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Kypuan «CoBpeMeHHBbIE NPOOJEeMbl My3BIKO3HAHUI»
peleH3upyeMoe HayqYHOe U3/IaHue OTKPBITOTO JOCTYTIA.

N3paetcs ¢ 2017 roga.

TemaTuka craTed KypHajla CBs3aHa € aKTyaJIbHBIMU BOIIPOCAMHU HMCTOPUU U TEOPUH MY3BIKH,
MY3bIKQJIbHOTO UCIIOJTHUTEILCTBA, METO/I0JIOTUEN, HCCIIEIOBAHNEM MY3bIKU B KOHTEKCTE KYJIbTYyPhI
U B COOTHOIIEHUU C APYTUMHU BUJAMM UCKYCCTBA U COOTBETCTBYET CIIELMAJIBHOCTU 5.10.3. Buasl
HCKyccTBA (My3bIKaJIbHOE UCKYCCTBO) (MCKYCCTBOBEZIEHHE).

CraTbu IyOJIMKYIOTCSA Ha PYCCKOM Y QHTJIMHCKOM sI3bIKaX.

Pabora »xypHayia CTpOUTCA HA OCHOBAX CTPOTOTO COOJIIOZIEHUA PEAKIIMOHHON 3TUKU COTJIACHO
HopMmaMm COPE (Committee on Publication Ethics).

K mnybiukanmuy NTPUHUMAIOTCS paHee HUTAEe He U3/IaBaBIINeCs CTaTbH, OTOOpaHHBIE
PemaknyvoHHBIM COBETOM W IpOLIEAIINE pelleH3upoBaHue. Ha crpanunmax xypHaia
TyOJIMKYIOTCA OPUTHHAIbHBIE HAYYHbBIE CTATHU U 0030DbI, TEPEBOBI 3aPyOesKHBIX UCCIEOBAHUN
C KOMMEHTApUAMU, AHAJIN3 UCTOPUYECKUX JJOKYMEHTOB U PelleH3U1 Ha HOBble KHUTU O My3BbIKe.

JKypnai Bxogut B IlepeueHb peKOMeHIOBaHHBIX Bpiciielr aTrrectarnoHHOU kKomuccruen (BAK)
peleH3uPyEMbIX HAyIHbBIX U3JaHUH, B KOTOPBIX JIOJIKHBI OBITH OIMyOJIMKOBAHBI OCHOBHBIE HAyUYHBIE
pe3yJIbTaThl AYCCePTAIlUN HAa COMCKAHME YUEHbIX CTelIeHeN JIOKTOpa U KaHAuaTa HayK.

Kypnan sapeructpupoBaH B HaykoMmerpumyeckoil 6aze PUHI] (Poccuiickuii WHAEKC HAYIHOTO
IUTHPOBAHUS), BCE CTAThU pa3MelaloTcs Ha caite HayuHol ayrekTponHoM 0nbnoTeku eLIBRARY.RU.

JKypHas uHzeKcupyeTess B HAyKOMeTPUUYECKOU 0ase JaHHBIX SCOpPUs.

JKypHast BKJIIOUEH B HHIEKC HayUHBIX U3JJaHUH OTKPBITOTO Aoctyna Directory of Open Access
Journals (DOAJ).

JKypHnaut 3apeructpupoBat B ®eiepayibHOU CITy:K0e 110 Haz3opy B chepe CBA3U, THPOPMAITMOHHBIX
TEXHOJIOTUHN U MAaCCOBBIX KOMMYHUKAIIUH.

CeuperenbcTBO 0 perucrpanuu: JJI Ne ®@C 77 - 86261 27.10.2023.
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HayYHBIX peZJaKTOPOB U uszaresed (AHPI), MextyHapoJHOM acCOIAAIIAH 110 CBSA3M U3/1aTesIel —
Publishers International Linking Association (PILA).

2KypHaJs BBIXOJIUT C IIEPUOUYHOCTHIO 4 Pas3a B TOJI.

[1nata 3a moziavy, perieH3MpOBaHNE U IyOJIMKAIUIO CTaTel He B3UMAeTCH.

ABTOpBI COXpAHAIOT 3a cOOOUM aBTOPCKHE IIpaBa Ha pabOTy M MPENOCTABJIAIOT JKyPHAY IIPaBO
1epBoO¥ myOuKauu paboTel Ha ycoBusax jureH3nu Creative Commons Attribution 4.0 license
(CC BY-NO).
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FROM THE EDITOR-IN-CHIEF |
OT IJIABHOTI'O PEJAKTOPA

Dear friends!

The journal Contemporary Musicology has been published for eight years. In 2022, it was included
in the list of publications recommended by the Higher Attestation Commission for the publication of
materials for future doctoral and candidate dissertations, and in 2024, in Scopus, an authoritative
bibliographic and abstract database of peer-reviewed scientific literature. Since 2023, the journal
has been published in two languages with parallel publication of each article in Russian and English.
These achievements make us happy. However, for the editorial board and the editorial team, the most
important thing remains cooperation with dozens of leading musicologists from Russia and abroad
and talented young researchers. And, of course, the attention and interest of our readers, whose circle is
growing year by year. In 2025, the Gnesin Russian Academy of Music celebrates the 130th anniversary
of the Gnesin educational institutions. The study and publication of previously unknown documents
and theoretical sources that allow us to take a fresh look at understanding the historical and musical
process are all cross-cutting topics this year, which will be initiated by a series of articles in the first issue
of the journal. Our publication continues to participate in organizing major international conferences
at the Gnesin Russian Academy of Music together with leading universities and research institutes of
our country. In 2025, one of the central events of the scientific year will be the conference Technique
of Musical Composition. Shostakovich in Memoriam (on the 50th Anniversary of His Death), which
will bring together more than 100 speakers from different countries and many cities of Russia. The life
and work of the great composer is another key topic of 2025.

We wish you an interesting and informative reading!

Irina Susidko

Joporue npy3bs!

Kypuan «CoBpemeHHbIe TPOOGJIEMBI My3bIKO3HAHUS» U3/IAETCA YIKE JEBATH JIET. B 2024 roay oH
BoIIes B Scopus, aBTOPUTETHYIO Obubsrorpaduueckyio u pedepaTuBHy0 0a3y IaHHBIX PEIEH3UPY-
eMOoU Hay4JHOH siuTepatypsl. C 3TOTO Ke ro/ia OH Havyasl BBIXOUTH HA JIBYX A3bIKAX C MapaJlyIeJIbHBI-
MH IIyOJIMKAIUAMHU CTaTel Ha PYCCKOM U aHTJIUMCKOM, UYTO PACIIUPUJIO KPYT HAIIUX aBTOPOB. 1A
PEeIKOJIJIETUU U PETAKIITMOHHON KOMAaH/IbI ITO-TIPEKHEMY CAaMbIM BaXKHBIM OCTAETCS COTPY/THUYECTBO
C JlecATKaMU BeJyIUX My3bIKOBeZIOB Poccru 1 3apy0erkbs U TAJTAHTIIUBBIMU MOJIO/IBIMU HCCJIE/IOBA-
TesAaMHU. V3yueHre MeXHAIIMOHAIBHBIX [lepecedeHnil U B3aUMOJIeUCTBUI, TPO0JIeM MYy3bIKJIBHOM
I1eJIJaTOTUKHU, UCIIOJTHUTEIHCTBA U IICUXOJIOTHU — CKBO3HBIE TEMbBI 3TOTO I'0Jla, HAYaJIO UM II0JIOKe-
HO CTaThAMHU IIEPBOTO HOMepa KypHaia. Haile n3ganue mpo/ioKaeT yuacTBOBaTh B OPraHU3aIuu
KPYIIHBIX MeK/IyHAPOIHBIX KOH(pepeHIni B Poccuiickoil akaieMuu My3bIKU UMeHU ['HeCHHBI B KOH-
COpLIyMe C BeJlyIIMMU By3aMH ¥ HAYYHBIMU HHCTUTYTAMU CTPAHbL. B 2025-M OHUM U3 I[eHTPAJIb-
HBIX COOBITHY HAYYHOTO To71a Obl1a KoHpepeHus « TeXHUKa My3bIKaIbHOU KoMmo3unuu. Illocrako-
BHUY in memoriam (K 50-JIETUIO O JHA cMepTH)». [Iybukamnusa crateld, MOCBAIIEHHBIX Ororpaduu u
TBOPYECTBY KOMIIO3UTOPA, Oy/IET IPO/IOJI?KEHA U B 2026 TO/y, KOT/Ia UCIIOJIHAETCS 120 JIET CO JTHSA €T0
POXK/IeHUS.

7Kestaem BaM MHTEpPECHOT'O U IO3HABATEJIBHOTO UTEHU!

Wpuna IlerpoBua Cycuako
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AnHoTanuna. B cratbe uccienyercsa Ha THepBBIM B3IVIAJ HeOUYEBUAHAA,
HO 3HAYMMas COCTABJIAIOIASA HMIMPOKO PACHPOCTPAHEHHBIX B MY3bIKO3HAHUU
MY3bIKQJIbHO-PUTOPUUECKUX (PUTYDP, KOTOpas OIpefesaeTcs KOMIIO3UIIHOHHO-
TEXHUYECKMM, a He UHTOHAIIMOHHO-CEMAaHTUYEeCKUM U  MY3BIKaJIbHO-
CHMBOJIMUECKHUM KadecTBOM 3Toro ¢deHomeHa. [loBogoM ajid uccieqOBaHUA
ATOTO ACIIEKTa B CTAThe CTAHOBATCS TAK Ha3bIBaeMble OCHOBHble Puaypwl (figurae
principales / figura fundamentales) B Tpymax XVII — nepsoii mosioBuabl XVIII
BeKa, oTpakeHHbIe B kiuaccudukanuax Moranna Hynusa, Moaxuma TypuHryca,
Adanacusa Kupxepa, Tomama banprazapa AnoBku, Kpucroda bepuxappa
u Moranna Basnbrepa, a Takke ux nociaenonatesns MoranHa Axosnbda Illaiibe.

© MasnbneBa A. A., 2026
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Ha npumMepe JByX XpOHOJIOTHYECKHU CAMOTO PAHHETO U CAMOTO ITO3/THETO CIIUCKOB,
npuBefieHHBIX B Tpynax Hynus (Musices poeticae sive de compositione cantus,
Heiicce, 1613) u Illati6e (Critischer Musicus, JIEANIuT, 1745), pacCMaTPHUBAIOTCS
durypsl, ompezesnsoye IpaBujia NPUMEHEHUs JUCCOHAHCOB Ha caabom
U CWIHBHOM BpeMeHHU. B omMCcaHUsIX TEOPETUKOB OHM HE OPUEHTHPOBAHBI Ha Te
KPUTEPHUH, KOTOPble B MY3bIKOBEIUECKUX HCCJIEIOBAHUAX OOBIUHO CJIYKAT JIJIS
XapaKTEPUCTUKH MY3bIKQJIbHO-PUTOPUUYECKUX GUryp (OTCTyIJIEeHHE OT HOPM
CTPOTOTO CTWISA, YCHUJI€EHHE BBIPA3UTEJLHOCTH BBICKA3bIBAHUS, BBIPAKEHUE
addexToB u wuper): ¢urypel commissura directa u commissura cadens
B pasdbsicHeHUm Hymnwus, a takxke urypsl transitus, ligatura n syncopatio
B omnucanum Illaiibe mnpeacTaBiasdOT Cco00H (QUKCANNI0 HOPMATHUBHBIX,
OOIIENPUHATHIX U XOPOIIO 3HAKOMBIX My3blKaHTaM mpuemoB. Illaiibe, xoTs
M Ha3bIBaeT 3T MpHUEMbl (GUTYpaAMH, IPU HBJIOKEHUH HUX O0COOEHHOCTEN
B JlaJIbHEHIIEM WCIOJb3yeT IMoHATHEe npasuno: Compositionsregeln,
harmonische Regeln (xomno3uyuoHHbvle npasuaa, 2apmMoHuYecKue Npasuaq).
CocyliecTBOBaHHE KOMITOHEHTOB, ODUEHTUPOBAHHBIX HA CTapble U HOBbIE HOPMBbI,
JIEMOHCTPUPYET TeTEPOTeHHYI0 IPUPOJTy TepeuHel puryp. 9To 06CTOATETHCTBO
MOYEPKUBAET 3HAUMUTEJbHBIE IPOTUBOPEYHs, KOTOpPble BO3HHKAIOT IIPHU
M3yYeHUH UCTOUYHUKOB M COBPEMEHHOUN MY3bIKOBEIUYECKOU JIUTEPATYPHI, MEKIY
ayTEHTUYHBIM 3HAHUEM M PACIPOCTPAHEHHOH TPAKTOBKOU (PUTYP B My3bIKAJIBHOM
aHAJIUTHKE, a TAK)Ke OIPe/IeJIseT MePCIeKTUBHOCTD TaJIbHENIIEr0 UCCIIe/IOBAHUS
reHesnca MY3bIKaJbHBIX (PUTYP, aHAJOTHYHBIX PUTOPUYECKHM, B TpaKTaTax
AMOXH DAPOKKO.

KiaroueBbie cjoBa: My3bIKUIBHO-PUTOPUYECKNE (PUTYPBI, My3bIKaJIbHAA
PUTOPHKA, HeMeIlKas TeOpUs My3bIKH, WCTOPHUS TEOPUU MY3bIKH, YYeHUe
0 KOMIIO3UIINH, TPAKTAThI O My3bIKe, HEMeIIKOe My3bIKaJIbHOe OapOKKO, MpaBuUIa
KoHTpamnyHkTa, Morann Hymuii, Musices poetica sive de compositione cantus,
Noranu Anoned Illaiibe, Critischer Musicus

Jua nurupoBanua: Manvyesa A. A. «Hepuropuuyeckne» My3bIKaJbHO-
putopuueckre GUTYpbl B TpyAax smoxu 6apokko // CoBpeMeHHBbIE ITPOOIEMBI
My3bIKO3HaHUA. 2026. T. 10, N2 1. C. 11—32.
https://doi.org/10.56620/2587-9731-2026-1-011-032

*CraTbsi HamucaHa IIO0 MaTepuajgaMm Jokaazia «My3bIKaIbHO-pUTOPUYEcKUe (QUTyphl
0apoKKO: ayTeHTUYHOE 3HAaHUE VS aHaJIuTH4YecKas Mojiesib» Ha IllecTodl MexkayHapOIHOU
HayJIHOU KOoH(epeHIMU « TeXHUKa My3bIKaJIbHONU KOMITO3UIIMH: TEOPHUA U MpakTuka» [lamaru
J. /1. locrakoBuua (Poccuiickas akazeMusi My3bIKH UMeHU ['HeCHHBIX, 14—18 ampess 2025 T.).
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Technique
of Musical Composition

Original article

“Non-rhetorical” musical-rhetorical figures
in the treatises of the Baroque era*

Anastasiya A. Maltseva
M. 1. Glinka Novosibirsk State Conservatory,
Novosibirsk, Russian Federation,
Maamaltseva@mail.ru,
https://orcid.org/0000-0001-9265-1975

Abstract. The article explores a seemingly non-obvious yet significant
component of musical-rhetorical figures, a phenomenon widely discussed in
musicology. This component is defined by the compositional and technical
aspects of the figures rather than their intonational-semantic or musical-
symbolic qualities. The study focuses on the so-called principal figures (figurae
principales/ figurz fundamentales) found in treatises of the 17th and the first
half of the 18th centuries, specifically in the classifications of Johannes Nucius,
Joachim Thuringus, Athanasius Kircher, Tomas Baltazar Janovka (Janowka),
Christoph Bernhard, Johann Gottfried Walther, and their successor Johann Adolf
Scheibe. By examining two chronologically disparate lists — the earliest and latest,
found in the works of Nucius (Musices poeticae sive de compositione cantus,
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Neisse, 1613) and Scheibe (Critischer Musicus, Leipzig, 1745) — the author analyzes
figures that define the rules for using dissonances on weak and strong beats. In
these theoretical descriptions, the figures do not align with the criteria typically
used in modern musicology to characterize musical-rhetorical figures (such as
deviations from the stile antico norms, enhancement of expressive delivery, or
the representation of affects and ideas). Instead, the figures commissura directa
and commissura cadens in Nucius’s explanation, as well as transitus, ligatura,
and syncopatio in Scheibe’s description, represent the codification of normative,
conventional techniques well-known to musicians. Johann Adolf Scheibe
labels these techniques as “figures,” he subsequently employs the term “rule”
(Compositionsregeln, harmonische Regeln) when detailing their characteristics.
The coexistence of components oriented toward both old and new norms
demonstrates the heterogeneous nature of these lists. This circumstance highlights
significant contradictions between authentic historical knowledge and the prevalent
interpretation of figures in modern musical analysis, while also suggesting new
directions for researching the genesis of musical figures — analogous to rhetorical
ones — within Baroque treatises.

Keywords: musical-rhetorical figures, musical rhetoric, German music
theory, history of music theory, doctrine of composition, music treatises, German
Baroque music, rules of counterpoint, Johannes Nucius, Musices poetica sive de
compositione cantus, Johann Adolf Scheibe, Critischer Musicus

For citation: Maltseva, A. A. (2026). “Non-rhetorical” musical-rhetorical
figures in the treatises of the Baroque era. Contemporary Musicology, 10(1), 11—32.
https://doi.org/10.56620/2587-9731-2026-1-011-032

*The article is based on the paper Musical-rhetorical figures of the Baroque: authentic
knowledge vs. analytical model presented at the 6th International Conference Technique
of musical composition: theory and practice. Shostakovich in memoriam (Gnesin Russian
Academy of Music, April 14-18, 2025).
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Bsedenue

OTIOCTaBJIEHUE TIepeYHEed MYy3BbIKIbHBIX GUryp, 3aduKCHPOBAHHBIX

B ucrouHnkax XVII — mepsoii mosiosunbl XVIII Bekal, 1 mIUpoKo pacipo-

CTPaHEHHOU MOJIeJI aHaJIM3a MY3bIKA B OIIOPE HA UX PEyIIUPOBAHHBII
CIIMICOK OOHAPYKHUBAET Psif] IPOTUBOPEUNH MEK/Ty ayTeHTUUHBIM TEOPETHYECKUM 3HA-
HUEM U TePMEHEBTHYECKUM TI0/IX0ZI0M, KOTOPBIH 3apOAMJICA B HEMEIIKOM My3bIKO3HA-
HUM B II€PBOH MTOJI0OBHUHE XX cTosieTus. B aToT mepuo chopMupoBasioch mpeicTaBiie-
HHE 0 eJIMHOI crcTeMe (PUTyp, H3BECTHOHU B JasibHelIeM Kak Figurenlehre (moapobHee
cMm. [1; 2]). B pamkax koH1enun Figurenlehre mpiciimn u Tlutpux Bapresb, 06001uB-
IITUH TIpeJICTaBIeHus O pUrypax B 3SHaMEHUTOM PYKOBOZICTBe-xpectoMatuu (1985) [3],
¢ IOIIOJTHEHUSIMHU U3JaHHOI TaK)Ke Ha aHTJIMHACKOM f3bIKe (1997) [4]. Cpenu MHOTrO-
YHCJIEHHBIX 3apPyOEKHBIX CTaTed W JIUCCEepPTAIlUi ToceiHed yeTBepTr XX — Havasa
XXI Beka, cozieprKalliix KpUTUKY U CTpeMJIeHre pa3BeHuaTh MU® o Figurenlehre, cie-
JlyeT OTMEeTUTh cTaThio AHuHbBI KitacceH (2001) [5], I/1e B IMCKyCCHOHHOM KJIFOUE IIe-
peZlaHa uepejia MPOTUBOPEYN, CBUIETEILCTBYIOIIUX O HEOOXOUMOCTH IepecMoTpa
atoro ¢peHOMeHA. /[OBOJIBHO 3aIlyTaHHOW BUIUTCSA CUTYallHsl B OTEYECTBEHHOM MY3bI-
KO3HAHUW: Pa3INUUs B MHTEPITPETAIIMOHHBIX IToAxo1ax Aisoepra IlIBeiiriepa [6], Tpyx,
KOTOPOTO OBL ITepeBe/IeH Ha PyCCKUH B 1964 TOy U OKa3asl 3HAUUTEIbHOE BJIMSHUE Ha
COBETCKYIO My3bIKaJIbHYIO HayKy>, BosiecsiaBa fIBopckoro [7] u Pomana dyapaoBrya
Bepuenko [8] mmpuBesn K CMeIIeHUI0 U IToIMeHe HauMeHOBaHUH (GuUryp 1 6axoBCKUX
MOTHBOB-CUMBOJIOB [9], TOpoAuB TeM He MeHee 3(PPEKTUBHBIA U BOCTPEOOBAHHBINA
repMEeHEBTHYECKUH ITOIXO0/T B PyCJie My3bIKaJbHO-CEMAaHTHYECKOTO aHAIH3A.

!Peunr uzmer o Tpymax HMoaxuma Bypwmelicrepa (Hypomnematum Musica Poeticae, 1599;
Musica avtocxediaotikn, 1601; Musica poetica, 1606), Moranna Hynusa (Musices poeticae,
1613), Moaxuma Typunryca (Opusculum bipartitum, 1624), Adanacusa Kupxepa (Musurgia
universalis, 1650), Tomamra banbsrazapa Axosku (Clavis ad thesaurum magnee artis musicee,
1701), Moranna Anonbda Ilaiibe (Critischer Musicus, 1745) 1 APyTHX aBTOPOB.

2 [IIBeiiniep A. Moraun Cebactbsin bax. M.: My3sbika, 1964. Cum. Takke IlIBeiiniep A. Morana
Cebacrpan bax. M.: Knaccuka—XXI, 2011.
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Figurenlehre dpyHKumoHUpYyeT B COBPEMEHHON MY3bIKQJIPHON HayKe KaK MH-
(osoruzrpoBaHHOE 3HAHUE U JIUIIb OTYACTU CBA3aHO CO CBOMMU KOPHAMU. YUeHUe
onupaeTcs Ha pAJ Cy>KAeHUH, B YUCJIe KOTOPBIX, HAIpUMep, CIeAyIolue:

* CYILECTBYET CHCTEMa MYy3bIKaJIbHO-PUTOPHUECKUX (PUTYD BAPOKKO;

+ (GUTypHI OIIUCAHBI «B TPAKTATAX I10 My3bIKAJIbHOM PUTOPUKE» M «YETKO KO-
TUGUIIPOBAHBI»;

« Qurypsl, mepeyucieHHbIe B TPAKTATaX, 00pa3yI0T YHUBEPCATIBHBIN CJI0OBAPh
MHTOHAIMI-CUMBOJIOB («My3bIKAJIbHBIHN JIEKCUKOH 3IIOXH OAPOKKO»);

+ QUrypsl — 3TO UCKIIOYUTEIHHO OTKJIOHEHUs OT HOPM CTPOTOTO CTHJISA, KO-
TOPBIE UCIIOJIB3YIOTCS /ISl YCUIIEHHS BHIPA3UTEIbHOCTH BbICKA3bIBAHMS;

+ ¢uryp 3aduKCUPOBAHO MHOTO, HO KOMIIO3UTOPBI HUCIIOIB3YIOT JIHIIb «Ca-
MbI€ pacrpocTpaHeHHbIe» (10—20 puryp);

+ yueHHe O MY3BIKaJIbHO-PDUTOPUUYECKUX (DUTypax — MPUHAIJIEKHOCTh HC-
KJIIOUHUTEIHHO [IPOTECTAHTCKON My3bIKAJIbHOM TEOPHH [10, €. 100—101] U ApyTHe.

I'oBOpsA 0 My3BIKAJIBHO-PUTOPUYECKUX (PUTYPaAX, UCCIIENOBATETN MOJUEPKUBA-
IOT UX IPKO BhIpa*keHHYI0 adDEeKTHYIO U BbIPAa3UTEJIbHYIO IIPUPOAY. B ncciaemoBanm-
AX HeJJaBHUX JIET YUTAEM:
My3bIKaJIbHO-pUTOPHYEcKHe GUTYPBI — 3TO OIpe/ieIeHHbIE 000POTHI, 3BYKO-
BbIe (pOPMYJIBI, 32 KOTOPHIMHU 3aKPENMUINCh YCTOHUMBBIE 3HAUEHUS JIJIST BhIpake-
HUA JYyuwesHo20 dsuxceHus (aggexma) uau nonsmus [Kypcus moii. — A. M.]. Ouu
MPECTaBJIAIOT COOOM MY3bIKAJIbHBIN «JIEKCHKOH» 3IIOXH [11, €. 125].
My3bIKaJIbHO-pUTOPUYECKHe (PUTYPhl — yYCTOMUYHMBBIE MHTOHAIIUOHHBIE (DOP-
MYJIbI, KOTOPbIE KOMITO3UTOPHI UCIIOIb30BAIH (aHAJIOTUYHO (pUTYypaM OpaTOPCKOM
peun) 8 kauecmae amb.aem MY3blKAAbHOU CUMBOAUKU 0151 8bIPANCCHUS 8 38YKAX
onpedenenHoz20 apdexma, nonsmus, udeu (kypcus moui. — A. M.) [12, c. 102].

[lesb cTaThu — PACCMOTPETDH HA IIPUMEPE Psifla My3bIKAJIbHBIX (PUTYD, BKIIO-
YEeHHBIX B TPAKTAThI STIOXU OAPOKKO, CTeNeHb 3aKPEIJIEHHOCTU 32 HUMU B TEOPETHU-
YEeCKHX TEKCTaX MpeJICTaBJIEHUN O PUTOPUUYHOCTH/BbhIpa3uTeabHOCTH. Kpome TorO,
HEeOOXOIUMO YUUTBIBATH, UTO «MYy3bIKaJIbHO-PUTOPUYECKHE (DUTYDPHI OTJIUYATIUCH OT
JIPYTUX S3BIKOBBIX U CTUJIEBBIX 3JIEMEHTOB CO3HAMEAbHbIM OMKAOHEHUEM OM HOP-
mamusa (KypcuB Moii. — A. M.)» [13, ¢. 196]. [loHATHE SI3BIKOBOM HOPMBbI, CTOJIb
Ba’KHOE B UCKycCTBe eloquentia (KpacHOPeYHUs), TaKKe Oy/IeT HHTEPECOBATh HAC IIPH
U3y4eHUH lepedHeil Guryp B u3bpaHHOM pakKypce.
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(Dueypbt OCHOBHbLEe U 00NOAHUMENbHDbLE

HekoTophle TEOpEeTHUKYU pas3esisiioT GUTYPHI HA OCHOBHBIE U JIOIIOJTHUTETbHBIE.
K 0CHOBHBIM OTHOCATCS HE MY3bIKAJIbHBIE « BOJIBHOCTH» M «U3JIUIIECTBA», & XOPOIIIO
3HAKOMbI€ My3bIKAHTAM U OOBIUHBIE [JISI CTPOTOIO CTHJISI IIPUEMBI. B MCTOUHHKAX
OCHOBHBIE (DUTYPHI 0003HAUEHBI CIEYIONINM 00pa3oM:
« figurze principales no Uorauny Hymuio?, Moaxumy Typunrycy?, Adpanacuro
Kupxepy®, Banbrazapy AnoBke®;
« figurze fundamentals no Kpucrody Bepuxapay’ u Woranny Tordpumy
Ba.anepyB.
JIMHNIO OCHOBHBIX (PUTYp INPOJOJIKAET B cBoeM IlepeuHe MoranH Anonbd
I1Iaii6e°, He oOpalasich, OAHAKO, K YKa3aHHbIM HauMeHoBaHuaM rpymmn’® (em. Ta-
6AUUbL 1 U 2):

3 Nucio J. Musices poetica sive de compositione cantus. Neisse: Crispini Scharffenbergi, 1613.
Fol. F4'-G2r.

4 Thuringus J. Opusculum bipartitum, De primordiis musicis. II. Berolini: Georgij Rungij,
1624. P. 97—124.

5 Kircher A. Musurgia universalis sive Ars magna consoni et dissoni. Romae: Haeredum
Prancisci Corbelletti, 1650. T. 1. P. 366. Cm. Tak:xxe Haconos P. A. My3bikasipHass pUTOPHKA
Adanacus Kupxepa: K UICTOPHUHU «TOTOBBIX CJIOB» // My3bIKaJIbHOE UCKYCCTBO M Hayka B XXI
BeKe: UCTOPHSA, TEOPHS, UCIIOJIHUTEIbCTBO, IIearoruKa: cb. ctaTeil mo matepuanam Mexmy-
HapO/JHOU HAYYHOU KOH(EpPEHIINH, IOCBAIIEHHO! 40-JIETHI0 ACTPAaxaHCKOH rocy/lapCTBeH-
HOU KOoHcepBaTopuH / ryiaB. pen. JI. B. CaBBuHa, pez.-coct. B. O. IletpoB. Acrpaxanb: M3na-
tesibetBo OI'OY IITO «AUIIKII», 2009. C. 115—121. C. 119.

¢ Janowka T. B. Clavis ad thesaurum magna artis musice. Vetero-Praga: Georgij Labaun,
1701. P. 47-51.

7 Bernhard Chr. Ausfiihrlicher Bericht vom Gebrauchen Con- und Dissonantien [ms.]. [s.l.]:
[s.n.], [s.a.]. Bl. 12r—15r; Bernhard, Chr. Ausfiihrlicher Bericht vom Gebrauchen Con- und
Dissonantien // Miiller-Blattau, J. M. Die Kompositionslehre Heinrich Schiitzens in der
Fassung seines Schiilers Christoph Bernhard. Leipzig: Breitkopf & Hartel, 1926. S. 144—147.
Cwm. taxke Karynsa M. U. Yuenue o xommnosuriuu ['enpuxa Ilrorma // Tenpux IlroTir:
c6. crareii / coct. T. H. [lybpaBckas. M.: Mysbika, 1985. C. 76—118.

8 Walther J. G. Pracepta der Musicalishen Composition. T. 2. [ms.]. [Weimar]: [s.n.], 1708.
S. 234—265; Walther J. G. Praecepta der Musicalischen Composition / hrsg. von P. Benary.
Leipzig: VEB Breitkopf & Hartel, 1955. S. 140—152.

9 Scheibe J. A. Der critische Musicus. Hamburg: Beneke, 1740. Bd. 2. S. 383-398. Ilepe-
yeHb (GUTYp IpE/CTaBJIeH TaKXKe B HM3J[aHUH, cyMMUpylomeM oba Toma crateil IllaiiGe:
Scheibe J. A. Critischer Musicus. Leipzig: Bernhard Christoph Breitkopf, 1745. S. 698—-699.
1o [TogpobHee 0 MTpeeMCTBEHHOCTH TepeuHel My3bIKaJIbHBIX (PUTYp cM.: [14].
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Tabauya 1. OcHoBHbIe GUrypsl B Tpyaax Moranna Hymus, Moaxuma Typunryca,
Adanacusa Kupxepa u Tomama banprazapa AHoBKu

1613, Nucius 1624, Thuringus 1650, Kircher 1701, Janowka
Musices poeticae Opusculum Musurgia Clavis ad thesaurum

stve de compositione bipartitum, De universalis sive Ars magnee artis

cantus, Cap. VII primordiis musicis, magna musicee, Figurae
Part. II, consont et dissoni, Musicae
Cap. XV-XVIII T. 1, Lib. V, Cap. 19
Figurae principales
commissura commissura commissura commissura
fuga fuga syncopatio syncopatio
repetitio syncopatio fuga fuga

Tabauua 2. OcuoBHBIE GUTYpPHI B TpyAax Kpucroda bepuxapaa, Moranna 'otrdpu-
nia Basbrepa u Moranna Anossga Illatibe

[s.a.], Bernhard 1708, Walther 1740, Scheibe

Ausfiihrlicher Bericht vom | Praecepta der Musicalischen Der critische Musicus,

Gebrauchen Con- und Composition [ms.], Bd. 2, S. 301
Dissonantien [ms.], T. 2, Pars 2, Cap. 1, 4 Sechs und siebenzigstes

Cap. X—XXII Stiick
Figurz fundamentales —
ligatura / syncopatio syncopatio / ligatura transitus

transitus transitus / commissura ligatura u syncopatio /

syncope

Suga
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B xauecTBe mpuMepa, 1eMOHCTPUPYIOIIETO SBOJIIOIUIO IPYIIIILI OCHOBHBIX (PU-
I'yp, PACCMOTPUM IIpaBHUJIA AYCCOHAHCA Y XPOHOJOTUYECKH CAMOTO PAHHEr0 U T037-
Hero TeopeTukoB — Hynus u [11aii6e. (Mbl CO3HATEIHHO OCTABJISEM 34 PAMKAMU CTa-
TBU BOIIPOC O (yre Kak My3bIKaJIbHOM (PUTYpe, HECMOTPA HAa YacThle YIIOMUHAHUA
0 Hel B 6apOUYHBIX TPaKTaTax. ITa TeMa CAUIIKOM OOLIMpHA U TpeOyeT OTJEeIbHOTO
ucesaenosanusa’l.)

Tunoaozus gueyp 8 mpakmame Hyyus

Teopetuk My3bIKu MOHax-1TucTeprnuanel] Morana Hymuii (1556—1620) B Tpak-
tate Musices poetica sive de compositione cantus (Heiicce, 1613'%) npeaiaraer pas-
nenuth GUTYpHI Ha figurae principales u figurae minus principales'3. Ero 6unapHas
TUTIOJIOTHSI, OTPaKaroIasi, BEPOATHO, AyX I031Hero PeHeccaHca 1 paHHET0 6apoK-
K0'4, okazasach BoctpeboBaHa B 6oJiee mo3aHux tpakrarax (em. Tabauuy 1 v Hanro-
cmpauuto 1). Hynuti mosicHseT:

Et si ad Rhetorum imitationem non
difficile erat ingentem figurarum Cathalogum
coacervare, nos tamen brevitatis studio de

Xots 6pUT0 6B HETPYAHO B MOAPAKAHUE PU-
TOpaM cobpaTh BOEIMHO OOJIBIION KaTayior (u-
T'yP, MBI BCE K€ XOTUM, KDATKOCTU PaJiH, [IOBECTH

septem sequentibus tantum agemus, ex quarum
collatione, de alijs Harmonia ornamentis facile
judicabunt discentes. Porro barum figurarum
aliee Principales sunt, ut Commissura, Fuga,
Repetitio: Aliee minus principales, ut Climax
Complexio, Homioteleuton, Syncopatio™.

PeYb TOJIBKO O CJIEAYIOIIUX CEMH, 13 KOMIIOHOBKH
KOTOPBIX YUEHHUKY JIETKO OTKPOETCS CYTh APYTHX
MY3BIKQJIBHBIX YOpaHCTB. BhIBalOT ke pUTYpBI
Kak OCHOBHbIe, HanipuMep, Commissura, Fuga,
Repetitio, Tak 1 BropocTeneHHbIe, Kak Climax,
Complexio, Hemioteleuton, Syncopatio.

1O cBA3M (Qyru U PUTOPHUKH NUIIYT, HanpuMmep, I'peropu Batnep B cratbe «®dyra u pu-
topuka» (Butler G. G. Fugue and rhetoric // Journal of Music Theory. 1977. Vol. 21. No.
1. P. 49-109), ITon Yosukep B muccepramuu «®dyra B HEMeIKOW Teopuu ot Jlpecciie-
pa 1o Marre3ona» (Walker P. M. Fugue in German theory from Dressier to Mattheson:
diss. ... PhD. Buffalo: State University of New York at Buffalo, 1987), /Ianuen Xappucon
B craTbhe «Purtopuka u ¢yra. AHasmuTudeckoe npumeHenue» (Harrison D. Rhetoric and
fugue: an analytical application // Music Theory Spectrum. 1990. Vol. 12. N¢ 1. P. 1—42.
https://doi.org/10.2307/746145) u apyrue. ABTop 6s1aroJlapuT JOKTOpa HCKYCCTBOBeJe-
Hus, npodeccopa PAM umenu I'secunsnix Jlapucy JIbBoBHY I'epBep 3a ujielo clieliuajabHOTO
HCCIeIOBAHMUSA JAHHOTO BOIIPOCA C O3UIUU YIEHUH 0 puUrypax.

12 Nucio J. Musices poetice sive de compositione cantus. Neisse: Crispini Scharffenbergi, 1613.
1B [logpobOHee o mepeune ¢uryp Hynus cm. [15].

4 Hampumep, ToBopsiliee camo 3a cebsi HazBaHue Tpyaa BunueHno 'amwien Dialogo della
musica antica et della moderna (®nopennus, 1581), HOHATHSA «IIEPBOK» U «BTOPOU» MPAKTUK.
15 Nucio J. Musices poetica sive de compositione cantus. Fol. F4".
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Hanrocmpayus 1. Onucanue durypsl commissura B Tpyzae Moranna Hymusa
Musices poeticze sive de compositione cantus (Fol. F4")
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PaccmarpuBas riaBHble Gurypsl, Hyuil He ocTaHaBJIMBaeTcsl HA KPUTEPUAX
HX OTJIUYUS OT JIOTIOJTHUTEJIBHBIX, 4 Cpa3y NEPEXOJIUT K OIMMMCAHUIO UX CBOMCTB. I1ep-
Basl U3 OCHOBHBIX (pUTYp, commissura, B ero TpaKTaTe ImpejicTaBjeHa B IBYX pa3Ho-

BUAHOCTAX: directa u cadens (cMm. Haatocmpauuu 1 u 2):

Quid est Commissura?

Commissuram vocant Musici, cum dissonantia
aliqua propter praecedentem & sequentem
consonantiam excusatur. Est que duplex:
Directa & Cadens.

Quid est Commissura Directa?

Quando cum depressione tactus dissonantia,
aurium quidem sensu percepta. propter
sequentem concordantiam, tamen admittatur,
qualiter in omnibus formalibus clausulis &
syncopationibus fieri solet™.

Quid est Commissura Cadens?

Cum prior pars tactus consona est, posterior
vero dissonat, qui positus propter sequentem
consonantiam tamen admittatur, ac contingit
plerunque in gradationibus. Hujus generis
Commissurae extra omnem clausularum &
syncopationis rationem contingent, & fugis
saepe sunt aptissimae. Exempla sunt in Preeter
rerum seriem Iosquini. In Clementis Ierusalem
surge. Huc me sydereo Josquin: Tristis est
anima mea Orlandi: a 5. Adesto dolori Jacbes
VVertb: Nudus egressus sum. Nucy etc. Porro
quiabarum Commissurarum usus, paulo
majoris est negocy ideog incipientes circa eas
cautious versentur."”

16 Tbid. Fol. F4".
17 Ibid. Fol. G1v.

Yro takoe Commissura?

My3sbIKaHTBI TOBOPAT 0 durype Commissura,
ecii  [IpuMeHeHHMe] HEKOero JIMCCOHaHCA
OIIPaB/IaHO [IOsIBJIEHWEM ] TIPE/IIIEeCTBYIOIIETO
U TOCJIEAYIONIero KoHcoHaHcoB. OHa ObIBaeT
nByX BUIoB: Directa & Cadens.

Yro takoe Commissura Directa?

ITO ecIi Ha CHJIBHYIO JIOJIIO CJIyIIIaTeJIEM OIILy-
IIAEeTCs IMCCOHAHC, HO KOTOPBIH IOIYCTUM HU3-
3a UIYIIETO HETIOCPE/ICTBEHHO 32 HUM KOHCO-
Haxca. OHa BO3HUKAaeT OOBIYHO BO BCEX BHAX
KJ1ay3yJl U syncopatio.

Yrto Takoe Commissura Cadens?

ITO ecyiu HA NEPBOU J10JIe TaKTa PacCIoJIO-
’KeH KOHCOHAHC, a Ha BTOPOH — JIUCCOHAHC, KO-
TOPBIN M3-3a MOCJEAYIONIero KOHCOHAHCA BCe
ke pomyctuM. OHa IpUMeHsAeTCs 4acTo s
yeunenusa. Commissura 3TOro BUJia BCTpe-
4aloTed IIpek/e BCero B Kjay3ysax U CUHKO-
nanuax u ocobeHHsl 1A (yru. [Ipumepsr:
Praeter rerum seriem »ockena, B Ierusalem
surge Kimumenra. Huc me sydereo »KockeHa,
Tristis est anima mea OpJ1aHzio JUis 5 TOJIOCOB.
Adesto dolori Kesama Bepra, Nudus egressus
sum Hynua u T. 1. Kpome TOro, IIOCKOJIBKY
ucrnosb3oBaHue Commissura TIpeJcTaBIA-
eT co00l HecKOJIbKO Oosiee CIOKHYIO 3a71a4y,
HOBHUYKAM CJIeZlyeT NPOABIATh OCTOPOKHOCTh
IIPU UX UCII0JIb30BaHUU.
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Hanrocmpauusa 2. Onucanue durypsl commissura B Tpyse Moranaa Hymus
Musices poeticae sive de compositione cantus (Fol. G1Y)
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Taxum o6paszom, My3bIKajibHas GUrypa, BKIoueHHas Hylrem B CIIUCOK, COCTaB-
JIEHHBIH, KaK ObLIIO YIIOMSIHYTO, «B IOJIpa’kaHUEe PUTOPaM», IIPECTaBJIsAET COOOH ABa
OCHOBHBIX IIPaBWJIa KOHTPAIIYHKTa CTPOTOro IMHChMa — IIPUMEHEHHe AMCCOHAaHCa Ha
cwibHOM (Commissura Directa) n ciabom Bpemenu (Commissura Cadens). Tepmus
commissura (J1aT. — cOeJUHEHHE, CBSA3b), XOTS U BOCXOAUT K KJIACCUUECKOU PUTOPH-
Ke, JIJIs1 0003HaueHus (pUTyphl, HACKOJIHKO U3BECTHO aBTOPY JAHHOM CTaThH, HE IIPH-
MeHsIca. Kak ykasbiBaer J[. BapTesb co CChIIKOH Ha AEBATYIO KHUTY « PUTOpHYECKHX
HacTaBJeHuI», « TepMUH commissura BcTpedaeTcs B KJIaCCUUECKUX UCTOUYHHMKAX, TIe
OH HCIIOJIb3yeTCs He KaK 00pa3HOe BhIpa)KEeHHe, a IS OIMHCAHUA He0JIaro3BydHOro
CTOJIKHOBEHHSI KOHEUHBIX M HAUAJIbHBIX COIVIACHBIX 3BYKOB B PACIIOJIOKEHHBIX PAIOM
coBax» [4, p. 415]8.

BeposiTHO, M/iest Ha3BaTh AUCCOHAHC HA CHJIBHOM BPEMEHU <«IIPSIMOI CBS3BIO
CO3By4Hii» (TO ecTb commissura directa), IMCCOHAHC Ha CJIaOOM BPEMEHH — «OIIO-
CPeI0BaHHOI/KOCBEHHOM CBSA3BIO CO3BYUMii» (commissura cadens) TpPHHAIJIEKUT
camomy Hymmio. OfHaKO cieyeT YIYUThIBAaTh, YTO HA BO3MOKHOCTb OIIMCAHUS CBsI-
31 JUCCOHAHCOB M KOHCOHAHCOB B I1€JIOM ITOCPEACTBOM TEpPMHHA comimissura oopa-
TWJI BHUMaHue BypMmericTep, MpeAnouTss B KOHEYHOM HTOTE €ro IPeYecKHil aHaJIor.

8 CorsmacHo Mapky ®aburo KBuHTH/INAHY, «BOT 4YTO TOBOPUT 0 ceM llunepon (Orat. 77):
Cmeuenue cozanacHuix [hiatus] umeem xakyro-mo He HenpusmHy HeOpe’cHOCMb, KO-
mopas nokasvieaem, umo Opamop 3anumaemcs 601ee MblcAIMU, Hedceau caosamu. Jla
U coTrJlacHble OYKBBI, 0OCOOJIMBO IPyObIs, CBSA3b MEXK/y CJIOBAMH 3aTPYAHSAIOT: HalpHUMep,
S nepen X, kak Virtus Xerxis, u S nepep S, kak Ars studiorum, NIpOU3BOJAUT HENPUATHOE
ceucranue». Cm. Kpuatwiunan M. @. Kuura IX // KBuatuianan M. @. /IBeHaaaTh KHUT
putropudeckux HacraBiaeHud / mep. A. Huxkosbckoro. CII6.: Tunorpadus ummnepaTtop-
ckoit Poccuiickoii akagemuu, 1834. C. 178. (“Qua de re utar Ciceronis potissimum verbis.
Habet inquit ille tamquam hiatus et concursus vocalium molle quiddam et quod indicet
non ingratam neglegentiam de re hominis magis quam de verbis laborantis. Ceterum
consonantes quoque, earumque praecipue quae sunt asperiores, in commissura verborum
rixantur, ut s ultima cum x proxima, quarum tristior etiam si binae collidantur stridor est,
ut ars studiorum”. Quintilian. IX.iv.37: XXXVII. Cm. Quintilian. Institutio Oratoria | The
institutio oratoria of Quintilian / transl. by H. E. Butler. Cambridge, MA; London: Harvard
University Press; Heinemann, 1921. Vol. 3. P. 526).
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B Ttpymax Hypomnematum Musicae Poeticae (1599)'° u Musica avtooyebiaotikn
(1601)*° on nuier o ¢urype symblema sive commissura, UCIIOJIb3ysl IPEYECKOe Ha-
MeHOBaHUeE HapsAy ¢ JaTUHCKUM. 3j1arast B 1601 rojfy HEITOCPE/ICTBEHHO UAYyIIEee 3a
IIEPBBIM BTOPOE y4eHue o purypax (cozmep:kaiiee kiaccudukaiuio), bypmericrep uc-
KJIIOYAET JIATUHCKUHM TEDMUH COMmMIssurd, COXpaHss TOJIbKO Ipedeckuii symblema'.
AHaJIorMuHBIM 00Pa30M OH IIOCTYIIAET U B CBOEM UTOroBoM Musica poetica (1606)>2.

MysvikanvHbsle gueypult Ilaiibe

Custa nHEpPUMM OCHOBHBIX (PUTYP OLIyTUMa Jake B mepeuyHe cepeauHbl XVIII
BeKa, IpeyIoKeHHoM B Tpakrare Critischer Musicus (Jleinnur, 174523) kaneabmei-
cTepa U My3bIKaJIbHOTO KpuTHKa MoranHa Anosabda Illaiibe (1708—-1776). B 3aBep-
IIIEHUU CBOEW CTaThU O (PUTypax, CKOpee B KauecTBe JONOJHEHUSA, YeEM CaMOCTOSI-
TEJILHOTO pasfiesia, OH, CJIe/iys CJIOXKUBIIENCS Tpagulluu, IepevyucyiaseT (Urypsl,
BOCXO/IAINME K 3aKOHAM KOHTPAITyHKTA:

Was endlich die Figuren betrifft, die
insgemein von den Componisten dafiir
angesehen werden: so sind solche der
Durchgang (Transitus) die Bindung, (Ligatura
und Syncopatio, oder Syncope) und endlich
belegen auch einige noch die Fuge, und den
doppelten Contrapunct mit dem Namen der
Figuren. Diese Arten der harmonischen Figuren

Hakonen, yro kacaercsi ¢puryp, KOTOPBIE,
KaK MPaBWIO, TAaKOBBIMU CYUTAIOT KOMIIO-
3UTOPBI, 3TO GUTYPHl MPOXOAAIIETO JBH-
sxkenus1 [Durchgang] (Transitus), cBsi3biBa-
uus [Bindung] (Ligatura u Syncopatio, wiu
Syncope), 1, HaKOHEIl, HEKOTOPBIE ellle Ha3bI-
BaloT purypamu Qyry u BOUHON KOHTPAITyHKT.
ITU Pa3HOBUJIHOCTU TapMOHUYECKUX (UTYD

1Y Burmeister J. Hypomnematum Musicae Poetice a Magistro Ioachimo Burmeistero, ex
Isagoge cuius et idem ipse auctor est, ad chorum gubernandum, cantumque componendum
conscripta, synopsis. Rostock: Myliander, 1599. Fol. H2.

20 Burmeister J. Musica avtooxediaotikny qve per aliquot accessiones in gratiam
philomusorum quorundam ad tractatum de hypomnematibus musice poétice ejusdem
auctoris [sporaden] quondam exaratas, in unum corpusculum concrevit, in qua redditur
ratio I. Formandi & componendi harmonias; II. Administrandi & regendi chorum;
ITI. Canendi melodias modd hactentus non usitaté. Edita studio & labore M. Joachimi
Burmeisteri Lunaburgensis. Rostochii: Reusnerus, 1601. Fol. H2.

2 Tbid. Fol. K3.

22 Burmeister J. Musica poetica: definitionibus et divisionibus breviter delineata, quibus in
singulis capitibus sunt hypomnemata praeceptionum instar [sunoptikods]. Rostock: Myliander,
1606. P. 60.

23 Scheibe J. A. Critischer Musicus. Leipzig: Bernhard Christoph Breitkopf, 1745.
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sind aber den Musikverstandigen bekannt
genug, daB ich also nicht nothig habe, mich
mit deren Erklarung allhier zu beschafftigen.
AuBer diesen gehoren sie eigentlich zu den
allgemeinen und ersten Compositionsregeln,
die ich in diesen Blittern zu erlautern nicht
gesonnen bin. Ich iiberlasse vielmehr meinen
Lesern obige Anmerkungen von den Figuren
zu weiterm Nachdenken, als die den meisten
unbekannter seyn werden, als alle iibrige
harmonische Regeln, welche die gemeine
Zusammensetzung der Tone und Intervallen
betreffen*.

JTOCTATOYHO XOPOIIIO HM3BECTHBI CMBICJIAIIAM
B MY3bIKQ&JIbHOM HCKYCCTBE, TAK UTO Y MEHSI HET
HEOOXO/IMMOCTH 00paIIaThCA 3/1ECh K UX Pas3b-
sicHeHH0. IIOMHMO 3TOro, OHH, COOCTBEHHO,
OTHOCATCS K OOIIEN3BECTHBIM U MEPBBIM IIpa-
BwiaM Kommosunuu [Compositionsregeln],
KOTOpbIE€ 51 HE HaMepeBaloCh Pa3bsCHATH Ha
9TUX cTpaHuIax. HampoTus, S OCTaBJI0 CBOUM
YUTATEIAM IIPUBEJIEHHBIE BBIIIE 3aMedaHHs
o durypax A JaJIbHEUITUX Pa3MbIILIEHUH,
ITOCKOJIBKY OHM OyIyT MeHee HU3BECTHBI 0O0JIb-
IIIMHCTBY, YeM BCE OCTAJIbHBIE TADMOHUYECKHE
npaBwia [harmonische Regeln], koTopble kaca-
IOTCS1 OOpAIlleHus CO 3ByKaMH U MHTEPBAJIaMH.

[TpumeuaresnpHO, uTo [[1aiibe 106aBIIsIET K OOIIETPUHATHIM IPEBHETPEUECKUM
U JJATUHCKUM TepMHHAM HeMeIllKUe aHaJIOTH, CTPeMACh MOJAUYEPKHYTh Ba*KHOCTH
IIpPUMEHEHUs OTeUeCTBEHHON MY3bIKaJIbHOU TepMuHOJIOTHU. OH MOsICHSAET Ha3Ba-

HUA GUTYD CIIEAYIOMNM 00pa3oM:

Transitus, oder der Durchgang ist, wenn
mehr als eine Note neben einander auf- oder
absteigend gegen eine in einer andern Stimme
befindliche Note zu stehen kommen. Die eine
Note ist alsdann als die anschlagende, von der
die Zusammenstimmung entsteht, anzusehen;
die andere Note hingegen ist die durchgehende.
Da aber auch sehr oft von der durchgehenden
Note die Harmonie entspringt: so ist annoch
zu merken, daB wenn die accentuirte Note,
als die anschlagende, die Harmonie machet,
solches Transitus regulatis genennet wird. Ist
aber die unaccentuirte, oder die durchgehende
Note der Grund der Harmonie: so heiBt solches
Transitus irregularis. In diesem letztern Falle
aber ist die erstere Note, ob sie schon accentuirt
ist, doch nur als ein Vorschlag der folgenden
Note zu betrachten®.

24 Tbid. S. 698-699.
25 Tbid. S. 698.

Transitus, WIH TIPOXOJsINee JIBIKEHHE
[Durchgang] Bo3HMKaeT TOr/ia, KOrja HECKOJIb-
KO HOT TOAPSAZ BOCXOJAAT WIH HUCXOJAT, B TO
BpeMsl KaK HOTa, HAXOJIAIIASACA B JPYTOM TOJIO-
ce, ocTaercs Ha MecTe. B 3ToM ciTyuae oiHa HOTa
cuntaercs yzpapHoi [anschlagende], Toii, Gna-
rofapsi KOTOpOH BO3HUKAeT COBMECTHOE 3BydYa-
HUeE; IpyTrasi HOTa, HAIIPOTHUB, OY/IET MPOXOIAIIEH
[durchgehende]. ITockobKy, OTHAKO, TAPMOHMUS
OUYEeHb YaCTO BO3HUKAET Ha ITPOXOAIIEH HOTE, TO
CJIeJTyeT TaK:Ke OTMETUTb, YTO €CJIM TapMOHUIO
CO3/1aeT aKIeHTUPOBaHHAs HOTA KaK y/lapHas,
9TO0 HasbIBaercsa Transitus regulatis. Ecou ke
MMPUYUHON CO3BYYHS CTAHOBUTCS HEAKIIEHTUPO-
BaHHAsS WIHN IIPOXOAIIAsA HOTA, 9TO HA3bIBAETCSA
Transitus irregularis. B nocienneM ciydae, o-
HaKo, TIepBas HOTA, Ia’Ke eCJI OHA yKe aKIIeH-
THPOBaHA, T0JIKHA PACCMATPHUBATHCS TOJIBKO KaK
Vorschlag x cnenyroeii HoTe.
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Ligatura und Syncopatio, oder Syncope,
die Bindung, ist, wenn aus zwo Noten eine
gemachet wird, also daB wider die gewohnliche
Beschaffenheit oder Eintheilung des Taktes,
eine accentuirte Note an die unaccentuirte
Note gebunden ist. Diese Figur dienet der
Dissonanzen angenehmer und lieblicher zu
machen; wiewohl sie auch sehr oft nur bey den
Consonanzen gebrauchet wird. Sonst nennet
man sie auch eine zierliche Riickung des Taktes.
Sie besteht aber insgemein aus drey Noten. Die
erste Note ist unaccentuiret, die zweyte Note
aber ist accentuiret, und kann also bald eine
Consonanz bald auch eine Dissonanz seyn; die
dritte Note ist, so wie die erste, unaccentuirent,
und wird als die Auflosung der mittlern Note,
welche an die erstere gebunden war, angesehen.
Ist nun die gebundene Note eine Consonanz
gewesen, so kann die Auflosung aufwirts oder
springend geschehen;istsie aber eine Dissonanz
gewesen, so muf3 die Auflosung allemal eine
Stufe niedriger, als die vorhergehende Note
stehen. Diejenigen Anmerkungen, welche die
Kunstverstindigen wegen des Unterschiedes
der Syncope und Ligatur insbesondere zu
machen pflegen, sind allhier nicht néthig,
besonders angefiihret zu werden, weil sie
einem Liebhaber der Musik nichts helfen
konen, einem Componisten aber aus den ersten
Anfangsgriinden bereits bekannt, an sich selbst
aber nur Grillenfingereyen sind°,

Ligatura u Syncopatio, wnu Syncope
[Bindung] nosiyisieTcst TOT/Ia, KOT/A JIB€ HOTHI
IIpEeBPAIIAIOTCA B OJHY, TaK YTO, BOIIPEKU
OOBIYHOMY XapaKTepy WJIH [IeJICHHIO TaKTa,
aKIeHTUPOBaHHAsA HOTA IIPUBA3BIBAETCS K He-
aKIeHTUPOBAaHHOU. ATa pUrypa UCIOJIb3yeTCsA
JIJIsL TOTO, 4TOOBI CZesiaTh AUCCOHAHCHI OoJiee
MPUATHBIMU U 0JIaTO3BYYHBIMH, XOTS OYE€Hb
YacToO OHA IPHUMEHSAETCSA TOJIBKO ¢ KOHCOHAH-
camu. VHaue ee ellje HA3bIBAIOT U3ANIHBIM
cABUrOM TakTa. Kak mpaBuiio, OHa COCTOUT U3
Tpex HOT. IlepBasg HOTa He aKIEHTHPOBAHA,
HO BTOpAas aKIeHTUPOBAHA U IO3TOMY MOKET
OBITh KaK KOHCOHAHCOM, TaK U JIUCCOHAHCOM;
TpeThs HOTA, KaK U IlepBas, He aKIeHTUPOBa-
Ha U CYUTAETCs pa3pelleHueM CpeflHed HOTHI,
KoTopas ObLy1a IpUBsA3aHa K nepsoil. Eciu cBs-
3aHHasA HOTa ObLJIa KOHCOHAHCOM, TO pa3pellle-
HUE MOKET OBITh C/IeJIaHO BOCXOXKEHUEM WU
CKAQUYKOM; €eCcJIMd »Ke OHa ObLja JMCCOHAHCOM,
TO pa3pelleHne BCer/ia I0JKHO ObITh Ha OJTHY
CTyII€Hb HI>Ke IIPe/IIIeCTBYIOIeN HOThI. 3aMe-
YaHUs, KOTOPble 3HATOKU HCKYCCTBA CKJIOHHBI
JleJlaTh 0 TOBOJIy Pa3HUIbI MeXAy Syncope
u Ligatur, He HYKJAIOTCA 3/1ECH B 0COOOM TI0-
SICHEHHUH, MOCKOJIbKY OHU He MOTYT OBITh I10-
JIe3HBI JIIOOUTEJI0 MY3BIKU, HO YK€ U3BECTHBI
KOMIIO3UTOPY C CAMOT0 HavaJsia, U caMu I10 cebe
ABJIAIOTCS MIPOCTO JIOBJIEH BJIOX.

