Hanroempauus Ha 06a0xcke — K. [lIBenuHrep MotaaIiui.
Konrepr (710 1903). ®parmeHT




O ZKYPHAJIE

Kypnan «CoBpeMeHHbIE MPOOJIEMBI
MY3bIKO3HAHUS» — CEeTeBOE 3JIEKTPOHHOE
IIEPHUOANYECKOE PEIEH3UPYEMOE HAyUHOE
nsnanue. Ero yupegurens — @enepanbHoe
rocyZlapcTBeHHOe OroKeTHOe o0pa3oBa-
TeJIbHOe yupexJieHne BBICIIIETO
obpazoBanus «Poccuiickas akazeMus
MY3bIKU IMEHH ['"HECUHBIX».

[IpobnemaTuka  cratedl  JKypHaja
CBA3aHA C AaKTyaJIbHBIMU BOIIPOCAMH
MYy3bIKO3HAHUSA, HCTOpPHEd U Teopuen
MY3bIKaJIbHOTO HCIIOJTHUTEJIbCTBA,
COBPEMEHHOU MY3bIKAJIbHOW  II€Jiaro-
TUKOU, METOJI0JIOTHEH W COOTBETCTBYET
CIIELIMAJIBHOCTHU 17.00.02 — My3bIKaJbHOE

HICKYCCTBO.
AKypnan  Takke = OpUHHMaeT K
nyOJMKaMy ~ HAyYHbIE  CTaThbU IO

MarepuajiaM JIOKTOPDCKMX U  KaH/U-
JIATCKUX JIUCCEPTAIHM, IMepeBOAbl paboT
3apy0eXHBIX YUYEHBIX U KOMMEHTAapUU K
HUM, pelleH3Ud Ha HOBblE KHUTU O
My3bIKe, TH)OPMAIUIO O TOTOBAIINXCA U
MPOIIE/IIITUX HAYIHBIX MEPOTIPUATHAX.
IlepuoauuHOCTD XKypHasia — 4 pasa B
TOJI.
ISSN: 2587-9731
W3/anre 3aperucTpupoBaHoO B
Poccuiickom mHIeKce HAyIHOTO
nutupoBanus (PYTHI)

NHOOPMAIINA
Ob U3SJATEJIBCTBE

Yupenuresb U U3aaTesb )KypHaIA
«CoBpemMeHHBbIe  MPOOJIEMBI  MY3BIKO-
3HaHuA» — @enepasibHOE roCyzap-
CTBEHHOEe OO KeTHOe 00pa3oBaTeIbHOE
yupexxieHrue  BBICIIEr0  00pa3oBaHUA
«Poccuiickadg akazemMus My3bIKU UMEHU
I'HecuHBIX».

121069 Mocksa, yi1. [loBapckas 1. 30—36

Tesneon: +7 (495) 691-15-54
daxc: +7 (495) 691-15-54
mailbox@gnesin-academy.ru

ABOUT THE JOURNAL

Contemporary Musicology is a
peer-reviewed open-access online journal
founded by the Gnessin Russian Academy
of Music, a Federal State Funded
Institution of Higher Education.

Our journal addresses important
trends in musicology, music theory, music
performance, and music pedagogy, and
meets research specialty 17.00.02 -
Musical Art. We accept submissions in
Russian and in English of the highest
quality from scholars all over the world.

We also accept scholarly papers by
advanced graduate students based on their
thesis materials, as well as translations
and annotations of works by foreign
authors, reviews of new editions on music,
and information about future or past
conferences and events.

The journal is published four
times per year.

ISSN: 2587-9731
The journal is registered in the Russian
Index of Scientific Quotations

INFORMATION
ABOUT THE PUBLISHER

The founder and publisher of
Contemporary Musicology is the Gnesins
Russian Academy of Music, a Federal State
Funded Institution of Higher Education.

30—36 Povarskaya street 121069 Moscow,
Russia
phone: +7 (495) 691-15-54
fax: +7 (495) 691-15-54
mailbox@gnesin-academy.ru



PEAJAKIIMOHHAA KOJIJIETUA

BaabkoBa Bepa bBopucoBHAa, JOKTOP HCKYCCTBOBeJlEHUs, Mpodeccop
kadenpsl ucropuu My3bsiku (PAM umenn I'necunnix, Mocksa)

Bepmaiiep Auapeac (Andreas Wehrmeyer), 7okTop HayK, IpHUBaT-/I0OLEHT
My3bIKOBeIeHUsT B YHuBepcutere PereHcOypra, pgupektop Sudetendeutsches
Musikinstitut (Perencoypr, ['epmanust)

I'epBep JIapuca J/IbBOBHA, JIOKTOP UCKYCCTBOBeJIeHUs, Mpodeccop Kadeaphl
aHAJIMTAYECKOTO My3biKo3HaHUs (PAM nmenu ['Hecurbrx, MockBa)

I'ynaaunkas Haranea CepreeBHa, JJOKTOP UCKYCCTBOBEJIEHUsA, ITpodeccop
kadeapsl Teopun My3biku (PAM nmenu ['HecuHbix, MOCKBa)

Aynar-AneeB Bagum PoOepToBHUY, JOKTOpP WCKYCCTBOBEIEHUS, 3aB.
kadepol uctopuu My3blku KazaHCKOU rocyiapcTBeHHOUM KoHcepBaTopuu nmMenu H.T'.
’Kuranosa (Kazaun)

Ayinosa ExarepunHa HukoJjiaeBHa, JOKTOP HUCKYCCTBOBeZeHUs, IIpodeccop,
pekrop (bemopycckas rocy/lapcTBeHHasA aKaieMust My3bIku. MUHCK, Besiopyccust)

Kupnapckaa J/luHa KoHCTaHTHUHOBHA, JOKTOD  HCKYCCTBOBEJICHUS,
rmpodeccop, IPOPEKTOP 0 HAyIHOU paboTe U CBA3SAM C 001ecTBeHHOCThIO (PAM nmeHu
I'Hecunbpix, MockBa)

Haymenko TarbsaHa HBaHOBHA, JIOKTOP HMCKYCCTBOBeAeHUs, mpodeccop,
3aB. kadeapoii Teopun My3biku (PAM nmenu ['Hecunbix, MockBa)

PeoxkuHckuii  Asnekxcanap — CepreeBud, JOKTOD — HCKYCCTBOBEJIEHUS,
npodeccop kadeapbl XOPOBOTO AUPHIKUPOBAHUSA, IMPOPEKTOP IO CTPATETHYECKOMY
Pa3BUTHUIO TPOGECCHOHATTBHOTO MY3bIKAJILHOTO 0OpazoBanuio (PAM nmeHu ['HeCHHBIX,
MockBa)

CupneBa TarbssHa bBopucoBHa, 1OKTOp KyJIbTypoOJIOTHH, IIpodeccop,
IpopekTop mo HayuyHoul pabore (Hukeropozackas rocy/iapcTBeHHas KOHCEPBATOPUSA
numenu M.U. I'imuuku, Huxkauit HoBropopn)

Xanunanos Masaap /lamupoBud, JOKTOP HayK, mpodeccop (KoHcepBaTopust
[Mubomu, YauBepcuteT uMm. />xoHca XonkuHca, baaxtumop, CIIIA)

IHaperpaackaa Tarpana BiaauMupoOBHA, JOKTOP HCKYCCTBOBEJICHUS,
npodeccop kKadeapsl aHATUTAYECKOTO My3biko3HaHUsA (PAM wumeHu ['HecUHBIX,
MockBa)

10911 ®ummn (Philip Ewell), 1oxkTop Hayk, accouuupoBaHHbIN npodeccop
teopun My3biku (XaaTep Kosuemxk, Cutu Yausepcuret, Hpro-Hopk, CIITA)



EDITORIAL BOARD

Vadim Robertovich Dulat-Aleev, Doctor in Art Studies, Head of Music
History Department at Kazan State Conservatory named after N.G. Zhiganov (Kazan,
Russia)

Ekaterina Nikolaevna Dulova, Doctor in Art Studies, Professor, Rector of
Belarusian State Academy of Music (Minsk, Belarus)

Philip Ewell, PhD, Associate Professor of Music Theory at Hunter College, City
University of New York (USA)

Larissa Lvovna Gerver, Doctor in Art Studies, Professor of Analytical
Musicology Department at the Gnesins Russian Academy of Music (Moscow, Russia)

Natalia Sergeevna Gulyanitskaya, Doctor in Art Studies, Professor of the
Music Theory Department at the Gnesins Russian Academy of Music (Moscow, Russia)

Ildar Damirovich Khannanov, Ph.D., Professor at Peabody Conservatory,
Johns Hopkins University (Baltimore, USA)

Dina Konstantinovna Kirnarskaya, Doctor in Art Studies, Professor, Vice-
Rector for scientific work and public relations at the Gnesins Russian Academy of Music
(Moscow, Russia)

Tatyana Ivanovna Naumenko, Doctor in Art Studies, Professor, Head of
Music Theory Department at the Gnesins Russian Academy of Music (Moscow, Russia)

Alexander Sergeevich Ryzhinsky, Doctor in Art Studies, Professor of the
Choral Conducting Department, Vice-Rector for Strategic Development of Professional
Music Education at the Gnesins Russian Academy of Music (Moscow, Russia)

Tatyana Borisovna Sidneva, Doctor in Art Studies, Professor, Vice-Rector for
Research at Nizhny Novgorod State Conservatory named after M.I. Glinka (Nizhny
Novgorod, Russia)

Tatyana Vladimirovna Tsaregradskaya, Doctor in Art Studies, Professor of
Analytical Musicology Department at the Gnesins Russian Academy of Music (Moscow,
Russia)

Vera Borisovna Valkova, Doctor in Art Studies, Professor of Music History
Department at the Gnesins Russian Academy of Music (Moscow, Russia)

Andreas Wehrmeyer, Ph.D., Privat-Docent of Musicology at the University
of Regensburg, Director of the Sudetendeutsches Musikinstitut (Regensburg, Germany)



CoBpeMeHHbIE IPOGIEMbI My3bIKO3HAHU A
Contemporary Musicology

3/2019

COAEPXKAHUE

CTAPUHHAA MY3bIKA

Jana AnexcannposHa Harvna
KAHP KOHIUEPTHOU CUM®OHNU
B TBOPUECTBE 'AVJITHA Y1 MOLIAPTA.......eeeeeeees 2

TEXHUKA MY3BIKAJIbHOM KOMITIO3UITUU

Bepa bopucosna BasibkoBa

NMHTOHAIMOHHBIE MOJEJI

H.A. PUMCKOI'O-KOPCAKOBA

B MY3LIKE C.B. PAXMAHUMHOBA.......ccccoiiiiiiiiiiiiiiiiiiiiiiiieieeeeeeeeeeeeee 24

Hpuna CepreeBHa 3axap0OeKkoBa

PABEJIb-APAH>KVPOBIIMK: K BOITPOCY O

PABOTE KOMIIO3UTOPA HAJI ®OPTEIIMAHHBIMU

N OPKECTPOBBIMU TPAHCKPUIILNAMMH ......ccovveeeriirinneaereennnnnnnn. 44

Isabel Pina (I13a6enb I1uHa)

A RUSSIAN WAY OF DEPICTING TRUE PORTUGUESE
TRADITIONS? ALENTEJO SUITE NO. 1 BY LUIS DE

FREITAS BRANCO AND ITS CONNECTIONS WITH

INTEGRALISMO LUSITANO ......oooooeeeeeeeeeeeeeeeeeeeevee s s sses s 73

IOua UBanoBHa Aruniesa

OOKCTPOT IJI1 OPKECTPA

« KAHYHUHPAB,Z[HI/IKA CB. ®°OMBEBI »

II.M. I3VBUCA: MOJIVTBA NJIN @APC? ..o 92
MY3BIKAJIBHBIN TEATP: BOIIPOCHI UCTOPUU

Kiril Tomoff (Kupu TomoB)
ITALIAN OPERA IN STALIN’S SOVIET UNION ....coovvviitiieeeeeeevennnnnn. 107

CBEAEHNA Ob ABTOPAX 1 AHHOTAILINMN..........cccovviiiiiiiieennne. 150

-



CmapuHHas my3vika

c — O @2_—>

Jlana Anexcanoposna Hazuna

KAHP KOHHEPTI—!OfI CUMP®OHUUN
B TBOPYECTBE I'A/IHA 1 MOITIAPTA

CI/IM(l)OHI/IH KOHYEpTaHTe, WU KOHIlepTHasi cuMdoHus (UT. sinfonia

concertante wiu concertata, dp. symphonie concertante) — O{uH U3 TE€X My-
3bIKAJIbHBIX ?KAaHPOB, K KOTOPOMY YueHble oOpaliiatoTes HeuacTo. Tpaaunus
ero U3y4eHUsI CJI0KUIach JIUIH 3a PyOeKoM, HO U HallMCaHHbIe paOOTHI T0-
CBAIIEHbI, B OCHOBHOM, CUM(OHUAM KOHKPETHBIX aBTOPOB, PeKe — HAI[UO-
HAJIBHBIX LIKOJI. 9TO, HanpuMmep, aucceprauuu A.Jl. Ilapcesia o koHLIEpT-
Hbix cuMdonuax Jx.M. Kamounu [15] u K.-10. Kuma [13] o counHeHUsIX
K.-b. JlaBo, naBHsAsa kHura ®. Bajapikupxa 0 MaHTEMMCKUX KOHUEPTAHTE
[20]. NadopMaiuio 06 00Iel UCTOPUU U TIO3TUKE KaHPa MOKHO U3BJIEYD,
B OCHOBHOM, U3 OT/I€JIbHBIX CTaTeH — 371ech 0c00asi POJIb MPUHAJJIEXKUT TPY-
nam b. bpyka u 7K. I'pubencku [7; 8].

OTteuecTBEHHbBIE aBTOPHI JIOJITOE BPEMS ITPAKTUUECKH He 00pallaanuch
K KOHIIEPTHBIM cUMQOHUAM. JIUIb B MOCJAEeTHNE TOAbl ATOT *KaHpP Haual
dburypupoBaTh B eJUHUYIHBIX paboTax. HazoBeM, mpek/ie BCEro, TPETUH TOM
moHorpaduu JI.B. Kupuinunon «Knaccuueckuil ctuib B My3bike XVIII —
Hauasa XIX Beka», rae cuM@oHUA concertata Ha3BaHa B KAUECTBE OTHOU U3
IIPOU3BOHBIX OAPOYHOTO0 concerto grosso [2, 323], paboTy aBTOpa 3TO cTa-
ThU O «CBOEM» U «Yy:KOM» B KOHIepTHOU cumdonun B.A. Momapra
KV 363/320d [3], kauguaaTckyio auccepranuio A.B. JIBOpHUIKOI, B KOTO-

pOU IIOIYEePKUBAETCA IeHTPaJbHOE MOJIOKEeHHEe KOHIEPTHOU cuM@OHUU
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Cpeild OPKECTPOBBIX >KaHPOB B My3bIKEe MaHTeUMIIEB [1, 106], U CTAaThIO
I1.b. ITogMa30BoM, MOCBSAIIEHHYI0 KOHIIEPTHOU cUMGOHUN B TBOPYECTBE
dpanysckux komno3dutopos XVIII crosetus [5]. Mexay TeM, B KJlaccuye-
CKYI0 3I10XY OBLJIO CO3/JaHO HECKOJIBKO COT IPOU3BEEHUN B 3TOM KaHpe (co-
rJ1acHO MaHHbIM bpyka u ['pubeHckH, Bo BTopoi nmosioBuHe XVIII — Hauane
XIX Beka 6oJiee JBYXCOT KOMIIO3UTOPOB HAIIKCAJIM OKOJIO 570 COUYMHEHUH,
MMEIINX ClIeuaTbHble HaUMeHOBaHUsA ‘symphonie concertante’; ‘sinfonia
concertante’ mim mpocto ‘concertante’ [7]), a B HEKOTOPBIX €BPOIIENUCKUX pe-
THOHAIbHBIX TPAJUIIUAX STOT TUII COUMHEHUSI Ha OJITOE BPEMs OIIPEEIIIII,
Kak ObI CKa3aJIu CerofiHsl, MEMHCTPUM MY3bIKAJIbHO-KOHIIEPTHOU KYJIbTYPBHI.
[ToaToMy, KOHEUYHO, KaHp TpebyeT caMoro MPUCTAJILHOTO BHUMAHUSA yue-
HBIX.

Yro Takoe cuMmdoHusa koHUepTaHte? O4eBUHO, UTO B CAMOM 5TOM
TEPMUHE COEAUHAIOTCS JBa MOHATUSA, OTChIAIOIINX K CUM(MOHUYECKOMY U
KOHIIepTHOMY kaHpaM. OJlHaKO CIpaBOYHbIE U SHITUKJIONIEAUYECKUE U3/ a-
HUS Pa3JIMYHO OOBSACHSIOT €r0 IIPUPOTY.

OOGBIYHO B KaUeCcTBE OJIHOTO U3 CAMBIX IEPBBIX YIIOMUHAHUU O KOH-
1ePTHOM cUM(MOHUYN Ha3bIBAIOT COOTBETCTBYIOINIYIO CTaThI0 B My3bIKaJIbHOM
nexkcukoHe I'.K. Koxa 1802 ropna (tak, JI. PaTHep ccbliaeTcs mpeskze BCero
Ha Hero [17, 290]). Oqnako bpyk u I'pubeHCcKH yka3bIBaOT U Ha OoJiee paH-
HUe UCTOUYHUKH. Tak, y’ke B HOBOM uznaHuu tpakrara M.A. lllaiitbe «Kpu-
Trdeckui My3bIkaHT» («Der Critische Musicus», 1745) B KOHIle pa3ziesia, I1o-
CBAIIEHHOTO KaHpy cCUM(MOHUU, MOABJIAETCA paccyk/eHue o CuM@pOHUIX ¢
KOHIIEPTUPYIOIUMH HHCTpyMeHTaMHu («Synphonien mit concertierenden
Instrumenten»), win kKoHUEPTHBIX cuMpoHUAX («concertierende Synpho-

nien»). Illaii0be mmumIeT:

ITockobKY, KaK U3BECTHO, CMM(MOHUS IIPEICTABIISET COOON HEUTO NHOE,
yeM cOOCTBEHHO MHCTPYMEHTAJIBHBIN KOHIIEPT, TO KAYKBIH MOXKET OYEHD
JIETKO MPEIIOJIOKHUTH, YTO B KOHIIEPTHOU CHMMOHUY KOHIEPTHPYIOIHAE
WHCTPYMEHTHI HA B KOEM CJIydae He MOTYT YepPeIOBAaThCS TEM K€ CAaMbIM
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cnocoboM, Kak B OOBIUHBIX KOHIepTax. CiefoBaTeIbHO, 3TH HHCTPY-
MEHTBI JIOJKHBI BBIZIETATHCA TOJIBKO MHOT/IA HECKOJIBKUMH II€BYUHNMU
npeaioxeHuAMU. OHU OJKHBI TOABJIATHCS JIUIIL KaK Oy/ITO U3/1aieKa
U MIPE/ICTABJIATh cOO0M MCKYyCHOE uepefoBaHNe SAPKUX MObeMOB. OHU
MOTYT TaKKe HEJI0JITO UTPATh CAMOCTOATETHHO, a 3aTEM BBIJEIATHCA He-
MHOTO 00JIbIIIe, YeM APYTHE YIACTBYIOIIE HHCTPYMEHTHI [18, 629].

C/103KHO CKa3aTh, O IPOU3BEJIEHUIX KaKuX aBTOpOB ropoput Illatibe,
TIOCKOJIbKY B €TI0 TEKCTE HET HU OZTHOU (haMUJINU, OJTHAKO, YUUTHIBasI TOJI BBI-
X071a B CBET BTOPOTO M3/]aHUs TpaKkTaTa « KpUTUUECKU My3bIKAHT», MOKHO
MIPEITIOJIOKUTD, UTO, JINOO OT/AEJIbHbIE COUMHEHHUS B KaHpPe KOHIIEPTHOMU
cuMMOHUH y3Ke CyIIECTBOBAIH 10 1745 roja, nbo [1latibe obpaTmit BHUMAa-
HUeE Ha HEKYIO TeH/IEHITHIO, CBA3aHHYIO C YBEJITUUEHUEM POJIU COJTUPYIOIIUX
WHCTPYMEHTOB B paHHel cuMmdonun. Ho, B 11000M ciryuyae, B €ro xapakre-
pUCTHKe 0003HaUe€Ha OUEeHb OIpe/ieIeHHAasA TO3UIUA — IOHMMaHue KOHUep-
TaHTe Kak cumg@oHuu c 1ob6aBieHeM KOHIEPTUPYIOIINX UHCTPYMEHTOB.

[To nabmogenuto bpyka u I'pubencku, Bo ®paHiiuu ofHUM U3 TIEP-
BBIX MY3BbIKAHTOB, YIIOTPEOUBIIINX 3TOT TEPMUH, CTaJl KOMIIO3UTOP U JIUTE-
patop H.9. ®pamepu, ubs 3aMeTKa 0 HOBOM SIBJIEHUU B MaPUKCKON MYy3bI-
KaJIbHOU *KM3HU NOSABUJIACH B «Journal de musique» B 1771 roxy. B Helt ®pa-
MepU «IIPU3BaJI MY3bIKAHTOB 3aMEHUTh “CKyUYHbIE COHATHI M “CIMIIKOM
JIOJITHE KOHIIEPTHI “HOBATOPCTBOM KOHIIEPTHBIX CUM(MOHUN~ — UIeaJTbHOTO
»kaHpa 71 Concert Spirituel, kKoTOphIil UMeeT B CBOEM paclOpsKEHUH ca-
MbBIX TAJIAHT/IUBBIX BUPTYO30B» [IIUT. 1MO: 7]. ®pamepu NPUHAJIEKUT U
KpaTKOe OIMCAaHUe KOHIIEPTHOU cUM(OHNU B My3bIKQJIbHOM pazzesie «Me-
TOAUYECKON DHITUKJIONEAUN», Ha/l KOTOPhIM OH paboTajl B COAaBTOPCTBE C
koMno3utopoMm u Teopetukom K. K. e MomuHbu. B mepBom TOMe 3TOTO 13-
JIAaHUA 1791 TO/la BBIIMYCKa COAEPKaTCA /IBe KpAaTKUe 3aMeTKH I10J] OAUHAKO-
BbIM HaszBaHueM «Concertant» (¢pp. «KOHIEPTHUPYIOMIUI», TaKKE MOKHO

IepeBecTU KaK «KOHUEpPTaHTe» ). B 1iepBoil N3 HUX IPUBEEHO ONPe/ieIeHNe

1 31ech U Jjajiee IepeBo/ aBTOPA CTAThH.
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aToro TepmuHa 1o ciopapio JK.-2K. Pycco, moHUMAIOIIETO IO/ STUM CJI0BOM
COJIMPYIOIIYIO ITAPTUIO B IIbeCE U KOHIEPTE, OTJIMYAIOIILYIOCH OT XOPOBOTO
3ByuaHus [9, 298]. Bo BTopoii 3ameTke yxke cam ®pamepu obOparaeT BHU-
MaHHEe Ha TO, YTO CMBICJI, KOTOPBIA IIpHUAaBaj CJIOBY «concertant» Pycco,
ycTapes, U CerofHs OHO YIIOTpeOJsieTcs B CBS3U C JIDYTUM IMOHATHUEM —
«symphonie concertante» («xoHIepTHOH cuMdoHUeLi»). KoHllepTHas ke
cuMdoHMsI, OYKBAIBLHO, — «Ta, B KOTOPOU MOTHUB BEJIET TUAJIOT MEXKAY JBYMSI
WIN OOBIINUM KOJIUYECTBOM MHCTPYMEHTOB. [IpUHATO TOBOPUTH O TPUO- U
KBapTeTe-KOHYEPTAHTO, YTOOBI OTJIMYUTD UX OT TeX, I'Jle eCTh TOJBKO OJTHA
COJIMpYIOIIas MapTHs, a OCTaJbHble aKKOMIAHUPYIOT» [P. 208—-299]. Cym-
MUpPYs BbICKa3bIBaHUsA (PAHIy3CKOTO MY3bIKAaHTA B JBYX HCTOYHUKAX,
MO>KHO TIOHATD, UTO €r0 OTHOIIIEHNUE K KOHIIEPTHOU CUM(OHUHU OTINYAETCSA
ot MmHeHus [laitbe: ®pamepu roBOpUT He 0 CUMPOHUM, a O BUPNYO3HO-KOH-
UepmHOM HcaHpe.

Omnpenenenue Koxa mosiBUIOCH TOT/IA, KOT/IA KaHP UMeJI YKe J|aB-
HIOIO Tpaaunup. HeMmenkuili TeopeTUK W KOMMIO3UTOP HOHUMAaeT IIOJ
«Sinfonia concertata» «cuM(MOHUIO C Pa3IMYHBIMUA OOJIMTaTHBIMU UHCTPY-
MEHTaMU, KOTOpble NHOT/IA MOKHO YCJIBIIIIATh HE TOJIBKO BO BCTaBJIEHHBIX
TIpeJIOKEHUAX, HO TaKKe U B IeJIbIX IIePUOJiax — CJEAYIONUX APYT 32 JIpy-
T'OM MJIM OOBbEIUHEHHBIX» [14, 1385]. B sanuxiaoneauu I'. Illuimuara (1835)
oIpejieieHNe KaHpa O4eHb Ioxoke Ha GopmyaupoBky Koxa, a 9. bepHc-
nopd (1861) u BoBce MOTHOCTHIO TlepenuchiBaeT ero y lllumHra /11 cBo-
€ro JIEKCUKOHA (He CChLIasCh — B TO BpeMs MoA00Has MpakTUKa O6blIa B MO-

psizike Beleit). IIpuBezieM rmepeBoy; co CChIKAMU Ha 000UX TEOPETUKOB:

CumdonHUsa KoHUEpTaTa WX KOHIEPTUpyoIias cuMGOHUSA — 3TO CUM-
oHusA ¢ pazIUIYHBIMU OOJIMTAaTHBIMH TOJIOCAMHU, KOTOPbIE KOHIIEPTH-
PYIOT He TOJIBKO B €IUHUYHBIX CJIy4asX BO BpeMs OT BpeMeHU BKpaIjieH-
HBIX MeCTaX, HO IOBCEMECTHO, U UX MOYKHO YCJIBIIIATD TO IIOIEPEMEHHO,
TO B COE€JIMHEHUH C IEJIBIMU MIEPUOJIaMHU [19, 552], [6, 682].
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Yl ompeneneHnss HEMEIKUX aBTOPOB, M caM (aKT pa3MeIleHUs HUH-
dbopManu 0 KOHUEPTAaHTE B CTaThAX, IOCBAIMIEHHBIX CUM(MOHUM, HABOIUT
Ha MBICJIb O IOHUMaHHUHU €r0 KaK pa3Ho8UOHOCTMU CUMPOHUHUECKO20 NPOU3-
gedeHus.

[Tocste 6OJIBITIOTO TIEpepPhIBa HOBOE OIIpe/iesiIeHre, 0oyiee pa3BepHY-
TYIO U, K TOMY 7K€, CIIEITMaJIN3UPOBAHHYIO CTAThIO O CUM(POHUN KOHUYEPTAHTE
yAaJI0Ch OOHAPYKUTH B 11-M U3JaHUU PUMaHOBCKOTO CJIOBapPsl, BBIIIEAIIIEM
B 1929 rojy B nepepaboTke A. duHIITeliHA [12]. B 3TOM cTaThe coepKuTcs,
10 BCel BEPOSTHOCTH, OJJHA U3 CAMBIX PAaHHUX MOMBITOK 3arJITHYTh B HCTO-
PUIO KaHpa, HAUMHAS OT €r0 HCTOKOB; KPOME TOTO, IIEPEUNCIAIOTCS HEKOTO-
pble aBTOPBI, KOTOPbIEe Pa00OTAIH B JKaHPE KOHUEPTAHTE, ¥ KOTOPhIE OOOIILITH
€ro CTOPOHOM:

CuMmboHMsA KOHUEPTAHTE — Ha3BaHUE, I10J] KOTOPBIM IIPOJIOJI?KAETCS [1C-
TOPUsA] KOHUEPTO Tpocco IOcjie CTUJIEeBOr0 M3MeHeHUs 1750 roja, a
MMEHHO OPKeCTpOBOe IIpOU3Be/leHUEe C HEeCKOJIbKHMHU KOHIIEPTHUPYIO-
UM WHCTPYMEHTaMU, HaJ[eJICHHBIMU BHUPTYO3HBIMH coJi0. OJHAKO
dopma C.[umbonnu] k.[oHUepTaHTe] BIIOJIHE TPUMBIKAET K CUMMOHUH,
KaKoU ee co3manu MaHredMIlbl. [locieanne KoHUepTH rpoccu (B cTapoM
CTHJIe KOpeJIJINEBCKOH 3II0XU) II0 BPEMEHU MOIJIN, BEPOSTHO, UCUE3HYTh
C IepBBIMU KOHILIEPTHBIMHU cUMOHUAMU. Bee ke CTOUT MOJUEPKHYTD,
yto Mor. Cramuly nucaja TOJIbKO CKPUIINYHBIE KOHIEPTHI (B CTAPOKOH-
1epTHOU opMe) U HUKAKUX KOHUYEpPTaHTe; He OOHAPYKUBAIOTCSA KOH-
yepraHTe Takxke cpeau cuMdponuii @p. Ke. Puxrepa u ®@uibna; y Xoabli-
6ayspa u Toecku OHU HOABJAIOTCA BIEPBBbIE COBCEM IO3/IHO. ['J1aBHbBIE
aBTOphI cuMdoHuil koHuepranTe — Kaps Cramun u K. Kannabux, oco-
OeHHO TepBbIH (26 KOHIIEPTHBIX CUM(OHU, TTIABHBIM 00Pa30M C JIByMs
CKPUIIKaMH WJIH cO CKpUIKOU U aibToM [ Kaps Cramur 6611 aIbTUCTOM-
BUPTY030M ], TAK>Ke CO CKPHUIIKOH, aJTbTOM, BHOJIOHYEJIBIO B KAUeCTBE CO-
JINPYIOIINX UHCTPYMEHTOB, O/lHA ¢ KOHIEPTUHO I CKPHUIIKU, T0004,
BaJITOPHBI U (parora); Taxke u aian otaan aanb C.[umbonum] k.[oH-
yepraHTe] B cBoux Tageszeiten-cuMbOHUSAX, U ellle 3aMeTeH CJie/l KOH-
IEPTUPOBAHUSA B COJIO €ro JIOHJOHCKUX cuMdonuid. Ilocienusas Hamu-
caHHasA CUM@OHUS KOHUEpTaHTe — JBOWHOU KOHIepT bpamca op. 102

[12, 1797-1798].

Urak, kpatkue popmynmnpoku XIX Beka — Koxa, [llunnunra, beps-
cropda — Mo/luepKUBAIOT JBOMCTBEHHOCTD YKaHPAa KOHUEPTAHTE: CUMPOHUS,
HO C coaupyrwumu uHcmpymenmamu. Pa3sepHyToe omnpezesieHue DUH-

IIITENHA, IOSIBUBIIIEECS Ha UCXO0/ie TTepBOU TpeTu XX CTOJIeTHs, pacCTaBJIseT
6



CmapuHHas my3vika

JIpyTye aKleHThl. BBIBOAS UCTOPUIO KOHIIEPTHON CUMMOHUU U3 KOHUYEPTO
rpocco, OH JIeJIaeT YIop Ha ee cum@oHuueckou cywHocmu. [Ipu aTom yue-
HBIU IIO/TUYEPKUBAET TATOTEHNE KOHUEPTAHTE K MAHT€MIMCKON MOJIEJIU CUM-
goHMH, KOTOpAsA, XOTA U COAEPKUT BUPTYO3HBIE (DUTYPHI X OCTPOBKH COJIO,
BCe JKe SIBJISIeTCA, IIPeK/ie BCET0, OPKECTPOBOU KOMIIO3UIHEMN.

He ci10xmiioch eIMHOTO MHEHUS B ONPeJIeJIEHUH CyIITHOCTH KaHpa U
y COBpPEMEHHBIX aBTOpPOB. bpyk u 'pubeHcKkM paccMaTpUBaOT CUMOOHUIO
KOHYEpPTaHTe KaK KOHIIePTHBIN jKaHP. YKa3bIBasl HAa Pa3IUYHbIE COCTABBI U
TEeHIEHITUIO K YBEJTUUEHUIO Y Clia COTUPYIONUX UHCTPYMEHTOB — OT JBYX /10
CEMMU U JIaKe JIEBATH, UCCIIeIOBATEN MPUXOAAT K BHIBOIY O TOM, UTO KAHP
MIPpUOJIMIKAETCS IO CBOEMY OOJIMKY He K cMM@OHHU, a K KOHIepTY: «KoH-
1epTHasA cuM(OHUS CTAaBUT HA IEPBOE MECTO COJIbHYIO T'PYIIITY, OTBOJIS en
OOJIBIITYIO YaCTh TEMAaTUYECKOTO MaTepUasia v pacIIupsAsa KaJeHIINuU, B TO JKe
BpeMs IMOopydYasi OPKEeCTPY B MEPBYIO o4epe/ib AaKKOMIIAHUPYIOIIYI0 (PyHK-
[IMI0, 34 HUCKJIIOYEHUEeM [epBOHAYAJIBHOIO M3JI0KeHUud <...> KoHIepTHasd
cuM@OHMA IO CBOEMY KaueCTBY UMeeT CXOCTBO C JIETKUMHU KJIaCCUYECKUMU
»KaHpaMu, TAKUMU KaK cepeHajia Wiu INBEPTUCMEHT» [7].

Kupunnuna B kHUre « KjiaccuuecKkuil CTUIIb...» BBICKA3bIBAET IIPOTHU-
BOTIOJIOKHYIO TOUKY 3PeHUs, Onpeiesisisd KOHIEPTHYI0 CUM@OHUIO0 KaK THUII
COUMHEHM S, IPUMBIKAIOIUN «K YUCTO cuMPoHUYecKUM (popmam, I7ie KOJi-
JIEKTUBHOE Ha4aJIo Yallle BCero JIOMUHUPOBAJIO HAJ[ IMUHOCTHBIM» [2, 323].

WTak, pasHOoOOpa3HbIe OIpeieJIeHs TEpMUHA «KOHIIepTHasI cuMdo-
HUsA», nogpuslmecd ¢ cepeannbl XVIII 1o nauana XXI cronerus, npeacras-
JISTIOT cOOOM TPU BEPCUH-UCTOJIKOBAaHUSA 3TOT0 (peHOMeHa. ITo ogHOM 13 HUX
KOHIIepTHas cuM@OHUA ABJAET cOO0U KaHP, IIPENK/IE BCETO, KOHUEPMHDbLL,
I10 IPYTOH — cumg@boHuueckull, 10 TPETheH — KaHP, B KOTOPOM COeOUHS0MCA
cum@oHuUecKkoe U KOHUepmHoe Ha4and.

Hoquy TaK pacxogATCA MHEHUA MY3bIKAHTOB U yT-IeHbIX?
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Ha Har B3rJis/1, Bce J1eJIo B TOM, YTO KOHIIEPTHBIE cUM(MOHUM KJlac-
CUUECKOU 310XU ObUIN pa3HbiMu. PojioBble KauecTBa jKaHpA — HCIIOJHU-
TEJILCKUU cocTaB, 00'beJUHAIONINN 3ByUYaHe OPKeCTPa U TPYIIIILI COJIUPYIO-
IIIUX UHCTPYMEHTOB, IUKJINYHOCTh, UCIIOJIb30BaHUE KPYITHBIX opM (KOH-
I[ePTHOU — PUTYPHEJIBHOU, COHAaTHOW, PA3HOBUIHOCTEN POH/I0, BApUAIIMOH-
HOU) — ABJIAIOTCSA JIUIIL PYHAAMEHTOM JIJIs1 €70 BCEBO3MOKHbBIX TPAKTOBOK,
«KOJIEOTIOMUX » OOJIMK MOJIOOHBIX COYMHEHUH OT KOHIIEPTA K CUMMOHUH.
[Ipuuem, HaM IIpeACTaBJsETCs, YTO BaXKHYIO POJIb B 3THUX TPAKTOBKaX WT-
paroT peruoHaibHble TpaauIuiu. OCHOBHBIX M3 HUX MOKHO BBIJIEJIUTD JIBE —
HeMeIKo-QPaHIy3CKYI0 U aBCTPUICKYIO.

Hemeuxo-¢panuysckas mpaduyus — KOHEYHO, BeCbMa YCJIOBHOE
obo3HaUeHUE y3Ke XOTs Obl IOTOMY, YTO OXBAThIBAET JIBA PETMOHA C CaMO-
OBITHOUM My3bIKQJIBHOU KyJIBTYpOi. M1, KpOMe TOTO, €€ COCTABJIS/IN HE TOJIBKO
HeMITbl U (PPaHITy3bl, & KOMIO3UTOPHI CAMBIX PA3HBIX HAIIMOHAJILHOCTEH.
Tak, oueHb OOJIBITION HaUaJIbHBIA BKJIQ/] B Pa3BUTHE 3TOTO KaHpa Bo OpaH-
MU ChITPajia esITeIbHOCTh MAaHTEUMCKUX KOMITIO3UTOPOB — Kapia (1745—
1801) u AuToHa (1750 — Mexay 1796 1 1809) Ctamurielt (Kak U3BECTHO, ChI-
HoBel uexa flna Cramuna), raana Xosbioayspa (1711—1783, aBcTpuiia)
u Kpucrnana Kannabuxa (1731—1798, Hemiia). HekoTophle U3 UX KOHIIEPT-
HbIX cuM@OHUN ObUIM OMyOJMKOBAHBI cHauasa B Maurelime, a 3aTeM BO
dpaHIy3cKUX H3/IaTeIbCTBaX, HEKOTOphIe ke (Hanpumep, cuMmdonuun Cra-
MHUIEN) ObLTN CHENUATbHO HAITUCAHBI JIJIs UCIIOJTHEHUS B MAPUKCKUX KOH-
1epTHBIX 001ecTBax. HeoObr4aiiHO IMI0JOBUTHIM aBTOPOM, CO3/IaBIITUM 00-
Jiee BOCbMH JIECATKOB KOHIIEPTHBIX CUM(OHHUH, ObLIT UTATbSIHEIL II0 ITPOHC-
xoxaeHuo Jlxxkopanuu JIxxy3enme Kamounu (1746—1825), KOTOPBIN KU U
paboran B Ilapuxke c 1770-X roaoB. Cpell KOMIIO3UTOPOB COOCTBEHHO
(dpaHIy3CcKOTO NpOUCXOXJeHusaA BbiaeATca Ppancya-’Kosed TI'occek

(1734—1829), Kan-batuct /laBo (1742-1822), ®pancya /leBbeH (1759—
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1803), 661U U ZipyTrHe aBTOPBI. O/THAKO BCIO 3TY pa3HOHAITMOHAIBHYIO KOM-
MMAaHUI0 O0BEINHSET TO, YTO UX COYMHEHUS IIPUIIINCH IO BKyCYy DpaHITy3-
CKOU Iy0JinKe, B TO BpeMs OKUAAIOIIEN OT MY3bIKJILHOTO ITPOU3BEJIEHUS
OpOCKHMX 3axXBaThIBAIOIIUX 00pa30B, HAPSAHOU WUHCTPYMEHTOBKH, I'OJIOBO-
KPY>KUTEJIbHON TEXHUYECKOU CJIOKHOCTU, a OT UCIIOJTHUTEJIEW — BUPTYO3-
HOTO MacTepPCTBa ¥ apTUCTUUECKOTO MbLIA.

