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CoBpeMeHHbIe IP061eMbl My3bIKO3HAHHS

Kypuan «CoBpeMeHHbIE MPOOJIEMBI MYy3BIKO3HAHUA» — CETEBOE IEePUOANYECKOe
pelieH3upyeMoe HayqdHOe U3JaHue OTKPBITOTO JIOCTYIIA.
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HCTOPUYECKUX JOKYMEHTOB U pPelleH3UU Ha HOBbIE KHUTHU O My3BbIKe.
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pe3yIbTaThl IUCCEPTAIIUIM HA COMCKAHUE YUEHbBIX CTENleHEN JJOKTOpa U KaHAuaTa HayK.

JKypHas 3apeructpupoBaH B HaykoMerpuueckour 0aze PMHI] (Poccuiickuili WHIEKC HAyIHOTO
IIUTUPOBAHUS ), BCE CTaThHU Pa3dMelaioTes Ha caiite HayuaHot ayiekTpoHHOM 6ubnoreku e LIBRARY.
RU.

JKypnHasn 3apeructpupoBaH B PefiepanbHOM ciry:K0e 110 Ha/130py B cdepe CBA3U, HHGHOPMAITUOHHBIX
TEXHOJIOTUHN ¥ MaCCOBBIX KOMMYHUKAIIUH.

CBuperenbcTBO 0 peructpanuu: JJI Ne ®@C 77 - 86261 27.10.2023.
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O posH «CTPACTHBIX» PUTMOB (PPAHILY3CKOM MO33UH
XVII — nauajsa XVIII Beka B :xxkaupax chanson a danser
u danse chantée

Jlapuca /ImurpueBHa IIs1aeBa
[TepMckuii rocyfapCTBEHHBIN
ryMaHUTapPHO-MEearOTUYEeCKON YHUBEPCUTET,
2. Ilepmwv, Poccus
ldpylaeva@gmail.com,
https://orcid.org/0009-0007-6947-2873

AnnoTanua. CTaThs NMOCBAIeHA pUTMaM (GpaHIy3CKOU T033un 0APOKKO,
KOTOPBIE PACCMATPUBAIOTCSA KaK BayKHBIA UCTOK SMOIIMOHAIBHON BBIPA3UTEIHHO-
CTU TaHIIEB 3IOXU. B KauecTBe mpuMepa n3bpaHa capabaHya, IIpeAcTaBIeHHAsA B
*kaHpax chanson a danser u danse chantée dpaHIy3ckux KOMIIO3UTOpoB XVII —
Havasia XVIII Beka. CrienmayibHOe BHUMAaHHE Y/eJIEHO TaK Ha3bIBaeMOUN Hecha-
JIAHCUPOBAHHOU (ppa3upoOBKe CTUXOB, IPUBOUBIIEN K BOBHUKHOBEHHIO «CTPACT-
HBIX PUTMOB». BBIpa3UTEIbHOCTH MOCJIETHUX OblIa 00YCIOBJIEHA TPEMsS THIIAMHU
aKIeHTOB (PPAHITY3CKOH peUur — rpaMMaTHYECKHUM, JIOTUUECKUM U TTaTEeTHYECKUM
(opaTopckum), KoTopbie, corsacHo K.-2K. Pycco, BayKHBI JJIsT KOMIIO3UTOPA, COYH-
HSIOIIEr0 MYy3bIKYy B TaHIIEBAJIBHBIX jKaHpaX. JKBHUBAJIEHTAMHU T'PAMMATHYECKHUX
aKI[eHTOB, OTMEYAIOIINX OTKPBIThIE UJIM 3aKPHIThIE 3BYKH, a TAKKE KPATKOCTH WJIU
JTOJITOTY CJIOTa, BBICTYIIAIOT CUJIBHBIE U CJ1a0ble JTOJTU TakTa. JIornueckue aKIeHThI
YKa3bIBAIOT HA CBSI3W M OTHOIIIEHUS] MBICJIEH, BHICKA3bIBAEMBIX B IPEAJIOKEHUIX
peun. [lareTyeckre WM OPATOPCKHE AKIIEHTHI BHIPAXKAIOT YyBCTBA TOBOPSIIIETO
¥ COOOIAIOT UX CIIYIIAIOIIHM.

© IIwvLnaera JI. ., 2023
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ABTOpPOM OCYIIECTBJISIETCS COMIOCTABUTEIIBHBIN aHAINU3 IIPOsSBJIEHUS Ha3BaH-
HbBIX BHJIOB aKIIEHTOB B ITI033UU, My3bIKe U TAHIIE, BHIABJISIONTUHN JIEHCTBHE «CTPACT-
HBIX PUTMOB» (DPaAHITy3CKOH MO33UH.

HoBu3Ha mMarepuasioB CTaTbU 3aKJIIOYaeTcs B KOHKpeTH3alluu MeXaHH3Ma
JIENCTBUsS aKIEHTOB (PPAHIy3CKON MO3TUUYECKOU peum MpeKJie BCEr0 B MY3bIKE
u TaHue. IlpeacraBjaeHuss 0 Tpex TUIAX AKIEHTOB BayKHbI JIJIA BHIPA3UTETbHOCTHU
WHTOHUPOBaHUA (Kak xopeorpa¢duyeckoro, Tak U My3bIKaJbHOTO), CTOJIb 3HAYU-
MOWU JIJIs1 MCIIOJTHEHUST TaHI[EB OAPOKKO B CBSI3W C PUTOPUYECKUMU TPATULUSIMU
BIIOXU.

KoroueBbie ciaoBa: (dpaHIy3ckoe 0apOKKO, PUTOpHKa TaHIa, chanson
a danser, danse chantée, sarabande tendre, «cTpacTHble PUTMbI», TPaMMaTHYe-
CKUMH, IOTUYECKUU U TaTETUYECKUU aKIIeHThI (DPAHIy3CKOU peun

Joia mutupoBanuA: [Ivinaesa JI. /[. O ponu «CTpacTHBIX» PUTMOB (PpaH-
my3ckou moa3um XVII — magasa XVIII Beka B kaHpax chanson a danser u danse
chantée // CoBpemeHHBIe IIpOOJIEMBI My3bIKO3HaHHs. 2023. N2 3. C. 9—25.
https://doi.org/10.56620/2587-9731-2023-3-009-025
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aK U3BECTHO, TAHEI] B CBOEM HCTOPHUYECKOM PA3BUTHU OBLII TECHO CBSI-

3aH C [IEHUEM U MO3THUYECKHUM CJIOBOM. fpPKUM IIPOSIBJIEHHMEM TaKOTO

B3aUMOJIEVCTBUS CTajIa TaHIleBaJIbHAsA PUTMHKA, KOTOpas ellle BO Bpe-
MeHa AHTUYHOCTU COTJIaCOBBIBAIACh C OCOOEHHOCTSMH CTUXOTBOPHBIX Pa3MeEPOB.
B pa3/jiMuHbIX TaHIEBAJILHBIX KaHPaX MOITUUYECKHE CTOIBI HE TOJBKO CUHXPOHU-
3UPOBaJIN XOpeorpaduyecKkue 3JIEMEHTHI C My3bIKOUM, HO 1 BO MHOTOM OTIPEAETsIN
1iepe/laBaeMble B TaHIIE UYBCTBA U HACTPOEHHUS.

Jliia dpaniy3ckux komno3utopoB XVII — mepsoit mosioBuHbl XVIII Beka,
IIPUYACTHBIX K TAHIIEBAJIBHOMY UCKYCCTBY, COXPaHSIJIN aKTyaJIbHOCTh SMOIIOHAb-
Hbl€ XapaKTEPUCTUKHU CTOIl aHTUYHOU mod3uu. He ciiyuyaliHO UM yzesiseT BHUMa-
HUEe U3BECTHBIU TEOPETUK MYy3bIKU MapeH MepceHH, IPUBO/Sl B TPAKTaTe «YHU-
BepcasibHasA TapMOHUs» (1636) COOTBETCTBUS MO3TUYECKUX CTOIl TaHIIEBATbHBIM
»kaHpaMl. OH ImoJiaraer, YTo CO37aTeId TaHIIEB — «KOMIIO3UTOPHI OpaHsen u Oa-
JIETOB, a TaKyKe TAaHIMEUCTEPhI» — MOTYT IIPUMEHSTh Pa3JIUIHbIE BUJIbI PUTMHYE-
CKUX CTOII ITO33UH, UCIIOJIL3YsI TEPMUH «ma» (un pas), «u Bejes 3a JIByX-, Tpex-, ue-
THIPEXCTOITHBIMU (1 00JIee) CTUXaMU CO37IaBaTh TAHIIBI C IByMsI, TPEMS, UETHIPbMSI
(1 6ostee) ma»2.

C npyroii cTOpOHBI, COBpeMeHHUKHU MepceHHa, coobIasi TaHIeBaIbHOU MY-
3bIKE TOT WJIM UHOU CMBICJI, HE OTPAaHUYUBAJINCh OpUEHTAIlNeN Ha IIPe/CTaBIeHU
npeBHUX. OHU IPOSABJISJIN NPUCTAJIbBHOE BHUMaHUE K BbIPAa3uUTEIbHBIM 2 deKTam
II033UU CBOEU 3MO0XH, 00YCJIOBJIEHHBIM OCOOEHHHOCTSAMU (PPAHIY3CKOTO S3BbIKa
XVII cronerus.

B 5TOoM OTHOIIIEHNH BeChMa ITOKa3aTeIbHBIMHU OBLITH KaHPbI chanson a danser
(mecHs 771 TaHIA, WJIN TaHIleBaJIbHAs ITecHA)3 u danse chantée (TaHer ¢ IeHUEM,
WIU CIIEThIN TaHell)4. OJINH U3 HUX CHUCKAJI MMOMYJISPHOCTD B CPejie IIPUIBOPHOM

1 Takye XapaKTEPUCTHKH IPHUCYTCTBYIOT W B 0OoJiee IMO3JHUX HCTOYHUKAX — HAIPUMep, B TpPaKTaTe
De poematum cantu et viribus rhythmi (1673), npuHajexaiiemM HuAepaauackoMy dusosory Mcaaky Boc-
cuycy (1618 —1689). Cm. Vossius I. De poematum cantu et viribus rhythmi. London: R. Scott, 1673. P. 77.

2 Mersenne M. L'Harmonie universelle, contenant la theorie et la pratique de la musique. Seconde partie:
Livre VI. De I’Art de bien chanter. Paris: Cramoisy, 1636. P. 394.

s [TepeBo 3TOTO ’KAaHPOBOTO HAUMEHOBAHHUS HAa PYCCKHH A3bIK IIPEJICTaBIIsIET U3BECTHYIO CJIOKHOCTB. [1ep-
BBII BapUaHT — «II€CH:A [T TaHI[a» — IepelaeT CMbICI (DPAHIy3CKOro mpeaiora d (yka3aHue Ha Mpes-
Ha3HaYeHUe /IS 4ero-inbo); BTOPOH — «TaHIleBaJIbHAsI IECHSI» — MOXKET OBITh YIOTpebJIeH 10 aHaJIo-
THU C TIEPEBO/IaMU Ha3BaHUH TaKHUX BOKAJIBHBIX JKAHPOB, Kak chanson a bercer (kopibesibHAs IECHS) WX
chanson a boire (3acronpHast ecHs), XoTs chanson a danser Heb3s1 CAUTATh PSAOIOIOKEHHBIM C HUMU.
TepMUH «TaHIlEBaJIbHAs IIECHS» MOKET He TOJIbKO YKa3bIBaTh HA yYACTHE B UCITOJTHEHUH TAHI[OPA, HO 1 03-
HA4YaTh IPUCYTCTBHE B BOKAJILHOM COUYMHEHHH KaKUX-TMOO0 MPU3HAKOB TaHIIEBAJIbHON MY3bIKH.

4 Oba jxaHpa IOKa eIlle MaJIo U3y4eHbI B My3bIKO3HAHUH. BriepBble clieluaTbHbI HHTEPEC K HUM BO3HUK
y aMepHUKaHCKUX MY3BbIKOBEJIOB B 1980-€ TO/Ibl; HAUMHAs ¢ 2010-X TOZI0B K danse chantée HEOJHOKPATHO
obpalasicsi aBTOp HaCTOSIIEN CTaThH, a TAKKe TJIyOOKHI 3HATOK My3bIKH Oapokko MBaH BacuibeBuu Po-
3aHOB, MMOAPOOHO HCC/IEIOBABIINE TEMIIOBYIO OPraHU3aIUI0 B TaHIIAX I eHus u3 Tpakrara M. J'Ad-
dutisipa «OueHb JIeTKHe MPUHITUATIBI IS IIPAaBUJILHOTO [X0OpoIiero] o0yueHus My3bIKe...» [1]. B HemaBHEM
BpeMeHU chanson a danser u danse chantée — B ToM uuciie IefiCTBHE B HUX 3aKOHOMEPHOCTeH (ppaH-
I[y3CKOU IMO3TUYECKOH IIPOCOJIMU — CTaJIU MPEIMETOM U3yUeHUs B cTaThe SHbI AHATOJIbeBHBI JlaHUIIIEB-
ckoi [2]. CM. TakKe IpyTyIo MyOJTMKAIMIO 3TOTO aBTopa: [3].
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Y1 TOPOJICKOU apUCTOKPATHUH, APYTOM IOJIyUYMWJ HIUPOKOE pACIPOCTPaHEeHUe B My-
3bIKaJIbHO-TeaTpasibHOU npakTuke XVII — nmepBoii nosioBuHbl XVIII Beka.

Cyas no xaHPOBOMY HaMEHOBAaHUIO, B chanson a danser BeaylumM KOMIIO-
HEHTOM BBICTyIIAeT NeHue, B danse chantée — tauen. OiHaKO, HECMOTPS HA 3TO
pasuuue, B 000uX Cydasx Xy/A0:KeCTBEHHOe BIleyaTieHue JOCTUTAEeTCs OPraHnuy-
HBIM B3aUMOJIEUCTBUEM CJIOBA, MY3bIKH U JIBU>KEeHU. [Ipy 5TOM CUMMETPUYHOCTb,
IIOBTOPHOCTb, PUTMHUUECKas MMEPHUOIMYHOCTh, N3HAUAJIBHO CBOUCTBEHHbBIE IMECEH-
HOU MTO33UHU U TaHIEBAJILHOU MYy3bIKe, IPOSIBJISIOTCSA 3/1€CH JIUIITb B OTHOCUTEIBHO
KPYITHOM IUIaHe. B sleTasnisax ke, HAIPOTHUB, MOTYT BO3HUKATh HECOPA3MEPHOCTb,
HEPOIOPITUOHAIILHOCTD, CTAHOBAIIHECA (PaKTOpaMU OTOOpaskeHU s CUJIbHBIX HMO-
Y WK, KaK TOT/Ia TOBOPWJIH, cTpacTeil. HeMasoBakKHYIO POJIb 371eCh UTPAJIN TaK
Has3bIBaeMble CBOOO/THbIE pUTMBI (ppaHITy3cKol mo33uu. [1o cBueTesbeTBy PoMeHa
Posutana, okosio 1610 rojia GpaHIly3cKrue aBTOPbl Hauyau UCIBITHIBATh «HACTOS-
Ijee ONbsiHEHHE TAKUMU PUTMaMU, U UX PACIBET <...> IMPOAOJIXKAJICS BIUIOTH /10
1640 rojia B JIIOTHEBOU MY3bIKE U <...> TaHIIAX» 5.

Wrpa cBOOOHBIMU MO3TUUECKUMU PUTMaMU ObLIa TOHKUM U JOCTYITHBIM JIJIS
TIOCBSITIIEHHBIX (XOTS JIJIsT KOTO-TO W MaJI03aMETHBIM) MPOSIBJIEHUEM «HCKYCCTBA Hpa-
BUTBCSI», UMEBIIIEr0 0co000e 3HaueHue 1A (PpaHy3ckoi KyabTypbl XVII—XVIII BeKoB.
Ero Teopusi v MpakTHKa CHEIMAIbHO PACCMOTPEHbI B mybsukarussx Hatainsu Biiagumu-
POBHBI 3aii1eBoil. B o/1HOM 13 HUX [5] pacKpbhIBaeTcss MPUHIMITUAIBHO BayKHAsI KaTero-
pHsi «0JIarOPOTHOTO» MJIN «TAaJIAHTHOT'O» YeJIOBEKA, C KOTOPOI, B CBOIO OUEPE/Tb, CAMBIM
€CTeCTBEHHBIM 00pa30M MOXKET OBITh CBsI3aHa IM033Us CO CTPACTHBIMU PUTMaMH.

Cpenu chansons a danser u danses chantées HaubOJIBIIINI UHTEPEC B IJIAHE
IIPETBOPEHUS «PUTMOB CTPACTEN » MPEICTABJISIOT 00pa3Ilbl, BbIJlep:KaHHBIE B JKaH-
pe capabaH/Ibl, KOTOPHIM ITOCBSAIIEHA 3Ta CTATh.

B nauasie XVII Beka Bo ®paHiniuu capabaHja Oblyla ©3BECTHA B CBOEM HCTO-
pHYECKH N3HAYaJIbHOM HcIIaHCKOM (mbepuiickoM) obJinke. B ee o6pasiiax, OTHO-
camuxcsa K chanson a danser u danse chantée, BILIOTb 10 1640-X TOZ0OB COXPaHSLII-
cs1 pa3MepEeHHBIN XapaKTep CTUXOB, AeJISIINXCS Ha paBHbIe noaycTtulus. OaHako
IIpUMEPHO K 1660-M TojlaM HCIIaHCKasA capabaH/ia BIOJIHE aJlallTUPOBajach KO
BKycaM (DpaHITy3CKOTO JBOPA, YCBOWJIA 3CTETUKY CBOEH HOBOUM poauHbl. [Ipu sToM
MIpUCYyIlasi UCIIAHCKOMY TaHITy SKCIIpeccHsi, IoXKasyH, elle 0ojiee yCHUInaach, 0Co-
OeHHO B Tak Ha3bIBaeMOU HEXXKHOU capabaHjie — sarabande tendre®. B ee ctuxax
Ha0JII0/1aeTcs Mepexo/; OT cOaJITaHCMPOBAaHHOU K HecOaslaHCMPOBAaHHOU (Wyin He-

5 Poanan P. Oniepa B XVII Beke B Utanuu, ®pannuu, lepmanuu u Auriuu // Posutad P. My3bIKaibHO-
rcropuueckoe Hacsenue. M.: Mysbika, 1987. Boi. 2. C. 114. Hatanbsa BiaaumupoBHa 3aiilieBa, xapakre-
pu3sysa GpaHIy3CKyI0 TIaHTHYIO I1033H10, IUTUPYeT U3BECTHOI0 UCTOPUKA JIUTepaTypbl AHTyaHa AjlaHa:
«Ona HallpaBjieHa He Ha BeJIn4ue, HO Ha mapM. OHa nuiiercs, Ipek/ie Beero, UL JaM U [ U3bICKaH-
HOTO obO1ecTBa. Ee 1iesib — paspiieud ux, u6o OHA, IJIaBHBIM 00pa3oM, urpa». Llut. no: [4]. O kauecTBax
(dpaHIy3CcKOH JTUTEPATYPBI 3TOTO BPEMEHU CM. TaKXKe [5].

¢ BpIipasuresbHble 3G@EeKTh CTUXOBBIX CTPYKTYP MO3TUYECKUX TEKCTOB € pa3jInyHON (pa3upoBKOU pac-
CMaTpUBAIOTCA B OJTHOU U3 IMyOJIMKAIMI aBTOPA HACTOSAIIEN cTaThu [6].
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CUMMETPUYHOU) hpa3upoBKe, IIPU KOTOPOU IMEePBasi YaCTh CTHUXAa OOBIYHO KOpOYe
BTOpOU. B KauecTBe mpumepa ImpUBEAEM HauvyaJdbHYI0 CTPOKY TeKcTa capabaH/ibl
Aupu Jlemape u3 tparenuu «JlumoHar:
Un tendre amour || on ne peut se deffendre
(4 cnora) (6 coroB)

Jlpyrum npuMepoM HecOaTaHCUPOBAaHHOU (ppa3upPOBKU’ MOKET CITYKUTh Ha-

yasibHas CTPOKa TeKcTa capabaHbl u3 TpakraTa Mumers J'Addpuiisapas:
Gotitons les doux plaisirs || Qu'un tendre amour inspire
(6 coroB) (77 ciioroB)

Hcnonb3oBanue HecHaslaHCUPOBAHHON (pasmpoBKH, OE€3YCIOBHO, CIIYKUT
YCUJIEHUIO SMOITMOHAJIBHOU BBIPA3UTEIFHOCTH ITO3THUECKOTO Tekera. Ho mpu 00-
CYK/IEHUU JIeUCTBUS «PUTMOB CTpacTell» OrPAaHUUYMBATHCA TOJBKO KOHCTaTaI[uen
3TOr0 (paKTa, KOHEUHO Ke, HeJJOCTATOUHO — HeOOX0IMMO PaCCMOTPETh Pa3/INUHbIE
3JIEMEHTHI CTHUXa M 0COOEHHOCTH €ro BHYTPEHHEN opraHusanuu. B mossun ¢paH-
Iy3CKOT'0 0APOKKO TaKUe PUTMBI OTIPEIEIISINCH TPeMsI (DaKTOpaMu:

1) JIOJITOTOU CJIOTOB (PPAHILY3CKOTO A3BIKA,

2) YHCJIOM CJIOTOB B PUTMHYECKOU TPYTIIIE,

3) MeJIOAUKOUN SMOIIUOHATILHOU PEeYH.

Corsnacnao Kan-Kaky Pycco, sTi pakTOpbl COOTHOCATCA C TPEeMs TUIIAMU aAK-
IIEHTOB B peYd — IPaMMAaTUYECKUM, JIOTHYECKUM U MaTeTHYecKuM (MIu opaTop-
ckuM). FIX 0cOOEHHOCTH OIpeAesaioTesa PPaHIy3CKUM MBICTUTEIEM B OJHOU U3
caMbIX 00BEeMHBIX cTaTedl « My3bIKaIbHOTO CJI0OBAPSI».

'paMmMaTHYeCcKUl akKIeHT «0003HAauaeT OTKPBIThlE WJIM 3aKPBIThlE 3BYKH,
a TakyKe KPaTKOCTh WJIU JIOJTOTY cjiora». JIornuecKuil akIeHT €CTh «JIOTHYecKoe
yAapeHue, yKka3blBalolllee Ha CBSA3U U OTHOIIIEHUS MEXK/Yy IPeIJI0KEHUAMU U MbIC-
JIAMHM U YaCTUYHO BbIPa)KEHHOE 3HAKaMU IYHKTyaluu». DKCIPECCUBHBIN U IMOJ-
BUJKHBIM, OH BBIZIEJIIET KJII0YeBbIe cioBa. [laTeTnueckuil (MJIM OpAaTOPCKUM) aK-
IIEHT — «Pa3JIMUHBIMU MOJYJIAIUAMU T'0JI0Ca — MOBBIIIIEHUEM WU MOHMKEHUEM
TOHAQ, 3aMe/IJIeHUEM WJIM YCKOPEHHEM TeMIla Peud — BhIpajkaeT YyBCTBA FOBOPSI-
II[ero ¥ coobIaeT ux caymamiumM». OCHOBBIBasiCh HA MHEHUH JPEBHETPEYECKOTO
ucropuka u putopa Jluonucusa I'aiukapHacCKOTO, CYUTABIIETO aKIIEHT UCTOKOM
My3bIKH, Pycco yTBep:KZaeT, UTO «u3ydeHUE Pa3JIUYHBIX THIIOB aKI[EHTOB U UX
SI3BIKOBBIX 3 (PEKTOB JOTKHO OBITH OU€HDb BAXKHBIM JIJISI My3bIKAHTA» 9.

[TpuHIUMNIHATIPHOE 3HAUEHUE UMeeT COOJII0J/IEeHrE BceX BUIOB aKIleHTa B BO-
KaJIbHOU MY3BIKeE, IIOCKOJIbKY aKIIeHT CBsI3aH C UHTOHAIIMEH, «IIPUAIOIIEN S3bIKaM

« _»

7 OHa BO3HUKAET B CBSA3U C 03BYUHBAHUEM “e” B KOHIIE CTHUXA, YTO OBLIIO XapaKTEPHO HE TOJIBKO /IS T03-
TUYECKOH M aKTEPCKOH JIeKJIaManyy, HO U I 6J1aropoTHOTO IPOU3HOIIEHN S, PACIIPOCTPAHEHHOTO IIPU
¢paunnysckom siBope B XVII Beke.

s L’Affillard M. Principes tres-faciles pour bien apprendre la musique, Qui conduiront promptement ceux
qui ont du naturel pour le Chant jusqu’au point de chanter toute sorte de Musique proprement, & a Livre
ouvert;... Cinquiéme Edition revii€, corrigée, & augmentée. Paris: Christophe Ballard, 1705. P. 72.

o Ibid.
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OO0JIBIIIYIO I MEHBIIYI0 My3bIKaJIbHOCTh>». B JaHHOM ciIyuae Pycco coBeTyeT KoM-
ITO3UTOPAM ITPEKIE BCETO «3a00THUTHCS O MEJIOAUU U My3bIKAJIbHON MHTOHAIINH, 3a-
TEM <...> UCKATh [TATETHYECKYIO MHTOHAIINIO, KOTOPasi IOMOTaeT BHIPA3UTh YyBCTBA,
1 JIOTUYECKYI0 MHTOHAIINIO'®, TOCPEJICTBOM KOTOPOU «My3bIKaHT 00Jiee TOUHO Iepe-
JlaeT MBICJIH 1103Ta, U00 /IS TOTO, YTOOBI BHYIIIUTD IPYTUM T€ YyBCTBA, KOTOPhIE HAC
B/IOXHOBJISIIOT, KOT/Ia MBI TOBOPHM, HY>KHO CyMETh 3aCTaBUTh HAC WX yCJIBIIIATH. 10
ATOU MPUYHHE HEOOXOIMMO YUHUTHIBATH <...> FPAaMMaTHUYECKUU aKIleHT» !,

B 1estom ke co0JIr0/IeHre BCeX BUJIOB aKIIEHTOB IMPY COYMHEHUH MY3bIKU Pycco
IIPU3HAET JIOCTATOYHO TPYAHBIM JIEJIOM, TIOCKOJIbKY B HEH CAMOU «CJITHUIITKOM MHOTO
CBOMIX ITPABWJI <...>. 9TO OUEHb YACTO BBIHYK/IAET KOMITO3UTOPA OKA3bIBATh IIPEIIO-
YTeHre KaKOMY-JIH0OO OJTHOMY aKIIeHTy — B COOTBETCTBUU C MY3bIKAJIbHBIMH KaHPA-
MM, B KOTOPBIX OH paboTaeT <...>. JIJ11 TaHIeBaIbHBIX MEJIOJIUH TpeOyeTcsl yIUThIBATh
aKIIEHThI pa3Mepa U PUTMA, XapaKTep KOTOPBIX Y KaK/IOH HAIIMH OIPEEISETCS A3bI-
KOM»'2, 9TUM MaCcTEPCTBOM BJIa/IEJTH HE TOJILKO KOMIIO3UTOPBI, HO IIOPOU U CAMU TaH-
ITOBIITUKH, BBICTYIIABIIIHE B My3bIKaJIbHO-CIIEHIYECKUX ITOCTAHOBKAX ITPHU JIBOPE TAKKE
B KAUeCTBe ITEBIIOB, T. €. B POJIU «TAPMOHUYECKHUX» (My3bIKaJIbHBIX) OPATOPOB'3,

B chansons a danser u danses chantées rpaMMaTHYecKye aKIIEHThI I03BOJIA-
IOT CJIyXy YJIaBJIUBaTh CUMMETPUYHYIO CTPYKTYPY CTUXOTBOPEHHSA — ITOJI00HO TOMY,
KaK B OPaTOPCKOU peuYr OHH IIOMOTAIOT C/IeJIaTh ITEPUObI 3ByUHBIMU, PA3/IENsAa UX
Ha 3BeHbs. B My3bIKe, «4TOOBI HEe HAPYIIIUTh PUTM CTHXA, KYKAbIH TPaMMaTUUeCKUH
aKIIEHT JIOJIKEH TOIA/IaTh HA CHJIBHYIO JIOJII0 TaKTa, a CJIOTH 6e3 rpaMMaTHYeCcKOro
akIeHTa — Ha cyiabyro»'4. Takum 00pa3oM, 5KBUBAJIEHTOM I'PAMMATHYECKOTO aKIeH-
Ta 3/IeCh SABJIAIOTCS «CHUJIBHBIE U MOAYEPKHYTHIE 3BYKH KayK/IOTO aKKOP/a, KOTOPhIE
CBOEH JIOJITOTOM U CO3/IaBaeMbIM BIT€UaTIEHHEM 3aMETHO OTJIMYAIOTCSA OT BTOPOCTE-
ITIEHHBIX 3BYKOB TOTO 7K€ CAMOT'0 aKKOp/la. OTH BbIJIeJIEHHbIE 3BYKH MPUXOJIATCS Ha
cuwibHOE (“xoporriee”) BpeMsi My3bIKaJIbHOTO TaKTa» 2,

OpHako jake Ipu cOaJlTaHCUPOBaHHOU (pa3ZUPOBKE CTUXA CHHXPOHHOE COOT-
HOIIIEHWE JIOJITUX CJIOTOB CTHXa U CHUJIBHBIX JI0JIEH B My3bIKE MOKET HapyIIIaThCA.

1 Mapus BanentuHoBHa PacmyTrHa KoHcTaTupyeT, uTo B KoHIle XVIII Beka opaTopckuil U JOTUYecKun
aKIIEHTHI CTaJ I CHHOHUMHUYHBIMU, YTO PENIAJIO 33/]auy «CJleJIaTh MIOHATHON MHTOHAIIMOHHYIO KOHCTPYK-
U0 MY3BIKQIBHOTO MPOU3BEJ€HNs, 3pUTEBHO IIPEJICTAaBJIEHHYI0 B HOTHOM TeKCTe: BBIABUTH Hadasa
dpa3z, mouepKHYTh TPAHUIIBI Pa37eIOB (C IIOMOIIBIO [Ie3yp U (pepMar), moAaTh CIyIIaTeIsIM 3HAK OKOH-
YaHUA IIbechl (HaIpumep, ¢ IMOMOIIBI0 PUTAPAAH0)» [7, C. 142].

1 Rousseau J.-J. Accent. In: Dictionnaire de Musique. Paris: chez Duchesne, 1768. P. 1—5, p. 3.

2 Tbid.

3 fIpkuii IpuMep — 3HaMeHUTAas UCIIOJIHUTEJIbHUIIA TTIaBHBIX XKEHCKUX poJiel B crekTakiax 2K.-B. Jlrommm
Mapus-Jlynsa [lematen. B pacisere cBoeli crieHU4YeCcKOi Kapbepbl OHA IIOCTOSHHO BBICTYIIAJIa O/THOBPEMEH-
HO KaK IeBUIa U TaHIoBINUIA. ["ayinHa AnekcanipoBHa besyruias, ceputasich Ha Pebekky Xappuc-Yoppuk,
YKa3bIBAET, UYTO «aPTHUCTHI XOPA HEPEZIKO BBIIIOTHAIN 0053aHHOCTH TAHIIOPOB, 1 HA000poT» [8, c. 34].

14 Dinouart J. L'Eloquence du corps ou I'action du prédicateur. Paris: G. Desprez, 1761. P. 60.

5 Rousseau J.-J. Accent ... P. 3. B MHCTpyMeHTATbHBIX COUMHEHUSX B JKaHpe capabaH/IbI C JIOJITUMU CJIOTaMU
CTHXOB aCCOIIUUPYIOTCS 00JIee KpYIIHbIe JUIUTeJIbHOCTH, ¢ KpaTKUMU — MeJIKHe. B kauecTBe 0/THOTO U3 APKUX
IIPUMePOB Ha30BeM aHcambieByto mbecy Opancya Kynepena — capabanay «biaroposHas ropocTs» U3 KOH-
riepra NO 9, BXOJIAIIEr0 B HHCTPYMEHTTBHBIN UK « OOBeITHEHHbIE BKYChI». BO BTOpOY ee 4acTu B MOMEHT
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Takue HecoBIaJIEeHUs HEOJHOKPATHO BCTPEYAIOTCsA, HAIIpUMep, B capabane Kana
Byaiie. B Heli mpuMeuaTesibHbl Hauasa MEPBOTO U TPETHETO CTUXOB, B KOTOPBIX
YIOMHWHAIOTCSI UMeHa BJIIOOJIEHHBIX: JIOJITHU CJIOT B HUX — BTOPOM IO CUETY, YTO
IIpeIoJIaraeT TOHKOE PACXOK/IeHUE TTO3TUYECKOTO aKI[eHTa ¢ My3bIKQJIbHBIM, KaK
MIPaBUJIO, MPUXOAAIIMMCS Ha HAaUaJIbHYI0O BDEMEHHYI0 eIUHUITY. Bo BTOpO# UacTu
YeTBEPTH, Ha KOTOPHIE MOMAIaI0T JOJITHE CJIOTH, YJIMHAIOTCS /10 YeTBEPTEN C TOU-
KaMU, ¥ BOBHUKAET XapakTepHasa purypa ¢hpaHITy3CKOU capabaH/Ibl, OTJIMYaBIIIas
ee pUTMHKY OT APYTUX TPEXA0IbHEIX TaHues (cM. ITpumep 1)'°.

: » : e :
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| ] ] | ¥ | ! i ! i ¥ ! | | [ [ L] | 1 "4 |
A . ‘ B ¥
Clo-ris, veux - tu  sa-voir L'ef-fet de  ton pou-voir, Clé-an-te  noit ct jour Brii-le d'A-mour.
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AN 1 I I r— 1 I 17 I I ] I I 1 1

I ' i ¥ | T T 4 T
Clest luy qui plein de foy De-dans son a-me Ché-rit  la fla-me Qu'il nou-rit pour toi.

ITpumep 1. K. Byatie. Capabanna (Ile livre chanson a danser et a boire, 1642)

HemasioBakHO, UYTO 3aKpeIIeHNE 32 TAaHIIeBaJIbHBIM >KaHPOM PUTMa «4eTBEPTh
C TOYKOU — BOChMasi» IIPOUBOIILJIO B CBA3U C TEM, UTO «B CTHUXaX capabaH/i, TOJyCTHU-
U KOTOPBIX YacTO pU(MOBAINCH, AKIIEHT IIEPBOTO TaKTa ObLJI HECKOJIBKO HESICHBIM
Y TIPUXO/IWJICA HA BTOPYIO JIOJII0 BBUJIY OTCYTCTBUS aHAKPY3bI» [9, c. 194]. OxHako
BTOpAsi 10J1s1 IIPU UCTIOJIb30BAHUM YETBEPTU € TOUKOU, IPUXOIAIIENCA Ha KOPOTKUI
WJIN TIOJIyKOPOTKHUU CJIOT, He TpeOyeT OT My3bIKaHTa MOYePKUBAHUA U HEKOTOPOTO
aroruyecKkoro yAjauHeHus. B pe3ysbTaTe neJ10cTHAs KAPTUHA PUTMUYECKOU OpTraHu-
3anuu capabaH/bl TIpeJicTaeT BHyTPEHHE IepeMeHYUBOM, TMOKOM, IIPUTOM UTO, UC-
TIOJIHSIS BTOT TaHeIl (KaK U MEeHYaT), «Bceria Heo0X0IMMO 3a00TUTHCS O COXPaHEHUH
IIPOTIOPITUI U HE ITpeBpaIaTh <...> B air O CBOOOHBIM METPOM»'7.

Ob6cyx/asn feficTBUe TpaMMaTUYECKOTO aKIleHTa BO (DPaHITy3CKOU MO33UH,
celyeT OTMETUTD ellle OJHY Ba)KHYI0 ero ocooeHHocTh. OHA COCTOUT B TOM, UTO-
OBl «Bcer/ia HECKOJIbKO OTTATUBATH 110 BPEMEHU 3aKJII0UUTETbHBIN MYKCKOU CJIOT
Jin6O0 CJIOT, IPEJIIIECTBYIONINY JKeHCKOMY» [10, pp. 49—50]. THbIMH cyi0BamMH, 1O-
CJIEJTHUU CJIOT CTUXA U MOJIYCTUIIIUSA YJIUTUHAETCS, PETYISPHO CO3/]aBasi TEM CaMbIM
s dexT qoCTUKEHNS 1[eJIN U 03KU/IaHNe TePexo/ia K cyIeayIoleMy 3Tally pa3BUTUSA
MBICJIA CTUXOTBOPEHUS, HA KOTOPBIH IlepeKI0YaeTcsi BHUMAaHHUE.

Hecnyuaiino ppaniysckuii punosor Kop:xk-Kan [Iuno npeaioxun o603Ha-
YUTh TAKME€ MOMEHTHI B BOCHIPUATUU TEKCTA TEPMUHOM «CMBICJIOBOE pesie». Bemo-

00111Ieli KyJIbMUHAIMH BO3HUKAET SPKUI KOHTPACT capabaH/THOTO PUTMa U HUCXO/IAIIETO IBUXKEHHUS POBHBIMHU
BOCBMBIMU B 00'b€ME TIOJIyTOPa OKTaB. DTO BhI3bIBAET 3(PQeKT MPsSMO-TaKu JIABHHOOOPA3HOTO CITyCKa, B KOTO-
POM CJIOBHO HaXO/TUT BBIXO/] CUJIbHOE BHYTPEHHEE HATIPSLKEHNE, CIEPKIBAEMOe B HaYaJIe IIbeChI.

16 Bce HOTHbBIE IIPUMEPHI JJaHbI B COBPEMEHHOM HOTAIIUH.

7 Bacilly B. de. Remarques curieuses sur l'art de bien chanter, et particulierement pour ce qui regarde
le chant francois. Paris: Ballard, 1671. P. 107—108.
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MBIH CMBICJIOBBIMH peJie, CIyX B MEHBIIIEH CTelIeHN OCTaHaBJIMBAETCS HAa HeOOJIb-
IIUX I[Ie3ypax B pa3BepPTHIBAHUU IMMO3THYECKOTO BBICTYILJIEHUS M OXBAThIBAET €r0
TekeT meaukoM'®, Kak mpaBuiio, 5ToMy IpHeMy COIYTCTBYET CMeEIeHHe PedeBOro
aKIleHTa ¢ JIOJITOTO CJIOTa B KOHIEe OJHOU TPYIIIIBI CJIOB HA KPATKUH CJIOT, HAaUWHA-
IOIUH CJIeTYIONIYIO TPYIIY, BbI3bIBasi 5O MEKT «3a7ep:KKU cMbIciia». OcoObIM 00-
Pa3oM OH Ilepe/laBaJICs MCIOJHUTESIMH BOKAJIBHBIX NapTtuii chansons a danser
u danses chantées, 71151 KOTOPBIX KOMIIO3UTOPBI MHOT/IA JeJIaTd CIIelUaTbHbIE I10-
MEeTHI B HOTHOM TekcTe (cM. IIpumep 2).
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ITpumep 2. C. ne bpoccap. Capabanna (IVe livre d’Airs, 1696)

B nanHom ciryuae CebactbhaH Jie bpoccap uciosib30Bast cienuajabHbINA YCI0B-
HBIU 3HaK (JIAaTUHCKYIO OYKBY d), OTMeUass MOMEHTBI KaK B3STUS AbIXaHU IIEBI[OM,
TaK M KPaTKOTO «3aMupaHusi» rojoca'®. [lomectus d mocjie 4€TBEPTOH U JIECATON

18 3HAYMMOCTH «CMBICJIOBBIX peJie» OUeBU/IHA JIUIs UcnoTHUTeNIer chansons a danser u danses chantées,
a Tak)Ke JUIsI aKTePOB 6APOYHOTO JIpAMaTUUECKOTO TeaTpa, AEKJIaMUPYIOIIUX TEKCT B TaK HA3bIBAEMOM
BO3BBIIIIEHHOM CTHJIE.

19 CxomgubIM 00pazom noctynui JI' Adduiisp. B HOTHBIX TekcTax danses chantées, mOMelleHHBIX B TPaKTa-
Te «O4eHb JIeTKHe MIPUHITUIIBI JIJTSI TPABUJIBHOTO 00yUYeHUs My3bIKE...» OH UCII0JIb30BAJI JIJIsi 0003HAUEHHUS
MOMEHTa B3ATHA JAbIXaHUA MeKy (ppaszaMu 3HaK B BUJl€ MAJIEHbKOU OYKBBI C, «<HEMHOT'O COKPAIAIOIIHI
JUTUTEJIFHOCTD IIPEBIIYINEeH HOTHI U [ TpeOyIoIKii ] UCIIOJTHEHUSI ee cJIeTKa Kopode, yeM ee 0003HauUeHHast
[B HOTHO¥ 3amKCH] AJTUTETHLHOCTD, YTOOBI OBITH BHIHYKJEHHBIMU [ciIerka] 3amMeyiuTh JBKeHUE (Mepa,
KOTOpasi B paBHOU CTelleHU HeoOXOuMa JIJIsI XOPOIIIETro MeHUsI B COOTBETCTBUH C Pa3MepOM U JiJisl Ipa-
BWJIBHOTO [BEPHOTO, UCTUHHOTO] TTeHus)...». [uT. mo: [1, p. 8].
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HOTBI Ka’KJIOU IMO3ITHYECKON CTPOKH (WJIH JKe IIoCjIe OJMHHAIATON — B CiIydae
’KEHCKOU pudMBbI), aBTOP 0003HAYUNJI LIE3YPHI JIJISI B3ATHUS JIbIXaHUsI, 00s13aTeTbHbIE
JUUTSI ICTIOJTHEHUST CBoel capabaH/ibl. Vcrosnb3ys d y ueTBepTed ¢ TOUYKOH, KOMIIO3H-
TOP MOYEPKHYJT MOMEHTBI «33/IEPKKU CMbICIIa», TPEOYIOIEe OT UCIIOJTHUTEJISA J10-
ITOJTHUTEJIPHOTO BHUMAHUS — B YACTHOCTH, K OKOHYAHHUSM CJIOB C 03ByYHBAaE€MbIM
HeMBIM e. Takoe e CIIBIIUTCA KaK Havyajo HOBOTO CJI0BA WJIM PUTMHYECKOU T'PYII-
1Ibl. BOBHUKaeT roj0coBOe CKOJIbKEHHE, CIIyKalllee /I Iepe/laddl BKPadUBBIX,
JICTUBBIX HHTOHAIMH. J[JI1 BOKAJIbHBIX COUMHEHUH B JKaHpe capabaH/Ibl C X MO/ -
YEepPKHYTO CTPACTHBIM XapaKTEPOM 3TOT IIpUeM 0COOeHHO THuIndeH. Tak, B CTUXaX
Air serieux en sarabande Kan-bartucra /Ipyapa ae Bycce Bctpeuatorest JOBOJIBHO
peryJisipHO BO3HUKAIOIIE HEMBIE €, KOTOPbIe CMATYal0T OKOHYaHUE KaXK/I0TO CTH-
xa (CM. HOTHBIA IpUMepP 3).
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ITIpumep 3. P. JIpyap ne Bycce. Air sérieux en sarabande

(IIIe Recueil d’airs sérieux et a boire, 1695), dparmeHT

KocHeMcs ciocob0B IIPOSBJIEHMS JIOTHYECKOTO aKIleHTa B capabaHn/iax ¢ppaH-
Iy3CKOTO0 0apOKKO, KOTOPBIN, HAPSAY C JAOJTUMH CJI0TaMU, IMOJYEPKUBAET KJTIO-
YyeBble CJIOBA, a TaKXKe OIpeesisieT TPAHUIbl PA3IUYHBIX CMBICJIOBBIX €IUHHUIL
BBICKA3bIBAaHUS U UX COOTHOIIeHUsA. C 3TUM BHIOM aKIleHTa eCTECTBEHHBIM 0Opa-
30M KOOPAWHUPYETCS PUTM CTHUXOB, CO3JAIONTUN (HApsAALYy ¢ pa3MepPOM) B IIO33UU
omryIeHue rapmoHumn=°. CieayeT MOUEPKHYTh, YTO PUTMUYECKas OpraHu3aIus
MMO3TUYECKUX TEKCTOB (PPAHITy3CKUX aBTOPOB JOCTATOYHO CJIOKHA, ITOCKOJIbKY, CO-
ry1acHo HabsmogeHusaM [llapssa basutu, cam «puTM ppaHIy3cKoro si3blka 60Jiee BHY-

20 HecsryguallHO COBpPEMEHHBIE MCCJIE0BATENH, IPU3HAaBasA 0COOYI0 Ba)KHOCTh PUTMOB BO (bpaHILY3CKOU
1033UH, NPUJIEP)KUBAIOTCA B ee u3yuyeHUu (poHosioruveckoro noaxosia. Ilo muenuto Exkarepunbt Mu-
XaWyIoBHBI beslaBUHOM, OH OoJiee YeM OIpaBiaH, MMOCKOJIBKY «BCe, YTO KacaeTcs MHTOHAIIMU, TEMIIA PeUn
Y peajin3aIiy PUCYHKA yZJapeHUH MeK/ly aJ[pecaHTOM (aBTOPOM, ITO3TOM, ITHUcAaTeIEM) U ajpecaToM (Uu-
TaTeseM, CJIyIIaTesIEM, 3pPUTEJIEM ) TPOXOIUT HECKOJIBKO MPEeJIOMJIEHUN » [11, C. 126].
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TPEHHUU; OH KaK ObI TAUTCS B MaJI03aMeTHBIX (pOpMax, KOTOPbIE Pa3IMUAET TOJIHKO
OYeHb UyTKUU CJIyX; 3aTO CJIYIIAIONIAM OH JOCTaBJIsIET UCTUHHOE HACTAKIEHUE»
[10, p. 307]. BMecTe ¢ TeM pUTM — BayKHEUIIINH 5J1EMEHT MY3bIKJIBHOTO BbICKA3bI-
BaHU, KOTOPBIH «O0KHUBJISAET TAKT TAKUM 00pa3oM, 4TO, COBMECTHO C TapDMOHUEH,
CIIOCOOCTBYET JIyUIIIEMY OIIYIIEHUIO JBUKEHUS <...>. UTOOBI My3bIKa MOJTyYHIach
IIPEKPaCcHOU, My3bIKAJIbHBI PUTM HEOOXO0IMMO MOHUMATh BHYTPU MY3bIKaJIbHOTO
MeTpa, KOTOPhIM MOXKET IIPOIEBATHCs, ITOJIOOHO TOMY, KaK U CTUXU CKaHUPYIOTCS
BHYTPU METPUYECKOM CTOITHI» >,

B opranuzamnuy BHyTPEHHET0 5MOITUOHAIbHOTO JBUKEHUA ITOITUUECKUX TEK-
ctoB chansons a danser u danses chantées UHTEPECHO TIPOSBJIAIOT ceOsl pUTMUUe-
CKHeE T'PYIIIbI, KOTOPBIE B 3aBUCUMOCTH OT UHMCJIA BXOIAIIUX B HUX CJIOTOB MOTYT 00-
JIaZlaTh Pa3JIUYHBIMU BbIPA3UTEIbHBIMU 3(PdekTamu. Tak, 04HO- U JBYXCI0KHbBIE
IPYNIIbI IPOU3BOAT BIeUAT/IEHUE CX)KATHIX U AKTUBHBIX, TPEXCJIOKHBIE — CIIOKOM-
HBIX U POBHBIX. boJiee IPOA0/IKUTEIBHOE UNCIIO CJIOTOB B TPYIIIE XapaKTePHO JJIA
BBICKA3bIBaHUU, TPOU3HOCUMBIX B CMYIIleHUH 100 OecriokoricTBe. HakoHer, put-
MHUUYECKHE IPYIITBI U3 MIECTH CJIOTOB, HAXOAAINECH B 3aBEPIIIEHNU BhICKA3bIBaHUA,
BBIpPAXKal0T HanboJiee CUILHYIO SMOITUIO.

