEUCCSKAaeMBbIM 4yBCTBOM IOMOpa.
Ero «Beuepnuii nonem» — 310 cepus uiaocod-
CKO-CATUPUYECKUX 3apUCOBOK, BOCIPUHUMAEMBIX
Kak cBoeoOpa3Hasi OTXOAHAas «COBKy». Bcmenm 3a
ctuxamMu VpreHbeBa 37ieCh Y3HAIOTCS pa3zHOOOpas-
HBIE «PEIU-MEWUIBl» COBETCKOTO OBITHS: OOIPHIiA
KOJJIEKTUBUCTCKHNA 3a7op («ABTOOyc», «lloxBana
JBIDKCHHIO», «3WUMay), HEYCHINHAs OJUTENbHOCTh
«opraHoBy» («Kamenwnsy), HEYTO OT MOPAIBFHOTO KO-
JeKca CTpoHTelneld KOMMYHH3Ma (TOT K€ HOMEp);
MIPUCYTCTBYET M MOCTCOBeTCKoe «aHO» («llomaiite,
rpaxmane, 1modty»). CKIOHHBIA K JIUTEpaTypPHBIM
«penu-meinnam», preHpes, KOHEYHO, HE MOT IIPOW-
TH MHMO «COJIHIIA PYCCKOM ITOA3UN»: «CBOOOBI Cesl-
TE€JIb MYCTHIHHBII BO BTOPOM HOMEpPE LIMKIA OT3bI-
BaeTCs B MOCJIEIHEM HOMEpPE HE MEHEE 3HAKOMBIM
«3UMBI XAana, kaaita npupoaay». Ilostuueckue an-
JIIO3UH IPOBOLUPYIOT HA aJUTIO3UU My3bIKajbHbIe. U
BOT Y€ )K€ IpH cjoBax Apyroro kinaccuka — «llox
HUM CTpY#, HO He a3ypH, / Hag aum amOpa, Hy HeTy
cum» («lloaty») ropmo BerumeiBaeT menonusi «berne-
€T Mapyc OAMHOKUI». BelpazuTenbHas My3bIKaibHAs
uTara Bo3HuKaeT B «Kamenuny, rje 3HOHHOE TaHTO
MIpepBIBaeTCsl KOHTPACTHBIMHU (PparMeHTamu, BKITIO-
qas «TPUCTAH-aKKOPI» Ha CIIOBAaX «HY a JIIOOOBb. ..».
Opnnako OOJBIIIE BCETO MY3BIKATBHBIX IIATAT -
MOHCTpHpyeT «OmnbIT Onorpadum», 9TO HE CITydaid-
HO — BE/Ib PeUb UJIET 3/1€Ch O «3asJIOM KOMITO3UTO-
pe» I1. K. HalikoBCKOM.

®urypa YallkoBCKOTO B KOHTEKCTE COLI-apTa 3a-
CIIy’)KUBaeT, Nokaldyd, ocoboro BHUMaHus. KapHa-
BaJIbHO-UTPOBOE HHU3BEPIKEHHE KYMHUPOB — JaBHAA
Tpagunus. [Ipumepsl MHOTOYMCIIEHHBI — BCIIOMHUM
X0Ts1 OBl XapMcoBcKHE aHeKkAOTH mpo [lymkuna. C
COII-apTOM CHTyallusi HEMHOTo WHasd. B ero ocHo-
BE — HIpa COBETCKHMH KYJIBTYPHBIMH MHU(paMHu,
KOTOpBI€ KAHOHU3UPOBAIN BEMKHUX KJIACCUKOB IPO-
[IJTOTO, TIPEBPATUB MX B THPAKUPOBAHHBIA MPOTYKT
MaccoBoro norpebnenus. He u3ber sToii y4actu u
[Merp Wnbuu. JIr0OOMIBITHO, YTO «COBETCKHID» Yaii-
KOBCKHI Kak-TO MO-TIHOHEpCKH OecxutpocTeH. [lo-
BUHEH JIM B 3TOM caM aBTop «JleTrckoro ampbomay,
WJIN 371€CHh CKa3aJiCsl HEKUH apXeTHI IMIKOJIBHOTO I10-
CITyIIaHWs, HO TAKOTO POAA aJUTFO3UH I0BOJIFHO YacTo
COMPOBOXKIAIOT 00pa3 kiaccuka. B omnepe JlecarHu-
koBa — COpOKHHA B CIIEHE, KOTJ]a KOMIIO3UTOPBI-Ty0-
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7, OKpY>KUBIIKE KOnbIOens MonapTa, BCIIOMUHAIOT
COOCTBEHHOE JETCTBO M MTPYIIKH, TOJAPEHHBIE UM
Ha KpEMIIEBCKOM enke ToBapuileM CTalWHBIM, HE
KTO UHOW, Kak YalKOBCKMHA HOCTaJIbI'MYECKHU 3aTs-
TUBaeT «JX, XOPOIIIO B CTPAaHE COBETCKOM JKUTHY». A
y I'eneneBa — HpreHbeBa MHOHEPCKHE OTPSABI MO,
3BYKH KaHOHAJIBI «JaBaJI KISATBBI Haj [leTpom»...
My3bikanpHO «OmnbIT Onorpadumy BBICTpanBa-
€TCsl KaK CBOET0 poja BUKTOPHUHA-MOHTAXK IMOJINH-
HbIX uTaT u3 YaitkoBckoro. OMH 3a APYyTUM 3Bydar
(parMeHTBl M3 MEIUICHHOM uyacTH YeTBepToi CHM-
¢onum, pomanca «OH Tak MEHS JIIOOWUI», YBEPTIO-
pei-pantazuu «Pomeo m JxymeerTa», bapkapoisl
u3 «Bpemen roga», «Jlerckoro ansooma» («bone3Hb
KyK1bD»), [lepBoro ¢poprennanHoro koHuepra. .. [lpu
3TOM LIUTUPYEMBbIE XUThI, HAJIOKEHHBIE Ha TICEBOHA-
YYHBIH aOCypOUCTCKUI TEKCT («...eMy IT03MpOBaj
Haram...»), BpsA 1 CTOMT PacCMaTpUBAaTh KaK aKT
KOII[yHCTBAa: CKOpPEE, MBI OILYIaeM HPOHUYECKUI
B3MJIsT HA MU(OJIOTH3UPOBAHHBIE KYJIBTYPHBIE [IEH-
HOCTH, CBOETO POZA KAPHABAJIBLHYIO UIPY, B KOTOPYIO
BOBJICUCH, KaxkeTcs, U caM [lerp Unbuna'...
BosBpamasce xe K IUKIYy B IEJIOM, OTMETHM
SIPKYI0 MOPTPETHOCTb U TEaTpajbHYI0 MacOYHOCTh
€ro HOMEpOB, BOIUIOLICHHYIO KaK B IO33MH, TaK H
B My3bIKe. Hapsiny ¢ ITyXomoagbeMHBIMA THUMHAMU U
MapllamMy, 3THUMH ITIaBHBIMHU KaHPOBBIMHU «CKpela-
MI» COLlpeain3Ma, 3[eCh MEePHOINYECKH BO3HUKA-
IOT TO dKcIpeccuBHOE TaHTO («Kamemnmus»), To Mo-
mutBa («Ilo3Ty»), TO MeNaHXONMWYHBIM BaJIbCOUEK
(«3umay). TTocneqaum, COOCTBEHHO, U 3aBEpIIACTCS
MK «BedepHuil moner», caMo Ha3BaHUE KOTOPOTO
3ByYUT MeTadOPHUUECKU — KaK 3aKaT yHasiomencs
B IIPOIIJIOE COBETCKOM LMBUIN3ALNH. ..
PaccmoTrpenHslil OoIyc — HE €IMHCTBEHHBIN
ciryqaii oopamienns bopuca ['eneneBa k moa3uu Uro-
ps UprenneBa (00 0coO0OM MPHUCTPACTHH K STOMY T10-
3Ty TOBOPHUT YK€ TO, YTO OTHO M3 €T0 CTUXOTBOPEHUIT
KOMIIO3UTOP BKJIIOYWJI B LUK CBOMX «JIF0OMMBIX
ctpod»). [lozke nmosBATCS HOBBIE LUKIBI — «Cyera
cyer» (2016) u «3acroitno-anerndeckoe» (2020). B
CPaBHEHHHU C MIOTO(UTYPHBIM COL-apTOBCKUM «Be-
YEepHHUM TIOJIETOM» B HUX OOJIbIIE CAMOUPOHHH, HIIH,
HWHa4e roBOps, TMPUYECKOM CaTUpbl — HECIIY4aiiHO B
«Cyete cyeT», KpOME UPTEHBEBCKUX CTUXOB, 3BYUUT
emie u cruxorsopeHue Camm YepHoro, mpu3HaHHO-
ro KJIacCHKa 3TOro aHpa. Bo3moxkHO, Takas MOAay-
JSLMS CBSA3aHA C TEM, YTO CO BPEMEHEM B IIPOLLIOE
YXOAWJ caM MOJYC YyBCTBOBAHHS, CBOMCTBEHHBIHN
MTOCTCOBETCKON 3moxe. OHAKO BpAI JU CKa3aHHOE
CBUJETEIBCTBYET O KOHIIE COI-apTa KakK SIBICHHSA:
HencTpeOuMasl Oaumiia «COBETCKOCTH» CIIOCOOHA
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BO3POXKJAThCS BHOBb U BHOBb, CTUMYJIUPYSI XYIIOXK-
HUKOB K KPUTHUYECKOMY B3IJISIy Ha BEIU U B3bIBas
K UX CIOCOOHOCTU CMesIThCs Hall abCypau3MOM Ha-
LIETO OBITHA. ..

Bopuc leuenes, Nropb VipTeHbes
n nesel, Cepren SIkoBeHKO
nocsne npembepbl «BeyepHero noseta» B MOCKOBCKOM
Jome komnosuTopos. 21 Hos6ps 2002.
®oTo 13 apxuBa aBTOpa

Boris Getselev, Igor Irteniev and singer Sergey Yakovenko
after the premiere of “Evening Flight” at the Moscow
Composers' House. November 21, 2002.

Photo from the archive of the author

ITpumeuanue
CXOmHOM TOYKH 3pEHUS B TOJIKOBAHUH 3TOTO HO-
Mmepa npuaepxxkubaercs T. b. Cunnesa B cratbe «Ilo-
3THUYECKHE NEPCOHAKM BOKAJIBHBIX IIMKIOB bopuca
T'enteneBay [7].
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Annomayus. Ctarbs IOCBSIIEHA BBIABICHUIO IIABHBIX 0COOEHHOCTEH BOILUIOIICHHS BAPUALIMOHHOCTH B TpeTbem
¢oprenuannom xouuepre Cepres [IpokodbeBa, cTaBIeM JUIsk KOMIIO3UTOPA STATHBIM B TIPOLECCE TAPMOHHU3AIMH TPa/IH-
[MOHHBIX ¥ HOBATOPCKUX MPUEMOB. BapHallMOHHOCTh B TBOPUYECTBE KOMIIO3UTOPA SBISETCS OJHUM U3 HIMPOKO NPUMEHS-
€MBIX METOJIOB, OH MHOTOOOPAa3HO U MOCIIENOBATENILHO BOIUIOUICH B COYMHEHHUSX PA3JINYHBIX IIEPUOJIOB €r0 TBOPUECTRA.
XapaKTepHLIe JJId MIpUHOUIIa BapUallMOHHOCTU BO3MOXKHOCTHU MPEACTABICHUA HCXOI[HOﬁ TEMBI B pasHbIX O6HI/IKaX, BBbI-
SIBJICHUE ee MOTeHIHAIA 1 OOHAPYKEHHE CKPBITHIX Ka4eCTB O0YCIOBHIIH €r0 BaKHOE 3HAYCHHE JUTS KOMITO3HTOpa. ABTOD
CTarbl Ha MpUMepe BTOPOit yacTh TpeThero GopTenruaHHoro KOHIEPTa MOKA3BIBAET UAIa30H 0Opa3HbIX MeTaMopdos,
MHOTr000pa3ue KaHPOBBIX PELICHHI B BaApUALHsX, QyHKIMOHAIFHOE 3HAYCHUE BAPHAIU B IIUKIIC, AHAIM3UPYET HHTO-
HAI[MOHHBIE ¥ JIaJI0TaPMOHUYECKHE 0COOEHHOCTH, (HOpMOOOPa3yIOIKe IeMEHThI Bapualuil. B crarbe nenaercs BBIBOL
06 OTKPBITOCTH BapHUALIMOHHOT'O METOZA, MMO3BOIAIOMICTO HHTETPUPOBAHHO BOIUIOIIATh XapaKTCPHBIC KOHUCIIITUOHHBIC U
KOMITO3HI[HOHHO-APAMaTypPrudecKie 0COOEHHOCTH BCETO IIMKJIA KOHIIEPTA.
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B orpoMHOM KOMIO3UTOPCKOM HACJIEAMU Kiac- HHE HMHCTPYMEHTOM, «IIPOHMLATEIBHOE OIIYIICHHUE
cuka XX Beka Cepres IlpokodneBa oprenmanHass  MHCTpyMEHTaJbHOU crierudukm» [1, c. 7] dpoprenu-
MY3bIKa 3aHHMAeT BaXHOE MeCTO. VICKIIIounTenbpHass  aHo 00yCJIOBWIM oOpalieHre K HeMy Ha IPOTSKEHHN
[IUAHUCTUYECKasl OJapEeHHOCTb, BUPTYO3HOE Biaje- Bcero TBopueckoro mytu IlpokodneBa — ¢ mepBbIx
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JICTCKUX OMBITOB COYMHCHUSI MY3BIKH JIO MOCIIEIHUX
JTHEH KU3HU.

doprenuaHHble MPOU3BENECHUSI
LIIMPOKYIO TTaHopaMy 00pa3oB — OT MPOHUKHOBEH-
HOTO «HECKOJBKO 3aCTEHUYMBOTO JIMpU3May [2, . 440]
0 JEP3KUX MOTOPHBIX «OYHTapCKHUX» 3BYKOBBIX
chep M «BCECOKPYIIAMOIIEH PaIOCTHON SHEPTUN
[2, c. 440]. borara u »xaHpOBas MaTUTPa: MHOTOYHC-

OXBaTbIBAIOT

JICHHBbIE KAMEPHbIE MUHHUATIOPHI, CIOUTHI, AEBSIThH CO-
Har (#ecsTas He OKOHUYEHA), MATh KOHIIEPTOB (TaKxke
COXpPaHWINCh 3CKH3BI IIecToro kKouiepra). dopre-
nmaHHas My3bika [IpokodneBa BriIrOUaeT B ceds Kak
IIporpaMMHBIE, TaK U HENPOTPaMMHBIE OIMYCHI, Kak
OpPHUTHHAJBHBIE XyT0KECTBEHHBIE TPOU3BEICHNS, TaK
1 aBTOPCKHE BEPCUH — TPAHCKPUTIINH cUM(OHIYe-
CKUX U TeaTpaJbHBIX cOunHeHm. M B Kaxoii chepe
MIPOMCXOAMIIA alpodays CTHIEBBIX OTKPBITHH KOM-
MO3UTOPA, OTpa)kaja €ro MHOTOACIEKTHBINA AHANIOT
C MCKYCCTBOM MpOIUIBIX 3M0X. B HacTosmmee BpeMs
HE BBI3BIBAET COMHEHHH, 4TO «(pOpTenHaHHbIE MPO-
m3BeneHus 1IpokodpeBa OTKPHUIM HOBYIO IJIaBY He
TOJIBKO B PYCCKOM, HO ¥ B MUPOBOM (HOPTEITHAHHOM
TBOpuecTBe. Kommosutop mokazan Gorarsie BOZMOXK-
HOCTHU MY3BIKH JIJIs1 3TOr0 MHCTPYMEHTA Ha IyTH B3a-
MMOBIIMSHUSA XKaHPoB. Tak, HampuMep, BO3AECHCTBUE
cuM(pOHNYECKOH, & 0COOEHHO TeaTpalbHOM MY3BIKH
Ha (GOPTENHAaHHYI0O HU Y KOTO HE OKa3alloCh CTOJb
OnaroTBopHO, Kak y [Ipokodsesa <..>» [1, c. 9].
Cpenu Ipyrux COYMHEHUH 0C000€ 3HAYCHHE IS
MIOHUMAaHUS ICTETHUKU KOMIIO3UTOPA U SBOJIIOLUU €T0
CTHJISI UMEIOT KOHLEPTHl A (OPTENHaHO C OpKe-
ctpom. K xanpy ¢oprennannoro xonnepra IIpoxo-
(hbeB oOparazcs B pa3Hble Iepruo bl )KU3HU. [lepBorii
KOHIIEPT co3faH B 1912 rofay, B CTyI€HUYECKHUE TOJBI.
B 1914 roxy 3a ucnionHeHne 3TOro KOHIIEPTA, HECMO-
Tps Ha IPOTHBOPEUHBYIO PEAKIIHIO ITyONHKH («aruio-
JUCMEHTHI, IIUKAHbE U CTPAIIHBIN IIym» [3, c. 451])
npodeccopckasi KOMUCCHS KOHCEPBATOPUH MTPUCY/THU-
na [IpokodreBy 300TyI0 Meamb U IPeMU0 AHTOHA
PyOunmreiina. Bropoii konuept ans ¢oprenuaHo ¢
OpPKECTPOM (3aKOHUYCHHBIN U WCITOJIHEHHEIH aBTOPOM
B 1913 1) uMen cKaHAThHYIO PEMYTAIUI0, OTPaKEH-
HYIO B KPUTHUECKUX CTaThsX U (enperoHax. Pabora
Hajg TpeThuM KOHIIEpTOM ObLTa Hadara B Poccum B
1913 rony u 3aBepuieHa komMmno3uTopoM B 1921 rogy
BO BpeMsi ero npeObiBanus Bo @pannun. B Tpets-
€M KOHIIepTe 3aMeTHa CBSI3b C PYCCKOH MeJomye-
CKOM MOYBOM, SIBHO BBIPAKEH HALIMOHAJIBHBIN KOJIO-
puT. «OH HE CTOJIb MOJEMUYECKH JEKIapaTuBeH, He
CTOJIb FOHOILLIECKHU JEP30K U 33J0peH, Kak IlepBrblid.
Her B HeM u BBICOKOM POMAHTHYECKON MATETUKU
Broporo xonnepra» [1, ¢. 127]. Cnoxxna cynp6a Yer-
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BEPTOro KOHLEpTa (A7l IEBOH PYKH), CO3NAHHOTO B
1931 romy asmst OMHOPYKOTO aBCTPHICKOTO MUAHUCTA
I1. ButrenmreiiHa, HO HE UCIIOJIHEHHOTO TIPU XKU3HU
KOMITO3UTOpa (IIpeMbepa 3TOr0 KOHLEPTa COCTOS-
Jack TONbKo B 1956 rony 3. Panmmom). Ocrancst Heo-
CYIIECTBIIEHHBIM 3aMBICEN aBTOPCKOTO ITEePETIOKEHHS
COUYMHEHHMS Uil ABYXpy4HOro ucnonHenus. [locnen-
HUM U3 3aBepuIeHHbIX [IAThIi KOHUEPT Co3/71aH Yepes
rog nocie Yerseproro B 1932 romy. 3T0T MOHYMEH-
TaJbHBIA MATUYACTHBIA IIMKJ CTal CBOEOOPa3HBIM
00001meHreM akcriepuMeHToB [IpokodbeBa B KaH-
pe KOHIIepTa W B TO K€ BpPEeMs OTKPBUI HOBBIM dTam
MO3JHET0 TBOPYECTBA, NMPEIBOCXUTUB OOpasHbIE U
WHTOHAIIMOHHO-ApaMaTypruueckue MOMCKH, peau-
30BaHHBIC B TOCIEAYIONINX (POPTEMHAHHBIX COHATAX,
CUM(OHUYECKUX M TeaTpajbHBIX NPOU3BEACHUSX.
3ameicen lectoro koHuepra (st AByX ¢popTenruaHo
W CTPYHHOTO OpKecTpa) Bo3HHK B 1952 romy, Ilpo-
Ko(hbeB Mpeanoaraj MOCBITUTh COYMHEHHE BBIAAI0-
mmMesa nuanuctam C. Puxtepy u A. BenepHuxosy.
OnHaKo 5TOMY 3aMBICITY HE IOBEJIOCH OCYIIIECTBUTH-
cia. CoxpaHmnuch 24 cTpaHHMIBI PYKOIIMCH, CBHJIE-
TEJIBbCTRYIOIINE O MPOIOIKEHNUH MTOUCKOB B PACKPHI-
THU TIOTEHIIAAJA XKaHpa.

O ¢doprennannbix koHueprax [Ipokodresa Hamu-
CaHO OTPOMHOE YHCIIO UCCIIEA0BAHUI — KaK IPH JKU3-
HHU KOMIIO3UTOpA, TaK U B TOCTEyIOye roasl. Bme-
CT€ C TeM MPOKO(BEBCKUE OITYChl COXPAHSIOT HENpe-
XOJSIIMNA UHTEPEC U JJIs1 IOHUMAHUS 0COOCHHOCTEH 1
SBOITIOIIUH €r0 TBOPYECTBA, U B KOHTEKCTE TOHNMAaHFIS
KOHLIEPTHOTO HCIONHUTENbcKoro ctuiist [Ipoxodne-
Ba, U ISl ONpENeNieHHs BO3MOXXHOCTEH MOMyJIsIpHO-
ro KJIACCHMYECKOTO JKaHpa. TpeOyroT nanbHeHInero
00CYyXIIeH!s] HHTOHALIMOHHBIA CTPOH KOHLEPTOB, WX
JaJIorTapMOHHUYECKIEe OCOOCHHOCTH, crienu(uKa To-
CTPOEHUS IUKIIOB, ApAaMaTyprudeCcKre 3aKOHBI, CKpe-
IUISIOLIME KOMITO3UIIMIO U MHOTHE JPYTHE BOIIPOCHL.

Ha ¢done npobiieM , elile He OCHAIIEHHBIX JTOJIK-
HOM HCCIIeIOBaTeNLCKOM Tpaaulue, creruaibHbIA
MHTEPEC MPEACTABISIET peai3alisi METOAa BapHalli-
OHHOCTH, IIMPOKO MPEACTABIEHHOTO U MHOTOTPaHHO
BOILTOIIEHHOTO BO Beex KoHreprax C. IIpokodnera.
OcoOblif MHTEpPEC B AaCMEKTe BBISBICHUS IVIABHBIX
NPUHIIUIIOB BapUAIIMOHHOTO PA3BUTHUS MPEACTABISIET
Tpetuit poprenmaHHBI KOHIEPT, B KOTOPBIA HAPSIITY
¢ OOIMMHU TPUHIUTIAMHA BapHUAIIOHHOCTH W TIPHH-
[UIIAMH BAapHAHTHOTO DAa3BEPTHIBAHUS KOMITO3UTOP
BKITfodaeT ykanp Bapuanuii (11 wacts). B My3sikanpHOM
HayKe TPaJUIMOHHO Pa3IMYaloT BApHAIIOHHOCTh KaK
CHCTEMY METOJIOB Pa3BUTHSI M BapHalllK Kak (Hopmy,
OCHOBAHHYI0 Ha «W3MEHEHHOM ITOBTOPEHHM» TEMBI.
«BapuanmoHHbIil MeTon — siBJIeHHE OoJiee IUPOKOE;
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9T0 (CHOMEH C HEOTPaHUYCHHBIM PaaAUyCcoM JAeH-
CTBHSL, TPUMEHUMBIH Ha JIF0O00OM MacIiTabHOM YpOBHE
1 B TIOOBIX popmax» [4, c. 54], mpu 3ToM METOx CHo-
COOEH OXBaTWUTh MPAKTUUECKU BCE 3JIEMEHTHI MY3bl-
KaJIbHOTO $I3BbIKa, CO3/1aBasi OTKPBITOE MPOCTPAHCTBO
9KCIIEPUMEHTOB C UCXOJHBIM MaTepHaJIOM.

Apxui, JUHAMUYHBINA, JKA3HEPAJOCTHBIN
o cBoeMy o0OpasHoMy cTporo Tperwii KoOHIEPT
(C-dur) — omuH W3 HamOoJee MOMYNSAPHBIX B HC-
MOJHUTEIBCKON W CHyLIaTeNbCKOM cpene. B Hem
«boraroe mapoBanme IIpokodreBa HOCTHUTIIO TOMU
CTETICHN Pa3BUTHS U MOJHOTHI BBIPaKEHUS, Ha KOTO-
PO COBMENIAIOTCS HEOCTHIBIIMI MBI IOHOIIECKOTO
TeMIIEPAMEHTA, IEP3KUM KJIMY W BBI3BIBAIOIIUNA TOH
33JIOPHOTO HACKOKa C HACTYMAIOLIEH MYyXECTBEHHON
3peNoCThI0 M MYAPOCTHIO, KOTJIa TBOPUYECKOE CO3HA-
HHUE HIIET YCTOWYMBOTO 0OOCHOBAHMS KaXXIOTO MO-

MeHTa 0)OPMIICHHUSI, KOTJla TEXHUUECKOE COBEPIIICH-
CTBO CTAHOBHTCS MAacTEPCTBOM M KOTJa COYHOCTH
Marepualia CONepHAYAET C BUPTYO3HBIM BIIaJIeHHEM
cpencTBaMu BOIUIOLIEHUS» [5, ¢. 320-321].

Il gacte ({Ipumep 1) mo dopme mpencraris-
eT co0ol BapHaluu, «00pa3yroIre MUKIT B IHKIIC)
[1, c. 133]. Tema Bapuanuil SIBISETCS CTHIMU3AIUEH
raBoTa — (PPAHIy3CKOTO TaHI[a TAJAHTHON DIIOXW,
C XapaKkTepHBIMU «IIEPEMOHHBIMH MPUCEIAHUSIME H
nokigonamm» [1, c. 133]. Dta Tema BBI3BIBAET MPOU-
HBIE acconuanuu ¢ (oprennanHoi nmpecoi [Ipoxo-
tdbeeBa 1906 rona «l"'aBot», ¢ Il wactero «Kmaccuue-
ckoi» cumdonuy, «['aBorom» n3 banera «30iIyIIKay.
Coueranre yTOHYCHHON H3SAMTHOCTH U TPYOOCTH, TIe-
PEMOHHANTBHOM CEPhE3HOCTH W KOMHU3Ma CTHITU3AIIIT
MOJT CTAPUHHBIN TaHEI] MPEBPATUIIO TaBOT B OAUH U3
MPUBJICKATEIHHBIX TSI KOMIIO3UTOPA JKaHPOB.

Mpumep 1. Havano temsl Il yacTn TpeTbero koHuepTa C. [NpokodbeBa
Example 1. Beginning of the theme. S. Prokofiev. Third concerto. Il part
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[To macmTabam Tema HebOombmas (16 TakToB) U
MIPEJICTABIISICT COOOU TIEPUO U3 TPEX MPENIOKEeHUH,
MNOCTPOCHHBIX Ha OCHOBE OAHOI'0O MHTOHAIIMOHHOIO
3epHa. OpUTHHAIBHOCTH XK€ (OPMBI TEMBI 3aKIIIO-
4aeTcs B TOM, YTO MEPBOE U TPEThE MPEIIIOKEHUS
HUJICHTUYHBL IPYT IPYTY, 3@ UCKIIFOUEHUEM KaICHIIUN:
B Hayajie dTO — ITOJIOBUHHAS KaJeHITHS Ha OM(YHK-
[IMOHAIIFHOM aKKOpJle, B KOHIIE — 3aKITFOUUTEIbHAs
KaJICHIIMsI C 3aBEpIICHUEM Ha TOHUKe. Takum oOpa-
30M, TPEThE MPEUIOKEHNE MOXKHO paccMaTprBaTh
KaK pernpu3y ¢ HeOOJbIIMMHU W3MEHEHHSMH, Ola-
romapsi 4emy coslaercs oOpamiieHue, NpuAaioliee
3aBEPUIEHHOCTh JTaHHOM MY3bIKaJIbHOW CTPYKTYypE.
OOparuMcss KO BTOPOMY TMPEIJIOKEHHUIO, KOTOPOE
MOCTPOEHO HAa MHTOHAIMAX CBOCOOPa3HOI HKCIO3M-
nuu (IIepBOTO TPEIIoKEeHMI). MacmTabHO BTOpOe
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IPEAJIOKEHUE B JIBa pa3a Oosblie, 4eM HadaJlbHOE
U KoHeuHoe. OHO COCTOMT U3 § TAaKTOB, B TO BpeMs
KaK 00paMJISIOIIUE eT0 MPEIOKECHHUS TPEACTABISIOT
000 YeTHIPEXTaKTHI.