[TapTuu MaHTeUMCKHX W IAPUKCKUX CHUM@OHUN KOHUYEPTAHTE
(MMEHHO B TaKOM BHJI€ CyIIIECTBYIOT HOTHbBIE 3aIIUCH 3THUX COUMHEHU) BbI-
3bIBAIOT OIIYII[eHUE IMPAKTUYEeCKH HeNpepPBhIBHOrO KoHIepTupoBaHUsa. Co-
JIUPYIOIYE NHCTPYMEHTHI, 3a/1eICTBOBAHHbBIE TIOCTOSIHHO, IEMOHCTPUPYIOT
HeoObIYalTHO BUPTYO3HYIO TEXHUKY, (PYHKITMU OPKECTPA CBOSATCS K HE00XO-
auMoMy (aKTypHOMY OTTEHEHHIO B TYTTHHHBIX pasjiejlaXx M aKKoMIIaHe-
MEHTY.

I1.b. IlommasoBa B craThe «2KaHp KoHIIEpTHOU cuMdoHUn Bo PpaH-
1y Bo BTopol nmosioBuHe XVIII Beka» BbIeIAET ciieaylolue crenuduye-
CKH€E KauecTBa 3TUX COUNHEHUU:

— «Onectsiasgs BUPTYO3HOCTb... B COUETAHUM C U3BICKAHHOCTHIO U
YTOHUYEHHOCTBIO CTHJISI» [5, 20];

— HUCIIOJIb30BaHUE B KAUeCTBE COJIUPYIOIINX HHCTPYMEHTOB JIBYX
CKPHUIIOK (Ha paHHEM 3Talle), BIOCJEACTBUU — TaK¥Ke JyXOBBIX U CTPYHHBIX
B COUETAaHUU C TYXOBBIMH [5, 21];

— OIl0Opa Ha IByX4YacTHOE CTPOeHUe: ObIcTpas nepBas dyacthb Allegro B
pUTYpPHEJIbHOU (popMe, UAYIIEN OT KaHpa concerto grosso, 0AHAKO HEPEJKO
YCJI0>)KHEHHOW COHATHBIMU 4YepTaMu, U puHajI B opMe POHI0 UJIU Bapua-
i [ 5, 21—22];

— abcoJTI0THOE IMpeobJIaflaHre MaskOPHBIX TOHAJIBHOCTEH [ 5, 21].

B niestom 061K cuM@OHUN KOHYEPTaHTe, ObITOBaBIed Bo @paHniuy,

ITommasoBa onpeziesigeT Tak:
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KoHrneptHass cuM@OHUs, 3aHUMAasA IIPOMEKYTOUHOE IIOJI0KEHNE MEXKTY
cuM@oHNeN U KOHIIEPTOM, HpeJcTaBsiia cob0i “o0JieryeHHbIN " Bapu-
aHT ux oboux. OHa ObLIa JIJAKOHUYHOU, KaK IIPaBUJIO, KMeJia BECEJIbIH,
0’KUBJIEHHBIN XapaKTep, TATOTea K TAHIIEBAJIBHBIM TEMAaTUUYECKUM “TO-
1mocaM“ M TOJIPKO M3PEJIKa — SBIM307bl, OKpAaIlIEHHbIE B MeJIaHXOJImYe-
CKUe€ IV JTUPUUYECKHE TOHA [TaM Ke].

«O06JIerYeHHOCTD», 0 KOTOPOMU IMUIIIET UCCIE0BATENb, PA3BJIEKATEThb-
HBIN XapaKTep B COUETAHUU C 0COOBIM BHUMAHHEM K TEXHIYECKOUN CTOPOHE,
K BUPTYO3HOCTHU KOHIIEPTUPYIOIIUX NAPTUU, TOBOPUT O MMPEUMYII€CTBEHHO
KOHUEPMHbIX Kauecmaax 3Toro KaHpa B HEMeIKO-(ppaHIly3CKOM JIMHUU ero
Pa3BUTUA.

Obo3HaueHHe «ascmputickas mpaduuus», HaBepHOe, ellle OoJiee
YCJIOBHO, T.K. OU€Hb MHOTHE KOHIIEPTHbIE CUM(MOHUN KOMIIO3UTOPOB, JIJIN-
TeJIbHO CBA3aHHBIX C My3bIKQJIbHOU KyJIbTYPOU ABCTPUHU KJIACCUUECKOTO I1e-
puoza, MOABUJINCH 3a Ipe/esiaMu cTpaHbl — B 'epmanuu, ®paHumnu, AHIINN
1, KOHEYHO, TaK WIN UHAaye IlepeceKayjich ¢ MECTHBIMU BIUAHUAMH. Tak,
HatnipuMep, Bosbdraur Amazaeit Monapr (1756—1791) 3ayMbIBajl MHOTHE U3
CcBOUX KOHIlepTHbIX cuMdonuil B [lapuxke, Kyza npuexaa B 1778 Tojly u3s
Mamsreiima. B TOoT nepuo/; oH HaxoAnJICA N0/ ABHBIM BIleyaT/IeHUEM OT MaH-
redMcKuX U (GpaHIy3CKUX MPOU3BEJEHUN 3TOr0 pojia. B urore yacth ero
KOHUepTaHTe ObLIa HamucaHa B Ilapuke, a yacth — B 3abp1Oypre, M0 BO3-
BpallleHuH 13 PpaHIy3cKoil crommisl. Mosed Taiina (1732-1809) paHHMe
MIpOU3Be/IeHN B ’KaHPe KOHIEPTHOU CUM@OHUU HAaNKUCcal B AN3EHIITATE,
a MO3JHIOI, TPU3HAHHYIO 3TaJIOHHOU, — B JIoHA0He. Ilpuuem, cuurtaercs,
YTO 3TO MOCJIe/IHee COUNHEHNE BOBHUKIIO KaK CBOeOOpa3HbIM OTBET HAa KOH-
yepTaHTe ero yueHuka — Mraama Ilnetiens (1757—1831), KOMIIO3UTOpa aB-
CTPO-(PPaHIy3CKOTO MPOUCXOKEHUs, KOTOPbIM, B CBOIO OYeEpE]lb, MUCAI
CBOU KOHIIepTHbIe cuM@OHNY BO PpaHIIU U AHTJINH.

BBusy yTpaThl MHOTUX COUMHEHUU W OTCYTCTBUS OITyOJMKOBAHHBIX

KaTajJ1oroB HpOI/IBBEZ[eHI/Iﬁ OeJoro pAaaa KOMIIO3UTOPOB, HEBO3MOXXHO COCTa-

10
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BUTH HCUEPIBIBAIOIIEE ITPECTABIEHUE O KOJTUYECTBE aBCTPUUCKUX CUMO-
HUU KOHUEPTaHTe, CO3/TAaHHBIX B KJIacCUYeCcKYI0 510Xy. Tem He MeHee, TIpe-
BapUTEJIbHBIN (M, KOHEUHO ’Ke, He MPEeTEeHYIIUN Ha MOJHOTY) CIHCOK,
pa3MeIeHHbIN HUKe, II03BOJISIET XOTs ObI MPUOJIN3UTEIHHO OIEHUTDH POJIb

3TOrO >KaHpa B aBCTPUNCKOU MY3bIKeE:

KoHuepTHbie cHM(OHHH ABCTPHIICKHX KOMIIO3UTOPOB
KJIACCHYECKOH IMOXH

® 1760-¢ romer — I'.K. Barcuseiins. KoHIEpT U1 9eThIpEX KIABHIIHBIX U OPKECTpa; 6 KOHLCPTOB UTS ABYX KJIaBHUIUHBIX U OPKCCTPA.
¢ 1761 — M. Taiinn, Aiisenwraar. Cumdronun NoNe 6-8 (uuxn «Die Tageszeiten») Hob. 1:6, 1.7, I:8.

e 1764 — K.J1. pon durrepcaopd, Konuepr ms apyx cxpunox D-dur

e 1764-1774 — KA. don Aurrepeaopd, Sinfonia concertantc 1is ckpunku U koHTpadaca

e 1766 (;m60 pansuic) — M. aiian, Aiisermranr. Koruepr ans knasupa, cxpunin i opkecrpa F-dur (Hob. X VIII:6)

¢ 1766 — K.JI. pon dutrepenopd, Konuepr anst asyx cxpunox C-dur

¢ 1766 — K.JI. pon durrepcaopd, Koruepr ms aepstu comicros C-dur

e 1774 — B.A. Mouapr, 3ansubypr. Concertone C-dur uis aByx ckpumnok, roost u Buosnionuciaun KV 190 (166b/186E)

e 1776 — B.A. Mouapr, 3ansudypr. Konuept st tpex knaBupos ¢ opkectpom («JIoapon-konuepr») F-dur KV 242

® 1778-1805 — B. ITukms. Oxono 20 cumpoHnit 1 KOHIEPTHEIX CHM(OHHIT

¢ 1778 — B.A. Mouapr, Maurciim. Ha6pocok Koxucpra D-dur anst ckpunku u knasupa Anh.56 (3151)

¢ 1778 — B.A. Mouapr, ITapmx. Sinfonia concertanta mist conupyromux xyXossix (rodost, KmapHeTa, BanTopHsl 1 (parota) Anh. 9 (297 B), ytpauena
o 1778 — B.A. Mouapr, ITapmxk. Koruepr ans dneirer u apder C-dur KV 299 (297¢)

¢ 1779 — B.A. Mouapr, 3ansubypr. @parment Sinfonia concertanta A-dur anst ckpunku, ansta u Buoaonueau Anh. 104 (320¢)
¢ 1779 — B.A. Mouapr. Konuept aust aByx kinaeupos ¢ opkectpom Es-dur KV 365(316a)

¢ 1779 — B.A. Mouapr, 3ansubypr. Sinfonia concertante Es-dur as ckpunkw, ansta 1 opkectpa KV 364/320d

o 1786 — U. IMneitens, ®panuns. Sinfonia Concertanta Es-dur ast ro6os, ckpunkw, anera u Buonordeny B, 111

e 1791 — W. aciicnn, @panumst. Sinfonia Concertanta B-dur ans ckpunku u ansta B. 112

¢ 1792 — . Ineitens, Jlonnon. Sinfonia Concertanta F-dur ayst meiirsr, robos, parora, 2-x cKpHIOK, anbTa, BHOIOHUYENH 1 KoHTpabaca B. 113
® 1792 — U. Mneitens, Jlonnon. Sinfonia Concertanta A-dur st aByx ckpumok B. 114

e 1792 — M. Taiixn. Sinfonia Concertante B-dur anst roGos, (harora, ckpurkn u Buostonuesm op. 84 Hob.I:105

¢ 1802 — U, Mneiiens, [Mapwk (?). Sinfonia Concertanta F-dur anst deiitsi, ro6osi, Bantopust u arora B. 115

o 1804 — JI. Ban Berxosen, Bena. Grand Concerto Concertant st ckpunkn, Buononuenu u (poprenuano C-dur op. 56

e 7 — U.B. Banxane. Konuepr s ayx (aroros u opkecrpa F-dur

o 7 — ®.A. Xoddmeiicrep. Sinfonia Concertanta B-dur ans knapaera u darora

o ?—®.A. Xoddmeiictep. Sinfonia Concertanta D-dur s ansta u koHTpabaca

o ?—®.A. Xoddmciicrep. Konuepr wist aByx (et

o ?— ®.A. Xoddmeiictep. Konuepr must duieiitst u rodost

o 7 —®.A. Xohdwmeiicrep. Konuepr st dneitTsr u cxpumkn

o 7 —®.A. Xoddmeiicrep. KoHuepr st Tpex BanTopH

o 7 —®.A. Xohdmciicrep. KoHuCpT st CKPHIKH, anbTa, BHOJIOHYCIH, KOHTpabaca M LanaMest

B mpejicTaBsieHHOM CIIMCKE OKOJIO IIECTHIECATH IMpousBesieHu. K
CO’KaJIEHHI0, Y MHOTUX U3 HUX OTCYTCTBYET JATHPOBKA, TaK KaK II0 UMEIO-
IIIUMCS B HAILIEM PACIIOPs»KEHUH HCTOYHHUKAM ee IT0Ka HEBO3MOXKHO YCTaHO-
BUTh. HeKOTOphIE TOUHO HE aTPUOYTUPOBAHBI KAK KOHIIEPTHBIE CUMGOHUH.
[Tpexxnae Bcero aTo KacaeTcs counHeHui Baryiapa [Tuxiis (1741—-1805), cru-
COK COUMHEHHU KOTOPOTO B CIIPABOYHUKAX BecbMa IpuOIu3uTesieH. Tak, B
cioBape I'poyBa yka3bIBaeTCs, YTO EMY IPUHAJIEIKUT OKOJIO ABAJIIIATU CUM-
doHUN U KOHIIEPTHBIX CUM(MOHUM, U TOYHOE KOJIUYECTBO NIPOU3BENEHUN B

TOM U JPYyTOM KaHpax Hen3BecTHO [16]. Tem He MeHee, TyMaeTcs, 4TO JIaKe
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npeABapuTebHasa nudpa B 50—60 MPou3BeAeHUN A aBCTPUUCKUX KOM-
MIO3UTOPOB KJIACCUYECKOW 5MOXU JIOBOJIBHO BHYyIIUTeNIbHA. KOHEYHO, OHA
3HAYUTEJIPHO YCTyIaeT HECKOJIBKUM COTHAM MAaHTeMMCKHUX U PPaHIy3CKUX
KOHUEepTaHTe, HO BCE »Ke TOBOPUT O TOM, UTO paboTa B jKaHpe KOHIIEPTHOU
cuM(OHUU — JEeUCTBUTEIbHO BayKHasI TEHJ/IEHITUS B aBCTPUUCKON MYy3bIKE
1760-x — Hayasia 1800-X I'O/I0B.

Obparraer BHUMaHNE U TO, UTO aBTOPCKOe 0O03HAUEHNE «KOHIEPT-
Hasg cuMGOHUSI» UMEIOT JaJIeKO He BCe IepeuyrceHHbIe ITPOU3BEIEHU.
KoM1o3uTophl 3a4acTyio MOJIb3YIOTCA PYTUMU HAUMEHOBAHUSAMU — «CUM-
dboHuA», «concertone», «KOHIEPT» JIJIA ABYX B 00JIee HHCTPYMEHTOB C Op-
KeCTPOM. JTO CYIIIECTBEHHO OCJIOJKHSAET CTATUCTUKY, TaK KaK BCErJa MOKeT
OKa3aThCs, YTO TA WJIU MHas cuM(OHUS, Ha CAMOM JieJie, IBJIsIeTCs KOHIIEPT-
HOM, KaK, HampuMep, Tpu cuMdonun nmukia «Die Tageszeiten» («BpemeHa
cyTok»: N26 «YTpo», N27 «Ilongenb» u NO8 «Beuep») I'aiigHa.

Kak ’xe TpakTyeTcs >KaHp KOHIIEPTHOM cUM@OHUM B agcmpuiickoll
mpaduyuu? PaccMOTpuM ero uepThl Ha IpuMepe counHeHu ['atiaa u Mo-
1apTa.

[Ipexze Bcero, raliJIHOBCKUE U MOIIAPTOBCKUE KOHUYEPTAHTE MHOTO€
POZTHUT C KOHIIEPTHBIMU CUM(OHUSAMU MaHTENMCKHUX B (PPAHITY3CKUX KOM-
11o3uTOpoB. Cpeay 00X YePT — MpeodsIalaHue MaKOPHBIX TOHAJIBHOCTEH,
001U YKN3HEPAOCTHBIN SMOIIUOHATIbHBIN TOHYC, BeCOMasi POJIb COJIUPYIO-
mux naptui. B ABctpun, kak u noutu nosceMectHo B EBponie B XVIII cro-
JIeTU, HeOObIYaiHO BHICOKO IIEHWIN BUPTY030B U, 0€3yCJI0BHO, OCO3HABAJIU
3HAYUMOCTh KOHIIEPTHBIX >KaHpPOB. Hamo ckaszaTh, YTO B COYMHEHUIX
laiimaa 1 MorapTa 3Toro pojia cruenuaabHO 0003HAUEeHHBIX KOHIIEPTUPYIO-
IIIUX UHCTPYMEHTOB, KaK IIPaBUJIO, HEMHOT'O — OOBIYHO IBa—TPH, B PEIKUX
cIy4yasix — 4JeThIpe (Kak, HalpuMep, B KOHIlepTHOU cumdbonuu [aiiyiHa
op. 84), HO peaJIbHO COJTMPOBATh MOKET ropas/io OOJIbIIIee YHUCIO HHCTPY-

MeHTOB. Tak, B IllecTtoii cumdonunu I'alifHa B KaueCTBe KOHIEPTUPYIOIIUX
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yKa3aHbl CKPUIIKA, BUOJIOHYEIb U KOHTpabac, HO Ha MPOTAKeHUU IUKJIA K
HUM IOJIKJIIOYAIOTCA TaK)Ke TOBOJIbHO BUPTYO3HbIE, XOTS U He BCer/a mpo-
ZOJKUTEIbHBIE, COJIO ellle CEMU MHCTPYMEHTOB — 3TO JiBe (PJIeNTHI, /1BA TO-
605, dparort, nepBas BaJITOPHA U aJIbT.

B GosbIIMHCTBE cTydaeB B KoHUepTaHTe ['aiiina u MorapTa, Kak U B
HeMelKO-(pPaHIY3CKUX, ecTh (WU JKe IpeAIoyaraercsa) KajieHIus COJIu-
CTOB, WHOrZJa W He ofHa. Hamnpumep, B KOHIEPTHOU CUM@POHUU
KV 364/320d Monapr BBIITUCHIBAET KAJIEHITUH B KOHIE HAaUaIbHOTO Allegro
Maestoso 1 Andante, a B 1BOITHOM KOHIIEPTe 171 ¢iredTsl u apdbr KV 299
(297¢) ToIbKO HaMeUaeT UX BO BCEX YACTSAX, O YeM MOKHO Cy/IUTh 110 XapaK-
TepHbBIM 3HaKaM epmarbl HAJ KaJaHCOBBIMHU KBAapTCEKCTAKKOPAAMUZ.
JIuiib B HEKOTOPBIX TaWTHOBCKUX KOHIIEPTHBIX CUM(MOHUAX KaJIEHIIUU HET,
HX 3aMEeHSIOT HeOOJIBbIIIHUE COJI0 ¢ AKKOPAOBOU MOAAEPKKOU JPYTUX UHCTPY-
MEHTOB: Tak, B ¢dunHase Illecroit cuMmpOHUHN 3TO BUPTYO3HbIE HAUTPBIIIU
deiThl, a B BocbMOU — cTpeMuTesibHbIE JIOMaHble apIle/IXKUO Y BUOJIOH-
YyeJIu.

Uem ke oTn4yamTcsa KoHYepraHTe ['aviHa m Momapra OT MaH-
relMCKO-TIaPUKCKUX COUMHEHUN?

[lepBoe KauyecTBO, KOTOpOe obOpaiiaer Ha cebsi BHUMaHue — 00s13a-
TeJIbHAsI mpex- uau 0axce yemvlpexuacmHas cmpykmypa. ®@paniyy3ckue
KOHUEepTaHTe MPENMYIIIECTBEHHO JIByXUYaCTHbI, MAHTEMCKHE MOTYT UMETh
KaK /IByX-, TaK U TpexuacTHoe crpoeHue. Cpenu counHenuui l'aiiina u Mo-
[[apTa B 3TOM >KaHpe HeT HU OJHOro AByxuacTHoro. Ilpu aTom 3ameTHO
CTpeMJIeHUE K UHIUBUAYATU3aluu 00JINKA U OPTAaHU3AIUN CTPOEHUS KaXK-
moro nmukia (cm. Tabauiiel B [TpuiokeHUn).

Tak, mepBble YaCTU UX KOHIEPTHBIX CUMGOHUHN 0O0BIYHO 0003HAUEHbI

kak Allegro, HO B OTAENBHBIX CiIydasax 3To U Oosiee ckopoe Allegro molto

2 Yamie Bcero MOIapTOBCKUU KOHIIEPT A1 Q1eHThl U apdbl MOKHO YCIJIBIIIATD C KaJIeH-
IUSAMHI HEMEIIKOTO MHUAaHUCTa, KOMIIo3uTopa u gupukepa Kapsa Paiineke (1824-1910).
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(Cum¢ponus I'atimaa N2 8 «Beuep»), u ymepennoe Allegro moderato (/IBoii-
HOU KOHIepT laiijiHa /1A KiaaBupa, CKpUIIKA U opkectpa Hob. XVIII:6), u
naxke cuMpoHUUYeCcKU Top:kecTBeHHOe Allegro maestoso (KoHIiepTHast cuM-
donus Momnapra KV 364/320d). B HeKOTOPBIX ciTydasx mepBast 4acTh BKJTIO-
yaeT B ce0sl MeIJIEHHOE BCTYIUIEHHE — B IIEPBBIX ABYX cuMdoHuax IaigHa
u3 nmukia «Tageszeiten».

Ecau B 1TUKJIe TPU YaCTH, TO CPEAHsSA YacTh — Beerya MeieHHasn. Ho
cpenu HUX ecTh U u3sAIHble Andante mwin Andantino (B cumdonuu «Beuep»
u Cumdonnu koHdeptanTe ['aiigaa Hob. [:105, B mormapToBckux Concertone
KV 190 (166b, KV6:186E), nBoiiHbix koHIIepTax KV 299/297¢, KV 365/316a
1 CuMpOHUY KOHUEPTAHTE), U OOJIee MeIJIEHHOE U YMUPOTBOpeHHoe Ada-
gio (B Illecroit u Cenpmoini cumbonusax ['atigHa), u gaxke Becomoe Largo (B
ero ke ABoiitHOM KoHIlepTe Hob. XVIII:6).

B Cenpmoii cumdbonnu l'aliHa MeAjIeHHas: 4acTh YCTPOeHA U BOBCE
YHUKaJIBbHO — 3TO Recitativo u Adagio. B HEKOTOPBIX U3/ITAHUAX STU PA3/IEIBI
Jlake UMEIOT CaMOCTOsATeIbHbIe HOMEPA, U ITUKJI BBITJIA/IUT HE YeThIpex-, a
IISITUYACTHHIM (Hampumep, B JIEHIITUTCKOM u3ziatesberBe Ernst Eulenburg,
No.513 [11]). MHOrUHe uccieoBaTe N CPAaBHUBAIOT 3Ty YacTh C OIIEPHOU CIle-
HOMU, COCTOsIIEN U3 aKKOMIIAaHUPOBAHHOTO PeUNTATHBA U apUU [CM., HATIP.:
10, 333]. be3ycioBHO coriamiasch ¢ 3TOU Haeel, YTOUHHM, OJHAKO, YTO
aJla’kKuo — 9TO, CKOpee, He apus, a, JIIDOOBHBIU JIy3T, /la ellle U ¢ KOHIIEPTU-
PYIOIIIUMU UHCTPYyMeHTaMU. Be/ib B HEM BeJlyT yTOHUEHHBIH, ITOJIHBIN Tap-
MOHUYECKOTO COTJIACHS TUAJIOT «?KEHCKUN» TEMOD — CKPHUITKA U «MY?KCKOU »
— BHUOJIOHYEJIb, & YKpAIIalOT 3TO MPEKPaCHOE COBMECTHOE «II€HUE» U3BIC-
KaHHO-BUPTYO3Hble GUOPUTYPHI (PIIEUT.

W HTEpecHO, YTO MUHOPHbBIE TOHAJIBHOCTH, KOTOPBIE IIPAKTUYECKH HE
ncnoab3ytores ['aiiinom u MonapToMm B :KaHpe KOHUEPTaHTE, B €TUHUYHBIX
CIy4dasix MOSIBJISIOTCA UMEHHO B MeJIJIEHHbBIX YacTsaxX. OJINH U3 HUX — TOT ca-

MBIH ApaMaThdeckui peuntatuB u3 Ceapmoii cumdonuu Iaiignaa (c-moll —
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h-moll), npyroii — BTOpas yacTh KoHLIEpTHOU cuMpouuu Morapra (c-moll),
TeMaTU3M U IpaMaTyprus KOTOpOU TPaKTOBAHbI B TPareIUMHOM KJitoue [3].

B yeThIpex4yacTHBIX ITUKJIAX MOABJISETCA ellle O/[HA CPeAHsS YacThb.
Omna ecTb TOJIBKO B cuM@oHUAX uKia Tageszeiten, u Bceria 3To — MEHYAIT C
TPHO.

®uHaAIBI KOHUEPTAHTE Yalle Bcero nsjiokeHsnl B Temire Allegro. Ho B
Bocwmoii cumdonun 'aviina dunan uset B teMie Presto u k Tomy ke numeet
MIpOrpaMMHBIH 1T03aros0Bok «La Tempesta» («Bypsi») — 3T0 BUpTyo3HEU-
11asd, ¢ UCIOJIb30BAaHUEM SIPKUX 3BYKON300pa3UTEIbHBIX IPUEMOB, YacThb. B
HEKOTOPBIX KOHUepTaHTe MorapTa ¢uHaa HamucaH B XapaKTepe U TeMIIe
MeHyaTa (B Concertone u KoHiepTe 115 Tpex KJIAaBUPOB C OPKECTPOM).

BTopoe BakHOe KaueCcTBO KOHIepPTHbIX cuMdonui 'aiimHa u Mo-
[[apTa — Onopa Ha COHAMHOCMb BO BCEX YACTAX IUKJIA. ITO XapaKTEPHOE
JIUIs1 BEHCKUX KJIACCUKOB CBOMCTBO, KOHEUHO, HE MOIJIO HE MPOSIBUTHCA U B
»)KaHpe KoHuepTaHTe. OZlHAKO cCOHaTHadA (popMa B YMCTOM BHU/JIE BCTpeUaeTCs
B OTUX COUMHEHUAX JJaJIeKO He Bcerga. B 1760-e roipl JJis IepBbIX yacTeu
KOHUepTaHTe XxapakTepHa ¢opma, KoTopas IpejicTaBiisieT cO00M cBoeoOpas-
HOe coeZlUHEeHNEe PUTYPHEIbHOU (KOHIIEPTHOM) (OPMBI ¢ COHATHOU. B Takoi
dopMe ecTh MOJTHOIIEHHAsI COHATHAA SKCIO3UIMS, pa3paboTka U penpusa,
HO TJIaBHas MapTUsA HECKOJIBKO pa3 MpoBojuTcsA tutti B pa3HbIX TOHAJIBHO-
CTSIX: B 9KCIO3UIIUU U PeNpU3e — B OCHOBHOM, a B pa3paboTKe B JIOMUHAH-
TOBOU U CyOJJOMHUHAHTOBOM, IIPE/ICTaBJIsIsA COOOM IMOJTHOIIEHHBIN aHAJIOT PH-
TypHess. B quccepranuu O.B. [Togkos3uHOM, TOCBAIIEHHON CKPUTUYHBIM
KoHIepTaM Mormapra, 11 0003HaUeHUsI TaKOU CTPYKTYPbHl HUCIOJIb3YETCS
TEPMUH «COHATHO-PUTYPHEJIbHASA» (POpMa, UTO OUeHb OPTAaHUYHO OTPAKAET
ee CyThb [4].

CoHaTHOCTD MPOSABJIAETCA U B MeJJIEHHBIX YACTAX KOHUYEPTAHTE, /1A
KOTOPBIX XapakTepHa wiu ¢hopma Adagio, wim ctapuHHAsA COHATHAS, WU

COHATHO-CTpOdUYecKasi; YacTo K Hell IpUCOeqUHAETCS PUTYPHETbHBIA WU
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POHIAIbHBIN MPUHIUIIBL. Jlaske B hopMe MeHy3Ta 3a4acTyto obpasyeTcs To-
HUKO-JJOMHUHAHTOBAsA U JJaKe TeMaTUJecKasi AUCHO3UIUA, aHAJIOTUYHASA CO-
HATHOUM — TaK IMPOUCXOAUT, HaTlpuMep, B MeHyate u3 Illectoit cumdoHnu
lanigHa.

®opmbl (pUHAIIOB MOTYT OBITH COHATHBHIMHU, COHATHO-PHUTYPHEIb-
HBIMH, POH/IO-COHATHBIMU.

TpeTbss 0cOOEHHOCTh KOHIIEPTHBIX cuMdonwuii I'aiigna u Momnapra —
NPOoYHblIE MeMamuyecKue C853U BHYTPU IUKJIA. Y IUBUTEIHHO, HO 3TO Kaue-
CTBO, KOTOPO€ CBOMCTBEHHO, IPEXKJIE BCETO, 3PEJIOMY KJIACCUUECKOMY CO-
HATHO-CUMMOHUYECKOMY ITUKJIY, IPOHUKAET JIaKe B CAMble paHHUE KOHUYED-
TaHTe 1760-X rojioB. Tak, HanpuMmep, yxke B Illecroii cumdonum laiigHa
MO3KHO TOBOPHUTD O JIBYX OUEBU/IHBIX TEMATHUECKUX MapAJIIEIIAX — MeX/Iy
IJIaBHBIMU T€MaMU [epBOM YacTu U ¢uHaIa, KOTOPbIE COOTHOCATCA MEXKAY
cobOl Kak TeMa U ee CBOOOJIHASI MHBEPCHS, a TaAKKe MEKIy BTOPOH U Tpe-
TheU YaCTSAMHU, TEMATHU3M KOTOPBIX ONUpaeTcs Ha KaHp MeHysTa. U, Ko-
HEUYHO, ellle 60Jiee Pa3BUTHI TEMATHUECKHE CBSI3U B IIPOU3BEAEHUAX KOHIIA
1770-X — QO-X TO/IOB.

Haxkownern, elile ofjHa yepTa — 3TO 8aX#CHAA PO1b OPKeCcmpa, KOTOPhIU
HajleJisIeTcsl He TOJIBKO CyTy00 aKKOMITAaHUPYIOMUMU QYHKIUAMU (KaK 3TO
OBLIO B HEMENKUX U (PpaHITy3CKUX 0OpasIiax »KaHpa), HO ¥ aKTUBHO yJacT-
BYeT B U3JIOKEHUU TEM U TeMaTUUECKOM Pa3BUTHUU. B HEKOTOPBIX COUMHE-
HUAX — HAIIpUMep, B KOHIIEPTHOU cuMdoHum MomapTta Mu-6eMoJib Makop,
OPKEeCTp He MPOCTO UTPAET C COTUPYIONIUMHU MaPTHUSAMHU Ha PaBHBIX, HO 00-

petaeT aaxe 00Jiee BecOMOe 3HaUeHHe 110 CPAaBHEHUIO ¢ HUMH [3].
Wtak, yke npefiBapuTesibHble HAOJIIOZIeHUs TT03BOJISIOT TOBOPUTH O

TOM, YTO B aBCTPUMCKOU TPAJIUIIUM KOHIlepTHAasA CUM(MOHUSA, XOTS U BIIMCHI-

BaeTcs B 00IIleeBpOIeicKYe TPAJUIINY KaHpa, BCe JKe pa3BUBaJIach I0CTa-
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TOYHO caMoObITHO. Kaxknoe n3 konuepranTe ['atiyiHa u MorapTa mpejcras-
JIsseT coO0H YHUKAIBbHOE XyA0KeCTBeHHOe pelrteHre. OHM pa3IndarTcs 110
COCTaBY OPKeCTpa U CTPOEHHUIO ITUKJIA, 10 BHYTPEHHEMY CO/lepKaTeJTbHOMY
3aMbICJIy U CTPYKTYPHOU opraHu3anuu yacteid. Ho Bce ux o6beuHsAET 0JTHO
O4YeHb BakHOe cBOMCTBO. Cpeiy ATUX COUMHEHUU HEeT HU OJHOTO, KOTOPOe
MO3KHO OBLIIO OBI PACCMOTPETHh B PaMKax UMCTO KOHIIEPTHOTO kaHpa. CuM-
(doHMM KOHUEpTaHTE U KOHIIEPTHI JIJIsI HECKOJIBKUX NHCTPYMEHTOB JIBYX BEH-
CKHUX KJIACCUKOB TSATOTEIOT JIN0O K IMAaPUTETHOMY COOTHOIIIEHHUIO OPKECTPO-
BOTO U COJIBHOTO 3By4aHU:A, JIUOO Jlake K IOMUHHUPOBAHHUIO OPKECTPOBOTO
Hauasia. I B 3TOM cMbICJIe OHH, B OTJIMUHE OT MaHT€HMCKO-TIaPHIKCKUX CO-

YHMHEHWH, 00j1ee « CUM(MOHUUHBI».
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INPNJIOZKEHUE

Tabauya 1. Cumdonuu koHuepranTe M. TaiinHa.
CrpoeHue IUKIIOB

Ton HaszBaHue CTpyKTypa IHKJIA dopmbI yacren
1761 | Cumdonusa Ne 6 I — Adagio/Allegro D-dur PUTYPHEIBHO-COHATHAS
«Le matin»
(«¥Y1po») Hob. 1:6 | II — Adagio/Andante/ COHaTHAas ¢ oOpaMJIeHuEM
D-dur Adagio G-dur MeJIJIEHHBIMU BCTYIUIEHUEM
U KOJOH
IIT — Menuetto/Trio D- CJIOKHAasA Tpex4dacTHasd
dur/d-moll
IV — Finale (Allegro) D-dur | conatHas
1761 | Cumdonusa NO 7 I — Adagio/Allegro C-dur PUTYpPHEIbHO-COHATHAS
«The Noon»
(«ITommeHnb») IT — Recitativo c-moll-h- crpoduueckas ¢ YepTamMu
Hob. I:7 moll COHATHOU W PUTYPHEJIBHOH
C-dur
Adagio G-dur CTapWHHAasl COHATHAS
IIT — Menuetto/Trio C- CJIOKHAasA Tpex4dacTHasd
dur/C-dur
IV — Finale (Allegro) C-dur | conatHas
1761 | Cumdponus Ne 8 I — Allegro molto G-dur pUTYpHEJILHO-COHAaTHAs
«Le soir»
(«Beuep») IT — Andante C-dur COHATHO-cTpodHUecKas
Hob. I:8.
G-dur IIT — Menuetto/Trio G- CJIOJKHAs TPeX4JacTHAs
dur/C-dur
IV La Tempesta («Byps», PUTYpPHEJIBHO-COHATHAA
Presto) G-dur
1766 | Konunepr i kna- | I — Allegro moderato F-dur | putypHenpHO-cOHaTHAs
WIN | BUPA, CKPUIIKH U
pa- OopKecTpa IT — Largo C-dur ctpodudeckast ¢ UepTamMmu
Hee | (Hob.XVIII:6) COHATHOU M PUTYPHEJIbHOU
F-dur
IIT — Presto F-dur COHaTHas
1792 | Sinfonia Concer- I — Allegro B-dur COHATHAas C ABOMHOU SKCIIO3UITHEN

tante a1 ro6os,
¢arota, cKpunku u
BHOJIOHYEITH
Hob.I:105

B-dur

II — Andante F-dur

III — Allegro con spirito B-
dur

dopma Adagio

COHATHas ¢ YepTaMu
POHTATLHOCTH
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Tabauua 2. Cumponnu koHuepraute B.A. Momapra.

CTpOGHI/Ie OHKJIOB

Ton HasBanue CTpyKTypa IIUKJIa dopMbI yacTen
1774 | Concertone st iByx | I — Allegro spiritoso C-dur COHAaTHAasA ¢ JBOUHOH
CKPHIIOK U OpKeCTpa SKCHO3ULMEH
KV 190
(166b, KV6: 186E) IT — Andantino grazioso F-dur COHaTHasI C JBONHOMI
C-dur SKCIO3ULEH
IIT — Tempo di Menuetto POHJIO-cOHATa
(Vivace) C-dur
1776 | KoHlepT 111 Tpex I — Allegro F-dur COHATHAA C IBOMHOU
KJIaBHPOB C OPKECT- SKCIO3ULEH
pom
(«JIogpon-koHIEepT») | II — Adagio B-dur COHaTHaA C 5I1U3040M
KV 242
F-dur III — Rondo (Tempo di POHI0-COHATa
Menuetto)
F-dur
1778 | KoHuepr ayis I — Allegro C-dur COHATHAs C IBOMHON
diteliTel U apdFI ¢ Op- SKCIO3UIEN
KECTPOM
KV 299 (297c¢) II — Andantino F-dur dopma Adagio
C-dur
IIT — Rondeau (Allegro) C-dur POH/I0-COHATHASA C YepTaMU
KOHIIEHTPUYHOCTHU
1779 | KoHuept aj14 1Byx I — Allegro Es-dur COHATHasA C JBOUHOUN
KJIaBUPOB C OPKECT- SKCHO3UIEN
poMm
KV 365(316a) IT — Andante B-dur CJI0KHAs TpeXJacTHAs
Es-dur C BIIHU30/10M
I1I Rondo (Allegro) Es-dur POH0-cOHATa
1779 | Sinfonia concertante | I — Allegro maestoso Es-dur COHaTHasI C IBOHHOM

IJIA CKPHUIIKH, ajJIbTa
1 OpKecTpa

KV 364/320d
Es-dur

II Andante
c-moll

IIT Presto Es-dur

JKCIIO3ULIEH

COHATHAS C SIIU30/I0M BMECTO
pa3pabOTKH U 3epPKaTbHOU
penpusou

POH/I0-COHATHAA C YepTaMU
cTpoduku

=

—
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TexHuKa MY3bIKANTBHOU KOMNO3UUUU

O 22—

Bepa bopucosHna Baavkosa

NHTOHAIIMOHHBIE MOJIEJIA
H.A. PUMCKOT'O-KOPCAKOBA
B MY3BIKE C.B. PAXMAHUHOBA

JIuanocrs u My3bika H.A. Pumckoro-Kopcakosa ceirpasiv B TBOpUe-

ckoil cysibbe C.B. PaxMaHMHOBA UCKJIIOUUTENIFHO BaXKHYI0 poJib. HecMoTps
Ha JJaBHO 3aMEeUEeHHYI0 U N3y4eHHYI0 IPEEMCTBEHHOCTh MbIIIJIEHUA Paxma-
HUHOBA MO OTHOIIIEHUIO K OT/ZIeJIbHBIM CTOpOHaM Hacyieaus Pumckoro-Kop-
cakoBa (00 aTrom nucasiu B.H. bpsaunesa, A.1. Kanguuckuii, 10.B. Kespim,
JI.A. Paxumosa, C.B. ®poJioB! u Jip.), CYIITHOCTb ¥ 00CTOATEIHLCTBA TJTyOOKOU
MEHTAJIbHOM CBS3HU 3TUX JABYX MY3bIKAHTOB €llle TpeOyIoT 0oJiee cIieruaib-
HOH OIIEHKU U OCMBICJIEHHUS.

Hcnosib3oBaHEe MHTOHAIIMOHHBIX Mozeaer H.A. Pumckoro-Kopca-
KOBa B My3blke PaxMaHWHOBA IJIyOOKO MOTHBHPOBAHO OCOOBIM OTHOIIIE-
HUEM €ro K cTaplieMy coBpeMeHHUKY. M3BecTHO, uTo H.A. Pumckuii-Kop-
cakoB Hapsaay c¢ [1.M. YallKOBCKUM OBLIT OTHUM CaMbIX ITOUNUTAEMBIX U JIIO-
O6uMbIX PaxMaHUHOBBIM KOMIO3UTOPOB. XapakTep obpareHus Paxmanu-
HOBa K MYy3bIK&JIbHBIM OOpa3iiaM IMeTepOyprcKoro Macrepa OmpeJiesseTcs
crierupUKON JUYHBIX U TBOPUECKUX KOHTAKTOB JIByX MY3bIKAHTOB, O YEM

cJIeyeT CKa3aThb B IIEPBYIO OUEPETD.