B air serieux ®pauncya Kynepena Ou’on ne me dise plus... mectu- u ce-
MUCJIOKHBIE PUTMUYECKHE TPYINbI B CTUXAX IMOCAeAHEN CTPOdbI TOTYEPKUBAIOT
MBUTKUH XapakTep JI0O0OBHOTO MIPU3HAHUSA U HA/IEXK/Ty Ha B3AUMHOE UyBCTBO:

J’aime Iris,

J’aime Iris en secret (6), et j’évite sa presence (7),

Ce remede cruel accable ma raison,

Absente je la vois (6), 4 tous momens j’y pense (7),
Et cherchant a guerir je fuis ma guerison.

[TomoO6HO aBTOpaM CTHXOB, KOMIIO3UTOPHI chansons a danser u danses
chantées co3pmaBaii pa3HOOOpa3Hble BHYTPUTAKTOBBIE PUTMHUYECKHE CTPYK-
Typbl. Tak, 3a c4eT JAUMHUHYIHMH OHU MOIJIM MEHSTb OJHY PUTMHYECKYIO CTOITY
Ha Apyryio®2. IleBupbl ke, UTOOBI IIOAUEPKHYTH JOJITHE CJIOTH TeKCTa, oborarra-
JIM PUTMHYECKHI PHCYHOK MEJIOJMH PAa3/JIMUHBIMH IPHEMaMU OpHaMeHTaIun>3,
ITpu 5TOM pazHOOOpa3HBIE YKPAIIEHHU HE TOJIBKO BBIIKICHIBAINCH B HOTHOM TEKCTE,
HO ¥ UMIIPOBU3HPOBAJINCH, YTO OBLJIO B IIEJIOM XapPAaKTEPHO JIJIs IPAKTUKH OapOKK0Z4.

JIJ11 OTZie/IeHHsl OJTHOM MBICJM OT APYroil IeBIlaMH U MY3bIKaHTaMU-HUH-
CTPYMEHTAJINUCTAMH NMPUMEHSIACh aroruka. VICIOJHUTENMN JTOJKHBI ObLIH fe-

2t Scoppa A. Traité de la poésie italienne rapportée a la poésie francaise, dans lequel... on y découvre
la source de ’harmonie des vers francais, qui est I’accent prosodique, et la langue francaise y est garantie
de toutes les imputations injustes faites par J.-J. Rousseau... Paris: Veuve Devaux, 1803. P. 193.

22 CM. mosipobHee 06 aToM: [3, c. 42—43].

23 X omrcaHue JOCTaTOYHO ITOJTHO IIPeJICTaB/IeHo B TpakTaTe beprpaHa e bacuiin « IcKyccTBO Ipekpac-
Horo nteHus» (Bacilly B. de. Remarques curieuses sur I'art de bien chanter...).

24 TexHMKa BOKQJIbHOW MMITPOBU3AIIUH B My3bIKe 6APOKKO M ee 0cOOeHHOCTH BO (DPAHITY3CKOU TPaTULIIU
paccMmoTtpensl B pabote Enennl BasientunoBHBI KpyTutoBoii [13].
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JIaThb SICHBIE Ie€3yphbl, HO J€HMCTBOBATh IIPU 3TOM OCTOPOXHO. PpaHIy3CcKUU
npornioBeiHUK J[>xko3ed AHTyaH Tyccen Jlunyap (1716—1786) mpusbIiBaja meBIia
«bpaTp ApIxaHUe OBICTPO M HE3aMeTHO — TaK, YTOObI MBICJb HE ITpephIBajach
710 OKOHYAHUs BbICKAa3bIBaHUSA; Jlesiast HeOOJIbIIIE OCTAHOBKY B KOHIIE KOPOTKUX
(parmMeHTOB KaXK/I0TO 3JieMeHTa HalleBa, YTOObI MPU/IATh YETKOCTh U SICHOCTD
paznuuHbIM cMbiciaM (les divers sens), uzberath pa3pbiBa CBA3U IMOCPECTBOM
CJIMIIIKOM JIOJITUX may3»25, [I[pucTasbHOe BHUMAHME K MEJIKUM Ile3ypaM HeobXo-
JINMO He TOJIBKO /IJ1s1 BOKQJIbHOU, HO U JJI1 UHCTPYMEHTAJIbHOU My3bIKU. Tak, Mo
MHeHUI0 (ppaHiy3ckoro ckpumnada K. P. bpukoHa, HCOOJTHUTENO «HYKHO HC-
cJIeJOBaTh KOPOTKUU IPOMEKYTOK BpEMEHU MeKy HOTOM, KOTOpas OKaHYNBAET
¢dpasy, u Tol, KOTOpasgs HAUYUHAET CJIEAYIONYI0 ¢ppasy, HECMOTPS Ha TO, YTO 3TA
naysa BpeJUT TaKTy» 29,

[IpuBeieHHbIE pPEKOMEHZAIMN II03BOJIAIOT 3aK/JIIYUTh, UTO MY3BIKAHTHI
JIOJKHBI OBLTU TINATEJIBHO BHICTPAWBATH CBOIO «PeUb», Npuberas mpu ee «Ipo-
M3HECEHUM» K TOHKUM TeMIIOBBIM KoJiebanusaM. IToctynas TakuMm obpa3om, OHU
MTO3UITMOHUPOBAU ce0sl KaK OpaTOPhI, OCKOJIBKY JII000€ Xy/105KeCTBEHHOE BhICKA-
3bIBaHUE B 310Xy ODAPOKKO UMEJI0 PUTOPUUYECKUH TTOChLI, HEIIPEMEHHO COEPKAIIO
IIaTeTUYECKUH aKIleHT. B moatumyeckodl nexiamanuu, otobpaskaemMoi B chansons
a danser u danses chantées mpeJie BCero B BOKAJIbHOW IapTHUU, TAKOU AKIIEHT
[Ipe/INIoJIaraeT BBIABJIEHHUE BBIPA3UTEJIbHBIX, IOCTOSIHHO MEHSIIIUXCI PUTMOB,
cO3/1aBaeMbIX TPYIIIaMU CJI0B CTUXOTBopeHUs. [leBIly, Ha3pIBAMOMY B 3IIOXY 0a-
POKKO «TapMOHHUYECKUM OPAaTOPOM», BTOPSAT YyUacCTBYIOII[ME B MCIIOJHEHUU TaH-
IOBIITUK U My3bIKaHTBI-UHCTPYMEHTATUCTHI?. IIpu 3TOM B My3bIKE U IEHUU PUTO-
pUKa MmpejicTaeT He TOJbKO BUIMMOU, HO U CJIBIIITIMOM.

B TaHIle )Ke pUTOpPUKa UCKJIIOUUTEILHO BU3yaibHad. OHAKO 10 CBOEMY BO3-
JIEICTBUIO OHA HE TOJIbKO HE yCTyIlaeT PUTOPUKE CJIBIIIIMMOM, HO, C TOUKU 3PEHUSA
COBPEMEHHHUKOB 0apOKKO, mpeBocxoauT ee. Abbar-uesyutr ®pancya [lomeit, onu-
chbIBasi B MPUJIOXKEHUHU K cocTaBJIeHHOMYy uM «KoposeBckoMmy cioBaproo» (1671)
vcroyiHeHue GpaHIy3ckoi sarabande tendre, cauraer, 9YTO 110 CPaBHEHUIO C MU-
MUKOU, TEJIOJIBUKEHUAMU U IIaraMU TAaHI[OBIIMKA JIDyTHUe MPOSABJIEHUs BbIPa3U-

TEJIBHOCTH — IIPOCTO «HUYTO»28,

25 Dinouart J. L'Eloquence du corps ou I'action du prédicateur ... P. 104—105.

26 Brijon C. R. Réflexions sur la musique, et sur la vraie maniere de I'exécuter sur le violon. Paris: Chez
auteur, 1763. Facsimile. Geneva: Minkoff, 1972. P. 17.

27 BaykHas1 pOJIb PUTOPUYECKH IIPENIOTHOCUMOTO CJIOBA HE TOJIBKO B BOKAJIBHOM, HO M B MHCTPYMEHTATIbHON
My3BIKe [T0/[depKUBaeTcs B uccyieoBannu Mapu Kup, riie paccmarpuBaeTces HeflaBHO oOHapyx)eHHasA Kpu-
crodom Pycce emHCTBEHHAs cOXpaHUBIIAsAcA KaHTaTa, mpunucsiBaemas Ppancya Kynepeny — «Apuasina,
yreraeMasi Bakxom» (Ariane consolée par Bacchus) njist kKamepHOTo coctaBa ¢ 6acco KOHTHHYO [14].

28 Pomey F. Description d’'une Sarabande dansée // Pomey F. Le Dictionnaire royal augmenté. Lyons:
chez Antoine Molin, 1671. P. 22. Bametnm, 4To 371€Ch capabaH/1a — €JTUHCTBEHHbBIH TaHEIl, UCIIOJTHEHUE KO-
TOPOTO YIOCTOMJIOCH B CJIOBAape IMOAPOOHOTO pacCMOTPEHUA. B Apyrux mybaukanusax apTopa HaCTOAIIEH
cratbu onricanue [Tomes crnenuasbHO AaHATU3UPOBAJIOCH € MTO3UIIUH HAPOYHON PUTOPUKU U SCTETHKH XO-
peorpaduu belle danse. Cwm. [15; 16].
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VcTOKOM TaKOU BBIPA3UTEJILHOCTU ObLiIa HE TOJIBKO MY3bIKa, HO U IMO3THUUE-
CKHie PUTMBI, I10/] CHJIPHBIM BJIUSTHHEM KOTOPBIX Haxoawscsa cTwib belle danse, uto
OTpPa3uJIOCh B OIIpeJleJIEHNU HCKYCCTBA TaHIIA KaK « HEMOM 1M033un» 2. Bo pparmeHnTe
onrcanusi IloMest packpbIBaeTcsi MacTEPCKOE BJIaJIEHUE UCIIOJIHUTENIEM capabaH/Ibl
TE€MIIOBOM aroTUKOM, Ype3BbIYalHO BAXKHOU /IJ1 O3TUYECKOU JIeKIaMallvu:

I/IHOI‘,Z[a, nomagad B TaAKT HACTOJIBKO TOYHO, HACKOJIBKO 3TO TOJIbBKO BO3MOXHO, OH
(TaH]_[OBH_[I/IK) CJIOBHO OCTaBaJICA HEIIOABUXXHBIM M HAIIOJIOBUHY HAKJIOHAJICA B CTOPO-
Hy, IPDUIIOJIHAB OJIHY HOTY U Jlep:Ka ee Ha Becy [aHaorus puKcanuu A0JITUX CJIOTOB. —
JI. I1.]; a moTOM, BOCITOJTHSAS UCTEKIIYIO €INHUIYY BDEMEHHU JAPYroi, O0jiee CTpEMUTEb-
HOH, OH CJIOBHO JIeTeJl — TaKUM OBICTPBIM OBLIIO ero JBI:KeHUe [aHaIorus Iepexo/ia Ha
koporkue cioru. — JI. 11.]39.

3aMeTuM TakKe, UTO B cBouX HabOoAeHusAX [lomel ynmoTpebsisieT BhIpa)ke-
HUEe «OypHbIE PUTMbI» IPUMEHUTETHHO K COOTHOIIEHUIO €UHHUI] TAHII€BAJILHOTO
1 My3bIKQJIbHOTO BpeMeHHU: «Ilomuac oH [TaHnoBmuk. — JI. I1.] mpormyckasn mosi-
HYIO eJTUHUITY BpEMEHU, 3aCThIBasi HA MecTe KakK CTaTys, a I0OTOM — Hao00pOT, ObLI
B CBOUX JIBUJKEHHSAX U OYPHBIX PUTMAaX CTPEMUTEJIEH CJIOBHO CTPEJa, OKa3bIBasICh
B ZIPYTOM KOHIIE 3aJia, IpekKie YeM KTO-TO MOT 3aMETUTH €r0 UCUe3HOBeHMe» 3L,

B manHOM ciiydae «OypHBIE PUTMBI» TaHIA ¥ MY3bIKHA (C PUTMHYECKUM PHU-
CYHKOM, TIPEIIOJI0KUTETBHO COZIEPIKAIINM KOHTPACTHbBIE My3bIKaJIbHbIE JIJTUTEIb-
HOCTH ) MOTYT IIOHUMATbhCSI CHHOHUMHYHO «CTPACTHBIM» ITO3THUECKUM PUTMaM32,

PazymeeTtcsi, uto 6e3 ydyacTus B TaHIe 3ByYalller0 CJI0OBA Mbl MOKEM TIO-
BOPHUTH TOJIBKO O KOCBEHHOM JIEICTBHU TaKOBBIX puUTMOB. OyiHaK0 B chansons
a danser u danses chantées oHO OOHapy’KHUBaeTCs JOCTATOYHO SBHO U IIPEAIIO-
JlaraeT TMOCTHKEHHE XyJ0KEeCTBEHHOTO CMbIC/Ia Uepe3 IoJlaraHHe CJIO0BECHOTO
psjia, IOTPYyKEHNEe B MUP M033UU DpaHIy3cKoro 6apokko. C Apyroil CTOPOHBI,
IIPU IPUMEHUH aHAJIMTUUYECKOTO MOJAX0/a, BKIIOYAIOIIEro CleruajabHOe Hccie-
JIOBAHUHE PA3JINUHBIX 3JIEMEHTOB ITO3TUYECKOTO TEKCTA, UX BIPA3UTEIbHBIX BO3-
MO3KHOCTeU, 00yCJIOBJIEHHBIX 0COOEHHOCTAMU (DPAHITY3CKOTO A3bIKa, BO3HUKAIOT
BOIIPOCHI: HE IIOMeEIIAeT JIM TIaTeJIbHOE BBIMOJIHEHNE 3aKOHOMEPHOCTEN MPO-
coauu U OTOOpakeHUe Pa3JIUYHBIX 3JIEMEHTOB CTPACTHBIX PUTMOB BBISBJIEHUIO
OPUTUHAJILHOCTH 3aMbICjIa co3/laTeiell MIPOU3BEJEeHUs — M03Ta, KOMIIO3UTOPA,
xopeorpada — W POXKJAEHUIO COOCTBEHHOW HCIIOJTHUTENIHLCKOU HWHTEPIIPETaIuu?
He 3acyioHAT Jiu eTajiu 1e10ro?

29 Pure M. de. Idée des spectacles anciens et nouveaux. Paris: Brunet, 1668. P. 230.

3 Pomey F. Description d'une Sarabande dansée... P. 22.

3t Ibid.

32 He MO/IJIE?KUT COMHEHHIO, YTO UCIIOJTHUTEH capabaH/Ibl, CTOJIb BIIEYAT/IMBIIHH aBTOpa « KoposieBckoro
CJIOBapsI», MPOSIBJISII ce0s1 KaK UCTUHHBIN OPAaTOP, KCKYCHO BJIAJEIONTAHN PA3IMIHBIMHU CIIOCOOaMHu 00111e-
HUs C MyOJINKOW U COOTBETCTBEHHO MATETUYECKUM AKI[EHTOM: «OH ITOChUIAJ IIPUCYTCTBYIOIIUM HEKHbIE
U CTpPACTHBIE B3IJIS/IBI, a 3aTEM, Ka3aJI0Ch, YCTaB OBITh JIFOOE3HBIM, OH OTBOJIMJI B30PHI, KaK OY/TO JKeJtast
CKPBITh CBO€ UyBCTBO, M IIOPHIBUCTHIM JIBUKEHHUEM CJIOBHO OTHHMAJI JIap, KOTOPBIN MpeXK/ie Tpeiara
<...>. B mpojjoykeHue Bcero TaHIla OH 3aBOEBBIBAJI CTOJIH K€ MHOTO CEP/IEL, CKOJIb IIPEJIbCTUII 3PUTETIEH »
Cwm. Pomey F. Description d'une Sarabande dansée... P. 22.
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Bpsim 1m ecTh HEOOXOIMMOCTD CTPEMUTHCSA OTOOPA3UTh KAXK/YI0 U3 Ha3BaH-
HBIX JleTajJiell B IIEHUHU, TaHIle, UTPe Ha MHCTPYMEeHTaX, Aa0bl He IOIacTh B UHCJIO
HCIIOJIHUTEJIEN, KOTOPBIE, II0 CJIOBAM BBIJAIOIIETOCS HHTEPIIEpETaTOPa CTAPUHHOMN
My3bIk Hukosiayca ApHOHKypa, «XOTsI U 3HAIOT MYy3bIKaJbHYI0 'PAMMAaTUKY, HO
BBITIOJTHSIIOT, Oy/ITO CKJIEPOTHYHBIE ITpodeccopa JIMHIBUCTUKH, YTO-TO HAIOA00Me
OYKBaJILHOTO IepeBojia». «OIHAKO, — 3aMedaeT MYy3bIKaHT, — HEJIb3s YIPeKaTh
IIpaBUJIa 3a TO, UTO HE y/iaeTcs UX n30eKaTh», yKa3bIBas TEM caMbIM Ha HEOOXOAH-
MOCTb 3HAHUSA U COOIOeHUSA TaHHbBIX ITPaBuJI [17, ¢. 18]. CX0AHYyI0 MBIC/Ib BhICKA-
3biBasI 1 Irops ®enoposud CtpaBUHCKUN. B « My3bIKaIbHOI IIO3THKE» OH IIPUBO-
nut cyxaenne [lapss bBoasepa o Tom, UTO IIPOCO/IMS M PUTOPHUKA B AIIOXY OAPOKKO,
HAIIPOTUB, «IIOMOTAJI PACI[BETY OPUTHHAILHOCTH », U IIPOA0JIKAET: «UeM O0oJIbIle
HaJIaraeib Ha ce0s OrpaHHUYeHHN, TeM OOJIbIIle OCBOOOXKIAEIIbCA OT Ierel, CKO-
BBIBAIOIIUX JTyX»33,
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Abstract. The composers of the postwar avant-garde trend in music perceived
Anton Webern’s music primarily as a brilliant expression of a break with tradition.
Nonetheless, what was perceived upon first glance as a manifestation of innovatory
radicalism, upon more careful examination revealed to a greater degree its obvious
historical genesis. Entirely different ideas and values disclosed themselves beyond
Webern’s serial precepts — a profound symbolism permeated with mysticism and
elements of developed Medieval and Renaissance traditions of “parametric” musical
thinking.

This article demonstrates in a thesis manner observations tracing out
the lines of connection between the new elements of structural compositional logic
of certain oeuvres by Webern and the traditional ideas of the polyphonic works
by the Renaissance composers, primarily the “Great Flemish Masters,” the most
sophisticated artists of counterpoint, giving special attention in their musical

The article was based on the materials of the report for the International Scholarly Online
Conference ‘Academic Schools of Musicology in the 21% Century: Commemorating the 125"
Anniversary of the Gnesin Russian Academy of Music’ on November 24—27, 2020 through the
support of the Russian Foundation for Basic Research (RFBR) project No. 20-012-22003.

Translated by Dr. Anton Rovner
© Irina I. Snitkova, 2023

26



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 3

compositions to the architectonic organization of form, in whose music Webern
experienced an indelibly profound interest during the course of his entire life.
In the opinion of many researchers, certain aspects of Webern’s music become
more visible, if they become connected to his profound knowledge of and fondness
for such composers from the Netherlands as Dufay, Josquin, Ockeghem, Isaac, etc.

The concept of tradition in the context of this article is not exhausted by
the technological aspects of polyphony, but also presumes a mystical philosophical
constituent connected with a particular system of symbolic encoding which plays
a substantial role in both cases.

Keywords: Webern, the Renaissance tradition, the mensural principles,
canon, numerical and graphic symbolism

For citation: Snitkova, I. I. (2023). Anton Webern and the Renaissance
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AnHoOTanua. KoMo3urtopamMmu IocJeBOEHHOI'0 aBaHTapAa My3blka AHTOHA
BeGepHa BocCIpHHHUMAaJIach, IIPEKJE BCEro, Kak spKOe BBIpAKEHUE pas3pbIBa
c Tpasunuen. TeM He MeHee TO, YTO Ha IEePBbIM B3IJIAJ, BOCHPUHHUMAJIOCH
KaK IIpOsBJIEHHE HOBAaTOPCKOTO paJiiKajim3Ma, IIpu 0ojiee BHUMAaTEJILHOM
paccMoTpeHuH Bee bosiee v 60s1ee 00HAPYKUBAJIO CBOM OYEBUIHBIN NCTOPUYECKUH
reHe3uc. 3a cepuajibHbIMU yCTaHOBKaMU BeOepHa IpOTIJIAAbIBAJII COBCEM HHBIE
UJIeN U IEHHOCTU — IIPOHUKHYTHIH MUCTUKOM TJTyOOKUN CUMBOJIM3M U 3JI€MEHTHI
Pa3BUTOU CpelTHEBEKOBO-PEHECCAHCHON TPAJUIIUHN «IIapaMeTPUUYECKOT0»
MY3BIKQJIBHOTO MBIIUJIEHUA, MOpPeANOoJaraBllero OIpPeeJIEHHYI0) aBTOHOMUIO
CHHTAKCHCA U PUTMa 10 OTHOIIIEHUIO K 3BYKOBBICOTHOU CTPYKTYpP€E TOPU3OHTAIIH.

B craTbe Te3WCHO TIpeACTaBJeHBI HaOJMIOZeHUsA, Osarozaps KOTOPHIM
BBIABJIACTCA JIMHUA CBA3U MEXJYy HOBBIMU 3JIEMEHTAMU KOMIIO3UIMOHHO-
CTPYKTYPHOU JIOTUKU HEKOTOPBIX OIyCOB BebGepHa M TPAJUITMOHHBIMH UIEIMU
nosinoHmYeCcKO paboThl KOMIIO3UTOPOB PeHeccaHca, mpesk/ie BCEro, «BeJIMKUX
pramaHLIEB» — MCKYCHEWIIMX MACTEPOB KOHTPAMYHKTA, y/AEJABIINX B CBOUX
COUMHEHHUAX 0c000e BHUMAaHWE OPTraHU3aIlui apPXUTEKTOHUYECKOU (OpPMBbI, —
K MY3bIKE KOTOPHIX BebGepH MCHBITHIBA TIIyOOKHUIN, HENPEXOAAIUN WHTEpeC Ha
MPOTSHKEHUU Bced KU3HU. [lo MHEHMIO mcciiefoBaTesied, HEKOTOPbIE aCIEKTHI
My3bIKU BebepHa CTaHOBATCS HAMHOTO sSICHEE, €CJIU CBSI3aTh UX C €ro rIIyDOKUMU
3HAHUAMHU W JIIOOOBBIO K TaKUM HUJIEPJAHICKUM KOMIIO3UTOpaM, Kak /lrodawu,
Kocken, Okerem, M3aak u gp.

IToHATHE TPAAUIIUU B KOHTEKCTE CTAThU HE MCUYEPIBIBAETCA UCKIIOUNUTETIHHO
TEXHOJIOTUYECKUMHU acCleKTaMu IOJU(OHUU, HO MOApa3yMeBaeT TaKkKe
MUCTUKO-PUI0COPCKYIO COCTABJIAIONIYIO, CBA3aHHYIO C ONpeAeIEHHON CUCTEMOM
CUMBOJIMYECKOTO KOJUPOBAHUS, UTPAIOIIET0 CYIeCTBEHHEUIIYI0 POJIb B 000UX
cIIyJdasx.
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nton Webern has remained one of the key figures for comprehending

the nature and genesis of the postwar avant-garde trend in music. This

is testified, among other places, in the materials of the international
symposium Anton Webern und das Komponieren im 20. Jahrhundert: Neue
Perspektiven, published in 2019.' The intensive amount of research of the composer’s
legacy is demonstrated by the voluminous reference publication Anton Webern:
A Research and Information Guide,> and also, among other materials, articles
written in commemoration of the composer’s 140™ birthday [1, 6; 2],3 as well as
many other relevant works.

It is noteworthy that the composers of the postwar avant-garde trend
interpreted Webern’s music primarily as a brilliant expression of acbreak with
tradition. Nonetheless, what in the thick of polemics was perceived as a manifestation
of innovative radicalism, upon more careful examination identified its deep historical
roots to a greater degree. “The spirit induces me to speak of forms reincarnated
in new bodies” — this idea from Ovid’s Metamorphoses (Book 15) characterizes
the nature of Webern’s perspective of tradition [3].4 Completely different ideas
and values showed through Webern’s serial constructions — a complex symbolism
and elements of developed Medieval and Renaissance traditions of “parametrical”
musical thinking, which presumed a certain autonomy of rhythm from the horizontal
pitch structure.

The article presents in a thesis manner a number of observations which reveal
the line of connection between the new elements of the compositional-structural
logic of some of Webern’s oeuvres with traditional ideas of the contrapuntal
works of the composers of the Renaissance era, first of all, the great Flemish
masters — the ingenious masters of counterpoint, who placed special attention
1 See Cavallotti, P., Obert S. & Schmusch, R. (Eds.). (2019). Neue Perspektiven. Anton Webern und das
Komponieren im 20. Jahrhundert. (Webern-Studien 4). Lafite. A symposium organized by Dr. Pietro
Cavallotti took place on November 24—26, 2011 within the framework of the musicological seminar
of the Basel University.

2 See Hoskisson, D. (2017) Anton Webern: A Research and Information Guide. Routledge.
https://doi.org/10.4324/9781315770536

s It must be noted that in the works of Larisa Gerver [1] and Evgenia Chigareva [2] the question lies
in analysis of the compositions examined in this article.

4 This thought defines the content of Laurence Earp’s essay devoted to the parallels between Webern’s
musical works and the motet tradition from the era of Ars Nova.
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to the architectonic organization of form in their works, — in whose music

Webern maintained an indelible profound interest during the entire course of his
life. According to Christian Mason, “certain aspects of Webern’s music become
much clearer, if they are connected with his profound knowledge and love for the
composers of the Netherlands.”s The latter include Dufay, Ockeghem, Josquin,
de la Rue, Obrecht and, first of all, Heinrich Isaac.

Asitisknown,thebasicacademicschoolingwasreceivedbyWebernnotonlyduring
his studies with Arnold Schoenberg, but also at the University of Vienna in the class
of Guido Adler, under whose guidance he wrote his dissertation about Isaac.
This work served as a basis during the preparation for publication of Isaac’s chief
creation — the monumental cycle Choralis Constantinus [Chants for the Constance
Cathedral],® which is defined by the researcher as the “summa of Netherlandish
polyphony circa 1500.”7 This work presents a compilation of polyphonic liturgical
chants (arrangements of graduals) composed for the cathedral of the city
of Constance and timed to coincide with the annual calendar of church holidays.?

Among the list of research texts about Choralis Constantinus and
of the influence of this cycle on Webern’s musical output, special attention is merited
by the analytical articles of Christian Mason, Katheline Schiltz [4] and Maria Clara
Peinado Pereira [5] devoted to the studies of diverse forms of the canon present in
the Second Book of Isaac’s grandiose oeuvre and their analogies among Webern’s
works. It was particularly this book saturated with ornate canonical structures which
was chosen by Webern as the object of detailed scholarly research, which, according
to the scholars, predetermined in a natural way his unalterable adherence to the
form of the canon during the course of his entire compositional activities.

It is customary to describe the specific features of a number of serial canonic
structures in Webern’s music exclusively as the manifestation of pointillism. And,
indeed, the emergence of this particular phenomenon is closely connected with
his name, however, this idea, just as the elements of total serialization in his late
compositions, at times spanning all the dimensions of the musical texture, have
a much deeper historical genesis.

Thus, in the medieval practice of arrangements of the cantus prius factus (when
thetextand, correspondingly, thesyntax[thepracticeoftheso-called “counter-texture”]
could be arbitrarily estranged from the chorale melody, while any rhythm could be
substituted into the succession of its pitches), the source melody in a new rhythmical-
syntactic setting acquired an almost undiscernible musical appearance that was not

5 Mason Ch. (2005). Anton Webern and the Influence of the Heinrich Isaac, p. 2. Retrieved June 10, 2023,
from https://www.bestmusicteacher.com/download/webern_isaac.pdf.

6 In the 32" volume of Denkmiyiler der Tonkunst in Osterreich published in 1909 under the direction of
Guido Adler, Webern carried out the work of scholarly editing the Second Book of this work.

7 Mason Ch. Anton Webern and the Influence of the Heinrich Isaac, p. 3.

8 Isaac was not able to complete this work in full, and the cycle was completed by his pupil Ludwig Senfl.
The composition was published for the first time in 1555.
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identical to itself. The situation of desynchronization of the mutual “contradiction”
of the autonomous pitch and rhythmic sets in the isorhythmic structures of the
motets frequently leads to a parametrical rotation of melodic elements. Such a system
of coordination of various parameters of musical fabric is in many ways identical
to the principles of serial composition of the second half of the 20" century, which
also pronounces the structural autonomy of all the elements of sound.

This early music also makes active use of pauses in certain types
of transformations of melodic structures. They not only partition the polyphonic
lines in the technique of the French hocket, but also change the scalar-temporal
structure of syntactic constructions in the answers to the subjects in certain types

of canons or in the rhythmical

I taleis. Such a practice may be

RN T o Y - - ~ observed in the polyphonic

Warinere 5 ====—===— —j&i%? compositions from the time

Jr— L} of Perotin (the clausula Mors)

and up to Stravinsky (Thrent,

e ===——=1-= , === ]d est Lamntationes Jeremiae
" i Prophetae, reh. 360).

In Webern’s oeuvres the
described combinatoriality of
parameters becomes a basis for
a continuous metamorphosis
of the serial row, while the
technique  of bringing in
pauses in certain cases acquires
a resemblance with the
medieval and renaissance idea
of the canon cum pause. Such
a solution may be observed
in the second movement of
the Cantata opus 31, where
the continuous serial melody
N 3 in the part ofthe soloist

e (the proposta) generates
T f
a series of thematic answers
carried out in the technique
of cum pause. We may also
Example 1. A. Webern. Cantata op. 31, fragment of score  consider a particular feature
of this four-voice canon
in inversion (2P + 2I) the untypical position of the thematic subject, which comes
in after the first answer (ininversion) in the harp part (Example 1).
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However, with the addition of the pauses, the scalar-temporal structure
of the voices of this canon does not become subject to “extension” or any other type
of deformation characteristic for the “classical” canons cum pause. The canon,
consisting of the “light” trans-instrumental lines typical for Webern, works here,
according to the composer’s conception, primarily, for the sake of development
of the timbral parameter of the score, providing for the effects of pointillism and
the idea of Klangfarbenmelodie® intrinsic for the Second Viennese School [6].

In Webern’s compositions we can discover yet another set of principles derived
from the compositional practice of the composers from the Netherlands, which
base themselves on numbers upon the arrangement of the architectonic design
of their masses. Such ideas include the well-defined observation of mathematical
proportions in the correlation of the c.f. tones and the c.f. pauses in a number
of cases. Not having composed in the genre of masses directly, Webern, nonetheless,
perceives the constructive value of this principle and transplants it into some of his
canons. In this case, we can examine examples from two crucial compositions from
his musical output — the Symphony opus 21 (1928) and the Second Cantata opus 31
(1943).

Thus, in the exposition of the first movement of the Symphony the first subject
and, correspondingly, its answer, consists of tones the combined duration of which
is 26 “breves” and pauses of the combined duration of 13 “breves,” altogether
comprising the proportion of 2:1.° Another example of this kind is present
in the sixth movement of the Second Cantata, wherein each of the voices of the four-
voice canon in inversion is precisely doubled ‘pointwise’ by orchestral instruments
and consists of 48 “breves” in the tones and 16 ‘breves’ in the pauses in the strict
proportion of 3:1. The serial-contrapuntal plan of this movement is described
in greater detail in Pereira’s article [5, pp. 32—331.

When preparing Isaac’s Second Book Choralis Constantinus for publication,
Webern could not avoid encountering the scholarly problem of deciphering
the mensural notation individually, voice by voice and bringing together all
the polyphonic voices into one full score with a unified tempo and meter."

An undeniable testimony of Webern’s steadfast attention to this side
of Renaissance polyphony is the formatting of the score of the sixth movement
of the Cantata which replicates directly the mensural principles of the arrangement
of the polyphonic text, a classical example of which is the double canon in the
Kyrie from Ockeghem’s Missa Prolationum with the characteristic ‘dispersion’
of the measures in time (Example 2):

9 Webern’s Klangfarbenmelodie technique is examined in detail by Matthew Zeller on the examples
of opus 10 and 11 [6].

1o Here and onwards we use for units of counting the ‘breves,’ i.e., the early type of half-notes, traditional
for metrical measurement in Renaissance polyphonic composition.

1 Ttwas particularly this type of practice that Guido Adler maintained in the publication of the corresponding
volume from the series Denkmdiler der Tonkunst in Osterreich.
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Example 2. J. Ockeghem. Missa Prolationum, Kyrie, fragment of score

In Webern’s score the polymetry demonstratively brought out to the forefront
conceals the analogous idea of a quasi-mensural “apportionment” of the meter
according to various voices and instruments (Example 3):

Here Webern turns to
the “white” notation of the
‘strict style’ and likewise
takesthetraditional ‘brevis’
as the metrical unit. At the
same time, he sets up in
each voice a retrograde
metrical structure in which
three different ‘mensurae’
alternate in an irregular
manner (2/2; 3/2 and 4/2),
which completely cancels

out the overall sensation
Example 3. A. Webern. Cantata op. 31, fragment of score of meter. The frequency

of these shifts of meter and
the retrograde principle of their construction can be observed in the example
of the tenor part of the chorus (Example 4):

Metric retrograde

- Meter in] 2
' breves
Number of | 1 1 2 | 3 1 1 1 1 1 2 1 1 2 1 1 1 3
| measures

w
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3
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Example 4. A. Webern. Cantata op. 31, 6th movement

The systematic displacement of the measure divisions in the score increases by
itself as the result of the rule itself of bringing out this four-voice canon — a ‘delay’
of each answer for 3 “breves.”

Another idea, stemming from mensural notation, is realized in the second
movement of the Cantata. Here, on the contrary, in all of the voices of the score
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a unified metric network is used, which, nonetheless, is distinguished by an extreme
frequency of change of meter. Here the “brevis” also serves as a unit of measurement.
In the rhythm of the change of the ‘mensurae’ an interesting regular recurrence
is discovered: the 74 measures of the number are divided into two symmetrical
sections containing 37 measures each with a divergent ordering of succession
of even and odd measure numerators:

I section: 2|3|2|3etc.... || II section: 3|2|3|2etc. ...

37 m. [ 37 m.
74 m.

It must be noted that such a structure is characteristic for the inner design
of the movements of the masses of the first half of the 15" century. For example,
it can be found in Guillaume Dufay’s Missa “Caput,” in which each movement
of the ordinary is divided into two sections, where the perfect mensura of the first
movement — 3/2 — changes to an imperfect 2/2 in the second:

Dufay. Missa “Caput’?
IL.tempus perfectum(3/2)||II.tempus imperfectum(2/2)

—cf. — c¢f. — cf | -— c.f — ¢t ||
Kyrie - 30 — 12 —— 28 || -— 46 -— 43 |
Gloria -— 30 — 12 —— 28 | -— 89 -— 43 ||
Credo — 30 — 12 — 28 | -— 46 — 43 |
Sanctus -—-— 30 -— 12 -—— 28 | -— 46 -— 43 ||
Agnus — 30 — 12 —— 28 || -— 67 — 43 |

However, it is proper to indicate the differences in the proportions themselves
of the examined compositions: in Dufay’s work the second section is shorter
in the duration of its sound than the first, whereas Webern constructs an ideally
symmetrical correlation for them. At the same time, it is important to emphasize
that in all of the cited examples the measure-based, metrical indications used by
Webern correspond to traditional mensural divisions (3/2—-2/2).

In the context of the subject of the present article, the concept of tradition
cannot be exhausted by the examination of exclusively the technological aspects
of polyphony, but also presumes a certain ideological, esoteric-philosophical
component connected with a certain system of symbolic coding, which plays
a substantial role both in the art of the Renaissance,'3 and, obviously, in a number
of Webern’s compositions [8].

2 The numerical proportions of the c.f.-tones are brought in from the following publication:
Evdokimova, Yu. K. (1989). Istoriya polifonii. Muzyka epohi Vozrozhdeniya. XV vek [History
of Polyphony. Music of the Renaissance. 15th Century]. (Vol. 2-A). Muzyka, p. 127.

13 Thereby, the problem of the correlation of the symbolic proportions present in the architectonics of two
great creations of the Renaissance — the Florentine cathedral Santa Maria del Fiore and Guillaume Dufay’s
motet Nuper rosarum flores, composed in honor of the cathedral’s consecration (1536), is described
in a number of research works, in particular, in Charles Warren’s article [7] and is discussed in detail
in Emily Zazulia’s work [8].
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We have written before that the symbolic geometry of Webern’s Symphony
opus21findsitscontinuationinthepeculiar “mysteryofthenumber,”in particular, —
in the “perfect” proportion of 66:99, reflecting the ‘mirror’ proportion
of the measures of the first and the second movements [9, p. 127].

Let us complement this idea with yet another interesting fact. The given
proportion is also well-known in the symbolic tradition of the Renaissance. It is
connected with the name of Mary and the plotline of the Annunciation: Archangel
Gabriel’s greeting Ave Maria which has become the famous prayer, symbolizes
according to the rules of gematria'# with the numbers 66 and 99:

Ave Maria gratia plena
1+20+512+1+17+9+17+17+1+10+9+115+11+5+13+1
26 40 54 43
66 : 99

It is important to note that this proportion is placed, for example, at the basis
of the correlation of the c.f.-tones and the c.f.-pauses, in Ockeghem’s Missa “Ecce
ancilla Domini,” as well as numerous other numerical correspondences in this
mass. This fact is indicated by Henze in her research work [10, p. 193].

Ockeghem. Missa “Ecce ancilla Domini”:
C.F.- Pausen C.F.- Noten
660 + 990 = 1650

The sum of these numbers — 165 — comprises the number of rosary beads
in the Rosary dedicated to Mary*s (figure 1):

In addition to that, within the correlation of 66:99 there exists
another proportion, which is concealed — 2:3, present, as has been
stated before, in the second movement of Webern’s Second Cantata
and prevalent in the formal structures of various levels in a whole
set of Renaissance and Baroque compositions (most notably, those
/ of Ockeghem and Bach), also reflects ‘Mary’s number’ — 5 (2+3).
’ It must be reminded that a well-known attribute of Mary is

also a flower.*® Let us bring these facts into correlation with the serial
_I_ schemes presented in our previous work [9], in particular, with
the scheme of the first two groups of statements of the serial row

in the exposition of the Symphony’s first movement (Example 5):

i'... .

Figure 1

4 Gematria in the ancient and medieval hermeneutical systems, this is one of the methods of concealing or
discovering the ‘hidden meaning’ present beyond a number or a word. The gematria of a word is the sum
of the numerical meanings of the letters comprising it.

15 Besides the traditional rosary beads, the Rosary is the name of the prayer read according to these beads.
16 In particular, the Madonna with a flower is the object of dedication of one of the most famous
architectural monuments of the Italian Renaissance — the aforementioned Florentine cathedral Santa
Maria del Fiore (1434).
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Example 5. A. Webern. Symphony op. 21, Exposition

The flower in combination with the concealed name of Mary forms a single
sign complex, which, in all likelihood, bears within it indications of symbolism
extending back to the tradition of Rosicrucianism.

Such animage of the flower is a direct realization of Goethe’s well-known idea
of the “plant archetype” (Urpflanze). It is known that the ideas of Neoplatonism,
which nourished the Renaissance era,” found their continuation in Goethe’s
philosophy, and by means of it exerted a decisive impact on Webern’s worldview and

7One of the most important centers of Neoplatonism and a source for the ideas of the Renaissance was the
Florentine Plato Academy, established in 1462 by Marsilio Ficcino (with the aid of Cosimo Medici).
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directly on his creative process itself, which he mentioned on numerous occasions,
including his lectures Der Weg zur Neuen Musik.

In continuation of the assumptions stated in my previous paper [9], during
the process of the subsequent serial analysis of the Symphony, we have been able
to discover within its structure a few more important esoteric symbols in their
aggregate presenting this composition as a most complex system of graphical
cryptograms, carried outinthe Medieval and Renaissance style. But thisis a separate
subject for another article.

When characterizing Webern’s “traditionalism,” which acquires more
and more weighty substantiations in continuously discovered new facts of his
musical creativity, one cannot do otherwise than be supportive of Mason’s precise
formulation: “Webern was the sole representative of the Second Viennese School
who overcame the frameworks of the late romantic aesthetics, and it seems that
this occurred not from the modernist aspiration to forge the future, but because he
looked back into the distant past of the Renaissance. And this was not nostalgia, but
rather a feeling of closeness and a common aim...”*8
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Annoramusa. Crenmueckas cyapba mocienHeidr omepsl Kop:ka buse
«Kapmen» pmaBHO ob6pocia JiereHmamu. Jlosaroe BpeMss B 3apy0e:KHOM
1 0T€YeCTBEHHOM MY3bIKOBEJIEHUU CUUTAJIOCh, UTO MPOU3BeJleHNe ObLIIO BechMa
X0JIOZTHO BOCIIPUHATO KPUTUKAMU, a IPEMbEPA, COCTOsABIIasICS 3 MapTa 1875 roza,
IIPOBAJIMJIACh. AHAIU3 CTaTEN B MEPUOANYECKUX U3/IAaHUAX 1875 rofa BhIABIISIET
JIOJKHOCTB 9TOTO (paKTa: OT3BIBHI Ha MEPBYIO IOCTAHOBKY « KapMeH» OBbLIIH IOYTH
€IMHOYIITHO IOJIOKUTEJLHBIMH, HU OJHON PE3KO OTPHUIATEILbHOU PpeleH3un
HareyaTaHo He 6b110. UTOOBI pa3oOpaThcsi B NMPUUYMHE BO3HUKHOBEHUS Muda
0 IPOBaJIe ONEPHI, CTOUT 0OPATUTHCA K KPUTHUECKUM CTaThsIM, OITyOJTMKOBAHHBIM
C MOMEHTa IIepBOU MOCTAHOBKU /10 BO300HOBieHUA «Kapmen» B Komuueckoi
Omnepe B 1883 roxay.

© bysnpruéna A. B., Apytionosa E. A., 2023
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JleBATHAIIATHIN BEK CTAJI BpeMeHeM pacliBeTa (ppaHIly3CcKou mpecchl. TOIbKO
B [lapmske HacUMTHIBAJIOCH OOJIee COTHU ra3eT U WIIIOCTPHUPOBAHHBIX JKYyPHAJIOB,
OKOJIO IECTUAECATH U3 KOTOPBIX OTKJIMKHYJINCh HA TpeMbepy « KapmeH». ABTOpamMu
pelleH3ull BBICTYIAJIN KaK KPYITHbIE MY3bIKOBEAbI, KOMIIO3UTOPHI, JIUTEPATOPHI,
TaK W KyPHAJIUCTBI, YbU UMEHA OCTAJIMCh HeM3BEeCTHBIMU. [IpakTUUYecKu Kakaas
KpUTUYECKas CTaThs paccMaTpPHBaeT Ba’KHbBIE BOIIPOCHI JIMOPETTO, MapTUTYPHI,
UCIIOJIHEHUA W ogopmiieHuA. I3 MaTepuasioB mpecchl CIeAyeT, UTO OCHOBHBIE
IIPETEH3UHU II0CJIe IEPBOM ITOCTAHOBKU OBLIIN MPEIbABIEHB BHIOPAHHOMY CIOXKETY
1 JTUOPETTO, TOT/ja KaK My3bIKa IIOJIyYnsIa BechMa 0J1arOCKJIOHHBIE OIleHKHU. [Tocte
cMmeptu buse B utoHe 1875 roja onepa HaXoAWJIach MO/l MPUCTAJIbHBIM BHUMAaHUEM
IIyOJIMKH, IIPO/I0JIKAJIa ITOJIydYaTh BOCTOP?KEHHBIE OT3bIBHI U BHIIILIA U3 pelepTyapa
«Omepa-KoMuk» 1ocjie JIByX YCIEIIHBIX CE30HOB H3-3a TPeOOBaHHUS OOHOBUTH
peneptyap. B 1883 roay « KapmeH» BepHyJs1ach Ha MapUKCKYIO ClieHy IPU3HAHHBIM
BO BCEM MHUpe IIeJIeBpOM, U MUMEHHO B MOMEHT BO300OHOBJIEHHSI OIEPHI CTaJI
CKJIaZIBIBAThCA MH(@ O IIpoBajie MpeMbephl. ATa JiereH/ia, co3faHHas AUpeKIuen
KoMmuueckoi omnepsl I IIPUBJIEYEHUs BHUMAaHHs, OBICTPO PacCIIpOCTPAHHIIACH
1 3aKpenujaach B CO3HAHUHU MyOJIMKHM W KPUTHUKU. He IOC/IeaHIO pOJIb B ee
MOMyJIsIpU3aIuH chIirpast 3(pdeKT Mo MeHbI BOCIIOMUHAHUN U ¢C(POPMUPOBABIITUUCS
BOKPYr buse o0pa3 pOMaHTHYECKOTO XyAOKHUKA, HEIPU3HAHHOI'O TeHUs,
rocroactBoBasImni B XIX Beke.

KiaoueBbie ciaoBa: buse, «Kapmen», ¢panily3ckas mnpecca, JIOXKHbIE
BOocIoMuHaHwus, «Onepa-KoMuk»

s mutupoBanusna: byaviuesa A. B., Apymiwonosa E. A. Poxxnenne muda
o npoBaie «Kapmen» Kopxka busze. Ilo matepuasiam ¢dpaHITy3CKOU IIpecchl
1875—1883 romoB // CoBpemeHHBbIe IIpobOJeMbl My3bIKO3HaHUA. 2023. NO 3.
C. 40—62. https://doi.org/10.56620/2587-9731-2023-3-040-062
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Abstract. The stage fate of Georges Bizet’s last opera Carmen has become
surrounded by legends for a long time. For a long period of time in musicology
in Russia and in other countries it was considered that the composition was received
rather coldly by the critics, whereas the world premiere, which took place on March
3, 1875 resulted in a failure. An analysis of the articles published in the periodicals
of 1875 reveals the erroneousness of this fact: the reviews of the first production
of Carmen were almost unanimously positive, and not a single harshly negative
review was published. In order to understand the reason for the origin of the myth
about the opera’s failure, it is worth examining the critical articles published from
the moment of its first production up to the revival of Carmen at the Opéra-comique
in 1883.

The nineteenth century became a time of flourishing of the French press.
In Paris alone there were over a hundred newspapers and illustrated magazines,
around sixty of which responded to the premiere of Carmen. Among the authors
of the reviews there were both significant musicologists, composers and literati, as
well as journalists whose names have remained unknown. Virtually every critical
article examines important questions of the libretto, the score, the performance and
the formatting. It follows from the materials of the press that after the first production
the main criticism was expressed in regard to the chosen plotline and the libretto,
while the music received quite favorable estimation. After Bizet’s death in June 1875,
the opera remained under the steadfast attention of the public, continued to receive
exuberant reviews and was withdrawn from the repertoire of the Opéra-Comique
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after two successful seasons due to the requirement of renewing the repertoire.
In 1883 Carmen returned to the Paris scene as a masterpiece acknowledged
throughout the world, and it was particularly at the moment of the opera’s revival
the myth began to form of the failure of its premiere. This legend, created by the
directorate of the Opéra-comique for the sake of attracting the audiences’ attention,
was quickly disseminated and fixated itself into the consciousness of the public and
the critics. Not least important was the role played in its popularization by the effect
of substitution of reminiscences and the image formed around Bizet of a romantic
artist and an unrecognized genius, which predominated in the 19th century.

