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Kypnan «CoBpeMeHHBbIE IIPO0JI€eMBbI MY3bIKO3HAHUA» — PEIEH3UPYEMOEe IEPUOIUIECKOE
Hay4HOE U3JIaHUE OTKPBITOTO JIOCTYTIA.

W3paercs ¢ 2017 roga.

Temaruka crareil KypHayia CBsi3aHa C aKTyaJIbHBIMH BOIIPOCAMHU HMCTOPUU U TEOPUU MY3bIKU,
MY3BIKQIFHOTO UCIIOJTHUTETBCTBA, METOOJIOTUEN, HCCIIE/IOBAHUEM MY3bIKUA B KOHTEKCTE KYJIBTYPBI
¥ B COOTHOIIIEHUH C JPYTUMH BHUJAMHU HCKYCCTBA M COOTBETCTBYET CIEIHAIBHOCTH 5.10.3. Bujbl
HCKycCTBa (My3bIKQIIbHOE UCKYCCTBO) (MCKYCCTBOBEIEHHE).

CraTbu IyOJIMKYIOTCA HA PYCCKOM U aHTJIUHCKOM sI3bIKaX.

Pabora xypHajia cTpouTCA HA OCHOBAX CTPOTOTO COOJIIO/IEHUS PEAAKIIMOHHON STUKU COTJIACHO
HopmaMm COPE (Committee on Publication Ethics).

K nybsmkanmum OpPUHUMAIOTCA paHee HHUI/E He H3JaBaBIINecAd CTaThbU, OTOOpPaHHBIE
PemakiinoHHBIM COBETOM U IIPOLIEAINNe peleH3upoBaHue. Ha cTpaHumnax KypHaia
MyOJINKYIOTCSA OPUTUHATbHBIE HAYYHbIE CTAThU U 0030PHI, IEPEBOIBI 3aPYOEKHBIX HCCIIeIOBAHUHN
C KOMMEHTapHUAMU, aHAJIN3 UCTOPUUECKUX JIOKYMEHTOB U PElleH3UU Ha HOBbIE KHUTU O MY3BIKE.

Kypuan Bxogut B IlepeueHb pekoMeHAOBAaHHBIX Bricielr aTrecraniuonHoi komuccueit (BAK)
pelleH3UPyEMBbIX HAyUHbBIX U3/IaHUH, B KOTOPBIX I0JKHBI OBITh OIyOJIMKOBAHBI OCHOBHbBIE HAyIHbIE
pe3yJIbTaThl INCCEPTAIIUM HA COUCKaHUeE YUEHbBIX cTelleHel JJOKTOpa U KaH/Iu/aTa HayK.

KypHan 3apeructpupoBaH B HaykoMeTpudeckou 6aze PUHI] (Poccuiickuil mHJIEKC HAYYHOTO
IIUTAPOBAHUS ), BCE CTAThU Pa3dMelaroTces Ha caiite HayuaHot asiekTpornHoM 6nbnorekn eLIBRARY.
RU.

Kypnan 3apeructpuponaH B PefiepanbHoI city:x0e 110 Ha/130py B cdepe CBA3U, THHOPMAITUOHHBIX
TEXHOJIOTUHM M MacCOBBIX KOMMYHUKAITUU.

CBuzeresnibcTBO 0 perucrpanuu: JJI Ne dC 77 - 86261 27.10.2023.
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FROM THE EDITOR-IN-CHIEF Contemporary Musicology

Hoporue npy3b!

Kypuan «CoBpeMeHHbIE MTPOOJIEMBbI MYy3bIKO3HAHHUSI» OTKPHIBAET BOCHMOU
U37aTeIbCKUU ce30H. 3a MPOIIeAIINI o B HEM MHOroe U3MeHW/IoCh. Penak-
IIMOHHAs KOJUIETUS ITOMOJHIIACh HOBBIMU MMEHAMU — KPYITHEHUIIIUMHU ITpe/i-
CTABUTEJIIMU HE TOJIbKO MY3BIKQ&JIbHOW HayKH, HO U JPYTHUX TyMaHHUTAPHBIX
CIIEIMAIbHOCTEH, TAKUX KaK KyJIbTYPOJIOTUSA, GUIJIOJOTHS U UCTOpUsA. Pacmupu-
Jlach reorpadus, U Mbl CYACT/IMBbI IIPUBETCTBOBATDH HAIIIUX KOJLIer U3 MOCKBBHI,
Cankr-Ilerepbypra, Huxuero Hosropozaa, Kazanu, Jlronansirys, bosonsu, Pe-
rencOypra, basrumopa, Heio-Mopka 1 9BaHcroHa. JKypHas momeHs1 odhopmie-
HUE W Tepeles Ha m1aT¢opMy ¢ IporpaMMHBIM obectieuenuemM Open Journal
Systems, TPUCOETMHUBIIIUCH K MEXKIYHAPOJHOMY COOOIIECTBY U3JaHUM OTKPBI-
Toro soctyma. C 2024 rojia NOABIAETCA €llle OJJHO HOBOBBEJEHNE: Mbl HAUMHAEM
yOJTMKOBATh OT/IEJIbHBIE CTaThU BBIITYCKOB OJTHOBPEMEHHO HA JIBYX S3bIKAX —
PYCCKOM U aHTJIUHCKOM.

VHBpIMU cJIOBaMH, Hallle U3/IaHUE MPO/IOJIKAeT Pa3BUBAThCs, OCTABAsACh MPU
3TOM BE€PHBIM CBOUM IJIABHBIM IPUHIIUNAM — IIyOJUKAIUA OCTPOAKTYaJIbHBIX
paboT B cepe My3bIKOBeZIeHUsI, BHUMAaHUE K JIUCKYCCUOHHBIM HAay4YHBIM IIPO-
6aemam. I1o Tpaguiium, Ml 0603HaUYaeM JiBe MAaTUCTPAIbHBIE TEMbBI HA TEKYIIIUN
roz. IlepBas — @3aumocesn3u u nepeceueHus: CTUJIEBBIX, KAHPOBBIX, HAINO-
HAJIbHBIX U PETUOHAIBHBIX TPAAUINMI, COOTHOIIIEHNE AKTYaJIbHOTO HCKYCCTBA
Y HCTOPUYECKOT0 OMbITa. Takoro pojia IMajioru JaT BO3MOXKHOCTh IT0-HOBOMY
OIIEHUTH U UHTEPIIPETUPOBATH MHOTHE sABJIEHUA. OJTHO U3 HUX CBSA3AHO C MY3bl-
KaJIbHBIM TeaTpoM. CerofiHA UccyieJO0BAaHUE BOIIPOCOB, CBA3AHHBIX C €r0 UCTOPU-
el ¥ Teopuer BXOJIUT B UMCJIO MEPCIIEKTUBHBIX HAYYHBIX HAIIPABJIEHUHN BO BCEM
MUpe, B HAIlIEM >KypHaJjle OHO C MOMEHTA €Tr0 CO3/IaHUsA 3aHUMAET OJTHO U3 BaXK-
HeUIuX MecT. My3bIKaJIbHbIN T€ATP pacCMaTPUBAETCA B IMyOJIUKAIIUAX KaK 00b-
eKT MHTETPAaTUBHBIX UCCIe0BAHUM, YTO TO3BOJISET BBIMTU 32 PAMKU U3yYeHUs
omepshl 1 OajieTa TOJIHKO KaK MapPTUTYPHI, KaK 00BEKTa CyTy0O My3bIKOBETUECKO-
ro aHasm3a. Bropoe HanmpaBjieHne — u3yueHue u nybaukayus paHee He u3gecm-
HbIX 00OKYMEHMO8, TEOPETUIECKUX MCTOUHUKOB, MO3BOJIAIOMINX BHECTH HOBBIE
aKI[eHThl B IOHUMaHUe NCTOPUKO-MY3bIKaJIBHOTO IIpoliecca. O6a HanpaBieHUsA
IIOJIyYUJIUA OCBellleHUe yKe B IEPBOM HOMepe 2024 Trofia.

Kesraem Bam nHTEpECHOTO ¥ O3HABATEIBHOTO UTEHU !

Npuna Cycunko
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AnHoranua. CraTbA IOCBAICHA TEOPETUKY U KOMIIO3UTOPY 3MOXU
6apokko Muxawity Bepe3zoBckomy. B HaydHOU JimTepaType yKe YIIOMHUHAJICS
€ro TpaKTaT, COCTOSIIININ U3 AByX uacTel: « KpaTkoe mokaszaHue MyCUKHUHCKOTO
neHus» (dyeMeHTapHas Teopus) u «I'pammaruka. CobpaHme OT MHOTHX»
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O6e coxpaHuBIIHecsa Konuu «I'pamMmaTuKku» bBepe30BCKOro COCECTBYIOT
B MY3BbIKAJIbHO-TEOPETUYECKUX COOpHUKAX ¢ «MYCHKUHCKON TIpaMMaTHKON»
Huxkosmasa Jlunenkoro. CpaBHeHHME [ABYX TEKCTOB IIOKa3bIBAeT, YTO TpaKTaT
Bepe3oBCcKOro IIpejcTaBiseT CcO0OW KpaTKoe U SICHOe WU3JIOKeHUe uJel
JInenkoro, IOOJHEHHOE HEKOTOPHIMH HOBBIMH CBeIeHUSAMH. TO Ke OTHOCHTCS
U K TEDMHHOJIOTUHM: OHaA OYHINEeHa OT W3JIHUIIHUX JIATHHCKUX CHHOHHMOB
U JIOTIOJTHEHA ITOHATUSAMH, BO BpeMeHa [[MJIeIKoro ele He akTyaJbHBIMH. Bce
HOTHBIE IIPUMeEPHI COUNMHEHBI bepe30BCKUM 3aHOBO, M HU OJIMH HE 3aMMCTBOBaH
y Hunenkoro. CpaBHeHHMe HOTHBIX IIPUMEPOB C MY3bIKONW KoHIEpTa «KTO
B3bIZIeT Ha Topy ['OCIOZHIO» II03BOJIMJIO BBIIBUTH HEKOTOPbIE COOTBETCTBUS,
XOTsA W He OykBasibHBIe. K craThe mpuiaraercs TEKCT O0emx dYacTed TpakTaTa
Bepe3oBCcKOro, ajjaTUPOBAHHBIM K HOPMaM COBPEMEHHOIO $I3bIKa, U CJIOBaph
TEPMHUHOJIOTHH.

AKTya/IbHOCTh B 1730-€ U 1740-€ TOJibl «MYCHKHUUCKOU T'paMMAaTHKH»
Jlniienkoro, HaIlMCAaHHOH eIle B 1670-e, OIIEHUBAeTCA KaK CBHETEILCTBO 3aCTOS
B DYCCKOH TEOpUH TMapTeCHOTO TIeHUsA. MYy3bIKaJIbHBIA CTUJIb HHTEHCHUBHO
MEHSJICS — TEOPUs My3bIKH IBUTAIACh BIIEpe/l 3HAUNUTEIbHO Me/JIEHHEeE.

KiaroueBbie ciaoBa: Muxaun bepe3oBckuii, Hukoman Juienkuii, yueHHue
0 KOMITO3UITUH, My3bIKaJIbHAsA TEDMUHOJIOTUS, TAPTECHBIN KOHIIEPT

Jaa murupoBaHusa: byaviuésa A. B., Aaexcandpuna A. B. TeopeTuk,
KOMIIO3UTOpP, mejaror Muxamia Bepe3oBCKHII M €ro «TPaHCKPUIIIUSA» TPaKTaTa
Huxosnas {unenkoro // CoBpeMeHHbIe TPOOJIEMbI My3bIKO3HAaHUA. 2024. Tom 8,
No 1. C. 11—49. https://doi.org/10.56620/2587-9731-2024-1-011-049
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Theorist, Composer, Music Teacher Mikhail
Berezovsky and His “Adaptation”
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Abstract. Thearticleis devoted to the Baroque theorist and composer Mikhail
Berezovsky. In the scholarly literature, it is already possible to find some references
to his musicological treatise consisting of two parts: A Brief Exposition of Musical
Singing (elementary music theory) and Grammar. A Collection from Many
(theory of composition). We have also discovered Berezovsky’s 12-voice partesny
concerto Who shall ascend the Hill of the Lord? Due to filigree research as well
as indirect data, the dates of the composition of both works have been established
as pertaining to the 1730s.

Both of the survived copies of Grammar. A Collection from Many are
placed in theoretical manuscripts adjacent to Nikolay Diletsky’s The Grammar
of Musical Singing. The comparative analysis of the two Grammars shows, that
Berezovsky’s treatise appears to be a concise presentation of Diletsky’s ideas,
slightly updated with new information. The same pertains to the terminology
of the: it is freed from an excessive amount of Latin synonyms and supplemented
by new terms not yet relevant during the time of Diletsky. All the musical examples
are newly composed by Berezovsky, and none of them is derived from Diletsky.
The comparison of the musical examples with the music of the concerto Who
shall ascend into the hill of the Lord? Has made it possible for us to identify
a number of correspondences, albeit, not literal ones. The complete text of both
parts of Berezovsky’s treatise supplements the article, having been adapted
to contemporary Russian, as does a dictionary of terminology.
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The abridged revised version of Nikolay Diletsky’s The Grammar of Musical
Singing, originally written in 1670s, made in 1730s for a new generation of new
readers, could be appreciated only as an evidence of a stagnation that occurred
in the Russian partesny singing theory. The musical style changed considerably;
at the same time, the music theory was progressing at a much more slow pace.

Keywords: Mikhail Berezovsky, Nikolay Diletsky, theory of composition,
musical terminology, partes concerto

For citation: Bulycheva, A. V., Alexandrina, A. V. (2024). Theorist,
Composer, Music Teacher Mikhail Berezovsky and His “Adaptation” of Nikolay
Diletsky’s Treatise. Contemporary Musicology, 8(1), 11—49. (In Russ.).
https://doi.org/10.56620/2587-9731-2024-1-011-049

Bgeoenue

M Muxaunia bepe3oBcKoro BIiepBblie IOSIBUJIOCH B HAYYHOU JIMTEPA-

Type B CBS3H C €r0 TPAKTAaTOM O TeXHUKe KoMmo3unuu. Cojiep:kaHue

TpakTaTa KpaTKO HU3JIOKEHO B KHUre AsiekcaHnpbl CepreeBHbl 1la-
Jan- AKuMeHKo, KoTopasi coobIiaeT 06 aBTOpe CiIeayIolee:

B 40-x rogax XVIII Beka B pyKOIIUCHBIX CIIMICKAX PACIIPOCTPAHAETCS yUeOHUK B IBYX
yactax «bykBapp u I'pammaruka» Muxawmna Bepe3oBCKOTro, KOTOPBIN CO37ayl CBOIO
«TPAHCKPUIIHAIO» PaboThl [Iuyienkoro, IpuiaB U3JI0OKEHUIO W3HAYAJIBHOTO MaTepH-
asia 0oJIbIlle CTPOMHOCTH U HACBITUB UHBIMHU MY3bIKJIbHBIMU IIPUMEpPaMU, OYEBUIHO,

13 COOCTBEHHBIX COUMHEHUH. <...> Muxami bepe3oBckuii, Kak 1 Bech poji bepe30oBcKux,
IIPOMCXO/INJI, BEPOATHO, U3 oKpecTHOCTell HoBropoma-CeBepckoro u, ckopee Bcero, Ha-
XOJIWJICA B POJCTBEHHBIX CBA3fX C OpefKaMu Kommosutopa Makcuma bepe3oBckoro

[1, c. 403].

Tpyn bepe3oBckoro Takke ymoMuHaeTcs B JBYX craThsAXx EBrenus EBrenbe-
Buua BopoObeBa. B ogHOM 13 Hux ropoputcsa: «B mepsBoi Tpetu XVIII Beka HeKHU
Muxann bepe3oBckuil Hamucaa pyKoBOACTBO “KpaTkoe MmokazaHUe MYCHUKHUHCKO-
ro neHus’ . <...> bepe3oBckuil, onupasch Ha TEPMUHOJIOTHIO /[ bLIEIIKOTO, CO3/1aeT
CaMOCTOSITeJIbHBIN CHHTE3» [2, C. 242]. JIpyrasa 3aBepiiiaercs: YyTh HHON OIeHKOU
TpakTaTa: « Muxama bepe3oBckuil B “KpaTkoM Moka3aHUW MYCUKHUCKATO MeHUs
<...> co3fays coOCTBEHHbIE IMpPaBWJia KOMIIO3UIIMA HA OCHOBE TEM U TEPMUHOB
“M[ycukuiickoii] r[pammatuku]”» [3].
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Kak BUAHO, IaTUPOBKA TpaKTaTa bepe30BCKOro y ABYX aBTOPOB COBIAJAEeT
He BIIOJIHE, a OLleHKAa ero BKJIaJla B HayKy He COBIIaJiaeT IIOJIHOCThI0. He coBmazia-
eT Jake Ha3BaHue TpakTaTa! UTo ke 3a Tpy/ Hamucaa bepe3oBckuii, OrpaHUYMII-
cs JIU OH «TpaHcKpumIiuel» counHeHusa Hwuxkosasa IlaBimoBuua /[mienkoro uiau
chopmyspoBan «cobCTBEHHBIE ITpaBMIa»? TH BOIIPOCHI, a TaK:Ke OOHaApYKeHHeE
110 MEHBIIIE Mepe OJTHOTO MY3bIKaJIbHOTO COUMHeHUs bepe30oBCKOTo U JKejaHue
IIPOSICHUTH OOCTOSATEIHCTBA BPEMEHU M MEeCTa €ro IMOSBJIEHUS CTAJIU MPUYNHAMU
HamucaTh 3Ty CTAThIO.

Tpaxmam bepe3oscko20:
npeono.10dcumenbHas 0amuposxka u Mecmo co30aHus

Tpakrar Bepe3oBckoro jomies A0 HaC B JIByX CHUCKAaX — OJIHOM ITOJTHOM
1 0ZTHOM HemnoJIHOM. [ToJTHBIN cuCcOK XpaHUTCsl B Poccuiickoll rocyiapcTBeHHOM
6ubsinoreke'. Ha simcrax 1—102 HaXOUTCA €ro nepBas yacTb — «KpaTkoe moka-
3aHHEe MYCHUKUHCKOTro IeHus» (kortopyrwo I[lanai-fIkumeHko HaszbiBaeT «bBbykBa-
pem»). Bropas yacts — «['pammaTuka. CobpaHue OT MHOTUX» — 3aHUMAaeT JINCThI
95—126 00. Ha moJisix jivcra 95 HaXOJIUTCS YaCTUUHO Cpe3aHHOe MPU MepeIieTe
ykaszaHue: «TBopeHue ad[Tolpa Muxa[u]ma Bepe3oBcko[ro]» (cM. uarrocmpa-
uuro 1):

5 3 5= ==

TPAMMATHLL ey

il !II Igai
F rﬁl J'-H!._ﬂ.-l-:l

e ; e
l‘;:ﬁ?uutp GH-*’-‘?“ udﬂ'l'rﬁp'_ﬂmmj-l{:ﬁ Mn“qd"“'jﬂﬁﬂf
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Hanrocmpayusa 1. Hauaso Bropoit yactu Tpakrara M. bepe3oBckoro
«I'pammaruka. CobpaHue OT MHOTHX» C YKa3aHHEM aBTOPCTBa3

L

I[Be YaCTU 3allkCaHbl PA3HBIM IIOYEPKOM, BO BTOpOfI YaCTu TaKXKe MEHACT-
CA HaIlMCaHHUE TPEX CJIOB: JblckaHm — ablull{aHm, aumepu — aumepsl, npodue —
npom4ue.

1 Bepe3sosckuil M. KpaTkoe noka3zaHue MyCUKUHCKOTO eHus. ' pammaruka. Cob6panue ot mHOTuX. PT'B.

Ortpnen pykonuceit. @. 7. Ex. xp. 57. JI. 1-10, 95—126 06. URL: https://lib-fond.ru/lib-rgb/7/f-7-57/ (nara
obpaleHus: 24.11.2023).

2 Homepa JIMCTOB IIPUBOJATCA 10 CKBO3HOU NMarvuHanuu yepHwiamu. [locse 1. 94 B pyKOIUCH Takxke
nosiBJIsieTcs OoJiee MO3/AHAS KapaHJalTHas TarnHAIA.
3 Ucrounuk wuroctparuu: bepesosckuil M. Kpatkoe nokasanue Mycukuiickoro menus... URL: https://

lib-fond.ru/lib-rgb/7/f-7-57/ (nara obpaienus: 24.11.2023).
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HernoJHbIlN CIINCOK, BKJIIOYAIOIUN TOJIBKO BTOPYIO YacTh, XpaHUTCA B 'ocy-
JlapCTBEHHOM HCTOpuYeckoM My3ee*. OH o3arsiaBiieH «HacTp 2, cojiepkaiias B cebe
cobpaHue oT MHOTUX». HecoBrnajieHne Ha3BaHUA — HauboJiee CyleCTBEHHOE OTJIHU-
Yyue IByX CIUCKOB BTOPOU YacTu. MeJikue pa3HOUYTEHUS B CJIOBaX U HOTHBIX IPUMe-
pax HecyllecTBeHHBI. McceoBanue GpUInMrpaHel MOKa3bIBAET, UTO OTHOCUTETBHO
JIATUPOBKU CIIMCKOB HY>KHO COTJIaCUThCA ¢ MHeHneM llanait-AkuMeHko.

3arosioBok «YacTp 2» B HEMOJHOM CIHCKEe — HE €/IMHCTBEHHBIN apTyMEHT
B IMOJIb3Y TOro, uTo «KpaTkoe mokaszaHue» u «CobOpaHHe OT MHOTUX» — YacCTHU
e/IMHOTO 11eJI0TO, a He /IBA OT/AEeJIbHBIX PyKOoBOcTBa. [locmennuii ab3an «Kpatko-
ro IMOKa3aHUs» HAaUMHAETCA CJIOBaMU «3Jie[ch] y»ke OKOHUeBas MEPBYIO YacCTh...»,
a B TEKCTE BTOPOU YaCTHU €CTh /IBE€ OTCHLIKHU K IIEPBOIA.

Ob6a crimcka TpakTaTa bepe3oBCcKOro coceiCTBYIOT ¢ KOMMUsIMU « MyCUKUHCKOM
rpammaTtuku» Junenkoro. IIoHBIN COUCOK OTHOCUTCA K Hayaly 1740-X TOJOB,
npuyueM oba TpakTtata — J[uaernkoro u bepe3oBcKoro — 3amucaHbl B OJTHO U TO K€
BpeMs15. HemoiHbIN cicoK U3 cobpanusa 3abenHa HaXOAUTCS B cocTaBe COOpHU-
Ka-KOHBOJIIOTAa: KOMUSA TpakTaTa J[MJIeIKoro cos/iaHa Ha pyoeke 1730—1740-X TO-
JIOB, a TlepeIJIeTEHHbIN BMeCTe C HEU CIIMCOK BTOPOU YacTU TpakTaTta bepe3oBcKkoro
JaTUPYETCsA KOHIIOM 1740-X — Ha4aioM 1750-X TO0BC.

Ha MomeHT myO/IMKaIuy MIUTUPOBAHHBIX BbINIe paboT bepe3oBCcKUii-KOMITO-
3UTOP ellle He ObLT u3BecTeH. OJHAKO KaK MUHUMYM OJTHO €ro IPOu3Be/IeHNe CO-
XpPaHWJIOCh B COOPHUKE MTaPTECHBIX KOHIIEPTOB U 33/IOCTOMHUKOB Ha 12 T'0OJIOCOB’,
KOTOPBIN OTKpbIBaeTcAd KOHIIEPTOM «KTO B3bIZIeT HA ropy ['ocniogHIO» ¢ yKa3zaHUEM
Ha IOJISAX BO Bcex maptusax: « TBopenme Muxausia bepesoBckoro». Hazinmucek ABHO
He OTHOCUTCS KO BCEH PYKOIHCHU XOTs ObI IIOTOMY, UTO 1107 HOMEPOM CEMb ITOMe-
el KoH1epT Bacuiusa TuroBa «Panyticsa u Becesucs, rpajzie CioHe». 9TO TOBOPUT

4 Bepesoscxuii M. Yactb 2, comep:kartnas B cebe coopanue ot MmHorux. [TIM. OTaesn pykomucei u crapo-
nevyaTHbIX KHUT. CoOpanue 3abenuHa. Ex. xp. 168. JI. 106—139.

5 ®unurpann: «Kparkoe mokazaHme MyCUKHICKOTO MeHUsA» (J1. 1-10): 1) «P®» (B mpsamoyrosbpHUKe) //
«AT'» (B mpssmoyronbauke) (Knenukos I, N@ 472 — [174.] 1., Kykymikunaa, N2 35 — 1740 r., Kinenukos 11,
Ne@ 653 — 1737, 1738, 1741 rr., Knenukos «®abpuku 'oHuapoBbix», NO 149 — 1737, 1738, 1740, 1741 IT.);
I'pammaTuka mycukuiickas H. Jlusternkoro 7187 r. (J1. 11—98): 2) Pro Patria (c neBuzom) // «C&I HONIG»
(cxommbrii: Voorn, N@ 135 — 1742 1.); 3) «P®» (B npsimoyronbHuKe) // «AG» (Bensenn) (KieOukos I,
N©Q 466 — 1742—1743 rr., KykymkuHa, NO 29, 30 — 1736—1744, 1738 rT.); «'paMmMaTHKa TBOpeHue a [To]pa
Muxasna Bepe3oBcko[ro]» u siuctsl 6e3 Tekcra (J1. 99—136): 4) I'epb Amcrepyiama // «I PARRE» (?) (Tum:
JluanoBa «I'epb6 AMcrepmama», N2 387 — 1745 T., B aJibOOMe HET KOHTPaMapKH ).

6 @uurpaHu: J. 1-105: 1) «P®» (B npssmoyrosibHUKE) // [c103KHBIN BeH3esb] (B KapTytre) (OIu3Kuii:
Kitenmukos 11, N2 675 — 1738 1.); 2) «P®» (B mpAMOYTroJIbHUKE, BIIUCAHHOM B KapTy1ir) (OJIU3KUH: YUaCTKH-
Ha, NC 520 — 1744 1.); 3) «P®» (B mpsamoyroibHuke) // «AG» (BeH3esb B KapTylie) (0JIU3Kuii: YUacTKUHA,
N 522 — 1738 r.; KitenukoB «®abpuku I'oHuapoBbix», N2 161 — 1738 1.); 4) «P®» (B IpsIMOYTOJILHUKE,
BIIMCAHHOM B Kaptyin) // «AT'» (B mpsiMoyroJsibHUKE, BitucaHHOM B KapTyn) (Kienukos I1, N2 654 — 1736,
1741 rr.; Knenukos «®abpuku 'oHuapoBbix», NO 146 — 1736—1748 1T.); J1. 106—112: 5) Pro Patria (6e3
abBa) // «BE» (cxomubiii: YuacTkuHa, N2 6846- 1747 r. 1 YuacTkuHa, N© 686 — 1749 T.); J. 114—139:
6) I'ep6 ApocnaBckoit rydbepunu (tun 3) // «fAc 3» (6onpmas dopma) (cxomHblid: YuacTkuHa, NO 21 —
1747 r.; KitenukoB «®abpuka 3aTpane3HoBbIX», NO 10 — 1747—1752 IT.).

7 CobpaHue 12-rosI0CHBIX KOHIIepTOB. I'IM. OT/ies1 pyKomuceid U cTaponedaTHbiX KHUT. CHHOIaIbHOE
reBueckoe cobpaunue. Ex. xp. 1073.
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0 TOM, UTO bepe30BcKkOMy MOTYT IPUHA/IJIEXKATh IIEPBbIE IIeCTh COUNHEHUH, O/[HA-
KO py4aTbCs MOKHO JIMIIb 32 OJHO.

HoTHBIN COOPHUK JaTUPYETCsl CEPEIMHOU 1740-X rofoB®. IlapTecHble pyKo-
IIMCH 3TUX JIET HEeMHOTOUYHCAeHHB. OOpaiaer Ha ceO6s1 BHUMaHUE BTOPOU KOHIIEPT
«bmarocoBnsaan awoau TBosg MUpPOM», B KOTOPOM YIIOMHHAaeTCsA HMIIepaTpulia
Anna MoanHoBHa (B Zpyrux, 60jiee MO3AHUX KOMHUAX STOTO Ke KOHIlEpTa ee UM,
B 3aBUCHUMOCTH OT JaThl, 3aMeHeHO0 Ha uMeHa Ennsasets! [leTpoBHBI 1 EkaTeprHbl
AnekceeBHbI, uTO ObLIO B XVIII Beke pacrpocrpaHeHHON mpakTukoi). CieqoBa-
TeJbHO, KOHIIEPT CKOIMMMPOBAH C PYKOIUCH, CO3/TAaHHOU B TO/AbI MPaBieHUs AHHBI
VM0aHHOBHBI, TO €CTh MEX/y sSIHBapeM 1730 U OKTsA0peM 1740 roja. Ilpuuem aTO
OBLTIO c/leJIaHO, KOT/Ia Y KOIIUUCTOB ellle He CJI0KUI0Ch CTOMKOUM MPUBBIUKU 3aMe-
HATH OTHY UMIIEPATPUILY JIPYTOH.

JlaTupoBKa BceX TpeX PYKOIMcel, CBA3aHHBIX ¢ UMeHeM Muxaunia bepe3os-
CKOT0, I03BOJISIET YTBEPKAATh, YTO U TPAKTAT, U KOHLEPT «KTO B3bLAET HA ropy
T'ocioHIO» OBLIM HANKCAHBI HE TO3/[HEE Hadasia 1740-X T'OJ0B, UTO COTJIACYeTCs
C MHEHUAMHU 0O0OUX ITUTUPOBAHHBIX BBIIIE aBTOPOB. YTOYHUTh OCTOPOKHYIO Jla-
TUPOBKY BopobbeBa («mepBas Tperh XVIII Beka») mMor 661 TOMOYDb CTUIUCTHYE-
CKUU aHaJIN3 HOTHBIX IPUMEPOB U3 TpPAaKTaTa U KOHIepTa «KTO B3BIJIET HA TOPY
l'ocrioiHIO», HO OH HA JAAHHOM 3Tame TPYAHOOCYIeCTBUM. Bo-mepBbIx, KpaliHe
MaJIo COYMHEHNU YKa3aHHOTO IIepHOo/ia Ha CETO/IHS CBeIeHO B TapTUTYPhI. Bo-BTO-
PBIX, PYKOIIUCHU 12-TOJIOCHBIX COUMHEHNH, CKOIIMPOBAHHBIE B IEPBOU TPETH CTOJIE-
TUSA, — OTPOMHAsA PEJKOCThb, [IO3TOMY MaTepuasa JJid CpPaBHEHUA HeJOCTATOUYHO.
MO2KHO JIUIITB TIPEATIOJIOKUTD, YTO Hanbosiee BEpOATHOE BpeMs CO3/JaHUs U TPaK-
TaTa, U KOHIlepTa — 1apcrBoBanue AHHBI loaHHOBHBI. O6 5TOM CBU/IETETHCTBYIOT
ryctasi (pakTypa KOHIlepTa ¢ ImpeobsiaaHueM tutti Haa aHcaMOJIEBBIMU 3ITU307a-
MU U TIPOU3BOJIbHBIN BHIOOP MHTEPBasIa BCTYIUIEHUs MPU UMUTAIUAX, YTO PE3KO
KOHTPACTUPYET cO cTueM KoHIlepToB TuroBa (1650-e — 1709)'°. HekoTOopble HO-
Baluu bepe30BCKOTO-TeOpETUKA TaKKe TOBOPAT O CKOpee MO3HEM IIPOUCXOK/e-
HuU TpaktaTa. CoceicTBO B COOPHUKE C KOHIIEPTOM 1730-X ro10B « birarocyioBssai
Jro11 TBOA MUPOM» IO3BOJISAET IPEAIIOI0XKUTh, UTO U KOHLIEPT «KTO B3bI1€T» MOT
OBITH COUMHEH TOT/IA JKE.

[IposnTh CBET Ha MECTO CO3/[aHUA TPAKTATA U KOHIePTA IIOMOTaeT IIOJIUCTHAA
BKJIQ/THASA 3aIMCh, UMEIOIIAsCs BO BCeX MAPTUAX HOTHOU pykonucu: «CuuM KOHIlEp-
ThI Ha 12 TOJIOCOB II[€TOM UMEIOTCS 27 KOHIIEPTOB HaJlaHHbBI B ropoj JIyOH: B 11ep-
KOoBb PoxkzectBa IlpecBateia boropoauiel BedHo oT Credpana CHHABCKOTO 1766
rofy ampeJid 5-ro 4ucJa, a Jijid NaMAThl HOAIKCAT CBOEID PYKOK». 3alUCh II0/I-
TBepKAAeT npeanosaokenue lanan-AkuMeHKO 0 IPOUCX0XKAeHuU bepe30BCcKoro

8 ®uurpanu: 1) Pro Patria (¢ meBuzom) // «C&I HONIG» (cxomusiii: Voorn, N@ 135 — 1742 1.); 2) Jlunus
repanpaudeckas // «IV» (cxomubiii: Heawood, N2 1540 — 1743 1.); 3) Pro Patria (c neBuszom) // «GR»
(mox xopoHoit) (cxomubIi: Voorn, NQ 137 — 1746 T.).

9 «HawuboJiplllee KOJIMYECTBO MapTECHBIX COOPHUKOB CHHO/IAIPHOTO IIEBUECKOTO COOPaHUS JaTUPYETCS
1750—1770-€ IT.» [4, c. 62].

10 /lata cmeptu Bacwnus TurtoBa 6bu1a yecranosiena H. 0. [notHukoBoii [ 5, c. 36—37].
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«u3 okpectHocTer HoBropoma-CeBepckoro»: ropo JIlyous! ITosTraBckoii ry0epHIN
HAXOJUTCS B JIByXCTaxX ¢ HEOOJIBIITUM KUJIOMETPax K 10Ty OT OHOTO.

Tpaxmamut bepe3osckoz20 u /[uneyko20: npob.aiema coomHoweHus

['maBHBIN BOIPOC, CBSI3aHHBIN € TPAKTaTOM bBepe30BCKOro: KakuM 00pa3om
OH COOTHOCUTCS ¢ «MyCHKUINCKOU TpaMMaTHUKOW»? HemoJHbIN CIHCOK cieayeT
B PYKOIIMCH 32 KOIIMeu TpakTaTa JlnjIenKkoro — MOJHbIA CHHUCOK ee OKpY:KaeT. ATO
He cjIy4yaiiHoe coBrajieHne. Hukosay /lunenkuid B OCBAIEHUN Y€TKO PaCKpbhIBa-
eT coJleprKaHue U IpeJHa3HaYeHe CBOer0 TPaKTaTa:
B rpaMMariKe IMOJHO Pa3bsACHAI KCKYCCTBO MY3BIKH U IIOYyYal) TOMY,
YTO Ha/I0 3HATH mocse OykBaps. Ho roBopio — mocsie OykBapsi. He o Tom muy,
YTO COZIEPIKUTCS B GyKBape, HO O TOM, UTO HY>KHO 3HATh I10CJIE HETO, BO BCEX Pa3-
HOPO/THBIX TPHEMaX My3bIKHU U y4eOHbIX 00pa31iax («0T MHOTHUX JJaKe /10 €IMHOTO
U OT €ZITUHOTO JIa’Ke /0 MHOTUX MyCHKUU YKUCJI U OOYUEHHUI» ), IOTOMY UTO BCE 3TO
OTHOCHTCS He TOJIBKO K UCTIOJTHEHUIO, HO U K COUMHEHUIO My3bIKH.

Ha crpanunnax « MyCHKHUCKOU 'paMMaTHUKU» HE pa3 3aTParuBarOTCs BOMPO-
CBI BJIeMEeHTapHOU TEOPUH, YMECTHBIE KaK pa3 B «OyKBape», U BCe K€ TPAKTaT «OyK-
BapeM» Ha3BaTh HeJb3s. [IepBas yacTh pabothl bepe3oBcKOro sIBHO IIpU3BaHa 3a-
IIOJTHUTH STOT HMPOOEJ B IIOTOMY JIOTUYHO MOMeIlleHa B COOPHUKE Iepe]i TEKCTOM
Huinenkoro. Ilanan-AkuMeHKo Aake Ha3Bajia ee «bykBapeM», XOTsI aBTOPCKOe
HanMeHOBaHMe PYKOIIMCH COBceM MHOe: « KpaTkoe nmokasaHue...». Bropasd yactp —
«I'pammaTuka», oHa ke «CoOpaHue OT MHOTHX», — IIOJIy4rJIa Ha3BaHUE OT 3arJjia-
BUs TpyAa /[MJIeIKoro 1 ero MpuBeIeHHBIX BBIIIE CJI0B («OT MHOTHX JaXKe JI0 €/TH-
HOTO...»). O0a TeopeTuKa paccMaTPUBAIOT MY3bIKY UMEHHO KaK SI3bIK, MMEIOIUN
CBOIO TPAMMAaTHKY.

JIBa TpakTaTa, I0o-BUIIMOMY, pa3/iesisieT BO BpeMeHHU 0oJiee IMoIyBeKa, HO CO-
Jlep>KaTeJIbHBIX Pa3Indui MexK/ly HUMU HeMHOTro. J[Jif cpaBHeHUs MPUBJIEKAETCS
00IIIen3BeCcTHAsA «CTPOTaHOBCKasA» pemaKkiusa « MyCUKHUHACKON rpaMMaTHKU » 2, 13-
nanHas Biaagumupom BacunbeBudem IIpoTomornoBbiM. IMeHHO K HEW BOCXOIUT
CIINCOK «I'paMMaTHUKH», COCEJCTBYIOIINNA B COOPHUKE C MOJHBIM CITMCKOM TPYyZa
BbepesoBckoros. Pabora bepe3oBckoro, kKak BepHO onpeenuia Llanai-AKkuMeHKo,
IIpejicTaBIsAeT cOO0M MMEHHO «TPAHCKPUIIIUIO» COUYMHEHHs CTapIIEro KOJLJIETH.
bepe3oBckuil mposiBisieT ceOs He CTOJIbKO KaK TEOPETHUK, CKOJbKO Kak IIearor:
«YuebHUK M. Bepe30oBcKoro oTimyaeTcs OT TpakraTa Jluaernkoro, B YaCTHOCTH, CU-
cTeMaTUYeCKON TPYyNIMPOBKOUN pa3/iesioB o TeMam» [1, ¢. 403]. «Mycukuiickas

11 Tuneuxuit H. I1. inea rpaMMaTUKA MyCUKHHCKOU / Iy0OJI., TIep., Ucciiel. 1 KomMeHT. Bi1. [IpoTonormo-
Ba. M.: My3sIKka, 1979. C. 323.

12 Jluneyxuil H. I1. Mycukuiickas rpammatuka. PI'b. Otgen pykonuceit. ®@. 173.1. Ex. xp. 107. C. 1-233.

URL: https://lib-fond.ru/lib-rgb/173-i/f-173i-107/ (mata obGpamenus: 19.05.2023). 1Uznauue: Juaeuy-
xuil H. I1. Vijea rpaMMaTUKHA MyCHUKHHCKOU / 1my0J1., mep., uccaesn. u komMeHT. Bii. I[Iporomnomnosa. M.:
Myssbika, 1979.

13 Bepesosckuil M. KpaTkoe mmoka3aHue...
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rpaMMaTHKa» — COUYMHEHUE MPOCTPaHHOE U XaOTUUHO MOCTPOEHHOEe. Pasii HOBBIX
JIOTIOJTHEHUU U «Belllell 3a0BEeHHBIX» aBTOP He pa3 BO3BPAIIlAeTCs K yKe OCBeIlleH-
HBIM TeMaM. bepe30oBcKuil, HAIPOTHUB, U3JIaraeT MaTepuay ckaTo (ero JrouMoe
CJIOBEYKO — «BKparTIe») U CHCTEMaTUYHO. Bo3BpallleHue K yKe U3JI0KeEHHOMY Ma-
TepHajy OH JIOIYCKAeT PEAKO, U He M0 «3a0BEHHI0», a PaJiu IPUHIUIIA «IIOBTOPE-
HHe — MaTh yuyeHusi». PedpeHbl IIO/IUepKUBAIOT IJIaBHBIE Hjien. ETo counHeHne
COOTHOCHTCS C TPYZIOM JIMIeIIKOro ITOUTH KaK Kopiyc pabot JKana-®unumma Pamo,
JIECATUIIETUAMU B ITIOMCKAX ¥ COMHEHUAX CO3/IaBaBIIIETO CBOIO TEOPETUUYECKYIO CU-
CTeMy, — C SICHBIM, U3SAIIHBIM ee Ilepecka3oM y ;I Aslamobepa's.

UeM ke OTJINYAIOTCA TEKCTHI IBYX TPAKTATOB?

[Ipexxae Bcero MOKHO TOBOPUTh O TEPMUHOJIOTUYECKHX HI0aHcax. Tak,
«MYyCUKUS» JIUJTENKOTr0 U «MYCHUKHINCKOe IeHHe» bepe30BCKOTO He CUHOHU-
MUYHBI. « MycUKHsI» — 00Jiee IMIUPOKOe MOHSATHE: 3TO He TOJbKO ImapTec (OH ke
«(pakT»), HO TakKe IeHHe UPMOJIOHHOe, «IIPOCTOEe 3HAaMEeHHOEe» U TPOeCcTpoU-
HOe, T/le «HECTh TaKTy»'S. « MycukKuiickoe IeHue» — UMEHHO IIapTeCcHOe, uMe-
I0II[ee PETYJIAPHYI0O METPHUKY, «IIOHEKe B MYCUKHUHCKOM IMEeHHH HOTHI Oec TakTa
HUKOTZIaKe IIOI0TC » 6.

Ectph pasHuiia u B TpaKTOBKE TaK HA3bIBAEMOI'O «IIPaBWJIa €CTECTBEHHOTOY,
IIPEITHICHIBAIONIET0 YIIOTPEOIATh BhIPA3UTEJIBHBIE CPEACTBA CTPOIO II0 CMBICTY
cioB (paszensl 5 U 15). Y JIWIenkoro «IIpaBuji0 eCTECTBEHHOE» IIPUMEHUTEIHLHO
K TeMaTU3My PacCIIPOCTpaHseTCA Ha BOCXOIAIEE U HUCXO/IsAIee ABUKEHNE MeJIO-
', 4To 7711 bepe30BCcKOro-reopeTruka BTOPOCTENeHHO. JIJ1 Hero rjiaBHOE — Bep-
HO YIIOTPeOJISITh MaxkKop U MUHOP. bepe30BCKUI-KOMIIO3UTOP B CBOEM KOHIIEPTE
«KTO B3BIET...» TAK U MOCTYyIIaeT: OAHU (Ppasbl TEKCTa 3BydaT TOJBKO B Markope,
JIpyrue — TOJbKO B MHUHOPE.

Boob11ie B TpakTaTe bepe30BCKOro TEPMUHOJIOTHS 3HAYUTEIHHO U3MEHUIACH
(uTO TaKKe CBUJIETEILCTBYET B IOJIb3Y €ro 00JIee MOo3/IHEeHN JaTUPOBKHU). Jluernkuii
cTapaeTtcs JIaTh MAKCUMYM CUHOHHMOB: JIATUHCKHE (U3peJiIKka — I'PeYecKue), IMoJIb-
cKUe U pycudUIMpoBaHHbIE BapUaHThl. Hanpumep, HUCXO/sIIee IBHKeHHe Oaca
YeTBEPTOU CTEeIleHH — IIpoobpas Oy/yIeill «30/I0TOH CeKBEHIIMU»'® — OH UMeHy-
eT JIBOSIKO: «CIleuaInccuMa» U «IpekpacHoe». IToio0Hast mpakTHKa XapakTepHa
JUIS TIEPHUOJIOB «3KCTPEMAJIBHBIX IIEPEMEH », K UHCITy KOTOPHIX (PHJIOJIOTH OTHOCAT
Hallle BpeMsi:

MI/IpOBaH I‘JIO6aJII/I3aI_II/IH, COIIPOBOXKAAaOmadACA YyMEHbIIIEHHUEM KOJIMYECTBA MOHO-
JIMHT'BAJIbHBIX COO6H.I€CTB 1 MOHOJIMHTBaJIbHOM pequoﬁ CpeAbl U YBEJIMUEHUEM UM ClIa
ITIOJTMJIMHTBAJIbHBIX COO6IH€CTB, '€ HET TeTreMOHHUU KaKoro-JI100 OJTHOT'O A3bIKa, B KOPD-
HE€ M3MEHWJIa U BOCIIpUATHUE I/IHTep(bepeHHI/II/I, U OE€HKY BEKTOPOB A3bIKOBOI'O pa3BU-

14 Alembert J. d’ Elémens de musique théorique et pratique. Lyon: Bruyset, 1772.

15 /luneyxuit H. I1. Mycukuiickasi rpaMmaruka... C. 136.

16 Bbepesosckuili M. Kpatkoe nmokasanue... JI. 3.

17 /Tuneyxuil H. I1. Mycukuiickasi rpaMMaTuka... C. 66—67.

18 «ABTOpPCTBO TEPMHUHA MPUHAJIEKUT My3bIKOBeZly BukTopy Ocumnosuuy bepkoBy (1907-1975), mpo-
deccopy MockoBckoit koHcepBaropuu 1 TMIIN nmenu ['HecuHbIx» [6, c. 12].
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THsA. B 4acTHOCTH, MPAaKTHYECKHU HcUYe3 IIyPU3M, TO ecTh 00ph0a 3a UUCTOTY SA3bIKA U U3-
THaHHMEe WHOSI3BIUHBIX CJIOB [7, C. 304].

B 510Xy 6apOKKO OTMEYar0TCs CXOXKue sAByieHus. Tak, B 'epmanum B mepuost
OCO3HAHUA HEMEIIKUMHU My3bIKaHTaMU PUTOPUYECKUX IIPHUEMOB «0COO0T0 BHUMA-
HUsl 3aCITy;KUBAeT mpobsieMa BrIOOpa A3bIKa B IPoIlecce CKJIaIbIBAHUSA TEPMHHO-
Jioruu (pUTYyP, MOCKOJIBKY aBTOPHI IIeEpeUHEel 0OpaIaaruch K CJI0BaM Ha TPEYECKOM,
JIATHHCKOM, UTAJIbIHCKOM U HEMEIIKOM sI3bIKax» [8, c. 10]. B Poccuu B smoxy JIu-
JIEIIKOTO B KaUECTBE «3KCTPEMAILHOMN MEPEMEHBI» BBICTYTIAJIO IIOSIBJIEHUE TTapTeC-
HOTO ITeHUsA. bepe30BcKui ke paboTays B TOAbI, KOT/la MEPUOJ, «3KCTPEMATbHBIX
repeMeH» 3aBePIINJICA, KOPILyC TEPMHUHOB B 11eJ10M chopMmupoBasicd. IloaTomy cu-
HOHHMOB Y HETO 3HAUUTEJIHbHO MeHblIIe (cM. Himke C108apb MepMuHos).

M3yueHne Tekcra bepe3oBCcKOro 1aput, 110 MEHbIIIEN Mepe, OHY IIeHHYIO Ha-
X0/IKy. B maprecHbix pykomnucsax Coay:k0b1 boxkuu, HanmMcaHHbIE B YeTHOM pa3Me-
pe, UMEHYIOTCSI «CUTMOBbIMU» (Hampumep, «CurmoBas manas» Cioy:k6a TutoBa
[9, c. 393]). DTUMOJIOTHIO 3TOTO TEPMHHA, OTCYTCTBYIOIEro y /[uiemkoro, mpuHs;-
TO CBSI3BIBATH C TPEYECKON OYKBOU «CHUTMa», YTO HEBEPHO: 3HAK YETHOTO pa3Mepa
(€) k neit me BOCXOAUT. Bepe30oBCcKUH ke Ha3bIBAET €UHCTBEHHBIU YIIOTPEOJIAB-
IIUUCA B TAPTECHOM IEHUU YETHBIU Pa3MepP CJIOBOM «CUTHYM» — U BCE CTAHOBUTCS
Ha cBou MecTa'd. Oka3bIBaeTcsl, JATUHCKUHU TEPMUH Signum, 0003HAYAIOIINN 3HAK
MEH3YPBhI, IIPUKUJICSA B PYCCKOM fA3bIKe ¢ poHeTnueckou 3ameHol. B XVIII Beke
JIAIIIb HEKOTOPbIE My3bIKaHThI IOMHUJIU O €T0 MPOUCXO0K/IEHUH U JIaBaJId BEPHYIO
TPaHCKPUNIMIO. B HOTHO! rpaduke maMATb O BEPHOU 3TUMOJIOTHU COXPaHsIaCh
Jiydine. 3HaK 4YeTHOrO pa3Mepa B IapTeCHOM IIEHUU UMeeT JIBAa OCHOBHBIX HaUepTa-

s & u & BTopoe 13 HUX ABHO BOCXO/IUT K JIATHHCKOM OyKBe “s”, OTChLIAOIIEN
K TEpDMUHY SIgnum.

VI3 mpakTHuecKux coobpaskeHnil bepe3oBckuii, HeCMOTPSI HA HAPOUUTYIO Kpa-
TKOCTh CBOEN paboThl, HEOTHOKPATHO Jlmielkoro momnosiHseT. OH ONMUCHIBAET XO/I
CO3/IaHUs My3bIKH OT HAITFICAHUS HA TPUMETLHOM JOCKE MaPTUTYPHI 10 KOITMPOBAHUS
OT/IeJTbHBIX MapTUil Ha 6ymary. OObsICHsIET, C KAKOTO roJioca Hy»>KHO HAUMHATh COYH-
HeHHe. PaccMaTpuBaeT CHHKOITUPOBAHHBIA PUTM. [OBOPHUT O HAa3HAUYEHUH PaKOXO07a
— CKpbIBaTh TeMy («¢haHTa3UI0 MOKET yTaeBaTh, Ja He IT03HaHa OyzeT»). [IpuBoauT
HECKOJIPKO HOBBIX TAKTOBBIX Pa3MepoB, J[HIeIKoMy ellle He U3BECTHBIX. /laeT cxemy
JTUPYKUPOBAHUS HA «TPHU», OTJIMYHYIO OT 3aIlaIHOEBPONENCKON M COBIIAIAIOIILYTO
CO CXeMOH M3 aHOHUMHOTO TpakTara TpeTheii yeTBepTu XVIII Beka «IIpemoprimsa»=°.
TmerHO MckaTh B TekcTe «CoOpaHUsA OT MHOTHX» TaKUX YIIOMHUHAEMBbIX J[Ierkum
KOMIIO3UTOPOB, Kak 310cKa, Estncelt MoHax, Moann KaneHnia u faxke « MICKyCHEN N
TBOPEI] BEKy HaIllero 3aMmapeBud»>!. IX IMeHa ¥ COUMHEHUs BCTPEYAIOTCS TOJIBKO
B pykomucsax XVII — mauana XVIII BekoB [6, c. 65—66], mocsie yero ObL1u 3a0bITHI.

19 Bbepe3sosckuilt M. KpaTtkoe nokasanue... JI. 3 00.

20 Tpewms aBmxeHUAMU (BHU3, B CTOPOHY, BBEPX), B OTJIMYHE OT 3aIaJ[HON CXEMbI TOTO BpeMeHHU (BHU3
Ha [IepBOH JI0JIe ¥ BBEPX Ha TpeTbel) [10, c. 41].

21 Jluneuyxuil H. I1. Mycukuiickas rpamMmaruka... C. 115.
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Bepe3oBckuii moapobHee, Hexenu J[umenkuii, pa3dbupaeT BOIPOC MOMATEK-
CTOBKU MHCTPYMEHTAJIbHONU MY3bIKH, a TaK}Ke BOKAJIbHBIX IyXOBHBIX COUMHEHUH,
HATIMCAHHBIX JIJIA UHBIX KoH(peccuil. Tema co3/tanus TyXOBHBIX KOMITO3UIIUHN T10-
CPeZICTBOM MOATEKCTOBKU HE IOTepsiyia aKTYyaJIbHOCTH U TT03/1Hee. HeT coMHeHUH,
YTO B 1760-€ TOIbl UMEHHO TaK MOSBUJIACH HA CBET XepyBUMCKas IecHb BUHUEHII0
Mandpenunu [11, ¢. 31-39]. [IycTOoThI B XOpOBOU (paKType CBUAETETHCTBYIOT: KTO-
TO U3 MECTHBIX YMEJIbIIEB 3aHOBO MOATEKCTOBAJ XOPOBBIE MAPTUN HEKOTO MHOSI-

3bIYHOT'O COUYMHEHHA UTAaJIbAHIIA, HE IIPDUHAB BO BHUMAaHHE OPKECTPOBLIE.

Bce HOTHBIE IPUMEPHI, KOUX TOJIBKO BO BTOPOU YacTu 99, bepe3oBckuM co-
YUHEHBI 3aHOBO. EcTecTBEHHO MOMBITAThCA HAUTU COBITAZIEHUS IIPUMEPOB U3 TPaK-
Tata ¢ pparMeHTaMu ero KoHIiepTa « Kto B3bizieT Ha ropy ['ocriogHio»22. OHU eCTb,
HO HeOyKkBasibHBIE. TaKThl 12—16 KOHIEpTA OJIM3KHU ITePBOMY IIPUMEPY Ha «IIPaBU-

JIO0 ocHOBaTeJibHOe» (cM. IIpumepnt 1a, 6):
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IIpumep 1a. M. Bepe3oBckuii. « KTo B3b1ZIeT Ha ropy ['ociogHIO» 23, TT. 12—16.
[TapTiu nepBOro u BTOPOro XOpOB

22 U3 1BeHaAIATH APTUN cCOOPHUKA € YKa3aHUEM aBTOPCTBA Bepe30BCKOTo COXpaHMIIHCH JIUIIIh BOCEMb.
[TapTuTypa KOHIlepTa ONOJIHEeHA 110 IPYTUM KOIHAM.