1Cm.: [8], [71, [3], [11], [15].
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TBopueckuil Auanor ¢ Pumckum-KopcakoBbIM npogoKaics B Teue-
HUe Bcel »)ku3HU PaxmMaHuHOBA. Ps/1 cBUIETEIHCTB €T0 HEN3MEHHOTO BOCXHU-
IeHus1 My3bIkoll Pumckoro-KopcakoBa 3ameuatsiesin HEKOTOPble MUCHMA,
BOCIIOMVHAHUA U ra3eTHble UHTEPBbIO. HecomHeHHO, uTo PaxMaHMHOB 4a-
CTO BBICKA3bIBAJI CBOE BOCTOP?KEHHOE OTHOIIIEHNE K My3bIKe PuMckoro-Kop-
CaKoBa B JKMBOM OOIIIEHNU — U C HUM CaMHM, U C IPyTUMH My3bIKaHTaMHU.
ITO OTHOIIIEHE Pe3IOMHUPOBaJ caM Pumckuii-KopcakoB, B OTHOM U3 ITHCEM
1904 roja 3ameTuB 0 PaxmanuHOBe: «OH OXOTHHK /10 MOEU MY3BIKU...»2
[13, 84].

[IpAMBIE OTCBIIIKA K KOPCAKOBCKUM IIPUEMaM U MOTUBAM B COUMHe-
HUsAX PaxMaHmHOBa HecyT B cebe ykazaHMe Ha TJIyOMHHOE TBOPYECKOE POJI-
CTBO JIBYX XyI0KHUKOB. ATO POJICTBO, IIO-BUANMOMY, 0OCOOEHHO OCTPO OIITy-
maa PaxMaHMHOB — Kak MJIQJIIIMU COBPEMEHHUK, WUIYIIUU ONOPY JIA
CBOUX 3aMBICJIOB B ONBbITaX 3HAMEHUTOrO0 MacTepa. BHyTpeHHsAA 6JU30CTh
JIBYX MY3bIKAHTOB CKa3bIBaeTCs He TOJIBKO B OOIEN3BECTHOU MPUBEPIKEH-
HOCTU UX UCKOHHBIM PYCCKUM KODHSM, B CBOMCTBEHHON 0OOUM OIlOpe Ha
PYCCKYIO IECEHHOCTD, B CTPEMJIEHUN K HOBOMY OCMBICJIEHUIO IPEBHETO PyC-
CKOTO IIeBYECKOI'0 UCKYCCTBA.

HecomHeHHa Tak:ke U 0JIM30CTh HEKOTOPHIX KOHIIEMIIIMOHHBIX pellie-
Hui. [JIyOUHHBIE CMBICJIOBBIE CBSA3H ITPOCMATPUBAIOTCS, HAIIPUMED, MEKITY
¢puHasioMm «Kurexka» 1 3aBepuIaroIMu TakTamu «Kostokosios» Paxmanu-
HOBA: U 3/1eCh, U TaM — BBIXOJ] B THOE, IIPe0OpaKeHHOE U OUUIIIEHHOE UCIThI-
TAHUAMU HAIMUPHOe NpocTpaHcTBO CBeta u Kpacorsl.

B pAane mokymMeHTOB, B YaCTHOCTU B MeMyapax JIroamuasl JMutpu-
eBHBbI PocToB1IOBOM 1 AstekcaHzipa BsadeciaBoBuua OccOBCKOTO, TOBOPUTCA
O TOM, YTO B Hacjenuu Pumckoro-KopcakoBa «TBOpUECKOW BePIINHOU

TpecTaBisyicss PaxmMaHWHOBY “30JIOTOU IIETYIIOK » [14, 356; 10, 356].

2 [Incemo H.A. Pumckoro-Kopcakosa k B.B. beccento oT 3 utoHA 1904 T.
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O ToM ke TOBOpWJI PaxMaHMHOB B MHTEPBBIO aMePUKAHCKOH razere “The
Musical Observer” B 1927 roay:

«Yro kacaercsa Pumckoro-Kopcakosa, To ckaxky Bam, korza mocsie pe-
BOJIIOITUM 1 BBIHY>K/IEH OBLIT IOKUHYTHh MO IOM U MOIo Jitobumyto Poccuio,
MHe OBLIO pa3pelieHo B3SITh ¢ COO0H TOJIBKO 0 500 pPyOJsiel Ha KaXK/I0To U3
YyeThIpeX WIEHOB MO€eU ceMbH, a U3 BCEN MY3BIKH 5 BBIOpaJI, UTOOBI YBE3TH C
co0O¥, TOJILKO OJIHY MapTUTYPy — «30JIOTOTO IeTymrka» Pumckoro-Kopca-
KoBa» [12, 96].

K stomy cienmyer 706aBUThH, YTO PaxMaHMHOB KaK UCIOJIHUTENH IO-
CTOSIHHO BKJIIOYAJI B CBOM KOHIIEPTHI Mpou3BejieHus Pumckoro-Kopcakona:
yBepTiopy «CBeTJIbIl Mpa3/iHUK», CIOUTHI U3 onep «Canko» u « Houb niepey
PoxxnectBoM», apuu 1 poMaHChl 1 0c00eHHO yacTo — «Ceuy ripu Kep:keHrie»
nu3 «CkazaHus o HeBUIUMOM rpajie Kurexe».

OpHako BOCTOPKEHHOE IMMOUYNTAHUE IBHO coueTasoch y PaxmMannHoBa
U ¢ OObEKTUBHO-KPUTUYECKUM B3IJISAZIOM Ha Hacsenue Pumckoro-Kopca-
KOBQ, UTO Ba)KHO UMeTh B BU/ly U IIPU aHAJIN3€ UHTOHAIIMOHHBIX 3aUMCTBO-
Banuii. OneHku PaxMaHWHOBA JajieKO He BcCerza OJAHO3HAUHBI. Tak,
b.B. AcadneB B CBOMX BOCHOMUHAHUAX yTBEP:K/aeT cienymlnee: «[Ipu Bcem
CBOEM 3CTETUYECKOM BOCTOpre Iepes] 3ByKOBON KPAaCOYHON POCKOIIIBIO Te-
MaTHYECKU SKOHOMHOU NapTUTYPHI “30I0TOTO0 NeTyka” PaXMaHUHOB — 3TO
OBLIO B TOBI UMIIEPUATTUCTHYECKON OOMHU — YCOMHUJICS OJTHAK/IBI B HAITU-
OHaJIbHO-3TUYECKOU IIEHHOCTHU OTIePHI U BhICKA3aJICS B TOM CMbICJIE, UTO EMY
OCTaJIOCh HEMOHATHBIM: KaK 3TO Pumckuii-KopcakoB ¢ Takou 37104 UpoOHUen
rocMesiyicst HaJl TJTyOOKO HapOIHBIMU HleaslaMU 3alUThl OTEYeCTBa, O KOTO-
PBIX OH CaM TaK MyZApo moBecTBOBaI B “Kurtexke”. Mexxay MpounM, K TAKOMY
MHeHU1o npubamkancsa u A K. I';1a3yHoOB, HO ¢ OTOBOPKOU — OOJIbIlle BUHSA

[TymkuHa» [1, 394]. laxke ecoin mepenanHble AcadbeBbIM c10Ba PaxmaHU-
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HOBa BIIOJIHE IOCTOBEPHBI, OHU, pa3yMeeTcs, He OIPOBEPraloT HECOMHEH-
HOTO TJIyDOKOTO TMOounTaHus PaXMaHMHOBBIM JIMYHOCTH U MY3BIKH Pum-
ckoro-Kopcakosa.

He TosbKO IIpUTAKEHE, HO ¥ OTTAJIKUBAHUE B OTHOILIIEHUAX JIBYX MY-
3bIKAHTOB BbIPA3UTEJIBHO IOUEPKUBAIOTCA U 3aMETHBIM OTUY:KJEHUEM, OT-
JINYABIIUM OTHOIIIEHHE CTapIIero Macrepa K MiaJiiemy.

HexkoTopsie 60s1ee mOAPOOHBIE CBUETEIHCTBA O XapaKTepe OO eHHs
JIByX KOMIIO3UTOPOB OCTaBMJI B cBOMX BocrmoMuHaHUAX A.B. OccoBckuii. OH
oTMeuvaeT, uTo Pumckuii-KopcakoB Bcerjia ¢ BOCXUIIIEHUEM OT3bIBAJICA O JIH-
PUKEPCKOM ZIapOBAaHUU PaxMaHUHOBA, HO OCTaBaJICA XOJIO/IEH K ero NUaHu-
CTUYECKOU JesATeJTbHOCTU U K ero My3biKe. OCCOBCKUH yTBEPKAAET: «...My-
3bika PaxmMaHWHOBa He ObLIa BHyTpeHHE HykHa Pumckomy-KopcakoBy —
TaK, Kak eMy, B €ro JJNYHOM IJIaHe, ObLIa Hy)KHa, OJIM3Ka U JIopora My3bIKa
I'muaku, Mycoprekoro, bopoauna, lllonena» [10, 356]. OccoBcKuii ynoMu-
HaeT ¥ O KPUTHUUYECKOM OTHolleHuU Pumckoro-KopcakoBa k KaHTarte
«Becna». Bmecre ¢ Tem Bce 3T0 He nnoMmemano PuMmckomy-KopcakoBy moj-
JlepKaTh BbIABUKEHUE 3TOrO NPOU3BeJeHUs Ha [JIMHKUHCKYIO0 IIPEMUIO B
1906 rogy. YnomuHaeT OCCOBCKUU U O HEIPUATHUHN MHOTUX CTpaHuIL Bropoi
cuMm@onnu. OcobeHHO UyKIbIMHU B Hell MOKa3aJIUCh CTPOTOMY CY/lbe TiepBas
yactp U puHai. Ilo cioBam memyapucra, «u TyT, u TaM Pumckuii-Kopcakos
yCMaTpPHUBaJ MOMEHTHI HEHY>KHOU I'PY3HOCTU IKUChMa U HENPUATHOU BeJie-
peUnBOCTH...» [10, 357—-358].

VIMEeHHO TaKUM — BEKJINBO-ZI00POsKeIaTeTbHBIM, HO BHYyTPEHHE PaB-
HOJYIIHBIM K €r0 MCKyCCTBY — Bomes Pumckuii-KopcakoB B TBOPYECKYIO
ouorpaduo PaxmanunoBa. Hesb3ss He OTMETHTD, UYTO BCE 3TO COCTABJISET
PA3UTEJIbHBIA KOHTPACT HO3UIUU JIPYTOTO PAXMAHUHOBCKOTO «KyMHUpa» —
YalikOBCKOT0, KOTOPBIM He YIIyCKaJl Cjaydas IOJJIepKaTh HAYWHAIOIIETrO
KOMIIO3UTOPA U OCTABAJICA FOPAYNM IIPUBEPIKEHIIEM €TI0 MYy3bIKU BILIOTD /10

CBO€U cMepTH B 1893 rofy.
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B 3TOM CIJIETEeHUU CJIOKHBIX B3aWMOOTHOIIIEHUN MY3BIKAHTOB €CTh
HeKas ITyOoKas mpo0JIeMaTHYHOCTD, IOCTOMHAS CHEINaIbHOTO PACCMOTpPe-
HU, YTO HE BXOJUT B 3a/laUU IIpe/ijlaraeMoi CTaThU.

[Torpy:xeHHOCTh PaxmMaHnHOBA B TBOpUeckuil Mup PumMmckoro-Kopca-
KOBa €CTECTBEHHO OTpa’Kajlach M B €ero cOOCTBEHHOI My3bIKe. « Kopcakos-
CKHUMU cJie/l» ITOCTOSTHHO MPUCYTCTBYeET B Hell. V13 MHOKeCcTBa JaBHO OIIUCAH-
HBIX B CIIENUATIBHON JINTEPATYPE MYy3bIKAJIbHBIX IIEPECEUEHNH ¢ HACTIeTUEM
Pumckoro-KopcakoBa 0coObIl HHTEPEC ITPECTABIISIOT CIydaun, KOr/a B Ipo-
U3BeJleHUAX PaxMaHMHOBA BO3HUKAET HAIIPSKEHHOE CMBICJIOBOE COTIPsIzKe-
HHe cOOCTBEHHOT'O TEKCTA M 3aMMCTBOBAHUI M3 My3bIku PuMckoro-Kopca-
KOBa — sIBHbIE AJUTIO3UU U IIUTAThI, HEKOTOPbIE U3 KOTOPHIX JABHO 3aMeUY€eHbI
HCCJIeA0BATENISIMU, APYTHUE JKe, MeHee OUeBU/IHbIE, ellle MOTYT ObITh BBHISIB-
JieHbl. HacTo OHU CiIy’KaT Il YCUJIeHUsl, yTOUHEHHS U paclIMpPEHUs 3aJ10-
’KEHHBIX B TPOU3BEEHNUM CMbBICIIOB.

YKe B caMOM Hayajle CaMOCTOSITEIbHBIX KOMIIO3UTOPCKUX OIBITOB
PaxMaHUHOB CMeJIO BCTYIIA€T B JIMAJIOT C MY3BIKOUM CTapIIero merepoypr-
ckoro kosutern. O6 3TOM CBUIETEJILCTBYET HAIlMCAHHAS B I'OJl OKOHYAHMS
dboprenmanHoro dakysibTeTa KOoHcepBaTopuu (B 1891 roay) «Pycckas parti-
coausi» s 1ByX poprenuano (cm. [Ipumep 1 a)3. OHa cTasa ABHBIM, IIOUTH
JIEMOHCTPATUBHBIM OTKJIMKOM Ha HeZJaBHO HCIOJIHeHHYI0 B MockBe «Illexe-
pazanay» PuMmckoro-KopcakoBa. AJiio3us Ha TeMy U3 €€ TPEThEN YaCTU OUe-
BHUJIHA, COXpPaHEeHa Ja)ke TOHAJIbHOCTh opuruHaia — G-dur (ITpumep 1 6)4.
OpHako MOJIOON aBTOp oOOpalaeTcs C 3aMMCTBOBAHHBIM MaTepPHAIOM
O4YeHb CBOEBOJIBHO, JIaKe C OIpe/ieJIEHHbBIM BbI30BOM. OpueHTaIbHbIe 000-

poThI B iyxe PuMmckoro-KopcakoBa oH B cBoell Paricoauu cmeso cpaiiuBaeT

3 [IpuBogutcs o uzaanu: Cepreit PaxmanmHoB. Pycckas pamncoaust s AByX dopre-
nuaHo. Senar. URL: http://www.senar.ru/. C. 1.

4 IlpuBogutcsa mo usaanuio: Pumckuii-KopcakoB H.A. Illexepazana. CumdoHuueckas
ctouTa o 1001 Houu. [lepenokenue s ¢poprenuano. M.: 'oc. my3. uz., 1932. C. 34.
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C XapaKTE€PHbIM IlNIaraJIbHbIM KaJaHCOM B «PYCCKOM CTHJIE» (TaK}Ke I103a-

MMCTBOBAaHHBIM Yy METEPOYPICKUX KOJUIET). DTO OUEBUTHBIM 00pa3oM HET

Bpa3pes ¢ MIPOYHON ycTaHOBKOU PuMckoro-KopcakoBa u Ipyrux Ky4KHUCTOB

Ha O6I)II‘pI)IBaHI/Ie KOHTpacCTa YC/JIOBHOTO Bocroka m cTosip ke YCJIOBHOﬁ

«PYCCKOCTU».

IIpumep 1 a). C.B. PaxmanuHOB. «Pycckas pancogus» s AByX popTernuaHo.
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ITpumep 1 6). H.A. Pumckuii-Kopcakos. «Illexepazaga». HacTs 3.

Andantino, quasi allegretto (J =53)
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[Tomo6HOE OTHOIIIEHHE K 00pa3Iy NOoApa KaHMs MOKHO OITHCATh B MO-
HATHUAX U3BECTHOU «TEOPUU JINTEPATYPHBIX BIUSAHUN» aMePUKAHCKOTo hu-
siosiora Xaposzaa biayma. Boepsbie sTa Teopus 6bp1a U3JI0KEHA B IBYX €r0
paborax: «Crpax BiausHus» (1973) [17] u «Kapra nepeuntsiBanus» (1975)
[18]. OGe paboThl OMyOJIMKOBAHBI B IIEPEBOJIE HA PYCCKUM SI3BIK KaK OF[HA
KHHUTa B 1998 roay. Uneu Xsposga bayma odeBuiHBIM 0O6pa3oM IIpuMe-
HUMBI HE TOJIbKO K IIO3TUYECKUM, HO U K MY3bIKQJIbHBIM TE€KCTaM, YTO YKe
OTPa’K€HO B HEKOTOPHIX MY3bIKOBETUECKUX ITyOTUKAIIUIX5.

Tema «Pycckoii paricogun» PaxMaHMHOBA BIIMCHIBAETCS B IEPBBIN U3
IIECTU OpeJIOKeHHBIX DBJIyMOM THOUYHBIX CJIydaeB «PEBU3UU» UY3KOTO
TEKCTA, KOIJJa BO3HUKAeT HAPOYUTOE HCKa)KeHUe CTWJIA «CTapllIero»,
BILJIOTH JI0 TEH/IEHITMO3HOM OIMUOKU B €r0 MOHUMAaHUU. 3/1eCh SIBHO BO3HU-
KaeT napajuiesib ¢ OnmMcaHHou biiymoMm cutyaruen B IIO3TUYECKOM TBOpYe-
CTBE: MJIQ/IIITUH aBTOP KaK ObI HCXOAUT «...U3 IIPEJIINOJIOKEHUS, UTO JI0 OTIpe-
JIeJIEHHOTO IyHKTa CTUXOTBOPEHUE MPeIIeCTBEHHUKA IIIJI0 BEDHBIM IIyTEM,

HO 3aT€EM €My CJIea0BaJIo OBbI OTKJIOHUTHCS KaK pPa3 B TOM HaIIpaBJICHHU, B

5 CMm., HaripuMep: [16], [9].
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KOTOPOM JIBHKETCSI HOBOE CTUXOTBOpeHHe» [2, 18]. IMeHHO Tak IOCTyIIaeT
PaxmMaHUHOB ¢ KOPCAaKOBCKUM 00pas3IoM B cBOel « Pycckol pamcogum»: cHa-
YyaJjia Bce UAeT CTPOr0 B COOTBETCTBUU C OPUTHHAJIOM, HO IIOTOM B HET'O BHO-
CUTCA CyIlleCTBeHHAas IOMpaBKa.

He MeHee sIBHOe CBU/IETEJBCTBO yBJIEUEHHUs MY3bIKOU Pumckoro-
KopcakoBa — cumponunueckass paHTasuss «yYrec» (counHeHue 1893 rozaa),
I7ie B OZTHOUM M3 IVIaBHBIX TeM («TeMe TYyYKH») TaBHO 3aMeYeHO CXOZCTBO C
apueli CHerypouku «C IOJIpy?KKaMU MO SATOAbl XOAUTh». U 3/1ech, Kak U B
«Pycckoit paricoguu», MOKHO PACCbIIIATh TAUHBIN CIIOP C BAOXHOBUBIIUM
o0pa3om: U3AINIHO-UTPUBASA TEMA IlepeHeceHa U3 CKa30UHOTO KOHTEKCTA B
IJIyOOKO JIMPpUYECKOe U IICUX0JIOTUUYECKH 3a0CTPEHHOE MTOBECTBOBAHUE.

B nanHOM cilyyae XapakTep CIIOpa CO CTapIINM KOJIJIETOH YKe He-
CKOJIBKO MHOU. DTO BTOPasi «IIPOIOPIIUA PEBU3UU», OCYIECTBIIAIONIAA, 10
Xapasnay biymy, «...loBeJieHHEe A0 JIOTUYECKOTO IIpejiesia MHTEHIUHN “cTap-
II1ero” U TEM CaMbIM ee OoTpuranue» [2, 18]. B TakoM IpoUTEHUH «POJIH-
TeJIbCKOTO» IIPOU3BeIeHN, KaK NUIlleT by, «...N03T aHTUTETUYECKU J0-
MIOJTHSIET CBOETO MPE/IIIIeCTBEHHUKA, CTPEMACH COXPAHUTH €r0 TEPMUHBI, HO
IIEPEOCMBICTUTD UX, KaK €CJIU OBl €T0 MPEAIIECTBEHHUKY He Y/1aJI0Ch IIOUTH
JIOCTATOYHO Jajieko» [2, 18].

Takoi ke TUI Auajora ¢ MmozaeasiMu Pumckoro-KopcakoBa oOHapy-
»kuBaetrcs U B [lepBoli cuMoHUM PaxMaHMHOBA, UCIIOJTHEHHOU U KaTacTPO-
duuecku npoasnuBiieiicsa B Ilerepbypre 15 maprta 1897 roma. Pumckuii-
KopcakoB ObLI cBUjIETEIEM 3TOTO COOBITHA. Ellle HA TeHepaJIbHOU perneTu-
MU OH, CYy/IsI 10 BOCIIOMUHAHUAM COBPEMEHHHUKOB, IPSAMO CKa3ajl aBTOPY
cuM(OHUY, YTO OHA €My COBCEM He OHPaBUIach’. BO3MOKHO, B HEyZJaUHOM
ucnosHeHuu cuMdoHnu noz ynpasienuem A.K. I'smazynosa Pumckuii-Kop-

CAKOB PACCJIBIIIAI YK€ HAMEUaBIIUNCA PaHblIle, HO CTABIINI ropaszo bosee

6 Cm., Hapumep: [5, 5].
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JleP3KUM BbI30B MJIAJIIIIEr0 KOJUIeETU. B cuMbOHUYM OUeBU/IHBI KOPCAKOBCKUE
IIpUeMbl — HEKOTOPbIE MeJIoJInUecKrue 000pOThl, BHETOHAJIbHBIE 11€JIOTOH-
HbIE U XPOMAaTHUUYECKHUE MOCJIeI0BAaHMS, C/IeJIAaHHBIE CJIOBHO 110 0OpasiaM u3
TePBBIX U3IaHUN yuyeOHUKa rapMoHuu Pumckoro-KopcakoBa. OgHako Te-
Ieph OHU MEPEOCMBICIISIACH B PAMKaX MacIITabHON TparndyecKOd KOHIIET-
111, OOHAXKAIOIIEN TJIyOOKYIO IucrapMoHuIo ObITHs. CaMa KOHIIEN NS CUM-
doHUU He ObLIA CO3ByUYHA TBOPYECKUM YCTAaHOBKAM mHeTepOyprckoro ma-
cTepa, a UCIOJIb30BaHUE B Hel SA3BIKOBBIX MPHUEMOB Pumckoro-KopcakoBa
MOTJIO TOJIbKO IIOJTYEPKHYTH 3TO OTUYKAEHUE.

Psy 3auMCTBOBaHMU MPOAOIKAIOT U KBa3U-UIUTAThl U3 Pumckoro-
KopcaxkoBa, BcTpeuaroriuecs B 0oJiee MO3THUX IIPOU3BEAEHUX, HAIPUMED,
B 11oaMe «KoJstokosa». B Kojie mepBoM yacTy BOBHUKAET SIBHAsI U OTMEUeH-
Has eme A.W. KauguHckum [7, 94] oTchuIKa K snusony u3 «Kurexka» —
«XoKeHre B HeBUAUMbIN rpaa» (BCTyIJIeHHEe KO BTOPON KapTUHE YeTBEpP-
Toro sierictBus; [Ipumepsl 2 a8 u 2 69). ATa OTChUIKA JlesiaeT O00Jiee YHUBED-
CaJIbHBIMU CMBICJIBI PAXMAHUHOBCKOTO TEKCTA, PE3KO paclINpsAsa CUMBOJIU-
YyecKre TOPUBOHTHI Beel nmepBoil yacTu. My3blKaJIbHBIA HAMEK Ha KOHIIEN-
uio « Kutexxa» 0603HaUYaeT 3/1eCh BHIXO/] B HEKOE MUCTHUECKOE, HA/IMUPHOE
MIPOCTPAHCTBO. B HEro cjIOBHO OBbI YXOAT U B HEM PacTBOPSAIOTCA BCe CUACT-
JINBBIE YIIOBAHUS MOJIO/IOCTH, UTO MOKET OBITH TPOYUTAHO KaK MBICJIb O TPa-
TUYEeCKOU HEOCYIeCTBUMOCTHU B 3eMHOU PeaJIbHOCTH UeJI0BEUECKUX CTPEM-
snennit ¥k Pagoctu u CBeTy. OTHU CMBICIIBI OATBEPIKIAIOTCS U CyMPauHbIM

IIIU300M «CHA», Pa3pbIBAIOIIINM CBETJ/IYIO TKaHb HepBOﬁ YacCTH.

7 [Ipuuunabl HenpuATusa [IlepBoli CHMOHHUHM U HEKOTOPBIX APYTUX MPOU3BeJieHuN Paxma-
HUHOBA I1eTePOYPrCKUMU My3bIKaHTaMU clielnajabHo aHaausupyet C.B. ®posos [15].

8 IIpuBoauTea no uzganuto: C. PaxmanuaoB. Konokona. Tlosma /i1 xopa, COJIMCTOB U
cuMpoHUYECKOro opkecTpa. IlepesiokeHue i neHus ¢ GOPTENUAHO B YETHIPE PYKH.
M.: My3sIKa, 1973. C. 35-36.

9 IIpuBoauTcs no uzaanuio: PuMmckuii-Kopcakon. CkazaHue o HeBUAUMOM Ipajie Kutesxe
u fepe ®eBponuu. Omepa B 4-x JielicTBUsAX. Ilepesioxkenue s neHusa u poprenuano. M.:
l'oc. my3s. u3za., 1962. C. 301.
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ITpumep 2 a). C.B. Paxmannuos. «Kosokosa». Yacts 1. Coda.

(Allegro, ma non tanto)
Meno mosso. Maestoso.
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ITpumep 2-6. H.A. Pumckuii-Kopcakos.

«Ckazanue 0 HeBUAUMOM rpazie Kurexxe u nese OeBpoOHUN».
BeryrieHne ko BTOpOU KapTHHE YeTBEPTOT'O JEeUCTBUA
(«XoxkaeHue B HEBUAUMBIHA TPaji»).

(Andante non troppo)

Piu mosso
/ﬁ~

P SWTRSY BTN
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(sempre piano)
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v-ni pizz.

B ocHOBHOU TeMe BTOpOU uyacTu «KOJIOKOJIOB» TOMHO-CTPACTHbBIE
MIPUXOTJIUBO BBIOIIMECS XPOMAaTHUYECKUEe JINHUYU B HEKHOM TeMOpe GJielT u
ckpuriok (nudpa 35; [Ipumeps! 3 al° u 3 6'') BHI3BIBAIOT ABHBIE aCCOITUAITUN
¢ Tematu3MoM IllemaxaHCKOU IAapUIIbI U3 «30J0TOTO METYIIKa» PUMCKOTo-
KopcakoBa, 4To Takke ObLJIO 3aMeUeHO U OMHUCAHO uccaegoBareaamu’2. I[1o-

pOU 3TU JINHUHU IIOYTU TOUHO BOCHPOU3BOAAT PUTMUUYECKUIN U BBICOTHBIU

1o [TpuBogutca no uzganuto: C. Paxmaumnos. Kosiokosa. ITosma 11 Xopa, COJIMCTOB U
cuMpoHUYECKOro opkecTpa. IlepesiokeHue i neHus ¢ GOPTENUAHO B YETHIPE PYKH.
M.: My3sIKa, 1973. C. 46.

1 [TpuBoguTes o usaanuio: Pumckuii-Kopcako H.A. 3osoToi neryiiok. Omnepa B Tpex
akrax. KitaBup. M.: My3bika, 1977. C. 108.

12 Cm. 00 aTOM [6, 771, [4, 58].
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KOHTYp 3HAaMEHUTON apuy IapHUIbl-UCKyCUTEeIbHUIIBI. BMecTe ¢ aTuMu ac-
COITMAITUAMM POKIAETCA CMYTHOE OIIyIIleHre KOBapHOW 0OMaHUYHUBOCTHU JIIO-
OOBHBIX I'Pe3, 0 KOTOPHIX IMOBECTBYET ITO3THUECKUU TekceT basmbmonTa. 1 B
9TOM CJIy4yae OTChUIKA K My3bIke PuMckoro-KopcakoBa ciry:KUT Kak Obl yKa-
3aHMEM Ha TalHble IIOJITEKCTHI MMPOU3BeeHUs. 31ech Ta K€ BTOpas «IIpo-
MOPIUA PeEBU3UU» 110 bilymMy, B COOTBETCTBUU C KOTOPOM, HAIIOMHIO, MJIa/I-
IITUY aBTOP IIEPEOCMbBICIUBAET IIPHUEMBI CBOETO MPEIIECTBEHHIKA, KaK eCJIN

OBI eMY «He yZIaJI0Ch IIOUTH AOCTAaTOYHO Aajeko» [2, 18].

IIpumep 3 a). C.B. PaxmanuHoB. «Kosiokosa». HYacTp 2.

(Lento) P
Vani £ £ ¢ h o ,_/‘b\ ~ /\
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ITpumep 3 6). H.A. Pumckuii-KopcakoB. «307I0TOH METYIIIOK».
HetictBue BTopoe. [TecHs [llemaxaHCKOM IJapUIbI.

(Allegro moderato)
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P dolce

IIpencrasiieH B My3blke PaxMaHUHOBA U ellle OAUH TUIl 3aUMCTBOBA-
HUU. B HEKOTOPBIX ciIydasx PaxMaHUHOB paZiInKaJIbHO MEPEOCMbBICIUBAET
KOpPCAaKOBCKHe IpueMbl. Harrpumep, B 1060YHOM TapTHu nepBoi yactu Bro-
poii coHaThl (COUMHEHME 1913 rojla) BO3HUKAET SABHAsI OTChLIKA K JIEUTMO-

tuBy bomenus u3 «I{apckoit HeBecTbI» (IIpumepsl 4 a3 u 4 6'4) — CXOAHBI

13 [IpuBoautesa mo usmanmio: Ceprert PaxmanunoB. Conata NQ 2. CII6.: I1. FOpreHcoH,
2012. C. 9.

14 TIpuBoauTcs 1mo uzganuio: Pumckuii-Kopcakos H.A. I{apckas HeBecta. Otiepa B YeThI-
pex akrax. Knasup. M.: My3bika, 1971. C. 148.
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371ech MeJIoAuYecKre KOHTYPbhI C XPOMaTHYeCKUM 3all0JTHEHUEM Y3KUX HH-
TepBaJIOB, AyOJIMPOBAHUE B JleIMMYy BepXHero rosoca. OqHako 3Mesdnuecs
XpOMaTHUUYeCKHe JIMHUU COBEPIIIEHHO JIUIIAITCA CBOMCTBEHHOTO UM Y PuMm-
ckoro-KopcakoBa HEraTUBHOTO CMBICJIA, YKa3bIBAIOIEr0 Ha KOBAPCTBO Iep-
coHaka. Y PaxMaHWHOBA CXOZHbIE 0OOPOTHI BKIIOUEHBI B XPYIIKUN OTyXO-
TBOpeHHBbIN 00pa3. Eciu 1aTh BoOJI0 CyOBEeKTUBHOU (DaHTA3UU, TO MOXKHO
YCJIBIIIIATh B HEM OTpa:KeHHEe KeEM-TO OTMOJIEHHON, YMUPOTBOPEHHOU U IIPO-
CBETJIEHHOU AYIIIH JIYKaBOTO Jiekaps u3 «llapckoil HeBecThI». B 00BbEeKTHB-
HOM 3Ke IJIaHe — 3TO 3HaK BHYTPEHHETO YCJI0KHEHUS JIUPUUYECKOU cephl:
OHa MPUHUMAET Ha cebs HOBblEe HEOTHO3HAUHbIEe KOHHOTAITUH.

ITpumep 4 a). C.B. PaxmanunoB. Conara yis ¢poprenrano N2 2 b-moll, op. 36.
Yacrs 1. [TobouHas mapTus.

Meno mosso (s.=4)
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ITpumep 4 6). H.A. Pumckuii-Kopcakos. «I]apckas HeBecTa».
JlelicTBue BTOPOE, crieHa IV.
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[TomobHOE paguKaibHOE IIpeodpakeHre KOPCAKOBCKON «3HOMHOM»
XpOMaTHUKH BO3HUKaeT U B kojie [Ipesmtoanu h-moll op. 32: otTueTsiiBO mpo-
CTyIaIoIYe B Hel MHTOHAIUU necHu MHaniickoro rocts u3 « Caako» 3Bydar
CKOPOHBIM IIOXOPOHHBIM IOCJIECTIOBHEM — BOCIIETHIN 9K30TUYECKIUM rOCTEM
YyJIECHBIN «KaMEHb-SIXOHT» ¢ parickou ntuiiei ®eHmKce cJI0BHO Ipeobpaka-

eTcs B TsDKeJIoe My4uuTesibHOe BocioMmuHauue (IIpumepst 5 ats u 5 60).

ITpumep 5 a). C.B. Paxmanunos. IIpentogusa h-moll, op. 32. Coda.
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15 [IpuBoauTea o usganuio: Paxmanunos C.B. 24 npemtoguu 1ia poprenuano. M.: My-
3bIKa, 1966. C. 100.
16 [IpuBosuTesa no u3ganuio: Pumckuii-Kopcako H.A. Caziko. Onepa-osuinHa. KiaBup.
JL.: MysbIka, 1975. C.237.
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ITpumep 5 6). H.A. Pumckuii-Kopcakos. «Caako».
JeiictBue TpeThe. IlecHss HAMICKOTO TOCT.
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B 000ux 3THX cIydasx 3HAKU POMaHTUYECKOTO 3K30TU3Ma BPACTAIOT
B CyOBEKTUBHYIO JINPUKY, BHOCS B Hee 00JIe3HEHHO-U3JIOMaHHYI0 HOTY HO-
BOT'0 UCKyCCTBA Hayasia XX BekKa.

K aTuM TallHBIM 3aMMCTBOBAHUAM TAKKE MOKHO IIPUMEHUTD OIKca-
HuA Xoposaa bayma. 3aech Mbl UMeeM JIEJIO C MOCTEAHEN, IITECTOU «ITPO-
nopmuen pesusuu» no biymy. VMccsezioBaTenb ONMCHIBAET €€ KaK BO3Bpa-
II[eHHe B MO3JHEM TBOpUYEeCTBe (M/IU B 3aK/IIOUHUTEIHHOU YaCTU IIPOU3BE/Ie-
HUsI) «MJIQJIIIEr0» aBTOpPa IOJIaBJIEHHBIX BIUSAHUN «cTapiiero» (oopatum
BHUMAaHMe, 4YTO B mocjenHeM IpuMepe u3 llpeatoguun PaxmanuHOBa 3TO
JIeCTBUTEJILHO 3aK/IIOUUTENIbHASA ee 4acTh). dPPEKT COCTOUT B TOM, UTO,

KaK IIHIIET BJIyM, «...HOBO€ CTHXOTBOPEHHE KaXKE€TCA HaM HE€ TaKHM, KdK
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ecsiy ObI ero Hamucas MpeAIIecCTBEHHUK, HO TAKUM, KaK ecjIu Obl O3 JHEN -
UM TO3T caM HaIMCcaJl XapaKTepHeilllee MPOu3BeJileHNe IIpeAIlecTBEH-
HUKa» [2, 19]. To ecTh «MJIaAIINAI» aBTOP HACTOJIBKO OPTAHUYHO aCCUMU-
JINPOBAJI JIOCTUKEHUS «CTapIIIero» U HACTOJIbKO yOeauTesleH B CBOEM €r0
IIePETOJIKOBAHUU, UTO MOKET BCTaTh B TOT K€ PAJ BEJINKUX TBOPIIOB. DTO
O3HaAvaeT, 1o biyMy, mpeojiosieHne cTpaxa BAUAHUA: MJIAAIINN aBTOP cam
HAUMHAET «BO3/IEMCTBOBATh» HA IIPE/IIIECTBEHHUKA, TOUHEe — Ha MPe/ICTaB-
JIEeHHe O HEM IOCJIEAYIOIIUX TOKOJIEeHU .

JlaBHO IIpU3HAHO, YTO Xy[OXKE€CTBEHHAsd WHJUBUAYAJIbHOCTb Pum-
ckoro-Kopcakosa crasa a1 PaxMaHHOBa 0IIOPOU B HOMCKAaX COOCTBEHHOTO
TBOpYecKOoro juiia. OTHaKO BaXKHO U TO, YTO €T0 AUAJIOT ¢ HaCJAeJUeM CTap-
IIIer0 COBpeMEHHMKA Hec B cebe CJIOKHOe B3anMMOJIEMCTBUE TIPUTIKEHUH,
OTTAJIKUBAHUU U JIaXKe CIIOPOB. XapaKTeP 3TOTO B3aUMOJEUCTBUSA BbICBEUH-
BaeT HEMOBTOPUMBbIE OCOOEHHOCTH TBOPYECKOTO O0OJIMKA Ka’K/I0TO U3 JBYX

MY3BbIKaHTOB.
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Hpuna CepeeesHa 3axapbexosa

PABEJ/Ib-APAHXKNPOBIIIUK: K BOITPOCY O
PABOTE KOMIIO3UTOPA HA/l ®POPTEIITMAHHBIMUA
N OPKECTPOBBIMU TPAHCKPUIIIINAMMN

:[IepeHOH«HIHHIITpaHCKpHIHHIHIGH(CBOHXCD6CTB€HHBDQTYH(HtBDKHX

MIPOU3BEIEHNH — ITPAKTHKA JIJIsl KOMIIO3UTOPA BIIOJIHE TUIIMYHAA. BRIHYKIeH-
Has afiallTalus MO/ UCIOJTHUTETLCKUE YCIIOBHUS, IPUHITUITHAIbHBIN 3aKa3 WIN
caM0o00pa3oBaHuEe CTAHOBSTCS MOBOJIOM K CO3JaHHIO TEX WJIM MHBIX COUHHE-
HUU-TIepepaboTok. EcTh, 0IHAKO, B ICTOPUU MY3bIKH aBTOPbI, B TBOPYECTBE KO-
TOPBIX MOA0OHBIE KOMIIO3UIIUHN 3aHUMAIOT 0CO00€ MECTO, MapKUPYs OIpe/ie-
JIEHHbIE€ TBOPUECKHE YCTAHOBKH U TeXHOJIOTUYecKue npuemMbl. Mopuc PaBesb
— B UX YHCJIE.