[Taiibe He ciydaliHO CHayasia HasbIBaeT MoHATHA Durchgang u Bindung du-
TypaMu, a 3aTeM 3aMeHseT 3TO OIpejiesieHne Ha «mpaBuia» (Compositionsregeln,

26 Tbid. S. 698—-699. B opuruHasie B IOCJEeAHEM IPEJIOKEHUH Pedb UJIET O <«JIOBJIE
cBepukoB». CorstacHo Hemernikomy cioBapio fko6a 'pumma u Busbressma I'pumma, cy-
mectBuTenbHOe Grillenfingerei o3Hauaer 3aymHBIE, HEOOOCHOBAHHBIE PACCYKIEHHU.
Grillenfangerei // Deutsches Worterbuch von Jacob Grimm und Wilhelm Grimm. URL:

https://www.dwds.de/wb/dwb/grillenf%C3%A4ngerei (maTa obpaimeHnus: 05.11.2025).
26



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

harmonische Regeln). Ha mepBbIi B3IJIfAJI, TAKOU IIOAXOJT HE BIIOJIHE OPTaHUYHO
BIIMCBHIBAETCS B €r0 MO-TOTIIESOBCKH OPUEHTHUPOBAHHYIO HA aP@eKThl KOHIIEIITHIO
MY3bIKaJIbHBIX (DPUTYP, OTHAKO OH 00YCJIOBJIEH CIIOXKHUBIIIEHCS K TOMY BDEMEHH ITPaK-
THUKOM.

3axaroueHue

[Tapagokce paccMoTpeHHOTO (peHOMeHA 3aKJII0YAEeTCSA B TOM, YTO My3bIKaJIbHbIE
BJIEMEHTHI U IIPUEMBI, U3BECTHBIE B My3bIKO3HAHUHU KaK MY3bIKQJIbHO-PUTOPUYECKIE
(urypsl, MpesCTaBIIAIOT COOOU HE TOJIBKO CPEICTBA YCUJIEHUS My3bIKaJIbHOU BhIPA3H-
TeJIbHOCTH, HO U CyT'yD0 KOMITO3UITMOHHO-TEXHUYECKE ITPUEMbI, GyH/IaMEeHT OBJIaJie-
HUs KOMIIO3UTOPCKHUM MACTEPCTBOM — HOPMbI KOHTpAITyHKTa>/. OUeBUIHO TAKKe, UTO
IIpYU ITPUMEHEHUH JINCCOHAHCOB Ha CWJIbHOM HJIU CJIaOOM BpEMEHH JIJIsi My3bIKAHTOB
IIepBOOYEPETHOU 3a1aueli ObLIIO0 cOOJTI0/IEHHE TPABIJL, 2 HE BO3MOXKHOCTD ITepeaTh DKC-
IIPECCHIO U IIPOWUTIOCTPUPOBATh KaKre-Tnb0 KOHKPeTHbIE 00pas3bl miu uzen. [1omo6-
HOTO pozia pUrypbl, aHAJIOTUYHbIE PUTOPUYECKUM U IIOMEI[eHHbIE B COOTBETCTBYIOIIE
nepevHy, 1o caoBam 3urdpusia Okcsie, IpaBOMEPHO paccMaTPUBaTh KaK «BHUJ, TEPMU-
HOJIOTHYECKOTO ITPOMEKYTOUHOTO XpaHwmwiInina nHopmanuu [Zwischenspeicher] mo
HCTOPUU KOHTpAIyHKTa» [16, S. 10].

B crmckax mMy3bIKaJIbHBIX QUTYP BBIOOP ¥ TEPMHUHOJIOTUH, U COOCTBEHHO 3BY-
yalend MaTepUuu BeJl K TeTePOreHHOCTH U pu3oMaTudHOCTU. Kak ykaspiBaet ['otdpus
[ITosbIl, aBTOPHI TPAKTAaTOB «W3-3a MyTAaHUIIbl B PUTOPUYECKUX TEPMHUHAX CO3/IAJIU
ysI3BUMbIE MeCTa JIJIsI TIOCJIey oIell KpuTHKU. Uepes pazpociiieecs 61aro1apsi CUCTe-
MaTukam [puryp. — A. M.] ot Adpanacust Kupxepa g0 Moranna Marre3oHa yuyeHue 00
addexTax, My3bIKaJbHasi PUTOPUKA... 3aIlyTaJach B HEPEATUCTUYHOU U UYPEe3MEPHO
paspoclieiics TepMUHOJIOTHU» [17, S. 36].

Takum obpasom, B mporiecce GOPMHUPOBAHUs TepedHel (GUryp oTdémpaIvch
KaK cTapble, TAaK U HOBbIE IIPUEMBI KOMIIO3UTOPCKOU MpaKTHUKU. OHU copeprKaiu
HE TOJIbKO «PHTOPUUYECKOE» Hayasio, O3HAYaBlllee HapyllleHre HOPMBbI (COrIacHO

27 Elle OTHUM 3HAQYMMBIM KOMIIOHEHTOM, KOTOPBIN aBTOPHI TPAKTATOB HEPEIKO MOMEIAI0T
B pa3psaz GUryp, aHaJIOTUYHBIX PUTOPUYECKUM, IIPEACTAIOT MaHepbl (Manieren) u IpueMbl
JUMHUHYUPOBAHUA, IOYEPIIHYThIE U3 UCIIOJTHUTEIBCKON TPAKTUKU.
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KBUHTIINAHOBOMY OIIpeZiesieHHIo purypb>®), Ho U «rpaMMaTHuecKoe», IPU3BAHHOE
aTy HOpMY (pukcupoBath>2. ITo cioBam Muxauia Jleonosrua I'acriapoBa, erre co Bpe-
MeH Cpe/THEBEKOBBsI «OOIIUM 3HAMeHaTeJIeM Y TPaMMATHUKU U PUTOPUKU OBLIO U3-
yueHue elocutio, Xy/103KeCTBEHHOTO U3JIOXKEHUS: VTMHHBIE CIIUCKU TPOTIOB U (QUTYP,
CITY?KaIIUX YKPAIIEHUIO TAKOTO U3JI0KEHU S, OJMHAKOBO BXOAWIIU U B “PuTtopuky k 'e-
peHHHIO”, 1 B rpaMMaTuKy JloHaTta» [18, ¢c. 607].

PAn010102k€HHOCTH B HEKOTOPBIX CIIUCKAX (PUTYP IIPABUJI CTPOTOT'O CTUJIA U UX
HapyIIeHUU JeMOHCTPUPYET MPOIECCHl «IIOCTENIEHHON PUTOPU3AIUN MYy3bIKaIbHO-
o s13bIKa»3°, ycTaHABIMBAsA CHCTEMY KOOPZHUHAT, I7le « PUTOPHUYHOCTD>» OIPE/Ieis-
eTcsA HeHOpMaTUBHOCTBHI0. OTHOBPEMEHHO IIpU B3IJIA/le Ha nepeuyHu puryp Hynus,
Typunryca, Kupxepa, bepaxapaa, AnHoBku, Basprepa u Illaiibe cTraHOBUTCS SICHO,
YTO He KOKIBIN U3 3TUX aBTOPOB PeIajicsi OOBICHITh «BOJIBHOCTH», HE OIHCAB IIpe-
KJle HOpMY.

JeTtasibHOE H3ydyeHUe TeHe3KCa MYy3bIKAIbHO-PUTOPHUYECKUX (UTYD BeJeT
K KOMIUIEKCHOMY ITOHUMaHHIO 3TOTO ¢eHOMEeHa, K 60jiee 00beMHOU UCTOPUUECKOU
KapTHHe, KOTOpas JA0JKHA IPUNUTH HA CMEHY CJIOKUBIIENCA IPAKTHUKE pacCcMaTpu-
BaTh 5TU PUTYPHI UCKIIOUUTEILHO ¢ MHTOHAIIMOHHO-CEMAHTUYECKON U CUMBOJINYE-
cKoM Touek 3peHus. OTKa3 OT MOA0O0HOM IMTPAKTUKU IIPU3BaH CIIOCOOCTBOBATH JIEMU-
dosoruzanuu 6apoUYHON PUTOPUKH B My3bIKAJIbHON HAYKe.
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AnHoranusa. B cratbe paccmaTpuBaercda mpobsieMa KiaccuUKanuu
IUTAT-AJUTIO3UM, a TaKXKe MeXaHU3Mbl Pelpe3eHTallui B HUX [IePBOUCTOUYHUKOB.
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3peHHUs Pa3HbIX aBTOPOB B OTHOIIIEHNHU NOHATUA «JUII03UA». PazrpaHnunBaioTcesa
TPU THIA [UTAT-JUIIO3UN: OCHOBAaHHbleE HA MHHHUMAQIBHOM IO MacHITaly
aJIeMeHTe TeKCTa-ZJ0HOpa, BIUIOTH JI0 OJHOTO aKKOpAa WM MOTHBa (Iiurara
JedTMoTHBa TOMJIeHUA U3 « Tpucrana u V3ospasi» Puxapaa Baruepa B «Asibbepre
Xeppunre» benkamuua bpurtreHa); 3auMCTBYIOIIUE TOJIBKO OJJUH €ro IapaMeTp,

© Henucos A. B., 2026
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HaIpuMep, PUTMUYECKUH pucyHok (Ca ira B «/uasorax kapMeauTok» ®panHcrca
[Tysienka); mpezriosaramlie BOCIPOU3BEJEHNE IOJHOTO 0O0bemMa TKaHU, HO
CO 3HAUYUTEJIbHBIMH H3MEHEHHUSMU BCEeX KOMIIOHEHTOB, (JIEHTMOTHB CHa U3
«Baynpkupun» Baruepa B Tpetbeit cumdonun AuToHa bpykHepa). Ha KOHKpeTHBIX
IIpUMepax PacCMOTPEHbI pellpe3eHTaTUBHbIE CBOMCTBA TAPMOHUH, KOTOPbIE MOTYT
peayim30BhIBaThCA OJ1arogapss 0COOEHHOCTSIM CTPYKTYpPbl BEpPTHUKaIM (IUTaTa U3
Farben Apnosbaa Illenbepra B «Bormeke» Anbpbana bepra); crnenuduueckomy
coueTaHUI0 akkop/ioB (dosus B oniepe Auape I'perpu «HeBepHble TOHATHSA, WX
3aBUCT/INBBIA JIIOOOBHUK»); HakoHell, ¢aktype (TpaypHbiii Mapmr CoHaThl NO 2
1t poprenuano @peneprka [llonena B onepe Busuau ®aitn « KeHmuHa B cay»).
[TokazaHo, YTO MpH ATPUOYIIMH U aHATIU3€E [IUTAT-AJLUTIO3UH 0COOEHHO BaXkHa POJIb
KOHTEKCTA WX IOsBJIEHUs, B TOM UHCJIe BHEMY3bIKaIbHOTO. OTMeUaeTcss ocobast
POJIb IUTAT-AJUTIO3UH B My3bIKe XX—XXI BeKOB, MapajiyieJid MeKAY UX TPAKTOBKOM
U MeTOJaMHU JEeKOHCTPYKIMU U pekoMno3unuu. ChopMyIUpOBAHBI BBIBOZbI
B OTHOIIEHUU CHeNU(PUKU BOCIPHUATHA IOJOOHBIX ITUTAT, OIPEEAIOIINE X
Xy/I0KECTBEHHBIN TOTEHITHAIT.

KiioueBble cJioBa: IuTara, ajUliO3Us, pempe3eHTarnus, aTpuoyIus,
KOHTEKCT, IEKOHCTPYKIIH S, PEKOMITIO3UIUS

g qutupoBaHua: /[enucosg A. B. LIuTaThl-a/UTIO3UN B My3bIKe: TUIIOJIOTHSA

u ¢dopmel penpesentanuu // CoBpeMeHHble IIPOOJEMBI My3bIKO3HAHUA. 2026.
T. 10, N? 1. C. 33—-53. https://doi.org/10.56620/2587-9731-2026-1-033-053
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Technique of Musical
Composition

Original article

Allusive quotations in music:
typology and forms of representation

Andrey V. Denisov
Saint Petersburg Rimsky-Korsakov State Conservatory,

Saint Petersburg, Russian Federation,
Mdenisow andrei@mail.ru,
https://orcid.org/0000-0003-3344-8023

Abstract. The article addresses the classification of quotation-allusions
and the mechanisms of primary source representation within them. The author
highlights the complexities involved in studying this phenomenon and presents
various scholarly perspectives on the concept of “allusion.” Three distinct types
of quotation-allusions are identified: (1) those based on a minimal element
of the donor text, such as a single chord or motif (e.g., the quotation of the
“longing” leitmotif from Richard Wagner’s Tristan und Isolde in Benjamin
Britten’s Albert Herring); (2) those borrowing only a single parameter,
such as a rhythmic pattern (e.g., Ca ira in Francis Poulenc’s Dialogues des
Carmélites); and (3) those involving the reproduction of the entire musical fabric,
albeit with significant modifications to all its components (e.g., the sleep leitmotif
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from Richard Wagner’s Die Walkiire in Anton Bruckner’s Third Symphony).
Specific examples are used to examine the representative properties of harmony,
which can be manifested through: unique vertical structures (e.g., the quotation
from Arnold Schoenberg’s Farben in Alban Berg’s Wozzeck); specific chord
progressions (the folia in André Grétry’s opera Les fausses apparences, ou
L’amant jaloux); and, finally, texture (the funeral march from Frédéric Chopin’s
Piano Sonata No. 2 in Vivian Fine’s opera The Woman in the Garden). The
study demonstrates that the context of their appearance, including non-musical
elements, is crucial for the attribution and analysis of quotation-allusions.
Furthermore, the author highlights the significant role of such structures in 20th
and 21st-century music, drawing parallels between their interpretation and the
methods of deconstruction and recomposition. The conclusions formulate the
specificities of perceiving such quotations, which ultimately define their artistic
potential.

Keywords: musical quotation, allusion, representation, attribution, context,
deconstruction, recomposition

For citation: Denisov, A. V. (2026). Allusive quotations in music: typology
and forms of representation. Contemporary Musicology, 10(1), 33—53.
https://doi.org/10.56620/2587-9731-2026-1-033-053
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Bsedenue

EPMUHOM «IIUTaTa-aJUTIO3UsI» 0003HAYAETCS PA3HOBUAHOCTH ITUTATHI,

IIEPBOUCTOYHHUK KOTOPOU c1abo pazimuunM. [10/100HBIX CUTYaIui B My-

3BIKAJIBHOU TPaKTHKe HeMaso. CI0KHO HAWTH CIIyIATesis, KOTOPBIN Obl
He CcTIKUBAJICA ¢ 3 HEKTOM «OaTaHCUPYIOIIETO Y3HABAHUA» — KOT/]a B HEU3BECT-
HOM MIPOU3BEEHUYN BHE3AITHO MMPOCKAIb3bIBAIOT OT3BYKH 3HAKOMBIX OITycoB. Takoi
s dexT xapakTepeH, B IEPBYIO OUEPEb, AJIA XYA0KECTBEHHBIX TEKCTOB, TOTJA KaK
B HAYYHBIX paboTax TpaHHUIlA MEX/Iy CBOMM M UYyKHUM BBICKa3bIBAHHUEM YETKO
MapkupoBaHa. Ilepeckasz dparmeHTa U3 mOcCjaenHEro, mapagpasupoBaHHUE Uy-
’KOU MbICIU 6€3 CChUIKA HA UCTOYHUK HEJOIMYCTUMBI U CUMTAIOTCH HEKOPPEKTHHIM
3aMCTBOBAHUEM.

B Xym0:keCTBEHHOM »Ke TBOPUYECTBE ITUTATa JOIMYCKAeT U3MEHEHUs, MHOT/IA —
B JIOBOJIbHO 3HAUMUTEIbHBIX IIpeJiesiaX. B My3bIKaIbHOM HCKYCCTBE CTEIIEHb ee
Pas3JIMYUMOCTA HEOJUHAKOBA — OT MAaKCHMAaJIbHO BBICOKOU' /IO IPENEIbHO HU3-
KOH, KOT7Zla OHA Y»Ke IOYTH He BOCHPUHUMAaeTcs Kak IurtaTa. CkazaHHOe OOBbACHSET
3HAUUTEIbHBIE TPYAHOCTU B U3YUYEHUHU IUTAT-AJUTIO3UN: JJIs1 HUX OCOOEHHO CJIOKHO
YCTAaHOBUTb KaK KPUTEPUU OCO3HAHHOCTH/HEOCO3HAHHOCTU HCIIOJIb30BAHUSA aBTO-
POM, TaK U CAMH €Tr0 MPUYUHBI U XapaKTep TpaHcHOopManuy MePBOUCTOYHHKA.
V3Ha4yasIbHO MOHATHE «aJUII03UA» UCIOJIb30BAJIOCH B chepe dusosoruu. Ba-

cunuii [TaBmoBuy MOCKBUH, OIpe/iesisis ee KaK «CJIOBECHBIA HaMEK Ha U3BECTHOE
azpecaTy IpPOU3Be/IeHNE», PA3TPAHUYUBAET JIBA THUIIA CPEACTB BBIPAKEHUS ITOTO
HameKka. [1epBbIli — «OT/IeJIbHOE CJIOBO WJIM BapUAHT CJIOBA, CIIOCOOHBIE OOECIIEYUTD
aCCOIIMATUBHYI0 “NMPUBA3KY K KOHKPETHOMY IIPEIEIEHTHOMY TeKCTy» (Hampumep,
aBTOPCKHE HEOJIOTU3MBI). BTOpOl — «psA/i OTHOCTIOBHBIX €AMHUII, HE OTPAMKAIOITUX
KOMIIOHEHTHOM, MO3UIMOHHON M IPAMMATHUYECKOU CTPYKTYPBI UCXOJIHOTO TEKCTOBO-
ro ¢pparmenTta», Kak B snurpamMMme BasentynHa I'adpra Ha aktepa AHzpesa MArkosa,
oOBITpBIBAOIIEN Ha3BaHUe KHUHOGWIbMa «VpoHus cyapobi»: «He 6yap “uponun”
B cynb0Oe, MbI 6 He y3HaIu o Tebe» [1, ¢. 37—38].

' 3aMeTHUM, YTO aOCOTIOTHO TOYHAS IUTATa B My3bIK&JIbHOM UCKYCCTBE — SIBJIEHHE JI0CTATOY-
HO penikoe (cpeau mpuMepoB — «My3bIKaJbHOe IpHUHOIIeHHe» Pojinona KoHcTaHTHHOBHUYA
[leapuHa, copepskaliiee IUTAThI U3 XOpaIbHbBIX mpesoanil Moranna Cebacrbsina baxa Wer
nur den lieben Gott ldsst walten).
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HeckoJibko MHOM acIieKT u3yueHus aJutio3uu npezaraeTt Keenus PoctuciiaBos-
Ha HoBosxmioBa, oTMeuasi, UTO «aJUTI03Us IIPEACTABIAET COO0H PUTOPUUECKYIO (PUTY-
Py, KOTOpasi OTChLJIAeT K IMPEeIMETHOMN CUTYaI[UU APYTUX TEKCTOB. <...> AJUTIO3USA BbIpa-
»KaeTcs CKPhITON, aHOHUMHOM ITUTATOU U COZIEPKUT B cebe HaMeK Ha JINTePaTypPHBII
TN OOIIEeKYJIBTYPHBIN (PaKT, BXOAAIINU B TE3aypyC U aBTOPA, U UuTaTessi» [2, c. 84].

B My3BIKaJIBHOM HCKYCCTBE K HCCJIE/IOBAaHHUIO aJUTIO3UN aBTOPBI 0OpaIlaInuch
He cauIkoMm 4vacTto. [Tomumo usBecTHOUM pabothl Asbdpena apueBuua [IIHUTKE
[3], cratbu AHHBI [IeTpoBHBI I'PYIIBIHOBOI [4], OTMeTHM pPabOTHI, ITOCBAIIEHHbBIE
(bopMmasn30BaHHOMY KOMITBIOTEDHOMY aHAJIN3y MY3bIKIbHBIX aJUTIO3UH [5], a Tak-
’Ke X UCC/IEIOBAHUIO B KOHKPETHBIX ITPOU3BEIEHUAX (CM., HampuMmep, [6] — pasaen
Choral Parlando as Chant Allusion). B To e BpeMsa MeXaHHU3MbI UX 00pa30BaHMUs,
a Takke GyHKIIMOHUPOBAHUE B TEKCTE U CaM IIPOIECC BOCIPUATHSA /IO CHX IIOP OCTa-
I0TCs HESICHBIMU. B HacCTOsIIIIEd cTaThe MbI MOIBITAEMCS, BO-TIEPBBIX, PA3TPAHUYUTH
XapaKTepHbIE TUIIbI IIUTAT-AJLTI03UN, BO-BTOPBIX — ITOKAa3aTh CIEIUPUKY perpe3eH-
Tal[i¥ B HUX TEKCTOB-IIEPBOUCTOYHHUKOB.

Tunuunsle cayuau yumam-annio3uil

TunuyHble ciydanu I_II/ITaT-aJI)'IIOBI/Iﬁ MOTYT BOBHUKATDH B PA3JIMYHbIX CUTyallUAX:

- U3 NIEPBOMCTOYHNKA COXPAHAETCA MUHUMAAbHDBII B CHHTAKCUYECKOM OTHO-
IIIEHUHU 3JIEMEHT (BILJIOTH /10 OT/IEJILHOTO aKKOP/a UJIM MOTHBA), Y3HAaBa€MOCTh €T0
B KauyecTBe IUTAThl 00ECIIEYNBAIOT XapaKTepHbIE penpe3eHTaTUBHbIE MPU3HAKU
IIepBOMCTOYHHKA, HAaTpuMep — TeMOpodakTypHOe pellieHne, TapMOHUS;

- TIPU IUTUPOBAHUM COXPAHSAETCSA TOJIBKO OJVH MapaMeTp TKaHU (PUTM WU
3BYKOBBICOTHBIE KOHTYPbI, HAIIpPUMeEP) IIPHU ITIOJTHOM OOHOBJIEHUU OCTAJIbHBIX;

- MEHSIOTCSA BCE KOMITIOHEHTHI MY3BbIKAJIbHOTO TEKCTa IUTAThI, IPUYEM Mac-
mTab n3MEeHEeHUH 3aTparuBaeT Kak MUHHUMYM €ro MOJI0OBUHY (T. €. He MeHee 50%
001IIeN MTPOJOIKUTETHHOCTH).

[IpuMepom IepBOM CUTyallMd MOTYT CJIY:KUTh ITUTAThI JEUTMOTHBA TOMJIE-
Hus u3 «Tpucrana u U3onpasi» Puxapaa Baruepa B mepBoil kapThHe BTOPOTO aKTa
«AnpbepTa Xeppunra» benpxamuta bputrena. OHu UMEIOT OTKPOBEHHO TAPO/IMHHBIN
cmbica: Cup 1o6aBIseT B IUMOHA/, aJIKOTOJIb, KOTOPBIN TJIaBHBIU repolt mbeT (I1pu-
Mep 1), HUYETo He 3Hasi 00 3TOM — BCIIOMHUM coJiep:kaHue « Tpucrana u M3051b/1b1»,
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I/le TEpOM IIPUHUMAIOT JIIOOOBHOE 3€JIbe, iyMasi, 4TO 3TO sAa°. BpurreH murtupyer
TOJIBKO aKKOP/l U3 BTOPOTO TaKTa JIEUTMOTUBA, OITyCKas KaK €ro paspelleHue, Tak
¥ OJHOTOJIOCHOE Hauasio. BMecTe ¢ TeM NEPBOMCTOUYHUK y3HABaeM IIO XapaKTep-
HOMY BOCXOJISAIIEMY XPOMaTUUECKOMY JIBUKEHHUI0, KOTOpoe BpUTTeH ¢ SABHOU MpO-
HUEU yTPUPYET, MPOJJIEBAS €T0 B YCKOPSIOIeMcs pUTMe (IpruyeM OJTHOBPEMEHHO
B HECKOJIbKHUX I'0JI0CaX), KaK 0y/ITO n300paXkasi COCTOSTHUE OXBATHUBIIIETO T'€POsI OIThs-
HeHUs. 'pOTeCKHBIN XapaKTep IMUTAThl YCUJIUBAeTCs W OJarofapsi TOMY, UTO CTH-
JINCTUKA OIEPHI B I[€JIOM aOCOJIIOTHO aHTUBarHepoBCcKasl, KaK, BIPOYEM, U CIOKET,
U [paMaTyprus.

A sempre espress. T 31"'
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IIpumep 1. B. BputreH. «AyibbepT XeppHuHT», BTOPOU aKT, IEPBasi KAPTUHA, II. 46, TT. 1—3

OO6pasern; BTOpON cuUTyalluu — ITUTaTa U3BECTHOTO MOTHBa (a ira B omepe
dpancuca [lynenka «/[uamoru kapMeauTok» (IIpumep 2). OT HETO OCTAETCS TOJIBKO
PUTMHUYECKUH PUCYHOK: XOp (TOJIIIA HA YJINIIE) YeTKO CKAaHAUPYEeT HavyaaIbHbIE CJIOBA
IIUTAThl, HO ¥ 3TOTO OKa3bIBAETCs BIIOJIHE IOCTATOUHBIM, YTOOBI 00ECTIEUUTD Y3HA-
BaeMOCTb. 3HaUYeHHe ee OoJlee YeM OUEBUIHO — JEUCTBUE ONEPHI MMPOUCXOAUT BO
BpeMs AKOOUHCKOTO Teppopa Bo ®panrun. OgHako nurara Ca ira mpejicTaeT 3/1ech
KaK MCKaKeHHBIN OT3BYK IEPBOMCTOYHNKA, HAIIOMUHAIOIUN O TParuuyecKux peBo-
JIIOLIMOHHBIX COOBITHAX, YHECIINX KU3HU T€pONHbD MpousseaeHus [Tymenkas.

2 06 oo IuTaTe y bpurrena cm. Takxke [7]. [Io MHEHUIO aBTOpA CTaThbU, CMBICJI 3TOH ITUTA-
TBI B TOM, YTO OHA «IIO/IPHIBAET OOIIENPUHSATHIE OJKU/IAHUS B OTHOIIIEHUH [UyBCTBa] JII00-
BU» [7, ¢. 165]. HamtoMHuM, 4TO B OoIepe mejoMyApeHHbIN ATbOepT, BBITUB aTKOTOJIbHBINA
KOKTEWUJIb, CTAHOBUTCS II03Ke CBUJIETENIEM JIFDOOBHOTO cBuAaHusA Hancu u Cuza u peraer
caM BKYCHUTb BCE PaJIOCTH *KU3HU.

3 IlutaTa 3By4YuT B KOHIIE BTOPOTO akta. biani ponsier urypky Masenpkoro [{aps Cia-
BBI, pa3buBas ee, u Bockinmaer: «Ax! Manenpkuii [{laps mepTB! Ham ocrasics sums ArHer
Boxwuii!», kak OyATOo Bo3Bemasg 06 yrpaTe pPeJIMTHO3HBIX IEHHOCTEH B MIEPUOJ], PEBOJIIOIUU
U TIPE/ICKa3bIBasi THOEIb TJIABHBIX T€POUHD OTIEPHI.
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IIpumep 2. ®. IlyneHk. «/luajoru KapMeJIUTOK», BTOPOH aKT,
yeTBepTasA KapTUHA, I1. 88, T. 1

B onepe /Ixxona Kopunbano «Ilpuspaku Bepcansg» B 0lHOU U3 JIEUTTEM HC-
II0JIb30BaHbl 3BYKOBBICOTHBIE KOHTYPHI TeMbl apuu KepyOWHO M3 BTOpPOro akKTa
«CBaapOb1 Purapo» Bosbdranra Amages Monapra (IIpumep 3). dta IuUTaTa-aI-
JII03UsA, KaK U JAPYTUe, sIBHbIE ITUTAThl, MOTUBUPOBAHA CIO’KETOM oOIlepbl: bomapiiie
pelIaeT IoCTaBUTh /1A IpU3pakoB aABopa JIronosuka XVI neecy «@urapo 111 AHTO-
HUH», KOTOPasi CMOKET U3MEHUTH CyAb0y Ka3HeHHON Mapuu-AHTyaHeTThl. B nibece
HCIOJIb30BAHbI CUTYyaI[UU U3 €r0 3HAMEHUTOU TPUJIOTHHU, B TOM UHCJIE C YUYaCTHEM
®urapo.

Bechbma HeOOBIUHBIN IIPUMEP HUTATHI-AJUIIO3UU OOHAPYKUBAeTcs B OIEpeT-
Te bopuca MBanoBuua Tumenko «TapakaHuie», HalMCAaHHOU Ha ciaoBa KopHes
MBanoBuua YykoBckoro. B Hell HEOJTHOKPATHO 3BYYUT M3BecTHAs necHsA « CyJIMKO»
(cm. N2 9 — Xop 3Bepeii u N2 10 — Crena). ITpuuem B N2 10 (1. 63—64) ee 3By-
KOBBICOTHBIE KOHTYPBI COEZIUHAIOTCS C PUTMUUYECKUM PUCYHKOM HAaYaIbHOU (hpa3bl
necHu «IIlupoka crpana mos pogHasi». CXOACTBO YCHIMBAETCSA IIyTEM HCIIOJIb30Ba-
HUs HavaJIbHOU KBapToBou mHTOHAImu V—I (IIpumep 4). Bosnee Toro, 6iarogaps
TeMOpy BuOpadoHa TPOEKPATHHIN ITOBTOP 3TOU IIUTAThl OTKPOBEHHO HAIIOMUHAET 3BY-
yaHNe MMO3BIBHBIX BeecorsHoro paano®. B omeperre eif COOTBETCTBYIOT CJIOBA XOpa:
«ITpuHecuTe-kKa MHe, 3BEPH, BAIIIUX JIeTYIIEK, / fI cerofHs ux 3a y>KUHOM CKyIIao!»

4 JTobaBuM, uyto necHs Mcaaka Ocunosuya /[yHaeBckoro Obl1a NCIOJIb30BaHA paHee B I000-
HOM 00s11Ke B cuMdoHnueckoi mosme «OkTa6pb» IllocTakoBuya.
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IIpumep 3. Ixx. Kopunbsino. «IIpuspaku Bepcasisi», IepBbIi aKT,
nepsasd ClLEHa, 1. 57, TT. 1—2, IapTUA II€PBBIX CKPUIIOK
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ITpumep 4. B. Tumenko. «Tapakauwuie», NO 10, 1. 63, TT. 1—3, HapTus BuOpadoHa

CoBpeMeHHUKH YyKOBCKOTO OBLIM CKJIOHHBI yCMATPHUBATh B €r0 CKa3Ke ITOJIH-
TUYECKUH IOJTEKCT, TPAKTYs IJIABHOTO repos Kak mapoauio Ha Crasuna®. Cam ke
KOMIIO3UTOP B UHTEPBBIO 2009 Io/la OTMETUII:

A mcosp30BaIT caTUPy Kak MOT U «U30 Bcex cu». B «Tapakauwuiie», Hampu-
Mep, BeiBeZleHa ¢urypa Cranuna. OH HaneBaeT «Cynuko». Korga s nokasan «Ta-
pakanume» Jmurpuio [ImutpueBuuy IlloctakoBuduy <...>, OH MHe ckazai: «Hy
“Cymuko”, “Cynuko”... IlecHs-TO XopoIasi, OHa He BUHOBATa, UTO €€ JIIOOWU TH-
pan» [8, c. 401°.

B To ke Bpems sSIBHBIN CATUPUYECKHUIN HaMeK Ha IMYHOCTh CTasIHA B OIIepETTE
¢ Te4eHHEM BpeMeHU Hen30eKHO TePsJI CBOIO OUEBHUHOCTh. SHAMEHUTHIN JOKJIA]
Hukutbl CepreeBuua XpyieBa «O KyJabTe JUYHOCTH U €TO MOCJEACTBUAX» OBLI
IIPEJICTABJIEH ellle B 1956 Tody, a mocJjie OTCTABKU €ro aBTOpa MPOIECC «/1eCTaTUuHU-
3alUU» YTPATUJI IPEKHUE paJJUKAJIbHbIE OUePTAHUA.

TpeTbsi cuTyalnyisi BOSHUKAET B KOHIE MeAJIeHHON JacTu TpeTbedl cumdoHur
AnToHa BpykHepa — 3By4YUT JIEUTMOTHB CHA U3 « Bambkupun» Baruepa, KorTopoMy I10-
cBsIIeHa 3Ta cuMpoHus. VIaMeHeHus 3aTparuBamT U PaKTypy, U pUTM, U CHHTAKCHC,

5 CM., HapuMep, pacckas «Tapakanuine» Eprenun CosioMoHOBHBI ['MH30Ypr u3 kauru «Kpy-
TOU MapIIpyT», 6ecemy UykoBckoro ¢ O9mmaHywioM ['enpuxoBuyem KazakeBruem 9 Mapra 1956
roga. Yykosckuii K. U. /TneBHEK (1930—1969). M.: CoBeTcKuii IucaTesib, 1994. C. 237.

® TUIIIEHKO OTMEYaeT, YTO ¢ «KAHTH(POPMATTUCTUUECKUM parkoM», /e [llocTtakoBuyeM wc-
noJsib3oBaHa «CyJIMKO» B TOM K€ KauecTBe, OH MO3HAKOMMUJICA YKe I0CJIE CMEPTU KOMIIO-
3UTOpA.
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u rapmonuto (IIpumepwnt 5, 6). TeM He MeHee CXO/ICTBO C OPUTMHAJIOM 3aMETHO,
XOTsl HUTZe He colOsrofaercs B ToOYyHocTh. HamomHuMm, yTo «Basmbkupus» ObLia
3aBeplieHa B 1856 rozy, ¢pparMeHThl U3 IMEPBOTO M TPETHETO AKTOB HUCIOJTHSAIUCH
B Bene B 1862-m nop pykoBojicTBOM aBTopa. Cy/isl 10 XapakTepy U3MeHeHHU! Iep-
BOUCTOYHUKA B ITUTaTe, BpyKHEp, CKOpee BCero, BOCIPOU3BEJI €TI0 BIIOCJIE/ICTBUH 110
MMaMSTH TI0CJIe MMPOCIYIIUBaHUsA. JIOTUKA COOTHOIIEHUSI BEPTUKAJIEN, U3JIOKEHUS
MeJIOINU TaKue JKe, KaK U B OPUTUHAJIE, HO UX KOHKPETHbBIE BOIIOIIEHUS HATIOMHU-
HaIOT «yCTHBIN MepecKas».
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IIpumep 5. A. BpykHep. Cumdonus NQ 3 (TpeThbs peaKus),
BTOpas 4acTh, TT. 209—212

K sToMy ymecTHO /1060aBUTh, uTO BpyKkHep, B IpuHIHIle, n36eraj SBHOTO IU-
TUPOBAHUSA, U JAHHBIA NPHUMEDP CIY:KHT HUCKJIOUYEHHEM B ero TBopuecTtBe’. Pamu
CBOEro KyMHpa OH BCE K€ PEIIHJ ICHO 0003HAaUUTh CBOE ITOCBAIIEHHUE, HO B BTOT
3HAK OKa3aJiCA PeTYyLUIMPOBAHHBIM, HAIIOMUHAIOIIUM IIPU3PAaYHOE BHUJEHHUE: BO
BTOPOU W TpeThel pemaknusax cuMGOHUM IIUTaTa 3BYYHUT Y CTPYHHBIX tremolo —
y Baranepa mojo0Hoe n3J10KeHHe B IIEPBOUCTOYHUKE HE I/Icnonb3yeTc;18.

7 I>kynaHn XOpTOH yKa3bIBaeT HAa HCIOJIb30BaHUE B MEPBOH yacTu (pemakius cUMQpOHUHN
1873 roxa, TT. 461—488) murar u3 «Tpucrana u 3oapaer» (sredrmorus Liebestod) u « Basib-
Kupun» (JIeUTMOTHB cHA) BarHepa Bmecre ¢ ruraroii u3 Bropoii cumdonuu camoro Bpyk-
Hepa, COXpaHUBIIENCA B MOCJEAYIOMMNX pellakiuax [9, p. 186—187]. CM. Takke 0 nuTaTax
B IIepBOU peaakiuu [10]. Bo3MOKHO, MpUYMHA COKpAIlleHUsI KOJIMYECTBa ITUTAT B Oosiee
MO3/THEN BepCUM 3aKJII0YAETCSA UMEHHO B TOM, YTO B IIEPBOHAYAIBHOM BapHUaHTe CUMMOHUUN
JULsT KOMITO3UTOPA UX OBLJIO CJIMIIIKOM MHOTO.

8 B mepBo# pelaknuu bpykHep JaeT XopaJbHBIH BapuaHT (pakTypsl 6e3 tremolo — B TakoM
BHU7le y Baruepa JIeiTMOTHUB 3BYUUT B « BATbKUpUM» cpasy MOCJIe POBEIEHUS Y IEPEBIHHBIX
JTyXOBBIX UHCTPYMEHTOB. DTO JaeT BO3MOKHOCTh IMPEIIOIONKUTH, UTO B MOCJIEAYIOMINX pe-
JIAKIHSIX KOMIIO3UTOP PEIIUI CHU3UTH CTEIIEHD CXO/ICTBA C IIEPBOUCTOYHUKOM.
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IIpumep 6. P. Baruep. « Banbkupusi», TPeTHH aKT, TEUTMOTHB CHA
(mepBoe npoBezieHue mocsie ¢oB Borana ,,Gottheit von dir!“

Cneuuguueckue ceolicmsa yumam-anno3utll

Penpe3eHTaTuBHBIE KauecTBa ITUTAT-AJUTIO3UN MOTYT 00eCIieYnBaThCs Pa3HbI-
MM TapaMeTpaMH MY3bIKJIbHOU TKAHU — PUTMOM, TeMOPO(aKTypHbIM pelleHHU-
eM, TapMoHuen. THOT/1a 3Ty poJib UTPAIOT OT/IEJIbHbIE XapaKTepHble MeJIOJUUECKIE
0060pOTHI, «BIIMCAHHBIE» B OOHOBJIEHHBIN OO KOHTEKCT. [IprMepoM MOKET CIiy-
KUTH (ppas3a Ha CJIOBA «MeuTaM M rojilaM HeT Bo3BpaTa» u3 apuu OHermna «Korga
OBI *KU3Hb JJoMaIIHUM Kpyrom» «EBrenust Onermna» Ilerpa Miprnua YaliKoBCKOTO
B TpeThel KapTuHe nepBoro akra «Jlexum Makbet Mienckoro yezaa» [llocrakoBruua
(1. 168, TT. 1-5)9.

Oco00 ceayeT MoauYepKHYTh POJIb TADMOHUY, TaK KaK UMEHHO ee 0COOEHHO-
CTU HEPEZIKO OKa3bIBaloTcs Haubosiee 3pPeKTUBHBIMU B MpoIecce y3HABAaHUS Tep-
BOUCTOUHUKA. FIMeHHO O61arofaps CTPyKType akKopJa MOKHO aTpUubyTHPOBATh IH-
TaTy U3 OPKECTPOBOU mmbechl ApHosibaa Illenbepra Farben («Kpacku») B ueTBepTOH
KapTHHe IepBoro akta «Borneka» Asrbana bepra (IIpumepst 7, 8). He uckirodeHo,

9 Ee mapoauiHBIA CMBICJT PACKPHIBAETCSI B COIOCTABJIEHHMH CMBICIA KAaK TEKCTOB ITUTAT
(OueruH: «MeuTaM M rofiaM HeT Bo3Bpara» — Cepreii: «Hy, CKaxkeM, ObLT ObI y Bac mpeaMeT
CO CTOPOHBI» ), TaK M CIIeH 00eux omep B 11e710M — y YalikoBckoro OHErnH OTBepraet Ji000Bb
Tatesausl, y [llocrakoBuua — Cepreii momoraercs a00Bu Katepunsr.
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IIpumep 7. A. bepr. «Bo1iiek», mepBbIi aKT, YeTBepTasi KApTUHA, T. 520
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IIpumep 8. A. lllen6epr. I1ate mbec /71 opkectpa op. 16, Ne 3 (Farben),
T. 1 (rapMOHHUYECKas cxeMa)

YTO OHA, KaK U aBToIUTaTa U3 Tpex mbec AJd OpKecTpa op. 6 BO BTOPOU KapTHUHE
TOTO 7K€ aKTa, MOYKET UMETh CKPBIThIN aBTOOMOrpadudecknii cMmpicr'®. PaGora Haj
«BorekoM» Havasmach B TO JKe BpeMs, KOr/ia ObLI 3aBepIiieH op. 6, MOCBAIIEHHBIN
[Ilenbepry u co3MaHHBIA B IEPHUO/ CTAHOBJIEeHUs bepra kak kommnosurtopa. [Toka-
3aTeJIbHO, UTO IIUTATA U3 3TOTO COUMHEHUA 3BY4YUT BO BpeMs ¢JI0B Bolieka, 4To oH
YYBCTBYET, KaK Kojebsercs 3emis noa Horamu. Cam bepr ormeuasn 4epThl cXo/-
CTBa MeX/1y cCO00H U IJIaBHBIM TepoeM omepsl. [luraTa ke mepBoro akkopza op. 16
[Ilen6epra mosiBaseTCA B TO BpeMsi, Korja JJoKTOp mocjie BHE3AITHOTO BO3MYIIIEHUS
coob1aeT BoIiiieky: OH Ha HETO BOBCE «HE CEPAUTCA» U «BIIOJIHE CNNOKOEeH» [Kyp-
cuB mou. — A. /I.].

10 KpaTKaSI IIPOTAXKEHHOCTDb UCIIOJIb3OBAHHBIX (I)paI‘MeHTOB U CaM UX MaTepHuaJl CBUAECTEJIbCTBYIOT
O TOM, YTO KOMIIO3UTOP BpAA JIX PACCUUTBIBAJI U3HAYAJIbBHO HAa Y3HABA€MOCTb IIEPBOUCTOYHHUKOB.
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[TepBoe Brneuatsienue Illenbepra ot op. 6 bepra O6bUIO JTaJIeKUM OT BOCTOPTa,
U OH B ITMCbME CBOEMY YUEHUKY OT 20 CEHTSOps 1914 rozia, OT3bIBasICh 00 3TOM COUH-
HEHUU, 3aMEeTHI:

XO0TA s OYEeHb 4acTOo 3aryIAbIBaJl B HEro, HO Bbl caMu 3HaeTe, Kak TPYJHO CO-
CTaBUTD IIPpEACTAaB/ICHNE Ha OCHOBE TaAKUX CJIOXKHBIX HOT, 1 Br1 IIOHUMaeTe, 4YTO MHe
B 5TO BPEMs TOXKE HEZOCTAET CIIOKOUCTBHA .

OTHOIIEHUST MEXY My3bIKaHTAMHU JITUTEJIPHOE BPEMS CKJIQ/IBIBAJIUCh BECh-
Ma HEIPOCTO, UX OCJIOKHSIN KPUTUUECKUe 3aMeuanus yuuressa. OIHaKO BIOCJIE]-
crBuu IlleH6epr BHICOKO OIEHUIT COUNHEHME .

[IpuMmep xapaKTepHOU IMOCJIEN0BATEIBHOCTU aKKOPJOB IPEJCTaBJIEH B IU-
taTe Qosuu B omepe AHjpe-dpHecta-Mogecra I'perpu Les fausses apparences,
ou L'amant jaloux («HeBepHble TOHATHA, WIN 3aBUCTJIUBBIA JIIOOOBHUKY).
B xBapTteTe, 3aBepiiaolieM IepBblil aKT, JIOH AJIOHCO HeCIPaBe/JINBO OOBUHSET
Jleonopy B HeBepHOCTU (IIpumep 9). Takum obpaszom, IOMUMO XapaKTEPUCTUKU
mecra geicreus (Mcmaunsa)'s, gposus 31ech MMeeT U IPyroe 3HaueHne — «PEeBHU-
Bas CTPacTh», OXBAaTUBIIASA Teposi onepbl. [Ipy 5TOM METPOPUTMUUECKOE U MEJIO-
JINUECKOe pellleHre BOBCE He T0X0Ke Ha (POJIUI0, OT Hee OCTaeTCs JIUIITb TapMOHUSA
(Bupouewm, 'peTpu u3MeHsET U €ro B KaJlaHCcaX 000UX MpeJIJIOKEeHU).

Eme ommu obpasen — yeTBepras ciieHa omnepbl BuBuan ®aitn «KeHmmmHa
B Caay», COoj/iep:Kallias IUTATy-aJUII03UI0 HAa MeJJIeHHYI 4acTh n3 CoHaThl N9 2
i ¢oprenunano ®penepuka Illlonena (IIpumep 10). OHa TOSABSAETCS BO BpeMs
c10B Aticesiophl JIlyHKaH, OIUIAaKUBAIOIIENH cBOUX MOTHOIIUX aereii: Oh why should
my Mama be so sad and so sorry? («IToueMy MOsi MaMa Tak oIleuajieHa 1 TaK CKOpP-
6uT?»). 31ech y3HaBaeMOCTb obecrieunBaeTcs 0Jiarozapsi Kak rapMOHUYECKOU TI0-
CJ1e/10BaTeIbHOCTHU (XOTA BTOPOU aKKopA uaMeHeH — VI, BMecto VI4)), Tak u Xxapak-
TEPHOMY PETUCTPY U TeMOpy popTenuaHo.

1t ITut. mo: Bekcinep 1O. C. Anp6an Bepr u ero BpeMs: OIBIT JOKYMeEHTaJIbHOU Omorpadum.
CII6.: Komnosurop — Cankr-IletepOypr, 2011. C. 164.

12 [Tea6epr A. [[Iucemo] Mosedy IlITpanckomy or 23 aBrycra 1922 roga // Illen6epr A.
IMucema / cocr. m my6sa. J. Hlraiina. CII6.: Komnosutop — Cankrt-IletepOypr, 2001.
C. 114-115.

300 HCIOJIB30BAHUM H5TOTO TAHIA B TAaKOM KayecTBe (HO IO OTHOIIEHUIO K HOMeEpY
Le marriage est une envie U3 TpeThel CIeHbl BTOPOTO aKTa) mucajgl u caMm ['perpu.
I'perpu A. Memyapsi, uiu Ouepku o my3bike. M.; JI.: My3srus, 1939. T. 1. C. 186.
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Leonora

ITpumep 9. A. I'petpu. «HeBepHble NOHATHUSA, WIN 3aBUCTIUBBIN JIIOOOBHUK»,

Allegro moderato
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IIpumep 10. B. ®aiin. «KenuHa B cagy»,
4JeTBepTas CIeHa, TT. 427—429, napTusa (GOpTENNAHO
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[Tpu aTpuOyIMU IUTATHI-AJJTFO3UH Ba)KEH OIpPeieJIEHHBIN KOHTEKCT, COIPO-
BOJK/JIAIOIMI ee TOsIBJIeHWe. B mepBo# clieHe BTOporo akra «JIysny» bBepra Bos-
HHUKAaeT aJUTI03Us Ha JIEHTMOTUB ToMJeHUsA u3 «Tpucrana u M3oapasi» Baraepa
(IIpumep 11). OgHAKO OH IIPEJICTABJIEH TOJIBKO IEPBBIM aKKOPJIOM, IIPOYHE €r0
KOMIIOHEHTBI OTCYTCTBYIOT. B TO ke BpeMs HadaJio JIEUTMOTHUBA COITPOBOKIAETCS
peItuKoi AnbBbl: « MUHBOH, 511100110 TEOA...» [KypcuB Moii. — A. /[.]. Kpowme Toro,
kak nokasasia FOnus CepreeBHa Bekciiep Ha OCHOBe aHasin3a pykomnucu particello,
«bepr paccmarpuBajsl BO3MOKHOCTh ITUTHPOBAHHs HE TOJIBKO TpucTaH-aKKOP-
Jla, HO U BCEro MOTHUBA TOMJIEHUsI» [12, ¢. 90]. Takum obGpasoMm, IpeaBapUTEIIb-
HBIM 3aMbICeJ B JlaJIbHEUIIIEM ObLI PeAyIIMPOBAH, U SBHASA IIUTAaTa IIPEBPaTHIACh
B QJUTIO3HIO.
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Eme oiH BhIpA3UTEIBHBIN IPUMEDP — aBTOITUTaTa Hayajia BTopoi ckpummy-
Hol coHaThl B Lebenslauf («XKuszneonucanue») Illautke (IIpumep 12). OHa npen-
CTaBJIsieT cOOOU OJIMH-€UHCTBEHHBIN COJIb-MHHOPHBIN aKKOp/. Pacrio3HaTh nuTaTty
IIOMOTaeT 3aMbICeJT COUMHEHH. TO CBOeOOpa3Hasi My3blKalbHast aBTOOHOTrpadus, I/ie
IIOYTH BCE aBTOI[UTATHI IMOSABJIAIOTCA 10 XPOHOJIOTHYECKOMY IPUHIUITY 4. B UxX psimy
paccMaTpuBaeMbId aKKOP/T B TOUHOCTU BITMCHIBA€TCSA B OOINMUI KOHTEKCT: J[masior
ISl BUOJIOHYEJTH COJIO U CEMU UHCTPYMEHTOB (1965), CoHara /1 CKpUIIKU U GhopTe-
nmano N@ 2 (1968), Cumdonusa NO 1 (1972).
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IIpumep 11. A. Bepr. «Jlyay», BTOpOU aKT, IlepBas CclieHa, TT. 335—336

Gk
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IIpumep 12. A. lllautke. Lebenslauf, 1. 34, T. 3, naptus kcuaodoHa

4 JIpyroii MpuUMep HCIIOJIb30BAHUs aBTOIUTAT-aJUIFO3UH, UMEIOIIUX, CYAsA 110 BCEMY, aBTO-
O6uorpaduueckuii CMbICJI, — UHAJ COHATHI I anbTa U poprenuano [lloctakoBuua, comep-
JKalUP TeMaTU4YecKre 3JIEMEHTBI U3 ero e cuM@oHuii [13, ¢. 43—44].
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3axaroueHue

Takum 06pa3oM, cTelleHb Y3HABa€MOCTH ITUTAT-aJUTIO3UN BapuaTUBHA. B ca-
MOM OO0II[eM TIJIaHe OHA Ompe/iesisieTcs AByMs (haKTOpaMu.

[TepBriit pakTop — AuddepeHIINPOBAHHOCTh MaTepuaia IUTUPOBAHUS MO OT-
HOIIIEHUIO K OKPY>KaIollleMy aBTOPCKOMY TeKcTy. OHa MOXKeT ObITh KaKk HU3KOU, KOT/Ia
CTWJINCTUYECKU U CTPYKTYPHO IIUTAaTa HUKAK He Bbljiesercs (IIpumepwl 3, 7, 11), TaK
1 BBICOKOMH, KOT/Ia ee TPAHUIIbl YETKO CJIBIIIHGBI ([Ipumepul 2, 4, 12). UHOT/IA — TIPO-
SIBJIAATHCSL B OTHOIIIEHUH TOJIBKO OAHOTO ITapaMetpa. B I[Ipumepe 10 aBTOpcKuii mare-
puaj coxXxpaHseT MPUHITANEI TeMOPOoGaKTypHOTO pellleHus1 OpUTruHasIa Ipu 0OHOBJIe-
HUU TAPMOHUU.

Bropoii dakTop cBsi3aH C IMpejicTaBIeHMEM CaMOTO IEPBOUCTOYHUKA — Mac-
TaboM M3MEHEHUU U UX XapaKTepOM, KOJIMYECTBOM IIPOBeAeHUN (HEpPEeAIKU CUTYa-
UM, KOTZ]a My3bIKaJIbHbIE IIUTAThI IOBTOPSAIOTCS HEOHOKPATHO). Pa3Hble KOMIIOHEH-
Thl MY3bIKaJIbHOTO TEKCTa MOTYT COXPAHATh HEOJWHAKOBYIO CTEIleHb yYCTOMYMBOCTH
B OIIEPAaTUBHOM IaMATHU PEIUNINEHTA, HA Hee BIUsAET MPOTAKEeHHOCTh MaTeprasia U ero
CTPYKTYPHAsl IPOCTOTA/CI0KHOCTh. KpoMe TOro, B OpraHu3aIiui caMou TKaHU ITUTaT
B3aUMHasA KOOPJUHAIIUA STUX KOMIIOHEHTOB MOXKeT ObITh pasyinuHoul. Hampuwmep,
B 1uTare u3 nukia «K ganexoi Bo3to6aeHHON» JfoaBura BaH beTxoBeHa B TpeThel
yacTu nepBoi pefakiuu ®oprenuanHoro Tpuo N2 1 Moranneca bpamca (1. 146—151)
IIPYU IOYTHU TOUHOM COXPAHEHUU 3BYKOBBICOTHBIX KOHTYPOB MEJIOJIUU B COIIPOBOXK/IE-
HUH OCTAIOTCS JIUIIH 001IHe (QyHKIIMOHATbHBIE TIO3UI[UH FTAPMOHIH OpUTHHAIIA™.

B My3bIKQJIBHOM HCKYCCTBE ITUTATHI-JUTIO3UN MOJIYyUYUIU 0coboe pacIpo-
crpaHenre B XIX—XX Bekax'. 1o He cyyuaiiHo: HaumHasa ¢ XIX CTOJIETHA KOM-
IIO3UTOPHI BCE Uallle JOIMyCKAIOT KpaliHe CBOOOHOE OTHOIIIEHNE K IePBOUCTOYHU-
Ky, IIPOU3BOJIBHO €r0 nepeckasbiBas. VIHOT/IAa [J11 HUX U BOBCE He BaXKHO, OYZAET Jiu
oH y3HaBaeM. OfMH U3 sIpKUX nmpuMepoB — Tanzsuite mit Deutschlandlied («Tan-
IieBasibHasA cionTa ¢ TuMHOM ['epmanun») XenbmyTta JlaxeHmaHa, re «3HaAaMeHU-
Tasg Mesoausa ['aliiHa — 3TOT TOCy/IapCTBEHHBIM CHMBOJI C HEOJHO3HAYHOU HCTO-
pueil — mojBepraercs “JUCKpeIUTAIUN IIyTeM JpoO0JieHHus Ha MeJbuailiine
BJIEMEHTHI, UHTETPUPYEMbIE€ B COCTaB WHCTPYMEHTAIBHOU MYy3bIKH» [14, c. 296]"7.

15 [lompobHee cwM. [11, c. 11—12].

16 Ogquu KoMHo3UTOpHI (HanmpuMmep, bepr) obOpamanuch K HUM OCOOEHHO 4acTo, pyrue —
KpaliHe uzbupareynbHo (daBapz dJrap).

7 [lonmpobHee cM. [15]
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B pesysbraTe OpuUTHHAN OKAa3bIBA€TCS HEBO3MOXKHO PACIIO3HATh, UTO IIPUBO-
JIUT K BOCHPUSTHIO Ha3BAHUS COUMHEHUs KaK SIBHOW MPOBOKAIUU: «3arjiaBue
HaMePEeHHO BBOJIUT B 3a0JIy»K/IEHHE: 9TO He CIOUTA, 3/1eCh HEeT TaHI[€BaJIbHOU MYy3bI-
KU U 3/IECh HET 5JIEMEHTOB HEMEITKOTO HaIlTHOHAJIbHOTO TUMHA, JOCTYITHBIX BOCIIPUSI-
THIO — BO BCSIKOM CJIy4yae, He Ha OCO3HaBaeMOM ypOBHe» [16, c. 61] (cM. Takxke [17]).