23 CobpaHue 12-TOJIOCHBIX KOHIIEPTOB...
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IIpumep 16. M. Bepe3oBckuii. « KpaTkoe mokazaHue MyCUKHHACKOTO MIEHUSI».
HoTHbpIll IpuMep HA IPaBUJIO OCHOBATEIbHOE?*

MMuTaniioHHBIN pasfiesl, KOTOPhI HAUUHAETCA B TaKTe 40 KOHIEPTa, COOT-
HOCHUTCS C IPUMEPOM Ha «IIPABUJIO CMEIIaHHOe». TeMa mMoYTH UIeHTUYHA, a IIPOo-
WU3BOJIbHBbIE MHTEPBAJIBI BCTYIUIEHUSA TOJIOCOB XapaKTEPHBI KakK JJjifA KOHIEPTA,
TaK U JijIs MPUMeEPOB U3 TpakTara bepe3zosckoro (cMm. ITpumepst 2a, 6)3:
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ITpumep 2a. M. Bepesosckuii. «KTo B3bIzIeT Ha ropy ['ociogHIO» 2%, TT. 40—46.
ITapTnu nepsoro xopa

24 bepesosckuil M. Kpatkoe mokazaHnue... JI. 106.

25 IIpumep 20 Kypbe3eH: yIUBUTEJILHO BUJIeTh HA CTPAHUIIAX TEOPETUYECKOI'0 TPAKTATA AECATKY MapaJ-
JIeJIbHBIX KBUHT B KpallHUX roJiocax.

26 CobpaHue 12-TOJIOCHBIX KOHIIEPTOB...
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ITpumep 26. M. bepe3oBckuii. « KpaTkoe rmokazaHre MyCHKUUCKOTO TIEHUS ».
HoTHBIH mpuMep Ha MPaBUJIO CMEIIaHHOe?”

Konueptsl «biarociossisai jioau TBos MmupoMm» u «OT JleBoI Tst BomIoneH-
Ha», IIOMeIIleHHbIE B BBIIIEYIIOMSIHYTOM cOOpHHKe?® cjie/loM 3a KOHIlepTOM «KTO
B3BIJIET», HE IEMOHCTPUPYIOT KAKOT0-JIN0O0 CXO/ICTBA C IIPUMepPaMU U3 TPpaKTaTa.

3SHaueHue mpaxkmama Bepesoec;coeo

Pabora bepe3oBckoro, amamTupoBaBIiiero «MyYCHUKHUCKYI0 T'PaMMAaTHKY»
JUUIL YUTaTesel CBOero BpeMeHM, CBU/IETEILCTBYET O TOM, YTO TPAaKTaT J[uienkoro
HE TePSJI aKTyaJIbHOCTH. ATOT (PAKT TPY/IHO OIEHUTH IOJIOKUTENILHO. EC/ B KOH-
e XVII Beka mosiBUJIaCh Iiesias TPyIa TPAaKTaTOB O IapTecHOM IeHuu (cm. [12,
c. 349—369]), To HU B 1730-€, HU B 1740-€ TOAbl HUYEro I1000HOro He HabIr01a-
Jiock. HoBBIE cTUIMCTUYECKUE PeaIUd — KaK TO BJUSHUE Ha MapTeC «IIPOCTOT0»
MHOT'OTOJIOCHUS, YIJIOTHEHHE (PaKTypPHhI, YIIPOIIleHNe TADMOHNHY, H30eraHue KIove-
BBIX 3HAKOB, HCIIOJIb30BaHNE 3aMMCTBOBAHHBIX U3 MOHOJUN MOJAJIBHBIX OeMOJIe
U INe30B — He MOJIyYNUJIN TEOPETUYECKOTO OCMBICIEHUS.

B cBOe BpeMs ACHBIA U KOMIIAKTHBIN TpaKTaT bepe30BCKOTO MOATr0TaBINBAI
K OCBOEHHUIO KauTaJbHOTO TpyAa Juienkoro. [lo aToil mpuurHe OH ABAXK/IbI J10-
IIIeJI JTIO Hac MO/, OTHOM 00JIOXKKOH ¢ « MyCHUKHHCKONM rpaMMaTuKoii». CerogHs oH
TakKe CrocobeH 00JIErdIUTh U3yUYeHe TEOPUN MY3bIKUA PYCCKOTO 0APOKKO.

Adanmayua «Kpamxo20 nokasaHus MycuxkuiiCKo20 neHus»

Huke mpejiaraetcs BbITlosiHEHHaAsA A. B. BysbrueBout ajanTamnusa obeux va-
cTel TpakTaTa bepe30BCKOro K COBpeMEHHOMY s3bIKY. Ee 1ejib — MpPOsICHUTD W3-
JIO>)KE€HHWEe, BO MHOTHUX CJIydaAX «CIPAMUB» CUHTAKCUC. MHOrouncjIeHHble HOTHBIE
IIpUMePHI U PUCYHKHU IIpejjlaraeTcs CMOTPETh o hakcumusie Ha carte Poccuiickoi

27 Tawm xke. JI. 108.
28 CobpaHue 12-roJIOCHBIX KOHIIEPTOB...
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rocy/IapcTBEeHHON OUOJIUOTEKN??, OPUEHTUPYSICh IO HOMepaMm JucToB. Hymeparus
IIPUMEPOB, Y aBTOPA OTCYTCTBYIOIIAs, IPOCTaBJIeHA OTAEJIbHO JIJI KaXKJA0W YacCTH.
B mepBoii yacTu ¥ B 3HAUUTEJIHLHOU CTEIEHW BO BTOPOM 3HAKU IMPENUHAHUS J10-
OaBJsieHBI TIpU ajianTanuu. I[1oay:KupHbIM HIPUGTOM BblJIeJIeHbI OYKBUIIBI (B pYKO-
IIICHU OHU TO KUHOBAPHbIE, TO YEPHBIE TOTYKUPHbIE). AJTaTITAIUU TIPEAIIEeCTBYET
CJI0Bapb TEPMHUHOB, BBITIOJITHEHHBIN B 0OPaTHOM XPOHOJIOTUYECKOM MOPS/IKE: IIepe-
BOJT — TEPMUHBI bepe30BCcKOro — TepMuHBI /[nenkoro.

CiroBaps TEpMHUHOB

IlepeBon Tepmunsl Bepe3osckoro Tepmuns! {nienkoro
ABTEHTHYECKHUI KaJaHC OOBIKHOBEHHBIN HageK OOBIKHOBEHHBIN MagexK
Bapuron 9KCIEIICHT, Tped 6ac rped, BRICOKHUH Oac, anbrembacc,

JATUHCKH YKCLEIUICHT, B POCCUNUCKOM
HapOJie KpbIXKaK

bemons O6emmMoITh, Oeda 6emoitp

bemonbubIi OeMOIAPHBIN, OEMMOIIAPHBII OEMMOITIPHBIA, OEMMY IS PHBIH

Bbpesuc TaKT JBOMHBIA —

BuyTtpucnorosoii pacnes ¢yra ¢wura, dyra

MEIIKUMH JUTUTEIBHOCTSIMHI

BoxanbHast My3bika MYCHKHS CTI€BaJIbHAS, JyXOBHAA NEeHUE

Bokc — cm.

ConbMHU3alMOHHBIN CIIOT

Bonbinounslit 6ac IIPABUJIO 1y IalbHOE MIPABUIIO AyAATIBHOE, [IO-TPEYECKHU 2XKe
JVPUITUIIITHATIBHOE

Bocxopsmiee nBrmxeHne MIPaBUJIO BO3IIECTBEHHOE BO3IIECTBUE, JIATHHCKH UMEHYEMOe
aCIIEHCHO

Bocbmast HoTa JaMaHast TIOJTYBEPTKA BsA3aHasl, [0OIMH] pa3 cBs3aHHAsS

(ecyv IITHITN COEMHEHBI BA3KaMH ),
MOJTYBEPTKA HEeBsI3aHas! (€CIH IITHIH HE
COCJIMHEHBI BSI3KaMH)

Bocemast maysa cema cema, cema HeBsi3aHasl, MOJTUaHUe
MOJTYBEPTKH

Beicokast Teccutypa BBICOKOCTB BBICOKOCTb

I'pucenbhast gocka Tabnuia, TadynaTypa, mucaHast J0cKa Tabnerypa

JIByTakToBas maysa Jpyra —

Jues JID3UC/ mues3nc JINe3UC

HuesHbiit JIMD3UCOBLIN / INE3NCOBBIIA JINE€3UCOBBII

Jomns TakTa 4acTh —

3ananue ToHa (110 3ByKaM pasjasHue rojaocoB pas/jiaua TOHOB (TOH TAaKKe: MHIENT, HAUaJIo

aKKopza) TIeHUsI), pasiasHue IJIacoB

3aKIIOYNTENLHBIN KaJaHC KaJICHUMAJbHBIN MafeK, KOHCUHBINA MagexK | —

3BYKOpST OykBaph OyKBaph

HIMUTaMOHHOE TTOCTPOCHHE KOHIIEPT KOHIIEPT

WHcTpyMeHTanbHast My3bIKa MYCHKHSI UTPaIbHAsI —

29 ®. 7 N¢ 57. CoopHuK My3bikaiabHO-Teopetnueckuit. URL: https://lib-fond.ru/lib-rgb/7/f-7-57/ (naTta
obpalleHus: 24.11.2023).
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Kananc

MMajexk, KaJCHIUs

TAeK; TIPaBUIIO, UMCHYEMOE JIATHHCKU
KaJCHIHAJIbHOE, CIIOBEHCKH e MaIeKHOE

Knasuarypa

KISIBUHYPA

Konmneprras Tema (Manas
UMHUTanOHHas popma)

(aHTa3ug KOHIIEPTOBAs

TICHUE KOHIIEPTOBOE

MaxopHas Tema

BCCCl1asa q)aHTaBI/IH

MYCHKUS BeCeliast, ICHUE BECCIIOC

MuHopHas TemMa

rcyajabHasa (baHTa?)I/If[

MYCHUKHS NTe€HaJIbHasA, NEHUE 1TE€YaJIbHOC

MHOFOXOpHaS[ CTpCTTa

HPaBUIIO XOPAIbHOE

IPaBUJIO XOpaJIbHOE

Harypanbhblii 3ByKOpsiz JypalIbHBIN, IPOCTOU JlypallbHBIN
(mpocToi, «6eTOKIaBUIIIHBIN)
Huskas teccutypa HHUCKOCTh HU3KOCTh

Hucxopsee nsmxenne

MMpaBHUJIO HU3MICCTBCHHOC

HU3ILECTBUE, JIATHHCKH HUMEHYEeMOe
JIECLIEHCHO

Hota (0o603HaueHHAsK
JIATHHCKOM GYKBO#, KIIaBHC)

JUTepa, IUTepa JaTHHCKas, IUTepa
OCHOBaTENbHAS, TUTepa (PyHIAMEHTAIbHAS

IIMCBMO OCHOBATCIBHOEC, ITMCHMO JIATHHCKOEC,
HOTAa JIaAaTUHCKAas, 3HaAMCHHEC

Hora IIPOTUB HOTBI

€CTCCTBCHHAA (1)aHTa3I/I$I

C€CTCCTBCHHOC IICHUEC

OCHOBHO# BUJI (TEMBI)

€CTECTBO

[May3a

maB3a

IaB3a

IInaranbubIi KagaHC

HEOOBLIKHOBEHHEIH magacixK

HEOOLIKHOBEHHBIN TaIeXkK, 3aBECUCTHIN
ajex

ITosoBuHHAs HOTA

IIOJITAKT

IOJITAKT, ITIOJITAKTa

IlomoBunHas naysa

oC

€C, IMMOJIYaHHEC IMOJITAKTOBOC

[TpaBuio 6ecTekcToBOE

MIpaBUIIO Oe3peyHoe

MpaBUIIO 0E3pEYHOE, JIATUHCKH e
aTeKCTaINC

[IpaBuio ocHoBaTeIbHOE

TIPaBUIIO OCHOBATEIILHOEC

MpaBmwIO (PyHIAAMEHTAIBHOE, CIIOBEHCKH e
OCHOBATEIbHOE

[lyHKTHPHBIN pUTM

TIIPOTUBOTOYHUE, IIPABUJIO IIPOTHUBOTOYHOE

KOHTPAITYHKT, IPOTHBOTOYNE

Pasmep 3/1 TpHITIA OOJBIIAS TIPOTIOPIIHS BEIHUKAS
Pazmep 3/2 TPHUIUIA CPEIHSS MIPOTIOPIHS BEJTUKAsL, TIPOMOPLIUS MaJIast
Pazmep 3/4 TpUILIA MaJias NPONOPLMS Majlast
Pasmep 3/8 TPHILIa, TPOMHAS B JIAMaHbIX, MaJiasi —
TIOTIOPLINS
Pasmep 6/4 niecrasi PoNopIys, AyIuia [Manas)| [UKaH[A
Pazmep 6/8 JIyTijia, ABOMHAS B TJAMaHBIX —
Pazmep 9/8 TpUILIA B JCBSITU JIaMaHbIX —
Pasmep 12/8 JlyIuia B AB€HAUATH JIaMaHbIX —
CuHkona [IPEPBAHHBIN TaKT —
CrnoBa peun peun
Cror (TekcTa) cmsiba —
ConbMH3aIMOHHBIN CIIOT HOTa HOTA, CIIOBO
Taxr TaKT TakKT, TAKTyC, M€pa, Bara
Tema (danTa3HA (hanTa3HA
Touxa IIYHKT, TOYKa ITyHKT, TOYKa
TpesByune coryacue, Coryacue JINTep coryiacue, KOHKOpAIus, COTJIACYIOIINEeCs

HOTBI

Tpexn0apHbIi TAKTOBBIH
pasmep

[POIOPLHAIBHOE/ IPEMOPLHATBHOE [IEHNE

nmponopuus, MpornopuruoOHaJIbHOC IIEHNUE
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TpexTakroBas maysa

TpIIena

TpuamareBTOpast HOTa

TpUKJAblJIaMaHas

I_[enaﬁ HOTa TaKT TaKT, TaKTa

L[enaﬂ naysa 9/1Ha €IHa I1aB3a, MOJIYaHHuE TaAaKTOBOE
quBepTHaﬂ HOTa YUBCpPTKa YBCPTKaA, YBEPTLA

quBepTHaﬂ Taysa HOJ’IBCOK/HOJ’I@COK IOJIECOK, MMOJIECaK, MOJTYaHHE YBCPTKH

YeTHBIN TaKTOBBIN pasmep (£)

CUTHYM, CUTHOBBIHN, IPOCTOH TaKT,
IIPOCTOE TIeHNE

HEIMIPOTIOPIIHS

IlecTHaanaTas naysa

cema JaMaHasi, CelITUMa, I1ay3a Majas

ceMa CAUMHOXAbIBA3aHAas1

[lecTHaaareie HOTHI, HE
COCIMHEHHBIC BSA3KaMHU
(0OBIYHO ITPY TIOBTOPEHHUHU HOT
Ha OJIHOM BBICOTE)

JABOCIIaMaHbIC, IBYJIAMAaHbIC

[IlecTHaanaThIe HOTHI,
COEMHEHHBIE BA3KaMU (IIpH
W3MEHEHHUHU BBICOTHI HOT)

BIBOCBA3aHbIC, NBAXK/IBIBA3aHBIC,
JBOCBsA3aHBIC

JOBAXXABICBA3aHHBIC, IBA PA3bl CBA3AaHHDbIE

KPATKOE ITOKA3AHUE
MYCHKHUHCKOTO ITEeHUS

2Kenaroremy 3HaTh C SICHBIM 00'bSICHEHHEM

HAIINMCAHO.

HOCKOJII)I{y MHOTHE IIpeJiaraloT pa3JiIMdHbl€ IIPUMEDPDI KEJIat0OI1M o6yanbc;1 My-
CHUKHUCKOTO IEeHUS Haydaj1y ujikd OCHOBAHUIO, TOI'O paJvd U CUE€ KPATKOE IIOKa3aHUeE CJjie-
AyET UM TEM HJIM NHBIM o6pa30M, OJHAKO XK€ OT caMou rpaMMaTHUKH HA4aJI0 CBOE IIpU-

€MUJIET.

U TIEPBOE,

JAa BE€JOMO 6yI[6T, YTO €CTb MYCHUKHA. MYCI/IKI/IH COCTOUT U3 ABYX yacTeu: O Ha 4aCTb

ZyXOBHAas1, KOTOpas OT roJsioca [J1. 1 00.] 4e10BeueCcKoro MPOUCXOIUT, APYTasi Ke UTPaTh-
Hasl, MMOCKOJIPKY OpraHaM# M MPOYUMHU MHCTPYMEHTaMU ITPOU3HOCUTCS, U TaK 00beM-
JIET MYCUKHUSA CepAlla YeJloBedyecKre, IPUBO/A NHOT/IA K BeCesINio, MHOT/A JKe K Ievau
110 Pa3JINUUIO TEM.

OcTaBUB UHCTPYMEHTAJIbHYIO MY3bIKY, IPUCTYIIUM K BOKQJIbHOU U y3HaeM, OTKy/la
OepeT HayaJIo yUyeHHe U Ha YeM OHO OCHOBAHO.

Mycukusi BoKaJibHas (pPaBHO KaK U WHCTPYMEHTaJIbHAas) HA CEMU HOTax OCHOBaHA
U Ha HUX CBOU (pyHJ[aMEHT UMeEET.

ATU HOTHI MUIIYTCA TaK:

ABCDEFG?3°,

HO B PUMCKOM HAaTypaJbHOM (TO e€CTh IPOCTOM) 3ByKopsze B mwuiiercs ea,
TO ecThb H.

U cuu HOTHI caMU 110 cebe He MOTYT Pa3bsICHUTD, UTO HYKHO IETh, €CJIU He OyayT
MIPUJIOKEHBI [J1. 2] K HUM CJIOTU ¢ HAUMEHOBAaHUEM HOT, KOTOPbIE IMHUIITYTCA TaK:

aspe mu gaym coavpe aamu a convym.

Taxk u cuu [coru] camu 1o cebe He MOTYT CTOSITh, €CJIN He Oy/yT IPUJIOKEHBI K BbI-
IIernepevYrcIeHHbIM OCHOBHBIM [ceMH] HOTaM, HO KOT/ia IIPUJIOKATCS, TOT/[A TOJTYIUTCS

3BYKOPS/I.

30 37ech U Jlajiee JIUTEPHI pUMCKUE (KJIaBUCHI) BbIJI€JIEHBI TIOIY>KUPHBIM IIPUGTOM, BOKCHI (COTbMH3A-
IIUOHHBIE CJIOTH) — KYPCHUBOM.
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CMOTpH, KaK OHH CO€/TTHEHBI:

Anape Bmu Chpaym Dcoavpe Easmu Fpa Geoavym 3

ATHU Ke HOTHI Pa3/IeJIAIOTCA B IEHUU HaiBoe. [lepBble UIyT CBEpXY BHU3, a BTOPHIE
— CHU3Y BBePX, KakK Oy/IeT BUTHO JTasIbIIIE.

KenarreMy ke 3HaTh HAJJIEIKUT IIPEXK/E BCETO ITePEUHCIIEHHbIE HOTHI C IIPUJIO-
JKEHHBIMH K HUM [cyioramMu] Kpermko 3aTBEPAUTH U B MAMSTH JepKaTbh, Ha0bI MOKHO
OBLIIO KaK CHU3Y BBEPX, TaK M CBEPXY BHU3 CKOPO U OBICTPO Oe3 BCAKATO 3aMe/JIEHUs
CKa3aTh, a JJIs JIy4Illed MaMATH IIPUJINYeCTBYEeT U Ha IaIbllaX PyKH 3HATh, 100 HA pyKe
IIATH MTAJIBIEB, KAK U B MyCUKUH IIATH [JI. 2 00.] IUHUH, YTO 3/1eCh BUHO B 0ACOBOM KJTIO-
ve (puc. 1)

M 110 3aTBepKEHNU ATUX HOT TPeOyeTcs Ha IMHUAX 3HATD yKe TOJIBKO CJIOTH, Oe3 Jia-
THHCKHUX OyKB, HO IIPHUCTYIIasA K U3YUYEHUIO HOT, HA/IJIEXKUT BeJIaTh, CKOJIbKO €CTh HOT U
Kakas KaK MMeHYeTCs U KaKOU CMBICT B cebe HeceT, UTO 37iech U 00bscHsIeTcs. C10oroB
IIIeCTh, UMEHYIOTCS K€ TaK: Ym pe Mu ¢ha conb 15. A TUNIYTCA HOTHI Tak (puc. 2)33,

W nepBas U3 HUX UMeHyeTcs OpeBUC, YTO O3HAYAET, YTO OHA PaBHA JBYM II€JIbIM
HoTaM (puc. 3), a ¢ TaKOU TOUKOH (puc. 4) — TpeMm 1eabiM. [lenas Hota (puc. 5) B IeHUN
COJIEPKUT B cebe IBe MOJIOBUHHBIE (pUC. 6), KOT/IA Ke MPUJIOKEH K Hell OyeT MyHKT WIN
TOYKa (pHC. 7), TO TPU ITOJIOBUHHBIE HOTHI. (1. 3) [To;TOBHHHAS Ke COZEPIKUT B cebe /iBe
YeTBEPTH TakuX (puc. 8), ¢ IPUIOKEHHOMU JKe TOUKOU (puc. 9) — Tpu ueTBepTU. YeTBEPTH
COJIEP?KUT JIBE BOChMBIE (PHC. 10), C TOUKOH Ke TaKou (puc. 11) — Tpu BOCbMbIe. BochMast
’Ke HOTa paBHA JIBYM IIIeCTHAAIATBIM (pHC. 12), KOT/a Ke ¢ TOYKOH (puc. 13), TO TpeM
mecTHa/maThIM. Takske U IIecTHAAIIaTass HOTa paBHA IBYM TPU/AATHBTOPHIM (pHC. 14).

Ho B ci1aBAHCKOM IIeHUH He IMPUBBIKIN KaK JPEBHUE, TAK U HOBBIE TBOPIIHI B CBO-
UX KOMIIO3UIUSIX TPUAIIATHBTOPHIE HOTHI ITOJIaTaTh U3-3a UX TPYAHOCTH, KOO 3TH HOTHI
WHCTPYMEHTAJIbHOU MYCUKHUHU IIPUJIMYHBI, 4 HE BOKAJIbHOU; XOTS BpeMs OT BpEMEHU T/ie
B IIEHUH U I10JIATAI0TCS, TO Pa3Be B MAJIOW MPOIIOPIINH, O YeM OyZeT Iocyes4.

3/1eCh ’Ke K MECTY BCIIOMHHUTD U O TaKTe3S, 100 B MyCUKHIICKOM ITEHUH HOTHI 0€e3 TaK-
Ta HUKOT/Ia He MOI0TcsA. TakT ecTh Bec (Mtk Mepa), 1a0bl meHue ObLIO PAaBHO U UCITPABHO,
U ero ITIOKa3bIBAET PYKa IIOIOIIETO; eCTW HOTA HAIlFCcaHa Tak (pHc. 15), TO €CTh TAaKT paBeH
[IeJI0ON HOTe, TOTJla ero HAJJIEIKUT Pas/iesIATh Ha JBe JOJIU: MOJOBUHY IETh, IOKAa pyKa
CBEpPXy BHH3 I1a/Ia€T, APYTYIO K€ MOJOBUHY OKOHUHUTD, KOT/Ia PyKa BBEPX Ha CBOE MECTO
BO3BPATHUTCs, ¥ TOT/A OyZIeT COBEPIIIEHHBIN TAKT.

W ecnu Ha ABYX MOJIOBUHHBIX HOTax Ha IIepBOM pyKa IONJIeT BHU3, a HA JPyrou
[71. 3 006.] BBepx, TO OyZeT TaKT, U B YEThIpEX UETBEPTAX HA JABYX [pyka moiizieT] BHU3

31 He 3HaKOMBIM cO cpeHEBEKOBOU CHCTEMOH, coueTaloleil 0603Havarome abCoTIOTHYIO BBICOTY JIa-
TUHCKHE OYKBBI (KJIaBUCHI) U CJIOTH (BOKCHI, IIOKa3bIBAIOIMe QYHKIMIO HOTHI B PA3JIMYHBIX TeKcaxop-
J1ax) yioOHee BCero MMO3HAKOMUThCSA ¢ Hel 1o TabiinIle, TOMeIleHHOU B BUKUIIeZHU B cTaThe «'BUI0HOBA
pyka» (Guidonian hand).

32 l3o06pakeHa pyKa, ATh JINHEEK SABJIAIOTCS IIPO/IOJIKEHNEM IIATH NMaIbleB. BacoBHIN KJII0Y IOMeIleH
y OCHOBaHHU: OOJIBIIIOTO MTAJIBIIA.

33 I300pakeHbl VINTEIBHOCTH OT OpeBuca JI0 MECTHA/IIATON, KOTOPBIe Ha PUCYHKAX 3—12 OyAyT Ipes-
CTaBJIEHBI IO OTJEIHLHOCTH.

34 OpuH U3 IPUMEPOB HA TPHUALATHBTOPBIE HOTHI B ITAPTECHOM IEHUH MOXKHO HAaWTU B KOHIEpTe 1[bI-
Oynbckoro «TanmHCTBO cTpaHHOe» [13, ¢. 257]. ABTOp IpUMEHWI UX B 3IU30/le, HAITMCAHHOM MMEHHO
B «MaJIOH IIPOIIOPLIMU», TO ecTh B pa3zmepe 3/8. [lo3Hee, KONUPYA STOT KOHIEPT, IEPEIUCIYUKH CIIEIIH-
aJIbHO U3MEHSJIU PUTM, YTOOBI N30€3KaTh TPUALIATHBTOPBIX HOT, HAIIKCAB BMECTO HUX IIIECTHA/IIIATHIE.

35 /1o 3TOro MOMeEHTA MOJ, «TAKTOM» II0/[pa3yMeBasIach Ies1asi HOTa, OTCI0/IA U Jlayiee — COOCTBEHHO, TAKT
(B COBpEMEHHOM CMBICJIE 3TOTO CJI0Ba). HEKOTOpBIE aBTOPHI TOTO BpEMEHH PA3JIMYAIN COOCTBEHHO «TaKT»
U «TaKTy» (IIeJIyI0 HOTY).
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U Ha JIBYX BBEPX, TO IMOJIYIUTCSA ITOJTHBIN TAKT; K HA BOCBMU BOCBMBIX, KOT/Ia HAa UeThIPEX
BHHU3 U HA YEThIPEX BBEPX, TO OyZeT TakT. Tak ke U ¢ MecTHAAIATBIMU — BOCEMb BHU3
U BOCEMb BBepX — Oy/IeT TaKT.

B Tpex101bHOM Ke IEHUH IEJTUTCSA TaKT Ha TPH J0JIN: O[HA JI0JIsl BHU3 [ BECTH PYKY],
Zpyras — B CTOPOHY, TPEThs — BBEPX, HO B pa3zMepe 6/4 AeaUTCA TaKT, KaK B UETHOM
pasmepe, TO eCTh Ha JIBE JIOJIH.

31ech Hy»KHO YIIOMSAHYTb YeTHBIN pa3Mep TOTO PaJH, YTO O HEM HY?KHO 3HATh: OH CY-
II[eCTBYET.

YeTHbBIN pa3Mep eCTh HUUTO MHOE KaK TOJIPKO JIMIIb 3HAK MPOCTAro MeHus, KOTo-
phIii cTaBuTca O6/M3 KiaOua B Havasie Tak (puc. 16). U Torma mMeHyercs Takoe IeHHeE
YETHBIM, ¥ OHO UJIET C IIPOCTHIM TaKTOM.

Korpga ke 6;1m3 xIoua mocraByieHa OyzieT Kakas-anbo IpoIopIus, Torja OyzmeT
TPEX/I0JIbHOE TIEHHE, B KOTOPOM HYKHO JIJaBaTh TaKT, KaK CKa3aHO BhIlIe. 11 Tak cue Bce
noz06aeT 3aTBEPAUTh U UMETh B IAMATH TBEP/IO, U IIOTOM [JI. 4] y?Ke IPUCTYIIUTD U K ca-
MHM HOTaM, KOTOpbI€e MUIIYTCA Tak (IIpumep 1).

Cun HOTBI HAJJIEKUT IE€Th CHU3Y BBEPX, U 371eCh BTOPBIE COJTbMU3AIMOHHBIE CIJIOTH,
UMeHYIOIHe HOTBI3® (Kak mpek/ie yHOMAHYTO [Ha J1. 2]) ynotpebssioresa. Korga ke HOTbI
OyAyT HaM¥CaHbI CBEPXY BHU3, TOTA HAJIJIEIKUT YIIOTPEOIATH EPBbIE CJIOTH, KaK BUIHO
HIKe (Ipumep 2).

3HaHUA Ke pajy CUX HOT, a IyIlle BCETO Pajgu pa3yMeHUs, YeM IePBbIe COJTbMU-
3aIIMOHHbBIE CJIOTU OT BTOPBIX B IEHUU OTIMYAIOTCS, HAJJIEXKUT BCAKUE BUJIBI BOCXOISI-
I[Eer0 ¥ HUCXOJIAIIEr0 JIBUXKEHUS [eJIBIMU, [IOJIOBUHHBIMHY, Y€TBEPTHBIMU, BOCBMBIMH
U IIEeCTHAAIATHIMU HOTaMU¥’ JJIsi COBEPIIIEHHATO B IIEHUU pa3yMa 3aTBEPAUTH U B Ma-
MATH UMeTh. VIMemuil ux TBEPAO B MaMATU YMETh Oy/IeT U Bce MyCHKUUCKOE TIeHHe
0e3 TpyZla pacro3HaBaTh, KAKUM K€ MOPSAJIKOM TaKoe JABIKEHHE IMUIIETCs, 371eCh sICHO
IIOKa3aHo B 0acOBOM KJIioue. [JI. 4 00.]

Bocxopsiee nBmkeHUe 1-1 CTEIIEHH IEJIBIMUA HOTaMu (TTpuMep 3).
Bocxopsiee nBmkeHMe 2-1 CTENIEHU ITOJIOBUHHBIMU HOTaMU (ITIpUMED 4).
Bocxopsiee nBukeHNe 3-U cTeneHN YeTBEPTAMHU (IIpuMep 5).

Bocxopsiee nBmkeHNe 4-1 CTENIeHN BOCBMBIMU (IIpuMep 6).

Bocxopsiee aABmKeHNE 5-U CTEIEHH IIECTHAAIIATHIME (IIpUMED 7).
Hucxopsiee nBrkeHne 1-1 CTENeHU 1eJTbIMU HOTamu (mpumep 8).
Hucxopsinee nBrkeHne 2-1 CTEIIEHHU MOJOBUHHBIMYI HOTamMu (mpumep 9). [J1. 5]
Hucxopsiee nBrkeHne 3-1 CTENEHU YeTBepTAMHU (IIpumMep 10).

Hucxopsinee BU>KeHNE 4-1 CTEIIEHU BOCBMBIMHY (TIpUMep 11).

Hucxopsinee BUKeHNE 5-1 CTENIEHU MIECTHAIIATHIMU (IIPUMeEp 12).

Cuu »xe BU/IbI BOCXOJAIIETO ¥ HUCXOJIAIIETO JBUKEHMUA He BCEr/la UMEHHO TaK CIIy-
yaeTcs IeTh, KaK 3/lech KPATKOCTU Pa/ivl HAIMCAHO, HO BCAKUU BU/JI IBUKEHUS MUIIIETCS
TaKUM 00pa30oM, KaK II0OKa3aHO BBIIIIE: BCE MIATH CTEIleHEN BOCXO/IAIIET0 U HUCXOAAIIETO
JBUKEHUA UAYT IeJIbIMU U IPOUNMH HOTaMH.

M Tax u3yuuB 3TU BU/IbI JBUKEHUA B 02aCOBOM KJIIOUe, MOXKHO Oy/IeT 11eTh U UHBIMU
roJIOCaMU, €CJIM II03HATh CMBICII KJII0Uel, 0 KOTOPBIX 3/1eCh K MeCTy U IPUJINYHO 00bsC-
HUTB, YTO 3TO Takoe. Kirtou numeHyeTcs Tak, uOO OTMbIKAeT HOTBI /ISl eHUsA (WU J1aeT
UX 3HaHUeE), 100 XOTA U HAIIMCAHBI OyAyT Kakue-Jub0 HOTHI, [J1. 5 06.] HO ectu TIpu Ha-
yajie KJIoua UMeTh He OyZyT, TOr/ia HeBeJIOMO, KaK UX NeTh (IpumMep 13).

36 Cioru, crosmye Iocje JJATHHCKUX OYKB. /[Ba ciora MOKa3bIBal0T (QYHKIIMIO HOTHI B JIBYX Pa3JIMYHBIX
rekcaxopzax.

37 CMm. 00 3TOM pasziesibl 3—4 BTOPOU YacCTH.
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Korpga ke mpuIoKUTCA KJIIOY TakoB (puc. 17), Toraa Oyzer Oac, KOrjia »Ke TaKOB
(puc. 18), Torma Oy/ieT BBICOKMU JUCKAHT; MOJA00HO TOMY C TEHOPOBBIM UM QJIbTOBBIM
KJIIOUaMU.

B MycukuiickoM ke eHUM 00peTaloTCA TOJIBKO TPU KJII0Ua HACTOSAIINE UIN OOBIK-
HOBEHHBIE; C IOMOIIIBIO TEX K€ 0003HAUEHUH CTAaBATCA U UHBIE KJIIOUH, KOTOPbIe HMEHY-
10TCA HEOOBIKHOBEHHBIMU.

ITumnyTes »xe oHU Tak: (IpuMep 14).

U nepsbiii u3 Hux umenyetrcsa F, KOTOPBIN €IMHOMY TOJIBKO 0acy MpHUHAJIEKUT.
Bropoii numenyetcs C. Cell K104 TEHOPY, aJIbTaM HU3KOMY U BBICOKOMY, TaKXKe U JIHIC-
KaHTy HU3KOMY caykuT3®. Tpetuit umenyetcsa G. Celi TOJTBKO JJIs OTHOTO JUCKAHTA BbI-
COKOTO HCITOJIb3yeTCs. [J1. 6]

CwmbICI JKe UX B TOM, UTO KOT/Ia KAKOH-JIN00 M3 HUX CTABUTCS, TO B IEHUU TaM U Oy-
JleT HOTa, [0 KOTOPOH Ha3BaH KJII0Y. 3/1ech n300pakeH K4 6acoBbIH (pHrc. 19), KOTO-
pblii ecTh F, 1 KOT/1a OT HErO CUUTATh 3BYKOPS/, TOT/IA ICHO OYZET, T HA/IJIEXKUT OBbITh
mepBoii HOTe A (TIpuMep 15).

ITosTomy cuuTast oT HOTHI A 10 HOTHI F 1 OyzieT Bech 3ByKOpsI/] KaK OH ecTbh. Tak 1mo-
7100aeT 1 0 MPOYUX KJTI0UAX Pa3yMeTh, I7e KaKOU cTaBUTCs (ITpuMep 16)%.

Ceii k1t04, TOKe 6ACOBBIN, UMEHYETCs DKCIIEIEHT U rped, u Tam OyzeT Ta ke HoTa F,
KaK U B IEPBOM KJIIOUE.

[Tpumep B TeHOpe (mpumep 17). [1. 6 00.]

[Tpumep B HU3KOM asbTe (Ipumep 18).

[Ipumep B BbICOKOM asibTe (IIpumep 19).

[Ipumep B HU3KOM JIUCKaHTe (IIpUMep 20).

[Tpumep B BBICOKOM JIUCKaHTe (IIpUMeED 21).

HeoObIKHOBEHHBIE JK€ KJIIOUM CTABATCSA C IIOMOIIBIO TEX K€ 0003HAUEHUH, BKPATIIE
Tak (mpumep 22).

XoTs y:ke 1 00BABJIEHO O UETHOM pa3Mepe U SICHO, YEM OH SIBJIAETCS, HO U 3/IECh
He 0e3 MPUYMHBI BTOPUYHO O HEM yIoMuHaetcs. Tam TobKO 0 3ByKax [J1. 7] ero, 31ech
Ke | 0 Tay3ax (To ecTh O CTOSTHUU WJIU O MOJIYaHHUHU), O YEM HYKHO 3HaTh, KAKHUE U3 HUX
B IIEHUU CTABATCS, M KaKas Iay3a KaKOW HOTe COOTBETCTBYET, M KaK OHH WMEHYIOTCS,
1 Kakye 00pa3oM IUIITYTCsS — BCE HTO SCHO MOKa3aHo.

[[TecTHaaaTas maysa nuieTcs Tak (puc. 20), 03Ha4YaeT MOJTYaHUE B TEUEHHUE IIIECT-
HaAaTod HoThl (puc. 21). U eme numercsa naysa Tak (puc. 22), UMeHyeTcs BOCBMOU
1ay30¥, O3HAUYaeT MOJIYaHUe B TeYEHHE BOCbMOU HOTHI (puc. 23). Takke MUIIETCA TaK
(puc. 24), uMeHyeTcA 4eTBEPTHOHN Iay30U, O3HAUaeT MOJIYaHUE B TeUeHHe UYEeTBEpPTU
(puc. 25). U eme numercsa Tak (puc. 26), UMeHyeTCs TTOJIOBUHHOU Iay30H, O3HAYAET
MOJIYaHUE B TeYEHHE ITOJIOBUHHOU HOTHI (puc. 27). [Tuiercs Tak (puc. 28), umMeHyercst
1IeJI0H T1ay30H, 03HAYaeT MOJTYaHUE B TEUEHUE IEJIOU HOTHI (pHC. 29).

Tak u o mpounx pasymeeTcs. 3a JiBa TaKTa — JIByTaKTOBas 1ay3a, 3a TPU — TPEXTaK-
TOBas, 3a OOJIbIIIee YHUCJIO — ITOA00HBIE UM, KaK TO BUAHO (IpuMep 23). [J1. 7 00.]

TaxkuM 00pa3oM MOKHO CUUTATH I1Ay3bl, XOTsI ObI OHU OBLIH U /IO 50 TAKTOB WJIH JIaKe
6oJ1ee TOTO.

YpazymeB 4eTHBIN pa3Mep U ero maysbl, HAJIEKUT 3HAaTh U O TPEXJIOJIBHBIX Pa3-
Mepax C uX Iay3aMH — KaK IIPOIOPIIUY IUIITYTCA U KaK UMEHYIOTCS, M KaK B HUX Iay3bl

38 IlepeuwnciieHbI CIIeIYIONINE KIIOUN: TEHOPOBBIH, AJIbTOBBIH, MEIIIO-COIPAHOBHIN M COTIPAHOBBIN (JIHiC-
KaHTOBBIN).
39 B mpumepe 16 nmokazaH 6apUTOHOBBIN KJIIOY, O KOTOPOM PeYb HJIET Jajiee.
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cunTalTcsa4?, uero Oyzmet nmpumep. Pazmep 3/8: momoBuHHAs maysa, 1iesas maysa (rmpu-
Mep 24).

Pazmep 6/8: mosioBuHHAsA mMay3a, mesas maysa (mpumep 25).

Pazmep 9/8: mosioBuHHAsA mMay3a, mesas maysa (mpumep 26).

Pazmep 12/8: mosroBuHHAs m1ay3a, Iesias naysa (mpumep 27).

Pazmep 3/4: monoBuHHAas nay3a, 1eJias naysa (mpumep 28).

Pazmep 6/4: monoBuHHAs 11ay3a, 1eias naysa (IpuMep 29).

Pazmep 3/2: mostoBuHHAs may3a, 1esias naysa (mpumep 30).

Pazmep 3/1: mosioBuHHAA May3a, mesnas maysa (mpumep 31). [1. 8]

Ectb u pyryie Tpex0IbHbIE PA3MEPBI, HO IIOCKOJIbKY UX MaJIO YIOTPEOJISAIOT TBOP-
Il B IIEHUH, TOTO PAjHy U 37leCh OOJIee 0 HUX YIIOMUHATH U3JIUIIHE OY/IEeT, I0CTATOYHO
U O3HAUYeHHbIe 3HATD.

ITocsie 3TOTO BEChbMa HYKHO M ITOTPEOHO 3HATH KAaK 0 O6EMOJISIX, TaK U O iue3ax, KOTO-
pble TuIIyTes Tak (puc. 30), U Korza 6eMoJIb IIOCTaBJIeH OyAeT 6,113 KaKoW-1ub0 HOTHI,
kpome F u C (160 Ha cux HOTax HUKOT/[a 0eMOoJIb He 110JIaraeTcsi), TOI/ia 3Ta HOTa BCeria
oyner ga+ (mpumep 32).

Taxske 1 Korja aues3 OyJieT Ipu Kakou-1u60 Hote cTosATh (kpome B u E), ata HOTa
Bcerza Oyzmer mu#? (mpumep 33).

ITpu cem HaJIJIEXKUT BeIaTh, UYTO eCTh JIura. Jlura ecTb cBA3bIBAHUE, OHA HAJ| OJTHOU
OYKBOI WJIM CJIOTOM TEKCTa J[BE, TPHU U OOJIBbIIIEE YHCIIO HOT CBA3BIBAET, KaK 371€Ch. [J1. 8
00.] (mpumep 34)

Taxke TOCJIe/IHSASA U TepBas MOTPeOHOCTh — 3HATH U 33J]JaHUE B IEHUU TOHA, 0O
B35IB MyCUKUUCKUA KHUTHU WU TETPAH, cliepBa HAJJIe?KUT Pas/iaTh TOHBI F0OJIOCAM U I10-
TOM meTh. Toro pagu Kak 3azjaeTcs TOH rojiocaM, CKOJIBKO eCTh CIIOcOOOB ero 3a/1aTh
U KaKre U3 HUX Ma)KOPHOTO, KaKie MUHOPHOTO MEHUA — BCE 3TO SCHO B IIpUMepax Io-
Ka3aHo.

Crioco60B 3a1aHus TOHA IeHuu Yethipe. [lepBoiii — ot [HOTBI] GCobym, BTOpOr —
ot Azsipe, Tpetuil — oT Chaym, yeTBepThIi — OT Dconvpe, u3 Hux 1Ba — Geoavym u Cga-
Yym — Ma:KOPHOTI'0 TOHA, pyrue xe iBa — Asape u Dcoavpe — MuHOpHOTO*. JIBa 2Ke ToHA
ot G u A 3a/1a10TC CHU3Y BBepX, a /iBa oT C u D — cBepxy BHU3*. [11. 9] (mpuMmep 35)

WN3yunuB Bce cue, HAIMCAHHOE BKpATIIE, €CJIM KTO 3aXO4YeT 0oJiee TOro 3HAaTh, TO
Jla IIPOCUT Jarolaro bora o cem BKylle, U cTydallleMy OTBOPAT, UOO BCAKAsA TPYAHOCTD
MPUJIEIKHOCTBIO yMsArdaeTcs. Toro pagu HaJIEXKUT UCKATh, U UIIYIUH OOpPAIIET, IO0-
CKOJIbKY BCSIKOTO PAYUTEIbHOTO K YUYE€HHIO TIJaHNe €r0 HACTaBUTh MOXKeT.

31ech B OKOHYAHUHU NEPBOU YaCTH, ellle KPaTKO 00bsACHAeTCA CeAyolero Tabim-
1Ie10, KaK HaJJIe’KUT 0eMOoJIbHbIe U /Ie3Hble 3BYKOPAAbl PACIIO3HABATDh U KaK UX IeTh:
cIepBa IpOCThle KUY BBEPXY HAIIMCAHBI, a 110/l HUMU MIPOYUe, U BCe HUKEeCTOAIINe

HY>KHO B TeX IIPOCTHIX KJII0UaX MeTh, KOTOPble OHU HaJl c0600 BBEPXY UMEIOT. [J1. 9 00.]
(mpumep 36)* [1. 10]

40 WHbopmanus o TPeXA0IbHBIX pa3Mepax U Iay3ax B HUX B JJTAHHOU PYKOITHCH €Ille pa3 CUCTeMaTH3H-
pOBaHa Ha JI. 94 00., HETIOCPEZCTBEHHO [T0 OKOHYAHUHU TPAKTaTa JIUjIeIKoro.

41 Vmeetcs B BUAY BOKC (fa B TEKCAXOP/ie, TO €CTh BEPXHsIS HOTA MTOJIyTOHA.

42 To ecTh HUKHsISI HOTA [TOJIyTOHA.

43 TlepeunciieHsl YeThipe HanboJiee pacnpocTpaHEeHHbIE B MAPTECHOM IEHHH TOHAJIBHOCTH, IIPUUEM B
MOPSJIKE CHIKEHUs 4yacToThl ynorpednenus: G-dur, C-dur, a-moll u d-moll (cp. okoHuaHue pazzaena 19
BTOPOH YacTH).

44 TIpuuynHA TaKOTO MOPSKA 33/[aHKS TOHOB aKKOP/Ia HesiCHA.

45 KiroueBble iue3bl M 6EMOJIH BILUIOTH /IO MISTH 3HAKOB.
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Mukcra
Ansamupe Bgabemu Ccoavgpaym Das convpe Easmuga Fpacorvym Geoavaspe

MukcTa Wik CMeIIaHHbIA OYKBaph, B KOTOPOM BCSIKHE TeMbI CMEIIUBAIOTCA — IIPO-
cThle ¢ 6eMOJBHBIMU B OEMOJIbHBIE C IME3HBIMU — U OKAHUYMBAIOTCS IIPOCTON TEMOM

(mpumep 37)°.

I'PAMMATUKA
TBopeHue asropa Muxauna bepe3oBckoro

CobOpaHure OT MHOTHX, KOTOPOE IOKa3yeT MaJIoe JKeJIAIIEeMY ObITh COUMHUTETIEM,
TO €CTh TBOPIIOM MYCHUKHHCKOTO IEHUS: KaK ero 0e3 IMorpelieHus Ha/lJIEXKUT TBOPHUTb.
KenaroremMy 6bITh TBOPIIOM (MJTH KOMIIO3UTOPOM) TIepBasi HEOOXOAMMOCTh — 3HATh BCE
3BYKOPAABI MyCUKUUCKHE, KOTOPbIE B IIEPBOM YacTU MOKa3aHbI, CKOJIBKO HUX eCTh U Ka-
KUe HY>KHBI, 2 BTOpas — 3HaTh [IPaBUJIA, 110 KOTOPBIM COCTABJIETCA BCAKOE MYCUKUI-
ckoe neHue. 11 HacTOJIbKO OHU HA/IO0HBI, UTO Oe3 HUX Jlaske caMoe KPacHBO CJIOKEHHOe
neHne He 060MeTcs 6e3 morperieHus.

Toro paju nosiaralorcs 371eCh CBeJIeHUs, CKOJIBKO IIPaBUJI MyCUKUNCKUX, HY>KHeH-
IIUX K TBOPEHUIO IIeHUs, TOTPeOHO 3HATh, IOTOM 3Ke U IIPOYUe CBOMCTBA, Kacarluecs
COUYMHEHUS TPABWIHLHOTO ITEHUs, BKPATIle O0BACHIIOTCS.

1. CTpoeHue Tpe3By4uuni.

2. Tabaua, KoTOpas 3HAYUT TO KE CAMOE, COZlePIKaIasi TEPIIU U KBUHTHI.
3. Bocxopisitiiee ABMKEHME, coieprKalliee B cede MATh cTeleHel. [J1. 9500.]
4. Hucxopnsaiiee BIKEHNE, TAKXKeE cozieprkaliee B cebe IATh CTENEHEH.

5. IIpaBuiio ecrecTBeHHOe.

6. IIpaBuio oOcCHOBaTeJILHOE.

7. MHOTOXOpHAaA cTperTa.

8. I[IpaBmio BoJIBIHOYHOTO Oaca.

9. I[IpaBuiio cmenranHoe.

10. IIlyHKTUDHBIA PUTM.

11. [IpaBuio npoTuBHOE.

12. [IpaBuiio GecTeKCcTOBOE.

13. O pacnosokeHnu eHus.

14. O TBOpeHUHU NIE€HUA.

15. O TBOpeHUU IIeHU 110 eCTECTBY.

16. O pacuiupeHuH NeHus.

17. O mpeBpalleHuu IeHus.

18. O TpaHCIIO3UIUU 3BYKOPAOB.

19. O kaJjlaHCaX aBTEHTUYECKUX U IJIaraJIbHbBIX.

20. O beMoJISX U JUe3ax:

— 1) KOTOpbIE B HAyaJIe MoJIararTcs,

— 2) KOTOPBIE B CEPEIHE MTPUIUYHBI

— 3) ¥ KOTOPBIM B 3aKJIIOUHMTEIbHBIX KaJlaHCAX MPOTUB Oaca MPUHAJIEKUT OBITh.

[71. 96]

46 KBUHTOBBIN KpyT TOHaIBHOCTEH: C-dur — F-dur — B-dur — Es-dur — As-dur — Des-dur — Fis-dur —
H-dur — E-dur — A-dur — D-dur — G-dur.
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YUTO IPOTUBOPEYUT rPAMMaTHUKE

1.0 TBOPE€HHH II€HUA C OKOHYaHKEM HE B TOU TOHAJIBHOCTH, C KOTOpOﬁ OHO Ha4u-
HaJIOCh.

2. HOTBI, HE COOTBETCTBYIOIIIHE TEKCTY, TO €CTh pe€uaM, 1UJIn pedu, HE COOTBETCTBYIO-
e HoTaM.

3. IlapasiesibHbIe KBUHTHI, UAYLIHAE MHOTO pa3 MOAPA.

4. BHYTpHC/IOrOBOM pacieB MeJKUMMU JUIUTEIHHOCTAMU Y 6aca Ha BBICOKMX HOTAX
Ha OYKBaX «H» U «y».

5. bemonn n AUE3bI, IIOCTABJICHHBIE TaM, I'Ie OHU HE HY>KHBI.

OxkoHuaHUe
C KaKuX roJI0COB HAUMHATh COUMHEHNE MY3bIKU.

M Toro pagu Bce 3TO KaK Hy:KHeHIee I TBOPEHUs MYCUKULCKOTO MeHUsl 00b-
SIBJISIETCST 3apaHee, YTOOBI €ro KaK MOKHO CKOpee 3aTBEPJUTh B ITAMATH. B ueM ke ero
CMBICJI ¥ KaK €T0 Ioi00aeT pa3yMeTh, TpeOyeT CHOTO OObsICHEHUS C TOJTKOBAHHEM, Ka-
KOBOE [J1. 96 006.] ¢ Bokrei moMOIIbIO CIIEAYIONUM TOPSAIKOM pacliojiaraeTcs BKpaTIle.

1. CTpoeHue Tpe3Byuni

Crpoenue Tpe3ByuHii TOrO pajy IoJjiaraeTcs BHayajsle, 4YTO 9TO IepBOE OCHOBAaHUE,
KOTOpPO€E OTKPBIBAET MyTh K TBOPEHUIO MeHUs, MO0 6e3 3HAHUSA ero HUKaKuM 0O6pa3om
HEBO3MOXKHO HIYETO HAIKCATh, €CJIM HEBEJIOMa HOTa A M ¢ KAKUMU HOTaMU OHA COTJIa-
cyercs. Taxke u HOTa B, 1 mpoune — Kakue ¢ KAaKUMH coryacyoresd. U cue crpoeHne
TPe3BYUYHH, KaK MepBoe [ITpaBMUJIO] WJIM HAYAJIO JIJIA JKEJIAIOMIETO OBITH TBOPIIOM MYCH-
KUMCKOTO TIeHUS HAJIJIEXKUT TBEP/IO 3HATH U B MTAMATHU KPEIKO JIep>KaTh, YTOOBI HU pasy
He UMeTh HYK/bI, yCBOUB 3TO, CHOBA MMPUHHUKATh K KHHUTE, YTOOBI 3TO y3HaTh. Hauaso
TPe3BYyUMU I10JIaraeTcs TaK.

Horta A cornacyercs ¢ Hotoro C, u ¢ Hotoro E, 1 ¢ okTaBoro cBoero A. [J1. 97] (ipumep 1)
Hora B corsacyercsi ¢ HoToto D, u ¢ HOTOI0 F, 11 ¢ OKTaBOMO (IpUMep 2).

