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HCKycCTBa (My3bIKaJIbHOE HCKYCCTBO) (MCKYCCTBOBE/IEHHE).
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PemakiuoHHBIM COBETOM U IIPOIIeAINNe pelleH3upoBaHue. Ha crpaHumax KypHaia
myOJINKYIOTCS OPUTHHAJIbHBIE HAYYHBIE CTaThbU U 0030PHI, IIepeBOIbI 3apyOeKHBIX UCCIe0OBAHUMN
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pelleH3UpPyeMBbIX HAyUHBIX U3/IaHNUH, B KOTOPBIX JI0JKHBI OBITh OIyOJIMKOBAHBI OCHOBHbIE HAyUHbIE
pe3yJIbTaThl IUCCEPTAIIUI HA COUCKAaHNeE YUeHbIX cTelleHel JJOKTOpa U KaH/Iu/aTa HayK.

’Kypnan 3apeructpupoBaH B Haykomerpuueckorn 6aze PUHII (Poccuiickuil WHAEKC HAYIHOTO
IUTUPOBAHUs), BCe CTAaThbU pa3MemalTcsi Ha caiite HayyHO! 5y1eKTpOHHOU OuOIHOTEKH
eLIBRARY.RU.

’Kypnan 3aperucrpupoBaH B ®esiepaibHOM c1y»K0€ 110 HaZI30py B cepe cBA3U, THPOPMAITUOHHBIX
TEXHOJIOTUHN U MACCOBBIX KOMMYHUKAI[UH.
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AnHoTtanusa. B Poccun mysbpika A. 9. M. I'peTpu npuobpesia n3BECTHOCTD
B EKaTepUHUHCKOE U IIaBJIOBCKOe BpeMs. Ero TeaTpajibHble COYMHEHUS
c OOJIBIIIUM YCIIEXOM HCIIOJHSIUCh apTuctamu OpaHIy3CKOH IPHUABOPHOM
TPyMIbl, BOJIBHOTO pOCCHIICKOTO TeaTpa, KpermocTHOro teatpa IllepeMeTeBbIX,
BocmuTaHHUIIAMH CMOJIBHOTO HHCTUTYTa. B poccuiickux OubIroTeKax
COXpPaHWJINCh papUTETHbIe W3JAaHUS U PYKOIHCHBIE Komuu omep I[perpw.
BOJIBIIIMHCTBO M3 HUX COAEPKUT OajeThl (B UX uucie «Bbpaku caMHUTSIH»,
«I'pad n’Ansbep», «ITanypr Ha octpoBe poHapeii», «Paynnb, Cunsas 6opoaa»).
Omepa «Iledan u Ilpokpuc» cHabkeHa JIONMOJHUTEIbHBIM 3arsaBueMm ballet
héroique («repoumueckuii Oayer»), a «3emupa u Aszop» — comédie-ballet
(komeusa-6amer), YTO IO3BOJIET MPUYUCIUTH BTH COYMHEHHUS K IKaHPY

© Makcumosa A. E., 2024
10



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 202 4 / 8 ( 2)

omepbi-6asieta. Kpome TOro, crokeTbl omnep I'peTpu MOCHYKUIU OCHOBOU MJIs
co3/laHus IByX 0ajieToB, IMOCTAaBJIEHHBIX B UMIIEPAaTOPCKUX TeaTpax MPU JBOpe
Anexcaggpa 1. 9to «Paynp Cunss 6opoaa, wiau ONacHOCTh JIIOOOIIBITCTBA»
(1807) Ha mysbiky K. A. KaBoca ¢ xopeorpadueii 1. 1I. Banpbepxa u «XeH3Hu
u Tao, niau KpacaBuna u uymosuiie» (1819) B mocranoBke III. Jluio Ha My3bIKY
®. AHTOHOJIMHU.

B craTbe NPUBOJATCA CBeJleHUs 00 HCTOPUM CO3/IaHUSA U HUCIOJIHEHUS
0aJyieToB, BBISABJIAIOTCSA CXOJICTBA M OTJIUYUSA MEXKY CIOKeTaMU OPUTUHAJIbHBIX
OIlEp U UX HOBBIMH BepCUsMU. PacKpbIBaeTCs CBA3b MEXK/IY TOCTAaHOBKAaMU OAIETOB
B omnepe I'perpu «Xensu u Tao, wiu KpacaBura u uyzmoBuile», 6asietoB «KeHsu
u Tao» u «XeH3u u Tao», OoCyllleCTBJIECHHbIMHU B pa3Hoe BpeMsd /1110 Ha clieHax
Poccun u EBponbl. BriepBble BBOAUTCS B HAyUHBIM 00UXO07 JTUOPETTO «OOJIBIIIOTO
kutalickoro 6Oanera» Jluyuio Ha wMy3biky Y. Boccu (mmpembepa 14.05.1801
B KoposieBckoM TeaTpe «XelimapkeTr», JIOHIOH), IIEPEBEJIEHHOT0 aBTOPOM CTaThbU
C aHIVIMMCKOTO s3blKa Ha pycckui. PaccmarpuBaercsi mpobOseMa OaseTHBIX
«IBOUHUKOB» U IepepaboTOK U3BECTHBIX TeaTPAIbHbBIX COUMHEHHH.

Kiarouenbie cioBa: I'perpu, /luano, KaBoc, AHTOHOJIMHU, OIlIEPA, PYCCKUU
baser, «KpacaBuna u uygoBuiie», « CuHss 60pojia»

g mutupoBanua: Makcumosa A. E. KpacaBuibl U 4yJIOBUINA: CHOXKETHI
onep A. 3. M. I'perpu B pycckoMm Oasere // CoBpeMeHHbBIE ITPOOIEMbI My3bIKO3HAHUS.
2024. T. 8, N2 2. C. 10—27. https://doi.org/10.56620/2587-9731-2024-2-010-027
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Original article

The Beauties and the Beasts:
The Storylines of André Grétry’s Operas
in Russian Ballet

Alexandra E. Maximova
Moscow State Tchaikovsky Conservatory,
Moscow, Russian Federation,
BMalexmaximova@mail.ru,
https://orcid.org/0000-0001-8360-9599

Abstract. In Russia the music of André Ernest Modeste Grétry acquired
its fame during the times of Empress Catherine the Great and Emperor Paul. His
theatrical works were performed with great success by the artists of the French
Court Troupe, the Free Russian Theater, the serfs’ theater of the Sheremetev’s,
and the female wards of the Smolny Institute. Rare editions and manuscript copies
of Grétry’s copies are preserved in numerous Russian libraries. Most of them contain
the ballets (among them, Les marriages samnites [The Samnite Marriages],
Le comte d’Albert [Count d’Albert], Panurge dans lile des lanternes [Panurge
on the Island of Lanterns], and Raoul Barbe-bleue [ Raoul Bluebeard]). The opera
Céphale et Procris ou l'amour conjugal [Cephale and Procris or Conjugal Love]
is provided with the subtitle of ballet héroique (heroic ballet), while Zemire et Azor”
is dubbed comédie-ballet, which makes it possible to ascribe these compositions
to the genre of opera-ballet. In addition, the storylines of Grétry’s operas served
as a basis for the creation of two ballets produced in the imperial theaters
in the court of Emperor Alexander I. It is Raoul Barbe-bleue ou le danger
de curiosité [Raoul Bluebeard, or the Danger of Curiosity] (1807) staged
to the music of Catterino Cavos with the choreography of Ivan Valberkh and Henzi
et Tao, ou La belle et la béte [Henzi and Tao or Beauty and the Beast] (1819)
produced by Charles Didelot to the music of Fernando Antonolini.
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The article provides information about the history of the creation and
performance of ballets, demonstrates the similarities and the differences between
the storylines of original operas and their new versions. The connection between
the productions of the ballets in Grétry’s opera Henzi et Tao, ou La belle et la béte
and the ballets Kenzi and Tao and Henzi and Tao produced by Didelot on the stages
of Europe and Russia at times. For the first time Didelot’s libretto for the “grand
Chinese ballet” set to the music of Cesare Bossi (premiered on May 14, 1801
at the “Haymarket” Royal Theater in London) has been translated from English
into Russian by the author of the article. The problem of the ballet “doppelgangers”
and the revisions of well-known theatrical works is examined in the article

Keywords: Grétry, Didelot, Cavos, Antonolini, opera, Russian ballet, La belle
et la béte [Beauty and the Beast], Barbe bleue [ Bluebeard]

For citation: Maximova, A. E. (2024). The Beauties and the Beasts:
The Storylines of André Grétry’s Operas in Russian Ballet. Contemporary
Musicology, 8(2),10—27. https://doi. org/10.56620/2587-9731-2024-2-010-027

Begeoenue

1768 no 1789 rojabl (PpPAHITY3CKUM KOMIIO3UTOPOM AHJIpe JPHECTOM
Mogectom I'perpu (1741—-1813) OBLIO CO3/IaHO OKOJIO IIECTUJIECATH

IIPOU3BEJIEHUN B KaHpPe JUPUIECKOU KOMEJINU, TePOUUYECKON OIEPHI
u oniepbi-6asera [1]. B Poccuu ero mysbika mpruobpesia U3BeCTHOCTD B EKaTEPUHUH-
CKO€ U TIaBJIOBCKOEe BpeMs. TeaTpasbHbIe COUMHEHUs ['peTpu ¢ OOIBIINM yCIIEXOM
HCIOJIHAINCH apTucTaMu ®paHIly3CKOU NPUABOPHOU TPYIIbl, BosbHOTO poccuii-
CKOTO TeaTpa, KpernocTHoro Teatpa IllepemereBbix [2], BocnuTtanHUIAMH CMOJIb-
Horo nHcTutyTa. Cpe/in ero rJIaBHBIX POCCUMCKUX ITIOCTAHOBOK — OMeEpPHI «3eMupa
u Azop», «M3opannuna u3 Canancu», «CunbBeH» («3dpact u Jlrocuuga»), «JIBoe
CKynbIX», « Pmuapy JIbBunoe Cepjre», « Paynp Cunsist 6opoga», «JIokHass Marusi»,
«JlepeBeHCcKOe UcTibITaHUE», «['OBOpsIIas KapTuHa», « Besmkosenusiii», «[lanypr
Ha ocTpoBe (poHapeii», «I'pad xAnsbep». B IllepemereBckoM Teatpe ¢ 1784 1o
1787 roJ1 TOTOBUJINCH K TTocTaHOBKe omephl «Iedan u [Ipokpuc» u «Puuapz JIbu-
Hoe Cepziie».

B poccuiickux OHUOJIMOTEKAX COXPAHUINCH PApUTETHBIE U3JIAHUSA U PYKO-
MHUCHbIe KOmHUHU orep I'peTpu, OOJIBITUHCTBO W3 KOTOPBIX COAEPIKHUT OajieThI'.
B ux uyucie, nanpumep, «bpakm camHuTIH», «I'pad 1 Anpbep», «Ilanypr Ha
octpoBe doHapeli», «Paynb Cunsasa 6opoga». Onepa «Iledan u Ilpokpuc» gaxke
MMeeT JIOTNIOJTHUTEILHOE 3arjlaBue «repoudeckuit 6amer»: Céfale et Procris. Ballet

! CMm. cobpanus omiep I'perpu B HMBT, PT'B, B cobpanusx [llepemereBbix PN u apxuBa ¥YcaabObi-My-
3esd OCTaHKUHO.
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Héroique en trios actes. Represénté, pour la Premiére fois, par 'Académie — Royale
de Musice, Le Mardi 2. Mai 1775%. B 1iepeuHe UCIOJTHUTEJIEN TPEMbEPHOU ITOCTa-
HOBKU COUMHEHUS Ha3BaHbI OIIEPHbIE MEBIIbI, aPTUCTHI XOPa U TPUAIATH CEMb TaH-
IYIOIIUX IEUCTBYIOIUX JIUI] — COJIUCTOB U MPeJICTaBUTEIeH KopaebaieTa, — KOJIHU-
YeCTBO KOTOPBIX €/[Ba JIM He MPEBBIIIAET YUCJIO MOIIUX IepcoHaXkell. baseTHbie
HOMepa BBeJIEHBI B IIATh U3 JBAJLIaTU CIIEH OINEPHI, U BCE OHU HEIOCPEICTBEHHO
CBSI3aHBI C CI0O’KETOM. ATO TUBEPTUCMEHT B IISATOU clieHe I eficTBus (XOp ¢ TaHIEM,
MEHY3T, KOHTPJAHC, XOP I0JT My3bIKy MEHYATa, TAMOYPHH); IBa AaHTPE BTOPOH cIle-
HBI U IIATasI ClieHa (Xop ¢ TaHIeM, JIyp, xkura) II neiictBus; Danse infernale3, meny-
3T, TaBOT, MHCTpyMeHTasIbHas1 apus (Air lent), macube v 60JIbIIIas YAKOHA C XOPOM
III peiictBusi. Pa3zBepHyThle OajIeTHBIE CIIeHBI TaKXKe cojeps:KaTcsa B omepax «Ka-
UPCKUU KapaBaH» (mepBas u miectasi ciieHsl 11 akra, dunain III akra) u «3emupa
1 A30p», Ha3BaHHOU B mapTutype comédie-ballet (komenusi-6aser).

B 1esoM, «/IaHCAHTHOCTb» MY3bIKU orep I'peTpu, HajiuuMe B HUX OOJIBIITUX
OaJIeTHBIX U BOKAJIbHO-X0peoTrpaduyecKux ClieH M03BOJIsIeT IPUYUCTUTD 3TU COUH-
HEHUs K KaHpY onepbi-Oasiera [3; 4].

E1te oguH JTI000IBITHRIA «0aeTHBIN» (DaKT, CBI3aHHBIN C OlepaMu KOMIIO-
3UTOPA, 3aK/II0UYAETCS B TOM, UTO UX CIOXKETBI MOCTYKUJIM OCHOBOH JIJIsI CO3/JaHUS
JIByX OaJIeTOB, OCTaBJIEHHBIX B UMIIEPATOPCKUX TeaTpax Impu ABope Ajiekcanipa 1.
Ato «Paynp Cunss 6opojsa, wiu OnacHocTh JitobombiTcTBa» (1807) KaTepuHo
AnpbeproBuua KaBoca ¢ xopeorpadueirt MiBana MpanoBuua Bannbepxa u «XeH3u
u Tao, mwin KpacaBuna u uymosuiie» (1819) ®epauHanio AHTOHOJIUHU B ITOCTa-
HoBKe Illapsasa JIyu Jupnjio.

«Payav Cunsist 6opooa, wau OnacHocmsw arobonsimemaea»

Bbaset Ha Mmy3bIKy KaBoca ¢ xopeorpadueit Banbbepxa «Paynbp Cunss 6opojia,
i OmacHOCTb JI060nbITCTBA» (1807), HECMOTpPS Ha YacThle YIIOMUHAHUS B pa3-
JINYHBIX UCTOUHHUKAX, IIPAKTUYECKH HE U3yJeH.

OcHOBOH CIO’KeTa ITOCITy KIJIa co3iaHHas I'perpu onepa «Payap Cussist 6opo-
na» (1789), mubperro KOTOpoH, HamucanHoe Muienem-Kanom CeieHOM, OCHO-
BBIBAJIOCh, B CBOIO OUepe/ib, Ha n3BecTHOU ckaske Illapss Ileppo.

ITepBas mocraHoBKa orepsl I'peTpu B Poccuu ObL1a ocyIiiecTBIeHa B 1798 roay
cryiamu OpaHIy3CKOU OepHON TPYIIIBI B ApMuUTakHoM Teatpe [lerepOypra u, Be-
POSITHO, HAJIOJTO 3anoMHUIACh mybsinke. COUMHEHHE COJIEPIKUT I10J13aTr0JIOBOK
B PYKOITHCHOU IapPTUTYPe: «KOMeANS, IT0JIOKEHHAS Ha My3bIKy» (comédie misa en
musique); B JKaHPOBOM OTHOIIIEHUH 3TO (paHIly3cKas KOMUUYECKas olepa ¢ SBHbI-
MU IIPU3HAKAMHU OIePbI-CIIaCeHUS.

2 «Iledan u Ilpokpuc. I'eponyeckuii H6ajeT B TPEX aKkTaX, BIIEPBBIE IIPeJICTaBIeHHBIH B KoposeBckoit
AkazieMuu My3bIKH BO BTOPHHUK 2 Masi 1775 roja». CMm. TUTY/IbHBIH jucT B u3ganun: Collection complete
des ceuvres de Grétry: in 49 vol. / publ. par le Gouvernment Belge. Leipzig; Bruxelles, [s. a.]. Vol. 3.

3 B nepeBojie ¢ GpaHIy3CKOTO «AJICKUE TAHIBI».

14



CoBpemMeHHBbIE TPOOIEeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24/ 8 ( 2)

OTmeTuM, 4YTO pPYKONHUCHAasA
naprurtypa I'perpu wu3HavaJIbHO
COJIEP?KUT OJIArONPUATHYIO TO0Y-
By JUIs1 mepepabOTKu omepsl B Oa-
set. Ciiena Il geiicTBusi, B KOTOPOU
rJ1aBHas repouHs M3opa kosebJier-
cs1, HO BCe K€ OTKpbIBAeT 3allpeT-
HYIO JIBEpb, a 3aTeM, OOHAPY>KUB
MepTBbIE Tesia OBIBIIUX JKeH Paysis,
majiaet B Kpecsia 6€3 4yBCTB, COMPO-
BOXK/IaeTcsl IOAPOOHBIMU pemap-
kaMd. ITo (aKTUYECKd TOTOBas
IMAHTOMUMHas clleHa A Oasera.
[Tociie Hee B omepe MpeayCMOTPEH
HeOOJIBITION TTacTOPaJIbHBIN JINBEP-
TUCMEHT C TIeHUEeM U TaHI[aMU, pa3-
PSKAIOIINU HANPSKEHHYI0 aTMOC-
depy (eMm. Manrocmpayuu 1—4).

CTtpykTypa U cojzepkaHue

IaHTOMHUMHOro Oasiera BannOepxa Hamocmpayus 1.
BO MHOI'OM IOBTOPAIOT KOMIIO3H- I'perpu A. . M. «Paysnb Cunsist 6opoza». Akt II.
[IUIO U CIO’KETHOE Pa3BUTHE ONEPHI: Cuena VI, pparmenT

B I neficTBuu KpecThsiHe TPa3HYIOT cBaib0y 2Kaka u YKaneTsl, 0cBOOOKEHHOH PhI-
mapeMm Bep:xu u3 pyk moxuTurtesei. Fl3opa B BOCTOPTe OT MOCTyIIKa Bep:ku, ee BO3JII0-
o6nernoro. Mapkus Kapubac, 6pat M30ps1, coobiiaet o mpuObITHHA 60TaTOTO ITOMEITHKA
Payns, koTopblit HaMmepeH KeHuTbcsA Ha V3ope. Mapku3s 3ampemiaeT Bep:ku BuaeThCA
¢ zieBymkoil. Mi3opa, ouapoBanHas 6oraTcTBoM Paysis, mpuHUMAaeET ero mpeajioKeHue.
Bio6seHHbBIe TpoMIaoTes, Bepku cMupeHHO IpUHUMAET BbIO0p 130p5I.

Bo II pefictBuu Paynp mpukaseiBaer ciayre OcMaHy CKPBITh OT VI30pbI THOETH €T0o
MIePBBIX TPEX KEH, CTAPUK YMOJIAET X03MHA 0 MIUJIOCEP/INH K IOHOU cynpyre. Paysb Bpy-
yaet V30pe KIII0YM OT BCeX KOMHAT, OepeT ¢ Hee KJISAATBY HE BXOJIUTH B OJIHY U3 Hux. [Ipu-
e3xkaeT Bep:ku, mos BuioM cectpbl VI30pbl OH MPOHUKAET B 3aMOK. M30pa cool1aeT emy
0 TAaMHCTBEHHOU KOMHaTe. Paysib TOTOBUT Npa3AHUK 151 1130pbI U ee TOCThU.

B III petictBum M30pa zjaetT BOJIIO CBOEMY JIIOOOIIBITCTBY U OTKPBIBAET KIJIFOUOM Ce-
KpETHYIO JIBEPh. B y:Kace oT yBuZleHHbIX 00€3TJIaBJIeHHBIX KeH PayJis, oHa majiaeT B 00-
Mopok. Ha momors mpruberaet Bep:ku. BMecTe OHU TBITAIOTCSA 3aKPHITH IBEPHh KAOMHETA,
Ho k104 JjoMaetcs. Ciryra OcMaH mochlUIaeT 3a MOMOIIbIo K Opaty V3opsl. Bo3Bpamaer-
cs Paysb co cBUTOM, 06HAPYKUBAET JIBEPD B TAWHYI0 KOMHATY OTKPBITOH, rpo3uT M3ope
CcMepThI0. Bep:ku BhI3BIBAET €ro Ha MOEINHOK, HO ero IUIEHAIOT BOUHBI, a Paysp Tamut
3a coboit zopy. Ha momomis npuxoaut 6pat M3opsl. B noenntke Bep:xu yousaet Pay-
JIsI, ¥ BCE MMPa3IHYIOT mobey.

HauboJsiee nHTEpPECHBIMH W 3aXBaTHIBAIOIIUMU JIJIS 3pUTEJIEHN, TO-BUIUMO-
My, ObLTH TTAaHTOMUMHBIE cileHbI 111 aeticTBus, rae M3opa OTKPBHIBAET 3aIIPETHYIO
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JIBEPb U UCIBITHIBAET y’Kac, ee BCTpeua
c Paysem, B KOTOpoi OH TpebyeT K4
OT KOMHAThl U, KOHEUHO K€, CpaKeHUe
Payna ¢ Bep:xu.

Hortuplii Tekcer Oajsieta Ha cCeron-
HAIITHUU eHb He Haiizien. [loaTomy Bo-
IPOC O TOM, KaK BBITJIfAJIesIa MapTUTypa
Oajieta u ee JlabHEUIIE TIePepabOTKY,
OCTaeTCsl OTKPBITHIM.

[IpoTuBOpEeYUBHl U JAHHBIE O €TO
rnocraHoBkax. CyMMUpyeM HUMeIIUeCs
cBenienus B Tabauuye 1°.

Hanrocmpayus 2.
I'perpu A. 3. M. «Paynb Cunsisa 6oposa». Akt I1.
Cuena VI, dparment

[To Tabyuile BUIHO, UTO IIpEMbEpPA
CIIEKTAKJIsI COCTOsIach 27 OKTsAOpsas 1807
royia B bosbimom Tearpe Cankr-IleTepOyp-
ra, a y»ke B Hauasie 1808 roja GajeT e
B MockBe. Ilocne cmeptu Banbpbepxa
B 1819 T. MPOU30I1ILJI0 BO3OOHOBJIEHHE «Pa-
yasi»: B 1820 u 1831 rojax 6anermenicrep

" Hanroecmpayus 3.
Anam I1aBoBuY I'JIyIIIKOBCKUU CTABUJI €0  Tperpu A. D. M. «Paynb Cunsis 60posia».

Ha cueHe /loma IlamkoBa ¢ HOBBIM Ha3Ba- Axr II. Cuena VI, pparment
HueM: «Paynp Cunsis 6opopga, wiu TauH-

4 O HaJIMYUH KOMIUIEKTOB OPKeCTPOBbIX rosiocoB B IIMB cwm. ITewxosa I'. H. My3sbika pycckoro b6aera
nepBoi yeTBepTu XIX Beka: ucC. ... KaH/I. UCKycCTBOBeZleHHsA. ExarepuHOypr, 1999. C. 190—191, 204.

5 Tabua cocTaBIeHa BOIIOPE HA CIIeAYIOIe UCTOUHUKM : KopacenvbsaHy T. B. XpoHonorudyeckasatabauna//
Hcropus pycckod My3bIKH B 10 Tomax. M., My3sbika, 1986. T. 4. C. 354—391; Ilewxosa I'. H. My3bIka
pycckoro 6asera nepBoil yetBepTu XIX Beka. C. 190—191, 204; Baavbepx H. H. Paynp Cunsas bopopa,
i OnacHocts ro6onbiTerBa. CII6.: Tunorpadusa MmnepaTopckoro Tearpa, 1807; bopucoeaebekuii M.
[Tpouwroe 6aneTHoro OoT/ENeHNs [IeTepOypreKoro TeaTpasbHOTO yIuauma. MaTepuasisl 10 HCTOPUH PyC-
ckoro Gasera. JI.: Uzmanue JIT'XY, 1939. T. 2. C. 286—287; Baavbepx HU. H. N3 apxuBa baneTMencrepa.
Juepuuku. [lepenucka. CiieHapuu. 2-€ u3., uctp. CII6.: [Tnanera Myssiku; Jlaub, 2010. C. 137-138, 142,
219—220; Baavbepx U. H. Paynp, cuusas 6opoza, win TanHCTBEHHBIN KaOUHET: aKT 4-U U3 T€POUKO-Tpa-
rudeckoro 6anera / counHeHue r. Baapbepxa, a 3/1ech HOCTaBJIEHHBIH T. [JIyIIKOBCKUM, My3bIKa I. ['peTpu
u Kasoca. M.: B tunorpagpuu H. Crenanosa, npu mneparopckom Tearpe, 1831.
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Hamocmpayua 4.

Iperpu A. 3. M. «Paysnp Cunssa 6opona». Akt II.
Cuena XI, 3aK/JII0UYNTEILHBINA TAHEI,

¢pparmeHT

CTBEHHBIN KaOuHeT». IMeroTes Tak-
JKe CBeJIeHHs 0 mocTaHoBKax OrmocTa
[Iyapo nipu ywyactuu [duzio B 1823
U 1837 roapl.

Nudopmaniss 0 KoJUYECTBE
aKTOB B OajieTe CHJIBHO Pa3HUT-
cd. B srom Bompoce mnpuopurer-
HbIMU CTAQHOBSATCA CBEJIEHUS U3
Haubojiee  JIOCTOBEPHBIX  HCTOU-
HUKOB — HAaWJIEHHBIX HaMU peJ-
KUX IIe4aTHBIX JimOpertro 1807
u 1831 roaos. CoryiacHO IEpBOMY
U3 HuX, Baspbepx coumHma Oaser
B Tpex JneucrBusix (y Bbopucorieb-
CKOTO YKa3aHbl yeTbIpe), [JIyIKkoB-
CKUM pacCIIUpUJI €ro J0 4YeThIPeX,
KaK [OKa3bIBaeT BTOpoe aubperTo®.
Yucno akTtoB B noctaHoBkax Ilyapo
1823 u 1837 rog0B JOKYMEHTAJIbHO
He 3adurcupoBaHo. MOKHO TIpen-
IIOJIOKUTD, UTO B 1820-€ roanl qusa-
JIO COYMHMJI HOBOE TPETHE JIEUCTBUE,
BO3MO’KHO, C MY3BbIKOM AHTOHOJIN-
HHU, a ¢$UHAIBHOE JelcTBUe Oasera

Basirbepxa crajio ueTBepThIM. IIpu 3TOM BoIpoc MaciiTaba nMeeT MPUHITUITHATb-
HOe 3HaueHue, BeJb COKpalleHne TpebyeT KyIop, a pacllinpeHrue — CO3/IaHus HO-
BOT'0 MaTepuasa.

Tabauua 1. CBefeHMsI 0 IOcTaHOBKAxX Oastera «Paynp Cunsisa 6opoga»

Hcrounuk Mecro u gara HazBanue HeiictBusa | bamermericrep | Kommosurop
IOCTAaHOBKU
KopxeHbsHI, CII6., Bosbmio#t | Paysie Cunsist 6oposa, 11 Bannbepx I'perpu, KaBoc
[TemkoBa Teatp, i OTIacHOCTh JIF000-
JIubperro 1807 | 27 okTs16psi 1807 | mbITCTBA
Bopucornebekuii | 27 oktsabps 1807 | Payns Cunsis 6oposia v Bannbepx I'perpu, Kasoc,
Ky6urmrra
Bannsbepx, Mocksa, Mansiii | Paysnb Cunsst 6opoaa, I1I Bansbepx I'perpu, KaBoc
[TermkoBa Tearp, i OIacHOCTH JII000-
07 ¢peBpasia MIBITCTBA
1808
Kop:xenpsann Mocksa, Teatp Paysis Cunsst 6opoja, v Basnbbepx, I'petpu, Kasoc,
[Tamkosa, i TauHCTBEHHBIN ymkoBekmit Ky6umrra
29 ampesis 1820 | kabuner

¢ JIub6petto 1831 roza coaep:kuT ToIbKO IV neficTBue 6astera.
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Bopucornebekuit | CII6. [?], 08 Paynb Cunsst 6opoma | IIIwmm IV | [Tyapo, I1I akt IIT akT (vtm
sHBaps 1823 (Oe- Junio IIOJIHOCTBIO)
Heduc Mcromu- AHTOHOJIMHU

HOW), 17 nexkabps
(6eneduc Komo-

COBOH)

JIubperto 1831 Mocksa, bosb- Paysip Cunss 6opopa, v Bannbepx, I'perpu, KaBoc
o reatp [?], v TanHCTBEeHHBIN [mymkoBckui
1831 [?] KaOuHeT

Bopucornebexkuii | CII6. [?], 25 Paynb Cunsis 6oposa, II ITyapo (o mpo- | KaBoc, I'petpu
Mmapra 1837 i OmacHoCTh J11000- rpamme JTu/1i1o)

IIBITCTBA

ABTOpamu My3bIKH OasieTa B pa3HOe BpeMs Ha3BaHbl YeThIPe KOMIIO3UTOpA —
nomumo ['petpu, KaBoca u AHTOHOJIMHY, yKa3biBaeTcs U Hukosait Eroposuu Ky-
obuira. B neyatHbix aubperTo 1807 1 1831 ro/ioB yka3aHbl TobKo I'petpu u Ka-
Boc. OueBUHO, UTO OasIeT CO3/I1aH HA OCHOBE MY3bIKU Pa3HBIX aBTOPOB U OTHOCUTCS
K MHOTOJIUKOMY PsI/Ty TPQHCKPHUIIIIUH OIIEPHBIX CI03KETOB. Ba’kHO U TO, YTO cOUMHe-
HUe HEOJITHOKPATHO nepepabaThIBAJIOCHh U MIPEJICTABJISIIOCH B HECKOJIBKUX BEPCHUSIX.

Hcropus nocraHoBOK Oasieta «Paysnb CuHsast 60pojia» M UX BOCHPUATHUE ITy-
OJTMKOI IIPOYUTHIBAETCS B BOCIIOMHUHAHUAX COBPEMEHHUKOB. Bayibbepx coolIaer
0 MOCKOBCKOU nipembepe cytpyre Codnbe [leTpoBHe:

4 deBpansa 1808 r. MockBa

ITo 3xenauM Ipokasam BMecTo HOBOro Teatpa NpUHYK/eH AaTh B OyAYIIYIO IATHU-
1y Ha Masiom Teatpe «Payssa». f ynep:xuBaioch elile nucath k Asiekcauzpy JIbBoBuuy [Ha-
pHIIKUHY]’, 4T06 y3HATh, HABEPHOE, YeM 6asl KOHUUTCS HacdeT OTKpbITUsA HoBoro TeaTpa.

10 ¢eBpasisa 1808 r. MockBa

B mpommepiyto naTHUILY « Paysib» IpuBes B BOCTOPT, U Konocosa® ormento XOPOIIIO

TpPeTHUH aKT chirpasia. Bee 3/ienraue mosydaroT B muchbmax us IletepOypra, Oy/ITO TOJIBKO
onHa CeMeHoBa® MOHPABUJIACH, a IPO HAC OyATO U HE TOBOPAT, HO MOBTOPSAIO Tebe, 9To
5TO CyIas JI0Kb, ¥ MBI IOZ03PEBAEM, UTO OHA caMa IIpo cebd 3To nuer larapuny©.

I'JIymkoBCKUM, OCYIIECTBUBIINU He TT034Hee 1820 rofja mocTaHOBKY «Paysisa»
B MOCKBe, BbIJIEJIIET 3TOT CIIEKTAaK/JIb B «BocromMuHaHusax GajieTMenicrepa» Kak
OJWH U3 JIyumux 6asieToB Banbpbepxa u jo0aBIiserT:

Croket aToro Oasiera B3AT U3 U3BECTHOM OIEPHI OIHOTO Ha3BaHUA ¢ O6ajseToM, MO-
craBJyieH IT. Banpbepxom u OriocToM, a My3bIKa TaKKe B35ITa U3 OIEPhI, apaHKUPOBAHA
1 nepecounHe”a KaBocoM. <...> B aTom 6asieTe TaHIIbl Ype3BbIYAalHO yMECTHBI; HAIIPU-
Mep, B | akTe, Bo BpeMs cBajibObI Kapiioca ¢ AHHETOMN, MOKHO TaHIIEBATh CKOJIBKO YTOHO;
BO BpeMs TYpHHUPA MO>KHO COCTaBUTH TAK)Ke BeJIMKOJIENIHbIE TAHI[bI U3 IIPUIBOPHBIX Ka-
BaJIEPOB, /1aM U maxkel fBopa Payns; nake cama M30pa MoXKeT TaHI[OBaTh ¢ KaKUM-HU-
Oyzb KaBajiepoM, NMPUEXaBIINM Ha MPa3HUK K Paystio, win ¢ gamamu. HajgobHO oTAaTh
crpaBe/yIuBOCTh Basibbepxy u Oriocty, uTo 6asieT ObLT MU COCTaBJIEH MPEKPACHO. <...>

7 HapoimikuH A. JI. (1760-1826) — aupekTop VMnepaTopcKux TeaTpoB ¢ 1798 1o 1819 rossl.

8 Kostocona (B neBuuectBe Heénosa) E. 1. (1780-1896) — pycckas 6ayepuHa.

9 Ceménona E. C. (1786—-1849) — pycckas OayepuHa.

10 BeposaTHO, U. A. T'arapus, cynpyr 6anepuns! E. C. CeménoBoil. Banvbepx U. H. 13 apxuBa 6aneTmen-
crepa. [lneBHuku. [lepenucka. CrieHapumn. 2-e usf., uctp. CI16.: Ilnanera My3ssiku; Jlaas, 2010. C. 142.
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Esrenus lBanosHa KosiocoBa B posu V30pe! ObLIa IPEBOCXOAHA, M OCOOEHHO B KOHIIE
4-ro akra'l.

BocnomuHanue I'JIyIIKOBCKOTO COAEP>KUT HECKOJIBKO II€HHBIX, HO OTYaCTU
IIPOTHUBOPEYUBHIX (DAKTOB /IJIsI BOCCTAHOBJIEHHs ucTopuu Oasera. B wactHOCTH,
OH yKa3bIBaeT, UTO CIOKET OCHOBAH Ha JINOPETTO M3BECTHOU OJTHOMMEHHOU OIle-
pbl — 0e3 coMHeHUH, peub uzet o «Payne Cunss 6opoga» I'petpu (1789). My3bika
OIlephI, TI0 ero CJI0BaM, «apaHKMpPOBaHA U MepecounHeHa» KaBocom s Gasera.
C Touku 3penus [JIymmkoBcKoro, xopeorpaduio crieKTakisa Baapbepx n3HaYaIbHO
coszaBaii B cotpyzHuuecTBe ¢ [Iyapo. OfHaKO B IUTUPYEMbBIX BOCIIOMUHAHUAX TO-
BOpHTCs 0 OasieTe B UeThIpeX JeNCTBUAX ¢ Ha3BaHUEM «Paynb CuHsst 6opoaa, win
TaMHCTBEHHbBIN KaOWMHET» — KaK HaM U3BECTHO, 3TO 3arJIaBUe U JOTIOJTHUTETbHBIN
aKT MOABJIAIOTCA TOJBKO B 1820-€ TO/ibl.

Kputnueckoe MHeHHE 00 OHOW M3 MO3AHEUIINX MOCKOBCKHX ITOCTAHOBOK
«Payssi» ocraBui pycckuii nucatesib 1 MemyapucT Cepreil TumodeeBruy AKCakoB:

Komenusa «Mackapaj» HUUYTOXKHA U ObLIa pasbirpaHa, Kak OOBIKHOBEHHO Pa3bl-
I'PBIBAIOTCS OHOAKTHBIE (PpAHITY3CKHE KOMEAUNKHU, TIOCTaB/IsseMbIe B Hauajle CIIeKTa-
KJIeH Ui cbesia myosuku. « Paysis Cunsist Boposia», HecMOTpst Ha JaBHOCTb, U30UTOCTb,
TaK CKa3aTb, CBOEr0 COJlep:KaHUs, BCe-TaKU ero HUMeeT, a IOTOMY CHOCHee JpyTux. JleT
COPOK YK€ HauvaJu IedaTaTh Ha Pycu, 1oji iMeHeM JIeTCKHUX BOJIIIIEOHBIX MMOBECTEH,
Ha QpaHIly3CKOM U PYCCKOM SI3bIKaX O/THY KHIKKY, JIJIS JIETEH JTarkKe HETPUJIMYHYIO, T/1e
mexnay «Kpacaout Illamoukoii», «CeMUMUIBHBIME camoramu» U «Tpems cecTpamu»
Haxongutcs u «Paynbp Cunssa bBoposa»: urak, komy oH He u3BecTeH? C yZIOBOJILCTBH-
€M OT/IaeM CIIPaBeJIMBOCTh TaHI[aM MOCKOBCKOTO TeaTpa; HO TaHI[bl HEe TAaHTOMHMA,
a MaHTOMHMa, He JIOBeJ/IeHHAs /0 BEICOKOU CTEIIeH! COBEPIIIEHCTBAa — O0JIee YeM CKy4-
Ha: ['fosutenb u Puiap/, Kak TAaHIOBIUKY, OTJIMYHBIE aDTUCTHI, 8 KAK MUMHUKH — BECh-
Ma oObIKHOBeHHHBI. ['[ocionu]-H ®nepu, apuBmmiicsa Paysiem, IprUHAAIEKUT K 3TOMY
A&Ke paspany <...>. Ftak, kakoe ZiedicTBIe MOT IPOM3BecTH Bech baner?.. Ckyky!'?

ATO Cy»XJieHue, BEPOATHO, OTHOCUTCA K MOCKOBCKOU ITOCTaHOBKe 1831 rozaa
— 3aMeTKa AKCakoBa BIIepBbIe OIyOJIUKOBaHA B 1832 roay, cjae/loBaTeIbHO, B Mae
STOTO I'0Jia CIIEKTAKJIb BCE eIlle UCIIOJIHAIICI S,

ITo HECKOJIBKMM UCTOYHUKAM MOKHO YaCTUYHO BOCCTAHOBUTDH UMEHA UCII0JI-
HuTesiel u opopmureseit «Payssa» nerepOyprckux 1 MOCKOBCKUX CIIEKTaKJIeN pas-
HbBIX To/10B (cM. Tabauuy 2)*4.

1 Faywkosckuil A. I1. BocomuHanus 6anermericrepa. JI.; M.: MckycerBo, 1940. C. 184, 186—187.

2 Axcaxos C. T. «Mackapan». «Paynp Cunsisgs 6oposia». «IlIBeiniapckas MosogHuIa». «JloManraui ma-
ckapaz» // Cobpanme counHenuii B 4 1. M.: TXJI, 1956. T. 3. C. 588-590. C. 588—589.

3 InTepecHO, uTo 18 anpess 1832 roxa B I[lerepOypre craBuiics 6anet «IlIBefinapckas MOJOYHHIA», BU-
JIIMO, Ha CIO?KET BOZIEBUJISI, O KOTOPOM ITHUIIIET AKCAKOB.

4 TabsuIa cocTaBjieHa B OIIOpPe Ha cieaymomine uctounuku: Axkcaxkos C. T. «Mackapan». «Paynp Cunsas
6opona». «IlIBeinapckas MosoUHHUIA» . «lomamanit Mmackapaza». Cobpanue counnenuii B 5 T. M.: ITpas-
na, 1966.T. 4. C. 3—222; bopucoeaebexuil M. [Iponutoe 6aneTHOro oTAeaeHus [leTepOyprckoro TeaTpaib-
HOTO YYMJIHIIA. MaTepuasibl 110 UCTOPUM pycckoro bastera. JI.: Mzganue JITXY, 1939. T. 2. C. 286—-287;
Banvbepx U. H. Payns Cunsas bopoaa, i OnacHocTs sirobombiTerBa. CI16.: Tunorpadus Mmmeparop-
CKOTO TeaTpa, 1807; Baavbepx H. H. 13 apxuBa banermeiicrepa. /[HeBHUKU. [lepenucka. CrieHapuu. 2-€
usg., uctp. CII6.: ITmanera Mysbiku; JIanb, 2010. C. 142.