AHajiormyHas IO NPUPOJE AEKOHCTPYKIIMS II€PBOMCTOUYHHKA BCTpedasiach
y PasHbIX aBTOPOB, cpeau npumepoB — Ach Golgatha! Kapena I'yiiBapTca — «Par-
taiim» (Avoidances III) ®eprango 'apHepo. bim3koe (XOTh U He UJIEHTHYHOE) SIB-
JIeHH€ BO3HUKAeT TaKyKe IIPU PEKOMIIO3UIIUN, B OCHOBE KOTOPOU JIEKUT TBOPUECKU
CBOOOHBIN JUAJIOT aBTOPa C MY3bIKaJbHBIM TEKCTOM JPYTOH 3IIOXHU. B pesysbTare
COOTHOIIIEHHE «CBOE — UY?K0O€e» CTAHOBHUTCS MOOHWJIBHBIM, TEPASA CBOU YETKHUE OUep-
TaHWs, KaK U CTEIleHb Y3HABAaeMOCTH OPHUTHHAJILHOU Bepcuu. I1o/1o0HOe siBIeHHE
TaK»Ke BIIOJIHE OTBeUaeT TBOPUYECKUM yCTaHOBKaM KOMHOO3UTOPOB XX—XXI BeKOB,
BCe Yallle OKa3bIBABIINXCS B 30HE HEYCTOMYMUBOCTHU IIPU OCO3HAHUM T'PAHUIL JIUY-
HOCTHOH OTBETCTBEHHOCTH.

[ToMuMO cOOCTBEHHO TEXHHUUYECKON CTOPOHBI, aKTYaJIbHOU JJIsI KOMIIO3UTOPA
Y aHAJIUTHKA, [TUTAThI-aJUTI03UH, 0€3YCJIOBHO, POXK/IAIOT ITPOOIEMBI 1 IIPU BOCIIPHSI-
THH My3bIKU. [Iporecc cayxoBo# aTpubyIuy TaKUX IIUTAT MOKET 0OpeTaTh pa3HbIe
rpaHu — OT U3OIIPEHHOU UHTEJIEKTYaJIbHON UTPHI 10 CHMBOJIMCTCKOTO HaMeKa Ha
IIOUTH HEYJIOBUMOE BUieHHE uyKoro «f». [TomobHass HEOJHO3HAYHOCTh, KaK 3aMe-
YaloT IICUXOJIOTH, CO3/IaeT CyIIeCTBEHHBIE MPEITTOChLIKHY JIJIsl COTBOPYECTBA:

YcBoeHnEe peKOMEH/IAIUH ¢ HEOJHO3HAYHOU (OPMYJIMPOBKOU 00JIerdyaeTcs
3a cueT COOCTBEHHOM aKTUBHOCTH YeJIOBEKa IIPH repepaboTke nHGOPMAaLMH, I10-
JITAaHHOU eMy B BUJie HaMeKa WJIM B KOCBEHHOU (opme, Korjla HEOOXOIHMMO J0-
raziaTbCA O 4eM-TO, JOOINPEAE]NTh BocupuHaToe. [Ipugas coBeTy coOCTBEHHYIO,
JIMYHOCTHO NPUEMJIEMYIO U 3aBepIIeHHYI0 (OpMy, BJIOKUB CBOU YCUJIUA B IO-
HUMaHWe W OopopMJIEeHNE PEKOMEHAAIIMH, YeJIOBEK OILyllaeT cebs COaBTOPOM
uneu... [18, c. 68].

HeomHO3HAUHOCTh paclO3HABAaHUS aJTIO3UM CTABUT CJIYIIATENISI TIEPe]] BbI-
OopoM: TPaKTOBaTh JIK TO, YTO OH CJIBIIIUT, KaK UTATy, Wiu HeT. [I[pudyeM BbIOOD
ATOT, KaK IIPaBUJI0, HOCUT HEOCO3HABAEMbIU XapaKTep, alleJUTUPYS K UHTYHUIINHY, a He
paroHaIbHOMY MBITLIEHHI0. OJTHAKO B 3TOM 3hI0KOM Oa/laHCHPOBAHUU 3aKJII0UEH
HECOMHEHHBIN Xy0KECTBEHHBIN MOTEHITHAI paccMaTpruBaeMoro ¢geHoMeHa, B KO-
TOPOM CChLJIKA Ha IEPBOMCTOYHUK OOpeTaeT XapakTep CKPBITOTO KO7la, HMEIOIETO
K TOMY K€ MHO>KE€CTBO CMBICJIOBBIX H3MEPEHUM.
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C nepBoui u3 Hux («Ilapd KosomOuubI») TeaTpoBes Bammm AHaATOIBEBUY
[Ilepb6akoB CcBA3BIBAET IIOsABJeHHE B penepryape «KpuBoro 3epkaia»
nasToMmuMbl Hukonasa Hukonaesunuya EBpenHoBa «Yerbipe MmepTBena ObAMeTThI»
(1911). OgHako aHA/IN3 perepryapa «3epKaja», a TakKe MPOTPaMMHBIE CTaThU
ero XyZ0>KeCTBEHHOro pykoBoauTesisa Ajekcanypa PadawmnoBuya Kyrens koHna
1900-X — Hayasia 1910-X r'0/10B CBUIETEJIbCTBYIOT, UYTO K YKaHPY IIaHTOMUMBI TeaTp
MO/IXOIUJI TIOCTENIEHHO, aKTUBHO HAKAIJIMBas TEOPETUYECKUU U MPaKTUUYECKUUN
onbIT. COOCTBEHHO MNAaHTOMHME B pemnepryape «3epKaja» IPeAIIeCTBOBAIN
HOMeEPA, BHITIOJTHEHHbIE B TexHUKe cuitysTa («ITospka B crusie bepamke», « Okos1o
Oasera B cTapuHy»), MUMojipaMma «BitoOseHHbIll [Ibepo» W HHCIEHHPOBKA
apabckoii ckazku «O IIecTu KpacaBuIlax, He ITOX0XKUX JIPYT Ha aApyra». Kpartkas
XapakTepUCTUKA JTOTO «IPEeANaHTOMHUMHOI'O 3JKcliepuMeHTa» «Kpusoro
3epKajia» 10 1911 To/ia ¥ COCTABJIAET 3a/1aUy HACTOSAIIEN CTAaThU.

Kiarouessbie ciaoBa: A. P. Kyrenb, H. H. EBpennos, Bc. 9. MeliepxoJib,
Teatp MuHHATIOP « KpuBoe 3epkaso», «HeTtbipe MepTBenia @bameTToi», «1lapd
KosiombuHbI», TAaHTOMUMA

s murtupoBaHus: Euyxudse H. M. TlaHTOMHUMBI B pelepTyape TeaTpa
MuHUATIOp « KprBoe 3epkasio»: OT Teopuu K npakTuke // CoBpeMeHHBbIe IPO6IeMbI
My3bIKO3HaHUA. 2026. T. 10, N° 1. C. 54—74.
https://doi.org/10.56620/2587-9731-2026-1-054-074

95



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

Musical Theatre

Original article

Pantomimes in the repertoire
of the Crooked Mirror Miniature Theater:
From theory to practice

Natela I. Enukidze® 2

1Gnesin Russian Academy of Music,
Moscow, Russian Federation,
2State Institute for Art Studies
Moscow, Russian Federation,
Mdekan-itkf@gnesin-academy.ru,
https://orcid.org/0000-0003-0487-7371

Abstract. Pantomime can rightfully be considered one of the most innovative
and sought-after theatrical genres of the Silver Age. Iconic productions of
the 1910s, such as Vsevolod Meyerhold’s Columbine’s Scarf (1910, House of
Interludes) and Alexander Tairov’s The Veil of Pierrette (first staged in 1913 at
the Moscow Free Theater)—both based on Arthur Schnitzler’s play with music
by Ernst von Dohnanyi—resonated deeply within Russia’s artistic and theatrical
circles. Theater scholar Vadim Shcherbakov links the premiere of Columbine’s
Scarf to the appearance of Nikolai Evreinov’s pantomime Fiametta’s Four Dead
Men (1911) in the repertoire of the Crooked Mirror theater. However, an analysis

56



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

of the theater’s repertoire and of programmatic articles by its artistic director,
Alexander Kugel, from the late 1900s and early 1910s, suggests that the theater
approached the genre of pantomime gradually, systematically accumulating both
theoretical and practical experience. Actual pantomime in the Crooked Mirror
repertoire was preceded by performances utilizing silhouette techniques (Polka in
the Style of Béranger, Near the Ballet in the Old Days), the mimodrama Pierrot
in Love, and the staging of the Arabian fairy tale On the Six Beauties Who Were
Not Like One Another. This article aims to provide a brief characterization of the
Crooked Mirror’s “pre-pantomime experiments” leading up to 1911.

Keywords: Alexander R. Kugel, Nikolai N. Evreinov, Vsevolod E. Meyerhold,
the Theater of miniatures Crooked Mirror, Fiametta’s Four Dead Men, Columbine’s
Scarf, pantomime

For citation: Enukidze, N. I. (2026). Pantomimes in the repertoire of the
Crooked Mirror Miniature Theater: From theory to practice. Contemporary
Musicology, 10(1), 54—74. https://doi.org/10.56620/2587-9731-2026-1-054-074
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Beederue

CTOPHS U Xy/I0’KECTBEHHAS ITPAKTUKA PyCCKUX Kabape U TeaTpOB MUHHA-

TIOP B MOCJIE[IHUE AECATUIIETU BCE Yallle IIPUBJIEKAIOT K cebe BHUMaHUe

OTeueCcTBEHHBIX yueHbIX. Hanbosb1nii MHTepec cCoCpe/IoTOUeH Ha Hacle-
JTUY BEZYIIIUX TEATPOB MAJIbIX (POPM — MOCKOBCKOU «JIeTyuel MBIIITN», TeTepOypPreKux
«KpuBoro 3epkana» u «bpoasuen cobaku». K HUM oOparaioTcs: TeaTpoBebl, (QIIo-
JIOTH U KYJIBTYPOJIOTH, BBISIBJIASA CIIENU(PUKY OTeUeCTBEHHBIX KaOapeTHbIX MO/IeJIeN Mo
OTHOIIIEHHIO K 3aPYOEKHBIM ITPOTOTHIIAM [1, C. 19—26], aHATU3UPYS OT/AeIbHbBIE ITHECHI
13 TeaTPpaIbHOTO perepTyapa [2] u :kaHp#I [3, ¢. 47—55.], pEeKOHCTPYUPY: COOBITHUSA Ka-
OapeTHOM »KHU3HU [4, ¢. 79—110] u 6morpaduru ee y4acTHHKOB [ 5, €. 232—252].

BeciieHHBIM MCTOYHUKOM MH(MOpMAIUU I UCCIIe/loBaTesiel cTajiu U3/Aa-
HUA, OCYIIeCTBJIeHHbIe O] pyKoBOZicTBOM Hopsbl byke — «Pycckasd pasBiekaresib-
Has KyabTypa CepeOpsiHOTO Beka» [6], « KabapeTHble mbeckl CepeObpsaHOTro Beka» [7],
«Tearpanpable MuHHATIOPbl CepebpsiHoro Beka» [8], «Mcropus kabape Cepebpsi-
HOro Beka» [9]. [IepBast mpejacTaBisieT cOO0H KOJUIEKTUBHYIO MOHOTPAadHUIO, OCTAIb-
Hble TPU B I[€JIOM IOCBSIIEHBI MyOJIMKaIuAM KabapeTHOTO penepTryapa, HO B HUX
TaK>Ke COZlepKUTCA O60oraThlil (aKTOJIOTUUYECKUN MaTepuayl — MeMyaphl, CTaTbU U3
IepuoANYECKOH revyaTu, brorpadpuyeckre 0OUepKU U MHOTOE JIPYTOe.

B nienTpe BHMMaHUA aBTOPOB U IMyOJINKATOPOB OKA3bIBAIOTCS CaMble Pa3HbIE
>)KaHPbl — MIPEUMYII[ECTBEHHO JIpaMaTHuecKiue MUHHUATIOPHI U MapOJUU, a TakKe
KYILJIeThl, CTUXU, KabapeTHble TeceHKH. [loxkanyil, eITMHCTBEHHBIN KaHpP, TOUYTH
coBceM 00/ieJIeHHBI BHUMAaHUEM YU€HBIX, — 3TO ApaMaThuecKkas MaHTOMUMa, 3a-
HUMaBIIIasA B perepTyape TeaTpoB MasbIX (POPM IIyCTh U He TJIaBHOE, HO BIIOJIHE JI0-
cToliHOe MecTO. EAUHCTBEHHBIM UCKIIIOUEHUEM Ha 3TOM HCCJIE0BATEIHLCKOM (POHE
ctasia MmoHorpadusa Baguma AnartosbeBuua IllepbakoBa, ojjHa U3 IJIaB KOTOPOU
MOCBAIIeHA 3HAKOBOU MmaHToMuMe B « KpuBoM 3epkasie» — «UeTbIpeM MepTBellaM
®pamerTsl» [10, €. 77—-96].

Hacrosias crathbd Ipu3BaHa 0TYACTU BOCIIOJIHUTD 9TOT MPO0esI; B HEN aBTOP
0OpaTUICs K UCTOPUH TEOPETHUECKOTO OCMBICJIEHUSA U K TBOPUECKOU ITPAKTUKE TaH-
TOMMM B TeaTpe « KpuBoe 3epkajsio» 0 1911 roja.

ITepsbvte onvimuvt naHmomumsl 8 «Kpugom 3epkane»

18 ceHTsA0OpsA 1911 roAa B TeaTpe MHHHATIOp «KpuBoe 3epkasio» cCOCTOsIach
odepeJiHasl MpeMbepa — nNaHToMuMa «Yetbipe MepTBelia ObsAMETThI» B IIOCTAHOBKE
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Hukonass HukonaeBuua EBpenHoBa ¢ my3bikou JImutpus AkumoBuua burgas. ITo-
sIBJIEHUE 3TOTO CIIEKTaKJIsA, 6€3yCIIOBHO, CBSI3QHO C IMOBBIIIIEHHBIM HHTEPECOM K S3BIKY
IUIACTUKU U €0 BO3MOKHOCTSIM, HAOJIIO/IABIITUMCS B PYCCKOM TeaTpaIbHOU KyJIbTYpe
Havasia 1910-x rojioB. CTpeMJieHre OTPaHUYHUTD CJIOBO B CIIEKTaKJIE WU JaKe BOBCE
OTKa3aThCsl OT HETO, YTOOBI MPUOIM3UTHCA K UMMAaHEHTHBIM CBOMCTBAM TeaTpa U Tea-
TPaJIbHOU UTPbhI, HEOTHOKPATHO MaHU(ECTHUPYIOT B 3TO BPEMSI XyI03KECTBEHHBIN PYKO-
BOZIUTEJb TeaTpa «KpuBoe 3epkanio» Anekcauap Padawmnosuy Kyresb, kputuku Cep-
reii Cepreesud I'ostoytes (I'1aross), dayaps Asekcaraposud Crapk (3urdpum) u ap.
Ho «I1epBBIM IPAKTHYECKHM apryMEHTOM» B CIIOPE «TeaTPaJIbHOCTH» U «JIMTEpaTyp-
IMHBI», 10 cstoBaM Bagyma AnartosseBuua Il{epbakoBa, crajia HaIllyMeBIIas ITOCTa-
HOBKa BceBostozia dmumiibeBrua MeliepxoJib/ia o nbece Aptypa lIIHuIIepa ¢ My3bIKOU
Apuecra [lonanpu — «Illapd Kosombunsl» («/lom uHTEpMEAUII», 1910).

Cnextakyip MeliepxoJib/la BO3HUK Ha IlepecedeHUuH IBYX MATUCTPAIbHBIX TEH-
JIEHITUH B PYCCKOM HMCKYyCCTBe Hauasia XX crosetus. [lepBas — 3TO y»Ke YIOMSAHYTBIN
HMHTepeC K IUIACTHKE, BTOpas — aKTyaJu3alus nepcoHaxkeii commedia dell’arte, ot-
CBUIKM K KOTOPBIM OUYEBH/IHBI B IT033UU, IpAMaTypPruH, >KUBOIIUCH Havasia Beka. Kak
cpaBe/yuBO oTMeuaeT Haranbsa BopucoBHa KupuioBa, «...KyJbT MacKu OKa3aJics
CO3BYUHBIM ITPOIECCAM MOJIEPHU3AINH COIHAIBLHO-KYJIBTYPHOU cdepbl Poccuu u Tem
HACTPOEHUSM TBOPUYECKOUN MHTEJUTUTEHIINH, KOTOPbIE CJIOKIIINCH Ha pyoeske XIX—XX
BEKOB» [11].

«IITapd KostoMOMHBI» HAKPEITKO YBA3aJ MEXKIY COO0I ITAaHTOMHMY 1 MACOUHBIH
CIOKEeT?, TIOPO/IMB BaphbHPOBAHHbBIE IOBTOPEHUs B TEATPATIBHOM ITpakTuke CepebpsaHo-
ro Beka. Kak mpaBwio, B 3TOM psily yioMuHaercs nanromuma «ITokpeiBasio IIbeper-
ThI» — TakKKe 110 nbece IlHuIpIepad 1 HA My3bIKY TOTO ke JIOHAHBH, IIOCTABJIEHHAS

! [TogpoGHee 06 3TOM criope cMm. [12, c. 33—76].

2 PoJib TEMBI MAcOK B TBOpUecTBe MeliepxoJib/ia He pa3 CTaHOBHJIACH IIPEJIMETOM HCCIeI0Ba-
HUSA KaK POCCUMCKUX, TaK U 3apyOesKHbIX yueHbIX. Cpeu MmyOIuKaIui, B TOM YHCJIEe ITOCTIe-
HHX JIET, OTMETHUM cTaThu Bagmma AnaTtosibeBuua IllepbakoBa [13, c. 252—273], Hatanbpu
Bopucosusl KupuioBoii [11, c. 77—93], FOnuu EBrenbeBubl 'atanunoi u Osiera Makcumo-
Buua Penpamana [14, c. 364—383], a Takxke uccnenosanue K. Myau [15, ¢. 859—-869] u ap.

3 [Tbecwr Aptypa IIIHHUIIEPA, OTHOTO U3 MPEJCTABUTENIEH TaK Ha3bIBAEMOU JIpaMbl HACTpPOe-
HUSA, TI0JIB30BasIiCh B Poccu Havata XX crosieTus 60JIbIIUM ycriexoM. HeyauBuTesibHO, 4TO
ero «ITokpeiBasio ITbepeTThI» IPUBJIEKIO BHUMAHHE TAKUX MaCTEPOB CIIEHbI, Kak MelepXoJib/
u Taupog. ITospoGHee 0 «/ipaMe HacTpoeHUs » II[HUIIEpa HA PYCCKUX CIleHaX cM. [16, ¢. 1—13].
Kpowme Toro, counHenus I[IHUIIEpAa HEPEKO CTAHOBUJIUCH OCHOBOU JIJIsI JINOPETTO PYCCKUX
orep 3toro nepuozaa. Cm. o6 atom [17, ¢. 115—-133; 18, c. 50—67].
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Astexcanzpom fkosneBuyemM TaupoBsIM Ha ciiene CBOOOIHOIO TeaTpa B 1913 rozy™.
«YetpIpe MepTBenia ObAMETTbI» U3BECTHBI HAMHOI'O MeHbIlle. Bmecre ¢ TeM crek-
TAKJIb MOSIBUJICA HA CBET B pe3yJbTaTe HEIOCpeICTBeHHOro BozJelicTBus «Illapda
KosroMOUHBI».
Tpuymd kabaperHoit manToMmumbl Metiepxosnbaa, — mnumer Illep6akoB, —
He MOT MPOUTHU He3aMeueHHbIM B « KprBom 3epkasie». 1 XosmmMckas [ocHOBaTe b-

Huna teatpa. — H. E.], u Kyresb, u EBpernHOB 3aX0TeJI UMETh CBOM COOCTBEHHBIH
0e3MoJIBHBIH IILIATED [10, €. 82].

[IpencraBiisieTcss Bce »Ke, UTO MOCTaHOBKA Meliepxosib/ia MOCITY:KWIa, CKO-
pee, TIOBOZIOM, a He IPUYHUHOMN oOpaleHus K TaHTOMUME, ITOCKOJIbKY B CBOUX CTa-
ThSIX KOHIIA 1000-X — Havasia 1910-X roZioB Kyresyib IposABIIAI yCTOMUNBBIN UHTEPEC
K mpobJieMaM «JIUTEPATyPIIUHbI» U «TeaTPajJIbHOCTU», a TaKXKe K MaHTOMUMeE KakK
TeaTpaJibHOMY KaHPY. AHAJIM3UPYA TEKyIIUe CIEeKTAKIN ce30Ha 1909/1910 ro/oB,
OH Pe3I0MUPOBAJI:

UYewm GoJibinie s ;ymato, TeM 6oJiee yoerxaroch, 9YT0 OOHOBJIEHUE TeaTpa J0JIK-
HO U/JITU IIyTEM YKPOILEHUA CJI0Ba <...> TeMII, pUTM KU3HU 10 TOTO YCKOPEHH, ...
YTO CJIOBO KQYKETCsI HA CIIEHE MeIIUTETbHBIM, HEYKJIIOKUM, CTAPOMOJTHBIM. JlaiTe
MOJIHUY MTHOBEHHBIX TIEPEKUBAHMI, M MY3bIKY, My3bIKY, ¥ TAHIIbI, TAHIIbI!.."

CUMOTOMAaTUYHO, UTO IMYTU K OOHOBJIEHUIO TEATPAJIHHOTO HCKYCCTBA OBLIN
pacIiosIoKeHbl, T0 MHEHUIO KyTesis, He TOJIPKO B 00JIaCTH IJIACTUKU, HO U B 00J1acTH
MY3BIKU.

B 1910-M, B cBoux «TeaTpasibHBIX 3aMeTKaxX», KDUTHK IIPOABUTAETCA OT TaHIIA
K nanTomuMe. [T0BoOM K pa3MbIIIEHUAM CTaJl TPEXAKTHBIN CIIEKTaKJIb TeaTpa Mak-
ca Peiiaxappra « CyMypyH» Ha croxkeT u3 « Thicadu u oHoi Houn»©. «[epou, repouHy,
PEe30HEDHI, ingénues, 61aTOPOHbBIE OTIIBI, IPUBBIKIIIHE “IJIAT0JIOM K€Yb CEP/Ila JII0-
Zlef”, TIeJTbIi Beuep JIBUTAJINCh, MUMHPOBAIN U KECTUKYJIMPOBAIHU IO, My3bIKY», —
¢ BocxullleHneM nucas Kyresb, ciekTakiif, BOpodeM, ellle He BUJieBIINNA. O/THAKO Ke
OH a priori yBepeH, UTo B HeM «ObLIH MOMEHTHI BHICOKOTO XY/I0?KECTBEHHOTO HHTEpeca» .
BricOoKko o1jeHMBasA caMy H7iel0 TAaHTOMUMBI, KDUTHK, UCTUHHBIN « MUHUATIOPUCT»,
YCOMHUJICA B ONTHUMAJIbHOCTU IOJHOMACIITAOHOUW IMOCTAHOBKH: «... HE JyMalo,

4 O pa3HUIle TPAKTOBOK ITbechl IIIHUIIEpa MelepxobioM 1 TaupoBsIM cM. [13, ¢. 252—273].
5 Homo Novus (Kyress A. P.). ITo reatpam // Teatp u uckycctBo. 1909. N2 41. C. 707.

6 Kyeeaw A. Tearpanbubie 3amerku // Teatp u uickycerBo. 1910. N 34. C. 634.

7 Tam xe.
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BIIPOYEM, UTO 3TO OBLJIO CIIONIh 3aHUMATEIFHO, TPEXAKTHASA MAHTOMIMA Ha IeJTbIN
CIIEKTAaKJIb — 5TO MHOTO»®,

[Tpubsmkasch K peleHnio mpobieMbl OOHOBJIEHUS TeaTPaJIbHOTO A3bIKa, Ky-
reJib BUIUT KOPEHDb BCEX 30J1 B CTPOTOM pa3/ieIEHUM TeaTPAILHOTO MCKYCCTBA Ha
»KaHpPBI («Allle ThI aKTep, TO JIEKJIaMHUPYH, allle MeBell, TO MO0, U alle OaJeTIUK, TO
TaHIyH»?), a aHaleed OT 9TOro IoJIaraeT mpecaoByThiii Gesamtkunstwerk — cuu-
TE3 CKYCCTB B KabapeTHoM BoruiomeHuu . [IIupokoe BOBIeUEHNE B CIIEKTAKIIb My-
3BIKAJIBHOTO, XOpeorpaduueckoro ¥ MUMHUYECKOTO Haual KaXKeTCs MY IEPCIEKTUB-
HBIM U JKeJIATeJTbHBIM — MAaKCHMaJIbHOE OTPAaHUUYEHNE U1 BOBCE OTCYTCTBHE CI0BA:
«...CJIOBA HBIHYE CTAJIM OYEHbB JIeIIeBbI. <...> B CJIOBe OTJIOXKHJIACh CBOSI PyTHUHA.
CJtoBO 3acoxiio, 3akameHnesio»', TeaTpy, KOHEUHO, Hy;KHA [1033usl, 3aKaodaer Ky-
reJjib, HO OHA BOIUJIOIIAeTcs He B ¢j1oBe. OH MUIIIET:

[Hy>xHO0] HaliTu Jj11 pOMaHTHUYECKOro, (PaHTACTUYECKOTO U MUCTHYECKOTO
pJIeMeHTa TeaTpa (POPMBI U CPEJICTBA BHIPAYKEHMUSI, B KOTOPHIX COBEPIIIEHHO OTCYT-
CTBOBaJIU OBl 36CTpaKTHBI€ IIOHATHA, OIIE€pallkui HaJ JIOTHYECKUMU JaHHBIMU, I'/1E
OBbI MBICJIb HE OTBJIEKaIach HU pacCcyKaAeHueM, HU IIOy4Y€eHHEM, HU CHJIJIOTU3MaMU.
Mysbika? /la, koneuHo. Ho Beap My3bIka He JielicTBeHHA. TeaTp ke — B JIEHICTBUU.
CrezioBaTeIbHO, IAHTOMUMA. B MaHTOMIMeE paccKas IeHCTBEH, a My3bIKa 1aeT KO-
JIOPUT U JINPUYECKYIO OKpackKy. Ilonpobyem!™

[TpuseiB Kyresis HeckosibKo 3amos/ian. K Tomy BpeMeHH, Kak cTaThs ObLIa OITy-
O6s1nKoBaHa (22 aBrycra 1910 rojia), MEPBbIM SKCIIEPUMEHT B KaHPe MaHTOMUMBI Ha
nozMocTkax «Kpuoro 3epkana» yxke cocrosica. Ecim Beputh jeronucu Mapuu
Kacraposus! Aponxkoii'3, mumoapama «Birrobsienusiii [Ibepo» yBuzena CBET 17 UIu
18 saHBaps 1909 roya. OHa ObLIa ITOCTaBIeHa ¢ My3bIKOM Bopmcea (¢ kakoii HMEHHO,
YCTAaHOBUTD HE YZAJIOCh) U, TIO CBUETEJILCTBY JIETOIHCIA, K HECMOTPsI Ha U3SAIIECTBO
TAHIIEB U XOPOIIYI0 My3bIKY... B pEIIepTyape He yeprkaaach» 4.

8 Tam xe.

9 Tam xe.

10 O CHHTETHYECKOM THIIE aKTePa, CBOOOTHO BJIAEIONIEM KaK PAa3HBIMU UCTOPUYECKUMU CTH-
JISIMH, TaK ¥ Pa3JINYHBIMU «?KAHPOBBIMU» HaBBIKAMH, IIOJIPOOHO ITHcajia B CBOE MOHOTpa-
¢um JI. U. Tuxpunckas. Cwm. [19, c. 135].

1 Kyresb A. TeaTtpanbabie 3ametku // TeaTp u uckycctBo. 1910. N 34. C. 635.

2 Tam xe.

1B fIpoukas M. K. Jleroniuch Tearpa «KpuBoe 3epkano». COOpHUK BBICKA3bIBAHHUU IIPECCHI,
TeaTpaJIbHBIX JlesiTesIel O TeaTpe, IPOTPAMMBI CIIeKTaKJIel TeaTpa, COCTaB TPYIIIBI 3 IEPUO/,
¢ 1908 o 1918 rr. PTAJIU, &. 2352, om. 1, ex. xp. 62. C. 21.

4 Tawm xe.
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B aBrycre 1910 royia Kyresb ¢ 3unaumoin BacuibeBHOU X0JIMCKOMU, ITyTelle-
cTBys 110 EBpore, nmpoe3nom 6bi B MIOHXEHE U TIOCETUJIN CIIEKTaKJIb PelHxap-
Ta «CyMypyH», YTO CIIOZIBUIJIO KPUTHUKA K JIaJIbHEUIINM pa3MbliuieHusaM. B «Te-
aTpajJIbHBIX 3aMeTKax» OH, II0 CyTH, (POPMYJIUPYET OT/AEJIbHbIE IIOJIOKEHUS CBOEU
«TEOPUH ITAHTOMHMBI» U JIa’Ke, BOBMOKHO, KOHCTPYHUPYyeT 00pa3 OyayIux IMaHTo-
MHUMHBIX MUHUATIOp « KpuBoro 3epkasia». MIcX0MHOU TOYKOU MO-TIPEKHEMY SBJISET-
Ccs1 TOTEHITUAIbHBIN OTKA3 OT JINTEPATYPHOTO CJI0BAa. BMecTe ¢ TeM KpUTUK yOeauics,
YTO €r0 MPEeAIOJIOKEHUS OTHOCUTETHFHO MACIITa00B 3TOM HOBOU IMMAHTOMHUMBI BEP-
HBI, 1 OHA HE JI0JDKHA OBITh MHOTOAKTHOM U IJTUHHOMU:

PeifHrapaT He ysACHUII, IO-BUIUMOMY, €llle [JITABHOT'O: YTO MAaHTOMUMA JipaMa-
TUYECKOTO TeaTpa, B CBOEM Oy/yIieM, HEPa3PhIBHO CBSA3aHA C OOIIUM JBUKEHUEM
Tearpa, — ero pa3zapobIeHHeM, ET0 K MUHUATIOPU3AIIHEN », M YTO CAMBIH A3bIK MTaH-
TOMUMBI IOHAZ00UJICA IOTOMY, UTO 3TO A3BIK TejerpadHbIi, creHorpaduIecKui,

a He TOT SA3BIK PACTSHYTOH SIIHCTOJIbI, KOTOPBIM ITE€PENUCHIBAETCS TeaTp ¢ Mmy0sIu-
KOIO IIOCPE/ICTBOM JINTEPATYPHBIX /I€JI MACTEPOB... ">

Ha nepBoiii wian Kyrenb BBIIBUTAET SI3BIK TeJIa 1 MUMHUYECKUE JIBIKEHWUS,
IIpUYeM, ONUCHIBAsI UX, IpUOEraeT K My3bIKAJIbHOU TEPMHHOJIOTUH U T€M CaMbIM
cOmkaeT My3bIKy U IUTIACTHUKY, KOTOPBIE Ha ClieHe HAMHOT'O TOUHEe U spYe BhIpaXkaloT
TI023UI0 YYBCTBA, HEXKEJIN JINTEPATYPHBINA TEKCT. BoJIbIlioe BlieyaT/ieHUe MTPOU3BeEa
Ha KpUTHKa akTprca Kamusia Oi6eHIIIoNn, UCIOJTHUTEIbHUIIA posii CyMypyH:

Bor ona [CymypyH. — H. E.] nepekunysa 4yepe3 mieuu HypasipiuHa pyKd U
CKpecTHJIa X HEMHOTO BhIIe KucTell. Kakoe kpacHopeune pyk! <...> U misanas Ha
ATy MY3bIKYy PYK, Ha 3Ty TaMMy KaKHUX-TO HECJIBIIIUMBIX 3BYKOB, <...> 51 TOBOPHJI
cebe: aToro 66l He OBLIIO, ecTk OBl OHA TOBOPHJIA, OHA HE MOTJIA OBbI JJaTh CTOJIBKO
TaKTOB amoroso u andante B 3aMHUpAIOIIEeN UTPe PYK, ecJIi ObI OHA roBOpHIIa. Tor-

71a 3TO ObLJIO OBI HeXyA0KeCTBeHHO. My3bIKa peuu JlecloTUYHa U TpeboBaTesIbHa.

OHa ypesasa 651 3Ty yactb cuMdoHnn'S.

B xoneunowm cuete Kyresnb «ypaBHUBAeT» MY3bIKYy U IAHTOMUMY, IIOCKOJIbKY
B IIOCJIETHEN «...4yBCTBA U300PaXKAIOTCS UI€abHO, KAK B My3bIKe» '/,

BaxkHO, 4yTO HOBasg MaHTOMUMA Npe/IHAa3HAYeHa JAJis UCIIOJHEHUsS NMEHHO
ZIpaMaTUUYECKUMHU aKTepaMu, K00 KJIaCCHIECKUH TAHEI HE JIJaeT TAKOTO Pe3yJIbTaTa,
KaK IJIaCTUKa JKECTOB. Benb y:ke ynmoMsaHyTass DUOEHIIIION «...COBCEM HE TaHITYET,

15 Kyresnb A. TeaTpanbhble 3ametku // TeaTp u uckyccrBo. 1910. N@ 35. C. 650.
16 Tam xke. C. 651.
7 Tam xe.
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MO2KeT ObITh, ¥ TAHIIEBATh-TO KaK CJIEAYET HEe yMeeT. ...HO HMeHHO OHa, a He 0aJieT-
YyHIla, He TAHIOBIIUIIA, — OHA, JIpaMaTUYecKasl akTpHca, Morja 0e3 cJ0B JaTh TO,
4TO OHA Jaa...» 8

Teopernueckue paccy:kaeHus: Kyresst JoBOJbHO OBICTPO HAIILIH CBOE IIPHMe-
HEHHe B TBOPUECKOU IMpakTHKe « KpuBoro 3epkasna». « BiroosaeHHbI [Ibepo» 110J10-
»KIJT HA4aJIo [eJIOU CepUU SKCIIEPUMEHTOB B 00JIACTH «TAHTOMHUMUYECKHUX» MHUHHA-
TIOP — KaK C yJacTHEM CJIOBa, Tak u 6e3 Hero. Mapus KacmapoBHa fporikas B cBoer
CTaThe YTBEPIKJajia, UTO K MIAHTOMHME «TeaTp IIOAOIIeN mocrenesno». C ee tou-
KU 3peHHsI, COOCTBEHHO ITAaHTOMUME IIPEeJIIIeCTBOBAIN MUHHUATIOPHI, BHIIIOJTHEHHBIE
B TEXHUKE CUJIydTa — aKTEPHI B YEPHOM JIBUTAJIMCH HA (DOHE OCBEILEHHOTO KpaHa.

...Texanka Hamux “Blanc et noir” 6pl1a OYeHb HECJIO0KHOH, — BCIIOMHHAaJIA
3. B. Xosmckast, — craBuiics OeJIbli 3aTHUK, HaTATHUBAIach TOHKAs CETKA, U B cepe-
JIMHE JIBUTAJIUCH O/IEThIE BO BCE YEPHOE UCIIOTHUTEIIN TTACTOPAJIEH, IYAITOB UJIH XO-
peorpaduuecKux MUHHUATIOP, CO3/aBasi KPaCHBOE W OPUTHHAIBHOE BIeUaTIeHHe
SKMBBIX CHJTy3TOB. IIpUBBIKIIAsA HCKaTh B « KpHBOM 3epKajie» HEIPEMEHHO YTO-HH-
Oyib CMEIIIHOE, CATUPHUYECKOE, TAPOAUIHOE, IyDIMKa CMOTPEJIA ¢ HEMEHBIITNM HH-
TEepecoM U Ha HAIIIH OIBITHI B 00J1aCTH CEPHE3HOTrO0 [20, ¢. 131].

B «Ilospke B ctuie Bepamke» (1910) Ha 3KpaHe M300parkagach CKpOMHasi
KOMHATa, B KOTOPOH CUJIUT 3a paboToil mBes. C MosIBJIeHUEM XyI0KHHUKA OHA «OT-
BJIEKAETCA OT PabOThI U IIOCTEIIEHHO Pa3BeCeIsACh, TAHILYeT IMOJIbKY» 2,

Bropoii cuiyat, 1mocTaBJeHHBIN B TOM JKe ce30He Ha My3bIKy beHkamena I'o-
Jlapa, IpeCTaBIIsT cCO00H U3AITHYIO CTUIN3AITHIO:

JKpaH n300pakaa Kpy>KeBHOU Beep, U Ha HEM JIBe UepHbIe (PUTYPHI — MapKU3
u OasieprHa. MapKu3 meJi, Kak OH, CU/is B OasieTe OJIM3 KOPOJIA, BJIIOOMIICS B Ia-
CTYIIIKY C OBEUKOH. AKTPHCE 10/ POMaHC MapKK3a IIPHUIILIOCh N300parkaTh, Kak OHa
IaceTr OBEUYKy cO 3BOHOUKOM Ha 1ee>’ (Manocmpayus 1).

HecmoTpst Ha mpUCYTCTBUE CI0BA, A poIiKasi paciieHuBaeT 3TOT HOMEP KaK IaH-
TOMHMHBIA, UMEBIIIUN, K TOMY K€, OOJIBIIION ycreX y MyOJIUKH U MPOIEPIKABIIUHACS

18 Tam xKe.

19 fIpornkas M. K. IlaHTOMUMBI, TIOCTaBJIEHHBIE B IOPEBOJIIOIMOHHBIN IepUoy TeaTpa « Kpu-
Boe 3epkasio». PykonucHbit otaesn I'I[TM um. baxpymmuna. @. 396. C. 1.

20 TaMm xKe.

2 Tam xe.
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Hanrocmpauus 1. Oxosio 6anera B crapuHy. banepuna — M. K. fIponkas,
Mapxkus — A. C. AbpamsH (TeaTp u uckycerBo. 1910. N2 51. C. 1000)

B periepTyape ¢ 1910 110 1912 roabl. KpuTuka Takke 110 JOCTOMHCTBY OLleHIJIa U3AIIL-
HBIU «IIYCTSYOK»:

BajieT mepeHOCHT HAc B 3IOXY «KOPOJISI COJIHIIa», — IIHCAJ PEIeH3€HT
)kypHana «TeaTp u mckyccrBo». — Mapku3s moeT mnepey; 6ajiepuHoH, yBepss ee
B JTI00BU. baseprHa rpanmo3Ho oTBevaeT emMy Ha si3bike O6asieta. Myswika ['omapa
MPEeBOCXO/IHA, U Bcs 9Ta mpesiectHasA kaptuHa XVIII Beka c ero mos3ueit — mnpej-
CTaBJIAET CO00I0 KpacuBOe BUIeHNE, HEKOTOPBIU CUHTE3 HCKYCCTB, B KOTOPOM CO-
YeTarTcAa My3bIKa, IeHHe, TAHIbl U KUBOIIUCh. Y CIeXy COIIyTCTBYeT UCIIOJIHEHUE
r-xu fpouxkoii (bamepuHa) u KpacuBoe IeHUe I-ku [AcTpsl (A3pbl)] Abpamsan
(Mmapkusa)?2.

22 A. b. Kpusoe 3epkasio // Teatp u uckyccrso. 1910. N2 51. C. 988.
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Vaenas BHUMaHHE CHIySTaM KaK HEIIOCPEACTBEHHBIM IIPE/IIeCTBEHHUKAM
IIaHTOMHUMBI, fIpoliKas, oJlHaKO, He ymoMHuHaeT «Basbce JlaHHepa», MOABUBIIAICS
B IIporpamMmMe 3 ¢eBpaist 1909 roza B ucnoaHeHun «TI. Mkapa [Hukonas ®egopoBu-
ya bapabanoBa] u r->ku [EnnzaBersr AnekceeBHbl| HennioBoii» 1 0003HaUEHHBIN
AHOHMMHBIM XpOHUKEPOM B «O603peHUN TeaTPOB» UMEHHO KaK IIaHTOMUMAa>3,

«O wecmu xkpacasuyax, He noxoxcux opye Ha opyaa»

Ha mytu k «MeptBeniam ®bsiMeTThl» B « KpUBOM 3epkasie» OCYIECTBUIU €eIlle
OJIVH SKCIIEPUMEHT 10 COUETAHUIO CJIOBA, 3BYKA U IUIACTUKHU. B IepBhIi ke Ce30H CBOer
paboTsl B Teatpe (1910) EBpeNHOB ITOCTABUIT MHCIIEHUPOBKY apa0CKOM cKka3ku Marom-
Mazia Aiib bacpu «O 1mectr KpacaBuIlax, He MOXO0KUX JIPYT Ha Jpyra» co CBoer cobeT-
BEHHOU My3bIKOM, IEKOpallusaAMU 1 KocTiomaMu Muxania Hukonaesrua fkoBieBas.

He uckitoueHo, uTo oOpalleHre K 3TOMY HCTOYHUKY MOIJVIO OBITh OTUYACTU
«CIIPOBOLIIPOBAHO» BreUyaT/IeHUAMU Kyress oT pedHXapATOBCKOU «CymMypyH», MO-
CKOJIbKY 00a CIOJKeTa POJIHUT IIPSHAS BOCTOUHAs SK30TUKA. OHAKO PeXXUCCEP B CBO-
HX BOCIIOMHUHAHUSX IIPUBOJIUT APYToU apryMmeHT. EMy XOTes10ch B IEPBBIN CBOU CE30H
B «KpuBoM 3epkase» «...0/1eCHYTb IIOCTAHOBKOH IThECHI, YCIIEX KOTOPOM COCTABJISLIIO
HE OJTHO JIUIIIb OCTPOYMHUE INAJIOTa U JEUCTBUS, HO U JKUBOIHCHO-TeATPaIbHOE TIPe/I-
CTaBJIeHHeE...» [21, C. 140].

K cioBy ckasaTh, HUKAKOTO OCOOOTO OCTPOYMHs B Ihece He HaOJIro1aeTcs,
Jla U CIOJKET ee BecbMa He3aTeWsuB. Tpu mapbl HaIoKHUIL B rapeMme — besnas (be-
sas Jlyna) u UepHnas (Yrosek B orHe), [Tonnas (ITosnas Jlyna) u Toukas (Patickas
I'ypust), 3narokyapasi (Connne Iusa) u YepHokyapasa (3eHuna Oka) 6oprores 3a
BHUMAaHUE MpeKpacHoro oHomu Ay b AManu. OHU COCTA3AIOTCS B UBSAIIHBIX,
I10-BOCTOYHOMY IIBETHCTBIX PeUax, IeHUH U TaHIIaX, — C TeM, UTOOBI FOHOIIIA BHIOpAJT

23 Xponuka // O6o3peHue TeaTpoB. N2 653. 04.02.1909. C. 8. B «Jleromucu...» M. K. fIpor-
KO HOMep 0003HAUeH KaK « MUMHYeCcKas Apamar.

24 CorstacHO KoMMeHTapusaM Osbru AsekcanIpoBHBI KpaeBoil K my6GIMKanyy BOCIIOMUHAHUH
XO0JIMCKOH, «CKa3Ka BXOAUT B IUKJI ThICAYN U OJJHOM HOYH, B PyCCKOM IIepeBo/ie Ha3bIBAETCS
“Paccka3 o mecTu HeBOJIBHUIAX <...> EBpenHOB moJib30Basics (ppaHIy3CKUM IIeCTHA/IIATH-
ToMHBIM u3anueM: Mardrus J.-Ch. Le livre des mille nuits et une nuit / Ed. de la Revue blanche
puis Fasquille, 1899—1903» [20, c. 130]. B o6mmpHOM 1 pazHOOOpa3HOM TBOpuecTBe EBpen-
HOBa My3bIKa UTpaJia JAJIEKO He MOCJIETHIO POJIb. B I0pEBOIOIIMOHHBIN IEPUO/T OH BpeMs
OT BpeMEHU ITHCaJl My3bIKY K CIIEHUYECKIM MUHHATIOpaM; B UX YucJIe onepa-napoaus «Ciaz-
KUU IUPOT» U My3bIKaJIbHAsI KoMenus « bersasi» (HoTHbIe MaTtepuastbl XpaHsaTes B [I[TM ume-
Hu baxpymmnHa). ITogpobuee o EBpenHOoBe-KOMIO3UTOPE CM.: [22, ¢. 38—49; 23, c. 122—-139].
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13 HUX IIpeKkpacHeiiyto. Takas ¢abysa 3axirogasa B cede CKPhITYIO JUBEPTUCMEHT-
HOCTb, KOTOpas MOKa3aJ1ach PEKUCCEPY YMECTHOU B CHJTy BHEACTETUUECKUX IIPUYMH,
ITOCKOJIbKY XO0JIMCKasi ObLIa, C €r0 TOYKHU 3pEeHUs], IPUBEPKEHA TUBEPTUCMEHTY.
OCHOBHOMU JipaMaTypruueckuil mpueM, KOTOPbIM BOCIIOJIb30Basicd EBpenHOB,
3aKJIIOYUAJICA B OIIPeleJIEHHOU JINCTAaHIIMPOBAHHOCTH JEUCTBUS OT CJIOBA. B MHCIIeHN-
POBKY ObLI BBefleH paccka3duuk (CKa30UHUK), OMATh-TaKU IIO-BOCTOYHOMY HECIIEII-
HO M3JIaraBIIUN UCTOPHIO U HATIPSIMYIO OOpaIaBIIUiCA K 3pUTEISAM; ciieHorpadu-
YyecKUd OH ObLI U30JIMPOBAaH OT cobCcTBEeHHO AeicTBusa (Maatocmpayua 2). Ilo mepe
TOr0, Kak CKa304YHUK pacCKa3bIBaJl, IEPCOHAXKU IIbeChl WJJIFOCTPUPOBAJIN €T0 CJIO-
Ba: «Bce melicTByIONIME JINIA, — HECKOJIBKO pa3 oTMedaeT EBpenHOB B peMapKax, —
BeZIyT cebs1 COIJIACHO CJI0BAM pacCKa3unKa»=o.
Takum 06pa3om, peds 1a 00 HLTIOCTPUPOBAHUH CJI0OBA CPEJICTBAMU TeATPaJIb-
HOTO JIeUCTBUSA. TOT MpUeM ObLI paciieHeH KyreseMm Kak HOBaTOPCKUM, HO, K COKa-
JIEHUI0, KpUTHKA HOBAalUU HE 3aMeTuJIa:
Bot H. H. EBpennoB nncuenuposas ckasky llaxpasaznsl «O mectu KpacaBu-
[ax, He IIOXO0XKUX ZIpyT Ha Jipyra», — nuumer Kyreiab B cBOUX «3amMeTKax», — Il
yTel] B oOpas3e apabCKOro pacckazunka YUTaeT IOBeCTBOBAHNE, B TO BpeMsI KakK €3a-
JIU pa3bITpbIBaeTCA CKaska. <...> A BeJlb s HU CJIOBA HUTJIE HE IIPOYesI O TOM, UTO
ombIT I'. EBpenHOBa OpUruHasieH, CJIOBHO JJaBHO BCE TeaTPhl TaK JIe1aloT, U BCE 3TO

cTapo, Kak M300peTeHre KHUTOeYaTaH s U KUTaicKon Tymm>®,

«CKa3Ky o 11ecTd KpacaBullax», pa3yMeeTcs, HeJib35 6€30rOBOPOYHO HA3BATh
nmaHToMumMoi. OJIHaKO B 3TOM CBOe0Opa3HOM KabapeTHOM CUHTe3€ IBUKEeHUE Urpa-
JIO HEMAJTYIO POJIb, a CJI0BO, HA0060POT, OBLII0 HECKOJIBKO OCIAa0JIEHO M OTYACTU BbI-
BE/IEHO 32 PAMKH TeaTPaJIbHOTO JlelicTBUs. Ecjinm opueHTHpOBaThCsA Ha JTUOPETTO
WHCIIEeHUPOBKU, XpaHsIeica B poH/ie IpamaTuueckoil ieH3ypbl CaukT-IleTepbypr-
CKOU TeaTpajibHOU OUOJIMOTEKH, TO IPUXOJIUTCA TPU3HATD, YTO COOCTBEHHO MUMU-
YyecKas 4acTh CIEKTaKJsd pa3paboTaHa AOCTATOYHO IMOJIPOOHO, XOTS U HECKOJIbKO,
Ha MOU B3IJIAZ, HAUBHO>.

25 (0 mecTH KpacaBuUIlaX, He IIOXOXKHMX JApyr Ha Jpyra. Ckaska Marommaza 9ibp baccpu
B nHcuenupoBke H. EBpennosa. OPuPK CII6I'TB. Mamunonucs. C. 3.

26 Homo Novus [Kyresnsb A. P.]. 3amertku // Teatp u uckycerso. 1910. N2 42. C. 786.

27 BipoueM, He UCKJIIOUEeHO, YTO TO00HBIN «HauB» ObLII CO3HATEIBHOU Xy/103KECTBEHHOH 3a-
Jlauell perkuccepa, CTPeMHUBIIErocs CTUIN30BaTh YCJIOBHYIO BOCTOUHYIO IIJIACTHKY.
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Hanroempayus 2. Ckaska o 1IeCTH KpacaBUIIaX, He MOX0KUX APYT Ha Jpyra.
Cka304HUK (B IpaBOM HUXKHEM yTi1y) — JleB AsiekcanipoBud ®PeHUH
(Teatp u uckyccrBo. 1910. N2 41. C. 761)

Bot kak, HarpuMep, BBICTYIIA€T CO CBOMM JIMBEPTUCMEHTHBIM HOMepoM Yep-
HBIN YTOJIEK:

Uepnas [obpamasce k cBoelt conmeprurle besoit Jlyne. — H.E.]. (croorcus
PYKu, nooHocum ux x Auyy). 3Haelrb JIK Thl, O, HEBEXKEeCTBEHHas1, TO MecTo Ko-
paHa, rje AJiax KJIsSHeTCs MpaKoM HOYU U cBeToM AHs?.. Tak BoT (wae eneped
U pyxu eneped), B TOU KJIATBE OH YIIOMSHYJI CHaYaja HOUb, a IIOTOM Yy3Ke JIEHb.
N Annax He mocTymui ObI Tak (npumsausaem pyxy K naeuy), ecyiv ObI IEPBEH-
CTBO JHs eMy ObLIO oposke. 1 korja ke (pyku eneped) cobupaioTest APy3bsi, Kak
He Houblo. U komy (dee pyxu y auua, HaKA0HAACL éneped) 00s13aHbI BIIOOJIEH-
HbIEe 3a COKPBITHE X JIACK, KaK He HOuH Ji06e3Hoi! 28

Eme 60J1ee eranbHO pazpaboTaH « MOHOIOT» [loTHOM:

[Tonuas. CimaBa Aynaxy (pyku 3a 202108y, caadocmpacmHo), HaYUHUBIIIE-
My MOIO KOy JKHPOM, OT KOTOPOTO BOJIM3HW U Bl MAXHET POCHBIM JIaIaHOM,

28 O mecT KpacaBHIax, He IOXOKUX APyT Ha zpyra. C. 6.
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U He OTKa3aBIIEMY MHE B BUJIE€ OIOPHI (npasas pyka onyckaemes HanpsiceHHo)
B JIOCTATOYHOM KOJIMYECTBE MYCKYJIOB, YTOOBI B C/ydae HaJIOOHOCTH s1 MOTJIA /IaTh
Bpary Takoi (noxasvieaem) ymap KyJaKOM, KOTOPBIN cpasy (PyKu ebipasumensHo
onycKkaromes) peBpaTuiI Obl €ro B MapMeiaz u3 aiBbl. (Bce cmeromes. Pyka I[Toawot
eneped). He cmeiitech. Myzperpl cka3aid, YTO PafioCTh KU3HU COCTOUT U3 TPEX
Belel (3azubaem naavubl): BKyIIaTh MsSICO, OOHUMATD MsICO U CJIUBATHCS C MSCOM.
Cam Aynax (pyxu eéeepx) B CBOeH KHUTe 0/I00psIeT KUP, KOT/Ia BEJIUT IPUHOCUTH
B JKEPTBY (PYKU 8HU3) KUPHBIX 0APAHOB, KUPHBIX ATHAT U (PYKU 8 60K) JKUPHBIX
tesisat. (Ckpecmue pyxu, 20108y 88epx, 3a0opHo) CIbIXast Ji KTO-HUOYIb, YTOOBI
y MACHMKA ITOTPe6oBasIu TOIIEero Maca?>?

Ecnu cynuThb 10 OT3bIBaM B IIpecce, TO 3TOT JeTaJIbHO pa3paboTaHHBIN MUMU-
YeCKUU A3bIK TOXKE He MPUBJIEK K ceOe BHUMAaHM . YTOMUHAIU UCIIOJTHUTEJISA POJIN
pacckasunka («...BeJHKoJyIenHa ¢urypa ckazounuka ®ennnHa»3°), crenorpaduio
(«...BBIZIEP’KAHBI U KPACOUYHBI OPUTHHAIBHBIE KOCTIOMBI»3!, «...XOpOIIN JeKOopa-
UK »3%) 1 MEJTBKOM aKTEPCKYIO UTPY, KOTOpasi «HeAypHa», a Takxke «T-3Ky batop-
CKYI0, IIPEKPaCHO HUCIOJIHUBIITYIO PoJib besoi kpacaBuIlbl, U T-3Ky AOpaMsiH, MHJIO
creBiyio pomance»33. O6o3peBaressb «IlerepOyprecKoro JUCTKa» OTMETHII KpacH-
BYIO TTocTaHOBKY. O My3biKe ke EBpernHOBa — HU cj10Ba. MOKHO MPEATIOJIOKUTD,
YTO OHA He IMPUBJIEKJIA K cebe BHUMaHUs BBUAY CBOEH MPUKJIATHON PYHKINU WU
He OUeHb BBICOKOTO KauecTBa. OJIHAKO MPOBEPUTH TaKOe MPEAIOJJIOKEHNUE Ha Cce-
TOAHAIITHUYN IeHb HEBO3MOXKHO: KJIaBUP (MJIM MAPTUTYPY), €3KeJIN TaKOBBIE CyIIle-
CTBOBAJIH, ITOKA OOHAPYKUTh HE Y aI0Ch.

OTKPBITBIM OCTaETCS BOIIPOC U 00 00111ei OlleHKe NHCIIEHUPOBKY COBPEMEHHM-
kaMmu. «IleTepOyprckuil JIMCTOK» KPaTKO KOHCTAaTUPYeET, UTO moatudyeckas «Ckaska
0 IIIECTH KpacaBHUIlax» umeJa ycmexsd, Perensent «Teatpa u ciopTa», yKPbIBIITHHACS
ozt riceBgoHNMOM «Crapbiii Bopobeii», Takux cBeileHUH He IIPUBOIUT, HO, 110 €TO
MHEHHI0, HECMOTPS Ha KPACOYHYI0 clieHOrpaduio U HeAYPHYIO UTPY, ITbece HEA0CTa-
€T BBICOKOTO XYZ[0KECTBEHHOTO YPOBHS U 1€JTbHOCTHU:

29 Tam xke. C. 7.

30 Crapbiii BopobGeii // Teatp u cioptT. 1910. 3 okTsA0psi. [{ut. mo: fAponkas M. K. Jletomuch
teaTpa «Kpusoe 3epkaso». C. 90.

3t TaMm xe.

32 [IeTepOyprcKUE JIMCTOK. 1910. 2 oKT. N2 270. [Tut. mo: fAponkas M. K. Jletonuch Teatpa
«Kpusoe 3epkasno». C. 91.