Horta C cormnacyercsi ¢ Hotoro E, 11 ¢ HOToto G, B ¢ OKTaBOIO CBO€IO. [J1. 97 00.] (TIprmep 3)
Hora D coracyercs ¢ Hotoo F, 11 ¢ HOTOI0 A, B C OKTaBOIO CBO€IO (IIpUMep 4).
Hora E cornacyercs ¢ Hotowo G, 1 HOTOIO B, 1 ¢ 0KTaBOI0O cBOEM. [J1. 98] (mpuMmep 5)
Hora F corsacyercs ¢ HOTo1o A, 1 ¢ HOTOI0 C, 1 ¢ OKTaBOIO CBO€Io (mpuMep 6).
Horta G cortacyercsi ¢ Hotoro B, 1 HoToro D, 1 ¢ 0KTaBOIO CBO€0. [J1. 98 00.] (Tpumep 7)

Bce 3TH HOTBI, KaK B HATypaJIbHOM, TaK U B 6€MOJIbHOM U JINE3HOM 3BYKOPS/IaxX He-
IIPEMEHHO COIJIACYIOTCS, TOJIBKO B HATyPaJIbHOM (TO €CTh B IIPOCTOM) 3BYKOPsi/ie, KOT/ia
B Oacy HoTta B, Torga Ha HOTy F HajieskuT nmosiaraTth Jues, Korja ke npu Hote F He 110-
cTaBJIeH ue3, To B 6acy Ha B Hauiesxxut ObITh 6eMoJtro (mpuMepsl 8, 9). [J1. 99]

2. O Tabiune

J11s ydiiiero pasyMeHUs MOJIaTaeTcs IIPU CEM O TOM K€ CTPOEHUU TPe3BYUHi
TabJIuIa, KOTOpas sICHO IIOKAa3bIBAET B ceOe COTJIacue, TO €CTh TEPIIUU U KBUHTHI.
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ToJsikoBaHUe 5TOU TaOJIUIBI TAKOBO: HUXKHUE HOTBI, TO ecTh A, B, C 11 ipouue B psAxy,
npuHaziexkar 6acy. Jlpyrue, Haj HUMU crosiue, To ectb C, D, E, — BTOpOMY roso-
cy, Hallpumep, TEHOPY, aJIbTy U JIUCKAHTY, U 3TU HOThI UMEHYIOTcA [J1. 99 00.] Tepiun,
711 TIepBoi HOTHI A 5T0 HOTa C. Tperhu ke HOThI, Kou ecThb E, F, G, ciry>kat nmepBomy ro-
JIOoCy, UMEHYIOTCS KBUHTBI, 100 0T IepBoil HOTHI A 3T0 HOTa E. I1aThIe¥” HOTHI B BEpXHEM
pAAy OIPWINYHBI BCEM T0JI0CaM, UMEHYIOTCSA OKTaBbI, MO0 OT MEPBBIX HOT — BOCHMBIE,
B [IEHUH K€ €IUHBIM WUJIN PABHBIM I'OJIOCOM HUJIYT.

3. O BocxoseM IBUKEHUU

Cue BOCXOAIIIEE TBUKEHUE, PABHO KAaK U CJIEAYIOIEe IO HEM HUCXOZSAIIEE, CTOJIb
B MYCUKHUCKOM II€HUH HY)KHBI, YTO 0€3 HUX BCSIKOE IIeHUE, HEe TOJIPKO MYCUKHUCKOE,
HO JIa’Ke UPMOJIOMHOe WIN MHUPCKOe (TO eCTh ICAJIMbI U TECHU) He MOXKET CYIeCTBO-
BaTh, TOTO PaJlid OHO JKeJIAIOIIEMY OBITH COCTaBUTEIEM MYCUKHUUCKOTO IIEHUS ITOTPEOHO
Kak IepBoe U mocyeHee (YTO ckazaHO O HEM BHIIIE). BechbMa mpocTo padymeTh, Kak TO,
KOTOPO€E UMEHYeTCsI BOCXOSAIINM, pas3zesisieTcsl Ha IATh cTeneHer. Bot crenens [J1. 100]
1-1 (mpuMep 10), KoTopas /1a OyZeT U B IPOYUX IroJI0CaX B UMUTAITMOHHOM IIOCTPOEHNH;
BOT KaK HA/IJIEXKUT ee BO TBOPEHUH YyIOTPeOIATH (TIpumep 11).

TakoBa 1-5 CTEIIEHb BOCXO/IAIIETO JBUKEHUS, KOTOPAs HE BCET/IAa TAKOBBIM 00pa3oM
ynoTpe0JisieTcsi, HO MHOT/IA Ype3 IeJIble HOThI, MHOT/IA JKe Ype3 ITOJIOBUHHBIE, U YETBEP-
TH, 1 BOCbMbIE HOTBI B PA3HBIX TEMAX, KAK B Ma)KOPHBIX, TAK 1 B MUHOPHBIX €€ T0JIaraTh
MOJKHO, KaK Oy/ieT 3/iech B BOCBMBIX (rpuMep 12). (J1. 100 00.)

M3BecTHO ke Aa OyzeT, YTO TOTO pajgd MMEHYeTCs JBHKEHUE BOCXOAIINM, /Ta0bI
BCE T0JI0Ca BOCXOXK/IEHUE B IIEHUH YIIOTPeO Isiii. Ecitu »ke HeJlb3sT B TAKOW TeMe BO BCEX
roJyiocax (Kak B BBIIIEIIPUBEIEHHON) OJIMTHAKOBOE BOCXOXK/IEHHME IIPOBECTH, TOT/IA HY>KHO
B JIBYX WJIH B OJTHOM TOJIOCE, B KOTOPOM 3aX0U€eTCsl, ET0 IIPOBECTH, TAK YTOO OBLIIO TIOHSAT-
HO, KaKOT'O BH/IA 3TO BOCXO/ISAIIIEE JIBIKEHHE; IIPOYHUE JKe T0JI0Ca XOTS U He OyAyT MOJTHO-
CTBIO OJTMTHAKOBBI, BCE K€ IOJIKHBI KAaK MOKHO TOUHEE CJI€ZI0BATH TOMY K€ BOCXOK/IEHHUIO.

2-71 cTerneHb (mpumep 13).

C mpoyuMu 3Ke roJI0caMu IoJiaraeTcs Tak (mpumep 14). [J1. 101]

Cuto crerneHb BOCXOJISAIIETO ABMKEHUA (KaK U 1-10, U IPOYUH, CIIEAYIONINE JaJIee)
MOJKHO YIIOTPEOJ/IAT, MHOTUMU CITocoOaMu, nOO He Bcer/a HAJIeXKUT IMIucaTh 6ac B CBO-
€M TBOPEHUH OCHOBATEJTbHBIM*® | HO MHOT/IA 1 MHOU T'OJIOC MOXKET COZlePKaTh IMOJIOBUH-
HbBIE U YETBEPTH, OAC JKe ¢ MPOIUMHU Oy/IeT KOHIIEPTUPOBATH [ B UMHUTAIUAX |, UeMy OyAeT
npumep (mpumep 15).

3-1 creneHs (mpumep 16).

C mpoyumMu rosiocaMu IoJiaraeTcs Tak. [J1. 101 00.] (mpumep 17)

47 OueBHAHO, omHcKa (B 060uX crucKax). Jl0JKHO OBITh «YETBEPTHIE».
48 KpymHBIMH JIUTUTETHHOCTSIMH.
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3nech He ¢ HOTBI G 6ac HauMHAaeT, HO ¢ HOThI C, M B TOM HET HUYETO IMPOTHUB [IIpa-
BII], 10O B TOM TBOPIIA HAMEPEHUE U BOJIA JIEXKUT, C KAKOU HOTBHI CIIYUUTCS €My BO TBO-
PEHUU MeHUs TEMY 10 TPUJINYECTBY MTOJI0KUTbH, TOTO IIPAaBUJIA HEe BO3OPAHIIOT.

4-5 crerneHs (mpumep 18).

C mpounmu royiocamMu Imosiaraercs Tak (mpumep 19). [11. 102]

Cus cTeneHb BOCXOJIAIIETO ABIKEHUS — HY>KHeHIIIasi KO TBOPEHUIO ITEHUSA 110 CpaBHe-
HUIO C IPOYHMHU U Be3/ie O0JIbIIe YIIOTPeDIseTcs, TOTO pagy UMEHYeTCs PeKpacHenIIe.

5-51 cTeneHb (IpuMepsHI 20, 21).

U Tak mpeajioKeHHBIX BBIIIE IPUMEPOB BOCXOZAIIETO IBUKEHHUS JOBOJIBHO OYZET,
YTOOBI HAYYUTH UMYIIIETO TIIAHHE, XOTSI OHU U BKPATIe OOBACHSAIOT CBOU CBONCTBA; JKe-
JIAIOIIEMY K€ 3HATh UX IMPOCTPAHHO HA/JIEKUT HE BCEr/ia TAKOBBIM IIPHUMeEPaM TOYHO
caenoBaTh. XOTA U M3BECTHO, YTO KPOME 3TUX BHUOB BOCXOJISIIErO ABWIKEHUS WHBIE
HAWUTH HEBO3MOXKHO; [JI. 102 00.] TOJIbKO €CTh IIpUMeYaHUe: MPUMePbI, KOTOPBIA 3/1€Ch
MOKa3aHbl paJii 3HAHUS OT OJJHUX HOT, TO €CTh T€, KOTOPhIE B 6acy WU APYrOM ToJioce
HAYMHAIOTCA ¢ HOThI G TTOJIOBUHHBIMU, MOKHO BECTH OT JAPYTHX HOT U JAPYTHUMH JIJIH-
TeJIPHOCTSIMU, TO €CTh IIOJIOBUHHBIE IIPEBPAIaTh B YETBEPTHU WIN BOCHMBIE, HJIU BOCh-
Mbl€e IIPEBPAIIATh B YeTBEPTH U MTOJIOBUHHBIE, BECEJIYIO TEMY — B IEYAIbHYIO U ITeUaTh-
HYIO — B BeceJIylo (KaK YIUT ceMy IIPOTUBHOE ITPABUJIO, KOTOPOE Y3PUTCSA HIKEe Ha CBOEM
MecTe), Kak O TOM yIoMUHaeTcs [mpu pa3dope] 1-i1 creneHu, MPUMEHUTETIHHO TOJIBKO
K 0acy, HO KaK MOKHO TBOPUTbH WJIM IIPEBPAIIAaTh BO BCEX TOJI0CAX PAaBHBIM 00pa3oM.

4.5° O HUCXOAAIEM JIBHKEHUH

Hucxoasiiee ABHKEHHE CTOJIb K€ HY?KHO JIJISI TBOPEHUS IIeHHUsI, KaK M BOCXOZIAIIIEE,
TOTO paju MojobaeT U cre HeEMEHbIIle Pa3yMeTh, 1 OHO II0JIaTaeTcsl B CBOUX CTEIEeHsX
TaK ’Ke, KaKk 1 Bocxozsiee. [J1. 103]

1-4 cTeneHb (mpumep 22).

C mpoyumu rosocaMu Tak (mpumep 23).

Wnm Takoit npumep (mpumep 24).

C mpouyumu rosiocamu Tak (mpumep 25). [11. 103 06.]5

2-51 cTenieHb (mpumep 26).

C mpoyumu ke rosIocaMu Tak (mpumep 27).

3-11 cTenieHb (mpumep 28).

C mpouumu ke [rosmocamu] Tak (mpumep 29). [J1. 104]

4-1 cTernieHb (mpuMep 30).

C mpounmu roysiocamu Tak (mpumep 31).

Cusi cTenieHb HUCXO/ISIIETO JIBUKEHUS — CTOJIb IIOTPEOHENIIAs 4-5152 CTeleHb BO TBO-
PEHUU IeHUs], KaK U 4-51 CTEIIeHb BOCXOXK/ISIIEr0 JABUKEHHS, U TOTO PaJi UX Bcerja
OoJutbIIle yIOTPEOIAIOT TBOPIIHI IIEHUE, UYTO BE3/le MHOTO BUIETh MOYKHO.

5-51 cTENeHb (mpumep 32).

C mpoyuMu Ke roJIocaMu IoJiaraeTcs Tak (mpumep 33). [J1. 104 00.]

Cue HUCXO/IsIIIlee IBUKEHUE, KaK U BOCXOZAIIEE, MOKHO PaBHBIM 00pa3oM MHOTH-
MU criocobaMu pacrosiaraTh WU B YETHOM, WJIU B TPEX/I0JIbHOM TaKTOBOM pa3Mepe, Ha-

49 Ot HOTHI G HAaUMHAJICA 3BYKOPSJ, IIOSTOMY BILJIOTH 710 cepenuHbl XVIII Beka mMeHHO 3Ta HOTa ObLIA
TOHUKOU OOJIBIIIEN YACTH MMAPTECHBIX COUMHEHHH.

50 OninbGoYHO OCTaBJIEH HOMED «3».

51 [Manee pykonuch u3 PI'b Hanncana ipyrum KOIMMMCTOM, CMeHa II0YepKa OYeHb 3aMeTHA.

52 CrmepBa HamMCaHO «5» U 3aYEPKHYTO.
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YWHaAd TEMY HE C OI[HOﬁ HOTBI, a4 C UHBIX, U TaKXKe MEeHAA AJIUTEeJIbBHOCTH HOT, KaK O TOM
TOBOPUTCA B CBA3HU C 5-ﬁ CTEIIEHBIO BOCXOJAIIETO ABMXKEHUA; U XKEJIAIOIIEMY COCTABJIATDH
MYCHKHﬁCKOC IIEHHE BBIIECIIOKa3aHHbIA IIpaBUJIa HAAJIEXKUT TBEPAO 3HATH U B He3a0Be-
HUU IIaMATH BCerga COAEPKATh.

5. O mpaBuie eCTeCTBEeHHOM

IIpaBUIO €CTECTBEHHOE YUUT CJIEJIUTH, 1a0bl TBOPEHHE MEHUS HE ITPOTUBOPEUYHIIO
CJIOBaM, TO €CTh KOI/Ia CJIOBA CJIydaTcs Becesble, TaM M HOTHI MO/[00aeT mucaTh Bece-
JIbIE, KOT/Ia JKe CJIOBA MevasbHble, TIOTPEOHO U HOTaM OBITh YMHJIUTEILHBIM, a T/l CJIOBa
yCTpaIlIuTe/IbHbIE UM CYMHHUTEIbHBIE, TAM M HOT HAJIJIESKUT IO IIPUJINYECTBY YIIOTpe-
OJIATh TAKOBBIX, a T/I€ CJIOBA TPEOYIOT BOCXOJSIIETO JABHKEHHsI, TAM YK€ IIPOTUB IIpa-
BHJI T10JIaraTh HUCXOZsAIEE, WIH TJIe CJIOBAM MPUJINYHO HUCXOJISIee BUKEHUE, TaM
He no100aeT yrnoTpedIsiTh [J1. 105] Bocxozsiiee, u /1a Oy1yT mIpuMepsl TOTO, Kak 3TO 0e3
MOTPeIeH s MoA00aeT B MyCHKUHCKOM ITIEHUH ITPAaBUJIBHO I10JIaraTh.

ITepBoe, na 6yayT cioBa «Jloaue Becenurecs» (Ipumep 34).

Korza ke Takue cioBa 6yayT: «Ilmauu, nyme mosi» (mpumep 35).

Korpma sxe Takue cyioBa oyayT: «Crpax u Tpenet» (mpumep 36).

Koryia »xe ciioBa Takue OyayT: «Bosies Ha BeicoTy» (Tipumep 37).

Korza ke Takue cioBa 6yayT: «CHuzie Ha 3eMmutio» (mpumep 38). [71. 105 006.]

Tak 1 B MpOYUX MOAOOHBIX CJIydasax MojobaeT TIIATEIBLHO CIIEAUTD, a0l HUYETO
MIPaBUJIy CEMY B TBOPDEHUHU IEHUS IIPOTUBHO HE OBLIO.

3/1ech JKe MPUJINYHO O €CTECTBEHHBIX HOTAX JJI 3HAHUSA BCIIOMHUTD, MO0 HOTHI OBI-
BAIOT JIBOMCTBEHHBI: OJIHU €CTECTBEHHBIE, JIDYTUE K€ HeecTeCTBEHHbIe. EcTecTBeHHBIE
oJ1ararTcs Tak (mpumep 39).

HeecrecTBeHHbIE 3Ke B TOH ke TeMe Oy/yT [TakoBbl] (mpumep 40).

9TO OZIHA U Ta K€ TEMA, HO BMECTO €CTECTBEHHBIX HOT KPACOThI DAY MHIIIYTCS He-
€CTEeCTBEHHBIE.

3/lech yIIOMsSHYTa TEMa, O HEH HAJUJIEXKUT 3HATh, YTO TEMbI OBIBAIOT JIBYX BHUJIOB,
U O7lHA HWMEHYeTCSA KOHIIEPTHOM, Apyras ecTeCTBEHHOW. B KOHIIEPTHOU He Bce rosoca
BMECTe B IIEHUU TEKYT, HO MHOT/IA [BCTYNAIOT]| WIM Upe3 YeTBEPTHYIO Iay3y, WU Ype3
MIOJIOBUHHYIO, KaK BBIIIE ITOKA3aHO B IIPUMePaxX Ha BOCXOJIAIIEE M HUCXO/SAIIEE JBIKeE-
Hue. EcTecTBEHHOMU ke TeMa UMEHYETCs, KOT/Ia BCe T0JI0ca MOI0T BMECTE. [J1. 106]

6. O mpaBuJIe OCHOBATEJILHOM

Cue mpaBuUIIO OTHO B cebe COAEePKUT (M TeM ITpaBUIaM, TO €CTh BOCXOZSAIIEMY U HUC-
XOZIAIIEMY JIBUKEHUIO ITOZI00HO): KOT/Ia IPOYHe roJjioca Mekay cob0ko upe3 Kakoe-I1ubo
BOCXO/ISAIIIEE U HUCXO/ISAIIEe JBHKEHNE KOHIIEPTUPYIOT, IPH 3TOM UMes CBOe OCHOBaHHE
B HUCXO/IAIIMX I€JIBIX, TTOJIOBUHHBIX WJIU YETBEPTHBIX HOTaX [B 6acy] (mpumep 41).

Wim upes HUCXO/sIIIEe JIBUKEHUE [ KOHIEpTUPYIOT] (IpuMep 42). [J1. 106 06.]

U o cem mpaBuiie I0BOJIBHO OyZleT BBINIEINIOKA3aHHBIX IIPUMEPOB, KOO OHO, KPOME
ATOTO, HE COZIEPIKUT B ceOe MHOTO Yero MpUTPY/THOTO.

7. O MHOTOXOPDHOU CTpETTE

MHoroxopHas cTpeTTa Cero pa/ii Tak UMeHyeTcs, UTO B Hel rojioca He BMecTe UyT,
HO XOP 32 XOpOM cJIeJlyeT ¢ TeMU »Ke CJIOBAaMU WJIU Upe3 TaKTOBYIO I1ay3y, WU Ype3 I0-
JIOBUHHYIO, WJIH Upe3 YeTBEPTHYIO, U CEMY eCTh IpuMep (IIpumep 43)%.

53 B ommmuwme ot /luenkoro, bepe3oBckuii B mpuMepe Ha MHOTOXOPHYIO (haKTypy pacIioJiaraeT rojoca
He I10 XopaM (criepBa TeHOP 1 6ac mepBoro xopa — 3aTeM TEHOP 1 6ac BTOPOTO X0pa), a o TeccuType (crep-
Ba JIBa TEHOpPa — 3aTeM JiBa Oaca).
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Takyio CTpeTTy MOXKHO IHCaTh MHOTUMH PAa3JIMYHBIMH CIIOCOOAMU, KaK B YETHOM,
TaK U B TPEXJIOJIbHBIX pa3dMepax, ¢ BeCEeJIHIMHU U IeYaJbHbBIMU TEMaMU, IpeBpalias ux
IO CMBICJTY CJIOB, TOJIBKO HA/IJIE3KUT 3HATh, KAK OHA B CBOEM €CTECTBE ITUIIIETCsI, KOO BCeraa
0achl OT HAYAJIBHOU HOTHI CBEPXY BHU3 OEPYT CIIEPBa CEKCTY, TO €CTh IIIECTYIO HOTY [J1. 107],
TaKyke KBapTy WIHN YeTBEPTYIO HOTY, Kak Oy/ieT B IpuMepe B ABYX Oacax (mpumep 44).

WHorza ke muieTcss MHOTOXOPHAs CTPETTa TakK, YTo 6Achl yAapsAIT U HAa KBUHTY,
TO €CTh Ha ISATYI0 HOTY, OJTHAKO HEYACTO TaK IHUIIETCsA, KOO 3TO He HACTOJIbKO KPacHuBoO,
4yTO Oy/ZeT IMOKa3aHo Ha MMPUMepe OAHUX 6acoB (IpuMep 45).

8. O BosIbBIHOUHOM Dace

BoibIHOYHBIN Oac IMEHYEeTCs TaK JIUIIb 110 TOU IPUYHHE, YTO Oac euHy HOTY B IIe-
HHUHU CBOEM COJIEPKUT PEBEHUEM?*, TI0/IOOHO BOJIBIHKE, IIPOYHE K€ T0JI0CA UAYT B CBOUX
TeMax BBEPX WJIM BHU3, KaK 3TO 3/IECh BUIHO [J1. 107 00.] (mpumep 46).

Eciu ke cyunTcs iBe win 00JbIiie 6acoBBIX APTHH, TOrAa 6ackl IPYT Ipyra cMe-
HSIOT C OKTaBbI HA OKTaBY, KaK 3/1eCh ITOKa3bIBAET IIPUMEP JJIs IBYX 0acoB (mpumMep 47).

Cue MpaBUJIO UHBIX TPYIHOCTEH, KPOME IMMOKAa3aHHbBIX B IIPUMepax, B cebe He 3aKITI0-
YaerT, Cero pajy Heuero o HeM OOJIBIIIE U TOBOPHUTb.

9. O npaBuJjie cMeIaHHOM

IIpaBuio cMeIIaHHOE B TEX 7K€ JIBYX MPEXKE OIMMCAHHBIX BOCXOAAIIEM U HUCXOISI-
II[eM JIBH2KEHHUSX COCTOUT U Ha HUX [JI. 108] cBOe OCHOBaHUE UMeEET, NOO0 KOT/Ia CIYIUTCS
TaK KOMIIO3UTOPY ITHCATh, TOT/A Te K€ CTEIIEHH WU BOCXO/SIIErO, NI HUCXO/ISIIUETO
JIBU?KEHUsI OepyT, TOJIBKO TEeM OHO OT/InYaeTcs (Uero paju M « MUKCTOH» MUMEHYETCS),
YTO HE BMECTe roJjioca TEKYT, a [0 OJJHOMY MJIM I10 XOpaM 4Ype3 YEeTBEPTHYIO, WJIU I0JI0-
BUHHYIO, U TAKTOBYIO I1ay3y, KAK B Y€THOM Pa3Mepe, TAK U B TPEX0IbHBIX BOKAJIbHBIE
TE€MBI U/IyT, KaK TO ITIOKa3bIBAET IIPUMED Ha 4-10 CTEIIeHb BOCXO/ISIIErO ABMKEHUs (IPH-
Mep 48). [11. 108 06.]

W Ha 2-10 CTeNeHb HUCXOAAIIET0 IBUKEeHUs (IIPUMED 49).

Cue mpaBUJIO MOKHO UpPE3 BCE CTEINEHU BOCXOJISIIEr0 M HUCXOZSIIErO JBUKEHUS
yIOTPEDJIATh, XOTS B MHBIX T'OJI0CAX MOKHO U He CJIeJIOBAaTh TOYHO TOH JKe CTEIIeHH, B Ka-
KOU UJIET MIEPBBIH I0JI0C, a HCXOAUTH U3 HEOOXOITMMOCTH.

10. O IIyHKTUPHOM pUTMe

ITyHKTUPHBII PUTM HUMeEET CBOM OCOOBIN MOPSOK U, XOTS HA TOM K€ BOCXO/IAIIEM
Y HUCXO/IAIIIEM JIBUXKEHUH OCHOBAH, OJTHAKO BeCbMa TPYAHO B IEHUU M0JIATAETCA, 3/1ECHh
’Ke KaK HJEeT BOCXOsAINee U HUCXOZAINee JBIKEHNE, TaK OHO K€ UAET U B IMyHKTUP-
HOM pUTMe WIH [J1. 109] pasjiensercs IeJbIMHU WIN MOJIOBUHHBIMHU HOTAMU; U KaK ObI
HECOIVIACHO TaKoe IeHUe COUMHIETCs, OJTHAKO K€ 0XOUeMy CIIyIIaTeso (Kak KaXKeTcs)
He HACKy4YUT, a IOOPOTIIATETbHOMY U IPUJIEXKHOMY B YUE€HUH [KOMIIO3UTOPY] O0IBIIIOE
y/IOBOJIBCTBHE TIpUHECTU MOKeT. 1160 cue mpaBuiio He 6e3 Tpyza (ecu rje HyK/1a IpH-
KJIIOUUTCS) ITHUCATh IIPUJIEIKHO Mmoto0aet. /[a OyzeT ceil mpuMep B BOCXOZSIIEM JIBHKE-
HUU 1-1 cTeneHu (mpumep 50).

Wy B HUCXOISIIIEM JBUKEHUU 2-1 CTENeHH Tak (mpumep 51). [J1. 109 006.]

Wnm nies1blMu HOTaM¥ B HUCXOZAIIEM JBIKEHUU 3-U CTeleHU Tak (mpumep 52).

Tak ¥ 0 MPOUNX CTEMEHAX BOCXO/AIIETO U HUCXOSAIIETO ABIKEHUSA 0/100aeT pas-
ymeTu, n00 cHe MPaBUIO WHBIM MOPSAAKOM He I0JIaraeTcs, KpoMe BhIIIENOKa3aHHBIX
IIPUMEPOB, TO €CTh B I1€JIBIX, TOJIOBUHHBIX, YETBEPTHBIX U BOCHMBIX HOTaX U TAKXKE C TOU-

54 Jrta KoJsiopuTHas ppasa B OpUrnHajie UMeHHO TaKOBa.
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KaMH (4ero pajii UMeHyeTcs IIyHKTUPHBIM). II0TOMY YTO TOUKaMH pa3beMJIETCs COTJia-
cue, 3/1eCh OZIMH T0JIOC COZIEPKUT HOTY A, TaM JIpyTHe Ype3 Hay3bl IEPBOMY IIPOTUBATCS
KakK B CJIOBaxX, TAK U B HOTAaX, OJHAKO K€ K KaJIeHIIMU (TO eCTh KO OKOHYAHHIO) TEMBI
CHUCXO/ISIT BCE COTJIACHBIMU HOTAMH M TBOPSAT OKOHYAHHE MEHUIO CIaJKO; HO He Be3e
cHe TBOPIIBI B IIEHUHU YIIOTPEOJISIOT, KaK CKa3aHO BHIIIE, KOO ¢ TPY/IOM €ro ITUCaTh MO0~
OaeT, HO 3/1eCh IT0JIaTaeTCs ypa3yMeTh Pajiy KeJIA0IUX 3HAHUSA, UTO OHOE B TEX 7K€ MATH
CTEIIeHAX COCTOUT, KaK BOCXO/AINee U HUCXO/Iee ABMKEeHeE. [J1. 110])

11. O npasujie IPOTUBHOM

ITpaBuio MPOTUBHOE BOT UTO B ceOe 3aKII0YAET: KaK KaKyl0-IM00 MayKOPHYIO TEMY
MPEBPATUTh B MHUHOPHYIO, TO €CTh U3MEHUTH HOTBI, U 3TO J€JIAeTCs JJIs PACIIUpPEHUs
neHus (B mporjecce COYMHEHU), KaK O TOM Iocjie Oy/ieT cka3aHO B CBA3HU C pacIIupe-
HHUEM IMeHUs1, KOTOPOe U3 Cero MpaBmiia [[IPOTUBHOTO] CJIeZlyeT, U Ha HeEM OCHOBBIBAsCH,
HCKYCHBIE TBOPIIBI CO3U/IAIOT U PACIIHUPSIOT CBOSI TBOPEHUS, a JJIs JIyUIIIer0 3HAHUSA CETO
npasuia Oy/ieT mpuMep IpeBpaleHus Ma>KOPHOU TeMbl B MUHOPHYIO (IIpUMeED 53).

W cum HOTBI IpesiaraioTes ¢ MakopHou ToHUKU D Ha MuHOpPHY10 E B TOM e rosioce
TEHOPOBOM, KaK 371eCh BCEIEJIO BUIHO (IIpUMeD 54).

C MUHODPHBIX K€ TOHUK WJIM HOT MOXKHO IIpeJlaraTh Ha Ma*KOpPHbIE, KaK O TOM I10CJIe
mpocTpaHHee Oy/leT HANKCAaHO, OO KaK BBIIIE CKA3aHO, PACIIMPEHNE U IIpeBpaIleHe
MIeHUs U 3BYKOPSAIOB HA CEM IpaBUJie CBOE€ OCHOBAHUE MMEET, TOTO Pakd HAa CBOUX Me-
CTax 3TO B MpUMepax MOKa3aHo. [J1. 110 00.]

12. O mpaBuJie 6€CTEKCTOBOM

Cue mpaBuI0 Majio MOTPeOHO K MyCHKUUCKOMY IIEHUIO, HO OO0JIbIIIe TPUINYECTBYET
WHCTPYMEHTAJIbHOU MYy3bIKe, 100 0e3 TeKCTa HOTHI BCer/a YIOTPeOJIAIOTCA Ha HHCTPY-
MEeHTax, KaK TO Ha opraHe, apde, CKpUIIKe U ITPOUnX NoA00HbIX cuM. OTHAKO K KOT/ia
CJIYYUTCS KAKOMY TBOPILY [COUMHATD]| KOHIIEPT? 10 KEJIAHUIO €70 C UHCTPYMEHTAJIbHOM
MY3BIKOU 0€CTEKCTOBBIMU HOTAMU, & XOTs OBl U CO CJIOBAMU, HO HEYMECTHBIMHU B BOC-
TOYHOU IIEPKBU, TOT/Ia MOTPEOHO YyIIOTPEOIATh CUe MPaBUIo, uOO OHOE YIUT, KaKkue Oy-
IyT cHayvasia HOTBI, TO €CTh Ma)KOPHbIE MJIM MUHOPHBIE, WU B UHBIX KaKUX IIPaBUJIAX
COCTOSAINME; TAK U TEKCT (TO eCcTh CJIoBa) MoA00aeT MpUOMPATh MO MPUIUYECTBY HOTY,
KaK O CeM YYHUT eCTeCTBEHHOE IMPABUJIO, ¥ TaK MO/IKJIAIBIBATH 10 IIpaBmUIaM 0e3 morpe-
meHus. ToyibKo He 6e3 Tpy/Aa KOHIEPT CJIOKUTh MOKHO5®, 100 XOTs cjIoBa U Oy/IyT Mpu-
CTOUMHBI, HEBO3MOKHO UX MOJJIOKUTH, HE U3MEHsA HOT: I/ie ObLIa 1esias HOTa, TaM CJIy-
Yyarcs JiBe TOJIOBUHHBIE, WU YEeTBEPTH, WK BOChMbIE, WJIH JlasKe IIECTHAAIIAThie, KO’
YIOTPEDJIATH IO KOJTUUECTBY ¢JI0B. TakiKe U cHe TIATeIhHO M0100aeT cobII0AaTh, 1a0b
HOTHI B €CTeCTBE CBOEM, KaKue [J1. 111] HamucaHbl OT MPEXXHET0 aBTOpa [B MHCTPYMEH-
TQJILHON My3bIKe], TAKH€e ¥ COXPAHUTh B MYCUKUMCKOM TE€HUU, XOTS OBbI AJTUTEIHHOCTH
OyayT 1 pa3ApoO0JIeHbI WU K€, B 3aBUCUMOCTH OT CJIOB, O0BEUHEHBI, HO UTOOBI C HOTBI
Ha JIPYTYI0O HOTy OTHIO/Ib HE Iepesarajrnch, HO BCIKON HOTe JIOJIPKHO CTOSITh Ha CBOEM
MecTe, U TaKUM 00pa30M IEPBOTO TBOPIIA HACTOSIIEE er0 TBOPEHNE He CMOKET MOBpe-
IUTHCS, 10O XOTS HOTHI pas/ieJIeHbl WIN COBOKYIIEHBI Oy/IyT, OTHAKO TEMA HEITPEMEHHO
OyZAeT coryIacoBaThCsA C COUMHEHHOUN aBTOPOM.

55 B opurunHase «koHieHT» (OT JiaT. concentus) — pacipocTpaHeHHbIH B Poccuu B 3110Xy 6apOKKO CHHO-
HUM TEPMHUHA «KOHIIEPT», CM. [14, c. 12—13].
56 31ech U Jajiee peub UAET O MOATEKCTOBKE HHCTPYMEHTATILHONU MY3BIKH.
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13. O pacnosioxeHuu NeHus

Bce HanrcaHHbIE BBIIIIE ITPABUIIA JKEJIAIOIIEMY OBITH TBOPIIOM MYCUKHHCKOTO ITEHUS
moz06aeT TBEP/IO B yMe UMETh U B IAMATH COIEPIKATh, U /1a CMOXKET OH K CAaMOMY PacIio-
JIOXKEeHUIO (MJIM TBOPEHUIO) IIEHUS IPUCTYIUTD U CIIOCOOHBIM K HEMY OBITh, 100 OHO, KaK
CKa3aHO BBIIIIE, HA CUX IIPAaBUJIAX YTBEPIKAAETCS, M BCAKUM TBOPEIl B TBOPEHUH CBOEM OC-
HOBaHUe WIN HauayIo U KOHeI| mpruemsieT. Craraomuii »ke reHne, He Befjas CUX IPaBUJI,
o/100eH 3KAYyIeMy xpaM 0e3 ¢yHaMeHTa WM IIeCTBYIOIEMY IIyTeM, He BU/IS CBETA,
TaK UTO He BeJaeT, KaMo rpsaeT. [J1. 111 00.]

Pacniosio’keHre meHHe COTJIACYyeTCs ¢ HAuayioM WJIM COEJIMHSAETCSA C HauMHAHUEM,
100 TBOpETI, »KeJiasg HAlIUCATh KAaKOU-IN00 CTHX, OepeT IepPBBIE CJI0BA U PACCYK/IAET, Ka-
KOU B HUX CMBICJI, T7Ie BeceJio, e MeYaIbHO, T CMEeIIaHo, U 10 TOMY OIIpe/ieJisieT UIN
pacrosiaraeT B MHEHUU CBOEM, T7ie T10/100aeT OBITh KOHIIEPTHOM, I/le €CTECTBEHHOMU, I7ie
XOpaJIbHOM, TJle CMEIIaHHOMH, I7le Ma)KOPHOU, I7le MUHOPHOUM TeMaM B KaKUMH HOTaMU
— 1eJIBIMU, UJIU TTOJIOBUHHBIMY, WJIN YeTBEPTHBIMU, WU BOCBMBIMU — HAUaTh; B Y€THOM
pasmepe WIN B TPEX/IOJIBHOM, II0 PACCMOTPEHUIO, U PACCYK/IEHUIO, U TI0 UHCIY CJIOB;
U KaKoe JBIDKEHHe TMOJ0N/IeT K Havaly TOTO CTHUXa — BOCXOZsAINEee, HUCXOAAIIEe WIN
WHOE, KaKOe U3 BBIIIENePEUNCIEHHBIX TPUJINYHO. [ Tak OH HauWHAET mucaTh, 6J1aro-
Zlaps IpUJIeXKaHUIo B HayKe, a 60Jiee TOro — OT JapoBanus boxus, nbo He Bce TO TOCTH-
raloT TYIIBIM YMOM, OTTOHSS CHUIO HAyKy, a TOJIBKO Te, KOMY JlaeTcsi OT bora mpupoHbIil
CMBICJI ¥ K YUEHHUIO PAUUTEIbHOE U IPUJIEKHOE TIaHHE.

O6paszer TBOpeHUS TTEHUS

ITepBoIii [0Opa3zelr] TakoB: KOrja KTO-TO BO3bMET [J1. 112] Hekue cioBa. Hampumep:

«Bocnotite ['ocriozieBu ecHb HOBY».

ATHU cJI0Ba B HavaJie MPOU3BEIEHHs MOKHO ITOJIOJKUTHh Ha MY3BIKY, KaK y»Ke cKasa-
HO, XOTbh I€JIBIMH, WJIN ITOJIOBUHHBIMU, VI YETBEPTAMH, MM BOCBMBIMHU; KaK B YET-
HOM pa3Mepe, TaK U B KAKOM-JTU00 TPEX/I0JIbHOM; HJIH C OTHOBPEMEHHBIM BCTYILJIEHUEM
BCEX F'0JIOCOB, TO €CTh HOTa ITPOTUB HOTHI, UJIN YPE3 BOCbMbIE, UeTBEPTHHIE, [IOJIOBUHHBIE
U IIeJIbI€e TIay3hl; Ype3 IMIPABUJIO XOPATbHOE (XOTs OHO HEYACTHO MCITOJIb3YeTCs B HaJaJIe);
Ype3 «MHUKCTY», TO €CTh CMeITaHHOEe ITPaBUJI0, ¥ TOMY TOA00HBIM 0Opasom. XKenaroremy
’Ke 3HATh MPeJIaraloTcs HKe IIPUMeEPHI B CBOUX CBOUCTBAX, IJIA/IA HAa KOTOPBIE U TIO/T-
paskas cMM IIPOYUM, y/I00HO Oy/ieT (ecii MMETh KeJlaHre) BHUMAaTh YMOM U ITIOHHUMATh
MpaBUJIa, ECJIN K YUeHUI0 criocobeH. Takum 06pa3om 371ech HaIMCaH IEPBBIA IPUMeED —
e IbIMU HoTamu (mpumep 55). [J1. 112 006.]

31ech BUTHO, YTO CE TIEPBBIN IPUMeEP HAUYMHAETCS C IeJIBIX HOT U IeJlasg — caMast
repBas HOTa, OHAKO C Hee HAYMHATh IIEHWEe He OUeHb KpPacuBo, OoJiee MPUJIMYHA OHA
JUIST CPEAVHHBIX KQIEHITUA M KOHEYHBIX (PMHATBHBIX, TO €CTh B CAMOM OKOHYAHUU IIe-
HUs, T7ie TpeOyeTcs MPOTsSKeHUEM CBOMM BCSIKOTO TEHHUsI KOHEI[ COBEPIIATh. 3/1eCh I10-
MEIIAeTCs BTOPOU IIPUMeED — Uepe3 MOJIOBUHHBIE HOTHI (Ha Te 3Ke CJIOBA), KOTOPbIe OyAyT
0oJiee IPUJINYHBI TIPU COUNHEHUU (TpuMep 56).

Ecin ke ¢ ueTBepTell HauaTh, HAMHOTO KpacuBee Oy/ieT, Ha Te ke cjoBa [J1. 113]
(npumep 57).

Cuu cj10Ba MOXKHO ITOJIOXKUTHh HAa MY3BIKY U BOCBMBIMH, TOJIBKO ITyCTh BHAJaJIe
OyzeT BOochbMasi maysa, MO0 C TAKMMH CJIOBaMU, TJie TPU CJIOTa, HECOBMECTUMBI OyAyT
IIOJITAaKTa BOCBMBIX, TO €CTh YEThIPE HOTHI; a €CJIN KTO 3aXOYeT B YETHOM pa3Mepe Co-
YUHUTH [0€e3 BOCBMOM I1ay3bl], TO €CTh ¢ CHHKOIIOH, 3TO TOKe MPUJIMYHO OYZET, TOJIHKO
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He 0e3 Tpy/ia MOJIyYUTCS HAIMCATh TaK U MeTh 0e3 MorpeleHns, Kak OyZeT BUTHO HUIKeE.
3/lech TIOMeIeH IPOCTOU MpUMep — Ha BOChMbIE IIOCJIe BOCHMOH Tay3sl (mpumep 58).
[s1. 113 006.]

C cUHKOIION Ke Tak muIieTcs (mpumep 59).

Tak 1 0 IPOYMX CJI0BAX, TO €CTh CTUXAX WJIM TMMHAX I€PKOBHBIX MOTPEOHO pasy-
MeTh, KaK BBIIIEe TTIOKa3aHO, Ype3 KaKoe MPABUJIO, WU KAKON BUJ TEMBI, I B KAaKOM
pasmepe — YeTHOM WJIU TPEXJ0JIbHOM — M0/I00aeT yCcTpauBaTh IIEHHE.

CounHATH K€ MYCUKHUICKOe TIeHre 6e3 TaOJIUITbI, KOTOpas MO-JIaTUHCKU UMEHYeTCs
TabysaTypa, TO eCTh MHCAaHAasA 0CKA, HeJIb3s, HO CIIepBa Ha HEW COBEpIIIEHHbIE TBOPIIHI
CBOU TBOPEHUSA yCTPAMBAIOT U MOCJIe HA OyMary mepeHOoCHT.

[Ipouue ke [TBOPIBI] 6€3 HEe CBOM Xy/AOXKECTBA MUIILYT cpady Ha Oymare, 9To XOTs
[71. 114] u GBICTPO, OAHAKO Ke, KaK KaKEeTCsA, HeCOBEPIIIEHHO Oy/IEeT, M BceM OpaTh MpH-
MeEp C HUX He mo100aeT, n00o KaykAbIH CBOE JapoBaHUe OT bora 1mosrygaer.

14. O TBOpEHUHU IIEHUA

TBOpeHUE MIEHNsI €CTh BRIMBIIIJIEHUE, ITPOUCXOJIAIINEE OT YMa U YUEeHUsI, TO eCTh Pa3-
yMa, u00 KTO He HaBBIKHYB WJIM HECOBEPIIEHHO U3YUHB K CEMY XYJOXKECTBY IPUHAJI-
JieKarye 3ByKOPSA/bI U MPebsBIEHHBIE ITPAaBUIa, HUKOT/A HE CMOYKET COBEPIIIEHHBIM
TBOPIIOM OBITh; K TOMY K€ €CJIM HEe YMeeT Ha OpraHe UrpaTh, 0€3 3TOT0 U Xy»Ke TOTO MO-
’KeT B TBOPEHUH ITOTPEIINTh, KOO Cell MHCTPYMEHT U BEJIMKUM TBOPIIAM BCET/1a OOJIBIITYIO
MI0JI3Y B TBOPEHHUU UX IPUHOCUT; YETO OHU CKOPO B 0CO0O0 TPY/THBIX CJIydasiX HE MOTYT OT
yMa MHEHUEM ITPOM3HECTH, TO PyKaMH Ha TOM WHCTPYMEHTE IO KJIaBHAType JJI CBOeH
ey oopecTu 6e3 Tpyzia MOTyT.

U toro paam xejyaiomieMy OBITh TBOPIIOM MYCHUKHICKOTO MeHUsA mojobaeT (kak
BBIIIIE CKa3aHO) BCe MMpaBWJIa 3HATh U OpraHHoe [J1. 114 00.] coryiacue padymeTb, Kak CO-
IJIACYIOTCSI HOTBI C HOTAMU B MQyKOPHBIX 1 MUHOPHBIX TEMaX; U TaK TBOPSI, MOKEIIb ITpa-
BWJIBHO ITHCATh.

He 3Ham1mye My3bIKaIbHbIX HHCTPYMEHTOB, HO pa3yMeIoIie 3BYKOPSIAbI U TPaBU-
Jia TBEP/IO, TAKKE MOTYT COCTABJIATh MyCUKHUICKOTO TIEHUS COTJIaCHE, OHAKO He 6e3 Tpy-
71a, 160 JKeTAIoIUA HAITUCaTh KPACUBO U IIPABUJILHO OCTEPEraeTcs OTPEIIEHHUS.

15. 0] TBOPEHHU II€HHA I10 €CTECTBY

Cue yuyeHmne 0 TBOPEHUM IEHUS 110 €CTECTBY U3 €CTECTBEHHOTO ITPABUJIA HUCXOIUT
U Ha CeM MeCTe JIJIsl TIOATBEPKIEHUSA U JIyJIlled TaMsITH II0JIaraeTcsl, 1 HUKaKOU B cebe
Pa3HUIIBI OT YIIOMSHYTOTO IIPaBUJIa, KOTOPOE paHee HAIIUCAHO, HE UMEET; TOJIbKO CEMY
TOoy4JaeT »KeJIalIero mucaTh MyCUKUICKOe TIeHUe: /la MUIIET OH HAaTypaJIbHO, TO €CTh
€CTeCTBEHHO, /1Ja0bl HOTHI CJIOBY M CJIOBA HOTAM He ITPOTHUBHBI OBLIIH, KaK O TOM B IIPEXK/IE
HAIIMCAaHHOM €CTECTBEHHOM IIpaBUJIe MMPOCTpaHHee OObsICHEHO U /I 3HAHUS KPaTKUeE
IIpUMepbl IPUBEJIEHBI. [J1. 115]

16. O pacmupeHnuu IeHus

Paciipenne neHus UMeeT CBOH MOPSA/IOK U MOJIOKEHHE, N00 KOT/Ia CIIyIUTCs TBOP-
Iy B MyCUKHIICKOM IIEHUU KaKue-JIn00 cJI0Ba IIUCATh, TOTZIa OH MOKET Te CJIOBA JBAXKbI
WJIN TPUK/IBI 1 MHOKECTBO pa3 B €IMHOU TeMe, TO €CTh B HOTaX IOBTOPATH U TaK Ha He-
CKOJIBKO TaKTOB IIeHHe MOKeT PacIIPOCTPAHUTb.

PaciipaTs neHre MOKHO MHOTHUMU CIIOCOOaMU HAIIPUMep, B35IB OZ[HY TEMY I1€JIbI-
MU HOTAMHU, MO>KHO ee IIPOBECTH II0JIOBUHHBIMU, ITI0JIOBUHHBIE HOTBI IIPEBPATUTD B YeT-
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BEPTH, YETBEPTU — B BOCbMbIE, BOCbMbI€ — B IIIECTHAAIATHIE, WJIN Ty K€ TeMy HauyaTh
1ocJie BOCbMOU, UeTBEPTHOM, ITIOJIOBUHHOU WJIU 1I€JI0M May3bl, WU IPEBPATUTH YETHBIN
pa3mep TeMBbI B TPEX/IOJIbHBIHN, a TPEX/IOJIbHBIN B UETHBIN, MU MaKOPHYIO TEMY IIpeBpa-
TUTh B MUHOPHYIO, 2 MUHOPHYIO — B Ma)KOPHYIO, KAK O TOM IPOTHUBHOE IIPABUJIO YUUT;
U TaK MOKHO [IeHHe MHOTHMU CIoco0aMu pacIIupATh, U Aa OyZeT 37/lech paJy 3HAHUS
TeMa [eJIbIMU HOTaMH [J1. 115 00.] (mpumep 60).

dTa TeMa IIpeJIaraeTcs U3 CBOEr0 OCHOBHOT'O BH/IA IIOJIOBUHHBIMU HOTaMU (TIpuMep 61).

Omna ke mpesiaraeTcs C MOJIOBUHHBIX HOT HA YeTBePTH (IIpumep 62).

Ta »xe camas mpesiaraeTcsi BOCbMbIMU (IIpuMep 63).

OmHa e ¢ BOCbMBIX ITPETBOPSETCA B IIeCTHAATIATHIE (TIpUMeED 64).

Taxyke c 3aMeHOH IIECTHAAIIATHIX HOT HA OJTHOM BBICOTE IMIECTHAAIIATBIMU HOTAMU
Ha pa3HoOU BbIcOTE (TIpuMep 65).

Wnu tak (mpumep 66).

Wnu nocite BocbMOM may3sl (mpumep 67).

Wnu nocste yeTBepTHOM 11ay3bl (IpuMep 68).

Wnu nocste MoJIOBUHHOU nay3sl (mpumep 69). (J1. 116)

W TakuMu MHOTOPA3/JIMYHBIMU CIIOCOOAMHM, KaK ITOKA3aHO BBIIIE, MOXKHO BCAKYIO
TEeMy PacIIUpPATHh B JECATH ThICAYAX IMPEBpAIeHUI, KaK 3TO /JIA pPaCIIMpeHUs MeHUs
MPUWINYHO WM MOTPeOHO eCcTh; KOT/la OyAeT Kakas TeMa HalrcaHa B CBOEM OCHOBHOM
BHJIE, €e MOKHO IIpeBpaIaTh ¢ OKOHUYAHUSA HA HAYaJI0 U TBOPUTH KOHEI| Ha Havasies,
U BOT IIPUMeEDP [TEMBI B OCHOBHOM BH7Ie] (IIpuMep 70), KOTOpas IOcJIe IpeBpaIieHus1 0y-
ZleT Takou (mpumep 71).

U Takoit crocob il paciIvpeHus MeHUs MOAXOAUT U OYeHb HYKEH, ITOCKOJIbKY
Os1aro/1aps eMy TeMy MOXKHO B IIpeBpaIlleHIU CKPbIBaTh, 1a He Oy/ieT OHA y3HAHA.

[Tpouum ke crioco6aM pacIIupeHus eHNUs KeJIAI0IINX siCHee 3HATh TIaHUe U IPU-
JIEXKHOCTH HAYUYUTH MOTYT.

17. O mpeBpalleHuy IeHusA

Cell Buj yueHUs O IpeBpAIlleHUH [IEHUs UMeeT 00IIee ¢ paclIipeHneM neHus, nbo
YUUT PacIIUPATH eHHe ¢ IIPeBpallleHreM, CHe e ImpeBpalieHue [j1. 116 00.] B ToMm Ha-
CTaBJISIET, YTO €CJIM MIPeBPAIIATh IIeHNe JJjid PACIIUPEHUA TeMbI, TO KaK paclIupeHHe,
TaK U IpeBpallleHre MeHUs MPOTUBHOMY IIPABUJIy COIJIACHO MOJUYUHSIOTCSA, KOTOPOE
BBIIIIE PACIIOJIOKEHO B CBOEM MecTe; U IIOCKOJIbKY IIPOCTPAaHHO 00 3TOM B pas/iesie 0 pac-
[IUPEHUN TIeHUs CKa3aHO, TOTO PaJiu 3/1eCh BKpATIIEe IIpejlaraeTcs N3BOJIUTh 0003peTh
1 00/TfymMaTh MIPOTUBHOE IIPABUJIO.

18. O TpaHCHIO3UIINU 3BYKOPA/I0B

Ceil cniocob yueHus moz0o0eH TOMY »Ke M3MEHEHHIO WIN IPeBpAIleHUI0 IeHus,
TOJIPKO TEM OTJIMYAETCS, YTO TAM MOKHO IIPEBPAIATh TEMbI B HOTaX KaK B HATYPaJIbHOM
(To ecTh MpoCTOM), TaK U B OEMOJIPHOM U TME3HOM IE€HUH; 3/IECH YK€ MEHSIOTCSA CaMble
3BYKOPS/IbI C HOTAMU U CJIOTaMU, KaK OHU YUTAIOTCS WJIM TOBOPSATCS, KaK ITOKA3bIBAET
MIPUMEP 3TON TeMBI B HAaTYPaJIbHOM 3BYKOpsiZie B 6acoBoM kuttoue. Hauaso oT HOTHI A
(mpumep 72).

Ta >xe TeMa mpesaraeTcss Ha 3BYKOPS C OAHUM OeMoOJieM, KaK BHAHO — [JI. 117]
oT HOTHI G (mpumep 73).

Ha nuesnsbiii sxe Tak — oT HOTHI H mwiu B (mpumep 74).

57 To ecTb MPOBOAUTD B PAKOXO/IE.
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Ceii mpumep m0I06HBIM CIIOCOO0OM MOKHO IIpeJsiaraTh MHOTOKPATHO, TO €CTh C IIPO-
CTOTO 3BYKOpsI/ia Ha 3BYKOPS/] C IBYMSI, TPEMSI, YETHIPHMS U IMATHI0 OEMOJISIMU, TAKIKE
Y Ha JUe3Hble 3BYKOPS/IbI, a Jue3Hble — Ha OeMOJIbHbIE U OEeMOJIbHbIE — HA JIUE3HEIE,
Wi ¢ 6EMOJIBHBIX M IME3HBIX HA IIPOCTOU 3BYKOPS/I IIpesiaraTh MOKHO, TOJIBKO B 3TOM
ciydae mofobaeT 3HaTh, YTO KOT/A MIPOCTOU 3BYKOPSI/I IIpeJlaraeTcs Ha 3BYKOPS/L C OfI-
HUM OemoJsieM, Tor/ia B 6eMoJIbHOM Ha HOTY E HaJUIeXKUT moJiaratb 6€MOJIb, €CITH JKe
B IIPOCTOM ciyuutcst ObITh Ha HoTe F nuesy, tam Ha Easamu, npeBpaias neHue, moJia-
raTh 0eMoJTH HeT HyK/Ibl. Takke Koryia 0eMOJIbHBIN 3BYKOPS/L IIPeJIaraeTcs Ha IMIPOCTOH,
PaBHBIM 00pa30M I0JIaraeTcs B MPOCTOM Ha HOTY F me3; oJlHaKo He YHUCITUTCSA OH OTTO-
TO HU JIME3HBIM 3BYKOPSIIOM, HU IPOCTHIM, HO CMEIIaHHBIM, OO B Hayasie MpH KJII0Ye
Zirie3 He TIOCTaBJIeH, HO B CepeIlHe UMeeTCsl, Kak OyzeT [J1. 117 00.] B mpuMepe IToKa3aHo
MpeBpallleHle C POCTOT0 Ha 6eMOIbHBIN 3BYKOPA (IIpUMep 75).

[IpeBpartienue ¢ 6eMOJIBHOTO Ha IIPOCTOM 3BYKOPA/ (ipuMep 76).

Tak 1 0 AUE3HBIX ¢ OEMOJBHBIMHU U ITPOCTHIMU 3BYKOPS/IAMU Pa3yMeTh I0/I00aeT.

U Ttak HamucaHHOE 371eCh BKpATIle CYACTIMBOTO B yUEHUU MOKET JIOBOJIBHO Bpasy-
MMUTB.

Takske U KJIFOYHM B OJTHOM U BO MHOTHX T'OJIOCAaX MOYKHO ITPEMEHSATH HAa UHbIE KITIOUH,
Y cHie TBOPUTCSA PaJid BBICOKOU WJIM HU3KOU TECCUTYPHI HOT, H0JIee 3Ke BCETO M3-3a TPY/-
HOCTH, 4eMy Jia 6yzieT mpuMep B 6acOBOM rosocess.

19. 0] KaJaHCaX aBTEHTHUYECKUX U IlJIaraJIbHBIX

[1. 118] KamaHchl mMeHYIOTCS aBTEHTUYECKHUMH, Korja 6ac B CBOMX HOTaX, Kak
B CPEJTHUX, TaK U B 3aKJIIOUUTETbHBIX Ka/IaHCAX, [TAJ]aeT CBEPXY BHU3 Ha KBUHTY, CHU3Y
BBEpPX [[TOAHUMAeTCs| Ha KBAapTY, U TOT/Ia ObIBaeT 6acoBOe IeHMe HACTOosAIIee, KaK 3/1eCh
3pUTCA B IpuMepe (IIpuMep 77).