19



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 202 4/ 8 ( 2)

Tabauua 2. CBesieHUs 00 UCIIOJTHUTEIIAX U 0opMUTesax banera «Paynb Cunss 6opoaa»

1807, CII6. [W.] Bysauu (Paysis), Kosocosa (M3opa), [B.] Imagsimes (Mapkus Ka-
pubac, 6pat 13ops1), [Tyapo (Bepsku), [A.] I'puropses (Ocman), JItoctux
(PKak), [Ex.] Cazonosa (?Kanera)

1808, MockBa Kosocosa (130pa)
1823, 8 auBaps, CII6. Hcromuna (M3opa). «Hosble nexoparuu Kanonnu u Tozesuu. CpaxkeHue
(typaup) 'ombypoBa»

1823, 17 nekabps, CI16. | Kosiocosa (M3opa)
1832, 27 mas, MockBa [b.] ®nepu (Paysnp), [®.] T'rosnens (M3opa), [2K.] Pumapa (Bepxmn)
1837, 25 mapra, CIIO. [M.] Hrop [HoBunxkas] (M3opa)

Kaxk coobmraetr Bepa MuxaiysioBaa Kpacosckasi, B 1808 roay Bunueniio I'ase-
ortu (Tomazesnu), 6anermericrep KoposeBckoro teatpa /lanmu nocraBui B Ko-
nenrareHe Oasner «Posbd Cunsasa Bopoga» Ha mysbsiky Kitayca Illania, mosaras,
YTO 3TO ObLIa TIepBas OaseTHas nepepaboTka onepsl I'peTpu. «3acay:KUBaeT BHU-
MaHUs, — MUIIET UccaeaoBaTesb, — 4To B 1815 roay M. U. Banpbepx mocraBumi
B IleTepbypre mantomMumHbIi 6aset “Paynp Cunsis boposaa, nwiu HakazanHoe Jjto-
OOMBITCTBO”, B3SIB MY3bIKY onepbl ['peTpu ¢ My3bIKaJIbHBIMH BcTaBKamMu KaBoca»
[5, ¢. 243]. Ho, cyas 1o nmpuBeeHHBIM HaMU CBeeHUsIM, OaysieT Banbbepxa 1men
B [leTepOypre y:xe B 1807 roay, a 1 ¢peBpasisa 1815 roza Ha ciieHe MapuUHCKOTO Te-
arpa craBuiachk omnepa I'perpu «Payap Cunsist 6opoga» ¢ 6baneramu Baabpbepxa’™.

«Xens3u u Tao, uau Kpacasuua u uydosuue»

Komuueckas omepa-6aser I'petpu «3emupa u Azop» (1771) crajia UICTOUHHU-
KOM CIOKeTa «0O0JIBIIIOr0 KUTAalCKOTro OasieTa» B UeThIpeX JieHcTBUAX «XeH3u 1 Tao,
wiu Kpacasuria u gyzioBuite» (1819), mocraBieHHoOro /[uyio Ha My3bIKy AHTOHO-
smau. Oniepa counHeHa Ha jubpetro K.-®. MapmoHTess, obpaboTaBIiero ckas-
Ky Kauusi-Mapu Jlenpenc e bomon «Kpacasunia u Yyzosuie». OHa cTaBuiach
B Poccuu ¢ 1774 roga v umeria O0JIBIIION yciiex. MOTHBBI CIOKETa, XOPOIIIO U3BECT-
HbI€ 0T€YEeCTBEHHOMY UUTATEJNIO 10 CKa3Kke AKCaKOBa « AJIEHbKUU IIBETOUEK», KaK
M3BECTHO, BO3HUKAJIM B CAMBIX PA3HBIX COUMHEHUAX €BPOINEUCKOH JINTEPATYPHI.
Kaxk yoexxnaemcsi, «XeH3u u Tao...» CHOBa CTaBUT IIepeJ] Hccyle/loBaTesieM ImpobJie-
MYy OIIEPHBIX «IIepepab0OTOK», HEOAHOKPATHO BO3HUKAIOIIHMX B PEIEPTyape PyCCKO-
ro Teatpa [6].

C 1776 ropa ontepa I'perpu «3emupa u A3op» uwia B JOHZOHCKOM Koposies-
CKOM TeaTpe XelMapKeT, a B 1797 TO/ly IIOCTAaHOBIIIUKOM U HCIIOJTHUTEIEeM OaJie-
TOB B 3TOU omiepe 6bL1 J[uu10 [5, ¢. 310]. Elle ofHa BETBB CIOKETA BeJIETCS OT COO-
ctBeHHOTO Oasiera Jlniio « Kensu u Tao», moka3aHHOTO B TOM »Ke TeaTpe 14 Masi 1801
rozia'®. TIyIIKOBCKHIA Tak XapaKTepusyeT 5T0 courHenue: «“Xensu u Tao”, 6aser,

15 Kopowcenvsiny T. B. XpoHosoruueckas Tabsmna // Victopust pyccKoi My3bIKU B 10 ToMax. M., My3bIka,
1986.T. 4. C. 377.

16 TTo cBemenusm JI. JI. biok mocraHoBka cocrosiyiachk B 1797 roay. Cm. baox JI. /]. Knaccuueckuil TaHeIT:
HUCTOpUS U coBpeMeHHOoCTh. M.: VckycceTBo, 1987. C. 298.

20



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 202 4/ 8 ( 2)

10 COJIep>KaHUI0 U 00CTAaHOBKE COBEPIIIEHHO OTJIUUYHBIM OT TOTO, KOTOPBIM OH IO-
craBu B [leTepOypre, 3auMCTBOBAB CIOJKET U3 cKa3ku “KpacaBuria v ayz1oBuiie” »*7.

KpacoBckas cripaBeijiuBO yTBepXKJaeT, UTO Jjid Bepcuu 1819 roza luaio
«COXPaHWJI TOJIBKO MECTO JIeHCTBUS — cKa30uHbIM Kurtaii», a cam crokeT ObLI 6J1U-
30k omepe I'perpu [5, c. 320]'. B uem e 3aK/II09AINCh OTIMYUA MEXIY JBYMS
6aneramu Jlumio'® ¢ moxokuMu HazBaHUsSMU? Ham ymajioch pa3bicKaTh U CpaB-
HUTH CIOXKEeTBI JIOHJIOHCKOTO JubpeTTo «KeH3u u Tao» Iumio u mnetepOyprckoro
ubperTo «XeH3u u Tao».

Ha tutynsHoM nucte « Kensu u Tao» uurtaem (cMm. Haarocmpauuio 5):

Bospiioli kurtaiickuii 6asier B Tpex aAedcTBusx. CoumHeHHBIH T.[ocnmoamHoM] Jlujiio
U BIIEPBBIE IOCTABJIEHHBIN IS OeHeduca MajgaM XUuIurcoepr, B 4eTBepr, 14 Masa 1801 roza,
B KoposteBckom Tearpe Xerimapket. JlonnoH: HanevyataHo [y] bazuisa u bperresur, I'peit Yuna-
MILI-cTpuT. 18012°.

K coxasiennio, B IMOPETTO HE YKa3aHO UMA KOMIIO3UTOPA, OJHAKO UMEIOTCA
cBeJieHUs, uyTo 9T0 6611 Ueszape boccn — MOCTOAHHBIN JIOH/IOHCKUY coaBTOp 1110
[5, c. 320]%!. IIpeacTaBUM CUHOIICHUC CIOXKETA, MMyOJIUKyeMbIN BIIEPBHIE:

ITepBoe aeticTBue 6ajsieTa MPOXOAUT B cazax Ukoy-kaHa, kutalickoro MaHiapuHa.
Uskoy-Kan BeiztaeT 3amy»x go0ub KeH-3u 3a cBoero odurepa Tao. CobpaBiiuecs paayoT-
cs1 COBBITHIO, TIO3ZIPABIIAIOT ceMblo. JIumb Mo-xa, Apyrad soub UKoy-KaHa, B HEYaIH.
Ona Bmo6siena B Tao U fymaer, Kak UM 3aBjaazeTsb. Tao, 3aMeTHB NpUTA3aHUA Vo-xa,
IPUHUMAET pellleHHe yexaTh B CBOM BiajieHusA. Bo BTopom zeiicrBuu Mo-xa ¢ compa-
tamu HacturaeT Tao ¢ Ken-3u u ux cBury B jecy. HaunHaercs 6yps, BO BpeMs KOTO-
PO 3aBsA3BIBAETCS CXBAaTKA MEXK/TY JIIoAbMu Tao u No-xa. Tao norajaet B IieH. KeH-3u
U HeBOJIbHUK Opo cremaTt eMy Ha momoIlb. Tpetbe AelicTBUe — pa3BA3Kka. Tao ¢ u3-
yMJIeHHeM obGHapyKuBaeT cebs B KoMHaTe [0-xa, KOTopas IBITAaeTcs ero co6Ia3HUTh,
a 3aTeM CWiIou npuBjeyb K cebe. Ken-3u ornpasssger Opo K OTIy 32 IOMOIIbIO, a caMa
TIlepeoieBaeTcs coMaToM, oxpansaomuM Tao. ['epoii cToiiko oTBepraeT npuTA3anus HMo-
xa, Torja oHa Opocaercs Ha Tao ¢ KMHXKAJIOM, a 3aTeM IIBITAETCA OTPABUThH ero. KeH-31
IBAKABI criacaeT my»ka. Ha mopore nossiisiercsa Y:koy-KaH, Mo-xa packauBaercs. baner
3aBepIIIaeTcs BCEOOITUM ITPA3AHUKOM C WUTIOMHUHAIINEN B KUTAUCKHUX CaJIax.

BeposiTHO, B JIOH/IOHCKOM CIOKeTe cBs3b ¢ «KpacaBureit u UymoBuiem» yc-
MaTpHBaeTcs JIMIIIb B 00pase He/[o6poil 3aBUCTINBOM F0-Xa, IpensaTeTByIommei cua-
CThIO cecTpbl. DAaKTHYECKH JIBa CIIEKTAKJISI Xopeorpada oO0beUHSIIN TOJIPKO IMeHa
BEJIIITUX MePCOHAXKeN, KUTalcKas CTUINCTUKA U Ujles HPaBCTBEHHOIO II0/[BUTA Te-
POMHH, criacaroIei Bo3aooaeHHoro. O6 UCIoIb30BaHUM OTIEPHOTO clokeTa Jlu/1o
co00IIIaeT B IpeArCJI0BUU K OaeTy 1819 roya: «CTpaHHO, MOKeT ObITh, IOKaXKeT-

7 Inywkosckuil A. I1. Bocnomunanus 6anermericrepa. C. 189.

8 ABTOp KHUTU NIPUBOIUT KPaTKyto nutaTy u3 KHUru M. I'. CBU(T, U3 KOTOPOH ACHO, UTO CIOKETHI Oasie-
TOB aOCOJIIOTHO pa3HbIE.

19 TlepeBo/ ¢ AaHTJTUHUCKOTO SI3bIKA BBIIIOJIHEH ABTOPOM CTAThH.

20 [Didelot Ch.-L.] Kensi and Tao: A Grand Chinese Ballet, in three acts. Composed by Mr. Didelot, and
performed, for the first time, for the Benefit of Madame Hilligsberg, on the Thursday, the 14th of May, 1801,
at the King’s Theatre, Hay Market. London: Printed by Basile and Brettell, Great Windmill-street. 1801.

21 }0. 1. C1oOHMMCKHH yKa3bIBaeT B KauecTBe aBTOpAa My3bIKU OasieTa B Bepcuu 1801 rojia KOMIIO3UTOPA
®enepuun [7, c. 224].
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KENSI
T A O:

A Grand Chinese Wallee,

IN TIHREE ACTS.

COMPOSED

cA, 4TO S TepeMeHWJ Ha3Ba-
HHUE CTOJIb U3BECTHArO CIOXKe-
Ta, KOTJ]a YBUJAT Ha CIl€HE TOT
’)Ke, yTo 3emupa u Azop». Ho
ObasermelicTep MeHseT WMeHa
U MECTO JeHCTBUA: «4ToD 00-
Jiee pa3HO00pasuTh 3GEPEKTHI
JleKopaIuii U KOCTIOMOB, 4TOO
He Bcerjia IpeAcTaBiATh Ily-

OJINKe OZHE U Te »Ke JIUIA, OJHU

By Mer. DIDELOT,
n Te XK€ BHUAbI, A I/I36pa.)'[ PoA

AND PLRH,R\:;?:]:::E;::: FIRST TIML, KHTaﬁCKHﬁ » 22. HOBBII-;'I 6a]IeT,
MADAME HILLIGSBERG, «counHenHblit Iocnopuuo]-m

ON THURSDAY, TIIE 14tk OF MAY, 1501, -Z[Hfmo»’ CTaBWJICA B YE€TBIPpEX
IefCTBUAX; KAaK CKa3aHO B JIU-

KING's THEATRE, operro, «My3bIKka cou.[uHeHuUs ]

S - I'MocioguHa] AHTOHOJIMHY, Je-

kopanuu I'r.[ocion] KoHomrru,
Toszesnu u KonziparbeBa; Maliu-
Hbl I'[octiosiu |-Ha Bropce; KocTo-
Mbl I'[ocnmogu]-Ha bBabunm»>23.
— Ha obopoTe THUTYyJIBHOIO JIHMCTA
S, PRk AL FRARE, GNERE WRANETSSETNIRES ' OTMeYeHA 1aTA MPOXOKIEHHS
IeH3yphl: «ABT.[ycT] 28 HSA,
1819 roma». Tem cambIM IIOA-
TBEPIKaeTcs faTa IPeMbEPHOTO
Hanoempayus 5. rokasa 6asiera — 30 aBrycra 1819
Hupnno HI.-J1. JIubperro 63.716;1‘3 «Kensu u Tao», 1801. 1onq g Bosbpimom Teatpe Ilerep-
TuTyIbHEI THCT 6ypra. Kak u messlii psag Gase-
TOB /11710, IOCTaHOBKA ObLIa TPUYypOUEHa K Te30MMEeHUTCTBY Asiekcanipa I. Pou
rucnosHsiu AHToHUH (Tao), HoBunikas (Xensu), ITyapo (®rom-I'oam, orer; XeH3H)
u npyrue. Ha cuene Jloma IlamkoBa «XeHn3u u Tao» miesn 11 oktsabpsa 1828 roga
¢ bepTpaH-ATpIOKC B IJTaBHOU POIU>4.
O mmocraHOBKe OasieTa IMUIIET PYCCKUH ITucaTesb U ipaMarypr [Iumen Huko-
JlaeBUY Aparios:

1801.

30 amrycra /[uaja0 mocTaBUJI BOJIIIEOHBIN OasieT B KUTAWUCKOM POJE, B 4 JIEHCT.
[Buax], Xensu u Tao, win KpacaBuIla U YyZOBUIIE, CIOXKET KOEr0 3aMMCTBOBAH U3 U3-
22 [ /Tudno I11.] Xen3u u Tao, uiu KpacaBuna u uyzosuiie. CII6., B Tunorpaduu MiMnepaTopcKux TeaTpos,
1819. I'TIUB, mudp: 106 3/70, uus. N° 1374959. b. 1.
23 Tam xe.
24 bopucoeaebckuil M. TTponwuioe 6aieTHOro oT/iesieHus [leTepOyprcKoro reaTpaibHOTO yurauia. Mare-
pHaJIBI TI0 KCTOPUH pycckoro basera. JI.: Mzmanue JITXY, 1939. T. 2. C. 293.
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BECTHOM cKka3ku 3emupa u Azop. baseTr 3ToT 6pU1 U3 caMbIX 3aMedaTeIbHBIX U CTOUII JI0
20.000 py0.[s1eti] acc.[urHAITUAMU |; My3BbIKY COUMHII AHTOHOJIUHU; CEMb HOBBIX JIEKO-
panuii Hapo4Ho 1A Hero Hamucaubl Kanomnnw, Tozemu u KaHpaTbeBbIM; KOCTIOMBI
babunu 6bUIN OYEHDb BEJIMKOJIENTHBI U COOTBETCTBOBAJIA BOCTOYHON POCKOIIIH; MAITUHBI
6npLTH paboThl Bropce, a 6yradopckust Bemu HaTtbe. I1epBoe mpesicTaBieHue 3Toro 6ase-
Ta OBLJIO JOBOJIBHO KOH(MY3HO, OT IIPOUCIHIEAIIEN OITNOKY B IIepeMeHe JeKopaIluii: cam
aBTOp, /lu10, GBI TOMY BHHOIO: OH, CTOSI 3a KyJIUCAMH, ITOZAJI IBa CUTHAJIA CBUCTKOM,
TaM, T7ie-0bl 3TOTO He CJIEJIOBAJIO; HATYPaJIbHO, YTO, IPYU YaCTOU CMeHe JIeKOpaIluii 3aHa-
BECHI ITePEIyTATUCH U TPOU3O0IIIESI HEKOTOPBIN Oe3MOPS0K; HO 3a TO BTOPOE U IMOCTIENY-
IONUST TTpe/icTaBIeHus1 XeH3: U Tao 1M MPEeBOCXO/THO; TJIaBHBIS poJiu 3aHuMatu: Ho-
Bunkas, AHToHuH, OrtocT, [llemaeB 6osbi.[uii], [osbi, JIrocTux, d6eprapy, JlobaHOBa,
ApTeMbeBa; a cepasib COCTABJISAIM BCE TIEPBhISA TAHIOBIIHUIBIZD.

[JTyImIKOBCKUM PacCKa3bIBAET O « KUTANUCKON 0OCTAaHOBKE» CHEKTAKJIA:

B aTOM GaseTe 3puTesb BUAUT HE OJTHU XOPOIIIHE JEKOPAIINHU, MAIITUHBI M KOCTIOMBI,
HO BMECTE C TEM IIPEJIECTHBIE KUTAHCKIE XapaKTEePUCTUUECKUE TAHIIBI C BOJIAHAMH, 30H-
TUKaMU, KOJIOKOJIBUMKAMU U PAa3HOIBETHBIMHU (poHAPAMU. XOTH B 3TOM Oajiere He ObLIO
TaKk MHOTO OHapel ¢ OTHAMU, KaK B APYTUX MNO3HENIINX KUTANCKUX OaseTax, — Kak,
HanpuMmep, B “Kua-Kunre”, — 3aTo B HEM Be3/ie TPOCBEUUBAJI 37[PaBbI CMBICIT U OBLIO
GoJee kapy B IAHTOMMME U B TAHIIAX> .

[IpeacraBuM JIJIA CpaBHEHUS CUHOIICHCHI CIOKeTOB — omephl I'petpu®’ u Oa-
sera Tuaio (Tabauua 3).

Tabauua 3. CpaBHEHUE CHHOIICHCOB CIOKeTOB onepbl I'petpu «Payss CuHsist 6opoga»
u 6asera J{ugio «Xeusu u Tao, wyim KpacaBuna u Yygosurie»

Omnepa «3emupa u A3op»

baner «Xens3u u Tao,
ninu Kpacasuna u Yygosuie»

[Tepcus, 6eper OpMy3CKOTO 3a/TBa

Kuraii, KoposectBo Jlaockoe

I. Kyniery Canziep u ero ciryra Asiy nonaiu
B Oypro. Bganu BujileH 3aMOK, IIyTHUKH
UIIYT TaM HOo4JIera. 3aMOK IIyCT, HO CTOJI
HakpbIT. [Tocsie 06esra CaHziep cpbiBaeT B
cazy po3y Ajd miajuen gouepu. [losas-
JisieTcs gyauire Azop (MIPUHIL, 3aK0JI0-
BaHHBIH Qeell), yrpoxkaet CaHaepy cMep-
Th10. OTIIyCKaeT ero C yCJIOBUEM IIPUCIATh
OJHY U3 Jlouepel, OTHpaBJifAsA TOCTeU
B IIyTh Ha o0JjIaKe.

I. Joup Prom-I'oama XeH3u ¢ yTpa 3aHUMaeTcA XO-
3arictBoM. [Ipubsmkaercs cysran Tao co cBoeii cBU-
Tou. OTel AeBYIIKY, 3HAA XapaKTep CyJITaHA, BEJIUT
e cupaTarbeA. CyaTad co CBUTOU Npas3/iHyeT B JIECY
yaaunyto oxoTy. [ IpuBuge noma @rom-I"oama oHIpu-
Ka3bIBaeT MPUBECTU BCIO CEMbIO M XOUeT OCTAaBUTh
B cepasie XeH3H, a OTIIa Ka3HUTh. Bosrmeonua Kama
3a Bce 3JI0/leAHUsA IpeBpaimaer Tao B 4UyaoBUIIE
¥ MepeHOCUT B cBou yeproru. Cnacasch OT CyJiTa-
Ha, O1om-I'oam, XeH3U 1 HEBOJIbHUK TH yIIBIBAIOT
Ha KopabJre.

25 Apanos I1. Jletontuck pycckoro Teatpa. CII6.: Tunorpadus H. Tubnena u kom., 1861. C. 280.
26 I'nywkosckuil A. I1. BocnomuHanus 6anmermericrepa. C. 171.

27 Marmontel J. F. 3emupa u A3op: 3penuiie pendeckoe, ¢ My3bIKOI0 1 Oaseramu; / B ueTbipex JieficTBU-
X U B cTuxax r.[ocnoauna] Mapmontessi; Myssika r.[ocnioguHa] I'perpu. IlepeBesieHo ¢ dpaHIiryckaro.
CII6., [Tun. Mop. kazert. kopiyca], 1784. C. 68. PHB, mudp 18.131.6.73.
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II. 3emupa, ®atuma u Jlucobe KAyT OTIIA.
Canzmep mpubObiBaeT ¢ momapkamu. OH
TOTOBUTCSI BEPHYThCA B 3aMOK A3opa.
Bmecro Hero oTmpaBsigerca 3eMupa.

II. Kopabap ®Prom-I'oama crout B mopty. Kymerp
Kunr-Tao npuanmaer otma XeH3W MO-APYKECKHA
U TOTOB IIPOBOJAUTH B IUIaBaHue. Ho HauuHaerca
ITOpM, KOpabsib pazbusaercsa. ®iom-I'oam mpocur
y Kunr-Tao nputora, ToT oTKasbiBaer. [Ilyrauku Ha-
OpenaioT Ha 3aMOK B JIeCy.

ITI. 3emupa B 3aMKe, rie UCIIOJIHAETCA
sr0boe ee jkemaHue. A30p BIIIOOJIAETCS
B ZieBy1IKy. [Ipu Buzie ero 3emupa criepna
JINIIaeTcs YyBCTB, HO 3aTeM IPOHUKAeT-
cA coctpasanueM. OHa MeuTaeT yBU/IETh
oTIa U cecTep. A30p OTIycKaeT 3eMUpy,
HO IIPOCUT BEPHYTHCA /10 3aX0/ia COJIHIIA.

III. B 3aMKe HaKpHBIT CTOJI, X035€B He BUAHO. Iloa-
kpenusmuch, Pom-I'oam cpbiBaeT i J04uepu
po3y. Bce wmepkHer, mokasbiBaeTcd Yymosuiie
(Tao). B 3Hak MIneHHUs OCTaBisAeT y ceOs XeH3H.
JleBy1ika TpemneleT OT cTpaxa, HO Tao mpusHaert-
Cs1, UTO JIIOOUT ee W He MPUYNHUT HUKAKOTO BpeJia.
Bo cue Kama asiger Xensu Uyzosuille, IpeBpaTUuB-
meecd B IIpuHna. Ho 510 inib coH. XeH3U IIPOCUT
Tao moBuAATHCS C OTL[OM.

IV. 3emupa BcTpeyaercsi ¢ POJTHBIMU, HO
OTell He XOUYeT OTIycKaTh ee. OHA BO3-
BpalllaeTcsi K yMUPAIOIeMy A30py IOCIe
3axo/ia COJIHIIA, UIIET €r0 U MPU3HAETCS
B yiroOBHU. KapTuHa nmpeobpaskaercs, Iie-
pe/l Hell pacKoJIJIOBAHHBIN IIPUHIL B BOJI-

IV. Tao B oTuagubu. Kama nokassiBaeT emy XeH3H,
TAHITYIOIIYIO B IoMe OTIa ¢ IoHbIM 3amTu. OH O6po-
caercs B Jjiec. XeH3W HaXOAUT ymupamwiee Yy 0Bu-
1e ¥ MpU3HaeTcs eMy B JIt00BU. Tao mpeBpartmaercs
B [IpuHIa, BoieOHUIIA COEAUHSET BIIOOIEHHBIX.
[Ipa3aHECTBO OKAaHUMBAET OasIeT.

mebHoMm B3amke. Ollepa 3aBepIaeTcs
TpuyMdoM JIF0OBHU.

OueBUIHO, UTO MPOU3BEAEHUSA HAUYMHAIOTCA C Pa3HbIX 3MU300B. B omepe
I'perpu orery 3eMupsl cpasdy OKa3biBaeTcA Bo3Jjie 3aMKa Uyzosuina. Jluia0 OTKpHI-
BaeT OaJsIeT CIIEHOU Mpa3/HECTBA CYJITaHa, I/ie TTOKa3aHbI 3/10/iesiHUsA Tao, 3a KOTO-
pble ero HakasbiBaeT ¢ed. Tak:ke OH BBOJAUT BIU30/ IIyTeIIeCTBUA repoeB Ha KO-
pabite u BcTpeuy ¢ Kunr-Tao, 3aHumaronue Bce BTOpoe feiicTBre. basermericrep
HCKJIIOYAEeT KapTUHY BO3BpallleH!s XeH3U JOMOU K OTIyy. JIuiib es, UCObIThIBASA
Tao, mokas3pIBaeT €My JeBYIIKY, TOTOBYIO IIPUHATH yXa:KUBAHUA 3aMTH.

WuTepecHo, uTo {1110, B OTJIUYHME OT JIOHIOHCKOU ITIOCTAHOBKH, OTKa3bIBAET-
cs B 6asere oT cectep KpacaBuibl — OHU y4acTBYIOT U B CKa3Ke, U B oniepe I'peTpu.
[Tpu 5TOM B CIOKETE aKTUBHYIO POJIb UTpaeT BoleOHuIa Kama — mokpoBUTEb-
HUIa XeH3U, BJIACTHO pacropsAuBIIasicsa cyapooi Tao.

Wtak, 6aseT MOXKHO MPU3HATH CIOXKETHOU TpaHCKpumipen omnepsl ['perpu:
dabysa coxpaneHna, HO U3MeHEHBI 0OCTaHOBKA U ApaMaTyprusi, 100aBJIeHbI HOBbIE
BIIN30/1bI, CKOPPEKTUPOBAHBI 00PAa3bI.

JIubperro «Xensu u Tao», Kak 3TO ciay4yaercs y w0, HAIOJTHEHO «My3bI-
KaJIbHBIMU» KOMMEHTAPHUAMU, OTChUIAIOIIUMHU, B YACTHOCTH, K HEU3YUYeHHOU HaMU
MapTUType AHTOHOJIMHH: «...3ByK POTOB U MHCTPYMEHTOB BO3BeIIaeT IpUbIImKe-
Hue CynraHa Tao, Bo3Bpalammarocs ¢ 0xorel»; «OauH Tu Bce elle He yCIIOKO-
WJICS; OJTHAKO JKe, 10Opoe BUHO ero o0oApsieT <...> OH CTAHOBUTCS BECEJT; JIFOTHS
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HaxoAuTes 6113 ero; oH 6eperT ee, U TaHIys, aKKOMIaHUPyeT cebe, 9To6 TeM pasBe-
cestuthb ocrioy; cBomx»28,

[IpUroBop KOMIIO3UTODY, ABTOPY MYy3bIKH 6ajieTa, eJUHBIM POCYEPKOM IIepa
noznucas B cBoel pabote A6pam AkuMmoBuY ['ozeHmy:

B “Xensu u Tao” mos3us BOJMIEOHON CKA3KH OAyXOTBOpPeHa (GHUI0CODCKON MbIC-
Jp10. 11 camoe yaIuBUTETBHOE, YTO 3TO OBLJIO JOCTUTHYTO OasieTMercTepoM 6e3 IoMOIIH
My3bIKH. TO, UTO COUMHMII, BEpHEE CKOMITHJINPOBa, AHTOHOJIMHU, 10 IPUMHTHUBU3MY
MIPEBOCXOUT Jlaske OOBIUHBIH JIJIST HETO Oe3pasioCTHRIN YpOBeHb. My3bIKa B 3TOM OasieTe
MOTJIa CJIY?KUTH TOJIPKO METPUYECKOU OCHOBOH /I JIBUKEHUsI, HO HUKAK He OOJIbIIIE.
O XyH03KeCTBEHHBIX JOCTOMHCTBAX MAaPTUTYPhl AHTOHOJIMHYU He MOKET OBITh U peun [8,
c. 518].

K coxajieHuio, aBTOp 3THX CTPOK He J100aBjsieT HUKAKUX JI0KA3aTesIbCTB
K ckazanHomy. Ho cymiectByert u ipyroe MmHeHune. Exarepuna HukostaesHa /lysiosa,
Hceieaysl CTUINCTUKY IPeIPOMaHTUYECKOTO OasieTa, IPUBOJIUT B IIPUMEDP yAUBU-
TeJIbHOE 110 KpacoTe Andantino u3 11 neticTBust « XeH3H...» C COTUPYIOITUMH KJIap-
HeTOM U apdoi Kak oO0paszell «IJIACTUYHON U KaHTUJIEHHON MEJIOAUKH», «CKBO3-
HOU PUTMHUKH», ONPEAEIAIONINX IMO3TUKY KJIACCUUECKOW OasleTHOU TpajuIluu
[9, c. 116].
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Annoranmua. ExaBa s He miaBHass ocobeHHocTh Puxapma IllTpayca
KaK KOMIIO3UTOpA — €ro HEeCPAaBHEHHBIW Jap MY3BbIKAJIbHONW XapaKTEPUCTHUKHU.
[lepenaTh B 3ByKax OH MOTr OyKBaJIbHO BCe: KaK BeId MaTepuabHbIE
U KOHKPETHbIE, TAK U OTBJIEUEHHBIE IIPE/ICTABJIEHUSA U IMOHATHUA. [IOBBIIIIEHHOE
BHUMAaHUE K JIETAJISAIM TEKCTA, CIIEHHYECKUX CUTYyaI[uH, IIOBeIEHUS TOTO WJI HHOTO
IIepCOHa’ka OOYC/IOBJIMBAET OCOOYIO TOJBUIKHOCTD MY3BIKAJIBHOTO H3JI0KEHUS
B €T'0 OIEPHBIX IMTAPTUTYPaX. ATa 0COOEHHOCTD 00BACHSET CUJIbHBIE CTHJINCTUUYECKHE
KOHTPACTBI MEXKJIy OT/EJbHBIMU MY3bIKaJIbHO-TEATPATILHBIMH ITPOU3BEAEHUSIMU
B 3aBUCHMOCTH OT ClOJKeTa ¢ HU30paHHOTO MOJyca €ero BOILUIOIIEHUS.
C yuyeToM BO3HHMKABIIHUX 337lad B KaxkaoMm mpousBefeHun IllTpayc BcAkuil pas
co3/laBas CIeruUUECKUl Te3aypyc MY3bIKJIbHBIX CPEJICTB — CBOEro poja
xapakTepuctuueckux ¢puryp. CaMm KOMIIO3UTOP TOBOPIJI B 3TOU CBS3H O «3BYKOBBIX
cuMmBosiax» (Tonsymbole), kK KOTOPBIM OTHOCHJI PUCYHOK MEJIOAUYECKOU JIMHUU,
XapaKTEPHBIM MOTHB, 0CO00€ PUTMUYECKOE JBIM)KEHUE B CBOeOOpa3HOM TeMOpe

© Baacosa H. O., 2024
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U IpyTHE B3JIEMEHThl MY3bIKaJbHOTO H3J0KeHUsA. [Ipu 3TOM OH MOT CBOOOJHO
o0paIaThCs U K yKe CYIIECTBYIOIEMY My3bIKaJIbHO-UCTOPUYECKOMY MaTeEpHaIy,
coziep:KalneMy OITpe/ieJIEeHHbIe CMBICIOBble KOHHOTAIUU (IIUTAThI, CTUIMCTHKA
IIMChMa, TOIIOCHI, JKAaHPHI, KOMIIO3UIIMOHHBbIE TEXHUKHM HW T. I.). B umcie
XapaKTEPUCTUUECKUX CPECTB, K KOTOpbIM Ipuberas IllTpayc, Mbl BbIE/IsAEM:
1) 3ByKOU300pa3uTeIbHbIE IIPUEMBI, 2) JIEUTMOTHUBHI, 3) TOHAJIBHOCTD, 4) IIUTATHI
(kak U3 UyKUX, TaK U U3 COOCTBEHHBIX COUMHEHHUM), 5) KaHP, 6) THUI IHUCHMA,
7) CTWJIb. B craThe IIPOBOJUTCS aHAJOTHsS MEXKAY MeTOJAaMH MY3bIKaJbHOM
xapaktepuctuku IllTpayca ¥ HCIOJb30BAaHHUEM MY3bIKAJIbHO-PUTOPHUUYECKUX
buryp B smoxy 6apokko. OJHAKO ecJu pUTOpUUYECKHE (UIYPHI OTCHLIATIU
K 00JIacTH TUIIHU3HUPOBAHHOTO cojiep:kanusd, To IllTpayc co3maeT apceHas 0coObIX
XapPaKTEPUCTUUYECKUX CPEJICTB JJIsI KaKJA0T0 KOHKPETHOTO ITPOU3BEJIEHUS.
My3bIKaJIbHbIE «3MOJIE€MBI», HMEBIIHE paHbllle OOIIe3HAaUYHMBIH XapakTep,
IIpUOOpeTarT XapakTep Ccyrybo aBTOPCKUH U TPeOyIT HWHANUBUAYATILHOU
e pPOBKU.

KiroueBbie cioBa: Puxapa Illtpaye, omepHOe TBOPUYECTBO, CpeZiCTBa
My3bIKAJIbHON  XapaKTEPUCTHUKH, 3BYKOH300pPa3UTEJIbHOCTh, MY3bIKAJIbHO-
puTopuYeckure QUrypsl

g mutupoBaHuAa: Baacosa H. O. My3bikasibHaA puTopuka Puxapna
[IITpayca: k moctaHoBKe mpobsiemsbl // CoBpeMeHHbIE TPOOJIEMbI My3bIKO3HAHUS.
2024. T. 8, N2 2. C. 28—47. https://doi.org/10.56620/2587-9731-2024-2-028-047
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Abstract. Perhaps the main particular feature of Richard Strauss
as a composer is his incomparable gift for musical characterization. He was
able to convey literally everything in sounds: both material and concrete things,
as well as all sorts of abstract ideas and concepts. An increased attention to the
details of the musical text, stage-related situations, and the behavior of various
protagonist determines the special mobility and lability of musical presentation
in the composer’s opera scores. In his work as a whole, this characteristic feature
explains the strong stylistic contrasts between particular musical-theatrical works,
depending on the plotline and the chosen mode of its implementation. Taking
into account the challenges that arose in each work, Strauss each time created
a specific thesaurus of musical means — the particular characteristic figures. The
composer himself spoke in this regard about “sound symbols” (Tonsymbole),
to which he pertained the design of the melodic line, the characteristic motive,
the special rhythmic motion within the confines of a unique timbre, and other
elements of musical presentation. At the same time, he could freely turn to already
existing musical-historical material containing certain semantic connotations
(musical quotations, particular musical styles, topoi, genres, compositional
techniques, etc.). Among the characteristic means that Strauss resorted to,
the following must be highlighted 1) word-painting (Tonmalerei), 2) leitmotifs,
3) the respective tonality, 4) musical quotations (borrowed from other composers’
works and from his own), 5) genre, 6) the compositional method, 7) style.
The article draws an analogy between Strauss’s methods of musical
characterization
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and the use of musical and rhetorical figures in the Baroque era. However,
if the rhetorical figures refer to the area of typified content, it follows that Strauss
creates an arsenal of special characteristic means for each specific work. The musical
“emblems”, which previously possessed a universally significant character, acquire
purely authorial traits and require individual decoding.

Keywords: Richard Strauss, opera, means of musical characterization, word-
painting (Tonmaleret), musical-rhetorical figures

For citation: Vlasova, N. O. (2024). The Musical Rhetoric of Richard

Strauss: Towards Setting the Problem. Contemporary Musicology, 8(2), 28—47.
https://doi.org/10.56620/2587-9731-2024-2-028-047

Bgeoenue

uxapy llItpayc ObLT HaJlesIeH YAUBUTEIBHBIM JAPOM MY3bIKQJIbHOU Xa-
PAaKTEPUCTUKU B CAMOM IITUPOKOM CMBICJIE CJIOBA. DTO €/1Ba JIN He IJI1aB-
HOe CBOMCTBO ero TajiaHTa. llepenaTh B 3Bykax OH MOT OYKBaJIbHO BCe:
Kak JIroOble KOHKPEeTHBIE, Ocsi3aeMble siBjeHUs (OJiessHre OBell, JIIOOOBHBIE YTEXU,
CTPYSIILYIOCS BOJY, BOCXOJI COJTHIIA U T. JI.), TaK U OTBJIEUeHHbIE U 0000IIIeHHbIE T10-
HATUSA, OTPAKEHHbIE B HA3BaHUAX MpousBeieHn (cuMdponudeckas nosma « CMepThb
Y IIPOCBETJIEHUE» ) WU B peMapKax BHYTPU NapTUTYPHI («O BEJTUKOM TOMJIEHUU »,
«O Hayke» u Apyrux B cuMdoHHUUYecKol nosMme «Tak roopui 3aparycrpa»). Kak
OH CaM OJTHAK/Ibl CKa3aJI, «KTO XOUeT CTaTh HACTOAIIUM MY3bIKAHTOM, TOT JOJI?)KEH
yMeThb COUMHSATH MY3bIKY /Ia’Ke K MEHIO» .
B HauboJiblliell cTenmeHU 3TO CBOUMCTBO gapoBaHus IllTpayca packpnLioch
B OIlepe — IJIaBHOM >KaHpe ero TBOPUeCTBa, K KOTOPOMY OH IIPUIIIEs 3pesIbIM Ma-
CTEPOM, UMes 3a IIedaMu O0OTaThIU U yCHEeNTHBIN OIBIT CO3/JaHUS CUM(POHNUECKUX
II05M. Y3Ke B HUX OH B IIOJIHOU Mepe OTTOYMJI CBOE UCKYCCTBO UHAUBUAYATU3AIINH,
co3/1aBasi UHCTPYMEHTAJIbHbIE TIOBECTBOBAHUSA O JIUTEPATYPHBIX reposx (Maxkber,
Jlon Kyan, Jlon Kuxort, Tuib YaeHIIIUTENb), BOILJIOMAsA JUIYHBIA SK3UCTEHITU-
ayIbHbBIN ONBIT («?Ku3HB reposi», «lomanraas cumdpoHusa», « Anpnuiickas cuMdo-
HUsA»). [Ipy 3TOM OH PyKOBOJACTBOBAJICS YOeXK/IeHNeM, UTO YucTble GopMbl abco-
JIIOTHOU MYy3bIKHU cebs1 ucuepnasim, i YToObI HOJYUUTh HOBYIO *KU3Hb, JOJI?KHBI ObIThH
O/IyXOTBOPEHBI «ITO3TUYECKOH Ujieeri» — 0COOBIM 3aMbICJIOM, KOTOPBIHN MIPOSBIAET
ce0s1 Ha KOMIIO3UIITMOHHOM YPOBHE.

...Y berxoBeHa coHaTHas ¢opMa paclIMpuiIach /10 mpeaesia — y AHToHAa bpykHepa
<...> OoHa (paKTUYECKU pa3pyuInaach, o0co0eHHO B GpUHAIaX — a y ero SIUTOHOB U 0CO-
6enHO y Bpamca crasa mycToil 0007109KOH, T7ie yIOOHO Pa3MemaTcsl TaHCITUKOBCKUAE

1 [Tut. mo: I]getie C. Buepamuuii Mmup: Bocnomunanus esporeiina. M.: Barpuyc, 2004. C. 295.
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3BYKOBBIE KJIHIIIE, /IJIS1 CO3/IaHUs KOTOPBIX TpeOyeTcs cOBCEM HEMHOTO (paHTa3UM U MaJIo
JIMYHOTO TBOpUYeckoro yvyacrud. Orcoona y bpamca u bpykHepa CTOJIBKO ITyCTOCTIOBUA,
0c0o0EHHO B ITepex0/IHbIX pasziesiaX. HoBble MbICIIU JIOKHBI MCKATh cebe HOBbIE GOPMBI —
9TOT OCHOBHOU JIUCTOBCKUU IIPUHITUI B IOCTPOEHUU CUM(POHNYECKUX COUUHEHUH, I7ie
IoaTHUYecKas uzes JeHCTBUTEIBHO OJJTHOBPEMEHHO CTaHOBUTCA U (GOPMO0OODPA3yIOIUM
3JIEMEHTOM, CTaJI JIJIsl MEHS <...> MMyTEeBOAHON HUTHIO B MOUX COOCTBEHHBIX CUM(pOHIYE-
CKUX IIPOU3BENEHUAX.