33 Tam xe.

34 TaMm xe.
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...dT0OBI Takas >KMBasA KapTUHA 3axBaTblBajia, — MHIIET OH, — Tpedyet[csl,
YTOOBI KOK/BIN 2JIEMEHT HCKYCCTBA: TaHell, IeHUe, JIeKJIaMaliis, HaKOHeIl, caMmast
«KpacoTa» ObLIH Ha BbICOTe 001el 3aaun. C BHEITHEN CTOPOHBI HE JaHO WUJLITIO-
3UH BOCTOYHOM KPACOTHI, TJI€ BCE IIOCTPOEHO HA BOCTOUHOU HETe U IVIACTHUKE COCTSI-
3AK0LIUXCS [IEPE] CBOMM MTOBEJIUTEIEM PANCKUX IypUiis®,

Pe3rome

«CkasKka o mecTyd KpacaBHIlax» IIPOKUIA He CIIUIITKOM JOJTYIO CIIEeHUYECKYIO
>KU3HDb U He ObLIa 110 JOCTOMHCTBY OIleHeHa HU KPUTHUKaMU, HU, BEPOSITHO, ITyOJIU-
koi. OHAKO JJIsT cCaMOTO TeaTpa 3TO ObLI Ba)KHBIM IIaTr Ha IMyTH K JpaMaTUIeCKOH
nmantomuMe. OctabieHre JINTePpaTyPHOTO CJI0BAa M BHIBOJI €T0 32 TPAHUIIBI TeaTpasIb-
HOTO JIEUCTBUS, JIeTalbHasA MPOpaboTKa IJIACTUYECKOTO CIOJKeTa, MpeIHa3HaYeHe
CIIEKTAKJISA JIJIA UCIIOJTHEHHS UMEHHO paMaTUUYECKUMU aKTepaMy — BCE OCHOBHBIE
IYHKTHI TEOPETUYECKON MporpaMMbl Kyressi peajsn3oBajich B 3TOU ITOCTAHOBKE.
OcTaBasoCh JIUIITH TOJTHOCTHIO OTKA3aThCSA OT CJIOBA U IPUBJIEYb « MACOUHBIH CIOJKET»
¢ TeM, 9YTOOBI TOJTHOCTHIO OTBETUTH Ha 3aIIPOChl BpeMeHU. Takass maHTOMHMA IT0sIBH-
Jlach B penepryape « KpuBoro 3epkajia» B 1911 Togly — «0e3MOJIBHBIN IILJISTEP», IO
BeIpakeHuIo IllepbakoBa, — «UeTbIpe MmepTBeria ObAMETThI».
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AnHoOTanuAa. CraTbs NOCBAILIEHA NTAMATH OHOTO U3 BeAyIINX OTEUeCTBEHHBIX
ucciaenonBaresneir TBopuectBa IllocrakoBuua Tamapsr HukosaeBusl JIeBoii.
Obpaiasch K KaHPY «JABOHHOTO IMOPTpPETa», IIUPOKO MPEACTaBJIEHHOMY B €€
TPyZaxX, aBTOp NpeAIpUHHMAaeT IOINBITKY BBIABUTH Napasljieid U IlepecedeHus
B TBOPYECKHX cyZb0Oax AByx kiaccukoB XX Beka — Jlmutpusa IllocrakoBudya
u AspOana bepra. B 1mepByio ouepeap MPOCTEKUBAIOTCA W YTOUHSIOTCS
ouorpadmyeckre (GakThl, CBA3aHHBIE C JIEHUHTPAJCKON MpeMbepou «Bormeka»,
Ha koropod mobObiBasm IllocTakoBUY, a TakKe OMpeesseTcsl €ee BIIUSHUE

© Bexkcnep 10. C., 2026
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He TOJIBKO Ha omepHbIN cTuib IllocTakoBUYa, HO U HA peEHENnuio o0enx ero
omep. Kpome TOrO, MOKyMeEHTUpPYeTCS 3aUHTEpPECOBAHHOe OTHOIIleHHe bepra
K IlepBoii cumdonnu IlocrakoBuua. U3 psAga Xya0:KeCTBEHHO-TUIIOJIOTUIECKUX
napaJiiesieii uzbuparoTcs Haubosiee moka3aTeIbHbIE: PeHOMEH ITPOIeCCYyaTbHOCTH,
OIIpe/IETUBIINN IPUYACTHOCTh TOTO U APYTOTO KOMIIO3UTOPA K 9HEPreTU3My KakK
apXeTUIly MY3bIKQJIbHOTO MBIIJIEHUS 1920-X T0/IOB, U MPHUCTPACTHE K 30IOBY
SI3BIKY M CKPBITON MpOTpaMme, YTO HAXOAUT CBOe BhIpA)KEHHE B MCIIOJIb30BAHUU
MYy3BIKQJIBHBIX MOHOTpaMM (IIpocyiexuBaercs ux (GHOPMHPOBAHHE HAa OCHOBE
nozamnucu). M30paHHBIN paKypc II03BOJIsIET OTUYETIMBO YBHUAETH HE TOJIBKO
CXOZIHBIE aCIIEKThl TBOPUYECTBA, HO U BBIABUTH HPUHUIUIHNAIbHBIE PA3JIUUMA.
OcHOBaHHOE Ha JIMHEAPHBIX 3aKOHOMEPHOCTSX pa3BepThIBAaHUE TeMaTU3Ma
y Bepra coxpaHsieT cBsI3b C IPUHITUIIAMH IIIEHOEPTOBCKOMN « MY3bIKAJIbHOM! ITPO3BI».
Ero TaiftHas mporpaMma HOCHUT CyTy0O NMPHUBATHBIA XapakKTep, a MOHOTPAMMBbI He
00J1a1a10T UHTOHAIIMOHHON CHENU(UUHOCThIO U HE PAacCYHUTAHbI HA y3HABaHUE.
«TemaTrueckn KOHIIEHTPHUPOBAaHHOe pasBepTbiBaHHe» y IllocTakoBuua CBA3aHO
¢ He00apOYHOH JIMHEAPHOCTHI0. Ero 93010B A3BIK BOCIPUHUMAJICA CIIyIIATEIISIMHI
KakK «3alngpoBaHHOE MTOCJIaHNEe COBpeMeHHUKaM», a MoHorpamma DSCH crasna
WHTOHAIIMOHHOU 53M0OJieMoit My3bIkH [IlocTakoBmya.

Kiarouesnslie cioBa: [[mutpuii [Imutpuesuu [llocrakoBuy, Ass0an bepr,
MIpOLeCCYyaJIbHOCTh, Pa3BE€PThIBAHUE, 330I10B A3BIK, MOHOI'DAMMBI

Joaa murupoBanuna: Bekcaep FO. C. IllocrakoBud u bepr: mapanienn
u nepeceuenusn // CoBpeMeHHble MPOOJIEMbl My3bIKO3HAHUA. 2026. T. 10, NO 1.
C. 75—105. https://doi.org/10.56620/2587-9731-2026-1-075-105
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Schostakovich in Memoriam

Original article

Shostakovich and Berg:
Parallels and intersections

Yulia S. Veksler

Glinka Nizhny Novgorod State Conservatory,
Nizhny Novgorod, Russian Federation,
BMwechsler@mts-nn.ru,
https://orcid.org/0000-0002-2965-9285

Abstract. The article is dedicated to the memory of one of the leading
Russian researchers of Dmitri Shostakovich’s work, Tamara Nikolaevna Levaya.
Turning to the genre of the “double portrait,” widely represented in her works,
the author attempts to identify parallels and intersections in the creative destinies
of two classics of the twentieth century — Dmitri Shostakovich and Alban Berg.
First of all, biographical facts related to the Leningrad premiere of Wozzeck,
which Shostakovich attended, are traced and clarified, and its influence is
determined not only on Shostakovich’s operatic style, but also on the reception
of both his operas. In addition, Berg’s interested attitude to Shostakovich’s
First Symphony is documented. The most indicative ones are selected from
a number of artistic and typological parallels: the phenomenon of processuality,
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which determined the involvement of both composers in energetics as an
archetype of musical thinking in the 1920s, and a passion for Aesopian
language and a hidden program, which finds expression in the use of
musical monograms (their formation is traced on the basis of the signature).
The chosen perspective allows us to clearly see not only similar aspects
of creativity, but also to identify fundamental differences. Based on
linear patterns, the development of thematic material in Berg maintains
a connection with the principles of Schoenberg’s “musical prose.” His secret
program is of a purely private nature, and the monograms do not have
intonational specificity and are not designed for recognition. Shostakovich’s
“thematically concentrated development” is associated with neo-baroque
linearity. His Aesopian language was perceived by listeners as a “coded message
to his contemporaries,” and the DSCH monogram became the intonational
emblem of Shostakovich’s music.

Keywords: Dmitri Shostakovich, Alban Berg, processuality, Fortspinnung,
Aesopian language, monograms

For citation: Veksler, Yu. S. (2026). Shostakovich and Berg: Parallels and
intersections. Contemporary Musicology, 10(1), 75—105.
https://doi.org/10.56620/2587-9731-2026-1-075-105
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BgedeHue

AHBapA 2025 roza yuuia u3 xkus3Hu Tamapa HuxkosaesHa JleBada —
npogeccop Huxxeropoackon KOHCEPBATOPUU, OUH U3 BEAYIIUX HC-

cnemoBaresieil TBopuectsa [I. [llocrakoBuua’. BEIGOp TEMBI CTAaThH,
a Takke ee (pOpMyJIMPOBKA BBI3BAHBI KeJAaHUEM OT/IaTh JIaHb MAMATHU JIOPOTOMY
YUYHUTEIO U KOJLJIETe.

Cpenu u300JIeHHBIX My3bIKOBeTUeckux TeM Tamapbsl HukosiaeBHBI — Tak
Ha3bIBAEMBIN «[BOMHOU MOPTPET»>, TAKUM OBLIO U €€ IIOCJIe/IHEE BBHICTYIIEHHE
Ha temy «IIlIanutke u IlocrakoBuu»3. Ha mepBhIi B3IJIAA, CO3MaHKE ITOLOOHOTO
nBoriHoro noptpera IllocrakoBuya u bepra (Maarocmpayuu 1 1 2) BpAJ JIM BO3-
MO3KHO: 3TUX KOMIIO3UTOPOB, KOTOPblE HEOCIIOPUMO MPUHAAJIEKAT K KJIaCCUKAM
My3bIKH XX BeKa, CJIUIIKOM MHOTOe pasfesseT. VX padbeauHseT MPOCTPAHCTBO
¥ BpeMsd, UX OTJIMYAeT OTHOIIIEHWE K aBaHTapy U COLMAJIbHO-3HAUMMOMY B HUCKYC-
CTBe, HAKOHEIl, HECXO/CTBO UX 00YCJIOBJIEHO MIPUHITUIIUAILHO PA3JIUYHBIM CTaTYy-
coMm kommnosuropa B CCCP u Ha 3anaze: eciu [llocrakoBuu npu BceM ipaMaTu3Me
ero cyb0bI OB 0UIMHUATLHO IIPU3HAHHBIM «HOMEPOM ofauH» B Coto3e, Gurypoi
MOYTH MUDOJIOTU3UPOBAHHOU, HU bepry, Hu Komy-11b60 MHOMY U3 €ero IOoKoJie-
HUSA 3aHATH MIOJIOOHOE TOJIOXKEHNE B CBOEM OTeUecTBe ObLIIO HEBO3MOXKHO. Bpsj
s cpaBHUMO Hacsenue IllocrakoBuya u bepra B KOJIMUYeCTBEHHOM OTHOIIIEHUU:
TBOpueckuil myTh IllocTakoBuua 3aHs 6ojiee MOIyBeKa, ero paboTocnocoOHOCTh
HCKJIIOUNTEbHA, CO3JJaHHOE UM OTPOMHO. bepry ke 6b110 OTIYIIEHO BCETO 50 JIET
’)KU3HU, OH OCTAaBUJI OKOJIO 15 COUMHEHUH.

! Tlocesamennsie I[llocrakoBuuy uccienoBanus T. H. JleBour Bounwn B cObopHuUK [1]. OHa
MPOJIOJI?KaIa 3aHUMATBHCSA STOU TEMOU M B TIOCJIEAYIOIIHE TO/TBI.

2 CM., B YaCTHOCTH, PSIJl MaTEPUAJIOB B KHUTE «/[Ba/{IIaThIN BEK B 3ePKaJI€ PYCCKON My3bIKH »
«PaxmanunoB u IIpokodseB. Henepecekarmuecs MUpbI?» [2, ¢. 255—265]; «[IlocTakoBuY u
Baxtus. IToatuka conporusienusi» [Ibid., c. 206—309]; «[IlocrakoBu4 u [IpokodbeB. ICKU3
nBoriHOTO TIoptpeta» [Ibid., ¢. 310—319]; «CubBectpoB 1 Monaprt. MOTHUB BECTHHUECTBA»
[Ibid., c. 367-374].

3 DTOT JOKJI/T IPO3BYYaJI IBAXK/Ibl: HA Hay4HOU KOHGepeHIuU «AKaJieMruyecKas My3bIKa
B XX BeKe: MeKIy STHKOU M 5CTETHKOW» B paMKax ¢ecTUBAIA UCKYycCTB Hukeropoackoro
TeaTpa omepbl U Oasera «CoBpemeHHass My3sbika: IllocrakoBuu, Meiiepxosnpa, IIIHUTKE»
(Huxnauit HoBroposa, ApceHait, 29 aBrycra 2024 I'.) U B KaueCcTBe OTKPBITON JIEKIINU B paMKax
Bcepoccuiickoro MoJIOZIEKHOTO HAy4IHO-KyJIbTypHOro ¢dopyma «ImHKa — HaBcergal!»
(Huxeropozckas KoHcepBaTopus, 18 HOAOPA 2024 T.).
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Hanrocmpayus 1. Imutpuii [llocrakoBud.
Hcrounmk: https://sung-43.userapi.com/eiubRTqQrblc-gok62cge

MECnIojShoi81iwAw/9iyOERmmttI.jpg

Tem He meHee B TBopueckux cyabOax IllocrakoBuua u bepra Obuin u nepe-
ceueHusd, U napajuieau. QoKycHas TOUKA — JICHUHIPAJZICKasA IIpeMbepa «Boreka»
13 HIOHA 1927 rofat, Ha KOTOPOUM KOMIIO3UTOPHI BCTPETH/INCH JTuuHO. OHa craja
IIpeZIBECThEM IOCIIEAYIONIET0 MUPOBOTO TpuyMda 6eproBCcKoi onephl, a MOJIOOMY
[ITocTakoBUUy gajia UMIIyJIbC K IIOUCKAM COBPEMEHHOI'0 OIIEPHOIO CTUJIA — 4Yepe3
HECKOJIBKO HeJleJIb ITocJle IpeMbepbl Oblia HauaTa paboTa Haj onepout « Hoe».

4Omnepa OpUIa HcHONHEHA B 'oCy/lapCTBEHHOM aKa/IeMHYECKOM TeaTpe Omepsl U bOasera.
Pexxuccep — Cepreii OpHectoBuu Pasjmos, aupmxkep — Biaaumup AsiekcaHIpoBUY
JpaHuIIHuKOB, 3arjiaBHylo mnaprtuio croen Muxamn Bacuibesuu bouapos. Ilepsoe
uccsaesioBaHue Ha 3Ty TeMy lpuHazexut lHHe AnexkceeBHe BapcoBoii. CMm. bapcosa U. A.
«...Hurge nyume He mpuHsiim Moero “Borneka”, yuem B JleHuHrpaze» // MysbikasabHast
akagemus. 1998. N2 3—4. Ku. 1. C. 141-144.
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Hanrocmpayus 2. Anipban bepr 3a miucbMeHHBIM CTOJIOM (1930).
Hcrounuk: Deutscher Photo-Dienst, MAN, 1930 // Ender D. Alban Berg im Bild.
Fotografien und Darstellungen 1887—-1935. Wien: Bohlau Verlag, 2023. S. 166

Jlenunepadckas npemvepa «Bouuexa» u ee 06epmoHvl

o «Bomueka» IlocrakoBud My3blkM bepra He 3Has, OHa He HCIIOJHAIACH
B CoBetrckout Poccuu. ms bepra orcyrcTBoBasio 1 Ha aduiiax KaMepHbIX KOHIEP-
ToB ACM, rze cpenu mpouux 3Bydayiu counHeHus II1éubepra, baproka, XunaeMu-
ta U KileHeka® — uMeHHO OHM, Kak muieT I[I[locTakoBUY B « AHKETe IO IICHXO0JI0-
T'UU TBOPYECKOTO ITPOIecca», CTaJIu 00BEKTOM €ro MPUCTATILHOTO U3YUEeHHUS C OCEHU
1026 roj/ia U ABUJIMCh TOJUYKOM K «PACKPENOIIEHUI0» MY3bIKAJIbHOTO CO3HAHMUA.
Crycrst To K HUM nipubaBuiicsa bepr. B aHkeTe OH Ha3BaH B YUCJIE€ U3JTIO0JIEHHBIX

KOMIIO3UTOPOB, «BoIek» — cpeau U3 iro01eHHbIX counHeHui®.

5 [lompo6GHee 0 mporpaMMax KOHIIEPTOB COBPDEMEHHOW MYy3BIKH CM. B BOCIIOMUHAHUSAX
Muxauna CemenoBuua /Ipyckuna: JIpyckun M. C. MccnenoBanus. Bocnomunauus. JI.; M.:
CoBeTckuii KOMIIO3UTOP, 1977. C. 191—212.
¢ Imutpuii [llocTakoBUY B TcbMax U lokyMeHTax = Dmitri Shostakovich through his letters
and documents / pen.-coct. 1. A. Bo6sikuHa. M.: T'oc. 1[eHTp. My3eld My3bIK. KyJIbTYPbHI
uM. M. U. I'nuaku: AHTHKBa, 2000. C. 475.
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Omnepa bepra Hemosro mpojep:kajach B penepryape: B TE€4eHUE /IBYX JIET ee
VICTIOJTHIJIY JIUIIB 7 pas’. [IlocTakoBUY He HPOIYCTH/I HU OJJHOTO U3 HUXS.

Ha cnenyiomuii 1eHb mOcCie TPEMbEDPHI, 14 UIOHSA, B IPOCTOPHON KBapTUPE
IOpus [llanopuHa cocrosiyicsa 6aHKeT, HA KOTOpoM uieHbl ACM 4yecTBOBa/Id aBTO-
pa «Boreka». [IloctakoBuY ObLI cpeiu MPUCYTCTBOBABIIUX. B « CBUIETETHCTBE »
[lTocrakoBuua-BosikoBa yntaem: «f cuaes U He TOBOPWJI HU CJIOBA, OTYACTU MOTO-
My YTO OBLJI MOJIOJI, a TJIaBHBIM 00pa3oM — IOTOMY, YTO MOU HEMEIKUU He OUeHb
Xopor»?,

BosiHeHue 1 ckoBaHHOCTH BhIZlaeT U noAanuch [lloctakoBruua Ha pop3arie mo-
napenHoro bepry xxypHana «HoBasa mysbika» (Maarocmpauyuu 3.1. u 3.2.). OH cy-
MeJI HalluCaTh CBOI (paMUJINIO MO-HEMEIKHU JIMIIb CO BTOPOU MONBITKU. [lepBhIit
Hey/IaYHBbIN BapUAHT 3a4ePKHYT (IIPOIYIIEH CJIOT «Ta»). XOTs C IOHBIX JIET OH pa-
OoTasr HaJT CBOeW MOAIHCHIO (CM. 00 3TOM jajiee), ITO-HEMENKHU ITHUCATh €My IOKa
ele HempuBHIYHO. /[06aBUM, YTO BIIOCJIE/[CTBUM MMEHHO HEMEIIKOE HAIlFCAaHUe
(paMmIm KOMIIO3UTOPA JI2KET B OCHOBY ero MoHorpammsl DSCH.

Capimian sim Bepr my3siky IllocrakoBuua Ha 3TON BceTpeue? J[OKyMEHTOB,
IIO/ITBEPKAAIOIINX 3TO, HET. B oHOM u3 nHTEpBbIO bepr, He Ha3pIBasg UMEH, IO-
BOPHUT O TOM, YTO MUMeJI BO3MOXKHOCTDh II0O3HAKOMUTBHCA C TBOPUYECTBOM KOMIIO3M-
TOPCKOUM MOJIOJIEXKU ¥ OHO IMOPA3UJI0 €r0 «pa3HOOOpa3weM CTUJIEH, TBOPUYECKUX
duznoHomuit u saxke xkaHpoB» [3, c. 58]. He uckiI049eHO, UYTO CpEeAU MOJIOJIBIX
KOMIIO3UTOPOB, UrpaBmux bepry, 6putr u IllocTakoBu4Y: paHee HA TAKOM ke OaH-
KeTe OH JIEeMOHCTPHUPOBAJI CBOU COYMHEHM BIIEPBble IIPUEXaBIIEMY Ha racTpOJIU
B CoBerckyio Poccuto Ceprero ITpokodbeBy'C.

7 CoryiacHO aHOHCaM B JKypHasie «Pabounii 1 TeaTp», IOCJIe MPEMbEPHI COCTOSJIOCH IIECTh
criekTaksiel (8 u 14 oKTs0ps1, 19 HOSIOps 1927, 3 AHBAps, 19 THBaps, 29 MapTa 1928 r.). OxHaKO
B muchbMe aupeknuu JleHuHrpaackux 'ocreatpos Universal Edition ot 9.1928 (IITAJIU,
. 260, om. 1, ef1. Xp. 731, JI. 64) YKa3aHO JIUIIb IATH CIIEKTaKJIEeH.

8 Tak B «CBuzeresberBe», M. Volkov S. (ed.) Testimony: the memoirs of Dmitri Shostakovich.
New York: Harper & Row, 1979. P. 43. Ciieiyet npusHaTh, UYTO B HAYYHOM COOOIIECTBE Tpe-
00J1a/1aeT KPUTUUECKOE OTHOIIIEHUE K 9TOMY UCTOYHUKY, UTO HE ITO3BOJISIET JIOBEPSTH BCEMY
CKa3aHHOMY B HEM.

9 Volkov S. (ed.) Testimony: the memoirs of Dmitri Shostakovich. P. 45.

10 T[Tpokodres C. C. [THeBHUK 1907—1933. [Tapuk: sprkfv, 2002. T. 2. C. 521.
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L el

Hanmocmpauua 3.2.
Ilopnucek IlocTakoBuua
Ha dop3satie coopHrka « HoBast My3bika»
Brim. 4. 1927 ¢ aBrorpadamu wieHoB ACM.

HcToyHUK:

ONB Musiksammlung. Fond 21 Berg 3158

ITocsie orbesna us Poc-
cun bepr HekoTOopoe Bpems
repenuchiBaercsa ¢ boprucom
AcadpeBbIM, U TOT HE YIIy-
CKaeT BO3MOKHOCTH HAIIOM-
HUTH O BocxullleHuu beprom
MoOJIo/IeKH. Tak, CIyCcTs Tof,
Iocjie MpeMbephbl, B HIOHE
1928-r0, AcadbeB cooOIIIaeT:
«“Boriex” OTKpBLI HOBBIT
MUP HAIIUM JIYYIIUM MOJIO-
nbpIM  komrmosuTopam (I1o-
CTaKOBUYY, KOTOPBIN HAIlHU-
caj1 xoporiyo onepy — “Hoc”,
1o 'orosro, — u ITomosy)» .

Bepr, 663YCJ'IOBHO, 3allIOMHMWJI UMA ]_HOCTaKOBI/I‘-Ia, TeM 0o0Jiee YTO B TOM JKe

197.06.1928, ONB MS F 21 Berg 513/2.

1928 rozry OH CTaJI CBUJIETEJIEM ycIleXa MOJIOZOr0 KOMIIO3UTOpa Ha 3amajie. 27 HOoA-
Ops1 OH IIPUCYTCTBOBAJI HA BEHCKOH mpeMbepe ero I[lepBoii cuM¢OHUM 107 PyKOBO/-
crBoM PoGepra Xerepa'?. OT3bIB 00 5TOM COOBITHH COAEPIKHUTCA B IUChbMe AcadbeBy
Abpama HcaakoBuya J[3MMUTPOBCKOTO, IJIaBbl pycckoro otaena Universal Edition:
«...mpodeccopa Xerepa BbI3bIBAIN IIECTh pa3, UYTO /il BeHBI ABJIAETCA PEAKOCTHIO.
<...> CuM@oHMA eMy TaK IOHPABUJIACH, UTO OH BKJIIDUWJI €€ BO BCE CBOU I'aCTPOJIbHBIE
BBICTYIUIEHH» '3, Bepr e Ha o6opore muchMa J[3UMUTPOBCKOTO C/IEJIa IIPUIIUCKY
st [IocrakoBuya u Jiuis camoro AcadreBa. B cumdbonnu emy 60s1ee Bcero oHpaBU-
Jlach IepBasi 4acTh, KOTOPYIO OH HA3bIBAET «U3YMHUTEIBHON» [“famos”]: «OHa 3ByuuT
IIOMCTHHE BEJIUKOJIEITHO» 4,

12 JIeronuch xu3Hu U TBopuectBa lllocrakoBuya: B 5 T. / oTB. pex. JI. Munep. M.: DSCH,

2016—. T. 1: 1903—1930. C. 358.

3 [ITmcormo A. Bepra u A. JIsumutposckoro b. B. Acadwesy u /1. /1. lllocrakoBudy ot 29.11.1928.
[Mut. mo: Marepuanel k 6uorpadpuu b. AcadpeBa / cOCT., BCTYIUT. CTaTbsd U KOMMEHT.
A. H. KprokoBa. M.: My3bika, 1981. C. 141 (cHocka 13). CM. Takke JIeTonuch JKU3HU U TBOP-
yectBa [IlocrakoBuua: B 5 T. / oTB. pea. JI. Muuiep. M.: DSCH, 2016. T. 1: 1903—1930. C. 359.
4 Marepuastsl k 6uorpaduu b. AcadreBa / cocT., BCTyHT. cTaTha 1 KomMeHT. A. H. Kproko-

Ba. M.: My3sika, 1981. C. 141.
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Bepr, kak n3BecTHO, OBLJI MAacCTEPOM IHCATh OJyiarokeyaTeIbHbIE U 000APSIO-
II[1e OT3BIBBI, 32 KOTOPHIMH HE CPa3y MOKHO ObLJIO TIOHATh €r0 UCTUHHOE OTHOIIIE-
Hue. Ho 371ech, Kak MHe IIpeJCTaBJIsAETCA, OH JIEMOHCTPUPYET UCKPEHHUU UHTEPEC
K My3bike [IlocrakoBruya. bepr u cam B TO BpeMs He OCTaBJIsAJI MBICJIU O HAITUCAHUU
cuMpOHUH U MPUCMATPUBAJICA K UyKUM COUMHEHHUSIM B 5TOM KaHpe. He ciyuaii-
HO OH Oepert /11 mpocMoTpa naptutypy CumdboHuu. 12 ekabps B muchbMe BeHcko-
my Universal Edition ymoMHUHAaeTCs O ee BO3BPAIEHUHU'® — BMeCTe ¢ MaTepraIaMu
o «Ckapiarruane» Anbdpeno Kasesuts'©, npudyeMm «CkapsaTThaHa» UPOHUYECKU
HazBaHa «Kamaddaruana» (Bacwnuii ITaBmoBuu Kanmadaru, mpodeccop Ilerep-
Oyprckou KOHCEPBATOPUHU, BEPOSITHO, ObLI /111 bepra BomioneHneM KOHCEpBaTU3-
Ma) (Maarocmpauus 4).

Beprosckasa nmoxsasa, kak u3BecTHO, 710 IllocrakoBuua He ponwia. Bzaumo-
oTHOIIIeHUsI ¢ AcadbeBbIM OBLIN CJIOKHBIMH, U 3TO OT/AEJIbHBIN CIOKET, y:Ke He
pa3 ommcaHHBIN My3bIKOBeZamu'’. Tem He MeHee Bepr zaHuMaer Nmpo4yHOe Me-
CTO B IyXOBHOM MUPE MOJIOZIOTO KOMIIO3UTOPa U COXPaHAEeT ero /10 KOHIA KU3HU
— B YACTHOCTH, 3TO NMOATBEP:KAAT cjoBa Makcuma IllocrakoBuua B UHTEPBBIO

1982 roza: «“Boreka”[sic!] orer Beerna oueHb Jrro6mi» 18,

15 B 6ubsinoteke bepra — HACKOJIBKO MOKHO CyZIUTh 110 HHGOPMAIUH, pa3MeleHHOH Ha caiiTe
donpa Anpbana bepra (Bena) — Hotsl counnenutii [llocrakoBuya otcyTceTByIoT. CM. Alban Berg
Stiftung: [website]. URL: https://www.absw.at/bibliothekseintrag.php?content=database
(mara obparmenus: 16.12.2025). [TogpobHee 0 BEeHCKOM OHOIMOTEKE KOMIIO3UTOPA U ITPOIECCEe
ee OIU(POBKYU CM. B Halllel cTaTbe [4].

16 «CkapsaTTuaHa» op. 44, AuBepTUcCMeHT Ha My3bIKy [I. Ckapsiarrtu jja GopTennaHo
U MaJioro opkectpa (1926).

70 caoxsbix otHouleHuaAx IllocrakoBuua m AcadreBa cMm. ouepk H. A. Bparunckoii:
Bparunckas H. A. AcadoeB // IllocrakoBuu B JIeHUHIpaZiICKO KOHCEPBATOPUU: B 3 T. /
aBT. mipoekTa u cocT. JI. KoBrankas. CII16.: Kommosurop, 2013. T. 2. 1919—1930. C. 75—-82.
ITokazaTenpHO, yTo MMeHHO [lepBas cuM@oOHUA OKa3ajaach CBOErO poja «UHAUKATOPOM»
HUX PACXOK/IeHUs BCKOpe I0CJIe YCTAaHOBJIEHHUA JIPY’KECKUX JI0BEPUTEJIbHBIX OTHOIIEHUMH.
AcadbeB, 0700pUTESIBHO OTO3BAaBIIMICA O COYMHEHUH MOJIOJIOTO KOMIIO3UTOPA,
IIPOUTHOPHUPOBAJI €ro TpUyMdaabHyI0 IIpeMbepy 12 Mas 1926 rofa, a «C OIpeJieJIeHHOTO
MOMeEHTa», Kak orMeuaeT H. A. bparusnckas, «AcadbeB B ero riiazax oJUIETBOPSET Ty YaCTh
JIEHUHTPAJICKOTO “My3BIKJIBHOTO MUpA”~, B “MyTHYIO BO/Iy KOTOPOTO KOMIIO3UTOp, IO €Tr0
cOOCTBEHHBIM CJIOBaM, BBIHYK/IeH OKyHaTbcsA». Tam xke. C. 77.

8 Makcum IIlocrakoBud o cBoeM otie. IHTepBbIo AJslekcaH/ipa AbpamoBa // Bpemsa u MbI.
1982. N2 69. C. 175.
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Hamoempauus 4. IIucemo A. Bepra O. Xaiincxaiimepy, 12.12.1928 (pparment'?).
Hcrounuk: Wienbibliothek im Rathaus, Briefwechsel Alban Bergs
mit der Universal Edition. N© 152

«Boriek» He TOJILKO BO3JEHCTBYET Ha XyZoxKecTBeHHOe co3HaHue Illocra-
KOBHWYa, II0 CYyTH, OH OIIPeJlesisieT U PELENIIUI0 er0 OIIEPHBIX coOunHeHul. Kputuku
He pa3 CpaBHUBAIU HUX. Pemarmomum ctajo MHeHHe 6yim3koro spyra IllocrakoBuda
MBana MBanoBuya CosuiepTHHCKOTO. IMEHHO OH 3asBHJI O TOM, 4TO «0e3 “Borire-
ka” He ObLI0 ObI HU “Hoca”, uu “Jlemu Mak6er MueHcKoro yesaa”»>°, pakruyecku
npuuunciag bepra k gyxosusiMm otiiam IllocrakoBuua. B cepenyue 1930-x IIlocrako-
BUY U bepr y:ke Ha PaBHBIX COCEACTBYIOT B IAHTEOHE BBIJAIOIIMXCA KOMIIO3UTOPOB
COBpeMeHHOCTH. B 1935 roay B HekpoJiore bepry, omybJIMKOBAaHHOM B BEHCKOI rase-
te Der Wiener Tag, «Boliiek» Ha3BaH B OJHOM Py ¢ «DJIEKTPoii», «Ilemeacom»,
«Enydoi» u «Jlegqu Mak6er»>,

9 «IIpunaraio: craTpio Kasessibl ¢ mepeBosiom

4 terpaau CKapaTTu

1 maprutypy Kamaddaruana

1 maptutypy IllocrakoBuya (15 mpod. J[3BUMHUTPOBCKOTO)»

20 [Tamsatu Y. V1. CoJlytepTUHCKOTO: BOCTIOMUHAHUSA, MaTepHUAaJIbl, KCCIIEZIOBAHUSA / COCT. U aBT.
koMMeHT. JI. MuxeeBa. 2-e usf., fo1. JI.: CoB. komno3urtop. JIeHUHrp. oTa-Hue, 1978. C. 205.
2 Jletonuch ku3HU U TBopuecTBa IllocrakoBuua: B 5 T. / oTB. peA. JI. Muwuiep. M.: DSCH,
2016. T. 2: 1931-1935 / oTB. pex. JI. Muwuiep; Hayd. pez. O. I'. luronckas. 2023. C. 638.
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K corkaseHuto, 3TOT JUCKYPC 1aJl Opy:KHe B pyku Xysiureseit. Cesasb umeH Illo-
crakoBu4Ya 1 bepra B 1930-€e ro/ibl OKa3ajsach POKOBOM: KOTJja pa3BepHyJIach KamIia-
HUsA npotuB «JIequ Makber», [llocTakoBUYy HEU3MEHHO MTPUIIOMUHAIN «HETaTUB-
HOoe» BiustHHe orepsl Bepra. Ere 3a705r0 10 crathu « CyMOYp BMECTO MY3BIKH»>>
OJIVH U3 KPUTHUKOB YKa3bIBaJl HAa aryOHOe BO3JEUCTBHE 3aIaJHBIX KOMIIO3UTOPOB,
KOTOpbIE «OIpeNeTUIN XapakTep My3bIKaabHOU TexHuku IllocrakoBuua..., HaJIO-
’KUB Ha Hee OTIIeYaTOK CaMOLEeIbHOCTH, 6ECIIOUBEHHOCTH ¥ HUKYEMHOCTH » >3,

T'ocynapcTBeHHass KPUTHKA, ITOCJIE/IOBABIIas B BBIIIIEYTIOMSIHYTON CyZIbOOHOC-
HOI cTaThe B razeTe «[IpaB/ia», KOCBEHHO yZlapyiia | 110 cy/ibOe 6€ProBCKOM MYy3bIKU
B Poccun. Xots B cTtaThe uMs bepra He ymoMHUHAETCsI, OHO BHE COMHEHHUS I0OJIpa3-
yMeBaeTcsi, KOrja pedb UAeT 00 YPOJACTBaX «MeJKOOYp:Kya3HOro “HOBATOPCTBA”»
U «Jlepramoieics, KpUKINBOU, HeBpACTEHUUECKOH My3blKe». CTaThsi HE ITO3BOJIMIA
B IIOJTHOU Mepe OTAaTh JaHb MaMATH aBCTPUHCKOMY KOMIIO3UTOPY, KOTOPBIA CKOH-
yasicsi B BeHe 3a HECKOJIBKO HeJIeJIb 70 €€ BbIXOJla. BbbI OTMEHEH KOHIEPT €ro
mamsaTu B Mockse nofi yripasiienueM ['epmana IllepxeHa, Ha3HaUeHHBIN HA 31 Map-
ta. OJTHAKO MEMOPHAJIbHBINA KOHIIEPT B JIEHUHTPaJie BCe-TaKU COCTOSJICA. 12 U 14
ssHBaps B JleHuHrpazickoul dunapmonuu Buepsbie B CCCP mpo3Byuanu yactu «JIy-
sny-cumdoHumn», auprkuposan Opur ltuapu (em. [5, c. 307]). IllocTakoBud, Mo
BCell BEPOSITHOCTH, ITOCETUJI KOHIIEPT U YCJIBIIIA MY3bIKY BTOPOU O€PTrOBCKOM OI1e-
pbl. Bo BesgkoM ciryyae, o cBoeM HaMepeHUU OH cooOua CoJlyIepTHHCKOMY, /100a-
BUB: «[I0KOHHMK GbUT reHreM. Sl yBepeH, YTO ero OLeHAT PAHO WM ITO3THO» >4,

B pycae anepeemusma

V30paHHBIN B cTaTbhe pakypc 00Os3bIBaeT OOpPaTUTHCA HE TOJIBKO K HCTOPH-
KO-Omorpa¢puuecKuM U PEleNTHBHBIM acleKTaM, HO U MOIBbITAaThCSA BBISABUTH Mapasl-
senin Mexxay beprom m IllocrakoBuueMm B cdepe XyAo:KeCTBEHHO-TUIIOJIOTHYECKOH.
OcTtaBuB 32 paMKaM# BOITPOCHI OIIEPHOTO CTHJISA, OCOOEHHOCTH UCITOJIb30BAHUS ITUTAT

22 PeakiimoOHHasA cTaThs « CyMmOyp BMECTO My3BbIKH», T/le ObljIa ITOBEPTHYTa KPUTHUKE OIlepa
[ITocrakoBuya «Jlequ Makber MiteHCKOTO ye3ma», Oblia omyOJIMKOBaHa B rasete «IIpaBma»
28 sauBaps 1936 roja.

2 Tak B cratbe AJsekcanzpa AngpeeBnya OctpernoBa «O wmy3bike IllocTakoBuua»,
OIyOJTMKOBAaHHOU B JKypHasie «My3bIKaJbHaAsI CaMOZEeATeIbHOCTh» B OKTSIOpe 1934 roja,
uT. 110: Jleromucs xku3au 1 TBOpUecTBa lllocrakoBuya. T. 2: 1931-1935. C. 378—-379.

24 [IuceMo OT 9 ssHBapd 1936 roaa, mut. mo: Illocrakosuy [l. /1. ITucema U. . ComnepTuHCKOMY.
CII6.: KommoswuTop, 2006. C. 184.
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Y QJUTIO3UH, MbI 0OpaTUMCS K JIByM, Ha HAIIl B3TJIs/1, HauboJiee IMoKa3aTeIbHBIM acIlleK-
TaM. 9TO (peHOMEH MPOIECCYaTBHOCTH U ITPpOoOJIeMa 330I10Ba sI3bIKA.

[TporeccyaTbHOCTb UTPaeT BaAXKHYIO POJIb ¥ 000MX KOMIIO3UTOPOB, OIPEEIsis
HX IIPUYACTHOCTD K SHEPTETU3MY KaK apXeTUILY My3bIKJIbHOTO MBIIIJIEHUS 1920-X IT.,
XapaKTEPHOUN 4epPTOM KOTOPOTO sIBJIsieTCsl OTMeUueHHBbIN TaThssHON BiagmMupoBHON
[Taperpasickoil «3HEPTUUHO-CTPYKTYPHBIN AyaTu3M» [6, c. 45]. YTBEpAUBIIIHECS B TO
BpeMs HeoO6apOYHbIe U HEOKJIACCUUECKUE TEH/IEHIIMY BO3BPAIIAIOT K JKU3HU IIPEKHEE,
06axOBCKOe MIOHUMAaHHE MEJIOJIUKH KaK pe3yJibTaTa BHYTPEHHUX YHEPTETUYECKUX CHIL.
3HameHHUTOe HccaenaoBaHre DpHcra Kypra «OCHOBBI JIMHEAPHOTO KOHTPAITYHKTA»
(1917) maske BOIIpeKU HaMEPEHUIO aBTOpa — Kak muiieT o6 atom ['epman JlaHysep —
«JIETUTUMHPYET COBPEMEHHBIN JIMHEAPHBIN KOHTPAIYHKT, KOTOPBIH... CBOOO/THO pas-
BEPTHIBAETCS B IOTPAHUYHOU 00JIACTH MEK/Ty TOHAJTBHOCTBIO Y @TOHAJIBHOCTHIO, TIO/I-
Jlep;KUBaeMbId MOTOPHOHN PUTMUKOU» [7, S. 151].

Opnnaxko y Bepra u [IlocTakoBruYa mpolieccyaabHOCTh peayin3yeTr cebst mo-pas-
HOMY, ITIOCKOJIbKY Pa3HBIM SIBJISIETCS CTHJIb KOMIIO3UTOPOB: aTOHAJIBHBIN U JI0JIeKa-
donHubIll y 3pesioro bepra u TOHAJIBHBIA — HECMOTPSI HA MOJEPHUCTCKUE BIIUSIHUSA
B IOHOCTH U HEKOTOPbIE COIIPUKOCHOBEHUS € Jo7leKadoHNEed B MO3JHEM TBOpUe-
ctBe — y [llocrakoBuua. bepr ocraeTcsi BepeH oIpesieiAaIoneMy s HOBOBEHCKOU
IIIKOJIbI IIPUHIMILY My3bIKaIbHOMI p0o3b122, IIlocTakoBUY ke cKopee oOHapyKuBa-
€T CBsA3b C He0O6apOYHOU MOTOpUKOHN. HO 1y TOTO, M y PYTOr0 pa3BUTHE MEJIOTUKU
He OIpeJleIseTCs TApMOHUYECKUMU TATOTEHUSIMU.

O conpukoCcHOBEeHUH 6EPTOBCKOT'0 TBOPUECTBA C U/IEsIMU SHEPTETU3MA MHE y3Ke
He pa3 MPUXOAUIOCHh MUCATh. XOTs SHEPTETUUECKHE 3aKOHOMEPHOCTU BbISIBJISIOTCS
B HEM IJIaBHBIM 00pa30oM Ha CTaJ[U¥ KOMIIO3UIIMOHHOTO Iporiecca (Tam GUrypupy-
eT aHaJIOT IIIeHKEPOBCKOU MePBOCTPYKTYPbI, UMEIOIUN «He JINHeapHO-rapMOHUYe-
CKYIO, HO CKOpee JIUHeapHO-IUHAMUUEeCKy0 pupoay» [8, c. 83—84]), mokazaresb-
HbI 1 00pa31ibl 6EPTOBCKOUN MEJIOJIUKHU.

AtonanpHOe Adagio KamepHOTO KOHIIEPTA IpejIaraeT MpUMep pa3BepThIBa-
HUs MeJIOJINYECKON JIMHUU Ha OCHOBE IIeHOEProBCKOTO IPUHITUIIA PAa3BUBAIOIIEH
BapHaIllH, a TAaK)Ke HEPeAKOH /il JoAaekaOHNY KOMOMHATOPUKU: JIBA €€ dJIeMeH-
Ta BO3BPAIlAIOTCsA IOCPEJICTBOM Bce 0Oosiee JajleKuX OT HavyaJbHOTO BapHAHTOB.

25 TIo My3bIKQIBHOU ITPO30H KOMIIO3UTOPHI HOBOW BEHCKOU IIKOJION MOHUMAJIU HE TOJIBKO
HECUMMETPUUYHBIA CHHTAaKCHC, HO M MaKCHUMAaJbHYI0O KOHIIEHTPAIIMIO BBICKA3bIBAHMUS,
[IOHMMAeMyI0 KaK BBICIIAS CTYIIeHb DPA3BUTUA MYy3BIKAJIbHOTO fA3bIKA, CHOCOO SCHOTO
Y KOHKPETHOTO IIPEJICTABIEHUS My3bIKQJIbHOU MBICJTH.
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KpymHomaciiitabHOe HapacTaHue OT pp 10 ff BKIO4aeT B cebs MHOXKECTBO OoJiee
MEJIKHX BOJIH, II0JTb€MOB U CIT1a/I0B, KOTOpbIe (POPMHUPYIOT SHEPTETUUECKUH ITPO(PUIIH
coOuMHeHUs (IJUHAMUKA 3/IeCh HEe BTOPOCTENIEHHBIH, HO, 10 CYTH, [JIaBHBIN JIpaMaTyp-
rudeckuil pakrop) (IIpumep 1).

H

AN
N & ’Tﬁ’h\ | — : ’/_A—P_l—‘\ﬁ
Geige e bt Ay
(m.D.) T 7 P IV : & T hjl 1

—_— T —— T

(poco accel. _ _ — _ pocorit.) A tempo (poco accel. _  _

Geige
(m.D.)

molto

IIpumep 1. Anr6an Bepr. KamepHbI# KOHIEPT 151 GOPTENHAHO, CKPUIIKU U 13 TyXOBBIX.
IT wactp, Adagio. Ilaptus ckpunky, TT. 1—21. UE 33148

Mesnonuke IllocTrakoBUYa MOCBAIIEHO OrPOMHOE KOJIMYECTBO HCCIIE0BA-
HHI, 5TO OJIHA M3 CAaMbIX Pa3pabOTaHHBIX TEM B COBETCKOM MY3bIKOBeJeHUU. [l
ee omucaHusa yTBepAwicsa TepmMuH Bukropa IlerpoBmua BobGpoBckoro «remartu-
YeCKd KOHIIEHTPUPOBAHHOE pa3BEPThIBAHUE»: IIOCJIE HAYAJIBHOTO f/ipa CJedy-
eT CTOJIb JKe MHAWBHYIN3UPOBAaHHOEe HpoposnkeHne?’. Kiaccnueckuil mpumep
pasBepThiBaHusa — Andantino u3 YerBeproro kBaprera ([Ipumep 2) — paccMma-
TPUBAeTCA B MOHOTpAadUM aBTOPa O KaMEpPHO-HHCTPYMEHTAJIbHBIX COYMHEHU-
sax IllocrakoBuya [9, c¢. 27, 141-142]. 'eHe3uc mog006HOTO pa3BepTHIBAHUA OBLIO
IIPUHSTO BBIBOJAUTHh KaK U3 0aXOBCKOW IMOJUMOHUH, TaK U U3 PYyCCKOH HaApOJ-
HOW TeCHU, NPUUYEM IocjaeqHee, o yem nuier I[loi En-Twtp, aBTOp JiMccep-
Tanuu O mpobsiemMax ma3ydeHws TBopdectBa IllocTrakoBmYa, B COBETCKOE BpEM
OBUIO cBOEro poza 3BGHEMU3MOM, MTOCKOJIBKY IMO3BOJISIJIO XOTSA ObI TAKUM 00pa3oMm

26 BuepBble 3TOT NpUHOHUI chopMmyarpoBaH Bob6poBckuM B 1961 rogy B MoHOrpaduu
0 KaMepHO-UHCTPYMeHTaIbHbIX aHcamOuiax [lloctakoBuua [9, c. 26—27].

39



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology
2026/10(1)
Andantino (d=108)
1 2
X ii =é ?j E [. 1T o e § | — -
P l ~— S

_p_ =
% E £ %1 T = I T r—_r§'. — : t

cresc. dim. ’

Ipumep 2. {mutputi [llocrakoBuu. CtpyHHBIN KBapTeT NQ 4. IT wacts, Andantino.
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«JIETAJIN30BaTh» HEIPUBBIUHBIE YEPTHI MEJOAMYECKOro cTuia>/. IlokasaTesbHo,
YTO U CaM TEPMUH «Pa3BepPThIBaHHE» IIPUHAAIEKUT J. KypTy, a MpMEeHHUBIIIHUH €ro
BrepBble JIeB AOpamoBuu Masesb ObLT aBTOPOM IIEPBOTO HA PYCCKOM SA3BIKE OUEPKA
00 sHepreTU4YECKOl TEOPUH IIBEHIIapCKOro My3biKoBea (1939). Ceiiuac HaJOOHOCTD
B sBdeMHu3Max oTnaja, M MOHATHHHO-TEpMHUHOJIOTHYecKui armapat Kypra mu-
POKO HCHOJIb3yeTcsl cOBpeMeHHbIMU wucciemoBarensmu IllocrakoBuya. Tak, Jle-
BOH OraHecoBUY AKOIISIH OTMEUYaeT «BBICOKYIO CTEIIeHb BHYTPEHHEN HampsKeH-
Hoctu» TeM IllocTrakoBu4Ya, «4Ype3BBIYAMHO BBICOKHMI 3apsif] MHOTEHIIHATbHOH
SHEPTUH, JOCTATOYHBIN JIJIS TOTO, YTOOBI BRICBOOOKIEHHON KHHETUYECKON SHEPTUH
XBaTWUJIO Ha obecrieueHue JJIUTeIbHOTO, HACBIIIEHHOTO IEPUITETUSIMU Pa3BUTHs Oe3
€ro HMCKYyCCTBEHHOTO “IIOJICTErMBAaHHsA C IMOMOINBI0 “MalO3HAYAIUX TapMOHHYe-
CKHUX XOJ0B U MOAYJIAIUN » [10, c. 357].

2D30n08 A3blK U MOHOSpAMMDBL

BTopoii acnekT, Mo3BoJIAIONINNA TPOBOAUTH Mapayuienu Mexay IlloctakoBu-
yeMm u beprom, cBsi3aH C 330MOBBIM SI3BIKOM M (DEHOMEHOM CKPBITOU MPOTPAMMBI.
WceneoBanus UX My3bIKHA B 3TOM paKypce, MOSIBUBIINECSA B KOHIE XX BeKa, CIO-
cobcTBOBaIM HEOBIBAJIOMY B3JIETY, Ka3aJI0Ch ObI, y3Ke 3a0bITON My3bIKaJIbHOU Tep-
MEHEBTHUKH.

BrniepBble 0 CKpBITON INpOrpaMMe B COUMHEHHsAX bepra 3aroBOpuiv B CBSI3HU
C HaWJIEeHHbIM B 1977 TOZy aHHOTHPOBAHHBIM 3K3EMIUISAPOM «JIMPUUECKOU CIOUTHI»
JUISL CTPYHHOTO KBapTeTa2S. 910 moBsIexs1o 3a co60ii epeBopoT B GeproBe/ieHNH 1 3a-
CTaBWIO WHAYe B3IVIAHYTHh HA BCE TBOPUYECTBO KoMmo3uTopa. OH cyMes1 IMoKoIebaTh
yCTOM abCOJIFOTHON M aBTOHOMHOM MY3BIKH KaK IJIAaBHOTO JIOCTHKEHUS MOJEPHU3MA.
Kazasioch, B coBpeMeHHOCTH bepr uyBcTBOBas cebsi HEYIOTHO. PazHOro pojia CHMBO-
JINKA, KOTOPYIO OH HCIIOJIb3YET, MOKET ITOHUMAThCS KaK «00KMBaHUE» IIPOCTPAHCTBA
MOJIEPHHUCTCKOTO UCKYCCTBA, BOCIIPUHUMABIIIETOCS UM KaK BHYTPEHHE UyK/I0€.

VHbIEe MOTHUBBHI JIesKaT B OCHOBe 330mo0Ba sa3bika [llocrakoBuua. Ero mostuka
MHOCKa3aHUU Obljla CBA3aHa C IJIABHOM TEMOUW TBOPYECTBA KOMIIO3UTOPA — «OBI-
THE B paMKax TotajuTapHoro rocygapcrsa» (T. H. JleBast). «IcTOpusi OTHOIIEHUMH

27 [Toit Em-Tmne. Yeptel cruna JI. JI. IllocrakoBmua: MTorm M TpoGJeMbl H3ydeHHs
B COBETCKOM U POCCHMCKOM MY3BIKO3HAHUM: JUC. ... KAHJI. UCKYCCTBOBeJIeHUA: 17.00.02.
CII6., 2004. C. 88.

28 Perle G. The Secret Programme of the Lyric Suite // Musical Times. 1977. Vol. 118. P. 629—

632, 709713, 809—813.
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C BJIACTHIO, MOKHO CKa3aTh, BIIUTaJach B coctaB “deHoMeHa IllocrakoBuya”, craia
ero HeOTheMJIEMOU YacThi0» [11, C. 4], — OTMedaeT AKOIISTH, OJTHOBPEMEHHO OTCTAa-
MBas BO3MOKHOCTB JIPYTOTO II0/IX0/1a K n3ydeHuo TBopuectBa IlloctakoBuya — (e-
HOMEHOJIOTHUECKOTO: B TOM TBOPUECTBE CJIe/IyeT BUJIETD B IIEPBYIO OYEPE/Th OHO U3
IIPOSIBJIEHUI aOCOJIFOTHOTO AyXa.

Ho monpo6yem HaBeCcTH MOCTBI MeXK/Ty 330I0BBIM sA3bIKOM bepra u Illocrako-
Buya. Cpeay Mpoyero ux cOIMKAeT IPUCTPACTHE K MOHOTpaMMaM.

B crathe «OT mopnucu kK MmoHOrpamme» [12] Osibra 'eoprueBHa JIluroHckas
IIPOCJIEeKUBAET IIyTh GOPMHUPOBaHUA 3HaMeHUTOl MoHOorpammbl DSCH. OH Haum-
HaeTcs ¢ pa3paborku IllocTakoBHYEM CBOEH ITOAIINCH, 3aTEM CJIEAYeT IIEPEBOJL ee
B 3ByKH. TOT ke myTh mpoxoaut u bepr. Ha Haatocmpauuu 5 mokazaHbl BApUAHTHI
OTpabOTKH CBOEH IMOANUCH IOHBIM MuTel, KOTOPBIH, II0 METKOMY BhIpakeHUIo J[u-
TOHCKOU, «OBLJT BOUCTUHY OJ€P>KUM U/ieell HalTH TOYHYIO U BBIPAa3UTEJIbHYIO IPa-
puueckyo popMysry cBoero uMeHun» [12, ¢. 245], HaJ, HUMH — XOPOIIIO U3BECTHAS
noanuch 3pesnoro IllocrakoBuua. Ha Maarocmpauuu 6 aHAJIOTUYHBbIE BapUAHTHI
mo/inucyu bepra: ero BeH3esIb CO CTPAHUI] IOHOIIIECKOTO MY3bIKaJIbHOTO JTHEBHHUKA
Y BBITIOJTHEHHAS pa3pab0TaHHBIM UM KPeH/IeJIbHBIM IIpUGTOM TabIMUKa Ha JIBEpU
ero kpaptupsl. 1 TOT u Apyroi mpujaBain 0coboe 3HaueHe BEIpAaO0OTKe NHUBH-
JIyaJIbHOU, EMKOH 10 CMBICITY, KDAaCHBOH MOAMUCH. V1 TOT U JIDYTrOH y:Ke B IOHOCTHU
3a/TlyMBIBAIOTCA O 3ByKO-OYKBEHHBIX COOTBETCTBUIX.

B 1908 roay Bepr noamnuceiBaeT 3ByKaMH CBOEro UMeHU, A B, OTHO U3 ITHCEM
nesecre Xenene Haxosckoit®® (Maatocmpayus 7). Ho mpolizer elne mATHAIAIATH
JIET, IIPEXK/Ie YeEM MOHOTPAMMBbI BOUAYT B €ro My3bIKy. OHU IOSIBATCA B JIBYX, HAIIU-
CaHHBIX JIPYT 3a IPYTroM cCOUNHeHUAX — KamepHoM KoHIlepTe (1923—1925) u «JIupu-
YeCcKoH croute» (1925—1926), peACTaBIIsAs CJIOBHO ObI /IBAa BapHaHTa: IMyOTMYHBINA
1 TalHBIA. [IepBBIH — B IpeAIIOCIaHHOM KOHIIEPTY motto, e 3arudpoBaHbI JIaKe
He WHUITHAJIBI, HO IIOJTHbIe UMeHa 1 damuinu ApHosibaa [llénbepra, Anrbana bepra
u AaToHa BeGepHa (HMaatocmpauusa 8). OrpaHUYUBIINCH KPATKUM HaMeKOM B ITap-
tutype (,Aller guten Dinge...“ [sind drei] / Bor Ttpouiyy so6ut), bepr paszbsacHseT

* Cm. Briefwechsel Alban Berg — Helene Berg: Gesamtausgabe; aus den Bestéinden der
Musiksammlung der Osterreichischen Nationalbibliothek / hrsg. v. Herwig Knaus, Thomas
Leibnitz. Wilhelmshaven: Florian Noetzel Verlag, 2012—2016. Bd. 1. 1907-1911. S. 81.
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cBou HamepeHus B OTKpbIToM rckMe IIIEHGepry: 5T0 MPUHOIIEHHE YUUTEIO U I1a-
MSATHUK HOBOBEHCKOU 1IK0J1e3°,

Hanroempayus 5. Bapuants! nognucu [llocrakosuya.