Wnu tak (mpumep 78).

[TnarayibHBIMHY 7K€ KaJJaHChl HAPUIIAIOTCSA, KoT/a 6ac 6epeT CHU3Y BBEPX IIATYIO HOTY,
CBEPXY 7K€ BHU3 UYETBEPTYIO, ¥ TAK TBOPSAT IIEHHE HE CTOJIb KPaCUBOE, KaKOe ObIBAET Upe3
aBTEHTHUYECKHE KaJaHChl, OJHAKO TPaMMaTHKe He IIPOTUBHOE, UTO /a Oy/AeT IOKa3aHO
B IipuMepe (rpumep 79).

160 MHOTOKpPAaTHO OKAaHYHUBAIOT TBOPIIHI MYCUKHUUCKOE IIEHHE U UPe3 3TOT IIarajib-
HBIN Ka/IaHC, KOTOPBIA B MAXKOPHOM ITEHUY TBOPUT OKOHYAHUS IIIYMHO, B TI€YAJILHOM K€
YMHJIATEBHO, [J1. 118 00.] Kak 00 3TOM CBUJIETEIBCTBYIOT IIPUMEPHI, CIIEPBA B MayKop-
HOM nieHuH (mpuMep 80), B MUHOPHOM JKe MeHUU Tak (mpumep 81).

Tak KaJlaHChI MOKHO TBOPUTD HJIH II0JIaTaTh BO BCEX aKKOPAAX® IPU OKOHYAHUH
MeHUsA, KaK BUHO B O6acy®, [s1. 119] B MaxkopHOM IteHHUH Kak ¢ HOThI F Ha C, Tak u ¢ C
Ha G, B MuHOpHOM ke U ¢ GHa D, u c D HA A.

20. O 6eMOoJIsAX U THe3ax,

U CIIepBa 0 HAYThHBIX, KAKHe ITOCJIe KAaKUX B Hauasie IIeHUs — Kak 0eMOJIH, TaK U TU-
e3bl, — I0JIaraloTCs B CBOMX 3BYKOpsA/ax. O HUX Ke MOXKHO [y3HaTh] U U3 3BYKOPS/IOB,

58 Ilpumep OTCyTCTBYeT.

59 B opuruHaje roBOpUTCS O «pas3/IasHUU roJIOCOB». B MepBOI YacTH TpakTaTa 3TO BhIpasKEHHE O3Ha-
yaso 3a7jlaHye TOHA XOpy (KaKZI0My TOJI0Cy — CBOM TOH aKKOpZA, CM. B IIEPBOU YacTH MPUMeEpP 35, I/Ie
IIPUBEZIEHBI TOHUYECKUE TPE3BYUHS TeX ke HauboJsiee yIOTPEOUTENIbHBIX B TAPTECHOM IIEHUH YETHIPEX
TOHAJIBHOCTEN). 371ECh Ke, CY/IA 0 KOHTEKCTY, PEUb UET O PACIIOJIOKEHUN aKKOP/IOB B Ka/IaHCAX.

60 K coxaseHnio, HOTHBIA IPUMEP OTCYTCTBYET B 00EUX KOTHUIX.
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MIPUBEIEHHBIX MTPEXK/Ie B IIEPBOM YaCTH UMYIIEMY TIaHUE K 3HAHUSIM, HO JIJIS JIYUIIIETO
ypa3yMeHUsI 3/1eCh BKPATIIe MTOJIaraloTCs C JIyUIINM O0bsICHEHUEM.

O HavYaJIBHBIX OEMOJIAX

B Hauase MycuKHUiicKaro neHus nepBbiii 6eMoJIh, IT0JIaraeMbIii BO BCeX royiocax (Kak
U IPOYMU MOcJie Hero), — Ha HOTY H wiu Bmu, u Torga To reHrne nMeHyeTcs enHo0e-
MOJIBHBIM, 3BYKOPS/I JKe ero yuTaeTcs Tak: Ansvmu Bga, u mp., Kak B IEPBOH YACTH SICHO
BHU/THO.

Bropoii 6emosnp mosaraercss Ha HOTy E, U Tor/1a Takoe meHHe UMeHyeTcs AByOe-
MOJIBHBIM, a €ro [J1. 119 00.] 3ByKOpsiz yuTaeTcs Tak: Aaa Bpaym u op.

Tpetuii 6eMoJIb MMoJIaTaeTcsl Ha HOTY A, U TOT/Ia TaKOe MeHHe UMeHyeTcs Tpexbe-
MOJIBHBIM, a €r0 3BYKOPSA/I unTaercs Tak: Abeda Bgacoavym u mip.

YeTBepThIl 6eMOJIb TTOJIaraeTcsa Ha HOTY D, U Tor/ia Takoe eHue NMeHYeTCS YeThl-
pex0eMOoJTbHBIM, 3BYKOPSI/T K€ ero unTaeTcsa Tak: Abepaym Begacoavpe u p.

[TarTerii 6emosip mosiaraeTcsa Ha HOTY G, OTUero u IeHue UMeHyeTCs MATHOEeMOJTb-
HBIM, 3BYKOPSI/T €ro TakoB: Abecovym Baspe u op.

O HavaJIbHBIX JTHE3aX

Tak:ke ¥ €36l T0JIATAIOTCS B HavaJsIe IeHUsI, HO CBOUM 0COOBIM YMHOM, He Kak Oe-
MOJTH, 100 He Ha TeX HOTaX CBOE IIOJIOKEHUE T10 MOPSAKY UMEIOT, HO IMOJIaraloTCA TaK,
Kak 371ech OyZIeT ITOKa3aHo.

IlepBblii Are3 1 TPOYHE ITOCIIE HETO TT0JIaraloTCs TaK JKe, KaK ¥ B 0EMOJIbHOM II€eHUH,
BO BCeX ToJiocax, Ha HOTy F, u Tor/ia Takoe IeHre UMeHyeTCs eIMHOINE3HBIM, [J1. 120]
3BYKOPSAJ 2Ke ero YhTaeTcs Tak: Acoavpe Beasimu, 1 np. 10 NOPAAKY.

Bropoii nosaraercst Ha HOTe C, U TOT/Ia ITIeHUE UMEHYEeTCs JBYAUE3HBIM, 3BYKOPS/
ero yuraercsa Tak: Acoavym Baspe, u np.

Tpetuii mosaraercsa Ha HOTY G, U TOT/Ia TO IIEHUE UMEHYETCS TPEXAUE3HBIM, 3ByKO-
pAn ke ero untaercs Tak: Aga Becoavpe.

YetrBepThIil mos1araercs Ha JuTepy D, UMeHyeTcs jKe TO IIeHH€e YeThIPEXTUE3HBIM,
a 3BYKOps/l ero ynuraercs Tak: A¢pa Becoavym, u mpoTtyas.

ILaThIl nue3 MmojiaraeTcss Ha HOTY A, TOT/Ia 3BYKOPs/I uuTaercs Tak: Aumcemu Boyp-
¢daym Cuccoavbmu, v Ip. IO NOPAAKY, IEHHUE Ke Che UMeHyeTCA MATUUE3HbIM.

Ecth u apyrue 3ByKOpSbI, IOMUMO 3THX, Kak OeMOJIbHbIE, TaK U JINEe3HbIE, HO TO-
CKOJIbKY B TAKHIX MaJIO TBOPIII IEHNE YCTPANUBAIOT, IPOYNH K€ MHOTHE MaJIO UX 3HAIOT,
TOTO PaJivl TOTO UX HA CEM MeCTe U He YIIOMUHAETCs, 100 JIJIsT BCIKOTO IIEHUsT — €CJIH KTO
COBEpPIIIEHHO [JI. 120 00.] MOKeT 3HATh — U IPUBEJIEHHBIX JTOBOJIBHO OY/IET.

O cpegHux 6eMoJIsIX

Cpennue 6eMosii TOTO paJil TaK UMEHYIOTCS, YTO OHU HE B Havajle, HO B CpeJUHe
HATypaJIbHOTO, TO €CTh IIPOCTOT'0 IIEHUS 0JIATAIOTCA, U T€ HOTHI WIN MIeHUe NMEHYIOTCS
CMeIIIaHHBIMU, T/le HA MHOTHX HOTax 0eMOJIU MO0JI0KeHbI OyAyT (mpumep 82).

To ke u B mpuMepe ¢ IPOUNMH T'OJI0CAMHU, XOTs U He Ha Bce bemosu, 160 Takoe Iie-
HUe PEIKO CJIyJaeTcs, OHAKO JKe 3/leCh IPUBEJIEHO I JIydIliero 3HaHus (mpumep 83).
[71. 121]

TakoB oOpaser] 1 pa3yMeHHUE O CPEAHUX OEMOJIAX, XOTSA OHU 1 MHOTUMU CIIOCOOaMU
[I0JIaTal0TCs; TOJABKO 3HATh HA/IJIEXKUT, UTO €CJIN MOJI0KEH ObLII HA HEKYIO HOTY 6eMOJIb,
a 371eCh y2Ke Hy»KHO, YTOOBI 3Ta HOTA 1IJIa K IPOCTOMY IIE€HUIO, TO Ha Hee /i1e3 10JIaraTh
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JTIOJKHO, M TEM OYZIET OTJIMYATHCSA IIPOCTOE ITIEHHUE OT CMENTaHHOT0®, KaK BHU/THO B BBIIIIE-
HaIMCAaHHOM IIpUMeEpE.

O cpenHux nuesax

Tak u 11e3sl B cpeflHe PaBHBIM Ke 00pa30M I0JIaraloTcs Ha CBOMX MeCTaX B IIPO-
CTOM MIeHUH, ueMy OyzaeT nmpumep (mpumep 84).

Tak u ¢ IPOYNMU roJI0CaMU ITOJIaraTh MOKHO, UeMy OyZieT IpuMep, XOTA U He Ha Bce
nuesbl (mpumep 85). [71. 121 00.]

Tak 1 B AME€3HOM CMeIlIaHHOM IIeHUH, KOT/Ia CTOUT JI1e3, a ITOCJIe UEeT MPOoCcTasi HOTa,
TaM JIJIs1 OTOTHAHUSA JINE3HOTO TIeHNs MoA00baeT cTaBUTh 6eMOJIb, UeMy /1a OyZieT mpuMep
B OTHOM roJtoce (mpumep 86).

O KOHEUHBIX ke 0eMOJISIX HET Hy»K/[bl MHOTO Pa3rarojibCTBOBaTh, UOO OHU B 3aKJTIO-
YUTEJIbHBIX KQ/IaHCAX B IIPOCTOM IEHUU He I0JIaTaloTCsA, pa3Be UHOr/A B Oacy Iiaraib-
HBIU Ka/IaHC CIyIUTCSA OT HOTHI G Ha HOTY D2, Tak B kKakoM rosioce Oyzet HoTa h, Ha Hee
TOJIBKO TOZ[06aeT mosiaraTh 6€MoJIb, U TO TOJIBKO OJIN3 KOHEUHON HOTBI, MIPSIMO IOCTIe
Hee CTOSIIEeH.

0] Arue3ax B 3aKJIIOUUTE/IbHbIX KaJaHCaX

Jlvesbl B 3aKJIIOYUTETBHBIX KaJlaHCAX UMEIOT JIBOSIKYIO TPUPOAY: OJHHU CTaBATCS
B aBTEHTUUYECKUX, JIDYTHE K€ B IJIaraIbHBIX KajlaHcax. Toro pajgu OHU MOJIararoTces mo-
PO3HB JJIsl pa3yMeHHs Ha CEM MeCTe€ B CBOMX IMPHUMepaX, MPEXK/E — B aBTEHTUUECKUX
KagaHcax. /lue3 Cucemu Beersia JOIKeH I10JIaraThCs B 3aKJIIOUYNTEILHOM KaIaHCe, KOTa
0ac TBOPUT KajiaHC OT HOTHI [J1. 122] E Ha HOTY A (mpumep 87).

Jue3 Ducemu B MyCUKHUUCKOM TIEHUH TOT/A T0JIaraeTcs, Korja 6ac Kajjauc TBOPUT
ot HoThl H Ha HOTHI E, TOJTBKO HE B 3aKJIIOYUTETBHBIX Ka/laHCaX, KOO B IIPOCTOM ITEHUH
HeuacTo OBIBAIOT 3aK/IIOUNTEIbHBIE KafaHchl oT HOThI h Ha HOTY E, HO B cpefviHe, Kak
ceMy ecTb Ipumep (mpumep 88).

Hue3 Fucemu nonaraercs, korga 6ac oT HOTHI A KaJJaHC TBOPUT Ha HOTY D (mmpumep
89). [11. 122 00.]

Ceit nue3 Fuemu MOXKeT ToJiaraThesi 1 MHBIM 00pa3oM, HO TOJIBKO HE B 3aKJIIOUU-
TEJIbHBIX, HO B CPEIWHHBIX KaJlaHCaX, KaK ITOKa3aHo (mpumep 90), Korga bac magaer
ot HOThl H Ha HOTY E.

HAue3 Guemu nosaraeres, korga 6ac kazgasnc TBoput ot HOTH E Ha HOTy A (TIpu-
Mep 91).

AToT nue3, Kak 1 Ducemu, B 3aKII0UNTEIHPHOM KaJ[aHCE HA MOCJIeTHEN HOTE B IIPO-
CTOM TIIEHUH IT0JIOKUTh HEBO3MOKHO, CET0 PaJIM OH I10JIaraeTcs Ha IIPEJIOCIeTHEN HOTeE,
IIOTOMY YTO €CJIM OBbI MOJIOKUTH €ro Ha IOCJeAHEN HOTE JINTEPHI, TO TorAa Oacy Hamase-
’kaJ10 ObI CBOU 3aKJIIOUUTEIHHBIN KaJlaHC YYMHUTD ¢ HOTHI [J1. 123] B Ha HOTY E, a ecytn
On1 re3 DUCMU TIOJIOKUTH Ha TTOCIEAHIO0 HOTY, TOTZa Oac I0/KeH ObI KaJJaHC TBOPUTH
ot HOoThI F Ha HOTy H, 4ero, Kak BbIIIIE CKAa3aHO, B IPOCTOM ITIEHUH He OBIBAET; OHAKO,
3HAHWSA PAJIU: B IJIAaTATBHBIX KaJlaHCAX MOTYT BCE 3TH JIUE3BI CTOSATH HA MTOC/IEHIX HOTAX.

Jlve3 Aucmu TakKe B 3aKJTIOUUTEIIHHOM KaJIaHCe B IIPOCTOM IEHUU HE MOJIaraeTcs,
TOJIPKO B CPEIVHE U TP OKOHYAHUHU®3, U CETO pau 00bACHEHBI KOHEUHBIE TUE3BI B aB-

61 To ecTh eciu e3 MIOCTaBJIeH B KauecTBe OeKapa U BCETo JIUIIb OTMEHsIET IPEe/IIIEeCTBYOIIN 6€MOJIb,
IIeHHe He CYUTAETCS «CMeIIaHHbIM» (B CMEIIaHHOM JIOJI?KHBI IIPUCYTCTBOBATh PeaibHble 0EMOJIU U JiHe-
3Bl).

62 B muHOpe.

63 CiioBa «IIpy OKOHYAHUH », BO3BMOYKHO, /100aBJIEHBI OITHUO0YHO.
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TEHTUYECKUX KaJlaHCaX, Jia BEJOMO Oy/IeT, UYTO He BCe MOTYT B 3aKJIFOUUTETbHBIX KaTlaH-
cax B IIPOCTOM IEHUH T10JIaTaThCs, XOTSI U UMEHYIOTCS 3aKJIIOUUTETHHBIMU; TOJIBKO JBYM
CBOMCTBEHHO 3TO U NMPWJINYHO, a UMeHHO jue3am Cucemu [u] Fucmu, yero paau oHu
YacTO B IIEHUU YIIOTPEOIAIOTCA.

O nues3ax B IIaraJbHBIX KaJaHcax

Jlve3sl B IJIaraIbHBIX KaJlaHCaX MOJIaraloTCs CIIeAYIOMIM 00pa3om. [J1. 123 00.]

Hue3 Cucmu TOT/Ia CTAaBUTCA B 3aK/IIOYUTEIHHBIX KaJlaHCcaX, Korja 6ac Kajjaue TBO-
put ot HOTHI D Ha HOTY A (TIpUMeEp 92).

ez Ducmu nonaraercs, koraa 6ac kagaxce TBoput ot HoTel E Ha HOoTY H (mprimep 93).

e Fuemu nosaraercsi, Koryia 6ac kagaHc TBOPUT ¢ HOTHI G Ha HOTY D (mpumep 94).

Jne3 Guemu craBuTCs, KOTa KazaHe B 6acy ot HOTel A Ha HOTY E (U1. 124) (mpumep 95).

Hue3 Aucmu nosaraercs, korga 6ac kagadac TBOpUT oT HOTeI H Ha HOTy Fuemu
(mpumep 96).

Takum 06pa3oM CTaBATCA AUE3bI B 3aKIIOUNTEIHHBIX KaJaHCAX.

0] TOM, UTO ITPOTUB I'PaMMAaTUKN

IIpoTuB rpaMMaTHUKH BCE CHE ECTh, UTO HEMPABUJIPHO B MYCUKUHCKOM ITI€HUH TBO-
pUTCA, KaK KOTZla He HAa TOU HOTE MEHUI0 OKOHYAHKE, ¢ KOTOPOU HAYMHAETCS TBOPEHHE
TIEHUSI; TO €CTh €CJIM HAaUMHAEeTCsA C HOThI A, OKOHUHBAaeTcA ke Ha HoTe G®, 1 TO ecTh
rpaMMaTHUKe MPOTUBHO, MO0 HOTA A MUHOPHOTO IIEHUSA €CTh, HOTA ke G — MaskKopHO-
ro, M HAYaTh OT HOTHI Assipe, [J1. 124 00.] 1 okOHUNTh Ha GCO1bYm HEXOPOIIIO: HAYaJI0
OT pe, OKOHUYaHUe ke OyeT Ha ym® , HO KOTJIa Hauayio OT Yym WU pe, TO TaM /ia OyzAeT
1 KoHel. MOJKHO U He Ha TOM HOTE€ OKaHYMUBATh IIeHUE, OT KOTOPOW OHO HAYWHAETCS,
TOJIBKO J1a Oy/IeT HOTa ¢ HOTOU corJiacHa. Hampumep, Kor/ia Hauaio IeHus OT HOThI Aisi-
pe, a oKOHUYUTCSI OHO Ha Dcoabpe, u HA0O0OPOT, TO €CTh HAUHETCA OT D M OKOHYUTCS HA
A, 5TO He ecTh MPOTUBHO [FpaMMaTHKe], ©OO ¥ TaM pe, U 3/IECh pe; WU KOT/la Hauayo
ot Gcoavym, KoHerl ke Ha HOoTe Cghaym, m HA0OOPOT, — HE €CTh MMPOTHUBHO, UOO 3/1EChH
B HavaJIe Ym U B OKOHYAHUH YM, XOTS HOTHI U pa3Hble, OHAKO [APYT C APYyroM] corsiac-
HbBI; HAYATh K€ OT pe U OKOHYUTD HA Yym, WJIN HAa4YaTh OT YM OKAaHYUBATH HA pe — BeCbMa
He0J1aro.

2. Koryta HEKTO 1mmosiaraeT cjioBa Becesible B HOTaX MUHOPHBIX WJIA HOTHI MayKOPHBIE
Ha CJIOBAxX IeYaIbHBIX, CHE €CTh MPOTUBHO I'PaMMAaTHKE, KAK O TOM ITPABUJIO ECTECTBEH-
HO€ U3BSABJISAET, U KaK [Ma*KOp U MUHOP] yIoTpeOIATh [J1. 125] B COUMHEHUH TIEHUS J10-
BOJIBHO YYHT; OHO HAITMCAHO B ATOU K€ YaCTH paHee, 0 HeM 371eCh KPAaTKOCTH Pajla pac-
MIUPEHHO TOBOPUTHCS He OyzeT.

3. Taxke KOr/Ia TBOpEI] MEHUS B CBOEM COUYMHEHHHU IOJIaraeT IOAPs MHOTO Tia-
pa/LIeIbHBIX KBUHT, TO €CTh MATHIX HOT, M TO HEKPACUBO OYy/IET, KaK 3TO 3/1ECH IBCTBYET
(mpumep 97).

ITosmo6aer n60 Oac mucaTh MPOTUB IPOYUX TOJIOCOB HE BCETZla B KBUHTAX, HO /1a0bI
IIECTBOBAJI B IEHUU WHOT/IA B TEPIINU, MHOT/IA B CEKCTHI [C IPYTUMU TOJIOCAMH |, U TOT/Ia
OyzeT KpacuBO U IIPABUJIBHO IEHUE COUNHEHO. [J1. 125 00.]

4. U cero 6epeuncs mogobaeT BO TBOPEHUH IIEHUs TIATEIbHO, 1a0bI B 6acy B BHICO-
KHX HOTaX He IoJIaraTh BHYTPUCJIOTOBOTO pacneBa MEJKUMH JJIUTETbHOCTAMHU Ha OYK-
BaX «U» U «y», OO TaKue HOTHI CBOMCTBEHHBI U IIPUJINYHBI TOHKUM T'0JI0CaM, 8 UMEHHO
IUCKAHTY, aJIbTy U TEHOPY, IPybOMYy ke roJsiocy 6acy HempHUCTONHO, pa3Be HKCEJIEHTY,

64 HMmeroTcs B BUY IIEPBBIE U ITOCJIE/THUE HOTHI 6aca, M0 KOTOPBIM U OIIpeJIeJisieTcsl TOHUKA.
65 3ndech U jjajiee peub UeT O BOKCAX IeKCaXxOop/I0B.
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TO €CTh KPbIKaKy®® , HO 1 TOMy HEMHOTO, UTO 7ia Oy/ieT ceMy B 6acy Ha OYKBY «1» IIPHUMED
(mpumep 98).

Jla 6yzet ke Ha OyKBY «y» npumep (mmpumep 99).

Takue HOTBI XOTS U CIyYalOTCsA B 6ACOBOM IEHUHU, HO PEJIKO, U MMUCATh UX 0/1006aeT
COKpaIIeHHO, /1a0bl B TAKOBBIX 6AC HE CUIIKOM MHOTO YTPYKAAJICA, KOO0 UYpe3 CUJTy oS,
HeKpacuBo Oy/ieT meHue TBOPUTH. [J1. 126]

5. Takske ’xejaplineMy OBITh TBOPIIOM MYCHKHHCKOTO TEHUS IOA00AeT TaKKe
(kak mpesk/e CKa3zaHO) BCe 3BYKOPS/IbI M IIpaBUJjIa 3HATh, TAK)KE U HA OpTaHe XOTs ObI
HEMHOTO UTPATh HAYYUTHCsI; MO0 MHOTHE HE BeIAIOIIHE CETO TBOPIIHI MUIILYT MYyCUKUH-
CKOe TIeHHe, OJHAKO HENPaBUIbHO, IIOCKOJIPKO HE BEJIAI0T M He Ype3 3HaHUe ITPaBUII
COUMHSIOT, TO IMUIIYT (MJIH MTOJIAaTal0T) B TBOPEHUSX CBOUX HA HOTAX OEMOJIN WJIH JIUE3HI,
TJie Hy?KZ[bl B 3TOM HET® , TOTO pajii TBOPEHHUE UX He XBAJIbI, HO UCIIPABJIEHUs JOCTONHO.

OxkoHyaHue

B ceM OKOHUYaHHUU TOJIBKO 00 OJTHOM TOBOPHUTCS: JIa BEAOMO OYZEeT »KesIarIeMy Ie-
HHE TBOPHUTH, C KAKUX T'OJIOCOB IT0Z100aeT HAaUMHATh COYMHEHUE; KOO MHOTO TBOPIIOB,
U K&KJIbIA TIO-CBOEMY M3BOJIUT I10JIaTaTh MYCUKHUUCKOE MIEHNE: MHOU ¢ JUCKAHTa, HHOU
¢ aJIbTa, THOU C TEHOPA HAaUMHAET ITHCATh, IIOTOM K€ IIPOYHE T0JI0ca K HUM IpUJIaraer.
Takum 06pa3oM BCSIKUE BOJIEH TBOPUTD, ITIOCKOJIBKY UMEET CMBICIT ¥ Pa3yMeHHe, OTHAKO
TIEHUE, C 3TUX T'OJIOCOB YCTPOEHHOE, HE CTOJIb KPACUBO Oy/ieT, b0 He Oy/IeT HacTOSAIIaro
OCHOBaHUA B Oace.

Kora »xe criepBa HaIuIInyT 6ac, KOTOPbI HUMeHyeTcs QyH/IaMeHTOM HUJIM OCHOBAaHH-
€M, ¥ K HeEMY IPUJIOKaTCs IIPOYHeE roJI0ca, TOT/Ia TO ITeHHe OyZleT KPaCUBO U MTPABUJIHHO,
[71. 126 06.] mOO 6Gac mMeeT cBOe OCHOBaHME KPEMKO, ITPOYHE JKe T0JI0Ca, TPUI0KEHHBIE
K HEMY, TEKYyT COTJIACHO C IIeHHEM OPTaHHO, U CHe TBOPEHME M0JIaraeTcs OT Oaca B CKIIazie
«HOTAa IPOTHUB HOTBI», TO ECTh KOT/]a BCe BMecTe MoIoT. Koryia ke CIydYuTCss UMUTAIAOH-
HOE ITOCTPOEHUE, TUCKAHTY, UJIU aJIbTy, UJIH TEHOPY CO BTOPBIM®® BBIXO/IUTH, TOT/IA OT TEX
TOJIOCOB CIIEpBa yCTPauBaTh IeHUeE MMoj1o0aeT. bac 1o HUMU NOATIUCHIBAT HY?KHO, Ta0bI
9TH T0JI0Ca KPACUBEE SIBJISJIUCH B IEHUHU U BCAYECKU CIIYX YCIIAKIATN; U O CeM JIOBOJIb-
HO 371eCh Oy/IET, XOTS TEM, KTO K YUEHUIO OXOT€EH, TIIAHUE €r0 U MPUJIEKHOCTD K 00JIb-
IIIUM ITIO3HAHUAM M UCKYCCTBY MOTYT IIPUBECTH; U TAK CUM 3aKJI0ueHrneM ¢ borom KoHery
YIHUHHUM.

Amie KTO XOIIIeT cusl B TOHKOCTU pa3yMeTH,
Hapgie:xut ToMy TIaHue Becersia UMeTH,

160 Hayka ¢ TpyJIoM B MHDe CeM JIaeTcs,

be3 npunexxanus ke BCye TPYKIAAETCH,

UYero xomieT KTO BIPAB/Y PEJKOCTHO HABBIKHYTb,
ToMy HaJJIe:KUT K CTpaxy U TPyZaM IPUBBIKHYTbD.

Konern 'pamMaTike MyCHUKUICTBA.

66 B mosHOM crImCKe CJI0BO «KPBIXKaK» IIPOIYIIEHO, /IJIs Hero ocTaBjieHo Mecto ( JI. 125 00.). B Hemo-
HOM CITHCKe OHO IpucyTcTByeT (J1. 137 006.). Kppikak — BBICOKHI rOJI0C, TAPTHUA KOTOPOTO HOTUPOBAIACH
B CIIEIIAJIBHOM BBICOKOM KJIIOUE: IUCKAHT — B COIIPAHOBOM KJIIOUE, IUCKAHT-KPhIKAK — B CKPUIIMTYHOM,
aJIbT — B aJIbTOBOM, aJIbT-KPBIXKAaK — B MEIII0-COITPAHOBOM, 6ac — B 6acoBoM, Oac-KpbIkak — B GapuTo-
HOBOM.

67 BosamokHO, 31ech bepe3oBckuiil nMeeT B BUY IPAKTUKY HMCIIOJIH30BAHUSA B ITapTece MOJAIbHBIX CIIy-
YaWHBIX 3HAKOB, YIIOTPEOJIABIINXCSA B MOHOIH.

68 BeposTHO, 1T0/T «BTOPBIM» IO PA3yMEBAETCS TOJIOC, BEAYIIHII IIPOTUBOCIOKEHHE.

69 B mapTecHOM neHUY UMUTANVIOHHBIE TIOCTPOEHUS YaCTO OMMUPAIOTCA Ha TADMOHUYECKHH bac.
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Abstract. The article is devoted to works pertaining to small opera
genres (festa teatrale, azione teatrale, componimento drammatico) created
in Vienna during the 1750s and the 1760s. As a rule, they were produced in honor
of some significant event in the lives of the imperial family. Most of them were
endowed with a festive character corresponding to the spirit of court festivity,
an uncomplicated mythological or allegorical plot, relatively short duration
and only three or four characters. The article examines genre-related indications
of short operas, their varieties (the chamber and the scenically representative)
and their indicative examples which has served as a foothold for the approbation
of amixed style, including the components of both the French (the choral
and ballet scenes, the immense weight of the orchestral recitatives) and the Italian
traditions (developed arias and secco recitatives). The conclusionis arrived at about
the special position of Gluck’s azione teatrale Orfeo ed Euridice (1762) among
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a set of analogous genres. Gluck’s rejection of the genre of the monumental aria
indicated his polemics with the poetics of both the opera seria and the festa teatrale.
Despite the implementation in Orfeo of a considerable amount of festa teatrale
compositional techniques, such a rejection is perceived as the greatest avant-garde
reforming gesture of the 1760s.The author compares two operas with Gluck’s Orfeo
ed Euridice. These are Florian Leopold Gassmann’s Amore and Psyche (1767)
and Johann Adolf Hasse’s Piramo e Tisbe (1768), composed later. In the first case,
we can talk about a direct influence, while in the second case, it is possible to observe
in Marco Coltellini’s libretto of a set of allusions to Ranieri Calzabigi’s poetical text
of Orfeo and at the same time the polemic qualities of Hasse’s positions in regard
to Gluck’s score.

Keywords: small-scale opera genres, festa teatrale, azione teatrale,
componimento drammatico, Gluck, Orfeo ed Euridice
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AnHoTanmusa. CTtaThsl MOCBAIEHA COYMHEHUSAM MaJIbIX OIIEPHBIX >KaHPOB
(festa teatrale, azione teatrale, componimento drammatico), co3aHHbIM B Bene
B 1750—1760-€ TroAbl. Kak IIpaBujio, UX CTABUJIN B YECTh KAKOT'O-TO 3HAUUTEJIHHO-
r'o COOBITHS B KU3HU UMIIEPATOPCKON ceMbH. BOJIBIITMHCTBO UMEJIO IPa3HUIHBIN
XapakTep, OTBEUAIONIUU JAyXy MPUABOPHOTIO TOPKECTBA, HECJOKHBIA MUMOJIOTU-
YEeCKUH WU aJJIETOPUYECKUU CIOKeT, HeOOJIBIIYIO IIPOTAKEHHOCTD, BCETO 3—4-X
IepcoHakeil. B craTbe paccMOTpeHBI *KaHPOBble 0003HAUEHUS MaJIbIX OIep, UX
PA3HOBUHOCTHU (KamMepHas U ClieHUYeCKU-pPenpe3eHTaTUBHAsA) U [TOKa3aTeJIbHbIE
06pa3sIiibl, KOTOPhIE MOCAYKUIU IUIALIAPMOM JIJIsA atpobaliii CMEINIaHHOTO CTH-
JIsI, BKJTIOUAIOIIEro KOMIIOHEHTHI KaK (paHIy3CKOU (XOpoBble 1 HOajieTHBIE CIIEHHI,
OOJIBIIION BeC OPKECTPOBBIX PEUYHTATHUBOB), TaK U UTAJIbIHCKON Tpaguluu (pas-
BUTbIE apUU, PeYUTATUBBI secco). CaesiaH BbIBOJ, 00 0COOOM IIOJIOKEHUU azione
teatrale «Opdeit u IBpuauka» (1762) K. B. I'710ka B psy aHAJIOTUYHBIX JKAaHPOB.
Otkas I'71I0ka OT MOHYMEHTAJIbHON apuu 0003HAUYUJI €Tr0 MOJIEMUKY C TTO3THUKON
1 OIIepPHI Seria, u festa teatrale. HecmoTps Ha nperBopenne B «Opdee» 3HAUU-
TEJIbHOT'O KOJIMYECTBA KOMIIO3UITMOHHBIX IPUEMOB festa teatrale, Takoii OTKa3 BOC-
IIPUHUMAaeTCs Kak HanuboJiee aBaHTapAHbIN pedopMaTOPCKUM KecT 1760-X TO/I0B.
ABTOD comocrasJisieT fiBe oriepbl — «Amypa u [lcuxero» (1767) @. JI. 'accmana u «I1u-
pama u ®ucby» (1768) H. A. Xacce, HalmMCaHHbBIX O3AHEe, ¢ «OpdeeM 1 DBPUIUKOU »
I'sroka. B mepBoM citydae MO3KHO TOBOPHUTD O HETIOCPE/ICTBEHHOM BJIMSTHUH, BO BTOPOM
’)Ke — 0 Hajtnuuu B TubperTo Mapko KosbTesmnHu psijia aJuTio3uil Ha IMTO3THYECKUI
TekcT «Opdesi» Paubepu Kaspiabumaxu 1 0JTHOBPEMEHHO O MOJIEMUYHOCTH MTO3UITUN
Xacce 110 OTHOIIIEHHUIO K TapTUType [TIoKa.

KorroueBbie cjioBa: Majible OlepHBIE JKaHPHI, festa teatrale, azione teatrale,
componimento drammatico, I'miok, «Opdet u dBpugnka»
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Jasa murtupoBaHuna: Cycudxo M. II. Majble onepHble KaHpPbl B Bene
no uniocie «Opdes u Ispunuku» K. B. I'oka: amganranus u 1mosemMuka //
CoBpemeHHbIe TIPO6IEMBI My3bIKO3HaHUA. 2024. Tom 8, N2 1. C. 50—71. (Ha pyc.
1 aHrJI. s13.) https://doi.org/10.56620/2587-9731-2024-1-050-071

BaarogapHocTu: ABTOp BbIpakaeT TIJIyOOKYI0 NPU3HATEIbHOCTH
nepeBoAuYuKy ctatbu AHHe [leTpoBHE EBCTPOIIOBOM.

mall-scale opera genres of the 18th century, found in Italian and Italian-

language scores and librettos, were referred to by various names such

as azione teatrale, serenata, componimento drammatico, and festa
teatrale. Typically, these compositions were small in size, consisting of one or two
acts, featuring uncomplicated plots and only three or four characters. Unlike operas
seria or buffa, which were performed on different occasions, they were usually
associated with festive events, and were very common at the Habsburg court
in Vienna. Edward Dent even suggested calling these operas “dynastic” due to their
popularity at the monarchical houses [1, p. 134].

For a long time, small-scale genres remained overshadowed by full-length
operas and wererarely staged or recorded in the 20th century. However, the attention
of musicologists gradually increased, leading to the inclusion of separate chapters
in historical works [2], special articles [3; 4; 5, 6], monographs [7; 8], and even
conferencesdedicated tothesegenres[9;10]. Thisresearchinitiative canbeattributed
to two main reasons. Firstly, there was a natural desire to fill the gaps in the study
of the 18th-century opera heritage. Small-scale operas held a prominent place
among the musical-theatrical performances at the Viennese court. Pietro Metastasio,
for instance, composed 28 out of his 32 librettos of feste teatrali, serenades,
and other works in Vienna, and in his later years (1750—1760), he composed them
twice as often as seria operas.! This disproportion by no means suggests that shorter
librettos required less effort. In fact, in his 1752 letter to Farinelli, Metastasio stated,
“These little bagatelles (fanfaluche) are more difficult, with respect to invention,
than the great.” Thus, a comprehensive understanding of the musical and theatrical
culture of the time would be incomplete without considering these “bagatelles.”

1 Empress Maria Theresa especially appreciated small operas based on Metastasio’s libretto, which, in her
opinion, should serve the upbringing and musical education of her children [11, p. 16]. In 1753, by order of
Farinelli, Metastasio wrote azione per musica L’isola disabitata to celebrate the name day of the Spanish
king Ferdinand VI [12, p. 41, p. 43].

2 In a letter dated December 16, 1752. Pietro Metastasio. (1954). Lettere. B. Brunelli (Ed.), Tutte le opere
di Pietro Metastaszo (Vols 3,4 & 5). A Mondadorl Edltore La edlzlone elettronica del 18 maggio, 2005.
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The second reason for the increased interest in the 18th century small-scale
genres among musicologists is the reassessment of their role in the history of opera.
As early as 1973, Raymond Monelle published an influential article titled Gluck and
the ‘Festa Teatrale, which prompted a fresh perspective on such works. “If ‘Orfeo’
is regarded as a festa teatrale, and not compared with contemporary Italian opera,
many of the accepted judgments must be revised,” he asserted unequivocally
[3, p. 324]. Therefore, the focus of my paper ultimately lies in understanding
the nature, logic, and outcomes of the opera reform in the mid-18th century.

Terminological Designations and Genre Variations

In the 1750s and 1760s, almost all composers, whose full-length works were
staged in the court theater, also created works of small-scale genres.

Table 1. Works of small-scale genres in the 1750—60s

Title libretto year genre festive event
Le cinesi Metastasio/Gluck 1754 | azione teatrale | Maria Theresa’s visit with her husband
to the Schloss Hof
L’Isola disabitata Metastasio/Bonno 1754 | azione teatrale |name day of King Ferdinand VI
La danza Metastasio/Gluck 1755 | componimento | Archduke Leopold’s birthday
pastorale
L’innocenza giustificata Durazzo- Metastasio/ | 1755 | festa teatrale birthday of Franz Stefan, husband of Maria
Gluck Theresa
11 Sogno Metastasio /Reutter 1757 | componimento | unidentified Habsburg family celebration
drammatico
Tetide Migliavacca /Gluck 1760 | serenata wedding of Archduke Joseph and Isabella
of Bourbon
Alcide al bivio Metastasio /Hasse 1760 | festa teatrale wedding of Archduke Joseph and Isabella
of Bourbon
Armida Durazzo-Migliavacca | 1761 | azione teatrale | name day of Isabella of Bourbon
- Quinault /Traetta
Orfeo ed Euridice Calzabigi/Gluck 1762 | azione teatrale |name day of Franz Stefan
Egeria Metastasio /Hasse 1764 | festa teatrale coronation of Joseph II
1l Parnaso confuso Metastasio/Gluck 1765 | serenata the wedding of Joseph II and Maria Josepha
of Bavaria
1l trionfo d’ amore Metastasio / 1765 | azione teatrale | the wedding of Joseph II and Maria Josepha
Gassmann of Bavaria
La corona Metastasio/Gluck 1765 | azione teatrale |name day of Franz Stefan (the opera was not
staged)
Amore e Psiche Coltellini / Gassmann | 1767 | festa teatrale the engagement of Ferdinand I'V of Bourbon
and Maria Josepha of Austria
Partenope Metastasio /Hasse 1767 | festa teatrale the engagement of Ferdinand IV of Bourbon
and Maria Josepha of Austria
Piramo e Tisbe Coltellini/ Hasse 1768 | intermezzo private production of the opera
tragico
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Genre definitions could possibly serve as the foundation for distinguishing
between the various types of small-scale operas. However, this criterion is not
entirely effective since in the 18th century, the same work could have multiple
genre designations. For instance, Metastasio’s Partenope was published with
different subtitles, such as festa teatrale, componimento drammatico, and even
dramma per musica.3 Musicologists, when discussing terminology, have proposed
one name after another to define the genre that best suits its nature. Monelle, after
a detailed examination of manuscripts, editions of librettos and operas, as well
as articles in theoretical and encyclopedic sources of the 18th century (Johann
Mattheson, Johann Adolf Scheibe, Francesco Saverio Quadrio), decided on festa
teatrale as the primary genre for Viennese “sub-operatic” forms [3, pp. 308—
315]. Jacques Joly, relying on Monelle’s work, confirmed the leading role of festa
teatrale in Metastasio’s works [7, pp. 54—60]. Michele Calella, while restating
Monelle’s arguments, proposed the term componimento drammatico (“dramatic
composition”) as a neutral and generalized designation [2, pp. 59—60].

Although the arguments put forth by scholars are understandable
and convincing in their own ways, the question remains as to how necessary
a universal term is today, when historical designations emphasize different
aspects of the genre and were not always strictly interpreted in the 18th century.
Thus, it is perhaps most logical to recognize the collective designation small-scale
opera genres for dynastic representations, relying on the simplest but effective
criterion. This approach is akin to Yuri Tynyanov’s consideration of magnitude
and associated constructive principles as the main distinguishing feature of literary
genres [13, pp. 154—155].

Two main types of small-scale operas coexisted at the Viennese court.
Depending on the scale of the celebration and the nature of the occasion,
the performance could be chamber-like, almost homey, with the audience
restricted to a close circle of relatives, guests, and courtiers; or it could be lavish
and solemn. Assessing the variety of small-scale Viennese operas, Andrea Chegai
noted that they were located halfway between the splendor of the Baroque theater
and the intimacy of Arcadian lyricism, designed for an erudite audience [14, p. 4].
The peculiar combination of pompous design with refined plots and musical
nuances was more prevalent in these operas than in seria operas, which focused
on the display of passions, dramatic arcs, and character development.

Chamber Variation

Members of the imperial family often participated in performances of the first
type, the chamber variation. Operas such as La danza, Il Parnaso confuso
and La corona, written by Christoph Willibald Gluck to librettos by Metastasio,

3 Sartori, C. (1990—-1994). Librettiitaliani a stampa dalle origini al 1800. Catalogo analitico con 16 indici.
Bertola & Locatelli. (Vol. 4), p. 361.
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were composed precisely for such private performances. One such azione teatrale,
Il Parnaso confuso, was performed in 1765 as part of the festivities celebrating the
wedding of Joseph II to the Bavarian princess Maria Josepha. The typical program
for such festivities usually included a major opera, a French dramatic tragedy,
a French comedy, a ballet, and an azione teatrale. The wedding party was held at the
Schonbrunn Palace, the summer residence, even though it was celebrated in winter.
The presented artworks included Gluck’s opera Telemaco, with a libretto by Marco
Coltellini, along with two ballets featuring music by Florian Leopold Gassmann and
choreography by Franz Hilverding. Gasparo Angiolini staged the ballet La Semiramide
riconosciuta by Gluck, and Racine’s tragedy Bajazet.# Each performance was held
only once, except for Il Parnaso confuso, which was shown three times. Emperor
Joseph’s sisters Maria Amalia, Maria Elisabeth, Maria Josepha, and Maria Carolina
took the stage, while their brother Leopold, Grand Duke of Tuscany, directed the
young singers and orchestrators of the
chapel from the harpsichord. The two
performances at Schonbrunn (January 24
and 27) and the third one at the Hofburg
(February 9) were highly successful.
It is difficult to say whether the warm
reception was due to the artistic and
musical talents of the princesses or only
a desire to comply with court etiquette.
Nonetheless, the three performances
speak for themselves. Maria Theresa
commissioned court painter Johann
Franz Greipel to create a group portrait
of her daughters in theatrical costumes
(Figure 1). He also painted the Hall of
Ceremonies in Schonbrunn, adapted for
the performance (Figure 2): this image
is known from various descriptions,
including the latest edition dedicated
to the relationship between music and
Figure 1. J. F. Greipel. Maria Theresa’s architecture in the musical theater of

daughters on stage. Presentation of Il Parnaso ~ the 17th—18th centuries [15, p. 485-
confuso K. V. Gluck’s. Kunsthistorisches Museum, 486]. Judging from this image, the opera

Gemaldegalerie, 3146. Open access resource
s performed by the royal amateurs was
meticulously designed and staged. Metastasio, responsible for the general direction,
along with Gluck and Hilverding, who worked on gestures and dances, had to

4 Wienerisches Diarium. 2. Februar. 1765. https://anno.onb.ac.at/cgi-content/anno?aid=wrz&datum=1
7650202&seite=5&zoom=33 (accessed: 15.12.2023).
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Figure 2. J.F. Greipel. Premiere of Il Parnaso confuso Ch.V. Gluck's.
Kunsthistorisches Museum, Gemaldegalerie, 4075.
Open access resource

exhibit great ingenuity in adapting the roles to the capabilities of the high-born non-
professional performers. A simple and appropriate plot was chosen: on Parnassus,
the muses Melpomene, Euterpe, and Erato struggle to agree on how to congratulate
thenewlyweds. Apolloresolvestheirdoubtsbyadvisingthemtotrustinimprovisation
and to express their sincere feelings and talent in a congratulatory message. The
work on Il Parnaso confuso was conducted hastily. Metastasio received the order
only in early November [16, p. 132], and by December rehearsals were in full swing.
Within five weeks, the libretto and music were written, and the learning of musical
numbers and recitatives began [17, p. 42]. In aletter to Farinelli, Metastasio lamented
that he spent every day before and after lunch in the imperial “gynoecium,” engaged
in the preparation of the plays.

The solo numbers were maximally adapted to the girls’ vocal abilities.
The eldest sister, Maria Elisabeth, who possessed a strong vocal technique and
was 22 years old at the time, portrayed Melpomene, the muse of tragedy. She
successfully performed two arias, one of which was metaphorical with a maritime
theme and featured intricate coloratura. Maria Josepha, portraying Euterpe,
the muse of lyric poetry, had lighter and simpler solos. Maria Amalia, in the role
of Apollo, had the opportunity to showcase her excellent high notes.

5 Metastasio, P. Lettere, p. 798. It is worth noting that this marked the first collaboration between
Metastasio and Gluck, with Gluck composing the music for Metastasio’s libretto. As is well known, the poet
did not have a favorable opinion of the composer, although he acknowledged Gluck’s unique talent.
However, in the case of Il Parnaso confuso, they apparently worked closely together.
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The youngest sister, 12-year-old Maria Carolina, played the role of Erato,
the muse of love songs. She had only one solo number in Il Parnaso confuso, which
had a simple, yet charming melody, reminiscent of the beginning of the Countess’
aria from Le nozze di Figaro. The vocal part resonates against the delicate pizzicato
of violins, simulating the sound of a zither: in Metastasio’s poetic text, it refers
to the gentle, loving tone of this ancient Greek instrument (Example 1). Significantly,
numbers like Erato’s aria exemplify the typical qualities found in small-scale
chamber genres — elegance and simplicity.
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Example 1. Erato’s aria.
Biblioteca Conservatorio S.Pietro a Majella, Napoli.
I-Nc 27.4.12

Stage-Representational Variation

In other instances, lavishly adorned festa teatrale were striking in their
grandeur. A notable example was the staging of Johann Adolf Hasse’s Alcide
al Bivio, with a libretto by Metastasio, and Gluck’s Tetide, with a text by Giovanni
AmbrogioMigliavacca.Thesecompositions,createdin1760tocelebratethe marriage
of Joseph, then Archduke, to his first wife Isabella of Parma, boasted magnificent
scenery, elaborate costumes, and a special mechanism imported from France
that could elevate gods and goddesses into the air. Caterina Gabrielli, the lead
actress in Tetide, sat on a throne adorned with seaweed, surrounded by nereids
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and newts [16, p. 102]. The renowned theater decorator and architect Giovanni
Niccoldo Servandoni (1695-1766) traveled from Paris to Vienna to supervise
the preparation of the sets for both performances.

Theatrical representation appears to have been a prominent distinguishing
characteristic of this particular variety of dynastic operas. Another essential aspect
could be seen in the association of mythological or allegorical figures with the noble
patron, who was greatly flattered by such parallels. In Metastasio’s serenade,
the wise character of Thetis symbolized Maria Theresia, serving as an exemplary
figure for newlyweds [17]. Similarly, in Alcide al Bivio, renowned for its storyline
revolving around the ancient hero’s choice between pleasure and virtue, the parallels
with Joseph were equally evident. However, these allusions were not exclusive to festa
teatrale or serenades; they were also present in operas seria staged in court theaters.
Nevertheless, while the plot structures and dramatic motifs in grand and minor
opera shared similarities, the composition had its distinct characteristics. Monelle
summarized the defining qualities of festa teatrale poetics as follows [3, p. 310]:

« inclusion of choruses featuring gods, nymphs, shepherds, fishermen,
hunters, where choral lines alternated with solo lines;

« incorporation of ballet numbers;

« elaborate arias;

« significant presence of accompagnato recitatives, sometimes integrated
within an aria, transforming it into a dramatic scene;

« departure from the conventional grand opera composition with exit arias
of characters leaving the stage.

All of the mentioned compositional principles, albeit to varying degrees, are
present in both the 1760 wedding operas, Tetide and Alcide al Bivio. In the case
of Tetide, there are three choruses, two accompagnato recitatives, a duet,
and a quartet. Alcide al Bivio has six accompagnato recitatives, one of them
(Alcides’) being an extended scene with dynamic orchestral ritournelles, along
with three choral numbers. These choral numbers include the cupids in the retinue
of Edonide, who personifies Pleasure, the heroes and heroines in the retinue
of Arete, symbolizing Virtue, and the servants of the temple of Glory. Additionally,
the libretto of Alcide al Bivio indicates the presence of three dances. In all cases,
the solo numbers consist of large da capo (dal segno) arias with elaborate vocal
parts. The roles performed by Caterina Gabrielli — Tetide in Gluck’s opera and
Edonide in Hasse’s opera — showcased remarkable virtuosity. The vocal splendor
of her arias, as well as the solo numbers written for the castrato Giovanni Manzuoli,
resonated with the festive spirit of the performances and complemented the opulent
stage decorations and theatrical “miracles.” It was this representational variation
of festa teatrale that set the context for Gluck’s Orfeo ed Euridice, introducing
a new perspective in evaluating the reformist transformations.
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Despite the opposition between the Metastasio-Hasse alliance and the “party”
led by Giacomo Durazzo, the intendant of the imperial theatres, Alcide al Bivio
was repeatedly regarded as a work closely aligned with the reformist movement in
Vienna. Monelle first expressed thisidea [ 3, pp. 317—324], which was later supported
by Ernest Harris, who thoroughly described the opera scene by scene [5], as well as
by Raffaele Mellace [4], and Andrea Sommer-Mathis [17, p. 40]. Their conclusions
are hardly disputable today. Between Alcide al Bivio and Calzabigi-Gluck’s Orfeo
ed Euridice (1762), there exists not only chronological proximity but also musical
and dramaturgical similarities, such as baroque stage effects, choruses, dances,
accompanied recitatives, and instrumental episodes, including extended opening
ritournelles in the arias.

Orfeo ed Euridice Among Viennese Small-Scale Genre Operas

This analogy with feste teatrali is further reinforced by two other works that
bear resemblance to Orfeo: Gluck’s L’innocenza giustificata (1755) and Tommaso
Traetta’s Armida (1761). The main roles in these works were performed by the
same singers as in Alcide al Bivio and Tetide — Caterina Gabrielli and Giovanni
Manzuoli. Durazzo, the chief ideologist of the reform, was involved in both
operas. For Gluck, he wrote the libretto, borrowing some verses from Metastasio;
and for Traetta, he adapted the text of Philippe Quinault, composed in 1686
for Jean-Baptiste Lully.

Both operas followed the Franco-Italian style, which was fashionable not only
in Vienna but also in Parma, Stuttgart, and Mannheim. This trend had a political
background due to the rearrangement of state alliances during the Seven Years’
War, with France increasingly asserting its leadership role. As a result, Gallomania
began to influence new tastes in musical theater. The recipe was simple yet highly
effective: a combination, or rather a fusion, of features from French and Italian
opera. French opera contributed choruses, ballet, recitatives accompanied
by an orchestra, and a compositional variety of scenes, while Italian opera brought
forth large extended arias.

In L’innocenza giustificata, an opera based on the story of the virtuous vestal
Claudia who proved her innocence, Gluck and Durazzo proposed a fundamentally
new solution for the finale. Departing from the customary festa teatrale format,
they crafted a large and dramatically tense scene consisting of choruses, solo lines,
and secco and accompanied recitatives. Only the small final dance divertissement
aligned with the spirit of this festa teatrale, written to celebrate the birthday
of Franz Stephan, Maria Theresa’s consort. The rest of the action exuded a mood
of anxious anticipation leading to the denouement. This opera marked a turning
point for Gluck, as its final scene was unlike anything he had created before. It paved
the way for his operatic experiments of the 1760s.
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Armida must have appeared even more avant-garde and distinctly “French”
to the Viennese audience. The libretto vividly depicted colorful stage settings such
as Armida’s gardens, a gloomy gorge, miraculous transformations with moving
mechanisms, and even Armida’s flying chariot — everything that evokes the theatrical
techniques of the 17th century. The chorus, integrated into the action, plays
a significant role in Armida. Particularly impressive is the dynamic c-moll chorus
of the Furies, summoned by Armida to overcome her love and gain the strength
to kill Rinaldo. It exhibited a kinship with the choruses and dances of the Furies
from Orfeo and the “furioso” episodes from the ballet Don Juan, staged in October
of the same year 1761 as Armida. It is probably this episode that became
an inspirational impulse for Gluck.

Gluck’s Orfeo was also written in this vein and within the same genre.
It seems like only one step remains to conclude its parity with works composed
of the same compositional and stylistic elements. Then, one could even refer
to Orfeo ed Euridice as the adaptation of the festa teatrale genre norm. However,
despite extensive research on small-scale opera genres and the literal “rediscovery”
of dozens of compositions, despite the wealth of collected material, and despite
the assertions that Orfeo proposed nothing revolutionary beyond the compositional
and dramaturgical means already known at the time, the historical assessment
of Gluck’s masterpiece as a whole must remain unchanged.