B omepax IllTpayca «moatuyeckas uaed» IMOJIydUsia HOBbIE CTUMYJIBL JJId
peanu3aluy, a XapakKTEPUCTUYECKUU Jlap KOMIIO3UTOPa — HOBbIE BO3MOKHOCTU
JIJ1 IpuMeHeHusd. [[J11 ero onepHbIX MapTUTYP TUIIUYHO MIOBBIIIIEHHOE BHUMAaHUE
K JIeTaJIIM TEKCTa, CIIEHUYECKUX CUTYyaIlui, ITOBEJIEHUs TOTO UJIU UHOTO IMepPCOHa-
»ka. CaM KOMITO3UTOP, KOTOPHIM He pa3s JaBajl Ha y/IUBJeHUE TPe3Bbie, 0ObEKTUB-
HbIE OI[eHKH COOCTBEHHOTO TBOPUECTBA, OTMEeUAs y ce0si «CKBEPHYIO CKJIOHHOCTD
K Iepeus30bITKy XapaKTepucTHUecKux getanei» (mucbMo IllTpayca k K. Kpaycy
OT 7 CEHTSIOPs 1940 T.)3. ATO 00YCITIOBIUBAET OCOOYIO IMOIBUKHOCTD, JTAOMJIBHOCTD
MY3bIKQJILHOTO IMCbMa. EC/IM CpaBHUTH €ro ¢ BATHEPOBCKUM — a UMEHHO OIlePbl
Baruepa ObLTH TOUM BEPIIMHON, HA KOTOPYIO KOMIIO3UTOP OPHUEHTHPOBAJICS U KO-
TOPYIO ITPU 3TOM CTPEMHUJICS OOOUTH, — TO CTAHOBUTCS OYEBHUTHO, UTO HU3JIOKEHHIO
[IITpayca cBOHiCTBEHHBI (pparMeHTapHOCTh, APOOHOCTh, HEPBO3HOCTD, CUJILHO OT-
JIMYAIOIHe ero OT BeJINYECTBEHHOI'O TOKA BarHEPOBCKUX MTApPTUTYP. MeHsAeTcd Tak-
TOBBIU pa3mep, HEIUIAIOTCA JIPYT 3a Apyra KpaTKHe YacTUIIbl JIENTMOTHUBOB, CAMU
110 cebe oOueHb ITepeMeHYUBbIE U pa30pOCaHHbIE IO PAa3HBIM OPKECTPOBBIM UHCTPY-
MEHTaM U TPYyIIaM, ObICTPble HapaCTaHUS-«BCHBIIIKN» CMEHSIOTCS CITaJlaMHu, HC-
ITOJIB3YIOTCS 3ByKON300pa3uTeIbHbIE TPUEMbBI, BHEJIPSIOTCS ITUTATHI, COITOCTABIIA-
eTcsl CTUJIUCTUYECKU KOHTPACTHBINA MaTepuaJl.

Tonsymbole v Mmy3bIkaTbHasE pUTOPUKA

B cBsA3H CO CIIOCOOHOCTHIO KOMIIO3UTOPA «BBIPA3UTh 0c000€ UyBCTBO, HEIO-
CPeACTBEHHO o0pailasich K cayiiareaio», IIITpayc rOBOPUI O «3BYKOBBIX CHMBO-

2 Strauss R. Aus meinen Jugend- und Lehrjahren // Richard Strauss. Dokumente: Aufsitze,
Aufzeichnungen, Vorworte, Reden, Briefe / hg. von E. Krause. Leipzig: Verlag Philipp Reclam, 1980.
S. 252—-253. I'oBOp# 0 T71aBHOM (paKTOpe TeMaTHUUeCKUX BUOU3MEHEHUN B IPOrpaMMHOU My3bIKe, JIucT
TO3K€E MCIT0JIb30BaJI MIOHSATHE «I03TUUYecKast uzies» (poetischer Gedanke): «B mporpaMMHON My3bIKe I10-
BTOpPEHUeE, BapUAIlNY, U3MEHEHU U MOAYJISAIIUI MOTUBOB O0YCJIOBJIEHBI UX OTHOIIIEHUEM K ITO3THYECKOU
uzee. 371ech o/fHa TeMa OoJiee He BBI3BIBAET APYTYIO <...>. XOTA U He OcTaBJIsseMble Oe3 BHUMAaHUS IT0JTHO-
CTHIO, BCE YMCTO My3bIKaJIbHbIE COOOPa’KEeHNS IO{YNHEHBI JIeJIy PACKPBITUS IpeiMeTa counHeHus. CooT-
BETCTBEHHO, ITPE/IMET U €r0 JIEHCTBUSA B JAHHOM CUM(OHUYECKOM KaHpe TPeOyI0T 0OpalieHus, BEIXO -
IIET0 32 PAMKH YHCTO TEXHUYECKOH paboThHI ¢ My3bIKJIBHBIM MaTepuasioM» («bepsmos u ero cumdonmns
“T'aposnbn’», 1855 — acce, B KOTOpoM JIKMCT BIIEpBBbIE MCIIOJIH30BaJI MOHATHE «IIPOTPAMMHAS MY3BIKa».
[ut. mo: Bondc M. 3. AbGcosoTHas My3bIKa: UCTOPHsA Uzeu / mep. ¢ aHri1. A. Porgapesa. M.: N3naresb-
ckuii oM «[lemo» PAHXuI'C, 2019. C. 292. IlITpayc uCHOJIb3yeT ITOX0Kee BbIpaskeHue: poetische (viu
dichterische) Idee.

3 Richard Strauss — Clemens Krauss. Briefwechsel: Gesamtausgabe / hg. von G. Brosche. Tutzing: Hans
Schneider, 1997. S. 362.
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snax» (Tonsymbole). K HUM OH OTHOCUJI «B IIEPBYIO OUEpeb MEJIOAUUYECKOE Be-
JleHre JUHUN (PHUCYHOK), XapaKTepPHbIH MOTUB, 0CO00€ PUTMHYECKOE JIBUIKEHUE
B cBoeoOpa3HOM 3By4aHUU (TeMOpe): OT/IeJIbHOTO MHCTPYMEHTa WU €r0 coueTa-
HUS C IPYTUMH», a TaKXKe, IPUMEHUTEJIbHO K Baruepy, — JIeMTMOTHUBBI, «HEIIO-
CpeJICTBEHHO OCBEIIAIOI[He BhIpAXKeHMeE ONyIeHUl, CTpacTel» U peabedHO «J10-
HOCAIIME UX JI0 CJIyXa U BOCIIPUATUA 3pUTeid U ciymaressa»+. lltpayc npuBoaur
MHO3KecTBO mpuMepoB Tonsymbole n3 my3biku ot berxoeHa 0 /lebroccu 1 3aKaH-
ynBaeT cOOCTBEHHBIMU ollepaMu. Ero «3BYKOBBIE CHMBOJIBI» — 3TO areHThI I103-
TUYECKOU UJIe, KOMIIO3UITUOHHBbIE UHCTPYMEHTHI €€ MYy3bIKQJIbHOTO IIPETBOPEHUSA
B KOHKPETHOM COYUHEHUMU.

MO3KHO yCMOTPETh U3BECTHYIO AHAJIOTHUIO MEXKYy KOMIIO3UITMOHHBIMU [IPUH-
numnamu Illtpayca, BOIUIOLIAIOMIETO «IIO3TUYECKYIO UAel0» IIPU IOMOIIHA apceHasia
0COOBIX METOJ/IOB U CPEJICTB, U MY3bIKAHTOB KOHIIA « PUTOPUYECKOU BIIOXU»5, KO-
TOpPBIE TaK:Ke HCIIOJIb30BAJIN KOMILJIEKC CIENU(PUUECKUX «TOBOPAIIUX» IPUEMOB
JUUTS1 TOTO, YTOOBI BHATHO JIOHECTH JI0 CITyIIaTesIsA uepe3 My3bIKy OIIpe/ieJIeHHOE JTy-
XOBHOe nocyanue. Kak nucan Anekcanp Bukropouu MuxaitioB (onupaBIInics
Ha MCTOpUKA JUTepaTypbl Anekcanzipa HukosaeBuua BecesioBckoro), puropuye-
CKasd 3110Xa UMeJia JeJ10 C TUIIM3UPOBAHHBIMU CPEJICTBAMU, C «TOTOBBIM CJIOBOM»
[1, c. 135]. My3bIkasbHO-pUTOPHUUECKHEe GUTYPHI — BbIEJIAIOIINECS Ha POHEe KOH-
TEKCTa CPEJICTBA BBIPA3UTEIbHOCTH — HUCII0JIb30BAIMCh B My3bIKe XVI-XVIII BekoB
B KQUeCTBe aHAJIOTa PUTOPUUECKHUX ITPUEMOB B CJIOBECHON peuu. ATO ObLIU «yKpa-
IIIeHUsI My3BbIKU» [2, S. 54], CJTy»KUBIIIHE 3BYKOBBIM COOTBETCTBUEM HJIU OT/IEJTbHBIX
cinoB (Verba), nnu Beipaxkaemoro addexra B 1eioM (Res). HecMoTps Ha TO, 4TO
KaKoro-100 eIUHOTO CJI0Baps MY3bIKaJTbHO-PUTOPUUECKUX (PUTYDP HE CyIIECTBO-
BaJ10, a TeopeTuku XVII-XVIII BeKOB m0-pa3HOMY TPAKTOBAJIU U KJIaCCUPUITUPO-
BaJIU UX, ONUPAsiCh HA MY3BbIKAJILHYIO NPAKTUKY CBOEr0 BpeMeHM®, moKkas3aTebHa
caMa TeHJeHIIUs K TUHU3aluU, KoauduKkanuu. Xapakrepusys MO3TUKY SII0XHU Oa-
pokko, MuxaijioB KoHCcTaTupyeT: «Mup BbICTpanBaeTcs Kak FPOMAaJHBIN KaTaIor
BCETO COJieprKaIerocsi B Hem» [1, c. 131].

[Toa My3bIKaJIbHO-PUTOPUYECKUMHU (PUTYpPaMU IIOHUMAJIUCh HE TOJIBKO OT-
7leJibHbIe 000POTHI, HO U KOHCTPYKTUBHBIE IIPUEMBI, CIOCOObI THuchMa. Tak, mmo-
JTu(OHNYECKOe HU3JIOKEeHUEe HapsA/Ay € JPYTMMU BUJIAMU IHUCbMA U TOJIOCOBEJIE-

4 Strauss R. Spate Aufzeichnungen / hg. von M. Beyer, J. May und W. Werbeck. Mainz u. a.: Schott, 2016.
(Veroffentlichungen der Richard-Strauss-Gesellschaft; Bd. 21). S. 222.

5 MpbI ucnosb3yeMm 37iech noHATHE A. B. MuxaiijioBa, KOTOPBIM TPAKTyeT PUTOPUKY ITUPOKO, KaK MPUH-
1ui, GOPMHUPOBABIINEI «TUI KyJIbTYPhI» Ha MPOTSKEHUH 00Jiee YeM ABYX ThICAUEIeTHH HaunHasa ¢ AH-
TUYIHOCTH U /10 KoHIIa XVIII Beka: «B 3TOM 00001IIEeHHOM CMBIC/IE PUTOPHKA <...> OIpeZesisiyia CyTh B3a-
MMOOTHOIIIEHUH MEXKy aBTOPOM, JIEHCTBUTEIBHOCTHIO (MUPOM) U TEKCTOM (IIPOU3BEJEHUEM), U B BIIOXY
0apOKKO OHa BCTYITHJIA B CBOIO (pUHAIBHYIO (hasy, 00peTs <...> IeJIbHOCTh U CUCTEMHOCTD» [1, C. 132].

6 OOMIMPHBIN CIHHUCOK HEMEIKOS3bIUHBIX MY3bIKaJTbHO-TEOPETUUECKUX HCTOUHHUKOB, ITOCTYKUBIITHX OC-
HoBoIi Figurenlehre, npuBejieH B cTaThe [3, ¢. 52—55].
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HHUSI B TeopeTudeckux padortax XVII Beka HepeaKO TPAKTOBAJIOCh B KATErOPHsX
Figurenlehre’.

KapaunanbHoe otsinuue IllTpayca cOCTOUT B TOM, YTO €ro CJIOBO HE «T'OTO-
BOe», a BCAKUU pa3 NpUayMbIBaeTcs 3aHOBO. Ho U ujien, KOTOpble OH BOILIOIIAET,
He 00II[e3HaYNMble, UMEIOIIEe OTHOIIIEHHE K CAMbIM OCHOBAM YeJIOBEUYECKOTO ObI-
THSsI, a CyTy00 HHAUBUyaJIbHbIE, YaCTHBIE U OTTOTO OYeHb pa3HOOOpa3HbIe. B aToM
CMbICJIE OH BBICTYIIA€T TUIUYHBIM XY/IO’KHUKOM HOCTPUTOPUYECKON SIIOXU, UeU
MeTo 1 MuxaijioB onpeaesis Tak:

Kaxxpiit 6ospiion peasmet XIX Beka caMm co3zaeT cBOI0 0COOEHHYIO pUTOPUKY (Hc-
KYCCTBO ITPABMJIBHO TTOJI30BATHCA CJIOBOM), YTOOBI 3aTeM CJIeZIOBATh el <...>. Peaynmct
CO3/Ia€eT, UCXO/SI U3 KU3HEHHOTO OIbITA U 3HAHUS Xy/IOKECTBEHHOU TPAJUIINHU, CBOIO

0Cco0YI0 CHCTEMY BBIPA3UTETbHBIX CPEJICTB, HEKOETO PO/Ia COOTBETCTBHE MPEXKHEH “pUTO-
puke”, pacchinaniieiics B XIX Beke Kak Iiej10e, Kak MEXaHU3M... [4, ¢. 34, 35]8.

OTmeTuM, YTO B MYy3BIKOBEJIEHUU YKe MPeAIIPUHUMAJINCH IIONBITKUA HUCCIIe-
JI0BaTh MPOSIBJIEHUs MYy3bIKaJIbHOU PUTOPUKU B XIX Beke u moske. OJlHAKO, KaK
MIPaBUJIO, B MOO0HBIX CJIyYassx Peuyb HeT He O KAaKOU-JTN00 MHAUBU/IYaIbHOU PH-
TOPUKE, a 00 MCII0JIb30BAHUH OT/EIbHBIX MY3bIKAJTbHO-PUTOPUYECKUX (PUTYD C UX
YCTOSIBIIIEMCSA CEMAaHTUKOM KaK II03HEM cJiefie 0apOYyHO KOMIIO3UTOPCKOM MpakK-
TUKW®. B TakoM KJjI04Ye, HAIIpUMep, U3ydaeT putopudeckue urypsl y Baruepa
XaptmyT Kponec'.

HHousudyanvHas mysvikarvHas pumopuka IlImpayca u ee npuemvl

[TorrpoOyeM 00OOIINTD U CUCTEMATHU3UPOBATh TY «OCOOEHHYI) PUTOPHUKY»,
KoTopyto cozaaeT IllTpayc B cBoUX olepax, MepeBo/is B My3bIKAJIBHYIO IIJIOCKOCTh
JpaMaTUyecKoe JieficTBue Ha ciieHe. Mbl Oyziem aBUTaThecsi OT OOJiee IIPOCTOTO
¥ KOHKPETHOTO K 0oJiee CJI0KHOMY U 00IIeMy.

7 CwMm., B yactHocTH: 3axaposa O. M. Putopuka u 3amnajiHoeBponeiickas My3bika XVII — 1mepBoii moJio-
BuHbI XVIII Beka: mpuHIUNIbl, mpuemMbl. M.: My3ssbika, 1983. C. 24—25; Krones H. Musik und Rhetorik //
Die Musik in Geschichte und Gegenwart. Allgemeine Enzyklopadie der Musik begriindet von F. Blume.
Zweite, neubearbeitete Ausgabe / hg. von L. Finscher. Sachteil. Kassel [u. a.]: Barenreiter, 1997. Bd.
6: Meilen — Musique concrete. S. 828; o puropuueckux ¢urypax y . Bypmeiicrepa: Heffter M.
Figurenlehre nach Joachim Burmeister. URL: http://figuren.moritz-heffter.de/index.php/die-figuren
(accessed 16.05.2024).

8 «Peanmuam» mist A. B. MuxaiiioBa, IpUMEHHUTEIHHO K JTUTEPATYPHOMY TBOPUECTBY, B 3TOM KOHTEKCTE
CJIY?KUT COOMpaTEIbHBIM OIIpe/ieIEHUEM SII0OXU, CMEHUBIIEH ITUTETbHBIN IEPHO/L, TOCIIOICTBA PUTOPUKHU
KaK TUIA KYJIbTYPHI.

9 Ilesblil psAA MOAOOHBIX AHATUTUUECKUX PabOT, oTHOCAIUXCS K TBopuecTBy @. IllyGepra, P. lllymana,
P. Baruepa, I'. Bosibda, mpuBoiuT B cBoeH crathe A. A. MasbIieBa [ 5, c. 158].

10 Krones H. Zum Weiterleben der Figurenlehre in Richard Wagners Musiksprache // Richard Wagner.
Personlichkeit, Werk und Wirkung / hg. von H. Loos. Beucha; Markleeberg: Sax, 2013. S. 151—163.
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38yxousobpasumenvHbvlie npuemvl (KUBOIHUCAHHE 3BYKAMH BHU3YaJIbHBIX
o0pa30B WIN MmoApaskaHue rojiocaM mpuponsl). Hampumep, korma Kopmuiuna
B «)KeHImuHe 6e3 TeH» C HEHABUCTHIO TOBOPUT O JIIOAAX « KUIIAIINE KaK yTPH, KPHU-
yarque kak opJssl» (Wimmelnd wie Aale, schreiend wie Adler), To ee cioBa oTpa-
»KalOTCS B OPKECTPe CHavajia M3BUBAIOIIEHUCA JIMHUEH daroTa U aHTJIMKACKOTO POXK-
Ka («yrpu»), a Jjajee IPOH3UTEIbHBIMU (GoplLIaraMu y GaenuTsl piccolo, BBICOKHX
roboeB u kiapHera in Es («opsabi», cM. IIpumep 1). OTMeTHM, YTO 3TH (hOpIILIATH
B TOUHO TAaKOM TeMOPOBOM 0(POPMJIEHHHU U BCET/IA HA OJHOM U TOU K€ BBICOTE Xa-
PAKTEPU3YIOT B IIAPTUTYPE TAKIKE JIPYTOr0 MPEACTABUTES IEPHATHIX XUIITHUKOB —
oxoTHHYbero CokoJia, mepcoHaka 3TOH orephbl. PaKTHUECKH «OPJIbI» H300paka-
IOTCS IIPH IToMoIu JedTMoTrBa COKOJIa, M I CAyIIaTe sl CBA3b BO3HUKAET CO-
BEPIIIEHHO KOHKPETHAs ¥ OJITHO3HaYHasA. ITO IPUMeEP TOro, Kak My3bika y IlITpayca
MOXKET II0CJIeJOBATEIbHO HJLIIO-
104 {*g % =  CTpPUpOBATH OTJIEJIbHBIE CJIOBA TEK-
: = cra. OgHAKO Takue caydyad y HETO
CPaBHUTEJILHO PEJIKH.
Jleitimmomusnt y llITpayca He
MMEIOT TaKOr'o BCEOOBHEMJIIOIErO
3HaueHusd, Kak y Barumepa. OObIu-
HO WX HEMHOIO, U OHU OTHOCST-
cA K KOHKDETHBIM IIEPCOHAaKaM,
MHOT'OTPAHHO IIepefilaBast HX Xa-
- paKTep, TeMIIepaMeHT, Pa3BUTHE
—

IO XO/ly JIeMCTBUA, Jake U3U-

Basel.(8) |FHER— = % yecKue MOBaJKU — TO €CTh CO3/a-
Ty " Basd MY3bIKAJIbHBIMU CpeZCTBaMU
ApamMaTudeckuii obpas. Hampu-
Mep, B «Kasajsiepe po3bl» IOHOTO
nopeiBucToro OKTraBuaHa, Iiepe-

AKHUBAOIEero Ha IIPOTAXKEHUH OIle-

g S N —=—-—-1 Dbl OypI0 BMOIMM, XapaKTepU3yeT
Z s . — —

kL. Fl1.

LIL
3 egr Fl g

IIr.

2 Hob.

engl. Horn

Es- Clar.

2 B-Clar.

T’““"":I’ b g (Démpfer auf) = —d OJUH-eIUHCTBEHHBIH JIETMOTHUB,

I° s _ YybHd MpeoOpa3oBaHUSA BOILIOIIAIOT

it os. =3 BCE 9TH SMOIMOHA/IbHbIE (1 (HU3H-

1Teommel [ = = = = yYecKue — MepeojieBaHlE B TOPHUU-
Die Frau [ =§ HYI0) CMEHBL

P - —s B maHHOM ciydae BO3HHUKAeET

Amme Ee=SiEss S E = OTYET/INBAsA aHAJOTHUSA C METOAOM

Wim - melnd wie Aa - E, schrei- end wie Ad - ler, I[

MOHOTEMaTU4YeCKON TpaHchopMa-
IIpumep 1. P. llITpayc. «KeHIuHa 6e3 TEHN», nuu vy JIEcta — HampuMep, B €ro

III nevicTBUHE, 11. 104 cuMmponun «dPaycr», TAe TEMBI
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Meducrodensa B I1I yactu nmapogupyoT TeMmbl @aycra u3 I gyactu. J[OMOITHUTEITD-
HBIN OBOJ] B IIOJIb3Y COTMIKEHUST KOMITO3UITMOHHBIX MIPOIEAYP Y 000UX KOMIIO3H-
TOPOB — O0COOEHHOCTh TEMATUUYECKON paboThl, oTMeueHHas Jlasbxaycom y Jlucra,
HO B paBHOU Mepe cBovicTBeHHad u lllTpaycy:
ITo TexHUKe JHCTOBCKasA TpaHchoOpManus pe3Ko OTJINYHA OT TeMaTU4IecKou pabo-
THI B Ayxe ['aiigna u berxoBeHa; Haubosiee ABHO Oyiarozapsi TOMy, 4To TpaHchopMaIus,
TrOBOpA (l)OpMy.TIBHO, 3aKJIIDUaEeTCA B pHTMquCKOﬁ BApHUAHTHOCTH IIPDHU UJECHTHYHOCTHU

JIMaCTEMaTHKH, a TeMaThudeckas paboTa, HalIPOTUB, B BapHaOeIbHOCTH JUaCTEMAaTHKHU
MIPU PUTMUYECKOUN UIEHTUIHOCTH [6, C. 269].

OpHako mpU HEOCIIOPUMOU OJIM30CTHU MeTO/a IeIb TaKuX TpaHchopMaruil
y JIucra u llITpayca pasiunuHa. Eciu JlucT moio6HbIM 00pa3oM IOHOCUT KOHIIET-
TyaJIbHYIO MBICJIb O TOM, 4TO Meducrodesb — BOIIONMEHNE TEMHBIX CTOPOH JINY-
Hoctu daycra U B KAKOM-TO CMbICJIE — €T0 JIBOUHUK, TO IIITpaycy TemaTuueckue
TpaHchOpMauu HYKHBI I pesibepHOU JapamMaTyprudyeckoil XapaKTePUCTHUKU
CBOEro IepcoHaka — IBLIKOTO, IIEPEMEHUYNBOTO, OBICTPO ITEPEXOSIIETO OT BOC-
TOpra K yHbIHUIO, OT CAMOYBEPEHHOCTH K PEBHOCTH, OT YIIOEHU K 0OHIe.

B otsimune ot OkraBuana bapoH ¢don Okc — repoii 6osee 3pesbid u Hosiee
CJIO’KHBIN, pa3HbIE CTOPOHBI €TI0 JINYHOCTH ITePeJAOTCs Pa3HBIMU JIEHTMOTHBAMU.
BapoHa, mIpe/icTaBUTEJISA CTapOX apHUCTOKPATHUH, IIPHU IIEPBOM MOsBJIEeHHU y Map-
IITAJIBIIN COIIPOBOXKAET MOTHUB «(MPaAHIIy3CKOTO peBepaHca», YbU MEJIKUE JIJIv-
TEJIbHOCTH W 3aMBbICJIOBAaThI PUCYHOK Ha (pOHE COMHUAHBIX Pa3MepPEHHBIX 0acoB
3PUMO IIePeAr0T MOJTHBIN JJOCTOMHCTBA [EPEMOHHBIN MOKJIOH € pacliapKUBaHUEM
(cMm. IIpumep 2, obpaTuM BHUMaHHE Ha TOHAJIBHOCTb C-dur, B KOTOPOI BIIEpPBBIE
nosiBjisieTcss bapoH):

102 Metr.d -72. (zu Octavian
o) .l'. }\ 1 ‘ 1 “
Baron. —J———g 1 & = m b {;‘}#
1 ) Y 4 F} ] 4
Gnaden. Par-don
0
p A

p—
7z
C

Ll

IIpumep 2. P. lItpayc. «KaBasiep po3si», I nelicTBue, 11. 102

Eme oauH npuMmep, MOKa3bIBAIOIIUN, KAaK MOTYT MEHSATHCA JIEUTMOTUBBI
[lITpayca, — u3 «Camomeun». B KyIbMUHAIITMOHHOM 3IHU30/€ ONePbl — B MOMEHT
niotiesiyss Casiomen— Ha (poHe JpoKaIIUX Tpesied U TPEMOJIO OJTHOBPEMEHHO 3BY-
YyaT /JiBa ee IJIaBHBIX JIEUTMOTHUBA, pa3HeCEHHbIE HA IIPOTUBOIIOJIOKHBIE Kpas Op-
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KEeCTPOBOTO /iaria3oHa. B BepxHeM perucrpe XOpOIIOo CJbIIIEH JIENTMOTHUB CTpa-
ctu Casiomen, MMOsIBUBIIUICS, KOTZla OHA yBUiesaa MlokanaaHa, ycpliiajia ero peyu
Y TTOYYyBCTBOBAJIa HETIPEOI0JIMMOE BOXK/IeJIeHHe K HeMy (ciieHa 3, iudpa 76). Bro-
POl JIENTMOTUB — ee TJIaBHas TeMa, OTKPbHIBAIOIIASA OIlepy: MUHOPHOE TPE3BYUHE
cis-moll c oneBanuem V cryneHu. 3/iech OH ITOYTH HEy3HABAEM: BCE €r0 3BYKH CO-
OpaHbI B BEpTUKAJIb, TAaK YTO BO3HUKAET TEMHOE MATHO B 6acax. Tem He MeHee 3TO
MMEHHO OH: MUHOPHOE TPE3BYUHUE C IByMsI BCIIOMOTATEIbHBIMU TOHAMU K V CTyIIe-
HU, IPUYEM Ha HUCXOHOU BbIcOTe (cis-moll), HO aHHOe B BH/E aKKOP/la-COHOPA.
Taxum BeyaT/IA0MMM 00pa30M BOIUIOTHIICS B TAPTUTYPE 3TOT POKOBOU MOIEIyH

(IIpumep 3).

Lent
dge;p‘:elt so langsam. . b b b b b
f b2 o2 s bz QFF’ o 355h.° - o -
rp ————E
. b : 4”? . 1 )Y l’ /E T ' )=
péco # poco t g'? X g}?

IIpumep 3. P. llItpayc. «Casmomesi», cuieHa 4, 1. 355

Ha To, 4TO 3TOT aKKOp/I SIBJISETCSA BepTUKaIU3anue jedtMoTua Cajomen,
obpaTtuia BauMmanue Tetuc Kapnentep [7, p. 101—102]. OHa ke 00HapY»KuJ1a U/IeH-
TUYHOCTH 3TOT'O CO3BYYHSI C TEM, UTO MOSBJISETCS B MOHOJIoTe CajiloMen UyTh paHee,
Ha cyioBe «cMepTh» (des Todes, TakT 4 nociie MUPPHI 350). ['eHeasTorus 3TOrO aK-
KOp/la OKOHYATEILHO IIPOsICHsIETCS OJ1aroapsi ero BHICOTHOMY ITOJIOXKEHUIO Ha CIS,
a TaK»Ke IOCJIeIyIoIeMY ITPOBE/IEHUI0 COOTBETCTBYIOIIETO JIEUTMOTHBA B IIPUBHIU-
HOM, «Pa3BEPHYTOM» BHJIe HA TOH »Ke BbICOTE (TaKT 2 mocyie mudpbl 359, BTOpPbIe
CKPHUIIKH).

ToHaavHocmu, HazeieHHBIE y [IITpayca ornpeieIeHHON CEMaHTUKOU, — OUeHb
Ba)KHOE CPEJICTBO XapaKTEPUCTUKU. TOHAJIbHbBIE CTPYKTYPHI B €T0 IapTUTYypax (Kak
Ha YPOBHE apXUTEKTOHUKH, TaK U HAa YPOBHE OT/IEJIbHBIX BHIPA3UTEJIBHBIX ITpHE-
MOB) HEM3MEHHO CJIY?KaT 00'beKTOM ITPUCTAIFHOTO BHUMAHUSA U c(pepoii Bce HOBBIX
OTKPBITHH JIJIA MCCJIeJIOBaTeIed ero TBopuecTBal. Yike caMu 1o cebe OHU MHOTOe
TOBOPAT O IMEPCOHaXKaX, O CHUTyaIluH, 0 rocunojactByomeM addekrre. Hampumep,

11 TIepBble pabOTHI Ha JAHHYIO TEMY ITOSIBUJIUCH ellle pu :ku3uu [lITpayca, cM., HAalIpuMep, TUCCEPTAIHIO
¥ OCHOBAHHYIO Ha Hel crtaThio amyHa Baxrena: Wachten E. Der einheitliche Grundzug der StrauBschen
Formgestaltung // Zeitschrift fiir Musikwissenschaft. 1934. Jg. 16. H. 5-6. S. 257—274. BriocnencrBuu
00 3TOM Ha pa3HOM MaTepuaJie U ¢ Pa3HOU cTeneHbio mopobHoctu nucanu B. Iy (Schuh W. Hugo von
Hofmannsthal und Richard Strauss. Legende und Wirklichkeit / hg. von der Bayerischen Akademie
der Schonen Kiinste. Miinchen: Carl Hanser Verlag, 1964), K. Bunbxensm (Wilhelm K. Richard Strauss
personlich: eine Bildbiographie. Miinchen: Kindler Verlag, 1984), b. 9nenbsman (Edelmann B. Tonart als
Impuls fiir das Strauss’sche Komponieren // Musik und Theater im “Rosenkavalier” von Richard Strauss /
hg. von R. Schlétterer u. a. Wien: Verlag der Osterreichischen Akademie der Wissenschaften, 1985.
S. 61—97), A. Kex (Kech A. Musikalische Verwandlung in den Hoffmannsthal-Opern von Richard Strauss.
Miinchen: Allitera Verlag, 2015) u ap. Cm. Tak:ke Haty ctatbio [8]. . C. CTorHuii oTMeuaet B «KeHIIHe
0e3 TeHU» KCIIOJIb30BaHUE TOHATIBHOCTH D-dur 11 XxapakTepucTuky omMa bapaxka [9, ¢. 494].
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E-dur pns lItpayca — TOHaJIBHOCTH JIIOOOBHOM CTPACTHU, SPOTHUECKHUX IIEPEKHU-
BaHMU (XpecToMaTUIiHbIe IpuUMephl — «KaBajiep po3bl», cuMpOHUUECKas IT03Ma
«don XKyan»); F-dur rpy0OBaTo-IpoCTOBAT (3TO TOHAJIBHOCTh JTHCTA B «IJJIEK-
Tpe», HEYKJIIOKero yBabHs bapaka B «KeH1uHe 6e3 TeEHH», a TAaK»Ke TJIaBHAsI TO-
HaJIBHOCTh CUM(pOHUYECKOU M0AMBI «Becesble mpoaeku Tuisa YaeHIIIUres»),
G-dur cyry»KHT 11 IepeJladll HauBHBIX, YUCTHIX IIOMBICIOB 1 4yBCTB (B «KaBasepe
PO3bI» 3TO TOHAJIILHOCTh COpU U 3aKII0UNTEIbHOTO AyaTa OkTaBuaHa u Codu, Ha-
IIMCAaHHOTO 110 00pas3y u moaobuio ayaTa [Tamuns! u [lanareno us ¢unasna I mei-
cTBUs «BosiebHoM QerThI») U T. 1.

YBennueHre yucia Anue30B IPU KJI0UYe B Makope, Kak MPaBUIO, KOPPEJIH-
pyeT ¢ HapacTtaHueM crpacTu (skcras Casiomewn, obparmarilneiics: K royose HMoka-
HaaHa, HACTOMYMBO MoAdepKuBaeTcsa Bo3BpaieHuem Cis-dur, nudpsl 333, 348,
359). YBesnueHue unciia 6eMosied B cOUeTaHUH ¢ HU3KOH MUHOPHOM TepIiuer —
co cMepThio (es-moll B cuieHe kazuu MokaHaaHa, «CajoMesi», TaKT 3 mocjie U@ pbl
304 u fajiee; B MOMEHT CMEPTH JJIEKTPHI, «JIeKTpa», nudpa 261a).

ToHa/JILHOCTH MOKET OBITh 000-

Mmch{%bil.zﬁ%ﬁa%%?:ﬁ!:f:—if 3HaueHa OJHUM JIMIIb TOHUYECKHUM akK-

ok Wer ist denn das? H'err-gott, KOpPZIOM. B «KaBaﬂepe pO3bI» TpE€3BydHeE

‘ C-dur, conmpoBOKalee TPEBOXKHO-BO-

0 h#?-—-\' 2 IIPOCUTEJIBHYIO PeIUIMKY MapIajibIiy,

%) e : = mpejcTaBiseT bapoHa ele /10 TOro, Kak

_ f OH BIIEpBBIe MosABUTCA Ha cueHe (I[Ipu-
oy 0,

¥ ) O CyTH, TOHAJIBHOCTb B TAKUX CJIy-

yasAxX HAauWHAaeT BBINOJHATH JICHTMOTHB-

IIpumep 4. P. lllTpayc. «KaBasep po3sl»,
I nelicTBue, TT. 5—6 MOCIIE 1I. 89 Hble pyHKIMH. [IoaTOMY HEYyAUBUTEIBHO,

YTO WHOT/IA JIEUTMOTUB 3BYYHUT TOJIHKO
B OIIpe/IEJIEHHON TOHAJILHOCTH, «CpacTaeTcs» ¢ Hel. IIpuMepoM MOKET CIIyKUTb
JIEUTMOTHUB BJIacTUTesIs1 AyxoB Kaiikobama u3 «KeHIIuHBI 6€3 TEHH», OTKPhIBA-
IOIUH 3Ty MapTUTYPy: OH HEU3MEHHO ITPOBOIUTCS
B as-moll (ITpumep 5).

OTmeTHnM, UTO caMa 3Ta pejKas TOHAIHHOCTD,
B KOTOPOU ITOHU?KEHBI BCE JINaTOHNYECKUE CTYIEHH,
KPaCHOPEUHMBO XapaKTepU3yeT MOTYIIEeCTBEHHOTO
IIOBEJIUTEJISI IyXOB, Ybe I[apCTBO IIPOCTUPAETCS TIIy-
OOKO 1101 TOBEPXHOCTHIO 3€MJI — B IIO/I3EMHOM Xpa-
Me, Telepax, IoJA3eMebsIxX U T. II.

TonaspHast cemanTuka y IllTpayca BeIpakeHa
OUYeHb OIIPEeJIeIEHHO, XOTS IIPOBOUTH 3/IECh KaTaJIO- IIpumep 5. P. IITpayc.
ru3anuo 06110 ObI, KOHEUHO, yripolieHreM. OHa onu- «?Kenmpuna Ges TeHu»,
paeTcs Ha TIe/yIo TPAHMITIIO TOHATBHOH sK3ereTnky MAIa7I0, TedTMoTus Kajikobazna

Langsam und schwer
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B MY3bIKaJIbHOM HayKe, HauaJjIo KOTOPOH B « PUTOPHYECKYIO AIIOXY» ITOJIOKUI Mo-
raHH Matre30H (1713), omupaBIIUiics Ha 3TUYECKOE TOJKOBAHHE JIAJIOB Y JIPEB-
Hux'?, a pa3sui Kpucruan ®punpux Januens [llybapT's. HecMoTps Ha TO UTO TOJI-
KOBaHMeE TOHAJIbHOCTEH U He OTHOCHJIOCH K Figurenlehre Kak TakOBOMY, IIOCKOJIBKY
TOHAJIBHOCTD KaK ABJIeHUEe C(POPMUPOBAJIACH IT032KE, OHU HAJEJIAJIUCH «TOBOPAIIU-
MU » CMBICJIAMU U UX, KaK U (PUTYPHI, OBITAJINUCH CUCTEMAaTU3UPOBATh U KJIacCUPU-
IIMPOBATh KaK HOCUTEJIeN Oonpe/iesIeHHbIX apdeKTOB.

IHumamuwt u asmoyumamyu!t lllTpayc npuMeHsAET 1151 JOTIOJTHUTETLHON CMBbIC-
JIOBOU KOHKPETU3AIIUH, OTChLIAA IIPU 3TOM K OIIpeeJIEHHOMY MY3bIKaJIbHO-UCTO-
pUYECKOMY KOHTEKCTY U CJIOKUBIIIEMYCSI BOCIPUATHIO OT/IEJIbHBIX IIPOU3BE/IEHU .
Hampumep, B paHHel onepe-mtaMmdiete «IToracmiue orau» (1901), HalIpaBJIeHHON
IIPOTHUB 3aKOCHEJIOCTU posiHOTO MIioHxeHa, IIITpayc o6iudaer 00pbIX MIOHXEHIIEB
IIpU IIOMOIIM IUTAaT U3 Baruepa. I';1aBHBIN repoii onepsl KyHpas yripekaeT ropo-
»KaH B TOM, UTO OHU U3THAJIN U3 TOPO/Ia €T0 YUUTeJIA MakicTepa PalixapTa, KOTOPBIU
MelllaJl UM CIIOKOMHO »KUTh. [los matictepom PalixapToMm Ha caMoM Jiejie moApasy-
MeBaeTcs Baruep, Ha UTO yKa3bIBalOT ABE IIUTATHI B MOHOJIOTe KyHpaza: 1eMiTMOTUB
BaJsirasbl Ha cj10Bax «IOBeJIUTENb nyXoB» (Herrscher der Geister, TakT 2 10 1iud-
pbI 181), B IOAYEPKHYTO BarHEPOBCKOM 3BYYaHUU Y TOP?KECTBEHHOTO XOpa METHBIX
JIyXOBBIX, 1 JeUTMOTUB JleTyuero ['osiagziia, 3Bydamiyuii Ha CJI0BaX O CMEJIOCTU
Marictepa Paiixapra, oTBEprHyTOro MecTHBIMHU oObIBaTesisimu (Sein Wagen kam all
zu gewagt Euch vor, TakT 3 nocsie udpst 185). LlutaThl B JaHHOM CJTydae Mposic-
HSAIOT cOo/iepKaHue omephl B 1eJIoM: ee buorpaduueckuii (oTHOCAIUICS K Barne-
py) u aBToOUuorpadudeckuit (oTHocsAmuica k IlITpaycy kak mpeeMHUKy Baraepa)
IIO/ITEKCT.

Jlpyras nuraTta u3 BarHepa — B onepe «IHTEpMeI1i0», «0I0PrepcKou KoMe-
IUH» Ha aBTOOHMOrpadrUUecKkoM Marepuase, — UMEET IIPSMOe OTHOIIIEHUE K 3CTe-
tuke IllTpayca, ero nepapxmuu My3bIKaJIbHBIX [JeHHOCTEU. B 0OJHOU U3 ClieH Onephl
karessbMerictep Pobept IllTopx (alter ego xoMIo3uTopa) mocjie peneTUIuy Ipu-
COeTUHSAETCSA K IPYKECKON KOMITAaHUH, YTOOBI MOUTPATh B cKaT (JTI0OMMYI0 KapTOU-
Hyto urpy lllTpayca). «Ax, mapreiika B cKaT — HacJaKJeHUe, eTUHCTBEHHOE OT0X-
HOBEHMe [10CJIe My3bIKH!» — BOCKJINIIAeT OH YMUPOTBOpPeHHO. Ha ciioBe «My3bika»
MOSABJISIETCA XPECTOMATUMHO U3BECTHBIU TpPHCTaH-aKKOpP/ — B TOM K€ PETUCTPE,
TOM K€ U3JIOKEHUU U TeX Ke TeMOpax, UTO U B MIEPBBIX TAKTAX BEJTUKOU BarHEPOB-
CKOU MapTuTypbl. CMBICII 3/IeCh TPO3PayveH: BOT YTO 3HAUUT «My3bIka» Jiyid IlITpa-
yca (IIpumep 6):

12 Mattheson J. Das neu eroffnete Orchester. Hamburg: Benjamin Schillers Witwe im Thum, 1713. S. 231—
253.

13 Schubart Ch. F. D. Ideen zu einer Asthetik der Tonkunst / hg. von L. Schubart. Wien: J. V. Degen, 1806.
S. 377—-382.
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IIpumep 6. P. lItpayc. « MuTepmeniio», II netficTBue, TT. 2—5 mocJe I1. 12

Kak BUJHO U3 3THUX IPUMEPOB, IIUTATHI BBIMOJHAKT BAXXHYI0 KOMMEHTH-
pytolyio GYHKIIUIO — HamoAobue ToM, KOTOPYI0 y camoro BarHepa BBIIIOJTHSIN
snertTMotuBbl. CiekTp rutar y lllTpayca qocTaToOgHO IUPOK: 5TO HE TOJIBKO Baruep,
HOo 1 Momnaprt, Bebep, I'yHo, Bepyin u gaxke 3a0bIThIll HhIHE BukTop Hecciep. He-
M3MEHHO TaKHe BKpaIUIeHUs J00aBJIAIOT CMBICJIOBbIE 00EPTOHBI B MYy3bIKaJIbHOE
»KUBOIIMCAHUE TOU UJIN UHOU CUTYallNU.