C gem xe cBs3aHa Takas cTpykrypa? OTBeT Ha
JIAaHHBIHA BOMPOC MOXXKHO HAWTH, €CIM OOpaTUThCS K
HOAPOOHOMY aHauu3y IPUHIMUIA HHTOHALMOHHO-
IO Pa3BUTHS, KOTOPBIM MOJB3YETCS B CPEIHEM pas-
nene tembl [IpokogreB. CTpykTypHas ApOOHOCTD,
HI0CJIEOBATEIbHOE IPUMEHEHUE CEKBEHTHOTO IIPUH-
IIUI1a, aKTHBHOE TOHAJIBHOE PAa3BUTHUE M MOTHUBHOE
npeoOpa3oBaHue
3epHa — BCE ATH XapaKTepHBIE I BTOPOTO IIpe-
JIOKEHUSI IPU3HAKHA TOBOPST O CIOKHOCTH HOCTpOE-
HUS TeMbl Bapuanuii. KoMmnosutop Bocco3naer «Mu-
KpPO-TPEXYacCTHOCTB», CXKATyl0 JI0 PamMoOK MEepHoIa,

HMHTOHAIITMOHHO-TEMaTH4YCCKOI'O



MIpHYEM BTOPOE MPEUIOKEHHE, TI0 CYTH, BBITTOIHSAET
poib paspaborku. [IpokodbreB B KOHIICHTPHPOBAH-
HOM BHUJIE MPEICTABISIET BCE ITAIbl PA3BUTHS TEMBIL:
9KCTIO3UIHIO (TIEpBOE MPEJIOKEHUE) — pa3padoTKy
(BTOpoe mpemiokeHue) — penpusy (Tperbe Mpen-
JIOKEHHE), TEM CaMbIM, MPEIBOCXUINAS T€ METOIBI
paboThl ¢ MHTOHAIIMOHHBIM MaTEepPHaJiOM TEMBI, KO-
TOpbIe OyayT MCIoib30BaHbl BO Beeit 11 wactu Kon-
epra.

O4eBHIHO, YTO KOMITIO3UTOP, CO3/1aBasi CTHIIN3a-
LMIO TaBOTa, COSAMHSIET XapaKTepHYIO JJsl CTapuH-
HOTO TaHIIa TPEXYACTHOCTh C aBTOPCKUMH 3aJadamu
CO3/1aHUs TEMBI-UMITYJIbCA 711 BApMAIlMOHHOTO pas-
BuTHa. Kak u B Apyrux o0Opasiax mpoko(hbeBCKUX
raBotoB, ans tembl 1l yactu Konuepra xapakrep-
HBI SCHOE CJIEJIOBaHHE KJIAaCCHYECKHUM KBaJpPaTHBIM
CTPYKTYPHBIM HOpPMaTHBAaM B COYETaHHWH C HpHMe-
HEHHEM HOBAaTOPCKMX TAaPMOHUYECKHUX COYETAHUI.
Tak, HampuMmep, 0OpaTuMCst K KaJCHLUSAM TEMbI Ba-
puanmii BO BCEX TpeX NpemIokKeHHsx nepuoxa. U
Cpasy MOJKHO OTMETHTb, YTO Ha YETKO 0003HAYEeHHOM
JIOMUHAHTOBOM TPE3BYYMH 3aKaHUMBAETCS TOJIBKO
BTOpOE TpPEUIOKEHNE; B TIEPBOM pas3jielie Iepuoaa
MBI CTJIKHBAaEeMCs ¢ OM(yHKIMOHATIBHBIM aKKOPIOM,
coYeTaromuM B cebe TOHUYECKHe U CyOOMHUHAHTO-
BbIC TOHBI, B KOHIIE TEMbI JOMUHAHTOBasl (PyHKIUS
MIOCJIETHETO aKKOPpAa Iepell TOHUKON CIVIaKeHa U3-3a
oTcyTcTBHA BBoAHOro ToHa — VII ctynmenu. Kpome
TOTO, TOCJE KaJEHIMH 3BYYUT IUIarajbHOE JOIOJI-
Henue k nepuony (S%,~T). CnenyeT oTMeTUTh, 4TO
IJlarajabHble KaJAaHChl OAMHAKOBO XapaKTEpHBI IS
BCEH 4acTH, 1 MMEHHO OHHU CKPEIUISIOT BECh Bapua-
LMOHHBIN Marepua B eIuHoe 1enoe. Tak, B 3aKiro-
YUTENbHBIX TaKTax IUKJIA O0bEANHSIOTCS BCE paHee
3ByYaBIIWE B BapHAlMAX IUIaralbHbIE JTOTOTHEHUS.
Kagenuust xe BTOpOro mpemjiokeHus B TEME IOJ-
YHHEHa OOIIel TeHAEHIIMU B MOATOTOBKE PEMpPHU3HL.
WHauBuIyanbHOCTh TapMOHHYECKOTO SI3BIKA KOM-
MO3UTOpa B JAHHOM COYMHEHUH XapaKTepH3yeTcs
HCIIOJIB30BAHUEM Pa3IMYHBIX TOJIUTAPMOHMUYECKHUX
codgerannii. [loqoGHBIE CO3BYUYHS B MPOU3BENECHUSIX
[IpokodreBa MHOroOOpasHbl U OTMEYEHBI SPKUMU
aBropckumu depramu. [Ipu manpHeimem pazdope
HaM BCTPETATCA Pa3HOOOpa3HbIe MOJUTapMOHHYE-
CKHE COYeTaHHs, HaunHasl ¢ OM(yHKINOHATIBHBIX aK-
KOpPZOB ¥ KOHYas MOJIMTOHAIBHBIMU CO3By4HsAMU. B
caMoii Xe TeMe MOAOOHbBIE aKKOPABI — SBJICHHE HE
eIMHUYHOE (OCOOEHHO BO BTOPOM HPEAJIOKEHHH B
CEKBCHITUSX).

Nnymue crmeqoM maTh Bapuaruii  00pasyror
LUK, B KOTOPOM HMHTOHAIIMOHHOE TEMaTH4eCKOe
3epHO MOJIydaeT akTUBHOE pa3BuTHe. Tak, eciu emle
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B [IEPBOH BapHalluy TIIaBHBI MOMEHT IpeoOpa3oBa-
HUI TEMBI CBS3aH C TAPMOHUYECKUMH, TOHAIbHBIMH
U (QaKTypHBIMH W3MEHEHWSIMH, TO B CIEIYIOIIUX
paszenax TeMa Kak TakoBasl HE COXpaHAETCs, U3 Hee
BBIWJICHSFOTCS XapaKTepHbIE MOTHBBI, JJIEMEHTHI, NH-
toHanu. Hampumep, Bo BTOpOW Bapualuu y COJIO
TpyOBI 3ByYHT Ha4ualbHOE TEMaTHYECKOE 3€PHO, TIPH-
oOperaromiee MPU3BIBHBIE YepThl. Bunon3MeHeHHbIE
MOTHBBI MIEPBOM CEKBEHLUU U3 BTOPOTO IpPEIIOXKe-
HUSl TEMBI NPOXOIAT B CEpENUHE BTOPOM, TpeTheH,
ATOM Bapuanuii. B ueTBepTroil OT TeMbl ocraercs
TOJIBKO XapaKTEPHBIA pUTMUYECKUM pucyHOK. Kpome
TOTO, 17151 BceX 0€3 UCKIIIOUSHHUS BapHaLllid XapaKTep-
HO aKTUBHOE CEKBEHTHOE pa3Butue. CienoBarenbHo,
OCHOBHOM MeTOJ pabOTHI C UCXOMHBIM TEMAaTH3MOM
B LIMKJIE — pa3pa0OTOUHBIH, YTO €CTECTBEHHO IS
CBOOOMHBIX BapHalWi, IPEINoJarallx BechMa
LIMPOKYIO TPAKTOBKY TEMbI U JOIYyCKAIOLIUX HEpe-
IJIaMEHTHPOBAaHHOE BapbUPOBAaHUE CTPYKTYpHI, H3-
MEHEHHE MacIITa0OB MOCTPOCHHUS, BOILHOE 0Oparte-
HUE C TOHAJIbHO-TAPMOHUYECKUM IJIAHOM TEMBI, €€
»KaHpoBble oOHOBieHus. [Ipu coxpaneHun y3HaBae-
MOCTH HHTOHAIIMOHHBIX KOHTYPOB HCXOTHOW TEMBI, B
CBOOOIHBIX BapHanusix (HOPMUPYIOTCS COMYTCTBYIO-
II1€ MPUHLUIIBI CKPETICHUS €AUHCTBA IIUKJIA.
BryTpu cBOOOTHBIX BapraIiii BOSHUKIIU H HCTO-
PUYECKH YTBEPAWINCH ABE TEHICHUUU K CPyIIU-
POBKe Bapuauuii B Oonee KpymnHbie OJOKH, KOTOPbIE
COOTHOCATCS MEXKAY COOO0 M0 MPUHLUIY CTPOCHHS
crouTsl (Kak, Hampumep, B bammane I'pura) umm co-
HaTHO-cuMpoHndeckoro uukia. Bo Il wactu Tpetbe-
ro koHuepra [IpokodbeBa TOMUHHUPYET TEHICHIINS K
TPYIIIMPOBKE Pa3eioB MO NPUHUUIY CTPOCHHUS CO-
HaTHO-CUM()OHUYECKOTO LIMKIIA, U KaXX1asl Bapualys,
Onaromapsi CBOCH OTPECICHHON JKaHPOBOUW OCHOBE,
BBITIONTHACT (PYHKITUIO TOW WIIM MHOH YacTH IHKJIA.
Tak, mepBas Bapuauusi Haubosee OJIM3Ka TeMe 110 Xa-
pakTepy u xaHpy. B Hell OJHOCTBIO COXPaHSIOTCS
OUEpTAHMS TEMBI, KOTOpasi MPUHUMAET JUILIb yKpa-
nieHHbId o0uK. [loaToMy naHHYIO BapHalHIO MOX-
HO PAacCMATpUBaTh KaK IEPBYI0 MEIJICHHYIO 4acTb
COHAaTHO-CUM(OHUYECKOTO IIMKJIA, HAIOJIHEHHYIO
TUpUYecKuMHu obOpasamu. BTopas Bapmauus KoH-
TpacTHa MpeapAylieMy paszneny. Pe3ko MeHsercs
00pa3HBIl XapakTep TEMBI, KapUKaTypHO MCKaXKa-
IOTCSl €€ MHTOHAIMM. Tema NPOH3UTEIbHO 3BYUYHUT
y TpyO, CONPOBOXKIaeMBIX BHUXPEBBIMH Iaccaka-
Mu (oprenuano. HapounTo «Koimkwe» 3ByYHOCTH
(ocTpoe staccato, pe3kue aKLEHTHI) BHI3BIBAIOT ac-
conmanuu ¢ pparmMeHramu [leporo ¢poprenuanHoro
KOHIIepTa mwiu cuMporndeckor crouThl «11lyT». BTo-
pasi Bapuanus B CpaBHEHHH C TIEPBOH KaHPOBO Ooiee
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cBoOomHa. CBoel TOKKaTHOCTBIO, STIOMHOCTHIO OHA
Onu3Ka cIemyIomen, TO eCTh TPEThel BapHaIliH ITHK-
na. Ix oObenuasieTr obmas nuHamuka (f u ff) u temn
(Bo BTOpOI Bapuanuu Allegro, B Tpetheit — Allegro
moderato). VI ecnu mpoAomKaTh aHAJIOTHIO ¢ COHAT-
HO-CUM(OHMYECKHM LHMKIOM — TPEThsl BapHauus
BBITTONHAET (DYHKIHIO )KaHPOBOW YacTH (CKepIIO).

UerBepras Bapwanus — 3TO MIENEBp JIMpHUE-
CKOT0 J1apa KOMIIO3UTOpa, OHA MOJISIPHO IPOTHBOIIO-
JIOKHA TpeABIAYIIEMY pa3lieny. YKe TeMIoBoe 000-
3HaueHue — Andante meditativo — HacTpanBaeT Ha
OTPELICHHOCTh MY3bIKH OT MHUPCKOH CyeThl, Ha 00-
miee 3ByyaHHe Kak OyATO «CKBO3b ABIMKY». Xapak-
TepHbIE TUHAMHYECKHE HIOAHCHI BapHallH OT Mp K
pp ¥ ppp, OCTUHATHOE «IIOKaYMBAHUE» BOCHMBIMH
B aKKOMIIaHEMEHTE, TeMOpHI 3aCypIWHEHHBIX ME-
HBIX, UMITPECCHOHUCTUYECKUE TAPMOHUN — TIpHJa-
0T BapHallX YepPThl KOJIBIOENbHOM. [laHHbIi pa3men
IT yacT — MUPUKO-IICUXOJIOTUYECKHIA LEHTP BCErO
koHIepTa. COOTBETCTBEHHO, €r0 pOJib aHAJIOTUYHA
MEAJICHHOM cpenHeil 4yacTh B COHAaTHO-CUM(OHH-
YECKOM IIMKJIE — JIMPUKO-puiocodckas KynbMUHa-
LS.

[Tocnenusist Bapuanys MOXET ObITh Ha3BaHA Ta-
KOBOH OYeHb yCJIOBHO, N0O HEMOCPEICTBEHHOH CBSI-
3 C TEMOH OHa He MMeeT. DTO — PE3KO aKIEHTHBII
Mapul B ctuiie IIpokodbeBa ¢ moguepkHyTOl Mexa-
HUYHOCTBIO, MOJOOHBIN €ro paHHeMy Mapiry op. 12
Wik Mapmry u3 omnepbl «JIFo00Bb K TpeM amenbcu-
Ham». Pazmep 4/4, 3a0CTpeHHBIN MyHKTUPHBIA PUTM,
MeJO0ANA, TOCTPOEHHAs! Ha KBapTOBBIX MHTOHAIMSIX,
SBHAsg KBa/JPATHOCTh UYJIEHEHHS — BCE ITO Xapak-
TEpHBIE YEePThl TeMBI MATON Bapuanmu. bmaromaps
CBOEH JKaHPOBOM OCHOBE (MapIl, CMEHSIOIIUUCA
«Isicom»), temny (Allegro giusto), nuHAMIYECKOH
KyJAbMUHAIIMM B CPEOHEM pazzesie ¥ MECTOIOJIOXKe-
HUIO B IIUKJIE MSITast Bapuanus nogooHa GuHaIy BHY-
TPEHHETO ITHKIIA.

Taxum o6pazom, Tk Bapuanuii 1l gactu koH-
LepTa — 3TO IATh Pa3IMYHBIX OOpa3HBIX «IIpeBpa-
IIEHUM» OJHOM TaHIEBAJILHOM TeMBI TaBoTa. Tema
Bapualui oTKpbIBaeT U 3aBepaet Il yactp, yTo Mo-
3BOJISIET €€ paccMaTpUBaTh KaK BCTYTJICHHE U KOAY,
KOTOpPBIE O0paMIISIIOT BECh IIUKJI. 3aBepIliasi BApHaI-
OHHBIN IIMKJI TOBTOPHBIM IPOBEICHUEM TEMBI «IIOJ
JIETKUH, U3ALIHO MPUTAHIOBHIBAIOIIMNA aKKOMITaHe-
MEHT OCTPBIX (QOpTEeNHaHHbBIX akKkopAoB» [1, c. 137],
[IpokodreB «yTBepKAaeT» ee B PUTMHUECKOM YBe-
nnueHun. Knaccuueckas Tpagumus 3aBepLIEHUS
BAapUAIIMOHHOTO I[MKJIa BO3BpallleHHeM TeMbl BO Il
yactu KoHIepTa co31aeT 10MOMTHUTENbHBIE CKPETIs-
IOLIHE UK (PaKTOPHI.
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B ocHoBe opranuzanuu Il yactu nexur npuH-
[T KOHTPACTHOTO COTIOCTABIICHUS IISATH Pa3/EloB C
OTYEeTINBOH (hrKcarmeld BHETHHUX rpaHeil. B uepemno-
BaHMM KPAaCOYHBIX KapTUH-BapUalWi, MOJOOHO KH-
Hemarorpaduueckomy 3QGEKTy CMEHBI KaJpoB, TPO-
apisiercst TunnuHas i [IpoxodbeBa «mosTHKa KOH-
TpacTa». [IpokodbeBckas mo3Tuka KOHTpacTa UMEeT
TOTAJILHBIM XapakTep, NOCKOIbKY ONIO3UIIMUA IIPOHU-
KalOT BO BCE 3JIEMEHTHI MY3bIKaJIbLHOTO S3bIKa, CO3/1a-
Basl MOJSIPHOCTH COIOCTABJICHHS MOHOJNAIOBOCTH U
TMOJIMIIaI0BOCTH, TOHAJILHOCTH M aTOHAIBHOCTH, YeT-
KOH XKaHpOBOM PEerIaMEHTUPOBAHHOCTHU U KaHPOBOU
OTBJICYCHHOCTH. B paMkax NaHHOW MO3THKH CTai-
KHBAIOTCSI TUHAMHYECKUE, TEMOPOBBIC, (haKTypHBIC
KOHTpacThl. Hy)HO OTMETHTh, YTO €e XapaKTEpHBIE
0cobeHHOCTH OOYCNOBUIM B (DOPTENTMAHHOM CTHIIE
KOMITO3UTOPA OTKa3 OT «OMAaCHOCTH BBITECHEHHS BCSI-
KOT'0 pojia TeMaTu3Ma paMIuiuccaxem» [6, c. 10].

HenpemeHHOli  OCOOCHHOCTBIO  COYMHEHUI
KOMITO3UTOPA CTAaHOBUTCS COAEpKaTeidbHast «IJIOT-
HOCTb» MY3bIKaJIbHOTO MaTepuaina. Tak, Bo Il wactu
Tpersero konuepra IIpokodbeB ypaBHOBemIMBAaET
COOTHOIIICHUE OpKecTpa H (OPTENHaHO, CoueTa-
HUE€ BHEUTHEW BUPTYO3HOCTH WM TIIyOWHBI 00pa3oB.
KomnosuTtop BeIcTpanBaeT BapUallMOHHBIA LUK O
MIPUHIUILY YEPEIOBaHUS NAPTUH, «KMHTOHUPYIOLIUX)
TeMaThu4ecKkue d1eMeHThl. Bo BTOpoil u TpeTheil Ba-
pHaLusX UHTOHAIIMK TEMBI IPOBOSTCS B OPKECTPE,
Ha QoHE BUPTYO3HO CIOXKHEHIIEeH mapTun Goprenu-
aHo. B deTBepTOll OpKECTp YXOIUT HA BTOPOU IUIaH,
JaBas BO3MOXXHOCTb COJIMCTY «IPOIETHY» MEJIOAHIO
JAHHOTO pasnena. MHTOHaluu TeMbl B TOCTenHel
BapualMy 3By4aT B TEMOPOBOM «YTOJIIEHUM» OA-
HOBPEMEHHO M B HapTuu (OpTENUaHo, U B NapTHU
opkectpa (tutti).

Hrak, Ha mpumepe HeOoNbIIoro ¢parMeHTa u3
HaclleIusi KOMIIO3UTOPa Mbl BUAUM HE TOJBKO HO-
BaTOPCKUE YepPThl U B TapMOHHHU, U B PopmMoobdpa-
30BaHMH, W B oOpasHO# chepe. Ham oTkprIBaeTcs
cam xapaktep HoBartopcTBa [IpokodneBa, koTopoe
MIPOSIBIIAIIOCH B YHUKAJIBHOM N300peTaTeIbHOCTH pa-
0OTBI C KJIACCHYECKUMU M IOKJIACCUYECKUMU SI3bIKO-
BBIMU CPEACTBAMH M TPaJAULHMOHHBIMH NPUHLIUTIAMA
pabotel. «I[IpokodbeB MUCKa M HAXOMWI KiaccHue-
CKO€ B HEKJIACCHYECKOM M HEKJIACCHYECKOE B KJlac-
crueckoM. Bo3MoXkHO, B MOHMMaHWU TOIBHUKHOCTH
"morpaHnyHOr0" MpoCTpaHCTBa TBopUecTBa [Ipoxo-
(peBa MBI BCTyIIa€M Ha MYTh K MOCTHXKECHUIO T€HH-
anbHOCTH KoMro3uTopa» [7, c. 90]. Kpenkuii crnas
TpPaJUIUH W HOBATOPCTBA, YMEHUE BECTH JUANOT C
MacTepaMu IPOLUIOTO CIIOJIHA MPOSBHIINCH U B Me-
TOZI€ BapUallMOHHOCTHU, YTO SIPKO OTPaXKEHO BO BTO-



poti wactu Tperbero koHuepra 1y (OpPTEMHAHO C
OPKECTPOM.
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«Pa30uTeIil KyBIIMH» BuKTOpa Y1ibMaHa:
onepa-oypd¢a HakaHyHe Tpareauu
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Annomayua. Ctarbsi OCBAIIEHA U3YUIEHHIO OIIEPhI PEIIPECCUPOBAHHOTO KOMIIO3UTOPA EBPEHCKOTO IMPOUCXOKICHUS
Bukropa Ynsmana (1898—-1944) «Pa30uThlit KyBIIMH», CO3MAaHHON HAa OCHOBE OJHOMMEHHO koMenun [ eHpuxa don Kireii-
cTa. ABTOp CTaThbM CTaBUT Mepea coOO IeTb HCCIeN0BaTh MIO3THKY omnepsl «Pa3OnThIi KyBIIMHY, KOTOpas B psijly HalH-
canHbIX B 1930-1940-e rogs! onep-antuytonuii — «Ilanenns Antuxpucray u «Mmneparopa ATIaHTUABD — KaXKeTcs
OTPEIICHHON OT TParuuecKoi AeHCTBUTEILHOCTH HHTEpMenueid. Bo3BpaliieHne Kk TpaaunusM onepbl-0ydda ¢ ee xapakrep-
HBIMH Y€PTaMH — KOMEIUHHBIM CIO)KETOM, CTPEMHUTEIILHBIM PA3BUTHEM JEHCTBHSA, OTPAHUUCHHBIM KOJIMYECTBOM EPCO-
Hakel (IpeICTaBUTENIEH TPETHEro COCIOBHST), OOBIION PONIBIO AHCAMOJIEBBIX CIIEH, HATMYHEM PEUNTATHBOB, KOMHUUECKON
TPaKTOBKOW MapTHH O6aca — yKa3bIBaeT Ha HEOKJIACCUYECKIE TEH/ICHIIMY B TBOPUECTBE KOMITO3uTOpa. JKaHp npenonpese-
JIMJI MHOTHE 0COOEHHOCTH TPOU3BECHUS: KOMHYECKOE Hauallo, 3JI0)KEHHOE B JINOPETTO (CY/bs JOJDKEH BEIHECTH TPHUTO-
BOP 0 COOCTBEHHOMY HPECTYIUICHHIO), YCHIICHO CPEICTBAMU MY3bIKH (3BYKOM300pa3UTENbHbBIE JJIEMEHTBI, JKaHPOBO-CTH-
neBble KOHTPAcThl). HeoOpraHbI KoMrdaecknid 3(h(eKT co3qaeT ISHTMOTHB Pa3ONTOro KyBIIHHA (CHMBOJI COBEPIIIEHHOTO
37I0/IESTHNS ), KOTOPBIN B IpaMaTypriy OMepbl CTAHOBUTCS CBOETO pojia «MaKra(hHHOM» — HE3HAUUTEILHBIM IPEIMETOM,
BOKpYI' KOTOPOTO pa3BHBacTCsl Bce JeiicTBHe. B crarhe Taroke 3aTpOHYT BONPOC CTWIJICBOTO JIMAJIOTa, MUCIIONb30BAaHUS B
orepe rurar u3 cuMponun-kanTarsl «[lecHs o 3emie» [. Manepa, koTopble TpHOOpETalOT CMBICI000pa3yrolee 3HaYCHNE
B paMKax BCEro TBopyectsa YibMmana. OTKa3 OT pe3KOro OONMYEHHUS U caTHPhI B Ayxe Zeitoper B «Pa3ouToM KyBIIHHEY»
CBHIETEIBCTBYET O CTPEMIICHUH KOMITIO3UTOPA OCBOOOANTHCS OT BOJIM OOCTOSITENILCTB — O CTPEMIICHHH, CTABIINM JUISl HETO
B KOHIICHTPAIIMOHHOM J1arepe Tepe3neHIITaAT IaBHOM JBIKYIIEH CHIION M CTUMYJIOM XKHUTh U TBOPUTH BOIPEKH.

Kniouegwie cnoea: B. Ynoman, I. pon Kueiict, Pazoutsrii kyBimH, onepa-0ydda, penpeccupoBaHHast My3bIKa

Jlna yumuposanun: ®enycosa A. A. «Pa30uteiii KyBinH» Bukropa YibmaHna: onepa-Oydda HakaHyHe Tparexuu
/I Akmyanvhvle npobremsl vicuieco Mysvikaivho2o oopasosanus. 2022, Ne 5 (67). C. 26-36. http://doi.org/10.26086/
NK.2022.67.5.005.

Original article

Victor Ullmann's “Der Zerbrochne Krug”:
opera buffa on the eve of a tragedy

Fedusova Alina A.
Glinka Nizhny Novgorod State Conservatoire, Nizhny Novgorod, Russia
E.mail: alina.fedusova@yandex.ru, ORCID: https://orcid.org/0000-0002-4262-7210

Annotation. The article is devoted to the study of the opera “Der Zerbrochne Krug” (“The Broken Jug”), created on
the basis of Heinrich von Kleist's comedy of the same name, by a repressed composer of Jewish origin Victor Ullmann
(1898-1944). The author aims to explore the poetics of “Der Zerbrochne Krug” which, in the series of anti-utopias written
in the 1930s and 1940s — “Der Sturz Des Antichrist” (“The Fall of the Antichrist”) and “Der Kaiser von Atlantis” (“The
Emperor of Atlantis”) — looks like a severed interlude from the tragic reality. A return to the traditions of opera buffa with
its typical features — the comic plot, the fast-paced action, the limited number of characters (third class), the large role of
ensemble scenes, the presence of recitatives, and the comic interpretation of the bass part — all point to the neoclassical
tendencies in the composer's work. The genre predetermined many of the work's particular qualities: the comic beginning,
embedded in the libretto (the judge must pass sentence on his own crime) is amplified by the means of music (sound figu-
rative elements and genre and stylistic contrasts). An unusual comic effect is created by the leitmotif of the broken jug (a
symbol of wickedness), which becomes a kind of “macguffin” in the opera's dramaturgy — a minor object around which
the entire action develops. The article also covers the issue of dialogue in style, and the use of quotations from Mabhler's
“The Song of the Earth” symphonic cantata in the opera, which take on a semantic value throughout Ullmann's oeuvre.
The rejection of Zeitoper — like satire in “Der Zerbrochne Krug” indicates the composer's wish to free himself from the
will of circumstances, a wish that became his main driving force and incentive to live and create in spite of circumstances
in the Theresienstadt concentration camp.
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HNmMs penpeccupoBaHHOIO KOMITO3UTOpPA €BpEii-
CKOro mpoucxoxacHuss Bukropa Ynemana B Poccun
MIOKa MaJio M3BECTHO, HO B MHpPE €ro Haclienue yxe
00peITo HOBYIO KM3HB OJTaromapst YHUKaIbHOU Cyan0e
€ro TIOCTIeTHEH OOMMYHUTENEHON orephl «Miepatop
Atnantuae! win CMepthb oTpekaercsy». OHa Oblia co-
3naHa B 1944 rogy B HeMenkoM KoHiytarepe Tepesu-
SHIITA/JT HE3aJI0JTr0 A0 TPAaruuecKo CMEepTH KOMIIO-
3utopa B Aymsuue. s peabunutanmu B. Ynpmana
HE KakK XEpTBbl XOJOKOCTa, HO KakK JEHCTBUTEIb-
HO TaJaHTIMBOTO KOMIIO3UTOPA, JIy4IlE HEHAZ0JIro
OTONTH OT €ro MociieqHel onepsl 1 00PaTUTHCS K OC-
TalIKMCS B €€ TeHH IpenuiecTBeHHuaMm — «Ilane-
Huto Aatuxpucta» (1935) u «Pazdouromy KyBLIIMHY»
(1942). K coxanenuro, mapTUTypa OINEpbl-aHTHYTO-
nuu «IlageHne AHTUXpUCTaY €lIe HE U3[aHa, HO J10-
CTYIHBI HOTBI onepul-Oypda «Pa30uTeii KyBIIMHY.
Ha Heil Mbl 1 OCTAHOBHUM CBOE BHUMAHHUE.