PaBesieBckass pabora B KauecTBe TPAHCKPUIITOPA-OPKECTPOBIIUKA IIe-
PUOJUYECKH CTAHOBHUTCS IIOBOJIOM JIJISI HAYYHOTO Pa3roBopa [cM., HalIpuMep:
8, 52—64; 14, 118—-139]. IlepBoe MeCTO cpe/iu ero MePEIOKEHUH Y UCCIIeI0Ba-
TeJiel HEU3MEHHO 3aHUMAaeT OPKecTpoBas Bepcusi « KapTMHOK C BBICTABKH»
Mycoprckoro [15, 79—83; 4, 97—103], B TO BpeMs Kak JAPyrue IepesioKeHus
paccmarpuBarTcsa (0cOOEHHO B OT€UECTBEHHOM MY3bIKOBEJIEHUH) B MEHbIIIEN
crerieHu. ITompITaemMest XOTsi ObI YACTUYHO BOCHOJIHUTH 3TOT HPOOES B IAHHOM

CTaThbe.
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CylecTByeT HeKasi HEUETKOCTh B CBSI3M C OIPeJIeJIEHUSIMU OCHOBHBIX
MMOHATUU U TEPMHHOJIOTHEN, MeXKIYy KOTOPBIMH IPUXOJUTCA MaHEBPHUPOBATH
PYCCKOA3BIYHOMY HCCJIeZ0BaTeN0. B aHT/10- 1 GpaHKOA3BIYHOM MY3bIKO3HA-
HUU PaBeJIEBCKUE TEPEIOKEHUS ONMPEAEIAIOTC HECKOJIPKUMU TOHATUAMU:
Ipekze Bcero, 3To «transcription» [10; 14; 16; 12] — aHIVI. «apaHKUPOBKA,
TPAHCKPUIIIUA», QP. «MY3bIKAJIbHOE TEpeIoKeHNe, TPaHCKPUIIUsa». Ecau
peub ueT 06 opKecTpoBKe (GOPTENMMAHHOTO OPUTHHAJIA, BO (HPAHIY3CKOM HC-
ciemoBanuu M. MapHa [10] wucmosb3yroTrcess cioBa «orchestration» wu
«instrumentation» — (¢ ¢p.) «OpKecTpoBKa» U «MHCTPYMEHTOBKA» COOTBET-
ctBeHHO. B MmoHorpadum A. OpeHcraiiHa [12] B cBsA3u ¢ pabotoii PaBess Haj
IIepesIoKEeHUAMH JJ1si (OPTEMHNaHO HUCIIOJIb3YyeTCs IJ1aroy «transcribe» (aHr.
«apaHKUPOBATH» ), TOT/IA KAK B CBA3U C IIEPEJIOKEHUAMU JJIs1 OPKECTPa YKA3bI-
Baetcs «orchestrate» (aHIJI. «<MHCTpYyMEHTOBAaTh, OPKECTPOBATh»). HakoHerl, B
MoHorpaduu MapHa MOXKHO BCTPETUTH €Ille OJIHO CJIOBO — «arrangements»
(bp. «apaH:KUpOBKa»), KOTOpPOe yIOTPeOsseTcss 0 OTHOIIEHUIO K Ilepepa-
OO0TKe Mo./1bK0 paBeJIEBCKUX COUMHEHUH (KaKk caMUM KOMIIO3UTOPOM, TaK U €T0
KOJIJTIETaMU) BHE 3aBUCUMOCTU OT MHCTPYMEHTAJIbHOTO TPeoOpakeHnsl OpUTH-
HaJla. YYUTHIBAA BCe 5THU TOHKOCTHU, OCTAHOBUMCS HA MOHATUMN «TPAHCKPUII-
1usi», Kotopyio b. boposiuH onpenesnser, Kak «IIPOU3BOJHOE OT OPUTHHAIA»
[1, 341].

C. 3aHK TIPUBOAUT CIIMCOK BCEX PABEJIEBCKUX TPAHCKPUIIINU [16, 351—
362], 13 KOTOPOT0 BUHO, UTO:

1. Pamesip paboTaeT HaJ HUMH Ha MPOTSKEHUM BCEU CBOEUM TBOpUe-
cKoM sesiTestbHOCTH (¢ 1898 rosia — TpaHcKpUIusa cuiMOOHUYECKON YBEPTIOPbI
«Ilexepaszana» Ay popTenraHo B YETHIPE PYKU — II0 1935 IO, — TPAHCKPUII-
s pomaHca «PoHcap cBoei ayine» Ijis rojioca ¢ opkectpom). OcoGeHHO

34€Ch CJIEAYET BbIJAC/INTD:
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- Ha4aJio 1910-X roZI0B: BpeMs CO3/IaHUA PaBesIeBCKUX (pOpPTENUaHHbIX
Tpanckpuniui « HoktropHOB» (1909) n «®aBHa» (1910) /lebroccu 1 OpKeCTpo-
BBIX Bepcuil cobcTBeHHBIX «[laBaHbl mounBiiel nadanTe» (1910), « Moeit ma-
TYHIKU-TYCBIHU» (1911) U «bJaropofHbIX U CEHTUMEHTAJbHBIX BaJIbCOB»
(1912);

- KOHeI[ 1910-X TOJI0B: OpKeCTpPOBble Bepcuu «AabOopazbl» (1918) u
«I'pobuunbl Kynepena» (1919) PaBesis, a Takke «Top:KeCcTBEHHOTO MEHYITa»
(1919) Illabpue;

- 1922 TOJI: OpKecTpoBble Bepcuu «KapTHHOK ¢ BbIcTaBKU» Mycopr-
ckoro, «Tanma» u «Capabanabi» JlebGroccu.

2. Ilo Tumy aBTOpCKOTrO MaTepuasa, ¢ KOTOPbIM paboTaeT KOMIIO3H-
TOP, paBeJIEBCKME TPAHCKPUIIIINU JEJIATCA Ha IepepabOTKH COOCTBEHHBIX CO-
ynHeHu! (28) u nepepaboTKU KOMIO3UIIUH APYyTUX aBTOPOB (9), cpein KOTo-
peix — Illabpue, /lebioccu, Junmyc, Mycoprckuii, Pumckuii-Kopcakos, Ily-
MaH; B HaOpOCKaX CyIIeCTBYIOT TaK K€ TPAHCKPUMNIHNH (10) Ipou3Be/leHUN
Anbbenuca, berxoBena, Illonena, Kynepena, Cen-Canca, Catu [16, 363—370].

BbI60p aBTOPOB IMPOJIMKTOBAH CAMBIMHU PA3HBIMH TPUUYHHAMHU. ITO MOT
ObITh 3aKka3 Aupmkepa («KapTuHkM ¢ BhICTaBKU» i1 KyceBUIIKOTO), XOpeo-
rpada (mymanoBckuii «KapHaBan» u «Cuiabduabl» u3 mpousBeaenuit Illo-
neHa 711 HukuHckoro; «Top:kecTBeHHBIN MeHYaT» [Ilabpue aj1s crieKTaksIsa
Pycckoro 6asiera B mocTaHoBKe MscuHa), UMIipecapruo (HEOKOHUYEHHAsl COB-
MecTHasi co CTpaBHHCKUM paboTa HaJl IEPEOPKECTPOBKOU « XOBAHIIMHBI» JIJIsI
Harunesa) winu udgarens («Capabanma» u «Tanen» Jlebroccu st 2Kobepa).

ATOo MOT OBITh YUeOHBIN ONBIT (Kak B ciydae ¢ (popTenuaHHOU TpaH-
ckpurninue «HoktiopHoB» u «®aHa» [lebioccu, omepsl uimyca «KpachHas
Mapro», a Tak»ke Habpockamu npousBeieHni Cen-Caunca u berxoBeHna), KOTo-

PBIl Kacasics Kak caMOro KOMIIO3UTOPA, TaK U ero COOCTBEHHBIX yUeHUKOB. Kak
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3amevaeT A. OpeHcraiiH, «PaBesib ObLJI TPEBOCXOIHBIM I1€/IaTOTOM 10 KOMIIO-
3UIIUH U OPKECTPOBKE — 3TOT aCIEKT €r0 Kapbepbl 00BITHO UTHOPHUpPYeETCs. Ero
OecIpHCTPACTHOCTh W ITPOHUIATEILHOCTh COUETAINCH C YHUKAJIbHBIM COUYB-
CTBHEM K UCKYCCTBY APYTuX» [13, 470].

ABTOpBI, K KOTOPBIM OOparaercsi PaBesb B CBOUX TPAHCKPUMIUAX —
Ba)KHbIE (QUTYPHI €0 TBOPUECKOTO MUPA. JJOCTATOYHO BCIIOMHUTD OJTHO U3 MH-
TE€PBBIO0 KOMIIO3UTOPA, B KOTOPOM «PaBejib OUeHb MPOCTO CKa3asl, uTo ero 3a-
BETHBIM KeJlaHUeM ObLIO O6bI UMETh BOBMOXKHOCTh YMEPETh, MATKO yOalOKaH-
HBIM HEXXHBIM U UyBCTBEHHBIM 00bsATHEM “IIpesoauu K MOC/enoiryIeHHOMY
orapixy ®aBHa” Jlebroccu, “UCKIIOUUTENIBHBIM YYyJIOM BO BCEN MY3bIKE »
[7, 486].

3. [Ilo TemO6poBOMYy IpHW3HAKy paBeJE€BCKHE TPAHCKPUIIIAN MOXKHO
pas/ieJINTh Ha Te, YTO U3 OPKECTPOBBIX CTaIu (PopTenUaHHBIMH, U, HA000POT,
u3 (popTenMaHHbIX — OPKECTPOBHIMU.

dopmenuaHHble MPAHCKPUNYUU OPKECMPOB8bLX couuHeHull. Pabora c
YIOMSHYTBIMH Tpou3sBesieHussMu [ebroccu u Juanyca — eIMHCTBEHHBIN CITy-
yaii, korga PaBesb oOpaTuiicsa K TPAHCKPUIIINU YYKUX OPKECTPOBBIX B OTIEP-
HOTO cOunMHeHu# iUt hoprenuano (rosoca u poprenuano). [Ipuuem Kommo-
3UTOP SABHO IIPEJINIOYNTAET YETHIPEXPYUHYIO BEPCHIO IBYPYIHOM!.

CrerneHb OTBETCTBEHHOCTH 34 Uy:KOH Matepuas PaBesib HoHUMaI OYEHD
xopoimo2. Tem 6osiee, yTo B ciaydae ¢ «PaBHOM» pedb IIJIa O TPAHCKPUIIIINHU

71 GOopTennaHo B YeThblpe PYKU NpoU3BeJleHus, KoTopoe caMm /lebioccu 10

1 B mucbMe K JIurycy OT 10 ceHTAOps 1902 roja, 10 MOBOY TPAHCKPUIIIUH TPETIONUN K
«Kpacuoit Mapro» PaBesib 3amMeuaer, YTo YeThIPEXPYIHBIH BapUaHT ObLI ObI O0JIee pe3yiib-
TaTUBHBIM» [7, 63]. 1 XOTs1 B U'TOTE MIPEJTIOAYS OCTAIACH B IByPYYHOM BapUAHTE, 3aMeUYaHIE
PaBesist HEJTb35 HE OTMETUTb.

2 Kak 3amMeuaeT KOMIIO3UTOp 110 moBoy «CupeHn» Jlebroccu, 3To «...BO3MOKHO, CAaMBbIii Ipe-
KpacHbIA 13 “HOKTIODHOB” M, KOHEYHO, CAMbIii PUCKOBAHHBIH JJIsI TPAHCKPUOMPOBAHUS,
TeM OoJiee UTo ero elre He UCIOJIHAIN» [7, 58].
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3TOTO MEPEJIOKUII LI JIBYX posyieil. Ecyii cpaBHUTD 5TH IBE BEPCUU, TO BUTHO,
YTO paBesieBCKasi TPAHCKPUIIUs OoJjiee CKPYIyJIe3HO CIIeAyeT 3a MapTUTYPOH
JleGroccu, cobiromasi Bce TEMIIOBble U3MEHEHUsI OPUTHHAIA3 M CTapasich He
yTPAaTUTh HU OHOTO 3BYKOBOTO KOMIIOHEHTA. Tak, B 4 1 7 TakTax ¢popTenuaH-
HOU Bepcum Jlebioccu omyckaetr ap¢dOBBIN IIIHMCCAHAUPYIOMNYA maccax (mpu-

Mep 1a), a PaBesib ero coxpasser (rmpumep 10).

ITpumep 1a. [lebioccu. «daBH», 1—8 TaKThI
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3 Jlebroccu BBICTABJISIET MIEPBOHAYAIBHBIN TeMII B MapTuType «Trés modéré», Tora Kak B
€ro 7K€ IBYXPOsIJIbHOM BepCUU CTOUT «Assez lént». PaBesnb coxpansier «Trés modéré».
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IIpumep 16. PaBenb-/lebtoccu. «®aBH». 1—8 TaKThI

PRIMA
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B 11—20 TakTax napTUTyphl 6acoBas JUHUSA (KOHTpPabachl) pUTMUUECKU
caMOCTOsAITeJTbHA Ha ()OHE JPYTUX TPEMOJUPYIONINX CTPYHHBIX. PaBesb pac-
npenenseT GoprenruaHHyio GaKTypy B 9TOM MeCTe TAaKUM ke 06pa3oMm (mpumMep
2a), Torga kak JleGrooccu sieslaeT pUTMHUUECKUH aKIeHT Ha JINHUM BHUOJIOHUE-

JieH, a 6achl 3acTaBiseT TPEMOJUPOBATH, OCIA0JIAS TeM CaMbIM UX YETKOCTb

(mpumep 26):

49



TexHUKA MY3bIKANBLHOU KOMNO3UYUU

IIpumep 2a. PaBenn-Jlebtoccu. «@aBH». 11—20 TaKThI, BTOPAs MapTUS
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WNnu, HanpuMep, B MOCJAEAHUX YeTbIpex TakTax «PaBHa»: XpoMaruue-

CKUH MOTUB U3 Hayajia TEMbI, 3ByUallliil TPEXTOJIOCHO Y ABYX BaJITOPH C Cyp-
AUHAMU ¥ YHUCOHA TIEPBBIX CKPUIIOK B HU3KOM peructpe peinaercsa y leboccu
B BU/JIE TPEX3BYYHBIX aKKOP/OB y oZfHOM ntapTuu (1 ¢/m), Torga kak Pasesb pac-
IpejiesisieT roJI0ca Mo TOMY 2Ke IPHUHITUITY (2+1) MeXKay AByMs MapTUAMH (Z1Ba

BEPXHUX I'0JI0CA — BAJITOPHBI — Y IEPBOU, HYXKHUU — CKPUIIKUA — y BTOPO#). OT-
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MeTUM U (PUHAIbHbIE KBUHTHI y BUOJIOHUEJIE U KOHTpabacoB pizzicato: [le-

6roccu IIpeBpalaeT ux B aplie/IXKUPOBaHHYIO Ayoaenumy (rmpumep 3a), PaBespb

ocTaBJIsAeT KBUHTY Staccato (mpumep 30).

IIpumep 3a. lebroccu. «PaBH» (CM. 2 TTOCTIETHUX TAKTa)

Tres lent
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Ta ke 4yTKOCTh M BHUMATEJIbHOCTh OTJIMYAET U PABEJIEBCKYIO0 TPaH-
CKPUIIIUIO 1A IBYX dhoprenuano « HoktiopHoB» [lebroccu — 3Ta Bepcus yBe-
PEHHO BOIILJIa B COBPEMEHHBIN KOHIIEPTHBIN U IleJarOTUYEeCKUH perepTyap.

Hampumep, HeOObIYaTHO U3BICKAHHO — 3a cueT (QOpIIIaroB — CO37aeT
PaBesb apdoBblil apdekT B TeMe cpeiHero pazzaesna «O6gakoB» (IpuMep 4a),

KOTOPYIO B OPKeCTpe UTPAIOT B YHUCOH TepBas Quieitta u apda (mpumep 40):

51



TexHUKA MY3bIKANBLHOU KOMNO3UYUU

ITpumep 4a. PaBenb-/lebioccu. «O61aka», un peu plus animé
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IIpumep 46. [lebroccu. «Obiraka», 11.7 MapTATYPHI, UN peu animé
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He ocrasiisier 6e3 BHuMaHus PaBesb u apgoBbie diaskonersl (mpu-

MEPHI 53, 50):
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IIpumep 5a. /lebroccu. «Obsaka». 1.8 TapTUTYPHI
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IIpumep 56. PaBenb-/lebtoccu. «Obaka», 76—79 TaKThI
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B «ITpasmHecTBax», Cpeay MPOUYETO, BBIJEINM Ty YaCTh TPAHCKPUIIIUU
(mBa TakTa 70 11.13 MApPTHUTYPHI, IpuUMep 6a), rae PaBesb ABHO aKIeHTHUPYET
BHUMAaHUe Ha BCTyIUIeHNU MaJioro 6apabana. 1 xots ero Tem6p (Tak ke, Kak U

TeMOp TapesioK) cO3/1aTh TPAAUIIMOHHBIMU (OPTENUAHHBIMU CPEJICTBAMU He

53



TexHUKA MY3bIKANBLHOU KOMNO3UYUU
MIpeCTaBseTCs BO3MOKHBIM, KOMIIO3UTOP BOCIIPOM3BOJUT CHaudajia pUTMU-

yeckylo (hopMysry Masioro 6apabaHa (B JIeBOH pyKe y IIepBOI MapTHU), a 3aTEM

— siuTaBp (B JIEBOM PyKe Yy BTOPOU mapTUu; mpumMep 60).
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TexHUKA MY3bIKANBLHOU KOMNO3UYUU

B «Cupenax» 7151 PaBesist IpUHIIUITHAILHBIM TEMOPOM U IapTHEN CTa-
HOBUTCS KEHCKHUH XOP: €ro JUHHUIO KOMIIO3UTOP COXPAaHSET B TPAHCKPUIIIUU
Ha IIPOTSKEHUU BCETO HOKTIOPHA, oOpalnasi BHUMAaHKeE Ha BCe TOJIOCOBBIE HIO-
aHchl. Tak, HapuMep, JOTIOJTHUTEIHON peMapKoU subito pelreH uM repexos
Ha XOPOBOE HCIIOJITHEHHE C 3aKPBHITHIM PTOM, a TaKKe Ha 3aCypAUHEHHOE 3BY-
YyaHHe BaJITOPH (IIpUMeEpHI 7a, 0).

ITpumep 7a. lebroccu. «Crupensi», 11.9 mapTUTypHIL,
revenir progressivement au I° Tempo
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ITpumep 76. PaBenb-/lebroccu. « CUpeHbI», 101—103 TaKTHI,
revenir progressivement au I° Tempo
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PosnpHasg «MapuHHCTHKA» B «CupeHax» CI0KHA U pa3HOOOpa3Ha: 3TO

1 TPEMOJIO B Pa3HBIX PETUCTPAX, 1 BCEBO3MOXHbIE BHUbI apII€IXXNPOBAHHBIX

aKKOP/IOB,/TIaccaskel, 1 KOPOTKHUE «BCIJIECKU» (DOPIIIATOB, U TOHKO ITPOAY-

MaHHasA aroruka (Hampumep, OJTHOBPeEMEHHOe 3ByuaHHe staccato u legato B

MAapPTUU OHOU PYKH, IIpejjiaraolee, TakKuM o0pa3oM, MoJIMTeMOPOBOE pellie-

HHE) — U Bce 3TO Ipu JjierkoMm (tres léger), TnxoM (OCHOBHBIE JUHAMUYECKUE

OTTEHKHU KaK MapTUTYPHI, TAK U NEPEIOKEHU — P, PP U PPP), H0IUGOHUIHOM

3ByuaHuu. Bot, Hanpumep, kak PaBesb pemaet B popTenmuanHON TPAHCKPUII-

I[UY TAKOU UCIIOJIHUTEIbCKUY IPUEM y CTPYHHBIX, KaK UTPA KOHYUKOM CMbIYKa

(mpumepsr 8a, 6):
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IIpumep 8a. [lebroccu. «CUpPeHBI», 3 TAKT MOCJIE I1.4 TTAPTUTYPBI
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ITpumep 86. PaBenb-/lebtoccu. « CUpEHBI», 42—43 TaKThI

Ptlres expressif et frés soutenu
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TexHUKA MY3bIKANBLHOU KOMNO3UYUU

WTak, B TPAHCKPUNOIUAX YY>KUX OPKECTPOBBIX Ipou3BelleHUUN (u
IIpesk/ie Becero, Jlebroccu) st GopTenraHo B UeThIpe PYKU (MJIH JIJIS ABYX POSI-
Jieii) PaBesip BhICTyIIaeT KaK BHUMATEIbHBIN, YyTKUH K HIOAHCAM HapTUTYPhI
TPAHCKPUIITOP, a4 TaKXKe — KAaK yCepAHbIN YYEeHUK, IPOIyCTUBIIUN «4epe3
cebs1» U OCBOMBIIIMYM OPUTHMHAIBHBIN 3BYKOBOM MaTepHasl, OKa3aBIINU BIIO-
CJIEZICTBUM BIIUSHUE HA €r0 COOCTBEHHOE TBOPUYECTBOA.

Opxecmpogble mpaHckpunyuu hopmenuaHHbvix couuHenull. bospias
YaCTh paBeJIeBCKUX TPAHCKPUIIIIUM — 3TO OPKECTPOBBIE BEPCUU CBOUX U UY3KUX
doprenmanHbix counHenuil. Kak 3ameuaer Pomxkep Hukosic, «oH [PaBesb]
OTIpeJiesisl OPKECTPOBKY KaK co3/laHue ammocgepwl [kypcus Hai — H.3.] Bo-
KpYT HOT Ha ITofio0ue mo/i/iep:KUBaoIel neaaau Ha poprenuato» [11, 115]. A
Maiikn Pacc muiier, 4yTo «paBejieBcKas TPAHCKPUNOTOPCKas TEXHUKA ObLia
cTporoii; 60siee TOro, 3TO ObLIA YACTh OIPEZIEJIEHHOTO 8bl308a [KypCUB HAII —
H.3.]. Ho oH He IIpoCTO pa3yKpalinuBaeT OpUTHHAIbI MUJIBIMH KpackaMu. Bme-
CTO 3TOT0 OH MPOosCHsET POPMBI, J06aBJIAET COOTBETCTBYIOIINE 3(PPEKTHI, yCHU-
JINBAEeT HHEPTUIO U BeC TAaKUM 00pa3oM, KOTOPhIM HEBO3MOXKeH Ha opTenu-
aHo. <...> CuMOuoTHUYeCKHe OTHOIIIEHU MeX/y (GOpTenrnaHHON U OPKEeCTPO-
BOU BEPCUSAMU OIIpe/ieJIeHHBIX PABeJIEBCKUX IPOU3Be/IEeHU-U/Iel WIIOCTPU-
pYyIOTCA TeM, UTO ero popTelruaHHble COUMHEHUS YacTO MOAPAKAIOT UHCTPY-
MEHTaM M T0JIOCaM, a eT0 OPKECTPOBbIE MHOT/IA BOCIIPOU3BOJAT (pOpTenruaH-
Hble 3By4YaHUs, MEPEeBO/isi MUAHUCTUUECKYI0O BUPTYO3HOCTh B OPKECTPOBYIO»
[14, 134].

HeiicTBUTEIbLHO, MHOTHE U3 (QOPTENNAHHBIX COUMHEHUN PaBesd HecyT
B cebe OPKeCTPOBBIN MOTEHITHUA, YTO 3aMETHO, ITPEXK/Ie BCEro, 10 UX PaKType,

MeEJIOAUKE M arOoru4yeCKuM 0003HAYEHUAM. HpI/IBeZIeM B Ka4e€CTBE IIpUMEpa

4 Kak, Hanpumep, B CO3/aBaBlleiCcs IapajuleJIbHO TpaHCKpUuniusaMm «HOKTIOpHOB» u
«®aBHa» «xopeorpaduyeckoi cumponun» «Jadbuuc u Xaoa».
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Hauasio «IlaBaHbl mounBIied nHdanTe» (mpumep 9a) — ¢ ee ppazaMu IIHPO-

KOTO JIbIXaHUs, PA3HBIMU BUJIAMHU CTAKKATO U MOJIN(POHNUECKOU PAKTYPOU — U

OPKECTPOBYIO BEPCHIO C COJUPYIOIIEN BaJITOPHOU U JloOaBieHHEM 0ACOBOM

oiiepskku y ¢parotos (mpumep 90).

ITpumep 9a. PaBensb. «ITaBana nmouusiiei nHdante». ®/0 Bepcus, 1-3 TAKThI

Assez doux, mais d'une sonorité large J:so.
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TexHUKA MY3bIKANBLHOU KOMNO3UYUU

Ta >xe coyupyoIas BaJITOpHA Ha (poHEe CTPYHHBIX pizzicato mossBUTCS U
B PaBEJIEBCKOM OpKecTpOBOi Bepcuu «TaHma» Jlebioccu, 0 KOTOPOH peub Moii-
JIeT 1aJee.

OO6paTtuM BHUMaHHE Ha Te COCTaBbl, KOTOPbIE BEIOKMPaeT PaBesb B cBA3U
C OPKECTPOBKOM TOTO MJIM MHOTO ITPOU3BEEHUS.

Manwltil cocTaB OpKecTpa KOMIIO3UTOP HCIIOJIB3YET B CIIEIYIONTUX KOM-

IIO3UITUAX:

«ITaBana mounBiIed nHpaHTe»: 2 ¢JelTsI, 1 TOOOH, 2 KIapHeTa, 2 $aroT; 2 Baj-
TOPHBI; CTPYHHBIE U apda.

«Most MaTyIIKa-TyChIHA»: 2 (JIENTDI, T0O0H M aHTJIMACKUHN POXKOK, 2 KJIapHeTa, da-
TOT ¥ KOHTpadaror; 2 BaJITOPHBI; CTPYHHBIE U apda; yZapHble (JINTaBpPbl, TPEYTOJIBHUK, TA-
peJiku, 601N OapabaH, TaM-TaM, KCHJI0(OH, KOJIOKOJIBUHUKHU, UYEJIECTA).

«I'pobuuta Kynepena»: 2 ¢piedTsl, rob0i 1 aHITUHCKUN POKOK, 2 KJIapHeTa, 2 ¢a-
rOTa; 2 BAITOPHBI, 1 TPyOa; CTPYHHBIE U apda.

Heb6roccu. «Tanen» («IlITupuiickas TapaHTesa»): 2 (GJenTol, 2 T000s, 2 KJIapHETA,
2 ¢arora; 2 BaJITOPHBI, 2 TPYObI; CTPYHHBIE U apda; yAapHble (JINTABPbI, TPEYTOJIbHUK, OY-
OeH, MasbIil OapabaH, TapeJiKky, 00JbIION 6apabaH, KpOTaIH).

Hebioccu. «Capabanga» (13 croutsl «/[yst poprenuano»): 2 ¢JeiTsl, rob0N 1 aH-
IJIMUCKUM POXKOK, 2 KJIapHeTa, 2 ¢aroTa; 2 BaJITOPHEL, 1 TpyOa; cTpyHHBIe U apda; yjlapHble

(Tapesnku, TaM-Tam).

Kaxk BuziHO, PaBesib HECKOJIBKO paclIUpsET COCTaB MajIoro cuMpOoHUYe-
CKOT'O OpKecTpa, A00aBJisAsA K CTPYHHOU rpymiie (B KOTOPOU BCTpPEUAroTCs Kak
YyeThIpeX, TaK U MATUCTPYHHBIE KOHTpPabackl) apdy, 1Be BAITOPHBL, 2 B HEKOTO-

PBIX CJIydasix — JIBE TPYObI U TPYIIITY YAAPHBIX.
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3a uckaoueHneM «TaHIa» Bce 3TU COYMHEHUS TaK UM MHAYE CBA3aHbI
C MacCEeUCTCKOU TEMOU5 B TBOpUecTBe PaBeJisi, YTO IMKTyeT BLIOOP KOMIIO3UTO-
POM OITpeJIeJIEHHBIX CTADUHHBIX JKAaHPOB — TaBaHbI, capabaH/bl, MEHYITa, PU-
rozioHa, popsansl. OpKeCTPOBKA TaKKe CTUIU3YET «CTAPUHY»: B HEU MOKHO
YCJIBIIIATh MUIIUKATHOE — THUIIA JJIOTHEBOTO — 3By4aHNE CTPYHHBIX, KOTOPbIE
YacTo UTPAIoT ellfe U ¢ cypAanHaMmu. Hepeniku ¢iaskoseTtsl (0ocobeHHO y apdbl 1
KOHTpa0acoB), a TaKKe UTPa y IOJICTABKH.

Boavwotl coctaB cuMpOHINYECKOTO OpKecTpa PaBesib BEIOKpAET /1J1s1 Ta-

KUX COUMHEHUU:

«Jlogka B okeane» (13 nukia «OTpaxkeHus»): 2 GIIENTHI U TUKKOJIO0, 2 TOO0S U aH-
IJIMACKUHM POKOK, 2 KJIapHeTa U Oac-kjapHeTa, 2 ¢aroTa; 4 BaJITOPHBI, 2 TPyObI, 3 TPOM-
OoHa, Tyba; cTpyHHBIE U 2 apdbl; yIapHble (JINTaBPbI, TPEYTOJIBHUK, TapeIKH, O0IbIION Oa-
pabaH, TOHT, YesIecTa, KOJIOKOJIBYUKH).

«bsaroposiHble 1 CEHTUMEHTAJIbHbIE BAJIbChI»: 2 (DJIEUTHI, 2 TOOOSA U AHTIUHCKUMN
POKOK, 2 KJIapHeTa, 2 (arora; 4 BaJITOPHHI, 2 TpyObl, 3 TpOMOOHA U TyDa; CTPYHHbBIE U 2
apdbl; yapHble (JTUTaBphI, OOJIBIIION OapabaH, TapeIKu, TPEYTOJIbHUK, MaJIbIl OapabaH, Oy-
OeH, JyejiecTa, KOJIOKOJIbUHKH).

«AnpOopama» (13 mukiaa «OTpakeHusi»): 2 GJIEHTHI U TUKKOJIO, 2 T000s U aHTJINH-
CKHUU POXKOK, 2 KJIapHEeTa, 2 (arotra u KOHTpadaror; 4 BaJITOPHBI, 2 TPyObI, 3 TPOMOOHA U
Ty0a; CTpyHHBIE U 2 apdbl; yAapHbIe (JINTaBPHI, KPOTAIU, TPEYTOJIbHUK, OyO€H, KaCTaHbETHI,
MaJiblil 6apabaH, TapeJiku, 00JbIIoN 6apabaH, KCHI0MOH).

«CTapuHHBINA MeHy3T»: 2 GJIENTh U MUKKOJIO, 2 T000A U aHIJIUMCKUU POKOK, 2
KJIapHeTa U b6ac-KjIapHeT, 2 ¢arota u KOHTpadaroT; 4 BaATOPHBI, 3 TPyObl, 3 TPOMOOHA U

Ty0a; CTpyHHBIE U apda, 2 JTUTABPHI.

s [TompoOHee 06 aToM [2].
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[ITabpue. «Top:kecTBEHHBI MEHYAT» (M3 «10 JKUBOIUCHBIX Ibec»): 2 (erThl (B
T.4. TUKKOJI0), 2 T000s, 2 KJIapHeTa, 2 GaroTa; 4 BaJITOPHBI, 2 TPyObI, 3 TPOMOOHA U Ty0a;
CTpyHHBIE U apda; yaapHble (JIUTaBPhI, TPEYTOJIbLHUK, OyOeH, MaJiblii OapabaH, TapesKu,
OosplIoN OapabaH).

Mycoprckuii. « KapTHHKY ¢ BBICTaBKH»: 2 (QJIEUTHI U TUKKOJIO, 2 T0O0s U aHTJINH-
CKHUU POKOK, 2 KJIapHeTa U bac-KapHeTa, 2 arora 1 KOHTpadarot, aIbTOBBIHN cakcodOH; 4
BaJITOPHBI, 3 TPyOBI, 3 TPOMOOHA U Ty0a; CTPYHHBIE U 2 apdbl; y/IapHbIe (JINTAaBPhI, YEJIeCTa,
KCHUJIOOH, KOJIOKOJIBYUKHU, KOJIOKOJIA, TPEYTOJIbHUK, TaM-TaM, TPEIIOTKa, XJIOMYyIIIKa, Ta-

peJIKu, MasIbIii 6apabaH, OoJibIION 6apaban).

Kak BuaHo, PaBesib IpeAnouynTaeT, B OCHOBHOM, TPOMHOI COCTaB Op-
KeCTpa C BUJIOBBIMU HHCTPYMEHTAMU, ABYMsA apdaMU 1 HACHIIIEHHOU IPYIIIOH
yAAPHBIX, CPEAU KOTOPHIX IONAIAI0TCS HE YacThle IA CUMQpOHUUECKUX Map-
TUTYP TOoHT (B «JIogKe B OKeaHe»), TpeloTKa U xjomyIika (B « KapTuHkax»),
Kcu10(OH U KacTaHbeThl (B « Astbbopazie»).

Ecyiu cBou coOcTBEHHBIE COUMHEHUsI PaBeist HecyT B ce0e CKPBITBIA Op-
KECTPOBBIN MMOTEHIINAJI, TO COUNHEHHSA IPYTUX KOMIIO3UTOpOB (/lebioccu, Illa-
opre, Mycoprckoro) CTaHOBSITCS ITOBOJOM JIJII KOMIIO3UTOPA PaCCJIBIIIATh B
HHMX HEOXKU/TaHHBIE 3BYKOBBIE KPACKHU U CO3/1aTh CBOIO OPKECTPOBYIO MHTEPIIPE-
TaIuio counHenus. Tak mpoucxoaut ¢ «Tanmem» Jlebioccu (mpumMep 10), Ubs
JIETKOCTh, Kpy>KE€HHE U YIJIoBaTas pUTMHKa CMeIlIUBalTcs PaBesieM ¢ pa3ind-
HBIMU YAPHBIMH U IIIYMOBBIMHU 3BYYaHUSIMH (Pa3BEPHYTHIH COCTaB YAAPHBIX

WHCTPYMEHTOB HAaIlOMUHAET 3/1ech « BakxaHanmmio» u3 «JladHuca»).
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IIpumep 10. Jlebroccu. Taner
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Tak mpoucxoaut ¢ «CapabaH0i»®, B OPKECTPOBKE KOTOPOU IOSBJISI-
I0TCS HE TOJIBKO sIpKHe TeMOphI (HarpuMep, COJTUPYIOIIEN TPYObl WA TaM-
Tama), HO U HOBbIE My3bIKaJIbHbBIE aKI[eHTHI: B popTenrnanHou Bepcuu Jlebroccu
(mpumMmep 11a) apreaKUPOBAHHBIN aKKOPJ| BO 2 TaKTe, HECKOJILKO HapyIIaio-
U MOHOJIUTHOCTh XOpPaJIbHOU (PakTyphl, B Bepcuu PaBesis yrpupyercs 3a
CYET TOTO JKe apre/PKUPOBAHHOTO aKKOp/Ia pizzicato Ha TpeX CTPyHaX y aJibTOB
u BuosioHuesel (mpumep 116). He mapom bap6apa JI. Kesutu 3ameuaet 110 1o-
BOJly OPKECTPOBKM OJTHUX JIByX COUYMHEHUU: «PaBesb ocTaBiiseT OTHEYaTOK
CBOEH JINYHOCTH B IapTuTypax Jlebroccu; ero nepenoxkenue “TaHia” cCoep>KUT
yCTOUUMBBIE U OoJiee 1ieIbHbIe (PaKTypHBbIE JIUHUU, TOAUYEPKHYThIE PUTMUYE-

CKOI OCTPOTOM, HEOOBIYHOM /J1s1 OPKeCTPOBOro nuckMa Jlebroccu» [9, 15].

6 Kak nutirer JIaBuc, « PaBess BeiOpas a1 opkectpoBku Capabansy Jlebroccu, Tak Kak 000-
»kan Capabanay Catu» [8, 53]. Bumumo, peus o BTopoii u3 3x oprenuanHbix capabans (dis-
moll) Caru, koTopast mocesimeHa PaBesto. Ecoiu mpuHATH Bce 3TO BO BHUMAaHUeE, TOT/Ia OP-
KecTpoBKa PaBeJist IeMOHCTPUpPYeT HEKUH CHMBOJIMYECKUH JKECT MJIA/IIIIEr0 COBPEMEHHHUKA,
BBICOKO IIEHUBIIIETO CBOMX CTAPIINX KOJUIEr: PaBesib mocTdakTyM My3bIKaJIbHO IPUMHUPSIET
Jle6roccu u CaTu mocJie passiaza ux Apy»k0slI (mogpobHee 06 3ToM cM. [6]).
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OpxkectpoBka «Tops:kecTBeHHOTO MeHyaTa» [llabpue (mpumep 12) map-
KHUPYeT Ba>KHBIM HUCTOUHHK BJIUAHUU U ellle 0HOT0 6e3yCcI0BHOTO i1 PaBesis
MY3bIKaJIbHOTO aBTOPUTETA’. KOMIIO3UTOP TaK»Ke HaMepeBaJICs IEPEOPKECTPO-
BaTh (pparMeHThl U3 «Koposiss mouneBosie» Illabpue, — 310, Kak numet Kesw,
«yKa3bIBAeT HAa OCO3HAHUE TOT0, YTO OH [PaBesib] He TOJIBKO CIMBAETCA CO CTU-
siem Illabpue, HO U TPEBOCXOUT €TI0 TEXHUUECKU» [9, 12].

OpuruHajbHOU, MPAKTUUECKU «TeaTPaJU30BAHHON» CTAHOBUTCA OP-
KecTpoBas Bepcusa « KapTHHOK ¢ BeicTaBKH». Cireayroinue ciaosa 0. ®opryHa-
TOBa CKa3aHbl 00 MHCTPYMeEHTax Jimpudeckon ¢daHTazum «Jlutsa u Boiied-
CTBO», OJTHAKO UX BIOJIHE MOKHO OTHECTU U K « KapTHUHKaM»: «... BC€ UHCTPY-
MEHTBI B 9TOH OIlepe — B CYIITHOCTH, pa3Hble UHAUBUAYAJIbHOCTU. U HET 11
HUX HUYero 6oJiee yBJIeKaTeJIbHOTO, KaK ITHCATh CJI0XKHBIN CIIEKTaKJ/Ib, pacipe-
JeJisAsl MeXKJIy COOOM BTH CJIOJKHbBIE WHAWUBU/IyaJIbHOCTH, pa3Hble TeMIlepa-
MEHTbl U C UX MOMOIIBIO IIOJTUEPKUBAsl Pa3Hble CUTyallUd W IIEPUIIETHH»
[5, 130]. He ¢ TakuMH JIN «CJI0KHBIMH WHUBHUAYATbHOCTAMH» U «Pa3HBIMHU
TeMIIepaMeHTaMU», KakK cosupytome cakcodoH («Crapslii 3aMOK»), Tyba
(«BrII10»), TpyOa € cypsimHoi («/IBa eBpesi»), Mbl BCTpedaeMcs B TPAHCKPHUII-
nuu «KaptuHok»? HamomumMm, uto PaBenb paboran Hafg «JluTs» B 1920—25
roasl. B 1922 roay nosiBuiiach opkecTpoBas Bepcusa « KApTHHOK ¢ BBICTABKH»,
KOTOpasi cTajia CBOeOOpPa3HbIM «3KCIIEPUMEHTATbHBIM MOJIEM» JJIsI OYyIITHUX

OPKECTPOBBIX HAXO/I0K B «/IUTA».

7 CM. 00 aTOM, Hampumep: [3].
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ITpumep 11a. lebroccu. «Capabanma».
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ITpumep 12. lllabpue. «TopKecTBEHHBIH MEHYIT»

Allegro franco
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ObpaTyM BHHMAaHHE Ha TaKOe KAa4ecTBO (OPTEMHMAaHHBIX OPUTHHAJIOB
Yy>KUX IIPOU3BeIeHN, BbIOUpaeMbIX PaBesieM /11 OpKECTPOBOM BepCUH, KaK
UX MTHAaHUCTUUECKYIO « HECTaH/JaPTHOCTh» U «HeyZAo0HOCTh». Hemapom M. Pacc
3aMmeuaert: « “KapTUHKU ¢ BbICTaBKU MyCOPTCKOTO, BEPOSITHO, HE TIOJTYUUIN ObI
CBOEro MecTa B My3bIKQJIBHOM KaHOHeE, JlaKe Kak (opTelnnaHHOe COYNHEHNe,
ecsiu 6b1 He TpaHCcKpunuus PaBens» [14, 137]8. JleiCTBUTEIbHO, €CIU MTOAXO0-
muth K « Kaptuakam» Mycoprckoro, wiu «MenyaTy» [llabpue, nnn « TaHIty» 1
«Capabanyie» JlebroccH ¢ TOUKH 3pEHHsS «KaHOHA», TO OHU HE BXOZAT B KATETO-
PUI0 TUAHUCTUYECKU «KOMQOPTHBIX». C0KHAA, HEeTPaAUIMOHHAA (aKTypa
(IJIOTHBIE aKKOP/IOBblE KOMILIEKCHI, 3aTeilinBas MoauMOHUA, HachIIleHHAs
MeJu3MaTUKa), aMETPUYHOCTh U aCCUMETPUUYHOCTh (Ppa3upoOBKU, PUTMHUYE-
CKasi HEPOBHOCTH (CMeIleHNe aKIeHTOB, Iay3bl), rpadudHaAsA MeJIoIndYecKas

JIMHUA U pa3HOoOOpa3Has aroruka MnperosaraioT B 3TUX TPOU3BE/IEHUAX HHOU

8 O cenudUIECKOM HUCCIEA0BATEIHCKOM OTHOIIEHNH K MKy MyCOPICKOTO YIIOMHUHAET B
Oosiee paHHel pabote u [[aBuc [8, 55-56].
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TUI MMAHNU3Ma% — MUAHU3MA, CBA3AHHOTO, IIPEXK/e BCETO, C TEMOPOBBIM CJIbI-
IIIaHWEeM WHCTPYMEHTa W MOAYNHAIONAM BUPTYO3HOCTh XapAKTEPHOU 0Opas-
HOCTH.