Keywords: Bizet, Carmen, French press, false memories, Opéra-Comique

For citation: Bulycheva, A. V., Arutyunova, E. A. (2023). The Creation
of the Myth about the Failure of Georges Bizet’'s Carmen. Following the Materials
of the French Press of the Years 1875—-1883. Contemporary Musicology, (3), 40—62.
(In Russ.). https://doi.org/10.56620/2587-9731-2023-3-040-062

Bgeoenue

IeHnJeckKas cyanba mocyaenHen onepol Kopka buse «Kapmen» naB-

HO obpociia jereHzaMmu. B oTeuecTBEHHOM MY3bIKOBEJIEHUU MIPUHATO

CUUTaTh, YTO MMPOU3BEJIEHNE ObLIIO BEChMa X0JI0JHO BOCIIPUHATO KPU-
THUKaMH, a IIpeMbepa, COCTOABIIAsACA 3 MapTa 1875 rojaa, npoBanuiach: «IIpecsi-
IIeHHbIe OyprKya — OOBIYHBIE ITOCETUTEH JIOXK U MapTepa — HAIIUIU CIOKET OIle-
PbI CKaOpe3HbIM, a MY3bIKY — CJIUIIKOM CEPhE3HOU U CI0KHOU. OT3BIBBI IIPECCHI
OBLIH MOYTH €TUHOYIITHO OTPHUIIATEIbHBIMIU » . YTBEPIKIEHHE O IPOBaie MHOTHE
ro/ibl MOJAJEPKUBAIU U 3apyOerKHbIe yUeHbIe, OJTHAKO C CEPEeINHBI JIBAIIATOTO
BeKa BOIIPOC O PEAKIIUU HAa IPeMbePY He CUUTAETCA CTOJIb OUEBU/IHBIM. YK€ B MO-
Horpadusx Munsl Képruc, Yuntona /luna, Crro3en Makkiapu [1, pp. 335—336;
2, pp- 114—118; 3] NpUBOAATCS BBIIEPIKKU U3 KPUTHUYECKUX 3aMETOK, YKa3bIBalO-
II[Fie Ha HeOTHO3HAUYHOCTD BOCIIPUATHS « KapMeH» coBpeMeHHUKaMU. 3HAYUTEIb-
HYIO POJIb ChITPaJIa JIeATEeTbHOCTh aMEePUKAHCKOTO My3biKOBe ia Jlecsiu PauT. B cBo-
1x paboTax oHa obparaercs K ppaHILy3CKOH IIpecce BTOPOU moI0BUHBI XIX Beka:
crathsiM 0 buze I'ekTtopa Bepsimo3a u DpHecra Peiiepa B kypHase Journal des
débats politiques et littéraires [4, pp. 237—254] 1 MapyKCKUM U3JAHUAM 1875 U
1883 rojioB. AHATU3UPYSA «TEKCT U IOJATEKCT» Ta3eTHBIX Mybsukamuii, Paut me-
JIaeT BBIBOJI O HAJTUYUH «KPUTHKU €O cy1abou moxBasion» (“Carmen” was damned
with faint praise) [5, p. 6], a He 0 pe3K0 HEraTUBHBIX OT3bIBaX. IIpescTaBieHHbIE
MaTepuaabl ObLIM BIIOCJIEACTBUU HCIOJb30BaHbl B MOHOTpaduu Xbio Maxkjo-

1 JIpyckun M. C. Ucropus 3apyOerxkHoii my3biku. CI16.: KommosuTop, 2002. B 4. C. 426.
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Hasp/Aa (ee GparMeHT Tak)Ke TOMEIIEH B ITPEINCIOBUE K U3IaHHBIM UTATbIHCKUM
nmrchMaM U THeBHUKaM buse [6, pp. 13—23]). Bompeku cy1ecTBymoIieMy MHOTO-
ob6pa3uio MPOTUBOPEUUBBIX MHEHHUU, HCCJIEIOBATENb CKIOHSAETCA K TPAAUIIMOH-
HOI Bepcuu o mpoBajie « KapMeH» «I107 HATHUCKOM HENPUA3HU U HEITOHHMAHUS»
(failed under the onslaught of hostility and incomprehension) [7, p. 224]. B ote-
YyeCTBEHHOM MY3bIKOBEJIEHUHM Ha BOSHUKHOBEHUE JIET€H/ IbI 0 bu3e Kak 0 «“Hapoji-
HO-JIEMOKPATUYECKOM KOMIIO3UTOPE OJTHOU OIephI» [8, p. 159] BepBbie 0OpaTu-
sia BHUMaHue JIr060Bb AOpamoBHa Kymern, mocBsaTusiiasi psj padboT pa3BeHUaHUIO
MuGOB 0 caMOM KOMIIO3UTOPE U 0 ero IpousBeieHusx [8; 9]. K Bompocy o popmu-
poBaHUM MH(da BOKPYT OJTHOTO IIPOU3BeIeHUSA TakKe oOpatuiach Hemin @ypman
B KHUTe «“Kapmen” buse» [10, pp. 1—14].

B mocsieHue To/ibI Bee HO0JIbIE UCCIeA0BaTeIel TBOpUECTBA KOMIIO3UTOPA,
obpamaromuxcsa K ppaHiy3ckoil mpecce nocyaeaHelr Tpetu XIX Beka, ¢ yBepeH-
HOCTBHIO TOBOPST €CJIM He O IOJHOM yciexe «KapMeH» MpHU MMEpPBOi IMOCTAHOBKE,
TO 00 OTCYyTCTBHHU SBHOTO ee Kpaxa. Puyapy JIsaram Cmut B kHure «OTKpBITas
“KapmeHn” buse» mozipoOHO paccMaTpHUBAaeT PeaKIIHI0 KDUTHKU Ha IIPEMbePY, IIPHU-
BJIEKasl ayTEHTUYHbIE UCTOUHUKU [11, Pp. 245—274]. BbIBOJIBI, TOJTyUYeHHbBIE B pe-
3yJIbTaTe 3TOT0 UCCJIEAOBAHUS, TaKKe OTPaKEHbl B CTaThsAX cOOpHHKa «KapmeHn
3a pybexxom» (1mmoz pemaknueirt Cmurta u Kinasp Payaen): «Omnepa He mpoBainiach,
<...> HO TeM He MeHee BhI3BaJjia criophl» (the opera was not a flop <...> but it was,
nonetheless, controversial) [12, p. 12].

YT00OBI pa300paThCA B TOM, UTO K€ JeUCTBUTEIFHO ITPOU3OIILI0 3 MapTa 1875
roJla, CTOUT OOPATUTHCA K UCTOKAM, a UMEHHO K JKYPHAJIbHBIM U Ta3€THBIM ITyOJIH-
KaIlusiM, pa3MellleHHbIM Ha caiTe HarnonaabHOU 6ubnoTeku @paHIium.

dpaniysckas mpecca — 3TO CJI0KHaAsI M pa3BeTBJIEHHAs CHCTeMa MHOTOUMC-
JIEHHBIX u3zlaHuii. K cepesiuHe AeBATHAIATOTO BeKa TOJIBKO B ogHOM Ilapmike
HACYUTHIBAJIOCH OOJIee COTHU Ta3eT U WLIIOCTPUPOBAHHBIX KyPHAJIOB, PETYISPHO
OCBEIIAIOINIMX HA CBOMX CTPAHHIAX HOBOCTHU IMOJUTHKHU, (UHAHCOB, KyJIbTYyPhI HE
TOJIbKO @paHIK, HO ¥ BCETO MUPAa. B OTCyTCTBUE UHBIX CPEJICTB MacCOBOU MHGOP-
Malluy epruoArKa O6blia BaXKHEUIIINM UHCTPYMEHTOM BJIUSHUSA HA YMbI IMyOJIUKU,
¢dopMmupoBasa u B TO jKe BpeMs OTparkajia MHEeHUe OOIbITUHCTBA. JleBATHAAIIAThIN
BEK CTaJI BpeMeHeM paciiBeTa (ppaHIy3CKOH IMyOJTUITUCTUKY. B KauecTBe KPUTHKOB
B ra3eTax BbICTyIaJId MHOTHE HU3BECTHBbIE MCKYCCTBOBEJIbI, UCTOPUKU, ITHCATENH,
KOMIIO3UTOPBI, B YacTHOCTU bepinoa, Peliep, ’Kroap MaccHe.

B 006111€e#i c/10KHOCTH Ha TIpeMbepy « KapmeHn» B 1875 roay, cMepTh buse u Bo3-
obHOBJIEHHE OoTIephI B 1883 roy ObLIO HarleuaTaHoO OoJIee BYXCOT OT3hIBOB. O/1HA-
KO He BCE OHHM UMEIOT IIEHHOCTh U COJIep:KaT BayKHYI0 HHMOPMAIHIO JIJIS HCCIe-
JIOBaHUs. 3a KaXKJA0W U3 3TUX CTaTel CTOUT KOHKPETHBIA YeJIOBEK, TaK UJIU MHAUE
paccMaTpUBAIUN HOBOE COUYMHEHNE Yepe3 MPU3My COOCTBEHHBIX 3CTETUUECKHUX
YCTAaHOBOK. ABTOPAMH BBICTYIIAJIN KaK U3BECTHBIE MY3BbIKOBE/IbI, TEATPAJIbHBIE JIE-
SITEJIU U JINTEPATOPHI, TAK U KYPHAJIUCTHI, YbH UMEHA HEe COXPAaHWJIMCh B aHHAIax
HCTOPHU.
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Ananus onmy0JIMKOBAaHHBIX OT3HIBOB BBISBJISIET UHTEPECHYIO KAPTHUHY: BCE OHU
€JINHOAYIIHO II0JIOKUTEJIbHBIE, XOTA U COAEP>KAT HEKOTOPble OTOBOPKU, KOTOPbIE
OyZyT MOJIpOOHO PACCMOTPEHBI B CJIEyIONIEM pasjesie. Bo3HHKaeT BOIIPOC MOsB-
JIEHUs JIeTeH/bl O MPOoBaJjie, KOTOPasi MaJI0 COOTHOCUTCA C JIEUCTBUTEJIBHBIM II0-
Jio)keHueM Bellell. Bo3MOXKHBIM 00bsICHEHHEM 3TOTO IaPaJIoKCa MOKET CJIY>KUTh
IICUX0JIOTUUECKUH (peHOMEeH MOMeHbl BOCHOMUHAHUU U BJIUSHUE CJI0KUBIIIETOCS
B XIX Beke oOpa3a pOMaHTHUECKOTO XyOKHHUKA.

J171s1 TOoro 4ToOBl COCTABUTH IOJIHYIO KapTUHY COOBITHM, HEOOX0aUMO 0Opa-
TUTBHCA K UCTOPUU CO3JIaHUA OIEPbI, €€ BOCIPUATUIO IIOCJIe IIPEMbEPHI U CIIEHU-
YeCKOU cy/ib0e MpOU3BeJ/IeHUsA 10 MOMeHTa BO300HOBJeHUsA B «Omepa-Komuk»
B 1883 roxy.

CosdaHue «Kapmen». IIpemvepa. Kpumuxa

buze mosyuyns 3aka3 Ha HOBYKO olepy oT «Omepa-Komuk» B 1872 rony.
B nuceme damony I'ayabepy ot 17 utoHs 1872 roza o nuieT: « Komuueckas ornepa
TOJIPKO YTO 3aKa3ajia MHE TPEeXaKTHYIO omepy. MeJbsik 1 ['ajieBu HamumIyT JInOpeT-
T0. OHO OyZIeT BeceJIbIM, HO TOU BECEJIOCThIO, KOTOpasi He MeIllaeT CTUIII0»2, V3Ha-
YaJIbHO ITPeMbepa Orephl IpeIioaraaach B Hossope—aekabpe 1874 roza, HO U3-3a
(prHAHCOBBIX TPYHOCTEH TeaTpa peNeTUIINN OTKJIa/IbIBAJIHCh, a TTepBasi ITOCTAHOB-
Ka COCTOsIJIaCh TOJIbKO 3 MapTa 1875 roja.

ITepBoe ynomuHaHue o «KapMeH» B IIpecce OTHOCUTCA K stHBapio 1873 rojia.
4 stHBaps *KypHas Le mémorial diplomatique? aHoHcUpyeT OyAyIIYIO0 IPOrPaMMy
Komuueckolt onepsl, coobiiasi 0 HOBOM IPOU3Be/leHUU TI'-Ha buse Ha ubpeTTO
Menbsika u ['asreBu. 30 ceHTAOps 1873 roga rasera Le messager de Paris my0uKy-
eT 00bsaBiIeHne: «B “Onepa-KoMuk” uayT peneTuiuyu cOYnHeHUs r-Ha buse “Kap-
MeH”, ZIBe TJIaBHBIX POJIN MpeHa3HavYeHbl 11 r-Ha Jlepu u Mm-m [asin-Mapbe »4.
Takum 06pa3oM, K OCEHH U3BECTHBI UMEHA UCIIOJIHUTEJIEN TJIaBHBIX POJIEU, XOTs
3Ta 3aMeTKa BBITVIAIUT HECKOJIBKO MPEXKIeBPEMEHHOU: Cy/isl IO ITHuchMaM buse,
curyarusa ¢ Cenectun l'asutn-Mapbe Haxojuaach TOJBKO Ha CTaJUU IE€PEroBO-
POB, TaK Kak IeBUIla He BXoauia B Tpynmy «Omnepa-KoMuk» 1 Besia akTUBHYIO Ta-
CTPOJIBHYIO JIEATEJIbHOCTD. ies Mpe/IJIoKUTD el BHICTYIIUTDh B « KapMeH» BO3HUK-
Jia'y buse mociie Toro, Kak HaMeueHHas UCIIoJIHUTeIbHUIIa, Mapu Po3, oTkazanach
OT POJIM, COCJIABIIUCH HA «CKAaOpe3HbIe YepPThl XapaKTepa» ee TePOUHU, KOTOPhIE
OHA HUKaK He MoTJia ObI ITI03BOJIUTH cebe BOIUIOTUTH Ha ciieHe. ['amn-Mapbe, Ha-
MIPOTHUB, C PAJOCThIO IPUHSIA TIPEJJIOKEHNE KOMIIO3UTOPA, HO BeJia JOJITHUE Tie-
PETOBOPHI C IMPEKIIUEN TeaTpa MO MOBOJIy TOHOPapa M PeneTUInii, CTOJIb I0JITO
OTKJIQ/IbIBaBIITUXCS.

2 Kopxx buze. ITucbma / cocr., iepeBo], BCTyI. crathsd u npuMmed. I. T. ®unenko. M.: My3srus, 1963.
C. 321.

3 Chronique théatrale // Le Mémorial diplomatique. 1873. No. 5. P. 79.

4 Théatres // Le Messager de Paris. 29.09.1873. P. 4.
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C xouna 1874 roga ynomuHauusa o «KapMeH» B pa3IUYHBIX U3JaHUSAX CTa-
HOBSTCS PETYJIAPHBIMU, a B JleKaOpe BIepBble 03ByYHNBaAETCs TOUHAs /IaTa IpeMbe-
pbl. Cam buse akTUBHO JlopabaThIBaeT OIlepy, B YaCTHOCTH, J€JIaeT OKOHUYATETbHYIO
OPKECTPOBKY, TOTOBUT MAapPTUTYPY U KJIABUP K IyOsukanuu Autyanom IllyzaHoms,
a Tak)Ke BeJleT nepenucky ¢ ['ayumm-Mapbe, MHOTOKPAaTHO U3MEHsIs 110 ee TpeboBa-
Huto naptuto Kapmen. Kpome Toro, KOMIIo3uTop, OUeBU/THO, TTOJBEPTAJICS U OIIpe-
JIeJIEHHOMY JaBJIEHUIO CO CTOPOHBI Aupekinu «Omnepa-Komuk». [TooxkeHue Tea-
Tpa OBLIO IIaTKOE, UMEJIUCh O0JIbIie (PUHAHCOBBIE MTPOOJIEMBI, IIOATOMY HYKHO
OBLIO COYMHEHHE, KOTOPOE IPHUBJIEYET OOJIBIIIOE KOJTUIECTBO MyOJIUKH B obecIre-
YUT MOJIOKUTEJIbHYIO PEeakIuio B mpecce. [IpoBOKalMOHHBIN cloKkeT «KapmeH»
BBI3BIBAJ Y qupekTopa «Onepa-Komuk» Kamuis jro JIokisa 6eCioKoOMCTBO, a IIpo-
Bas «J[skaMuiie» U «ApJie3anaHKu», B KOTOPOM, OJTHAKO, KDUTHKA HEe yCMaTpuBasia
BUHBI br3e, He BCeJIsI Bephl B CUJIbI KOMIIO3UTOPA. 3a3KaThIi Mekay (GUHAHCOBOU
IIPOIIACTHIO U TPEOOBaHMEM ITyOJIMKU K OOHOBJIEHUIO perepTyapa, /o JIOKIb mpe-
’KJle Bcero 3a00TmiICs 00 ycrexe MepBOU IMOCTAHOBKH C KOMMEPUYECKOH TOUKHU 3pe-
HUs, BMEIINBAsCh B IIPOIECC PENETUIIUHA U CO3JaHUsI TaPTUTYPHIC.

B koHIIe deBpasis, Iepes caMmoil peMbepoi, buze 6bLT Harpak/ieH Op/IeHOM
[ToueTHOTO JiernoHa. JleKpeT, omyOJIMKOBaHHBIA 1 MapTa, HEOJHOKPATHO YITOMHU-
HaJsics B npecce: «Buepa B “Onepa-KoMuk” cocrosiyiach reHepasibHas PereTUIus
“Kapmen”. Jlenb Ha3aj r-H br3e Moyiydms1 CBUIETEIHCTBO U 3HAKHU OTJIMYUS OpJie-
Ha [loueTHOTrO JIeETMOHa», — TOBOPUJIOCH B razere La France 3 mapra 18757.

Ha mpembepy «KapmeH» OTKJIMKHYJIMCh HPAKTUYECKH BCE Ta3€ThI U XKYypP-
HaJIbl, TAK WIN WHAUe CBA3aHHBIE C UCKycCTBOM. Cy:KJeHHs O HOBOM IIPOU3BE/Ie-
HHUY OBLTM CAMBIMH Pa3HOOOPa3HBIMU: OT BOCTOP3KEHHBIX AUGHUPaMOOB /10 BecbMa
CIep’KaHHOU UPOHUM, HO HU OJTHOTO PE3KO OTPHUIIATEIbHOTO OT3hIBA HAaIleUaTaHO
He ObLT0. KaskIblil KpUTHUK CTPEMUJICS HA OJTHOM HJIU JIBYX Ta3eTHBIX Pa3BOPOTaX
pacckasaTh O TBOPUECKOM IIyTH buse m ero 3aciyrax, IepeckasaTh HOBesry Me-
puMe ¢ cOOCTBEHHBIMU KOMMEHTapUSAMU, CZleJIaTh HECKOJIbKO PEMAapOK IO ITOBO-
JTy My3BIKH, TIEBIIOB, /IEKOPATOPOB, HO J€UCTBUTETLHO BAXKHBIMHU CTAJIU CY3KIEHUS
0 JINOPETTO, TAPTUTYPE U UCIIOJTHEHUH.

['maBHOE, YTO MOpa3mUIo OOIIECTBEHHOCTh, — 3TO BBIOOP ciokera. Ha ciiene
«Omnepa-Komuk» ele HUKOra He ObLIO IIPEICTaBI€HO CTOIb OTKPOBEHHOTO U ITPO-
BOKAITMOHHOTO ITPOU3Be/IeHUsI. B OlleHKe ITepBOMCTOYHUKA U JINOPETTO KPUTUKU
pas/ieTUINCh. BOBIITMHCTBO M3 HUX COIJIKCH Ha TOM, UTO, IIPU BCEHl MPavyHOCTH,
Menbsik u ['asieBu cymesu cjiesiaTh HEIUIOXYIO aJallTaIliio0 HOBEJLJIbI, XOTS U BeCbMa
CIJIQ’KEHHYIO TI0 CPABHEHUIO C OPUTHHAJIOM. BhICKa3bIBaJIoCh 1 0OpaTHOE MHEHHUE:
ATOT CIOJKET BOOOIIE He ITOJIXO/TUT JIJIsT OTIEPHOU CIIEHBI, a TUOPETTO MMEET MHOKe-

5 Anutyan llynan — dpannysckuit uszmarensb cepeaunbl XIX Beka. [IepBbiM HameuaTasn onepy «®dayct»
III. I'yno u «Kapmen» K. bu3se.

6 B uacTHOCTH, OH yIIpekaeT buse B upe3aMepHO CJIOKHOCTH XOPOBBIX AIIU30/I0B K OTBEPraeT ero Ipochoy
00 yBesinueHuHU coctaBa (13 muceM 1o Jloksis buse).

7 Nouvelles des théatres // La France: politique, scientifique et littéraire. 03.03.1875. P. 3.
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CTBO HEAOCTATKOB. B xauecrtBe ImpuMepa MOXXHO ITPHUBECTH COBEPIIEHHO IIPOTHUBO-
IIOJIOZKHbBbIE OT3bIBbI ) KYPHAJINCTOB PAa3JINMYHBIX I'a3€T:
I'-na Aupu Menbsk u JIrooBUK 'ajieBH, UbK HOBBIE JJOCTUKEHUS BCeTr/ia IPUATHBI,
IIPOJIEMOHCTPUPOBAIN OOJIBIIIOE MACTEPCTBO B IIepeHOCe Ha CIleHy — U OCOOEHHO Ha

ciieHy, moo0HyIo cileHe «Omepa-KomMuk», — mepcoHakedl OJHON M3 caMbIX BOJIHYIO-
mux HoBeJuT [Ipociepa Mepume?.

MozkHO OBUTIO OBl BBIIBUHYTh HECKOJIBKO BO3pPa’KEHUU IMPOTUB BCETO JIUOPETTO;
MIPOU3BEIEHUA HECKOJIHKO JKECTKOT0, KOTOPOMY HEIOCTAaeT BO3BBINIIEHHOCTH U BEJTUYHS;
HU OZJUH TIEPCOHAK HE BBI3BIBAET KAKOU-TNO0 CHMIIATHH, OOJBITUHCTBO U3 HUX OILy-
CTUBIIINECS U YHUKEHHbBIE?.

«Kapmen» B «Onepa-KoMuk» — 5T0 0OueHb cMATYeHHAsA, OUeHb BhIYHIIIEHHAS 00pa-
060TKa HOBEJIbI, KOTOPYIO UUTAJIA BCE, KPOME IOHBIX JIeBYIIIEK™.

Yto 3K, aBTOpHI «KapMeH» 3aMMCTBOBAJIA Y HETO IIepCOHAXKeH, HO, Ha MO B3IJIA/I,
He HAIIUIW, KaK C/leJlaTh MX JIOCTaTOYHO HWHTepecHbIMH. HemocraTok 3TOro JTMOperTo
HE B TOM, UTO OHO IJIOXO ITIOCTPOEHO, HAIlPOTHB — B HEM MHOTO TaJaHTa — a B TOM,
YTO HU OJINH U3 IIEPCOHAXKEH He MHTePeCeH, HEKOTOPbhIE POJIM, KOTOPBIE JOJIKHBI OBITH
CJIUIIIKOM Ba’KHBIMH, 3CKU3HBI, a PyrHue, HAKOHEI], CJIUIIIKOM CKabOpe3HOro XapakKTepa,
ocobeHHO 714 crieHbl «PaBapa»™.

MYBI)IKa)IbHaH COCTaBJIAIOIIIAA, XOTA 1 UMEET TaKOe KE MHOFOO6pa31/Ie B OILI€H-
Kax, ObLIa OoJiee OJ1arokesaTeabHO BOCIIpDUHATA KDUTHUKaAMU. Bce onu B IeJiIoM II0-
JIOZKUTEJIBHO BBICKA3bIBAIOTCA O HOBOM COUMHEHUH U CXOAATCA B TOM, UTO MOJIOZ[Oﬁ
aBTOP ,Z[O6I/IIICH 3HAYUTEJIbHbIX YCIIEXOB, 0c000 0OTMeuas ero HCKYCCTBO OPKECTPOBKH:

[Tosnas TananTa ¥ OOJIBIIION W3BICKAHHOCTH MY3bIKA I-Ha buse 00J1aaeT CUIbHOMN
MIPUBJIEKATEIbHOCTHIO, KOTOPAs 3aXBAThIBa€T U O4aPOBBIBAET ™.

I'-u buse — HempeB30M/IEHHBIM MacTep UCKyCCTBA UHCTPYMEHTOBKH, U HUKTO JIy4-
IIle Hero He BJIaJleeT CeKPeTOM IIPEeKPACHBIX TADMOHUN U KPAaCHUBBIX TEMOPOBBIX COUETa-
HUN'3.

Pa3Horynacusi BO3HUKAIOT B CBSIBU C ABYMA aCIIEKTaMMK: MEJIOANKAa W HCIIaH-
CKUH KOJIOPDHUT B IIPOU3BEACHHNHU. MaCTepCTBO BI/IBG-MGJ’IOZ{I/ICT& HE€ HallJIO A0CTa-
TOYHOI'O ITIOHUMAaHUA. MHOI‘OKpaTHO YKa3bIBa€TCA Ha TO, 4YTO B HOBOH OIIepe HET
SIPKUX MEJIOZINU, K KOTOPBIM TaK IPUBBIKJIU 3puTenu « Onepa-KoMuk», MIn ke 3TU
MOTHBBI MOTIJIH OBI OBITH SICHEE:

I'-u buze He pacrodaeT OBICTPO 3ATIOMHHAIONIUXCSA MEJIOAUM, HO y HEro Hayka
He BpeJUT IIPOCTOTE U ICHOCTHU'4.

«KapmeH» n300WIyeT MeJOAUsAMU; HO OHU CJIUIIKOM YacTO UMEIOT HeoObIYaliHO
PBIXJIBIN PUCYHOK'S.

8 Petrus Théatres // Journal pour tous. 1875. No. 22. P. 349.

9 De Senneville C. Les premieéres // La comédie. 1875. no. 4. P. 6.

10 Reyer E. Revue musicale // Journal des débats politiques et littéraires. 14.03.1875. P. 1.

11 Pougin A. Semaine théatrale et musicale // Le Ménestrel: journal de musique. 1875. no. 14. P. 106.
12 De la Rounat [Rouvenat] C. Causerie Dramatique // Le XIXe Siecle. 1875. No. 1199. P. 1.

13 Reyer E. Revue musicale // Journal des débats politiques et littéraires, 14.03.1875. P. 1.

14 Abraham E. Théatres // Le Petit journal. 1875. No. 4453. P. 3.

15 De la Rounat [Rouvenat] C. Causerie Dramatique // Le XIXe Siecle. 1875. No. 1199. P. 1.
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A ynpekny r-ua buse B TOM, YTO OH He BCETJja XOPOIIIO BJIaJIeeT UCKIIOUYUTETHHbI-
MU KaHTUJIEHAaMH; HEKOTOPble MOTHBBI OU€Hb OJIU3KU K BYJIbTAPHOCTH; IIPaB/ia, MeHee
y/IauHble PACKPBIBAIOTCA OJ1aro/iapsi 04apOBaHUIO U UBAIIECTBY aKKOMIIaHEMeHTa U 0J1a-
roziapsi OueHb n300peTaTeIbHOMY METO/1Y, C IIOMOIIBI0 KOTOPOTO OHU Pa3BUBAIOTCA'.

Cnop 06 ucmanckom koJsiopute B « KapmeH», Kak MMOKa3bIBAIOT U3JaHMs, ObLI
BeChMa OXKHMBJIEHHBIM. BeTpeuaroTess pa3dHOOOpa3HbIE CYKIAEHUS O 3aUMCTBOBAaH-
HOU TeMe «XabaHepbl», MOAPA’KAHUU HCIIAHCKUM apusiM, BBEJIEHUHU KACTAHBET.
UYare Bcero 3Byvar €J10Ba O C/IEPKAHHOCTH aBTOPA B IPUMEHEHUHU CPEJCTB, Iepe-
pacraroliye B yIpek 0 HeZJOCTaTKe MeCTHOTO KOJIOPUTA B MPOU3BE/IEHUN:

Kak o011as My3bIKa, €CJIM s OCMEJIIOCh TaK BhIPAa3UThCs, OHA OUapOBaTeJIbHA; HO el
YacTo He XBaTaeT cBoeoOpasusY.

Bo BTOpOM akTe MBI BUAUM TaHeI] C KACTaHbeTaMU. B HeCKOIbKUX (hparMeHTax r-H
buze nmospazkas ucranckuM apusiMm. [To-MmoeMy, 3T0 He IpUIaeT HU MaJIeUIIero MecTHO-
T'O KOJIOPUTA, TaK Kak 00J1€PO, ITOJIbKH, BaJIbChl, KAJ[PUJIU IIOMEIAIOT BO BCe KOMUYECKHE
o1epsl, r7e ObI HU IIPOUCXOAUIIO JeUCTBHE'S,

MO3KHO 3aMETUTh, YTO PEMAPKH, OTHOCAIIUECH K MAPTUType, UMEIOT I1apa-
JIOKCAJIbHBIN U CYOBEKTUBHBIA XapaKTep, UTO MPOSBJISETCs] B aOCOTIOTHO ITPOTHU-
BOTIOJIOKHBIX BHICKA3bIBAHUAX O BAYKHEUIIIMX COCTABJIAIONIUX: MEJIOJIUKE, aKKOM-
ImaHeMeHTe, xapakrepe. [lo100HbIe pa3HOUTEHHUS CKOPEE BCETO BhI3BAHBI OOJIBITION
OPUTHHAJIBHOCTHIO MY3bIKM HOBOU OIlE€PhI, KOTOPYIO HE BCe MapHKCKUEe KPUTUKU
CMOTJIA OIIEHUTDH C IIEPBOT0 pa3a, OIHAKO I1eJI0CTHAA IMapTUTYypa IIPOU3Besia BIle-
YaTJIEHHE 3PeJIOr0 U TAJIAaHTJIMBOTO IIPOU3BENEHUS.

[{eHHOCTb U3JJAHUU TOTO BPEMEHU COCTOUT U B TOM, UTO OHU JAIOT IIPeJICTaB-
JIEHHWE O PeaKIuy IMyOJIUKN Ha OoIpe/iesieHHble (hparMeHThl 1 HOMepa IIPOU3Be/ie-
HU, a TAKXKE PACCYKAAI0T O JOCTOUHCTBAX U HEJOCTATKAX UCIIOJIHEHUS, PEKUCCY-
pbI 1 0POPMJIIEHHUS.

Tak, MbI oJiygaemM HHGOPMAITHUIO O TOM, UTO BO BpeMsI ITpeMbepbl ObLIN OUCH-
poBaHbl «XabaHepa» U3 IMEPBOTO aKTa U KyIUIeTbl Topeasiopa u3 BToporo. Jliuresnnb-
HBIMU aIJIOJIICMEHTAMU B TPETHEM JIEHCTBUHU OBLIN BCTPEUEHBI «TPUO KapT» U apusl
Muxkanssbl. JleTckuil Xop MPOU3BeJI JOIKHOE BIleuaT/IeHne Ha Iyosnky. OyoopeHue
MHOTHUX KPUTHKOB 3aCJIy>KWJIU yaThl X03e U KapMeH 13 BTOPOro akra u puHaia,
KakK U BeCch (puHAJ B 11eJioM, apus Topeanopa, Cerunmiba Kapmen u3 nepBoro akra,
KBHUHTET U CEKCTET KOHTPAaOAHAVCTOB U3 BTOPOTO U TPETHETO JEUCTBUM.

CropHBIMU MOMEHTaMHU ITAPTUTYPbI CTAJIM XOPOBbBIE ClieHbl. Tak, KOppecnoH-
ZleHT KypHasa Le Petit journal 3. AbpaxaMm OoTHOCUT XOp paboTHUI] TabayHou da-
OpHKH U3 IIEPBOTO JAEUCTBUA K HanboJsiee BhIIatoNIuMes (pparMmeHTam ImpousBeie-
HUsA, a KpUTHK Le Temps 7K. BeGep roBOPUT O ITOCPEICTBEHHOCTU 3TOTO HOMEPA.
[Tomo6HbBIE pa3HOTJIACUS MOTYT OBITh BbI3BaHBI HECOBEPIIIEHCTBOM HCITOJTHEHUSI.

16 Pougin A. Semaine théatrale et musicale // Le Ménestrel: journal de musique. 1875. No. 14. P. 106.
17 De la Rounat [Rouvenat] C. Causerie Dramatique // Le XIXe Siecle. 1875. No. 1199. P. 1.

18 ‘Weber J. Critique musicale // Le Temps. 1875. No. 5074. P. 1. icnnanckas TeMaTHKa 4acTO BCTpeva-
Jlach Ha OaJIeTHOH CIleHe, a TaKKe B KAMEPHON HHCTPYMEHTAIbHON U BOKAJIBHON My3BIKE.
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Bo mBoOrux N3JaHUAX OTMEUaeTCA HU3KUU YPOBEHDb IMIOATOTOBKH XOPOB KoMmuue-
CKOU OIlephl, HaIIpuMep:
K cokajieHn10, XOphbI ZJajIeKHd OT TOTO, YTOOBI CO3/]aTh COBEPIIIEHHBIA aHCAMOJIb, OHU
JKaJIKW, OCOOEHHO JKEHCKUE MapTUU, U T-H 10 JIOK/Ib, KOTOPBIN, KayKeTCsl, HAXOAUTCS

B IIpo1iecce pepOpMBI, OJKEH OTIIPABUTH Ha IIEHCHUIO BECh ATOT COCTAB, 3TH JIIOAU NMe-
IOT IIPABO OTABIXATh™.

Pabora neBI110B paccMaTpUBaIach B CTAThsAX C 0COOOU TIIATETLHOCTHIO. BOJTh-
IINHCTBO Ta3eT OTAAI0T JOJIKHOE BOKAJIBHBIM JAHHBIM U aKTEPCKOMY MacCTEPCTBY
lasumin-Mapsbe. @pasbl B iyxe «IpuMevaTeSIbHOe UCIIOJIHEHME NAapTUN» WU JaXKe
«TpuyM@ Beuepa» BCTpeUaroTCs B KaXKA01 BTOpoU pelieH3uu. Ha aTom poHe pe3ko
BBIZIEJIAIOTCA HEMHOTHE KPUTUYECKHEe 3aMevaHts, BbIIBUHYThIE B a/IpEC TIEBUIIbI:
«B03MOKHO, OHA CJIUIITKOM CaMOJ/IOBOJIBHO BBIIEJIMJIA TO, HA UTO CJIEAOBAJIO OBI
TOJIBKO yKa3aTb»2°. TeM He MeHee CTOJIbKO BOCTOP>KEHHBIX OT3bIBOB, IOMUMO Hee,
IIOJIYYIHJT TOJIBKO Byr B posii DckaMUIbo, HO ¥ OH He m30ekasl yrpekosB: «I['ocro-
" by MHe KaxkeTcs »KEHCTBEHHBIM B poJin Topeaziopa. OH moeT 04eHb XOPOIIIo,
HO UrpaeT ee HeMHOTr0 OyioHAMHICTO (d'une facon un peu blonde)»>'.

Maprapura Illamrou B posu Mukasiabl Tak:Ke IIOJy4YUia IOJIOXKUTEIbHYIO
OLIEHKY, HECMOTPSA Ha CKPOMHbBIE€ BOKaJIbHbIE JaHHBIE:

Mammya3zesp [lamon 06s1a/1aeT oyapoBaHUEM U COKPOBEHHBIMU SMOIUAMU, MO~

XOIAIUMU JJ1s1 posii Mukassbl. HecMOTpsi Ha TUXWUH rojIoc, OHA YMeeT MPUATh My3bI-
KaJIbHOU (ppase CBOMCTBEHHBIN el aKIleHT>>.

I'-u JIepu B posiu /loHa Xo3e BbI3BaJI CAMYyI0 HEOJJHO3HAUHYIO PEAKIUI0 — OT
YIIPEKOB B IIOJIHOM HECOOTBETCTBUU POJIU /10 BIIOJIHE IOJIOKUTEIBbHBIX OT3bIBOB:
«T'ocrioguny Jlepu He XBaTaeT KauecTB, MHOT/IA IUPOTHI U aBTOPUTETA, HEOOXO/TH-
MOTO IIEPCOHAXKY, KOTOPOT'O OH IIPU3BaH UI'PATb»?3; «/ljid posu moHa Xo3e noTpe-
6oBasicsa ObI HEMPEB30M/IEHHBIN aKTeP; Kak IeBell Jlepu qo6miics ycrexa»4.

OpxkecTp ¥ IOCTAaHOBKA YZIOCTOWJINCH BHICOKOU OIIEHKHU (Ha uaarocmpayuu 1
1300pakeHbl MU3AHCIIEHBI U3 OIEPHI, OMYOJUKOBAHHBIE HA CTPAHUIIAX JKypHAsIa
La comédie). Ocobo oTMeyasach KpaCOYHOCTb, aKKyPATHOCTb U YMECTHOCTD JIEKO-
parui ¥ KOCTIOMOB:

ITocTanOBKa BEJIMKOJIEITHAaA,; A MOT OBbI TaKKe BbIPA3UTH CBOIO IIOXBAJIy TOHOM, HE
OIlacasChb BIIACThb B IIPEYBEJIMYCHUCE, OOJIBIIIMHCTBO KOCTIOMOB OBLIM BBIIIOJIHEHBI I10
9CKH3aM H3BECTHBIX XYAOXHHUKOB; IparyHbl ObLIN OZE€ThI I1I0 PUCYHKaM ,Z[eTaH25; qTo
A0 ILEKOpaHHﬁ, OHH ITIOpAXKAIoT 0oraTcTBOM M BKYCOM. B HYaCTHOCTH, AE€KOPpHUPOBAaHUE

TPaKTUpPa — 5TO CBOETO pojia miesieBp. Temnbiil u Apkuil ¢GOH U3 0JIEAHJIPOB, BbICA-
>KEHHBIX B 3€MJIIO, T10/T KOTOPBIMH BECEJIATCH, KYPAT U MBIOT COJIAATHI U JIEBYIIKU; 5 HE

19 Petrus Théatres // Journal pour tous. 1875. No. 22. P. 349.

20 Joncieres V. Revue musicale // La Liberté. 08.03.1875. P. 2.

21 Pougin A. Semaine théatrale et musicale // Le Ménestrel: journal de musique. 1875. No. 4. P. 106.

22 De Senneville C. Les premieres // La comédie. 1875. No. 4. P. 6.

23 Pougin A. Semaine théatrale et musicale // Le Ménestrel: journal de musique. 1875. No. 4. P. 106.

24 Abraham E. Théatres // Le Petit journal. 1875. No. 4453. P. 3.

25 JKan barucr dnyapa Herait (1848-1912) — dpaHIy3cKUll akaieMUUecKUN XyZI0KHUK U OaTaIuCT.
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MOTY Tepe/iaTh, HACKOJIBKO OHM KUBOIMCHBI, OHU IIPUBJIEKAIOT U 0YaPOBBIBAIOT IJIa3.
Ho 3ameuaresibHee Bcero la Plaza del Torros?, rie mpoXoauT KBaJIPUIIbs, BBIBOJSIIAS
TOpeagopa Ha apeHy~.

=l CARMEN

Opéracomique en quatre actes par MM. METLEAC et HALEVY, musique de Georges BIZET

CARMEN, la flancée de don Jose,

Hanrocmpayusa 1. Musascuensl u3 «KapmeH», omy6arikoBaHHbIE B 3KypHase La comédie
Les premiéres // La comédie. 1875. No. 4. P. 6

HMTak, MOKHO Cie1aTh BBIBO/I, UTO « KapMeH» I10CJI€ IIEPBBIX HpeILCTaBJIeHI/Iﬁ
B I1€JIOM ObLIa OIleHEeHa II0JIOKUTEJbHO. bosiee Toro, 3To camoe yCII€IITHOE IIPOU3-
BeneHue buse ¢ Touku 3PE€HHA OT3bIBOB KDUTHKH U OJHA 13 CAMBIX YIAYHBIX HA TOT
MOMEHT IIpE€MBbEP, TaK KaK PEJAKO IIOABJIEHHE HOBOTO COUMHEHHA COIIPOBOXKIAJIOCH
TaKUM OOJIBIIIMM KOJIMYECTBOM XBaIeOHBIX peI_IeHBI/Iﬁ " IIOJIHBIM OTCYTCTBHEM OT-
pHUIaTe/IbHBIX.

Cyovba «Kapmen» nocae cmepmu buse

BueszamnHast cmepth buse 3 utoHs 1875 roja mopasusia 0011eCTBEHHOCTD: O/TUH
13 caMbIX 00CYK/TaEMbIX, B CBSI3HU C IIPEMbEPON HOBOTO COUMHEHHUS U MMOJyUYeHUEM
opaeHa [loueTHOrO JIeTHOHA, JesaTesel GPaHITy3CKOTO UCKYCCTBAa CKOPOIIOCTUKHO
ckoHUasIcsA B BykuBasie, KyZja OTIIPaBUJICS Ha JIETHUN OTABIX ¢ ceMbell. OO0 3TOM
TPAruyecKOM COOBITHH CTaJI0 U3BECTHO YTPOM 3 HIOHS, a UYepe3 HEeCKOJIbKO JHEHU
B ra3eTax IOsIBUJINCH ITIEPBbIE HEKPOJIOTH.

B cBs3u co cmepThio buse BcoMUHAIU BCE: BIEPEMEIIKY PacCKa3bIBAIU
rcropuu o 6oprbe 3a Pumckyro nmpemuio, o nmepBou omepe «J/[oktop Mupaxib»,
o mpezcTaBiieHusx B «Onepa-KoMuk», 0 KOHIIEpTaX B KOHCEPBATOPUHU, HETIPEMEH-
HO O JXKeHUThOe Ha jjouepu OpomanTtasisa I'ajieBu 1 0 TMOCTEIHUX ITPOU3BEIEHUAX

26 ApeHa JiJis1 KOPPU/IBI.
27 De Senneville C. Les premieres // La comédie. 1875. No. 4. P. 6.
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— «JI>xamune», «Apne3nanke» u «KapmeH», KoTopass Ha TOT MOMEHT IIpOIILIa
B «Omnepa-Komuk» TpuaIaTh Ba pa3a. Bo Bcex HEKpoJsiorax v 3aMeTKax Hen3MeH-
HO ITOTYePKUBAJICS YCIIEX 3TON «JjiebeTMHOMN TTeCHU »

Hexortopoe BpeMs Hazaj s COOOIIMI B 3TOUM ra3ere 0 HOBOM KOMHYECKOH OIIEPE,
KOTOpas TOJIbKO YTO MMeJia HacToAmui ycrex B 3aye ®aBap: «Kapmen» r-ua »Kopxka
buse; s efBa jin ToA03peBaI, YTO ¢ Pa3HUIIEH B UeThIpe Mecslla MHe npuzeTrcs netb De
profundis BMecto Te Deum u u3iaBaTh HEKPOJIOT BMECTO IMOOEIHOTO Or0JLIeTeHs 28,

[Tponomkenue ciektakyien « KapmeH» ObLII0 BOCITPUHATO KaK MOCTEHUN TPH-
yMm® buse, 1aHp yBakeHUdA €ro TajaHTy U nouutaresasaMm. OgHako K 1876 roxy na-
pIIKCKas IMybyimKa Havasia IMOCTENEeHHO YCIIOKANBAThCA U TEPATh MHTEPEC K OIEpE.
B razerax mosiBJIsIIOTCS PU3bIBBI K 0OHOBJIEHUIO perepTyapa GpaHIy3CKUX TEATPOB:

B 1875 rony Komuueckas onepa (mokaayid, eIUHCTBEHHbBIN CEPhe3HBIN My3bIKAIb-
HBIHN TeaTp, CYIIEeCTBYIOIINU B CTPAHE U JIAIOIIHNHU ITPE/ICTaBIEHHs Ha GPAHITy3CKOM S3bI-
Ke) MOCTaBUJIa TOJIbKO OZTHY HOBYIO OIepy <...>: «Kapmen» Kop:xka buze. 3Haere 11 BHI,
CKOJIBKO OBLJIO TIOCTABJIEHO HOBBIX omep B Utanuu? Ilarbaecar cemb!*

ITocne ce3ona 1876 roga «Kapmen» mcdessa us pernepryapa Onepa-Komuk,
HO IIPOJIOJIKIIIA CBOE TPpUyM@asibHOE IIeCTBHE 110 3apPYOeKHBIM CIIeHaM.

Bosspawenue «Kapmen» na cueny «Onepa-Komux»

Ha cneny «Onepa-Komuk» «Kapmen» BepHyJach B 1883 roay. Henb3s cka-
3aTh, YTO OHA ObLIa 3a0bITA MAPMIKCKOU ITyOJUKOU 3a 3TU CeMb-BOCEMDB JIET. Pery-
JIIpHO Ha auIlaX MOABJIAIOTCA 00bsBIEHUS 00 UCIIOJTHEHUH OT/IETbHBIX HOMEDPOB
OTepbl, Pa3JINYHBIX MEPEIOKEHUN U PaHTa3ul «Ha TeMY...» B KOHIIEpTax U beHe-
¢ducax. ['azeTs! ocBelIaOT 3apy0be;KHbIE TOCTAHOBKH, PEAKITHIO 3PUTEIEH U OT3bIBbI
KpUTHKOB. K BocbMuiecsThIM rojiaM « KapmeH» ¢ 60JIBIITUM yCIIEXOM IILJIa B TeaTpax
Uranuu, 'epmannu, ABctpuu, @panruu, beabruu, AHTInn, AMepuku. Takum 06-
pa3oM, Ha POJIHYIO CIIEHY OIlepa BO3Bpalllajiach B KA4eCTBe IPU3HAHHOTIO IIIe/ieBpa:
«AHOHCHPOBaHO MOBTOpPeHUe “KapMeH”, 3TOT0 4yZIeCHOTO IIPOu3BeAeHUs OeTHOTO
buse, koTOpoMy amiogupoBaiv HA BCeX ClieHax EBpOIbI»3°.