Judging by the result, Gluck formed his position in polemics not only with grand
opera seria but also with the diverse range of small-scale operas, regardless of their
terminological designations. The crucial difference, in my opinion, is that Orfeo
was not just “one of” but the most radical reformative experience. Gluck presented
the techniques and means familiar from other small forms with maximum
concentration and dramatic effectiveness. However, he did not stop there.

What fundamentally distinguished this composition from previous works,
including those by Gluck, was the treatment of the solo number — the aria. It was
the “backbone” and core of the musical composition in both opera seria and festa
teatrale. The monumental da capo form, typically accompanied by virtuoso
coloratura, and the various yet recognizable types of expressiveness, all constituted
the artistic essence of the Italian operatic tradition of the 18th century. It was this
concept of the aria that was retained in almost all the operas of the “new wave,”
including the feste teatrali, which shared structural similarities with Orfeo.
The grand Italian aria remained the defining feature of the Italian tradition,
representing mixed Franco-Italian works, and it was not abandoned by Hasse,
Traetta, or even Gluck himself — until Orfeo. Against the backdrop of brilliant
solo numbers, the large scenes with choruses and dances, as well as the recitatives
with dynamic orchestral accompaniment, seemed like important additions rather
than determining factors.
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In Orfeo, however, the priority of the aria as the major element of an opera
composition was shaken, and its place was taken by flexible arioso forms, where
simple and expressive cantilena alternated with expressive recitatives, transforming
the solo number into a scene. Gluck’s rejection of the monumental aria, which had
turned operas into gigantic suites, marked his polemic with tradition. Even though
Orfeo adapted numerous compositional techniques from the festa teatrale tradition,
this departure is still seen as a reformist gesture.

Small-Scale Genres After “Orfeo”

It is even more intriguing to examine the fate of small-scale genres after Orfeo
and explore its possible influences. I have selected three works written almost
simultaneously: Hasse’s Partenope (1767) and Piramo e Tisbe (1768), and Florian
Leopold Gassmann’s Amore e Psiche (1767).

The relation of Hasse’s Partenope, written to a libretto by Metastasio,
to Gluck’s “gold standard” is the easiest to discern. It was composed to celebrate
the betrothal of King Ferdinand IV of Naples and Maria Josepha, daughter
of Empress Maria Theresa. This two-part festa teatrale consists of a sequence
of arias and secco recitatives, unfolding the unpretentious intrigue of two pairs
of noble lovers. In accordance with Monelle’s conventions, each part of Partenope
includes choruses and accompanied recitatives. The choruses, akin to two grand
portals, frame the entire composition with their static nature. The orchestral
recitatives are quite modest. Hasse’s arias, as in his later operas, are graceful,
harmonious, and virtuosic. The desired harmony sought by the royal newlyweds
is only slightly tempered by minor nuances, while the choruses imbue the festa
teatrale with the necessary solemnity. However, all these elements are mere
supplements to the arias. In other words, there are no traces of Orfeo’s influence
to be found in Partenope.®

Gassmann’s Amore e Psiche, performed only once — just two days before
Partenope — for the same occasion, presents a more ambiguous relation
to the direction set by Orfeo. Gluck shared more similarities with Florian
Gassmann than with Johann Adolph Hasse.” Although Gassmann initially relied
on Metastasio’s authority in his early career in Vienna, after Amore e Psiche he
did not compose another opera based on Metastasio’s texts and eventually joined
the “party” of Durazzo.

6 The vibrant melodies of Partenope formed a stark contrast with the tragic events that unfolded just
a month after its performance on September gth. On the very day Maria Josepha was scheduled to travel
to Naples to meet her future husband, she tragically passed away due to smallpox. Gassmann’s opera,
Amore e Psiche, is also intertwined with this sorrowful event.

7 In terms of their biographies, Gluck and Gassmann shared several similarities, particularly in their
early years. With a 15-year age difference, both were born in Bohemia. They defied their fathers’ wishes
and pursued careers in music, finding success first in Italy and later in Vienna. In 1763, Gassmann took
over as composer of ballet and later theater music, following in Gluck’s footstep
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Amore e Psiche was crafted to a libretto by Marco Coltellini, a friend and pupil
of Ranieri de’ Calzabigi. Therefore, the similarities between Coltellini’s libretto
and Orfeo are hardly coincidental. Gustav Donath and Robert Haas, authors
of the sole dedicated work on Gassmann published over a century ago, suggested
that the composer himself selected the plot and influenced its development.
According to them, the striking resemblance in both the poetic text and musical
solutions to the Gluckian model cannot be explained otherwise [19, p. 66].
However, this hypothesis, in my view, holds little legitimacy. It diverges excessively
from the typical dynamics of the relationships between the client (impresario),
the poet, and the composer during that era, where the composer, as arule, was
solely responsible for the music and had minimal influence on the choice of the plot.
Nevertheless, it is highly plausible that Coltellini was familiar with Calzabigi’s
libretto and may have drawn inspiration from it, whether consciously
or subconsciously.

There are indeed many similarities between the librettos of the two operas. And
it is not only the reliance on ancient sources—the Greek myth in Orfeo and the tale
from Apuleius’ Metamorphoses in Amore e Psiche. There are also more specific
points of contact in plot motifs and compositional means. Both operas explore
the theme of separated lovers, where the heroes (Orpheus and Psyche) descend
into the underworld to fulfill the gods’ commands. Additionally, the plots revolve
around motifs of prohibition and its violation: Orpheus must not look back while
leading Eurydice out of Hades, or else she will perish, and Psyche must not see her
husband’s face, or she will lose him forever. Inevitably, both protagonists break these
taboos, resulting in death or a perilous ordeal. Following the Franco-Italian style
of the 1760s, Coltellini, influenced by his mentor, incorporates choral and dance
scenes into the libretto.

The musical composition of Amore e Psiche reveals Gassmann’s close
familiarity with the score of Orfeo. Certain scenes appear as paraphrases of Gluck’s
work. Gassmann seems particularly impressed by the technique of alternation
between choral and solo parts, creating grand rondo-like compositions. The opera
showcases numerous expressive declamatory passages and a well-developed
orchestral part that reveals the influence of Gluck’s techniques and Gassmann’s own
experience in composing orchestral works. There are even instances where melodic
and harmonic solutions exhibit noticeable closeness. The initial phrases in Cupid’s
aria from Act 1, for instance, seem to be composed of two unmistakable melodic
turns from Orpheus’s arias in Acts 1 and 3 (Example 2).

And when sorrowful nymphs accompany Psyche to a gloomy cave where she is
to wed a dreadful monster in Act 2 of Gassmann’s opera, the texture and harmony
of their chorus directly reference Gluck’s chorus of the Furies and sympathetic
spirits, who took pity on Orpheus.

In Amore e Psiche, Gassmann undoubtedly drew upon Gluck’s expertise.
Moreover, it seems like he even aimed to surpass Gluck in certain aspects,
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Example 2. Florian Gassmann Amore e Psiche, 1st Act, Amore’s aria (a),
Christoph Willibald Gluck Orfeo ed Euridice, 3rd Act, Orfeo’s aria (b),
1st Act, Orfeo’s aria (c)

including quantitatively. Gassmann’s opera features as many as six roles
for the chorus: shepherds, nymphs, priests, furies, Psyche’s sisters, and spirits
of pleasure, compared to Orfeo’s three: shepherds and nymphs, blissful shadows,
and Furies. Additionally, Gassmann employed the compositional technique of comic
opera by crafting a genuine ensemble finale at the end of the second act, a technique
Gluck did not employ. But on the whole, both Gassmann and his librettist Coltellini
exhibit less radicality and consistency compared to Gluck and Calzabigi. The action
in Amore e Psiche is more congested and ramified than what is typical for small-scale
operas, reflecting the influence of opera seria. But, most importantly, the musical
composition is divided into two independent layers: one featuring developed
scenes and expressive recitatives, and the other showcasing large virtuosic arias
that seem to have come directly from opera seria, standing completely apart
from the reformist path. And these arias are performed not only by supporting
characters like Psiamore e psicheche’s father Palemont, Venus, and Zephyr, but also
by the main characters, Cupid and Psyche. Gassmann’s opera is more dramatically
intense and compositionally complex than many “dynastic” works. It does carry
a hint of the energy found in Gluck’s Orfeo, but only to a certain extent.

The last work to be discussed is Piramo e Tisbe, Hasse’s intermezzo tragico
with a libretto by Marco Coltellini. It stands apart from other small-scale operas
for several reasons. It was composed not for the court theater but on a commission
from a French lady® and performed in her private theater in 1768. Two years
later, the opera was repeated several times in the presence of the imperial family
at the small theater of Laxenburg castles, located on the outskirts of Vienna, which
was the court’s summer retreat. Hasse proudly wrote to Giammaria Ortes,

Si e data l'occasione, che ha dovuto esser rappresentata davanti alla M. dell’
Imperadrice I’ ultima mia opera, de’ cui gia le scrissi nell’ anno dunque in scena nel teatro
di Laxemburg, ove la corte si trovo in villeggiatura. Si recito varie volte. Vi fu sempre oltre
la Famiglia Imp. le il fior della nobilita. <...> E m’e permesso di dir quello ch’ e vero, non
ho mai avanti monarchi prodotto una cosa che abbia avuto un si felice incontro, né che sia

8 Pancino L. (Ed.). (1998). Johann Adolf Hasse e Giammaria Ortes. Lettere (1760—1783). Brespols, p. 160.
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stata ascoltata con simile silenzio. Sin dalla prima sera la M. dell'Tmperadrice mi fece dopo
I'opera montar nella sua loggia, per palesarmi il clementiss.mo suo gradimento, e I'ultima
sera fece l'istesso, degnandosi di donarmi colle proprie sue mani un magnifico anello.?

In both the initial and subsequent stagings, performers were amateurs, hence
their names were not included in the libretti printed by the Viennese printing house
Ghelen. But perhaps most remarkable of all, unlike other small-scale operas, these
performanceswerenotassociatedwithanyspecificcelebration. ForHasse,a commission
for summer “entertainment” music, and furthermore, intended to be performed by
amateurs, was unlikely to be particularly lucrative. Nevertheless, the 69-year-old
composer accepted the commission and later, in letters to his friend, the Venetian
composer and philosopher Giammaria Ortes, he repeatedly regarded Piramo e Tisbe
as his finest work, highlighting his advanced age with a sense of pride: “The fact that
I am still writing operas <...> surprises everyone here.” The unconfinedness and
deliberate simplicity of such a “bagatelle” granted the composer much more artistic
freedom. Hasse, who had previously left the court service in Dresden and had no
obligations in Vienna, may have found such a task appealing.

The second important point is the opera’s unique genre designation as
an intermezzo tragico. Coltellini and Hasse played on a paradox: the intermezzo,
a comedic genre, was given a tragic plot for the first time. The libretto was based
on a story from Ovid’s Metamorphoses about the two unhappy lovers separated
by the will of their parents. The small size, simplicity of the plot, absence of mass
scenes, and the small number of characters (Pyramus, Thisbe, and her father)
were inherited from intermezzo. However, the overall composition of the opera,
with its original combination of components familiar from various opera genres
and national traditions, is apparently unparalleled — neither in opera seria, nor
in musical comedy, nor even in festa teatrale. Piramo has seven scenes grouped
in two parts, as is usual for an intermezzo, but that is where the similarities end. It
features ten arias, four duets, 11 accompagnato recitatives, and only seven secco
recitatives. Additionally, there is a large ballet scene, but not a single choral episode
— a unique “set” of components for a 18th-century composition.

The unusual nature of this opera prompts us to look for points of contact
with works of a reformist persuasion, despite the fact that the composer himself
never declared any such ideas. Moreover, Hasse belonged to Metastasio’s “party”
in opposition to the triumvirate of Durazzo-Calzabigi-Gluck. Nor, as far as we
can tell from his operas of the 1750s and 1760s, did he share the enthusiasm

9 “I'had the opportunity to present my latest opera, which was written a year ago, to Her Majesty the Empress.
<...> The opera enjoyed multiple performances, with each one graced by the presence of the imperial family
and the vibrant atmosphere of high society. <...> Truth be told, never before has my composition been
received so warmly in the presence of monarchs, nor have I experienced such profound silence during its
performance. On the very first night, Her Majesty graciously invited me to her box after the show to express
her approval. And on the final evening, she personally presented me with a splendid ring”. Ibid., p. 212.

10 Ibid., p. 160-161, 165.

65



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

for the Franco-Italian style. Nevertheless, the closest association arises
with Gluck’s Orfeo, written six years before Piramo e Tisbe. It is no coincidence
that Francesco Degrada in 1974 [20] and Sieghart Dohring in 1999 [21] drew
from this thesis in their analysis of Hasse’s opera. Both scholars examined
the intermezzo tragico in the context of Gluck’s operatic reform and concluded
that while there are undoubted parallels between Hasse’s late opera and Orfeo,
they do not define its essence. Degrada saw a difference in aesthetic orientations—
the classical style (Gluck) versus pre-Romantic impulses (Hasse) [20, p. 22].
Dohring, referring to the assessments of Hasse’s contemporaries — Johann
Adam Hiller, Johann Friedrich Reichardt, Johann Carl Friedrich Rellstab —
interpreted Piramo e Tisbe as a search for a new path to the synthesis between
tradition and innovation, somewhat similar to Gluck’s approach, but not identical
to it [21, p. 138, p. 146].

The closest connection to the reformist movement can be observed
in Coltellini’s libretto. The poet boldly included quotes from Calzabigi’s famous
lines in Orfeo: in Pyramus’ aria, he used the opening of Orpheus’ recitative
in Elysium, Che puro ciel [20, p. 17]. In addition to Degrada’s example, we
can note Thisbe’s line, Che faro senz’ il mio ben, which literally coincides
with the words from Orpheus’ aria, Che faro senz’ Euridice, along with several
other allusions. The emphasisin the libretto is not on demonstrating stereotypical
affects or figurative topoi; rather, it focuses on the nuances not even of affects
but of emotions, albeit expressed most often through the familiar lexical turns
of dramma per musica.

Unlike Coltellini, Hasse did not opt for dialogue. It seems as if he purposefully
turned away from reformist temptations and returned to the melancholic Arcadian
pastorals of his teacher, Alessandro Scarlatti. The tragic intermezzo is completely
devoid of monumentality. The absence of choral scenes directs all attention
to the arias, which Hasse greatly emphasizes. However, unlike Gassmann, there
is no ambivalence, as the solo numbers seamlessly integrate into the through-
composed “reformist” scenes. They are perceived as a nostalgic reverence
for the bygone 1730s and even for an earlier tradition — the refined Roman
operas of the late 17th century. Their verbal expressiveness, melodic plasticity,
skillfulness, and touching naivety bring to mind the music of both the late
Pergolesi and the young genius who was only 12 years old in 1768 — Wolfgang
Amadeus Mozart. Thus, Hasse’s position is polemical in relation to both Gluck’s
Orfeo, with its vivid scene contrasts and dynamic musical development, and festa
teatrale, where there were no — and could not be — such flexible transitions
between singing and recitation, and such a focus on the characters’ nuanced
personal experiences, as seen in Piramo e Tisbe.

In Hasse’s correspondence with Ortes, the topic of Orfeo arose in 1771. This
discussion was prompted by the staging of Gluck’s opera in Bologna, which, according
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to Ortes (a letter of June 22), incurred significant expenses* [13, p. 231]. After
a month of silence, Hasse finally responded to his friend on July 17, with a touch
of irony, “I was delighted to hear that everyone in Bologna was thoroughly
entertained and found an opera to their liking. Although the opera was performed
here four times, I did not have the opportunity to hear it due to my gout attacks.”
[13, pp. 231—232] It is difficult to say for sure whether the aging composer slyly
pretended or genuinely did not know a single note from the score of Orfeo. Most
likely, even if he was acquainted with it, he simply did not want or could not “hear”
it, let alone admit it.

Summary

Small-scale opera genres did not have a long life in Vienna. Hasse’s
Partenope (1767) was the last to use the term festa teatrale. After Metastasio,
none of the librettists addressed it again. The opera La corona (1765, Metastasio-
Gluck), intended to be performed but canceled due to the death of Franz
Stephan, marked the end of azione teatrale. The reign of Maria Theresa seems
to have been the most fruitful period for dynastic genres at the Viennese court.
However, with the passing of her beloved husband, the Empress lost her interest
in lively jubilations, including operas of this kind. Nevertheless, the history
of these genres in the 18th century encompassed virtually all the acute collisions
in the development of musical theater.

References

1. Dent, E. J. (1944). The Nomenclature of Opera. Music & Letters, 25(3), 132—
140, 25(4), 213—226.

2. Callela, M. (2006). Kleinere szenische Gattungen (“componimenti
drammatici”). In S. Leopold (Ed.), Geschichte der Oper (Vol. 2, pp. 59—72).
Laaber-Verlag.

3. Monelle, R. (1973). Gluck and the ‘Festa Teatrale.” Music and Letters, 54(3),
308-325.

4. Mellace, R. (2001). Le feste teatrali viennesi di Metastasio e Hasse. In E. Sala
Di Felice & R. C. Lumetti (Eds.), Il melodramma di Pietro Metastasio. La poesia,
la musica, la messa in scena e lopera italiana nel Settecento (pp. 467—492).
Aracne.

5. Harris II, E. (2006). Johann Adolf Hasse’s Alcide al bivio and ‘Reform
opera.’ In R. Wiesend (Ed.), Johann Adolf Hasse in seiner Zeit. Symposium vom
23 bis 26 Marz 1999, Hamburg (pp. 127-136). Carus-Verlag.

11 The libretto, published for this production by the Bolognese printing house Sassi, includes not only
the names of the performers, composer, and set designers but also the creators of the costumes and stage
machinery, as well as the number of choristers (11 men and 11 women). Such a detailed description may
have been intended to justify the expenses.

67



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

6. Sommer-Mathis, A. (2018). Festa teatrale e serenata alla corte impereale
di Vienna nella prima meta del settecento. In I. Yordanova & P. Maione (Eds.),
Serenata and Festa Teatrale in 18th Century Europe (Vol. 5, pp. 61—82).
Hollitzer Verlag. https://doi.org/10.2307/j.ctv6jmbis.7

7.Joly, J. (1978). Les fetes theatrales de Metastase a la cour de Vienne,
1731—1767. Faculté des lettres et sciences humaines de I’'Université de Clermont-
Ferrand II.

8. Sommer-Mathis, A. (1994). Tu felix Austria nube: Hochzeitsfeste der
Habsburger im 18. Jahrhundert. Musikwissenschaftlicher Verlag.

9. Colturato, A. & Merlotti, A. (Eds.). (2011). La feste teatrale nel Settecento.
Atti del Convegno Internazionale di Studi Reggia di Venaria, 13—14 novembre
2009. Libreria musicale italiana.

10. Yordanova, I., Maione, P. (Eds.). (2018). Serenata and Festa Teatrale in
18th Century Europe. Hollitzer Verlag. https://doi.org/10.2307/j.ctv6jmbis

11. Leopold, S. (2021). Der Traum vom irdischen Paradies. Musik
in fiirstlichen Sommerresidenzen. In S. Leopold & B. Pelker (Eds.), Fiirstliches
Arkadien: Sommerresidenzen im 18. Jahrhundert (pp. 3—22). Heidelberg
University Publishing. https://doi.org/10.17885/heiup.778.c10444

12. Kleinertz, R. (2021). Aranjuez und der harmonische Staat.
In Leopold, S. & Pelker, B. (Eds.), Fiirstliches Arkadien: Sommerresidenzen
im 18. Jahrhundert (pp. 39—44). Heidelberg University Publishing.
https://doi.org/10.17885/heiup.778.c10446

13. Tynianov, Yu. (2019). Literary Fact. In Permanent Evolution: Selected
Essays on Literature, Theory and Film. (A. Morse & Ph. Redko, Eds.) (pp. 153—
172). Academic Studies Press. https://doi.org/10.2307/j.ctvizjg7wx.10

14. Chegai, A. (2011). Configurazione scenico e assetto drammatico nelle feste
teatrali del Metastasio. In A. Colturato & A. Merlotti (Eds.), La feste teatrale nel
Settecento. Atti del Convegno Internazionale di Studi Reggia di Venaria, 13—14
novembre 2009 (pp. 3—30). Libreria musicale italiana.

15. Hilscher, E., Mader-Kratky, A. (2020). Die gespielte Inszenierung?
Reprasentation und Hierarchie im Theaterparterre am wiener Kaiserhof
im mariatheresianischer Zeit. In M. Scharrer, H. LaB, & M. Miiller (Eds.),
Musiktheater im hofischen Raum des friihneuzeitlichen Europa Hof -
Oper — Architektur (pp. 461—492). Heidelberg University Publishing.
https://doi.org/10.17885/heiup.469.c7724

16. Croll, G., Croll, R. (2010). Gluck. Sein Leben. Seine Musik. Barenreiter.

17. Sommer-Mathis, A. (2011.) Il Parnaso confuso e altre feste teatrali della
corte viennese nel Settecento. In A. Colturato & A. Merlotti (Eds.), La feste teatrale
nel Settecento. Atti del Convegno Internazionale di Studi Reggia di Venaria, 13—
14 novembre 2009 (pp. 31—52). Libreria musicale italiana.

18. Ivaldi, A. F. (2018). Un’“ingegnosa congiunzione.” La serenata Tetide di
Gluck per una pace asburgica europea (1760). In I. Yordanova & P. Maione (Eds.),
Serenata and Festa Teatrale in 18th Century Europe (pp. 457—-504). Hollitzer
Verlag. https://doi.org/10.2307/j.ctv6jmbis.19

19. Donat, G., Haas R. (1914). Florian Leopold Gassmann als Opernkomponist.
Studien zur Musikwissenschaft, 2, 34—211.

20. Degrada, F. (1996). Glucksche Aspekte in einem Spatwerk Hasses.
In W. Hochstein & R. Wiesend (Eds.), Hasse-Studien (Vol. 3, pp. 5—23). Carus-

68



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

Verlag.

21. Doring, S. (2006). Konstruktion und Emotion: Hasses Piramo e Tisbe.
In R. Wiesend (Ed.), Johann Adolf Hasse in seiner Zeit. Symposium vom 23 bis
26 Mirz 1999, Hamburg (pp. 137—-154). Carus-Verlag.

Cnucok aureparypsbl

1. Dent E. J. The nomenclature of Opera // Music & Letters. 1944. Vol. 25.
Ne 3. P. 132—140. N2 4. P. 213—226.

2. Callela M. Kleinere szenische Gattungen («componimenti drammatici»)
// Geschichte der Oper. Laaber: Laaber-Verlag, 2006. Bd. 2. Die Oper im 18.
Jahrhundert. S. 59—72.

3. Monelle R. Gluck and the ‘festa teatrale’ // Music and Letters. July 1973.
Vol. LIV. Iss. 3. P. 308—325.

4. Mellace R. Le feste teatrali viennesi di Metastasio e Hasse //
Il melodramma di Pietro Metastasio. La poesia, la musica, la messa in scena
e 'opera italiana nel Settecento, a c. di Elena Sala Di Felice e Rossana Caira
Lumetti. Roma: Aracne, 2001. P. 467—492.

5. Harris II E. Johann Adolf Hasse’s Alcide al bivio and ‘Reform opera’
// Johann Adolf Hasse in seiner Zeit. Symposium vom 23 bis 26 Marz 1999,
Hamburg. Stuttgart: Carus-Verlag, 2006. S. 127—-136.

6. Sommer-Mathis A. Festa teatrale e serenata alla corte impereale di Vienna
nella prima meta del settecento // Serenata and Festa Teatrale in 18th Century
Europe / ed. by Iskrena Yordanova and Paologiovanni Maione. Wien: Hollitzer
Verlag, 2018. P. 61—-82. https://doi.org/10.2307/j.ctv6jmbis.

7.Joly J. Les fetes theatrales de Metastase a la cour de Vienne, 1731—1767.
Clermont-Ferrand: Faculté des lettres et sciences humaines de 1'Université
de Clermont-Ferrand II, 1978.

8. Sommer-Mathis A. Tu felix Austria nube: Hochzeitsfeste der Habsburger
im 18. Jahrhundert. (Dramma per musica, 4.) Vienna: Musikwissenschaftlicher
Verlag, 1994.

9. La feste teatrale nel Settecento. Atti del Convegno Internazionale di Studi
Reggia di Venaria, 13—14 novembre 2009 a cura di Annarita Colturato e Andrea
Merlotti. Lucca: Libreria musicale italiana, 2011.

10. Serenata and Festa Teatrale in 18th Century Europe / ed. by
Yordanova, Iskrena, and Paologiovanni Maione. Wien: Hollitzer Verlag, 2018.
https://doi.org/10.2307/j.ctv6jmbis

11. Leopold S. Der Traum vom irdischen Paradies. Musik in fiirstlichen
Sommerresidenzen // Silke Leopold und Biarbel Pelker (hrsg.), Fiirstliches
Arkadien: Sommerresidenzen im 18. Jahrhundert. Heidelberg: Heidelberg
University Publishing, 2021. (Schriften zur Stidwestdeutschen Hofmusik, Bd. 5).
S. 3—22. https://doi.org/10.17885/heiup.778.¢10444

12. Kleinertz R. Aranjuez und der harmonische Staat // Silke Leopold
und Barbel Pelker (hrsg.), Fiirstliches Arkadien: Sommerresidenzen
im 18. Jahrhundert. Heidelberg: Heidelberg University Publishing,
2021. (Schriften zur Siidwestdeutschen Hofmusik, Bd. 5). S. 39—44.

69



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

https://doi.org/10.17885/heiup.778.c10446

13. Totnanos FO. P. Jlutepatypubii dpakt // Ilostuka. Mcropus suteparypsbl.
Kuno. M.: Hayka, 1977. C. 255—-270.

14. Chegai A. Configurazione scenico e assetto drammatico nelle feste teatrali
del Metastasio // La feste teatrale nel Settecento. Dalla corte di Vienne alle corti
d’Ttalia. Atti del Convegno Internazionale di Studi Reggia di Venaria, 13—14
novembre 2009 a cura di Annarita Colturato e Andrea Merlotti. Lucca: Libreria
musicale italiana, 2011. P. 3—30.

15. Hilscher E., Mader-Kratky A. Die gespielte Inszenierung? Reprasentation
und Hierarchie im Theaterparterre am wiener Kaiserhof im mariatheresianischer
Zeit // Musiktheater im hofischen Raum des frithneuzeitlichen Europa Hof
— Oper — Architektur. Heidelberg: University Publishing, 2020. S. 461—492.
https://doi.org/10.17885/heiup.469.c7724

16. Croll G., Croll R. Gluck. Sein Leben. Seine Musik. Kassel u.a.: Barenreiter, 2010.

17. Sommer-Mathis A. Il Parnaso confuso e altre feste teatrali della corte
viennese nel Settecento // La feste teatrale nel Settecento. Dalla corte di Vienne
alle corti d’Ttalia. Atti del Convegno Internazionale di Studi Reggia di Venaria,
13—14 novembre 2009 a cura di Annarita Colturato e Andrea Merlotti. Lucca:
Libreria musicale italiana, 2011. P. 31—-52.

18. Ivaldi A. F. Un’«ingegnosa congiunzione». La serenata Tetide di Gluck per
una pace asburgica europea (1760) // Serenata and Festa Teatrale in 18th Century
Europe / ed. by Iskrena Yordanova, Paologiovanni Maione. Wien: Hollitzer
Verlag, 2018. P. 457-504. https://doi.org/10.2307/j.ctv6jmbis.19

19. Donat G., Haas R. Florian Leopold Gassmann als Opernkomponist //
Studien zur Musikwissenschaft. H. 2. 1914. S. 34—211.

20. Degrada F. Glucksche Aspekte in einem Spatwerk Hasses // Hasse-Studien
3. Stuttgart: Carus-Verlag, 1996. S. 5—23.

21. Doring S. Konstruktion und Emotion: Hasses Piramo e Tisbe // Johann
Adolf Hasse in seiner Zeit. Symposium vom 23 bis 26 Marz 1999, Hamburg.
Stuttgart: Carus-Verlag, 2006. S. 137—-154.

Information about the author:

Irina P.Susidko — Dr. Sci. (Art Studies), Full Professor, Head of the Analytical
Musicology Department, Head of the Scientific and Creative Center for the Study
of Musical Theater Problems, Gnesin Russian Academy of Music, Leading
Researcher, Sector of Classical Art of the West, State Institute for Art History,
Moscow, Russian Federation

Nudopmanus o6 aBTope:

Cycuaxko U. II. — JOKTOp HCKYCCTBOBeJleHHs, Mpodeccop, 3aBeayrolas
Kadepol aHAIMTUYECKOTO My3bIKO3HAHUA, PYKOBOAUTEIb HaydyHO-TBOPYECKOTO
IIEHTpa 110 U3y4yeHUuI0 npobyieM My3bIKaJIBHOTO TeaTpa, Poccuiickas akazeMus
MY3bIKU UMeHU ["'HeCUHBIX, BeAYIIIUI HAyUHBbIN COTPYAHUK CEKTOPA KJIACCUYECKOTO
HcKyceTBa 3amnazia, I'ocygapcTBeHHBIM MHCTUTYT UCKYyCCTBO3HAHUA, T. MOCKBa,
Poccuiickas ®enepanus

70



CoBpemMeHHBbIE TPOOIEeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)
Crarps ocTymnmia B pegakuuio 25.10.2023; The article was submitted 25.10.2023;
onobpeHa nocre pereHsupoBanus 15.12.2023; approved after reviewing 15.12.2023;
npyHATA K myomkanym 16.01.2024. accepted for publication 16.01.2024.

71



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

eISSN 2587-9731
My3biKa U CA080

Hayunasd cratba

VIIK 784 ‘@ ® & \
DOI: https://doi.org/10.56620/2587-9731-2024-1-072-082

JIepMOHTOBCKHE TEKCTHI B TBOPUYECTBE
I1. 1. YannkoBCKOTO

3uBap MaxmyaosHa I'yceiitHOBa
Caukr-IleTepOyprckas rocy/iapcTBeHHAs
KoHcepBaTopusd nMmeHu H. A. Pumckoro-Kopcakosa,
2. Cankm-Ilemepbype, Poccuiickas @edepauus,
zivar-g@mail.ru,
https://orcid.org/0000-0001-8940-6485

AnHoranusa. B Hacaenum I1. M. YallkoBCKOTO COXpaHUJIOCH JIMIIL JBa
IIPOU3BEJIEHNs], CBA3AaHHBIX ¢ mo33uen M. I0. JlepmoHTOBa — pomMaHc «J[1000Bb
MepTBena» (1878), Bxoasamuil B coctaB omyca 38, u xop a cappella «HoueBasna
Tyuka30J10Tas» (1887). BTo ke BpeMs CyIeCTBYIOT CBEIEHUS U O IPYTUX 3aMbICIIaX
KOMITO3UTOPA, CBSI3aHHBIX C JIEPMOHTOBBIM, IPOSBHUBIINXCS, B YaCTHOCTH,
B HAMEPEHUH Hammcath omnepy «bama» nHa smbperro A.Il. YexoBa. B obowmx
3aKOHUYEHHBIX MPOU3BeJIeHUsIX YalKOBCKUI He OB CaMOCTOSITEJIEH B BhIOOpE
TEKCTOB, COUMHEHHs CO3/aBaJINCh Ha IMPeAJIOKEHHbIEe €My CTUXOTBOPEHHSI.
PomaHc ¥ XOp HepaBHO3HAUHBI IO Xy/I0’KECTBEHHOU IEHHOCTH: €CJIU IEPBBIH,
HEeOOBIYHBIH 110 PENIeHU0, 00Pa3HO U HHTOHAIMOHHO CBA3aHHBIN C IEPCOHAYKAMU
pszia omep, CTAHOBUTCS 0COOOM KyJIbMUHAIIUEN B ollyce 38, TO XOp, HAIIPOTUB,
JIVIIIEH OTJIMYAIOIIEd COYMHEHHs KOMIIO3UTOPA BBIPABUTEJIBHONW TEMBI WU
WHTEPECHBIX (DaKTYpHO-TADMOHUYECKHX OCOOEHHOCTEW, OCTaBasCh JIMIIb
HeOOoJIBIITUM 00pa31l0M XOPOBOTO IMHMChMa KOMIIO3UTOPA.

© I'yceitHoBa 3. M., 2024
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music associated with Lermontov, manifested, in particular, in his intention
to write the opera Bela to a libretto by Anton Chekhov. In both completed works,
Tchaikovsky was not independent in his choice of texts, but the compositions were
set to poems offered to him by other people. The song and the chorus are not equal
to each other in their artistic significance: the song, unusual in its artistic solution,
figuratively and intonationally connected with the characters of a few separate
operas, becomes an special culmination in Opus 38; the chorus, on the contrary,
is devoid of any expressive theme or interesting textural and harmonic features
that distinguish the composer’s works, remaining merely a small example of the
composer’s choral writing.
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uTepaTtypHble BKychbl U mpucrpactusa Ilerpa Mibnua YalKoBCKOTO

XOPOIIIO U3BECTHBI. B 071HOM M3 muceM K meBiy boromupy boromm-

poBuuy KopcoBy KOMITO3UTOP IOAYEPKHYJI: «B sirepaTtype s 1006110
TOJIbKO ITHcaTesIel, MOJHBIX IIPaB/ibl, — TakoBbI IlymkuH, Toscron, [llekcrnup, I'o-
royib, JlukkeHc, TekkepeH, U TOJIbKO 3TU MUCATEJU WJIN UM IMOJA00HbIE JIJIs MEHS
nieHHbI»'. I'ayimaa MonoBHa [lobepeskHass OTMeUaeT, YTO CPeJld «HUM ITOT00HBIX»
HaxoauTcss 1 Muxaua IOpbeBud JIepMOHTOB [1, €. 26]. ITO MOATBEPIK/IAETCA BOC-
noMmuHanusMu I'epmana ABrycroBuua Jlapomia?. OpHako YalkoBCKUM JIMIIH He-
CKOJIBKO pa3 oOparraics Kk counHeHussM JlepmoHnTtoBa. O6bsiCHEHHE 3TOMY OH 4Ya-
CTUYHO Jias B muchbMe K Hagexxne ®unaperoBHe ol Mekk oT 12/24 nekabps 1878
rojia, rjie paccKkas3aji v 0 CBOeM yrKe CO3JJaHHOM POMAaHCe Ha CTUXH I103Ta, U O CJI0K-
HOCTSIX BOILIOIIEHUS IEPMOHTOBCKHX TEKCTOB BOOOIIIE:

IToxkanyticra, He 60HiTeCh KPUTUKOBATh «J[F000Bh MepTBela», u Korja Bel B 6s1n3-
KOM OyZyIIieM IIpOUTPaeTe ero, TO CKayKUTe OTKPOBEHHO Barie MHeHmne. Hey»xeiu s Mory
UMETh IIPETEeH3HUI0 IMHCATh BCer/ia yAauHble Belu? Bbl COBEPIIEHHO MTPaBbI, TOBOPSI, UTO
TEKCT 10 TOTO CHJIEH, UTO BPS/T JIM My3bIKa MOKET JIOCTUTHYTH 3TON BBICOTHI, HO 5 BCE-Ta-
ku aep3Hy1. [Ipoctures.

Panee, B tucbMe OT 4 utoss 1878 roga YaikoBCKUI, TOTOBS K IIeYaTH POMaH-
CchI omryca 38, OTMEeTHII:

...CeroiHsa g NpUHAJICA 32 IEPENUCKY HECKOJIBKUX POMAHCOB, HAITMCAHHBIX YACTHIO
3a rpaHuIel, yacThio B Kamenke B anpesie. OuH U3 9TUX POMAHCOB, IIepENUCAHHBIN ce-
TOJTHS, COUMHEH Ha TeKCT JlepMmoHTOBa: «JI1000Bb MepTBela». Hamucalt s1 ero Bejie/icTBHIE
TOT0, UTO B OZJHOM 13 Bamux nucem Bbl MHe IpUBEIU 3TO CTUXOTBOPEHUE B ITOATBEPIK-
ZleHre oHOTO Bairero MHeHUsI 00 OTHOIIIEHUH CTUXOB K My3bIKe. ITO ObLIO B (peBpasie
BO ®JiopeHIIUN.

IToMHrMO YyIHOMSIHYTOT'O B IIIChbMaX poMaHca «JI1000Bb MEPTBEIla» , BXOASAIIETO
B COCTaB oIryca 385 1 MOoCBAIeHHOr0 OpaTy AHaTo U0, YallKOBCKUM Ha ctuxu Jlep-
MOHTOBA OBLJI TaKKe COUMHEH X0p «HoueBasa Tyuka 3010Tast» JiJisd CMEIIaHHOTO
xopa 6e3 conmpoBoxkaeHus f-moll. CoxpaHuiach IOMeTKa KOMIIO3UTOPA O €ro CO3-

1 Yaiixosckuil I1. H. TlomHoe cobpanue counHeHnit. M.: My3bika, 1978. T. XVI-A. JIutepatypHbie TpOU3-
BeZleHud U nepenmucka. C. 270.

2 Jlapow I'. A. Bociomunauus I1. . YatikoBckom // Jlapor I'. A. CobpaHue My3bIKaJIbHO-KPUTUYECKHUX
crateii. M.: 'ocygapcTBeHHOe My3bIKaJbHOE U3/1aTEIbCTBO, 1922. T. 2., 4. 1. C. 7.

3 Yaitikoseckuil I1. U. Ilepenucka ¢ H. ®. hou-Mexkk / pen. u mpuM. B. A. XKnanosa u H. T. ?Keruna; Bery.
cratbs b. C. [Tmubkimesckoro. M.; JI.: Academia, 1934. C. 542. 15 utoss 1878 r. don Mekk numrer Yaii-
KOBCKOMY: «MeHs OueHb HHTepecyeT My3bIKka Ha cioBa “JIto60Bb MepTBena”». YatikoBckuii I1. U. Ilepe-
nucka ¢ H. @. pon-Mekk. C. 393.

4 Yaiikoscxuil I1. U. Tlepenucka ¢ H. ®. pon-Mekk. C. 384—-385.

5 39T0 cTUXOTBOPEHHE JIEDMOHTOBA TaK)Ke CTAJI0 OCHOBOM Jiy1s1 pomaHcoB 1. A. Kiou, ®. M. biiymendennb-
na, A. ®. Kazbuproka u ap.
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nanun: «Cou. 5 uws 1887 B bop:kome»® . 3a01T0 10 HATMCAHUSA COOCTBEHHOTO
XOpa Ha TEKCT JIEPMOHTOBCKOIO «YTeca» HaWKOBCKUH B 1870 IOy OPKECTPOBAJ
dopTenmnanHoe COMPOBOXK/EHNE BOKaJIbHOTO Tpruo AsiekcaHjipa Cepreesuua Jlap-
roMbIKCKOTO « HoueBasia Tyuka 30J10Tast».

V3BeCcTHBI TakKe TUIaHbl YalKOBCKOTO HaIMcaTh OIepy Ha CIOXKET «BaJibi»
(mo mepBo¥ yactu pomaHa «['epoil Hallero BpeMeHH»), IPUYeM JUOPETTUCTOM
noJKeH ObLT cTraTh AHTOH I1aBiioBruu YexoB. Xy/T03KHUKOB CBA3bIBAJIN YBAKUTEIb-
Hble OTHOIIIEHU: HA JAPCTBEHHOM 9K3eMILIspe cBoux «PacckazoB» uzganus 1889
royia YexoB 14 okTsa6ps 1889 roga nHanucan: «Ilerpy Miabuay YaiikoBckoMy oOT Oy-
ZTyIIero JIMOPETTUCTa», a B COIIPOBO/INTEILHOM ITUChME OTMeYasl YacTo [UTHpPYe-
MbIE B JINTEPAType 0 KoMIIo3uTope ciaoBa: «Ilockuiaro Bam dororpaduio, KHUTY,
riocsiasn 661 u CostHIle, ecyii 6 OHO MHE TIPUHAJIEIKAIIO! »7.

HamoMHuM Tak:ke, 4To JieToM 1876 rojia cpeau mpejioKeHHbIX MojecToM
Nnpsruyom YaliKOBCKUM OpaTy CIOKETOB 151 CUM(POHUUECKUX TPOTPAMMHBIX ITPO-
13BeJleHUl OblIa U JIEPMOHTOBCKAsA « Tamapa».

OTMeTHM U BOBHUKAIOIIHUE B TBOPUECTBE KOMIIO3UTOPA OT3BYKH M033UM Jlep-
MOHTOBA, HaIIpuUMep, B oniepe « EBrenuit OHeruH», TUOPETTO KOTOPOTO OBLIIO MO/I-
TOTOBJIEHO caMUM YalKOBCKUM: B perinke JIEeHCKOTO MPOYUTHIBAIOTCSA JIEPMOH-
TOBCKHE CTPOKU®:

YarikoBckuii. « EBrenuit OHeruH» JlepmoHTOB. «Tamapa»

A y3Has 31ech, 94TO eBa KPacoio B Toii 6arrHe BRICOKOU U TECHOM
MoskeT OBITH CJIOBHO aHTEJ MUJIA, apuna Tamapa xxuna:

U npekpacHa, Kak JleHb, HO ZIyIIOI0 [IpexpacHa, kKak aHres1 HEOECHBIH,
To4YHO NeMOH KOBapHa U 3Ja... Kak nemon koBapHa u 3a.

VM mosTa BO3HUKAJIO B TBOpUecTBe YallKOBCKOTO U B CBSA3M ¢ ero «dary-
MoM». Mwunuii AsiekceeBuu bajslakupeB B 3HAMEHUTOM KPUTHUYECKOM IIHCHbMeE
oT 18 mapTa 1869 rojia HeraTUBHO OTO3BAJICA O MHOTHUX aCIEKTaxX 3TOr0 COUNHEHUH,
B UaCTHOCTH, CETys Ha IIPeAIocJaHHble onycy ctuxu KoHncrantuna HukosiaeBuua
baTiomkoBa: «Y3K ecjid Bbl XOTEJIU B3ATh 3NUTpPad, BIPAKAIOIINN OTUassHHOE pa-
3049apoBaHUeE B JKU3HU, TO YTO ObI BaM 0OpaTUThCA ecyik He K baitpony, To k Jlep-
MOHTOBY»°.

JIepMOHTOB KakK IIPE/ICTaBUTEJb POMAaHTHU3MA ChITPpal 3HAYUTEJIbHYIO POJIb
B PYCCKOM HCKYCCTBE, IPOJIEMOHCTPUPOBAB B CBOUX COUMHEHUAX HOBBIU THUII reposi

6 Yaiixosckuil I1. . Tematuko-6ubiuorpaduyeckuii ykasaresiab counHenuit I1. 1. YalikoBckoro / pej.-
cocr. I1. Baiiaman, JI. KopabenbHukoBa, B. Pyorosa. M.: I1. FOpreHcoH, 2006. C. 444. 9T0O CTUXOTBOPEHHE
M. 0. JIepMOHTOBA MOJIOKUJIK Ha MYy3bIKYy OKOJIO 60-TH KOMIIO3UTOPOB, B TOM uuncie A. I'. PyOuHITeliH,
A. C. Taprombikckuii, H. A. Pumckuii-Kopcakos, M. A. banakupes, B. 11. Pebukos.

7 Ilepemnmcka A. YexoBa: B 2 T. / cocT. u kommeHT. M. I1. I'pomoBa, A. M. JlonotoBoii, B. b. Karaega.

M.: XynoskecTBeHHas JIUTepaTypa, 1984. T. 2. C. 8.

8 Ity nmapasuiesnb otMedaeT Takxke E. 9. Komaposa [2, c. 13].

9 TIucemo M. A. Bamakupesa I1. 1. YatikoBckomy ot 18 mapTa 1869 1. // Ilepenncka M. A. BaiakupeBa
c I1. . YaiikoBckum / mpeauci. u npumed. C. M. JIanynosa. CII6.: FO. Ilummepman, 1912. C. 26.
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1 oO0ypeBamIIue ero onyiieHus. Bagum dpasmoBuu Baiypo Tak xapakTepusyer
IIPOU3BEIEHUs T103TA:

JI1000BHOE YYBCTBO Be3/ie JOMHUHUPYeT HaJ GU3NUECKOU THOeIblo, OKa3bIBasCh
cubHee. B poMaHTHYECKOI KOHIIENITUHY JIIOOBH, BHIPA’KEHHOU U B T03Max JIEpMOHTORA,
CTPACTh aKCUOJIOTUYECKH BBIIIIE JKU3HU, IO3TOMY JKU3Hb MOKET OBbITh M3MepPEHa IeHOH
JIIOOBH, KaK CMEPTh — OBITH ILJIATOH 3a JII0OOBHYIO H3MEHY™ .

B cBs13U ¢ TUPUKOU 1M03Ta 1840—1841 rof10B, KOTOPOU MPUHAJIJIEIKUT UCIIOJb-
3yeMbli HalKOBCKUM TEKCT, Barrypo 3ameuaer:

...MBI CMOXkEM yKa3aTh Ha IEJIbIA I[UKJI CTUXOTBOPEHUH ¢ MOTHBOM IIOCMEPTHOI
J060Bu: «JI1000Bb MepTBeIa» (MapTOBCKOE CTUXOTBOPeHHE 1841 roja, <...>), «CoH», Ie-
peBoj u3 I'eiine « OHU JIFOOWIN APYT IPyTa TaK A0JITO U HEXKHO», « HeT, He TeOs Tak IbLI-
KO $1 JIIO0JTI0», laske « BBIX0XKY OZUH s Ha A0pory». [IOHATHO, MOTHB B KaKJIOM M3 HUX
BapbUPOBAH II0-Pa3HOMY, HO B TOM WJIH HHOM BH/I€ OH IIPUCYTCTBYET WX HaMeUeH, IPHU-
YeM BCe ITIepeUnCcIeHHbIE CTUXOTBOPEHUS HAITMCAHBI IIOYTH OJIHO 32 APYTHUM — BECHOH U
B HauaJe jieta 1841 roza [3, ¢. 151].

Eme onuH wucciemoBaresib TBopdecTBa JlepmoHTOBa bopuc MuxaiisioBuu
dlixeHOAyM Ha3BIBAET MATUCTPOGHOE CTUXOTBOpPeHHe «J[1000Bb MepTBena» «@u-
JIOCOPCKMM HTOTOM JIIOOOBHOM JUPUKU» [4, ¢. 338] mosra. HamucanHnoe ssMmboM
C mepekpecTHOU pu¢pMOM, OHO HATIOJITHEHO OKCIOMOPOHHBIMU COUETaHUSIMU, 000-
3HAUEHHBIMH Y?Ke B Ha3BaHUU CTUXOTBOpeHUs («JIF000Bb MepTBela» ), e repoemM
BBICTYHAET MATYIIHUCA «OECIIOKONHBIN MOKOMHUK».

OTtmeTuM, 4YTO OOpasHble MOTHUBBI JIEDMOHTOBCKOTO TEKCTa BCTPEUAJIHCH
y HallKOBCKOTO U paHee, HalpuMmep, B pomaHce «Otuero» (1869) Ha ctuxu JIpBa
AJsiekcanzpoBuda Mes':

Otuero B HEOE COJTHIIE C yTpa
XO0JIOZHO ¥ TEMHO, KaK 3UMO ?
OTuero u 3eMJIsI Bes cepa

U yrpromeit MOTUJIBI cCaMOU?

Kak yke ynmnoMmuHasioch, «/1106068b mMepmeeua» BXOJUT B COCTaB 3HAMEHU-
TOTO omyca 38, coceACTBYs C TAKUMU BbIJAIOIIUMUCA POMaHCcaMU, Kak «CepeHaza
Jlon XKyana», «Cpenp nrymHoro 6ana», «To ObLI0O paHHEI0 BECHOH», B PE3KO UM
KoHTpacTupysa. Ho BaxkHO, 4To XpoHOJornuecku «JI1000Bb MepTBera» co3jaBa-
Jlach TIepBoM (3cKku3 ObLT BBINIOJIHEH B deBpasie 1878 rosa, o uem mnwuietr u Yai-
KOBCKUUM B IIUTHUPOBAHHOM IucbMe). [I0JTHOCTHIO OITyC CJIOKUJICA B TOM K€ TOMIY

10 Bayypo B. 3. Tamapa // JlepmonToBckas sHnukionenus / UH-T pyc. autr. AH CCCP (IlymkuH. goMm).
M.: CoB. sanukonenus, 1981. C. 559—560.

11 CtruxorBopenue «Otyero» JI. A. Mesa — niepeBoa u3 I'. Tetine.
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HeMHOTO no3/iHee. CounHeHHe HAa OCHOBE JIEPMOHTOBCKOTO TeKCTa MPUOIHIKAeTCs
10 XapaKTepy K KaHPY POMaHTUUYECKOU Oalyiajibl cO CMEHOW HACTPOEHUU U UHTO-
HAIIMOHHBIX peIleHui. B HeM MPHUCYTCTBYIOT U BbIpA3UTEIbHbBIE 3JIEMEHTBI: XPO-
MaThYecKasi TaMMa B Hauasie U KoHIle (BocxoAsAIas B (popTenuaHHOM BCTYILIEHUU
Y BOCXO/JIAAIIE-HUCXO/ISAIAs B 3aK/IIOUEHNH ), BO3HUKAIOIasA (pparMmeHTaMu Xopasib-
HocTh akTypsl U Apyrue. I1o cioBam ITobGepeskHOM, B TBOpUYecTBe YalKOBCKOTO
«HabJII0/1aeTCsA TeHAEeHINs COMMKEHUs ps/ia POMAHCOB C ONEPHON apueu: eau-
Has MeJoJuvecKasi BOJTHA Pa3BUTUSA B HUX 3a4acCTyIO MTPEPHIBAETCA “CUTYaTHBHBI-
MU~ periukaMu (PeYUuTaTUBHBIMU JpaMaTUUECKUMU BO3TrjlacaMu, JieKjIaMaliuen,
IICUXOJIOTUYECKN BBIPA3UTEJILHBIMH I1ay3aMU), B3PHIBUATHIMU JpaMaTUUECKUMU
U TPAaTUYeCKUMHU KyJIbMUHAITUAMHU. B HUX omryIaeTcs “onepHOCTh” KaK MOBbIIIEH-
Has IaTeTHYHOCTDh BBICKA3bIBaHUA» [1, . 256]. Cpeay mprMepOB IEPBBIM HCCIIEI0-
BaTesIb Ha3bIBaeT «JI1000Bb MepTBelia», Hapaay ¢ «CepeHazmoii Tou XKyaHna» u He-
KOTOPBIMHU JIPYTUMU.

B ormyce 38, kak U3BECTHO, IIPE/ICTaBJIEHBI PA3HbIE « BUJIbI» JINPUYECKUX ITPU-
3HAaHUU: aKTHBHOe, IMHaMHU4YHOe B «CepeHajie», ajerndeckoe, ImeisaxkHoe «To
OBLIIO PAaHHEIO0 BECHOM...», poMaHTHUYecKoe «Cpeap IIyMHOTo 0aja...», CTpacTHas
MoJib0a «Q, ecsiv 6 THI MOTJIA...», He3aTelauBasa Pimpinella. B aToM psAAy «>KHUBBIX
MIpU3HAHUUN» 3aTPOOHBIM MOHOJIOT BHOCUT PE3KUU JUCCOHAHC. 3aHUMAS ISTYIO IO-
3UITUIO B OIIyce, «JIT000Bb MepTBeIla» CTAHOBUTCS HEOOBIYHOM €ro KyJIbMUHAIIHUEN.
Pasymeercsi, Mbl He paccMaTpUBaeM OIyc 38 Kak IUKJ, OJHAKO OpraHU3aIlus po-
MAaHCOB B HEM Bce Ke NMeeT 3HauUeHue; He ciiydyailHo «J[1000Bb MepTBelia», Hallu-
CaHHas paHee OCTAIbHBIX, pacroJiaraeTcsi OTHIOAb He Ha TIEPBOM MeCTe.

Wcnonb3yss TekeT JlepMoHTOBa, YalKOBCKUN BHOCHUT HEKOTOPBIE H3MeEHe-
HUs — He OUYeHb KPYIIHbIE HA MEPBBIN B3IVIA/, HO CyIIECTBEHHO ITPeoOpasylolue
obmuii cMmbica. Camble 3HAUUTEIbHBIE U3 HUX — OTKa3 OT JIBYX IOCJIETHUX CTPod
ctuxoTBopenus («Thl He JOKHA JIIOOUTH JPYTOro...» U «YBBI, TBOU CTPax, TBOU
MOJIEHBSI») U IOBTOPEHUE B KOHIE pOMaHca IepBou cTpodrl: «Ilyckait X010/1HOI0
3emuieto / 3aceinaH 1, / O apyr! Bcerna, sceada, Besjie ¢ Toboto / lyma mos. / lywa
Mo 8ce2da, 8e3de ¢ moboii»'2. Takol mprueM He pa3 BcTpeudaeTcs y YalKOBCKO-
ro, Mbl HabJII0/]laeM ero, K IpuUMepy, B poMmaHcax «To ObLIO paHHEI0 BECHOM...»,
«QO, ecsiut 6 THI MOTJIA...». B «J[106BU MepTBelia» BO3BpallleHUE TIEPBBIX CTPOK CO3-
JlaeT He TOJIbKO My3bIKaJIbHOE OOpaMyIeHre, HO U MeHsIET cMbIc: YalKOBCKUM OT-
Ka3bIBAETCS OT THEBHO-TIOBEIUTEIBHOTO 3aBepIlieHus JIepMOHTOBA B TIOJIb3Y YMU-
POTBOPEHHOM OE3BICXO/THOCTH.