JTa omHOAKTHAS orepa Oblila HampcaHa KOMIIO-
3uTopoM B 1941-1942 ronax, He3a101r0 10 AEeNOpTa-
1y B TepesueHmrant. B 3To Bpemst B 30HaX MOIUTH-
YeCKOTO BIHMSIHHA |epMaHuu (B TpeaBOCHHBIC TOMBI
VYneman >xun B [Ipare) nelicTBOBaM aHTUCEMUTCKUE
3aKkoHbl. KOMIO3uTOp HEOMHOKPATHO MBITAJICS MTOKHU-
HYTh OKKYIIMPOBaHHYI0 YeX0CI0BAKUIO, HO MOIyYall
OTKa3bl Ha BU3bl. B 3TOM CIOXHON >KU3HEHHOU CH-
Tyaluu MOJHENIIENH HEONPEAEIEHHOCTH Y YIbMaHa
Y 3apOauiach ujesi o0paTuThes K Komenun | eHprxa
thon Kieiicra.

@alyna onepsl «Pa30uThI KyBIIMH» CIERyIO-
mas: [Tucaps JIXT 3acTaer ceapckoro cymnpio Amxama
B KpaifHe CTPaHHOM COCTOSIHHH: JIMIIO Pa30UTO, HET
napuka, oH xpomaeT. Ha paccrpocer Jluxrta Angam
paccka3bpiBaeT HEOObIYaHHYI0 UCTOPHIO O CBOEM TIa-
JI€HUU C nedd. JIUXT JOKIaabIBaeT, 4YTo U3 YpexTa C
MUHYThl Ha MHHYTY HpHOyIeT cyabs Banbrep mpo-
BEPUTH JeATEIbHOCTh Aflama. Ajlam B nanuke. [1pu-
OBIBIIMI Cynbs Banbrep Xo4eT MONMPHUCYTCTBOBAThH
Ha cerofHsAlIHeM ciymranuu. Ha cyne Mapra o0Bu-
HSIET *KeHuxa cBoeil nouepu EBbI, Pympexrta B ToM,
YTO OH pa30mi ee aro0uMbIi KyBumnH. Cam Pynpext
obosunsier EBy B HeepHocTu. EBa croiiko XpaHHT
moganue. Cynbs AmaM BMECTO TOTO, YTOOBI HAUTH
BUHOBHOI'O BCSIUECKU MbITAETCA 3amyTarh aeno. Ho
BOIPEKH €ro YCHWJIMSAM, BCE y3HAIOT MpaBay: HOYbIO
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cyapd Anam maHTaxupoBad EBy, a 3acTaBmmil ux
Pynpext, He pazoOpaBminch, B TOPhIBE THEBA ITOKO-
JOTHI TIperonaraeMoro oOoBHUKa EBBI. Anamy,
OCTaBIIEMYCsl HEY3HAHHBIM, yHalloch cOexars. B
nome Maptel HaliieH napuk Anama. Takum obpasom,
HEBHMHOBHOCTH EBBI JoKazaHa. Ajiam coeraet u3 3ana
cyna, BmoOnennsle EBa m Pympext mupsrcs. Hemo-
BOJIbHA TOJIbKO Mapra: npecTymieHrue ¢ KyBIIUHOM
TaK U OCTAJIOCh HEPACKPBITHIM.

UTo MoCITy>KHII0 TOBOAOM IS OOpaIIeHHUs K CIO-
KeTy koMmenuu «Pa30uThlil KyBIIMHY», CO3aHHOH B
nanexoM 1806 romy u COBEpIIIEHHO OTCTPAaHEHHOM OT
JedcTBUTETRHOCTH TpeThero peiixa? B mepByto ode-
pens, To, uto nbecy 1. ¢pon Kneiicra B roranurapaoM
TOCYZIapCTBE CYMTAIN 00Pa3IOBBIM POHU3BEICHUEM,
JIOCTOSTHAEM aBCTPO-HEMEITKOW KymbTypsI [1, S. 56].
BosMoxkHO, YibMaH Hajesics TakuM 00pa3oM yiryd-
HIUTh CBOE IUIaYE€BHOE COLMANbHOE, (PUHAHCOBOE
nonoxenre. Ho BO3MOXHO cyIiecTBOBaIa HHAS PH-
YUHA: HE MOCJIETHIO POJIb MOTJIa ChIrPaTh BBIIIEI-
mas B 1937 rogy xuHonenta ['ycraBa Yuuiku mo
xomeanu Kreficta ¢ Omunem SIHHUHTCOM B TJIAaBHOM
poin. COBpeMEHHOMY CITyIIATEI0 €/1Ba JIU MOoKa3a-
J0Ch OBl 3TO Ba)KHBIM, €CJIM OBl HE OJJHA UCTOpHYE-
ckas aetanb: B 1937 rogy ¢puinbpM oTka3zamuch GpuHaH-
CUpPOBATh (110 HEKOTOPHIM CBUAETEIHCTBAM OH JIaXe
ObL1 3amperieH). MunucTp npomnaranjasl [epmanuu
1. Te66ebc 3amogO3pHI B BOIUIOMICHNH XapaKTe-
pa ¥ BHENIHOCTH AJlama Mapojui0 Ha caMoro ceOs
[2, c. 117]. Her mocroBepHO# MH(pOpPMAILIUK O TOM,
3Ha) i B. YibeMaH 00 3TOM OCTPO-ITOIUTHYECKOM
(hakre. Ho: TOHKMH LEHUTENb JUTEPATYPHI, IPOHU-
LATEJIbHBIN KPUTHK U XOPOLIO 3pyAUPOBAHHBIN YEII0-
BEK OH MOT CaM yBHJIETh 3TH IIOPTPETHBIE CXO/ICTBA.
Ecnu 310 Tak, T0 31000JHEBHOCTh, KAK OCHOBHAS XY-
JIO’KECTBEHHAsl yCTAaHOBKA KOMITO3UTOPA, MPOCIIEKHU-
BaeTCs 1aKe B 3TOW, HA MEPBBIN B3IVISA/I, COBEPILIEHHO
0e3001THOI KOMHUYECKOH OTepe.

Brpouem, «Pa30uThlii KyBIIMH» HE Tak 6e300u-
neH. [Ipomssenenne B. Yinbmana 3akmodaer B cebe
UJCI0 TOPXKECTBA IMPABOCYAMS: CKa3allach HecTpa-
BEJIMBOCTh 3aKOHOB, C KOTOPOH KOMIIO3UTOp CaM
cronkayncs B 1930-1940-e rogsr. OueBUIHO, STUM
00yCJIOBJICHBI M HEKOTOPhIE HM3MEHEHUs, KOTOphIE
BHec B. Ynpman B nmbperro. B wactHOCTH, OH 110-
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0aBui1 Mopaib B uHaAIBEHOM cekcrere «Adam und
Eve» (grazioso, 2 Takra nepen u. 88): «Anam u EBa,
9Ta JIPEeBHsIS JIOXKB BCET/Ia HOBA: OHA copaia si0io-
Ko, OH pa30mn kyBmuH. Ecnu Ob1 EBa omHaxkab! He
copBaia s0510k0, Ajam He ckasal OBl ceiiyac HUIero
1oxoro. Ho BUHOBaTOMY He HPaBUTCSI OBITH OHOMY,
OH MILET, C KeM OBl pazaenuth BUHY! Anam u EBa, na
CBEPIINTCS CHPAaBEIIMBOCTD, KaK TOTJA: HE JOJKEeH
OBITh CYIIbEH TOT, Yb€ CEP/ILIC HEUYHCTO, J]a CBEPIIUTCS
cnpaBeyuBocTh!» (“Adam und Eve, es ist ein alter
Trug, immer doch neu: Sie brach den Apfel, er brach
den Krug. Hitte einst Eve den Apfel nicht gebrochen,
Hatt' heut' der Adam nicht Unrecht gesprochen. Doch
wer mag schuldig sein, ist er nicht gern allein, Alle
sind lieber zu zwein! Adam und Eve, fiat justitia da-
mals wie ebenda: Richter soll keiner sein, ist nicht
sein Herze rein, Fiat justitia!”). bubneiickue motu-
Bbl NOABIAIOTCS B TBOpuecTBe YibmaHa B 1930-e
ronsl noa BiausHUeM aHTponoco¢pun P. Illraiinepa.
OTMeTHM, YTO HaMEKH Ha MPUTIY O TPeXOmNaJicHHN
(ToBOpSIIIIME UMEHA TEPOEB) CONEPIKAIHCH YXKE B Ca-
Moil komeauu Kneiicra, Ynpman ke pa3Buil 3Ty Ju-
HHUIO B 1rOpeTTo. B memom, roBopst o pabote ¢ uTe-
paTypHbIM HCTOYHHKOM, MOXXHO OTMETHTh aKKypat-
HOE€ OTHOIICHUE KOMIIO3UTOPA K CJIOBY: XOTS YIbMaH
CYIIECTBEHHO COKpAIlaeT UaJIOTH, TepecTaBisieT
MeCTaMH HEKOTOpble MOHOJOTH, OH, 332 HCKJIIoue-
HUEM JIOTIONTHEHUs B (PMHAJIE, COXpaHIET aBTOPCKUI
TEKCT HEM3MEHHBIM.

Kaxxercst mOBONBHO HEOOBIYHBIM OOpalIeHne
B. VYnpmana x Ttpamunusm onepsl-Oydda, kaHpa
MOMYJAPHOTO, HO «HeakTyaibHOro» B XIX—XX BB.
(mo Beipaxennro JI. B. Kupwmmnoit [4, c. 179]).
HeoObIYHBIM HE TOJBKO TOTOMY, YTO BpeMs HE CO-
OTBETCTBOBAJIO 0€33a00THOM U cBeTIoN OyddoHase,
HO U TTIOTOMY, YTO YIIbMaH HaXOJWJICS T0]] BIUSHUEM
COBCEM APYTHX TEHICHIWH — MpEeXKIIe BCETO MY3bI-
kansHOTO Tearpa K. Baiinsg u b. bpexra. Brpouew,
HeNb3s He NPHU3HATh, 4TO orepa-Oydda B mepBoit
nojoBuHe XX BeKa MpUBJIeKada BHUMaHUE MHOTHX
koMIto3uTopoB — M. PaBensa («Mcnanckuii yacy,
1907), P. UTpayca («KaBanep po3e», 1910; «Apu-
anHa Ha Hakcocen, 1912), IIx. [Tyuunnn («IxaHHu
Cxkukkmny, 1918), C. [Ipokodresa («JIt000BE K TpeM
anenscuHam», 1919); U. Crpasunckoro («Maspay,
1922) [5, c. 47—65], uTo OBUIO CBSI3aHO C YKperLie-
HUEeM no3uimii Heoxnaccuimima. C xorma 1920-x
TO/IOB JKaHp TMPHOOpPETaeT JKCTpeMallbHbIE YepTHI,
commkasch ¢ hapcom, IUPKOM, BapbeTe, OalaraHoM
[4, c. 185]. B. YapmaH Takke OKa3ajics BOBICUCH B
WTPy C OTMEepHON Moenbio npomuroro. Ho ero o6pa-
menne K OyddoHame easa a1 MOXKHO Ha3BaTh «IKC-
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TpeManbHeIM». HampoTus, ero omepe cBoiicTBeHHa
YMEpPEHHOCTh, 1, KaK KaKeTCsl, OHAa COXPAHAET CTaTyC
BBICOKOM KOMEIHH.

SBHas uepra omepel-Oypda — oepanuuennoe
Konuuecmao nepconaiceti (B «Pa3ouTOM KyBITHHE)
11 peitctByromux nwi, kKak B «CBampde Durapor
B. A. Mouapra, HO Bce COOBITHS KOHIIEHTPUPYIOTCS
BOKPYT OIHOTO — CyIbH Anama), MIpuueM BCE OHH
ABJISIFOTCSL TPEICTABUTEISIMH TPETHETO COCIIOBHSL.
Lemoxpamuunocme xaHpa BOIUIOIIEHA C TTOMOIIbIO
3JIEMEHTOB COBPEMEHHON MacCOBOM MYy3bIKM (Ha-
IIpUMep, TaHLEBAJIbHbIM 3MM30[ B YBEPTIOPE, IOCIE
1. 26). U ato HecnydaiiHo, Benp YnpMmaH B 1930-e
roasl Hapsany ¢ K. Baiimem pasBuBan xaHp Zeitop-
er. Jlnst Zeitoper ObIJIO TUMWYHO CMELICHUE TPAIH-
LUHA aKaJeMUYECKOM W IOMYISIpPHOW My3bIKH. Tak,
B «Pa30uTOM KyBIIMHE» 3aMETHO BIUSHHE Kaba-
pe — KpPOME HCIOJIb30BaHHS PACXOKUX TaHLEBAJIb-
HBIX HMHTOHAIMH, 3TO MPOABISIETCS B COMMIKECHUN
BOKaJIa C Pedblo, MeCTPOTE MY3bIKAIbHOTO MaTepura-
J1a, MOJTHUEHOCHOM IEPEBOIUIOIIEHUH Pa3HEeKECHHON
CEHTUMEHTAJIBHOCTH B OyddoHany u Hao6opoT. Tak,
B yBepTIOpe (cM. mepexox mepen 1. 14) nupudeckas
kyneMuHanms Adagio BAPYT pe3ko oOphIBaeTCs IO-
CpPEACTBOM BBEJECHHUS MOJIMAKKOpAA sforzando y yem-
6amo u 3ByunT B Temne Allegro neiitmoTuB pa3ou-
TOTO KYBIIMHA y TPyOBI (0 HEM peub MOIAeT HUXKe).
3ByKOBOH 3¢ GeKT Npu3BaH BbI3BATH U3YMJICHUE ITy-
ONTUKH, «OTOPOLIUTE €e.

Tecnas cBsi3p co chepoit Oydpdonansr mpocie-
JKUBAETCS 68 XapaKmepucmukax 2epoe§ — CYIbU
Anama, ero pa3obmauutens Jluxra, B MeHbIIEH cre-
neHn — cyapu Banerepa. Ilaptus Anama nopyue-
Ha BBICOKOMY Oacy-0yd¢o, naprus Jluxrta — TeHo-
py-0yddo. B TO xe BpemMs, 10 CpaBHEHHUIO C HTa-
JBbSIHCKUM >KaHPOBBIM HPOTOTHUIIOM, 3HAYUTEIBHO
bonvuas pors omegedena opkecmpy. VIMEHHO oOp-
KECTPOBBIMH CPEICTBAMH KOMIIO3UTOPOM CO3/IaHBI
XJIECTKHE MYy3bIKaJbHbIE MOPTPEThl. Tak, IIaBHBINA
repoil Anmam, yKacHbI Opro3ra, XapakTepH3yeTcs
HEYKJIIOKeH Menonuel commpytomiero ¢arora. Ka-
PHUKATYPHO HM300pa’keH U €ero «PeBH30p» — CyAbs
Banbrep ¢ moMouipio npeyBeTUuEeHHO TOPKECTBEH-
HOM KBapTOBOM TEMBI.

ByddonupIM IEpCOHAKAM TTIPOTHBOIIOCTABIECHEI
repou, OXBadCHHBbIC IITYOOKHMH CEPbE3HBIMU UYyB-
ctBaMu, — PympexT u EBa (YIIbMaH CTrTa)XuBaeT ux
OTpHLATEIIbHBIE YEPTHI, IPEICTABICHHbBIE B KOMEINN
Kuneiicra). Ux apuu, npu3BaHHbBIE OTTEHUTh OCHOB-
HOE JIeiCTBUE, CTAHOBSTCS JINPUYCCKUMHU [IEHTPaMU
npousBeneHus. B wanuuuu ewvipasicennoi 110606-
HOU JUHUY COCTOUT clielu(uIecKoe OTINYHE Olle-
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prI-Oydda, Kak BEICOKOH KOMEIUH, OT APYTHX Pa3HO-  BBbIE NpelcTaBicHHas B pasnene Adagio BeTyruie-
BHJIHOCTEH koMudecKoi omepsl [4, c. 182]. Bocco- HUsS, TIOCTPOEHAa Ha KBAapTOBOM BOCXOZSILEM XOJE
ennHeHue BIoONeHHbIX B orniepe-Oypda XVIII Beka  (cm. 5 T. u ganee nocne u. 10, Ilpumep 1). Dta un-
OBLIO HE3BIONEMBIM KAHOHOM, M YIIbMaH BO3POXKAAE€T ~ TOHAIMA 3aMMCTBOBaHA M3 JIEHTMOTHBA Pa3OMTOrO

ero B «Pa30uTom KyBIIHHEY. KyBIIMHA, KBHUHTAICCEHIIMHM KOMHYECKOTO Haudajia

BecpMma xapaktepHO, YTO B 3TOW Omepe JUpPHU- (cpaBuuth Ilpumep I n llpumep 2a). To ecth nupu-
4ecKoe HEOTAeNUMO OT komudeckoro. Tak, oqHa U3~ ueckas cepa He IPOCTO CBA3aHA C KOMUYIECKOH, HO
Hanbolee BBIPA3UTENBHBIX JIMPHUICCKUX TEM, BIIEp- MPOU3BONIHA OT HEE.

Mpumep 1. B. YnbmaH. Onepa «Pa3buTbiit KyBLUKH», YBepTiopa, TeMa Adagio
Example 1. V. Ullmann. Opera "The Broken Jug". Overture, Adagio theme
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mudeckue. Hampumep, xapakrepuctuka Anama, dyeno-
BEKa C HEUHCTOH COBECTHIO, BIEPBEIC /TaHA B JTHANIO-
THYECKOH clieHe B 3aie cyaa ¢ Jluxrom (CueHa B 3aie
cyna, 1. 1). ITo Mepe yBeauueHus Yuciia IepCoHaX e,
C KOTOPBIMH B3auMOJEHCTBYeT Anam, Bce Oosee nie-
TaJBHO BBIPHUCOBEIBAIOTCSI €0 OTPHIIATEIIbHEIE Kade-
cTBa. B. YiibMaH He BbIACISAET 1Sl HETO COJIbHOM apuu,
TIPA STOM JIPYTOH HEKUBOU «IIEPCOHAX» — pa3Ou-
TBHI KyBIIUH — YJIOCTAUBAETCS pa3BEPHYTOM KOCBEH-
HOH xapakTepucTuky B apro3o Maptel (CiieHa B 3aie
cyna, Moderato, 11. 53).

Tem He MeHee, HECMOTpPS Ha SIBHYIO CBSI3b C
ornepoii-0ydda, B crpoennu «Pa30uToro KyBIIMHAY
MHOTO€ IPOTUBOPEUHT €€ TPAJAUIIHSIM. DTO TIPOSBIIS-
€TCSI B 0OHOAKMHOCU', 8 CKBO3HOM pazeumuu Oeti-
cmeus, 8 OeKIAMAYUOHHOCMU U Mel0OUYECKOU He-
sbipasumenvHocmu 6okanvivix napmuii. Ilocnennee
B IEJIOM XapaKTEPHO JJIsl CTUJIS YIbMaHa.

B my3bike «Pa30uToro KyBUIMHA» 3HAUUMENb-
Hoe Mecmo omeooumcs aetimmomueam (XOTs OHU U
HE COCTaBJISIFOT Pa3BETBICHHYIO cucTemy). KBuHTAC-
CEHITUSI KOMUYECKOU Cpepbl — 3TO JCHTMOTHB pas-
buroro KyBmuHa (17151 y1o0CTBa MBI BBOIUM Hambo-
Jiee MOIXojsliee HaMEHOBaHKe JeHTMOTHBa; [lpu-
mep 2a). VIHTOHaNUsA-CUTHAT — THUNWYHO YiabMa-
HOBCKasl: IMMOCTPOCHHAS HAa BOCXOJSINUX YITIOBATHIX
IBWKCHUSAX YHUCTBIX KBAapT, OHA XapaKTEepPH3YeTCs
aOpUCTUYHOCTHIO, penbeHOCThI0. HauanbHbIe Xa-
OTHYHBIC JBW)KCHHUS, BOILIOMIAIONINE CYeTy U Tepe-
TIOJIOX, 3aBEPIIAIOTCS] HUCXOSAIINM CKaYKOM Ha yBe-
JUYCHHYI0 KBUHTY C OCTAaHOBKOW Ha HEYCTOHYHBOM
3ByKe b. IHTEpecHO, 4TO Te K€ MPUHITUIIEI (TIpeBa-
JTUPOBaHHUE KBAPTOBOCTH, J1a/I0Basi HEYCTOWYHBOCTS,

aOpPUCTUYHOCTh, 3a0CTPEHHBIH PUTM) BOILIOLIA-
I0TCS B NJIABHOM JIEUTMOTHBE IPpOMKOrOBOpHUTEIS
u3 onepsl «Mmneparop Arnantuas». B 310l cBsizu
MOYKHO TOBOPHUTH O CTHJIEBOM €IMHCTBE M OpraHHUY-
HOCTH MO3IHUX Ofep YiibMaHa.

JledTMOTHB pPa30MTOr0 KyBILIMHA HPOHHU3BIBACT
MY3BIKaJIbHYIO TKaHb ONEPHI, U CTAHOBUTCSI CHMBOJIOM
MIPECTYIUIEHHS], HapyIleHrs: Mupomnopsaka. Kommnosu-
TOP C €T0 IIOMOIIBIO MTPEAOCTABIISET YUKW BHIMA-
TEJIHBIM CITYLIATeNsAM: TTOPOH HECBSI3aHHBIE JETaJIH,
0 KOTOPBIX TOBOPAT T€POM B MOMEHT 3BYYaHUS JIEH-
TMOTHBA, Pa300y1adaloT HACTOSLIETO NPECTYIHHKA,
JIOBKO YBOPAUMBAIOLETOCS OT IIPABOCYIHSL.

BaxxHo ormeTuTh 0c00yI0 PO Pa3OUTOrO KyB-
LIMHA ¥ COOTBETCTBYIOLIETO €My JIEHTMOTHBA B Apa-
MaTypru: OH CTAHOBHUTCS CBOETO poja MY3bIKallb-
HBIM MakrapprHOM (KuHeMarorpaduieckuil TepMHH
A. Xuukoka, BHepBble ymoTpeOneHHbit M B 1939
rofly) — MpPEAMETOM, BOKPYT KOTOPOTO pa3BUBAeTCs
BCE JIEMCTBUE U KOTOPBIN «KaXKETCs JJIsl IEPCOHAKEN
HEOOBIKHOBEHHO Ba)KHBIM», a Ul PACCKa3uMKa «OH
HUKaKOTO MHTepeca He mpenacTaBiger». A. XUUKoK
YKa3bIBacT €Ile¢ OJHO €r0 BaXHOE CBOMCTBO: «Mak-
radp¢uHy HET HYXIbl OBITh BaXHBIM HIIH CEphe3-
HBIM, U IaXKe TIPEANOYTUTENHHO, YTOOBI OH 00EpHYJI-
Csl 4eM-HUOY/Ib TPUBUAIBHBIM U Jiaxke aOCypAHBIM
[6, c. 73—74]. Tak u npoucxonurt B onepe B. Yiabma-
Ha. 3HaueHue KyBIIMHA JUIs )KU3HEH TepoeB uepecdyp
MIPEyBENNICHO, TEM HE MEHEE, IMEHHO OH CTaHOBHUT-
sl IPUYMHON Bcex Oell, u3-3a 4ero ACHCTBHE OIEph
mpuoOpeTaeT YepThl YCIOBHOCTH, KapUKaTypHOCTH.
OTy KapuKaTypHOCTh JIMIIb YCHJIMBAET MOBTOpSsie-
MOCTB JIGHTMOTHBA pa30UTOro KyBIINHA B MY3bIKE.

Mpumep 2a. B. YibMaH. Onepa «Pa3buTbii KyBLUMHY». JIENTMOTMB pa3buUToro KyBLUMHA

Example 2a. V. Ullmann. Opera “The Broken Jug”. The leitmotif of the broken jug
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Mpumep 26. I. Manep. CuMdoHus-kaHTaTa «[lecHb 0 3eMney. lNecHs «[bsiHbIN BECHOMO»

Example 2b. G. Mahler. Symphony-cantata “The Song of the Earth”. Song “The Drunkard in Spring”

Pesante

zuriickhaltend)

Tenor-Stimme &yt

a tempo (Allegro)
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E ) 1 1
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Wenn nur ein Traum das_

K me#iTMOTHBY pa30HUTOTO KyBIIMHA PUMBIKAET
JEUTMOTHUB pa300adeHus1, BIEPBbIE TOSBISIOLIHIACS
B yBepTIOope (T. 2 mocue 11. 24, [Ipumep 3): OH 3BYYHUT,
Korma Anama momo3peBaroT Bo JDKH. Ero xapaxrep-
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Le - ben
HBIC YEPTHI — OI[HOO6pa3HOC JABMXKCHHNEC BOCHbMBIMHU
JINTCIBbHOCTAMHU, MOHOTOHHOCTD FapMOHHﬁ, OoT-
CYTCTBUC MeJ'IOI[H‘IeCKOfI BBIPA3UTCIIbHOCTHU. 3)Z[CCB
3a CUCT HOBTOpeHPIfI YEKAaHHOTO pUTMa CO31acTCA



OIIlyIIEHHE BHYTPEHHEH HaNpsHKEHHOCTH, KOTOpas
He HaxomWmT paspenieHus. Yacto oba jaedTMOTHBA
3By4aT OJHOBpPEMEHHO. Tak NpOMCXOOUT B KOHIE
yBepTIOpHI (L. 24): mepen JEWTMOTUBOM pa3o0ia-
YyeHus y ($arotoB, BAITOPH U Majioro Gapabana ro-
SIBIISICTCSI JIGHTMOTHB Pa30MTOro KyBIIMHA Y TPYOBI,
HO B M3MEHEHHOM BHJE: OOpaTHMM BHHUMAaHHE, YTO
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MOCJCAHSST UHTOHAIMS HUCXOIAIECH YMEHBIICHHON
KBHHTBI CMCHSCTCA 34€Ch IUATOHHUYCCKHU YUCTON
KBapTol B «Oemom» C-dur: monrokgaHHOE CHSTHE
HEYCTOWYMBOCTH Ha YPOBHE JaJa MEPEKINKACTCA
C pa3pelieHreM IJIaBHOM 3aragkd CIOXKeTa OIEpHI.
Takum 006pazoM, yBepTIOpa CTAHOBUTCS MPOEKIIHEH
BCEM ONEPHI.

Mpumep 3. B. YnbMaH. Onepa «Pa3buTblit KyBLIWHY. JIEMTMOTUB pa3obiavyeHus

Example 3. V. Ullmann. Opera “The Broken Jug”. The leitmotif of exposure
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Komuaeckoe mposiBisiercss B omiepe «Pa30uThrit
KYBIIIMHY Ha Pa3HBIX YPOBH:X. Bo-TiepBhIX, Ha )KaHPO-
BoM. HacTo OHO co3aeTcst ¢ MOMOIIBIO «TIepepa3Hu-
BaHUSD) BBICOKOTO JKaHpa (kKak ykasbeiBaet JI. Kuprmu-
Ha «OTPaKCHUE B OTPAKECHUM» — TITYOUHHBIN CMBICT
oneprl-Oydda [4, c. 181]). DT0 npoucxogut mocpea-
CTBOM COCAMHEHHS HECOSTMHUMBIX JIEMEHTOB.