[Lnansl HOBOTO AupekTopa Komuueckoit onepsl JleoHa KapBanibo BO30OHO-
BUTH «KapMmeH» cTasiu U3BECTHBI Ipecce ¢ BeCHbI 1882, a B AHBape CJIeAYIOIIEro
roza MoJyuymau opuIHaIbHOE IOATBEP:KAeHue. Torza ke B IepruouKe MOSABIIA-
I0TCSI BaXKHble yTOUHeHUs: «I'oToBUTCA BO30OHOBIEeHNE “KapMeH” co ceayronum
coctaBoM: JloH Xo3se, TeHop CredanH; Topeanop, Tockan; Kapmen, m-ip Mcaak;
Muxkasia, M-1b Meprioiie»3'. Takum obpasom, B adullle He YKa3aH HU OJIMH U3
YYACTHUKOB IIpeMbepbl 1875 roga. CMeHa coctaBa MOIJIA CO37aTh JOIOJIHUTEb-

28 De Senneville C. Georges Bizet // La comédie. 1875. No. 17. P. 1.

29 Chronique italienne // Bibliotheque universelle et Revue Suisse. 1886, T. LVI. P. 158-159.

30 M. R. Critique dramatique et musicale // Le Passant. 1882. No. 14. P. 8.

31 Spectacles du Mardi 23 janvier // Journal officiel de la République francaise. 1883. No. 2. P. 403.
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Hble TPYJHOCTU U J1aTh MOBOJ /IJIsl CPAaBHEHUA ITOCTAHOBOK JIIO/IbMU, 3aCTABIIUMU
BEPCUIO, CO3/IaHHYIO ITPU ku3HU bruse. OcobeHHO OCTPO CTOSIJI BOIIPOC 00 UCIIOJTHU-
TeJIbHUIIE TJIaBHOU posu. ['asutn-Maphbe cTajia 3TaJIoHOM 3TOT0 HEMPOCTOTo oOpa-
3a U B IJ1a3ax NapMXKCKOU myOyinku O6bla eIMHCTBeHHOU KapMeH, Tak Kak urpasia
pOJIb C MOMEHTA IIPeMbePBI U 0 IIOCJe/IHETO crekTakad 1876 roza. JloctaTouHo
W3BECTHAA U B APYTUX POJIAX, ociie « KapMeH» OHA CHHCKaa HACTOAIIYIO CJIaBy
Y IIPOI0JI:KajIa aCCOIMUPOBATHCA CO CBOer reporHeii. KapBasbo TeM He MeHee OT-
Zlas poyib Afesib Mcaak, meBulle, BXOAUBIIIEN HA TOT MOMEHT B TpyIiny Komudeckou
OIlepbl 1 UMEBIIIEN OIBIT UCIIOJTHEHMUS 3TOU MApPTUX B IPOBUHIIUAJIBHBIX TeaTpax
®paHuuu u beabruu.

Bo3o6HoBiieHUEe « KapMeH» COCTOSIIIOCH 22 alpeJist U BhI3BAJIO 03KECTOUEHHbBIE
criopbl. KosmmyecTBO OTKJIMKOB B HECKOJIBKO Pa3 MPEBBINIAIO YUCIO PEIEH3UN Ha
IIePBYIO ITOCTaHOBKY 1875 roaa. U mybvka, 1 KpUTUKU 32 CEMb JIET YCIIEIU JI0CTa-
TOYHO XOPOIIIO y3HATh COYNHEHUE, K TOMY K€ U3-3a ero HOILYJIAPHOCTU ITOABUIIOCH
00JIBIIIOE KOJTUUECTBO OOPABIIOB JIJIsI CPABHEHUS HE TOJILKO C TOUKH 3PEHUS UCIIOJI-
HeHMs, HO U nipeobpasoBanusas2. KoppecronnentT razets! L'Echo de Jarnac HasBan
CIIeKTaKJIb 1883 rojia «IMoJIyyCIeNTHbIM », YTO BECbMa CIIPaBeJINBO. 3pUTETU ObLIU
pazibl BO3BPAILlEHUIO Ha CIleHy IPU3HAHHOIO IIIeJIeBPa, HO He BCe CMOTIJIU IPUHATD
BHECEHHbIE U3MeHeHUs133. MHeHUs] KpUTUKOB Pa3/IeJINIIUCh elnle 00siee KapnHaIb-
HO, HeKeJIM HA MOMEHT npeMbepbl. OJIHU NIPU/Iep:KUBAJIUCh MHEHN A, BOSHUKIIIETO
rocsie cMepTu buse, 0 reHUAJIbHOCTH TIOCJIETHETO TBOPEHUST KOMIIO3UTOPA U ObLIU
JIOBOJIBHBI HOBOU IIOCTAHOBKOU: «J/[pama KapmeH oueHb TporaTesibHa, a MapTUTY-
pa He MEHbIIIE; 3TO B BBICIIEN CTEIIeHU IpUMevaTesibHOe npousBefeHue. CoInCThl,
XOP U OPKECTP UMeJIH ycIex»34, BOJIBIIMHCTBO Ke CXOAATCA B TOM, 4TO « KapmeH»
I10 IIpaBy NMpuobpeJia craTyc Ie/ieBpa, HO HOBask MHTEPIIPEeTaIusa NCKa31Ia UCTUH-
HBIM CMBICJI U HEe OTPa3ujia B IOJIHOU Mepe IOCTOMHCTB HapTUTYPBHI:

B Beuep Bo306HOBIEeHUs «KapmeH» ¢ IEepBBIX TAaKTOB pa3ZaBajiuCh OeCKOHEU-
HbIE arJIOINCMEHTHI, BBIXO/IbI Ha OUC, KOTOPbIE €Ba He MPEBPATHIN OJWH CIIEKTAKIb
B ZIBa. <...> [locTenneHHO HACTYIIUIIO OXJIAXK€HUE U II0CJIeIHEE BIIeYaTIeHue HECKOJIbKO
YMEHBIIIUJIO IIPeXXHMEe BOCTOPTU. Hazio ckasarh 1o cripaBeiyInBOCTH, UTO BUHA IIPEXK/E
BCEro JIEKUT HAa HCIIOJIHEHUH. <...> JTa My3bIKa, KAKOW OBl TOHKOUW OHa HU ObLIA, HY-
JK/1aeTcs B OJepKKe U IPUTAHUU el UCTUHHOTO KOJIOPUTA. ATO TO, YeT0 COBPEMEHHBIE
HHTEPIIPETATOPI HE IEJIaI0T3.

32 K 5TOMy MOMEHTY y?Ke CyIIeCTBOBAIM Pa3INYHble BapHALNN: OPUTHHAIbHAS MAPTUTYPA C IOJIHO-
CTBHIO PA3TOBOPHBIMU JIHAJIOTAMU, CMEIIaHHAsA — I10JIypa3roOBOPHAasA-IIOIyPEYUTATHBHASA, II0JTHOCTHIO
pacrieras. Kpome Toro, B KaKZ10M TeaTpe Jieiainch coOOCTBEHHBIE BCTaBKU: Hanlpumep, 6aser B IV akre
B Benckoii omnepe.

33 B ueM KOHKPETHO 3aK/JIIOYa/IiCh 3TH CaMble «BeChbMa 3HAUYHUTEJIbHBIE», 10 MHEHHIO JUPEKIIUU
U )KyPHAJIUCTOB, U3MEHEHUs, IOHATHh BeChbMa TPYJAHO. P/ KPUTHKOB YKa3bIBAIOT HA «CIJIAYKUBAHUE»
OIIepBI, HCKJIIOYEHHE W3 Hee CIOPHBIX, ITPOBOKAIIMOHHBIX (pparMeHTOB, HO JIUOPETTO W IMapTUTYpa
«Kapmen» 1875 u 1883 rozioB uieHTUYHBI. BeposATHO, U3MEHEHUI KOCHYJIUCh UCIIOJTHUTEIBCKOTO CO-
CTaBa M, Kak CJIEJCTBUE, XapaKTepa HCIOJHEHUs, KOCTIOMOB U JieKOpanui, a nHGopManus o Ipas-
Kax JUOPETTO U MapTUTYPHI 160 omnbouHa, MO0 AaHa CIeNHAIBHO /IS NIPUBJIEYeHUs BHUMAaHUA.
34 Chronique théatrale // Le Mémorial diplomatique. 1883. No. 17. P. 268.

35 Véron P. Théatres // Le Charivari. 24.04.1883. P. 2.
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Eme OoJIbIIITE CIIOPbBI, YEM BOIIDOC 00 N3MEHEHHUAX, BbI3BAJIO HUCIIOJIHEHUE.
OcobeHHO 3TO KOCHYJI0Ch oOpa3za Kapmen. MHeHUs pa3/ieJInINCh OT TIOJIHOTO CO-
Jiacusd C HHTepHpeTaHHEﬁ, COSI[aHHOﬁ HOBOU aKTpHCOﬁ, A0 IIOJTHOT'O HEIIPpUATHUA:

M- Mcaak, yeil SBHBIA HEOCITOPUMBIHN TAJIAHT HAXO/IUT CBOE COBEPIIIEHHOE BhIpa-
»xeHnne B posin Konmennn3® B «Ckaszkax ['opmana», co3mana ayia ucnoaHenus Kapmen
He 0O0JIbIlle, YeM My3bIKaJIbHAS IIKATYJIKA, HE CIIOCOOHAs BHIBBIBATH KaKHe-JIM0O0 DMO-

nuu. <...> M-1b Mcaak pa3mbuia posb KapMeH 10 Tako# CTeleHH, YTO OHA TIOJTHOCTHIO
ucyesia’’.

1 OBLTI OYEeHb YAUBIJIEH, YCIIBIIIAB, YTO M-JIb Vlcaak He MOJIXO/TUT JIJIs1 9TOU POJIU. <...>
M-Jib Vlcaak cMorJia BJIOXKUTH B 3TOT 00pa3 CBOU JIMUHBIE KaUeCTBa, a He Te, KOTOPbIMHU
oHa He obstazaet. TamaHT u cTuib M-J1b Mcaak 6e3ynpeunsl. ['o10¢, KOTOPHBIH, MBI OI1aca-
JINCH, OyZIeT CIIUIIKOM TSIXKEJIbIM JIJI 3TON POJIH, IPEBOCXO/IEH, 00J1a/IaeT COBEPIIIEHHOMN
POBHOCTBIO U HEBBIPA3UMBIM OYapOoBaHUeM3®.

Heckonbko MecsreB ciycTsa Mcaak mokuHysaa KoMudeckyio orepy, 4ToObI
IIPUCOEIUHUTHCA K TPYIIIIE I‘paHﬂ—onepa, d BaKAaHTHOE€ MECTO IIO IIpaBy 3aHAJIA
cuactiuBas corepHuna, ['ajuin-Mapwe. Ee Bo3BpaleHre BbI3BaJIO OOJIBIIYIO pa-
JIOCTh MyOJIMKH ¥ KpUTUKH (Ha warrocmpauuu 2 ndobpakena 'ayutn-Mapbe 1mociie
ee TpuyM@aJIbHOTO Bo3BpallleHus K poyu Kapmen):

«Onepa-KoMuk» TOJIBKO UTO BEpHyJIa HAM €€, 3Ty OIBITHYIO IIE€BUILy, 9Ty UCKYC-
HYIO aKTPHUCY, 3TOT0 HEIIPEeB30UI€HHOTO MYy3bIKaHTa, ChIIPABIIErO0 TAK MHOI'O POJIEU OT
Munnons! 10 Kapmen. «Kapmen» 6e3 I'asumn-Mapbe 6b11a Tesiom 6e3 gy, CBOUM Boc-

TOP>KEHHBIM IIPUEMOM ITyOJIMKA MOKa3asa, 9YTo Jlaske MPOI0JIKUTEIbHOE OTCYTCTBUE HE
CKa3aJ10Ch Ha IMOIMYJIAPHOCTU (PAHTACTUUECKOU IPUMAJIOHHBI®.

JlpyruMm IeBIam yAesisiyioch TOpa3/io MeHbIle BHUMAHUs, HO OIleHKa UX PO-
JIell TakKe He ObLIa eUHOYIITHOM: aMILJIUTY/Ia OT3bIBOB KoJebaach OT BBICKA-
3bIBAHUH O HEyOeAUTEIbHBIX 00pa3ax M cjaabbIX roI0cax /10 BIIOJTHE ITPUEMJIEMOM
UTPHI.

B 1883 rosly BHUMaHue KpUTUKOB B OCHOBHOM COCPEZIOTOYEHO Ha BOIPOCax
WHTepIpeTaIny U Ha OCO3HAaHNH MecTa « KapmeH» Bo ¢paHIy3cKoi My3bike. Kitto-
yeBasi MbIC/Ib, BRICKA3aHHAS ITOCJIE IIEPBOY ITOCTAHOBKH, COXPAHSET CBOIO aKTyasIb-
HOCTb: BBI3BIBAIOIINHU CIOJKET, IJIOXO0€ JINOPETTO, HO OTJIUYHASA MY3bIKa.

VIMeHHO B MOMEHT BO30OHOBJIEHHs onlephl B 1883 rojiy Havasia CKJIaJbIBaTh-
cs1 JIETEH/Ia O ee IIpoBaJjie Ha mpemMbepe. I1epBble Mo/I00HbIE «BOCIIOMUHAHUS » TI€P-
BOHAUYAJIbHO MPOCKAJIB3bIBAIOT B OT/IEJIbHBIX CTAaThsAX 0€3 KOHKPETHBIX CChLIIOK:

36 Ha camom xeie B «Ckaskax I'opmana» Axens Mcaak mena naprun Cresibl, Onumnun, J3KyIbeTTh
1 AuToHUHU. VIMS KDUTHK TIepeIyTa, ckopee Beero, ¢ Konmenuei — repouneit 6asera Jleo /lennba, koTo-
pasd, kak u Osimmmnus B onepe OddeHbaxa, OblIa MeXaHHUECKON KyKJIOH.

37 Canesie J. Musique // Beaumarchais. 1883. No. 134. P. 3.

38 Reyer E. Revue musicale // Journal des débats politiques et littéraires. 29.04.1883. P. 2.

39 Levasnier G. Courrier théatral // La Semaine illustrée. 1882. No. 1. P. 1246.

40 X0oTs1 0OOBIYHO aBTOPHI TA3€THHIX CTATEN JIOBOJIBHO YACTO CCHLIAIOTCSA APYT HA Apyra IIPU BbICKa3bIBa-
HHUU CBOUX MHEHUH, ITUTUPYIOT APYT APyTa, CPABHUBAIOT. B ciydae ¢ « KapmeH» yTBep:KJeHIE O IIPOBaJIe
BO3HHUKJIO BHE3AITHO, KaK YCTAaHOBUBIIHNICS (HAKT, HEe HY>K/IAIOIIHUNCS B IIOJITBEPKAEHUU, YTO CTPAHHO Ha-
OJTI071aTh TTOCTIE TIOJIOKUTETBHBIX OT3BIBOB O IIPEMBEPE.
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bennbiii buze! OH ymep uepe3 Tpu Mecs-
[1a Iocjie mepBoro mnpezcrabiaeHusa «Kapmen»,
U €r0 COUYMHEHNEe He UMEeJI0 yerexat'.

Ero [0 JIoksisi] oOBUHMIIN B TOM, UTO OH
IIOCTAaBUJI IIPOU3Be/ieHUe, Oe3HPaBCTBEHHOE
C TOYKH 3pEHUs IT03MbI U Oe3paccyHoe ¢ TOY-
KU 3pEHUs MapTUTYPHI. <...> UTo KacaeTcs My-
3BbIKHM, TO Ha Hee HallaJlaJId TOJIbKO 3aBUCTHHU-
Ku, 6e37apu Wiy IyThl. K coxkajieHuto, onepa,
ockopOJieHHass U OKJIEBETaHHAas, BBbIJEprKajia
OKOJIO COPOKa ITIOCTAaHOBOK, ITOCJIE KOTOPHIX HC-
yessia ¢ apum+.

ABTOpPBI 3TUX CTaTE€X OTHOCATCS K TOU
IpyIie KypHaJIMCTOB, KOTOPbBIE MOCJIE TIpe-
MbEpPHl HE JIaBAJIU OJHO3HAYHO ITOJIOMKH-
TeJILHYIO OIleHKY HOBOMY COUMHEHUI0 buse,
O/THAKO MPHUCOEINHSINCh K MHEHUIO CBOUX
KoJLIer 00 ycrexe mepBoi mocTaHOBKU. I10-
cjie BO30OHOBJIEHUSI OHU U3MEHUJIU CBOIO
TOYKY 3pEHHsl, HaUaJId MHUCATh O IpoBaje
1 ObLTM BHE3AITHO IOJJIEPKAHBI JPYTUMH
KPYITHBIMU KPUTUKAMH, BbICKA3aBIIUMHU
CXOKHe cyxKJeHusA. YToObl 0CO3HATH ITO IMa-
pa/IoKCaJIbHOE sIBJIEHUE, CTOUT O0pPaTUTHCSA
K TICUXOJIOTUU, B YACTHOCTH K OCOOEHHO-
CTSIM Y€eJIOBEUECKOU MaMsATH.

JIoocHble B0OCNOMUHAHUSA

[IpoGsiema BOCHPHUATHA U 3aTIOMU-
HAHWUs YeJ0BEeKOM HHGOpMAIUU HMeeT
BaKHOE 3HAYEHHE HE TOJILKO JIJIS TICUXO-
JIOTUM, TEeJarorukv, KPUMHHAJIUCTUKH,
HO | JIJIS1 My3BbIKQJIBHOTO UCKycCTBa. VImest

HUanrocmpayusa 2. A. Iyce. C. T'asutu-Mapswe
B poau Kapmesn, 1884.

Hcrounuk: https://artrenewal.org/artworks/henri-
lucien-doucet/celestine-galli-marie-dans-le-role-
titre-de-carmen-de-bizet/67370
(accessed 14.09.2023)

J1eJI0 C OT3bIBAaMU KPUTHKOB, IPUXOUTCS CTAJIKUBATHCS KAK C CYyObEeKTUBHBIM MHE-
HHEM, TaK 1 — 0COOEHHO 0 ITPOIIIECTBUHU BpEMEHU — CO MHOKECTBOM IIPOTUBOPE-
YUBBIX BOCIIOMUHAHUN. B 5TOM MOKHO yOeuThCsl Ha MpuMepe TpaHchopMaIuu
muda o ripoBasie « KapmeH». 13 3aMeTOK KPUTHKU CJIEAYET, YTO IIPEMbepA IPOIILIa
ycnemrHo. CrieKTakiib 3a/iepkajcs B penepryape «Omnepa-KoMuk» Ha JiBa ce30Ha,
HaXOSCh MO/ TPUCTAJIBHBIM BHUMAaHUEM IyOJIUKH B TOM YHCJIE€ U U3-3a Tparuye-
CKOU paHHel rubesin aBTopa. 3aTeM « Kapmen» nokunysia [lapuk, ee cieHnyeckas

41 Reyer E. Revue musicale // Journal des débats politiques et littéraires, 29.04.1883. P. 1.
42 Canesie J. Musique // Beaumarchais. 1883. No. 134. P. 3.
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cyzpba ImpoceKuBaeTCs MO IMTOCTAHOBKaM B IIPOBUHITUU U 3a pyOexkom. OueBu/I-
HO, YTO 3a BOCEMb JIET BIIeUAT/IEHUS O IIPeMbepe MOOJIEKIIH.

Boszob6HoBieHne «KapmeH» ObLIO puckoMm s «Onepa-KoMuk», mosaTomy
JUIS TIDUBJIEYEeHUs MyOJNKU ObLyIa MpOBeJleHAa BHYIIUTE/bHAsI peKjlaMHas KaM-
[MaHUsA, YaCThI0 KOTOPOH U cTasio GOpMHUPOBaHNE HOBOTO MU(pA. YCIIENTHOCTD €TO
BHE/IPEHUS U PacIpoCTPaHEeHUA MOKeT OBITh CBsI3aHA ¢ 0COOEHHOCTBIO UeIoBeYe-
CKOU IaMsATH, B IICUXOJIOTUHN HAa3bIBAEMOUM «PETPOAKTUBHOU MHTEpdEPEHITUEN ».
ITOT TEPMUH BO3HUK B KOHIle XX BeKa y 3apy0OesKHBIX HcciefjoBaTesiel u ObLI
nosipobHo onucan Jxxynuen oy u dauzaber Jlodtyc*3. CyTh sIBJIEHUS COCTO-
WUT B TOM, YTO IIPU IIOBTOPHOM BO3BpPAIIleHUU K COOBITUAM IIPOIIJIOTO BOCIIOMU-
HaHUA IOJBEPrarTcid TpaHCPOPMAILIMM U WHOTJA 3aMEHAKTCA Ha COBEPIIEHHO
IIPOTUBOIIOJIOKHBIE. FI3MeHeHUsA MOTYT ObITh CBSI3aHBI C BHYTPEHHUMH IIpOIlec-
caMU: cMellleHre pa3judHol nHdopMaIluu, MpUyKpaIinBaHue COObITUN B CBA3HU
C HETOUHOCTHIO UX 3allOMHHaHUsA. Yale Bcero Ha npeobpa3oBaHue BOCIIOMHUHA-
HUU BJIUAIOT BHEIIHUE (DAKTOPHI, KOTOPBIMU MOTYT CTaTh B TOM YHCJIE€ U YbU-TO
pacckasbl, HeIpeAyMbIIIIJIEHHO WM HaMEPEHHO BbIAyMaHHbIe. JIoxkHasA UHPOP-
MaIus CMeIIUBaeTCsd B MaMATH C PA3MbITOM KapTUHOW peaJIbHOCTU, KOTOpas B
HUTOTe MOJIBEpraeTcsa TpaHCcPOpManuu, a 3aTeM TPAHCIAUPYETCHA B UCKAKEHHOM
Buzie. Hu cam 4desioBek, HU CTOPOHHUE CIIyIIAaTeU IIPU 3TOM YKe He MOTYT OTJIH-
YUTBH JIO’KHBIE BOCIIOMUHAHUA OT HACTOAIMX. KpoMe TOro, He IOCJIeHIOI0 POJIb
UI'PAaeT aBTOPUTET TOBOPAILETO U BJIUAHUE MaCC, ero NOJiepKUBAIIUX. Takum
obpasom, AJ1s1 BOSHUKHOBEHUA MUda JOCTATOYHO OBLJIO JIUIh HECKOJIBKUX CJIOB
aBTOPUTETHOTO UCTOYHUKA, KOTOPble MHOTOKPATHO ITepecKa3bIBaIUCh, 0OOpacTas
HOBBIMU IOZPOOHOCTAMHU.

B ciyuae ¢ «KapMeH» MHHUIIMATOPOM CO3JaHUSA JIeET€H bl O IPOBAJIe, 110 BCEU
BUIUMOCTHU, ObL1a AUpeKIUsa KoMmuueckoi omnepsl, crpeMsiiasics 00paTUTh BHUMA-
HUe MyO0JINKY Ha OIlepy U MPUBJIEYb JiIofied B 3ai. /(10 JIOKIIA moaep:KuBaiu He-
KOTOpbIe KpUTUKU U JI10710BUK ["asieBu, TUOPETTUCT ONlephl U POJCTBEHHUK buse.
B sieHb THICAYHOTO clleKTaKIs « KapmeH» B 1006 To/1y OH BBICTYIIA€T CO CTaThel B ra-
3ete Le thédtre, rie mybIMKyeT CBOU BOCIIOMUHAHUSA O IIpeMbepe: «Ilocie 3aKkpbI-
THUA 3aHABECA B 3aJIe OCTABAJIUCH TOJIBKO JIBOE-TPOE BEPHBIX Apy3en buze»#4. Takum
obpazom, ['asieBu moTUepKUBaET U YCYTYOJIsIeT CY>K/I€HNeE O IIPOBaJie OIEePhI, XOTs
HU OJJHOTO YIIOMUHAHUA O JIIO/JIAX, ITIOKUIAIIIMNX 3aJ1, B Ta3eTax 1875 rojia He BCTpe-
yasioch. HanpoTus, B HUX IIPUCYTCTBOBAJIU JIUIIIL CBU/IETEIbCTBA yclexa. ['aeBu
1 BBIOOD HOBeJUIbI MepruMe B KauecTBe OCHOBBI ONEPHI NMPUMHCHIBAET buse, X0Ts
B IHChMaX caM KOMITO3UTOP 00 3TOM HU pasdy He ynmoMuHaeT. Mexay TeM UMeHHO
CIOJKET U JINOPETTO BBI3BAJIU CTOJIb HEOTHO3HAYHYIO PEAKIIUIO KaK Ha IpeMbepe,
TaK U TPU BO30OHOBJIEHUU.

43 Iloy M. JloskHast maMsTh. [loueMy Hestb3s1 1oBepATh BociomuHaHusaM. M.: KoJlubpwu, 2017; JlodTyc .
[TamsATe. I[IpoH3UTEILHBIE OTKPOBEHHS O TOM, KaK MbI 3alIOMHUHaeM U nmoyeMy 3abbiBaeM. M.: KoJIubpwu,
2018.

44 Halevy L. La milliéme representation de Carmen // Le Theatre. 1905. P. 4.
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He Hy>kHO 3a0bIBaTh 0 TocnojcTBoBaBiiux B XIX u XX Bekax obpasax u ujie-
osorusax. O6pa3 poMaHTUYECKOTO Xy/[AOKHUKA, HEIPUHATOTO U HEIMOHATOTO €ro
OKpY:KeHUeM, ObLI OJITHUM U3 IeHTpasbHbIX B XIX Beke. TBopueckuil myTh buse
C €ro MHOTOYMCJIEHHBIMU IIEPUIIETUAMU, TPYAHOCTAMHU, B3JIETAMU U MAJEHUAMU
U ero KU3Hb, Tparudecku o0OpBaBIIasICA TaK PAHO, OTJIUYHO IOJAXO/IUIIN HA 3TY
pOJIb.

B XX Beke, 0cOOEHHO B OTE€YECTBEHHOM MY3bIKOBEZIEHUH, ITpeobiiajiaia Jipy-
ras TeHJeHIUsA: buse mpuobpes cTaTyc KOMIIO3UTOPa-peajyincTa, 0OHAKUBIIIETO
repest Oyp:Kya3Hol n30aJI0BaHHOU MyOJIMKOU KU3Hb JIIO/IEW HUBIIHUX CJIOEB 001Ie-
CTBa, BBIBE/IA UX Ha CI[eHY B KaueCTBe IJIaBHBIX repOeB KPOBABOU JipaMbl. B saTOM
cJIydae ChIrpajiv CBOIO POJIb, C OJHON CTOPOHBI, HEJIOCTATOK MH(OPMAIIUHU O peaib-
HBIX OT3bIBaX HA IIOCTAHOBKH, a C APYTOU — U/I€0JIOTUYECKOE JaBJIEHNEe Ha aBTOPOB
MOHOTpaduUi.

Takum o6pa3om, IpU CMEIIeHUN U3MeHEeHHbBIX BOCTIOMUHAHUN yYaCTHUKOB
IIPEMBEPHI € TOCIIOICTBYIOITUMU 00pa3aMu 3MO0XU BO3HHUK U MPOYHO 3aKPENuJICs
B CO3HAHUMU JIIOlerl MU O IIpoBaJie IIPEMbePHI ITOCJIEAHETO cCOUNHEHM bu3e.

3axarueHue

Co BpeMeHeM HOBBIE « BOCIIOMUHAHMSA» O IIPEMbEPE BCe Yallle CTaIl 3aMeHATh
Mo/JIMHHBbIE PaKThI Kak Ha Oymare, Tak U B co3HaHUU Iyosukd. [IpoBan « Kapmen»
B 1875 ro/ly CTAaHOBUTCS HEMPEJIOKHOU UCTUHOM, 0OpacTaroIeil HOBBIMU ITOJIPOOHO-
ctamu. Tak, mocTeneHHO BUHY 3a XOJIOAHbBIN IIPUEM OTePbhI CTATH PACIPOCTPAHATD
He TOJIbKO Ha CIOJKeT U JINOPEeTTO, HO U Ha My3bIKy bu3e. B kauecTBe onmpoBep:keHUs
ATOM JIeTeH bl CTOUT BCIIOMHUTD, YTO 32 BCE BpeMs, ITIoKa « KapmeH» BXO/iuja B IO-
cTOSTHHBIN peneptyap «Onepa-Komuk», He ObLIO HalleuaTaHO HU OJTHOU CTAThH, B
KOTOPOMU OBl COIep3KaTHCh IIPsIMbIE BBITA bl IPOTUB MYy3bIKaJIbHOU COCTaBJIAIONIEN
oIepbl, a MHOKECTBEHHBIE U PETYJISAPHbIE UCIIOJTHEHUSA (PParMeHTOB B KOHIIEPTHBIX
gasiax [Tapuska He MOTYT CBU/IETEIbCTBOBATD O €€ HEMOITYJIAPHOCTH CPEJIU JKUTeIeN
cToJTUIIBI. Bomrpoc 0 HeZI0BOJIBLCTBE IMyOJIUKHU TOXKe BechMa criopeH. He mpezicraBis-
eTCsl BOBMOKHBIM B TIOJTHOU Mepe MPeCTaBUTh CUTYaIUI0, KOT/Jla KPUTHKU OoJiee
yeM IIECTUJIECATH MapUKCKUX U3JaHUM o0paTui Obl BHUMaHHE HAa HECTPONHO
TMIOIOIIHE T0JI0CA XOpa U HEBEPHOE BCTYILJIEHUE JINTABP, HO 0OOIILIN CTOPOHOM He-
JTOBOJILCTBO ITyOJTUKH, TOKU/IAIOIIEN 3aJ1 BO BpEMS CIIEKTAKJIA.

TakuM o06pa3oM, MOKHO c/leJIaTh BBIBOJ, O CyI€CTBOBAHUM JIOKHOTO IIPE/I-
CTaBJIEHUS O peakiuu Ha npeMmbepy «Kapmen» Kopxka buse B coBpeMeHHOM
My3bIKOBe/IEHUHU. JlereHja o nmpoBajie BO3HUKJIA CITYCTs MOUYTHU JEeCATh JIET TOCye
IIePBOU TMMOCTAHOBKU. [IpUYMHON TOCTY:KUIU CJI0KHOE (PUHAHCOBOE II0JIOXKEHUE
dpanny3ckux Teatpos, B yacTHOcTH «Onepa-KoMuk», JUUHbIE aMOUIIUU TUPEK-
TOPOB, ’KyPHAJIUCTOB ¥ IPUYACTHBIX K CO3/ITAHUI0 COUMHEHMS JIUI], 4 TAKKe 0COObIE
CBOMCTBA UeJIOBEUECKOU MaMsATH, TI03BOIUBIIHE MU}y OeCIIpENATCTBEHHO IEPEX0-
JIUTh U3 OJTHOTO UCTOUHUKA B PYTOU. AHAITU3 COXPAHUBIITUXCS CTaTEN CBU/IETEIb-
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CTBYET O TOM, UTO My3bIKa bu3e, opurnHajibHas U HOBaTOPCKas JJIsl TOTO BpEMEHHU,
10 IOCTOMHCTBY ObLjIa OIleHeHa U 0/I00peHa ¢ IepBbhIX CIeKTaKIel, a CO BpeMeHeM
«paccibllliaHa» 3pUTEISIMU U KPUTUKAMU 10 BCeMy MUDY.

ITpuiaoxxenue
Penensusa dpHecra Peiiepa Ha npembepy «KapmeH»45

My3bIKaIbHOE 0003peHNe
[Revue musicale]

«Kapmen» B «Onepa-KoMuk» — 3TO OUeHb CMATYeHHasA, O4YeHb BBIUUIIEH-
Hasg 00paboTka HOBEJLJIBI, KOTOPYIO UMTAJIU BCE, KpOMeE IOHBIX JieByIeK. ['ocmoma
Menbsk u 'asieBu, iepeHecs Ha CIIEHY, 10JIT0€ BpeMs MOCBAIEHHYI0 HPABCTBEH-
HBbIM WHTPUTaM, Hen30e:KHOU Pa3BA3KONW KOTOPBIX ABJIAETCA KEHUTHOA, THUIL,
CTOJIb IPEBOCXOJIHO M300pa*keHHbI WU BBIAyMaHHBIN [Ipocepom Mepuwme,
YCKOJIb3HYJIU CO BCEU JIETKOCTHIO CBOETO yMa OT MHOTUX CKAaOpE3HBIX CUTYyaIlUU.
OHU He MOTJIH, OZJHAKO, 3aMaCKUPOBATh CBOIO T€POMHIO JI0 TAKOU CTEeNeHU, UTO-
OBl ee HUKTO He Y3HaJI, U €CJIM OHU He OCTAHOBUJIUCH MePe] JOBOJIbHO KECTOKOMU
cMmepThio KapMeH, TO TOJIBKO MOTOMY, UTO OPOK JIOJIKeH ObLII OBITh HAKa3aH, He
rMesi BO3MOXKHOCTH BO3HArpaJUuTh J100pojieTesb. B uTore, Kak MoKa3bIBAIOT HAM
B TeaTpe «®PaBap», IbITaHOYKA HE COBCEM yTPATUJIA TY NUKAHTHYIO PeIbe(HOCTb,
KOTOPYIO OHA UMeeT B POMaHe U KOTOPas JIOCTATOYHO OObsICHSET UHTEJIJIUTEHT-
HOMY UMTATEJII0 CTPACTh JloHa Xo03e. B mibece OHa UTpaeT ¢ HOKOM U Ha KacTaHbe-
TaX, 3aHUMaeTcsI KOHTPabaH/101 ¥ MPOUYMM, KaK B pOMaHe; HO, IOBTOPSIO, IIOTOMY
YTO MOBTOPATH OUEHb I10JIE3HO, BCE 3TO OUE€Hb yMEePEHHO, CUJIbHO CMATUYEHO, OKY-
TaHO JBIMKOW MHOTO 00JIbIlle, HAIIPUMED, YeM €CJIU Obl aBTOPBI COTPYIHUYAIIH C
3ayps/IHBIM MY3bIKAHTOM U IIpeJ/IHa3HavaJIu CBOIO OIlepeTTy AJis TeaTpa «byd»
ninu «Bapbere». UTo k! HeCMOTpA Ha 3TO, BCE ellle eCTh JII0/IU, KOTOPbIe He BepAT
B HPaBCTBEHHOCTb «KapMmeH»; n pemyranus, KOTOPYIO 0 CHX IIOP UMeJ TeaTp
«®aBap» Kak yOexKUIle IJis caMbIX IIYPUTAHCKUX CEMeU, HECKOJIbKO MOCTpaja-
jia. BripoueM, ecji XOpOIIIO MOUCKAaTh, TO HETPYAHO OOHApPYKUTh B pemneprya-
pe Komuueckoii orepsl Ibechl, He TIpeJJHa3HaYeHHbIE UCKIIOUUTEIBHO IS JaM
Cen-Cupa. Ho 10511, y KOTOPBIX Ha BCE €CTh OTBET, CKAXKYT MHE, UTO 3TU IbeCHI
JIVIIIH HEHA/I0JITO MOSABUJINCH B adUIlle U UTO OHU IOUTH 3a0bITHI CeTO/iHs, a Oy-
JyT UTPaTh Bcerjia U 0e3 OMacHOCTH /JIsl CaMbIX HEBUHHBIX U caMbIX pOOKux «be-
Jay1o namy», «[lourampona us JIon:kiomo», «®pa-/IpaBoso» u «HepHOE IOMUHO»,
0co0eHHO «YepHoe JOMUHO».

45 TlepeBox aBTOpPOB cTaThi. Ha pycckoM s3bIke IIyOIMKyeTcs BIIEpBBIE.
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M3 3TOTO C/IeZly€eT, UTO, UYBCTBYS ceOA IOCTATOUHO CBOOOHBIM, YTOOBI aHa-
JIN3UPOBATh Jla’ke Ha CTPAHUIAX 3TOU ra3eThl TUOpeTTO « KapMeH», 51 TaKKe XOTeJT
O6BI mOrOBOPUTH O HOBeJsIe Mepume. Te, KTo ee He UuUTaJl, IIPOUTYT, YBU/IEB IIbe-
Cy, B3TOM HET COMHEHHs, a T€, KTO YK€ 3HaeT, He MO0KAJIeI0T, Y3HaB, KaK JaJeKo
CMOTJIM TIPOUTH, ABUTASICH 110 HATSHYTOMY KaHaTy, Ba SKBWJINOpHCTA — TOCIoaa
Menbsak u I'aseBu.

WTtak, B HauaJjie IEPBOTO aKTa, KOT/la 3BOHUT KOJIOKOJI TabauHO! habpuky,
nosiBsisieTcss KapMeH B OKPY>KEHUH CBOUX CIIYTHHUKOB U MOAXOJUT K OpUTagupy
Xo03e, KOTOPhIII YMHUT CBOUW 3HauOK. «Ha Hel Obljia oueHb KOPOTKas KpacHas
100Ka, TO3BOJISIBIIIAsA BUETH OeJIble IIeJTKOBbIE UYJIKU, IOBOJIBHO JbIPSBHIE, U XO-
poiieHbKHe Ty(desabKu KpacHOTO cadbsiHa, IPUBSA3aHHBIE JIEHTAMH OTHEHHOTO
nBera. OHA OTKUHYJIAa MAHTUIBIO, UTOOBI BUIHBI ObLIN IJIEYU U OOJIBIION OyKeT
aKaluy, 3aTKHYTBIN 3a Kpall copouku. B 3ybax y Hee TOe ObLJI IIBETOK aKaIuH,
¥ OHAa IIJIa, TTOBOAs OepaMu, Kak MoJio/iasi KOObLIHIIA KOPAOBCKOTO 3aBojia. Y
MeHsS Ha POJWHE IPU BHUJE *KEHIUHBI B TAKOM HapsiJie JIIOAU Obl KPeCTUJINCh. B
CeBuJIbe K€ BCIKHH OTITyCKAJ el KaKOU-HUOY/Ib OOMKHUU KOMILIMMEHT 110 IIOBOIY
ee BHEITHOCTH; OHAa Ka)KJ]OMy OTBedasia, CTPOsI TJIa3KHU U 1Mo1009ach, OecCThIHAs,
KaK TOJIbKO MOJKeT OBbITh I[bITaHKa» 4,

A xoTes MOTOBOPUTH O JIMOPETTO, U BOT NUTHUPYIO pacckas. IIpusHaThbes,
TeM Xy»Ke, BEpHee, TeM JIydllle, 4YTO cpa3y f Aaio nopTpeT u KapmeH, u Mmagam
lannu-Mapbe.

[lonipa3HuB ceprkaHTa, BCE ellle 3aHATOTO IIOYMHKOU CBOEro 3HaUKa Ha Jiall-
kaHe, KapmeH Opocaet eMy B JIUITO IIBETOK KaccuM (Tak roBopuT Mepume), KOTO-
PBIM OHa Jiep:Kasia BO PTY, U 0exkuT Ha ¢abpukKy, TPOMKO cMesich. I[BeTok kaccuu
3HAUYUT He OOJIbIIle PO3bl; HO — BHUMaHHeE! — IJIaBHOE 3HATh, UTO, OpPOIIEHHBIN
yBEpEHHOU PYKOU, OH ObLII aipecoBaH OPUTAAUPY U YTO, MIOTIaB eMY M€K IJia3, OHa
paHusia B cep/le.

Bue3anHo Ha (abpuKe CIBIIIUATCA CUJIBHBINA IIIyM, KyMYIIKHA ITOIHUMAIOT
KPHK, a IIOCT HAITPOTUB OepeTcs 3a Opy»KUe, Ha BCAKUHU caydait. ITo Kapmen mocie
CIIopa ¢ OJHOM U3 CBOUX IOZPYT BCIIOpPOJIa el JIMIIO KOHYUKOM HOxKa. Ee apecro-
BBIBAIOT, 1 KOMaHJAUP NMpUKa3bIBaeT OpUTraupy X03e CBA3aTh €l PYKU U OTBECTHU
B TIopbMy. [1o opore myThl pByTCs, 1 Kapmen yOeraer.

MpI CHOBa HaxOJIMM €€ B CJIeIyIOIeM akTe B TpakTupe (posada, BO3MOKHO,
OoJiee UCIAHCKOTO KOJIOPUTA), XO35IMH KOTOPOTO JIIOOUT KOHTpabaHIy U MO 3TOHU
IpuYnHe, 0e3 COMHEHUS, OXPAHIETCS OTPSAIOM JAparyH. TO COJIJIAThl U3 IIEPBOTO
aKTa, 3a UCKJII0YeHneM 0e/IHATH X03€e, IPUTOBOPEHHOTO K MeCsIly B TEMHHUIIE 3a TO,
YTO ITO3BOJIMJI CBOEH IJIEHHUIIE cOeKaTh U JIUIITUIICA HAIIMBOK OpUraaupa.

B HeMm mpolykaaercs Jir000Bb K KapMeH, a BMecTe ¢ JII000BBIO U PEBHOCTb.
Jlon Xo3e BBI3bIBAET CBOErO JIEUTEHAHTA HA MOEJIMHOK U HAHOCUT €MY KOJIOTYIO
paHy, AJs HEro 3To cMepTHbhIN nmpuroop. OH criocobcTBoBas mobery Kapmes, Ta,

46 Mepume I1. Kapmen / iep. M. JI. Jlosunckui, E. A. JlonbipeBa, A. CMUPHOB H JIp.; COIIPOBO/IMT. CTa-
T M. Uynakosoiil. M.: Bpems, 2019. C. 84.
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B CBOIO OU€epe/ib, 3alUIIAET €r0 U Ha3HAaUaeT BCTPeUy B TOpax, I7le Mbl HAXOUM €TI0
B CJIEJIIOIIEM aKTe CPEJIN OTPs/ia KOHTPAOAH/IMCTOB.

A He ;MOKEH yIIyCKaTh MOMEHTA, YTOOBI COOOIIUTH BaM, UTO y Opuraaupa
Jlona Xo3se, s cobupasics ckasaThb Kallpaja, eCTb COOTEUECTBEHHHIIA, KOTOPasi 4acTo
pacCcKa3bIBaeT O €ro cTapyxe-MaTepu M UTPAeT /IJIs HETO POJIb aHTeIa-XpaHUTEJIA.
VBol! begHoe UTs, OTBAKUBIIIEECS TPUCOETUHUTHCA K CBOEMY KEHUXY B JTUKOM
yIIeJibe, KOTOPOe CIIY:KUT eMy yoexkuiieM. OH HaXOUTCS TaM B JIOBOJIBHO IIJTIOXOU
KOMITIaHUH, UAYyIeN B yiepb ero HpaBCTBEHHOCTU U OOpallieHunio. A B ropax, Kak
U B TPAKTHPE, — HOBAs CIleHA PEBHOCTH U ITOEJIMHOK HA HOXKaX.

[TocnenHuit KaBasiep, OTMeUeHHBIN 6J1arOCKJIOHHOCTHhI0 KapMeH, — mUKaaop
B HOBeJIJIE U TOPeaIop B mbece. I oHa MOKWHYJIa majaTKy JoHA X03€e, YTOObI IpUi-
TU U 3aCBUJIETEJIHCTBOBATD /100JIecTh Kpacasiia JIykaca. IMeHHO Ha TJIOIIA/H, TTIe
pacmosIoKeH IUPK, BerpedaroTes Xo3e u KapmeH, u nocyie 06bsICHEHMsI, HE OCTaB-
JISTIOIIET0 COMHEHUM B HEBEPHOCTH IIBITAHOUKH, OHA Ia/IaeT, MOpa’keHHasT HOXKOM
JgoHa Xoa3se.

PasBs3ka, pacckazanHass Mepume, ropas3/io IO3TUYHEE:

«MbI OBLJIN B ITyCTBIHHOM YIIIEJIBE. ..

— Taxk Te1 r06uIIB JIyKaca? — cmpocuI 1 ee.

— Ja, s ero yobwuia, Kak u Tebs, OHy MUHYTY; ObITh MOKET, MEHBIIIE, YeM
Tebs1. Terreps s1 HUUero 60JIbIle He JIF00JII0 ¥ HeHaBIIKY cebsI 3a TO, UTO JIro0mIa Teds.

A ynas x ee Horam, 5 B3sJ1 €€ 3a PYKHU, sl OPOIIIaJl UX CJIe€3aMHU...

— B nociieguuii pa3, — KPUKHYJI 51, — OCTAHEINIbCS Thl CO MHOM?

— Hert! Het! Het! — ckazasia oHa, Tomasi HOTOH, CHsJIa C TTAJIbIla KOJIBIIO, KO-
TOpOe 51 el MoJapuJI, U MBBIPHYJIA €T0 B KYCTHI.

A ynapui ee nBa pasa. OT BTOpOro y/iapa OHa yIajia, He KpukHyB. fl Kak cei-
Yyac BUXKY ee OOJIbIIION YEePHBIN IJ1a3, YCTAaBUBIIUICA HAa MEeHS; TOTOM OH ITOMYTHEJ
U 3aKpbUIcs. f 1esbIid yac mpocuzies HaJl STUM TPYIIOM, YHUYTOKEeHHBIU. [loToM
s1 BCMOMHWJI, Kak KapMeH MHe roBOpUJIa He pa3, YTO XO0TeJ1a Obl ObITH TOXOPOHEHHOU
B Jjiecy. fl BBIPBLI €l MOTHJIY HO3KOM U OITyCTHJI ee TyZa. f J10JITo ucKas ee KoJIbIo U
HaKOHeIT HateJ. f 1oJI0KUJI ero B MOTUJLY PSIJIOM C HEW, BMeCTe C MaJIeHbKUM Kpe-
CTUKOM. MOKeT ObITh, 3TOTO HE CJIe/I0BAJIO JIeIaTh. 3aTeM f CeJl Ha KOHs, II0CKaKaJl
B Kop/10By 1 y IepBO ke KopAerapiuu Ha3BaJj ceds...»4.

MO2KHO TIOZIlyMaTh, UTO 3puUTe KOMUUECKOU OIlephl HE OTOpUYaTCs, YBUJIEB,
KaK HaKa3aJiu MOPOK, TOTYAC JKe Y3PeB MeU MPaBOCYUs, TOAHATHINA HaJl TOJIOBOU
yOUHUITHI; 1, 6€3 COMHEHUS, TI03TOMY Pa3BsA3Ka IMIPOUCXOUT 10 COCECTBY C IIUPKOM,
r/ie TIpU MEPBOM Ke 3HaKe 3aHaBeC Pas3/[BUHYJICS, UTOOBI MPOIYCTUTh MOYETHYIO
KOMITAaHUIO aJIbKAZI0B U KOPPEXUIOPOB,

T'octioguu buse mociie «/[xxkamMmuie» cTajl pa3MbIILISTh O TOM, KaK TPYAHO 3a-
CTaBUTh MYOJUKY OIEHUTh TOHKOCTH ITPEKPACHOTO, BHIZIAIOIIETOCS TPOU3BEeHUS

47 Tawm xe. C. 210.
48 A,ELMI/IHI/ICTpaTI/IBHI)Ie " CyI[e6HI)Ie JAOJI2KHOCTU B I‘OpO,ZLaX u HpOBI/IHIII/IHX I/ICHaHI/II/I.
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C OIpe/ieJIEHHBIM MO3TUYECKUM BKycoM. U cie/iyss 5TUM pa3MbIIJIEHUsAM, OH Ha-
nucas maptutypy « Kapmen». 9ta oueHb KOpOTKas mpeaMOysia 0cBOOOKIAaeT HAC OT
MaJieHrIero cpaBHeHUs Mexay « Kapmen» u «/[xxamuie».

B «KapMmeH» KOMIIO3UTOP €/IBa JIM MOT 000OUTHCH O€3 ONCKa UCITaHCKOTO
kosiopuTa. EMy ImoMorin BOCIIOMUHAHUsA. ATO HUKOUM 0Opa3oM He O3HaydaeT
yIpeKa B PeMUHUCIEHIIUU WU TJIarhaTe, 4To ObLI0 OBl COBEPIIEHHO HEYMECT-
HO T10 OTHOIIEHUIO K KOMIIO3UTOPY, 00J1a/ialolieMy TakKUM TaJaHTOM U BOOOpa-
»KeHUeM, Kak r-H buse. fI ToJibKo X04y cKa3aTh, YTO KacTaHbeThl KapmeH 00s1-
3aTeJIbHO JIOJI?KHBI HABOJIUTh Ha MBICJIb O JJPYTUX KaCTaHbETaX, IOTOMY UTO He
MIPUXOJUTCS K/IaTh HU HOBBIX BO3MOYKHOCTEH, HU HOBBIX 3D (PEKTOB OT TAKOTO
WHCTPYMEHTA.