Hcrounuku: https://www.memorabilia-uk.co.uk/p/dmitri-shostakovich;
[12, c. 245, 248]

HeodunmanbHplil BApUaHT MOHOIPAMMBI COAEP:KUTCA B «JIMpUYecKou Crou-
Te». 371eCh UCIIOIB3YIOTCSA JIUIb HHUITUAIBI — camoro bepra (AB) u ero Bo3sto0eH-
Hoit Xauubl ®ykc (HF). Co3maBasi UCTOPUIO JIIOOBU B IIIECTU YACTAX, KOMIIO3UTOP

3° B OtkpbIToM muchMe Bepr muiier: «IIepBoil YacTH MpeANOcIaHO My3bIKaabHOE motto.
B Tpex ero Temax, HACKOJIbKO 3TO BO3MOKHO B HOTHOM IIPUTe, 3arieuaTsieHbl OyKBbl TBoero, AH-
ToHa BebGepHa u mMoero umenu...» Alban Bergs Kammerkonzert fiir Geige und Klavier mit
Begleitung von dreizehn Blasern [Offener Brief an A. Schonberg] // Pult und Taktstock. 1925.
Jg. 2. 8. 23.
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BITMICHIBAE€T UHUITUAJIBI B COCTAB Ce-
PUH U JIEMOHCTPUPYET TEM CaMbIM
MTOUCTHHE Oe3rpaHUYHbIE BO3MOK-
HOCTHU IIIEHOEPrOBCKON TEXHUKHS',
[Tyrem mepmyTaiiuii cEpyuu WHUIU-
aJIbl COEUHAIOTCA B UYETHIPEX3BY-
KoBoU MOTUB BAFH, KOTOpBIA —
C IIepeCcTaHOBKOU 3ByKOB — HEOTHO-
KpaTHO mpoxoauT B Tperbeli yactu
(HManrocmpauus 9). IlpumeyaTesib-
HO, YTO HU B KaMepHOM KOHIIEpPTE,
r7ie bepr ucrosb3yeT TeMbI-UMeHa,
HU B «JIMpUUYeCKOU crouTe», IJie
MTOSIBJISIETCS. MOTUB U3 WHUIINAJIOB,
KOMIIO3UTOP OCOOEHHO HE PacCuu-
ThIBaeT Ha 3alIOMHUHAEMOCTb U y3-
HaBaeMocTb. bosiee Toro, B Allegro
misterioso MOTHB-MOHOTPaMMa
IIPOXOJIUT KaK eBa YJIOBUMBIN
IIIOPOX, Oy/Iydr OUYKI€HHBIM IIpU
IIOMOIII TeMOpa, IITPUXa, TeMIIa
Y TMHAMUKH.

Nuave y IllocrakoBuua. Ha
Hanocmpauyuu 10 T1pejcraiie-
HBI JIBE €r0 MOHOTPAMMBI — IIep-
Basg U, BEPOSTHO, IOCIEIHSIS.
[TepBass TOMBITKA HAUTH B3BY-
KO-OyKBEHHBIE COOTBETCTBUS CBO-
€ro UMeHU oOHapykeHa /[MTOHCKOHN B IOHOIIECKUX PYKOITHCAX KOMIIO3UTOPA, Jia-
TUPYEMBIX 1920—1921 TojaMu [12, c. 252—259]. IIpeAnoIoKUTETbHO ITOCIE/THSIS

Hanroempayus 6. Bapuantel nopnucu bepra.
ITucemo A. Bepra O. XaitHcxalimepy, 12.12.1928.
HcroyHuk:
https://www.absw.at/stiftung-wohnun

31 B aHHOTHPOBAHHOM 3K3eMIUIsApe «JIMpuyeckol CcrOUTHI» bepr ykaspiBaeT Ha B3TO,
KOMMEHTHPYA IpeioskeHne u3 [peaucioBus: «...AK00bI OUeHBb CTPOTasi “KOMITIO3UITUS IPHU
IIOMOIIY 12 TOHOB” ... JlaJla MHe, MOs1 XaHHa, U Jpyryio cBoboay! Hampumep, mOCTOSHHO
CKPBIBATh B 3TOU My3blke Hamu wHunUaibl, HF u AB». KoMmMeHTHpOBaHHAsA MapTUTypa
JIupUvecKou CIOUTHI. ONB MS F 21 Berg 3437, S. VL.
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Hanrocempayus 8. Anv6an bepr. Kamepnsiii koHnept. [ wacts. Motto.
[Taptutypa. UE 33148

MmoHorpamMma DSCH cogzep:xutca B ornpasiieHHOM IllocTakoBuueM 3a HECKOJIb-
KO MecsAlleB /10 cMepTu nucbMe Jlepeky XasMy, aBTOPY M3BECTHOTO KaTajora py-
Komucell komio3uTopas3. I'JlaBHbIE COUYMHEHHUs, B KOTOPBIX IPHUCYTCTByeT MOHO-
rpamma DSCH, 6putn co3ganbl IllocTrakoBuueM B MEPHO, «OTTENEIH», IIPUYEM
CTEIleHb ee Y3HAaBAaeMOCTH Bo3pacTajia oT omyca K omycy. B Jlecsaroin cumgoHuu
(1953, Haatocmpayus 11.1) OHA CKOpee WHTYHUTHUBHO YTaJibIBajach ayJUTOPHEH,

32 «Tak, HE3KHO TIEJIyI0 TBOU PYKH, KOTOpPbIe Tak oporu MHe [Anb0an Bepr]» (Briefwechsel
Alban Berg - Helene Berg: Gesamtausgabe; aus den Bestinden der Musiksammlung
der Osterreichischen Nationalbibliothek / hrsg. von Herwig Knaus; Thomas Leibnitz.
Wilhelmshaven: Florian Noetzel Verlag, 2012-2016. Bd.1. 1907 — 1911. S. 81).

33 Hulme D. C. Dmitri Shostakovich: a catalogue, bibliography, and discography. 3rd ed.
Lanham, Md.: Scarecrow Press, 2002. P. 568.
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Hanrocmpauusa 9. Anbban Bepr. «JIupuyeckasi ClouTa». T gacTs. Allegro misterioso,
TT. 1-2. AHHOTUPOBaHHBIN 3K3eMILIsp /11 XaHHbl @yke. ONB MS F 21 Berg 3437. S. 26

KoTopas, 1o csioBam Apkayusa Mocudosrda KITMMOBUIIKOTO, «IICUXOJIOTUYECKU ObLIa
OpHEHTHPOBaHAa Ha MO3THKY A30I10Ba A3bIKa» [13, c. 249]. B BockmoMm kBapTeTe «Ila-
MSTHU 3KepPTB ¢amm3mMa 1 BOUHbI» (1960, Haaocmpayusa 11.2), KOTOPbIA TPAKTOBAJI-
cs1 aBTOPOM Kak aBTo3anuTadus, Ha Hee B muchbMe Vcaaky I'JimkMaHy yka3bIBasl caM
[IocrakoBru34. Hakower, B «[IpeircI0BUH K ITOJTHOMY COOPAHHIO MOUX COUMHEHMH »
(1966, Hantocmpauusa 11.3)3° — 1J1s caMbIX HEIOHATIUBBIX — Ha MotuB DSCH ne-
MOHCTPATUBHO pacneBaercs uMs u pamuwius [llocrakoBuya.

34 «Econ g1 korza-HuOyAb IIOMpY, TO BPsAJL JIM KTO HAIMUIIET IIPOU3BE/IEHNE, ITOCBAIEHHOE
Moel mamATd. [loaToMy s caM pemInyl HamucaTh TakoBoe. MoKHO ObLIO OBl Ha OOJIOXKKE
Tak ¥ HamucaTh: “[locBsAIaeTcs maMATH aBTopa 3Toro kBaprera’» (mucbMo IlocrakoBrya
[mukMany oT 19 uIoJsA 1960 rojia, IuT. 1o: [11, ¢. 527].)

35 «[IpepuciioBUe K TIOJIHOMY COOpaHHUIO MOHWX COYMHEHHH M KpaTKoe pa3MbIIUIEHHE
10 TOBOJy 3TOTO IPENUCIOBHsA» i baca ¢ dopremuaHo cod. 123, ciaoBa IlymkuHa
u lllocrakoBuya.
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Hanmvocempayusa 10. Jmutpuii [lloctakoBuy.
CneBa — MOHOTpaMMa W3 TeTPaAU C Y4eOHBIMH 3aaHUSIMU (1920-1921) [12, c. 256].
CrpaBa — MOHOTpaMMa u3 nuckMa Jlepeky Xanamy ot 7.12.19743°
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Hanroecmpayus 11.1. Ilpumepsr moHorpammbl DSCH B counnenusax lllocrakoBuya:
Jecsaras cumdonus, I11 yactp, 7 T. 70 11. 105 (Hawkes Pocket Scores. 604)

36 Hulme D. C. Dmitri Shostakovich: a catalogue, bibliography, and discography. 3rd ed.
Lanham, Md.: Scarecrow Press, 2002. P. 568.
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Hamocmpayua 11.2. Ilpumepsr moHorpammbl DSCH B counHenusax Illocrakosuua:
BocbMoii kBaprer, I 9acTs, TT. 1-1057
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Hanrocmpayus 11.3. Ilpumepsr moHorpaMmMmbl DSCH B counnenusax [llocrakoBuya:
[IpenucioBure K MOJTHOMY COOPaHUIO MOUX COYMHEHUH, T. 83—9038

Bynyum cBoero poza aBTonopTpeTOM KOMIIO3UTOPA, aBBTOMOHOTpaAMMa POXK/1a-
€T IIeJTbIH CIIEKTP CMBICIIOB: OT YTBEPIKAEHUS BOIIPEKU BCEMY HECTHOAeMOU aBTOPCKOU
BOJIM I COOCTBEHHOTO «fI» 710 cCaMOMPOHUHU, CAMOYHUIMKEHHUSA U CAMOOUY KIEHUS.
B oTsimune ot 6eproBckoi MmoHorpaMmmbl, MOTUB DSCH BhICTyImaeT kak TeMma-gop-
Mysa, obJiafarorias crnernu@UUIecKkol WHTOHAIIMOHHOCThIO — KpalHHE ee TOUKHU
OYEepUMBAIOT HANPS>)KEHHBIN MHTEPBAJ YMEHBIIIEHHON KBAapThl, OJIUH U3 CUMBOJIOB

37 [llocrakoBud [I. /I. Cobpanue counnenuii. M.: Mysbika, 1979. T. 35. KBaprersr N© 1-8.

C. 237.
38 [TIlocrakoBuu /1. /1. Cobpanue counnnenuii. M.: My3bika, 1984. T. 33. PomaHChI 1 IecHU /1715t
rosioca ¢ ¢poprenuaso. C. 66.
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My3bIkU [1locrakoBuua. OgHAKO MOHOTpaMMa MOKeT (GYHKIITMOHUPOBATh U B MHOM
KOHTEKCTe: KaK BBISICHIJIOCH IT03/THEe, B JlecsaToil cuM¢pOHUN OHA CTAHOBUTCS YACThIO
JII0OOBHOTO HApPaTHBA, KaK U B «JImpuuecko croute» bepra. VIMs »KeHIITUHBI, «3aHU-
MaBIIIEX B TOT MOMEHT cep/ile U MbIcan» [llocrakoBuua [13, ¢. 267], — azepbaiikaH-
CKOTo KoMIio3utopa JiubMupbl Hazupooii (Martocmpayus 12) — Takke IpeJicTaBiie-
HO B BHJIe MOHOrpammbl (Hantocmpauus 13)3°. 3uan iau IlocrakoBud 0 GEProBCKUX
MoHorpammax? bepr He ckpbiBasl ux B KamepHOM KOHIlepTe, HO TalfHasA IporpamMmMa
«JIuprYeCcKoH CIOUTHI» CcTajia U3BeCTHA yike mocyie cMepTH [lloctakoBuya.

Hanocmpauyus 12. Anemupa Hasuposa.

Hcrounuk: https://www.100philharmonia.spb.ru/persons/35844/

39 TTlompo6Hee 06 aToM cm. B crathe H. KpaBer: KpaBery H. HoBrbiii B3r1sa Ha JlecsATyro cuM-
donmto llocrakosuua // 1. 1. llloctakoBuY: cb. CT. K QO-JIETHIO cO JHs poxkaeHus / Poc.
WH-T UCTOPUU UCKYycCTB U Jip. / coct. JI. KoBHamkas. CII6.: KommosuTop, 1996. C. 228-248.
AgsTop ee nmutupyeT nucbmo IllocrakoBrua HazupoBoii oT 29 aBrycra 1953 rozia, rjie KOMIIO-
3UTOP COOOIIAET CBOEH BO3JIFOOJIEHHOM, YTO «IIOCKOJIBKY BCe BPeMs JyMaeT O HeH, TO Ipe-
BpaTWJI ee UMs B HOTBI». Tam xke. C. 231.
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Hanmrocmpayusa 13. Jecaras cumdonus, 111 gacts, 11. 118,
MoHoTrpamMma diabMupbl Hazuposoi

Bmecmo 3axaroueHusa

Hacrostuii ouepk He UMeJT CBOeH IeJTbI0 CO3/[aHNe KIACCUUECKOTO «IBOMHOTO
noptpera» IlloctakoBuya u bepra, 4To €71Ba JI1 UMEET CMBICII B CHJLY OT/IAJIEHHOCTHU
U JTasKe HeCOEUHUMOCTH UX XY0KEeCTBEHHBIX MUPOB. OTHAKO UMEHHO 3TO 00CTOs-
TEJILCTBO MOOYAMIIO HAC K MIOUCKY TapaUleield U rmepecedeHnid Mexxry HuMu. Ejina-
CTBEHHAs JINYHAS BCTpEYa KOMIIO3UTOPOB HE TOBJIEKJIA 32 COOOU WX JTaTbHEUIIIEro
o0I1IeHNs1, KOTOPOE, BIPOUYeM, ObLII0 HEBO3MOXKHO B YCJIOBHSX OITyCTHUBIIIETOCS BCKO-
pe «KeJe3HOoro 3aHaBeca». Hemamepumo Oostbiiee 3Hauenue umena a1 [locrako-
BHMYA BCTPeUa ¢ My3bIKOU bepra, KoTopas 3a/1aj1a BEKTOP €ro COOCTBEHHBIM ITOUCKaM
B OIIEPHOM, /Ia ¥ HE TOJIBKO OIEPHOM KaHpe (06 00paTHOM BIUSHUH, BUANMO, TOBO-
PUTDH He IPUXOAUTCH, X0TA bepr BocipuHIMat My3bIKy 1llocTakoBrUYa ¢ HHTEPECOM).
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Bnusauue «Boreka» Ha o6e omneps [llocrakoBuua Heocriopumo, [IlocrakoBuy, Heco-
MHEHHO, ITO3HAKOMUJICA U C IPYTUMU COUYMHEHUSIMH CBOETO aBCTPUUCKOTO KOJLIETH:
MHOTHE HCCJIE/IOBATETN OTMEUAOT OeProBCKue aJUTI03UU U OT3BYKH U B €T0 MO3HUX
orycax.

MBI HaMepEeHHO OCTABUJIU 3Ty TEMY 3a IIpejleJlaMH CTaTbU, UOO IIpeJIcTaBIIsI-
eTcs 0osiee BaKHBIM IIPOCJIEJIUTH HE TOJBKO ACHEKTHI «BJIUSAHUA» KaK TAKOBOTO, HO
1 MOMEHTBI CXOZCTBA, STUM «BJIMAHUEM» He OOYCIOBJIEHHBIE U CBHU/IETE/IbCTBYIO-
II[A€e O XYyZ[0KECTBEHHO-TUIIOJIOTUUECKOU OOIIHOCTH. B ee pamkax 60Jiee OTUETIUBO
BBISIBJIAIOTCA U Pa3JINYUs XyA03KECTBEHHBIX IIPUHITUIIOB JIBYX KOMIIO3UTOPOB. Tak,
My3bIKy [[locTrakoBruua u bepra o6beuHsAeT eHOMEH MPOIECCYaTbHOCTH U B IIEJIOM
SHEpreTUYecKas MapajiurMa My3bIKaJIbHOTO MBIIJIEHUs, XapaKTepHas /i1 Heoba-
POKKO U HEOKJIacCUIU3Ma 1920-X. 11 y TOro, ¥ y IPYTrOTO OHA OIPEIeIsAeT IPUHITUIIBI
paboThI ¢ My3bIKQJIbHBIM MaTepuasioM. Y bepra, cOXpaHSIOIEro BEPHOCTh «MYy3bI-
KaJIbHOM ITPO3€», IPOIIECCYaTbHOCTD BBISIBJISETCSA B IEHOEPTOBCKOM «pa3BUBAOIIEH
Bapuaiuu», y lllocrakoBuua — B «TeMaTUYECKH KOHIIEHTPUPOBAaHHOM pa3BePThIBA-
HUU». [[pUHIUTIHAJIPHBIE PA3JIUUNS BBISABJISAIOTCA U B TAKON XapaKTepHOU 15 000-
X KOMIIO3UTOPOB UepTe, KaK IMIPUCTPACTHE K 330II0BY SI3BIKY M TAWHOM IIPOTpaMMe.
¥ IllocTrakoBUYa 330II0B SI3BIK UMEET OOIEeCTBEHHO-IOJIUTHYECKOEe U3MEPEHHE, 3a
HHUM CTOUT HEBO3MOKHOCTH OTKPBITOTO BBICKA3bIBAHUSA B PaMKax rocy/IapCTBEHHOU
uneosiorun. TaitHas mporpamma bepra nMeeT UCKJIIOUUTETHLHO JIMYHBIHN, TPUBATHBIHA
XapakTep U IT03BOJISIET EMY COXPAHHUTD CBA3b C YIIEIIEH B IPOIILIOE POMAHTHYECKOMN
Tpaaunuei. Tak ke pa3HUTCS U TpakToBKa MoHorpamM: y IllocrakoBuua DSCH —
TeMa-CUMBOJI, 00JIaiatoliasi THTOHAITMOHHOU XapaKTEPHOCThIO U PacCUYUTaHHAs Ha
y3HaBaHue. MoHorpaMmmbl bepra cpoanu ajiemeHTaM foAekadOHHON TEXHUKU, KO-
TOPBIE COCTABJIAIOT TJIyOMHHBIN ILJIACT MY3BbIKAJIbHOTO TEKCTA, CYUTHIBAEMBIH JIUIITD
IIPY TIOMOIIY aHATN3A.

Pasymeercsi, B HacTosIel crathbe ObLTH 0003HAUEHBI JTAJIEKO HE BCe Mapalyiesin
Mmexxay [llocrakoBuueM u beprom. 3a ee paMkaMu OCTaJINCh MHOTHE JIPYTHUE 3JIEMEH-
ThI 930110BA A3BIKA JByX KOMIIO3UTOPOB, B YACTHOCTU IUTAThl U aJUTFO3UU, KOTOPHIM
IIOCBSAIIIEHO HEMAJIO UCCIe0OBaHUN. ITpoI0KUTE psajl Tapasiesell 03BOoJIsEeT U TeMa
peneniiun My3biku [[loctakoBruua u bepra B XX Beke. HecMoTpsi Ha HECXO/ICTBO KOH-
TEKCTOB BOCIIPUATHUS, UX My3blKa OKa3ajlaCh KAMHEM IPETKHOBEHUs JJIsI MTUPOKOM
MyOJIMKY KaK YPEe3BbIYANHO CJIOKHASA U HENOHATHAsI, C IPYTOM CTOPOHBI, OHA CcTasia
MHUIIIEHBI0 KPUTUKH PAIMKAJIBHOTO aBaHTap[a KaK HEeJO0CTaTOYHO IPOrpecCHBHAS
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WJIN XK€ KOMIIpDOMUCCHAA. PaCKpI)ITI/Ie ITUX U APYTUX TOYEK IIPUTAKEHUA-OTTAJIKBA-
HHA IIOCJIYKUT HE TOJIBKO JIydIlIeMY IIOHMMAaHHWIO TBOpYECTBaA ABYX IIPOTArOHKUCTOB, HO
u OoJtee FJIY6OKOMy OCO3HAHUIO BCEH KapTHUHbBI MY3bIKU IIPOIIJIOT'O CTOJIETHA.
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HunepJaaHjackasa XxopoBada My3bIKa XX BeKa:
AUAJIOT IKCIIEPUMEHTA U TPAaAuIuu
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AnHoranusa. CraThsl TOCBAIIEHA aHAJINU3Y OCHOBHBIX IIyTeH pas3BUTHUSA
xopoBoii My3biku Huzepnanmor B XX Beke. «PeHeccaHC TOJITaHACKOM
My3bIKH» (BhIpazkeHue I'epbepra IHTKINGGaA), O0OyCIOBJIEHHBIHI PE3KO
aKTUBU3UPOBaBIIelicsa B KoHIle XIX Beka KOHIEPTHOU JKU3HBIO CTPaHbI
U Pa3BUTHEM MYy3bIKaJIbHOTO OOpa30BaHUsl, TNMPHUBEJ K IOSBJIEHUIO I€JIOTO
psla OPUTHHAJIbHBIX COUMHEHHUU, CPeIM KOTOPBIX BaKHOE MECTO 3aHUMAIOT
xopoBele omycel. Takue Macrepa, kak Beprapy 3Bepe, IOmuyc Péntren, Hoxan
Barenap, AnbdoHc [IUneHOpOK 3a/I0KWIA KPENKYI0 OCHOBY JiUIsl (pOPMUPOBAHUS
caMOOBITHOTO, Y3HABa€MOT'O JIMIIa COBPEMEHHOUM XOPOBOU My3bIKU HujiepiaHoB.
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Bnausiaue OOIIUX MPOIECCOB  €BPOMEUCKOTO0  MY3BIKAJIBHOTO  HCKYCCTBA
MPOSIBUJIO ce0s B BOBHHUKHOBEHHU JBYX OIIO3UIMOHHBIX JINHUU B DBOJIIOIUHN
HUJIEPJIaH/ICKOU My3bIKU. [lepBas U3 HUX, OpUEHTUPOBAaHHAsA Ha COXpaHeHUE
HAIIMOHAJIBHBIX TPAJINIINH, [IPeJICTaBJIeHa B TBOPUYECTBe XeHJpUKa AHJIpHcCceHa
u ero mocienoBartesneir — 'epmana IllTparerupa, Anpbepta ne Kinepka. Bropas,
HaIlpaBJIeHHAas Ha BHeJIpEHNE aBAHTAapJHBIX BEIHUU, CBA3aHA C JAeATeIbHOCThIO
Bunnema Ileiinepa u ero yuenukoB I'miioma Jlyn ®peznepuka Jlangpe, XeHka
banunrca, Pynonpda Omepa. KynpMmuHanueil B pa3BUTUM HUJEPJIaHICKOU
XOPOBOU MY3bIKM HPOILJIOTO CTOJIETUS MOKHO IIpU3HATh TBOpYecTBO ToOHa
ne Jletida, Xanca Kokca u Jlyu Aunipuccera. C umeHeMm Kokca cBA3aHO co3/1aHue
Haubosiee MacIITaOHBIX BOKAJIbHO-CUM(POHUUYECKUX KOMIIO3UI[UH, TECHO
CBSI3aHHBIX C AK3UCTEHIIMAIbHOU TeMaTUKou. TBopuecTBo 7ie Jleiipba — obpasery
CTWJIEBOTO IUTIOpPAJiM3Ma: HAa HEro OKasajik BJIHsHHE KaK HOBAIUH B 00JacTH
COBpPEMEHHOU KOMIIO3UIIMH, TaK U TPAJUIIMOHHBIE KaHPbI BOCTOYHON MY3BIKU
(mHAmiickas para, UpaHCKUN MakaMm U Ap.). JIyiu AHApHCCEeH, N3BECTHBIN CBOUMU
SKCIIEPUMEHTAMHU IO COJIMKEHUIO JJIMTAPHOTO W MAacCCOBOTO MY3BIKQJIBHOTO
HCKYCCTBa, KPOME TOTO, OOBEIUHSA B CBOUX COUMHEHUSIX 3JIEMEHTHI COBPEMEHHBIX
TEXHUK KOMIO3UIUU C TEXHUUECKUMHU BJIeMEHTAMU CTAPUHHON MY3bIKU — OT AT'S
antiqua 1o panaero 6apokko. Takum 06pa3oM, HECMOTPS Ha «II03/THEE BKITIOUEHHE»
B IIpoliecc pa3BUTHA XOPOBOU KOMIIO3UIINU B cpaBHeHUU ¢ Utanueil, @paHiiueit
u lepmanueli, HUJepJaHACKas XOpoBas My3bIKa MpuoOpesa B TeueHHe XX
BeKa CBOU OPUTHHAJIBHBIA OOJINK, OTJIMYUTETHbHBIMU OCOOEHHOCTSIMU KOTOPOTO
SABUJIACh TOCTOSTHHO COXpaHsAeMas CBA3b MEX/Iy CMeJIBIMU 3KCIIepUMeHTaMU
CerOIHAIIHETO THA U MHOTOBEKOBBIMH TPAJUIIUAMU HU/IEPJIAH/CKOTO UCKYCCTBA.

KiaroueBbie cioBa: xopoBad My3bika, Hunepaauasl, Busiem Ileiiniep, Jlyn
Anpnpuccen, Ton e Jleiid, xopoBas ¢dakTypa, BOKaJbHasA TeMOpUKaA

Jia murupoBaHuna: Poowcunckuilt A. C. Hunepaasackas XopoBasi My3bIKa
XX Beka: amasior skcnepumeHta u Tpagunuu // CoBpeMeHHbIE ITPOOJIEMBI
My3bIKO3HaHUA. 2026. T. 10, N° 1. C. 106—130.
https://doi.org/10.56620/2587-9731-2026-1-106-130
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Classics of the 20th Century

Original article

Dutch choral music of the twentieth century:
A dialogue between experiment and tradition

Alexander S. Ryzhinsky
Gnesin Russian Academy of Music,
Moscow, Russian Federation,
Mryzhinskii@gnesin-academy.ru,
https://orcid.org/0000-0001-9558-0252

Abstract. This article examines the main trends of Dutch choral music in the
20th century. The Renaissance of Dutch Music (a term used by Herbert Antcliffe)
at the end of the 19th century, associated with the active concert life of the country
and the development of musical education, led to the emergence of original
compositions, in which choral works play a significant role. Composers such as
Bernard Zweers, Julius Rontgen, Johan Wagenaar, Alphons Diepenbrock laid the
foundations for a distinctive identity of modern choral music in the Netherlands.
The influence of the general trends in European music resulted in the emergence
of two contrasting tendencies in the evolution of Dutch music. The first, focused
on preserving national traditions, is represented by the work of Hendrik
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Andriessen and his followers — Herman Strategier and Albert de Klerk. The
second, aimed at incorporating avant-garde trends, is associated with Willem
Pijper and his students, including Guillaume Louis Frédéric Landré, Henk
Badings and Rudolf Escher. The works by Ton de Leeuw, Hans Kox and Louis
Andriessen represent a culmination in the development of Dutch choral music
in the twentieth century. Kox is known for creating large-scale vocal-symphonic
compositions, closely related to existential themes. De Leeuw’s works illustrate
stylistic pluralism: the composer was influenced by both innovations in modern
Western composition and traditional Eastern musical genres (Indian raga,
Iranian maqam, etc.). Andriessen, known for his experiments in bridging elite
and popular musical art, also combined modern compositional techniques with
elements of early music — from Ars antiqua to early Baroque — in his works.
Thus, despite the “late start” in the development of choral composition, Dutch
choral music — in comparison with Italy, France and Germany — acquired
a distinctive character during the 20th century, marked by a continuing connection
between bold contemporary experimentation and the centuries-old traditions of
Dutch music.

Keywords: choral music, Netherlands, Pijper, Andriessen, de Leeuw, choral
texture, vocal timbres

For citation: Ryzhinsky, A. S. (2026). Dutch choral music of the twentieth
century: A dialogue between experiment and tradition. Contemporary Musicology,
10(1), 106—130. https://doi.org/10.56620/2587-9731-2026-1-106-130
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Beederue

a pybexke XIX u XX BEeKOB 3aMEeTHYIO POJib B €BPOIEUCKOU XOPOBOM

My3bIKE CTAJI UTPATh KOMIIO3UTOPHI T€X CTPAH, KOTOPHIE HA IIPOTSIIKeE-

HUU HECKOJIbKUX IIPEJIIIECTBYIOITUX CTOJIETUHN ObLIN (DaKTUIECKU «He-
BUIMbI» Ha My3bIKaJIbHON KapTe Mupa. VIcTopus ¢ pa3BUTHEM XOPOBOU KOMIIO3H-
IIUU KKETCA B 9TOM Py 0COOEHHO HHTPUTYIOIIEN, yUUTHIBAsA OCHOBOIIOJIaTaoIIee
3HaUYeHre, KOTOPOe UMeJIO TBOpUYeCcTBO (hpaHKO-(pIaMaHACKUX MacTepoB B XV—-XVI
BeKax JIJIs1 pa3BUTHSA Bcell eBponelickoi My3bIku. HecMoTps Ha TO, UTO /1ake Haubo-
Jiee 3HaUNTEJIbHBIE XOPOBbIE COUMHEHH IMPOIIJIOTO BeKa, co3/lanHble B Huepsian-
JlaxX, eBa JIU MOTYT PacCMaTPUBAThCA B PAAY OIyCOB, OIPEAEJIAIONINX cOOMpaTesb-
HBII 00JINK eBPOIENCKOTO0 XOPOBOTO UCKYCCTBA, UX U3YUE€HUE IBHO CBUIETEIHCTBYLT
0 BO3POK/IEHUH 371eCh CAMOJIOCTATOYHOU KOMIIO3UTOPCKOM IITKOJIBI.

Hesb3s ckazaTh, YTO HUAEPJIAH/ACKASA XOPOBas My3bIKa IMOCIETHEN COTHU JIET
ObLIa XOPOIIIO U3ydyeHa. B moJsie 3peHuss My3bIKOBEZIOB MOIA/IAET TBOPUECTBO OT/AEh-
HBIX KOMITO3UTOPOB, ITprYeM Oe3 aKIleHTa Ha UX XOPOBBIX COUNHEHUAX [ 1; 2; 3; 4], TrOO
HU/IEPJIAH/ICKAsA TPAAUIIHSA BIIMCHIBAETCS B OOIIeeBPOIENCKUE ITPOIECChl Pa3BUTHUSA
KOMITO3UIIMOHHOM TeXHUKH [5]. Ilesib HacTosIel craTbl — 00O0DIIeHNE MMEIOITHX-
cs1 CBeZIEHUH 0 Pa3BUTUU T'OJUIAHJICKOTO XOPOBOTO UCKYCCTBA, a TakKe (hOPMYyJIMPOBKA
BBIBO/IOB 00 OCHOBHBIX OCOOEHHOCTSIX XOPOBOM KOMIIO3HUIIMH ITPOIILJIOTO BeKa.

«PeHeccaHc 20A1aHOCKOT MY3biKU»*

[IpenBecTieM BO3POXKIAEHUSA HUAEPJIAHJACKOM KOMIIO3UTOPCKOU  IITKO-
JIBI cTajio cTpouTesbecTBO KoHileptHOro 3ana Concertgebouw wm co3naHue OJHO-
nMeHHOro opkecrpa (1888)%. IlaThio romamMu paHee B pe3yJbTaTe IIOBUKHMU-
yeckou gesarenbHocTH IOymyca Péntrena, ®pamca Kosnena, /lauwmsna ae Jlanre

! BiiepBble BbIpaXKe€HNE «PEHEeCCAHC TOJIAH/ICKON My3BIKW» HCIIOJIB30BAJI B 1924 roAy OpUTaH-
cKUU My3bIKoBeJ| I'epbepT DHTKIN(G IO OTHOLIEHNIO K TBOPUECTBY HUJEPJIAH/ICKUX KOMIIO-
3UTOPOB HepBoii ueTBepTH XX Beka — IOmmyca Pénrrena, Moxana Barenapa, Bemapzaa 3sepca
u AsibdoHca JlunieHOpoka [6].

2 Ba>KHOCTB 9TOTO COOBITHA HEBO3MOXKHO II€peOlleHUTh. B cBoell cTaThbe, MOCBANIEHHON peren-
IUH OpaTOpHaIbHOTO TBopuecTsa U. C. Baxa B Hunepnanzgax, Mepyn Ban Teccenb, ykasbIBas
Ha BaXKHEHIITYI0 IPOCBETUTEJIBCKYI0 MHCCUI0 opKecTpa Concertgebouw, numiet: «...emie B 1874
roZly HellOHUMaHNe HUJIEPJIaHCKON ayauropuel menespa baxa [mmerores B Busy «Ctpactu 1o
Mardero». — A. P.] 3actaBuiio 651 JUpHKepa-UieaIncTa 3apblaTh, HO IBAALATH IIATH JIET CILYCTs
To/utaHACKasdA My3bIKa/IbHAA }KU3Hb HAKOHE-TO IIpUIlljia B Ceﬁﬂ, IIOJIOKHMB HAYaJIO MCIIOJIHUTEJIIb-
CKOM TpaIMIINHU MEeK/IyHapOIHOTO YPOBH:A» [7, p. 164—165].
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u beprapza 3Bepca ObLs1a OCHOBaHA AMCTEpAAMCKasi KOHCeEpBAaTopus. B aTom psy
ocobo otmetuM nocaenHee ums: bepuapa 3Bepc (1854—-1924) — KOMIIO3UTOP, XOP-
MelcTep, Iefaror, B TEYEHUE BCETO TBOPUYECKOTO IYTH AKIIEHTUPOBABIIUN BHU-
MaHU€E COOTEUYECTBEHHUKOB HA IPUOPUTETHOM 3HAUYEHUM HCKYCCTBA CBOEU CTpa-
Hbl. [laTproTHYecKre HACTPOEHUs MPOSBJISJINCh HE TOJIBKO B IMPeoOJIaZlaHuU B
€r0 COYMHEHMAX HAIMOHAJIBHBIX 00pa3oB (OT TOJIAHACKONW MPUPOABI 10 KapPTHH
Bepmeepa m PemOpanara), (poSBKJIOPHBIX MOTUBOB, HO U B IPUHIUIHATLHOM
OTPAaHUYEHUHU BOKAJTbHBIX COUMHEHUH TEKCTAMM Ha HU/IEPJIAH/ICKOM A3BIKE, UTO, KO-
HEUYHO, 3aTPYAHJIO UX PACIIPOCTPAHEHHE 32 MIPeJIeIaMU CTPAHBI.

Astopurer 3Bepca B Huzepianax ObI HACTOJIBKO BEJIUK, YTO UMEHHO eMy
ObpUIa OKazaHa YecTh HamucaTh « KOpOHAIMOHHYIO KaHTATy» JJIA IEPEMOHUU BCTY-
IJTEHUS Ha TPECTOJI KOposieBbl Brutbremunsl (1890), a Takke «IIpeofnu u XOpbI»
Kk mpece Gijsbrecht van Aemstel Ylocra BaH neH Bonpena Ha oTkperTuu ['opozcKo-
ro teatpa Amcrepaama (1894). B 1esiom XOpoBble COUMHEHUsT 3Bepca CJIOKHO Ha-
3BaTh OPUTHHAJIBHBIMU: OHHU XapaKTEPU3YIOTCA Ipeo0JIalaHueM aKKOPIOBOTO
M3JI0KEeHU s, ICHON TOHAJIbHOU OCHOBOM M OpPUEHTUPOBAHHOU HA CTUJIMCTUKY HEMeIl-
koro Liedertafel rapmonueii. [Ipu 5TOM CTOUT OTMETHTH BOKITHHOE YI00CTBO MY3bIKU
3Bepca, IBHO 00YCJIOBJIEHHOE €TI0 IESITEIBHOCTHIO XOPOBOTO JUPHKEPas.

CraHOBJIEHME KAaHTAaTHO-OPAaTOPHAJIPHOTO KaHPA B HUAEPJIAH/ICKON MYy3bIKE
TeCHO CBA3aHO ¢ MMeHeM Moxana Barenapa (1862-1941) — KOMIIO3UTOPA, TUPIKe-
pa, OpraHucTa, IEPBOrO PYKOBOAUTENS YTPEXTCKON KOHcepBaTopuu (1904—1919)
U OJTHOTO U3 AUPeKTOpoB crapermell B Huzgepsnanmax KoposieBckoil [Maarckoit
KoHcepBaTopuu (1919—1937). Yoke nepBasi kaHTata Barenapa De Schipbreuk («Ko-
pabJsiekpytieHue», 1889) OTKphIBAaeT 0CO00E CaTUPUUECKOE JapOBaHNE KOMIIO3UTO-
pa, YMeBIIIETO CO3/aBaTh ApKHe mapoauu. Cpein OCHOBHBIX OOBEKTOB €ro KPUTH-
KN — OIEpHbIE U KOHIIEPTHBIE ITPE/ICTABIEHUS, JINIIIEHHBIE TJIYyOUHBI COJIEP>KAHUSA
¥ pa3BJeKaoIIne MyoJuKy KIUIMIUPOBAHHBIMUA M 3a4aCTyIO JIUIIEHHBIMU 37[PaBO-
rO CMBICJIA CIOKETaMU. B fasipHelemM 3Ta JUHUSA TBOpUYecTBa Oy/leT MPOAOKEHA
B KaHTaTax De fortuinlijke kist («CyHAyK ¢ cCOKpOBUIIAMU», 1916) u Jupiter Amans
(«IOmuTep AMoH», 1925).

3 JI'oOUTETHCKOE XOPOBOE MCKYCCTBO Ha MPOTSKEHUU CTOJIETHI OCTaeTCsl OUeHb IOILyJIsip-
HBIM B HI/I]_'LepJ'IaHILaX, q9To O6YCJIOBJ'I€HO HE TOJIbKO AeATEJIbHBIM y4YaCTHUEM 6OJIleI/IHCTBa
JKUTEJIEN CTPAHBI B KATOJIUMUECKUX U IMMPOTECTAHTCKUX OOTOCIY:KEHUIX, HO U B 0COO0H 00Bb-
eIUHSIONIEH PO XOPOBOTO HUCIIOJIHUTEIHCTBA, OTBEUAIOIIET0 TOMY, YTO B HAYYHOH U ITy-
osmmucTrdeckor iuteparype HujepsianzoB nMeHyeTCsl «HallHOHATBHBIM YyBCTBOM COJIU-
mapHoctu» [8, p. 14].
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BMmecte ¢ akTyasibHBIM cojiep:KaHUeM OOJIBIIION WHTEpec JIsA CIIymiaTesiei
IIpe/icTaBiIsyIa, 0e3yCJIOBHO, U caMa My3bIKa. AHAIM3UPys kaHTtaty De Schipbreuk,
MbI 0OHApPYKHBaeM pa3zHooOpasre GaKTyPHBIX PEIIEHUN — OT THITMYHOTO JJIs T1ap-
TUTYP 3Bepca aKKOPJIOBOTO U3JIOKEHUS JI0 CJIOKHBIX MOJTU(POHUIECKUX SITU30/0B.
XapakTepHO BKJIIOUEHHE XOPOBOU MOHOMOHUH, aHTU(HOHOB MYKCKHUX U JKEHCKUX
XOpOB, GparMeHTOB ToMOGOHHO-TAPMOHUUECKOU (PaKTyphl, B pAMKaX KOTOPOU MpH-
MEHEHO IIeHHEe X0pa C 3aKPhITHIM PTOM, TOJIBKO BXO/IUBIIIEE B OOMXO/] B IMOCJIETHEN
yeTrBepTU XIX Beka.

Ocoboe MecTO cpead KOMIIO3UTOPOB IIEPBOTO IIOKOJIEHUS BO3POXK/IEH-
HOU HUJIEPJAH/ACKOM KOMIIO3UTOPCKON IIKOJIbI 3aHuMaeT AnbdoHc luneHOpok
(1862-1921). HecMoTpss Ha OTCYTCTBHE KOHCEPBATOPCKOro 0Opa3oBaHUsS?, 5TOT
BBIJIAIOIINICS MY3BIKAaHT, U3y4as Hacje[ue CTapUHHBIX HUJIEPJIAHJICKUX MacTe-
POB U TBOPYECTBO €BPONEUCKUX KOMIIO3UTOPOB-POMAaHTHKOB XIX Beka, oOpeJt CBOi
CaMOOBITHBI MY3bIKQJIBHBIM TOYeEPK. /[UmeHOPOK WCHBITHIBA OOJIBIION HWHTe-
pec K XOpOBOU My3bIKE U CO3/IaJI JIECTKU COUMHEHUHN /IS PA3TUUHBIX BOKAJTBHBIX
COCTaBOB — JKEHCKHE, MY)KCKHe, CMelllaHHble aHcaMOJyi a cappella u ¢ UHCTpY-
MEHTJIBHBIM COIPOBOXKAeHHeM. B oTsinume ot 3Bepca u BareHapa, oH He 3aMbI-
KaJjicsi Ha IPEUMYIIECTBEHHOM WCIIOJIb30BAHUM IMPOU3BEAEHUN HUEPJIaHJICKUX
103TOB. Ero XOpoBble COUMHEHUS OTJIMYAET BBICOKOE KauecTBO ITPUBJIEKAEMBIX
JINTEPATYPHBIX TEKCTOB, B UeM, KOHEYHO, IPOSIBUJIO cebsi HE TOJIPKO MOJIydYeHHOe
¢utosniornueckoe o6pa3oBaHue, HO M TaJaHT Juteparopa. [[uneHOpok ObLIT u3Be-
CTEH KaK ACCEHCT, aKTHUBHO IyOJIMKOBaBIIHICA B *)KypHanax De Amsterdammer, De
Nieuwe Gids, De Kroniek. Cpenu ero jio0uMbIX aBTOpoB ['€Te, I'€npnepinH, HoBa-
suc, bpentano, I'eiine, boasiep, BepsieH u apyrue n3BecTHbIE €BPONENCKUE MTOITHI.

Couerasi MO37HEPOMAHTHYECKOE TAapMOHUYECKOE ITUChMO, OJIM3KOE COUMHe-
HusaMm ['ycraBa Masiepa u Puxappa Illtpayca, ¢ mosaudoHUYecKON opraHusaiue,
OPUEHTHPOBAHHON HA TPAJUINU CTAPUHHBIX (paHKO-(PIaMAHIACKUX KOMIIO3UTO-
poB, JlumeHOPOK co3/1aBajl MacIITaOHbIE XOPOBBIE IIHECHI, XapaKTEPHU3YIOIIHECs
rHOKUM B3aUMOJIEMCTBUEM PA3JIMUHBIX BUJIOB (pakTyphl. Bo MHOTUX COYMHEHUX
OH HCIIOJIb3yeT KAaHOHUUECKOEe U3JIOKEHUE, UYTO, KaK IIPABUJIO, CBA3AHO C BhI/IEJIEHUEM
TeKCTa, HanboJiee BAKHOTO 1O CMbICTy. [10/100HBIE IPUMEPHI MBI BUAUM B MY>KCKOM
xope Tibur («Tubyp», 1884 r.), cmemanuom xope Ddmmerung («Cymepku», 1884 r.).

4 KoMII03UTOp OKOHYIJI AMCTEPZIaMCKUH YHUBEPCUTET KaK (PUIIOJIOT, 3aIUTHI JIOKTOPCKYIO
JIUCCEPTAIHIO, TOCBAIIEHHYIO )KU3HU U BO33PEHUAM puUMCcKoro ¢unocoda Cenekn.
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B GospiimHeTBe counHeHWH JIUMeHOPOK OpUeHTHUpYyeTCss Ha 3aKOHBI MOTET-
HOU cTpoduku. OH CTPEMUTCA K JIETATLHOMY OTPa’KEHUI0 HIOAHCOB JINTEPATYPHOTO
TEKCTa, UCII0JIb3YS PEeCYPChl TOHAIbHBIX, TEMIIOBBIX U (DAKTYPHBIX KOHTPAcTOB. Cpe-
JTA TIOCJIEJTHUX HEPEJKH COIOCTABJIEHUA aKKOPAOBOTO U aHTU(POHHOTO IMUChMa WK
aKKOP/IOBOTO M UMUTAIMOHHO-TIOJTU(POHUUECKOTO. B pesikux cirydassx UCI0Ib3yeTCs
roMo¢dOHHO-TapMOHUYecKasa GakTypa, I/ie AJIA OTUETINBON auddepeHnnanuy pe-
sibeda v poHA MOTYT IPUMEHSATHCS CPEACTBA HE TOJIPKO IMHAMUKU, HO ¥ aPTUKYJISI-
iuu. Tak, HarrpuMep, BO BTopoi cTtpode rumHa Veni Creator Spiritus 1jisi My>KCKOTO
Xopa ¥ opraHa (1906) mestonus 6acoB legato 3ByuuT Ha (poHE OTPHIBUCTOTO IIITPUXA
rmaptuii TeHopoB (IIpumep 1).

XapakTepHO JUIs1 counHeHWH /[umeHOpOKa M aKTHUBHOE HCIIOJIb30BaHUE aH-
T(OHOB. Yallle BCero KOMIIO3UTOP COIIOCTABJISIET 3ByUYaHUE MYKCKUX M KEHCKUX
TOJIOCOB — B IIAPTUTYPaX, HAIIMCAHHBIX JIJIsI CMENIAHHOTO X0pa, JTU00 3ByYyaHUe BbI-
COKHUX U HU3KHX I'0JIOCOB — B COUMHEHHUSX JIJIsl OTHOPOJTHBIX COCTaBOB. B BoKasTbHOM
kBapTeTe De groote hon en de kleine kat («Bosblias cobaka v MajieHbKasi KOIIIKa»,
1903) aHTHU(OHBI JKEHCKUX M MYKCKUX T'OJIOCOB B COBOKYITHOCTH CO 3BYKOTIO/IpaskKa-
TeJIbHBIMHU B PeKTaMu CTAHOBATCS M BaXKHBIM pecypcoM nepcoHuduraruu (IIpu-
Mep 2). B 3To# My3bIKaJIbHOU IIIyTKE MOKHO TAKKe YBU/IETD ITPOJOJIKEHHE TPATUITHT
HUJIEPJIAH/ICKUX KOMIIO3UTOPOB, CO3/IaBAaBIINX KOMHYECKHE OBITOBBIE 3apPHUCOBKU
(BcrtomuuMm El grillo XKockena [enpe unu Ad altre le voi dare OpJiauo Jlacco).
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ITpumep 1. A. lunnenbpok. Veni Creator Spiritus, TT. 25—30
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ITpumep 2. A. lunienO6pok. De groote hon en de kleine kat, Tt. 21—25

PaBHoe BHuMaHue J[uneHOpOKa K JTyXOBHOU M CBETCKOU My3bIKe, K (UIIO-
coCKO JIMpUKE U IOMOPHUCTUYECKUM MUHHATIOpAM ITOKa3bIBA€T KOMIIO3UTOPA
JIOCTOUHBIM IIPOZIOJDKATEIEM TPAJIUIUN CTAPUHHON HUAEPJIAHJICKOU MY3bIKU, Ipe-
pBaBinX cBoed pa3putue B XVII Beke. Ilo cnpaBeasiuBoMmy 3amedanuio Exarepu-
Hbl JIMuUTpueBHHI /l€BATKO, «MHOTOTpaHHasl JesTeJbHOCTh JlumeHOpoka urpasia
KJIIOUEBYIO POJIb B CTAHOBJIEHUH HOBOU CTYIIEHU PA3BUTUA MY3bIKQJIBHOTO HCKYC-
ctBa HuzepsianjoB — Hauaia BOBHUKHOBEHHS KOMIIO3UTOPCKOTO MHIUBU/TyUTN3MA,
XapaKTEPHOTO /ISl TPAKTUKU TocyiefoBaresen J(urneHopoka — HUEPIaHACKIX KOM-
o3uTOPOB XX cToseTus» [2, c. 203]. Kak cambIii KpyITHBIA HAITUOHAIBHBIN JIEATEITh
CBOETO BpeMEHH, OCO3HAHHO CTPEMUBIIINNICA BOCCTAHOBUTH 3HaUYeHUe HupepsiaHzio
B MY3BIK&JIBHOM HCKyccTBe EBpombl [1], OH BO MHOTOM OIpeAesu HalpaBJIeHUs
TBOPYECKOT'O IMOMCKA KOMIIO3UTOPOB BTOPOTO MOKOJIEHUS «TOJIJIAHJICKOTO MY3bI-
KaJIbHOTO peHeccaHca»: XeHapuka AHapucceHa (1892—1981) u Buitema Ileitnepa
(1894—-1947), nepBbIX HUAEPJIAHACKUX KOMIIO3UTOPOB, MOJYIUBIIUX 0Opa30oBaHUE
y ce0s1 Ha poauHe (AHApHCCeH — yueHUK 3Bepca, [lelinep — yuenuk Barenapa).

Xendpuk Andpuccen — Bunnem Iletinep:
dee 0CHOBHble 8eMBU 380.110UUU HUIEPAAHOCKOLL MY3blKU
8 nepeoil nonosuHe XX sexa

[Teiinep U AHZpPUCCEH NPUIAEPKUBATNCH PA3HBIX B3IJIAZ0B HA IIyTHU pa3s-
BUTHUSA COBPEMEHHOW MY3BIKH: IMEePBBIA ObIJI B 3HAUUTEJIBHOH CTEINEeHH OT-
KpPBIT aBaHTapJHBIM BESHUSAM B HCKYCCTBE, B TO BpeMsA KaK BTOPOU OpH-
€HTHUPOBAJICA TpeXKJle BCEro Ha KaHOHBI, CJOKHUBIIWECA B COYMHEHUAX €ro
CTapIINX COBPEMEHHHKOB. [Ipum 5TOM XOpoBOe TBOpPYECTBO 0OOUX OOBEIU-
HsAET O4YeBUJHAA CBSI3b C TPAAUIUAMU CTAPUHHOU HUJEPJAHICKOW MY3bIKH.
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OHa 3aMeTHa B MOJQJILHON OCHOBE UX FTApDMOHUYECKOTO MHChMa, B MeJIOZIU3AIUH CO-
CTaBJIAIONIUX BepTUKA/Ib TapTuil. XoT4 [leiiniep co3gaBai UCKIIOUNTETBHO CBETCKIE
IIbeChI, 3 AHIPUCCEH KaK MIOTOMCTBEHHBIN IEPKOBHBIN OPTraHUCT® B OCHOBHOM TATO-
TeJI K COUMHEHUIO TyXOBHON MYy3bIKH, UX TPOU3BeIeHUs 00beIUHAET BRIOOD TPAIH-
IIMOHHBIX BU/IOB (DAKTYPhI U KJIACCUUECKHUH MOX0/T K TPAKTOBKE XOPOBBIX TEMOPOB.

TeM He MeHee U3yYeHHe MPOU3BeIeHUN AHIpUCCEHA B COITOCTaBJIEHUH C pabo-
TaMHM €ro MpeJIIIECTBEHHUKOB U JlaKe COBPEMEHHUKOB, TAKUX, HAIIPUMED, KaK ellle
OZIUH y4ueHHK 3Bepca Dpuect Buiem Mysnep® (1898—1959), HOIBOMUT K BBIBOAY
O CyIIeCTBEHHOM H3MEHEHUM 3BY4YaHUs AYXOBHOU MYy3bIKU. AHJIpHCCEH, OTKa3bl-
BasCh OT MPUCYIIeN COUMHEHUAM BTOPOU IOJIOBUHBI XIX BeKa pOMAaHTHUYECKOU T'U-
nepbosu3anuu GaKTYPHBIX U TapMOHHYECKUX CPEJCTB, BO3BPAIAET I[€PKOBHBIM
COYHMHEHUSM MeJUTATUBHOE COCPENOTOYEHNE U MUCTUUYECKYIO IIPOCTOTY B OIIOPE Ha
sicHble TapMoHuH. OOpaIaT BHUMaHNeE U IIOCTOSTHHO BCTpeYaloleecs MpoBe/ieHre
BCeX BOKAJIbHBIX TOJIOCOB B YHHUCOH WJIU B OKTaBY M OOBITPhIBaHNE TAPMOHUYECKOTO
KOJIOPUTA YHUCTHIX UHTEPBaIOB (IIpumep 3) — cBoeoOpasHble My3bIKaJIbHbIE «apXa-
HU3MBbI», IBHO OPUEHTUPOBAHHbBIE HA BOCCO3/IaHNE 3BYUaHUS JOTOHAJIBHON MY3bIKU.

B omimune ot eIMHOOOpPa3HBIX IO TAPMOHUUYECKOMY U (PaKTypHOMY pelie-
HUIO COUMHEHUU AH/pHcceHa, mpousBeneHus lleiinepa, co3gaHHble 70 1920 roaa
U TI0CJIe ATOU /aThl, pa3IUYalOTCs 3HAUYUTEBbHO. B paboTax mepBOro TBOPUYECKO-
ro JeCATUJIETUS Mbl HAOJIIOZlaeM Te K€ WHTOHAIIMOHHBbIe U (PaKTypHbIE OpHUEH-
TUPBI, UTO U Yy €ro y4yurtess BareHapa — rapMoHUYECKOEe TPeX-UeThIPEXT0JI0CUe
¢ ICHO OIIYTMMOM TOHAJIbHOU OCHOBOM B MPOCTBIX cTpoduueckux dopmax. OxHa-
Ko yke B Heer Halewjin («JIopa XaaBaiiH», 1920) AJ1s ABOMHOIO Xopa a cappella
HAa TEKCT CTAPUHHOM TOJUIAH/ICKON Oasiaibl IPOUCXOIUT MPUHITUITHAIBHBINA OTKA3
OT KJIACCUKO-POMAHTUYECKON TOHAJIbHOCTH B IIOJIb3y CBOOOHOTO OT 0053aTEIHbHO-
ro paspelieHus AUCCOHAHCA, UTO IBHO CBUETEJIbCTBYET O BJIMUSAHUU MY3bIKU MPE/I-
cTaBUTEIed HOBOBEHCKOH IIKoJIbI — ApHoibaa IlIén6epra u Antona BebGepua’.

5 XeHZpUK AHJIpHICCEH poaucsa B ceMbe Hukosaca Anapuccena (1845-1913), opraHucra
1epkBu cB. Mocuda B Xapaeme.

¢ Hupepnauackuii komno3utop JpHecT Butem Mysnzep (1898—-1959), kak 1 AHApPHUCCEH,
B OCHOBHOM OBLJT U3BECTEH KaK aBTOP IEPKOBHOU My3bIKH. Cpeu ero COUnHEHUH 0c000€e Me-
CTO 3aHUMAaJI BOKAJIbHO-cuM@OHUYECKHEe paboThl, 0UeHb OJIM3KHE 110 3By4aHHUIO ITPOU3Be-
JIeHUsIM (DpaHIy3CKUX KOMIIO3UTOPOB, B 0coOOeHHOCTH My3bike Ce3apa ®panka, — PexkBuem
(1927-1932), Stabat Mater (1948), Te Deum (1951).

7 06 otHomeHnuu Ileiimepa K My3bIKe HOBOBEHIIEB CM. [5, p. 143—145].
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ITpumep 3. X. Auapuccen. Laudate Dominum, TT. 1-3

[To/io0HBIE pellleHus] XapaKTePHbI U /I MOCIENYIOMUX counHeHud Ileiinepa Ha
roJutaHzickre (PoJIbKIOPHBbIEe TeKeThl — Heer Daniélken («Jlopy JlaHUBJIKEH», 1925)
JUTs1 ABOMHOTO Xopa a cappella u Van den Coninc van Castilien («Ban nen KoHuHk
u3 Kactuimu», 1936) 17151 4eThIPEXTOJIOCHOTO MYKCKOTO Xopa. biiaroyiapst aTum co-
ynHeHusAM [leliniep cTayi n3BecTeH 3a pybe:koM Kak IJIaBHBIHM IIPECTaBUTED MY3bl-
KaJbHOTO aBaHrapaa Huzepsanzmos. IMeHHO OH NpeCTaBIIsA CBOIO CTPAHY B 1922
ro/ly Ha yYpeAUTEeJTbHOM 3aceflaHuu «MeKIyHapOoJHOro 0bIecTBa COBPEMEHHOM
My3beiku» (International Society for Contemporary Music) B 3anabpudypre, a BIIO-
CJIEZICTBUH BO3TJIABUJI €T0 FOJJIAH/ICKOE TPeNCTaBUTEIbCTBO.

B counnenusx Ileiinmepa HaumHasA ¢ 1920 rojia pecypchl XpOMaTUYECKOU TO-
HAJIPHOCTH, TOJUTOHAJILHOCTH U Ja’Ke aTOHAJbHOCTU YJIUBUTEJIBHBIM 00pa3oM
COYeTaroTCcsl € TeKCTaMH TPaJUIIMOHHBIX TOJUIAHACKUX Oasiajn. M3BecTHO, UTO
[lefinep B TeyeHHeEe BCeU KU3HHU coOmpas oOpasiibl 0TedecTBEHHOT0 (QOJIBLKIIOPa, OI-
HAKO B CBOUX XOPOBBIX COUMHEHUAX HCIOJIb30BAJI UCKJIIUYUTETbHO UX TEKCTOBYIO
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OCHOBY. BO3MOKHO, B 3TOM HNPOABUJIACH TUIIMYHAA U JUIA €r0 YUYUTes s 3Bepca 0Co3-
HaHHas OPUEHTAIUA Ha CO3JJaHNe HAllMOHAJIbHOTO HUEPJIaH/ICKOTO My3bIKaJIbHOTO
HCKYCCTBA.