UTo KacaeTcsi OPKECTPOBBIX BepCUNl COOCTBEHHBIX KOMIIO3UIUM, TO
37ech PaBenb /ieMOHCTpUpYyeT Mep@EKIUOHNU3M U TPO30PJIUBOCTh: MHOTHE
13 ero GopTenraHHbIX MPOU3BEIEHUN HECYT B ce0e OpKeCTPOBBIU U, fajiee, Te-
aTpaIbHBIN (xOopeorpaduueckuil) nmoteHnuaa. HeyausurenabHo, yto u «Ila-
BaHa», U «Asbbopaza», u TaHIbl U3 «I'poOHULBI KyniepeHa», u «biaropojiabie
U CEHTUMEHTAJIbHbBIE BaJIbChI», U « MOsI MaTyIIIKa-TyChIHS» IIepepadaThIBAIUCh
KOMIIO3UTOPOM B OPKECTPOBbIE TIPOU3BEIEHN S, KOTOPbIe IOTOM CTaHOBUJIUCH
O6aseTHBIMU CIIeKTaKIAMU. Tak, « AJIbOopazia» ¢ ee CyXumu, YIIPYyTUMU «TUTAP-
HBIMH» aKKOp/IaMU, CypAUHHBIM (JieBas Ile/iajib) U COHOPHBIM 3ByUYaHHUEM B
CpefHel 4acTH, peneTUlUAMHN HAa OJHOM 3BYKe U BO3IYIIHBIMU TJIMCCAH/O,
BBIPA3UTEIbHBIMU MOHOJIOTAMU, HEPBHOU U YETKOU PUTMHUKOU B CBOEU Op-
KeCTPOBOU BepCUM MpeBpaIlaeTcss B KpaCOYHYIO UCIIAHCKYIO CIIEHY, BCTaBas B
OJVH PsAJl ¢ UHTpoAyKIuen u3 «McmaHnckoro yaca», «Masnarenbeli» us «Hc-
MMAHCKOU parcoiuu» 1 «bojiepo». ATa clieHa MopakaeT CBOUMU TeMOPOBBHIMU
HaXOJIKAMHU: «TUTapHBbIEe» aKKOP/Ibl IPEBPAIIAIOTCA B YBEPEHHOE MUIIIUKATO Y
CTPYHHBIX (C ydacTHUeM aKKOPJIOB Ha TPeX CTPyHax) U apdbl; BbIpa3UTEIbHbIE
MOHOJIOTHY TIOpy4YeHbI (haroTy («M3I0MUHKA», UCHOJIb30BaHHAsA PaBesieM paHee
B «/cnaHCckoM yace»); peneTUIINU — TpyDe U BaJITOPHE C CypPANHOMU, a 3aTeM
deviTe; ruccango — diente ¢ apdoi, a COHOPUKA JIocTUTaeTcs Jiakosie-

TamMu CTPYHHBIX divisi. 3a puTMHUYECKUH Ke KapKac MPOU3BEAEHUA OTBEUAET

9 MozkeT ObITh, I03TOMY 3TU IIPOU3BEAEHUSA JOBOJIBHO PEAKO UCIIOIHAIOTCS B HAIIH THU. 1
peub 371ech He TOJIBKO O POCCUMCKUX, HO U O 3apyOEKHBIX MHAHUCTAX.

10 Kak 3ameuaet A. OpeHcraliH, «PaBesb ropausics TeM ¢pakToM, YTO KaK UCKYCHBIM MacTep,
OH CMOT y0eZIUuTeIbHO OPKeCTPOBaTh CBOU cOOCTBEHHbIE (hOpTENINaHHbIe COUNHEHUs, TAKUe
Kak “Mos Marymka-TycblHA WiId “byiaropogHble U CEHTUMEHTAJIbHBIE BaJIbChl , U CMOT
TaKXKe yOeUTeTHbHO MEPEIOKUTH JJ1s1 GOPTENHNAHO OPKECTPOBhIE COUNMHEHU...» [13, 472].
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oOILIMpHAas rpynIia yAapHbBIX ¢ KACTAHBETAMU BO IJ1aBe. « TeaTpaIbHbBIN» TOTEH-
I[1aJI OPKECTPOBOU Bepcuu «Ab00OpaZbl» AEMOHCTPUPYET TOT (hAKT, UTO OHA
(Bmecte ¢ «Top:kecTBeHHBIM MeHyaToM» [1labpue u «IlaBaHoii» ®opa) ObLia
HCIIOJTHEHA Tpynmol «Pycckoro Oajiera» B paMKax OaJ€eTHOTO CIEKTAKJIS
«Capgpl Apanxyaca» (xopeorpad — JI. Msacun) [7, 191].

K coxxasieHn1o, orpaHUYeHHbIN 00beM CTAaThU HE MO3BOJIsIET TOAPOOHO
PaccMOTPETh KaXK/IYIO M3 PaBeJIEBCKUX TpaHCKpuIui. [IpucTymnas K ee 3aBep-
IIIeHn10, 00001IMM Bce BbllieckazanHoe. Kak 3ameuaer b. bopoauH, «B mpak-
TUKE TPAHCKPUIIIUU OTYETIUBO MPOCJIeKUBAETCA /IBa TUIIA U3MEeHEHUN OpU-
TrUHaJIa, KOTOPbIe Mbl HA3BAJIU MeXHUYEeCKUMU [TO €CThb MOJTHOCTbIO MO/ TUYMHEH-
HBIMU TOUYHOU Iepefaue 3HAKOBOU CTPYKTYpPhl OPUTHHAJIA B UHOU cucTteme] u
UHMepNPemayuoHHbIMU [CBA3aHHBIMU C BTOpP:KEHUEM B COZlep>KaTeJbHBIN
CJION OpUTHHAJIA U €T0 U3MeHEeHUeM | [KypCUB U TEKCT B KBaIPATHBIX CKOOKaX
aBTopa. — 1M.3.]» [1, 342]. YuuTbhiBasg 3T XapaKTEPUCTUKH, MOXKHO CKa3aTh,
YTO paBesieBCKHe (QOpTENUaHHbIE TPAHCKPUIIINU UY>KUX F COOCTBEHHBIX Op-
KECTPOBBIX MPOU3BENEHUIN HECYT B cebe, cKopee, yueOHO-TeXHUUECKOe 33/1a-
HUe, 2 TOTOMY UMeIOT 60Jiee IPUKIIAHON XapaKTep, TOTJa KaK ero OPKeCTPo-
BbIE€ BEPCUU CBOUX U UYy>KUX (DOPTENHAHHBIX TPOU3BEAEHUN TPECTABIIAIOT CO-
60 caMOCTOSATETbHBIE — I TI0 0OPAa3HOCTH, U IO BIPA3UTETbHBIM CPEJICTBAM —
OpUTHHAJIbHbIE TPOU3BEIEHU A, II0-HOBOMY pacl[BeurBaroliye (MIu Jaxe mpe-
BBINIAIONINE) MCXOHbIE BADUAHTBHI.

M. Pacc npejiiaraer paccMaTpuBaTh paBeIeBCKUe TPAHCKPUIIIUU «KaK
GJiecTsAIIME U B IIOJTHOM CMBICJIE CJIOBA TBOPUYECKUE UHMepNnpemayuu, noscHe-
HUA U TaKe aHau3bl [KypcuB Halll. — M.3.] cBoux opuruHasioB. OpKkecTpoBoe
TBOPUYECTBO CTAHOBUTCS PAaBHOIPABHOUM, HO O0Jiee OAPOOHOU peasm3aryieit
OpUTHHAJIA, CIIOCOOHOU HCII0JIb30BaTh €€ TPOMa/THbIE PecypChl, YTOOBI IMOKa-

3aTh TO, YTO TOJBKO MOKET OBITh CKPBITO B (DOPTENUAHHOM H3JIOKEHUU »
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[14, 134]. JobaBuM cO CBOEH CTOPOHBI, YTO T'€HHAJIbHBIN TEeMODPOBBIH CIYX,
dbakTypHas BHUMATEJIbHOCTh, YYBCTBO MEPHI, O€3YIIPEUHBIN BKYC OIPEJIEISIOT
MacTepcTBO PaBesss-TpaHCKPUIITOpAa W OPKECTPOBINUKA, IIPeBpaIias ero B
TOT'0, KOTO I032K€ B 3JIEKTPOHHO-MY3bIKAJIbHOU IPaKTHKe pyoexka XX —XXI Be-

KOB Ha30BYT «aPaH>KUPOBITUKOM ».
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Isabel Pina
(HM3abenw ITuna)

A RUSSIAN WAY OF DEPICTING TRUE PORTUGUESE
TRADITIONS? ALENTEJO SUITE NO. 1 BY LUIS DE
FREITAS BRANCO AND ITS CONNECTIONS WITH
INTEGRALISMO LUSITANO?

Introduction
‘Within the Portuguese musicological field and knowledge, Luis de

Freitas Branco (1890-1955) is one of the most recognized composers of the
20th century, with a wide and multiple career, considering his activities as a
composer, music critic and chronicler, composition and musicology teacher
and musicologist. As a composer, Luis de Freitas Branco became known, in
the one hand, as the introducer, in the decade of 1910, of a musical modern-
ism in the country, mainly through the composition of symphonic poems
usually analyzed as close to impressionist or symbolist and expressionist aes-
thetics and techniques. In this narrative, works as «Paraisos Artificiais»,
composed in 1909-10 and inspired in Charles Baudelaire’s «Paradis Artifi-
ciels», and «Vathek», symphonic variations composed in 1913-4 after the
homonym literary work by William Beckford, have an important role:
«Itisin the field of modernist languages that the most exuberant rep-

ertoire emerges, which contributes to putting Portugal on the path of new

1 The paper presented in the international conference «Musical Composition: From
Intention to Opus», 9—11 April, 2019, in Moscow.
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music that was being developed in several European countries, such as con-
temporary art production and process, in the first decades of the 20th cen-
tury, becoming obvious the protagonism of Luis de Freitas Branco. The hard
core of Luis de Freitas Branco’s modernism is concentrated between 1910
and 1913, of which it is essential to highlight the symphonic poem “Paraisos
Artificiais”, from 1910, “Mirages”, for piano, “Quarteto de Cordas”, “Trés
Fragmentos Sinfénicos das ‘Tentacoes de Sao Frei Gil’” and “La glebe s'a-
mollit” for voice and piano of 1913 and “Vathek (Poema Sinfénico em Forma
de Variacoes sobre um Tema Oriental)”, of 1913/14» [6, 116]>.

On the other hand, Luis de Freitas Branco is also mentioned by the
historiography as the main composer behind the foundation of a Portuguese
neoclassicism in the decades of 1920 and 1930, related with a reaction
against romanticism and with a nationalist way of reappreciating the Portu-
guese musical past. As results of these intentions, Freitas Branco’s four sym-
phonies and «Madrigais Camonianos» are among the most relevant compo-
sitions, as ways of creating a Portuguese symphonic tradition, practically in-
existent before Luis de Freitas Branco, and of praising Portuguese renais-
sance music and literature:

«From the 20s, a change in the aesthetic position of Luis de Freitas

Branco was confirmed. Without losing sight of “modernity”, the composer's

2 Original: «E no campo das linguagens modernistas que surge o repertério mais exaltante
e que contribui para colocar Portugal na senda da nova musica que se estava a desenvolver
em varios paises europeus, como producao e processo artistico contemporaneo, nas
primeiras décadas do século XX, sendo 6bvio o protagonismo de Luis de Freitas Branco
nesta matéria. O nucleo duro do modernismo de Luis de Freitas Branco concentra-se en-
tre 1910 e 1913, dele sendo imprescindivel destacar o poema sinfénico “Paraisos Artifi-
ciais”, de 1910, “Mirages”, para piano, o “Quarteto de Cordas”, “Trés Fragmentos
Sinfénicos das ‘Tentagoes de Sao Frei Gil”” e “La glebe s’amollit” para voz e piano de 1913
e “Vathek (Poema Sinfénico em Forma de Variacoes sobre um Tema Oriental)”, de
1913/14» [6, 116].

All the translations from Portuguese written sources are the author’s.
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battle was increasingly focused on affirming a new rational and objective era,
which he associated with the concept of Latinism» [6, 319]3.

These specific narratives were introduced in the Portuguese media —
periodical press, mainly — during Luis de Freitas Branco’s life and mostly
after his death, and constitute discourses that prevailed in the historiography
which were written by some of the most enthusiastic Freitas Branco’s pupils.
These ideas have been kept in the national musicology by direct lineages, that
is, by family and pedagogical descendants of the composer who occupied rel-
evant places in the Portuguese music composition, criticism, research and
teaching. This reality is still common in the Portuguese musicology, given
that the first official researches and studies concerning some of the most rel-
evant personalities of 20th century Portuguese musical universe were car-
ried out by figures personally close to them — this is the case of Luis de Freitas
Branco, brother, father and romantic partner of some of the most influential
figures of the 20th century, and composition and musicology teacher of
many composers that would become the authors of the main ideas concern-
ing their tutor. Although some of these constraints are nowadays diminish-
ing, others are still present: ideological, political and even personal or indi-
vidual fortuities of some composers’ biographies are wittingly not discussed
or only briefly mentioned in the official musicological sources, while in fact
deserving much more attention.

In what concerns to Luis Freitas Branco, his connections with Inte-
gralismo Lusitano and their relevance in the composer’s later work are still,
in a certain way, unknown, despite several researchers within the fields of
contemporary history or political studies have been publishing about Inte-

gralismo Lusitano’s ideologies, as well as various musicologists have been

3 Original: «A partir dos anos 20, confirmou-se uma viragem no posicionamento estético
de Luis de Freitas Branco. Sem deixar de se colocar do lado da “modernidade”, a batalha
do compositor deu-se cada vez mais no sentido de afirmar uma nova era racional e objec-
tiva, que associava ao conceito de latinidade» [6, 319].
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studying Luis de Freitas Branco and some aspects of his works; but the con-
nections between both things are not usually mentioned, although his rela-
tions with the movement were fundamental for his later development into
what is called his neoclassical phase. In other words, Freitas Branco’s inte-
gralist moments can be considered an intermediate phase of his production
or the explanation of his change from what can be considered avant-garde
language to the apparently contradictory emergence of neoclassicism. This
way, one of the main purposes of our investigation has been the questioning
of the traditional periodization of Freitas Branco’s musical production,
which still considers his «1st Symphony an obvious turning point that al-
lowed the definition of two periods, the first from 1904 to 1923, the second

from 1924 to 1955» [6, 19]4.

Luis de Freitas Branco and Integralismo Lusitano

Integralismo Lusitano was a monarchic, anti-parliamentarist, anti-
constitutional, conservative, traditionalist, nationalist literary and political
movement, created in the early 1910s by young university students in Coim-
bra, the academic center of the country, disgruntled with the recent Portu-
guese Republic Proclamation (October 5th, 1910):

«Coimbra was the point of departure and arrival, the common refer-
ence to all future Integralists, in short, the learning space of the course of
law, culture, literature and initiation in political indoctrination. In the back-
ground, Coimbra was the space that gave cohesion and unity to the group:
they would take the first steps towards creating the Integralismo Lusitano,

beginning its leaders in the political and editorial activity» [7, 290]5.

4 Original: «Na divisao da obra musical em duas partes, considerou-se ser a “12 Sinfonia”
um 6bvio ponto de viragem, que permitiu definir dois periodos, o primeiro de 1904 a
1023, o segundo de 1924 a 1955» [6, 19].

5 Original: «Coimbra foi o ponto de partida e de chegada, a referéncia comum a todos os
futuros integralistas, enfim, o espaco de aprendizagem do curso de Direito, de cultura, de
literatura e de iniciacdo na doutrinacao politica. No fundo, Coimbra foi o espaco que
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Inspired by Charles Maurras’ Action Francaise®, Integralismo Lusi-
tano was a deeply anti-Germanist and anti-romantic movement that de-
fended the Latin condition and essence of the Portuguese race, ideas with
anti-Semitic outlines and, in the first steps of the movement, as well as re-
lated to a fight for the Portuguese cultural independence from Spain, as can
be read in one of the propagandistic conferences of Integralismo:

«Spain is not a sister nation, it is a rival nation. While we lived apart,
we had glory; when they united us by force, we agonized. The experience is
made, we know the results of it. Let us forget the tyranny of the Filipes and
their poor administration; but what one has always to remember is the re-
sistance that the Portuguese put at all times to the union with Spain» [10,
34917

The integralists, through public speeches and conferences, also
through the publication of literary and academic works of its main thinkers
and founders, and the sharp use of the periodical press of the time, intended
to spread the ideals of a deeply traditional country, with a regionalist empha-
sis where a highly hierarchical society was needed as natural condition, so
that a powerful an chosen-by-God king could reign and guide the lower class,

while an imperialist literate elite should magnify the national accomplish-

conferiu coesdo e unidade ao grupo: dariam os primeiros passos tendentes a criar o
Integralismo Lusitano iniciando-se os seus dirigentes na actividade politica e editorial»
[7, 290].

6 Created in the last years of the 19th century, Action Francaise emerged from the ideas
of integral nationalism by Charles Maurras, valuing French national history, heritage, and
advertising the greatness of the country’s past. It was a profoundly regionalist movement,
which, united with the Catholic Church, saw in the reestablishment of the monarchy the
only solution for a winning fight against the left and the anarchy [6, 40-1].

7 Original: «A Espanha nao é uma nacao irma, e uma nacao rival. Enquanto vivemos
separados, tivemos gloria; quando nos uniram pela forca, agonizamos. Esta feita a
experiéncia, sabemos os resultados dela. Esquecamos mesmo a tirania dos Filipes e a sua
péssima administracdo; mas o que ha de lembrar sempre é a resisténcia que os
portugueses puseram em todos os tempos a uniao com Espanha» [10, 349].
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ments personified in national heroes. Some of these ideas were used, alt-
hough slightly modified, by the official ideology of the dictatorship which
dominated Portugal from 1926 to 19748.

Luis de Freitas Branco became close to the movement and its main
thinkers, Anténio Sardinha (1887-1925), Alberto de Monsaraz (1889-1959)
and Hipdlito Raposo (1885-1953), only a few years after its creation, and his
political commitment became quite evident in some of Integralismo Lusi-
tano’s propagandistic events. Throughout the year of 1915, the main ideolo-
gists of Integralismo organized a cycle of conferences in Liga Naval Portu-
guesa, an institution during the 20th century related to the conservative, mo-
narchic or right-wing factions of the Lisbon society. These conferences were,
a year later, united in a propagandistic volume with the title «The Iberian
Question» or «The Iberian Issue». With conferences about the Portuguese
history, race, territory, language, law, institutions, politics, military strategy
and arts, Antonio Sardinha, Hipolito Raposo, Luis de Freitas Branco, José
Pequito Rebelo, Rui Ulrich, Xavier Cordeiro, Vasco de Carvalho and Luis de
Almeida Braga argued against a possible peninsular union. Regarding only
its title, «Music and Instruments», Luis de Freitas Branco’s conference
seems politically uncompromised, while, in fact, his lecture had everything
to do with differentiating the Portuguese music history from the Spanish mu-
sic, emphasizing the cultural independence and superiority of his country,
which was, according to the author, responsible for the creation of music
genres and instruments thought to be inherently Spanish. At the same time,
Freitas Branco describes and praises the musical lives of some of the Portu-

guese reigns, despising the moment when the Portuguese crown supports the

8 Portugal lived under a military dictatorship between 1926 and 1933, and, with the Con-
stitution of 1933, under a dictatorial regime designated and known from then on as the
Estado Novo. This regime ended only in 1974, with the Carnation Revolution.
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foreign influence of Italian opera, and describes the traditional music of
some of the country’s regions:

«And to conclude, by taking a retrospective glance at the historical
facts and the ethnic reasons presented here, we see:

1st That we had times of great musical splendor and sometimes here
began important facts for the history of music.

2nd That we have an absolutely distinct and independent musical in-
dividuality.

3rd That in our folklore there is a very rich vein» [10, 142]9.

This is the first fact concerning the composer’s commitment to the
monarchic movement, that is, a conference which, together with the others,
intended to prove some sort of Portuguese supremacy.

A second fact is related to an activity Freitas Branco carried out
throughout his life: the composer, who was soon to become a known and re-
spected music critic and chroniclero, began his serious and permanent jour-
nalistic activity in the integralist and monarchic press, emerging his name as
the author of several musical chronicles which underlined the classical and

Latin, and, therefore, true purposes of the Portuguese race, accentuating the

9 Original: «E, para terminar, lancando um golpe de vista retrospectivo sobre os factos
historicos e as razoes étnicas aqui apresentadas, vemos:

1° Que tivemos épocas de grande esplendor musical e por vezes aqui se iniciaram
factos importantes para a histéria da musica.

20 Que temos uma individualidade musical absolutamente distinta e
independente.

3° Que no nosso folclore existe um filao riquissimo» [10, 142].
10 Luis de Freitas Branco started his carreer as a critic in 1907, with only seventeen years
old. Until 1955, the year of his death, he wrote for general and specialized press, for
Portuguese journals and newspapers such as A Arte Musical, Revista do Conservatorio
Nacional de Miisica, Echo Musical, Musica: Revista de Artes, De Muilisica: Revista da
Associacdo Académica do Conservatoério Nacional de Miisica, Arte Musical, Gazeta
Musical, Gazeta Musical e de Todas as Artes, Boletim da Juventude Musical Portuguesa,
Diario Illustrado, A Monarquia: diario integralista da tarde, Accao Realista: diario da
tarde, Diario de Noticias, Diario de Lisboa, O Século, O Comércio do Porto, Atlantida, O
Diabo, Seara Nova and Vértice. Luis de Freitas Branco published more than 2200 articles
in the Portuguese periodical press.
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classic and Latin conditions of the true Portuguese music. His participation
in Integralismo Lusitano’s official daily newspaper, «A Monarquia: diario in-
tegralista da tarde», is a proof of this nationalist and monarchic thinking,
given his articles concerning some monarch’s musical passion and invest-
ment in music institutions, the medieval and renaissance roots of the future
national music, the description of the Portuguese literature and music of that
epochs through the praise of coeval poets and composers, alongside with ar-
ticles that described Latin music as opposed and superior to German music:

«At a time when it is convenient to appreciate the Latin spirit, it helps
to check the inferiority of contemporary Germany, both from the point of
view of musical production and criticism. As we hasten to the scandalized
astonishment of the reader, we shall remind him that the eighteenth and
nineteenth centuries are already gone, a fact which he certainly will not dare
to discuss; let us also say that Ricardo Strauss is admitted as an exception, a
single exception, and, given these preliminaries, let us see that Mozart, Bee-
thoven, Schubert, Schumann, Weber, Wagner, undoubtedly a rich founda-
tion in German art, still constitute their greatest musical glory. Richard
Strauss, as we have already said, is the only figure that does not erase this
whole glorious tradition and as far as Germany is in music at this time fun-
damentally epigonenhalf, as they say, he lives from the past, enormous past,

we repeat it, but the fact persists» [1].

11 OQriginal: «Neste momento em que é de toda a conveniéncia fazer-se a valorizacao do
espirito latino, consola-nos verificar a inferioridade da Alemanha contemporanea, tanto
sob o ponto de vista da producao musical como da critica. Apressando-nos a acudir ao
espanto escandalizado do leitor, lembrar-lhe-emos que os séculos XVIII e XIX ja 14 vao,
verdade que ele por certo se ndo atrevera a discutir; digamos-lhe também que Ricardo
Strauss é admitido como excepcao, excepc¢ao Unica, €, postos estes preliminares, vejamos
que Mozart, Beethoven, Schubert, Schumann, Weber, Wagner, fundo riquissimo sem
duvida da arte alema, ainda hoje constituem a sua maior gléria musical. Ricardo Strauss
como ja dissemos, é a Gnica figura que nao apaga de todo essa tradicao gloriosa e quanto
ao mais a Alemanha é em musica neste momento fundamentalmente epigonenhalf, como
eles dizem, vive do passado, passado enorme repetimo-lo, mas o facto persiste»[1].
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Furthermore, given that Luis de Freitas Branco was, in the first and
probably most significant years of this movement, the only composer related
to it'2, it becomes expectable that one of the movement’s enterprises was to
build cultural enhancements of its ideas. In this case, is the likely that Freitas
Branco tried to fulfill an Integralismo’s purpose composing musical proves
of the country’s true essence and heritage. Whence, the third dimension of
Freitas Branco’s participation in Integralismo Lusitano was the composition
of vocal and orchestral works deeply engaged in the movement’s ideologies.
This musical approach was achieved in three dimensions: firstly, by inspira-
tion in literary sources conceived by the main integralists, such as Anténio
Sardinha (who wrote the poems «O Motivo da Planicie», «Minuete» and
«Soneto dos Repuxos», for which Freitas Branco composed three melodies
for voice and piano in 1915), Hipolito Raposo (who wrote a tale that inspired
the symphonic poem «Viriato», composed in 1916), and Alberto de Monsaraz
(author of the text of «Canto do Mar», for barytone and orchestra, composed
in 1918); secondly, by thematic approximation of the movement’s ideas pre-
sent in these literary works, such as the praise of the Portuguese glorious
past; and thirdly, by changing his formal and composition techniques, that
were now departing from romantism related formal treatment and genres,
leading towards aesthetic adoptions of classic forms and genres («Concerto
para violino e piano», composed in 1916, and «Alentejo Suite No. 1», in 1919,
show the intention of composing in non-romantic genres with sonata-form

inspired schemes).

«Alentejo Suite No. 1»

12 According to the musicologist Teresa Cascudo [3], in the 1920s and 1930s other
musicians will become close to the movements ideologies, namely Ivo Cruz and Mario de
Sampaio Ribeiro, who in those years were highly interested in the recovery of the
Portuguese ancient music, mainly influenced by Luis de Freitas Branco’s integralist ideas
of the 1910s.
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One of these works, produced in the moments of strongest association
of Freitas Branco with Integralismo Lusitano, was finished in 1919: «Alentejo
Suite No. 1», considered by many researchers and connoisseurs of his work
as an unique and relatively isolated case within the composer’s production.
Firstly, since it is one of the few examples of music composed with a folklorist
purpose, only comparable with Freitas Branco’s «Alentejo Suite No. 2», com-
posed in 1927, and some of his compositions for cinema; secondly, because
it is supposedly totally opposite to immediate previous works, such as «Viri-
ato», composed in 1916 and the only work by Freitas Branco referred, in his
official biography, as logically related to Integralismo. Indeed, there are not
many examples of this particular aesthetics in the composer, fact that be-
comes more relevant when we read his own writings where a clear repudia-
tion of some sorts of folkloric appropriations is present. However, the second
statement, regarding the disconnection between «Alentejo Suite No. 1» and
«Viriato», needs to be dismantled, given that both musical works are deeply
committed to Integralismo Lusitano.

«Viriato» was composed in 1916 and premiered in 1917, and it is based
on a story written by Hipolito Raposo, entitled «Funerais de Viriato» (the
musical piece had, initially, the same title). His literary work is based on the
history of a widely appreciated military figure, who lived more than a hun-
dred years before Christ, Viriato. He was the leader of the Lusitanian people,
a tribe who fought fiercely against the Roman expansion in the Iberian Pen-
insula. This particular story narrates the moment when Viriato’s soldiers find
him dead, during a supposed moment of truce. Using what Freitas Branco
himself called the «Theme of Viriato» and a selection of excerpts of Hipodlito
Raposo’s story, the composer portrays the moments described in the literary
source, managing to build a symphonic poem which emphasizes the lauda-
tory dimension around the historical figure, by some unrealistically consid-
ered one of the founders of the Portuguese race and nationality, or at least of
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a certain kind of Portuguese conscience, and human proof of national re-
sistance and independence, in moments that contrast with sections of
mourning, depicting Viriato’s funeral ceremonies. There is, thus, an alterna-
tion between the musical praise of the hero and pianto sections that are
strongly related to the paragraphs Freitas Branco chose to musically illus-
trate:s.

«Alentejo Suite No. 1» has a very different ambience. This work was
not inspired on a literary source, which was, until then, the greater type of
inspiration for Luis de Freitas Branco4, but it was, instead, inspired by the
Portuguese landscape, particularly the one characteristic of a region in the
south of the country, Alentejo: a poor, rural region, in the beginning of the
20th century completely dependent on agricultural labor, with a poor illit-
erate population, where some of the main people of Integralismo held manor
houses. Freitas Branco himself had his rural property in Alentejo, in Reguen-
gos de Monsaraz, where he loved to spend seasons composing and teaching
his private composition students, getting inspiration for some of his greater
works.

«Alentejo Suite No. 1» was composed with an alleged use of tradi-
tional songs from Alentejo, as Nuno Bettencourt Mendes mentions, although

we couldn’t find actual proves of the use of traditional melodies. There is,

13 The context of «Viriato» was presented in the international conference «Rethinking the
Dynamics of Musical Nationalism», in Amsterdam, 26-29 September, 2017. This
participation resulted in a short article about Luis de Freitas Branco’s nationalism,
published in the «Encyclopedia of Romantic Nationalism in Europe» [9]. A detailed
analyzis of the symphonic poem can be read in the second chapter of the author‘s masters
dissertation [8].

14 Before composing Alentejo Suite No. 1, Freitas Branco had already composed several
works based on literary sources, namely songs for voice and piano inspired in poems by
Portuguese and foreign authors (Luis de Camoes, Mallarmé, Maeterlinck, D’Annunzio,
Charles Baudelaire), as well as symphonic poems primarily inspired in Portuguese
romantic authors (Antero de Quental, Jilio Dinis, Guerra Junqueiro), and Baudelaire and
William Beckford.
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surely, a folklorist purpose, in the composition of melodies that broadly re-
semble traditional music, with the intention of depicting certain environ-
ment, more than a specific program:

«[...] three sections based on subjects of a folk and obvious origin
from Alentejo, mostly collected or heard in loco by the composer himself.
These movements, however, are not articulated in a fundamentally rhap-
sodic spirit, but often adopting conceptions and perspectives close to sym-
phonism. The architectural schemes are also similar, accommodating them-
selves in the basic observance of a clear three-part orientation: A-B-A, guar-
antor of contrasts and relative symmetries (in type exposition-reexposure,
with a central episode corresponding to B).

[...] there are no descriptive intentions behind, no attempt was made
to create well-defined picture frames or pictures. No suggested programs.
Emotion and artistic enjoyment are fundamentally based on the musical and
expressive content of music, although the climate and nature of certain epi-
sodes or motifs may be linked, and even inevitably, to the character of the
Alentejo landscape and life» [6, 301].

The piece has three movements, Prelude, Intermezzo and Finale, and
it was written for three flutes, two oboes, two clarinets, bass clarinet, two

bassoons, four French-horns, three trumpets, tuba, timpani, bass drum,

15 Original: «[...] trés trechos baseados em temas de indole folclorica e obviamente de
proveniéncia alentejana, em grande parte recolhidos ou ouvidos in loco pelo préprio
compositor. Estes andamentos nao sao, todavia, articulados num espirito
fundamentalmente rapsédico, mas adoptando frequentemente concepcoes e perspectivas
proximas do sinfonismo. Os esquemas arquitectéonicos também sao semelhantes,
acomodando-se na observancia basica de uma limpida orientacdo tripartida: A-B-A,
garante de contrastes e de relativas simetrias (no tipo exposicao-reexposi¢cao, com um
episodio central correspondente ao B).

[...] ndo estdo subjacentes quaisquer inten¢oes descritivas, nem se procurou criar
quadros de impressoes ou de imagens bem determinadas. Nada de programas sugeridos.
A emocdo e a fruicdo artistica assentam fundamentalmente no conteiddo musical e
expressivo da musica, muito embora se possa ligar - e até seja inevitavel fazé-lo - o clima
e a indole de certos episdédios ou motivos ao caracter da paisagem e da vida do Alentejo»
[6, 301].
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cymbals, snare drum, triangle, castanets, harp and strings. As we can read in
the quote above, the suite obeys a three-parts macro and micro structure,
given that, besides the division of the work in three movements, each one of
them can be analyzed as written in three distinct sections, being the last sec-
tion of each movement a reexposure of the first section. In this sense, we can
observe some sort of approximation to the composition in sonata-form, that
would become one of the most relevant choices in Freitas Branco’s later sym-
phonic works.

There are some contradictions in this work, as there are in many of
his works, including a clear Wagnerian influence and language in «Viriato»,
despite being composed within an anti-Germanist political movement:6. This
piece is called suite, it was written in three movements, but only one of them
is actually a dance: the third movement, with the subtitle « Fandango», which
can be considered a typically Portuguese or Iberian dance, but we must ask
ourselves whether it is in fact a cultural manifestation related to the region
Freitas Branco was depicting, given that fandangos are much more easily as-
sociated with other regions of Portugal and Spain than with Alentejo itself.

The second contradiction is more interesting, and it lies on the actual
modus operandi and inspiration of the composer. Although «Alentejo Suite
No. 1» enhances a clear nationalist and regionalist intention by depicting and
praising one of the most rural, poor, traditional and, in the integralists point
of view, authentic regions of Portugal, Freitas Branco, similarly to the Wag-

nerian presence in «Viriato», uses as models musical manifestations from

16 In its orchestration, Viriato resembles wagnerian language, and the beginning of
FreitasBranco’s symphonic poem has clear similarities with Das Rheingold. All the
treatment of the heroic portrayal of Viriato is also similar to Siegfried’s Funeral March
(more profoundly analyzed by Mario Vieira de Carvalho [2]. Despite being written in the
context of an anti-germanist movement, Luis de Freitas Branco remained a convict
wagnerian, considering Wagner not a specifically German composer, but an universal
composer instead, just like Beethoven — this way of thinking is clearly inspired in Vincent
d’Indy’s ideas.
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other countries, and in this particular case, namely Russia: the way the
Alentejo landscape was depicted, indexically bringing to music the flatlands
and their vastness and calm loneliness, is the exact same way Borodin used
to depict «The Steppes of Central Asia», already noticed and analyzed by the
musicologist Paulo Ferreira de Castro:

«If the opening bars of the Prelude (the first of three movements) de-
pict the vast, flat landscape of Alentejo by way of a static pedal-point in a high
register (an established musical topic for the expression of boundless space),
it is impossible to overlook the similarity between this beginning and that of
Borodin’s «musical picture» in “The Steppes of Central Asia” (1880), as if to
suggest an implicit parallel between the Southern Portuguese landscape and
the exotic Asian steppes» [4, 18].

We can surely understand the reference, arguing that there is un-
doubtedly something similar about these landscapes, that makes both com-
posers represent them the same way. But Freitas Branco was an extremely
knowledgeable composer, attentive to international political, cultural and
musical circumstances, with several pages of his private notebooks devoted
to composing in the manner of certain composers as an exercise, what can
make us perceive this similarity as a conscient reference to Borodin, although
not stated by Luis de Freitas Branco himself.

Ahead, and proceeding our map of international and Russian refer-
ences, it can also be stressed out that the fandango that constitutes the third
and last movement of the work is, and once again corroborating the ideas of
Paulo Ferreira de Castro, based on «Fandango Asturiano» in Rimsky-Korsa-
kov's «Capriccio Espagnol»: «There can hardly be any doubt that the tem-
plate for the entire movement must have been the “Fandango Asturiano”
(also with violin solo!) from Rimsky-Korsakov's “Capriccio Espagnol”

(1887)» [4, 19]. Indeed, the similarities are undeniable, in the orchestration,
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in the theme’s variations, in the technical and melodic treatment of the solo-
ist, in the rhythmic layers of the excerpt.

It becomes quite curious noticing these references in Freitas Branco’s
work, given that, only a few years before the composition of this work, he was
publicly accused of plagiarism, in the general and music specialized periodi-
cal press, by another Portuguese composer. And even without agreeing or
disagreeing with the plagiarism accusation, it’s undoubtedly interesting to
notice the obvious references, homages, intertextualities concerning other
composers in Freitas Branco’s work, even if it is ultimately impossible to
prove the intention behind these choices.

«There is no doubt that our peaceful public was once again deceived!

And if today I come to illuminate you about Mr. Branco’s musical abil-
ities, it is because, seeing much enthusiasm around his name, enthusiasm
that will inevitably lead his admirers to the creation of a committee that
would erect him a statue, I would not like, as a good Portuguese man, that
this statue would one day collapse in the dust, with the weight of any com-
plaint, from the societies of French, Belgian or German authors. No.

Therefore, I will say, and I will publicly prove it in a lecture, in case
there are doubts concerning the veracity of my statements — that the first
part of the first movement of the sonata is built on the first motif of the first
part of the sonata for violin and piano by César Franck, and the second part
on a motif of a sonata by Désiré Paque, Freitas Branco’s teacher.

Plagiarism is shameful!» [5]7

17 Original: «N2ao ha davida que o nosso publico foi mais uma vez iludido!

E se hoje venho pér a descoberto as habilidades musicais do Sr. Branco, é porque,
vendo muito entusiasmo em volta do seu nome, entusiasmo que faltamente levara os seus
admiradores a criacdo duma comissao que lhe erigisse uma estatua, nao gostaria, como
bom portugués, que essa estatua viesse um dia a ruir no po, ao peso de qualquer
reclamacao, da sociedade dos autores franceses, belgas ou alemaes. Nao.

Assim, pois, direi — e prova-lo-ei publicamente por meio de conferéncia, no caso
de haver davidas sobre a veracidade das minhas afirmagoes - que a primeira parte do
primeito tempo da sonata esta construida sobre o primeiro motivo da primeira parte da
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Conclusion

In short, there is a profoundly nationalist intention, that results in a
Russian-based Portuguese nationalist music, sometimes inspired in a Span-
ish-based Russian music. Curiously, this Russian and Spanish-esque motives
were used to compose a symphonic work which was ultimately inspired by
and inserted in a deeply conservative, nationalist and even racist movement’s
propaganda, that in these years was trying to culturally outshine other na-
tions, specially Spain.

Although «Alentejo Suite No. 1» is quite an unique object in Freitas
Branco’s production, is there any substantial difference between it and «Viri-
ato»? As we have seen, both works are based in integralist ideas; in «Viri-
ato», there is a comeback to archaic, historical, ancient, allegedly authentic
origins, though the praise of a pre-national episode starred by a hero men-
tioned as national or someone that was considered one of the founders of an
inherently Portuguese conscience; in «Alentejo Suite No. 1», there is the glo-
rification of a particular region also said to be authentically Portuguese (all
these narratives ignore purposely the Muslim influences, still visible today
particularly in the southern regions of Portugal), profoundly rural, in a pic-
turesque folkloric composition. Both of these works, together with other
composed in this exact epoch by Freitas Branco with similar ideas and pur-
poses, such as «Canto do Mar», composed in 1918 as an imperialistic praise
of the Portuguese maritime expansion, are inextricably related to each other
and undeniably integralist.