Spkuii mpuMep TaKOTO MY3BIKAIBHOTO OKCIO-
MOPOHA — MCIOJHSAEMBIM MapTo «HEKpOJIOT KyB-
UHY». 371eCh padoTaeT BTOPOW MPUHIIMIT TEHCTBH
KOMHYECKOTO Hauaja, 0003Ha4eHHbIH A. beprcoHom,
MIPUHILIUI «HEUYBCTBUTEIBHOCTI»: «(KOMUYECKOE MO-
JKeT BO3BIMETH BO3/IEHCTBHE, TOIHKO €CITN KOCHETCS
COBEPILEHHO CIOKOIHON, ypaBHOBEILIEHHOM MOBEPX-
HocTu nymm» [7, ¢. 12]. B camoMm nmene, Hekpoior
KYBIIHHY, KOTOPBII HE IMEeT POBHBIM CYETOM HHUKa-

KOW IEHHOCTH HU JJIs1 KOTO M3 TepOoeB, HU TeM OoJee
JUTSl CITyIIaTeNel, IpeAcTaBiIeH B BUJE Pa3BEPHYTON
CaMOCTOATENILHOM «MEMOPHAJIBHONY CLEHBI, B KO-
TOpOi moxpoOHeHmuM o0pazoM MapToil onmuchIBa-
€TCsl BCSI BAKHOCTH ATOH Bemn (Tmoxoxkero addexra
nobusaetcst k. [lyqunHr B 51IM307€ MPUTBOPHOTO
OIUIaKUBaHUA POJACTBeHHUKaMH byo3o B «J[xkaHHU
Cxukkn» [5, c¢. 53]). Pazayras u3 Huuero tpareaus
yCHJIeHa cpecTBaMH My3bIKH. C MOMOIIBIO IpHeMa
MOHTaKa’ BOCCO3al0TCsi 00pa3bl CYACTIMBOM U JI0JI-
TOM (OKH3HM» KyBIIMHA B pa3Hble 3n0xu. M B 3TOT
KaJIeMI0CKOIl MY3BIKaJIbHBIX TEM NMPOHUKAIOT WHTO-
HaIMK TpaypHOTO MapIia.

Eme ogun mpumep. HysT cioyxkaHku u Anama
«Im Biicherschrank, Herr Richter, find ich die Periik-
ke nichty, xoTopoMmy mpemmecTBoBaia rpyooBaras
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CIICHa TIOMCKOB JIOKyMEHTOB, PEIIEH B KaHpe U3SII-
HOTO Bajbca, IPUYEM JTUTEPATyPHBIA TEKCT O MpoIa-
e Tapuka Anama, COIyTCTBYIOIIMH MY3BIKE, TOXKE

BCTYIIa€T B MPOTHUBOPLCUUC C BO3BBIIICHHOM mpupo-
oM BaJIbCa, U 3TO IapaaOKCaJIbHOC COYCTAaHHUE HE
MOXXET HEC BbI3BATH yJ'II)I6Ky.

Mpumep 4. B. YnbmaH. Onepa «PazbuTbii KyBLUWH».
[LysT cny>kaHkn n Agama «Im Blicherschrank, Herr Richter, find ich die Periicke nicht»

Example 4. V. Ulimann. Opera “The Broken Jug”.
Duo of the servant and Adam “Im Biicherschrank, Herr Richter, find ich die Periicke nicht”
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[IpumeudarenbHbl U OTAENIBHBIE FOMOPUCTHYE-
CKHE DJIEMEHTHI, CO3/IAI0IIHE IIYTINBYIO aTMOCchepy
ornepsl. B iepByto ouepeib, 3T0 MHOTOOOPa3HbIE MPH-
€MBI 3BYKOM300pasutensHocTh. Tak Bompoc JInxTa o
rpexomajieHnn AjamMa COpoBOXKaaeTcs glissando y
CKPHIIKH, ajbTa ¥ BUONOHYeTH ([Ipumep 5).

3acmy)KUBalOT BHUMAaHHUA HEKOTOPHIE CTHUJIEBBIE
ocobeHHOCTH onepbl. OfHA U3 TJIaBHBIX YePT YIIbMa-
HOBCKOTO CTHJISI — JTUAJIOTUYHOCTh. DTO HE ITUTOH-
CTBO, HE IIPEEMCTBEHHOCTb, HO OCMBICIICHHE UYKHX
CTHUIIEBBIX aTpUOYTOB B KA4ECTBE BaXKHBIX CHMBOJIOB
B COOCTBEHHOM TBOpYECTBE. TakoBBIMU Uil YIIbMa-
Ha CTAaHOBATCS JIBa TEMaTHYECKUX JIEMEHTA U3 MecC-
HU «[IpsHBIN BecHOIO» cuMdoHUH-KaHTaTHl «llecHb
o 3emuie» [. Marnepa.
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[TepBrIii 00HAPYKUBACTCS B JECHTMOTHUBE pas-
OMTOro KyBIIMHAa — 3TO AJUTIO3US Ha HA4yalo BO-
KaJpbHOU maptuu — “Wenn nur ein Traum das Leben
ist” («Ecam *Ku3HB — TOJNIBKO COHY»). TshKenoe Boc-
XOKJIEHHE C OXBaTOM OOJBIIOTO JaHara3oHa, Co-
3nanHoe [. Manepom nmocpencTBoM TeMIia (peMapka
Pesante), pemeno B. YipMaHoM mHade: He MEHSSI
TEMII, OH YBEIUYHBAECT KOJUYECTBO HOT, YCTpEM-
JIEHHBIX K MEJOJMYECKOW BepIIMHE W 00pasyro-
X BOCXOJIINE KBApPTOBBIE MHTOHAIIMU. 1O €CTh,
Mo CyTH, OH JobuBaercs Toro xe 3ddexra, 4TO H
Marnep, HO C TOMOIIBIO UHBIX CPEACTB, [TO-CBOEMY.
IIpu 3TOM PUTM U METOJAUYECKUNA PUCYHOK IMEPBO-
WUCTOYHUKA OCTAaeTCs y3HaBaeMbIM (CpaBHUTH [lpu-
Mmepbl 2a u 20).
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Mpumep 5. B. YnbMmaH. Onepa «PazbuTbii KyBLUWMHY»

Example 5. V. Ullmann. Opera “The Broken Jug”
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Ecnu neiTMOTHB pa30UTOrO KYBIIHHA OTPa)KaeT
KOMHAYECKYI0 c(epy orepsl, BTOPOH TeMaTHIeCKUit
JIEMEHT U3 My3bIkM Manepa nupuueckuil. B3sTeril
U3 OPKECTPOBOM MapTUX MECHH, OH COOTBETCTBYET
CTPOYKE TEKCTa «TO OTKyda MYKH W CTPAJaHUA?»
(nepeson U. A. Bapcosoii [8, c. 315], npumepsl 6a
u 60). DTOT MOTHB, U3MEHEHHBIA PUTMHYECKH, HO
MHTOHAITMOHHO y3HABAE€MBIH, TIOSBISIETCS HE TOJNBKO
B onepe «Pa30uThIii KyBIIMHY» — B TNIaBHOM HNapTHH
yBepTiopsl (cM. 13—17 TT. mocne u. 1, [lpumep 6a), B
Teme Adagio yBepTIOpBI, — HO TaK)Xe B TJIABHOM Tap-
T nepBoi yactu Conatsl 11 goprennaHo Ne 7,
a 3areMm B [lecne IIpepo «JIyHa Ha xomymsx oOXoquT
KOHBKH KPBIID» U3 MocieHen ornepol YibMmana « M-
neparop ATIaHTHIBD).

MortuB cHa (KaKk U MOTUB OIBSHEHUS), Oe3yc-
JIOBHO, OBIJT KJTFOYEBBIM B XYIO’KECTBEHHOM BUIEHUHT
VYnemaHa (Ha 3TO YKa3bIBalOT 0Opa3bl BTOPOW YacTu
ero Conarbl s ¢Goprenrano Ne 5, KOJBIOCIBHOM
ITeepo «Crn, muts, crin. I — TBoOs smUTabUI» U3
onepsl «MmMneparop Atnantunae» [9, c. 60, c. 164—
165]). UnTepec Kk CHOBHACHHUIO, KaK MOCTY MEXIY
JKU3HBIO U CMEPTHIO, BOSHHK BO MHOTOM TIOZ BITHS-
nueMm upent P. llraitnepa.

MoOTHB ONbSHEHHUS OSBIISAETCS HE TOJBKO B TBOP-
gecTBe (cM. HarpumMep, TiecHio [1pepo «Jlyna Ha xomy-
JsIX 0OXOOUT KOHBKM KpBIID» U3 omepsl «Vmmeparop
AtnaHTHABY), HO U B BBICKa3bIBaHMAX B. Yimpmana
(arTaeM BO BTOPOH M3 ABA/IIIATH IIIECTH PEIICH3UH YiIb-
MaHa, CO3aHHBIX B Tepe3ueHITaare, o cede 1 CBOMX
coBpeMeHHHKax: «CIHUIIKOM MHOTO IlyMa M BHHA,
JKSHIIIMH ¥ TIeCEH — 3TO TaHeI| Ha OyTyIIiuxX MOTHIax
— HamMx Moruiax. Mpl ke MOTSATHBaeM IIaMIIaH-
CKO€, HO Halll pa3yMm ocTtaercs sicen» [10, S. 54-55]).
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BaxxHo nposicHUTh posb AaHHBIX nuTar u3 «llec-
HU 0 3emiie» B «Pa3ouTom KyBrmHe». Hukakoi cBs3u
C CIO’KETHOW JIMHHEH OIephl 31€Ch HE BO3HUKAET. Y UH-
ThIBas 3TOT A(PdEKT OcTpaHeHHs, CIIPaBEITUBO MPe-
HIOJIOXKUTD, YTO TIEpel HAMH YJbMaHOBCKAsl TAWHOIIKCH,
KoTOopass B Oojyiee MO3IHEM TBOpUYECTBE O(QOPMHUTCS
B CJIOXKHBI U PA3BETBICHHBIM SI3bIK WHOCKA3aHWIA.
«Ecnu ’K13Hb — TOJBKO COH, TO OTKYJla MYKHU U CTpa-
JaHUA?» — HE 3TUM JIM BOIPOCOM 3a[JaBaJiCsl U caM
VYieMmaH, Korma pabotan Haj cBoelt omnepoi-Oydda?
B coenuHeHnn ManepoBCKUX IIUTAT U KPOETCS OTBET:
«YWUTH OT 2opecmeil dicustu [KypcuB Moid. — 4. @.] (HO
HE ITPOTHUBOCTOSTH UM) MOYKHO JIMIIIb B COH HJIH B OIThSI-
HeHne» (1o BeIpakernto U. A. bapcosoii) [8, c. 315].

Hanbueiimas cynpba onepsl HeynauHa. [onroe
BpeMst «Pa30uThlil KyBIIMH» ocTaBajcs 3a0bITEIM. B
1996 roxy cocrosimack ero mpembepa B [[pe3ncHe u
Beiitmape (nup. W. Munon), B 1997 romy — aBasis!
oH mpo3Byyan B bepnune (mup. I. AnsOpexr). Tpu
MMOCTAaHOBKH OCYIECTBICHBI B 1998 romy — B Xai-
nsiiiae u Ilpare (nup. A. dpkap), a Takxe B MioHxe-
we (qup. U. Vunon). B 1999 rony omepa Brepsbie
moctaBieHa B Bene (mup. I. Ampbpext). B 2000
rony ObuTO IBe mpembepbl — B 3anbuOypre (aup.
W. Viunon) u B Lropuxe (mup. Hen3secTeH). B Haua-
ne 2000-x romoB mHTEpeC K «Pa30uToMy KyBITUHYY
3aMETHO MajaeT: ObUla OCYIECTBIICHA TOJIBKO OJHA
nocraHoBka B Jlronsurcxadene (mup. Y. Munon) B
2003 roxy. U aumib cimycTst 9eThIpe roja mociieoBa-
71 HOBBIE MToKa3el — B 2007 roqy oHa po3Bydana Ha
onepHoi cuieHe B ['enrte (qup. I. Anb0pexr), cemb pa3
B Mronctepe (mup. I1. Meiizep), a B 2008 — deTrIpe
pa3a B Jloc-Anmxenece (aup. k. Konnon). [leBsatsh
HOBBIX MPEJICTABICHUH ObUIN OCyIecTBICHBI B 2012
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rony B Xunpaecxaiime (mup. B. 3eiituep) [1, S. 54,
79]; [11]. MoxHO yTBep»aaTh, 9to «Pa30nThIil KyB-

IIUHY UCIOIHSACTCS CPaBHUTEIBHO HEUACTO U MHTE-
pec K HeMy HeTOCTOSHEH.

Mpumep 6a. B. YnbMaH. Onepa «Pa3buTbiin KyBLIKH». YBepTiopa
Example 6a. V. Ullmann. Opera “The Broken Jug”. Overture
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Mpumep 66. I. Manep. CuMmdoHus-kaHTaTa «llecHb o 3emien.
®parMeHT opKecTpoBoK NapTuK necHu «lbsHbI BECHOMO»
Example 6b. G. Mahler. Symphony-cantata “The Song of the Earth”.
Fragment of the orchestral part of the song “The Drunkard in Spring”
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Takoe HeBHHMMaHHE OOBSICHHMO HECOOTBET-
CTBHEM aHpa omnepul-Oydda ¢ ee JIErKUM My3bI-
KaJIbHBIM MaTEpHAIOM M BECEIBIM COJEpKaHUEM
TPEBOXKHOMY JyXy BpeMeHU BTopoil MupoBoii Boii-
Hbl. OTCYTCTBUE B HEU KpUYalllMX HAMEKOB Ha 3J10-
BEIIYIO MOBCEIHEBHOCTh, B KOTOPOM CYIIECTBOBAI
KOMIIO3UTOP, JEJNAal0T €€ CIWIIKOM OTCTPaHEHHOMU
B ominuue oT «Ilamenuss Antuxpucra» u «Ummne-
paropa ArnaHtuabl». elicTBuTenbHO, «Pa30ouThii
KyBIIMH» BOCIHPUHUMAETCA KaK He3ambIcioBaTas
WHTEpPMENUs B OKPY)XCHHH ABYX OIEp, U300paxa-
IOIINX CTPAIIHBIA B CBOSH OeCueOBEYHOCTH aHTH-
MUD.

Ho TakoB Bukrop VYiapmaH: OH muIIeT KOMe-
JUI0 B MHUpE, OOBATOM MPEAYYBCTBHEM TpPAreIuu.
B »TOM MOXHO yIOBUTH NajlbHUE OT3BYKHU padiie3u-
AHCKOTO CM€Xa, CMeXa, KOTOPBIM «COBEPUICHHO Aa-
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JIEK OT BCSIKUX BOIPOCOB NPEOJOJIEHHS 374 B KH3-
HU», KOTOPHIA «y3aKOHHUBAET BCIO 3Ty KOMHYECKYIO
npeaMeTHOCThY [12, c. 592], naBast aBTOpy «OCTpoe
OIIyIeHue TOoOeAsl HaJ CTpaxom», HW30aBISSI HE
TOJILKO OT BHEIITHETO, HO U OT BHYTPEHHETO IIeH30pa
[13, c. 105] B cutyaruu HEBO3MOXKHOCTH IIPEOAOIE-
HUSA 371a.

HecomHenHo, O0TKa3 OT pe3Koro oONMHYeHUS U
carupbl B «Pa30UTOM KyBIIMHE» CBUAETENBCTBYET O
crpemiieHuu B. YieMaHa 0c60600ums COOCTBEHHOE
TBOPYECTBO OT BOJIM OOCTOSITENILCTB — O CTpeMIIe-
HUH, CTAaBIIHUM JJI1 HCTO B KOHLCHTPAIITMOHHOM Jia-
repe Tepe3ueHITaAT MIaBHON JNBWXKYIEH CUloN U
CTUMYJIOM JKHUTh U TBOPUTH BOTPEKH®. MOXeT ObITh,
CO BPEMEHEM 5TO MPOU3BEACHUE MTOMOKET MHOTUM
yBUAETh B B. YIbMaHe He TOJNbKO Y3HHKA KOHIIEH-
TPAIMOHHOTO JIarepsi, HO ¥ TAJIAHTIMBOTO KOMITO3H-



TOpa, @ B €ro TBOPYCCTBE — HC TOJIBKO OTPAXKCHUC
OIIOXHW, HO W IIOJJIMHHOC BCIMYHNC CBOGO,IIHOFO uc-
KyCCTBa.

IIpumeuanust

OnHOAKTHOCTh XapakTepHa M ISl HEKOTOPBIX
Ipyrux obpasnoB onepul-Oypda XX Beka («Mcnan-
ckwmif gac» M. Pasens, «xanan Cxkukkny k. [Tyd-
YUHH).

2 DTOT mpHeM HaiIeT MPOAODKEHHE U B Omepe
«Mmmeparop Atmantuas». B mecue Ilsepo «Jlyna
Ha XOLYIsIX OOXOOUT KOHBKM KPBILD) IPOTHUBOIIO-
CTaBJICHBl BOCIIOMHUHAHUS TePOs O MPOLLION KU3HU
1 €TO0 MPEJICTABICHHS O KAITKOM CYIIeCTBOBAHIH CE-

1

TOZIHS.
> Xots n «Pa30uThIil KyBIIUH» YXe ObLI HECBO-
00/IeH OT BHEUIHHX OOCTOSTEIHCTB: B 3apyOeKHBIX
HCCIIEJOBaHUAX YKa3bIBAETCS, YTO KPATKOCTH OMEPHI
00yCIIOBJIEHa BOBCE HE 3aMbICIIOM aBTOpa, HO HEBO3-
MOXHOCTBIO MPOJIOIKATH Ty paboTy B CBS3H C TPH-
Ka30M O JENOpTallH, OTPaHUYEHHOCTBIO BO BpeMe-
HU, HEJIOCTaTKOM HOTHOM Oymaru [1, S. 61].
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Hapsiny ¢ oBiajgeHueM Mrpod Ha CKpHUIIKE BO3HHKJIA MOTPEOHOCTh B OOy4eHHH, OpraHM3aliy oOpa3oBaTeIbHBIX
YUPEKICHUI M KOHLEPTHOH MH(PPACTPYKTYphl, CO3JaHUHM CKPUIIMYHBIX POU3BEICHNUH, U3TOTOBICHUH UHCTPYMEHTOB.
[Ipomecc oco3HaHMs 3aqa4 3aHT BCIO BTOPYIO MONOBUHY XIX BeKka M K Hauary HOBOTO BEKa CTall CTpaTeTuel o0ydeHHs
cKpunavel 3a pyoexoM.

B nepuon KysibTypHO#H peBoIIONNHU NMPEpBAINCH MEXKITyHAPOIHbIE MYy3bIKaJIbHbIE KOHTAKThI, YTO HEIaTHMBHO CKa3a-
JIOCh Ha BCEX 00JIACTSAX KUTAWCKOTO CKPUIIMYHOTO MCKyccTBa. C TeX IOp Kak PYKOBOJACTBO CTpaHbl OOBSIBHIIO Kypc Ha
pedopmbl 1 OTKpBITOCTH, KUTall cTal MEPOBBIM JIHJIEPOM IO KOJIMYECTBY CTYACHTOB, 00yUaroIUXCcs 3a pyOekom.

CymecTByeT U BCTpedHOe ABIKeHHe: ¢ KoHna 1970-x rogoB B Kuraii ctanm mpuesxars ¢ MacTep-KiaccaMd U KOH-
LEpTaMH Jy4IINe CKPUIIAYX MUpa. DTOT MPOIIECC OTPaXKaeT MOTPEOHOCTh B OTKPHITOM MEXKYJIBTYPHOM B3aUMOCHCTBUN
KaK YCJIOBHH MPOIYKTUBHOTO CYIIECTBOBAHHS HAIMOHAIBHOM TPaaUIHH.

Knioueevie crosa: Kuraiickas CKpuIu4dHasi KyJbTypa, oOpa3oBaHHE, KHTAHCKUE CTYAEHTHI-CKpPUIIa4d, KUTalCKUE
MY3bIKaHTbI, HAIIMOHAJIbHASL CKPUIIMYHAS IIIKOJIA, HALMOHAJIbHAS MY3bIKa

Jna yumuposanua: My Lioansmxn. Ponb 3apyOe)KHBIX My3bIKaITbHBIX TPAIUINAN B PA3BUTHH HAIMOHATIHHOMN CKpH-
MTUYHOH KyIbTypsl Kutas // Akmyanshsie npobiemul 8vicute2o my3vikanbHo2o oopaszosanus. 2022. Ne 5 (67). C. 37-43. (Ha
aHn.). http://doi.org/10.26086/NK.2022.67.5.006.

Introduction Chinese musical culture was catching up with the
International exchange is an essential factor in accelerated pace, it absorbed and interpreted almost
the dynamic development of national musical cul- the entire European academic tradition. Therefore,

tures in the modern globalized world. The Chinese  young Chinese musicians abroad had to master the
violin culture is no exception. An important part works of the styles of classicism, romanticism, im-
of it is the education of Chinese students-violinists pressionism and others almost simultaneously.

abroad, as they are the ones who, upon their return The subject of teaching Chinese violinists
to the Motherland, are bearers of unique performing abroad by musical science is covered in fragments.
and methodological experience. This article focuses The author of the fundamental research Chinese vi-

on the history of foreign education of Chinese violin- olin music [1]. Qian Renping in the corresponding
ists, as well as their contribution to the development sections of the second, third and fifth chapters de-
of Chinese violin culture. scribes three waves of Chinese violin students abroad

Materials and results —1900-1919, 1920-1937 and 1949-1966. Turning to

As the history of Modern European music the discussion of the development of the national vi-
shows, foreign education of digted musicians is, first ~ olin culture during the period of reforms and open-
of all, a forced measure resorted to by a number of  ness, the author does not analyze the phenomenon of

countries in the period from the birth of secular mu- foreign education of Chinese violinists, although it
sic in them to the time of the foundation of the first ~ was during this period that its importance increased.
national conservatories and academies of music. This Few information about the training of several

pre-conservatory period was particularly significant Chinese violinists abroad is contained in Luo Zhi-
in Eastern Europe. For example, in Russia one of the hui's dissertation Concert Life in Contemporary Chi-
first professional composers Evstigney Fomin and  na [2, p. 87]. One of the objectives of this article is to
the author of the first national opera Michail Glinka create a complete picture of the education of Chinese

studied abroad. violinists abroad, presented in its chronological se-
At the same time, the training of young Europe- quence.
an musicians abroad continued after the formation of First, let's turn to the history of the issue and find
the national music education system. This process, out the prerequisites for the emergence of the tradi-
characteristic of the later post-conservative period, tion of teaching Chinese violinists abroad. The Opi-
varied in intensity depending on economic and po- um Wars of 1840—-1860 were the starting point. After
litical circumstances, but has retained its significance the forced opening of the country, the Chinese have
to this day. more widely come into contact with the advanced
The uniqueness of the training of Chinese musi- material and spiritual achievements of Western civ-
cians abroad is that this process was born, expanded ilization, gradually coming to understand that West-
and had a decisive impact on the development of na- ern music has a positive impact on the development
tional music in an unprecedented short time, name- of Chinese music and Chinese society. The violin

ly during only the 20 century. It is known, that, the = playing has spread significantly in the country, which
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contributed to the start and development of other ar-
eas of Chinese violin art. However, since all profes-
sional violinists and violin teachers were only Euro-
peans, it is impossible to talk about the beginning of
the Chinese violin art itself. It could take place only
when the Chinese, in addition to playing the violin,
could engage in related creative activities: teaching,
organizing educational institutions and concert infra-
structure, writing violin works, making instruments,
etc. The process of realizing the tasks took the entire
second half of the 19 century and by the beginning of
the new century was formed into a strategy for teach-
ing violinists abroad.

The first country where Chinese violinists stud-
ied was geographically close to Japan. It was signif-
icantly ahead of China in the development of West-
ern music: in 1887, the Higher School of Music was
opened in Tokyo. In the summer of 1901, the teach-
er of the branch of the Nanyang State School, Zeng
Zhimin (& £), together with his wife Cao Zhujin
(H V5, went to Japan. Zeng Zhimin initially stud-
ied law at Waseda University, and Cao Rujin stud-
ied Western painting and music. Cao Rui jin became
the first student to study the violin in Japan. The new
musical life that emerged after the Meiji Restoration
captivated Zeng Zhimin, and forced him to switch
from studying law to studying Western music. Zeng
Zhimin entered the Tokyo School of Music in 1903.
There he found a like-minded person in Gao Shou-
tian (/517 ), the first Chinese violin student to
study violin abroad. After returning to China, Zeng
Zhimin and Cao Rujin founded a boarding school in
Shanghai in 1908, where they opened a music school.
The music department of the boarding school was
headed by Gao Shoutian. Under his leadership, an or-
chestra of forty people was created, which consisted
of nine violinists. Although the boarding school and
the music school existed for only five years, it played
a significant role in the growth of self-awareness of
Chinese musicians. For the first time, the founder of
the orchestra and the conductor was a Chinese, a vio-
linist by his main specialty [1, p. 46].

Another Chinese violinist, Ye Bo ("{H), also
went to study in Japan in the autumn of 1907. There
he entered the Tokyo Conservatory to study piano,
violin, study Western works, theory and history
of Western music. In the spring of 1912, Ye Bo re-
turned to his homeland, bringing with him a violin,
many textbooks and sheet music. Back in Chengdu,
he taught music at various educational institutions.
It was Ye Bo Many students and self-taught people
came to his house for advice on musical issues and
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for information about Western musical instruments,
including the violin, which he studied in Japan. In
September 1914, the Sichuan Pedagogical Institute
(the predecessor of Sichuan University) established
nationwide higher music special courses. Ye Bo was
invited to them as a professor. The courses taught vo-
cals, musical forms, playing instruments, theory, har-
mony, the history of Chinese and Western music, and
other subjects. Although later Ye Bo became known
mainly as a theorist and historian of Chinese music,
he also influenced the development of Western instru-
ments by young people and made a great contribution
to the spread and development of violin art in China,
especially in remote southwestern regions [1, p. 46].

Qian Renping gives a list of the first Chinese stu-
dents who mastered the violin at the Tokyo School of
Music between 1902 and 1920 [1, p. 44]. It follows
from this list that Chinese students did not enter this
university every year, but the more valuable is the
subsequent contribution in the homeland of each of
them. In Japan studied: Cao Lujing (1904), Feng Kai-
mo and Yin Qihang (1907), Qin Lanzi (1909), Yang
Zhichzhong (1910), Zheng Shenyin (1912), Chen
Meng, Li Mu, Wu Xing and Zhang Tianchon (1913),
Huang Congying (1914), Qin Xin (1916), Wu Wen-
wei (1918), Chen Yuzhou and Wang Suchang (1919).
After studying abroad, the first Chinese students re-
turned home one by one, and then contributed to the
origin and development of the Chinese violin art. Al-
though everything they did was at a relatively sim-
ple level, which is inevitable at the beginning, their
names as true pioneers have been preserved forever
by the history of Chinese violin art.

From 1920 to 1937, violin performance in China
developed greatly. Much of the earliest professional
music schools were established by returning violin-
ists who also became violin teachers. International
musical exchange also expanded. Since the 1920s,
Chinese violinists began to travel to European coun-
tries to study. There they often conducted successful
professional activities, which helped to increase the
international cultural status of China.

The most significant figure of this period was the
founder of the national violin school, Ma Sitsun (£
JBHR). He first came to France in 1923 at the age of
eleven. During his first year abroad, he took private
lessons, mastering the basics of violin playing. To ob-
tain fundamental knowledge, the young man entered
the branch of the Paris Conservatory in Nancy in
1925, where, in addition to his specialty, he strength-
ened his theoretical training and also mastered the pi-
ano and clarinet. For the performance of the Paganini
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concerto on the exam at the end of the first year of
study, Ma Sitsun received the highest mark.

In 1927 the musician was the first Chinese to en-
ter the Paris Conservatory. His specialty teacher was
Auguste Paul Oberdoerffer. Ma Sitsun studied bril-
liantly, and two years later the successes of the tal-
ented Chinese student even caused a resonance in the
French press [3, p. 40-48]. In 1929, financial diffi-
culties forced the musician to return home, but a year
later he returned to the Paris Conservatory, where he
completed his studies in 1931.

The subsequent creative activity of Ma Sitsun
gave a powerful impetus to the development of the
culture of the violin culture in several directions at
once:

1. Performance. Ma Sitsun's performance in
China on January 6 in 1930 was the first solo concert
by a Chinese violinist in history. In addition, the mu-
sician persistently introduced the practice of public
concerts, performing almost all violin classics for the
Chinese public.

2. Teaching. In the 1930s, Ma Sitsun created
musical educational institutions, and in 1950 he be-
came the rector of the Central Conservatory, which
he headed until 1966.

3. National repertoire. The first Chinese works
were written in the genres of violin sonata, violin
concerto, suite, program miniature.