IlecHs TIEPBOTO aKTa ¢ TAKOM OPUTHHAJIBHOUN XpoMaTUdecKol ¢hpas3or mpu-
nuia npsamo u3 HOkHoW AMepuku; ee MHOTO MOIOT B 'aBaHe; OyAyT MHOTO IETh
B [Tapu:xe:

«Ecu ToI He JTI00UIIb MEeHs, s JII00JII0 TeOs;

Ecnu s 006110 TEOs1, Oeperuck! »

OHa J1elicTBUTEJIPHO OUapoBaTejibHa, 0COOEHHO C MOAAEP:KKOU n300peTa-
TEeJILHOTO aKKOMITaHeMeHTa opkectpa. I'-H Buze — HempeB30UeHHBI MacTep
HCKYyCCTBa MHCTPYMEHTOBKHU, U HHUKTO JIydllle HErO He BJIaJIEET CEKPETOM IIpe-
KpPaCHBIX TAPMOHUU U KPAaCUBBIX TEMOPOBBIX coueTaHUU. fI y»ke rOBOPHJI 5TO IO
IIOBO/Yy TaKUX IIIEJIEBPOB, KaK «/[xkamMuie» u «Apye3uanka». To ke 1 MOTY CHOBa
cka3aTh 0 «Kapmen». Ho mouemy, 3actaBuB KapmeH meTh Kak HUCIIAHKY, OH He
cueJT BIIOJIHE €CTECTBEHHBIM IOPYYUTh €l apulio U3 3ToM cTpaHbl boremuu, ypo-
»KEHKOUM KOTOpoU oHa siBiisieTcsa? KoHTpacTt ObL1 ObI MHTEpPECEH, U T-HY buse He
HY?KHO OBLJIO 3aUMCTBOBATH ITMMOasIbl OpaTheB Papkaril, YTOOBI 1aTh HAM BO BCEM
HX JKUBOITMCHOM apoMaTe MPUMeEPHI TeX CTPAHHBIX MEJIOJUN, CBOMCTBEHHBIX «J10-
yepsim Erunra», 4to, mo cjoBam JIucra, «MOTYT BCKPYKUTh TOJIOBBI, KOTOPBIE He
BOJIHYIOT JIa’Ke MT03bl COOJIa3HUTEIHHUIL».

JIO/>KHBI JIM MBI TeNephb cJiesaTh MOAPOOHBIN aHaIU3 NapTUTyphl Kapmen?
A 3Ha10, UTO YUTATENH HE CIUIITKOM JIIOOUT TAaKOTO PO/ia aHAJIN3bI, KOTOPbIE TPeOy-
IOT UCIIOJIb30BAHUA TEXHUUECKUX TEPMUHOB. fl mpeamoynTar 0003HaUUTh (par-
MEHTBI, KOTOPbIE 0OCOOEHHO XOPOIIIO MPUHATHI ITyOJIMKON U IIO3TOMY JOJIXKHBI OBIThH
HanboJiee yCrenrHbIMU.

XabaHepy OMCUPOBAIU B IEPBOM aKTe; Xop paboTHuUIl ¢abpuKH OUeHb Kpa-
cuB, a B AyaTe KapmeH u joHa X03€e eCTh HECKOJIPKO ITPEBOCXOTHBIX IacCaKew:
IIOCJIyIIaiTe BHUMATEIbHO 3TOT BOCXUTUTEJIbHBIA UAJIOT KJIapHeTa U parora us
aHTpPaKTa U COTJIACHUTECh CO MHOM, YTO apusi DCKaMHJIBO (3TO MUKAJIOP, JIJIA KOTO-
pOT0 aBTOPHI HE 3aXOTeJU COXPAHUTH CIIUIIKOM IacTopajbHoe uMs JIykac), co-
TJIaCHUTECh CO MHOH, UTO ee HEBO3MOXKHO CIIETH JIYUIIle, YeM 3TO ClIesIaa I'-H byu.
JlobaBMM K HUTOTaM BTOPOTO aKTa OYEHb IIPHUMeUYaTeJbHBIH CIIEHHYECKHUH Iy3T
U IIPEBOCXOIHO HANMCAHHBIA HEOOJbIIONH KBUHTET. B TpeTheM aKTe s BBIZEJIIO
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HOUYHOM MapIll KOHTpabaHAMCTOB U apuio Mukaasbl (3To HeBecTa JloHa Xo3e).
W, HaKoHell, B cjeyIonieM akTe (OH ke IMOCJAeJHUN) — Maplll TUKaJIOPOB, yiKe
3BYUYaBIIUN BO BCTYIJIEHUHU, APUETTY B UCIIOJTHEHUHN JCKAMUJIBO U TPAHUO3HYIO
(uHaANTBHYIO ClIEHY, B KOTOPOU OocienuTeibHbIe haHdaphl IIUPKA COCTABSIOT Ta-
KOH IMOpa3uTeIbHbIN paMaTHUEeCKU KOHTPACT co cMepThio KapmeH. <...>

Apuect Petiep

[E. Reyer]

l'azeTa MOJIMTUYECKUX U JIUTEPATYPHBIX 1€0ATOB
[Journal des débats politiques et littéraires]
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AxHOTanuAa. My3bpika beTxoBeHa 4acTO 3BYYUT B OAJIETHBIX ITOCTAHOBKAX
XX Beka u Hadasa XXI Beka. Ho equHCTBEHHBIH IIOJIHOMACIITAOHBIM OajieT
«TBopenus IIpomeress» (1801) ocraercsi He CIHIIKOM IIOMYJIIPHBIM. Mexy
TEM 5TO IIPOM3BEJIEHHE CTAJI0 BaXKHBIM B TBOPUECKOU CyabOe 000MX co3jiaTesiel,
oanerMmeiicrepa CanpBaTope Burano u berxopeHa.

«IIpomeTeeBckass» JUHUA B TBOpUYecTBe beTxoBeHa M Burano pasBuBajiach
1 nocjie mpeMbepbl 1801 roxaa. llenbiii psim mpousBesieHuii berxoBeHa 1801—
1804 romoB O0BeIMHEH TaK Ha3bIBAEMOU «IIPOMETEEBCKOU TeMou» (IIUTaTOU
13 QPUHAJIBHOIO KOHTpJAAaHca Oasiera). BuraHo, He yJIOBJIETBOPHUBIIHCH BEHCKUM
«IIpomereem», mocrtaBui B 1813 rogy B MuiaHe paciiupeHHYI0 BepcUio Oasera.
B 5TOM CcriekTakJie CTasio BO3MOXXHBIM AKIIEeHTUPOBATh MOMEHTHI, 3aByaJINPOBAHHbIE
B BEHCKOH BepCHH: aHaJIOruu Mexkay obOpaszamu Ilpomeress u Xpucra. Bymayuu
XOPOIITM MY3bIKaHTOM, BUTaHO HCII0JIh30BaJI BCBOUX MUJIAHCKHX OaJIeTax, IOMHMO
«ITpomeresi», pparmMeHTHl HOBBIX Hpou3BeAeHUN berxoBeHa. VX TBopueckue
IIOMCKU IIUTM TapaUIeJIbHO, XOTsA beTxoBeH OoJibllle HHKOIZA He obpalmasics
K JKaHpy OaJsieTa.

© Kupunnuna JI. B., 2023
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BenukonenHaa cuM@oHudeckasda mnaprturypa «TBopenusa IIpomeresa»
3akuiia cBoed »ku3HbI0. Cam OasteT B XIX u XX Beke craBuiicsa pefako. OmHaAKO
B XXI crosieTUM HWHTEpec K HeMy BO3poc. B crarhbe pazbupaioTcsi HEKOTOpPHIE
COBpeMeHHbIE IIOCTAaHOBKU Oasiera berxoBeHa. Tak, ®panuecka Xaprmep
MIPEJIOKIIIA TPOUTEHUE IPOU3BEIEHNS CPEICTBAMU COBPEMEHHOTO OasieTa (2005,
Hrto-Mopk). B ayrenTnuHOl MaHepe nocraBmia «TBopenus ITpomeres» XeseHa
Kazaposa B 2016 rojy (Uexust, TeaTp B 3aMKe BasibTuiie). JIpyroe perieHue — 04eHb
aCKeTU4YeCcKoe M CHMBOJIMYECKOE — OCYILECTBWII ATTHIa ITrepxa3u, MOCTaBUBIIUN
Oaster B 2017 roay cuwiaamMu TaHieBasibHOTO mHeHTpa [Ipaskckoil KOHCEpBAaTOPUU.
Haxkomner, B 2021 B bosioabe xopeorpad MoHnka MUHBIOKKH CO3/1ajia CIIEKTAKIIb
o «TBopeHusim Ilpomeresi», O4eHb MaJI0 MOXOXKUH HA TPATUIUOHHBIN Oajer
U pellleHHBIM B OCHOBHOM CpP€/ICTBAMU MAHTOMUMBI. Bce 5TH OMBITHI NOKa3bIBAIOT,
YTO eTUHCTBEHHBIN OajieT beTxoBeHa — OTHIO/Ib HE My3€HHOE JIOCTOSTHHE ITPOIILIOTO.
OH MOKEeT CcTaTh OPTAaHUUYECKON YaCThI0 COBPEMEHHOT'O My3bIKQJIBHOTO TEATPA.

KiroueBsbie ciioBa: Jliogsur BaH beTxoBeH, 6aser, « TBopeHus [Ipomeres»,
CanbBaTope Burano

Jaa murupoBaHuna: Kupuaauna JI. B. Tlpomeret Taniytomuii: beTxoBeH
u 6aner // CoBpemeHHbIe IIpPob6EeMbl My3bIKO3HaHUA. 2023. N 3. C. 63—81.
https://doi.org/10.56620/2587-9731-2023-3-063-081
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The Dancing Prometheus: Beethoven and Ballet

Larissa V. Kirillina
Moscow State Tchaikovsky Conservatory, State Institute for Art Studies,
Moscow, Russia,
larissa_kir@mail.ru, https://orcid.org/0000-0002-5225-5641

Abstract. Beethoven’s music has frequently appeared in ballet productions
in the 20™ and early 21 centuries. However, his only full-scale ballet, Die Geschopfe
des Prometheus (1801), remains outside of the theatrical mainstream. Meanwhile,
this work was important for both of its creators: the great choreographer Salvatore
Vigano and Beethoven.

The ‘Promethean’ line in Beethoven’s and Vigano’s legacy continued after
the ballet’s premiere in 1801. A number of Beethoven’s works from 1801-1804 are
united by the so-called ‘Promethean theme’ (the quotation or reminiscence from the
final counterdance of the ballet). Vigano, not satisfied with the Vienna production
of Prometheus of 1801, staged an expanded version of the ballet in Milan in 1813. In
that performance, it became possible to accentuate the moments covert in the Vienna
version: the striking analogies between the images of Prometheus and Christ. Being
a good musician, Vigano used fragments of Beethoven’s other new works, besides
Prometheus, in his ballets in Milan. Their artistic quests ran parallel to each other,
although Beethoven never turned to the genre of the ballet afterwards.

The magnificent orchestral score of Die Geschopfe des Prometheus has taken
on a life of its own. The ballet in its 1801 version was rarely staged during the 19th
and the 20th centuries. However, there has been a revival of interest in it in the
21st century. In recent years, a number of stage incarnations of Beethoven’s ballet
have appeared, in which the plot has undergone various transformations. Francesca
Harper proposed a reading of the work by means of contemporary dance (2005, New
York). At the same time, Helena Kazarova staged Die Geschopfe des Prometheus
in an authentic manner in 2016 (Czech Republic, Valtice Castle Theater). Another
solution — a very ascetic and symbolist one — was proposed by Attila Egerhazy, who
staged the ballet in 2017 by means of the Dance Center of the Prague Conservatory.
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Finally, in 2021 in Bologna, choreographer Monica Miniucchi created a performance
based on Die Geschopfe des Prometheus bearing very little resemblance to a
traditional ballet, performed mainly by means of pantomime. All these endeavors
show that Beethoven’s sole ballet is by no means a museum legacy of the past. It has
the ability of becoming an organic part of contemporary musical theater.

Keywords: Ludwig van Beethoven, ballet, Die Geschopfe des Prometheus,
Salvatore Vigano

For citation: Kirillina, L. V. (2023). The Dancing Prometheus:
Beethoven and Ballet. Contemporary Musicology, (3), 63—81. (In Russ.).
https://doi.org/10.56620/2587-9731-2023-3-063-081

BeedeHue. My3svixa bemxosena 0aa banrema

y3blka beTxoBeHa JI0BOJIbHO YacTO 3BYUHUT B OaJI€eTHBIX MOCTAHOB-

kax XX u XXI BekoB. Ujes cranneBath cuMm@poHn0 beTxoBeHa BO3-

HUKJIA ellle B 1920-X IoZlaX B CBSA3U C HOBBIMU BESIHUSMU B XOPEO-
rpadpuyeckoM UcKyccTBe. fApuaiimuili Tomy npumMep — Ta"icuMdbonusa «Benuune
mupo3saanus» ®emopa BacunbeBuua JlomyxoBa Ha My3bIKy YeTBepToit cuM@OHUU
(1922-1923); mexay 1986 U 2003 ToJlaMH MOSBUJIOCh HECKOJIBKO COBPEMEHHBIX
PEKOHCTPYKIINU 3TOTO CIIEKTAKJIA [1, ¢. 151]. HeomHOKpaTHO cTaBUIINCH HaIeThI HA
My3bIKy CebMoi cuMdoHUM, KOTOPYIO elife Prxapy Baruep o6pa3Ho Ha3BasI «amo-
deosom Tanna», u lessaroir (Mopuc bexap, 1964). OcHoBauus Ay Xxopeorpadu-
YeCKOTO0 BOIUIOIIEHU, 0€3yCIIOBHO, COAEPKATCA B caMOi My3bike beTxoBeHa 1 Bcex
KOMIIO3UTOPOB €r0 BpEMEHU: OHA YaCTO OCHOBAHA HA TAHIIEBAJIbHBIX PUTMAaX, YeT-
KO CTPYKTYPUPOBAaHA CUCTEMOM MMOBTOPEHUU U TEMAaTUUECKUX APOK, COAEPKUT Sp-
Kre 00pa3sl U ipaMaTUUeCKUe KOHTPACTHI.

OpmHako eqUHCTBEHHAS MOJTHOMAcCIITaOHasA OaseTHas mapTutypa berxoBeHa,
«TBopenust IIpomeTtesi» op. 43 (1801), mpuBiekaeT xopeorpadoB pPEJIKO, HEB3U-
pas Ha CBOM BBIJAIOIIHUECH MYy3bIKAJIbHBIE JOCTOMHCTBA. BopoueM, U Ipu KU3HU
KOMIIO3UTOpA 3TO MPOU3BeJeHNEe MOJIb30BAJIOCH HE CTOJIb TPOMKUM YCIIEXOM, Ha
KOTOPBIN paccuuThiBasl aBTOp. [IIMpOKyI0 M3BECTHOCTh MOJIYyUMJIa IIPEXK/IE BCETO
AUHAMHUYHAA YBEPTIOPA, YaCTO HCHOJIHABIIASACA B KOHI[EPTaX BHE TeaTPAIbHBIX
Ipe/iCTaBJIeHU.
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«Teoperusa IIpomemes» bemxogeHa—BuzaHo

Vcropus mosiByieHUs 6aieTa XOpoIllo U3BECTHA, HO 3aCJTyKHUBAET YIIOMUHAHUS
B CBSI3U C MHTepecylolel Hac Temou. baseT B KysbType XVIII — Hauasna XIX Beka
cyuTasics TBOPEHUEM IIpesk/ie Bcero baseTMmericrepa; My3blKa MorJjia ObITh COOpHOM
WJIU IPUHA/IJIe:KATh KOMIIO3UTOPY He IePBOTO pAia. B TaHHOM ciiyyae nepeji HaMu
JIBa PAaBHOIIPABHBIX COABTOPA: UPE3BBIUAWHO TOIMYJISIPHBIA M OJIMCTAaTEBHO O/la-
PEHHbBIN TAHIOBIINK, Xopeorpad u kommno3utop CanbBaTope Burano (1769—-1821)
1 ero reHUaJIbHBIN cBepcTHUK JItoaBur BaH berxoBeH (1770—-1827).

Kak siBCTByeT U3 psijia HICTOUHHUKOB, OaseT «TBopeHus I[Ipomeress» 3a1yMbI-
BaJIcsA Kak IpernojiHomeHne umieparpuiie Mapuu Tepesze Bypbon-HeamosutaH-
ckoit (1772—1807), BTopou cynpyre umineparopa ®panra I. Ona obsazana TajiaH-
TOM K MY3bIKe, IIPDEBOCXO/IHO I1eJia, IOKPOBUTEJIbCTBOBAJIA KOMIIO3UTOPAM, B TOM
yucsie MoJiogoMy betxoBeHy, nmocsAaTuBmeMy el cBor Cemnret op. 20. XoTtsa beTrxo-
BEH He BXO/IWJI B KPYT My3BbIKaHTOB, TPUOJIMKEHHBIX KO IBOPY, €ro Kapbepa B Bene
MorJia ObI CJIOKUTHCA OoJiee 0JIaTONMPUATHO, €CJIN Obl He pPaHHSS CMEPTh UMIIEpa-
tputlbl. [lo-Bugumomy, umeHHo Mapus Tepesa moskesana, 4ToObl My3bIKY K b6ajie-
Ty Burano 3akasaiu berxoseny [2, p. 249—250]. I1lepBroiii 6uorpad Burano, Kapso
PucTtopu, UMeBIIUI JOCTYII K apXuBY xopeorpada, mpsaMo yTBepK/aajl, 4YTo OasieT
co3/1aBaJjicsl «B UuecTh mMIlepaTpullbl Mapuu Tepessl, muTaBIIeN OOIBIIYIO TI0O0OBb
K My3bIKe» [ibid., p .249].

Jlns BerxoBeHa Oaner «TBopenusi Ilpomeresi», 1O CyTH, CTayl TIEPBBIM €T0
KPYITHBIM CIIEHUYECKUM ITPOU3Be/leHueM (IOHOIIECKUU «PhIlapckuil 6ajer», co-
YUHEHHBIN B BOHHE B 1790 o1y, IIPEeACTaBJIsI COOOM TaHIIEBaIbHYIO CIOUTY B BOChH-
MU 4YacCTAX U NpeJHa3HAYaJICA He I TeaTPaJIbHOU CIeHBl, a JJI IPUBOPHOTO
KOCTIOMUPOBaHHOTO 0asia). B 1801 roy KoMno3uTop co3/1al BAOXHOBEHHYIO CUM-
(poHMYECKYIO TTAPTUTYPY, IIOJHYI0O MY3bIKAaJIbHBIX KPACOT, B TO K€ BpeMsA CKPYILy-
JIE3HO cJIelys clieHapHOMY I1aHy Burano u ero pemapkaMm. Co6CTBEHHO, TOJIBKO 110
HUM MBI cefiuac MOKEM CYJUTh O HEKOTOPBIX MOAPOOHOCTAX ciokeTa « TBOpeHUM
[IpomeTtesi», MOCKOJIBKY OPUTUHAIILHOE JINOPETTO HE COXPAHUIIOCH.

HaubospIuii uHTEpeC MpejicTaBiIsIeT MAaHTOMUMUYECKUN 3TMU30/], B KOTO-
pom IIpomereli, co3AaBIINU IEPBBIX JIFOJEN U3 TJINHBI, O3KUBJISAET UX U IIOCTENIEHHO
C y?’KacoM MMOHMMAET, YTO €ro TBOPEeHUA KpallHe HecoBepIlleHHbI. Kak 3ameTus Ha-
taH JIbBoBUY ®PUIIMaH, «peMapKyd PACKPBIBAIOT COJIeprKaHUe MY3bIKH OyKBaJIbHO
C CHHXPOHHOM TOYHOCTBIO» [3, €. 50]. VIX mepeBo/; Ha PyCCKUM A3BIK cAesaa ApKa-
nuit Mocudosruu KanuMoBULIKMI; TPOIUTUPYEM JIMIITH (PPATMEHT:

[IpomeTeii cTpauTcs yTpaTUTh MY»KeCTBO, CKOPOb oBJiajieBaeT UM. OH HIET K TBO-
peHusaM, 6epeT Ux 32 PyKU U caM BeJieT 110 ciieHe. OH 00bsICHSIET UM, YTO OHH — €T0 CO3-
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JaHNA, 9YTO OHHU JOJI?KHbBI OBITH 6JIaI‘OI[aprI €MY U IIOC/IYIIHBI, IEJIYEeT U JIaCKaeT X, OHU
Xe, 6eC‘IYBCTBeHHBIe, JIMIIIb KHOTrAAa COBEPIIIEHHO 6e3p33HI/I‘IHO IIOKQUUBAKT IoJioOBaMu
1 Oecriops/IOYHO B3MAXUBAIOT pyKamMul.

Jlajiee, kak MBI 3HaeM U3 001Iero miaana basnera, [Ipomereil mMpUBOUT CBOU
yiepOHble TBOpeHUs1 Ha IlapHac, /e mpruoOImaeT K MUPY HCKYCCTBA U BBICOKHX
4yyBCTB. JIJ1 TOTO YTOOBI JIIO/IA CTAJIH JIFOABMHU, [IpOMETEI0 TPUXOTUTCS TTEPEIKUTH
CMepPTh OT y/lapa KWHKajia My3bl Tpareauu, MebIIoMeHbI, 1 BOCKPEIIIeHHe BOJIer
ZipeBHetIero 6ora mpupoasl — Ilana. JIumb mocse atoro [Tpomereii, 60rH, My3bI
Y JTIOJTN OOBEUHSAIOTCSA B PAJJOCTHOM OOIIlEM TaHIIE.

Py6exx XVIII u XIX Beka — smoxa KJIacCUIM3Ma, IIePepaCTAIONIero B IIBIII-
HBIA aMITUP. AHTUYHBIN aHTYPa’k TOCIIO/ICTBYET U B ADXUTEKTYPE, U B 0POPMIIEHUU
WHTEPHEPOB, U B MOJIe, M BO BCEX BHU/IaX UCKYCCTBA, I/ie IEPCOHAKH U3 TPEeYECKOn
¥ PUMCKOH HMCTOPUU W MUQOJIOTUH PETYJISIPHO TMOSBJISIOTCA B JKUBOIIMCH, CKYJIb-
IIType, TeaTpe (0COOEHHO, B OIIEPe, CM. WAAHOCMPAUUro 1).

Hanrocmpayus 1. Bena, byprrearp. CrieKTaksb ¢ aHTUYHBIM aJIJIETQPUYECKUM CIO3KETOM.
Packpammennas rpaBiopa ok. 1825 1o pucysHky 3. uiu U. I'ypka.
KHM-Museumsverband?

! Kmumosunkuii A. 1. Baner Berxopena «TBopenus IIpomeresi» // Berxoeen JI. TBopenus IIpomeresi:
6aster [ki1aBup]. JI.: My3bika, 1988. C. 3.

2 WcTouyHUK wumocTpanuu: https://www.theatermuseum.at/en/onlinesammlung/detail/752811/?offset
=30&lv=list (;1ara obpamenus: 30.08.2023).
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Opnako B 6asnere berxoBeHa u Burano (v Burano u berxoBeHa) mekopa-
TUBHasi 000JIOUKA aJIJIErOpUM Tauja B cebe TIyOOKoe coepkaHue, IIOUTH HUKEM
TOT/Ia, 110 CyTH, HE IIOHATOE U He pacIin@pOBaHHOE.

[Ipembepa cocrosiach 28 mapTta 1801 rojia B BEHCKOM IPUABOPHOM bypr-
TeaTpe Ha 6eHedrCcHOM Beuepe nmpuma-banepunsl Mapuu Kazentunu (cM. waato-
cmpayuto 2). B mepBoM OT/ieJIeHUU UCIIOJIHAIACh HEOOJIbINIas KOMUUECKas orepa
Noranna Illenka «/lepeBeHCKUI IIUPIOJbHUK», BO BTopoM — «TBopenus IIpome-
Tes».

[TokazaTesibHO, YTO TJIaBHBIE TAHIIOBIIMKY MIPUABOPHOU TPk, CasbBaToO-
pe Burano u Mapus KazeHTuHH, B3s1JIM Ha ce0s1 POJIM «TBOPEHUM », TIPEATIOJIaraB-
IIIMe TIOCTENIEHHOE MpeoOpaskeHre HEYKITI0KUX TOMYHKYJTYCOB B IIPEKPACHYIO TTapy
TIEPBBIX JIIOJIEH, CO3/TAaHHBIX 110 60KecTBEHHOMY 00pasy u moaobuto. Poss ke I1po-
MeTes JOCTaach TAaHIOBIIUKY Punnmno Yesapu.
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Hanrocmpayus 2. Acbnma HpeMbepr 6aJIeTa «TBOpeHI/IH HpomeTeﬂ» 1801.
Ascmpuiickas HayuoHanbHaa bubauomexa’

3 Mcrounuk wiutoctpanuu: https://anno.onb.ac.at/cgi-content/anno?aid=wtz&datum=18010328&z00
m=33 (mara obparenus: 30.08.2023).
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3ac/Iy’KMBAalOT BHUMAaHUS W BapUAHThl HAa3BaHWUU U KAHPOBBIX 00OO3Haue-
Hui Oasera. B TearpanbHOU adwuliie oHU maHbl mo-HeMenku: Die Geschopfe des
Prometheus. Ein heroisch-allegorisches Ballett («TBopeuus IIpomeres. I'epou-
KO-aJIJIeropuyecKkuil 6aaer»). TepMUH «TepOUUYECKU» IPUMEHUTETIHHO K OllepaM
u 6aseram XVIII Beka 0OBIYHO O3HAYAJI JIMIIH IIPUCYTCTBHUE Ha CIIEHE TePOeB aH-
TUYHON MH(OJIOTUH, a BOBCE HE IPaMaTUUECKHUH CIOKET, CBI3aHHBIH C HUjieed Mo/I-
BHTA M CAMOITOKEPTBOBAHUSA, HO B JIAaHHOM cyiydae Burano u beTxoBeH IpuBHeECIN
B 3TO CJIOBO HOBBIM CMBICII. B HTAIBAHCKON N3HAYAILHOU BepCHU Ha3BaHUe Oajre-
Ta 3By4asio Kak «JIroau ITpomeres» (mau «Yesmoseuectso IIpomeresi»): Gli uomini
di Prometeo. TakoB ke ObLI 1 HEMEIIKMII BaADUAHT B ra3eTHOM OOBsABIeHHU: Die
Menschen des Prometheus. B aBTopcko# mapTuType (XpaHUTCs B ABCTPUHCKON Ha-
IIMOHAJIBHON OUOJIMOTEKE, JOCTYITHA OHJIAMH, CM. UAA0CMpauulo 3) Gurypupyor
cpa3y oba Ha3BaHUs: Ha TUTYJILHOM JIMCTe — HeMellkoe «TBopenus IIpomeres»,
a BHYTPHU PYKOIIUCH, IT0CJI€ OKOHUYAHHUS YBEPTIOPHI — UTAIbsTHCKOE «JIroau ITpome-
Tesi». [Ipu 5TOM KaHp Ipou3BeAeHus 0003HAUEH KaK «cepbe3Hbli Oaser» (ballo
serio).

B
(‘Ji‘ ”47”)‘,/‘7% T Sl o e =

f’////d/r/(fyﬁ otz //p/rr/ / erf.m x(W/f

i = —

i % f’-/ Horfdes ﬁ;%mc-z%}-mﬁ =

f_;mywﬁ&_ P17

AL e =

Hanrocmpauus 3. TutynpHbIH JTuCT 6aera berxoBeHa
B ABCTpUIICKOU HAITMOHAJIbHOU Oubsmoreke, mudp Mus.Hs.161424

4 Hcrounuk wumioctpanuu: https://search.onb.ac.at/permalink/f/sb7jht/ONB_alma21298284670003338
(maTa obpamenus: 30.08.2023).
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Oba coaBTOpa, Burano u beTxoBeH, mpuaaBaiu 3ToMy OajeTy OTHIO/Ib HE
IIPOXOJTHOE 3HAUEHUE, U CIOJKEThI, CBA3aHHBIE C «IIPOMETEEBCKON» HJleel, Pa3BU-
BAJIMCh B UX MOCJIEAYIOIEM TBOPUYECTBe.

Cy1ecTByeT oOIIMpPHAsA My3bIKOBEIUECKAS JINTEPATYPA O MEePEBOIIONIEHUIX
My3BbIKaJIbHOM TeMbl (PUHAJILHOTO KOHTpAaHca u3 Oajera «TBopenus IIpomeresi»
B pou3sBefieHUuAX berxoBeHa 1802—-1804 romos. HekoTopble mpuMepsl JiexkaT HA
IIOBEPXHOCTU — 3TA TeMa MCIob30BaHa B [laTHaaIaTh Bapuanusax ¢ gpyrou op. 35,
a 3aTeM crasia ocHoBol duHasna Tpetvelt (I'eponueckoit) cumbonun. O cBsA3u pu-
siocodckoi uen basieta (caMoIokepTBOBaHUE reposi BO UMs 6J1ara 4eJIoBeuecTBa)
¢ koHrenmnuei I'eponueckoit cuMbOHUU TTHCAIH, B YacTHOCTH, Purima [3, ¢. 46—
55] u Korcrantun ®opocs. ITo mbiciin @iopoca, HUTH OT « TBopeHuit [ITpomeTest»
TSHYTCS He TOJIBKO K 'eponueckoit cuMmdoHuu, HO U K CeZIbMOM, KOTOPYIO OH 00pas-
HO UMEHYeT «BTOpoI I'epornueckoii» [4, p. 8]. OuepTaHusa «IIPOMETEEBCKON» TEMBbI
oOHapy:KUBAIOTCA TaKKe B HEKOTOPBIX 3MU30/1aX OpaTopuu «XpucToc Ha Maciauy-
HOU rope», U 9Ta CBA3b BPA/JL iU coBceM ciaydariHa. Kak nucana Esnena BacunbeBHa
BsaskoBa, «u ITpomereii-60oroboperl, 3alIUTHUK JIIOAeld, 1 Xpucroc, u I'epoit Tpe-
Thell ciM(MOHUM TPAKTYIOTCSI BeTXOBEHOM Kak repou OJTHOTO IIaHa» [5, ¢. 28].

Boavwoii «IIpomemetl» BuzaHno

Xpucrosorndyeckas TpaKTOBKa obOpasza IIpomerest SBCTBEHHO IPOCTYIIHJIA
u B TBopuecTBe Burano. B 1813 roay oH nocraBui B Muiiane, B Teatpe Jla Ckaia,
HOBYIO BEpPCHUIO CBOero Oasieta, KOTopas B MCTOPUU 0OAJIETHOTO MCKYCCTBA ITOJTY-
ynsia Ha3BaHue «0osbiion “Ilpomereit”’» (cM. uaarocmpauuro 4). CioxkeT 37ech
OBLIT IIPOIFICAH TOPAa3/I0 MOApoOHee, UeM B BEHCKOM BapuaHTe. JI10/11, cO3jaHHbIe
[IpomeTeem, momyyuiu umeHa (Jona u JIMHO), a COOBITUNHBIN PsiJi IPHUOOPET T10-
ncTuHe OMOJIEICKMU pa3dMax, BKJIHUYAs KapTUHY apXaudyecKod JUKOCTH IIePBO-
OBITHOTO UEJI0BEUYECTBA, 0’KECTOYEHHYIO CXBATKY 3a JapoBaHHOe [IpomeTeeMm s16J10-
KO — CHMBOJI TTIO3HAHUA 100pa u 3713, OyHT [IpomeTess mpoTuB 3eBca, IMTOXUIEHNE
00KECTBEHHOTO OTHSI Y HU3BEPIKEHHE MATEKHOTO TUTaHA HAa 3eMJII0 W, HAKOHEII,
CKOpOHOe IIIecTBHE 3aKOBAaHHOTO IIpoMeTess Ha KaBKa3CKYI0 BEPIIUHY, UTO, HECO-
MHEHHO, BBI3BIBAJIO acCOITUAIUM ¢ IlecTBUeM Xpucrta Ha ['osrody. CiieHapuii aTo-
ro 6asiera moipoOHO U3JI0KEH B Kylaccuueckoil MmoHorpaduu Bepst MuxaiiyioBHbI
KpacoBckoii®, oqHako 6s1arogaps o poBKe JIOCTYITHO U OPUTUHAJIBHOE TUOPETTO
BuraHo, u3zlanHoe B 1813 Toy ¥ HECKOJIBKO pa3 Mepen3/1aBaBIIIeecs.

Vest BOCIUTAHUA U JYXOBHOTO IPeo0pa30BaHUsA UeIOBEYECTBA TAKIKE BO-
IUIOTWJIACh B 3TOW BepCHU ropaszio 0oJjiee pa3HOCTOPOHHE, YEM B BEHCKOM CITEK-
takyie 1801 roaa, rje co3zanus [Ipomeres mpuoOpeTasy UCTUHHYIO Pa3yMHOCTb

5 Floros C. Beethovens Eroica und Prometheus-Musik: Sujet-Studien. Wilhelmshaven: Heinrichshofen,

1978.
¢ KpacoBckas B. H. 3anmagHoeBporneiickuii 6aneTHbiii Teatp. Ouepku ucropuu. [Ipepomantusm. JI.: Hc-
KyccTBO, 1983. C. 235—237.
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1 TYMaHHOCTD IIPU IIOMOII MY3bIKH U TaHIIa. B 6asere 1813 royia cpeau asiero-
puUecKux IepcoHakel MPUCYTCTBOBAIU TakKe 3emiiefiene, ApxXuTeKkTypa, Ku-
Bomuch, ['eomerpus, HaBuranus, Jluteparypa, Marematuka, ActpoHomus u I'eo-
rpadusa’ — 3TH POJIU DpeAHA3HAYAIMCH TaHIOBIUIIaM. [IpucyTcTBOBAIU U 1E€BATH
My3, 1 TPH I'palliH, U «MOPaJIbHbIE J0OpoaeTenn»: Jloopoaerenb, My:kecTBo, bia-
ropasymue, CnpaBeaInuBocTh, Pesurus, Corytacue, Muiocepivie U Y MepPeHHOCTBS.
[IpuTakom pazpacTraHuM 3aMbIcjia BUrano He MOT 000UTHUCH MY3bIKOU JIOBOJIb-

HO KOMIIaKTHOTO Oasteta berxoBeHa. OH /106aBuMJI B MapTUTYPy 00s1bII0TO «IIpome-
Tesi» (bparMeHTbI u3 l'IpOI/ISBe,ZLeHI/II/I latigna 1 Momnapra, a Koe-4To Hamucaa caM.
%1 9 Hanomuum, yto Burano 6bu1 I1€eMAHHU-

P P R O M E TE;@ KOM W YYEHHKOM BbIAAIOIIEroCA KOMIIO-

B *LO MITOLOG 1‘;0 ’1 auTtopa Jlynmxku bokkepunu (1743—1805)
| M XOpOIIO pas3bupasicai B KOMIIO3UIIUH.

TBopueckuit MeToj; Burano kak My3bl-
KaHTa-/lpaMaTypra OTHIO/Ib HE CBOJWJICS

Wﬂ&!"lmmm ud

DEL R TEATRO ALLA SQJLA

a5 ‘ L o ; A K MEXaHUUECKOU KOMITWJIAIUM TIOXO/Is-
SALVATORE VIGANG - 1mux (parMeHToB; xopeorpad CTpeMusics

v sl Wﬂ. ddra,,.,,.,- - v IR | K HEIPEePHIBHOCTH PaMaTHIECKOTO pas-
g - . . BWUTHUA, UCKYCHO COYE€Tas 3aMKHYTbI€ HO-
SRR L BERSS A “""i . Mepa ¢ 6LICTPO CMEHAIONUMH JAPYT ApyTa
il Sl s ’_' \, _' " : KPAaTKUMH 3MU30/1aMU, ITOPOU COeqUHSAA
m ’ X CBA3KAMU COOCTBEHHOTO COYUHEHMUA

L ——— (cM. wucciemoBanue I'asmHBI AJiekcaH-

¥ s o IpoBHBI besyriioi [6, c. 119—128]). Bura-

| HO ObLI OTHIO[b HE €JUHCTBEHHBIM XOPe-
. orpabom XIX Beka, UMEBLIUM XOpOIIIee
| My3BIKaJIbHOE 00pa30BaHHe U KOMIIO3H-
TOPCKOE ZJapOBaHKe, OJJHAKO, II0 MHEHMIO
| CIenMasnCTOB, €ro My3bIKa OTINYAJIACh
BBICOKUM  XY[OKECTBEHHBIM YPOBHEM

b A o o
S n Pl

2 [7,c.12—13].
Hanocmpauus 4. C. BI/II‘aHO. [TepBoe Mysbika beTxoBeHa I10ABJIAIACH
P}?ﬁ?{iﬁigfo%zg)%gffgﬁgefggg U B IPyTMX MHJIAHCKUX OasieTax Burano,
Hemownux waniocmpayuu: noMuMmo «IIpomeresa». @PparmMeHT necHU
https://books.google.ru/books/about/Prometeo. ~ KjiepxeH u3 My3BbIKM K Tpareauu I'€re
html?id=qZREAAAAcAAJ&redir_esc=y «9rMOHT» (BEHCKHMU CcHeKTakgb 1810

ara obpaire : 30.08.2023).
(nata obpamenns: 3 3) I‘O):[a) IPpOUUTHPOBAaH B oasiere Burauo

«Becranka» (1818) [6, c. 127]. AToT daKT mMoKa3bIBaeT, YTo Burano, HaxoasCh
B WTanuu, cjequs 3a TBOPUYECTBOM KOMIIO3UTOPA U MOJIydasa U3 BeHbl HOTHI €ro

7 Vigano S. Prometeo: Ballo Mitologico. Milano: Societa Tipografica de’ Classici Italiani, 1813. P. 6.
8 Ibid. P. 7.
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HOBBIX IPOU3BEJEHUU, B TOM YHCJIe TeaTpajbHbIX. [IpaBaa, HU B ME€YATHBIX JIU-
O6perTo OasieToB Burano, Hu B aduIiax, HU B U3AHUAX MOIMYJISAPHBIX HOMEPOB
13 3TUX COUMHEHUU He MPUBOJUINCH UMEHA KOMIIO3UTOPOB, My3bIKa KOTOPBIX
HCII0JIb30BajIach Xopeorpadom.

Bo3MO0HO, MOITUMHEHHOE MOJIOKEHE KOMIIO3UTOpPA B OasieTe M3HAYAIbHO
He ycTpauBasio beTrxoBeHa, KOTOphIi mocie «TBopeHuit IIpomeres» OoJibliie He
nrcas coOCTBEHHO Oa/IeTHON MY3BIKHU, XOTs TAHIIBI MTPOAOJIKA COUNHATH BEChMa
OXOTHO, B TOM 4YHUCJIe IPUKJIAJHBIE, TI0/] KOTOPble €ro COBPEMEHHUKU C y0BOJIb-
CTBHUEM TaHI[EBAJIU.

Tak wiu nnaue, «TBopenus IIpomeresi» B BeHCKOU Bepcuu 1801 rojia — oT-
HIO/Ib He PAJ0BOE ABJIEHUE B UCTOPUU XOPeorpadgpuuecKoro NCKyCcCTBa U B UCTOPUU
MY3bIKW: 3TO O/THA U3 TIePBbIX OAJIETHBIX MAPTUTYP, B KOTOPOU CTAaBUJIUCH U pellia-
JINCh OUEHb CJIOKHBIE U CEPbE3HbIE XyI0KECTBEHHBIE U HJIEMHbIE 33/Ja4U.

OpHako B 110Xy poMaHTU3Ma cama TemaTuka « TBopenuii [Ipomeresi» yxxe He
BOCIIpHHUMAaJIACch KaK akTyajibHas. «bosabiion I[Ipomereli» Burano copep:kan ro-
pasao 60JIbIlE IPaMaTHYECKUX KOHTPACTOB U 3PEJIUIIHBIX 3(P(PeKTOB, 4eM BeHCKas
dutocodpckasa asieropus 0 BO3MOKHOCTU IIPEBPAILlEeHUA ¢ IIOMOIIbI0 UCKYCCTBA
0e3yMHbBIX, 0ECUYBCTBEHHBIX U 0€3bIMSAHHBIX CUMYJIIKPOB B UCTUHHBIX JIETEU MY-
Ziporo u MmusocepaHoro bora. /11 pomanTrUyeckoro 6ajieTa HempeMeHHO TpeboBa-
Jlach TUpUYecKas JII000BHAs JINHUA, KOTopasa B « TBopeHusx [Ipomeres» 1801 roga
COBEPIIIEHHO OTCYTCTBOBasIA. Pa3Ba3Ka ke, kak Mbl 3HaeM 110 «Cubdue» u «Ku-
3€eJIN», BIIOJTHE MOTJIa OBIT ITeYajIbHOU U TParuuecKou.

Bce 3T0 MOKeT OOBSICHUTHh OTCYyTCTBUE MTOCTAaHOBOK «TBOpeHuiut IIpomeres»
Ha OaneTHOU crieHe XIX — Havana XX Beka, IpH TOM, UTO My3bIka beTxoBeHa ocTa-
BaJlach B KOHIIEPTHOM penepTyape, HO TOJIbKO, KaK IPaBUJIO, 0€3 CIIEHUUECKOTO BO-
wiomienus. Oxuako «IIpomeTeli» Burano B MIJIaHCKOU PeJIaKITNN, HAITPOTUB, ObLIT
BecbMa IoIysasapeH B MTasimu: nocjie HeBepOoATHO YCIIeNTHOTIo ce30Ha 1813 rojia OH
ObL1 TT0cTaBJIeH B MusiaHe B 1844 rojy ¢ U3MeHeHHOU xopeorpaduei, a mapajuiesb-
HO, Mex1y 1813 u 1823 royiamu, B Tasiuu cTaBUIUCH ApPyrUe OajieThbl, CBSI3aHHBIE
¢ ¢purypout IIpomeress, B TOM 4ynce KOMUUYECKNE U Pa3BJieKaTeIbHbIE, CO3/JAHHBIE
Jlynmxu Besutortu u Tpowio Manumnbepo [8, p. 46—61].

Bosposcoerue «I[Ipomemes»

B XX Beke BepHyJICS MHTEpeC K aHTUYHBIM CIOKETaM, WCTOJKOBAaHHBIM Ha
HOBBIU J1a/1. [TocToAHHBIMU cTasiu mocTaHOBKU «Opdes u Ispunuku» [10ka, BHU-
MaHHE KOMIIO3UTOPOB, IPaMaTyproOB U PEKUCCEPOB HAUaJIU IIPUBJIEKATh PaHee He
OUYeHb MOIMYJISIPHBIE B OTIepe U OajieTe CI0KEThI CAMbIX MPAUHBIX aHTUYHBIX Tpare-
nuit: «Ilaps daun» (onepa-oparopusa Urops ®emopoBuya CTpaBUHCKOTO U OIIEpPA
Jlxopmxe DHecky), «Opectesi» (omepa Cepresi iBanoBuua TaneeBa, Mmy3bika Jla-
putoca Muiio k TeaTpajibHON ITOCTAaHOBKE TETPAJIOTUH DCXUJIA).

73



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 3

W, Hapsy ¢ TTocTaHOBKaMU 0a1eToB Ha CUM(OHIYECKYI0 My3bIKy beTxoBeHa,
C KOHIIA 1920-X I'O/I0B /IeJIAJINCh MONBITKU BO3pOoAUTh « TBOpenus I[Ipomeres», ne-
PEJI0KUB CTAPUHHYIO JIJIETOPUI0 HA UHOUM XOpeorpaduuecKuil A3bIK.

BosibIiy10 poJib B 3TOM Ipoliecce ChITpaii Xopeorpadsl ¥ TAaHIIOBIIUKY, TAK
WM MHaYe CBA3aHHBIE ¢ Tpyniou «Pycckuii 6aner» Cepres IlaBimoBuua JIsrue-
Ba. VIMEHHO 3/1eCh CJI0KUJICS HOBBIU SI3BIK OAJIETHOTO UCKycCTBA XX BeKa U HOBOE
IIOHMMaHUe MO3TUKH Oasiera, CIIOCOOHOU BMECTUTHh ITPAKTHUUYECKU JIF00oe cozep-
»KaHue — U abCTpaKTHOe, U CUMBOJIMYECKOE, U ASTHOrpaduueckoe, 1 MUDOIOTHYE-
CKOe.

B 1929 roay B Ilapuxkckout Onepe pemuau noctaBuTh «TBopenus Ilpome-
Tesi». [lepBOHAYAILHO MpeEJIoJarajoch, uto xopeorpadom Oyzer /Ikopmax ba-
JIAaHYUH, KOTOPBIN JEeNUCTBUTEJIPHO COCTABUJI CIIEHAPHBIU IJIAH W IIPUTJIaCUJI Ha
TJIaBHYIO POJIb CBOETO JIpyTa, OBIBIIIETO TAHIIOBIINKA-IIpeMbepa TPYIIIbI JAruieBa,
Cepxa (Cepres) JIudaps. Onnako baaHuuH Ts2kes0 3a060J1e1 THEBMOHHUEHN U ObLIT
BBIHY K/IeH JieunThes B [1IBeliiapuu, a 6ajer Mo ero ykazanusam noctaui Jiudapsb.
B cnekraksie, momumo Jludaps, Ob11u 3aHATHI Beaylue aptuctsbl — Cro3anH Jlop-
cua, Cepx Ilepertu, MBert IlloBupe. I'1aBHBIM eUCTBYIONMIUM JIULIOM cTa IIpo-
meTell. Cyzis mo pororpaduam Jludaps B 3Tol posiu, TUPAKUPOBABIIUMCS B BUJIE
OTKPBITOK (CM. waarocmpauutro 5), obpas
TUTAHA MBICJIWJICA BHE CTHUJIM3AlUU N0/, aH-
TUYHOCTh — OH OBLJI CTPOTUM, TPapUIHBIM
1 BecbMa coBpeMeHHBIM. K coxkasieHuio, Hu-
KaKUX BUJI€03aIncel 3Toro Oajera He coxpa-
HUJIOCh, XOTSI OH UMeJI OOJIBIIION yCIIex.

JlBaxkapl obpamasicsa K baery ber-
XOBEHA BBIJAKOINUNCA Xopeorpad BeH-
repcKoro mpoucxoxkaeHus Aypen ¢oH
Mwutoce (1906—1988). B 1933 roay oH mo-
craBwi1 «TBopenus [Ipomeresi» B AyrcOypre,
a B 1940-M — B Pume. PumMmckuil crekTak/b
11eJ1 B 1940—1941 U B 1943—1944 To/ax.

[IpomeTeeBCKUU CIOKET U TPaAUIINS,
CBsI3aHHAsA C XopeoapamamMu Burano, mocto-
SIHHO 3aHUMaIu Muuiocca, KOTOPbIU CUMTA
cebs1 MpojioJKaTesieM Jlejla BEJTUKOTO UTa-
nabsaana. OH BAYMYUBO IITYyAUPOBaa Matepu- Hanocmpayusa 5. Cepx Jludpapsb B pou

o IIpomeres. OTKpBITKa 1929 roja
aJIbl BEHCKOH TIOCTAHOBKH 1801 O, A~ prom o wasmocmpayuu: hitps://www,
CaJI O HEU /IB€ CTAaTbH, OAHAKO B CBO€U BEPCUU  mutualart.com/Artwork/Serge-Lifar-in-the-
BOBCe He 3aHUMaJIcsA OyKBaJIbHOU mcropuye-  ballet--The-Creatures/EF71C63B111FBADD
CKOM PEKOHCTPYKIMEH, a CBOOOIHO Pa3BUBAJI (nara obpamenus: 30.08.2023)
uneu Burano. O noaxoe xopeorpada MOKHO
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CYZIUTh HE TOJIbKO II0 OT3hIBAM PEIEH3EHTOB, HO U 10 N300pa3uTeIbHbIM MaTepua-
JlaM, COXpAaHUBIIIMMCS B apXUBaX U JJOCTYITHBIX HbIHE OHJIaiH. HekoTophie (poTorpa-
¢um puMckoro criekTakisa 1940 roja (cienorpad — Jlxxuno CeHcaHu) mpeJicTaBie-
HbI Ha caliTe PuMckoi omeps (cM. warrocmpauuio 6).