B PoccuiickoM HalluOHaAJIbHOM My3ee My3blkuM uMeHu M. U. 'nuHku xpa-
HUTCs aBTorpad omyca 38, npeiHa3HAYEHHBIN 71 TyOaukaruu (6oee paHHUX
aBTorpados, corsiacHo TemaTuko-6ubuorpaduyeckoMy yka3aTesiio, He BhIsBIIe-
Ho'3). Kak Bcerza y KOMII03UTOpa, aBTorpad coAep:KUT psiJi MCIPaBJIEeHUH, Kaca-

12 OrMeueHHBbIe KypcHBOM (dbparMeHThl TeKCTa BeTapiieHs! [1. Y. YalilKoBCKIM.
13 [Yatikosckuil I1. H.] Tematuko-6ubmorpadudeckuii ykasaresb. C. 614.
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IOIIUXCS, OJTHAKO, JIUIIIh OT/EJIbHBIX YTOUHEHHU, He MEHSIOIIUX OCHOBHOTO HOT-
HOTO TekcTa (waarocmpauus 1):
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Hanroempayus 1. I1. U. YatikoBckuii. ABTorpad pomasca «JI[1000Bb MepTBeria»
Poccutickuil HQUUOHAALHDBLLL MY3ell My3biku umeHu M. H. ['nunxu
HWcrounuk WUIIOCTpalyuu:
www.culture.ru/catalog/tchaikovsky/ru/item/archiv/shest-romansov-2017-08-17-2017-08-17-2
(maTa obpareHus: 20.01.2024)

URL: https:

Jlrommumia 3uHoBbeBHA KopabeslbHMKOBA yCTaHABIMBAET TECHYIO CBA3D OITY-
ca 38 ¢ UerBeproui cumponmnent u «Eprennem OHermHbIM»4. UTO B 3TOM ILJIaHE
MO3KHO CKa3aTh 0 «JI[100BH MepTBera» ?

ATOT POMAaHC MO3TUYECKU U OTYACTU MHTOHAIIMOHHO JIEUCTBUTEIBHO CBA3AH
¢ «EBreanem OHeruHsIM», a UMEHHO — ¢ oOpa3oM JleHckoro, HO Tak:ke u ['epma-
Ha B «[IukoBol mame» (HUCXOAAIUI X0/ OT BEPIINHBI « YTO MHe cusiHbe boxKbel
BJIACTH» B pOMaHCe U «YTO JieHb TPAAYIINU MHE TOTOBUT?» B mapTuu JleHckoro,
«fl UMeHU ee He 3HAIO U HE XOUY Y3HaThb» B MapTuu I'epmMaHa), XOTA B 3TOM PsIJTy MO-
»keT ObITh Ha3BaHa U apus Pobepra « KTo MoskeT cpaBHUTHCA ¢ MaTHU/IBION MOei?»
(«MonanTa»). OHAKO 3TU CXOJICTBA CBUJIETEJBCTBYIOT, CKOpee, 00 YCTONUYUBBIX
711 YallKOBCKOTO MHTOHAITMOHHBIX IMPUEMax BhIPAKEHUS CUJIBHOTO YyBCTBA, BHE
3aBUCHUMOCTH OT TOTO, BBICKA3bIBAETCA JIN OHO MEPTBEIOM peajIbHbIM WJIU IOTEH-
[ AJIbHBIM.

14 KopabeavHukosa JI. 3. PomaHchl // YalikoBckuii. ’Ku3Hb 1 TBOpUECTBO pycckoro kommo3sutopa. URL:

https://www.tchaikov.ru/romance.html (;1ata o6parmenus: 20.01.2024).
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BHe Kakou-1100 BUIMMOUM CBSI3M C JIEDMOHTOBCKHMM POMAHCOM CO3/1aBaJICs
xop «Houesara myuxa 3oaomas» (1887); oH, kak ob6o3HaueHo B Temaru-
KO-OubsorpaguueckoM ykaszaTesie, «ObLI HAIlMCaH 10 IIpochkbe HeKol r->ku Kaii-
TMa30BOMU (110 yTBeP:KeHUIO ee ceMbU). IIpu KU3HU KOMIIO3UTOPA XOP OCTaBaJICS
HeusdBeCcTHbIM. B 1910 rogy Muxaun MuxaiysioBuu Unmosutos-MIBaHOB Iiepeaast
obHapykeHHy0 B I'py3um pykomnuch xopa bopucy IlerpoBuuy FOpreHcoHy sis
MIOZITOTOBKU UBJAHU» 5,

«HoueBasa Tyuka 30Ji0Tass» CTPaHHBIM OOpPa30M OKa3bIBAETCS CBA3aHHOU
¢ «JI1oboBBIO MepTBena»: F-dur B pomance u f-moll B xope'®, XopaJIbHOCTh 3aBep-
IIIeHUsI pOMaHca U B IeJIOM XopayibHasA aKTypa XOopa, HEKBAJPAaTHOCTb MEJIOIH-
yeckux ¢pas, UHTOHAIIMOHHBIE CBS3H, IMPOABJISAIONIUECA B IPUMEHEHUU peunTa-
IIMY Ha TEPIJOBOM TOHE TOHAJIbHOCTU (Hampumep, «JI100BU 6€3yMHOTO TOMJIEHBS »
B POMaHCe U «B IyTh OHA IIyCTUIACH PAHO» B XOP€) WK CXOJICTBE HHTOHAI[MOHHBIX
obopoToB (Hampumep, «Bceraa Be3ze ¢ ToOOI0 Ayliia Mosi» B poMaHce B « M TUXOHb-
KO IJIaYeT OH» B XOPe), HEYyCTOUYNBOCTH 3aBEPIIIEHHsI BOKAJIbHON IapTUX Ha KBUH-
TOBOM TOHE TOHHUUYECKOTO TPE3BYUHsI B POMaHCE U TEPIIOBOM — B XOpe U JIPyTHUe
rapasuiesiy.

Y YallkOBCKOT'0 HeT yKa3aHUs, IOUeMY JIEDMOHTOBCKOE Ha3BaHUE «YTeC» OH
ITOZMEHSIET IIEPBOM CTPOKOM CTUXOTBOpeHUs « HoueBasia Tyuka 3010Tass». Beposr-
HO, eMY, 110 0OBIKHOBEHUIO, BaKeH ObLI skeHCKU 00pa3. K Tomy ke pomaHchl Yati-
KOBCKOTO YaCTO Ha3BaHBI 110 IepBbIM cTpokaM TekcTa («Cpeib IyMHOTO 6aja...»,
«Kabmp! 3HaMa 4...», «[OpHUMH THUXO JieTesna Jylia HeOecaMu...» U JApPYyTUe, XOTs
B IIPUBEJIEHHBIX HAMU MPUMepPax Bce CTUXU IMpUHaziexxar Anekcero KoHcTaHTH-
HoBU4y TosicToMy U He UMeIOT Ha3BaHui). KoMmo3uTopy, BeposiTHO, ObLT OJIU30K
ATOT CTHJIb «0e33arjiaBHbIX» CTUXOB, OH MOT BOCIIDHHHMATLCA UM KaK BBeJleHHE
B 0011Ty10 aTMOcdepy: pOMaHC HAUWHAETCSA eIlle 10 TOro, Kak 3a3ByUMT.

Xop «HoueBasna Tyuka 30/10Tasi» CpaBHUTEJIHLHO PEIKO IIPUBJIEKAET BHHUMA-
HUe UccyefioBaTesied, U He caydaiiHo. Ha Halll B3rJis/], BOpeKy, HalIlpuMep, MHe-
HUIO0 U3BECTHOTO XOpMelcTepa Ajiekcanipa MiBanoBruuya KpbliioBa, KOTOPBIM OT3bI-
BaeTCs 0 HEM KaK 00 «OTHOM U3 JIYUIITUX COUMHEHUU KOMIIO3UTOpa» [7, ¢. 120], OH
JlajieK OT XyA03KeCTBEHHOTO coBepiiieHcTBa. OTMeuaeMbie KpbLIOBBIM 0COOEHHO-
CTU, UHTEPECHBIE C TOUKH 3PEHHs XOPOBOTO MHChMa — HAIPUMED, « PETUCTPOBKA
MapTUH, JIalorTapMOHUYECKUEe U PUTMUUYECKHE JeTaTU, TUHAMUUYECKOE pelleHune
MMAPTUTYPHI» [TaM Ke], He MOPOKAAIOT, OJTHAKO, APKOTO, «II0-YaKOBCKU» BhIpa-
BUTEJIBHOTO COUYMHeHUsA. TOHKUU ApaMaTypr, YyBCTBYIOIIUH W BOCCO3AIOITUI
nosTuyeckue obpasbl’, HallKOBCKHUUM B XOp€e OTKa3bIBAETCS OT IIPOTUBOIIOCTABJIE-
HUA U JuddepeHnuanuy KeHCKoro U My»Kckoro Hadasi. Ero «Tyuka» He mMeer

15 [Yatikosckuit I1. H.] Temaruko-6ubsmorpadpuueckuii ykasareib. C. 444. O0 HUCTOpUHM CO3IaHUSI
cM. Takxke [5].

16 TIpwu ompe/ie/IEHUH TOHAJILHOCTH XOPa OOBIYHO YKa3bIBAETCS HA IeEpeMeHHOCTh As-dur — f-moll [5; 6].
17 O TOHKOHM JIMTEPATYPHOU YYBCTBUTEJIHHOCTH YaWKOBCKOTO, B dYacTHOCTH, numieT O.P.Bymiok
[8, p. 479].
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CaMOCTOATEJIBHOTO MEJIOJUYEeCKOTO pelleHusd, CJIOBO «yTec», 3Bydalllee JBAK/bI,
BBIJIEJIEHO CKAYKOM B IIAPTHU COIIPAHO U JIMHAMHKOM f , HO 3TO € IUHCTBEHHAS BbI-
pasuTesbHas Jietasib. PakTypa xopa abCoI0OTHO OTHOPOIHAS, APKUHN TEMATHU3M OT-
CYTCTBYET, CJIOBHO PACTBOPSISCH B O0IIEM XOPaJIbHOM 3ByYaHUH.

B pesysibTaTe BO3HUKAET MBICJIb, UYTO obOpalieHre YalKOBCKOTO K I033UU
JlepMOHTOBA BBITJIS/IUT BO MHOTOM CJIyJaWHBIM: TaK ObLJIO C POMaHCOM, TEKCT
JUIsT KOTOporo mpezioxkmiaa ¢GoH Mekk, Tak ObLIO U € XOpPOM, HalHUCAHHBIM
1o mpock0e r-3xu KatitmazoBoii. Ho uaymue ot iupuku JlepMOHTOBA CUJTBHBIE PO-
MaHTHUUYECKHE YYBCTBA, MOBBIIIEHHAs 3KCIIPECCHs, CTOJIKHOBEHUE PEAJIbHOTO U UP-
peasbHOTO 3aMeTHBI B My3bIke YallKOBCKOTO. B 3TOM ciTydae MoCITyIHOE BJIUSTHUE
I103Ta HA TBOPYECTBO KOMIIO3UTOPA OKA3hIBAETCS BIIOJIHE JOITYCTUMBIM.

Cnucok urepaTypsbl

1. Ilo6epexcHas I'. H. Tlerp Nnbpnu Yatikopckuii. Kues: BUITOJI, 1994.

2. Komaposa E. 9. Tlossua M. 0. JlepMOHTOBA B POMAHCOBOU JIMPUKE
ero cCoBpeMeHHUKOB // Hayka o uesioBeke: TyMaHUTapHBIE UCCIE0BAHUA. 2019.
Ne 3(37). C. 10-14. https://doi.org/10.17238/issn1998-5320.2019.37.10

3. Bauypo B. 3. Tlocnenusis moBectb JlepmontoBa // O JlepMOHTOBE:
Paboter passbix jier. M.: HoBoe usparennsctBo, 2008. (HoBble MaTepuasbl
U MCCIIeIOBAHUS IO UCTOPUH PYCCKOM KyJBTYpPHI. Boim. 4). C. 144—-174.

4. Diixenbaym b. M. Jlupuka JlepmonToBa // Cratbu o JlepmontoBe. JI.:
N3zn-Bo Akaz. nayk CCCP, 1961. C. 289—3509.

5. [Temyxosa C. A. «HoueBasia Tyuka 30moTasg» // YaiikoBckuii ot A mo A
[Quuknonenus «Ilerp Wipmu YakikoBckuii»]. 25.10.2022. URL: https://
tchaikovsky.sias.ru/articles/musical-compositions/choral-compositions/
choruses/nochevala-tuchka-zolotaya/ (mata obparttenus: 20.01.2024).

6. bvikanos C. A. UHTepripeTanus Xy/103KeCTBEHHOTO 00pa3a CTUXOTBOPEHUS
M. IO. JlepmonTOBa «¥YTec» B XOpoBbIX couuHeHusax H. A. Pumckoro-
Kopcakosa, II. 1. Yaiikosckoro, B. fI. [llebanuua // JlerTspéBckre UTEHU:
Mpo0JIeMbl XOPOBOTO BOCIHUTAHUS U UCIOJHUTEIbCTBA: €O. MaTepHAIOB
VII MexayHapogHOU Hay4YHO-IPAKTUYeCKOU KoHdepeHIUU. besropoz,
16 nekabps 2021 roxa. T.1. Benropoja: Benropoackuii rocygapcTBEHHBIN
WHCTUTYT UCKYCCTB U KyJbTYPHI, 2022. C. 103—-106.

7. Kpvios A. . O xopax a karmesuta YalkoBckoro // XopoBoe HCKYCCTBO.
Brim. 3 / ox pen. O. I1. Kososckoro, I1. I1. JIesango u ap. JI.: Mysbsika, 1977.
C. 114—128.

8. Bullock Ph. R. Tchaikovsky’s Songs: Music as Poetry // The Edinburgh
Companion to Literature and Music. Edinburgh: Edinburgh University Press,
2020. P. 476—482. https://doi.org/10.1515/9780748693139-051

References

1. Poberezhnaya, G. 1. (1994). Peter Ilyich Tchaikovsky. VIPOL. (In Russ.).

2. Komarova, E. E. (2019). Lermontov’s Poetry in Romance Lyrics of His
Contemporaries. Russian Journal of Social Sciences and Humanities, 37(3),
10-14. (In Russ.). https://doi.org/10.17238/issn1998-5320.2019.37.10

81



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

3. Vatsuro, V. E. (2008). Poslednyaya povest’ Lermontova [Lermontov’s Last
Prose Piece]. In O Lermontove: Raboty raznyh let [About Lermontov: Works
of Different Years] (pp. 144—174). New Publishing House. (In Russ.).

4. Eikhenbaum, B. M. (1961). Lirika Lermontova [Lermontov’s Lyric Poetry].
In Stati o Lermontove [Scientific Articles about Lermontov] (pp. 289—-359)
Publishing House of the USSR Academy of Sciences. (In Russ.).

5. Petukhova, S. A. (10/25/2022). “Nochevala tuchka zolotaya” [A Golden
Cloud Spent the Night]. In Chajkovskij ot A do Ya [Tchaikovsky from A to Z]
(Enciklopediya ‘Petr Il'ich Chajkouvskij’[ Encyclopedia ‘Pyotr Ilich Tchaikovsky).
(In Russ.). Retrieved January 20, 2024 from https://tchaikovsky.sias.ru/articles/

musical-compositions/choral-compositions/choruses/nochevala-tuchka-
zolotaya/

6. Bykanov, S. A.  (2022). Interpretaciya hudozhestvennogo obraza
stihotvoreniya M. Yu. Lermontova  “Utes” v  horovyh sochineniyah
N. A. Rimskogo-Korsakova, P. I. Chajkovskogo, V. Ya. Shebalina [Interpretation
of the Artistic Image of M. Yu. Lermontov’s Poem The CIiff in the Choral Works
of N. A. Rimsky-Korsakov, P. I. Tchaikovsky, V. Ya. Shebalin]. In Degtyaryouvskie
chteniya: problemy horovogo vospitaniyaiispolnitel’stva [ Degtyarev Readings:
Problems of Choral Education and Performance]: Proceedings of the 7%
International Scientific and Practical Conference. Belgorod, December 16, 2021
(Vol. 1, pp. 103—106). Belgorod State Institute of Arts and Culture. (In Russ.).

7. Krylov, A. I. (1977). O horah a kapella Chajkovskogo [About Tchaikovsky’s
a cappella Choirs]. In O. P. Kolovsky, P.P. Levando et al. (Eds.), Choral art
(Vol. 3, pp. 114—128). Muzyka. (In Russ.).

8. Bullock, Ph. R. (2020). Tchaikovsky’s Songs: Music as Poetry. In D. da Sousa
Correa (Ed.), The Edinburgh Companion to Literature and Music (pp. 476—482).
Edinburgh University Press. https://doi.org/10.1515/9780748693139-051

CBenenus 00 aBTOpE:

I'ycertnoBa 3. M. — JIOKTOp HCKYCCTBOBEJIEHHUs, ITpodeccop, 3aBeaAyrolas
kadenpoit mcropun pycckoi My3bIkd, CaHKT-IleTepOyprckas rocyzapcTBeHHast
koHcepBatopus umenu H. A. Pumckoro-Kopcakosa, CaakT-IlerepOypr, Poccutickas
Qenepanusa

Information about the author:

Zivar M. Guseinova — Dr. Sci. (Art Studies), Full Professor, Head
of the Russian Music History Department, Saint Petersburg Rimsky-Korsakov
State Conservatory, Saint Petersburg, Russian Federation

Crarps noctynuna B pegaxknmio 30.11.2023; The article was submitted 30.11.2023;
omo6OpeHa nocre pereH3npoBanys 19.01.2024; approved after reviewing 19.01.2024;
npuHATa K my6omkanym 30.01.2024. accepted for publication 30.01.2024.

82



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

eISSN 2587-9731

Musical Theater

Original article

UDC 78.074 ‘@ @ @ \
DOI: https://doi.org/10.56620/2587-9731-2024-1-083-103

‘I Invoke You to Understand My Despair
Due to the Disruption of the Production Plan.’
Yuri Shaporin, Elena Malinovskaya
and the Bolshoi Theater in the First Half of the 1930s

Petr N. Gordeev
The Herzen State Pedagogical University of Russia,
Saint Petersburg, Russian Federation,
petergordeev@mail.ru,
https://orcid.org/0000-0003-2842-4297

Abstract. The article is devoted to the history of the interactions between
the important Soviet composer Yuri Shaporin with the State Academic Bolshoi
Theater in the first half of the 1930s. The research is based on archival materials
to a considerable degree brought into scholarly use for the first time. A special
role for disclosing the theme was played by the documents of the Russian State
Archive of Literature and Art (preserved in the personal archives of Yuri Shaporin,
director of the Bolshoi Theater Elena Malinovskaya and, of course, the archive
of the Bolshoi Theater) and the Russian State Archive of Social-Political History.

In the early 1930s the directory of the Bolshoi Theater, which was headed
by Malinovskaya, was actively looking for works pertaining to a new, “Soviet”
repertoire; the necessity of the theater’s “renewal” was also constantly reminded
both by the press and the country’s leadership. In these conditions serous hopes
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were set on the collaboration with Leningrad-based composer Yuri Shaporin, who
committed himself to presenting a symphony and an opera. The latter, which was
supposed to have written on the plotline of the insurrection of the Decembrists,
was more crucial for the theater. Malinovskaya expected this composition to open
with itself a grandiose musical cycle devoted to the history of the revolutionary
movement in Russia: the two following operas which Shaporin was expected
to write were supposed to be devoted to the members of the Narodnaya Volya
[People’s Will] revolutionary movement and to the Marxists. However, the work
on The Decembrists began to be delayed unacceptably, which was the result both
of the irresponsible behavior of the composer, who worked only from time
to time on the composition entrusted to him, as well as his disagreements
with the writer Alexei Nikolayevich Tolstoy, who was working on the libretto
based on his own novelette written by him earlier. As the result, prior to 1935
(the year Malinovskaya resigned and there was a change of the directory
of the Bolshoi Theater) The Decembrists were not completed (this happened much
later, in 1953, already in different historical conditions).

Keywords: Yuri Shaporin, Elena Malinovskaya, the Bolshoi Theater,
the 1930s, Soviet music, Soviet opera, The Decembrists
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«IIpu3biBaro Bac moHATH MO€e OTUYaAsAHUE
M3-3a CPbIBA IPOU3BOJACTBEHHOIO ILIaHA»
I0. A. [lTamopuH, E. K. MasinHOBCKaA
1 BoJIbIlIoN TeaTp B IEPBOM IMMOJIOBUHE 1930-X IT.

I1éTp HukoaaeBuu I'opaees
Poccuiickuii rocy/1apCTBEHHBIN
neparornyeckuil yaupepcuteT uMmenu A. Y. 'epriena,
2. Cankm-Ilemepbype, Poccuiickas @edepauus, petergordeev@mail.ru,
https://orcid.org/0000-0003-2842-4297

AnnoTtanua. CraTbsl HOCBSIEHA WCTOPUU B3aWMMOOTHOIIEHUU KPYITHOTO
coBerckoro komnosuropa 0. A. [llanopuna ¢ ['ocygapcTrBeHHBIM aKaJeMUUeCKUM
BosibImM TeaTpoM B IIEPBOU ITOJIOBUHE 1930-X To/10B. MccieqoBaHme 0CHOBaHO Ha
apXUBHOM MaTepuajie, B 3HaUNTEIbHOU CTeIleH! BIepBbIe BBOAUMOM B HAyUHBIHN
060poT. OcobyI0 POJIb B PACKPHITU TEMBI ChITPAJI JOKYMEHTHI U3 Poccuiickoro
rOCy/IapCTBEHHOT'O apXHBa JINTEPATYPhl U UCKYCCTBA (XpaHSIIUECS B JIMUHBIX
doupax IO. A. lllantopuHa, aupekTopa bosbiioro tearpa E. K. MaauHoOBCKoOM
1, KOHeYHO, ¢oHae bospinoro Tearpa) m Poccuiickoro rocyapCTBEHHOTO
apXuBa COIHAIbHO-TIOJTUTHYECKON UCTOPHH.

B Hauase 1930-X PYKOBOJICTBO bBoJbmioro teaTpa, KOTOPBIN BO3TJIaBHJIA
MaJMHOBCKasI, AaKTHUBHO WCKaJI0 IIPOM3BEJIEHUs HOBOTO, «COBETCKOTO»
periepryapa; 0 HEOOXOJUMOCTH «OOHOBJIEHUsI» TeaTpa HallOMHHAJa U Ipecca,
U IIOJIUTHUYECKOE PYKOBOJCTBO CTPAHBI. B 3THX yCJIOBHUSIX cepbe3HbIE€ HAEMKIbI
CTaJI BO3JIaraThCsl Ha COTPYAHUYECTBO C JKUBIIUM B JIGHUHTPaie KOMIIO3UTOPOM
IOpuem IllamopuHBIM, KOTOPBIH 00s3ajicsl MPEJCTaBUTh CUM@OHHUIO U OIIEPY.
[Tocnenusisa, HalTMCaHHAs HA CI0?KET 0 BOCCTAaHUU IeKaOPUCTOB, ObLy1a 60J1e€ BaKHOM
JUIS TeaTpa. MaJIMHOBCKAs PacCUUTHIBAIA HA TO, YTO 3TO IIPOU3BEIEHUE OTKPOET
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BeJINYECTBEHHBIA MYy3bIKaJIbHBIH ITUKJI, TOCBSIIIEHHBIH HCTOPUH PEBOJIFOIIHOHHOTO
IBWKeHUSI B Poccuu: JBe CJIeAyIOIHe OIepPhbl, KOTOPbhIe MPECTOSJIO HAITHCATh
[ITanmopuHy, JOKHBI ObLIA OBITH ITOCBSIIEHBI HAPOJOBOJIBIIAM M MapKCHCTaM.
Opuako pabora Haj «/lekabpucTtamMu» Hadajia HEJOIYCTUMO 3aTATHBATHCA, YEMY
BUHOU OBLTH KaK O€CIIETHOCTH KOMIIO3UTOPA, pab0TaBIIIEr0 JIUIIIh BpEMsI OT BpeEMeH!
HaJ/l TOPYYEeHHBIM €My IIpOU3BEeJleHHNEeM, TaK U ero Pas3HOoIJIacHus C IIHcaTesIeM
A. H. TosictbiM, paboTaBIIMM Haj JUOPETTO IO MOTHBAM COOCTBEHHOU ITOBECTH,
HaIIMCAaHHOU paHee. B pesysbraTe BILIOTH /10 1935 roya (oTcraBKu MaJIMHOBCKOM
11 CMEHBI PYKOBOJICTBA B boJsibiliom Teatpe) «/lekaOpucThl» Tak U He ObLIU
3aBepIIEHbI (3TO MPOU3OIILIIO MHOTO IT03/JHEE, B 1953 TO/Ty, B UHBIX UCTOPUYECKUX
YCJIOBUSX).

Kiarouesnsie ciaoBa: 0. A. [llanopus, E. K. ManuHoBckast, bosbiiioi Teatp,
1930-€ To/Ibl, COBETCKasI My3bIKa, COBETCKasl oIlepa, «/lekaGbpucThI»

Jisa mutupoBanusa: Iopdees I1. H. «IIpusbiBato Bac moHSTHh MOe OTUasiHIE
M3-3a CpbIBA IIPOU3BOJICTBeHHOro miaHa»: 0. A. [llanmopun, E. K. MasmHOBCKasA
1 BoJspllioil TeaTp B mepBOU IoJioBUHE 1930-X IT. // CoBpeMeHHbIEe MPOOIEMBbI
My3bIKO3HaHUSA. 2024. Tom 8, N2 1. C. 83-103. (Ha pyc. m aHII. 3.)
https://doi.org/10.56620/2587-9731-2024-1-083-103

BiarogapHocTH: ABTOD BRIpaXkaeT 6Js1aro/lapHOCTh PocCHiCKON akaieMuu
My3bIKM UMeHU ['HeCHMHBIX 3a MpUIJiallleHrue Ha KoHdepeHIn0 «My3bIKajabHasA
KOMIIO3UIIMSI: HappaTUB VS apXUTEKTOHUKA», IIOCIYKUBIIIEE CTHUMYJIOM
JUUIS IOATOTOBKY HACTOSIIEN CTAaThU.

he tense, drama-saturated history of musical life in the USSR in the

1930s continues to attract the attention of researchers. In recent times

in the scholarly literature of Russia and other countries some elucidation
was provided on subject matter connected with the realized and unrealized
productions on the stage of the Bolshoi Theater of works by Sergei Sergeyevich
Prokofiev — the ballet Le pas d’acier and The Love for Three Oranges [1, pp. 16—
26; 2], the operas War and Peace [3, pp. 155—160; 4, pp. 179—180; 5, pp. 132—156]
— and by Dmitri Dmitriyevich Shostakovich [6; 7, p. 44—46]. Attention is drawn
to the relations of these composers with the totalitarian state, in general [8; 9; 10;
11, pp. 213—224; 12; 13, pp- 194—196], as well as the tragic fates of concrete musical
scores — for example, one of Gavriil Nikolayevich Popov’s best compositions, his
First Symphony [14, pp. 154—160]. However, there are still blank spots remaining
in the history of Russian music of this period.
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On June 21, 1941, one day prior to the beginning of the war, Elena
Konstantinovna Malinovskaya (1875—-1942), the previous legendary director
of the Bolshoi Theater, and at that time a pensioner, who held the modest position
of a consultant of the theater museum, wrote to Vladimir Ivanovich Nemirovich-
Danchenko about the letters she had recently reread, which she had received from
outstanding contemporaries — Nemirovich himself, Konstantin Stanislavsky,
Feodor Shalyapin and others, including Yuri Shaporin and Shostakovich, having
concluded: “It is clear that I have not lived in vain.” The list of great people were
thereby concluded with the figures of two composers, the fame of the first of which
somewhat faded in time, and the second of which has become truly world famous.
Both of them were connected with an important stage of the history of the Bolshoi
Theater, which insistently searched for the path of renewal of the repertoire,
which was invoked by both the ideally motivated critics and the Communist Party
leadership. Shostakovich’s collaboration with the Bolshoi Theater in the first half
of the 1930s has been quite well-researched ([16, pp. 12—123, 17, p. 10; 18, pp. 85—
101], [6]). This happened less than two decades ago — back in 2006 Philip Bullock
noted that “With the exception of <...> Lady Macbeth of the Mtsensk District,
Soviet opera of the 1930s is comparably little studied.” [19, p. 83] Many of the sides
of Shaporin’s artistic interaction with the largest musical theater in the USSR have
remained on the periphery of research interest up to now.

Yuri Alexandrovich Shaporin (1887-1966) began his professional activities as
a composer by creating music for drama theaters in Petrograd (The Large Drama
Theater [20, p. 128], the former Alexandrinsky, and others?), and in the second half
of the 1920s he “was becoming famous” in the theatrical and musical world.3 In 1925,
in connection with the centennial anniversary of the uprising of the Decembrists,
he began working on an opera on that subject matter, having taken as his libretto
Alexei Nikolayevich Tolstoy’s play Pauline Geuble, written with the participation
of historian Pavel Shchyogolev. Already on December 27 at the GATOB (the
Mariinsky Theater) two scenes from the new opera were performed, but then the
work on the large-scale composition, which underwent numerous revisions, began
to be delayed.4 It must be noted that Shaporin was not the first among the Soviet
composers who turned to this subject. Already in the first half of the 1920s an opera
titled The Decembrists was written by composer Vassily Andreyevich Zolotaryov

1 Cit. from [15, p. 95].

2 Bogdanov-Berezovsky, V.M. (1934). Yu. A. Shaporin i yego simfoniya [Yuri Shaporin and His
Symphony]. Leningradskaya filarmoniya, pp. 5-7.

3 Druskin, M. S. (1977). Vospominaniya [Memoirs]. In Druskin M. S. Issledovaniya. Vospominaniya.
[Research Works. Memoirs] Sovetskiy kompozitor, p. 206.

4 Shumskaya N. (1956). Yu. A. Shaporin i yego opera “Dekabristy” [Yuri Shaporin and His Opera
The Decembrists]. “Dekabristy” Yu.A.Shaporina[“The Decembrists” by YuriShaporin]. Gosudarstvennoe
muzykal'noe izdatel’stvo, pp. 8—9; Katonova S. V. (1959). Yu. Shaporin. “Dekabristy”: opera [Yuri
Shaporin. ‘The Decembrists’: Opera]. Sovetskiy kompozitor, pp. 3—6.
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(based on the libretto of V. A. Yasinovsky); on the day of the centennial anniversary
of the day of the insurrection, when Shaporin had only two scenes ready, Zolotaryov’s
opera was shown in its entirety at the Bolshoi Theater, and then continued its
life on other Soviet theater stages, as well.> However, with Malinovskaya’s return
in 1930 to direct the Bolshoi Theater, they decided at the latter venue to make a bid
on participation with Shaporin.

The Colossal Plans of the Directory of the Bolshoi Theater

On March 21, 1931 the directory of the Bolshoi Theater signed a contract with
Shaporin, who undertook to compose a symphony for the theater and to complete
his opera The Decembrists [18, p. 86]. From that very month the theater began
paying the composer a monthly salary [21, p. 212]. On May 31, 1931 at a session of
the Governmental Commission for Supervision over the Bolshoi Theater under the
chairmanship of Voroshilov, therepertoireforthe 1931—1932 concert season proposed
by the directory, which also included Shaporin’s The Decembrists, was confirmed.®
The next day, Malinovskaya, who became convinced of Shaporin’s talent, brought
him to make the acquaintance with her old friend Alexei Maximovich Gorky. “This
happenedonJune1,1931. Weentered the mansion on Nikitskaya Street,”the composer
remembered many years later. “The aim of the visit by Malinovskaya, a long-time
acquaintance of Gorky’s from the time of his life in Nizhni-Novgorod and a close
friend of his, was the wish to obtain from the writer a libretto for an opera of his novel
The Mother. The real reason she took me along was so that I could play the role of a
consultant.”” Although the plan of receiving thelibretto “suffered a fiasco,” as Shaporin
later recounted, he became closely acquainted with the writer and subsequently
appeared frequently at his house.® In reality, Malinovskaya developed a grandiose
plan of an entire huge opera cycle, virtually equal in its scale to Wagner’s Ring, and was
thereby able to capture the interests of both Gorky and Shaporin. In the spring of 1932
she informed Voroshilov in an internal memorandum that “upon the completion
of he opera The Decembrists, composer Shaporin would proceed to working
on two operas based on Maxim Gorky’s libretto Members of the Narodnaya

5 Sverdlovsky operny teatr imeni Lunacharskogo. Dekabristy. Opera v chetyryokh deystviyskh, 8 kartin
[podgotovka postanovki [The Sverdlovsk Lunacharsky Opera Theater. The Decembrists. An Opera in Four
Acts, 8 Scenes... [being prepared for production]. (1933). n. p. pp. 3, 25.

6 Protokoly zasedaniy komissii prezidiuma Tsentral'nogo ispolnitel'nogo kommiteta Soyuza SSR direktsiy
Bol’shogo i hudozhestvennyh teatrov SSSR s dololneniem materialov [Proceedings of the Sessions of the
Commission of the Presidium of the Central Executive Committee of the USSR for the Direction of the Bolshoi
and the Artistic Theaters of the USSR with a supplement of the materials]. In RGASPI [Russian State Archive
of Social-Political History]. Fund 74. List 1. Portfolio. 396. P. 9.

7 Shaporin Yu. A. (1969). O Gorkom [About Gorky]. In Shaporin Yu. A. Izbrannye statyi [Selected
Articles]. Sovetskiy kompozitor, pp. 118—119.

8 Ibid,, p. 119.
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volya and The Marxists”. Shostakovich, who used to call in jest Shaporin’s
The Decembrists as The Marxists [21, p. 212], apparently, did not even suspect, how
close he was to the repertoire plans of the Bolshoi Theater.

A central position in the manifestation of these plans was taken up by Shaporin
who, according to the testimony of Mikhail Semyonovich Druskin, knew him
personally, was “bustling, good-natured, but emotionally unstable.” Another
acquaintance of the musician, Valerian Mikhaylovich Bogdanov-Berezovsky,
remembered:

Shaporin was constantly in work. He was swamped by a societal temperament. All
saturated with music and his artistic plans, whether he was on the street, on a tram,
or at a session, thinking over the details of some figuration or instrumentation, he had the
time to direct a section of the Association for Contemporary Music, to debate at a meeting
of the direction of the authorial society Dramsoyuz directed by Glazunov, to carry out
demonstrations of the editorial board of the cooperative publishing house Triton."

Soon after that, the directory of the Bolshoi Theater was forced to convince
itself that punctuality in fulfilling the artistic obligations taken on himself cannot be
counted among the composer’s merits.

A close associate of Malinovskaya, the head of the musical section of the
Bolshoi Theater, Victor Lvovich Kubatsky wrote to Shaporin resentfully on July 20,
1931 from the rest home Polenovo: “Is it noble, or is it mean? I am living here for
five days, nine days in Moscow, and I have not received any piano-vocal scores!!!
I beg you — send me the entire piano-vocal score of The Decembrists, since
this time is exclusively favorable for work for me.”? Having expressed the hope
that his correspondent had already received the money owed for him, Kubatsky
expressed his interest whether or not Shaporin had supported his connection
with Gorky, who was supposed to create a libretto for the connection of the opera
cycle (“Regarding Gorky. He lives outside of Moscow, and it may be possible
to communicate with his trustee — I called him a thousand times, but was not able
to reach him. Having departed, I passed on this affair to Arkanov. Do you have any
newsfromhim?”),aswellwiththeproducerNikolaiVasilyevich Smolich and Tolstoy:

9 The letters of the directors and the artists of the Bolshoi Theater to Bubnov, to the Central Executive
Committee and to Voroshilov regarding official and personal matters; the directory’s correspondence with
organizations and with the artists of the theater; a note about the goals, plan, repertoire, personnel and other
sides of the activities of the Bolshoi Theater; about the tours abroad of the artists of the theater, projects of the
rulings of the governmental commission about the reorganization of the management, the provisions about
the Bolshoi Theater, the report about the trip to the Far East of a brigade of artists from the Bolshoi Theater,
etc. In RGASPI [Russian State Archive of Social-Political History]. Fund 74. List 1. Portfolio. 394. P. 30.

10 Druskin, M. S. (1977). Vospominaniya [Memoirs], p. 206.

11 Bogdanov-Berezovsky, V. M. (1971). Dorogi iskusstva [The Paths of Art]. Book 1. Muzyka. Leningrad
Section, p. 114.

12 Pis’'ma i telegramy Kubatskogo Viktora Lvovicha k Yu. A. Shaporinu [Letters and telegrams of Victor
Lvovich Kubatsky to Yu. A. Shaporin]. In RGALI [Russian State Archive for Literature and Art]. Fund
2642. List 1. Portfolio 320. P. 1.

89



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

“Did Smolich visit you? In what condition is your artistic personality? Is Tolstoy
trying your patience'3 or not?”4 Kubatsky’s letter, apparently, did not exert any
considerable impact on the speed of the composer’s work, and already on September
12 of the selfsame year 1931, Shaporin was sent an official reminder from the name
of the directory of the Bolshoi Theater, signed by the deputy director Boris
Samoylovich Arkanov. Indicating at the composer’s deadlines for providing the scores
of the symphony and the opera The Decembrists preconditioned in the contracts,
the directory demanded “to turn immediately to submitting the work, in order
to avoid the consequences indicated [in] paragraph 13 of the contract.”

Malinovskaya’s Anger and Shaporin’s Pleas for Defense

When this also failed to help, Malinovskaya personally intervened in the affair,
having written a letter to Shaporin on October 5, 1931:

All the deadlines scheduled in our contract with you are violated. This compels me
to write to you. I don’t know, to what degree such an order is considered to be normal
in Leningrad and in Moscow it is inadmissible. We must carry out our production plan
firmly and without any changes, and meanwhile it is being violated through your fault,
since The Decembrists cannot be produced with your tempi of work.

Malinovskaya demanded an immediate answer: “Are you intent on annulling our
contract (naturally, returning the received sum of money), or on spending all of your
energy on finishing The Decembrists in the shortest possible time, so that it would be
produced at least to the end of the season”.”” Fearing that in connection with Tolstoy’s
presumable departure to Sorrento, “the affair would come to a total standstill,”

13 One of the meanings of the Russian word “manezhit’” is “to wear somebody out, to torment him, making
him wait for a long time” (see D. N. Ushakov. (Ed.) (1938). Tolkovy slovar’ russkogo yazyka [ Explanatory
Dictionary of the Russian Language] (in 4 volumes). (Vol. 2). Gosudarstvennoye izdatel’stvo inostrannyh
i natsional’nyh slovarey, p. 138).

14 Pis’ma i telegramy Kubatskogo Viktora Lvovicha k Yu. A. Shaporinu [Letters and telegrams of Victor
Lvovich Kubatsky to Yu. A. Shaporin], p. 1 backside.

15 Perepiska teatra s artistami, teatrami i drugimi organizatsiyami o debyutah, gastrolyah inostrannyh
artistov, ob uchastii v yubileyah (10-letiya teatra im. E. Vakhtangova, 10-letiya Instituta krasnoy professury.
Pis’'mo teatra kompozitoru Shaporinu Yu. A. o napisanii opery “Dekabristy.” Spiski artistov, prinimavshikh
uchastie v Hudozhestvennoy gazete plenuma, posvyashchennogo 14-y godovshchine Oktyabrskoy
revolyutsii. Polozhenie o finansovoy chasti Bolshogo teatra [The theater’s correspondence with artists,
theaters and other organizations about debuts and tours of artists from abroad, about the participation in
anniversaries (the tenth anniversary of the Evgeny Vakhtangov Theater, the tenth anniversary of the Institute
of the Red Professorship). The letter from the Bolshoi Theater to composer Yuri Shaporin about writing the
opera The Decembrists. Lists of the artists taking part in the Artistic Newspaper of the Plenum devoted
to the 14th Anniversary of the October Revolution. Position about the Financial Section of the Bolshoi
Theater. In RGALI [Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 804, p. 323.
16 Pis’ma i telegrammy Malinovskoy Eleny Konstantinovny k Y.A. Shaporinu [Letters and Telegrams
of Elena Konstantinovna Malinovskaya to Yuri Shaporin]. In RGALI [Russian State Archive for Literature
and Art]. Fund 2642. List 1. Portfolio 341, p. 1.

17 Ibid.
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Malinovskaya consented to a delay of the symphony promised by Shaporin, so that
the composer would finish the opera quicker: “You must understand, it what position
you have placed me: The Decembrists are placed in the production plan, I have cleared
out the path for it from half of November, and there will be no Decembrists. I cannot
think of such a shame.”®
In his letter of response from October 18, 1931 Shaporin tried to calm
Malinovskaya down and at the same time to present an argument for the delay
in his work:
The radical revision of the symphony composed by me upon commission
of the Bolshoi Theater that I have undertaken, having as its consequence the improvement
of the indicated composition, on the one hand, and on the other hand, led to a violation
of the deadlines for presenting the opera The Decembrists commissioned to me stipulated
by the contract. Being firmly convinced that the quality of the work commissioned
to me should be of foremost consideration, I, nonetheless, cannot but be aware

of the significance of deadlines provided by the contract on the basis of which the theater
would build its production plan.*

Considering these circumstances and wishing “to assist the production
of the opera during the following season worldwide,” Shaporin promised to exert
“all his energy towards completing the opera, meeting the deadlines, which would
allow the theater to still carry out a production of The Decembrists during the 1931—
1932 season,” asking to set the new deadline for submission of the piano-vocal score
of the opera on February 28, 1932 and promising to complete the orchestration
by May 10. “I am firmly convinced that considering the completion of the symphony,
I can give all my time exclusively to the work on completing the opera, the deadlines
which I propose for your approval are indispensable for me,”2° the composer added
for more persuasiveness at the end of his letter. At that moment, apparently, he was
not guiling, and he really set to work. His wife (who was quite critically disposed
towards her husband) wrote in her diary on October 30, 1931: “Yuri moved here and
is working, working so much, as never before in his life.”

18 Ibid.

19 Perepiska teatra s kompozitorami, librettistami i dirizhorami o napisanii i postanovkah oper,
o gastrol'nom dirizhirovanii, ob avtorskih gonorarah i po drugim voprosam. Spisok pisateley i dramaturgov,
rabotayushchih nad opernymilibretto. Protokoly zasedaniy komissii aktiva baleta po prosmotrunovyh libretto
i muzyki. Kopii dogovorov s avtorami i postanovleniy arbitrazhnoy komissii o dogovorah [Correspondence
of the theater with composers, librettists and conductors about the writing and productions of operas, about
conducting tours, about authors’ royalties and concerning other questions. List of writers and playwrights
working on opera librettos. Proceedings of sessions of the commission of the ballet troupe for examination
of new librettos and music. Copies of contracts with authors and establishments of arbitrage committees
about contracts]. In RGALI [Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745,
p. 145. The correspondence between Yuri Shaporin and Elena Malinovskaya (in October 1931) was first
discovered and brought into scholarly use by Olga Digonskaya [18, pp. 88—-89].

20 Perepiska teatra s kompozitorami ... [Correspondence of the Theater with Composers...]. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745, pp. 145—146.

21 Shaporina, L. V. (2017). Dnevnik [Diary]. (Vol. 1). Novoe literaturnoe obozrenie, p. 111.
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In a short while, having received neither any letters, nor, most importantly,
any money, Shaporin once again reminded Malinovskaya about himself. On
November 24 he wrote her from the former Tsarskoe Selo (at that time — Detskoe
Selo [Children’s Village]), trying tovindicate himself: “On November 11, I sent letters
by special delivery: to you, Boris Samoylovich?? and Victor Lvovich23. Almost two
weeks have passed since that time, but I have not received any answer, despite the
factthatinthesethreelettersthere were questions requiring immediate solutions.”2
In connection with the departure of theater artist Vladimir Vladimirovich Dmitriev
continuously being postpone (“and he could have placed you au courant of what
is happening at the Detskoe Selo”),?> the composer decided himself to tell about
the state of affairs, resorting to the epistolary form. “The opera’s libretto is gone
through together with V.V. Dmitriev in the utmost detail and 2/3 of the work is
completed. The delay in the completion and the dispatch of the ready materials
can be explained by Alexei Tolstoy’s illness, which kept him in bed for 16 days.”2¢
“You must agree,” Shaporin convinced Malinovskaya, “that in such an unforeseen
circumstance I am not at fault, and, meanwhile, it is no less important for me
to receive the libretto completed and approved by you, and to receive it as soon
as possible, as it is for the Bolshoi Theater.”” Having sent to the Bolshoi Theater
one third of the libretto directly from the copyist, without Tolstoy’s corrections,

the composer “invoked upon himself the former’s wrath.” “As the result of the
untimely completion of the libretto, I am standing at the converging roads
of displeasures,”® Shaporin noted.

The second part of the letter was devoted to financial questions:

“My financial position could not be worse,” the composer complained. “Having
begun working for the Bolshoi Theater, I have rejected and continue to reject all
other offers and, therefore, the sums received by me from the Bolshoi Theater take up
a significant position in my budget. At the same time, if I do not receive money from
Moscow, this would create the necessity for me to prowl around Leningrad with the aim
of obtaining some more rubles. I am wasting precious time on this, but still I cannot
obtain the necessary amount of money. And at the same time, unluckily, my daughter
became ill (a setback of arthroidal rheumatism and chorea), and I have no possibility
of creating such opportunities for her that are so necessary upon these conditions.”*

22 Arkanov.

23 Kubatsky.

24 Pis’'ma Shaporina Yuriya Alexandrovich Malinovskoy E. K. [Yuri Alexandrovich Shaporin’s Letters
to Elena Malinovskaya]. In RGALI [Russian State Archive for Literature and Art]. Fund 1933. List 2.
Portfolio 68, p. 1.

25 Ibid., pp. 1—1 back side.

26 Ibid.

27 Ibid.

28 Ibid., p. 1 back side.

29 Ibid.
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Having emphasized his acute need for money, Shaporin asked Malinovskaya
to answer him promptly.3°
Malinovskaya replied to the subsequent delays of the deadlines substantiated
by the composer with an angry letter from November 28, 1931:
“I am confounded by your naiveté and, to put it delicately, your irresponsible attitude
towards the obligations you have committed yourself to. You are absolutely at fault, and
at the same time you are taking on the offensive!” the director of the Bolshoi Theater
thundered. “Your arrival and Tolstoy’s reaction were absolutely thoughtless. The dinners,
the suppers, the meetings at Gorky’s place — that was at the center of your attention,
while you could not find the time to gather together with us, at least once.”s!

Having reminded Shaporin the promises he had given to send out the libretto
by November 1 and the finished score by November 15, Malinovskaya wrote:

Only in the second decade of December (and not by November 1), I received
the libretto to the two scenes32. Since I was lying ill, I asked B. S. Arkanov to write to you
that two scenes do not comprise the entire libretto, and that I demand that you send
the entire libretto, and also that in these two scenes it is unacceptable that Annenkov
was absolutely indifferent that in his presence his mother’s grooms strip the girls naked
to give them a whipping, and is the whipping necessary at all, if it is to remain?33

Highlighting that the work was not yet finished up to that time (“Today it is
November 28, and I still do not have the libretto before me, and I am the one who is
to blame!”), Elena Konstantinovna presented an ultimatum to the composer:

There is a limit to everything, Yuri Alexandrovich, and I, not intending to squeeze
rubles out of you, demand from you: 1) immediately to send me, Malinovskaya, the entire
libretto in the form that it exists at the present day. I shall send it back to you in two days’
time, not longer than that, with a lengthy letter, 2) immediately to send me the score of
the symphony. We do not wish to have it copied in Leningrad and to depend on your
copyists.34

Close to the end of the letter, the director’s tone softened down, and she,
in order to avoid any further confusion, “was begging” Shaporin to come to Moscow
for a certain period of time (“V. L. Kubatsky is offering you to live in his room”)
and to work together with the producer and the conductor of the Bolshoi Theater.
“We esteem you highly as an artist, and we shall try to furnish the dwellings so
that it would be easy and good for you to work. I assure you — this is the only
thing that could save the situation. If you are worried about where you could leave
your daughter — if you wish, I could arrange for you to leave her here at a goods5
30 Ibid.

31 Pis’'ma i telegrammy Malinovskoy Eleny Konstantinovny k Y.A. Shaporinu [Letters and Telegrams
of Elena Konstantinovna Malinovskaya to Yuri Shaporin], p. 2.

32 It must be reminded that the two scenes were written by Shaporin (and even presented on stage) back
in 1925.

33 ?’1s5’ ma i telegrammy Malinovskoy Eleny Konstantinovny k Y.A. Shaporinu [Letters and Telegrams
of Elena Konstantinovna Malinovskaya to Yuri Shaporin], p. 2.

34 Ibid.
35 In the original the word is typed completely in capital letters.

93



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

hospital?” Malinovskaya proposed, concluding her epistle on a reconciliatory note:
“So, I invoke you to understand my despair due to the disruption of the production
plan and seriously take up to fulfilling your obligations.”3¢

But even this desperate invocation did not compel Shaporin to enhance
the tempo of artistic activities to a considerable degree. A number of telegrams
has been preserved in the archives (predominantly, rough drafts) to him sent by
Malinovskaya and Arkanov (without any indication of the year) with the request
to complete the work on the libretto of The Decembrists soon and send it out
to the Bolshoi Theater.?” In June 1932 the composer travelled to Moscow, attending
the rehearsals of the symphony, the work on which went faster than the work
on the opera.3® The administration of the Bolshoi Theater, in its turn, attempted
to provide Shaporin with the optimal conditions for work, worrying even about
supplying him with music paper, which was deficient at that time. On March 8,
1932 Arkanov wrote to conductor Albert Coates (this time, requesting music paper
already for Shostakovich): “Is there any way he could be provided with paper, as
you are now doing for Yuri Shaporin? Knowing your exclusively good attitude
both toward our theater and, in particular, toward Shostakovich, I took the risk
of exploiting you once more regarding this question.”3® The conclusion can be made
from the letter that Coates, who ordered music paper in Berlin, was “exploited” only
for the first time for Shaporin’s sake.

Meanwhile, the creators of other operas titled The Decembrists — composer
Zolotaryov and librettist Yasinsky — decided to remind the directory of themselves
(possibly, having found out about Shaporin’s delays with his work). On June 12,
1932 they addressed Arkanov in writing: “During your time as the director
of the Sverdlovsk Opera Theater, you have produced the <...> opera The Decembrists
written by us”4°, the authors of the appeal wrote, trying immediately to cut themselves
into Arkanov’s confidence. Zolotaryov and Yasinovsky pointed at the performance
of their composition that took place at the Bolshoi Theater several years earlier,
emphasizing that the opera “was not revived in the subsequent seasons, since it was
contemplated for performance numerous times after that, there were rehearsals
taking place, but somebody’s influence always withdrew the opera from the
repertoire.”# Now, finally, the composer and the librettist “decided to make a number
of changes,” including “altering the scene of the rebellion, strengthening the role

36 Pis’'ma i telegrammy Malinovskoy Eleny Konstantinovny k Y.A. Shaporinu [Letters and Telegrams
of Elena Konstantinovna Malinovskaya to Yuri Shaporin], p. 2—2 back side.

37 Ibid., p. 3—5; Arkanov. Telegramma Shaporinu Yu. A. [Arkanov. A Telegram to Yuri Shaporin].
In Russian National Museum of Music. Fund 222. No. 106, p. 1.

38 Shaporina L. V. Dnevnik [Diary]. (Vol. I), p. 115.

39 Cit. from: [16, p. 23].

40 Perepiska teatra s kompozitorami ... [The Theater’s Correspondence with Composers...]. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745, p. 101.

41 Ibid.
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of the people, endowing it with a flurry of activity, at the same time emphasizing
the discord between the insurgent princes and the people,” “to strengthen
the characteristic feature of Tsar Nicholas, bringing in the scene of interrogation
of Trubetskoy, where the quailing courtier is crawling on his knees and imploring
the belligerent martinet-tsar to forgive him,” “to give prominence more saliently
to the figure of Decembrist Kakhovsky, who at the meeting of the Decembrists
demands resolute and relentless actions from the overly tolerant princes.”#
Zolotaryov and Yasinovsky presumed that after these changes (corresponding
to the spirit of the frightening 1930s, rather than the romantic 1820s) the
question of reviving the production of The Decembrists on the stage of the
Bolshoi Theater could be raised again.3 But the appeal did not have any success.
Notwithstanding his long-time relations with Zolotaryov stemming from his prior
collaboration with the composer back in Sverdlovsk, Arkanov answered him on
June 16 with a short message that “the opera on the subjects of the Decembrists
by composer Yuri Shaporin and writer Alexei Tolstoy is included in the repertoire
of the Bolshoi Theater. As the result of this, the question of bringing back your opera
into the repertoire is no longer topical.”+

“I want so much to return your faith in my art work ...”

In the second half of 1932 in the correspondence of the directors of the Bolshoi
Theater there was already a certain amount of frustration with Shaporin’s music
perceived. On October 13, 1932, in Malinovskaya’s memorandum Arkanov
(the author is not indicated in the source and is determined from the context of the
memo), commenting the musical competition which completed earlier, on which
the jury decided not to award anybody the first prize, while dividing the second
prize between Shaporin, Popov and Vissarion Shebalin, noted that Shaporin “was
appreciated less than the others.”# Nonetheless, there was absolutely no question
of any estrangement with the composer, at the Bolshoi Theater they continued to wait
with impatience the completion of the work on The Decembrists and the symphony,

42 Ibid.

43 Ibid., pp. 101—101 back side.

44 Ibid., p. 100.

45 Zayavleniya i pis'ma artistov, dirizherov, kompozitorov i drugikh lits v direktsiyu i yacheyku VKP(b)
Bol’'shogo teatra, o vosstanovlenii na rabotu, zaklyuchenii dogovorov i po konfliktnym voprosam.
Protokoly soveshchaniy: Upravleniya teatral’nymi i zrelishchnymi predpriyatiyami; treugol'nika Bol’shogo
teatra. Proyekt postanovleniya komissii pri Namkomfine po otchetu i balansu Bolshogo teatra za 1928-
1929 gody. Spiski artistov Bol’'shogo teatra [Declarations and letters of artists, conductors, composers
and other persons to the directory and the leadership of the Communist Party of the Bolshoi Theater
about the reinstatement in employment, signing contracts and in questions of conflict. Proceedings
of the conferences: Direction of the theatrical and spectacular events; the triangle of the Bolshoi Theater.
Project of the provision of the commission affiliated with the People’s Committee for Finances for reporting
and balance of the Bolshoi Theater for 1928—1929. Lists of artists of the Bolshoi Theater. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 805, p. 71.