Xapaxmepucmuka npu nomowu xcaHpa — ciaydau y llltpayca cpaBHUTETBHO
peaKuil, HO MpeACcTaBJIeHHBIN 0 KpaliHell Mepe B OJTHOU u3 ero omnep — «KaBasiepe
pO3bI», IIPUYEM JIBAXK/bl. BO-TIEPBBIX, 3TO TapaHTEJJIa, PUCYIOIAA UTAJIbAHCKUX
WHTPUTAHOB, FepO€eB BTOPOCTEIIEHHBIX, II03TOMY IIPUCYTCTBUE 3TOT'0 TaHIIA B OIlepe
OYeHb OrPaHUYE€HHO. BO-BTOPHIX, 3TO BEHCKUI BaJIbC BPEMEH €r0 «30JI0TOTO BEKa»
— nuHactuu [lItpaycoB. OH mpoHu3bIBaeT « KaBajsiepa po3bl» OT Hauajia v 0 KOH-
I1a ¥ CTAHOBUTCSA BaXKHEUIIIMM MYy3bIKaJIbHBIM CUMBOJIOM oIlephl. Basibc B «KaBa-
Jiepe po3bl» UTPAET ABOAKYIO posib. C OTHOM CTOPOHBI, OH XapaKTepPU3yeT JIIoOBe-
obunpHOTO Bapona (TosiBjeHusI Bajibca, KaKk IIPABUJIO, CBA3aHBI C €0 aMypPHBIMU
MTOXOXKJIEHUSIMU U Jlaske IIPOCTO C ero MPUCYTCTBUEM Ha CIieHe) U BOILIOINIAET UyB-
CTBEHHOCTb, F'€JIOHNCTUUECKOE, }KOBUAJIbHOE OTHOIIIEHNE K KU3HU. C APyTOU CTO-
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POHBI, BaJIbC HAWJIYUYIITUM 00pa30M xapakTepusyeT BeHy — He KaK peasibHbIN ropo/i
«TIEPBBIX JIET 1[aPCTBOBaHUA UMIepaTpullbl Mapuu Tepe3uu» (corsiacHo pemap-
Ke B IIAPTUTYPE), a KaK HEKOe ujleaIbHOe, 00heJUHSIOINee pa3Hble HCTOPUUECKIE
BIIOXU MecTo AeucTBUs. B pesysnbrare B napturype lllTpayca HaunHaeT 3By4daTh
obpa3 ropojia — «CTOJIMIIBI BaJibca»'4, 1 TeM caMbIM caMa BeHa BXOJIUT B 3Ty map-
TUTYPY KaK €/IBa JIU He IJIaBHBIA nepcoHak. « HUKTO He oOpalaeT BHUMAaHUSA, UTO
B Tepe3uaHCKOe BpeMs BaJibC ObLI HEBO3MOXKEH <...>, — 3aMeTu 1mo3xke IllTpa-
yc B pasdroBope ¢ aupukepom ['ancom CBapoBckuM. — A aTMocdepa BO3HHUKAET,
Y B HAWIydIlleM Buje!»*s,

Xapakrepucruueckue pyHkuun y lllTpayca Mo:keT BBIIOJHATH ONpeJieeH-
HBIM Mun nucbma, Ipexae BCero UMUTAIMOHHbIN. [lapoauitHol Gyroil OTKphIBa-
ercs pasgen «O Hayke» u3 cuM@POHUYECKOU M0oMbl «Tak roBopus 3apaTtycrpar.
Kak cama sta ¢popma, Tak U MOJUEPKHYTO KOHCTPYKTUBHUCTCKAsA TeMa, BKJIIOYAIO-
1masa 12 3BYKOBBICOT, cTaHOBATCA y IllTpayca My3bpikasibHOU MeTadOpOrd HAYYHOU
CXO0JIaCTUKU. BO3HUKAIOT accoaIifiu Co CTOJIb 3Ke KPaCHOPEUNBOU TEMOU, OTKPHI-
Batoiel cumdonunio «dayer» Jlucra: mocjie0BaTeIbHOCTb U3 YETHIPEX YBETUUEH-
HBIX TPE3BYUHU, CITyCKAIOIIUXCA 110 TTOJIyTOHAM, TaKKe CyMMapHO OXBAaThIBAET BCE
12 3BYKOBBICOT U CJIY>KUT BOIIOIIEHNEM BCEOOBEMITIONINX HAyUHbIX To3HAaHUHN Da-
yCTa 1 OJTHOBPEMEHHO €r0 TATOCTHBIX PA3MBbIIIJIEHUU U COMHEHUH.

Jlnsa Illtpayca BooOIlle TUTUYHO UPOHUYHOE OTHOIIIEHHE K UMUTAIIMOHHON
nosiponnu. [To cobCTBEHHBIM CJIOBAM KOMIIO3UTOPA, B €r0 OBICTPHIX (hyTaTo BCET-
Jla IOTUEPKHYT «IOMOPUCTUYECKUI 31eMeHT», a 00pa31oM eMy IOCTyKHIJI Baruep
1, B YacTHOCTH, ¢yra B clleHe Apaku u3 «HiopHOEprckux MencTep3UHIEePOB»
(IT meticTBUE, CliEHA '7) — «TJIABHEHUIIIUI IIPUMeEDP KOHTPAIyHKTUYECKOT0 FOMOpa»'e.
NmuTtanmonHasa noaudoHus Beerga ucnosb3yercd y lIITpayca B ¢BA3U ¢ ompee-
JIEHHBIM JIpaMaTyprudeckuM 3ambiciioM. Tak, HampuMep, B Hauajie TPEThErO aKTa
«KaBasiepa po3bl» UMHUTAIIIOHHOE U3JI0KEHUE B JIBUJKEHUU TapaHTEJJIbI Ocsi3ae-
MO IlepejlaeT IIeTeHNe UHTPUTU IPOTUB bapoHa co CTOPOHBI UTAJIbAHIIEB-AaBAHTIO-
puctoB AHHUHBI 1 Basnbiakku. B «CajoMee» KaHOH IIPUMEHEH B TEOJIOTUYECKOM
CIIOpE eBpeeB, 1 UMEHHO OH IpeBpalllaeT 3Ty CIleHy B KapUKaTypy: O/IHA U Ta Ke
TeMa IIPOBOJINTCS TAK Ke yIPSAMO U HECKOHYAaeMO, KaK yIIPsAMO U HECKOHYAaeMO OHU
JTUCKYTUPYIOT (HauasIo YeTBEPTOH CIIeHBI).

Xapaxmepucmuka npu nNOMowu CMu/1 — OJiHa U3 CaMbIX HOBATOPCKUX YePT
y IlITpayca. Jlosnroe BpeMs ero cTujaeBasg U3MEHUYHUBOCTh CIIY:KUJIA MMOBOJOM JIJIA
YVIIPEKOB B XOJIOJHOCTH, «CJIEJJAHHOCTH» €r0 MY3bIKH, B TOM, UTO BCE IICHUXOJIOTH-
YyecKoe Y Hero He IepeKnuBaeTcs, a IpeJICTaBJIsAeTCs, KaKk B TeaTpe, YTO OH BBIOU-

14 9Ty yCTOMUUBYIO CBA3b HECKOJIPKO MO33Ke MOATBEPANII CBOel xopeorpaduueckoi mosmou «Bajbe»
(1920) Mopuc PaBesnb: 06paTUBIINCH, KaK U aBTOp « KaBasepa po3bl», K kaHpY Bayibca oOpasna Moranaa
[ITpayca, OH TOXKe CTPEMUJICA CO3/AaTh 06pa3 cTosuibl ['abeOypros.

15 ITur. mo: Swarowsky H. Wahrung der Gestalt / hg. von M. Huss. Wien: Universal Edition, 1979. S. 248.
16 Strauss R. Spite Aufzeichnungen. S. 141. B kauecTBe UCK/IIOUeHHS OH Ha3bIBaeT OKOHUaHue «Jlomari-
Hel cumbonnn» (¢ rudpsr 87).
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pa€eT CTUJINu, Kak I10 KaTaJIOIy17. OI[HaKO HBbIHE, B PETPOCIIEKTUBE, C YHETOM OIIbITa
IIOCTMOAEPHU3MA, 3Ta €TI0 0COOEHHOCTDH KaKeTcs e/Ba JI1 HE caMou COBpeMeHHOﬁ
U HEOXKUNAAHHO cOIMKaeT ¢ KYHbTypOﬁ KOHIla XX BEKa, C €€ OIyleHrueM KOHIa
HCTOPUU U IIPUIIEIIIIUM Ha CMEHY «BBICOKOMY MOJIEPHH3MY» pa3HOOOpa3ueM re-
TEPOT€HHBIX ABJIEHUU U TeHZ[eHHHﬁ.

H_[TpaYCOBCKaH KOHIEIInuA CTHUJIA, I1I0 MHEHHIO U3BECTHOT'O aMEPHUKAHCKOI'O
AUPUKEPA U MY3BIKOBEA Jleona BOTCTaﬁHa, ABNJIACH «KJIIOUEBLIM aCIIEKTOM €TI0
MOAEPpHHU3MaA»:

[IITpayc nepBhIM 13 KOMIIO3UTOPOB Pa3pyIINJ TPAAUIIMOHHBIN HCTOPUUECKUI Hap-
paTuB <...>, T7le CTHUJIb B UCKYCCTBE OTPAKaJI YHUKIBHBIN U €INHBIA B JTlyXOBHOM OTHO-
IIEHUU OTEeJIbHBIN UCTOPUUECKUI Mepuot <...> CKJIOHHBIM K UCTOPUUECKOMY IECCH-

MusMmy, IITpayc rcKaa B MPOIILIOM y3HAaBaeMble CTUJIUCTHYECKHE DJIEMEHTHI, KOTOPhIE
MOT HCIIOJTb30BATh JIJIs COBEPIIIEHHO aHTUUCTOPUYECKHUX I1eJiel [10, p. 18].

Kak koMmno3utopa, npeZIBOCXUTUBIIETO CTUJIUCTUYECKYIO IVCCOLIUAIIUIO KOH-
11a XX Beka, paccmatpuBaet lllTpayca KpynHbIM aMepUKAHCKUU CIIEIHUAIUCT 10 €TO
TBop4YecTBY bpatian I'mymmam [11, p. 89—90]. Toro ke MHEHUS IPUIAEPKUBAETCS
u benenukt Teilsiop, yeMaTpuBalonuil ¢BsA3b UPOHUYeCKOro oTHomeHus [llTpay-
ca K UICTOPUYECKOU ayTEHTUUYHOCTH co B3rsgamu Opuapuxa Hurre [12, p. 214—
222]. ITpu 3TOM Bce TPOe CYUTAIOT TOUKOU OTCUETA « UTPOBOI » KOHIIEIIINU HCTOPUH
y IlITpayca «KaBajyiepa po3si». Ha Ham B3IJIs/], IPEINOChUIKY K Hell OOHapy KUBa-
IOTCSA 33710JITO /10 MOSIBJIEHUS 5TOU OIIEPHI.

CB0oOOHOE pacmopspKeHHe paciojiaraeMbIM CTUJIEBBIM MAaTePHAJIOM Kak
CPEeZICTBOM XapaKTEPUCTHUKU HAPAAY C JIOOBIMH JPYTUMH MPOSBUIOCH B TBOpYE-
ctBe IllTpayca paHo, a 0CO3HaHME 3TOrO IIPUIILIO ellle paHblle. Yke B 1890 roay
25-71eTHUN KoMIio3uTop nucan Kosume Baruep:

Il'ennu Bposie Momnapra, "atizina, IllybepTa MOTJIH TBOPUTH C BeJTMUYAMIIEeld HAUBHO-
CTbIO, B UCKYCCTBE€, KOTOPO€ OHH TOJIBKO UYTO CaMU W YyTBEePAWJIH, <...> Yy HUX HE OBLIIO
o6pa3u013, IIOTOMY BEJIMKOJICITHOE Oecco3HaTeJIbHOE MOIJIO PACKPBITbLCA COBEPIIEHHO
0e3 BO3,Z[€I>iCTBI/IH HNHTEJIJIEKTA, MbI K€, HbIHCIITHHE, YTOOBI BOO6IJ.[€ COCTOATDBCA, JOJIXKHDBI

nepepaboTrath B cebe KOPOTKOE, HO KOJIOCCAJIbHOE Pa3BUTHE BCETO MCKYCCTBA U XOPO-
IIIEHbKO HAIPSYb HAIITy TOJIOBY'S,

Yxe onepa «lIloracimue oruu» IeMOHCTpUPYET IIpUMedaTeIbHYI0 CTUIUCTU-
YeCcKyl0 pa3HOPOJHOCTh MaTepuasia. B Hell coeauHsieTcss TeMaTU3M, KOTOPBIA —
C TOYKHU 3PEHUs «YUCTOT0», LEJIbHOTO aBTOPCKOI'0 CTUJIA — ILJIOXO0 COYETACTCA JPYT
C IPYyTOM, IIpUYEeM TaKasd «PacCOIJIACOBAHHOCTb» HE TOJIBKO He peTyLINpyeTcH,

17 B 9aCTHOCTH, 3TO CJIY>KUJIO ITPEAMETOM SIPOCTHOM KPUTHKH €O cTOpoHbI T. AnopHo. CM.: Adorno Th. W.
Richard Strauss. Zum hundertsten Geburtstag: 11. Juni 1964 // Adorno Th. W. Gesammelte Schriften.
Bd. 16: Musikalische Schriften I-III. Frankfurt/Main: Suhrkamp, 1978. S. 569—570, 579.

18 TIuckmo IllTpayca k Kosume Baruep or 3 mapra 1890 roga. Cosima Wagner — Richard Strauss: ein
Briefwechsel / hg. von F. Trenner. Tutzing: Hans Schneider, 1978. (Verdffentlichungen der Richard-
Strauss-Gesellschaft; Bd. 2). S. 29.
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HO CTAHOBUTCA KJIIOUEBBIM CPEICTBOM JpaMaTyprUUeCKOro IPOTUBOIIOCTABJIEHUA
U JIBUTATEJIEM BCErO IPOUCXOAAIIETO.

MpbI uMeeM B BU/ly KOHTPACT MeKy HApOJAHBIMU CLIeHAaMU U IIePCOHAKaMHU,
C UX MOAYEPKHYTO (DOJILKIIOPHBIM, OECXUTPOCTHO->KaHPOBBIM MatepuaioMm («Yu-
cTeiid JlopruHr!» — kak Hamucas IllTpayc oTiy'®) U XapakTepPUCTUKOHN TJIaBHOTO
repos KyHpazia, moJTHOCTBIO OTBEUAIOIeN TOCTBaTHEPOBCKOMY COCTOSIHUIO KOMIIO-
3UIMOHHOrO nucbMa. lloaTekcT 3aech npo3paudbiili: MoHxeH, koTopbiu IlITpayc
OJTHK/IBI B cep/illax Ha3BaJl MUBHBIM O0JIOTOM, BECh OCTaJICA B becrieuasbHOM IIPO-
nwiom, a Kyapag — repoit U3 HOBOTO BpeM€EHHU, IPUIILIEAIINN eT0 BCTPSXHYTh U Pa3-
Ooynuth. KyHpasi — eIMHCTBEHHBIN B Ollepe Tepoil, KOTOPBIN XapaKTepU3yeTcs IIpu
IIOMOIITY JIEUTMOTHUBOB. TeM caMbIM TOYEPKUBAETCS €r0 «0cob0cTh» Ha (POHE 10-
OpBIX MIOHXEHIIEB M BMECTE C TEM YTBEPK/IA€TCsI €T0 CBA3b ¢ MaiicTepoM PatixapTom
B KauecTBe ydeHnKa>. TakuM obpa3oM, He TOJIbKO caM TeMaTUYEeCKUU MaTepuai,
HEe TOJIbKO €r0 CTHUJINCTHYECKHEe CBOWMCTBA, HO U caM Memod KOMNO3UUUU CITY3KUT
3nech juis lllTpayca mpesiMmeToM BbIOOpA U CPEJICTBOM XapaKTEPUCTUKH, IIPUOOpe-
Tasd ApaMaTypruyeckoe 3Ha4eHue.

CTUIUCTAYECKOU ITUTATOM MOKHO Ha3BaTh U 3HAMEHUTYIO KOJIOPATYyPHYIO
aputo llep6uneTTh U3 «ApruagHbl HAa Hakcoce», KOTOpasi CIy>KUT COBOKYITHBIM BO-
IUIOIIIEHUEM UTAJIbSIHCKON OTEPHI C ee KyJIbTOM ToJioca, becrpeieTbHON BUPTYO3-
HOCTBI0, UCKyccTBOM belcanto. IIpuueM, Kak U MIPUMEHUTEIBHO K Bajbcy B «Ka-
Basiepe poabi», IlITpayc HUYYTh HE OBLT 03a00UYEH MY3BIKAJIBLHO-UCTOPHUUECKOUN
JIOCTOBEPHOCTBIO: UTAJIbAHCKAsA ollepHas BUPTYyo3HOCTh XVIII Beka npezcraBieHa
B «ApuagHe» KoJsiopaTypHbIM cTtmiieM XIX Beka obpasna besutnau, JlOHULETTH,
Bepsiu (a Bo3M0O2kHO — 11 oppeHOaxoBckux « Ckazok 'opmana» B uite OJIUMITHN).
XynmoskecTBeHHbBIN 006pa3 /1j1s Hero ObLI ropas/io BakHee OECCIIOPHOUN ayTEHTUYHO-
CTU.

Ha Hau B3rJ1/1, UMEHHO JKeJIaHueM KaK MOKHO peJsibe(pHee BOIIOTUTD «I103-
TUYECKYIO U/iel0» 00bsCHsAETCS cTUIeBas mepeMeHunBocTh IIITpayca, koTopas cra-
BWJIA B TYIIMK MHOTUX COBPEMEHHHUKOB. MOKHO CKa3aTh, YTO OH B BBICIIEN Mepe
obJiazlaeT AJapoM CTWIMCTUYecKol smmnatuu. Korzla emMy Hafo Bocco3aTh HEOOY-
37JaHHYIO CTPaCTh, ITOTYOUBIIYIO I0HYI0 CasioMer0, Uiu HOUHbIe KolliMapbl Kitnrem-
HECTPBI TaK, YTOOBI CITyIIATETH COJIPOTHYJIUCH, OH CTAHOBUTCA PAJINKAIILHBIM HO-
BaTOopoM. OH yMeeT OBITh TAKOBBIM, HO 3TO He er0 KOHeUHas 11eJb, He ero MUCCHS,
a KOHKpeTHas TBopueckas 3a7a4a. 1 ecsim eMy Hy»KHO IiepefaTh AyX BeHbI yepes
KapTUHY HpaBOB BpeMeH Mapuu Tepe3uu wiu mpejcTaBUTh 00001 eHHbIN 0O6pa3
italianita, To oH Jierko mpuberaer K CTHJIM3AIlMU U «IpeBparaercsi» B MoranHa
[IITpayca, B Momapra, B Jlonunerru. IIITpayc MokeT OBITh JIIOOBIM — B 3aBUCHMO-

19 Richard Strauss. Briefe an die Eltern. 1882-1906 / hg. von W. Schuh. Ziirich; Freiburg: Atlantis Verlag,

1954. S. 238.
20 TTogpobGHee 06 omepe «Iloraciye orHU» U, B YaCTHOCTH, O KOMIIO3UITMOHHOH CTUJINCTHKE KaK (HaKToO-
pe My3bIKaJIbHOU JIpaMaTypruu cM. [13, ¢. 136—141].
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CTH OT TOTI'O, YTO BOCIIJIAMEHMJIO €TI0 Boo6pa>1<eHHe. W ueMm OoJibllIe 5Ta YBJIEUEH-
HOCTBb, TEM COBEPIICHHEE €I'0 MaCTE€PCTBO IIEPEBOIVIOIIICHN A.

Pe3rome

B ctpemnenun lllTpayca nepesaTh MHAWBUAYAIBHOE COJIEPKAaHUE CBOUX Ap-
TUTYP 0COOEHHO BHATHO («IIOCTHKUMO», €CJIH BOCIIOJIb30BAThHCSA JIIOOMMBIM TTOHS-
teM ApHoJsbaa [[Iénbepra) 1 Bo BceX MOAPOOHOCTIX MOKHO YBUJIETh U3BECTHOE
CXOJ/ICTBO C HCIIOJIb30BAHHUEM MY3BIKAJIbHO-PUTOPUUECKUX (DUTYP B BMOXY 6APOK-
k0. OyiHAKO ecs puTOpHUUYecKre (GUTYPHI OTCHUIAIN K 00JIaCTH TUITU3UPOBAHHO-
ro cojiepkanus, To lllTpayc co3ziaeT cBOM JUYHBIM apceHasl 3HAUUMBIX 3JIEMEH-
TOB, CBOET0 pOJla «XapaKTepucruueckux Guryp». HekoTopble U3 HUX BaXKHBI JJIs
€ro TBOPYECTBA B 11eJI0M (HalpuMep, TOHAJIbHASA CEMAaHTUKA, «IOMOPHUCTHUYECKAsI»
TPAKTOBKA OBICTPHIX (yraTo), HO OOJIBIIMHCTBO CO3/IAIOTCA IS OTAEIbHO B3SITHIX
MIPOU3BEEHNN, MCXO/151 13 KOHKPETHBIX Xy0KeCTBEHHbIX HaMepeHU . My3bIKasb-
HbIe «3MOJIEMBI», UMEBIIHE PAHbIIIE OOIEe3HAUYNMBbIN XapaKTep, IPUOOPETAIOT Xa-
paKTep cyryoo aBTOPCKUH U TPEOYIOT MHANBUIYTBHOU JIeMM(PPOBKU.

JTo cBoicTBO 00BeauHsAET IlITpayca u JIucra, y koroporo Kaps Jlaibxayc oT-
Mevasi GopMHUPOBaHME, «B TPAJUIIUU My3bIKAJIbHOU PUTOPUKU, YETKUX U YCTOUYH-
BBIX MY3bIKAJIbHBIX BOKA0YJI», 3aMEIaBIINX «OO0IYI0, BHIXO/IAIIYIO 32 PAMKHU OI-
HOTO TPOU3BEJIEHUA JIETEPMUHUPOBAHHOCTh MY3BbIKAJIbHO-PUTOPUYECKUX (DUTYD
creriuUUEeCKON, OTPaHUYEHHON STUMU WUHAUBUAYAJIbHBIMU PaMKaMU oOmpee-
JIEHHOCTBIO MY3bIKaJIbHOTO BbhIpAXKeHUA» [6, c. 274]. OUKcaIuu TaKUX My3bIKaJIb-
HBIX BOKaOys1, mo Mbicsu Jlanmpxayca, y Jlucra ciy:kKuim mporpaMmbl. B kadecTtse
mpuMepa MOA00HBIX «(PUTYDP», PE3KO BBIZEIAIONIUXCA Ha 001ieM QOoHEe U yKa3bl-
BaIOIUX HA 0COOYIO «ITOATUUECKYIO U/I€l0», IOMUMO YIIOMHUHAaBIIIENCSA HAa4aIbHOU
TeMbl U3 cuMpoHnu «PaycT», MOKHO IPUBECTU TPUTOH h-f, KOTOPBIA OTKPHIBAET
1 3aBepIraeT cobort Medrcro-pasibe NO 2, — co3Byune B TaKOH (GYHKITUH ITPSAMO-Ta-
KU PEBOJIIOIIIOHHOE U 00bsICHIMOE JIUIIIH IPOTPAMMHBIM 3aMBICJIOM: TPUTOH, 3TOT
diabolus in musica, TOABJISIONINNACA B KJIIOUEBBIX MeCcTax (DOPMBI, SBHO OTCBHLIAET
K 3aIJIaBHOMY I'€pOI0 COUMHEHUH.

Ananorunusnsle npouecchl y llITpayca BbIpa:keHbI TOpaszo sipue, HOCKOJIbKY ero
«TI03TUYECKUE UJIeN» HAaMHOTO 00Jiee TpeMeTHHI, UeM JINCTOBCKUE, JTasKE B CUM-
donMUeCcKo My3bIKe, HE TOBOPS 00 omiepax, I7e 3a/1aueil KOMIIO3UTOPA CTAHOBUTCS
BOILJIOTUTH U UHTEPIIPETUPOBATH BCE MIEPUNETUY CIIEHNUYECKOTO0 JeUCTBUSA, CO3/IaB
My3bIKUIBHYIO ApaMatudeckyto dopmy. Ecu y JIucra mporpaMmMbl HaMmedasu My Th
B cepy TpaHCIleHJeHTHOTO, TO y anTuMeTtadusuka lllTpayca oHU pacKpbIBAIOT Bce
MHOT000pa3ue ujiel, ABJIEeHUN U Belllel B UX ocsA3aeMOU KOHKpeTHOCTHU. [lepeBo-
ISl UX B 3BYKOBYIO c(pepy (B «3ByKOBBIE CHMBOJIBI» ), OH IIPOSBJISIET HEUCTOITUMYIO
M300peTaTesIbHOCTh U ocTpoymue. Ho HECMOTps Ha CTOJIb BaKHOE 3CTETUYECKOE
pasyimure, KOHEYHAs MeJTb 00paIleHns K «II03THIECKOH ujiee» y 000UX KOMITO3U-

44



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 202 4 / 8 ( 2)

TOPOB OJIHA U Ta K€: YXOJ, OT PYTUHHBIX «00IIUX (POPM» KOMIIO3UIIMOHHBIX ITPOIle-
yp, UHAUBUIyJIN3AIUS 3aMbICJIa U €70 BOILIOIIEHUS U, KaK CJIe/ICTBUE, OTKPBITHE
HeOBIBAJION BhIpa3uTeJIbHOCTU. BOoT Kak 00 sToM mucan cam Illtpayce: «...Komro-
3UITUOHHbBIE, TADMOHUYECKNE, KOHTPAIYHKTUYeCKe HOBAIMU HEN30eKHO U 11esie-
HAIlpaBJIEHHO HE MOIJIM BO3HUKHYTh Ha MOYBE aOCOTIOTHOU MY3bIKHU. <...> JIUIIb
MTOTPEeOHOCTH paMbl WJIH IIJIOJIOTBOPHOE BJIUSHUE SICHON MMO3TUUYECKOU UJIEU T0/I-
TAJIKHUBAJIO My3bIKaHTa UCKATh HeEU3BeAaHHOEe» 2. HOBbIE BRIPA3UTEIbHBIE BO3MOK-
HOCTH — MMEHHO TO, Ha UTO HaIlpaBJjieHa «HOBas putopuka» Illtpayca. Ee MmoxHO
CYUTATh YACTHBIM BBIPpAKEHUEM IIPOIlecca MHANBUAYATU3AIUU KOMITO3UITMOHHBIX
CTPYKTYP, KOTOPBIM ObLJI OTMEUEH IIyTh K HOBOM My3bike XX BeKa.
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Abstract. The turn of the 1920s and 1930s marks an important changes
in the creative destiny of Sergei Rachmaninoff. The problems that arose then were clearly
reflected in he publications of the American press and in the reaction of Rachmaninoff
to them. During this period, several important events and circumstances came together
for him. They can be combined into several groups. The first of them is associated with
an attempt to boycott the composer’s work in the USSR after the publication in 1931
in the USA of a collective letter signed by Rachmaninoff protesting against Stalin’s
repressions; the second is determined by the changed relationship between Rachmaninoff
the pianist and the audiences, with potential and actual visitors to his concerts; the third
is the ambiguous reaction of the US musical community to the premiers of new works
created by Rachmaninoff after a long composer’s silence. All three groups of problems
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are revealed based on documentary sources — articles in the American press (little known
or commented for the first time) and published Rachmaninoff’s letters. Conflicting
assessments of the performing arts and composer’s works of the highlighted period can
be eloquent evidence of a sharp turn in the Rachmaninoff’s musical activities, of his
emergence to a new level of thinking, unexpected and for the time being incomprehensible
to his contemporaries. All the examined aspects of Rachmaninoff’s relationship with
American press of the late 1920s and early 1930s indicate an important milestone in his
creative destiny. For the first time in Russia, the Appendix to the article contains the full
text of the letter signed by Rachmaninov to Rabindranath Tagore.

Keywords: Sergei Rachmaninoff, turn of the 1920s and 1930s, American press,
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AnHOTanmus. PyGexx 1920-1930-X T070B 0003HAYMUJI Ba)KHBI TOBOPOT
B TBOpueckoi cyapbe C. B.PaxmanunoBa. BosHukmme Ttorga mnpobsieMbl HaILIA
sIpKOe OTpakeHue B IMyOJIMKaUAX aMEPUKAHCKON ITpecchl U B PeakIMy Ha HUX CaMOTO
PaxmanmHOBa. B 3TOT Tmepmoj COILJIMCh HECKOJIbKO BaXKHBIX JIJIA HEro COOBITHH
U 00CTOATENBCTB. MX MOKHO OOBEIUHUTH B HECKOJbKO rpymnm. IlepBasg u3 HUX
CBsi3aHA € MOMBITKON OoiikoTa TBOpuecTtBa kKomrmo3utopa B CCCP mocse myOGiaukanuu
B 1931 roxy B CIIA mnoamucaHHOTO PaxMaHWHOBBIM KOJJIEKTUBHOTO IIHChbMA C
IIPOTECTOM IIPOTUB CTAJTMHCKUX PENpPEecCUil; BTOpasi OmpeesisieTcss OCIOKHUBITUMUCS
OTHOIIIEHUAMU PaxMaHUHOBa-IMHAHUCTA C IIyOJIUKOM, ¢ TOTEHITUATbHBIMH U PeaIbHBIMU
MIOCETUTEJIAMHU €r0 KOHIIEPTOB; TpeThsl OOYyC/JIOBJIEHA HEOJHO3HAYHOU peaKkIuen
My3bIKaJIbHOMN 0011iecTBeHHOCTH CIIIA Ha mpeMbephbl HOBBIX MPOU3BENEHUHN, CO3aHHbBIX
PaxMaHMHOBBIM MOCJIE IOJITOTO KOMIIO3UTOPCKOTO MoJiuaHusA. Bce Tpu 0603HaUEHHbIE
TPYIIBLI TPO6JIEM PACKPBIBAIOTCSA B ONOpPE Ha JOKyMEHTaJIbHble UCTOUHUKU — CTaThU
B aMEpPUKAHCKOU Ipecce (MaJIon3BECTHBIE U BIIEPBBIE OCBEIaeMble) U OITyOJIMKOBAHHBIE
nuchMa PaxmanmHoBa. I[IpoTMBOpeEYUBBIE OIEHKU HCIOJHHUTEIBCKOTO HCKYCCTBA
¥ KOMIIO3UTOPCKOT'O TBOPUECTBA BbIJIEJIEHHOTO MEPUO/IA MOTYT OBITH KPACHOPEUYUBHIMU
CBUJIETEJIHCTBAMH PE3KOT0 II0BOPOTA B MOUCKaX PaxMaHUHOBA, BBIX0/IA €T0 K KaUeCTBEHHO
HOBOMY YPOBHIO MBIIIIJIEHUSI, BO MHOTOM HEOKHJAaHHOMY U JI0 TIOPbI HENMOHSITHOMY JIJIS
ero COBpeMEHHUKOB. Bce paccMOTpeHHbBbIE acIeKThl B3aMMOOTHOIIIEHNUM PaxmaHUHOBA
C aMepHUKaHCKOU ITPeccoy KOHIa 1920-X — Hauvasa 1930-X I'0JI0B YKa3bIBAIOT HA BaXKHBIN
pybesx B ero TBOpUecKoii cyaboe. B [IpuiokeHUn K cTaThe BIiepBble B Poccuu MPUBOIUTCSA
MIOJIHBIN TEKCT MO/IIMMCAaHHOr0 PaxMaHuHOBBIM nTuchbMa K P. Taropy.
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KiaroueBbie cioBa: Cepreii PaxmaHuHOB, pyOexk 1920—1930-X TOJIOB,
aMepuKaHCKas mpecca, OOUKOT, UCIIOJTHUTEIHCKOE HCKYCCTBO, KOMIIO3UTOPCKOE
TBOPYECTBO

BaarogapHocTH: ABTOpP IPUHOCHUT IJIyOOKYIO 0J1aT0/IapHOCTh COTPYAHUKAM
Poccuiickoro HamuoHaJIbHOTO My3est My3bIkd, a Takke 0. B. Kpetitnunou (Yulia
Kreinin, 3pausnp) u Kunany Pucopy (Keenan Reesor, CIITA) 3a momo1iis B cOope
MaTepPUAJIOB JIJIsl CTaThU.

g nurupoBaHufa: Baavkosa B. b. C. B. PaxMaHVHOB U aMepUKaHCKasd
npecca pybexa 1920-1930-x rojioB // CoBpemeHHbIe TPOOIEMBI My3bIKO3HAHUS.
2024. T. 8, N2 2. C. 48-67. https://doi.org/10.56620/2587-9731-2024-2-048-067

Vassilyevich Rachmaninoff’s artistic destiny. The problems that arose

then found their bright reflection in the publications of the American
press and the composer’s own reactions to them. This period saw the conjoining
of several events and circumstances that may be united into several groups.

The first of them was the attempt of boycotting the composer’s music
in the USSR after the publication in the 1931 in the USA of the collective
letter protesting Stalin’s repressive policies signed by him; the second was the
complexification of the relations of Rachmaninoff the pianist with the public,
with the potential and real attendees of his concerts; the third was the ambiguous
reaction of the musical community to Rachmaninoftf’s new compositions created
by him after alengthy silence. We also must not forget the political situation,
which exacerbated particularly during those landmark years, which expressed
themselves with the beginning of the harsh economic crisis in America and Europe,
the triumph of the National Socialist Party in Germany that lead to Adolf Hitler’s
totalitarian regime, as well as the sharp increase of repressions in Stalin’s Soviet
Union (1929 was declared to be the year of “the great turning point,” and it brought
both an economic surge and countless human casualties). All of these circumstances
are connected with a certain unobvious but real logic, having also defined a number
of profound peculiarities of Rachmaninoft’s compositions of the late 1920s and early
1930s. The attempt to comprehend the formed “topical junction” through the prism
of the responses of the American press is what comprises the aim of the presented
article.

The turn of the two interwar decades signified an important turn in Sergei

The Letter to Tagore

The story of the “boycott” of Rachmaninoff’s music in the early 1930s is quite
well-known, it was illuminated numerous times in the literature® (see: [1; 2; 3]).

1 See Bryantseva, V. N. (1976). S. V. Rakhmaninov [Sergei Rachmaninoff]. Sovetsky kompozitor (p. 645),
Nikitin, B. S. (2008). Sergei Rakhmaninov. Dve zhizni [Sergei Rachmaninoff. Two Lives]. Klassika XXI
(p. 208).
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It suffices to remind of the most important. Everything began with the publication
in the American newspaper, The New York Times: on January 12, 1931 this periodical
published an open letter signed by Rachmaninoff (along with Ivan Ivanovich
Ostromyslensky and Ilya Lvovich Tolstoy). In its turn, the letter was a response to
a set of interviews given by Rabindranath Tagore, who had visited the Soviet Union
and responded enthusiastically to the successes of popular education in the land
of the Soviets. Against the background of what had already been known beyond
the confines of the USSR about Stalin’s political repressions, Tagore’s words
of praise seemed to be insulting and false. The letter written by Ostromyslensky-
Rachmaninoff-Tolstoy was composed in harsh expressions that reflected the
irreconcilable position of the representatives of the Russian emigration: “Much
to our surprise, he has given praise to the activities of the Bolsheviki, and seemed
rather delighted with their achievements in the field of public education. Strangely,
not a word did he utter on the horrors perpetrated by OGPU in particular.”

Let us leave aside the motives and the circumstances of Rachmaninoff’s
participation in this action — this theme is too specialized and too delicate,
considering his long-established cautious attitude to any various public declarations
and interviews in the press. According to Philip Ross Bullock’s fair observation,
this attitude had already been formed by the time of the artist’s American debuts
in 1909—1910: “...His first American tour revealed to him the potential benefits
of using the interview format to cultivate his celebrity, while still guarding his deeply
felt sense of privacy.” [4, p. 183]. It is also well-known that Rachmaninoff possessed
a sufficient amount of practical hold to consider the possible reaction of the public
and the press when planning his concert tours (see about this [5]).

However, there are grounds for considering that Rachmaninoff’s position in
this incident was firm and conscious. Two months later, the newspaper, New York
Herald Tribune from March 20 of the same year reported that Rachmaninoff’s
signature stood under ““The anti-Soviet article’ referred to in the dispatch may be
either of two communications signed by Mr. Rachmaninoff published last January.
One was [...] anappeal to the State department asking the American people
to refrain from buying Soviet goods. It was signed by 210 prominent Russians here
and abroad, including many scientists, statesmen, musicians, artists, clergymen
and industrialists.”

2 Ostromislensky, I., Rachmaninoff, S., & Tolstoy, I. (1931, January 15). Tagore on Russia. The “Circle
of Russian Culture” Challenges Some of His Statements To the Editor of New York Times. The New York
Times. Here and further down the quotations from the American press are given from the newspaper
clippings collected by Sofia Satina and donated by her to the Library of Congress of the USA. The copies
of some of the clippings were passed by Satina to the Russian National Museum of Music in Moscow,
where they have been preserved since then (RNMM. Fund 18. Nos. 1684-1775, Nos. 1776—1832, etc.).
The greatest amount of the copies of the clippings used in the article have been provided by the author by
Keenan Reesor. All of the translations from English into Russian have been carried out by the author of
this article. The newspaper pages are indicated in those cases when they are reflected in the clippings.

3 Anonym, (1931, March 20). Rachmaninoff Works Boycotted by Russians as Reactionary. New York
Herald Tribune.
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The reactions of the Soviet society to the political statements to which
Rachmaninoff turned out to be involved in has also been long well-known
and expounded in the works of Marina Grigoryevna Raku [1; 2]. On May 5 and 6,
1931 English conductor Albert Coates toured Moscow and Leningrad, and under
his direction the orchestra and the chorus of the Bolshoi Theater performed Gustav
Holst’s orchestral suite The Planets and Rachmaninoff’s poem The Bells. This concert
was used as an occasion to remind the Russian émigré of his “attacks” on the USSR.

In March 1931 the staff of the Moscow Conservatory presented a condemnatory
statement, after which in the Leningrad Conservatory the following resolution was
passed:

The staff of the VLKSM [Communist Youth League] of the Leningrad Conservatory,
after having discussed the summons of the general assembly of the Moscow Higher
Music School about declaring a boycott to the works of the White émigré composer
Rachmaninoff, in connection with his actions in the foreign press with calumnious claims
about compulsory work in the USSR, aligns itself in full to the proposition of boycotting
Rachmaninoff’s music, which reflects the decadent moods of the petty bourgeoisie,

an art that is especially adversarial in the conditions of the hard fought class struggle on
the musical front.4

These calls were echoed by certain other newspapers and journals.
The outcome of history is also well-known: the “boycott” did not last long — already
in 1933 the works of the disgraced composer began to return to the concert halls
and the stands of the music stores.

The news about the scandal reached Rachmaninoff very quickly, about two
weeks after the publications of the “incriminating articles” in the Soviet newspapers.
On March 27 he was supposed to have finished his tour of the east coast of the USA,
in Brooklyn, Connecticut, and when and his spouse accompanying him “...crossed
the continent to complete the season on the east coast, they heard most unwelcome
news from Moscow.”s

We can only guess about Rachmaninoff’s reaction to these news. Rachmaninoff
never made any public statements or gave any interviews. However, the newspaper
reporters, in all likelihood, waited for his response with impatience, and, not having
received any from him, attempted to “simulate” it, relying on not very veracious
sources.

In an item titled Dangerous Music, the newspaper, The New York Times
reported on March 29, 1931: “Having silenced the Moscow bells, our Russian
comrades have now done what they could to still the music reminiscent of them.
The Moscow and Leningrad conservatories have boycotted the works of Sergei

4 Anonym, (1931, March 15). Boykot Rachmaninovu [A Boycott of Rachmaninoff]. Krasnaya gazeta.
Evening edition, 63 (2730), p. 3.

5 Bertensson, S., & Leyda, J. (1956). With the Assistance of Sophia Satina. In Sergei Rachmaninoff.
A Lifetime in Music. New York University Press, p. 273.
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Wassilievitch Rachmaninoff, late of Moscow and now at 505 West End Avenue,
New York.”®

Further on, the author gives a verbatim quotation of the Soviet “comrades”:
“There must be immense advertising value in the Soviet appraisal of Rachmaninoff
compositions as “reactionary and particularly dangerous to conditions
in the acute class struggle on the musical front,” but Rachmaninoff is indifferent
to notoriety.””