These and other innovations were introduced
by Ma Sitsun thanks to the knowledge and skills ac-
quired in the West, in accordance with the in accord-
ance with the models learned there.

The fate of other Chinese violinists who studied
in Europe at that time is also interesting, since they
also developed the Chinese violin art:

Chen Hong (Ffiit) from 1926 to 1930, like Ma
Sitsun, studied in France: his composition teach-
er was Alfred Bachelet, and his specialty was Paul
Oberdoerffer. Returning to China in 1930, Chen
Hong and Ma Sitsun organized a symphony or-
chestra at the Guangdong Provincial Drama Institute
in Guangzhou. He also founded a music school, in
which he combined the positions of director, teach-
er of music theory and playing the violin. After the
closure of the Guangdong Provincial Drama Insti-
tute, Chen Hong, together with Ma Sitsun in 1932,
founded a private conservatory in Guangzhou, where
he held the position of vice-rector, and since 1933
— rector, successfully combining the leadership of
the conservatory with teaching violin, music theo-
ry, solfeggio and harmony. He subsequently taught
at the National School of Music, the National Con-
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servatory in Nanjing, and the art department of Cen-
tral University. After the founding of the PRC, Chen
Hong taught for a long time in Nanjing — at the mu-
sic departments of the university and the pedagogical
institute. His monograph Learning to play the violin
was published in the publishing house Folk Music In
1983. Chen Hong's contribution to the development
of the musical culture of China was multifaceted,
and his successes was outstanding [1, p. 63—64]. As
a teacher and violinist, he played an important role in
the development of Chinese violin art.

Xian Xinghai (J££ ) came to Paris in January
1930. He had to combine his studies with work as a
low-income student. With the assistance of Ma Sit-
sun, he began to study violin with Oberdoerffer, who,
having learned about the material difficulties of Xian
Xinghai, began to teach him for free. Later, Xinghai
studied harmony and counterpoint in Paris with the
professor of the Conservatory Noél Gallon, as well as
composition with the famous composer Vincent d'In-
dy. In 1934, the Chinese violinist entered the Paris
Conservatory in the composition class of Paul Dukas.
After the death of Duke in 1935, Xian Xinghai was
forced to interrupt his studies and returned to his
homeland through Great Britain. While studying in
France, Xinghai, under the guidance of many famous
musicians, significantly improved the level of violin
playing, basic theory and composition. Abroad he
created his first works, including the popular Violin
Sonata in D Minor [1, p. 64-65].

Wang Guangqi (£t #r) went to Germany in
1920 to study the German language and political
economy. In 1922, he began studying the violin and
soon abandoned political economy. With the idea that
music and etiquette can lead the country to prosper-
ity, he entered the Berlin School of Music to study
violin, piano and music theory, where he studied for
four years. In 1934, Wang Guanggqi received a PhD
degree from the University of Bonn for his research
The Theory of Classical Opera in China. Although
later Wang Guanggqi is better known as a musicolo-
gist who made a huge contribution to the study of the
history of modern Chinese music, playing the violin
influenced his attitude to music, and contributed to
scientific research [1, p. 65].

In wartime, despite the inevitable difficulties,
the tradition of foreign education of Chinese vio-
linists was not interrupted. Zhang Hongdao (7Kt
&) who studied in France, later taught at the Cen-
tral Conservatory until 1983 [4]. Zhao Zhihua (BX&
#£) received a violin education at the University of
Texas and at the New England Conservatory (USA),



became a leading violinist of the Shanghai Sympho-
ny Orchestra, and then an associate professor at the
Shanghai Conservatory. Chen Yuxin (4 3 #7) holds
a Master's degree from the Royal Academy of Mu-
sic (UK). In the post-war period, he led the Shanghai
Conservatory and taught there as a professor.

After the establishment of the PRC in 1949, stud-
ying abroad for outstanding violin students became
part of the state strategy for the development of the na-
tional violin art. Due to foreign policy factors, before
the Cultural Revolution, China sent students mainly to
friendly countries of the socialist camp. Huang Xiao-
he (3% F1), Lin Yaozi (PRf2E:), Sheng Zhongguo
(B [E]), Han Li (¥ %) and Zhu Li (%7F) studied
in the USSR; in Hungary — Yang Bingsun (#73& ),
Wang Zhenshan (F-#&1l1) and Yuan Peiweng (355
); in Romania — Zhao Weijian (EAZEAS).

After returning to China, these musicians signifi-
cantly strengthened the foundation of violin teaching
and performing. The outstanding teacher Lin Yaozi
studied with Ma Sitsun at the Central Conservatory
from 1954 to 1960, and from 1960 to 1962 — with
Yuri Yankelevich at the Moscow Conservatory. In
China, since 1963, he taught at the Central Conserva-
tory, where he trained many bright violinists.

The peculiarity of this galaxy of Chinese violin-
ists trained abroad is that its most talented represent-
atives not only worked productively in China, but also
won international competitions. Jan Binsun studied at
the Liszt Academy of Music in Budapest (Hungary)
from 1954, and from the winter of 1957 to April 1958
— in the USSR. After returning to China, he worked
as a soloist of the Central Philharmonic Orchestra,
taught violin at the Central Conservatory, and also
led the Symphony Orchestra of the Central Philhar-
monic. His fame as a brilliant violinist was strength-
ened by international victories: in 1951, at the Third
(Berlin, 1951), Fifth (Warsaw, 1955) and Sixth (Mos-
cow, 1957) World festivals of youth and students, as
well as at the International Tchaikovsky Competition
(Moscow, 1958). Since 1954, Sheng Zhongguo stud-
ied at the Central Conservatory with a visiting Sovi-
et specialist Semyon Mikityansky, and since 1960-at
the Moscow Conservatory with Leonid Kogan. After
returning to China, he worked as a soloist of the Cen-
tral Philharmonic Orchestra and became famous as
an outstanding violinist. In 1962, Sheng Zhongguo
received a Diploma from the II International Tchaik-
ovsky Competition in Moscow [1, p. 136—138].

During the Cultural Revolution (1966—-1976), in-
ternational musical contacts were interrupted, which
negatively affected all areas of Chinese violin art.
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During this period, the study of Chinese violinists
was out of the question. The development of the na-
tional violin culture has slowed down for at least a
decade and a half, considering the time it took to re-
store the lost positions.

After the proclamation by the Chinese leadership
of the course of reform and openness, Chinese violin-
ists resumed their studies abroad. The peculiarity of
this period was that political factors ceased to influ-
ence the choice of the country of study by students.
Therefore, today young Chinese violinists study both
in the former countries of socialism and in the West.

Since the late 1970s, the best violinists of the
world began to come to China with master classes
and concerts. During these tours, they advertised the
violin school of their country, which affected the sub-
sequent decisions of Chinese students. For example,
the American violinist Isaac Stern visited China in
1979, and Yehudi Menuhin in 1999. After Menuhin's
visit, a group of talented young people entered his Vi-
olin School, which was opened in the UK. One of the
students of that group was Lu Siging (& i), who
later became one of the most outstanding Chinese vio-
linists of his generation Moscow [51, p. 108]. In 1989,
he entered the Juilliard School (USA) in the class of
Professor Dorothy Delay, and two years later he won
the prestigious performing competition [6, p. 26].

Li Chuanyun (Zf£#)) entered the same Juil-
liard School in 1996, who by that time had become a
violin prodigy. He studied with Dorothy DeLay and
Itzhak Perlman: apparently the training was so pro-
ductive that Professor DeLay called the Chinese nug-
get the second violinist after Pearlman [7, p. 708].

The 18 year old violinist Ning Feng (‘7*I&) took
part in Menuhin's master class during his visit to
China in 1999. The young man’s performance so de-
lighted the Master that he enthusiastically prophesied
him a great musical future [8; 9]. Soon Ning Feng
entered the Royal Academy of Music (Great Britain).
He graduated it brilliantly in 2003. The highest score
obtained by a Chinese student was given by exam-
iners for the first time in the last two hundred years
[9, p. 9]. The violinist's foreign education did not end
there: being a laureate of prestigious international
competitions, he entered the assistant program of the
Berlin Higher School of Music named after H. Eisler.

Conclusions

In the 21 century, China has become the abso-
lute leader in the number of students studying abroad.
According to UNESCO, in 2017, 928 thousand 90
citizens of the country went abroad to study. This is
almost three times more than that of India, which
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occupies the second position [10]. According to the
general trend, the foreign geography of training Chi-
nese violinists has expanded as much as possible: they
re-enter universities located on the territory of the for-
mer USSR, the countries of Eastern and Western Eu-
rope, and America. In Russia, the number of Chinese
students majoring in violin is generally small — there
are several people at the same time in some univer-
sities (in all courses). However, the stability of their
admission and obvious academic success indicate that
the Russian violin school preserves and multiplies
pedagogical traditions that have repeatedly proven
their competitiveness and effectiveness.

It is possible that in the coming years the flow
of Chinese violinists who want to study abroad will
decrease. The reason is the state's efforts aimed at im-
proving the quality of music education in the coun-
try. The most significant result of these efforts is the
opening of the Juilliard School in Tianjin (K& 2 #]
WP %%Pit) in November 2015, which is the first foreign
branch of the famous American university. The Juil-
liard School is known to be famous for the quality of
violin education, and therefore there is reason to hope
that the Tianjin Juilliard will also succeed in this.

Anyway, the picture of China's violin education
is changing dynamically, and the words of Yasha
Kheifets that in twenty years a Chinese will become
the greatest violinist in the world [9] no longer seem
to be an exaggeration.
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Cepreii C10HMMCKUIi: HDABCTBEHHAs] JOMUHAHTA TBOPYECTBA
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Annomayus. B cratbe paccMarprBaeTCsl TBOPUECTBO OTE€UECTBEHHOTo kommosutopa Ceprest Muxainosuya Cro-
HUMCKOTO (1932-2020) CKBO3b MPHU3MY €r0 JTUIHOCTHBIX HPAaBCTBEHHBIX OPHEHTUPOB. O cymHOCTH cBOei My3biku Cep-
reil MuxaiinoBud roBopmi Kparko: «OHa NMpenMyIIeCTBEHHO I'YMaHUTapHa». PacKkpbIBas CMBICI 3TOTO YTBEPKACHHS,
aBTOp CTaTbU IOJYEPKHUBAET TaKUe 0COOCHHOCTU TBOpUecTBa CIIOHUMCKOIO, KaK OTCYTCTBUE CTHIM3AIUKU U BCIKOTO Te-
aTpaJIbHOTO MEPEBOIIOMIECHNS, IPOTUBOCTOSHUE «MHIMBUAYAIbHOTO H OAaHATIBHOTO», «JIMYHOCTH U TONIIBD), «HAEANIa»
U «TIOLIION PeallbHOCTH», COXPAHSIOIIUIICS BOIIPEKN BESIHUAM BpeMeHH uctopusM. Ilocnennee oOycnosuio Gombiioe
BHUMaHHE aBTOpa K TOMY, Kak OTHOCHTCSI CIOHMMCKHH K My3bIKE MPOIIJIOT0 — POMAaHTH3MY, TPUTOPHAHCKOMY XOpaly,
XyIO>KHUKaM MHUpPOBOi#l BennuuHbl — Jlucty, YalikoBckoMy u ap. Mup ayxa ams CIOHHMCKOro HIMpe W BaXKHEE MUpa
MY3BIKH, YTO IOATBEPKAAIOT BEICKa3bIBAHHSA MY3bIKAHTA O TOKAECTBE XyHL0KECTBEHHOH U YeJI0BEYECKOH COBECTH, O CBO-
6one 1 orBeTcTBeHHOCTH. O003peBasi OTAebHbIC 3MN30/bl Ororpaduu CIOHHUMCKOTO, aBTOP MPOCICKHUBACT BAKHEUIIINE
YEpTHI €T0 JINYHOCTH — JyX CBOOOROIIOOMS, TBEPAOE TOCTONHCTBO XyHAOXKHHKA, IPHHIUITHAILHOCTD, HEPEIKO JKECTKas
MIPSAMOTA B BBIPQKEHUN ATUYECKOI IMO3UIINH, HPAaBCTBEHHAs! OTKPBITOCTH , BEPA B CHPABENIMBOCTD M IIPABIy MPH COXpa-
HEHUHM BBICOKUX TpeOoBaHUH K ceOe. ABTOp IPOACHAET No3ulyio CIOHUMCKOTO 110 BOIIPOCY 3aBUCUMOCTH IIPOCTOTHI UIH
CIIO>KHOCTHU MY3bIKH OT CHJIBI TBOPYECKOTO JIAPOBAHMUA.

Kniouegwie cnoea: Cepreit CIOHUMCKHMH, TMYHOCTh KOMIIO3UTOPA, 3THKA, HDABCTBEHHOCTH, TBOPYECTBO

Jna yumupoeanus: Ipazagankos I. A. Cepreit CIOHUMCKHIA: HpaBCTBEHHAS! JOMIUHAHTA TBOPUECTBA // AkmyanvHble
npobiembl 8bicue20 My3bIKaIbH020 00pasosanus. 2022. Ne 5 (67). C. 44-53. http://doi.org/10.26086/NK.2022.67.5.007.

MUSIC IN ITS ARTISTIC PARALLELS
AND RELATIONSHIPS

Original article

Sergei Slonimsky: the moral dominant of creativity

Prazdnikov Georgy A.
Russian State Institute of performing arts, Saint-Petersburg, Russia
E.mail: 4kaf@rgisi.ru, ORCID: https://orcid.org/0000-0003-3151-4971

Annotation. The article deals with the creativity of Sergey Slonimsky (1932-2020), a Russian composer, through the
prism of his personality moral guidelines. Sergei Mikhailovich said briefly about the essence of his music: “It is predomi-
nantly humanitarian”. In explaining the meaning of this assertion, the author highlights such features of Slonimsky's crea-
tivity as the absence of stylisation and any theatrical reincarnation; the opposition between "the individual and the banal”,
“the individual and the crowd”, “the ideal” and “trivial reality”; the historicism that persists against the trends of the time.
The latter was responsible for the author's great attention to the way Slonimsky treats the music of the past — romanti-
cism, the Gregorian chorale and the world-famous artists Liszt and Tchaikovsky among others. The world of the spirit for
Slonimsky is wider and more important than the world of music, which is borne out by his pronouncements on the identity
of the artistic and human conscience, on freedom and responsibility. Reviewing some episodes of Slonimsky's biography
the author traces the most important traits of his personality — the spirit of contradiction, strong artist dignity, sharpness,
often brutal straightforwardness, moral certainty and belief in his truth while maintaining high demands to himself. The
author clarifies Slonimsky's position on the question of the correlation of the simplicity or complexity of music with the
strength of the creative talent.
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B ogHOM 13 03paBUTEIBHBIX TEKCTOB K 70-J1€-
Tuio CIOHMMCKOTO KOMIO3uTOp ObLT Ha3BaH CeBep-
HbIM JIeoHapo. 3To He cOBceM O0BIYHOE CPAaBHEHUE
HaIllETO COBPEMEHHHKA, IIPOXKUBAIOIIETO PSIOM,
JIOCTYITHOTO B TIPUBAaTHOM OOIIEHUH, C BEIHKHM
JiesiTenieM KyasTypel Bo3pokneHus He MOoKas3aloch
BBICTIDEHHBIM W TIPETEHIIMO3HBIM. bomee Toro, ero
MHOTOKPAaTHO MPUIIOMUHAIN B OCIEAYIOIIUX pa3ro-
BOpax o Macrepe.

N B camom nmene, Cepreit MuxailioBud onuH
U3 KPYMHEUIINX KOMIO3UTOPOB, BO MHOTOM OIpe-
JIEJUBIINM IYTH Pa3BUTHsI OTEYECTBEHHOW M MHPO-
BoM My3blku XX—XXI BB., HaBcerJa OCTaBIIMICS
B ee ucropuu. Ero TBOpueckoe Hacieaue OrpoMHO
— 34 cumdonuu, 8§ omnep, 3 Oanera, MHOXECTBO
WHCTPYMEHTAJIBHBIX U XOPOBBIX COYMHEHHWH, Oojee
300 pomancoB, My3bIKa 11 Tearpa U kuHo. Ero co-
YMHEHUS YacTo 3By4aJld U HbIHE 3By4ar B Poccuu u
3a pyOeKOM B IPEBOCXOIHOM HCIIONHEHUH BBIJAO-
mmxcst My3bikanToB: }0. Temupkanosa, A. SIHcoHca,
B. Yepnymenko, I. Poxnecrsenckoro, M. Pocrpo-
nmosuda, B. FOposckoro, K. Korapammuna, FO. Cumo-
HoBa, C. Conpenkuca, J[>x. Maitepa (CILIA), O. Kna-
ca (OCcTOHMS) M JIeCATKOB JPYTUX CTOJIMYHBIX U He-
CTOJIMYHBIX apTHUCTOB.

CIOHUMCKUA — MPEBOCXOJHBIM IHAHUCT, HE
YTPaTUBIINN MacTepcTBA U Ha BOCBMOM JIECSTKE
JKU3HU, YHUKAIFHBIA MMITPOBH3ATOP, BBINAIOITHICS
MIeIaror, MY3bIKaJbHBIH MHCaTeNb, OOIIECTBEHHBIH
JIesITelIb, TPOCBETUTENb... [ pOMaaHbIIl 00bEM ero
KyJIBTypHOU JAEATEIHHOCTH COBEPIIEHHO HEBO3MOXK-
HO KBATH(HUIIMPOBATh KaK COMYTCTBYIOIINE COUNHU-
TEJILCTBY NepruepruitHbIe aKIINH.

B ero mureparypaom Hacienuu 6omee 200 Tek-
CTOB — UCTOPWSI, TEOPUSI, KPUTUKA, pritocodus My-
3BIKH, 3CC€, MHTEpEeCHeMIee SMUCTONIIpHOE Hacle-
ne.

IIpodeccop Canxr-IlerepOyprckoil koHcepBa-
TOpUH, TAE OH mpopadoran ¢ 1959 rona mo mocnen-
HUX JTHEH )KU3HH, BOCITUTAN IECATKH OTeUeCTBEHHBIX
U 3apyOeKHBIX KOMIIO3UTOPOB M TEOPETHKOB, 3aHU-
MAIOIIMX HBIHE 3aMETHOE MECTO B XyJOKECTBEHHOM
KyneType. Kademnpoif koMmo3ummm 3aBeyeT ero yae-
HUK AHTOH TaHOHOB, M30paHHBIN HEJABHO IpeJCce-
nareseM nierepOyprckoro otaeneHust Coro3a KoMIo-
3uTopoB Poccuu.

Cepreit MuxaiilioBUY — OJWH U3 JIHJEPOB HEO-
(hormpKIOpU3Ma, MHOTHE TONIBI IPOPA0OTAIT B CEKITHH
¢donpkiiopa Coro3a KOMIO3UTOPOB, a MOCIE CMEPTH
®. A. PyOmioBa pyKOBOIHII 3TOH CEKITHEH.

CriennanbHOTO pa3roBopa 3acily’KWBAIOT COYH-
HeHus CIOHUMCKOTO ISl IeTel, MPOKO U3BECTHBIC
Y W3JaHHBIE HE TOJIFKO B HAIIEH cTpaHe, HO U 3a py-
O0exxoM. MHOTHE M3 3TUX TAJaHTIWBBIX MPOU3BEIE-
HUI BOLLIM B pernepryap mpoeCCHOHAIBHBIX MY-
3pIKaHTOB. B 1993 romy Cepreit MuxaiinoBud ObLT
n30paH JeicTBUTEIBHBIM WieHOM Poccuiickoi aka-
JIeMUH 00pa30BaHUSI.

O0beM ero  OOIIEeCTBEHHO-TIPOCBETUTEIHCKON
paboThl HEBO3MOXKHO OTPAHHYUTHh KaKHM-THOO WH-
CTUTYIMSIMH, HO MX TOXe 0oJjiee, 4eM JTOCTaTO4HO:
opranmsoBan MysbikansHOe cobpanume’ B DoHme
KYJIBTYpHI (IIOTOM «IIEpEeMECTUBIIHIACS» BO Becemup-
HBIH KITyO meTepOyp KIIeB), IPOBET ACCATKU BCTPEY,
nocBsmeHHeIx  [llepbadeBy, Kiroznepy, I'Hecuny,
Canmanosy, llle6anuny, [lllanopuny, Kabanesckomy
U Jp.), PyKOBOIMJI CEKIHEH MY3BIKaJIBbHBIX T€aTpoB
Coro3a KOMITO3UTOPOB, padoran B AkageMuu 00-
pa3oBaHud... ['a3eTsl, )KypHaJbI, pajuo, TEICBHIC-
Hue... Ortkazancs OalIoTHpoBaTbesi B BepXxoBHBIN
Coser (0b1 BEIABUHYT COI030M KOMITO3HTOPOB).
A eme — Hanmcan nucbMo [Ipe3nneHty o pemMoH-
T€ KOHCEpBAaTOpHH, XJiomoTan o6 ycraHoBke B [le-
TepOypre mamMsATHHKa MyCOpPrckoMy, O TPHCBOSHUH
nMenu A. lI[HATKE MOCKOBCKOMY HHCTUTYTY, O TIpH-
CBOCHUU NMOYCTHBIX U YYCHBIX 3BaHUM KOJIJIETaM. ..

Pa3znnie cdeprr gestenpHOCTH Macrepa Helb3s
CYMMUPOBATh WX BeUUTaTh. OHU B3aUMHO TIPOHU-
KalOT, OPTaHMYHO U €CTECTBEHHO O0OTalIaloT ApyT
IpyTa, peannusys NeIbHYI0 XKH3Hb KomroznTopa. UH-
Tepec K MOCTHKEHUIO CIIOKHOTO €MHCTBA KYJIBTYp-
HO-TBOPYECKOM JesATebHOCTH CIOHUMCKOTO peasiu-
30BaH B Ps/IE CEPhE3HBIX MCCIENOBAHUN — CTaTeH,
MOHOTpadui, KAHAUJATCKUX U TIOKTOPCKHUX JTUCCEP-
TalUi{, KyPCOBBIX U JUTUIOMHBIX paboT.

O cymrHOCTH cBoel My3biku Cepreii Muxaiino-
BHY TOBOPHUT KPaTKO M BIIOJHE ompesesneHHo: «OHa
MpeuMyIIeCTBeHHO TyMaHuTapHa» [1, c. 37]. Bopo-
YeM, CMBICIIOBOE FICTOJKOBAaHHE CBOETO TBOPUYECTBA
JUIS. HETO HEOTAEIHUMO OT OOIIEICTETUYECKOTO II0-
HUMaHUsl MY3BIKQJIBHOTO HCKyccTBa. B mpemucio-
BHH, TIPEIBAPSIONIEM €T0 Pa3MBIIUICHUS O PyCCKOM
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My3bike (oT [muaku o CtpaBuHckoro, [IpokodreBa,
[IlocTakoBuYa), CyIIECTBEHHBIM €€ CMBICJIIOM OH Ha-
3BIBAET «OOIIETYMaHUTApHBIE aCIEKTH [2, C. 5].

I'ymanuTapus nMeeT €10 He MPOCTO C 4YeJo-
BEKOM, HO C YEJIOBEKOM B €r0 PEaJIbHOM IIEIOCTHOM
ObiTuu. JKu3Hb W TBOpUecTBO B moHuManmu Cio-
HUMCKOTO — OECKOHEYHAs! B3aMMO3aBUCUMAsl U B3a-
“MOOOpaTHMas HapsHKeHHAs: AMHAMUYECKas! CBS3b.

[ToBecTBy# 0 epexxuBaHUN COOCTBEHHOTO TBOP-
yeckoro mpotecca, Cepreit MuxaitioBuy u3Hadaib-
HO OTPHIIAET CTHJIN3ALIMIO WM TeaTpaibHOE MePeBo-
mwioneHue: «Jlius MeHs xuBble Jroau [unerament u
Bupunes, Maprapura u Mapus Crroapt, Marapa u
Bocyai, reporHr aXMaTOBCKUX CTUXOB M AJIEKCaHIP
I'epuoBuu. <...> Muooswcecmeenrnocms 6onaoujeHul
OOHOU JHCUHU. .. ».

OTOH «MHOXECTBEHHOCTH» HE MOIJIO OBITh,
eciid Obl B HEW 0O0HOU HE OBUIO HEOOXOIUMOIO 3a-
rnaca OLLYUIEHWH, BIIEYATIICHUM, pa3myMHM, TPEBOL.
«...Bce, 9To0 ... y3HAN, TOHAJ, IEPEXXUII, UCTIHITAI B
JKU3HM, YIIUJIO B MY3BIKY, B COUMHEHHUS...» [1, c. 126].
PeanpHast )KM3Hb CTUMYNHpPYET KOMIIO3UTOpA, JAeT
MIUIITY BOOOpa)kKeHUIO, HO ¥ BHOBB CO3J[aHHBII COTBO-
PEHHBIH MHUp, B CBOIO O4Yepeilb, HEM30EKHO BXOIUT
B X M JyUIy XyJIOKHUKA, CTAHOBUTCS (DAKTOM €ro
ouorpaduu, comepkaHUeM, DYHEPTETHUISCKUM 3apsi-
JIOM, ABWXKYILIEH CUJION TBOpYECTBa. «...My3bIKajb-
Hasg peyb IS MEHS — 3TO MpsiMas pedyb, HEBaXKHO,
MUITY JHU S MY3BIKY Ha CTHUXU WM 3TO MPOCTO WH-
CTpyMEHTaJbHas My3bika» [3, c. 17].

Kuzup qis Mactepa — ucxofHasi TOUYKa, CTH-
MyJ, CMBICT U KpuTepuid TBOpuecTBa. CaMble CIIOXK-
HbIE JIBIJKEHUS AyXa HEJb3sl MOHUMATh KaK YTO-TO
BHEBUTAJIBHOE WIM HaJBUTalbHOE. UYenmoBeueckas
KU3Hb «YEJIOBEKOpa3MEepHa» W B CBOHMX IJIaBHBIX
Ka4ecTBaxX OIpPEAesieTCd COACPKAHUEM U MEpou
aKTUBHOCTH. Bo3MoxHO ygeruuenue u3HH (IO
JI. Tonctomy — «aBrxkeHueM OT ceds k bory»), pas-
HO KaK U €€ COKpaujeHue — TIyIbIM, 0eCCMBICIICH-
HBIM, 0€30TBETCTBEHHBIM MTPOKUBAHUEM.

Besikast  TymaHuWTapHas — 1€ATENBHOCTH — HE
TOJIBKO TEOPETUYEeCKOe TIOCTHKEHNE MHUpa, HO (op-
Ma peajbHOro >KU3HEMPOXKUBAHUS (KAaK TOBOPHII
B. dunwreit: «Ku3ap mocturaet xu3apy»). [lo npu-
3HaHNI0 CIIOHUMCKOTO B IFOOMMOM MM BTOPOH 9acTH
Cxpunu4HOro KoHLEpTa OH «kak B KaiieeBoM siire
BHJEN CBOIO cyas0y» [1, c. 115], a mpoTuBoCcTOSTHIE
«MHIUBUAYAIBHOTO W OaHAIBHOTOY», IMYHOCTH H
TOJITIBIY, «UJIEAJay U «IIOIION peaTbHOCTH, SIBICH-
HBIe B mukie cuMmdonuid, B «Mxkape», «Macrepe u
MaprapuTte» cuuTai CBOEH «IJIaBHOM )KU3HEHHOM Te-
Mmoii» [1, c. 128]. U maxe cumdponuto — dhopmy uH-
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CTPYMEHTaJIbHOW MY3BIKH, B HAaUOOJBIICH CTENCHH
OTKPBIBAIOIIYIO BO3MOKHOCTH OOJIBIITUX KU3HEHHBIX
0000mennii, MacTep MOHNMAET KaK «BEITUKOIETTHBIH
JTHEBHUK», KaK «MCIIOBEAANBHEIN sxanpy [4, c¢. 180].

VYrnybnenne B 1aHHYIO NpoOneMy HepeMEeHHO
BBIBOAMT HAC K BOIIPOCAM O CYIIHOCTH MCKYCCTBa H
JUYHOCTH XyIOXKHUKA. B 0OLIMpPHOM JIUTEpaTypHOM
Hacinenuun CIOHMMCKOTO, B €0 MHOTOYHCIICHHBIX
WHTEPBBIO 3TH CIOKETHl HAaXOAST CBOE CEPhE3HOE
uctonkoBanue. C yBEpEHHOCTHIO MOXHO CKa3arb,
YTO >KH3HEHHBIM MUpP, MUpP JyXa IS HETO IIHUPE U
Ba)XHEE MUPa MY3BIKH.