Risking contradicting ourselves, can we, however, draw such a per-

emptory conclusion, if maybe the only integralist element in this work is

sonata para violino e piano de César Franck, e a segunda sobre um motivo duma sonata
de Désiré Paque, que foi professor do nosso compositor.
O plagiato é vergonhoso!» [5]
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merely the intention? Does the fac that the final work contains in itself crea-
tive elements that can be perceived as contradictory concerning the ideolo-
gies of the political movement make it less compatible with Integralismo Lu-
sitano’s ideas? Is the intention enough so that the work can be understood as
politically engaged? Finally, in the opus really contradictory, if we assume
that nothing can ever be created without referring, even slightly and subcon-
sciously, realities that surround us, spatially and temporarily speaking?

We do not intend to answer definitively these questions. One can only,
concluding, assert that Freitas Branco’s intention with the composition of
these and other works of this creative moment of his production, was cer-
tainly of musically corresponding to a political agenda, of creating a musical
Integralismo Lusitano, of creating a musical counterpart for a monarchic
movement that was only manifesting itself artistically through literature. If,
nevertheless, final musical works are today analyzed and perhaps perceived
as incoherent concerning the composer’s first intentions, it can be argued
that this dimension will only make the understanding of his work much more

defiant.
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Oausa HearnosHa Azuwesa

DOOKCTPOT I1 OPKECTPA
«KAHYH ITPASTHUKA CB. ®OMBbI»
II.M. IdNBHUCA: MO/IMTBA NI OAPC?1

M vst aurnuiickoro kommosuropa Iurepa Makcsesia Jpiieuca (u-

JIIOCTpAIUA 12) MPaKTUYeCKU HEM3BECTHO B HAIlleW CTpaHe, KaK IIUPOKOU
CJIyIIIaTeIbCKOU ayAUTOPUHU, TaK U HAyYHOMY coo011iecTBY. Mlcxos U3 3Toro,
CHayasia c/ieJlaeM HEeCKOJIBKO IITPUXOB K TBOPYECKOMY ITOPTPETY KOMIIO3U-
TOPA, a TAaKXKe y/IeJIMM BHUMaHUe HEKOTOPhIM (hakTam ero 6uorpaduu.
[MTutep Makcpemn /laiiBuc (1934—2016) pomwicsa B T. Cosdopna
(rpadpecrBo Bosbiioit Manuecrep). TAra Kk My3bIKe MPOSBUJIACH JOBOJIBHO
paHo: y?Ke B YeThIpeXJIETHEM BO3paCTe MocJjie ToceleHus onepsl ['nibepra
u CasumuBana «'oHZ0IbEPBI»3 MasIeHbKUN Makc 3asiBIJI, YTO OyI€eT KOMIIO-
sutopoM. Hu mMHoro, Hu masno! B 1kosie oH mopaskasa mpemnojaBaTesien,
HaIllpuMep, TeM, UTO UTPaJl HAU3yCTh HA (OPTENHUAHO JJOBOJIBLHO MPOTSKEH-

Hble paszaesbl u3 cuMmpoHur beTxoBeHa.

1 [Tybiukamnys mOATOTOBJIEHa B paMKax npoekta POOU «BpuraHckas akageMuyecKast
My3bIKaJIbHAA KyJIbTypa BTOPOH mm0oI0BUHBI XX Beka» (N2 19-012-00483).

2 MutiocTparusl pasmelnieHa Ha cabite: https://uk.makemefeed.com/2016/03/15/sir-
peter-maxwell-davies-obituary-908890.html.

3 JIubperruct YwibaMm ['unbepT u komnosutop Aptyp CasiyinBaH — yZJauHbIN TBOPUECKUH
TaH/IEM BUKTOPUAHCKOH 3MIOXU, PAa0OTABIIHUH B yKAHPE KOMHUYECKOU OIEPHI.
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Hanrocmpayus 1. Ilutep Maxkcesesut J]piiBuc (1934—2016)

Hanee — YauBepcuretr Manuectrepa, KoposeBckuii MaHuecTepcKuit
KOJLJIEJIZK MY3bIKH, 00yueHUe B 1950-¢€ IT. B Pume y komnosuropa 'obdpeno
[Terpaccu, IIpuHCTOHCKUY YHUBEPCUTET B 60-€, Ile MOCUYACTIUBUIOCH 3a-
HUMaTbCA KoMno3unuent y Muirona baboura.

MiMeHHO B KOJUIe/I)Ke Hauvajaoch TBopdeckoe ¢opMmupoBaHue J[aii-
BHCA, KOTOPBIU C JPy3bAMU-eINHOMBIIJIEHHUKAMU OPTaHU30BaJI CTABIILYIO
BIIOCJIE/ICTBUM 3HAMEHUTON «MaHuecTepcKylo rpyniy» (B Hee TaK¥Ke BXO-
auau koMnos3utopsl Asiekcanap I'ép, Xapuccon beprtyucn, nuanuct IkoH
Orpon, Tpybau darap XoBapTt). VX Bcex o0beUHAIA CTPACTh K TOMY, UTO HE
BXO/JWJIO B YU4eOHYIO ITPOTpaMMYy: Cpe/ITHEBEKOBbIE U PEHECCAHCHBIE KOMIIO-
3UIMH, MHANKCKAs My3bIKa (Ha 3Ty TeMy /J[3HBUC JaXke HAMMCAJI JICCEPTa-
IUI0) U, KOHEYHO, MYy3bIKaJIbHBIU MOJlepHU3M (0T HOBOBeHIleB U M. Ctpa-
BuHCKoro /1o JI. Horo u K. IllTokxay3eHa).

OpauM u3 ONpoekToB «MaHYeCTepCKOW TPYIIbI» CTaJI CO3JAHHBIU
JaiiBrcom u bépryunciom ancambiib «JIyHHBIN [Ih€p0», KOTOPBIH ITEPBOHA-
YaJIBHO 33/[yMbIBAJICS CHEIIUAJILHO /1J18 UCIIOJTHEHUA OJJTHOUMEHHOT0 IIPON3-

Befienus Illénbepra 1 MoJTHOCTHIO yOJIMPOBaAl HHCTPYMEHTAJIBHBIN COCTaB
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«JIyanoro IIpepo». [TocTenneHHO KOJIJIEKTUB CTaJl UCIIOJIHATD JIPYTHE COUU-

HeHUs (MJUTIOCTPAITUSA 24).

[0

Hanrocmpayus 2. ITutep Maxkcsesn [[piiBuc u Xapuccon béptyuci. 1970

JTa mMpaKTHUKa CcTajla Ype3BbIUalHO Ba>KHOU B TBOPUECKOM Pa3BUTHU
JlatiBuca. ITo ero MHEHUIO, KXK/IbIH KOMITO3UTOP JIOJIKEH UMETh TTOA00HBIN
aHcaMOJIb JJIS1 TOTO, UTOOBI HAYUUTHCSA IIOHUMAaTh, KaK pabOTaIOT UCIIOJTHU-
TeJIU, KaK OPTaHNU30BaH X TBOPUYECKUH IIpOIecC — OT IIEPBOr0 3HAKOMCTBA
C MapTUTYPOU /10 KOHIIEPTHOTO ucnojHeHusa. Kpome toro, /[sWBHUC U €ro
ZIpy3bsl HAYAJIA BHICTYIIAaTh CO CBOMMU IIPOM3BEJIEHUSAMHU U HAOJIIOJaIN 3a
TE€M, KaK OHU TPaHCHOPMUPYIOTCA BO BpeMs PEeNeTUINH, UTO MoIydyaeTcsa B
pesyJibTaTe, Ha clieHe. byiarogaps 3Tol IIpakTHKe, KOMIIO3UTOP 0Opes nH-

cTpyMeHTasibHOe MbIteHue («I became an instrumental thinker» [6]).

4 numroctpariys pa3MellieHa Ha caire: https://www.npg.org.uk/collections/search /por-
trait/mw13569/Sir-Peter-Maxwell-Davies-Sir-Harrison-Birtwistle?search=sp&s Text=
hockney&rNo=2.
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[IpuMepHO TOT/IA 7K€ CJIOKUJIOCh MUPOBO33peHue [leliBuca, coxpa-
HUBIIIEECs Y HETO /IO KOHIIA *KU3HHU, 8 UMEHHO: YTOOBI OBITh COCTOSATETHHBIM,
My3bIKJIbHOE TIPOU3BEEHIE TOJIKHO COJIEP?KATh HEKYI0 KOHCTPYKTHUBHUCT-
CKYIO CTPOTOCTb ¥ HAXO/IUThCsI BHE CTWIA. IHBIMU CJIOBaMU, €CJTU KOHCTPYK-
THUBHAS OCHOBA IIPOU3BEJIEHUs BhIBEPEHA, CIIYIIATEIbCKOE IOHUMAaHUE, 110
yOeKIeHHI0 KOMIIO3UTOPAa, eMy Oy/ieT obeciieueHo.

[TpodeccrnoHaIbHBIN ITyTh J[3IiBHICa OBLII CBSI3aH U C ITIeJarOTHYeCKOU
npakTukoil. C 1959 1o 1962 roJ1 OH MPeTo/IaBaa My3bIKY B IIIKOJIE U ITPOSIBUI
ce0s1 KaK IMPOTPECCUBHO MBIC/IAIIUH IeAaror. OH H3MEHWI CYIIECTBYIOIIYIO
y4eOHyI0 MporpaMmy, /e JI0JITOe BpeMs JeUCTBOBajia YCTAaHOBKA: JETU
JIOJI>KHBI CJIYIIIATh MY3bIKY, 4 He UTpaTh. J[3UBUC CTasl BOBJIEKATh YUEHUKOB
B HCIIOJTHEHUE, B TOM YHCJIE M COOCTBEHHBIX ITPOU3BE/IEHUI, KOTOPHIE ITHCAT
CIenuaabHO JiA HUX. To, 4TO celyac KakKeTcsa HaM OOBIYHBIM — JIETH

AOJI2KHBI UT'PATh — HA TOT MOMEHT BOCIIPHMHHUMAJIOCh KaK PEBOJIIOLKA.

Hanrocmpayusa 3. I1.M. JIsiiBUC B TIOCJIEAHUE TObI JKU3HU

C 1971 roaa u 10 KoHI1a Xku3HU [[a1iBuc ku1 Ha OpKHENCKUX OCTPO-
Bax (apxumesiar Ha ceBepo-BocToke OT IlloTnanauu) (MutocTpanus 35). B

9TOM MECTE OH Halll€JI TUIIINHY W BEJI IIOYTHU ACKEeTUYECKUU O6p3.3 KH3HU.

5 Mumoctpanus pa3MeleHa Ha care: https://www.bbc.co.uk/programmes/boon6t8b
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JIp1BHC IPOABUTAI /€U, UPE3BBIUAHO BAyKHBIE JJIs1 HETO: COXPaHe-
HHe (OSBKIIOpa STUX MECT, IPOTECT IIPOTUB KOMMEPUYECKOU MY3BIKH (KOM-
MO3UTOP HeHaBuzAes (POHOBYIO My3BIKY, 3ByJalllyl0 Be3Jle, CDAaBHUBAJI €€ C
KOMMEPUYECKUM U KYJIbTYPHBIM TEPPOPU3MOM).

JIsBHC BeJl aKTUBHYIO AeATEIbHOCTh KaK AUpHIKep (MUTIOCTpa-
U 4°), COTpyIHUYAs C BeAyIMIUMU CUMMOHUYECKUMU KOJUIEKTUBAMU. B
1987 roj1y OH ObLI OCBAIIEH B PHIIIAPU U C TeX ITOp UMeHoBasicA cap Ilutep

MaxcBesn JIpiBucC.

Hanrocmpayus 4. I1L.M. []piiBuUC 32 AUPUKEPCKUM IIyJIBTOM

B 2004 rosy oH cran MactepoM KopoJsieBCKoU My3bIkH (Master of the
Queen's Music). B BentnkobpuTaHuu 10 CUX IIOP CYIIECTBYET TAKOE SIBJIEHUE,
KaK MpUIBOpHas My3bika. COrJIacCHO yCTAHOBJIEHHOMY MOPSAAKY, KOMIIO3H-
TOPBI CMEHSIIOT JIPYT JApyra Ha 3TOM IOIPHUIIE KaK/ble 10 JieT. [IpiBucC ¢

OOJIBIIIM y/IOBOJILCTBIEM OTHOCUJICS K 3TOU JIOJI?KHOCTH U JIa’Ke 3/1eCh EMY

6 MuttocTpanus pa3MellieHa Ha caire: http://www.ok-magazine.ru/stars/news/34973-
skonchalsya-kompozitor-piter-maksvell-deyvis.
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yIaJI0Ch IPOSIBUTH MHUITMATHBY: OH ITocoBeTOBas Estn3aBere Bropoii yupe-
JIUTH €3KETOHYI0 KOPOJIEBCKYIO MeIajib B 00J1aCTH MYy3bIKH, UTO 1 OBLIO C/1e-
saHo (wuttoctpanus 57). [IpuziBopHas JesiTeTbHOCTD IMOBJTHAIA HA TOJTUTH-
YyecKue B3IJIABI J[piBrca, KOTOPBIN IIPEBPATUIICA U3 PECITyOJIUKAHIIA B PO-
SIJIMCTA, TIoJIarasi, YTO MOHAPXHUA MPECTABJISAET COOOU MMOCTOSHCTBO, TPAU-

OO 1 CTaOMUJIBHOCTb.

Hanrocmpayus 5. I1.M. IpiiBuc u Enuszasera Bropas

JIs¥iBHUC U €ro My3bIKa, Ka3aJoCh, OBIM COTKAHBI M3 IMapajlOKCOB:
HAyaI0 Kapbepbl — SIPJIBIK «MOJIEPHUCTAa», JEUCTBYIOIET0 PUCKOBAHHO,
ecii He Oe3yMHO, 3aTeM — IIOBOPOT B CTOPOHY TpaAunmoHatu3ma. Komro-

3UTOP rOBOpUJII: « MeHda MHOTO PyraroT 3a TO, YTO f IUIILY My3bIKy B Pa3HbIX

7 yutrocTparus pa3MellieHa Ha caire: https://www.classicfm.com/composers/maxwell-
davies/news/obituary/.
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CTWIAX U kaHpaX. HazpiBatoT nmpoctutyTkou. IIpekpacHo. Torma u Momaprt
OBLTT TAKUM » 8.

JIsWiBHC, Ka3aJ10Ch, MPUCYTCTBOBAJI BO BCeX c(pepax OpUTAHCKOU KyJIb-
TYPHOU U 0OIIIeCTBEHHOM KU3HHU BTOPOH MOJI0BUHBI XX — Hauasa XXI Beka,
U, B TO K€ BpeMs, IOPOU CTAaHOBWJICA HEYJIOBUMBIM JJIs1 BceX. TBOpUECKoe
Hacjiefue KOMIIO3UTOPAa OXBAaTbIBaeT BCe BO3MOKHBIE MY3bIKaJIbHbBIE
>)KaHpBI: cUMMOHUU, ONEePHl, UHCTPYMEHTAJIbHbIE KOHIIEPTHI, XOpPOBas My-
3bIKa, My3bIKa JIJIs TeaTpa U KUHO, OajieT — 6ojiee 500 OIyCOB.

dokcrpor /1A opkectpa Ha maBaHy /l»koHa bysia «Kanyn mpasna-
Huka CB. ®oMbI» OB HAIIMCAH I10 3aKa3y HEMEIIKOro ropojia JloptmyHz 50
JIET Ha3a/Jl B 1969 roay (nsuttoctpanus 6). MHOTOCOCTaBHOE Ha3BaHUE COJIEP-
JKUT B cebe HeKHU oOpa3 IMpPOU3BeAEHUA U 3aC/IY;KUBAET OTAEJIbHOTO aHa-
JIn3a.

O603HaueH *kaHP — QOKCTPOT, aMEPUKAHCKUU JIBY/I0JIbHBIN TAPHBIN
tTaHel] Hayasia XX Beka. O603HaueHa TeMa, Ha KOTOPYIO HalMcaH POKCTPOT
— MMaBaHa — MPUABOPHBIN MeAJIeHHBIN ABY10/IbHBIN TaHel] X VI-XVII Bekos.
Ykazan aBTop naBanbl — J[>koH Byt (aHTTUHCKUI KOMIIO3UTOP-BEP/PKIHA-
suct pybexka XVI-XVII crosnernit). [lapana Bysia umeer Ha3BaHUe, KOTO-
poe BBI3bIBAeT TpyAHOCTH IiepeBoa. M eciim co CB. ®omol Bce sICHO, TO
cioBO wake mMMeeT HECKOJIBKO 3HAUEHHUU, CPeAU KOTOPBIX — «IPObOyKze-
HHUE», «XPaMOBBIN NPa3HUK», «CIPABJIATh MOMUHKU» U JaXKe «KUJIbBa-
Tep»9. MbI IpuiepKuBaeMcsi BEPCUU MEPEBO/IA, IAaHHOM JI. AKOIISTHOM B €ro
cioBape Mysbika XX Beka, rjie B cTaTbe 0 [[piiBucCe cOfep:KUTCSA BapUAHT

«Kanyn npaznauka cB. ®ombl» [1, 197]. KeraTu, 1 TIOMUHKH TYT COBCEM He

8 URL: https://www.independent.co.uk/news/obituaries/sir-peter-maxwell-davies-
composer-and-conductor-who-set-out-as-an-enfant-terrible-but-mellowed-after-a6931
006.html.

9 Mynbrutpan [dnextponHblid pecypc]. URL: https://www.multitran.com/m.exe?s
=wake&l1 =1&l2=2
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JIMIIIHHUE, €CJIU YUYECTD, YTO IIaBaHA MHOTAA HCIIOJIb30BaJIaCh B KA4E€CTBE IIe-

PEMOHHUAJIBHOI'O TaHIIA AJIA IIOXOPOHHBIX PUTYAJIOB.

Hanrocmpayus 6. U3nanve HOT POKCTPOTA JIJIA OPKECTPA Ha ITaBaHy
Hxona bysia «Kanys npasaauka CB. ®oMbI»

[Ipu uCMOJIHEHUHW 3TOTO COUMHEHUsS Ha CIIEHE pacIosiaraloTces JiBa
opkecTpa: 60JIbIION cuM(pOHUYECKUH U TKa3-0eH T ¢ pacCTPOEHHBIM (Op-
TEeHUaHo.

Hecmotps Ha TO, yTO maBaHa /[>k. Bysia 3asBjieHa Kak TeMa, Ha KO-

TOPYIO HaAIIMCaH q)OKCTpOT, OHa 3BYYHUT LOEJIMKOM JIMIIb B KOHIOE COYHNHE-
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HUA, 1a U TO, YJIOBUTD €€ Ha CJIYX JOBOJIBHO TPYAHO, IIOCKOJIBKY OHA 3aMac-
KHUpOBaHa B JIabupuHTe (HOKCTPOTA U «HAE3KAIOIero» Ha HUX OPKecTpa

(myutrocTpanus 7).

oxeN .
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Hanrvocmpayusa 7. I1.M. [Is1iBuc. PoKCTPOT j15 OPKeCTpa Ha ITaBaHy
I>xona bysia «Kanys npaszaauka C. @ombl». Tema naBaHbI

B npamaTtyprum npousBeileHUs 00pa3yloTcsi TPU YpPOBHsA: IaBaHA,
dokcTpoT, opkecTp. Becero poKCTpOTOB MATH, KAXK/IBIH HAKCAaH B Pa3HOM
CTWJIE U TOHAJIBHOCTU: 0 MaXKOp, (pa-n1ue3 MUHOP, cu-0eMOJIb MUHOP, pe
Makop, COJIb MaXKop. VX ucrosuser jixka3-0en1. [laBaHa mosABIIseTCs B MUK-
cTe ¢ IATHIM (PpoKcTpoTOM. OPKECTP B 3TOM COUMHEHUM J[3UBHUC OTIpeiessieT
KaK «ypOBEHb MOEN HACTOsAIMIENd My3bIKH, TakKe BbIpacratomuil u3 Ila-
BaHbI» [5, 375].

3/iech HET MOMBITKN OOBEANHUTD CTIWIHN JIXKa3-0eH/la M OpKecTpa —
KaXKIbIA UJIET CBOUM IIyTEeM: 3TO He CUM(MOHUA-KOHIIEPTAHTA, HE MapOJIU.
@OKCTPOTHI CYIIECTBYIOT KaK ABUKYIIIE MOTUBBI, & OPKECTP UX KOMMEHTHU-

pyet u TpancHopMUpyeT, 00pasysi HEKYI0 H30PUTMUUECKYIO CTPYKTYPY.

1o B opurrHaJje aBaHa Hal¥McaHa /sl KJIaBecuHa, [[3iBuc oTnaeT ee apde.
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[IpousBeneHre HAMMCAHO B CKBO3HOU DopMe, ryie ImaBaHa — CBA3YIO-
i akTop, KAaK MOTUBHO, IMTOCKOJIBKY (POKCTPOTHI 3a4aCTyI0 CTPOSTCA Ha
ee MaTepualie, Tak 1 ucropuuecku. Kak 3ameuaet J[piBHC B IPEINCIIOBUM K
MMapTUTYPE, «... OAUH MEPTBBIN TaHel OOHOBJISIETCS HAa OCHOBE O0Jiee MOJIO-
JIOTO COBPEMEHHOTO TaHIIA, HO TOXKe YKe MepTBOro» [4]. Tam ke OH IIpuBO-
AT 00pa3 KPUBOTO 3epKajia, BRIITYKJIOTO M BOTHYTOTO, B KOTOPOM OTpaska-
eTcs apxauka u XX BeK, TOHAJIbHOE U aTOHAJIbHOE, pa3pyIIUTEIbHOE CTOJIK-
HOBEHUE U YMUPOTBOPEHNE — TAKON 3a3epKaIbHBIN (DBIOKH.

B 2005 roay B 0JHOM U3 UHTEPBBIO JIpHBHC pacckas3asl, Kak 3aMbIcel
BTOTO0 IMPOMU3BEJIeHNsI BO3HUK HEOKUIAHHO, MaTEPUAJIN30BaBIINCh HA Du-
HaJIBHOM 3Tarne paboThl. ATO AETCKUE BOCIIOMUHAHUA KOMIIO3UTOPa 0 HoM-
6exxkkax MaHuecTtepa Bo BpeMs BTopoii MUPOBOU BOWHBI: «fI XOAWJI B KJIa-
ZIOBKY II0/1 JIECTHUILIEH, T7ie ObL1 TpaMMOGOH U Kyda IUIAaCTUHOK ¢ (POKCTPO-
TaMH U YapJIbCTOHAMHU 20-X U 30-X IT. [loka mazganu 60MOBI, S 3aBOJIHII
rpaMModoOH U ciyiaa 3anucu. Kak-to 6omba momasia B COCETHUM JIOM.
[ToMHI0, UTO B cJIeAyI0IIee MTHOBEHUE 51 YBU/IE, KaK I10 YJINIIE, OXBAUEHHOU
MOoXKapoM, OeXUuT KeHIUHA. Tak (OKCTPOTHI CTAJIM ACCOIUUPOBATHCA C
3TUM, /13, BeceJibe U YAUBUTEIbHASA CBOOO/IA ABUKEHNS, U B TO JK€ BPeMsI He-
BEPOSITHOE YyBCTBO OIMAaCHOCTH. M TaKuM ke HEBEPOSTHBIM OBLIIO TO, YTO KO-
r7ia f MIcajl 3TO MPOU3BeJleHNe, He cpa3y MOHSJ, a TOJIBKO K KOHITy COUHUHe-
HUS BCIOMHIJI T€ TIEPEKUBAHUS B KAMOPKE IO/ JIECTHUIIEN U TTOAyMaJI: BOT
KyZia 51 AoCcTajl. ATO HYKHO ITPOKHUTh CHOBA, YTOOBI IPUMUPUTHCS C ITUM »
[3, 94]. Tak riryouHBI 6€cCO3HATEILHOTO IIPOPBAIUCH B CO3HAHUE U 00peH
Xy/105K€CTBEHHYIO QOPMY.

BrieuaTsieHue Ha 3Ty Ke TeMy BO3HUKJIO Y aBTOPa 3TON CTaThU B IIPO-
1ecce paboThl Haj Hell. BecHoit 2019 roza B TMWHM um. IlymkuHa mpoxo-

nusa BoictraBka «®paHcuc bakoH, JItockeH @peii 1 JIOHAOHCKAs IITKOJIa» L,

11 URL: https://www.pushkinmuseum.art/events/archive/2019/exhibitions/london/.
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ITO He IIIKO0JIa B TPAJIUITMOHHOM IIOHUMAaHUU U JlasKe He HallpaBJjIeHUe, a He-
CKOJIBKO XYZI0O’KHIUKOB BTOPOU ITOJIOBHHBI XX BeKa (IMoUYTH Bce OHU ObLIIN He-
OpUTAHIIBI IO ITPOUCXOKJIEHUT0), pa00TaBIINX B pyciie GUTYyPAaTUBHOTO HC-
KycCTBa. DTO IOKOJIEHUe, Ipoliezliee BTopylo MUPOBYIO BOIHY, KOTOpOe
CyOJTMMHUPOBAJIO CBOMX CTPAXHd U Pa304apOBaHHA B *KUBOIKCHOE TBOPYE-
CTBO. ABTOp TepMUHa «JIOHIOHCKAA IKOJIa» aMEPUKAHCKUU XyI0>KHUK PoH
KuTtaii BBoins1 B cBoM pabOTHI CKPBIThIE IUTATHI U CI0KHBIE MeTadopbl. Ha
BBICTaBKe SKCIIOHUPOBAJIOCH €T0 Npou3sBejieHre « Craphle J00pble BpeMeHa»
(wutiocTpanus 8), BRIIOJTHEHHOE B TEXHUKE KoJiaxka. [lo mepumerpy — Ky-
COUKM 000€eB, BHU3Y B JKEJITOM NPAMOYTOJIbHUKE pa30dpocaHHbIe B OTBEP-
cTuAX OYKBBI, 00pas3yoIye cJI0BO «Iyiu». [log HUMU Ha3BaHUE KapTHUHBI
MO-HEMEIKH, ToTuYecKuM mpudToM. B ieHTpe (MsutocTpanus 9) BIpe3Ku
13 raset — 00pa3HbIi P/, U3 KOTOPOTO CTAHOBUTCH SICHO, YTO CTaphle 100-
pble BpeMeHa — 3To 3moxa ['mTiepa, pa3pylieHus BOeHHOro BpeMeHU. To
eCTb UJINOMa «CcTapble 10Opbie BpeMeHa» MOJIHOCTBIO TEPSIET CBOIO MOJIOKU-
TeJIbHYI0 KOHHOTAIIUIO, T7le HeT HOCTAJIbTUU U HUYero J006poro.
JI1000IBITHO, UTO 3Ta paboTa MosiBUIach B oAUH roj ¢ PokerpoTom
JlsiiBuca M, Ha HAIl B3IVIAJZ, 37leCh €CTh yAUBUTEJbHBbIE IepecedeHus, a
HMEHHO — KyCcOUKU 000eB — 3TO (YC/IOBHO) (DOKCTPOTHI, BEIPE3KHU U3 Ta3€eT U
pPa3HOIBETHBIE KBAZI[pAThl — OpKecTp (B psjie pasziesioB cOpachIBAIONIUI
O60MOBI TIpW TMOMOINY JA00aBJIEHUS B TPYIIY VAAPHBIX ITOJHUIIENCKOTO
CBUCTKA, QYTOOJIbHOM TPEIIOTKH, KECTHOU OAHKH, HAIIOJTHEHHOUN CTEKJIOM
WJIN IyCTOU, IEPEBIHHBIX OPYCKOB), @ HEMTOHATHBIN CTADUHHBIN BEH3€EJIh I10-

cepeanHe — I1aBaHa.
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——— I
.

Hanocmpayus 8. P. Kuraii. Crapble 106pble BpeMeHa

Hanrocmpauus 9. P. Kutaii. Ctapsie 100pble BpeMeHa. JleTamu Kosuiaxka

AmepukaHcKUl uccyienoBatenab ®penepuk JIKeHMHCOH B CBOEH MO-
Horpadun «IlocTMomepHU3M WX KyJIbTYpPHAasl JIOTMKA MO3JHETO KaIluTa-

Jiu3Ma» MUcaJ O TOM, UTO Xy/IOKHUKHU OOJIbllle HE IUTUPYIOT MaTepuaJl,
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dbparMeHTHl 1 MOTUBBI MACCOBOH WJIH MOIYJISIPHOU KYJIBTYPBI, 2 0COOBIM 00-
Pa30M BKJIIOUAIOT X B CBOM pabOTHI, TAK UYTO « MHOTHE M3 HAIITUX TPEKHUX
KPUTHUUECKUX WU OLIEHOUHBIX KaTeropuil (OCHOBAaHHBIX UMEHHO Ha pa-
TUKaIbHOU nuddepeHITuauil MOJEPHUCTCKON U MacCOBOU KyJIbTYPHI),
II0 BUJIMMOCTH, IIepecTaioT paboTaTth» [2, 189].

B 3aktoueHUH 00paTUMCs K Ha3BaHUIO TAHHOU cTaThu. [loueMy MbI
IIOMECTHJIA B HETO OMITO3UITHIO: MOJIUTBA — dapc? B MHOTOC/I0ITHOM Ha3Ba-
HUU PACCMOTPEHHOTO HaMU ITPOU3BE/IEHUS €CTh U YIIOMUHAHUE O PEJIUTU-

03HOM Mpas3aHuKe (MOJINTBA?), U TYT Ke — TaHell, 1a He oauH (dapc?).

Hanroempayus 10. I1.M. /]aiiguc
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B mHanucanum My3biku [Ilutep MakcBest J|pHiBUC MCKal AyXOBHYIO
cyTb. B Hell coziep:kanach IyiaBHAsA UJiesl ero TBOPUYEeCTBa: My3bIKa — 3TO CO-
IUaJIbHAs CUJIa, CIIOCOOHASA IIPOTUBOCTOSATH COBPEMEHHBIM JUCKYyPCaM HJIH
MOJIUTUYECKON Hamps>KeHHOCTH. My3blka — 3TO OJJHA U3 OCHOB HAaIlleun
sxusHu! Jlnsa JlpiiBuca, KOTOPBIM CJIBLT BOMHCTBYIOIIIMM aTEUCTOM 3a CBOU
JKECTKUEe aHTUKJIEpUKaJIbHble BhICKAa3bIBaHUS — 3TO, KOHEYHO, OblIa pesu-
rUs.

A ugto ke papc? Kak uzBectHo, papc — 3TO Jierkas Komeaus. 3anpsi-
TaTh IOJI MAaCKOU BeCeJIbsI U TPOTECKA MOKHO YTO YTOJHO, Jy4llasa dopMma
3aIIUTHI — WU CAMOUPOHUSA, UIN IIPOCTO BeCeJibe KaK TaKOBOe... 371eCh I10-
CTaBUM MHOTOTOYHE, OCTABJIASA BHIOOD 3a UMTATEIEM.

Cop ITutep MaxkcBesnt /IptiBuc. Bot Kyzia oH JocTas, OTHpPaBUB IIPO-
HU3BeJieHre Ha opOuTy yHHUBepcyMa 00OOIIEHMs He TOJIBKO MY3bIKaJIbHOTO

OIIBITa, HO U OBITHA B 1eJIOM (MJLTIOCTpAIius 10).
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Kiril Tomoff
(Kupuan Tomos)

ITALTAN OPERA IN STALIN’S SOVIET UNION*

In 1928, the seventeen-year-old Nazib Zhiganov attended a perfor-

mance of Giuseppe Verdi’s opera «Aida» in the Tatar capital of Kazan. Decades
later, he would report that that performance established a dream: to write his
own opera. Zhiganov would not just realize that dream but become one of the
most dominant personalities in Tatarstan's musical life for almost the entirety
of the Soviet period [31]. Zhiganov’s recollection illustrates a fundamental
point about the development of Soviet musical culture in the Stalin period.
Namely, Italian opera provided an inspiration, a model that could be developed
and adapted while the Soviets constructed a distinctive multinational musical
culture, and a touchstone against which cultural development could be meas-
ured. There were, of course, other models as well. The most important was

Russian music of the nineteenth and early twentieth centuries, especially Tchai-

1T would like to thank the participants at the Annual Conference of the Institute for Russian
Music Studies, «Russian-Italian Musical Connections», Vipiteno, Italy, 11-13 July 2018 for
their thoughtful feedback on an earlier version of this article, as well as Gaya Khmoyan for
invaluable research assistance. Research support was provided by Fulbright-Hays and the
Academic Senate of the University of California, Riverside.
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kovsky, and other Western classics were also appropriated into the Soviet per-
formance canon by the 1930s.2 In the music sphere, the highest profile genre
was opera, an enduring characteristic that makes Zhiganov’s reference to
«Aida» especially revealing.

Though Italian opera always played an important role in Soviet culture,
this article addresses its place in Soviet musical life from the end of World War
IT through the beginning of the Cold War, a time during which the transition
from wartime collaboration to Cold War competition was accompanied by an
especially xenophobic anti-Western ideological turn at home, and a shift toward
empire building in Eastern Europe was accompanied by a potentially contra-
dictory expansion of international cultural exchange, eventually including with
Western Europe and the United States. I analyze two discreet archival source
bases to explore the dynamics of the role of Italian opera at this transformative
moment. One source is box office data from the opera and ballet theaters in
Moscow, Leningrad, and the Soviet Union's national republics. The other is bu-
reaucratic correspondence relating to an effort to recruit Italian opera peda-
gogues for visiting appointments at the Moscow Conservatory.

Investigating the place of Italian opera in Soviet culture at this moment
of particularly intense transformation helps shed light on how cultural officials
and general audiences alike responded to potentially contradictory impulses.

On the one hand, ideological xenophobia and Russophilism accompanied the

2 Katerina Clark wrote the pioneering Anglophone study of Soviet cultural appropriation [11];
on appropriation in music programming, see especially [16].
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domestic postwar disciplinary campaigns of the Zhdanovshchina and anti-cos-
mopolitanism.3 On the other, the expansion of the Soviet cultural empire to
Eastern Europe increased the potential for international cultural exchange.4
Throughout the volatile postwar Stalin years, Italian opera was a consistent,
popular staple of the Soviet opera performance repertoire. It provided stability
against which the more visible and volatile pursuit of distinctively Soviet opera
occurred. When that pursuit of Soviet opera seemed to be foundering, cultural
officials turned to the Italian source in hopes of advancing Soviet opera perfor-
mance capacity, but instead revealed their own insecurities and initial incapac-
ity to engage successfully in cultural exchange with the West.

Constructing that argument with these sources allows an opportunity for
reflection on the variable processes and actors involved in a study of cultural
construction framed as international or transnational, on the sources required
to analyze those processes, and on the silences these sorts of sources impose.
This investigation is concerned with both the flows of cultural forms, influence,
and modeling across nominally national borders as well as the people who trav-
eled across those borders in order to facilitate the flows. Since border crossing
is at the center of these phenomena, the project might be said to be a “transna-
tional” investigation. Since the primary interlocutors on the Soviet side were

operating in official capacities with authority derived from the state apparatus,

3 The literature on the postwar disciplinary campaigns is vast. On the Russophilic compo-
nent, see especially [10]. On the set of campaigns in musical life, see especially [33, 95—214].
On the crucial party intervention of 1948 in particular, see especially [1; 41; 3; 4].

4 The classic Anglophone study of the Sovietization of Eastern European cultural institutions
is [12]. For a few examples of the new cultural exchange potential, see [28; 37].
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it could also be considered an “international” one.5 Whatever the prefix before
“national,” the topic calls for a study of sources that shed light on people cross-
ing borders and cultural forms appearing in different geographical spaces,
while simultaneously reifying the category of “national” in order to transcend
it. The two types of archival sources at the center of analysis here can provide
insight into how Italian opera was programmed and received in the Soviet Un-
ion, though not why. They can explain Soviet officialdom’s attitudes toward
international recruitment of cadres and the activities they undertook to pursue
it, as well as their perceptions of the obstacles they faced. However, these
sources cannot remotely do justice to the Italian realities that may have sup-
ported or discouraged the Soviets’ efforts. In the end, this is a story of Italian
cultural influence in Soviet operatic life that illuminates just the Soviet side of
that relationship. That Italian cultural influence proved so strong, however,

challenges assumptions of Soviet insularity, even in the late Stalin years.

Italian Opera on the Soviet Stage:
Programming in Opera and Ballet Theaters
The first type of archival source that helps us understand the place of

[talian opera in the Soviet repertoire is one that may well be unique: box office

5 The distinction between “trans-" and “inter-” national takes on methodological significance
within the larger context of studies of globalization, a common feature of which is preoccu-
pation with processes through which the relationship between the universal (global) and spe-
cific (sometimes national, sometimes individual) were transformed from the late nineteenth
century into the present day. Key theorists who have especially influenced my thinking are
Arjun Appadurai, Anthony Giddens, Roland Robertson, and Saskia Sassen. See [9; 19; 30;
32]. For a call to study the transnational aspects of specifically Soviet modernity, see [13,
535-55]. For the transnational constitution of Soviet culture in the 1930s, see [11; 14]. For a
study of the contribution of Soviet music to globalization through Cold War cultural compe-
tition, see [36].
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data aggregated from all of the Soviet Union’s opera and ballet theaters by the
Royalties Administration in the 1940s. This article analyzes data from 1945
through 1948, which encompasses nearly 34,000 performances of hundreds of
different operas, from Moscow to Tashkent, Vil'nius to Baku, Kiev to Kazan.¢
In the archive, these data appear as simple entries in thick log books, sorted by
administrative region, alphabetized by title, and totaled only by title across the
entire Soviet Union. They appear to be the working documents that officials in
the Royalties Administration used to help calculate royalties owed. I have since
annotated them, identifying almost all of the titles, classifying them according
to their genre (opera, ballet, and operetta), date of premier, and composer’s na-
tionality and professional affiliation. For the purposes of this article, I catego-
rized them as “Russian Classics,” “Western Classics,” and “Other,” a vast cate-
gory that includes both Soviet efforts (including all of the critically important
operas written by composers from the non-Russian republics) and non-Rus-
sian/non-Western classics. For example, Mykola Lysenko is “Ukrainian Clas-
sic,” and pre-revolutionary Uzeyir Hadjibeyov is “Azerbaijani Classic” even
though both were written in the Russian empire; whereas, any ballet premiered
in the Russian Imperial Theaters in St. Petersburg was classified as “Russian
Classic,” regardless of the composer’s nationality. The questions I asked of the
data for this article are the following: what was the place of Italian opera in the
Soviet repertoire; did it change over time, especially after the traumatic 1948
party intervention into Soviet musical life; and how did audiences — measured

by their attendance patterns — react to it?

6 Unless otherwise indicated, all statistical data cited in this article are derived from analysis
of the archival files [61; 62; 63; 64], referred to throughout as the “box office data.”
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The first finding is not surprising: Italian opera was an important part
of Soviet musical life. The construction of Soviet culture depended on the ap-
propriation of the classics of both pre-revolutionary Russia and the West, and
Western culture was frequently used as both a foil and a benchmark against
which to measure Soviet cultural development [11; 14; 36]. In the ideologically
critical genre of opera, appropriated Italian classics were always especially
prominent in the repertoire and in writing about it. Whenever a disciplinary
campaign touched opera, Soviet critics broke out comparisons to the Italian op-
eras that were such a mainstay of the repertoire. Just days after the infamous
1948 Central Committee resolution on the opera «Velikaia druzhba», for exam-
ple, the critic Lev Nikulin took to the front page of the Soviet arts newspaper,
Literaturnaia gazeta, to juxtapose the ecstatic praise with which Italian critics
marked the 1908 production of Modest Mussorgsky’s «Boris Godunov» at La
Scala (“that citadel of Italian operatic art”) with the deplorable state of Soviet
opera forty years later as an introduction to his celebration of the ham-fisted
party intervention [6]. A year later, an unsigned editorial in the same newspa-
per reimagined earlier Soviet use of Verdi as a measuring stick for Russian
opera as evidence of the dastardly, nearly treasonous behavior of Soviet music
critics. That unnamed author lambasted “cosmopolitan” critics for praising
Tchaikovsky by saying that his music “was worthy to stand alongside the best
musical-dramatic works of Wagner and Verdi.” “To stand alongside” was not
enough at the start of the anti-cosmopolitanism campaign in 1949: Tchaikov-
sky’s genius had to stand alone [7]. But again, it was Verdi opera that provided
the measuring stick, ironically repeating that which the critic deplored.