With the absence of fresh statements from the composer, the journalist cites
an olden story recounted by Rachmaninoff in his interview from 1921® and
republished numerous times in Russian.® This was the story of Tchaikovsky’s
reaction to the exceptional popularity of his music. In Rachmaninoff’s transmission,
Tchaikovsky’s comment sounds as follows: “Now I am quite indifferent.” These words
are repeated in the newspaper, but already in connection with the latest events —
as an imaginary response to the accusation brought to Rachmaninoff: ““Reactionary
and particularly dangerous’. ‘I am quite indifferent.”*°

The New York Herald Tribune in the previously cited publication, went
even farther in conjecturing Rachmaninoff’s response, citing certain nameless
friends of the composer’s: “Mr. Rachmaninoff, in accordance with his custom
of refusing to discuss political subjects, declined in New York last night to comment
on the Soviet boycott. It was understood from his friends, however, that he had said
that he was “rather proud” to be the object of the Moscow activity.”

A more veracious account of the affair may be found in the report published
in the journal Syracuse Herald on March 21, 1931:

Wrestling with a pair of rubbers, awoollen scarfand an overcoat, Sergei Rachmaninoff,
the great Russian pianist and composer, flung out a brief ‘Proud of it’ when questioned
on what he thought of having his compositions banned... and thereupon beat a hasty

retreat from his dressing room after a brilliant recital at Constitution Hall. ‘Why shouldn’t
I be?” he added. (Quoted by: [3, p. 149])

Despite the dubious quality of the sources, the cited statement
by Rachmaninoff seems to be quite plausible. And it may already be asserted
with all certitude: he could not have remained indifferent to yet another action
of repression in his native land, all the more so, because it concerned him,
in particular.

6 Anonym, (1931, March 29). Dangerous Music. New York Times.

7 Ibid.

8 Anonym, (1921, April). The Musical Observer, pp.11—12.

9 Apetyan, Z. A. (Ed.). (2023). Vospominaniya. Stat’i. Intervyu. Pis’ma [Memoirs. Articles. Interviews.
Letters]. In Rachmaninoff S. V. Literaturnoe nasledie [Literary Heritage]. (Vols. 1—-3, Vol. 2). Muzyka,
p. 74.

1 Anonym, (1931, March 29). Dangerous Music. New York Times.

' Anonym, (1931, March 20). Rachmaninoff Works Boycotted by Russians as Reactionary. New York
Herald Tribune.
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“...However, the reports are sour”

The spirit of the landmark time manifested itself not only in the described
story, but also had an impact on the relationship of Rachmaninoff the pianist
with the audience of his listeners and his critics. Naturally, his reputation
as an outstanding performer remained on high standing, without any doubt. His
performances were most frequently accompanied by effusive ovations on the part
of the public, sometimes morphing into veritable mass demonstrations. However,
from 1927 and up to the early 1930s Rachmaninoff’s letters presented more and
more often lamentations of half-empty halls, cold reception and disapproving
responses on the part of the journalists.

Rachmaninoff sense acutely the reaction of the auditorium and was by no means
indifferent to the reports of the press. Judging by certain slipups in his letters,
his attitude towards the newspaper reports preserved a healthy balance of steadfast
attention and an independence of self-assessment. In one of his letters (from April 3,
1928) he confesses: “As for the reviews about me, I do not know whether they should
be sent here! It is best if you preserve them for yourselves. All of these reports have
never been very interesting for me throughout all of my life. Maybe, it is because,
more often than not, they were negative.”? Another letter (from February 2, 1931)
reflects the combination of self confidence and the apparent concernment about the
tone of the newpaper reports so characteristic of Rachmaninoft:

I played well, and I am very pleased with myself. However, the reports are sour. And
what could this mean? What did I do to them? After all, ten years ago, when I played
approximately ten times worse, the tone of the newspapers was ten times better. There
is something here unfathomable for me for my understanding. And, most importantly, I
cannot change myself, nor do I want to.'3

This acknowledgement presents an important testimony of the change
in the attitude towards Rachmaninoff the pianist, which he himself observed.

It was particularly during those years of crisis in Rachmaninoff’s artistic
career, for the first time after his departure from Russia, there arises the sharply
paradoxical conjunction of triumphal successes and, simultaneously, sharply
negative judgments of his performance. I shall cite only several most revealing
examples of this paradox. The excesses in the behavior of the exuberant
audiences during Rachmaninoft’s concerts are demonstrated most vividly by one
of the reviews from 1932. It appeared after his concert in Chicago on January 14.
The critic (Herman Devries) describes the “football” frenzy of the listeners who
packed the hall, despite the catastrophic downpour of rain:

2 Apetyan, Z. A. (Ed.). (2023). Rachmaninov S. V. Pis’'mo k N. V. Korotnevvoy ot 3 aprelya 1928 g [Letter
to N. V. Korotneva from April 3, 1928]. In Rachmaninov S. V. Literaturnoe nasledie [ Literary Heritage].
(Vols. 1—3, Vol. 2). Muzyka, p. 208.

13 Apetyan, Z.A. (Ed.). (2023). Pismo k E. I. Somovu ot 2 fevralya 1931 g [Letter to E.I. Somov
from February 2, 1931]. In Rachmaninov S. V. Literaturnoe nasledie [Literary Heritage]. (Vols. 1-3,
Vol. 2). Muzyka, p. 270.
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While the city was drowned in one of the worst rainstorms ever witnessed here,
hundreds of usually sane persons were shouting “bravo”, stamping their feet, waving
programs, and generally behaving like a crowd of frantic college youths at a football
triumph of their alma mater. And this is Chicago, the much discussed city by the lake. This
audience is made up of Chicagoans. These people are not from Marseilles, Montpelier
or Bordeaux, not from Spain or Italy; they are Americans. Thus Rachmaninoff changed
more Americans into music-mad, hero-mad men and women, forgetting all save that
they were in the presence of genius. <...> Let it ain!“

Illustration 1.

Musical America Magazine page
(February 25, 1928) with a review
of Rachmaninov’s performance
on February 18 in New York
at Carnegie Hall

No less expressive is the critic’s
summary: “No one burn will ever play as he
did. No pianist to come will ever equal this
Olympian as he reveals the utmost beauties
of the pianoforte. His concerto is merely one-
millionth of his genius, his performance only
a single offspring of his tremendous brain
and technic.” More restrained, but quite
high assessments appeared in these years
in other publications (see Illustration 1).

On the opposite pole of the reports
is the review of the concert in New York
on February 19, 1927, in which the author
(Olga Samaroff) observes with a distinct
sense of disenchantment: “Again, as a pianist,
Rachmaninoff seldom displays in my opinion
the emotional warmth and sensuous color
so characteristic of his own creative muse.”*
In the subsequent years, such assessments
acquired a greater amount of harshness.

In the newspaper, Detroit Evening News
from February 6, 1929 Ralph Holmes wrote:

Something seems to have come over
Rachmaninoff these past few seasons.
Not only did he take to smiling a couple
of years ago, but he has definitely joined
the ranks of the pianistic pyrotechnicians,
and in Orchestra Hall Tuesday evening gave
a performance that positively dazzling. Whereas

4 Devries, H. (1932, January 15). Football Cheers Greet. Rachmaninoff in Orchestra Hall. The Chicago

American, p. 26.
'5 Tbid.

16 Samaroff, O. (1927, February 20). Sold-Out House for Rachmaninoff’s First Recital at Carnegie Hall.

Evening Post.
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we used to look forward to a Rachmaninoff recital as an emotional experience, now we
must remember this last one as hardly more than an exhibition of glittering brilliance,
with some pretty sentiment for trimming. Can it be that the gloomy-looking Russian
who led so often into realms of mystery and imagination has become Americanized and
gone rotarian?? Or has he been reading the notices of his fellow countryman, Brailowsky,
who is so lavishly praised for his cleverness, and decided to remind the public that he,
too, knows all the tricks and has 10 fingers as nimble as any one’s?*® (see Illustration 2).

Most likely, the most devastating criticism, coming from the famous
critic Edward Cashing, appeared in the newspaper, The Brooklyn Eagle after
the concert on March 27, 1931:

...despite his classic impersonality that is one of its most striking characteristics, his
art reflects the fluctuations of his moods to a degree not observable in the performances
of pianists equally gifted, equally accomplished. When he is not at his best, as was
the case last evening, he can be very dull. His emotional detachment then is translated
into terms of indifference, and one feels that Mr. Rachmaninoff has neither head nor
heart for this task; nothing is expressed in his playing but weariness and lassitude
of spirit. He is sufficiently the master of his instrument, sufficiently the musician always
to play brilliantly, in a sense effectively; neither his technique nor his sense of values,
of proportion, of style deserts him, but his pianism becomes spiritually, emotionally
barren, conveys to us little or nothing of meaning of the music, seem to us a mere
repetition of interpretative formulae, devoid of conviction on Mr. Rachmaninoff’s

part.”

Naturally, the paradox imprinted in the cited utterances requires a degree
of comprehension — at least, of the hypothetical variety. Both the exuberant
and the scathingly negative reports came from authoritative reviewers,
frequently well-known musicians, and were published in respectable editions.
The instigator and the object of the attacks of the critics, as can be seen from
the quoted letter, did not find any explanations of the resultant polarization
of opinions of his art.

In Sergei Bertensson’s and Jay Leida’s book2° [6] the conjecture is put forward
that the negative reviews were aroused by a real creative decline in connection with
the Soviet “boycott.” The selfsame authors also mention another possible reason
for this: the neurological pain in the right temple. However, the “sour reports,” just
as the neuralogical pains, appeared before the attacks of the Soviet press and the
“unsuccessful concert” about which the critic writes. Nonethelless, it is possible that
the impact from the boycott and the illness also played their role. Still another factor
should also not be excluded: the inconceivable compaction of the composer’s concert
schedule, presuming almost daily performances with transferrals between different

7 A rotarian is a member of the American club of businessmen called the Rotary Club.

8 Holmes, R. (1929, February 6). Rachmaninoff Joins Ranks of Pyrotechnicians. Detroit Evening News.
19 Bertensson, S., Leyda, J., & Satina, S. (1956). Rachmaninoff. A Lifetime in Music. New York University
Press, p. 273.

20 Tbid., p. 464.
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cities, required an economy of his strength, requiring him at times to make use
of mangled techniques, brought to the level of automatism (which the penetrative
listeners and critics could not avoid observing).

Illustration 2.
Detroit Evening News page (for February 6, 1929)
with Ralph Holmes’ review of the concert Rachmaninoff (February 5, 1929 in Detroit)

And still the most likely explanation is that, particularly during those
years, Rachmaninoff noticeably modified his style of performance, which
became more rational and harsh, which corresponded quite well to the spirit
of the time. In the letter from February 2, 1931, he asserts that: “ten years
ago [...] [he] played approximately ten times worse...”. The epithet “worse”
could be understood as “differently,” moreover, “approximately ten times.”
The few gramophone recordings known to us do not allow us to assess this
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with certitude. However, it is possible that a certain part of the audience,
to which the journalists also pertained, felt a certain amount of satiation
of the immutable perfection of Rachmaninoff’s piano playing. The ears, having
tired themselves of this perfection, ceased to discern the work of the performer’s
soul and intellect in it.

“This [...] is not the music of the future”

The composer’s new works were perceived with an especially acute interest.
The public had long since accepted and learned to love Rachmaninoff’s previous
compositions — among the favorites were the Second and the Third Piano Concertos
and, of course, the famous Prelude in C-sharp minor. A considerable amount
of time had passed since the time of their creation, which also brought changes
in the destiny of the composer, as well as his nine-year-long compositional silence
and his harsh aesthetical fracture in all of the art of the 1920s.

In 1926, having ceased his concert performances, Rachmaninoff returned
to his compositional activities. The Fourth Piano Concerto and the Three
Russian Songs for chorus, which appeared during the same year (the autograph
of the concerto bears the inscription of “January — August 25” 1926, the Three
Russian Songs were completed on December 25 of the selfsame year), open
up the period of interest for us. The Variations on the Theme of Corelli for piano,
composed in 1931, fit this category, as well. These compositions obviously form
a triad, which discernably differ from the later triad of the large-scale works,
which are comprised of the Rhapsody on a Theme of Paganini (1934), the Third
Symphony (1936) and the Symphonic Dances (1940).

The musicians from the composer’s closest milieu immediately
and unequivocally highly evaluated the Fourth Piano Concerto and the Three
Russian Songs. Among them was composer Nikolai Karlovich Medtner, conductor
Leopold Stokowski, and pianist Joseph Hoffmann. Both compositions enjoyed
a considerable amount of success among the public, however, the assessments
of the critics were, in the best cases, lukewarm.

While the negative responses to the performances of Rachmaninoff the pianist
still comprise exceptions from the overall stream of praises, it is difficult to find
unequivocally positive evaluations in the cases of the composer’s new works.

Afterthe concert of March 22, 1927in New York, the observer of the newspaper,
The World Samuel Chotzinoff wrote:

When Mr. Rachmaninoff last night launched into his “Fourth” concerto [...]
the first theme, after a few introductory measures, seemed like an assurance that
the eminent Russian was only taking up the thread where he had left off, all seemed
so right and true for the moment. Here were the same characteristics, the vaulted

architecture of phrase, the undercurrent of romantic sadness, the harmonic solidity.
But as the movement progressed the artistic tension began slowly to relax.*

2! Chotzinoff, S. (1927, March 23). Music at Carnegie Hall the Philadelphia Orchestra. The World.
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Even less satisfaction was aroused for the critic from the next two movements:

...But the melody of the largo of the new concerto was not even characteristically
Rachmaninoff. It was reminiscent, but only of Schumann’s piano concerto, the opening
theme of which appeared in the Rachmaninoff like a pale emanation of itself. The last
movement had even fewer moments of inspiration then the preceding two, and left one
with the impression that a lot was said, but not of any particular importance. Of course,
Mr. Rachmaninoff played his Concerto superbly...22

A harsh report of the selfsame concerto was given in the newspaper,
New York Herald Tribune by Lawrence Gilman:

For all this somewhat naive camouflage of whole-tone scales and occasionally
dissonant harmony, Mr. Rachmaninoff’s new concerto (his Fourth, in the key of G minor)
remains as essentially nineteenth century as if Tchaikovsky had signed it. Somber it
is, at time, but it never exhibits the fathomless melancholy of such authentic masters
of tragical speech as Mussorgsky. There is a Mendelssohnian strain in Rachmaninoff
which relates him more intimately to the salon than to the steppes; and this strain
comes out in his new concerto, as it does in all his music, sooner or later. The new work
is neither so expressive nor so effective as its famous companion in C minor.?3

But the most scathing report turned out to be that of Pitts Sanborn:

The concerto in question is an interminable, loosely knit hodgepodge of this and
that, all the way from Liszt to Puccini, from Chopin to Tchaikovsky. Even Mendelssohn
enjoys a passing compliment. The orchestral scoring has the richness of nougat and
piano part glitters with innumerable stock tricks and figurations. As music it is now
weepily sentimental, now of an elfin prettiness, now swelling toward bombast in
fluent orotundity. It is neither futuristic music nor music of the future. Its past was a
present in Continental capitals half a century ago.?

Among the few restrainedly sympathetic responses, mention should be made
of Leonard Liebling’s review. It was the first to have observed the influence of jazz
on Rachmaninoff’s late music:

In the finale, the composer exercised his imagination mainly in rhythm, and one
thinks to note therein the influence of Rachmaninoff’s continual residence in America
since 1918. Certain it is that the pulsing energy of the music, its complex metric
insistences and crossings suggest more than nodding acquaintance with — oh, impious
thought! — with our native jazz. A Russianized jazz, to be sure, and a highly idealized
jazz besides. Jazz by Rachmaninoff is a Jovian matter, however, and it functioned
irresistibly. The whirling, whizzing, clattering, climacteric ending swept the hearers
into overpowering response. They recalled the gravely pleased composer again and
again. The pianism of Rachmaninoff was as admirable and effective as always.2

22 Ibid.

23 Gilman, L. (1927, March 22). An All-Russian Program by the Philadelphia Orchestra. New York Herald
Tribune.

24 Sanborn, P. (1927, March 22). Rachmaninoff Preludes. Russian Composer-Pianist Opens Quaker’s
Concert with New Concerto. Telegram.

25 Liebling, L. (1927, March 23). Stokowsky gives New Compositions by Rachmaninoff. New York American.
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In the opinion of the majority of the critics, the Three Russian Songs,
which were performed during that same evening, distinguished themselves
in a favorable light against the background of the almost unsuccessful Concerto.
Richard Stokes, the observer of the newspaper, The Evening World, presented
this in the guise of a battle scene:

Like Napoleon at Marengo, Sergei Rachmaninoff yesterday evening at Carnegie
Hall turned the most disastrous route of his career into decisive victory. The opening
attack was made with a new concerto for pianoforte and orchestra — No. 4,
in G Minor, Op. 40. It came reeling back from the charge in disorder and defeat. <...>
After the intermission a chorus of twenty contraltos and basses took its place with
the orchestra and proceeded to redeem the catastrophe with Mr. Rachmaninoff’s

three latest compositions. These are settings for voices and orchestra of Russian folk
songs entitled.2®

The selfsame critic, not having observed any merits whatsoever in the new
concerto, made an important observation, not devoid of grounds, regarding
the other novelty of the evening:

It was not only Rachmaninoff at his best, with all his command of emotional
modulation and rhythmic intricate. It was also a new Rachmaninoff. His vocabulary

enriched by many inventions of modernistic music — a Rachmaninoff far removed from
the one who a few years ago boasted of being as fascinated as Haydn.*

The difficult turn of the decades made its imprint on the fate of another
new work of Rachmaninoff — the Variations on a Theme of Corelli for piano
opus 42 (completed on June 19 and performed for the first time on October
22 1931). The reception on the part of the audiences and the critics was stably
chilly. We are able to receive an impression about this only through one, albeit,
very characteristic quotation from the newspaper, New York Herald Tribune:

Of Mr. Rachmaninoff’s variations on a Corelli Theme, it is difficult to speak with
enthusiasm. They will scarcely replace Corelli’s own violin variations on the same subject.
Expertly written to display the player consummate mastery of his instrument, they bring

little, which the composer has not already said more felicitously in his preludes and other
works.28

Rachmaninoff himself, in his letter to Medtner, described with bitter humor
the listeners’ reaction to the new composition:

I am sending you my new Variations... I have also never played them in full. At the
same time, I was guided by the audience’s coughs. As the coughs increased, I skipped
the next variation. If there was no cough, I played everything in order. On one concert, —
I do not remember where, — in a small town they coughed so much that I played only

26 Stokes, R. L. (1927, March 23). Music. The Evening World.

27 Tbid.

28 Bohm, J. D. (1931, November 7). Rachmaninoff Plays to Throng at Carnegie Hall. The New York Herald
Tribune.
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10 variations (out of twenty). The record set up by me was 18 variations (in New York).
Still, I hope that you will play all of them and that you would not “cough.”

It must be acknowledged that the apprehensive and even negative attitude
of the press frequently accompanied the premieres of Rachmaninoff’s large-scale
works. Thus, the Second Piano Concerto was accepted lukewarmly in Vienna in 1903,
and even in Russia it was not appraised immediately (see [6]), and contradictory
evaluations accompanied the first performance of the Third Symphony in 1936
(see[7]). However, the exceeding cruelty of most of the responses to Rachmaninoft’s
oeuvres created outside of Russia compels us to remember, first of all, the history
of the failure of his First Symphony. At that time, in 1897, for the young composer
the merciless criticism of his favorite work created by him became a real tragedy,
the result of which was a lengthy heavy depression. Now, at the turn of the 1920s
and the 1930s, the musician who had been accepted throughout the entire world
was undoubtedly less vulnerable for unjust evaluations. Although we are not
in possession of veracious testimonials of his reactions to them, it appears in all
likelihood that he preserved the attributes of impassivity and certitude in himself.
Nonetheless, one cannot do otherwise but observe that the compositions of this
crisis period were rarely performed by Rachmaninoff later, while the Fourth Piano
Concerto in its initial version was not performed by him at all after the premiere
performances of 19273°. The Variations on a Theme of Corelli were included
in the repertoires of his solo concerts only during the 1931-1932 and 1932-1933
and were never performed by Rachmaninoff himself ever after that.

It follows from all of this...

The responses cited from the American press make it possible to assess
the complex and ambiguous position of Rachmaninoff in the musical world
of the USA at the turn of the 1920s and the 1930s. The reaction of the journalists
to the attempt of boycott of Rachmaninoff’s music in the USSR confirms
the persisting unwillingness intrinsic to him to comment these events publicly.
The contradictory assessments of his performance on the piano and of his
compositional output of the highlighted period may be eloquent testimonials
of the sharp turn in Rachmaninoff’s musical search, his arrival at a qualitatively
new level of musical thinking, in many ways unexpected and until a certain
time period incomprehensible for his contemporaries. All the examined aspects
of Rachmaninoff’s interactions with the American press of the late 1920s and early
1930s indicated at an important turning point in his artistic destiny.

29 Apetyan, Z. A. (Ed.). (2023). Pis'mo k N. K. Metneru ot 21 dekabrya 1931 g. [Letter to Nikolai Medtner
from December 21, 1931]. In Rachmaninov S. V. Literaturnoe nasledie [Literary Heritage] (Vols. 1-3,
Vol. 2). Muzyka, p. 294.

39 The Fourth Piano Concerto in the respective different versions was performed by Rachmaninoff himself:
in 1929 in London, in 1930 in The Hague, Amsterdam, Paris and Berlin, in October and November 1941
in Philadelphia, Washington, Baltimore, New York and Chicago.
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Appendix

Tagore on Russia

The “Circle of Russian Culture” Challenges Some of His Statements
To the Editor of New York Times:

The “Circle of Russian Culture”, the aim of which is to foster intellectual intercourse
among the Russian immigrants in New York feels compelled to comment on a recent
interview given by Rabindranath Tagore.

He visited Russia, and many of his statements concerning that country have
appeared in different periodical, both in this country and elsewhere. Much to our surprise,
he has given praise to the activities of the Bolsheviki, and seemed rather delighted with
their achievements in the field of public education. Strangely, not a word did he utter on
the horrors perpetrated by Ogpu in particular.

Time and again statements similar to his have been given out to the press by persons
who, officially or otherwise, have been kept on the payroll of the Communist oppressors
of Russia. The value of such public utterances is well known to every thinking man or
woman. Nor is it possible to answer every one of these misstatements individually.

Tagore’s case is different: he is considered among the great living men of our age.
His voice is heard and listened to all over the world.

By eulogizing the dubious pedagogical achievements of the Soviets, and
by carefully omitting every reference to the indescribable torture to which
the Soviets have been subjecting the Russian people for a period of over thirteen years,
hi has created a false impression that no outrages actually exist under the blessings
of the Soviet Régime.

In view of the misunderstanding which may thus arise, we wish to ask whether he
is aware of the fact that all Russia is groaning under the terrible yoke of a numerically
negligible but well organized gang of Communists, who are forcibly, by means of Red
Terror, imposing their misrule upon the Russian people?
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Does he know that, according to statistical data disseminated by the Bolsheviki
themselves, between 1923 and 1928, more than 3,000,000 persons, mostly workers and
peasants, were held in prisons and concentration camps which are nothing but torture
houses?

He cannot be ignorant of the fact that the Communist rulers of Russia, in order
to squeeze the maximum quantity of food out of the peasants, and also with the intent
of reducing them to a state of abject misery, are, and have been, penalizing dissenters by
exiling them to the extreme north, where those who by a miracle are able to survive the
severe climate are compelled by force to perform certain work which cannot be compared
even with the abomination of the galley of olden times. These unfortunate sufferers
are being daily and systematically subjected to indescribable privations, humiliations,
suffering and torture.

At the very time of his visit in Russia, forty-six Russian professors and engineers
were executed by Ogpu without any pretense of trial, on the alleged ground that they
dared to interfere with, or doubt the wisdom of, the notorious five-year plan.

At no time, and in no country, has there ever existed a government responsible
for so many cruelties, wholesale murders and common law crimes in general as those
perpetrated by the Bolsheviki.

Is it really possibly that, with all his love for humanity, wisdom and philosophy, he
could not find words of sympathy and pity for the Russian nation?

By his evasive attitude toward the Communist grave-diggers of Russia,
by the quasi-cordial stand which he has taken toward them, he has lent strong
and unjust support to a group of professional murderers. By concealing from
the world the truth about Russia he has inflicted, perhaps unwittingly, great harm upon
the whole population of Russia, and possibly the world at large.

Iwan I. Ostromislensky
Sergei Rachmaninoff,
Count Ilya Tolstoy.

New York, Jan, 12, 1931

Tazop o Poccuu
«Kpy»KOK pyccKOU KyJIbTypbI» IPeIbABIISAET

HEeKOTOpbIe CBOH TIpeTeH3HH pejjakTopy « Hpro-Mopk Taiime»:
«Kpy:KOK pyCCKOU KyJbTYPhI», I[€JIbI0 KOTOPOTO ABJISETCA MOOIIPEHNE NHTEIEK-

TyaJIbHOTO OBIIeHUs CPeH PYCCKUX MMMUTPaHTOB B Hbio-Vopke, BEIHYX/IeH IIPOKOM-
MEHTHPOBATh HEJJABHEE NHTEPBHIO, JaHHOe PabuHapanarom Taropom.

65



CoBpemeHHBbIE TPOOIeMbI My3bIKO3HAHUA /

Contemporary Musicology 202 4/ 8 ( 2)

On mocetun Poccuto, 1 MHOTHE €ro BhICKa3bIBaHUSA 00 3TOU cTpaHe MOSBUIUCH
B Pa3JIMUHBIX NEPUOINUECKUX U3JaHUAX KAK B HaIlled CTpaHe, TaK U 3a ee Ipejesia-
mu. K Hatiemy 0O0JIBIIIOMY YZIMBJIEHUIO, OH BBICOKO OIIEHWJI JeATEIbHOCTh OOJIbIIIEBU-
KOB U, TIOX0Ke, ObI B BOCTOPTe OT UX JOCTHXKEHUU B 00J1aCTH HapOJAHOTO 0Opa3oBa-
HusA. CTpaHHO, UTO OH HU CJI0BOM He 00MOJIBUIICA 00 y:Kacax, TBOPUMBIX, B YACTHOCTH,
Or'11y.

[ToytoOHBIE 3asABJIEHUs HEOJHOKPATHO JJaBaIU B IIpecce JINIa, KOTOpble OQUIIH-
JILHO WJIM UHBIM 00pa30M 3aBUCEJIN OT KOMMYHUCTUUYECKUX yrHeTaTesiel Poccun. [lena
TaKUM IIyOJIMUHBIM 3asBJIEHUSAM XOPOIIIO U3BECTHA KAXK/I0MY MBICIIAIIEMY YeJIOBEKY.

C Taropowm fiesio 0OCTOUT MHAYE: OH MPU3HAH OJTHUM U3 BEJIUKUX JIIOJIEN COBpe-
MeHHOCTHU. K ero rosocy npucaynnBaTcs BO BCEM MUDe.

BocxBasisii coMHUTeIbHBIE Nlefaroruuyeckue AocTukeHus COBETOB W CcTapaTesib-
HO u30erasi BCAKOTO YIOMUHAHUSA O HEOMHMCYEMBIX My4YeHUSIX, KOTOpIM COBETHI 1O/I-
BEPraloT PYCCKUN HApOJi Ha MPOTsKeHUU 00Jiee TPUHAAIATU JIET, OH CO3/IaJl JIOXKHOE
Ipe/icTaBJieHUe O TOM, YTO Ha caMOM Jiesie pu 6s1arocsioBeHHOM COBETCKOM pekume
HUKaKuX 6e300pa3uil HeT.

B BuAy BO3HUKAIOIIEr0 IPU 3TOM HeZJOpa3yMeHUsI Mbl XOTUM CIIPOCUTH: 3HAET JIN
OH O TOM, UTO BcA Poccus CTOHET IO/ CTPAIIHBIM UTOM MAaJIOYHCJIEHHOW, HO XOPOIIO
OpPTraHU30BaHHOU OAH/IBI KOMMYHHUCTOB, HACUJIBHO, C IIOMOIIbIO KPACHOT'O Teppopa, Ha-
BSI3BIBASA CBOE O€33aKOHUE PYCCKOMY Hapoay?

3HaeT JIU OH, UTO, IO IAHHBIM CTAaTUCTUKU, PACIIPOCTPAHAEMBbIM CAMUMHU 0OOJIb-
IIeBUKaMU, C 1923 10 1928 ToJi B TIOPbMAaX M KOHIYIATEPSX, MPEACTaBJSIONIUX CO-
001 HUUTO WHOE KaK IBITOUHbIE 3aCTEHKH, CO/IEPIKAIOCH Oosiee 3 000 000 YEJIOBEK,
B OCHOBHOM Pab0OYUX U KPECThAH?

OH He MOXKeT He 3HaTh TOTO (aKTa, YTO KOMMYHHUCTHUECKHE ITpaBuTenn Poccun,
YTOOBI BBIXKATh U3 KPECThsIH MAKCHMaJbHOE KOJHUYECTBO ITPOJAOBOJILCTBUS, a TAKKe
Cc HaMepeHUEeM JIOBECTH UX JI0 COCTOSAHUS KpaliHel HUILETHI, IPecseIoBaId U ITPOA0JI-
’KAIOT IIpecyieZl0BaTh MHAKOMBICIIAIINX, CChLIas UX HA KpaHUU ceBep, I/ie TeX, KTO 4y-
JIOM BBD)KHJI B CyPOBOM KJIMMATe, 3aCTABJISIOT BHIMIOJIHATh PaboTy, HECDABHUMYIO JJasKe
C MEP30CTHIO TAJIEPHOT0 TPY/Ia IaBHUX BpeMeH. OTU HeCcuacCTHBIe CTPAa/lajIbIlbl eXKe/THEeB-
HO U CUCTEMAaTHUUECKHU 10/IBEPTAIOTCA HEOMINCYEMbIM JIUIIIEHUAM, YHIUKEHUSAM, My4€eHH-
sIM U TIBITKAM.

B To camoe Bpems, Kor/ia OH mocemiay Poccuio, COPOK IecTh PyCCKUX Impodec-
cOpoB U MHKeHepoB ObuIu kKazHeHbl OI'TIY 6e3 BcAKOro cyzia sikoObI 3a TO, YTO OHU
OCMEJIUJIUCh TOMENIATh MPEeCcJOBYTOMY IATHJIETHEMY IIaHY WJIH YCOMHUWJINCH B €Tr0
MYZPOCTH.

Hey»xenu, ipu Bcell cBOel 4es0BEUHOCTH, MyAPOCTH U ¢pusocopuu, OH HE MOT
HAWUTU CJIOB COCTPAZAHUSA U JKAJOCTU K PYCCKOMY HApoOay?

CBoeil yKJIOHUMBOM ¥ IOYTH COUYYBCTBEHHOU IO3UIMEN, KOTOPYIO OH 3aHsI
[0 OTHOIIEHUIO K KOMMYHUCTUUYECKHM MOTHWJIbIUKaM Poccuu, oH OKasajl CUJIbHYIO
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Y HECIIPaBEJIJIMBYIO MOJIJIEPKKY TpyIIe mpodeccuoHaNbHbIX youit. CKpbIBas OT MUpPa

npaBay o Poccuu, OoH mpuYUHUI, OBITh MOKET HEBOJILHO, OOJIBIIION BpeJ] BceMy HaceJie-
HUI0 Poccu, a BO3BMOKHO U MUPY B IIEJIOM.

WBan U. OcTpoMbIC/IEHCKUH,

Cepreii PaxmaHuHOB,

I'pad Unbsa Toacroii.

Hrio-Mopk, 12 AHBaps 1931 T.
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The musical-imagery premise is conditioned on the expressive spheres within
Stravinsky’s oeuvre which were new to the world of early-20th-century music.
In these areas, the composer operates masterfully in realms of the human
emotional universe which were previously unrepresented in music. Finally,
the cultural and worldview-related premise originates with Stravinsky’s unique
role in 2o0th-century musical culture as the most brilliant representative
of a new, essentially dialogic, cultural type. The dialogical mental apparatus,
the diverse forms of intercultural dialogue in his life and art, and the harmonization
of European and non-European strategies for perceiving the world around us —
a characteristic feature of Stravinsky’s life and work.
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Annoranua. HoBasg kHura, mocBsleHHas TBopuecTBYy CTpaBHHCKOTO,
pasBuBaeT Tpaaunuu MoHorpadpuum bopuca AcadweBa, omyOJIMKOBAaHHOU
B 1929 roxay. lleHTpasibHbINI OOBEKT HOBOM KHUTHM — Pa3BOpAuYMBaIOIIAsC
BO BpeMeHM 3BYKOBasl TKaHb IIPOU3BEIEHUN pyccKkoro Mmactepa. Ee cogeprkaresbHO-
CMBICJIOBAsI TPAKTOBKA HAIpaBjieHA Ha pacllupeHue, YTOUHEHUE U, B OTAEeJIbHbBIX
CJIydasX, KOPPEKINI0 CyIIECTBYIOIINX B COBPEMEHHOM MY3bIKaJIbHOM CO3HAHUM
IIpe/iCTaBJI€HUU O TBOPUECTBE FT€HUAJIBHOTO KOMIIO3UTOPA.

KoMmo3uiiuss KHUTH OCHOBBIBAETCA HA YeThIpeX METO/I0JIOTUYeCKUX
npeanockUikax. Vcropuorpaguyeckas MpPeAIIOChIKA BbITEKAeT U3 TPAKTOBKU
XyZl0’KeCcTBeHHOT0o Hacsienuss CTpaBUHCKOTO Kak MYy3bIKaJbHON BCEJIEHHOU,
Oasupylolecss Ha mpasieMeHTax, CGOPMHUPOBABIINXCS Ha PpaHHEM JTale
TBOPYECKOTO CTaHOBJIEHUA. MeTojosoruueckass OCHOBAaHAa Ha MNOAYEPKUBAHUU
pa3IuuUui  MeXJy JAUHAMHYECKU-TIPOIIECCYAIbHBIM TBOPUYECKUM  METOAO0M,
CBOUMCTBEHHBIM KJIACCUKO-POMaHTHUYECKOU BETBU 3aI1aITHOEBPOIIENCKOTO
My3BbIKQJIBHOTO HWCKyCCTBA W OOBEKTHO-U300Pa3UTETBHBIM TOJIUMOPDU3MOM
CTpaBUHCKOTO, KOPEHSAIUMCA B TpaJuIUAX pycckor wmy3biku XIX Beka.
My3biKkaabHO-0Opa3Has MPeJNOChlIKa OOyCJOBJIEHA HAJIMUMEM B TBOPUYECTBE
CTpaBUHCKOTO HOBBIX /JIi MY3bIKAJIBHOTO HCKycCTBa Hadasa XX Beka
BBIpa3UTEJIbHBIX cep. B HUX KOMIIO3UTOP OCBaUBAET paHee He MpeJICTaBIEHHbIE
B My3bIKe 00JIaCTH 5MOIIMOHAJIbHO-UYYBCTBEHHOTO MUpa uesjgoBeka. Haxkowerr,
KYJIbTYPHO-MUPOBO33pEeHUECKAasA MPEJNOChIJIKA UCXOAUT U3 0CO00M  poJin
CTpaBUHCKOTO B MY3bIKQJIBHOM HCKYCCTBE IIPOIIIOTO CTOJIETUS KaK SpYauIiero
IIpE/ICTaBUTEII HOBOTO, [AUAJIOTUYECKOTO B CBOEHM OCHOBE KYJIBTYPHOTO
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tuna. Jluajormueckas MeHTaJbHasg YCTaHOBKA, MHOroobpasHbie (OpPMBbI
MEKKYJIBTYPHOTO JUajiora, TapMOHH3aIlUsl €BPOMNEUCKONM U BHEEeBPOIIEHCKOM!
CTpaTeruii BOCIIPUATUSA OKPYIKAIOIIET0 MUpPa — XapaKTepHble UYepThl KU3HU
1 TBopyecTBa CTPaBUHCKOTO.

KiaoueBbie ciaoBa: . ©. CTpaBUHCKUN, My3bIKaJbHBIM  CTUJIb,
KOMIIOBUIIMOHHAsA TEXHHWKA, IOJUMOP(PU3M, PYCCKOCTb, JAHAJTOTUYHOCTb,
neTepOyprekasi Kjraccuueckass KOMIIO3UTOPCKas IITKOJIa

Jaa murupoBanusa: [ausuHckuil B. B. Beenenue B «HoByl KHUTY
o CrpaBuHckom» // CoBpeMeHHbIE TTPOOJIEMbl My3bIKO3HAHUA. 2024. T. 8, N2 2.
C. 68-85. https://doi.org/10.56620/2587-9731-2024-2-068-085

Introduction

oris Asafyev’s monograph Kniga o Stravinskom [A Book about

Stravinsky] was published in 1929. The latest composition it analyzed

was Stravinsky’s ballet The Fairy’s Kiss (1928). Republished in 1977,
that work is still considered a cornerstone of Russian-language Stravinsky studies.!
The composer himself held it in high esteem, a few disagreements and critical
remarks aside.?

In the time that has passed since 1929, Stravinsky’s work has been confirmed
as a key phenomenon in twentieth-century musical culture. Its popularity among
the global listening audience grows from year to year. The Russian master has
exerted a multifaceted influence on modern composition practices. His legacy
has been a vital part of the listening experience both for professionals and
for knowledgeable musiclovers. By now, music scholars have produced voluminous
materials dedicated to practically all aspects of Stravinsky’s life and work.
The time is right for a new, more precise assessment of his role and place in musical
processes around the world.

A monograph dedicated to the life and creative output of an individual
composer can be designed in various ways. Most typical is a chronological
characterization of the artist’s entire legacy, bringing in facts from his life

1 Asafyev, B. V. (1977). Kniga o Stravinskom [Book on Stravinsky]. Muzyka [1]. Among recent publications
dedicated to Asafyev’s views of Stravinsky’s music, especially notable is the article by Svetlana Savenko [2].
2 An article by Viktor Varunts comments on Stravinsky’s marginalia in Asafyev’s book. In his conclusion,
Varunts includes an excerpt from a September 6, 1934 letter from Prokofiev to Asafyev: “[P. Suvchinsky
and I] stopped by to see Stravinsky [...] I asked what the best book about him was, and he said it was
Glebov’s [i.e., Asafyev’s — V.G.].” [3, p. 184]
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and work. We can see this organizational principle at work in the books by André
Schaeffner, Roman Vlad, Boris Yarustovsky, and André Boucourechliev.? In some
monographs, authors emphasize either the music or a description of the composer’s
life and creative path. Examples of the first approach include the works by Pieter
van den Toorn, Paul Griffiths, and Steven Walsh.4 The second approach is applied,
with varying degrees of detail, in Michael Oliver’s book and in the two-volume work
by Walsh.5

Often, authors use a two-part structure in their publications, splitting
the text between: the history of the composer’s life and work and an analysis
of his musical legacy (monographs by Francis Routh, Neil Tierney, and Eric
Walter White);® a chronology and a series of chapters dedicated to various aspects
of expressive systems and spheres of activity (the study by Svetlana Savenko);”
a portrait of the composer and characteristics of his life and work (the book
by Alexandre Tansman).®

One other group consists of the works by Helmut Kirchmeyer, Mikhail Druskin,
and Louis Andriessen and Elmer Schonberger.® These authors construct their books
as a sequence of more or less extensive essays touching on different historical and
theoretical aspects of the composer’s musical legacy. Recently, investigations into
Stravinsky’s personality and work, in diverse contexts, have also drawn attention

[4; 5].
New Research on Stravinsky and Its Methodological Basis

The makeup of my New Book on Stravinsky takes Asafyev’s tradition further,
combining a description of the foundations of his artistic thinking, analytical sections
devoted to various aspects of his musical language, overviews of genre groupings,
analyses of individual texts or fragments thereof, sections pondering the role

3 Schaeffner, A. (1931). Strawinsky. Les Editions Rieder; Vlad, R. (1978). Starvinsky. Oxford University
Press; Iarustovskii, B. M. (1982). Igor’ Stravinskii [Igor Stravinsky]. Muzyka; Boucourechliev, A. (1987).
Stravinsky. Holmes & Meier.

4 van den Toorn, P. (1983). The Music of Igor Stravinsky. Yale University Press; Griffiths, P. (1992).
Stravinsky. Schirmer Books; Walsh S. (1993). The Music of Stravinsky. Clarendon Press.

5 Oliver, M. (1995). Igor Stravinsky. Phaidon Press Ltd; Walsh, S. (1999). Stravinsky. A Creative Spring:
Russia and France, 1882-1934. Alfred A. Knopf; Walsh, S. (2006) Stravinsky. The Second Exile: France
and America, 1934—1971. Alfred A. Knopf.

6 Routh, F. (1975). Stravinsky. J. M. Dent & Sons Ltd; Tirney, N. (1977). The Unknown Country: A Life
of Igor Snravinsky. Robert Hale Ltd; White, E. W. (1984). Stravinsky. The Composer and His Works.
University of Caifornia Press.