Hanrocmpauus 6. A. don Mutoce. Criena us 6anera « TBopenus ITpomeresi».
Anosuton u Myssl. Pum, 1940
Apxue Pumckotl onepuwl®

Pumckas Bepcus 6ajieta Oblyia Bo300HOBJIeHA BO DyiopeHIINU B 1956 oy,
HO KOCTIOMBI U crieHorpadus, co3manHble CanbBatope ®biOMe, 3/1eCh BBITJIAE-
JI1 UHa4e, ecJIM CyAUTh M0 MaTepuajiaM apxuBa Muiiocca, xpa"Hamumes B PoH-
ne Jlxxopmxo Yunu B Benenimu. A B 1964 rojy Mustoce rmocraBuy 0OHOBJIEHHYIO
Bepcuio « TBopeuuii [Ipomeresi» B BeHCKOI rocyZlapcTBEHHOMU OIepe B JIEKOpaIUAX

9 McrouHWMK  wWUIIOCTpanuu:  https://archiviostorico.operaroma.it/edizione_balletto/le-creature-di-
prometeo-die-geschopfe-des-prometheus-1940-41/ (maTa obparmienus: 30.08.2023).

1o Veroli P. The Choreography of Aurel Milloss, Part One: 1906—1945 // Dance Chronicle. 1990. Vol. 13,
no. 1. P. 23.

1 Fondo A. Milloss [Electronic source] // Fondazione Giorgio Cini. URL: https://archivi.cini.it/

teatromelodramma/detail/IT-CST-ST0003-001635/die-geschopfe-des-prometheus-creature-
prometeo-68.html/ (accessed: 31.08.2023).
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®abpurro Kiepuuu, HO ¢ yuyacTreM aBCTPUMCKUX apTHCTOB. Mimst Mutocca Ha-
CTOJIBKO SIPKO acCOIIMUPOBAJIOCH C Ujieel 3Toro basera, 4To COOPHUK cTaTel rmamsi-
TU Xopeorpada, ormybJIMKOBaHHBIN B 1996 TO/y, ObJI KPAaCHOPEYUBO O3arjiaBjieH
«TBopenus Ilpomeres: clieHNUECKUM TaHeI] OT INBEPTUCMEHTA K ApaMe» 2,

Bo BTOpO# mosoBuHe XX Beka MOSBUJINCH U JpyTHe MOCTAaHOBKU Oasera
BberxoBeHa. Haubosbliyto U3BECTHOCTD TOJIYYUJ ClIeKTakab Ppenepruka DITOHA
(1904—1988), meamuii B 1970 roay B bouHe u B 1oH/10HCKOM KOposieBckoM TeaTpe
KoBenT-T'apaeH. [IapTuTtypy Ha ocHOBe My3biku beTxoBeHa cosaa /:xoH Jlanube-
pu. UHTEpecHO, UTO DUITOH B MOJIOJIOCTH OBLII MpOodeccuoHaIbHO CBSA3aH C BbIa-
fotericsa 6anepuHou u xopeorpadom Hunett sie Basya, koTopas B 1936 rofy Toxke
craBuia B Jlouyone «TBopeHus [Ipomeresi» (a HuHeTT, B CBOIO Ouepeb, TaHIIEBA-
Jia B TpymIie /[srunesa).

HecmoTpsi Ha yclieX HEKOTOPBIX Xopeorpaduueckux Bepcuil O6eTXOBEHCKO-
ro 6anera B XX Beke, O-HACTOSAIIEMY MOMYJIIPHBIM 3TO TPOU3BEJIEHUE HE CTaJIO.
B KOHITe MUHYBIIIETO CTOJIETHS APKUX MIOCTAHOBOK He HAaOJII0/1aI0Ch.

[Toxoke, HECKOJIBKO II0-UHOMY CUTyalus ckiaabpiBaercsa B XXI Beke, korga
MHO?KECTBEHHOCTh OJTHOBPEMEHHO OBITYIOIIUX CTUJIEN B UCKYCCTBE ITOPOIUIIA PI/T
COBEPIIIEHHO Pa3HbIX, HO PABHO UHTEPECHBIX TPAKTOBOK «ITPOMETEEBCKOU» TEMBI.

B 2003 roay Treppu Mananzen rocraBui B buappurne 6aner Création («Co-
TBOpeHHE MUpa») Ha My3bIKy « TBopenuii [Ipomeresi», K KOTOpol ObLIN Jl00aBJIe-
Hbl HEKOTOPBIE JIpyrue npoussesieHnusa berxoBeHa. B uoHe 2005 rozia 3TOT CIEK-
TaKJIb OBLT MMOKa3aH B MockBe B pamkax YexoBcKOTo (ecTUBAJIs U BhI3BAJI BeChMa
KPUTHUECKHE OTKJIMKU B Ipecce. 3aroJIOBKU PelleH3Ul TOBOPUJIM caMU 3a ceOs:
«TBopenue 6e3 TBopia» (Maiis KpputoBa), « ®paHiyssl ciesanu HoXKKon» (TaThs-
Ha KysHernoBa), « HatBopuiu 6e3 [Tpomeresi» (fpociias CemnoB), « KokTelap u3 qy-
xux rnooden» (Auua I'asaiiga)'s.

MasnaH/ieH oTKasajcsa OT QyTEHTUYHOTO CloKeTa Burano, mocTaBuB, ¢ OHOU
CTOPOHBI, KPATKYIO0 UCTOPHUIO COTBOPEHUS MUPa U uejioBeuyecTBa 1o bubiuu (Azam
u EBa, Kaun u ABeJib), a ¢ PYTOU CTOPOHBI, HICTOPUIO TaHIIA OT aHTUYHOCTH JI0 CO-
BpeMeHHOCTU. HapekaHUs BbI3BAJIUM U TPAKTOBKHU 000OUX CIOXKETOB, ITOKA3aBIITUX-
cd KpUTUKAM MapoAUsMH Ha cepbe3Hble TEMBI, U BHEIIHUU BHUJ[ aPTUCTOB TPYII-
bl Ballet Biarritz (CTUIb YHHUCEKC, IPU KOTOPOM TAHIIOBITUKU-MY>KUYHUHBI HOCSIT
TPaJUIIMOHHO >KEHCKHe TIOHUKU U MMa4yKU, a TAHIOBIUIIBI IIOJACTPANUBAIOTCA IIO],
’KECTKYIO U KOPSIBYIO MACKYJIMHHYIO IJIACTUKY). MHe /10BeJI0Ch BU/IETh TOT CIIEK-
TakJIb B MOCKBe, U, XOTs KOe-KaKue pellleHus xopeorpada 1elCcTBUTEIBHO CTaBU-
JIY B TYIIMK U J1a:Ke CJIerKa IIOKUPOBaJIH, B [1€JIOM 3Ta BepCUs I0Ka3aaach I0-CBO-
€My KpacuBOH U yOeuTeIbHOU. B oT/inyre OoT TpaIuIInOHHOT0 «0esioro» basera,

2 Creature di Prometeo. Il ballo teatrale. Dal divertimento al drama. Studi offerti a Aurel M. Milloss //
Studi di musica veneta / a cura di G. Morelli. Firenze: Olschki, 1996. Vol. 23.

13 VI MexmyHapoiHbIN TeaTpasibHbIN dectrBaib nMeHu A. I1. Uexosa [[Tongbopka pelieH3uil Ha CHEKTaKIIN
tpynmsl Ballet Biarritz] [Dnexrponssiii pecype] // Tearpaibhblii emotpurens: [caiir]. URL: http://www.

smotr.ru/chehov6/c6_biarizza.htm (maTa obpamenus: 30.08.2023).
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MastaH/ieH MMOCTaBUJI «UEPHBI» OasieT (Bce KOCTIOMBI ObLIIU UePHBIMH, BKIIOYas
MMAaYKU U TIOHUKW). HapounTo HeykIIoKas IJIacTUKA JIPEBHUX JIIOJIEN MO pasy-
MeBaJIach U3HAYAJIBHBIM CIleHapueM, U cam Beaukui CanpBaTope Burano urpain
POJIb TIEPBOTO UEJI0BEKA, ITPOXO/IAIIETO ITyTh OT 6ECUYBCTBEHHOT'O MaHEKEHA K pa3-
YMHOMY U 35MOLIMOHAJILHO PA3BUTOMY CYILIECTBY.

baarosaps cetu UHTEpHET MbI MOKEM celuac MO3HAKOMUTHCA C BUJI€03aIU-
CAMM CII€KTaKJIEH, BbJIO?)KEHHBIX B OTKPBITHIU JIOCTYIl KPYIHBIMU (pparMeHTaMu
WJTU TIOJTHOCTBIO, YTO IMMO3BOJISIET CYUTD O HUX HE C UYKUX CJI0B, a TI0 COOCTBEHHBIM
BIIEYATJICHUAM.

TannoBmuna u xopeorpad Ppanuecka Xaprep IOCTaBUIa B 2005 TOAY
B Hplo-Mopke 1 Bo306HOBMIA B ce30He 2016/2017 roza «TBopenus ITpomeres»
c tpyunoii New York City Ballet. BykBasIbHOTO C/I€ZJOBaHUs CIOKETy He HabJIroa-
JIOCh U 37IeCh, OTHAKO TJIaBHasA ujes coxpaHusack. [Ipomerel BpICTymas B poju
YUUTEJISA ¥ 0CBOOOIUTEJISI UEJIOBEUECTBA, IIPEICTABJIEHHOTO He IEPBOM Mapou «TBO-
peHuii», a 1eJ0N TPYIIOoH, BKIOUABIIEH B cebs MyXKUWH U JKEHIIIUH ¢ Pa3HbIM
IIBETOM KOKU U OJIETHIX HAPOUYUTO Bpa3dHoOou. CoueTaHue 6e10ro 1 4epHOTO I[BETA
B KOCTIOMaX, BEPOSITHO, CAMBOJIN3UPOBAJI0O aMONBaJIEHTHOCTh YeJI0BEYECKOM ITPH-
POJIbI, CKJIOHHOU U K 100Dy, U K 3J1y. JlelicTBUe pa3BOpauynBaIOCh Ha ITyCTOU CIIEHE,
BCA BBIPA3UTEJBHOCTh COCpe0TaunBasiach B My3blke beTxoBeHa, B TaHIlle U ILjIa-
CTUKE aPTUCTOB.

Obpaienus xopeorpados Haiiero BpeMmeHu k «TBopeHusm [IpomeTtess» 3a-
METHO yJaCTWUJINCh, U CIEKTAKJIHM, JOCTOMHbIE BHUMAHUsA, HAYAJIU MOSABJIATHCA HE
pa3 B JiecATUJIETHE WU Ja’Ke Pa3 B HECKOJIBKO eCATUIIETHH, KaK B XX BeKe, a 104-
TU Ka>KbIH T'OJI.

B 2016 roay Xesnena KazapoBa, BUAHBINA YEHICKUU CHEIIUAJIMCT 10 UCTOPUU
tanna XVII-XVIII Beka, mocraBuia HICTOPU3UPOBAHHYIO Bepcuio basera berxose-
Ha u Burano B 3amke BasbTuile. 371ech ObLJIM BOCCO3/IaHbI U IeKOPaluu (KaKUMU
OHU MOTJIA OBITH B BeHe B 1801 roay), 1 KBa3naHTUYHbIE KOCTIOMbBI T€POEB CO BCe-
Mu aTpubyTtamu (AdburHa ¢ KOIbeM U MeuoM, ApTEMH/IA C JIYKOM), U TaHIIEBaJIbHbIE
1a snoxu Buraxo. be3yc0BHO, 5Ty TOCTAaHOBKY MOKHO PacIleHUBAaTh KaK «My3€el-
HYIO», OJTHAKO B HACTOsIIIlee BpeMs TaKOU MoAXo/ K 6anery beTxoBeHa cras CKo-
pee UCKJII0YeHUEeM U3 IIPaBUJI, YTO MOJIHOCTBHIO OIIPAB/ABIBAET PEKOHCTPYKTOPCKUE
ycTpemiieHus KazapoBoil 1 ee eIMHOMBIIIIJIEHHUKOB.

BeHrepckuil TaHIOBIIUK U Xopeorpad ATTHia Irepxa3u MOCTAaBUJI B 2017
rosty 6aset «TBopenus [Ipometesi» B IIpare ¢ MmosoasiMu aptuctamu u3s [Ipaskcko-
ro nenrpa tanna (Dance Center Prague), a B 2022 T0oJly 3Ta IOCTaHOBKa ObLIA IIe-
peHeceHa B TeaTp umenu BepenmmapTu B BeHrepckoM ropojie Cekenidekepnap. ba-
JIET B JOBOJIBHO JIAKOHUYHOM U CyMPa4yHOM CLIEHUYeCKOM O(POPMJIEHUU ITOCBAIIEH
B3aUMOOTHoIIeHusAM [IpomeTest — 6opiia 1 MyueHUKa — ¢ yesioBeuecTBoM. OJiHa-
KO Jrepxasu He cJie/lyeT HU CIoKeTy BUraHo, HU Jjaxke OCJIeJ0BaTeIbHOCTU HOMe-
poB B naptutype berxoBeHa. B Hauase 6asera cumBosimueckuii mepcoHax (IIpome-

77



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 3

Tel) IMpeAcTaeT MPUKOBAHHBIM K KOHCTPYKITUHU, HATIOMUHAIOIIENH OTHOBPEMEHHO
U CKaJLy, U OaIlHIo, U HeTAHYIO BBIIIKY, HAa BEPIINHE KOTOPOU FOPUT HEraCUMBbII
oroHb. Ha rosioBe y reposi — KpacHbIU (DPUTHUUCKUMN KOJITIAK, KOTOPBIN MOKET BOC-
IIPUHUMATHCA U KaK IIYyTOBCKOU. JIOMUHUPYIOIHE [1BeTa O(POPMIIEHUS U KOCTIO-
MOB (COBPEMEHHBIX I10 CTUJIIO) — UEPHBIH, IBIMHO-TIETIEJIbHBIHN, CEPBI, TYCKIIO-0e-
JIBIUA M KpacHbIl. [lapa «mepBoJioieli» 0j/ieTa Ha MaHEP TPABECTU: KPACHOBOJIOCAS
JleByIlIKa — B OpIOKax, IOHOIIIA B KPAaCHOM KOJIIaKe — B JILTMHHOUW YepHOU I00OKe.
CambIli TPOHUKHOBEHHBIN O My3bike HOMeD, «CiieHa Ha I[lapHace», mocTaByieHa
371ech Kak JIIOOOBHBIU /IyaT. B KOHIle OasieTa orositesias TOJIIIA PaclHAET CBOETO
BOXK/ISI HA TIbLJIAIONIEN MOBEPXHOCTH OAIlTHU-CKaJIbl, HO BepHas MOApyra pelraeT
yMepeTh BMECTe C HUM U MPHUCOEINHIETCS K BO3/II00IeHHOMY. BeposTHo, drepxa-
34 cJiefoBasl ckopee kaHBe «bosbiioro IIpomeres» Burano 1813 roza, B KOTOpOM
My3blKa beTxoBeHa Oblja MCIIOJIb30BaHA BechMa cBOOOAHO. OgHAKO OaseT moJry-
YUJICA OTHIOAb HE MACIITaOHBIM U Jla’ke MEHBIITUM MO0 MPOTIKEHHOCTH, HEXKeIN
3By4YaHue 0eTXOBEHCKOU MapTUTYPhI B Bepcuu 1801 roja.

Eme gasnpine ot 3ambiciia Burano u berxoBeHa ynuia xopeorpad MoHHKa
MUHBIOKKH, IIOCTaBUBINAA CHeKTaKIb « TBopeHusa IIpomeres» B 2021 roay B Te-
arpo Maua3oHu B bosioHbe. B laHHOM ciiydae mpaBOMepHO TOBOPUTh UMEHHO O
CIIeKTaKJIe, a He 0 OajieTe KaKk TaKOBOM, XOTsl B posik IIpomeTest BBICTYIHJI IIPO-
deccruoHanbHBIN TaHIOBIIUK — Pabuo Actosbdu. MUHBIOKKN YBEJIUYWIIA JIJTH-
TeJIbHOCTD IIPE/ICTaBJIeHUsI /10 Yaca ¢ HeOOIbIINM, J0OABUB MY3bIKU U C/I€JIaB TEMIT
IIOBECTBOBAHUSA pa3MepPeHHBIM. [ J1aBHAA KOJUIN3UA — HEIPUMUPUMbBIA KOHMDIUKT
JIBYX «OTI[OB» UeJIOBEYECTBA, 3eBca (3KeCTKOTO aBTOPUTAPHOTO HacTaBHUKA) U [1po-
MeTest (yuduTesisi-aJbTPYUCTa, JIIOOAIIET0 CBOUX YUEHUKOB U BEPSAIIEr0 B UX pa3-
YMHOCTB). JlelicTBHe pa3BOpAYUBAETCSA B KOHTPAIYHKTE C peajInsMU Halllero Bpe-
MEHHU: UppalioHaJIbHAA arpeccusi, 6e3yMHOe 3arpsi3HEeHNE OKPY KaoIIel cpebl,
MOTPEeOUTENHCTBO KaK IJIaBHAs 1eJb KU3HU. CIIeKTak/Ib OUeHb KpacuB bJiaromapsi
HCKyCHOH crieHorpadum u 3¢ deKTHBIM KOcTIoMaM paboThl DieHbl Kpetu (11BeTo-
Basg raMMa OasupyeTcs Ha KJacCUYeCKHUX COYeTAaHUAX KPACHOTro, CUHEro, 6eoro
U YepHOTO, CM. WA1H0CMPAayuUro 7).

TaHI1a B IpUBBIYHOM CMBbICJIE B ClieKTakae MUHBIOKKA HeMHOTO. Koe B uem ee
pellieHre BO3BpalllaeT Hac K ujiee OajieTa-mmaHTOMUMBI (Xopeoapambl) BpemeH Ho-
Beppa U BuraHo, Korjia MOHOJIOTH U JIUAJIOTU IepoeB Ilepe/laBaliCh yepes MO3HbI,
»KECThI, IUIACTUKY U MUMUKY, a He uepe3 cOOCTBeHHO TaHell. Eie mpu »ku3Hu Bura-
HO €r'o XOpeoipaMbl IIOABEPTAINCh KPUTHKE KaK «baseThl 0e3 Tanma» — ballo senza
ballo [9, p. 50]. OgHaKO, BHUKHYB B IIO3TUKY CIIEKTaK/II MUHBIOKKH, HETPYIHO
IIPU3HATh, UTO OasIeTHAs COCTABJIAIONIASA B HEM IIPUCYTCTBYET, XOTS OHA ITPOSIBJISIET-
Ccs1 He BIIOJTHE TPAJIUIIMOHHBIM crtocoboM. Tak, B OTHOM U3 CIIEH, T/Ie IIEPCOHAXKU 3a-
HATHI Bpojie ObI CyTy00 TEXHUUECKUMU 33/1a4aMU — TE€PEJIBUTAIOT CTOJIbI U CTYJIbS,
co371aBasd JeKOPaIUIo JJId 31IN30/1a BAKXaHAJINU, «TAHI[eBaTh» HAUMHAET caMa Me-
0esb, IPUBOIUMAs B IBUKEHUE 33/IOPHBIMU IOHOIIIAMU U IEBYIITKAMU. JTO BHITJISI-
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IUT 3a0aBHO M MWJIO, HO MOCaeAyoIasa OyiiHas BakxaHaaus (IIpeaycMOTpeHHas
ciieHapueM 6Oajtera Burano u berxoBeHa) mpeBpalaeTcs U3 KPpacHUBOTO 3aCTOJIbs
B OTBPaTHUTEJILHOE 3PEJIUIIE Xaoca U3 BJIAIONIMXCA Ha IMMOJIy U Ha cTojie becuys-
CTBEHHBIX TeJl. Bee yerutust IIpoMeTest oues10BeUUTh JIFOeW OKa3bIBAIOTCS TIETHDI-
MU: YeJIOBEUECTBO MeUeTcs MeKAy 6e3yMHOU BCe03BOJIEHHOCTHIO U TOTAJIbHOMN
HecBOOO1oM. ®UMHANT — YTOMUUECKUU KOHTPAAHC, CUMBOJIU3UPOBABIIUY B OasieTe
BerxoBeHa u Burano rapmoHuio 60roB, [Ipomeres u jito/iell — OTZIaH B paclopsiKe-
Hue opkectpa. ClieHa IycTa, a Ha 3KpaHe-3a/[HUKe T10JT paZIOCTHbIE 3BYKH ITPOEIH-
pyeTcs uzobparkeHue TpubIKamIencs KatacTpodbl B BUle BCEMUPHOTO MOTOTIA
1 OeIlleHO KPYTSIINXCS CTPEJIOK YaCOB «Cy/IHOTO JHsI». HecMOTps Ha sIBHYIO ILJIa-
KaTHOCTb HEKOTOPBIX HjleH, creKTakib MoHUKM MUHBIOKKHU TOJIYYUJICA €MKUM
110 CMBICJTY ¥ BIIEUATJISIONIUM B XyZ0KECTBEHHOM OTHOIIIEHUH, XOTS 3TO He bajer
B IIPUBBIYHOM ITOHUMaHUM.

Hanrocmpayus 7. Ciena u3 cnektakisa M. Munblokku. bosoHbs, 2021

4 HcroyHUK WUTocTpanuu: https://yvoutu.be/-2ZCPZU2wrc (maTa obparenusi: 30.08.2023).
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Bce onbIThl oOpatenus K « TBopenusm [Ipomeress» B XXI Beke MOKa3bIBAIOT,
YTO €ITUHCTBEHHBIN OajieT beTxoBeHa — OTHIO/Ib HE My3€eHHOE JIOCTOsSTHHE TTPOIILIO-
ro. OH MOKeT CTaThb OPraHUYeCKOU YacThI0 COBPEMEHHOTO MY3bIKAJIBHOTO TeaTpa.
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Annoranusa. Ilpeparaemasa craTbd IOCBAIEHA aHAJIU3Yy WCTOYHUKOB
K PEKOHCTPYKIIUM TBOpYECKOWl Oumorpadum 1meTepOyprcKkoro TeaTpajbHOTO
xynokHuKa Ilerpa BopucoBmua Jlambmua (1862-1923). B wucciemoBaHum
HICIIOJIB3YIOTCS METOAbl PEKOHCTPYKIIMHU, OMorpaduuecKuil, UKOHOJIOTUUECKUH,
BKJIIOUASA UKOHOTpagUUIeCcKuil, a TaKKe MEeTO/, Xy 0*KECTBEHHO-CTUIUCTUUECKOTO
aHau3sa.

Ha ocHoBe apxuBHBIX JOKYMeHTOB PI'MIA BbIABJICHBI IJIaBHbIE BEXU B "KU3HU
1 TBOpuecTBe JlamMOWHA: CBeEHUS O €ro POJAUTENISAX, KpeleHuu, 06 o0yueHuu
1 yCIIEBA€MOCTH B AKaJIEMUU XY/I0?KECTB, IPOABUKEHUM 110 KAPbePHOU JIECTHUIIE
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Ha JIOJDKHOCTH JleKopaTopa MMmnepaTopcKux TeaTpoB B mepuoy ¢ 1885 1mo 1919 roz,
rocy/lapCTBEHHBIX Harpajiax, MaTEpUAIbHOM U CEMENHOM IT0J10KeHuH. CITpaBOYHOE
usganue «Bech IleTepbypr» (1895—1916) 12710 BO3MOXKHOCTh YCTAHOBUTD aJipeca
pokuBaHusA JlaMOWHa U BBIABUTH, YTO OHU HAXOJAWJINCHh BOJM3H MapUHUHCKOIO
TeaTpa.

M3yueHne n300pa3uTeJTbHBIX HCTOYHUKOB (O0Jiee 500 3CKU30B XYI0XKHHUKA)
13 Pa3IUYHbIX My3eHHBbIX (DOHJIOB ITO3BOJIMJIO COCTAaBUTH CIIMCOK IIOCTAaHOBOK
(Ha HacTOAIUIA MOMEHT 141), HajJ KOTOpPbIMH paboTanm Macrep. AHAIHN3
ACKHM30B IIOKa3bIBaeT, uro JlamOuH, Oyayunm IIpojoJkaTeseM OQUIIMAIbHOU
POMAaHTUKO-aKaJIEMUYECKON TPAJUIIMN HA MoAMOCTKax MMmepaTopcKux TeaTpoB,
YyTKO OTHOCHJICSI K BESHHUSM BpeMeHU, BOUpas HHbIe CTHUJIEBble TEHJIEHIINU
(CUMBOJIUCTCKHE, UMIIPECCHOHUCTCKHE, MUPHUCKYCHHYECKHE), KOTOPbIe HE BCEra
OBLJIO BO3MO>KHO BOIJIOTUTH Ha Ka3€HHOMU CIleHe.

B craTbe BIiepBbIe€ OCBEMIAIOTCA OCHOBHbIE BEXHU KU3HEHHOTO U TBOPYECKOTO
nytu [lerpa JlamOuHa, ube HacjieAue JI0 HACTOSIIEr0 BPpeMEHU HEe CTaHOBUJIOCH
IIpeMeToM HaydHOro uHTepeca. JlambuH, 6e3ycsioBHO, He OBLI B aBaHTap]le
XY/1I0?KE€CTBEHHBIX IIPOIIECCOB, OH OTHOCUJICA K XyZOKHUKAM «BTOPOTO 3IIIEJIOHA»,
0e3 KOTOpbhIX OblIa HeMBICIUMOU pabora MMiiepaTopckux TeaTpoB B KoHIle XIX —
Hadgayie XX BeKa.

KiroueBbie cj1oBa: pPYyCCKOe TeaTPaJbHO-AEKOPAIIMOHHOE MCKYCCTBO,
MYy3bIKQIbHBIN TeaTp, I1. b. Jlambun

Jois IUTUPOBAHUA: batieysuna E. H., Konaooduna E. M.
VICTOUHUKM K PEKOHCTPYKIIMH TBOpueckoil Ouorpadpum II. b. Jlambuna //
CoBpemeHHble TpOOJEMbl My3bIKO3HaHHA. 2023. N° 3. C. 82-106.
https://doi.org/10.56620/2587-9731-2023-3-082-106
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Abstract. The present article is devoted to analysis of the sources
for the reconstruction of the artistic biography of the St. Petersburg-based theater
artist Piotr Brisovich Lambin (1862-1923). The research makes use of methods
of reconstruction, the biographical and the iconographic method, as well as
the method of artistic-stylistic analysis.

On the basis of the archival documents of the RGIA (Russian State Historical
Archive) the main landmarks of Lambin’s life and artistic activities have been
revealed: information about his parents, his christening, his education and
academic progress at the Academy for the Arts, his promotion up the career ladder
to the position of decorator of the Imperial Theaters during the period from 1885
to 1919, his state awards, his material and family positions. The reference edition
Ves’ Peterburg [All of St. Petersburg] (1895—1916) has made it possible to ascertain
the addresses of Lambin’s residences and to reveal that they were situated at close
proximity to the Mariinsky Theater.

The study of the graphic sources (over 500 sketches by the artist) from various
museum funds has made it possible to assemble a list of theatrical productions
(of which there are presently 141) on which the master hand worked. An analysis
of the sketches makes it possible to come up with the conclusion that Lambin,
while being a continuer of the official romantic-academic tradition on the stages
of the Imperial theaters, had a responsive approach to the influences of his time,
absorbing alternative stylistic tendencies (the Symbolist, the Impressionist,
the World of Art trend) which it was not possible to manifest in full measure
on the mainstream theatrical stage.
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The article illuminates for the first time the main landmarks of the paths
of life and art of Piotr Lambin, whose legacy has not become an object of academic
interest up to the present time. Lambin, undoubtedly, was not in the vanguard
of the artistic processes, he pertained to the artists of the “second echelon” without
whom the work of the Imperial theaters of the late 19th and the early 20th centuries
would be unthinkable.

Keywords: Russian stage design, musical theater, Piotr Lambin

For citation: Baiguzina, E. N., Kolodina, E. M. (2023). The Sources for
Reconstruction of Piotr Lambin’s Artistic Biography. Contemporary Musicology,
(3), 82—106. (In Russ.). https://doi.org/10.56620/2587-9731-2023-3-082-106

Begeoenue

WCTOPUU OTEYEeCTBEHHOTO MY3bIKaJIb-

HOTO TeaTpa HeMaJI0O HEMCCIIeIOBAaHHBIX

CTpaHUI| U 3a0bIThIX UMeH. OcOOEeHHO
ATO KacaeTcsi MacTePOB He «IIEPBOU BEJTUUHHBI»,
a TeX, KTO OCTaBaJICSI B T€HU, XOTS UX TPYJOM CO3-
JlaBaJiCcsi OTPOMHBIN IJIACT MY3bIKAJIbHOU KYJIbTYPBHI.
Cpenu vux Iletp BopucoBuu JlamOuH (1862—-1923,
waarocmpayus 1) — pycCKuM XyI0KHUK-AE€KOPaTop
Himnepatopckux TeaTpoB pybexa XIX—XX BeKoOB,
MIOCBATUBIINI MapuuHCKOMY TeaTpy 38 JIET KU3HMU.
HecmoTps Ha OBICTPOTEYHYIO MOJTy ¥ ITIPOTENCTHUYE-
CKYI0 CTHJIUCTHKY, JIEKOPAIlMOHHOE OdOpMJIEHHE,
co3manHoe JIaMOUHBIM, MPOJO/I?KAET CBOIO KU3HD
HAa COBPEMEHHOU CIleHe B OaJIeTHBIX CIEKTAKJIAX
KJIaCCHYeCcKOTOo perepTyapa. B yacTHocTH, ¢ MOMEH-
Ta BO300HOBJIeHNA Oasieta «basaepka» B 1900 rofy srrgsie HHBERATOPER IR
B MapuuHCKOM TeaTpe U JI0 CETOMHSAIIHETO JIHS

Hanrocmpauyus 1.

odopmienue creHbl «IlapcrBo TeHel» JIaMOUHBIM 1. B. Tam6usu
CTaJ1O0, 110 CyTHU, KAHOHUYECKUM. /[pyruM NpuMepoM CaHgm-Hemep@peCKuﬁu
cayxut 6aser Mapuyca [leTuna Ha My3bIKy AJIEK- 20CYCapCIMEERHbiLl Mysel

meampa/ibHO20 U MY3blKA/IbHO20
canapa Koncrantunosuua I'nazynosa «cnbitanue uckyccmea
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Hamuca»' (mpembepa 17/30 stHBaps 1900 rojia), PEKOHCTPYUPOBAHHBIN COBpEMEH-
HbIM Xopeorpadom CranuciiaBom J[MmurpueBudeM besisieBCKUM C HCIIOJIb30BAHUEM
ACKU30B Jekopanui JlamOrHa 1 KocTioMOoB MBaHa AJjiekcaHApoBHUYa BceBos10XK-
ckoro. C MOMeHTa IIpeMbePHI, COCTOSABIIIENCS 21 Aekabps 2020 roza, 6ajier pery-
JIAPHO UJIeT Ha clleHe APMUTAKHOTO0 TeaTpa (cM. uaarocmpauuio 2).

Hanrocmpauus 2. Ilpembepa peKoHCTpyKIuH Oasera «cmbrtanue Jlamica»
Ha My3bIKy A. K. I'/tazyHoBa B xopeorpaduu C. /1. bessieBckoro, 21 1ekabpsi 2020 roja.
Jekoparuu o sckuzam I1. b. JTamOuHa. 9pMUTaKHBIN TeaTp
H3 omKpbimblx UCMOYHUKO8

JlamMOUH cChITpasl 3aMETHYI0 pOJib B MY3bIKaJIbHOU JKU3HU MOCKBBI
u Cankr-IletepOypra, ocraBui 6oratoe Hacjieque, OJJHAKO €ro TBOPYECTBO |0 Ha-
CTOAIEr0 BPpEMEHU OCTaBAaJIOCh HeM3yuyeHHbIM. EMy He IOCBAIIEHO HU OJHOTO
HAYYHOT'O HUCCJIE/IOBAHUS, OTCYTCTBYET pa3BepHyTasa buorpadus XyaoKHUKa, He-
CMOTPS Ha TO, YTO B My3€efX U aPXUBAX COJIEPKUTCA JOCTATOUHO MaTePUAJIOB AJIA
ee PeKOHCTPYKIUU.

Ob6paienue k TBOpuecTBy JIamOuHa TeM 60Jiee aKTyaIbHO, UTO ITIPU yTIOMHUHA-
HUU ero UMeHU U 0(POPMJIEHHBIX UM CHEKTAaKJIeN JIOMYCKAITCA (DAaKTOJIOTUYECKHE
oIuOKYU 1 HeTOUHOCTU. Tak, Hampumep, Ha calTe DJIEKTPOHHOTO apxuBa bosbIio-

! Bajer Tak’ke U3BeCTeH 10/ Ha3BaHUAMU Les Ruses d amour u « BapbIHsS-CITy;KaHKa» .
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IO TeaTpa® B KauecTBe Xy/Io:KHHUKa-crieHorpada Bmecro Ilerpa ykazan I1aBes Jlam-
O6uH. /{ake ecyii MPEAIIOJNIOKUTH CYIIeCTBOBaHHE OAHO(GAMUJIbIIA, BCE K€ OJIMH
13 JIBYX YKa3aHHBIX Ha caliTe 6aseToB — «IIpenecTHas ;keMUy>KHHA» — 0(OPMIISLIT
ITetp JlamOuH, 0 UeM ecTh CBHETEJIbCTBA B Exkeroguuke VIMIiepaTtopcKux TeaTpoB
3a 1895/1896 ros3.

B cTaThe aHATU3UPYIOTCA pa3HOOOPa3HbIe JOKyMeHTaIbHbIE MaTePHUAJIbl, IIO-
3BOJIAIOIINE IIPOJIUTh CBET HA *KU3Hb U TBOPUECTBO JIaMOMHA.

IucvmeHHbLe apxusHbvle UCMmov1HUKU

BakHbIN apXUBHBIN UCTOYHUK — JieJio JlamOuHa u3 mMmnepatopckoit Akajie-
MUU XyZI02KeCTB, XxpaHsAalleecsa B PI'A4. OauH U3 nepBbIX ero JIOKYMEHTOB — KO-
M1 METPUYECKOTO CBUJIETEHCTBA%, B KOTOPOU YKA3aHO, UTO Xy OKHUK POJUIICA
15 Mas u KpelleH 19 uoHA 1862 roga. Ero oten — ciayxkamuid VMnepatopckou
aKaJleMUU HayK, TUTYJSpHbIN coBeTHUK bopuc Ilerpopuy JlambuH, math — EB-
nokus JlemeHTheBA.

M3 sx3aMeHaIMOHHbBIX JIMCTOB /ieJia® yaanoch y3HaTh, 4To B 1877 roay Jlam-
OuH OB 3aUKCIEH BOJIBHOCIIyIIIATENIEM B AKaZIeMUIO XyZ0KeCTB, a B 1878 mocTy-
IIWJT B ’KUBOMHCHBIN Kitacc. Hauboutbliiee ycepiue OH MPOSIBIISLI B UBYUEHUN TaKUX
IIpeJIMETOB, KaK «AHaTOMUsA», «IcTOpUs PYCCKOU IepKBU», « CBsIlleHHAs U 1ep-
KOBHaA uctopus» u «['eomeTpus»: B aTTecrare’ Xy/I0’KHUKA 110 9TUM IIpeaMeTam
CTOUT «OTJHYHO» (5). «Xoporito» (4) JlamOuH nMmes mo «Apxurekrype», «Opme-
pam», «Mcropun Pycckoii». ITo «CinoBecHocTu» u «®usuke» — 4 2. Haubosee
ciabpiMu ObLTH TOCTHKEeHUA 110 «ctropun MckycerB» (3) u «Ilepcriektuse» (3 Y2).
B okTs6pe 1878 roaa JlamOuH ObLT IEpEBe/IEH B KJIace IEKOPAIMOHHON YKUBOTIUCH
MartBesa Agzpeesuya lllumkosa. imeHHO 3HaKOMCTBO ¢ IIIUIIIKOBBIM OIIPE/IEINIIO0
ero npodeccuoHaJbHYIO cTe310. B 1878 roay BrepBble B UCTOpUU AKaJIeMUU Xy-
noxecTB [IIMIIIKOB OpraHn3oBajl U B TeUeHHeE MEPBBIX TPEX JIET BeJl 3a CBOU CUET
KJ1acc JIEKOPAITMOHHOM »KMBOMHUCH, TIOCTABUB MOJATOTOBKY OYAYIIUX JIEKOPATOPOB
Ha mpodeccuoHaJIbHYIO0 OCHOBY. JIyullinie CTyZleHTbhI U3 ero MacTepckoll — KoHcTaH-
TuH MatBeeBuu MBanoB, Opect KapsoBuu Asuierpu, Bacuiuii BacunbeBuu Bacu-
JibeB — NpulLIn B 1880-90-e roApl B IMniepatopcKkue TeaTpbl, CTaB COCIYKUBIIAMUA
JlambuHa.

2 DJIEKTPOHHBIH apXxuB Bospioro Tearpa [ekTpOHHBIT pecypc]. URL:
https://archive.bolshoi.ru/entity/PERSON/3774007?index=3&sa-production=106834 (mata obpare-
Hus: 18.04.2023).

3 Esxeromuuk Mmnepatopckux TeatpoB. Ce30H 1895/1896 rr. CII6.: M3x. Jlupeknuu FMiiepaTOpCKUX Te-
aTpos, 1897. C. 376, 383.

4 Akagmemus xymokectB MunucrepcrBa Mwmmeparopckoro apopa. Jlam6un Ilerp BopucoBuu. PTHA.
®. 789. Omn. 10. /1. 116. 1877 1.

5 Tam xe. C. 2, 3.

¢ Tam xe. C. 8, 9.

7 Tawm xe. C. 13, 15—17.
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[To okoHuanum obydyeHusi B Akajemuu B 1884 rojy JlamMObuH ObLI y/10CTOEH
3BaHusA Yuutesis pucoBanusd 111 creneHu®, uTo aBaso eMy IpaBo Ha Mpero/iaBaHue
B HU3IIUX YUeOHBIX 3aBeJieHUsAX. VI3BeCTHO, YTO OH BeJl YPOKU uepueHus B lleH-
TPAJIbHOM YUYWJIUILE TeXHUYEeCKOTro pucoBanusa Asiekcagzapa llIturnaumna®. B coot-
BETCTBUU CO CBOUM cTaTycoM JIaMOWH MOT BECTH KJIacChl B HAUAJIbHOH IIKOJIE ITPU
YUUJIHILLIE.

Kaxk nekopaTtop JlamOuH He ObLI «IIepBOU CKPUIIKOM» B MIMIIEpaTOPCKUX Te-
aTpax, OJTHaKO cTaj o0siajiaTesieM psjia TOCyZapcTBeHHBbIX Harpan. Tak, B PTUA
XpaHuTca «Jleso o CBAIEHHOM KOPOHOBAHUM MX UMIIEPATOPCKUX BEJIUYECTBY,
CBHJIETEJILCTBYIOIIEE O TOM, UTO B 1896 Tojly Xy/1I03KHUKY ObLT Bpy4ueH opjieH CBsi-
toro Cranucsaga III cremenu'® 3a co3zanue gekopanuil k 6anery Ileruna Ha my-
3bIKy Pukappgo [puro «IIpesecrHada ;xkemuyxkuHa». [loctanoBKa puypodynBaiach
K KopoHanuu umneparopa Hukosnasa II u ummneparpunsl Asekcaszipsl @e1opos-
HBI, 110 3aBeJIEHHOU TIPU JIBOPE TPAAUIIUN BCE YUYACTHUKHU CHEKTAKJIIA MOJydaiu OT
BEHIIEHOCHOU ceMbHU Aapbl U Harpaabl. Opaen Cesaroro Cranuciasa III crenenu
— MJIQIIINY U3 OP/IEHOB, KOTOPHIM YZIOCTaWUBAJIU TJIABHBIM 00pa30M YMHOBHHUKOB.
B 1906 roay JlambuHY ObLT MPUCYKAEH TOT 3Ke op/ieH Oosiee rmoueTHO 11 cremenu®,
TOT/Ia KakK | cTereHs y:ke JlaBajia MpaBo Ha IOTOMCTBEHHOE JBOPAHCTBO.

Emie olHUM Ba>XHBIM apPXUBHBIM HMCTOYHHKOM CTaJIO JINYHOE Jeso Jlambu-
Ha u3 MapuuHckoro teatpa (PT'1A)*. IlepBble ero JOKYMeHTHI JIaloT OoJiee IIH-
POKOe MpeJiCTaBJIeHNe O TOCYJAPCTBEHHBIX HAarpajax, MoKaJ0BaHHBIX XYOKHUKY
«BO BHUMAaHUE K TAJIAHTIMBOU / B MOOIIPEHUE TTOJIE3HON» aPTUCTUUYECKOH JlesITe b-
HocTH. [ToMHMO yKe yImoMsIHYTBhIX, JITamMOuH o6sagan opaeHamu CesaToit AHHBI 111
u Il crenieneii’s. OpgaeH CBATOM AHHBI CTOUT Ha OJIHY CTyIIeHb BbIIIIe OpAeHa CBATOTO
CraHucaBa: TPEThsl CTEIleHD KaJI0Bajlach TPAKAAHCKUM JIMIIAM 3a 0e3yIpedHyIo
JIBEHA/IIIATUJIETHIONO CJIY?K0Y B OZTHOU JOJI?KHOCTH He HUKe 8-To Kitacca, BTopasi cre-
IeHb — 3a cIyk0y oT 12 u 60J1ee JieT. Takke U3 JOKYMEHTOB JIMYHOTO JIeJia CJIeyeT,
yTO 31 Mas 1913 roza JlamOuHy B maMATh 100-yieTusi OTeuecTBeHHON BOMHBI ObLIa
Bpy4eHa CBEeTJIO-OpOH30Basi Melalb /IJ1d HOIlleHUs Ha BiiaguMupckoi jieHTe, Bepo-
SITHO, 3@ YYacTHe B OpraHU3allly TOP?KECTB M0 CIyJYalo IIpa3AHOBAHUS 100MIes.

B macnopTHOU KHHUKKe'¥, BBIJIAaHHON XYyZI0?KHUKY OeccpodyHO B 1897 rofy, co-
nep:KuTcs nHGOpMaIus 0 TOM, UTO OH UMeJI IBOPSAHCKUM TUTYJ1. JIaMOUH ObLI T10-
BeHuaH B 1888 rozay. B uzganuu «Beck IleTepOypr. AxpecHast 1 clipaBOYHasI KHUTA

8 Tam xe. C. 13, 15—17.

9 Bowlt John E. Russian Painters and the Stage, 1884—1965: A Loan Exhibition of Stage and Costume
Designs from the Collection of Mr. and Mrs. Nikita D. Lobanov-Rostovsky, February 13 — March 13.
Austin: The University of Texas Art Museum, 1977, p. 31.

10 JTesio 0 CBAIIEHHOM KOPOHOBAHUH UX UMINepaTopckux BeaudecTB. PTUA. @. 472. Omn. 44. BHyTpeH-

HASI OITUCH 425/2195. /1. 95. C. 79.
11 XpoHuka Teatpa u uckyccrsa. Ciyxu u Bectu // TeaTp u uckyccrBo. N@ 15. 9 anpesist 1906. C. 226.

12 JTesno o cyx0e mekoparopa Mapuunckoro tearpa [Terpa Jlam6una. PTUA. @. 497. Om. 13. /1. 578.
13 Tam xke. C. 2—5.
14 Tawm xke. C. 6—17.
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r. C.-Ilerepbypra» 3a 1899 roa's ckaszaHno, 4yrto TarbssHa HukanopoBHa JlamOuHa
coctosizia B «O0I1IecTBe BCIIOMOII[ eCTBOBAaHUSA| O€THBIM B IIPUXO/[CKOM ]| IIEPKBU
Bockp[ecenusi] Xpucr[oBa] B M[ajoi]. Kotomue». Cyzas 1o BceMy, OHa 3aHHMa-
Jla BUTHOE T0JI0KEHHUE U, OUEBUIHO, ObLJIa COCTOATEILHOU KeHIITUHOU. Yepes roj
rocsie ee cMeptu JIaMOuH ObLT TOBeHYaH BTOPHIM Opakom ¢ Osibroit 'aBpuI0oBHOM
EBrpadoBoii, 7o04epbhI0 KOJJIEKCKOTO aceccopa. B macrnopTHON KHUKKE TaKKe yKa-
3aHO 3BaHME XYJ0’KHUKA — IJIaBHBIN JIEKOPATOP, apTUCT IepBOro paspsaaa Mmie-
patopckux [leTporpajickux TeaTpos.

JIOKyMeHTBI JINYHOTO Jiesia JlamOuHa 3 MapUUHCKOTO TeaTpa IO3BOJISIOT
COCTaBUTH IPEJICTaBJI€HNE O MPOABMKEHUHN Xy/I0KHHUKA TI0 CIY>KEOHOMU JIeCTHUILE
u ero goxoje. Tak, 24 utossa 1885 roga aekoparop Mmmnepatopckux TeaTpoB 'eH-
pux JIeBOT 1o/1a1 mpolieHne'® HauaJbHUKY MOHTUPOBOYHOM YaCTH O 3a4YUCIIEHUHN
JlamMOuHa B IOMOIITHUKHU JIeKOpaTopy 3a 60 pyoOsei B Mecsr. IlpoiieHue 65110
yZioBeTBOpeHo. CIycTsl TPH roj/ia IMocJie MOCTYIJIEHU Xy/IOXKHUKA Ha CIIyKO0y To-
MOIITHUKOM JleBoTa 3aBeyI0Ui MOHTHUPOBOYHOU YacThIo oas1 panopT B KoHTo-
py mnepaTtopckux TeaTpoB ¢ IPOCh0OH K IoJiydyaeMbIM JIaMOUHBIM 720 pyoOJIsam
pubaBUTH elrle 1o 60 pyOsiel B ro/17. 15 OKTA0ps 1889 rojia mpruka3oM JUPEKTOpa
HmriepaTopcKkux TeaTpoB BceBOJIOKCKOTO K 3TOMY »KaJIOBAaHUIO MIPUOABUIIU eIle
60 pyoOseir'®. C 1 aBrycra 1895 roza JlamOuH ObLT yTBEPK/IeH B 3BAaHUU JIEKOPATO-
pa ¢ mpubaBkoil B 1280 py6Jieii’®. B 1898 rojy »kajoBaHue XyI0KHHUKA BO3POCIIO
JIo 2700 py0JIeii=°, a K HaJay 1900 rojia — 10 3000 pyoJsieit B roa.