95



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

the latter of which the composer also “owed” the theater. On December 14, 1932
the Management of the Affairs of the Bolshoi Theater turned to Shaporin with
the request “to send out immediately the score of the fourth movement <...>
of the symphony (or which only the parts of the beginning were made for
performance)” and the complete piano version of the fourth movement, noting that
“a delay in the dispatch would result in a cancellation of the concert.”#® A few days
later, on December 19 (the year is determined by comparing this document with
the previous one) Malinovskaya personally telegraphed Shaporin, encouraging him
to accelerate his speed of work: “Coates is leaving on January 4, we are awaiting
for your arrival and for your materials.”

At the very end of 1932, the Shaporin family was struck by misfortune:
the composer’s daughter Elena passed away after a serious illness. Apparently,
Shaporin’s letter to Malinovskaya from January 20, 1933 became the answer
to the condolences expressed by the management of the Bolshoi Theater. “Nobody
has done so much for my music as the Bolshoi Theater has in your person, nobody
had such a gentle and affectious attitude towards me as you, and I have never brought
more grief to anybody than to you and to the Bolshoi Theater,”® the father, stricken
with grief, wrote “to dear Elena Konstantinovna.” “It is terrible that in the present
situation such words as illness and death become my vindications.”#® Shaporin
found it necessary to emphasize, how he valued his relations with the director of
the Bolshoi Theater: “I wish so much to return your faith in my musical creativity
that I am convinced that I shall achieve this.”s°

In the spring of 1933 Shaporin finally completed the work on the symphony, and
on May 11 it was performed for the first time by the Bolshoi Theater orchestra under
the direction of Alexander Shamilyevich Melik-Pashayev.5* At the end of Match and the
beginning of April 1933 he wrote to Arkanov in a much more self-assured manner,5
expressing his interest about whether “measures were taken about moving the grand
piano to Klin, about which I asked and which you promised,” “was it necessary to bring
pillows, bed covers and bedsheets to Klin,” and “how will things stand with the meals?

46 Perepiska teatra s kompozitorami ... [The Theater’s Correspondence with Composers...]. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745, p. 42.

47 Pis’'ma i telegrammy Malinovskoy Eleny Konstantinovny k Y. A. Shaporinu [Letters and Telegrams
of Elena Konstantinovna Malinovskaya to Yuri Shaporin]. In RGALI [Russian State Archive for Literature
and Art]. Fund 2642. List 1. Portfolio 341, p. 6.

48 Pis’ma Shaporina Yuriya Alexandrovich Malinovskoy E. K. [Yuri Alexandrovich Shaporin’s Letters
to Elena Malinovskaya]. In RGALI [Russian State Archive for Literature and Art]. Fund 1933. List 2.
Portfolio 68, p. 2.

49 Ibid.

50 Ibid.

51 Martynov, 1. I. (1966). Yuri Shaporin. Muzyka, p. 125.

52 The letter is not dated. The months are determined according to the content of the letter, and the year
— both by the fact that it is written about in the letter about the composer sending the various movements
of his symphony and his readiness to concentrate on the work on completing his opera, as well as his
expressed intention to make a trip to Klin (where, according to Shaporina’s diary, the composer went
in the spring of 1933. Shaporina L. V. Dnevnik [Diary]. Vol. 1, p. 168).
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I am very modest in my demands, but even undemanding people have to eat
within the limits of their unpretensiousness.”3 When giving notice about sending
out the various separate movements of his symphony, Shaporin emphasized that
he was going to come to Klin on April 7 and spend five months there, “until the
full completion of the opera.” Asking, as was usual, to transfer “the March sum
of money to Detskoe [Selo],” and noting especially that he “wishes very much
to work on the opera,” Shaporin asked Arkanov to send “his affectionate regards
to the highly esteemed Elena Konstantinovna.”’s* However, even his sojourn
in the spot that inspired Pyotr Ilyich Tchaikovsky did not provide the composer
with the strength for completing his work on The Decembrists.

While not losing hope in obtaining for the theater the opera the work
on which was being delayed more and more, Malinovskayass attempted to make
an impact not only on the composer, but also on the author of the libretto.
On May 14, 1933 Tolstoy signed a separate contract with the directory of the
Bolshoi Theater, committing himself to present the text by June 1 of the same
year,5® however, this latest “deadline” was also not met. On October 20, 1933
Malinovskaya wrote to him: “I beseech you, upon receipt of this letter, to notify
me, how the affairs stand with The Decembrists: whether or not Yuri Shaporin is
working on them, how is the work progressing, and when is he intent on fulfilling
the requirements of the Directory about sending the piano-vocal score.”s” Lyubov
Vasilyevna, Shaporin’s spouse, had her own explanations of the delay in her work
on the opera. On November 8 of the same year, having listed in her diary all
of her husband’s paramours, on which most of his time was spent, she wrote:

Unhappy dolt. It is already a year that he is not doing anything. I started noting his
work day by day, since the middle of October. Since October 16 to November 8 he worked
half a day each time. The rest of the time he floats in the air and cries: “This is tragic —
I cannot compose!’s®

“At the Bolshoi Theater they are inclined to think that he cannot complete
the opera at all,” Shaporina emphasized on November 30, referring to Kurbatsky’s
words passed on to her. “And I am already beginning to have my doubts.”s® During

53 Perepiska teatra s kompozitorami ... [The Theater’s Correspondence with Composers...]. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745, pp. 95—95 back side.

54 Ibid., p. 96—97 back side.

55 The document is not signed, and the authorship is established according to the context.

56 Dogovory, zaklyuchennye direktsiyey Bolshogo teatra s kompozitorami, hudozhnikami, pisatelyami
i baletmeisterami o napisanii muzyki i teksta spektakley i ob uchastii v postanovochnoy rabote. Perepiska
o vypolnenii dogovorov. Text opery-agitki A. A. Zharova “Obetovannaya zemlya” [The contracts made
by the directory of the Bolshoi Theater with composers, artists, writers and ballet masters about writing
the music and the text for performances and about their participation in the production work. The written
correspondence about fulfilling the contracts. The text of the agitation opera A.A. Zharov “The Promised
Land”. In RGALI [Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 776, p. 110.
57 Perepiska teatra s kompozitorami ... [The Theater’s Correspondence with Composers...]. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745, p. 11.

58 Shaporina, L. V. Dnevnik [Diary]. (Vol. 1). P. 146.

59 Ibid., p. 149.
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the course of yet another year, the situation did not change intrinsically.
On November 9, 1934 Shaporina made another entry in her diary:

Yuri acted foolishly and in a mean way, all the way that he could do it, and he ended
up in that blind alley which I long had a presentiment of. Now I have visited the Tolstoys.
Yesterday Yokhelson and Pushkov came to him to speak about The Decembrists, about
the libretto, about Yuri. “You know, Lyubov Vassilyevna, I brought Yuri out as much
as I could, I reconciled him with Malinovskaya, I brought him to Alexei Maximovich,
organized the money for him. Now he met with me with embraces, while, at the same time,
he is speaking beyond the backs of Malinovskaya and the leadership of the Composers’
Union, he says that he isn’t writing the opera because of me, because of the total lack of
coordination with the librettist. This is already treachery.”®°

After her conversation with Tolstoy, Shaporina immediately noted the gloomy
perspectives for her husband, who by that time had already left the family: “They
want to pass the affair to the Communist Party representatives. Around 70,000 has
been gathered forthe opera. Theywill put Yuriunderthe threat ofthe Party tribunal.”®
The author of the diary did not make any attempts to find any vindication for a man
she had been close to before: “This is so much fun. I was expecting all of this. When
in September Yuri was going to Moscow, I was repeating the same to him: ‘Do not
complain about Tolstoy, it is not his fault, you yourself should work it out, prepare
the libretto, and then he would write everything superbly.””%2 However, already in
a few days she adjusted her opinion in favor of her husband. On November 19, after
the argument between Tolstoy and Shaporin about what the opera should be like,
she wrote down: “After all, Tolstoy, although he is an intelligent man, does not have
a broadness of outlook. <...> Most likely, Tolstoy and Shaporin could never agree
with each other. Tolstoy is all everyday life, realism, anecdote, while opera is always
romantic. Yuri’s songs — that is his creative tonality.”¢3

Notwithstanding all the delays, in the theater they did not reject the idea
of collaboration with the composer. In the archival fund of the Bolshoi Theater there
is an informational memo preserve, which was given out to Shaporin on December 31,
1934 “for the recommendation to the ‘Savoy’ Hotel, in which it was indicated that
the composer ‘was really called out by the Direction of the State Academic Bolshoi
Theater of the USSR to Moscow for official conversations.”®* Meanwhile, “the epoch
of Malinovskaya” at the Bolshoi Theater was coming to an end: in January 1935
she was dismissed from her post as director, without ever having seen the premiere
of The Decembrists. Incidentally, her successor, Vladimir Ivanovich Mutnykh was not
able to see it either; as it is well-known, Shaporin completed his opera only in 1953.%

60 Ibid., p. 180.

61 Ibid.

62 Ibid.

63 Ibid., p. 183-184.

64 Perepiska teatra s kompozitorami ... [The Theater’s Correspondence with Composers...]. In RGALI
[Russian State Archive for Literature and Art]. Fund 648. List 2. Portfolio 745, p. 4.

65 Martynov 1. I. Yuri Shaporin, p. 24.
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The Bitter Results of Collaboration

Having examined the factual side of the interrelations of the Bolshoi Theater
with Shaporin in the first half of the 1930s, several conclusions can be arrived
at. First of all, at that time the administration of the theater insistently tried
to show the public new, Soviet repertoire, which was also demanded both
by the Communist Party and the ideologically engaged critics. This repertoire had
to be created not merely with whatever means possible (just as long as the plotline
would correspond with the party line) but in itself had to be of high artistic value.
For this reason, at the theater they rejected the idea of working with Zolotaryov,
who proposed the same Decembrists, in favor of a more significant authoritative
figure in the musical world — Shaporin. Second, Malinovskaya threw in her lot
with Shaporin: he was supposed to be the composer not only of one opera about
the Decembrists, but of a grandiose opera cycle which would illustrate by means
of the art of music the history of the revolutionary movement in Russia. however,
the results of this collaboration turned out to be much more modest, having been
limited in the examined time frame to the premiere of only Shaporin’s symphony.
The responsibility for the disruption of the initial plans lies on the composer
and the librettist: Shaporin’s lack of focus, the extremely slow tempo of his work
and his differences with Tolstoy regarding the vision of the future have had
a disastrous impact on the expected premiere of The Decembrists, having
postponed it for several decades.
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Abstract. One of the first Lithuanian composers to work in the genre of ballet
was Jurgis Karnaviéius (1884—1941). In 1928 he introduced a choreographic scene
based on his tone poem The Lithuanian Rhapsody, that engaged interest in the genre
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due to the events of World War II, there had not been any production of the ballet
organized. Fortunately, the musical material of the ballet was preserved, including
The Imposter (1940). The libretto written by Elena Pavlovna France is based
on historical events in Russian history of the first decade of the 17th century —
the beginning of the Time of Troubles. The main characters of the ballet are
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the future tsar-imposter False Dmitry I and Marina Mniszech, whose fates are tied to
both Russian, Polish and Lithuanian history. The ballet was influenced by the works
of great Russian composers, such as Boris Godunov by Modest Mussorgsky
and A Life for the Tsar by Mikhail Glinka, most specifically, their “Polish acts.”
At the same time, The Imposter added new plot motives that allow us to see
the uprising of False Dmitry from a different perspective. Karnavicius’ ballet
continues to be preserved in the Lithuanian Archive of Literature and Music
up to the present day. The hope remains that these materials shall not only
be published, but also performed.
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Annoranusa. Opruc Kapuapuuioc (1884-1941) — oauH U3 MEPBBIX
JINTOBCKUX KOMIIO3UTOPOB, OOPATUBIIUXCA K KaHPY OasieTa. Ero mepBbIid ONBIT —
xopeorpaduyeckas KapTuHa «JIUToBcKas parcoausi» (Ha My3bIKy OJITHOUMEHHOU
cuM(OHUYECKON T03MbI) — OBLI IIpe/cTaBJeH Ha clieHe KayHacckoro
roCyJapCTBEHHOTO Tearpa B 1928 roay. BmocnenacrBum KapHaBUYIOC COYMHUII
yeThIpe MOJIHOLIEHHBIX OasieTa, 0lHaKO M3-3a COOBITHU BTOpPON MUPOBOU BOWHBI
OHU TaK W He OBLIN moOcTaBjeHbl. K cuacThio, MaTepuasbl, CBI3aHHbIE C STUMU
b6ajieTaMu, COXpAaHUJIUCH B ApPXUBaX, B TOM UHCJIe KJIABUP U MaPTUTyPa OTHOAKTHOT'O
«CamosBaHIa» (1940). Jlubperro, HammcanHoe Ejsenoit IlaBioBHoll ®paHc,
OCHOBAHO Ha HMCTOPUYECKHUX COOBITHAX MepBou Aekazbl XVII Beka — Hagasa
CmyTtHoTrO BpemeHnu. Ero repou — Oyaymuii Jixkeqmutpuii I u Mapuna Muuiex,
YbH Cy/IbOBI TECHO ITEPEILJIETAIOTCS U C IOJIBCKO-JIUTOBCKOM, U C PYCCKOM KyJIbTYPOH.
B Oasere ormymiaercs BIIHSHUE TaKUX COUMHEHUU, Kak «bopuc I'osyHOB»
M. II. Mycoprckoro u «Kusup 3a napsa» M. . 'JIMHKA — He TOJIBKO B CIOKETe,
HO U B My3bIKe. B 4acTHOCTHU, €CTh MHOIO IlepecedeHHU ¢ TaK Ha3bIBAEMBbIMU
«IIOJILCKUMH aKTaMH» BTHX oIep. Bmecte ¢ Tem B aubperro «CamMo3BaHIA»
BHECEHBI HOBBIE CIO}KE€THbIE MOTHBBI, KOTOPbIE€ MO3BOJIAIOT O-HOBOMY B3IJIAHYTH
Ha HavyaJIbHBIU dTan ucropum Jxeavurtpusa. baner KapHaBuuioca g0 cux Iop
XpaHUTCS Ha IoJIKkax JInToBckoro apxusa suteparypsl 1 Teatpa (LLMR). XoTesnoch
OBbI HAZIEATHCS, UTO €70 MaTepPUasIbl KOT/Ia-HUOY/1b OYyT HE TOJIBKO OIyOJIMKOBAHBI,
HO U UCIIOJTHEHBI HA CIIEHE.

KiaroueBbie ciaoBa: IOpruc KapuaBuutoc, «Camo3BaHell», JUTOBCKHU
6aser, Jlxxeqmutpuii, Mapuaa Muuiiiek, CMyTHO€e BpeMs
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BaarogapHocTu: Xoresnoch Obl BBIPAa3UTh TIJIYOOKYIO IPU3HATETIBHOCTD
cembe KapHaBuuioca, B UYaCTHOCTHM IIMAHUCTYy, Ipodeccopy JIUTOBCKOU
akazeMuu My3bIku U Teatpa IOprucy KapHaBudiocy, mpeaocTaBUBIIEMY JOCTYII
K apXUBHBIM MaTepuajiam, a Tak:ke JINTOBCKOMY apXUBY JINTEPATYPbhI U UCKYCCTBA
u ero paboruukam. OTaenbHas 6jaro/lapHOCTh OBIBIIIEMY AUPEKTOPY apXHUBa,
XyZI0KECTBEHHOMY KpuUTUKY u Tmipodeccopy (PhD) IOozamacy baaxkionHacy
3a MpodeccrOHAIBHYIO IOMOIIb U NOAJEPKKY HAIllero UCciie/I0OBaHuUs.

Introduction

he Lithuanian ballet was formed relatively late, in the 1920s.

I The Lithuanian Rhapsody by Jurgis Karnavicius is considered to be

the first Lithuanian national ballet which was staged in The Kaunas

Musical Theatre in 1928 by Russian choreographer Pavel Petrov' to commemorate

the 10th anniversary of Lithuania’s independence. The ballet was a great success

and remained in the theater’s repertoire for a long time [1, p. 14]. However, it was
originally a symphonic poem (The Lithuanian Fantasy, 1925).

Besides the Rhapsody, Karnavicius wrote four full-fledged ballets> which
however were not staged [2, p. 231]. Only the music for the ballet La Bellote
(1926) had sounded in the Great Hall of the Leningrad Philharmonia on March 30,
1927, as a four-part suite3. Vocal and orchestral scores of the other three are still
in the archives, but we think they haven’t lost their relevance in modern times.

The third ballet — The Imposter (1940) — is initially interesting for having not
only common aspects of Polish-Lithuanian but also Russian history. The libretto is
based on a prequel to a historic event, known as the Times of Troubles, which led
to the rise of tsar False Dmitry I on the Moscow throne and the Russian-Polish War
in 1609—-1618 [3, p. 333—334; 4, Pp- 215—219; 5, pp- 423—430]. The ballets common
bond with the musical history of Russia is undeniable — primarily in regards
to the operas Boris Godunov by Modest Mussorgsky and A Life for the Tsar by
Mikhail Glinka, the stories of which are related to the same historic period.

The ballet is highly seldom in art history literature and the studies
of the past decade are completely ignoring it. Even one of the most important sources
on Lithuanian ballet music in Russian literature, the PhD thesis of Alexandras

1 Pavel Nikolaevich Petrov (1881-1938), Russian dancer, choreographer, and teacher. He is considered
as the founder of Lithuanian professional ballet.

2 La Bellote (1926), The Imposter (1940), Baroque (1938), and Jeunesse s’‘amuse (1941).

3 Lietuvos literatiiros ir meno archyvas. F. 646, ap. 1, b. 165. L. 5.
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Jankauskas, has no mentioning of The Imposter [1]. The most detailed sources
of information about the ballet are by musicologists Juraté Burokaite [6, p. 56]
and Audroné Ziuraityté [2, pp. 237—-238], but they are limited by just general
aspects of it.

Origins

One of the sources, regarding the origin of the ballet were in fact the letters
of Karnaviéius: not only do they give us a glipse of the plot about False Dmitry, but
they also tell us about the plan to stage The Imposter in Covent-Garden. In general,
these letters are adressed to his son,* the librettist Elena Pavlovna France and
the artist Mstislav Valerianovich Dobuzhinsky.5

Karnavicius had a correspondence with Elena France and her husband,
Vladimir Ivanovich France,® which were in very close contact with the ballet
inner circles of London. It was they who proposed to write a ballet about False
Dmitry. The idea was also supported by choreographers Léonide Massine’
and Yuri Szabelewski,® who worked for Wassily Voskresensky, also known
as Colonel Wassily de Basil. Shortly after, Karnavicius wrote the first pieces
of the ballet, a Krakowiak, a Mazurka and a Polonaise and after that the draft
materials for them were sent to Szablewski.?

The hype around the ballet was impressive and the France family put a lot
of effort in making the staging happen. In a letter to the Frances Karnaviéius,
with a touch of irony, writes that now their lives are spinning around
The Imposter:

After your letter on the July 26 I began to suspect that because of my music your
lives were turned upside down. The Doctor seized his medical practice and his wife
has let the household and garden go. Day and night both of them go to directors and
choreographers, showing the music of unknown Karnovic¢. Now I want my music to have
any success, if not for me, then for the effort, time and good will that you and Vladimir
Ivanovich have put into it.*°

4 Jurgis Karnavicius (1912—2001) was a Lithuanian pianist and teacher. From 1949 to 1983 he was the
rector of the Lithuanian Academy of Music and Theater.

5 Mstislav Valerianovich Dobuzhinsky (1875—-1957) was a Russian-Lithuanian artist, art critic, and
memoirist. Together with Karnavi¢ius he worked on many of his oeuvre.

6 Vladimir Ivanovich France (1895-?), doctor, critic, and ballet historian, husband of Elena France.

7 Léonide Massine (Leonid Fedorovich Myasin, 1896—1979), Russian dancer and choreographer.

8 In Polish sources he appears as Jerzy Szablewski (see Program Balety Polskie Gdansk 1974. Sylfidy,
balet w 1 akcie do muzyki Fryderyka Chopina. Opera baltycka. Gdansk, 1974). However, in a letter to
Karnavicius he signed himself as Szabelevski (Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 142.
L. 2).

9 Lietuvos literatiiros ir meno archyvas. F. 646, ap. 1, b. 142. L. 2.

10 Cit. ex: Burokaite J. (2004). Laiskai. Jelenai France. 1938-VII-5. In Jurgis Karnavi¢iaus [par. Jurate
Burokaite]. Petro Ofsetas, p. 154.
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The creators of the ballet faced various artistic problems. They discussed,
for example, the extent to which historical accuracy should be maintained
in the plot. This is indicated by lines from Dobuzhinsky’s letter to Karnavicius:

...The entire historical truth should not be reproduced here, but some historical
truth must still be adhered to <...> Of course, you cannot follow history and turn Poland
into a fantastic Poland, and Russia into a fantastic Russia, then everything is “ceremonial”
in dances (Russian and Polish) should be fantastic and unlike folk dances. Is this really
necessary?"

None the less the final version of the libretto was more of a romantic fantasy,
than a historic plot: the ballet includes pieces with picturesque Arabic, Russian,
and Polish dances, a scene of fortune-telling and vision of a gypsy woman who
predicted False Dmitry’s accession to the Moscow throne. Karnaviéius often
showed the draft materials of the dances to his colleagues. There were high hopes
regarding the ballet and the composer rushed as quickly as possible to stage it.
The plot was sincerely interesting to Szablewski who had Polish roots, which lead
to negotiations between him and the administration of Covent-Garden regarding
the staging of the ballet.

But alas everything changed with the beginning of World War II.
On November 28, 1940, Karnavié¢ius wrote to the composer Reinhold Gliere
mentioning the loss of hope on staging The Imposter:

...In recent years I visited both Paris and London, saw many interesting works
by Fokin, Massine, Lishin etc. London has big enthusiasm when it comes to ballet! I met
a lot of interesting people and there was even a chance of engaging my works. But the war
ended any perspective of that.*?

In September 1939 Massine went to America where he staged ballets
in New-York, Chicago and Mexico,' De Basils company went on tour to Australia.'4
Dobuzhinsky left Kaunas for good, never to return and see Karnavicius ever again.
[6, p. 56]. It is unknown if there is a futher correspondence between Karnavicius
and Dobuzhinsky. The work on The Imposter had stopped.

11 Lietuvos nacionaliné Martyno Mazvydo biblioteka, rety knygy ir rankrasciy skaitykla (Department
of Rare Books and Manuscripts). F. 30, ap. 1, b. 2737. 1—4.

12 Cit. ex: Burokaité J. (2000). Iz pisem Yu. Karnovicha [From Letters of Yu. Karnovich]. Music
Academy, 672(3), 217—225, p. 224.

13 Myasin, L. (1997). Moya zhizn’ v balete. Artist. Rezhisser. Teatr, pp. 352—353; Massine, L.
(1968). My life in Ballet. Macmillan; St. Martin’s P, p. 213; Straus, R. (2016). Massine, Léonide
(1896-1979). The Routledge Encyclopedia of Modernism. Taylor and Francis. 2016. https://doi.
0rg/10.432 81135000356-REM1002-1

14 Surits, E. Ya. (2011). About the entrepreneur de Basil, Colonel V. G. Voskressensky. Vestnik Akademii
russkogo baleta imeni A. A. Vaganovoj / Bulletin of Vaganova Ballet Academy, 25(1). 81-99. C. 92.
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The Plot and the Libretto

The plot consists of an episode where False Dmitry who is supported by Poland
and is considered the candidate to take the Moscow throne somewhere between late
1603 and early 1604 [7, p. 29; 5, p. 410]. The libretto by France can be interpreted
not only as an original view on the infamous historic episode, but also a specific
paraphrase of Boris Godunov by Mussorgsky.

The action takes place in the Palace of Mnizsech in the early 17th century. The hall
slowly fills up with guests. Princess Wisniowiecka and officer Osmolski enter, greeted
by the voivode of Sandomierz Voivodship Jerzy Mniszech. The guests are waiting for
his daughter Marina. Before her entrance there is an Arabic dance, and the guests
receive East sweets. Marina enters with her sister Euphrosyne greeting the crowd.
Osmolski expresses his feelings to Marina and the Polonaise begins. After that scene
Marina asks Princess WiSniowiecka to dance the Krakowiak, and later it all continues
with the Mazurka. Now enters the Gypsy fortuneteller who amuses the noble guests.
The Gypsy predicts Marina’s rise but the later doesn’t let her finish. In the fate of Osmolski
the Fortuneteller sees nothing of interest.

All of a sudden enters Dmitry with his men and a jester. The guests, as specially
Osmolski, feel hostile towards them. Marina is very discreet and doesn’t show any
emotion. Mnizsech orders his servants to bring the guests some wine. Meanwhile
Euphrozine dances a minuet with her teacher Tranchée, after which Marina asks Dmitry
to show them Russian dances. Therefore, begins a rapidly quick dance. The attention for
Dmitry makes Osmolski jealous. Marina with a chalice of wine commences a Kujawiak:
this way she is trying to make both of her admirers fight over her. When the dance ends
Osmolski snatches the chalice from her hands and drinks up the leftover wine. When he
turns around, he sees Marina in the arms of Dmitry. There begins a fight between the
rivals, but it is stopped by the Gypsy. She fortune-tells the Imposter and falls to his feet:
she has a vision that Dmitry and Marina are destined to take the throne. Marina takes
an ancient sword from the wall and kneels before Dmitry. The offended Osmolski leaves
the hall.

Marina and Dmitry dance an extended adagio after which Mniszech orders the
servants to replenish the goblets with wine. The ballet ends with a solemn Mazurka’s.

Though the plots to The Imposter and Boris Godunov have differences, they
still have similarities: the ballet is somewhat of new version of the “Polish Act.”
However its content is not identical to what we see in Mussorgsky’s opera. First of all,
The Imposter has some mystical elements to it: the vision of Dmitry on the Moscow
throne. Apart from that, the opera adds new characters such as the voivode Yuri
Mniszech'® (Polish: Jerzy Mniszech, c. 1548—-1613), officer Osmolski, the Princess
Wisniowiecka and Euphrozine (Euphrosine'’), Marina’s sister. Almost all of them
have historical prototypes.

15 Lietuvos literatiiros ir meno archyvas. F. 646, ap. 1, b. 37. L. 48-51.

16 Though present in the tragedy by Aleksandr Pushkin, he is absent in the libretto of Mussorgsky’s
opera.

17 This is the spelling of her name that is accepted in Russian historical literature.

110



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

Jerzy Mniszech played an important role in Polish history and the twists
and turns of the Time of Troubles in Russia. Having a great number of progenies,
he sought to conclude profitable marriage alliances for all his children. In historical
literature, he is described as a proud and powerful man, ready to sacrifice a lot
for his goals [7, p. 11—-13].

Jan Osmolsky, according to historical data, was Marina’s valet [ibid., p. 108].18
In some sources he is called her page, and his name is rendered as Mateusz Osmalski
[ibid., p. 328]. From the Diary of Marina Mnishek it is known that on May 17, 1606,
during the storming of the royal chambers, Osmolsky stood up to defend the queen
and her retinue but died at the hands of the conspirators [ibid., p. 108]. In early
drafts of the libretto, he was called the Polish officer.

Another historic prototype is Euphrozyne, Mniszech’s youngest daughter.
According to some sources, in 1604 she was only 9 or 10 years old.” Initially,
Marina’s sister did not appear in the draft libretto.

Another new character is the old Princess Wisniowiecka. To determine who
was the historic prototype for the heroine related to the Wisniowiecki House is
almost impossible due to the inconsistency of certain dates. However, this House
played a major role in the rising of the Imposter on the throne: the key role
in promoting him belongs to Adam Vishnevetski (1566—-1622).2° His support
led “the risen prince” to the upper circles of the Polish Noblemen where Dmitry
met Marina. Aside all of that, Wisniowiecki and Mniszech Houses were related
(Konstantin, Adam’s brother, was married to Ursula, Marinas sister). Kazimir
Waliszewski points out that it was “at Konstantin Wisniowiecki that he [Dmitry]
found Marina.”*

The main characters, the Imposter and Marina,?* are also not identical
to the characters of Pushkin and Mussorgsky. Unlike the complex character of
Grishka Otrepiev in Boris Godunov, Karnavichus presents Dmitry as a rather one-
dimensional: an arrogant and power-hungry young man. Marina is intoxicated
by his audacity and ambition. Dimitri is doing everything to win the favor of the
Polish aristocrat. It is said in a letter from Karnavicius to Dobuzhinsky dated from
July 22, 1938:

18 See also Kozlyakov, V. N. (Ed.). (1995). Dnevnik Mariny’ Mnishek [Diary of Marina Mnishek], trans.
[and intro., pp. 5—21] by V. N. Kozlyakov; [comments by V. N. Kozlyakov, A. A. Sevastyanov]. Dmitry
Bulanin, p. 56.

19 Nataliya V. Eylbart points out that in 1609, when her father was going to marry Euphrosina to Valentin
Druget, she was “no more than fourteen or fifteen years old.” [8, pp. 163—164] The wedding did not take
place due to the death of the groom [ibid., p. 164]. Later, in 1629, Euphrosina ran away from home with
a simple nobleman and married him [ibid., p. 188].

20 Waliszewski, K. F. (1989) Smutnoe vremya [Time of Troubles] [trans. from French]. Sovmest. sov.-fin.
predpriyatie “IKPA.” (Original work published 1911), pp. 94—-97.

21 Ibid., p. 97.

22 For the personalities of False Dmitry and Marina Mnishek, see [3; 7; 9; 10; 11; 12; 13].
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...Dmitry wants to entertain Marina with a dance. He prepares his young men.
They begin to dance — first slowly and then faster. The jester gets confused and Dmitry
banishes him, mocks him, drinks a horn of wine and starts dancing. 10 pages of music
came out. (42 minutes).23

It’s possible that the sources of the libretto were not only the works
of historians, but also some fictional Russian and foreign literature [13]24 that was
written in the early 20th century. By the time the ballet was created, the story
of Marina and the Imposter baffled minds for more than three centuries, thus
inspiring more and more historical stories, novels, and dramas.? It is very likely
that the authors used this kind of source to avoid any repeats of the “Polish Act”
in Boris Godunov. For example, the first part of the In Service to the Tsarevich
trilogy — The Three Crowns (Tri ventsa) by Vasily Petrovich Avenarius —
is suitable for this role.?¢ It has an episode the Marina and Dimitry acquaintance
which has a lot of analogies with the plot of the ballet?”: the ball scene
with a similar set of Polish dances and even a Minuet. Moreover, the young Polish
Prince Osmolski, in love with Marina, takes part in this episode. [13, p. 116].

In any case, whatever the basis of the libretto, Karnavicius’s main goal was
to focus more on the colorfulness of Polish folk dances than to show historical
aspects in The Imposter.

Autograph of the Ballet

The piano score of The Imposter in manuscript are held in the Lithuanian
Archives of Literature and Art.?® Either the orchestra score wasn’t preserved, or it
didn’t exist in the first place. In any way, there are no traces leading to it. Maybe it is
related to the obstacles mentioned above: the war that shattered Karnavicius’ hopes
on staging the ballet.

The Imposter consists of only one act, in which, according to various
parameters, one can distinguish from 10 to 16 sections. Besides that, there are two

23 Cit. ex: Burokaite, J. (2004). Laiskai. Mstislavui Dobuzinskiui. 22-VII-1938. In Jurgis Karnaviciaus
[par. Juraté Burokaite]. Petro Ofsetas, p. 149. According to historical data, already at a very early stage,
supporters from Russian lands joined False Dmitry (cf. “Prince Adam Wisniowiecki informed the king
back in November 1603 that twenty “Moskals” had come running to the “prince” and greeted him
as a legitimate sovereign” [3 , p. 69]).

24 Polish researchers point out that there are literary works about Marina Mniszek “not only in Polish
or Russian, but also in German, French and Spanish.” [14, p. 186] In recent years, a number of studies have
appeared devoted to the Time of Troubles and the image of the Imposter in Russian [13; 15; 16] and foreign
[15; 17; 18] literature.

25 Up to the play The Czar of Muscovy, created in England in the early 18th century and having a political
background [18].

26 Avenarius, V. P. (1901). Tri ventsa. Istoricheskaya povest’ iz vremen pervogo samozvantsa [The
Three Crowns. Historical Story from the Time of the First Impostor]. Izdanie knizhnogo magazina
P. V. Lukovnikova.

27 Chapter 31. Panna Marina Dances a Menuetto. Ibid., pp. 241—-249.

28 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 33.
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additional pieces in the piano score: the Mazurka No. 2, which wasn’t included it
the ballet and an arrangement of the Kujawiak for violin and piano with the title
in German “Solo from the ballet The False Dmitry” (Solo aus dem Ballet ,,Der
falsche Demetrius®). Inside the manuscript there is no numbering, and we can judge
about amount of musical pieces and their significance only by specific features.

First of all, almost every main section is dated (with the exception
of the arrangement and the Fortune-telling scene). They are also prefaced
with titles in English and Russian languages and are underlined with a single
or double line.?® The dates are always put down on the first page of the section
(in the left upper corner) and are always supported with the text “Author’s
property. All rights reserved” with the signature of Karnavicius (see Figure 1).
The same signatures and date (sometimes the place of origin) can be placed
in the end. Comparing this information allows us to recreate relatively accurate
order of when the pieces were created: the most early ones were written in 1938
(Polonaise, Krakowiak, the first3° and partially the final Mazurkas, The scene and
the Russian Dance), another part in 1939 (The Arabian Dance, Marinas Entrance),
and the Introduction, Kujawiak and the ending to the Finale in 1940 (see Table 1).

The ballet is titled only in the English: The Impostor. Ballet in 1 act, which
precedes each of every main piece in the ballet (with the exception of the Fortune-
telling scene). The only designation in German is in Kujawiak’s transcription, and
the work is called False Dmitry in it (Der falsche Demetrius). The reasons why
the main piano score has mostly English titles are clear: a reminder that the ballet
was planned for the staging in Covent-Garden. However, why he used German
in this transcription is not quite clear. Maybe it was written after the nazi occupation
of Lithuania in 1941 (the Kujawiak was written in 1940).

A number of pieces have several sections with tempo and time signature
changes, often with a general pause between them. Sometimes they are marked
with a specific title like Minuet in the end of the large section The Fortune-telling
and the Gypsy dance (see Table 1).

The piano score also has notes in Russian that are related to the course
of the plot and are relatively detailed. Sometimes, in addition, they mark the borders
of the inner sections which can be considered singly (for example, the entrance
of Dmitry with his men and the entrance of Euphrosyne in the Fortune-telling
scene, the dance of Dmitry in the next scene). However, there are no text marks after
The Kujawiak dance near the end.

29 In some cases they are only in Russian or only in English.
30 It is interesting that this Mazurka and Mazurka No. 2, not included in the clavier, are dated
on the same date: February 2, 1938.
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Figure 1. J. Karnavicius. The Impostor. Introduction3

Below is a table with the names of the sections presented in the piano score,
their tempos, text marks with the plotline and dates when these sections were
written. The numbering is given in square brackets. Those sections that can be
highlighted within the main ones are marked with the number of the previous
section with the addition of a letter of the Latin alphabet. This segregation is,

31 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 33. L. 8.
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to some degree, very relative. So, the section 4a isn’t related to the Polonaise, but
to the following Krakowiak: by the plot (when the Princess Wisniowiecka is asked
to dance) and by the musical material that is followed after the dance by framing
it (5a: the guests thank the Princess). Between the Kujawiak and the Finale more
highlights can be added based on the tempo changes of the sections.

Table 1. Composition of the ballet The Imposter

No |Title of the Tempo Notes related to the plot Dates
section32

[1] [Introduction / Moderato, The curtain opens. The hall in the house|1940
Vstuplenie energico, of Mniszech. Guests start gathering, they

festivamente |are greeted by Mniszech. Enters Osmolski.
Enters countess Wisniowiecka

[2] [Arabian dance /|Allegro The little Arabian servants give the guests|1939
Arabskii tanets sweets.

[3] |Marina’s Entry / | Allegretto Marina enters with her ladies. Osmolski|1939
Vyhod Mariny grazioso approaches Marina and expresses his

feelings to her. Preparaition for the
Polonaise3
[4] [Polonaise / Allegro Mniszech and Princess Wisniowiecka initiate | 1038
Polonez brilliante (alla | the Polonaise, they are followed by Marina
Polacca) and Osmolski with other guests.
One by one the dancers leave the Hall.
Marina and Osmolski return and dance
alone.
The others return to the Hall.
A common dance.

[4a] — Allegretto Marina, Mniszech and others invite Princess
Wisniowiecka to start the dance. At first she
refuses languidly, and then agrees.

[5] |Cracow Dance?* |Andantino Princess Wisniowiecka and Mniszech. (The | 6-11I-
(Krakowiak) / grazioso Princess dances languidly, dreamily as if she [ 1938
Krakovyak is recalling her youth.)

[5a] — Allegretto Mniszech, Marina and others thank the

Princess for the dance. She suggests Marina
to dance next.

[6] |Mazurka/ Allegretto Marina, Osmolski and Marina’s ladies. 28-
Mazurka capriccioso II-

alla mazurka 1938

32 In English / in Russian in transliteration.
33 Note in Russian and English.
34 There is a slip of the pen in the autograph: Danse.

115




CoBpeMeHHBIE TPOOIEMbI My3bIKO3HAHUSA /
Contemporary Musicology

2024/8(1)

[7] |Gadan’ei Allegro non The Gypsy Fortune-teller, drumming her|—
tsyganskii tanets |troppo tambourine, enters the Hall.
[Fortune-telling | Allegretto Passing between the guests, the Gypsy
scene and Gypsy | tranquillo takes the hand of first one, then the other
dance] and peers inquisitively. As if not finding

anything worthy of attention, the Gypsy
dances.
Enters a male Gypsy.
Allegro non Duet: The Fortune-teller and the male Gypsy.
troppo The Gypsy [Fortune-teller] reads Marina’s
Allegro vivo |hand and finds something extraordinary in
her fate.
Marina withdraws her hand, the Gypsy
dances.
Allegretto The Gypsy tells fortunes to Osmolski.
tranquillo Disdainfully throwing away Osmolski’s
Allegro vivo | hand, the Gypsy dances with the male Gypsy.
[7a] Moderato Dmitry enters with his retinue and a jester.
risoluto e con |Mnizsech and the elder guests greet him.
moto Osmolski and some of the young men are
hostile to Dmitry.
Meno mosso | Marina warmly greets Dmitry but hides her
feelings.
Tempo I Mniszech orders to bring Dmitry and his
men some wine.
Moderato Enters very naive and blushed Euphrozyne.
With her enters Tranchée, an old dance
teacher.

[7b] | Menuetto Andantino Euphrozyne, Tranchée, and other ladies and

grazioso gentlemen.

[8] |Scene and Moderato Mniszech asks Dmitry to show off some|1938
Russian Dance Russian dances. Dimtru gives a sign to his
[Stsena i russkii people; they, as if reluctantly, are getting
tanets] ready, warming up.

Allegretto Begins a smooth dance.
a tempo | The Jester copies their movements.
(Allegretto) Dmitry banishes the Jester.
Moderato Dmitry prepares to dance.

Dmitry’s dance.
Allegro non|A group of men from Dmitry’s retinue
troppo, ma|are dancing, others are playing folk
animato instruments.
a tempo Dmitry [dances].
animando Dmitry and the ensemble.

[o] |Kujawiak / Andantino — 1940
Kuyavyak cantabile
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[oa] Allegro  non
troppo, ma
animato
[10] | Mazurka(Finale) | Allegro non — 1938
[Mazurka] troppo, 1940
brillante, alla
mazurka

Therefore, as we see from Table 1, different national dances occupy a central
place in ballet. Not surprisingly, the most varied of them are Polish dances,
corresponding to the place in which the plot unfolds.

National Dances in the Karnavicius’ Ballet

The dramatic structure of the ballet, regarding the national dances, can be
separated into three lines: the Polish, the Russian and the “exotic” one. The last
of the three is the Arabic dance and the Fortune-telling scene. These pieces play
a different role in the dramaturgy of The Imposter: the first one is an element
of couleur locale and the second one is important for the development of the plot.
Their order is apparently not random. The Arabian dance (No. 2, see Example 1)
is very colorful, compact and is located between the Introduction and Marina’s
Entrance. It brings up a contrast that is necessary for the more highlighted Polish
plot line. With its energy and temperament in a hasty tempo it reminds of Eastern
motives in Rimsky-Korsakov’s works (for example, the theme of Scheherazade from
the suite with the same title, the Tsarina of Shamakha theme and the little black boys
dance from The Golden Cockerel, see Examples 2 and 3), which is not surprising,
since this Russian composer was one of Karnavicius’ teachers.
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Example 1. J. Karnaviéius. The Imposter, No. [2] Arabian Dance, mm. 1—1235

35 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 33. L. 12.
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Example 3. Rimsky-Korsakov The Golden Cockerel, Act 2, fig. 201

The Fortune-telling scene is much more expanded and is located in the middle
of the composition. Various episodes alternates here: fortune-telling and a gypsy
dance, built in the form of free variations (see Table 2).

Table 2. Fortune telling scene structure

1. | The entrance of the Gypsy and the beginning |Allegro non troppo
of the dance
2. | Fortune-telling to random guests Allegretto tranquillo
3. |Continuation of the dance Allegretto tranquillo — a tempo
4. | The male Gypsy’s entrance. Duet Allegro non troppo — Allegro vivo
5. | Fortune-telling to Marina Allegro non troppo
6. |Continuation of the dance Allegretto tranquillo
7. | Fortune-telling to Osmolski Allegro non troppo
8. |Continuation and Finale of the dance Allegro vivo

After the scene of the Fortune-telling comes a section that isn‘t marked
in the piano score: the entrance of Dmitry and his men. There initiates the ,Russian®
line of the ballet. On the other hand there is a piece that stands independent of
any of these lines and is putted between the Russian dance and Dmitry’s dance:
the entrance of Euphorsyne that dances the Menuetto with her old teacher
Tranchée. This little scene that has no impact on the plot has a little of a similarity
to the Couplettes of Tricke from Eugene Onegin and could be a scene inspired
by an episode from The Three Crowns and the chapter Panna Marina dances
a Menuetto where the following is written:
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The gracefully sedate national French dance, the minuet, the complete opposite
of the daring folk dance of the Poles, the mazurka, was brought to Poland from
Versailles3® a quarter of a century earlier by the courtiers of the cheerful Polish king Henry
of Valois<...>. Like a hasty meteorite, the French prince has shined on the horizon
of The Polish-Lithuanian Commonwealth and has flared up and faded away, yet the
Menuetto was still reigning over the ballrooms of big and small Polish magnates.3”

The Scene and Russian Dance is one of the most dramatic and well structured
sections of the ballet: Mniszech asks Dmitry to show off a Russian dance and
the later gives a sign to his men. The dance contains several interconnected
episodes (see Table 3).

Table 3. Structure of Scene and Russian Dance

ANMU30/abI Temn
Scene with Marina Mniszech Moderato
Ensemble dance (Example 6) Allegretto
Solo of the Jester (Example 7) A tempo (Allegretto)
Dmitry’s dance (Example 8) Moderato — Allegro non troppo, ma animato
Ensemble dance Allegro non troppo
Solo of Dmitry A tempo (Allegretto)
Dmitry and the ensemble Animando — Animato

Of all the pieces, Russian dances are closest to the original source, which are
the Eastern Slavic dance songs and tunes: rhythm, accents, pairs of periodicities
in the structure, tonic-dominant changes in the bass serve as confirmation of this.
Many of these features appear the moment Dmitry enters the scene in the previous
section (Example 4), and later on dominates practically in every episode of Scene
and Russian Dance (Examples 5-8).
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Example 4. J. Karnavic¢ius. The Imposter, No. [7a], Dmitry‘s Entrance, mm. 9—133®

36 In this case the mentioning of Versailles is an anachronism: this place became the residence of French
kings only in the late 17th century. Anyway, it is also very unlikely that the Menuetto was brought to Poland
by the courtiers of Heinrich of Valois due to it being also known only from the 17th century [19, p. 202].
37 Avenarius, V. P. (1901) The Three Crowns, p. 247.

38 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 33. L. 33 back side.
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Example 5. J. Karnavicius. The Imposter, No. [8] Scene and Russian Dance, mm. 1—113°

Allegretto
N | | -| | | | e | ﬁ_ | I P . B
’I‘l =I ’. : & | "I\I I} =I — & Il .\rJ Jl.r
6 ¢ e 12 * ‘v 2 g g o %o, | TUE
J | | P == | F_=
P o B # o e P .
Yoo o e 7 — o o —p i -
Z - = -1 | | - - = =1 1 1
] |  — i— ] | _— —
— i — e

Example 6. J. Karnavicius. The Imposter, No. [8] Scene and Russian Dance, mm.19—264°

a tempo (Allegretto)
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Example 7. J. Karnavicius. The Imposter, No. [8] Scene and Russian Dance.
The Jesters Dance, mm. 60—65+

In the theme of Dmitry there can be seen a seeming resemblence
with the Gopak and Trepak by Mussorgsky: the melody begins with the V degree,
plating out the auxiliary second, the descending movement towards the tonic

(Examples 8-10).

Allegro non troppo, ma animato
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Example 8. J. Karnavicius. The Imposter, No. [8] Scene and Russian Dance.
Dmitry’s Dance, mm. 114—11942

39 Ibid., L. 38.
40 Ibid., L. 38 back side
41 Ibid. L. 39.
42 Ibid. L. 40.
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Example 9. M. Mussorgsky. Gopak# (1st Edition), mm. 11—-14
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Example 10. M. Mussorgsky. Mussorgsky Songs and Dances of Death: Trepak, mm. 21—24

The Polish dances have the dominating role in the ballet: they hold
the composition together. We presume that such an important role is conditioned
not only by peculiarities of the plot, but also by the orientation towards Russian
musical culture. In all fairness, the Polish dances are concidered an essential
part of it. Glinka, Mussorgsky, Tchaikovsky, Rimsky-Korsakov, Lyadov and other
composers contributed to the genre with their work. [20, pp. 113—114] Karnavicius,
a pupil of the Saint Petersburg Conservatory, couldn’t ignore the traditions of his
predecessors and teachers.

The Imposter has many parallels with these traditions, however, as we
said before, the main points of contact appear with Boris Godunov and A Life
for the Tsar, particularly with the Polish acts in these operas. The link
with Glinkas work is obvious: the subsequence of the dances by Karnaviéius
follow the same logic as of a typical for ball in Russia in the 1820s and 1830s
which influenced the structure of A Life for the Tsar. This subsequence is
more complex but recognizable in The Imposter: the Polonaise plays the role
of the solemn dance, opening the Ball, followed by Krakowiak, Mazurka,
Kujawiak, and one more, the final Mazurka.

43 Lirics of Taras Shevchenko, translated by Lev Mey.
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The Polish line in The Imposter starts with the Introduction in which,
despite the dominance of the even meter, one can find features of several national
dances of different genres: mazurka, polonaise and krakowiak. Marina’s Entrance
(Ne [3]) precedes the first Polish dance: the Polonaise (No. [4]; these sections are
connected attacca). The last one has common features with polonaises in operas
by Russian composers: the designation Tempo di Polacca (alla Polacca), dotted
rhythm, chord texture, etc. (For example, The Polish Dances from the 2nd Acts

of Boris Godunov and A Life for the Tsar, the 6th scene of Eugene Onegin etc. See
Examples 11—14).
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Example 11. J. Karnavicius. The Imposter, No. [4] Polonaise, mm. 1—-8

Tempo di polassa,

Example 12. M. Mussorgsky. Boris Godunov, Act 2, Polish Dance and Choir, mm. 1—-8

Andantino
-

Example 13. J. Karnavicius. The Imposter, No. [4] Polonaise,
Marina’s and Osmolski’s Dance, mm. 49—52%4

44 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 33. L. 19.
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Example 14. M. Glinka A Life for the Tsar, Act 2, No. 5. Polish Dance, mm. 3—7

The dances also have original features. For example, it is known that
the Krakowiak is traditionally performed very pompously, solemn, and hasty.
A good example of that is the Krakowiak from «A Life for the Tsar», which is
performed with sforzando and staccato articulation (Example 15). However,
this dance is interpreted differently in The Imposter: it is slow, lyrical, and rarely
becomes louder than p (No. [5], see Example 16). In the script of the ballet
the Krakowiak is described like this: “Jerzy Mniszech, supported by the entire
society, asks Princess Wisniewiecka to start dancing. They dance in lyrical slow
motion Krakowiak»45.
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Example 16. J. Karnavicius. The Imposter, No. [5] Krakowiak, mm. 1—54

As for the Mazurka, it was said earlier that the ballet has two of them: one
in the middle (No [6], see Example 17) and in the finale (No [10], see Example 18).
(A reminder, that this dance also finishes the “Polish act” in A life for the Tsar.)
Apparently, the role of these Mazurkas in the composition determined their musical

45 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 37.
46 Lietuvos literaturos ir meno archyvas. F. 646, ap. 1, b. 33. L. 22.
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content. The first one is sensitive and melancholic, while the final one is solemn.
There is also a contrast between the tonalities of the Mazurkas, the first one being
in d minor, while the final one is in D major.

Allegretto capriccioso alla mazurka
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Example 18. J. Karnavicius. The Imposter, No. [10] Mazurka and Finale, mm. 1—548

The ballet has a very rare dance for the theater: Kujawiak (No. [9], see
Example 19), akin to the mazurka, gentle and romantic in nature [21, p. 251—257].
In The Imposter it is Marina’s solo in which she alternates smooth and lyrical
movements with fast and impetuous ones. Here in the plot, she turns Dmitry and
Osmolski on each other.

Andantino cantabile
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Example 19. J. Karnavicius. The Imposter, No. [9] Kujawiak, mm. 1—6%

Conclusion

The Imposter, unfortunately, suffered the same fate as other ballets
by Karnavicius, as well as many of his later works, which were not performed and are
now practically forgotten. However, time turned out to be favorable to the materials
associated with this ballet: the piano score and libretto have been preserved,
allowing one to judge the work as a whole. The Imposter is interesting primarily
in the context of multifaceted historical and cultural connections and intersections.