7 Savenko, S. I. (2001). Mir Stravinskogo [Stravinsky’s World]. Compozitor Publishing House.

8 Tansman, A. (1949). Igor Stravinsky: The Man and His Music. G. P. Putnam’s Sons.

9 Kirchmeyer, H. (1958). Strawinsky: Zeitgtschichte im Personlichkeitsbild. Gustav Bosse Verlag;
Druskin, M. S. (2009). Igor’ Stravinskii: Lichnost’, Tvorchestvo, Vzgliady [Igor Stravinsky: Personality,
Creative Work, and Views]. In Druskin, M. S. Sobranie sochinenii [Collected Works] (Vol. 4, pp. 31—285).
Compozitor Publishing House — Saint Petersburg; Andriessen, L., Schonberger, E. (2006). The Apollonian
Clockwork: On Stravinsky. Amsterdam University Press.
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and place of the composer’s legacy in Russian culture and worldwide. Considering
the scope of declared goals, material throughout my book is divided into three parts.
The first part examines the principles of Stravinsky’s musical thinking. The second
one discusses particular traits of his musical language. Making up the third one are
surveys of genre groupings. Analyses of particular compositions or their fragments,
and historical or theoretical generalizations at varying levels of specificity, can be
found in every part.

This study has a methodological foundation that relies on synthesis. It
combines elements of holistic, stylistic, and morphological analysis. The latter is
considered in its function as a connective link between the world of sounds and
the world of words. Thanks to this link, we can minimize semantic losses when
translating the content of a musical work into a verbal format. The methodology
of musical morphological analysis is one I developed in a series of articles between
2015 and 2023 [6; 7; 8; 9]. Its universality is based on four pillars:

- innate conceptuality of the musical fabric;

« the sound construction as the object of analysis;
« the morpheme-morph categorical pair;

« the polymorphic nature of the music.

Musical morphological analysis, a methodological foundation of this study,
was a result of my search for new approaches to analyzing Russian music in general,
and Stravinsky’s work in particular. At the end of the second millennium, music
scholarship, especially in the English language, started showing clear signs of a crisis
in analytical methodology. Allen Forte tried applying the type of analysis he himself
developed, based on the mathematical concepts of Milton Babbitt, to studying the work
of the Russian master, but his attempt was unsuccessful, if not to say disastrous [10].
His English-speaking colleagues noticed this failure immediately. Richard Taruskin
emerged as Forte’s main opponent. The history of the polemics between Taruskin
and Forte stretched out for decades [11]. Another work by Forte, this one dedicated
to analyzing Stravinsky’s works prior to The Rite of Spring [12], ended up a complete
fiasco. Forte’s methodology is most obviously faulty in his set analysis for Firebird.
His demand for “phenomenological virginity,” meaning the exclusion of any outside
experience in interpreting the text he analyzed [13, p. 313], resulted in an erroneous
interpretation of the musical imagery in the ballet.*°

After set theory, octatonic theory met with a similar fate. Its progenitor was
the American composer and music theorist Arthur Berger. Analyzing Les Noces, he
focused on what he considered to be the special role of a scale based on tone-halftone
sequences in that piece. Berger called this scale “octatonic,” and drew a parallel

10 For more details, see McFarland, M. (1994). Leit-harmony, or Stravinsky’s Musical Characterization
in The Firebird. International Journal of Musicology, (3), 206—207.
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to the second “mode of limited transposition” described by Olivier Messiaen
in his Technique de Mon langage musical [14, p. 20]. Tracking the role played by
the octatonic scale in other works by Stravinsky, however, did not show Berger
the way to a cohesive theoretical concept. This role — a thankless one, as events later
proved — was taken on by van den Toorn. Twelve years after Berger’s article was
published, he declared that the music of the Russian master contained three styles
of writing: diatonic (meaning tonal), octatonic, and a mixed diatonic-octatonic style
[15, p. 111—112]. The octatonic writing style was based, he believed, on models A and
B. These models consisted of six diverging eight-tone (tone-halftone) sequences
and the intervalic structures they produced.

Van den Toorn applied his octatonic theory in practice [16] and found
a dedicated supporter in Taruskin. The latter tried to trace the historical roots
of Stravinsky’s octatonism to the work of Rimsky-Korsakov, Liszt, Glinka, Schubert,
and Beethoven [17]. Starting in the mid 1980s, the Berger — Van den Toorn —
Taruskin historical-theoretical concept came to dominate English-language
musical scholarship. Its crowning achievement was an impressively large, two-
volume, 1757-page study by Taruskin, dedicated to Stravinsky and the Russian
tradition [18].

Nevertheless, plenty of people remained unconvinced by octatonic theory. The
dissident camp was led by Joseph Straus, who called it a “fallacy” [19, p. 262]. Dmitri
Tymoczko delivered the knockout punch to the Berger — Van den Toorn — Taruskin
triumvirate. His article, “Stravinsky and the Octatonic: A Reconsideration,” had
the clearly stated goal of countering Van den Toorn’s attempt to present Stravinsky
as “a systematic rationalist, exploring with Schoenbergian rigor the implications
of a single musical idea” [20, p. 68]. Without casting doubt on the particular role
the octatonic scale played in the Russian master’s music, Tymoczko examines
the scale as merely one among many tools of Stravinsky’s musical expression.

Van den Toorn’s response to this critique of his analytical methodology came
without delay [21]. The polemics between the two American music scholars grew
into an international conflict between supporters and opponents of octatonic
theory which played out in the pages of Music Theory Spectrum over the course
of 2011 [23]. Both quantitatively and qualitatively, in terms of how convincing their
arguments were, octatonism’s opponents ended up on top. The music theory world’s
response to this debate was not straightforward. For instance, in an article dedicated
to the history of analyzing The Rite of Spring before 2013, Jonathan Bernard described
the debate as “occasionally entertaining, occasionally depressing, but mostly thought-
provoking” [23, p. 295]. A year later, Straus took up another attempt, less successful
(or more unsuccessful) than all the previous efforts, to tie Stravinsky’s music
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to a universal pitch model. Straus, also an American scholar, believes that the tonal
relationships in the Russian master’s works can be reduced to a matrix he describes
briefly at the start of his article:

Much of Stravinsky’s music elaborates two structural fifths separated by some
interval. Typically, one of those fifths is deployed harmonically (with various possible
harmonic fillings) and the other is deployed melodically as a perfect fourth (with various
possible melodic fillings). The harmony and voice leading of Stravinsky’s music thus
often prolong a fundamentally bi-quintal structure [24, p. 1, 4]

The stalemate that has occurred in English-language musical scholarship
around the pitch-based analysis of Stravinsky’s music is grounded in a positivist
methodological foundation. The principles of the positivist approach can be
identified most clearly in Forte’s set theory. The mathematical foundation,
the empiricism of the segmentation of the musical fabric, unburdened by any
preliminary metaphysical trappings, and the absence of post-analytical figurative
or semantic summarizations and assessments all make set theory the least suitable
tool possible for analyzing Stravinsky’s music. In camouflaged form, all these
shortcomings appear in the concepts espoused by Van den Toorn and Straus. Their
octatonic models and intervalic sound matrices are evidence of their conscientious
attempts to find a musical-analytical “philosopher’s stone” capable of unveiling
universal principles of the arrangement of pitches in the Russian master’s
works. By all appearances, all these attempts viewthe formulaic brevity defining
the universal functional-harmonic model in Riemannian theory as an example.
That theory helps boil centuries of Western European musical development down
to an essence. But Stravinsky belongs to a different cultural tradition, one based on
intercultural dialogue. The creative development of approaches to organizing the
musical fabric — approaches which are characteristic of the subvoicing polyphony
in Russian folk music — plays an enormous role in his compositional thinking. Most
English-speaking music theorists are unaware of that fact. Ignorance, however,
does not relieve them of responsibility, both for their erroneous genre and stylistic
benchmarks, and for violently cramming music by the most brilliant composer
of the twentieth century into artificial pitch models and matrices.

In further developing the tradition of Russian and European music,
Stravinsky creates his own original style, recognizable in every moment of every
one of his works. This style is grounded in the cumulative effect of compositional
approaches combining tradition and innovation. I offer a morphological analysis
of the musical fabric in the Russian master’s compositions, characterizing it using
sound constructions (morphemes) with a clearly audible innate conceptual basis.
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The extent to which specific information can be identified regarding how these
sound constructions are textually realized in the finished musical work determines
how successful the morphological analysis can be in each specific case. Of my other
starting premises, I will list the four that are most important.

The historiographical premise underlying this approach stems from an
interpretation of Stravinsky’s artistic legacy as a musical universe resting on proto-
elements formed during the early stage of his creative development. The two-phase
temporal development of this universe can be identified from an array of factors,
most importantly (a) the cultural environment of St. Petersburg, which played
the decisive role in facilitating (b) the formation of his musical mastery, which had
as its foundation (c) the idea of order.

The methodological premise is based on emphasizing the differences between
the dynamic-procedural creative method, which is characteristic of the classical and
romantic branch of Western European music, and Stravinsky’s object-descriptive
polymorphism, which is rooted in the traditions of 19th-century Russian music.

The musical-imagery premise is conditioned on the expressive spheres within
Stravinsky’s oeuvre which were new to the world of early-20th-century music. In
these areas, the composer operates masterfully in realms of the human emotional
universe which were previously unrepresented in music.

The cultural and worldview-related premise originates with Stravinsky’s
unique role in 20th-century musical culture as the most brilliant representative
of a new, essentially dialogic, cultural type. Multiple, diverse forms of intercultural
dialogue in Stravinsky’s life and work were described in new research by Natalia
Braginskaia [5]. The dialogical mental apparatus, the harmonization of European
and non-European strategies for perceiving the world around us, all so characteristic
of Stravinsky, find specificity in analyses concerning how the composer’s stylistic
dialogue with folklore, jazz, and baroque rhetoric, as well as with the idioms
of classical and romantic European music, Rennaissance canon, and serial and
rotational-serial technique, manifest themselves in his musical texts.

The idea of the morphological analysis I am proposing occurred to me
as I listened to various strata of Russian music from the 19th and early 20th
centuries. The growing role, within that music, of spatial and temporal, subconscious
and emotional, bodily-movement, object-descriptive, and cultural-dialogical
elements of music expression served as my starting point for a contextual allocation
of morphemes, sound constructions with specific innate conceptuality. Currently,
the corpus of morphemes includes about ten sound constructions [9, p. 10].
A style belonging to any individual, national, or temporal category can be subject
to morphological analysis. Nevertheless, I want to specifically address Russian
music as the source of this new analytical method.
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Stravinsky and the St. Petersburg Classic School of Composition

Beyond a doubt, Russian music is a vital component of global musical culture,
one with clearly audible national characteristics. Just as in German, French, and
Italian music, there is a special character of sound that is innate to Russian music,
making its style identifiable from even a brief fragment. The uniqueness of Russian
music rests on quite concrete foundations. One of these deserves special attention.
This is the central position, in the 20th century, of the work of three geniuses:
Stravinsky, Prokofiev, and Shostakovich. Their works constitute the developmental
peak of 20th-century musical culture, something reflected in my concept
of the St. Petersburg Classic School of Composition.'* This permits us a new
look at 19th-century and early 20th-century Russian music, as well. The legacy
of Stravinsky, Prokofiev, and Shostakovich can be seen as the historical
amalgamation of the diverse ideas, experiments, aesthetic statements, creative
feats, and the entire artistic experience of their predecessors.

As we know, a musical work’s place in the historical process can be examined
from three angles:

- as an inherited experience from the past;
- as a means of enriching modern-day creative practices;
- as an anticipation of future artistic trends.

Russian music scholarship has done an enormous amount of successful work
on the first two points as they apply to the work of 19th- and early-20th-century
Russian composers. When it comes to how the music anticipated future artistic trends,
the situation is different. There is no clear concept of two interrelated questions:
(1) which 20th-century phenomena were inherited from the 19th century, and
(2) who personally reinforced the image of Russian music during that time, and how.

Stravinsky, Prokofiev, and Shostakovich’s works contain distinct traces
of a new creative method: object-descriptive polymorphism, in which
the arena of thought and speech, the incarnation of conscious emotions, remains
in the background. What is foregrounded is the diverse, object-based universe, and the
subconscious emotions which arise in the process of its perception. The procedural-
dynamic method characteristic of Austrian and German music can be likened to
an intellectual conversation. As they discuss the topic at hand, the participants
of this conversation introduce arguments for and against, find points where their
opinions coincide, and reach a final compromise solution. The object-descriptive
polymorphism of the St. Petersburg Classic School more resembles the observation
of an externally existing object and an emotional response to how it changes.

1 The main tenets of this concept are laid out in articles [25; 26]. Much has been written about Stravinsky’s
links with the Petersburg musical tradition; see, in particular, the recent collection by Valery Smirnov [27]
and the article by Graham Griffiths [28].
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In the work of Stravinsky, Prokofiev, and Shostakovich, the artistic realization
of this method is characterized by the principle of unity in diversity. The unified
artistic-exploratory strategy allows for an individually characteristic choice
of objects for observation, and for their specific, original interpretation.

Object-descriptive polymorphism finds its natural expression in
psychologically enriched tone painting, thanks to which the depiction
of the chosen object includes a description of its spatial, kinetic, and temporal
properties, but also the emotional response triggered by these properties. That
last result is achieved through the broad use of generic and stylistic associativity.
The choice of objects plays a decisive role both in shaping the artistic profile
of a specific work and in each specific artist’s oeuvre as a whole. The object-
based foundation of psychologically enriched tone painting varies significantly
in the inventive Stravinsky, harmonic Prokofiev, and conflictive Shostakovich.*?
This fact does not, incidentally, preclude the existence of quite telling similarities
and parallels. These similarities and parallels surface at different levels
of the creative process. They form the foundation of the seminal stylistic unity
that links the three Russian geniuses, each so irreproducibly individualistic,
in the second classic school in the history of world music.*3

Object-descriptive polymorphism presumes to be a corrective to existing
historical assessments, theoretical concepts, and methods of analyzing music. This
corrective could be applied to resolving several long-standing tasks in Russian music
scholarship, including the following:

- a multifaceted functional analysis of the dynamic-procedural and
intonational foundations of a musical work, and efforts to identify within it the signs
of symphonism, applied in works by Asafyev and several other researchers.

« the historical tracing of changes to the way national folklore is transformed
into professional works by Russian composers.

 research into the interaction between verbal and musical texts, to which
many of Yekaterina Ruchyevskaya’s works are devoted.

Furthermore, we face the task of studying various aspects of composers’
languages and styles, the historical stages of development for the art of music, and
more.

The first three tasks are applicable, to varying degrees, to the creative legacy
of Stravinsky, Prokofiev, and Shostakovich. For instance, the implementation
of national folklore in works by professional composers is extremely important
for Stravinsky. In his triad of ballets (Firebird — Petrushka — The Rite of Spring),

12 For more details, see [26, p. 28-31].
13 The first step in this journey was the article [29].
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as well as in other works from the 1910s, we can identify the impetuous evolution
of tools used to effect this implementation. For Prokofiev (except for his latest
creative period), and especially for Shostakovich, this was a less pressing issue.
Symphonism, manifesting as a special type of dynamically tensional processuality,
is most evident in Shostakovich’s instrumental music. It is less characteristic
of Stravinsky.

The word, and its musical incarnations, play a different role in the work
of Russia’s 20th-century musical geniuses, compared to that of their predecessors.
The arenas where their unique individuality shines most brightly are the ballet
(for Stravinsky and Prokofiev) and the symphony (for Shostakovich). We will
apply an intonational analysis, using the concept of “intonation” as a synonym
for the content of the musical text as broadly understood, to describing the works
of all three of these masters. Precisely referring to a specific musical fragment
in each case will help guarantee our success. For Stravinsky, for example, the sound
construction is such a fragment.

As of this writing, the universality of the content and imagery components
of Stravinsky, Prokofiev, and Shostakovich’s work, based on the characteristic
national sound of their compositions, has not been provided with an adequate
theoretical foundation. As a methodology, object-descriptive polymorphism can
help to address this issue. The relevant questions are as follows.

Why “object-descriptive”? For a very long time, the outside world and depictions
of objects and events inside it have been a component of the imagery in European
composers’ works. In the 19th century, this was helped along by the concept
of the romantic duality of worlds, which permitted a temporary distraction from
the tense life of the spirit and a departure into the outside world. A romantic hero
could spend time admiring natural phenomena and find resonance there with his own
internal emotional state. Romantic program music made significant contributions
to methods of handling images from the outside world. Works of painting, sculpture,
and architecture could all be brought in to serve, and there were discernible efforts
to craft sonic recreations of natural phenomena (the sunrise, a storm, a flowing river,
waves on the surface of the water, birdsong, etc.). Specific expressive tools were used
to do so: sound effects, associative sound descriptions, the graphical interpretation
of the musical genre, and amalgamation across genres. Very often, the recreation
of phenomena from the surrounding world was accompanied by a type of lyrical
“commentary.”

Starting in the baroque era, the language of European music developed in close
connection with speech as a verbalized manifestation of human thought. The logical,
structural, and syntactic patterns of speech exerted an enormous influence on musical
language and musical form. In the second half of the 19th century, the diametrical
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opposite of this tendency could be seen. Works were being created, in Russian
music, based on the reorientation of musical imagery from the internal, human
world to the outside, natural world. Within the internal-external and subject-
object dyads, the external and the object won out. The outside world and its
diversity of objects penetrates into musical imagery when the spatial and
temporal intuition and ideas, possessed by every human being, spring into action.
In the way the music fabric is deployed, in the way its elements repeat, the signs
of polymorphism become easier and easier to track. All these phenomena and
processes are recreated with help from specific expressive tools, and these tools
are the focus of a morphological analysis of music.

One other question: Why “polymorphism”? Music theory contains an array
of concepts describing repetitions of material, whether precise or in altered form.
These include references to ostinato, variability, variation, and development.
Though different, what they have in common is their linearity, which presumes
a more or less discernible stepwise change of the core material as originally
given. But what if, from the very start, we have two or more similarly constructed
sets of core material? And what if each of them moves along its own trajectory?
In this sort of situation, the definitions provided by modern-day music theory are
insufficient. Using the term “polymorphism” may be a solution to that conundrum.
Translated from the Greek, “polymorphic” means “having many forms.” A group
of objects marked by more orless obviously expressed similarities can be considered
polymorphic. The polymorphic principle of diversity in unity, or unity in diversity,
we can take as a given; it demands no linear progression. How does polymorphism
differ, for example, from variability? There is no firm boundary between them.
Both concepts describe a plurality of forms in which a particular object exists.
At the same time, the invariant-variant pair is used, as a rule, to describe a linear
process, in which the starting point and its structural (melodic, rhythmic, textural)
features are a factor in the recognizability of all subsequent transformations.
A polymorphic object, in contrast, is the sum total of individualized forms which
are structurally similar at their foundation. The foundation of polymorphic
unity in music is a sound construction with a typical set of characteristic traits:
a morpheme. What represents this idea in a specific musical text is a morph.
The invariant and variant are linked by their structural and syntactic similarity.
The morpheme and morph are connected both in terms of construction and
content, in innately conceptual ways.

Present in embryonic form in Rimsky-Korsakov, Mussorgsky, Borodin,
and Tchaikovsky, this object-descriptive polymorphism found its fullest
expression in the work of the St. Petersburg Classic School in the 20th century.
Its members’ role in European music of that century is similar to the role
played by Haydn, Mozart, and Beethoven in the musical culture of the 18th
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and early 19th century. Similar to those Viennese classics, the Petersburg classics
reached the heights of compositional mastery in their work, and embodied the
most vital traits of the contemporary human worldview in perfect artistic form.
Thanks to their achievements, Russian musical genius served as a decisive factor
in the development of 20th-century musical culture around the world.

The expressive tools used for the textual realization of the morphemes
of environment, time, event, space, and motion constitute a specific sound-
construct layer that serves as an intermediary between objects and events belonging
to the outside world and the listener’s spatial-temporal intuitions and ideas. This
layer can be seen as the most important national trait of Russian music. Italian
music can be recognized by the supremacy of its melodic source, French by its
elegance of form and rhythmic variability, German by its logical sequences of music
development. Russian music, in contrast, establishes a unique brand of emotional
contact with the surrounding world. Its orientation outward, toward crossing
beyond the limits of individual insularity, contributes to the formation of a special,
irreproducible, and profoundly exciting emotional aura, one that is palpable in every
moment of a masterwork by Stravinsky, Prokofiev, or Shostakovich.

Aside from terms related to morphological analysis and concepts linked with
the method of object-descriptive polymorphism, we can also use the categories
of objectivism and objectivity as epoch-defining musical and stylistic definitions,
which indicate, similarly to in the baroque, classical, or romantic periods, specific
traits of the artistic vision of the world in the 20th century.

Resume

The corpus of Stravinsky’s musical texts, a gaping hole in which was filled
in 2015, is notable for the way in which it records the composer’s intentions as
precisely as possible given the notational system that existed at the time. As opposed
to many examples of 20th-century music that are characterized by a randomness
(aleatoricism) of form in the whole or its parts, the Russian master’s creative
legacy sets the stage for an objective comparative analysis, both within that legacy
and outside of it. In this book, comparisons between Stravinsky’s works and those
of other composers follow certain rules. The most important of these is to identify
actual sound similarities as a manifestation of generic and stylistic connections.
No less important are structural analogs revealing similarities in compositional
decision-making.

14 Here, I mean the discovery of the orchestral parts to Stravinsky’s Funeral Song in the archives
of the Rimsky-Korsakov Conservatory library in St. Petersburg on February 26, 2015 [30, p. V].
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As long as a musical work has been created within the system of equal-
temperament halftones, it can be compared with any other composition based on
the same acoustic principles. Here, a danger arises we can call “similarities without
borders,” based on the use of a scale broken up into octaves and halftones. Similar
pitch constructions in texts belonging to different eras and styles must be given
a critical examination. This book uses analogs reinforced by contextual relationships,
whether stylistic, generic, or compositional. These are the comparisons that form
the foundation for my semantic, historical, and aesthetic conclusions.
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Abstract. The quantity of draft autographs pertaining to Dmitri
Shostakovich’s early works is relatively small. But for acquiring a perception
of the creative process of the young composer, other documents of this period may
be used — variants of compositions that have been preserved in large quantities.
And although some of them present simple complimentary authorial copies meant
to be gifts for friends and acquaintances, differing to a minimal amount from
the initial musical texts, there exists a number of variants where the composer’s
creative will is distinctly manifested — an improvement of the perception of form
and the sound of the musical composition. The article makes use of the method of
comparative analysis of autograph scores, and all the variants were classified in to
1) compositional and 2) those connected with orchestration. The existent mixed
variants, for the most part characteristic for later and more large-scale compositions
(the opera Lady Macbeth of the Mtsensk District and the Eighth Symphony) have
remained beyond the sphere of this research. The compositional transformations
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are examined on the example of two short pieces written during the year
of the composer’s enrollment in the Petrograd Conservatory (1919). They
demonstrate various diametrically opposed to each other techniques of work with
the material: those include the omission of measure units and groups of measures
and the additional composition of new musical text, at times, of great capacity.
The variants connected with orchestration are examined on the example
of Prelude No. 4 from the Eight Preludes opus 2. The piece has been orchestrated
twice. It can be seen in the manuscripts how the composer gradually elucidates
for himself the sound contours of the composition and correlates the orchestral
profile with the form. The keen understanding of the regularities of orchestrating
a composition for wind orchestra is reflected in the variants of the March from
the incidental music for the performance of Vladimir Mayakovsky’s The Bedbug.

As the result, it becomes possible to conclude that in the early period
of his music, Shostakovich’s talent developed itself dynamically. The composer
not only evaluates his own works critically, but also aspires to transform some
of them. These transformations touch upon both the compositional and the
timbral aspects of the compositions, however, at the same time, they do not bring
in anyradical changes, do not affect the figurative qualities or the musical language
and preserve the general structure of the pieces. At the same time, the application
of discrepant principles of transcription in various cases demonstrates
the composer’s attention to the material.

Keywords: Shostakovich, early works, creative process, variants,
instrumentation, orchestra, autographs, preludes, music for wind orchestra
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Pannue npousseagenud /. /1. lllocrakoBuua:
TBOPUYECKHUH IIPOIECC CKBO3b IPU3MY BApUAHTOB
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AnHoranmua. Ywucio depHoBbix asBtorpadoB . [I. llocTakoBuua,
OTHOCAIIUXCSA K PAHHUM COYMHEHHsM, CPaBHHUTEJbHO HeBeqnKo. Ho mis
IPEACTaBJIE€HUsI O TBOPYECKOM IPOIleccCe FOHOTO KOMIIO3UTOPA MOKHO
HCII0JIB30BAaTh JAPYTHE IOKYMEHTHI 3TOTO IIEPHO/a — BapUaHTHI TPOU3BENEeHUM,
COXpaHUBIIHECA B OOJIBIIOM KojudecTBe. V1 XOTS 9acThb U3 HUX IIPECTABJISET
cob0i TpOCThIe AapCTBEHHBIE ABTOPCKHE KOMUH [JIs JAPy3€d M 3HAKOMBIX,
MHHHUMAaJIbHO OTJIMYAIOIIECs OT MCXOJIHBIX TEKCTOB, CYIIECTBYET Psiji BAPHAHTOB,
r7le OTUETJIMBO IIPOSIBJISIETCA TBOPYECKas BOJIA KOMIIO3UTOPA — YTOUHEHHE
npescTaBaeHus 0 GopMe U 3ByYaHUH Ipou3BeneHus. B pabore ncmosb3oBasics
METOJT CPAaBHUTEJBLHOTO aHajim3a aBTOrpadoB, a BCe BAPHUAHTHI JIEJWJINCHh Ha
1) KOMITO3WIIMOHHBIE W 2) CBSA3aHHBbIE C HWHCTPYMEHTOBKOU. CyIecTBYOIHE
CMeIllaHHble BapHUAaHThl, B OCHOBHOM XapaKTepHble jiA 0Oojiee IIO3/THUX
1 wMacmTabHbIx counHeHuU# (omepa «Jlemm Maxkber MiteHCKOTO yesza»,
Bocermasi cumdoHms), octaanuch BHe cdepbl uccienoBaHus. KoMmo3umuoHHbIe
TpaHchOpPMAaIlU PACCMOTPEHBI HA IPUMeEpE JIByX HEOOJIBIIINX ITheC, HAITMCAHHBIX
B TOJl MOCTYIUIeHUSA Kommosutopa B IleTporpaackyr kKoHcepBaTopuio (1919).
B HUX  O0OHaApy:KMBAIOTCA  pasjMuHble, OYKBAJIbHO  ITPOTUBOIIOJIOKHBIE,
IIpueMbl paboOThl C MaTepUAJIOM: 3TO W HCKJIIOUEHUE TAKTOBBIX €IWHUI], TPYIII
TaKTOB, W NPHUCOYMHEHWE HOBOTO TEKCTa, IIOPOU JIOCTAaTOYHO OOBEMHOTO.
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BapuaHTbl, CBA3aHHbBIE € WHCTPYMEHTOBKOM, PACCMOTpPEHbl Ha IIpUMepe
[Tpentoguu N 4 u3 BocbMu npenwoauil op. 2. I[Ibeca opkecTpoBasiach JBAXKAbI.
B pykomucsx BHIHO, KaK IOCTEIIEHHO aBTOP MPOsICHSET s cebs 3BYKOBBIE
KOHTYPbl COUMHEHUS U COOTHOCUT OPKeCTPOBbIN mpoduib ¢ popmout. Torkoe
IIOHUMaHUe 3aKOHOMEDHOCTEN WHCTPYMEHTOBKM COUYMHEHUA JJIA JyXOBOTO
OpKecTpa OTpaXeHO B BapuaHTax «Mapina» U3 My3bIKA K CIEKTAaKI0 «Kiiom»
110 npece B. B. MasgKOBCKOrO.

B pesysibTaTe MOKHO 3aKJIIOUUTh, YTO B pAHHEM IIEPUO/ie TBOPUECTBA TAJIAHT
[lTocTakoBMYa AUHAMHUYHO pa3BUBaeTcA. KOMIO3UTOP HE TOJIBKO KPUTHUYECKU
OolleHUBaeT COOCTBEHHbIE COUMHEHUS, HO U CTPEMUTCA TpaHchHOPMHUPOBATH
HEKOTOpble U3 HUX. TpaHchopManuu 3TU 3aTParuBalOT KaK KOMIIO3UIUOHHBIE,
TaK U TeMOpPOBbIE CTOPOHBI MPOU3BEEHUM, OTHAKO B TO K€ BpeMs He IPUBHOCAT
paUKaJIbHBIX W3MEHEHHU, He BJIUAIT Ha 0Opa3HOCTh, MY3bIKAJIbHBIA S3BIK
U COXPAHAIT OOIyI0 CTPYKTYpy mbec. [IpuMeHeHHe Ke B pa3HBIX CIIy4yasx
HECXOJIHBIX IIPUHIIUIIOB 00pabOTKU JIEMOHCTPUPYET BHUMAaHHE aBTOpa
K MaTepuasy.

KiaroueBbie cioBa: IllocrakoBu4y, paHHee TBOPYECTBO, TBOPYECKUU
IIPOIeCC, BApUAHTHI, THCTPYMEHTOBKA, OPKECTP, aBTOTpadbl, MPEJIIOINU, My3bIKa
JUUISL IyXOBOT'O OpKecTpa

BaarogapHocTu: ABTOp 0J1aroflapuT  JIOKTOpAa UCKYCCTBOBEIEHUH,
npodeccopa Kadeapbl aHATUTUYECKOTO MY3bIKO3HaHUSA Poccuiickoll akajgeMuu
My3blKu uMeHU I'HecunblXx JI.JI.I'epBep; [JOKTOpa HCKYCCTBOBEJEHWUA,
OTBETCTBEHHOT0  HAy4YHOTO penakropa HoBoro cobpaHuss COUYMHEHUH
. . locrakoBuua M. I'. Paky; Apxus /. /I. I[llocrakoBu4Ya 1 ero COTpyIHUKOB —
KaHWUJaTa UCKYyCCTBOBeAeHUs, r1aBHOro apxuBucra O. I'. JIUTOHCKYIO, TJIaBHOTO
xpanutensa apxuBa O. B. JlJoMOpOBCKyI0 3a IIpeJOCTaBJIEHHE MaTepHasIOB
JIJIS ICCIIeJIOBAaHUA U KOMMEHTApPHUH.

s IIUTUPOBAHUA: Jlykvaros A. B. Pannue IIPOU3BEeHUA
. 1I. [llocrakoBr4a: TBOPYECKHUH IMPOIECC CKBO3b IPU3MYy BapHUaHTOB //
CoBpemeHHBIE TpOOJIEMBl My3bIKO3HaHUA. 2024. T.8, N22. C. 86—103.
https://doi.org/10.56620/2587-9731-2024-2-086-103
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Introduction

tis well known that Dmitri Dmitrievich Shostakovich preferred composing
new works to revising those already written.! In 1927, in a questionary
devoted to his artistic process and filled out for musicologist Roman Ilyich
Gruber, the composer noted: “I never return to a composition once it is notated.”
This aspiration to preserve everything particularly in the initial form is also
characterized by Shostakovich’s prior self-observation expressed in the selfsame
questionary:
In 1922 I composed a suite for two pianos. Professor Maximilian Oseyevich
Steinberg expressed a somewhat negative attitude towards it and ordered me to revise
it. I did not do this. Then, he insisted, for the second time, that I revise it, and I brought
in the changes to it, following his instructions. In the latter form it was performed in
one of the student concerts of the Leningrad State Conservatory. After the concert, I
destroyed the revised version and authorized the previous version.3
Nonetheless, in lieu of various reasons,* Shostakovich sometimes turned to
his previous oeuvres, bringing various types of changes into them, and, thereby,
forming new versions.? This position is correct for all the periods of the composer’s
music: for the youthful period, connected for the most part with revisions of piano
pieces, as well as for the subsequent periods, in which frequently pages of chamber
works were transformed into dozens of pages of orchestral music.®
Upon research of the artistic process, a comparative analysis
of the variants may be as fruitful as the traditional variety of analysis, connected with

1 “When I find out that a composer has eleven editions of a single symphony, then the thought unwittingly
comes into my head: how many new pieces it would have been possible for him to compose during that
time?” — Dmitri Shostakovich observed in 1965. Shostakovich, D. D. (1967). Kak rozhdaetsya muzyka [How
Music is Born]. In G. Sh. Ordzhonikidze (Ed.), Dmitri Shostakovich (pp. 35—39). Sovetsky Kompozitor, p. 36.
2 Shostakovich, D. D. (2000). Shostakovich o sebe i svoikh sochineniyakh [Shostakovich about Himself and
His Music]. In I. A. Bobykina (Ed.), Dmitri Shostakovich v pis‘'makh i dokumentakh [ Dmitri Shostakovich
in Letters and Documents] (pp. 469—490). M. 1. Glinka State Central Museum of Musical Culture, RIF
“Antikva,” p. 478.

3 Ibid., p. 472.

4 There exist such cases when it is not possible to establish the reasons (and some of the variants examined
below pertain to them), but frequently such are provided by the joint work with the soloists on concert works
(Shostakovich, D. D. Pis'ma k D. F. Oistrakhu [Letters to David Oistrakh]. In I. A. Bobykina (Ed.), Dmitri
Shostakovich v pis'makh i dokumentakh [Dmitri Shostakovich in Letters and Documents] (pp. 334—350),
P- 345; Dobrokhotov, B. V. (Vospominaniya o Shostakoviche [Memoirs of Shostakovich]). I. A. Bobykina (Ed.),
Dmitri Shostakovich v pis'makh i dokumentakh [ Dmitri Shostakovich in Letters and Documents] (pp. 514—
521), p. 515), criticism by the party functionaries (Meyer, K. (1998). Shostakovich: Zhizn’. Tvorchestvo.
Vremya [Shostakovich: Life. Work. Time] (pp. 389—390). DSCH, Compozitor Publishing House).
The variant may also have appeared directly during the course of the composition, but remains uncalled [1].
5 What can be considered to be a variant of a composition? The wording of literary critic, one
of the founders of Russian textual criticism, Boris Viktorovich Tomashevsky, formulated by him in 1928,
which has not lost its relevance up to the present time, can be considered as most effective: “limitation
by the extent of the texts of the same work.” Tomashevsky, B. V. (1928). Pisatel’i kniga. Ocherk tekstologii
[The Writer and the Book. A Sketch of Textual Criticism]. Priboy, p. 89.

6 For example, the orchestrations of the Six Romances opus 62, the Six Poems of Marina Tsvetayeva
opus 143 and the Suite on the Text of Michelangelo opus 145.
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the comparison of the rough drafts and the fair copies.” Moreover, in many
cases, each of the variants turns out to be essentially the “official” version
of the composition.

After having turned to such foundational factors as compositions and
the peculiarities of timbral manifestation, we may classify the variants
of Shostakovich’s compositions the following way:

1) a stable mode of timbral sound (piano, orchestral) along with
a mobile compositional structure,

2) a stable structure along with timbral mutability (the version
of orchestral statement, the orchestration of a piano piece, the piano parts
in a vocal cycle),

3) mixed cases (frequently occurring in variants of more large-scale
compositions?).

In addition to that, there are variants in which only separate details of the musical
text are changed — for example, the modal slant (in the piece Melancholy”— a version
of the piece Yearning [4, p. 96]); close to these are the complimentary authorial
copies meant to be gifts for relatives of acquaintances?, the availability of which
subsequently substantially eased the publication of such pieces as, for example,
the Eight Preludes opus 2 (the autograph score was lost as far back as in the 1920s).%°

Let us turn our attention to a few illustrative examples.

Prelude No. 1 in G minor from the cycle Eight Preludes opus 2"

The piece was written by Shostakovich in 1919. It was presumably performed
by the composer at the time of his enrollment to the conservatory [4, p. 97—98], and
also during subsequent years in different concerts. The prelude is dedicated to artist
Boris Mikhailovich Kustodiev, to whom Shostakovich presented one of its copies
in the selfsame year 1919. Subsequently, this piece was included in the opus 2, having
assumed the primary position in it*2,

Just as in many other pieces opening up cycles of short works, its texture is
expressed in the manner of figurations (Example 1), however the design of the latter

7 The peculiarities of Shostakovich’s corrections and summary notes in his autograph sketches have been
examined by us earlier ([2; 3]).

8 For example, the opera Lady Macbeth or the Eighth Symphony.

9 Lukyanov, A. V. (2021). Tvorcheskiy protses Shostakovicha: ot chernovika k opusu [Shostakovich’s
Creative Process: From the Rough Draft to the Opus]. [Unpublished doctoral dissertation]. Gnesin Russian
Academy of Music, pp. 146, 151—-152.

10 11 this regard, Shostakovich’s letter to Valerian M. Bogdanov-Berezovsky has been preserved: “I have
lost my 8 préludes. Do you have copies of them, by any chance? If you have them, be so kind, today (August
19, 1922) if you are in our neighborhood, bring them to me, please...”. Cit. ex: [5, p. 51].

1 In part the Prelude No. 1 and the Bagatelle (see below) have been examined in the author’s
dissertational research (Lukyanov, A. V. (2021). Tvorcheskiy protses Shostakovicha... [Shostakovich’s
Creative Process...], pp. 147-149).

12 Digonskaya, O. G., Kopytova, G. V. (2016). Dmitri Shostakovich. Notograficheskiy spravochnik [Music
Scoring Compendium] (Iss. 1—3). (Iss. 1). Ot rannikh sochineniy do Simfonii No. 4 opus 43 (1914-1936)
[From the Early Compositions to Symphony No. 4 opus 43 (1914—1936)]. Compozitor Publishing House, p. 21.
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is unusual: the composer makes use of diverse combinations of gestures comprised
of ascending and descending intervallic fifths [6, p. 183].
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Example 1. Dmitri Shostakovich. Eight Preludes for Piano.
Prelude No. 1, beginning?3

The form of the composition is a simple rounded binary type. Of special interest
is the first section — an exposition-type of period formed of two parallel sentences,
the number of phrases in each differs in different versions of the prelude. One variant
of expounding the period, containing 18 measures in each sentence, is present
in the Prelude contained in opus 24 (henceforward — Prelude). The second variant
is presented by an untitled copy, of which only the first half has been preserved

13 The depiction is recreated on the basis of: Shostakovich, D. D. (2018). Novoe sobranie sochineniy:
v 150 t. Seriya XII. Sochineniya dlya fortepiano. T. 109. Fortepiannye miniatyury D. Shostakovicha raznykh
let [New Collection of Complete Works: in 150 volumes. Series XII. Compositions for Piano. Volume 109.
Dmitri Shostakovich’s Piano Miniatures of Various Years]. DSCH, p. 21.

14 DShA [Dmitri Shostakovich Archive], fund. 1, portfolio 1, item 158, pp. 1—2 back side.
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(henceforward — Fragment’). In the Fragment the number of measures

in each sentence is shortened in one way or another, albeit, to various
degrees and by various means. In the first of them, Shostakovich shortens 18
measures to 12 by eliminating certain repeating elements disconnected from
each other (highlighted by Example 1 by frameworks), and in the second
of them leaves 15 measures, extirpating the block of the three measures situated
adjacently from each other (the last three measures from Example 1). Thereby,
the master demonstrates a sophistication in compositional technique, not
only obtaining several structurally different derived themes by transforming
the initial variant, but also causing the form to expand and “breathe.”

Bagatelle and Prelude No. 2%

The piano piece Bagatelle, written in 19197, was dedicated to Marianna
Feodorovna Gramenitskaya, with whom Shostakovich studied together in Ignaty
Albertovich Glasser’s piano courses, and then at the conservatory piano class
of professor Leonid Vladimirovich Nikolayev [4, p. 95]. Approximately at the
same time® in all likelihood, having reworked the Bagatelle, Shostakovich wrote
the “Prelude in g Major” <sic!> (henceforth — Prelude), based on similar material.*

The texture of the Bagatelle consists, for the most part, of “sound-points™2°
(see Example 2), which occasionally turn into more thickset sonorities or alternate
with such. For the composer this was the first and rhythmically the simplest attempt
of creating pointillistic two-voice polyphony. [6, pp. 1908—199]

The form of the piece is simple ternary with a developing middle section.
The commensuration of the sections is carried out with an almost mathematical
precision: the length of each one of these comprises about 30 measures, at the same
time, the first one is state twice (the recapitulation sign is shown). It becomes more
difficult to speak about the form of the Prelude, since the ending of the piece is missing
(only 31 measures of the recapitulation have been preserved). But the important

15 RGALI [Russian State Archive of Literature and Art], fund. 2048, portfolio 2, item 51, p. 5 back side. It
must be specified that there exists yet another variant, a fair copy one, which has not been researched, due
to its unavailability and its locationin the archives of St. Petersburg.

16 Bagatelle — DShA, fund 1, portfolio 1, unit 270, 1 p. Prelude No. 2 — DShA, fund 1, portfolio 1, unit 158,
p. 2 back side —5.