Ctporo roBOps, Ha YpPOBHE «aBTOHOMHOTO»
OCO3HAHUS U CaMy MY3BIKY HE OOBSICHHUTH M Xy-
JIOKHUKA HE TIOHATh, MO0 XYINOXXKHHK, KOHEYHO K€,
HE CBOJUM K «IpO(eCCHOHATBLHOMY» H3MEPEHHUIO.
«...OH CTONH BENHMK KaK MMHAHWUCT, — MUCaT AJb-
¢pen lllautke o CesTocmaBe Puxrepe, — MMEHHO
MOTOMY, YTO OH 0OJIbINIE, YeM MUAHKCT, — €T0 Mpo-
OJIeMBI pacroiararmTcs Ha YpoBHE 00Jiee BHICOKOM,
4eM My3bIKalbHBI [5, ¢. 11]°. A Bot, Bpome Obl,
coBceM cTpaHHble cyxzaeHus Jleonmma ['akkens o
YaiikoBckoM, Maiepe, [llocTtakoBuue: «Y Bcex 3TUX
KOMITO3UTOPOB TPUCYTCTBYET Ta IIUPOTA JBIXaHUS,
TOT MacmTad, Korja MOHATHE O XOPOIIeH U TUIOXOH
MY3BIKE, TIepecTaeT cymecTBoBathy [7, ¢. 27]. (B ca-
MOM JieJIe — KaK-TO SI3bIK HEe MTOBOPAYMBAETCS TOBO-
puTh, HanpuMep, o MactepcTse [lymikuHa...)

B BbICHIEl CcTEeneHU MOKa3aTeNbHO, YTO Pasro-
BOp O KOMIIO3UTOPCKOM TBOp4ecTBe CIIOHUMCKOTO
HAUMHACTCA U 3aBEPIIACTCS PACCYKACHUSIMU O HPaB-
CTBEHHOCTH, O HE3bIOJIEMOCTH MOPAJILHOHN CyOCTaH-
WU, O TYOUTENBHOCTH JUIsI MY3bIKAHTA STHYECKOU
uaauddepenTHocTy. «Jlns cepbe3HOro My3bIKaH-
Ta MOpaJbHBIA KPUTEPUN OCTAETCS HEPYLIHMbBIMY.
«CoBecTIHBBIN MY3BIKaHT, eCii OH 0aposuni, co3a-
€T YeNIOBEUHYIO, TYMaHHYI0 My3bIKy. Eciu coBecTs,
YeCTh, OJIATOPOACTBO YCTApENd, mo20a MY3biKa He
HyJcHa, 100 Myina yeroBeka ymepnay [8, c. 23]. [lpu
HECOMHECHHOM TIOHMMaHWHM HCTOPHYECKH, Tpodec-
CHOHAJIbHO 00YCIIOBJICHHBIX acCleKTax HPABCTBECHHO-
ro noBegeHus: Cepreil MuxaidjgoBu4 HacTauBaeT HA
[JIABEHCTBE (PYHJTaMEHTAIBHBIX OCHOBAHUN MOPAJIH:
«...CoBecTh ofHa, a He ABe. <...> CoBeCTb 3aKJjIIo4a-
eTcs B ToM <...> , 9TOOBI MOJIeP)KUBATh 00O, a He
8 MOM, YmoObL NPUOEPICUBAMBCI KAKO20-HUOYOb HA-
npasienus. <..> BOT 3T0 U €CTb COBECTb, d CO8CEM
He Xpomamuueckoe uiu ouamonuyeckoey [4, c. 66]°.

Ceifuac nepe HaMU HE TOJIBKO OTJEIbHBIC HPaB-
CTBEHHBIE U MPO(]ecCCHOHAIBHBIE OLIEHKH, 00001ma-
IOIIE MOCTYJaThl, HO JOJTas 3aBepIleHHAas JKU3Hb
BBIJAIONIETOCS. KOMIIO3UTOpa. JKU3Hb, B KOTOPOM HE



TOJIBKO CO3/IaBAIMCh MPOU3BEACHNA, HO U TBOPUJIACH
cynb0a, TMOpOil C TMOIJIMHHBIM MY)KECTBOM OJI0JIe-
BAJINChH CJIOXKHEHIIMEe 00CTOATeNbCTBA. BBIHOCA 3a
CKOOKH J>KUTEHCKHUH IUIACT OBITHA XYIOKHHUKA, MBI
yrpomiaeM He TOJIbKO TOHMMaHHe MpoeCcCHOHAIb-
HOH JIeSITETIbHOCTH, HO U CaMOM JKM3HH, KaK Helpe-
PBIBHOTO TBOpPEHMUSI, IOPOi Tpedytoleii OeccTpamust
Y HPaBCTBEHHOrO nojBura. T. MaHH B OTHOM W3 IH-
ceM 3ametnin: « Takux mroneit kak ['epaxi u 3urdpun,
S CUMTAIO MOMYJSIPHBIMU (PUTYypaMu, a He TepOsSMH.
T'epon <..> — 9310 "BOmpeku", 3TO TPEOmOICHHAS
crabocte» [10, c. 13].

Ilo cBunperensctBy camoro CIOHHMMCKOTO, OH
pOC XWIIBIM, OOJIE3HEHHBIM, POOKHM, 3aCTEHYHUBHIM
peOeHKOM, ObII CKOBAaH B HE3HAKOMOHM KOMIIaHUH,
COBEpIIEHHO HE NEPEHOCHJ BBICOTHI, MHUTEJIbHBIM
OCTaBaJICs BCIO XKHU3Hb, HE ONMCTaN B yuebe — BCer-
Jla oTCTaBall, OOsICS BBIHTH Ha 3CTpazmy.

He pa3 Cepreii MuxaitioBud roBopus 0 CBOEM
MO3JTHEM KOMITO3UTOPCKOM co3peBanuu. [Ipodeccu-
OHaJIbI IOJIarajid, YTO U3 HEro MOJYYUTCS KPUTHUK,
00 y4YeHBIH-My3bIKOBE, THO0 MHaHUCT. Bee meu-
TBHI CTaTb KOMIO3UTOPOM — COBUTHCH. COUMHEHHBIE
cUM(OHHH, ONIEPhl, OPKECTPOBBIE U XOPOBBIE IIPOU3-
BEJICHUS, NHCTPYMEHTAJIbHYIO MY3BIKY, POMaHCHI U
MIECHU OH CIIBIIIAN B NEPBOKIACCHOM HCIIOIHEHUH,
YyBCTBOBAJI, YTO €r0 TBOPYECTBO BBI3BIBACT YEJIOBE-
YeCKUe CUMIIaTUH, HO, KaK 3aMeyall caM KOMIIO3HUTOp,
MIPOM30IILIO 3TO B «B Bo3pacte PuuHa u3 "Pycnana n
Jlrommuner"» [11, c. 38].

HecomHuennrM, opHako, ocraercs (GakT — BoO-
ins B 6onblryio My3bIky [lepBoit cumdonueit (kom-
no3utopy Obuto 25 7er), CIOHUMCKHUI cpa3y cTai
COHUMCKHM.

WHoe gemno, 4To manpHeHIIas TBOpUIECKast KU3Hb
CKJIafbIBaIach coBceM He mnpocto. OduuuansHoO
(pewenriem Coro3a KOMITO3UTOPOB) OBLIH 3arperie-
HBI K ucnionHenuto [lepeas cumdonus, Goprenuan-
Hasl CIOMTA, KaHTara «l010c U3 Xopa», CMBIYKOBBIN
kBapTeT «AHTHU(OHBDY, onepa «Mactep u Maprapu-
Tay, «IlecHb necHei». [IpeaquyBCcTBYs MpeAcToAIINE
cinoxHocTu ¢ Oanerom «Mxap» (bompmioit teatp),
Cepreit MuxaitnoBuy numiet B siupape 1971 ©. Dau-
coHy JleHucoBy: «YBepeH, 4TO B KOHIE MOCIEAYyET
Kakas-HUOyIb HENPHUSITHOCTh WM IOCATHOE Hello-
pasymeHue, 0e3 4ero y MeHs HUKOI/Ia HU4ero He 00-
xomgurcs» [12, ¢. 103]. Okazancs npaB. CHIBHO TI0-
Morvia noaaepxka lllocrakoBuya.

Bo Bcex ocTphIX cuUTyalusx MOMOTaeT COIpo-
TUBJIATHCA TPHUPOAHBIA (M BbIpaOOTaHHBIN!) Iyx
IPOTUBOPEYHS], a €Ille — TBEPAOE JOCTOMHCTBO Xy-
JIO’KHHMKA, YHACJIEJOBAaHHOE OT PYCCKOM KYJIBTYpBHI.
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Vike peakuus Ha MyOJIMYHOE BHICMEUBAHHE €T0 Mep-
BOH 3peJsiol Bemu (Jake ele He ncroiHeHHou Ilep-
BOl cuM¢oOHNM) BIIONHE TOKa3arenbHa. llpm Bceit
CBOEH BIIEUATIUTENHFHOCTH M CKIIOHHOCTHU K TIpeyBe-
JMYCHHOMY TICPEKUBAHUIO HEYZIA4, MOJIOJIOH aBTOp
NPUHUMAET PELIeHUE: «UATH HEe BIIPAaBO, KyAa MEHS
HampasJIsUv, a PE3KO BIEeBO. AX Tak, S BaM HAIHIILY
Takoe, 4T0 CHUM(OHHS TOKAXKETCS OIaroCTHOMH...»
[1,c. 132]%

Bot Takoe mocssiieHNe CIyCTs MOJBEKa HEMNo-
COJTMTHEBIINI aBTOP MPEANOCal CBOeH (M31aHHON)
Cumponun Ne 28: «MouM Bparam, aHTUMY3BIKAIIb-
HBIM KDUTHKaM, MOCTOSHHO IOMOTAIOIIUM aBTO-
py-OpeTepy THpeononeTb CKyKy W JIeHb, IeperviaB-
JSITh THEBHYIO PEAKLUUIO B TBOPYECKYIO 3HEPTHIO.
Yem Oosbiie OpaHu U 3alpeTOB — TeM OOJIbILE CUM-
¢doHUii, TeM 3aMHTEpecoBaHHee aymuTopus. biaro-
JapHBIA aBTOPY.

KoHeuHO, B 3THX CIIOBECHBIX 3CKamajax ecTh
OpaBana, 3mast uponwusi. CIOHUMCKHUI caM OTMedan y
celsl «eXHICTBO», CKIOHHOCTh «I103YOOCKaINTB» U
Jake «cOmBaThcs Ha KioyHany» [12, c. 37, 47]. Ho,
B MIEPBYIO OYEPE.Ib, €T0 PE3KOCTh, HEPEIKO KECTOKAS
IpAMOTA CBSI3aHBI C IIIYOOKHM YMOM, MpenenbHON
HPaBCTBEHHOW OIPEAETICHHOCTHIO U BEPOH B ceOfl.
Bepoii, 6e3 xoTopoit HE MOXET OBITh XYIOKHHUKA.
Ocun ManzaenbITaM ONpPEAessul MO33HI0 KaK «CO-
3HaHHE CBOeHU mpaBoTh» [13, c. 185].

OTa Bepa HE MMEET HHYETO OOIIEeTO CO «CToe-
POCOBOI» CaMOYyBEPEHHOCTBIO M CaMOBIIOOJIEHHO-
ctbr0. Hanporus, CnoHnMckuii yacto gaet cede 10-
CTaTOYHO KECTKUE U HE CaMble CIIpaBeJINBbIE OLICH-
Ku (HaBepHOE, He 0e3 HEKOTOPOU O KOKETCTBA):
ero kaura o cuMgonusix [IpoxodbeBa «ydeHnueckas
W HauWBHAas», My3blka «BbIMyYeHa M BECbMa HaTYX-
Ha», CHOCOOHOCThH JIETKO DPa3KaJOOUThCA «Mella-
eT... OBITh TBEPIABIM B CBOUX PEIICHHUAXY, «IIaMSTh
HEBAKHAS», «JIEKTOP 51 HUKY/IBIIIHBII . . .

OnHako, IpU BCEX 3THX OTOBOPKaxX OH IOCTO-
SHHO TIOATBEPXKAaeT OCHOBaHMS CBOETO «CaMOCTO-
SHUAS»: «S1 3HAIO0...», «I YBEpPEH...», KyOeKIeH...»,
«HE COMHEBAIOCh...»

[IpsiMBIM ceqCTBHEM Bephbl XyAOKHUKA B ceOs
sisiercst st CIIOHMMCKOTO €r0 OTHOIICHHE K CBO-
0oze, B TOM 9HcIe K CBOOOIE CTUXHITHON — TiepBei-
1IeMy ycJOBHUIO TBOpuecTBa. MacTep aenaeT cBOMM
JIEBM30M MIOHUMaHUE CBOOOJIBI KaK 3aJJaHusl CaMOMY
cebe: 1oBepATh COOCTBEHHBIM OLIYILICHUS, HE UCTIbI-
TBHIBaTh CTpaxa Jake IMepe]] CaMbIM KECTKHM HEeOJ10-
Openmem: «Ilucain st Bcerga To, 4TO X04y, U TakK, Kak
xouy. He BIKY NpUUYMH M3MEHSTH 3TOMY €CTECTBEH-
HOMy mpaBy» [11, c. 437°.
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s koMImo3uTopa HHUKOrZa cBoOoga HE OTOXK-
JECTBIIATIACH CO CBOEBOJHMEM, HHKOTZIA HE MOHHWMa-
Jack Kak cBOOOIA OT OTBETCTBEHHOCTH — «OCHOB-
HOTO MpHU3HaKa YeJoBeueckoro ayxa» (M. ®pwum).

OTBETCTBEHHBI BBHIOOP — HE TOJIBKO U HE
CTOJIbKO pallMOHAJbHOE MMOHMMAaHUE CUTyauuu (oc-
MBICJIEHHE XHU3HH), CKOJIBKO ITOCTYMOK B CAMOM KH3-
HU, 3aHATas B HEH MO3WIus. DTO «BOILIOMIAFOIIN-
csi npuHuum» (I'erenb), «caMOCTOSHBE YEIOBEKa»
(ITymkuH), ycToiuMBas >KU3HEHHAs! CTpaTervs, He
aJIeKBaTHAas XyJ0KECTBEHHOMY BBIOODY, HO M HE TIPO-
TUBOCTOSILAS EMY.

OnHa u3 ocTpedmmx mpodiaeM BpeMeHH, Tpeoy-
IOlIAs 6ceeo uenoeeKd, a He TOJIBKO ero mpodeccu-
OHAJILHOW OPHEHTAllMd — MECTO 4eJIOBEKa B YHHU-
BepcyMe Obitusi. CTapoe U HOBOE, BEYHOE M COBpE-
MEHHO€ — He CTOJIBKO MpoOiieMa WHANBHTYTbHBIX
1 Ipo(heCcCHOHANIBHBIX NPEAIIOYTEHUH, CKOJIBKO BaX-
Hellee yciaoBHE ueroBedeckoi xku3Hu. McuesHo-
BEHHE W pa3pylIeHHWE YHHBEPCAIbHBIX LIEHHOCTEH,
HPABCTBEHHBIX M JCTETUYECKUX YCTOEB COIPOBO-
XKIaeTcs OUIyIIeHHeM OeCCMBICTIEHHOCTH CyIECTBO-
BaHUSl — TIOTPYKEHHEM B «IK3UCTEHIINAJIHHBIN Ba-
kyym» (B. ®@pankm).

OnHa 13 O4YEeBHUIHBIX TEHJIEHIMN COBPEMEHHOM
XyJI0KECTBEHHOW KYIBTYPBl — OTUYXKIEHHE OT 00-
LIET0, CYIIHOCTHOTrO. B CIOBHUKE ThICSYECTpaHHWY-
Horo cnoBaps «[loctmogepumsm» (Munck, 2001),
TPaKTYIOIIETO OKOJIO ABYX IECSTKOB Pa3HbIX (opMm
HCKYCCTBa (BU3YyaJIbHOE, BBIPA3UTENBHOE, KHHETHYE-
CKO€, MaIlIMHHOE U JIp.) HeT «ucKyccTBay. [lpunara-
TenbHBIe 0e3 cymecTBuTenpHoro! Het citoB «TBOpUe-
CTBO», «XYIOKHUK», KIIPOU3BEACHUE, «TPATUALIUN.

HeHemnnii sTan XyJo0KECTBEHHON KyIbTypbl
HE MPOCTO BpeMs MEpPEeMeH, Jake KapIWHAIbHBIX —
OHHU ObUIH, OYOYT W BIIpEIb, HO HEKUI TEKTOHHUYE-
CKUH CABUI — U Ja)Ke HE B KYJIBTYpE, a B UeJloBeUe-
CKOM OBITHH. MBI )KHUBEM B 3IOXY «KOHIAa UCTOPUN
(®. Ddykysma), «xpymenus: rymanuzma» (B. Epode-
eB), «koHIa KyasTypb» (B. berakos, C. Hepetuna),
«cmeptu genoBeka (M. DyKo), «HCYE3HOBEHHS HC-
kycctBa» (b. I'poiic), «cmeptu aBropa» (P. bapt). 1
«CMEpTH YHTaTess», noo, no bapry, untarens — ve-
JOBEK 0e3 MCTOpuH, 0e3 ICHUXOJIOoTHH, 0e3 Ouorpa-
(UM — «OH BCEro JHIIb HEKTO», MO-BUAUMOMY,
MaJjo OTJIMYUMBIN OT 3JEKTPOHHOTO CUHUTHIBAIOLIETO
YCTpOICTBA.

Botr mnokasarenbHble «ClIOBECHBIE OJOKW» (BCe
13 KOHKPETHBIX TEKCTOB): «OTHBIHE BCE...», «TETEPb
yKe...», KHUKTO yXKe€...», «COBEPIIEHHO WHBIE IIETH
U CMBICIIBL...», «HET Oojbiie...». «I[Ipummo yro-to
HHOE, COBCeM HOBoE. .. [Iponuioe orceueno» (/. bei-
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koB). MckyccTBO mpouuio «Touky HeBo3BpaTta» (Bi.
MapThIHOB).

N3meHeHne W pa3BUTHE — HOPMAJIBHBINA MPO-
L1lecc, CBOMCTBO BCEro CyLIero. Mbl MpUHUMaeM Kak
JAHHOCTh MOCTOSIHHYIO II€PEeMEHYHBOCTh JKU3HH,
TIPUYEM HE TOJIBKO TeKydecTh ee (JOpM, HO H «CKOIThb-
xeHue cMmbiciioBy (Y. Oko). Bmecte ¢ TeM, TeopeTu-
YECKH HECOCTOATENHHO aOCONMIOTH3UPOBATh TpPaHC-
(hopMaruro JKU3HU U KyJIbTypBl. MEHSETCS «9TO-TOY,
0 IIepeMeHe Yero MBI U TOBOPUM, €CTh, HECOMHEH-
HO, HEKast YyCTOWIMBOCTE 3TOH «dToiHOCTHY. OnHa-
KO BO3MOXKHBI BHJIOM3MEHEHUS, pa3pyllarolue cam
«BH[I», KOTIA OH IE€pecTaeT ObITh HE TOJIBKO meM,
yem OvLL panvuie, HO u camum coboil. IckyccTBo 0e3-
TpaHUYHO, HO He OecnpenenbHO. ClloBa «TpaHUTIA U
«Tpenem» MpUHauIekaT OJHOMY CHHOHUMHYECKOMY
PpsiLy, HO TIOTHOW CHHOHMMUHM He ObiBaeT. [lorpanuy-
Hasl 10JI0Ca HE TOJBKO Pa3beAMHSET, HO U COEIUHSI-
eT TeppuTopuH, oHa auddysHa, mpenesn xKe — 3T
Kpaii, rpaHb, 3a KOTOPOH SIBICHHE yTPAYMBAET CBOIO
CaMOTOX/IECTECHHOCTb.

[IpoTuBocTOSIHME B KyJABType HE TOJIBKO BO3-
MOXHO, HO ¥ HeoOxonumo. Haio moBTropsiTh OaHab-
HBIE HCTUHBI, €CIIU OHU UCTHHHEL. «2 X 2 =4 — naxe,
ecnu 3To ToBopuT mm3odppeHux» (B. ®@panxm). Ho
MIPOTUBOCTOSAHNE — HE OeraHve ¢ majkod 3a Ipen-
METOM KPHUTHKH, a TOCTHXEHHE (HACKOIBKO 3TO
BO3MOXKHO) OOBEKTHBHOTO CMbICTIa CKa3aHHOTO U
YTBEPXKACHHUE 3TOTO CMBICTIA CBOMM >KU3HEHHBIM U
TBOPYECKUM IOBEIECHUEM.

Ora 3argHyBIIAsACA
CKas 9acTb TEKCTa HeoOxonnMa. BaxkHO MOHATH, 4TO
peub UAET HE TONBKO O TEX WM UHBIX CYXICHUIX
XyAOKHUKOB, KPUTHUKOB, (HiI0cO0dOB, HO U O HEKOU
KyJIBTYPHOW TEHACHIMH, COBCeM He Oe300MIHOM.
IMeHHO MOTOMY, YTO OHA OTPAXKAET HE TOIBKO JINY-
HbIE MPHUCTPACTHS, HO a0CONIOTH3UPYET CUMIITOMBI
peanbHO MPUCYIIHE KYJIBType.

Bmpouem, Bo3moxkHO, TipaB Ob1 B. M. Mexy-
€B, 3aMETHUBIIUI B JaBHEW AMCKYCCHM, YTO 3TO HE
KPU3UC KYIBTYpBI, a «IIPOCTO Apyras KyJIbTypa, B
KOTOPOM YEJIOBEK >KUBET TOJIBKO HACTOSIILIUM, OHUM
MraoBeHueM ("'tupanus MomeHTa")» [14, c. 22].

Ho ects npyroii o6pa3 KyasTypsl, TI€ CMEIOCTD,
JI€p30CTh, HEMOKOPCTBO CIIOKHBIM, HO €CTECTBEH-
HBIM 00pa3oM COEAMHSIIOTCS C YCTOWYHMBOCTBIO,
MOPSAJIKOM, Tpaguuue. «5I CTOPOHHMK XUBOH My-
3BIKAJIbHONW HUTH, WAYIIEH OyKBaJbHO OT JPEBHHUX
BpPEMEH, OT aHTUYHBIX U Ja)Xe JOAHTHUYHBIX, K CO-

OTBJICUCHHO-TCOPCTHUYC-

BpeMEHHOI My3bike» [4, c. 33]. OTu npoctele u co-
BEPIICHHO HenpeMeHHble st CIOHMMCKOTO CIIOBa
HE TOJILKO MHOTOPa30BO MPOM3HECEHBI U HAIMCAHBI,



HO U MTOJATBEPAECHBI BCEM €r0 TBOpUECTBOM. IHTHM-
HO-POZICTBEHHOE TIepPE)KMBAaHNUE MY3BIKAJBHBIX Tpa-
JUIMHA JaBHUX JIIOX, SIBJICHHBIX B MIAPTUTYpax HOBOH
MY3bIKH, IPEJCTABIAIOT HAM UCOPUIM HACMOAUe-
20 U HACMOAUWHOCHb MUHYEULEO.

[Ipenects TBOpeHuit Jlucra, mo muenuro Cio-
HUMCKOTO, B «HEMOBTOPUMOM JIBYEIUHCTBE» BO-
IUIONIEHHONW HOBU3HBI M BOIUIOIIEHHOW Tpaguuuu
[15, c. 12], a lllonen B My3bike baxa u Momapra BbI-
SIBJISIT Y TIO-HOBOMY pa3BUBAJ CaMble CMEJIbIE pajiu-
KaJIbHBIC YePThI UX CTIWIISL, PAKTYphI, HOITUMEIIOIYE-
CKOM U monuputTMudeckon Tkaumw» [16, c. 12]. Iloso-
POT K MOJYEPKHYTOM TpagulMK B HEOKJIACCUYECKHUX
counHeHNsAX CTPaBUHCKOTO «C TpUBJIEYEHHEM O0-
rarcTBa M PeCypcoB MO3aNPOIIIIOro BEKa, C y94eTOM U
OTIBITa MPOILIOro "pOMaHTHUYECKOrO" BeKa, SIBUIIOCH
...OMKpOBEeHUeM U 2POMAOHOU WKOAOU OJIs1 MHOSUX
nepeoKnaccHvix meopyos (KypcuB Moit. — I I1)»
[2, c. 105].

ComnpspkeHHe MPOILIOTO W HACTOAIIETO B MY3bI-
K& — JIByHaIlpaBlIeHHOe JBWXeHne. CIOHUMCKUI
TOBOPUT O «MOJIOJICIONIEH» HA MPOTSHKEHUH TOUTH
200 met mysbike lllonena. Ilocme JleGroccu, Mec-
cuaHa, bynesza, IllumanoBckoro, JlroTocnaBckoro,
Ckpsibuna, [Ipoxodnesa, lllocrakoBuya nroan moHH-
matoT lllonena «eme mryOike, UCHONB3YIOT TOHBIIE
u MacmTalHee...». JTa My3bIKa «IyIIH, UCIIBITAHHON
OTHSIMHU BOWH W Teppopa, 3alpe/ebHbIM MaJeHHEM
U B3JIETaMHU HATypbl, COrPEBAET <...> HEYMHUPAIOIIUM
cepAevHbIM Teromy [16, ¢. 7, 1176,

CMBICTIOBOM, HpPaBCTBEHHBIH, ACTETUYECKUI
MMOTEHIIMAN KYJIBTYPhl TPOIIIOr0, MPOAODKAIOMIEH
JKUThb CETrONH:A, NMOMCTHHE HencdeprnaeM. Kak roso-
pun baxTuH, aHTUYHOCTh HE 3HaJa TOW aHTUYHOCTH,
KOTOPYIO 3HaeM Mbl. CKpBITbIE BPEMEHHBIMHU MTOKPO-
BaMU BO3MO)XHOCTH KYJBTYPBI, TOJIBKO BPEMEHHOE
ee cocTosiHMe. « BuepariHuii 1eHs elie He HaCTy I
(O. Manpensmram). IlocrosHHAs mymbcupyromas
CBSI3b HACTOSAIIETO M IMPOLUIOro OOEcIeunBaeT pe-
aNbHYIO XXHU3Hb KYJIBTYpBI, MIO3BOJISET, @ B UEM-TO U
MIPUHYKIAET TPUAEP)KUBATHCS HOPMBI, KaK HEKOM
00beKTHBHOH 1IeHHOCTH. 110 MHEHHIO HOOETIEBCKOTO
naypeara T. Dnuorta, yTpaduBasl NPUBBIYKY TOCTO-
STHHO COOTHOCHUTH COBPEMEHHBIE SIBIICHUS MCKYCCTBA
«C KJIACCUYECKOW MEPOI» MBI Jie1aeMCsl IPOBUHIINA-
namu. MckaxkaeTcst MUp LIEHHOCTEH, CHIOMUHYTHOE
CMEIINBAETCS] C BEYHBIM, MEJIKOE C CYIIECTBEHHBIM.
«IIpoBuHuKanu3M <...> BpemeHu» [18, c. 257].

WpeHTHYHOCTh KYABTYPHBIX SIBICHHN oOecrie-
YHUBAETCS MHOTOBEKOBOW TpaJMIIMEH, INI€ €CTh Xy-
JIO’KHHK, TPOU3BEICHHUSI, My3€H U KOHLEPTHBIE 3aJIbI,
cinymarend ¥ uutarenu. A. I€uGepr HactoiumBo
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yOeXIaeT, 4To €ro COYMHEHUS — «aojaekadoHuue-
CKUE KOMNO3uyuu, a He 000eKagoHuYecKue KOMIIO-
sunmn» (muckmo P. Komumry ot 27 uronsg 1932 ).