Cpenu Tex, KTO BHeC 3HAUMMBIA BKJIQJT B MOCJIEAYIOIEee PAa3BUTHE XOPOBOU
My3bIku HuzepsauioB, otMmetuM yueHUKOB Iletinepa (I'mitoma Jlauape, Xenka ba-
nuHrea) u Agapuccera (I'epmana Iltparerupa u Asns0epra e Kiepka). Kaxknas us
STUX «3BOJIIOIUOHHBIX BETBEH» COXpPAaHUJIA TO, YTO OTJIMYAJIO TBOPUYECTBO UX OCHO-
BaTesiel. JIansipe u baiuHIC B CBOUX COUMHEHUAX IEMOHCTPUPYIOT OPHEHTAIIUIO Ha
KJII0UeBBbIe TOCTUKEHMS HOBEUIIIEro UCKYCCTBa, Torza Kak llltparerup u sie Kiepk
paboTasiu B 00J1aCTH AYXOBHOM MY3bIKH, ODHEHTHPOBAHHOU Ha TpaguIluu AHIprcce-
Ha. ITU OTJIMYUSA BO MHOTOM 00YCJIOBJIEHBI 1 KOHKPETHBIMU 3a/lauaMU, KOTOPBIE T1e-
pen HUMU CTOSIIN.

Tak, I'epman IllTpaTerup (1912—1988), OKOHUMBIINYA PHUMCKO-KaTOJIMYECKYIO
IITKOJIY IIEPKOBHOM MY3bIKU B YTPEXTe M COBMEIIABIIHUH B JIATbHEHUIIIEM 00513aHHOCTU
Opra’HucTa U KOMIIO3UTOPA, CO3/[aBajl B MEPBYIO OUEpe/lb COYUMHEHUS JIJIsT OOTOCITY-
»KeHU: 3 Mecchl /11 Xopa a cappella, 21 mecca 771 Xopa B COITPOBOXKAEHUH OPTaHa,
JIeCATKN aHTU(POHOB, IICAJIMOB, MOTETOB. Jaske B CBOMX CBETCKUX IIPOU3BE/IEHUAX OH
obparasics K [yXOBHOM TeMaTHKe: Cpeay MOoI00HBIX ero paboT — BOKaJIbHO-CUMGO-
Huueckuye omycekl Cantica pro tempore natali («IlecHu poXKeCTBEHCKOTO BPEMEHHU »,
1953), Arnhemsche psalm («ApHeMCcKu# IcajioMm», 1955), Rembrandtcantate (kaH-
tata «PeMbOpanaT», 1956). [lomo6HO AHapucceHy, IlITpaTterup 60JIbIlIOe BHUMAaHE
yJieJisi1 Xopy a cappella, BKIro9asa 3mU30/bI TAKOTO POJIa HE TOJIBKO B KOMITO3UIINHU
C OPTaHOM, HO ¥ B BOKJIbHO-CUM(OHUYeCcKHe counHeHusa. OquH U3 IpuMepoB — Ha-
yaJIbHbIe TaKThl Arnhemsche psalm, rie oKTaBHOE U3JI0KeHUE a cappella BbI3bIBaeT
accolMaIiy CO 3By4YaHUeM MIpeIBapAIIIero YaCTU CTAPUHHBIX MECC TPUTOPUAHCKOTO
xXopasa. YKaxkeM 371ech, uTo IIITpaTerup ObLT U XOPOBBIM JIUPHKEPOM, YeH KOJLJIEK-
TUB — X0Op «Magpuras» B JlelijieHe — ObLI U3BECTEH UCIIOJTHEHUEM COUMHEHUN hpaH-
KO-dy1amaH/ickux MactepoB XV—-XVI BeKOB.

JeATeIbHOCTh KOMIIO3UTOpPA M I[ePKOBHOI'O OPTaHHUCTA COYeTasl B TeYeHUe
Bcell cBOell JKU3HHM U Apyroui yueHUK AHJipucceHa — Aubbept ne Kitepk (1912—
1998). Eme 10 oxoHYaHUs AMCTEPJAaMCKOU KOHCEPBATOPUH OH CMEHHJI CBOETO
yuauTesisi Ha mocty opranucra nepksu Caroro Mocuda B Xapieme (B 1934 rozy)
Y BIIOCJIE/ICTBUY 3aHUMAJI 9TY JIOJIKHOCTB 10 caMOU cMepTu. He ¢TOJIb IJ10J0BUTHIN,
kak llITparerup, oH TeM He MeHee OCTaBWJI CBOU CJie/] B /IyXOBHOU MYy3bIKE BTOPOU
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moyioBuHbl XX BeKa, co3zilaB Mecchl Mater Sanctae laetitiae Ajisi »KEHCKOTO Xopa
u oprana (1948), Sancti Pape Pii Decimi («Cssroii ITana Iuit X», 1956) a1 cme-
IIIAHHOTO XOpa U opraHa, Te Deum ajsi MeII0-COIIPaHO, XOpa B opkecTpa (1979).
JlmatToHnYecKass OCHOBA €ero COUMHEeHUM, 0a3UPYIIIUXCA HA MPEUMYIeCTBEHHOM
HCIIOJIb30BAHUM IIEPKOBHBIX JIAZIOB, COUETAETCA C APKUMHU MaKOPO-MUHOPHBI-
MU TAaPMOHHUSAMU, BBI3BIBAIOIIUMH ACCOIMAIIUU C KOMIIO3UIUSAMHU HE TOJBKO AH-
JipucceHa, Ho Takxke ®paHcuca Ilysenka u Jlapuyca Muiio.

OMNIo3uIUOHHYIO0 JINHUIO K TPAJUIIMOHHOMY B CBOEH OCHOBE XOPOBOMY TBOP-
yectBy IlITparerupa u ge Knepka npeacrasiisiiu yuenuku [leinepa. CocpegoToueH-
HbIE B O0JIBbIIIEN cTelleHn Ha CUM(pOHUYECKHX U KAMEPHO-HHCTPYMEHTAIbHBIX COUH-
HEHHAX, OHH BCe K€ BHECJIH CBOU BKJIAJ M B CO3/JaHIE XOPOBOU MY3bIKHU. VIX paboThI
B 9TOI 00JIACTH OTMEUEHbI SKCIIEPUMEHTAMH C HOBBIMU TEXHUKAMH KOMITO3HUIIUU 1
JlaKe ¢ HOBBIMH TeMOpoBbIMU ITpreMaMu. OUH U3 IepBbIX y4eHUKOB [lelepa —
I'uiiom Jlanape (1905—1968) — 110/1 BO3/IeliCTBUEM YUHUTEIIS HAYaI N3y4daTh He TOJIb-
KO BbIpa3uTeJbHbIE CBOHCTBA JMCCOHAHCA, HO 1 YHCJIOBble KOMOMHAIIMY, OKa3bIBa-
IOI[Me BJAUAHWE HA MHTOHAITUOHHYI0 U PUTMHUYECKYIO0 OPTaHU3AIHIO My3b1KH8. Bo
MHOTOM UMEHHO 3THM OOBSACHSIETCS HHTEPEC KOMIIO3UTOPa K CEpUUHOU A0/aeKado-
HHUH, 0COOEHHO K TaKUM J€pHUBAaTUBHBIM ee (popMaM, KaK pPOTallus U IIepMyTallus.
Jla’ke B BOKAJIbHBIX COUMHEHUX JIaH/Ipe UCIT0JIb3YeT 3BYKOBBIE PSIAbI, Da3UPYIOIH-
ecsl Ha INaTOHUYECKUX IToc/ieoBaTeIbHOCTSIX 6—8 ToHOB. Kak u Iletinep, oH pabo-
TaJI ¢ TEKCTAMU HA HUAEPJAHACKOM f3bIKE, C TEM JIMIIb OTJIMYHUEM, YTO IPENIOYUH-
taj1 GOJBKJIOPHBIM aBTOpcKkue. Cpenu ero JioouMbIX mostoB — Jleo Bpaar® (Groet
der martelaren — «IloxBasia MydeHuKaM», 1944), AuHa jie Bpuc'© (Berceuse voor
moede mensen — «Kosbi0esibHas JIJ1A MYy>KeCTBEHHBIX JIIOJIEN », 1952).

8 Berymienue Iefinepa B 1938 rojly B MAaCOHCKYIO JIOXKY OIIPEJIETUIIO MHTEPEC KOMIIO3UTOPa K
OJTHOMY U3 BaKHEHUIITHUX KaOOATMCTUYECKUX METO/IOB TIO3HAHUS (TeMaTpHH), OCHOBAHHOMY Ha
aHaJIM3€e COKPHITOTO CMBICJIa BEPOAIBHOTO TEKCTa Yepe3 U3ydeHre YUCIOBbIX 3HAUeHUH COCTaB-
JISTIONIUX ero OyKB. Llesiblii psAJT COUMHEHU €T0 IMTOC/IETHETO JIECATUIIETHS TIPEIBAPSIIN BbIUKC-
JIeHUs1, Kacalolliecss MHTOHAIIMOHHBIX (popMys1 1 (popMaIbHBIX IPOIOpIuid. JIaHipe Takxke uc-
0JIb30BAJI TEXHUUECKHE ITPUEeMbI, OCHOBAaHHbBIE HA YHCJIOBBIX MAHUITYJIAIUAX. VIX TpUCyTCTBUE
OTpa’KEHO Jla’Ke B HA3BAaHWH OT/IEJIbHBIX OPKECTPOBBIX cOUMHEeHUM: Permutazioni sinfoniche
(«CumdoHmUeCKHe IEPMyTAIUU», 1957), Anagrammen («AHarpaMMbI», 1960).

9 Jleo Bpaat (1908—-1982) — roJIsIaHICKUHA TO3T, CKYJIBIITOP, UCKYCCTBOBE/I, PEJAKTOP JKYP-
Hasia «XpOHUKA UCKYCCTBA U KYJIbTYPbI».

1© AgHa Jie Bpuc (1904—1964) — ToJIaH/ICKUH MTHUCATENb U IMO3T, U3BECTHBIA CepUel KHUT O
Baptbe bapresnbce, oueHb nomyasapHbIx B Huzepiiangax.
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Ocob6oe MecTo B HU/IEPJIAaH/ICKON XOPOBOM My3bIKe cepeluHbI XX BeKa 3aHUMAET
TBOpuecTBO XeHKa bajunrea (1907—1987) — OAHOTO U3 CAMBIX ILJIOIOBUTHIX KOMIIO-
3UTOPOB, ABTOPA CBBIIIIE THICSYU COUMHEHHUH, CPeIU KOTOPBIX OKOJIO BOCBMU/IECSTH —
XopoBble. HecMOTpsI HA TO, YTO U3-32 TBOPUECKUX PA3HOIJIACUI OH MPEKPATUJ 3aHsI-
tus ¢ [leiimepoM, nMeHHO eMy BaguHre 0053aH CBOUMU PAaHHUMU OTIBITAMH B CUM-
(oHMUECKOI My3bIKe, TPUHECITUMU €My IEPBBIA yCIleX 1 BHUMAaHUE BbIJIAIOIIETOCS
rOJUIaH/CKOTO upukepa Busiema Menrenb6epra. Briots 10 Hauasia 1950-X TO/IOB
counHeHUsA BajvHTCa IEMOHCTPUPOBAIN OPUEHTAITUIO Ha 00pa3Ibl POMaHTHUYECKOU
MY3bIKH, UTO IMPOSIBUJIOCh U B UX TPAJUIIMOHHOM TOHAJIHPHO-TADMOHUYECKOM pellie-
HUU, U B CJIeZIOBAHNU 3aKOHaM cTpoduueckoit popmbl. OuH 13 HanboJiee N3BECTHBIX
OITyCOB 3TOTO IIEPHO/Ia — ITUKJI « YeThIpe JYXOBHBIX IIECHOIIEHU» JJIsA Xopa a cappella
(1941), HATTOMUHAOIIIUH, YTO Y/INBUTEIHLHO, HE CTOJILKO COUMHEHUSI IIKOJIHI [lefinepa,
CKOJIBKO KOMITO3UITUH AHJIPHCCEHA U €T0 YUEHUKOB (SICHAs TOHAJIbHASI OCHOBA C IIpe-
obJ1alaHreM aKKOPAOBOW U rToMO(MOHHO-TADMOHNYECKOU OPTaHU3AIUN).

B 1950-e ronpl BajimHre olHUM U3 nepBbIX B Huziepsianmax Havyasl SKCIIepH-
MEHTHI C 3JIEKTPOHHBIMU 3ByUHOCTSIMU. B 3TH ro/isl 0H paboTast B CTyZINU cBoelt alma
mater — TexHuueckoro yHuBepcurera B [lesdte. Besen 3a uranpssackumu (J{xxkaH
Kapso Menortu) u HeMmenkuMu (bepua Astonc ITumMmepman, Xance Bepuep XeHrie)
KOMIIO3UTOPaMu bainHIc 00paTUICcs K »KaHPY paJIi0-0IlepPhl. Y3Ke ero IepBbIH OIbIT
B 9TOM 3kaHpe — Orestes («OpecT», 1954) — OTMeUeH UHTEPECHBIMU aKyCTUUECKH-
MU HaXoZKaMu. B uacTHOCTH, /U1 moTydeHus (paHTaCTHIECKUX 3BYKOBBIX 3 (HEKTOB
KOMIIO3UTOP MPUMEHST YCKOPEHUS U 3aMeJIEHU NIPeIBAPUTEIHLHO C/IeJJTaHHOHU ay-
JIN03AIINCU MY>KCKOTO XOpa.

ITU SKCIEPUMEHTHI ITPAKTUUYECKH Ha JIBA JECATUIIETUS] ONEPEANIA MaHUILY-
JISIMH Takoro poja B rentasoruu Illtoxxaysena Licht (Unsichtbare Chore u3s omnepbl
Donnerstag). OnbIT cos3manus paaroornep' B majapHeiineM npurofwicsa baguurey
B paboTe 110 pa3beIMHEHUIO B IIPOCTPAHCTBE OTHOTO COUMHEHHS «KHUBOTO» U IIPe/-
BApUTEJILHO 3alTMCAHHOTO 3BYYaHHSA: C MOJOOHBIMU HOBAIIUAMU MBI BCTPEUYAEMCS
B Genesis’e 11 My»KCKOTO XOpa, y/IapHbIX MHCTPYMEHTOB U MarHUTOMDOHHOU JIeH-
THI (1967), a Takke B Kanrtate N? 7 Ballade van die bloeddorstige Jagter («bannana
0 KPOBOKa/THOM OXOTHHUKE») JJISI COJTUCTOB, XOPa, OPKECTPa M MAarHUTOMOHHOM JIEHTBI

(1970).

1 BaHTCYy TPUHAJIEXKUT JBe paauoonepbl — Orestes (1954) u Asterion (1957), a TakKe
OJlHa TeJIeBU3HUOHHas onepa Salto mortale (1959).
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Omnupasich Ha ONBIT CBOUX I'OJJIAH/CKUX IIPEIIIECTBEHHUKOB, a TAKXKE aKTHB-
HO HCII0JIb3Ys HOBAIIMU KOMIIO3UTOPCKOU TEXHUKU IIOCJIEBOEHHOT0 aBaHTap/a, ba-
JIMHTC IIPUIIIEST K CO3JaHUI0 COUMHEHHH, IITUPOKO BOCTPEOOBAHHBIX HE TOJIBKO B €r0
CTpaHe, HO U 3a ee mpezaenaMu. TakuMm oO0pa3oM, UMEHHO OH 3aJI0KUJI OCHOBY JIJIS
(dopmMupoBaHUA MeXKIYHAPOAHOI'O CTaTyca HUAEPJAHJICKON aKaJeMUYeCKOU My-
3bIKH (B TOM 4YHCJIE U XOPOBOI), 3aMETHO YKpeITUBIIelcs 61aroiaps AesITeTbHOCTH
KOMIIO3UTOPOB CJIEIYIONIETO ITOKOJIEHUS — B IePBYIo ouepeab ToHa fe Jlenida u Jlyu
AHjpucceHa.

HudepaaHndckasn xoposas komMno3uyus 8mopoii noaosuHsvt XX eexa:
om yueHukxos Xeuxa baduHeca x JIyu AHOpucceHy

YcnenrHo couetast TPAJUIMOHHBIE W HOBEUIIIME MPUEMBbI KOMIIO3UIIUH, ba-
JITHTC IOCTHUT OOJIBIIION M3BECTHOCTH HE TOJIBKO B CBOEH CTpaHe, HO U 3a PyOeKoM —
B 'epmanuu, Bo ®panrum, B CIIIA u nake B ABctpaiun. B Husepiangax oH umest 06-
IIUPHYIO IleJIaroruyecKyro nmpakTuky. Cpesin ero yueHukoB otMetuM ToHa jie Jletida
u XaHca Kokca — KOMIO3UTOPOB, C UMEHAMU KOTOPBHIX B OCHOBHOM U CBSI3aHO pa3-
BUTHE XOPOBOU My3bIKU HusepianioB B 1960—1990-€ rojibl. [1epBblil u3 Hux, ToH fe
Jlenid (1926—1996), — ogHA K3 caMbIX 3BHAUUMBIX (UTyp B KyJIbType Huzmepaanmos,
KOMIIO3HTOP, My3bIKaJIbHBIN ITPO/I0CED TJIAaBHOU pasuocTaHIuu crpadbl Nederlandse
Radio Unie, TUPEKTOP U Xy/A03KECTBEHHBIN PYKOBOJIUTEIH AMCTEP/IaMCKOI KOHCEPBa-
TOPUH, TIPUTJIAIIIeHHbBIN JIeKTOp B KasnmdopHuiickom yHUBepcuTeTe B bepkiu.

TBopuectBo e Jletidha — yOemuTesbHAsA WLIIOCTPAIS W3BECTHOTO Te3HCa
0 KYJIbTYPHOM ILTIOpaJIU3Me KaK OJHOM U3 BaKHEUIIIUX CBONCTB COBPEMEHHOU My-
3pIkK’2. C IOHOCTH OH MHTEPECOBAJICA PA3IMUYHBIMU PEIUTMO3HBIMU KOHIEIIIUAMH,
UMEIOIIUMHU OTHOIIIEHWE He TOJBKO K XPUCTUAHCTBY, HO U K BOCTOYHBIM KOCMOTOHM-
YyecKuM yuyeHusM. HauaB Kak KOMITIO3UTOP, OPUEHTHPOBAHHBIN HAa My3bIKy bapToka,
[Teiiniepa, bajgunrca (y IoceTHETO OH YUHJICS € 1947 TI0 1949 rox), zie Jletid B masb-
HeUIIeM yBJIEKCSA HEOMOJIAIbHOM TeXHUKOH B siyxe OuBbe MeccruaHa, B Ky1acce KOTO-
POT0O OH IIPOBEJI HECKOJIBKO MECSIIEB B 1049—1950 rogax. 3HAYUMbIM COOBITHEM JIJIA
MOJIOJIOTO KOMIIO3UTOpa cTajio rnocemienue JletHux kypcoB HoBoii my3biku B Jlapm-
IIITAJITe B 1953 roay, I/ie OH II03HAKOMIJICS C COUMHEHUsMH BebepHa U 10Cjie 3TOro

2 T1o BepHOMY 3aMeUaHUI0 XUKpaH AJIMeBOM, «KOMIO3UTOPHI CETOHSA UepHalT BJOXHOBE-
HHe U3 IIHUPOKOT0 CHEKTPa KyJIbTYPHBIX TPAJUIIUN, B Pe3yJIbTaTe Yero MOABIAITCA SKJIEK-
TUYHBIE U JUHAMUYHBIE XOPOBBIE IPOU3BEIEHUA» [0, p. 6].
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cOo371aJ1 TIepBble 00pA3IbI TOJUIAH/ICKOTO CepHan3Ma. JTOT METO/T KOMIIO3UITUU 3a-
TPOHYJI B IIEPBYIO OYEPE/Ib €r0 NHCTPYMEHTATIbHYI0 MY3bIKY. B CBOMX XOPOBBIX COUM-
HEHUSX, BOSHUKIIIUX B 9TH Ke rojibl (Missa brevis st cMeIaHHOTO X0pa, 1952; «Ye-
ThIPE XOPOBBIE IECHU» JJIsI CMEIIAaHHOTO X0pa a cappella Ha TEKCTHI CPeTHEBEKOBBIX
TOJUIAH/CKUX T03TOB-aHOHUMOB, 1953), Ae Jleiid, HampoTUB, UCIOIH30BAJl BeChbMa
TPAJUIMOHHBIE CPE/CTBA, CO3/1aBasA My3bIKy HAa OCHOBE CTAPUHHBIX JIAZIOB C aKI[EHTOM
Ha 3By4aHUU YUCTHIX UHTEPBAJIOB ¥ aKTUBHOM HCII0JIb30BAHUY MOHO(POHUU U aKKOP-
JIOBOH (paKTypHI.

Berpeua ¢ /I:xoHoMm Keliyizkem B 1958 rojy, moes3aku B Mpan u MHau0 cro-
coOCTBOBAJIN KapAUHAJILHOU CMeHe HalpaBjeHUs B TBOPUECKOM Pa3BUTHUH Jie Jleii-
¢a. Komnozutop yBjeueHHO M3ydyaeT MHAUMNCKUE paru, UpaHCKUU MaKaM, TPaau-
MU ANIOHCKOro Tearpa Ho, 3HaKOMUTCA ¢ My3bIKaJIbHO-TEOPETUYECKUMHU TPYAAMHU,
ITOCBSIIIEHHBIMU OCOOEHHOCTSIM 3THUX BOCTOYHBIX TPAJUIIUN. B TO ke BpeMs OH wHc-
cJIeayeT MapTUTYPhl CTADUHHBIX MacTepOB — OT Ars antiqua 1o PeHeccaHca, HaXo/s
MHOTO OOIIEr0 B CaMOM BOCIIPHUATUHN MY3bIKAJILHOTO BpEMEHHU MEXKIY J0KIaccuue-
CKMMU €BPOIENCKUMYU COYMHEHUSIMHU U TPAIUIIMOHHON BOCTOYHOU MYy3BbIKOH. O0b-
eZINHAIOIIEeN 9T, HA TIePBbI B3IJIA, MOJISIPHbIE MO3UIIMH, 10 MHEHUIO Jie Jlelida,
CTAaHOBUTCS MOJIAJIBHOCTh B IITMPOKOM IOHUMAHUHM 3TOTO TEPMHUHA (KOMIIO3UTOP
II0JIB3YETCS BBIPAKEHUEM «paclIMpeHHas MOJAJIbHOCTh»), IIPOTUBOIIOCTaBIAeMAs
He TOJIbKO CepUaIu3My, HO TaKKe U XPOMAaTUYeCKOU TOHAJIbHOCTU M ATOHAJIbHOCTH:

«PacirpeHHast MOZAaJIbHOCTE» — 3TO B ONPEJEIEHHOM CMBICIIE TTEPEOIIEHKA,
0600111eHYEe U paciimpenne 60J1ee paHHUX MOJIAIBHBIX IPUHITAIIOB, pacCMaTPUBa-
eMbIX ¢ To3uruil XX Beka. ATO TakKe peaKlusd Ha TYyNUK, JOCTUTHYTHIN B Hallleil
MY3bIKE, HpOTI/IBOHOCTaBJIeHHbel TOMY, UYTO IIOPOANJIO KaK IIO3JHIOIO 3alIaTHYIO TO-
HaJIBHOCTH, TaK U aTOHAJIBHOCTH [10, p. 83].

KoM1mo3uTop 4acTo OCHOBBIBAET COUMHEHHNE Ha COYETAHUU PA3JIMYHBIX ITOIIe-
BOK KaK B paMKax eJIMHOU TOPU30HTAIN, TaK U B HAJIOKEHUHN HECKOJIbKHUX T'0JIOCOB,
YTO OIpeiesiseT MOCTOSSHHOE UCII0JIb30BaHNUE B €r0 My3blke MOHO(OHHUU U TeTePO-
onuun. 3ameuaTesbHBIN TpUMep MOAOOHOTO IMOAX0Za — XopoBas maprturypa Car
nos vignes sont en fleur (« BuHOrpaHUKH HAIIX B 1IBETY», 1983). Hauao counHe-
HUS CTPOUTCSA Ha IOCJIeA0BATEIbHOM PACITUPEHUH KOJWYECTBAa XOPOBBIX MapTHH,
HICIIOJTHSIIONINX BbIJIep:KaHHbIE 3BYKHU WJIN HEOOJIBIIINE TTOTIEBKU — BHE KOHKPETHOTO
pUTMa WIA YaCTUYHO PUTMHU30BaHHBIE. [[puHIMIT 106aBIEHUA XOPOBBIX TOJIOCOB —
OT MEHTPAJIBbHBIX APTUHM aJbTa U TeHOPa K CUMMETPUYHOMY PaCIIUPEHUI0 (haKTyphl
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yepe3 /I00aBJIeHNe BEPXHUX W HUKHHUX T'OJIOCOB — OYEHb HAIIOMHUHAET IOAXO/I, Pa-
Hee BCTPEUaBIIIHNCA B MAPTUTYpaxX IIOCJIEBOEHHOTO aBaHTap/a, B YacTHOCTU y JIywm-
>kt Hono (Cort di Didone, 1958) u dbépas Jluretu (Lux aeterna, 1966) (IIpumep 4).
910 QaKTypHOE pellleHre KOPPECIOHAUPYET U C MPeAINCAHHBIM IIPOCTPAHCTBEH-
HBIM pasMellneHneM neBunos’3 Ha cuene (IIpumep 5): B IEPBOM YaCTH IIPUMEHAETCS
«IIEHTPOOEIKHOE» TIOSIBJIEHHE TIOMEBOK, B TO BPEMsI KaK B TPEThEU YaCTU OHU BO3-
HHUKAIOT II0CJIeIOBATEIBHO cyieBa (OT MapTHH COIPAHO) HAIIPaBo (K ITapTUsAM 0acoB).

SEE —

Tres lent

o Q)
by
P

:n__:
PP PP sempre

m){;L\F :

IIpumep 4. T. ne Jletid. Car nos vignes sont en fleur, Tt. 1—3

[Tpu ob6pa3oBaHUM MeJIOAUUECKON ropusdoHTanu je Jleld ucmosp3yer Habop
PUTMHUUYECKUX MOJIeJIEH B YUCTOM BHJIE U B COUETAHUHU JIPYT C APYTOM. DTOT TOJIXO/T

13 3aMeTHM 371eCh, UTO Jie JIeid MOCTOAHHO UCII0Ib30Ba PECYPCHI IPOCTPAHCTBEHHON My3bI-
Ku. fIpKue npuMepsl — TaKhe BOKJIbHbIe-HHCTPYMEHTAJIbHbIE U KAMEPHO-UHCTPYMEHTAIIb-
Hble counHenus kak Haiku IT («Xatiky I11», 1968), Spatial Music I-1V («IIpocTpaHcTBeHHast
My3bika [-IV», 1066—1968). B mepBom u3 Hux (Haiku II) npuMeHsieTcs epeMelleHrne BOKa-
JIUCTKH (COMPAHO) MEXY IIECTHI0 TOYKAMU B CIIEHUYECKOM ITPOCTPAHCTBE, OUEHDb HAITOMU-
Halolllee pellleHre 3HaMeHUTON aHTH-orepbl bepuo Passaggio (1961-1962).
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S1 S2 S3 T1 A1 T2 A2 T3 A3 B1 B2 B3

IIpumep 5. T. ne Jletid. Car nos vignes sont en fleur: pasmelieHue eBI[OB

IIPOSIBJISIETCS M B HAJIOJKEHUSX HECKOJIPKUX BADUAHTOB OJTHOM TOPU3OHTAIH ¢ 00paso-
BaHUEM reTepodOHUH, O0JIee CTPOTON B CPABHEHUH C HAYAIBHBIMU TaKTaAMU COUHHE-
uus (IIpumep 6).

lé - - ter- nel des tor
3
= e T o e e P
LS = == I e WM‘“&’_—-FM“#JM,J__}:iP::S
Y Aot | ] —
fau le feu dé 1) - rant de ¢ - - - - -« <« < < far-nel des tor
’ 3
& m— 3 » { T s ”"_\‘ I S B | T 1 {

JF SSE===0= ==t = T e e e e £
- v 1 f = — " * 3
feu, le feu dé - vo - rH ds Ié - - - - ter nel, des tor

3 yhe £ o bpe- R
W e e i e cEL -
&t e enr—————— 3 '—I—J“_——ﬁ_
feu, le feu dé-vo - rant de g - - - fer-nel des tor

ITpumep 6. T. ne Jletid. Car nos vignes sont en fleur, Tt. 68—71

B atmocdepe «Heo-apxamku» couyuHeHUU Jie Jlelidpa OpraHUYHO BOCHPHU-
HUMAIOTCSI 1 OCHOBHBbIE BOKaJIbHbIE IMPHEMbI. KpoMe OOBIYHOTO XOPOBOTO TMEHUS
(normal singing) ucnoab3ywOTCcA cpescTBa Sprechgesang, a Tak:ke HEHOTHpyeMas
peunTanusa Ha abCTpakTHbBIE CJOTH. BaskHas poJib IPUHAJIEKUT U IEPUOTUUECKHT
BCTPEYAIEMYCS MUKPOTOHOBOMY HHTOHHUPOBAHUIO (IEHUIO YETBEPTUTOHOB).

[Mogo6nHo /[>kaunHTo Illesnbcu, KOTOPBIM IOCTIE SKCIEPUMEHTOB € aBaHTap/-
HBIMU TEXHUKAMU II€PEOPUEHTHUPOBAJICS HA U3yUEeHUE CTAaPOU MY3BIKU U O0BEIUHSLI
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B CBOUX COUMHEHUSIX OCHOBAHHBIM HA Pecypcax MOJAJIbHOCTH MY3BIKAJIbHBIN PsJI
C IPeBHUMU JIUTEPATYPHBIMU TeKcTamu, e Jleiid, HaumHasA ¢ 1970 roja, MpUBJIe-
KaeT JJIs XOPOBBIX OITyCOB TeKCThl bubauu (yromsHyTtas BeIlle nmaptutypa Car nos
vignes sont en fleur st ABEHAIIIATUTOJIOCHOTO CMEITIAHHOTO X0pa a cappella, a Takxke
Elégie pour les villes détruites — «3derusi 1jisi pa3pylIeHHbIX TOPOIOB», 1994), MUQBI
amepukaHckux uHzentes (The Birth of Music — «PoxaeHue My3bIKU» 7SI CMeITlaH-
HOro Xopa a cappella, 1975), rumubl Kabupa'4 («I1aTh TMIMHOB» /I CMEIIAHHOTO
X0pa, ZIByX GopTenuaHo u yAapHbIX, 1987-1988), dparMeHThl UHAUNCKUX MYy3bI-
KaJIbHO-TeopeTuueckux TpyzioB (The Magic of Music I — «Marus mMy3bIku I» s
JIBYXTOJIOCHOTO X0pa, 1970) u Tpakrara [llurao'® (Cloudy Forms — «®opmbl 06.1a-
KOB» JIJIs1 MY>KCKOTO xopa a cappella, 1970).

CmelieHreM aKIIeHTa B CO/IEP>KAHUU XOPOBBIX COUMHEHUH Ha 001aCTh PEJTUTHU-
03HO-(pm0codCcKOi U, MIUpe, SK3UCTEHIINATBHON JINPUKU OTMEUEHO U TBOPYECTBO
Xanca Kokca (1930—2019). Ha ero nepsble OITychl OCHOBHOE BO3/IEHCTBHUE OKa3aJIu
npousBefieHusa bagunrca, bepra u Manepa. Ot nociiennero Koke yHacieqoBaa vuH-
TEpPeC K MACIITA0OHBIM BOKAJIbHO-CUM(POHUYECKUM IOJIOTHAM, MOCBSAIIEHHBIM KJTIO-
YeBBIM BOIIPOCAM YEJIOBEYECKOTO OBITHUS — IIEJIU KU3HH, IIPobJIeMe HPaBCTBEHHOTO
BBIOOpA B 3II0XY UCHBITaHUH. Cpe/ir HanboJ1ee M3BECTHBIX COUMHEHNH KOMIIO3UTOPA —
Requiem for Europe («PexBuem ayis1 EBporibi») /i1 yeTbIpex (!) XOpoB, IByX OPraHoOB
1 opkecTpa Ha Tekctsl [Taymnsa [leana, bubsmu u camoro kommosuropa (1971), KaH-
taTa «AHHA OpaHK» JIJI COJTUCTOB, XOpa 1 opkecTpa (1984), TEKCT KOTOPOI OCHOBaH
Ha 3HaMeHUTOM «/[HeBHUKe AHHBI PpaHK», BOKAJIbHO-CUM(MOHNYECKASA KOMIIO3UIUA
Das Credo quia absurdum pjist COuCTOB, XOpa U OpKecTpa Ha TekcTbl bubiun, Kopa-
Ha, ®pugpuxa Hume u Paitnepa Mapuu Pusbke (1995), Cumdonnsa N2 6 gy cme-
IIIAHHOTO XOpa U OpKecTpa Ha Tekctbl Hurre u Ienana (2012).

Hecmotps Ha TO, yTo KOokc HauMHaI CBOM TBOPYECKUU HyTh KaK LIEPKOBHBIU
OPTaHUCT, B CBOUX PEJIUTHO3HO-(PHUIOCODCKINX KOMIIO3UIIUAX OH HE 3aMBIKAJICSA
Ha HCIIOJIb30BAHUU XPUCTHAHCKUX MCTOYHUKOB. OTPUIATESIHHO OTHOCACH K COBPE-
MEHHOU MEX/TyHApOJHOU TOJUTUKE, OH TeM He MeHee TOpSY0 WHTEPECOBAICA OC-
HOBHBIMU COOBITHSIMH B MUpE, IIyDOKO COUYBCTBOBAJI JKEPTBAM MEKPETUTHO3HBIX

4 Kabup (1440—1518) — cpeHEeBEKOBBIN WHAUUCKUH ITO3T, IIPOIIOBeIHUK. ['nMHbI Kabupa BKIIIO-
YeHBI B CBAIIEHHYIO JIJISI TIOCJIE/IOBATENIEN CHKXU3Ma — MOHOTENCTUUECKOHN PEJIUTHHU, POUBITIEN-
cs Ha IlepeceueHur Waed WHAyHu3Ma U HUcjiaMa, — KHUTY «AJINTPAaHTX», COCTABJIEHHE KOTOPOH
OBLIO 3aBEPIIIEHO B 1604 TOY.

5 [MuTao (1642—1707) — KUTAUCKUH XYOKHUK W TEOPETHK JKUBOIMCH, HATIUCABIIIUHN TPaKTaT
«becesbl 0 KUBOTIUCH ».
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U MEKITHUYECKUX KOHGIINKTOB. ['yMaHU3M — OCHOBOIIOJIATAIoOIAs TeMa, 00beUHS-
foias counHeHus Kokca pa3yiImyHbIX JKaHPOB. AJIpecysi CBOM COUMHEHUS ITUPOKOMY
KPYTY C/IylIaTesel, OH He PaccTaBajICsl ¢ TOHAJIBHOCTBIO, IIPEATIOYUTAs TPAJUITUOH-
Hble TapMOHUYECKHE U TeMOpodaKTypHbIe pecypchbl. OTIUUNTEIbHAS YEPTA MYy3bI-
k1 Kokca — ee sicHass MesiomyecKasi OCHOBA, BhI3BIBAIOIIASA aCCOIUAIINHU, C OHOU
CTOPOHBI, C COUMHEeHUAMHU Masiepa, ¢ apyroil — XeHipuka AHjpuccena. MoKHO ro-
BOPUTH U 00 OIOCPEIOBAHHOM BJIUSTHUM IOCJIEBOEHHOTO aBaHTap/a, CKa3aBIleMcs,
B YaCTHOCTH, B 0GpAIl[eHNH! K KOHI|eIIIUH IPOCTPAHCTBeHHOM My3biku'®. Hampumep,
B Requiem for Europe Kokc ucnosbsyet uzeio llItokxayszena (Carré, 1960) u30iu-
POBAHHO Pa3MECTUTh BOKPYT IIyOJIMKU UeThIpPe XOpa B aHCaMbJie ¢ MHCTPYMEHTATb-
HBIMU TPYIIIIAMU.

BzaumogeticTBre ¢ TpaguIiKell Ha HOBOM 3Talle JEMOHCTPUPYET U TBOPUECTBO
caMOTr0 U3BECTHOTO KoMmo3utopa HuepsianioB nocseHe yeTBepTy XX Beka — Jlyu
Annpuccena (1939—2021). HauaB 3aHATHA KOMITO3UITHEN CO CBOUM OTIIOM X€HJIPUKOM
AHApHCCEHOM, OH ITPOJIOJIKIIT UX C 1957 Tofa B ['aarckoil KOpoJieBCKOM KOHCEPBATO-
puu ¢ Ban BapeHowM, a 3atem B 1961—-1965 roaax yuwicsa y Jltouano bepuo, 6;1aromaps
KOTOPOMY IIO3HAKOMHUJICS ¢ OOJIBIITUM KPYTOM COYMHEHUH JIOBOEHHOT'O U ITOCJIEBOEHHO-
ro aBaHrapyia. CBoell akTHBHOU OOIIIECTBEHHOH JKU3HbBIO /IEMOHCTPUPOBAJI HEIIPUATHE
OypsKya3HON Mopasiu, Oyydu IMOKJIOHHHUKOM H/Iel aHapxu3Ma U MaousMa. Bo MHo-
T'OM IO/ BJIUSTHUEM CBOUX COITUTHHO-TIOJIMTHYECKUX B3IJISZIOB OH OTOIIEJ OT aBaH-
rap/HbIX TEXHUK, MPUOJIM3UBIIKCH B CBOEH C/Iep:KaHHON aHTH-IKCIIPECCUBHON MaHEPe
K My3BbIKJIbHBIM HjiesiM Mropst CTpaBUHCKOTO — KOMITIO3UTOPA, KOTOPOTO AH/IPHUCCEH
CTaBWJI BBIIIIE JIPYTUX CPEIN MAcTEPOB MEPBOM MOJIOBUHBI XX Beka. B 1983 rozy B 110-
cBAmeHHoN CTpaBUHCKOMY KHHUTe «Yachl ATIIIOJIOHA», HATTMCAHHON UM B COQBTOPCTBE
¢ dnmepom I11énbeprepom, AHAPUCCEH HATTUIIIET:

Hacrosiee Biusiiue CTPAaBUHCKOTO TOJIBKO HAYMHAETCA. <...> DTO BO3EH-
CTBHE METO/a, KOTOprfI IIOAIIUTBIBACTCA HEAOPA3YMEHHNEM, HADOUYUTHIM HCKaXKe-
HHEM, IIpeyBeJInYeHreM, BEPHBIM HEBEPHBIM BBIBOJIOM [12, c. 18].

16 B craThe, MOCBAIEHHON TEH/IEHIUAM B PA3BUTHH XOPOBOM My3bIKH IIOCIEBOEHHOTO aBaHTap/ia, MbI
y2Ke obparanu BHUMaHue Ha TO, YTO cTepeodOHIs BO BTOPOU mooBHHEe XX BeKa CTAHOBUTCS OIHOM
13 HanboJiee XapaKTEPHBIX MPUMET XOPOBBIX U BOKAJTHHO-aHCAMOJIEBBIX COYNHEHMI. B 11es10M psizie
onycoB Kapsxaitana IlItokxaysena (ot Carré no Engel-Prozessionen), Jiyum:xu Hono (Ha venido:
canciones para Silvia, Sara dolce tacere, Das atmende Klarsein), 1sépas Jluretu (Requiem, Lux
aeterna) Mbl BUIUM IleJIeHAPaBIeHHOE TPUMeHeHHe pecypcoB haKTyphl U TEMOPUKH 15T OCTHKE-
HUS IPOCTpaHCTBeHHBIX 3 dekToB. [TonpobHee 06 3TOM cM. [11].
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KoMIio3uTop HEOZHOKpaTHO momdepkuBas: «CTpaBUHCKUUN ObLI JIJIA MeHS
HACTOSIIIIM IIPUMEPOM TOTO0, KaK o0paIiaTbcs ¢ My3bIKaJIbHBIM MaTepuajioM B XX
Beke» (IUT. 1o: [3, p. 112]). biarogapst morpy:keHu B TBopuyecTBo CTpaBUHCKOTO,
AHJIpUCCEH OTKPBUI IS ce0s1 YHUBEPCATILHBIN METO/I, ITO3BOJISIONINN paboTaTh CO
CTWJINCTUYECKH PAa3HOPOJHBIM MaTepHUaJioM, IOOMBAsCh IIPU 3TOM YOEIUTETHHOTO
Xy/I03KECTBEHHOTO pe3yJIbTara:

My3bIKaJIbHBIA MaTepUasl, KOTOPBIN A UCHOJIb3YyI0, MEHsAETCS C TOAAMHU, IIOTO-
MY UYTO y MEHA MEHAIOTCA MY3bIKa/IbHbIE€ HHTEPECHI. Ho moui IIoAXoa He M3MEHUTCA,
OH Bceryia Oy/ieT OJMHAKOBBIM.

Jlyaiuii npumep — Mojxo/1 Koro-to Bpojie irops CTpaBUHCKOTO, KOT'O HE 0CO-
60 BOJIHYET HEUTO CBA3aHHOE CO CTUJIEM UJIKM MHANBHUAYAJIbHOCTBIO, 4 KOI'O BOJIHYET
My3bIKa. fI ymaro, uTo 3TO 0OJIee WU MeHee HealbHbIN MMOAX0/ K Ipodeccr:
BBI 0OJIBIIIE 3a00THUTECH O TOM, 4TO, II0 BallIeMy MHEHHUIO, Bbl JOJI?KHBI paCCKa3aTb
0 MY3bIKEe, HEXKEJIM O TOM, KaK BBIPa3uTh cebs (1uT. mo: [4, p. 17]).

OgHUM W3 TEepPBBIX COUYMHEHUMN, KOTOPHIM AHJPUCCEH SPKO 3aBUJI O cele,
ctasio De staat («T'ocymapcTBo», 1972—1976) A1 YEThIPEX KEHCKUX TOJIOCOB U WH-
CTpyMeHTOB. AHcamM0Jib, BKIIOUAIOITUIN Klaccuueckue (2 apdsl, 4 aibTa, 2 opre-
MUAHO, 16 J[yXOBBIX UHCTPYMEHTOB) U 3CTPAJHbIE (4 BJIEKTPOTUTAPhI U Oac-TuTapa)
My3bIKaJIbHbIE MTHCTPYMEHTBI, PABHO KaK U MOJaJIbHAsi OCHOBA COUMHEHHsI, a TAKKE,
IJIaBHBIM 0Opa3oM, IeHHe YeThIpeX *KEHCKHUX MapTUM B YHHCOH — CBUJIETEIHCTBO
ero «aHTHU-aBaHTap/IHOW» W, COOTBETCTBEHHO, «aHTH-OYp:Kya3HOW» HaIlpaBJIeHHO-
ctu. Kpome Toro, cBoro posib B 0OpaIieHnu K BOKaJIbHOMY OZHOTOJIOCHIO (peMap-
Ka: legatissimo, senza vibrato) ¢ pegKUM BKpaIIEHHEM TapMOHHYECKOTO H3JIO0-
>KEHHs MOTJIa ChITPpaTh U acCOIHAIlNs C JPEBHErPEeUeCKON MOHOAWEHN, ITOCKOJIbKY
JINTEPATyPHBIM IMEPBOUCTOUYHUKOM JJIsI COUMHEHUA CTaJl OJHOMMEHHBIN IUAJIOT
[InaToHa, pparMeHT KOTOPOTO BKJIIOUEH B IIAPTUTYPY Ha sA3bIKE OPUTHHAJIA.

HemasioBaxHO ¥ TO, UYTO B 3TU rOAbl AHIPHCCEH 3asIBJIsIET O ceOe KaK IMOJINTU-
YEeCKH AHTaKUPOBAHHBIM KOMIIO3UTOP, CO3/JABIIHUN IIECHU IIPOTECTA MPOTUB BHET-
HaMmckoii BoriHBI (Thanh Hoa, 1972; Dat gebeurt in Vietnam, 1973), necHio Laat
toch vrij de straat («ITyctb yauisl OyayT cBOOOAHBI», 1978). BO3M0OKHO, MOHOJIUT-
HO€ YHHUCOHHOE IeHHe C¢ (pparMeHTaMHu aKKOPJAOBOU (haKTyphl STHUX TOJIIAHJICKUX
«MAaCCOBBIX IIECEH» OIPEEINIIO U /IBa HanboJjiee XxapaKTEPHBIX JJIsT XOPOBBIX U BO-
KaJIbHO-aHCAaMOJIEBBIX COUMHEHUN KOMIIO3UTOPA BU/IA U3JI0KEHUSA — aKKOPIOBYIO
dakTypy u moHodonuw. Mbe1 ux BerpeuaeM u B De stijl («Ctunb», 1984-1985),
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u B Odysseus’ Women («Kenmuubsl Onuiceesi», 1995), U B CIIEHUYECKOH OpaTOPUU
De materie («Marepusi», 1989)"7, a Takke B 11eJIOM PSJIE APYTUX MEHee U3BECTHBIX
COUYMHEHUAX AHJIpHCCEeHa.

OCOOHSIKOM B 3TOM OTHOIIIEHHUHM cTOUT maptutypa De tijd («Bpemsa», 1980—
1981), B KOTOPOU JKEHCKUH XOp paccMaTpUBAETCS KaK BakHasi TeMOpoBasi 4acThb 00-
1[ell BOKaJIbHO-UHCTPYMEHTAJIbHOU 3By4YHOCTH. OCHOBaHHOE Ha TeEKCTe ABpesns AB-
I'YCTHHA, IIOCBSIIIEHHOM CPAaBHEHUIO KATETOPUU «BpPeMs» U «BEYHOCTh», COUMHEHUE
WTIOCTPUPYET IMPOTHUBOIIOCTABJIEHNE JJAHHBIX HMOHATHUU B JBYX MOJIAPHBIX TUIIAX
BpPEMEHHOU OpraHU3aIN MaTepuasa:

a) MyJIbCUPYIOMEM — 0OOCTPEHHO PUTMH30BAaHHOM Yepe3 IIPOTHBOIIO-
cTaBjieHHe OMHAPHBIX U TEPHAPHBIX METPOB,

0) KOHTHHYaJIbHOM — CBSI3aHHOM C HECIIEIITHBIM IIEPEX00M FrapMOHUH,
3ByJallluX Kak Obl «BHE BpeMeHU» (UTO OUeHb HAIIOMUHAET TaKhe COUHHe-
Hua Jluretu, kak Lontano, Lux aeterna).

CnoBecHass OCHOBA COUMHEHUU BBISBJIAET UHTEpeC AHJIpUCCEHA K BJIUMTAPHOU
suteparype. 31ech u TpyAbl dunocodos (Ilmarona, Jlao-113b1, ABpesins ABTyCTUHA),
U BBIZlafoInuecss obpasnsl MUPOBOU utepatypbl («Oaucces» ['omepa, «I'ocyzapb»
Hukkosio Makuasesuin). C Apyroil cTOpOHBI, Mbl OOHAPY>KUBAeM Cped UCTOUHU-
KOB U nosintuyeckyto aureparyp XIX—XX BekoB — counHenusa Muxauia bakyHuHa,
Aprtiopa Apny, fAana BaH nep Mepse. Takoe KOHTpacTHOe cOYeTaHUE BBI3bIBAET aC-
COITHAITNY C BOKAJILHBIM TBOpUYecTBOM HoHO. /leMOKpaTUUHOCTB, a IOPOM U HKCIEeH-
TPUYHOCTb MY3bIKU AH/IpUCCeHa 00ecrieuniu 6OJIBIIYIO MOMYASPHOCTh U, COOTBET-
CTBEHHO, KOHI[EPTHYIO BOCTPeOOBAHHOCTh €r0 COUMHEHUU B MUPE.

Bwvtso0bt

[TosiBneHue Takux GUryp, kak Xenk baguure, Tou ne Jleid, JIyn Auapuccen
U JIpyTHX, MO3BOJISET pacCMaTpuBaTh pa3BUTHE XOPOBOM My3blku HuepsiaHzios
B KaUeCTBe eIMHOTO MOCTYIIaTeIbHOTO MpoIecca, B paMKax KOTOPOTO MOXKHO OOHa-
PYKUTbH PsiZi 0COOEHHOCTEN, OMPEeIeJINBIINX €T0 CIIEIUPUKY:

17 O6palieHue K KaHpy CIIeHHYeCKOH OpaTOPUU — O[HO U3 CBUETEJIHCTB CTPEMJIEHU AH-
npucceHa pedopMUpPOBATh TPAJUIIMOHHBIA My3BbIKAJIbHBIA TeaTp. B crarbe Esensr Bacu-
sbeBHBI KuceeBoil 1 9MMbl CepreeBHbl KOpOTKHEBO, MTOCBAIEHHON 0COOEHHOCTSIM OIlep-
HOTO *kaHpa B TBopuecTBe Kaitn Caapuaxo, aBTopbl Ha3bIBaoT UM JIyu AH/IpricceHa B YHcye
KOMIIO3UTOPOB, TBOPYECTBO KOTOPHIX OBIO HAIIPABJIEHO HA NPUHIUITHATIFHOE OOHOBJIEHIE
omepHOro kaHpa. [loipobHee 06 aTom cMm. [13, ¢. 130].
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1. «[To3/1HEE BKJIIOUEHUE» B 00IIEee PyCJIO PA3BUTHS XOPOBOM KOMIIO3H-
i HoBoro BpeMeHH B CpPaBHEHUHU C COCEJITHUMU €BPOIEUCKUMH TOCyZap-
ctBamu — @pannueit, ['epmanneii, Beaukobpuranuei.

2. OpueHTanus BeAyIINX HUJIEPJIaHICKUX KOMIIO3UTOPOB Ha BbIJIAIOIIH-
ecsi 0OpasIbl My3bIKH IIPEIITECTBYIOIINX 310X, TJIaBHBIM oOpa3om PeHec-
caHca.

3. Hasimuue IByX BO MHOTOM HE3aBUCUMBIX JIPYT OT JIpyTa JIMHUM:

a) KOHCEPBATUBHOU — IIPEJCTaBJIEHHON KOMIIO3UTOPaMHU, IIPEJIIo-

YUTABIIUMU CJI€0BATH My3bIKAJIbHBIM TPAIUIIUAM CBOEH CTPAHBI;

6) HOBaTOPCKOU — CBSI3aHHOU C TBOPYECTBOM aBTOPOB, TATOTEIOIINX

K COBPEMEHHBIM TEXHUKAM.

OO6masn HampaBJIeHHOCTHh SBOJIIOIMN XOPOBOW KoMmo3uruu B Humepsiangax
OT TIEPBBIX POCTKOB «TOJIJIAH/CKOTO peHeccaHca» B TBOpUecTBe 3Bepca, BareHapa,
JlutteHOpoKa /1o BhIxo/Aa counHeHn bayimarea, fe Jletida u Jlyn AHaprucceHa Ha MU-
POBBIE CIIeHBI T03BOJIUJIA STON CTPAHE CITYCTs HECKOJBKO CTOJIETHU MOCJIE 3aBepIle-
HUA BeJUKOU snoxu ppaHko-PiamaHackux MactepoB XV—XVI BeKOB BHOBb SIPKO
3aBUTH O CBOEM 3HAUMMOM MeCTe Ha COBPEMEHHOU KapTe eBPOIIENCKOTr0 XOPOBOTO
HCKYCCTBA.
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Abstract. The article explores the creative work of the prominent Russian
composer Viktor Alekseyevich Ekimovsky (1947—2024). His compositions are
diverse not only in their artistic and aesthetic concepts but also in their writing
techniques. Categorizing his works based on the prevailing compositional
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and 27 Destructions, as well as Ninth Symphony “Epitaph to the Avant-Garde”—
the hundredth and final composition in the author’s catalogue. Chronologically
spanning the period from 1989 to 2017, these works demonstrate unique
manifestations of minimalist technique in each specific case. The analysis
primarily addresses the use of patterns within repetitive processes and the nature
of the models repeated through various means. To interpret the structural patterns
of these compositions, the study incorporates the composer’s own reflections
from his interviews and his book Automonography. The vocabulary employed
by the composer serves as a distinctive indicator of his creative practice, which
is inextricably linked to the process of self-reflection. The author’s solutions
in the analyzed compositions are characterized by: the synthesis of stable and
mobile principles (The Assumption); structural combinatorics and the logic of
textural transformations (27 Destructions); and the artistic embodiment of the
concepts of “minimalism” and “macrominimalism” (Ninth Symphony ), implying
a progression “from simple to complex” (Movement 5) and vice versa (Movement 6).

Keywords: Viktor Ekimovsky, compositional technique, composer’s
reflections, minimalism, macrominimalism, The Assumption, 27 Destructions,
Ninth Symphony “Epitaph to the Avant-Garde”
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Annoranua. Crarbd IMOCBAIIEHA TBOPYECTBY HW3BECTHOTO POCCUMCKOTO
koMmo3utopa Bukropa AnekceeBuua EkuMoBckoro (1947 — 2024). COUnHEHHSA 3TOTO
aBTOpa MHOTO0OpAa3HbI HE TOJIBKO I10 Xy/I0KECTBEHHO-3CTETHUECKUM UM, HO U II0
cnocobam nuceMa. Ilosipaszenss cBou Ipou3BeZieHUA Ha OCHOBE Ipeobsiaiaronieit
B HUX KOMIIO3UIIMOHHON TeXHUKU, EKMMOBCKUI OTHOCHJI K MHUHUMAJIMCTCKUM
psz cBoux nmbec. Hamre BHUMaHue OyAeT cOKyCHPOBAHO HA TPEX MPOU3BE/IEHUSX,
Ha/leJIeHHBIX YepTaMU, CBOMCTBEHHBIMU MUHUMAJIN3MY KaK METO/1y My3bIKQJIbHOU
KOMITIO3UIUH. Pedb HU/IeT 0 COUMHEHUAX 111 aHCAMOJIs yapHBIX («YcneHue», «27
paspyuienuii») u JleBatoi cumpoHUUn «Iduutadus aBaHTapAy» — IHOCTETHEH,
COTOU KOMITO3UIMHU B KaTasiore EKMMOBCKOT0. XpOHOJIOTUYECKH STU IPOU3BEJEHMA
BIIUCHIBAIOTCA B Mepuoj ¢ 1989 mo 2017 roA U JIEMOHCTPUPYIOT B KaK/IOM
OT/AEJIbHOM cJjIy4yae creruduueckyio (GopMy BOIUIOIIEHUSA MHHHUMAJIUCTCKOUN
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TexHUKHU. [Ipexe Bcero nmeercs B BUAYy paboTa ¢ MAaTTEPHOM, OCYIIIeCTBIsAeMAast
B YCJIOBUSX PENETUTUBHOTO IIpoIiecca, ¥ caM 0OJIMK TOBTOPSAEMOM TeM MJIUM HHBIM
crtocobom Mojiesin. THTeprpeTupys 3aKOHOMEPHOCTH CTPYKTYPHOTO YCTPOUCTBA
Ha3BaHHBIX COYMHEHNU, MBI IPHUBJIEKAEM KOMIIO3UTOPCKOE CJIOBO, 3aleYaTIeHHOe
B UHTEPBbI0O EXMMOBCKOTO U ero Kuure «ABToMOHOTrpadus». Jlekcuka, KOTOpOUu
OIepUpyeT KOMIIO3UTOP, CJIYKUT CBOEOOPA3HBIM HWH/IMKATOPOM €ro TBOPYECKOM
MPaKTUKH, BCerJja Hepa3pbIBHO CBA3AaHHOW C IIPOIECCOM CaMOOCMBICJIEHUA.
ABTOpCKUE pellleHUsA B pacCMaTPUBAEMbBIX COUMHEHUAX OTMEYEHbI: COeJUHEHNEM
CTaOMJIPHOTO U MOOMJIBHOTO Havuasl («YcreHue»), CTpyKTyPHON KOMOMHATOPUKOM
U JIOTUKOU (paKTYPHBIX IIpeoOpa3oBaHUM («27 pa3pyIleHHuH»), XyA0KeCTBEHHbBIM
BOIUIOIIEHUEM TOHATHUA «MHHHUMQIU3M» W «MakKpoMuHUManu3M» (/leBartas
cuMOHMS), TOAPA3YMEBAIOIIUM PAa3BUTHE OT «IIPOCTOTO K CJIOKHOMY» (5 4aCTh)
U1 Hao0opoT (6 yacTp).