17 Digonskaya, O.G., Kopytova, G.V. Dmitri Shostakovich. Notograficheskiy spravochnik [Dmitri
Shostakovich. Music Scoring Compendium (Iss. 1—3). (Iss. 1), p. 22.

18 Researchers differ in their views on the chronology of the creation of the pieces, indicating at the initial
priority of the Bagatelle [4, p. 95], as well as the Prelude [5, p. 51]. Among them, only the Bagatelle is provided
with a date by Shostakovich. However, the Prelude was unified by the composer together with the Prelude No. 1
described above (dated September 1919) into the cycle of Preludes opus 1, where it assumed the second position.
Indirectly, considering the scales of the Prelude, we consider it to be a later variety, but it cannot be excluded
that there also occurred a reduced reworking, which we had earlier observed in the Fragment of Prelude No. 1.
19 Digonskaya, O.G., Kopytova, G.V. Dmitri Shostakovich. Notograficheskiy spravochnik [Dmitri
Shostakovich. Music Scoring Compendium (Iss. 1—3). (Iss. 1), pp. 21—22.

20 The term sound-point is used by Valentina Kholopova. See Kholopova, V. N. (2010). Teoriya muzyki:
melodika, ritmika, faktura, tematizm [Music Theory: Melodicism, Rhythm, Texture, Thematicism].
Planeta muzyki, Lan’, p. 188.
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thing is in the tendencies, and those consist in a considerable expansion
of the initial form — the completion of composing the musical text of the Bagatelle.
The composer’s idea, as may be perceived, may have consisted in counterbalancing
the twofold exposition of the material of the first section as the result of proportional
expansion of the other sections. Let us draw our attention that, at the same time,
what happens here is not a formal display of recapitulations in the appropriate
locations, but the creation of a new musical text. Architectonically, the material
of the first sections in both pieces, for the most part, matches together,?* while
the middle and the recapitulation sections are similar only in their initial measures.
More interesting are the changes of the middle section, expanded twofold,
for the most part, as the result of the figuration-based chromaticized motive placed
in the middle register (see Example 3) (in the Bagatelle it appeared only for a brief
four measures). And while at the beginning of the Prelude, the exposition was
rather unemotional and dry, in the middle section the sound of the motive is set off
by pedal notes in the upper and lower voices. In the harmonic relation, the composer
makes use of the deviation into relative tonalities. It is difficult to judge, how
the recapitulation formed itself, overall, however it may be surmised that its capacity
was also expanded proportionately with the other sections. But this indirectly
indicates to that fact that in comparison with the Bagatelle, the composer repeats
and expands the material of the first section more consistently.
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Example 2. Dmitri Shostakovich. Bagatelle, beginning??
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Example 3. Dmitri Shostakovich. Prelude in G major,
middle section with the chromatic motive

21 The differences include a few separate notes close to the end of the section.

22 The depiction is reproduced on the basis of: Shostakovich, D. D. (2018). Novoe sobranie sochineniy:
v 150 t. Seriya XII. Sochineniya dlya fortepiano. T. 109. Fortepiannye miniatyury D. Shostakovicha raznykh
let [New Collection of Complete Works: in 150 volumes. Series XII. Compositions for Piano. Volume 109.
Dmitri Shostakovich’s Piano Miniatures of Various Years]. DSCH, p. 133.
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Preludes Nos 2, 4, 5 from the opus 2 cycle

A variant of a different type, characterized by a stability of structure and
mutability of the timbral mode, may be seen in the orchestration of the Second,
Fourth and Fifth Preludes opus 2 carried out by the composer during the period
of his studies at the conservatory.23 These variants have been discovered and attributed
by Olga Digonskaya [7, p. 189], and later described by Lydia Ader [7, pp. 189—197].

The exact time of the orchestration has not been established: in the Chronicles
of the Life and Work of Shostakovich it is indicated in a generalized sense —
1921—1922, so we may presume its approximate coincidence with the work on
the Scherzo in F-sharp Minor opus 1.24 The occasion for the orchestration is also not
known. Even though it may have been a student work carried out independently,
Ader makes the presumption: the ensemble of the orchestra identical in all three
pieces “suggests the orchestration of these preludes to be performed by a concrete
orchestral ensemble. It is possible that Shostakovich counted upon the performance
of the Preludes by a certain self-organized orchestra. The latter may have been
a student orchestra affiliated with the conservatory” [7, p. 189].

The makeup of the orchestra has a lack of “hard” brass, while the number
of horns varies from one to four, so it can conditionally be considered as a small
orchestra. The stable elements — three flutes in various connections (the piccolo,
flute and alto) and the string group. The quantity of the other instruments changes
from one piece to the next (1—2 clarinets, 1—2 bassoons; in both orchestrations
of Prelude No. 4 thereis alack of the pair of oboes, which is involved in the ensembles
of the other pieces).

The succession of the pieces in the score corresponds to their position
in opus 2. And although there are no grounds for speaking about cyclic periodicity,
the orchestration still points at a ternary structure: in No. 2 the strings are
the soloists, in No. 4 it is the clarinet, and in No. 5 — the strings and the winds.

Let us sharpen our attention on Prelude No. 4,% presented in the form of two
variants of the scores. Anticipating what is to come, it is possible to presume that
the sole reason for the appearance of the second of them was in the young
composer’s aspiration to manifest in a more precise way his perceptions of the sound
of the orchestra and to improve a few of his initial miscounts.

The Prelude is based on two textural elements — in the upper voice it is
amelody of a figurational character, and in the lower — for the most part2® a harmonic

23 At the same time, Prelude No. 4 was orchestrated twice — within the framework of the overall cycle,
along with the other preludes (Russian National Museum of Music (RNMM), fund 32, unit 2246),
and as a separate complete score (RNMM [Russian National Museum of Music], fund 32, unit 2247).

24 Miller, L. A., & Digonskaya, O.G. (Eds). (2016). Letopis’ zhizni i tvorchestva D. D. Shostakovicha
[Chronicles of the Life and Work of Dmitri Shostakovich] (Vols. 1—5). (Vol. 1, 1903—-1930). DSCH, pp. 69—74.
25 The Prelude was published for the first time in Volume 109 of the New Collection of Complete Works.
26 1t must be noted that precisely in the middle of the Prelude melodic elements in the guise of several
progressions of seconds penetrate into this harmonic figuration.

95



CoBpemMeHHBbIE TPOOIEeMbI My3bIKO3HAHUA /

Contemporary Musicology 20 24 / 8 (2)

figuration in a broad disposition, moving in larger durations in comparison with
the melody (see Example 4). The middle harmonic voices intertwine into the space
between the outer voices during the process of development. Despite the small
scale of the piece — only slightly over 10 measures — Shostakovich manages to form
a clear form with a dynamicized recapitulation.
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Example 4. Dmitri Shostakovich. Eight Preludes for Piano.
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27 The depiction is brought on the basis of the following edition: Shostakovich, D. D. (2018). Novoe
sobranie sochineniy: v 150 t. Seriya XII. Sochineniya dlya fortepiano. T. 109. Fortepiannye miniatyury
D. Shostakovicha raznykh let [New Collection of Complete Works: in 150 volumes. Series XII. Compositions
for Piano. Volume 109. Dmitri Shostakovich’s Piano Miniatures of Various Years]. DSCH, p. 27.
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The miniature quality of the Prelude stipulates many of the aspects
of the orchestration (see Example 5): it includes the aspiration towards “pure”
timbres, a preservation of stable functions for the instruments (the lower voice is
reserved for the cellos, and the upper — for the clarinet).
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Example 5. Dmitri Shostakovich. Eight Preludes for Piano

28 RNMM, fund 32, unit 2246.

Prelude No. 4, first version of the orchestration?®
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The choice of the instruments themselves is felicitous and, as may be perceived,
is based on a knowledge of their performance possibilities: of the woodwinds,
only the clarinet is capable of such an unobtrusive, melodically and dynamically
convincing in the utilized register, out of the strings only the cello is capable
of throwing a “bridge” from the first octave to the large octave.

Without aspiring to evaluate the first version critically, in general, let us
note the somewhat redundant concentration of instruments in the middle and
lower registers, especially the use of the relatively lower notes of the flute as
pedal points (see Example 5). It is also interesting that Shostakovich, in all
probability, consciously splits up the clarinet part — the lower part is placed
in the “chalumeau” register, thereby juxtaposing it to the “clarion” register
of the soloist.

So what was it that demanded changes? For the most part, the new
solutions affect the technical questions and are connected with the balance
of sound — Shostakovich’s actions are directed, first of all, towards the elucidation
of the color, i.e., the elevation of the tessitura disposition of a number of parts
(see Example 6).
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Example 6. Dmitri Shostakovich. Eight Preludes for Piano. Prelude No. 4,
a comparison of the parts of the bassoons and the double-basses
in the first (upper staves) and second (lower staves) orchestrations?

29 RNMM, fund 32, unit 2246 (upper staves) and RNMM, fund 32, unit 2247 (lower staves) respectively.
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During the course of a few measures, the second bassoon is raised from
the large octave to the small, which relieves it of the function of the bass.3°
The contrabass line changes in a perceptible manner — it is not only more elongated
and developed, but, what is more important — raised (as it is notated) to the higher
boundary of the small octave, so that its notes coincide with the lower cello notes.
As the result, the unwieldiness connected with the redundant weight of the lower
register is withdrawn, the prelude retains its miniature qualities and compactness
of the piano original, while the parameters of tessitura are presently correlated
with the work’s capacity. Thereby, Shostakovich’s goal was to find a harmonious
and proportionate solution for the resultant sound, when the scale of the prelude
is combined with the scale of orchestral means and orchestral relief.

March from the Incidental Music
for Vladimir Mayakouvsky’s Play The Bedbug

It is noteworthy to examine the version of the orchestral statement
of the material on the example of the number March from the Incidental Music
for The Bedbug based on Mayakovsky’s play.3! The composition was written in 1929
upon the suggestion of the theatrical producer Vsevolod Meyerhold. There are two
autograph scores of the March in existence. The first of them, taken as the basis
for publication in Shostakovich’s collected works,3?is stored in the Alexei Bakhrushin
State Central Theatre Museum (henceforth — BSCTM), and the second —
in the Dmitri Shostakovich Archive (henceforth — DShA).33

The reasons for the creation of this version are unknown. However, were are
justified in making a supposition about them by the utterance of cinema producer and
stage manager Leo O. Arnstam in regard to another composition by Shostakovich —
the music to the film New Babylon opus 18, written practically at the same time as
the music for The Bedbug.3* Thus, opus 18 existed in several variants that were meant
on various makeups of orchestras that were active at that time in cinematic theaters.35

The variants of the music for the theatrical performance may have appeared
with similar goals: the production had over 150 performances during the course
of three seasons and was shown in different cities of the country [9, p. 189].

Both variants of the March were written for wind orchestra,
including, first of all, such typical instruments as the trumpet, horn, cornet,

39 This same technique makes it possible to secure the melodic function by means of the clarinet:
in the new variant only one clarinet is used, whereas the previous part of the second clarinet is partially
taken up by the first bassoon.

31 For more detail on the materials of the music for the performance of The Bedbug see [8, p. 984-985].

32 BSCTM, fund 688 — GosTiM, No. 180171/300, MR 305). The score is published in Volume 27
of the Collected Works in 42 volumes.

33 DShA, fund 2, portfolio 1, unit 109.

34 Digonskaya, O.G., Kopytova, G.V. Dmitri Shostakovich. Notograficheskiy spravochnik. [Dmitri
Shostakovich. Music Scoring Compendium] (Iss. 1-3). (Iss. 1), p. 93.

35 Arnstam, L. O. (1976). Bessmertie [Immortality]. G. M. Shneerson (Ed.) D. Shostakovich. Stat’i
i materialy [ D. Shostakovich. Articles and Materials]. Sovetsky Kompozitor, p. 115.
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alto, bass, clarinet, saxophone and percussion. This peculiarity of the makeup
of the ensemble had been stipulated by Mayakovsky’s assignment to Shostakovich
— to write such music that would be played by an “orchestra of firemen.”3¢
The variants of the orchestration do not contradict each other, but rather present
two perspectives on one and the same problem. All the dissimilarities are within
the framework of a single style, and as a result they do not lead to a radical
transformation of sound, however, the finesse of the tracing out of the separate
parts testifies of Shostakovich’s knowledge of the peculiarities of wind music. These
peculiarities are contained in the following:

1) the main group determining the sound of the wind orchestra is that of
the brass instruments, whereas the woodwinds are used for auxiliary purposes;

2) the goals of the instruments, as a rule, are delineated precisely: the cornets
and the trumpets are used in melodic function, the tuba and another bass brass
instruments are used in the function of the bass line; the alto and the horn
form middle harmonic voices; the baritone (euphonium) is multifunctional
and can perform not only the middle harmonic voices, but also contrapuntal
lines, melodies, and figurations, and also double the bass; the melodic and
figurational role is usually bestowed on the saxophone; the woodwinds,
the flute and the clarinet most often take up the high and the extreme high
register, where by their doublings they create an octave overtone “halo effect”
for the melody, and also perform the melodic phrases (fillings) and figurations.

All of this stipulates the substitutability of the parts of the instruments carrying
out similar functions, which may be required upon the absence of a normative
set of instruments. This is also what explains the allotments of the instruments
in the various variants of the March demonstrated in the Table for the sake of clarity.
It is important that it is by no means random, but was thought out thoroughly.

Our attention must also be drawn to the fact that Shostakovich, being
confined to the frameworks to the wind orchestra, which in itself is limited in its
timbre, skillfully finds contrasts for expounding the themes: the first of these he
relays to the cornets/trumpets, and the second — to the more nebulous timbre
of the baritone.

If we are to speak about the peculiarities of formatting, the variant from
the DShA is located in a separate little notebook sized 17,5 x 12 c¢m, containing
6 sheets. In the list of manuscripts at the DShA the autograph score is defined as
a rough draft. And even though there are many signs of abbreviated notation in the
score, the musical text of the document is written out concisely and rather neatly.

36 Shostakovich engaged in several conversations with Mayakovsky regarding the music for the play.
The composer remembered: “Mayakovsky asked me: ‘Do you like orchestras of firemen?’ I told him that
sometimes I liked them, and sometimes I didn’t. And Mayakovsky answered that he liked the music of firemen
more, and that it was necessary to write for The Bedbug such music that would be played by an orchestra
of firemen” (Shostakovich, D. D. (1967). Novoe o Mayakovskom. Dmitri Shostakovich [New Information
about Mayakovsky. Dmitri Shostakovich]. In G. Sh. Ordzhonikidze (Ed.), Dmitri Shostakovich. Sovetsky
Kompozitor, p. 25).
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We can find only separate crossed-out notes, corrections, margin notes and written
addenda in plain pencil, as well as cross references to the parts of the instruments
that are used actively.

Table. Comparison of the instrumental ensembles in the variants of the March, No. 1
(Dmitri Shostakovich, incidental music for The Bedbug, opus 19)

March
DShA, 2.1.109 Number in Vol. 27 of the Collected Works
(BSCTM)
Flute (with the inscription bis in pencil) Absent
The part is transferred to the clarinet
2 clarinets (B-flat) 2 clarinets (B-flat)
Two cornets (B) (with the inscription in ink Absent
Tromba bis). The parts mostly
(with the exceptions of separate notes) coincide
with the trumpet parts of the autograph score
of the BSCTM
Absent Two trumpets (B-flat). The parts mostly coincide
with the cornet parts of the autograph score
at the DShA
Alto (E-flat) Alto (E-flat)
Tenor-saxophone (B-flat). The part coincides for Absent
the most part with the baritone of the present
autograph score
Horn (F). The part coincides for the most part with Absent
the alto (the autograph scores at DShA, BSCTM)
Tuba. The part coincides for the most part Absent
with the bass in the autograph score of the BSCTM
Baritone (B-flat)¥ Baritone (B-flat)
Absent Bass. The part for the most part coincides with
the tuba part in the autograph score at the DShA
Conclusion

The presence of different variants of compositions in Shostakovich’s early
period indicates at his intensive development, his wish to constantly concretize his
perceptions of form and the timbral arrangement of his oeuvres.

For different works the composer makes use of different principles of reworking
— from small changes of strokes to inclusion of new, comparatively extended
fragments, which testifies of his attention to the material.

Already in his earliest orchestrations, Shostakovich shows his knowledge
of the nature of the instruments and their specific peculiarities, the skill
of revealing hidden voices, the ability of correlate the orchestral profile with the form,

37 The first page of the score bears the indication of a trombone, under which the initial arrangement
of the key signs is made on all the pages. However, the key signs are later carefully crossed out, while
the part itself is written in transposition (in B-flat). With the consideration of the tessitura and the character
of the part, the described picture describes a baritone.
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finding a proper stylistic solution. At the same time, notwithstanding all
the transformations during the formation of the variants, their figurative manner,
musical language and, for the most part, structure are preserved, which indicates at
the steadfastness of the initial authorial perceptions.

Subsequent research of the variants of Shostakovich’s compositions may not
only reveal the peculiarities and regularities of the composer’s creative process,
but also provide a rich material for the technique of orchestration.
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AnHoranusa. Ban Cuwiuap (pox. 1936) — KUTAWCKUN KOMIIO3UTOP,
MIPOXKUBAIOIUN B HacTosiiee BpeMsa B I'epmanuu. Ha poauHe OoH HM3BeCTeH Kak
MY3bIKAQHT 3alaJHON OpueHTanuu. Ero counHeHus Mepruoinuecku UCIIOJTHAIOTCSA
B KuTae u mupoko u3BecTHHI 3a pyode:xoM. B TBopueckoMm Oarake Ban CuiauHs
OKOJIO CTa MPOU3BEAEeHUN Pa3/IMYHBIX JKaHPOB, CPEAU KOTOPHIX KJIIOUeBas POJib
IIPUHAJJIEKUT OPKECTPOBOU My3bike. B cBomx cUM@POHUAX U CUMOOHUUECKUX
CIOUTaX OH, C OJIHOM CTOPOHBI, IIPEJIOMJISIET MHOTOOOpa3HbIE TPAJIUIIUN PYCCKOM
1 3amajHoeBpomenckon kiaccuku. C Apyrou ke, B 3TUX COUYMHEHHUSIX SIPKO
BbIPA)K€H HAIIMOHAJILHBIM KHUTAWCKHU KOJIOPHUT, IIPOSBJIAIONIUICSI B 00pa3HO-
AMOIIMOHAJILHOU cdepe, Meaou3Me U (paKTypHBIX IIpHUeEMax.

© Kiemnosa A. B., Canab JIs10HB, 2024
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K cumdoHnUeckUM jKaHpaM KOMIIO3UTOpP obpaliaercsi Ha MHPOTSKEHUU
Bcel cBoel ku3Hu. OHU cTaJIu CBOeOOpa3HOM JIETOMUCHIO €r0 CTUJISA U OTPAKAIOT
IIEpUOIN3aIUI0 €ro TBOPYECTBA, B KOTOPOM MOKHO BBLJAEJUTh TPHU ITalla.
CKakIbIM 13 HUX CBsI3aHBI B TOM UM CJIE IPUOPUTETHI B BLIOOPE aKTyPHBIX CPE/ICTB.
Tak, Ha paHHeM atare (1961—1977) Ban CuiuHb, U3y4aBIINU B KOHCEPBATOPUU
[[Tanxas COYMHEHUS PYCCKUX M COBETCKUX KOMIIO3UTOPOB, a TAKKE€ KUTAUCKUUN
doaprop Bo BpeMs ccbuiku B IllaHbcu, OBLT 1OCTATOUYHO KOHCEpBaTUBEH. CIIUCOK
(pakTypHBIX MIPUEMOB B CHM(POHUYECKHUX OIyCaX 3TOT0 BpeMeHU — crouTe « HameBbl
IOupHanb» u CumdoHum N1 — He OTJIMYAETCd OPUTHHAJIIBHOCTHIO: Yallle
BCEro HUCIIOJb3YIOTCA Y/IBOEHUSA, UMHUTAILMOHHOE U KAHOHUYECKOEe HU3JIOKEHUE,
B MIOCTPOEHUHM MOHOJUUHBIX JUHUU OOHAPYKMUBAETCSA CXOJCTBO C COUMHEHUSIMU
. 1. IlocrakoBuya. Bropoii mepuop (1977—-1990) OTMedYeH paclIiupeHueM
apceHasia (paKTypHBIX CPEJICTB, B yacTHOCTU Ban CUnHB CO3/aeT OpUTUHAJIbHBIE
«(urypanimoHHble KAHOHBI» Ha OCHOBE KBApPTO-CEKYH/IOBBIX MEHTATOHHBIX
MoIieBOK. BiepBble OHU MPUMEHSAIOTCS B cionTe «Brneuatienus ot rop Tatixau»,
B JlaJIbHEUIIIEM IIIMPOKO UCIIOIb3YIOTCA B CUM(MOHMAX U CIOUTAaX O3/ITHETO IIEPUO/A.
HecmoTpss Ha 3ampeT 3amaHON MY3BbIKU BO BpeMsA KyJabTypHOU pPeBOJIIOIUU,
Ban Cuiunp usydan naptutypbl Y. AuiBza u K. IleHgepenkoro. 9To HaJI0XKUIIO
OTIIEYATOK Ha TPETUH IMEePUOJ] ero TBopyecTBa (¢ 1990 T.), OTMEUEHHbIN 00IIen
XpOMaTU3allueN U CO3JJAHNEM PA3HBIX BUOB COHOPHBIX (PAKTYP.

B mesom QakTypHyl0 OCHOBY paccMaTpUBaeMbIX IIpOu3Be/ieHUu BaH
CunHA cocTaBiifeT MOJIU(POHU3UPOBAHHOE MHOTOI'0JIOCHE, OJJHAKO BCTPEYaIOTCA
1 roMo(pOHHO-TapMOHUYeCKHe pasjiesibl. Cpeil HUX BBIJEIAITCA MacTOPaJbHbIE
(¢parmeHTHI cO cTaTUUEeCKOU DaKTypou U TaHIleBaJIbHbIE pas/iesibl ¢ tutti-pizzicato
y CTPYHHBIX.

KiaioueBbie csoBa: Ban CuinHb, COBpeMeHHas KUTaucKasg MY3bIKa,
My3bIKaJIbHOE COJlep>KaHue, My3blKaJibHAad (aKTypa, COHOPUKA, CUMQOHUS,
cuMpoHNYEeCKasd CIOUTA, QPYHKITMOHAJIbHAA OPKECTPOBKA

Hasa murupoBaHua: Kaenosa A. B., CaHb JIstoub. OpkecTpoBas
dakrtypa B cumdbonuueckux counmHeHusx Baun Cununsa // CoBpeMeHHBIE
nmpobsieMbl  My3bIKO3HaHuUsA. 2024. T. 8, Ne 2. C. 104—128.
https://doi.org/10.56620/2587-9731-2024-2-104-128
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Technic of Musical Composition
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Orchestral Texture
in Wang Xilin’s Symphonic Works
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Abstract. Wang Xilin (born 1936) is a Chinese composer currently living
in Germany. In his home country, he is known as a musician of the Western trend.
His works are occasionally performed in China and are widely known abroad. He
has written about one hundred works in various genres, among which orchestral
music plays a key role. In his symphonies and symphonic suites, Wang Xilin
reinterprets in a new manner the diverse traditions of the Russian and Western
European classics. On the other hand, these works vividly express the national
Chinese color, manifested in the figurative and emotional sphere, melodicism and
textural techniques.

The composer has turned towards the orchestral genres during the course
of his entire life. They have become a peculiar brand of chronicles of his style and
reflect the periodization of his musical output, in which it is possible to highlight
three styles. Each of them has its own priorities in his choice of textural means.
Thus, his early period (1961—1977) is marked by the study of the Russian and Soviet
schools of composition at the Shanghai Conservatory and of Chinese folklore during
his exile in the province of Shanxi. The list of textural techniques in the orchestral
works of this period — the suite Poems of Yunnan and Symphony No 1 — is not
marked by any originality: the composer uses doublings, imitations and canonic
expositions most frequently. Wang Xilin bears a striking resemblance to Dmitri
Shostakovich in his construction of monodic lines. In his second period (1977-1990)
Wang Xilin expanded his arsenal of textural means, in particular creating original
“figuration canons” based on pentatonic chants based on intervals of seconds and
fourths. These were first used in the suite The Impressions of Mount Taithang and
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were subsequently widely used by him in his symphonies and suites of his later
period. Despite the ban on Western music during the Cultural Revolution, Wang
Xilin studied the scores of Charles Ives and Krzysztof Penderecki. This influenced
the third period of his work (starting from 1990), marked by a general
chromatization of the harmonies and thematicism and the creation of different
types of sonorous textures in his music.

Overall, the textural basis of Wan Xilin’s works examined here is polyphonic
many-voiced texture, but it also includes some homophonic-harmonic sections.
Among them there are pastoral fragments with static textures and dance sections
with tutti-pizzicato in the strings.

Keywords: Wang Xilin, Contemporary Chinese music, musical content,
musical texture, sonorism, symphony, symphonic suite, functional orchestration

For citation: Klepova, A. V., Xian Leyun. (2024). Orchestral Texture
in Wang Xilin’s Symphonic Works. Contemporary Musicology, 8(2), 104—128.
https://doi. org/10.56620/2587-9731-2024-2-104-128

Bgeoenue

a" CuuHb (. 1936) — KUTAUCKHUH KOMIIO3UTOP, ITYOJIMITHCT, U3BECTHBIHN

Ha poAuHe U 3a pyoexxoM (Maarocmpauus). AMepUKaHCKUU MY3bIKOBE/T

JI>xon PoOMHCOH, aBTOP OJHOM U3
MOCJIeTHUX MOHOTpaduil, MOCBAIIEHHBIX KOM-
IIO3UTOPY, OXapaKTEPU30BaJ €I0 KaK MEXKKYJIb-
TYPHOTO W PA3HOCTOPOHHEr0 KOMIIO3UTOPA,
«KOTOPBIN CJIOKHBIM U 0UeHb 3PPeKTHBIM 00-
pa3oM coueTaeT KUTalCKyI0 My3bIKY 1 3aI1a/THOE
BJIUSHHE» [1, ¢. 197]. HanimoHaIbHBINA KOJIOPUT
B counHeHusax Ban CuiuHsA pacKpbIBaeTcs ue-
pe3 omopy TeMaTH3Ma Ha KBapTO-CEKYH/IOBBIH/
CEeKyH/1I0-KBapPTOBBIU TPHUXOP/bI, XapaKTepHbIe
JIJ1sI My3bIKU STHUYECKUX MEHBIITUHCTB TPOBUH-
nuu FOHbHAHB (caM KOMITO3UTOP YKa3bIBAaeT Ha
6ai, u, xaHu, HUCY) U HaAPOJHOCTHU XaHb IIPO-
puHOuU Illanpcu u [Isubcu!. Ero JoctaTouHo
cBOOOZIHOE OTHOIIIeHUE K (DOJBKJIOPHBIM 3JIe- P
MeHTaM BIIMCBHIBAeTCA B TEHJIEHIIUIO, OTMEUEH- Hanrocmpayusa. Ban CuinHb
HYI0 POCCHUUCKUM MY3bIKOBEZIOM AHacTacueu B 2023 roxy. ®ororpadus
MuxaisoBHou IlerpoBoil: «He orpanuueHHbple 13 JIMTYHOTO apXHUBA KOMIIO3UTOPA

1 Ban CwinHb, u3y4das 00pasibl My3bIKAIBHOTO (POJIBKIOpPA 3TUX PAHOHOB, OOHAPYKUJI, UTO HX JIAJIO-
BbI€ CTPYKTYPBI CXOKU M OITUPAIOTCS HA TPUXOP, COCTOSAIINH U3 HHTEPBAIOB OOJIBIION CEKYH/IbI, YUCTHIX
KBapThI U KBUHTBHI.
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B CBOHX TBOPYECKUX OIIbITAX KUTAWCKHE aBTOPHI IIEPEOCMBICIIMIIN XapaKTepPHBIE
JUIS TPAAUIIMOHHOTO KHTAWCKOTO MY3BbIKaJbHOIO HMCKYyCCTBA 3JieMeHThI (J1a/10-
BYIO CHCTEMY, PUTMUYECKYIO0 OPTaHU3AIHIO JIOKAJbHBIX My3bIKAJIbHBIX TPATUIINH,
CTPYKTYpY U Ap.)» [2, c. 171].

WccnemoBarenu TBopuectBa Ban CuvHs HanOoOJIbIllee BHUMAHUE YESIOT
ero cuMm¢pOHUYECKUM counHeHusAM. K HacTosIieMy BpeMeHH UM CO3JaHO IIATH>
cuMOHUN U MOATHh CIOUT I OoJIbIIOro cuM@oOHUUecKoro opkecrpa. Jlu Hcro-
aHb OOBSICHAET UHTEpPeC K 3TOMY COCTaBy TBOPUYECKOM ITO3HIIMEN KOMIIO3UTOpA:
«MImeHHO cuMdpOHHUUEeCKUE KaHPhI HanboJIee IOJTHO IIePealoT ero HCTOPHUUECKYIO
MHCCHIO XyJOKHUKA U TJIyOOKOe ITOHMMaHHue Tpareauu, KOTopasi COIPOBOXK/IaeT
00pbrOy 3a cBOOOY ¥ HE3aBUCUMOCTDH» [3, ¢. 86—87].

B panHuii nepuoy (1961—1977), cBsA3aHHBIN ¢ o0yueHueMm B IllaHxaiickou
KOHCcepBaTopuu, paborou B Ilekune u ccpuikoit B IllaHben, HanucaHbl ciouta « Ha-
rieBbl JOHBbHAHB» U CuMmdoHusa NO 1. Cpeguuii nepuoy, (1977—-1990) 03HaMeHOBAH
Bo3BpalleHueM B [leKMH U HamucaHUEM CIOUTHI « BneuaTiieHust oT rop TaiixaH»
1 Cumponuu NQ 2. B mo3guuii nepuos (¢ 1990), caMbIii IJIOIOTBOPHBIN, Ban Cu-
JINHB co3maeT Tpu cumdoHuu (N 3, N2 4 1 N 6) u Tpu clouTbl« Tary stHra», «Ppe-
cku XyaHxas», « HameBbl KOHbHAHB 2».

3aslaua cTaThbH COCTOUT B paccMOTPeHUH (aKTyphl IpousBeneHnil Ban Cu-
JINHS AJ1s1 OOJIBIIIOT0 CUM(POHHUUECKOTO OPKECTPA KaK CBOe0OPa3HO JIETOITHCH €ro
KOMITO3UTOPCKOTO CTHJIS U BBIJIEJIEHUH TUITMYHBIX CIIOCO00B ee rmocTpoeHust. Omu-
pasich Ha IMOAXOAbI K aHAJIM3Y OPKECTPOBOIO IIMChMa, IIPeJIoKeHHbIe ['eHHaeM
VBanoBudyeM baHITuKOBBIM, PaKTypy cUMGOHUHN U CEOUT MBI pAaCCMaTPHUBAEM C I10-
3UIU QYHKIIHMN, KOTOPbIE OHA BHIMOJIHSAET B TOM HMJIM HHOM 3ITH30/IE.

[lepBBIli pasjiesl CTaTbU MOCBAINEH (PakType, HECyIeH «20pU30HMAAbHYO
@PYyHKUUIO», TO ECTh TOMY, «UTO B My3bIKaJIbHOM OOMXO0/Ie Mbl Ha3bIBaeM MeJIOU€EN,
TEMOM, IIOAT0JIOCKOM, IPOTHBOCIOKEHHEM U T.JI.»3.

BTOopoif — paccCMOTPeHUI0 «8epmuKaabHOU yHkuuu», B KOTopoil baHiu-
KOB BBIJI€JTUJI TADMOHHUYECKOE U PUTMOTaPMOHHUECKOE IIPOsIBIIEHHE.

Tpetuil paszen omuchIBaeT coeAuHeHne 00eux (pyHKIUN. ITO ITO3BOJIUIIO
HaM PacCMOTPETHh My3bIKaJIbHbIE IIPUMEPbHI, KOTOPbIE PEATU30BBIBAJIMCH Uepes I10-
JOHUIO IJIAcTOB. IIpuyueM 3TH IIACTHI MOTYT HECTH KaK MeJOJUYECKyIo U CO-
IIPOBOXKAAIOINYI0 (PYHKIIUM, TaK U CIYKUTh KOMIIOHEHTAaMU CJIOKHOW COHOPHOM
daxTypsl. [Ipu onucaHuy mocaeaHeNd MbI OIIMPAeMCs Ha HCCIeI0BaHUs AJleKcaH-
npa JIpBoBuua MaxsbiruHa [4], Tatesiabpl HukonaeBHbI KpacHUKOBOM [5], a Takke
IOpus Hukonaesuua Xosomnosa [6].

2 He Bce cuM(bOHHUHU HAIIKMCAHBI JIJIs1 O0JIbIIIoro cuMdoHmdeckoro opkecrpa: Cumdonus NO 5 u Cumdo-
HuA N° 8 «/Iuasor komenuu» 1y KaMepHoro opkecrpa, CuMmponusa N2 7 «X3 u 4KyaH 4aH» 114 Qop-
TENHAaHOo, Xopa U Oosbiioro cuMdoHuYeckoro opkecrpa, Cumdonnsa NO 9 «Kuraiickuil pekBuem» s
6aca-6apuTOHA, COIIPAHO, X0pa U 60JIbIIOr0 cuMGOHUYECKOTO opKecTpa, CuMdonnsa NO 10 /11 conpaHo
1 6071b11I0TO CUM(OHUYECKOTO OPKECTPA.

3 banwuxkos I'. M. 3akoHbl PYyHKIIMOHAIBHON MHCTPpYyMeHTOBKU. CI16.: KommnosuTop, 1997. C. 10.

4 Tam xe.
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daxmypa ¢ «20pu30HManbHOU PyHKuuetl»

MonoduiiHoe n3iioxeHre B cMM(MOHUUECKUX COUMHEeHUIX Ban CritiHs BeTpe-
YyaeTcs IOBOJIBHO peZiko. K HeMy OTHOCATCA KaJleHIINH, BBIIIOJIHAIOIINE POJIb CBA-
30K-TIePEXO/IOB K PENPU3HBIM pasjiesiaM, OHU J00aBJAIOT YePThl KOHIEPTHOCTU.
Takue KaJIeHIIUN XapaKTEPHBI TOJIHKO /IJIs pPAHHETO Iepuojia: cBOOOHbIE PUTMU-
yeckue Taccaku kiapHera B «HaneBax lOubnanb» (I u 111 wactu) u apdnl B Cum-
¢onum N? 1 (IT yacTs).

CosibHBIE TIPOBEJIEHUSA TeM JepPEeBAHHBIMU JIyXOBBIMHU HWHCTPYMEHTAMM
Ha (OHE COMPOBONKJIEHUA — U3JI00eHHbIN npueM Ban CuiuHSA, KOTOPBIM OH
IIOJIb3YETCA IIOBCEMECTHO, IPOJIOJIKAA KJIACCUKO-POMaHTUYECKE TPAJUIINH.

OTMeTUM «IIOTPAaHUYHOE» MPOUYTEeHHe MapTuil ¢arora B panHeit CumdboHUmn
NO© 1, ciouTe cpeaHero nepuoja «Breuarnenus ot rop Tatixau» (111 vacts «Pa3ou-
Tasi MeMOpHaJbHasA JJocKa») U Mo3aHeln cioute «Tairy aura» (IV yacts «Ilorpe-
O6asibHAsA MEeCHA»). DTU YaCTU UMEIOT TParuvecKoe cojiep:KaHue; UX MaTeTHuYeCKUun
Moxayc cpaBHUM ¢ Largo n3 CuMmdonuu N 9 JImutpusa JmurpueBuda Illocrako-
Buya. ['eopruii [lerpoBuu JIMuTpueB, aHaIu3UpPys 3Ty YacTb cuM¢poHun, 0603Ha-
YHJI IPOLECCHl KAK «/INAJIOTUUYECKYI0 MY3bIKAJIBHYIO APAMaTyprui», rae garot —
«HOCHUTEJIb My3bIKaJIbHOTO 00pasa, ero oJIMIeTBOPeHNe; OH — IIEPCOHAXK, IeHCTBY-
IoIlee JIUIIO0 3TOM OPKECTPOBOM JApaMbl: BOCKpecHias MaMATh O HEUCUUCIUMBIX
norepsax u O0e/ICTBUAX, IPUINHEHHBIX BOMHOM, JUPUUECKUU report cuM(bOHUU He
HAXOJIUT OTBETA CBOUM MYYUTETbHBIM Pa3/IyMbsIM, HO IlIepEKII0UaeTCs K 00 beKTUB-
HOCTU OKpY:Karolero»s. B kauectBe «cobecesiHuKa» darora BBICTYIIAae€T OPKECTP,
OHAKO €Tr0 PeIUINKUA He NPePBIBAITCA C BCTyIUIEHHEM (paroTa, OHU 3aCTHIBAIOT
B TAHYIIUXCA 3ByKax/akkopaaax. «Ilemasnb 31ech paBHO3HAaUHA OCTAHOBKE BpeMe-
HHU, C €€ IIOMOIIBIO JOCTUTAeTCA YCIOBHASA MOJIU(MOHUYHOCTD IBYX IIPOIECCOB — Te-
YyeHHe OJTHOTO Kak Obl Ha OoHe CTOI-Ka/ipa APYroro»°.

ATU nporiecchl HAOJIIOAAIOTCA B YIOMSHYTHIX NTpousBeieHusax Ban Cununs’.
TpakroBku ¢arora [lloctakoBruuem u Ban CusinHeM J1efiCTBUTEIBLHO CXOXKHUS: map-
TUU U3JI0KE€HBI B UMIIPOBU3AIUOHHOM cTmiie. OTHAKO OPKETPOBBIE «PEILIUKU»
TPaKTOBaHBI IO pa3dHOMY. B opkectpe IllocTakoBUYa IPOUCXOIUT CBOETO PO/ia TEM-
O6poBast MOJIYJIAIMSA OT MEJTHBIX AYXOBBIX K CTPYHHBIM. B cumdonun Ban Cununs
peunTaTUB-UCHOBEIb DaroTa MpPoXoAUT Ha (PpoHe mefaii CTPYHHBIX, YBOJAA B 00-
JIacTh TOMO()OHHO-TAPMOHHNYECKOTO CKJIa/Ia. B yacTAX CElOUT MOHOUA-COJIO IIPEPbI-

5 /Imumpues I'. I1. O JlpaMaTyprudeckoil BbIpa3uTeJIbHOCTH OpKecTpoBOTro nuchma. M.: CoBeTCKUI KOM-
no3uTop, 1981. C. 31.

6 Tam xe. C. 42.

7 Ban CruyMHBb He CKpbIBaeT CBOel JIIOOBU U IPEKJIOHEeHUs IlepeJ] COBETCKUM KOMIIO3UTOPOM, OH IIOCBS-
T eMy JIBe cumdoHnUecKie T03MBbI (K IeCATUIETHEH TOJIOBIIIHE CMEPTH), & TAKKE OIy0JINKOBAJT YeThI-
p€ CTaTh¥ ¢ aHAJIMTUYECKUMHU OodepKaMH, rocBAleHHbIMU CuM@onusam N 7, N2 12, NO 14 u cTpyHHOMY
kBaprety N@ 8.