Whether in long academic studies of opera dramaturgy or public discussions of
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contemporary Soviet operatic development, Italian opera — and Verdi in par-
ticular — remained a constant counterpoint to the Russian classics.” But what
about on stage?

Italian opera held a prominent, important place on the Soviet operatic
stage. As Table 1 shows, the box office data demonstrate that that place was
remarkably constant across the otherwise turbulent postwar 1940s. Of the
nearly 34,000 performances covered by the data set, 26,000 (777 percent) were
operas. The rest were ballets. Each year, between 101 and 133 different operas
were performed in the Soviet Union, with opera titles accounting for an almost
constant 70 percent of the repertoire. Table 2 shows that, of those titles, be-
tween one-quarter and one-fifth each year were either Russian Classics or
Western Classics, so that together, the two comprised 44 percent of all operas
performed between 1945 and 1948. What is striking is that of the almost exactly
26,000 performances of all operas across this time period, about 20,000 were
either Russian or Western Classics. Table 3 shows that of those, more than half
were Western Classics, a finding that flies in the face of at least my expectations
that the Russian Classics would consistently displace both Western Classics and
repertoire written by Soviet composers over the course of the ideological cam-
paigns of the 1940s. In fact, in the face of a party intervention that stressed the
value of the Russian Classics, those responsible for opera programming took
refuge in what they apparently thought was the safe terrain of the Western Clas-
sics. Western Classics comprised 39 percent of the repertoire in 1945, 42 per-
cent in 1946, and back to 39 percent in 1947, when operas by Moscow Compos-

ers’ Union members skyrocketed to 7 percent of the repertoire. This shift may

7 For the book-length academic study, see [2].
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have been a result of opera programmers’ attempts to comply with the 1946
calls for increased attention to contemporary Soviet reality.8 But perhaps not.
After all, it takes a long time to write, vet, and produce an opera. Repertoire
just cannot turn on a dime unless it reverts to already-existing productions.
And that is what seems to have happened in 1948, when operas by recently dis-
ciplined Muscovites plunged back to their typical 2 percent share and the West-
ern Classics jumped to nearly half of all opera performances in the Soviet Un-
ion: 44 percent. Performances of the Russian Classics actually dropped over
the same time period, though only very slightly, from a high of 37 percent share
in 1946 to 35 percent in 1947 and 34 percent in 1948.

These shifts are all relatively minor; in fact, the total opera repertoire
exhibits remarkable stability over this otherwise turbulent time period.o A
closer examination of specific titles reveals both an engine of that stability and
the remarkable place of Italian opera classics in providing it. On the one hand,
Soviet operatic culture was strikingly diverse. Over one hundred different op-
eras were performed in the Soviet Union each year, with national and regional
variations in opera programming across the multinational Soviet state. On the
other hand, it was dominated to a truly incredible degree by just a few individ-
ual operas. For each of the four years under consideration here, I examined the
ten most performed operas. Seven operas stood out. Six appeared in the top
ten all four years and the other appeared in the top five for three years running.
In fact, three operas — a dominant trio comprised of «Evgenii Onegin», «La

Traviata», and «Carmen» — appeared in the top five all four years.

8 Three Central Committee resolutions on literary journals, drama theaters, and film in Au-
gust and September 1946 communicated this call. See [57; 58; 59].

9 The same was not true of operetta, which underwent substantial changes in the same
timeframe. See [34].
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«Evgenii Onegin» was the most performed opera every year. «La Travi-
ata» was second — every year. And «Carmen» was in the top five every year
even though it occupied third place only once. So, the dominant trio are a Rus-
sian Classic, an Italian Classic, and a French Classic. Together, these three ac-
counted for a staggering 20 percent of all opera performances in the Soviet Un-
ion from 1945 to 1948. In fact, 8 percent of all performances were «Evgenii
Onegin», alone. The others in the top seven were also all Classics: Puccini’s
«Madame Butterfly», Verdi’s «Rigoletto», Tchaikovsky’s «Pikovaia dama», and
Rossini’s «Barber of Seville» (that is, Italian, Italian, Russian, and Italian). To-
gether, those seven accounted for 38 percent of all opera performances, and the
four Italian titles comprised 20 percent, almost exactly the same as the domi-
nant trio. In 1948, the proportions remained the same, with extremely slight
increases for both the dominant trio and the four Italian Classics to 21 percent
each.

Of course, Tchaikovsky wrote many more operas than just «Evgenii One-
gin», and Verdi wrote more than «Traviata» and «Rigoletto». When all of these
two composers’ other performed works are considered, their dominant position
is even more striking. Seven different Tchaikovsky operas were performed each
year, and their total performances accounted for between 12 and 15 percent of
all performances. From 1946-48, seven Verdi operas were also performed each
year (with six in 1945), and their total performances accounted for between 10
and 15 percent each year. Performances of operas by either Tchaikovsky or
Verdi accounted for 28 percent of all operas performed in the Soviet Union’s
opera and ballet theaters in this time period.

Despite Verdi’s status as the clear second-most-performed opera com-

poser and as the presence of Puccini and Rossini in the top seven attest, Italian
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opera in the Soviet Union did not start and end with Verdi. Table 4 shows that
fourteen or fifteen different Italian operas were performed each year (about 12
percent of the total number of opera titles and more than half of the Western
Classics), and Table 5 demonstrates that performances of those operas ac-
counted for just less than three-quarters of Western Classic opera performances
and more than a quarter of all opera performances. In 1948, Italian opera
reached its peak for the period with 31.4 percent of all performances. As a share
of all Western Classics, Italian opera started high (nearly 80 percent) and
dropped over time, largely because of the increasing prominence of French
opera, and especially Gounod’s «Faust». In fact, the number of performances
of French opera more than doubled from 1945 to 1948. But French opera never
rivaled the place of just Verdi alone.

The Soviet opera repertoire, understood as what operas were available
for audiences to experience on a nightly basis, was incredibly stable across this
short time period of otherwise tumultuous upheaval in Soviet culture — includ-
ing in ways that touched directly on opera. The appropriated classics — espe-
cially Italian classics and especially Verdi — occupy such a huge part of that
repertoire that, along with the even less assailable Tchaikovsky, they provided
a solid backbone of consistency against which the dramatic, fraught, sometimes
traumatic pursuit of a distinctively Soviet, multinational opera played out. That
dramatic struggle for Soviet operatic art is apparent in the box office data. Op-
eras composed by Moscow Composers’ Union members accounted for about 12
percent of all of the titles performed each year from 1945 to 1948. Those com-
posed by “Others” (largely composers from the non-Russian republics) ac-
counted for a nearly constant 44 percent (see Table 2). But the Muscovites pro-

vided only three percent of all opera performances, and the “Others” provided
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just 20 percent (see Table 3). The average opera by a Muscovite composer en-
joyed just fifteen performances. The average “other” did a bit better, with runs
of about twenty-four per year. The average Western Classic had about 103 per-
formances per year. That is still less than a tenth of the top seven, but the scale
is clear. Soviet composers ran a lot of unsuccessful experiments.
Italian Opera and Soviet Audiences:
Reception Practices

How did audiences respond to these patterns? To answer this question,
I calculated the average box office receipts per performance, assuming that a
higher box office average correlates to a larger audience, and that audience size
is a reasonable measure of popularity. Variations in ticket prices obviously
complicate the matter, so I compared box office averages across the entire So-
viet Union (see Table 6) and then within each administrative unit. The results
suggest that Soviet audiences consistently preferred the Russian Classics to all
other forms of opera. The Western Classics were generally less popular, but
very stable. The volatility in the repertoire was concentrated in the relatively
fewer performances of operas written by Soviet composers. Within the Western
Classic repertoire, a notable shift in relative popularity from the Italian to the
French took place in 1947, possibly due to shifting programming at the theaters
with the highest ticket prices in Moscow and Leningrad.

Within this general pattern, there are a couple of regional variations
worth noting. First, the one region of the Soviet Union in which the Western
Classics consistently outperformed the box office averages for opera overall was
Central Asia. In fact, Table 7 shows that in two of the four years, the Western
Classics were more popular at the box office than even the Russian Classics.

The Soviet campaign to modernize (by Westernizing) Central Asian musical life
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thus seems to have reached the opera-going audience, though the construction
of a Central Asian cultural variant seems to have been less successful.’o In
Ukraine, on the other hand, Table 8 shows that despite a leap in popularity of
the Russian Classics in 1948, the Russian Classics, the Western Classics, and
Italian opera in particular all actually underperformed the box office averages
for opera as a whole. French opera and a wide-ranging “other” category that
performed very poorly in Central Asia actually earned the highest averages in
Ukraine, a reflection of the popularity of both Ukrainian classics (especially My-
kola Lysenko) and some new works by Soviet Ukrainian composers staged in
Kiev, yet another data point that suggests the peculiarity of the Soviet Ukrainian
experience, especially in the immediate postwar period.:

Finally, a word about how programming patterns might have affected
popularity. In general, there was a rough reverse correlation between number
of performances and box office averages. For example, in 1947 Moscow, «Evge-
nii Onegin» was performed 132 times to «Pikovaia dama»’s twenty-three. But
«Pikovaia dama» earned a box-office average of 46,000 rubles per performance
and «Onegin», just 20,000. Part of that difference is surely due to the Bolshoi
Theater ticket price effect («Onegin» played in other, less prestigious and less
pricey theaters as well as at the Bolshoi), but it is just one particularly striking
example of a more general pattern. That pattern suggests that audiences could
tire of long runs of the same repertoire, a phenomenon that likely suppressed

the popularity of the relatively smaller number of titles that comprised the

10 On anti-cosmopolitanism in Central Asian, especially Uzbek, musical life, see [35, 212-40].
On the particularities of cultural transformations in Soviet Central Asia more generally, see
[8; 15; 21; 22; 23; 24; 26; 27].
11 For Ukrainian-centered perspectives on Soviet history, see, for example [17; 29; 38; 39;
40].
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Western Classic canon when compared to the larger number of Russian Clas-
sics. The one opera that seems to break that pattern is also the most performed
Italian staple of the repertoire: «La Traviata». Despite being the second-most
performed opera in the Soviet Union, «Traviata» consistently earned higher-
than-average box office receipts, all across the Soviet Union. In fact, for the
four-year period considered here, «Traviata» earned less than the box office
average only in Moscow (98 percent) and far outperformed the average in both
Leningrad (143 percent) and Central Asia (129 percent). If Italian opera more
generally provided a solid backbone of opera programming in the postwar So-

viet Union, «La Traviata» kept audiences coming to the opera house.

The box office data thus provide insights into one crucial aspect of the
Soviet Union’s cultural geography and the flows of cultural forms and people
that generated it. They show that Italian opera played a crucial role in the rep-
ertoire of opera theaters under the strain of Zhdanovshchina. The Great Ap-
propriation that Katerina Clark has written about so eloquently regarding the
1930s provided useful tools for cultural bureaucrats and artists alike in the post-
war Stalin period [11]. The data also show that audiences in different national
republics responded variously to the operas to which they had access. Unfor-
tunately, box office data cannot tell us who was attending opera performances
or why. Was it, for example, the already-Westernized component of the politi-
cal and cultural elite in Central Asia that preferred Italian opera to new Uzbek
efforts, or was it the broader cross-section of the population who were the tar-
gets of the ongoing Westernization campaigns? That question requires addi-

tional research, especially in more local sources.
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Transnational Pursuits:
The Recruitment of Italian Opera Pedagogues

The box office data also cannot shed much light on what audiences
thought of the opera they attended. Fortunately, the reactions of one important
audience — cultural officials — is apparent through analysis of another type of
archival source: the correspondence and reports produced by those officials. It
turns out that what they heard in the postwar Soviet Union’s opera theaters
rarely satisfied these officials, who despaired not just about the seeming inabil-
ity of Soviet composers to write masterpieces equivalent to either the Russian
or the Western classics but also about the quality of the performances them-
selves. Those bureaucrats tasked with overseeing the transnational movement
of the people actively involved in multinational — and in this case trans-impe-
rial — cultural life undertook an ultimately failed effort to bring Italian opera
pedagogues to the Moscow Conservatory as visiting faculty. In the postwar So-
viet Union, there were very serious restrictions placed on the mobility of people
either into or out of Soviet territory. At the same time, Soviet leaders were still
driven by a universalist ideology and engaged in an effort to expand the Soviet
Union’s international influence. For such a society, examining the bureaucratic
regulation of mobility is essential to understanding the processes and possibil-
ities of transnational cultural flows and assessing how the Soviet Union engaged
with the world beyond its borders.

The pursuit of Italian professors of operatic singing began in 1947. In
the early summer of that year, the principle conductor of the Bolshoi Theater,
Nikolai Golovanov, and the Director of the Moscow Conservatory, Vissarion

Shebalin, were dispatched to Italy to investigate the possibility of inviting top
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Italian vocal instructors to undertake three-year visiting appointments in So-
viet conservatories. The trip did not succeed, but it was revealing in several
areas. First, the decision to send the delegation on its mission in the first place
reveals quiet insecurities within the Soviet bureaucratic elite about cultural de-
velopment. These insecurities contradicted the otherwise strident claims of
systemic superiority compared to the “decadent” capitalist West that Soviet ide-
ologues sent rippling across Europe during this same period. Second, Golo-
vanov’s report about the trip, submitted on behalf of himself and Shebalin, re-
veals elite Soviet perceptions of their Italian counterparts’ assumptions about
the Soviet Union and their anxieties about the dynamics of the still-emerging
Cold War. Finally, the mechanics of the trip revealed that in the early postwar
1940s, the insular Soviet bureaucracy was not yet as adept as it would eventually
become at managing international travel and person-to-person cultural ex-
change.

Opera was a constant touchstone for measuring Soviet cultural accom-
plishment, whether as a lightning rod for party intervention into musical life
(as it was in both 1936 and 1948), a showcase for investment in cultural devel-
opment (as it was throughout the Soviet 1930s, especially in Central Asia), or
as a paragon of the salutary results of that investment (as in the promotion of
operas by composers based in the non-Russian republics).:2 Considering that
this genre was such an important measuring stick, the stakes were high when it
did not live up to expectations. In the postwar Soviet Union, it was definitely

not meeting officials’ expectations, either in the development of new Soviet

12 On 1936, see [20; 5; 25]. On 1948, see fn. 3. On the crucial place of developing opera by
and for non-Russian nationalities, see especially [18, 331—371].
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opera, as the intervention of 1948 made clear, or in the development of first rate
vocal talent.’3 A paucity of top rate opera singers thus raised the disturbing
possibility that Soviet cultural development as a whole was not as advanced as
officials assumed it ought to be. The Golovanov-Shebalin mission was an at-
tempt to remedy that problem by importing teachers from what many Soviets
considered the pre-eminent operatic society in the world, Italy. If Soviet opera
singing — and by extension, Soviet musical life, and by implication, Soviet cul-
tural development — was subpar, who should be brought in to help raise the
level but Italian vocal teachers. This effort to recruit the Italians began even
before the party intervention in 1948. It was both a sign that Soviet officialdom
already suspected that something about Soviet opera was amiss and an early
effort to do something constructive about it.

The effort did not succeed, in part because of the hesitance of the Italians
who were offered visiting appointments to accept them. All in all, the Soviets
negotiated with seventeen teachers in Rome, Florence, Venice, and Milan. In
Venice and Rome, they were accompanied by Aleksandr Akimovich Sanin, a
former director of the Bolshoi Theater who had been living in emigration for
three decades. In Milan, they were advised by the Russian emigre tenor Ale-
ksandr Nikolaevich Veselovskii. Both guides reportedly provided invaluable in-
formation about musical life in those cities [53, 119]. In his concluding report,

Golovanov claimed that conditions for inviting Italian pedagogues to the Soviet

13 For a limited sample of the myriad examples of bureaucrats’ concerns about the availability
of high quality opera singers expressed in high-level party correspondence at exactly this
time period, see [48] (in which the head of the Committee on Artistic Affairs requests that
prominent male opera singers who have served for more than twenty-five years nevertheless
not be permitted to retire because the Bol’shoi did not have the voices to replace them); and
[55] (in which the bureaucrats cite the acute need for more coloratura sopranos at the
Bol’shoi).
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Union were generally not favorable. Blaming the reactionary press in Italy, he
noted that throughout the Italian intelligentsia, there was fear verging on panic
about the possibility of war between the United States and Soviet Union.
Though war did not appear to be imminent, fear of it sharply limited those who

M

would even consider a visiting appointment to “only the most brave.” Even
those brave few would only contemplate a single year’s stay [53, 118].

The negotiations were also inhibited by a fundamental misunderstand-
ing of conditions in Moscow that appears to have surprised the Soviet dignitar-
ies. Golovanov reported that some of the Italians had asked if they would be
forced to join the Communist Party. Others, perhaps more surprisingly, won-
dered if they would have to wear their pants tucked into their boots. Such basic
misunderstandings of Soviet cultural life put a point on Golovanov’s more gen-
eral complaint that the Soviet diplomatic mission and cultural exchange insti-
tutions (namely, VOKS) were utterly failing to provide relevant, accurate, and
timely material to the Italian public. In fact, Golovanov articulated what was a
common complaint of Soviet visitors across Europe in these early days: the
materials that VOKS sent abroad were completely random, elicited virtually no
interest in the target audiences, and even gave a flatly false impression of the
direction of Soviet musical life. This failure was both absolute (producing false
impressions of Soviet life) and comparative, for Great Britain and the United
States were conducting much more successful propaganda in Italy, constantly
sending fresh materials and new specialists. Golovanov considered this gap a
profound shame since his visit convinced him that Italian musicians were both

interested in and drawn to Soviet music and Soviet performers [53, 119, 126—

27].
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Perhaps the least surprising concerns raised by the Italians were those
directed toward material conditions, from the weather to the standard of living.
Nothing could be done about the weather, obviously, but Golovanov also struck
a discouraged tone regarding the standard of living noting that, in fact, condi-
tions were quite comfortable in Italy [53, 119]. In addition to these general wor-
ries about the global politics of the moment and perceptions of the difficulties
of life in the Soviet Union, the Italians also expressed a range of other reasons
for declining — or limiting — the Soviet invitations. Some did so for purely
business considerations: they had already agreed to appointments elsewhere
(Turkey, for example), they were on tour in the Americas and did not wish to
break off those engagements, or they could not leave their full-time teaching
post during the academic year. For example, Rome Conservatory professor
Gino Skoliari offered to give a series of master classes during the summer holi-
day — as he reportedly did habitually elsewhere in Europe — but would not
abandon his students in Rome.4 For others, the reasons to decline were much
more personal. One attributed his refusal to his wife, who both feared war and
was fundamentally ill disposed to the Soviet Union [53, 122].

Despite all of these reasons to decline the Soviets’ invitation, five Italian
pedagogues did agree in principle to accept Soviet visiting appointments, four
for a one-year position and one for the hoped-for three. That one, Milan-based
Luigi Cantoni, was an outlier in other ways, as well. A member of the Italian
communist party who had been repressed and tortured during the war, Cantoni
himself suggested a three-year contract because he thought that it would give

him time to show the results his teaching could achieve [53, 1220—21]. Another

14 See [53, 121—22]. For later but analogous difficulties faced by Moscow Conservatory pro-
fessors balancing international touring and instructional obligations, see [33, 130-31].
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of those who agreed had actually been to the Soviet Union before: Rome- and
Sienna- based lyric soprano Ines Tellini had toured Moscow and Leningrad in
the 1930s and was willing to return for a year in the classroom [53, 119—20].
As Skoliari’s offer to conduct master classes suggests, many of these vocal in-
structors were part of an already internationally mobile group of world class
musicians. Negotiations with Rome-based Luigi Ricci had to take place by let-
ter since he had long been resident in Buenos Aires. Whatever the trade-offs
regarding the weather, he agreed in principle to move from Argentina to the
Soviet Union [53, 119]. Only one of those who agreed seems to have raised con-
cerns among the delegation. Carlo Galeffa was still performing and had only
recently turned to teaching, so proven success as a pedagogue may have been a
concern; however, apparently more problematical was the fact that he alone re-
quested payment of the hard currency portion of his salary one year in advance
[53, 120].

The guarded objection to what the Soviet delegation seems to have con-
sidered Galeffa’s overly material approach to the negotiations was just one of
many pieces of evidence that the Soviets were not yet ready for the practical and
material requirements of this early foray into the international marketplace of
musical exchange. Galeffa’s request for hard-currency payment in advance may
have cost him a spot on the list of recommended appointments, but the most
critical components of Golovanov’s generally laconic report touched on com-
munications between the delegation and Moscow. One of the most common
and obviously predictable questions that the Italians asked was where they
would go. That question had still not been answered when a clearly frustrated

Golovanov penned his report: “A question that remains unclear is about the
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distribution of these figures to cities in the Soviet Union since we never received
an answer to the telegram inquiry we sent about this question” [53, 122].

In fact, lack of clarity about the exact terms the Soviets were prepared to
offer was a serious drag on whatever traction Golovanov and Shebalin could
produce. When they left Moscow, the team had been told only that the maxi-
mum salary envisioned for the project would be 5500 rubles, half of which
would be paid in hard currency (Italian lire). Golovanov reported that that
maximum was only barely in line with norms in Europe and the Americas and
should be a considered an absolute minimum below which anyone they invited
simply would not agree. When their telegrams requesting clarification or
change in terms were not answered, the Soviet professors complained that it
was difficult for them to negotiate contracts without knowing even basic details
about what Moscow would approve. Uncomfortable though it must have been
to be offering minimally acceptable terms to prospective visitors who were
poorly (in the eyes of the delegates) informed about Soviet musical life, doing
so with just vague guidance from the outset and absolutely no response to ques-
tions that arose along the way was clearly worse. Indeed, the fact that their
telegrams from the field went unanswered meant that Golovanov and Shebalin
returned to Moscow with unfinished business, and Golovanov stressed that it
would be deleterious to Soviet interests (and personally embarrassing — he
wrote that it would be “elementary impoliteness™) if they did not follow up
quickly [53, 123—24].

In the absence of instructions from Moscow, Golovanov and Shebalin
did develop their own set of recommendations. Considering the hesitance of
the Italian pedagogues, their general willingness to commit to just a single year,

and their concerns about material conditions, the delegation suggested that it
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was not an auspicious time to begin a robust exchange program that distributed
Italian pedagogues to conservatories across the Soviet Union. At the same time,
they thought that the benefits of “introducing the principles of the Italian school
into the practice of our teaching” would be extremely beneficial and should not
be delayed. So, Golovanov suggested inviting just the three most accomplished
(of those who had agreed), just for a year (with the possibility of extension), and
just to Moscow and Leningrad (or even just Moscow). And they also suggested
that better terms and conditions would alleviate the Italians’ concerns about
standard of living. In fact, they had already requested permission to increase
the portion of the salary to be paid in rubles to the level of a typical professor,
to guarantee good ration cards, included housing on the government’s account,
to pay for transport both ways, and to provide two months of paid vacation [53,
123].

If Golovanov and Shebalin sought to attract prominent musicians living
in Italy to come to the Soviet Union, they succeeded on two counts: their guides
to Italian musical life, Sanin and Veselovskii, both requested to return. Sanin’s
request was old and some form of approval had already been communicated to
him. Golovanov requested that whatever red tape was holding up the final ar-
rangements be cut and Sanin be allowed to return to the Soviet Union. After
thirty years in emigration, Sanin reportedly wanted nothing more than to de-
vote himself in his old age to working with Soviet youth.s

Golovanov’s report about the delegation’s negotiations reveals that even
as early as 1947, the Soviets were preparing to enter into an already existing

international musical arena of transnational concert tours, summer master

15 See [52], an undated and unsigned memo that is clearly a follow-up to the report that im-
mediately precedes it in the file.
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classes, visiting teaching appointments, and elite salaries. They would eventu-
ally be remarkably successful participants in this arena, with concertizing mu-
sicians astounding critics and audiences alike and young phenoms absolutely
dominating international music competitions [36]. But in 1947, they were not
yet ready for primetime. Though the available records do not reveal whether or
not Golovanov and Shebalin managed to avoid the embarrassment of simply
not replying to their Italian counterparts, it is clear that the ultimate value of
the visit within Soviet bureaucratic circles was to provide a more extensive, de-
tailed, and realistic account of the state of musical life in Italy and of the com-
parative state of Soviet cultural exchange capacity. This conclusion fits a pat-
tern according to which the Soviet Union’s international cultural delegations,
especially to East-Central Europe, in 1946-48 were primarily information-gath-
ering efforts rather than serious efforts to impose (in Eastern Europe) or project
(elsewhere) Soviet-style institutions or artistic norms. Indeed, this particular
information gathering effort was much more about using Italian expertise to
address a perceived Soviet weakness. But lack of communication and re-
sources, coupled with a truly challenging geo-political moment, combined to
reduce the effort to a single request for an invitation, ultimately denied. After
reviewing Golovanov and Shebalin’s recommendations, the Committee on Ar-
tistic Affairs requested permission to invite just Luigi Cantoni to the Moscow
Conservatory for a three-year appointment with the improved terms proposed
by the delegation. Sanin’s return was apparently stuck in review by the Ministry
of Internal Affairs, out of the control of the Committee on Artistic Affairs. And
Veselovsky’s case was referred back to the Soviet embassy in Italy [43]. In the

end, Cantoni did not come to Moscow, and the effort to introduce the Italian
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school into Soviet operatic singing pedagogy was at least temporarily aban-
doned.

Over the next few years, musical exchange between the Soviet Union and
Italy was paltry. Just two Italian musicians (conductors Carlo Zecchi in 1950
and Willi Ferrero in 1951) came to the Soviet Union between 1945 and 1951, and
no more Soviets traveled to Italy until 1951, when two separate groups of per-
formers toured.’® In 1950, La Scala arranged a major international competition
and festival in honor of the fiftieth anniversary of Verdi’s death. As part of the
celebration, the Italians invited Soviet composers to participate in a competi-
tion for the “Giuseppe Verdi Prize” for best new opera composition, asked Ser-
gei Prokofiev to serve on the jury, and suggested a direct collaboration between
a Soviet opera house and La Scala.”” The Committee on Artistic Affairs declined
to participate both in the competition, noting that socialist realism was unlikely
to be successful in an Italian composition competition, and in the collaboration
with La Scala, essentially without comment.18

Then, in the Spring of 1952, the question of inviting the Italian opera

pedagogues to the Soviet Union was suddenly resurrected, seemingly at high

16 See [45; 54; 67]. [54] is undated, but probably 31 Aug 1951. N.N. Bespalov was head of the
VKI, and F. I. Kaloshin and N.E. Tverdokhlebov were his vice chairs.

17 The invitation caused a flurry of communication between the Ministry of Foreign Affairs,
the Committee on Artistic Affairs, and VOKS. The key summary memos are [42; 51; 44].
A.V. Abramov was the acting head of the First European Department in the Ministry of For-
eign Affairs, P.I. Lebedev was the head of the Committee on Artistic Affairs, N.N. Bespalov
was his vice chair, A. Ghiringhelli was the superintendent of La Scala, “Mr. Rogov” was Sec-
ond Secretary of the Soviet Embassy in Italy, and L.D. Kislova was the head of VOKS.

18 For the decision not to collaborate, see the laconic, “The Committee on Artistic Affairs
considers collaboration between a Moscow theater and the theater La Scala inadvisable”:
[47]. For the decision not to compete, citing stylistic differences between socialist realism
and Western norms, see [46].
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levels of the Soviet arts oversight bureaucracy. In January 1952, the leadership
of the Central Committee’s Department of Literature and the Arts wrote to
Georgii Malenkov to summarize the fizzled 1947 effort and recommend sending
Director of the Moscow Conservatory, A. V. Sveshnikov, and Assistant Director
of the Bolshoi Theater, V. Kil’chevskii back to Italy to revive the efforts, this time
in hopes of attracting three or four leading vocal instructors for terms of not
less than three years [56]. The Council of Ministers quickly jumped on the
bandwagon, forwarding the memo to the Committee on Artistic Affairs and re-
questing that they report on the situation.’9 Together, the Vice Chair of the
Committee on Artistic Affairs and the Minster of Foreign Affairs drafted a letter
to the Soviet Ambassador to Italy ordering him in some detail to revive the ef-
fort.2e Included with the draft, they also sent an accurate, but almost comical
summary of Golovanov’s 1947 report, referring, for example, to some of the Ital-
ians’ perceptions of Soviet life as “wild” (the Italians’ concern that they might
be required to tuck their pant legs into their boots seems to have alarmed eve-
ryone on the Soviet side), and dismissing the “husband-pedagogues” who were
influenced by their “wife-Catholics.”2* In the end, the earlier mission’s failure
was chalked up to the fact that the trip happened in June and July, after the
active concert season had ended, and to “lack of clarity of the directive.”22 They
would not make the latter mistake again. The draft telegram spells out the
terms in careful detail, from length of the contract (three years, though an es-

pecially outstanding pedagogue might be allowed to commit to just one, with

19 See [65]. Smirtiukov was the head of the operations department of the Council of Minis-
ters, literally pushing the paper from the party apparatus to the government one.

20 See [49] and the draft: [50].

21 See [60], which is undated but included with draft telegram, 18 Apr 1952.

22 See [66], which is undated but included with draft telegram, 18 Apr 1952.
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the right to extend for another two), to the nature of the academic year (540
instructional hours across ten months — with two months paid vacation), to
compensation (6000 rubles a month, with 75 percent paid in rubles and the
other 25 percent in US dollars, but with the possibility of overtime up to 4.5
instructional hours a day increasing that pay by an additional 50 percent), to
accommodations (a well-outfitted three- to four-room apartment, complete
with piano — in the context of the early 1950s, this is a very generous allotment).
The Moscow Conservatory was even given permission to provide three months’
pay in advance upon signing the contract. The Soviet ambassador was sup-
posed to seek guidance from Italian Communist Party head and former Minis-
ter of Justice Palmiro Togliatti about how to conclude such an agreement, but
Moscow’s preference was to send a representative from the Moscow Conserva-
tory before the end of the concert season and academic year [50; 44—45]. On
the one hand, the transformation from the 1947 effort is stunning. On the other,
it should come as no surprise. Soviet cultural bureaucrats learned the lessons
of the late 1940s quickly and began to act much more effectively, strategically,
and profitably on the international stage, emerging internationally as a trium-
phant musical giant by the end of the 1950s. Unfortunately, the trail regarding
this particular, early effort runs dry with the draft telegram. The initiative to
bring Italian pedagogues for extended visiting appointments in Soviet conserv-
atories does not appear to have been realized before Stalin’s death. But the at-
tempt, coupled with the constant prominence in the Soviet operatic repertoire
of Italian opera, demonstrates that throughout the postwar Stalin period, Ital-
ian opera played a critical role in the development of the Soviet Union’s highest

profile musical genre.
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Conclusion

The archival sources on which this article is based help us evaluate the
distinction between the “international” and the “transnational” that is a key to
the way scholars have come to analyze interactions that cross national borders
or include multiple states, especially when those interactions are conceived of
in a context of globalization. The case of the Soviet dignitaries and the Italian
pedagogues suggests that that distinction may not be especially important in a
Soviet context. Soviet society was essentially embedded in the state bureau-
cracy, with all institutions either juridically part of the state or subject to tight
state controls.23 The Golovanov-Shebalin mission to Italy is an instance in
which two people who did not primarily think of themselves as state actors but
as musicians utilized the, to them, unavoidable apparatus of the state to try to
recruit other musicians — who could operate as private citizens outside their
resident state’s government institutions — to come to the Soviet Union. Though
the actual recruitment failed, the effort shows that at this crucial moment of
bombastic cultural expansion, Soviet officialdom paradoxically feared that the
Soviet Union was culturally backward compared to the West and had not yet
developed the institutionalized savvy to engage successfully outside the area of
direct Soviet influence. Of course, that would change dramatically within a dec-
ade. Whether their sojourn was an example of trans- or inter-national mobility
ultimately does not matter. That Soviet musicians and the officials of the gov-
ernment and party bureaucracies measured their cultural accomplishments

against those of Italy and sought to engage Italian musicians when they found

23 For discussion of the claim that the Soviet “state” was an arena that encompassed party,
government, and even juridically distinct community organizations (obshchestvennye or-
ganizatsii) like the creative unions, see [33].
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that measure wanting is critical evidence of Soviet engagement beyond the
boundaries of a Soviet empire so often understood to have been wrapped in its
own isolation.

The juxtaposition of the two possible modes of Italian operatic influence
on Soviet musical life examined in this article also suggests some conclusions
about the relationship between flows of cultural forms and cultural producers
in the early postwar world. Even though the Italian pedagogues that cultural
officials thought might resolve the problems with Soviet operatic performance
culture did not visit the Soviet Union in the years covered here, Italian opera,
in the form of canonical classics, still enlivened and stabilized the repertoire
available to audiences across the Soviet Union. The appropriation of Italian
models for presentation on Soviet stages and the resultant popularity of those
models embedded the Soviet Union in an increasingly standardized and com-
petitive global musical sphere, with primarily the Western Classics as a shared
cultural heritage. It was a global musical sphere they would soon come domi-

nate.
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APPENDIX

Total | Opera | %% Ballet | %% Total Opera | %% Ballet %%
Year | Titles | Titles | Op Titles | Titles | Ballet Titles | Perf Perf Op Perf Perf Ballet Perf
1945 | 141 101 72% 40 28% 6714 5495 82% 1219 18%
1946 | 168 116 69% 52 31% 8158 6038 | 74% 2120 26%
1947 | 190 132 69% 58 31% 9100 7042 | 77% 2058 23%
1948 | 190 133 70% 57 30% 9587 7428 | 77% 2159 23%
Total | 689 482 70% 207 30% 33559 26003 | 77% 7556 23%

Source. Data extracted from RGALI, f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis

by the author.

Table 2. Structure of Opera Repertoire, Titles

Russian RC Western WC Moscow MSSK
¥eax | Tatal Classics %% Classics %% Composers %% Othiers | Other %%
1945 101 25 25% 21 21% 10 10% 45 45%
1946 116 28 24% 27 23% 11 9% 50 43%
1947 132 28 21% 25 19% 20 15% 59 45%
1948 133 27 20% 32 24% 15 11% 59 44%
Total 482 108 22% 105 22% 56 12% 213 44%

Source. Data extracted from RGALI f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis

by the author.

Table 3. Structure of Opera Repertoire, Performances

Russian RC Western WC Moscow MSSK
Yeax | Totl Classics %% Classics %% Composers %% Otliers | Ofligx%%
1945 5495 1986 36% 2165 39% 57 1% 1287 23%
1946 6038 2225 37% 2509 42% 144 2% 1160 19%
1947 7042 2485 35% 2727 39% 458 7% 1372 19%
1948 7428 2541 34% 3384 46% 179 2% 1324 18%
Total | 26003 9237 36% 10785 41% 838 3% 5143 20%

Source. Data extracted from RGALI, f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis

by the author.
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Table 4. Italian Opera in Context, Titles

. Fr G
Year | Total \C\‘/leste‘rn Italian ¢ Italian %% French % %% Germanic % s %% Other
assics Ttalian of WC French . Germanic
wC wC
1945 101 21 14 13.9% 66.7% 5 5.0% | 23.8% 2 2.0% 9.5% 0
1946 116 27 15 12.9% 55.6% 8 6.9% | 29.6% 3 2.6% 11.1% 1
1947 132 25 15 11.4% 60.0% 6 4.5% | 24.0% 3 2.3% 12.0% 1
1948 133 32 15 11.3% 46.9% 11 8.3% | 34.4% 5 3.8% 15.6% 1
Total 482 105 59 12.2% 56.2% 30 6.2% | 28.6% 13 2.7% | 12.4% 3
Source. Data extracted from RGALIL f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis
by the author.
Table 5. Italian Opera in Context, Performances
Italian Fr Ger Other
Year | Total ‘g];s::i?: Italian It:fi’an %% | French Froe/;ch %% | Germanic Ger:{;’anic %% | Other 0::':“ % %
of WC wC wC wC
1945 5495 2165 1705 31.0% 78.8% 438 8.0% | 20.2% 22 0.4% 1.0% 0 0.0% 0.0%
1946 6038 2509 1870 | 31.0% | 74.5% 577 9.6% | 23.0% 54 0.9% | 2.2% 8 0.1% 0.3%
1947 7042 2727 1918 27.2% 70.3% 724 10.3% | 26.5% 73 1.0% | 2.7% 12 0.2% 0.4%
1948 7428 3384 2335 31.4% 69.0% 933 12.6% | 27.6% 77 1.0% | 2.3% 39 0.5% 1.2%
Total | 26003 10785 7828 | 30.1% | 72.6% 2672 10.3% | 24.8% 226 0.9% | 2.1% 59 | 02% | 0.5%
Source. Data extracted from RGALI, f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis
by the author.
Table 6. Reception of Opera Performed in the USSR (box office average, rubles)
Russian | RC comp | Western | WC comp Moscow MSSK comp Other comp
Eer | Tom Classic to Total Classic to Total Composers to Total O to Total
1945 12389 15703 126.8% 12725 102.7% 12068 97.4% 6723 54.3%
1946 14021 13732 97.9% 10434 74.4% 14686 104.7% 22251 158.7%
1947 8467 11072 130.8% 7952 93.9% 9375 110.7% 4467 52.8%
1948 7006 9630 137.5% 6510 92.9% 4706 67.2% 3548 50.7%
Total | 10471 12534 119.7% 9405 89.8% 10209 97.5% 9247 88.3%

Source. Data extracted from RGALI, f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis

by the author.
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Table 7. Reception of Russian and Western Classic Opera, Central Asia (box office average)

Year Overall Western WC as %% | Italian Italian as %% Russian RC as %%

Average | Classic Opera | of Average Opera of Average Classic Opera | of Average
1945 6250 7027 112.4% 6469 103.5% 7320 117.1%
1946 5884 7593 129.0% 7692 130.7% 6965 118.4%
1947 3353 4996 149.0% 4509 134.5% 5551 165.6%
1948 3631 4615 127.1% 4810 132.5% 4395 121.0%
Total 4780 6058 126.7% 5870 122.8% 6058 126.7%

Source. Data extracted from RGALI, f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis

by the author.

Table 8. Reception of Russian and Western Classic Opera, Ukraine (box office average)

Year Overall Western WC as %% | Italian Italian as %% Russian RC as %%

Average | Classic Opera | of Average Opera of Average Classic Opera | of Average
1945 12494 12621 101.0% 12745 102.0% 11540 92.4%
1946 11471 11515 100.4% 11471 100.0% 9615 83.8%
1947 8543 8293 97.1% 7297 85.4% 8441 98.8%
1948 6723 6379 94.9% 5446 81.0% 7268 108.1%
Total 9253 9098 98.3% 8496 91.8% 9083 98.2%

Source. Data extracted from RGALLI, f. 2452, op. 1, dd. 69, 76, 83, 89. Categorization and analysis

by the author.
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CBEAEHHNA Ob ABTOPAX 1 AHHOTAIINUA

HATNHA Jlama AJiekcaHApOBHA —
KaHAWUaT HCKYCCTBOBeZ€eHUsA, AOIEeHT Kadeapbl
aHAJINTUYECKOTO MYy3bIKO3HaHHUA Poccuiickoit
aKaJIeMUU My3bIKU UMeHU ['HECUHBIX.

Dana A. NAGINA is a Candidate in Art
Studies and an Assistant Professor of the Analytical
Musicology Department at the Gnesin Russian
Academy of Music.