Takum obpa3oM, 3a 15 JieT paboThI 3apIjiaTa Xy/I0KHUKa BbhIpOca 4yTh 60-
Jiee UeM BUeTBEPO, B COBPEMEHHOM SKBHUBAJIEHTE MOCIEHSSA CyMMa COCTaBJIsIa ObI
10 300 000 pybuieii B roz. Ormiata cooTBeTcTBOBasia cratycy Jlamb6una. ITokasa-
TeJIbHO ee CpPaBHEHHE C TOHOPapaMU Xy 0KHUKOB-/EKOPAaTOPOB MEPBOM BEJTUYH-
HBI Ha TOT nepuoji. Hampumep, pa3sMmep Bo3Harpak/ieHus, 3aTpebOBaHHbBIN B 1913
rosy JIbBom CamoitsiopuueM bakcToM (BeyIuM Xy/IOKHUKOM « PyCCKUX Ce30HOB
B [Tapmke» ) 3a co3jaHNe KOCTIOMOB U JieKoparniui ;i1 6asera YKana Poxke-/l1okaca
«Opdeti» B MapuuHckoM TeaTpe — 3850 pybuient [1, ¢. 237]. ['oHopap ObLT 0710-
6pen Biagumupom ApkagbeBudeM TeIIKOBCKUM, XOTS CIIEKTaKJIb B 0OpMJIEHUHU
Bakcra Tak u He cocTosiicsi?®. B cpaBHeHUM ¢ roHOpapamMu bakera 3000 ToJI0BOTO
noxojia JlambuHa He KaXKyTcs TaKOH! YK 3HAUMTETLHON CyMMOM.

[TomuMmo xkasoBaHus, JIaMOUHY BBIZIESIJIN J€HbI'H, IPeHA3HAUEHHbIE JIJIA
OILIaThl pacXOJAHBIX MaTepuaaoB. O6 3TOM CBHUETENLCTBYIOT ero cuera u3 KoH-

15 Bech [leTepOypr Ha 1899 roj: ajipecHas u cripaBouyHas kuura r. C.-Ilerepoypra. CI16.: U3a. A. C. Cy-
BOpHUHA, 1899. 691 c.

16 JTesto o cayx0e gexoparopa MapuuHckoro tearpa Ilerpa Jlam6una... C. 19.

17 Tam xe. C. 22.

18 Tawm »xe. C. 26.

19 Tam xe. C. 36.

20 Tam xe. C. 30.

21 Tam xke. C. 46.

22 O mpuyMHax cM. [2].
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TOopbl MMnepaTopckux TeaTpoB 3a 1906—1908 roaswl, xpaHamueca B PI'TIA?3:
B CpeJIHEM Ha JIEKOPAIMH BBIAEJISAIOCH 2276 apckux pyobJsiei exxerogaHo (B mepe-
BOJIe Ha COBpEMEHHbIE JIEHbI'H, TPUMEPHO 7 800 000). B nese Jlambuna usz Ma-
PUHHCKOIO TeaTpa COAEPKUTCA JJOKYMEHT, B KOTOPOM 23 UIOHA 1895 rojia 3aBey-
IOIU MOHTUPOBOYHOU YaCThIO MMPOCUT pa3pelleHre MPOU3BOIUTD Xy 0KHUKY
YCTaHOBJIEHHYIO IJIATy 3a HAMlMCAaHUE UM JIEKOPAIlui cCOOCTBEHHBIMH KpacKaMU
M0-apIIUHHO, TO €CTh M0 OOIEeNPUHATON IeHe, 0ObABIEHHON B MpEeANUCAHUN
oT 5 anpesns 1882 roma>.

C BBezienneM 1 ceHTAOPs 1908 rosa B MiMIiepaTOpCKUX TeaTpax HOBOTO IITAT-
HOTO paclnucaHusA T'OJIOBOM OKJIa/ IJIaBHOTO JeKopaTtopa ObLI MOHUKEH 70 1800
py0bJieii?s. 28 mas 1913 rojia B Bo3pacte 51 rojia JlamOWH I10/1aeT MpoIleHne 0 Ha3Ha-
YeHUM NeHcun>°. 31 uwJs 1918 rojia IeKOpaTOPy YMEHBIIUIIN KaJI0BAaHUE B CBA3HU
C MoJIy4YaeMoU UM IeHCHel?, a B 1919 IOy MOBBICKUIIH JI0 1500 pyosieit®s.

[Tocie yxofia ¢ Ka3eHHOHW CIE€HBI JIEKOPATOPOB CTApPOU IIKOJIBI B KOHIIE
1890-x 06beM paboThl JlamOuHa 3HAYUTENIHLHO yBeauumicsa. Kak mucan coBpe-
MEHHUK, «paboTa OblJla HACTOJBKO HATPSIKEHHAs, MOYTH HEINOCHJIbHas, UTO
JIMIIIB OTHOU CaMOOTBEPIKEHHOCTHIO 3TUX XY0?KHUKOB U, B YaCTHOCTH, JlamO1Ha
1 MOKHO OOBSICHUTH, YTO OHU C YECTHIO BBHIMOJHSIU BO3JIOKEHHbIE HA HUX I10-
pydeHus. B pesysbTaTe 5TOM HEMOMEPHO TSAKEJI0U paboThl ObLIN yYaCTUBIIHECS
00J1€3HU BBIIIEYIIOMSIHYTBIX, SIBJSBIINECS PEe3yJIbTaTOM KpalHero repeyromsie-
HUA»>. HaumHada ¢ 1890 rojia B JIMUYHOM JieJie MOABJIAITCA CIPABKU O YAaCTBIX
6os1e3Hsax JlamMOuHa, TPOIIEHUs O BbIJlaue MOCOOMH M O BBHIHYKJ€HHOM OTITyCKe
10 COCTOSTHUIO 3/10POBbA.

ApxuBHBIE JIOKYMEHTBI IO3BOJIAIOT yTBEP:KJaTh, 4TO BeJOMCTBO Mmmnepa-
TOPCKUX TEATPOB, BBIPAXKASACh COBPEMEHHBIM A3BIKOM, HECJIO OIIPE/IEJIEHHYIO CO-
[IMAJIbHYI0 OTBETCTBEHHOCTh, OKA3bIBAsl MOCUJIbHYIO MAaTepPHUAJIbHYIO IIOMOIIb CBO-
UM COTPYJHUKaM B cjIyuae ocTpod Hy»kAbl. Tak, B 1899 rosy MBaHOBY, JlamOuHY
u [TaBny [TaBnoBuuy KameHckoMy ObLIO BBIIAHO MOCOOME HA JieueHUe — IO 400
pybsiet kaxkzomy3°. B xomaTalicTBe JUPEKTOP TeaTpoOB BceBOIOMKCKUN YIIOMUHA-
€T, UTO «IIPU JIOPOTOBU3HE COBPEMEHHOU KMU3HU U IIPU OTPAHUYEHHOCTHU MOJTy4da-
€MOT0 UMM COZlepKaHUsI, O3HAaUEHHBIe JINIAa HEe MOTJIM OTKJIaZbIBAaTh YTO-JI100 Ha
cydait 60s1e3HU»3'. J[eCTBUTETBHO, CTOUT YUUTHIBATD, UTO IIEHBI B TO BpeMsI ObLITH
BBIIIIE: HAITPUMED, OJUH JIUTP MOJIOKA CTOUJI 14 KOIIEEK, TO eCTb 481 py0Jib, IECATOK

23 Cueta mekoparopoB Asuterpu u Jlam6una. PTHA. @. 497. Om. 18. /1. 1107.

24 Jleno o ciy:k0e mekopaTtopa MapunHckoro teatpa Ilerpa JlambuHa... C. 35.

25 Tawm xke. C. 71.

26 Tam xe. C. 97.

27 Tawm xe. C. 117.

28 Tam xe. C. 118.

29 EixeHeneJIbHUK TOCY/IaPCTBEHHBIX akajeMuueckux TeaTpoB B Iletporpazie. Ilpunoxkenue k N236. 15
Mas 1923. C. 12.

30 Tawm xe. C. 41.

31 Tam xke.
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OTOOPHBIX AUl — 25 KOIIEEK, TO ecTh 860 pyoOsieit. [Ipu aTom B 1899 oy KajoBa-
Hue JlambuHa cocrasiisiyio 2800 pybJielt B ro; — nmopsiika 800 000 COBPEMEHHBIX
pybJsiei B MecsII.

10 UIOHS 1904 roaa JlamMOwH mojaasr MpoIlleHre O BbIiaue IOCOOUSA B CBSI-
31 C MPEJCTOSAIIEN cepbe3HO omeparyied B KpecToBO3ABUKEHCKOH OOJIBHUIIES?,
30 WIOHS 1904 Toja YBEAOMJISI O TOM, UTO OIepalus IMpoluia 06Jaromosyd-
1033, K zies1y IpuJIoKeH CBOeOoOpasHbIi «0OJbHUYHBINA JIUCT» — CBUIETEJIHCTBO
OT 24 WUIOHS 1904 T0/1a, BBIJIJAaHHOE TJIaBHBIM XUPYpProm I1aBioBbIM34.

B neste Takke cozepiKarcs CBeJeHHs O MHOTOYHCIIEHHBIX KOMaHUPOBKaX
JlambuHa, HanpuMep, B MOCKBY ¢ 25 anpesis 1mo 18 mas 1896 rojias® Ha KOpoHaIU-
OHHBIE TOp>KecTBa. VI3BecTHO, UTO B 18993° 1 191337 rO/1aX OH COBEPIIIJI JIBE 3arpa-
HUYHBIE MIOE3/IKH JIJIsI O3HAKOMJIEHUS C eBPOTIEUCKUMHU TeaTPATbHBIMU ITOCTAHOB-
KaMU U TEXHUKOU nx opopmieHus. Jlupeknuei FiMiepaTOpCKUX TeaTpoB B HaUase
XX Beka IIpUBETCTBOBAJIACH ITPAKTHKA BbIe3/1a Xy/IO?KHUKOB Ha HATYpPy IS CO3/1a-
HUS UCTOPpUYECKUX Jekopanuid. [Tocie 1906 roga JlamO6uH ObLT HEOJHOKPATHO KO-
MaHIUPOBAH C 3TOU IEJbI0 B PSIJl POCCUUCKUX TOPOJIOB. B wacTHOCTH, B 1913 TOAY
oH mocetu1 MockBy, fpocyaBis u Koctpomy a1 opopMIiTeHUsT ClIEKTaKJIs B AJIeK-
CaHJIDUHCKOM TeaTpe, IPUYPOYEHHOTO K 300-JIeTHIO JoMa PoMaHOBBIX3,

PaccMoTpeHHbBIE apXUBHBIE JIOKYMEHTHI ITO3BOJIAIOT MPOCJIEIUTh HE TOJIBKO
yepThl INYHOU Omorpaduu JlamOrHa 1 ero IPOABUIKEHUS 110 COIHAIbHOM JIECTHU-
1le, HO U BITMCATh UX B 00K BeKTOP paboThl Jlupekiuu FIMnepaTopcKux TeaTpoB.

0630p u306pasumMenbHbLX UCIMOUHUKOB

Coxpanusiiieecs nzobpasutesibHoe Hacaeaue I[lerpa JlambuHa (B OCHOBHOM
ACKU3bI) BreuaTsomnle. K HacTosmeMy BpeMeHHU yZ1aJl0Ch YCTAaHOBUTb, YTO OH ITPH-
HUMaJI yuacTue B opopMyieHnU 141 ciektakisa. Cpeau HUX pycckas U 3apyOerkHas
kaaccuka — tpareaus lllekcnupa «Pomeo u [[xkyiberra», 6aner I1. 1. YalikoBCcKoO-
ro «JlebeguHoe o3epo», npama A. I1. UexoBa «Tpu cectpri», onepa K. M. don Be-
6epa «BoueOHBIN CTPESIOK» U MHOTHE JpyTrue. bosibilie BCero 3CKM30B XPaHUTCS
B CankT-IleTepOyprckoM rocy/iapcTBEHHOM My3ee TeaTPAIbHOTO U MYy3bIKaJIbHOTO
HCKYCCTBA — CBBIIIIE 400 3K3eMIUIAPOB K 100 CIIEKTaKJIAM. /J[pyrue Marepuasibl —
B ['ocyZ1apCTBEHHOM IIeHTPaJIbHOM TeaTpajibHOM My3ee nMeHU A. A. baxpyiiuHa,
NpbuTcKOM TOCy/IapCTBEHHOM My3ee H300pa3uTesIbHbIX HUCKycCTB, OMCKOM 00-
JIACTHOM My3ee U300pa3UTebHBIX UCKycCTB umMmeHu M. A. BpyOess, Mysee uso-

32 Tam xe. C. 49.

33 Tam xe. C. 50.

34 Tam xe. C. 51.

35 Tam xke. C. 37.

36 Tam xe. C. 48.

37 Tam xke. C. 96.

38 Tawm »e. C. 92. [Ipembepa apambl « 36panue Ha aperBo Muxawia ®egoposuua» H. Yaepa B mocra-
HOBKe A. 3arapoBa cocTosach 21 ¢peBpasid 1913 B AjIeKCaHAPUHCKOM TeaTpe.
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Opas3uTeIbHBIX HCKYcCTB B KoMcomosibcke-Ha-AMype, ApociaBcKoM Xy10:KeCTBEH-
HOM My3ee, ['ocyziapcTBEeHHOM MeMOPHAJIBHOM M MPUPOJHOM My3ee-3all0BeJTHUKE
A. H. OctpoBckoro «IllenbikoBo», HHUKEroposickoM rocy/IapCTBEHHOM Xy OKe-
CTBEHHOM My3ee, PoccuiickoM HaIllMOHAJILHOM My3ee MYy3bIKH, ['ocy/1apCcTBEHHOM
My3ee-3anoBegHUKe «IleTeprod».

Hnanrocmpayus 3. I1. b. JlamOuH. DcKu3 AeKOpamuy K Oajiery
«IIpoby:xknenune ®aopei» P. [Ipuro, 1894.
Marepuai: 6ymara, Kapasaalll, akBapeJsib, Oenmia. Pazmep: 42*60 cm
Canxm-Ilemepbypackuil 2ocydapcmeeHHblil My3ell meampansbHO20 U MY3blKAAbHO20 UCKYCCMEda

TpapgunuonHo JlamOmHa HaA3bIBAIOT IOCIEHUM aKaJIEMHCTOM, OJTHAKO €ro
TAJIAHT IINPE DTOTO OMpeesIeHus: OyAyIn XyJ0KHUKOM IEPEXOHOTO IIEPHO/IA,
OH YYTKO OTKJIMKAJICA HA PA3/INYHbIE CTUJIEBBIE TEHIEHIINN B N300pa3UTEIHHOM
HCKYCCTBE. ITOT TE€3UC MOKHO IIPOWIIOCTPUPOBATH HA IIPUMeEpPE €ro 3CKU30B Jie-
Kopanui K ogHoakTHOMY b6asety Jlpuro «IIpoby:xxaenne ®iaopwi». [Ipembepa co-
crosiach 28 urwosda 1894 roaa B Ilereprodckom teaTpe, MuQOIOTUUECKUN CIOKET
IIOBECTBOBAJI O JIIOOBU M CYACTJIMBOM BoccoeauHeHuH 3edwupa u ®iopsl. B base-
Te OBLIN WCIIOJIb30BAaHBI 0OJiee TPaAUITUOHHBIE JJIs Ka3€HHOU CIIEHBI JeKOpaluu
Muxawmna Mapuua bouapoBa, omHako B CaHKT-IIeTepOyprckom rocy1apcTBEHHOM
My3ee TeaTPaJIbHOTO U My3bIKaJIbHOTO MCKYCCTBA XpaHUTCA 3cku3 JlamOuHa (mH-
BeHTapHBIN HOMep OP 8242, cM. wrrrocmpayuio 3), HAMUCAHHBIN A1 9TOTO Oa-
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JieTa. AKaJieMUYHasl, ypaBHOBeEIIeHHAas KOMIIO3UIMs, 00JIafaoIias CMMMeTpUen,
HAIlOJITHEHAa MMIIPECCUMOHUCTUYECKUM KOJIODUTOM: TEHHW IPOIHCAaHbI 6e3 mpume-
HEHUS YEPHOU WU KOPUUHEBOU KPACKH, C UCIOJIb30BaHUEM 00JIee TEMHOT'O TOHA
OCHOBHOTO I1BeTa. Pa3MbITHIN KOHTYP IIPUJAET KOMITO3UIIUY HATIOEHHOCTh CBETOM,
BO3/IyIITHOCTh. B cpaBHEHUH C JOCTATOYHO CYyXOU aKaJleMUUIHOU Jekoparueit boua-
poBa 5cku3 JlamOuHa BRITVIAAUT OoJiee cBeKUM, 00JIa/laeT IJIEHIPHOU MIPUPOJIOH,
YTO OBLJIO COBEPIIIEHHO HE CBOMCTBEHHO Xy/IOXKHUKaM-/leKopaTopaM Ka3eHHOU cIie-
HBI 710 Tpuxoza Tyza B 1899 roxy Koncrantuna AsekceeBuua KopoBuna.

d
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Hanocmpayus 4. I1. B. Jlambun. Acku3s gekopanuu k 6anery « Hentodap»
H. C. KpoTtkoBa, 1890. MaTepuas: 6ymara, akBapesb. Pazmep: 48,4*61,1 cm
Canxm-ITemepbypeckuil 2ocydapcmeerHblil My3etll MeampanbHO20 U MY3blKAAbHO20 UCKYCCTNEA

Ackus nexkopanuu Kk O6anery Hukonas CepreeBuya KpotkoBa «HeHiodap»
(1890) B mocranoBke IleTuna cBUZETETBCTBYET O TOM, UYTO IPUEMBI CUMBOJIN3Ma
B 1300pa3uTeIbHOM UCKyccTBe JIaMOUHy Takyke He ObLIN UyK/1bl. CI0KeT XOpeo-
rpaduueckor (aHTa3uu pa3BepThIBAETCSA BOKPYT I[BETKA HeHIodapa, yapyrole-
T'O CBOEH KpacoTON M MCTOYAIIETo I'yOUTEIbHBIN CaaaKuil apomar. « HeHrodap»
OBLT TOCTaBJIEH B POMAaHTHUYECKUX 3CKU3ax bouyapoBa, OHAKO 3CKU3 JIEKOpAIUU
JlambuHa K aTOMY OasieTy (TaMm ke, UHBeHTapHBINA HOMep OP 8237, cMm. warrocmpa-
UUI0 4) UCTIOJTHEH B COBEPIIIEHHO NHOW CTUJTUCTHKE.

JlambuH B oryimunie oT bouapoBa m3beraetr U3IUITHEN JPOOHOCTH JIETaIEN:
YCJIOBHO MTPOTIUCHIBAS IEPEBbsI, HAXOAIIMECS B TJTyOMHE cajla, OH CTaBUT aKI[eHT Ha
U3BICKAHHOU U3YMPYJHO-3€JIEHOU FaMMe TAMHCTBEHHO OCBEIeHHBIX KPOH. Pa3MblI-

93



CoBpemMeHHBbIE TPOOIEeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 3

THIF CHHUUM KOHTYP 06paMJIsieT OIIBIBAIOIIYE CUITY3ThI, IEPEXO/IUT B IIPEJITPO30BOE
Hebo, oTpakeHHoe B NpyAy. M300pakas B IJIyOMHE 3araJIOUHOTO Ca/la ABOPSHCKYIO
ycazb0y, Xy/[OKHUK MPUIAeT KOMIIO3UIIMU 3JIETUYECKOe HACTPOEHHE — BCE 3TO
B KAaKOI-TO Mepe BbI3bIBAET AJUTI03UU Ha MaHepy B. 3. bopucoBa-MycaToBa, Takue
ero pabotsl, Kak «Ycaapba» (1902), «IIpuspaku» (1903), «M3ympyaHoe oxKepe-
JIhe» (1903—1904).

OueBU/IHO, 3TU CTUIMCTUYECKHE HOBIIIECTBA HE HAXO/JWJIU IOHUMAaHU A Ha Clie-
He MIMIIepaTOpCKOTO TeaTpa, ¥ B MAaruCTPaIbHOM JJUHUM TBOpUecTBa JIaMOUH 1po-
JIOJIKaJl POMaHTUKO-aKaJleMuueckue Tpaaunum B ayxe Anbdpena Posuiepa. Tak,
JUIs1 KOpoHaIoHHOTO Oasera «IIpesectHas KemuyxkuHa» 1896 rojia u3 60JIBIIIOTO
KOJIMUECTBA MPEJIJIOKEHHBIX UM BapuaHToB Hukosaii II BeiOpas 5cku3 3aHaBeca

Hanrocmpayus 5. I1. b. JlambuH. Ocku3 3aHaBeca « TOp:KeCTBO UCKyCcCTBa» K OaseTy
«IIpenectHas xxemuyxuna» P. Jlpuro, 1896.
Marepuait: xoJsct, Macjao. Pazmep: 69,7103,5 cm
Canxm-ITemepbypeckuil 2ocydapcmeeHHblil My3eil meampanbHo20 U MY3blKA1bHO20 UCKYCCMBEda

«TopkecTBO HcKyccTBa» (TaM ke, UHBeHTapHBINH HOMep OXK 112, cM. waarocmpa-
uuro 5). Komnosumus BrIIOUasaa KjaacCHUecKue aroJUIOHUCTUUECKHE aTPUOYTHI B
JTyXe aKaJIeMUYeCKOU TPAUITUM.

Wuyo maHepy JlamMOUH JIeMOHCTPUPYET B 3CKM3aX JEKOpPAIUN U KOCTIOMOB
K OJTHOAKTHOMY ajleropuueckomy Oasiety I'stazyHoBa «BpemeHa roja», mocras-
sienHomy [leTuma Ha ciieHe DPMUTAKHOTO TeaTpa B 1900 roay. Ha akBapesibHOM
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ackuse «OceHb» (TaM ke, ”HBeHTapHbIN HOMep OP 8171, cM. warrocmpayuto 6)
1300pakeH peryJIsIpHbIN MapK ¢ KAaMEHHBIMU Ba30HAMU, B IIeHTpe JIOPOKKa, Be-
Zyliasi K KaMeHHOU Oorpajie ¢ BUTHIMH KOBAaHBIMHU BOPOTaMHU, IO 06eMM CTOpOHAM
pacTyT BBICOKME KJIEHbI U BA3BL. [IpUIIyllIeHHbIe TOHA U CTPOrasd CUMMETPUSA CO3-
JTAIOT OIIyIlleHre TapMOHUH. EcjiM B ITOCTPOEHUU KOMITO3UIIUMU 3cKu3a JlaMOuH
aKkaJleMU4eH, TO a)KypHasi MaHepa PUCYHKA, MOJIYIIPO3PAYHbINA, HEXKHBIN KOJIOPUT
cOTMIKaeT ero co CTUJIMCTUKON MOJiepHa.

Hanroecmpayus 6. I1. B. JlambuH. dckus gekopamnun Kk 0aiety « Bpemena roga»
A. K. I'mazyHoBa, 1900. MaTepuast: KapTOH, akBapeJsib, 0pOH30Basi Kpacka, KapaH/aril.
Pazmep: 48,6%63,4 cm
Canxm-ITemepbypeckuil 2ocydapcmeeHHblil My3eil meampanbHo20 U MY3blKA1bHO20 UCKYCCMBEda

KocTiombl k 6ajieTy ObLTU BBIOJTHEHBI 110 3cku3aM Eprenus IlerpoBuya Ilo-
HOMapeBa, OJTHAKO IapaUIeJIbHO HaJlT HUMU paboTa u BeceBosioxkckuii, B (poH1ax
’ke Pocculickoro HaIfuOHAJIBHOTO My3€esd My3bIKH XPAaHUTCA P 3CKU30B KOCTIOMOB
Jlambuna (mHBeHTapHbIe HOMepa 624/11, 625/11, 626/11, 627/11, 628/11, 1090/11,
973/11 u apyrue). Ilpuuem scku3bl BeceBosiokckoro, haHTa3uiHbIE U OTIUYAIOIIIH-
ecs MecTPOTOU, Ha HAIll B3IJIS/l, 3HAUUTEILHO YCTYHAIOT YAUBUTEIbHBIM 110 CBOEU
M3BbICKAHHON KpacoTe KocTioMaM JlamOuHa. B3sB 3a ocHOBY OBITOBOU (paHITy3-
ckuil kocTioM XVIII Beka, XyZO’)KHUK U3BSAINIHO CTUJIN30BAJI €0 B MUPUCKYCHUYE-
CKOM JiyXe.
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Vcnosb3yss MeTO, PETPOCIIEKTUBHOM CTHJIM3ANUM, JIaMOUH HpOSABUII cels
KaK MCKYCHBIA HHTEPIIPETATOP POKAUIBbHBIX KapTUH Hukosa Jlankpe rmpu opopm-
sgennu Oanera I'nmasynoBa «McnoblTanume Jlamuca». IloHOMapeB oTMmeuas, 4TO
«baser “Hcnprtanue Jlamuca” BocKpecus BpeMeHa Barro» (1uT. 1mo: [3, c. 104]).
JlamMOUH Hamucas 3cKu3 3aJHUKa U pamy (nHBeHTapHBIA HOMep OP 8194, cMm. ua-
arncmpauuto 7), cBo00AHO TpakTysa paboTy Jlankpe «Mrpa B :KMypKH», cO3/iaBast
BPEMEHHYIO JUCTAHIIUIO «HCKJIIUUTEIbHO IJIACTHYECKHMMH CPEACTBAMH: HE JI0
KOHIIA HaMeYeHHOI, JIETKOH JIMHUEH PUCYHKAa, aKBapEeJIbHOCTBIO IIBETA, TAIOIIETO
B IIEPCIIEKTUBE, (DOPMOH, CJIOBHO PaCTBOPSIOIIEHCA B IMPOCTPAHCTBE, apTUCTHY-
HOU HeOPEXKHOCTBIO JleTaiei»3%. ITOT OaJjieT IPeIBOCXUTUII IIOCTABJIEHHBIN CeMb
JieT ciycta «IlaBuaboH Apmuabi» Anekcanapa HukostaeBuua BeHya — ujeosiora
«PETPOCIIEKTUBHBIX MeuTaTeJiel» [4, ¢. 301], kak Ha3piBas1 KoncrantuH EropoBuy
MaxkoBCKHH 4ieHOB 00beauHeHus: «Mupa ucKyccrBa». PUCKHEM IPEAIIOJIOKUTD,
yto odopmiieHue Oaera «McnpiTanue JlaMmuca» IOCTY?KHJIO HCTOYHUKOM BJIOX-
HOBeHUs 11 benya.

Hanrocmpayus 7. I1. B. Jlam6uH. dcku3s ekopanuu k 6anety «cnerranue JJamuca»
A. K. T'mazynoBa, 1900. Marepuasn: 6ymara, akBapesb. Pazmep: 48%62,7 cm
Canxm-ITemepbypeckuil 2ocydapcmeerHblil My3etl MeampanbHO20 U MY3blKAAbHO20 UCKYCCTNEA

39 Banermericrep Mapuyc Iletuna: [craTtbu, ncciaenoBanus, pasmeinuieHus] / coct. O. A. ®enopueHko,
10. A. CmupHOB, A. B. ®omkuH. Biragumup: ®onuant, 2006. C. 227-228.
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B pomMaHTHKO-aKaJIeMHUUeCKONM CTUIUCTHUKe JIaMOWMHBIM CO37laHbl JleKOpa-
WU U1 clieHbl «1lapcTBO TeHel» B BOBOOHOBJIEHHOM € 1900 rozia 6asete Iletuna
«basnepka»4°. Tpu sckusa, xpassmuecsa B ¢ongax Cankr-IleTepOyprekoro rocy-
JTAPDCTBEHHOTO My3esl TeaTPaJIbHOTO U MY3BIKQJILHOTO HCKyCCTBA (MHBEHTapHbIE
Homepa OP 10421, OP 8167, OP 10420), mO3BOJISIIOT CYUTh O TBOPYECKHUX ITOHC-
Kax XyJIO;KHHKA, pa3pabaThIBAIOIIETO B eTaJIsIX pa3Hble IIaHbl (001U, CpeTHUH,
nanbHUil). Ha mepBoM, BBIIIOJTHEHHOM Tyalllbio, U300paykeH CKAJIUCThINA Mel3ax,
3aJIUTHIN JIyHHBIM cBeTOM (cM. warrocmpauuro 8). TauHcTBeHHBIN 00pa3 MIPOHUK-
HYT OIIYII[eHHEM MEPTBEHHOTO IMOKOsI, TOBCIO/Y TOJIble O€3:KNU3HEHHBIE CKAJIbI, Ue-
peJloBaHNEe TEMHBIX U CBETJIBIX IIATEH, OTTEHKOB CEPOTO MepesiaeT pesibed pa3dbpo-
CAHHBIX KAMHEM.

Hanrocempauus 8. I1. B. JlamOuH. Ackus Aekopamuu K banery «basmepka»
JI. MuHKkyca, 1900. CueHna «IlapcTBo TeHeli». MaTepuas: 6Gymara, :KUpOBOU KapaH/alil,
aKBapeJib, ryailib. Pazmep: 31,7%44,3 cm
Canxm-ITemepbypackuil 20cydapcmeerHblil My3etl meampanbHO20 U MY3bIKAAbHO20 UCKYCCINEA

40 TTosHOE oopmiieHne «basaepku», CTaBIIEN YacThI0 COBPEMEHHOTO perepTyapa MapuHHCKOTo Tea-
Tpa, BbInosiHeHO Muxawiom Viprdom IIIUNIUISHHIKOBBIM 110 MOTHBaM Jiekopanuii A. A. Ksanma, Ba-
HOBA, Asierpu u JlambuHna.
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Ha spyrom sckuse, BBHIIIOJTHEHHOM aKBapeJiblo, TOT »Ke IMeN3ak IepeiaH B
IBETE; CMEIIeHNEM KOPUYHEBOIO, JIa3yPHOTO, OXPbl XYOKHUK J00OUBaeTcs 3e-
MeJIbHOTO OTTeHKa (cM. uaatocmpauuio 9). B cpaBHEHUH ¢ TPEBIIYIITUM 3CKU30M
3Ta aKBapeJsib TeIliee, B HEH HET XOJIOTHOTO YapyIOIIero JIYyHHOTO CBETa, Men3aK
KakeTcs 0oJiee »JKUBBIM. JIaMOUH J00aBJIsIET CyXYI0 BETBb, CBUCAIOIIYIO CO CKAJIbI —
CHUMBOJI CMEPTH.

Haxkownern, TpeTuii, Toke akBapeJbHbIN, 3CKU3 IIPEJICTABIISAET OUHOKYIO CKa-
J1y Ha (poHe TYMaHHOU JOJIUHBI (CM. warrocmpauyuro 10), IPOCTPAHCTBO Kak Oy/-
TO 3aBOJIOKJIO ABIMKOU. Eciu mpeabIayIye 5CKU3bl, N300pakamliue 3aMKHYTOE,
JlaBsilliee TIPOCTPAHCTBO I'POTA, BHIZBIBAJIM HATIPSI)KEHUE UYBCTB, TO B IOCIETHEM
OIIyIIAI0TCS CBOOO/Ia U yMUPOTBOPEHUE.

Cerozus cTaBIlas KAHOHUYHOM clieHa « TeHel» Mo-IpekHeMy ITIOBTOPSET 3a-
MBbICEJT Xy/IOXKHUKA.

Hanrocmpauus 9. I1. B. JTamOuH. dcku3 ekopanuu k oasery «basaepka»
JI. Munkyca, 1900. CrieHa «IlapcTBo TeHel».
Marepuas: 6ymara, *KUpOBOH KapaH/alll, akBapeJib, I[BETHON KapaH/AaIll.
Paszmep: 50,5%65,8 cm
Canxm-ITemepbypackuil 2ocyoapcmeeHHblil My3eil meampanbHO20 U MY3bIKAAbHO20 UCKYCCMEda

B 1902 roay Jlam6un odopmui 6aner «Pyueii» Jlroasura Munkyca u Jleo [e-
Jin06a, KOTOPBIH CTa BHAKOBBIM B HcTOpuH AKafeMmuu Pycckoro 6asiera. B 1916 roay
ArpunmnuHa fIkoBsieBHa BaranoBa TaHIieBajia B 3TOM CIIeKTaKJIe CBOU MPOIaJIbHbIN
OeHeduc, a B 1925 rojiy oHa BbiOpasia «Pyueii» /iJi1 BBIIMYCKHOTO CIIEKTAKJISI CBO-

el JTI0OMMON yUeHUIIbI, BOCXOISAIIEN 3Be3/bl cOBETCKOro bamera Mapunbl Tumo-
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deeBunr CemeHoBoMU. 3BecTHO, YTO MOMUMO paboThl B MIMIlepaTOpCKUX TeaTpax
JlaM6uH 0DOPMJISIT CIIEKTAKIIH JJIs1 BOCTIUTAaHHUKOB TeaTpasbHOTO yuminina. Tax,
B 1906 rofly OH HAIIUCAJI JIeKOpaluu Jijid ApaMbl «CpeZiu [IBETOB», IIOCTAaBJIEHHOU
Ha cIleHe YUeOHOro TeaTpa.

Hanocmpayus 10. 11. B. JlambOuH. Dcku3 nexopaiuu k 6asety «basagepka»
JI. Munkyca, 1900. Cuena «IlapctBo TeHeli». MaTepuas: KapToH, AEPEBO, JKUPOBOH
KapaH/ialll, akBapesb, KapaHalllu IBETHbIE, anTuInKamusa. Pazmep: 28,3%41,1 cm
Canxm-ITemepbypackuil 2ocyoapcmeeHHblil My3ell meampanbHO20 U MY3bIKAALHO20 UCKYCCMEda

Bersbiit 0630p crieHorpaduyeckux pabot JlamOuHa 1O3BOJIAET 3aKIIOUUTD,
YTO OH OBLI XyJOKHUKOM HEPOBHBIM, «IIABAIOIIHM II0 CTUJISIM» — KadecTBO,
XapaKTepHOoe /I TIePEXO/IHOU 3T0XU B 1esioM. Byayun npososkaTeneM opuUIu-
QJIPHOM POMAaHTUKO-aKaJAeMUYeCKOU TPAJUIIMU Ha MOAMOCTKaxX VMnepaTopcKux
TeaTpPOB, OH BOMpAJ 3CTETUUECKUE TEHJIEHIIUN U MPHUEMbI (CUMBOJIMCTCKUE, UM-
IIPECCUOHUCTUYECKHE, MUPUCKYCHUUECKHE), KOTOPbIE HEe Bcerja ObLIO0 BO3MOYKHO
BOIUIOTUTHh HAa Ka3eHHOU clleHe. Pexxuccep-nmocTaHOBIIUK MapHUMHCKOTO Tearpa
Hwukonaii HukonaeBuu borosro60oB HazbiBas JlamOuHa «3aMedyaTeIbHBIM PHCO-
BaJIBIITKOM M ITI03TOM KpacKH B Jiyxe PenmuHa» [5, ¢. 40].

OL;QHKCI meopvecmea Jlambuna cogspemeHHuKamu

Cpenu iuTepaTypHBIX UCTOYHUKOB, CO/IEPKAIUX YIIOMUHAHUSA O XyT0KHU-
Ke, — THEBHUKHU 1 BOCTIOMUHAHUA COBPEMEHHUKOB, TEPUOUYECKIE U3/JAaHUS U Ha-
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YUHO-UCKYCCTBOBeUECKHE PAOOTHI, TIOCBAIIEHHbIE TeaTPaIbHO-/IEKOPAITUOHHOMY
nckyccrBy. K nocieqHum oTHocATCA «XyI0KHUK B TeaTpe XX Beka»4! Maprapu-
Thl BacuibeBHBI JlaBbI/IOBOU, «PyccKkoe TeaTpasibHO-AE€KOPAIIMOHHOE UCKYCCTBO» 42
®opsl AkoByieBHBI CHIDKUHOMU, OIIEHUBAIOIIE TBOpUECTBO JlamOuHa mpenmyIiie-
CTBEHHO KaK II0CPe/ICTBEHHOE.

OTppIBOUHBIE CBeJeHUA O XY/[OKHUKE BCTPEUYAIOTCA B BOCIIOMHUHAHUAX
u nHeBHuKax Ilerpa IlerpoBuua I'Henuua, benya, Tenakosckoro. Tak, benya Ha-
3bIBaeT JlaMOMHaA OTJIMYHBIM TEXHUKOM, JIMIIIEHHBIM YyBCTBA Kpacok*3. [Ipu sTom
CTHJIMCTUKA TTO3/THUX PAOOT 3TOTO «TeXHUKa» HACTOJIbKO CX03Ka ¢ MAaHEPOU CaMOT0
Benya, uto acku3 JlamOuHa K OaseTy «BpemeHna roja», xpaHamuiicss B MapuuH-
CKOM TeaTpe, IepBOHAYAJIbHO IpUNUChIBaICA beHya.

Muenue TensskoBckoro o JlamMbuHe MeHSIOCh, UTO OTPaXKeHO B «/I[HEBHUKAX
JupekTtopa MmiiepaTopcKux TeaTpoB». Eciii B Hauasie 1900-X IMPEKTOP Ha3bIBAET
ero paboThl cIaOBIMU4, TO ¢ 1907 T'O/la OLIEHUBAET UX KAK y/IOBJIETBOPUTEIbHBIE,
HeIypHbIE, YZIJauHble, a 3aTeM U BOBce OUeHb Xopoinue*®. B queBHUKaX TessaKoB-
CKOTr0 coziep:KaTcs cBeZieHus o BauaHuu KoncrantuHa AstekceeBnua KopoBuHa Ha
CTUJIb XYZIO’KHHUKA, 0 ToM, uTo Cepreu [1aBioBuyu JlAruieB nbiTajacs IepeMaHUTh
JlambuHa 11 paboTtsl B «Pycckux ce3oHax». [locieqnee o6CcToATEILCTBO — Oe3yc-
JIOBHBIU MTOKa3aTeJIb 3HAUNMOCTHU Mactepa. Tak, B 3anucu oT 16 ¢peBpasis 1909 rojia
cKkazaHo: «...ITonoxkeHue Jlarunesa, KOHEUHO, 3aTPYAHUTEIbHOE. Kesias noJIyYnuThb
y Hac MacTepPCKyI0 U Xy[0KHUKA JlamOuHa, OH, He CTECHsSACh, TOBOPUJ Besukoi
Kusrune, 4To Macrepckas cB0O60/IHA U s1 HAPOYHO ee eMy He /1al0...»%. VI3 THeBHU-
KOB CTAaHOBUTCS SICHO, UYTO paboTa Xy03KHUKOB-/IEKOPATOPOB ObLIa HATIPSIXKEHHOM,
MIpUYeM, ecjiu BeZlyllie Ha Ka3eHHOU ClleHe Xy/I0:KHUKU KopoBUH u AJjiekcaHjip
AxoBsieBud ['0JIOBUH MOIJIU BBIHOJIHATH JIEKOPAILMU 10 HECKOJIBKY JIET U UMeJIN
BO3MO>KHOCTB OTKa3bIBAaThCSI OT HEUHTEPECHBIX C X TOYKU 3PEHUS CIIEKTAKJIEN, TO
TocJieTHUE TIepenaBasuchk JlaMmOruHYy, Y KOTOPOTo He ObLJIO TaKUX mpedepeHITui.

Wwms JlamOuHa ymoMrUHaeTCs Ha CTPAHUIIAX TAKUX MIEPUOTTUECKUX TTe€UaTHBIX
usganui, kak «Kusup MckyccrBa», «My3bika U TeaTp», «O003peHne TeaTpoB»,

4t JTaseimoBa M. B. XynoxHuK B TeaTpe Hauasia XX Beka. M.: Hayka, 1999.

42 CpipkunHa @. f., Koctuna E. M. Pycckoe TeaTpaibHO-AE€KOPAIIMOHHOE UCKYCCTBO: y4eOHOe mmocobue
JUTSL XyI02K.-IIPOM. BY30B | yumtuil / mox pea. B. @. Peraauna u B. B. Bancimosa. M.: UckycerBo. 1978.

43 IImt. no: Tensaxkosckuii B. A. /lueBauku /[upekropa MMiepaTopckux TeaTpoB 1998—1901. M.: ApTHCT.
Pexxuccep. Teatp, 1998. C. 668.

44 TI. B. JlambuH. dckus k b6aynery «UeTbipe BpeMeHH rojia». ApxuB Mapuunckoro Teatpa. IlIk. 3. Kop.
37. UuB. N? 1992,

45 TensakoBckull B. A. JlneBuuku /lupekropa MMiepaTopckux TeaTpoB 1901—-1903. M.: Aptuct. Pexuc-
cep. Teatp, 2002. C. 304, 359; TenakoBckuii B. A. /lneBHuKH Jlupekropa MiMnepaTopcKux TeaTpoB 1906—
1909. M.: Aptucrt. Pexxuccep. Teatp, 2011. C. 95.

46 Tenaxosckuil B. A. JIlneBHuku /Iupekropa Mmneparopckux TeatrpoB 1906—1909. C. 230, 232; Tens-
koBckuii B. A. [lneBHuku J{lupekropa MMneparopckux TeatpoB 1913—1917. M.: Aptucrt. Pexxuccep. Teatp,
2017. C. 276, 315, 401, 417, 492, 541.

47 TensikoBckuil B. A. /IlHeBHUKU [[npekTopa MIMIiepaTopcKux TeaTpoB 1903—1906. M.: Aptuct. Pexuc-
cep. Teatp, 2006. C. 618.
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«Tearpanpubiii JleHunrpaa», «Pabouuit u Teatp», «TeaTp u ucKyccTBO», «Teatp
(ITerporpan)», «IIporpaMmmbl AKaJieMUYeCKUX TeaTPOB», «BeCTHHUK pabOTHUKOB
HCKyCCTBa», «Pamia u ’ku3Hb», « AProHaBThI», « Pammia». O630p HEKOTOPHIX U3 HUX
nmaet KOs BukropoBHa UyBuiabkrHA B cTaThe «KypHaibl XX BeKa 00 HCKYCCTBE,
Pa3BUTHU My3eeB 1 QOPMHUPOBAHUU KOJUIEKIINH KUBoIUcu» [6, c. 82—88]. ITomu-
Mo atoro HOnusa PamugosHa I'yinnHa ykaseiBaeT Ha « Exxeroguuk MnepaTopcKkux
TeaTPOB» KaK Ha Ba)KHBIM MCTOYHUK HH@OpPMAIUU O My3bIKaJIbHOM TeaTpe XIX
BeKa [7, ¢. 133], B KOTOpOM Tak:kKe UMeIOTCsI cBeieHus o JlamOuHe. B OobIInHCTBE
cBOoeM Iepuojinka koHna XIX — Havasa XX Beka orpaHUYHUBAETCSA YIIOMUHAHUEM
MMEeHU Xy/I03KHUKA, OJTHAKO BCTPEUAIOTCS U Pa3BEPHYTHIE OIEHKHU ero paboT, KOTO-
pble TOBOPST O ITPOTUBOPEYUBOCTU BOCIIPUATHS TBOPUECTBA MacTepa.

Haubostee mpocTpanHyo HHGOPMAIUIO O YeJIOBEUECKUX U MPodecCruoHab-
HBIX KauecTBax JlamMOmHa MOXKHO OOHAPYKUTH JIUIIb B HEKpoJsiorax 0 HeM. OuH
13 Hux Hanucad I1. B. BoeBoimHbIM, €r0 APYTroM, CO3/IaBIINM KUBOU IMTOPTPET Xy-
JIOKHUKA:

Hanmvocmpayus 11. [lekopanimonHas Macrepckas MapuUHCKOTO TeaTpa.
B kpecite — I1. b. Jlam6uH, psaom crout K. A. KopoBuH. 1900-€
Canxm-Ilemepbypzckuil 2ocyoapcmaeHHblil My3eil meampanbHO20 U MY3blKAAbHOZ0 UCKYCCIMea

101



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /
Contemporary Musicology 20 23 / 3

ObasATesbHBIN YeI0BEK, MATKUM, JJAaCKOBBIN, cKpoMHBIHN 1. B. BHOCHI B OKpyKa-
IOIIYI0 ero aTMocdepy JIMYHBIX OTHOIIIEHUH YIOT, YMCTOCEP/IEUHOCTh U MpocToTy. Eie
l'orosib B moBecTn « HeBCKUH MPOCHEKT» OTMETHJI XapaKTEPHYIO UepTy MeTePOYPrcKUX
Xy/IOKHUKOB CTapOU IIKOJIBI, TOBOPSA: «0OOJIbIIIEH YacThIO 5TO JIOOPBIN IPOCTOU HAPO/I,
3aCT€HUYMBBIH, JIIOOAIUN THXO0 CBOE UCKYCCTBO» <...>

TakoBbIM 6611 Hatlt He3a0BeHHBIH I1. b. C kako¥ ouapoBaTeIbHOM TPOCTOTOMH, C JET-
ckuM aobpoaymuem nokassiBai I1. b. pucynku k onepe «I'ensens u I'peresib», HAaMBHASA
IIaJIOCTh CBETUJIACH B €T0 MAJIEHBKUX IJIa3ax, J00pas yJIpI0Ka He cXo/iua ¢ ero ryo. O0b-
SICHAA MHe 3aAyMaHHbIN UM THIl «Kosayasu ['peI3yHbU», KAK YMOPHUTEIBHO ITOKA3bI-
BaJI ee KOBBUIAIOIIYIO TIOXO/IKY, B TOM CKa3bIBAJIACh €T0 MUJIas, YUCTasA Jymia. TOHKUI
IOMOP COIIPOBOK/IAJI €ro Oece/ty, ObLIO JIETKO U MPUATHO CUIETH C HUM, 3a0BIBAJIOCH Bpe-
Ms, HE XOTeJIOCh YXOAUTh OT Hero. JKMBOU OH CTOUT B MOeH aMATH: ¢ JOOPBIM JIUIIOM,
¢ HEM3MEeHHOU TPYOKOMU, YBJIEKAsCh KaK IOHOIIA, TO COIJIAIIAsACh, TO MATKO OCIIapuBasd,
I1. b. ocTaBsisaa HEU3TJIAANMOE BIIeUaTIeHne Ha cO0eceTHUKOBS,

BoeBoiiH TOBOPUT O HEM Kak O mpodeccruoHasie, 0e3yKOPU3HEHHO BHITIOJI-
HSABIIIEM CBOU 00si3aHHOCTHU. 10 ero cjioBaM, O/THO IPUCYTCTBUE XyAOKHUKA BHY-
IIaJI0 CIIOKOUCTBHE 3a X0/ paboTbl. OH OMUCHIBAET €ro Kak CKPOMHOTO, HeIlpe-
TEHITUO3HOTO, TOOPOAYIITHOTO YeJIOBEKA, TOAYEPKUBAs, YTO B MOCJIETHHIE MECSIIbI
cBoel ku3HU JlamOuH, 6yydyd MPUKOBAHHBIM K IOCTEJIN, HE OCTaBJISJI PAabOTHI.
N3 mekposora B «?Kusnu VckyccrBa» oT 27 peBpasid 1923 MOKHO y3HATh, UTO Xy-
JTIO>KHUK OBLIT TOXOpPOoHeH Ha CMOJIEHCKOM KJIAZI0UIIE.

ITemepbypeckue adpeca JlambuHa

V3 afipecHBIX U CIIPAaBOYHBIX KHUT «Bech [leTepOypr» y/amoch ompeiesuTh
azipeca npokuBaHus Ilerpa Jlam6una: B 1895-1896 rogax oH kw1 Ha Exkarepu-
HUHCKOM KaHaJle, 115, a ¢ 1897 o 1922 — B J0Me, pacIlloJI0KeHHOM Ha Iiepeceye-
Huu ExaTepuHrodckoro npocmekra, 53 u boabmoit Macrepckoii, 105'. CoBpeMeH-
HbIe afipeca 3maunii — Kanan ['puboenonsa, 115 u [Ipocnekt Pumckoro-Kopcakosa,
53 / JIEepMOHTOBCKH MPOCIIEKT, 10. B 1916 rojiy psoM ¢ aapecoM Xy/I0KHUKA M0-
ABJIAETCA HOMep Tese(OHA, YTO CBUETEILCTBOBAJIO O €r0 MaTepUaIbHOM JJOCTaT-
Ke: CTOUMOCTH TeJie)OHHOU CBSA3U COCTaBJIsAsIa 50 py0sieil B roJi5?, Mo HBIHEITHUM
IleHaM TopsAKa 172 000 pyosei. Bece agpeca HaxoaATcs B palioHe MapUHMHCKOTO
Tearpa. OUeBUTHO, UTO XyAOKHUK CTPEMUJICS CHATH KBAPTUPY MOOIMKE K paboTe
U He TPaTUTh BpeM: Ha pa3be3/ibl.