KiroueBbie cioBa: Bukrop AsiekceeBud EKMMOBCKUIT, KOMITO3UITMOHHAS
TEXHHUKA, CJIOBO KOMIO3UTOPa, MUHUMAJIU3M, MAKDOMUHUMAJIN3M, «Y CIIEHHE»,
«27 pagpyuieHuii», Jlepsaraa cumdonusa «Anuutadus aBaHTapay»

Jaa nurupoBaHuna: Ilanmeneesa 0. H. O wMuHuUManusdMe Bukropa
ExumoBsckoro // CoBpemeHHbIe TPo0JIeMbl My3bIKO3HAHUA. 2026. T. 10, N2 1. 131—
154. https://doi.org/10.56620/2587-9731-2026-1-131-154

*CraTbsi HamlKcaHAa Ha OCHOBe Jokiaza Ha IllecToll MeXayHApOJAHON HAYUYHOU
KoHbepeHnH «TexHUKa My3bIKaTbHON Kommo3uIruu. [IloctakoBud in memoriam» (14—18
ampesis 2025 rozia). Ha mpotsikennu mHOTUX J1eT B. A. EKMMOBCKHI B KauecTBe peZlakTopa
pabotan Hag moaroroBkoi HoBoro coopanus counHenui [llocrakoBuua B 150 Tomax (M37-
Bo DSCH) u Cob6panus counHeHul B 42 Tomax (M31-Bo « My3bIKa»).
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Introduction

iktor Alekseyevich Ekimovsky (1947-2024, Illustration 1) was
a prominent Russian composer who steadfastly followed his self-declared

creative motto: “the new must be new in every conceivable respect”
[1, p. 251]. This did not imply “novelty on a global scale” [1, p. 250], but rather
a novelty that would distinguish each subsequent work from preceding opuses or, in
the author’s terminology, “compositions.” “This is my general principle,” Ekimovsky
stated, “I always strive to write different music and not to repeat ideas and means
once found. Perhaps this is... a reaction to the avant-garde, which, in principle, is
somewhat homogeneous within itself” [2, p. 122].

Illusration 1. Ekimovsky, Viktor Alekseyevich
In Wikipedia. Retrieved January 20, 2026, from
https://ru.wikipedia.org/wiki/ExkumoBckuii, BuUKTOp AsiekceeBUY
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Ekimovsky’s musical compositions—distinguished, on the one hand, by
original poetic titles and, on the other, by neutral “numerical” designations
ranging from one to one hundred—vary in their writing techniques. In some cases,
the leading compositional method that defines a work’s individual character is
collage; in others, it is serialism, aleatoric music, micropolyphony, or sonorism.
Regarding several of his compositions, Ekimovsky repeatedly employed the term
“minimalism.” The purpose of this article is to characterize Viktor Ekimovsky’s
“working methods” in pieces associated with the ideas of minimalism.

Over the past few years, the issues of minimalism in the works of Russian
composers have been addressed in several publications focusing on the general
characteristics of this movement in its Russian version [3; 4; 5], as well as the
analysis of compositional techniques in the works of Nikolai Korndorf [6; 7] and
Iraida Yusupova [8].

Among Ekimovsky’s works that may be classified as minimalist, either in
their entirety or in certain aspects, are the following: Mandala for nine performers
(1983)—Composition 39; In the Constellation of Canes Venatici for three flutes
and magnetic tape (1986)—Composition 44; The Assumption for percussion
ensemble (1989)—Composition 52; and Symphonic Dances for piano and
orchestra (1993)—Composition 61. This article focuses on three compositions: Nos.
52, 65, and 100. This selection is determined not only by the artistic uniqueness
of the works but also by the specifics of their structural design, which allow for the
identification of Ekimovsky’s particular interpretation of minimalist principles.

The Assumption

The Assumption (1989, Composition No. 52) is a piece for percussion
ensemble,’ written for the country’s first Percussion Ensemble and dedicated
to its founder and director, Mark Pekarsky (b. 1940). Ekimovsky characterized

1T — 2 Crotali, 2 Wood blocks, 2 Timpani (piccolo, medio—con scordatura);

IT — 2 Triangoli, 2 Gonghi (piccolo, medio), 2 Gonghi (medio, grand);

IIT — 2 Temple blocks (piccoli), 2 Temple blocks (grandi), 2 Tam-tams (medio, grand);

IV — 2 Cow bells, 2 Tom-toms (piccolo, medio), 2 Tom-toms (media, grand);

V — 2 Piatti sospesi (piccolo, medio), 2 Piatti sospesi (medio, grande), 2 Timpani (medio,
grande—con scordatura);

VI — 2 Bongos, 2 Tamburi (militare, rullante), 2 Casse (cassa, gran cassa).
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the work as follows: “The composition is minimalist to the core, although it deviates
significantly from the exemplary American canons of the genre—where and when
have you seen, for example, aleaminimalism??” [10, p. 196]. What lies behind this
unusual definition?

The entire musical texture of the work grows from a single rhythmic formula
(Example 1), which is repeatedly reproduced in the form of a canon across the parts
of the ensemble instruments.

e i-empo:l'*ﬁo” (Pause a piacere) | -
PMYAAZ con sord. (coperti) af Fine
Formyla: Tutti -4 IR S Nl i » 0 g SRR L S N B el O R D
uttiETT—] i e < -
PP sempre al Fine

Example 1. Viktor Ekimovsky. The Assumption. Rhythmic formula

The rich resources of percussion are distributed among six performers in such
a way that each musician switches between three pairs of instruments throughout
the piece. The minimal gradations arising within all eighteen timbre-differentiated pairs
represent an important structural device. According to the author, this allows for
the creation of a subtle yet significant distinction within this “most primitive two-
note formula” [6, p. 197]. The indeterminacy observed in the pitch parameter—
referring to the absence of a fixed intervallic relationship between the upper
and lower tones—is not the only aspect indicative of aleatory. Its characteristic
features are primarily concentrated in the organization of the rhythmic parameter.

Despite the fact that all durations are unified (only eighth notes are used),
the magnitude of the time intervals between them is quite approximate. The
distinguishing feature depends on whether a tone is isolated or joined with one or
several others. This results in four types of elements (a-b-c-d),3 the combinations
of which form the overall structure.

2 Aleatory techniques in minimalist works, including those of American composers, are
a special issue that we leave outside the scope of this article.

3 The first element (a) is represented by a combination of lower and upper tones; the second
(b) consists of the lower tone only; the third (c) consists of the upper tone only; and the fourth
(d) is the first element repeated twice.
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The aleatoric principle embedded in the rhythmic organization of the initial
model is expressed through the uncertainty of the temporal distance between
elements, which directly affects the general rhythmic profile. In this respect, The
Assumption serves as a kind of antipode to Steve Reich’s Clapping Music (1972).
In Reich’s work, a one-measure rhythmic model is metrically strict; the systematic
shifting of the pattern by one eighth note, which occurs in the second part after
twelve repetitions of each measure, is governed by a common pulse and requires
perfectly precise synchronization between the parts.

A flexible polyphonic texture is built from the simplest elements of the
formula, accompanied by a process of continuous timbral transformation. Thanks to

a six-part canon (Example 2), the sonority systematically shifts from high registers
to low registers.4

[TAPTUTYPA: SCORE:

y 7 g
@,, x ;
% e N " 4l
\Cratali 21 ¢ Mood blods 4/‘; ;.Irumpdhlzpluvlc, medio) e H
S S —r A T /
B e HPAr . face
110 140 ) '
¥ s 230" " ' o
Triangoli |20 Gowghi (picwlomedo | 4o, Gonghi (medio, grand) o S8 ET
I 4 IS =N ~—" - J": T |1J0”I {::ef
e : 4 2307 : 200 Tam-tams E 640"
Temple blocks (Giseoli) i 240, '[Emp\e blocks (grand) : a7 TR 2 s,
I}I 57 = T T T R T2 | 1 h—’ ¥
2 : o ! 5 :
1] ! 4
Cow bells | 5 Tom-toms (piceolo, medio) 5/l 7 ‘Eam-{ws (imedio, grantl) Ty
Wi o 0 g . 2, : 5
. @ sl
it 1 L I '3 |
; 350 o el “
Piakhi (picalo, Hedo) 3207, Pt (medigrande) Sy, Timpari (e, grande 7"”: s
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140" 10* 10

Example 2. Viktor Ekimovsky. The Assumption. Full score

4 The gradual timbral modulation at the initial stage consists of a process of accumulation,
moving from one to six timbres. The appearance of the seventh timbre entails the disappearance
of the first, the eighth—the second, and so on. In this way, while maintaining its density, the
musical texture constantly shifts its timbral content. The ensemble instruments enter in the
following order: Crotali, Triangoli, Temple blocks (piccoli), Cow bells, Piatti sospesi (piccolo,
medio), Bongos, Wood blocks, Gonghi (piccolo, medio), Temple blocks (grandi), Tom-toms
(piccolo, medio), Piatti sospesi (medio, grande), Tamburi (militare, rullante), Timpani
(piccolo, medio—con scordatura); Gonghi (medio, grand); Tam-tams (medio, grand); Tom-
toms (media, grand); Timpani (medio, grande—con scordatura); Casse (cassa, gran cassa).
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The author specifies key temporal parameters—total duration, intervals
between voice entries, and pauses marking transitions to new timbral pairs—while
leaving the simultaneously static and mobile rhythmic texture and diverse sonorous
“constellations” unregulated.

Distinguishing the subtlest nuances within this muted palette is no easy
task—the piece is instructed to be performed at an extremely quiet dynamic
using instruments covered with cloth. This “ultra-quiet” music for percussion,
as the author defines it, demonstrates an unusual compositional solution.
The discontinuity of the musical texture and a sonority on the threshold of audibility
all correspond to an elevated artistic conception. “In my view, the use of minimalist
writing techniques contributes to creating an atmosphere of strict meditation”, the
author noted [1, p. 249].

In his Automonography, Ekimovsky shares his memories of a concert held
on April 25, 1997, in the Rachmaninoff Hall of the Moscow Conservatory, and the
atmosphere created by the musicians:

...Thatevening, absolute silence fell, and a solemn, sublime aura was established.
<...> Itturned out that the concert, by an unintentional and remarkable coincidence,
took place on Good Friday, two days before Easter. Pekarsky, apparently sensing his
communion with these legendary events, transformed The Assumption—perhaps
on a subconscious level—into a kind of spiritual rite that defied any secular, logical
explanation [11, pp. 196—197].

It should be added that The Assumption shares a commonality with classic
minimalism (for instance, the early music of Steve Reich) through the use of phase-
shifting technique. However, Ekimovsky implements this idea in a context where
a stable rhythmic pulsation is entirely absent.

27 Destructions

In 1995, the composer dedicated another work to Mark Pekarsky: 277 Destructions
(Composition 65), the fifth episode of which (Example 3) can be called the absolute
antipode to The Assumption. In both cases, the composer constructs the texture based
on only two tones. However, while The Assumption is maintained at an extremely
quiet dynamic throughout, this episode of Destructions, by contrast, is loud. The
Assumption is characterized by a musical texture that eludes any rhythmic stability,
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whereas in Destructions, it is strictly regulated; the initial image in this episode
possesses an energetic character, articulated through a clear, uniform pulsation,
f dynamics, and an ensemble tutti. While the texture of The Assumption, with
its flexible aleatoric design, can be described as homogeneous, the texture
of Destructions is multifaceted. This fragment undergoes a gradual process
of deconstruction of the initial model, which constitutes the main idea of the entire
composition: in each of its 27 episodes, the texture radically transforms its original

appearance.
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Example 3. Viktor Ekimovsky. 27 Destructions. Episode No. 5
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In this episode of Destructions, as in The Assumption, a process of timbral
transformation unfolds: the textural changes occurring sequentially in each of the six
parts are marked by shifts in timbre. The deconstruction of one textural model results
in the construction of another: the homogeneous texture with a uniform pulsation,
akin to the operation of a precise mechanism, is gradually transformed. The musical
texture loses its density, giving way to individual sonorities isolated by rests; their
systematic thickening reveals the reverse process—concentration.

In Episode No. 17 (Example 4), the idea of the phase shift is implemented
purely by rhythmic means (the timbral parameter remains stable from beginning
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Example 4. Viktor Ekimovsky. 27 Destructions. Episode No. 17
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to end and undergoes no transformation). The composer—just as in The
Assumption—takes a canonical method of textural organization as a basis; however,
the part of each voice contains such a sophisticated rhythmic sequence that it leads
to a rapid complication of the musical texture.

The repeating formula—the pattern—consists here of a sequence of one-
measure rhythmic cells. There are thirteen such unique motifs in the rhythmic
structure. Once the series is exhausted, the reverse process begins: retrograde motion
leads to the next statement of the pattern (this constitutes the first performer’s part).
In the other voices, permutations of the rhythmic cells are presented, after which
the smooth retrograde or direct motion along the initial series is restored. Thus,
within a concise form, the composer employs a relatively extended pattern that, like
a mosaic, is constructed from thirteen non-repeating short motifs.

This episode is structured by 39 beats (bars) performed by six drums. According
to the composer, these beats symbolize the lashes of a whip, referencing the Gospel
events—the Passion of Christ.

Ninth Symphony “Epitaph to the Avant-Garde”

Composition No. 100—Ninth Symphony “Epitaph to the Avant-Garde”
(2017)—is Ekimovsky’s final work, premiered in November 2018 at the Tchaikovsky
Concert Hall. The composition was performed by the State Academic Symphony
Orchestra of Russia (Svetlanov Symphony Orchestra) under the direction
of Vladimir Jurowski.

In an epistolary dialogue with Natalia S. Gulyanitskaya, Ekimovsky spoke of
his work as follows: “...The 20th century is rich in technological innovations. But the
fleeting passage of time allotted each of these innovations a certain term—and by
the end of the century, all the ‘newest’ (as they were called in their time) techniques
remained in the annals of history. The present work is a museum exhibition [emphasis
mine.—Yu. P.]. <...> It all began with the 1950s avant-garde, dominated by the
serialism of Boulez and Stockhausen (and in the domestic context, Denisov and
Schnittke); then the aleatory of Penderecki and Lutostawski was added, followed by
the minimalism of Glass and Reich. Classic avant-garde is exhausted by these main
directions” [11, p. 38].
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Another notable statement by Ekimovsky comes from his conversation
with Rauf Farkhadov: “The last revolutionary invention in world compositional
thought was... minimalism (1960s), which replaced the thoroughly structured and
anarchically ‘aleatorized’ avant-garde of the 1950s” [12, p. 21].

“Epitaph to the Avant-Garde”—the only symphony in the composer’s creative
catalogue—is a six-movement cycle, with each movement written in a different
technique. The composer placed the terminological designations corresponding to
these techniques in parentheses at the beginning of each movement. Let us list these
terms, or “isms,” which were presumably intentionally unified by the composer
in their linguistic form: serialism (Movement I), aleatorism (II), pointillism (III),
micropolyphonism (IV), minimalism (V), and macrominimalism (VI).

The emphasis placed on the specifics of compositional writing—on technology
as such—reflects a profound idea to which the words of Yuri M. Lotman are
applicable: “...The question of art studying its own language becomes a conscious
problem” [13, p. 348]. For a composer who always attached special importance
to the constructive design underlying a musical composition—particularly
a contemporary one—the question of how a work is made was undoubtedly
of paramount importance.®

So, what does the fifth movement of the symphony, Minimalism, represent
from a constructive point of view? The entire material grows from a short formula
whose pitch content is reduced almost to a minimum (Example 5). The pattern
contains only three pitches—F, A, and Eb—plus a repetition of F an octave higher. The
melodic line of the pattern is nothing other than a palindrome, the structure of which
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Example 5. Viktor Ekimovsky. Symphony No. 9. Beginning of Movement 5

5 Strict constructive rules that form the basis of a composition are a characteristic feature of
the creative thinking of many contemporary composers (see: [14]).
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in itself programs an endless movement along an unchanging up-and-down
trajectory. Another characteristic property of the pattern is its rigid tessitura within
an octave range (f? — f2), maintained by the oboe ensemble from the beginning to
the end of the movement.

Since there is no stable rhythmic structure in the pattern, it would be more
accurate to describe it by identifying its leading organizing principle. From
a constructive point of view, this mechanism is as simple as it is effective: the uniform
motion of eighth notes in an unpredictably arbitrary order is interrupted by quarter
notes. In this way, an effect of constant renewal and inexhaustible rhythmic variety is
achieved within a short melodic figure.

The timbral parameter is also treated minimally, within a monochromatic
palette. The composer employs an ensemble of identical instruments—three oboes.
The endless repetition of the melodic formula by identical instruments sounding in
the same tessitura creates an image that is mesmerizing in its whimsical refinement.
It is likely no mistake to assert that the primary melodic model has a pianistic
origin: it is easy to imagine how it could be played on a keyboard in a single position
of the right hand. The effect of immobility, created through multiple repetitions,
is apparently due not only to the closed configuration of the motif but also to its
“gestural” nature.

It is important to emphasize that the pattern—while continuously updated
rhythmically, yet maintaining its melodic contour and original timbral appearance—
remains a constant value throughout the movement. The timbral solution of
the fifth movement deserves special mention, as the composer completely
avoids the use of two orchestral groups: the strings and the percussion. Is this
not a kind of hommage to Igor Stravinsky and his famous Symphonies of Wind
Instruments in memory of Claude Debussy? The subtlety of stylistic connections
in works of hommage and epitaph is evidenced, in particular, by a statement by
Levon O. Hakobian regarding Maurice Ohana’s Tombeau de Claude Debussy:
“...a chorale... in which, if one wishes, a distant echo can be heard not so much of
Debussy, but of Stravinsky’s Chorale in memory of Debussy (1920)” [15, p. 25].
Thus, it is all the more remarkable that the texture, reminiscent of a pianistic one,
is orchestrated exclusively by means of wind instruments.
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Several stages can be identified in the process of the pattern’s transformation,
separated by brief episodes featuring only the oboe trio. With each iteration, the
transformations of the pattern become increasingly intense and complex. The first
stage is associated with the gradual addition of new parts and the accumulation
of timbral diversity. The next stage represents a kind of large-scale super-canon,
where all woodwinds (except the contrabassoon) serve as a giant proposta, while
all brass (except the tuba) act as the risposta. In this macropolyphonic structure,
each layer is a complex ensemble of voices which, in turn, also constitutes a canon
based on the original pattern. The initial model retains its original tonal profile in
only one textural layer (Example 6). No less remarkable is the expanding spatial
geometry formed by the sequential entry of instrumental parts, which diverge from
a single point and fill the space in two directions simultaneously—ascending and
descending. The effect of the rapid thickening of the sound mass is facilitated by
the gradual reduction, by one eighth note, of the temporal interval between voice
entries within the brass group.

New stages of textural transformation are also marked by a specific harmonic
idea: each added instrumental line affects the spatial outlines, the density
of the texture, and the tonal situation. Thus, all the described changes affect only
the texture and harmony; however, no rhythmic transformations occur as of yet,
other than those programmed within the pattern itself.

The final, culminating stage is associated not only with the maximum
expansion of the textural space and intense chromatic complication of the
musical fabric but also with a departure from the already established rhythmic
configuration A slowing of the rate of musical events, achieved through the non-
uniform augmentation of durations, is observed in all orchestral parts except for
the oboe trio (Example 7). This compositional technique allows one to see the vast
difference emerging between the two states of the pattern at its initial and final
stages of development.

The most significant and original method of development found by Ekimovsky
in the fifth movement of the Symphony lies in the fact that all transformations
of the initial model occur simultaneously with the repetition of that very same model,
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Example 6. Viktor Ekimovsky. Ninth Symphony. Movement 5, Reh. 12

146



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

Example 7. Viktor Ekimovsky. Ninth Symphony. Movement 5, bars 110—-118
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which remains a constant value within the texture throughout the entire movement.
(The instruction repetere molto volte over one of the final measures based on
the original “oboe” material seems to absolutize the idea of endless repetition.)
Parallel to this “conservative” line, another develops in the texture—one opposite
to the first in its internal concept, the meaning of which is change and constant
renewal.

The sixth movement of the symphony, Macrominimalism, justifies its title
by the fact that the unit of its lengthy developmental process is not a micro-
element, but a multilayered textural block. The composer reflected on the
possibility of a complex unity becoming the material for a repetitive process in his
article Macrominimalism, written following a presentation he gave at a Moscow
Conservatory conference in 2004. Referencing examples from 2o0th-century
foreign and domestic music in this article, Ekimovsky mentions the name of the
Dutch composer Louis Andriessen: “As a rule, he takes not elementary structures
but entire textural formations as patterns, working with them as minimal units.
The result is a grand minimalism, with which one can sculpt even large-scale
quasi-classical forms” [16, p. 123]. An example of using such a specific technique
in Ekimovsky’s own work was Symphonic Dances (1993), Composition 61. The
finale of the Ninth Symphony thus became the culmination of the composer’s
many years of reflection on the method of macrominimalism, which began even
before this method became a subject of the author’s theoretical discourse.

The degree of textural complexity in the final movement of the work is
impressive, as is the logic of the material’s development itself. However, a complex
pattern included in a repetitive process is not the only feature of this compositional
technique. In the symphony’s finale, Ekimovsky appears to utilize not just one
pattern, as in the previous movement, but an entire multitude—twenty of them.
Moreover, they initially possess a binary structure, emphasized by a highly
contrasting textural design, which is clearly visible in the very graphics of the
score. A sharp textural shift occurs literally every measure. The composer appears
to dissect the musical fabric vertically, while maintaining the invisible logic of
internal connections between adjacent multi-component blocks.
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The principle of further development lies in the fact that with each repetition,
the duration of the pattern changes—it compresses in volume, resulting in an even
greater frequency of textural contrasts. However, at a certain stage, this method of
processing the material exhausts itself, and the patterns become monolithic (one-
part), losing their contrasting half. The overall texture acquires an increasingly
homogeneous character and, in the final measures, becomes maximally simple:
seven soaring vertical sonorities resound like columns, followed by a brief chord—like
a sharp, lashing blow—that emphasizes the boundaries between all movements of the
symphony.

It would perhaps be no exaggeration to say that the very idea of the “Ninth
Symphony” is concentrated within this sonority. Indeed, the composer imbued it
with significant intertextual potential: the D minor triad, even if complicated by
a chromatic superstructure, undoubtedly alludes to such great examples of the
genre as the Ninth Symphonies of Ludwig van Beethoven and Anton Bruckner
(Mahler’s D major Ninth Symphony, of course, may also be mentioned in this
“tonal” lineage).

“With the Ninth Symphony, I wanted to summarize not only my own creative
work but perhaps the idea of the entire avant-garde,” the composer explained his
concept (cited in [17]), for whom the pursuit of the “new” became a true creative
credo and a “constant of individuality” [18]. What was new in this hundredth
composition was not only the genre of the Ninth Symphony itself, which carries
a specific concept, but also a series of specific compositional techniques.

In his final work, Viktor Ekimovsky paid tribute to the Great Avant-Garde
(the composer capitalized these words intentionally), which gifted 20th-century
music many technological innovations, including minimalism.

Conclusion

Observations of Ekimovsky’s writing techniques in these three compositions
allow for several conclusions. Constantly engaged in an active creative search,
the composer purposefully explored the possibilities of various techniques. His
artistic concepts brought a unique interpretation to them, while his theoretical
thought reflected the course of the creative process in both strict and free forms
of intellectual reflection.
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Drawing on both the composer’s own statements and the musical scores, it
may be concluded that ideas characteristic of minimalism found a highly distinctive
reinterpretation in Ekimovsky’s works. This primarily concerns repetitivity as a method
of repeating specific melodic, rhythmic, and textural structures, as well as the principle
of reduction, associated with the maximal limitation of musical material.

A bold and paradoxical thinker, Ekimovsky purposefully moved toward
individual compositional solutions, each time striving to establish new rules for his
intellectual game. While finding reflections of American and European minimalism
in his works, we simultaneously perceive an individual authorial identity that allows
us to speak of “Ekimovsky’s minimalism” as a phenomenon differentiated in its
structural and poetic properties. Interacting with a broad cultural context—including
at the level of compositional techniques—Ekimovsky’s authorial style is inconceivable
apart from his original and profound artistic concepts.

The composer’s conceptual language includes a terminological vocabulary
that reflects the author’s own vision of the technological specifics of his music—
aleaminimalism and macrominimalism. Filled with paradoxical resonance,
these words serve as distinctive markers of a specific compositional technique
that skillfully combines a profound reliance on historically established forms
of organizing the musical fabric with their contemporary interpretation. Rigidity
and freedom, determinism and indeterminacy, and the dialectical interaction of
micro- and macrostructures—these are the features that characterize “minimalism”
in Ekimovsky’s music.
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AHHOTaUA. AMEPUKAHCKUUA MY3bIKaJIbHBII MUHUMAQIHU3M YK€ Ha CTaJuu
cBoero (OpMHUPOBAHUS B IEPBOH IOJIOBHHE 1960-X T0OJI0B OOHAPYKHJI TECHYIO
CBsA3h C DCTETUKOH W MPAKTUKON MacCCOBBIX KAHPOB, YTO OBLIO 0OYCIIOBJIEHO
O0IIMMU KOPHSIMH, YXOAAIMUMHU B HeApa JIEBOPAAUKAIHLHOTO KOHTPKYJIBTYPHOTO
MOJIOZIESKHOTO JIBIDKEHUS. B Iocsemyromye JecaTUIeTHss Kype Ha WHTErpariyio
JIByX ILIACTOB TMPOJOJIKAA COXpaHAThCS. llesib HcciemoBaHUS — MIPOCTIEAUTH
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MeXaHU3Mbl B3aUMOJEHUCTBUA MUHUMAJIN3Ma C MacCOBOM My3BIKOU (Ipexze
BCEr0 POK-KYJIBTYPOI) B IIPOIlECCE €r0 CTAHOBJIEHHWSA U PAa3BUTHA, OXBATHBIIIETO
OoJjiee 1IecTUZIECATH JeT. B KauecTBe OCHOBHOTO METO/Ia MCCJIE/IOBAHUS M30paH
KOMITAPaTUBUCTCKUU IOJXOZ, K H3y4yaeMOMYy MaTepualy, o0ecleunBaroNuil
BO3MO>KHOCTh MHOTOMEPHBIX COIIMOKYJIbTYPHBIX U UCTOPUKO-CTUJIEBBIX CDAaBHEHU,
aHajoruil u mapasuienei. Kpocc-KyabTypHbIEe BAUSHUSA ObLIM YCTAaHOBJIEHBI HA
Pa3HBIX YPOBHAX: Ha YPOBHE MY3BIKQJIBHOTO sA3BIKA (BO3BpAIlleHHE K IIPOCTOTE
BBICKA3bIBaHUA — JUATOHUKE, SICHOM METPUYECKOH IIyJIbCalluy, MHOTOKPATHOU
IIOBTOPHOCTH MaTepuasia); METOJOB KOMIIO3UIUU (IIpUEMBl PENeTUTHBHOMN
TEXHUKH, CEMILJINPOBaHUE, TUJIE€H); KOHIIEPTHOU MPAKTUKU (PEIUTAIBI HE TOJIHKO
B aKaJIEMHYECKUX 3J1aX, My3€esX, HO ¥ B HOUYHBIX KJIyOax 1 6apax); caMoInpe3eHTaIlui
MY3bIKAaHTOB, BBICTYHAIOIIUX B POJIU KOMIIO3UTOPA, UCIIOJIHUTEJIA, @ B IIOCJIETHUE
JecATUIIETH W Tpofiocepa (co3maHue aBTOPCKUX OPUTHHAIBHBIX aHCcaMOJIeH,
OOBEeIMHSAIOMNX aKyCTUUEeCKHe U 3JIEeKTPOHHbIE WHCTPYMEHTHI); pPeIenIuu
ayIMTOPUM U KPUTUKH, OTMevalolleld MOocJaeA0BaTeIbHOE CTHUpPAHUE TPaHUI]
MEX/ly aKaJleMUYEeCKUM U MOIYJIAPHBIM HCKYyCCTBOM; MapPKETUHTOBBIX CTpATerui,
00yCJIOBJIEHHBIX OpTaHU3aI[Uell COOCTBEHHBIX 3BYKO3AIHMCHIBAIOIINX JIEHOI0B
U TPOJIBIPKEHHUEM OCTETUUECKH W CTHJIUCTUYECKH OJIMBKUX KOJIJIEKTHBOB
U aIb00MOB; JKaHPOBOU KyIaccuUKanuu (MHAU-KIIACCUK, TIOCTKAHP, TOCTCTHUIID),
OTpakamlIlel NOTPAaHUYHBIN XapaKTep TBOPYECTBA COBPEMEHHBIX KOMIIO3UTOPOB-
MUHUMAQJINCTOB. B cTaTpbe 1pefcTaBjieHbl TPU IIOKOJIEHUS MY3bIKAHTOB:
1) OCHOBOITOJIOXKHUKU JIBIKeHUsT MuUHUManu3ma Jla Monte fur, Teppu Paitnu,
CruB Paiix u ®Ounun Imace (1960-1970-e rojpl), 2) coapy:kecTBO «CTyk IO
KOHCcepBHOU OaHke» (Bang on a Can) — Maiikn I'opaoH, [pBusn JIsur, J>Kymus
Bynd (1990—2000-€e roasl), 3) My3bIKAaHTHI ITOKOJIEHUSI MIJIJIEHUAIOB — Muccu
Marosu, Txxaan I'punmrreiis, [{ssua T. JIuttia, Huko Mpiosu (2010-e — Havasio
2020-x T070B). IIpeeMCTBEHHOCTh TIIOKOJIEHHH JIETEPMUHHUPOBAHA €IMHOU
KyJIBTypHOH mouBoii Hpio-Iopka, a Takske OIIOpOH Ha apceHas BHIPA3UTENbHBIX
CpeZiCTB MUHUMAaJIN3Ma U peeTUTUBHOU TeEXHUKH, HO IIPeXK/ie Bcero — nuddysueit
BCEBO3MOKHBIX CTUJIEBBIX SBJIEHUM, MPUHAJJIEKAIMUX KaK aKaJeMU4ecKou
TPAAUIINH, TAK U MAaCCOBBIM KaHPAM.

KiaioueBble cjIoBa: aMEpPUKAHCKUU My3BIKQIbHBI MHHUMAJIU3M,
pereTUTUBHAsA TEXHUKA, MaCCOBBIE KaHPbI, POK-MY3bIKa, NUH/IN-KJIACCUK

Oaa nurupoBanua: Kpom A. E. AMepuxkanckuil My3bIKaJIbHBIN
MUHUMAQJIN3M B acCIlleKTe B3aMMOJIEMCTBUS C MAacCOBBIMU KaHpamu //
CoBpemeHHble MmpoOieMbl My3bIKO3HaHUs. 2026. T. 10, N2 1. C. 155-170.
https://doi.org/10.56620/2587-9731-2026-1-155-170
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Abstract. As long ago as its formative stage in the early 1960s, American
musical minimalism revealed a close connection with the aesthetics and practices
of popular genres rooted in their shared origins in the countercultural movement
of the radical left youth. In subsequent decades, this tendency towards integration
between the two cultural layers continued. The aim of this article is to examine the
mechanisms of interaction between minimalism and popular music (primarily rock
culture) throughout its formation and development over more than sixty years.
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The main research method is comparative analysis of the studied material,
including multidimensional sociocultural, historical, and stylistic analogies and
parallels. Cross-cultural influences areidentified at several levels: musical language
(a return to expressive simplicity—diatonicism, clear metrical pulsation, and
multiple repetition of material); compositional methods (repetitive techniques,
sampling, delay); concert practice (performances not only in concert halls and
museums, but also in nightclubs and bars); self-presentation of musicians acting as
composers, performers, and, in recent decades, producers (including the creation
of original ensembles combining acoustic and electronic instruments); audience
and critical reception, marked by a gradual blurring of boundaries between art
music and popular music; marketing strategies, such as the establishment of
independent record labels and the promotion of aesthetically and stylistically
similar bands and albums; and genre classification (indie classical, post-
genre, post-style), reflecting the liminal character of contemporary minimalist
compositional practice. The article considers three generations of musicians:
1) the founders of minimalism La Monte Young, Terry Riley, Steve Reich, and
Philip Glass (1960s—1970s), 2) the Bang on a Can collective—Michael Gordon,
David Lang, and Julia Wolfe (1990s—2000s), and 3) musicians of the millennial
generation—Missy Mazzoli, Judd Greenstein, David T. Little, and Nico Muhly
(2010s—early 2020s). Generational continuity is shaped by their shared New
York cultural background, their reliance on minimalist techniques and repetitive
processes, and, above all, the diffusion of various stylistic elements drawn from
both the classical tradition and popular genres.

Keywords: American musical minimalism, repetitive technique, mass genres,
rock music, indie classic

For citation: Krom, A. E. (2026). American musical minimalism in its
interaction with mass genres. Contemporary Musicology, 10(1), 155—170.
https://doi.org/10.56620/2587-9731-2026-1-155-170
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Beederue

OUCK TOYEK COIPUKOCHOBEHUS aMEPUKAHCKOTO MY3bIKAJbHOTO MUHU-

MaJIi3Ma U TBOPUECTBA €r0 OT/IeJIbHBIX IIpe/iCTaBUTEIEeN ¢ MAaCCOBBIMU

»)KaHpaMH HEOJHOKPATHO NpeANPUHUMAICS 3apyOeKHBIMU MCCIIE/O-
BaTeJIIMU B TOCJIETHIE TOABI: MpobiieMa o0Cy»K/1aach B OTAEIbHBIX CTAThAX [1], A0-
KJIajjax’, 3aTparuBajiach B MacIITaOHBIX MOHOTpadusax [2; 3; 4]. ITatpuk Hukiicon [3],
BO3POK/1as1 3a0bIThIE UMEHA pAHHET0 MUHUMAJIN3MA, PACCMATPUBAET UX B OTHOM PSAIY
C IIpe/ICTaBUTEIAMU HEKOMMEPUYECKUX POK-TpyHIl. BrichIBas HOBOe JBUKEHUE B PEBO-
JIIOITMOHHBIN KOHTEKCT 1960-X TOZIOB, OH BUJUT B €70 YUACTHUKAX MHUITIATOPOB MOIII-
HOT'O U ITPOJIOJIKUTEJIBHOTO IIpoliecca lieMoKpaTusanuu uckycersa. Keppu O’bpaiien u
Yunbsim PobuH [4] yKa3pIBalOT Ha BHIXO MUHUMAIN3MA 32 PAMKH aKaJIEMUYECKON My-
3BIKH, OTMeYas ero BJIUSHUE Ha DMOUEHT-/13Ka3, 2JIEKTPOHHYIO MY3bIKY U POK-TPYIIIIHI,
BBICTYTIAIOIIINE B 3KaHpe JiyM-MeTasl. OTeuecTBeHHbIN My3bIKoBe]l AHacTacusa FOpreBHa
Cno60/1unKoBa KOHCTATUPYET (DAKT AKTUBHOTO BCTPEUHOTO JIBUKEHU AMEPHUKAHCKOTO
MHUHUMAJIN3Ma ¥ HEKOMMEPUYECKOT0 ITOCT-POKA, YCTAHOBJIEHNE YeTKUX IPAHULL MEXK/TY
KOTOPBIMU T10/TUaC OKa3bIBAETCSA 3aTPY/IHUTEIBHBIM [5, C. 45—46], a Tak:Ke CIIpaBe/1Jiu-
BO TIO/TYEPKUBAET, «YTO KJIACCUKA MUHUMAJIN3Ma HallIa MECTO B MCIOJHUTEIbCKOU
IIPAKTHKe POK-MY3bIKAaHTOB SKCIIEPHMEHTAIBHBIX HAIIpaBJIeHU» [6, c. 67].

Poccuiickue uccsenoBaTesin akTUBHO oOpaiaoTes K heHOMeHy MUHUMAaJIN3-
Ma U PasIMUHBIM IpobJieMaMm, CBSI3aHHBIM C €ro 3BoJjionueld. OcBauBaeTcss Majo-
M3BECTHBIN B Hallled cTpaHe aMepUKaHCKUU perepTyap [7], Kopiyc eBponeicKux
aBaHTAPAHBIX COYMHEHUN, B KOTOPHIX OOHAPYKUBAIOTCS OT/[€JIbHble MUHUMAJIUCT-
ckue npuemsbl nucbMa [8]. OlHaKO B OCHOBHOM HHTEpPEC 3aKOHOMEPHO ITPUKOBAH
K PyCCKUM KOMMO3uTOpam — Asiekcanpy Unbuuy PabunoBuuy-bapakosckomy [9],
Hukonato CepreeBuuy Kopuzopdy [10], AHuToHY AjekcanapoBuuy bararoBy [11]
U UX MeToilaM paboThl ¢ peeTUTUBHOU TEXHUKOMU.

B oreyecTBEHHOM HAayYyHOM IPOCTPAHCTBe IMpobJeMa IUajiora aMEPUKAHCKOTO
MHUHHMAaJIN3Ma C MAaCCOBBIMHU KaHpPaMU B OCHOBHOM IIpe/ICTaBJIeHa Ha MaTepuajie
COUMHEHUUN KOMITO3UTOPOB CTapIIEro MOKoJieHus [12; 13; 14; 15]. Mexay TeM BoIIpoc
reHe3uca U 3BOJIIOIUU CTWIA B acleKkTe B3anUMOJIEUCTBUSA JBYX ILIACTOB — aKaJIeMHU-
YeCKOTO U TOMYyJISIPHOTO — Bce ellje TpeOyeT BHUMAHUSA U HAyYHOTO OCMBICJIEHU .

! Berryhill A., Waltz S. David Bowie and Philip Glass at the Intersection of Minimalism and
Rock. The project is implemented in Don and Karen DeRosa University Center (DUC) April
27, 2024. Research & Creativity Showcase, 2024.
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B craTbe mocTaBiieHa 3a71aua MPOCIeIUTh 0COOEHHOCTU KPOCC-KyJIbTYPHBIX Ilepece-
YeHUH Ha Pa3HBIX YPOBHSAX: HA YPOBHE MY3bIKQJILHOTO SI3bIKA ¥ METOJ0B KOMIIO3H-
IINY, KOHIIEPTHOU IMPaKTUKH, CAMOIIPpEe3eHTaIlU! MYy3bIKAaHTOB, MAapPKETHHTa U JKaH-
POBOM KJ1accu(PUKAIIUY, PENENITUN KPUTUKHU U ayTUTOPHUH.

OCHOB0NONOHCHUKU MUHUMAAUZMA 8 0UAN02€ C MACCOBbIMU HcaHpamu

OpHa U3 CyITHOCTHBIX UEPT, UMMAHEHTHO MPUCYIIIUX aMEPUKAHCKOMY MY3bI-
KaJIbHOMY MHUHUMAaJIN3My, — €r0 T€HETUUYECKOe POJICTBO C MACCOBBIMH >KaHPaMH,
IIpEXK/e BCETO C POK-KyJAbTypou. IIporiecc CTaHOBJIEHUS W KPHUCTALIU3AINU HO-
BBIX SIBJIEHMU MCKYCCTBa IIPOTEKAJI B MEPEJIOMHYIO 3II0XY 1960-X TOZI0B M OTPAKAI
ee OyHTapCKyI0 MpUpoAy. McTopusi MHTEHCUBHOTO B3aUMOJEACTBUSA U B3aUMOBJIH-
ssHUA MUHUManu3Ma u poka B CIIIA yke mosiydyusia OCBeIllEeHHE B OT€UECTBEHHOU
HCCJIEe/IOBATENIbCKOU JTUTepaType. B yacTHOCTH, OBLI aKIIEeHTUPOBAH IIpoliece aud-
(y3um akazieMruuecKor ¥ MacCOBOU My3bIKH, KOTOPBIU « HUBEJIMPOBAJI HUCTOPUUYECKU
YCTOSIBIIIYIOCSI ME€PAPXUYECKYIO CHUCTEMY JIeJIEHUS >KAaHPOB Ha BBICOKME U HUBKUE,
Ha SJIUTapHBIE U JIeMOKpaTudeckue» [16, c. 88].

XapakTep KOHIIEPTHOU ITpe3eHTaI[UH MPOU3BEIEHUIN OCHOBOTIOJIOKHUKOB MU-
HUMAaJIU3Ma BO MHOTOM IPHOJIMKAJI UX K MacCOBBIM JKaHpPaM: BbIOOD HEOOBIYHBIX
CIIEHUUECKHX JIOKAuU (POK-KIyOOB U apT-Tajiepeii), opraHu3aius aBTOPCKUX KOJI-
JIEKTHUBOB JIJISI UCIIOJTHEHUS COOCTBEHHBIX counHeHnl («Teatp BeUHOU My3bIKH» Jla
Mounra fura, «Ctus Paiix 1 My3bIKaHTBI», « AHcaM0bJ1b @utrna I'ytacca»), UCIIOIb30-
BaHUE BJIEKTPUYECKOTO HMHCTPYMEHTapUs U ycuiuTesield. MacimrabHble o IIPoJ0JI-
YKUTEJIBHOCTH OILYChl CTPOUJIUCH HA OCHOBE PEIIETUTUBHOUN TEXHUKHU.

CouyBCTBEHHBI OTKJIUK MUHHUMAJIACTCKHUE ITPOEKThl HAXOWJIN TJIABHBIM
00pa3oM B BKCIIEPUMEHTAIBHOUN XY[0’KECTBEHHOU cpe/ie — B KPYTY Xy/IOXKHUKOB
" ckyJbnTopoB Minimal Art’a (Pobept Payimen6epr, Puuapa Ceppa). Takum o6pa-
30M, My3bIKa MUHHUMAaJI3Ma OblIa HallpaBjIeHa «KaK HAa HHTEJUIEKTYaJIbHYIO ay/IH-
TOPHIO, “CUUTHIBABIITYIO” TOHKYIO U H300peTaTe/IbHYI0 Pab0Ty ¢ peneTUTUBHBIM ITPO-
IIeCCOM, TaK W Ha IHPOKYIO MyOJINKY, MMOTPYKAaBIIYIOCS B IICHUXOEIMYECKUN TPAHC
I107] BO3JIeICTBHEM OECKOHEYHOT'0 OCTHHATO IMTPOCTENIIINX TATTEPHOB» [14, €. 11].

Kraccrku MUHUMAIN3MA MPOIOJIKUIIH JIBUKEHNE TI0 U30paHHOHN TPAEKTOPUH.
I'macc muter onepsl 1 CUMGOHUHU, HO TIPU 3TOM €T0 ITbeChl 3ByYaT B TOJUTUBYACKHUX
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KMHODWIbMAX U Buzeourpax>. Paiix B cBoeM courHeHnHu Radio Rewrite (2012) s
WHCTPYMEHTAILHOTO aHCaMOJ1g 00paTUICs K IBYM IECHAM poK-Tpyniibl Radiohead.
[TepBasi, TpeThsl U TATasg YaCTU OCHOBaHBI Ha kommosdunuu Jigsaw Falling into
Place, a Bropast u yeTBepras — Ha niecue Everything in its Right Place3. PaiixoBckuii
PENEeTUTUBHBIN MPUEM MTOCTENEHHOTO (ha30BOTO CABUTA, TEXHUKA JUJIEH, BIIEPBBIE
ornpob6oBanHas Teppu Paityin, MeTo 1 CEMIJIMPOBAHUA CTAIN HEOTHEMJIEMOM YaCThIO
MY3BIKQIBHOTO CJIOBaps COBPEMEHHOTO UCKYCCTBA.

BClTlg on a Can u nokoieHue MUuA1eHuUan08

OCHOBOTIOJIOXKHUKHU CTHJISI TTPOJIOKUJIU IyTh aMEPUKAHCKUM KOMIIO3UTOPAM
caenymoiero nokosenus. asuy JIsur, Maiika l'opaos u Ixynus Byad B 1987 roay
obpazosaiu coapy:xectBo Bang on a Can («Cryk 1o KoHcepBHOH Oauke»)*. [Ipexe
Bcero BimsiHue Patixa m I'ytacca mposiBWIIO cebsi B HOBOM CTPATETUH B3aUMOJEHCTBUS
MEK/Ty aKQJIEMUYECKUM U HEaKaIeMUUeCKUM HCKyccTBoM. [1o00HO Kopudesm mMu-
HUMaM3Ma, [Op/IOH TPUCTAJIPHO WHTEPECOBAJICA POK-MY3BIKOM M B PE3YJIbTATe
oprauusoBa rpymuiy Michael Gordon Philharmonic®.

B Hauasie cBOEWl TBOPYECKOU Kaphephl MY3BIKAHT AKTUBHO HCIIOJIH30BaJl
MHUKPO(OHBI M yCHUJIUTETN, a OJarogapHyio IMyOJIHMKy HAxXOAWJI B HOYHBIX KITyOax.
HecmoTps Ha TO, YTO y2Ke B 2000-X ['Op/IOH OTOIIIEJ OT POK-CTHUIUCTUKH, €0 KOM-
MTO3UIINU 1990-X TOJIOB SIBHO C HEH CBSI3aHBI: 00 3TOM CBUIETETBCTBYIOT TEMOD 2JIEK-
TPOTUTAPBI, YCUIIUTETH, IOIEPKHYTHIH O3KOUT, IOMIUHAHTA PENETUTUBHBIX TPUH-
IUIIOB OPTaHU3AIU MaTepuaa.

[Tbech! JIoHTA IEMOHCTPUPYIOT €Irle OOJIBIIYIO CTENEHb COMKEHNA aKaJeMHU-
YeCKOT0 M MaccoOBOTO McKyccTBa. OH pacmpsieT NaJUTPy UCTOKOB, TO alleJUTUPYS K
TpagunusaM OpojiBerickoro Mio3uksia (apust Kpayua us onepsl Anatomy Theater), To
MUMUKPUPYS TTOJT TIOCT-POKOBBIE KOMIIO3UIINH B BOKAJILHOM ITukje Death Speaks.

2 Hampumep, Pruit Igoe u3 dwibma 'ogdpu Pemxno «Koiisanuckamu» 3Byunt B urpe OST
GTA 4 (ma paguocraumuu Journey). B urpe Chime ucnoJsib3oBana kommosuius Brazil. T'nacc
Takke Hanucas cayHATpek Kk urpe Old World (2020, Windows). Cm. The Journey. Videogame
soundtracks Wiki [Electronic source] // Fandom: official website. URL: https://vgost.fandom.
com/wiki/Grand Theft Auto IV#The Journey (accessed 05.02.2026).

3 Radio Rewrite (2012) [Electronic source] // Steve Reich: official website. URL:
https://stevereich.com/composition/radio-rewrite/ (accessed 05.02.2026).

4 Bang on a Can [Electronic source]: official website. URL: https://bangonacan.org/ (accessed
05.02.2026).

5Michael Gordon Band [Electronic source] // RYM (Rateyourmusic): official website.
https://ratevourmusic.com/artist/michael-gordon-band (accessed 05.02.2026).
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B 1992 rojly My3bIKaHTBI OCHOBAJIM COOCTBEHHBIN KOJIJIEKTUB Bang on a Can
All-Stars, BpICTYnaAIMUN KaK ¢ KJacCHKaMH MUHHMaim3Ma — Patixom, [Jtaccom,
Mepenut MOHK, Tak U € JUJPKESIMHU, MIOMYJIIPHBIMU B HOUHBIX Kirybax [2]. Cocras
aHcaMOJIs, COEIMHUBIITNNA aKyCTHUECKHUH U BJIEKTPOHHBI HHCTPYMEHTapUU — BHO-
JIOHYEJIb, KOHTpabac, GopTenuaHo, y/lapHble, 3JIEKTPOTUTAPa, KJIapHET — CTajl 00-
PasioM I MOKOJIEHUsI MUHHUMAJINCTOB-MUJIJIEHHAJIOB, POKEHHBIX B CAMOM KOH-
11e 1970-X — Havajie 1990-X rojioB. MHOTHE U3 TPYIN ObLIM OPraHU30BaHbI CAMUMU
koMmosuropamu — Newspeak® Jlasuza JInTtia (GKeHCKHI BOKaJI, KJIAPHET, CKPUIIKA,
ruTapa, BUOJIOHYEIb, (popTenuaHo, yaapusle, bapadausl), NOW Ensemble’ [Ixxanna
I'punmreiina u [Tarpuka bépka (koHTpabac, s1eKTporuTapa, KJapHeT, (QOpTEIHaHo,
dueiita), rpynma Victoire® («Ilobema») Muccu Mamrionu (CKpUIIKa, KJIapHeT, hopTe-
IIMaHO, KOHTpabac, syieKTpuueckas Oac-rutapa, cornpano). HeoObIYHbBIHN cocTaB U aM-
ITU(UITUPOBAHHOE 3ByYaHUE OTPAXKAIOT IMMOTPAHUYHBIN XapaKTep My3bIKH, BOOpaB-
WA B ce0s1 KaK aKaJleMUYecKre TPAIUITUN, TaK U YePThl POK-KyJIbTYphI. ['eorpadus
VX BBICTYIUIEHWH MMO-MHUHUMAJIUCTCKU OOIMpPHA: oT KapHeru-xosia 0 apT-Kiyba
(Le) Poisson Rouge B 6oremuoM paiione Hbio-IMopka I'puHBHY-BIIIHK, OT moIy-
nsapHbIX Gecrusaneii (Ecstatic Music Festival® u Bang on a Can) 10 60yJIMHIOB.

HaMepeHHYI0 yCTaHOBKY Ha CTHpPaHHE CTUJIEBBIX MapKepoB OOHapy-
’)KMBaeT TepMHHOJIOTHA. Mwuccu Maroin xapakTepusyeT CBON CEKCTeT Kak
O0sHACAaMOb (09HA — (poK)-rpymiia + (akajeMHUdecKuil) aHcamOJib). B ee xou-
JIEKTUBE KaK/[bIi My3BbIKAaHT 03ByYHBAET CBOIO IAPTHIO, PEIIEPTYap COCTOUT U3 CO-
YUHEHUH OJTHOTO KOMIIO3UTOPa — OPraHMU3aTopa M HCIIOJIHUTENIS B OJHOM JIHIIE,

¢ Odunmanpubiii caiit rpynnsl: Newspeak [Electronic source]: official website. URL:
https://newspeakmusic.org/audio/ (accessed 05.02.2026).

7 Opunuanpabiii callt rpynnbl: NOW Ensemble [Electronic source]: official website. URL:
https://www.nowensemble.com/ (accessed 05.02.2026).

8 Odbunmanpubpiii caiit rpynmbl: Victoire [Electronic source]: official website. URL:
https://www.victoiremusic.com/ (accessed 05.02.2026).

9 Ecstatic Music Festival [Electronic source] // Concert Archives: official website. URL:

https://www.concertarchives.org/bands/ecstatic-music-festival (accessed 05.02.2026);

Ecstatic Music Festival [ Electronic source] // New Amsterdam Records: official website. URL:

https://www.newamrecords.org/projects/ecstatic-music-festival (accessed 05.02.2026).

162



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2026/10(1)

a TUTAPUCTHI ¥ TIEPKYyCCUOHUCTHI U3 POK-rpymn (Hampumep, bpaiic [leccHep, BBICTY-
naromuii ¢ rpymmoit The National'®) mpuriamarmTes K COTPYAHUYECTBY .

Jlna mokoseHus Manijoad OOBIT KpoccOBepa KaxKeTcAd €AUHCTBEHHO BO3-
MO>KHBIM BapUAHTOM pa3BUTUA: «B I0HOCTHU... 1 UTpajia HA TUTAPE B psAjie y>KACHBIX
MIaHK-TPYIII, eXKe/IHeBHO pereTupoBasia beTxoBeHa u nucassa ToMa MejaoipaMaTaye-
CKOW My3BIKH, KOTOPOU HH C KEM He JIeJIUIach» 2, DIEKTPOAKyCTUIECKHE aHCAaMOJIH
C CHMOMOTHYHBIM KaHPOBBIM PeIlepTyapoM, HallpaBJIE€HHBIE HA IIMPOKUHI KPYT CITy-
11aresiel, BbICTyHAOIIMe B KOHI[EPTHBIX 3aJ1aX U 0apaX, BIUCHIBAIOTCA B TEH/IEHITUIO
paspylileHus hepapXuuecKUX TpaHull, 3aJI0’)KEHHYIO0 KJIACCUKAaMU MUHUMAaJIU3Ma.
C oZTHOM CTOPOHBI, «MYy3bIKa, CBOOOTHO TIEpECEKAIOIas CTUIEBbIEe PyOeKu, BOCTpe-
O6oBaHa camMOl pa3HOU MyOJMKOM, HE3aBUCHUMO OT I10J1a, BO3pacTa U COIUATIBLHOTO
cTaTyca», C IPYroi CTOPOHBI — «HOBAsA “CMeIIaHHas” ayAuTOpus GOPMUPYET 3aIpoc
MMEHHO Ha TaKue CHHTeTUYEeCKHe ABJIEeHU» [14, C. 9].

Bmecte ¢ TeM KOMIIO3UTOPHI, SKCIIEPUMEHTUPYIOIYE B PA3HBIX HUIIIAX U 3HA-
IOI[I€ MacCC-KyJIbTyPY U3HYTPH, — IPO(ECCUOHAIIBI ¢ aBTOPUTETHBIM BBICIINM 00pa-
30BaHUEM, IOJIyUeHHBIM B aMepHUKaHCKUX yHUBepcurerax Jluru rioma. IIpounas
akaZieMuyJecKas IIKOoJIa 3aKJIa/IbIBaeT OIpe/ieIeHHYI0 ONTHKY, CUCTeMY B3IVISZIOB HA
»KaHpPOBBIN cIuIaB. [1o BeIpakeHUI0 KOMIIO3UTOpPa 30U KUTUHT, «MHOTO MY3bIKAaHTOB
II0CJIe KOHCEPBATOPUU... UTPAIOT KJIACCUYECKYI0 MY3BIKY, HO He CJIYIIAI0T Kjaaccude-
CKY10 My3bIKy. OHM He BU/ISIT TPAHMII )KaHPA TaK, KAK UX BUUT CTapIlee MOKOJIeHne» 3,

HexoTopsble mocsiefoBaTes I MUHIMAaJIN3Ma CO3/aJI HEKOMMepUeCKUe 3BYKO-
3aMMCHIBAOIINE JIEHOJIBI /I TTPO/IBMKEHUST COOCTBEHHOTO TBOPUYECTBA. YYaCTHU-
ku Bang on a Can B 2001 rogy ocuoBanu ¢pupmy Cantaloupe Music'4, 6aaromaps
KOTOPOU OHU TUPAKUPYIOT CBOM COUMHEHUS U IMOIMYJIAPU3UPYIOT MbEChl MOJIOABIX,

10 Odpuruanpabiil cadT rpynmbl: The National [Electronic source]: official website. URL:
https://www.americanmary.com/ (accessed 05.02.2026).

u [TpuBenem B npumep Cathedral City — nebroTHbIN apboM 63HACaMOIA Victoire. B Hero
BOIIUIM BOCEMb KOMIIO3UIHH Muccu Mariiosiu, a Tak:ke BBICTYILIEHUS TPUTJIAIIIEHHBIX HC-
nosiHuTe e — Bpaiica Jleccuepa (rpynma The National), kommnoszutopos ®siopana 'uca, Yu-
abaMa bpurresia u Mesnucesl Xb1o3.

2 Heidrick E. R. Bandsembles and Bandsembling: The History and the Experience:
A Treatise ... Dr. of Music / Florida State University College of Music. Tallahassee, 2020. P. 2.
3 Welch K. Performing with a Post-Genre Ethos. A Performance-led Exploration of Post-
Genre and Indie Classical Music: thesis ... Master of Philosophy / University of Queensland.
Queensland, 2016. P. 1.

4 Odunmanpabiii canT: Cantaloupe Music [Electronic source]: official website. URL:

https://cantaloupemusic.com/ (accessed 05.02.2026).
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TOJIPKO HAYMHAIOIIUX Kapbepy aBTOPOB. C IeJIbI0 OTKPBITUSA HOBBIX UMeH JIAHT,
T'opmou u Byng 6osiee 20 jieT mpoBoAaT pecTUBAIU COBpeMeHHOM My3biku. Ha
IIEPBOM JIETHEM CJIETE B 2002 IOy coOpaiuch KOMIO3UTOPbI [[xkaa ['puHIITEHH,
Muccu Manros, Matt Mak6eitH, Mapxk lpHcurepe [17, p. 57—-58], BImocues-
cTBUM 00pa3oBaBIlNe He3aBUCUMBIH e New Amsterdam Records' («Hosbri
Amcreppam») — ofMH M3 caMbIXx u3BecTHBIX B CoequHeHHBbIX IllTatax. OH mpe-
JIOCTABJISLJI apTUCTaM Beb-1u1aTdopMy, GUHAHCOBYIO IOMOIIG JJIS IIPOU3BOJICTBA
U pacIpPOCTPAaHEHUS KOMIIAKT-JIVCKOB, IIOJIIEPKKY TYPOB M JIOCTYII K IITATy CO-
TPYZHUKOB, BKJIIOUasi IHap-MeHeJKepa, Ju3aliHepa U 3BYKOpe)kuccepa. Map-
KeTHHTOBYI0 KaMIlaHHI0 Bo3riaBuia CrtuBeH IlIBapli, mM3ydaBIIUN KOMIIO3UIUIO
y Moprona ®enpamana B YHuBepcutere bydbdano u mecrtHammaTth Jjiet pabo-
TaBIIMH B KauecTBe AWPEKTOpa IO pekjiaMe B uazjareabcTBe Boosey & Hawkes.
B 2000-€e rogpl y4aCTHUKHU IIPOEKTa OBLIM B OCHOBHOM COCPEJIOTOYEHBI Ha Macco-
BOUl My3bIKe: HEKOMMEDPUYECKHUH POK IPUBJIEKAT UX B OOJIbIIEN CTEIIEHU, HeXKeJTH
TPaJINIIIOHHO-aKaJIEMUUYECKUI perepTyap.