E-mail: dana.nagina@mail.ru

KAHP KOHHEPTI—!OI;’I CUMPOHMNMN
B TBOPUYECTBE 'AM/IHA 1 MOLIAPTA

AnHortanuda. CraThs IIOCBAIlEHA MaJOU3Y4Y€eHHOMY B OTE€UECTBEHHOM
MY3bIKO3HAHHUHU KaHPY KJIACCHUECKOU 3I0XU — KOHIlepTHOU cumdoHuu (¢p.
symphonie concertante, ut. sinfonia concertata) ¥ ee BOIUIOIEHUIO B
TBopuectBe M. Taiimma um B.A. Momapra. B Heii paccmarpuBaioTcss Tpu
OCHOBOIIOJIATAIOIINX JIJI UCTOPUU U TEOPUH KaHPa BOIPOCA.

Ilepsbilt — pa3BuTHE TIPEACTaBJIEHUN O TepMUHE U (deHOMeHe
KOHUEepTaHTe. B cIpaBOYHBIX, SJHIIUKJIONEAUUECKUX U HAayYHBIX TpyAax XVIII
— Havasa XXI Beka GpUIypUpyIOT pa3iMuyHble TOUKHU 3PEHUSA HA JTOT KAHP; B
OTHUX TOAYEepKUBaeTcs ero cuMdoHUYEecKas MOpUpPoJa, B JAPYyTUX —
KOHIIEPTHAs, B TPETbUX — CMeIIaHHaA.

B cBsI3W C 3TUM 8MOPOIl OCBENMIAEMBIN B CTaThe BOIPOC — Pa3IUYHbIE
MOJIeJI KOHIIEPTHHIX cUMGOHUMN, BbIpAaOOTaHHBIE B PA3HBIX PETHOHATBHBIX
TPpAAUNUAX. ABTOP BbIJIEJIAET JIBE MarucTpajibHble JUHUN PA3BUTUSA KAHpA —
ycaoBHO, HeMmenko-gpanmysckyro (K. m A. Cramunsl, K. Kapnabux, »K.-
B. Jaso, [Ixx. Kam6uru, ®.0K. Toccek u apyrue) u aserpuiickyio (M. Taiins,
K. don Hurrepcnopd, B.A. Mouapt, U. Ilneitenp, @.A. Xodbdwmeiicrep,
JI. Ban berxoBeH u jspyrue). B obeux Tpagurusax cumpOHUU KOHUEPTaHTE
IIPEJICTABJIAIOT COOOM KpYyIHbBIE ITUKJINUYECKHE OPKECTPOBBIE COYMHEHUSA C
Pa3BUTHIMU MAPTUSIMHU ABYX WIN OOJiee COJTUPYIONIUX WHCTPYMEHTOB, Kak
IIPAaBUJIO C BUPTYO3HBIMU KaJeHIIUAMHU B OJIHOM WJIN HECKOJBbKHUX YaCTAX.
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OOBIYHO B TAaKHUX COUMHEHUAX IMPeo0sajiaiu MayKOpHble TOHAJIBHOCTH U
BeCeJIbIU MPa3/THUIHbIN KOJIOPUT.

OpgHako MHOTHE KauecTBA OTJIMYAIN ABCTPUMCKHUE KOHIIEPTHbBIE
cumpoHUU OT HeMelKo-(ppaHiy3ckux. OcCOOEHHOCTU  aBCTPUUCKHUX
KOHUepTaHTe (mpemuil acneKT HCCJIeJIOBaHUS) PACCMOTPEHBI B CTaThe Ha
IIpUMepe KOHIEPTHBIX CUMMOHUNM U KOHLEPTOB I HECKOJIbKUX
COTUPYIOIINX UHCTPYMeHTOB Monapta u I'aiiiHa. Tpex-uiu yeTbIpexyacTHBIN
IUKJI, pa3HOOOpas3ue My3bIKaJIbHBIX OPM IIPU OIIOPE Ha COHATHOCTH BO BCEX
YacTAX, NPOAYMaHHbIe WHTOHAIMOHHO-TEMAaTUYeCKUe CBA3U, paBHOIIpaBUe
COJIICTOB M OPKecTpa WM Jake Ipeo0sajlaHre OPKECTPOBOTO IIacTa — Te
KJIIOUEBbIE YEPTHI, KOTOPBIE IPUOJIMKAIOT aBCTPUNCKHE KOHUYEPTAHTE K
cuM(pOHUYECKOU TPAKTOBKE, B OTJIMYMUE OT OoJsiee KOHIIEPTHBIX HEMEIKO-
(ppaHIy3CKHUX COUMHEHUN B 5TOM JKaHPe.

KiroueBblie cioBa: KOHIlEpTHasA cUMQOHUSA, KOHUEpPTaHTe, KOHIEPT
JIJIsl HECKOJIBKUX MHCTPYMEHTOB C OPKECTPOM, MHCTPYMEHTAJIbHbIE KaHPBI
KJIACCUYECKOU SIIOXU

THE GENRE OF THE CONCERT SYMPHONY
IN THE WORKS OF HAYDN AND MOZART

Abstract. The article focuses on the concert symphony (fr. symphonie
concertante, it. sinfonia concertata) — a classical music form which remains
little studied in Russian musicology — as is exemplified in the works of Joseph
Haydn and Wolfgang Amadeus Mozart. The study raises three questions
crucial for the history and theory of the genre.

First, the article analyses the development of ideas about concertante as
well as relevant terminology. Reference books and scientific works of the 18th-
early 215t centuries provide different points of view on the genre. Some
highlight its symphonic nature, while others take a middle position or lean
toward its concert-related aspects.

Second, the article analyses different models of concert symphonies
shaped in different regional traditions. The study has allowed to distinguish
two mainstream lines of genre development — German and French (C. Stamitz
and A. Stamitz, C. Cannabich, J.B. Davaux, G.Cambini, F.J. Gossec, and
others), and Austrian (J. Haydn, C.D. von Dittersdorf, W.A. Mozart, 1. Pleyel,
F.A. Hoffmeister, L. van Beethoven, and others). In both traditions, concert
symphonies are generally cyclic orchestral works with elaborated parts for two
or more solo instruments. They are often marked by virtuoso cadences in one
or several movements as well as a major tonality and cheerful festive mood.

However, in many aspects Austrian concert symphonies differ from
German and French ones. The article examines the features of Austrian
concertante (the third aspect of the research) based on the evidence from
concert symphonies and concerts for several solo instruments by Mozart and
Haydn. The key features include a three- or four-part cycle, a variety of musical
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forms with sonata-like features as a backbone, thoughtful intonation patterns
and thematic connections, equal standing of soloists and orchestra or, at times,
the predominance of the latter. The study suggests that Austrian concert
symphonies are closer to the symphonic interpretation in contrast to more
concert-like German and French compositions written in this genre.

Key words: concert symphony, symphonie concertante, concert for
several solo instrument with orchestra, instrumental genres of the Classical era
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BAJIbBKOBA Bepa bopucoBHa — J0KTOpD
HCKYCCTBOBeJIeHUs, mpodeccop Kadeapbl HCTOPUHN
My3bIKd Poccuiickod akajieMuud My3bIKU HUMeHU
I'necuHBbIX.

Vera B. VAL’KOVA is a Doctor in Art
Studies, Professor of the Music History Department
at the Gnesin Russian Academy of Music.

E-mail: veraval@yandex.ru

NMHTOHAIINMOHHBIE MO E/IN H.A. PUMCRKOI'O-KOPCAKOBA
B MY3bIKE C.B. PAXMAHNHOBA

AHHOTaL KA. Hcnonb3oBaHue MHTOHAIIMOHHBIX MoJiesen
H.A. Pumckoro-KopcakoBa B My3bike PaxmaHWHOBA IJIyOOKO MOTUBUPOBAHO
0COOBIM OTHOIIIEHHMEM €ro K crapiieMy coBpeMeHHUKY: H.A. Pumckuii-
KopcakoB Hapsay c¢ I1.M. YaliKoBCKMM ObLI OJHUM CaMbIX ITOYHUTAEMBIX H
JIFOOUMBIX PaXMaHUHOBBIM KOMIIO3UTOPOB.

Xapaktep obOparmennsa PaxmaHMHOBA K MY3BIKQJIBHBIM OOpasmam
1eTepOyprckoro Macrepa omnpezesisercs crernuuKoN JIMYHBIX U TBOPUYECKUX
KOHTAKTOB /IByX My3bIKaHTOB, KOTOPbIE KPATKO OCBEIIAI0TCA B CTATheE.

OcoOblli WHTEpeC TMPEACTABISAIOT Cydau, KOr/Jila B IIPOU3BEEHUIX
PaxMaHrnHOBa  BO3HMKAaeT  HAIPAXKEHHOE  CMBICJIOBOE  COIPAXKEHUe
coOCTBEHHOT'O TEKCTa U 3aMMCTBOBAaHUM U3 My3bIku Pumckoro-KopcakoBa —
ABHBIE AJUIIO3UM U IUTAThl. IMEHHO Takue cIyyau pacCMaTPUBAIOTCA B CTAThe
YU TOpeIIPUHUMAETCA IIOMBITKA COOTHECTU UX C «TEOPUEH JIUTepPaTypHOrO
BMAHUA» Xaposga biyma OHm o0pasyioT ABe rpynnbl. B mepBoil U3 HUX
ABHBIE aJUIIO3UU HA T€MBbI U OTAEJIbHbIe MHTOHAIIMU CTapIIero KOJIeru JaroT
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JIOTIOJTHUTEJIPHYI0 TJIyOMHY COOCTBEHHBIM Xy/I0KECTBEHHBIM KOHIIEIIIUAM,
KaK 5TO IPOUCXOIUT B BOKAJIbHO-cUM@poHMUecKkor ToaMe « Kosokona». B kojie
IIepBOU YaCTH BO3HUKAET OTChLJIKA K 3MIU30y U3 onepbl PuMmckoro-Kopcakosa
«Ckazanue o HeBuauMOM rpajie Kurexxe u nese ®eBpoHnn» — «X0xKJeHUE B
HEeBUIUMBIH rpaji» (BCTyIJIeHHe KO BTOPOU KapTHUHE YeTBEPTOTO JelcTBUA). B
OCHOBHOU TeMe BTOPOU YaCTU HUCXOAAINE XPOMaTUIeCKHe JINHUU B HEXKHOM
TeMOpe (JIEHT W CKPUIIOK BBI3BIBAIOT accoruanuu ¢ TeMou IllemaxaHcKoOm
I[apuIlbl U3 «30J0TOTO HeTymka» Pumckoro-Kopcakosa.

Bo Bropoli rpymnme 1mpousBefeHHi PaxmMaHWHOBa — MOZ00HBIE
3aUMCTBOBAHMS IMMOJIEMUYECKU TPAHC(POPMUPYIOT CMBICIBI 3aUMCTBOBAHHBIX
Mozeieli. B «Pycckoii pamcogum» A ABYX (OPTENHAHO OUYEBHIHO
HaMepeHHOe IlepeocMbIciieHne TeMbl U3 TpeTbel 4actu «lllexepasaznpl»
Pumckoro-KopcakoBa. B mobouHo#l mapTuu nepBoil yactu BTopoil coHaThl
BO3HUKAET OTChUIKA K JIENTMOTUBY bomernusa us «llapckoi HeBeCThI», B KOJI€
[Ipentoiu CU-MUHOP Op. 32 OTYETJIMBO IPOCTYHNAKT WHTOHAUMWU II€ECHU
Wupauniickoro rocts u3 «Cagko». B oboux ciayyasx 3HAKU POMAHTUUECKOTO
BK30THU3Ma BPacCTalOT B CyOBEKTUBHYIO JIMPUKY, BHOCS B Hee 00JIe3HEHHO-
M3JIOMAaHHYIO HOTY CTHJIS MOJIepH Hayasia XX Beka.

KaroueBbie CJI0Ba: Pumckuii-Kopcakos, PaxmaHuHOB,
MHTOHAITMOHHBIE MO/eN, XapoJia biayM, Teopus BIUSHUM.

INTONATION MODELS OF N.A. RIMSKY-KORSAKOV
IN THE MUSIC OF S.V. RAKHMANINOV

Abstract. Using intonation models of N.A. Rimsky-Korsakov in
Rakhmaninov’s music was deeply motivated by his special attitude to the older
contemporary: N.A. Rimsky-Korsakov — along with P.I. Tchaikovsky — was one
of the most considered and beloved Rakhmaninov’s composers.

The nature of Rakhmaninov’s appeal to the musical patterns of the
Petersburg master is determined by the specifics of the personal and creative
contacts of the two musicians, which are briefly covered in the article.

Cases of particular interest are when a tense semantic conjugation of his
own text and borrowings from Rimsky-Korsakov's music — clear allusions and
quotations — occurs in the Rakhmaninov’s works. These particular cases are
considered in the article. The article attempts to correlate the described cases
with the “influence theory” of Harold Bloom. They form two groups. In the first
one, clear allusions to the themes and individual intonations of the senior
colleague provide additional depth to own artistic concepts, as in the vocal
symphonic poem “The Bells”. In the outro of the first movement, there is a
reference to the episode from Rimsky-Korsakov’s opera “The Legend of the
Invisible City of Kitezh and the Maiden Fevronia” — “Walking in the Invisible
City” (introduction to the second pattern of the fourth act). The main theme of
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the second movement evoke associations with the Queen of Shemakha theme
from “The Golden Cockerel” of Rimsky-Korsakov.

In the second group of Rakhmaninov's works, such borrowings
polemically transform the meanings of the borrowed models. In the “Russian
Rhapsody” for two pianos, deliberate rethought of theme from the third
movement of “Scheherazade” by Rimsky-Korsakov is obvious. There is a
reference to the leitmotif of Bomelius from the “Tsar's Bride” in the second
theme of the first movement of the Second sonata. The intonations of the song
of the Indian guest from “Sadko” are distinctly showed in the outro of the
Prelude in B Minor op. 32 N2 10. In both cases, the signs of romantic exoticism
grow into the subjective lyrics, introducing into it the painfully broken note of
the Art Nouveau style of the early twentieth century.

Key words: Rimsky-Korsakov, Rakhmaninov, intonation models, the
“influence theory”, Harold Bloom.
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3AXAPBEKOBA Hpuna CepreesHa —
KaHJUJAT HUCKYCCTBOBEJEHUs, MOIEeHT Kadeapbl
TEOPUHU MY3BIKU PocCCHUCKON aKaJieMUN MY3BbIKU
nMeHU ['HeCuHBIX

Irina S. ZAKHARBEKOVA is a Candidate |
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Academy of Music

E-mail: i.z-bekova@yandex.ru

PABEJ/Ib-APAH KN POBIIINK:
K BOITPOCY O PABOTE KOMIIO3UTOPA HA/J,
®OPTEIIMAHHBIMUA NN OPKECTPOBBIMU TPAHCKPUIITINAMMN

AnHoTanus. [lepesokeHUs U TPAHCKPUIIIINU KaK CBOUX COOCTBEHHBIX,
TaK M Uy>KUX MPOU3BEJIEHUHN — 00bIYHAA ITPAKTUKA /11 KoMIio3utopa. OgHaKo
B TBopuecTBe Mopuca PaBesns ¢poprenuaHHble U OPKECTPOBBIE TPAHCKPUNITUU
COCTABJIAIOT 3aMETHYI0 YacTh W MapKUPYIOT OmpejleJieHHble TBOpPUYECKHE
YCTAaHOBKU W TEXHOJIOTUYECKHE MPUEMbI aBTOpPa, YTO OIpeJiessdeT MpeaMeT
JIAHHOTO  UccefloBaHUA. B pyCCKOSA3BIUHOM  MYy3BIKOBEJIEHUU  3TO
IpeJinoJiaraeT TakKe MMOCTAaHOBKY BOIIPOCOB TEPMUHOJIOTHUH.

154



HayuyHasa HOBU3HA HCCJIE/IOBAaHUA CBfI3aHA C TeM, YTO B HeEM
paccMaTpUBAIOTCA MaJIOU3BECTHbIE B POCCUUMCKON HAYyYHOU W KOHIEPTHOU
MIpaKTUKe TpaHcKpumnnuu PaBesisi — Hanpumep, «Tanma» u «CapabaHibl»
Hebioccu, «TopkecTtBeHHOTO MeHyaTa» [llabpue u ap.

B craThe paccMaTpuBaloTCA paBesieBCKUEe TPAHCKPUIIIIUY ¢ TOUKU 3peHUs
BpEMEHU WX IOSBJIEHUS, OPUTUHAJIBHOTO aBTOPCKOTO MaTepuajia, KOTOPhIH
obpabaTeiBaeT PaBesb, a TakKe ¢ TOKU 3pEHUS X TEMOPOBOTO PEIIEHHS.
Bosbinyio yacTh 3TOro Hacjaenus PaBesisi cOCTaBJIAIOT OPKECTPOBBIE BEPCUU
KaK CBOUX COOCTBEHHBIX (hopTenuaHHbIXx counHeHUH («[laBaHa MOYHBIIIEH
nHdaHTe», «['pobHUIA Kyniepena», «Anbpbopaza» u Ap.), TaK U KOMITO3UITUH
npyrux aBTopoB (/lebioccu, Illabpue, Mycoprckuii). B kauecTBe OCHOBHOTO
METO/Ia UCCJIe/IOBAaHUs BBIOMpAETCS KOMIIAPATUBHBIN, ITOCKOJIBKY B CTaThe
CPaBHUBAIOTCSA Pa3HOTEMOPOBbIE KOMITO3UIIUH, a TAK)Ke pa3Hble aBTOPCKHUE
IIOAXObI K (pOpPTENMMaHHOMY ITEPEIOKEHUIO.

Paboras ¢ ¢oprenuaHHol TpaHCcKpumniueld, PaBesnb BbICTymaer Kak
BHUMAaTEJIbHBIN, YyTKUU K HI0AHCAM IMapTUTYPhI TPAHCKPUIITOP, a TAKIKe — KaK
YCEPAHBI yYEHHWK, MPOIYCTUBIINN «depe3d cebda» W  OCBOUBIIHH
OPUTHHAJIbHBINA 3ByKOBOU MaTepuaJsl, OKa3aBIIUHN BIIOCIECTBUN BIUSAHUE HA
ero cobcTBeHHOE TBOpPUEeCTBO. Co371aBasi OPKECTPOBBIE BEPCUU CBOUX U UYIKUX
dopTenmnaHHBIX  COYMHEHWH, KOMIIO3UTOP IO-HOBOMY  peIllaeT W
WHTEPIIPETUPYET OPUTHHAIBI. PaBesieBCKOe OPKECTPOBOE UyThe, TeHUATHHBIH
TeMOpOBBIN  cJIyX, aKTypHas BHUMATEJIbHOCTb, UYBCTBO Me€pHl U
6e3yIpeuHbIl BKyC ITI03BOJISIOT TOBOPUTH O HEM KaK O MAacTepe apaH:KHUPOBKH.

KiaroueBbie cioBa: Pasenb, TpaHCKpUNLVA, OpKeCTpoBasA U
(oprennanHas BepcUU, CBOA U Yy:Kasd My3bIKa

RAVEL THE ARRANGER:
TRANSCRIPTIONS OF PIANO AND ORCHESTRA MUSIC

Abstract. It is common practice for composers to make arrangements
and transcriptions of their own or other composers’ music. However, Maurice
Ravel stands out by his piano and orchestral transcriptions which constitute a
prominent part of his works and reveal certain creative purposes and
techniques. This shapes the subject of the article which, inter alia, also focuses
on terminology not typical for Russian musicology.

The study is novel as it examines Ravel’s transcriptions that have been
virtually out of research or performance scope in Russia, namely, Debussy’s
“Danse” and “Sarabande”, Chabrier’s “Menuet pompeux”, and others.

The paper describes Ravel’s transcriptions from three perspectives: time
of creation, the original author’s material developed by Ravel, and timbre
interpretation. The orchestral versions of his own piano compositions (“Pavana
of the Sleeping Infante,” “Tomb of Couperin”, “Alborada”, etc.), as well as
compositions by other authors (Debussy, Chabrier, Mussorgsky) form the
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biggest part of Ravel’s heritage. The article compares compositions written in
different timbres as well as different approaches Ravel uses to make piano
arrangements, hence, the comparative method is central to the study.

Ravel’s piano transcriptions show him as an attentive arranger sensitive to
the subtleties of the score as well as a diligent student who has “digested” and
mastered the original sound material, which, subsequently, influenced his own
work. Creating orchestral versions of his own and his colleagues’ works, the
composer remakes and interprets originals in a new way. Ravel’s orchestral
instinct, his brilliant timbre ear, attention to structural detail, sense of
proportion as well as his impeccable taste make him a genuine master of
arrangement.

Key words: Ravel, transcription, orchestral and piano versions, Ravel’s
and other composers’ music
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ITNMHA N3abespb — acnupaHT, (GakyabTeT
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PYCCKUH CIIOCOB U30BPAKEHUA
HACTOSAIIUX IIOPTYTAJIBCKUX TPATUITUI?
IIEPBAS AJIEHTEXKAHCKAA CIOUTA JIYUIIIA I ®PEMTAIIL
BPAHKY U EE CB3U C JIY3UTAHCKHUM NHTEI'PAJIN3MOM

Annortanusa. Jlynm qu @penitail bpasky — 0ivH U3 caMbIX IPU3HAHHBIX
koM1o3uTopoB Ilopryranmum XX crosetud. I[Ipu KU3HU ero uMA JOBOJIBHO
YacTo YHNOMUHAJIOCh B MECTHOM U 3apy0OekHOMl Iipecce B CBA3U C
MHOT'OUMCJIEHHBIMHU MPeMbepaMy U MPOUYUMM IPE3eHTAIUAMU ero pabor, a
I0CJie CMEPTH >KU3Hb W TBOPYECTBO KOMIIO3UTOPA OKa3aJUCh B IIEHTpe
BHUMAaHUA My3bIKOBeZIOB IlopTyrasuu. OIHAKO HEKOTOpbIE ACIIEKThl €ro
’)KM3HM JIN0O OCTaBaJINCh B TeHW, JUOO OCBElIAUCh HEJIOCTATOYHO, Kak,
HaIllpUMep, ero CBA3b C HAIMOHAJBHBIM MOHAPXUYECKUM IIOJIUTUYECKUM
JIBI>KEHUEM HU3BECTHBIM KakK «JIy3WTaHCKUUN MHTErpajin3mM». JTO ABUKEHUE,
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CO3/IaHHOE HEJOBOJIbHBIMU IIOJJUTUYECKUM KypCOM CTyAEeHTaMUu IIOCJIe
nmpoBo3riameHusa  PecnyOnukw, JIMIIP  HEAABHO OBUIO  IPU3HAHO
MY3BbIKOBE/IaMHU, B TOM UHCJIe, ¥ KaK OJINH U3 KJIIOUYEBBIX (DAKTOPOB BIIMSAHUA
Ha ujeosioruio «HoBoro rocymapcra» (moprt. Estado Novo). 9to BiusiHuE
CTJI0 BO3MO>KHBIM BCJIE/ICTBHE TAKUX XapAKTEPHBIX UePT UHTErpaIn3Ma Kak
HAIIMOHAIU3M, PETHOHAIN3M, TPAJUITMOHAIN3M, HOAAEPKKA UJEeU CTPOron
00IIeCTBEHHON MepapXuy U OTKa3 OT JeMOKpaTuu. B 1910-x rogax Jlyumr au
®petitain  Bpanky ObLI BEepHBIM COPAaTHUKOM HSTOTO IOJUTHYECKOTO
JIBIDKEHUsI, TMPUHUMAaJ ydacTHe B IIPOMaraHJIMCTCKUX coOpaHUAX, MHucal
MY3BbIKQJIPHO-KPUTUYECKHAE CTaTb W XPOHUKU B JKypHAJIbl U Ta3€eThl
JIBUYKEHUS, COUMHSA OPKECTPOBbIE NMPOU3BEIEHU B IIOJIJIEPXKKY I[IEHHOCTEU
WHTEerpasiu3mMa. B uUX 4ucie MOXKXHO OTMETUTh CUMQPOHUYECKYIO II03MY,
IIOCBAIIEHHYI0O  HEKOeM  KMCTOPUYECKOW  JIMYHOCTH, KOoTopas, Kak
IpeAriosiaraeTcs, BHECJAa BKJIAJ, B  CTAHOBJIEHHE  IOPTYTaJIbCKOU
rocyapcTBeHHOCTU. IIoMUMO 3TOr0, CTOUT OTMETUTH COJIBHBIM KOHIIEPT Ha
(posIbKIIOpHBIE TEMBI U AJIEHTEKAHCKYIO CIOUTY N 1, CO3JaHHYIO B 1919 TOAY
Ha OCHOBe ujiei permoHanuzma. OHa moBecTByeT 00 OJTHOM M3 PETMOHOB Ha
fore IlopTyrasiuu, riie caM KOMIIO3UTOP U HECKOJIbKO IIpeJiCTaBUTeeNn
WHTEJUIUTEHIINY, CBA3aHHble C JIy3UTAaHCKMM WHTErpajii3MoOM, HMeJIN
3aropogHbie AoMa. IlpuMeuaresbHO, YTO PpaBHUHbBI AJIEHTEKY U300pa*keHbI C
obpallieHreM K TomocaM, KoTopble bopoauH, amnemnupys k Kopcakony,
HCIIOJIb30BaJl B MY3bIKAJIbHOM OOPHCOBKE pycCKUx cTernei. TakuMm obpasom,
CTaThsl CTABUT IIeJIbIO0 UcCCaeoBaTh cBA3U Jlymma qu ®peitama BpaHky c
MOHAPXAYECKUM JIBUKEHHEM C IIOMOINBI0 aHaJIu3a IIOJUTUYECKUX U
ACTETUUECKUX BO33PEHUN KOMIIO3UTOPA, a TaKKe oOpaIlieHus K OJHOMY U3
KaHOHUYECKUX ITPOU3BEZIEHUHN STOTO NeEpUo/ia, AJIEHTEKAaHCKOU crouTe NO 1.

KaoueBbie cioBa: Jlyum au Opeiitamn  bpanky, JlyduTanckuii
WHTEerpanusM, AsileHTeXaHcKad courta NO1, HHTEePTEeKCTYaJIbHOCTb,
MY3bIKQUIbHBIN aHAJIN3, U/I€0JI0THUSA, HOJIUTHYECKasA MpOoIaraH/ia.

A RUSSIAN WAY OF DEPICTING
TRUE PORTUGUESE TRADITIONS?
ALENTEJO SUITE NO. 1 BY LUIS DE FREITAS BRANCO
AND ITS CONNECTIONS WITH INTEGRALISMO LUSITANO

Abstract: Luis de Freitas Branco is one of the most recognized
Portuguese composers of the 20th century. During his life his name often
appeared in national and international press on multiple occasions of
premieres and other presentations of his work. Posthumously, his life and work
has been central to Portuguese musicology. However, some dimensions of his
life have been hidden or not sufficiently covered, such as his connections with
Integralismo Lusitano, a nationalist pro-monarchy political movement.
Recently, this movement, created after the Proclamation of the Republic by
politically disaffected university students, has been gaining more interest by
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experts in musicology, and it is often mentioned as one of the main influences
on the ideology of Estado Novo due to its nationalism, regionalism,
traditionalism, highly hierarchical idealization of society, and anti-democratic
stance. In the 1910s Luis de Freitas Branco was highly committed to this group,
participating in propaganda conferences, writing critical reviews and
chronicles in journals and newspapers of the movement, and composing
orchestral works to praise its values. Amongst them, we can mention a
symphonic poem based on a historical figure who supposedly contributed to
the foundation of the Portuguese sovereignty, soloist concertos inspired by
folklore, and Alentejo Suite No. 1 composed in 1919 with regionalist intentions:
it depicted a specific Portuguese region in the South of the country, where the
composer and some of the intellectuals related to Integralismo Lusitano had
rural properties. Curiously, the flatlands of Alentejo were depicted resorting to
the topics used by Borodin to musically describe the Russian steppe,
intertwined with references to Korsakov. Thus, wandering through the
composer’s political and aesthetical intentions, this article intends to explore
the connections of Luis de Freitas Branco with the pro-monarchy movement,
highlighting some elements of one of his most iconic works of this period,
Alentejo Suite No. 1.

Key words: Luis de Freitas Branco, Integralismo Lusitano, Alentejo Suite
No. 1, intertextuality, musical analysis, ideology, political propaganda.
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POKCTPOT /I OPKECTPA «<KAHYH ITPA3/THIKA CB. @OMBbI»
II.M. IQUBHUCA: MOJIUTBA NJIN ®APC?

AnsHotanua. QokcrpoT /uiA opkecrpa Ilutepa Makcsesia JlpiiBuca
«Kanyn npasgauka cB. ®ombl» Ha maBaHy JI2k. Bysia ObLI HaImMCcaH 110 3aKas3y
HeMeIkoro ropozaa JloptmyHa B 1969 r. Ha nipembepe, cocTOABIIENCA B TO/L
CO3/IaHUA COYMHEHMA, KOMIO3UTOP JIUPUKUPOBAT  [[OPTMYyHICKUM
puapmonnyeckuM opkectpoM. IIponsBeZieHre OCHOBAaHO Ha IaBaHe J[[K.
Bynna (1562—-1628), koTopas NpUYYJINBO TPaHCGHOPMUPYETCs, 3aJeUCTBYA
pa3Hble XKAHPbI, KOMIIO3UIIMOHHbIE TEXHUKH, SKCIIEDUMEHTHI CO 3BYKOM U
Jlaxke sTUYecKuu moaxon. B cBoem TBopuectBe II.M. J[3liBUC UCIIOJIb30BAJ
IIUPOKUHU CIIEKTP UCTOYHUKOB: OT CPEJHEBEKOBBIX U PEHECCAHCHBIX UAEU 10
COBPEMEHHBIX CTUJIEM.

®okcTpor OBUT HaBesiH BOCIIOMHHAHUSAMH JIETCTBA KOMIIO3UTOpA:
MajieHbKull Maxkc ciayman @OKCTpoThl Ha rpaMModOHE BO Bpems
pa3pylmnTeIbHbIX 00MOekek MaHUecTepa Bo BpeMsa BTOpoii MUPOBOU BOWHBI.
B nporiecce HanmrcaHUA cOYNHEHMs [[9HBUC BCIIOMHII IETCKUE TIEPeKUBAHUS
U IlepecKas3asl uxX A3bIKOM MY3bIKU.

B opkectpoBbiii cocTtaB [IpWBHC BBeEJI pacCTPOEHHOE IMHAHWHO,
TIOJIUIIENCKUN U CYJIEMCKHUU CBHUCTKU, JKECTsAHble OaHKU, OUTOE CTEKJIO,
MOJIOTKH, YTO MHOTUM HAIIOMHHA/IO cTHJIb CTpaBUHCKOr0. O1HAKO (POKCTPOT
JlpiiBrca — 5TO He MapoAus, a BAXKHBIU 3Tall B MOMCKAX HOBOTO 3By4YaHUS,
TEeXHUKH. B cTaTbe aHAJIMU3UPYIOTCS HAYAJIbHBIUM 3aMbICEJl KOMIIO3UTOPA,
dopmoobpasymwIie npueMbl, 3ByKOBas OCHOBAa, MECTO COYHMHEHHUS B
TBOPYECKOM Hacsieauu J[siBuca.

KiroueBsbie ciroBa: [Tutep Maxkcsesun JlpiiBuc, MaHuecTepckas IIKOJIa,
IIOCTMO/IepHU3M, JIOH/IOHCKaA IIKOJIa

FOXTROT FOR ORCHESTRA «ST. THOMAS WAKE»
BY P.M. DAVIES: A PRAYER OR A BURLESQUE?

Abstract. Peter Maxwell Davies’s Orchestral piece «St. Thomas Wake»
on a Pavan by John Bull was commissioned by the City of Dortmund in 1969
and premiered there by the City of Dortmund Philharmonic Orchestra under
the composer as a conductor. The piece is based on St. Thomas Pavan by an
English composer John Bull (1562-1628) which is transformed in diverse and
exciting ways using different genres, compositional techniques, experiments
with sound even ethical approach. P.M. Davies used incredibly wide range of
sources in his compositions (their genre range is not fewer): from medieval and
Renaissance ideas though Indian music (the subject of the composer’s
dissertation) to up-to-date calls.

Foxtrot was one of memoirs from his childhood: little Max was listening
to foxtrots on the gramophone while air raid on his native Manchester in 1940.
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We all know that childhood experiences are the most vivid ones. Suppose after
the commission from a German city Max recalled that war time episode.

«St. Thomas Wake» is just a parody, it is an important step in a process of
searching new sound, style and technique All those is analyzed in the article
from various points of view: what was the initial idea, how it is embodied, why
the sound of the foxtrot makes listeners laugh or clamour, what is the meaning
of this work in a vast composer’s heritage.

Key words: Peter Maxwell Davies, Manchester School, postmodernism,
the School of London
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HNTAJIbAHCKAA OIIEPA B CTAJIMHCKOM COBETCKOM COIO3E

AnHoTanus. B cratbe paccMaTpuBaeTcs 3Ha4eHNE UTAJIBTHCKON OIlepPbI
B COBETCKOM MYy3bIKUIBHOU KYJIbTYpe C KOHIa Benukoit OTeuecTBeHHOU
BoliHbl /10 Hayasia XOJIOAHON BOWHBI. HTajibsHCKas oIllepa IIOCHyKuia
WCTOUYHUKOM BJIOXHOBEHHS JJIs1 MY3bIKAJbHOU [eATEJIbHOCTH, OHA CTaja
obpas1ioM, Ha KOTOPbIM POBHsJIACh COBETCKAasl My3blKa B CBOEM pa3BUTHU. U,
KpOME TOro, OHa IPOCTO Japujia COBETCKUM 3PpUTEISIM MY3bIKAJIbHOE
HacJaXK/eHue.

B cTaThe aHaAIM3UPYIOTCA [{Ba BH/1a ADXUBHBIX MCTOYHUKOB, OCBEIIAIOIINX
3TU mpoliecchl. [lepBhIit 13 HUX — KaccoBble COOPHI TEATPOB OIEPHI U OajieTa B
Mockge, JIeHUHTpajle 1 HAIlMOHAJIbHBIX pecryOnkax. AHAJIN3 3TUX JIAHHBIX
ITOKa3bIBAET, UTO ONIEPHI UTAJIHTHCKUX KOMIIO3UTOPOB 00ECTIEYNBAIIN IIPOYHOE
S7IpO ONEPHOTO pemnepTyapa, Ha (OHE KOTOPOro pas3bIrpPhIBAJIOCh OYpHOE
CTpeMJIEHHE K COBETCKOM, MHOTOHAITMOHAJIbHOU orepe. HekoTopble 0cO6eHHO
W3BECTHBIE OTEPHI OBLIN HACTOJIBKO MOMYJISIPHBI, YTO MPUBJIEKAJIN 3pUTETIEH
IIPUXOJINTh B TeaTpbl Ha IPOTSKEHUU BCErO 3TOT0 mnepuoja. Jlpyrum
apXUBHBIM HCTOYHUKOM fBJISIETCSI UYNHOBHUYBS IEPENUCKa, OTpaKarolas
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IOINBITKU IIPUBJIEYb UTAJIBSIHCKUX OIIEPHBIX II€JIaTOTOB K IIOCEIIEHUI0
koHcepBaTopuii CCCP. AHajim3 OTOH  TEPENUCKH  OOHAPYKUBAET
HEYBEPEHHOCTh COBETCKUX OIOPOKPATOB B PA3BUTHUU KYJIBTYPHI B TO CaMoOe
BpeMms, korza BausgHue Coperckoro Coo3a pacnpocTpaHuIoch Ha BocTouHyto
EBpomy. Kpome TOro, B 5THX HHCbMax OTPa*KEHO COBETCKOE BOCHPUATHE
UTaJIbTHCKUX MY3bIKAHTOB, CTAJIKUBABIIINXCS CO CJIOKHOCTAMM, BO3HUKIIINMU
B pas/leJIeHHOU B pe3yJibTaTe X0JIOTHOU BOMHBI EBPOIIHI.

CraTbs pacuiupsieT IOHUMaHUeE POJIN UTAJIbAHCKOU OIePHI B IOCTPOEHUN
COBETCKOM MY3BIKUIbHOUN KYyJbTYPbI, KOTOpPasi BBICOKO OIl€HWJIA OIepy Kak
nepefoBy10 GopMy My3bIKAJIbHOTO BhIpaKeHUA. ABTOP OKa3bIBAET, UTO JlaKe
B IEPHOJ], CYUTAIOIUICA CAMBIM 3aMKHYTBIM B COBETCKOI UCTOPUU, COBETCKHE
MYy3BIKQHTHl M UYMHOBHUKHU B KYJBTYpHOU cdepe OOIaJNCh CO CBOUMU
KoJuteramu Ha 3armazie. HakoHel, B cTaThe MOKAa3aHO, UTO Pa3jInuue MEXKy
«MEXIYHApPOJIHbBIM» W «TPAaHCHAIIMOHAJIBHBIM» KYJIBTYPHBIM OOMEHOM,
KOTOpOE YacTo ABJIAeTCA KJII0UOM K TOMY, KaK UCCJIeIOBATEN TJI00aIN3aIuu
aHAJIU3UPYIOT B3aUMO/IENCTBUS IepPEeCEKAIOIINXCS HAIIMOHAILHBIX TPAaHUII, HE
TaK BaKHO B COBETCKOM KOHTEKCTE, B KOTOPOM OOIIECTBO IO CyIIECTBY OBLIO
BCTPOEHO B TOCYZIAPCTBEHHYIO OIOPOKPATUYECKYIO CUCTEMY .

KiaioueBble cjioBa: omepa, COBETCKasg My3bIKa, COBETCKas HUCTOpUA -
CTQJIMHU3M, TPAHCHAIIMOHAJIBbHBIN  KYJBTYPDHBIH  OOMEH, COBETCKO-
WUTAJIbSTHCKUE OTHOIIEHUSA, My3bIKaJIbHBIN NPHUEM, COBETCKas KyJIbTypHasd
MIOJINTUKA

ITALIAN OPERA IN STALIN’S SOVIET UNION

Abstract. This article explores the role of Italian opera in Soviet musical
life from the end of World War II through the beginning of the Cold War. Italian
opera provided inspiration for Soviet musical careers, exemplars against which
Soviet musical development was measured, and simple musical enjoyment for
Soviet audiences.

The article analyzes two archival source bases that shed light on these
dynamics. One source is box office data from the opera and ballet theaters in
Moscow, Leningrad, and the Soviet Union's national republics. Analysis of this
data demonstrates that operas by Italian composers provided a solid backbone
of consistency in opera programming against which the tumultuous pursuit of
a distinctively Soviet, multinational opera played out. Some especially famous
operas were also so popular that they kept audiences coming to the theaters.
The other archival source is bureaucratic correspondence regarding an effort
to recruit Italian opera pedagogues to visit the USSR’s conservatories. Analysis
of the correspondence uncovers Soviet bureaucrats’ insecurity about cultural
development just as Soviet influence was expanding into Eastern Europe. It
also reveals Soviet perceptions of Italian musical elites facing the complexities
of the Cold War division of Europe.
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The article contributes to our understanding of the connection between
performances of Italian opera and the construction of a Soviet musical culture
that placed a very high value on opera as an advanced form of musical
expression. It reveals that even during a period often considered the most
insular in Soviet history, Soviet musicians and cultural administrators were
engaging with their counterparts in the West. Finally, it demonstrates that the
distinction between “international” and “transnational” cultural exchange that
is often key to the way scholars of globalization analyze interactions that cross
national borders is not as important in a Soviet context in which society was
essentially embedded in the state bureaucracy.

Key words: Opera, Soviet music, Soviet history — Stalinism,
Transnational cultural exchange, Soviet-Italian relations, Music reception,
Soviet cultural policy
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