48 EjxeHeebHUK rOCY/IapCTBEHHBIX aKaJleMuuecKux Teatpos B [leTporpaze. [Ipuioxenue k N236. 15
mas 1923. C. 3—4.

49 flnoB A. Jlexoparop JlambuH // ’KusHb uckyccrBa. 27 dpepasus 1923. N2 8. C. 19.

50 Bech [TeTepOypr Ha 1895 roa: ajipecHast v cupaBouyHas kaura r. C.-ITerepOypra. CII6.: 3x. A. C. CyBo-
puHa, 1895. C. 125.

51 Becb IleTepOypr Ha 1897 roa: ajpecHas u cripaBouyHas kHura r. C.-Ilerepbypra. CII6.: 13a. A. C. CyBo-
puHa, 1897. C. 224.

52 ABpyx JI. I'. Tenedonusanus Ilerepbypra. 1882—1917 rr.: aBToped. auc. ... KaHA. ucr. Hayk. CII6.,
2004. C. 13.
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N3 craThu B BOJIbIIION pOCCUIICKOU SHITUKIIONIEAUNS CIe/TyeT, YTO COBPEMEH-
HUKaMU XyZ0kHuKa 0b1u 6paths Iletp [lerpoBuy u bopuc ITerpoBuu JIaMOUHBI.
Onu cnyxuiu B Pycckom otnenenun bubsimoreku [leTepOyprekoit akajieMun HayK,
a U3 METPUKHU O POKJEHUM XyJ0KHUKA IIOMHUM, YTO €r0 OTIIOM ObLI CIIyKalui
VmMIiepaTopcKou akaJleMUH HayK, TUTYJISIPHBIN COBETHUK. YMECTHO Oy/leT IpeAIio-
JI0KUTH, uTo b. I1. JlamOuu OwL1 otriioMm I1. B. Jlam6Ouna, a I1. I1. JlamOun — ero ad-
Jlell. YBEPEHHOCTD B 5TOM IOJIKPEIVIAIOT CTPOKM M3 IMHMChMa Xy/I0KHUKA K A. A. Ca-
HUHY: «Jloporoi1 AsiekcaHap AKMMOBUY, HACUJTy, HACUJIy OTTasJI U OTOTPEJICA U TO
roMorJsid Bamu ko MHe Tensible 4yBcTBa. MakeT roTOB HACTOJIBKO, UTO Telephb ero
MOKHO 00Cyk/1aTh. [IpuesskaiiTe CMOTPETh B KaKOE€ XOTUTE BPEMsI, XOTh CErOHS
’Ke <...> Moxert 0bITh U IleTp IlerpoBuy HalizieT Bpemsi ¢ Bamu mmpuexaThb AJ1s ce-
MEWHOTO COBETa»54.

[ToMuMO TBOpUYECKOH JieATeTbHOCTH JIaMOUH BesT aKTUBHYIO OOIIECTBEHHYIO
»KU3Hb, BXOJIUJI BO MHOTHE XyI0KECTBEHHbIE 00beIuHeHUs. VI3BeCTHO, UTO OH ObLI
JleficTBUTETbHBIM WwieHOM OOIecTBa pycCKuX akBapeaucToB (1880—-1918)%, a Tak-
’Ke YIeHOM-yupeiuTesieM PyccKOro Xy/1o:KeCTBEHHO-IIPOMBINIIJIEHHOTO OO0IIeCTBA
B [leTepOypre (1904—1917), B yctaBe KoToporo 3Hauutcsa kak «JIJAMBIH Ilerp bo-
pucoBud (poja. 1862), riaBHBIN JlekopaTop VMIiepaTopcKux TeaTpoB, Ipodeccop
LIYTP 6ap. lIturauna»s®. Kpome Toro, Jlam6un cocrosii B IIpodeccunoHabHOM
coro3e Xy/TI03KHUKOB-/IekopaTopoB B IleTporpajie (1917).

3axawueHue

JlamMOMH OTHOCWIICA K Xy/IO?KHUKAaM, 0e3 KOTOPBIX ObLIa HEMBICJIMMOU paboTa
Nmneparopckux TeaTpoB B KOHIle XIX — Hauvasie XX Beka. 3a CBOIO TBOPYECKYIO
’KU3Hb OH 0(DOPMUJI 3HAUUTETHLHOE KOJTUUECTBO CIIEKTAKJIEN W OCTaBUJI CBOH CJIE]T
B MCTOPUHU MYy3BbIKaJIbHOTO TeaTpa. Ero TBOpUeckoe Hace/iue, XxpaHsAIeecs BO MHO-
rux My3esx Poccuu, Hy»k/1aeTcs B TIOJTHOIIEHHOM HCCIEIOBAHUU U TIEPEOIIEHKE.

B BoCmOMUHAHUAX COBPEMEHHHUKOB OCTAJICS HEOTHO3HAUYHBIN 00pas Jlamou-
Ha-XyZ0’)KHUKA, CTAJIKUBABIIIETOCSA KaK C MO3UTUBHOM, TaK M XOJOJHOMN OIEHKOU
KpuUTUKOB. Cpeay ero TeaTpajbHO-/IEKOPAIIMOHHBIX PabOT €CTh II0-HACTOSIIEe-
My yZauqHble ¥ MO3THYHbBIE IPUMEPHI, HO BBUAY TOTO, YTO 0dopMyIeHHEe OBLIO MO-
CTaBJIEHO Ha IOTOK, a paboTa IIlJIa B BBICOKOM TEMIIE, HE BCe PE3YJIbTAThI JOTATUBA-
JIV JTO BBICOKOTO Xy/I03KECTBEHHOTO YPOBHSA, OBLIIU BEITA OTKPOBEHHO IMIPOXO/THEBIE.

53 JlamOwHBI  [JJieKTpoHHBI pecypc] // DBosbias  poccuiickas  sHiukaIoneaus. URL:
https://old.bigenc.ru/domestic_history/text/2642054 (maTa obpaiieHus 13.05.2023).
54 Jlamoun Ilerp bBopucoBuu. Ilucekmo &k Canuny A. A. [JmektponHbiii pecypc]. URL:

https://goskatalog.ru/portal/#/collections?id=18052285 (zaTta obpaieHus 13.05.2023).

55 OOIIeCcTBO PYyCCKUX aKBapeUCTOB [DeKTpoHHBIH pecype] // Bospinas poccuiickas SHIUKIONENS.

URL: https://bigenc.ru/c/obshchestvo-russkikh-akvarelistov-6¢82f6 (maTa o6pamenus 13.05.2023).
56 ITuT. mo: Criucok 4ieHOB PycCKOTO XyI0KeCTBEHHO-IIPOMBIIIIEHHOTO O0IIEeCTBAa: yYaCTHUKOB U UJjie-
HOB JKIOpU KOHKypca uMeHu K. ®abeprke 1912 1. [AsiekTpoHHBIN pecype] // Apxus BasentrHa CKypJiioBa.

URL: https://skurlov.blogspot.com/2011/10/1912.html (maTa o6paienus 13.05.2023).

57 IIpodeccHOHAIBHBIA ~ COI03  XYJOKHUKOB-ZIEKOpAaTOpoB.  [dnekTpoHHBIM  pecypc].  URL:

https://yavarda.ru/professionaluniondecorators.html (1aTa o6pamenus 13.05.2023).
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JlamOuH OBLT BOCIUTAH B aKaJeMHUYeCKOU cHucTeMe lIMIlepaTOpCKHX Tea-
TPOB, IJle OBITOBAJ «“MOKAPTUHHBIN MeTo[ 0OPMJIEHUS CIIEKTaKJIeH, Korja Jie-
KOpAIUH MMHCAJIUCH I[eJIOU TPYIIION XyA0KHUKOB, PACIIPEIeIABIINX MEKIY coO0M
VICIIOJTHEHHE WX COTJIACHO CBOEH CIelNHaIM3aluy B 00J1aCTH MEeH3aKHOU WJIU ap-
XUTEKTYPHOU CIleHm4YecKou xuBonucu» [8]. Takoir MeTon opopMIeHUS MPENsT-
CTBOBaJI CO3/IAHUIO €IMHOTO Xy/I0’KECTBEHHOTO O0JIMKA CIIeKTak/IsA. TeM He MeHee
cTiiIb JlaMOWHA TIpeTeprieBasI 3BOJTIONHIO MO/ BaussHUEeM TessskoBckoro, 'osoBu-
Ha, KopoBuHa, beHya, MPOTHBOCTOABIIIUM apXauyHOU cucrteMe odhopmieHus Mm-
IIepaTOPCKUX TEATPOB.
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Abstract. Pushkin’s fable was a creative remake of a tale by Washington
Irving, which he wrote during his travel to Granada (the Alhambra) with Pushkin’s
pal, Russian diplomat, Count Dmitry Dolgorukov. This legend about an Arabic
Astrologer (from Tales of Alhambra, 1832), undergoing metamorphosis was
relocated from Spain to Russia and Shamakha. Current research delves into
the connection between the two texts, tracing the transformation of the main
characters in the context of the central plotlines. I explore how and why Irving’s
gothic princess turned into Pushkin’s Tsarina of Shamakha and how the plotline
relates to Russia’s historical annexation of Azerbaijan. The core of my research
is the musical language Rimsky-Korsakov employs to create the fairytale and
Eastern characters. Is there any positive Russian imagery in the opera? Why is
Rimsky-Korsakov’s Golden Cockerel considered an anti-opera? To what extent can
Stravinsky’s first ballets, Firebird and Petrushka, be viewed as the continuation
of Rimsky-Korsakov’s stream of fairytales?

Extending author’s work on Russian operas and Rimsky-Korsakov
in particular, this research originated at the invitation to write program notes
for the Santa Fe Opera production of The Golden Cockerel in 2017.
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AnHoranuda. Ilymkuackad «Ckazka 0 30JI0TOM IETYIIKEe» — TBOPYeCKas
nmepepaboTka pacckaza BammHrToHa VpBUHTa, KOTOPBHIM OH COYHHHII,
nmyremiecTBysa mo I'paHazie ¢ pPycCKUM JUIIOMAaTOM HW npusAresieM llymikuHa
kus3eM JImutpueMm Jlonropykum. Jlerenma o6 apabekom acrposiore (u3 «Cka3ok
AnpramOpbi», 1832), mpeTeprneB pas3audHble MeTaMopdOo3bl, IlepeKoueBasa
n3 HMcmannu B Poccuro u Illemaxy. B craTtbe paccMaTpuBarOTCA IepeceueHus
MEXy ABYMsS JIUTEPATYPHBIMH TEKCTaMH, a TakKe TpaHcdopMmanus o0pa3oB
IJIaBHBIX T€POEB U UX B3aMMOOTHOIIIEHUH B KOHTEKCTE IeHTpPaJbHOU (hadysibl —
B UaCTHOCTH, TO, KaK rOTUYeCKas MPUHIlecca U3 CKa3Ku VIpBUHTrA IIpeBpallaeTcs
B NymKUHCKYIO [IleMaxaHCKyIO IapUIly ¥ KaK CIOKET COOTHOCUTCS C UICTOPUUYECKUM
npucoequHeHeM A3epbatiyizkada kK Poccun. lleHTpasibHOE MECTO B MCCIIEIOBAHUH
IMPUHAJJIEIKUT TIpo0JIeMe ajlalTalluy CIOKeTa IYIIKMHCKOM CKa3KH B OIepe
Pumckoro-KopcakoBa, a Takxke Bompocy mnossieHus Acrposiora B «llerpyiike»
CrpaBuHckoro. Kakumu My3bIKaJIbHBIMU KpackaMHu MOJIb3yeTcsd PumMckuii-
KopcakoB B OTOOpa’keHHU CKa30YHBIX W BOCTOYHBIX 0Opa30B; €CTh JIM B 3TOU
oriepe pycckoe Hauaio? [louemy «IleTpylilky» Ha3bIBalOT aHTH-0IEepPOr? MOKHO
JIM cuuTaTh nepBble OaseThl CTPaBUHCKOTO MHPOAOIKEHHEM CKAa30UYHOW TEMBI
Pumckoro-Kopcakosa?

ITO ucCcIeAOBaHWE HAYAJIOCh C IIPUIJVIAIIEHUS HANWcaTb IIPOTPaMMHBbIE
3aMEeTKU JIJIs MOCTAaHOBKH «30JI0TOTO IeTyiika» B CaHTa-®e B 2017 roay. OHO
IIPO/I0JIKaeT paboTy aBTOpa IO U3YYEHUIO PYCCKUX OIMEP U, B YAaCTHOCTH, OIEP
Pumckoro-Kopcakosa.

KiroueBbie ciioBa: «30JI0TOH NMETYIOK», BammuHarron MpBUHT, AJleKcaH/Ip
[Iymkun, Hukosat Pumckuii-Kopcakos
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Jdas murupoBanua: Hapooduukas M. dHurmMa «30JI0TOTO TETYIIKA»:
norimaiite, ecyiu cmoxkere // CoBpeMeHHbIe MPo0JieMbl My3bIKO3HAHUS. 2023. N2 3.
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BaarogapHocTu: ABrop Ousaromaput mnpodeccopa HWpuny IleTpoBHy
Cycuziko 3a mpuriallieHue IPUHATh ydacTue B MexXIyHapogHOU KOH(pEPEHITUU
«Onepa B My3bIKQJbHOM TeaTpe: HCTOPUA W COBpPeMeHHOCTb» B PAM wumeHu
I'HecUHBIX B 2021 rofay.

Awondrous riddle

carved from wood have decorated the rooftops of Russia’s peasant huts

for centuries; they appeared in wooden children’s toys, folk crafts, and
lollipops. The Golden Cockerel’s libretto by Vladimir Belsky is based on a tale in verse
by Russia’s beloved poet and prankster Alexander Pushkin. Although the poet called
his Golden Cockerel a “simple-folk tale” [prostonarodnaya skazkal], he, in fact, retold
a story written by his American contemporary Washington Irving. Travelling across
southern Spain (1829) with Russian diplomat and Pushkin’s pal Prince Dmitry
Dolgorukii, and residing in a mystical palace in Granada, Irving drafted his Tales of
the Alhambra. One of Irving’s tales portrays an old king and an Astrologer; the duo
appears in Pushkin’s Golden Cockerel. While Irving’s tale ends with the ruler losing
the Princess and the Astrologer, yet still enjoying the environs of the Alhambra,
Pushkin’s tsar is obliterated, the kingdom in disarray.

Among other possible sources of Pushkin’s tale might be Der goldene Hahn
by Austrian Friedrich Maximilian von Klinger (1752—1831), an officer of the Russian
imperial army.! The two tales, having different plotlines, share the title and some
important elements. Each depicts an aged king seeking peace, both majesties finding
themselves in the same neighborhood, the Caucasus: Pushkin’s tsar encounters
the Queen of Shamakha; Klinger’s king reigns in Cherkessia, and among the tale’s
characters is a princess of Tiflis. Among Pushkin’s works, filled with the poet’s witty
riddles, The Golden Cockerel is one of the most mystifying, enigmatic; its abundant
sources and interpretations still puzzle readers and critics.2

In Russian mythology the cockerel symbolizes the golden sun. Cocks

1 See Klinger, F. M. (1789). Le coq dor: fragment historique pour servir de supplément a l'histoire
ecclésiastique. Hachette Livre — Bnf; Alekseev, M. P. (1982). Zametki na polyakh (6): Pushkin i povest’
F. M. Klingera “Istoriya o Zolotom Petukhe” [Notes in the Margins (6): Pushkin and F. M. Klinger’s tale
The Story of the Golden Cock]. In Vremennik Pushkinskoy komissii: 1979 (pp. 59—95.). Nauka.

2 See [1]; Akhmatova, A. A. (1933). Poslednyaya skazka Pushkina [Pushkin’s Last Tale]. Zvezda, (1), 161—
176.
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A Russian — American — Spanish tale and a bit of history

Even without electronic networks, tales in the early 19th century got around,
crossing different languages — repeated, refashioned, published, and repackaged
at a surprising speed. Paris saw the first publication of The Alhambra in English
and French in 1832, and in 1834 Pushkin remolded The Legend of the Arabian
Astrologer into his own farcical Tale of the Golden Cockerel.

In both Irving’s and Pushkin’s tales, an elderly king, who in his youth had
devastated neighboring kingdoms, is now repaid by their constant attacks. The
king yearns for repose; a visiting old Astrologer, provides him seeming solace.
In Irving’s tale within a tale, the Astrologer tells the king about two symbolic figures,
a ram and a cock, devised by a pagan priestess and placed on a mountain above
the city of Bursa (today’s Turkey). Warning inhabitants about invaders, the ram
pivoted and the cock crowed, keeping the city safe. Sharing this story of the past,

the Astrologer erects for his king a tower with chessboards and toy armies, and
at the top he places a magical talisman — a bronze Moorish horseman that turns
in the direction of advancing enemies.

King Habuz from the tale entertains himself by battling chess effigies that
come alive: “warriors brandished their weapons, and there was a faint sound
of drums and trumpets.” Brushing away whole armies like so many swarms
of flies’®> Habuz defeats the chess army. The Astrologer, meanwhile completing
the construction of his marvelous abode, pleases himself with female dancers —
who reappear a century-and-a-half later in Rimsky-Korsakov’s opera. In Irving,
Habuz’s guards find and bring to their king “a Christian damsel of surpassing
beauty.”

She was arrayed with all the luxury of ornament that had prevailed among
the Gothic Spaniards at the time of the Arabian conquest. Pearls of dazzling whiteness
were entwined with her raven tresses; and jewels sparkled on her forehead, rivaling
the luster of her eyes.4

In his first sketches of the tale, Pushkin, clearly borrowing from Irving,
mentioned a chessboard with an army of wax soldiers, but later abandoned these
lines. Pushkin also eliminated Irving’s rider, having featured the Bronze Horseman
in his poem of the same title a year earlier (The Bronze Horseman, 1833).5 Remaking
the Alhambra tale into a Russian skazka, Pushkin chose a mechanical cock of gold
as thetitle. He also replaced the chessboard figurines with the tsar’s doltish sons who,
briefly mentioned, in no time Kkill each other after seeing the Queen of Shamakha,
Pushkin’s substitute for Irving’s gothic princess.

3 Irving, W. (1870). The Alhambra. J. B. Lippincott & Co, p. 205.

4 Ibid., p. 206.

5 Feliks Raskol'nikov compares Golden Coq and The Horseman, both written in Boldino a year apart,
finding ‘the same theme of human hopelessness in dealing with the irrational, the combination of tragic
and comic.’ See [2].
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The astrologers in both tales, accommodating their rulers, demand
the mysterious damsel as their reward. Irving's Habuz refuses; the Astrologer
escapes with the gothic bride into an underground garden paradise, one
of the mysterious structures he has built. Pushkin’s tzar, unwilling to give away his
dame, clubs his Astrologer to death, himself pecked at and killed by the Coq. Habuz
may have been drawn from a real Berber king of 11th-century Granada, Habbus ibn
Maksan (1019—1038). Entitled The Legend of the Arabian Astrologer, Irving’s tale
introduces his astrologer-physician as Ibrahim Ebn Abu Ajeeb (“ajeeb” in Arabic
means a wonder, anything strange and admirable®). The fanciful Arabian, the owner
of “the wondrous book of knowledge, <...> given to Adam and <...> handed down
from generation to generation to King Solomon the wise” may parallel an actual
person, Habbus’s trusted vizier, a learned Jew, Samuel/Shmuel Levi (Nagrila, ha-
Nagid’), known among Arabs as Ismail ibn al-Nagrila. Like the historical Nagrila,
Irving’s Astrologer is versed in Arabic philosophy, Solomonic wisdom, and Egyptian
pyramids. Nagrila rebuilt the Alhambra as a fort on a hill of bright-red clay [its
name “al-Hambra” means “the red”]. Enchanted by the Alhambra, Irving portrays
the Astrologer erecting a marvelous tower and palace. The two whitebeards, king
and Astrologer, engage in a contest over a mystical Gothic princess.

Simon Morrison sees the Russian tale and the opera as “a caricature
of a caricature, a compilation of references”and tsar Dodon, carrying a rusty shield,
as an allusion to “Cervantes’s Don Quixote, and/or to the Imperial Russian Army’s
obsolete weapons” [6, p. 178]. The episode with “rusty ammunition” and the sword
“heavy for the tsar’s shoulder” also echoes a scene from Catherine II’s satirical opera
Gorebogatyr’[A Woeful Knight]. In her title character, the empress mocked Gustav
ITI of Sweden during the Russo-Swedish war (1788-1790) [7, p. 88]. Vladimir Dal’
defines the word “dodon” as a “clumsy undersized person, possibly a midget; also
a blister, pimple, boil.”® The original name of the title character in Catherine’s
Gorebogatyr’ was Fufliga from “fuflo,” which according to Dal’s dictionary also
means a “pimple, boil, something unworthy.” Pushkin’s prototype of Habuz is also
aremake of the poet’s own Chernomor from Ruslan and Liudmila. Alascivious dwarf
from the Black Sea [Chernoe More] captures a Russian bride; and a hopeful geezer,
Russian Dodon, is trapped by the Eastern beauty, both tales entering an operatic
stage.

In Pushkin’s tale, the architectural element is absent. While Irving employs
elevated, sometimes ironic prose, Pushkin writes in a mocking pseudo-folksy style
that barely conceals his attitude towards the Russian autocracy. He adds to the tsar’s

6 Mason, J. (Ed). (1879). The Arabian Nights’ Entertainments. Cassel Publishing Company, p. 96.

7 See [3, p. 216; 4, p. 508; 5]. See also HaNagid, S. (2007). The Dream of the Poem (P. Cole, ed. and transl.
from Arabic). Princeton University Press, pp. 371—-375.

8 Dahl, V. 1. (1989). Tolkovyy slovar’ zhivogo velikorusskogo yazyka [ Explanatory Dictionary of the Living
Great Russian Language] (Vol. 1). Russkiy yazyk, p. 452. See [7, p. 93].
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entourage his two sons, who fatally stab each other on the battlefield. Living under
three emperors, a father and two sons consecutively reigning over Russia (Paul,
Alexander, and Nicholas), Pushkin was likely deriding the tsar’s family. His versed
tale is laconic and fast-paced.

Belsky in his libretto elaborated on every scene and every detail of Pushkin’s
tale; he also likely perused Irving’s tales, from which he, for example, borrowed
the chessboard allusions, absent in Pushkin. Amelfa, the nanny of the aged tsar,

sings him a lullaby:
Yro 3k Takoe? YK He TO JIb, What is it? What is a thing?
YTO THI IIAXMATHBIN KOPOJIB? <...> Aren’t you our chess king? <...>
«IITax 1 MaT BaM BceM, 3JI07ieH! » “Check and mate to all you, villains!”
Konwu, ¢pepas, 1aapu, CJIOHB — Knights and queens and rooks and bishops
Bce T0o601 TOOEXKIEHBI. All of them are crushed by you!

The Golden Cockerel was Pushkin’s final tale and the last of Rimsky-Korsakov’s
fifteen operas. At the rise of the twentieth century, both Russia and the composer
faced difficult times. After completing the Trans-Siberian Railroad, Russia suffered
massive losses and an embarrassing withdrawal in the war with Japan (1905).
The cover of a short-lived “savagely satirical journal” Zhupel, issued in revolutionary
1905 depicted a cartoonish fairy-tale Tsar Pea. “Picking his nose,” this “Tsar Pea
(also known as Old King Cole, akin to Dodon, likened to Nikolas II) gazes at the full
moon, imagining its absorption into the Russian Empire.” [6, pp. 179—180]

That same year, Russia experienced the first in a chain of revolutions. Students
of the St. Petersburg Conservatory — Russia’s most prestigious musical institution
— joined the uprising. Rimsky-Korsakov, the director of the conservatory, stood
with the students, protesting their arrests. He was fired and performances of his
compositionsin St. Petersburg were cancelled. His bitterness with imperial authority
permeates the opera. When the Astrologer asks the tsar to sign a legal document,
the cartoonish tsar Dodon replies, bemused: “The law? What word is it? I've never
heard of it. My order and caprice are the only law.”

Near the end of the opera, after the tsar kills the Astrologer and the faithful
cockerel finishes off the tsar, the confused Russian folk on stage utter the final
chorus —not a traditional “Glory” to the Tsar and nation, but a puzzling question:
“What brings the new dawn? How will we be without the tsar?” The imperial censors
demanded revisions, but the composer refused any alteration. He did not see
the premiere of his Golden Cockerel, which was staged after his death.

Pushkin and the Caucasus
Irving’s Moorish king is entranced by a Christian damsel. Pushkin reverses

this East-West paradigm. Dodon, surrounded by boyars and leading an army
towards the East, belongs to Russian lore. His mysterious seducer is an Oriental
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beauty, the Queen of the city Shamakha in the heart of the Caucasus (present-day
Azerbaijan). Pushkin’s choice of Shamakha may point to the long history of Russia’s
military campaigns in territories bordering with Ottoman Turkey and Persia. Not
accidentally, Klinger’s Der goldene Hahn (1785) was written between two wars
Catherine conducted with Ottomans, each bringing parts of the Caucasus under
the Russian empire (1768—74 and 1787—92). Russia is not a part of Klinger’s tale,
which deals with the Caucasus torn by unending rivalries and battles among local
sultanates.

Pushkin’s tale, depicting a tsar likewise frightened by his neighbors and
attracted by the Eastern Queen, reflects on specific contemporary political events.
At the rise of the nineteenth century, Russia, engaging in a barrage of military
assaults mixed with nuanced separate dealings with local Caucasian sultans,
as well as battles and negotiations with Persia, acquired desired lands that included
Shamakha. Around the time Irving resided in the Alhambra, the Russian empire
signed treaties with Persia and the Ottomans that finalized Russian ownership
of Transcaucasia [8, pp. 170—174].

For Pushkin and his fellow Russian poets, all officers of the Russian army,
the Caucasus was not solely a destination. Just as Irving, Benjamin Disraeli,
Gérard de Nerval and generations of European servicemen, diplomats, artists,
and literati traveled to the Middle East, attracted by its exoticism, Russians
served, toured, and resided in Russia’s own recently acquired East. Aromas,
mystery, intimacy, and violence fill Pushkin’s Fountain of Bakhchisaray, as well
as his poems and novels. Pushkin’s literary journey to the Caucasus paved the way
for Russian Orientalists.

Rimsky-Korsakov and the Orient®

Rimsky-Korsakov, composing his opera seventy years later, seemed to be
at ease with East, West, and the rest. Irving’s Alhambra exudes the aura of One
Thousand and One Nights, also evoked in Rimsky-Korsakov’s instantly successful
Scheherazade (1888). The rich gallery of Eastern images in Rimsky-Korsakov’s
operas also include Indian, Moorish, and Arabian traders, Gypsies, and the most
alluring of all seductresses, Cleopatra, who serves as a model for his Queen
in The Golden Cockerel.

But neither magical Princess Volkhova from Sadko nor the Eastern beauty
Cleopatra from Mlada match the alluring power of the Queen of Shamakha. She
owns the second act of the opera — a pastiche of Rimsky-Korsakov’s Scheherazade
and Cleopatra, Verdi’s Aida, entwined with vocal striptease, cabaret, drinking songs,

° The numbers in parentheses indicate rehearsal marks (rm) in Rimsky-Korsakov’s orchestral score
of the opera. Rimsky-Korsakov, N. A. (1908). Zolotoy petushok: nebylitsa v litsakh [The Golden Cockerel.
An Acted Parable]. Opera in three acts, libretto by V. Belsky [Clavier]. P. Yurgenson.
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everything saturated with enthralling aromas identified with musical realization
of the East. In this perfectly symmetrical three-act opera framed by a short prologue
and epilogue, the first and third acts are set in Dodon’s palace surrounded by his
quaint picturesque capital. At the beginning of the second act, the tsar, leading
a military campaign in a dark forest and discovering his fallen sons, is flabbergasted
by the sudden emergence of an ornate tent. The Queen steps out. From the first
moment, she, with her elaborate and extraordinarily challenging vocal part, engages
in erotic conquest. She enters singing “Hymn to the Sun,” haughtily announces she’s
about to subdue the tsar (rm 139), then flirts with him, stirs his jealousy by toying
with his general, and unleashes her dancers on Dodon. She pleads, commands,
weeps, teases, challenges, and dominates, following a perfect step-by-step plan
of seduction, each emotional phase rendered musically. The denselylaced, intricately
zigzagging ornamented melody of her initial appeal to the sun evokes her dreams
of the motherland. Her singing about “roses, lilies, and turquoise dragonfly caressing
lush leaves,” along with repeated “a piacere” written in the score, recalls Verdi’s
Oh Patria mia (Examples 1 and 2). Aida’s desperate vocal line combines chromatic
rises with octave-wide falls; the Queen of Shamakha spills her long notes in endless
chromatic ornaments, both accompanied with orchestral tremolos.
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Example 1. G. Verdi, Aida, Act II1, Oh Patria mia!

While “looking modestly, eyes down,” as indicated in the score, the Queen
declares that victory does not require an army and calls her slave girls to feed
the tsar and entertain his suite dancing. Switching to six beats and a swifter dance-
like move, the Queen utters, “Air becomes intoxicating, moist and heavy, spicy...”
(rm 144). Next, in a chain of descending sentences, increasing dynamics, with flute
and clarinet echoing her melody in a racing sixteenth, she “whispers” to the baffled
tsar. Back to the rhythmically clear dance-like melody, accompanied by harps later
joined by celesta, the two outshining each other in a stream of luscious glissandos
and arpeggio, the Queen offers a detailed vocal account of a striptease:
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Shedding ordinary clothes, and like a sunray in the fog, I will shine inside the lodging.
Check if there is a hidden birthmark or a little blemish <...> Hair, liberated, will stream
like a dark waterfall over supple white hips <...> And my breasts! They compete
with the blazing rose, lavish and robust. Like dreams, they are light (rm 154).

cilla parte.
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Example 2. N. A. Rimsky-Korsakov, Golden Cockerel, Act 11, Queen of Shamakha

Still accompanied by a harp, in the following section of her multi-part seduction
stunt, the Queen, in a nearly uninterrupted vocal flow of sixteens, mourns her
passing youth, wishing to “give every hour to love.” Dropping intricate rhythmical
figures, in an evenly-paced quarter-note melody, she sings about the sweet lulling
sound of a gusli — falling arpeggios in strings imitate the sound of the Slavic zither.
Announcing that she is tired, the Queen asks the tsar to sing. Laughing at his ditty,
she, as directed in the score, forgets about the tsar, drawn again to the dream
of her motherland. The longest air in her vocal soliloquy, this section might also be
the most moving — her melody and tremolo accompaniment unmistakably echo
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Aida. Waving away her reveries, she weeps one moment and next amuses herself
by replacing the heavy helmet on the senile tsar’s head with a girlish scarf, taunting
him to dance “wildly.”°

From laughter to lament, from submission to offence, the Queen of Shamakha
explores step-by-step moves in a cascade of intricate chromatic melodic sequences.
Taruskin comments:

The Queen of Shamakha’s Lakmé-ish coloratura music is a reductio ad absurdum
of the stereotyped “oriental” idiom <...> and also of the sequence-driven chromaticism
(now extended to encompass retrogrades and inversions) long associated with fantastic
characters in Rimsky-Korsakov’s earlier operas [9].

Crafting this most extravagant vocal seduction, the composer no longer limits
his Queen to an association with either octatonic or whole-tone scales. She mixes
a variety of symmetrical scales; her vocal line explores full facilities of both double-
harmonic major and minor scales (Example 3); the orchestra follows hexatonic
progressions. Music theorist Philip Ewell suggests that The Golden Cockerel “might
reasonably be subtitled ‘a hexatonic opera’, whose premise is centered around
mysticism and sorcery.” [10, p. 129]

Thus the Queen’s vocal part draws on triple powers: the virtuosity of Italian
bel canto; a modal lingua that signifies magic; and densely ornamented filigree
associated with Eastern imagery. The pinnacle of compositional mastery, the second
actis also, as Taruskin wrote, an absurdist ruse, in which the composer and librettist
paired the formidable Queen of Shamakha with an unworthy partner, making her
sing laboriously in a quest for a crowned nitwit.
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Example 3. N. A. Rimsky-Korsakov, Golden Cockerel,
Queen of Shamakha part, fragment

10 gcore reads: Dodon’s helplessly waving his hand, breaks into a wild dance”. See Rimsky-Korsakov N. A.
(1977). Zolotoy petushok: nebylitsa v litsakh [The Golden Cockerel. An Acted Parable]. Opera in three acts,
libretto by V. Bel’skiy [Clavier]. Muzyka.
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The Tsar

Dodon appears in two works by Pushkin. The first is the versed tale
Bova (1814). Woodcuts, bylinas, and written tales dedicated to heroic ventures
of Prince Bova, largely forgotten, were popular in eighteenth and nineteenth
century Russia."* In Bova’s epics Dodon is a villain and the murderer of the hero’s
father. Pushkin’s ironic retelling of Bova’s tale portrays Dodon as a “sleepless
tyrant,” who

...JIBaALIATh [eJIbIX JIeT

He cuumaut ¢ cebs opyxus,

He ciie3an ¢ KOHA peTUBOTO, <...>

Bcroay mposieran ¢ mobesioro,

Mup KpeleHbIH OTOMUI B KPOBH,
He maaun u HekpelieHoro <...>'

...for twenty years

Did not lay down his arms
Dismounted no horse, <...>
Everywhere flying victorious,
Drowning the Christian world in blood
Sparing no others <...>

At some point in the poem, the aged and tired Dodon, surrounded by his
associates, falls asleep; the cheeky poet invites his reader to...

I'nane, ¢ JlomoroM 3aapemalt COBeT...
3axpamneysii MHOTOMBICIAIIN!

Glance, along with Dodon his council naps,
Snoring, the hard-thinking ones ...

This satirical scene may have become an impetus for Pushkin’s Golden Coq
and the “slothful autocrat,” a caricature of his powerful namesake in Bova [9].

Continuing the panoply of Pushkin’s ironic borrowings and references, Belski
and Rimsky-Korsakov make their Dodon first enter the stage grouchy; his opening
sentence “So heavy to bear the crown” is a satirical paraphrase of a dramatic
utterance of Pushkin’s Boris Godunov, “Oh, so heavy is the cap of Monomakh”
[which is absent in Pushkin’s Coq. Pushkin himself borrowed this sentence in his
Boris Godunov from Shakespeare’s Henry IV, “Uneasy lies the head that wears
a crown”]. The orchestra, with giggling sixteenths in woodwinds and syncopated
sforzandos and jiggling staccatos in strings accompanying Dodon’s short sentences,

11" A champion of Russian bylinas, Bova and his heroic ventures were Russian remake of French and Italian
chivalrous tales. Felix Lurie dates the published Tale about Prince Bova between 1635—1644. Lurie, F. M.
(2022). Istoriya Rossii s VIII veka do n.e. po XIX vek v tablitsah. Lenta vremeni [History of Russia
from 8th Century BC to 19th Century in Tables. Ribbon of Time]. OGIZ, p. 87.

12 pushkin, A. S. (1999). Polnoe sobranie hudozhestvennyh proizvedeniy [Complete Collection of Artistic
Works]. Folio; Olma, p. 576.
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adds another ironic layer. Although present on the stage virtually throughout
the opera (minus the introduction and the epilogue), Dodon, unlike his foes, has
no leitmotiv and appears largely incoherent, verbally and musically. He frequently
utters monosyllabic expressions, his musical sentences rarely exceeding a few
measures.

Throughout the first act, Dodon echoes the vocal lines of his foolish sons,
lambasts his general, shares with Amelfa a stylized lullaby to himself, and,
when calling the army “Nu, rebyatushki, voina!” intones a Russian folk song,
“Dubinushka” [11]. In the second act, seeing his dead sons, the tsar descends
in a whole-tone triad, filling it with a chromatic scale and recurring tritones.
Dotted rhythms and pickups, gradually seeping into Dodon’s melody, add some
light dance-like elements as if signaling the advent of the Queen. Responding
to the erotic yearning of the Queen, thrice repeated, each time expanding
to a higher pitch and increasingly elaborated, Dodon mumbles to Polkan, “What
a song, take note.” Even the stern general comes back with a more agile vocal
reply to the Queen. Accompanied by trembling pizzicato strings and fragrant runs
of flutes, the Eastern Beauty, “moving her pillow close to Dodon” and “whispering
in his ear” (as directed by the composer), quizzes him about her “blazing beauty.”
Dodon’s stuttering reply — “I,” “thi-is,” well <...>”(rm 152) — leaves even
the resourceful Queen at a loss. But the pinnacle of the tsar’s vocal contribution
to the opera is when, picking up the gusli, he bellows his four-measure twice
repeated love confession intoning the most absurd little ditty known to every
Russian child and grownup: “Chizhik-pyzhik” (“Birdy-birdy, where do you drink?”
rm 168).

With royal pomp, the tsar brings the new tsarina to his kingdom in the third
act; the Eastern Queen’s leitmotiv is braided with what Taruskin calls “a snatch
of Svetit mesyats (The moon shines brightly), a veritable roadhouse number (the
remaining folk tune, the aptly named “Uzh ti, sizen’kiy petun” (“Oh you little grey-blue
cock”) is associated with Amelfa in Act 1)” [9]. The bombastic Wedding Procession
of the lustful old tsar and the Queen brings to mind The March of Chernomor,
Glinka’s dwarf parading before Luidmila. Instead of the sequence of quasi-ethnic
Eastern dances in Ruslan, Rimsky-Korsakov devised a succession of “warriors
with self-inflated swollen faces and colorful and exotic characters adopted from an
Eastern tale.” Listed in abundance in the score, “the giants, pyzhiks, people with
an eye on their forehead, and horned people” herald another parade of “swollen-
heads” and different “groups of freaks” in L’amour des trois oranges, which Sergei
Prokofiev composed over the decade after his teacher’s Golden Cockerel. The three
grotesque pageants, from Glinka to Rimsky-Korsakov and Prokofiev, replete with
joshing staccatos, excessive brass and percussion, and a combination of high and low
ranges with the hollow middle. They also share un-suffixed key signatures saturated
with accidentals, chromaticism, augmented moves, a modal palette that Russians,
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especially Rimsky-Korsakov, employed in the portrayal of everything magical
and Eastern.

Chernomor, awakened from his nap and brought on stage in a lengthy
procession, has to fight Ruslan. Prince Tartaglia, suddenly cured of hypochondria,
meets with the wrath of Fata Margana. Dodon, refusing to grant the Astrologer
the promised reward, faces the ensemble of Astrologer, Golden Cockerel,
and Queen, which leads to a sequence of quick murders and disappearances.
The tsar smacks his wizard to death, the cock pecks the tsar on the head, and the bird
and the laughing Queen vanish together. In the epilogue, the Astrologer reappears.

Folk and Nation

Irving’s tale, while filled with colorful descriptions of the Alhambra — plush
hills, extravagant gardens, magnificent palaces, exotic vestibules, lofty arches,
dancing girls, silvery lyres, and lots of other frills — focuses on a dynamic triangle:
two aged men and a sedentary girl. Pushkin, uninterested in describing exotic
environs, provides the tsar with two sons, creating what could work as a triangle,
counterbalancing the magical trio. But the regal trio appears dysfunctional; halfway
through the poem, the tsar finds his two boys lying dead, their “swords thrust
in each other.” Rimsky-Korsakov, not wasting even half of the opera, shows
the two brothers alive only in the first act, each vocalizing a preposterous plan
to save the kingdom. Quoting operatic Dodon falling head-over-heels for the Queen
recites: “Good riddance! Not much use for them.” (rm 170)

In addition to Pushkin’s brothers, the opera supplies Dodon with two other
supportive characters, making the tsar a part of yet another trio with his general
Polkan and the housekeeper Amelfa. Lulling Dodon to sleep in the first act, Amelfa
questions whether he is a chess king. In the opening of the third act, the folk,
frightened by double trouble — stormy skies and the advent of an unknown
tsarina — seek the counsel of Amelfa. She utters some confusing lines: “Hear
the news. Four kings — the spade, the heart, the clover, and the diamond — all are
conquered by our tsar.” Does the tsar’s faithful domestic see Dodon and his kingdom
as a game?

The character of Polkan, like Dodon, belongs to the narrative about prince Bova.
Absent from Pushkin’s Golden Cockerel but mentioned in the poet’s Bova, operatic
Polkan is a good warrior and the lonely voice of reason. He opposes ridiculous
proposals by Dodon’s sons in the first act, and in the second attempts to disrupt
the tsar’s delusionary romance. The Queen of Shamakha reacts capriciously: “How
many lashes will you give him? I don’t like him at all.” Taunted by the queen,

13 pushkin, A. S. (n.d.). Skazka o zolotom petushke [The Tale of the Golden Cockerel]. Internet-biblioteka
Alekseya Komarova / Internet Library of Alexey Komarov. Retrieved May 10, 2023, from https://ilibrary.

ru/text/458/p.1/index.html
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thetsar “amply,” asindicated in the score, proposes to decapitate Polkan. For the tsar,
neglecting an honest warning and purging loyalty, the law is a joke. Encountering
magical characters, each with a leitmotiv that permeates the opera, Dodon and his
team appear to be musically deprived. None has either a memorable vocal line or
a distinct instrumental color, lacking any individual musical characteristics.

In this kapustnik-like opera,’* Rimsky-Korsakov, a major composer-
nationalist, pointedly offered a trifling image of the folk. A master in portrayal
of antique Slavic tribes, Russian and Slavic rituals, wedding scenes, marketplaces,
city squares with schomorokhs,’> and ritualistic kolos, a collector and composer
of folk songs and choruses, including laudatory choral “Slavas,” in his Golden
Cockerel, Rimsky-Korsakov depicted three groups of Dodon’s subjects — boyars,
warriors, and simple folk — all folding into an oblivious, musically idle mass. Boyars
surrounding the tsar in the first act mindlessly echo their leader and his heirs; their
pompous march-like sentences do not exceed a few measures. The folk, present
but silent on the stage throughout the first act, finally salute their tsar-father
marching ahead of the army by “blasting out” an eight-measure “Hurray!” adding
as the curtains falls, two more measures: “Save yourself, stay behind all the time!”
(rm 112).

The eerie opening of the second act on a dark night with “bloody shadows
cast by the dim crescent” depicts Dodon’s army on a dreadful battlefield. Stupefied,
the tenors and basses begin pianissimo, repeating a single tone, their rhythm
imitating a heartbeat, the low strings’ line following intervallic tritones and violins
fluctuating octave-wide. Gradually winds and brass inject unresolved harmonic
clusters, and chromatically sliding violins lead to the entrance of Dodon. After
listening to the mournful air of Dodon — the grieving father and witnessing
the entrance of the Queen — the warriors are promptly replaced by a chorus
of singing and dancing Eastern beauties, appearing again only at the very end
of the act to bellow a triple “Hurray!”

After the second act unfolding in the murky night in the mountains,
the beginning of the third act pictures the “bustling capital” and a “thick crowd
everywhere.” But it is not a happy scene: the heat, the heavy cloud from the East
promising a tempest, and the advent of the tsar and a new tsarina sow trouble,
signaled by an alarming tremolo in strings and chromatic moves of the trio
of bassoons, their pianissimo broken by the trumpets blasting the Coq’s leitmotiv
accompanied by racing violins. The tenors and altos, as if talking to each other,
initiate a chorus “Scary, brothers!” joined by likewise frightened disoriented basses
and sopranos. Turned away by Amelfa, the folk, as marked in the score, “scratch

14" A kapustnik (“cabbage” party) is “a hodgepodge of mocking songs and skits,” a long-existing tradition
of lampooning everything and everyone, staged in Russian conservatories and theaters.

15 Shrovetide (May Night), Yarilo rites (May Night, Snow Maiden), a midsummer festival of Kupala
Mlada).
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their backs and grin stupidly,” ending with their choral admission, “If we are
whipped, it’s for a reason.” The following wedding procession brings another spree
of a folk choral “Hurray!” When the tsar is gone, the chorus utters the Cock’s theme
and afterwards moves to the eight-part dirge, saturated with chromatic and whole-
tone cries and ending with a tritonic unresolved question “How will we live without
the tsar?”

The Bird as the Title

A bird with a woman’s head and chest, the Sirin occupies a significant place
in Russian myths. There are two of these woman-birds, one a creature of the night
and the underworld, the other a heavenly bird of light. Both mythological birds
with divine powerful voices are related to their cousin — the siren — that can be
either vengeful or generous. Tchaikovsky’s swan turns into a princess in Swan
Lake. Nocturnal swan-maidens accompany the magical Water Princess in Rimsky-
Korsakov’s Sadko. A Swan Princess appears in his other opera based on Pushkin,
The Tale of Tsar Saltan. Shortly after The Golden Cockerel, Rimsky-Korsakov’s
pupil Igor Stravinsky produced the ballet Firebird and several years later the opera
Le Rossignol (The Nightingale).

The Golden Cockerel doesn’t turn into a beautiful princess like the Firebird,
but its voice type links the Cockerel with the Queen: the bird and the dame are
the only sopranos in the opera. The Cock’s characteristic call, played by a muted
trumpet, opens the symphonic introduction to the opera. The motif moves upward
by triads in a rhythmically accented line; immediately afterwards there are soft
ornamented hexatonic melodic sequences, first in low strings, and then repeated
by high flutes and oboes. Beginning on a last sustained pitch of the Coq, this flowing
melodic line, associated with the Queen, is in fact an inverted and reversed version
of the first. The Cock monopolizes the first act, the Queen reigns in the second.
Her first aria, a hymn to the golden sun and her leitmotiv from the introduction,
also links her with the cockerel. As if echoing each other, the cock crows, “Ki-ri-ki,
ki-ri-ku-ku!” and the Queen laughs, “Khi-hi-hi-hi! Kha-ha-ha-kha!” The leitmotiv
of the Astrologer, like that of the Coq, follows a triadic chord. Showing up before
the regal couple in the third act, the Astrologer first recites a melody echoing
the leitmotiv of the Queen and later sings one of the Coq’s. The three most
memorable musical characters are linked.

Epilogue

Everything is a bit off-kilter in this opera with endless surprises. For example,
why does the Astrologer — a eunuch cast as a rare tenor-altino — need the Queen?
When he announces his desire to marry, his voice soars in a wide leap to the highest
falsetto, creating a comical effect. Pushkin’s Astrologer is dead; Rimsky-Korsakov’s
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Astrologer comes back to life. Pushkin ends his tale with a puzzling moral:
“The tale is false, but there is a clue — a lesson for youth.” Rimsky-Korsakov’s
Astrologer recites this very line in the prologue. Beginning where Pushkin ends his
tale, the operatic Astrologer concludes the opera with an obscure statement: “This
bloody tale should not upset you. I and the Queen are only real ones; the rest —
delirium and dream.” Whether drawn from tales by a German serving the Russian
crown or an American visiting Granada, or any other sources, written by the Russia’s
great poet and trickster, made into an opera by the composer of musical fairytales,
turned into an opera-ballet by the Ballets Russes, The Golden Coq is an enduring
tale that ends to begin again.
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