OO0parasch K TAKUM HEOKJIACCHYECKUM OITycam
CrpaBunckoro kak «llapes Ommmy», «llepcedonay,
«Anonnon-MycareTt», CIOHUMCKUNA OTMEYaeT «ca-
MO€ IJIaBHOE U IICHHOE — COXpaHEHHE U TMPUYM-
HOXKEHUE 3TUUYECKOM CHJIbI MY3BIKH, €€ 3TUYECKOU
MacmTabHOCTH U 0000meHHoCcTI» [2, ¢. 105]. U 310
YK€ pa3roBop He 00 MCIOIB30BAHUU TEX WM WHBIX
TEXHHUK’, HE Ja)Ke O CTUIIEBOM MTPEEMCTBEHHOCTH, HO
0 cthepe CMBICIIOB, MEHSFOIUXCS (HE TOJIIBKO B MY3bI-
K€) HECPaBHHMO MEJUICHHEE MOBEPXHOCTHOTO CIIOS
KyasTypsl. IIIEHOEpT B KOHIIE )KU3HU MPU3HABA, YTO
el1e MHOTO XOpOIIel My3bIKH MOXKET OBITh HaInca-
HO B J[o Maxope. MIcKycCTBO HUKYJla HE TOPOIIUTCS,
«oHO TpocTo npedriBaeT» (M. KanTtop).

Oco3HaHuE TOro, YTO pa3BUTHE HE OTPULAET
MUHYBIIIEE, HUYETO HE YOHMBAaeT M HE HUCTpPEOIserT,
HO «HEem30eXHO BKIIFOYAeT B ceOs dIIeMEHT KOHCep-
BaTHBHBII», 0O «OXpaHAET BHEBPEMEHHOE JIOCTO-
saue npouwioro» [19, c¢. 174], a Bce HacToilunBee
YTBEPKIACTCS B KYyJIBTYPE, BO3BPAIIAIOIICHCS «K
KOHTHHYYMY, PEryIApHOMY»
[20, c. 69].

IIpocTeIM U TOYHBEIM 00pPa30M OIPEAEIISCT IBU-
xxerne KynpTypsl B. C. bubnep, conocraBus mnosiie-
HHUE HOBOTO C peMapkod B cTapoil nmeece: «Te xe u
Codrs». Bee Ha criene, HO ¢ TIOSBIICHUEM BOIIIEITIC-
ro repos u3MeHseTcs oomas cutyarus. OTHOIIeHHE
CTaporo U HOBOTO HE «IOMJICTIPECTABICHHOCTHY, HO

K TIEepuoaANYCCKOMY,

CJI0’KHOE B3aMMOIIPOHUKHOBEHUE, )KUBOE HAIIPSIKCH-
HO€ COCTOSIHHE YYacCTBYIOIIUX CTOPOH. DTO U €CTh
HOpPMAaJIbHOE OBITHE JKU3HH U KYJIBTYPBI, TIE aKTy-
aJpHOC WHOT/IA 3pUMO, a dJalle He SBCTBEHHO, CBSI-
3aHO HE TOJBKO C CETOAHSIIIHUM JHEM, HO C BEYHO-
CThIO, @ BEYHOCTh, B CBOK) OYEpe/ib, SBISCT ceOs B
311000/THEBHOM BBIPaKEHUH.

XyOOXKHUK, «IPECTYNHBIIUID YepTy «Tpaau-
IIMOHHOTO» UCKYCCTBAa, BOBCE HE OOPCYCH J[BUTATH-
CsI TOJIBKO B KOJIe€ CBOMX aBaHTAPAMCTCKUX MPOU3-
BeneHuil. Ilocne «YepHoro kBagpara» Manesuua u
CTPaHHBIX BU3YaJUCTHUYECKUX (haHTa3mii OunoHoBa
00a XyI0)KHUKA TTHIITYT PEATHCTUICCKIE TTOPTPETHL.
PaxmMaHWHOB COUMHSET CBOIO MY3BIKY TaK, KaK, €CIH
051 psirom He Obuto 11IéHOepra n CTpaBUHCKOTO.

Y CIIOHUMCKOTO €CTh TPYIIIa COYMHECHUH, KO-
TOopble OH Ha3Bal «Bocnomuuanusamu o XIX Bekey,
BEKE — HE BUEPAIITHETO, a [T03aBYepaITHEero AHs. Te-
meph K 3TOMY BpeMeHH, 1o cioBaM CIIOHUMCKOTO,
«MOXKHO BO3BPAIAThCs HECKOIBKO «cgedceey, YeM
310 ObUT0 B XX Beke. B XXI Beke MoxkHO 0Opariars-
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csl 1 cBoOOIHE, U CMeJiee K POMaHTHUECKON Tpau-
uuu... [4, c. 179].

Xyno)KeCTBEHHBI MHUp CyLIECTBYeT il Ma-
cTepa IEMKOM: MOXXHO TBOPYECKH OTHOCHUTHCHA K
MOJIEJISIM MCKYCCTBa Pa3HBIX HIKOJI W mepuogoB. OH
IpeJIaraeT OOpaTUThCS K TPETOPHAHCKOMY XOpaly,
MPOBaHCATIBCKUM TpyOaxypaMm, CpeqHEBEKOBBIM Ma-
cTepaM M PEHECCAaHCHOMY HCKYCCTBY, K (DONBKIIOPY
Poccuu u gpyrux crpas... [8, c¢. 8-9]. Uro ansa Cio-
HUMCKOTO COBEpIICHHO HEMpUeMIIEMO — JI00bIe
MIPUHYKIEHUS: «...BPEMsI 3allpPeToOB, Y3KHX JOTM H
"screrukn u3bexanus" mpomnuio» [2, c. 138]. Ora
MakCHMMa MHOTOKpAaTHO MOBTOpsieTcss MacTepoM ycT-
HO ¥ MMIUCbMEHHO, a, TNIABHOE, YTBEP)KIAeTCs €T0 CO0-
CTBEHHBIM TBOpYECTBOM. CIOHMMCKHUH CUMTAET HE-
mpUeMIIEMBbIM JTI0001 (hyHIaMEHTaTNU3M — TOHAJIb-
HBIW, aTOHAJIBHBINA, MUHUMAJIUCTAYECKHUH, TEMaTHYe-
CKHH, aTeMaTH4CCKUH, IICCCHHBIN, aHTHITCCCHHBIH. . .
3arnpeTsl Ha MEJIOANI0, TOHAJIBHYIO FApMOHHIO, TEMa-
TU3M, CHM()OHHUIO — PEaKIIMOHHBI 1 HECOBPEMEHHBL.

Kak B mpouuiom, tak u B HactosuieM CIOHUM-
CKHU1 BBICOKO IIEHUT IIUPOTY, 0COOCHHO LIMPOTY Ye-
noBeka TBopueckoro. OH oTmedaer B Jlucte oTcyT-
CTBHUE CIYXOBOTO Oaphepa, MPOCTUTENBHOTO IS Te-
HUS 1 OYEBUIHOTO y MHOTHX €r0 COBpeMEHHMKOB. He
3a0BIBaeT, YTO CaMmble KpPyIHble KOMIO3UTOpHI bax,
Mouapt ObUTH yHHBEpCAIbHBI B CBOMX BKycax. Ho
YTOUHSET: «...TpeboBaTh OT YaHKOBCKOTO, YTOOBI
OH JI0 KOHIIa BOCIIpHHHMAaJ MyCOprcKoro, HEIb3s»
[4, c. 44].

CnoHMMCKUH pa3nuyaeT, MCTOJKOBBIBAET U
MIPU3HAET PAaBHOBO3MOXKHBIMH HECXOJHBIE THIIBI CO-
YUHUTENbCTBA. MOIHEHIINE CIIOKHBIE HHIWBHIY-
anpHOCTH MoOHTeBepau, baxa, HalikoBckoro, Maie-
pa... «OmHAaKO ¥ IpOCTask HHAUBUAYAIbHOCTh MOXKET
OBITH TBOPYECKH MOTyYei — TakoBbI [ pur, BebepH,
Ketimx, Kcenakuc. Cuna TBopueCcTBa HE 3aBUCHUT OT
MIPOCTOTHI WM CIOKHOCTH MY3bIKU» [8, c. 10].

Macrep He octanicsd B CTOPOHE OT HEMPOCTOTO
B3aUMOJIEUCTBUSA B MY3bIKE BTOPOH MOIOBUHBI XX
BEKa «aKaJeMHUYECKHUX» U IIOMYIAPHBIX), «dIUTap-
HBIX» M «MAacCOBBIX» KaHpPOB. B ClIO)XHOM, IyCTb
MIPOTUBOPEYUBOM, HO €IUHOM MHPE MY3bIKH OTHO-
IICHUS Pa3HBIX €€ IUIACTOB HE TOJIBKO KOH(IUKTHEL,
HO M B3aMMOJOIOJIHUTEIbHBL. BO3MOXeH «nutap-
ueiid kna» (H. A. JXKyxoBa), u ybenuTenbHa mo3uuus
JI. A. AxorsiHa: TTOUTMHHAS MYy3bIKa HE MOXKET OBIThH
HHU 3NIATapHOM, HU MaccoBoi [21, c. 70-82]. «Cum-
¢oHus u necHst, — yBepeH CIOHUMCKHIA, — 3TO HE
AHTHUTIONBI, & POJHBIC cecTphl. Beap u B donbkiop-
HOM TIeCHE, U B CHM(OHUH 3ByUUT UCTIOBEAb TYIIIM)
[3, c. 14]. Macrep nonarain: Heslb3d nUcaTh cUMo-
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HUM, HEe yMes cOouMHUTH «Umxkuka-IIspkuka». OH
ymen. InsrepoM okaszanack CTpaHHasl NECEHKA «Y
Komky 4eTeipe Horm» («PecmyOmuku ILIKHW[»), a
uaymas Ha tutpax «[lo mpuroram s gonro ckuran-
csi» (C aKKOMIIAaHEMEHTOM Ha «3y0apHukax») crana
KaMEepTOHOM KO BceMy ¢mibMy. Bragumup Beicon-
KHHA 3aMedareslbHO MoeT necH0 CIOHMMCKOIO B
¢bubMme «MuaTepBennusy. Mnu «IlecHs HeynadHuKa
Ha ctuxu EBrenus PeitHa — npocrast 3ameuarenbHas
MYy3bIKa B CTUJIE TOPOJICKOTO poMaHca. BmecTte ¢ Tewm,
TBOpueckuii Oaraxk Ceprest MuxaiinoBu4a B 3TOU
cdepe My3bIKH HEBEJIHK.

HemHorouncieHHsl TeaTpaibHble B KHHOPaOoO-
Tl Mactepa. EMy noBenoch cOTpyaHHYaTh C BBI-
JAOIUMHACS peXKHACCepaMu — ABaxkabl ¢ leopru-
em TosctonoroBeM («PeBusop», «Tuxuit [lon»), c
Po6eprom Ctypya (omepa Crmonmmckoro «Bunenus
Hoanna ['po3HOTO»), ¢ 3aMeUaTeIbHEIMU MacTepaMu
knHo dpunpuxom Spmnepom, ['ennaguem Ilonokoi,
Anexcannpom CokypoBbIM... M Bceraa OblT ycmex.

Opnako ams CioHuMCKOTo cepa KHHOMY3HI-
Kd Obla JIUIIb COMYTCTBYIOLIMM PEMECIIOM, TOTHA
KaK XyIOXKECTBEHHBIN JONT BCErJa HampaBlsil €ro
B o0yacTh akageMuueckyro. «OqQHO U3 AByX — WU
TpuauaTh aBe cuMoHnu (Ha TOT mepuon. — I, I1.)
¥ BOCEMb OIIEep, WIH COPOK (prirbMoB. S BEIOpa mep-
Boe» [22, ¢. 19]. DTOT co3HATENHHBINA MIN O€CCO3HA-
TEJILHBIA BBIOOpP omperensercs npoecCHOHaIbHbI-
MU yCTaHOBKaMH U OCYIIECTBISIETCS] BO BceX cdepax
*KuU3HU. 1 B €10 OCHOBE, KOHEYHO K€, HE PALINOHAIIb-
HOE paclpesieieHue BpeMEHU (OHO — CIIEACTBUE),
HO LIEJIOCTHOE MHPOBOCHPHUSATHE U MUPOBO33pPEHHE
YEJIOBEKa, €r0 JKM3HEHHAs INO3WIHSA, HPaBCTBEHHAs
3peNocTb, ypoBeHb BKyca. «He mmMeroT obmux rpa-
HUL[ <...> CJOXHAasi CTUXUS My3bIKH U JIUXHE IPU-
MUTUBBI, KUTY U MOMYJASPHOCTD "3BE3AHON" MY3BIKH.
['ymaHHOE ciauWIIKOM 3alyMuYHBO, a JEJIOBUTOE HE
BEpUT CJI€3aM M MEUTaM. YMEET XHUTh IOIIJIOCTH)
[1, c. 128]. O yem 310? O My3BIKE WU O KU3HU?

Be3 Bcskoro cMymieHus U omaceHuil ObITH 3a-
YHUCIIEHHBIM B Jlarepb «OTCTYIHUKOB), KOMIIO3UTOP
TOBOPUT O HEKOTOPBIX COBPEMEHHBIX COYMHEHU-
AX, COCTOAIIMX M3 TaMM WM TSHYLIMXCS akKKop-
JIOB-Tpe3By4YHil (BO3MOXHBI BapuaHThl. — [ [1):
«3JT0 HaIyBaTEIHCTBO (€CIIM YECTHO TOBOPHTH) <...>
51 moHnMaro eBponeckyIo myOIuKy, KoTopas ycraia
TPUTBOPSITHCS, YTO OHA JIIOOUT MOCTBEOCPHOBCKYIO
MayTHHY, B KOTOpO# MHOTO Oe3mapHoro...» [3, ¢. 23]
CroHNMCKHH Bcerna pasinyall My3bIKY U «1adopa-
TOPHBIN TOUCK». 3a COPOK C JIMIITHUM JIET JI0 MPOLH-
THPOBAHHOIO TEKCTA OH MUILET DAUCOHY JleHHcoBy
0 HEOOXOAMMOCTH B MPHUHLUIUAIEHOM CIIOPE <«JI10-



Ka3arb, 4TO Takue Bemy, kak "[lnaun", Cxpunuunas
COHaTa W KoHIepT AJb(a, TBOH K€ POMAHCHI, BEIIN
Conn (I'ybaitmynmunoit. — I I1.), "AHTUOHBI" H
JIp. €CTh He "IKcrmepuMeHTanbHass" (Jlaboparopus
JUISL aBTOpa), a KOHIIEpTHAS (IS IyOIMKN) My3bIKa)
(22.11.1971) [12, c. 115].

XyAO)KHUK OY€Hb UIMPOKOTO CTHIMCTUYECKOTO
nmuara3zoHa, CIIOHMMCKHM 00agaeT CTporoi, Mox-
HO Ja)Ke CKa3aTh, KECTKOH BKYCOBOH ONpeieNeHHO-
cthio. [IpuHagIexamuye eMy OLEHKH T€X WIH HMHBIX
KOMITO3UTOPOB TMPOIIJIOT0 ¥ HACTOSIIETO MOTYT CMY-
TuTh. OHAKO 3TO €20 BKYCOBBIE HPUCTPACTHUS, €20
cyxnaeHus. [Ipu3HaBas TanaHTIAMBOCTE MHOTHX HE
ONMM3KUX eMy Tpom3BeNeHni, oH mpodaBisieT: «Ho s
HE X04y Tak nucarby [4, c. 40], oroBapuBas npu 3ToM
HEBO3MOXXHOCTH M HEXeJlaHHue TpeOOBaTh OT APYTUX
CJIEJOBAHUS €T0 CIIYXOBBIM M TBOPYECKHM yCTAHOB-
KaM.

Kaxetcs, He ocTanoch B CIOXKHOU, TONTOH Xy-
JIOKECTBEHHOM Jkn3HM CIIOHMMCKOTO HEOCMBIC-
JIEHHOTO MY3BIKOBEJaMH KaHpa, Jake OTHEIbHBIX
TIPOM3BEJICHUH, MOJIBEACHBI HTOT'H €r0 TBOPYECTBA B
tenoM. M ckonbko eme Oynaer Hanucano! U, aymato,
HUKTO W3 UCCIlefioBaresieil TBopuecTBa Macrepa He
OTpaHUYMBAJICSA XOJOAHBIM, CTPOTUM aHAJIU30M, JIU-
IIEHHBIM YyBCTBA CHUMITIATHH, JIPY>KE€CTBA, aXke JIt00-
BU. A Bens He ObUT CIIOHIMCKHA OTKPBITBIM «Hapac-
TMAIIKY» YEJIOBEKOM U HE Ka)JbIil MOT C JETKOCTBIO
K Hemy npubmm3utbea. Ho, coracurech, yacto ju
MOXKET TaK Hamucarh O KOJUIeTe He BOCTOP)KEHHAS
JIeBOYKa, a JOKTOp Hayk, mpodeccop TaresHa 3aii-
1eBa: «3aayMaeMcsl Ha MTHOBEHHE: pa3Be He Hiepast
yaada — OBITh  TeTepOypiKIeM, COBPEMEHHUKOM
CrnoHuMckoro? OTO 3HAYUT CIHBILATH U MOCTUraTh
MHOTOJIMKHI MHP BMECTe C XyJO)KHHKOM. JTO 3Ha-
YUT CTAHOBUTHCS 30pUe. DTO 3HAYUT KUTh ITOJTHEE U
apue» [23, c. 180].

[Ipumeuanus
' Heine CoOpanuro npucBoeHo uMs CIOHUMCKO-

ro.
2 Ywurast tHeBHUKH Puxtepa, st 00paTii BHUMaHHE,
YTO MO OTHOUICHHIO K HCIIOJHEHUIO W apTUCTy OH
HauOoJIee 4acTo yHOTPeOIseT COBCEM HE 3CTeTHYe-
CKO€ OLICHOYHOE MOHATHE — «4ecTHBIN». O Haranse
I'yTMaH — «BOILIOIICHUE YECTHOCTH B HCKYCCTBEY,
00 Omnere Karane — «4eCTHBIA TPya», «4€CTHOE MY-
3UIMPOBAHUE», «UECTHO HWCIOIHHID), «TBOpYECKas
YECTHOCTB». 3aMedyaTelIbHO, YTO BO3MOXKHBEI M Ta-
KHE€ OIIEHKH: «4€CTHO, HO Oe3mapHas MOILIATHHAY,
«YEeCTHO CHITPaHO, HO MEHS COBEPIIEHHO HE 3aTpo-
Hyno» [6, c. 197, 257, 308, 364, 413].
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3 Cp.: T. A1opHO CBSI3BIBACT «IpEICIbHOE HAIps-

KEHHE COBECTH XYIOKHUKA» C ITOCIEI0BATEIbHBIM
HCIIOJIb30BAHUEM HOBOTO SI3bIKa MY3BIKH [9, c. 46].

4 YyTh mo3Ke B OJIHOM MHTEPBBIO C HEKOTOPO#t J10-
neit uponnn Cepreil MuxainoBHdY CKaXKeT, 9TO Ha
MpuMepe CBOeH CKPOMHOW OCOOBI MTPOBOIUT JKCITe-
pUMEHT: «MOXKET JHM OTAENBHO B35Task TBOpUYECKas
JIUYHOCTH BBICTOSTH M aKTUBHO paboOTaTh B OKpYyKe-
HUU TUTAaHTCKHUX OOIIECTBEHHBIX CIPYTOB M KOHIIEP-
HOoB? Bugnumo, moxert...» [11, c. 46].

> «PasHble cTerneHH BHYTpPEHHEH CBOOOIBI U CMe-
JIOCTH MHE OYEHb JIIOOOMIBITHEI [4, ¢. 30].

6 Peub, pazymeeTcs, UJIET HE TOJIBKO O TIEPCOHANH-
3MPOBAHHBIX OTHOIICHUSX, HO 00 00IINX 3aKOHOMEp-
HOCTAX «00OparHOW cBsi3n» BpeMeH. «HecoMHEHHO,
JIrobumoB ucnonHs 661 MonapTa xyske, He Mepeu-
rpail OH 3a MOCJIEIHNE TOMBI CTOJIBKO MPOU3BEACHHIA
HOBOBEHCKOM mikoib» [17, c. 65].

7 XoTs B HOBOM TBOPYECKOM 3aJaHUM U TEXHH-
YeCKHe TMPHUEMBI MOTYT OOpEecTH APYroe KauecTBO:
HOBasi COHOpPHAasl KOJOPUTHOCTh My3blkH Illomena
— «HOBas (OPTEMUAHHOCTH BBIpOCIa He 0e3 ydera
JOCTIDKEHHWI TaK Ha3bIBAEMBIX «aKpOOaTOB POSIID»
pyoexa 20-30-x romos XIX Beka» [16, c. 13].
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Auuomauuﬂ. CCFO}IHH CTaHOBUTCA OUYCBUIHBLIM, YTO «KJIACCUYECCKOC» U «HCKJIIACCUYECKOC» MPOHUKIIN U MTPOYHO
YTBEPAWINCE B IPUHIUIIUAIIBHO PAa3JINIHBIX, HOpOf/'I B3aMMOMCKITIOYAIOInX, cdoepax MY3BIKa&JIBHOTO UCKYCCTBA: aKaJe-
MHYECKOM, aBaHrapIHO-3KCIIEPUMEHTAIBHOM MY3BIKE, J1XKa3e, POK-KYJIbTYpe, MOMN-apTe, NPUKIAAHON U KOMMEPUYECKOM
3ByKOBOﬁ MMPpOAYKIHH. HCJ’IB CTAaTbU 3aKIIIOYACTCA B ONPCACICHUN «KJIACCUYCCKOI0» U «HCKJIACCUYCCKOI0» KaK YHUBCP-
CaJIbHBIX KYJIBTYPHBIX MapaavurM, OTpaXKaromux MaruCTpajibHbIC IPOLCCCHI B My3LIKaJ'ILHOﬁ MPaKTUKEC U TeOpeTI/I‘IeCKOﬁ
peduekcuu.

JlarHbIe MapagurMBl IMEIOT JIOKATEHO-UCTOPHUIECKOE, IPEXOsIIee U BHEBPEMEHHOE (BEUHOE U HETIPEXOAIICE) 3~
MCpCHUs. B JIOKAJIbHO-UCTOPUYICCKOM U3MCPCHUU KIIACCUYCCKAA MapaurMa OTpaxacT YTBCPIKACHUC (((1)I/IJ'IOCO(1)I/II/I CTa-
OHIIBHOCTHY (I/I HpI/IFO)KI/IH), KOTOpast B MY3BIKC IPOSABIIACTCA B CTAHOBJICHUN I_leHTpaJ'[I/BOBaHHOﬁ TOHAJIbHO-TapMOHHU-
YeCKOM CHUCTCMBI, CTpOl"OfI nepapxum My3bIKaJIbHOTO fA3bIKa U T. 1. «Heknaccuueckasy» napagurMa CBsidaHa C SHGPFHeﬁ
«cnomay pybexa XIX—XX BexkoB (HOBOH opraHu3aluy 3ByKOBBICOTHOCTH, BHEIPEHUEM HOBOTO MY3BIKaJIHbHOTO HHCTPY-
MEHTapus U T. ,I[.), MOACPHUCTCKUM HETIPUATUEM TPAAULUH, OTPAKEHHBIMHU B XYTOKCCTBEHHOM OIBITE U OCTETUICCKUX
MaHI/I(I)eCTaX. Hexmaccraeckas napaaurMa B MY3bIKC OTPpaKacT UACH ((q)HHOCO(bI/II/I HECTAOMIBHOCTH.

B «BepTukambHOM» (BHEBPEMEHHOM, METAUCTOPUYECKOM) U3MEPEHUH B KJIACCUUECKOM KyJIBTYpHOH Mapaaurme My-
3bIKa IIOHNUMACTCs KaK CUMBOJI apXHTeKTOHquCKOﬂ CTpOleOCTH 1 COBCPIICHCTBA. «Heknaccuueckoe» SABJIACTCA, MIPEKIC
BCCTO, CHHOHUMOM «COBPEMEHHOI'0» U OTpaXacT 30HY ITOMCKA, DKCTICPUMCHTA, pa3pyHICHUA CTaOMIBLHOCTH — KOTOPBIC
MIPUCYTCTBOBAJIA B MY3bIKE B pa3HbIE NEPUOIBI €€ UCTOPHUU.
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3aKOHOMepHLIM CJIC€ACTBUEM 0003HaYEHHOH CIIOKHOCTH B3aHMOﬂeﬁCTBHH CKJIACCUYCCKOI'o» U «HCKJIAaCCHYCCKOI'0O» B
MY3BIKE SABJIACTCA UX CIIOCOOHOCTh «COCYIIECTBOBATE» B OJJHOM MNPOCTPAHCTBE, a TAKXKC IMOCTOIHHAA MUT'pallUd HEKJIAC-
CHYECKOI'0 B KJIIACCUYECKOE, UYTO NMOATBEPKAACT JIOTUKA PA3BUTHA PA3JIMYHBIX XKaHPOBO-CTHUJIEBBIX cq)ep MY3BIKaJIBHOTO

HCKYCCTBaA.

Kniouegwie cnosa: xnaccnueckasi My3blKa, KyJIbTypHasl apaJiurmMa, My3bIKaJbHas IPaKTHKa U TeOpeTHIecKas ped-

JICKCHS, HCKJIACCUYECKasA MY3bIKa

s yumuposanusn: Cunuesa T. b. «Kitaccuueckas» U «HEKJIACCHUYCCKas» MY3bIKa: K ONPEACICHUIO OHATHIH // AK-
myanbHble nPoodeMbl 8blCUIC20 MY3bIKATbHO20 00pazosanus. 2022. Ne 5 (67). C. 54-59 (Ha anri.). http://doi.org/10.26086/

NK.2022.67.5.008.

Introduction

In the modern lexicon, classical and non-classi-
cal are among the most common concepts and per-
meate art, science, the sphere of production, every-
day life. The definitions classical and non-classical
have penetrated and firmly established themselves in
the characteristics of fundamentally different spheres
of musical art: academic, avant-garde and experi-
mental music, jazz, rock culture, pop art, applied and
even commercial sound products. At the same time,
the widespread use of these terms in application to
music does not make them understandable. The abil-
ity to record a wide range of musical art phenomena
(from academics to marginalists) makes it necessary
and urgent to find ways to identify the basic parame-
ters of classical and non-classical music and the key
principles of their existence in culture.

The purpose of the article is to define classical
and non-classical on the basis of their understanding
as universal cultural paradigms that reflect the main
processes in musical practice and theoretical reflec-
tion. In the context of the discussed problem, Merab
Mamardashvili's concept of classical and non-classi-
cal ideals of rationality is methodologically import-
ant [1]; the concepts of philosophy of stability and
philosophy of instability, introduced by Ilya Prigo-
zhin [2]; the definitions of reflective traditionalism
and anti-traditionalism, justified by Sergei Averintsev
[3]; typological distinction between the aesthetics of
identity and the aesthetics of difference, described by
Yuri Lotman [4]. In music science, a significant tool
for studying the dialectic of classical and non-classi-
cal has been developed in the studies of Karl Dahl-
haus, Inna Barsova [5], Alexander Mikhailov [6],
Yuri Kholopov, Larisa Kirillina [7].

The accumulated experience of understanding
various aspects of this problem makes it possible to
raise the question of the interaction of classical and
non-classical in music holistically — in a paradig-
matic dimension that can cover the entire vertical of
the art of sounds.
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Problem statement

The concept of paradigm turns out to be consis-
tent in the field of semantic attraction of classical and
nonclassical dialectics. On the basis of the ancient
and medieval interpretation of the paradigm as abso-
lute knowledge, as well as the ideas of Tomas Kuhn,
who defined the historically transient parameters of
the scientific paradigm, the concept of cultural par-
adigm has been established in modern humanitarian
knowledge.

The cultural paradigm is a complex hierarchical
integrity formed by the internal unity of ideas, intu-
itions, feelings that permeate everyday life, moral-
ity, religion, ideology, philosophy, art. The cultural
paradigm includes, along with theoretical concepts,
non-reflective information and the realities of prac-
tical experience. Over the past centuries, among the
many trends, concepts and positions, two universal
paradigms have been clearly identified and exist in
active interaction, embodied both in artistic practice
and in reflection on art: classical and non-classical.

These paradigms, having established themselves
at different times, having designated historically
specific stages of artistic experience, having their
own academic and marginal spheres, also reflect
supra-temporal, metahistorical constants in the un-
derstanding of art. The complexity of their internal
structure, based on the interaction of horizontal and
vertical parameters, has led to the multidimensional
interfacing of these paradigms in modern culture.

Materials and methods

The concept of paradigm has a fundamental
methodological significance for the history and phi-
losophy of music. This term is widely used in musi-
cology when describing styles and genres, historical
periods, fixing modern artistic processes (designated
as the postmodern paradigm, post-postmodern, meta-
modern, post-non-classical paradigm, etc.).