47 Ibid. L. 25.
48 1Ibid. L. 53.
49 Lietuvos literaturos ir meno archyvas... L. 43.

124



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (1)

It was created as a common brainchild of representatives of different countries
and different nationalities, which could not but affect the final result. Its plot and
musical features have little to do with the tense pre-war atmosphere of the late
1930s: they became a kind of echo of the artistic ideals of the Silver Age with its
craving for national character, decorativeness and exoticism. In the folk dances
of The Imposter, allusions to the music of Russian composers of the 19th and early
20th centuries turn out to be more significant than the trends of modern times.
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the author of the article formulates important principles concerning the artistic
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O6 ucmopuu npoussedeHus

TBOopYeckoM Katasiore Hukosasa Cepreesuua Kopaaopda (1947-2001)
3HauyarcA ABa Tpuo. OaHO, cTpyHHOe, «B uectp Asbdpena IIauTKE
(AGSCH)» pisi CKpUIIKU, aJibTa U BHOJIOHYEJIH, OBLJIO co3/1aHO B Mo-
ckBe B 1986 rojy. Kak ciezyeT n3 Ha3BaHUs, BKJIIOUAIOIIETO MOHOTPAMMY U3BECT-
HOT'O KOMITO3UTOPCKOT'O MMEHH, — 3TO MYy3bIKaJIbHBIK hommage. Criycts iecsitue-
THE, B 1996 TO/y, KOT/Ia KOMIIO3UTOP KHJI U paboTtasn B KaHaze, MOsIBUJIOCH JIPYTOE
Tpuo — ¢oprenuannoe — Are You Ready, Brother? («I'oToB Jjiu ThI, OpaT MO ?» )"
JUIsT CKPUIIKY, BUOJIOHYENN U ¢opTenuano. OHO ObLJIO HANMCAHO MO 3aKa3y ToJI-
JaHjckou opra"nusanuu Jellinek Consultancy n BIiepBble MPO3ByYasio B IEPKBU
Waalse Kerk? (Amcrepzam) 2 uosisa 1996 roga B ucnoaneHun Escher Trio.
[IpucyTCTBOBABIIMYM Ha MpeMbepe aBTOP JlaJl CBOEMY COUYMHEHUIO KPATKYIO
XapaKTEPUCTHUKY, KOTOPAs COAEPKUTCA B OJHOM U3 mrceM matepu — Mpune Ho-
cudosHe Kopupopd: «Tpuo, kotopoe ucnonaanu B l'osuiavzanu, GoprenmuaHHoe,
cocTaB TpaAUIIMOHHBINS. [IposioymKuTeIbHOCTD 21 MuHYTa. OcobeHHOCTel HeT. OJ1-
HouacTHoe. CiyiaTesieli 6bLI0 YeoBeK 300, MOKeT ObITh U OoJibIne. ITostHas mep-
KOBb. Peakiius ciyiiaTesiel MoI0KUTeTbHAs. .. »4,
Bpsiz jiu cyiecTByeT HEOOXOUMOCTb CTPOUTD IIPEITIOI0KEHUS OTHOCUTEIb-
HO TOTO, UTO UMEHHO IO/ipa3yMeBaJl KOMIIO3UTOP IO CJIOBAMU «0OCOOEHHOCTEMN
HeT». He3aBHCHMO OT aBTOPCKOTO KOMMEHTAapPHsI, IPOU3BEIEHNE KaK 3CTEeTHUECKUT
00BEKT caMo IO cebe IPUBJIEKAET CIIYIIATEIHCKOE U NCCIIE/IOBATETbCKOE BHUMAHME
CBOMMHM XYZ0’KECTBEHHBIMH KadecTBaMU. «XyHA0’KECTBEHHOCTh KaK CYII[HOCTHBIM
MIPUHITAI UCcKyccTBa» (popmynupoBka Bukrtopa BacuinbeBrnua berakoBa [2] ecTb

1 3ByKO3aIlllCh IIPOU3BENEHUs, ocylnecTBieHHas Ilatpucueir KomauwmHckoi, Asiekcanzpom IBari-
KUHBIM B MBaHom CoOKOJIOBBIM, AocTynmHa Ha kommakT-gucke. Cm.: Nikolai Korndorf. Passacaglia
for cello solo, In Honour of Alfred Schnittke (AGSCH) (trio for violin, viola and violoncello), Are you
ready, Brother? (trio for violin, violoncello and piano). Alexander Ivashkin (violoncello), Patricia
Kopatchinskaya (violin), Daniel Raskin (viola), Ivan Sokolov (piano). Megadisc classics 7817, Belgium.
2 [1epKOBB, 0 KOTOPOU U/IET PeUb, IpUMeYaTeIbHa He TOJIbKO CBOUM ITOYTEHHBIM BOo3pacToM (OHa ObLia co-
opy:keHa B XV Beke), HO ¥ TeM, UTO B 1870 rojty ee ciry>k0bI ocerasn Bau I'or, B Ty MOpy CTYZ€HT TEOJIOTHH.
3 Eciu roBOpuUTh 00 MHCTPYMEHTAJIbHOM cocTaBe TpHO, TO KOMIIO3UTOP B 3TOM OTHOIIEHUH, JIeH-
CTBUTEJIbHO, OCTAaeTCsl B paMKax KJIaCCUUEeCKOW TpaJuluu. B KauecTBe NpuMepa MPOTHBOIIOJIONK-
HOTO — HEKJIACCHYeCKOTO — II0/IX0/la K BBIOOPY MHCTPYMEHTOB MOKHO HasBaTh Sur Incises By-
sie3a. Bor kak 00 3TOHW CTOpOHE NMpPOU3BEAEHHs MUIIET My3biKoBes, PobepT Makonu: «CoynHeEHHe
[Teepa Bynesza Sur Incises (1996/1998/2006) — 3T0 concerto grosso, oOpa3oBaHHOE W3 HHCTPY-
MEHTAJIBHBIX TPHUO. <...> OCHOBY COCTaBJIAIOT KJIABUIIHbIE WHCTPYMEHTHI C PAaBHOMEPHOU TeM-
meparuel, pacrojioKeHHble Ha IUIaTopMe B BHE TPEYrOJbHUKA: TPU POSIsA, TPU apdbl U TpHU
nepkyccuonucra. CoctaB BHYTPU CaMOU IMEPKYCCHHU TOKE PacIajiaeTcsi Ha TPH TPYMIBI 110 TPU HH-
CTpyMeHTa <..> Y’Ke OJlHa HHCTPYMEHTOBKa 371eCh 4Ype3BblYalilHO HHpOpMaTUBHA» [1, c. 91]..
4 Kopudopg H. C. «OueHb UHTEPECHO JKUTh...». OTpbiBKYU U3 ucemM H. C. Kopunopda k matepu (1996) //
Hukonat Kopuzmopd: Martepuanbl. Cratbu. Bociomunanus / pen.-coct. E. A. Hukomnmaesa, U. B. Bu-
ckoBa, I'. }0. ABepuna. M.: Hayuno-usgarenbckuii neHTp « MOCKOBCKasi KOHcepBaTopusa», 2015. C. 66.
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CJIOKHBIA (peHOMEH, JIOCTYITHBIN MMOCTHKEHHUIO B TOM UHCJIEe ITyTEM HCCIIeIOBaHUSA
«CI0COO0B KOHCTPYUPOBAHUSA » ICTETUUECKON MaTEPHU.

O noamuueckom Canp.’)fCClHuu COHUHeHUuA

«Ms1» TIpOU3BEAEHHUs OTChLIAeT K HA3BAHUIO HETPUTAHCKOTO CIHUPHUUYdJIa
Ride the Chariot («Iloe3:kaii Ha KOJIECHUIIE» ), T/Ie PeUYb UAET O TOTOBHOCTH YEJIO0-
BeKa B Ji000Ii MOMEHT mpezcTaTh nepes borom. CBoeoOpas3HbIi JIEATMOTHUB, Ha-
CKBO3b IIPOHU3BIBAIOIIUI TEKCT ITIECHOIIEHNsA, — MeTadopa MyTelleCTBUS:

IToeszkaii yrpoM Ha KoJiecHuUIle, I'ocioau,
IToes:kait yrpoM Ha KoJiecHuUIle, 'ocioau,
A rorosiiock k CyTHOMY JTHIO,

Moii 'ocnnogs, Moti I'ocrionb

[ToBTOpsieMbI B KaxkJ0i cTpode Bompoc «['0TOB Jjiu ThI, 6paT MOI?» CTaHO-
BUTCSI 0COOBIM BBIPA3UTETBHBIM CPEJICTBOM, YCUJIUBAIOIINM OO ITOCHLI:

T'otos su ThI, OpaT Mo ? (O ma, Mot 'ocioap)

T'otoB i ThI K miyTerectuio? (O ma, moii 'ocrioap)
Xouers Jiu Thl yBUAETH Moero Mucyca? (O ga)

A 31y KOJIECHUIY, TaK KaK TOTOB OTIIPABUTHCS B IIyTHS.

ConeprkaTesIbHBIN TJIAaH, O KOTOPOM TOBOPUTCS B Ha3BaHWU TpHo, OTChLIA-
eT TaKKe U K JJATUHCKOMY BBIpaKEHUIO memento mori — CJI0BOM, aKKyMYyJIUPYET
B ce0e MHOKECTBEHHYIO NAJIUTPY KYJIbTYPHBIX acCOIUAIINN, 00beINHEHHBIX 9K3H-
CTEHIIMAJIbHOU TEMATUKOU.

BoT uTO ToBOpUT 00 ujlee COUNHEHUS OJUH U3 UCIIOJTHUTEIEN MUaHucT MBaH
I'nme6oBuu CokostoB: «Hayo eMoTpers Ha <...> 3aryaBue “I'oToB Jiu ThI, OpaT Mou?”
Y IOMHUTB, UTO BPEMs BCET/la C’KaTo, BCErJla 0UYeHb KOPOTKOE, CErOIHS MbI €CTh —
3aBTpa HaC HeT, U Bcer/ia Haio ObITh TOTOBBIM — BOT CMBICJI 3TOTO Tpro»®.

O noamuke KomMno3uuuu

[IpousBeneHne MpejacTaBiIsieT COOOM JIOBOJIBHO KPYIIHYIO OJIHOYACTHYIO
KOMIIO3UIIUIO, B KOTOPOM, Ha HAIl B3IJIsAJ, MOXKHO BBIJIEJIUTh UEThIpe pasjea.
Vx penbedHON apTUKYJISAIUHN CIIOCOOCTBYET MPUHIUII KOHTPACTA, peain3yeMblil
Os1aroyiapsi B3aUMO/JEHCTBUIO TPEX CBOETO POJia «KOHCTPYKTUBHBIX (DAKTOPOB» —
JUHAMUWKU, TEMIIA U TEKCTYPHI.

5 IlepeBoy c aHri1. Mo#. — FO. I1. VICTOYUHUK OPUTHHAJIBHBIX TEKCTOB: https://songmeanings.com/songs/
view/3530822107858866398/ (maTa obpareHus: 30.11.2023).

6 Coxonoe HU. I'. «HyxHO, 4ToOBI aymia muia Biepen» (VIHTepBBIO, IPEAUCIOBHE U KOMMEHTApUH
0. ITanTesneeBoit) // Cj10BO KOMIIO3UTOpPA U 0 KOMIIO3UTOpe: XpectomaTus / pex.-coct. H. C. T'ynsaHui-
kasd, 0. H. [TanrteneeBa. M.: Poccuiickas akazieMusi My3bIKU UMeHH ['HecuHbIX, 2020. C. 80.
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JluHaMUKa KOMITO3UITUY TpUMedaTeIbHa TEM, UTO TOJIBKO B TPEThEM pasJiesie
OHA UMeeT MPODUIIb AJTUTETIHHON HapacTaIoIel BOJIHBI, B IPYTUX K€, KaK IMPaBU-
JI0, BBIJIEP>KUBAETCSA MMOCTOSTHHBIN ypoBeHb HHTEHCUBHOCTHU. O (popMooOpasyroIei
poJiu IMHAMUKU B TPHO MOKHO CyJIUTH I10 cxXeme 1, YeTKO OTparkalolel pacipee-
JieHre KOHTPACTHBIX /IMHAMUUYECKUX XapaKTEPUCTUK B MacIliTabe BCel MbeCHI:

Cxema 1. JluHaMUKA B CTPYKTYpPE KOMIIO3UIIHHU

I paznen II pazpen III pazpen IV pa3aen
(TT. 1-61) (TT. 61—148) (TT. 149—281) (TT. 281-364)
[ff sempre p, pp sempre crescendo om p k fff p, pp sempre

JIpyroii crocob apTUuKy/IsAuu GopMbl — IIPUEM YepeAOBAHUS 30H PUTMUYE-
CKOH JIMHAMHKU U cTaTUKU. HecMOTpsi HA TO, UTO BHYTPU KOMIIO3UIIUHN ITPAKTH-
YyecKH HeT 0003HAUeHHU, KacaloIUXCsl CMEHbI TeMIIa WU XapaKTepa 3ByJaHUS,
M3MeHEHHE «CKOPOCTH» MY3bIKaJIbHOTO BPEMEHH CTAHOBHUTCA SPKHUM CTPYKTYPO-
obpasyuM 3PdeKToMm.

TexcmypHas N10mMHOCMb — TPETUH U3 BhIINIEHA3BAHHBIX KOHCTPYKTHBHBIX
(haxkTOpPOB, aKTUBHO BJIUSIONIUX HA IEJIOCTHBIN apXUTEKTYPHBIA OOJIUK KOMIIO3H-
nuu. TekcTypHble U3MeHEeHUs CIIOCOOCTBYIOT BhIPAa3UTEIbHOMY pesibedy ¢hOpMBbI,
UMeIoIeld oOIIMpHbIE KyJIbMHUHAIUOHHBIE 30HbI B HEUETHBIX paszesnax. [Ipomos-
KB apXUTEKTYPHbIE aHAJIOTUH, OTMETHM, UYTO TEeKCTYPHBIE Mapasjiesiu, HaOJroaa-
eMble MeX/y YeTHBIMU pasjieJIaMHU, BBIIIOJIHSIOT POJIb IEPEKPECTHHIX aPOK, YCUIIH-
BAIOIIUX ITPOYHOCTD O0OIIEeN KOHCTPYKITUH.

XyJl0:KeCTBEHHOE MacTEPCTBO, ¢ KoTophiM KopHyopd co3upaer hopmy mpo-
U3Be/IeHHU s, CKa3bIBAaeTCA Ha BCEX KOMITO3UIIMOHHBIX YPOBHSAX, BK/II0YasI, KOHEYHO,
1 MUKPOYCTPOHCTBO 3BYKOBOUM MaTePUH.

[To3BosiuM cebe HEOOJIBIIIOe OTCTYILJIEHHE B CTOPOHY KOMIIO3UTOPCKOI'O MY-
3BIKOBEJIEHHSI JIJIsI TOTO, YTOOBI IMOAUYEPKHYTHh POJIb KOHCTPYKTUBHOTO (hakTopa
B IIPOUBBENEHUH UCKYCCTBA. «3HAHUE TOTO, KaK CJIEAYET KOHCMPYUPO8aAmb, B KO-
HEYHOM cYeTe IIPEJCTaBIIsAET cO00H He0OX0UMOEe 3HAHHUE I JTI0O0Tr0 KOMITO3UTO-
pa, IOCTOMHOTO 3TOr0 UMEHH », — YTBEPKAaJl (PPaHIy3CKUH KOMIIO3UTOP U Teope-
TUK Bencan x'9uau (muT. 1mo: [3, c. 64]). He MeHee mokasaTeIbHBIM C 3TOM TOUKH
3pEeHUs BBIIVIAAUT U BICKa3bIBAaHHE OJTHOTO M3 TBOPIOB XX BeKa, aMePHUKAHCKO-
ro kommo3utopa Moprona ®engmana: « MHe KayKeTCsl, UTO CIO?KETOM MY3BIKH, OT
Marmo g0 Bysesa, Bcersia Oblia ee KOHCTPYKIHA. <...> BrIpakeHue 0606 ¢op-
MaJIbHOUN U/IeU B MY3bIKE <...> — 3TO BOIIPOC ee KOHCTPYKI[UH, B KOTOPOM MeTO/I0-
JIOTHSI IBJISIETCS OIpeessArolIell MeTaopol mporecca KOMIIO3UITUN» [4, €. 10].

Yro ke mpepacTaniisieT coboil meTomosiorusa KopHaopda B 3TOM IIpou3Bejie-
HUUN?
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CtpeMuTesIbHO OOpPYIIUBAIOIIUKCA HaA CJyIIATEs B CAMOM Hayajle IMbechl
OTJIYIIIUTEJIbHBIN KaCKa/l 3BYKOB CPAaBHUM C POXK/IEHUEM «ITOPsAAKa U3 Xxaoca». CBoe
BIleUaT/IEHNE OTHOCUTEJIbHO MOIIHOU BhIPAa3UTEJIbHOU CUJIbI HAYAJIBHOTO pas/iesia
HBan Cokoy10B chOPMYJIMPOBAJ TaK: «ITO KaK OOJIBIIIOU B3PHIB, BHAUAJI€ MbI BU-
UM OYeHb OJIN3KO mepes cobol pusnueckrue 00BbEKThI, KOTOPbIE JIOMAIOTCSA, PY-
11aTcs, APYT HA IPyra HaTaJIKUBAIOTCA, HAIE€3aI0T... »”.

Ecyiy roBOpUTH CyXUM aHAJIUTUYECKUM SI3BIKOM, TO BBICOTHOCTH B II€PBOM
pasjiesie OpUeHTUPOBAHA HA CTPOTHUN KOHCTPYKTUBHBINM NPUHIUIL. KeCTKOCTh
JIOTUYECKOTO IpaBUjia 3aKJIIOUYAETCSA B TOM, YTO MOCJIEAOBATEIBHOCTh B IIOSIB-
JIEHUU KaXKJIOTO CJIeAYIOIIer0 TOHA PeryJupyeTrcs MOPSAAKOM PaCHOJIOKEHUSA
CTyIleHel MH-MaKOPHOU raMMbl (3TOT MPUHITUII COXPaHsSET CBOe JIECTBUE Ha
MIPOTS>)KEHUU BCEro IMepBoro paszesna). B onope Kopuaopda Ha mpocTyio AuaTo-
HUUYECKYIO IIKaJy TOKE MOYKHO ObLIIO OBl YBU/IETH NMPOSABJIEHUE TPATUIMOHHO-
ro Hayasa, 0cOOEHHO YyYUTHIBAsA AKTUBHBIN OMBIT OCBOEHUs KOMITO3UTOpamMu XX
BeKa MHBIX 3BYKOBBIX IPOCTPAHCTB, HAIPUMeEP, HEOKTABHBIX, yJIbTPaxpoMaTuue-
CcKUX [5] 1 mpouux [6].

PaccpesiorouenHbie O pa3HBIM pETHCTPaM, 3BYKH TaMMBbl IIPOYHO COEUHE-
HbI MeXAy cob0oU, UYTo 00yCJIOBJIEHO MPe/I3aJlaHHbIM MOPSAIKOM TOHOB, 00pasylo-
IIIUX AUATOHUYECKYIo mKkaiy (cMm. Ilpumep 1).

BoszHuKaionui B pe3yJibTaTe CI0XK-
HOW IIPOCTPAHCTBEHHOU JIUCTPUOYITUHU
obpa3 MOKeT OBITh HHTEPIIPETUPOBAH KaK
pOKeHEe «TBAapPHOTO» KOCMOCA, IPOIY-
UpPYyoIero 6ecCkoHeYUHOe MHOTOOOpasue
dopM, TPOU3BOAHBIX OT HEKOETO IePBO-
Havasa.

Bce paspennlr Tpuo omnuparwTcad Ha
OIpe/ieJIEHHbIE CTPYKTYPHbIE CBOMCTBA,
HO, MOXKaJIyh, TeHepaJbHOU HAeU KOM-
MO3UIIUN MOYKHO CYUTATh OPUEHTAIIUIO
: Ha YMCJIO 7 — C 3TOU CHUMBOJIMKOM CBs3a-

Ipumep 1. H. C. Kopaaopd. HbI CBOMCTBA KaK BBICOTHBIX, TaK U HEBBI-

Are you ready, brother? Takr 1 COTHBIX ITapaMETPOB.

Yucio 7 OTYETIUBO (PUTYPUPYET,
HAIlpUMep, B KyJIbMUHAIIUM IIEPBOTO pasziesia: CO3By4Hsi, 0Opa30oBaHHbIE U3 CIle-
IUIeHUs ABYX ceKyH/ I (dis-e u e-fis), CJIOBHO yXOZAIIHE BBBICH KOJIOHHBI, OXBAaThIBa-
IOT BECh PETUCTPOBBIN JUAMIA30H U OBTOPAIOTCA POBHO ceMb pa3. TOpKeCcTBeHHbIN
XapaKTep 3TUX BePTUKAJIEN, a TAKXKEe UX UHTEPBAJIbHASA KOHCTPYKIIM, HAIIOMUHA-
I0I[asi O BEJIMUECTBEHHBIX MACCUBHBIX XOpasiax U3 Tpex cuM@oHnYecKux [ umHos
Kopnaaopda, mo3BOJIAIOT OPEAII0IOKUTD, UTO KOMIIO3UTOP I10/Ipa3yMeBaeT HEKYIO

Vidloncello

Piano

Al

7 Coxonoe H. I'. «<HyxH0, uT00BI Ay1Ia muia suepen». C. 80.
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aJUTIO3UI0 Ha cOOCTBEHHbIE ITpon3BeieHNs. Bo3M0>KHO, CMbIC/IOBast apKa, mepebpo-
1eHHasA K 'MMHaM, KaK pa3 U JaeT HEKUU KJII0U K CKPBITHIM COZleprKaTeIbHBIM ILj1a-
crtaMm ®opTenuaHHOTO TPHO, OTMEUEHHOTO PEJIMTHO3HO-Pr10codCKOU ITyOMHOM.

Kaxx/iomy u3 ceMu IpOJIOHTUPOBAHHBIX THMHUYECKUX CO3BYUHNU IIPEIIIECTBY-
eT TpyMIla U3 CEMH PUTMHUUYECKH 3HAUUTEJIFHO 00JIee KOPOTKUX KJIACTEPOB, 00bEM
Ka)KJIOT0 U3 KOTOPHIX BIIUCHIBAETCA B TPAHUIIBI CEMUCTYIIEHHOTO TMATOHUYECKOTO
3ByKopsaa. TpU 3aKIIOUUTETbHBIX THMHUYECKUX CO3BYUHs (CMMBOJIMKA YHCIa 3,
HECOMHEHHO, TOYKe ITPeJITIoJIaraeT oIpeesieHHOe UCTOJIKOBaHUE) peibeHO BbI-
CTYHAIOT U3 HEeNMPePhIBHO HAPACTAIOIIETO COHOPHOIO TyJa, JJOCTUTAIOIIETO CBOETO
MaKCUMyMa Ha MUKe KyJIbMUHAIIMOHHOU 30HBI. CTPYKTypa 3TUX BepTUKAJIEN Xa-
paKkTepHa MPUCOETMHEHUEM K TOHY e OJIM3JIeKalluX 3BYKOB, UTO YKa3bIBaeT Ha
MIOTEHITUAILHYI0 BO3MOXKHOCTD JAJIbHEUIIIETO TPOJABUKEHUSA T10 CTYIIEHAM raMMbl
B 00€ CTOPOHBI OT LIEHTPAJIBHOTO e.

He MeHee CUMBOJIMYHA U CTPYKTypaIrus My3bIKaJIbHOTO BpEMEHH, B IEPBOM
paszesie COUMHEHUs TOKe OPUEHTHPOBAHHOTO HA YMCJIO ceMb. Pazmep 7/4 — «ca-
MbIN HEKBA[PATHBIHN U3 BCEX BO3MOKHBIX pa3MePOB»® — eCTh He YTO MHOE, KaK IPOo-
eKII¥s 4mciia ceMb Ha MeTPUUECKYI0 OpraHusanuio. biiarogapsa KoJin4ecTBEHHOMY
PABEHCTBY J]0JIeH B TAKTe U HOT B CEMUCTYIIEHHOU raMMe, KaK/IbId OUepeJHON 3ByK
MIOTYEPKHYT CUJILHOU JI0JIEM.

[IposiIoHTUpPOBaHHBIE 3BYKH BOCXOAIEN raMMbl — HAa30BEM HX MaKPOBEJIU-
YUHAMH — I0CJIE0BATEIbHO HACIauBAIOTCA JIPYT HA Jpyra uepenuiieodpas3HbiM
crtocobom. IIpesiecTByoIre UM MUKPOBEJTUUYNHBI — CENTOJIU I1eCTHA/IIAThIX —
JIEMOHCTPUPYIOT 00paTHBIN IpoIlece ABUKEHUS 110 HUCXOiAIIerd ramme. M3oMop-
(pHOCTB 3BYKOBOU MaTepHH, OTHOBPEMEHHO MPEJICTaBJIEHHOM B JIByX KOHTPACTHBIX
ZIpYT JIPYTY PUTMHUYECKUX €UHUIAX, CAMBOJIU3UPYET «BCEEIUHCTBO» MHUHHUMyMa
1 MaKCUMyMa, KOHEYHOTO M OECKOHEYHOTro. B3auMHasi COTJIacCOBAHHOCTH MEXKITY
HallpaBJIEHUEM JIBUKEHU FaMMBbI U IIPONIOPIUAMHI PUTMHUUECKUX BEJTUYHH CO3/1a-
eT 3(ppeKT OTCyTCTBUSA BepxXa U HU3a, pesbeda u ¢poHa. Maeda ctTpeMUTesIbHO pac-
mupsmoIercs BcesileHHONM — He B 3TOM JIM COCTOUT CTPYKTypHas JIOTUKA OpraHu3a-
I 3ByKOBOU MaTepuu?

[TosiBjIeHME 3aTAKTOBBIX CENTOJIEN B TAPTUU POSJIA — CBOeOOpa3Hasi TEXHUKA
IPYNIl — peryJaupyeTcsa IPUHIUIIOM POTAIUU 3jeMeHTOB. Kaxkzasa HoBasd rpymmna
HAaUMHAaeTCsA C 0UepeIHOTO 3ByKa FaMMBbI CO CIBUTOM Ha OJIMH IIar BIipaBo. Bee cer-
TOJIbHBIE TPYIIIbI, TAKUM 00pPa30M, MOKHO IIOMECTUTH B MATPHUILy, aHAJIOTUYHYIO
CEpUTHOMY KBaJIparTy.

KakoBbl ero KOHCTPYKTHBHBIE cBoucTBa? I[louemMy B Hero BXOJUT HE CEMb,
a BOCEMb CTPOK?

8 Tak ompeaeauya 3TOT My3bIKaJbHBIA MeTp JI. O. AKOISIH, XapakTepusys CeIbMYyI0 YacTh OpPaTOPHUU
«ITecns o snecax» /1. JI. IllocrakoBuua [7, c. 441]. Mcriosib3oBaHNEe HEKBAZAPATHOTO pa3Mepa JiJisi 03ByUH-
BaHUS TEKCTA, T/l KakKJasi CTPOKA COCTOUT U3 IecTH cyioroB («Ha mossax koxo30B / Beranu mo kBajsipa-
TaM» ¥ T.J.), J€CTBUTEJILHO IpUMeYaTebHO. 113 IpyTuX npuMepoB Ha30BeM mbecy NO 11 U3 «DCKU30B»
A. CranuuHckoro, [Ipenroanio NO 14 es-moll u3 mukna «24 [pentogun u ¢yru» IllocrakoBuua.
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HecoMHEHHOMY €JIMHCTBY ATOU CTPYKTYPHOU MOJIEJTH CIIOCOOCTBYET KBa3UITY-
AHTUJINCTUYECKHUU cI0CO0 IMpe3eHTaI[ 3BYKOB, BhIZIEPKHUBAEMBbIH BILJIOTH 10 BOCh-
MOM IIO CUeTy CEITOJIbHOM rpyniibl. Kaxkzias rpaHb KBajpaTa, COCTaBJISIIOIIAs €TI0
BHEITHUH KOHTYP, — HE UTO HHOE, KaK TOPU30HTAIbHAS HUJIN BePTUKAJIbHAs TPOEK-
IIUU OCHOBHOTO psAfa (P1 —), KOTOPBIH MPUCYTCTBYET HE TOJILKO B BEPXHEN U HUK-
Hell CTPOKAX, HO TaKXe B CTOJIOIE cJIeBa, IIPOYUTAHHOM OT BepxHero 3Byka (P1 1),
1 cToJIOIEe cIipaBa, IIPOYUTAaHHOM OT HUKHero (P1 1. UmenHo BoCXosAIIeH Ha-
IIPaBJIEHHOCTHIO 3BYKOBOTO PsiJia, PACIIOJIOKEHHOTO B IIPABOM KOJIOHKE, U 00bsIC-
HAIOTCSI «HEMpaBUJIbHbIE» OKOHYAHUA PsA/a, CHCTEMATHYECKH BO3HHKAIOIIME
B KOHIIE KaXKJI0N OUepeTHOU CTPOKMU.

3aBepIIeHHOCTH OOIed KOHCTPYKIIMU TaKiKe CIIOCOOCTBYET pa3MelleHUe
TOHA € BO BCeX YIJIOBBIX TOUKAX KBajpaTa, OTKYy/la UCXOAAT U K KOTOPBIM CXOJIAAT-
Cs TPAEeKTOPHU OCHOBHOM U PAKOXOJHOU BepPCUH JIMATOHHUYECKOU «Ccepuu». 3Ha-
YHMOI 0COOEHHOCTHI0O KOHCTPYKTUBHOT'O 3aMbICJIa CTAHOBUTCS TO, YTO 3Ta MOJIENb
KakK IleJioe oOpamiieHa IO BCEMY IIEPUMETPY HUCXOAHON (OPMOU 3BYKOBOTO Psija
(M. cxemy 2):

Cxema 2. TIopsA0K U3J103KEeHUSI OCHOBHOTO pszia
(aucxopsmas ramma E-dur) u ero mpousBogHBIX (OPM,
IIOJIyYEHHBIX Ha OCHOBE POTAIlUH,

B 3aTaKTOBBIX CENTOJIbHBIX IpyInax. TakTel 1—8

P1—>
e dis|[cis|h |a gis |fis | e

dis|cis |[h [a |gis [fis [e [fis

cis | h a |gis|fis |e dis | gis

h |a gis |fis | e dis |cis |a

a |gis [fis |[e [dis [cis [h |h

gis |fis |[e |[dis|cis |h a cis

fis |e dis | cis | h a gis | dis

e dis|[cis | h |a gis | fis | e

AddexT 6eCKOHEUHOTO BpAIlleHUs OJJHUX U TeX K€ 3ByKOJIEMEHTOB HE MEH -
eT TOHJIbHOU KapTUHBI B 11€JIOM — OHA OCTaeTcsA He3bi0sieMon. OTCyTCTBUE TPaHC-
MO3UIUU HAYaJIbHOTO psi/ia KOMIIEHCUPYETCSA MHOKEeCTBEHHOCTbIO PErHMCTPOBBIX
JIOKAITUH, B KOTOPBIX OKa3bIBAIOTCA 3BYKU raMMbl. B crenuduyeckom — aepusa-
TUBHOM — MeTO/ie pabOThl KOMIIO3UTOPA C IMATOHUKOU MOKHO YCMOTPETh CXO/I-
CTBO C HEOPTOAOKCAJIbHBIMU CEPUIHBIMHU IpoIle/lypaMu (oOpalieHure ¢ ABeHa ira-
TUTOHOBBIMH CEPUAMU, OCTAIOIIUMUCA Oe3 KaKUX-JT1UO0 BHICOTHBIX TPAHCIIO3UIINH,
XapaKTeEPHO, B YAaCTHOCTH, /i1 HEKOTOPBIX IpousBeneHui Jlymmxku Hono, Ajb-
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dpena [IauTKe), a B 66CKOHEYHOU MOBTOPSIEMOCTH 3BYKOBOTO psijla — C PeIeTHu-
TUBHOCTBIO.

I'oBopst 0 komno3unonHou TexHuke Kopuaopda, Hatanus Cepreesna I'y-
JITHUITKAsI CIIPABEIJIMBO 3aMeYaeT B OJTHON U3 cBOUX paboT:

He Oyzayuu asienToM CepUWHOCTH, KaK U JIUTETH, KOMIIO3UTOD IIO/IBEPTAET J0CTa-
TOYHO >KECTKOMY KOHTPOJII0O My3bIKaJIbHbIE MTapaMeTPhl — BBICOTHbBIE, PUTMUUYECKHE,
JuHaMuueckue, TeMoposbie. Ero dopma “nenuresa” <...> moj Bo3ielicTBHEM IPOIIOPITI-
OHaJILHOTO pacuera, 0000IIeHHOTO B TeMOPOBO-(aKTypHOI cTpatudukanuu [8, c. 60].

O cTporo¥i MeTO0JI0TUU B IUCTPUOYITUN 3JIEMEHTOB JJUATOHUYECKOU CTPYK-
TypslI (rammbr) Kopaaopda MoKHO CyZIUTh IO TOMY, HACKOJIBKO PerjiaMeHTUPOBaH-
HBIM OKa3bIBAeTCs IMPOIeCC UX PETHUCTPOBOro pasmelneHus. OHU pACIOJIOKEHbI
IIpaKTUYECKU BO Bcex pervcrpax. Het HUUero yaAuBUTEIBHOTO B TOM, UTO KOJIYe-
CTBO CMEH PETHCTPOBBIX JIOKAIIUHN, B KOTOPBIX OKa3bIBAIOTCS 3BYKU, M3JIaTraeMble
KPYITHBIMU JIJTUTETLHOCTSIMU, COOTBETCTBYET UHCITY CEMb:

KOHTPOKTaBa — TPETbA — OoJIbIIIas — ImepBad — Majiasd — BTOpad — TpeTI:-}I9

Kpome TorO, B pe3ysbTaTe B3aUMOJEUCTBUSA JIByX pa3HOHAIPABJIEHHBIX JIU-
HUU (O7lHA COCTOUT U3 CENTOJIbHBIX IMIECTHAAIATHIX, a APyrasi — U3 MPOJIOHTHUPO-
BAaHHBIX HOT) BOBHUKAET CTPYKTYPa BEJTUUNHOHN B CEMb TaKTOB.

[Tporiecchl HENTPEPBIBHOTO ITPe0Opa30BaHUsA 3BYKOBOM TKAaHU MOTYT aCCOIMU-
pOBaThCs KaK CO CTPEMUTETBHBIM POCTOM KUBOU MaTepuu (JieJieHue KJIETKH), Tak
U CO CTPEMHUTEJILHO paciiupsomielics Beesennoi. Morydas BHYTpeHHss HAIlpaB-
JIEHHOCTh — HapPPaTUBHOCTH — MPOIlecca My3bIKaJIbHOT'O CTAHOBJIEHUS COCTABJISIET
CYIIIHOCTHYIO 4epTy nmpousBezieHuss Kopuzmopda. B aTom, cpeau mpodero, 3akito-
YyaeTcs ee MPUHIIUIHAIbHOE OTJIUUYNE OT aHTUHAPPATUBHOMN JIOTUKU MHOTHX MU-
HUMAaJINCTCKUX KOMITO3UITUH, OTKa3aBIINXCsSI OT HAPPATUBHOUM KOHIENIINHY, TIPUCY-
e Kiaccuueckon Mysbike. JIeBoH OranecoBuY AKOIISTH, paccy»k/ias o mpobieme
«CEPUMHON PUTOPUKU», COOTHOCUT MKy cOOOU MUHUMAJIMCTCKUE U CEPUTHbBIE
Ipou3Be/ieHNs: « “AHTUHApPAaTUBHOE KavyecTBO, IO/AaBJseMOe OJTHOBPEMEHHO Ta-
MSATBIO U OKUJIAHUEM, SABJISIETCA TaAKKE€ BHYTPEHHUM Ka4eCTBOM CTHJIMCTUYECKOTO
QHTUIMO/A PENETUTUBHOTO MUHUMAJIN3Ma, 8 UMEHHO MY3bIKH, OCHOBAaHHOU Ha ce-
PHUIHOM TeXHHUKE B ee PaJUKaJIbHON BepcHH, Oepyllell cBoe Hadyayio y BebepHa»
[9, c. 141].

Xyn0KeCTBEHHbBIE CPEJICTBA, KOTOPbIE HAXO/IAT BhIpa’KEHUE B UETKUX CTPYK-
TYPHBIX 3aKOHOMEPHOCTSIX, CO3/Ial0T 00pa3 MUPO3JAaHUs1, HEIOCTUKUMOT'O B CBOEH
CJIOKHOCTH U KpacoTe. Kak He mpuBecTu 3/1ech ciioBa Astekcest @egopoBuua Jlocea,
CBSI3BIBAIOIIME MEXKTY cOOOU Her0 JIOTUYECKON YIOPAI0UEeHHOCTH, XapaKTepHO!

9 TIoBTOpEHUE TPEThEN OKTABBI BMECTO 0XKU/IAEMOU YETBEPTOM 00YCIIOBIEHO KOHKPETHBIMH (DaKTyPHBI-
MU YCJIOBUSIMH — 5TO UCKJIIOUEHHE U3 IIPABHUJIA €0 JKe U IO/ITBEPIK/IAET.
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JUUTSI TUIHOTO TBOPYECKOTO YMEHHUS M KOCMOTOHUYECKHX ITpoIieccoB: « U ele oquH
TepMuH — “TexHe”. Kak ero mepesectu? 1o — “peMecsio”, HCKYCCTBO, HE TOJIBKO
yeJioBeYecKoe, HO U 00KeCTBEHHOe, KocMoJIorhnueckoe. Kocmoc — amo moce se-
auvatiwan “mexme’» [10, c. 166].

[TpUHIUIIBI, YITPABJIAIONIHE TIOBEIEHUEM CTPYKTYPHBIX 3JIEMEHTOB, IT0 CBOEH
HACBIIIIEHHOCTH COIOCTaBUMEBI co «Ctpykrypamu la» IIpepa Bynesa. OgHako eciu
b paHITy3cKUI KOMIIOBUTOP CTPEMHUJICSA U30eKaTh B CBOEH My3bIKE CEMaHTUIECKUX
accoIlMaIii, COCPEIOTOUMBIINCH Ha YHCTOTE «aOCTPAKTHBIX» CEPHUAIbHBIX KOH-
cTpykiuii’®, o Kopamopd, HampoTus, par excellence o6ieKaeT cBOU Xy/103KECTBEH-
HBIE UJIEN B CTPYKTYPHbIE (POPMBI.

Paccykast 0 HEITOCTYMKUMOUM OHTOJIOTHYECKOU TJIyOWHE, OTKPBIBAIOIIEHCS
B HICCJIETyEMOM CTPYKType, YMOepPTO KO TOBOPILI:

B Hauase Hayas TauTCA U NpsAUeTcs BeITHE, CaMOOIIPeneIsasch B CTPYKTYPHPOBaH-
HBIX COOBITHAX M yOerast Kakoro ObI TO HU OBLIIO CTPYKTypHpoBaHus. Kak cTpyKTypa B ee
00'BEKTUBHOCTU U YCTOHYMBOCTH, TaK U IIPOLIECCYaTbHOCTD C €€ HEIIPECTAaHHBIM CO3H/Ia-
HHEM BEUHO HOBBIX CTPYKTYP 3aPOXKAAI0TCS U MIPEOBIBAIOT BO BJIAIEHUSX <...>, CTPYKTY-
PHUPOBaHMUIO HE MMOJIIEXKAIIUX [12, C. 415].

Ecnu rpanzino3Has KOCMOJIOTHYECKas KapTUHA, ITpeJicTaBJIeHHAas B IIEPBOM
paszesie TpUO, co3zaeT obpa3 COTBOPEHUs MUPA, TO BO BTOPOM OTKPBIBAETCS Kap-
TUHA MUpa ropHero, HebecHoro. [IToMUMO rUTaHTCKOTO TUHAMUYECKOTO KOHTPaCTa
(fff-p), aBTOp cnenudUUECKUM IIyTEM CO3JaeT U TeMOpasbHbIA. KpucTajpbHO Uu-
CTble 3BYKH, MapsAIIe B BBICOKOM PETHMCTPE — BOT KPacKu TOHUAUIIIEH MaJIUTPBhI,
COCTaBJIEHHOU U3 (PJ1asKOJIETOB CTPYHHBIX U pizzicato, N3BJIE€KAEMOT0 TUTAPHBIM
IUIEKTPOM Ha CTPYHAaX POsiIs.

OTaesbHOTO BHUMAHMUS 3aC/TY>KUBaET crieruduieckuil TeMOpoBbIi 3D dekT,
JIOCTUTAEMBIN ITyTEM Pa3/IBOEHUS OTHOTOJIOCHOU JIMHUU. KaXK/IbIil 3BYK B apTUU
POsLIIS TIOOYEPETHO II0/ICBEUNBAETCS» CBOUM (hjIa’K0JIeTHBIM BapUAHTOM, CHauasa
y CKPHUIIKH, 3aTeM — BUoJsioHuenu (cMm. IIpumep 2). B usbickanHOU ¢iiakoJIeTHOU
3BYKOITHCH MOKHO YCMOTPETh HEKOE CXOJICTBO C «IIOJINTEMOPOBOU CTEPEOMOHO/TH -
eti». Astekcanip CepreeBud PhKUHCKUM TaK MOSCHSIET CYIITHOCTh BBEJIEHHOTO UM
MY3bIKOBETUECKOTO TTOHATHSA:

JlaHHBIN (DaKTypHBIN TUII, HA3BAHHBIA HAMH cmepeomoHoouell (MOHOTEMOPOBOM
WIN TIOJINTEMOPOBOIT), IIPU BCEHM €ro BHEITHEH CX0KeCTH C MyaHTUJIUCTUYEeCKUM U3JI0-
J)KeHUeM, JIEMOHCTPUPOBAJ He U30JIALNI0, HO aKTUBHOE B3aUMOJIeICTBIE€ TOHOB OJ[HO-
BPEMEHHO B TOPU30HTAJIBHOM, BEPTUKAJILHOM U IT[yOMHHOM U3MEPEHUIX [13, C. 46].

10 CTOUT OTMETUTD, YTO, HECMOTPS HAa YACTO JeKJIapupyeMy0 (GpaHITy3CKUM KOMIIO3UTOPOM HJIEl0 OTKa-
3a OT aCCOLMATUBHOCTU MY3bIKQJIBHOTO A3bIKA, CPE/IU €r0 BICKA3bIBAaHUM €CTh U TaKue, KOTOPble MOXKHO
TPAKTOBATh M KaK MPSMO IIPOTHBOIOJIOKHBIN MOAX0M: «...OTOXK/eCTBIEHHE SI3bIKA U CMbIC/IA SIBJISIETCS
nj1eayioM, KOTOpOMY Ha/I0 CJIefloBaTh, — UJ1eaJIOM, B BeJINKUX ITPOM3Be/IeHUAX [IPe/ICTaBJIEHHOM Ha cCaMOM
BBICOKOM YPOBHE» [11, c. 128].
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ITpumep 2. H. C. Kopuagopd. Are you ready, brother? Taxktsr 87—94

Cnenuduka nogxoaa Kopaaopda B JaHHOM ciydyae 3aKJIHYAETCA OTHIOb
HE TOJIPKO B KBa3UIIYaHTUIUCTHUECKOM (KOHTUHYaJIbHOCTh TEKCTYPbhI HUT/IE HE Ha-
pyIIaercsi) KOJIODUPOBAHUU TOPHU3OHTANbHOU JUHUU. CrepeodoHUUECKUN 3¢-
ekt co3maercst 6arofapsi coeIMHEHUIO0 TEMOPOBO OJTHOPOAHOU JIMHUM (TTapTUs
pOsiyisi) cO CBOUM TEMOPOBO HEOTHOPOAHBIM yABOeHUEM ((JIasK0IeThl CTPYHHBIX).
[TomuMoO cTepeOMOHOAUM, B 5TOM (DaKTyPHOM YCTPOUCTBE UCIOJIB3YETCA U pealb-
Has TOJTUMOHUS TOJI0COB, 00pa30BaHHASA C yUaCTUEM TPOJIOHTUPOBAHHBIX 3BYKOB.
Hazo ckazaTh, 4TO IpueM MOJUPOHUYECKOTO PACCIOEHUS HEKOEU CYITHOCTU —
OZIVH U3 IIpUMeYaTeJbHbIX METOZ0B KOMIIO3UTOPA: B OJTHOM U3 (pparMeHTOB OlIle-
pbl « MR (Mapuna u Patinep)» KopHaopd 1oiBepraer moJutTeMOPOBOM TPAKTOBKE
Jlaske CJIOBECHBIH P [14, €. 194].

YTo Kacaetcsi TeMOPOBBIX MUKCTYP, CIIOCOOCTBYIOIINX TOHKON KOJIOPHUCTHYE-
ckor auddepeHIIUaIN KaXK/I0TO 3ByKa, TO OHU B JJAHHOM CJIydae HEeOTAeIMMbl
OT KOHTPAITyHKTUUECKOU HJIEM «HOTa MPOTUB HOTHI». PazHOOOpasHble criocoObl
B3aUMOJEHCTBUS C «IPYTUM TojiocoM» (altra voce) [15] — Bocmosib3yemces 37eCh
BBIPA3UTEJIBHBIM Ha3BaHWeM Iibechl Jlygyano bepuwo, HamucanHOU B 1999 ToOay
JUTSI KOHTPAJIbTOBOU (hJIEUTHI, MEII0-COIIPAHO U [ive 3JIeKTPOHUKU — 3HAaYUMast
YacTh KOMIIO3UTOPCKOU paboThl B @oprenuannom tpuo KopHopda.
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Erte oinH Ba)KHBI CUMBOJI — OOEPTOHOBBIU 3BYKOPS/I, IIEPBbIE CEMb 3BY-
KOB KOTOPOT0 (pUTYPUPYIOT BO BTOPOM pasjiesie mpousBeieHus. OcBOOOK/IEHHBIN
OT KaKo ObI TO HU ObLJIO (DaKTypPHOU CJI0KHOCTH, 00EPTOHOBBIN 3BYKOPS/T KaK IO/~
JIMHHBIN CUMBOJI My3bIKAJIBHOT'O KOCMOCA TPUIK/bI ITPOBOJIUTCS OT 3BYKA €, BBITIOJI-
HSASA POJIb IIePexXojia OT COCTOSHUM «BBICIIEN TPAHAUO3HOCTH» K «BBICIIEH yTOH-
YEHHOCTH ».

CTpyKTypHas JIOTUKA TPETHETO, CAMOT'0 KPYITHOTO pasjiesia GOpMbl, IpUMeya-
TeJIbHA PUTMUYECKUM OOTATCTBOM, IIPOSIBJISIONIUMCS U 110 TOPU30HTAIH, U TI0 BEP-
TUKaJIU. ['pajanum puTMUYECKUX BEJIMYUH B MTAPTUU POSLJIA OCHOBAHBI Ha ITHUPO-
KOM IPEKOMIIO3UIIUOHHOM PsJ/ie JJUTETbHOCTEN, BBICTPOEHHOM IO IPUHITUILY
apudmMeTnyeckol mporpeccuu (+1 mecrHazanaras). Kopamopd nsbupaer us mka-
JIBI OT/IEJIbHBIE ee PparMeHThl, BHaUaJIe OUPasich TOJIbKO HA CEMb JJIUTEIHHOCTEN
— OT IIOJIOBUHHOU /10 TIOJIOBUHHOM C TPEMsI TOUKaMHU. J[pyrue 371eMeHThbI IPEKOM-
MTO3UITMOHHOTO Psifia OyayT 3a/1eiCTBOBAHbBI Ha APYTUX 3TArax MPOrPeCcCUPYIONIETO
MY3bIKQJILHOTO CTAHOBJIEHUS — B 3TOM MPOSBJISETCA CTPYKTYPHBIU NpuHuun ce-
AeKyuu.

B BBICOTHOM YCTPOMCTBE 3TOTO pasjiesia y»Ke HET CTPOroTo MopsiKa B IOsIBJIe-
HUU TOHOB — 3TOT MOTEHIMA/ OBbLJI MCUEPIIaH B IBYX IPEIBIAYIIINX pa3esiaX KoM-
no3unuu. Bzamen KopHiopd mcmob3yeT KOJJIEKITUIO 3ByKOCOUEeTaHU M, BApbUPYsI
HJIEI0 TePIIOBO-KBAPTOBBIX KOHCTPYKIUH (h-c-e, c-e-f etc.). ToHaTbHOU cpeon i
3TOM KOMOMHATOPHOUM pabOThI MO-TIPEKHEMY OCTAETCS MU-MaKOpHasi JUATOHUKA.

KoMmo3uTop akiieHTUpyeT BHUMaHHE BCEr0 HA OJTHOM 3BYKe e — UMEHHO OH
CTAaHOBUTCS OCHOBHBIM MaTE€pPUAJIOM B APTUSX CTPYHHBIX. [leperoiHeHHbIe SHEpP-
ruel, peyuTaluyu CTPYHHBIX MOCTPOEHBI HAa MHOTOKPATHBIX IMOBTOPEHUSIX OJ[HO-
ro-eIMHCTBEHHOTO 3BYKa B Pa3HBIX perucrpax. BosHbl PUTMHUYECKUX ydallleHUuH
U 3aMeJIJIeHUH, HaAIOJTHAIONINE PEIeTUTUBHBIN modus vivendi, KOTOPBIA U30paH
JUUIST TIPOCTPAHCTBEHHO-BPEMEHHOU Mpe3eHTAIluH OJHOTO TOHA, COIIPOBOKIAIOTCS
CTPEMUTETbHBIM YCJI0KHEHHEM O0IIEN TEKCTYPhI U JIMHAMUKH.

MHorococTaBHas MOJUPUTMUUECKAs KapTUHA MOIUEPKHYTa BBEJIEHUEM HO-
BOT'0 TeMOpa — JlepeBIHHOM KOPOOOYKH (3TY IMapTUIO, 3aMEHSIOIIYI0 COO0M MapTHUIO
IIpaBOU pPyKH, MOPYUYEHO UCIOJHATh MUAHUCTY). IlepKyccusi B 3aKJIIOYUTETbHOM
pasnesne TpaHchOpMUPYETCA B AHAJIOTUUHBIM PUTM Ha IOJATOTOBJIEHHBIX CTPYHAX
posuis (d-g). IIpepbIBUCTBIH, TJAJIEKUHA OT KaKOU ObI TO HU OBLIO IIEPUOIMYHOCTH
PUTM CJIOBHO TPaHCJIUPYeT 0OJIMK TUTYJIBHOU ppasbl Are you ready, brother?

Cpenu CTPYKTYPHBIX KauecTB IOCJIeAHET0 paszesia Tpruo BeIAETINM UIEI0 CUM-
Mmempuu. lLIeHTpoM B Hel BBICTYIIaeT TOH b (TakT 341), B 00€ CTOPOHBI OT KOTOPOTO
pacxoAATCsA 3ePKAJIbHO PACIOJIOKEHHbBIE MTOC/Ie0BATETbHOCTH 3BYKOB, HE TOJIBKO
HJIEHTUYHBIX 10 BHICOTE, HO U COXPAHSIOIIUX CBOE PETHCTPOBOE MOJI0KEHUE.

ais-dis-gis-cis-g-c-f-b-f-c-g-cis-gis-dis-ais
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ITopsamok TOHOB, 6€3 COMHEHHUS, ODUEHTHPOBAH Ha IUPKYJISIPHOE JIBIKEHHE
110 KBAaPTO-KBUHTOBOMY KPYTY, UTO CTAHOBUTCS €Ille OHOM IIpHuMedaTeJIbHOU nJie-
el, obJraziarole HeMaIbIM CHUMBOJIMUECKUM IoTeHIuaaoM (IIpumep 3).
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ITpumep 3. H. C. Kopunopd. Are you ready, brother? Taktsl 336—343

Yto kacaercss MOTHBAa, OCHOBAHHOTO Ha OOEPTOHOBOH JIOTHKE, TO B 3TOM
pasjiesie, B OTJINYHE OT BTOPOTO, OH M3Jlaraercs OT Pas3HBIX 3BYKOB — e, d, c, h.
OGepTOHOBasi MOJIeJIb IIOCTENIEHHO TPaHC(GOPMHUPYETCS B IEMOYKY BOCXOZSAIIHAX
KBapTceKCcTakKKop/ioB (cis-moll, a-moll, f~moll), aTo0bl MOJTHOCTHIO PACTBOPUTHCS
B pa3peskeHHOM ITPOCTPAHCTBE OECIIOTHHIX (PJ1asKOJIETHBIX 3BYYaHUH.

[TpuMepoM TOTO, HACKOJIBKO KOHCTPYKTHUBHO HACBIIIEHHA, IPUYEM B JIIOOOM
dparmMeHnTe KOMITO3UITUH, 3BYKOBAsI MaTEPUS, CIYKUT MIPUIYIIUBAsT KOMOUHAIIHS
KBUHT B IIAPTUM POSIA B TaKTaxX 327—341. Kommosurop b0 yeperyeT 3ByKH, CO-
CTaBJISIONIYE Pa3HbIE YUACTKH KBapTO-KBUHTOBOTO Kpyra (cis — f— gis — ¢ — dis —
g — ais), co3/maBasi HEUTO BPOie CKPBITOTO JABYXTOJIOCHS, JINOO pacIiojiaraeT ux
noapsn (dis—gis—cis—g—c—f—b), TOUHO cireyst TOTMKe UHTEPBAIBHBIX IIIAaTOB
B JIE€3HOM MJIM O€MOJIbHOM HaIlpaBJIEHUSX.

XydodxcecmeeHHaAs cmpykmypa u Memodo.102uHecKuil NoUcK

KocHyBimch n3b6paHHBIX aCIEKTOB CTPYKTYPHOTrO ycTpoiictBa dPoprenuaH-
Horo Tpuo KopHaopda, MOKHO 3aKII0UUTh, YTO KOMIIO3UTOP 33JI€HCTBOBAJI B IIPO-
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U3BEAEeHUN Pas3jINJYHble KOHCTPYKTHUBHBIE MPUHIUANLI. JlefcTBYIOIe Ha PAa3HBIX
IIapaMeTPHUUYECKUX YPOBHAX, 3BYKOBBIE CTPYKTYPHI CYTh HE UTO HHOE KaK CPEJICTBA
BOILJIOIIEHHS «JIOCTPYKTYPHBIX MOZEIeH», HMMEIIMX PeJIUTrno3HOo-pumocod-
CKYIO0 — OHTOJIOTHYECKYI0O — OCHOBY.

T'oBOpsA 00 OHTOJIOTHU KaK 00 0cOOOM THIIE COJEpKATeTbHBIX MOJEJIeH, Ha-
IIOMHHM M O JPYrOM 3HAUEHUH MOHATUS «OHTOJIOTMYECKas MOeb». Peub umer
O CYIITHOCTHBIX BOIIPOCAX, KOTOPHIMH 3aJaBajicsi YMOEpPTO DKO, UCCIAEAYS CIIEIH-
UKy CTPYKTYPHOIO aHA/JIM3a U CTPYKTYPhI Kak TakoBoii: «CTpykTypa — opydue
Memooda uAu OHMOA02UUECKAas peaabHoCcmbv?» [12, c. 369].

YunuThiBasg 5TO pasjnyeHne («OHTOJOTHYECKAas PeaJbHOCTh» / «II03HaBa-
TeJIbHAsE MOJIeJIb»), M00aBuM, uto B ®oprenuanHoMm Tpuo KopHaopda mpucyr-
CTBYET U TO, UTO IIPEJICTABJIAET COOOHN CTPYKTYPY C CHCTEMHBIMU CBA3SIMH MEXKIY
pJIEMEHTaMM Pa3HbIX YPOBHEH, U TO, UTO ITOZJIEKHUT OIMCAHMIO C MIPHMEHEHUEM
METO/IOB CTPYKTYPHOT'O aHAIN3a.

«My3bIKaJbHasI MPAKTUKA CETOAHSIIHErO IHA BCJIEACTBHE CBOET0 MHOIOpa3-
JINYs TpebyeT MOMCKa COOTBETCTBYIOIIEr0 METO/Ia aHAIN3a», — 3Ty HEOCIIOPHUMYIO
HJIel0 He pa3 akieHTupyeT B cBoux paborax H. C. I'yiaanurnkas [16, c. 11]. ITpose-
JIEHHBIA aHAIN3 — MOMIBITKA HAYUYHOU MHTEPIIPETAIIMN OAHOI0 U3 BRICOKHUX 00pas-
I[OB COBPEMEHHOTO MY3bIKAJIbHOI'O UCKYCCTBA.
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