8 Cmoco6s! opopmitenust peunrtaiuu y Ban Cutnts B Cumbonnn NO 1, cioute « Bneuatienust ot rop Taii-
xaH» ¥ [llocTakoBHYA CXOKH, B O3/Hel cionte Ban CrinHb mpuberaet K 60j1ee pa3HOOOpa3HON HOTHOU
rpaduke.
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BaeTCs OKTAaBHBIMU PEIUTUKAMH BUOJIOHUYEJIEW U KOHTPabacoB, B pe3ysbTaTe Yero
BO3HUKaeT noaudoHudeckoe usnoxkenue. [Ipoussenenusam Ban CuiuHsA MpUaoT
caMOOBITHOCTh KBAPTO-CEKYH/IOBbIE TIONIEBKU. [Ipu 3TOM paHHee COUMHEHNE HMEET
poMaHTHUUYeckue uyepThl. CIouTa cpeHero nepuojaa «Brneuyatsienus ot rop TaiixaH»
HaTrcaHa I0J] BJINSTHUEM CEPUNHOUN TEXHUKH, IUAJIOT B HEN CTPOUTCS MEXKTY TIPO-
BeJIeHNEM MeJIOJIU3UPOBAHHON CEPUM Y CTPYHHBIX U JIeKIaMaIruu B GOJIbKIOPHOM
ctuie y ¢arora. B mo3ziHeM counHeHnn 06a Havasia OTTAJIKUBAIOTCA OT KUTANUCKON
JIaJIOBOCTU U 00'beIMHEHBI UHTOHAIIMOHHO (cM. IIpumepbl 1, 2).
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ITpumep 1. Cumdonus NO 1, I gacTs, TT. 492—495

Adagio |_s4 56 Fag. solo
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IIpumep 2. Cumdonuuveckas crourta «Taury sura», IV yacrts, TT. 1-5

3a4acTyio «TOPU30HTATHHYI0 (QYHKITUIO» BBITIOJHIET 00HOIAeMeHMHA Pak-
mypa, TO eCTb MEJIOAUUECKOE TIOCTPOEHUE, KOTOPOE «MOYKET OBITh MOPYUYEHO JII0-
60My KOJTMUECTBY MHCTPYMEHTOB — OT OJTHOTO 10 Bcex»?. Takas dpakTypa uCmosb-
3yeTcs B OKCHOHUPYIOIINX IPOBEJIEHUAX: YHUCOHHOE 3ByYaHHE HU3KUX CTPYHHBIX
oTkpbiBaeT TpeTrbio u UeTBepTyio cumpOHUH, pUCys 060pa3 MpayHO-MeIUTATUB-
HOTO pa3MblIIIeHUsA. VX 3ByKOBBICOTHAA OPraHU3alus CyI[eCTBEHHO PA3HUTCA:
aTOHAJILHOCTH B TpeThell cuM@oHNU U MOAATbHOCTh B UeTBepToii. OZJHAKO OHU
CXOKH OCOOEHHOCThIO CMHTAaKCUYECKOTO UieHeHUs, (PYHKIMOHAIbLHO-TEMaTHye-
CKOW MOOMJILHOCTBIO, «IPKOCTHIO M OTHOBPEMEHHO 0000IIEHHOCTHIO, PacCesTHHO-
CThIO 3aMEeTHBIX MHTOHAIIUU TI0 TeMe»'°, acCOIUAIUAMHU C KAHPOM IacCaKaJIUU.
Pa3BuTHE TEMBI IIPU 3TOM B KOKOM CJIydae OTJIUYaeTcs: Ha 60Jiee KOPOTKYIO TEMY
Cumdonnu NO 3 KOMIIO3UTOP CO3/4aeT OCTUHATO C JUHAMUYHBIMU BapUallUAMMU,
a Ha IpOTs:KeHHY10 MOHOANI0 CuM@onnu N2 4 — pyrato'. YHUCOH B pa3BUBAIOIUX
U KYJIbMUHAIIMOHHBIX pa3jesiaX — JOBOJIBHO PEAKOE ABJIEHUE'.

9 Piston W. H., Jr. Orchestration. London: Victor Gollance LTD, 1969. P. 355.

10 Cxpebrosa-Puramosa M. C. daktypa B My3bIKe. Xy0KeCTBEHHbIE BOBMOKHOCTH. CTpyKTypa. PyHK-
nuu. M.: Mysbika, 1985.

11 Ee mMemyieHHasA SKCIO3ULHSA € TeppacooOpasHbIM BCTYIUIEHHEM T0JI0COB (OT KOHTPabacoB K MEPBHIM
CKpHIIKaM) HalloMHuHaeT nepBy yactb Cumdonuu N 3 X. M. I'yperkoro.

12 B kauecTBe IIPUMepPA MOKHO [TPUBECTH KPacHBOe TeMOPOBOe coueTaHre KCHI0(oHA U (PIeHThI-ITHKKO-
Jji0 u3 «HameBoB FOHbHAHB 2» (BapuaIus B TaKTax 131—141).
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Ban CHyIMHB OU€Hb YaCTO UCIIOJIb3YeT AYOJIMPOBKHU KaK CPEJCTBO OPKECTPO-
BOro pa3sutus. Tak, opkecrpoBad fApamaryprus B I yactu Cumdponuu NO 3 110-
CTpO€Ha Ha MOCTEINEHHOM HapalllUBaHUU IVIOTHOCTH U UHTEPBAJIbHON BEPTUKAJIU:
oT yHucoHa ((eiita + aHIJIMUCKUN PO3KOK, CKPUITKH + aJIbThl, CKDUIIKH + (PJIeNTHI)
K TPUTOHAM (CKPHIIKH + aJIbThI, TOO0OU + KJIAPHETHI + CKPUIIKH) 0 MHOTOITaKHBIX
OKTaBHBIX YIBOEHUU (JIepeBSAHHBIE + CTPYHHBIE).

B kauecTBe OpUTMHAJIBHOU aBTOPCKOU HAaXO/IKH BBIEJINM KBAaPTO-CEKYH/I0BOE
YTOJIIIIEHNE TeMBL. TOT IIPHUEM KOMIIO3UTOP UCHOJIb3YyeT MPAKTUUECKU TOBCEMECT-
HO, HaunHasA ¢ 1980-x rojioB. OH 1pecTaBseT cOO0U BepTUKAITbHOE KOMOUHUPO-
BaHNMeE PA3HBIX BAPUAHTOB MEJIOJINU, TO €CTh HEKUU MepPexo] OT OJHO3IeMEHTHOU
daxTyps! k ntosmmpoHnueckor. [10100HbIE «yTOIIEHUS» MEJOAUN MPOOJIKAIOT
BBITOJIHSATH «TOPU30HTATIBHYIO (DYHKIIHIO», IPH STOM B IMO3THUX COUMHEHUAX OHU
IIpeBpaIIATCA B TEMAaTU3UPOBAHHBIA COHOP, B KOTOPOM He pa3jindaeTcs Beayias
JINHUA.

OpHUM U3 TIEPBBIX CITyYaeB IIPUMEHEHUS «YTOJIIEHUN» cTajia 1 yacTh CIOUTHI
«Bneuatsienus ot rop TaiixaH», B KOTOpou (HauMHAasI C TaKTa 121) MOXKHO TOBOPUTH
0 KOMOMHATOPHUKE BEPTUKAJIbHBIX BapPUAHTOB MEJIOAUHN y JIBYX roboeB. CxOKui
IIpyieM HallleJl TpUMeHeHNe KaKk B MOHOTEMOpaTbHBIX COYETaHUSAX (BaJITOPHOBBIE
xopaubl Bo II yactu croutsbl «Ppecok Xyanxs», Tokkare 7j1s1 opkectpa (¢ TakTa 224)
u B III wactu Illecroii cumdonuu (¢ Takra 8)), Tak 1 B cMemaHHbIX (I gacth «Tary
SIHTD», TJle OH peaTu3yeTcs B 3ByUaHUU J€PEBAHHBIX U CTPYHHBIX UHCTPYMEHTOBR).
Bo II vactu nociiequeit croutsbl Ban Cunns « HaneBbsl FOHbHAHD 2» «TOPU30HTAb-
Has QYHKIUA» OpeAcTaBIeHa OJJHOBPEMEHHBIM 3ByYaHUEM TPeX BApUAHTOB Me-
JIOJINH, COOTHOCSIIIUXCS APYT € APYTOM 110 BEPTUKAIU B MaJyio cekyHay (IIpume-

Dbl 3—5).
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ITpumep 4. «HameBbl OHBbHAHB 2%, I] yacTsh (C T. 9)
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ITpumep 5. «®pecku Xyauxa», I yacts (¢ T. 225)

Kpowme Toro, k dakType, CBI3aHHOU C YTOJIIEHUEM JINHUHN, MOKHO OTHECTU
COHOPHYIO (DaKTypy «IIOpox»'3. OHA BCTpeUYaeTcs B IPOU3BENEHUAX MT03JHETO 1e-
puosia B eIMHNYHBIX ciaydaax. FOpuii KoHcTraHTMHOBHUY 3axapoB omucasl ee Kak
«COHOPUKY HAKJIAJIbIBAIOIINXCSA JIMHUM, 3ByYall[UX IOHAYAJTy IMAHO U MTUAHUCCHU-
MO, HAIIOMHWHAIOIIUX IIIyM, IIIOPOX, IBUKEHNE PO HACEKOMBIX U T. I.» [7, €. 40].
Takue dakTypHBIE IPUEMBI UCHOIB3YIOTCA V divisi iepeBAHHBIX BO 11 wactu Tpe-
Thell cuMmdoHuH (TakThl 179—183) u y divisi con sordino crpyHHbIxX B III yacTu cro-

uthl «®pecku Xyanxs» (TakTel 72—80 u 125—133, IIpumep 6).
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IIpumep 6. ®axtypa «1opoxu»: «Opecku Xyauxs» 11l gacrts, TT. 72—76

13 HeBecoMO MPOHOCAINMECS COHOPHBIE Iacca’ku OOJIBIIIOTO YHcia 3BYKOB legatissimo, pianissimo,

dolcissimo, allegrissimo [4, c. 398].
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Ha crioco06w! yToseHus hakTyphl B HO3HUX cOUnHeHUsAX Ban CuuHs oka-
3aJIM OIIYTUMOE BIUSHUE ajleaTopuueckue naptutypbl Kimmmmmroda Ilenaeperko-
ro. Ban CiInHB BOILIOIIAET ajIeaTOPUKY B «JIMHUAX» 4, 0OBIYHO TpesieoOpa3HbIX
WJTH TJIMCCAHAUPYIOMUX'S. B IepBoM ciiydae «JIMHHSA» BBICTPAUBAETCS y AEPEBSIH-
HBIX IyXOBBIX, PeKe V CTPYHHBIX, Kak, HarpuMmep, B Cumdonuu N2 6 (IIpumep 7).
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IIpumep 7. Cumdonuu NQ 6, I gactsp, TT. 134—136.

Bo BTOpOM cilyyae «JIMHUSA» NPOSABJIAETCA B BUJ€ TJIUCCAH/0 B KDALHEM BBI-
COKOM pErucTpe y CTpyHHBIX. Takad pakTypa BCTpedaeTcss HEOZHOKPATHO B 30HAX
KyJIbMUHAIINH, B yacTHOCTH, B Cumdonuu NO 4, Bo «Ppeckax Xyauxas» ([Ipume-

puL 8, 9).
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Ipumep 8. Cumponusa N2 4,
TT. 481—483

IIpumep 9. «®pecku XyaHxs», II yacrts,
TT. 409—411

14 CBoero poja KOHTHUHYaJIbHAS OJHOTOJIOCHAS WJIU yABOEHHAs IE€laylb, KOTOPAsS MOXKET COYETAThCS
C TOUHOU (haKTypOH B IUAXPOHUYECKOM cpe3e 110 TuIly a3byku Mopae [5, c. 25]).

15 Ham yzasioch 0OHapy»KUTb NPUMeD, r7e oba 3Tu Buja codeTarTcs: Bo 11 wactu Tperbeit cuMmboHUU
(TakThel 128-136, 288—312).
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OpHOM M3 YacTo BCTPEUAOITUXCS COHOPHBIX (haKTYp B CUMGMOHUIX MO3THETO
Iepuojia cTaja «IoJsioca»'®. OHa UCIOJIb3YyeTCsl KOMIIO3UTOPOM ITOBCEMECTHO, €TI0
COUYHMHEHHUSIM CBOHCTBEHHBI IITMPOKHE «IIOJIOCHI», BHYTPU KOTOPHIX JINHUH pasie-

JIEHBI 32 CYEeT PUTMHUUECKOTO BapbHUPOBaHUs U TeMOpoB (IIpumep 10).
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IIpumep 10. Cumdonusa NQ 3, IT yacts,
TT. 184—187

16 CoeHEHHE B €IMHOE IEJI0E IBYX U 00JI€€ OHOPO/IHBIX JIMHUM [4, ¢. 397].
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OOoraieHre «TrOPU30HTAILHON (QYHKIIUH» IIPOUCXOJIUT HE TOJBKO 3a CUET
TeMOpO-UHTEPBAJIBHBIX YTOJIIeHUH. [Ip1 MOBTOPHOM IIPOBEJIEHUU TEM IIOSIBJIA-
I0OTCSI HOBBbIe KOHTPAIYHKTHI, BCJIEJICTBUE UEro CO3JIaeTcs y:Ke NnoAugdoHuueckas
daxmypa. IIpuMepoB AUATOTOB-UMIIPOBU3AIINH, OCHOBAHHBIX HA KBA3U-UMUTAIIH-
s1x, y Ban CuInHA o4eHb MHOTO, HAIlpuMep, B HauaIbHBIX YacTsax « HanmeBoB IOHB-
HaHb» (MeXK/Ty T000eM U KJIApHETOM, ¢ TakTa 15), «Brneuatienuii oT rop TarixaH»
(Mexxty aHTJIMUCKUM POKKOM U (iefiTol, ¢ Takta 33), «HameBoB IOHbHAHL 2»
(Mexxty Tpemsi KJapHeTaMH, C TakTa 8) u T.Z. BreuaTsisier JBeHa IIaTUTOJIOCHAS
kBasu-umutanusa”’ B I vyactu Illectoir cumdoHUH, I7e B MeJIoJuUecKas JIMHUA
IIOCTPOEHA II0 IMPUHIUITY IIPHUCOEINHEHUS] OPKECTPOBBIX Ipymil (3 KIapHeTa —
310601 — 3 ¢uieliTel — 3 ¢arora). ta rOpU30OHTATbHAA JIMHUSA ITPEBpaIaeTcs
B COHOP. KBasu-umMuTaiuy neceHHOro Xxapakrepa ooHapy:kuBatorcs B I vactu Bro-
poii cuMbOHUY MEKIY BUOJIOHUEISIMHU U CKPUITKaMHU (C TaKTa 67), MeKy CTPYHHBI-
MU U iepeBoM (c TakTa 80, IIpumepsvt 11—13).
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IIpumep 13. «<HaneBsl FOHBHAHB 2», | wacTsp, TT. 8—11

ViMuTanmnoHHAsA TEXHUKA B O0Jiee CTPOrOM BHJIe B counMHeHUsAX Bau Cuu-
HS TaK»Ke HepeJZika. B paHHUI mepuo/, BEAYIIUM CIIOCOOOM Pa3BUTHUS CTAHOBUTCS
JIBYXTOJIOCHBIYI KOHEUYHBIN KaHOH B YHHUCOH/OKTaBYy MEXKIY CTPYHHOU U JlepEBsH-

17 Ha onpezie/ieHHBIX y4acTKax OHA IlepepacTraeT B KAHOH, B 11eJIOM JIMHUU ABJIAIOTCA BapUaHTAMU, YTO
JlaeT HaM IIPaBO Ha3BaTh 3TO MOJATOJIOCKOM.
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HOU TrpyIlaMu, Hampumep, B TaHIieBalbHOU TeMe u3 Il yactu «HameBoB HOHB-
HaHb» (TaKThI 22—26, 244—259, Kojia), ABYX MapieBbix TeMax u3 I u III gyacrei
[TepBoii cumdonun'®. I[IpuMepsl MacIITabHOTO YHUCOHHOT'O KAHOHA BCTPEYAIOTCS
B MO3/IHUX MPOU3BEJIEHUAX: TaK, B UeTBepTOoU cUM(MOHUU B TaKTaX 525-558 3By-
YUT YeThIPEXTOJIOCHBI KOHEYHBIN KaHOH Y CTPYHHBIX, TeMa I yactu crouthbl «Ppe-
cok XyaHxa» (TakThl 1—52) U3JI0KeHa B (opMe JIBeHa IIIaTUT0JIOCHOTO OeCKOHeY-
Horo KaHoHa II pa3psa, ero mporocTa HalrucaHa B UMIIPOBU3AIIMOHHON PUTMUKE
(IIpumepwl 14, 15).

F1,0b.VLI
CLVLILVIc Allegro /=132
H

: ﬁ '-r bn.Th.
ag. Trbn.Tb.
Ve.Chb. ‘ﬂ.

Ipumep 14. Cumdonus N@ 1, I1I gacts, ¢ T. 108

Pice. I

Pice. IT

Picc. ITI

IIpumep 15.«Ppecku XyaHxs», I gacTp, TT. 17—19

OO61IUM yCI0BUEM /I HAaTMCAHUA KBAa3U-UMUTAIIMOHHOTO U KAHOHUYECKO-
rO UBJIOKEHUSA MeJIOJINUA CTAaHOBUTCS 0co0asg OpraHu3anus TeMaTu3Ma, OCHOBAH-
Has Ha YepelOBAaHUM KOPOTKHUX JIEMCTBEHHBIX MOTUBOB, IlepeMeKaIoNUXCs Mmay-
3aMU WIN CTaTUUYECKUMU 3JIeMeHTaMu. TeM caMbIM JIOCTUTAEeTCs SICHOE YJleHeHne
Ha pasbl, a B KOHTPAIyHKTE 00pas3yeTcs KOMILIEMeHTapHasi puTMUKa. Takoi TUIT
daxTypsl yalle Bcero 3a/1eiCTBOBAH B CO3/IaHUU PENIUTETbHBIX, MAPIIIEBBIX U CO-
HOPHO-TIACTOPAJIbHBIX 00PA30B.

[Ipu co3aaHumM JTUPUIYECKUX U TPAarunueckux parMeHTOB KOMIIO3UTOP 00Opa-
IaeTcs K pa3HOTEMHOU MOJUMOHUU B MeJOAUYEeCKON JIMHUU. Tak, B MOOOYHOM
naptuu nepBoil yactu Cumdonun NO 1 coji0 BUOJIOHUENHU JOIOJIHSAET KOHTpa-
IIyHKT KJapHeTa (c TakTa 137), B iepBou uactu Cumbonuu NO 3 HU3Kue CTpyHHbBIE

18 B [ yacTu TeMa [VIABHOU IMAPTUU JJAXKe B KCIIO3UIIMOHHOM PaszieJie IaeTCsl B BU/I€ KAHOHUYECKOU MMU-
Taruu (TakThl 59—72), B pa3paboTKe B IMOJHOIIEHHOM KOHEYHOM KaHOHe (TakThl 391—-406); B 111 yactu
TeMa Bcerjia MPOXOJUT B KAHOHE, KOTOPBIM IMHAMHU3UPYETCSA TOJIBKO 3a CUET YTOJIIEHUS OPKECTPOBBIX
JimHUH (OT MPOBEIEHNS CTPYHHBIMHU, CTPYHHBIMHU U JIEPEBIHHBIMH JI0 TATETUKU MEHBIX ( TAKTHI 108—115,

248-254, 321-337).
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Y aHTJIMACKUU POJKOK CIIETAIOTCA B aTOHAJIBHOM KOHTpamyHKTupoBaHuu (I1pu-
mep 16).

=66 Cor Anglais
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Ilpumep 16. Cumbonus N2 3. I vacts, TT. 20—33

PazHoTemMHass moyindoHUs IPOSIBIISIET ceOs B COHOPHOU (aKType — «poc-
CBIITH»'9, KOTOPYIO MOKHO OOHApPY:KUTh B COUNHEeHUAX BaH CUIUHSA ITO3/THETO IIe-
puoza. Ee MOXXHO TpakTOBaTh KaK BBIIMCAHHYIO aJIeaTOPUKY UJIM amoreu pas3Ho-
TEMHOCTU «TOPU30HTAJIbHOU (QYHKIUN» B opKectpe. jis GpaKTypbl—«POCCHIIIH »
XapaKTepPHbI CKAUKU HA MIUPOKHE OCTPO 3Byvalliie MHTepBaibl. OHA BCTpedaeTcs
B MO3IHUX CUM(OHUAX: 3TO TPUHAIIATUTOJIOCHAS pa3HOTEMHAs OJTUMOHUA Y Jie-
PEBSIHHBIX JTIyXOBBIX BO 11 wactu Tpetbelt cuMmdoHuU (TaKThI 35—39), IIIECTUTOJIOC-
Has B Cumdponnu NQ 4 (TakThel 259—262, [Ipumepwl 17, 182°) U T.]1.

IIpumep 17. Cumdonus N 3, IT yacrs, Ilpumep 18. Cumdonus NO 4,
TT. 35—38 TT. 250—262

19 JlyaHTHIHCTUYECKHE «BCIJIECKU», MHOTO3JIEMEHTHOE «IIATHO» [6]; «MeJIKopuTMHUUYecKas» IpyIa»
TOYEK, BpeMeHHas CIJIOUEHHOCTh KOTOPHIX IIOMOTaeT CO3/]aTh BlleyaTyieHue OHOW, HO IyJIbCUPYIOIei
KpackH [4, ¢. 395).

20 PoCCBITIb COCTOUT M3 KOMOWHAITUN HECKOJILKUX TUIIOB PUTMUYECKUX (DUTYP: CEKCTOJIEH, KBapTOJIEH,
JIByX BOCbMBIX Uepe3 May3bl, IBYX BUJOB apIIeKUO [4, ¢. 394].
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daxmypa ¢ «eepmuxka1bHoll pyHkuueir»

I'oMOoOHHO-TaDMOHUYECKOE CONPOBOXK/IEHHE MeJOAUYECKUX TOJIOCOB
B ITpou3BeieHUsIX Ban CuinHsA peasin3yeTcs B CMEIIaHHO-TeMOPaIbHBIX aKKOP/IaxX
C ompe/ieJIEeHHBIMUA PUTMO(MOPMYJIaMH, Pa3JIUYHbIX (QUTYypaAlUIX, MeJalsaxX U T.J,.
B 3TOM cMBICIIE KOMOIO3UTOPA MOKHO CUMTATh IPOJIOJKATEIEM KJIaCCUKO-POMAH-
TUYECKOTO CUM(POHUIECKOTO HACTIEIUA.

BriziesiuM moBTOpAOINMEc (paKTypHble IPUEMBI B JIMPUKO-TACTOPAJIbHBIX
¥ TaHIeBAJIbHBIX 5MU30/IaX. B HUX BeAylllyl0 TEMOPOBYIO POJIb UTPAeT CTPYHHAs
rpyIia.

171 co3/1aHuA MacTOpabHbIX 530U3040B Ban CUINHD UCHIOJIB3yeT TAHYIIH-
ecsl CO3ByYUs CTPYHHBIX, KOTOPbIE PAcCIIBeUYMBAaeT BKPAIJIEHUSAMHU YAAPHBIX WU
apdsr*'. Ha nx npuMmepe MO:KHO PAaCCMOTPETH 3BOJIIOIUI0 TADMOHNYECKOTO A3BbIKA
komImo3uTopa. Tak, B [ vactu panHeii cionTsl « HareBsl KOHbHAHB» HECITIEITHAS CMe-
Ha aKKOP/J0B TApMOHHYECKOU MOC/Ie/IOBATEIFHOCTH JJaHA B MEJIKOU PUTMHUUECKOM
IIyJIbCAlliM, 4 B COUMHEHUAX cpefiHero nepuoga — I yactu «BreuaTieHui OoT rop
Taiixan» (TakTbl 1-10, 33—44) u Il vactu «Talry sHra» (TakThl 1-13) — OIMHPAET-
cs Ha KBapTO-CEKYH/IOBbIE CO3BYUH s, KOTOPble CBOUM IapaJlJIEJIbHBIM JIBUKEHHUEM
JIAI0T HOBYIO JIQZIOBYIO OKPACKY. B O3/IHUX CIOUTaxX MPUMEHSAIOTCA BbIZIeP*KaHHbIE
aKKOP/bI TAKKE B PAMKaX KBapPTO-CEKYH/I0BOU BEPTUKAIU — TAaKOBBI, K IPUMEDY,
JUTUHHOTHI Bo «®Ppeckax Xyanxs» (I gacTh, TakThl 1—17, U Koza IV yacTu, TaKThI
82—-03). Anoreem «eBporensanuu» GaxkTypbl MOKHO Ha3BaTh JIBEHAAIATUTOHO-
BBIN KJ1acTep B Hauase ciouThl « HameBbl KOHbHAHD 2», CO3aHHBIN OJ1arozaps Ha-
JIOXKEHUIO KBapPTO-CEKYyH/IOBBIX CO3BYUYUH B divVisl in 4 KaXJI0W MapTHU CTPYHHOTO
kBuHTeTa (IIpumepsvt 19—21).
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Ilpumep 19. «<HaneBsl FOHBHAHB», | 4acTs, T. 13

21 B «HaneBax FOHpHaHB» — aprie/izkuo apdsl, Bo « BrieuaTienusx ot rop Tavixan» — apruemiuo ¢opre-
1aHo, Bo «Ppeckax XyaHXx3» — KBapTO-CEKyHZI0BOE CO3By4He y TPEYTOJIbHHUKA, KOJIOKOJIBYMKOB, YeJsie-
cThl, BUOpadoHa, B « HanneBax FOHbHaHB 2» — apda U yZjapHbIE BBICOKUE U T. [I.
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eTcsl TOCTENeHHBIN Iepexos]; B 00JacTh
UMITPOBU3AIIMOHHO-PEUUTATUBHOTO W3-
JioxkeHus. Hampumep, B Mmenoauun dei-
THI-ITUKKOJIO U3 I vactu «BreuaTieHuii oT
rop Tatixan» (c TakTa 44) WJIN COJIO TO0OS
Ha npoTsikeHun Bcer 111 wactu «®Ppecok
Xyanxs» U Tak gajee. O MpaBUIBHOCTU
TaKOTO coueTaHus mucas eine Hukosan
AnpeeBuu Pumckuii-Kopcakos: «IIpoTsi-
HyTble aKKOP/Ibl CMBIUKOBBIX WJIN Jepe-
BSIHHBIX JTyXOBBIX U tremolo cyTb Hauboiee
y/1I00HBIE IPHUEMBI, TPU KOTOPBIX UCIIOTHE-
HHUE PeYUTaTUBA MOKET OBITH CBOOOHBIM
B PUTMUYECKOM OTHOIIIeHUH (a piacere).
<..> boJsiee cioxHbBIE, MeJIOUYECKUE,
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peduTaTuBa in tempo»>22.
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IIpumep 21. «<HaneBsl FOHbHAHB 2»,
I yactp, TT. 1-3

22 Ppmckuii-KopcakoB H. A. OCHOBBI OPKECTPOBKH: C MapTUTYP. obpasmamu: us cobers. CI16.: Poc. Mys.

u3g., 1913. T. 1. C. 101.

23 TInnmukaTo y Bcell CMBIYKOBOM I'PYIITBI, HHOT/IA ¢ yuacTueM ¢opTenuado u apdsl (tepmuH H. A. Pum-

ckoro-Kopcakosa. Tam xe. C. 84).
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putModopmya u apreakuo. [1ogoO6HBIX IPUMEPOB JOCTAaTOYHO MHOTO. B apmes-
’KUPOBAHHBIX pizzicato Ban CuinHb J00UBaeTcs OJHO3JIEMEHTHOU (aKTyphl 3a
cUeT yIBOeHUH pizzicato u divisi. Hampumep, B IV uactu «HameBoB FOHbHAHB» —
c Takta 62, B IIl yvactu «Tairy sHra» ¢ TakTa 45 u T.4. (cMm. IIpumepwt 22, 23). Vc-
II0JIb30BaHUE TPUXOP/Ia B «BePTUKAJIBHON PYHKIIUH» 00yc/IaBJIUBaeT HallOHAIb-
HBIN IIOYEPK KoMno3uTopa. Takue mprueMbl 00HAPY;KUBAIOTCA U B IIO3JHUX CIOUTAX
(IV yactp «HameBoB FOHBbHaAHB 2», II yacTh «®Ppecok XyaHxa»).
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daxmypa, 06veduHAIWAL 8ePMUKANBHYIO U 20PU3OHMANbHYI PYHKUUU

[TomdoHMyeckoe COMPOBOXKJIEHUE MEJIOAUYECKHUX T'OJI0OCOB MOXKHO BbIJIe-
JINTH B KauecTBe 0c0001 (popMbl pakTyphl. B Takux s11n30/1aX Mbl BUJIUM COUETaHUE
JIByX HEPAaBHO3HAUHBIX IJIACTOB: MEJIOJINYECKOT0 U COITPOBOsKaroIero. Oba riacra
pelieHbl B UMUTAIIMOHHO-KAHOHUYECKON TexHHKe?*t. TeM camMbIM BepTUKaJIbHas
daxtypHasa dyHKIUA 00beIUHAETCA C TOPU30OHTAILHOU. [lepBhIM COUMHEHUEM,
B KOTOPOM KOMIIO3UTOP OTKPBLJI JIJIfl ce0s 3TOT CII0cO0 OpraHru3aluu COIPOBOXK/IEe-
Husd, ctasna II yacth cioutsl «Breuatsienus ot rop Taiixan». Ee MoxHO Ha3BaTh
«TOTAJIBHBIM» KaHOHOM?5: TleceHHasA MeJIo/ius (ropu3oHTaIbHAsA (PyHKIUA) U3J1a-
raercs B UMUTAI[MOHHO-KAHOHNUECKOU TeXHUKE, COIIPOBOXK/eHUEe (BepTUKATIbHAS
(GyHKIIMA) COCTOUT U3 KOHEUHBIX KAHOHOB B YHUCOH U TPUTOH. OTlepupoBaHuE TEM-
OpasIbHBIMU TPYTIIIaMU B HeWl IPUBOJUT OT TPEXTOJIOCHOTO KAHOHA BHYTPU TPYIIIHI
KJIAPHETOB K JIBEHAIIATUTOJIOCUIO MEXK/Ty BCEMU JIePEBAHHBIMU MHCTPYMEHTAMU
TPOMHOTO OpKecTpa. B mMo3AHUX COUMHEHUAX 3TOT IPUEM YCJIOKHUJICS TTPUMeEHe-
HUEM I0JINIa1IoBOCTU (cM. I[Ipumepnl 24, 25).

B kauecTBe MPOMOCT B IJIACTE€ COIIPOBOXK/IEHUS BBICTYIIAET apre>KUPOBaH-
HbBIN KBAPTO-CEKYHOBBIN TPUXOP/, KOTOPBIN YACTO MPOSBJIISAET ce0s KaK «3aCThIB-
MU » «OJHOTUIHBIA 000poT-dhopmysia» [8, c. 17], To ecTh «BBIIOJIHSAET HE TOJIb-
KO (DYHKIIMHM CONPOBOKJEHHs, HO M BBICTYHAET B POJU (PAKTYPHOTO pesbeda»
[5, c. 21]. JIa purypaiuii ¢ ero yuacTueM XapakTEPHO TPEXTOJIOCHOE UBJI0KEeHHE",
HeN3MeHHOe IIOBTOPEHME TPeX 3BYKOB (UTO HAIIOMUHAET MTaTTEPHBI PEIIETUTUBHON
TEXHUKU), HO B 11€JIOM peYb UJIET 0 O0ECKOHEUHOM KaHOHE C HyJIEBBIM C/IBUTOM. Ta-
KOM KaHOH MOXKHO Ha3BaTh «(UTypallMOHHBIM»: B TBopuecTBe Ban CuinHA OH
npeficTaBasAeTcsa GUPMEHHBIM, aBTOPCKUM «(PaAKTyPHO-TIOJIN(POHUIECKUM » TIpHe-
MoM (IIpumep 26).

Ob6sacTh IpuMeHeHUA «(PUTYPAITMOHHOTO KAHOHA» O4YeHb mupoka. Ban Cu-
JINHBb KOJIOPUPYET UM TapMOHUIO B COUMHEHUAX CPEAHETO U MO3JHETO IEPUOOB:
B IIT vactu Bropoii cumdonnu (taktst 1-218)%, Bo 11 uactu «®pecok XyHxa» (Tak-
ThI 1-145), B I1I vactu Illectoit cumdonun (TakThl 1-109) u B 111 vactu «HameBos
HOnbHAHB» (TaKThI 97—119). B cj10KHON COHOPHOU (haKType MO3/THUX COUNHEHUHN
3TOT IPUEM UCIIOJIB3YETCS B OTHOM U3 IIJIACTOB.

MiMeHHO KaHOHWYecKas TexHWKa mo3Boswia Ban CuinHiO 00BEUHUTH
KHUTANCKYIO JIaJIOBOCTh M JOCTUXKEHUs €BPOIEeNCKOU COHOPHOW My3bIKU. Tak,
B I wactu criouthl «®pecok Xyauxas» (TakThl 52—80) obOmias ¢dakTypa COCTOUT
13 TPEX COHOPUCTUYECKUX IIACTOB: «(PUTYPAIIMOHHBIA KAHOH », KAHOH apIe/»Ku-

24 KanoHHYeCKas UMHUTAIVA, TOUHBIN/HETOUHBIN KOHEYHBIN KaHOH WU OeCcKOHeUHBIHN KaHOH 11 paspsana.
25 DTOT MPUEM JIOCTATOYHO YACTO BCTPEUAETCS BO BCEX COYMHEHUAX KOMIIO3UTOPA, B TOM YFCJIE II03/THETO
nepuoza: HanpuMmep, B III yactu «HaneBoB OHpHAHD 2» (1udpbl 36—37) y CTPYHHBIX, I7le HHTOHAIUSA
YBOZUT OT KBAPTO-KBUHTOBOM ITOIIEBKH. B MO3/THUX COUMHEHUAX XpPOMaTHIECKasA FTaMMa H3JIaraeTcs B BUE
KOHeYHOro kaHoHa B CuMmdonuu NO 4 (TakTbl 229—235) — MIECTUTOJIOCHBIN KaHOH Y GJIeUT U 10005 U T.JI.
26 910 CBA3AHO C UCIIOJIF30BAHUEM B IPYIINAX JIePEBIHHBIX TyXOBBIX TPOHHOTO COCTaBa OPKECTpa.

27 'V Tpex paelT NUKKOJIO.
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POBaHHBIN, ajleaTOPUUECKUH TJIACT CTPYHHBIX U MEJTIOJUYECKUU TIJIaCT MeTHBIX?®
(cMm. IIpumep 27). Takol ke MPUHITUI TPeX IIacTOB oOHapy:kuBaeTcs B 111 vactu
[MTectoli cuMpOHUU: TPEXTOJOCHBIN (DUTYPAIIMOHHBIN KAHOH y KJIAaPHETOB KOH-
TPAyHKTUPYET C TPEXTOJIOCHBIM apIeIKUPOBAHHBIM KaHOHOM Y (PJIEUT U «IIO-
JIOCON»29y MEeTHBIX.
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IlIpumep 24. «Buieuatnienus ot rop Taiixan», IIpumep 25. Cumdonus N° 4,
IT gacts, TT. 160—-164 TT. 684—-686

28 Tema U3/I0KEHA B YHUCOHHOM KaHOHE.
29 Tumn (akTyphl, I7ie COeIMHEHBI B €/TUHOE I1eJI0e /IBe U O0JIee OTHOPO/IHbIE IUHUM [4, €. 349].
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Ilpumep 26. Cum¢ponus NO. 2, III yacrts, TT. 1—3
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B 11o37HUX COUMHEHUAX KOMIIO3UTOP OTKA3aJICA B IPOIIOCTE OT KBAPTO-Ce-
KYHZIOBOTO TPHUXOp/ia B MOJIb3Y XpOMAaTU4YeCKOW ramMmbl. OTMETUM ITPOIMOPIIU-
OHaJIbHbIE KAHOHBI ¢ HyJIeBbIM c/iBurom: B I yactu «HameBoB IOHBHAHB 2» (CM.
IIpumep 28), NeBATUTOJIOCHBIN KAHOH Y JIePEBAHHBIX IyXOBBIX B [V uacTu (TakThI
150—171), BOCBMUTOJIOCHBIN y cTpyHHBIX B III wactu Tperwveit cumdonuu. Kpome
TOTO, BCTPEUAIOTCA KaHOHBI B YaCTUYHOM YBeJWYE€HUH, Hampumep, B IV yactu
«Tauiry ssHra» (TakThl 32—39): BOCBMUTOJIOCHBIM XpOMaTUYECKUN O0ECKOHEUHBIN
KaHOH BTOPOI'O pa3pAAa y AePEBAHHBIX JyXOBbIX HA (POHE BOCBMUT'OJIOCHOTO XPO-
MaTUYECKOT0 KaHOHA Y MEJHBIX [yXOBBIX B yBesuueHuu (cm. [Ipumep 29).
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IIpumep 28. «Haness! OHBbHAHB 2», I yacTs, TT. 19—20

Bce coHOpHBIE KAHOHBI OTHOCSTCS KO BTOPOMY Pas3ps/y, KOJIMYeCTBO BO3Bpa-
IIIEHUH ITPOIIOCT MOKET JOXOAUTH 0 BOCBMH, IIPU STOM IIPOJ0KUTEIHHOCTD UMU-
TUPYeMOro (parMeHTa COCTABJISAET HECKOJIBKO TaKTOB. TakoOM IIOJXO[ CpaBHUM
¢ MIPUHIIMIIAMH PEIETUTUBHON TEXHUKH, I'7le B KaueCcTBe MaTTepHa B3AT MHOTOIO-
JIOCHBIN KOHEUHBIN KaHOH. JIo ITaHcAH Takue pparMeHTHI Omucajia KaK «BEPTHU-
KaJIbHOE IO (OHUUECKOE MBIIIIJIEHHE, T7I€ IIPOU3BEAEHNE KAK TKaHb, a €€ HUTKH —
notiOHUYECKHE CJI0U 00pas3yioT “/UITMHHOe AbIxaHue” » [9, c. 238], 3To TO, UTO
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baHIUKOB Ha3bIBAJl «OPKECTPOBOM BEPTUKAIBIO» U «CTaOMJILHOM OPKECTPOBOU
TKaHBbIO »3°.
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IIpumep 29. «Taury saura», IV yacts, TT. 32—33

OgHUM U3 caMbIX PACIPOCTPAaHEHHBIX BUIOB (PAKTYP CPEJHEro U MO3HEr0
IIEPUO/IOB CTAJT «IIOTOK»3!. Kak U «JINHUA», «IIOTOK» OOBIYHO MOSIBJISETCS B KyJIb-
MHWHAIIMOHHBIX pasjenax. Tak, B Takrax 10—17 [I vactu Tperbeli cumdbonnu dhakry-
pPa COCTOUT U3 JINHUU: ajleaTOPUIeCcKO JJIMHHOU MeIajiN Y IEPEBAHHBIX yXOBBIX,
ZABIKYILEroCsA XpOMAaTUUECKOTO KJlacTepa y MeJHBIX YXOBBIX, BOCXOAAIIUX TJINC-
CaH/I0 Y CTPYHHBIX.

[Tosro6HBIE TIPUMEPBHI BCTPEUAIOTCA U B KyJIbMUHAIIMOHHBIX MOCJIETHUX Ya-
crax crout. I1an bo, npuBoAA B KauecTBe OTHOTO U3 CaMBIX APKUX IPUMEPOB CIO-
ury «®pecku XyaHxe», onpeziesisieT Mo/Io0Hble BUABI DAKTYp KaK «KJIaCTEPBI»,
CTaBIIINE «IIOUTU 00sA3aTeIbHBIM BbIpa:K€HHUEM MY3bIKAJIbHOTO A3bIKA B MO3THUX
npousBefieHusnsx Ban CunuHa <...>. KOMIIO3UTOp MCHOIb3yeT IMIUPOKUU CHEKTP
TeMOPOBBIX 3 PEKTOB, UTOOBI CO3/IaTh Y CIIyIIaTe A OllyllleHhue HeOeCHOT0 MpaKa
[10, c. 112]. ®aKTypy-«IOTOK» MOKHO YBUJIETh TaKXKe B KyJIbMHUHAIIUU V 4aCTU
«Hanepos IOubHaHb 2» (IIpumeput 30, 31).

30 banwuxkos I'. . 3akoHbl (PYHKITMOHATBHON HHCTPYMEHTOBKH. C. 19.

31 TIpexncraBisieT cOOOH IMyJIbCUPYIOIIYI0 MHOTOKOMIIOHEHTHYIO (haKTypy, 00pa3yeMyIo B3auMOeHCTBU-
€M HECKOJIPKUX OJTHOPOJHBIX FUTH KOHTPACTHBIX (DaKTYPHBIX 3JIEMEHTOB [5, €. 26], IyIbCUPYIOIIYIO 3By4-
HOCTb, 00pa3yemMyIo MoJu(pOHUIYECKUM CIIJIETEHHEM HECKOJIbKUX MTOJBUKHBIX JIUHUU [4, €. 395].
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IIpumep 30. «Ppecku XyaHx3», IIpumep 31. «<HanieBol FOHBbHAHB 2%,
IV uacts, T. 143 V uacrtsp, T. 93

3axarueHue

Paznoobpasue BusioB pakTypsl B cuM@oHnUecKoM TBopuecTBe Ban CuiinHsA
IIpOU3PpaCTaeT He M3 PACKPBITHS CBOMCTB 3ByKa KaK TAKOBOTO — €ro (QU3NIECKUX
XapaKTEePUCTHUK, CIIEKTPATbHOCTH, TEMOPOBOCTH, TPOCTPAHCTBEHHOCTH; COHOPHAS
dakTypa crasa pe3ysIbTaTOM JIMHEAPHOTO MBINJIEHUS KOMIIo3uTopa. Ban CuiuHb
IIPOIIIEJT IyTh OT OJTHOTOJIOCHS K OJTHO3JIEMEHTHOU (hAKType C «YTOJIIEHUSIMU»
13 3BYKOB TPUXOP/a; OT GUTYPAIMOHHOTO KAHOHA C KBAPTO-CEKYH/IOBOM MHTOHA-
IHeN K XpOMaTHIeCKOMY ITOJIMXPOHHOMY KaHOHY U (PaKTypHBIM ITOJIMCOYETAHUAM
(moToky, mosioce). Ero mosyiHee TBOPYECTBO OTPAKAET YCI0KHEHNE OPKECTPOBOM
BEPTHKAJIN TOPU30HTATbHBIMH ITPHEMaMU.
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