The paradigm method is highly productive for
scientific research. It reflects, firstly, the desire to
overcome thinking about music in general — with-
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out taking into account its historical development.
At the same time, the paradigmatic approach retains
the attitude to the dialectic of the supra-temporal, the
eternal and the historically transient.

Secondly, in identifying local models of artistic
experience, this method allows us to avoid such dif-
ficult to rationalize metaphorical characteristics of
art as the spirit of the time, the spirit of music, the
spirit of plastic, the atmosphere of the century, the
semantic field of culture, etc. Forming complex hi-
erarchical system paradigms, create a counterpoint
of artistic meanings and structures and allow us to
detect unity in seemingly mutually exclusive trends
of musical art.

Results and discussion

Despite the widespread definition of classical
music, its boundaries are vague and blurred. If this
term came into use in relation to literature and drama
since late antiquity (for the first time Aulus Helius
writes about the classics, II century), then in music
it is approved much later, only by the beginning of
the 19 century, since the widespread discussion of the
opposition classicism — romanticism. The application
of'the classics in relation to the composer's work (first
to the Viennese classics, and then to the o/d masters)
coincided with an extended interpretation of the clas-
sics in the fundamental Hegelian concept of distin-
guishing classicism — romanticism — symbolism, with
reflections on the classical in Goethe, the definition
of the criteria of the classics in Charles-Auguste
Sainte-Beuve.

The key idea for the classical paradigm was the
idea outside of the personal natural order, rationally
comprehended and formulated. The triad «authentic-
ity-truth-ideality» [1, p. 10—12] defined the classical
attitude to a certain absoluteness of the point of view.
The idea of the autonomy of art is confirmed, the idea
of a professional artist is formed. The concept of an
artistic image is introduced into the methodological
apparatus of art cognition, which is genetically relat-
ed to the ancient understanding of the mimetic nature
of artistic creativity.

The classical paradigm records first and foremost
the moment of organization, order, completeness. Its
initial installations are aimed at the affirming of the
typical — that which has been tested by experience,
is logically justified and is devoid of everything ran-
dom and unpredictable.

At the same time, the classical paradigm is not a
system of rigid canonized school codes, not a sense
of the narrow space of correctness, but immeasur-
ance and limitless, with the mark of perfection, com-
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prehensiveness and continuity that has received its
through-organization [6, p. 295]. That is its enduring
significance.

In the local-historical dimension, the classical
musical paradigm is associated with the affirmation
of a uniform-tempered system, a majeure-minor
system as a centralized hierarchy with a functional
differentiation of all musical and linguistic means.
The classical is inseparable from the typification of
instrumental techniques, the stabilization of architec-
tonic and dramatic patterns. The highest achievement
of the classical paradigm is the approval of the con-
cept, composition and drama of the sonata-sympho-
ny cycle. In the symphonies of the Viennese classics,
this highest form of dialectical thinking is tested, the
semantics of the individual parts of the cycle is de-
termined.

Almost simultaneously with the concrete histor-
ical dimension of the classical musical paradigm, its
metahistorical aspect is confirmed, which is associ-
ated with the horizon of absolute knowledge [8]. It is
characteristic that the understanding of the classical
in its metastyle meaning — as exemplary, perfect, re-
flecting the fundamental experience of art — we find
already in Forkel's book about Bach, as well as in the
general assessment of the art of the old masters by
theorists of that time.

The tradition of the metahistorical use of the term
has a rich history. It is noteworthy, in this regard, for
example, the importance of Schubert in Schnittke's
work. It is characteristic of the exact remark of Ev-
genia Chigareva, who writes that the Schubert into-
nation for the composer is rather a certain standard,
an ethical and aesthetic reference point, and not a
specific musical given [9, p. 255].

The proportionality of the classical with the au-
thoritative tradition, the historical memory of culture
allowed this concept to become the fundamental basis
of various stylistic, genre constants in music and the
initial criterion of almost all its trends and directions.
The twentieth century confirms the importance of
the concept of a classic, and gives this status already
during the lifetime of musicians representing a wide
genre and style spectrum of art: from Schoenberg,
Shostakovich, Hindemith, Prokofiev — to recognized
masters of jazz, rock music, author's song, pop.

At the same time, the definition of classical mu-
sic is primarily addressed to the academic layer of
art — in all its aesthetic and stylistic diversity. First
of all, this is due to the high level of symbolization
of language, the concentration of archetypal thought
forms, the level of generality of musical patterns.



If the classical is defined at least in the most
general outlines, then identifying the non-classical
in music and the key principles of its existence is a
much more difficult task.

In the local-historical dimension, the non-classi-
cal paradigm is associated with the energy of break-
ing the turn of the 19-20 centuries. Further, through-
out the twentieth century and in the first decades of
the 21, the definition of non-classical remains the
main characteristic of the era.

This is confirmed by radical changes in musical
thinking (from the new organization of sound pitch,
the introduction of new musical instruments — to the
rethinking of music as such).

Among the constants of the non-classical para-
digm are the principle of the greatest resistance, de-
structive pathos, already stated in the manifestos of
futurism, surrealism, Dadaism. The actual rejection
of the transcendent mood of Romanticism and sym-
bolism, which is formulated, for example, in Jean
Cocteau's manifesto The Cock and the Harlequin
(1918), is characteristic: Enough of clouds, nebulae,
aquariums, undines and scents of the night — we
need earthly music, the music of everyday life
[10, p. 19].

A new musicality associated with the appeal to
the real sound environment is being approved. Mil-
itant Italian futurism asserts the art of urban noises
(Russolo, Marinetti, Pratella), Russian cubo-futurism
appeals to the primeval and primordial sounds, ego-
futurists are carried away by the smooth melodious-
ness of powdered, silk-rustling poetry. In the second
half of the twentieth century, the metamorphoses of
the sound image of the epoch were strengthened by
experiments of specific music (Cage, Varese), spec-
tral music (Griese, Muray).

A new organization of sound pitch caused by the
erosion of tonality (Levon Hakobyan's metaphor).
The meaning of this «break» was «the emancipation
of dissonance», overcoming the set boundaries of
tonality and the approval of individualized systems
and, above all, serial dodecaphony (Webern, Schoen-
berg, Berg, Stravinsky, etc.). Pierre Boulez, linking
the serial idea with an ever-expanding Universe,
records that in the twelve-tone music went from the
world of Newton to the world of Einstein. The idea of
tonality was based on a universe subject to the law of
universal gravitation [11, p. 45].

In non-classical music, there is a radical rethink-
ing of the traditional system of genres, which was
established by the twentieth century. In this regard,
it is interesting to compare Beethoven's bagatelles
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(1802), which became an example of classical ar-
chitectonics, with Webern's bagatelles (1911), which
recorded the avant-garde sophistication of musical
structures, as well as with the bagatelle epic by Val-
entin Silvestrov, which reflected the postlude orienta-
tion of his music and the characteristic attraction of
the composer of the late twentieth century to a new
simplicity. The genre of the unpretentious miniature
turns out to be hypersensitive to the metamorphoses
of musical thinking and reveals hidden abilities for
metamorphoses.

New musical instruments, a special text record-
ing system, increased requirements for interpreta-
tion and psychophysiology of perception — these
and many other qualities indicate the approval of a
non-classical paradigm in music. The second wave
of the avant-garde, which unfolded from the mid-
dle of the twentieth century, turned out to be dispro-
portionately more radical in relation to tradition. If
earlier events took place on the threshold (as a kind
of transitional state) and the general awareness of
oneself was on the eve, then the post-war avant-gar-
de came close fo the boundary of art and non-art.
The work of Peter Ablinger, who defines music as
a universal analyzer of reality, is symptomatic, in
the cycle of plays Voices and Piano it is embedded
in the primary elements of sound and creates acous-
tic photographs through their digital transformation
[12, p. 160].

In the metahistorical dimension the non-classi-
cal is, first of all, synonymous with the modern and
reflects the zone of search, experiment, destruction of
stability — which were present in music at different
periods of its history (suffice it to recall the harsh crit-
icism by contemporaries of the works of Beethoven,
Brahms, Liszt, Tchaikovsky, Prokofiev, later recog-
nized as classical masterpieces). The chronological
boundaries of modern music are indeterminate, the
main criterion remains the existence in the zone of
topical discussion and the ability to expand artistic
experience. The difficulty of understanding modern
art lies in its striving for the future — ambiguous, in-
definite, marked by the elusiveness of the final mean-
ing, but always attractive. The future is a minus struc-
ture, it is a continuous significance in the absence of
a certain value <...>. It is opaque precisely because
it is open. It is dark, although it does not obscure any-
thing [13, p. 284].

The twentieth century opens a special connection
between the historical and metahistorical dimensions
of non-classics: the experiment becomes a strong tra-
dition of culture [14, p. 71].
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Conclusions

Informative richness and «mutual tolerance» of
different traditions, styles, genres, techniques have
become the defining features of the modern era, for
which it is difficult to define only as non-classical.

The diversity and multilingualism of the musical
map of the world allow us to speak about an unprec-
edented synthesis of classical and non-classical — a
synthesis that allows for the simultaneous coexis-
tence of fundamentally different creative tasks, value
criteria, and mechanisms for the functioning of art.

A natural consequence of the total conjugation
of the two paradigms in music is not only the con-
stant migration of the non-classical into the classical
(which was typical for past epochs), but also the mo-
saic mixing of their features.

This makes it necessary to re-raise the question of
determining the constitutional foundations of music.
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VKasareb MyOoJIMKanuii B )KypHaJie

«AKTyaJbHBIE MIPO06/IEeMBI BBICIIIET0 MY3bIKAJIbHOTO 00pa3oBauus» 3a 2022 rop,

AHuxkeesa M. /1.
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Dedycosa A. A.

Bynviuesa E. U.
Bynviuesa E. U.
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Ban TyH
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Cepexcuna /1. A.

Cuonesa T. b.

Cuodnesa T. b.

Oco6eHHOCTY COHOPHO (DaKTyphl B TBOPUECTBE OTEUECTBEHHDIX
KOMITO3UTOPOB MocaeaHel TpeTu XX BeKa

O6pa3 agpira B pycCcKoOit iuTeparype u My3sbike XIX Beka

AHTUYHbIE PEMUHUCIIEHINY B MU(DOITO3TUKE CKYJIBIITYPbI ApUCTHIA
Maiions

TpaHchopMauys TpaAUII aHTUUHO MUGBOTIOITUKY B CKYIBIITYype XX—

XXI BexoB

AHTyaH Bypresnb: HOBoe MpouTeHKe aHTUIHBIX MU(OB

Mysbika HoranHa Ce6actbsiHa Baxa B cyab6e nmuanucTku Uky Csiomaii
Cosertckas Poccust 1920-x romoB 1m1asaMy eBpOITeiiCKUMX My3bIKaHTOB

«[Ipyroit MmaTepuas» pyccKkoi MmajepuaHbl: 0 KHure XaHca Bonnpuierepa

Mudonorema BoIbl M MOTMBBI BoM Bo Bropoii conaTe (CoHare-
danTasumn, cou. 19) A. H. Ckpsi6uua

JKusHb 1 cyzbba My3bikaHTa (K crosnetuto C. M. XeHTOBOI)

KOMHHGMEHTapHOE UCIIO/Ib30BaHMEe MY3bIKM B IpErnogaBaHu UCTOPUN

MICKYCCTB

MeTtamopd03bl aBCTPO-HEMEI[KOi CKa30UHO(aHTACTUUECKO OIepbl
1930-1940-x rofos B TBopuecTse M. Xayaspa u K. Opda

TToneBKy ¢ MICOHOM B CTUMXMpPAx G0IrapCcKOro pacresa
«Xaoc» M. CnaBeHCKM: BO3POX/AEHMe puuepKapa

dopMupoBaHMe KUTaCKOI STHOMY3BIKOJIOTUM: aKTyaIbHOCTDb U
MePCHeKTUBbI MY3bIKaJIbHOV KOMITapaTUBUCTUKY BaH I'yaHIu

K po6neme mctopusma B onepe M. IT Mycoprckoro «bopuc I'omyHOB».
Yacts 1: Conepuuk u Cynus

«CKkpurika PoTmmibaa» Kak ClokeT MUPOBOI KyaAbTypbl (CTaTbs I)

«Bynpbre M106€3HbI 06eCIeuynTh MHE MECTO B BalieM Kiacce». O
negarormueckoi gmesareabHocTu Jleounga KoraHna

O mnepBbIX egarorax Kagempbl COMbHOTrO IeHust [opbKOBCKOIT
KOHCepBaTOpUK

I/I36paHHbIe cratby Buronbaa JIIOTOCIaBCKOTO B rnmepeBogax C I10/JIbCKOTO

Bbopuca letenieBa

«OTTernenb» 1 fogeKadOHMS : HOCTAIbIMYECKME 3aMeTKM (K MyOIMKaIn

pycckoro niepeBoga kuuru B. lleddepa «Knaccuku gogekabonnm»)
«BeuepHuii moneT», Win My3bIKaJabHbIE JIMKY COL-apTa

II>xakomo ITyuyumHM B 3epKajie SIMUCTOSIPHOTO KaHpa
[TyremectBus [Ibepa JIOTH U X My3bIKaJIbHO-TeaTpalbHble
TpaHcopMaru

«Anmmyus» C. Ty6aiimynHoii: ¢JIaBOCIOBYeE B KaHpe requiem
My3bIKaIbHO-IIPOCBETUTENbCKAS TesiTenbHOCTh Ma ChilyHa

Poinb 33py6E)KHbIX MY3bIKa/IbHBIX Tpa,zmumﬁ B pa3sBUTUN HaLWIOHaJ'[I:HOf;I

CKPUIIMYHOI KynbTypbl KuTas (Ha aHI/.)

®pani JIucr. «JIeHOp»: CIOKeT, JKaHp U IpaMaTyprus MelogpaMbl
Camroan [Innc — aHMmMiicKuii MeJlIoMaH

Cepreii CIOHMMCKMIi: HpaBCTBEHHAs JOMMHAHTa TBOPYECTBA

Ponb Y. A. PyniiHa B CTaHOBJIEHUM PYCCKOM HallMOHAIbHOM BOKaJIbHOM
LIKOJBI

Me)i(Hapa)lI/II‘MaJIbHOCTb KaK KJII0ueBast 0COOeHHOCTh MbIIIIEHNS CepreH

ITpokodbera

Ne 3 (65). C. 28-38
Ne 1 (63). C. 15-23
Ne 1 (63). C. 69-73
Ne 1 (63). C. 74-78
Ne 1 (63). C. 79-83
Ne 1 (63). C. 44-47
Ne 2 (64). C. 30-38
Ne 2 (64). C. 94-99

Ne 2 (64). C. 20-29

Ne 3 (65). C. 49-55
Ne 2 (64). C. 89-93

Ne 1 (63). C. 24-29
Ne 1 (63). C. 55-61
Ne 3 (65). C. 19-27
Ne 2 (64). C. 77-88
Ne 5 (67). C. 8-14

Ne 1 (63). C. 62-68
Ne 4 (66). C. 31-36
Ne 1 (63). C. 38-43
Ne 1 (63).C.3-14

Ne 3 (65). C. 14-18
Ne 5 (67). C. 15-19
Ne 2 (64). C. 15-19
Ne 2 (64). C. 8-14

Ne 4 (66). C. 24-30
Ne 1 (63). C. 48-54
Ne 5 (67). C. 37-43
Ne 3 (65). C. 39-48
Ne 4 (66). C. 8-17

Ne 5 (67). C. 44-53

Ne 3 (65). C. 76-81

Ne 4 (66). C. 53-59

«Knaccuyeckasi» 1 «<HeK/Iaccuueckasi» My3blka: K olipefiesieHuto moHstuit N2 5 (67). C. 54-59

(Ha aHIIL.)
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Cumanosa A. H.

Cuipos B. H.
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@edycosa A. A.
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Yan Buoue TxaHe
Wrcao LI33xya, bpazuHa
H. H.

Yncoy HytoHs

IlTemcemounosa 1. M.

IlImpom A. A.

Ot Tanemsto

[puHIMITBI PA6OTHI CO CTUXOTBOPEHUSIMM AHHBI AXMaTOBOJI B
BOKaJIbHBIX ITPOM3BEIeHNUSIX aKaJeMUIeckoil 1 MacCOBO MY3bIKU

TMonbKa, MM «HeBeceas» XKM3Hb BECEJIOro KaHpa

Crenyduka BapMalMoOHHOCTH B TpeTbeM KOHIepTe JJist GOPTEIMAaHO C
opkectpom Ceprest I[IpokodbeBa

Oco6eHHOCTM CTAaHOBJIEHNST KAMePHO-MHCTPYMEeHTAIbHOTO aHCaMOJIsl B

Kurae (1916-1949)

HcTopuko-conmanbHbIii KOHTEKCT CO34aHMS BOKaJIbHOTO yKia [n
I'vanHaus «CTuXM repoeB peBOMIOLMI»: K BOITPOCY O KYJIbTYPHBIX
rapauieiM3mMax

«Pa36uThlil KyBIIMH» B. YibMaHa: onepa-6ydda HakaHyHe Tpareguu

YacToTa JIeCHOTO CTpaxa (My3bIKaJTbHOE MCCIeNOBaHMe OMHOM GbLTUYKN)

. ®epene. Hommagesquisse (2015) 17151 BUOJIOHYEIN COJIO: OITbIT
aHanM3a

KommosuTtop 1o 3yHT 1 ero KoHUepT 17151 GOopTernyaHo C OPKeCTPOM
«KpyroBopor >xu3Hu 1 cMepTu»

[IpeTBOpeHNe HAPOOHBIX TPAAULMI B TBOPUYECTBE KUTAICKOTO
KoMmmo3uTopa Bax JIncaHa Ha nipumepe COHATMHBI 1151 GOPTENMaHO

«Kurartickas pancogusi» N2 3 op. 46 XyaH AHBTYHSI Kak [lepBoe
OpUTMHAIbHOE COUMHeHMe IJIs caKcodOoHAa KUTACKOTO KOMITO3UTOPa

AHTUTe3a S13pIUeCTBA M XPUCTMAHCTBA B 6asneTax Banepust KukTh
«Bnagumup-Kpecturenb» u «AHApeit Pyoines»

ABTopckue doprenmanHbie COOPHUKY I/ feTeit B. CasimaHoBa U
I. CBupnmoBa 1 UX 3HaYeHMe IJ1s1 COBpeMeHHO (hopTenyaHHO
eJlaroTuKu

Kuraiickas pok-my3bika 1980-x rogoB u ee nuaep Lyt LI3sHb
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MPABUJIA PACCMOTPEHUA U IYBJIMKALIMU CTATEN

PemakIMOHHBIM COBET MIPMHMMAET Ha pACCMOTPEHME OPUTMHAIbHbIE, paHee Heonmy6IMKOBaHHbIE CTaThy, B KOTOPBIX COG/IOEHa TOUHOCTh TPK
UMTUPOBAHUM U YKA3aHUU UCTOYHMKA IIPU YIIOMMHAHUYM PaGOT OPYTUX aBTOPOB.

Marepuas MOXeT ObITh OTKJIOHEH J0 PelieH3MPOBaHMS B C/1yyae HECOOTBETCTBMUS TeMaTUKY MPO(UIIIO XypHala, HeIOCTaTOYHOTO0 06'beMa CTa-
ThU, MIPEICTaBAEHHO AJIs1 Ty6IMKALY U HeCOBTIOeHMS TPaBUI 0pOpMJIEHN S, @ TAKKE HAJIMYMS B PYKOMMCH HEITPABOMEPHbBIX 3aMMCTBOBA-
HUIA.

Bce cTaThy poBepslOTCS B mporpamMmme Antiplagiat ReportViewer. AGconmoTHast OpUTMHAIBHOCTH TEKCTA CTAThY OJIKHA COCTABJSAThH HE MeHee
80 %.

Penakums MpuaepXMUBAETCS JBOMHOTO «CJIEMOT0» aHOHMMHOTO TUIIA pelieH3MpOoBaHus. Bce cTaThy, moctynawinye Ajasi my6aMKagumu B Kyp-
HaJle, TIOJBepraioTcsl pelleH3MPOBaHMIO He3aBUCUMBbIMM dKCIIepTaMU. PeljeH3eHThI SIBISIIOTCS CIlelyaaucTaMy [0 TeMaTHUKe pelieH3MpPyeMbIX

maTepraoB 1 UMEIT ny6n1/11<aum[ 110 TeMaTukKe DEHEHSMDYEMOI?JI CTaTby B TeUEHME NOCIeJHUX 3 JIeT.

TpeGoBaHMUS K PYKOIIMUCSAM CTaTei, 3asiBJI€HHBIX K MyGIMKaI MU B JKypHaJIe:
Il aBTOPOB CTaTei — aCIMPaHTOB M COMCKATEJIel YyUeHOI CTeNeHy KaHUAATa HayK — 06'beM PyKoIuceit He JoJikeH npeBbimath 15000 mevat-
HbIX 3HAKOB (C mpo6eamMu), IJisk KAHIMIATOB 1 JOKTOPOB HayK — 20000 mevyaTHbIX 3HAKOB (C mpobenamu). O61uit 06'5eM HOTHBIX IPUMEPOB U
MJITIOCTPALMil B TEKCTE BKIIOYAETCS B COOTBETCTBYIOLIMIT HATleYaTaHHOMY TeKCTY AMMUT o6beMa 15000/20000 mevyaTHbIX 3HAKOB (C pobesa-
MU).
K pykonucu npunazaromcs caedyrwoujue oKymeHmol:
1) OT3BIB HAYYHOTO PYKOBOAMUTEJS (IJIS1 aCIMPAHTOB M COMCKATeIeit);
2) pelleH3MsI Ha CTAaTbhiO, B KOTOPOJT JaHa XapaKTePUCTIKa HOBU3HBI PA6OTHI, OTIPeIe/IeHO KaYeCTBO PellleHNs TIOCTaBIeHHbBIX ITPO6JIeM;
3) BBIIIMCKA U3 TIPOTOKOJIA PEIIeHNSI COOTBETCTBYIOLIETO CTPYKTYPHOTO MOApasaeneHus (kabenpsl, oTaesna u T. 10.).
TeKCT CTaThy JO/KEH GbITh TLIATEIBHO BHIBEPEH ¥ OTPeLaKTHMPOBAH aBTOPOM. CTaThby C OlleyaTKaMy M rpaMMaTUYeCKMMU OIIMOGKaMy He pac-
CMAaTpPMUBAIOTCS. PYyKOMMCY NPUHMMAIOTCS B TIEUaTHOM M 3JIEKTPOHHOM BapMaHTaX B BUIeE OJHOTO TEKCTOBOro daiia.
Cmpykmypa npedocmasJjisiemozo 8 pedakyuio mekcmosozo gatina
1. Tun craTby — Hay4YHas CTaThsl, 0630pHASI CTAThSI, peJaKI[MOHHAS CTAThsl, IMCKYCCUOHHAS CTAaThs, IEPCOHANNM, PeJaKTOpCKas 3aMeTKa, pe-
LIeH3Ms Ha KHUT'Y, PeLieH3Ms Ha CTaThlo, CIIEKTaKJIb U T. 1., KpaTKoe coobLieHue.
2. IHeKc yHUBePCabHOI AecsiTUYHOM Knaccudukaumu (YIK).
3. @amMunus, UMs, OTYECTBO aBTOPA (ABTOPOB) (IIOJTHOCTHIO) HA PYCCKOM.
4. CBefieHMs 06 aBTOpe (aBTOPax): Ha3BaHMe OpraHu3aLuu (YUIpeskAeHMs), ee NOApasaeNe s, rae paboTaeT UM YUYUTCS aBTOP (TOPOJ, U CTpa-
Ha), MUMeJiJ aBTopa.
5. Ha3zBaHMe cTaThy CTPOUHBIMY GYKBaMM (IUPUGT: KUPHBIIT; BBIpaBHUBAaHUE: 0 LIEHTPY)
6. AHHOTaIMS CTAThy Ha PYCCKOM SI3bIKe, OTPayKaloIllas akKTyaJbHOCTb, LieJIb, MaTepyUabl UCCAENOBAHMSI, €r0 Pe3y/IbTaThl ¥ BBIBOJbI, COOTBET-
CTBYIOIAS COAEPKaHNIo paboThl. O06beM TeKCTa aHHOTAL MM TOJIKEH COCTaBasTh 150-200 ciioB.
7. KnroueBble cjioBa — OT 5 10 8, oTpakamuie 0CHOBHOE COJepPKaHMe CTaThy, ee peJMeTHYI0, TepPMMHOJIOrMYeCcKyo 06s1acTb. He MCIONB3YIOT
060011eHHbIe ¥ MHOTO3HAYHBIe CJIOBA, 8 TAKKe CJIOBOCOYETAHMS, COepsKallyie IPUIacCTHbIe 060POTHI
8. CBemeHMst 06 MCTOUHMKE PUHAHCUPOBAHMS CTAThU
9. Tum cTaTby Ha aHIJIUIICKOM SI3BIKE.
10. ®amunus, uMsi, OTYECTBO aBTOpPa (ABTOPOB) (MIOJTHOCTHIO) HA AHIVIUIICKOM.
11. CBegmenusi 06 aBTOpE (ABTOPAX): Ha3BaHMe OpraHMU3aL MM (YUPEXKIEHNS), ee oA paseeHus, rae paboTaeT UK yUUTCS aBTOD (TOPOX, 1 CTpa-
Ha) (Ha aHIJIMIACKOM $I3bIKe), MMeIiJ aBTopa.
12. Ha3BaHMe CTaThby CTPOYHBIMY GYKBaMM (LIPUGT: )KMPHBIN; BbIpaBHMBAHME: 10 EHTPY) Ha aHIIMICKOM SI3BIKE.
13. AHHOTALMS CTaTby HA AaHIJIMIICKOM S13bIKe, OTPakalollasi akTyaJbHOCTD, LieJIb, MaTepyaJsibl MUCCIeJOBAHMS, €r0 Pe3y/IbTaThl M BBIBOJbI, COOT-
BETCTBYIOLIAs COePKaHMIO pa6oThl. O6beM TEKCTA AaHHOTALIMU NOJIKEH cOCTAaBIATH 150-200 cJioB.
14. KiroueBble €JI0BA HA aHIVIMIICKOM — OT 5 710 8.
15. CBenmeHMst 06 UCTOUHVIKE (QMHAHCUMPOBAHMUS CTAThU (HA AHTJIMIICKOM SI3bIKE).
16. TekcT cTaTbMU.
17. lIpumeyaHusi.
18. CriucoK MCTOYHMKOB. Bubanorpaduyeckue 3anmucu B IepeyHe UCI0Ab30BaHHO IMTePaTypbl HyMEPYIOT ¥ PACIIONaraloT B IOPSIAKE [UTUPO-
BaHMS UCTOUHMKOB B TeKcTe ctaThy (o TOCT P 7.0.5-2008).
19. References (o cranmaprty "Harvard").
20. Undopmanus 06 aBTOpe (aBTOPax): yueHble CTEIIeHb 1 3BaHMe Ha PYCCKOM ¥ aHIJIMIICKOM SI3bIKaX.
21. B KOHIle TEKCTa YKa3bIBaeTCsl KOMMYECTBO HEOOXOAMMBIX 9K3eMIUISIPOB JKypHaaa U CIoco0 JOCTAaBKY (IIOUYTOBBIM OTIIPAaBIE€HMEM (B 3TOM
cJy4yae yKasbIBaeTCs IOYTOBbIN aJipec C MHIEKCOM), CAMOBBIBO30M).

Pyxkomnuch ¥ CONPOBOAUTEIbHBIE JOKYMEHTHI B 3JIeKTPOHHOM BapyaHTe HAllPaBJ/ISIOTCS 110 afApecy 3JIeKTPOHHO MOYTHI:
nngk.izdaniya@yandex.ru
INeyaTHBIV BAapMaHT PYKOMNUCY IIOAIINCBIBAETCSI aBTOPOM (aBTOpPammu),
yKa3bIBaeTCs aTa ¥ BMeCTe C COPOBOAUTENIbHBIMMY JOKYME@HTaMy OTIIPABJISIETCS B pelaKIMIO [0 ajipecy:
Hwuxkeropoackas rocygapcTBeHHasi KOHcepBaTopusi uM. M. U. I'nuHky,
uU3gaTeabCKUI OTHE.
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