B 2010 roay Ha crynum «HoBbii AMcrepgam» 63HACAaMOb Muccu Marimosiu
BBIITYCTHJI CBOM /1e0I0THRIN Auck Cathedral City16. OH MOJIyYHJT BHICOKHE OIIEHKH B
IIeYaTHBIX U3JAHUAX" ¥ TIOPOIMJI JUCKYCCHIO O YKaHPOBOU Kiaccudukamuu. Maio-
s otMeuasia: « HekoTopble KpUTUKH yTBEPXKAAIOT, uTo MoIi anbbom Cathedral City
He ABJIsIETCS KJIACCHYECKHM, XOTsI OH IIeJTMKOM 3aITCaH HOTaMH, 03ByUYeH HeCKOJIbKH-
MU OPKECTPOBBIMU HHCTPYMEHTaMU1, TApDMOHUH IPHUIILUIHA HAITPAMYIO U3 OIycoB rops
CTPaBUHCKOTO 1 COYMHEH OH KOMIO3UTOPOM, OKOHUIMBIIIMM KOHCEPBATOPHIO» 'S,

I[To meTrkoMmy 3ameuaHuio Ajiekca Pocca, ¢ 2000-X TO/J0B «IIEPEKPECT-
HO€ OITbIJIEHHE >KAaHPOB CTaJI0 HACTOJBKO OOBIYHBIM SBJIEHHEM, UTO OOJIBIIMH-
CTBO IOIBITOK KjaaccudHUKaAIMH OKa3bIBAIOTCH TIIETHBIMU»'Y, B 2007 rogy «Ho-
BRI AMcTep/iaM» ITPOBO3IJIACHJI CMeJIyl0 MHucCcHio: «IIpemocTaBuTh yOeKuUIIe

15 OduruanbHbIN caiT sieiibia: New Amsterdam Records [Electronic source]: official website.
URL: https://www.newamrecords.org/ (accessed 05.02.2026).

16 Mazzoli M. Cathedral City [Electronic source] // Missy Mazzoli, composer: official website.
URL: https://missymazzoli.com/recordings/cathedral-city/ (accessed 05.02.2026).

7 Cathedral City 6bU1 Ha3BaH OJHUM U3 JIYUIIHUX aT500MOB 2010 T'0/Ia 0 BEPCUU KypHAJIA
Time Out New York, exenenenvuuka The New Yorker u razersl New York Times.

18 TTut. mo: Heidrick E. R. Bandsembles and Bandsembling: The History and the Experience.
A Treatise ... Dr. of Music. Tallahassee: Florida State University College of Music, 2020. P. 5—6.
9 [Tut. mo: Ibid. P. 6.
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MOJIOJIBIM HbIO-HOPKCKUM KOMIIO3UTOPaM, Ubsi My3bIKa ITPOCKAJIb3bIBAET CKBO3b
pacIIeIMHBI MEeXK/Ty KaHpaMu» [17, p. 55]. x jo3yur: «My3bika 6e3 CTeH, CO clie-
HbI 0e3 HasBaHnusa» [Ibid.].

Mex/1y TeM Ha pyOerke IIEPBOTO M BTOPOT'O JeCATUJIETHH HaIlero Bexa Jl»xazin
I'puHINITeliH Havajgl MapKHpoBaTh penepryap «HoBoro Amcrepgama» Kak HH-
nu-Kiraccuueckuil (ot ciioBocoueranusi Independent classic — He3aBHCHUMAas KJac-
CHUKa, TI0 aHAJIOTHH C BOIIEAIIUM B 0OMXO0/] OIIpesiesieHreM UHAN-POK). K aToMy Tep-
MHHY Ipruberajn MHOTHE My3bIKaHThI — Muccu Marmosu, Matt Mak6eiiH, Hays
Cupora, a Takxke Huko Mbrosii, KOTOPBIN, B CBOIO OYEPE/b, OCHOBAJ 3BYKO3aIIUCHI-
Baromy Gupmy Bedroom Community®® («CnanbHblil paiion»). Heo6xomumocThb
MTO3UITMOHUPOBaHUS COOCTBEHHBIX JIEHOJI0B HA KOMMEPUYECKOM PBIHKE ITOATOJIKHYJIa
HX cO3/IaTesIed K MOoMCKaM aJleKBaTHBIX PEKJIAMHbBIX CTpaTeruil U 3aCTaBuJIa BCIIOM-
HUTb KJacCcU(UKAIMOHHBIE CXEMBI TOIYJISIPHOTO aMEPUKAHCKOTO eKeHeleJIbHUKA
«buwnbopa». B 1950-e roasl Tabsiou]T HA3BaJI HECKOJIBKO HEOOJIBIIINX 3BYKO3aITH-
CBHIBAIOIINX KOMIIAHUH, BBIITYCKABIIUX IJIACTUHKU C aKaIEMUYECKON My3bIKOU, «H-
JU-KIaccuuecKuMu». CIycTsl JeCATHJIETHsI CJIOBO BHOBB BOIIJIO B yHOTpeOJIeHHE
B OoJiee IIUPOKOM 3HaueHUH. B 2010 roxy I'puHINTEeNH MOsicHAN: «TepMuH “wH-
JIU-KJIACCUKA~ COAEPKUT TOPU30HTAJIbHBIA U BEPTUKAJIBHBIM KOMIIOHEHTHI — “Bep-
THKAJIbHYI0  OCh HAIllell CBS3H C aKaJeMUYeCcKOH Tpajgurueld U “TOpU30HTAIbHYIO
OChb HAIlleH CBA3U C IPYTOi HE3aBUCUMOM MY3bIKOM » >,

OpHako yke K cepeinHe MPOIILIOTO JeCATUIETHS aBTOPbI 0TKA3aIUCh OT 3TOTO
omnpeziesieHus1. Maioau oTMeyasa:

JIerko cocTaBUTh IPEJCTaBJIeHHEe O MOEH My3bIKe, OCHOBBIBAsACh Ha 0OIIe-

IIPDUHATBIX APJIbIKAX: KjJIaCCHYeCKasd, MHAW-KJIAaCCUK, IIOCT-MHUHUMAaJINCTCKaA, CO-
BpeMeHHas, KaMep-IIoll, OllepHas, OpKecTpoBasd U T. 2. HO HU OJHO U3 3THUX CJIOB,
II0 CYIIECTBY, HUYEro HE TOBOPUT O TOM, KaK 3BYUHUT MOA MY3bIKa, HAIIDOTHUB, OHU
TOJIbKO MemIaoT. fI Tpauy BpeMs Ha 0OBsICHEHUsI, IOUEMY ITPOU3BEIEHUE «SIBJIS-
€TCA» WUJIN «He ABJIAETCA» KJIaCCUYECKHUM, II0UYeEMY A UMEHHO «KOMIIO3UTOpP», 4 HE
«MY3BIKaHT», ¥ KaK 51 OTHOIILYCh K IOHATUIO «UHAW». MeXKy TeM Ha 3TU BOIIPOCHI
HET OJ{JHO3HAYHBIX OTBETOBZ?,

20 Ocbunuanbabii caiit dupmbel: Bedroom Community [Electronic source]: official website.
p

URL: https://bedroomcommunity.net/ (accessed 05.02.2026).
2 [Tur. mo: Heidrick E. R. Bandsembles and Bandsembling. ... P. 8.

22 ITur. nmo: Ibid. P. 10.
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Yunbam bpurresut, sy T. JIutta u Muccn Marniosim, Kak IpaBuiio, Olepu-
PYIOT TEPMHHOM MOCT-aHp>3, JIk0H AfaMc OXOTHO o0palnaercs K TEpMHHY IOCT-
CTWIb [18, p. 540], 4TO 0OYCIOBIIEHO ITOCTMOIEPHHUCTCKUM ILUTIOPAIN3MOM U CMellle-
HHEM Ppa3HOPOHBIX MY3bIKaJIbHbIX KOMIIOHEHTOB.

[Tepexon WCKycCTBa B 30HY HOCT(MeTa)KyJIbTYPhl CTAHOBUTCS OUEBU/IHBIM Y3Ke
B ITOCJIe/THEN yeTBepTH XX BeKa U OTMEYaeTCs IIPEICTaBUTEISIMI Pa3HBIX HAITMOHAIb-
HBIX IIIKOJI. AMEepHUKaHCKHE KOMIIO3UTOPbI-MUJIJIEHUAJIBI BIIMCHIBAIOTCA B aKTyaJIbHOE
IIPOCTPAHCTBO ITIOCPEJICTBOM CUHTE3a PA3IUYHbIX SIBJIEHUN: aKaIEMUUECKOU 3a1aIHON
Tpagunuu (0T cpeJIHEBEKOBOrO KAaHOHA JI0 aBaHTap/ia M MeTaMO/IepHA), SJIEKTPOHHOU
MY3bIKH, (POJIKA, UHJIU-POKA, MOI-MY3bIKH, PENETUTUBHON TEXHUKU C IJIACCOBCKU-
MU IIpHeMaMU JIMHEHHOTO IPOoIecca CJIOKEHHA / JIMHEHHOTO MpoIlecca BhIYUTAHUS
U parixoBCKUM (pa30BbIM CABUTOM U PUTMHUUECKHUM KOHCTPYUPOBAHHUEM.

Pesrome

[TpeeMCTBEHHOCTD ITOKOJIEHU MUHUMAJIMCTOB BO MHOTOM OKa3aJyiach 00YCJIOB-
JIeHa eINHOMH KyJIbTypHOI TouBoii Hpio-MopKa, mHUTaBIIel UX IOUCKHU. Y>Ke TOIorpa-
(prueckas kapra ropoja HarJIAJAHO JEMOHCTPUPYET JieJIeHHe Ha PecreKTabeTbHY0
YyacTh — allTayH, KyJIbTUBUPYIOIIYIO BHICOKOE KJIACCUUECKOE HCKYCCTBO B JieTeHap-
HBIX KOHIIEPTHBIX 3aJ1aX, 1 OOTeMHBIH JJayHTayH C aJIbTEPHATUBHON MYy3bIKON HOUHBIX
KJIyOOB 1 6apoB. BcmoMHUM, UTO reHeaJIornyecKoe IPEBO MUHUMAIN3MAa ITPOPaCTasIo
B aPTUCTUYECKUX PaliOHAX «HIKHero» Manxarrena — Coxo u I'puHBUY Bruumumx —
KOJIBIOEJTN DKCIIEPUMEHTAIbHON JIMHIUY aMEePUKAaHCKOTO UCKYCCTBA.

MUHUMAIHCTHI HE IIPOCTO OPTaHUYHO BJIMJIUCH B 001IIee KyIbTYPHOE JIBHKEHNE
CTUPaHUs TPAAUIMOHHBIX JKAHPOBBIX PAMOK M OTMEHBI MEePAPXUUYECKOU CHCTEMBI,
HO CaMH BO MHOTOM BBICTYIIHJIA B POJIM €r0 MHUIIMATOPOB U MpoIaraHaucToB. Mx
CTpaTerusi My3bIKQJIBHOTO TBOPYECTBA, WHCIHUPHUPOBAHHAs YCIENIHBIM CHUMOHO30M
Pa3HBIX 10 CBOEMY T'e€HE3HCy UCTOKOB Ha IIaTHOPME PEIETUTUBHON TEXHUKH, II03BO-
JIVJIA CO371aTh YHUBEPCATIbHBIN S3BIK, BTSTUBAIOIIUN B OPOUTY CBOETO BJIMSHUS apTH-
CTOB BCEro MHpa.

23 Welch K. Performing with a Post-Genre Ethos. ... P. 13.
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U TBOpUYECKHEe UHTEePIIpeTaIl[uy COBPEMEHHBIX KUTANCKUX MUAHUCTOB. Vcmosb3ys
KaueCTBeHHBIN  HCCJIEOBATEILCKUN  TO/IXOJl, ABTOPHI IIPOBEJM  YACTUYIHO
CTPYKTYPHUPOBAaHHbIE HWHTEPBBIO C JBEHAJIIATBI0O KUTAUCKUMU IHAHUCTAMU-
npodeccoHaIaMy, OO0JAJAOIIUMU  PA3JIMYHBIM YPOBHEM OIbITa. J[aHHBIE
WHTEPBBIO IIPOAHAIU3UPOBAHBI C IOMOIIBI0 TEMATUUYECKOTO aHAJIN3A, B Pe3yJIbTaTe
KOTOPOTO OBUTH BBIZIEJIEHBI IIIECTH KITIOUEBBIX TEM, OTPAKAIOIINX POJIb COITUATHHOMN
cpefbl, KyJIbTyPHOU TPAaMOTHOCTH, TPAIUITUOHHON KUTAUCKOM ACTETUKU, 3aI1a/THOTO
MY3BIKQJIbHOTO BJIUSAHUSA, WCIOJHUTENIBCKUX CTPATeTUH U  COLMOKYJIBTYPHBIX
mpobJieM, ¢ KOTOPHIMHU CTJIKMBAIOTCA MUAHUCTHI. Pe3ysibTaThl MOKA3bIBAIOT, UTO
COIIMOKYJIBTYPHBII KOHTEKCT CHJIBHO BJIMAET Ha (OpPTENHMAaHHOE HUCIIOJIHEHUE,
BO3/IEUCTBY HA WHTepPHpPETAIMOHHbIE IIOAXO0/bl MY3BIKAHTOB, 3MOIIMOHAIBHOE
BBIpaKEHNE U Pa3BUTHE pelepTyapa. YYaCTHUKH IMOJYEPKHYJIHM, YTO KUTANCKUe
KyJIbTypHBbIE TPAJUIIMM, TaKue KaK HapOJHble MeJIOAWU, MEHTATOHHbIE T'aMMBbI,
OTIEpPHBIE BJIEMEHTHI M KOHIIEIIIHSA XY0KECTBEHHON 00pa3HOCTH, OCTAIOTCA TITyOOKO
YKOPEHEHHBIMU B COBPeMeHHOM (hOpPTENNMaHHOM UCIOJHUTEIBCTBE. B TO ke BpeMs
3amnajiHple KjlacCUYecKue TPAUIINU MPOJIOIKAIOT IOMUHUPOBATh B (hOPMaIbHOM
obyueHHMH W pemnepryape, TpeOys OT HCIOJHUTENEH IMOHUMAaHUA 3aIajHOTO
HCTOPHUYECKOTO U CTHJIUCTUYECKOTO KOHTEKCTa. XOTH CYIIECTBYIOIAs JIMTEPATypa
YacTo M300parkaeT KHUTANUCKYI0 MY3BIKUIBHYIO KYJIBTYPY KaK OTPAaHHYHBAIOIIYIO
TBOPUYECTBO, B3IVIAJIbI MPO(ECCHOHATIBHBIX MMUAHUCTOB B JIAHHOM HCCJI€ZIOBAHUU
OCIIApDUBAIOT JTO TMPEAIOJOXKEeHUe, IOAYEepKUBass JUHAMUYHBIA HPOILECC
KYJIBTYPDHOTO CJUAHUS U Xy/I0’KECTBEHHBIX MHHOBaUMU. OAHAKO YYaCTHUKU
TaK)Ke yKa3ail Ha TaKue MpoO0JIeMbl, KaK OTPAHUYEHHBIH JOCTYII K 3amaHbIM
MY3bIKOBEIUECKUM pecypcaM ¢ TPYAHOCTH B WHTEPIPETAlNU 3alaJiHbIX
CTUJIUCTUYECKUX HOPM. B 1esioM pesysibTaThl MOKa3bIBAIOT, UTO COBPEMEHHOE
KUTaiickoe ¢GopTenuaHHoe HCIOJHEHHe — 3TO He MPOCTO BOCIHPOU3BEAEeHUE
3alaIHBIX TPAAUIUN, a TPAHCKYJIbTYpHAsA XyJO>KECTBEHHAsA IPAKTHUKA,
dopmupyemasi B3aMMOJEHCTBHEM  KHTAHCKOTO HAcjaeAus, TJI00aJbHBIX
MY3bIKaJIbHBIX BJAUSHUN U Pa3BUBAIOIIENCA COITUOKYJIBTYPHOU CPEBI.
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Abstract. Contemporary piano performance in China has developed within
a complex sociocultural environment shaped by both traditional Chinese musical
heritage and Western classical traditions. This study investigates how sociocultural
dynamics influence the performance practices, repertoire choices, and creative
interpretations of contemporary Chinese pianists. Using a qualitative research
design, semi-structured interviews were conducted with twelve professional
Chinese piano performers with diverse levels of experience. The interview data were
analysed through thematic analysis, which resulted in six key themes reflecting the
role of social environment, cultural literacy, traditional Chinese aesthetics, Western
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musical influence, performance strategies, and sociocultural challenges encountered
by pianists. The findings reveal that sociocultural contexts strongly shape piano
performance by influencing musicians’ interpretive approaches, emotional
expression, and repertoire development. Participants emphasized that Chinese
cultural traditions such as folk melodies, pentatonic scales, operatic elements, and
the concept of artistic imagery remain deeply embedded in contemporary piano
performance. At the same time, Western classical traditions continue to dominate
formal training and repertoire, requiring performers to develop an understanding
of Western historical and stylistic contexts. While existing literature often
portrays Chinese musical culture as restrictive toward creativity, the perspectives
of professional pianists in this study challenge that assumption by highlighting
a dynamic process of cultural fusion and artistic innovation. However, participants
also identified challenges such as limited access to Western musicological
resources and difficulties interpreting Western stylistic conventions. Overall, the
findings demonstrate that contemporary Chinese piano performance is not merely
a replication of Western traditions buta transcultural artistic practice shaped by the
interaction of Chinese heritage, global musical influences, and evolving sociocultural
environments.

Keywords: piano performance in China, sociocultural environment,
Chinese musical culture, Western stylistic conventions, performance,
composition, innovation, music, professional

For citation: Cai, L., & Liu, J. (2026). The influence of sociocultural dynamics
on contemporary Chinese piano performance and repertoire. Contemporary
Musicology, 10(1), 171—203. https://doi.org/10.56620/2587-9731-2026-1-171-203

174



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2026/10(1)

1. Introduction

usic is not only a product of personal skill and performance, but also
a product of cultural and social development. For instance, social

comparison between performers can influence the development of
self-efficacy and motivation in an artist. Artists or music performers receiving direct
feedback concerning their performance are likely to experience self-efficacy and reap
creativity during music composition and performance, as compared to artists or
music learners whose efficacy has been compared socially with others (Asmus, 2021;
Granot et al., 2021). The influential role of social development or social dynamics in
music composition and performance has further gained importance with the rising
role of social media in promoting music education. This has been observed in recent
qualitative studies reporting how social media or a supportive social environment
facilitated knowledge sharing, face-to-face instruction, communication, arousal of
learning interest, and improvement of instrument playing skills such as rhythm,
fingering, and posture (Lei et al., 2021; Ng et al., 2022). Similarly, participatory
and social-interactive aspects are also essential determinants of music performance
composition. Indeed, live music performances and concerts afford verbal interactions
between the audience and the artists, where the former provides direct reactions like
attention, interest, support, displeasure, and pleasure to the latter. Such interactions
give artists the necessary feedback to propagate or limit specific music compositions
and pieces (Wald-Furhmann et al., 2021; Picaud, 2022). In another interesting
example, it is considered culturally unusual for African musicians to number the
beats in their music composition and performance — a cultural practice that is an
essential prerequisite for classical Indian musicians (Clayton et al., 2020). Thus, the
importance of cultural and social developments in influencing music performance,
composition, and continuous learning is crucial and undeniable.

While the relationship between sociocultural dynamics and music composition
and performance has been established in evidence-based literature, there is a lack
of focus on piano performance, particularly the composition of Chinese piano
artists. The paper by Zheng and Leung (2021) which investigated multiple case
studies of Chinese piano learning students, found that traditional Chinese culture
limits expressive autonomy in the composition and piano performance of budding
artists. This is because traditional Chinese classical music is based completely
on standardised notations. This means that the tempi, dynamics, and intentions
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of the piano artists must be as accurate and faithful to these standardised cultural
notations. This limits creativity since performers are restricted to only reproducing
traditional Chinese works, rather than deviating and creating any original piano
compositions (Zheng & Leung, 2021). Another similar qualitative study by Zheng
and Leung (2023), which interviewed Chinese piano professors and artists from
Guangzhou and Shanghai found that creativity in piano composition and performance
is perceived differently between Chinese and Western cultures. Chinese perspectives
of musical creativity are established with the need to respect the past and maintain
harmony with nature. In contrast, Western cultures encourage artists to practice
creativity by providing unique compositions and solutions within suitable contexts
(Zheng & Leung, 2023). However, these studies have focused primarily on the aspect
of creativity in music, without emphasising or exploring how the composition, playing
styles, and performances of Chinese professional piano artists are influenced by social
and traditional cultural factors. Comparing these experiences, with the perspectives
held by Chinese piano artists on the contrasting impact of Western cultures in
their composition, styles, and performances, can provide profound insights into
the sociocultural dynamics underlying the Chinese piano industry. This study thus
intends to overcome the identified problem of limited research by exploring how
nuances of social and cultural developments, both within and beyond China, have
influenced the piano compositions and performances of professional piano artists
respectively.

The rationale of this study lies in its ability to provide detailed insights
concerning the current status of piano performance and musical composition in
China, in light of historical and contemporary sociocultural development. After the
introduction of the piano during the seventeenth century in China, several musical
pieces have been composed specifically in the country for the new instrument.
Despite Chinese piano music being performed popularly in the country, Chinese
piano compositions continued to be perceived as foreign to the standard repertoire
followed in the West. Despite a willingness between both cultures to learn about
each other, there is often a lack of appreciation and understanding of the cultural
differences between Chinese and Western piano performances (Tu, 2019; Li,
2021). However, research exploring the experiences or attitudes held by Chinese
piano artists. This study is thus rationalised for investigating the perspectives held
by Chinese piano artists regarding the influence of sociocultural factors in their
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piano performances and composition. Its findings can have useful implications for
identifying potential areas of establishing cultural harmony between Oriental and
Western music philosophies. Additionally, during the Opium War in the 1840s,
piano was disseminated in China by foreign missionaries, which bolstered the
establishment of small Western instrumental stores in Chinese coastal cities. Since
these historical developments, Chinese pianists have continued to explore the piano
with traditional Chinese playing styles. The earliest cultural version of Chinese piano
composition is regarded to be the product of Western and Chinese music (Tu, 2019;
Cheng, 2021; Bai, 2021). These findings thus contradict existing literature, which
shows that Chinese musical cultures are rigid with limited space for creativity.
It is therefore reasonable to further explore the perspectives of Chinese piano artists
on this cultural fusion, as this will reveal how Chinese piano music serves as a product
of historical and sociocultural changes.

1.1. Aims and Objectives

This study aims to investigate the influence of sociocultural dynamics on
contemporary Chinese piano performance. It seeks to achieve the following research
objectives:

1. To explore the views of Chinese professional piano artists on the impact of
sociocultural factors on their performance.

2. To evaluate the views of Chinese professional piano artists on the impact of
traditional Chinese social and cultural factors on piano composition, performance
and innovation.

3. To assess, from the perspective of Chinese professional piano artists, the
impact of comparative differences between Chinese and Western traditional cultures
on piano composition, performance, and innovation.

2. Literature Review
2.1. Sociocultural Influences on Music and Piano Performance

Existing research supports the significant influence of social and cultural
factors on music performance. For example, according to Lerch et al. (2019), every
musical performance relies on the meaningful interpretation and feedback provided
by the listener. The perspectives and responses of the listeners towards musical
performance, are not merely dependent on external performance features, but also
on internal characteristics, such as their levels of training, personal history, and
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cultural background. Listener-focused performance analysis is thus driven by social
and cultural aspects of perception, which prompt artists to deliver relevant musical
output in their compositions (Lerch et al.,, 2019). Further, according to Pearce
(2018), the syntactical structure of various musical genres and styles varies across
diverse musical cultures. Such a structure is learned through cultural exposure
which produces observed distinctive features between listeners from various
cultures. For this reason, the extent to which the music of any two cultures will be
different in the context of rhythm, and pitch, will predict how an individual from
one culture will process music from another culture (Pearce, 2018). This means that
the cultural differences in musical features such as pitch, rhythm, and tempo between
Chinese and Western cultures, influence differences in their piano performances and
compositions.

However, research focused on piano performance appears to be scarce. For
example, Gorbunova and Hiner (2019) investigated the problems associated with
mastering electronic musical instruments, such as the electronic piano, and the role
of culture in its performance mastery. The performance of electronic piano
instruments requires a combination of the cultural traditions of the performer
towards individual acoustic instruments, as well as a creative perspective toward the
development, regulation, and management of new or existing timbres. Traditional
musical cultures also contribute to the understanding that a musical instrument
such as a piano, is a specific physical object that can only be used to generate specific
sounds and timbre. However, musical cultures become innovative in the context
of electronic versions of traditional instruments and subsequently, prompts the
development of a modified piano with multiple keyboards and features to incorporate
a multitude of unique sounds (Gorbunova, 2018; Gorbunova & Hiner, 2019).
In another study by Lavengood (2019), Western genres known as the ‘80s sound’
emerged, and continue to be attractive, because of cultures related to musical timbre
that were popularised by electronic pianos such as the digital synthesiser during
that time. Additionally, the 1980s were also characterised by culture-shifting opinions.
This was seen in the form of a preference towards creating music that was fresh,
loud, ambitious and representative of diverse cultures. As a result, a fusion of genres,
such as music that combined rock and rap music emerged. Further, because of the
rise of television, and music channels such as MTV that broadcasted music videos
and live artist performances, such music also made its way to the suburbs and remote
areas. The appreciation and dissemination of a more creative musical culture were
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further increased by the development of digital technologies, such as the electronic
guitar, synthesiser and electronic drum kits, which began to be widely used in
recording studios (Lavengood, 2019). While these findings are historical — and
limited in the context of the piano — they demonstrate the importance of culture
in defining the perspectives of piano performance and music creation. It is thus
evident that social and cultural factors play a significant role in influencing music, in
particular, contemporary piano performance.

2.2. Impact of Chinese Culture on Music and Piano Performance

Pianoization refers to the adaptation of melodies originally written for
traditional instruments — such as erhu, pipa, guzheng, or Beijing opera vocal lines
— into pianistic idioms while preserving their timbral and expressive essence.
Composers such as Wang Jianzhong (Variations on a Theme of the Yellow River)
and Chu Wanghua frequently used Pianoization to imitate sliding tones,
ornamentation, and modal inflections characteristic of Chinese folk traditions.

While the piano was introduced by Western culture, the Chinese piano music
follows a unique style that reflects the 5000-year-old tradition of the country. The
overall culture of China incorporates the diverse heritages of its various ethnic
groups. For this reason, piano culture in China is unique and adapted to the
distinctive artistic features and characteristics of its local cultures (Ye, 2020; Lu,
2022). Therefore, it is clear that the influence of traditional Chinese culture on
piano performance is multifaceted and heterogeneous, retaining regional and local
characteristics. Indeed, Liu (2022) notes that Chinese piano music is based on
folk songs and Chinese traditional poetry, which reflect the characteristic features
of refined intonation and expressive sounds in this genre of music. Chinese music
has historically been revolutionised by the composer Chu Wanghua, especially with
his piano suite composition Sounds of the Temple (Capriccio Suite: The Sound of
the Linyin Temple). This traditional piano piece incorporates the sounds of bells,
a slow tempo, major deviations in tone, and the use of polyphonic sounds to imitate
other Chinese musical instruments (Liu, 2022). Similarly, Jinjin and Isaiah (2021)
postulate that this cultural tradition of harmonizing classical piano music with
the works of other instruments is a traditional Chinese music practice known as
transplantation or ‘pianoization.” It comprises retaining the structure and melody
of the original piano work while also combining traditional instrumental music
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— a practice used prevalently by Chinese composers during the 1980s (Jinjin &
Isaiah, 2021). The cross-sectional paper by Lu (2022) further cements these findings
by arguing that, while traditional Chinese music is based on a single sound and
a historical heritage stretching across several thousand years, Chinese piano music
is peculiar since it was introduced by Western traditions. Thus, while Chinese piano
music maintains a Westernised harmony, its artistic aesthetics are modified to
suit traditional Chinese folk instruments (Lu, 2022). Such modifications establish
a platform where piano performance and composition in China are influenced by
both Chinese and Western traditional cultures.

2.3. Western vs. Chinese Cultures in Music and Piano Performance

In the field of piano education, diverse cultural traditions bring forth diverse
meanings and modifications in the music. For example, within the humanistic
tradition of Britain, piano players are encouraged to develop their talents and pianist
skills according to their individual strengths. In the United States, however, there
is a comparatively weaker emphasis on a classical tradition and music performers
are mainly encouraged to play based on personal values and practicality. In contrast,
Chinese culture is based on traditional humanistic ideas and thus encourages piano
players to cultivate moral values in their performance through education (Ye, 2020;
Zhang & Negus, 2020). Such diversity in tradition and culture, however, does not
mean that Chinese piano performance or music in general has been completely free
from Western influence. For instance, in his book, Wong (2020) notes that since the
last century, traditional Chinese music has experienced a process of modernization.
This has occurred because a growing number of Chinese composers have travelled
abroad to study and create music, leading to the emergence of the modern Chinese
orchestra and the reformation of traditional Chinese musical instruments. Indeed, in
the cross-sectional study by Lu (2022), which surveyed 87 Chinese college students
learning piano, it was found that only 8% of students used traditional Chinese
music in their compositions. However, after receiving traditional Chinese music
training, approximately 29%, 25% and 21% of students started integrating traditional
music while creating their videos, participating in concerts, and arranging of
musical compositions. These findings demonstrate the diverse foundations of the
Chinese piano industry. Although influenced by traditional culture and history, it
also has room to embrace Western traditions and principles. However, the opinions
and views of professional piano performers regarding the impact of traditional
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Chinese and Western cultures on their composition and performance are missing.
This gap thus forms the groundwork of present study.

2.4. Research Gap

The findings of the literature review, however, are not free from limitations.
Firstly, papers that specifically explored how sociocultural dynamics influenced
piano performance and music creation are relatively limited. While research
examining the impact of sociocultural influences on traditional Chinese music is
abundant, studies investigating these influences in relation to piano music appear to
be largely confined to Western contexts. A few studies, however, traced the origins
of the piano in China, and how Chinese culture influenced the works of traditional
artists. However, these studies are predominantly cross-sectional, descriptive or
narrative in nature, with limited exploration of the subjective experiences and
opinions of professional piano artists. Similarly, several narrative studies were
reviewed regarding the differences between Western and Chinese music cultures,
and papers that included the opinions of real-life piano performers and professionals
were missing. These limitations therefore motivated the methodological section of
this paper.

2.5. Theoretical Framework

Trans-culturalism or transcultural music theory is a useful theoretical
framework for this study. Trans-culturalism in music talks about how cultures
are interconnected via musical expression, embracing diversity and goes beyond
geographical boundaries. Therefore, transcultural music is an interesting
representation of how global trends, innovative technologies and culturally diverse
music practices intersect (Ghvinjilia et al., 2023; Crawford, 2020). This framework,
however, must not be confused with multiculturalism. “Multiculturalism” typically
refers to a community or society that respects culturally heterogeneous group of
people and accepts their existence. In other words, different cultures coexist and
maintain their traditional practices in a multicultural society. it is only about the
coexistence of different cultures. Trans-culturalism by contrast, emphasises
overcoming cultural boundaries and intermingling or merging different cultures
(Ghvinjilia et al., 2023; Crooke et al., 2024). This theoretical approach is particularly
appropriate in the context of this study as it compares the role of Western and Chinese
music cultures in the development and performance of the piano in China. This
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theory is well suited to this study, especially since the piano was first a Western
invention that was later adapted to represent traditional cultures upon its introduction
in China.

In Chinese musical culture, performance practice is inseparably linked to
compositional traditions. Much of contemporary Chinese piano repertoire is based on
traditional folk melodies, operatic themes, or Western canonical works, making the
performer’s interpretive decisions dependent on compositional structure. Therefore,
this study examines performance together with the repertoire and compositional
influences that shape such performance.

3. Methodology
3.1. Research Design

This study was qualitative. Such studies are both interpretivist and constructivist.
Both these principles work together to explore a topic comprehensively, rather
than only identifying relationships or outcomes. The latter approach represents
a positivist paradigm. Interpretivism intends to obtain knowledge regarding the
different viewpoints held by individuals, while constructivism explores how people
make sense of their experiences. In general, it is argued that qualitative research
is understood to preserve the subjectivity of participants’ experiences, which may
also be influenced by researcher bias (Tomaszewski et al., 2020; Haven et al., 2020).
This was appropriate for such a study since it aimed to give meaning to the voices of
professional piano players in China. This will overcome existing studies’ limitations
where the authors have mainly relied on objective methods of data collection to try
and understand the views of Chinese pianists on how their performance is affected
by culture.

3.2. Sampling

The study relied on a convenience sampling method. Convenience sampling
represents the samples that are selected by the researcher based on what is readily
available within their reach. For comparison, another study by Zheng and Leung
(2021) examined the relationship that might exist between creativity and Chinese
piano performance. The authors included a total of three participants who learned
to play the piano and knew them personally. In this context, professional piano players
whom the researcher reaches out to for recruitment may also provide additional
contacts of other artists who could contribute to the study. Further, another
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study that explored the perspectives of Chinese piano students on creativity was
conducted by Zheng and Leung (2023), who selected a total of 13 interviewees.
Hence, while recruiting the convenience sample for this study, it was considered that
the sample size may also fall from three to thirteen professional piano players based
on existing research. Professional piano performers who were personally known to
the researcher were sent the consent forms, an information sheet, and participation
requirements. Upon obtaining their consent, they were requested to provide additional
contacts of professional piano players. The final set of 12 interviews was conducted
online via WeChat and Zoom, and the responses of the participants were recorded
verbatim.

3.3. Data Collection and Analysis

Semi-structured interviews comprising open-ended questions were utilised
for data collection. This is because this interview format encourages participants to
provide detailed, subjective, and flexible answers, rather than the rigid, questioning
format of closed-ended interviews. Additionally, the interview questions were derived
from Zheng and Leung (2023), as well as Zheng and Leung (2021), in which Chinese
participants shared how traditional Chinese culture forbade them to innovate or
develop a personal style in their piano performance (Zheng & Leung, 2023; Zheng
& Leung, 2021). Thus, the questions for this study were derived and modified
from these qualitative studies, and outlined in Appendix A. Additionally, thematic
analysis was used to evaluate the interview responses. It is a qualitative process by
which a large amount of unstructured, subjective data is evaluated for similar and
significant patterns and categorised into themes. The researcher first familiarises
themselves with the data, followed by identifying codes and reviewing the themes with
the existing literature (Braun & Clarke, 2023; Campbell et al., 2021). The interview
responses were, therefore, carefully evaluated by the researcher to identify patterns
relevant to the social and cultural influences on piano performance. These patterns
were hence combined to form themes which were analysed in relation to the research
objectives of the study.

4. Results
4.1. Participant Characteristics

A total of 12 participants were interviewed for this study. They were all
professional piano players. While some participants had professional performance
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experience of nearly six years, others reported careers spanning 10, 20, and almost
50 years. For more natural language — just “two participants” also shared they
had been teaching the piano professionally. The participants’ interviews were
analysed using NVivo. A total of six themes were identified (Table 1). Appendix B
outlines the themes and corresponding significant statements of the participants in
detail.

Table 1. Thematic Analysis of Interviews

Themes Codes
Impact of Social and Cultural Factors on Cultural literacy is important for
Piano Performance appreciating piano and musical
performance.

Understanding cultural factors also helps to
disseminate music.

Chinese culture encourages emotional
expression during piano performances.

Impact of Chinese Culture on Piano Chinese culture reflects folk traditions and
Performance instruments during piano performances.

The Chinese culture has instilled the use of
the pentatonic scale in piano performance.

Chinese culture influences piano
performance through family education,
policy support, stress relief, and political
education.

Cultural Influence of Piano Performance Focus on hearing to improve rhythm
Strategies and emotional expression of piano
performances.

Use rhythm exercises to overcome technical
difficulties.

Engage in reading to improve
understanding of a piano work.
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Impact of Western Culture on Piano Western artists created diverse piano pieces
Performance reflective of their personalities.

Need to understand the style of the Western
artist and the background behind the piano
piece.

Important to research Western culture
since the piano is a Western instrument.

Western vs. Chinese Culture in Piano Chinese culture pays more importance to
Performance rhythm and melody

Western culture is more structured, and
Chinese culture is more liberal in piano

performance.

The blending of cultures is appreciated.
Sociocultural Difficulties During Piano Lack of knowledge of Western artists
Performance Difficult to grasp Western piano style

Need to research and train extensively

4.2. Impact of Social and Cultural Factors on Piano Performance

Participants collectively agreed on the significant role of social and cultural
factors in influencing music, particularly piano performance (Appendix B). For
instance, Participant 9 took the example of a Chinese piano piece ‘Pi Huang’ and how
it represented “musical elements of Peking Opera Xi Pi and Er Huang, and used
the yin and yang of ancient Chinese culture.” Additionally, he said: “This piece of
music is enough to illustrate that music without cultural and social development has
no soul. Performers must also enrich their cultural literacy before they can use their
professional skills to interpret the works more deeply.”

Indeed, the importance of cultural literacy in appreciating music and piano
performance was also sounded by Participant 3: “Social environment, people’s
comprehensive cultural literacy, economic development level and other factors
have an impact on the popularization, appreciation and piano education of music.”
Similarly, Participant 4 and Participant 11 claimed that: “Cultural and social factors
play an integral role in music, especially the piano. They not only shape the shape and
style of music, but also affect the spread and reception of music” and “piano education
activities can encourage people to create and spread culture.” Overall, participants
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agreed that cultural literacy is essential not only for understanding the meaning of
piano works, but also for appreciating and spreading the music and cultural history
to others.

4.3. Impact of Chinese Culture on Piano Performance

Additionally, there was a consensus among participants that traditional
Chinese cultures played a significant role in influencing their piano performance
(Appendix B). In this regard, Participant 11 gave the most comprehensive explanation
of how strongly Chinese culture influences piano performance in three main ways:
“First of all, Chinese piano performance and creation not only absorb Western
piano art but are also deeply rooted in traditional Chinese culture, with keynote
music creation as the mainstream. Secondly, Chinese piano performance and
creation are adapted from excellent folk songs, ancient songs, and operas, showing
strong national characteristics. Finally, while inheriting tradition, Chinese piano
performance and creation are also constantly innovating.” According to Participant
4, Chinese culture is also reflected in piano performance in terms of emotional
expression: “In characteristics, Chinese piano performance pays more attention
to expressing emotions and artistic conception. Chinese piano works incorporate
elements of traditional Chinese music, giving the works distinctive national
characteristics.” Participants 12 and 9 expressed their preference for Chinese
culture when innovating or creating their piano compositions, because “If
we understand the development of social history and culture, then piano
performance will be more profound and touching” and also because “Chinese folk
instruments and folk songs provide rich creative materials for the development of
Chinese piano music. People can imitate the timbre of the Pihuang tune, the melody
of folk songs, and the magnificent momentum of folk orchestras through the piano.”
Interestingly, in addition to the characteristic inclusion of the “pentatonic scale” —
as stated by Participant 8 — Participant 9 shared that Chinese culture also influences
piano performance “through family education, policy support, stress relaxation,
political education.” They reasoned that the strong representation of national
culture and emotional expression encourages parents to teach piano to their
children, leading to educational policies and competitions to encourage piano
performance and appreciation among the masses.
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4.4. Cultural Influence of Piano Performance Strategies

Chinese culture also influenced the types of techniques participants used to
improve their piano performance or support further piano learning (Appendix B).
Participant 2 placed a strong emphasis on the importance of “hearing” in improving
the rhythm and emotional expression of piano performances. The reason being,
“hearing should always be put first to guide all practice and performance; pay close
attention to the rigour of rhythm; observe life, gain insight into human nature,
and experience emotions, so that music can be scientifically understood and accurately
expressed during the performance.” In contrast, the importance of reading was raised
by Participant 7, who claimed that “basic exercises for daily scales, arpeggios, and
chords: deepen your understanding of the performance of the work and the musical
processing of the work through literature reading.” Therefore, culture also played an
important role in shaping the types of techniques participants used to improve their
piano performance.

4.5. Impact of Western Culture on Piano Performance

Similar to Chinese culture, participants also shared how heavily their piano
performance was influenced by Western culture (Appendix B). A key feature was
that Western artists seemed to create diverse piano pieces, which reflected their
unique styles, emotions and journeys. This was specifically stated by Participant
3, who said that “the American composer Gottschalk combined his experience of
travelling in Central and South America to create piano music in various styles. In
the études of the Ukrainian-born Russian composer Kapustin jazz musical elements
are incorporated into the works, making them highly engaging.” Due to such
diversity, participants, including Participant 8, stated the importance of first
understanding the style of the Western artist and the background of the piano piece:
“Yes, most of the piano practice works are Western works. It is necessary to consult
information to understand the creative background of the works, and to study the
composer’s style to create an artistic image that is in line with the spirit of the original
works.” Participants 2 and 4 shared that “the piano itself is a Western instrument,
and this factor must be incorporated into all aspects of piano playing and teaching,”
and “in the process of interpreting works, it is necessary to continuously research
and learn about the Western historical and cultural background, to have a deeper
understanding of different style works to achieve better performance results.”
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Therefore, Chinese piano professionals were already familiar with the impact of
Western culture on piano performance. Rather, they appreciated how Western piano
music is equally diverse and reflects the composer’s history, style, journeys, emotions
and feelings.

Participants reported that their regular performance repertoire typically
combines Western classical works — such as Beethoven sonatas, Chopin nocturnes
and études, Debussy preludes — with representative Chinese piano works, including
Chu Wanghua’s Sounds of the Temple, Wang Lisan’s Shepherd Boy, and Tan
Dun’s Eight Memories in Watercolor. Several interviewees estimated that Western
repertoire forms approximately 60—70% of their formal training programs, while
Chinese works account for 30-40%, especially in competitions that emphasize
national style.

4.6. Western vs. Chinese Culture in Piano Performance

Participants also shared several examples of how Western and Chinese cultures
influence piano performance in different ways (Appendix B). One major difference,
pointed out by Participant 4 was that Chinese piano works “use melodies and
harmonies with national characteristics, which have a strong Chinese flavour”,
while “Western piano works focus on harmony and technique, and the composers
have different personalities and different styles of works.” Similarly, Participant
8 shared: “The piano art system, style genre, composer personality established by
Western culture lays the foundation for my personal performance and teaching
abilities. Chinese works usually pay more attention to the beauty of melody lines
and charm.” Participant 11 shared that, “in terms of rhythm, Western music usually
has strong and weak sounds that appear regularly and are divided into measures.
Chinese music is different in that it has a free rhythm, like Sanban, which has no
rules at all.” This means that while Western piano music may be more rigid and
structured in its composition, Chinese piano does not always follow specific rhythms
and “uses lines as the main means of expression, shaping the language characteristics of
cadence.” Participant 1 shared that “Today, when cultural diversity is booming, such
collisions and integrations have injected unprecedented vitality into the development
of music, adding more cultural experiences and repertoire choices for performers.”
Therefore, there was an agreement that while Western and Chinese cultures influence
piano performance in different ways, the practice of blending these traditions to create
innovative piano works was also being appreciated.
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4.7. Sociocultural Difficulties During Piano Performance

Participants also shared that they encountered some challenges when they
tried to develop their piano style while using both Chinese and Western cultural
influences (Appendix B). One challenge was that since Chinese artists did not know
Western artists, they often found it difficult to effectively represent the emotions
or intentions of the composer when performing Western works. This issue was
articulated by Participant 8, who said: “When studying Western piano works, we
often encounter scores with incomplete markings. It is difficult to accurately express
the composer’s intention for such works. The fundamental reason is that we do not
have enough understanding of the social culture of various historical stages in the
West.” A similar problem was expressed by Participant 4, who noted: “When playing
Western works, it is difficult to grasp the styles of each composer’s works well, and
you will also encounter many difficulties in performance skills.” The only solution to
these difficulties was extensive practice and research into various piano composers,
as stated by Participant 2: “The incompatibility between Chinese piano creations
and arrangements, harmony, temperament, musical style, etc., and the fixed
structure of the piano keyboard has resulted in technical difficulties in performance.
Practice hard to adapt.” Similarly, Participant 12 also shared that “During the
learning process, I needed to consult different materials, such as articles and
videos, to supplement my cultural deficiencies...”

5. Discussion

Participants shared that professional piano players need to develop cultural
literacy because some Chinese piano works reflect ancient stories and cultural
heritage. This was also reviewed by Hu and Zheng (2024), who studied how the
piano teaching has become more innovative in higher education institutions. These
courses generally teach about the origins of a particular piano composition or artist
by integrating it with the political ideologies and discourses of their time. By contrast,
participants also shared that sociocultural factors help to disseminate piano music
increasing people’s awareness of their national culture and its influence. Similarly,
Pereverzeva et al. (2018), as well as Hu and Zheng (2024), shared that when piano
music is integrated with different cultural and technological media, it can support
cultural dissemination in universities and colleges. Such integrated music sounds
diverse and rich, and appeals to audiences with varied tastes. Participants believed
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that Chinese piano music is a reflection of folk music, history and opera music, and
also reflects national characteristics through melodies and rhythms of emotional
expression. Indeed, this was also supported by Liu (2022), who noted that Chinese
piano music is strongly influenced by folk songs and traditional Chinese poetry. These
instil the expressive sound quality and refined intonation for which Chinese piano
music is known. Interestingly, participants seemed to enjoy how the Chinese culture
influenced their piano performance. The elements of Chinese culture in piano music
instil patriotism, and the inclusion of various folk instruments also enables artists to
express their emotions freely. These findings were similar to Jinjin and Isaiah (2021),
who highlighted the feature of ‘pianoization’ or musical transplantation in Chinese
traditional piano music, in which classical tunes are combined with the sounds of
other folk instruments. This helps artists retain the melody and structure of the
original composition while also making room for innovation and creative expression
by including other instruments.

Participants also shared that Chinese culture can influence piano performance
as seen in increasing educational policies, the enthusiasm of families and an
increase in musical competitions, which collectively work to encourage Chinese
students to take up piano learning and piano performances. Similarly, MacIntyre
and Potter (2014) also reported that the culture of piano learning and performance
was strongly shaped by competitions, grading levels and recitals in formal education,
which guitarists do not have to go through. Therefore, pianists demonstrate greater
effort to learn and higher introjected regulation during piano study and composition.
Further, the participants shared how culture — particularly Chinese culture —
influenced the kind of strategies, such as research, listening and exercises, which they
used to improve their piano performance and compositions. Indeed, Yin (2023) and
Liu (2023) found that young musicians generally play musical exercises repeatedly
for practice and performance improvement. As they mature, they use their self-
regulation skills such as establishing goals, monitoring their practice, and changing
their practice time. This was not observed among professional piano players,
possibly due to their experience considering that the above paper explored piano
teaching for students.

While participants associated Western piano repertoire with strong individual
composer personalities, it should be acknowledged that Western classical music
has historically been shaped by influential national schools — such as the Russian,
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German, and French traditions — which have also shaped collective stylistic
characteristics. Western piano pieces have some specific rules to follow, within which
composers and performers may innovate, while Chinese culture does not have such
rules but mostly creates piano compositions that are nationalistic and have beautiful
or artistic melodies and rhythms. Therefore, Chinese-influenced piano styles may
offer composers greater artistic freedom. Interestingly, according to Zhang and
Negus (2020) as well as Ye (2020), Western pianists are encouraged to expand their
talents and play according to their own preferences, whereas in the United States,
there is no classical tradition, and pianists prefer to consider personal values and
practicality. In contrast, Chinese culture follows humanism and thus encourages
piano players to cultivate moral values in their performance (Ye, 2020; Zhang &
Negus, 2020). These findings therefore contradict the literature review in several
respects, where it is seen that Western musical cultures can be extremely varied
in their impact on piano performances. While the interviewees of this paper did
acknowledge the importance of Chinese nationalism and moral thought, their ideas
on Western music being structured contrast with current literature. This shows how
vastly different are the experiences of actual professional Chinese piano players as
compared to existing research. At the same time, participants agreed that cultures
are currently being blended to create innovative piano pieces. Indeed, current
research proves that in several Chinese piano pieces, such as the Pi Huang and
the Moments of Peking Opera, the harmonic styles of the West are included along
with the richness of traditional Chinese piano music (Huang, 2024). In summation,
Chinese piano culture is not new to cultural blending and provides sufficient
opportunities for artists to innovate their compositions and performances.

Existing scholarship confirms that Chinese students often face limited access
to original Western musicological texts, language barriers when consulting primary
sources, and uneven exposure to Western historical performance practice. Studies by
Wong (2020), Lu (2022), and Bai (2021) note that despite widespread enthusiasm for
Western repertoire, systematic knowledge of European musical history and stylistic
schools varies significantly among learners. Creating a personal and innovative
musical style was further perceived to be different by the participants because of
how different Chinese and Western piano styles are in terms of rhythms, melodies,
scales, styles and temperaments. These responses were similar to the studies by
Zheng and Leung (2021; 2023), which examined creativity and cultural influences
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in Chinese piano education. In both these studies, the authors interviewed
Chinese piano students and professors regarding how they harnessed creativity in
their composition and performance. The participants in these studies shared that
Chinese culture encourages only those forms of creativity where the past heritage
is reflected. Western piano culture, on the other hand, appreciates pianists for
developing unique compositions. Chinese piano culture further requires artists to
follow very strict notations, which may limit innovation. These research findings,
also highlighting the vast differences between Chinese and Western cultures,
contradict interview responses where professional pianists shared that Chinese
culture granted them much more freedom to innovate as compared to the strict
rules needed to be followed in Western piano culture (Appendix B). This could
be because of the role of years of experience since the previous research focused
on Chinese piano students. Nevertheless, regardless of professional expertise,
participants shared about their inadequate access to and knowledge of Western
piano compositions, which restricts innovation and demands further future attention.

6. Conclusion and Future Scope

This paper investigated the influence of sociocultural dynamics in
contemporary Chinese piano performance. Interviews were conducted with 12
professional Chinese piano artists. A total of six themes were discovered. Firstly,
all participants agreed that culture strongly influenced piano performances and
composition, and supported dissemination. Secondly, Chinese culture particularly
influences piano performance by encouraging artistic expression and the inclusion
of various instruments to reflect folk traditions. This cultural influence was also
reflected in the techniques used for improving and innovating performance. These
findings therefore show the significant extent to which social and cultural factors
influence the performance and composition of Chinese professional piano artists.
Additionally, the participants also shared that in comparison to the strict rules and
structures of Western cultures, Chinese piano cultures leave more room for freedom.
This was an interesting finding because existing literature represents Chinese music
and piano cultures as being extremely rigid, with limited creative freedom and
a mandatory need for artists to innovate in a manner that represents national culture.
This research advances the literature by showing that Chinese music cultures may
be misunderstood and misrepresented in mainstream media, and that difficulties
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with innovation may vary depending on levels of expertise or professional skills.
Future research can, therefore, interview both Chinese and Western piano artists
to compare their experiences with integrating non-native cultures into their piano
performances. Future research can also be expanded to include music professionals
beyond pianists to find out how broadly social and cultural factors impact music,
particularly Chinese musical performance and music composition strategies.
However, participants also shared that inadequate knowledge about Western
culture and artists made it challenging to innovate compositions, even though they
appreciated the importance of researching and blending. Therefore, future research
must also focus on studying the factors responsible for hindering or supporting
Chinese piano artists to innovate their performance and composition, especially in
the context of being able to learn and integrate different music cultures. Overall,
these findings provide useful implications for future improvements in practice and
research.

6.1. Study Implications

The findings of this study hold significance for several purposes. Firstly, the
findings have useful implications for amateur or future piano artists in China who
wish to learn about the role of Western and traditional Chinese musical cultures, and
how they combine with social factors to develop contemporary Chinese piano works.
Therefore, future Chinese piano artists need to remember that culture is inseparable
from their composition and performance and that they need to appreciate the cultural
and social history of a piano composition while mastering it. It is also significant
for amateur Chinese piano artists who are interested in social environments that
may influence their fusion of Western and Chinese cultures in their future piano
works. As per these study’s findings, it is recommended that Chinese piano artists
who are building their repertoire work in surroundings or environments that offer
them sufficient opportunity to research and learn from other cultures. However,
participants in this study shared how they found it difficult to understand or learn
about incomplete Western compositions. The Chinese government and educational
institutions must, therefore, assist artists in obtaining easier access to compositions
and music research findings from various cultures that can expand their skills,
and innovate their composition and performance.
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The findings are also particularly useful for music technicians and digital
artists who may be looking for diverse ways by which they can innovate their
music through the integration of Chinese and Western music philosophies. Indeed,
based on the study’s findings, both Chinese and Western cultures include different
advantages — such as creative freedom and structural organization — which artists
can combine to produce a fusion or novel musical composition. This study is also
beneficial for Chinese piano teachers and administrators of musical institutes.
This is because they can use the findings to understand how social and cultural
factors may be influencing the music performances of their students while
identifying opportunities for improvement in the piano skill development process.
Forinstance, itisrecommended that teachers and educators provide an environment
that strengthens research and offers creative freedom and practice opportunities
for piano artists to improve and innovate their performance. Lastly, this study is
also significant for policymakers involved in the music and cultural development
of China. This is because these findings can provide policymakers with insights
into the limitations of traditional Chinese music cultures, and the policy changes
that can be considered to encourage the integration of Western musical cultures
in the piano industry. For example, professional Chinese piano players shared how
they did not always have access to and knowledge of Western piano compositions
for innovations. Policymakers and institutions can, therefore, identify ways to
increase this accessibility or provide technological innovations that Chinese pianists
can use to improve their performance and compositions.

6.2. Limitations

There were some strengths and limitations of this study that serve as references
for future research. Firstly, the study only relied on qualitative, interview findings
that can be at risk of bias and reliability issues. This, however, serves as a strength
considering that there have hardly been studies to explore the experiences and
opinions of professional Chinese piano players on the sociocultural implications
of their performance. Another limitation was that some of the participants had vast
variations in their professional piano experience with some having only six years
to some having several decades of expertise. While this did not make the findings
very heterogeneous, they do indicate the possibility of time or years of experience
as a mediator or confounding factor. Some of the piano professionals also claimed
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to be teachers, which indicates another possible mediator. Future research can,
therefore, segregate Chinese piano professionals based on their careers and
experience to identify how these factors work with social and cultural aspects to
influence piano performance, composition and innovation.
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Appendices
Appendix A. Semi-Structured Interview Questions

1. How do social and cultural factors influence your piano performance and
interpretation of musical works?

2. In what ways does traditional Chinese culture shape your approach to piano
playing or composition?

3. How do Chinese folk traditions, scales, or musical aesthetics appear in your
performance repertoire?

4. How do Western musical traditions influence your piano practice,
interpretation, or repertoire selection?

5. What differences do you perceive between Western and Chinese piano
performance traditions?

6. What strategies do you use to improve your piano performance and musical
understanding?

7. Whatsociocultural challenges do Chinese pianists encounter when performing
Western repertoire?

8. How do you think Chinese piano performance is evolving in a global musical
context?
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Appendix B. Themes and Representative Participant Statements

Theme Example Participant Statement

Impact of Sociocultural Factors Music without cultural and social
development has no soul.

Chinese Cultural Influence Chinese piano works integrate folk
melodies and operatic elements.

Performance Strategies Listening carefully and understanding
rhythm helps interpret emotional meaning.

Western Cultural Influence Understanding the composer’s background
is essential for interpreting Western works.

Cultural Comparison Western music follows structured harmonic
systems while Chinese music focuses on
melodic expression.

Sociocultural Difficulties Lack of familiarity with Western composers
makes interpretation difficult.
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